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Avant-gardes After Avant-Gardism

Mention of the avant-garde today is met with a great deal of incredulity. “Where is the avant-garde?
I don’t see it, please point it out to me; I am unaware of any groups of artists who operate in ways
that might be described as an ‘ism’ or a movement; art today is multiple and plural in its forms and
effects, driven by the consquences of the ‘spectacle’ and the demands of the museum and not by
revolutionary ideology; I see no radical convergence between art, technology and social
transformation; art has long thrown off its utopian zeal and the mythos of universal human
emancipation. Forget the avant-garde!”

These admonitions and denials have, of course, been the backbone of postmodern art theory and
philosophical aesthetics for the last twenty years, spreading their influence well beyond the confines
of debates on art and aesthetics to cultural studies and the cultural left generally. Indeed, across
disciplines the end of the avant-garde is held to announce a fundamental breakdown in the relationship
between art and modernity. Modern art’s claims to novelty, negation and non-trivial experimentation
are finally over it is claimed, or, are so diminished in their impact, as to be completely unidentifiable
with the avant-gardes of the 1920s and 1930s. As Eric Hobsbawm argued at the end of the 1990s:
“The avant-garde schools since the 1960s - since Pop Art - [are] no longer in the business of
revolutionizing art, but of declaring its bankruptcy.” [1] Hobsbawm may have a very different
agenda to most postmodern cultural theorists, but he speaks for much of this milieu with these
sentiments: by charging modern practice with a falling away from the achievements and ideals of
the recent past, the avant-garde is judged to be an exhausted ideology. Consequently talk of the neo-
avant-garde can only prolong the agony of this decline, a desperate recuperation of what remains
irrecuperable.

This sense of the post-war collapse of the originary avant-garde into ideological assimilation, social
irrelevance and parodic historicization, is the commonplace story of our times. However, these
feelings are certainly not new to the postmodern, or to the world of old ex-Stalinist historians. The
temporalization of the avant-garde as a failed project was also, ironically, one of the recurring
debates on the cultural left in the late 1960s and 1970s at the height of the reception of May ‘68 and
the new counter-culture. Peter Biirger’s Theory of the Avant-Garde, (1974) [2] is a thoroughgoing
critique of what he sees as the idealizations of post-war neo-avant-gardes. Harold Rosenberg’s
essay ‘Collective, Ideological, Combative’ (1967) [3] treats post-war art movements as mere
substitutes for the originary avant-gardes. And Nicos Hadjinicolaou - from a position to the left of
both Biirger and Rosenberg - in his essay ‘On the Ideology of Avant-gardism’ (1982) [4] attacks the
ideology of the avant-garde as such. For Hadjinicolaou the neo-avant-garde is complicit with
bourgeois culture because its commitment to the supersession of the present contributes to the artist’s
acceptance of the market ideology of the ‘new’. The avant-garde, “should be abandoned to the
defenders of the established order”, he says. [5]

These critiques of the avant-garde may emerge from a very different cultural moment than late-70s
postmodernism, but they all point to a similar set of issues concerning the reception and historicization
of the term after WW1: the theorization of the post-war neo-avant-garde as inseparable from the
avant-garde’s perceived social and political defeat. But, if this perception of defeat is based on a
certain political clarity about the place of Stalinism and fascism in the destruction of the social base
of original avant-garde, the history of the avant-garde itself in this writing and in this moment of
historical recovery is an uncertain and intangible object. That is, paradoxically, in the late sixties
and the early seventies, at the point where the avant-garde was being reconstituted and rehistoricized
as a political project across various artistic practices (structuralist cinema, the Situationist
International, Conceptual art) the historical and conceptual framework of key works from the 1920s
and 1930s were being made available for the first time to a post-war generation of European and
North American artists. During this period there is no direct transmission belt to the original avant-
garde. Thus a striking disjunction is put in place: as the concept of the avant-garde is being abandoned
as a viable model theoretically it also being made available historically and conceptually to a new
generation - let us remember artists in the sixties and the seventies had little or no working knowledge
of Soviet and Weimar avant-garde practice. The post-war neo-avant-gardes, therefore, are not simply
revivals of academically transmitted practices or failed rehearsals of older forms, but, on the contrary,
tentative encounters with relatively unknown objects, and as such, an unfolding critical engagement
with what is judged to be living and productive and available for further development. In this light
the concept of the avant-garde in the neo-avant-garde is actually given work to do, rather than
revisited as a ‘style’. Indeed the objects of restylization are cognitively and critically barely visible.
This sense of the neo-avant-garde as a product of critical and productive reinscription - and as such
the result of a process of historical misrecognition - is absent form Biirger and Hadjinicolaou,
because the idea of historical failure (entrapped as it is by the legacy of the Stalinist counter-
revolution) outweighs any redemptive model of cultural practice and interpretation.

In this respect the contribution of Theodor Adorno in the first wave of discussion on the avant-garde
in the 1960s is crucial to understanding the lopsided direction this debate took, and the limitations
of Biirger and Hadjinicolaou and contemporary anti-avant-gardists. In Aesthetic Theory (1970) [6]
Adorno recognises the reality of the historical defeat of the Soviet and Weimar avant-gardes and,
accordingly, the current the impossibility of art’s critical sublation into life. But, rather than sacrificing
the negativity of the avant-garde to some untroubled notion of ‘political art’, or conservative restitution
of an older modernism, he rearticulates the question of the avant-garde on the terrain of art’s autonomy.
He argues, that with the consumerist assimilation of art into the capitalist ‘everyday’ and with the
erosion of an older notion of modernist autonomy, both autonomy and the avant-garde are thereby
mutually transformed. The mediating force of this mutual transformation is what he calls the ‘new’.
By the ‘new’ Adorno does not mean the faddishishly latest, or novel, but the subjective agency by
which art is compelled to retain its critical independence from the forces of instrumental reason,
social and aesthetic. The ‘new’, or the differential, wills non-identity just as the drive to non-identity
wills the ‘new’. As such the ‘new’ is the necessary outcome of the art object itself, the ‘thing’ yet to
come that the artist wishes to bring about but does not know in what form he or she will bring it
about. Autonomy and the avant-garde, then, are the codeterminate names given to the production of
the ‘new’ as the condition of art’s necessary emergence from heteronomy.

On this basis, I would argue, Adorno introduces into the debate on the avant-garde a distinction
between the avant-garde as Event and the avant-garde as the temporal experience of modernity.
That is, rather than treating the avant-garde as the failed repetition of an original lost moment, he
sees the neo-avant-garde as aesthetically and critically equivalent to the early avant-gardes.
Accordingly, under conditions of the false sublation of art into everyday life in liberal democracy
the avant-garde is an experience of art’s critical persistence, a continually re-staging of art’s own
promise, the promise of art’s reconciliation with collective social experience. In this respect, the
question of the avant-garde’s vanguard role shifts from the sublation of art under the socialization
of technology (as utopianly imagined by Walter Benjamin, but put to cynical work by the cultural
industry) to the disaffirmation and rearticulation of modern artistic tradition itself. The ‘new’ is the
repetitive and continuous movement of art’s emergence from artistic tradition. In other words, the
‘new’ lies not in the prospect of formal, ‘stylistic’ breakthroughs, but in the possibility of keeping
alive art’s non-identity in the face of its own institutionalization and, as such, in the face of the
means-ends rationality of capitalist exchange value. Accordingly these forms will of necessity attach
themselves to those resources and practices that will requestion the traditions of which they are
part.

This understanding of the avant-garde as an open temporal experience rather than as a failed Event
became, in the early 1990s, the basis for a number of revivisionist approaches to postmodernism. In
response to the melancholic endism of conservative postmodernist theories, that is, theories of the
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Asanrappb nocne aBaHrappHhsama

VYnomiHaHze aBaHrapa BCTPEYaeTCst CerOIHs C OTPOMHBIM HefoBepreM. [ e oH, 3TOT Ball aBaHrapy?
 ero He BIKY, HOKaXKUTE MHE €r0; 51 HE 3HAI0 HA OHOI TPYIIITBI XyI0XKHUKOB, pabOTaIONUX B MaHepe,
KOTOPYIO MOKHO OBLIIO OBl ONHCATh KaK «M3M» WM HAITPaBJICHUE; UCKYCCTBO CETOIHS MHOKECTBECHHO
1 pa3HOOOpPasHO B cBOMX (opmax U 3¢deKTax, M ABIKET 3PEJIALIe ¥ My3eil, a He PEeBOJIOLOHHAS
UJICOJIOTHS; 51 HE BUKY HMKAaKOTO PafiMKaJIbHOTO COJIMKCHHS MEXIy HCKYCCTBOM, TEXHMKOW M
npeobpa3oBaHUeM OOIIECTBa; HCKYCCTBO TaBHO OTOPOCHJIO CBOM YTOIHMYECKHUiA HbLT U MUDEL 00
0CBOOOXKIEHUN YeJioBedecTBa. 3abynpTe Ipo aBaHrapm!

OTH yBEIIEBaHUS U ONPOBEP)KEHUs, OE3yCIOBHO, COCTABJISUIN KOCTSK IMOCTMOJIEPHUCTCKOM TEOpHU
HCKycCcTBa U (HHUI0CO(CKON 3CTETUKU HA TPOTSKEHUH IOCIICAHETO ABAALATIICTHs], PaCIPOCTPAHNUB
CBOE BJIMSIHUC AJICKO 32 MPEeIbl CIIOPOB 00 UCKYCCTBE M 9CTETUKE — HA UCCIICIOBAHUS KYJIbTYphl U
KYJIbTYPHBIX JIEBBIX BoOOMIIE. JIefiCTBUTEIbHO, B CaMbIX PasHBIX AUCLUIIJIMHAX KOHEIl aBaHrapja
MOJIEP;KUBACTCS C IIEJIbIO IPOBO3IJIACUTD (PyHIAMEHTAJIbHBII CIIajl B OTHOIICHHUAX MEKIY HCKYCCTBOM
U COBpPEMEHHOCThI0 (modernity). YTBepknaercs, 94To TpeOoBaHMS MOJEPHUCTCKHM HCKYCCTBOM
HOBU3HBI, OTPHI[AHKS U HEOOBIYHOTO SKCIIEPHUMEHTa OCTAJIMCh B HPOIIIOM, JUOO UX BO3JEiCTBHE
HAaCTOJIBKO 0CJIabJIo, 9TO WX YK€ COBEPIICHHO HEBO3MOXKHO OTOXKIECTBHUTH C aBaHrapmamu 1920-
1930-x rr. Kak 3asBun HemaBHO Opuk Xobcbaym: «Haumnas ¢ 1960-x — To ecTh ¢ mom-apra, —
aBaHrapHbIC MIKOJIBl 3aHATHI Y€ HE PEBOIOLMOHU3NPOBAHUEM HCKYCCTBA, @ OOBSBICHHEM O €ro
O0aHKpoTcTBe». X00cOayM MOXKET HMMETb APYryl0 IpOrpamMmy, HEXejad OOJIbIIHHCTBO
MMOCTMOJCPHUCTCKUX TEOPETHKOB KYJIBTYPHI, OHAKO OH BBIPa)KaeT HACTPOCHUSI OOJIBIIMHCTBA
MIPUHAJIEXKAIINX K 9TOU cpejie: Ha OCHOBaHWHM OOBUHEHMI MOIEPHHUCTCKOM NPAKTHKU B OTCTYIUICHUN
OT JOCTIDKEHUH 1 NeaJIOB OJIMKaiIIero NpoIuIoro, aBaHrapy BBIHOCUTCS MPUTOBOP KaK HCUEPIIAHHON
upeosiorny. PasroBop o HeoaBaHrapze, CI€f0BaTEIbHO, CIIOCOOEH JIMIIb NPOIIUTh arOHHIO 3TOrO
yracanusi, 0€3HaJIe>KHOI'O BO3POKICHHS TOr0, YTO HE MOANAETCS BO3POKACHHIO.

OTO olIylIeHHEe MMOCJIEBOCHHOrO KOJUIAICA MEPBOHAYAIBHOTO aBaHTapia, ero MAeOoJOrnIecKon
ACCHMUJISILINN, COLMAJIbHOM HEYMECTHOCTHU M APOAMIHOM NCTOPU3ALNHU — O0IIee MECTO HAIleH SIIOXH.
Ho He HOBHI 3TH YyBCTBa U 1711 HOCTMOJEPHUCTCKUX MJIM UCTOPHKOB CTapIIEro MOKOJICHHUS, OBIBIINX
CTaJIMHUCTOB. TeMIopanu3alys aBaHrapfa Kak HEy[aBIIErocs MpoeKTa OblIa, 10 UPOHUU CYAbOBI,
OJTHO¥ M3 TIOCTOSTHHO BO3BPAIIAIOIIUXCS TEM B CIIOpax O KyJIbTYPHBIX JIEBEIX B KoHIe 1960-x n 1970-
e IT., Ha BoJiHe perenuun Masi 68-ro 1 HOBOI KOHTPKYJIBTYpHL «Teopust aBarrapma» (1974) Ilerepa
Broprepa npencrasiisieT coboit 66CKOMIPOMUCCHYIO KPUTHKY TOTO, YTO BUAEJIOCH €My HeaTn3alueit
[IOCJIEBOCHHBIX HeoaBaHrapnoB. Dcce [apospna Posenbepra «KosiekTuBHOE, HIE0I0IHIECKOE,
BOMHCTBeHHOEY (1967) paccMaTprBaeT MOCICBOCHHBIC TEUCHHSI HCKYCCTBA KaK BCETO JIMIIb CypPPOraThl
NepBOHaYaIbHBIX aBaHrapHoB. A Hukoc XamkuHuKkomay — ¢ JIeBBIX OTHOCUTEJIBHO Kak bioprepa, Tak
n Posenbepra nosunmii — B cBoeM acce «O0 mpeosnornu aBaHrappusmay» (1982) namyckaercs Ha
UJICOJIOTHIO aBaHrapaa Kak TakoBoro. [l XaKMHUKOIAY HEOaBaHrapl — COOOIIHMK OypiKyasHOM
KYJIbTYpBI, IOTOMY YTO €ro NMPHBEPXKEHHOCTh OTMEHE HACTOSIIEr0 CIOCOOCTBYET IPUHATHIO
XYIO)KHUKaMH PBIHOYHOU HMIECOJIOTHH «HOBOTO». ABaHrapj CJEAyeT OCTaBHUTb MOOOpPHHKAM
YCTaHOBJICHHOT'O MOPSAKA, TOBOPUT OH.

OTH KpUTUYECKHE CYKIIEHHU [0 IOBOMY aBaHTap/la MOIIY BO3SHUKHYTh U3 COBCEM JPYrOro KyJIbTYPHOTO
MOMEHTa, HEXeJI MOCTMOJepHU3M KoHIa 1970-X, HO OHM YKa3bIBalOT Ha CXOMHBIN PsJ BOIPOCOB,
Kacalolmuxcs KaK pa3 Takd HCTOPU3ALMK 1 PeLieNIMI CaMOro 3TOro TepMuHa nocje Bropoii Muposoit
BoIHBL MHBIMY CJI0BaMU, TEOPETU3ALUS IOCJIEBOSHHOT0 aBaHrapJia Hepa3phIBHO CBA3aHA C pellenuuei
COLMAJIbHO-TIOJIMTHYECKOrO NOPAKEHUsI aBaHrap/Aa NepBOro; M, NapajgoKcaabHEIM 00pa3oM, B
MIECTUAECATHIE TONBI, B TOT MOMEHT, KOIZla aBaHrapj ObI 3aHOBO KOHCTHUTYHPOBAH U 3aHOBO
UCTOPU3MPOBAH KaK IOJUTUYECKUU MPOEKT B Pa3IHMYHBIX XYNO0XKECTBEHHBIX MPaKTHKaX
(cTpykTypayicTckoe kKuHo, CUTyalMOHUCTCKUE MHTepHANMOHa, KOHLENTyalbHOE HCKYCCTBO),
BIEPBbIE CEJIAIICH HOCTYIHBI UCTOPUKO-KOHIIENTYasIbHbIe PAMKH KJIIOYEBBIX MpousBeneHuit 1920-
1930-x rr. Tak nosBsieTCs pasuTeNIbHOE IPOTUBOPEYHE, WM KOH(IIMKT: B TO caMoe BpeMs, Kak
KOHIICTIIIWS aBaHTapfia J1eJIaeTcs KOHLENTYaJbHO HOCTYIHOM [l HOBOIO MOKOJICHUS — He 3a0yneM,
4t0 B 1960-1970-€ IT. XyI0o>XHUKH 00J1aJaIi BECbMa CKPOMHBIMU [TO3HAHUSIMHU O IIPAKTUKE COBETCKOTO
U HEMEINIKOro aBaHrapja mepuona BeiiMapckoll peciyOJIMKM, — OHA ellle U OTOPAaCHIBAETCH Kak
H3HECIIOCOOHas MoJeslb TeopeTHdecku. IlocieBoeHHBIE HEOABAaHTaPAIB, CIIEJOBATENILHO, 3TO HE
IPOCTO HEYAauHble IOBTOPEHUS AUCKPEAUTUPOBAHHEIX O0JIee paHHUX NIPAKTHK, HO YTBEPXKIECHUE TOTO,
4TO CYMTAETCS >KHBBIM, IPOMYKTUBHBIM M IPHUIONHBIM HJIs HajibHeliero passuTus. Kak TakoBas,
KOHIEMIHS aBaHTap/a — 3TO 110 CYIIECTBY paboTa, KOTOPYIO IPENCTOMUT IPOJIEJIATh, & HE BO3BPAILCHUE
K HEKOEMY «CTHJIIO». DTOT acHeKT aBaHrapAa Kak IPOAYKTa KPUTHYECKOTO U IMPOAYKTUBHOIO
HENpU3HaHUsA OTCYTCTByeT y broprepa m XakuHHKOIAy, HOTOMY YTO KAaTErOpHs HCTOPUYECKOMH
Hey[a4yl [epeBeIrBacT JII00YIO HalleJICHHYI0 Ha BOCKPEIIEHHE MOJIEJIb IPAKTHUKHY, EPENIChIBAaHUS U
HHTEPIPETALHH.

B 3TOM OTHOIIEHNN pEIIAONMM [UT IOHUMAHHS OHOCTOPOHHETO HAIllPaBJICHHS, KaKoe IIPUHSII CIIOp
00 aBaHrapje, a TakXe oOrpaHMYeHHocTu bioprepa, XamXKHHHKOJIAy U COBPEMEHHBIX
AQHTHABAaHTap/IMICTOB, ABJISACTCS BKJIa[A AJIOPHO B IEPBYIO BOJHY 3TON JMCKYCCHM B IIECTHICCATHIC
rogsl. B «Ocrermueckoit Teoprm» (1970) AmopHO npr3HaeT HCTOPHIECKOE IIOPAYKEHNE COBETCKOTO 1
HEMEIIKOro aBaHrapsia nepuoga BeiiMapckoii peciyOJIMKU 1 HEBO3MOKHOCTb KPUTHIECKOrO CHATHSA-
pacTBOpeHHsI UCKyCcCTBA B JKM3HU. HO BMECTO TOro, 4ToOBl IPUHECTH HETaTUBHOCTb aBaHTapia B
XKEpPTBY 0€3MATEKHOMY IOHATHIO (IIOJUTHYECKOTO MCKYCCTBa» HJIM KOHCEPBATHBHOMY
BOCCTaHOBJICHUIO B IIpaBax OoJiee CTaporo MofiepHU3Ma, OH IepeopMyIupyeT BOIIpoc 00 aBaHrapye,
MEePEHOCs] ero Ha TEPPUTOPHIO aBTOHOMUM UCKyccTBA. OH HOKa3bIBAET, YTO C MOTPEOUTEIbCKOM
acCUMWIIAIMEH NCKYCCTBAa B KallUTaJIMCTUYECKON «IOBCEIHEBHOCTH» U C IPO3HUE Oojiee ctaporo
MOHATHUS MOJCPHUCTCKOW aBTOHOMHHM, 000I0HO MpeoOpasyloTcsi U aBTOHOMHS, U aBaHrapi.
Omnocpenyonyo CHily 3Toi 0000IHOM TpaHCchOpMaliy OH U Ha3bIBAET «HOBBIM». [101 «HOBBIM»
AIOPHO NOHUMAET HE MOCJICIHUN MUCK MOAbI U HE HOBU3HY, HO CyObEKTHBHYIO MHCTAHIUIO,
3aCTaBJIAIONLYIO HCKYCCTBO COXPaHATb CBOIO KDUTHIECKYIO HE3aBHCHMOCTD OT CHJI HHCTPYMEHTAIbHOTO
pasyMa, ConMaIbHOro 1 scteTndeckoro. « HoBoey, mitm pasimyalomeecs, ;kaxaeT HeTOKIeCTBEHHOCTH,
B TOYHOCTH KaK CTPEMJICHHE K HETOKIECTBEHHOCTH XKaXIET «HoBoro». Kak TakoBoe, <HOBOE» €CTb
HEOOXOIUMBIH Pe3yJIbTaT CaMOro 00beKTa UCKYCCTBa, eIlle He CO3AAHHON «BEIIN», KOTOPYIO XyIOMKHUK
XOYeT BBI3BAaTh K JKM3HH, HO HE 3HACT, B KaKoi ()OpMe OH MJIM OHA 3TO OCYIIECTBUT. ABTOHOMUS U
aBaHrapj TOrJa CyTh B3aUMHO 00YCJIOBJICHHbIC UIMEHA, JAHHBIEC IIPOU3BOJICTBY KHOBOT0» KaK YCJIOBHIO
HEo0XOIMMOro BOSHUKHOBEHHUS UCKYCCTBA U3 reTepoHoMun. Kcxons u3 aToro, 6epych yTBEp:KIaTh 4,
ANOPHO BBOZIUT B CIIOP 00 aBaHrapie pasrpaHuyeHUEe MEKIy aBaHrapaoM kak CoOBITHEM U aBaHTap/ioM
KaK TeMIOpaJbHbIM OIBITOM COBpeMeHHOcTH (modernity). IHbIME cjl0BaMH, BMECTO TOTO YTOOBI
TPaKTOBaTh aBaHTrapJl Kak HeynaBlleecs IIOBTOPEHNE N3HAYAIbHOTO IIOTEPSHHOIO MOMEHTA, OH BUIUT
B HEOAaBaHrapje 3CTETHYCCKHH M KPUTHYECKHI SKBUBAJICHT HPEABIYIIMX aBaHrapjioB.
COOTBETCTBEHHO, B YCJIOBHSX JIOKHOIO CHATHSA-PACTBOPEHHS HCKYCCTBA B IOBCEJHEBHON MKU3HU IIPU
JIubepasbHON NeMOKpAaTHU aBaHTapj MpefcTaeT ONBITOM KPUTHUYECKOH CTOMKOCTH HCKYCCTBa,
OecrpepbIBHEIM BO30OHOBJIEHHEM COOCTBEHHOTO JKe 00CIIaHus HCKYCCTBa, 00CIaHMsl COIVIACOBAHUS-
MPUMHUPEHUS] UCKYCCTBA C KOJUICKTHBHBIM COLMAJIbHBIM ONBITOM. B 3TOM OTHOIIEHMH BOIpPOC O
MepeoBOil POJIM aBaHrapaa IMEPEeXONUT OT CHATHSA-PACTBOPEHUs HCKYCCTBA B YCJIOBHUAX
06001mecTBICHI TeXHUKH (9TO yTonmudyeckoe BupeHue Bamprepa BeHbsiMuHA OBIIIO MUHUYHO
3a[IeHCTBOBAHO KyJIbTYPUHIYCTPHUCH) K Pa3BEHYAHHIO U ITepedopMyTUPOBAHIIO CAMON MOJICPHUCTCKOM
XynoxkecTBeHHOH Tpagunuu. «HoBoe» — 3To moBTopdmomeecd u OecnpepbiBHOE JBH)KEHUE
BO3HHKHOBEHHS HICKYCCTBA U3 XyI0XECTBEHHOH Tpaauiuy. VIHBIMU CJIOBaMH, KHOBOE» OPE3KHUT HE B
NepcreKTuBe (HopMasbHBIX, «CTHIMCTUYECKUX» MPOPHIBOB, HO B BO3MOXKHOCTH COXPaHATh B CHJIC
HETOXIECTBEHHOCTh MCKYCCTBa IEepel JHMIOM €ro e COOCTBEHHOM MHCTUTYIHAIH3ALUH H, IO
CYILIECTBY, NIepe]l JIMIIOM HAIIEJICHHOI Ha KOHEYHBII Pe3yJIbTaT PalMOHaIbHOCTH KallMTaTHCTHIECKOM
MeHoBoI crouMocTH. Kak TakoBble, 3T (OPMBI ¢ HEOOXOIUMOCTBIO IIPUMKHYT K T€M pecypcam U
MIPaKTUKaM, KOTOPbIC 3aHOBO OYAyT CTaBUTb IO BOMPOC TPAJHUIMH, YaCThIO KOTOPBIX OHM XK€ CaMU
SIBJIIOTCS.



‘end of modernism’ and the ‘end of art’, Hal Foster and Andrew Benjamin both looked to the
reinvigoration of the artistic avant-garde as a way of out postmodernism’s historicism. In ‘What’s
Neo About the Neo Avant-Garde?’ (1994), [7] Foster adopts the Freudian notion of Nachtréglichkeit
(deferred meaning) in order to resist Biirger’s punctual understanding of the avant-garde. Far
from being a moment where the promise of art’s sublation is lost, the effects and ideals of the
original avant-garde are subject to a process of deferred action. The neo-avant-garde emerges
through what Foster calls a process of, “protension and retention, a complex relay of reconstructed
past and anticipated future”. [8]The pasts of the avant-garde, then, are not held in place by
mourning, but opened up to reinscription, under changed social and political circumstances. Andrew
Benjamin, proposes a similar kind of Freudian model in Art, Mimesis and the Avant-garde (1991).
[9] In opposition to the notion of the avant-garde as an enervated tradition, he argues that the
emergence of the contemporary from the modern - and therefore by definition the emergence of
the avant-garde - is never simply a repetition of the past, but its rearticulation, what he calls the
possibility of art’s “anoriginal difference” in the present. Because history remains open the future
meanings of art cannot be determined in advance. The present then is fundamentally open to the
risk of new meaning, even if the immediate social and political conditions which determine the
conditions of such an action prevent such an action taking place.

What unites Andrew Benjamin and Foster is a revision of the dialectic of the avant-garde. Both
see the avant-garde as the promissory space in which art articulates and negotiates its open-ended
place within artistic tradition, rather than as the agency by which the institutions of art are to be
dismantled and sublated into everyday life. The content of the avant-garde’s ‘after life’ then ( the
Freudian process of deferred meaning) is based on the reworking, in a liberal democratic context
dominated by the museum and the mass media, of the constitutive cognitive and epistemological
breakthroughs and strategies of the early avant-garde (montage, simultaneity, the critique of the
author, the readymade). Whereas the original avant-garde identified a revolution in perception
with proletarian political revolution, and therefore with the supersession of the museum, the neo-
avant-garde identifies the promise of art’s difference as a task of counter-representation from
within the bourgeois art institution. The neoavant-garde regrounds the avant-garde within the
dynamics of capitalism’s ‘second-modernity’. On this score, Foster’s avant-garde is close to a
counter-hegemonic model in which the ‘politics of representation’ reroute the cognitive and
epistemological strategies of the early avant-garde into a form of pluralizing cultural resistance.
In Andrew Benjamin the counter-hegemonic model is absent, but the notion of the avant-garde as
securing the possibility of art’s emergence from heteronomy into difference is very similar. As
Benjamin says, the task of art is to affirm the possibility of the plural present

There is a superficial similarity between Foster and Andrew Benjamin’s avant-garde and Adorno’s
avant-garde. All, in a sense, relativize the identity of the avant-garde against the notion of the
avant-garde as a failed, punctual Event. The absence of the original collective and vanguard
character of the original avant-garde in contemporary neoavant-gardes is not a block on the
development of the avant-garde, but the basis by which the avant-garde rethinks its function,
suitably qualified. But the implications and outcome are very different between Foster and Andrew
Benjamin and Adorno. For Foster and Benjamin the theory of the open-avant-garde is essentially
a way of reconstituting the present and futures of art within the boundaries of a stable capitalist
art institution. That is, art’s emergence from heteronomy into difference is seen as a kind of a
differential handing down of the past from within artistic tradition. As Foster stresses,
contemporary neo-avant-gardes enact the postmodern continuity of the early avant-gardes, just
as Benjamin describes the contemporary avant-garde in terms of a kind of interdependent
pluralizing of inherited tendencies and forms. For Adorno, though, the theory of the open-avant-
garde is never so sanguine, because what Adorno call the “impossible trick” [10] of art constantly
trying to identify the non-identical, is an inherently destablizing and self-negating process.
Accordingly, there is a strong sense in which the temporality of the avant-garde in Adorno is one
riven, ontologically, by internal and external violation, by the symbolic violence of aesthetic
ideology - the conflation of art with aesthetics - and the actual violence of the culture industry.
The consequence of this is that the emergence of difference from heteronomy in art is subject to
forces and constraints incompatible with a notion of the differential handing down of tradition.

)

AVANT-GARDE

OT0 MOHMMAaHHE aBaHrapja KaKk OTKPHITOrO TEMIIOPAJIBHOIO OIbITA, & HE MOTEPIICBIIETO HEyNady
Co0biTHS, CTaJI0 B HAaYaJIe ICBIHOCTHIX FOJOB OCHOBOIA [UIS1 LIEJIOTO Psifia PEBU3MOHUCTCKHX ITOXOOB
K IIOCTMOEPHU3MY. B oTBeT Ha MeylaHXOJIMYecKHil GUHAIN3M ITOCTMOICPHUCTCKUX TEOpPHii, T. €.
TEOPUil KKOHI[a MOIEPHA3MAa» 1 KKOHI[A UCKyCcCTBay, Xas Pocrep u DHIpio beHmKkaMuH MObITAINCh
BIOXHYTh HOBYIO JKM3Hb B aBaHIapl KaK BBIXOI M3 MOCTMOJIEPHHCTCKOro MCTopunmsma. B crartbe
«Yto HoBoOrO B HeoaBaHrapae?» (1994) ®ocrep 3anmcTByet (peitnoBckoe monsitue Nachtr glichkeit
(3amas;pIBaHue, 3aePAKKa, OTCPOUKa), IIPOTHBOIIOCTABIISS €0 TOYCYHOMY ITOHAMAHHIO aBaHIapya y
broprepa. OtHionbs He Oyay4d MOMEHTOM, IZie OOeIaHue CHATUSA-PACTBOPEHUSI HCKYCCTBA MONLIO
npaxoM, 3(deKThl 1 ueasbl IepBOro aBaHrapaa MOTYUHSAIOTCS MPOLECCY OTCPOUYCHHOTO JEHCTBHS.
HeoaBaHrap Bo3HHKaeT 4epe3 IOCPEACTBO TOro, 4ro Poctep Ha3bBaeT IPOLECCOM NPOTCHINA U
pereHImH (TIPOMJICHHS M YACPXKaHUS), CJI0KHOTO YePEIOBaHMsl PEKOHCTPYHPOBAHHOTO MPOLLIOro 1
MIPEIBOCXUIAEMOro OymymIero.

[Iponutsie meproibl aBaHrapyia He CKOBAHBI TOIZIA CKOPObIO, HO OTKPBITHI IS NEPEHHCHIBAaHUS B
M3MEHHMBIINXCS COUAIbHO-NIOJIMTHYECKHIX o0cTosATeIbeTBaX. B «McKyccTBe, MIMecHce U aBaHTrapyie»
(1991) Onppro benmxamMuH mpemiaraeT MoXoxyko (peiqoBcKylo Moneib. B mporuBoBec muee
aBaHrapja Kak MCTOICHHOW TPAJMIMU, OH JOKa3blBAET, YTO BOSHUKHOBCHHE COBPEMECHHOIO U3
MOJIEPHUCTCKOTO — a CTajio OBITh, II0 ONpENeICHNI0, 1 BOSHUKHOBEHHE aBaHTrapAa — HUKOIZA He
ABJIAETCA IPOCTO IMOBTOPEHUEM IIPOIIJIOTr0, HO €ro aprnchmuHeﬁ 3aHOBO, TEM, YTO OH HA3LIBACT
BO3MOXKHOCTBIO «HEOPUTHMHAIBHOTO Pa3IMYMs» MCKyccTBa B HacTosimeM. Ilockosbky mcTopus
ocTaeTcs OTKPBITOM, OydylIue CMBICIIBI HCKYCCTBA HEJIb3s1 ONpENesuTh 3apaHee. HacTosmee Torna
(yHIaMEHTaIbHO IOJIBEPIKEHO PHUCKY HOBOTO CMBIC/IA, Na)Ke €CJIM HEIOCPEICTBEHHbIE COLUAIBHO-
TIOJIMTHYECKHUE YCJIOBHUS, ONPEEJISIONINe YCJIOBHS TAKOTO ACHCTBHS, HE JOIYCKAaIOT, YTOOBI Takoe
AeiCTBHE UMEJIO MECTO.

Ouppio benmkamuna u Poctepa 0ObeAUHAECT PEBU3HS AUAJICKTUKH aBaHrapfa. M ToT u npyroit BUgsT
aBaHrapj Kak IIPOCTPaHCTBO OOEIIaHMsI, B KOTOPOM HCKYCCTBO apTHKYJIHPYeT M 00roBapiuBaeT cBOE
OTKPHITOE OYOyIIM M3MEHEHUSM MECTO BHYTPH XyIOXKCCTBEHHOH TPaIiM, a HE KaK WHCTAHIAIO
WJIM JAesITeJIbHOCTD, MPEAHa3HAvaloNlyl0 MHCTUTYTHl UCKYCCTBAa Ha CHOC M CHSITHE-PacTBOpPEHUE B
noBcenHeBHON ku3HU. CyTb «IIOCMEPTHOU KM3HW» aBaHrappa (ppeilmoBCKuil mpolecc
3aI1a3/IbIBAIOIIETrO JCHCTBHIA) OCHOBBIBACTCS TOIMIa HA NepepaboTKe B JIMOepaIbHO-IEMOKPATHIECKOM
KOHTEKCTEe, B KOTOPOM AOMMHHUPYIOT My3€H U Macc-MelHua, yUYPeAUTEJbHbIX KOTHUTUBHBIX U
SMUCTEMOJIOTMYECKIX IIPOPLIBOB M CTPATErnii paHHEro aBaHrapaa (MOHTaX, CUMY/IbTAHHOCTb, KPUTHKA
aBTopa, penu-mein). Ecim mepBoIif aBaHrapa OTOXIECTBJIISAI PEBOJIONHWIO B BOCIPHSITHU C
MPOJIETAPCKOM NOJIMTUYECKON PEBOJIIOIMEN H, CJIEOBATEILHO, C OTMEHOH My3€esl, TO HeOaBaHrapx
OIO3HAET OOEIIaHNe Pa3JIMYMsl UCKYCCTBA KaK 3a/iady KOHTpP-pPEeNpe3eHTallui U3HYTPH OypiKyasHOro
WHCTUTYTa UCKyccTBa. HeoaBaHrapmy 3aHOBO YKOpEHSIET aBaHTap[A BHYTPH OHHAMHUKH «BTOPOM
COBPEMEHHOCTH» KanuTau3Ma. B 3ToM oTHomeHn: pocTepoBCKuUii aBaHTapA OJIM30K K MOJIEJIN KOHTP-
TereMOHHHU, B KOTOPOH «IOJUTHKA PENpe3eHTAallMhu» NEePEOPUEHTHPYET KOTHUTHBHBIE U
SMHCTEMOJIOTNYECKHE CTPATETNH aBaHTapya, Ipespaimas ux B popmy Oopromerocs 3a MEHOroobpasue
KyJIbTYPHOTO CONpOTHUBJIEHHs. Y OHApIo beHmkamMuHa MOAeIb KOHTP-TETeMOHHU OTCYTCTBYET, HO
€ro uzes aBaHrapyia Kak odecre4eHusi BO3MOXKHOCTHU BBIXOa MICKYCCTBA M3 T€TEPOHOMUH B Pa3jInyne
odeHb moxoxka. Kak rosopur bemmxaMmuH, 3aiada MCKycCTBa — YTBEPXKAAaTh BO3MOXKHOCTH
MHOTo00pasusi HaCTOSIIIETO.

Mesxny aBanrapnoM 1o Qocrepy 1 OHapio benmxamMuHy, ¢ OTHOI CTOPOHBI, K aBaHTapAOM 0 AIOPHO
CYIIECTBYET IIOBEPXHOCTHOE CXOACTBO. Bee OHM B KAKOM-TO CMBICIIE PEJIITUBH3UPYIOT HIACHTHIHOCTh
aBaHrapfa — B IPOTUBOBEC MIPEACTABJICHUIO 00 aBaHrapfe Kak O MOTEpIEBIIEM Heyaauy, TOYeUHOM
Cobpitin. OTCyTCTBUE B COBPEMEHHBIX HEOaBaHrapgaX HEPBOHAYAJbHOIO KOJUIEKTHBHOIO U
MIepeIOBOr0 XapaKTepa MepBOro aBaHrapyia ABJIsIeTCs He MPENSTCTBIEM Ha ITyTU Pa3sBUTHS aBaHIapa,
HO OCHOBAaHMEM, Ha KOTOPOM aBaHTapl IIEPEOCMBICIIET CBOIO (hyHKIIHIO, COOTBETCTBYIOIINM 00pa3soM
yTouHeHHy10. OHaKo cJIeACTBHs U pe3yabTar y PocTepa u DHapio benmkamuna, ¢ OfHOI CTOPOHBI,
7y AZOpHO ¢ Apyroii, odeHb pasHble. [y Poctepa n beHmKaMuHa TeopHst OTKPHITOTO aBaHTapya —
3TO IO CYLIECTBY CIOCOO 3aHOBO KOHCTUTYHPOBATh HACTOsIIEE 1 OyIyIlee UCKYCCTBA BHYTPH FPaHUIL
CTaOMJILHOTO KalHUTaJIMCTUYECKOr0 MHCTUTYTAa MCKYCCTBA. MIHBIMH CJIOBaMH, BHIXOJ MCKYCCTBA U3
COCTOSIHUSI TETEPOHOMHH K PasjIMuMIo pacCMaTpUBAeTCs Kak CBoero poma muddepeHnupyomas



Tradition is not so much a place open to undetermined reconstitution as a place where cultural and
social division is mediated and struggled through and against. The counter-hegemonic entry of the
neo-avant-garde in the 1980s into the postmodern art institution, therefore, may advance a formal
continuity with the original avant-garde, but it also enacts in significant sense a violation of those
violations which are not emanable to aesthetic redemption or semiotic recoding: cultural and social
division. In Foster and Andrew Benjamin the space of the avant-garde is essentially de-classed.
On this basis there are two things at stake in Adorno’s understanding of the avant-garde, that make
it (within limits) a more suitable candidate for a defence of the category of the avant-garde today.
First, by insisting on the mediation of cultural and social division as the ground of the production of
art’s difference out of the heteronomy of tradition, Adorno’s theory of the avant-garde keeps faith
with the ‘violence’ from below, so to speak, of the original avant-garde’s rupture with the art
institution; there can be no continuity with the original avant-garde that doesn’t also recognise that
the original avant-garde continues to expose the false totality of the neo-avant-garde; and secondly,
by insisting on the necessary violations and self-violations involved in art’s task of affirming the
non-identitical, the question of art’s formal continuity with the avant-garde is placed on a more solid
subjective footing. That is, if the production of the ‘new’ is not to be confused simplistically with
the novel or the faddish, this is because the ‘new’ is the place where the subject’s continuous ‘asocial’
desire is produced. Namely, the sense that the subject is always ‘out of joint’, or in discord, with the
situation in which it finds itself and consequently will continually produce aesthetic forms that
match this. Adorno does not develop in any depth the temporality of the avant-garde as the temporality
of the self-negating subject in Aesthetic Theory, but its significance for his theory makes its insistence
all the more important for a workable theory of the avant-garde. As such we need to turn to Hegel
and Slavoj Zizek’s reading of Hegel, in order to expand on this question.

In Slavoj Zizek’s recent writing on the Hegelian tradition he argues for a return to the subject. [11]
By this he does not mean a return to some notion of the self-transparent subject, but rather to the
question Hegel posed in his post-Kantian analysis of the Understanding and Imagination: what is
the basis of the relationship between the subject’s would-be spontaneous synthesis of the sensuous
manifold into perception and the operations of discursive reason? On what side does of this divide
does the temporal experience of the subject actually lie? For Kant this temporal experience lies on
the side of discursive reason, of the power of the Understanding to forge the dispersive effects of
Imagination into linear and homogeneous patterns. In a way it also lies on this side for Hegel, but
for Hegel the Understanding is posited in a fundamentally different way to that of Kant. It is produced
out of the Imagination. Hence, the synthesizing activity of the sensuous manifold in perception,
which brings experience into new rational wholes, is always being torn apart by the dismembering
function of the Imagination in order to be reconstituted into a another order. Kant therefore represses
two related issues: the fundamental negativity at the heart of subjectivity, and by extension, the
fundamental irreducibility of the subject, its excessiveness, so to speak, over and above the chain of
natural and social causality in which it is embedded. There is always something, an intractable or
irreducible remainder in the subject, that makes the subject resists its full absorption into its
surroundings. In these terms Zizek goes one step further than Hegel in arguing that Hegel’s
‘dismemberment’ indicates an even more primordial force at work in the subject, a pre-synthetic
imagination which continually “enables us to tear the texture of reality apart”.[12] The idea therefore
that there is a pure sensuous manifold unaffected by the disruptive function of the Imagination is a
myth.

The implication of this for a workable theory of the avant-garde rests, accordingly, on the possible
link between the temporal-spatial dismemberment of the subject and the violating and self-violating
forces at work within the avant-garde’s mediation of social and cultural division. Indeed, we might
develop the open-model of the avant-garde one step further and say that in a non-trivial sense the
temporality of the avant-garde is another name for the irreducible infinity of the subject. By identifying
the temporal experience of the subject as being ‘out of joint’, with the temporal experience of the
avant-garde artist as being ‘out of joint’ within his or her engagement with tradition, the agency of
the ‘new’ in art is no more nor less than the mediating category of the subject’s resistance. On this
basis the avant-garde is not something imposed on an heterogeneous community of practioners, but
the space in which immanent logic of the artist’s relationship to tradition and the social world is
practised. But if this connection deepens the open avant-garde model ontologically, it also has
important and specific political ramifications. For by establishing the subject as fundamentally ‘out
ofjoint’, the possibility of the ‘new’ as a break from within tradition is also opened up to the possibility
of the qualitatively ‘new’, to the Event that doesn’t just rework the already given, but emerges
without precedent, to produce a rupture in the present: the Event which cannot be predicted with
reference to pregiven circumstances and limits. One of the problems with the postmodernist version
of the open-avant-garde model is that this qualitative break to the new within the ‘new’ as “anorginal
difference” is repressed. In fact in postmodernism there is no past or futural Event that can possibly
break through the present, because every Event falls back into a homogeneous, linear, schematized
time. Revolutions are always being rewritten as interruptions. As such what is absent from the open-
avant-garde’s model of “anoriginal difference” is that its understanding of art’s emergence from
heteronomy is unable to accommodate the possibility of an artistic act that is part of an Event that
tears the texture of reality apart” without warning, and therefore breaks the preexisting symbolic
network.

In these terms I want to advance a theory of the avant-garde in which the avant-garde as Event and
temporal process interconnect. Or rather, I want to advance a theory in which the Event of the avant-
garde imposes itself on the temporal avant-garde model not as the failed Event which enervates
tradition and which the present simply accommodates, but the failed Event that produces a repressed
potentiality in the present that stands to break open tradition. This does not mean, for example, that
the failed and interruptive Event of the original avant-garde is about to return fully emergent. But,
rather that to hold to the truth of the failure of the original avant-garde is to always hold on to the
truth of its unfulfilled universal dimension which the untruth of capitalism holds in place. This why
we need an open theory of the avant-garde which identities the freedom of art with that which is not
yet caught up in the web of necessity. A theory of the avant-garde which incorporates the repressed
potential of the failed revolutionary Event and the ‘asocial’ desire of the subject.
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nepefadya MPOLULUIOTO M3 MOKOJICHHUSI B IMOKOJCHHE BHYTPH XyHOKECTBEHHOI Tpamuiuu. Kax
noguepkuBaeTr Poctep, COBpeMEHHBIE HEOaBaHTapIbl Peajin3yloT IOCTMOXECPHHUCTCKYIO
IIPEEMCTBEHHOCTDb 110 OTHOIICHUIO K NPEABIAYIINM aBaHrapaaM, 1 B TOYHOCTHU TaK K€ BeH)l)KaMI/H-I
OMKCHIBAET COBPEMCHHBII aBaHrapA B TEPMHHAX CBOErO POAa B3aHMMO3aBUCHMOM ILTIOPATH3ALIUN
YHACJISHOBAaHHBIX OT IIPOIUIOrO TeHACHIMI U GopM. s ATOpPHO, OTHAKO, TEOPHs OTKPHITOTO
aBaHrapaa HE CTOJIb ONTUMHUCTUYHA, IIOCKOJIbKY TO, YTO OH Ha3bIBACT «HEBO3MOXKHBIM KYHIITIOKOM»
HCKYCCTBA, HEYCTAHHO MBITAIOIIET0CS OTOXIECTBUTh HETOXKAECTBEHHOE, 9TO IO CYTH CBOEii
IecTabuIN3upPYIOMUil N HalpaBJIeHHBII Ha camMooTpuuanue nponecc. CooTBETCTBEHHO,
TEeMIIOPaJIbHOCTh aBaHTapa Y ANOPHO — 9TO OHTOJIOTMYECKH Pa3OpBaHHAs TEMIOPAIbHOCTb, U
paspbiBacTCS OHa IIOJ BO3AEHUCTBHEM BHYTPEHHErO M BHELIHEIO HACHJIUS: IOJ BO3AEHCTBUEM
CHMBOJIMYECKOTO HACHJIUS 3CTETUYECKON HACOJIOTHH (COCIUHEHHsI MCKYCCTBA M ICTETHKU) W
(aKTUYECKOro HaCWIIUS KyJIbTypHO# mHmycTpun. OTCioa CJIEdyeT, YTO B MCKYCCTBE pOXICHHE
pasyuyds U3 TeTEePOHOMHUH 3aBHCUT OT CHJI U OTPAHUYCHHUI, HECOBMECTHMBIX C MOHSITHEM
mddepeHrmpyomei nepenady TPaguyH 13 MOKOJICHUS B IIOKOJICHHe. Tpayius — 9TO He CTOJIbKO
MECTO, OTKPHITOE IS HEACTCPMHUHUPOBAHHOIO KOHCTUTYHPOBAHHUS 3aHOBO, CKOJIBKO MECTO, IIe
KYJIBTY PHO-COLIMAJIbHOE Pa3fiesIeHHe OIIOCPENYeTCs U CTaJIKUBAETCS C MPOTUBOGOPCTBOM. BxojkneHune
HeoaBaHIrap/a KaK KOHTP-TereMOHUH B MOCTMONEPHUCTCKUI HHCTUTYT UCKyccTBa B 1980-x MoxeT,
CJIEIOBATEIIBHO, CIIOCOOCTBOBATH (POPMAJIbHOU IIPEEMCTBEHHOCTH C IIEPBOHAYAIbHBIM aBaHIAPIOM,
HO B 3HAYMTEJbHOH CTENMEHH OHO OCYHIECTBJISICT TAaK)K€ W HACHJIbCTBEHHOE HAapyIIEHHE TeX
HapyLIIeHH, KOTOPbIe HE MOINAIOTCS CTETHYECKOMY BOCKDEIICHUIO MJIM CEMHOTHYECKOMY
NePEeKOINPOBAHMIO: KYJIbTYpHO-connagbHoe paspesneHue. Y Pocrepa m Duapo benmxammaa
MIPOCTPAHCTBO aBaHrapya I0 CYLIECTBY ICKJIACCHPOBAHHO.

Ortcioza B aJOPHIAHCKOM IIOHUMAaHUU aBaHTap/ia Ha KapTy IIOCTABJICHBI IBE BEIIH, KOTOPbIC AEJIA0T
5TO MOHUMAaHHE (B ONpeNeIeHHbIX Ipefenax) Oosiee MOAXOAAIMM KaHAUAATOM Ha POJIb 3aIllUThI
KaTeropuy aBaHrapa cerofgHsi. Bo-mepBEIX, HacTanBasi Ha ONOCPENOBAHUH KYJIbTYPHO-COLAILHOTO
paspesieHHs Kak OCHOBE IMPOU3BOJCTBA Pa3JIM4Us MCKYCCTBA M3 FETEPOHOMHHU TPAMIMH, TEOPUS
AJOpPHO XPaHHUT BEPHOCTb «HACUJIMIO CHU3Y», TaK CKa3aTh, IIEPBOTO aBaHTapja, HOPBaBIIEIO C
MHCTHTYTOM HCKYCCTBA; HE MOJKET OBITh HUKAKOH MPEEMCTBEHHOCTH C EPBBIM aBaHIapIOM, KaKOBas
He MPU3HAeT TaKKe U TOro, YTO IEPBBI aBaHrapi MPOofoJIKaeT pa3odsiadaTh JIOKHYIO TOTaIbHOCTh
HeoaBaHrapa. Bo-BTopbIX, HacTauBas Ha HEOOXONUMBIX HACH/ILCTBEHHBIX HAPYIICHUAX U HACKIIUN,
HaIpaBJIEHHOM Ha cebsi caMoe, CBS3aHHBIX C 3aJadeil MCKyCCTBA YTBEPAUTb HETOXKIECTBEHHOE,
AIIOPHO CTaBUT BOIpPOC O (OPMAJIbHOI MPEEeMCTBEHHOCTH 10 OTHOLICHMIO K aBaHrapay Ha Oosiee
TBEPAYIO CyObEKTHBHYIO OUBY. JIpyTiMH CJIOBaMU, €CJIU IIPOU3BOICTBO KHOBOI'OY» HE CJIEAYET ITyTaTh
Ha yIPOLIEHHBI MaHEP C HOBU3HOH MJIM MUMOJIETHOH MOJIOH, TaK 3TO IIOTOMY, YTO KHOBOE SBJISIETCS
MECTOM, IJi¢ HEMPEPBIBHO NMPOM3BOMUTCS «acOLUAIbHOE» XKeJaHue CyObekTa. A MMEHHO, YyBCTBO,
4To CyOBEKT Beerzia «out of joint»*, mpeObIBaeT B pasiajie ¢ CUTyalllel, B KOTOPOil OH OOHapyKHUBaeT
cebs M, CJIefoBaTeIbHO, OyIeT MOCTOSIHHO IPOM3BOAMTL COOTBETCTBYIONIUE 3TOMY COCTOSHHUIO
actetuueckne ¢popMmbl. B «DcTeruueckoil Teopun» ANOPHO HE pa3padaThIBaeT CKOJIbKO-HHOYIb
[Ty6OKO TEMIIOPAJIbHOCTb aBaHTap/a Kak TeMIIOPaIbHOCTh CAMOOTPULIAHNS CYyObEKTa, HO €€ 3HaUCHUE
IUISl €T0 TEOPHH JEaeT ee HaCTOUYMBOCTb TeM 0ojiee Ba)KHOM Ul 000 paboTaromeil Teopuu
aBaHrappa. [1o cymecTBy MbI HOJDKHEI 00paTuThes K [eresmo u npourenmio ['eresst CiraBoem XKikexom,
9YTOOBI OCBETUTb 3TOT BOIPOC.

B cBoux HemaBHHX paboTax O rereJibsiHCKO# Tpaguiuu JKukek BEICTYIAeT 3a BO3BpALICHHE K
KapTe3uaHCKOMY cyObeKTy. Ilog 3TUM OH HOApa3yMeBaeT BO3BpallleHHEe He K KaKOMY-TO
CaMOIIPO3PavyHOMY CYOBEKTY, a K BOIPOCY, KOTOPbIi I'eresib MoCTaBul B CBOEM IIOCTKAHTHAHCKOM
aHaymse Paccynka u BooOpaskeHus: Ha 4eM OCHOBBIBA€TCSl OTHOLICHHE MEXY IIPEIIIOI0KUTEIbHO
CIIOHTaHHBIM CHHTE30M YyBCTBEHHOI'O MHOTOOOPasHsl B BOCIIPUATHE, OCYLIECTBIIIEMOIO CYObEKTOM,
U ollepanusaMH AUCKypcuBHOro pasyma? Ilo kakylo CTOpPOHY 3TOro BOHOpa3felia HaXOdUTCS
TEMIIOPAJIbHBIN ONBIT cyObekTa? <..> B cyObekTe Bcerma MMeEETCsl HeUTO, HeKHi HEIOAAT/IUBBINA U
HECBOIUMBIN OCTATOK, 3aCTABJISIONMI CyObEeKTa CONPOTUBIATHCS MOJHOMY PAaCTBOPEHUIO B
okpy:xaromeii ero cpezie. C 310l ToukH 3peHns KiKeK UeT Ha Iar fajblie, yeM I'eresib, yTBepixaas,
YTO IereJeBCKOe «PacwICHEHHE» YKa3blBaeT Ha elle Oosiee IMEepBUYHYIO CHITY, ACHCTBYIOIIYIO B
CyOBEKTE — HOCHHTETHIECKOE BOOOpaKEHHE, KAKOBOE HEIIPEPHIBHO «II03BOJIAET HAM Pa3phIBaTh TKAHb
peabHOCTH». TakuM 006pa3oM, uiesi, 4YTO UMEETCS YHCTOE YyBCTBEHHOE MHOI000pasye, He3aTPOHYTOE
paspymmuTenbHON (yHKnMel Boobpaxenus, — 1o Mud.

IocnencTBys 3TOroO /1711 NPUEMIIEMO TEOPUU ABAHTAP/A 3aBHUCST, COOTBETCTBEHHO, OT BO3MOKHOM
CBSI3U MEXJy IPOCTPAHCTBEHHO-BPEMEHHBIM PacyUjCHEHHEM CyObeKTa U pa3pyMUTE/IbHBIMU U
HaIlpaBJIEHHBIMU Ha CaMOpa3pylIeHHe CHJIaMH, AEHCTBYIOMUMHU B OIOCPENOBAHUH aBaHIapIOM
COLIMAJIbHO-KYJIbTYPHOT'0 pasyesieHus. B camoM fesie, Mbl MOYKEM CEJIaTh CJIEMYIOIIMH IIar B Pa3BUTHH
OTKPBITOM MOJIEJIN aBaHrapAa U CKa3aTb, YTO B HETPUBUAJILHOM CMBICJIE TEMIIOPAJIbHOCTD aBaHTapaa
— 3TO JApYyroe ums [Jifg HECBOAUMOH Oe3rpaHMYHOCTH CyObeKTa. B cuiay oToxaecTBieHHS
TEMIIOPAJILHOTO OIBITa CyOheKTa Kak «out of joint» ¢ TeMIOPaJbHBIM ONBITOM aBAaHTAPIHOIO
Xy[IOKHMKA Kak «out of joint» BHYTpH TpaguIuM, HHCTAHIMS «HOBOTO» B MCKYCCTBE IIPEJCTaeT HE
GoJIbIlIe ¥ HE MEHBIIIE KaK ONOCPEyIOIIell KaTeropueii ConpoTuBIieHus cyonekra. IlosTomy aBaHrapn
— 3TO HE HEYTO HABSI3aHHOE Pa3HOPOIHOMY COOOLIECTBY IPAKTUKOB, HO IPOCTPAHCTBO, B KOTOPOM
Ha MPAKTHKE OCYIIECTBJIsETCS MMMaHEHTHAs JIOIMKA OTHOIIEHHS XyHOXHHMKA K TPagULUU U
conaibHoMy Mupy. Ho ecii 5Ta cBs3b yIIIyOJIsieT OTKPHITYIO MOJE/Ib aBaHIap/ia OHTOJIOIUYECKH, Y
Hee eCTb TaKKe M Ba)KHblE NOJMTHYECKHEe OoTBeTBJIeHHs. V60, ycTaHaBiuBas CyObeKTa Kak
¢byHnameHTanbHO «out of joint», BO3MOXKHOCTb «HOBOI'O» KaK paspblBa M3HYTPH TPAJHUIMH TaKKe
PacKpbIBa€TCA HABCTPEUYy BO3MOMHOCTH Ka4€CTBEHHO «HOBOro», CoObITHs, KOTOpOE HE IIPOCTO
nepepabaTHBAEeT YK€ NaHHOE, HO BO3HHMKAET OECHpEIeIecHTHO, YTOOb MPOM3BECTH Pa3phiB B
HactodmeM: CoObITus, KOTOPOE HE MOXKET OBITb MPECKa3aHO B OTHOIICHWH 3apaHee 3aJaHHBIX
obcrosATesIbeTB M rpanull. OnHa U3 mpobjeM ¢ MOCTMONEPHUCTCKON BEPCUEH MOIEIHM OTKPHITOIO
aBaHrapa B TOM, YTO B Heil 3TOT KauYeCTBEHHBIH NPOPHIB K HOBOMY BHYTPH «HOBOI'O» KaK
«HEOPUTHHAJILHOTO pas3jInuus» MojaBiieH. B moctMonepHusme (pakTHdeckd HET MPOLLIOro Jmbo
rpsagymero CoObTHs, KOTOPOEe MOIJIO Obl IPOPBAThCS CKBO3b HACTOSMIEE, IOTOMY YTO Ka)moe
CobbiTHE OTCTYHaeT B FOMOTEHHOE, JIMHEHHOE, CXeMaTU3MpoBaHHOe BpeMs. PeBoimonuy Bceraa
MEPENHCHIBAIOTCA KaK MpepbiBaHusA. UTO OTCYTCTBYET B MOJEJIN «HEOPUTHHATIBHOTO Pa3JIMYMS»
OTKPBITOT'O aBaHTapja, TaK 3TO TO, YTO €ro IOHMMAaHUE BOSHUKHOBEHUSI UCKYCCTBA U3 FE€TEPOHOMUM
HECIIOCOOHO BMECTHTb BO3MOXKHOCTb XYy[OXKECTBEHHOTO aKTa, KOTOPEIi siBJIsieTcs: YacThio CoObITHS,
BHE3alHO «Pa3phIBAIOIIEr0 TKaHb PEaJbHOCTH», d, CJIEJOBATEJbHO, Pa3sMBIKAIONEr0 M
HPEICYMECTBYIONMYI0 CUMBOJIMYECKYIO IIEIIb.

C 9TOi1 TOUKH 3pEeHUs, I XOTEJI OBl BBIIBUHYTh TEOPHIO aBaHIap/ia, B KOTOPOI COCAUHSIIOTCS aBaHIap/l
kak CoOBITHE M TEeMIIOPAJIbHBLA HpoIiecc. A TOYHEe, si X04y BBABHHYTh Teopuio, rae CoGbiTHe
aBaHrapja HaKJIa[IbIBACTCSl HA TEMIIOPAJIbHYIO MOJIE/Ib aBaHrapiaa He Kak HeymaBuieecsi CoObiTure,
KOTOPOE MCTOIIAET TPAIULIMIO M KOTOPOE HACTOSIIEE MPOCTO BMEIIAeT B ce0sl, HO KaK HeyIaBIIeecs
CobbiTHE, TIOPOKAAOIIEE TTOTABICHHYIO TIOTEHIIMAIBHOCTD, TOTOBYIO B3JIOMaTh TPAIUIHIO. DTO HE
O3HAYaeT, K MpUMepy, YTO HeymaBiueecs U mpepriBaioniece CoObITHE MEPBOr0 aBaHrapaa roTOBO
BEPHYTbHCS TIOJIHOCTBIO, «BO BCel Kpacey». Ho, ckopee, 4TO JepiKaTbCsi HCTHHBI HEYIa4d MEPBOroO
aBaHrapIa — 9TO BCerha Jep)KaTcs 3a HCTHHY €ro HecCOBIBIIEToCs YHHBEPCAJIBbHOTO M3MEpPEeHHs,
CKOBaHHOI'O JIOXKbIO KalMTaJn3Ma. BOT movyeMy HaM HYy)KHa TEOpHs OTKPBITOTO aBaHrapha,
OTOXAECTBJISIOIAs CBOOOMY UCKYCCTBA C TEM, YTO €UIe HE MOMMAHO B IAyTHHY HEOOXOAMMOCTH.
Teopust aBaHrap/a, BKJIIOYAIONIAsi B ce0s1 MOAABJICHHBIN MOTEHIINA HEYIaBUICTOCs PEBOJIIOLIIOHHOTO
CoOBITHST U «acONMATIbHOE) JKEJIaHue CyOBeKTa.

* [IlexcrimpoBckast ayumosus (cM. ciioBa [amitera «The time is out of joint», To ecTh BpeMsi BHIBUXHYTO,
pacmaTaHo, cOpBajioch C IETeJb, I, KaK IMPEANOoYNTaOT TOBOPUTD CO cleHbl, «Pacnanach mHei
CBSI3yIOIIasi HUTHY»). — IIPUM. [IepeBOIIUKa.

IlepeBon ¢ anri. Anrekcanapa CkagaHa

JlxoH PobepTc, aBTOp 1 MapKCHCTKHE KPUTHK HCKYCCTBA, KUBET B JloHgoHe
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Jacques Ranciere in Conversation with Chto delat | You Can’t Anticipate Explosions

Magun: The question we would like to discuss with you
today is the connection between aesthetics and politics. Is
there a specific type of art that would be both productive and
relevant to the contemporary political and cultural situation?
Our hypothesis is that the avant-garde — both as a phenomenon
and a notion - could be important for us today. This view
comes out of our historical situation, which was shaped by the
constitutive moment of perestroika. As democratic
mobilization challenged the authoritarian and corrupt power of
the Soviet state, there was a major revival of interest in both
Western modernism (not just Kafka and Joyce, but also
Pollock, etc.) and the Soviet avant-garde art of the 1920-30s;
what seemed important was the conjunction of this type of art
with political emancipation. What do you think? Is the avant-
garde is still usable as a notion?

Ranciére: What strikes me is precisely that your relation to
avant-gardist art was mediated through the democratic
aspirations of the time of the perestroika. This means that it
took its relevance in a certain present as a thing of the past.
The question is: what thing and what past exactly? It seems to
me that there are two concepts of avant-garde art and of its
political effect. There is the idea of avant-garde art as an art
intentionally designed to create new forms of life. Such was
the art of the Russian futurists and constructivists, the art of El
Lissitsky , Rodtchenko and their likes. They were people who
really had a project to change the world, using certain
materials and certain forms. Avant-garde art, in that way, was
destined to create a new fabric of common sensible life,
erasing the very difference between the artistic sphere and the
political sphere. When you mention Kafka, Joyce or Pollock, it
is not the same at all. What they have in common with the
former is the rejection of standard representational art. But
they did not want to create new forms of life, they did not want
to merge art and politics. In this case, the political effect of art
is something like what you mentioned: a transformation of our
ways of feeling and thinking, the construction of a new
sensorium. But this new sensorium is not the consequence of a
desire to create new forms of collective experience. Instead it
is the very break between the contexts in which Joyce or Katka
created and the context in which you read them that gave them
their “political” relevance. So, I would say, first, that the idea
of the avant-garde entails two different things, two different
ideas of the connection between the artistic and the political,
second, that the concept of the avant-garde that you had in
mind at that time was a retrospective construction. As a matter
of fact, avant-gardism and modernism as they are used in
contemporary debates are retrospective constructions that are
supposed to allow us to have it both ways: to have both the
collective impulse and aspiration to a new life and the
separating effect of the aesthetic break.

Vilensky: Still, maybe we can start by positing some generic
features of the avant-garde. For example, what immediately
springs to mind is the principle of sublation of art into life.
Then, of course, there is the direct connection with political
struggle, and the idea that art should and must change the
world, on different levels. Then, there is also a very interesting
idea, and a very complicated one, coming from Adorno,
namely that art should keep its own non-identity. To me, this
means that the avant-garde is not about some tangible object of
art, it’s always about the composition of different things. For

example, Malevich was not just about pictures. Actually most
of his paintings were sketches for large-scale public art
projects. So I think that avant-garde is based on the rejection of
fetishization into objects that are bought and sold; its main goal
is to supply the subject with instruments for self-knowledge
and self-realization through aesthetic experience.

Magun: Maybe the definition of such features could help us
to draw a line between the avant-garde and modernism?
Because modernism uses innovative, non-representative
techniques to sublimate art as such, to make an absolute work
of art that would contain the entire world. The avant-garde uses
the same techniques to do the opposite: to break up art, to
explode art into life, achieving a kind of a Hegelian end of art.
So, modernism would mean “life absorbed into art,” and avant-
gardism “art absorbed into life.”

Ranciére: It’s unclear if the techniques really are the same. I
wonder whether you can describe a general model of
modernism, a general model of artistic destruction and change
in the forms of perception and sensibility. In fact, artistic
modernism, just as avant-gardism, can be defined either in
terms of minimalist subtraction or in terms of excess.
Modernist art in the 1910s may mean the creation of pure
abstract forms in the way of Mondrian or the dynamic
explosion in the way of Boccioni. In both cases, there is a
rupture with the standards of figurative painting or sculpture,
but it is not the same procedure. In the same way, literary
modernism could mean Khlebnikov as well as Kafka; in the
1940s, Adorno still had to oppose a true (Schonberg) and a
false (Stravinsky) musical modernism. So I don’t think that
there is a kind of general model of artistic invention that can
define art’s modernism. It has to be defined by a certain
connection of artistic practice with the modern forms of social
life. Modernism involves a specific impulse, some kind of will
to change the world, to connect the forms of artistic practice
with forms of life. Let us think about abstract painting: you
took the example of Pollock , but if you compare Pollock to,
for example, Malevich, it is clear that for the latter it was a
question of inventing new social forms, new dynamics of life.
And in Pollock, it’s absolutely the contrary. With Pollock it
was the end of a certain form of activist art, of a certain form
of involvement of art in social practice that had been very
strong in the United States in the 1930s . The American
abstraction of the 1940s was a return to art and only art, after
the involvement of many artists in the Popular Front. So it is
not a question of separating autonomous modernism from
avant-gardism viewed of as the fusion of art and life. The point
is that there are two concepts of modernism. The modernists of
the 1910s and 1920s were concerned with an art oriented
towards the fusion of art and life, or at least with an art whose
forms would match the forms and rhythms of modern life .
This is true for painters like Malevich, Delaunay or Boccioni,
for architects and designers like Gropius or Le Corbusier, stage
designers like Appia, film-makers like Abel Gance, most of
which had no political avant-gardist commitment . That
modernism in general was about an art fitting modern life. The
second concept is that which was elaborated retrospectively in
the 1940s by theorists like Adorno and Greenberg as a
consequence of the former’s failure. They privileged figures of
“subtraction” — abstract painting, dodecaphonic music,
minimalist literature- because they equated that artistic

subtraction with the withdrawal of the “totalitarian” will to
merge art into life and eventually with the mosaic rejection of
the images. That’s why Kafka and Schénberg became emblems
of modernity for Adorno. I would call it an after-modernism or
a counter-modernism. Ironically, it is that after-modernism that
became the target of post-modern criticism.

Magun: Nevertheless, I want to insist that we have to
distinguish between the avant-garde proper and a broader
modernism, between a first and a second modernism as you
define them (just as we would have to differentiate w between
the politicized and depoliticized wings of the “first”
modernism), but there are still a number of important moments
that they have in common. First, this is the destruction of form,
of figure, and disassembly of this form into elements,
characters of both minimalist and ornamental strategies.
Second, there is a constant reflection on form and art’s
framing, included in the artwork as a form of irony or the
destruction of representative illusions etc. Third, in the terms
of your own aesthetic theory, it is the direct presentation of
background and not of the figure, the revelation of the non-
thematic layers of perception.

Of course, in the 20th century, most of the great art of both
types tended towards prosaization, de-auratization, in terms of
Benjamin (even though the loss of aura can of course itself be
auratic), and an enthusiastic absorption of technologies and
industrialization. This is more characteristic of avant-garde,
but there was such trend in the modernism, too (if you take
Joyce, Eliot or the late Ezra Pound). In your terms, this is a
prosaization and inner critique of art is most characteristic of
both wings of the “first” modernism, but the minimalism of
post-war modernism also fits into this quite well.

In general, both modernism and the avant-garde, are imbued
with a strange kind of utopia, one that is sealed; it is a promise
of utopia, or the utopia of promise. Even Malevich’s square is
either black and impenetrable (the utopia of modernism), or
white and dissolved into life to the point of being
unrecognizable (the utopia of the avant-garde. In both cases,
art fails to unfold, and works through the destructions of
significance and the declaration of senselessness. Modernism
holds a mirror that does not reflect anything to the world,
while the avant-garde forces raw, crude life and its senseless
corporeality to emerge from behind the familiar reality of
significance...

Ranciére: When you designate avant-gardism as an impulse
to put art into life, the point is that this definition of avant-
gardist art may come down to what I called the ethical regime.
When Plato discusses poetry, both Plato and the poets are
convinced that poetry is a form of education, and the question
is, whether it is a good form of education. So, the idea of the
intervention of art into life is not something novel or specific
to avant-gardism. In a certain way, it is something from the
past. The contradiction of the aesthetic regime of art is that the
political potential of art is first defined not on the basis not of
the autonomy of art, but of the autonomy of aesthetic
experience. Because Schiller’s idea of the “aesthetic education
of humanity” (and all that followed) is based precisely on the
idea that there is a very specific aesthetic experience that is at
odds with normal forms of experience. Before this aesthetic
turn, which was punctuated by Kant and Schiller, forms of art
were always connected with forms of life, art was destined to



express religious truth or the majesty of the monarchs, to
decorate palaces and enchant aristocratic life, etc. And the
aesthetic break means that there is something as a specific
sphere of experience of art, which has nothing more to do
with any kind of social function ... The problem is that that
the idea of the political potential of art was first defined on
the basis of this disruption. This is what I tried to describe
when I spoke about workers’ emancipation. I mentioned there
that worker’s emancipation was also aesthetic emancipation,
and that aesthetic emancipation precisely had to do with the
fact that there was something as an aesthetic experience
available to everybody. That availability of a new form of
experience was possible because art works were now
identified in such a way that they could be seen as works of
art regardless of why and for whom they had been created.
The utopian potential of aesthetic experience was first
predicated on that “autonomisation” of aesthetic experience
from the ethical adequation between art and life.

The internal contradiction of avant-gardism is that it is
defined on the basis of the potential of the aesthetic
experience qua autonomous experience, and at the same time
it tries to stop precisely this separation in order to create a
new sensorium of common life . This is why for me it is
impossible to give an unequivocal definition of avant-
gardism. Avant-gardism may be defined as the transformation
of the forms of art into forms of life. And it may be defined as
the preservation of the autonomy of aesthetic experience from
that transformation. This withdrawal can also be described as
a utopia, as the preservation of a utopian promise enclosed in
the very contradiction of autonomy, in the form of the veil or
the enigma as with Adorno. I’d say that both positions have
good arguments precisely because they reflect the original
contradiction I indicated above.

Vilensky: It is very important that you mentioned the
autonomy of aesthetic experience. I think it would be
interesting to reconsider the idea of art’s autonomy in relation
to ideas of workers’ autonomy that were developed in Italy by
the Autonomia Operaia. Not separation in the Adornian sense,
but autonomy in the sense of the self-organization of cultural
production that countermands the market system with a
pressure of its own...

Ranciére: Well, I think there may be confusion about the
word “autonomy”. I tried to distinguish between the
autonomy of the aesthetic experience and the autonomy of
art. Defining the aesthetic experience also means defining a
specific kind of capacity. Art is about creating a space for
unexpected capacities, which means also space for
unexpected possibilities. I think that is not the same as the
idea of autonomy in the sense, for instance of the Italian
“operaisti” . In a sense their autonomy meant the autonomy
with respect to the organization of parties, communist parties
and trade unions. This is still a minimal definition of
autonomy. The real content of autonomy is equality: it is the
recognition and the enforcement of the capacity of anybody.
The Italian autonomist movement involved that capacity. But
it tied it up with something quite different, which is a view of
the global economic process coming down to the idea that
everything belongs to the same basis. Then everything is
production, and this form of production produces this form of
organization, and then there is a complete translatability
between working, struggling, loving, making art, and so on.
I’d say that this idea of autonomy in fact suppresses precisely
the autonomy of the spheres of experience.

And with respect to the relation between the art and the
market — there has already been a long search for a form of
art that would not be marketable at all. Today there is a form
of artistic activism that asks artists to make only
interventions, to act directly as political activists. But this
means in, a certain way, that you keep art as the property of
the artist, for instance as an action of the artist. I’d say that
this is a certain form of deprivation, because when you say
that art is action, that it must not be made visible and
marketable, this means that aesthetic experience is not made
available to anybody.

Also, I think, it’s quite difficult to define artistic practice on
the negative basis of doing something that would not be
marketable, because everything can be marketable. In the
1970s, the conceptual artists said: if you don’t create objects
you don’t create anything for the market, and thus it is
political subversion. We know what happened to conceptual
art, right? They did not sell objects, they sold ideas! It’s a
kind of perfection of the capitalist system, and not at all a
break with it.

Skidan: Maybe I can shift the angle of our discussion a little
bit? I’d like to talk about poetry and literature. In the Sixties
and Seventies, in the Soviet Union at least, poetry was a very
powerful thing. There was no public politics that could
translate and organize discussions on philosophical and
political issues, so poetry took over this task. Then, in the late
Eighties and Nineties, this collapsed totally; poetry is now
something very marginal. So, I’d like to turn to this art of
words to say that there is a very interesting and special option
in language. Mainly the negativity of the language which
only poetry and special rhetorical devices can uncover and
use, in opposition and in resistance to these marketable
things. That’s why I think Artem is right in referring to
figures like Katka. One could also think of Beckett or
Blanchot, whose strategy it was to work directly with
negativity — not in the sense of deformation of syntax, words,
or normative grammar, but as a special strategy which refuses
to bring an expression to fulfillment, which works in
suspension and negativity as the inner force of every
language. Because when we name, we usually think that we
open a new meaning or a new space for new meaning. I mean
that poetry works vice versa, at least the avant-garde and
post-avant-garde poetry. So what do you think about this
negativity as a force of politicizing the art of words?
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MaryHs: Bonpoc, koTopelii Mbl XoTesu 651 ¢ Bamu cerons
00CYTUTh — 3TO CBS3b ACTETUKHU C MOJUTHKOH. MOXKHO JTi
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Ob1J1 OBl IPOLYKTHBEH U aKTyaJleH B COBPEMEHHOM MOJINTHYECKOM

U KyJIbTypHOU cuTyarmu? Hamra rumoresa 3aKiIo4aeTcs B TOM,
4TO 3THM THUIIOM, MJIM JaXkKe IIOHUMAaHHEM, UCKYCCTBA CErOfHs

ABJIACTCA aBaHTIap[, KaK IIOHATHUE U KaK (beHOMCH. " sT0 cBsIzaHO

C Hamled NOoJIMTHIECKOl cuTyanuei. [lotomy uTo mist Hac
penIaomM ObUT OIBIT EPECTPOUKH. B TOT MOMEHT MBI
OIHOBPEMEHHO OTKPBUIM [UIs ce0si ONpeesIeHHYI0
JAEMOKPaTUYECKYIO TIOJIMTHKY U HEKOTOPbIC HOBBIE (hOPMBI
BBIpakeHHs. Torna mpou3onIes B3pbIB HHTEpeca U K 3araHOMy
MozepHU3MY (He TOJIbKO K KiaccukaMm 1920x-1930x ronos, k
Kadxke n [[xolicy, HO 1 K MOIEPHHCTaM BTOPOIl OJIOBUHBI BEKa,
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MIPUMEHUMOCTH M PEJICBAaHTHOCTH ITOHATUS aBaHrapna?

Ranciére: Well, the question is how you would define
“negativity.” I prefer to speak in terms of dissensus.
“Dissensus” means that you question the legitimacy of the
division of things and the division of words, of how they mean
or of how they conceal the meaning — and this can be done in
many ways. This dissensus always refers to a certain dominant
state of language. So I’d say that the poetic subversion is
always referred to a certain consensual type of language. And
the consensual or dominant practice of language changes very
fast. It is clear for instance that surrealism has by now been
mostly reintegrated in the dominant language. Surrealism as a
kind of uncanny connection between words is today the
principle of many advertising slogans. So what I mean is that
perhaps there is a too easy idea of the subversion, as if there
was a power of subversion in the poetry as such - no I don’t
think so. There is a power to struggle against the dominant
ways of presenting things, making sense of things, of
connecting words and so on. But I’m not sure that negativity is
a good term for this . Because negativity is one of those terms
that precisely anticipate and presuppose a kind of identity
between political invention and political subversion. For
instance if we define a way of connecting words with words as
negativity, we bestow it in advance with a power which is not
that obvious. For instance — speaking of Kafka and Beckett —
I’m not sure that negativity is a good word for defining Kafka’s
art. You can also think of Kafka as of a writer who wants to
renew the tradition of the fable, you can inscribe it inside a
modernist tradition of the short story- from Maupassant to
Borges - which is multi-faceted and whose structure has many
various , if not antagonistic, implications and uses : social
denunciation, nihilistic irony, new mythology, etc. It is
something wider and much more complex than the idea of
negativity. The same, by the way, is true of the idea of
minimalism, as though minimalism was kind of a guarantee of
political radicalism. In France, for the last 20 or 30 years you
know, there has been produced a big bulk of minimalist
literature. Yes, it is minimal - but it is generally consensual and
bourgeois. It has nothing to do with any kind of political
subversion.

Magun: So there is no such thing as subversion and
everything depends on context? Take, for example, Eisenstein
and Riefenstahl. Both worked for totalitarian regimes, but there
is a difference in their poetics. In Eisenstein, even though we
see the ideological overdetermination, we still see the avant-
gardist impulse, negativity preserved, while Riefenstahl (like
many “socialist realist” authors) art is subordinated to the goal
of sublimation. Maybe there is something in great art that
cannot be appropriated. It is an Adornian argument but I am
using it here in a sense that is larger than the Adornian one.

Ranciére: The point is to know to what extent you can
identify avant-gardist impulse with negativity. Well, you
mentioned Eisenstein as a case of artistic negativity, because of
his theory of montage and his practice of fragmentation. But it
is unclear, you know, on what exactly the power of
Eisenstein’s movies was predicated. Let us take, for example,
“The General Line”. It’s unclear whether the force of this film
was predicated on the montage or on the certain forms of
lyricism reminiscent of the Russian paintings of 19th century,
they are striking, those huge paintings of people working in the
fields! Perhaps the force of this film is related to this kind of
lyricism of the gesture of work, you know, and not actually
with the montage. More precisely the montage has two different
uses in his film: there is the dialectical parallel between the old
and the new, which is certainly not the most exciting in the
film; and there is the “ecstatic” montage in the sequences of the
cream machine or of reaping in which the technical innovation
is used to order to provide a sense of collective epics.
“Negativity” here eventually means a combination of
formalism and lyricism that fell off target. From my point of
view it reveals the tension between aesthetic separation and
ethical will which is inherent in the aesthetic regime of art. But
it is not a concept actually able to account either for its artistic
texture or for its political implementation.

I don’t say that the political import of art is only a question of
context. What I want to say is that the creation of political
zones of autonomy is based on an aesthetic experience, which
is not the consequence of artistic strategies. The question is:
what forms of perception, what space of experience are
constructed as the result of artistic practice? If we want to
contribute to a free space of experience, we have to step a little
back from the idea of artistic practice as anticipating the new
life.
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Pancbep: MHTEpecHO, 4TO Balle OTHOLICHHE K
aBaHrap{HOMY HCKYCCTBY OBUIO ONOCPEIOBAHO
JIEMOKPAaTUYECKUMH MPUTA3AHUSIMI BPEMEH IEPECTPOMKH.
OTO 3HAYMT, YTO OHO CTAJIO AKTYaJIbHBIM B HACTOSIIEM
HIMEHHO Kak ()eHOMEH Ipouwioro. Bompoc B ToM, 9To 3T0 32
(eHoMeH, 1 4To 370 3a nporuwioe. [Toxoxe, 4To CyIecTByeT
cpa3sy /iBa MOHATHUS aBaHTap/ia U €ro MOJIUTHIECKOro
BO3/IeHCTBHSA. Bo-TIepBBIX, eCTh Hiest aBaHrapia Kak
HCKYCCTBA, CO3HATEJIbHO HAIPABJICHHOTO Ha TO, YTOOBI
co3/1aBaTh HOBbIE (POPMBI JKU3HH. TaKOBO HCKYCCTBO
KOHCTPYKTHBHCTOB: JIncuikoro, Pogdenko u T.o. ¥ atux
JIofiei ObLI IIPOEKT U3MEHUTb MHP, UCIIONIB3YSl ONpeIeICHHBIC
Marepuasbl U GopMbl. ABaHrapaHOE HCKYCCTBO OBbUIO, B 3TOM
CMEICTIe, TPeHA3HAYCHO JUISL TOTO, YTOOH! CO3aBaTh HOBYIO
TKaHb OOLICH YyBCTBEHHO! JKU3HH, CTUpAsi caMy IPaHb MEXIy
XyHOXKeCTBEHHOU 1 nosmTraeckoit cdepamu. Ho Kagxa,
Jxoiic nmm Ilosutok — 310 coBceM apyroe neno. Bee, 9o
POIHHT UX C BHIICYIOMSHYTHIMH XyIOXXHHKAMU — 9TO
OTPHUIIAaHUE CTAHAAPTHOrO PENpe3eHTaTHBHOro uckyccrsa. Ho
OHHM He CTPEMIJIHCH CO3[aBaTh HOBEIX (JOPM >KH3HH, He
XOTeJI 00bEUHATh UCKYCCTBO C MOJIMTUKON. B aTOM Ccitydyae
MOJINTUYECKHI 3(()EKT UCKYCCTBa COCTOUT B TOM, O YeM Bbl
YIOMSIHYJIA — B TpaHC(HOPMAIMU HAIIEro crocoda
YyBCTBOBaTb U lyMaTh, B IOCTPOCHHU HOBOT'O CEHCOPHYMa.
Ho sT0oT ceHcopryM He sBIIAETCS MPOCTHIM CJICACTBUEM
AKEJIAHUS CO3NATh HOBYIO ()OpMY KOJUIEKTHBHOT'O OIIBITA.
Hampotus, B Baiem ciiy4yae IMEHHO Pa3pbiB MEXIy
KOHTEKCTOM, B KOTOpoM paboramm [xoiic n Kadka, n Tem
KOHTEKCTOM, B KOTOPOM BBl MIX YHTAJIM, COOOIIMII MM KX
«TOJIUTHYECKYI0» aKTyaJbHOCTb.

Takum 06pa3oM, g Obl cKa3as, BO-IEPBBIX, YTO UAEs
aBaHTapya BKJIIOYAET B ce0s IBE pasHbIC BEINW, IBEC PasHBIC
UJICU O CBSI3M XYI0KECTBEHHOTO M MOJIMTUYECKOTO0, a BO-
BTOPBIX, YTO aBaHrapy, KOTOPHIA BBl KIMEJIN B BULY BO
BpPEMEHa IIePECTPOIKH, ObUT PETPOCHEKTUBHOM
KoHcTpyKimei. Ha camoM neste, aBaHrapausM U MOICPHU3M,
MIOCKOJIbKY 9TH T€PMHHBI UCHOJIL3YIOTCH B COBPEMEHHBIX
IUCKYCCHSIX, SIBJIAIOTCS PETPOCIEKTUBHBIMI. DTU TEPMHHEL
CO3/IAI0T WJUTIO3MIO, YTO MBI MOXKEM OIHOBPEMEHHO UMETb

Pancobep

Magun: I have another question. You are saying that art
reframes the relationships between what is visible or not, what
is acceptable or not to see. But, again isn’t there a step or a
move that art should do before that, like some more
fundamental gesture that has exactly to do with negativity,
with the explosion of this border before any reframing takes
place. Any reframing relies on some kind of crisis, of some
sort of destruction. It is the same point with political
revolution. Because if you look into the history of the political
and social forms you can say with Tocqueville that actually
nothing really happened in the French revolution, that there
was just a constant process of transformation. But we know
that there was something more fundamental which really made
a crisis out of this transformation, which brought this slow
transformation into an explosion. I wonder if this is not an
additional problem and additional level on which we have to
consider aesthetics.

Ranciére: Well, the point is that precisely you can’t
anticipate explosions. Or, if you anticipate an explosion, you
precisely risk to forbid it or divert it from its own law, from its
own form of progression. It is true that education can provoke
this form of explosion, but it’s unclear whether you can predict
the form of transformation and the way in which it becomes an
explosion. I have the suspicion there is a certain reminder of
transcendence in the idea of the radical break. It is true, at a
certain time you can see what a radical break is: if you cut the
head of the king then yes, it’s a radical break, if you design a
new kind of constitution, which gives new rights to the
population, new capacities to the people etc., you can say that
there is a radical break. But in the field of art it’s quite difficult
to define the moment of radical break. This is true for forms of
art, and it is also true for their social and political
implementation. Let us take the case of abstract art which has
often been thought of as the right example of artistic break. As
a matter of fact, this break had been anticipated from the 19th
century by a move in the way painting was looked at. In the
19th century prose of art criticism , you can see this shift of
the gaze that makes that figurative paintings are more and
more viewed with an “abstract eye” which sees in them no
more the story or the anecdotes but the events of matter and
color. In that way “realist” writers of the 19th century, like the
Goncourt, have created the conditions of visibility of
“abstract” painting. The dismissal of figurative painting is part
of a much wider process which may itself be viewed off in
terms of evolution or in terms of revolutionary break. Abstract
forms, as Dima said, were about the construction of new
buildings and new settings. At this point, the question is to
what extent we can connect the “destructive” moment with a
political break. The glorification of “function” in the
revolution of architecture and design, from the Werkbund to
the Bauhaus and the “Esprit nouveau” was intended as a
reaction against the 19th century bourgeois imitation of the
aristocratic styles. But it led to the achievement of a new
capitalistic and Fordist rationality as well as to the idea of a
workers’ new world. And in fact the new architecture
conceived for the multitudes very often ended up in the
construction of elegant villas for the wealthy. The power of
technique could be aligned with the power of the engineers,
the power of the workers or that of the “educated” classes. Le
Corbusier’s book Towards an Architecture heralds a
“regeneration”, a new epoch for Humanity. But it sets it up as
a dilemma: “Architecture or Revolution”...



B FOCTAX y Tpynnb

HAJIAIIO [1Ba IPOTHBOIOJIOKHBIX (pakTa: 4TOOB! OBUT U
KOJUIEKTHBHBIA UMITYJIbC K HOBOU KWM3HH, U Pa3/IeISIONIHI
3(h(EKT 3CTETHYECKOr0 pa3phiBa.

Bunencknii: fI xoren Ob IOCTaBUTH BOIIPOC, KOTOPHIA Ber
yKe 3aTPOHYJI — MOKEM JIX Mbl ONIPENEINTh HEKOTOPbIE
POIOBbIE XapaKTePUCTUKM aBaHrappaa? Hampumep, npuHIHIT
PacTBOPEHHsI HCKYCCTBA B KM3HH. 3[€Ch CPa3y iKe
OOHapy>KHUBaeTcsl MpsiMasi CBA3b C MOJUTUYECKON O0PbOOIL:
HJesi, 4TO UCKYCCTBO JOJDKHO M3MEHATh Mup. [lanee, MHe
Ka)KeTCsl, BaJKHO 3ayMaThCs O MBICJIH AIOPHO, YTO
HCKYCCTBO JOJDKHO COXPaHATb HE-TOXKIAECTBEHHOCTb U CaMOMY
cebe, 1 OKpyKaiolmeMy MUpy. BaxHoil 0COOEHHOCTBIO
aBaHrapIHBIX NPAKTUK SABJIAETCS TAKXKEe U TO, YTO aBaHTapH
OTKa3bIBAETCS OBITh TOJIBKO HEKUM OCSI3a€MbIM 00BEKTOM
HCKycCTBa. ABaHTapyl — 3TO BCeraa KOMIIO3HIMS Pas3IMYHbIX
as1eMeHToB. Hanpumep, Bpsi JIi IMEET CMBICJI PACCMaTPUBATh
KapTHHB MajieBi4a B OTPBIBE OT €ro MaHU(ECTOB,
MIPENOJABATENILCKOM AEATEIbHOCTH, YIPEXKICHHBIX UM
MHCTUTYLHH, paboT B Imy6sm4HOM npocTpaHcTse. Llena 3a
KapTUHY — 3TO PHIHOYHAsI PEMyKIs aBaHrapfa, HO He OH CaM.
A mymato, 4TO aBaHrapy OCHOBaH Ha YKJIOHEHHHU OT
(eTummzanyy 06bEKTOB UCKYCCTBA, KOTOPBIE MOT'YT OBITh
KyIJIEHBl ¥ IPOJAHBI, €T0 IJIaBHAs IIeJIb — MPEIOCTaBUTh
CyOBeKTy MHCTPYMEHTHI [JIsl CAMOIIO3HAHUS M CaMOPaCKpPBITHS
4yepe3 MepeKUBaHue 3CTETUYECKOTO OIIBITA.

MaryH: Bo3aMoXHO, onpeziesieHie 3THX YepT MOMOKET HaM
MIPOBECTH TPAHMIYy MKy aBaHTapAOM U MOAEPHU3MOM?
Benp MozmepHH3M HCHOJIB3YeT MHHOBATUBHBIE,
Hepenpe3eHTaTUBHbIC U T.JI. TEXHUKH, YTOOBI CyOIIMMUPOBATDH
HCKYCCTBO KaK TaKOBOE, CO3[aTh a0COIIOTHOE IPOU3BEICHIE
HCKYCCTBa, KOTOpoe BOepeT B cebst Becb MUp. A aBaHrapf
HCHOJIB3YET Te )K€ TEXHHUKH, YTOOBI CiesIaTh oOpaTHoe:
B30pBaTh MCKYCCTBO M3HYTPU M PACTBOPHUTH €r0 B JKU3HM,
«3aKOHYUTB» UCKYCCTBO, KaKk Hamevas yxke [eresnb. To ectp B
MOJICpHU3ME KU3Hb PACTBOPSECTCH B UCKYCCTBE, 4 B aBaHrapye
HCKYCCTBO, HA00OPOT, PaCTBOPSAETCS B YKU3HH.

Pancbep: HenonsaTHO, 0HAaKO, AEHCTBUTEIIBHO JIM PEYb HAET
0 TeX e CaMbIX TeXHHKax. f BooOIe He yBepeH, YTO MBI
MOXEM OINUCaTh OOLIYI0 MOAEIb MOAEPHU3MA, OOILYI0O MOJEITb
Xy/I0>KECTBEHHOTO Pa3pyLICHUs M U3MEHEHHUI B (hopMax
YyBCTBEHHOCTH W BocrpusiTist. Ha nesie XymoxecTBeHHBIN
MOJIEPHU3M, TaK K€ KaK M aBaHrapi, MOKeT ObITb ONpenesicH
U KaK MUHIMAJICTCKOE U3BATUE, KOTCEUCHHUE) JIMIIHEro, U,
HA000pOT, KaK M30BITOYHOCTh. MOIEPHUCTCKOE HCKYCCTBO
1910-x — 3T0 1 co3AaHNEe YUCTHIX aOCTPAaKTHHIX (GopM B Tyxe
Monpapuana, 1 TMHaMUYECKHiA B3pbIB B 1yxe bouunonu. B
000HX CiTydYasx HAJIAIO pasphlB CO CTAaHAAPTAMHU
(urypaTUBHO# XMBOIUCH U CKYJIBITYPBI, HO MPOLEAYPBI
9TOro pa3pbiBa cOBCeM pasHble. TOUHO Tak ke, JIUTepaTypHBIi
MOJIEPHI3M BKJIIOYAET B ce0sl, C OMHOI CTOPOHBI, XJICOHUKOBA,
a ¢ apyroii ctoponsl, Kapky. MeHHO osToMy AnopHO
Ka3aJIoCh, YTO €CTh HEKMil HcTUHHBIA MonepHusM (Illenbepr)
n n0xHbI (CTpaBuHCKwIT). Tak 4TO 5 HE TyMaro, 9TO NMEETCS
HeKasl o0IIasi MOAEJIb Xy/I0KECTBEHHOTO H300peTeHM s,
KOTOpasi MOXKET CIIY)KUTh KPUTEPHEM MOJIEPHU3MA.

Skidan: This makes me think that that there is a mixture of
two different logics at work. We have been trying to find this
disjunctive connection, connection through the rupture
between aesthetics and politics. But at the same time, [ am
haunted by the feeling that there is actually an immanent logic
of art itself, an artistic development that has picked up speed,
as you note, somewhere in the mid-19" century. According to
this logic, each next step must be a break with earlier rules
and norm. We can see that artistic ideas that were full of
political meaning soon become products that write themselves
into the frame of an immanent aesthetic logic, which has no
relation to the transformation of the existing order of things.
This is the double bind of contemporary art. As a result,
aesthetics take on the role of a double agent: on the one hand,
you do something that addresses the outside and demands “a
change of the world,” but at the same time, it is a finite
product, evaluated within aesthetic space and its criteria.

Vilensky: I think, Sasha, that both art and emancipatory
politics always have a surplus that cannot be approrpriated by
the institutions of power. Another thing is that we should not
only think of the market’s totality, but also of the
emancipatory practices that that constantly break this totality.
I think that the avant-garde is indelibly connected to political
events or movement that prepare its way. But if we look at
these movements, we can see that their form is historical and
that it changes. For example, the new “movement of
movements” that arose after Seattle has basically transformed
its subjectivities and the forms of their political
representation. This is a moment of dynamism — or rupture —
in both politics and art.

Petersburg, 18.05.2007

«YT1o0

penartb?o»

KpurepueM MokeT ObITh TOJIBKO ONpefesIeHHas CBA3b TOH WIN
HHOH XYy[0KECTBEHHOH NMPAKTUKKA C COBPEMEHHBIMH (hopMaMu
OOIIECTBEHHO! U3HU. MOIEepHU3M Ipefroiaraet
crienuQuUecKuii IMITyJIbC, CBOCOOPA3HYIO BOJIIO K M3MEHEHUIO
MHpa — CBSI3aTh XYHO)KECTBEHHYIO IIPAKTHUKY C JKU3HEHHOM.
BospmeM abceTpakTHyIo KUBONMUCh. BEl camu ynmomsiHym
ITosutoka. Ho eciin Bel cpaBHuTe Ilosioka, ckaxem, ¢
MaseBuyeM, TO SCHO, 4TO JUIA MOCJICAHET0 pedb Iuia 00
HM300pETEHNH HOBHIX OOIIECTBEHHBIX (hOPM, HOBOU AMHAMUKHU
#wu3HU. A TIoyok — 3T0 ke coBepIIeHHO oOpaTHoe!
INosiBnenue Ilosoka 3HaMeHOBaIO COOOI KOHEL]
omperneaeHHO! (HOpMbI aKTHBUCTCKOTO UCKYCCTBA, y4acTHUs
HCKYCCTBa B OOIIECTBEHHOM KU3HHU, KOTOpasi ObLIa OYeHb
pasBura B Amepuke B 1930-x. AMepHKaHCKUil aOCTPAKIIOHU3M
1940-x 66l BO3BpaTOM K MCKYCCTBY MJIsl HCKYCCTBa, IIOCJIE TOTO
KaK MHOTHE XYHOXXHUKU IpUHAMaM ydactiue B HapomHom
®ponre. Tak 4TO BOIPOC HE B TOM, YTOObI OTACIIUTD
ABTOHOMHBII MOJICPHU3M OT aBaHI'apAn3Ma, IIOHATOTO KaK
CJIMSIHIE UCKYCCTBA C ICHCTBUTEILHOCTBIO. [[eJ10 MpOCTO B TOM,
YTO CyIIECTBYET /Ba IMOHATUA MoaepHu3Ma. Monepauctsl 1910-
X 1 1920-x 3aHUMaJICh UCKYCCTBOM, OPHEHTHPOBAHHBIM Ha
CJIMSIHUE C JKM3HBIO, WIIM XOTS Obl HCKYCCTBOM, YbH (hOPMBI
COOTBETCTBOBAJIM OBl (hOpMaM M PUTMaM COBPEMEHHOH >KU3HH.
OTO BEpHO AJIs1 TAaKUX KUBOMNMCIEB, Kak MaseBuy, Jlesone uim
Bouunonw, U1 TaKuX apXUTEKTOPOB, Kak I'pormyc wm Jle
Kop01o3be, Takux cuenorpaos, kak Anmma, Takux
pexuccepoB, kak Abenb 'anc. [Tpudem Oostpias 4acTh U3 HUX
HE MMeJIa YeTKHX MOJIMTUIECKUX IMPUCTPACTUH. DTOT THIL
MOJIEpHU3Ma B LIeJIOM ObUT HAalpaBJIeH Ha aJeKBaTHOCTb
COBPEMEHHOM KM3HH.

Bropoe ke nmonsaTHE MOfEpHU3Ma OBUIO PETPOCHEKTHBHO
paspabotano B 1940-e Takumu TeopeTHKamu, Kak ATOPHO U
I'punbepr, u IMeHHO B pe3ysbTaTe MpoBajla MOAECPHU3MA B
BBIIICYTIOMSIHYTOM IIEPBOM CMBICTIe. AopHO 1 I'prHOEepr
BBHIIBUHYJIA Ha MEPBBIH IUTaH (QUTYPHl U3BATHS, OTCCICHHUST —
abCTpaKTHasl KUBOIUCH, ofeKadOHNYECKas My3bIKa,
MHUHUMAJIUCTCKAs JINTEPaTypa — IOCKOJIbKY OHH
OTOXIECTBJIAIA 9TO XyI0KECTBEHHOE H3bATHE C M30eraHueM
«TOTAJIUTAPHON» BOJIU K CJIMSHUIO UCKYCCTBA C YKU3HBIO U C
MOHCEEeBbIM OTKa30M OT 00pa30B. [ToaToMy mst AnopHO
nmernHo Kadxa u Illenbepr cTamm cuMBoJIaMy MOIEPHU3MA U
COBpeMEHHOI1 31moxu. fl Obl Ha3Bajl STOT MOAXON MOCJIe-
MOJIEpHU3MOM MJIM KOHTp-MopiepHu3MoM. [IpaBna, npoHus B
TOM, YTO UIMEHHO 3TOT IIOCJIC-MOJCPHU3M» H CTaJl
BIIOCJICACTBUH IVIABHOM MUIICHBIO KPUTHKU CO CTOPOHBI
«IIOCTMOIEPHU3MAY.

Maryn: Tem He MeHee, 51 ObI XOTeJI HACTOSITh Ha TOM, YTO
MEXKIy MOAEPHU3MOM U aBaHTapfoM, I MEXIy IEPBbIM U
BTOPBIM MOAEPHU3MOM B Bamewm onpenenennn (1 qaxe MExXIy
MOJIUTU3UPOBAHHBIM M AEHOUTU3UPOBAHHBIM KPBUIbSIMU
«TIEPBOTO» MOJAEPHU3MA), ECTh BCE K€ PN MPUHIUITHAIBHBIX
00IIIX MOMEHTOB. Bo-iepBEIX, 3TO paspymeHue Gopmel,
¢urypsl, pazdop 3Toit HGOPMBI Ha 3JIEMEHTHI (M 3TO XapaKTepHO
¥ U MUHAMAJIMCTCKOM, ¥ JUIsi OPHAMEHTAJIMCTCKOM
cTpareruii). Bo-BTopbIX, 3T0 mocTosiHHAsA peduieKcus Hajl
(opMmoii, paMKOIl HCKYCCTBa, BK/IIOYEHHAs B XyH0KECTBEHHOE
MIPOM3BE/ICHNE B BHJIC NPOHUH, Pa3pyIICHUsT pelpe3eHTaTHBHOM
WUIIO3UU U T.J0. B-TpeTbux, B TepmuHax Bamieii xe
3CTETHYECKOU TEOpUH, 3TO BHUMAHHE K (OHY, a He (urype:
MIOCTOSIHHOE OOHA)KEHHE W BEICTaBJICHHE HETEMATHYECKHUX 30H
BOCTIPHSATHSI.

Hanee, Hago yNOMSIHYTb, YTO OOJIBIIAS YaCTh 3HAYUTEILHOTO
nckycctBa XX Beka, Oy/lb TO MOIEPHU3M HJIM aBaHTAPIH3M,
CKJIOHSUIACh K IIPO3au3alyy, Ae-CyOIMMaIuy 1 fe-aypaTu3aiiu
NIPOU3BENIeHNs (XOTs, KOHEYHO, caMa IOTepsi aypbl MOXKET ObITh
aypaTHU4HOH, a NpodaHaIys — BO3BBIIICHHOIT), C SHTY3Ha3MOM
BIWTHIBAJIA TEXHOJIOTU3ALHUIO U MHIYCTPUAIM3ALHIO. DTO
0COOEHHO XapaKTEpHO [JIsl aBaHrapja, HO U COOCTBEHHO
MOJIEPHHU3M, B CBOMX 3CTETHYECKHX LIEJIAX, UCIOIb30BAN 3Ty
TeHAeHImIoO (Harpumep, Jxoiic, Dot nm nospawuit [laysn). B
Bammx TtepmuHax, 3Ta mpo3an3alys U BHYTPEHHs KPUTHKA
HCKYCCTBA B BBICIIEH CTENEHN XapaKTepHa IJIsl 000MX KPhIJIbEB
«IIEPBOTO» MOJAEPHU3MA, HO 1 MEHAMAII3M II0CJIEBOCHHOTO
MOJIEPHU3MA B HEE BIIOJIHE BIHCBHIBAETCS.

Boobuie, u B MonepHI3Me, U B aBaHTapyie, 3aJI0JKeHa HeKast
CTpaHHAs YTONUs — YTOINHA 3aleyaTaHHasi, OOelaHue yTOIUN
Kak yTonusl. Jlaxke y aHraxupoBaHHOro MajieBu4a KBagpaT
TIOJTYY/IICS: JTMOO YepPHBIH, HEMPOHUIIAEeMBIH (yTONHs
MOJIepHU3Ma), JIN0O0 OeJIblif 1 PACTBOPEHHBIH B MKU3HU 10
HEBUIMMOCTH (yTOIMs aBaHrapaa). B ymobom ciiydae yronus He
packpeIBaeT cedsl, paboTaeT yepe3 paspylleHHne 3HaYeHUs U
IpebsABJICHHE 6eCCMBICIHIBL. MOIEpHU3M EPXKUT Tepes
MHUPOM HE OTpa)kalolllee HUYETo 3epKajlo, a aBaHIrapy
3aCTaBJIIET CHIPYIO, HEOOPAOOTaHHYIO JKU3Hb, OECCMBICIICHHYIO
TEJIECHOCTb POPHIBATBCS CKBO3b 3HAKOBYIO U 3HAKOMYIO
COILMAJIbHYIO JeICTBUTEIbHOCTb.

Pancobep: Ecim BB onpefiesifgeTe aBaHraps Kak UMITYJIbC
PacTBOPUTD UCKYCCTBO B KH3HH, TO B 3TOM CJIy4ae ero
olpeneJieHNe MOAIafaeT MO TO, YTO 51 HAa3bIBAI0 ITUYECKUM
pexxmvoM nckycerBa. Korga IlmaTon obcyxnaeT mossmo, To 1
IInaToH, ¥ MO3TH YOEXKAEHBI, 4TO 1M033Us1 — 3TO (hopMa
BOCITUTAHHUSI, ¥ BOIIPOC B TOM, SIBJISICTCSI JIA OHA XOPOIIEH
(opmoii BocriuTanusl. Tak 9To Maest BMeIaTeIbcTBa HCKYCCTBA
B JKU3Hb He 00JIagaeT HOBU3HOI WJIM YeM-TO CIEeHU(pUICCKA
aBaHrapaHbeM. [IpoTrBOpeYne ke 3CTETUYECKOro pexuMa
HCKYCCTBa B TOM, YTO MOJMTHYECCKUI MOTEHINAJ HCKYCCTBA
W3HAYaJIbHO OBUI OMpeiesicH He Ha OCHOBAaHUN aBTOHOMHUH
HCKYCCTBa, @ HA OCHOBaHMM aBTOHOMMHU 3CTETHYECKOI'O OIIBITA.
Benp mnepoBckas uaest “3cTeTHIECKOro BOCIHTAHUS
yeJyioBeyecTBa” (U BCe, YTO 3@ 9THM IIOCJIEIOBAJIO) OCHOBaHA Ha
HJIE€, YTO €CTh OINPENEIICHHBIA 3CTETUYECKUI OIBIT, KOTOPBIA
OTJIMYEH OT APYTHX IPHUBEYHBIX YesIoBEKYy (opM ombiTa. [o
TOT0, KaK 9TOT 9CTETHYECKHIA MOBOPOT OBUT aKIIEHTHPOBAH
Kanrom n llmiepom, GopMbl HCKyccTBa OB BCeraa CBSI3aHBI

¢ opMamu KU3HU — UCKYCCTBO OBLIO IpeIHAa3HAYEHO
BBIP@)KaTh PEJIMTHO3HYIO UCTHHY WJIM BO3BEJIMYUBATD
MOHApPXOB, YKpaIllaTh ABOPLBI U YKpalIaTh apUCTOKPATHIECKYIO
YKM3HDb U T.JI. DCTETHYECKUI e Pa3pblB 03HAYALT, YTO €CTh
HeKasi olpefiesieHHas cepa OIbITa UCKYCCTBa, KOTOpas He
HMMeeT HIYEro OOIIEero ¢ JIOOBIM BUIOM COLHAIbHON (YHKIIN
... [IpoGsiema B TOM, 4TO Hes MOJUTHYECKOTO MOTEHIMAIA
HCKycCTBa ObUIa CHavasa OIpefesieHa Ha OCHOBE 3TOro
paspbiBa. ITO TO, YTO S MOMBITAJICS OYEPTUTD, KOTJa MUcal 00
sMaHcHIamy pabounx. f1 ynoMsHys1 Tam, YTO 3MaHCUMIALIU
pabodero ObITa TAaK)Ke W ICTETHYECKON SMAHCHIIAIAEH, U 9TO
9CTETHYEeCKasi IMAHCHIIAINS OCHOBBIBAJIACH HA TOM, YTO
9CTETUYECKHIA OIBIT CTaJI JOCTYIEH KaKIoMy. DTa
IOCTYITHOCTb HOBOI (DOPMEI OIBITA CTaJla BO3MOXKHOM B CHITY
TOTO, YTO XyHOKECTBEHHbIE PAOOTHI OBLUTH TENEPh
UACHTA(GUIUPOBAHBI TAKMM CIIOCOOOM, YTO B HUX MOXHO OBIJIO
BUJIETb MPOU3BECHHS HCKYCCTBA BHE 3aBUCUMOCTH OT TOTO,
3a4eM U JUIsl KOTO OHU OBUTH CO3/IaHBL. Y TONMUYECKHUI ITOTEHIHAI
3CTETUYECKOTO OIbITA U3HAYAJIbHO YTBEPAMJICS HA 3TOU
“aBTOHOMU3ALUK~ ICTETUYECKOTO OIbITA, BHIPBABIIECIO
HCKYCCTBO U3 IUICHA 9TUYECKOT0 YPAaBHUBAHUS MEXKILY
HCKYCCTBOM H JKH3HBIO.

BHyTpeHHee npoTuBOpeune aBaHrapia B TOM, 9TO OH
OCHOBBIBA€TCS Ha IOTEHIMAJIC SCTETUYECKOTO OIBITA KaK OIbITa
ABTOHOMHOT'O ¥ B TO K€ BpeMsl IILITAETCS MOJIOXKUTh KOHEI]
3TOMY 000COOJICHHIO, YTOObI CO31aTh HOBBIN CEHCOPHYM >KU3HIL
[TosToMy 111 MEHS M HEBO3BMOXKHO JIaTh YETKOE OIpENeIeHue
aBaHrapau3Ma. ABaHTapu3M MOHO OIIPEeJIUTh Kak
npeobpaszoBaHre GopM HCKyccTBa B (opMel xm3HI. Ho MOXHO
U KaK MPel0XPaHEHUEe aBTOHOMHUU 3CTETUYECKOTO OIBITA OT
TaKoro Npeodpa3oBaHus. DTO U3BATHE MOXKHO TaKXKe OICaTh
KaK yTOIHNIO, KAK COXPaHEHHE yTOINMYECKOro OOCIaHus,
BJIO}KEHHOTO B CaMO MPOTHBOPEYUE aBTOHOMHY, B hopme
3aBechbl MJIM TAalHBI, KaK 3TO AesaeT AJOpPHO.

Bunencknii: O4eHb BayKHO, 4TO BBl yIOMSHY/ I aBTOHOMHMIO
9CTETUYECKOro ombITa. fI Jymaro, 4To ObUTO ObI BasKHO
TIEPEeCMOTPETh HICI0 aBTOHOMHHY HCKYCCTBA M CBSI3aTh €€ C
unesMu paboueil aBTOHOMUM, KOTOPbIe pa3BuBajuch B Wtammu
— OIIEPauCTCKON aBTOHOMMH B CMBICJIE CaMOOPraHU3aLiN
KyJIbTypPHOTO TIPOM3BOJCTBA, KOTOPOE BHICTYIAET IPOTHB
PBIHOYHOM CHCTEMBI U OKa3bIBACT Ha HEE HaBJICHHUE.

Pancebep: fl mosaraio, 4To BO3MOKHA ITyTaHHUIA B IOHUMAHUKI
TepMHHA “aBTOHOMHUSA . fl mocTapasics MPOBECTH pa3Inyne
MEXKIy aBTOHOMHEH 3CTETUYECKOrO OIbITa X aBTOHOMHUEH
uckycctpa. OmnpenesieHle 3CTeTHIECKOro OIbITa TAKKe
03HAYaeT OIpeesieHHe OCOOBIX THIIOB CIIOCOOHOCTEN.
HckyccTBO — 5TO IPOCTPAHCTBO CO3IAHUS MECTA IS
IIPOSABJICHUS] HEOXKHUIAHHBIX CIIOCOOHOCTEM, YTO O3HAYAET TAKKE
1 MECTO JIJIs1 IPOSIBJICHUS] HEOKUAAHHBIX MOTEHIHAIbHOCTEH. S
AyMalo, 94TO 3TO MIOHUMaHHEe OTIIMYAeTCs OT TOro, KOTOpoe B
HETo BKJIa[bIBJIM HUTAJIbSHCKUE paboune — “operaisti”. B
HEKOTOPOM CMBICJIE UX aBTOHOMHSI O3HayYasla aBTOHOMMUIO
OTHOCHUTEJIbHO TAapTHIHBIX OpraHu3anuii U npodcorsos. Ho
9TO BCE €llle MUHUMAJIbHOE OIIpefesIcHre aBTOHOMUH. PeasibHoe
COfiepXKaHHe aBTOHOMHU — 3TO UJes PaBEeHCTBA. DTO NpU3HAHKE
1 OCYILIECTBJICHUE CIIOCOOHOCTEH Jitoboro. MraipsaHckue
aBTOHOMMCTHI 33/IeHCTBOBaJIM 3TU criocodHocTH. Ho cBsa3biBa
HX C 9YEM-TO BECbMa OTJINYHBIM — C NPEACTABJICHUEM O

110627 IbBHOM SKOHOMHYECKOM IIpoLiecce, CBOAA BCe K HJiee, 9TOo
BCE NPUHAUICIKUT OHOMY U TOMY *ke 0asucy. B aTom cirydae
BCe SIBJIIETCS IPOU3BOACTBOM, M 3Ta TOTAJILHOCTD
IIPOU3BOICTBA NMPOU3BOIHUT 0COOYI0 (hOpMy MOIUTHUECKOM
opraHu3aluy (aBTOHOMUIO), U 3aTE€M YK€ BOSHHKAET Hies
TIOJIHOM MEPEBOIUMOCTH OIBITa PabOThI, MOJUTHIECKOMN
60pb0BbI, JTIOOBH, UCKYCCTBA, M Tak fajee Apyr B apyra. f Obt
CKa3aJl, 9TO 3Ta ujesd aBTOHOMHU (haKTHIECKU IIONaBIIACT
ABTOHOMUIO PA3JIMYHBIX C(Ep OIbITA.

Teniepp 00 OTHOIIEHHAX MEXIY UCKyCCTBOM M PBIHKOM. J[aBHO
yXe UeT HOUCK (OopMBI HCKYCCTBa, KOTOpoe OBl He
TIOYUHSJIOCH PHIHKY BooOIme. CerogHs cymecTByeT Gpopma
XyJIO’KECTBEHHOT'O aKTHBHU3Ma, TpeOyrommas, YToO0bl XyI0KHUKA
OCYIIECTBJISUIA TOJIbKO MHTEPBEHIMH, NEHCTBOBAIIN
HETOCPECTBEHHO KaK MOJMTHYecKue akTuBUCTHL. Ho B KakoM-
TO CMBICJIC 3TO 03HAYAET, YTO MCKYCCTBO OCTAeTCs B
COOCTBEHHOCTH XyHOJKHHKA, HAllprMep, B (opme ero neicTBusi.
A OBl ckazas, 4To 3TO HEKOoTOpas (opMa OrpaHMYECHHUsI, TOTOMY
YTO KOIZIa BBl TOBOPHTE, YTO UCKYCCTBO — 3TO TOJIBKO JEHCTBHE,
9TO OHO HE JOJDKHO OBITH BUOVMBIM W PHIHOYHBIM, 3TO
03HAYaeT, YTO /JIS1 OCTAJIbHBIX 3TOT 3CTETUYECKUI OMBIT
OKa3bIBa€TCsl HEJOCTYIICH.

Taroke 51 Lymaio, 4TO BeCbMa TPYAHO ONPEIEIUTD
XyHOKECTBEHHYIO IIPAKTHUKY, UCXOAS U3 MIPOCTOrO OTPULAHUS
PBIHKA, XOTS ObI HOTOMY, YTO NPOAATh MOXKHO Bee. B 1970-x
KOHIIENTYaJIUCTBI CKa3aJIi: €CJIU Bbl HE CO3[aeTe OOLEKTH,
PBIHOK OCTaeTCs HU C YeM, TaKUM 00pas3oM, 3TO —
TIOJIUTAYECKAs MOAPEIBHASA AeATEIbHOCTh. H MEI ke 3HaeM, 9To
CJIy4MIJIOCh C KOHIIENTYyaIbHbIM HCKyccTBOM. OHU HE IpoiaBaju
00BEKTHI, OHU NpofaBaiy uaen! ITo cBoero poaa
COBEPHICHCTBOBAHNE KAIIMTAIMCTUYECKOH CHCTEMEI, a HE
pasphiB C HEH.

Cxupna: [To3BosibTe MHE HEMHOI'O CMECTUTb PAaKypcC Haen
IWCKYCCHH 1 0OPaTHTBCS HE CTOJIBKO K BH3YaJIbHBIM
HCKYCCTBaM, CKOJIbKO K M033MH M JmTeparype. [IoHATHO, 4To
103315 IpeObIBaeT CErogHsl OTHIONb HE B LIEHTPE
obmectBeHHoro BHuManus. Ho B 60-70-¢., o KpaiiHeit Mmepe B
Cosetckom Colose, 03311 Urpajia BeAyIIylo, He3aMEHIMYIO
pOJIb — B CHIIy OTCYTCTBHS ITyOJIMYHOM ITOJIMTHKH, OTCYTCTBUS
JIETAJIGHBIX CTPYKTYp TPa)KTAHCKOTO OOIIECTBa, KOTOPHIE MOTJIH
OBl TPAHCIMPOBATh U OPTaHU30BBIBATH AUCKYCCHIO IO
¢bunocodckrM, NOIUTHYECKMM BOIIPOCAaM H T.J0. DTy 3a1ady
B3sJIa Ha ce0s 1Mo33usi U, Xyno-0eHo, ¢ Hell CIpaBiIsiiachk.
3aTeMm, B IepHON MEPECTPOUKH, BCe U3MEHUIIOCH, U Ceiiuac
1033151, 0€3yCJIOBHO, MapruHajbHoe 3aHsATHe. OTcona 1 Moit



Borpoc. I1oa3us1, 3T0 UCKyCCTBO C€JI0B, 00JIagaeT OXHOI JTIOOOMIBITHON M BecbMa
crienu@uyecKoii 0COOEHHOCTDIO, CBA3AHHOMI C SA3BIKOM. fl IMeIo B BUly HETaTUBHOCTD SI3BIKA,
KOTOPYIO TOJIBKO I0393Hs C €€ OCOOBIMU PUTOPHIECKUMHU YXUIIPEHHUSMHU CIIOCOOHA BCKPBITH U
HCTIOJIb30BaTh — B MMPOTHBOBEC TpUyM(paJIbHON KOMMepIMaIn3anuy Bcero u Bes. IlosTomy st
AyMaio, 4To ApTeM CIIPaBeAJIMBO YyHOMSHYJI Takylo Gurypy, kak Kadxa. MoxHO BClIOMHUTD
bexkera wm bnanmo, mucareseil, paboTaBIIMX HAPSIMYIO ¢ HETAaTUBHOCTBIO — HE B CMBICIIE
Jaxke feopMalui CHHTAaKCUCa, CJI0BAa WM HOPMAaTUBHON I'PaMMAaTUKM, HO B CMBICJIE OTKa3a
TOBOZIUTD BHICKa3bIBaHME IO 3aBEPIICHUS, IPHOETast K IMOABEIINBAHMIO CMBICIA KaK TaKOBOTO,
K HEraTHBHOCTH KaK BHyTpPEHHEH cHile, IPHUCYINeH s3bIKy. Bemp Korma Mbl IMEeHyeM 4To-m00,
MBI OOBIYHO TyMaeM, YTO OTKPHIBAEM HOBBII CMBICII MJIM HOBOE IIPOCTPAaHCTBO IS cMbIciaa. Ho
0331l paboTaeT MPOTUBOIIOJIOKHEIM 00pa3oM, 1o KpaitHeil Mepe, (ocT)aBaHrapiHas MO3Hs.
Hrak, Moii Bonpoc: 4TO Bbl AyMaeTe O HEraTUBHOCTH KaK CHJIE, CIOCOOHOM MOJIMTU3HPOBATDh
HCKYCCTBO CJIOB, CJIOBECHOE UCKYCCTBO?

Panceep: Bonpoc B ToM, kak Bel onpenensiere HeraTuBHOCTS. I peamoYnTaio roBOPUThH B
HOaHHOM CJIydae O «IUcceHcycey. «JliucceHcycy 03HavaeT, YTo MO BOIPOC CTABUTCS
JICTUTUMHOCTD CYIIECTBYIOIIETO PA3ACICHUA CJIOB U Bemeﬁ, TOro, KaKk OHM O3HA4alOT UK KaK
CKPBIBAIOT 3HAYCHHE. DTO MOXET NEJIAThCsl MHOTHMH criocobamu. JJucceHcyc Beeraa OTChUIaeT
K HEKOeMy T'OCIIOACTBYIONIEMY COCTOSIHHIO sI3bIKa. [1oaTHdeckas cyOBepcust BCera OTChUIACT K
OIpeJieJICHHOMY KOHCEHCYaJIbHOMY THUITY fI3bIKA. A Takas KOHCEHCyaJIbHasl IIPaKTHKA OYCHb
OpIcTpo MeHseTcs.. Hampumep, SICHO, 9TO cloppeasn3M Ha CETONHAIIHUYN JeHb B OCHOBHOM
HUHTETPUPOBaH B I‘OCHO}ICTByIOHI,I/Iﬁ s3BIK.. S nMmero B BHIY, YTO MBI CJIMIIKOM YIPOIICHHO
MIOHMMaeM CyOBEepCHIO, KaK ecyii OBl B II093MM KaK TaKOBOH YK€ 3aKiodasack cyosepcus. f
Tak He gymaio. EcTe cuita 60pbs0BI ¢ TOCIIOACTBYIOIMMY CIIOCOOaMU IPEeIbsBICHAS BEIeH,
OCMBICJICHUSA Bemeﬁ, COCIUHCHUA CJIOB U T.1. Ho s ne AyMar, YTO «HECTaTUBHOCTb» — XOPOIICE
Ha3BaHMe 1JIs 9Toi cuibl. [10TOMy 9TO 3TO CJIOBO KaK pa3 MPEeAnosiaracT TOXKIECTBO MEXIY
MO3TUYECKUM H300peTeHHEM U MOJIMTHYECcKoi cyOBepcueit. Hampumep, ecim Mbl onpenesum
HEKHI CIOCO0 COSNUHEHHMS CJIOB KaK HEraTHBHOCTD, MBI HA[EJISIeM €r0 3apaHee CUJIOH,
KOTOpasi coBceM He oueBuiHa. Tak, eciiu roBopuThb o bekkere u Kadxke, s coBceMm He yBepeH,
YTO «HETaTUBHOCTb» 3/I€Ch ylayHoe cj10B0. MoxHO noHnMath Kadky 1 Kak aBTOpa, KOTOPbIi
XO0YeT BO30OHOBUTD TPAIUIIMIO CKa3a, BIUCATh €r0 B MOIEPHUCTCKYIO TPaIULHIO PaccKa3a —
oT Momaccana 1o bopxeca — koTopast 04eHb MHOrooOpa3Ha 1 HCIOJIb3yeT pa3obiadeHue,
HUTWIICTHYECKYIO HPOHUIO, HOBYIO MU(OJIOTHIO U T.J0. 31€Ch IPOUCXOIUT 4TO-TO Oosiee
CJIO}KHOE H 00JIee MIPOKOE, YeM MPOCTO HeraTuBHOCTh. To xe camoe BEepHO, KCTaTH, U B
OTHOIICHUM MHWHHMaJIM3Ma, KOTOprﬁ JaCTO INPEACTABIIAIOT KaK HEKYIO r'apaHTHUIO
MOJINTUYECKOTo panukammuima. Bo ®pannum B Teyenue nociennux 20-30 et Oblia co3nana
OoJibIIas Macca MUHUMAJIMCTCKOR JIUTepaTyphl. Jla, OHa MMHUMAIMCTHYHA, HO IIPH 9TOM
COBEpIICHHO KOHCEHCYyaJIbHa U OypiKyasHa.

Marys: Tak Bel cuuraeTe, 9To He CyIIeCTByeT CyOBEpCHH, BHYTPEHHE IpHCYIIEit
MIPOM3BENICHUIO HCKYCCTBA, YTO BCE 3aBUCHUT OT KoHTeKcTa? Ho BOT BospMeM Dii3eHmTEHA 1
Pudenmrans, 1yx pexuccepos 1930x rogos. O6a onu paboTaiu Ha TOTAJUTAPHBIE PEKUMBI,
HO MEXIy MX MO3THKaMU €CTb OoJIbllasl pasHUIa. Y DH3eHIITeHHa, 1aKe €CIM Mbl HabJofaeM
UJICOJIOTUYECKYIO CBEPXIETEPMUHALIIIO, BCE PaBHO OCTAETCA MMITYJIbC HETaTUBHOCTU. B To
Bpems KaK y Pudenmrans (Kak 1 y psia COBETCKHX «COLPEATMCTHIECKUAX» aBTOPOB)
HCKYCCTBO MOJYMHEHO IIeIAM CyOmManuy. Bo3MoxHO, B BEJIMKOM HCKYCCTBE €CTb BCE-TaKU
HeYTo Heamnmpornpuupyemoe. la, 3T0 aJOpHUAHCKUI TE3HUC, HO A €ro UCIOJb3YI0 B CMBICTIE,
GoJiee MIUPOKOM, 4eM AOPHO.

Pancbep: Bompoc B TOM, MOKHO JIM OTOKIAECTBUTh aBAHTapAUCTCKUI UMITYJIbC C
HEraTuBHOCTbIO. BoT Bbl ynoMsHym Oii3eHINTeHA KaK CiTydail Xy[0)K€CTBEHHOM
HeratuBHOCTH. Ho BooOIIe-TO HESCHO, B YeM MMEHHO 3aKJII0YAeTCs CUla ero (hUIbMOB.
Bosbmewm, Hanpumep, «I'eHepasbHyIo JIMHHIO». HelmoHATHO, 3aBUCHUT JIM CHJIa 3TOro (GuiibMa
OT MOHTaXka WJIA OT ONpEeJICHHbIX (JOPM JIMPU3Ma, OTCHUIAIONIMX K PyCCKOM skuBommcH XIX
BeKa — Belb OHM IOTPSCAIOT, 3TH OIPOMHBIE MOJIOTHA C JIIOAbMHU, PAOOTAIOMUMU B IosIe!
Moxxer ObITh, CHIIa 3TOTO (HUIbMa CBfI3aHA C 9THM JIMPU3MOM TPYHOBOTO JKECTa, a BOBCE HE C
MoHTa:koM. TouHee roBopsi, MOHTaX B 3TOM (DHIbME MMEET [IB€ Pa3sHBbIX (yHKIUM:
IMaJIeKTUYeCKas Mapajulesib MEXIy CTapbiM H HOBBIM — U 3TO SBHO HE caMas 3aMevaTrelibHas
cocTasJisiolnas GuiibMa — U «3KCTATHYECKUI» MOHTAX, KaK B CJIy4yae MAlIUHBI 110 B30OMBAHHUIO
CMETaHbl WM B CJIy4ae aTBbl, I€ TEXHUYECKOE HOBIIECTBO HUCIOJIb3YETCS I CO3IaHHS
YyBCTBa KOJUIEKTHBHOTIO 3moca. Eciu 371ech 1 €CTb «HEraTUBHOCTbY, TO OHA O3HAYAeT
coueTanue (popManusMa u JIMpU3Ma, KoTopoe 0beT MuMo Hesr. C Moel TOUKH 3peHus, 3Ta
«HEraTHBHOCTb» OTPa)kaeT KOHMIUKT MEKIY SCTeTUYECKUM Pa3pbIBOM U 3THYECKOH BOJIEH —
KOH(JIMKT, IIPUCYIIHUIA SCTETUYECKOMY PEXUMY UCKyccTBa. Ho 3T0 He To moHsATHE, KOTOpOE
MOKET ajIeKBaTHO OObACHUTD KaK XyHOXKECTBEHHYIO TKaHb IIPOU3BEICHMUS, TaK U €ro
MOJIUTUYECKUI 3(DPEKT.

S He roBOPIO, YTO MOJIUTUYECKOE 3HAUYCHHE UCKYCCTBA 3aBUCHUT TOJILKO OT KOHTEKCTa. ]
IPOCTO X04Yy CKa3aTh, YTO CO3[[AHHE MOJIMTHYECKUX 30H aBTOHOMHHU OCHOBAHO Ha
9CTETHYECKOM OIIbITE, KOTOPBII MPAMO HE BHITEKAET U3 XyN0XKECTBEHHBIX CTPAaTerdit TBOPIIA.
Bormpoc B ToM, Kakue GopMBl BOCTIPUATHUS, KAKOE MPOCTPAHCTBO OIbITAa CTPOUTCS Ha Oase
Xy/l0KECTBEHHO NMPAKTUKU. Ec/Ii MBI XOTHM BHECTH CBOH BKJIA[ B CO3AaHUE CBOOOIHOIO
MPOCTPAHCTBA OIBITA, TO MBI IOJDKHBI HEMHOTO OTCTPAaHUTBCS OT MU XY[I0)KECTBEHHOM
MPaKTUKU KaK MPEIBOCXUIICHHUS HOBOH JKU3HH.

MaryHs: Bel roBopute, 4TO HCKYCCTBO IepehOpMHUpPYET OTHOIIEHHUS MEKIY TEM, YTO BUIMMO
U HEBHUMO, YTO IIPUEMJIEMO, a Ha 9TO CMOTPETh HEBO3MOkHO. Ho He cymecTByer jm Gojiee
MEPBUYHOTO Iara, KOTOPbI HCKYCCTBO JOJLKHO CHEIATh 10 3TOr0 — HEKOEro
(yHIaMEHTaIbHOrO U KaK pa3 HeraTHBHOI'O ECTa, KOTOPHIX Obl B30PBaJl CyIIECTBYIOIIHE
IPaHUIBI IEpef] TeM, KaK IPOH30iIeT Kakoe-mmoo nepedopmaruposanue? Jliodboe Takoe
nepedopMaTUpOBaHUE ONUPAETCH HA KPUSKC, HA OMPEEICHHOE pa3pyLIeHUE.

Mo3kHO 0OBSCHUTD TOT TE3UC Ha IPUMEPE MOIUTUIECKON peBoyouy. Benb ecim Mbl
MOCMOTPUM Ha UCTOPUIO COLMO-NIOJINTUYECKHX (HOPM, TO CKaxkeM, Beien 3a TokBuieM, 9To BO
Bpems PpaHITy3cKOl PEBOJIIOLMY HUYET0, COOCTBEHHO, HE MPOU30ILIO, IIEJI IIPOCTO
MOCTOAHHBINA Hporecc TpaHchopmaimi. Ho MbI-To 3HaeM, 4TO OBUIO €IIe YTO-TO — HEYTO
(yHzamMeHTaIbHOE, YTO NPEBPATHIIO Ty TPaHCHOPMALMIO B KPU3HKC, IEPEBEIIO MEATICHHOE
pasJiokeHHe BO B3pbIB. MHE Ka)KeTCsl, YTO 9TO BaXKHbII JOMOJHUTE/ILHBIA YPOBEHb, HA
KOTOPOM MBI IOJDKHBI PacCMaTpUBaTh SCTETHKY.

Pancrep: [la, HO eJI0 KaK pa3 B TOM, YTO B3PHIBHL HEJIb3d Npenickasath! iHaue rosops, eciim
BBI NIPE/ICKA3bIBAETE B3PhIB, TO BBl PUCKYETE MOMEIIATh €My WJIM U3MEHHUTb €O JIOTHKY, Ero
tdopmy pasButus. JIeHCTBUTEIILHO, BOCIUTAHIE MOKET IIPUBECTU K OJOOHOMY B3pBIBY, HO
HESICHO, MO3KHO JIM IIPEACKa3aTh camy (GopMy TpaHCGOpMAalMK U TOT CHOCOO, KOTOPHIM OHA
MPUBOAUT K B3PHIBY. Y MEHs €CTb IIO03PEHHE, YTO B UIEE PAIUKaIbHOIO Pa3phiBa €CTh HEKHi
OCTaTOK TPaHCLEHACHIMH. JIeiCTBUTEJIbHO, HHOIZIA MBI 3HAEM, B YEM COCTOUT PagMKaJIbHBII
Ppa3pbiB: HAIIPUMED, €CJIM MBI OTPYOaeM IoJIoBy KOpPOJIIO, TO 3TO — 2, PaUKaJIbHBIN pasphbiB.
Ecymm MbI co3naeM HOBYI0 (hOpMy KOHCTHTYLIUHM, A€M HOBBIE IIPaBa HACEJICHHIO, HOBbIC
CIIOCOOHOCTH JIIOAM U T.A., TO 9TO — Ja, PaiuKaJIbHbIA paspeB. Ho B mosie uckyccrsa
OIpEeeUTb TAKOU MOMEHT TpyAHee. DTO BEPHO U AJIs caMuX (OpM UCKYCCTBA, U JI UX
COLIMO-TIOJIMTUYECKON aKTyanu3aud. BosbMeM ciyyail abCTPakTHOTO HCKYCCTBA, O KOTOPOM
4acTO TOBOPSAT, YTO 3TO PE3YJIbTAT PaAMKalIbHOrO paspeiBa. Ho Ha camoM fieie 3TOT pasphiB
ObLT pegBocxuleH, HaynHas ¢ XIX Beka, U3MEHEHHUIMU B CII0OCOOE paccMaTpPUBATh KAPTUHY.

B xynoxxecTBeHHO-KpuTHIecKoi mpose XIX Beka Mbl BUAUM CIOBUT B3IJISAAA, B Pe3yJIbTaTe KOTOPOro
(urypatiBHbIe OJIOTHA BCe OOJIbIIE PACCMATPUBAIOTCH «aOCTPAaKTHOY», HHTEPEC COCPEIOTOYEH HE
HA UX CIO)KETE, a Ha TOM, YTO IIPOUCXOMUT, CKaXKeM, C LIBETOM. B 9ToM cMbIcile MUcaTe u-pPeaaTiCThl
XIX Beka, HanpuMmep ['OHKYpBI, CO3/1aJIi YCIIOBHSL BUAUMOCTH «aOCTPaKTHOMRY» YKMBOIUCH. DTO
OTBEepKeHUE (DPUTypaTUBHOH JKMBOIKCH CTaJI0 4acTbio OoJiee MMPOKOro Ipouecca, KOTOPhI cam
MOKET PacCMaTpPHBATbCA U B TEPMUHAX DBOJIIOLMY, U B TEPMHUHAX PEBOJIIOLMOHHOIO pa3peiBa. Bempb
abcTpakTHBEIE ()OPMBL OBUTH IIEPBOHAYAILHO HAOPOCKAMH K CTPOUTEIILCTBY HOBBIX 31AHUI U
paitoHoB. 311eCh BCTAET BOIPOC, B KAKOH Mepe Mbl MOXKEM aCCOLUUPOBATDb «IECTPYKTUBHBIN»
MOMEHT C MOJIMTHIECKUM pa3pbiBoM. [IpociaBieHne «hyHKIMI» B PEBOIIOLUU apXUTEKTYPhl U
mm3aitHa, oT Werkbund’a no Bauhaus’a u “Esprit Nouveau”, 0pu10 peakiumeil mpoTuB Oypxya3sHOTo
MOApaKkaHKsl aPUCTOKPATUYECKOMY CTIIIIO, XapakTepHoro A XIX Beka. A IpHBEJIO OHO U K HOBOM
KaIUTaIUCTHYECKOH, (OPAUCTCKOI pallMOHAIbHOCTY, U K Hee HOBoro Mupa padbounx. Ho B
peaIbHOCTH HOBas apXMUTEKTYpa, 3ayMaHHas JiJI MHOXKECTB, OY€Hb 4acTO B KOHIIE KOHLIOB
peaM30BbIBaIaCh B CTPOUTEILCTBE JIETaHTHBIX BHJUT IJIsl OOraThIX.

Cxkupan: OTo 3aCTaBjIAET 3ayMaTbCsl O CMEIICHUHU ABYX Pa3HbIX JIOTHK. MBI IbITaeMCs HAHTH 3Ty
JU3BIOHKTUBHYIO CBSI3b, CBA3b Y€PE3 Pa3pbiB, MEKIY ICTETUKOH U moauTukoi. Ho B To sxe Bpems
MeHs IIpeciieAyeT YyBCTBO, YTO TYT 3aieiCTBOBaHA MOIIHAsl HIMMAaHEHTHAs JIOTHKA CaMOTro
HCKYCCTBa, Pa3BUTHUs UCKYCCTBA, HaOpaBIIasg 000POTHL, kak Bbl TOUHO 3aMeTHIIH, T1Ie-TO B CEpEIrHE
XIX Bexa. CoriacHo 3TOi JIOTHKE, KaXKIblil CJICTYIONHI mMar JOJDKEH ObITh Pa3phIBOM C
IIpedbITyIMMH [IPaBUIaMUA X HOpMaMu. MBI BUAUM, YTO XYAOKECTBEHHBIE MICH MOTYT OBITh
NIEPBOHAYAJIbHO MOJIMTUYECKH HArPY:KEHBI, HO 3aTEM, Y)KE B Ka4€CTBE IIPOAYKTa, OHH BHOBb
BIMCHIBAIOTCS B PAMKH UMMAaHEHTHON 3CTETUYECKOH JIOTUKH, KOTOpas HE MMEET HUKAKOro
OTHOIICHHMS K MPeo0pa3soBaHMIO CYIIECTBYIOMEro Mopsiaka Bemei. 9To cBoero poga double bind
COBpEMEHHOro uckyccTsa. Ilosrydaercsi, 4To 5CTeTHKa BBICTYNAET B POJIM ABOHHOIO areHTa: C OHOM
CTOPOHBI, THI J€JIaeIllb HEYTO, YTO OOPAIEHO BOBHE, K «HAJ0 M3MEHUTb MUD», HO B TO e BpeMs,
KaK KOHEYHbII NIPOAYKT, 3aMKHYTO 1 OLIEHUBAETCSl BHYTPU 3CTETUYECKOTO IIPOCTPAHCTBA U €ro
KPHUTEPHUEB.

Bunenckunii: fI rymaro, Cama, 9To B HCKYCCTBE, KaK U B IIOJIMTHKE OCBOOOKICHHUS, BCEIA €CTh
CBOETr0 pofa U30BITOK, NPHOABOYHASI ICHHOCTh, KOTOpasi HE MOKET ObITh IIPUCBOCHA WHCTUTYLHSMH
BJIACTHU. u II0TOM, MBI TOJIKHBL I[yMaTI: HE TOJIBKO O TOTAJIbBHOCTH pI)IHKa, HO TaKXX€ U
OCBOOOIUTENILHBIX IIPAKTHKAX, KOTOPbIE €€ IOCTOSHHO Pa3phiBaloT. f mymalo, 4To aBaHTapy
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possibility of avant-garde

If the concept of the avant-garde has any meaning in the aesthetic regime of the arts, it is ... not on
the side of the advanced detachments of artistic innovation but on the side of the invention of
sensible forms and material structures of life to come. This is what the aesthetic avant-garde bought
to the political avant-garde by transforming politics into a total life program. The history of the
relations between political parties and aesthetic movements is tirst of all the history of this
confusion, sometimes complacently maintained and sometimes violently denounced, between these
two ideas of the avant-garde, which are in fact two different ideas of political subjectivity

Jacques Ranciere

Over the last few years, a number of artists have succeeded in both realizing and finding the
theoretical grounding for a variety of works which allows us to speak of a new situation in art.
These projects have found points of connection between art, new technologies, and the global
movement against neo-liberal capitalism. The lineages of this interest in political art can be traced
back to Documenta 10 (1997) and coincides with the emergence of the “movement of movements”
which erupted onto the political horizon in Seattle in 1999 — an event which, it can be argued, has
crystallised a new political subject (named the Multitude by Hardt and Negri’s “Empire” published
in 2000). This situation has subsequently been manifested through a variety of cultural projects
whose critical stance towards the process of capitalist globalisation and emphasis on the principles
of self-organisation, self-publishing and collectivity has evoked the idea of a return to “the political”
in art.

But to conceive of these artistic processes simply as “political” would be to seriously underestimate
the situation we find ourselves in. There is evidence that what we are actually talking about the
emergence of an artistic movement: its participants are concerned with developing a common
terminology based on the political understanding of aesthetics; their praxis is based on
confrontational approaches towards the cultural industry; it finds consistent realization in direct
interaction with activists groups, progressive institutions, different publications and online resources
challenging again the established order of what art is.

From history we know that such traits were once one of the characteristic of the avant-garde.
However, many people today see the avant-garde as something discredited by the Soviet experience
where the “dictatorship of the proletariat” rapidly degenerated into a “dictatorship over the
proletariat” a totalitarian situation the “one no many yeses” of the anti-capitalist movement has
explicitly sought to reject. But despite the anti-vanguardist principles of the “movement of
movements” - which it must be noted is as much a rebellion against the old left of Stalinism and its
universal claims to truth as it is against the neo-liberal new right - we believe that some of the
essential content of the avant-garde is crucial for an understanding of contemporary art.

It is important to note that during moments of intensified political struggle - at the beginning of the
twentieth century or in the 1960s - there has been a corresponding aesthetic turn towards
minimalism and abstraction (for example, in Kazimir Malevich or Donald Judd). One might
postulate that in moments of intensified political struggle artists are more receptive to radical formal
breaks the possibility of which arises through the logic of revolutionary politics. Then again, in such
moments, opposite tendencies also claimed their right to existence: documentary making, literature
of fact, realistic painting, conceptualism and other mimetic forms of art often performed an avant-
garde role of their own. In other words the avant-garde always arose as a combination (cf.
Mayakovsky on LEF) of different formal devices “openly competing” to see which method would
be capable of affording the most accurate representation of the revolution in art.

We are proposing that we return to a discussion of the avant-garde but through a different reading of
its composition: a reading which not only locates the political potential of art within the autonomy
of the aesthetic experience but also within the autonomy of art as rooted within the political context.
We would argue that to conceive of “the political” in art, without a corresponding commitment to
the ideas of the avant-garde would diminish both concepts as would conceiving of the avant-garde
as purely innovation within the “form” of art production alone. The radicality of art, therefore,
cannot be reduced to its connection to social or political imperatives nor to formal stylistic
innovation but must also be understood through its poietic force; its ability to question and
destabilise the very notion of the political, social, cultural and artistic. The avant-garde is a coup
d’etate against history making visible new possibilities in both art and politics.

John Roberts has described the promise of the avant-garde as that of the “new” which, as Adorno
pointed out, did not mean a consumerist fetishising of the novel or the trendy but the “repetitive and
continuous emergence from artistic tradition”. The “new” lies not in “formal, “stylistic”
breakthroughs, but in the possibility of keeping alive art’s non-identity in the face of its own
institutionalisation and, as such in the face of means-ends rationality of capitalist exchange value.”

(1]

If we create a mediated relationship between the social and autonomous role of art it is possible to
see some of points of cohesion opening up between Badiou’s idea of the event and Adorno’s idea of
the “new.” Adorno’s idea of the “new” which destroys the traditions which give rise to art finds
some purchase with Badiou’s idea that an event is a “truth which ruptures the order which supports
it”.

As mentioned earlier Seattle was an “event” which has changed how subjectivity and potentiality is
understood. This event, like any event, opens up possibilities for new subjectivities and
understandings of reality. Seattle and the anti-capitalist movement, as a critical moment in and
against the process of globalisation, has sparked interest in social engagement, new media and
communication technology, DIY, deterritorialisation, autonomist revolutionary theory, the
breakdown between art and life, carnival and so on, all factors which have been absorbed into the
contemporary art making process. Without “muftling” the radical potential of art by saying that it
merely reflects these changes we can see that these changes dialectically relate to what being radical
on its own terms would mean.

At the current moment the components that historically belonged to the aesthetic of the avant-garde
now fall into place in a new composition. Today, we could claim the following taxonomy:

a) realism as an aesthetic method;
b) fidelity toward the revolutionary impulse of the avant-garde;
c) autonomy as political self-organization

Realism as Method
From history, we know that the avant-garde utilised a complex array of artistic strategies while

claiming that the authenticity of its representation of revolutionary processes was guaranteed by the
constant renewal of artistic languages and their sublation in everyday life. In the early years of the
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Soviet Union, the proponents of realism made a similar claim, though their method rested upon
attempts at creating realistic works (in film, painting or literature) that showed the image of the
revolution and the revolutionary subjectivity of the proletariat and the party. For example the
Statute of the Union of Soviet Writers wrote in 1934 that the true task of realism is “the
truthful, historically concrete representation of reality in its revolutionary development™.

Unlike the art of socialist realism or the historical avant-garde, contemporary art necessarily
has the negation of capitalism’s totality as its point of departure. At the same time, it strives to
connect this negativity with aesthetic methods adequate to the study of the world in which new
subjectivity arises, not only as something destructive, but as something that produces new
social life. In the old argument — should artists produce for the proletariat or should the
proletariat produce its own art — today’s position is best expressed through something Godard
said in 1972: artists have to speak in their own name while participating in the life of political
movements, or to put it another way our goal is not to make political art but to make art
politically.

Today realism as a method can be understood as both a continuation and a re-questioning of
existing attempts at breaching the gap between the subject and the object, between an indexical
relationship to everyday life and the new subjectivities produced by political events. This
tension is most obviously played out through the methods of contemporary art which are
closely related to documentation, photography and film/video. The ubiquitous introduction of
digital technologies for capturing moments in everyday life have opened new possibilities for
coming closer to representing life in the forms of life itself, but brought up the issue of media
reality and its claims to truthfulness. Here, it really does make sense to return to the aesthetic
discoveries of the 1930s, for example, to the strategy of estrangement introduced by Bertold
Brecht. Pre-empting any possibility for empathy based on the illusion of authenticity,
estrangement allows a process of defamiliarization which uncovers how social mechanisms
work, demonstrating not only how and why people behave in a certain way in society, but
analysing the production of social relations itself.

Here, we would like to emphasize a few key methods that are central to contemporary political
art.

Militant Research

The genealogy of this tradition goes back to Fredrich Engels’ 1844 famous study The
Condition of the Working Class in England. Later, this tradition was continued in research
done by the operaists and activist-sociologists close to them. In the Russian context, militant
research became a familiar theme through the productionist interpretation of Trotsky’s idea of
the worker’s correspondent.

An extremely relevant contemporary definition of militant research can be found in the work
of the Argentinean group Colectivo Situaticiones: “Militant research attempts to work under



alternative conditions, created by the collective itself and by the ties to counter power in which
it is inscribed, pursuing its own efficacy in the production of knowledges usetul to the
struggles.” [2]

Such life-practices present contemporary political art with an important aesthetic challenge. The
representation of militant research requires a new formal language capable of providing
narratives of direct participation in the transformation of the world that surrounds us, but in
practice, it most frequently appears as the space of an alternative archive. Not only the quality
and scale of the alternative archive’s material itself, but also the mode of interaction with it
presents the opportunity of developing entirely new dimensions of protracted aesthetic (co-)
experience that lie very much beyond the instantaneous reception of most contemporary art.

Mapping

In this case, we are talking about the creation of maps that reflect the structure that arises in the
interweaving of capital and power. The main aim of such maps is to suggest a clear definition of
the current moment and to answer a question of crucial importance: how does contemporary
society work and which factors shape its subjectivity? What are the possibilities for representing
capital and the structures of its dominance? The aesthetic experience one makes while looking
at such atlases is one of horror in the face of the totality and sheer force of contemporary
capital. This is why such maps should always been seen in parallel to other maps, maps of
resistance.

In this case, the main goal is to make maps that show the interaction of various dissenting social
movements. This line of mapping is not only meant to reflect the realities of protest, but the
potential for a tendency of social development. It is interesting to note that the appearance of
mapping as an exploration of the possibilities for visualizing sociological research also began in
the “Institute of Visual Sociology” in Moscow during the early 1930s, and continued by Gerdt
Arnz and Otto Neurath in their Vienna “Institute of Visual Statistics” (which have been dawn
upon so effectively in the work of Andreas Siekmann).

Story telling

If the methods of mapping are impersonal in principle and operate with numbers, quantities and
symbol-pictograms, the idea of story telling is based on the old slogan of “politicizing the
personal.” In this way, the main goal is to demonstrate how personal stories and fates are always
produced in relation to the social and political conditions that shape and rest upon this or that
form of “bare life.” First and foremost, personal story telling reveals the process of
subjectivity’s formation as a product of historical conditions. In this way, they subvert the
“grand narratives” and official histories of power by revealing the contradictions of capitalism
operating through the smallest fragment.

Montage

Historically montage is connected to the avant-garde theories of film, and their counterparts in
literature, painting, and graphics. Today, the most relevant aspect of montage is not its capacity
for creating a new experimental language, but the possibilities it offers for working with real
materials and documenting the life of society politically. This does not apply to videos and film,
but to exhibition space at large. There is a sense in which the “political exhibition” must be
understood not as a collection of works by individual artists but as an assemblage or montage of
works which must be viewed both in its totality as an exhibition and in connection to its specific
locale and social and political surroundings. The political exhibition is not an interchangeable
display of socially conscious art but an organic outgrowth of connections which link the
participating artists and the local situation within which they are working, the result of which
must be considered as art work in itself.

Subversive Affirmation

In an apparent break with the more post-modern strategies of pastiche — where incongruous
elements were often combined without any sense that the resulting humor, horror or dislocation
was revealing of any deeper social truths - we are witnessing a return to parody and absurdist
strategies of subversive affirmation which seek to undo the logic of capitalism by slavishly
following this very logic to its absurd and grotesque conclusions. By overplaying their
identification with the values of capitalist violence and exploitation these parodistic gestures
seek to undermine these same values by evoking a deeper sense of morality and social
responsibility. This strategy, of course, presents some risks - its position of subversive
affirmation binds it within the logic of those it seeks to critique, producing gestures which, if
this alternative morality is absent, can be received in a manner diametrically opposite of the
desires of its creators.

Carnivalesque

With its emphasis on death, symbolic violence, sensuality and excess the carnival poses some
similarities with strategies of subversive affirmation but also with some important differences.
By breaking down the gap between spectator/participant the carnival opens up a space of
embodied politics where people can act of moments of free expression and pathos. The carnival
is one of the most important means of intervening and overturning reality - a hypertrophied
experience which overpowers the surrounding world with derisive laughter. The carnivalesque
introduces irrational methods which break down the symbolic-representative sequence of
capitalism. Its aesthetic form is a continuation of the traditions of surrealism and magical
realism.

Re-enactment and fiction

The formation of a new subjectivity is not only shaped in relation to the current political
situation — it also finds its shape in relations to the past. That’s why many art works are semi-
retroactive - not only challenging the present but also how we understand the past which is full
with unrealized potential.

Why go backwards? The only point in revisiting the past is its inter-relation with the future. As
Hito Steyerl commented in a recent article “...the only possible critical documentary today is the
presentation of an affective and political constellation which does not even exist, and which is
yet to come”. The possibility of this “becoming” is located not only in the possibilities of the
future but is also rooted in the actualisation of all lost chances. Many recent art works have thus
used tactics, reminiscent of Brecht learning plays, such as re-enactments and fictions where the
actors and audience must try and distinguish political from apolitical behavior by imitating
ways of behaving, thinking, talking, and relating. The fiction allow us to draw closer the
moment in which the actualized elements of the past interweave with what is taking place in the
presence of the now (Jetztzeit), leading to the potential composition of a new Event.

B) Fidelity to the Revolutionary Impulse of the Avant-garde

Here it is important to consider fidelity as it has been posed by Badiou, that is not as an artistic
fidelity to the goals and aims of the anti-capitalist movement per se a position which would be

reminiscent of the modus operandi of socialist realism and would reduce contemporary art
production to the propagandistic position of cheer-leader or advocate for this movement, but a
fidelity to the subjective space from which the movement sprang. From this position the new
avant-garde does not conform to the already-mythical subject of revolutionary social change,
but seeks out and forms this subject through its own experiments and processes of engagement
and new artistic discoveries.

Esther Lesslie provides a vivid description of this role of the avant-garde within this
framework:

“Engels likened capitalist society to a train which is accelerating towards a broken bridge:
socialism means subjecting the anarchy of capitalism to human direction, a hand on the brake.
The avant-garde shows you that hand is yours”. [3]

C) Autonomy as a Principle of Self-Organisation

Both in the Soviet Union and in capitalist society, the defeat of the avant-garde was a result of
the attempt to sublate art into life. This attempt was then instrumentalized by the party or the
culture industry. The experience of this defeat underwent exhaustive analysis in discussions
initiated by Adorno and lasting to the present day. The conclusion drawn from these debates
makes it necessary for contemporary political art to rethink its conception of autonomy. But
this new project of autonomy has more to do with the experience of political practices of
worker’s autonomy and council communism than with the modernist project of defending the
autonomy of the aesthetic experience.

A more contemporary understanding of autonomy is as a confrontational practice in relation to
the dominant forces of cultural production; comparable to the act of “exodus from the factory,”
and the attempt to create a decentralized network of self-organizing collectives. This
understanding of autonomy moves beyond the classic conception of “self-law” and articulates a
position of independence and opposition to social relations which threatens to destroy these
relations as they are; as Sylvere Lortinger and Christian Marazzi argue autonomy is “not only a
political project, it is a project for existence.” [4] This collectivist, confrontational, politicised
notion of autonomy which exerts such influence in the anti-capitalist movement today presents
an alternative interpretation to the individualist and classical one within existing art discourses.
Here, the point is not art’s dissolution into life, but its crystallization in life as a constant re-
discovery, beyond our reactionary times, of the possibilities of new forms of life (yet) to come.

Conclusion

It is with a certain sense of historical irony, therefore, that we would like to end this article with
a quote from Leon Trotsky:

“A reactionary epoch not only decomposes and weakens the working class, isolating its avant-
garde, but also reduces the general ideological level of the movement, projecting political ideas
back to previous historical epochs. The task of the avant-garde in these conditions consists,
first of all, in not being carried away by this stream, but of necessarily going against this
stream”.
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3anun Berr u [mutpuii Bunencknii | O BO3MOMHOCTH aBaHrapAHOH KOMNO3HLHM COBPEMEHHOrO HCKYCCTBA

Eciin nonsTHe aBaHrapia HMeeT B 3CTETHYECKOM PEeKHME
HCKYCCTB KaKOH-TO CMBICJI, TO (OH HaXOQUTbCsI) HE HA CTOPOHE
d)OpMaJTbHOiIHOBH:?HbI, d Ha CTOpOHE I/I306p€T€HI/IiI 4YBCTBCHHBIX
H MaTepHaJIbHBIX (opM rpsaayIeH xu3Hu. UIMeHHO 3T0 H BHEC
«3CTETUYECCKUH» aBaHrapa B aBaHrapna KIIOJIUTHYECKUH» —
npeobpasys MOJHTHKY BO BCEOOBEMIIIONIYIO KH3HEHHYIO
nporpammy. (...) OTH [Ba mpencrapieHus o0 aBaHrapae, Ha
CcaMOM JeJjie ABJIAIOTCA [ABYMA COBEPIIEHO pa3HbIMHA
HIpEACTaBJICHUAMHA O MOJTUTHYECKOH C_y6I)€KTI/IBHOCTI/I.' apxm-
MOJIHTHYECKUM IIPEACTaBJICHHEM O MNapTHH, TO €cCTb
npeacTaBJ€HUEM O IOJTHTHYE€CKOM MBbIIIJIEHHH, UTOXKalleM
YCJIOBHUA U3MCECHCHHUSA, 1 MECTAIIOJINTHICCKUM IIPEACTABJICHUEM O
BceobObemIOIICH  HNOJHTHYECKOH  CyOBEKTHBHOCTH,
cozpep:xamericas B HOBATOPCKOM 4YBCTBEHHOM OIIBITE -
IPENBOCXHILCHUH TPAAYINEro coOOINecTBa.

2Kax PaHcbep, Pa3nesieHue 1yBCTBEHHOI'O

B mocienHne HECKOIbKO JIET XyHOXKHUKAM, IPEACTABISIONIUM
pas3jIMYHBIe TEHICHIMM MOJIMTHYECKOro HCKYCCTBa, YHajIoCh
chopMyIMpPOBaTh PAA TEOPETUUECKUX MOJIOKEHHHA U
peanm3oBaTh PN MPOEKTOB, KOTOPHIC IO3BOJIAIOT TOBOPHTH O
BO3HMKHOBEHHUM HOBOW CHTyalluu B UCKyccTBe. MpéT momck
TOYEK B3aMMOJEHCTBHS MEXAY HCKYCCTBOM, HOBBIMHU
TEXHOJIOTHSIMA U MOJIMTHIECKIMY IBIKEHUSIMH, CTOSIIMYI Ha
MO3ULAX BHEMAPJIaAMEHTCKOH JeMOKPATHU. DTy HOBYIO BOJIHY
MOJINTUYECKOTO MCKYCCTBa MOXXHO Ha4yaTh OTCUUTHIBATH OT
HoxymenTsr X (1997 rom) 1 XpoOHOJIOTHYECKH OHA COBIANAET C
MOSIBJICHMEM Ha NOJHTUYECKOM TOPH30HTE «IBUKEHHS
TBIDKEHUI (WK 3K€ «KMHOXeCTB» B TepMuHosiornu Toun Herpu,
3asABJICHHOH B porpamMmuol kuure «Mmmepus», 2000), koTopoe
B Cueriie (1999) BmepBble MPOXEMOHCTPUPOBAJIO CBOM
MPOTECTHBII MOTEHIMAL. DTa CHTyallHs IIOJyYria PasBUTHE B
pa3sHooOpasuy KyJbTYPHBIX MPOEKTOB, Ybe KPUTHUYECKOE
OTHOLIEHKE K IPOILieccaM KalUTAIMCTHIECKON II100aIu3aliy 1
aKIIeHT Ha NMPHUHIMIAX CaMOOpPraHU3allMd, caMu3aaTa H
9KCHEPHMEHTA MO CO3[JAHHIO HOBBIX ()OPM KOJUIEKTMBHOCTH U
CIIPOBOLIPOBAJIa BO3BpANICHHIE “HOJIMTHICCKOro”.

Ho pacuenuBaTh 3TH mpoueccs TOJbKO KaK “HOJIMTUYECKHe”
ObUTIO OBl CEepbe3HON HEIOOLEHKOH CHUTyaldH, B KOTOPOH
HaxoguTCcsl MCKyccTBO. Hajnumumo mnosiBjieHUWE NPU3HAKOB
Xy/IO)KECTBEHHOT'O [BIKCHUS: €r0 YYaCTHUKU 3aUHTEPECOBAHBI
B pa3sBUTHH o0Omeld TEPMHUHOJIOTHH, OCHOBAHHOU Ha
MOJIATUYECKOM M SKOHOMHYECKOM ITOHUMAaHHU 3CTETHKH; MX
MpakTUKa 0OasupyeTcs Ha KOHQPOHTAUMU ¢ MEHHCTPUMOM
KyJIbTypPHOU MHIYCTPHH; €0 YIACTHUKH CTPEMSTCS paboTaTh B
NpAMOM B3aUMOMAEHCTBUU C TPyNINaMH IMOJUTHYECKUX
aKTUBHCTOB, U B CBOEH IPaKTUKE CTaBAT IO BOIPOC
YCTOSIBIIHECS] PAMKH TOTO, YTO €CTb HCKYCCTBO.

MBI 3HaeM, 4TO MOJOOHBIE YEPTHl SABJIAINCH ONHUMH U3
BOKHEHIINX XapaKTEPUCTHK UCTOPHIECKOro aBaHrapaa. B Toxxe
BpeMsl YYaCTHHMKH IIPOILlecca ONAacaloTCsl OIpPENesaTb CBOE
IOJIOKEHUE B TEPMUHAX aBaHrapau3Ma. Micropuaecku cama upest
aBaHrapamM3Ma OKasajach JUCKPEAUTHPOBAHA KaK COBETCKUM
ONBITOM peaJN3alWy MOJUTHKH MapTHH WU JHKTATYpPHI
IpoJieTapuara, Tak M IpOLeccaMy MHTETrpallid aBaHrapiaa B
KyJIbTYPHYI0 MHIYCTpHIO Ha 3amage. OIHAKO CTOJIb MMOHATHBINA
OTKa3 OT HOIIBITOK I€PEOCMBICJICHHS aBAHTap/la B COBPEMEHHBIX
YCJIOBHAX Ha Hall B3IVIA[ CEPbEe3HO OCJIA0/IsAeT MOTEHIMA
pasBuUTHsA HCKyccTBa. Ham Xouercs J[goKas3aThb, 4YTO
CKJIafibIBalolecss HOBble (OPMBI HHTEPHALHOHAIBHOIO
MOJIUTUYECKOTO MCKYCCTBA SABJAIOTCA €CTECTBEHHBIM
NPONOJKEHHEM aBaHrapAHOro mpoekTa XX BeKa U 3Ta
HICHTAUKAIMS OYeHb BaXKHA Kak I MX IIOHUMAaHUs, TaK U
IUIS1 UIX CaMOOIIpeIesICHHUI.

BaxxHo oTMeTHTh, 4TO A3BIK aBaHTrapha Bcerga GopMupoBaics
KaKk WHTEepHamMOHaJbHEIH. HOBHI HHTEpHamMOHAJIN3M
COBPEMEHHOI'0 IOJUTHYECKOI0 HCKYCCTBa PagMKaJIbHO
MOPBIBAET C TPAIULIMOHHBIMU MPEICTABJICHUSMH O Hapofe,
O0OBbEIMHEHHOM B HAlMIO M OOJIalaloIEeM «EMHBIM TeJIOM» H
eIUHBIM IIPEICTaBUTEILCTBOM. BMecTo 3TOro peuyb HAeT o
¢bopMHUPOBAaHUU HOBOW MHTEPHAIMOHAJBHOH OOIIHOCTHU
(«mHOXkecTB»). IlosiBJIeHHEe COBPEMEHHOIO0 MHOKECTBA
OCHOBAHO Ha IJI00aJIbHOM PaclpOCTPaHEHUH CXOTHBIX TPYIOBbIX
ycjioBUH (TOCT-(OPAU3M) — MPOLECC, CXOXKUU C TeM, Kak B
MIPEIBIIYIIYIO 30Xy T100aIbHO (hopMHpOBaIach HACHTHIHOCTD
HHAYCTpHAJbHOro pabouyero. MIMEHHO COBpEMEHHbIE
«MHOXECTBa» OKa3aJIMCh CIIOCOOHBIMHU 32 KOPOTKOE BPEeMs
BBIPa0OTaTh CBOM CTHJIb *XU3HH, OCHOBAHHHBIM Ha 00IHUX
nenHoctsx. Ilpu BceM pasHooOpasum MX OJIM30CTb OCHOBaHA
Ha IIMPOKO MOHUMAEMBIX IIPUHIIMAIAX aHTU-KaUTaIM3Ma, aHTH-
HepapXMIECKUX MOBENCHYECKHX MOJIEJIEH U CTPEMJICHHH K
OTPULIAHUIO MacCOBOIl MOTPEOUTENIbCKOH KyJIbTyphl. B Poccun
«MHOKECTBa» €Ille TOJIbKO 3apOXKIAI0TCH U TI0Ka He CIIOCOOHDI
3asBUTH O cebe, 0cOOCHHO Ha (hOHE MICOJIOTHN HallIOHATIbHOM
KOHCOJIMJIAIIMY, HO COBPEMEHHOE IOJIUTUYECKOE MCKYCCTBO
MOXXET COOTHOCHUTHCSI TOJIKO C 3TUMU MHTEPHALOHAIbHBIMU
CyOBEKTaMH W JBIXKEHHUSIMH, B KOTOPBIX OHH IPOSIBIISIOT CEOSL.
TaxkuMm oOpa3oM, UCKycCTBO aBaHrappa Oeper Ha cebs
OTBETCTBEHHOCTb (KaK CaMOAUCIMIUIMHY) 3a AEMOHCTPALUIO
BO3MOKHOCTEH MX HOJIMTH3ALUH.

BaxHO 0OpaTUTh BHUMaHME HA TO, YTO MOMEHTHI YCHUJICHUS
MaccoBoii 60pbOBl — Hampumep, B Havayie 20-oro Beka U B
HICCTHUICCATHIX TOaXx — YaCTO COOTBETCTBOBAIU IIOBOPOTY B
HCKYyCCTBE K MHUHHMaju3My H abcrtpakuuu. MoxKHO
MOCTYJIMPOBATH, YTO B MEPHOABI MHTCHCUBHOW IOJUTUYECKON
O0OpBOBI XyOOXKECTBEHHass aygUTOpHUs Oojiee OTKpPBITA
pagukagbHOMY (OpMajbHOMY pPa3phiBy, CaMa BO3MOXKHOCTb
KOTOPOTO BO3HHUKAET M3 JIOTUKK PEBOJIOLIMOHHOM moamTuk. Ho
B 9TH UCTOPUYECKHE MOMEHTBHI YTBEPXIAJIH CBOE IIPAaBO HA
CYIIECTBOBaHME TAaK)Ke W IPOTHBOIOJIOXKHbBIC TCHICHIUH —
IOKYMEHTaJU3M, JiuTepatrypa (akrTa, peaaucTuyeckas
YKHMBOIIMCh, KOHIENTYAJIN3M U IPyrue MUMETHYCCKHE (HOPMBI

HCKYCCTBA YacTO BBHIIOJIHSJIN, IT0-CBOEMY, aBaHTApAHYIO POJIb.
To ecTb Kaxnblil pa3 aBaHrapy, Kak ABWKEHHE, BO3HHUKAJ Kak
coYeTaHue PasHbIX (OPMasIbHBIX NPHUEMOB, «BBIACHAIOLIHX B
OTKpBITOM copeBHoBaHUM» (cM. MaskoBckuii o JIE®e), kTo
HauboJsiee TOYHO B JAHHBII HCTOPUYECKUN MOMEHT CIIOCOOCH
Ha O0TOOpaKeHHE PEBOJIIOLMOHHOCTH B UCKYCCTBE.

Takum 06pa3oM, MBI IIpeJiaraeM BEpHYTbCS K 0OCYKIECHHIO
POIOBBIX Y€PT aBaHTrapja 4epe3 MPOoUTEeHUE BO3SMOMKHOCTEH ero
CKJIajblBalomelica Kommosunuu. I[logoOHas omepanud
MpeJyIaraeT MOUCK MOJIMTHIECKOro NoTeHnmana uckyccrsa HE
B IIpefieslaX aBTOHOMHUM 3CTETHYECKOro OIbITa, HO Yepe3 ero
CBSA3b C KOHIEIIMEH aBTOHOMUH UCKYCCTBA, KaK MOJIMTUYECKOTO
MIPOEKTa KOHTP-BJIACTH. IMEHHO 3TOT MOAXOM ABJIIETCS OCHOBOM
MIPUHIUNUAIPHO OTJIMYHOTO OT PHIHOYHOrO MOHMMAaHUS 3agay
HCKYCCTBA, 3aKJIIOYAIONINXCA B IOJUTUYECKON TpaHCchopManuu
cyObekTa depe3 scTreTnyeckoe mepexusanue. Kak pa3 B aTom
ciy4ae MOTEHIMaJl UCKYCCTBa CIIOCOOEH K [eCTaOMIN3alun
COIMAJIBHOTO U KYJIbTYPHOTO KOHCEHCYCa, U 3TOT HEPEeBOPOT
JieJTaeT 3pAMBIM MHbIE BO3MOJKHOCTH Pa3BUTHsS KaK MCKYCCTBa
TaK U HOJUTHUKH.

B HacTosmmit MOMEHT UCTOPUYECKH 00O3HAYEHHBIEC MPAKTUKI
aBaHrapsia oopasyroT HOBYIO Kommo3uiuio. CeronHs, Ha Hal
B3IVIS] OHA CKJIA[bIBACTCS U3 CJICAYIOLIUX JIEMEHTOB:

A) peay3M Kak 3CTETHYECKHI METOL

bB) BepHOCTh peBOIOIMOHHOMY UMITYJILCY aBaHTapAa

B €ro CTPEeMJICHHU K IIPeoOpa30BaHMUIO BCEro 00IIeCTBa

B) unes aBToHOMEM, KaK HOJIMTHYECKOH CaMOOPTaHU3AIMI

Peaymsm xak MeTon

CoBpeMeHHOE MOJUTUYECKOE MCKYCCTBO, B OTJIUYHE OT
HCKYCCTBa COIMAJIMCTHYECKOTO peajusMa HId Ke
HCTOPUYECKOTO aBaHrapaa B nepsblie rofbl COBETCKOH BIIACTH,
BBIHY)KICHO MCXOAUTb M3 MO3ULUM OTPULAHHS TOTAJIbHOCTU
KamuTajgmsMa. B To e BpeMs, OHO CTPEMHTCSI CBSI3aTh 3TOT
HETaTHBU3M C MOMCKaMH CyObeKTa U 3CTETHKHU, KOTOPbIE MOIIN
Obl HauboJiee TOYHO BOIUIOTUTH METOIB! IO3HAHUA MHpa U
CTaHOBJICHHS 3TOr0 CyObEKTa, HE IIPOCTO KaK pa3pyIIUTEIbHOMI
CHJIbI, HO KaK NMPOM3BOAMUTEJIS HOBOU COIMAJIbHON JKU3HH.
ToTasbHOE NPOHMKHOBEHHE HU(POBHIX TEXHOJOTHH AJIS
(MKCHPOBAaHKS MOMEHTOB ITOBCETHEBHOM >KI3HI OTKPBLUIO HOBBIE
BO3MO>KHOCTH /Il HEIIOCPEICTBEHHOTO OTPa)KCHHs JKU3HU-
peabHOCTH B (hopMax caMoi )KU3HHU, HO IPU 3TOM MOCTABHUIIO
3aHOBO IPO0JIeMy MOIIMHHOCTH Menua-peajibHocTH. W 31ech
HaM OIISITh B)KHO 00pamaThesi K 3CTETUYECKIM OTKPHITHAM 30-
BIX TOJI0B — K ©3BECTHOMY 3CTETHYECKOMY METOMY, KOTOPbIil BBEJI
bpext — addexry ouyxnmenms. I[IpegorBpamas obOwe
BO3MOKHOCTH BUYBCTBOBAHHS, OCHOBAaHHBIC HA WJLIIO3UU
IOCTOBEPHOCTH, dP(DeKT ouykaeHHs oOHakaeT paboTy
COIMAJIbHBIX MEXaHU3MOB M, TAKUM 00pa3oM, TEMOHCTPHPYET
HE IPOCTO, KaK M MOYeMy JIIOAU BedyT ceOsi OnpeesIeHHbIM
o0pa3oM B 0o0mIeCTBE, HO aHaJU3UPYET CaM MEXaHH3M
MIPOHU3BOJCTBA COIMAIBHBIX OTHOIIECHUH U 00pa3o0B.

M3 HOBBIX METOOB, Ha KOTOPBIX CTPOUTCS COBPEMEHHOE
MOJINTUYECKOE MCKYCCTBO, HAM XOYETCS BBIICJIUTD CJISTYIONIHE
MIPAKTUKI:

1. Meron akTHBHCTCKOro uccienoBanus (militant research)
I'eneastorust 3TOro MOHATHS IMEET NABHIOO TPAJHIIIIO, BOCXOIS
K BOIIPOCHHKY, COCTaBJIEGHHOMY MapKcoM I MCCJICIOBaHHI
YCJIOBHH >KU3HU U paboThl (paHIly3ckux padounx B 1881 romy;
9Ta Tpaguiwsl ObUIa MPORO/DKEHA PaboYrMU MCCIIeOBAaHHUIMU
UTaJIbSHCKUX ONEPAuCTOB U MHOTUMH JPYIUMHU aKTUBUCTAMU-
colMoJIoramMy. B poccuiickoM KOHTEKCTe OHa HaM 3HaKoMa I10
TPyZaM COBETCKMX IPOHW3BOACTBEHHHWKOB, pa3padaThIBABIINX
TaKMe KOHIENINU, KaK pabovYnii-KoppeCHOHICHT.

HawuGonee BaxkHOE COBPEMEHHOE OIPEEsICHHE aKTHBUCTCKOTO
HCCJISIOBAaHMS Mbl HAXOOUM B paboTax apreHTHHCKOH TIPYIIIBI
Collectivo Situationes. Bor xakx oHH ero ¢popMyJIHPYIOT:
«AKTHBHCTCKOE HCCJIEAOBAaHHE MbITACTCSA paboTaTh B
aJapTepHATHBHEIX YCJIOBHAX, CO3HAaHHBIX KOJIJIEKTHBHOH
IIPaKTHKOH, HEIOCPEICTBEHHO CBA3aHHOH C KOHTP-BJIacTbio. Ero
3¢hpeKTHBHOCTD — 3TO MPOU3BOACTBO 3HAHUA, IOJIE3HOTO I
60pBOBD».

2. Kaprorpadus

OTO0 co3gaHuEe KapT, 0TOOpa)KaloIUX CTPYKTYPHl BJIACTU
KanuTaa, IX B3aHMOIPOHUKHOBEHUE CO CTPYKTYPaMHU BJIACTH.
I'maBHas 3amavya momoOHBIX KapT — CTpPEMJICHHE 00eCIeYHTb
SICHOCTh ITOHNMAaHHsI HCTOPUIECKOrO MOMEHTa W OTBETUTh Ha
Ba)KHEHIINI BONpOC: KaK (QYHKIMOHUPYET COBPEMEHHOE
obmecTBO, Kakue (akTops GOPMUPYIOT CyOBEKTUBHOCTD
coBpeMeHHOro desoBeka? Kaprorpadusa kammrama Bcerma
OCYIIECTBJIIETCS MapajjesibHO C CO3JaHHEeM KapT
CONPOTHUBIICHHS, IIOKAa3bIBAIOIINX B3aMMOACUCTBUE U CETH
Pa3IMYHBIX IMPOTECTHHIX U CONMAIBHHIX ABMKECHUU, 9TO
M03BOJIIET UM TOYHEE U JIy4llle OCO3HAaBaThb BO3MOKHOCTHU
CBOETO pa3BUTHSA. DTa JHMHHUSA KapTorpadupoBaHUsS MOXKET
0TOOpaxaTh HE TOJBKO PEaJbHOCTb, HO U IOTEHLHAI
«TEGHACHLHH OOIIECTBEHHOrO Pa3sBHUTHA».

3. Meton ¢ukcamu nosectBoBanuii / story telling

Ecym meTonpl kapTorpadyy MpUHIMITHAIBHO aHTH-TIEPCOHAIBHBI
u omepupyoT nudppamu, MaccaMd H CHMBOJIAMH-
MMKTOrpaMMaMu, TO Hjiesl IOBECTBOBAHUI OCHOBaHA Ha CTapOM
JIO3YHI€ «CHEJIaTh YaCTHOE/JIMYHOE IOJUTHYECCKUMY». Takum
00pa3oM, OCHOBHas 3a7a4ya — 3TO MPOIEMOHCTPHPOBATD, KaK
JIMYHBIC UCTOPHUI M CyAbOBI BCEra SIBJISIOTCS IMPOU3BOIHBIMU
10 OTHOLICHHUIO K COLMAJIBHBIM U MOJUTUYECKHM YycsIoBUAM. To
€CTb YaCTHOE IIOBECTBOBaHHUE, IPEXKIE BCEr0, OTKPHIBAET HAM
Iponecchl (OpMUPOBAHUSI CYOBEKTUBHOCTH KaK MPOMYKTa TeX

WJIA UHBIX UCTOPHUYCCKUX yCJ'IOBI/Iﬁ 1 TEM CaMbIM NOAPBIBAIOT
«0O0JIbIIIME TTOBECTBOBAHKS» BJIACTH.

4. Meton MoHTaxa

HcTopudeckn METO MOHTaKa CBSI3aH C TEOPUSAMHU aBaHTapaa U
kuHO. CerofgHsi Ha MEPBBI IUIAH BEIXOAAT HE CTOJIBKO €ro
BO3MOYKHOCTH CO3/IaHUSI HOBOI'O 3KCIEPUMEHTAJILHOTO S3bIKa,
CKOJIBKO MOHTaX KaK BO3MOYKHOCTb KOMOMHHUPOBATh Pa3/INYHbIC
(opMBI pabOTHI C peaTbHBIM MaTePHAJIOM, JOKyMEHTHPYIOIAMH
KW3Hb OOIIECTBA MOJIMTHYECKH, IIPUYEM HE TOJIBKO B (hopmare
BHJICO U KHHO, HO U B BBICTABOYHOM IpocTpancTBe. COOCTBEHHO
K 9TOMY B3Iy YK€ HampsiMyio nopgomum teopetuxu Jleda,
IIMCABIINE, YTO «CErOAHANIHEMY [IHIO CBOMCTBEHEH MHTEpEC K
MaTepuaiy, IpuieM K MaTepuaiy, IOJaHHOMY B Haubojee
CBIpBEBOI (hopMe», M MPU3BIBABIINE IIEPEUTH OT (OPMAIBHOTO
IIPUHIUIA MOHTaXa K KMOHTaKY (PaKTOBY.

5. Meron rporecka

OH OCHOBaH Ha KapHABAJIBbHBIX IPAKTHKAX IOJIUTHYECKOMH
0oprOBl. KapHaBan ecTh oouH U3 HamboJiee OEiCTBEHHBIX
CII0COO0B BMEIIATEIbCTBA U IIEPEBOPAYMBaHUs PeabHOCTU. OH
ABJIETCS Ba)XKHEHIIMM METOIOM TIPOTECKa M BHICMEHBAHUS
OKPY>KAIONIEr0 MUpa, HALlCJICHHBIM Ha MEePCOHU(UIIMPOBAHHBIC
CTPYKTYpHI BjacTH. Yepes kKapHaBaJIbHOCTb B MOJIUTHYECKOE
HCKYCCTBO OKa3bIBAaIOTCS BOBJICYEHBI HPPALIOHAJIbHBIE METOJIBI
MOAPBIBa CUMBOJIMYECKOTO Psifia PENPE3CHTAIMH KallUTaIu3Ma.
B scTreTuke OH HaXOAUT BOIJIOMIEHHE B NMPOLOJIKEHHE
NIPUHIIUIIOB KapHAaBaJIbHOCTH baXTuHa, JIMHUK cloppeaji3Ma U
Marm4ecKkoro peajmsma.

Takxe 371ech clIefyeT yHOMSAHYTb METOJAbl MOAPHIBHOIO
YTBEPKICHUS, aKTyalInu3aluyl MPOLIUIBIX COOBITHI B hopMe HX
()MKTUBHOTO NEPEUrphIBaHUs M0 00pa3my «OO0ydJaomux mbecy
Bepronbana BpexTta u UrpoBHX (GUIBMOB — IO TOYHOMY
3amevaHnio XuTel llTaiiepit: «...eIHHCTBEHHBII BO3MOXHbIH
KPHTHYECKHH JOKYMEHTAaJIbHEIH (DHIBM CErOgHS — 3TO
NPENCTABICHAE 3MOLNHOHAIBHOIO H IIOJIHATHIECKOTO COOBITHS,
KOoTOopoe elje Jake He CYIIEeCTBYET, HO KOTOpO€ HOJLKHO
IPOSBUTHCS.

B) BepHOCTH PEBOJIIOIMOHHOMY MUMITYJIbCY aBaHrapia

CoBpeMeHHOE MOJIUTHIECKOEe HCKYCCTBO CTPEMHTCS OBITH
co3ByuHsiM HE yxe craBmemy Mupuueckum cyObEKTy
MPONUIBIX PEBOJIONUOHHBIX OOIECTBEHHBIX M3MEHCHHH, a
IoncKaM 1 (opMHpoBaHMIO 3TOro cyobekTa. Kak u B cepenuae
19-oro Beka, Mbl CHOBa JaJIEKH OT TOTO, YTOOBI CKa3aTh, KAKMM
oH Oynet. I momo6HO TOMy, KaK, HAUMHAsI CO BTOPO# IOJIOBHHEI
19-oro Beka, 3TOT HOBHIU CYOBEKT OCBOOOXKICHHS TOJBKO
HaYMHAJI CBOE BOIUIOLICHWE B MOJIMTUYECKOH (opme, Tak U B
HCKYyCCTBE IUIM HapajjiebHble MpoIecchl (OpPMHPOBAHUS
HOBOT'O aBaHTapIHOTO SI3BIKA.

BaxHO OTMETHTB, YTO BEPHOCTb, B TOM CMBIC/IE, B KOTOPOM €&
BeiiBUTaeT AsieH banpio, ciiemyeT moHMMaTh HE KaK JIMYHYIO
NMPEeIaHHOCTh  XYIOXHHUKOB  LEJAM TEKyIIeTo
AHTUKAITUTAIMCTAIECKOTO BIDKEHHSI, a CKOpee, KaKk BEPHOCTb
TOMY HPOCTPAHCTBY CyOBEKTHBHOCTH, KOTOPOE IMPHUBEJIO K
3apo’KIeHHIo 3Toro aBmikeHns. [lo sprkoMy 3amedannio Dcrep
Jleccmu: «2Hrepc ymonoOIa1 KanuTaIHCTHIECKoe 00IIeCTBO
110€31y, KOTOPBIH YCKOpsIeTCs Ha IMyTH K pa3pylmeHHOMY MOCTY:
conuau3M, O3HadaeT NOAYAHEHHe aHAPXHH KalHTaJa
YeJ10BeYeCKOMY H3MEPEHHIO, - pyKe Ha TOpMo3e. ABaHTap/
II0Ka3kIBACT, YTO 9Ta PyKa MOXeET OBITb TBOCH».

B) nnes aBToHOMHUH, KaK MOJUTHYECKON CaMOOPraHU3aLUI

ITopaxenue aBanrappa, kak B Coserckom Corose, Tak u B
KalMTaJIMCTUYECKOM OOILIECTBE, BO MHOIOM OBUIO CJIEICTBHEM
CTPEMJICHHS] PaCTBOPHUTH HCKYCCTBO B XKU3HH OOINECTBa,
CTPEMJIEHHSA, KOTOPOE OKa3aJIoCh MHCTPYMEHTAIM3UPOBAHO
MapTHEN WM KyJIbTypHOI HHIycTprei. OIBIT 3TOro Mopa)KeHust
OBLTI CepbhEe3HO NMPOAHAIN3UPOBAH B JAMCKYCCHSX, HA9aTBIX
AIIOpHO 1 BeRyIIUXCs 1O cell 1eHb. BBIBOJ, CleIaH b U3 3THUX
nebaToB, IOATAJKUBAaeT K TOMY, YTO COBPEMEHHOE
IOJIMTUYECKOE HCKYCCTBO BBIHYXKIEHO IIEPEOCMBICIUTD
KOHLENIUIO CBOEH aBTOHOMHHU. HO 3TOT HOBBIN NPOEKT
aBTOHOMHUU COOTHOCHUTCS CErOfHs, CKOpee C OIBITOM
MOJIATHYECKUX MPAKTUK «PadoUeii aBBTOHOMHI» 1 KKOMMYHH3Ma
COBETOB», Y€M C MOIEPHUCTCKUM IIPOCKTOM OTCTaUBAHUA
ABTOHOMMH 3CTETUYECKOrO IEPEKUBAHUS, BHEIIOJIOKEHHOTO
IOJIATUYECKOMY OIIBITY.

TakiM 06pa3oM, BMECTO PACTBOPEHHUS U yIPa3THEHNS HCKYCCTBA
MMEIOT MECTO IPOLIECCH €ro KPUCTaIIU3alu, IOCTOSHHOE
Iepe-OTKPBITUE HOBBIX MECT, OTKy[Aa BO3HUKAET BO3MOXKHOCTb
YBUIETb PEAILHOCTD B €€ IIPOTUBOPEYMAX 1 PA3BUTHUU U BIIUATDH
Ha 9TU U3MEHHS.

3aKoueHue:

C HEeKOTOpOil [0Jiell HCTOPUUYECKON MPOHUHU, MBI XOTEJU OBl
3aKOHYHTB 9Ty CTaThio nuTaToi JIbBa Tporkoro: «PeakiroHHEE
SIT0XH, KaK Halla, He TOJIBKO Pa3JiaraloT H 0CJIa0JisIIoT paboqmit
KJ1acc, H30JIHPYs ero aBaHIapJ, HO U CHHKAIOT OOIIHH
HICOJIOTHYECKHH  YPOBEHb JBHXCHHS, OTOpackeBas
ITOJTATHYECKYIO MBICJIb Ha3a, K TABHO YIKe IIPOKHACHHBIM 3TAIIaM.
3agaya aBaHTapyia B 3THX YCJIOBHSX COCTOHT, IPEXIE BCEro, B
TOM, YTOOBI He JaTh yBJIeqb ce0sI 0OINHM ITOMATHEIM ITOTOKOM, -
Hajio IUIBITh TMIPOTHB TE€ICHHUSY.

3annn borr (pox. 1972) XynoxxHAIa, TEOPETHK 0
aKTHBHCTKa, kUBeT B CunHee, ABCTpaJIig
Jvmmtpnii Bamercknii (pox. 1964) XynoxHAK, 91eH
paboueti rpynmbl “Yro Jlenats?”, [lerepbypr



Meta-éamfcs (Presents:

é éorwersaﬁan with
yuette Brackman

Hi, My name is
Michael Baers,
and I'm here
with my friend
Yvette
Brackman.

We're going to discuss the project she
is currently working on with people
from Russia's Kola Peninsula while
simultaneously constructing Tatlin's
Monument to the Third International

\ out of popsicle sticks.

T

Yvette, why don't
you explain your
project for our
readers?

It all started whenI
was in the village of
Lovozero collecting
material for a video

installation.

VT realized what T really wanted Y
was to address the concrete /’f
situation of its indigenous
residents, who exist in a striking
relationship to modernity.
Indigenous people there live in them. In
mid-century apartment blocks in :
a semi-deracinated state thanks
to years of cultural suppression...

: : When I got home, I emailed At this meeting, it was agreed
; -g.’;‘?e’” The Soviefs. T.hzm [ chm1:uar'§,j the Spanish shoe N the designer wogld.visif L sozere
h md-' 'Tﬁ ectzjonomy Bein g,er'd manufacturer who has previously | | to explore developing prototypes
e dmegT g acl _;omuse done projects with different with craftspeople there. Two
Wt it bl A7 indigenous communities. I weeks before the workshop, the
h “1[ th " r‘b 4 proposed facilitating a designer called. She said: "I'm
indusTr‘iaIi:e,g r;vifth o?ﬁr\:fc cfjﬂ _collaboration to create a definitely coming, but my
£ the benefits of 9 high-end shoe co-produced by superiors say it's also necessary
an%n%usfﬁal?zcﬁrion ° Lovozero craftspeople. One to look for designs to convert

designer at Camper was very
interested and after a year of
emails, I travelled to Mallorca to

meet with staff at Camper
\ headquarters.

into industrial production.”

The first
intimation of
difficulties
to come.

There are certain
structural IimiTa‘rionsm
in dealing with a multinational
corporation: I was never in direct
contact with the directors, only
the designer who lacked
decision-making authority. I was

never in a position fo negotiate
regarding production.
So, in terms of

collaborating, they had ~\
the decisive say in what } They could have
pulled out, and

was to be produced.
N~ ; that would have
been the end.

I decided to view their decision as an
opportunity as it introduced the question of
indigenous copyright. So, the designer came,

the workshop was productive. Subsequently, I
was informed Camper had developed two
industrial designs. When I asked about
copyright, they told me the designs were
"inspired", meaning no copyright. Instead,
they offered the community 6000 euros. I

sent repeated emailed asking what
> e calculations..

7

were used to N
determine this sum,
never receiving an
answer. Meanwhile,
the designer began a
sabbatical, and
without her input, no
work was possible on
the handmade
shoe.

"Inspiration” in this
sense becomes a
double-edged sword.
I now see that in your
relationship with

Camper, There's a
significant disparity
in terms of power.
Did you think
something about this

predicament could
become
performative?

Meta-Comics npepcrasnaer: becega ¢ Heerr bpakman

- [Ipuset, mens 30ByT Maiiki baspc, a 3To Most moxipyra Misert bpakmasn.
-31paBCTBYIATE.
- MBI moroBopuM 0 MpOEKTe, KOTOPHIl MBETT peanusyeT BMecTe C
xuTesssMu Kosbekoro moiryocTpoBa, mapajuleIbHO KOHCTPYHPYS U3
MAJIOYEK ICKIMO KOIHIO TaTJIMHCKOU Oannu Tperbero MIHTepHanMoHaa.
- UBeTT, pacckaXul MOXKATYICTa HAIIMM YATATEIISIM O CBOEM MPOECKTE...
- Xopomro. Bee Hayasiock ¢ MOMCKOB MaTepraia 1Jis BUACOMHCTAIUISALIN
B iepesHe JIoBosepo.
- fl noHsw1a, YTO MHE JCUCTBUTEIIHHO XOUETCS 0OPATUTHCS K KOHKPETHON
CHUTYallld MECTHBIX JKUTEJICH, CyIIeCTBOBaHUE KOTOPHIX OKa3ajoch B
CTOJIb TIOPAa3UTEIBHOM OTHOIICHHM K coBpeMeHHocTu. KopeHHOE
HaceJICHHE POKUBACT B MOCTPOCHBIX MOJIBEKa Ha3a/l IOMaX, OHH OYTH
YTO BEIMEPJIX 32 FOIBI KYJIBTYPHOTO TaBJICHYIA...
- Bo BpemeHa CCCP. VX TpanuioHHas SKOHOMHKA, OCHOBaHHAs BOKPYT
OJICHEBOJICTBA, ObUIA YIIPa3IHEHA B MOJIb3Y MACIITAOHBIX BOCHHBIX 023,
MOCTPOCHHBIX BOKpYr. Kopode, OHM IOIBEpIiMch MHAYCTPHAI3AIIH,
HE MOJIy4YUB OT Hee HUKAKOU BBIFOMIBL.
- BepHyBIIHCch TOMO¥, 51 00paTHIACh K UCIAHCKOM KOMITAHHI-

npounsBopuTesio 00y Campera — OHH yXe OCYIISCTBIISIIA PaHbIIe
IIPOEKTHI COBMECTHO C Pa3IMYHBIMU Ty3eMHbIMH Haponamu. C Too6HOTo

MpelJIoKeHNs s U Havajia: paspaboraTs B JloBo3zepo BMecTe ¢
MECTHBIM HAaCEJICHHEM BBICOKOKa4YECTBEHHYIO MOJeJb 00YBH,
TOKyMEHTHPYS IIPOIECC; KOMITAHMIO IIPOEKT 3aMHTEPECOBAJI, U S
OpraHKM30BaJa BOPKIION HAa KOTOPOM ONUH U3 AU3aitHEPOB KOMIIAHUI
oOcyskziajla caaMCKOE PEMECIICHHOE HCKYCCTBO U pa3paboTKy
MPOTOTHIIA C MECTHBIMH KUTEJISIMH. 3a J[BE HEIEeJIH O BOPKIIOINA,
OHa IO3BOHIJIA U CKa3asa: “Mbl 00513aTe/IbHO IPUICTUM, HO XOTHM
Tak)e pa3paboTaTh MOJEJIH, MPUrOIHbIC /I IPOMBIIICHHOIO
MIPOM3BOICTBA.”
- IlepBole Hameku Ha Oygymue mpobsemsl. [loxydaercs, B Bamem
IIPOEKTE 3a KOPIOpAaIKe 0CTaBaIoCh PEeIlaloiee CJI0BO KacaTeIbHO
TOr0, 9TO OYIET MPOM3BONUTHCSL
- lnasior meJ1 Tyro, 3To AeHCTBUTEILHO PACCTPauBaIo: CKa3bBaIach
YAAJIEHHOCTDb JKUTEJIEH JePEeBHH M CTPYKTYPHBIX OIpaHMYCHHUIA,
HEeW30eXHBIX IIPH paboTe ¢ MyJbTHHAIHMOHAIBHOH KOPIIOpamHeH.
Kommanus mMoria mpekpaTUTb COTPYAHUYECTBO, IEPEUCPKHYB
MIPOEKT.
- fl pemmsia paccmaTpuBaTh TpeOOBaHHE KOMIAHHH Kak
BO3MOXHOCTD, IIOCKOJIBKY OHO 3aTparuBajio BOIPOC KOMUpaiTa
a0OPUreHOB; 3aKOHBI MHTEJIIEKTYaIbHOI COOCTBEHHOCTHU TY3EMHOTO

HaceJICHHs ceifaac ToJIbKo popMyspytores. Tak mm nHave, mu3aitHep
MOCETHJIa ICPEBHIO, BOPKIIOIN yAajcs, OHa BEpPHyJIach B VcnaHuio ¢
HECKOJIbKUMU MaKeTaMH, KOTOpBIe OBUTH 3allyIleHbl B IPOU3BOICTBO.
Kakx mam coobmunm mosxe, “ Camper” pa3paboraia HECKOJIBKO
MoyieJiel MPOMBIIUICHHOro au3aiHa. Korna st cpocuiia ux o Konupaiite
— OHHU OTBETHJIM, YTO JU3aifHepbl OBUIM MPOCTO BIOXHOBJICHBl — 3TO
3HAYAT HUKAKOro Kommpaiira. Bmecto storo onm mpemtoxumm 6000
eBpo. fl HauaJia cyIaTh MIMJIBI CIIPAIIMBAs, HA YEM YEM...

- OCHOBaHa KaJIbKYJISIHsI, HO HAKOIJA He IOJIyYusia OTBeTa. Tem
BpEeMEHEM Iu3aifHep MOJIyYrula TOX OTIycKa M 6e3 Hee HHYEro He
MIPOUCXONUIIO...

- «BroxHoBeHHe” oKa3blBaeTCs 3[4€Chb 000I000CTPHIM MEUYOM.
OueBHIHO 3HAYNTEIILHOE HEPABEHCTBO B PACIPENIEIICHAH BIIACTH MEKIY
Bamu u Camper. He mbeTanace Ju TH KaK-TO OOHIIpaTh 3TU
mpoosIeMbl?




That is what really interested me. For
me, the negotiation was the art: how
to deal with a multinational
cohr'pom'rlion; how 1|'o appmé:lch this

inherently unequal power ynamicJ.

Would the
outcome be the I never had the idea I
further was going to change their
humanization structure, but I had and
of the shoe still have the idea that

dialogic processes might
activate reflection within
the corporation.

company?

But it seems to have
a dialogue you have
to have someone who
is willing talk to you.

That has
indeed been a
big challenge.

fS';, at the moment you're
concerned with the different
ways of representing this

project that in itself defies a
single narrative, since it
dissolves, ultimately, ina
network of exchange. _,

Well, I've been trying different ways of
representing it: I've given lectures, and I
also wrote a Brechtian-style Lehrstiicke
which was performed here in Copenhagen.
But at the moment I'm more preoccupied
with the question of agency. Bespi’re the
power differential, there's a complexity to
the project where its social actors are
concerned, including my own role. I see the
artist's role as similar to that of the
scientist—as experimental in relationship to
reality. This experimental parameter has an
ethical component Bakhtin called
“answerability"—my responsibility to what I

have experienced or perpetuated.
o

g ¥
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As you describe it, answerability
fails to take into account the
disjunction between immediate
experience and its symbolic
representation. The latter

V...of "Being-as-event"(that is, N
Being as constituted by ongoing,
lived experience) into a series
of universal abstractions
cleaving Being from becoming.

possesses its own type of agency.
Since the advent 01Prn0der'ni1y,

scientific rationalism has
encouraged the transcription...

Yet Being-as-event remains
the value-center of human
life. It is only from this

location that I construct

meaningful relations with
the world out of its

; If I remain true to the :
concreteness of immediate
experience, then I exist ina
relation of answerability to the

world, accepting responsibility
for my actions and thoughts.

It is within this deferral where
the risk of cooptation asserts
itself. You won't be able to
know the outcome of your
project for some time, and the
speed of capital makes that a

(T still don't see how

for the gaps or lags

givenness. 3 d
typical of culture in

advanced societie

answerability can account

between the immediacy
of being-as-event and
the deferred meaning

dangerous proposition. This
deferral (or lag) is where the
"use” to which the uselessness
of art can be assigned.

It's true.Artists have been going on for the
last twenty years asking: What is this role
we have? Aside from our role as legitimators
of entrenched power (and the "tolerance” of

lliberal democracy), artists are trailblazers
¥or real estate development,
champions of precgri‘ry
an

- lla, 5TO eHCTBUTEIILHO OBUIO MHE HHTepecHO. IleperoBopsl cTamm
HCKYCCTBOM: KaK OOIIAaThCS C MYJIbTHHALMOHAIBHOM KOPIOpaLKeii;
Kak paboTaTh B YCIIOBHUAX HEHM30EKHO HECIHPaBENJIMBOTO
pacrperiesieHns BacTy. f naxe 1 He Tymara, 9To CIOCOOHA H3MEHHTh

CTPYKTYpy KOMIIaHHH, OJHAKO MHE [0 CHX MOP Ka)KETCsl, 4TO THAJIOT
MOJKET 3aCTaBUTh KOPIOPAIWIO 33 yMaThCsL.

- A pe3ysIbTaTOM CTaHET lyMaHH3alus 00yBHOIO TUraHTa?

- Kaxcercs, omHako, 94To Ipaior noapasyMeBaeT 3aMHTEPECOBAHHOCTb
cobeceqHnKa. 31ech ke Tebs MHTEPeCyIOT Pa3JIMYHBEIE CIIOCOOBI
MPEACTaBUTh STOT HPOEKT, TOrAa Kak caM OH UTHOPUPYeT J00oi
HappaTHB, IOCKOJIbKY B KOHEYHOM CYETE PaCTBOPEH B CETH
OTHOIIEHHA.

- 1a, 9T0 OBUIO OYCHD CII0XKHO.
- U 51 mckaa pasjiMdHbIe ITyTH PENPEe3eHTAIMA IIPOEKTa: MPOBOAMIIA
JICKIY, HAIIACAJIa TTheCy B OPEXTHAHCKOM KJTIOYE — €€ CTAaBIJIM TYT B
Komnenrarene. Ceituac jxe MeHsi 0ojiplie 3aHUMaeT BOIPOC
nocpegardecTBa. He cMoTpsi Ha HepaBHOE paclpeesieHHe BIIacTH,
MPOEKT YCTPOEH HENPOCTO, B HErO BKITIOYECHBI HAIIHM COLHAJIbHEIE
pOJi, B TOM YHUCJIE U MOSI. Pob XYyOOXXHUKAa MHE HAITOMUHAET YUEHOTO
— €ro OTHOUICHMS C PEaJbHOCTHIO SKCIIEPHUMEHTAIbHBL. DTOT
SKCIIePAMEHTAIIBHBIN (PAaKTOp BKINOYAET B CeOs1 ITHICCKYIO
KOMIIOHEHTY, KOTOPYI0 baXTUH Ha3bBajl “OTBETCTBEHHOCTBIO”

Cooptation always exists
as a real possibility given
that in art, revolutionar
and totalitarian potentials

go hand in hand.

Cooptation is therefore

something answerability

must address.

If art's good
“open” is what
Adorno called
its impossible
trickishness,
Cooptation is
the bad open of
the
yet-to-become.

Once the artist's role in gentrification, for
instance, is undeniable, an imperative arises
to take responsibility. Presently, I feel like
a director who has lost control of their pro-
-duction. I can't predict the outcome, but
I feel responsible to keep my end of the
bargain, and to continue documenting the
rocess until it reaches a conc[usion.g__,/I

I guess we'll have to stay
tuned to see what Tg)g of
drama gets produced. G\
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(answerability) — UCHBITBIBAEMYIO MJIA XPAHHUMYIO YEJIOBEKOM.

- “OTBETCTBEHHOCTb”, KaK Thl €€ OIMCHIBAaclllb, HE Pa3JIMYaeT
HETIOCPEICTBCHHBII OIBIT M €r0 CHMBOJIMYECKOE MPEHCTaBIICHHE. A
HocJIeiHee IPOXOUT Yepe3 CBoero nocpenHuka. C Hauasa MOICPHUTH,
HayYHBI palMOHAJIM3M pa3BUBaJ nepeBof “bbITus-Kak-coobTHs” (TO
ecTb DBITHSA, KOHCTHTYHPOBAaHHOTO KaK INPOIOJDKAIOIUICS,
IIPOKUBAEMBII OIIBIT) B CEPHIO YHUBEPCAIbHBIX a0CTPAKIIUIA, OTIEIIAL
BoiTre OT cTaHOBJICHHMS.

- ITpu sToM BrITHE-KaK-COOBITHE OCTaeTCs ITIaBHOM LIEHHOCTHIO YKU3HI
4esioBeka. IMEHHO 0TCIOfa 1 KOHCTPYHPYIO CBOU OTHOIIECHHS C MUPOM
BEro MIaHHOCTH.
- OcraBasich BEpHOU KOHKPETHOCTH HEIIOCPEICTBEHHOTO OIIBITA, S
CyI[ECTBYI0 B OTHOIIGHHAX OTBETCTBEHHOCTH MHDY, HECY
OTBETCTBEHHOCTH 33 CBOM JICHCTBHSI U MBICIIH.

- fI Bce paBHO He IOHMMAIO, KaK KOHIENT OTBETCTBEHHOCTH MOXKET
YUYUTHIBATD Pa3phIBBI MM 3a[CPKKU MEXIy ObITHEM-KaK-COOBITUEM U
OTJIOXKEHHBIM CMBICJIOM, THIIMYHBIM JUTS KYJIBTY Pl Pa3BUTBIX OOIIECTB.
- IMeHHO B TON00HOI OTCPOYKE M BOSHUKACT PUCK KOONTAIMH. THl He
cpa3y MOXeEIIb OLEHUTh 3(P(HEKTUBHOCTH CBOETO MPOEKTA, & CKOPOCTh
IBIDKCHHMST KalliTajla CTaBUT €ro IIof Bompoc. B aToit orcpouke (wim
3ajIepXKKe) U pasMmeniaeTcs “mosb3a”, K KOTOPOi MOXKHO MPHUIHCATD
0ecIIoIe3HOCTh UCKYCCTBA.

- Ja, Bce npaBuibHO. Ilocnennue nBaanaTh JIET JIIOAU 3aal0TCS
BOIIPOCOM: KaKOBa Hallla poJib? [IoMIMO TOro, YTO MBI JIETHTHMADPYEM
“KOHCTUTYIIMOHHYIO BJIACTh” (M “TOJEPaHTHOCTDH” JINOEpaIbHOMI
IEMOKpPAaTUHU), XYIOXKHHUKHA OCTAIOTCS NUOHEPAMH OCBOCHHS
NMPOCTPAHCTBA,  YEMIHMOHAMH  IPEKIPUTH H  IOCT-
¢dhopmmsma.
- Ecnu nosoxuTesibHas “OTKPHITOCTD” HCKYCCTBA B TOM, YTO ATOPHO
Ha3bIBaJI HEBO3MOXKHBIM TPIOKaYeCTBOM, TOIa KOOMTAIMs — 3TO
IypHasi OTKPBITOCTD IPSITYIIETO.

- Koomnranus Beerna ocraeTcst peaibHOM, Bellb B UCKYCCTBE pyKa 00
PYKYy HOYT PEBOJIIONUOHHBIA M TOTAJUTAaPHBIA MOTCHIIHAJBL.
OTBETCTBEHHOCTH M JOJDKHA OTBETHTH KOOITAIIMN.

- Hampumep, MBI He MOXEM OTpPHIATh POJIb XyHOXKHUKA B
IKCHTPUGUKANUKA, HO OSTO JIMIIb BBABUTACT HMIEPAaTUB
oTBeTCcTBeHHOCTH. Ceildac g omymaim ceds OXHOBPEMEHHO
HCIIOJIHUTEJIEM, U 3puTesieM. Sl He Mory mpefckas3aTh pesyJbTat, HO
YyBCTBYIO OTBETCTBEHHOCTbD, 1 IOJDKHA CTOSITh HA CBOEM, IIPOIOJIKAS
ITOKyMEHTHPOBATh IIPOLECC 10 KOHIA.

- Torga GygeM fgepxaTbCd Ha CBSA3U U NOIJIAAUM, Kak Oyger
pasBHBaTbCSI UCTOPHSI.




flasug Pudpd, Anerced Mensun
0 nyenax o
NeTalOWHX nponeTapHax:

yat 06 apaurappe

no Kommynukatopy Skype, 2
1-28.07.2007,
NHTEpaTypHAA pPeAaKUHA aBTOPOB

Wnnwctpaunn: flan Meprosuwn

dr: 01:54:23 Ilpuser Jlewa! 3ansat?

ap: 01:55:06 Tak, Huuero ocobeHnoro... Ilo npaBne rosops,
cMoTpen MyasTomiIeM «PyTypamay. A Th?

dr: 01:55:10 IlepeuuTsiBail BCe MOAPSA HA HAIIy TEMY...
cMoTpen crapsle ctatbi B «Oxrobepe». Ho moTom cranm unrats
«['eoprukm» Beprunusi, Ty 4acTb, 4TO O MYEIAX U MIETOBOJICTBE.
ap: 01:57:25 Jla, noureHHoe 3aHsTHe... M mouemy o myenax?
UYro, ecTh KakHe-TO 0COObIe aBaHTApAHBIE MTUEIHI?..

dr: 01:59:15 Te1 kak-To ckazan: «Aanrapn. IlpekpacHo. Kto
ke npotuB? Hy u 4TO nanemie?» DTO TOT ke BONMPOC, UYTO U
«ITouemy Bpext?» 3auem nucars? K uemy nuts xode? Tak
noueMy Obl HE IOTOBOPHUTH O MYenax... Tak JIM y>K OTIMYAIOTCS
nuensl Beprunust ot «Jleratomero nponerapus» MaskoBcKoro?
U xak oTm4uTh ce0s OT HUX BCEX...

ap: 02:21:29 Mup «ieTaroniero nposuerapus» MasKOBCKOTO
Ka)KeTCsl MHE BCE )K€ PaJloCTHEE, YeM LIapcTBO nuen y Beprunus.
W sBHO nyumre, uem mup «@DyTtypambi». A BOT ckaiim* — 3T0
yKacHO. Y>ke 3BOHUT OIMH MOH 3HaKoMblil u3 Beneuuu. Yeuzein,
YTO 51 OHJIAWH.

dr: 02:21:43 ITanontukon! CBobona, nemokparus u benram!

>>>>
28.07.2007

ap: 01:39:04 A Tbl 3Haews, uro Beprunuili npuHaamexan x
KPYXKy «HOBaTOPOB», KOTOPbIE NOJKHBI ObUIM 00eCeduTh
KyJbTYpHYIO FereMoHHuI0 nmneparopa Asrycra? Kak TyT He
BCIIOMHUTH MCTOPUYECKHUI CIOXKET 00 OTHOLIEHWH, CKaXKeM,
CranvHa M HEKOTOPBIX XYIOKHHUKOB-HOBAaTopoB...bia-0na-0ma,
BCE IIOXOXKE Ha BCE...

dr: 01:46:09 Mue xaxercs, y Tebs amneprust Ha maen. Ho
Xopoulo, nycTh Tak. JlaBail mogoiinem ¢ apyroro kpas. Bce
HanpaBJeHHUs «aHTaKHPOBAHHOTO» HCKYCCTBa MpHOeramu K
3TOMY TEPMUHY, «aBaHTapA», X MBI CEHYaC MBITaeMCsI IIOBTOPUTH
ux xecrt. JIykau, B cBoeii n3BecTHOH padboTe «YTo Takoe HOBH3HA
B MCKYCCTBe?», Takxke odparuics 31oil TeMe. OH TOBOPHT, 4TO
MapKCU3M HHKOTZa He OTpUIAN (YHKIHIO NPEIBOCXHIICHUS,
NpUcyIyo uaeonoruu. Uto takoe, ¢ 3TOM TOUYKHU 3peHU,
«aBaHrapa»? He ara nu wuageomornueckas QyHKIUS
MPEeBOCXUILCHNUS, KOTIa OHA CTAHOBHUTCSI OCO3HAHHOM, B KaKOH
Obl TO HU OBLIO UCKaXeHHOH popme? B aTom cwmeicie, u
Beprunuii MoxeT mpeTeHA0BaTh Ha «aBaHTapa». Jlaxe Kak
«HOBATOpP», OT KOTOPOTo TpedyeTcs MPOCIaBIATh UMIIEpaTopa.
Ero naeonornsupoBaHHBIE TEKCTHI MOPOXKIAIOT Pa3pbIBBI U
CIIBUTH, KOTOPBIE «OTKPBHIBAIOT IBEPH HOBOMYY, €CII TOBOPUTH
B pUTOpUKe ANOpHO. Y KaxJOH 3MOXH €CTh CBOM MOMEHTEHI
«mpeaBocxumeHus». M kaxaoe HOBOe NPOU3BEAECHHUE
packpeiBaet 3T0. Ecim paccMarpuBarh aBaHrapl B Takoi
JVaJIeKTHKE, TO 3TO MOHATHE TOJHOCTHIO TEPSET CBOU y3KO-
UCTOPUYECKHE OYEpTaHuUSI.

ap: 01:55:17 V3Bunu 3a 6aHaTBbHOCTH, MHE BCE XK€ KOKETCS, 4TO
aBaHTapJ CBs3aH C JMOXOH peBOMIONUil. DTO FCTeTHUECKas
pEeBONIONHS, KOTOPasi MOXET «OTOPOCUTH» TPaAHLHIO, KAK
MOJINTHYECKAs: PEBOJIOLUS OTOpAchIBaeT TPAIUIMOHHBIN CTPOi
obmectBa. TBoi Beprunmuii He MOT TIOMBICITUTE PEBOIIOIHIO, OH
KU B COBEPILCHHO APYTOM HHTEIUIEKTYaIbHOM U HOJIUTHYECKOM
ropuszoHTe. Jla M mMYesbl ero, Kak BUIHO M3 TeKcTa «[eoprux»,
BCE «3a Llaps Ja 3a OTEYECTBOM.

MeHs uHTEpecyeT B aBaHTapAe MOHATHE «IKCIEpHMEHTa». B
«DCTETHYECKON TEOPHI» ATIOPHO YTOUHSIET, YTO Y STOTO TEPMHHA
€CTb JBa CMbICTa. BO-TIepBEIX, 3TO MPAaKTHYECKUH M HAyYHBIH
9KCTIEPUMEHT KaK HCIIBITAHUE, TECT C 3apaHee U3BECTHOM IIETIbIO.
Bo-BTOpBIX, YHCTBIH IKCIIEPUMEHT B HCKYCCTBE, KOI/Ia aBTOp He
3HaeT, KaKUMHU OyAyT pe3ylbTaThl, KOTAA €ro aBTOPCKas
CyOBEKTUBHOCTb MPOCTO CTUpPAETCs 3KcnepuMeHToM. [loxoxe,
ceifuac Bcs cdepa dKCHEPUMEHTa yIljia B TEXHOJOTHH, B
«KpeaTHBHBIH» Toxxof B OusHece U Tak nanee. Ho sroro e
MPOMCXOIUT B TIOJIMTHKE, B COLIMAIBbHOM Ku3HU. Hao0opoT, MbI
BUJIMM OTCYTCTBHE JKEJIaHHs JKCHEPUMEHTa KaK y «BJIACTH»,
«TOCYJapCcTBay, TaK M, 3a4acTyi0, y CHJI, CONPOTHUBIISIOIIUXCS
TOCTOJCTBY...

Bce pasroBopsl 00 accUMWIALMU aBaHrapa B COBPEMEHHOM
obmecTBe — He ()aHTa3MHU JIX 3TO, €CIIH MOCMOTPETh C TOUYKH
3peHust «rpy6oii peansHOCTH»? Pa3Be uTo Menua U MpUKIagIHOE
UCKYCCTBO YCBOMJIM M KOMMEPIHAJIN3UPOBAIM aBaHTapAHbIE
npuemMbl. Ho ¢opMBI XU3HHU, caM THUII TOBEICHHUS — OHH HE
U3MEHUINCh. JKU3Hb GONBIIMHCTBA BCE TaK ’K€ PyTUHHA, KaK U
yruerenue. Ja, «MOOMIBHOCTB», «TUOKOCTB», — HO 3TO
OTHOCHUTEIBHO Y3KHHl CIOI «KpeaTHBHBIX PaOOTHHKOB)» B
METanonucax. To BCe TaK )K€ MEHbIINHCTBO, U IIPUTOM — XKYTKast
napoJus Ha BCe TO, 4ero XoTes aBaHrapl. IloaroMmy MHe BaxeH,
1 OBl CKaszal, «OyX aBaHrapga» — Kak ocoboe
MICHXO3MOLIMOHATBHOE COCTOSHHE, KOTOPOE BCE €I1€ BO3MOXKHO. ..
Iox «mgyxom aBaHTapzaay s HOHMMAKO HEKUil «OIBIT», KOTOPBIH
MOXKET Pa3BUBATHCS, HECMOTPS HA TO YTO aBaHTap]] MOXET OBITh
MHCTUTYLHOHAIU3UPOBAH, OBEIIECTBIEH, MOTEpPNEThH
«TOpaXeHHe» U T.1I.

David Riff, Alexei Penzin | On Bees and Flying Proletarians:

dr: 01:54:23 Hey Lyosha! Busy?

ap: 01:55:06 Nothing special... Watching Futurama, to be honest.
And you?

dr: 01:55:10 Re-reading all kinds of stuff on our subject in old
“October,” but then [ started reading Virgil’s Georgics about the
bees.

ap: 01:57:25 That’s a noble way of spending your time... Why
bees? Are there some special avant-garde bees?

dr: 01:59:15 You said once “Avant-garde. Yes. And?” It’s the
same question as “Why Brecht?” Why write? Why drink coffee?
And what about Virgil’s bees? Are they really so different from
Mayakovsky’s “Flying Proletariat”? And what sets us apart from
them?

ap: 02:21:29 The world of Mayakovsky’s “Flying Proletariat”
seems much more cheerful than Virgil’s kingdom of the bees.

And much better than the world of Futurama. But skype is awful. A
friend of mine is calling from Venice. He can see that ’'m online.
dr: 02:21:43 Skype is a panopticum! Freedom, democracy, and
Bentham!

>>>

28.07.2007

ap: 01:39:04 Did you know that Virgil belonged to the circle of
“innovators” around Maecaenas? They were supposed to solidify
Octavian/Augustus’ cultural hegemony. I can’t help but remember
the theme of let’s say Stalin and his relationship to the artistic
innovators. .. Blah-blah-blah. Everything is like everything else...

AVANT 6 ARIE

dr: 01:55:42 Jla, HO TBI HCKIIOYaEUIhb Bepruius u3 3Toro «mayxa»
uiu «onsitay. Minu Her?

ap: 02:02:51 «Beprunuit nomkeH ObITH COpOIIEH C Mapoxoxa
COBPEMEHHOCTH...». BakeH 3TOT MOMEHT «BapBapcTBa» B
aBaHrapzae. DTO BeJb PUMCKas TeMa, BapBapcTBO, HE TakK JIKU?
«Kiaccukn» Bpone Beprumus u anonumHBIe «BapBapb. Oyko
OTMEYaeT B CBOMX JIEKIUAX, YTO BapBap B €BPONEHCKOM AUCKYpCe
HOBOT'O BPEMEHHU MPOTHBOIOCTABIISAETCS «IAUKapro». «JIukapb»
CO3/1aeT NMBWIM3AINIO, BapBap paspymaer. B camoil putopuke
aBaHrap/a ObUIM 3TH TeMBbI. Tak 4TO BapBapCcTBO — 3TO COBCEM HE
JTIUKOCTb.

dr: 02:05:11 T Xouens Bce pa3pyLIUTh U CO3AATh 3aHOBO?

ap: 02:05:57 Bo BcsikoM ciydyae, MHE HE XOTEJIOCh Obl COXpaHHUTh
Te Yy/JOBHIIHBIE 00IIECTBEHHbIE ()OPMBI, B KOTOPOM MBI )KHUBEM.
Ecnu MBI, B Hamle «BpeMsl peaknum», O KOTOPOM MBI TaK MHOTO
TOBOPHIIM, OTOPOIIEHBI B J10-aBaHTapJHOE BPEMs, TO aBaHTapi
«OCTaJICsS BIIEPEII».

dr: 02:07:53 Jla, npaBna. Ho kak monutudeckas mporpamma
BapBapCTBO MHE HE MOAXOAUT. S X04y *KHUTh B MHUpE, TIE «IyX
Beprunus» — onHa crpoda B eHb — €CTh NPUBUIIETHS, KOTOPOH
MOXET II0JIb30BAaThCS KaXAbld, ecanm xodeT. JKU3Hb mIpH
KOMMYHHU3M€ 0JDKHA OBITH CIAAKOM, Kak Mell, HO 0e3 oOpaleHus
Hac B ITYEJT WM JIETAIOIIUX TPOJIeTapHeB.

ap: 02:09:03 1 Mapkc — Ham1 Beprunuii-npoBogHuK.

dr: 02:11:04 ITomMHuIIb, YTO MOKA3bIBAl HAM AraMOEH, KOTIa MbI
HaBecTUJU ero B Beneuuu, Bo Bpemsa Ouenane? Ero mobumoe
rpadduTn: «Her Beprumus, KoTopslii Bes ObI HaC 4epes3 ATOT azy.
OT0 OBUT €AMHCTBEHHBINH (QUIOCOPCKHUI T€3UC, KOTOPBIN S YCBOMI
B Benenuu. ..

ap: 02:19:22 Pa3 yx Tbl BcHOMHII J[’KOP/KHO, TO OOABIIIO e1e
onHy Bemb. Kaxxercs, 00 3TOM Majno KTO TOBOPHI B OTHOIIECHUH
aBaHrapia. Sl uMmero B BUAY €ro cBsi3b ¢ OMonoauTukoi. Benp
9KCTIEPHUMEHT — KaK 9KCIIEPUMEHT HaJl )KU3HBIO — 3TO, HECOMHEHHO,
MOHSTHE OWMOMOJUTUKU. ABaHrapjJ XOTel HU3MEHHTb,
TpaHCc(HOPMHUPOBATh KHU3HB, «CHITH» HCKYCCTBO B JKH3HH. DTOT
MIPOLECC MBICIUTCS KaK HKCIEPHUMEHT C OTKPHITBIM (uHamoM. B
MOTUTUYIECKOM IUIaHEe, BO3MOXHO, TMPOTYKTHBHEH paccMaTpuBaTh
aBaHrap/ UMEHHO TaK, a He 110 MOJIeJIN «IlapTHU-aBaHTrapa». Mok
BONPOC — TMOJHOCTHIO M HAXOJIMJICS aBaHTap] B pycie
OMOMNOJIUTUKY, UM XKe OBLJIO HEYTO, B YEM OH COTPOTHUBISLICSA €ii?
Kak, Haripumep, OTAeIUTh COBETCKYIO aBaHTapAHY0 KyabTypy 1920
IT., C € MEeUYTOH O NMpeoOpa3oBaHMM KHU3HU CHIIOH HCKYCCTBa, OT
JIOTHKH «3aXBaTay 3TOW caMOi >KM3HU? DTH BOMPOCHI COBCEM HE
MOJBITPHIBAIOT MOBEPXHOCTHON KPHUTHUKE «COBETCKOTO
9KCIIEpHIMEHTa», OTHIONb. Ha000poT, OTBETHI Ha HUX MOTYT CO3/1aTh
YCIOBHS A1 BO30OHOBIEHHUS MOJUTHYECKOTO M KyIbTYPHOTO
sKcriepuMenTa. [IpeaBapuTenbHO MHE KaXKeTcs, YTO B aBaHraple
€CTh HETaTUBHOCTH, OMOMOJUTHKA XK€ ONPEAeNIsATCS depes
CBOEOOPa3HyI0 «HMO3UTHBHOCTH». HO 3TO moka 3By4HT CIMIIKOM
abCTpaKTHO. ..

>>>

dr: 02:41:15 T'oBopst 0 Beprunuu, s rOBOPIO O TOM, YTO HEOOXOAUMO
HaWTH croco® BOOOPa3nTh KOMMYHHU3M HE TOJBKO KaK pa3pbiB —
BCe, YTO HaM M3BECTHO 00 aBaHTrapne, OBIIO CBSI3AHO C ITUM
OTIBITOM, — HO, HA00OPOT, MPEACTABUTH €r0 KaK HEMPEPHIBHOCTS,
KOTOpasi YKOpeHeHa B MCKYCCTBE, HECMOTPSI Ha BCE pa3pbIBBL. A
YTO KacaeTCsl pa3phIBOB — HX HEBO3MOXKHO TIOBTOPHTb.

ap: 02:43:46 MHe kakeTcsl, BaJKHa BEPHOCTb «PeajbHOCTH», KaK
OBl ee He onpeesaTh. M sKkCrepuMeHTHI MOTYT OBITh HeaIeKBaTHBI
MOJO0XKEHUIO Ael, ObITh (anpmuBeiMu. Ho mio0bie HOBEIE
«KITACCHUIIM3MBD» ellie (asbIINBEE.

dr: 02:44:55 HacrauBarh Ha HUCTOPUYECKOM aBaHrapje ceiuac —
9TO TOXE KIIACCHIH3M.

ap: 02:46:58 YTBep:xaaTh BCeOObEMITIONIHN «KJIACCUIIM3M» ceidac
— ¢anpmmBo ¥ naxe mouwto. Tel MOXewmb yuTaTh Beprunus,
n3yqaTh BeHenuaHcKyro MIKOIy U T.I., — HO 3TO, CKOpee, TO, ITO

unnep Ha3bIBAN «ICTETUYECKUM BOCHHTAHHUEM).

dr: 03:07:21 Tsl He yOexxaaenib MEHs 3THM. S CIMIIKOM YETKO
BI)KY aMOMBAJIEHTHOCTb TOTO, YTO Thl Ha3bIBAElllb «aBaHIAPIOM»
110 OTHOLIEHHIO K «UCTOPUUYECKOMY Hacieauio». Bcmomuw,
HanpuMep, poMaH «DcTeTruka conpoTuBinenus» [lurepa Baiica. On
HayuHaercsd 50-TH CTPAaHUYHOTO 3MUYECKOTO OMHUCAHHUS
[TepramoHcKkoro anTaps, KOTOPEIH 00CyXAar0T TpU pabounx
aKTHUBHCTA... Kaccuky cTamu CBOETO pojaa aKKyMyIsTOPOM
MOTEHLMANbHOCTEH, KOTOPBIE PACCEUBAIOTCS YEPE3 MPU3MY
MOTPEOHOCTH B CO3JaHUH JIYYIIIero MUpa (He TOJIBKO B MBIIIIIEHHH,
HO ¥ Ha mpaktuke). [Ipu ['mtiepe aAnst MOIOABIX KOMMYHHCTOB,
KOTOpBIE OBUTH B MOAMOJBE, OTPOMHBIM HCTOUHUKOM YBEPEHHOCTH
OBUIO OCO3HAHHWE TOTO, YTO dTa KaracTpoduueckas cUTyanus —
HOPMa, YTO HACHWJIME M BJIACTh BCETZa MOPOXKAATH IepoHUuecKoe
CONPOTHUBIIEHUE, U YTO 3Ty JUAJIEKTUKY MOXKHO HAWTH B KaXIOM
Mude, — Kak HacUIHE, KOTOPOE BEYHO CIY)KHT UCTOUHHKOM
nepeMeH. AHTHYHOCTb CTAaHOBHUTCSI HHTEPHOPHU3NPOBAHHON B HaC,
M 3TO MomoraeT B OydylieM HOMBICIUTh HENPEPHIBHOCTH
KOMMYHHU3Ma, 0 KOTOPOM JIFOZM MEUYTaH Bce Beka. FIMEHHO 370 s
CYUTAIO CaMBbIM BayKHBIM B aBaHTapie.

ap: 03:21:19 S nymaro, 3ToT «MH}» OomacHO OGIU30K K urype
BJIaCTH, KOTOpasi «BEYHO» IOPOXKIAeT comporusienne. U tak mo
cKoHuYaHus BekoB. Eciu He OyneT pa3priBa B 3TOH TypHOI BEYHOCTH,
To He OyaeT u koMmyHHu3Ma! Ilox BUAMMOCTBIO HENPEPHIBHOCTH
MBI JOJDKHBI pa3indaTh HIEOJIOTHIO, KOTOpasi, KaK TOBOPHUI
ATBTIOCCEP, U €CTh 3Ta «BEYHOCTHY». ABAHTap/ CMOTPUTCS Kak
«KJIACCHLIU3M» TOJIBKO B KaueCTBE TOBApa U «3KCIIOHATa» My3ed,
rae B coceqHux 3anax BucAT /xkorTro M Beponese. [lostomy g u
TOBOPIO O «IyXe aBaHTapia», ero OIBITe, MPOTUBOMOCTABIISIA
«0OBEKTHBUPOBAHHOMY» HCKYCCTBY-KaHOHY. MIMEHHO TO, 4TO U
JlxoTTO, 1 ManeBuy ceifuac — TOBapbl, UX YPaBHUBAET U CO3JAET
WIITIO3UIO HETMPEPBIBHOTO KOHTHHYYMa «HMCKYCCTBa». A TO, UTO ThI
FOBOPHUIIb O «KJACCUKAX» — 3TO JHUIIb MCUXOJOTHYECKAS
HHTEepHOpHU3anys ToBapHOro Qerummusma... Orpunars JxorTo-
TOBap, B 9TOM U ObLT meppOpMaTHBHBIN KECT aBaHrapna...Tsl
MIPOCTO MEpEeBOpayUBaELIb ITOT XKeCT B M0Jb3y JxorTo. Tak uto u
«KJIACCHKA) — UCKITIOYAIOIIee MTOHITHE, «PETIPECCUBHBIN KaHOH...
dr: 03:24:29 Koro xe 51 uckmtoyaro? S qymaro JHIIb, YTO €CIH ThI
HayHellb CHOpallMBaTh, «4TO MBI MOXeM celuac
aKTyaJIM3UpOBaTh?», THl HE JOJDKEH JeJIaTh OIIMOKH, 0TOpackiBast
MIOYTH BCE, TOJNBKO AT TOT0, YTOOBI yTBEPAUTH CBOIO PATUKAIBHYIO
UIEHTUYHOCTb.

ap:03:27:05 Ybto ke UASHTUYHOCTb MOJIEPKUBAET «KIIACCHKa»?
He roBopuT 11 31€Ch «aBTOpUTapHAst TUIHOCTHY, €CIH HOHUMATh
O] 3TUM FOTOBHOCTb MIOJUYUHHUTHCS «aBTOPUTETY»? Jla «KIaCCUKI»
— 9710 pammzm! CaMo MOHATHE «KJIACCHUKM» (DYHKIMOHUPYET Kak
HZICOJIOTHSI, KOTOPasi «MHTEPIEIINPYET» CBOETO CYOBeKTa...

dr 03:27:45: TBost MPOHHMS YK€ JIasKe HE MENTAaHXOJIUYHA, a TIPOCTO
TOLTHOTBOPHA.

ap: 03:28:20 Cmacu6o. D10 Bcero JuimIb HeOObIIAs IIYTINBAS
npoBokanus. Tpyn aBaHrapia nepejiaer Tede NMpUBET...

dr: 03:29:23 MsbI 1oDKHBI YHTH OT 3TOoro (apca. [lns mens,
«BEPHOCTHY» He orpanuumBaetcs «1917 rogom» min «CudTiom
1999-ro».

ap: 03:39:50 Ecnu cepbe3Ho, HUKTO U He UCKJIouaeT Beprunus.
[IpenocraBum Beprumnus camomy cebe. Mt BceM. DTo peanbHOCTb,
YacTh UCTOPHH, C KOTOPOW HMYETo yXKe He mojenaemb. Ee Hemb3s
HCKIIOUNTH. Sl e, CKopee, OTCIIeXKHBAI0 KaK pa3 MICOJIOTHIO,
KOTOpasi cefyac BBICTPAUBAETCS MO MOBOLY ATONW MCTOPUYECKOU
peanbHOCTH. Tak 4TO MOXeEIb LEIOMYAPEHHO MECTOBATH CBOIO
BEpPHOCTh Beprunuio u HU ¢ KeM eMy He U3MeHATh. [J1aBHOe —
OTCJIEKHBATh MAEO0JIOTHYECKHE HUCHApPEHHs] 3TOH BEPHOCTH...
JlagHo, a Kak Thl JyMaelllb, OC/Ie aBaHrap/a UCKYCCTBO O 4eM—TO
TPE3UT, YTO-TO MPEIBOCXUINACT?

dr: 03:40:33 Koneuno. Bce Te ctapsie Bemu. Ha BeicTaBKax
COBPEMEHHOI0 HCKyCcCTBa WM apXUTeKTypel. Ho 23To
MIPEIBOCXUIIEHNE CTAHOBHUTCS BCE 0OJIee CIIOKHBIM U
yckomb3atomuM. Ho oHO Bce ere BO3MOXHO.



A Skype-Chat on the

dr: 01:46:09 I guess you’re allergic to bees. But ok, if you like, that’s fine.
Let’s begin from the beginning. All directions of “committed” art in
modernity (and not even only the modernisms) claimed the term, and we
are now repeating this gesture. Lukacs, famously, too, in his “Realism in
the Balance” (1937). Marxism, he says, has never denied the anticipatory
function of ideology. What, then, is the “avant-garde”? Everyone who has
claimed the term? Ideology’s anticipatory function, when it becomes
conscious of itself, in whatever garbled form? If that’s the case, then Virgil,
too, can claim it. Even as an “innovator” who was supposed to praise the
new hegemon, his ideologized texts continues ruptures and rifts that “afford
the entrance of the new,” to use Adornian rhetoric. Every time has its
moments of anticipation. And the new works retroactively to reveal these.
Seen in this historical dialectic, the term “avant-garde” loses its contours
completely.

ap: 01:55:17 Excuse me for the banality, but I still think the avant-garde is
connected to the epoch of revolution, including an aesthetic revolution that
can “discard” traditions, just as political revolution discards the traditional
formation of society. For your Virgil, the revolution was unthinkable. He
lived against a completely different intellectual and political horizon. And
his bees, as you remember from the Georgics, are all for “king and country.”
What I find most interesting in the avant-garde is the notion of “experiment.”
In his “Aesthetic Theory” Adorno maintains that there are two meanings to
this term. First, it is a practical and scientific experiment as a test to verify
a hypothesis, with a clear goal in mind. Second, it is pure experimentation
in art, where the author does not know what the results will be, and in
which his authorial subjectivity is simply erased by the experiment itself.
Today, it seems that the entire sphere of the experiment has gone off into
technology, into the “creative” approach to business and so on. But in politics
or in social life, that hasn’t really happened. Quite on the contrary, today,
both “power” or “the state,” and the “counterpower” that resists them, seem
largely unwilling to enter into an experimental mode. So, maybe all the
talk of the avant-garde’s assimilation by contemporary society is fantasy, if
you look at it from the point of view of “harsh reality”? Maybe the media
and the applied arts appropriated and commercialized the avant-garde’s
devices, but their underlying behaviors and forms of life have not changed

dr: 04:48:16 51 nymaro, MBI IPOUTHOPHUPOBAIIM OHY BaYKHYIO BEIIb. JTO
— SKCNEPUMEHTalbHasl PEaJbHOCTh, B YCIOBHUAX KOTOPOH MBI
JeWCTBOBaIN. MBI HCIIONB30BAM HEOJINOEPATbHYIO, B BBICIIIEM CMEICIIE
OMOMOJINTHIECKYI0 KOMMYHHUKATHBHYIO MTPYIIKY, MBI 3aT€SId 3TOT
(bapcoBblii, U3HYPUTEIbHBIN TaHEL.

ap: 04:48:23 IIpocro rpeyeckuit Xop 1Mo CKau.

dr: 04:48:59 Dro 6wl 3KCIIEpUMEHT 0e3 0coboii nenn. U, koHedyHO, MBI
MOBBIIIAEM KalMTalU3aluIo skype, a Mo3AHee Halll TPAaHCKPUNT OyaeT
HpeBpanieH B CUMBOJIMYECKUI KaruTall.

ap: 04:49:46 5 nyman o ToM xe.

dr: 04:51:25 1 uMeHHO 31ech BCE CTAHOBHUTCS MO-HACTOSIIEMY
nyratomyM. Korga Tbl HauMHaems Tymarh, 4TO YCTPOKHCTBO, MogoOHOe
3TOMY, €CTh YTO-TO BPOJE aIllapaTa Ui MTHOBEHHOTO OBEIECTBICHHS.
Beprunuii nucan B aenp mo crpode. A Mb1?

ap: 04:52:03: Jla u Beprumii Toxxe onudpoas.

dr: 04:53:21 Ho, Bo3MOXHO, 3Ta o1i)poBKa — [Iar K KOMMYHU3MY, KAKHM
OH MOT OBl OBITb.

ap: 04:54:28 K onumdppoBanHomy kommyHH3My? Ho camoe
MO/IO3PHUTENBHOE — TUBHACHABI C CHMBOINYECKOTO KanuTana Mapkca B
3TOM OLIM(POBAHHOM NPOCTPAHCTBE.

dr: 04:57:02 Cmotpu-Ka, yxe cBeraet. [loxxanyi, nmoka crars.

ap: 04:57:11 A oTkirouarocs.

dr: 04:57:16 CriokoiiHo# HouH!

ap: 04:57:20 [Jlo cBa3u.

(ITonnas Bepcust — Ha www.chtodelat.org).

* Ckaiil — COBpEMEHHBI MHTEPHET-KOMMYHUKATOP, MO3BOISIOLINI
JUCTAHIMOHHO OOMEHHUBATHCS MUCBMEHHBIMHM PEINIMKAMU B PEXXHUMeE
OHJIAHH U AenaTh Tene(oHHbIE 3BOHKH.

Anexceit Ilensun, poo. 1974 2. ¢ Hoszopode, ¢unocog, nonumuueckuii
ananumux, uieH paboueii epynnvl « Ymo oenamu?». JKusem 6 Mockee,
faeuo Pugpgh, poo. 1975 2. 6 Jlonoone, xyooacecmeeHuwlil KpUmMux,
nucamens, unen paboueii epynnel « UYmo oenamuv?». Kueem ¢ Mockee u
bepnune

Avant-garde

[

at all. The life of the majority is still an oppressive routine.
And “mobility” and “flexibility” is the privilege of a thin
stratum of megalopolitan creative workers... That makes
it important to talk about the “spirit of the avant-garde,” a
certain “experiment-experience” (in Russian, it’s the same
word) that can continue to develop even if the avant-garde
is institutionalized, reified, or even “defeated”...

dr: 01:55:42 Yes, but you exclude Virgil from this aesthetic
experience. Or no?

ap: 02:02:51 “Throw Virgil overboard from the steamboat
of modernity!” “Barbarism” is very important to the avant-
garde. That’s a Roman topic too: “classics” like Virgil and
anonymous “barbarians.” In his lectures, Foucault notes that
the European discourse of modernity opposes the
“barbarian” and the “savage.” The “savage” creates
civilization, while the barbarian destroys it. The rhetoric of
the avant-garde is full of these themes. Barbarism isn’t the
same thing as savagery.

dr: 02:05:11 You want to destroy the whole world and build
it anew?

ap: 02:05:57 In any case, I wouldn’t want to keep the
monstrous social forms that we inhabit. If we live in
“reactionary times,” which is something we’ve talked about
a lot, we’ve been thrown back into a time before the avant-
garde. The avant-garde “stayed ahead.”

dr: 02:07:53 Ain’t that the truth. But for me, barbarism is
no good as a political program. I want to live in a world
where the “spirit of Virgil” — one line a day — is a privilege
that anyone can enjoy if he or she wants to. Life under
communism should be sweet as honey, but without turning
us into bees or flying proletarians.

ap: 02:09:03 And Marx will be our Virgil, our
psychopomp...

dr: 02:11:04 Remember what Agamben showed us when
we visited him in Venice during the biennial? His favorite
graffiti, right before he took us for ginger ice cream: “There
is no Virgil to guide us through this hell.”

ap: 02:19:22 Since you mention Giorgio, there is one thing
I should add. It seems to me that few people have talked
about this in relation to the avant-garde. I mean its
connection to biopolitics. We can be sure that experiments
— especially in the sense of life-experiments — rest upon
biopolitical conceptions. The avant-garde wanted to change,
transform life, to “sublate” art to life. This process can be
thought of as an experiment with an open ending. Politically,
it is probably more productive to look at the avant-garde
like this, and not as an expression of the “vanguard party”
model. My question would be whether the avant-garde is
totally in the mainstream of biopolitics, or if there was
something that resisted it? How, for example, can you
separate the culture of the 1920s, with its dream of
transforming life through the force of art, from the logic of
the “capture” of life itself? These questions don’t just play
into the hands of a superficial critique of the “Soviet
experiment.” Not at all. Quite the opposite: if we could
answer them, we might be able to create the conditions for
a renewal of political and cultural experiments. For now,
we could say that the avant-garde was negative, while
biopower defines itself as “positivity.” But that still sounds
too abstract...

>>>

dr: 02:41:15 I think my whole thing with Virgil is about
constructing a way to imagine communism not only as
rupture — anyone familiar with the historical avant-garde
has made that experience — but as continuity, which is
inherent to art, despite all the failures...As for ruptures,
they cannot be repeated...

ap: 02:43:46 Fidelity to “reality” also seems important, no
matter how you define the “real.” Experiments can be
inappropriate to the conditions; they can be fake and phony.
But any new “classicisms” are even more of a fraud.

dr: 02:44:55 To insist upon the historical avant-garde today
is also a form of classicism.

ap: 02:46:58 To assert an all-encompassing “classicism”
today is both phoney and trite. You can read Virgil, study
the Venetian school, and so on, but that will be little more
than what Schiller called “aesthetic education.”

dr: 03:07:21 You’re going to have a hard time convincing
me. I’ve always had a clear sense of just how ambivalent
the “avant-garde” was with regard to the “historical legacy.”
Think of Peter Weiss’ novel “The Aesthetics of Resistance.”
It starts with a 50-page description of three proletarian
activists, discussing the Pergamon altar. The classics
become a kind of potentiality accumulator, diffracted
through the inner prism of the need to make (in praxis, and
not only thought) a better world. To young people under
Hitler, communists in hiding, it is a great source of comfort
to know that this catastrophic situation is the NORM, that
violence and power have always generated a heroic-
emancipatory response and that their dialectic can be seen
in each myth, as a violence that is eternal and eternally
changing...Antiquity becomes an interiorization that helps
to think a contuinity of communism into a future that people
have been dreaming of for centuries. That’s one of the most
important things about this “avant-garde.”

ap: 03:21:19 I think this “myth” is dangerously close to
the figure of power, which “eternally” give rise to

Illustration:

Dan Perjovschi

“resistance.” And that until the end of time. If there is no
rupture in this bad eternity, there will be no communism!
Under the cover of continuity, we must discern all the
ideology, which — as Althusser put it — is actually this
“eternity”’! The avant-garde only looks like classicism when
it becomes a commodity and a museum exhibit, with Giotto
and Veronese in the neighboring hall. This is why I’'m
talking about the “spirit of the avant-garde,” its experience-
experiment, as opposed to the “objectified” canon of art.
Because both Giotto and Malevich are cultural commodities
today. This equates the one to the other and creates the
illusion of an uninterrupted continuum of “art.” And what
you say about the “classics” is nothing but a psychological
interiorization of commodity fetishism...To negate the
Giotto-commodity was the avant-garde’s performative
gesture...You’re just turning this gesture around in favor
of Giotto. So the “classics” are also an exclusive notion, a
“repressive canon”...

dr: 03:24:29 Whom have I excluded? I just think that if
you start to ask: “What should we actualize?”’ you shouldn’t
make the mistake of throwing almost everything away, just
to confirm some radical identity...

ap:03:27:05 But whose identity do the “classics” confirm?
Isn’t this an “authoritarian personality,” if you understand
that as the willingness to submit to “authority”? In fact, the
“classics” are fascism. The notion of “classics” functions
as an ideology that “interpolates” its subject

dr: 03:27:45 Your irony is no longer melancholic, but
nauseating.

ap: 03:28:20 Thanks. It’s only a joke. I’'m provoking you.
Greetings from the corpse of the avant-garde ...

dr: 03:29:23 We must get beyond such farces. For me,
fidelity does not end with Seattle or 1917.

ap: 03:39:50 Ok, so seriously, no one is excluding Virgil.
Leave Virgil for himself or for everyone else. He’s a reality,
a part of history that you can’t do anything about. You can’t
get rid of him anyway. So go ahead and cultivate your
fidelity to Virgil. I’'m more interested in the “ideology” that
takes shape around this historical reality. The main thing is
to watch out for the ideological vapors that this fidelity
exudes...So, anyway, what do you think? Does art after
the avant-garde still anticipates and promises anything at
all?

dr: 03:40:33 Of course. All those old dreams. You can even
find it in contemporary art or architecture. But these
anticipations become more and more complicated and
elusive. But they are still possible, I should think.

>>>

dr: 04:48:16 I think we’ve ignored one important thing,
and that is the experimental reality of what we’ve been
doing.Using a neoliberal, thoroughly biopolitical transcript
toy, we’ve been performing a farcical, exhausting dance...
ap: 04:48:23 A Greek choir in skype...

dr: 04:48:59 It’s been an experiment to no ends. We are, of
course, indirectly fueling skype’s capitalization and later
our text will be converted to symbolic capital

ap: 04:49:46 I was thinking the same thing...

dr: 04:51:25 And here’s where things get really scary. If
you start to think about a tool like this as an instant
reification device. Virgil wrote a line a day. What about
us?

ap: 04:52:03 Yes but Virgil has also been digitized by now.
dr: 04:53:21 But at the same time, all this digitization might
be just one step closer to what communism will be.

ap: 04:54:28 To digitized communism? What really makes
me suspicious is when people draw dividends from Marx’s
symbolic capital in this digitized space.

dr: 04:57:02 Wait. The sun is rising. It’s time to go to sleep.
ap: 04:57:11 I’m turning myself off.

dr: 04:57:16 Good night!

ap: 04:57:20 Talk to you soon.

(A complete transcipt is available at www.chtodelat.org).
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writer, member of the workgroup “Chto Delat?”. Lives in
Moscow and Berlin.
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How has the development, with a language and
formal structure culled from the values of research
and academia, influenced an aesthetically based
context such as art? On what level or levels should
the new products associated with and created in the
field of art be interpreted? Are not, for instance,
many of the usual seminars deceptively similar to
performances or happenings? Do not the archives
that have started to pop up within various art
institutions often resemble installations rather than
actual records of documents?

When I was at art school in the mid-1990s, it
became increasingly common to describe the artist’s
work as a form of research. At the time, this was
perceived as a new way of looking at artistic
practices. Today, more than ten years later, this
terminology could be regarded as fairly accepted as
a description of the contemporary artist’s activity.
The development towards using research as a
reference point and theoretical model for art has
also made a more general impact. A few years ago it
became possible in Sweden to get a PhD as an
artist. Many an art institution describes and pursues
its activities in terms of research. Thus, today, terms
and phenomena such as laboratories, seminars,
symposia, publications and archives have come to
be common features of contemporary art.

Although, on a plane of reference, this may appear
to represent a movement away from a more
distinctly aesthetically based language,
contemporary art must surely still be seen as an
essentially aesthetic activity. Therefore, it is
interesting to attempt to discuss what the previously
described development could mean from an
aesthetic perspective. To provide a background to
these aesthetic perspectives and the discussion as a
whole, it may be wise to look back briefly at how
everyday life was aestheticized, a subject that also
arose increasingly in debates in the early 1990s.

The aesthetization of everyday life is often
described summarily as a blurring of the boundaries
between art and life in general, and a merging of so-
called “high-brow” culture with popular culture.
Simultaneously with this blurring of the boundary
between art and life, art lost its aura and could be
anything, anywhere. As a logical consequence, it
also became possible to regard mass-produced
objects as art. Another frequently noted symptom of
this aestheticization of everyday life is the
importance of realising oneself by shaping, or
“designing”, a lifestyle, also described as turning
life into art. The once so radical motto of the avant-
garde, that life should be a work of art, has thus
become mainstream and part of everyday life itself.
Finally, this aestheticization of everyday life can
also be seen as a devaluation of the functional value
of objects, in favour of what is sometimes termed
their exchange value Originally, most objects were
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judged according to their practical use, their utility,
whereas today, this judgement is said to focus
infinitely more on how one object relates to another.
This relationship is primarily of a symbolic nature,
and thus relates more to what the various objects
symbolise vis-a-vis one another. This shift from
purely practical function to a function that
encompasses what something represents or
symbolises generated new values that are
commonly referred to as exchange value of
commodities.

The symptoms of this aestheticising of everyday
life are probably familiar to most people nowadays,
but, as I said, they can provide an interesting
starting point in this context for interpreting the
development within the field of art with a language
and formal structure borrowed from the values of
research and academia.

Despite, or perhaps thanks to, the fact that the work
of art has lost much of its aura, and that the
commodity has instead assumed many of the
functions of the art object, the issue of the
commercialization of art and the aestheticization of
the commodity appears to remain, and is linked to
the language and formal structure from research and
academia. One blatant example of this is the recent
debate on public funding of art, which, in short,
focused on issues relating to the development of art
either towards greater instrumentalisation or harsh
commercialisation, or alternatively, towards
exploration, critique and discourse and not
necessarily complying with traditional exhibition
activities. Moreover, it is within the latter of these
contemporary genres that we most commonly find
references to the values of research and academia.

Seen in that light, the act of emphasising art as
research could be a strategy, in a context where
everyday life has been aestheticised, and which in
many ways is intent on asserting the
commercialisation of art and aestheticisation of
commodities, to create scope for an art that is
critical, and not restricted to objects or specific
exhibition spaces. There is an inherent risk,
however, that the result would resemble that
described by Helena Mattson in the essay “Forms of
Politics”, where she discussed the transcendence of
disciplinary boundaries between art and
commodities (everyday objects):

In some instances, this is a conscious action, a
transcending strategy, where we seek to operate
within the economic and political field using art as
an instrument; in other cases this is merely an
involuntary and destructive consequence whose
causes we are unable to identify. For the avant-
garde, this transcendence was a political action that
tore down the boundaries of contemplative art and
opened up its spaces — eliminating the sanctuary —
and confronted the spectator with reality. Art and

aesthetics

life were thus one and the same: There is no sanctuary! In many
cases, we can regard the claims of relational aesthetics to
subscribe to the same artistic and political strategy, which may
appear increasingly ineffectual as the removal of the boundary
between art and life entails the incorporation of art into the
aesthetic universe of the commodity.

Thus, there is a danger, in this perspective, that research-related
art would not offer a sanctuary from the world of the
aestheticised commodity. The traditional production of objects
would simply merge into a creation of new products and services.
Which, if the issue of utility is forgotten, would mostly resemble
props for universities or libraries. Research-related activities that
are generated in an art context, such as seminars, archives and
publications, ought, in that case, to be judged first and foremost
on the grounds of their secondary value, rather than their
functional value. In other words, the focus should be greater on
how things are said, and not merely on what is said literally.

The additional meanings that are engendered in this way make it
possible, among other things, to perceive the seminar as a
performance, the archive as an installation, and the publication as
an art object. When the often too tacit aesthetic concerns are
enhanced, this changes the meaning of the product, and thus, the
potential to circumvent the matter of content by focusing on the
design.

This does not necessarily mean, however, that research-related
art is less reliable or that it has reached an intellectual dead end.
Perhaps, paradoxically, it is in aesthetics that there is a possibility
to avoid a further aestheticisation. In that case, greater attention
and more importance should perhaps be devoted to the forms and
implementations in which, say, seminars, archives or publications
are expressed. This would create an opening for new meanings
and functions. In the essay referred to above, Helena Mattson
also describes a possible model for such a strategy:

An intriguing aspect here could be that it is the design,
ornamentation and superfluity that provide the impetus for a
reprogramming of space and function that most decidedly has
both social and political implications.

So where could all this lead? First of all, we must acknowledge
design and architecture as political activities in that they are
configurations of space, site and object. This also means that the
aesthetic sphere can be regarded as a purely political sphere
where reorganisation, reprogramming and reconfiguration is
acceptable that would not be allowed in our everyday reality.
This, in turn, opens up for a strategy that is entirely contradictory
to the avant-garde strategy, and frequently to that of relational art
— instead of breaking down the boundary between art and life,
this boundary can be utilised and that which is usually regarded
as commonplace can be transferred to an aesthetic playing-field
to be “reprogrammed” and subsequently serve as art in a real
situation.

In my own practice as an artist, [ have often been involved in
designing environments within various art institutions, and in
producing publications, seminars or essays such as the one at
hand. Therefore, I must admit that I have contributed to the
aestheticization that [ am writing about. I may even be
contributing further towards that development with this essay.
Perhaps I should have chosen to express myself in some different
way, in a way that could hopefully, in and of itself, be resistant.
But the question that arises then is: how far is it possible to
depart from the accepted perspective on aesthetics in a certain
context, before the things one is saying start to turn into
incomprehensible gesticulating?

Markus Degerman — artist, writer and member of the art/design and
architecture collective Uglycute.lives in Stockholm
llustrations by the author.



Mapkyc flerepman | dcreTnka mnccneposanus

Kax scTeTuyeckuii KOHTEKCT, KOUM SIBJIACTCS UCKYCCTBO, U3MEHIICS I1OJ1 BJIMSHUEM
METOJOJIOTHI UCCIIeIOBaHUs , Ueil A3bIK U (popMasbHasg CTPYKTYpa POAMIUCH B CTEHAX
aKajieMu4ecKux nHeTuTyrmii? Ha xakoM ypoBHE WM YPOBHSIX CIIEyeT
UHTEPIPETUPOBATh 0OBEKTHI, aCCOLMUpPYEMbIE IJIH co3[aBaeMble B 1oJie ucKkycctsa? K
IIpUMepy, pa3Be He 00MaHuMBa OJIM30CTh MHOTUX CEMUHAPOB MO BU3YaJIbHOCTH K
nepdopMaHcaM U X3IIIEHUHraM, Pa3Be HE HAIIOMHUHAIOT apXMBBl MHOI'MX COBPEMEHHBIX
apT-MHCTUTYLI CKOpee MHCTAJUIALUY, HEeXKEIU HACTOSIIME IalkU ¢ JOKyMeHTaMu?

IloMuMTCS, KOrMa B cepenrHe AEBSIHOCTHIX A MOCEIal XyT0KECTBEHHBIH KOJUIEK, O
paboTe XyHoKHUKA BCe Yallle CTaJIM OT3hIBAThCA Kak o (hopMe uccienoBanus. B To Bpems
3TO BOCHPHUHMMAJIOCh KaK HOBBII B3IVIAN Ha XyH0KECTBEHHYIO IIPAKTUKY, CETOMIHS XK€,
Gostee IecsTH JIET CITyCTSl, JAHHYIO TEPMHHOJIOTUIO MOJKHO YK€ CUUTATh ITOYTH
CTaHOAPTHBIM ONMCAHUEM HEeATEIbHOCTU COBpeMeHHoro xynoxkHuka. [lupokoe
HCIIOJIb30BAHUE UCCJIEIOBATENILCKON MTPAKTUKK B Ka4€CTBE OTIPAaBHON TOYKU U
TEOPETHIECKON MOJIEJIH JIJIs1 ICKycCTBa MMeJIo U Oosiee oommpHble cienctsus. B IlIBerwmy,
HarpuMep, 0T4acTH OJarofapst 3TOMy, XyIOKHIK MOXKET TOJIYYUTh TOKTOPCKYIO CTEICHb,
a MHOTHE XY/I0’K€CTBEHHbIC MHCTUTYIIMN ONUCHIBAIOT U BEAYT CBOIO AESATEIBHOCTD 11O
MCCJIENOBATEJILCKAM MozieIsiM. TakuM 00pa3oMm, cerofHst Takue TePMHUHBI 11 JEHOMEHBI,
Kak JlabopaTopuy, CEMHUHAPBI, CHMIIO3UYMBI, ITyOJIMKAIIAN 1 apXUBBI CTAJIH ITPUBBIYHBIMA
IUI COBPEMEHHOT'O MCKYCCTBA.

Ha mepBblit B3rJIsi1, BCE 3TO MOXKET MMOKa3aThCsl OTCTYIUICHHEM OT 3CTETUYECKU DoJiee
YKOPEHEHHBIX SI3BIKOB, OJTHAKO JK€, COBPEMCHHOE HCKYCCTBO OHO3HAYHO CJICTYCT
paccMaTpuBaTh KaK 3CTETHIECKYIO IO CYTH CBOCH mesiTeIbHOCT. [loaToMy, HHTepecHO
ObLIO OBl TIOMPOOOBATH MOTOBOPUTH O BO3MOYKHBIX N3MCHEHUSIX, TPUBHECCHHBIX B
SCTETHYCCKYIO NMEPCIIEKTUBY BHIIICONUCAHHBIM COIMIKEHUEM C UCCTIeToBaHusIMA. B
KavecTBe HEOOJIBIOro 3KCKypca K 3THM 3CTCTHYCCKUM TIEPCIICKTUBAM ¥ JIUCKYCCHU B
IIEJIOM, CTOUT BCIIOMHHTb, KaK ObUTa 3CTETH3MPOBaHa OBCEIHEBHAS KHU3Hb, YTO TAKKE
BecbMa OypHO 00cyxnaoch B Hadane 1990-x.

O0mwmit 3¢pdexT 3cTeTU3anuy NOBCEIHEBHOCTU YaCTO OIUCHIBAETCS U KaK pa3MbIBaHHE
I'PaHuLl MEeXIy UCKYCCTBOM U KU3HBIO BOOOIIE, U KaK CMEIIEHHE TaK Ha3bIBaeMOii
“BBICOKOI” KYJIbTYpBI C MacCOBOH. OTHOBPEMEHHO ¢ UCYE3HOBEHUEM I'PaHULl MEKITY
MU3HBIO ¥ UCKYCCTBOM, TIOCJIEIHEE TEPSJIO CBOIO aypy, U HAuMHAJIO OOHApPYKUBATh ceOs
I7ie YTOJHO U KOTIJa YrofHo. JIOrH4HbIM CJIECTBHEM 3TOrO CTAJI0 TaKXkKe NpU3HAHUE
UCKYCCTBOM IIPOAYKTOB MacCOBOI'O IIPOM3BOACTBA. JIpyrUM CUMIITOMOM 3CTETU3alUN
MIOBCEIHEBHOCTH YacCTO Ha3bIBAIOT BO3HUKHOBEHUE CTPEMJICHHS “‘CTaHOBJIEHHs cO00I”
IIpY IOMOIIY BBIOOpa 00JIMKA M CTHJIA JKU3HY, YTO IpeBpalaeT caMy >KU3Hb B HCKYCCTBO.
Tak Hexorna pajuKasbHbII IPU3bIB aBaHrapya CAEJIaTh KU3Hb IPOU3BENECHUEM HCKYCCTBA
BHE3aIHO OKa3aJICsi MEHHCTPHMOM — YacThlO CaMOil peaslbHOCTU ITOBCEHEBHON KU3HHU.
Haxower, screTu3arus NOBCEHEBHOCTHU MPOSIBIIAET ce0s TaKKe U B [IeBaJIbBAlUK
(YHKIOHAJIbHOM IIEHHOCTH OObEKTOB — Ha MEPBEI IUIaH BBIXOTUT TO, YTO CUMTAETCS UX
BTOPUYHOH LIEHHOCTBIO. MI3HauaIbHO, OOJIBIIMHCTBO MPOIYKTOB OLIEHUBAJIOCH 110 UX
IIPAaKTUYECKOM 0JIb3€, TOra KaK CErofHsl OLIEHKa IIOYTH BCEra OCYIIECTBIIAETC UCXONS
U3 COOTHOIIEHUS NaHHOTO 00beKTa ¢ ApYruMHU. OTHOIIEHHUS 3TH HOCAT MOJTHOCTBIO
CUMBOJIMYECKUI XapaKTep, UMH ONUCHIBACTCS 3HAYEHNUE Pa3/IMYHBIX OOBEKTOB B ALY
apyrux. Taxoit nepexon oT QyHKIMM UCKIIIOYUTESIBHO MPAKTUYECKOI0 XapakTepa K
CUMBOJINYECKON (DYHKIIMU Pelpe3eHTaluy HOPOAUI HOBbIE IIEHHOCTH, KOTOPBIE 4acTo
0003HaYaIoT KaK “BTOpUYHbIC (PYHKIMOHAIbHBIE LIEHHOCTH .

bonpmuHCTBY COBPEMEHHEBIX JIIOAEH 3TH CHMITOMBI 3CTETH3ALNH TOBCETHEBHOCTH
XOPOIIIO 3HAKOMBI, OJHAKO, KaK y»e ObLJIO CKa3aHO, JaHHBI KOHTEKCT 3a1aeT HHTEPECHYIO
OTIIPaBHYIO TOYKY [l HHTEPIPETALUH Pa3BUTHUA XyNLOKECTBEHHOTO I0JISI, Y€l SA3BIK U
(bopMaIbHBIE CTPYKTYPBI OBUIM 3aMMCTBOBAHbI U3 00J1aCTH aKageMHUYECKUX HCCIJICIOBAHMMA.
Hecmotps Ha TO, 9TO NMPOU3BENECHUE UCKYCCTBA B 3HAYUTEJILHO MEPE JIMIIHAIIOCh CBOEH
aypsl, a MOJKET U OJ1arofgapsi 3ToMy (akTy U 3aMMCTBOBAHUIO TOBapaMU MHOTHX (DYHKIIMI
apT-00bEKTOB, COXpaHAETC U IpodiieMa KOMMEpPLHUAIN3aluyl UCKYCCTBa U 3CTETU3AlUN
HoTpebJIeHus, U 31eCh ToxKe HaOIIoaeTcs POJICTBO C A3BIKOM U (hOpPMaIbHBIMU
CTPYKTypaMu akaJleMU4eCKUX uccienoBanuil. OfMuH U3 SpKuUX IpUMEpOB TOMY — HelaBHUE
Ae0aTsl 110 MOBOAY MyOJIMYHOrO (PMHAHCUPOBAHUSA HCKYCCTBA, KOTOPOE, KaK U ObLIO
BBISIBJICHO B XOJI€ 9THX CIIOPOB, MOKET JIHOO CTPEMUTLCS K OOJIbIIei
MHCTPYMCEHTAJIN3AIMA 1 OTKPOBEHHO KOMMEPIHAIM3UPOBAThCS, JIMOO pa3BUBAThH
UCCJIEIOBAaHUs, KPUTHUKY M AUCKYPCBI, HE BCer[ia BOCTpeOOBaHHbIe TPaJULIMOHHOM
BBICTABOYHOH cpenoil. IMEHHO BHYTPH MOCIIEAHETO U3 9THX JBYX NJOMHHHUPYIOIHAX
COBPEMEHHBIX MTOAXO0B U MOXHO HEPENKO BCTPETHTb OTCBUIKM K METOIUKAM
aKaJeMIYECKOTO HCCIICIOBaHUS.

B monoGHoIt onTHKe, OTOXIECTBIICHHE ICKYCCTBA C HCCIJICIOBAHAEM CTAHOBUTCS
CTpaTerneil, KoTopasi B KOHTEKCTE SCTCTU3ALMH ITOBCEITHEBHOCTH OKA3bIBACTCS OTBETOM
KOMMepIMaI3aliy HCKYCCTBa M 3CTETH3AINH TOBAPOB, OTKPHIBAS IIPOCTPAHCTBO
APYTOMY HCKYCCTBY — KPUTHYECKOMY, HE OIPaHHICHHOMY OOBEKTaMH WIIH
KOHBCHIIMOHAJIbHBIMA BBICTaBOYHBIMH IIIOMIAAKaMH. B TO jxe BpeMsi, pe3ysIbTaThl
NOTOOHON NPaKTHKK HEM30EKHO PUCKYIOT YIOTOONThCS ONMCaHHBIM XeJIleHoH MaTTcoH B
scce “PopMBl OJIUTUYECKOr0”, TIe OHAa PACCMaTPHUBAET IIPEONOJICHUE UCIUITIMHAPHBIX
I'PaHMI] HCKYCCTBA U OOBIYHBIX, HOBCCTHEBHBIX OOBEKTOB:

B onHux city4asx, npeofosIeHHe IPaHHI] ABJIAETCS CO3HATE/IbHBIM HAMEPECHHEM: MBI
cTpeMHMCA JCHCTBOBATD B M0J1€ MOJIHTHIECKOIO HJIH S3KOHOMHYECKOTO, HCITOJIb3YS
HCKYCCTBO KaKk HHCTPYMEHT; B APYTHX K€ — 9TO JIHIIb HEHAMEPEHHOE H IECTPYKTHBHOE
JeficTBHe, MPUYHHBI KOTOPOIrO CKPBITHI OT HAc. [[/1d aBaHTapya Takoe IpeofosieHHe ObLIO
IIOJIITHIECKHM KE€CTOM: PYXHYJ/IA CTEHA HCKYCCTBA CO3CPLAHHS, €ro IIPOCTPAHCTBA
DACIaxXHYJIHCh — a CBATOCH YJICTYYHJIACH — H 3PUTEJIb CTOJIKHYJICA C PEATbHOCTBIO.
IocrynupoBanock eTHHCTBO XH3HH H HCKYCCTBA: HUKAKHX CBATHIX 3eMesib! MHorue
JKeCThl B paMKax “SCTeTHKH OTHoLIeHHI” (relational aesthetics) MOKHO IIpHIIHCATb K TOH
JKe XyJl0:KeCTBeHHOH H IOJIMTHYECKOH CTpaTeruy — IOC/ACAHAA e IPH 3TOM MOXET
Ka3aTbcs Bce MEeHee S()(peKTHBHOM, IOCKOJIbKY CHATHE IDAHHILIEI MEKITY HCKYCCTBOM H
JKH3HBIO I10/IPa3yMEBACT BKIIOYEHHE HCKYCCTBA B SCTETHYCCKYIO BCCJICHHYIO
noTpeb/IeHus.

Takum ob6pa3oM, HCKYCCTBO, CBA3aHHOE C HCCIICIOBAHUEM, PHCKYET YTOIUTH B
JIOBYIIIKY MHpPa CTETH3MPOBAHHOTO MOTpebsieHns. TpaauiiioHHoe co3naHme
00BCKTOB HIYEM HE OTJIIMYAETCS OT IPOU3BOJICTBA HOBHIX TOBAapoB 1 yciyr. U ecim
OCTaBHTb B CTOPOHE BOIPOC IEHHOCTH, OHO HAIIOMUHACT PEKBU3UT YHUBEPCUTCTOB
n 6nbymoTek. MccenoBanys, IPOBOMMEIC B XyTOXKCCTBEHHOM KOHTEKCTE (Takwe,
KaK CEMHHApBI, ITyOJINKaIWH 1 CO3[[aHNe apXMBOB) CIIEAyeT, B TAKOM CIIydae,
paccMaTpUBaTh IPEXKIC BCErO ¢ TOYKU 3PCHUS NX BTOPUIHOM, a HE
(yHKIMOHAIBHOH eHHOCTH. CKaXXy MHaye: cIefyeT (JOKyCHpOoBaThCs Ha TOM, Kak
HPOM3HOCSTCS CJI0Ba, a HE YTO IMEHHO T'OBOPHTCS.

VIMeHHO Tak BO3HHKAIOT HOIIOJHUTEIIGHBIC CMBICIIEL, KOTOPBIC ITO3BOJISIIOT, CPEN
IPOYETro, BOCIPHHUMATh CEMHUHAp Kak IepopMaHC, apXUB KaK HHCTAJUISIMIO, a
MyOJIMKAIMIO — KaK apT-00BbEKT. DCTETHIECKOEe U3MEPEHHE, TI0[Iac eBa
HaMCcUYEHHOE, MHOTI/Ia SKCIUTIUPYETCsI, YTO MEHSIET CMBICT IIPOYKTa, U (hOKyC
CMeIIaeTcs OT COfePXkKaHuA K O(OPMIICHHIO.

W3 atoro He cieyet, OAHAKO, YTO UCKYCCTBO “HCcilefoBaHUil” MeHee 3¢ deKTUBHO,
WIU YTO OHO OKAa3aJIoch B MHTEJUIEKTyaJIbHOM Tymuke. IlapanokcaibHEIM 06pa3oM,
BO3MOKHOCTb M30€KaTh JaJIbHEHIIell 3cTeTu3ali MOXKET 3aKJII0YaThCs B caMoi
acTteTuke. B TakoMm citydae, cienyeT yneianuTh OoJiplie BHUMaHUS (popMam
IPOBEJICHUS] CEMUHAPOB, COCTABJICHUS apXUBOB U IIyO/MKalil. DTO MOPOIUT HOBbLIE
cMBICIBL ¥ (pyHKIUM. B ynomsaHyTOM yxe 3cce, XesleHa MaTTCOH ONUCBIBAET TaKxke
OIHY W3 MoJeJIel TONOOHO! CTpaTeruu:

HeosxunanHpM 00pa3oM OKa3pIBaeTCs, YT0 HMEHHO JH3alH, opopMiIeHHe B CBOCH
H30BITOYHOCTH 0beCIe nBacT HMITYJTIbC K MEPerpor pAMMHPOBAHHIIO IPOCTPAHCTBA H
(YHKIIMOHAIPHOCTH, ITOJIHOCTBIO COXPAHAS COLHAIbHO-IIOJIHTHICCKYIO IIOAOILICKY.
Kyna Bce oo mosxet nnpuBectu? Ilpesxie Bcero, Mbl TOJDKHBI pACCMATPABATD
IIOJIUTHYECKOE COLEpKaHHe JH3alHa H apXHTEKTYpPbl, H00 OHH paboTaioT ¢
NIPOCTPaHCTBOM, MECTOM H 00beKTaMH. M3 3TOro Takxe CJIeayeT, 4To
9CTETHYECKYIO Chepy MOKHO paccCMaTpUBaTh KaK cpepy IHCTO ITOJIUHTHYECKYIO,
KOTOpasi TOIyCKaeT peopraHu3aliio, IIeperporpaMMHPOBaHie H PEKOHQHIYPaIHIO,
KOTOpBbIC HellpAeMJIeMbl B TIOBCEHEBHOH XU3HH. Tak CTPOHUTCS cTpaTers,
TIOJTHOCTBIO MPOTHBOpEYAINasi CTpAaTerHH aBaHTapaa H 9CTETHKE OTHOMICHHH —
BMECTO OTMEHBI IPaHHUI] MY HCKYCCTBOM H >KH3HBIO, pa3neICHAC
BOCCTaHaBJINBACTCS, IIPUBBIYHBIC OOIIIHE MECTa IEPEeBONATCS B 30HY 9CTCTHICCKHX
HTP, I71e MepenporpaMMHAPYIOTCS H 3aTEM BBICTYIAIOT KaK HCKYCCTBO B peaIbHOH
CHTYAaIHH.

CaM T KaK XyJIO’KHUK, 9aCTO 3aHIMAJICST CO3[aHAEeM OIPENEIICHHBIX CPex IS
Pa3IMIHBIX XyTOKCCTBCHHBIX MHCTUTYINH, OPaHN30BBIBAT ITyOJIMKAIAH, CEMUHAPH,
THCaJT 3CCe BPOJIE 3TOr0. A 3HAUMT, 5 JOJDKEH CO3HATBCA B TOM CaMolf 3CTETH3alNN,
0 KOTOpo# 1 mmnry. MoXeT cTaTbCsl, JTaHHBIM TEKCTOM s TOJIBKO OOJIbIIe
CIIOCOOCTBYIO 3TOMY IIPOLIECCY, U MHE CJIEIOBAJIO BBIPA3UTHCH KAKUM-JIHOO MHBIM
obpazoM. Kakum-To criocoboM, KOTOpsIil Mor B cebe CaMOM COXPaHUTb HAJIeKLy Ha
conpotusiieHre. Ho Torma Bo3HMKaeT BOIPOC: KaK JajIeKO MOYKHO OTOMTH OT
IPUHATOH B ONPENeJICHHOM KOHTEKCTE 3CTETHICCKON KOHIICIIW, TIPEKIC YeM TBOSI
pedb IPEBPATHTCS B HEMOCTIDKAMYIO JKECTHKYIISINIO?

niepeBox ¢ anri. Ceprest OryproBa

Mapxkyc JlerepmaH — XynoxHHK, aBTOp H 9IeH apT/ausaiin rpynner Uglycute.
sxmBer B CTokrospMe. VmmocTpannmn aBTopa.
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What is to be done?
A Debate on

the Avant-garde

Too Slow for the Avant-garde;
A presentation of The Long Distance Runner

IN 1928 THE BRAZILIAN POET OSWALD DE ANDRADE wrote the manifest on Antropéfago, which
later became known simply as the cannibalistic manifest. The ideas contained a strategy for destabilizing
the directions of colonial power by using the analogy of cannibalism. It became a way to take something
in without letting it take over; to literally have it go through your system of digestion, just to make it come
out the other end as something partly yours. In 2005 we formed an artist collective adopting the idea of
Antropdfago. Not only as a tool to engage in notions of power and normalization, but also as a way to re-
late to each other; as an analogy for the experience of the communal; of the movement between the single
and the collective as a somewhat powerful space for the deconstruction of identity.

In time however, we adopted a somewhat different strategy. We became interested in the juxtaposition
of different but interrelated fields as manifested through for instance George Bataille’s journal “Docu-
ments”, published in the late 1920s. This led us to organize a symposium at Iaspis in Stockholm in 2006
entitled “Slowly Learning to Survive the Desire to Simplify”. We wanted to establish a meeting place
where experiences and knowledge from different areas could provide several contrasting depictions of
reality, as well as to investigate the possibilities for using art as a space for critical thinking.

Before the Swedish election in September 2006 the liberal party (Folkpartiet) were campaigning in the
neighborhood in Malmo were some of us live, using slogans such as; “Shoplifting today,; armed robbery to-
morrow”, “Do you think the 13 year old in front of you has a knife in his pocket?” and “Shouldn’t there be
a police officer patrolling here?”. These posters where repeatedly painted over with white paint by people
disagreeing with its content, put up again by the party, and again, painted over. This continued throughout
the whole period of the campaign. For us this action demonstrated a way to open up and take back the
public space from a party campaign quite openly inflicting and normalizing the rhetoric of violence. Docu-
menting this ongoing resistance became the starting point for our archive entitled “The Long Distance Run-
ner”. In time this archive became a structure for us to collect information, discuss political and historical
events as well as our strategies for working reflected through the events of our everyday life.

It is easy to sometimes get captivated by the methods of the avant-garde. But for having a vision of its
aims and potentials, and for rethinking the avant-garde in light of today’s troubled situations, we are too
slow and too much of long distance runners. We choose this occasion to open our archive, not as an ex-
ample of an avant-garde method, but to make this magazine a part of our archive as — No. 167: What is to
be Done? A Debate on the Avant-garde.
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CIMIIKOM MeIJIEHHO Ui aBaHrapaa.
Ilpedcmasnenue «Bezyna Ha ONUHHYIO OUCMAHYUIO )

B 1928 rony 6pasunbckuii nost OcBanbj e AHJpaae Hanucan MaHU(eCT 00 «aHTpornoparumy,
HO3/Hee NOTy4YMBIINI N3BECTHOCTD KaK MIPOCTO kKaHHMOanbckuil Manudect. Ero naen conepxanu B cede
CTPATErHIo 110 AeCTabMIN3aNH PACTIOPSIKEHNH KOJIOHUAIBHOM BIACTH ITyTE€M UCIOIb30BAHHS aHATOTHH
C KaHHMOAIM3MOM. DTa cTparerus — cnocod NPUHUMATh YTO-JIMOO BHYTPb, HE MO3BOJISSL ATOMY «UTO-
1160» BEPXOBOIHUTH; OyKBalbHO HPOIMYCKaTh Yepe3 CHCTEMY MUILECBAPEHUS U BBIBOAMTH HapyKy Kak
HEYTO YacTH4HO Bamre. B 2005 roay Mbl opraHu30BaIu XyI0XKECTBEHHYIO IPYIIITY, I03aUMCTBOBAB HIEIO
«aHTponogarun» He TOJIbKO KaK MHCTPYMEHT, NO3BOJSIOIWIMH 3aHATHCS MpoOieMaMu BJIACTH U
HOPMAaJIU3alMH, HO U KaK CIOCO0 OTHOIIEHMII APYr C IPYroM, KaKk aHaJOTUIO C OMBITOM COBMECTHOTO
CYLIECTBOBAHUS, C JBHKCHHEM MEXJYy OTAEIbHBIM YEIOBEKOM H KOJIIEKTHBOM; aHaJOTHIO,
PACKPBIBAIOLLYIO IPOCTPAHCTBO Il JEKOHCTPYKLMU UJEHTUUHOCTH.

Co BpeMeHeM, 0IHaKO, MbI IPHHSIIH HECKOJIBKO HHYIO cTparertio. Hac 3anHTepecoBaso conocrapieHue
pa3IUYHBIX, HO MIPH 3TOM B3aMMOCBS3aHHBIX c(ep, Kak 3To jaenanoch B xypHaiue JKopxka Baras
«JloxymeHThI», BIXoauBIIEM B KOHLIE 1920-X. DTO MpHUBENIO HAC K MBICIM OPraHU30BaTh CUMIIO3UYM B
CTOKTOJIBMCKOM «SIcnce», KOTOPBIN MBI Ha3Balll «MedneHno yuacs nepedcums diceianue ynpouansy.
MBI XOTeNn1 OpraHu30BaTh MPOCTPAHCTBO BCTPEUH, T/IE ONBITH M 3HAHUS U3 Pa3HbIX cdep AesTeIbHOCTH
Moriu Obl 00ecrneYuTh psiA KOHTPACTUPYIOLIMX ONUCAHUI PeanbHOCTH, a TAaKKe MCCIel0BaTh
BO3MOXXHOCTH HCIIOJIb30BaHHs UCKYCCTBA B KQY€CTBE 30HBI KPUTHYECKOTO MBILIICHHUSI.

B xone npeapsibopHoii kamnanuu B ceHTsi0pe 2006 roaa nubepasibHas mBeackas naptusi «Folkpartiety
(yapTpa-npaBoro Tojka) arutHpoBaia B ManbMé B paifoHe, rie )HUBYT HEKOTOPbIC M3 HAC, MCIOJIb3Ys
TaKue JIO3YHIH, KaK: «Menkoe 80poscmeo ce2o0us — 6oopydicentoe ozpabnenue 3agmpa», «He oymaeme
QU 8bl, YMO CMOAWUL neped 8amu MpUHAOYamuiemuull NHOOPOCMOK npsvem 6 Kkapmaue Hodc?» u «He
cnedyem iU NOCMAsUmMy 30eCh NOAUYeUCKUli nampyib?». DTU TIaKaThl HEOJHOKPATHO 3aKPAIINBAIUCH
0OeJtoit Kpackol TeMH, KTO OBl HE COIVIaceH ¢ MX COAEp)KaHWEeM, CHOBA BbIBELIMBAIMCH NapTHEll U CHOBA
3aKpalMBaIuCchk. Tak MPOIOMKaIOCh Ha MPOTSHKEHHH Beel MpeABBIOOPHOM KaMnanuu. J{71st Hac 3Ta akuus
NPOAEMOHCTPHUPOBaa COc00, KAKUM MOXKHO BCKPBITh U BepHYTH ceOe MyOnnvHOe MpPOCTPaHCTBO,
0TOOpaB €ro y NmapTUHHON KaMIaHMU, COBEPLIEHHO OTKPBITO YNPAXKHSIOLIEHCS B PUTOPUKE HACHITHS,
HopManusytolieii ee. JlokyMEHTUPOBaHHE ITOTO MPOJIOJDKAIOLIETOCs CONPOTUBIECHHS TOJI0KMIIO HAYaIo
CO3/IaHUIO HAIIEro apXuBa, Ha3BaHHOTO «beryH Ha AMMHHYIO qucTaHuUio». CO BpeMEHEeM 3TOT apXuB
MPEBpaTHIICS ISl HAC B CTPYKTYPY N0 cOOpy HH(POpMALNK, 00CYKICHUIO TOJIMTHYECKUX U HCTOPHYECKHUX
COOBITHIA, PABHO KaK U HAILIMX CTPATEruii paboThl, OTPAKEHHBIX B COOBITHSX HAILICH TOBCEAHEBHOMN )KU3HU.

WHorna 5ierko okasaTbcsi B IJIGHY METOJOB aBaHrapaa. Ho ii1st Toro, 4ToObl MMETh LIEJIOCTHOE BHICHUE
UX 1eneil ¥ moTeHIuana, Juis TOro, 4ToObl MEePEeOCMBICIUTh aBaHTap/ B KOHTEKCTE CErOMHSIIHUX
TPEBOXKHBIX CHUTYaI[Mi, Mbl BHIOMpAEM HETOPOIUIMBOCTH OETYHOB Ha [UTMHHYIO JHUCTAHIHIO. MBI
T0JIb3yeMCsl BO3MOYKHOCTBIO M OTKPBIBAaEM Halll apXMB — HE KaK 00pa34yMK aBaHrapHOrO METOAa, HO C
TeM, 4TOOBI CJieNaTh 3TO MEePHOJMYECKOe M3/IaHHe YacThio Hauiero apxusa: «No. 167. Ymo [enams?
Jlebampr 06 asaneapoey.

IIpousBoacrBennas bpuraga, 2007
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The Criminal Trial
of a Non-human

Ha nmpoTsXeHUH HECKOJBKUX CTOJETHH BO MHOTHX 4acTsX EBpOIbI )HMBOTHBIE M HACEKOMBIE
HoBeprajuch OOBMHEHUSM B npectyrienun. Camoe paHHee JOLIeAlIee 10 Hac cOOOIeHHE 0 «Cye
HaJl )KUBOTHBIM» — Ka3Hb CBHHBH B 1266 rony B Mecteuke Fontenay-aux-Rosses. Takue npoueccsl
OCTaBaJICh YaCThIO HEKOTOPHIX CylneOHBIX cucTeM BILIOTh 10 X VIII Beka.

LIBeiinapckas XpoHHKa coo01aeT, 4to B aBrycre 1474 royna Obll OOBUHEH M IIPUBJIEUEH K CyAy IIETyX
— 32 TO, YTO OH cHec siio. Cy/l IPUTOBOPHUII METyXa 32 €ro0 «MEP3KOe U HEECTECTBEHHOE» MOBEACHHE.
IMeryxa coXIiM 3aKHBO, BMECTE C iilloM, Ha mowaau Mioncrepmian B basene. /laObl yBekoBeunTh
NamsTh 00 9TOM COOBITHH NMPUTIACHIN XYIOKHHKA, KOTOPbIH Hanucan (ppecky Ha TOpOACKOH CTeHe.
O1y (pecky MOKHO ObLIO BUAETh M M3y4aTh BILIOTH 40 koHLA X VII Beka, oka ee He YHHUTOXKMII 11O
HEOCTOPOKHOCTH JOOPOTIOPSAOUYHBIA MOUIIUK.

ANIMALS AND INSECTS faced the possibility of criminal charges for several centuries across many part
of Europe. The earliest extant record of an animal trial* is the execution of a pig in 1266 at Fontenay-aux
Roses. Such trials remained part of several legal systems until the 18th century.

A chronicle in Switzerland reports that in August 1474 a rooster was charged and put on trial for layin
an egg. The court condemned the rooster for “abominable and unnatural” behaviour. The rooster wa
burned alive, together with its egg, at the public square Miinsterplatz in Basel. To impress a recollectio
of the scene an artist was invited to paint a fresco on the wall of the city. For about two hundred year:
the picture could be seen and studied before it was destroyed in the late 17th century by the carelessnes
of a white washer.

*CnHcox npenaHHbIX aHageme

H IIPEeCJICIOBABILUXCA B CY€OHOM ITOPSA/IKE KHBOTHBIX:

*List of Excommunications
and Prosecutions of Animals:

Tor: 824 Tox: 1314 YKusoTHoe: He Mecto: Meulan Year: 824 Year: 1314 Place: Saint-Marcelles-Jussey Year: 1414
JKusotHoe: KpoTst JKusotHoe: Bk YTOYHSCTCS Ton: 1404 Animlalz Moles Alrllim.al: B}ﬂl | ) Yegr: '15856 Alr’lim.al: Pig il
Mecro: Valley of Aosta Mecro: Moiey-le-Temple Mecro: Abbeville JKusotHoe: ITopoceHOK l;lace.g\;élley of Aosta gdce4ll\3/[2c)(;ey- e-Temple ]?lmmdF. IO,W gdce.litlylgew ©
Tom: 886 Tox: 1320 o 1379 M R ear: ear: ace: Falaise ear:
)1(()]1 . ey X N o . e(.:To ouvre Animal: Locusts Animal: Cockchafers Year: 1389 Animal: Pig
uBoTHOE: CapaHya JKuBotHoe: Maiickue JKusotnoe: Tpu cBunbr 1 Tom: 1405 Place: Roman Campagna Place: Avienon Animal: Horse Place: Abbeville
Mecro: Roman Campagna — xykKu MOPOCEHOK, ocTayibHble U3 JKuBoTHOE: Bon Year: .9th cent pag Year“ 1 322g Place: bijon‘ Year“ 1419
;(()ﬁiglo)fﬁzilf 3nen lli/ée(.:"r;:;Znggnon ﬁiﬂcior'[ps(:ilrlle:[ﬁarcel les- lli/ée(.:'rl(:‘:o(glsors Animal: Serpents Animal: Not specified Year: 1394 Animal: Pig
- . o : o Place: Aix-les-Bains Place: Not specified Animal: Pig Place: Labergement-le-Duc
Mecro: Aix-les-Bains JKusotHoe: He Jussey JKusotHoe: ITopoceHOK Year: 1120 Year: 1323 Place: Mortaing Year 1420
ggﬂ: 1120 I K;[quée;ICﬂ SI(()H: 1386 C lly[e(.:'rl(:‘: ll;ont—de—l Arche Animal: Field-mice and Animal: Not specified Year: 14th cent Animal: Pig
HMBOTHOE: 110IICBHIC cero: e YTouHacTes MBOTHOC: . BUHbA o Caterpillars Place: Abbeville Animal: Spanish flies Place: Brochon
MBIIIH Tom: 1323 Mecro: Falaise JKusotHoe: ITopoceHOK Place: Laon Year: 1338 Place: Mayence Year: 1435
“Mrycef*i“b‘ IKupotroe: He ;(()u: 1389 . ?’[e_”l‘ﬁl/;bbewue Year: 1121 Animal: Not specified Year: 1403 Animal: Pig
ccro: Laon YTOUHACTCH MBOTHOE: J10MMAb Oft Animal: Files Place: Kaltern Animal: Sow Place: Trochéres
Tom: 1121 Mecro: Abbeville Mecro: Dijon JKusotHoe: quoceHOK Place: Foigny near Laon Year: 1356 Place: Meulan Year: 1451
HKuporroe: Crenii Ton: 1338 Ton: 1394 Mecro: Abbeville Year: 1121 Animal: Pig Year: 1404 Animal: Rats and blood-
Mecro: Mayence JKusotHoe: He JKusotHoe: ITopoceHOK Ton: 1419 Animal: Horesflies Place: Caen Animal: Pig suckers
Tom: 1225 YTOYHSCTCS Mecro: Mortaing JKusotHoe: ITopoceHOK Place: Mayence Year: 1378 Place: Rouvre Place: Bern
YKusoruoe: OpJibl Mecro: Kaltem Tom: XIV Bek Mecro: Labergement-le- Year: 1225 Animal: Not specified Year: 1405
Mecro: Lausanne Tox: 1356 JKusortHoe: [IInanckue Duc Animal: Eals Place: Abbeville Animal: Ox
To: 1266 HKusorroe: Topocerox MyXu Ton: 1420 Place: Lausanne Year: 1379 Place: Gisors
JKusornoe: ITopocenox Mecro: Caen Mecto: Mayence JKusotHoe: ITopoceHOK Year: 1266 Animal: Three sows and Year: 1408
Mecro: Fontenay-aux- Tom: 1378 Tom: 1403 Mecto: Brochon Animal: Pig a pig, rest of the two herds Animal: Pig

Roses

JKuBotHoe: CBUHBSI

Place: Fontenay-aux-Roses

pardoned

Place: Pont-de-1’Arche
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JANUARY 2007. LANDSKRONA, SWEDEN.
The principal of the Gustav Adolf school has
decided to ban the speaking of languages ARCHIVE FOR THOUGHTS
other than Swedish on the school’s prem- AND DOCUMENTS

ises. The intention of the new policy is to No.

ensure pupils that they are not subjected to 62

offensive remarks in a language they do not Patterns of

understand and to help the school’s staff to Language

check and prevent any breaking of the other
of the school’s rules of conduct. The pupils
are allowed to speak their native language
or other languages during breaks, on condi-
tion that no other pupils or staff are excluded
from the conversation.

SAuBapp 2007-ro. Jlanackpona, llIBenus.
HauanbcTBo mkoss ['ycraBa Anonsda pemmino
3aPeTUTDb Pa3roBapyBaTh B Pe/eax KOkl Ha
BCEX s3bIKaX, KpoMe IBenckoro. Hamepenue
HOBO# MOJUTUKKM — FrapaHTHPOBATh yYEHHUKAM,
YTO OHM HE OYIyT MOABEPTaThCs OCKOpPOHU-
TEJIbHBIM 3aMEYaHUSM Ha SI3bIKE, KOTOPBIl OHU
HE MOHMMAIOT, U NTOMOYb NEPCOHAITY LIKOJbI
OTCIIeXKMBATh U MpeNOTBpallaTh 1000€e Hapy-
IIEHWE MHBIX IIKOJBHBIX MPaBHJ IOBEICHUS.
VuyeHuKaM JJ03BOJICHO TOBOPHUTH Ha MX POIHOM
WM KakoM-JIU0O0 APYroM s3bIKe BO BpeMs
HepeMeH MeXIy YypOKaMH, NPH YCIOBHH, YTO
JPyrUe YUSeHUKH WM NPEICTaBUTENHN IepCoHaa
HE UCKJIIOYEHBI U3 OOILEHHS.




lgor Chubarov | From Labor to Creativity
And Back. The Paradoxes of Productivism

Today, any attempt to actualize the archive of the left avant-garde can have only one political meaning.
Namely: to analyze a conjuncture almost unprecedented in history, when art and politics from the
left joined forces to realize the greatest social revolution ever imagined, its impossibility comparable
to that of truly rational beings finally appearing in the world. In what was ultimately a failure, they
attempted to reinforce political gains in new forms of everyday life, creating hitherto unimagined
sensibilities.

An understanding of art as an anthropological experience of images defined by unconscious non-
representative mimetic procedures (or mimesis immanent to the artwork) [1] would allow us to
see this phenomenon as a model of human life that is immediate and no longer subordinate to any
subject-centered ideology, at least to the degree to which it becomes characteristic of both the art
work and broader socio-historical “truth procedures” (Alain Badiou).

Propagated by the authors of the early Proletkult and LEF, the life-building utopias of the 1920s -
productivism and the “literature of the fact” - tried to extend this notion of art to all sides of life,
intervening into the fabric of a society still largely determined by pre-revolutionary culture.
Today, the theoretical paradoxes and complex realizations of these ideas in practice become our
principal object of attention. For one, we will inevitably be interested in the objective social
causes and conditions immanent to artistic creativity that prevented such projects from reaching
their historical realization; but, even more importantly, we will want to assess the potentialities
that these projects still contain, and how they are relevant to the “big politics” of art today. Why
exactly is the avant-garde contemporary? Can it respond to the current political situation
adequately? Can it change anything? Or is it only capable of aestheticizing detached aspects of
contemporary bourgeois reality in projects of private nostalgia?

Much of the scholarly research into these questions to date seems academically neutral. But
actually, we can be sure that it is characterized by ideological biases that interfere with any
unprejudiced appraisal of socialist art and its problems. Though there is a great deal of interest in
the Russian avant-garde worldwide, scholarship usually attempts to present it either as a left-
liberal alternative to the communist cultural project or as little more than a preamble to its
conservation in the socialist realist canon that emerged already in the 1930s. In my view, there is
a striking similarity in these two views. [2]

To begin with, we need to stop reducing art to perception or to the pure consumption of an
aesthetic product whose making and makers remain obscure. At the same time, we need to elude
the Platonic trap of seeing politics as art. Left art may have its own immanent criteria, and these
criteria may indeed not be aesthetic, but political. However, these political criteria do not
originate in ideologemes or political movements, but in the immanent political nature of art as a
real physical experience of violence, labor, and exploitation. The artist inevitably partakes of
these experiences and tries to overcome them through his art, changing the surrounding world
correspondingly.

Revolution as Mimesis

One could see revolution as a form of social mimesis. This is already immanent to the very notion
(re-volution) as a return to justice, brotherhood, emancipated labor etc. Here, however, one could
identify two subtypes. The first is Aristotelian: it assumes the realization of total mimesis as the
imitation of a certain ideal and the embodiment of a true idea (such as “communism,” for
example) in historical reality. The instruments of ideology usually control this type of political
mimesis. The other type of mimesis assumes that such social projects are limited by the sensuous
experience and potential of the revolutionary class and the general order of mortal (i.e. finite)
being, 3 unlocking what is essentially an inexhaustible resource in art. Art now operates both in
the regime of utopia and in the regime of tragedy. This, however, does not assume any rejection
of revolutionary activity. Quite on the contrary, only it is capable of providing its fundamental
motivation.

Communist futurism and the art of a broader leftist avant-garde of the 1920s are interesting
primarily because they suggest ways to overcome the gaps between ideology and utopia, politics
and poetics, modes of working that allow artists a simultaneous presence on both the field of art
and on the stage of political struggle.

Before the revolution, Russian futurism actively expressed the much-cited loss of the “integral
object” through non-objective art and trans-rational poetry, mourning or replacing it with
fetishized images, much as did the Russian symbolists. No doubt futurism played a revolutionary
role in its time: it gave the most advanced part of Russian society a palpable sense of the
possibilities in a new, other mode of being against the backdrop of a century-old panorama of
lordship and bondage, reflected in hundreds of mirrors of its “divine” presence (one of which was
classical realism). However, after the October Revolution, the continuation of the futurist project
required a more complex remotivation, since the revolutionary quality of form immanent to the
avant-garde came up against nominal truths that were no longer in need of “de-familiarization.”
Moreover, communist futurism faced increasing pressure from a new art that enjoyed the support
of the new powers because it was ready to propagate its political content through traditional
aesthetic means.

Also, it seemed obvious that the problem of alienated labor had not simply disappeared when
power changed hands. The declaration of social ownership over the means of production required
a real constructive effort to become more than empty words. This led to a soaring rise of technical
utopianism during the early 1920s, prompting a number of talented authors to leave art for
production altogether (Alexei Gastev, the young Platonov). Their mechanical utopias attempted to
capture the entrepreneurial spirit and productive efficiency of Taylorism, but clearly perceived
itself as working toward an outcome similar to the one envisioned by the early Marx. Machines
were supposed to take over routinized labor, leaving people free to study, to invent the machines
themselves, and to engage in other forms of socially productive creativity. But the all-too-
optimistic hopes toward a total mechanization of the economy were doomed. The problem was
not so much that these utopias could not be realized in principle, but that, aside from
encountering a host of technical problems, their paths were blocked by the surrounding capitalist
world, the destruction and hunger of the post-revolutionary years, as well as the rather
conservative legacy of Russian sensibilities, stereotypes of lordship and bondage, objectifying,
violent relations to the body of the other, etc.

There were two different ways of dealing with this state of affairs, and with the pre-revolutionary
division of labor and social stratification that socialism had inherited: one was utopian, the other
ideological. Reading Adorno through Karl Mannheim, one might say that left art, as not to betray
utopia “for the sake of appearances and reassurances,” had no right to become ideology. Yet at the
same time, the majority of leftwing artistic currents in the 1920s followed a trajectory of
“betraying” utopia: presenting communism as a “true idea” that had already been realized,
without going on to change the world. When theoreticians, poets, and artists who came together
around the journal LEF in the early 1920s and its editor Vladimir Mayakovsky, they answered
these conservative tendencies with the idea of “production art.”

Hrops YyGapos | O1 Tpyma Kk TBOpYecTBy

OO0pareHne cerofHsl K apXuBy JIEBOTO aBaHIapAa MOKET MMeTh IMHCTBEHHBIN MOIMTHICCKHUIA
CMBICJI — aHAJIU3a IIOYTU EAMHCTBEHHOI'O B HCTOPHH IPEILEICHTa, KOra JIEBOEe UCKYCCTBO U
JIeBast TIOJINTUKA OCYINECTBUJIA COBMECTHBIMH YCHJIMSIMH BEJIMYANIIYIO B MUpPE COLHAJIbHYIO
PEBOJIIOLMIO, COIOCTABIMYIO 110 CBOEH HEBO3MOXKHOCTHU C IOABJICHHEM Ha 3eMJIE Pa3yMHbBIX
CYIIECTB, M MBITAJINCH (B KOHEYHOM CYETE HEYCIIEIIHO) 3aKPEIHTh €€ 3aBOCBAHMS B HOBBIX
(opmax OBITa ¥ YyBCTBEHHOCTH.

IlonrmaHne MCKycCTBa B Ka4€CTBE aHTPOIIOJOTMYECKOIO OIBITa 00pPa30B, ONpPENEIAEMOro B
CBOEI OCHOBE 0eCCO3HATEJIbHBIMU MPOLECCaMK HEPENPEe3eHTaTUBHOTO (MyIn
BHYTPHIIPOU3BEIEHIECKOr0) MuMecHca [1], mo3BosIgeT cerogHs HOCMOTPETb Ha 3TOT ()eHOMEH
KaK Ha HEIIOCPEACTBEHHO HENOMYNHEHHYIO KaKOW-TO CyObEKTHON MCOIOTHHA MOMIEb
YEeJIOBEUECKOM JKM3HH, B TOH MEPE, B KOTOPOH OHA OKAa3bIBAETCS ONHOBPEMEHHO IIPUYACTHOU
TIPOM3BEICHUSIM HUCKYCCTBA U COLMAIbHO-UCTOPHYECKOMY «Iponeccy UCTUHBED (A.bampio).
/KuznectponrenbHele yrormu 20-X IT., UAeH IPOM3BOACTBEHHIYECTBA U JIATEPATypHl (aKTa,
npoBouMble aBTopamu panHero Ilposnerkysbra u JIE®a, piuckHy/Iu 3KCTpanoaupoBaTh TakK
MIOHATOE UCKYCCTBO Ha BCE CTOPOHBI KU3HU POCCUICKOTO MOPEBOTIONMOHHOIO OOIIECTBA.
TeopeTnueckue mapagoKChl U CJI0KHOCTH OCYIIECTBJICHHsI MOTOOHBIX HIEH Ha NMPAKTHKE, CTAHYT
OCHOBHBIM IIPEIMETOM Halero BHUMaHus. Hac nHTEepecyloT 00beKTHBHbBIE COLUAIbHBIE
TIPUYMHBl 1 IMMaHEHTHBIE CaMOMY XyHO>KECTBEHHOMY TBOPYECTBY OOCTOSITEIIbCTBA, U3-3a
KOTOPBIX 3TOT IPOEKT UCTOPHUYECKU He peaym3oBaiics. M, HakoHell, OlleHKa TeX MOTEeHIHH,
KOTOpHBIE, TEM HE MEHee, COXPAaHWINCh B HEM JIJISl «OOJIBIION TOJIMTUKI» HCKYCCTBa B
HacTosmieM. Heo0xomumo moka3aTh, 4eM aBaHTapl ACUCTBUTEIILHO COBPEMEHEH, T.€. CIOCOOEH
JII OH COOTBETCTBOBATh aKTyaJIbHOH IOJINTUYECKOM CUTYalllX B IIJIaHE €€ M3MEHEHUS HJIN
MOXKET TOJIKO 3CTETU3UPOBATh OTAEJIbHbIE CTOPOHBI COBPEMEHHOH Oypikyas3HOI
JIEUCTBUTESIBHOCTH B Ka4eCTBE YAaCTHOIO HOCTAJIBIMYECKOrO MPOEKTa.

JlocTymHBIe HaM Ha CerofiHs MCCIIE0BAaHUs [0 STOMY BOIIPOCY, KOTOpPBIE BHEIIHE BHIMJIAIAT KaK
aKaJeMUYEeCKH HEHTpaIbHbIe, OTVINYAECT U3BECTHAsI UICOJIOTMIHOCTD, MEMIAIONIast
6eCIpUCTPacTHOMY aHAJIU3Y MPOOJIEM COLUAIMCTHYECKOro UCKyccTBa. IIpu TpaauimoHHOM
HHTEpece K PyCCKOMY aBaHTapAy B MUPE, €ro CTapaloTCs MPEACTaBIATh JIMOO KakK
JIeBOJIMOEpaJIbHYIO aJlbTePHATUBY KOMMYHHCTHIECKOMY KYJIBTYPHOMY MPOEKTY, JIHOO (ITO ¢
Halel TOYKU 3pEHHs TO K€ caMoe), JINIIb Kak IpeaMOyJTy K mocienyomeit yxe B 30-e Tosl ero
KOHCEpBallUH B COLPEaTNCTUIECKOM KaHOHE.[2]

Sacrificial Character of Art and the “Ass” of Labor

As we have already said, the revolutionary class’ mimetic capabilities were limited by the
bourgeois backgrounds and sensibilities inherited from the pre-revolutionary regime. The writers
and artists of LEF saw that this limitation contained a paradoxical potential for the development
of art, and went on to suggest a number of devices for their productive utilization. To be more
precise: while they too realized that it would be impossible to overcome these limitations even
under the conditions of the proletariat’s victory, it made sense to them to introduce a ban on any
imitation-reflection of reality, and to prevent the author from expressing his or her individual
(ultimately petit bourgeois) psychology in artistic practice.

For art, this entailed the return to the bosom of social production. The creative process would be
handed over to a certain collective literary machine (commune); the individual author would take
over the function of a master craftsman. This “master craftsman’s” dependence on class and
society expressed itself in the idea of “social comission” (social’nyj zakaz). It is easy to fall into
the trap of demonizing this notion today by identifying it with the vulgar-sociological slogan of a
“social command” (social’nyj prikaz). Actually, the attempt to answer “society’s demands”
entailed a reflection of the artist’s sensual-corporeal relation to both the social milieu of his origin,
and the society he was gravitating towards. Radicals like Osip Brik, Sergei Tretyakov, or Nikolai
Chuzhak may often have gone too far in their eagerness to fulfill this “social demand.” But this
should not make us blind to what is most important: the presence of an indelible link of the artist
with his social body, the nature and form of which has yet to be understood in full.

By the way, the main lesson of production art was that the proletariat’s class-consciousness may

be a necessary but clearly insufficient precondition for revolutionary art, due to the unconscious

character (Benjamin) of that mimetic activity that the proletarian (like the artist) is really capable
of carrying out. Only the source of this unconscious today need to be revealed in its broad social
setting, and not only in the stuffily familiar domestic context of individuality.

The avant-garde opposed labor with creativity, and countered the solitary artist personality with
the communal body of the “proletariat.” Departing from this problematic, we can interpret the
“utilitarianism” of the productivists and their critique of the “autonomy of art” in a somewhat
different vein than previous criticism. The opposition of earlier futurist and formalist positions to
productivism only holds up to a superficial reading. It would be inappropriate to present this
argument [4] in full here, but I think it totally contradicts the fashionable neoliberal idea that the
communist-futurists and productivists were the godfathers of the socialist realist canon or the
“Gesamtkunstwerk Stalin.” Here, there were fundamental differences.

For one, even the productivists’ most vehemently argued thesis — art’s conscious dissolution in
social production — never presupposed the triumph of the mimetic model outlined in Plato’s
“Republic.” Instead, it marked art’s passage from easel painting and the salon to social reality in
the form of artistic elements for daily life, and advocated the adoption of an artistic language no
longer burdened by illusionism.

LEF offered a way out of the Lukascian-Benjaminian dilemma between the aestheticization of
politics and the politicization of aesthetics through the idea of “life-building,” one with a clearly
Marxist genealogy, combining it with the formalist conceptions of the autonomy of a social
stratum (social’nyj rjad). This position’s principal point of contention was a view of human
activity as artistic and technical creativity against the backdrop of a newly discovered non-
representative model of subjectivity, mechanically organized “generic” proletarian corporeality.

Like the theoreticians of the early Proletkult and unlike the Trotskyites, the members of LEF
assumed that it would be possible to unlock the proletariat’s creative capacities without a 50-year
delay for the building of socialism, and it was production art that functioned as a model for this
unlocking. LEF’s notion of the proletariat differed somewhat from that of the Proletkult, however:
rather than being a social status quo that had already been attained, it appeared as the principal
possibility to unlock every person’s “proletarian consciousness.” The productionists’ version of
proletarian art, in this sense, was not “art for proletarians” and not “art by proletarians” but the art
of “artist-proletarians.” [5] Thus, the productionists postulated a new socio-cultural status for the
artist, offering him a very specific model of subjectification, “becoming proletarian,” reversible in



H o6parno. Mapagokcbl «NPOH3BOLCTBEHHOTO»

J11s1 Havyasia Hago MepecTaTh CBOMUTH UCKYCCTBO K BOCIIPHSTHIO, YACTOMY MOTPEOIICHHIO
HEU3BECTHO KaK U KeM CO3[aHHOTO 3CTETHYECKOro IPONYKTa, He MONafasich MPH 3TOM H B
IUTATOHOBCKYIO JIOBYIIKY ITOJIMTHKA KaK HCKyccTBa. 100 y JIeBOro MCKyCCTBA €CTh 3[1ECh CBOH
MMMaHeHTHbIe KpuTepui. Y 9T0 He acTeTHYecKie KPUTepHH, a nomTrieckre. Ho nmyt oHu He
OT MOJIUTHYECKUX MACH M IBIDKCHHMIL, @ OT IMMAHEHTHOM IOJIMTHYESCKON IIPUPOIBI CaMOTro
HCKyCCTBa KaK PeajIbHO TEJICCHOTO OIBITa HACWIINS, TPYAa U 9KCILTYaTallld, KOTOPOMY TaK HJIH
MHaYe IPUYACTEH XYIOXKHHK, U OT KOTOPOTO OH JKeJIaeT MOCPEICTBOM CBOETO HCKYCCTBa
OTPELINTHCSI, COOTBETCTBEHHO M3MEHSIST OKPYIKAIOIIMI MHP.

PeBonwonuss kax MUMeECcCHcC.

Ecym paccMaTpuBaTh peBOJIIOLMIO KaK B COLMAJIBHOTO MUMECHCA, YTO 3aJI0KEHO YiKe B CaMOM
€ro MoHATHU (Pe-BOJIIOLMHM) KaK BO3BPAIICHNU K YTPAYeHHOMY COCTOSIHUIO CIIPAaBEJIMBOCTH,
OparcTBa MEXLy JIOIbMH, OTCYTCTBHIO 9KCIUTyaTallli, CBOOOTHOMY TPYAY H T.J., TO HY>KHO
BBIJICJIMTD IBa ero mnoxsuaa. [IepBblil, apucTOTEIEBCKHIL, MPEANOIaracT OCyIeCTBICHUE TTOJTHOTO
MHMecHca, KaK MOApayKaH!usl HEKOeMy Hiealy, BOIUIOIICHHE UCTUHHON uien (KKOMMYHH3May,
Hamp.) B HICTOPUYECKOH NEHCTBUTEIBHOCTH. DTO BUM MOJIUTHIECKOIO MUMECHCA,
KOHTPOJIMPYEMOT'0 KaK MPaBUJIO MICOJIOTHIECKUMU HHCTPyMEHTaMH. BTopoii ncxoguT u3
JOIYIIEHUs] OTPAHMYCHHOCTH OCYIIECTBJICHHS MOJOOHOTO COLMAIBHOIO MPOCKTa 1yBCTBEHHBIMU
BO3MO)KHOCTSIMU PEBOJIIOIIMOHHOTO KJlacca M 00ImIMM HOpsiikoM cMepTHoro Ovrtwsi[3] 3nech
OTKpBIBAETCSl HEUCYEPIIAEMBIH II0 CYTU PECypc HCKYCCTBa, pabOTAIONIEro OTYaCTU B
YTOIIMYECKOM PEXUME, OTYACTU B pekumMe Tparenuu. [lonoOHoe nomymieHne oqHaKko BOBCe He
O3HAa4YaeT 0TKa3a OT PEBOJIIOLHOHHOMN fesiTeIbHOCTH. HanpoTus, TOIBKO OHO M CIIOCOOHO ee
(yHIaMEHTaIbHO MOTHUBHPOBAT.

Kom-¢yTypusm u neBoe aBaHrapaHoe UCKyccTBO 20-X MHTEPECHBI IIPEXIE BCEro
MPEeUIOKEHHBIMY B HUX CIIOCOOAMH IIPEOOJICHUS pa3phiBa HACOJIOTHN U YTOINH, OJIUTUKA 1
MOATUKH, NTO3BOJIABIINME XyHIOXHHKaM OJHOBPEMEHHO OCTaBaThCH M B MOJIE UCKYCCTBA, U HA
CIICHE TOJIMUTUYECKON OOPBHOBL

Jo peBomonuy pycckuii GyTypH3M aKTHBHO BBIPAKaJl YIOMSHYTYIO YTPATy «IEJIBHOTO
obbeKTa» B OeCIpeMEeTHOM HCKYCCTBE U 3ayMHOM I033UH, IIpUYeM 0e3 TOro, YToObl MOJOOHO
PYCCKUM CHMBOJIMCTaM OIIAKMBATb U 3aMeIIaTh ee (GeTUIMCTCKUMH oOpasaMu. M oH chIrpai
371ech OECCIOPHO PEBOIOLMOHHYIO POJIb, 1B IIOUYBCTBOBATH IEPEIOBOIl YaCTH POCCHICKOTO
obmiecTBa caMy BO3MOKHOCTb HOBOTO, HHOTO OBITUS HA ()OHE MHOTOBEKOBOI KapTHHBI
COLMAJIBHOTO MOIYMHEHHUSA-TOCIOCTBA, OTPAKAEMOT0 B COTHSIX 3ePKajl ero «60KeCTBEHHOT0»
MPUCYTCTBHS (OHAM M3 KOTOPBIX OblTa KJIaccHuecKas peaymcTrka). OfHaKo Iocye
OKTS0OpBCKOI PEBOJIIOLIHN IJIs1 IPOIOJDKEHHS (yTyPHUCTHYECKOTO IIPOEKTa MoTpedoBaiach bosee
ciiokHas pemotuBauus. 6o mpucymas aBaHrapiy peBOJIIOLMOHHOCTb (JOPMBI HATOJIKHYJIACh Ha
HOMMHAJIbHO UCTUHHOE COfIepKaHue, KOTOpoe AKOObl He ObUIO OoJiee MPUYMH «OCTPAHATDHY. TeM
GoJiee, YTO MapajIeJIbHO ¢ KOM-()yTOM IBIIIHOM BETOM PACLBEJIO MOAACP;KUBAEMOE HOBBIMU
BJIACTAMH «HCKYCCTBO», TOTOBOE HMPONAraHANpOBaTh 3TO MOJIUTHYECKOE COIepKaHue
TPaJUIMOHHBIMU 3CTETHYECKIMH CPEICTBAMH.

Ho nepemnennas nmpu HOBOM COLMAJIbHOM CTpoe IpobjieMa Tpysa, KOTopasi SBHO He CBOIMJIACH K
IIPOBO3IVIANIEHHO! OOIIECCTBEHHOM COOCTBEHHOCTH Ha CPEJICTBA IIPOM3BOJCTBA, IIPUBETIA K
B3JIETYy TEXHHYECKOTO YTOINHM3Ma, MOATOJIKHYBIIEro Jake B Hayasie 20-X psn TaJaHTJIMBBIX
JIATEpPaToOpOB BOOOIIE YHTH M3 UCKycCTBa B MPou3BoxACTBO (A. I'actes, pannmit I1natonos). B
COOTBETCTBYIOIIMX MAIIMHHBIX YTONUAX PYTHHHBIA TPYH, MPAMO N0 paHHeMy Mapkcy,
MIPEIOoIaraioch MePesIoKUTh Ha IJIEYH MAIlMH, YeJI0BEKY YKE 0CTaBajoch YIUThCS, H300peTaTh
CaMH 3T MalIMHBI ¥ 3aHUMAThCS IPYTUM OOIECTBEHHO MOJIE3HBIM TBOpuecTBOM. Ho uepecuyp
ONTUMHUCTHYECKHE HaJISKIbl HAa TOTAJIbHYI0 MAIMHHU3AIMIO XO35ICTBA OYEHb CKOPO IPHUILIOCH
ymeputb. He T0, 9TOOBI yTOINM 3T OKa3aJIICh HEOCYIIECTBUMEI B IIPUHIMIIE, TIPOCTO HA ITyTH
UX pea3aly BCTaJIM, IOMUMO YHCTO TEXHHYECKMX MPOOJIeM, MEPOBOIO KallUTaIUCTHIECKOTO
OKpPYXEHHUS, pa3pyXH M roJiofia, JOCTATOYHO KOHCEPBATUBHbIC 3aJI€KU POCCHICKOI
YyBCTBEHHOCTH - CTEPEOTHIIL FOCIIOCTBA-PaOCTBA, 0OBEKTHOE, HACHIbCTBEHHOE OTHOIICHHE K
TeJIy IPyroro, u T.J.

K sToMy mosoxeHuIo e, Kak U K pakTy COXpaHMBIIErocsi NPH COLMAIIM3ME PasfesIeHHs TPpyaa
U conuasbHOM nuddepeHnmayy, MoKHO ObUIO OTHECTHCH ABYMS PasHBIMU CIIOCOOaMH —
yronudeckuM u uneosiorudeckum. Ilosepss Anopro K. ManreiMoM MOXHO CKa3aTh, 4TO JIEBOE
HCKYCCTBO, YTOOBI HE MPEaTh YTONUIO «Pajy BUAMMOCTU U yTEIICHHUs», He UMEJIO IIpaBa
CTaHOBUTBCA Hieosiorueil. Mexny TeM OOJIBIIMHCTBO JICBBIX XYyIOKECTBEHHBIX TEUESHHI IIONLIO B
20-e IT. O IMyTH IIPEaTeIbCTBa» YTONUH, T.€. IPECTaBJIAA CyIECTBYIOIIEE B BUIE YiKE
peanu3oBaBiIeiics “MCTUHHON Hpen”, 6€3 TOro YTOoObl U3MEHSATH COTJIACHO €l MUp AasIblle.

the proletarian’s “becoming artist,” through the participation of broad masses in accessible forms of
artistic and technical creativity.

The latter remained, of course, no more than a good intention, an insurmountable weakness of such
social utopianism, and one that the state ideological apparatus immediately took advantage of,
replacing the utopia of creativity with the ideologemes of labor.

It may well be that a quasi-Hegelian “sublation” of utopia and ideology in the later versions of
productionism (New LEF) became the main reason for com-futurism’s inner collapse, though it was
pushed along by outer attacks. Because it was no secret to anyone that death (and what’s more, the
“death of art”) would always come between the futurist utopia and the possibility of its realization.
The “death of art” may not have seemed like such a great loss, had at least one artistic utopia
realized itself as “paradise on earth,” and not just an endless goal of development in the forms of art
itself. There is much more than coyness behind that shamefaced word “just.” The artists sacrificed
themselves — Mayakovsky committed suicide; Tretyakov was arrested and shot; Platonov led a
“life” of obscurity — after dedicating such great efforts to bridging the insurmountable rupture
between individual artistic creativity and the zhopa (lit. ass) of social labor (Yelizarov). But in the
country of triumphant socialism, there was no one to take this sacrificial offering.

footnotes:

1. One could derive such an approach through the political synthesis of the aesthetic theories of
Walter Benjamin, Theodor Adorno, and Valery Podoroga (who has recently published an extensive
volume on mimesis).

2. Examples of these modes of thinking can be find in the works of E. Dobrenko, Hans Giinther, B.
Groys, N. Sirotkin, I. Kondakov, 1. Esualov, B. Khazanov, A. Aggev, A.l. Mazaev, and others.

3. The Russian philosopher Valery A. Podoroga has developed this idea in application to the
material of experimental Russian literature in his recently published Mimesis: Materialy po
analiticheskoi antropologii literatury. Tom 1 N. Gogol, F. Dostoevsky (Moscow: Logos-Altera,
2006).

4. It can be found, for example, in A. Hansen-Loewe’s book on Russian formalism.

5. Osip Brick, Isskustvo Kommuni, 1918, #2

translated by David Riff

Igor Chubarov (born 1965). Philosopher, anthropologist, head of the Logosaltera publishing house,
and editor of a series of books on intellectual concerns and current affairs. Lives in Moscow.

nekycersa 20-x rr.

Bort Torna TeopeTHky, MO3THl M XYIO)KHUKH, CIUIOTUBIINECS B Hayajie 20-X. BOKPYT JKypHajia
JIE®, xotopslii BosryiaBiwil B.B. MaskoBCkuii, OTBETUIA HA 3TU OXPaHUTEJIbHBIC TEHACHIUN
nfieeil «IPOM3BOICTBEHHOTO FICKYCCTBAY.

KeprBa mckyccTBa M «Xoma» Tpyna.

B ynoMsHYTBIX OrpaHMYCHUSIX MUMETHYECKHX CHIOCOOHOCTEH PEBOJIIOIMOHHOIO Kiiacca
PYAMMEHTaMHU CTapOPEXMUMHOI YyBCTBEHHOCTH M OypiyasHbM OekrpayHnoM, JIE®b yBunesnn
HapaI[OKcaﬂbeIﬁ IMIOTCHIHAJI IJI1 Pa3BUTHUA UCKYCCTBA, IIPEIJIOKUB CII0CO0 MX
MIPOU3BOJCTBEHHON YTHJIM3AlMK. A UMEHHO, €CJIM MOJIHOCTBIO MPEOJOJICTh STH OrPaHUYCHHS
HEBO3MOXKHO @K€ B YCJIOBHSX MOOEbI IpoJIeTapuaTa, TO CJIefyeT HaJIOXKUTD 3alpeT Ha
BHEIIHEE YNON00JICHIe-0TPaKeHIE ACHCTBUTEIbHOCTH M BHIPQ)KEHUE MHAMBULYaJIbHOH (@ 110
CYTH, MEJIKOOYP>KyasHOI) IICHXOJIOTHH aBTOPA B XYHOXKECTBEHHOI IIPAKTHKE.

J1J1s1 IcKyceTBa 3TO 03HAa4asIo0 BO3BpAlLIEHHE B JIOHO OOLIECTBEHHOTO IIPOU3BOACTBA M MEepenavy
TBOPYECKOTO IIpoIiecca HEKOe! KOJUIEKTHBHOH JIMTepaTypHOH MammHe (KOMMYyHE), B paboTe
KOTOPOI#i OTIEJIbHBINA aBTOP BBIIOJIHAJ OBl (DYHKIMIO MacTepa. 3aBUCUMOCTb pabOThI TAKOTO
«MacTepa» OT MOTPeOHOCTeH Kilacca U 00IIecTBa B LEJIOM BHIPA)KaJlach B HIEe «COLUAIBHOTO
3aKa3a», KOTOPYIO He CJIefyeT CerofHs NeMOHHU3HPOBATh, OTOXKAECTBIIAS C BY/IbTapHO-
COILMOJIOTMYECKUM JIO3YHI'OM «COLIMAJIBHOTO NpUKa3ay. Peup 1uia ckopee o IOIbITKE
oTpedIIeKCHPOBAaTh 1yBCTBEHHO-TEJIECHYIO CBSA3b Xy[IOKHHMKA C TOW COLMAJIBHOM CPeNoH, u3
KOTOpOM OH IPOW30MIETI, Wi K KOTopoil TaroteeT. To, uTo Takme ropstane rojossl Kak O.bpuk,
C.TpetpsixoB, b.ApBaroB u H.Yy:xak nepedapimBaiy ¢ uaeeil 0CO3HAaHHOT'O MCIOTHEHUS
MOJOOHOTO «COLMAJIbHOTO 3aKa3ay, He JOJDKHO 3aKPhIBATh OT HAC IVIABHOTO — HAJIMYHUE
HEYCTPAHNMOM CBSI3U XY/IOXKHIKA CO CBOMM COITHAJIbHBIM TEJIOM, IPUPORY B (GOpMBI KOTOPOi
HY)KHO elIlle U3y4aTb.

Kcraty, riiaBHbIM yPOKOM NPOU3BOACTBEHHOTO MCKYCCTBA CTaJIO MOHUMAHHUE, YTO KJIACCOBOE
CO3HaHHUE MpoJiCTapruaTa ABJIACTCA MOXKET OBITH U HCO6XOI[I/IMI:IM, HO BHO HEOOCTAaTOYHBIM
YCJIOBUEM PEBOJIIOLIMOHHOTO UCKYCCTBA, BCJICICTBHE Oecco3HaTeIbHOro xapakrepa (beHbsMuH)
TOU MUMETHYECKOH NeATEeIbHOCTH, KOTOPYIO IPOJIETapuil (KaK XyHZOXKHHK) PEaIbHO CHOCOOeH
OCYIIECTBJISATh. TOJIbKO MCTOYHHUKH 3TOI OECCO3HATEIBHOCTHU IOJKHBI BHIBOIUTHCS CETOMHS U3
HIMPOKOTO COLHAIBbHOTrO, a HE AYNIHOTO CeMEHHO-MHAMBHUIYaIbHOTO KOHTEKCTA.

W3 mpoTuBoONOCTaBIICHUS TPYLy TBOPYECTBA, & ONUHOKON JIMYHOCTH XyIOXKHUKA -
KOMMYHAJIbHOT'O T€JIa «IIpoJieTapuaTa», Mbl IIPEIJIONKUIA OBl CErogHA MHTEPIPETUPOBATH U
«YTHJIATAPU3M» MPOU3BOICTBEHHUKOB, KPUTUKY UMU «aBTOHOMHH HCKYCCTBa», TOJIbKO Ha
TIePBbI B3IJIA IPOTUBOPEYAIIE PAaHHUM (YTyPUCTUYECKIM U (POPMATCTCKUM MO3ULIHSAM.
31ech He YMECTHO BOCCTAHABJIMBATh BCIO apryMEHTALMIO 9TOro Tesuca [4], Ho Lymalo, 9To OHa
MOJIHOCTBIO OIPOBEPraeT MOAHYIO HEOJHOEPaIbHYIO UACI0, YTO KOM-(YTHl 1
NIPOU3BOJCTBEHHUKN OBbIJIM KPECTHBIMHI OTHAMH COLPEATMCTHIECKOrO KAaHOHA M «CTHJIS
Craymuny. Pazmmans 371€Ch OBLIH TIPUHIUITAAJIbHBIMA.

W60 naxe pbsHO OTCTAMBABIIMICS MPOU3BOICTBEHHUKAMH TE3UC O PACTBOPEHUH HUCKYCCTBA B
0OLIECTBEHHOM TIPOM3BOJICTBE HE MPEJIIOJIaraj TOPKeCTBa MUMETHYECKOH MOJIeIIH
«TocynapctBay IlnaToHa, a OTMEYasl IIEPEXOJ] NCKYCCTBA OT CTAHKOBH3MA U CAJIOHA B CaMy
COLMAJIBHYIO PeajlbHOCTh B (pOpMax XyHOXECTBEHHO O(OPMIICHHBIX 2JIEMEHTOB ObITa U
OCBOOOXIEHHOTO OT 3CTETUYECKOr0 MIITIO3HOHM3MA S3BIKA.

Us J'IyKa‘IeBCKO—6eHbHMHHOBCKOf/JI AJIBTCPHATHUBBI 3CTCTU3AUN ITOJIMTUKH - TIOJIATU3ANA
HCKyccTBa 3cTeTnyeckas nokrpuna JIEDa Haia BIXOL B MAPKCUCTKOM IO MPOUCXOMKICHUIO
ufee “KU3HECTPOUTEIJILCTBA”, COBMEIIEHHON ¢ (hOPMaICTCKON Heeil aBTOHOMUN COLMAJIbHOTO
psina. OCHOBO pas3/MyMsl MO3ULMIA 3/1€Ch BRICTYIIAJIO IIOHNMAHHE YEI0BEYECKON CSTEIbHOCTH
KaK Xy[0’KECTBEHHOI'O M TEXHMYECKOr0 TBOpYECTBA HA ()OHE OTKPHITUS HEPENpPe3eHTaTHBHOM
MOJIeJI CyOBEKTHBHOCTH — MAIIMHHO OPraHU30BAHHON «POIOBOI» IPOJIETAPCKOM TEJIECHOCTH.
ITomo6HO Teopernkam panHero IIposeTkysipTa u B OT/IHdIHE OT TPOIKUACTOB, JIEDHI
paccuMThIBAJIM HA OTKPBITUS TBOPYECKHUX CIIOCOOHOCTEH B mpoJsierapuare 6e3 S50-netHeit
OTCPOYKH Ha CTPOHMTEJILCTBO COLMAIM3MA, HAXOMA B MMPOU3BOJCTBEHHOM HCKYCCTBE MOMEIIb
TaKOT0 OTKPBITUA. XOTs IPoJsIeTapuaT HOHUMAJICS Y HUX B HECKOJIbKO MHOH 10 CPaBHEHHIO C
Iposnetkymnprom Joruke. T.e. He Kak JOCTUIHYTHIN 1O (haKTy COILMAJIbHBIN status quo, a Kak
MIPUHIUNIATIbHAS BO3MOXHOCTb OTKPBITHS y YEJIOBEKA IIPOJIETAPCKOTO CO3HAHUS».
HpOI/IBBOI[CTBeHHOC «IPOJIETAPCKOE UCKYCCTBO» B 3TOM CMBICJIC — 3TO HE «HACKYCCTBO JI
MIPOJIETapHEB», U HE KUCKYCCTBO MPOJIETAPHUEBY», & HCKYCCTBO «XYHOXXHUKOB-NIposIeTapuen» [S].
Takum 06pa3oM NPOKU3BOICTBEHHUKH PATOBAJIM 33 HOBBIH COLMOKY/IBTYPHBI CTaTyC XyIO)KHUKA,
TIpefyIarasi eMy CBOEOOpasHyIo0 MOIEJb CyObEeKTHBAIWH - “CTAHOBJICHUE IIpOJIeTapueM”’, 1
HA000POT, - CTAHOBJICHUE MPOJICTAPHS XyIOMKHHUKOM, Yepe3 yJacTHe IHUPOKUX MacC B
TOCTYIHBIX UM (hOpMax XyHOXKECTBEHHOTO W TEXHHYECKOTO TBOPYECTBA.

[Tocnennee ocTaBaaoch, KOHEUHO, HE OoJiee 9eM OJIaruM MOXKEJIaHHEeM U HeYCTPaHUMBIM CJIa0BIM
MECTOM MOJOOHOI0 COLUAIILHOIO yTONHM3Ma, KOTOPHIM MOMEHTAJIBHO I0JIb30BasIach
HJIEOJIOTUYECKHE alapaTsl TOCyIapcTBa, HOAMEHss YTOINN TBOPYECTBA MAEO0JI0reMaMu Tpy/a.
B03MOXXHO IIOMBITKYA KBa3UTE€TE€JIEBCKOTO «CHSITHS yTonuu U UACOJIOrnA B bosee IIO3IHUX
Bepeusax npousBonctsenHnyectBa (Hosblit Jled) cranm riaBHOM NPUYMHOMN, U3-32 KOTOPOU KOM-
(byTypH3M, IIyCTb U BCJICACTBHE BHEIIHNUX aTaK, pacnajcs u3HyTpu. 6o Hu U1 Koro He ObUIO
CEKPETOM, UTO Mexy (QYTypUCTHYSCKOM yTONIEH U ee BO3MOXKHBIM OCYIIECTBJICHHEM 3aJIeTaeT
CMepTb, B TOM YHCJIC 1 «CMEPTb HCKyccTBay. [locienHss BO3MOXXHO Obu1a OBl X HE CTOJIb
60JIbIIION TIOTEpEHl, eIl OBl XOTb OfHA XyHOXKECTBEHHAsI YTOMHS ACHCTBUTEILHO OCYIIECTBIIIACh
ObI B 0Opa3e 3eMHOT0 pasi, a He OCTaBaJIach JIMIIb OECKOHEYHO JOCTHIaeMOIl IIEJIbIo
CTaHOBJICHHA B (hOPMax caMoro e UCKyccTBa. M XOTs 3a 3THM JIOXKHO CTBUIJIMBBIM «JIHIIbY
CTOMT peasIbHasi ’KEPTBEHHOCTb XYIOXKHUKOB (caMoyOuiicTBo MasikoBCKOro, yOHiicTBO
TpeTI)HKOBa, <«OKHU3HDb» HJ'IaTOHOBa), TIBITABIIUXCA BOCHOJIHUTE CBOUMHU CaAMOOTBEPIKCHHBIMI
YCHIMSIMH HEYCTPaHHMBII Pa3pblB MEKIY MHAMBUIYaJIbHBIM Xy/IOXKECTBEHHBIM TBOPYECTBOM U
«oxonoit» (EnusapoB) oOIecTBEHHOTO TPya, B CTpaHe MOOEIMBIIEro CONMAIN3Ma HEKOMY ObLIO
MIPUHATD 3TOH KEPTBHL
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Brian Holmes | Risk of the New Vanguards?

We are confronted today with the emergence of a global society, a society of constant mobility and
interchange, marked by a violent paradox: just when this world begins to come together, it begins
to fall apart, in a double movement. This is a risk society that exalts and rewards creativity, with
the result that it is saturated in art. It is exemplified on the subjective level by the so-called
creative class, it runs on invention power, and innovation has become its productive norm. For
those very reasons, it denies the existence of artistic vanguards, just as it denies and represses
anything like a political avant-garde. The globalizing process itself is the only vanguard. Let’s try
to look beyond that double denial of agency.

What characterizes the autonomy of a vanguard formation? At the very least: rupture with the
established definitions of art and politics, priority of experimentation, renewal of perception and
expression, constructive aspiration and the desire for another life. The most expressive elements of
the new social movements that emerged around the turn of this century have partially fulfilled this
agenda, through a process of transculturalism and transsubjectivity, utterly different in that respect
from the historical vanguards. But this is a moment of latency and regathering for those
movements; and so, before the next G§ at least, maybe we can try to determine the rupture on
which their expressive renewal and constructive aspiration is based, in hopes of taking it further.

Global society is a risk society: it embraces all forms of instability and calculates them as potential
profit or loss. This kind of calculation is proposed directly to imperial corporations by risk-
management consultants, working tandem with insurance companies and mercenaries. But it is
also evident in civil society, most clearly in the financial sector, which despite its tumultuous
swings has become the guiding force of global development. If the figure of the artist has emerged
as this society’s ideal subjectivity, it is not only because aesthetic production is required to cover
up all the proliferating vectors of capitalist depredation with a fascinating gloss of spectacle. It is
also, even above all, because the artist is seen to embrace instability on the psychic level, and then
to escape that moment of subjective risk by shedding off its image as a finished product, i.e. a
commodity. The expressive valence of the artistic commodity then becomes a source of psychic
instability for others, continually relaunching the productive cycle among the creative classes
(which is a new name for the transformed middle classes of the earlier Keynesian period).
Through this continual risk and reification of the self, the artist is able to realize a profit on the
oscillating curves of his or her own subjectivity, reconceived as “human capital.” Here we have
the fountainhead of invention power.

Now, I want to observe at this point that the strategy of the tragically incomplete or fragmented
object, the image of broken totality conceived as a mirror of the unreconciled subjectivity - in
short, the Adornian aesthetic - is not really contradictory with the mainstream of artistic
production in the risk society. Because we are no longer living in the Keynesian world of the
1950s, when the populations of the most developed nations were being immobilized for mindless
production and passive consumption. At that time, one could denounce the aestheticized
commodity as the pacifying image of a narcissistic whole: the last, degraded ersatz of bourgeois
harmony. Today, the populations of the most developed nations, along with the elites of the least
developed ones, are being mobilized for the intensification of global imperial conquest in the
relatively short time that remains before ecological and social catastrophe. In this situation, the
aestheticized commodity fills the function of an unsettling, stimulating force: like a shot of speed
or better, another snort of cocaine for the creative classes.

The typical historicist mistake, when trying to assess the conditions of a vanguard art and politics,
is to take the bourgeoisie, and above all, bourgeois culture, as the site of rupture. The dominant
class in the world, politically and culturally, is no longer the European bourgeoisie with its
specific Enlightenment aesthetics, nurtured in the manicured gardens of the old trading cities.
Instead it is the Americanized imperial technocracy of the nascent World Government, which
results from the fulfillment of modernism and industrial modernization. Since the end of the
Second World War and the final collapse of Western European hegemony, the radically simplified
techniques of scientific reductionism and abstract art, on which modern subjectivation is based,
have made it possible to extend the new imperium at formerly inconceivable speeds. By spreading
their computerized toolkit around the globe, and in the process, doubling the number of people in
the capitalist labor force, the elites of World Government may not have accomplished a greater
bout of deterritorialization than the one wreaked upon the world by the European colonial
bourgeoisie. But they did it, not in four centuries but in less than twenty years, essentially since
1989, with the consequence of tremendous social and political upheaval, presently giving rise to a
planetary civil war.

Now, if I evoke Ulrich Beck’s notion of the risk society, it is not only to refer to the forms of risk
management practiced by the new global elites. It is above all to refer to Beck’s notion of the
“second modernity,” wherein the very success of the modernization project comes to alter the very
environment in which it takes place, producing side-effects of essentially incalculable risk. I’'m
speaking basically of economic collapse, ecological disaster, war and the mass alienation
produced by the globalization of possessive individualism. The specter of these risks is what
provoked the ruptures of Seattle, Genoa, Porto Alegre, Seoul, Buenos Aires, Cancun, Hong Kong
and all the rest. Here is where the possibility of something like new vanguards begins. The site of
rupture is precisely the site where the new technological toolkits are applied to the flesh of planet
Earth. The transformation that this rupture implies should now be radicalized both artistically and
politically, through deliberate experimentation, which is another name for the process - and not
just the moment - of becoming-other.

Art is no longer about the object, just as politics is no longer about the party. Both these domains
are entirely under control, they are zombie categories. We need instead to look at situations, at
complex assemblages, from which speaking subjects and groups may emerge. Significant
experimentation takes place at the sites where technoscientific power is applied, and this
experimentation is carried out in order to develop new forms of perception and expression,
adequate to the transformation of the global society. The sites of experimentation are double,
contradictory, and in that sense they are perhaps analogous to the contradiction between the
commodity and the thing, developed by the vanguard philosophers of the twentieth century. But
the configuration is entirely different.

On the one hand, perception and expression are bound up with energy, technoscience and code,
that is, with the techniques whereby the globalizing elites are reshaping the planet. There is an
urgency to awaken from the fascinated embrace of one’s own psychic instability, and perceive the
material and organizational processes whereby the techno-elites are “terraforming” planet Earth,
that is, subjecting it to total makeover. But this can only be done through the scrim of technology,
that is, through the contemporary techniques of transportation, communication, visualization, and
physical transformation of materials. No constructive aspiration can be developed in ignorance of
these techniques, because ignorance - and by that I mean the increasingly profound
unconsciousness of infrastructural development - makes it simply impossible to resist the changes.
But as everyone is surely aware, exposure to these techniques bears the incalculable risk of self-
transformation or indeed self-loss, profound alienation, manifest in the trap of normalized,
formatted expression.

This is why the assumption of technological risk at the very site of its application to the flesh
requires, on the other hand, a contradictory experience of time, which one might call the time of
the other. The time of the other cannot be reified into a determined historical identity. Such
identities now arise, throughout the world, as normative constructs imposed in reaction to the
process of deterritorialization, or the disembedding of entire populations from the matrix of their
sustaining institutions. As the world comes together through the power of deterritorializing
abstraction, it risks falling apart into normative identity blocs, strengthened by every possible
technique of political manipulation - but for that reason, inherently blind to the larger process, the
double movement. The expression of a new kind of agency, and indeed, the very capacity of
perception that allows it come into human being, also has to work through these veils.

The time of the other can only be experienced, or better, experimented, between people who in the
process become foreign to themselves. The question of translation thus moves to the center of the
artistic and political event. The event of temporal translation replaces the vanguard object; its co-
articulation replaces the vanguard party. Such events have been prefigured in the dialogical mode
of carnivalesque resistance; but they have yet to be developed in deep affective and effective
ways. Through and beyond the scrim of technological perception, through and beyond the reactive
identities, what remains to be expressed is the constructive aspiration to build sustaining
institutions, able to contain and transform the destructive forces now at loose in the world. The
desire of another life.

Also published at brianholmes.wordpress.com

This text was written for a seminar on the avant-garde organized by Chto delat (Artiom Magun
and Dmitry Vilensky) in Paris in the framework of the project “Sociét¢é Anonyme”

Brian Holmes is a culture critic who works directly with artist and activist groups. He is based in
Paris. Text archive at http://www.u-tangente.org
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CerofHsl Mbl CTaJIKMBaeMCsl JIULIOM K JIUIy C BOSHHKHOBEHHEM TIJI00aJIbHOTO OOIIECTBa,
o01iecTBa HENPEPHIBHOM MOOMIPHOCTH M B3aUMOOOMEHa, OTMEUYEHHOTO BOMUIOIIIM
MapagoKCoM: IMEHHO TOIJa, KOrJa 3TOT MUP HauMHAaeT OObEeAUHATHCS, OH HAUYHHAET
pacnafgaThes Ha 4acTu, CJICAysl JIOTUKE JBOMHOIO JBIDKEHUS. DTO OOIIECTBO PUCKA, CIIABSIEE U
BO3Harpakaaolee TBOPYECKYI0 CIOCOOHOCTb, B pe3ysIbTaTe Yero 3Ta MOCJIEIHsS JOCTUraeT
mpezesia CBOEro HACHILEHNs B UCKyccTBe. Ha CyObeKTHBHOM ypOBHE 3Ty CIIOCOOHOCTD
BOIUIOIIACT TaK HAa3bIBACMBI TBOPUYCCKUI KJIACC; OH MUTACTCS SHEpPrucii n300peTeHus:, u
MHHOBAIUS CTaJjla €ro MPOU3BOAUTEIbHON HOpMOIL. [I0TOMY-TO OH U OTpHIIAET CYIECTBOBAHHE
XyHO>KECTBEHHBIX aBaHTap/OB, B TOUHOCTU KaK OTPHUIAET U CAEPKUBAET BCE, YTO HAIIOMHUHAET
aBaHTapj nojuTUyYeckuil. EnuHCTBeHHas mepeoBas Ciila IVl HETrO — 3TO caM IIPOLEecC
riobanusamnuu. [TonpoOyeM 3arsiHyTh 32 paMKH 3TOI'O JBOMHOTO OTPUIIAHUSL.

Yro XxapakTepu3yeT aBTOHOMHIO aBaHTapaHOro HampasjicHusi? Kak MuHUMYM crienyromee:
pa3phIB C YCTAHOBUBIIMMICS ONPEAETICHUSIMU UCKYCCTBA U MOJIUTUKHU, TJITABEHCTBO
9KCIEPUMEHTa, OOHOBJICHAE BOCHPUATHUS U BEIPA3UTEIIBHBIX CPE/ICTB, CO3UAATEIIBHEII TOPEIB U
JKeJlaHue apyroii sxusHu. Hanbosnee sipkue moppasnesieHuss HOBBIX COLMAIBHBIX JBKEHHUI,
BO3HUKIINX B Hayajie 3TOrO CTOJIETHS, YACTUIHO BHIIOHIUIN 3Ty IPOrpaMMy B IIpoLecce
TPAHCKYJIbTypaJIu3Ma U TPAHCCYObEKTHBHOCTH, U BBHIOJHWINA COBEPLICHHO HHAYE B 3TOM
OTHOILICHUH, YeM aBaHTapabl ucropuyeckue. Ho miist 9TUX ABMKEHMIT 3TO MOKa emle
WHKYOAlMOHHBINA MEPHOI, MOMEHT IEPErpyIIUPOBKU CUIT; IO3TOMY, IO KpailHel Mepe, mepen
caenyroumM G8, MOXKHO MOMPOOOBATh OMPENETIUTh Pa3pbiB, HA KOTOPOM OCHOBBIBACTCS UX
OOHOBJICHNE BBIPA3UTEIIbHBIX CPECTB U CO3UATEIIbHBINA MOPBIB, — B HAIEXKE 3TOT Pa3phiB
yIIyOUTb.

I'mobasbHOE 0011IeCTBO — 3TO OOIIECTBO PHCKA: OHO TOJIb3YeTCs, BOMpas ux B ceds, JTIOOBIMU
(opmamMu HecTaGUIIBHOCTH M HEYCTONYMBOCTH, IIPOCUUTHIBASI MX KaK ITOTCHIMAJIBHYIO BBITOLY
i yOobToK. Takoro posa KaJIbKyJ/IsLHsl HAPSMYIO MPEUIaraeTcs UMIIEPCKUM KOPIIOpaLysimM
KOHCYJIbTaHTaMH 10 YIPABJICHUIO PUCKOM, PabOTAIOIMMHU B TAHAEME CO CTPaXOBBIMU U
TOProBbIMU KOMIaHUAMU. Ho To e camoe NpOMCXOIUT ¥ B IPaXKIaHCKOM OOIIEeCTBE, 4TO
0COOEHHO 3aMETHO B ()MHAHCOBOM CEKTOPE, KOTOPHIi, HECMOTps Ha OypHbIe KojiebaHus, cTail
BEYILIEH CHJION IJ100aTbHOTO pa3BUTHA. Eci ¢urypa XymnoskHHKa BOHUKIIA KaK HieasbHas
CYOBEKTHBHOCTDb TOrO OOILIECTBA, TO HE TOJIBKO MIOTOMY, YTO OT 3CTETHYECKOTO MPOU3BOACTBA
TpeOyeTcsl 3aByalMpoBaTh BCE Pa3pacTAIONINECcsl HAIPABJICHUS KallUTAIUCTHYCCKOrO
orpabJieHUs YapylolMM IUIsTHLeM 3pesina. Ho u, mpexe Bcero, HOToMy, 4TO B XYAOXKHHUKE
BUIAT TOT'O, KTO IOJIb3YETCS] HEYCTOMYMBOCTBIO Ha IICUXUYECKOM YPOBHE, a 3aTeM n3beraer
3TOr'0 MOMEHTa CyObEKTUBHOI'O PHCKa, N30aBJISAACh OT HEro, BRIOpAchBasi €ro o0pas Kak
TOTOBBIIl TPOIYKT, TO €CTh TOBAP. DKCIPECCHBHASL Byaslb XYJ0KCCTBEHHOI'O TOBapa
[PEBpaLIaeTCs 3aTEM B UCTOYHMK NCUXMYECKON HEYCTOMYMBOCTH IS APYrUX, GecnpecTaHHOo
3aIrycKast IPOU3BOICTBCHHBII LIUKJI CPEI TBOPYCCKHUX KJIACCOB (3TO HOBOE MMsI JIJIst
MPETEePIICBLUINX TPAHCHOPMALMIO CPETHUX KIIACCOB IPEIBIIYLIEr0 KeHHCHAHCKOTO MEPHONa).
ITpu oMoy TOit MOCTOSIHHON YIPO3bl M OBEIIECTBIICHUS «S1», XYLOXKHHUK CIOCOOCH
U3BJICKATh IPUOBUIb U3 OCLMJIIMPYIOIIMX KPUBBIX CBOCH COOCTBEHHON CYObEKTHBHOCTH,
3aHOBO MOHSATHIX KaK «YEJIOBCUECKUI KalMTal». 3€Ch-TO U HAXOAUTCS UCTOYHUK SHEepruu (u
BJIACTH) U300PETCHUSL.

A Tenepp 51 XO4y 3aMETUTbh, YTO CTPATETusl TPAaruieCKy He3aBepIIEHHOH WIN (pparMeHTapHOM
Bel, 00pa3 pacKoJIOTON TOTAJIbHOCTH, MOHATOM KaK 3epKajio HeMPUMUPUBIICHCS
CYOBEKTUBHOCTH — KOpOY€e TOBOPSI, afOPHUAHCKAsl 3CTETHKA — HA CAMOM JieJie He
MIPOTUBOPEUYUT OCHOBHOMY IOTOKY XY/IOXKECTBEHHOT'O IPOU3BOJICTBA B OOIIECTBE PUCKA.



IToToMy uTO MBI y3Ke GOJIbIIIC HE KUBEM B KeitHcnanckoM mupe 1950-x, korna HacesieHue
HanboJjiee PasBUTHIX CTPaH ObUIO MapaJIM30BaHO Paay OE3TyMHOTO NPOU3BOJCTBA U TACCHBHOTO
notpebieHus. B To Bpemst ele MOXHO ObLJIO OCY:KIAaTh 3CTETH3MPOBAHHbIN TOBap Kak
YMHPOTBOPSIONINIA 00pa3 HAPLHUCCHIECKOTO LEJIOro: MOCTICHNIA, BHIPOXKICHHBII 3p3all
Oypkyas3Hoil rapMoHny. CeromHs HaceleHHe OOJIBIIMHCTBA Pa3sBUTHIX CTPaH, 3a0MHO C JIUTAMU
HauMECHEEe PasBUTHIX, MOOHIM30BAaHO Ha MHTCHCU(UKAIMIO TJI00AJIBHOIO HMIIEPCKOTO
MOKOPCHUSI B OTHOCHTEJIBHO KOPOTKUE CPOKH, OCTABIINECS 10 HACTYIICHHSI SKOJIOTHYCCKON 1
COIMAJIbHOI KaTacTpodbl. B Takoil cuTyalmu 3CTeTU3NPOBAHHBII TOBAP BBIIOIHSCT (YHKIHUIO
TPEBOXKHOM, CTUMYJIPYIONICH CHIIBL BPOIE MOA3aPSIAKA CKOPOCTBIO WM, elle JIydlle,
KOKaWHOM [IJIs1 TBOPYECKHX KJIACCOB.

TunuyHas KCTOPU3MPYIONIAs OIIMOKA, KOra MBITAIOTCS IaTh OIICHKY COCTOSIHUIO MEPEIOBOr0O
HCKYCCTBA W MOJINTHUKU, COCTOUT B TOM, YTOOBI BOCIIPUHIMATh KaK MECTO pas3pbiBa OypiKyasuio
, TIPEKJIC BCEro, OyprKyasHyIo KyJbTypy. [OCIOICTBYIOIIMM B MUPE KJIACCOM, MOJIMTHYCCKU
KyJIbTYPHO, SIBJISICTCSL YK€ He eBporeiickast Oypxyasusi ¢ ee 0coboii acreTnkoit [IpocBeneHus,
BCKOPMJICHHOI1 B MIOJCTPIDKCHHBIX CaJlaX CTApHHHBIX TOProOBbIX roponoB. Ha cMeHy eii mpwuiiia
aMEPUKAHU3UPOBAHHAS MMIICPCKasi TEXHOKPATHsl 3apoXaaroiierocsi MupoBoro
ITpaBuTEBbCTBA, CTABIIAS PE3YJIbTATOM 3aBEPIICHUS] MOICPHA3MA U ITPOMBILLICHHON
MonepHusaimy. HaunHast ¢ koHIa BTopoit MUpPOBOIT BOMHBI M OKOHYATEIBHOTO Kpaxa 3alaJHo-
CBPOICHCKON TereMOHNH, PauKaIbHO YIPOIICHHbIC TEXHHKN HaYYHOTO PEIYKIMOHU3MA U
abCTPaKTHOTO MCKYCCTBa, Ha KOTOPHIX OCHOBBIBACTCSI COBPEMECHHAsI CYObCKTUBALINS,
MO3BOJIMJIM PACUIMPHTH HOBYIO MMIICPUIO C HEMTOCTHIKMMOM CKOPOCTBIO. PacipocTpaHuB CBOi
KOMITbIOTCPH3UPOBAHHbIl HHCTPYMEHTAPHIA 110 BCEil MJIaHETE, YABOUB KOJMYECTBO
KalMTaJIMCTHYECKOi paboueii cuibl, anuTel MupoBoro IIpaBuresibcTBa, BEpOSITHO, HE
JOCTHIJIN GOJIbIICH IETEPPUTOPUATIM3AIINY, YeM Ta, KOTOPOIi MOBEPIJIa MUpP SBPOIEHCKast
KOJIOHMaJIbHasi OypiKyasusi. VI Bce e OHM CHENau 3TO, IPUYEM HE 33 YETHIPE CTOJICTHS, a
MeHBIIIe YeM 32 JIBaJIaTh JIET, CTPOro roBopsi, HaunHas ¢ 1989 roma, ciencTsreM dero cranmm
TUTaHTCKUE COLMAIbHO-TIOJIMTUYECKUE TTOTPSICCHHS, TIPUBOJSAIINE B HACTOSIIINIA MOMCHT K
IIJITAHETAPHOM I'PaKIaHCKON BOMHE.

WTak, ecim 51 BOCIOJIb30BAJICS TIOHATHEM OOIIECTBA PHUCKaA, BOCXOMSIIETO K YIbpuxy beky, To
cIeJ1all 3TO He TOJIBKO JUJIS TOT0, 9YTOOBI HAIIOMHHUTB O (popMax yIpaBJICHHS] PACKOM, KaK ero
MIPaKTHKYIOT HOBBIE MUPOBBIE JIMTHL [Ipekie Bcero, OHO OTCHUIACT K MIee «BTOPOi
coBpeMeHHOCTH» beka, korma ycnex mpoekTa MOAepHHA3AIMi HaUNHAST U3MEHSITh CaMy
OKPY’KaIOLIyIo Cpemy, B KOTOPOH OH OCYIIECTBIIAETCS, MPOM3BOIs OO0YHEIE I (PeKTH
HeIpeCcKa3syeMBbIX 110 CyTH yrpo3. fl roBopio ryiaBHbIM 00pa3oM 00 SKOHOMHYECKOM Kpaxe,
9KOJIOTUYECKOI kKaTacTpode, BOHE U MacCOBOM OTUY:K[ICHHUH, BHI3BAHHOM II00aM3anueit
COOCTBEHHMYECKOTO MHAMBHAYyaIM3Ma. [IpenBecTpst 3THX yrpo3 — BOT YTO CHPOBOLMPOBATIO
B3peBH B Camite, I'enye, [lopry-Aserpu, Ceyne, Bysnoc-Aiipece, [onkoHTe 1 npyrux
MecTax. IMeHHO 31ech OTKpBIBaeTCSI BO3SMOKHOCTD YEro-TO HAIOJoOWe HOBBIX aBAHTAPIOB.
MecTo paspbiBa — 9TO MECTO, ITle HOBBII TEXHOJIOTHIECKHI WHCTPYMEHTAPUi IPAMEHSICTCS
HEMOCPEACTBEHHO K Tesry 3emun. Tpancdopmaruio, mogpasyMeBaeMylo 3THUM Pa3pbiBOM,
CJIEMlyeT Telepb paauKaIn3upOBaTh KaK XyI0XKECTBEHHO, TaK U MOJUTHIESCKH, ITPY MOMOIIN
TIIATEJILHO MPOyMaHHOTO 3KCIIEPUMEHTA, YTO €CTb JIPyroe Ha3BaHUE IpoLecca — a He MIPOCTO
MOMEHTa — CTaHOBJICHUS-IPYTUM.

HNckyccTBo yke OoJibllie He CTPOUTCS BOKPYT BEIIN, KaK MOJIMTHKA OOJIbIIE yKe He CTPOUTCS
BOKpyYT maptun. O6e 3TH 30HBI HaXOASATCS IO TIOJTHBIM KOHTPOJIEM, 9TO KaTeTOPHH-30MON.
BmecTo 3T0oro Mbl IOJDKHBI BCMAaTPHUBATHCS B CHTYAlH, B CJIOKHBIE aHCaMOJIH, 3 KOTOPBIX
MOXXET BOSHUKHYTH FOBOPSIIIEE CyOBEKTHl M IPYMITEL. Ba)kHble KCIEpUMEHTH IPOUCXOIAT TaM,
I7Ie IPAMEHSIeTCS TEXHOHAyKa, M 9TH IKCIICPUMEHTHI IIPOBOJSITCS C IIEJIbI0 pa3paboTaTh HOBBIE
(OPMBI BOCTIPHSITHSI M BHIPAYKCHHSI, COOTBETCTBYIOIINE TpaHC(HOpPMAIMH TJI00aTbHOTO
obmectsa. [1nomankn 3KCIepIMEHTHPOBAHNS TBOMCTBEHHBI, IPOTUBOPEUNBEL, ¥ B ITOM
CMBICJIEe, BO3MOYKHO, aHAIOTHYHB! IPOTUBOPEUNIO MEXIY TOBAPOM H BEUIbIO, pa3paboTaHHOMY
nepenoBeIMH (rtocodamu nBapnaroro crojernsi. Ho koH(pUTrypamus coBepieHHO apyrast.

C onHOI1 CTOPOHBI, BOCIIPUATHE U BHIPAXKEHUE TECHO CBSA3AHBI C SHEPrUeii, TEXHOHAYKOU U CHCTEMOIt
KOIIMPOBAHHUSA, TO €CTh C TEXHUKAMH, IIOCPEICTBOM KOTOPBIX 3JIUTH M3MEHSIOT IUIaHETY.
Heo0xonMo o4HyTbCS, CTPAXHYTD € ce0s KOJITOBCKUE Yaphbl ICUXMYECKONH HEYCTOHYMBOCTH U
YBHIETb MaTe€pPHAJIbHBIE M OPraHW3aMOHHbIE MPOIECCHI, MOCPENCTBOM KOTOPBIX TEXHOJHTHI
«TeppadopMupyIOT» IUIaHETY, TO €CTh IOJIBEPraloT ee ToTaJlbHOMY IepeycTpoiictBy. Ho chemnats
3TO MOYKHO TOJIBKO IMPH TIOMOIIH TEXHOJIOTHYECKUI «IIMPMED», TO €CTh YEPE3 COBPEMEHHBIE TEXHUKH
TPaHCHOPTUPOBKY, KOMMYHUKAIMH, BU3YaJIN3alMU U (HU3UUECKOrO Ipeodpa3oBaHus MaTepHaJIOB.
Hukakoro co3uaaTesbHOTO MOPLIBA HE BO3HUKHET 0e3 3HAaHUS 3THX TEXHHUK, IOTOMY YTO HEBEICHUE
— a IIOfl 3TUM 5 UMEIO B BUAY Bce Gojiee yriryOJsioneecs: HE3HAHUE TOTO, KaK Pa3BUBAETCS
UHPACTPYKTypa — [ejIaeT MOIPOCTY HEBO3MOXKHBIM CONpoTuBJieHHe nepemeHam. Ho, kak
HaBEPHAKA U3BECTHO Ka)KIOMY, 0€33aIUTHOCTD Iepe]] 3TUMU TEXHUKaMH HeceT B cebe
HENpeJICKa3yeMylo OIIaCHOCTb CaMONPeoOPa3oBaHys, a TO U CaMOYTpaTEl, ITyboyaiiiiero
OTYYXIEHHUS, IBCTBEHHO IPOCTYMAIOLIETO B JIOBYIIKE HOPMAJIN30BAHHOTO, «OTGOPMAaTHPOBAHHOTO»
BBIPAYKCHUSL.

Bot moyeMy nomymeHne TEXHOJIOTHYECKON YTpO3bl B TOM CAMOM MECTE, TJle TEXHUKA NPHUMEHSAETCH
K TeJty, TpeOyeT, C APYroil CTOPOHBI, IPOTUBOIIOJIOKHOTO OIbITA BPEMEHH, KOTOPBI MOKHO OBUIO OBl
Ha3BaTb BPEMEHEM Ipyroro. Bpemsi npyroro HeBO3MOKHO OBEILIECTBUTb, OObEKTUBUPOBATDL B
Mpe3alaHHyI0 ICTOPHIECKYIO HIECHTHYHOCTD. Takye MIeHTUYHOCTH BO3HUKAIOT CETONHSA MO BCEMY
MUPY KaK HOPMAaTHBHBIC KOHCTPYKThI, HaBA3aHHbIC B KaYE€CTBE PEAKIMU HA IPOLIECCHI
JNCTEPPUTOPUAIIN3AIMH, BbIJIAMBIBAHKS 1EJIBIX HAPOMOB U3 MATPULIbI IOANEPKUBAIOLIMX UX
uHCTUTYTOB. [T0 Mepe Toro kKak Mup oObEIUHACTCA MO ACHCTBUEM AETEPPUTOPUATIU3YIOIIEH
abCTpaKIMK, OH PUCKYET PacHacTbcsi Ha HOPMATHBHBIC OJIOKH MICHTHYHOCTEH, KOTOpBIC
YKPEIUIAIOTCH BCEMHU BO3MOKHBIMU T€XHUKAMU IOJIUTHYECKOM MAHUITYJIALMH, HO M OCTAIOTCS
CJICIIBIMU — TI0 3TOH caMoll MpUYMHE — K OoJiee MacIITabHOMY IPOLIECCy: ABOHHOMY JIBHKEHUIO.
BripaxkeHne fesTeIbHOCTH HOBOT'O TUIA M, KOHEYHO K€, CAMON CIIOCOOHOCTH BOCIIPHUATHS,
HO3BOJIAIOLICH eif IPOHUKHYTDb B 4€JI0BEKa, TAKXKE NOJLKHBI paboTaTh uyepes MOCPECTBO ITHX
«BYyasei».

Bpems npyroro Bo3MOYKHO HUCIBITaTh TOJBKO MEXY JIIO[bMH, KOTOPBIE CTAHOBATCA MHOCTPaHLIAMU
110 OTHOLICHHUIO K caMuM cebe. Borpoc nepeBonia, Takum o6pasom, repeMeraeTcs B EHTP
XYHIOJKECTBEHHOTO U MOJIMTHYECKOro coObITHs. COOBITHE BPEMEHHOTO IIePEeBO/ia 3aHMMAaeT MECTO
aBaHTapIHOU BEIN; ero COBMECTHas apTHKYJISLHS 3aHAMaeT MecTo nepenoBoil naptui. [lomooHbe
COOBITHS OBIIIM TIPEIBOCXUIIECHE! B AUAJIOTHYECKON MOJIEJIN KapHABAJIbHOTO COMPOTHBJICHNUS, HO OHH
elle He MOJIyYIIH 1ocTaTo4Horo adgdexTusHoro u addexTuBHOrO pasputus. Yepes NOCPencTBo U 3a
IpefesaMy [UPMBbI TEXHOJIOTMYECKOI0 BOCIPUATHS, Yepe3 IOCPEACTBO U 3a MpeaesiaMu
PCaKLMOHHBIX UICHTUYHOCTEH, YTO OCTAETCsl, TaK 9TO HAUTH BBIPAXKECHUE [UJI CO3UAATEILHOTO
CTpEeMJICHHS TIOCTPOUTH MOUIEPKUBAIONINE HHCTHTYTHI, CIIOCOOHEIE 00y31aTh M peoOpa3oBaTh
pas3pyIIUTeIbHBIE CHUIIBI, CBOOOIHO TYJISIONIAE CETOHs 10 MupY. KemaHust npyroit KuU3HM.

IepeBoa € aHIJL AJICKC&H)]pa CkupaHa

bparien Xosmc - apT KpUTHK, MEPEBOIYHK H HOJTMTHIECKHH aKTHBHCT, HBET B Ilapmke
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maurizio Iazzarato katja dlefenbach stephan geene brian holmes isabell lorey,
gerald raunig, suely rolnik, simon sheikh, vassilis tsianos / dimitris papadopoulos
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luc boltanskn/e\re ch|apello yann moulier- boutang brlgltta kuster/vassilis tsianos, maurizio lazzarato, esther leslie,
angela mcrobbie, pierre-michel menger, stefan nowotny, marion von osten, gerald raunig, paolo virno
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catedra expenmental sobre producmon de subjetswdad brian holmes, marta malo de molina, stefan nowotny,
alice pechriggl, claire pentecoast, gerald raunig, gene ray, suely rolnik
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Iyomukanus Nel7 - Mnes u peanuzanust: pabouas rpynna “Yro aeaars?” | Publication Nel7 - Idea and realisation: Workgroup “Chto Delat /What is to be done?”

This issue is co-produced by WorkMethod, Paris, with the support of American Center Foundation, and Frac Ile-de-France/Le
Plateau, Paris in the context of the project “Société Anonyme”. It was co-funded by the Iaspis International Artists’ Studio
Program in Sweden; Institute for the problems of Contemporary Art, Moscow and Art Hall Foundation, Tallinn

This publication appeared in the framework of documenta 12 magazines, a collective editorial project linking over 80
print and on-line periodicals, as well as other media, worldwide /// Dta nybnukauus Obljia ocyHmecTBJIEHa B paMKax
«Xyprana Documenta 12», KOTIEKTHBHOTO PEAAaKIMOHHOTO NMPOEKTa, CBA3bBatmero 6oxee 90 myObnumkammii co BCero Mupa

0JarogapHoCcTh: BCEM XyJIOJXHHKaAaM, aBTOpaM, MepeBOAYMKAM M APYy3bsAM, HNOAAEPXKABIMHUM B3TO HM3JTaHHUE
many thanks to: all the artists, authors, translators and friends who supported this publication

pexnakTtopsb | editors: JJasung Pudd, Amurtpuit Buaenckxuin | David Riff and Dmitry Vilensky
rpaduxka | artwork and layout: JMmurpuin Bunenckuit uw [lamasgs | Dmitry Vilensky and Tsaplya

cover image | B obopMIeHHH 00JIOKKH MCIOJb30BaHa rpaduka: Zanny Begg | 3annu berr /// mepeBon TekcTa: Kak xcalvb - mMynuk,
MakKkou ONUHHBLIU NYMb HA3A0 - MOJCEem Cmoum Hnonpoboeamv NPul2HYMb. ..

Cocras paboueii rpynnsl “Yro geaars?”/// The members of the workgroup “Chto delat?” include: I'mokus | Gluklya / A. Maryn | A. Magun // H. Oneiiaukos | N. Oleynikov // A.
Ien3un | A. Penzin // . Pucdd | D. Riff // A. Ckugan | A. Skidan // O. Tumodeena | O. Timofeeva /// Llanns | Tsaplya // K. Illyeanos | K. Shuvalov /// JI. Bunenckuii | D. Vilensky

Daardpopma «Urto Jdeaarb?» - 3TO KOJJIEKTUBHBIM MPOEKT, CO3JAOIIUN MPOCTPAHCTBO
B3aMMOJEHCTBHS MEXKLy TEOPUEH, HCKYCCTBOM U aKTMBH3MOM. PaboTa rar)opMel 0CyIeCTBIsETCS
Yepe3 CeTh KOJUIEKTUBHbBIX MHULMATUB B Poccuu M MX uaore ¢ HHTEPHALMOHAIbLHBIM KOHTEKCTOM.
JHesTenpHOCTh IaTGOPMBbI KOOPIAUHUPYETCS OMHOMMEHHON pabodell rpymIou.

Founded in early 2003 in Petersburg, the platform “Chto delat?” opens a space between theory,
art, and activism. It is a collective initiative that is aimed at creation and developing a dialogue of
different positions about politicization of knowledge production and about the place of art and

oetics in this process. -
p p @creatlve
commons

MoApOOHOCTH Ha caiiTe | see more at www.chtodelat.org /// contact: info@chtodelat.org / dvilensky@yandex.ru
MH(OPMALMOHHBII JUCTOK oTneyaraH B Tunorpadun OO “dupma “Kypwep” tupax 5000 3axa3 #89





