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ABTOHOMMA KaK NPOCTPaAaHCTBO AeNCTBUSA

Bonpoc 0 BO3MOXHOCTU 1 rpaHMuax cBO6G0OAHOro AENCTBUS ABNSETCH OOHUM U3 hyHAaMeHTanbHbIX BONPOCOB YeN0BEY€ECKOW
*mn3Hn. Cama ngest aBTOHOMUM BO3HWKAET TOrAa, Korga Kakom-nubo YenoBek unu rpynna nogen okasbiBaeTcs B COCTOSIHUM
KOHMIMKTa CO CBOMM OKPY>XEHMEM U 3Ta CUTyauuu 3acTaBnsieT ero 3aHOBO NEPEOCMbICITUTE CBOK MO3ULIMIO U UCKaTb CBOWA
cnocob aevcteus. Bonpoc 06 aBTOHOMHOM AEWCTBUM - 3TO BOMPOC O CBOOOAE U OTBETCTBEHHOCTM.

CerogHsi, B cuTyaumm BOCCO34aHUSA HOBbIX (POPM MONMUTUYECKOrO NPOTUBOCTOSAAHWUS, BONpoc 06 aBTOHOMUM 4eroBeka,
rpaxxgaHuHa, Xy[AoXXHWKa CHOBa CTAHOBWUTCH akTyamnbHbiM. B guckyccum o BO3MOXHOCTSIX aBTOHOMHbIX MPOEKTOB
BblpabaTbiBaeTCA KOHKPETHAsA CTpaTerns U TakTuka COBPEMEHHOrO NIEBOr0 CO3HaHWS, CTPEMSILLErO K NPEOAONEHNI0 cTaTycC-
KBO Heo-nubepanbHoro obuiecTaa.

Bonpocbl aBTOHOMUU B pamMkax KOHKPETHOW NOMUTUYECKOW cuTyaumm Obinn BnepBble NocTaBneHbl B 60ble rofbl ABUXKEHNEM
paboyenn aBToHOMMM B UTanuu (Autonomia Operaia), ounocodckummu Tpyaamm ToHn Herpu, Teogopa AgopHo, KopHennyca
Kactapuaguca n gpyrux domnococdos. IMEHHO B 3TO BpeMsi OCTPO BCTan BOMNPOC: KakMe BO3MOXHOCTWN eCTb Y HOBbIX NEBbIX B
NPOTUBOCTOSIHAM BO3HUKAIOLLEN B TO BpeMsi ToTanbHOCTM noTpebutensckoro obuiectsa. B uckycctee ata npobnemsl ctosanm
He MeHee OCTpO, YEM B MONUTMKE. PasoyapoBaHHOCTb XYAOXHUKOB CMOXMUBLUEWCS MOTPEOUTENBCKON MOLENbLIO KYNbTYpbl,
perynupyemMon pamkamu 6ypxkyasHblX UHCTUTYLMK, HacTosiTeNnbHO TpeboBana NnonckoB Bbixofa 3a npeaensl “white cube” n
CO30aHuNsi HOBbIX MOZEenNen NpeofoneHna-NpoaomKeHUsa uckycctesa. Bcé aTto Hawno oTpaxeHue B OrPOMHOM KONMYECTBE
TBOPYECKMX MHULMATUB “CHU3Y”, KOTOPbIE aKTMBHO NO3WLMOHMPOBANM CBOW HE3AaBUCUMbIE/aBTOHOMHbIE CTpaTernm co3gaHus
WCKYCCTBa M UCKaBLUMMM A1 HEFO HOBOE MECTO B COLMyME.

BaHO nog4epKHyTb, YTO AMCKYyCCUS 06 aBTOHOMMM KacaeTCsi Takxke LLUMPOKO pacnpoCTpaHEeHHOM NPakTUKK yxoaa us counyma.
ViMeHHo pa3BuTre noTpebutensckoro obLecTsa cnocobCcTBOBano MosIBNEHUIO anbTepHATUBHbLIX CyOKYnbTYp, OTKa3blBaOLLMXCS
OT aKTMBHOM coumanbHon nosuumun. MNeccummnam AQopHO, YTBEPXKAABLUEro, YTO HEBO3MOXHA MOAMMHHAS XWU3Hb B pamMKax
hanbLMBOro KanuTanMcTU4eCcKoro Lernoro, nocne nopaxeHus cTyaeH4Yeckon pesontoumm 1968 roga, oBnagen MHOMMMU U,
npexae BCero, Monoaéxbio, obnagaBlie NOBbILEHHbIM YyBCTBOM CMpaBeannBocTu. B oTnvume, oT CBOMX COpaTHUKOB,
OTNpaBMBLUMXCS “B JONMMIA NyTb Yepe3 MHCTUTyumn”, OHM He 3axoTenu nckaTb cebe MecTo B pamkax noTpebuTenbckoro
obuecTBa, 1 BbIbpanu cTpaTeruio yxoaa.

B Poccuun, rge Tonbko cenvac npoucxoguT Mpouecc CTaHOBMEHUS KanUTanMCTUYECKUX OTHOLUEHWIA, 3TU BOMPOCHI
nepexusatrTcsa no-ceoemy bonee octpo, 4em B rnobanbHOM KOHTeKcTe. Bonpoc aBTOHOMWKM - 3TO BOMPOC CO3JaHus
rpaxkgaHCcKoro AemokpaTuyeckoro obLlecTsa, OT KOTOPOro Mbl ceroaHsi elé bonee aanekun, yem 15 net Hasag. B Poccum no-
npexHemy npeobrnagaeTt NonvLencko- penpeccuBHas Mogernb rocyaapCTBEHHOro YCTPOWCTBA. TONbKO €CNu paHblie Mbl

Autonomy as a Space for Action

Is free action possible? What are its boundaries?
Such questions, which address the issue of
autonomy, are fundamental to human existence. Yet
the idea of autonomy as such only arises when an
individual or a group finds itself in conflict with its
surroundings. In this conflict, the self’'s position
needs to be reinformed; a means of action must be
chosen. In this sense, the starting point for a
discourse on the autonomy of action does not only
ask the question of freedom but also addresses
the issue of responsibility.

Today, as new forms of political resistance emerge,
the question of the human being’s autonomy, be it
civic or artistic, is the first and foremost question
that one should ask. In discussing the possibilities
for autonomous projects, contemporary leftwing
consciousness develops concrete strategies and
tactics of overcoming neoliberalism’s status-quo.
The question of autonomy first became acute in the
concrete political situation of the1960s and can be
associated with the worker's autonomy movement
in Italy (Autonomia Operaia) and with philosophical
works by Toni Negri, Theodor Adorno, and
Cornelius Castoriadis, among others. It is just at
this time that the question was especially pressing:
which new possibilities are open to the new left in
opposing the emerging totality of a consumerized
society? In the arts, this problematique was no less



cTarnkuMBanucb ¢ GopoKpaTUHECKUM KanuTannmamom, TO CErofaHsi 3To
Oonurapxvyeckni Kanutanuam, NPMCBOUBLLMI B CBOIO NMOMb3y obuue
ueHHocTwn. lNMpouncxoasiiee paspyLleHue “coumanbHoOro rocygapcrasa’”
n nobepna HeonubepanbHOM mModenu ycTponcTea obuwecTBa,
OCHOBaHHOM Ha anonornm cBo6OAHON KOHKYPEHLIMN BCEX CO BCEMMU,
napanusyeTt BCe coLuuanbHble CBSA3M, MOSTHOCTbIO aTOMU3MPYs
obwecTBo. B aton cutyauun nobbie popmMbl anbTepHaTUBHbIX
NpPOeKTOB CHoBa ob6peTaloT cBoM OCBOGOAUTENbLHLIA NOoTeHuKnan.
Celiyac BocCTaHOBMNEHME MOABMU COLMANbHOCTU U3HYTPU CaMOro
obLecTBa (B hopMe 3KONOrn4ecknx 1 PeMmHUCTKUX rpynn, ABUXKEHUN
3a ceoboay murpaumm u oTMEHy BU3, 3a CO3[aHue He3aBUCUMbIX
BbICTABOYHbIX NMPOCTPAHCTB M NMPOCBETUTENbCKMUX U34aTenbCKUX
NPOEKTOB, CKBOTTOB, KOMMYH 1 T.i.) UrpaeT NO3UTUBHYH posb. Peyb
naeT He O JOMOSIHEHMU K CYLLECTBYIOLLEW rpaXKaaHCKoON cucteme u
He O BbiXo[e M3 Hee, a 0 BOCCO3aHuM caMoro obLecTBa.
MckyccTBO MOXET urpaTb B 3TUX NpoLieccax He NOCMNEAHIo ponb U
Ha ero TeppuToOpUM BO3MOXHO BblCOKasl cTeneHb cBoGoaHOro
9KCMepuUMeHTa, KPUTUKM U MOLENUPOBAHUSA YTONMUYECKUX BO3-
MOXHOCTEN HOBOW 3apoxjaruwencs coumanbHocTU. XoTsa Obl
NMOTOMY, YTO OHO MOKa €LIEé HAXOAUTbLCA No4 MUHUMAIbHbLIM THETOM
npsMon LeH3ypbl. Ho Ansg aToro UckycctBo AOMKHO OblTb 3aHOBO
NO3NLMOHNPOBAHO Kak aBTOHOMHbIA DEHOMEH, a He Kak 4acTb
NOEeoNorn4eckon HaacTponkn odiecTea, NOBA3aHHOM TOTaNbHOCTLIO
OTYYXXAEHHOro KanutanucTuyeckoro cnocoba npousBoactBa u
obmeHa. TonbKo Torga OHO CMOXET YEeTKO OCO3HaTb CBOW aBaHrapa-
Hble BO3MOXHOCTM U BbITb NocnegoBaTeNbHbLIM Ha NyTU KX
peanusauuu.

B cBoé Bpemsa AnekcaHgp PogdeHko npososrnawan: “pabotatb
cpegun Bcex, aAns Bcex u co ecemn”. B To Bpemsi OH anennuposan K
peanbHOCTU 1 MaccaM, NnpeobpaxeHHbIM peBorntoLmen, K obLLecTBY,
B KOTOPOM ObINI0 OTMEHEHO oTYyxaeHue. CerogHs 3TOT Npu3biB,
HEeCMOTPS Ha BCHO ero npuBrekaTerlbHOCTb, AOMKeH ObiTb NOCTaBMNeH
noa comHeHune. Cenvac BO3HMKAeT NOTPeBHOCTb B SICHOM
NOHMMaHUN BO3MOXHOCTEN BOBIEYEHHOW aBTOHOMUM (engaged
autonomy), pacumwiatoLLiern obwectTseHHoe U cobCcTBEHHOE CO3HaHue
Ons NOHMMaHUs MeXaHW3MOB COLMarnbHOro yCTPOMCTBA, NPOTUMBO-
CTOALWMNX BCeM Knulle obliecTBa KanuTana, B TOM 4ucne, u
CNOXMBLUEWCSI CUCTEME UCKYCCTBA.

Tpebyetcs rnyboko oco3HaHHas KpuTU4eckas No3uuusi, No3Bo-
nswLwas nckatbe opMbl A9 HOBOW couManbHOW opraHusauuu, npm
3TOM, He pacTBOPSSICb B 3CTETUKe NpsiMoro BMewarternbcTea. Hago
ObITb CNOCOBHBLIM BCE BPEMSA HEMATUBHO OLIEHMBATL CBOKO COOCTBEH-
HYH KOMMNPOMWCHOCTb, FpaHuLbl CBOE aBTOHOMWUMU, KOTOpbIE
OOMXHbl MOCTOSIHHO NEepPeocMbICNATLCSA/3aBOEBLIBATCS.

Takum obpasom, obcyxaeHne npoekTa aBTOHOMUU eCTb ogHa u3
BO3MOXXHbIX OPM OTBETCTBEHHOIO M MO3UTUBHOIO OTBETA Ha BOMPOC
0 MecTe XyAOXHUKa. DTa No3MLUs OCTaBNsieT BO3MOXHOCTb MbICIUTb
cebs1 B AMHaMuKe NOASIMHHOMO pa3BUTMS UCKYCCTBa 1 3aHOBO 0bpecTu
cebsa kak cybbekTa MCTOpUM, NOCTOSAHHO MpeodorfeBaloLlero Kak
CcOBCTBEHHYO (PU3NYECKYID OrpaHMY4EHHOCTb, Tak U coLManbHYyto
aBTOHOMHOCTb.
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pressing. The disenchantment of the established
model for art-consumption, regulated by the
framework of bourgeois institutions, urgently
demanded that artists search for an exit out of the
“white cube”, that they attempt to develop new
models for the overcoming or the continuance of
art. Thus, a huge variety of creative “grass-roots”
initiatives came into being, actively positioning their
strategies of autonomy or independence, searching
out new places for their art in society.

It is important to realize that any discourse on
autonomy also concerns all anti-social practices of
leaving or abandoning the social order. It is precisely
the development of a consumer society that gave
rise to mechanisms for the creation of alternative
sub-cultures who did not aspire to any active social
role. The failure of the student revolt of 1968 and
negative views such as Adorno’s pessimism, which
articulates itself most precisely in his formulation of
the impossibility of real life in the context of a false,
capitalist entirety, led to the many secessions. Most
importantly, this concerned many young people with
a moral sense of justice. Unlike most of their
contemporaries, who had hit the “long road through
the institutions”, they had no desire to search for a
place in consumer society; instead, they opted to
leave.

In Russia, where capitalist conditions are only in
the process of being established, the question of
autonomy is experienced far more intensively than
in the overall global context. The question of
autonomy is the question of creating a demaocratic,
civil society, something that we are even further away
from today than 15 years ago. Russia is still policed
by a repressive model of government. Yet if the past
confronted us with the bureaucratization of capita-
lism, the Russia of today is ruled by oligarchic
capitalism, which is appropriating all common
values for its own good. The destruction of the “social
state” and the victory of the neoliberal model of social
order, based on the apologetics of fair competition
of the free-for-all, paralyses all social relationships,
atomizing society completely. In this situation, any
form of alternative project takes on a new, pressing
meaning. Today, the reinstatement of “grass roots”
(environmentalist or feminist groups, initiatives for
free migration and the abolishing of visas,
independent exhibition spaces or publishing
houses, squats and communes etc.) is capable of
playing an extremely positive role, which consists
neither in augmenting the existing civil order, nor in

leaving its domain, but of re-forming society from
the ground up.

In these processes, art can play an important role,
since it is still hardly under the control of direct
censorship: in the field of the arts, there is a high
level of freedom for experiment, criticism, and
modelling utopian possibilities of society’s rebirth.
But in order to do so, art must reposition itself as an
autonomous phenomenon and not as a part of
society’s ideological superstructure, totally bound
by capitalism’s alienating means of production and
exchange. It is only then that art can reach clarity as
to its avantgarde possibilities, becoming
consequential on the road to their realization.

In his time, Alexander Rodchenko demanded that
art “work among everyone, for everyone, and with
everyone”. His appeal is directed toward a reality
transformed by revolution, a society in which
alienation had been temporarily lifted. While this plea
is still attractive today, it must be called into question.
At present, there is a need to clarify the understanding
of the possibilities of an engaged autonomy, which
can clear a path through social and individual
consciousness to understand the mechanisms of
the social order, thereby interrogating all the capitalist
society’s clichés into question. Needless to say,
these clichés also include the art-system itself.
Today, it is necessary to consciously take a deeply
critical position. It is only through this criticism that
we can embark upon a common search for new
forms of social organization without dissolving in
the aesthetics of direct intervention. We need to be
capable of making a negative judgement as to our
capacity for compromise, the boundary of our
autonomy, which we continually need to reinform
and recapture.

So where is the artist’s location? One of the forms
for a responsible, positive answer lies in the
theoretization of the project of autonomy. This
position leaves enough space to think or imagine
oneself in the dynamics of art’s authentic
development, to find that one has become an
historical subject, continually surmounting its own
physical boundaries as well as its social autonomy.

0 soictasounom npoekte “POXTO” | Mepna-apr Poccun n Cesepubix Crpaw
About exhibition project “ROHTO0” | Media Art from Russia and Northern Countries

“POXTQO” (B nepeBoae C PMHCKOrO - “NeKapcTBO”) - 3TO XyA0XXECTBEHHbIV MPOEKT,
peanuayembii N0 NHULMATMBE M3BECTHOIO OMHCKOro XygokHuka Mapkyca PeHBanna.
Cam Mapkyc PeHBann onpegensieT HanpaerneHve cBoen pabotbl kak “Straight-on-
Medicine Art”, 4yTo gOCTaTOYHO MPUONU3UTENBHO MOXHO NEPEBECTU HA PYCCKUN A3bIK
Kak “MCKycCTBO MpsSIMOro MeAuUMHCKOro Bo3gdencTteus”. Bce npousseaeHus,
npeacTaBneHHbIe Ha BbICTaBKE, TaK UMW MHaYe, OTpaXarT peakumio Xy40XHUKOB Ha
COCTOsIHME COBPEMEHHOro0 poccumnckoro obuecTtea. Miges Mapkyca PeHnBanna,
NpU3bIBatOLLErO XYOOXHUKOB aKTUBHO y4aCcTBOBATL B XXM3HW O6LLEeCTBa, NomMoraTb
YHWKEHHBIM U OCKOPOGIEHHbIM, UCMPaBAsiTe HpaBbl U T.4., - 6M3Kka poccunckomy
co3HaHuo. OT nepeaBwKHNKOB 4o ManeBu4a, n oT Accoumnaumm XyaoXHNKOB
peBontounoHHon Poccun (AXPPa) oo mactepoB coupeanvaMa — pycckue XyooXKHWUKM,
Tak UM MHavye, CTPEMUIUCL U3MEHWUTL COLMAnbHY AeNCTBUTENBHOCTD.

OcobeHHoCcTb npoekTa “POXTO” 3aknioyaeTcs B TOM, YTO 34eCb 3Ta cTapas 3agada
pellaeTcs cpeAcTBaMu caMoro COBPEMEHHOrO UckyccTBa. K yyacTuio B BbiICTaBke, Kak
C PYCCKOW, TaK U CO CKaHAWHABCKOW CTOPOHbI, Gbifv NpuUrnatleHbl XyaoXKHUKN,
KoTopble paboTaloT B 06nacT HOBbIX TEXHOMOMUIA U 3aHMMalOTCsl BUOEO0-apToM,

Meaua-apToM, apT-cayHOOM, SKCNepUMeEHTasIbHOM MY3bIKOW.

Mpn nopaepxke canoHa dmpmeHHon annapatypbl Hi-Fi Audio u

(PUPMEHHBIX MarasMHoB Sony

“ROHTO” is an art-project initiated by Finnish artist Markus Renvall.
Markus himself defines his activities as Straight-on-Medicine Art. All the
works presented in the frames of the show reflects the artists’ reaction on
the condition of Russian society. The ideas of Markus Renvall, who
pushes artists to take part in the activities of society and to help the
humble and the offended, are to the correct the morals which are deeply
rooted in Russian consciousness. Russian artists — from peredvizshniki
to Malevich and from Association of Artists of Revolutionary Russia
(AHRR) till social realists — tried to change reality one way or another. In
the ROHTO project this old goal is achieved by means of Contemporary
Art. All the artists participating in the project work in the field of media art,

art sound and experimental music.
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Korgpa nioau, xusywne B 0gHOM M3 PErMoHOB Mupa
AEKNapupytoT, YTO UX rpynna MMeeT NpaBo XWUTb aBTOHOM-
HO, OHW FOBOPSIT O TOM, YTO XOTSAT CaMu YNpaBnaTb CBOEN

Hawe TtpeboBaHue npaBa camMOCTOATENLHO ONpenensTb
CBOW MOCTYMKW OTpaXkaeT Halle ybexaeHue B TOM, YTO Mbl
He3aBUCUMBbI.

XN3HbI. TUMM TpebOBaHUAMMU, OHU, B CYLLHOCTH, OTpULa-
0T NONMUTUYECKYIO U IOPUANYECKYIO BNACTb TeEX, KTO He
OTHOocuTCA K ux rpynne. OHU yTBepXaakoT, YTO HE3aBUCMMO
OT TOro, HAaCKONbKO Ha MpPaKTMKe BHELUHAS BNacTb MOXeT
pacnopskatbCsa Hag HUMM, 3Ta BNacTb ABNAETCHA HE3aKOH-
HOW N OHW oaHM obnapgatT MNONTHOMOYUAMU, YTOOLI
onpenenaTe U npegnucaTb NpaBuna, KOTopble yNpaBnsaoT
NX XWU3HbIO.

Korga yenosek Ageknapupyet nogobHble
TpeboBaHMsA, KacawLmecs HEKOTOpPbIX
chep ero coO6CTBEHHOM XU3HU, OH TaKxke
oTpuuaert, 4to kTo-nnbo ewé obnagaet
BMacTblo, YTOOLI yNpaBnATb ero aeatenb-
HOCTbIO B npegenax aton cdepbl. OH
3asABseT 0 TOM, 4YTO f6OW KOHTPOMb Haf
€ro nocTynkamu SBnseTCs He3aKOHHbIM,
€CNKn TNbKO OH CaM HenocpeacTBEHHO He
neruTUMUpyerT ero.

Bce, 4To Mbl coBeplwaem,

IDEOLOGICAL PRESSURE
WOEOJTIOM'MYECKOE OABJIEHUE

N

30HA CBOBO/Ibl
FREE ZONE
PAST 1\\‘<::;I-l

COOTHOCUTCSI C 0OCTOATENDb-
cTBaMu npoLwsyioro n Hacrtoa-
uero, Hag KOoTopbiMun y Hac
HET MEXaHNU3MOB KOHTpPOIA.
YunTbiBas BCe HalM 3HAHWA
O TOM, 4YTO €CTb, U HaWwwu

ToT, KTO AencTByeT, ABNseTcs

TeopeTnkn ocTalTCa NacCUBHbIMU
cBuaeTensaMmn cobbiTUIA, HA OCHOBE
KOTOPbIX OHW NpeAcKasbiBatoT byay-
wee. Ho akTMBUCT HE MOXET OcTaBa-
TbCSA NpPOCTbiM Habnwgartenem
npoucxogsuiero. Y aktmeucrta HeT
OPYron BO3MOXHOCTU, KPOMe Kak
BNUATb Ha TO, YTO €ro OKPYXaeT,
Jaxe ecnu BCE 4YTO OH genaet
npegonpeaeneHo codbiTMaMm npo-
wnoro. Ona toro 4tobbl onpe-
[ennUTbCA HaM Henb3s oCTaBaTbCA
M30LWWPEHHLIMK TEOPETUKAMM, N Mbl
He Hy>XXOJaeMcsi B COMHEHUsIX neru-
TUMHOCTW Hallen BHYTPEHHe BOnu
K OENCTBUIO.

CBOBOOHOE OEWCTBUE

aKTUBUCTOM. HUKTO HE MOXeT
OeNCTBOBaTh KpOMe cybbekTa
[EencTBUSA - akTUBUCTA. TONbKO
OH cnocobeH ocyLecTBNAT

npeacTaBreHns o TOM, Kak
JOJKXHO ObITb, Mbl AOJKHbI
onpefenntb Haw cnocob
nencTeus.

Kaxnablh akTuBUCT obrnagaeT BNacTblo Hajg CBOUMMU
noctynkamu. 3Ta BNacTb He 3akryeHa B ero nonutu-
YeCKOW MNN coumanbHOM ponu, OHa He YKOpEHEHa HuU
3aKkoHe HM B Tpaguuuun. OHa OCHOBaHa Ha TOM MPOCTOM
dakTe, YTO aKTUBUCT CNOCOBGEH caM MHULMMPOBATb CBOWU
JencrTeuns.

PRESSURE CBOE rpaBo Ha
1 NOCTYMOK.

PHYSIOLOGICAL PRESSURE:
TpagUUNOHHbIE YrPO3bl UHAUBK-
AyanbHOW aBTOHOMMUM: MPOMbI-
BaHMWe MO3roB, MPUHYXAeHue,
HapKkoTUYecKkas 3aBUCUMOCTb,
nenpeccusi, 6ecrnokoncTeo, U MHO-
KEeCTBO APYrMX MCUXOSOrMYecKmx
COCTOAAHUIA, HECOBMECTUMbBIX C
BO3MOXHOCTbIO CaMoynpaBieHus.

FREFE

ACTION

M TaKk kaK HMKakon akt He MOXeT
urpatb porib NPUYUHLI, ECMN KTO-
TO He XXenaeT pacueHnBaTh ero Kak
NPUYMHY, TO akTMBUCT obpeTaeT
aBTOHOMHYH BriacTb Haj cunamu,
KOTOpble OBWXYT UM.

Korga Mbl genctByeM nogobHbIM
006pas3om, CMbICH HALLErO XenaHus
ynpaBnaTb caMmmu coboi ocTa-
€TCHA HesICHbIM ANs Hac, Npyu TOM,
YTO NErMTUMHOCTb 3TOrO XenaHus
He ocTaBnsgeT COMHEHMUs B NpaBo-
MEPHOCTN aBTOHOMHOIO AENCTBUS.

ABTOHOMUSA ABNSAETCA OTKPbITOM M 3aKPbITOW CUCTEMON, U OHa onpefensdeTca Kak 4OCTUXEHUE MOAEHTUYHOCTU, CTPEMSALWENCAS WU3MeHUTb cebda B mupe

T oward t h e

1. When people living in some region of
the world declare that their group has the
right to live autonomously, they are saying
that they ought to be allowed to govern
themselves. In making this claim, they are,
in essence, rejecting the political and legal
authority of those not in their group. They
are insisting that whatever power these
outsiders may have over them, this power
is illegitimate; they, and they alone, have
the authority to determine and enforce the
rules and policies that govern their lives.
2. When an individual makes a similar
declaration about some sphere of his/her
own life, he/she, too, is denying that
anyone else has the authority to control
his/her activity within this sphere; he/she
is saying that any exercise of power over
this activity is illegitimate unless he/she
authorizes it herself.

3. The demand to be permitted to govern
ourselves reflects the conviction that we
are, in essence, self-governors. An activist
is one who acts. In order to act, one must
initiate one’s action. Since nothing and no

legitimacy

one has the power to act except the activist
him/herself. He/she alone is entitled to
exercise this power, if he/she is entitled to
act.

4. Every activist has an authority over him/
herself that is grounded, not in his/her
political or social role, nor in any law or
custom, but in the simple fact that he/she
alone can initiate her actions.

5. Despite the special inalienable nature
of our authority over ourselves, it is
possible for us to fail to govern ourselves,
just as it is possible for a political leader
to fail to govern those who fall within her
domain.

6. What distinguishes the autonomy-
undermining influences on a person’s will
from those motivating forces that merely
play a role in the self-governing process?
This is the question that all accounts of
autonomy try to answer.

The puzzle at the heart of these questions
is a puzzle about the relationship between
the agent’s power and the power of the
forces that move her.

of independent

7. There is certainly widespread agree-
ment about the paradigm threats to
personal autonomy: brainwashing, com-
pulsion, addiction, depression, anxiety,
and many other conditions are prevented
from governing themselves.

8. Everything we do is a response to the
past and present circumstances over
which we have no control. Given everything
we know about what is and what ought to
be, we have to determine how we are
going to act.

9. Necessarily, theoretical reasoners are
passive bystanders to the events on the
basis of which they predict future events.
But activists are not mere observers of the
passing scene. As practical reasoners, we
have no choice but to determine our
responses to what we observe — even if
everything we do — and so, everything we
decide to do — is determined by events in
the past. To make up our minds, we need
not be sophisticated reasoners. We need
not even be capable of doubting the legiti-
macy of our most powerful motives.

action

10. And since no fact can play the role of a
reason unless someone takes it to be a
reason, activists necessarily have the
ultimate authority over the powers that
move them.

11. The content of our desire to govern
ourselves when we act thus remains
obscure to us, even as the legitimacy of
this desire is clear.

12. Autonomy is both open and closed; it
requires some degree of self-modeling.
Furthermore, autonomy is closely related
to individuality and self-governance, the
combination of the two yielding indepen-
dent functionality through the organized
interaction of processes.

13. The value of autonomy in explaining
the individuality of minds, as well as the
openness of mind in terms of its integ-
ration into the world and with its infra-
structure suggests that it may be able to
cast similar insight onto living systems.
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Teopop AJOpPHO B MOMEHT 3axBaTta ctyaeHTamun “‘UHcTutyta CoumanbHbix MCCHg,ElOBaHVIW | ®paHkdypT Ha MariHe, 1969 /
Theodor Adorno at the moment of the occupation by students of the Institute of Social Reseérch / Frankfurt am Main, 1969 /

Teopop BuseHrpyHg AQOPHO — OAMH U3 Hanboree BblaatoLwmxcsa mbicniutenen XX Beka. AQOpPHO
poaunca B 1903. OH yuunca Bo ®paHkdypTCKOM yHMBEpcUTETe, rae mayyan cunocoduio,
coumonoruio, ncuxonoruio U mMysbelky. B 1931 AgopHo ctan coTpyaHuyatb ¢ paHKypPTCKUM
MuctutyTom CoumanbHbix Viccneposanuin. Cnacasicb oT Haumsma, B 1934 UHcTutyT cHavana
nepemectuncsa B Lliopux, a ¢ 1938 roga pa6otan B Hulo-Mopke. B 1953, B BospacTe 50 ner,
ApopHo Bo3Bpaturncs Bo PpaHkadypT, rae oH ¢ 1959 ctan gupektopom MHCTUTYTa nocne oTcTaBku
Xopkxarimepa. B 1969 rogy cTtyaeHTbl 3axBaTbiBaloT 3gaHne NHCTUTyTa 1 AZOPHO Bbi3biBaeT
nonuuuio, anst Toro 4To6bLl ocBo6oAUTL NomelleHus. locne 3Toro MHUMAEHTa, CTYAEeHThbl B
arpeccvBHOM XanneHuHroson dopme borikoTupoanu nekumm AgopHo. AgopHo ymep B 1969 B
Llisenuapun, byayun noTpsiCEH NPOU3OLIEAWMMU COOLITUAMN — TaK U HE 3aKOHYMB CBOW Tpya
“OcTetnyeckan Teopus”.

OcHoBHble Tpyabl AgopHo — “[Aunanektuka MNpoceelieHuns” (coBmecTHo ¢ M. Xopkxaimepom),
1947, “©Ounocodumsi HoBor My3bikn” (1949), “HeratuBHasa guanekTtuka”, 1966, “OcteTnyeckas
Teopusa” (1970, nocmepTHO). AOOPHO, Hapsay C APYrMMU MblcruTensammn ®paHKdypTCKOW LLKOIbI,
ncrnonb3oBan rereneBckylo AManekTuky Ans aHanusa nonvMTUYECKUX, MOEONOrNYEeCcKNX 1
3KOHOMWYECKMX MPOTUBOPEUNIA NO3AHEro Kanutanuama. lMpu aTom OH, BCrnef 3a CBOUM OpPYroMm
n yuntenem Banbtepom BeHbsiMMHOM, HacTauBan Ha ocoboi, HEMPUMUPUMON opme
OVanekTuky, KoTopasi He NPMBOAUT K 3acCTbiBLUEMY pe3yrnbTaTy, U B KOTOPOW HeraTuBHoe
npeobnapaet Hag no3vMTuBHbLIM. B otnuume ot lNerens, AQOpHO pa3BuBan CBOK “HEraTUBHYHO
avanektuky” B cobpaHusax—“co3Be3guax”’ apkux acdopusmos, nsberas cucremMaTuyeckoro
pasBuTUSa U CTabunmsaumm NOHATUNA.

OcHoBHOM umnepaTve AQOPHO — MOCTOSHHOE “He3aKOHHOe” BTOPXKEHWE MbICIIN U UCKYyCCTBa
Ha TEPPUTOPUIO, MO TEM UITN MHBIM NPUYMHAM 3anpeLLeHHYo, B 30HY “Heno3HaBaemoro”, abecypaa,
HEMY3blKanbHOro 1 T.4. OTO BTOPXEHWEe He OCYLLeCTBMseTcsa aBTOMaTtU4ecku, NpPoCTOn
HarnocTblo, a TOMNBbKO MYTEeM XyA0XXECTBEHHOIO MU MbICIIMTENBHOIO OMKPLIMUS HOBOTO criocoba
BMAETb peanbHOCTb (T.e., HOBOW opMbl). BTopXXeHWe B 3Tu 30HbI AenaeT nx aBTOHOMHbIMU —
He CYLLHOCTHO, NOTOMY YTO WX rpaHuubl onpeaerneHbl counansHOM CUCTEMOM — HO KOHKPETHO-
NCTOPUYECKM, MOTOMY YTO Marno KTO ocMenuBaeTcs Tyaa 3arnsHyTb. WckycctBo Gopetcs ¢
obLecTBOM 3a HOBble CnoOcoObl BblpaXeHUss, U ocBoboxaaeT 30HbI aBTOHOMUM ANA UX
nocrneayLero 0CBoeHus1 cy6bekTom obLiecTsa.

B cBoem Tpyae “Octetnyeckas Teopma” AQOPHO CTPEMUTCS NPOTMBOCTOATb MOAYUHEHUIO
MCKYCCTBa U MbICAWN MHOYCTPUEN KynbTypbl. AQOPHO obpallaeTcs Kk npyMepam asBaHrapAaHoro
uckyccTtea 1 dmnocodun, NOCKONbKY OH BUAMT, YTO TONbKO B paboTe, 3aTpavyeHHON 3puTenem
O5NS MOHMMaHWsA NPOM3BEOEHUS WCKYCCTBa, MOXET BO3HMKATb €ro UCTMHHAs LIEHHOCTb, BHE
TOBapHbIX OLEHOK.

AOOpPHO CKEeNTUYeCKN OT3bIBancs O HalwuxX BO3MOXHOCTAX NMPOTUBOCTOSIHUS MeXaHu3mMam
BCeoObEMMIOLLEN UHAYCTPUM KyNbTYpbl. VI AIOpHO He faeT Ham ybeanTenbLHOro oTBeTa Ha BONpocC
O TOM, Kak BHYTpPUW 3TOW TOTanuTapHOW rereMoHuu, BO3HUKAET MPOTUBOCTOSIHUE U KPUTUKA.
Tparegusi cMepTv AQOPHO 3aKkNYaeTCs B TOM, YTO Ha NPaKTUKE OH OTKasarcs YBUAETb, YTO €ro
naen nonutmsaumm dunocodun obrnagatoT MOLLHON BHYTPEHHEN AUHAMUKOW. DTa BHYTPEHHSSA
OWHaMyKa npuBerna K KOHKpeTHbIM AeACTBUSIM CTYAEHTOB, KOTOPbIE€ OH HE CMOr pasfenuThb.
AZopHO ObIN hakTUYECKM CMETEH 3TUM ABMXEHMEM, Korga anutapHas aBToHOMUS MHCTUTYTa
CoumanbHbIX nccrnefoBaHWn CTONKHYNacb ¢ HOBbIMKW, Gonee arpeccuMBHbIMU hopMamu
aBTOHOMWM CTYAEHTOB — KOTOPbIE OHa Xe U caenana BO3MOXHbIMU.

Theodor Wiesengrund Adorno was born in 1903. He attended the University of
Frankfurt where he studied philosophy, sociology, psychology, and music. In
1931Adorno joined the Frankfurt Institute for Social Research. Escaping from
Nazism, the Institute moved to Zurich in 1934, and Adorno in 1938, rejoined
the Institute, which was now located in New York. In 1953, at the age of 50,
Adorno left the United States and returned to Frankfurt to take up a position
with the Institute In 1959 he became its director following the retirement of
Max Horkheimer. In 1969 students occupy the building of the Institute and
Adorno calls police to clean the office. After that incident, students, in an
aggressive form, of happening, boycotted his lectures. Adorno died in 1969 in
Switzerland, after being shocked by the aforementioned events, and while
writing what many believe to be his most important work, Aesthetic Theory.

The main works of Adorno: “Dialectics of Enlightnenment” (with M. Horkheimer),
1947, “The philosophy of the new music” (1949), “The negative dialectic”
(1966),"The Aesthetic Theory” (1970, published posthumously). Adorno, along
with other participants of the so-called Frankfurt School, used Hegelian
dialectics for the analysis of the political, ideological, and economic
contradictions of the late capitalism. Adorno followed his friend and teacher
Walter Benjamin in insisting on a special, irreconcilable form of dialectic,
which does not lead to a frozen result and where the negative trumps over the
positive. Unlike Hegel, Adorno developed his “negative dialectics” in the
constellations of loose aphorisms, never aspiring to a system and avoiding
any stabilization of his concepts.

The main imperative of Adorno is the constant illegitimate irruption of thought
and art into a territory which is for this or that reason closed to it - into the zone
of the inconceivable, of the absurd, of the dissonance, and so forth. Such
irruption is not realized automatically, through pure audacity, but only through
an artistic or intellectual invention of a new way of viewing reality (i.e., of a new
form). The irruption into these zones renders them autonomous - not essentially,
since their borders are determined by the social system - but concretely,
historically, since hardly anyone dares to glimpse into them. Art fights with
society for the new modes of expression and liberates the zones of autonomy
for their further occupation by the subject of society.

Adorno’s presentation of his theory of aesthetics in Aesthetic Theory
participates in an effort to by-pass the reduction of art and thought to the
culture industry. He lauds difficult art and philosophy; for, as he sees it, only
through a struggle to understand can value be given its true rights here.
Overall, Adorno’s “Aesthetic Theory” struggles to reach a balance between the
avant-garde art that risks being ‘normalised’ and reified in capitalist society,
and the essentially radical autonomy of art objects which are, as such,
singularly out of harmony with the social conditions (including criticism)
enabling them to speak. It is the tragedy of Adorno’s death that in practice he
refused to see the connection between his ideas of the politicization of
philosophy and the concrete actions of students. Adorno was actually crashed
by this movement — in which the elite autonomy of the Institute of Social
Research faced the new, much more aggressive forms of students’ autonomy.



Anatonuii Ocmonosckmii | Kommentapwii ® “dcternveckodi Teopnn” Teogopa Apopwo | rnasa  “OGuectso, acTerHka, HekyccTso”

Hckycemeo cmanosumces 06ujecmeenHbim sigienuem 61a200apsi ceoeil MckyccTBO UMEHHO B cuny cBoeln HedyHKLMOHaNnbHOCTU 3aHMMaeT cBoe MecTo. Bece dyHKunoHansHoe (nnm
onnosuyuy 06wWecmay, npuyem dmy RO3UYUIO OHO 3AHUMAEN, MOALKO CIA8 06LL1eCTBEHHOE) HAaXoAUTCSH B XaOTUYHOM COCTOSIHUW, rAe nepenyTaHbl Lienu U CPeacTBa, HavanbHUKK 1
aemonomubim. Kpucmannuzysce 6 cebe kax camocmosmenvho pa3eueuueecs NoAYnHEHHble, BnagenbLbl 1 HaeMHble. OcBobOXaeHNE OT (PYHKLMOHANBHOCTN — 3TO MocrefoBaTernbHas
ABNeHUe, He Y20AHCOarujee Cyuecmayouum 6 00uecmee HOpMam U He nonuTuyeckas 3agada MCKyccTBa, KOoTopasi ocnapvBaeTcs OOLEeCcTBOM, NMONIMTUYECKUMU OBUKEHUAMMU,
Keanuguyupyowue camo cebs Kax 0buecmeento noiesnoe”, uCKyccmeo HEKOTOPbIMW CETMEHTaMM CaMOW CUCTEMbI UCKYCCTBa. 3aHNMasi CBOE MECTO, — YTO AaeTC HEMMOBEPHbLIMM
Kpumukyem obuecmeo camum Gakmom ceoe2o cywecmeosanus, 6yoyuu YCUINUSIMU — UCKYCCTBO YKa3blBaeT 0OLLEeCTBY Ha Ero 4E30praHM30BaHHOCTb. ATO MECTO B COLIMONONM UCKYCCTBa
OCYHCOCHO NYPUMAHAMU 8CEX MACEIL. Ha3blBaeTCcsl aBTOHOMUEN. ABTOHOMMS UCKYCCTBa HE O3HA4YaeT coepXaTernbHYyl OTPeLIeHHOCTb UCKYyCcCTBa
OT aKkTyarnbHbIX Npobnem obwecTBa. ATn Npobnemsbl B TON MM MHON dOpMe MOryT cTaTb NPeaMeToM
O6wecmeenHnbiM 6 UCKYCCMEE SAGIISLCIMCS €20 UMMAHEHMHOe O8UINCEHUe XyOOXEeCTBEHHOW pednekcun, OfHaKoO pesynbraT 3ToW pedriekcun He MMEEeT HUYero obLiero ¢ ObbIYHbIM
npomueé 0bwecmea, a He 3asA6IeHHASL UM 60 6CEYCIBIUARUE NOZUYUSL. SMMMPUYECKNM UCCIELOBAHMEM U BbINUCHIBAHMEM PELLENTOB UCLIENEHNs. AT Npobnembl 6epyTcs B kayecTBe
3Haka BceoOLMx npobriem, Ux akTyanbHOe codepXaHue Anst uckycctea 6e3pasnuyHo. Hanpumep akuus
Ecnu npoussedenusim uckyccmeda u C80UCMEEHHA KAKASA-MO 00U ecmeeHHas BHenpaBuTenbCTBEHHOW KOHTPOMbHOM kKomuccumn “Mpotme Bcex” Ha Maeaonee JleHnHa. C ogHOM CTOPOHBI
DYHKYUS, MO OHA 3AKTIOUACMCA UMEHHO 6 UX HePYHKYUOHATbHOCMU. B cuny Mbl CTarnikMBaemcs C akTyarnbHenwen npobnemaTukorn BbIOOpoOB, — 3Ta akuus Gbina YyacTblo NpeaBbIGOPHON
€80€20 OmauYUsL OM 3aK0LO0BAHHOU PEAbHOCU OHU He2AMUGHO NONUTUYECKON KamnaHun “npoTmB Bcex” - C OPYron, ee XyAoOXeCTBEHHOEe 3HayeHWe COoAepXUTcsa B
ONUYEMBOPAIOM COCMOAHUE, 8 KOMOPOM MO, YMO CYUWeCcmeyen, Haxooum aKkTyanu3auum No3yHra cTaBLUero NyTeBOAHOMN 3Be30W ANs KaX4oro YneHa poccuiickoro obwecTsa. B aToi
nodobaiowee emy mMecmo, céoe cobcmaeennoe. He BECeriol KOHCTaTauuMu COAEPXUTCS 3HAYMTENbHbLIA KPUTUYECKUIA CMbICH.
Ipoussedenus uckyccmea, cmpemawuecs u30aeumcs om emuuusma nocpeoCmeoM pedaibHo20, 6 gblcuiell cnenexu OencTBuTENbHO, 06GOPOTHON CTOPOHOW aBTOHOMMUM
COMHUMETIBbHO20 NOJAUMUYUECKO20 MeutlamelbCmed 6 HCU3Hb 061/{466‘}’}16&, 6 pesylbmame Heu30edHcHo20 u muientHo 80cxeaiiemoco ABNAEeTCA nocteneHHasd HePITpaJ'IM3aLI.VIF|. 3Ty HeVITpa-
ynpowienus pecyyisipHo 3anymoslediomcs 6 npomueopedusx 104 CH020 CO3HAHUA NO OMHOWEHUIO K o6mecm3y. B npakmuke nn3ayno co3gardT MMeHHO Te CprKTypr CUCTEMbI
“Kopomxoeo Ovixanus”, KOMopoil OHU cleno OMOAarmcs, NPoOLe8aemcs ux cOOCMEeHHAs Clenomd. nckyccTBa, Kotopble obecnednBatoT €ero aBTOHOMMUIO.
3anHTepecoBaHHasi B nonynspusaunm, nNpocBeLLeHN
HUsbaenenue om qbemumumza }’lpOMS’BG@@HM}Z uckycemea — 00HA U3 CAMbBIX CePbe3HbIX JI0OBYULEK Kanumaiucmuieckoco 06W€Cﬂ180. cuncrtema I/ICKyCCTBa NOCTENEeHHO NuaeT npon3seneHns
enas npouseedenus uckyccmea npeomemom Kyniu-npooaxcu Kanumaiusm KOPpyMuupyem Xyo00xiCHUKOS, 3apaxcaenm ux MCKYCCTBa MX KOHMIIMKTHOCTU, COLManbHOM OCTPOThI.
nompe6umeﬂbcm60/w u qbemumuamo,w. Cruwrxom Olleeu()HbllZ, HO JIOJCHBIU 8bIXOO0 — noaumusayusl ucKyccmed, cozoanue Tak nocTeneHHo Mbl CTarnkmuBaemcs B MySSHX C 3allamMmum
DYHKYUOHATUBUPOBAHHBIX (DOPM UCKYCCEA, NOPBLIBAIOUUX C CODCTNEEHHOU NPEOMEMHOCMbIO. 30€Ch UCKYCCHBO CMAHOBUMCS rae “ectecTBeHHbIM” o6pa3omM MOryT coceacTBOBaTb
JHCepmEoll ULTI03UU COOCMBEHHOU NOAUMUYECKOU I PeKMUBHOCMUL. OpYyr C OpPYroM cambli pagukanbHbii abCcTpakLMoHWU3M
M camblii OPTOAOKCanbHbIA coupeanuam. 3To cocen-
Ho co ceoum 06peM€HeHHblM BUHOU qbemummmozw npousgedeyuﬂM ucKkycemea paccmamaoscsl He ydaemc;z, makx Jce Kak u 6cem, Ha CTBO He npeactaBumoe elle AecCATb neTt TOMy Ha3ag
KOM mszcomeem 8UHA, 68e0b 6 mupe, noJIHOCMvlo COYUAIbHO onocpedo@annbzm, HUYMO He cmoun 6 CmopoHe om KOHmeKkcma eco ABIIAETCA CBMNOETEelIbCTBOM HeVITpaJ‘IVISauI/IVI. B 6OJ'IOT-
BUHDL. HOW TPSICUHE UNMNI030PHOr0 6ECKOHMIINKTHOrO CyLLEecT-
BOBaHWS ypaBHMBAETCS BCe: CTanMHM3M C HaLM3MOM,
Hp0u36edeHuﬂ, KAk npaesuio, okasvelearon Kpumuieckoe soz0elicmeue 6 JNOXY C680€20 NosslerHUs Ha ceent,; no3aice OHU, He 6 MapKcusm cC J'IM66paj'IVI3MOM, a6CTpaKLLVIOH N3M C
NOCNIECOHION oqepeab U3-3a USMEeHUBULUXCA OmHOLMEHulZ, Heﬂmpaﬂusy}omc;z. Heﬁmpaﬂusauuﬂ —omo yexa, yniadueaemas ucCKyccmeom peann3mom.

oﬁwecmgy 3a scmemudecKyro aemoHOMUIO.

“B 6ex momanbHOU Helimpaiu3ayuy HA4UHAemcsi JI0J4CHOE NPUMUPEHUE C OeliCIEUMEeNIbHOCIbIO U 8 Chepe PAOUKaIbHO aOCMpPaKmHoU Takum o6pasoM aBTOHOMHOE NPou3BeaeHNe UCKYCCTBa
Jlcusonucu — becnpedmemHule U300padNceHusi 200Mcsi Ok MO2o, Ymoobl CMAamv HACMEHHbIMU YKPAUWEHUAMU 8 SNOXY HOB020 CTAHOBMTCS 3aNoOXHWKOM camoro cebsda. Ho aTa
brazococmosanus’”. npobnema He pelsaema cunamy UCKyccTea
pr60£‘mb, aHCecnmoKocniy, Cy6‘b€Kmu6H0€ }l@pO 31a anpuopu ompuyaemcs UCKyCcCmeom, HeomvemaeMblM /IeEMEHNMOM KOMOPOo2o A6NAenics uoean muwiameyilbHo MHbIMVI crnoBamMu
c4)0pMuposaHHoeo, - UMEHHO 6 3MOM, ad He 6 NPOosOo32ldeHUU MOPAIbHblX Me3Ucos Uil 6 oocmudiceruu MOopallbHO20 6030€elicmeusl U COCmoum yuacmue ucKyccmea 6 mopaiu, B KanutanumucTtu-
ymo ceszvieaem e2o ¢ boiee 00CMOUHbIM Yel08eKa 06W€Cm@0M. 4YeCKoM O6L|J,eCT-
BE HE BO3MOXHO
HCKyCC}’}’lBO Aensaemci ¢OpMOIZ npakmuxku u He OO0JIICHO U3BUHANBCS 34 mo, 4mo OHO He Oezicmgyem npsamo, Henocpedcmeelmo; oaoice eciu Ovl OHO 3AX0MeNo amoco, OHO He 6b|Tb nocnepno-
cMo210 bbl 3Mo2o bocmuub, noaumuyecKoe 6030elcmeue — 6eulb 6 gviculell cmeneny COMHUMeNbHas OJA ucKkycemed, 6 mom 4ucien u O0JI51 MAK HA3blI8AEMO20 AH2ANCUPOBAHHO2O BaTesrnbHbIM, NOTU
uckycemea. no “koHua”. lMo-
nob6Haa 6eckom-
Yem beccmuvionee 061/[460}716’0 nepexodum K momalbHOCmu, 6 pamKax Komopoﬁ OHO 6cem), 6 mom 4ucie U UCKyccmey, ydeﬂ}zem Habﬂewcamue Mecmo, mem pesue u nojiHee OHo n p OMUCCHOCTb
nonApusyemcs, pacnaddiacs Ha cgepul, 8 OOHOU U3 KOMOPLIX 61ACMBYen U0eoN02Us, a 8 OpYeoll — Npomecm, U 3ma NOIApu3ayUs 8psao au uoem oouecmasy Ha noav3y. 3akaH4yuBaeTcH
TYMUKOM ......
Ab6conomuviil npomecm cyacaem e20 603MOHNCHOCMU U 6HE3ANHO MEHAem C6010 HanpaeileHHOoCHlb, o6pau4a}wb K ceoemy CO6CWZG€HHOMy PA3YMHOM)Y OCHOBAHUIO...
Ocnosnbim OTy MbICnb nyylle Bcero unnoctpupyeT uctopus pacnaga CCCP. Obnagas Bcel TOTanbHOCTbIO Macc-MeaMa KOMMYHMCTUYECKAsa NapTus BCE paBHO He Morna
ceolicmgom ybeauTb B CBOEW NpaBoTe LUMPOKME MACChl. VIMEHHO B 9TOT MOMEHT NPUHUMM arutauumn “oT ABepu K ABepu” paboTan B HeCKONbKO pa3 addekTBHen Yem niobas
udeonozuu TeneBM3MOHHaa unNu paauvo nepepada. CoseTckas MAEeoONorMsa Bowsa B 3Tan CBOEro HEMWHYEMOro camopaspylueHusi. To camopaspylleHue 6bino
AGAAEMCS MO, KOH(UrypaTUBHbLIM T.€. LU0 U3HYTPY CaMOoi CTPYKTYpbl BNacTu. B yacTHOM npumepe ¢ Macc-meaua BUOHO, YTO MMEHHO CTanuHUCTCKas MOEONorus He No3Bonsana
umo et He 00 pagukanbHO U3MeHUTb hopmy Macc-meaua, AobaBuB el 4ONOMHUTENbHbIE pecypcbl ybeauTenbHOCTU. HanpoTus, B COBPEMEHHOW CUTyauuu Korga
KOHYa eepsim, “nemokpatumyeckne” CMU GesornagHo BpyT, NepeaepruBatoT, CKPbIBAKT, UX OENCTBUS MOYTU BCEraa onpenensiet nofiIMTUYECKYD CUTyauuto B HY)XXHOM Aris
om rOCMOACTBYHLIErO knacca pycne. HanpacHo onno3numoHepbl BCeX MacTewn XayT BpemMeH korga bypxyasHele CMU camm cobon nsonrytcs. 910 BpeMsi, KOHEYHO,
camonpespenus HaCTYMNWT, OQHAKO TaK e Kak 1 NPy COBETCKOW BNAacCTV pa3pyLLeHWe NPoM3oMaeT U3HYTPU KOHUrypaLmm BypxyasHbix Meauna, a aTa KoHdurypaumus npuHUMnmMansHo
ona dsudicemcst OTNMYHA OT COBETCKOW. Tak, Hanpumep OypxyasHble CMW nagkm Ha ceHcauuu, ckanganbl, pasfMYHOro pofa SKCLECChl U AeBuaumm — BO3MOXHO 3TOT MOMEHT
6 Cmopomny Korga-To cTaHeT pewatowm. Camon e cunbHom 3awmTton GypxxkyasHbix CMW aensieTcs 10, 4TO MM “He OO KOHUA BEPST’, @ OHU U He TpebytoT aTon Bepbl. OHK
camopaspyuenus. pacnpoCTpaHSIOT reHepanbHbIA NPUHLMN BypXKya3HOro co3HaHust obmaH “mepa 3a mepy”. A obmaHy Tebs, HO n fam obmaHyTb cebsi. Tak pearnbHble OTHOLIEHUS

BbITECHAIOTCA B obnactb 6ecco3HaTenbHoro, pednektopHoro. Npe3peHne, KOTOpbIM, CaMu TOrO He OCO3HaBasi, HarpaxaawT cebsi psaoBble YHaCTHUKU STOrO
KOMMNEKTMBHOrO “3aroBopa 0OMaHOB” pacnpOCTPaHAETCS M Ha CamMooLEeHKY. B GypykyasHOM oOLLIECTBE HET HU OQHOrO yBEPEHHOro B cebe cybbekTa.

T'ocnodcmeyiowue cosnanue He Modicem 0c60600UMbCA OM Ecnu nckycctBo orpaHnMyYmnT CBOKO aBTOHOMMIO, TO OTAACT cebs B MONHOE pacnopsiKeHne CyLLeCcTBYoLeMy 06LecTBY; ecnm
ceoeli cobcmeen o1l Udeono2ull, He HaHOCs yujepba K€ OHO HEeYKINOHHO OyaeT NpuaepXKnBaTbCa N3GPaHHbIX MM NO3MLUIA, TO C HE MEHbLLIEM YCMEXOM CMOXET MHTErpupoBaThCH
camocoxpanenuio obuecmsa. B 00LeCTBO B KayecTBe BronHe 6e3o0bumaHoi n 6e3BpenHo cdepbl HapaBHe C ApyrMMy obnacTamu gestenbHocTh. B aTon

anopumn NposBNsSeTcs ToTanbHOCTL 06LWecTBa, NOrMoLaLWero BCe, YTO NPOMCXOAUT N BO3HMKAET. TO, YTO Npov3BeaeHNs
To, umo npouseedenus ucKkyccmea, Kax Heko20a KyGUuHbl U 0TKa3bIBalOTCA OT KOMMYHUKaUUW, ABNSETCA HEOOXOANMMbBIM, HO HM B KOEM Cry4Yyae He AO0CTaTOYHbIM YyCNOBMEM
CMantysmxu, 6bLICMAGIAIOMCA HA NPOOAICY HA PblHKe, HEeMAEeOoNOrM4YHOCTM MX npupoAbl. LleHTpanbHbIM KpUTepmem SIBNSETCS Cuna BbipaXKeHus, NOCPeACTBOM KOTOPOro
ABNACMCA He HAOPY2AMeNbCMEOM HAO HUMU, A NPOCMbIM GeccnoBecHble NPov3BeAeHNA UCKyCcCTBa obpeTalT KpacHOPEeYMBOCTb. B BbIpaXKeHMM OHM pacKpbIBalOTCA Kak cneg oT
cneocmeuem ux yHacmus 6 RPoU3600CMEEHHbIX OMHOUEHUSX. paHbl, HAaHEeCeHHOW O6LLIEeCTBOM; BblpaeHne — 39TO coumanbHbii PepMEHT UX aBTOHOMHOW (hOPMbI.

3onwl Kpumuku 06mecm8a Haxooamcs 6 npouzsedeuuﬂx ucKyccmea mam, 20e 60ﬂum, mam, 20e 6 ux BHIPANHCEHUU RPOABIACHICA UCMOPpUYECKU 06_}1(,']108./18”"(1}1 Heucmuna 06mecmeeunb1x OmMHOUWIeH Ul
Anatoly Osmolovsky | Comments on Theodor Adorno’s “Aesthetic Theory” | Chapter “Society, Aesthetic, Art”

Art occupies the space that it inhabits because of its lack of function. In art, everything functional (or social) has been volted into chaos; means and ends, superiors and inferiors,
owners and staff have been switched. The liberation from functionality is art’s last political task, a task that is refuted by society, political movements, as well as some segments of
art itself. By taking its place — as the result of unspeakable efforts — art makes society aware of its own disorganization. In the sociology of art, this place is known as autonomy. The
autonomy of art does not mean that art will always be cut off from society’s current problems. In one way or the other, these problems will become the object of artistic reflection,
although the result of this reflection has nothing at all in common with ordinary empirical examinations or therapeutic perscriptions. Instead, these problems are understood as signs
for universal issues, whose current content is of no importance to art.

Autonomy’s flipside is gradual neutralization. This neutralization gives rise to those structures of the art system that guarantee its autonomy. Vesting an interest in popularization and
educational goals, the art system slowly depletes the art-work of its conflicts and its social bite. For this reason, it becomes possible that, upon visiting a museum, we encounter
rooms in which radical abstractionism and orthodox Socialist Realism are “natural” neighbours. This neighborly relationship, impossible even 10 years ago, pays testimony to the
process of neutralization. In the swampy quagmire of conflict-free coexistance, everything is equalized: Stalinism becomes equal to Nazism, Marxism to liberalism, abstractionism to
realism.

If art limits its autonomy, then it submits completely to the control of the established social order; on the other hand, if art steadily defends its chosen positions, it will be just as
successful in integrating itself into society as a wholy inoffensive, harmless sphere, equal to other fields of activity. This apora manifest the totality of society, which absorbs every
occurance as it arises. For the art-work, the refusal to communicate is necessary, but this hardly guarantees its freedom from ideology. A central criterion can be found in the expressive
power through which the wordless art work becomes articulate and eloquent. Through expression, the work of art breaks open like a wound inflicted upon society; expression is the
social fermentation of the art-work’s formal autonomy.

Any autonomous work of art becomes its own hostage. But this problem cannot be solved through art.
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d BTOHOMEHH
Tekct ocHoBah Ha matepuanax Mempynapopnoro Counanucthueckoro Mypnana

[Autonomia Operaial

“ABTOHOMHOE ABWXEHNE”, COCTOsIBLUEE N3 psiAa MECTHbIX
KONMeKTUBOB, 0603Ha4YMI0 CBOUM MOSIBIIEHMEM KOHEL, LIenoro
nepvoaa pabouyero asmxeHus n 6opbbbl. ioes eanHon
HauMOHanbHOWM opraHu3aumm Obina BpeMeHHO ocTaBreHa. BaameH
nosiBuMnocbk HaspaHue “ABToHOMUsI Pabouunx”, npuHMMmaemoe Bce
HOBbLIMW M HOBbLIMW MarnbIMX TPynnamMu U KONNEKTUBaMMU,
OpraHu3yLMMNCS BOKPYr pabounx MecT, a Takke TakuMu
crneundmyeckummn rpynnaMm HaceneHust kak 6e3paboTHble 1
CTyAeHTbl. B yacTHOCTH, yHUBEPCUTETLI CTanu Anst aBTOHOMUCTOB
BaXHOW 6a3oi — yxe He Kak LeHTpbl 06pa3oBaHHbIX U HEAOBOMbHbLIX
CTYLEHTOB 13 cpeaHero knacca (kak B pesontouum 1968 . — A.M.), a
Kak BaXHoe MecTo BCcTped Ans 6e3paboTHoW Monoaexu.

ToHn Herpu 6bin ogHOWM M3 KIOYEBLIX TEOPETUYECKUX UTYp B
ocHoBaHun “OpraHusoBaHHon ABToHOMUKU” (Autonomia Organizzata),
MUHUMAarnbHO KOOPAMHUPYEMOW CETU MECTHbIX OpraHu3auui,
pacnpocTpaHeHHbIX No Bcel Vtanuu. Autonomia cosHaTenbHO
oTBeprana mael aBaHrap4HoW NapTumM U LeHTpanu3oBaHHOro
pyKOBOACTBa, BMECTO 3TOr0 YTBEPXKAAA aBTOHOMUIO MECTHbIX Fpynm.
Herpv HacTamBan, 4to nonuMTu4yeckas opraHusauus OormkHa
NOCTOSIHHO CTaBUTb NPOBNeEMy LieHTpanu3aumMm u gemokpatun. B
KOMMYHUCTUYECKMX PEBOSOLMSAX NPOLUIIOro LeHTpanM3oBaHHoe
PYKOBOACTBO MapTuel B KAaKOW-TO MOMEHT Heu3bexHo yayLiano
nponeTapckyo opraHn3aumio BNacTu, U B 3TOT MOMEHT pPeBOSOLIMSA
norm6ana. B aTom cmbicne Herpu xoten, 4yto6bl Autonomia 6eina
aHTMnapTuen, geLeHTpanmM3oBaHHOM OTKPbLITON CETb OpraHu3auui.
B TeuyeHne 1970x pasnuyHble aBTOHOMHbIE rpynnbl Mo Bcen Utanun
OCYLLECTBIANN MONUTUYECKYH MHTEPBEHLMIO B CBOMX PEMMOHAX U Ha
cBoux pabounx mectax. Cnocobbl 60pbObl ObINN camMbIMU PasHbIMA:
Hanpumep, OHW BKNOYanu B cebs MaccoBbIi 0Tka3 OT onnarhbl
npoesaa B TpaHCNoOpPTE, CKBOTTUHI (CaMOBOSbHOE 3aHsTUE
NyCTYIOLLMX MOMELLEHNIA), “CamMO-yMEHbLIEHUE” KBAPTUPHOWN Nnatbl 1
TenedgoHHbIX cHEeTOB U T.A4. Ha paboymx Mmectax aBTOHOMMUCTbI TOXE
Benu maccoByto 60pbby, YacTo B NPOTUBOCTOSIHMM C NpOodhco3amu
unu c komnapTtuein. CounanbHOM ONoport aBTOHOMUCTOB
NOCTENEHHO CTaHOBMUIUCb Criou 0bLEecTBa, UCKMOYEHHbIE (MK
MaprvHanun3oBaHHble) U3 npouecca npoussoacTBa. IJTU cnow Obinm
He TONbKO OTYYXAEHbl OT KanuTanucTU4eckoro nNpon3BoacTBa, HO
Takke OTUYYXXAEHbl OT O6LieHaUnoHanbHbIX NEBbIX OpraHn3aLui.
31K cnom ouywanu npegaTenscTBO CO CTOPOHbI PEBOJTIOLIMOHHBIX
napTuin n 6binK, NO3TOMy ropas3go 6onee 4yBCTBUTENbHBI K
aBTOHOMWCTaM, y KOTOPbIX He Oblno o6LieHaLoHaNsHOW CTPYKTYpbI
W KOTOpblE Aenanu BaXHbl akLeHT Ha CYObEKTUBHbBIX YCTPEMITEHUSAX
y4acTHUKOB 60pbObl. ABTOHOMUCTLI U OBOLLECTBEHHbIE ABUXEHUS
MaprvHanoB, B3siTble BMECTE, NPOU3BENN CEpPbe3HbIV CABUT B
naeonorun GbIBLLMX akTUBUCTOB paboyero knacca (“BokepucTos”).
ABTOHOMHbIE TpYNMbl SBHO Npegnarany anstepHaTuey
aBTOPUTapPHbLIM rpynnam TPaauLMOHHbIX PEBOMIOLNOHHbLIX NEBLIX, a
WHWULMATMBbLI CHU3Y NPegoCcTaBUNM UM pearibHy couunarnbHy cpeay.
Kaxpas ataka aBToHOMOB Obina nouckom Buaa 60pbObl, KOTOPbLIA
HemeZaneHHo npuHeceT nnogel. NocnegoBaTensHOCTL OPM
60pbbbl pa3BMBanach Kak NpoLecc COBEPLUEHCTBOBAHUSA ApYron
cuctembl Bnactn. Maccel peanusoBbiBanu 3Ty BNacTb, a aBaHrapg
ykasblBan cdepy Ans eé ocylecTneHus. MNpun aToM, CUHTE3
NONMMTUYECKOro U 3KOHOMUYECKOro AEeNCTBUS, KOTOpbIA Bcerga
XapakTepusyeT peBotoLMOHHY 6opbby paboyero knacca,
NpoOMCXO4uN 30ecb HEMOCPEeACTBEHHO Ha YPOBHE peanusauun
BNacT aBTOHOMWCTOB.

On the history of “workers’ autonomy” /Autonomia Operaia/

text based on the materials from

The ‘autonomous movement’ was a series of locally based collectives,
marked the end of a whole period in worker’s thought and strugle. The
concept of a single national organisation was temporarily abandoned.
Instead the name “Workers’ Autonomy” was adopted by a growing
number of small groups and collectives based around workplaces,
geographical areas or particular groups of the population such as the
unemployed or students. The universities in particular became an
important base for the autonomists, no longer as centres for well
educated, middle class, discontented students, but as a huge meeting
place for unemployed youth.

Toni Negri was one of key theoretic figure in establishing Autonomia
Organizzata (Organized Autonomy), a loosely coordinated network of
local organizations throughout Italy. Autonomia was decidedly opposed
to the notion of vanguard party and centralized leadership, posing
instead the autonomy of local groups. Negri insisted that political
organization had continually to pose the problem of centralization and
democracy. In past communist revolutions, the centralized party
management of power has always at a certain point strangled the
proletarian organization of powers, and at that point the revolution has
come to an end. In this sense Negri argued for Autonomia to be an
anti-party, a decentralized and open political network of organization.

Throughout the mid-1970s various autonomous groups particular in
Italy carried on a political intervention in their workplaces and localities.
These struggles varied enormously in their aims. They included
organising mass refusal to pay fares on buses, squatting, or ‘self
reduction’ of rents, telephone bills, etc. In the workplaces too the
autonomists led many mass struggles, often in the face of bitter
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opposition from the unions or the communist party. The social base of
the autonomists became increasingly those sections excluded (or
‘marginalised’, as the autonomists would say) from the productive
process. These sectors were not only alienated from capitalist
production but also felt alienated from the nationally organised
revolutionary left.

Feeling disillusioned and betrayed by the revolutionary parties, these
sectors were far more responsive to the autonomists, who did not have
a national structure and placed such great emphasis on the subjectivity
of the participants within any struggle. The autonomists and the
movements interacted with each other to bring about a major shift in
the ideology of the former workerists. For not only did the autonomist
groups appear to offer an alternative to the authoritarian groups of the
traditional revolutionary left, but the movements gave the autonomist
current a real social milieu to work in.

Every act of attack has been a search for a form of struggle that would
pay immediately. The entire sequence of forms of struggle has
developed as a process of perfecting a system of power. The masses
exercised this power, while the vanguards indicated the terrain on
which to move. The vanguards did not present themselves as a
substitution for the archaic trade union functions. On the contrary, they
presented the immediate terrain of the struggle for power. The
synthesis of political and economic action, which is always a
characteristic of the revolutionary struggle of the working class,
happened here immediately, at the level of the exercise of the
autonomist power.






Kopuennyc Kacropuaguc | B Kakom cmbicne yenoBek MoMer GbiTb aBTOHOMHbIM?

Kopremnyc Kactopuaaunc — gpunocod, moauTHIecKuii MBICTUTENb, COLHATbHBIA KPATHK, IIPAKTHKYIOIINH ICHX0aHATUTHK ¥ 9KOHOMHUCT, COPEIaKTOP JETeHIaPHOTQ PEBOTIOIIOHHOTO
s)kypHaina “Conmanm3M mwid BapapctBo” (1948-1967) u rpynmbl ¢ OZHOMMEHHBIM HazBaHUeM. “‘Comuann3M mwin BapBapcTBo™ pa3BHBal paIuKalbHYI0 KPUTUKY KOMMYHH3MAa,
OCHOBaHHYIO Ha Hjee pabodero caMoyInpaBJieHHs, OKa3aB OTPOMHOE BIHSIHHE Ha CTyAeHYecKo-pabodee BoccTanue B [lapmke B Mae 1968. BmioTs 10 mMoCieTHUX CBOUX AHEH

N3

Kacropuaauc npomoimkal miucath o MOJUTHKE, 00IIeCTBE, IICHX0aHaIn3e, GUIocohuu 1 BOOOPaKEHNUH CO CBOECH 0C000 TOUKH 3pEHHSI, BHOXHOBICHHOH “MPOEKTOM aBTOHOMHH .

Sapom yenoBeka sBnseTca Aylwa (b6eccosHaTenbHoe, BneveHus). Jliobas naes No ycTpaHeHUo Uin “noduvMHeHno” aToro sapa Gbina Okl MONPoCTy Hemnena;
Takas 3afaya He TONIbKO HEBLIMOJIHMMA, OHa paBHSAMach Obl YOWUMCTBY YenoBeka. KpoMe Toro, B Mool AaHHbIM MOMEHT YerloBek HeceT ¢ coGol, B cebe
MCTOPUIO, KOTOpasi He MOXET U He OoIkKHa ObiTh “ycTpaHeHa”, MOCKOMbKY cama pedriekcrBHasi CMOCOGHOCTb M ICHOCTb CO3HaHUS YenoBeKka CyTb MPOAYKTHI
3TOW UcTopUn. ABTOHOMMS YerloBeka COCTOUT B BOCCTaHOBIIEHUM UHOTO OTHOLLEHMS Mexay pedieKCMBHOM U OPYTMMU NCUXMYECKUMU UHCTaHLUAMMU, PaBHO Kak
MeXay HacToALWMM U UCTOpUEN, KakoBas [AenaeT YenoBeka TeM, YTO OH ecTb. ATO OTHOLLEHWE MO3BONAET YenoBeky M3bexaTb NopaboLLleHNss MOBTOPEHMEM,
OrnsAHYTbCS Ha cebs, oTpediekcMpoBaTb NPUYMHBLI CBOMX MbICNEi U MOTUBbLI MOCTYMNKOB, HaMpaBfsieMbIX MPOSCHEHMEM CBOErO XenaHUs U HaleNeHHbIX Ha
MCTUHY. OTa aBTOHOMMUS, KakK Mbl 3HAaeM, MOXET pearibHO M3MeHUTb MOBedeHVe YenoBeka. ATO O3HaAYaeT, YTo YenoBek Gorblie yKe He SIBMSeTCs YACTBIM U
MaccUBHLIM MPOAYKTOM CBOEM AyLM M UCTOPUW, NPOOYKTOM couMarnbHbIX MHCTUTYTOB. VHbIMK crioBaMu, hopMUpoBaHUE pediieKCUBHON U MbICTIUTENbBHOM
WHCTaHL1W, TO €CTb NOASNNHHOW CYGbEKTUBHOCTHU, BbICBOGOXAAET paaukanbHoe BOOGpaXKeHNe CUHTYIISIPHOrO YENOBEYECKOro CyLLECTBA Kak MICTOYHMK TBOPYECTBa
1 UBMEHEHWI, NO3BOMSAA eMy AOCTUYb pearbHoV cBoGoabl. ATa cBoGoAa MpeanonaraeT, KOHEYHO, HeonpeaeneHHOCTb NCMXUYECKOTO MUpa, PaBHO Kak ero
NPOHULIAEMOCTb. ANs CMbIcINoB. Ho oHa Takke noapasymMeBaeT, YTo NPOCTO AaHHbI CMbICH nepecTan ObiTb NPUYMHOI (Kak 3To Bcerga o6CToUT B coumarnbHO-
MCTOPMYECKOM MUPE) N YTO MMeETCs pearibHasi BO3MOXHOCTb BbiGopa He MPOAMKTOBAHHOIO 3apaHee cMblicia. WMHbiMK crioBami, ogHaxabl chopMUpoBaHHasi,
pednekcuBHas UHCTaHUMS UrpaeT aKkTUBHYIO, He OMpeaerieHHy0 3apaHee Porb B pasBepTbiBaHW U 00pa3oBaHUW eMbicna, KakoB Gbl HY OblNl €ro UCTOYHMK
(6yob To paaukanbHoOe TBOpYECKOe BOOOpaXkeHWe CUHIYMSIPHOTO CyLecTBa UNW peuenuus cMbicra, NopoXxaeHHoro obLiecTBoM). B cBol oyepenb, 3TO BHOBb
npegnonaraer o0cobblii NCUXUYECKUI MexaHU3M: ObiTb aBTOHOMHbIM 3HAYMT 0bnafaTb NMCUXMYECKU Harpy>XeHHOW CBOGOAON UM HAaLENEeHHOCTbIO Ha UCTUHY.

CBoboga v UcTUHA He MOryT ObiTb 0O6bEKTaMM MCUXUYECKUX MHBECTULIMIA, ECMM OHU YXXe HEe BO3HUKIM B KAYeCTBE COLMarbHO BbISIBIEHHBIX BOOOpakaeMbix
3HayeHWi. HaueneHHbIM Ha aBTOHOMMUIO MHAMBUA HE MOXEeT MOSABUTLCSA, MoKa coLuaribHO-UCTOPUYECcKoe Mnosie He 3MEHWUTOCH TakuM 06GpasoM, YTO OTKPLINOCh
6e3rpaHnyHoe NpPOCTPaHCTBO BOMPOCOB (NMPOCTPaHCTBO 6e3 YYPEXAEHHON NN ABNEHHOW UCTUHDLI, Hanpumep). [nsa Toro, YTo6bl HEKTO MOr 0GHaPYXUTbL B cebe
CUIbl 1 BO3MOXHOCTb BCTaTb U cKasaTb: “Haluy 3akoHbl HeCMpaBeAnmBbI, HaWKW Gor — fKuBbI”, TpebyeTcsl M3MEeHeHMe coumarnbHbIX UHCTUTYTOB, @ 3TO MOXEeT
ObITb AENOM TOMbKO YYpeauTeSlbHOro BOOGPaKeHMs.

Heobxoanmas OOHOBPEMEHHOCTb 3TUX ABYX 3N1E€MEeHTOB B npouecce counanbHO-UCTOPUYECKOTO U3MEHEHUA NPUBOOUT K TAaKOMY MOJIOXEHUID Oen, KOTopoe
HEMBICJITMMO C TOYKU 3pEeHUA YHaCJ'Ie,D,OBaHHOIZ norukn getepmmHaumn. Kak MoxHo cos3gatb cBo6oaHoe 06LecTBO A0 TOro, Kak NosiBUNUCbL cBoGoaHbIe noan?
n OTKyda BO3bMYTCA Takue rpynnbl naen, ecrnv OHK yXe He BbIpOCJin B cBobone? OagHako peanbHaa ncTtopna MHOrokpaTHO onpoBeprana 3Ty O4eBUOHYHO
HEBO3MOXHOCTb. B aTOM onpoBepXeHUn Mbl BHOBb BUANM TBOpPYECKYyO pa60Ty yypeanTenbHoro BOO6pa)K6HVIF| KaK pagukanbHOro BOO6pa)KeHVIﬂ aBTOHOMHOWM
KOJNMNMEKTUBHOCTHW.

Takum o6pa30M, HensbexHoe yCBO€HME NHCTUTYTOB OTCbIJTAaeT YesioBeka K counaribHOMYy MUPY. Toro, KTO roBopwuT, 4TO OH/OHa X04eT OblTb CBOOOAHLIM U, B TO
Xe BpeM4A, 3adaBndeT, YTo ero/eé He NHTEpPEeCYT 00LEeCTBEHHbIE WHCTUTYThI, crnefgyet OTnpaBUTb O6paTHO 3a napry. Ho TY XXe CaMylo CBA3b MOXHO BbIABUTb,
MCXOAst 3 CaMOro CMbICa 3aKoHa. YCTaHOBUTb COBCTBEHHbIN 3aKOH Ansi cebsi caMoro — 3To MMEET CMbICI NULLb Ans HEKOTOpPbIX obnacTem X1U3HU n coBepLUeHHO
6eCCMbICNEHHO OJ1s1 MHOTMX OPYrnx: He TONbKO AnA TeX, rae A BCTpedatko OPpYyrnx (ﬂ Mory gocCctudb C HUMU NOHUMaHUA, Unn 60pOTbCF| C HUMU, Unm nNpocTto
UrHopmpoBaTb VIX), HO 1 Ons Tex, rae s cTankuMBalChb C 00WECTBOM Kak TakoBbIM, C coLManbHbIM 3aKOHOM — C 06LLEeCTBEHHLIMM MHCTUTYTaMWU.

MOI’y JIN A CKa3aTb, YTO yCTaHaBnnBaro CBOI COOCTBEHHbIV 3aKOH, Korga st Mo HeobxoauMoCTH XNBY NO 3aKOHaMm obuwecTtea? [a, ecnn (VI TOJ1bKO ECJ'IVI) A Mory
CcKkasaTb — OCMbICIIEHHO U SICHO — YTO 3aKOH 3TOT Takke U MoW. YTobbl O6biTb CMOCOOHLIM 3TO CKka3aTb, MHE HE Hago ero O}J,06pF|Tb; [0CTaTO4YHO, YTOObI Y MeHA
nmMenacb pearnbHaa BO3MOXHOCTb aKTUMBHO y4YaCTBOBaTb B CO34aHUN U UCNOJTHEHNN 3aKOHa. Ecnu a npuHumalo ngeto aBToHOMUN Kak TakoBYO (VI He TOJ1bKO
NOTOMY, 4YTO “oHa 6naro gns MeHﬂ”) — a K 3TOMY HUKaKoe OKa3aTeNlbCTBO HE MOXET MeHA NPUHYOUTb, KaK HUKakoe [0Ka3aTesfibCTBO HE MOXET 3aCTaBUTb MEeHA
corracoBbiBaTb MOM Crfi0Ba C AerflaMu, — TO CyLLecTBOBaHMEe HeornpeaenéHHoro MHoOXecTBa BXOAALWNX B obLecTBO Ntogen HemeaneHHo BrieyeT 3a coboi naeto
OeMokpaTun, onpeaeneHHOn Kak pearibHas BO3MOXHOCTb paBHOMoO y4yacTtna BCexX B yqpenMTeanon 0esATeNbHOCTN, paBHO Kak M B MPAMOW peanusaumm
BnacTu.

W, TeM He MeHee, B JaHHbI MOMEHT Mbl, MOXOXeE, HAXOAMMCS ellle B CaMOM Havarne, NocKomnbKy doyHaamMmeHTanbHas “Bnactb”’ B obLecTse, NepBUYHas BNacTb,
OT KOTOpPOW 3aBUCAT BCE OCTarbHbIE (TO, YTO S Ha3biBald OCHOBOMOAratLLen BNacTbio), — 3TO BNacTb yuypeantensHas. W o Tex nop, noka Mbl HAX0AUMCS MOf,
Yyapamu “KOHCTUTYLIMOHHOW MNM3uKN”, 3Ta BNacTb He onpeaensiemMa, NoCKONbKy OTHOCUTCH K ydpeauTenbHOMY BooOpakeHuto. A3bik, cemMbsi, HpaBbl, “‘naen”,
“NCKYCCTBO”, HECMETHOE MHOXECTBO pPa3fMyHbIX BUAOB COLManbHOMW aKTUBHOCTM, PABHO Kak U UX 3BOJOLIMSA, B CBOEN CYLLECTBEHHOWN 4YacTu BbIXOAAT 32 paMKu
3aKoHOAaTeNbHON AesaTenbHocTu. Mo Gomnblien YyacTu, B TOW CTeneHu, B KOTOPOW 3Ty BMNacTb MOXHO pasfensTb, ee pasgenstoT Bce. Kaxabii siBnsetcs
noTeHUManbHbIM COaBTOPOM 3BOSIOLMM A3blka, CEMbM, 0ObIYaeB U Tak ganee.

Jlio6oe yupexaeHne, paBHO kKak U camasi pagukanbHas peBosoUmMs, KOTOPYIO TONMbKO MOXHO MpeacTaBUTb, BCerga AOMKHbI UMETb MECTO BHYTPU yXKe AaHHOM
nctopun. [laxe BAOXHOBNsieMasi 6e3yMHbIM MPOEKTOM HayaTb C COBEPLUEHHO YMCTOro “NMPOCTpaHCTBa”, Takas peBonoumMs BblHyXXaeHa O6yaeT Mcnonb3oBathb To,
YTO HaaeT Ha 3TOM y4yacTke, YTOOObI BbIMIpaTh “BYMCTYHD”. HacTosilee, 6e3 COMHeHWs, BCcerga npeBpaLlaeT npoLusoe - B HacToslee npowleglulee, To ecTb B
NPOLUIOe, OTHOCALLEECS K CErofHsiLUHeMy, XOTsl Gbl HEeNpPepbIBHO “NepeTorikoBbIBas” ero NocpeAcTBOM TOro, YTO GblNo CO34aHO, OCMbICIIEHO, YCTAHOBIIEHO
ceiiyac; Ho hOpMUPYET HaCTOSILLEE — COINAacHO CBOEMY COGCTBEHHOMY BOOBpaXXeHUIo — BCerda AaHHoe MpoLunioe, a He npolunoe BooGue. Kaxagoe o6LecTso
JOJIKHO NpoeuupoBaTh cebs B Gyayliee, kakoBoe No CyTW CBOEN HeonpeaeneHHo 1 puckoBaHHO. Kaxaoe o6LLEeCTBO AOMKHO COLMann3npoBaTh AyLly BXOASALLENO
B HEro YesioBEYECKOro CyLlecTBa; HO Mpupoda 3TOM AylW HaKNagbiBaeT Ha ()OpMbl U copepKaHue 3TOM couuanusauumm orpaHUYeHusi, KoTopble CTOSb Xe
HeonpeneneHHbl, CKOMb U UrpatoT peLuakoLLyo porib.

ATV pasMbILLNEHNS HECYT TXKKOE BPemMsi — 1 HUKaKOoW MOAUTUYECKOW 3HAYMMOCTU. AHANOMMS C NTMYHOM XMU3HbIO TYT OYEHb CUIbHA, U 3TO Hecrny4aiiHo. S cosfato
cebsl BHYTpM UCTOpUK, KOTopasi Bceraa yke cosgana MeHs. Mou caMmble BblHOLIEHHblE, 064yMaHHble MPOEKTbI 3a OAHY CeKyHOY MOTYT PyXHYTb Nnof AelcTBrEM
TOrO, YTO MPOMCXOOUT 34ecb M ceryac. [oka s XKMBY, S JOMKEH ocTaBaTbCs ANs cebs CUNMbHENLeNn NPUYMHON YOUBAEHUS, 3aradKol, HECONMOCTaBUMOMN HU C
KakuMu OpyruMu. S - mMory, BOT 3afaya garneko He U3 Jerkux — npuiTu K B3aMMOMOHUMAaHUI0O C MOWM_BOOGpaxXeHueM, ¢ MouMu adpdektamu, ¢ MOUMU
XenaHusMU; S He MOry MOAYMHUTL UX, 4a U He JOIMKEH AenaTb 3Toro. S OOMKEH HayuuTbCs YNpaBRAsiTb CBOMMU CAOBaMU M MOCTYMKaMmu, a 3TO y)Ke COBCEM
apyroe. M Bce aTu pasMbILLNIeHUs] HE MOTYT NoBeAaTb MHE B CYLLHOCTU HUYEro 0 TOM, YTO S JOSKEH AenaTb — NOoCcKosbKY S MOry AenaTb Bce, YTO MOrY, HO He BCe
yTO MHe 3abnaropaccyauTcs. Ha Bonpoc: “UTo A fomkeH Aenatb?” aHanu3 OHTONOrMYECKON CTPYKTYpbl MOEN NIMYHOM TEMNOPanbHOCTI BOBCE HE MOMOraeT MHe
[JaTb OTBET.

Ecnu nonuTtuka — 310 NPOEKT UHAMBUAYANbHOW U COLManbHON aBTOHOMUM (YTO SIBMSETCS ABYMS CTOPOQHaMWU OOHOM MOHETHI), TO U3 3TOr0, KOHEYHO, BbITEKAOT
CyLLECTBEHHbIE NOCNeacTBUS. BE3 COMHEHNSIFNPOEKT aBTOHOMUN JOMKEH ObITb YCTAHOBMEH (“NPUHAT, NOCTYNNpoBaH”). Viaeto aBTOHOMUM HEMb3si HU 060CHOBATb,
HW JoKa3aTb, MOCKOSIbKY OHa ABMSETCHA NpeaBapuTenbHbIM-YCNoBNEM MOOOro 060CHOBaHNS UK JoKa3aTenbCTBa. Kak TONbKo OHa YCTaHOBMEHA, O HEN MOXHO
CMopuTb, e MOXHO 00OCy>kAATb Ha OCHOBE €€ pesynbraToB U ee nocrneacTBuin. Ho ee Takke MOXHO (M 310 Bonee BaxHO) caenatb SBHOW. Torga n3 Hee MOoXHO
BbIBECTW _peansHble CneAcTBUS, KOTopble NMpuaanyT COAep)XaHue, nyckan U YacTUYHOE, MOJIMTUMKE aBTOHOMUMW, KOTOPOE TaKXKe MOABEPXKEHO OrpaHUYEeHUsM.
Flockonbky, ucxoasi U3 aTo MEPCAEKTVBbI, BO3HUKAIOT ABa TPEOOBaHNSA: OTKPbITh, HACKOMBLKO BO3MOXHO, NyTh A4S MaHndecTaLMm y4peanuTensHoro BOobpaxeHus;
HO U1, YTO B paBHOW CTEMEHU BaXHO, BHECTU KakK MOXXHO O0IbLLIYI0 OCMbICIIEHHOCTb B Hally NPAMY0 y4peanTENbHYIO AESTENBHOCTE, PABHO Kak 1 B OTNpaBrieHe
npsiMon BnacTtu. PasymeeTcs, Mbl HE LOMKHbI 3a0blBaTh, YTO caMo Mo cebe yupeanTernsHoe BOOOPaXKeEHME, PaBHO Kak 1 ero NpoAayKThl, HA “XopoLuun”, HU “nnoxun”
— Unu, ¢ pedIEKCMBHON TOYKU 3pEHNS, YTO OHW MOFYT ObITb U TEMU, 1 APYIMMU, NPUHEM B CAMOW kpariHen cteneHn. Heobxoammo, ctano 6biTb, opMnpoBaTh
yupexaeHusi, KoTopble AenatT 3TO KONMEKTUBHYK CMoCOBHOCTb K pednekcun EeNCTBUTENBHO BO3MQXKHOW, paBHO Kak M obecneymBaloT ee agekBaTHbIM
MHCTpyMeHTapveM. A He Oyay BOaBaTbCs 34eCb B HEUCYUCIIUMbIE MOCHEACTBUS, BbiTEKAIOLLME U3 3TUX YTBEPXKAEHMI. HeobxoamMMo Takke gaTb BCEM MOAAM
MaKCMManbHO pearibHyi BO3MOXHOCTb y4acTBOBaTb B MPSAMOM OTMPaBiiEHUN BRAcTW M 06ecrevnTb MM HaubonblUuyo, Kakas TONMbKO BO3MOXHO, cdepy
aBTOHOMUW UHAMBMAYANbHOM XU8HW. Ecrin Mbl 6yAeM NOMHUTb, YTO MHCTUTYT OOLLECTBA CYLLECTBYET NULLBL MOCTOSBKY, MOCKOSbKY OH BOMSTOLLEH B NPpUHaANexXatmx
K 0bLLecTBY noagX, MbI'EMOXEM ACHO, Ha OCHOBE MpPOEKTa aBTOHOMMM, onpaBaaTth (06ocHoBaTb, eCcrnv XOTUTE) “NpaBa YeroBeka”, kKak U MHOroe pyroe.

CospgaBaiTte yypexgeHud, KoTtopble, I'IpVICI'IOCO6J'IeHbI Ons nogen n Kotopble Haubonee CI'IOC06CTBy}OT peanu3aumn nx VIHD,VIBVI,D,yaJ'IbHOVI adBTOHOMUN N UX
peanbHOMY y4acTuio BO BCEX cbopmax NpsAMOro oTnpaBfieHNs BAacTu, Kakue CyLeCTBYHOT B obuiecTBe.

Kpomé Toro, cTaHOBUTCS OYEBMAHLIM (MO CyTU, 3TO TaBTONOMMS), YTO aBTOHOMUS — ipso facto — aTo camoorpaHuyeHue. Jio6oe orpaHnyeHe OeMoKpaTum
TONbKO M MOXeT BbiTb — de facto, paBHO kak U de jure — caMmoorpaHUYeHnemM. ITO CamMoorpaHUYeHNe MOXET OTNNYATLCA U GbiTb YEM-TO GOMbLUMM, HEXenu
NPOMOBeAb0, ECIIM BOMIOLIEHO B CO34aHNM CBOGOAHbIX 1 OTBETCTBEHHBIX NIMYHOCTEN. [N — U Y — AEMOKPATUM HET UHbIX “rapaHTuit”, KDOMEe OTHOCUTENbHBIX U
crydaiiHbiX. HaumeHee crlyyaiHasi U3 BCEX COCTOMUT B rpakgaHCKOW KynbType, B (hOPMUPOBAHUM — @ 3TO BCerga couuanbHblii Npolecc — Noden, KoTopble
YCBOUIMN U HEOOXOANMOCTb 3aKOHOB, M BO3MOXHOCTb CTaBWTb MX MoAd BOMPOC; NtoAeln, cnocobHbIX 3a4aBaTbCs BOMPOCaMU, CMOCOBOHBIX K pednekcun u
pasmsilineHunto, Nogen, nobawmnx ceoboay 1 NPUHUMaKLMX OTBETCTBEHHOCTD. '



Cornelius Castoriadis |In what sense can an individual be autonomous?

Cornelius Castoriadis, was a philosopher;-political thinker, social critic, practicing psychoanalyst, renowned Sovietol ogist, and economist who cofounded the
now |legendary revolutionary journal and group Socialismeeu Barbarie (1948-1967). Socialisme ou Barbarie developed aradical critique of Communism based
upon theidea of workers' management and exerted agreat influence upon the student-worker rebellionin Parisin May 1968. Until hisrecent death, Castoriadis
continued to write on palitics, society, psychoanalysis, philosophy, and the imagination from his distinctive perspective that was inspired by the “ project of
autonomy”.

The nucleus of the individual is the 'psyche (the Unconscious, the drives). Any idea of eliminating or “mastering” this nucleus would be
plainly ridiculous; that task is'not only impossible, it would amount to a murder of the human being. Also, at any given moment, the individual
carries with itself, in itself, @ history which cannot and should not be “eliminated,” since the individual’s very reflectiveness and lucidity are
the products of this history. The autonomy of the individual consists in the instauration of an other relationship between the reflective
instance and the other psychical instances as well as between the present and the history which made the individual such as it is. This
relationship makes it posSible for. the individual to escape the enslavement of repetition, to look back upon itself, to reflect on the reason for
its thoughts and the motives of its acts, guided by the elucidation of its desire and aiming at the truth. This autonomy can effectively alter the
behavior of the individual, as we positively know. This means that the individual is no longer a pure and passive product.ef«its“psyche and
history and of the institution. In other words, the formation of a reflective and deliberative instance, that is, of true subjectivity, frees the radical
imagination of the singular human being as source of creation and alteration and.allows this being to attain an effective freedom. This
freedom presupposes, of course, the indeterminacy of the psychical world as well as.its permeability to meaning. But it also entails that the
simply given meaning has ceased to be a cause (which is also always‘the case in the social-historical world) and that there is the effective
possibility of the choice of meaning not dictated in advance. In other words, once formed, the reflective instance plays an active and not
predetermined role in the deployment.and the formation.oef‘meaning, whatever its source (be it the radical creative imagination of the
singular being or the reception of a socially-created meaning). In turn, this presupposes again a specific psychical mechanism: to be
autonomous=implies that one-has psychically invested freedom and the aiming at truth.

Freedom and truth cannot be objects of investment if they have not already emerged as social imaginary significations. Individuals aiming
at autonomy cannot appear unless the social-historical field has already altered itself in such a way that it opens a space of interrogation
without bounds (without an instituted or revealed truth, for instance). For someone to be able to find in him/herself the psychical resources
and, in his environment-the actual possibility, to stand up and say: “Our laws are unjust, our gods are false,” a self-alteration of the social
institution lis required, and this can only be the work of the instituting imaginary.

The necessary simultaneity of these two elements during a social-historical alteration produces a state of affairs which is unthinkable from
the point of view of the inherited logic of determinacy. How could one compose a free society unless free individuals are already available?
And where could one find these individuals if they have not already been raised in freedom? But this apparent impossibility has been
surmounted several times in actual history. In this we see, once more, the creative work of the instituting imaginary, as radical imaginary of
the autonomous collectivity.

Thus, the inescapable internalization of the institution refers the individual to the social world. He who says that he wants to be free and, at
the same time, proclaims his lack of interest in his society’s institutions, should be sent back to grammar school. But the same link can also
be established starting from the very meaning of the law. To posit one’s own law for oneself has meaning for certain dimensions of life only,
and it is totally meaningless for many others: not only the dimensions along which | meet the others (I can reach an understanding with
them, or fight them, or simply ignore them), but those along which | encounter society as such, the social law - the institution.

Can | say that | posit my own law when | am living, necessarily, under the law of society? Yes, if and only if | can say, reflectively and lucidly,
that this law is also mine. To be able to say this, | need not approve of it; it is sufficient that I have had the effective possibility of participating
actively in the formation and the implementation of the law. If | accept the idea of autonomy as such (and not only because “it is good for me”)-
and this, obviously, no proof can force me to do, no more than any proof can force me to square my words with my deeds-then the existence
of an indefinite plurality of individuals belonging to society entails immediately the idea of democracy defined as the effective possibility of
equal participation of all in instituting activities as well as in explicit power.

And yet, we seem now to be back at square one, for the fundamental “power” in a society, the prime power upon which all the others depend,
what | have already called the ground-power, is the instituting power. And unless one is under the spell of the “constitutional delusion,” this
power is neither locatable nor formalizable, for it pertains to the instituting imaginary. Language, family, mores, “ideas,” “art,” a host of social
activities as well as their evolution are beyond the scope of legislation in their essential part. At most, to the degree that this power can be
participated in, it is participated in by all. Everybody is, potentially, a coauthor of the evolution of language, of the family, of customs, and so
on.

Every institution, as well as the most radical revolution one could conceive of, must always take place within an already given history. Should
it have the crazy project of clearing the ground totally, such a revolution still would have to use what it finds on the ground in order to make a
clean sweep. The present, to be sure, always transforms the past into a present past, that is, a past relevant for the now, if only by continually
“reinterpreting” it by means of that which is being created, thought, posited now; but it is always that given past, not a past in general, that the
present shapes according to its own imaginary. Every society must project itself into a future which is essentially uncertain and risky. Every
society must socialize the psyche of the human beings belonging to it; but the nature of this psyche imposes upon the modes and the
content of this socialization constraints which are as indefinite as they are decisive.

These considerations carry tremendous weight - and no political relevance. The analogy with personal life is very strong - and this is no
accident. | am making myself within a history which has always already made me. My most maturely reflected projects can be ruined in a
second by what just happens. As long as | live, | must remain for myself one of the mightiest causes of astonishment and a puzzle not
comparable to any other - because so near. | can - a task by no means easy - come to an understanding with'my imagination, my affects, my
desires; | cannot master them, and | ought not to. | ought to master my words and my deeds, a wholly different affair. And all these
considerations cannot tell me anything of substance about what | ought to do-since | can do whatever | can do, but | ought not to do whatever
crosses my mind. On the question: “What ought | to do?”, the analysis of the ontological structure of my personal temporality does not help
me in the least.

If politics is a project of individual and social autonomy (these being two sides of the same coin), consequences of substantive import
certainly do follow. To be sure, the project of autonomy has to be posited (“accepted,” “postulated”). The idea of autonomy can be neither
founded nor proved since it is presupposed by any foundation or proof. Once posited, it can be reasonably argued for and argued about on
the basis of its implications and consequences. But it can also, and more importantly, be made explicit. Then, substantive consequences
can be drawn from it,'which give a content, albeit partial, to a politics of autonomy, but which also subject it to limitations. For, from this
perspective, two requirements arise: to open the way as much as possible to the manifestation of the instituting imaginary; but, equally
important, to introduce the greatest possible reflectiveness in our explicit instituting activity as well as in the exercise of explicit power. We
must not forget, indeed, that the instituting imaginary as such as well as its works are neither “good” nor “bad” - or rather that, from the
reflective point of view, they can be either the one or the other to the most extreme degree (the same being true of the imagination of the
singular human being and its works). It is therefore necessary to shape institutions that make this collective reflectiveness effectively
possible as well as to supply it with the adequate instruments. | will not delve here into the innumerable consequences that follow from
these statements. And it is also necessary to give to all individuals the maximal effective opportunity to participate in any explicit power, and
to ensure for them the greatest possible sphere of autonomous individual life. If we remember that the institution of society exists only
insofar as it is embodied in its social individuals, we can evidently, on the basis of the project of autonomy, justify (found, if you prefer) “human
rights,” and much more.

Create the institutions which, by being internalized by individuals, most facilitate their accession to their individual autonomy and their
effective participation in all forms of explicit power existing in society.

It also becomes apparent - this is, in fact, a tautology - that autonomy is, ipso facto, self-limitation. Any limitation of democracy can only be,
de facto as well as de jure, self-limitation. This self-limitation can be more than and different from exhortation if it is embodied in the creation
of free and responsible individuals. There are no “guarantees” for and of democracy other than relative and contingent ones. The least
contingent of all lies in the paideia of the citizens, in the formation (always a social process) of individuals who have internalized both the
necessity of laws and the possibility of putting the laws into question, of individuals capable of interrogation, reflectiveness, and deliberation,
of individuals loving freedom and accepting responsibility.
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Alexey Penzin | Some statements

1.AcTopuko-ngeonormyeckas Kputmka

1.1.XapakTepHo, 4TO B IEBOM MOE0SI0rMYECKOM Morie CNoBo “aBTOHOMUSA” aKTUBHO NPUCYTCTBYET
rae-To ¢ 70-x IT. NpoLuUnoro Beka. ABTOHOMM3M Kak Npu3HaHue CyBepeHHON PeBOMOLMOHHON CUMbl
pabounx, He HyOaroLLMXCA B ycryrax 61opoKpaTM3vpoBaHHON NapTum, Unu, C Apyroro kpasi, TakTuka
obHapyxeHus n obycTponcTBa cBOGOAHLIX NPOCTPAHCTB - CeTb, anbTepHaTUBHbIE Meaua,
CKBOTTEPCTBO M Tak ganee. HaumHas ¢ Toro xxe BpeMeHW, Ha pasHbIX YPOBHAX U NnoLwagkax
BeJyTCH pa3roBopbl O TOM, YTO HEKOTOpbIE rPYnMbl TPOLKKUCTOB TOrga MMeHoBanu “aHTpnsamom”
(oT dp. entrer — BxoanTb). TO €CTb, O NPOTMBOMONOXHOW cTpaTterun - unu “cybsepcun’,
“cybBepcuMBHOCTU”, Kak NOAT roBOpuUTb akageMuUvyeckne MHTENNeKTyanbl, O Nnoruke
KOHCMNPATMBHOIO BHEAPEHUSA B CUCTEMY, O KPUTMYECKOM WMCMOMb30OBaHWUN €e foKarnbHbIX
HefocTaTKoB M cnabocTen, KoTopble CreaoBano TOMNbKO PacLUMPSTh.

1.2.Kpu3anc npoekta BonbLuon Pesontounm nocne cobbiTuii Mas 68 . BBEN CBOEro poga Mopatopui
Ha rpesbl 0 “pagukanbHO gpyrom” - ganz andere - obuiecTtBe. M3-3a oTCyTCTBUS BUOMMON
nepcneKkTnBbl NPo61eMon CTaHOBUTCS CaMa rpaHmLa CUCTEMHOMO-aHTUCUCTEMHOTO - CaM BOMPOC
06 aKkTyanbHOW NpakTUKe CBEerics K MOUCTUHE HEBPOTUYECKON Npobrneme BXOAUTb/HE BXOAUTD,
yyacTBoBaTb/He y4yacTBoBaTb, BCTynaTb/He BCTynaTb. BHeapsaTbcsa - He3amMeTHO, noAobHO
TepMuTy, pacliaTbiBaTb UK NMBpanmanpoBaTb CUCTEMY, UNN XKe - YCKONb3aTb, 3CKENNMPOBaThb,
co3faBaTb HEBMAMMbBIE AN “areHToB MaTpuLbl” TOYKM, OTKpbIBaTb B cebe MoLb COBCTBEHHOM
CYBEPEHHOCTU, HE HYXAalLWencs B YbUX-NMB0o NaTepHaNNCTCKUX ycnyrax.

1.3.MTak, KOHUEeNT aBTOHOMUN (HEe-BXOAUTb) OKa3blBaeTCHA NMPOTUBOMNOCTABMEHHbIM He
abcTpakTHOM HecBoboade MAMOTOB, MHTETPUPOBAHHBIX B BypiKyasHbl NOpsLoK, HE HEKOW
abcTpakTHOWM onpefeneHHOCTU — TOro e MCKYCCTBa, CKaXem — ero MHCTUTYLMOHanbHbIM
KanutanucTuyeckUm KOHTEKCTOM, a N1LLb APYrov KpUTUYECKOW CTpaTernm Toro Bpemexun. Bpsaa
NN TYT YMECTHO OCTaHaBNMBaTbCA Ha CpaBHEHUN 3PP EKTUBHOCTEN ABYX JIMHNA CONPOTUBIEHUS.
Bonpoc cocTouT B TOM, HAXOAMMCS NN Mbl €LLe Mo BNAacTbio 3TUX UCTOPUYECKN ONpeaeneHHbIX
KOLI0B KPUTMYECKOTO 3HAHMSA-NPaKTUKK, UK e — NpoLLno Beab ke 30 neT! — Hyxaaemcs B HOBOM
nepcnekTunBee.

2.Haw nokanbHbIN onbIT

2.1.B Poccum 90-x rogoB 1, Kak NpodosrkeHue, B HalweM “ceivac” B MHTENNEeKTyansHom 1 apT-
cpeae Mbl BUAENW NMOGOMBITHYO UTPY ABYX OMUCAHHbLIX BbIWE JIMHUA CONPOTUMBIEHUS UMK
“npeBpaLyeHHbIX” hopM nx 3agecTBoBaHus. OYeHb YCIIOBHO NeprMoan3npys, MOXHO ckasaTb,
41O Ha4Yano 90-x NpoxoAnnu NoA 3HaKOM pafoCTHOTO NPUATUSA CBOEW He-aBTOHOMUK. HukTo Bonee
He XOTen, KaK B roAbl COBETCKOro aHAeprpayHaa, co3gaBaTb CBOK aBTOHOMHYHO 30HY B KOTEMbHOW
UM CTOPOXKe AeTckoro caga. CUCTEMHOCTb CUCTEMBI, €€ FpaHuLbl BAPYT cTanu npobnemow, n
noaTomy no3unumm in/out 661110 HEBO3MOXHO YCTaHOBUTL. CouunanbHble NPOCTpaHCTBA, Npexaie
CMY>XMBLUME TOYKOW KOHLIEHTPaLMMN KPUTUYECKMX CU, Bblnv NPOCTO 3a4nLLiEHbI NTOTMKON NEPBUYHON
Kanutanusauum, dnemMeHTapHOW HULLETOW, He AatloLwe BO3MOXHOCTHM CyLLEeCTBOBaTbL BooOLLE U
pe3Ko KOHTpacTMpyoLLEen ¢ npoduTamm “ycnewwHbix” MecT (nokasaTenbHO, YTO 3TU XXe Niowaakm
6biBLLErO “aHaeprpayHaa” Tenepb CTAHOBATCH NPUIOTOM ANs 6€340MHbIX).

2.2.3atem, 4yTb NO3Xe, NOSIBUNACL CTpaTerns noBeaeHus, Kotopas NapogunHO HanoMuHana
3anagHbli “aHTpU3M”. HacTb MHTENNeKTyanbHOM cpeabl, TAroTetowas K ieBoMy nontocy (B ToMm
CMbICIe, B KOTOPOM 3TO TorAa 6bino BO3MOXHO, Korga caMm MeCTHbIA “kanutanuam” 6bin elye
abcTpakumen, a obecTBo ObINoO NpegenbHO AecTpaTudUUMpPOBaHO) KynbTMBMpoBana obpas
“npoxoammMua”. poxoanmeLu-aHTPUCT onpefensncsa Kak YyenoBek, KOTOPbIA CKOMb3UT Mexay
npocronkamun n rpynnamu, UMeeT CriydalHble U HeperynspHble UCTOYHUKN CYLLEeCTBOBaHWS, -
BHEAPSASCb B CUCTEMY, NapasMTupys Ha ee pecypcax, HO MOCTOSHHO nogpbiBas obpasubl
“npaBunbHON” HTErpaumn. HakoHew, nocne Toro kak cuctema made in Russia B KOHUEe AeBAHOCTbLIX
cTana npuobpeTaTb onpeAeneHHble rpaHnLbl, 4OCTAaTOYHO LWMPOKO — Ha obwem doHe
“ctabunusauun” n genonuTu3aumm macc - pacnpocTpaHunacb Hekas npeBpalleHHas
“aBTOHOMUWCTCKas” nOeonorns, KynsTMBMpOBaHWe privacy, ackenna v T.4. lNpuyem aToT NopsaokK
UMeeT cKopee He NpaBoBble N HOPMATUBHbLIE PaMKK, Kak Ha 3anage, a ckopee 3KCKII03MBHbIN
MCUXOMOrMYECKNIN XapakTep, YTO U AenaeT ero CUMNTOMaTUYHbIM.

2.3.Ha moii B3rnsa, npuHMMascs 3a obcyxaeHne npoekTa NnoaSIMHHON, NONUTUYECKN peddneKCUBHOW
aBTOHOMWMU, Hemb3s He Y4YUTbiBaTb BECb 3TOT KOHTEKCT — He OoKa3blBaeTCcs nu cenvac
BbIHY>KOEHHbIM CaM 3TOT Bonpoc? MoHO 6bIno Bbl ckasaTb, YTO B MECTHOM KOHTEKCTE NapOAUAHO
peanu3oBaHHble “GHTPM3M” 1 “aBTOHOMM3M” CTanm CBOEro poaa ANanekTu4eckMMmn MOMeHTamMmm
pasBUTUSA MONUTUYECKOrO CO3HAHUA UHTennektyano. “ABTOHOMMA” B 3TOM KOHKPETHO-
NUCTOPUYECKOM MNNaHe, OT KOTOPOro HEBO3MOXHO OUCTAHUMPOBATLCSA, — HEOOXOANMbINA, HO
nepexogHbI MOMEHT, Nocne KOTOPOro AOMMKHA BO3HUKHYTh Apyras no3nums. Ckaxem, Ha oHe
yynoBuUHOro obpasoBaTenibHOro paspbiBa Mexay “‘MHTennektyanamun” n “maccamun” B
NOCTCOBETCKOW CUCTEME KYNbTUBUPOBATb COOCTBEHHYH aBTOHOMMUIO KaXeTcs MPOCTO
HeoNyCTUMbIM.

3.UckyccTBO paan aBTOHOMUM APYIUX

3.1.B Te GacHoCnoBHLIE yXKe BpeMeHa, Koraa XyaoxHukun spoae Kynuka n bpeHepa cosgasanu
cuTyaumio “ckaHgana”, uHTepec k contemporary art co CTopoHbl Macc-Meauna 6bin ero Y4yTb v He
€OVHCTBEHHON NermnTuMaumnen, cosaaBas WaTkue yCroBus Ans ero obLwecTBEHHOro Npu3HaHus.
Celyac, korga 3penuilHbIi pagukanuam ctan HeakTyanbHbIM B CUIy BHYTPEHHEN FOTMKM pas3BuTus
NCKYCCTBa U peakLMOHHbLIM B CMbICNE NOTakaHWsa anneTutam Meamna, a Wym BOKPYr HEro yTux, y
€ro OnMnoHEeHTOB NOsIBNSETCHA NOBOA AN AeNernTuMMpYoLWmUX BbickasbiBaHWi. “CoBpeMeHHoe
NCKYCCTBO — 3TO OOMaH M XXynNbHUYECTBO”, - YTO-TO BPOAE 3TOr0 MOXHO Obino npounTaTh B
KOHCepBaTMBHOW npecce nocrie HegaBHEro pasrpoma BbicTaBku “OcTopoXxHO, penurus!” (ee
KayecTBO A He obcyxaat). Mexay Tem, “Mpakobechl”, 3aHMMas no3uumnio [1pyroro, KOTOpbI
npobnemaTtuampyeT TBON COBCTBEHHbIV 3K3UCTEHUMANbHbIA CTaTyc, 3a4alT AenCTBUTENBHO
Ba)KHbI BOMPOC: @ YTO XyAOXKHWUKM AenatoT ANs ApyrvX? YHacneaoBas OT aBaHrap4a KoroccarsbHble
cTeneHn csoboAbl AENCTBUS W BbICKA3biBaHUS, HE 3aMKHYNIUCb NN OHW B 9KCMO3ULMOHHOM
NpOCTPaHCTBE CBOEN fenieeMon “aBToHoMun™? U He ABNsieTca Nu cerogHsiluHee noneBeHve
OTAENbHbIX FPYNN XyOOXXHUKOB MULLIb ayTUYECKUM NepexnBaHNeM TOro, YTO COKpPaTUINCh UX
CcO6CTBEHHbIE BO3MOXHOCTU?

3.2. B cBoel BHelWwHeWn npoekunn, He 3agaBaeMon hopManmncTUYecKnm si3bIKOM 3CTETUKM,
NCKYCCTBO MMeEeT Aerno ¢ BoobpaxaeMbIM/ COLManbHO-NOMUTUYECKMMMN 3HAYEHUAMMN, KOTOPblEe
He yKnaablBaloTCH B PENPECCUBHYIO NOTMKY MHCTUTYyumMoHanusauun. Ckaxem, Kactopuagnc
pas3BuBan teoputo “BoobpaxxaeMblX MHCTUTYTOB obuwlecTBa”: aBTOHOMUS, Ha BOJSIHE
cuTyaumoHuama u l'action direct 60-x (Hanpumep, CTYAEHTbI, KOTOPblE 3aX0AsT B Gyp)KyasHblii
pecTopaH, Ho 06efaloT CTOs...) NOHNMAETCs Kak MPOEKT aBTOHOMM3aL/M1 CamMol COLManbHOCTH,
aecakpanusaumm “BedHblx” MHCTUTYTOB M cBOBOAHOE onpepeneHne uHaMBMAaMU BCEX
coumarnbHbIX YCTaHOBMEHWI. He OMKHO N UCKYCCTBO pa3BuBaTh Takme Mogenu? - MHe kaxeTcs,
YTO 3TO He MPOCTO KanbKMpOBaHWE NOMMKM aBaHrapga. 97O He formka npocTpaHCTBEHHON
CMEXHOCTW (aBaHrapf, KOTOpbIA MOCTOSAHHO “TpaHcrpeccupyet”’), a, ckopee, noruka
KO3KCTEHCMBHOCTU. He aBTOHOMM3auusA Kak hopMmanmcTuyeckas msonsauus un He old fashioned
aBaHrapAmMCTCKasi 3KCMaHCus - BCe Te Xe CTapble CTpaTernyeckue BEKTOPbl, BXOOUTb/HE BXOAUTb,
- @ TOYEYHBI MOWCK NPOTO-aBTOHOMHbIX 30H CAMOW COLMArbHOCTM, TEX BOOOPpaXKaeMblX 3HAYEHNI,
KOTOpble pOSITCS HaZ CUMOBbLIMU LIEHTPaMM OTYY>KAAOLEN MHTCTUTYLManu3auum. (Jlioaum, ogeTole
B akBanaHru, B CTepuUbHOM O(UCHOM MPOCTPaAHCTBE, Kak Obl mog4Yepkusas 3TUM ero
yaywnmeocTb? bepnvHckui “aepeuil” B NPOHN3aHHOM CUMOBBLIMU JIMHUSIMU NAbNNK-CEKbIOPUTH
3gaHum Penxctara? W gpyrue Hayrag B3siTble NpuMepbl U3 paboT COBPEMEHHbIX Xy40XKHUKOB. )
3.3.3aech Takke CTOMT BCMOMHUTL O CTapOM rerenieBCKo-MapKCUCTCKOM NOHATUM NPOTUBOPEYNS
N KOHNIMKTA B NPOTUBOBEC MUPONOBUBOMY KaHTMaHCKOMYy chopmManuMamy aBTOHOMUM
acTeTnydeckoro. OTKpPLITOCTL NMPOTUBOPEYMIO, KOTOPOE MO AnaroHanu B3pbiBaeT pamku identity
XyAOXHMKa/coobLecTBa/MHCTUTYTOB, CHUMaeT HeBPOTUYEeCKytl npobnemy obHapyxeHus
COBCTBEHHbIX FPaHnL, U OPUEHTUPOBAHUIO Ce6S NO OTHOLLEHMIO K IMHUM CUTHANbHbIX (OIaXKoB
cucTeMbl. TONbKO BBEAS Xano NpoTMBOpeYns B Norne CO6CTBEHHON rOMOreHHON amaHcmnaumu,
NOCTOSIHHO CKaHUPYS HEXBATKy CBOGOAbI M BOOGpaXXaeMoro y Apyrux, narny4vasi SHEPrmo OrpoMHOro
apxuBa CBOMX yXKe CTONETHUX aBTOHOMMUCTCKNX CPAXXEHWIA, UCKYCCTBO CMOCOBHO BbINTY U3 UTPbl
pUTYanmn3MpoBaHHbLIX KOAOB CONPOTUBIIEHMS], YHAcNe4oBaHHbIX OT NMPOLLIIOro Beka.

about

“autonomy” - here and now

1. An Historical-ldeological Critique

1.1.Characteristically, the word “autonomy” has been present actively on the left ideological field
since the 1970s. Autonomism as a recognition of the workers’ sovereign revolutionary force, which
does not require help from a bureaucratic party. Autonomy as a tactic of detecting and arranging
free spaces - internet, alternative media, squatting and so on. Since then, on different levels and
various platforms, the discussion has focused on a topic that some groups of Trotzkyites then called
“entrisme” (from French “entrer” - “to enter”), an oppositional strategy, which academic intellectuals
like to call “subversion”. Entrisme describes the logic of secretly penetrating the system, making
critical use of its local deficiancies and weaknesses, which need only be expanded and widened.
1.2.The crisis of the Great Revolution’s project after the events of May 1968 has effected a kind of
moratorium of dreaming a “radically Other” society. For the lack of clear perspective, the boundary
between “belonging to the System” and “not belonging to the System” has become a central problem.
The question of actual practice was reduced to the neurotic quandry of whether to enter or not to
enter, to participate or not to participate. To penetrate imperceptibly, much like to a termite, to loosen
or to liberalize the System, or to escape, to create points invisible to “the agents of the matrix “, to
open vents for soreign power which does not need someone else’s paternalistic gaze.

1.3. In this sense, it became clear that the concept of autonomy (as non-entrance) was neither
opposed to the abstract non-freedom of the idiots integrated into the bourgeois order, nor did it stand
against any of the abstract certainties of the institutional capitalist context — and of contemporary
art, for that matter. Instead, it is simply a counterpart of other critical strategies of that time, and
nothing more. At this point, we will refrain from discussing the comparative efficacy of these two
lines of resistance. Instead, we will ask whether we are still under the authority of these historically
determined codes of critical knowledge-practice, or whether - 30 years have passed by now! - we
are in need of a new perspective.

2.0ur Local Experience

2.1.In Russia during the 1990s, continuing into the present, we have witnessed the curious interplay
of the two lines of resistance described above or the “distorted” forms of their realization. The
atmosphere of the early 1990s was defined by the joyful acceptance of non-autonomy. Nobody
wanted, as within the Soviet underground, to create an independent zone in a boiler-room or as a
guard in a kindergarten. The order of the System and its borders suddenly became problematic, as
positions of inside and outside could not be established. Before serving as a point of concentration,
all social spaces had simply been levelled out by the logic of primary capitalization. The elementary
poverty of those years hardly offered any opportunity for survival; it lay in sharp contrast with the
the profits of “successful” places. (It is indicative that the same platforms once inhabited by the
former “underground” now became shelters for beggars).

2.2. Itwas only later that a strategy of behaviour, reminiscent of Western “entrisme”, appeared. The
part of the intellectual world that gravitated toward the left cultivated an image of the “rascal” or the
“shifter”. (Here, “the left” means the sense in which it was then still possible, when local “capitalism”
was still an abstraction, when society hadn’t yet been re-stratified). The shifter—"entriste” was
defined as the person who slides between social layers and groups, has casual and irregular
sources of existence, penetrating the system, parasitizing on its resources, but constantly undermining
patterns of “correct” integration. At last, the System “made in Russia” at the end of the 1990s began
to develop certain borders. And soon, against the general backdrop of “stabilization” and the
depoliticizing of the masses, some kind of perverted “autonomist” ideology, cultivating privacy,
escape etc. appeared and became a widespread phenomenon. Most likely, this order does not have
the same legal and normative frameworks as in the West. Instead, it is tends to have an exclusively
psychological character, which makes it symptomatic.

2.3.In my opinion, in beginning a discussion of the project of original, politically reflexive autonomy;, it
is necessary to take into account this entire context: aren’'t we being compelled to ask this question?
One might say that in our local context, ironical “entrisme” and “autonomism” have become dialectic
moments in the development of the intellectuals’ political consciousness. In this concrete historical
sense, from which one cannot distance oneself, “autonomy” is a necessity, although it is no more
than a moment of transition. It needs to result in another position. Against the backdrop of the
monstrous educational rift between “intellectuals” and the “masses” in the post-Soviet system, the
cultivation of autonomy simply seems inadmissible.

3. Art for the Sake of the Others’ Autonomy

3.1. In those fabulous times when artists like Kulik and Brenner were constantly creating a situation
of “scandal”, the interest to contemporary art on the part of the mass-media was an almost unique
legitimization, creating shaky conditions for its social recognition. Now, as entertainment radicalism
becomes irrelevant by virtue of the internal logic of artistic development, seeming reactionary in the
sense that it caters to the appetites of media, after all of the noise has died down, its opponents have
occasion to make contesting statements. “Contemporary art is a deceit and fraud “: you could read
something like this in the conservative press, when a group of fanatics destroyed the exhibition
“Beware! Religion!” (I will not discuss this show’s quality here). Yet, in taking the position of the Other
which problematizes your own existential status, such “freaks” are asking a truly important question:
what exactly do artists do for the others? Even if they have inherited an enormous degree of
freedom of action and speech from the avantgarde, haven’t they become isolated in the exhibition
spaces of their cherished “autonomy”? Isn’t the appearance of new, distinct groups of artists simply
an autistic experience of the fact that their own true opportunities have been immeasurably reduced?
3.2. In its external projection, which does not define itself through the formalistic language of
aesthetics, art deals with imagined sociopolitical meanings, which are impossible to place within the
repressive logic of institutionalization. For an example, Castoriadis recently developed the theory of
“imagined institutes of society”. Riding the wave of situationism and I'action direct of the 1960s (for
an example, students come into a bourgeois restaurant, but have dinner standing up, not sitting
down), autonomy is understood as the project of autonomizing sociality itself; the “eternal” social
institutes are desacralized and all social establishments are freely defined by individuals. Should art
develop such models? - It seems to me that such models do not simply trace the logic of the
avantgarde. Their logic is not the logic of a spatial contiguity (of an avantgarde caught in constant
“transgression”); instead, it might be considered as the logic of coextensivity. Autonomism is neither
formalistic isolation nor old-fashioned avantgarde expansion - all strategic vectors of the dilemna to
enter/not to enter. Instead, it consists in the very precise search for society’s proto-independent
zones, an exploration of those imagined meanings which are concentrated around the power
centers of alienating institutionalization. (People dressed in aqualungs, in a sterile office space, as
though emphasizing its suffocating atmosphere? A Berlin dervish, entangled in the everpresent
power-lines of public-security in the building of the Reichstag? Other random examples of works by
contemporary artists?)

3.3. Here, it is also necessary to recollect the old Hegelian-Marxist concept of the contradiction,
which sees conflict as a counterbalance to the peaceful Kantian formalism of the autonomy of the
aesthetical. The openness to contradiction, which creates a diagonal slash through the identity-
frameworks of the artist/ community/ institutions, removes the neurotic problem of detechting one’s
own borders, of constantly orienting oneself toward the System’s alarm-sensors. Having tasted a
mere sampling of contradiction in the field of its own homogeneous emancipation, constantly aware
of the Others’ shortages in freedom and imagination, radiating the energy of the huge archive that
documents nearly 100 years of autonomist battles, art may indeed be capable of quitting the game of
ritualized codes of resistance, which it has inherited from the last century.
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Okcana Tumodeesna

MoBceaHEBHOCTb MpeaoCTaBNseT HaM Maccy
npuBreKaTenbHbIX KOHCTPYKTOB caMoi cebst — nepen
HaMu OHa BbICTaBNsET CBOEro poAa 060POHUTENBHYIO
apMM1I0 Ha NOACTynax K MPOCTPaHCTBY, B KOTOPOM OHa
NEeNCTBUTENBHO sBNsiNack Obl — UNK ABNSAETCA —
HEBbIHOCUMOW. Ha ypoBHE XUTENCKOro, NpMBLIYHOIO
CEKbIOpUTU, Jaxe ANs TOro, KTo Mo3uunoHnpyeT cebsa
“cneBa’ — kanuTanuam MpPOAOSIKAET OCTaBaTbCs
KaKMM-TO TEOpeTUYEeCKUM KOCTbinem, abcTpakunen,
nossonstowen obbACHATbL M paunoHaNn3npoBaTb
OencTBnTenbHOCTb, camy no cebe abecypaHyto. Ha
YPOBHE MOMUTMYECKOWN OMMNO3MLUMU OHa
puTyanuanpyetcs, obopaymBasicb BNosnHe
TeaTpanbHbIMU XecTamu NOBTOpPSOLLECcS
camopenpeseHTaumn. Anoreii ee — MUpHas
OeMOHCTpauus, Korga B O4eHb OrpaHN4YeHHOM —
cakparnbHOM, Mo CyTU — NPOCTPaHCTBE, B
OrpaHMYEHHOM WU XXEeCTKO perrnaMeHTUPOBaHHOM
BPEMEHU, YEIIOBEKY JAETCA BO3MOXHOCTb Bblpa3nTb
cebs n ckasaTtb, YTO MMEHHO OH cYMTaeT AepPbMOM.
OpHako 370 “4TO MMEHHO” BCcerga yxe OTFOPOXEHO OT
TOYKWN BbICKa3blBaHUS COMPOBOXAAOLLMMU
OEeMOHCTpauuio C YeTblipex CTOPOH OTpsgamMm
NpPaBOOXPaHUTENbHbLIX CUIT.

MuvpHasi gemoHcTpauust u ee TpuymdansHoe
COMNpPOBOXJEHNE CO CTOPOHbI BracTu (KOHBOW) —
HacmellKa Haa WUNN3nen KoNnekTUBHOro
aBTOHOMHOro cybbekTa, KOTopbI HacnaxagaeTcs
cBoell cBOOOAOM B TOW Mepe, B KaKOW MOHUMAET,
HACKONbKO OHa orpaHunyeHa. o OTHOLLEHWO K 3TOMY
ONOKMPOBAHHOMY CO BCEX CTOPOH M 6e3BbIXOAHO B
caMoM cebe aKkTMBHOMY OBWXEHUI0 BCE OCTalnbHOE
npeacTaBnseT cobon BOMNMOLLEHHOrO Bpara, u
ocobeHHOo Gnuxanwuin cocen, 6€3MONBHbLIN YenoBek C
OPYXMEM, XMBag CTeHa. 3a HUM — rocyJapCTBEHHbIE
yupexaeHus, Wweapo yKpaleHHble nrakatamu
Hapy>XHON peknambl, 4EMOHCTPUPYHOLLUMU
peanbHOCTb OTYYXXAEHHOIO NoTpebneHns m
CKpbIBaKOLUMKN 3a CBOEW rMaMmypHOM NecTpoTon
peanbHOCTb OTHYXOEHHOro Npou3BOACTBA, Kak-Obl He
UMEIOLLYI0 anbTepHaTUBhI.

Tem He MeHee, 3aMKHYyTas B CBOMX COBCTBEHHbIX
npegenax, MMpHasa OEMOHCTpauus ABnsieTcs
NPOCTPAHCTBOM HanpsXKEHHbIM, TYCTbIM U
HacblLWeHHbIM aPEKTUBHBIMU SHEPTUAMU,
CBSI3bIBaKOLLMMUN €€ YHACTHUKOB B €4AMHOE COOOLLECTBO.
OHO XMBET KONNEKTUBHbLIM ONbAHEHNEM, NErKUM
9KCTa3oM W1 UNM3NeNRn, B KOTOPOW haHTasm
pPEeBOMOLMN HUKOrAA He NepexoauT B AencTBue, HO
MrHOBEHHO MpeobpasyeTcsi B NO3YHT, YTO M NO3BONSAET
OeMOHCTpauun NocTossHHO BOCMpPOM3BOANTL cebs B
KayecTBe MUPHOWN.

-
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Oksana Timofeeval

PeBsonwuna Kaet

MwupHas gemMoHcTpauusi — 3To meTadopa
anbTepHaTUBHOIO coobLecTBa, BepHee, Tex hopMm, 4To
OHO TOSTbKO M MOXET NpMobpecTn B COBPEMEHHOM
coumanbHOWM cuTyalmu, KoTopasi HEBbIHOCMMA OTYacTU
NMOTOMY, YTO OHa UMEHHO TakoBa, a OT4aCTU NMOTOMY,
4YTO MOXET — 1 JOMmKHA — BbITb Apyron: ObiTb
HEBBLIHOCMMbIM — 3Ha4uT, TpeboBaTb N3MEHEHWUS.
HeBbIHOCUMO B Hel xO0TA-Obl TO, YTO rpaHuLbl
aBTOHOMWM JA@HHOW rpynnbl UM OAHHOro coobulecTea
CTpOro 3afaHbl U NPaKTUYECKN HEenpOHULAEMbI.
ABTOHOMHas 30Ha Kak “30Ha”, KaK, ecrnv YrogHo,
“reTTo”, OyAeT ocTaBaTbCsl TAKOBOW O TEX Mop, noka
NoHATME aBTOHOMUW BooOLle GyaeT paccmaTpuBaTbhbes
NPUMEHNTENBHO K Kakon-nmbo “3oHe”, TO ecTb, B
pamkax B BbICLUEN CTEMEHU CerpernpoBaHHOro,
CErMeHTMPOBAHHOIO U T.M., HEO-NMbepanbHOro
npocTpaHcTBa. pocTpaHCcTBa, B KOTOPOM KaXKabii
MUMEET NpaBoO Ha camMo3aMblKaHWe, NyCcTb Aaxe B
npepenax coobwecTaa.

XynoxecTBeHHOe coOOLLECTBO B 3TUX YCMNOBMUSAX NPOCTO
BbIHY)XXAEHO XWUTb 1 BOCNPOM3BOAMTbL cebs Kak
aBTOHOMHas “30Ha” B €e MPOCTPaHCTBEHHOM
3HayYeHUN, Kak HeYTO M3HayanbHO OrpaHUYEeHHoe.

C ofHOIN CTOPOHbI, OHO OrpaHNYEeHO 3aKOHaMW pbIHKa,
OAHOBPEMEHHO “eCTeCTBEeHHbIMU” 1 40 oaypu
HEeCTeCTBEHHbIMU. OTU 3aKOHbI CYLLIECTBYHOT U Kak
nopoxpaaroLiee ycroBue, U kak Henpeogonmmoe
npenaTcTene ero asToHoMmun. CoobLecTso
napasuMTupyeT Ha 3TOM MPOTUBOPEYNN — B NMUKY
HEBO3MOXHOCTU AEACTBUTENBHOCTU OHO KyNbTUBUPYET
CBOI COOCTBEHHYH) HEBO3MOXHOCTb —
BOCMnpousBoasilen cebst Unno3nn eanHeHus.

C Opyron CTOpOHbI, XyOoXXeCTBEHHOE CO00LEecTBO
OrpaHNYeHO XyOOXECTBEHHbIM KaK TaKOBbIM.
HacToswee pacnpegeneHne npocTpaHCTBEHHbIX
KOOpAMHAT BbIAENSET A5 HEro NyCTb JOCTATOYHO
LLUMPOKYHO, HO BCE e 3aMKHYTYyt obnactb
acTeTu4eckoro. BHyTpu Hee BO3MOXeH nobon
CcBOGOOHbIN KECT — TO eCTb XECT B paMKaxX OAHOM n3
nnbepanbHbIX cBOBOA — CaMOBbIpaXEHWS.
O61bekTNBHO OH He3HaunM. Ero cyTb cBoguTCS K
NOCTOSAHHON penpeseHTaunn n oboralleHuno
obpa3zamMu COBPEMEHHOW KanuTanucTUYeCKon
OeNCTBUTENBHOCTU, TO eCTb, B NMto6OM cny4ae, k ee
obcnyxmeaHuio 1 BocnponssoacTsy. JlnbepansHas
aBTOHOMWS UCKYCCTBa BOCXOAMT K uaeonorum
HyKNeapHOro 1 oTvy>XaeHHoro cybbekTa,
OTCTauBaloLLEr0 CBOK COOCTBEHHYO
WCKMOYNTENBHOCTb, NPY YCIOBMU, YTO B HEWN M Tak
HUKTO HEe coMHeBaeTcH. VICKyCCTBO kak aBTOHOMHas
“30Ha” — B nopsigke Bellen. MoxeT ObITb, Aaxe, B akux
ycrnoBusx, 3To obeccmbicnmBatoLasi cebs TaBTonorus.

. |

Revolution as an

XYROMECTBEHHD K

art

npoeckTt

TeM He MeHee, BONPOC BO3MOXHO N cBobogHoe
Jencrtene B HeCBOOOAHOM 06LLECTBE — OYEHb NPOCTOW
HO MOYTM HepaspeLUnMbIA, CTaHOBUTCS Bce Gornee
3Ha4YMMbIM, OCODEHHO ANSA XyAOXHMKA — TaK Kak
WMEHHO C 3TOW OENCTBUTENbHOCTLIO EMY NPUXOAUTCA
UMeTb Aeno, U UMEHHO OHa NpeaocTaBnseT emy
HeorpaHM4eHHbIN Habop CpPeacTB M BOMUET K TOMY,
4TOObI €ee u3ameHnTb. Cama aTa AeNCTBUTENBHOCTb
SBNSETCA AN XyO4OXHUKA MaTepuarnom, u ecnv Lenu
€ro TBOpYECTBa BbIXOASAT 3a paMKU ero
WHAMBWUAYaANbHOW XWU3HW, BOMPOC 06 OrpaHnyYeHunsx
pblHKA U KOHBEPTUPYEMOCTU €ro Npou3BeAeHUs
oTnagaeT caM coboi. Cpean Npoyero, XygoXHUK
pacrnonaraet BO3MOXHOCTbI MO CBOel [o6poi Bone
NPEeBO3MOYb MOMOXEHHbIE EMY TpaHULb
3CTETMYECKOro, BbINTK 3a npegensl CO6CTBEHHON
aBTOHOMMU, NpeHebpeyb nNubepanbHON cBOOOAON,
KOoTOopasi NnpuHyxgaeT ero onpeaendatb cebs kak
“Xy[oXHMKA” 1 3aroHsieT ero B paMku 3Ton
NOEHTUYHOCTW.

Hukakoe oencTBMe U HMKakas 30Ha He MOXEeT ObiTb
cBobogHa B Mupe, rae HecBobodeH xoTs Obl 0AuH
yenosek. [loTomMy 4TO, O6BLEKTUBHO, B TAKOM Clnyyae
peyb NpogormkaeT MaTKM o6 akcnnyataumMm, HeCMOTpS
Ha BO3MOXHOE CO3HaHMe CBOEW UCKIHYUTENbHOCTM
UNN Jaxe KOJNEKTUBHOMO MIIMHO30PHOMO
NPOTUBOCTOSIHUSI CTATYC KBO B €10 COOCTBEHHbIX
npegenax. CeobogHoe gencTBue — 310 AeNCTBME,
KOTOpOe TOJIbKO CTPEMUTCS TakoBbIM CTaTb, 3TO
[encteme no ocBoboXaeHuto Bcex. nobanbHbIn
KanuTanuam He OCTaBNSAET HUKAKOW NErMTUMHOW 30HbI
AN Takoro AencTens, oTBOASI PEBOSIOLMN MECTO
psaom ¢ cobon Kak yaoOHOMYy TeopeTU4eckoMy
KOHCTPYKTY U MPUSATHOWN KONNEKTUBHOW WIITHO3NN.

Kak geatenbHbIi CyOBbEKT OENCTBUTENBHON UCTOpUN,
XyOOXHUWK B cunax npeHebpedb AaHHBIMU YCIOBUAMU,
N Kakum Obl HM GblN NPOAYKT ero TBOPYECKOro
BOOOpaxxeHusl, Bcerga ecTb yTOMUs U PUCK, YTO OH
BOMMOTUTCH B XM3Hb. PeBontoums kak
XyLOOXECTBEHHbIN NMPOEKT — 3TO pearnbHasi
anbTepHaTMBa “TEOPETUYECKOMY KOHCTPYKTY” U
“npuatHon unniosmn” pesontoumun. Ero ytonus n puck —
yTpaTta orpaHM4yeHHOM aBTOHOMWUM N MOEHTUYHOCTU Kak
“XyaoXHuKa” nocpeacTBOM akTMBHOMO MOMUTUYECKOro
OEenCcTBust, U3HYTPU SCTETUYECKOrO, MO HanNpaBnNeHUo K
coumanbHoMy. KoHKpeTHbI, 6eCnoBOpPOTHBIN,
HEeraTMBHbLIN U B BbICLLEN CTEMEHN COLMUanbHbIN

peann3m.

project

Everyday life gives us a number of attractive
artificial situations. It puts in front of it a kind of
defensive forces on our way to the space
where it would be really - or itis — unbearable.
At a level of routine habitual security, even for
the one who positions him/herself “at the left” -
the capitalism continues to remain as theoretical
crutch, the abstraction, allowing to explain and
rationalize the absurd reality. At a level of
political opposition the reality is ritualized and it
is turning into quite theatrical gestures of
repeating self-represen-tation. Its culmination
is a peaceful demonstration when in very limited
— even sacral space the person is enabled to
express itself and to tell in limited and rigidly
regulated time what exactly he/she consider
as a shit. However “what exactly” is already
protected from a subject of this statement by
police that surround a demonstration from all
sides.

Peaceful demonstration and its triumphal
authority’s escort is a sneer at illusion of the
collective autonomous subject which enjoys and
understands its limited freedom. This active
movement blocked from different sides is
desperate in itself. In relation to the
demonstration an outpace is everything else
but particular its nearest neighbour - the silent
person with the weapon. Behind this guard -
the government offices generously decorated
with outdoor advertising, showing a reality of
alienated power and hiding behind its cheap
glamour a reality of alienated production as
though not having alternative.

Nevertheless, closed in its own limits, peaceful
demonstration is intensive space, loaded with
affective energy and it connects a participants
into integral community. Itis filled with collective
exitement, easy ecstasy and illusion that
revolution’s phantom never passes in action,
but will be instantly transformed to the slogan.
That allows to a demonstration constantly
reproduce itself as peaceful act.

Peaceful demonstration is a metaphor of
alternative community. Precisely those forms of
community, that it can get in a nowadays social
situation which is intolerable on one hand
because it how it is and on the other hand it
should be another. To be intolerable - means to
demand change. The most unbearable thing is
that borders of an autonomy of the existing
community are strictly given and practically
impenetrable.

The autonomous zone as “zone” as a “ghetto”,
will remain as it is until the concept of an
autonomy will be considered in general with
the reference to any extremely segregated,
segmented etc... “zones” of nai-liberal space.
In that space everyone has the right to self-
short circuit within the limits of any possible
community.

The art community under these conditions is
simply compelled to live and reproduce itself as
autonomous “zone” in its spatial meaning, as
something initially limited. On the one hand, itis
limited by the laws of the market that are
simultaneously “natural” and totally unnatural.
These laws exist at the same time as inducing

condition, and as an absolute obstacle of its
autonomy. The community parasitizes on this
contradiction: despite of all impossibility of this
reality it cultivates its own impossibility that is
embodied in a reproduction of the illusion of
unification.

On the other hand, the art community is limited
to the artin itself. And it is doesn’t matter how
wide space but this area restricted to the
aesthetic field.

Inside of it any free gesture of self-expression
is possible: that is a gesture within the
framework of one of liberal freedom.
Objectively it is unrelevant. Its essence is
reduced to a constant representation and to
enrichment by images of the capitalist society.
In any case it reduced to the service and
reproduction process. The liberal autonomy of
art goes back to the ideology of nuclear and
alienated subject who asserts its own
exclusiveness in a situation when nobody
doubts it. Art as auto-nomous “zone” - in the
nature of things. In this situation it becomes a
senselessness tautology

Nevertheless the very simple but almost
unsolvable question whether free action is
possible in a society that is not free becomes
more and more significant. Specially for the artist
because he should deal with the reality that
gives him/her an unlimited set of means and
appeals for a changes. This reality becomes
for the artist a creative material and if the goals
of his/her work overstep the borders of his
personal engagement then the question on

restrictions of the market and convertibility of
artistic product disappears by itself. After all
the artist’s “good will” posses an opportunity to
overcome the aesthetic borders, and to leave
the limits of its own autonomy, to neglect liberal
freedom which forces him/her to define itself
as “artist” and push him/her in frameworks of
this identity.

Any action and any zone can not be free in the
world where at least one person is not free.
Because, objectively, in that case one cannot
stop speaking about exploitation, despite of
possible consciousness of one’s own
exclusiveness or even illusion of collective
opposition to the status-quo in its own limits.
Free action is an action which only aspires to
become that one. This is the action towards
emancipation of all. The global capitalism does
not leave any legitimate zone for such action,
allocating revolution a place near to itself as
convenient theoretical discourse and pleasant
collective illusion.

As the active subject of the history, the artist is
able to neglect the given conditions and
whatever is a product of his/her creative
imagination; always there is a utopia and risk,
that it will be realized. Revolution as the art
project is a real alternative to the “theoretical
construct” and to a “pleasant illusion” of a
revolution. Its utopia and risk are the loss of the
limited autonomy and “artist’s “ identity by means
of active political action, inside of aesthetic realm
towards social space. Concrete, irrevocable,
negative and extremely social realism.
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YTBepxaeHune XyaoxXeCTBEHHOW aBTOHOMMM CIMLLKOM YacTO NOXOAMT He Bornee Yem Ha MUPHYIO
OEeMOHCTpaUWIo, KOHTPONMPYEMYIO U CAEPXKNBAEMYIO “XXMBOIN CTEHON” BOOOMETOB M MONULIEACKUX
Ay6uHok. [laxke ecnun NCKycCTBO B CBOEN aBTOHOMMUM NPUTSA3aeT Ha NpaBo NPOBECTM pasnuyve B
obuiecTBe B LENIOM, OHO YAEpXMBaeTCs U NPUKPENnsieTcss K CTPOro onpeaeneHHomy MecTy
BNacTblo, KOTOpas ero okpyxaeTt. Ho Kak HacyeT Hacunus, KOTOpbIM YpeBata MUpHas
AemMoHcTpaumna? NHbIMU crnoBamu, MOXXEM N Mbl 0OXUAATb, YTO MCKYCCTBO HAPYLUUT KOHBEHLUN
coBpeMeHHoro obLecTsa, BHOBb 06peTs yTpayeHHYH 3Ha4YNMOCTb, PeNeBaHTHOCTL?

Bcnen 3a dyko MOXHO MokasaTtb, YTO aBTOHOMMUS — 3TO €CTECTBEHHBIN pe3ynbsTaT 1 Lenb yno-
pPAO0YMBAIOLLMX OUCUMNIMHAPHBIX NPaKTUK. Kak 1 niobas apyras coumanbHas nogcncrema, nopsaok
— 3TO OpPraHM30BaHHOE MHOXECTBO, YAEPKNBAEMOE NePapXUYECKUMN CTPYKTYpaMu 1 “npasunamm
yecTHOW urpbl” (KoHBeHUMsMK). OpraHnsaunsa nopsigka rapaHTupyert, 4to obuwecTtBo byget
pa3yMHbIM 1 YETKO 04epYeHHbIM. MiHaye roBopsi, MCKYCCTBO CTaHOBUTCSt aBTOHOMHOW CUCTEMOW
TONbKO TOrAa, Koraa MHOXeCTBO NpodeccuoHanoB OT UCKYyCCTBa COrnaluaiTCs UCNonb3oBaTh
onpeneneHHbln A3bIK — 13bIK KOMNETEHLMM U BNACTU, CornallaTcs NpuaepxuBaTbca nopsaka.
XaoTnyeckoe MHOXeCTBO, Tonna, 6binv NpuKpenneHsl K onpeaeneHHoMy MecTy U cTanu
KOHTponmpyemMbiMu. C 0OHOM CTOPOHbI, OHM MOMY4MIN CBOE NPaBo Ha cyllecTsoBaHue. C apyron,
ux Tenepb nervye ygepxatb Ha mecte. Takum obpa3omM, NopsAoK (aBTOHOMHbIN, HO NULWb A0
onpeaeneHHow CTeneHn) — 3To coumarnbHasi He06X0AMMOCTb, @ He KOHCTPYKT MU penpeccuBHas
mMepa (cM. “HagsupaTb 1 HakasbiBaTh” Pyko).

U Tem He MeHee, kakuM Bbl )KECTKMM HU Ka3arncsi NOPSiA0K UCKYCCTBA, €ro eLLe MOXHO OMPOKUHYTb.
[MoToMy 4TO KOrga ceTb OTHOLUEHWI BHYTPKW Nopsiaka, pa3BnBascCh, JOCTUraeT onpeaeneHHomn
KPUTMYECKON MacChl 3HTPOMNWM, NMOPSAOK MOXET HayaTb pa3BanmnBaTtbcsi. HacTo aTa kputuyeckas
mMacca, 3Ta onacHOCTb pacnaga npuBoanT K HebnaronpusaTHON peakunn; NopsaaoK oTkaTbiBaeTcs
K CBOEMY NpeaLlecTBYOLLEMY Xa0TUYECKOMY COCTOSIHUIO, [OXOAUT 10 TOUKU KUMEHUS, B TOYHOCTH
KaK MUpHasi 4eMOHCTpauusi, KoTopas MoxeT 06epHyTbcsa Hacunuem. (Cm. “Maccel n Bnactb”
KaHeTTun). OT0 NnoTeHumanbHOe Hacunve napagokcanbHbiM 0O6pa3oM siBNAETCS Takxke
BO3MOXHOCTbH0 MH-chopmaLumn. BpemeHHo ycTynas xaocy B3pbiBa, NOPSA0K TepsieT CBOK BMacTb,

BHCULHNAHHAPHOIH

dBTOHOMMAHMH

g !

CBOI aBTOHOMHYHO OpraHu3aumio, Ho U HemsbexxHo pedhopmupyeTcst (To ecTb hopMUpyeTcs No-
HoBOMY). Kak Tonbko M3bbITOYHasA SHEPTUS MHOXECTBA BbINMECHETCS, NOPAAOK HEMUHYEMO
BOCCT@HOBMUTCSA — HO yXXe HeobpaTuMO M3MeHeHHbIM (pedopMUpOBaHHbIM), 0bpeTwunm
3HAYMMOCTb, PENIEBAHTHOCTb, KOTOPYIO YyTpaTusl, CTaB XECTKO aBTOHOMHbIM U (B KOHEYHOM
nTore) SHTPONUNHBLIM. DTy peopraHusauuto (peBonoLMo) crneayeT paccmaTpuBaTth Kak
HenpepbIBHbIN coumarbHbI MPOLECC, @ HE KaK YHUKarNbHOE CTopuyeckoe cobbiTve. PeBonoums,
Takum o6pasom, 3T0 TO, YTO ByAeT NpoucxoanTb CHOBa U CHOBA, BCEraa nepetacoBbiBasi, HO
HMKOrAa NMOMHOCTBIO HE YHUYTOXas NOPSIAOK M BNACTHbIE OTHOLLEHWSI BHYTPY HEro. MIHTepecHo,
4YTO PEeBOMOLMA NOYTU BCerga HaunmHaeTcs N3HyTpM camoro nopsiaka, korga areHtsl BHYTPU
noaopBanu AUCUMNIMHAPHbIA NOPSA0K, pa3pyLUMB NPeanochInku ero aBToHomun. Co6CTBEHHO,
370 Bceraa bbina no cyLwecTBy TPOLKUCTCKast MeYTa eKOHCTPYKTUBUCTOB, MX YTONUS NOApPbIBa.
He saBnsieTca nu aTa nocnegHas yTonus BCe eLle peneBaHTHON cerogHA? B HacToswee Bpemsi
aBTOHOMWSI UCKYCCTBA, KOHEYHO, BbIrNAANUT CrnabbiM, KpaiHe orpaHUYeHHbIM AUCUMNIIMHAPHBIM
KOHCTPYKTOM. CrULLIKOM HanoMMHaOLLIEE KrepuKarbHYH OpraHu3aumio, Ybsl aBTOHOMMSI U30nunpyeT
ero OoT ocTasjlbHOro Mupa, WUCKYCCTBO HaxoAWUTCs Mof MOCTOSIHHOWM Yrpo3oi oka3aTbCs
HepeneBaHTHbIM, yCTapeBLUMM, cTapbiM. [ovemy Mup Hac urHopupyeT? MponcxoauT Nn 3TO U3-
3a “KMBOW CTeHbI”, n3-3a “gaaeHbkn ¢ nuctonetTom”? Tak nn yk B HUX Bce aeno? MoxeTt ObiTb,
HaM cTouT obopoTuTbCst Ha cebs camux? NoyeMy B AaHHbIA MOMEHT Mbl HAaCTONbKO
HepeneBaHTHbI? He cormacunuck N Mbl Ha HekoTopble 6oree orpaHNYUTENbHbIE YCIOBUSA
WHCTUTYUManunsaumm? BoamoxHo, Ham Heo6xoaMMOo NOCTOSHHO NOAPbIBATL Hall COGCTBEHHbIN
NMOPSIAOK, OCYLLECTBIATL HEMPEPbIBHYHO XYA0XKECTBEHHYIO PEBOSIHOLMIO BHYTPU CBOUX XKe PSA0B.
Mpouecc HensbexeH: NopsaoK AOMMKEH HEM3MEHHO BbIBOpPaynBaTh cebsi HaM3HaHKy — C TeM,
4TO0Obl penHdopmMmupoBaTtb cebs, YTOObl NPoTUBOAENCTBOBATbL 3HTPOMNUMU, YTOOLI ObITh
peneBaHTHbIM BO BCEX BO3MOXHbIX CMbICI1ax 3TOro crioBa. OT0 NPOUCXOAUT B AaHHbIA MOMEHT,
roka Mbl M1LLIEM U FOBOPUM, U KTO 3HAET, Kakum OyaeT nopsiiok MCKYCCTBa, Koraa OHO 3aHOBO
YyTBEPAUT CBOK OUCLMMITMHAPHYIO aBTOHOMMIO.

David

Riff |

Notes on

Disciplinary

Autonomy

All too often, the assertion of artistic autonomy of art
seems like no more than a peaceful demonstration,
controlled and held in place by a “living wall” of water-
canons and billy clubs. Even if art, in its autonomy, claims
the right to make a difference in all of society, it is kept
back and fixed in place by the authorities by which it is
surrounded. But what of the peaceful demonstration’s
potential for violence? Or, to put it differently, can we expect
art to break the conventions of contemporary society, finally
regaining some of the relevance that it has lost?
Autonomy, one might argue with Foucault, is a natural
result and goal of discipline. Like any other social sub-
system, the discipline is an organized multitude, held in
place by hierarchical structures and “rules of fair play”
(conventions). Its organization guarantees that it will be a
discrete social system with a strong contour. In other
words, art only becomes an autonomous system when a
multitude of art-professionals agrees to use a certain
language of reference and power, to adhere to a discipline.
The chaotic multitude, the crowd, has been fixed and
rendered controllable. On the one hand, it has gained its
right to existance. On the other hand, it is easier to keep it
place. Thus, the discipline (autonomous to a degree but
only to a degree) is a social necessity rather than a
construct or an opressive measure (cf. Michel Foucault,
Discipline and Punish).

However, no matter how rigid the discipline of art may
seem, it is actually still capable of reverting. For when a
discipline’s network of relationships develops a certain
critical mass of entropy, the discipline can begin to fall
apart. Often, this critical mass, this danger of
disintegration will lead to an adverse reaction; the
discipline falls back into its former state, boiling over, just
like a peaceful demonstration can turn violent. (cf. Elias
Cannetti, Masse und Macht) This potential for violence,
strangely, is also the possibility of information. In
temporarily giving in to the chaos of explosion, the
discipline loses its authority, its autonomous organization,
but is inevitably re-formed (that is, formed anew). When
the discipline will inevitably comes back together, once
its multitude’s excess energy has exploded or been
defused, itis invariably changed (reformed) in the process,
regaining some of the relevance that it has lost in the
process of becoming rigidly autonomous and (ultimately)
entropic. This reorganization (revolution) should be seen
as a continual social process rather than as a unique
historical event. Revolution, then, is something that will
happen again and again, always reshuffling but never
abolishing the disciplines and their power-relations. It is
interesting that the revolution almost always comes from
within a discipline itself, when some agents WITHIN have
suffiently undermined the disciplinary order, the

assumption of its autonomy. This, in effect, was always
the inherently Trotzkyite dream of the deconstructivists,
their utopia of subversion. Isn't this one last utopia still
relevant today?

At present, art’s autonomy is certainly visible as a weak,
very limited disciplinary construct. All too similar to a clerical
organization whose autonomy isolates it from the rest of
the world, art runs in constant danger of being irrelevant,
outdated, old. Why is the world ignoring us? Is it the “living
wall” or the “man with the gun”? Is it really them? Maybe
we should look at ourselves. Why are we, at this moment,
so very irrelevant? Haven't we agreed to some of the more
restrictive conditions of institutionalization? Perhaps we
constantly need to subvert our own discipline, to bring
about a continuous artistic revolution within our own ranks.
The process is inevitable: the discipline must always turn
itself inside out, in order to reinform itself, to counteract
the tendency toward entropy, to be relevant in all possible
senses of the word. It is happening at present, as we
speak and write, and who knows which order art will

regain, once it reasserts its disciplinary autonomy?
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B npeabiayLieM Homepe Hawwel raseTsl (“YTo genaTb”) Mbl yXKe NogHMMany TeMy aBTOHOMUMN.
[encTBUTENBHO, NONMMTUYECKOE N XyO0XKECTBEHHOE AEeNCTBME, OCOOEHHO CEerofHs, 310 He
Tonbko TpeboBaHue cBo60abI, HO, OOHOBPEMEHHO, U YTBEPXKAEHNE COOCTBEHHON aBTOHOMMUW.
B aTOM CcMbICNIe MOXHO rOBOpPUTb O Ceyeccuu Kak O MONIMTUKO-apTUCTUYECKOW cTpaTeruu.
Takasa cTpaTtervs BkrnoyaeT B cebsd TpyM OCHOBHbIX MOMEHTa: ceyeccuro (nybnuyHoe
NpoBoO3rnalleHne aBTOHOMUKN), KOHpoHMayu 1 (YyTONMYecKoe) OCHoB8aHUe.
ABTOHOMUSA B MOBCEAHEBHOM CMbICIIE CIIOBa YacTO O3HA4yaeT YTO-TO BpoAe “OTHOCUTENb-
Has He3aBUCUMOCTbL”, “UCKNOYNTENbHOCTL”. TO ecTb 3HavyeHue “aBTOHOMWUU” B CMbICNe
nonnTnyeckoro deaepanvsmMa (“aBTOHOMHble pecnyonukn”’) npeobnagaet B ynoTped-neHnn
Hag OykBanbHbIM 3HA4YeHMEM CIOBa, KOTOpOe O3HayaeT “camoynpasrieHne” B caMoMm
CUINbHOM CMbICIie, B CMbICIie CyBepeHHon cBobofbl, HUYEM He ocnabneHHon, n He
[apoBaHHOW HukeM, KpoMe bora unu ObiTna. 3TOT CABUM B 3HAYEHUUN HE CryyaeH.
[encTBntensHO, Nnapagoke, cogepxalmmncs yxe B (omnocoqCKOM NOHATUM aBTOHOMUMN — B
TOM, YTO CaMa aBTOHOMUS He aBTOHOMHA, a reTepoHomHa. Y KaHTta, Hanprvmep, aBTOHOMMIO
OVKTYeT TpaHCUEHAEHTHbIN XenesHbln 3akoH. KTo BoobLe ckasan, 4to Tbl AOMKeH ObiTb
aBTOHOMEH? [JOMKHO elle MPOM3ONTH YTO-TO — Kakas-To noteps, KatacTpoda — YTobbl Thl
BbIHY>XeH Obln uckatb cam, 4To Aenatb. Mnun 4ytobbl KTO-TO OTBEPHYICA OT TEbS, MaxHyr Ha
Teba pykown, unm Haobopot, 4yToObLI No3ean. bopbba 3a aBTOHOMUIO 3TO Oopbba 3a
0ocBOOOXAEHME ApYruX, HEe TOMNbKO cebs.

Bepywuin cerogHs Bepx pexum nMmnepuanmctTudeckon nubepanvsaunm KpanHe HeTepnum
K nonbITkam yTBepAnTb 0COBeHHbIe 30HbI. B TO e Bpems, nobol yHnBepcanbHbIi NOpAaoK
BbIHYXXA€EH, YTOObI HE NOTEPATb KOHTaKT C peanbHOCTbIO, YTBEPXAaTb UCKIYEHUS U3
npaswn. Tak, AMepuka Hyxgaetcs B ['yaHTaHamo, 4TOGbI NoKann3oBaTb XOTA Obl B OHOW
TOYKe Mupa npaBo BOWHbI. HO C TeM Xe ycnexom MOXHO TpeboBaTb OT rrnobanbHbIX
UMMepaTopoB (MMNEPOKPATOB?) UCKIIOYNTENBHBIX 30H, FAe peannsoBbiBanock Obl NpaBo
cBoboabl! OHM XXe O0MKHbI UMETb XOTb FAe-To “HacTosLLyt” cBo6oay, YTOObLI NOTOM BblAaBaTb
3a Hee cBow “nubepanbHy” ancuunnuHy. He moTomy nu kopnopauuv noaaepXxusatoT
COBpPEMEHHOE UCKYCCTBO, He AMKTYS ero copepxaHvve? OHM TeM cambiM NEermTuMmnpyroT
CBOI BMacTb, HO B TO & BPeMs CMOCOOCTBYIOT pa3BMTUIO UCKITIOYEHHBIX N3 Hee 30H. Tak
Pumckas Vimnepus naBana WmMpokne npaea camoynpasreHvs ropogam, T.H. “MyHuumnusam”
- kak Obl pacnnayvMBasCb 3a CBOe Ha3BaHWe, Npoucxopsiiee oT cBOOOAHOro ropoaa-
rocyaapcrBa.

MckyccTBO MOXET MCMONb30BaTh 3TOT LWAHC CBOOOAbLI B MONMUTUYECKMX LEeNsax, NnpuBnekas
He Tonbko 6oremy, HO 1 Opyrux nogen K COBMECTHOMY CBOOOAHOMY AENCTBUIO — KOTOPOTO
He HalWTu B CeTKe OTKPbITbIX KaXAOMY MOTpPebMTenbCKMX BO3MOXHOCTEeW. Tak, bnarogaps
BHOBb OTKPbITOM CNOCOBGHOCTN ©6€30CHOBHOIO, “Cy0bEKTMBHOIO” aCcTETUYECKOro Bkyca B 18
BEKe BO3HMKIM KPYXKM U CaroHbl, NOAroToBMBLUME PpaHLIy3CKYl0 PEBOSIIOLMIO (HO MOTOM,
yBbl, HaBsA3aBLUMe 06LLEeCTBY peNpPEeCcCUMBHYIO KIacCMLUCTCKY0 Moaenb). Boobuye, Hannune
HEe3aBMCUMMOTo M “HedYHKLMOHANbHOro” YneHa B ynopsgoyeHHOM coobuecTBe — 3TO
ckangan. He cnyyanHo o66¢ 3ameTtun, 4to ecnu cpean o6beanHEHHbIX OOLLECTBEHHbIM
[OroBOPOM MOAAAaHHbIX BAPYr MOSABNSAETCS He BCTYyNaBLUUM B HETO CaMOCTOSITENbHbIN
yeroBek, TO 3TO unu Bpar, unu cyBepeH. OTaenuTb Bonpoc o6 aBTOHOMWUM OT BOMpOca O
Brnactu (CyBepeHuUTEeTe) HEBO3MOXHO. OTO BOMPOC BPEMEHW M npocTpaHcTBa. Ho
HeaBTOHOMHbIN HUKOrga He OyaeT BnacTBOBaThb MO-HacTosAlWeMy (Qaxe ecnv caenaer
Kapbepy).

MTak, nycTb 30HbI aBTOHOMUK (M UX OBMTATENN) CTArMBAIOT U CrywatoT Ha cebst o0wecTBo,
oXungas MOMeHTa, Korga ux nimbo yHn4YToXaT, nMbo NnpusHatoT ux cyBepeHuTeT. [Npu ycrnosuum,
4yTO 3TO BYAYT, CTPOro roBOPS, 30HblI @8MOHOMU3AUUU, HE UCXoasaWwmne U3 COGCTBEHHON
aBTOHOMWM, @ HEMPEPbLIBHO BbliAyMbIBalOLWME ee 1 Tpebyowme ee. PUrypbl apTUCTUHECKON
aBTOHOMM3aLUUN HE NMPOCTO BbICBEYMBAKOT U3HAHKY OOLLECTBEHHOM XN3HW, HO n3obpaxaroT
W MpeaBOCXMLLAIOT TO, YEro B Hel Hem.
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In our last issue (What is to be done?) we have already raised the question of autonomy.
Indeed, a politico-artistic act, especially today, is not somply a demand of freedom but
simultaneously a statement of our autonomy. In this sense, one can speak of secession
as of the politico-artistic strategy. Such strategy includes three main moments: secession
(public declaration of autonomy), confrontation, and (utopian) foundation.

Autonomy, in the everyday sense of the word often means something like “relative
independence” or “exception”. This means that the juridical meaning of “autonomy” in
the sense of political federalism (“autonomous districts”) took over the literal meaning
of this word, which means “self-government” in the strongest sense of sovereign freedom,
not limited by anything, and given by no one but God or the being itself. Such shift in
meaning is not accidental. Freedom in the sovereign sense has been usurped by the
so-called democratic state and the fiction of representative democracy. Moreover, there
is a paradox in the very philosophical notion of autonomy — autonomy itself is...
heteronomous. In Kant, for example, the autonomy is dictated by an iron law which is
transcendent to the subject. Who actually said that you have to be autonomous?
Something has to have happened — a loss, a catastrophe, for example — so that you have
to search what is to be done for yourself. Either someone has to have abandoned you,
refused you, or, on the opposite, called you forward. Thus, the struggle for autonomy is
the struggle for the emancipation of others, with the others — although also from others.
The today’s regime of imperialist liberalization sustains subjective autonomy but is
strictly intolerant to any declaration of exception. Autonomy-exception may thus be more
important nowadays than simple auto-legislation. Meanwhile, any universalist order is
bound to posit some exceptions from its rules, so as not to lose all contact with reality.
Thus, US needs its Guantanamo, so as to localize the true martial law at least in one
zone of the world. But one can equally demand from the global emperors (emperocrats?)
to sanction zones of exception where the law of freedom would be realized! They must
have a zone of freedom somewhere, so as to legitimate their “liberal” rule elsewhere! Is
not this the reason for the fact that the corporations support contemporary art without
dictating its content? In the same way, the Roman Empire gave broad autonomy to many
of its cities (municipia), as though it would thus pay back its title which derives from the
name of a free city state.

Contemporary art can use this chance of freedom for political purposes by attracting not
only the bohemian crowd, but also the simple people into its events and thus aspiring for
greater power. In the 18" century, the newly discovered capacity of the groundless, fully
“subjective” judgment of taste brought about the circles and salons which prepared the
French revolution (unfortunately, later they imposed their repressive classicist esthetics
on the society). Generally, the presence of an independent and disfunctional member in
an order society is a scandal. Hobbes noted once that if there is a free person among the
subjects bound by the social contract — this person is either an enemy or a sovereign.
One cannot separate the question of autonomy from the question of power. This is a
question of time (or timing) and space. But a non-autonomous will never truly reign
(even although s/he can make a career).

Hence, let the zones of autonomy attract and condense the society, awaiting the moment
when they would either be destroyed or recognized as sovereign. But this only under
condition that they will be zones of autonomization, not relying on their supposedly
achieved autonomy, but endlessly inventing it and insisting on it. The figures of artistic
autonomization do not simply develop the imaginary reverse of society but also anticipate
depict what is there not.
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fwnpuii Bunewckni | BoBnevewnasn aBTOHOMHA HOBOW rpadMyeckKod KYyAbTypbl yNHIb

Dmitry Vilensky | Engaged autonomy of a new urban culture

OTOT HOMep raseTbl YaCTMYHO NPOUMNIOCTPUPOBaH doTorpaduamm paboT 13 npoekTa
“Backjumps”, peanusoBaHHbiM Kunstraum Kreuzberg/Bethanien B BepnuHe oceHblo
2003 ropa.

OTa BbICTaBka TOYHO MapkuMpoBana Te W3MEHEHUS, KOTOpble MPOM3OLLNN C YIIMYHOMN
rpadunyeckon KyneTypon 3a nocnegHme rogbl. CerogHsa ynuyHele akTuBuCTbI-rpaddepsl
oKasanucb cnocobHbIMW Ha co3faHve NPUHLMNManbHO HOBOW 3CTETUKM Henocpea-
CTBEHHOW ropoAcKon KOMMyHVKauun. Ha npumepe 3ToM BbICTaBKM Mbl MOXEM FOBOPUTb,
YTO 9Ta Ccyb-KynbTypa, co3aaBluasa CBOM MexayHapoaHbin net-working obnagaet tpems
OYeHb BaXHbIMW KayecTBaMmu:

1. NpsMON AemMoKpaTu3M - HenocpeacTBeHHOe obpalleHne K couumyMmy, peanusyemoe
6€e3 MHCTUTYLUA- NOCPEAHMNKOB.

2. nonuTM3auusa BbiCKasblBaHWA — UMEHHO 3Ta acTeTuka Hambonee agekBaTHa
CEerogHsLLHeMY NONMTUYECKOMY aBaHrapay — “OABVWXKEHUIO OBWKEHUR”, Unv OBUXKEHUIO
MHOXECTB.

3. co3gaHve HOBOro BM3yanbHOro A3blka — obrnagaloLero BCEMU xapakTepucTukaMmum
A3blka MCKYCCTBa: NNacTUYeCKMM COBEPLUEHCTBOM, BbICTPOEHHbIMU KO4AaMU KOMMY-
HMKauun, akTMBHO paboTatoLmmMm Kak B My6rnimyHOM NPOCTPaHCTBE, Tak U B BbICTABOYHbIX
3anax, camopedepeHTHOCTbIO U KpUTMYeckon pedrnekcnen.

KoHeuHOo, 3TO MCKYCCTBO Takke HEOQHOPOAHO M NMPOTMBOPEYMBO, Kak u noborn apyron
deHOMEH CoBpeMeHHOro TBopyecTBa. Ho cerogHs oHo 6onblue Noxoxe Ha “BOPOBaHHbIN
Bo3ayx” /Ocun MaHgenbwtam/, n 310 aBnaerca Heobxogmmon npumeTton nwboro
NOAMMHHOrO MCKyCCTBA.

Many of this issue’s illustration are photographs of pieces from the project “Backjumps”,
which was realized in the Kunstraum Kreuzberg/Bethanien in Berlin during the autumn
of 2003.

This show clearly marked the changes that have taken place in graphic street-culture
over the last years. Today'’s street-activists/graffitti artists have proven capable of creating
an aesthetics of unaffected urban communication, something that is new in principle.
Taking this show as an example of a subculture that is emerging through an international
net-work, we can identify three very important qualities:

1. Direct democracy — Graphic street-culture relates to society immediately without the
help of institutional mediation.

2. Politization - The aesthetics of the street correspond closely to today’s political
avantgarde, the “movement of the movements”, or the motion of the multitudes.

3. New visual language — As poetic system, graphic street-culture has all of the
characterstics of an artistic language: its plastical completeness is structured by
communicative codes. It actively works in public spaces as well as exhibitions or galleries
and is both self-referential and capable of critical reflection.

Needless to say, urban art is just as diverse and self-contradictory as any other
phenomenon of contemporary creativity. But today, it is more and more similar to the
“theft of air” (Ossip Mandelstam), which is one of the necessary subject of any authentic
form of art.

This issue is illustrated with pieces by SWOON, WK Interact, Banksy, and details of
world stickers wall at urban-art.info / Berlin/



os1eliHUKO8. 30Hbl 803MOXXHOU pernpe3eHmauyuu celidac//possible zones of representation now by oleynikov

BoT Tbl roBopulb — BO3MOXHOCTU penpeseHTauumn
MNCKYCCTBa WUCTOLLEHbl B KOHEL, YTO OHU CYy3WIUCb A0
npegenos “6enon Kopobkn”... He3Hat, He3Halo...
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A xak xe! BoT nocmoTpu. Bce npocTpaHCTBO 3aHATO mMacc-meama, Bce cBobofHble Mecta 3abutebl peknamoii. Mpuyem, NpocTpaHCTBO
He ToNbKOo (husmnyeckoe, Ho n cMbicrioBoe. K yemy 6bl Tbl HU oBpaTuncs, Yem Bbl HM 3axoTen BOCMOSb30BAaTLCA B MpoOLecce Co3fjaHus
npousBefeHus (umest nepen coboli, pasymeeTcsi, LiefiM UCKYCCTBA) Thbl Be3Ae HaTbIKaelbCsA Ha TO, YTO CMbICMbI YXKe anponpuMpoBaHsbl
1 MaccMmeamna u agBepTansnHrom. Bce BOKpyr CnyuTt ogHo rno6anbHoi NOPOYHOM Lenu — yBenuyeHnto o6bemMoB npogax n 6eckoHeYHOMY
o6opoTy kanutanos. Tonbko Tenepb BCe elle Kpyde, NOCKONbKy Tenepb, BuAWLIL nu, “pubok” Topryet CBOBOLOW, a “camcyHr” -
OOBEPUEM, cpybas HeBbebeHHoe 6abno! M Bce 4TO ocTanochb XyAOXHMKY, Kak NMpOCTPaHCTBO penpeseHTaumuy UCKyccTBa — 3TO “yaWT
6okc”. B cTepuiibHOM NPOCTPaHCTBE CMbICTbI, NPUBEAEHHbIe K 3HameHaTento UckyccTBa kak 6bl camu coboli padmHupytoTcs. Haxoasch
B My3ee, ranepee unu Apyrom BbICTABOYHOM 3ane, 3puTenb MOHWMAET, YTO K HeMy obOpallaloTcA Ha A3blke UCKYCCTBA, @ He peknambl.

™

Ho Befgb 3TO NyTb K OCTEKNeHeHUI, obrneneHeHuto 1
MCKyccTBa. A 3TO NPsiMO MPOTUMBOPEYUT AUHAMUYHON U

ropsiiert ngee 60pbbbl U BLIMMSAMT Kak BHasA caaya CBOUX ok
noauuui, npudyem 6e3 6osi. Kak 6yaro Hac noctaBunm B
M3BECTHOCTb, YTO HAlUX TEPPUTOPUU 3aBOEBaHbI MOKa Mbl
KWHO CMOTPENM U Hac NPOCTO peLinunM onoBecTUTb, Tak
ckasaTtb, anoctepuopu. Cornacume ¢ npegnaraembimMmu
ycrnosusiMn 6e3 npoTuBOAENCTBUSI — 3HAYUT, COrMacuTbCs
C npourpbiwem 6e3 urpbl. ATO BbIMAAUT YHUIUTENbBHO.

M uTo Xe Thl npeqnaranJb?

B TOM 4uCle M Te caMble NoMs, KoTopble B O6LLECTBEHHO
CO3HaHWM yXe ycnenu 3aKkpenuTbCsl 3a BOWCKOM MpOTUBHUKA!
- : .
3 . Ho ans Toro 4tobbl BbIFMSAETh B 39TUX MPOCTPAHCTBaX Tak xe ybeauTenbHO, Kak u
HaLlW COMEPHMKM HEOBXOAMMO TaKoe e OCHalleHWe. A umeto B BUAY MaTepuanbHyo

S oymato, 4To Pe30HHO UCMOIb30BaTb B LENAX penpeseHTauMq 1

T T HHL

Mormun, gpyxuwe, Mbl BOIOEM B Nofe MOeOoNorM4eckom B
nepByto odepedb. ATO M €CTb 30Ha Hallen aBToHomun! A Bbixoas p
B Ny6nM4yHOe NpPOCTPAHCTBO Mbl MOfly4aeM TO, YTO OHM i
Ha3bIBalOT anektopatom. [Ins Hac aTo B nepByl oyepenb |
naun, U3 KOTopbiX MOXeT HabpaTbca Ta camasi peBoOrio-
LMOHHasa KpuTuyeckas Macca. Jliogn, KoTopble He BUAAT
NpPOTUBOPEYMIA B COBPEMEHHOM MUPOMOPSAKE MOTOMY, YTO)
NPOCTO He NocTaBfieHbl B U3BECTHOCTb. Mbl Mornu 6bl Ux Mo-TBoEMYy Mopa BbIXOAMTb Ha OKKYMUPOBaHHbIE
onoBectTuTb. Ho 310 GyAeT HEeBO3MOXHO, OCTaHbCA Mbl TOJbKO Tepputopumn? B Tene- paguo- acup, B rasetbl u
B My3ee-ranepee. MarasuHbl, B ByTUKn u pectopaHbl?

Hy koHe4yHo! N Ha 3TuMX TeppuUTOpMUSAX, MOAYMHEHHBLIX 3aKOHaM
WHAYCTPUanbHOW KOHBIOHKTYPbl KOHCTPYMpPOBaTh HOBble 06LECTBEH- 1
Hble YCTaHOBKW, UCMOMNb3ys €AUHCTBEHHOE, YTO Y Hac eCTb — HaWy | —i
TBOPYECKYHD, UHTENNEKTYanbHY, KPUTUYECKYIO MO OTHOLUEHUIO K
COBPEMEHHOMY YCTPOWCTBY MOLLb.

A pomxeH aTo o6aymMaTh, a TeNepb BKMOYal Tenesnsop,
“IMogBur passegunka” yxe SMUHYT Kak nger.

o

Paccnabbcs, ycneem. Tam HaBepHsika CHa-
Yyana peknamHbii 6nok AnNs 3aTpaBOYKK
nyctunu. Fae xe a710T rpebaHbiii NynbT?..

1

1. So you say that the possibilities of representation of art are totally exhausted, that they have become as tight and narrow as a white box... | don't know, | mean, I'm not sure...// 2. Come on! Look at what's going
on. All spaces have been occupied by the mass-media; every vacant place is taken by advertising. Even worse: this occupation is not only physical but semantic. Whereever you turn, whatever you might want to
use in the process of creating a piece (with the goal of an art-work in mind of course), you will always trip and stumble over the fact that every notion has already been appropriated by the mass-media and by
advertising. Everything that surrounds us only serves one insidious goal, namely to increase stock turnover and to expand the volume of sales. Except now, the world has become even tougher: (don't you see?) -
“Reebok” is dealing out FREEDOM; “Samsung” is peddling CONFIDENCE, cutting un’fuckin’believable dough! And all that the artists realy have as the space of artistic representation is the “white box”. Reduced
to its denominator in the sterile space of notions, art refines itself alone. And upon visiting a museum, gallery or other exhibition space, the spectator will finally understand that he is being addressed in the language
of art, not advertising.//1. But this path invariably leads to the glazing and icing over of art. It directly contradicts the hot, dynamic idea of struggle and clearly seems that all of the positions have been abandoned,
and what's more, without any battle at all. It seems like they let us know that our territory was occupied while we were watching a movie, notifying us of their victory aposteriori, as it were. To accept the conditions
of surrender without resistance means to admit defeat without having even entered the game. This seems humiliating. //2. So what do you suggest? //1. | suppose that it makes sense to use exactly those fields to the
end of representation that the adversary’s forces have aready occupied and fortified. /1. But in order to be taken seriously in this field, we will need the same equiptment as our rivals. By this, | mean the material
side of things. //2. Try to understand, my friend, we are waging war on what is primarily an ideological battlefield. And that is the zone of our autonomy! And by stepping out into the public sphere, we gain what
they call a target group. For us, this group consists of people who might come together to form a critical, revolutionary mass. People who don’t see the contradictions in the new world order only because they weren't
notified in time. We could let them know. But this will be impossible if we stay sequestered in our museums and galleries. /1. So isit time to go out into the occupied territories, behind enemy lines? Are we to infilitrate
television- and radio-broadcast, the newspapers, the supermarkets, boutiques and restaurants? //2. Of course! And on these territories, which are subject to the laws of the industry’s trends, we need to construct new,
social attitudes, using the only means available to us, namely our creative and intellectual force, our power to be critical of the contemporary arrangement. //1. | need to think it over, but for now, turn on the TV.
“The Agent’s Feat” already started 5 minutes ago. // 1. Relax, we'll make it. They're probably showing a block of advertising spots for blasting-caps or fuses. Where the fuck is the remote?...



B koneunom cuére, Bonpoc o TOM, B COCTOAHHH NH Mbl QYHLAMEHTANbHO
H3MeHHTb Ga3oBbie YyCNOBHA BOCNPHATHA HCKYCCTBA, HANPAMYI COOTHOCATCA
C NMONMTHYECKHM NOTEHULHANOM CamMoro HCKyccTBa M ero cnocoOHocTblo
HAaXOLUTb H APTHKYNHPOBATH Camble YYBCTBHTENbHbIE COUHANbHbIE TEMbl B
paMiax 6Oonee WHPOKOro KOWTEKCTA, a TaKiKe YKa3biBaTb H Mpepnararth
HOBbIE QOPMbI CONPOTHBNAEGHHA M KONNEKTHBHOCTH

kypatopckasa rpynna WHV, 3arpe6

Ultimately, the question of whether we can fundamentally change the basic
conditions of art perception relates directly to art’s political potential
and its ability not only to locate and articulate delicate social themes

within a broader

context but also to

resistance and collectivity

WHV, Zagreb based curatorial team

ny6nukauna FEZAprojects Ne4 Gbina ocyLuecTeneHa B pamkax BblcTaBoyHoro npoekta “ROHTO” /28.10.-14.09. 2003, LieHTparnbHbIv BblCTaBOYHbIN 3an MaHex/

npu nopgaepxke Coseta MuHuctpoB CeBepHbix CTpaH

€ roci

publication FEZAprojects Ne4 Made within the frames of the “ROHTO” project /28.10.-14.09.2003, at Central Exhibition Hall/
supported by The Nordic Council of Ministers

indicate and offer

new forms of
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Wpesa, coctaBneHune, rpacduka: Amutpun BuneHckun u FEZAprojects //// Idea, concept and graphics: Dmitry Vilensky and FEZAprojects

FEZAprojects (Onbra Eropoa (Llanns),
Omutpuinn BuneHckun, Aptém MaryH, Anek-
caHgp CkugaH) - apT rpynna HOBOro Tuna,
basupywwasnca B etepbypre, koTopas
CTpeMUTbCSA co3gaBaTtb nnatdopmy ans
COBMECTHOW TBOPYECKOW paboThbl pa3nmnyHbIX
nogen, 3anHTEPECOBaHHbBIX B MEPEOCMbIC-
fNleHMM cUTyauun B UCKYCCTBE M guanore ¢
ONHaMUYHO MEHSIOLLMMCS COLMYMOM.

B pestensHocTn FEZAprojects coBmeLLaeTcs
WHCTUTYLMOHanbHaa paboTta u nosmuus
XYOOXHWKA, UHTEPHALIMOHASBHBIN KOHTEKCT U
noKaneHas cuTyaums, npoLecc MPon3BoaCTBa
WCKYCCTBa W ero penpeseHTaums, counarnsHas
aKTMBHOCTb U €€ KPUTUYECKOE OCMBICIIEHNE.
(mogpobHee cm. www.fezaprojects.com)
KoHTakT: dv@fezaprojects.com

FEZA projects is an independent art group
based in St. Petersburg (Olga Egorova
“Tsaplya”, Dmitry Vilensky , Artemy Magun,
Alexander Skidan). It aims to reflect a new
logic for contemporary activists to create a
platform for the collaborative work, rethinking
of a role of the art in dynamically changing
local communities in a global context. The
activity of FEZA project includes interaction
of different components: institutional and
artistic work, international and local situations,
the production of art and its representation,
social activism and its critical evaluation.
(see www.fezaprojects.com)

contact: dv@fezaprojects.com
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