ARTISTS
STRUGGLE
T O (r ETHER

ROTAQA XYAROMRHHKH DOPHTCA BMECTE

cney. soinyck Hoabpo 2008 / rasera “Yro penats?” /// special issue / November 2008 newspaper “Chto Delat?”



W3ydenne omplTa PycCKOTO — KOMMYHHCTHYECKOTO
aBaHTapfa  HMeeT  HUCKIIOYMTENbHOE  3HAuYeHHe
JUIi  TIOHMMAaHHS JIOTUKH Pa3BHTHS COBPEMEHHOIO
MOJUTHYECKOTO  HCKYycCTBAa B BHAY IyCTh U
HETIONHOLEHHOTO, M JaXXe HEyJAayHOro, HO BCE-TaKH
3aberaHus ero B Oyayliee UCKyccTBAa U OOICCTBEHHOM
KM3HU. 1160 BO3MOXXHOCTH, KOTOPBIE OTKPBUINCH LIS
uckyccrsa B 20-e roxmsl mpouuioro Beka B CoBeTckoi
Poccun HECONOCTaBHMBI C TEMH, KOTOPHIE MOXET
€My TIpeIOCTaBHTh CETONHS CKOJb YFOZHO Ooraroe
JIEMOKpaTHueckoe rocyaapctBo. @puapux Ilumnep,
MeuTaBIIMd B cBomx «[IMceMax 00 acTeTHuecKoM
BOCIIHTAHHHU YEJIOBEKa» O «TOCYIapCTBe HPEKPacHOM
BUIUMOCTH», B KOTOPOM OBI BOIIOTHIIMCH MEYTHI
Jmozied 0 BceoOlleM pAaBEHCTBE, HE MOI cebe axe
NpPEeICTaBUTh  MAcIITabOB = peanu3aliy  II0J0OHOI
MOJUTUKO-3CTETHUECKON yTomuu.  CornuanucTiHyecKas
PEBOJIIOLIVSI OTKPBLIA XyT0KHUKY BO3MOXKHOCTh KOHTAKTa
C COIMAIBHOM pEeaTbHOCTHIO B | HEMOCPEICTBEHHOM,
T.€. HEOTUY)KIAEMOM pPEXHME, He HYXHAIomEeMCs B
YCIIOBHOCTH, HJUIIO3UU 1 (PUKIIMY IJIs JOHECEHUsI CMBLIA
€ro Xy[0)KeCTBEHHBIX BbICKa3bIBaHM. OHA 0CBOOOAMIA
MO/IBEPTaBIIMECS]  MPEXIE = TOJIBKO | OCTPAaHEHHIO U
OTpEILICHHUIO 30HbI IeHCTBUTENEHOCTH, OTKPbLIA KaHaJIbI
JUISL HEMOCPEACTBEHHOTO CTPOHTENbCTBA YKU3HEHHOIO
MHpa 4elloBeKa.

Peyp 111712 HE TOJIBKO 00 Y4aCTHH XYJO)KHUKOB B IPUHSITAN

DI00ATBHBIX APXUTEKTYPHO-TPAI0CTPOUTEIHHBIX
peLICHHH, XyHT0)KECTBEHHOM OGOPMICHUH - yIUL U
IIoHIaaeH, pexuccepcKoi

OpPraHW3aldy  MHOTOTHICSY-HBIX

PCBOJIOLIHOHHBIX Mpa3AHHUKOB,

CO3aHNU MPaK-TAYHBIX I

BHJOB OIEXIbl Ui MAacCOBOTO
HOTPEOUTENs U 1LeNeco00pasHbIX I
JIIEMEHTOB KOMMYHaJIbHOTO
OblTa, HO TIpeXAe BCEro 00 I
W3MCHEHUM OTHOLICHUH MEXIy
JIOABMH M POXICHHHA HOBOTO,
OCBOOOXKIEHHOTO  OT  pabCKo- I
TOCHOJCKOH  4yBCTBEHHOCTH = U
CO3HAHWS, YeNOBEeKa. Cronb I
CMyIIaomas mbepanos
«aruTallMOHHOCTBH» IPOJIETAPCKOTO
HCKyCCTBa 03Ha4aia HepePhIBHBIN
oOMeH ero wMmarepuana H (DOPMBI, PAKTHYECKOIrO
U 1o3THyYeckoro s3bikoB. C ToukHM 3peHHs (opmbl,
XapakTepHas Ul HEro «TeHAEHNMO3HOCTH» Obuia
HE MEHee IUIOAOTBOPHBIM [PHEMOM, HYEeM MHHMas
«OeCIpUCTPACTHOCTEY)  CO3EPUATEIBHOTO  HCKYCCTBA.
Cama Marepuss HOBOW JXM3HH B. CBOMX HMMAaHCHTHBIX
dopmax mpenocTaBAIA  XYNOKHHKY —IIHPOYAMIINi
BbIOOp MOTHBaIMii u npueMoB. [1o cyTu nena mma peyb
0 CaMOOpraHN3alUK COIAAIBHON MaTePUH BO B3aUMHOM
JBIKCHHH OOpIONMXCs 3a CBOOOIY TPYAAIIMXCS U
UIIYIIHX B IPOU3BOJCTBO XYHAOKHHUKOB.

pycckoro y-

Hacnennuku

TypHu3Ma, 00BbEeTMHUBIIIAECS
B Hawanme 20-x. B JleBblit
¢pour  wuckyccts  (JIED),
BosmmaBimsgembli  B.B.  Mas-
KOBCKHM, yXBaTHJHUCh 3a 3TOT
ucropuueckuit manc. Ho Ha ux
MpUMepe BUAHBI CETOJHS BCE
MpeuMyIIecTBa M  H3IEPKKU
NPUHSTHS HA ce0sl HCKYCCTBOM
MPSIMBIX TIOJIUTHYECKHX 339 1
BJIACTH B KYJBTYype.
Ecnu o
KyOOQyTypHCTHI, 3ayMHHKH
u OecnpenmerHuku  (Xmneo-
HUKOB, MaskoBckuii, Kpyue-
ve1X, KameHnckuii, Poguenko u
Ip.) MODIM JAEMOHCTPHPOBAThH
B CBOMX paboTax TOJBKO
MIPEIMETHOTO " YeJI0BEUECKOTO
TO B YCIOBHUAX

PEBOJTIOLUN

OTHYKACHUEC
MHupa B YCJIOBUAX KallMTaJIu3Ma,
COLUAJTUCTUYCCKOTO CTPOUTEIBLCTBA TBOPYECTBO OTUX

XYIO)KHUKOB ~IPETEPHEN0 CIOKHOE, HO JIOTHYHOE
MpeBpalleHue B  MPOU3BOIACTBEHHOE  HCKYCCTBO
u ¢akrorpadpuro. DnaraxHas, NPOBOKATHBHAS U
HETAaTUBUCTCKAs B OTHOIICHHE PEalbHOCTH YCTaHOBKA
paHHero ¢yTypu3Ma CMEHSETCS TIOCJIe PEBOIIOLUHN
Ha CTparerddl XyJAOKCCTBEHHOTO BO3JICHCTBUS Ha
YYBCTBEHHOCTh U HHTEIUIEKT, U IPSMOE KU3HECTPOCHHE.
OTo mpeBpaieHne ObUI0 00YCIOBICHO, MPEKAE BCETO,
€IMHCTBOM MOJIUTHYECKOTO CO3HAHHS COOTBETCTBYIOIIHX
XyIO)KHIKOB. OHO ke 00eCneyrnBaio MpeeMCTBEHHOCTh
MEXIYy STHMHU CTOJIb PAa3IUYHBIMH Ha TEPBBIA B3I
dbopMaMu  «JICBOTO» KCKyCCTBA B MOHHUMAaHHH €rO
MIPUAPOIBI ¥ 3a71a4. A X 0OBEIHHSII OTKA3 OT MUMETHKO-
OTpaKaTeNbHBIX CTpaTeru, ($UKIMOHATN3MA,
(DUTYpaTUBHOCTH, CHOXKETHOCTH, U T.1.

OcHoBHBIE TeopeTmueckue monoxeHus JIEDoB, xors
3a4acTyl0 ¥ MPEBBINIAJM BO3MOXXHOCTH pealbHOM
XyJIO)KECTBCHHOM TMPaKTUKH, HE COAepKaiu B cebe
HUYero (aHTaCTHYHOTO WK HeoObyHOTO. OHH
HCXOIUIIU U3 TPYAOBOM TEOPUHN UCKYCCTBA, UAYIIEH eIl
ot ['erenst. T.e. paccMaTpuBaii KCKYCCTBO KaK BUJI TPY/a,
OTIPEJIEICHHOTO Ha YpPOBHE €ro marepuaina u (HopMbl
OOIIECTBEHHBIMH ~CIIOCOOAMH  €r0  MPOM3BOIACTBA U
norpebneHus. [IpousseneHre HCKyCCTBa MPEBPAINATIOCH
3[1eCh M3 TOCIIOJICKOW WTPYIIKH, B CBSI3aHHYIO CO BCEM
CTPOEM COLUANBHON XKH3HHU ITOJIE3HYIO BEIllb, HAXOIAIIYIO

Hropb UYybapos >>> JleBbiM (pPOHTOM HCKYCCTB BCE

CBO€ KOHEYHOE ONPABIAHHE U CMBICI B KOJJIEKTHBHOM
OBITY, Oe3 Bpeda A ero screTmyeckoil ¢popmel. Ho B
OTIMYME OT YTHIMTApUCTOB-PEMECICHHUKOB BpOJE
Peckwna n Moppuca, TpON3BOICTBEHHIKH OITHPATINCH HA
JBIDKEHHE IIMPOKHUX TPYAOBBIX MaccC, MHIYCTPUAIIBLHO-
MaIllMHHOE IPOU3BOACTBO U HJICI0 HAyYHO! OpraHu3aluu
Tpy#a. 3amada COOTBETCTBEHHO COCTOSIA B TOM, YTOOBI
JIOBECTH TPYAOBON MpolecC A0 YPOBHsS TBOPYECKOTO, a
HCKYCCTBO BEPHYTh B IPOU3BOJCTBO, U3 KOTOPOIO OHO
BBIJICTAIIOCH TIPH KaITUTaIn3Me.
ook

B omope JIE®a Ha mMpOKYI0 COLMAIBHYIO
0azy, oOBenMHABIIYIO B cebe u TIpencTaBHUTENei
MpoJeTapyuaTa i «IOMyTYUKOBY», MOXKHO BUIETh Haubomnee
[OCIIE/IOBATEIbHOE B T€ CIOXHBIE BPEMEHA MIPOSIBICHUE
JleMOKpaTu3Ma. Helnb3si He cka3aTh M 0 CaMOyIpaBIeHIN
BHyTpu Jleda, OTCYTCTBHM JMKTaTa CO CTOPOHBI
TaKOTO ABTOPHUTETHOIO I03Ta PEBONIONHUU KaKUM ObUI
Masxosckuil. JIEQ paccMarpuBaics BCEMU HE IIPOCTO
Kak JKypHajl, B KOTOPOM IIyOJIMKOBAaJINCh aBTOPBI-
€IMHOMBIIIUTEHHUKH. DTO ObLI UIMEHHO PEBOJIFOLIMOHHBIIN
Xy/0KE€CTBEHHO-TIOTUTHYECKUH IPOEKT, KOTOPBIA HUKTO,
BKJIIOYasi MasikoBCKOTO MoA cebsi He' MOAMMHAN, M He
HCIIOJIb30BaJ JUIS KaKUX-TO JIMUHBIX KapbepHBIX LiejeH.
Bonee Toro, Mexmy €ro yJacTHHKaMH  BEIUCH IIOPOI
MPUHIUNNAIBHEIE ¥ HETULECHPUATHBIE CHOpPHI (Hamp.,
Yyrkak-bpuk, Aparos-IllkioBckuit). Ho mnpounas
uaerHas ocHoBa mno3Bommiaa JIE®am pocrarouHo
JUTUTEIEHOE BPeMs O0bEAMHATh TAKUE Pa3HBIE ABICHUS
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MbI Tpebyem:

MempyHnapogHoro
BCeX TBOPYECHUX MYyHYMH U HHEHUMH Ha OCHOBE
pPagnHanbHOro HOMMYHHU3Ma

Aapancrcunii PeBonwoynoHHsbIi
HenTrpansuerii Coeser, 1920 |
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20-x kak ¢yTypusMm u ¢axrorpaduio, GopmMammM U
HapOXKAAIOINYIOCS COHMHOJOTUI0 HCKYCCTBA, KHHOKOB
U |TeaTp aTTPaKLMOHOB, IIPOU3BOJCTBEHHUYECTBO U
KOHCTPYKTHBH3M.

Ho yxe ¢ mepBbIX HOMEpPOB arpeccHBHBIE JIEBAIKHE
uaen JIEDOB HAaTOJKHYIMCh Ha  HENOHUMAaHME,
PEBHOCTh M KOHKYPEHIMIO CO CTOPOHBI ITOJHTHKOB
U pAfa XyHOXKECTBEHHBIX TpyIm, OOpOBLIMXCS 3a
BiacTk B Kynbrype. JIE®wl Ooponuck He CTONBKO 3a
BIIaCTh, CKOJNBKO 3a ONpe[eleHHOe ee IOHWMAaHHe,
uaylmiee He OT HOMHHAJIBHOM MOMUTH3AaLUM aBTOpa
B KayecTBE KOMMYHHCTa (TIO3MLMsS TPOLKHUCTOB) U
HE OT ero (hakTHYECKOrO0 CONHMAIBHOTO CTaryca B
KauecTBe mponerapus (mponerkynst, PAIIII), a ot
pealbHOM  BKJIIOYEHHOCTH XYJO)KHHKa B  IIpOLECC
PEBOIONMOHH3AINN MHpa Xy/10’K€CTBEHHBIMH
cpenctBamu. uanexktuueckas Qopmyna O. Bpuka,
YTO IPOJIETAPCKOE UCKYCCTBO — 3TO HE UCKYCCTBO AJIS
MIPOJIETapHeB, X HE HCKYCCTBO MPOJIETapHeB, a HCKYCCTBO
XyZ0)KHHKOB-TIPOJIETapHEB, COBMeIana B cebe U0
PCBOJIIOLIMOHHOCTH U MacTepcTBa B HckyccTBe. Co
CTOPOHBI ~ COLIMANIBHO-TIONUTHYECKOH 5Ta  (opMyna
npeanonarajga BO3MOXHOCTh HPEACTABUTENIO JTH0O0ro
COIMAJIBHOTO CJIOsl CTaTh Ha TOYKY 3pEHUsl HauOoiee
MIPOTPECCUBHOTO KJIACCA, @ CO CTOPOHBI Xy/I0)KECTBEHHON
OHa OJHOBPEMEHHO Oopojack C JHOOUTEIHCTBOM,
oTcTauBas IO3MLUU KayecTBa IPOU3BEICHUH, U
HETIPEePHIBHYIO PEBOJIONMOHM3AIMIO XYI0XKECTBEHHBIX
(GopM NPOTUB HCIOIB30BAHHUS YCTapeBIINX MPHEMOB,
OIPaBJbIBAEMOTO IPOCTHIM Y4aCTUEM aBTOpPa B MAapTHH.
Ho BcrmexcTBne OrpOMHOrO KONMYECTBA YCHIMH Ha
ONpaBIaHUSI U OTBETHYIO KPHTHKY B aJpec caMbIX
pasnuyHbIX aBTopoB W rpymn (A. Jlynasapckuit n JL
Tpouxuif, HanmoctoBIBl W panmnoBubl, «Ky3nuna» u
«IlepeBan»), y Teopetuxos JIEDa yacto He ocTaBanoch
BpPEMEHH Ha Pa3BUTUE CBOCH MO3ZUTUBHON MPOrpaMMBbl.
OTcioga MONIIH ¥ YNPOIIESHUS MO3UIMH, XOTS CHHTE3
pa3NUYHBIX  XYIOKECTBEHHBIX HMAe Ha  oOmei
MONUTHYECKOH IIaTdopMe IO Hayaimy ObUI BIIOJHE
BO3MOXEH.

Tak HacTosmieit axmnecoBoi mstoit JIEDoB crar, Ha Mok
B3IVISAZI, BOIIPOC 00 OTHOIICHUH MCKYCCTBA K MO3HAHHIO.
PaccmoTpenne ucKkyccTBa He Kak HMPHBHIETHPOBAHHOM
WHIUBUAYalIbHOH JEATEIBHOCTH, a KaK ITyCTh U CIOKHO
OIIOCPE/IOBAHHOM, HO BCE XK€ COLUAIbHON NpaKTUKH,
ObUTO  OE3YCIIOBHO  MHOTOOOCIIAIOINM, O0COOCHHO
IPA  OCO3HAHMH  ONMACHOCTEH  COIHOJIOTHYECKOrO
penykimonusMa. Ho kenaHue KoMQyTypHCTOB | BO
BCEM IIPOTUBOCTOSATH CHMBOJIM3MY M MHMETHUCCKH-
OTpakaTeJIbHOMY HCKYCCTBY TPHUBEIIO UX K IIEPEXJIECTy —
OTKa3y OT (pyHKIHH, KOTOPbIE IPOU3BEICHHS, CO3/1aHHBIE
Jake B TIPOM3BOACTBEHHOW W (hakrorpadudeckon
CTpaTeTHU BBHINONHATE HE TEpPEecTaroT. Tak MOMBITKH
JIE®oB npoBo3MIacUTh B CBOEM NOHUMAHUM UCKYCCTBA
TIOJTHBII BBIXOJ 3a MPE/eIIbl ICTETUKH, HOCHI BO MHOTOM
nmojgeMuueckuii xapakrep. 6o crnusHHE HCKyCCTBa
U JKU3HM MOIVIO OBITh TOJBKO BEKTOPOM M KOHEYHOH
LeTbI0, Ha IyTH K KOTOPOH MCKYCCTBO, KaK U TIOJMUTHKY
MOZACTEPEraNy  OMAacCHBIE  CUMYIAKPHI  (HAIpuUMep,

peBo/TOLUHWOHHOIo

ewe MOMHO MATH, TOBApHWH!

¢amm3m). Jla W 3HaAHHE COBCEM HE 00sS3aTeNbHO
MIPOTHBOPEUUT PEBOTIONHOHU3AINH JEHCTBUTEILHOCTH
- wm3BecTHBI Tesuc Mapkca o @eitepbaxe HyXHO
MIOHMMATh B CMBICJIC M3MEHEHHsI MHpPa, B TOM 4HCIIE U
HayYHBIMH CPEJICTBAMH.

Ho u moMuMO BHYTPHIEXOBHIX Pa300OpOK, B YCIOBHSIX
Hogoit Oxonommueckoit [lommtnkm crparerus JIEDa
CTOJKHYNaCh C PSAOM MPOTHBOPEUUi, MPUBEIUIMX B
KOHIIE KOHLIOB 3Ty JICBYIO IpyHIty K pactany. [Ipodnema
COCTOSIIA B TOM, YTO HX XyHZOXXECTBEHHAs! IIPOTpamMMa
COOTBETCTBOBA/NA TONBKO PEATBbHO OCYIIECTBICHHOMY
Hjeary KOMMYHBI, B KOTOPOM MOIJIM OBl JEHCTBUTEIHHO
COBIACTh YTONMYECKOE M ICTETHYECKOe, KpacoTa M
cBoboaa. Ho npu nepexozie kK HOBOMY roCyapCTBEHHOMY

YIIpaBJICHUIO JICBOC HUCKYCCTBO CTOJIKHYJIOCh C
HepeKOﬂHpOBKOﬁ BCE€X CBOUX YCTAHOBOK, KOTOPEGIC,
IIOHUMACMBIC 6yKBaHBHO, MOIJIK  HadaTb  Urparb

NpsIMO IIPOTUBONONOXKHYIO ponb. [loatomy B 30-x
aBaHTapAMCTBI MEPEXOIAT OT JMTEPaTypHbIX (HakToB K
¢urypam Tparmueckoit uponuu u abeypua (A. I[lnaronos,
OBEPIY).
sksksk
B TOYHOM CMBICIE CJIOBa aBaHTapJHBIM

HCKYCCTBO MOXET OBITh Ha3BaHO TOJNBKO B YCIIOBHSIX
PEBOIOIIMOHHO OOPHOBI M TATbHEHIIIETO CTPOUTENIBCTBA
koMMyHu3Ma. T.e. y aBaHrapiga, HECMOTpPS Ha €ro
HCTOPUYHOCTh, HET CBOEH COOCTBEHHOH ucTOpHH, a
COOTBETCTBEHHO M IEPCIIEKTHBHOIO TMPOJODKECHHS B
YCJIOBHSAX MHOTO COLIMATIBHOTO PEXHMa. ITO HCKYCCTBO
HOCT-UCTOpHUYECKOE,
paspsIBarolee Te4eHne
UCTOPHH BPEMEHEM COOBITHS,
I pEBOIIOLUEH. ABaHrapn

HOCHT MPUHIUHATIBHO
I MePEeXONHBIN (TPaH3UTUBHBIH)

XapakTep, COOTBETCTBYSI
I pafuKaJIbHBIM H3MCHEHHUSIM B
|

corwo3a

00IIecTBE KaK yHHUTOXKEHHIO
WIIH NPUHIUITHATBHON
TpaHChOopMaIHU
3a[IcHiCTBOBAHHBIX B
npexzae GopM 1 HopM.
VmeHHO TO 3TMM TpHYHHAM
aBaHTapAHas TIO3ULUS He
NO3BOJISIET ~ HaM  Temepb
TOBOPHUTH 00 MCKYCCTBE, KaK TOJIBKO O 3aMKHYTOM Ha
ce0s1 Mpon3BOACTBE (POPM, KOTOPBIE XOTS U OCTAIOTCS B
OTHOCHTENILHOW ONMO3MINY KallUTAIU3MY, HO C TeUCHHE
BPEMEHH NOYTH 0€3 OCTaTKa amlNpONpPHUPYIOTCS HM.
A JroOble PasroBOpbl O pPa3BUTHH aBaHTapaa B ITHX
YCIOBHSX €CTh JIMIIL BO3BpalleHHe Ha3all, ociabieHHe
€ro IIPHEMOB 1 JaJKe U3BPAIIECHHE 3aBETOB.

Tak OyKBaJbHOE ClIe[0OBaHUE YCTaHOBKaM
ITPOU3BOACTBEHHOT0 MICKYCCTBA MOJKET IPUBECTH CETOIHS
TOJBKO K IEKOPHPOBAHHIO U IU3aHHY OyprKya3HOTO OBITa.
HoBast cepust crioptuBHO# omexasl adidas cremaHHas
no scku3aMm Bappapsl CrenaHoBoif M IpojpaBaeMas
My3esmu ['yrresxaiiM, spkuii ToMy npumep. A
TpeOOBaHHs «KaueCTBa» XyHOXKECTBEHHOH MPOAYKLIUH,
CTONIb BaXHBIE UISI IMPOM3BOACTBEHHUKOB, KOTOpPOE
OHM IPOTHBONOCTABISUIA BBIPAKCHUIO «TE€HHATBEHOID
UAUBHIYATbHOCTH XyHAOXHHUKA, BBITVISIIAT B KOHTEKCTE
COBPEMEHHBIX PBIHOYHBIX apTTEXHOJOTMHH KaK MPOHHUS
HCTOPHH.

[losToMy mO3MLMS BEPHOCTH HIEHHOMY IPOEKTY
aBaHrapga (mo cmoBy A. bBagploo), nmomkHa
COIPOBOXKIATHCS MO3UTUBHOI KPUTUKOI ero
(dopmaIbpHOro (aKaIeMHU9IECKOr0) MTOBTOPEHUS,
NP TIONHOM OOMKOTEe 30HBI contemporary art, Kak
MPOCTPAHCTBA €0  KAMHTAINCTHYECKOTO IIepexBara.
Tako¥i BBIOOp A7l XyHOKHMKa MOXKHO CETOIHS
CUUTaTh HE TOJIBKO BO3MOXKHBIM, HO M EIMHCTBEHHO
aJeKBaTHBIM CONIACHO HCTOPHYECKON JIOTHKE U
MONUTUIECKOH OIIEHKE COBPEMEHHOTO MONOXKEHHUS IE.
Ho MBI TOBOpHM HE O TOJOM OTPULIAHHU M ITaCCHBHOM
nporecre. «BepHOCTH» aBaHTapAy O3HauYaeT, HPeXxKIe
BCET0, OTKpPBHITHE HOBBIX XyHOXKECTBEHHBIX (OpM B
CaMOM COIIMAJILHOM I10JIe, HEHOCPEICTBEHHYIO paboTy
Xy[OXKHHKa C MaTepuell MMOBCEJHEBHOM >KH3HHM, a HE C
KyJIbTyPHBIMH KOHTEKCTAMH, IUTATaMH U TPAJULHOHHBIM
XyIOXKECTBEHHBIM  apceHaioM. KommyHucTHUecKkas
pacmm(poBKa KaNTATACTHIECKON AeHCTBUTEIBHOCTH,
0 KOTOpoM B cBoe Bpems rosopun Jlzura Bepros,
WM HCKYCCTBO COLMAIMCTHYECKHX IIPHEMOB, MOXKET
OKa3aTbCsl  3(M(MEKTUBHBIM  CIOCOOOM  BBISIBICHHUS
POCTKOB Oyamymiero naxe B HalieM, OTOPOIICHHOM
B MpoIwioe HacrtosmeMm. A ¢dakrorpadus - s3bIKOM
ero BeIpaxeHHWs. Ho rmiaBHOe - HCKYyCCTBO JOIDKHO
MIEPEOPHEHTHPOBATHCS C MENKOOYypXKya3HOH MyOnuku U
Kpyra 3HaTOKOB Ha Bce OOILECTBO, U, IIPEXJE BCEro, Ha
caMble YTHETEHHBIE €T0 CIIOM U Ha YpPOBHE MarepHana
U Ha ypOBHE mpuema. Eciu xoTHTe, XyJOXKHUK JOTKEH
YMeTh BCTaTh Ha TOYKy pabodero kiacca, Jaxe IpH
(heHOMEHOIOTHYECKOM OTCYTCTBHHM 3TOro Kiacca. 1160
TONBKO HCKYCCTBO, «IETMKOM JETEPMUHHPOBAHHOE
OOIIIECTBEHHOW IPAKTHKOW CIIOCOOHO  BOCIIOJIHUTH
peaTbHO-HEOPraHM30BaHHbIE TeHAeHIH SKu3Hm (b.
ApBaroB). JIeBbIM (PPOHTOM HCKYCCTB BCE €Il MOXKHO
WUITH, TOBApHUILH!

BCEX
HEM

Heopv Yybapos, gunocogh, pabomaem ¢ Uncmumyme

Qunocogpuu PAH, scusem 6 Mockese



The study of the Russian communist avant-garde is of
singular importance if we are to understand the logic
of contemporary political art’s evolution because of the
way that it anticipated, albeit incompletely and even
unsuccessfully, the future of art and social life. For the
possibilities that were opened to art in Soviet Russia in
the twenties cannot be compared with those that even
the most wealthy democratic state might offer it today.
Friedrich Schiller, who in his Letters on the Aesthetic
Education of Man dreamt of a “state of beauty in ap-
pearance” where people s dreams of universal equality
would be brought to life, could not even imagine the de-
gree to which this political-aesthetic utopia was real-
ized. The socialist revolution gave the artist the chance
to come into contact with social reality in an immedi-
ate—that is, non-alienated—mode that had no need of
convention, illusion, and fiction in order to convey the
artist’s utterances. The Revolution liberated zones of
reality that previously had been subjected only to es-
trangement and distancing; it opened channels for the
immediate construction of man's life world.
1t was not merely matter of artists participating in large-
scale architectural and urban planning projects, the ar-
tistic design of streets and squares, the choreography of
massive revolutionary celebrations, and the production
of practical forms of clothing for the mass consumer and
holistic elements of communal life. Most of all, the revo-
lution effected a shift in relationships between people
and gave birth to a new man who was liberated from a
master-slave sensuality and
CONSCiousness.

] Demand:
The “agit-prop” character
of proletarian art, so dis-
turbing for liberals, meant
in fact the continuous ex-

as Ruskin and Morris, the productionists relied on the
movement of the laboring masses, mechanized indus-
trial production, and the idea of the scientific organiza-
tion of labor. Correspondingly, their task was to raise
the work process to the level of art making, and to return
art to the sphere of production from which it had been
separated under capitalism.

In LEF s reliance on the broad social base, which com-
bined both representatives of the proletariat and “fellow
travelers,” we can see the most consistent manifestation
of democratism during that complex period. We should
also not fail to mention LEF'S internal self-governance,
the absence of diktat even on the part of such an authori-
tative poet of the revolution as Mayakovsky. Everyone
regarded LEF not merely as a journal in which like-
minded authors were published. LEF was indeed a revo-
lutionary artistic-political project that no one, including
Mayakovsky, bent to his will or used for personal career
goals. Moreover, the participants of LEF sometimes en-
gaged in fundamental, no-holds-barred polemics (e.g.,
the Chuzak-Brik and Arvatov-Shklovsky debates). How-
ever, LEF s sound ideological base enabled it, over the
course of fairly lengthy period of time, to encompass
such divergent phenomena of the twenties as futurism
and factography, formalism and the emergent sociology
of art, the Kino-eyes and the theater of attractions, pro-
ductionism and constructivism.
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- The international revolutionary union of all
creative and intellectual men and women on

change of its material and | the basis of radical communism

form, of the practical and
poetic idioms. From the I
standpoint_ of form,  the
characteristic “tenden-
tiousness” of this art was I
a no less productive device
than the illusory “impar-
tiality” of contemplative
art. In its immanent forms, the very material of the new
life supplied the artist with the broadest choice of moti-
vations and techniques. In essence, we see here the self-
organization of social material via the reciprocal motion
of workers fighting for freedom and artists moving into
the sphere of production.

The heirs of Russian futurism, who united in the twen-
ties in LEF (Left Front of the Arts), which was headed
by Viadimir Mayakovsky, seized at this historic chance.
However, their example today shows us all the advan-
tages and drawbacks that arise when art takes it upon
itself to decide directly political questions and wield cul-
tural power.

Whereas before the revolution the cubo-futurists, tran-
srational (zaum) poets, and non-figurativists (Khleb-
nikov, Mayakovsky, Kruchenykh, Kamensky, Rodchenko
et al.) could demonstrate in their works only the alien-
ation of the object world and the human world under
capitalist conditions, the construction of socialism
caused the work of these artists to undergo a complicat-
ed albeit logical transformation towards productionist
art and factography. The stance of early futurism—pro-
vocative and negative vis-a-vis reality—gives way after
the revolution to artistic strategies designed to impact
sensuality and intellect, and to direct life-construction.
This transformation was conditioned, first and foremost,
by the unified political consciousness of these artists.
This consciousness ensured the continuity between such
seemingly different forms of “left” art in terms of how
this art’s nature and tasks were understood. And these
artists were united in their rejection of mimetic-reflec-
tive strategies, fictionalism, figuration, plottedness, etc.

Although they often surpassed the possibilities of real
artistic practice, the fundamental theoretical positions of
the LEF artists contained nothing fantastic or unusual.
They were based on the labor theory of art that dated all
the way back to Hegel—that is, the theory that viewed
art as a species of labor determined at the material and
formal level by the social means of its production and
consumption. Here, the artwork was transformed from
a plaything of the ruling class into a useful thing linked
to the entire mode of social life, a thing that found its
ultimate justification and meaning in collective daily
existence without any harm to its aesthetic form. Un-
like, however, such utilitarian Arts and Crafts advocates

The Dadaist Revolutionary
Central Council, 1920 |
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Already from its very first issues, however, LEF's aggres-
sive left-wing ideas ran into the misunderstanding, envy,
and rivalry of politicians and other art groups struggling
for power in the cultural field. The LEFists fought not so
much for power as for a particular understanding of it
that sprung not from the nominal politicization of the au-
thor as a communist (the position of the!Trotskyites) or
from his actual social status as a proletarian (Proletkult,
RAPP), but from the real engagement of the artist in the
process of revolutionizing the world by artistic means.
Osip Brik'’s dialectical formula—that proletarian art is
neither art for proletarians nor the art of proletarians,
but the art of artist-proletarians—combined the idea of
revolutionism and mastery in art. As far as the socio-
political aspect was concerned, this formula assumed
that a representative of any social stratum could embody
the viewpoint of the most progressive class. In terms of
art, it simultaneously militated against amateurism by
insisting on the_quality of artworks and fought for the
continuous revolutionizing of artistic forms as against
the use of outmoded techniques, which was justified by
the mere participation of the author in the Party.

As a consequence, however, of the enormous effort they
expended on defending themselves and countering the
criticism of a wide variety of authors and groups (Lu-
nacharsky and Trotsky, RAPP and the At One’s Post
[Na postu] circle, The Smithy [Kuznitsa] and Crossing
[Pereval] groups), the LEF theorists often had no time
to develop their own positive program. Hence they sim-
plified their positions, although a synthesis of various
artistic ideas around a common political platform was
initially quite feasible.

Thus, in my view, LEF's genuine Achilles heel was the
issue of art’s relationship to cognition. The view of art
not as a privileged form of individual activity but as a
practice that was, however complexly mediated, never-
theless a social practice, was definitely full of promise,
particularly in light of the dangers of sociological re-
ductionism. But the desire of the comfuturists to oppose
all manifestations of symbolism and mimetic-reflective
art led them to overkill—to a rejection of functions that
even works created in the productionist or factographic
modes do not cease to perform. So the attempts of LEF
to proclaim the overcoming of aesthetics in their under-
standing of art were mostly a matter of polemics. For the
fusion of art and life could be only a vector and
an ultimate goal. Along the road to this goal,
dangerous simulacra (for example, fascism) lay
in wait both for art and for politics. Besides,
knowledge does not necessarily contradict the
revolutionizing of reality. We should understand
Marx’s famous eleventh thesis on Feuerbach
to mean that the world has to be changed, and
that thought and science are among the means
of changing it.

Aside from internecine conflicts, however, dur-
ing the period of the New Economic Policy the
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LEF strategy collided with a number of contradictions
that finally led to this lefiist group’s collapse. The prob-
lem was that their artistic program corresponded only
to an actually realized ideal of the commune in which
the utopian and the aesthetic, beauty and freedom would
really coincide. During

the transition to the new
state system, however, left
art was confronted with a
recoding of all its aims;
understood literally, they
could have begun to play
a directly opposite role.
That is why, in the thirties,
the avant-garde moves
from literary facts to fig-
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ures of tragic irony and
the absurd (Andrei Pla-
tonov, OBERIU).

In the precise sense of the word, art may be termed
avant-garde only during a revolutionary struggle and
the ensuing construction of communism. That is, despite
its historicity, the avant-garde does not have a history of
its own and, consequently, it has no prospects for contin-
uation under another kind of social regime. Avant-garde
art is post-historical: it ruptures the flow of history with
the time of the event, with revolution. The avant-garde is
fundamentally transitive in nature,
corresponding to radical changes
in society—the destruction or total
transformation of all the forms and
norms that had previously been op-
erative within it.

I It is precisely for these reasons that

the avant-garde stance does not
I enablelus nowadays to speak of art

only as a self-sufficient production
of forms: although they remain in
relative opposition to capitalism,
over time they are almost com-
pletely appropriated by it. Under
these conditions, to speak in any
way of the development of the avant-garde is merely to
move backwards, to undermine its techniques, and even
to pervert its commandments.

Thus, a literal adherence to the aims of productionist
art can lead today only to the decoration and design of
the bourgeois lifestyle. The new series of Adidas sports
wear produced from sketches by Varvara Stepanova and
sold by the Guggenheim Museums is a glaring example
of this. The requirement that the artistic product be of
“high quality,” so important for the productionists,
which they opposed to the expression of the individual
artist’s “genius,” looks like an irony of history in the
context of contemporary market-oriented art technolo-
gies.

That is why faithfulness to the ideological project of
the avant-garde (to borrow Alain Badious expression)
has to be accompanied by a positive critique of its for-
mal (academic) repetition together with a total boycott
of the zones of contemporary art as the spaces where
it has been captured by capitalism. It is not only pos-
sible for the artist to_make this choice today; it is the
only adequate choice given the logic of history and a
political appraisal of the current state of affairs. But
we are not speaking here of pure negation and passive
protest. “Faithfulness” to the avant-garde means, more
than anything, the discovery of new artistic forms in the
social field itself; it means that the artist works directly
with the material of everyday life, not with cultural con-
texts, quotations, and the traditional artistic arsenal.
The communist decoding of capitalist reality that Dziga
Vertov argued for in his time or an art of socialist tech-
niques might prove to be an effective means of revealing
the emerging contours of the future even in our pres-
ent age, which has been hurled backwards into the past.
And factography might be the idiom for expressing this
future.

The main point, however, is that art should reorient it-
self, both on the level of material and the level of tech-
nique, away from the petit bourgeois audience and the
circle of its connoisseurs and towards the whole of so-
ciety, especially society’s most oppressed strata. If you
like, the artist should be able to take up the position of
the working class, notwithstanding the phenomenologi-
cal absence of this class. For only an art that is “‘wholly
determined by social practice is capable of filling in the
real, unorganized tendencies of life” (Boris Arvatov).
We can still march in a left front of the arts, comrades!

Igor Chubarov is a philosopher and editor based in
Moscow. He is a research fellow at the Institute for
Philosophy of the Russian Academy of the Sciences, and
is editor-in-chief of the publishing house Logos-altera
(Moscow).



I came across the Art Workers Coalition (AWC) 1969
Open Hearing documents by chance. They consisted of
a stack of photocopies of handwritten and typewritten
statements about the position of artists in society, par-
ticularly in relation to events of the time such as the
Vietnam War and the Civil Rights movement. There
were some very frank critiques of the artist’s depen-
dence on market and state patronage, and the role of
both in the military-industrial complex (such as muse-
um trustees connected with corporations that were di-
rectly or indirectly involved in the Vietnam War). The
AWC arose out of meetings among artists in New York,
and was catalyzed when George Takis tried to remove
a sculpture from the Museum of Modern Art because
he had no control over the conditions in which it was
shown. The Art Workers Coalition presented the direc-
tor of MOMA with a list of thirteen demands, one of
them being an open hearing on museum reform. They
were refused, so they instead held the meeting at the
School of Visual Arts (where the statements were read).
The AWC also existed at a time when avant-garde art
practices such as Minimalism and Conceptual Art (with
a few exceptions) were just beginning to engage with
specific political issues (as against the formalist mod-
ernist credo against propaganda) out of a sense that
making art about art was to fiddle while Rome burned.
It was a very interesting historical juncture: where the
social transformation of the late 60s coincided with a
radical questioning of the autonomy of the art object,
the artist, and the discipline of art. The Open Hearing
statements reflected the tensions and contradictions
of the era: rejections of a mainstream art world that
served the wealthy and powerful were made alongside
calls for better representation for women and minori-
ties within it (including
a wing of the Museum
of Modern Art named af-
ter Martin Luther King). I
The demands ranged
from reformism (exhi- I
bition fees and resale
rights) to calls for “total I
revolution.” Contradic-
tions also existed around I
the figure of the artist,
who was seen by some I
as a solipsistic and rather
arrogant figure, and by I
others as oppressed and

in need of liberation. It
was because of these ten- I
sions and contradictions
that the AWC did not last
long (it ended after sev-
eral years). However, it functioned as the catalyst for
many different organizations, some of which still exist
today. I was drawn to the AWC Open Hearing docu-
ments because of the frankness and idealism of their
language. As most of the statements were handwritten
and typewritten, all the edits and corrections were vis-
ible. This gave them a certain emphatic quality; while
some of the statements seemed naive and still others
were offensive (sexist or homophobic), I was struck by
how less cautious they seemed: there was no hedging
or endless qualifiers of the “it’s all so complex” variety.
I also saw the AWC as an experiment with the forms
and methods of organizing that did not take the familiar
forms of an exhibition, art space or festival. The Open
Hearing statements raise the question of the difficulty
and necessity of organizing artists—a relevant if not
an urgent question. It is a truism that there is a great
degree of exploitation in the art world. The economic
sociologist Pierre-Michel Menger has written about the
“exceptional economy” of the arts (Menger: 1999 and
2005) whereby a few artists are very successful while
the majority struggle. The informality of many rela-
tionships in the art world (through which opportunities
often arise) and the assumption that everyone shares
the same ethos means that to disclose exploitation is to
betray trust, as well as the assumption of the inherently
progressive nature of the field. One arts administrator
I interviewed for another research project told me that
she once circulated e-mails about joining a union; she
received a deluge of angry responses, many along the
lines of “this is a great work environment, why are you
complaining?”

Many of these contradictions around organizing artists,
I would argue, center on the question of artistic au-
tonomy. From this perspective, organizing is too much
work: too many meetings, too much bureaucracy, and,
above all, too much time spent away from one’s own
work. Political organizing is associated with aesthetic
dogmatism, either around form/medium (that artists
should stop making saleable objects) or content (that

all artists should make explicitly political work). This
dogmatism was present in some of the Open Hearing
documents. I am not arguing for these conventions as
timeless universals—the history of the avant-garde is
full of attempts to challenge them. However, it is im-
portant to ask why they have persisted for so long and
whose interests they serve. For example, in my experi-
ence art education is still in many ways based on the es-
sentially individual nature of creativity and the exem-
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ing in the art field have also become evident through
changes in society over the past forty years. Andrew
Ross illustrates this phenomenon, in No Collar: The
Humane Workplace and Its Hidden Costs, through the
story of a wildcat strike at a car factory in the US by
a group of young factory workers who were involved
in the hippie counterculture. They protested the qual-
ity of work, a demand not traditionally recognized by
trade unions, which historically focused on wage gains

MNIHILISTS! one more
EFFGRT IF TOLIWANT T0 BE

REVOLUTIONARIES!

WHATEWER THE EYE SEES
AND COVETS LET THE
HBND GRASFE IT!

REMEMBER REMEMBER

LET'S GET THEM!

WORKERS'
CONTROL!

THE FIFTH QF

NOYENIBER!

BURN BADY
BURN!

plary figure of the artist. The market appetite for young
artists and the consequent pressure on art education to
produce the next big star entrenches these conventions.
The history of collectivism is also largely unknown, es-
pecially within art history courses. It is largely written
off as a series of aberrations and failed experiments.
Another question I would like to raise is whose inter-
ests are served by our incredible resourcefulness and
adaptability. While I am not claiming that only artists
are resourceful or that conditions for all artists are the
same, | also acknowledge that one of the skills many
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Today when democracy must direct everything, it
would be illogical for art, which leads the world,
tolag behindin the revolution... In order to achive
these goal, we will discuss in an assembly of art-
ists the plans, projects and ideas that will be
submitted to us, in order to achive the new reor-
ganisation of art and its material interests.

Gustave Courbet, letters 1870-1871
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of us learn is to create work and organize events with
little to no budget. On one hand this allows us to make
do and continue to be active in difficult circumstanc-
es. From a certain perspective, this can function as an
anti-consumerist stance, as it involves the trade-off of
money for time. On the other hand, questions have to
be asked about the sustainability of the lives many of
us lead—how possible this is for those with children
or other family responsibilities, and also how much
this depends on the welfare state, for those of us lucky
enough to be living in one, and how this is mediated
by questions of race, gender, class, and immigration
status. Another related issue is the prevalence of free
labor in culture: the unpaid internships, the self-orga-
nized art spaces and magazines run on volunteer time.
I have been involved in many self-organized initiatives
that could not function without unpaid work. But what
happens when this becomes a larger structural condi-
tion—when major institutions or even profit-making
enterprises assume that everyone must be unpaid or un-
derpaid, because there is just such an overwhelming in-
terest or enthusiasm to be involved in culture? Interest-
ingly, Menger, Hans Abbing, and others use language
connoting excess: there is'an “oversupply” of aspiring
artists and arts administrators for available positions;
this oversupply is seen to be the result of mass arts edu-
cation. So we need to ask whose interests are served by
our unpaid work. Another, perhaps unavoidable factor
in the difficulty of organizing artists has been the domi-
nance of celebrity culture in the art world and society
in general (exemplified by the huge prices paid for the
works of Damien Hirst and others). I see this as an en-
trenchment of capitalist social relations in art: career
success becomes the primary goal, meaning that the
kind of self-organizing that the AWC were involved in
is a pointless exercise, as it is much more efficient to
leave the conditions of one’s practice (where one shows
work and under what conditions) to gallerists, curators
or other arts managers.All these contradictions around
money, time, free labor, autonomy, and security exist-

and full-time employment (Ross: 2006, 5). In The New
Spirit of Capitalism, Luc Boltanski and Eve Chiapello
term this phenomenon “the artistic critique”—the de-
mand for meaningful work and a more authentic life.
They argue that this was a missed opportunity for
unions and one of the factors that led to their current
impasse (where they have a difficult time recruiting
younger members, particularly those in atypical work
situations and those working in the service industry).
Instead, according to the authors, this demand was
taken on by management, particularly through the new
management rhetoric
of the nineties. The
trade-off of freedom
I for security or mean-
ingful work for a liv-
I ing wage has become
a form of workplace
I discipline. Ross de-
scribes how the busi-
I ness world took on
the conditions asso-
I ciated with artisanal-
scale production:
I small scale, flexible
hours, casual work
environments, and the
I merging of the roles
of employer and em-
ployee. My position is
that artists need some
form of collective organization more than ever, and
because trade unions missed a historical opportunity
does not mean all is lost. This does not mean that they,
must be “modernized” in the neoliberal sense, but that
they must become more imaginative—an imaginative-
ness of organizational structure and practice that can be
learned from experiments such as the AWC. For artists,
it means asking the kind of hard questions asked by the
AWC, which still have not gone away.
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i ] _'ﬂ...-':-'-l"l.:-":TJ' OTKpBITHIX Crymanuit
0 j Koanuuuu paboTHHKOB
1-& uckyccrea (AWC) 1969 rona
cinydaiiHo. OHHM  coCTOSIIH
u3 CTOIKH (oTokomHiz
PYKOITHCHBIX M MAIIMHOITUCHBIX
3asIBJICHUH 0 TIO3UIAN
XyAOKHHKa B OOIIECTBe,
YaCTUYHO  CBSI3aHHBIX c
COOBITHSIMH ~ TOTO  BpEMEHH

(Takux xKak BreTHaMcKkas BoliHa

u JIBIKEHHs 3a Tpa)x<IaHCKue
mpaBa). TaM OBUIO HECKOJBKO BECbMa OTKPOBEHHBIX
KPUTUYECKHX OT3bIBOB O 3aBHCHUMOCTH XyHO)KHHUKOB OT
PBIHKA M TOCYJapCTBEHHOI'O (IIONEUYUTENBCTBA», U O POIIH
000UX B BOCHHO-TIPOMBIIIZICHHOM KOMIUIEKCE (TaKHe Kak
CBSI3b IONEUUTENIEH My3€sl C KOPIOpalusiMH, KOTOpbIE
NpsIMO WJIM KOCBEHHO Y4acTBOBaJIM BO BbeTHamckoi
BOIfHE).

O0benrHeHre pabOTHUKOB HCKYCCTBA BOSHUKIIM U3 BCTPEY
XylIoxKHHKOB B Hpbro-Flopke, n GOblIM MOGHIM30BAHEI
B MoMeHT, koraa Jxopmk Takuc melTancs ynaauTh
CBOIO CKynbNTYpy 13 Myses CoBpemeHHoro MckyccTBa
(MOMA), Tak Kak He MOT KOHTPOJHPOBATH YCIIOBHS
ee Mmokaza Ha BbICTaBKe. OObenUHEHHE PaOOTHUKOB
UCKYCCTBa IpeabsaBuau aupekropy MOMA cnmcok u3 13
TpeboBaHM, OTHIM M3 KOTOPBIX OBIJIO Ha9aTh CITyIIaHMUS
1o My3eitHoit pepopme. TpeGoBaHMs OBUTH OTBEPTHYTEI,
TaK 4TO BMECTO CIyIIaHW Oblla NpOBEAEHa BCTpeda
B Illxonme Bmzyampupix MckycctB (rae oHH U OBUIH
3a4UTAHBI).

OObenuHeHHEe Pa0OTHUKOB HCKYCCTBA CYIIECTBOBAJIO

HedopManbHOCTh 3HAYUTEIBHO YHCIA OTHOILICHUH
B XYOOXKECTBEHHOM MHpe (W3 KOTOPBIX MHOTHE
BO3MOXKHOCTH M TIPOUCTEKAIOT) U HPEAIIONIOKEHHE, YTO
BCE Pa3JeNsAIoT IPUMEPHO OJMH 3TOC, 3aCTaB/IACT CYNTATh
BCSIKOE BBISIBIICHHE DKCIUTyaTallnd OOMaHOM OXKHAAHHI
XyIO)KECTBEHHOTO MHpa, PaBHO Takke paboraer Hu
HPEANONIOKEHHE O CYIIHOCTHOH IHPOTrpecCUBHOCTH
noist uckyccra. OfUH KypaTop, HHTEPBBIO Y KOTOPOTO
s Opaja A JPYroro HCCIENOBaHHS, paccKazajia MHe
YTO OJHAXKABl PACHPOCTpPAHsIA DIEKTPOHHBIE MHCbMa
0 BCTYIUICHHH B NPOQCOI03; W MONydYHiIa B OTBET I'PaL
0OBHHEHUIA, B OCHOBHOM 3BY4aIl[MMHU KaK «MHUP HCKYCCTBA
3T0 Haubojee ONArONpUATHBIM U APYKECKUM MO CBOEH
aTMocdepe — Ha YTO HaM >KaJIoBaThCs B OOPOTHCA?».

MHorue M3 3THX HPOTHBOPEYHI BOKPYT CIUIOYCHHS
XyOKHUKOB OIIPEIEIISIOTCS MPOOJIeMaTHKOH aBTOHOMUK
uckyccTB. OOBEIMHSATHCS CIUIIKOM Oomnbinas padoTa:
CIIMIIKOM MHOTO BCTpEY, CIMIIKOM MHOTO OIOpPOKpaTHU
H, KpOME BCETO, CIUIIKOM MHOTO BPEMEHH OTHHMAeTCsI
OT HaCTHOTO BpeMeHH  paboTbl.  OpraHuzanus,
SKCIUTUIMPYIOMAsi CBOI IOJUTHUYECKYIO IOOMIIEKY,
ACCOLMMPYETCS C ICTETHYECKHM JOrMaTH3MOM, PaBHO
KaK H C OIIpeeNeHHOH (HopMOii (¢ TeM, YTO aBTOP TOIKEH
nepecTarh MPOU3BOAUTH IPOAAIONIMECS TOBAPHI) HIIH
CMBICIIOBEIM 00BEMOM (C T€M, UTO BCE aBTOPHI JAOJDKHEI
CO3/1aBaTh YKCIUTNIUTHBIC IIOJIUTHYECKIE BEICKA3BIBAHS).
OTOT J0rMaTu3M JEWCTBUTENBHO HMENI MECTO H B
OTAENbHBIX 3asBIeHUN «OTKpBIThIX CllylIaHui.

51 He parylo 3a 3TM KOHBEHLUH KaK BHEBPEMEHHBIE
YHHBEPCAJIMW; WCTOpHS aBaHrapjia OBUIO  IOJHA
MOKYIIEHUH Ha aBTOHOMMIO. TaK MM MHaue, BaXKHO
MMOHUMATh, noyeMy pa3iu4HbIe 00beTUHEHHS
MPOAOIDKAIM CYLIECTBOBATh TaK JOJTO U YbH MHTEPECHI

Kupcren Qoprepr >>> XypoKecTBEHHAA H NONHTHYECKAA AaBTOHOMHA,
HAH TPYAHOCTH M HEOOXOHLHMOCTb OPraHH3auMH XYROKHHKOB.

KOMMepUYECKUE MPEANPUITUS PEIIUIN, YTO BCE MOXKET
ObITh HEOIUIAYMBAEMBIM WM  HEIOOIUIaYMBACMBIM,
MpPOCTO IOTOMY YTO TAaKOW HEBEpOATHBIM HHTEpPEC U
SHTy3Ua3M BOBJEYEHBI B KyJIbTypHOE NPOH3BOJCTBO.
ITpumedarensHo, uT0 MeHrep Xanc AGOWHT W Ipyrue
WCHOMB30BATN  S3BIK  ITOAPA3yMEBAIOIINHA  M30BITOK:
MIMEET MECTO «3aBBIIICHHOE MpEUIOKEHHE» B CiIydae
C YECTONIOOMBBIMU XyHOXXHHUKAMH U KypaTopamu; 3TO
«TIPeIOKEHHEe TIPEBBIMIAIONIAs CIPOC» 00yCIOBIECHA
MAacCOBBIM XyIO)KECTBEHHBIM o0Opa3zoBaHueM. Takum
00pa3oM, MBI JIOJDKHBI OTAaBaTh cebe OT4eT B TOM, YbH
HHTEPECHl 00CITY’KUBAIOTCS HAIIIM YHTY3Ha3MOM.

Jpyroii, BeposTHO Hen30eXHBIH GaKkTop B 0COOCHHOCTIX
OpraHM3alUK XYJOXKHHUKOB 3TO TOCIOICTBO KYJBTYDBI
3HAMEHHUTOCTEH B XyHZOXXECTBEHHOM MHpE M 0OIIecTBe
B IeJIOM (WILTIOCTPHPYEMBIII OrpOMHBIMH IIEHAMH Ha
paboter [pmuena Xepcra u apyrux). MHe BHOHUTCS,
YTO 53TO OJHO W3 YKPEIUICHHH KalnUTalIuCTHYeCKHUX
OTHOWICHUsI B XYIOKECTBEHHOM MHpeE: TaM, TIJe
KapbepHBIM ycleX CTaHOBUTCS NEPBOCTENEHHOM LeNbIO,
TaKye CaMOOpraHM30BaHHBIE cooliiecTBa B  (opme
OpraHu3alii TPHPAaBHUBACTCS K HELeNecooOpasHbIM
YIOpOKHEHUSIM, TaK  Kak  3HAYMTENbHO  Ooiee
PE3yIbTaTUBHBIM OKa3bIBACTCA OCTaBUTh ycioBus
Xy/0’KECTBEHHON MPAaKTUKH (IA€ W Ha KaKUX YCIOBHIX
IEeMOHCTpPHUpYETCs padoTa) Ha TONEYEeHUE Trayepei,
KYPaTopOB M apT-MEHE/KEPOB.

Bce sTH BOmpockl O IEHBrax, BPEMEHH, CBOOOIHOM
TPpyAC€, aBTOHOMHUHU U CTaGI/IHbHOCTH CyLIECTBOBAHUSA
B XYIO)KECTBEHHOM II0JI€ CTaJll SIBHBIMH B KOHTEKCTE
M3MEHEHUI O0IecTBa Ha MpOTSHKEHHH mocieaHux 40
aet. Duzapio Poce mwumoctpupyet 3toT deHomen B «be3
rajcryka: Pabodyee MECTO M €ro CKpBITHIE M3IEPIKKNY,

B TO BPEMs, KOTIA TaKUE uepes HCTOPHIO
aBaHrapJiHbIC MPpaKTUKH " ™ " Ia Im I EE S EE S S S S EE Em E .y HeobpuUUIUANBbHOM
KaK MHHHMATTH3M 3a6aCTOBKH Ha
u KOHIIETITYAIIN3M I I aBTOMOGHIIBHOM 3aBOJIE B
(3a HECKOJIbKUMHU Cero,qﬂﬂ, Horpga pemMoHpaTMa [JoJHHa nNpaBHATb Coenunennbix Illtarax,
MCKITIOUCHHIMH)  TOILKO | Bcem, OyaeTr Henorm4yHo ANA MCHYyccTBa, HOTOpoOe | YCTPOCHHOH —  TDYITIIOH
HAYHHAIHN BOBIIEKATHCS MOJIOIIBIX 3aBOJICKHX
B onpezierenHbie HanpasB/AAeT MUP, N1IECTHCHb B XBOCTE PEBONIOLHH... paBouNX,  BOBICUCHHBIX
MONHTAYECKHAE  BOTIPOCHI, o B XYTIH-KYIBTYPY,
pasp IO OB | Yro6m AocTHYb 3TONH Yyenn, mbl 6yaem obcympaaTs I - IpoTeCTOBAH
f%pg‘inn”?yf?{e: ‘" | Ha cobpaHnAXx XyaOHIHMHOB BCE€ NAaHbl, NPOEHKTsI n | g‘a’g(:;‘; TpeGOB;z:IZCT;g
wuposowpeten NOIepi,  MAEH; HOTOpPbIE 6yayT npegocraBneHbl Ham, YTO6bI | lnome  Tpeammomios
W3 4yBCTBA TOIO, YTO o ISt po)cor030B,
JelaHne WCKycCTBa 00 HOE"TBOH NMOJIHOM peopraHn3alynun UCHyccrea n ero HCTOpPHUIECKH
UCKYCCTBE TEPSIET CMBICI, w poxycupywmuxcs
KoT/1a «Pum O0XBa4eH I marepuaibHoOM 6a3bl. I 3apaboTHON  TuIaTe |
laMeHeM».  OTo 61;11} I ryc TaB "yp 68, nucema 18 70/’8 71 I 3aHﬂT0]c3TI/I " TOJTHOTO
OYEHb MHTEpECHBIH JTHSL. «HoBoM  jyxe
UCTOPUUYECKUI CTBIK: KalATAJIN3May, JIrok
mo3mHuX  60-x  coBmaia Uwnanemio Ha3BaJld
C MOCTAHOBKOHl BONpPOCA O PaJMKaILHOM aBTOHOMMH OHHM o0OcHyxuBaid. K NpUMepy, 10 MOEMY ONBITY MNOAOOHBIH (EHOMEH ‘XYIOKECTBEHHON KPUTHUKON :

HCKyCCTBA W XYHOXXHUKA. 3asBICHHUS UISI OTKPBITHIX
CIIyHIaHWH OTpaXkalW HANpSHDKCHHE U IPOTHBOPEUHS
SMOXM: OTTOPXKEHHUE TOCHOJACTBYIOLIEH TEHIEHIHMH
Xy/0’KECTBEHHOTO MHpa, 00CITyKHBaroIen
COCTOATEIbHBIE M BIACTHBIC KPYTH; HEOOXOIMMOCTH OoJiee
CIPaBEUIMBOM pEeNpe3eHTAIMH JKEHIIUH U MEHBIIMHCTB
B HCKyccTBe. TpeOoBaHMS IPOCTHPAIUCE OT pedopMHU3Ma
(roHOpapsl 3a BBICTaBKM M IpaBa IMEPENPONaKU) 0
NpU3bIBOB K ‘ToTanbHOW peBomronuu’. IlporuBopeuns
TaKKe CYNIECTBOBAIM BOKPYT (HUIYPHl XYJOKHHKA:
BHIEBIIEHCS] HEKOTOPHIM KaK COJUIICHYECKAs H JOBOJIBEHO
BBICOKOMepHasi Gurypa, a JIpyruM - Kak YrHETeHHas H
Hy)XJaromasics B ocBoOoxaeHny. He ynuBuTensHo, 910
MpoTHBOpedrs U HanpspkeHust B Koanuim paboTHHKOB
HCKYCCTBa IIPUBENIHU K €€ pachaay B TEUCHUU HECKOJIBKO
net. Kax Ob1 TaM HY OBIII0, HO €€ OITBIT CTaJI KaTalIn3aToOpOM
JUII MHOTMX MpPOYMX OpraHU3alUi, HEKOTOphIE . U3
KOTOPBIX CYLIECTBYIOT JIO CHX IIOP.

51 OblTa IPUKOBaHA K JOKYMEHTaM OTKPBITBHIX CITyLIaHHI
U3-32 HMCKPEHHOCTH U HJeali3Ma HCIIOIb3yeMOro B
HUX s13bIKa. Tak Kak OOJBIIMHCTBO YTBEPXKICHUH OBLIH
PYKOIIMCHBl HMJM MAIIMHOIUCHBI, BCE HW3MCHEHHUS U
MOIIPaBKU OBUTH BUIHBI. DTO MPUAABAIO UM OECCIIOpHOE
BBEIPAa3UTEIbHOE Ka9eCTBO; TOTAA KaK YacTh YTBEPIKACHUH
Ka3aJuCh MNPOCTOAYIIHBIMH, IIPOYHE OKA3bIBAJIMCH
arpecCHBHBIMU  (CEKCHCTCKME Wiu  roModobckue
KOMMEHTapHH), 51 OblIa MopaXkeHa TeM, HaCKOJIIBKO Majio
MPEYCMOTPUTENIBHBI OHU OBUIH; HUKAKHX | YKIOHYHBBIX
WM OECKOHEUHBIX BOCKIIMIIAHUI ‘“Kak 3TO BCE CIIOXKHO .
Sl Takke yBHIENAa KOQINIMIO, KaKk OJKCIIEPUMEHT C
GdopMoli M MeTOZaMH OpraHM3alUM, NPUHIUIHAIEHO
OTIMYAIOIIeiiCs OT MNPOCTPAHCTBA  BBICTABOK |
(ecTuBanei.

3asgeneHuss «OTkpbIThIX  CiymaHui»  MOTHUMAIOT
CJIO)KHBIE BOIIPOCHI, O HEOOXOAMMOCTH (hHOPMHPOBAHIS
npodeccroHaITbHBIX XyHO0XKECTBEHHBIX COIO30B,
HEOTJIOKHBIE W CErofHs. TpiouM3MoM 3Bydayio OBl
yIBep)KIeHHe 00 OrpOMHOHM CTEeIeHH JKCILTyaTallnu
B XyHOXKECTBEHHOM MHpe. OKOHOMHUK ¥ COLHOJIOT
[Ieep-Mumtens Memxep mucan 00 «HCKIIOUHTEIHHON

SKOHOMHKE»  HCKYCCTBa,  IOCPEICTBOM  KOTOPOM
HEKOTOPbIE XYIOKHUKH CTAHOBSTCS BEChbMa YCIICIIHBI
Ha (OHE BBDKMBAaHHS OOJBIIHHCTBA  OCTAJIBHBIX.

XyH0XKECTBEHHOE 00pa30BaHKe MO-IIPE)KHEMY BO MHOTOM
OCHOBAaHO HA YHHKAJIbHOW IPHPOJAEC TBOPYECTBA U
YHUKQJIBHOCTH (UIypbl XyAOXKHHMKa. B TO ke Bpems
PBIHOYHBI amlIleTUT K MOJIOABIM XyHOXKHHUKaM (1
COOTBETCTBYIOIIEE MNABICHHE HA XyHOXECTBEHHYIO
CHCTEeMy O00pa3oBaHME, KOTOPOE MOKHO IPOU3BECTH
HOBYIO 3B€3/ly) 3aIlUIIEH NIMEHHO 3TUMA KOHBEHIHSIMH.
Hcropusi KOJUTEKTUBH3MA K TOMY K€ TIOYTH COBEPIICHHO
HEU3BECTHA, B OCOOCHHOCTH B IIpeJielaX KypcoB HCTOPHU
HCKYCCTB; 3TO B 3HAYUTEIIHHON CTEIICHH CIIHCAHO B yTHIIb
Kak cepusi abeppamuii 1 HeyIaBIINXCsT 9KCIIEPUMEHTOB.

Craenyromui BOIPOC, KOTOPBIM s X04y IOAHSATH 3TO O
TOM YbH HHTEPECHI 00CITYKMBAIOTCS HAIICH HEBEPOSTHOMN
M300peTaTeNlbHOCTRIO UM MPHUCIIOCOONsIeMOCThI0. B
TO BpeMsl KaK sI OTHIONb HE YTBEPIKAAI0, YTO TOJBKO
XyHOXKHUKH W300peTaTeNbHbl WIH YTO YCIOBHS IS
BCEX W3 HHMX DaBHBI, s TaKXKe CO3HAI0, YTO OJHUM
W3 HaBBIKOB, KOTOPOMY MHOTHE M3 HAc Hay4WJINCH,
SIBISICTCSL co3/aHMe PaboT M opraHu3anus COOBITHH C
O4YCHb MaJbIMHU JICHBIaMH WM BooOIle Oe3 OHomKeTa.
C omHOW CTOPOHBI 3TO TO3BOJSET HaM OOXOMUTHCS
MaJlbIM U TIPOJOJDKATh OBITh AKTUBHBIM B CIIOXHBIX
o0cTosiTenbCTBaX. B ompeneneHHONW MEepCeKTHBE, 3TO
MOXeT (YHKIMOHHPOBATh KaK aHTHKOHCHIOMEPHCTCKAst
MO3HUIIHS, MOCKOIIBKY 3TO BKIIIOYAET B ceOsl 3aMEHy JACHET
BpeMeHeM. C Jpyroif, JOKHBI 3a/aBaThbCsl BOIPOCEHI
00 ycTOHYMBOCTH MOZOOHOTO 00pasa >KU3HH, KOTOPHIH
MBI BEIeM, U KaK 3TO BO3MOXKHO IS T€X, Yy KOTO €CTh
JeTH WIH HMHBIE CEeMeWHble 00s3aTenbCcTBA, a TaKkKe
HACKOIBKO 3TO 3aBHCHT OT ‘TOCYHapCTB BCEOOIIEro
OmarococTosHHA ', AL T€X M3 HAC, KTO JAOCTaTOYHO
y)la'-lJ'll/IB JJIA TOTO, '-lTO6l>I POOUTHCA UIIN )KUTh B TAKOBOM,
M KaK 3T0 00yCJIOBIMBAETCS Pacoil, TEHIEPOM, KJIaCCOM
WU CTaTyCOM MMMHTPAHTA.

Jlpyroii CBS3aHHBIH C 9THM MOMEHT — IpEeBaJIHPOBaHHE
cBOOOHOrO TpyZa B KyJIbType: HEOIUIaYMBAEMOE
CTQXEPCTBO, CaMOOPIraHU30BAHHBIC XYTOKXECTBEHHBIC
MPOCTPAaHCTBA M JKYpHAJIBl,  CO3JaBaeMble B
cBoOomHOe Bpems. S Oblia BOBJEUEHA B MHOXKECTBO
CaMOOPIraHU30BAHHBIX MHUIHATUB, KOTOPBIC HE MOIJIHA
OBl cymecTBOBaTh Oe3 HeoruradnBaeMoro Tpyaa. Ho 4ro
CllydaeTcsi KOIZia 3TO CTajlo BCEOOIIMM CTPYKTYPHBIM
YCJIOBUEM, KOI'la Haxe prﬂHeﬁmMe UHCTUTYLUU WU

TpeboBaHHe 0O0JIEe OCMBICICHHOTO THIIAa TpyAa U Ooiee
ayTeHTHYHOW >KM3HHM B menoM. OHHM  OKa3bIBAIOT,
4TO OTO IOTEpsIHHAs BO3MOXHOCTh INPOQCOI030B H
(axTop, BeoymMi K WX HBIHENIHEMY TYNHKY (Korma y
HUX BO3HHUKAIOT BCE OOJBIINE CIOXHOCTH C HabOpOM
MOJIOZIBIX YJIGHOB, OCOOCHHO Te€X, KTO OKa3bIBacTCsl B
HETUIWYHBIX TPOU3BOJICTBEHHBIX CHTYALHSX U TeX, KTO
paboraert B cdepe ycayr). 3aTo, IO MHEHHIO aBTOPOB, 3TO
TpeboBaHHe OBLJIO MPHHITO PYKOBOJACTBOM, OCOOCHHO
NEPEHATO HOBOM YIIpaBlEeHYECKOH pHTOpUKOH 1990x.
OO6MeH cBOOOIBI Ha 0E€30MaCHOCTh, HIIM OCMBICICHHOTO
TpyZa Ha 3apabOTHYIO IUIATy CTaj0 UCIOJIb30BaThCs Kak
9JIEMEHT TPYAOBOH AUCHUILIMHEL. Pocc SICHO IOKa3bIBaeT
Kak Ou3HeC MHp IpHUOOPEIT CBOMCTBA, aCCOLMUPYIOIIUECS
C KyCTapHbIM MacCIITaOHBIM IPOW3BOACTBOM: MaJIblif
Macmrab, TuOkmii paboumit Tpaduk, o0OCTaHOBKA
HETIOCTOSTHCTBA PAabOTHI M CIUSTHUE POJICH HaHUMATeIs 1
paboTHuKa.

Most mo3unusi 3aK0YaeTcsi B TOM, YTO XYHOXXHUKH
HY)XJAIOTCSI B OIpeIelcHHOW (opMe KOJUIEKTHBHOM
opraHusanuu 0Oosee 4eM Korga-nubo, a To, 4to (dopma
paboumex TpodCcor030B  MOTEpsIa  HCTOPUYECKYIO
WHHIUATHABY, HE 3HAYHUT, YTO BCE IIOTEPSHO. OTO HE
3HAYUT, YTO OHU JOJDKHBI OBITH ‘MOJEPHU3MPOBAHbBI’
B HEONMOEepanbHOM CTWIIC, HO TO, YTO OHHU JOJDKHBI
cTaTth Oojiee TBOPUYECKUMH — KaK OBLT TBOPYECKUM
BECh OKCIEPHMEHTAIBHBIH MPOIECC CYIIECTBOBAHUS
Koamumuy. [Insg XyJOKHHKOB 3TO 3HAUHUT IIPOIOJDKATh
3a7aBaTh HEyHOOHBIE BOMPOCH, yXE B CBOE BpEMS
3ajaBaeMble Hekorna Koammiueidl M Bcerma CHOBa
TpeOyIOMMX CBOEH MOCTaHOBKY.

Kupcmen @Dopkepm (1973) - axmugucm, XyO0OXCHUK,
u, aemop. OHa eo6reuena 6 pabomy HECKONbKUX
Kolekmueog 6 JIoHOOHe, exatouas MuKkpononumuxy,
Rampart Coyuanvuoii Llenmp u opyeue. Ona maxoice
yuacmeyem 6 pabome Ynusepcumenicrozo IIpogcoiosa.
Ceuvac Kepcmun oenaem ouccepmayuro 6 Goldsmiths
College.




| Report

The Art Strike Conference
was held in the southern
Lithuanian town of Alytus on
June 27-29, 2008. The group
did not adopt any concrete
resolution either during the
meeting or after it. Therefore
I take it upon myself to make
a very personal overview of
the ideas proposed at the
conference with some even
more personal commentaries
that could lead to a better
understanding  of  our
controversial approach to
the topic. Many of the ideas
presented at the conference [
find of crucial importance as
[ try to start a real campaign
against the real construction
of cultural capitalism—in this particular case, a boycott
of the EU Capitals of Culture initiative, which intends to
turn the Lithuanian capital city of Vilnius into a “capital of
culture” next year. Since critical thought in contemporary
capitalist Lithuania is very weak, we invited an international
group of people experienced in this work and/or willing to
contemplate the subject.

The earliest use of the term “art strike” and
its short history

on

the Alytus Art

the same alienation that already exists; it is just that the
matter is viewed from the opposite angle. Emotion cannot
be separated from reason—this would look as artificial
as reason without emotion. But as for other gaps—those
already created, and there are even more gaps around—the
main thing is somehow to return from all that fragmentation
to the wholeness of the life, which I really agree should
be not separated from culture, but rather cleansed of
its superficiality. Here, I would like to move forward by
quoting the position taken by Saulius UZpelkis (London):
“We should start again talking about the supersession of art.
Also, how does art become subversive of the social order?
What are the possibilities for transformations of everyday
life? Other people have to be brought into play, people who
are or had been oppressed, people who are interested in
social equality, but have no time for the art worlds elite
games of prestige and posing. Unpaid cooperation, a kind

of gift economy. Instead of the refusal of art, I say the art of

refusal. The art of refusal is the art of living.”
Critique of the artistic role in the capitalist society

During the conference, Kasparas Pocius presented what is
probably a mostly exceptional case of artistic activism in
Lithuania based on the protest of and struggle against the
processes of privatizing social spaces. This struggle was
partly reflected in the national representative art project
presented by the established artist couple Nomeda and
Gediminas Urbonas at the Venice Biennale. The author was
one of the most active activists in the movement initiated by

Strike

edition of Assault on Culture, 2008).

Conference

So if we follow this path, we would find the main position
somewhere between artistic work and activism. The biggest
problem of contemporary artists lies in their true bourgeois
consciousness. Besides their inherited wish to mock
capitalist society in general, they usually do not recognize
that their artistic production creates and strengthens that
same capitalist society. Usually, they barely make a living
from their professional activities, but they still do not want
to lose their illusion of getting to the promised land of
prosperity. As Dmitry Vilensky sincerely confessed, his
colleagues tried to dissuade him from taking part in such
an ambivalent conference that “brings neither money nor
fame.”

Martin Zet tried to find more sophisticated reasons for
rejecting an active position: ageing (it is much nicer to be
revolutionary when you are young, but it’s better to act like
a reactionary when you get older), a noncommittal stance
(it is better to hire some professional revolutionaries to
fight instead of us), and retaining the privileges accrued
from one’s social duty as an artist. But the logic of the
capitalist structure is such that those who follow the rules
are usually bargained away, while it supports upstarts so as
to recuperate them later on. So there is nothing to lose so
far as art has no other role in capitalist society other than
to perform reality, and if reality turns to be undesirable it is
easiest just to pretend that it is also illusory.

r—_—_—_—_—_—_—_—_1

The revolution no longer
has any frontiers; it must I
be thought out, it must be
prepared  everywhere—in
all the sectors where man I
expends passion and energy
to do what he does, else it will I
never triumph anywhere.
—Alain Jouffroy, “Whats To
Be Done About Art?” (Art I
and Confrontation, New York
Graphic Society, 1968). I
I
|

Gustav Metzger in 1974
called for the first known
art strike—to cease doing
any production of art in the
period 1977-1980 and thus

to smash the international I
gallery system—but nobody
joined him and probably
nobody would have known
too much about the fact if not for the second art strike,
held in 1990-1993. The latter strike was called by Stewart
Home. Besides propagating Metzger’s ideas, it was also
intended as propaganda against artists and the arts as a
social institution. It was broadly supported and spread
worldwide by the international Neoists network. Some of
them took on the real social responsibilities of being on
strike for the whole period of the action.

“Serious culture” and life issues

A juxtaposition of art and life was taken as the starting point
of British performance artist Roddy Hunter in his joint
lecture-performance with Judit Bodor Hunter: “If life in the
Bakhtinian sense is the world ‘experienced in actions’then
‘culture’is the world represented in discourse.” And so they
raised an essential question: what consequence or impact in
the world of life (the world experienced in actions) will Art
Strike create as a parallel critique of Vilnius *09: European
Capital of Culture? To be sure, by arranging the strike as
a straightforward critique of the ideological construct,
we would produce one more “cultural object” instead of
damagingalready existing structures. The perfect illustration
of theoretical hopelessness in describing life was provided
by Vassya Vasiljeva (Bulgaria), who gave an example from
YouTube where Jacques Derrida was trying to answer the
simple question—what is love?—and looked very stupid
and got angry as a result. Vassya pointed to the notion of
love as essential uniting element against the structures of
“serious culture.” “Love but not culture is the main factor
why I am joining you here;” concluded Vassya. It echoed
the conclusion'made by Roddy and Judit: “Whatever we
do, we must promote the gap between ‘universalized and
localized | life’ and ‘culture,” between ‘sensibility’ and
‘reason,” between ‘ethics’ and ‘aesthetics.”” 1 believe that
this last notion is as reactionary as the positions of so-
called serious culture in the capitalist society: it promotes

We do believe that a coherent and disciplined as-
sociation for the realisation of a common pro-
gramme is possible on the bases worked out by
the Situationist International, provided that the
participants are so rigorously selected that they
all demonstrate a high degree of creative origi-
nality, and in asense they ceased to be “artist” or
to consider themselves as artist in the old sense
of the word.

Situationist International, 1964 |

L________________J

the above-mentioned artists. His critique took aim against
the empty performativity of so-called political art, which
now acquires new forms of quasi-activism and is just as
manipulative in its essence. This statement was opposed by
Dmitry Vilensky, who suggested that the complex nature
of contemporary capitalism and the public sphere is not
totally homogeneous and reactionary, and that it is urgent
that we take over the means of production and use different
venues as spaces for struggle, agitation, and propaganda.
He also noted that today the most effective way to influence
and change the system is to combine different strategies
of exodus and autonomous participation. To follow the
publications of Stewart Home, it should be clear that one
of the essential points for today’s struggles is for artists
“to destroy their own privileged role as specialized non-
specialists, and the Art-Strikel Biennial is one way of
drawing them towards a place where they can live out the
death of art.” Definitely, the ‘Art Strike Biennial should
become a place where; instead of artists being ashamed
of doing bad art, they should be ashamed of doing any art
show and simply use their own creativity to experience
everyday life instead.

The question of who is an artist and who an activist was also
raised (Johannes Paul Raether). A possible answer could
be found in Stewart Home’s description of the relationship
between the artistic and the political:

Since the aim of revolutionary struggle is to regain our
humanity by overcoming all the separations between the
physical, intellectual and emotional aspects of our lives,
then obviously we cannot combat alienation through politics
or culture alone—but rather we should aim to overflow all
capitalist canalisations, including the separation of culture
and politics. After 1962 the Debordists privileged politics
over culture, and after 1966 Fluxus fell into the opposite
error of prioritising culture over politics; it is the correct
but ever changing balance between these two poles that we
must continually seek out. (Introduction to the Lithuanian

I Strikes and fashion

Here, it would be appropriate to
I close with the historical example
providedby StephanieBenzaquen:
I “According to Malcolm Barnard
(‘Fashion as Communication’),
I clothing is ‘used not only to
constitute and communicate a
position in (the) social order,
I but also to challenge and contest
positions of relative  power
I within it.” Two strike movements
exemplify this statement: first,
I the 1909 shirtwaist strike in New
York City; second, the wave of
strikes in the southern textile
mills in the late twenties and
early thirties. In both cases, the
press covering the strikes was
often more interested in what
the women were wearing than in the goals they hoped to
attain. It goes without saying that female strikers were
hardly accorded respect as workers. In 1909, the women
overdid their attempts to be in vogue. They donned hats
adorned with multiple feathers, faux flowers, oversized
bows, jewellery, lace blouses, fur accessories, french heels.
Their colorful ensembles became a bone of contention
and enraged the middle- and upper-class suffragettes who
thought the gaudy colors distracted from' the women's
cause. Male strike leaders did not appreciate this, either,
because they wanted to play on society’s pity and portray
the workers as frail and downtrodden. Twenty years later,
there was a dramatic change of style, as fashion design had
become a cultural phenomenon. The women strikers were
dressed in red, white and blue regalia.| They eclectically
mixed overalls—a typically-male work outfit—and men's
caps with barrettes, necklaces, blouses, silk stockings, and
fire-engine red lipstick. These two styles might be seen as
stark contrasts. Yet each group had created a ‘hybridized’
style that served as a visual representation of their cultural
status as both women and workers.”

So, we are calling’ for Art Strike 2009 as a real pre/anti/
post-cultural figuration! Join us in Alytus on August 18-24,
2009!

Redas _Dirzys, Second Temporary Art Strike Action
Committee (Alytus), November 2008.

Redas Dirzys (b. 1967) lives and works in Alytus (Lithuania) and
is_known for his social interventions, performances, and socially
engaged practices (teaching, lecturing, writing, and exhibiting).
Since 1993, he has run unofficial initiatives of various locally
based international art events, which eventually took the shape of
the Alytus Biennial. He is also associated with such international
artistic structures as ZCCA-Libusin, IAPAO, and SPART Action

Group.
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Pepac Jupwuc >>> Otyer o cemMHuapax no XypomecTBeHHbiM 3abacToBram

Ha cemuHapax 1o XylOXeCTBEHHbIM 3abacTOBKaM,
npowenmeii B Amuryce B 27-29 wmions 2008 roma He
ObUI0  NPUHATO HUKAKOH KOHKPETHOH pPE30JIONMH HH
BO BpeMs HH mociie BcTpeud. ITo 3Toif mpudnHe s Oepy
OTBETCTBEHHOCTh ~ C/CNIaTh  HECKOJIIBKO  CyObEKTHUBHBIH
0030p MPO3BYYaBNIMX WJCH C HEKOTOPBIMH Jaxe Oolee
CyOBEKTHBHBIMH KOMMEHTAPHUSIMH, YTO MOTYT BECTH K OoJiee
IyOOKOMY HOHUMAaHHUIO IIPOTHBOPEUMH, IOSBISIOINXCS
IpU NPHOIMKEHUH K MOnoOHOW Teme. MHorme n3 upeid,
NPEJCTaBICHHBIX Ha KOH(QEPEHLHUH, S PpacleHWI Kak
KJIIOYEBbIE B JIeJie IOATOTOBKM HACTOSLICH KaMIIaHUH
MPOTHB MEXaHN3MOB JKCIIAHCHH KYyJIBTYpPHOTO KallUTaIn3Ma
— B YaCTHOCTH OOMKOTHPOBAHUS MHUIMATHBBI PEBPAILICHHS
Bunbnitoca B KymerypHyto cromuiy Espomer B 2009
rony. Ilockonbky KpHTHYecKas MBICIb B COBPEMEHHOH
KaIUTATHICTHYeCKOiT JINTBE 04eHB ci1aba, ObLIN MPHUIIAIICHBI
OIIBITHBIC TPEICTABUTENN WHTEPHALMOHAIBHOTO KOHTEKCTa
— Te KTO OBLI TOTOB K PACCMOTPEHUIO OJIOOHON NMPOOIEMBIL.
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Pannee wucnoNbL30BaHUS TOHSATHS
320aCTOBKA” U €ro KOPOTKAasi HCTOPHS:
“V pesonoyuu 6onvwe nem xaxux-nub6o npeoenos; oHa
O0MIIHCHA OCMBICIUBAMBCA U 20MOBUMbCS 6€30€ — 60 6CeX
cepax, ede uenogex cmpacmuo peanuzyem cebs 6 n1ooOOM
Oene, unave oHa He ooepdcum nobedvi Huzoe” - AIdH
Kyddpya (“Uro nenath ¢ uckycctsom?”, 1968).

“XyH0skeCTBEHHAsI

I'ycta Metsrep B 1974 mpusBan Kk mepBoil M3BECTHOU
Xyno)KeCTBEHHOH 3a0acTOBKE M K TOMY, YTOOBL IPEKPATUTD
H3TOTOBIICHUE BCAKOH Xy10’KECTBEHHO IPOTYKIUH B TIEPHOX
¢ 1977 no 1980 u cnomars, TakuM 06pPa3OM, MEKAYHAPOAHYIO
rajepeiHyro CHUCTeMy, HO €ro HHKTO He MOAZIepXKai, H,
BEPOSATHO, HUKTO OBI TaK W He y3HAN 00 3TOM (haKTe eciu
Obl He BTOpas XydOXKECTBEHHasl 3a0acTOBKA, MPOBEACHHAA
B 1990-1993, xorma Crroapt Xoym cienan CBOGH 3agayeit
pacnpocTpaHeHue uned Mers-
repa C LEIbIO  IPOMaraHibl
NPOTHB XyHOXHUKOB M HCKYC-

(hparMeHTapHOCTh )KH3HH B LIETI0€ KU3HU, KOTOPOE HE IOJKHO
OBITH OT/ENEHO OT KYJBTYpbI, HO, HAal[pOTHB, H30aBJICHO OT
MOMOOHBIX TMOBEPXHOCTHBIX MHBEKTUB. 371€Ch CIIEIOBAIIO
OBl MOMTH Janbllie — K MOJIOKEHHIO, CHOPMYITHPOBAHHOMY
Comuyc Vionenkuc (JlonmoH): “Mbl CHOBa JOJKHBI
HavyaTb TOBOPUTH 00 OTMEHSIOIIEM CHCTEMY HCKYCCTBE.
K TomMy Xe, KaKk HCKyCCTBO MOXKET CTaTh IIOAPHIBHEIM B
OTHOUICHUH CYIIECTBYIOMIEr0 OOIIeCTBEHHOro YyKiaga?
KakoBbI BO3MO)XHOCTH TIPEOOpPa30BaHUs MOBCEIHEBHOCTH?
WHble moau MOKHEI OBITh HaKOHEN BOPOIIEHH! B UIPY -
YTHETEHHbIE WY OBIBILINE yTHETEHHBIMH, 3aMHTCPECOBAHHbIE
B COLIMAIbHOM DPABEHCTBE, HE OOIamarolye CBOOOTHBIM
BpPEMEHEM [UIS SIWTHBIX HIP MPECTIDKA M IIO3HMPOBAHUS
B XYIOXECTBEHHOr0 MHpa. bes3Bo3mesnHas KooIeparus,
CBOETO poJia ’KOHOMHKA apa. BMecTo «0TKa3a OT HCKyCCTBa)
s TOBOPIO «HCKYCCTBO OTKa3a». MckyccTBO oTKas3a ecTb
HCKYCCTBO ITPOJKUBAHUS .

Kputuka  poam  XyAO:KHMKAa B  KamUTa-
JIHCTHYEeCKOM oOmecTBe: Bo Bpems KoHdepeHIHH
Kacmapac Ilounyc mpenctaBuil MCKIIOYUTENBHBIA CIydal
XyHO0XKECTBEHHOTO aKTHBH3Ma B JINTBE, KOTOPHIH 6a3upoBacs
Ha mporecte U Oopr0O€ ¢ MpuBaTH3amueil OOIIECTBEHHBIX
[POCTPAHCTB, MPEBPAICHHEIH 3aTeM B PENpe3eHTaTHBHEIH
HallMOHANBHBIA  apT-ipoekT — «KuHorearp Jlutsay,
IIpEACTaBIICHHBIN ApOii 3aCITy>KeHHBIX XyAOKHIUKOB Homena
u ['enumunac YpOonac na Bennnnanckoi buennane. Asrop
OBLI OHUM M3 HanOoJiee aKTUBHBIX YYaCTHHKOB ABIDKCHUS,
MHUIMUPOBAHHOTO STHMH XyHAOXKHUKaMH. Ero KpurHka
Obl1a 3aTOYeHa MNPOTHB ITyCTOH Mep(OpPMAaTHBHOCTH Tak
Ha3bIBa€MOT0 TIONUTHIECKOTO HCKYCCTBa ", KOTOpOE ceHdac
JOCTUraeT HOBBIX (OpM KBa3H-aKTHBU3Ma, HO CTOJIb K€
MaHUITYJISI THBHOTOBCBOEH CYIIHOCTH. DTO3asIBJICHHEBEI3BAIIO
BO3paxkeHHe JIMuTpus BmieHCKOTo, IpenIONIOKHBIIETO,
YTO MPHUPOZA COBPEMEHHOTO KalMTalu3Ma U IyOIHYHOM
cthepbl Oonee clIOKHA, OHA HE TOTAIBHO TOMOTEHHAs H
PEaKIOHHAs, U KpaliHe HeOOXOANMO 3aXBaThIBATh CPEACTBA
MPOU3BOACTBA M HCIONB30BaTh pa3lUYHBIE MeCTa Kak
npocTpaHcTBa OOpHOBI, aruTayy 1 nponaraasl. OH TaKKe
3aMETHJI, YTO CeroaHs Hambomee 3(PEKTHBHBIM CIIOCOOOM
BO3/JIEHCTBUSI HA N3MEHEHHUSI CUCTEMBI SIBIISIETCS] KOMOWHAIHS
Pa3HBIX CTpaTEerHuii NCXoJa ¥ aBTOHOMHOTO yuyacTtus. Cienys
nmyonmukanun Ctroapra XoyMa CTOUT 3aMETHTh, UTO OTHUM
U3 HanbOosee CyIIECTBEHHBIX MOMEHTOB CETORHSIIHEH
OOpBOEI B XynOXKECTBEHHOU cepe sBIseTCs “paspylleHue
COOCTBEHHOW NMPUBHIIICTHPOBAHHOM POJIM XyHZOXKHUKOB, KakK
CHEIHANN3UPYIOIIIXCS HECIIEIATNCTOB, H XyI0)KECTBEHHAS
3a20aCTOBKa, MPOXOJAIIas KaXkJble ABa rona, €CTh Crocod

_—_—_—_—_—_—_—_—1

MOTIOCAMH, HO BCEr[a MEHSIOIIUICS, YTO MBI U JIOJDKHEI
MIOCTOSHHO OTCHeXuBaTh’ (BcTymneHne K JIMTOBCKOMY
n3nannio “Hananku Ha KyneTypy”, 2008). Takum obpazom,
HAIll ITyTh JIKUT MEX/y HCKYCCTBOM U aKTHBU3MOM.

Kpynneiimas npobiemMa COBPEMEHHBIX XyIOKHUKOB JISKUT
B UX HEBEPOSTHOH KOHIIEHTpALMK Oypi>Kya3HOTO CO3HAHUS.
Kpome wux yHacnemoBaHHOTO JKETAHHS BBICMEUBATDH
KalUTaIUCTUIECKOE OOIIECTBO, OHU OOBIYHO HE PACTIO3HAIOT,
KaK UX XyJ0XKECTBEHHAsI IIPOTYKIHSI CO3aeT ¥ YCHINBAET Te
JK€ OTHOIICHMS TOCIIOACTBA M MOMUMHEHHs. [Ipu ToM, 4To
OHH C TPYAOM BBDKHMBAIOT IIPH CBOMX NMPOGECCHOHATIBHBIX
3aHATHSX, OHU MO-TIPeKHEMY HE XOTAT paccTaBaThCs C
WIITIO3NeH - ABIDKEHUsT K OOCTOBAaHHOW 3eMile JIHYHOTO
npeycnessHus. Kax  Jmutpuit  BuneHckuii  HCKpeHHe
MIPU3HAJICS — €r0 KOJUIETH IIBITAINCH OTrOBapHBaTh €ro OT
Y4acTHs B TaKOH ABYCMBICIEHHON KOH(EPEHINH, “KOTOpast
HE IPUHOCHUT HU JICHET, HU CclaBhl...”. MapTuH 3eT, B cBoei
OOBIYHOI epHHYECKOil CyOBEpCHBHOII MaHepe, IIBITaJICs
NPeIbABUTE Oolee 3aMbICIOBAThIe IIPUYMHBEI OTKAa3a OT
aKTHBHOI MO3UIIMHU: CTapeHHEe («HAMHOTO MpHUsSTHEE OBITH

PEBOIIIOIIMOHHBIM, KOIrJla Tbl MOJIO[, HO JIy4Yll€ BECTHU
ceost TIOpCaKIMOHHEE, KOTJa Ha4YWHACIIb CTapeTI)»),
HEONIPEACIICHHOCTD («nyluue HAHATH HECKOJIBKO

IpodeccHOHATBLHBIX PEBOIIOIMOHEPOB TSl OOPEOBI BMECTO
Hac») M yAepXKaHWEe 3acITyXCHHBIX NPUBHIECTHH BMECTO
MPUHATHSA COLHMANBHBIX OOs3aHHOCTEH XyOOXKHHKA... Tak
YTO TEPSATh OCOOEHHO HEYEro, €Ciau HMCKyCCTBO HE HMEeT
HUKAKOH POJIM B KaIIATATACTHIECKOM OOIIEeCTBE, KPOME KaK
PasbIrpelBaTh peagbHOCTh, H €CIH PEaNbHOCTh CTAHOBUTCS
HEXKeJaTeNbHOM, TO CaMBIM NPOCTBIM OyJeT IPOCTO JemaTh
BHUJI, YTO OHA TOXE HILIIO30pHA.

3a0acTOBKH M MoJa: B 3aximrouenue xouercs mpu-
BECTH BeChbMa IIOKA3aTEIbHBIH HCTOPHIECKUH IIpHMeEp,
npuBeneHHoil Ctedanu benszaken: “6 1909 «3abacmoeéxa
wiseii» ¢ Hoio-Hopre, samem  nosonux 1920x — pannux 30x
601IHA 3A0ACMOBOK HA I0JCHBIX MEKCIMUNbHLIX pabpukax. B
oboux cryuasx, npecca, océewjarouas 3ab6acmoeku, ovina
3auacmylo 0Oonee 3auUHMeEPecOBaHA 6 MOM, KaK 00enbl
JICEHUUHDL, HeJICeNU YensaMU, KOMOPbIMU Mme 3d0a8anlch.
Camo coboii pasymeemcsa: 3abacmosuyuyvl mo2oa 6pso
JIU bI3bIBANU Y8adiceHue Kak pabouue. B 1909, scenuumvl
HECKONbKO ympuposanu cgoio bopvoy, umobel nonacmo 8
MOOY. Y Hux Ovinu winAnbl, yKpauieHHble MHO20UUCTeHHbIMU
nepvAMY, UCKYCCINGEHHbIMU — Y8emaMl, = PACKpAUleHHble
6posu, OpazoyeHHOCmU, Ony3bl HA UIHYPOBKe, Mexogvle
axceccyapul, gpanyysckue xabayku. Hx Kpacounwiii 6uo
Cman nPpUYUHOL pasoopa U Npueen 6 apochs CYPpasCcucmox
cpedHeco u evicule2o Kaaccd,
nonazaguiux,  Ymo  Kpuuawjue
moHa udym epaspe3 ¢ yensimi.

CTBa KaK OOMIECTBEHHOTO HHC- I Mb1 nonaraem, YTO nociepoBare/ibHaA K AMcyUNNIan- I Myorcuunbi-nudepsl  3a6acmosKu
turyra. OH Obl1 %/IHOFI/IMI/I I HUpOBaHHasA OpPraHn3ayua [JAA peann3aymm oﬁmeﬁ I makaice He 0COOEHHO 60CXUWANUCH
HOJIepKaH, a ujest 3a0acTOBKH o oMuUM, MAK KaKk CMpeMUIUCHL
- pacmpoCTpaHeHa II0 BCEMY nporpammbsl BO3MOMIHa Ha 6338, paspaﬁo TaHHOMHN anenuposams K 00ueCmeeHnol
MUDY UHTEPHAL[MOHAIBHOM _ JHcanocmu U u300paAACAMb XUNbIX
ceTbto HeowmctoB. Hekoropeie I c"Tyau"o""c THAM "Hrepnaunonanom, npu yciao I u npuoagnenuvix padouux. Yepes
e | B¥H, 4TO ee y4acTHHHK 6yayT cTporo orobpaHbl Ha I Oaaduams zem npou3 ey
BeCbh OOBSBICHHbIH IIEPHO. nepemena 6 cmuJie, max KaKk OU3aiiH
OCHOBE BbICOHOIo TBOpPpYE€CHOIo yposHAaA, n npun 3Ttom 00ed4cObl  CMan  KYNbMypHbIM

“Cepbe3Hast KyJbTypa” I7 yy ¢henomenom. 3abacmosuuybr
U KH3HEHHBbIEe  BOINPOCHI: I OHM RONTHHBI NTPDEHPaTHUTD 6bITD XYROHHUHaAMHU™; UIIN I bviiu 0oemvl 8 KpacHoe, benoe u
2HTHTC33 UCKYCCTBa U KHU3HHU I paccma Tp"Ba T ceﬁﬂ HaK xynom"""OB B np""ﬂrom I cul-éee. QHU OKNIeKMU4Ho covemanu
bLJIa B3sITa KAK HaYaJIbHAs TOUKA pabouuil  xanam — MURUYHAA
OpUTAaHCKUM neppopmepom 3HaAaYMeHNMn 3TOoro cjaosa. Mysxcckas — pabouas — 00excoa
Pommn XaHT(ebp B €ro COBMECTHOH I I S U MYJUCCKYIO KENKy ¢ 3aKONKOU
JeKIuu-nephopmMance c I BONOC, €  VKPAUWIEHUSAMU,
Ioxynut bomop Xynrep: “Ecnu I Cn TYyayMoHNCTC cuun Hu TepHayMoHan, 1964 I UICTKOGbLMU HYIKAMU. U KpacHoti
JKM3Hb B BaXTHHCKOM CMBICIIE yeema  NOJCAPHOU  CIYIHCObL

€CTh MHp “IIO3HaBa€MbIX B
neiictBun”  TO  “KymbTypa’
€CTb MHUp, OTpaxaeMblii B muckypce”. Takum oOpasom,
OHM TOAHSUIM CYIIHOCTHBIH BOIPOC «KaKOE COOTHOLICHUE
WIM CTOJIKHOBEHHME B JKM3HM (KaKk MHpa IO3HaBAEeMOro
B JeHCTBUM) co3macT XyHoXKecTBeHHas 3a0acToBKa Kak
mapajmiens K KpUTHKe Mepompuatus Bumbaroc’09:
EBpomeiickas cromuua Kynerypsr’?». HecomueHno, 1o
croco0y opraHu3aliy 3a0acToOBKa KaK IepeioBasi KPUTHKA
HAEOIOTHYECKNX KOHCTPYKTOB, IPOHU3BENIET, TEM HE MEHEE,
elle OAMH “KYJIBTYPHbIH OOBEKT BMECTO TOrO0 HTOOBI
HaHeCTH ymiepO yxe CyliecTByIomel cucremMe. VneanpHoit
WILTIOCTpanuel 6e3HaAeKHOCTH TEOPETHIECKOTO OIMHUCAHHS
KHM3HH  SIBISCTCS HpUMep IpemocTaBieHHbH Baccu
Bacumkesoii (bonrapust), ponuk, B kotopom XKak leppuna
TIBITAETCA OTBETHTh Ha IPOCTOH BOIPOC O TOM, K UEMY
MO0O0Bb..., M BBINIAAUT JOBOJBHO WIMOTCKH, OTHYEro
Ha4YMHaeT 3NUTHCs. Baccs oOpamaercst K MpeICTaBIeHUIO O
T00BH Kak CYL[HOCTHOTO COEIMHHUTEIBHOTO 3BeHa B O0ph0Oe
CO CTPYKTypaMH ‘“‘cepbe3HO KyabTypbl”. “/l0b606b, a He
KYIbypa oKazuleaemcsi Mo 2NaeHOU 08UdiICyujeti CUIOU, Ymo
CBA3bI8AET MEHS Ce200H 30eCh ¢ gamu’” — 3aKmodnna Baccst.
3T0 coBmazaeT ¢ BHIBOIOM, cleNaHHbIM Poxnn u JHxynur:
“Umo 6Obi mbl Hu O0enanu, Mbl OON)CHbL COOECMB068amy
paspulgy medxncoy “yHu8epcanu308aHHOU U JIOKAAU308AHHOT
orcusnvio” Ty “kynemypou”,  mexcoy  “‘uyecmeom’ u
“paccyokom’”, mexncoy ‘“omuxou’ u “scmemuxou”. 51
Tojaraio, IOCIEeJHHE IOHATHA CTONb )K€ PEaKIHOHHHI,
KaKk ¥ IO3WIMHM TaK Ha3bIBaeMOH ‘‘Cepbe3HOil KyIbTyphl”
B KamUTaJIUCTUYECKOM OOIIECTBE — 4YTO CIIOCOOCTBYET
JanbHEHIIEMY OTIY K ICHUIO, HO IPOCTO BEICKa3aHBI C IPyTOH
TOYKH 3pCHUs. DMOLUS HE MOXKET OBITh OT/ENICHA OT MbBICIIU
— 9TO BBINIAIEINO OBI CTOJIB )K€ UCKYCCTBEHHO KaK MBICIB Oe3
sMonuu. YTo X0 BCEX MPOYNX Pa3phIBOB — UTO yXKE CO3IaHBI
WIN elle TONbKO OyoyT — Ba)KHEE BCEro IpeoOpa3oBBIBATH

_—_—_—_—_—_—_—__J

MIPUBJIEUEHMSI UX BMECTO, I7I€ OHU CMOT'Y T BBDKUTD B CUTYal[H
cMepTH HcKyceTBa™, menHo XynoskecTBeHHas: 3a0aCTOBKa,
MPOXOAAIIAs KaXkAbIH ABa rofa, JOHKHA CTaTh MECTOM, T/e
BMECTO TOTO, YTOOBI CTBIANTH XYIOKHHKOB 32 TO, YTO OHH
JIeTA0T IUI0X0€ MCKYCCTBO, OHU OyayT HOPHIAEMBI TOIBKO
32 CO3[aHHE TalepeifHOr0 MCKYyCCTBa, MOIMEHSIIOLIEro
BO3MOKHOCTh PacX0J0BaTh CBOIO TBOPYECKYIO YHEPIHMIO Ha
IpsIMOE TIPOJKHBAHNE OBCEAHEBHOCTH. Takxke ObLT MOTHST
BOTIPOC OT/IMUMS HCKycCTBa 0T akTiBH3Ma (Moxanmec [ayib
PaTep). Bo3MOXXHBIM OTBETOM OBLII0 ObI OTMCAHIE OTHOMICHHS
MEKLy XyI0XKeCTBEHHBIM 1 ITONUTHIECKUM, IPHHAUIeKAIIee
Crioapty Xoymy: “IlockonbKy ILenb  PEBOIIOLHOHHON
00pb0bI BOCCTAHOBJICHUE HAIICH YENOBEYECKOH CYIIHOCTH
gepe3 IMPEooNICHHE BCeX PasAeleHI MeXITy (pH3NIECKHM,
UHTEIUIEKTyalbHbIM U SMOILOHATBHBIM aCIEeKTaMH HaIle
XKU3HU, IOCTOJIBKY OYEBUJHO MBI HE MOXEM CpPa)aTbCs
C OTYY)XICHHEM TONBKO B IONUTHKE WM HCKYCCTBE IO
OTZENILHOCTH — HANpPOTUB,

MBI JIOJDKHBI CTPEMHUTBCS

BBIMTH 3a TIPEHENbl BCEro

KANUTAalTHUCTUUYECKOTO

YCTpOHCTBa JIeNIeHUH,
BKJTIOHAsS pasBeneHue
HOJIUTHKH ¥ ' KYJBTYpBI.
Iocne 1962 roza
neGopraHIbl HaJIeNSIOT
OospIei MIpUBUIIETHEH
MOJUTHKY, a nocie
1966 ®dmykcyc BIagaioT
B IPOTUBOIIOIOKHOE
3a0Iy’K/IeHHe TpUOpUTETa
KYJIBTYypbI; 9TO  OanaHc
MEXIy BEPHBIMU

nomaooi. [ea smux cmuna mozym
6b1my 6 abconomHoM KoHmpacme
HO, meM He MeHee, KadicOds 2pynna co30ana ‘CKpeujeHHblll’
CMUNb,  CAYHCUBMULL  BU3VATILHOU  penpe3eHmayuel  ux
KYIbMypHO20 cmamyca Kak OOHOBPEMEeHHO pabouux u
orceHwun”.

Wrak, Mbpl mpu3biBaeM K XyOOKECTBEHHOH 3a0acTOBKe
2009 xak HacTosIIEMY Ipe/aHTU /MOCT—KYJIBTYPHOMY
KOHCTPYUPOBAHUIO!

[pucoenunsiitrecs k Ham B Anutyce 18-24 aBrycra B 2009
rozal

Penac  upxuc, Uentpansusiii  Komurer  Btopoit
CoBpemenHol XynoxecTBeHHOW 3abacToBkH (AnHTyC),
Hos6ps 2008

Peoac [upotcuc (p. 1967) xyooxcnuk, sxcueem u pabomaem &
Anumyce (Jlumea) Opearnuzomop Apm-buennane ¢ Anumyce




The Story of the Glorious Rise and the Fall of

Performers Network
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In 2005 the Institute for Primary Energy Research (IfPF*) protests could be organized, later meetings quickly situation IfPF decided to intervene: A proposal for direct
I joined the newly formed discussion network “Involved in became repetitive. This was due both to new participants action at the German Tanzkongress*** (the day X referred |
| performance”* in Berlin. Our intention was to discuss often raising issues already discussed before they joined to in the email headers) was made on the mailing list. The |
deteriorating working conditions with fellow artists. From and to the broad range of interests, experiences and discussion that ensued on the list is reproduced below
| the inception of the discussion network ideas and hopes political awareness represented in the group. After a few together with the findings from the IfPF-committee of |
| were floated that these discussions would eventually lead  months the meetings lost their early drive and energy inquiry concerning the failure of the initiative and with its |
to direct action. While the first few meetings did foster and finally they stopped altogether. All that remained of analyse of the story according to Propp™****:
| interesting discussions and fanned hope that effective the network was a mailing list with very little traffic. In this |
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X — 28 days 24.3.06: Hello everybody,
is there still somebody here who’s interested in protesting against lousy working conditions? I propose to
write, print and distribute a flyer for the Tanzkongress*** [...] As a headline I could imagine: “We just want

Entrance of the tragic hero with knowledge in pop culture

your money, honey, we don’t want your love!”” So, who is interested in helping in this activity? in order to resolve initial misfortune or lack
Cheers Martin
X —26 days 26.3.06: hi:
I am not sure who I would be protesting against there [...] my dilemma is that I am not to be around at the § Conrad. In retrospect it would have been better to propose
congress. working in fact in another country for my survival!! Keep me posted and if I can do anything ple age“t‘_ a form of protest that does not require physical presence.
from a distance I will. Raphael Do‘;" a‘\d v'\“a‘“ However the Internet does not seem to be the best place
help either as can be seen later on.
X — 25 days 27.3.06: hello everybody,
yes that is good. but the title is not 100% convincing: what about: “ We just want money, honey, .
we don’t want your faked love” or “We want to work with and not against” [...] I will not be in Berlin for the take Ru.t: I};Ierle dvufe sebe that llov; " actz;calally I;Vh;t hwe)want
Tanzkongress and I am holding me back (but not 100%) from the Berlin institutions but I would like to help jtions to ~ it should just be real an .notfa ed. And thats one
before I leave on the 9th of April for this flyer or organization about other actions. Y Wi g role Of the baszc.p roblems of artists who stand m the lime
all the best Fred Helpe the hero light: wanting to be loved. Loved by the mighty and
over powerful. Already in the very beginning of the debate
X — 23 days 29.3.06: Hi there, there is no room for radical change such as appro-

I would like to mention that even if this action is a protest it should not only rant about the lousy conditions
but offer alternatives to improve things - like wage standards, ways to make things more transparent, easier

access to funding (meaning not only via the institutions). [...] What about a little information stall in front of BP osing

HAKdW*****? T won’t be able to be involved a lot myself though ... r villain sal
Susanne A“othe 'S propo

the he

X —22 days 30.3.06: hi,

yes I think it is better to give also a positive approach, for more transparency; (...) At the moment I cannot

write more then these very little proposals. Has somebody a bit of time to collect the proposals and edit them

on one document? best Fred

X —22 days 30.3.06: Hallo everybody, § hero aSK-\\‘\g

I’ll try to write a proposal this weekend. I’d appreciate if you could send me all the material Acﬁo“ o tche"s’ help

you have that could be useful when writing this flyer. I’ll post my text early next week. the dispa

all the best Martin

X — 18 days 03.4.06: Hello everybody,
[...] The text turned out much more aggressive than I thought it would. [...] So please give me some 1pingd
feedback on this. [...] Another big question is: Who is willing to sign this flyer? I’'m quite willing to sign it, w-‘tt‘mg\y helP

priation of the means of production.

Rut: 1) The institution that provides the subsidy cares
about the product and not about the production. The
institution has as a strong interest to present some-
thing representative of the cultural live of Germany.
Interesting artists might have an interest in something
more risky, vulnerable or experimental.2) In spite of
her proposals which are energy consuming and most
probably doomed to fail (which means: even more en-
ergy is needed for a long process) Susanne states in
the same letter, that she won't be able to be involved
a lot herself. Who does Susanne think will be able to
be involved a lot?

Conrad: Martin, a disguised member of the IfPF tries to
provoke some reactions from the network. The provocation
is twofold: he proposes to verbally attack the arts institu-
tion with the biggest budget and he asks everybody to sign

but I realize that some people might be afraid that such criticism would diminish the prospects Hero u ene
of any further application sent to Bundeskulturstiftung******_ [ ] So instead of signing it the
individually we could sign it as a group? [...] Cheers Martin
X — 14 days 7.4.06: dear ...,
great, that you went for it and wrote this biting text. Many things are getting very much to their point! A little
remark where I differ from your opinion or where I feel the need to discuss relates to the last point (...) If ted a“d
more than 15 people from involved in performance are going to sign I am for sure part of them. Hero is tes -
many regards Helga .mterroga

X — 14 days 7.4.06: hello,
yes the text turned out to be quite aggressive. I would not sign it the form it is. For me it is a problem to
address specifically the Bundeskulturstiftung with who I have much less problems then I have with the Senat
and Hauptstadkulturfonds and HAU.******* The problems you point might be true but the Stiftung make
things possible that are far more advanced then the misery of the Berlin politics. of course it is not with no . _“_cu‘ated an
problems and I agree but for me the urgency is somewhere else. [...] I would suggest the fol- d-‘cﬁon is € the hero
lowing corrections which are probably badly written (please correct me) and I would like to inter 5S€ to

. . dre
continue to work on it. Please comment more soon all the best Fred ad
X — 11 days: 10.4.06: dear [...] , dear all,
[...] personally, I would be interested in a simple flyer that a bigger number of us would be ok to sign ing acﬁon
1)gathering the most common interests, and 2) proposing a very concrete list of demands con- n de\ay‘

villai

cerning cultural politics in berlin. [...] greetings, Anja

VEVA. LR ELYACLE TERS

X +9 days 30.4.06: hello dears,

I want to come back to the flyer. The Tanzkongress has past, but that does not matter. I have finally

been dropping in to Tanzkongress and realized that it had nearly nothing to do with my reality of making and thinking things. Mainly, this may be
due to its general format. I could not get rid of the impression, that nearly nobody spoke of concrete problems, neither in the making, nor in the
knowledge production. Cultural economics and politics were not largely discussed, even when the panel proposal suggested that. It felt as if people
were very content to attend a moment, where dance in Germany - within the realm of the other arts - frees from its conjured victimized status quo
in order to become something like a new will to power, strangely enhanced by identitarian terms... As I had as well quite some problems with
the proposal for the flyer and would not have signed it that way, (sorry for the silence, tried to write another one but lack of time...), I propose to
gather again to do another flyer. [...] One of the main unresolved questions for me, which showed up as well in Martin’s letter, is whom we want
to address to. [...]

Bestissimos Ivonne

X +13 days 4.5.06: hello everybody,

with their name.

Rut: In most circumstances a signature is meaningful,
but this is especially true in the world of art, where it
relates to and symbolizes authorship. Martin's pro-
posal to sign as a group does not make any sense:
There is almost no difference between artists using a
collective signature or signing as an individual. The
problem is rather that the artist would sign a work
of art (and artists see everything they sign as a work
of art) which he did not create himself and which he
does not completely agree with. So this is not only
a problem of signatures but also one of mistaking a
protest flyer for a piece of art.

Conrad & Barbara: a last minute
proposal to start from scratch. 11
days from the planned action. This
may indicate that all networks strug-
gling for better working conditions
should consist of artists that are al-
ready established only. They have all
the money they need to produce their
performances and thus don't need to
argue with each other about money. In
addition they also have no reason to
talk about money within the context of
working conditions.

[...] I would like to discuss some questions before we meet in June. In my opinion a flyer / open letter can serve two purposes. One purpose would be to petition those
in power to alleviate some problems we face. Another purpose would be to create a debate around the issues important to us. Not to make too many words: If we
decide on the petition style open letter I’'m not interested. In my experience this is a waste of time and will not do any good. [...] So I propose an open letter to start a
debate. And I would think that the best way of starting such a debate is by polarizing [...] I don’t think that we should solely attack and criticize the Bundeskulturstif-

tung, that would have been good at the Tanzkongress. I do think that we should not be too civilized in our choice of words. PS: [...] I would be interested to know

why my [flyer] proposal was not ‘on the mark’, if the Tanzkongress was nothing but a ‘new will to power’.
Martin



X + 15 days 6.5.06: dear listers

thanks for opening the discussion. there is something in the format of open letters which seems unexplored or still to be reinvented for me or at least to be
used. They exceed what might be projected as addressees, since they are open (as in every show). So they never just address “persons in power”, even if

Uli: The paradox of the good artist - example
#1: Only a good artist can reinvent an open
letter, and neither Ivonne nor IfPF succeed-

that would be the goal. Maybe I do not conceive power the same way as you, even if some people are in positions to distribute money and decide politics, ed.

even if we live in control societies etc., [...] power [...] nothing that you can only maintain, but what enables you to act. [...] The mere fact to try to articu-
late some common points, [...] especially in Germany, [...] is not a common practice, as there is not such thing as a “liberal public”, well then we have to
invent it. Address an open public we would like to have. I guess this is what you mean by the open letter as opener for a discussion. Yet, why do you want

Uli: The paradox of the good artist - ex-
ample #2: Only a good artist can invent
a good public, we didn't succeed.

to polarize? Whom? Into what sections? [...] In my little more or less personal account on the Tanzkongress, [...] what I called new will to power was my

astonishment concerning a consent of large parts of the audience, at least those who expressed via applauding or speaking, to underscore conservative
techniques of dancing or knowledge production, sentimental approaches to autonomy of dance, the new emphasis on education as super important issue
etc. [...] So concerning your proposal, I would like to opt for an open letter, which corresponds in its format to our articulations as an open discussion,
which addresses people involved in performance and others, less with the wish to polarize but to name problems, as a way to search for something which

is adequate to our wishes and realities and which might be an effective articulation of change. Is this clearer?

best, Ivonne

X +16 days 7.5.06: Hallo ..., hey everybody,

[...] I want to polarize because I want to find out where people stand. Polarization is also a social experiment whose results tell you about the power
relations in society. And a successful polarization creates a differentiation that enables and informs debates. [...] The question remains whether [...] the
conservative turn at Tanzkongress was not to be expected. Precisely because the Stiftung is part of a government of one of the most ambitious western
states, precisely because the Stiftung is formed (and informed) by these ambitions such a development was predictable. In my opinion the way we deal

Uli: The paradox of intervention: As we tried
to invent a liberal public, as a revenge the
public invented us - polarized into fraction,
and no signature - which is a problem, when
you want to sign a letter.

Uli: The paradox of standing while
dancing: How can we speak of stand-
ing, when want to dance and how can
dance when we speak of speaking? All
of this is extremely conservative!

with the Stiftung should be critical of such ambitions and not trying to make excuses for it. In these post-modern times cultural politics are very closely

linked to power and we as cultural producers need to be aware of how close we are to participating in the discourses of power. That is why a flyer similar Uli-
to my proposal could have been rather interesting. In it some artists critize the power discourses and cancel their implicit compliance with them while at X

the same time insisting on more social rights. [...]
Martin

X + 17 days 8.5.06:

YES through the public to the politicians? A public affaire that polarizes? Actions: 1-articulate our problems, critiques and positions, about the
cultural politics and organization that control us. 2-how we think these organizations should ideally be. (that (2) might need to be individual. each
one works different. at the end this could point out diversity of organization that people involved in this debate seems to need. that might be the

specificity of the field and that the direction the institution should think.) 3- so maybe not one letter but a lot of different letters of

course that is an impossible task but on the way we might meet something like one concrete proposal to write down.

Nadja

X + 58 days 18.6.06: cheérs listers,

we decided to cancel the long ahead planned meeting. everybody seems to be quite busy right now and we got very few responses at all
from the list. So if there still is the desire to write this open letter(s)/ critiques, demands, wish list, maybe the best possibil-

ity is to proceed by proposal via mailing list.

X + 59 days 18.6.06: dear cultural-politicsz,

have a beautiful Sunday, Ivonne

What a pitty! I came back from Paris today in order not to miss this meeting. About your proposal to do it all via internet: that

might be great for other people, but I know I’m not an internet-communicator. I need to see faces and people for this kind of things,
to make it happen. So I propose: even if we are a group of three people, let’s do it. Who wants to meet with me to write some
stuff and finish up what we started already (“this open letter(s)/ critiques, demands, wish list”)?

Nadja
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The paradox of the
good artist - example #3:
Only good artists can imag-
ine an ideal organization,
we didn't succeed. It fol-
lows that since only good
artists have enough imagi-
nation to change society,

- ero only good artists should
derm form networks.
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by Institut fiir
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in 2007, supported by
Fabrik Potsdam.

Thanx to /Involved in
Performance/ and every-
body who followed and
critisized the process.
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1Glossary:
1 *IfPF: the institute for primar energy

research examines working- and .. . . . P :

production _conditions by  different _ Tanzzon_gr?hss.f_ rllc?tlon?l dforum Vla.dlmut Yakovlgwch

means and in different roles: this time c;1r expe Sh n ; "ta' s 0 _t.apce, Propp: Russian formalist scholar who

as the committee of inquiry concerning Cnorecgraphy, —education, — criticism,  analyzed the basic plot components
scholarship, production and cultural of Russian folk tales to identify their

**involved in performance: open
assembly of diverse artists in the field

1
1
1
I the failure of the initiative www.ifpf.net
1
I of performing arts, among them many
L

dancers / choreographers who met in
2005 http://involved.minimeta.de

policy, attended by 1.700 participants
from Germany and abroad to discuss
practical and theoretical issues under

the keynote theme of “Knowledge in
Motion”. www.tanzkongress.de

simplest irreducible narrative elements.
=+ HdIKdW House of World
Cultures (Haus der Kulturen der

Welt), where the Tanzkongress took
place

=+ Bundeskulturstiftung =
Stiftung: national funding institution
for the arts

= Senat, Hauptstadkultur-
fonds, HAU: local and federal
funding and producing institutions

for the arts in Germany
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Magen ApcenbeB >>> JanHCKH aKTHBHCTA-aBTOPHTApHA
Kommenrapnii ¥ ofHOH HCTOPHH pacyBera H 3aKara CeTeBON OPrawn3aynn nepgopmepos.

B 2005 romy rpymnma mnepgoMaHC-XyZOXKHHKOB IIO]] Ha3BaHHEM
«Institute for Primary Energy Research» (IFPF — wumcTHTYT
UCCIIC0BaHNH 0a30BOM BHEPrHM) HPHCOSOUHHICS K TOJIBKO
4910 CchOPMHPOBAHHOW ANCKYCCHOHHOW ceTH «BoBieueHHBIE
B CIEKTakib» B bepnmHe. 3amada 5TOH CEeTH 3aKIOYaiach B
OCYIIECTBICHUM COBMECTHOTO aHalM3a YXyAUIEHHs paboumx
YCIOBHHXYJO’KHUKOB, yJacTBYIOIINX BpabOTEe TEaTPOB, CIIEKTaKIIeH
1 APYTUX CHEHWYEeCKHX HCKyccTB. Haumnas ¢ OTIpaBHON TOYKH
JHMCKYCCHH UIEH U HAJIEK/1bl YaCTH YYACTHUKOB MTPEIIOJIaray, 4To
9Ta AUCKYCCHS BeleT K NPSIMOMY JIEHCTBHUIO — 3aIIUTE CBOUX IPaB
1 TIPHUBJICYCHNH BHUMAHUS K CBOEMY IIOJOXKEHHIO. Eciu mepBsie
BCTPEYM TAWIM MHTEPECHOE OOCYKIAECHHE U PAa3KUTalM HaAeKILy
Ha TO, YTO 3(Q()EeKTHBHBIE NPOTECTH MOTYT OBITH OpPraHU30BaHHI,
TO BCKOpE CpeId yYaCTHUKOB OOHAPYKMIICS OONBLION Pa3phIB B
MHTEpecax, ONbITE U MOIUTHYECKOH KomneTeHTHOCTH. [Tocie Toro,
Kak IIepBOHAYaIbHBIH Kypaxk ObLI TOTEPSIH, a OT CETH ephopMepoB
ocTajach TOJBKO pacchuika ¢ HU3KUM TpadukoM, [FPF pemmn
BMEIIATLCS, MPENIOKUB aKLHUIO MpAMoro JaeicTus Ha Hemenkom
TanuesanbHOM KoHrpecce, 3aKI04aronytocsi B pacCpoCTpaHeHUH
MPOTECTHOTO (hiaepa - OTKPHITOro muchMa. Ho m sTa akmus, B
COOTBETCTBUH C KaKOH-TO MOJACIYAHO 3HAKOMOW M IO APYTHM
chepaM COBPEMEHHBIX IIPOM3BOICTB JHHAMHKOH, OOpeKaeTcs
B Imporecce 00CY)XICHHUS CIepBa Ha OTKJIAABIBAHHE — HJs Oomee
JeTaJbHOM MOATOTOBKM M 00Jee KOHCEHCYCHO COCTaBICHHOTO
IICEMa, a3aTeM U BOBCE Ha HEMYIO OTMEHY — B BUTy HEBO3MO)KHOCTH
CBEJCHUS] CHMBOJIMYECKHX CTPATETHH YYaCTHUKOB K CIHHOMY
3HAMEHATENI0 CONMAAPHOTO JAeiicTBusA. Mnes akium yBsiaeT mof
HeperylsIpHOe HaKparblBaHKE SIEKTPOHHBIX IHCEM Ha PacCBHUIKE,
MEePBOHAYANIBHO TIPEAJIOKSHHBIH CIEHApHH KPHUTHKyeTCs OyaTo
HUMEHHO 3a TO, YTO OH ObUI BoOOLIE mpemiokeH. [loanucu mox
MeTUIHeH coOpaTh TakKe HE YHAeTCsl, MOCKOJIBKY XYHOXKHHUKH
LEHAT UX Ha BEC MACHTHYHOCTH COOCTBEHHOTO I€HHS, IyTas HX
C MOAMHUCAMHU Ha XONICTe. SIBNAETCS M 3TO apryMEHTOM B IOJIb3Y
HHIVBHIyaIn3Ma TBOPYECTBA M ‘OXMHOYHOCTH IHKETHPOBAHHS
COBPEMEHHOTO KyJIBTYPHOTO IIOJIS — IIEPEJ] JINIIOM aBTOPUTAPHOCTH
9HTY3HMa3Ma OT/AESIbHBIX YYaCTHUKOB BO3MOXHOH MaHH(pecTaun?
SIBIIsIeTCS M 3TO B CBOIO OYepe/Ib JOKa3aTeIbCTBOM HEN30€)KHOCTH
CTyIIEHUS CyOBEKTHOCTH Ha ONPENEICHHBIX Y371aX CETH M TAKTUKI
«OOJIBIICBUCTCKON AMKTATYph» B CIy4ae, €CIM Mbl XOTUM BCe-

TaK{ NPON3BECTH HEKNE KOJUIEKTUBHEIE IEHCTBUS? 3HAYUT JIU 3TO,
9TO Ha YPOBHE IMOATOTOBKHU AKI[HH MOXXHO OCTaBIITh 32 CKOOKaMHU
oInaceHus 1 OOBUHEHMS B aBTOPUTAPU3ME, HIIH, HAIIPOTHUB, C KITOTO
Bce U HaunHaeTcs»? U 9410, COOCTBEHHO, «HAUMHAETCS»?
[IpumeyarenbHO, YTO yYACTHUK, IPEIIOKUBIINN IEPBOHAYAIbHBIN
BapHaHT IPOBOKATHBHOIO 3arojioBka (uaepa-neturmu - «We
just want your money, honey, we don’t want your love!, mis
pacupoctpanenuss Ha Tanzkongress («Cnagkume nHamm! Met
MPOCTO XOTHM BaIllMX MIEHET, HaM HE OYEHb-TO Hy)KHa BaIla
m000BB!» — OOpamnieHne K BeAylled IPaHTOAAIONIEH HHCTUTYITHN
B [epmaHmm), B [JalpHEWIIEM HACTaWBAeT HA IOJSPU3ALNH
MO3MIMH y4acTHHKOB. [lomoOHas mpoueaypa NpearnoiaracT He
CINIQKMBAIONIEE IPOTHBOPEYUs] pedOopMUpOBaHHWE WHCTHTYIIHH,
HO BBIIBIEHHE (pOHTa OOPHOBI ¢ HENbl0 0ojee CyImeCcTBEHHOTO
npeoOpa3oBaHusl BIACTHBIX OTHOIICHWH HAa JAaHHOM CETrMEHTe
KyJIBETypHOTO IIPOM3BOACTBA. VI3BeCTHOE Heno, A TOTO, YTOOBI
00BEIMHATHCS, CIIepBa HY)KHO KaK CIIeyeT pa3MexeBaThesi. Torma
KaK OCTaJIbHble, 0oee MHUPOIIOOUBBIE U MEHEe HPOLYKTHUBHbBIC
(kpoMe pemakIuii IEepBOHAYAJIBHOTO 3arojioBKa IIETHIMH He
MPeIaraeTcsi IMPAaKTUIeCKH HHUYEro), YYacTHUKH PACCBUIKH
CKJIOHSIOTCSI K HEOOXOOUMOCTH IIOMCKa KOMIIPOMHCCA — B TOM
YHCIIe C WHCTUTYIUWEH, W MpPsSMO BBICKAa3hIBAIOT OJaropasyMHOe
ormaceHne B mepedoe MOTOKa IPAaHTOB IOCHE MONOOHOH aKIuH
MpoTecTa.

CMmemiHee BCETO HAaMEKH Ha «TOTAIUTAPU3M»  OTACNBHBIX
aKTHBUCTOB 3By4aT IPUTOM, 4YTO BEChb CIOp O CTEHECHH
PaIMKaIbHOCTH aKIMU TPOMCXOAUT CPEAU YJYAaCTHHUKOB, IMyCTh
U KPUTHYECKHX IO OTHOIIEHHWIO K WHCTUTYIMH, HO B CBOEM
JUCKypCUBHOM TOPH30HTE HE MPEANONATAIONINX HEKOero
MPUHIHUINAIBHOTO MEPEYCTPONCTBA XYAOKECTBEHHOH CHCTEMBI,
W JINIOb B3BIBAIOIIMX K OoJiee HCIpaBHOMY (DHMHAHCHPOBAHUIO
KPUTHYECKHX BBICKa3bIBaHWH. HacramBas Ha TOM, 9TO KPHUTHKA
WHCTHTYIIMM JOJDKHA MOAJEPKHMBAThCA CaMOM MHCTHTYIHEH
(aT0 OBLIO OBI BEICIIMM IIMIOTXEM M JUIS XYHOXXKHUKOB, H IS
HWHCTHTYIIMHU, €CIU OBl B 3TOH CXeMe OILITh He SBILUICS MPHU3paK
BCEOOILIEro JOBOJbCTBA), XyHAOKHHMK HPH3HAETCS, YTO YXKE He
MOMBINUISET PAAWKAIBHOTO JKECTa, COBEPIICHHOTO M3 TOYKH,
HUKaK HE COIIPHKAcaroIleics ¢ BIacThio. Benp eciu apxuB Bcerna
Pa3BUBAJICS 33 CUET AHTH-apXMBHBIX MaHH(ECTALUH pa3IM4HOH

CTereHn OyHHOCTH (IOXOMUBIIMX B (yTypU3Me H IO Te3Uca O
HEOOXOAMMOCTH YHHITOKCHHUSI CaMOTO apXWBa), TO CETOMHSIIHSIL
HMHCTYTUIIMOHAJILHO 00yCIOBIEHHAs Pa3sMAr4eHHOCTh
XyHZOXECTBEHHOTO COOOIIECTBA MOXKET, B TOM YHCIE, CIY)KUTh
WIITIOCTPANUEN TOT0, KaK JIOSUIBHOCTD K KyJIbTypPHOU BIACTH BEAET
K Ae(GUINTYy BHATHOH WHHOBAILIMM, PaHEe OOYCIOBIMBABILEHCS
HCXOIHOW HETaTHBHOCTHIO. PanuKaipHas KPUTHKAa MOXKET OBITh
POZIOM TOJIBKO M3 BHEMHCTHTYIMOHAIBHOTO MIPOCTPAHCTBA; B TOM
cllydae, eClii OHa OyJeT JOCTaTOYHO XyA0XKECTBEHHO COCTOATEIbHA
1, IIaBHOE, IIOJINTHYECKH II0CIIeJoBaTeIbHa, OHA JOMAET (BO BCEX
CMBICIIaX) B A0 MHCTUTYIHH. V1 BOT TOrma BCTAHET CIOXKHEHIITHIA
BOINPOC KOHCOLIMATHBH3Ma (PACTBOPEHHS PaJUKaIbHOH ONIIO3UIINH
BO BJIACTHBIX KPYTax) X HEOOXOIMMOCTH «COXPAHEHUSI PEBOJIIOIIAI
B HETPOHYTOW T'€POMCKOHM KaTeropum». A Ha3bIBaTh (M BOOOMIE
3HaTh ce0e) LeHy 3apaHee 3HA4YUT HE TOJbKO MCKIIOYaTh CaMy
BO3MOJKHOCTh KOHCTUTYUPOBAHUS albTEPHATUBHOIO KYJIBTYPHOTO
nmaHAmaTa, HO TOAMHUCHIBATE AaKT O Ja)Ke-BHYTPHUCHCTEMHOU
KaIuTyIsud. VHOrIa TakoBOH COXpaHsAeT (XyHOXKECTBEHHYIO)
JKH3HB, HO HE OoJiee.

[Tocne Bcelt auckyccuu, HEBOJIBHO 3aCTABISIOUIEN OTCTPAHUTHCS
OT 3TOr0 «CKa304HOro 0e300pa3us» M yYBUIETb €€ 4yTh JIH
He ¢ [IponmoBCKOM IUCTAaHIMM CTPYKTYPHBIX YHHBEpPCAlHH,
MPEIONarafomuX 3/eCh CBOE «HCIBITAHUE CHOM» H «OercTBo
¢ OpocanueM rpebelka», Ha pacchlIKe MOSABIAETCS MOCIEIHEe
IIICEMO «BOJIIEOHOTO IIOMOLIHUKA», SBHBIIErocs B bepnmH
JUI y9acTusl B 3aIUIAHUPOBAHHOM AKIUHM W TIPHU3BIBAIONIETO K
MPOBEACHUIO aKIMH, JaXe €CIIU B Hell OyeT yuacTBOBaTh BCEro 3
4esioBeKa. A ¢ HUM M JOITOXKIAHHBINA UCXOJ — U3 BUPTYaJIbHOCTH
B geWictBue. M B 9TOM cHUTyauuu, BO3MOXHO, €IMHCTBEHHBIM
pCIICHUEM JIeWCTBUTEIBHO MOTIYT ObITh TOJNBKO IOAOOHBIE
MapruHaIbHbIe MaHU(ECTaH, OOHKOTHUPYIOIIIE MaccaXK IIOTOKa
TPAHTOB M PACHIMPSIONINE TOPH30HT MPOTECTa A0 BO3MOXKHOCTH
MPUHIUINAIBHO aBTOHOMHOTO - M OT MHCTUTYLUH BIacTH U OT
«yCTaKaHUBLICHCS) CETH aKTUBHUCTOB - JEHCTBUSL.

Ilasen Apcenves, akmueucm, nosm, cO-KOOPOUHAMOP YauuHo20
Yuusepcumema 6 IlemepOypee, pedakmop NOIMUYECKO20
anomanaxa “Tpancaum”.



[ l|I.upohtlcal action.Art can-

Max Klebb (1) seeks to unite
art workers in the task of anti-
nationalism. Art might be just
one more branch of the culture
industry, but this perspective on
its commodity status formulates
not only art’s limitation but also
positively positions its partici-
pation in social processes. From
this position in commodified cul-

ture, art might function as a lever

to pull open the contradictions to
which it is subjected. In attempting to base Max Klebb’s po-
litical action in art on its intrinsically affirmative character
within capitalist societies, our attempt for an anti-national
action starts from the acknowledgement of art’s limits. We
base its politicality on the reality that needs to be defeat-
ed and not on an artistic romanticism that tries to escape
from it. At present, there is no revolution on the horizon, but
nevertheless (and maybe even because of this) there are nu-
merous artistic projections of revolution. Ignoring reality’s
overpowering forces may be blissful but countering them
with projected artistic omnipotence leads back into the long-
established forms of art’s function in the reproduction of the
capitalist nation-state. In it, art represents a romanticist but
constitutively unreal dream world. This is the major strategy
of documenta and the biennials: to call for aesthetic avant-
gardes with slogans coined by long-undermined revolutions.
They are politically irresponsible vis-a-vis the revolutionary
past as much as the counterrevolutionary present. Such pre-
tensions of a purely aesthetic revolution stabilize first and

" et
1c substitute

not replace revolution-
ary politics:” It cannot I
preﬁgure"g rey ionary
collective movement be- I
cause, in its present state,
Jits production is recog- I
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The artist, ‘a8 a figure of I
capitalist production, is
still deﬁned_. by the ir- I
regularity of his work ‘[.
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the
his product, even if both I
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exceptionalism of

follow closely defined;
conventions. Highly dit-
ferentiated, - sometimes

even opposing spheres

of representation within I
the art field such as the

“market artist” as well as
the “exhibition-artist”ap-
proximate the trends and formal demands of the art market
or imply those of national funding. None of them can be
played against the other, forcefully rejected or outrun, since
they both fulfill a fundamentally representative role for con-
temporary capitalist society. While it would certainly need a
general revolutionary movement to overturn the market and
capitalist relations of production in total and thereby end the
catering of art markets to the contemplative fashions of so-
cieties, it is the “exhibition artist” as well as “exhibition art”
that currently fulfill the basic ideological needs of present-
day European nationalism: representation of a cultured and
thereby totally self-referential criticality. In the European
context, art more and more regresses towards being antici-
pated as the nation’s exteriorized critical conscience. When it
is pulled off the market, art diffuses into the state. Even indi-
vidual artistic contempt for national culture today functions,
willingly or unwillingly, within the scheme of such critical
appreciation and thus might be converted into national proof
of self-criticality. This is why Max Klebb sees a need for a
collective anti-national organization in contemporary art. As
exhibitions like documenta and others have shown in recent
years, the exhibition value of an artist or an artwork today
is intrinsically bound up with its capacity for prefiguring
political states of reflection or, where a more agitation-like
surface is desired, even those of political action. This state of
c]:l?ticality has, as a self-referential gesture within art, taken
up a hegemonic place in contemporary exhibition practices.
The national character of this trend, which we have tried to
outline above, marks the return of a central historical asset

Max Klebb - collectivizing antinational refusal

of art: the representational function for national culture it
acclaimed in the rise of the modern nation-state at the begin-
ning of the 19th century.

Max Klebb wants to provoke dissent against the contempo-
rary returns of art’s constitutional role for modern, capitalist
societies. Art’s historical being as an accessory to the rise
and stabilization of the modern capitalist nation-state re-
turns today in actualized form. This form is appropriated for
the restaging of a nationalism that no longer presents itself
as a question of “blood and soil,” but, in its neoliberalized
version, as one in an endless series of individualized and
subjective notions of national identity. This “subjectivized”
nationalism turns the national focus from the formation of
groups of inclusion and exclusion towards the introspection
of the individual subject. Instead of the citizen, the individu-
al is addressed; its national function is sought in its personal
characteristics. This neoliberalization of nationalism, like
that of the labor force, has first of all a deeply desolidariz-
ing effect. And this desolidarization today is implied first of
all in the demands formulated towards the subject—on the
level of its labor force as well as in social positioning. The
nationalism of “blood and soil” could be, politically as well
artistically, opposed by solidarizing against its racism, its
anti-Semitism and its anti-modern roots, while its neoliberal
version seems to propose a much more desirable position
for cultural producers to take nowadays. While left radical
groups try to oppose this new form of nationalism collec-
tively, the contemporary artistic sphere has in its majority af-
firmed such desolidarizing and subjectivizing demands.in the
rejection or simple absence of collective politics. Thus, the

_—_—_—_—_—_—_—_—_1

We call upon all honest artist and writers, all hon-
est intellectuals to align themselves with the work-
ing class in its struggle against capitalist oppres-
sion and exploitation, against unemployment and
terror, against fascism and war. We urge them to
join with the literary and artistic movement of the
working class in forging a new art that shall he a
weapon in the battle for a new and superior world

Draft Manifesto,
The John Reed Club of New York, 1932

L_________________J

attempts of contemporary nationalism to incorporate every
individual notion, be it critical or affirmative, as one related
to the nation creates an affective, subjective, one might éven
say “culturalized” relation towards the political construction
of the nation. It lets each and every individual notion be-
come perceivable as gravitating towards national sentiment;
it lets it become ultimately productive for nationalism’s-still-
reactionary core: a nationalist egalitar-ian'iSn‘lI still based on
social inequality and exclusion for the sake of its capitalist
reproduction. In the interest of such violent national unity,
critique has become a hegemonically funded pattern in re-
cent years, and it is against this hegemony that we call for a
decisive and collective anti-national stance in art. There is no
possibility for a contemplative relationship to the renewed
national affirmation of artistic practices, which deférs po-
litical debates into culture and uses art as a primary asset of
affirmative action. Artistic production has to take up this un-
wanted responsibility to collectively reject the national sub-
stitution of politics in art.In Germany, the country where and
against which Max Klebb formulates our initial efforts, the
last years have seen a rise of such criticalist re-evaluations
of nationalism in culture on a‘large scale. The establishing
of the Humboldtforum in the:soon-to-be-rebuilt Stadtschloss
in Berlin-Mitte is only-the most furious and state-driven of
these attempts. High culture and, even more specifically, the
visual arts herein bear the affirmative function of a subjec-
tivist confirmation of nationalist values. In the return of the
German Meister-Maler in figures such as Daniel Richter and
Jonathan Meese, the insertion ‘0f contemporary art into his-

“(an exiled glaciologist

toricist national displays, as are planned for the Humbold-
tforum, or, within such eminently self-reflexive nationalist
exhibitions as Deutschland sucht, at the Cologne Kunstver-
ein (2004), in which young and acclaimed “critical” German
curators showed their German faves; Made in Germany, at
the Kestnergesellschaft, the Sprengelmuseum, and the Han-
nover Kunstverein (2007), which organized trips to artists’
studios so that one could see German art production at first
hand; German Angst, at the nbk in Berlin (2008), which pre-
sented historical fragments of a “better,” “more critical” but
nevertheless German consciousness; or Vertrautes Terrain,
at the ZKM in Karlsruhe (2008), which, most consequen-
tially, amassed over 300 works and objects, discussions,
and readings, a nationalist approach to artistic- production
was refigured to define the “German between predicate and
precariousness.” In all of these exhibitions, artists who had
produced decidedly anti-national works and claimed equally
decisive anti-national positions in the artistic discourse were
asked to participate. In this very context, however, which
aimed at the contemporary nationalization of cultural pro-
duction, their individual statements turned into what the
curators of Vertrautes Terrain labeled “art in and about Ger-
many.” This slogan illustrates the spin the curators gave.to
even antinational artworks: art gravitates towards the nation.
A national jubilee year in Germany is fast approaching. 2009
will mark the sixtieth anniversary (on May 23) of the found-
ing of the West German state, and the year will witness the
twentieth anniversa_ry of thefall of the Berlin Wall. Tt is fore-
seeable that national triumphalismrhere will work itself up to
new heights, and'so we want to call' for.a collectivized posi-
tion against suech Germanisms. It is'in no way sufficient to
thematize such tendencies in art, to
make them one of its topics. Rather,
our call'is directed fowards a.discus-
sion‘that asks fo™what ‘extent com-
modificatioh‘and nationalism still lie
at the core of what.today is still de-
fined as art, as'a branch of the culture
industry, ‘which still-claims a privi-
leged-status. It is our aim to use this
selfsame-status*to take on its very
own presuppositions. In attempting
to base one’s political action in art
on its intrinsically affirmative char-

attempt- for an anti-national action
starts from the acknowledgement of
art’s limits, in order to base its po-
liticality on that reality that needs to
be defeated and not on an artistic ro-
manticism that tries to escape it. We
are attempting to unite in art, but not
for art.Max Klebb is based in Ber-
lin. We are currently sending letters
to producers, organizers and editors
of art with whom Klebb wants to
assemble a series of disputes, meet-
ings, productions, and debates, thus
bringing together an anti-national .glliance. Max Klebb will
also cooperate with otherf@nti-natiofial political and artist-
run organizations on public events and publications against
Germany, in 2009.

I acter withincapitalist societies, our
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Footnotes:

1. Max Klebb is the un-
born son of Max Perutz

who tried to construct
an unsinkable carrier;
firom reinforced ice in
the struggle against
Nazi Germany) and
Rosa Klebb (the Rus-
sian major who chases
James Bond in=From

Russia  with  Love
(1963), as played by
Lotte Lenya) !




Makc Kne66: KonneKTHBH3HPOBATL AHTHHALMOHANbHbIH 0TKA3

Makc Kne66 [1] crpemutrcs o00BeOUHUTH PaOOTHUKOB
HCKyCCTBa 3ajadeil aHTHMHAUMOHaIM3Ma. VICKyccTBO MOXeET
OBITH BCEro JHMIIb emE OJHOH OTPacibio KyIbTypHOU
HHJyCTPHHU, HO STOT aKIEHT Ha €ro TOBAPHOM CTaTyce He
TONBKO YKa3bIBA€T HAa OTPAaHUIEHHOCTh HCKYCCTBA, HO H
MO3UTHBHBIM 00pa3oM ONpeenseT €ro MeCTONOJIOKEHHE
U ydacTHe B OOIIECTBEHHBIX Mporeccax. M3 storo mecra
B KOMMOAU(HIMPOBAHHOH KyJIbType MCKYCCTBO MOXET
JeliCTBOBATH KaK PhIvar, BCKPBHIBAIOIINI IPOTHBOPEU S, TOTHKE
KOTOPBIX OHO MOJUUHSCTCS. B CBOEH MOINBITKE OpraHU30BaTh
AQHTHHAIIMOHAINCTHIECKOS  BBICTYIUICHHE MBI HCXOIHM
W3 TPHU3HAHMSA TPaHMI[ HCKYCCTBA M CTPEMHMCS OCHOBAaTh
TIONUTUYECKYIO IEATETbHOCTh B UCKYCCTBE Ha IIPUCYILEM EMY
YTBEPIUTEIFHOM XapaKTepe B YCIOBUIX KAMHTATHCTHYCCKUX
obmectB. [loMUTHYHOCTH HCKycCTBa MBI OCHOBEIBaEM Ha
peaIbHOCTH, KOTOPYIO HEOOXOOMMO HHUCIIPOBEPrHYTH, a HE
Ha XyHZOXXECTBEHHOM POMaHTH3ME, KOTOPHIH IBITAETCS OT Heé
Oekare. B HacToAmMI MOMEHT PEBONIONHMH Ha TOPU3OHTE
HE BUAHO, OIHAKO, HECMOTpPA Ha 3TO (a OBITH MOXET, Kak
pa3 Onaroiaps 3TOMY), €CTh MHOXECTBO XyHOXKECTBEHHBIX
IIPOEKTOB PEBOJIIOLIUI. HeBenenne OTHOCHTEIILHO
BCETIOIIONMIAIOMNX CHJI PEIBHOCTH MOXKET OBITh OIa)KEHHBIM,
HO OTBEYaTb UM IPOCKTHPYEMBIM  XYHOXKECTBEHHBIM
BCEMOTYIIECTBOM 3HA4YHUT BO3BPAIIATHCS Ha3ad, K IaBHO
ycrosBmMMes:  (opmaM  QYHKIMOHMPOBAaHUS  HCKYCCTBa
10 BOCHPOU3BEACHUIO KAIHMTAIHCTHYECKOTO TOCYyIapcTBa-
Hamuu. VICKyccTBO 31ech NpeicTaBisieT POMAHTHUYECKHH,
HO TP 3TOM KOHCTUTYTHUBHO HepealbHBII Mup rpé3. B
9TOM WIaBHas cCrTpareruss JIOKyMEHTBI M BCEBO3MOXKHBIX
OueHHalle: B3bIBaTh K JCTETHYECKHM aBaHTapAaM IIpH
MOMOIIK JIO3YHIOB, CO3JaHHBIX JAaBHO Ppa3sTPOMIICHHBIMU
peBomonusiMi. OHM HOMUTHYECKH OE30TBETCTBEHHBI Kak
N0 OTHOUICHHWIO K PEBOJIIOLHOHHOMY IIPOIUIOMY, TaK H
KOHTPPEBOIIONHOHHOMY HacTosimeMy. Takue mpuTs3aHus Ha
YHCTO 3CTETHYECKYIO PEBOIIONUIO CTAOMIM3UPYIOT, IPEXIe
BCETO, pPOIb HCKYyCCTBa KaK JCTETHYECKOTO CyOCTHTyTa
MONUTHYECKOTO AeicTBHsA. McKyccTBO HE MOXET 3aMEHHUTh
€000l PEBONIOLUOHHYIO NOMUTHKY. OHO HE MOXET CIIy’KHTb
pooOpa3zoM PEBOIIOLIOHHOTO
KOJIEKTHBHOTO JBIDKEHHUS,
IIOCKONIBKY, B €r0 HBIHEIIHEM I M bl
COCTOSIHUH, ero TIPOMYKIIHS
NpU3HAE€TCsd JIMLIb B KadeCcTBE
penpeseHTanuu OeccBA3HBIX (Gopm I
WHIUBUAYyalMy. XyIOKHHK, Kak
¢urypa KaIMTaJIICTHIECKOTO I
IIPOU3BOACTBA, TIO-TIPEXKHEMY
OTIPEZIENACTCSl  HEPEeTyIPHOCTHIO
CBOMX  TPYAOBBIX  OTHOIUEHUH, I
PaBHO KaK M HCKIIOYUTEIBHOCTHIO
CBOETO NPOAYKTa, HaXe €CIH U I
TO W JPyroe IOAYHHSETCS CTPOTO
YCTaHOBJICHHBIM KOHBEHIIHSM. I
Yérko nuddepeHInpOBaHHEIE,
HMHOTJA JaXke MPOTHBOCTOSIINE
JIpYyT APYTy BHYTPH IOJISI HCKYCCTBa I
chepsl pemnpe3eHTalMd — TaKHe
KaK «PBIHOYHBIH XYLOKHHK I
U «BBICTaBOYHBIH  XyHOXHHK»
— cOmmkaroTcss ¢ TeHICHIMSIMU

n  QopmanbHBIMH TpPeOOBAaHUSIMU I
PBIHKA HCKYCCTBa 160
MPEeIoIaraloT  rOCYIapCTBEHHOE I
¢uHancupoBanue. Hu onny u3 Hux
HEBO3MOXXHO 33]eHCTBOBAaTh IPOTHB I
JIPyTOii, HACUIECTBEHHO OTBEPTHYTh
WM 00OWTH, TOCKOJBKY 00 OHH
BBIMOJHSIOT (byHIaMEeHTaJIbHO I
PETpe3eHTaTUBHYI0  pONb  JUIS
COBPEMEHHOTOKAIMTATICTHIECKOTO
obmectsa. Pazymeercs, morpedyercs
BCeoOIIee PEBONOIMOHHOE JIBI)KEHHE, YTOObI HHU3BEPTHYTh
PBIHOK M KalIUTaJTHCTHYECKUE TPOU3BOCTBEHHbIE OTHOIIEHHS
U TEM CaMbIM TIOKOHYUTh C YTOJHUYECTBOM pPBIHOYHOTO
HCKYCCTBa, OOCIY)KHBAIOIETO IacCHBHO-CO3epLATEIIbHEIE
3ampocsl  OOIIecTBa; OAHAKO HMEHHO «BBICTABOYHBIH
XyIOXKHHK» U «BBICTABOYHOE HCKYCCTBO» YAOBIICTBOPSIOT B
HACTOSAIIMH MOMEHT 0a30BbI€ MICOIOTHYECKUE MOTPEOHOCTH
CETOfHSIIHETO €BPOINEICKOr0 HaI[MOHAN3Ma: MPECTaBIATh
HCKYCCTBEHHO BBIPAlICHHYIO M, TEM CaMbIM, MOJHOCTBIO
aBTOpe(epeHIIMANbHYI0  KPUTHYHOCTE. B eBpormelickoM
KOHTEKCTe HCKYCCTBO BCE Ooiblie M OOJbIIe perpeccupyer
K TOMYy, 4YTOOBI MpefcKa3yeMbIM 00pa3oM BEICTYNaTh B
KauecTBE SKCTEPHOPU3UPOBAHHOTO KPHUTHUECKOTO CO3HAHMS
Hauuu. Korzma HMCKycCTBO BBIIABIMBAETCS C PBIHKA, OHO
paccaceiBaeTcst B rocynapcrse. [laxke mpe3peHHe, KOTopoe
BBIKA3BIBAIOT K  HAIMOHAJIBHOW  KYJIBType  OT/ACNIbHEIE
XyOKHHUKH, BOJIBHO WJIM HEBOJILHO (DYHKIIMOHHPYET CETOAHS,
Clemysl CXeMe TaKOTO KPUTHYECKOTO OXHAAHUS H, TeM
caMbIM, MOXET OBITb KOHBEPTHPOBAHO B JOKa3aTeNbCTBO
HallMOHAJbHOM CaMOKPUTHMYHOCTH. Bor mnouemy Makc
Kne66 BHIUT HEOOXOOUMOCTh B CO3JAHUU KOJUIEKTHBHOMN
AQHTHHAIIMOHAILHOW OpraHU3al[ii B COBPEMEHHOM HCKYCCTBE.
Kak moka3amm HemaBHHE BBICTaBKM Bpoae JOKyMeHTEHI,
BBICTABOYHAsI IIEHHOCTh XyHOXHHUKA MM XYJOXKECTBEHHOTO
MIPON3BE/ICHNUS BHY TPEHHE CBS3aHA CETOIHS C UX CIIOCOOHOCTHIO
MOCIYXUTh MPO0Opa3OM MOIUTHYECKON pediekcuu, a mpu
JKETaHUU M TOJNUTHYECKOTO NEUCTBUS. DTOT KPUTHYECKHUH
HacTpoH, B KadyecTBe aBTOpe(EePEHIMAIBEHOTO JXeCTa BHYTPH
HCKYCCTBA, 3aHSUI TOCHOJCTBYIOIEE MECTO B COBPEMEHHBIX
BBICTABOYHBIX IIPAKTHKaX. HammoHampHBIN XapakTep STOH
TEHJCHINN, KOTOPYI0 MBI IIOCTapajiCh OYEPTHTH BBHIIIE,
3HAMEHYET BO3BpallCHHE ILEHTPAJIBHOM  UCTOPUUYECKOM
(YHKLIUH HCKYCCTBA: IPEICTABIIATh HALIMOHATIBHYIO KYJIBTYDY,
KOTOPYIO OHO C PafOCThIO IPUHUMAET Ha 3ape COBPEMEHHOTO
rocyaapcTBa-Haiuu B Hayaine XIX Beka.

Makc Kne66 xouer moOyauTh K HPOTECTy NPOTHB
BO3BPAIIICHNS KOHCTUTYLIMOHAIBHOI POJIH UCKYCCTBA
B OTHOILICHHUH COBPEMCHHBIX, KAIUTATUCTUICCKUX
o0mecTs. Hcropuueckoe CYIIECTBOBAHHUE
HCKyCCTBA KaK  BCIIOMOTATEJIbHOIO  CpencTBa,
CIOCOOCTBYIOIIETO BOCXOXKACHHUIO M CTaOMIN3aINn
KaluTaJIuCTHIECKOTO rocy/apcTBa-HaluH,
BO3BPAIAETCSl CETONHSA B  aKTyaJIM3UPOBAHHOMN
¢dopme. Drta dopma mpucBamBaeTcs, a0l BHOBb
BBIBECTH Ha IOJMOCTKH HAI[MOHAIU3M, KOTOPBIH
MPEMOJHOCHUT cebsl yKe He KaK BOMPOC «KPOBH
W TIOYBB», a, B CBOCH HEOIHOEPaTU30BAHHOM
BepCHH, KaK OfHy u3 OCCKOHEYHOro psja
WHIUBUYaTH3UPOBAHHBIX u CYOBCKTUBHBIX
KaTeropuil WM TOYCK 3PEHHS HAIIMOHATBHOW MICHTUYHOCTH.
OTOT «CyOBEKTUBU3UPOBAHHBI) HAIIMOHAIM3M MEPEHOCHT
HAMOHATBHBIN (DOKyC BHHMaHHS C OOpa3OBaHUS TPYIII
BKJIFOUEHHST M UCKITFOYCHHS Ha CAMOAHAJIN3 OTASIBHO B3STOTO
cyobekTa. BmecTo TOro utoObl obpamarbes K TpakAaHHUHY,

obpamiaroTcs K  HHIUBHAYYMY; €r0  HaI[MOHAJbHAas
(GyHKIMST WIOIETCS B €ro  JIMYHBIX — XapaKTCPUCTHKaX.
OTta Heonubepanu3anus HaIlMOHAJIU3Ma, 10100HO

HeonuOepaiu3auun pabodyeil CHIIbI, MMEET, HPEXKIe BCEro,
(yHAaMEHTANbHO  pa300MIaroNmIMii, HAlpaBlICHHBIM  Ha
paspylieHie Beskoi conupapHocTr dddext. Y ceromns 3to
pa30o0IIeHUE TOAPA3yMEBaCTCsL, IPEIKIIE BCET0, B TPEOOBAHMAX,
chOpMyIHPOBAaHHEIX K CyOBEKTy — KaKk Ha yPOBHE €ro padodei
CHJIBI, TaK U B IUIAHE €r0 COLHAIBHOIO MO3HIIHOHMPOBAHUS.
HarroHanu3my «KpOBH H II04BBI» MOKHO OBLIO (TIOJTMTHYECKH,
paBHO KaK SCTETHYECKH) IPOTHBONOCTABUTH COJNHIAPHOE
BBICTYIUICHHE IIPOTHB €ro pacu3Ma, AaHTUCEMUTU3MA M
apXauyHOCTH, TOLJAAd KaKk ero HeonuOepanbHas Bepcus
MIpe/UIaraet, Mo-BUIMMOMY, Kyla 00jee BBITOIHYIO MO3HIHIO
COBPEMEHHBIM KyJIBTYPHBIM paboTHHKaM. I eciu JeBblie
paJvKajIbHBIE TPYIIBl MBITAIOTCS HPOTHBOCTOATH  ATOI
HOBO# (hopMe HalMOHANM3Ma KOJIIEKTUBHO, TO COBPEMEHHas
XylOXKeCTBeHHasi cdepa mo Oonblieil yacTH mMoaepKaia
pazoOmiaroniye U CyObeKTHBUPYIOIINE TPEOOBAaHHUS OTKA3aThCs
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npu3biBaemMm BCEX 4YEeCTHbIX XYAOMHHHOB H
HHTE/NIEeHTyal0B NPHCOEAHUHATLCA K pabouyemy
Hiaaccy B ero bopbbe npoTHB HKAaNNTa/INCTHYECHOTO
JyrHEeTeHMAa u 3HcnayaTaynu, npoTue beapaboTnybi
M Teppopa, npotuB hawmnama n BosHbl. MbI Hac-
TanBaem Ha UX CIHUAHHUMN C XYAOHECTBEHHbIMH JBH-
HEeHnAMM camoro paboyero Hanacca B pa3BUTHH
HOBOro MCHYCCTBa, HOTOPOE JO/THHHO ObITh OpyHnem

B CpPasieHHH 32 HOBbIH M JIYYLUNH MHP

NMpoexuTr Maundgecra,
Amon Png Kny6 Heio-Hopwu, 1932
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— WJIK TOMPOCTY CMUPHUTHCS C OTCYTCTBUEM — KOJUIEKTHBHOI
MOJMUTUKU. Takum o00pa3oM, TONBITKA COBPEMEHHOIO
HalMOHAJIM3Ma WHKOPIIOPHPOBATH JIFOOYI0 MHAWUBHIYaJIbHYIO
TOYKY 3peHus (OyAb OHa KPUTHUECKOHW MM yTBEPAUTEIHLHON)
KaK COOTHECEHHYIO C HAallMeH, MOpOXAalT addeKTHBHOE,
CYOBEKTHBHOE, MOXHO JaXke CKa3aTh «OKYJIBTYPEHHOE»
OTHOIIICHHE K TOJUTHYECKOMY CTPOUTENBCTBY Hauu. JI100y1o
TOYKY 3PEHHMS OH HO3BOJISIET BOCIIPHHUMATH KaK TATOTEIOIIYIO
K HalIMOHAJIEHOMY YYBCTBY; OH ITO3BOJISIET €l CTaTh IPeeIbHO
MPONYKTUBHOM, paboTaronield Ha Olaro MO-MpeKHEMY
PEaKIHOHHOTO sapa HAIMOHAIN3MA: HAI[HOHAINCTHYECKOTO
SranuTapu3Ma, KOTOPBIA IO-TIPEKHEMY OCHOBBIBACTCSI Ha
COLIMANPHOM HEPAaBeHCTBE W WCKIIOUYCHHH paJd CBOETO
KalMTaJIMCTUYECKOTO  BOCIPOM3BOACTBA. B mHTepecax
TaKOTO HaCHJIbCTBEHHOTO HAIIMOHAJILHOTO SIMHEHUS KPUTHKA
B IIOCIEIHHWE TOABI NPEBpaTHIACh B IIABEHCTBYIOIINIA,
obecricucHHbI (UHAHCUPOBAaHMEM NPUHIWIN, W HWMEHHO
MPOTHB JTOW TEreMOHMH MbI H MPHU3BIBAEM 3aHSITH
PELIMTETbHYO M KOJUIEKTHBHY 0 aH THHAIMOHAIBHY O TIO3HIIUIO
B HCKyccTBe. HEeBO3MOXKHO ITACCHBHO CO3ePLIaTh BO3POKACHHE
TOCYAapCTBEHHON TOJJICPKKH XYIOKECTBEHHBIX IIPAKTHK,
KOTOpBIE TNEPEHOCAT IOJIUTHYECKHE Ne0aThl B KyNBTYypy H
HCTIONB3YIOT HCKYCCTBO KaK INTABHOE CPEICTBO HALOHAIEHOTO
YTBEP)KICHHS. XyIO)KECTBEHHOE IPOHU3BOACTBO  JOIKHO
B3iTh Ha ce0s 9Ty [IOMONHHUTEIbHYI0 OTBETCTBEHHOCTD
M KOJUIGKTMBHO OTBEPrHYTh HALMOHAJIBHOE 3aMelICHHE
HOJIUTUKY UCKyccTBOM. B Tepmanum, crpane, B KOTOpoi — u
poTHB KoTtopoi — Maxkce Kie66 hopmynupyeTr CBOM HCXOTHEIE
YCTpEMJICHUs, B ITIOCIEOHUE TOIBI MBI CTAadH CBUACTEISIMH
MOJHOMACIITA0HOTO  MOABEMA TAKHUX  KPUTHKATHCTCKUX
MepeoleHOK HalMOHANM3Ma B KyabType. IIpencrosiiee
otkpseitie ['ym0o0paT-DopyMa B nayLIeM Ha PEKOHCTPYKIHIO
3nanun IltanTouoce B OepiuHCKOM paiioHe MuTTe — JHIIb
OJIHa M3 CaMBIX OE€3YMHBIX ITONTBITOK B 3TOM Psi/Ty, 32 KOTOPBIMU
CTOMT TOCYIAapCTBCHHAs IIONIMTHKA. BBICOKas KymbTypa,
a BHU3yaJbHBIC HCKYCCTBA OCOOEHHO, BBIMOJHSAIOT 31ECh

MO3UTUBHYIO (DYHKIHIO CYyObEKTHBUCTCKOTO ITOJATBEPIKICHHS
HallMOHAJBHBIX = IIEHHOCTeH. B BO3BpalleHWH HEMELKOro
«Mactepa JKuBommcnm» B Takux QHrypax, kak JlaHUAIB
Puxrep m JIxxonaran Meese, BO BHEAPEHHH COBPEMEHHOIO
HCKYCCTBA B HCTOPUKO-HAI[OHAINCTHYECKHE TTAHOPAMBI, KaK
3T0 mIaHupyercs i ['ym6onsar-Oopyma, UiIM Ha TaKuX B
BBICLICH CTENEHH caMope(IeKCUBHBIX HAIIMOHATUCTHYECKHUX
BbicTaBKax, Kak «Deutschland sucht» B KenbHckoM
KynctBepeitne (2004), rme Momozsle, NPOBO3NIAMIEHHEIE
CKPHTHIHBIMID» HEMEIKHE Ky PAaTOPBIITOKa3aI CBOMX HEMEIIKIX
JMHOOMMYNKOB; Ha BbIcTaBke «Caemano B I'epmanumn» (2007),
OpraHu30BaBIIIei SKCKYPCHU B MACTEPCKHE XyA0KHUKOB, 1a0bI
3pUTEIH MOIVIM O3HAKOMUTHCS ¢ HEMEILKUM XyHI0XKECTBEHHbBIM
NPOU3BOJCTBOM M3 NEpBhIX pykK; Ha «Hemerxom crpaxe»
B nbk B Bepimue (2008), mpexcraBuBHIEH HCTOpHUYECKHE
(hparMeHTHI «IydIIero», «0oaee KpUTHIHOTO» H, OTHAKO JKE,
HEMELIKOIro co3HaHus; min Ha «Vertrautes Terrainy B ZKM B
Kapmcpy» (2008), cobpasmeit okosno 300 pabot u 00BEKTOB,
JICKYCCHUHM U YTEHUH, — Be3/le HAllMOHAIMCTHYECKUH TOIXO0
K XYIO)KSCTBEHHOH IPOMYKIMM OBLI IIEPENUIIOBAaH TaKHM
o0pa3oM, 4ToObI onucath «IepMaHUIO MEXTy YTBEPXKICHHEM
U COMHEHHEM». Bo BCEX STHX BBICTaBKaxX ITONPOCHIN
MPUHATh y4YacTHe W TeX XyHOXKHHUKOB, KTO CO3Jal PE3KO
AQHTHHAIMOHAIMCTUYIECKUE PabOThl U 3asBHJI O CBOMX CTONb
)K€ PEe3KHUX aHTHHALMOHAJINCTUYECKUX B3nIiAax. OnHako B
CHJly KOHTEKCTa, HAlleJICHHOIO Ha
COBPEMEHHYIO HaIMOHAIHN3AIHI0
KyJIBTypHOTO  ITIPOM3BOACTBA, HX
HHIUBHIYaTbHBIC 3asBICHUS
00EpHYINCH TEM, 4YTO KypaTOpsI
«Vertrautes ~ Terrain» HapeKJIn
«HCKYCCTBOM 0 — U B — I'epmanum».
3TOT I03YHT WINTIOCTPHPYET HOBOPOT,
KOTOPBII KypaTopsl TIpUAITI
JaXe  AHTHHANOHATNCTUYECKUM
MIPON3BENICHUSIM: HCKYCCTBO TATOTEET
K Haliu.
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CTpeMHUTENBEHO pUOIIKaeTCS
I HaUMOHAJIBHBINA roOwieil — B 2009
rony (23 wmas) OymeT oTMedarhbCs
IECTHICCSTUIETHE co TTHS
I ocHoBaHus 3amagHod [epmaHum,
a TaKKe JBAJLATWICTHC TMaJACHUS
I Bepnunckoi CTEHBI. Jlerko
MIPEIBHUICTb, 4TO HeyEMHas
HAIlMOHAJbHAS TOPIOCTh JOCTUTHET
I B 3TOM TOZly HOBBIX BBICOT, TIO3TOMY
MbI XOTUM HPU3BATHh K KOJIJICKTUBHO
I BbIPaOOTaHHOM TIO3HIIUH,
BBICTYTIAIONICH MPOTUB MOI00HOTO
I repMaHu3Ma. CoBepuieHHO
HEIOCTaTOYHO TEMaTH3HPOBAThH
TaKOI'o pojia TEHICHIIUHU B HCKYCCTBE,
I Jcinarb UX OJHMM U3 NPECAMETOB
paccMOTpEHHsT Hapsay C JIPYTHMU.
HanporuB, Ham npu3biB HalpaBlieH
Ha JUCKYCCHIO, KOTOpas CTaBUT
BOIIPOC: B Kakoi Mepe KOMMOAHM(HUKANWSA M HAIMOHAIH3M
MO-TIPEKHEMY COCTABIISIOT SAPO TOTO, YTO CErogHs BCE elmé
Ha3bIBAIOT UCKYCCTBOM, KaK OTPAacii KyJIbTYpPHOW UHIYCTPHUH,
MO-TIPE)KHEMY MPETCHAYIONICH Ha IPUBIICTUPOBAHHBII
craryc. Hanra mes — Mcrmob30Barh 3TOT CaMbli CTaTyC, C TEM,
9TOOBI OPOCHUTH BBI30B €r0 K€ COOCTBEHHBIM IPEITIOCHUIKAM.
B cBoeii momeITke OpraHW30BaTh aHTHHAIIMOHAJIHCTHYECKOE
BBICTYIUIEHHE MbI HCXOJUM W3 NPU3HAHUS IPAaHMIl HCKYCCTBA
51 CTPEMUMCH OCHOBAThb l'lOJ'lI/lTI/I‘leCKyI'O JCATCIIBHOCTH
B HCKYCCTBE Ha IPHUCYIIEM €My  OIOOpPHUTEIBbHO-
YTBEPIUTEIEHOM XapaKTepe B YCIOBUIX KAITUTATNCTHICCKAX
obmecTB. [lOMMTHYHOCTE HCKyCCTBA MBI OCHOBEIBaEM Ha
peambHOCTH, KOTOPYIO HEOOXOIMMO HHCIPOBEPTHYTh, a HE
Ha XyIO)KECTBEHHOM POMAHTH3ME, KOTOPBIH IBITaeTCs OT
HeE Oexarb. Mbl cTpeMHMCs OOBEIMHHUTLCS B MCKYCCTBE, a
He paau uckycctBa. Makc Kne66 6asupyercst B bepnune. B
HACTOSIIMA MOMEHT MBI PacChUIaeM MHCHMa IPOIIOCcCEepam,
OpraHu3aTopaM W U3AaTelsiM, ¢ KoTopeiMH Makc Kie60
HaMEpEeH MPOBECTH CEPHIO AUCITYTOB, BCTPEY, MEPONPUSITHI U
nebaroB 1 00pa30BaTh TEM CAMbIM aHTHHAILIOHAJIMCTHYECKUH
anbsaHe. Kpome Ttoro, Maxc Kiue66 Oyner corpynuuuarb c
JIPYTUMHA  AHTUHAIMOHAIMCTHYCCKUMHU TIONUTHYCCKUMHU |
XYI0KECTBEHHBIMH CTPYKTYPaMH [0 OpPTraHNU3aI[HH Ty OIIMIHBIX
COOBITHI W MyOIMKAINiA, BEICTYAOIINX NpOoTUB [epMaHuy B
2009 romy.

Ipumeuanus.
1. Maxc Kne66 — mnepoxcoéunwiti coin Maxca Ilepyya
(ascmpuiicko2o U3CHAHHUKA-2IAYUON02d, pabomasuieco HAo
CO30anuem HenoMoOnIsleMo20 MPAHCROPMA U3 YKPEeniEHH020
aw0a 60 8pemsa 6olHvl ¢ Hayucmckou Iepmanueti) u Posbl
Kneb6 (cosemckoii konmppaseeouuywvl, Komopas OXOmumcs
3a [locetimcom Bonoom 6 ¢punvme «HM3 Poccuu ¢ nioboewvroy
(1963) u komopyto cvlepana ascmpuiickas axkmpuca Jlomme
Jenvs,).

Ilepesoo Anexcanopa Cxudana



Coy. fBnmenne «Bnepep» n rpynna «Yro flenatn?» >>> Otkpoitoe nucomo o Mpemnn Kanpunckoro 2008

1. Ham HeT HHKakoro jena JI0 XyJO)KHHKa
Anekcess bensesa-ImnroBra. Hac Huuero
He CBs3biBaeT ¢ npemuedl Kannunckoro u
cTosmuMH 3a Hel mogsMu. Ho coueranme
MaKou UHCMUMYYuu U Mako2o XyOOJICHUKA,
kak  bendeB-I'MHTOBT, HOMMHUPOBAHHOIO
B IIOPT-THCT 3TOH HPEMUH, — 3TO BayKHBIH
KYJBTYPHBIA U OJIUTUYECKUI CUMIITOM.

Mb! HUKOIZIa HE MUTAJIU WIIKO3UH 10 OBORy
TIONUTHYECKUX B3MIAN0B benseBa-I'maTOBTA
C cepeaunbl 90-X, HaXOIsCh IOJ BIUSHUEM

JNOKTPHH  NPOTO(AIIMCTCKOrO  Hieojora
JlyruHa, OH DHAaTHPYyeT  «IHOEpaIbHYIO
WHTEJUIUTEHIIIO»  CBOMM  YIIBTPampaBbiM

[IPOMNAraHUCTCKUM JICKOPOM, a B IOCJICAHUE
rofpl sBiseTcss cTmimcrtoM «EBpasmiickoro
€O103a MOJIOAEKN» — KPYIHOW BOXKAMCTCKOU
CeKTBl,  BBINOJHAIONEH  aJbTePHATUBHBIN
TIOAPS Ha ICTETHYECKOE U HAEOTIOTHYECKOe
odopmieHne HUMITEPCKUX npeTeH3uit
poccHiickoii BiIacTu.

Kakas Obl «MudoTBOpUECKas» MyTb HE
ocefana B JeKJIapalusIX «EBpa3sHHIEB», 3TO
— XOPOLLO 3HAKOMOE 10 TParu4ecKoi HCTOPUHN
XX Beka (anucTBYIOIIEe ICTETCTBO.

2. Pemenuie XiopH IpPEeMHH SIPKO BBIpaXKaeT
COCTOsTHUE COBpEMEHHOM poccuiickoit
KyNbTYpPbI, HOJUTUKH U 00IIECTBEHHOM XKU3HH.
VYke MaBHO OHU OOBSATHI DIIYOOKHM CHOM
HEeoNMnOepaTbHOTO «pa3yMa» — B JIOKaJIbHOU
BepCHH, JOBOAAIIEH 10 TpoTecka BCe €ro
0co0eHHOCTH. B aTOM CHE HeT pazinunii Mex 1y
MIPaBBIM | JICBBIM, KPACHBIM M KOPHIHEBBIM,
damm3mMoM W KOMMyHHM3MOM. B Hem
NIPU3HACTCSl TOJBKO YacTHAsi COOCTBEHHOCTh
1 «CaMOPETYIUPYIOIIIHCS» PEIHOK. VIMeHHO B
3TO# TOUKE COMHAMOYINYECKOT0o Oe3pa3minyus

COCAUHAOTCS CEroHs OKJICKTUYCCKas
<«JICBO-HAIIMOHAJIUCTUYCCKA» nacoJIorua
(<eBpaSHI>iCTBa» nu TO3UITNH BUIHBIX

IIpe/ICTaBUTEIIeH POCCUIICKOM OM3HEC U Meina-

«Mut nonumuueckue ybexcoenus Xy00HCHUKO8
ne obcyscoanu. Ymo dice kacaemes scmemuxu,
Mo s CYUMalo, 4mo Mo OYeHb UHMEPecHoe
sAeneHuey, — ToBOpuT Anexcanap bopoBckuii,
3aBEYIOIMN OTAEIOM HOBEMIIUX TEYEHUH
TocymapctBeHHoro Pycckoro Myses, dieH
xiopu mnpemun Kanmumnackoro. OH  BHAMT
B TBOpUYeCcTBE [HMHTOBTA «HMPOHUYECKYIO
JUCTAHIMIO», «UIPY» W JielaeT Buja, OyATo
€My HHYeTr0 HE H3BECTHO O MOIUTHYECKUX
B3MIAJAX XYyAOKHUKA. BeposTHO, cXoqHOM
HNO3UIUKN  TPHUJIEPKUBACTCA  OOJNBIIMHCTBO
YJICHOB JKIOPH.
Ho, ecmu nans
BXO/SIIIMX B  COCTaB JKIOPU  IIPEMHH,
HAeOoNOTHYeCKass  IMOJOIUIeKa  MOJZOOHOTo
HCKYCCTBa HE COBCEM SICHA, TOTAA, MOXKET OBITH,
MX HEMEIKHE KOJIJIETH, COYUPEANTENHN IIPEMUN
n3 DoHIa HCKYyCCTB  PECNEKTa0eNbHOro
Deutsche Bank’a, morimm Obl HAaIOMHHUTB O
Cyap0e HAIMCTCKOrO MCKyccTBa y cebsi Ha
Pomune? Opnako, TmOX0Xe, WHOCTpPAaHHEIE
YIEHBl KIOPU HE HMENU BO3MOXKHOCTH IIO-
HaCTOsILIEMy pa3o0parbCsi B POCCHHCKOM
koHTekcTe. Ho mM ToXke mpuaercs HecTH
OTBETCTBEHHOCTB 3@ BBIOOD JKIOPH.

«Pewenue srcropu modicem 6blmb UCMOIKOBAHO
Kak  conuoaprHocmv ¢ eeo (bensesa)
nosuyuamuy — nonaraer Wocu¢ baxmreiin,
xomuccap MockoBckoli buennane. Ot cebs
MBI TIPHOABUM, YTO CHENAEM BCE BO3MOXKHOE,
YTOOBI OHO OBLIO MCTONKOBAHO M BOCIIPUHATO
UMEHHO TaKHM 00pa3oMm.

POCCHHCKHX  3KCHEPTOB,

3. Ilo MeTkOMy ONpENeNICHHIO BEAYILETO
poccuiickoro apt-kputuka Anzpest Kopasesa,
BKITIOUCHHE XyNOXXHUKa benseBa-IMHTOBTA B
LOPT JHUCT npeMud KaHAWHCKOro BBIpakaeT
«cmpeMumenvuylo  pawuzayuio npassiujezo
Knaccay.

Ha3zBanus pabot u3 mocnenHeii cepuu miakaTton
benseBa-I'mHTOBTA, MOSBUBIIMXCS Ha caiite

nogenumeneil Eepazuu. Mvl ymseepoum c60rw
60110 CYBEPEHHO, HeNOKONEOUMO, 6E30M3bIGHO.
..Hawa yeno — abconomnas enacme...
Ham noxnousnuce napooer u cmpamsl, Hawa
0nanb NPOCMUPANAchy 8 NOIMUPA, a NOOOUIBYL
monmanu 20pbl U OONUHBL BCEX KOHMUHEHMOB
3emnoeo wiapa. Mei 6ce eepnem Hazao...
Poccua — e6om ucmunnaa mepa seweii. To,
umo ee u ee HApoO yKpenisiem, obveounsen,
yeunusaem — O1azo, 6ce, YUMo ux ociabisem
— 3n0. Tax poowcoaemcs «ONpuuHas SMUKAy.
Poouna Pyce npesviute 6cezor.

Nmeer nu B Buay 3TH npu3biBel Hukomait
Mook, Korma yTBEp)KAAET, YTO TBOpUYECKas
nosunusi  bensiea  (odopmirsrorero  Bce
3TH OpemHH B «OONbULOU XYOOIHCECBEHHbILL
Cmuby) «8vipascaem meHOeHYuIo
2occmpoumenscmear?

Nmeer 5m OH B BHAY, YTO pPOCCUHCKOE
TOCCTPOUTEIBCTBO — 3TO HPHU3BIBBI K
MWJINTApU3My, OCTETCTBYIOIIEH  IepouKe,
KyJIbTy HAaCWJIVS, BOWHE, CaMbIM OTOJTENBIM
¢opmaM  (amIMCTBYIOLIETO  HEPaBEHCTBA
«rocroa» u «padosy»?

Xo4yer JM  OKIOpH MPECTHKHOW INpeMHH
COOOIIUTh HAM CBOMM PEIICHHEM O TOM, YTO
COOTBETCTBYIOLIMH CTHJIb YyXE Y3aKOHEH B
poccuiickoii myOmmaHOU cdepe?

4. Hauunas co Btopoif MupoBoil BOIHbI
COBPEMEHHOE  HCKYCCTBO ~ MOTIO  OBITh
KaKiUM YTOJHO, TONBKO HE KpaiHEe NpaBbIM
u He GQammsouanbiM. OpHako Temeps, C
BBIXOZIOM Ha MHPOBYIO apeHy pPOCCHHCKOTO
KamuTaga W KPU3HCOM  CYyIIECTBYIOLIEH
MOZISNIM  HEONHOepaJbHOrO  KaluTaln3Ma,
MOJBICKMBAIONIETO JUIsi ce0st HOBBIE (HOPMBI
U HUJIEONOTHH, COBPEMEHHOE HCKYCCTBO, Kak
W CBSI3aHHBIA C HUM OM3HEC, OCBaWBaeT ITH
HOBEIE 1151 ce0s cephl.

«be3dapno ewviensaoum [kasxasckasa] zopuas
dopoza, no Komopou He udym pOoCCUliCKue

e ICTETHUECKUM 3aKOHaM, 9TO M O padorax
JIPYTHX COBPEMEHHBIX XyHOXKHHUKOB, Kak
Obl Jajeku OT Hac OHM HHM Obuti. Hamm
PacXOKAEHHS C  (IONCYUTEISIMH»,  apT-
JeTbLaMU ¥ KPUTHUKAMH, MOJAEPKUBAIOIINMHU
YIBTPaNpaBoe HMCKYCCTBO — PACXOKAEHUS
B ITIEPBYIO OdYepeqb MOJUTHYECKHE. TONBKO
BBEIS  IOJUTHUECKUH  KpUTEpUH, MBI
MOXXEM TOBOPUTH 00 HCKycCTBE Kak 00
HCKYCCTBE; TOJBKO IIOMECTMB I[WHTOBTa B
KOHTEKCT aHTaXMPOBAHHOTO YIBTPANPaBOro
HCKYCCTBa, Mbl MOXKEM JIaBaTh €My CEphE3HbIE
JCTCTUYECKHE OICHKH.

5. «PacuBer» pOCCHHCKOrO COBPEMEHHOIO
HCKYCCTBa TOCJEIHUX JIET, TECHO CBS3aHHBII
C OCBOGHHEM H30BITOUHBIX He(TEHpPHObLICH,
MPOUCXOAUT  C 0c000i OypIKya3HO-
MIPOTPECCUCTCKON CaMOYBEPEHHOCTEIO,
MOAABIISIONIEH JTI00BIE COMHEHHUS B PEaJIbHOM
NPOTPECCUBHOCTH  (GOPM M CONEpIKAHUS
3TOTO «paciperay. HackBo3b peaKkIMOHHBIN,
DIyOOKO aHTHUAEMOKPATHYHBIN IO CBOEH CyTH
poCCHiiCKMiA TpaBsAIIMKA KJIacC IPOABHUracT
CBOM OCO3HAaHHBIC MarepUalIbHbIE WHTEPECH
u MOy CO3HATEIbHBIE 3CTETHUECKUE
MPEIIOYTEHHs, KOPPYMIHPYS KyJIBTYPHYIO U
HHTEJUICKTYaJbHYO C(EephL.

OpnHa u3 crareii Toro ke Monoka Ha3bIBaJIach
«Bcem monuams!» v roBOpUIIa O TOM, YTO HE
CTOUT KPUTUKOBAaTh MOCKOBCKYIO OMEHHAIE, a
HaJI0 PaJoBaThCs, YTO «OHA y HAC €CThY.
«Bcem monuamu!» TaxoB pesyibrar 15-nerneit
MOJIUTUYECKON  JeTpajalliil  POCCHICKOTO
oOmectBa. TakoB HWTOr yXOAALIEH 3IOXH
TpaHCHALMOHAJIBHOMN NPUBATH3ALNH
Bcero uW Bcs. OnHa ocraBmia 0O0MIECTBO
(haKTUYECKH JTUILICHHBIM KaKHX-TH00 HaBBIKOB

KPUTHUYECKOTO ~aHajn3a, JAEMOKPAaTHYCCKOM
JICKYCCHH, IpaXkIaHCKOH, KJIaCCOBO
COJIMJAPHOCTH.

SJIMTHI, BXOJSIIMX B XKIOPH U HOIICYUTEIBCKUH
COBET IPEMHH.

«Ilycmv  ysemym ece ysemwl!y, «Bce
uoeonozuu cmosm opye opyealy, «Mcxyccmeo
ene nonumuxu!» Tak B OIMH roJl0C 3asBISIOT
9TH pecriekTadensHble rocnona. OHU enanT
BBITOZIHBIC (DHHAHCOBBIC M CHMBOJIHYECCKUC
BIOXKEHHS B HCKYCCTBO, M C MOMOIIBIO
«OYEBUIHBIX»  JIO3yHIOB  JIETUTUMHPYIOT
BO3MOXHOCTb ~ OTKPOBEHHO  (DalIMCTCKHX
BBICKa3bIBaHMI1 B ITyOJIMYHOM IPOCTPAHCTBE.

“Chto Delat?” and Socialist Movement “Vpered” (Forward! ) >>> An Open Letter

Vpered (Forward!) Socialist Movement & workgroup Chto
Delat An Open Letter on the 2008 Kandinsky Prize

We admit it upfront: we don’t care much for the artist Alexei
Belyaev, and we don’t care about him. His art is beyond the
pale of criticism, and we have never had any illusions about
his political views. By the mid-1990s, he had already drifted
into the orbit of Eduard Limonov’s National Bolsheviks, and
he would later join Alexander Dugin’s breakaway Eurasian
Movement. You do not have to be a political scientist to rec-
ognize these people for what they are: part of a reactionary
global trend toward ultra-right/ultra-left nationalism. Bely-
aev’s statements and artworks reflect this political identity. His
work glorifies violence, imperial domination, blood, soil, and
war. It does this in a consciously triumphal neo-Stalinist aes-
thetic, mixing crimson with gold leaf to confirm its redundant
imperialist messages. Some members of the local bourgeoisie
are taken with this aesthetic. Fascism thus enters the salon—a
salon we would rather ignore.

We thus have no vested interest in criticizing the Kandinsky
Prize. Founded on the cusp of the recent Russian art boom,
this $50,000 award (with its longlist show of sixty artists) is a
contemporary version of the salon, the institution that has de-
fined art throughout the bourgeois age. Initiated by the glossy
art magazine ArtKhronika, supported by the Solomon R. Gug-
genheim Foundation, and sponsored by Deutsche Bank, the
Kandinsky Prize is clearly yet another neoliberal franchise,
easiest to promote with a servile, aggressively populist local
contingent. Its first edition earned at least some credibility by
supporting the beleaguered curator Andrei Yerofeyev and giv-
ing its top award to activist-turned-formalist Anatoly Osmo-
lovsky. But now, as the overall socio-political situation shows
signs of changing for the worse, the divided jury of the Kan-
dinsky Prize has decided to include Belyaev in the short list
of its “Artist of the Year” nomination. Belyaev, however, is
a crypto-fascist. The liberal press immediately picked up this
scandal. Such scandals in the salon always play into the hands
of the artist, his gallery, his admirers, and the critics. Most im-
portantly, they promote the political views of these people. We
do not share the rosy liberal illusion that the free market and
the circulation of capital can fully convert any kind of engaged
art, that artists like Belyaev tame and defuse potentially dan-
gerous ideologies. Instead, the market makes them fashionable
among the salon’s novelty-loving clientele in a mutated, glam-
orous form.

Enough about Belyaev: he deserves the Leni Riefenstahl
Prize, as dissenting jury member Yerofeyev aptly put it. What
is more important is that this decision is acutely symptomatic

EBpasust mout CHHXPOHHO C OOBSBICHHEM
JMCTa HOMHHAHTOB KPACHOPEUMBHL: «/Ipasbiil

MOYBE COBEPIIECHO 3a MOCIEAHUE TOABI MOJ
JI03yHraMH, IOJOOHBIMH 3THM, HAIIPSMYIO
BEIpacTalOIMUMU3MaHu(pecToB « EBpasuiickoro

nBwxeHus»: «..Mwot Corw3s Tocnoo, noswvix

mankuy, —  TOJAraeTr
DTO  BBICKA3bIBaHUE

9TO CMEPTh MUJUTUOHOB.
Hama

of cultural production in Russia today. It is not that the cura-
tors and critics in the jury of the Kandinsky Prize are fascist
sympathizers, although “the jury’s decision can be interpreted
as a show of solidarity with [Belyaev’s] position,” as Joseph
Backstein, Moscow Biennale commissar, noted. The problem
is that they are ultra-liberals. Their market utopianism makes
no distinction between right and left, brown and red, fascism
and communism; it sees irony lurking around every corner to
make everything nice and normal again. “We didn’t talk about
the artist’s political convictions,” says jury member Alexander
Borovsky, head of the Russian Museum’s contemporary art
department. Borovsky also claims that Belyaev’s work is a dis-
tanced, playful take on the etatist zeitgeist. But there is nothing
playful in Belyaev’s calls for Russian tanks to roll on Tbilisi,
to execute the Georgian president, to create a “Greater Serbia”
or to “liberate” the former Soviet republics under the banner of
a Eurasian (read: Russian) Empire. Most importantly, there is
nothing playful in his art. Much of it is propaganda, and should
be judged as such.

By airbrushing Belyaev, Borovsky proves that he is indifferent
to art’s political dimension. It is this indifference that unites the
obscure “left-nationalist,” essentially postmodern ideology of
Eurasianism and the pan-aestheticism of the Russian business
and media elites who control the board of the Kandinsky Prize.
“Let a thousand flowers bloom!” “All ideologies are equal!”
“Art beyond politics!” cry all these respectable people as one,
thus legitimizing increasingly overt expressions of genuinely
felt fascism in the public sphere. Their indifference is a form of
complicity. This indifference also extends to the non-Russian
members of the jury such as future Moscow Biennale curator
Jean-Hubert Martin or Guggenheim curator Valerie Hillings.
They can always excuse themselves by saying that they are not
really familiar with the Russian context, and were not able to
participate fully in the selection of the Kandinsky Prize’s short
list. But this “excuse” often disguises the cynicism of neoco-
lonial irresponsibility, when foreign experts choose to ignore
the contexts in which they plant the seeds of contemporary
global culture.

The local context is indeed increasingly taking on an ominous
form. As prominent Russian art critic Andrei Kovalev cut-
tingly puts it, the presence of figures like Belyaev testifies to
the “ruling elite’s rapid drift toward fascism” in a moment of
crisis. This elite is already deeply reactionary and anti-demo-
cratic, having accumulated its capital violently through shock
privatization and expropriation. Five years ago, it began using
contemporary art as a means of civic legitimation, establish-
ing its hegemony over the more liberal, glamorous side of cul-
tural life during the Putin “normalization.” The recent Russian

benseB-I'uHTOBT.
3a1aeT

«KpacuBa» — TO «jaa, cMepTh!». IlycTs maxe

«TIONUTH3AINS HCKYCCTBa»
— OTKa3 CymuTh 0 paboTax ['mHTOBTA MO Tem

M1 Npu3bIBaeM HE MOJ4YaTh BCEX TeEX,

H3BECTHOC KTO CcOCOOEH HA KPUTUYECKYIO MBICIIb H

/ .
mapwy,  «Haw c,anoeM ce}z6m.a», «Cnasa dammcTckoe pacrg)ez[eneﬂne OCTETHYECKOTO U ¢opppapHoe AeficTBHe. Mbl NPU3bIBAEM
pycckomy opyocuioly, «Mol Oyoem aewums HOIMTHIECKOTO. Bech MUp paccMaTpHBACTC e npary, dammzonanbIe rpésnI
sac uiaoom!y, «Abcontomuaa poounay, «Bce 1on yraoM ero (HOpMHPOBaHUS «BOJEH» .
. . p . POCCHIiICKMX JJIHT M aNOJUTHYHYIO
coceuvy, «Kaxotl ypon mul nanéc epacy?!». XyNOXKHHKA-TOCIOIMHA,  KOTOPBIH  XO4YeT
JlecaTky U COTHH YOMIACTB HAa HAIMOHANBHON «KPAacoTE» ©  «Bmacti». Ecmm cmeprs APEMOTY TeX, KTO HACCHBHO ABMKETCH

BMeCTe C HHMH B OJJHOM pycJe.

Damusm, HALM3M, HALHOHAJIU3M
J00BIX MacTeil — Ha CBaJIKy ucTOpHHU!

on Kandinsky Prize 2008

contemporary art “boom” is closely bound up with the use of
surplus oil profits, and expresses a peculiar bourgeois-pro-
gressivist self-confidence that silences any doubts about the
“bright and shining” future. In other words, the authoritar-
ian undertone has always been there. For example, when the
first Moscow Biennale opened, ArtKhronika’s editor-in-chief
Nikolai Molok wrote an editorial entitled, “Everyone Shut
Up!” in which he ordered the art scene to suspend criticism
and be thankful for what they had received. Now ArtKhronika
prints sympathetic interviews with Belyaev. Molok defends
the artist’s creative position, saying it “expresses the tendency
of state-building” with its search for a “great style.” Does he
mean that, after the petrodollars dry up, Russian state-building
will consist of militarism and neo-imperial claims? Does the
Kandinsky Prize want to tell us that a corresponding style of
engaged art is already a legitimate part of the Russian public
sphere?

CCroJHsA

“Everyone shut up!” This is the result of fifteen years of Rus-
sian society’s political degradation, and the conclusion of the
epoch of transnational privatization. It has left society bereft
of even the most basic tools for critical analysis, democratic
discussion, civic consciousness, and class solidarity.

We call upon artists, critics, editors, and art lovers to boycott
the Kandinsky Prize and to distance themselves from its model
of valorization.

We call upon anyone still capable of critical thought to inter-
rupt the fascistoid dreams of the Russian elite and the apoliti-
cal indifference of those who follow in their wake.

www.vpered.org.ru
www.chtodelat.org
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Questionnaire -

We asked a number of artists and cul-
tural workers to reply to a series of
important questions that focus on the
theme of this issue. You can read their
answers on our website www.chtodelat.
org, where you can also post your own
answers or commentary to the question-
naire. Here, we reproduce the first part
of Marina GrzZinic's response.
(You can read her filll response on our
website.)

1. What are the the most exciting and
powerful examples of collective orga-
nization in art?

2. Is there any perspective for artists, as
the most precarious producers, to build

Marina Grzinic

would oppose the profit-driven logic
of the market and the economization of
cultural production?

3. How is the struggle of artists related
to general issues of social and politi-
cal struggle? How can they be made to
connect with each other?

4. What kind of political organization
do cultural workers need today? Trade
unions? Soviets? Art movements? Net-
works? Is it time to think about some-
thing radically different from all that
we have known before?

5. To put it more simply, what is that
artists can and must do together now?

new sustainable organisations that

1.

M.: I can put forward four examples that also mark four different forms of
collective organization in art and that bridge three different socio-political and
historical periods: the socialist ex-Yugoslavia, post-socialist Slovenia, and the
neoliberal global capitalist reality of the present.Going back to the 1970s and
1980s, I would emphasize two different examples. One took place within the
Croatian art scene (ex-Yugoslavia), where in the 1970s an important post-hippy/
pre-punk conceptually built artistic organization or community was established.
[ am referring to the Basement artist working community. It really translates this
way from the Serbo-Croatian: radna zajednica umjetnika Podrum. Basement
implied that artists are workers, especially those whom this status was denied
by the socialist ideology. They were also conceptual artists, and they were
involved in the new art practices movement of the time in Croatia. Some names
at the core of Basement—for example, Mladen Stilinovic—are very well known
today. This was an important project that connected countercultural activities
and conceptual art.In the 1980s in Ljubljana, Slovenia (ex-Yugoslavia), we had
another movement, based on punk ideals and the power of subculture, that was
known as the Ljubljana subculture or alternative movement. It was very much
connected with the gay coming out scene and clubbing culture of the time.
Parallel to it, in the 1980s, NSK (Neue Slowenische Kunst—a new Slovenian
art collective that consisted of the music group Laibach, the fine arts group
IRWIN, and the theatre group known mostly through the theater director Dragan
Zivadinov—was being established. In the 1980s, NSK started with a political
art project that unmasked the totalitarian ideology. Socialism regulates first and
foremost the space of the social through direct control and subordination. In
capitalism, this direct control is camouflaged through the art market.The third
example is situated in the 1990s. It is the squatting of an empty barrack military
complex of the ex-Yugoslav army in the centre of Ljubljana when the army left
Slovenia in 1991. This squatting happened in the center of Ljubljana, when art
and cultural groups entered the army barracks on Metelkova Street. It was named
Metelkova Net, but soon it renamed itself Metelkova City. The collective art
and social organization that was established in the post-socialist period figured
itself as a city within the city—a powerful paradigm at the time. Metelkova’s
status vis-a-vis the city administration and the state has still not been clarified
after more than fifteen years of its persistent existence.Today I would offer our
platform, REARTIKULACIJA, as the fourth example. REARTIKULACIJA is
wholly situated, sad to say, in the neoliberal global capitalism of today’s Slovenia.
(If you think of these four cases as a specific genealogy, then you will also get

a sense of the over-rapid conversion of socialism into capitalism.) In Slovenia,
which is over-exploited by the neoliberal capitalist economy and ideology,
REARTIKULACIJA, as a journal and online platform http//www.rearticulacija.
org/english.html, was initiated in 2007 by four members (Leban, Kleindienst,
Passoni and me). From the very beginning it aimed for political alliances with
important lesbian and queer positions in Ljubljana, as well with writers, activists,
and artists from the former Yugoslav republics who are capable of a direct
political rereading of global capitalism and the EU.REARTIKULACIJA is not

a ghetto of oppositional forces but a force of contamination in between art and
politics, a kind of interval activist and theoretical space that wants to establish a
division, separation, a difference in art, political and social, while rearticulating
the possibility of changing the neoliberal capitalist logic, which today yields only
three clear processes. To quote Achille Mbembe, these are necro-politics, necro-
capitalism, and necro-economy.

2.

M: One perspective to be endorsed in order to embark on the vision that

you are proposing is to stop thinking of ourselves as artists, to ask for a new
agency or definition that says that artists have first and foremost to be political
subjects to have any relevance today. This requires that we strongly engage in
the process of de-linking ourselves from speculative stories of arts and artists

as geniuses, creators, etc.—that is, the idea that we are in the world only to
develop inventive actions and give a free rein to the imagination. Actually, I can
affirm that contemporary art and culture is a very oppressive system of rules and
codes, trends and representational forms that are not at all invisible, but on the
contrary clearly visible and experienced. We have to de-link ourselves from these
formats. One way is to develop a clear agenda that visibly reconnects art and
power mechanisms through processes of past and present colonial histories and
neocolonial realities.

Bonpochuk nomepa -

B pamkax smoco Homepa mbl 0OpamMunuch K
PAOY XYOOJCHUKO8 U Oesmenell KyIbmypuvl ¢
npoceHOll OMeemuntb Hapsd BANCHBIX 6ONPOCOE,
Kacarowuxcs memwvl Homepa. C omeemamu Ha
HUX 8bl MOJiCeme NOZHAKOMUMbCS HA catime
www.chtodelat.org, a maxoice ocmagumob céou
omeemvl iU KOMMEHMApUuU K Mol aHkeme.
30ece Mmbl npusooum ¢hpasmenm omeemos
Mapunvl I porcuruys (ROTHYIO 8ePCUIO OMBEMO8
6b1 MAKIHCE MOJNCEMe NPOYUMAams Ha catime)

Bompocsr:
1. Yto mns Bac sBisiercss Hambonee SIPKHM
NIPUMEPOM KOJUIGKTHBHOH OpTaHM3allud B

uckyccre? B uctopun u ceronus?

2. Kakme cymecTByloT  INIEPCIEKTHBBHl Y

Mapnua Tpunny

OKa3pIBaTh BO3JEHCTBHE M MPOTHBOCTOSTH
CUCTEMEKYIBTYPHON MH Ty CTPUH, TOCTPOESHHOMU
HAa JIOTHKE TPHOBLTH?

3. Kak 60pr0a XyI0>KHHKOB CBsSI3aHA € O0IINMH
npoOieMaMH CONMANEHOW W TIOMUTHYECKON
00pp0BI? Kak oHM MOTYT OBITH COEAWHEHBI
IPyT ¢ Apyrom?

4. B KakoM THIIE TOJUTUYCCKON OpraHU3auU
CETOMHS HYKAAIOTCS PaOOTHUKU KYJIBTYPHI?
IIpodcorozpr? Cosetsl?  XynokeCTBEHHBIE
mewkernsa? Cetn? Wnm ke mpummio Bpems
BOOOPA3UTh U BOILUIOTUTH, YTO-TO COBEPIICHHO
HOBOE?

5. W, nmompocty roBops, 4TO Ha Ball B3IV
MOTYT M JOJDKHBI C/IENIaTh XY[JOKHUKU BMECTE

OpraHu3aliuOHHOTO 06’b€,III/IH6HI/I$I XYOOKHUKOB, CCFOHHS{?

KOoTOpoe OBIIO OBl CIIOCOOHOTO peabHO

1.

Mapuna ['p>xuany: 51 MOTY IPUBECTH YETHIpE pUMepa. ITO YeThIpe pasHble HOPMBI
KOJIEKTHBHOI OpraHM3aliy, OXBATHIBAIOIIIE TPH PA3INIHBIX COUATBHO-TIOTUTHICCKUX H
HCTOPUYECKHUX MEPHOJa: COIMAINCTHIECKYI0 OBIBIIyI0 FOrocnaBuio, MOCTCONUATICTHIECKYIO
CIOBEHHIO ¥ CETOTHAIIHIOI HEOMHOEpanbHyIO KalNTaIHCTHIECKYI0 pealbHOCTh. Bo3Bpamasch
MeIceHHO K 1970 — 1980 romam, s 061 BbIenmiIa 18a npuMepa. [1epBeiil mMen MecTo Ha
XOPBaTCKOH XyI0)KeCTBEHHOI crieHe (OpIBImas FOrocmaBus), Tie BO3ZHUKIIA TOCTXHUITIIOBCKAs/
MIPeIMaHKOBCKask KOHIENTYalIbHO MOCTPOSHHAS Xy0)KECTBEHHAST OPTaHU3aIHS MIIH
coobmiectBo. S nmero B BUay pabodee cooOmecTBo XyaoKHIKOB «IlomBamy, uiu pabodee
€000IIeCTBO MOABATBHBIX XyJTOKHUKOB. DTO MPSIMOH TIEPEBOJI C CEPOCKO-XOPBATCKOTO:

radna zajednica umjetnika Podrum. «ITogBan» o3Ha9am, 94T0 XyITOKHHUKH — 3TO pabouue,
0COOEHHO Te, KOTO CONMAIMCTHIECKast UICONOTHs JIUIIMIIA 9Toro cTaryca. Cpenan HuxX

OBLTH ¥ KOHIIENTYaIbHbIEC XYAOXKHUKH, OHM 3aHUMAJINCh HOBBIMH JUTSl TOTAAIIHEH X0opBaTHN
Xy/10’K€CTBEHHBIMH TPAaKTHKaMH. HeKoTopbIe IMEHa CeTOIHS XOPOIIO H3BECTHBI, KaK

HanpuMep MinazgeH CTUIMHOBUY, BXOIUBINUI B s11po «[loaBanay. 310 OBIIT BaXKHBIN MPOEKT,
COCIMHUBIINI KOHTPKYIBTYPHYIO AEATEIBHOCTD U KOHLENTyalbHOE UCKyccTBO. B 1980-x B
Jrobnsne (Cnosenus, OpiBIIast FOrocnaBust) BO3HUKIIO APYTroe IBIKCHUE, 3aMEIIAaHHOE Ha
MTAHKOBCKHX HJIESIX U CyOKyNIbType U HONTydIHBIIEe H3BECTHOCTh KaK JIIOOISHCKast CyOKyIIbTypa
WIN albTepHATUBHOE IBIOKeHHE. OHO OBLTO TECHO CBSA3aHO C 3apOyKAaBIICHCS TOTA Teii-CIIeHOM
u xiryOHO# KynsTypoil. [Tapamtensro B 1980-¢ BozaukaeT HCK (HoBoe CroBenckoe VckyccTBo
— KOJUIEKTHB, KOTOPBII COCTOSIT M3 MY3bIKaJIbHOM Ipymnbl «Jlaiibax», TpymIbl XyT0)KHHKOB
WPBUH u TeatpanbHO# TPYNIIbI, H3BECTHOW TIIAaBHBIM 00pa3oM Oiaromapsi CBOeMy peskuccépy
Hparany 3asununoBy). HCK Haunnan B 1980-X ¢ moIUTHYECKUX apT-MPOEKTOB, pa300IadaBIInX
TOTATUTapHYIO uaeonoruio. ConuaimsM peryanpoBai B IEPBYIO OUepenb IPOCTPAHCTBO
COIHATBHOTO TIOCPECTBOM KOHTPOIISI ¥ MogunHeHus. [Ipu KkanuTamms3Me 3TOT mpsMoil KOHTPOITb
3akaMyQIIUpoBaH apT-peIHKOM. Tpetuit mpumep — u3 1990-x. D10 3axBar U NpeBpaIIeHue

B CKBOT ITyCTBIX Ka3apM BOCHHOTO KOMILIEKCa, IpHHAa IekaBImX ObBieil KOrociasun

1 OpOIIEHHBIX, Koraa apMus ynuia u3 Cioerud B 1991 romy. 9To Mpou3011II0 B IEHTpE
JIroOmnsHEL, KOTAA TPYIIIBI XYIO)KHUKOB M APYTHX KyJIBTYPHBIX AESATENEeH 3aXBaTHIN BOCHHBIE
KazapMsbl Ha ynuie MerenkoBa. OHE Ha3zBauch MetenkoBa Net, HO CKOpO MEPEMMEHOBAN CeOst
B MertenkoBa City. KonnektuBHast Xyj0’keCTBEHHO-COIHATbHAS OPraHH3aIHs, BO3HUKIIAS B
MOCTCONUATICTHIECKUH IEPHO, MBICIIIIA ce0st TOPOJJOM BHYTPH TOpOJia — MOIITHAS MTapaurMa
1u1st Toro Bpemena. C MOMEHTa OCHOBAHHMS IIPOILIO Ooiee MATHAIIATH JIET, a CTaTyC 9TOTO
roposia OTHOCUTENIBHO TOPOACKON afMUHHUCTPALMU TaK U HE IPOsICHEH. B kauecTBe 4yeTBEPTOro
npuMepa s 06l peoxkmita ceronus Hamry mwiatgopmy PEAPTUKYIISLIUA. Kak Hu rpycTHO
9t10 roBoputh, PEAPTUKVYJIALIMS nenikoM HAXOOUTCS B YCIOBUAX HEONNOEPATBHOTO
m100aIpHOTO KanmuTainn3Ma coBpeMenHoit Cnosenun. (Ecim paccmarpuBarh 3TH 4eThIpe

CiTy4asi KaK CBS3aHHBIC HEKOH TeHEalIOTHeH, BBl MOy IHTe 3a0{HO ¥ HEKOTOPOE MPEICTaBICHUE
0 CBEpXOBICTPOM IpeBpanicHuH connanuima B kanutanusm.) PEAPTUKVYIIALINIO, a ato
JKypHAI U oHJaifHoBas mardopma http://www.reartikulacija.org/english.html, naHrmmupoBanm

B 2007 roxy detsipe uenoseka (Jleban, Knsitaauenct, [laccorn u s). MHMnmuposamu

B Cl10BeHNH, KOTOPasi CBEPXIKCILTYaTHPYETCsl HEOTHOEpaTbHOH KamuTanuCTHIeCKON
9KOHOMHUKOH 1 uaeonorueit. C camoro Hadana Mbl OBUTH HALlENICHBI HA alIbSIHC C JTECOMHCKUMHE

U KBHp-Tpynnamu B JItoOnsHe, a Takke ¢ MUCATeNsIMH, aKTHBUCTAMH M XYJO)KHUKAMH W3
opiBIIIX FOrocnaBckux peciyOiuK, CIOCOOHBIX Ha MPSMOE TIOJIMTHIECKOE IEPEOCMBICIICHHE
m1o6anpHOTO KanuTanu3ma i EBpomneiickoro Cotoza. PEAPTUKVYIIALIMSA — 5T0 He reTTo
OTIMO3UINOHHBIX CHJI, HO CHJIa KOHTAMUHAINH, JEHCTBYIONIAs MEXIy HCKYCCTBOM M HOJIUTHKOM,
CBOETO pO/ia BHYTPEHHEE aKTUBUCTCKOE U TEOPETHIECKOE MPOCTPAHCTBO, CTPEMSIIIIEECs K
pa3MeKeBaHMIO, IPOBEICHUIO PA3ININIl B ICKYCCTBE, TIOIUTHIECKOM U COI[HATBHOM, B TO

e BpeMs peapTHKYINPYs BO3MOKHOCTh U3MEHHTH HEOTHOEPAIbHYIO KaIUTATHCTHIECKYIO
JIOTHKY, KOTOpasi CETOIHs MOPOKIAeT TOIbKO Tpu Bemy. [1o cnoBam Aunie Moembe, 310
HEKPOMOJIUTHKA, HEKPOKAINTAII3M H HEKPOIKOHOMUKA.

2.

M. I':: IlepcniekTrBa, KOTOPYIO CTOUT HOAEPKATH, YTOOBI MOACTYIUTHCS K TOMY, 9TO BBI
IIpeJyIaraeTe, 3To MepecTaThb LyMaTh O ce0e KaK O XyAOXKHUKE, HCKaTh HOBYIO HHCTAHIIUIO

WU OTIPEZIENICHNE, KOTOPOE TOBOPHT, UTO XYHAOKHUKH B IIEPBYIO OUEPEAb TODKHBI OBITh
MONMUTHIECKUMH CyOBEKTaMH, €CIIM OHH XOTAT BIUSATH HA COBPEMEHHOCTb. [l1st 3TOrO
MOTpeOyeTCst HPHIIOKUTh YCUITUS M PACCTAThCSI CO CHEKYIATHBHBIMU CKa309KaMH 00 MCKYCCTBE
1 XyJOXHHUKAX KaK TeHHUAX, TBOPLAX H T.J. — HHBIMH CIIOBaMH, C Ui, UTO MBI SIBHJIHCH B

MHP TOJBKO ISl TOTO, YTOOBI Pa3BUBATH TBOPUECKHUE CHOCOOHOCTH M AaBaTh MONHYIO CBOOOIY
BooOpakeHnto. Ha camom zerne, st MOTY Bac 3aBEpHTh, YTO COBPEMEHHOE HCKYCCTBO U KyJIbTypa
— 9TO MpeJIebHO KECTOKas CHCTeMa IIPaBHII U KOZIOB, HAIIPABICHNI U H300pa3HTEIbHBIX
(opmM, KOTOpBIE BOBCE HE SIBIAIOTCS HEBUIMMBIMH, HA000POT, OHH IPEKPACHO BUAHBI H OCTPO
qyBCTBYIOTCS. MBI IOJDKHBI TIOPBATh, Pa3Bs3aThesl ¢ STUMH dopmatamu. OIuH 13 myTel 31ech
— pa3paboTaTh Y€TKyI0 IMPOTpaMMy, KOTOPasi HAIISTHO MPOAEMOHCTPHPYET CIEIIKY HCKYCCTBA
1 MEXaHU3MOB BIIACTH Yepe3 KOJIOHHAIBHbBIE HCTOPHH TPOIILIOTO U HACTOSIIETO, TIPEABSIBHT
HEOKOJIOHHAIILHYIO PEalbHOCTb.



fleknapauna «Yrto genatv?» 0 NONHTHHE, 3HAHHMK

Haimu npuHIMIBI: cCAMOOPTraHU3ALHUS,
KOJIJIEKTHBHOCTb, COJIHIAPHOCTH

[Tnardopma «Urto nenars?» oObeAHHSACT
XyO)KHHKOB ¥ (PHI0CO(OB, COIMAIBHBIX
HCCIIe0BaTelIeH, aKTUBUCTOB M BCEX TEX,
KTO HAIleJIeH Ha COBMECTHYIO peajii3aIuio
HCCIIE0BATENILCKHX, ITyOIHKAIIMOHHEIX,
XyZI0)KECTBEHHBIX, 00pa30BaTeIbHBIX U
AKTHBUCTCKHUX IIPOEKTOB.

Bce nnnmaTuBs! m1aThopMbl OCHOBAHEL
Ha IPUHIUIIAX CAaMOOPTaHU3aIUN

1 KOJUIEKTHBHOCTH. DTH MPUHIUIIBI
Ppeau3yIoTcs IIOCPEICTBOM NOAUMUYECKUX
@opm koopoynayuy NEeSTENEHOCTH pabodux
TPYIII — COBPEMEHHOTO aHAJIOTa COBEMOo8.
ITpoekTsl, KOTOPBIE peau3yeT Ta WIN

HHasl TPYIIIa-COBET, PEIPE3CHTHPYIOT

BCIO IUIaT(OPMY M HaXOAATCS B TECHOM
B3aUMOJICHCTBUH ApYT C ApyroM. B To xe
BpeMsI CYIIECTBOBaHHUE IUTAT(OPMEI CO3aeT
OO KOHTEKCT HHTEPIIPETAH IIPOEKTOB
€€ MHAUBUTyalbHBIX YYaCTHHUKOB.

MBEI pyKOBOICTBYEMCS TAKKE IIPUHIIUIIOM
COIMJAPHOCTH, OPraHU3ys U IIOAICPKUBAs
CETH B3aUMOIIOMOIIY CO BCEMU HU30BBIMU
TPYIIIaMH, PA3AEIISIONIMHI MPUHIITEI
HMHTepHAIMOHANN3MA, (DeMUHH3MA 1
paBeHCTBa.

TpeOoBanus (He)BO3MOKHOIO

B peaknuoHHbII HCTOPUYECKUI MOMEHT,
KOLZIa JIeMeHTapHBIe TPeOOBaHMUS
BO3MOKHOT'O TIPETIOAHOCSTCSL KaK
POMaHTHYECKasi HEBOSMOXKHOCTB, MBI
0CTaeMCsl peaaucmamy ¥ HacTauBaeM Ha
IIPOCTHIX 1 HOHATHBIX Bemax. Heo6xomumo
yHTH 0T pycTpannii, BHI3BaHHBIX
HCTOPUYECKIMU HEeyladaMH pean3aniun
J1e6blx uoeii, U pacKphITh 3aHOBO HX
0C60000UMeNbHYLIL NOMEHYUA.
OOpamasich kK MHUPOKOH ayIUTOPHH,

MBI TOBOPUM: OBITH CBOOOIHBIM U JKHUTh
JIOCTOMHON XU3HBIO €CTECTBEHHO IS
Ka)KIOTO YEJIOBEKa — CTOUT TOJNBKO HAUTH
B ce0e critbl O0opoThcst 3a 9T0. Ilepsoe,
YTO HaMH JABWKET — OTO HENPUSTHE
T100BIX (hOpM yTHETEHHSI, HCKYCCTBEHHOTO
Ppa3oO0IIeHus Jrofeil U SKCILUTyaTalyy.
ITo3TOoMy MBL CTOMM 32 CHPaBENTINBOE
pacnpeznesneHe 60rarcTsa, co3JaHHOTO
YEJIOBEYECKHM TPYAOM, U BCEX MPUPOAHBIX
pecypcos, s Gara BCex.

MBI HHTEpHANVIOHAINCTHI — B TPeOyeM
IIPU3HAHUS PaBEHCTBA BCEX JIIONEH, BHE
3aBUCHMOCTH OT MECTa UX MPOXUBAHUS U
TIPOUCXOXKICHUSL.

MpbI (heMUHHCTEI — ¥ HPOTHB JIFOOBIX HOpM
narpuapxara, roMmo(o0HH, reH1epHOTO
HEepaBEeHCTBA.

Kanuraan3m He SIBJSIETCS TOTAJIbHOCTHIO

Mpe1 ucxoqum u3 TOro, 4YTO KaIlluTaJInu3M
HC ABJISICTCA TOTAJIBHOCTBIO — B CMBICJIC
TNOIMYJIAPHOI'0 TE€3UCa O TOM, YTO

«HET HUYETO BHE KanmuTalia». 3agada
HUHTCEJUJICKTYaJla U XyJO’KHHUKa

— IMOCJICA0BATCIBHO paSO6J’Ia‘IaTI> MI/Iq;)
o 6e3aHLTepHaTI/IBHOCTI/I 100aJIbHOM
KaIUTAINCTHICCKON CHUCTEMBI B €€
HUCTOPHUYICCKOM U3MCPECHUU.

Mpb1 HacTauBaeM Ha OYEBUHOM: MUp 6HE
20CN00Cmea NPubLLIY U IKCRIYamayuu
HE MPOCTO MOXET OBITh CO3/1aH, HO
BCer/a y>Ke CylIeCTByeT Ha YpOBHE
MUKPO-TIOJIUTUKH U MUKPO-DKOHOMHUKHU
YEJIOBEYECKUX OTHOIICHUH U TBOPUYECKOTO
Tpyna. HeoOXonumMo OTKpPHITE 3TO
padocmuoe RPOCMPAHCME0 HCUHU IS
MaKCHMAJIbHO OOJIBIIIETO KOJINYECTBA
nmozeit. MicropuueckiuM CTaHOBJICHUEM
9TOM SKOHOMHUYECKOM, MMOTUTHUIECKOMH,
HHTEJUICKTYalIbHOM U TBOPYECKON
SMaHCHIIALUH U SBISIETCS KOMMYHUIM.

KommyHnucruueckas pacmn@poBka
KANMHTAJHCTHYECKOH 1elicTBUTEIbHOCTH

[MoamuHAO CBOOOMHBIN, KHUBYIIHNA B
[IOJIHOTE CBOETO OLITHS YEIOBEK — ITO
YeJIOBEK, BOCIIPUMMYMUBBIN K PA3IMUHBIM

HayKaM, KPUTHYECKH MCCIIeNYIONHMii cedst
1 Mup. OHAKO y3Kas CHelHaIH3aIns
HAYYHOTO 3HAHHS B KAIIUTAIUCTHYECKOM
oO0IIecTBe CTAaBUT 3TO 3HAHUE HA CITYXKOY
TOCIOJCTBYIOIEMY KJIACCy — YaCTHbIE
HCCIIETIOBAHUS OTBEYAIOT YaCTHBIM
HHTEpecaM, a HCCIIeA0BaHus 00IecTBa,
HalleJICHHbIE Ha YHUBEPCAIbHOCTb
KPUTHUYECKOTO BBICKA3bIBAHMS, HE HAXOMAT
MHCTUTYIIMOHAJIBEHON MOAAEPIKKH.

MBI yTBEpKaeM, YTO CyIIECTBYET

MONbKO 0OHO 3HAHUE — 3HAHUE, KOTOPOE
CITIOCOOCTBYET PACKPBITHIO TIPU3BAHUS
YeNoBeKa ObiMmb C60000HbIM 6Mecme ¢
opyeumu. Kputrdeckoe 3HaHHE HE JOJKHO
OBITH TOBAPOM, U €0 KaKk MOKHO OoJiee
IINPOKOE PACIIPOCTPAHEHHE — POCBEIICHHE
U 00pa30BaHNe — SBIIETCS AEIOM KaXK10r0
HHTE/JIEKTyalla 1 paOOTHHKA KYJIbTYPBI.
Taxoil cuHTE3 TEOPUU U MPAKTHKH,
HO3HAHUS MHpA U €ro npeodpa3oBaHus,
MBI Ha3bIBAEM KOMMYHUCUYECKOU
pacuiugposxoll Kanumanucmuyeckol
oelcmeumensHoCmu.

Mpl noBTOpsieM Beiiea 3a Mapkcom: «Mbl
HE TOBOPHM MHUDY: “TiepecTaHb 60pOThCs

— Bes TBOSL GOph0a MmycTsIKY; MBI IaiUM Tebe
HCTUHHBIH JO3yHT 60pbObI”. MBI TOIBKO
MIOKa3bIBAEM MUPY, 32 YTO COOCTBEHHO OH
Gopercsi, a CO3HAHUE TaKas BElllb, KOTOPYIO
MHp Oo/ofceH IpHodpecTH cede, XoueT OH
3TOro WK HeT» (U3 mucbMa ApHOJIbLy Pyre,
ceHts0ps 1843 r).

BepHocTh MHTELIEKTYAIBHOMY H
XyA0/KeCTBEHHOMY aBaHrapay XX Beka

MplL IIpU3HAEM BaXKHOCTh aBAHTapAHON
MbIcau XX BeKa AJIsl IEPEOCMbICIICHUS

1 00HOBIICHUSI JIEBOiL huocodckoit u
MOJUTUYECKON TpaguLMK. MBI cuuTaeM,

YTO JUIsl 3TOT0 OOHOBIIEHUS HEOOXOIHM
MaKCHMAJIbHO OTKPBITBIN, HEIOTMAaTHYECKHUIA
MOZIXOJ, MTPEeANOararoluii KPUTHIECKYIO
peLenItIO NOHATUH, KOHLETIUN 1 MPAKTHK,
CJIO)KUBILIUXCS BHE PAMOK JOKTPUHAIBEHOTO
Mapkcu3Ma. HacyimHyro 3agaqy Mbl

BU/JMM B TOM, YTOOBbI BOCCTAHOBUTH CBSI3b
MOJUTHYECKOTO ACHCTBUS, AaHTAKUPOBAaHHOMN
MBICIH ¥ XyJ{0)KECTBEHHOTO H300pETEHHSI.

KuaaccoBasi komno3uuust

OnHOit U3 OCHOBHBIX MPOOIEM TEOPHU
0CTaeTcs onpeoenenue Kiaccosoll
KOMRO3UYUU COBPEMEHHO20 0D ecmEa.

B Hacrosiiee BpeMsi, KOTAa paJiKaibHO
TpaHC(OPMHUPYIOTCST TPYAOBbIC OTHOIICHHMS,
MEHSETCS B CaMO MOHATHE KJI1acCOB. MBI
yIKe HEe MOXKEM MOITHOCTHIO 10JIaraThest

Ha NpPe)KHUE OMpPEIeNIeH s pojieTaprara

1 OyprKyasuH, a Takxke cTapbie HopMbl
oprannzanuu 60pbOBI 32 0CBOOOXKICHHE.

MBI cuuTaeM, 4To HeoOXOIUM AaIbHEHIIINM
MEepeCMOTP KIIACCOBOH TEOPHH,
YUMTBIBAIOIMI COBPEMEHHBIN 3Tl
Pa3BUTHS AHTATOHU3Ma MEXAY TPYIOM U
KanuTaaoM. MBI yTBEp)KIaeM, 4TO 3TOT
AQHTarOHU3M OCTAETCs IEHTPAIbHBIM

U HE TOJIBKO HE UCYE3aeT B CUTyallUuu
TpaHc(opMaIu o0IIECTBa, HO, HAIIPOTUB,
YCUIIUBAETCS U TIO3TOMY TpeOyeT HOBOTO
OCMBICIIEHUSI. 3/1€Ch TaK)KE BO3HHKAET
BOIIPOC O TIEPEOCMBICTIEHHH CTPAaTeTUH

U 33J1a4 KPUTUUECKOTO HHTEIUIEKTyana

B paMKax MeHsomeiics KoHpHUrypauu
MPOU3BOAUTENBHBIX CHIL.

O 3agauax COBPEMEHHOI'0 HCKYCCTBA

CoBpeMeHHOE HCKYCCTBO, KOTOPOE
HPOM3BOAUTCS B KAYECTBE PA3BICUCHUS
WM TOBapa — HE €CTh HCKYCCTBO, a €CTh
MOCTaBJIEHHOE Ha TIOTOK U3TOTOBJICHHE
N000eNoK U OypMaHa Ui yTeXu
HPECHILEHHOTO HOBU3HOW «TBOPYECKOTO
Kinacca». OnHa U3 BaKHEHIINX 3a1a4
cerofHs — pazo0ayaTh HOBEUIIIYIO
CHCTEMY HJEOOIMYECKOT0 KOHTPOJIS 1
MaHMIYJIALMH JTIOJbMH, IICEBIO-TBOpYECKast
AKTUBHOCTb KOTOPOH — He Oonee ueM
KOMMOIM(HKALHSA YKE HE TOIBKO

H HCKyCCTBE

K narunerniw paboyvei rpynnsi «Yro genars?»

PEe3yIBTaToB TPY/a, HO M BceX (GOpM KU3HH.

Mb1 y6exIeHBI, YTO TOJUTHHHOE HCKYCCTBO
— 9TO UCKYCCTBO JIe-aBTOMATHU3ALUH
CO3HAHUs CHaYala XyJOKHHUKA, a TOTOM

— 3purens. I mOCKOIbKY HCKYCCTBO
npencTaBisiet co0oit AesTeNbHOCTD,
OTKPBITYIO KQ)KIOMY, HU BIIaCTh, HH KalUTal
HE MOTYT MOHOIIOJIU3UPOBATH IPABO HA
«BaaeHue» ucKkycctBoM. OIMH U3 OTBETOB
Ha BeuHble e0aThl 00 aBTOHOMUH UCKYCCTBA
— 9TO BO3MOKHOCTb €T0 IIPOU3BOACTBA
HE3aBUCHMO OT apT-HHCTUTYLIHIA,
rOCYAapCTBEHHBIX JINOO0 YacTHBIX. B
COBPEMEHHOH CUTYyaIll HEOOXOAUMOe

JUTSL Pa3BUTHS HCKYCCTBA CAaMOOTPHUIIaHHE
MPOUCXOANT BHE HHCTUTYLIUOHATIBHBIX
MPAKTHK.

MecTo UCKYCCTBa, KaKk MyOIMYHOM HOpMBI
peanu3ayy TBOPIECKOTO MOTEHIHANa
Ka)KJI0T'0 UeJIOBEKa, B HICTOPHUECKHE
MOMEHTBI HOIbEMA PEBOTIOIIMOHHOM
60pb0OBI Beerna 06110 U OyAeT B rylie
COOBITHIA, Ha TUIOLIASX U B KOMMYHax. B
TaKHe MOMEHTHI €ro (hopMoil CTaHOBUTCS
YAWYHBIN T€aTp, MTaKaT, aKIus, Ta3era,
rpadduTu, HapogHOE KUHO, T033US U
My3bIKa. AKTyanu3alus 3THX GopM Ha
HOBOM HCTOPHYECKOM 3Talle U €CTh 3a1aua
MOATMHHOTO Xy[0XKHHKA.

KakoBo MecTO peBO/TIIOLIHOHHOTO
HCKYCCTBA B CUTYalM¥ peakuuu?

B curyanuu epemeniozo 0TCyTCTBUS
MAacCOBBIX JABIKEHUIL 32 peoOpazoBaHue
0011ecTBa MECTO MCKYCCTBA BCE PABHO
OCTaE€TCsl Ha CIMOPOHE Y2HeMeHHbIX, 1
IJIaBHOM €Tro 3a/1aueil sBiseTcs BbipaboTka
HOBBIX ()OPM 4yBCTBEHHOTO U KPUTHYECKOTO
BOCIIPUSITUS] MUpa B IEPCIIEKTHBE
KOJUIGKTHBHOTO 0CBOOOXKIEHHS. FICKycCTBO
JOJKHO CyIIECTBOBATh HE /I My3€eB U
JIMJICPOB, a JIs BEIPAOOTKH M apTHKYIISLIMN
HOBOTO MOJIyCa «OCBOOOXKIAIOLICH
YyBCTBEHHOCTH), CTAHOBUTbHCS
HMHCTPYMEHTOM IO3HAHUS MUpa B
TOTaJAbHOCTH €T0 IIPOTHBOPEUNIL.

My3eu ¥ HHCTUTYLIMH HCKYCCTBA TODKHBI
(YHKIIMOHMPOBATh KaK JACMO3UTAPUN U
71a00PaTOPUH SCTETHYECKOTO O3HAHMUS
MHpA, HO MBI IOJKHbI OTPAAUTh UX

OT NPHUBATH3aLINH, SKOHOMH3ALNH U
HOJYMHEHHs MOIYJIUCTCKOI JIOTHKe
KyJIbTypHUHIYCTPUH. IMEHHO HO3TOMY

MBI CYHTAEM, YTO MOJIHBIIA OTKa3 OT
COTPYIIHUYECTBA C MHCTUTYTaMH KYJIbTypPbI
U aKaJeMueil ABIAETCs B JaHHBIA MOMEHT
HENPaBUILHBIM PelIEHHEeM, HECMOTpS Ha
TO, YTO OONBUUHCINEO ITUX HHCTHTYIIUH
BO BCEM MHPE 3aHATH OTKPOBEHHON
HpOIMaraHAoN ToBapHOro GeTummsma

1 CePBUIILHOTO 3HaHMS. [loanuTHYeCKast
Mpomnaran/a JI0ObIX HHEIX (HOpPM
YEJI0BEYECKOr0 IPU3BaHMs BBI3bIBAET

100 KEeCTKOE OTTOPKEHUE CUCTEMBI,

1100 MHTETPaLUIo B HEee MO 3aKOHaM
3penunia. Ho B To ke Bpemst cucteMa
HEOOHOPOOHA, KaJTHA, TIIyTa U 3aBUCUMA.
3TO OCTaBISIET HAM CETOAHS NPOCTPAHCTBO
JUISL MCIIONIb30BaHMUs MHCTUTYLIH B LIEJAX
HpOIaraHibl CBOETo 3HaHHs, KOTOPOE MOIIIO
ObI 1OCTUTaTh IIMPOKOH ayTUTOPHH, HE
HOJ1aBasICh IPH STOM HCKAKCHHSM.
ITostomy TpeOyercst BBIpaOOTKa SICHBIX
KPUTEPHEB, TJie, Ha KAKUX IUIOLIaJKaX
cieyeT BecTd 00pb0Y, KaKue MPOEKThI
HEeo0XoauMo OOMKOTUPOBATH U pa3odIavyaTh,
a C KeM — U Ha KaKUX yCJIOBHAX — BO3MOXKHO
COTPYIHUYECTBO.

IIporpaMmMa-MUHUMYM

B teky1ueii cutyauuu mMbl peajgaraeM
CaMOyMpaBIISIEMBIM KOJUIEKTUBAM
PYKOBOJCTBOBAThCS CICAYIOLIEH
IpOrpaMMoOil MUHUMYM:

— HepomycTiMo BMeIIaTeIbCTBO BHEIHUX
(akTOpOB B pa3pabOTKy 3aMbICiIa 1
peannzanuu cBoero npoexra. Hexonycruma
nepeaya SKCKIFO3UBHBIX IIPaB Ha
JUCTPUOYLIUIO PE3YJIBTATOB JEATENbHOCTH,

HEZOMyCTUMa IpsiMasi U KOCBEHHAs peKiiamMa
MHCTUTYTOB BJIACTHU U KallUTaJla B PaMKax
MPOEKTA.

— 9KOHOMHYECKUE OTHOIIECHUSI JOJKHBI
BBICTpanBaThcs noautudecku. HyxxHo
KOJIJIEKTHBHO TPeOOBaTh JOCTOMHBIX
YCJIOBHI OILIAThI TPy, H, TAKUM

oOpasom, BcTymasi B pabo4re OTHOLICHUS C
HMHCTHTYIUSMHU BIACTH, JEMOHCTPUPOBATh
HX KalUTaJIMCTHYECKUM, 9KCIUTyaTaTOPCKUN
XapakTep.

— He CJIe/lyeT y4acTBOBaTh B MPOEKTax, €ClIi
UX Pe3yNbTaT (CHMBOIMYECKHH KaluTall,
mpubaBoufas CTOMMOCTh) MOXET ObITh
HMHCTPYMEHTANU3UPOBaH ISl HOIMTHYECKUX
1es1eil, MPOTHBOPEYAIMX BHY TPEHHUM
3a1a4aM PabOThI KOJIJIEKTUBA.

— B IIpoLECcCce Peau3aliy MPOeKTa
HY’>KHO CTPEMHUTBCS K MAKCUMAIIbHOM
HETIPO3PAYHOCTH» CBOCH JIEATENBHOCTH,
CTPEMSICh IPH 5TOM IPOU3BOAUTH CUTYALUH,
CMBICII KOTOPBIX MOXET OBITh MOJTHOCTBIO
BBISIBJIEH TOJBKO BHE OTPaHUYEHHBIX

PaMOK KOHKPETHBIX MIPOU3BOACTBEHHBIX
OTHOUIEHUH. DTO 3HAYUT — KOHCTPYUPOBATH
MOTPEOUTENIBHYIO CTOUMOCTD PabOThI TAKUM
00pa3om, YTOOBI ee MepeBo/] B MEHOBYIO
CTOMMOCTbH ObLI MAKCUMAJIBHO 3aTPyIHEH
JUISL MHCTUTYIMIT BIACTH.

B 10 ke Bpemst Mbl HaCTanBaeM Ha
6ECKOMITPOMICCHOW KPUTHKE 1 60phOe
MPOTUB BCEX MHCTUTYLUH KYyJIBTYPHI,
CTPOSIIUX CBOIO pabOTy Ha KOPPYILUH 1
HNPUMHUTHBHOM 00CITyKHBAHUU HHTEPECOB
KOMMEpYEeCKUX CTPYKTYp, FOCYAapcTBa,
UJICONIOTHH. DTUM HEJOyMKaM 1
MPOCTUTYTKAaM TPEOYeTCsl HOCTOSIHHO «OUTh
IO pyKam» U yKa3bIBaTh Ha MX TI030PHOE
MECTO B UCTOPHH, U MbI OyZieM 3TOro
JT0OMBATHCS BCEMH CPEACTBAMH!

JlokajbHas cnenupuka 60pbObI

MB&I TpedyeM, Kak MUHUMYM, TIpEKpalieHust
HEMIACHOM LIEH3YPhl U PENPECCUH,
HaIpaBJICHHBIX MPOTUB THOOBIX

(hopM NONUTHYECKOH U KyIBTYPHOH
JEeATeIbHOCTH.

U3 310ro TpeboBaHus CACAyeT
HEOOXOIMMOCTh OCYIIECTBICHHS
roCcyAapCTBEHHOW M OOIIECTBEHHOM
TIOAEPKKH HE3aBUCUMBIX OT YaCTHBIX
HMHTEPECOB COIMANBHBIX HCCIESA0BaHHN

U TIPAaKTUK KPUTUIECKOTO HCKYCCTBA

B Poccuu. M36erast TpaiuiiHtOHHOTO
BBIOOPA MY «peOpMU3MOMY MU
«paJUKanu3MOM», Mbl HACTaUBaeM Ha
TIOMCKE CHETN(PUIECKOI TOKAIBHOM
KOMIO3HIMK TPEOOBaHUiT 1 TPOrpaMm
npeobpazoBanuii. s Hauana Mbl Tpedyem
KOHKpETHbIC BEIH: OOLIECTBEHHBIE (POHIBL
JIOMKHBI TIPO3PavHO PACTIPEAENIATHCS IS
MOAAEPKKH B ITyOINYHOM MPOCTPAHCTBE
HCCIIE0BATENILCKUX U XyI0)KECTBEHHBIX
BBICKa3bIBAHHH, a TAKKE UAYIINX CHU3Y
0011eCTBEHHBIX HHUIMATUB. OHU TOJDKHBI
HCTIONb30BaThCS, B TOM YUCIIE, U IS
MOATEPKKH AESTEIbHOCTH, OCHOBAHHOM
Ha EeCTKO! KPUTHKE COBPEMEHHBIX
HWHCTHTYTOB BJIACTH, KaK B KyJIbTyp€, TaK

u B nonutuke. C Apyroit CTOPOHEI, 3TO
BO3MOKHO TOJIBKO NIPH paUKanbHOI
oO1ecTBeHHON TpaHc(opMaLuy, KOTopast
MOIOPBET BCIO CHCTEMY aBTOPUTAPHOTO
KanuTanusma. J{i1st co3panus yciaoBui
3TOH TpaHCHOpMaUU HEOOXOTUMBI

HOBble hopmbl KOOPOUHAYUU CO BCEMHU
IpyruMu GppoHTamu 60psObI — ¢ pabounmuy,
PO COI03HBIMU, IKOTOTHUECKUMH,
(heMUHHUCTCKUMU, aHTH-aBTOPUTAPHBIMU
JBIKEHUSMU M PaclpoCTpaHEHUe Moeen
aKTHBUCTCKOTO CaMO0Opa30BaHus,
MONUTH3AIMH XyI0KECTBEHHBIX

U MHTENIEKTYaIbHBIX TIPAKTHK

— KaK OCHOBaHUS OyayIueil mmpoxon
KOHCOJIMIAIHH JUIsl MONUTUYECKON U
UfieiiHOI TereMOHMH JIEBBIX B OOIECTBE.



Our Principles: Self-
Organization, Collectivism,
Solidarity

The Chto Delat platform unites artists,
philosophers, social researchers,
activists, and all those whose aim is
the collaborative realization of critical
and independent research, publication,
artistic, educational and activist
projects.

All of the platform’s initiatives

are based on the principles of self-
organization and collectivism. These
principles are realized through the
political coordination of working
groups—the contemporary analogue
of soviets. The projects undertaken

by any of these groups represent

the entire platform and are closely
coordinated with one another. At

the same time, the existence of the
platform creates a common context
for interpreting the projects of its
individual participants.

We are likewise guided by the
principle of solidarity. We organize
and support mutual assistance
networks with all grassroots

groups who share the principles of
internationalism, feminism, and
equality.

Demanding the (Im)possible

At this reactionary historical moment,
when elementary demands for the
possible are presented as a romantic
impossibility, we remain realists and
insist on certain simple, intelligible
things. We have to move away

from the frustrations occasioned by
the historical failures to advance
leftist ideas and discover anew their
emancipatory potential.

We say that it is natural for each
person to be free and live a life of
dignity. All that we have to do is to
find the strength within ourselves

to fight for this. The first thing that
motivates us is the rejection of all
forms of oppression, the artificial
alienation of people, and exploitation.
That is why we stand for a distribution
of the wealth produced by human
labor and all natural resources that is
just and directed towards the welfare
of everyone.

We are internationalists: we demand
the recognition of the equality of all
people, no matter where they live or
where they come from.

We are feminists: we are against all
forms of patriarchy, homophobia, and
gender inequality.

Capitalism Is Not a Totality

We believe that capital is not a totality,
that the popular thesis that “there

1s nothing outside capital” is false.
The task of the intellectual and the
artist is to engage in a thoroughgoing
unmasking of the myth that there are
no alternatives to the global capitalist
system.We insist on the obvious: a
world without the dominion of profit
and exploitation not only can be
created but always already exists

in the micropolitics and micro-
economies of human relationships and
creative labor.

We have to reveal this joyous space of
life to the greatest number of people.
The historical becoming of this
economic, political, intellectual, and
creative emancipation is communism.

The Communist Decoding of
Capitalist Reality

The person who is genuinely free,
who lives in the fullness of their
being, is a person who is alive to
various sciences and disciplines,

who critically examines themselves
and the world. However, the narrow
specialization of scientific knowledge
in capitalist society places knowledge
in the service of the dominant class.
Individual research serves private
interests, while research of society,
research based on the universality of
critical utterance, is not supported
institutionally.

We affirm that there'is only one

form of knowledge—knowledge

that enables the discovery that

the calling of human beings is fo

be free with other human beings.
Critical knowledge should not be

a commodity, and its maximalty
widespread distribution—
enlightenment and education—is the
cause of each intellectual and cultural
worker. This synthesis of theory and
practice, knowledge of the world
and its transformation, we call the
communist decoding of capitalist
reality.

We repeat along with Marx: “We

do not say to the world: Cease your
struggles, they are foolish; we will
give you the true slogan of struggle.
We merely show the world what it is
really fighting for, and consciousness
is something that it sas to acquire,
even if it does not want to.” (Letter to
Arnold Ruge, September 1843.)

Faithfulness to the Intellectual
and Artistic Avant-Gardes of
the Twentieth Century

We recognize the importance of
twentieth-century avant-garde thought
for the rethinking and renewal of

the leftist philosophical and political
tradition. We believe that in order

for this renewal to happen we need

a maximally open, non-dogmatic
approach that presupposes a critical
reception of ideas, concepts, and
practices that have formed outside the
framework of doctrinal Marxism. Our
urgent task is to reconnect political
action, engaged thought, and artistic
innovation.

Class Composition

One of the basic problems of

theory remains the definition of
contemporary society’s class structure.
At present, when labor relations are
in a process of radical transformation,
the very notion of classes is changing
as well. We can no longer rely
wholly on the previous definitions of
proletariat and bourgeoisie, or on old
forms of organizing the struggle for
liberation.

We believe that we have to continue
to re-examine class theory by
considering:the contemporary
development of the antagonism
between labor and capital. We affirm
that this antagonism remains the
central one. The transformation

of society has not only not made

it disappear; on the contrary, this
antagonism has only been exacerbated
and therefore needs to be interpreted
anew. We are also faced here with the
question of rethinking the strategies
and tasks of the critical intellectual in
a conjuncture where the configuration
of productive forces is changing.

The Tasks of Contemporary Art

Contemporary art that is produced
as a commodity form or a form

of entertainment is not art. It is

the conveyor-belt manufacture of
counterfeits and narcotics for the
enjoyment of a “creative class” sated
with novelty. One of our most vital
tasks today is unmasking the current
system of ideological control and
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manipulation of people. The pseudo-
creativity of this system is no more
than the commodification not only of
the fruits of their labor, but also of all
forms of life.

We are convinced that genuine art is
art that de-automates consciousness—
first, that of the artist, then that of the
viewer. And because art is an actiyity
open to everyone, neither power nor
capital can have a monopoly on the
“ownership” of art. One answer to the
perennial debate on art’s autonomy is
the possibility that it can be produced
independently of art institutions,
whether state or private. In the
contemporary conjuncture, the self-
negation essential to art’s development
happens outside institutional practices.
As a public form of the unfolding

of each person’s creative potential,
the place of art during moments of
revolutionary struggle has always
been and always will be in the thick
of events, on the squares and in

the communes. At such moments,

art takes the form of street theater,
posters, actions, graffiti, grassroots
cinema, poetry, and music. Renewing
these forms at this new stage in
history is the task of the genuine artist.

What Is the Place of Revolu-
tionary Artin.a Time of
Reaction?

Although mass movements for
the'transformation of society are
temporarily absent, art’s place is
nevertheless still on the side of the
oppressed. lIts central task is the
elaboration of new forms for the
sensual and critical apprehension of
the world from the perspective of
collective liberation. Art should exist
not for museums and dealers but in
order to develop and articulate a new
mode of “emancipated sensuality.”

It should become an instrument for
seeing and knowing the world in the
totality of its contradictions.

The museums and institutions of

art should function as depositories
and laboratories for the aesthetic
exploration of the world. We

should, however, shicld them from
privatization, economization, and
subordination to the populist logic

of the culture industry. That is why
we believe that right now it would

be wrong to refuse to work in any
way with cultural and academic
institutions—despite the fact that

the majority of these institutions
throughout the world are engaged in
the flagrant propaganda of commodity
fetishism and servile knowledge: The
political propaganda of all other forms
of human vocation either provokes the
system’s harsh rejection or the system
co-opts it into its spectacle. At the
same time, however, the system is not
homogeneous—it is greedy, stupid,
and dependent. Today, this leaves

us room to use these institutions to
advance and promote our knowledge.
We can bring this knowledge to a
wide audience without succumbing to
its distortion.

That is why we need to develop clear
criteria for deciding in which venues
we can conduct our struggle, which
projects should be boycotted and
denounced, and with whom and on
what conditions we can collaborate.

Our Basic Program

In the current situation, we propose
that self-governed collectives use
the following basic program as their
guide:

—Don’t allow external factors to
intervene as you develop your ideas

and realize your projects. Don’t
give away exclusive rights to the
distribution of your work. Don’t
directly or indirectly advertise the
institutions of power and capital
within your projects.

— Economic relations have to be
built in a political way. You need to
collectively demand that your labor
be compensated fairly and with
dignity. By entering into a working
relationship with the institutions

of power, you demonstrate their
capitalistic, exploitative nature.

— Don’t participate in projects whose
results (symbolic capital, surplus
value) can be instrumentalized for
political ends that contradict the
internal tasks of your collective’s
work.

— As you realize your project you
should try to make your work as
“non-transparent” as possible. At

the same time, you should strive to
produce situations whose meaning
can be fully manifested only outside
the limited frame of concrete relations
of production. This ' means that you
should construe the use value of the
work in such a way that institutions of
power will be hard pressed when they
try to convert it into exchange value.

At the same time, we insist on an
uncompromising critique of and
struggle against all institutions

of culture that base their work on
corruption.and the primitive servicing
of the interests of commercial
structures, the state, and ideology. We
must constantly “slap” these dimwits
and prostitutes “on the wrist” and
show them their shamefulplace in
history. We will use all the means at
our disposal to make this happen.

The Local Aspect of the Struggle

We demand, as a minimum, the
abolition of tacit.censorship and an
end to all repression of political and
cultural activity.

It follows from this demand that

we need state and public support

for social research projects and
critical art practices in Russia

that are independent of private
interests. Avoiding the traditional
choice between “reformism” and
“radicalism,” we insist on the search
for a specific, local configuration

of demands and transformational
programs. For a start we demand a
few concrete things. Public funds
should be transparently distributed
for the support of research and

art in the public space, as well for
grassroots initiatives. They should
also be used to support work based on
the harsh criticism of contemporary
institutions of power, both in culture
and in politics. On the other hand,
this is possible only as part of a
radical social transformation that
would undermine the entire system
of authoritarian capitalism. In

order to foster conditions for this
transformation, we need new forms
of coordination with all other fronts
of the struggle—with workers, trade
unions, environmentalists, feminists,
and anti-authoritarian activists. We
have to propagate models of activist
self-education and the politicization
of artistic and intellectual practices.
These are the bases for a future broad
consolidation of leftists and the
hegemony of our ideas in society.



PaGOTHHHN KYABTYpbl — XYAOMHHKH,
HHTeANEKTYanol, Kypatopbl, Hccnepoarenu!
O6vepnnaiitech €O BCEMH NIOAbMH TPyaa, KOTOpbIE,
HECMOTPA HH Ha 4TO, npojonxaloT 6opbby 3a csobopy
W JOCTOHHCTBO yenosekal TonbKo BMecTe Mbl MOMeM
BbIPBATHCA H3 NAEHA  HHWETbl MNOBCELHEBHOCTH,

AenpeccHH W crpaxa. Ectb TONbKO ONHH MHP —
H OH Oyner TAaKHM, KaKWM Mbl ero fenaem cenyvac!

Cultural workers—artists,
intellectuals, curators, and researchers!
Unite with all working people! Despite everything, they
continue their struggle for freedom and human dignity.
Only together can we free ourselves from the poverty
of daily life, depression, and fear. There is only one

world—and it will be what we make it today!
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