
Chto Delat derived its idea for the stage 
design of both the Venice and New York 
iterations of the 2015 Creative Time 
Summit: The Curriculum at la Biennale di 
Venezia from the way the Soviet Houses 
of Culture (venues established to house 
all recreational activities) decorated 
community events such as trade union 
meetings, political rallies, or celebrations. 
Traditionally, their designs were intended 
to greet visitors and didactically encourage 
them to participate in the event’s agenda. 
Applying this method to the Summit, 
Nikolay Oleynikov and Dmitry Vilensky 
have created a series of banners that 
correspond with the Summit’s main 
themes. Each banner contains image and 
word games that approach the themes 
from various intellectual, political, and 
aesthetic perspectives.

http://creativetime.org/summit/speakers/
chto-delat/
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Over the course of three days in August 2015, 
the 7th Creative Time Summit, devoted to 
expanded notions of “curriculum,” will take place 
within the 56th International Art Exhibition of 
la Biennale di Venezia, All the World’s Futures, 
curated by Okwui Enwezor. Since 2009, the 
annual Creative Time Summit has operated as a 
convening, a discussion, and a platform for the 
intersection of art and politics. The Venice Art 
Biennale offers a unique opportunity to gather 
an international, interdisciplinary community to 
consider how knowledge is produced and how 
it comes into contact with civil society. In its 
original Latin, curriculum signified a course, like 
the path that one ran around or traversed in a 
racing chariot. When the term began appearing 
in seventeenth-century Scottish universities, it 
was used figuratively to mean “a course of study.” 
Eventually, it signaled that which prepares a 
person for working, thinking, and participating 
as a fully developed member of society. When 
understood as a network of lived experiences, 
learned actions, and known facts, curriculum 
speaks of all that this Summit hopes to address.







The set for the Summit was realized by Nikolay Oleynikov and Dmitry Vilensky in 
collaboration with sewing co-operative “Shvemy” (Kiev-St.Petersburg) and realised at the 
Rosa’s House of Culture 



CO-OpErATiVE “SHVEmY” AT wOrk 



wArmEST grEETiNgS TO All HOpElESS 
ENTHuSiASTS Of ENligHTmENT 

stage slogan in Ukranian 12x1 meter





THE SCENES 

all 6 scenes are double sided. They all 
dedicated to the topic of the day and 
each day of the Summit were changed.

At the last day of the Summit they were 
all turned front side to the public. 

Each scenes has a sizes of 600x70 cm. 

firST DAY





SECOND DAY



THirD DAY



THE NEwSpApEr  
BACk TO SCHOOl  

in a framework of this commision Chto Delat has published a 
new issue of its regular publication which includes a different 
contrubitions to the topic and most of the sketches of the textile 
works exhibited at Summit. 

see full pulication at www.chtodelat.org



But if the implementation of 
a liberating education re-
quires political power and 
the oppressed have none, how 
then is it possible to carry 
out the pedagogy of the op-
pressed prior to the revolu-
tion? This is a question of 
the greatest importance… One 
aspect of the reply is to be 
found in the distinction 

between systematic education, 
which can only be changed by 
political power, and educa-
tional projects, which should 
be carried out with the op-
pressed in the process of or-

ganizing them.

Paulo Freire, 
Pedagogy of the Oppressed, 

1968

But the most exciting events take place not at exhibition openings but in 
studios, kitchens, bedrooms and backstages, where we find an intensive, 
nonstop dialogue about how to make art, why we make it, for whom we 
make it, and whether it wouldn’t be better to reject art totally as an institu-
tional practice and equate art and life. I think that this constant presence of 
collectivity, which is not formally organized in a determinate way, requires 
certain kinds of structures and at times a higher degree of intensity. This 
gives rise to all sorts of circles, seminars, summer schools, groups, move-
ments, working and non-working groups, and so forth. 

NO: You’re right. The “48-hour communes” initiative is an heir to the 
tradition of art associations and experimental educational strategies. The 
duration of our seminars is capable, at first glance, of generating only an 
unstable, temporary community that disintegrates as soon as the time is up. 
But then, perhaps, it would make sense for us to regard this kind of orga-
nization not as a series of separate events, but as a consistent movement 
that unfolds in time in various places and is realized by various participants 
who take up the initiative and develop it.

This approach gives us the opportunity to discuss the very different ques-
tions on the agenda for the very different ad hoc communities that emerge. 
Every time there are different constellations of theorists, activists, artists, 
critics, curators, members of collectives, and people with a background in 
individual work. This collective instability gives us the chance to return 
again and again to a discussion of key problems while also addressing the 
more urgent issues that arise. A network deployed in space and time thus 
arises, and a process takes place that dislocates both the notion of the tradi-
tional artistic group, activist cell, and academic milieus. Consequently, we 
get this picture of an endless nomadic commune where all the people inter-
ested in developing certain ideas eat at the same table (at different tables), 
doze off together in front of a big screen during nighttime screenings of 
political cinema, and are in constant dialogue. Here, as I see it, is where a 
phenomenon emerges: the production of communal learning time… 

DV: … and these exaltations for over 5 years lead us to the idea that we 
need something more stable and local which would have a duration not of 
48 hours but a few years at least –– that’s why we are moving from excit-
ing “affairs” to more “serious relations.” This happens to be a school but 
one based on the same idea of living together. 

Study, study, and study again to learn com-
munism in reality
V. Lenin*

1. The theme of self-education flows from 
the notion of self-organization. What do we 
mean when we talk about this notion today? Self-
organization is a collective process of taking on po-
litical functions and addressing tasks that have been 
excluded from the field of real politics or pushed out 
of public space. Thus, the process of self-education 
is inseparable from the positioning of collective dis-
sent with the existing order of things. It demands the 
transformation of the status quo. Self-organization 
searches for a form to express the voices of dissent-
ing subjectivity.

2. Since self-organization demands some-
thing lacking in a concrete historical 
moment and a concrete local situation, its 
most important characteristic is the lack 
of knowledge.  At the same time, the lack of 
knowledge does not entail the rejection of cognitive 
approaches that are already known. The state of a 

creative lack of knowledge is the point of departure 
for action; it needs to be founded upon a clear his-
torical analysis of the moment and the experience of 
emancipatory projects in the past. 

3. We still do not know how to take ac-
tion, nor do we know what our actions 
could bring. This is why we begin by ask-
ing questions. The situation of questioning is 
comparable to the consciousness of a child who has 
no ready answers. But unlike a child, which needs 
to acquire everyday skills, we are forced to think 
the non-existent. This is precisely where I see the 
unbelievably provocative force of the Lenin-quote 
above. We need to learn how to learn communism, 
to learn something for which there are no ready 
recipes. Genuine education always set itself the goal 
of learning the non-existent. It demands the synthe-
sis of rational methods of knowing the world and 
practices that anticipate other social relations.

4. The process of self-education departs 
a clear awareness of its oppression, and 
aims at changing this state of affairs. 
Self-education is a process that draws in those who 

identify themselves as the oppressed. Its goal is 
emancipation, dignity, and love.
In other words, it searches for an answer to the 
question of how can we get beyond ourselves, 
breaking with our state of insufficiency and oppres-
sion, finally attaining equality.
The only answer is to be found in the practices that 
make up our lives, which demonstrate here and now 
that we are not talking about the abstract categories 
of an ideal world in the future, but about the realities 
of our everyday existence.

*Editorial note: This quote is actually apocryphal, 
and most likely, a posthumous condensation of Len-
in’s view of the Soviet Union’s post-revolutionary 
transformation as a process of ardous self-eduation, 
which he voiced on innumerable occasions.

Chto Delat:
Theses on Self-Education

2006
published at newspaper Chto Delat  
#14: Self-Education

Over the past few years we have met many students, teachers 
and curators who claim collectivity and pedagogy as critical 
alternatives to mainstream practices. Despite those aspirations, 
there is the risk that both will simply function like an art medium. They 
will become sites for an obsessive scramble for the new. Even under 
the rubric of "social practice", participation has become a venue for the 
production of authorships or art practices that can circulate within the 
conventional economies of the art world without radical consequence. 
The relational is easily affirmed as scored, scripted, and staged by the 
artist and the status quo is preserved. Sure, we can treat these spectacles 
of participation as yet another opportunity for the kinds of processes 
Rancière outlines, fashioning our stories from what we see of other’s 
lives. If we do not address our conditions of production, however, we 
should not be surprised that we constantly find ourselves returning to 
the same conundrum, which is to say, the problem of the relationship 
between artist and spectator. The problem is not the presence or absence 
of collectivity or relational practices. Rather, it is a question of what is 
at stake in that relation. Without clarifying what it is exactly that binds 
us in our relation, collectivity is easily repurposed for use by the status 
quo. Within the global north, at least, this is a status quo that believes 
that the entrepreneur, and not brutal monopoly, acts as the primary 
motor of capitalism. The artist as producer is happily accommodated 
as an entrepreneur and the stake in this accommodation justifies the 
very neoliberal revisions that are advancing within both the educational 
sphere and the art world. Liberal economics holds that the entrepreneur 
is the subject of economic competition, the creative force of capitalism. 
From this belief, the state claims to organize itself around the interests 
of the small-business owner. Artists are welcome to participate in this 
role of small-business owners, the so-called “engines of the economy.” 
The various apparatus of the state convince workers that their precarity 
makes them dependent upon the health of the entrepreneurs. To ac-
commodate innovations by the entrepreneurial class, work-
ers are encouraged to learn new skills, which is the primary 
role assigned to the education system. Educators, in turn, 
are required to correlate every aspect of their curriculum 
with the needs of the labor market. This is a pedagogy of 
the market. Thus, when the neoliberal state touts the artist as an 
entrepreneurial innovator, they are hailing the very political subject 
that aligns contemporary politics under capitalism. The entrepreneur 
plays the part of the ideological hero in capitalism. However, it is in 
fact the logic of accumulation that composes the whole mise-en-scène. 
Given these conditions, it is hard not to wonder at what point collec-
tivity will be fully subsumed by the demand for (start-up) companies. 
As noted earlier, we can no longer assume a direct link between radi-
cal politics and working collectively. We were taught this lesson in the 
1990s if we care to remember, when the early rush of new technology 
art co-operatives quickly cashed in their claims of a radical new creative 
culture to form small businesses. Echoes of this betrayal may perhaps 
be found in the correlation between the “over-production” of young art-
ists with advanced degrees and the respectability of collectivity. As art 
school graduates expand the ranks of unemployed youth, so-called new 
practices in collectivity and pedagogy substitute self-sufficiency for 
any entitlement to public services. This is not to say that one resolves 
the problematic of collectivity by turning to "the political" or, by doing 
"political critique." It is nothing less than ironic that when the 
political appears in art discourse it often signifies a con-
siderable distance separating the art practitioner from the 
organization of political movements in their tumultuous col-
lectivity. For this reason, the unsettled relationship between 
the two fields of practice underscores the problematic itself 
and, as such, a theme to be investigated rather than an argu-
ment to be settled. How one goes about such an investigation 
would benefit from a discipline of deliberate recounting of 
experience, of sharing what was heard and seen or thought 
to be heard or seen in the dense forests of art and political 
activity.

Ultra-red 
Art, Collectivity, 

and Pedagogy

2011
fragment of the text first published at the newspaper Chto Delat  
#8-32: Theater of accomplices



uNiVErSAl rAYS Of THE NEw
4х3.5meters 
This banner shows some of the geneaological connections between early soviet 
avant-guard legendary radical padagogical project initiated by people like Malevich, 
Kandinsky among others. It was one of the first UNIversities of the NEW initiated 
and designed by artists. UNOVIS, MOL-, and POS- NOVIS were the names of the 
branches of that initiative in early 20th century. The rays represent some of the new 
radical learning projects of today, such as slow- silent- free- home- invisible-, and 
other -UNIverisities of the NEW that are taking place in the universe nowadays.
contrubitions to the topic and most of the sketches of textile works exhibited at 
Summit. 

CrEOliZiNg 
3x3.2 meters
De-Schooling the 1st world. FORE-Schooling the 2nd world. Creolizing.

THiNgS ArE lEArNED (other things 
are not) to friDA kAHlO 
4x3.5 meters

SCHOOliNg mE SOfTlY wiTH YOur 
TONguE(S) (to pAulO frEirE) 
5x3 meters



gNAw the rOCk of 
lEArNig 
2.5x4 meters

piNk pANTHErS pArTY 
(ppp) vs mAXim gOrkY 
2.5x4 m
Love the book - source of knowledges

lENiN. flY likE A 
BATTErflY. STiNgS likE A 
BEE
1,5x2 meters

wE ArE NO SlAVES, 
SlAVES ArE muTE, AND 
wE ArEN’T
3x4 meters
the earliest educational project of Soviet state was to fight 
illiteracy among workers and peasants, called LIKBEz (to 
abolish illiteracy). One of the first sentences all the pupils 
had to learn was MY NE RABY, RABY NEMY, wich can not 
be translated from Russian with the same slogan-like clarity. 
Though it means WE ARE NO SLAVES, SLAVES ARE MUTE, 
and AND WE AREN’T. In Russian Raby’ (slaves) and Ry’by 
(fish) have only one character difference. And fish are mute.











rOuND TABlES SESSiON AT 
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