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Mouemy mbl obpawaemcs K onbiTy
CTaHOBNAEHUA U pa3sutua [lomos
KynbTypbl? Mouemy 3TO BaXXHO Ansa
Hac cerogHAa?

[naHac, konnektmea YTo genatb, 3To He abCTPaAKTHbIN
BOMPOC HAYYHOro MUCCNeAOBaHUA, a aKTyanbHas
noTpebHocTb GOpPMMPOBAHMA  MPUHUUNUANBHOIO
HOBOrO KOHTEKCTa pPa3BUTMA MCKYCCTBA. Mol
cuntaem, 4yto K moryT ctaTb mecTtom GOpMUPOBaHUSA
HoBOW Myb6/AMKKW 33 npegenamm Heo-nMbepasnbHOro
TBOPYECKOrO KJ/1aCCa U LLEHTPaMM, BOKPYr KOTOPbIX
moryT $bopmMMpoBaTbCsa MOAUTUYECKME coobluecTBa
nofjen,  roToBblX  pasBuMBaTb M OTCTaMBaThb
COLlMANNCTUYECKME  OCHOBaHUA KYNbTYpbl 7
NCKYCCTBA.

MMeHHO NO3TOMY HAW WCTOPUYECKUN UHTepec
NPUHAN NpaKTU4yeckme Gopmbl: BMECTO TOro YTOObI
nsyyatb Jloma KynbTypbl MPOLUIOrO, Mbl peLmnam
OTKpPbITb Hebonbwoi K M NoCMOTPETb YEMY Mbl,
BMeECTE C APYrMMM YHAaCTHUKAMU, MOMKEM HayyuUTbCA
Ha npaKktuke. Tak noasunca K Posbl B MeTepbypre,
CTaBWWIA AOMOM ANA MHOMXECTBA WMHWULMATUMB U
cobbITUIA, KOTOpble MHaye BpPAA-AM Obl mornu Obl
COCTOATLCA.

HyXHO cKa3saTb, ngea jomos KynbTypbl 3apogmnnacb
B Wtanum B cepeamHe 19 BeKa, Korga pabouue
Hayann cobupartbca BmecTe M obyyaTtca rpamore,
ANA Toro, 4to 6bl NPONTK 06pa3oBaTesibHbIM TecT
M ObiTb [ONYLEHHbIMM K y4yacTMilo B Bblbopax.
MNo3gHee 3Ta MAeA NoAyyYnsa MOLLHOE pasBuTUE B
coseTckmx K, HO 1 nocne ux ynagka He ucyesna,
a TpaHcdopmmpoBanacb W npuobpena HoBble
¢dopmbl. Ee cnesbl Mbl MOXKeM OBHAPYKUTb B HOBbIX
LEHTPax KpeaTMBHON WMHAyCcTpuu: JlodT NpoekThbl,
KOBOPKWHIM, AOCYrOBO-pa3BaeKaTelbHble LEHTPbI U
T.4. CerogHa ntoboM WONUHT MOJI/T XOYET BK/IOYaTb
B cebs KuHOTeaTp, TeaTpaibHblA 334 U AETCKMe
KPYyXXKn. MHOrMe apT-uHCTUTYLMM Bce 6Honblue
NHTErpupytoT B cebs GyHKUMM [loMOB KyabTYpbl C UX
obpa3oBaTtesibHbIMM Nporpammamu, bubanoTekamm,
aKLEHTOM Ha AOCTYN MaprMHain3npoBaHHbIX CNOEB
ny6anKM 1 np. Bce aTn coBpemeHHble TEHAEHLUM,
OYEBUAHO, PeanusytoTca B OTCYTCTBUM CKOJIbKO-
HWMOYAb SACHO apPTUKYAMPOBAHHOW NOJUTUYECKOM
nporpammel, B TO BpeMs Kak 3a npexxHumu [K sceraa
CTOAMN NMBO MOLLHblE MAacCOBblE COLMANNCTUYECKNE
napTumn, nmbo rocymapcTBeHHasa obpasoBaTesibHanA
NONUTUKA, KaK 3To 6bin10 B CoBeTckom Cotose mau
KOrocnasun.

OueBMOHO, 4YTO €CAM  Mbl  XOTMM  CEroAHs
BoCTpeboBaTb 0cB06OAMTE/NBHO-00Pa30BaTE/IbHYIO
¢yHKuMo [lomoB KynbTypbl, TO 3TO A0MKEH ObITb
APTUKYIMPOBAHHbIM NPOEKT, HanpPaB/IEHHbI NPOTUB
rereMoHuu KOMMeEpPYECKO-NoTpebnTenbCKoro
OTHOLLUEHMUA K KYJIbTYPE U CTPEMALLMNCA 3a8BUTb CBOU
LEHHOCTM W NOKa3aTb BO3MOXHOCTM MX peannsauum.
MonanTtmka HoBbIX JJOMOB KyAbTypbl CTaBUT, Npexae
BCEro, BOMNpoc nepecmotpa U GopmMmmnpoBaHnsA HOBOWM
KNaccoBOM KOMMO3UUMKM 0bulecTBa, B KOTOpOW
BO3MOMHO dopmumpoBaHue CUHIYNAPHOCTEN,
TO €eCTb HOBbIX /II0AEN, TFOTOBbIX B KOHKPETHbIN
UCTOPUYECKNIA  MOMEHT  OTCTamMBaTb  LIEHHOCTMU
NOSIMTUKN OCBOBOXKAEHMA UM MEPEeOCMbIC/INBATb
PO/ib Ky/NbTYpbl M 3CTETUKM B 3TUX MpoLeccax. Tak
3TO NPOUCXOAMUT B KapaKoAX canatucTos B Ybsnace,
TaK 3TO MPOUCXOAWUT B COLMAMBHbIX LIEHTPax, Mo
BCEMY MMUPY IKCMEPUMEHTUPYIOLMX C NPUHLMNAMM
aBTOHOMMUM n npoToKonamm OTKPbITOCTU.
ABTOHOMMA Bceraa HauBHA, KakK HauBeH obon
MUWKPO MPOEKT B 60/bIOM MUpPe KOpnopaTUBHOMO
KanuTasa, HO TO/IbKO OHA MOMKET 6POCUTb BbI3OB,
npeabaABNATb HOBble (GOPMbl NPOM3BOAUTENBHbIX
coobLecTB, He MOAUYMHAIOLWMXCA NIOTMKe NPUbbLINN.

Kro 3t Hosble nwoan? 3a 4YTO OHMU
rotosbl 60poTbca? Kakue KynbTypHble
dopmbl cnocobHbl wux cnnotutb/
opraHu3oBaTtb? MMeHHO 3T1 BONpOChI
Mbl CTaBuAu, Korga otpbiau 1K PO3bl
M MMEHHO OHM o06cyxKpgalTca Ha
CTpaHUUaXx 3To Nnybankauyum.

Why are we looking to the experience of the establishment and
development of houses of culture? Why is it important for us today?

For us, the Chto Delat collective, this is not an abstract question for scholarly research, but rather
speaks to the urgent need to form a fundamentally new context for the development of art. We
believe that houses of culture can become places for the formation of a new public beyond the
limits of the neoliberal creative class and focal points for the development of political communities
of people, ready to produce and defend socialist foundations for culture and art.

For that reason, our historical interest has taken practical forms: instead of studying the houses
of culture of the past, we decided to open up a small house of culture and see what we, together
with other participants, could learn in practice. That is how the Roza House of Culture appeared
in Petersburg, and it has since hosted many initiatives and events which otherwise would probably
not have seen the light of day.

It needs to be pointed out that the idea of houses of culture appeared in Italy in the middle of
the 19th century, when workers began to gather together to learn how to read in order to pass a
literacy test and be allowed to take part in elections. Later, this idea was energetically developed
in Soviet houses of culture, and even after the collapse of the USSR it did not disappear, but was
transformed and emerged in new incarnations. We can find traces of it in the new centers of the
creative industry: Loft Projects, co-working spaces, leisure and recreation centers, and so on.
Today, every shopping mall hopes to house a cinema, a theatre, and children’s play areas. Many art
institutions are increasingly integrating the functions of houses of culture within themselves, with
their educational programs, libraries, accent on access to marginalized members of the public, etc.
All of these contemporary tendencies, obviously, take place in the absence of a political program
with any degree of articulation, while in the past, houses of culture were run either by mass socialist
movements or by state education policy, as in the Soviet Union and Yugoslavia.

Clearly, if we wish today to reclaim the emancipatory and educational function of the houses of
culture, it must be a well-articulated project directed against the hegemony of the commercial-
consumer relationship to culture and eager to assert its values and show the possibilities for their
actualization. The political purpose of the new houses of culture is to raise, first and foremost, the
issue of re-examining and reformulating the new class structure of society, in which we see the
potential for the formation of singularities, i.e., new people, ready at a given historical moment
to defend the values of an emancipatory politics and rethink the role of culture and aesthetics
in processes of emancipation. This is happening in the Zapatista caracoles in Chiapas, and it is
happening in social centers around the world experimenting with principles of autonomy and
protocols of openness. Autonomy is always naive, as any micro-project is naive in the big world of
corporate capital, but only autonomy can launch a challenge and present new forms of production
communities that disobey the logic of profit.

Who are these new people? What are they prepared to fight for? What
culture forms are they capable of drawing together and organizing?
These are precisely the questions we posed when we opened Roza
House of Culture, and they are the questions being discussed inside
this publication.



Dmitry Vilensky

Spaces of Utility:

Activists’ Club, House of Culture, Social Center

Where and how can the liberating role of art in society be
brought into action in our time? How can we develop the
Romantic idea of “Bildung” - the process of individual
civic formation through forms of aesthetic education? And
what possibilities can we pursue to save the project of art
as a tool for radical transformation of people’s collective
consciousness?

When we conceptualize socialist Houses of Culture, the practices of European and Latin American social
centers, or the policies of certain museums and art institutions, with their search for new forms of public
space, we see that all of these are linked by their desire to find a new place for art in society and a new
type of relationship between art and the public. To use economic terminology, this type of interaction puts
an accent on “user value” and draws it away from the control of the market with its speculative “exchange

value.”

Since Schiller’s time we have known that the purpose of art is aesthetic education, that is, the harmonious
development of personality, the formation of a whole human being, able to engage in creative work. The
limitations of the concept, which describes the emergence of an ideal bourgeois individual personality, are
clearly visible to us now; yet it also speaks to us about the idea that what is central to the existence of art is
not the production of beautiful objects, but the creation of spaces and situations in which art is capable of
transforming human subjectivity. The organization of places where the spectator can directly experience
emotion through an encounter with art is one of the central themes of the reflection of art itself. Traditionally
those places have been museums, galleries, exhibition halls, together with their corresponding educational
programs: group excursions, lecture and seminar classes, created specially for a variety of audiences — all
of this provides the foundation for the existence of an entire system of art. At the same time, in connection
with the democratization of art, the growth of the mass audience for both contemporary and classical art,
and the massive expansion of artistic practices in the contemporary world, it has become clear that such
traditional places are no longer adequate for communicating the liberating role of art and new models of
art’s existence and production are required. The problem is, of course, not a new one, but it is interesting to
analyse its sources and return to the avant-garde project of transforming the concept of art, from the very

beginning of the Soviet period.

Seven years ago, immersed in these problems, the Chto Delat collective began work on a project entitled
the Activist Club. It should already be clear from the name that the project harkens back to Workers’ Clubs
and Houses of Culture, widely popular institutions in the Soviet Union, and more generally, to the ideas of
Soviet industrial workers and their program of “life-building.” Here, for example, is what Boris Arvatov
wrote in his book Art and Production: “art... as a direct and consciously used tool of life-building: that is
the formula for the existence of proletarian art.” Can we share in the creative impulse of such declarations?
And can we continue the project of proletarian art under today’s conditions?

We live in a time of fundamental transition into an economy of post-Fordism and knowledge capitalism.
The passing of the mechanical conveyor frees hands, but who can show us the factory where participation
in production might fulfill the aspirations of today’s workers? What once was seen as a source of hope for

progress and liberation has revealed itself to be a historically doomed phenomenon.

The formation of “new political subjects,” analyses of which were begun by the Italian operaisti (or
“workerists”) in the1960s, turned out to be the complete opposite of what the Productionists had hoped
for in the 1920s. From the beginning of the exodus of workers from the factory, the “conveyor” of the
collectivist model of the subject’s formation and sensibility has been coming to an end, and the forms
of its political organization have also been changing. Today the “factory” is located everywhere and
nowhere. The development of capitalism has allowed us to see the production of false subjectivities in the
multiplicity of capitalist practices involving non-material work which at present are being implemented
throughout the whole world: in the thick of everyday life, in cultural institutions, in social networks and
long-distance work. Understanding this situation opens up other zones of struggle, and precisely for those

zones a repositioning of creative work and the distribution of art is crucial.
From Activist Club to Houses of Culture

The idea for our Activist Club arose under the influence of Aleksandr Rodchenko’s Workers’ Club, created
in 1925 for the International Exposition of Modern Industrial and Decorative Arts in Paris. Created as an
ideal model for the conceptual organization of space, simultaneously drawing into itself the most varied
functions, it never actually materialized in reality. Notwithstanding that in the end the Soviet Union did
not avail itself of the concept, this elegant model showed Western viewers a completely different principle

for organizing workers’ leisure time.

The idea of the Workers’ Club postulated that it should function not only to provide workers with a
navigational base in political matters, but also to supply them with aesthetic experiences, which they should
receive through artistic and practical group activities, as well as lectures and seminars. This approach
critically undermined the very idea of the consumer relationship to art as a form of pure, disengaged
pleasure, and proposed a different model, in which the main thing was practical immersion in artistic
practices and open discussion of art, its purposes and functions. It may be said that the idea of the Workers’
Club consisted of constructing a single public space based on the study of art, creativity (practice), and
participation in political life.

The Workers’ Club designed by Rodchenko was an ideal proto-model that found its actual embodiment

in the Houses of Culture which spread like wildfire across the entire Soviet Union. They were designed

by leading architects who faced the unique task of building multi-functional cultural complexes in which
the formation of the new Soviet man and woman was to take place. In the time of my youth, in 1988,
there were over 137,000 Houses of Culture in the USSR and I am sure that anybody who belongs to my

generation had some experience participating and learning in such a structure.

There has unfortunately been very little research on the subject. Of course many methodological textbooks,
architectural designs and reminiscences by people who passed through the system of education in such
clubs have survived, but there is practically no critical analysis of what that system represented for the
political culture of the USSR, or how it became the basis for the spread of dissident culture beginning in

the 1960s, and the model for the privatization of the whole system in the 1990s.

The importance of the Houses of Culture cannot be overstated. In new Soviet cities, the House of Culture
occupied a central place in city planning and became a center of community life.

A typical House of Culture necessarily contained a cinema and a theater, a public library, a gym, a dance
studio, drawing and photography studios, a ham radio club, rehearsal areas for musicians, a chorus, and a
café. The foyers of these Houses were set up to feature various kinds of exhibitions — from displays of art

works made in the studios of the House to temporary visits of traveling exhibitions.

Until the early 1990s, all House of Culture activities were free of charge. In theory, Houses of Culture were
both built by and under the supervision of the local administration, but in reality they were often financed

by some enterprise or other, especially in factory towns.
Social Centers

Another important phenomenon in the development of models for contemporary culture is the social
center. Though they have existed for a long time, the current moment is seeing a new conception of them
take shape and a new understanding of their role in society. This process was initiated when a series
of progressive museums and art institutions began a discussion, during the course of which they have
striven to rethink their social role. In 2008, in Barcelona, at a conference at the MACBA museum entitled
“Molecular Museum. Toward a New Kind of Institutionality,” it was proposed for the first time to examine
the phenomenon of the social center as a place where art can find other forms of public space and move
outward toward audiences who are deprived of access to museums and regard them, sometimes justly, as
bastions of old privilege, speculative platforms for driving up the prices on luxury items, and places of

leisure for the middle class.

Social centers aim to attract a wide range of people who are excluded from gentrified urban space and
give them a chance not simply to encounter culture, but also to produce it and learn its techniques. A
pivotal moment in the discussion turned on the question of how a cultural appeal can be relevant to these
marginalized groups’ struggle for recognition, and what kind of cultural appeal. From that point, it directly
follows to understand the development of social centers as a countercultural model and one, it seems to me,

that nudges us toward a new re-envisioning of the concept of the House of Culture.

The Countercultural Model of Developing New Art Spaces.
The Roza House of Culture

In the new reality of creative capitalist development and instrumentalization of
art in the interests of profit, the entertainment industries and class segregation,
it is obvious that both the model of the social center and the model of the House
of Culture can exist only as creations of the counter-public sphere. As Nancy
Fraser has correctly observed, such projects “function as spaces of withdrawal
and regroupment” and “as bases and training grounds for agitational activities
directed toward wider publics” by various marginalized groups. This space should
promote the dissemination of alternative (counter) forms of knowledge, which
develop these groups and provoke them toward reciprocal cooperation, drawing
them toward the common cause and creating new alignments of solidarity.

These are the considerations that prompted us to create our own countercultural
place, which we have called the Roza House of Culture. This place duplicates, in
many aspects, the structure of the old Soviet House of Culture: it is founded upon
a network of circles and sections, open to anyone who has the will to participate,
and shares the values of the community. We have a working library and offer
lectures, seminars, and concerts. Our House of Culture frequently turns into an
exhibition hall, and the chorus has begun practicing — everything reminds us of
the Houses of Culture we knew in childhood, but in contrast to the Soviet model,
all of our activities are built on self-organization. Our task is to create a space
that can bring into being possibilities for new forms of interaction between art
and the public. We emphasize not displays of results, but the process of collective
work, leisure and learning; we are creating the conditions where each can teach
and learn, where a mutual exchange of knowledge and skills takes place. Where
inspiration is transmitted like a virus.

NOHAs 8ePCUsl IMO20 MeKCma OnyOIUKO8ana no pyccku 8 kuuee “‘3auem 6uims XyOOHCHUKOM.

Onvimut Llxonvt Bosneuennoeo Hckycemesa” uzo. @onoa Poswr Jliokcembype, 2016
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«Co3HaHue cBoboaAHOIo

Tpyaa» Unm nepe-n3obpeteHme peasbHOCTU

«3acyllleCTBOBaTb B HECYIIECTBOBAHU M)

«Co3HaHue CBOOOIHOrO TpyAa» - 3TO Ha3BaHHE CEIbCKOXO3SHCTBEHHOW KOMMYHbI OpeHOyprckoi
ry6epuuu [1]. TTombiTaeMcs MOHATB, YTO IPOUCXOAWIIO B FOPOJAX U CellaX MOCIE PEBOJIOLMH, OTKy/Aa
MOIVIM BO3HMKHYTh Hercuuciumble kiyObl, JIK, camonesTensHble TeaTpsl B KOMMYyHax M ropojkax. Kak
MOIJIa OpPraHU30BBIBAThCS )KU3HB I10CIIE TOT0, KaK 0a30Bast CTPYKTYpPa COLUAIIbHBIX, IPABOBBIX, TCH/ICPHBIX
OTHOLICHUI ObLIa OTMEHEHAa MEepBOil e cepueil PEeBONIOLMOHHBIX JIekpeToB. OTMEHEeHa dYacTHas
COOCTBEHHOCTb M BMECTE C ITUM IIpOIaja NMPUBMWIICTHS IOJNIy4aTh PEHTY, YTO YCTAHOBHJIO PaBEHCTBO
HPHUBUJIETUPOBAHHBIX C TEMH, KTO HE MMeJ MOJMTHYECKOTO JIMLA U NIpaBa Ha pedb. OTMEHEH LIePKOBHbIH
Opak, 4to ObUIO B INIa3aX JIIOAEH OTMEHOI OCHOBOIOJAraloIIEr0 HNPUPOAHOIO 3aKOHA, HMOCKOJIBKY Ha
SMIMPUYECKOM MOATBEPKACHUH CEKCYaJIbHOTO pa3iMyus Aep)kanach MeTadu3nKa IPUPOAbI U UCTHHBI,
BJIACTH M CAaMOOYEBUIHOCTH. Bce moBe/ieHueckre aBToMaTH3Mbl, CMBICIOBBIE CKJICHKH, KOHLIENTyalIbHAs
apMarypa <OKU3HEHHOTO MHpa» OKa3aauch pa3oM crteprbl. [ CurumsmyHna KpxikaHOBCKOro Takas
cuTyauusi ObljIa CpaBHUMA C TPYIOH CIUIIIErocs cMbIcia, pparMeHThl OyKB Laparaii BeKH, HyKHO ObLIO
«3aCyIIECTBOBATh B HECYLIECTBOBAHUNY. DTOMY HOBOMY MHPY HY>KHO OBLIO HAiiTH CMBICII, IO/IBECTH €TI0
HOJ IOHATHE U YCTaHOBUTh B HEM CBS3M M OTHOILIEHHA. B 3TOM Mupe 0e3 OCHOBaHMS HE OBUIO TOTO, KTO
3HaJl, KaK IPOSKTHUPOBATh U KOHCTPYHUPOBATh BCE II0-HOBOMY. Hu Oora u ero npezncrasureneit o CTOPOHbI
BJIACTH, HU OOTMHM, OOeclieuMBaBILICH CaMOJAHHOE ECTECTBEHHOE CyllecTBOBaHHE. [l TOro 4ToObI
3aCyLIECTBOBATH B 3TOM MHUpE, HY)KHO €r0 CKOHCTPYHPOBAaTh, ONPEIEIUTh HOBBIE CMBICIIbI, HOBBIH OBIT U
HOBBIE BEIH, HOBbIE COL{MAJILHBIC OTHOIICHUS, HOBBIH CLIOCOO FOBOPUTB, U300pECTH HOBBIE TeJa.

Moii mozxxox He B TOM, 4TOOBI JaBaTh OLEGHKY COOBITMSAM ¥ HOJUTHYECKMM (DOpMaM COBETCKOTO,
OoJblIEBU3MA, JUKTAaType MpOJeTapuara, roCyAapCTBEHHON MJICOJIOTHU, a B TOM, YTOObI IIOHATh, KaK
BO3MOXKHA YCTAaHOBKAa Ha KOHTMHICHTHOCTb, Ha IIepen300peTeHne 00IIeCTBa, Ha CO3aHNUE COLHANIbHBIX
MHCTUTYTOB, HE HACIEAYIOUIMX OMBIT M JOTHKY IpeaecTBYomuX. Kak BO3MOXHO paguKanbHOE
KOHCTPYMpPOBaHHE M KpPUTHUYECKOe MepedopMaTupoBaHne «HecTaOMIbHBIX OHTONorui» XX Beka?
Paznuunem B 3TOM cilydae OKa3bIBAalOTCS HE AEMOKDPATHUs U TOTAIUTAPU3M, @ BAPUATHBHOCTh yCTPOUCTBA
CJIOXKHBIX cucTteM. BTopoil Bommpoc: kak BO3MOXKHO MacCOBOE BOBJICUEHHE T'PAXK/JAH B HOBBIE COLHATBHBIE
OTHOLIIEHUS, CO3JAHNE CETEH HOBBIX HHUIATUB?

CeTH MTHMIIMATHUB

B cOBpeMEeHHbIX MCCIIENOBAHHAX MPEYBEIMYEHA POJIb JEMHYPIHUECKOro OOJIbIICBUCTCKOTO NapTHHHOTO
yIpaBJIeHHUs, KOTOPOE B TO BpeMs HE UMEJIO HM MHCTHTYTOB, HU IUIAHOB, HU KaApOB VISl KOHTPOJISA U
ynpasienus. Ilpakrtudecku 3ta 3ajgada TpeOyeT «TBOPYECTBA MAacc», IMO3TOMY HOBOE OOIIECTBO
KOHCTPYHUPYETCsI KaK CeTH MacCOBBIX HU30BbIX HHMIMATUB. [To Kornctutynun 1918 roga (u no Koncruryuuun
1936-r0), MecTHBIE BEIOOPHBIE COBETHI ITOJTy4Yalli aBTOHOMHYO 8 IMUHUCTPATHBHYO U (HHAHCOBYIO BIACTh
B IIpefieNiax CBOEil TeppUTOPHH, TapaliebHO Oblla CO3JaHa CeTh )KCHOT/ENOB 10 TEOPUH AJICKCaHAPBI
KomnonTait u mon pykoBoacTtBoM MHeccel Apmann, cetb opraHusanuid [Iponerkynsra mo teopuu
Arnexkcannpa bornanosa u Anexces ['acteBa, MecTHbIe s4elkK [ 1aBIOIUTIIPOCBETA MOX PYKOBOACTBOM
Hanexnpl Kpynckoit. YKeHoTnenbl cTaBWIM LENbIO JIMKBUIALMIO 0E3rPaMOTHOCTH, 3aILUTY TPYAOBBIX
IpaB, OPraHU3alMI0 JeTCKUX CaJoB M ILIKOJ, HOATOTOBKY JKCHIUMH K TOCYIapCTBEHHOIH M NapTHUHHOH
pabore. [IposeTKyIbT CTal CeThI0 CAMOOPraHU3ALNY JIFOACH B KPY)KKH, KITyObl, LIIKOJIBI, CAMOJCATEIbHBIC
Tearpsl paboueit mononexu (TPAM). I'paxaaHckue OpraHu3alMi MHOTOKPATHO MPEBBIILATH TaPTUHHBIE
U COBETHI 110 KOJIMYECTBY YYaCTHHMKOB. IIIONIafKaMH M LIEHTPaMH 3TOM JEATENbHOCTH CTaHOBHIIMCH
Ki1yObl paboueit Mososiexu U HOBble JloMa KyJbTypbl, re ObUIM PaBHO BOSMOXKHBI M YHUBEPCHTETCKHUE
JICKLUUH U CIOPTUBHBIC COPEBHOBaHUs, OMOIMOTEKM W pasnuuHble mikoibl. Co3nanHas 9 HosOpst 1917
rona Komuceus 1o HapoHOMY MPOCBEIIEHHIO 0] pyKOBOICTBOM JlyHa4apckoro, OqHOTO U3 co3ziareineit
IponerkyinbTa, NO/DKHA ObUIA HE YIPABIATh, 4 CBA3aTh B CETh Pa3Hble 00Pa30BaTE/IbHbIC OPraHU3aLUK U
IIOMOYb X CO3/IaHMIO 1O Bceil crpane. B coctas Komuccun Bxomumu nonkomuccuu: JIMTO (Jlurornen)
(bnok, CepadumoBuy, BepecaeB u 1p.), 30 Hapkomnpoca (Anerman, Ilynun, nosguee O. Bpuk,
Masixosckuii u ap.), TEO Hapkomnpoca (3aBemoBan B. Meliepxomba) ¢ penepTyapHOi U peXUCCEPCKUM
otaenamu (3asenoBan E. Baxranros). KonndectBo TearpoB Beipocio ¢ 82 B 1OpeBOMOIMOHHON Poccun
10 ojtyTopa coreH B onHoit Mockse. C 1919 rona no6asnen Kunootzern.

CoupanpHble IPOLECCHl OPraHM3alNK HOBOTO OOIIECTBA MBICIHINCH [0 MOZACIN CO3NAHHS KOMMYH, T..
JIOKaJbHBIX CaMOOPraHU30BaHHBIX COOOILECTB C COBMECTHBIM TPYAOM M TEXHHKO, COBMECTHBIM OBITOM,
BOCITUTAHHEM AETeH B SICISIX M IIKOJNAX IIOX PYKOBOACTBOM OOy4eHHBIX mpodeccnoHanoB. B cempckux
KOMMYHaX 4acTO YIIOMUHACTCSI CAMOIESTEbHBIN TeaTp, ero PeXKUccep 3a CO3AAaHUE CHEKTAKIIS HOTydal
OIPEIETICHHOE KOJMYECTBO TPYIOJHEH B KAaueCTBE NMPU3HAHMSA CBOCTO TPyHA. B CTOMMYHBIX ropomax
KOMMYHBI CO3[ABAICh B OBIBIIMX TFOCTHHHL@AX M OBIBIINX YacTHHIX HoMax. CTyZeHYSCKHE KOMMYHBI
BO3HUKAIM M3 DHTY3HMa3Ma M Paid COBMECTHOH opraHm3aiuu ObiTa. CenbCKHe KOMMYHBI JOJDKHBI
OBUIH HE TONBKO IEPeH300pecTH OOIICCTBEHHBIC OTHOLICHHS, HO M IEPEBECTH KPECThSH B CTaTyC
CENBCKOXO3SIHCTBEHHBIX Pa00IHX, H3MEHHUB TAKUM 00Pa30M HX KIaCCOBOE CaMOCO3HAHME. DTH MPAKTUKH
BBI3BAIM HEOOXOMMMOCTh IIE€PEOCMBICICHUS LEHHOCTH TPYIOBOTO BKJIAaAa M KPUTEPHEB PABEHCTBA,
00001IecTBIeHHE ObITa HOTPEOOBAJIO ero Nepeoprann3anny, Opak u3 Joura cTaja cBOOOIHBIM BEIOOPOM,
HOBBICUB TPeOOBAHHS )KCHILUH U MY)XIHH IPYT K APyTy. V300peTanich CIoKHbIe pAalHOHATIN3ALNH yIeTa
¥ PaclpeeNieHus] B yCTaBaxX U OTYeTaX KOMMYHAapOB.

Hwu npupona, uu cruxus. [lIpakruka u reopust

JInst KnaccHMuYecKoro MBIIUIEHUs] 3Ta CUTYyallls HEBO3MOXHA, IIOCKONBKY HEBO3MOXHO IOCATHYTh
Ha IepelesblBaHie IPUPOJBI, NEPenUChIBAHME aOCOJIOTHBIX HCTHH, BTOP)KCHHE B CaMOIO3HAHHUE
abcomoTHOro ayxa. M3 3Toil MO3ULMHM HEBO3MOXKHO IONUTHYECKOE IOHMMAHHS 3KOHOMUYECKHX
MPOLECCOB, COMHEHUS B PUPOAHOI IeTEPMHUHALIUH 110JI0B, B CAKPATbHOCTH U HE3BIONEMOCTH HHCTAHIINI
BracTH. ToJbKO HEKJIACCHUECKAs! CUTYaIHsl MOXKET TO3BOJIUThH CUUTATh I'YMaHUTAPHYIO HIIH HOJIUTUYECKYIO
MBbIC/Ib Hay4HOW 10 aHAJIOIMU C TOYHbIMH Haykamu. OHa JIOIyCKaeT, YTO TEOPETHYECKHE OOBEKTHI U
3CTETHYECKHE OOBEKThI HCKYCCTBA aBaHTap/ia MOTYT CTaTh MPAKTHYECKUMH MOJECISMH, T.€. IPHIOAHBIMU
JUISL HETMIOCPEICTBEHHOTO BOIIOIEHHUSI B PEATIbHOCTb.

Aunbrioccep HasbiBaeT JleHuHa u I'yccepiss BPEMEHHBIMH COIO3HMKaMH. OJTa CKaHJalbHas aHaJIOTUs
MOXKeT paboTaTh TONBKO B OJHOM AaCIEKTe: KaK OTKa3 OT «HATypalbHOro» oOOoCHOBaHus. burtsa c
SKOHOMHU3MOM, T.€. TIOHUMaHUEM PKOHOMHKH KaK «HaTypalbHOI» WM «CTUXMIHOI», HepedpeKCuBHOI
OCHOBBI PEaJIbHOCTH, KoTOpas Beinach JleHuHsiM B «Vckpe» n B pabore «Uro nenarb?», MOXET ObITh
HOHATA aHaJOrM4HO 6oprbe ['yccepis ¢ NCUXOJI0rM3MOM. 31€Ch KPUTHKE MOJBEPraeTcsi He SKOHOMMKA
WIM TCUXOJOTHS, a IIONBITKM COXPAaHUTh IIPEXKHEe MBIIUICHHE, ONHMPABIIECeCs Ha He3bI0NIeMOoCTb
MeTaU3UUECKUX OCHOBAHMIA, TOCTYJIMPYEMBIX KaK IIPUPOJHBIC U CaMOJAHHbIE M IOTOMY HEU3MEHHbIE. B
00oMX Cllydasix JIOMyLIEHNUE PUPOJHBIX OCHOBAHUI HE MO3BOJISIIO COBEPILIMTD aHAIU3 CaMOW onepayuu
ROCMYIUPOBaAHUs, OCHOBAHUM, T.€. BIyCTUTh KPHTHYECKYIO MbICIb B OOJNACTh «OHTOJIOTHYECKHM» WIIH
HOJMMTHYECKH JaHHOro. Iloka3aTh HONMTHYECKYI0 3aMHTEPECOBAHHOCTb META(U3MUECKOH MBICIH, U
TaKMM 00pa3oM OTKa3aTh €if B yHUBEPCAIU3ME U JOIyCTUTh KOHTHHIEHTHOCTh HCTOPUHM — 3TO IVIaBHAS
crparerus JIeHHHa B IOpPEBOIIOLMOHHBIX paboTax. Takas cTparerus uMmela AByX INIaBHBIX HPOTHBHUKOB.
OT0 conmaln-1eMOKpaThl, KOTOPbIE TOBOPUIIM O HEBO3MO)XHOCTH BTOPraThbCsl B SKOHOMUUYECKUE 3aKOHBI U
OTBOJMJIY ITOJIUTUYECKOM TEOPHU CKPOMHYIO POJIb IIOCTEIICHHBIX pe(hOpM, TEM CaMbIM IIPU/1aBasi SKOHOMUKE
«O0OBEKTUBHOCTBY. 1 3TO HAPOJHHUKH, KOTOPBIE CAKPAIM30BAIM CTUXUHHOCTb HAPOJHBIX MACC, TEM CaMbIM
HaJeNssl UX CBEPXIPUPOIHBIMU cylHOCTAMH. O0a Moxxona OTPULAIH BOSMOKHOCTb TEOPETHYECKOTO
HO3HAHUS U MOJIMTHYECKOr0 U3MEHEHHS COLMAIbHBIX HOPM. Bonpoc o HayuHOM MO3HAHMHU ObLI HOHAT
JIeHUHBIM KaK BO3MOXHOCTb TEOPETHYECKOH pEe(IICKCHH «CaMOOYEBHIHOTO» M KAK KPUTHYECKHI
QHAJIN3 JIOTMATUYECKUX OCHOBaHUH Kiaccuueckoi Meradusuku. HoBas Hayka OJHOBPEMEHHO Iojaraia
KPUTUKY M TEOPETHYECKOE KOHCTPYMPOBAHHE DPEaJbHOCTH KaK CHCTEM HOBOIl palMOHANIbHOCTH. B
HOCIIEPEBOJIIOLMOHHBIX PaboTax HOBas TEOPETHYECKas 33jada CBOAUTCSH K CUCTEMHOMY O0yCTPOHCTBY
H/ICONIOTMYECKOM/TIONNTUYECKOH CLEHbl, B KOTOPOH JODKHBI OBITh NEPeH300pETeHbI MPHHIUIIBI
PALMOHATIBHOCTH, COLJMAJIbHBIC HHCTUTYTHL.

Ho B mepcnexruBe KOHCTpyKTHBHM3Ma Teopus JIeHMHa yCTynmaeT Teopuu €ro onmnoHeHTa bormaHosa.
boriaHOB B 10peBOJIIOLIMOHHbIE T'O/IbI HauaJl pa3padaThiBaTh TEOPUIO OPraHU3aLUH cUcTeM — TeKTOIOTHIO.
Ero KHMI'M MHOTOKPAaTHO IEpPEU3[aBajuCh B PAaHHHE COBETCKUE OBl €ro MOCIeaoBarean paboTanyu B
rOCYJapCTBEHHBIX MHCTHTYTaX CTATHCTHUKH, INIAHUPOBAHUS, HCTOPHU HAyKH, B YHHBEPCUTETaX, TeaTpax
u JlomMax KynbTypsl. ba3oBbIMU NpUHIMIIAMH TEOPUH ObLIO IIOHMMaHHE OOLIECTBA KAK CHCTEM, KOTOpbIE
HaXOJATCsI B HEMPEPHIBHOM CaMOHM300pETeHHH, OHU M30aBIIAIOTCS OT HEed(P(PEKTUBHBIX, UCKIFOUAIOIIIX
JMHAMMKY CBSI3eH, OH M300pETar0T HOBBIE CIIOCOOBI OpraHu3anuy. CHCTEMbI JOJDKHBI ObITh JOCTATOYHBI JULS
CaMOBOCIIPOU3BO/CTBA, HO HE CTaTH4YHbI. BOr1aHOB aHAIM3UPOBAII THIIBI CUCTEM: OTIHYUE BEPTHKAIBHBIX
CHCTEM OT TOPH30HTAJBHBIX, OTKPBITHIX OT 3aKPBITHIX, PACLIMPEHHE CUCTEM 4Yepe3 BKIIOUECHHE HOBBIX
KOMIIOHEHTOB. Ero mocnenoBaressiMu cuuTanu ce0st MHOTUE XyAOXKHUKH-aBaHIapAUCTbL. [IponeTKynsT
6b11 co3naH B ceHTaOpe 1917 roma mo mHMIHMATHBE MPO(COI030B B COOTBETCTBHH C TEOPETHYECKHUMHU
HOJIOKEHUSIMH OPraHU3aLMOHHONW HayKH. DTO ObUI 3KCIIEPUMEHT COLMO-KYJIBTYPHONH CaMOOPraHU3aLiH.
K 1919 rony nacuutsiBan okono 100 mecTHbIX opranusanmid. «Y Hac B Poccum, -- mucana [lomosa, --
B CBA3H C IEPEKMBAEMBIM HAMH COLIMAJIbHO-TIOJIUTHYECKHM MOMEHTOM, LIEJIbI0 HOBOTO CHHTE3a CTalla
opeanu3zayusA KaK NPUHIMUI BCSKON aKTUBHOM CO3UAAIONIEH AEATEIbHOCTH, U B TOM YHCIIe U 0(OPMIICHUS
XygoxecTBeHHOro». OHa, kak 1 bornaHos, roopuia 06 0co00i CaMOCTOSATENbHO AUCLMILIMHE, KOTOpPast
«CTELNATIbHO HCCIENYeT 3aKOHbl OPraHM3allMM JJIEMEHTOB, Pa3HOBPEMCHHBIX MJIM OJHOBPEMEHHBIX, U
cuctembl Ux opranuzauuit» [2]. Ilo onpenenenuro bornanosa, HCKycCcTBO — OflHA U3 OpPraHU3ALMOHHBIX
(hopm HOBOTO 001IECTBA, T.€. €ro GPYHKILMS He YKPAIaTh U yCJIaX/1aTh, @ IPOM3BOAUTH U KOHCTPYHPOBATS,
YTO JICIVIO B OCHOBY JaIbHEIMIINX yCTaHOBOK [IpOon3BOACTBEHHHKOB ¥ KOHCTPYKTUBHUCTOB ¥ BO MHOIOM
BOILIOTHJIOCH B IpUHLMNAX padotbl JJomos KynsTypbl.

Anna Mumpoghanosa, kpumux, meopemux. Kueem ¢ CI16. Axmugnas yuacmuuya
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xkayba ¢ CI16. Kypamop @unocogckoeo rage Ianepeu sxcnepumenmanbno2o
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Alla Mitrofanova

“Consciousness of Free Labor”

or the Reinvention of Reality

“To Exist in Nonexistence”

“Consciousness of Free Labor” is the name of an agricultural commune in the Orenburg province
[1]. We are trying to understand what happened in cities and villages after the revolution, and from
whence the innumerable clubs, Houses of Culture, and amateur theaters in communes and towns
were able to spring into being. How life was able to become organized after the basic structure of
social, legal, and gender relations was abolished by the very first series of revolutionary decrees.
Private ownership was abolished and together with it the privilege of receiving unearned income,
which established equality of the privileged with those who had no political representation or right
to free speech. Religious marriage was abolished, which in people’s eyes represented the abolition
of fundamental natural law, inasmuch as the empirical confirmation of sexual difference supported

the metaphysics of nature and truth, power and self-evidentiality. All behavioral automatisms and
semantic adhesives, the whole conceptual armature of the “living world” were seen to have been
wiped clean away. For Sigizmund Krzhizhanovsky this situation was comparable with a pile of
sticky meaning, fragments of letters scratched the centuries, and it was necessary “to exist in
nonexistence.” The new world needed to find meaning, to lead it toward concept and establish
connections and relations within it. In this world without a foundation there was nobody who knew
how to plan and construct everything anew. Neither a god and his representatives on the side of
power, nor a goddess ensuring self-given natural existence. In order to exist in this world, it needed
to be constructed, and people had to define new meanings, a new daily life, new things, new social
relations and a new way of speaking, to invent new bodies.

My approach does not entail re-evaluating the events and political forms of the Soviet world,
Bolshevism, the dictatorship of the proletariat and state ideology, but rather entails understanding
how it is possible to establish the reinvention of society and the creation of social institutions amid
contingent circumstances without following the experience and logic of our predecessors. How is
a radical construction and critical reformulation of the twentieth century’s “unstable ontologies”
possible? The key difference here is revealed to be not democracy vs. totalitarianism, but rather the
flexibility of organization of complex systems. A second question: how is it possible to get masses
of citizens involved in new social relations and creating networks of new initiatives?

Networks of Initiatives

Contemporary studies have exaggerated the role of the demiurgic Bolshevik Party leadership,
which at that time had neither institutions, nor plans, nor cadres for control and governance. In
practical terms, this task demands “creative work by the masses,” and therefore a new society
is constructed as networks of mass grassroots initiatives. According to the Constitution of 1918
(and until the 1936 Constitution), local Koncruryuuu 1936-ro), local elected Soviets were given
autonomous administrative and financial authority within the limits of their territory, and a parallel
network of women’s sections was created in accordance with Aleksandra Kollontai’s theory and
under the direction of Inessa Armand, as well as a network of Proletkult (Proletarian Culture)
organizations according to the theory of Alek andr Bogdanov and Aleksei Gastev, and local cells
of Glavpolitprosvet (The Main Political and Educational Committee of the People’s Commissariat
for Education) under the direction of Nadezhda Krupskaya. The women’s sections had the purpose
of eliminating illiteracy, defending workers’ rights, organizing childcare and primary education,
and preparing women for public and Party work. Proletkult became a network of people’s self-
organizing in circles, clubs, schools, and amateur working youth theaters (TRAM). Civic
organizations far surpassed Party organizations and Soviets in their numbers of participants. Young
workers’ clubs and the new Houses of Culture became the venues and centers for those activities;
they were likewise able to host university lectures and sporting competitions, libraries and a variety
of schools. The People’s Commissariat for Education (Narkompros; literally “for Enlightenment”),
created 9 November 1917 under the direction of Lunacharsky, one of the creators of Proletkult,
was supposed not to lead but to join together in a network various educational organizations and
assist their creation throughout the entire country. The Commissariat consisted of the following
subcommissariats: LITO (Litotdel, or Literary Section, which included Blok, Serafimovich,
Veresaev and others); IZO Narkompros (the Graphic Arts Section, including Altman, Punin, later
Osip Brik, Mayakovsky, and others); TEO Narkompros (the Theater Section, run by Meyerhold)
with separate sections for repertoire and direction (run by E. Vakhtangov). The number of theaters
rose from 82 in prerevolutionary Russia to 150 in Moscow alone. In 1919 a Kinootdel (Film Section)
was added.

Thinking the social processes of organization of a new society followed the model of the creation of
communes, i.e. local self-organized communities with cooperative labor and equipment, communal
living, raising children in nurseries and schools run by trained professionals. In village communes,
there are frequent references to amateur theater, where in return for mounting a play, the director
was credited a certain number of work days in recognition of his labor. In capital cities, communes
were formed in former hotels and formerly private houses. Student communes were formed out of
enthusiasm and for the purpose of communal organization of life. Village communes were supposed
to not only reinvent social relations but also raise peasants to the status of agricultural workers,
thereby changing their class consciousness. These practices gave rise to a need to rethink the value
of contributions to labor and the criteria of equality; the communalization of living demanded its
reorganization, and marriage changed from a duty to a free choice, elevating men and women’s
demands toward each other. Complex forms of rationalization of accounting and allotment were
invented in the rules and reports written by members of these communes.

Neither Nature, Nor the Elements. Practice and Theory

For classical thinking, this situation was impossible, inasmuch as it is impossible to encroach into
remaking nature, rewriting absolute truths, violating the self-knowledge of absolute spirit. From
that perspective, a political understanding of economic processes is also impossible, as are doubts
regarding the natural determination of the sexes and the sacral and sanctified nature of the hierarchy
of authority. Only a non-classical position can allow the humanities sciences or political thought
to be deemed scientific, by analogy with the exact sciences. That position allows that theoretical
objects and the aesthetic objects of avant-garde art can become practical models, i.e. usable for
direct implementation in reality.

Althusser calls Lenin and Husserl temporary allies. This scandalous analogy can work in one
aspect only: as a refusal of justification on “natural” grounds. The battle against economism, i.e.
the understanding of economics as a “natural” or “elemental,” non-reflexive basis of reality, led
by Lenin in “Iskra” and in What Is to Be Done?, can be understood as analogous to Husserl’s
struggle against psychologism. Here what is criticized is not economics or psychology, but attempts
to preserve previous thinking, based on the inviolability of metaphysical foundations postulated as
natural and self-given and therefore changeless. In both cases, the hypothesis of natural foundations
did not permit the completion of analyses of the how the postulation of those foundations itself
operates, i.e. admit critical thought into the area of the “ontologically” or politically given. To
show the political involvement of metaphysical thought, and thus refuse its claim to universalism
and admit the contingent nature of history — this is Lenin’s main strategy in his prerevolutionary
works. This strategy faced two main opponents. They were the Social Democrats, who spoke
of the impossibility of interfering with economic laws and assigned political theory the modest
role of aiding gradual reform, at the same time endowing economics with “objectivity.” And also
the narodniks, who sacralized the elemental aspect of the Russian masses, thereby conferring
supernatural essences on them. Both approaches denied the possibility of theoretical knowledge and
political change of social norms. The question of scientific knowledge was raised by Lenin as the
possibility of theoretical reflection on what was apparently “self-evident” and as a critical analysis
of the dogmatic bases of classical metaphysics. New science simultaneously proposed a critique and
a theoretical construction of reality as systems of new rationality. In his postrevolutionary works,
the new theoretical task amounts to systematic exposition of the ideological/political scene in which
principles of rationality and social institutions must be reinvented. B

From a constructivist perspective, however, Lenin’s theory is surpassed by his opponent
Bogdanov’s. During the prerevolutionary period, Bogdanov began to develop his own theory of
system organization, Tektology. His books were republished many times in the early years of
the Soviet Union, his followers worked in state institutes of statistics, planning, and the history
of science, in universities, theaters, and Houses of Culture. The basic principle of the theory
consisted of understanding society as a group of systems in a situation of constant self-invention;
they eliminate ineffective, stifling relations and invent new forms of organization. The systems
must be sufficient for self-reproduction, but not static. Bogdanov analyzed types of systems: what
differentiates vertical systems from horizontal, open from closed, and the expansion of systems
through the inclusion of new components. Many of his followers considered themselves to be artists
and members of the avant-garde. Proletkult was created in September 1917 at the initiative of trade-
unions in accordance with the theoretical theses of organized science. It was an experiment in
sociocultural self-organization. By 1919 it boasted some 100 local organizations. “Here in Russia,”
Popova wrote, “in connection with the social and political moment we are living through, the
goal of a new synthesis has become organization as the principle of any active creative work, and
that includes artistic composition.” Like Bogdanov, Popova spoke of a separate, self-contained
discipline, which “specially studies the laws of organization of elements, in different times and at
the same time, and the systems of their organization” [2]. According to Bogdanov’s definition, art
is one of the organizational forms of the new society, meaning that its function is not to embellish
and delectate,but to produce and construct, which lay at the foundation of later establishments of
Productionists and Constructivists and was embodied to a great extent in the principles of the work
of Houses of Culture.

Alla Mitrofanova is a critic and theoretician. She lives in St. Petersburg. She was
an active participant in the cyberfeminist movement of the 1990s, and one of the co-
creators of the Kiberfemin club in Petersburg. She is the curator of the philosophical
café Gallery of Experimental Sound. Her chief subjects are feminist epistemology,
theory of the avant-garde, and science-art.
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ECTb 1IN MECTO OTA HAC
B AOMAX RYJIbTYPbI i

NOTMPOHUYECKOE OBCYXXAEHUE COUUNANUSALUN, SMAHCUNALUUN U KY/IBTYPbI

x: ITocsie Bropoii MupoBoii BoiiHbI JloMa KyJIbTYPbI HTPAJIH BAKHYIO POJIb B (hOPMHPOBAHMH
BCero MNOCJeBOCHHOro oO0mecTrBa. Boiina npuHeciaa xaoc, o0ydeHue W oOpa3oBaHHe
NPEeKPATHINCH; HY’KHO OBbLI0 BOCCTAHOBHTL 3TH NPOLECChI H TOTOBUTH JI0Aell K Tpyay B
HOBBIX yc10BUsIX. B 3TOM M 3ak/iouanack neib nepsbix J[oMOB KyJIbTyphI — OHH I0TKHBI
ObLTH O0y4YMTH JIIOell, ube o0pa3oBaHMe ObLIO MpepBaHO BONHON. OxHaKO 1Jsl TOrO,
4TO0bI MOHATH CTPYKTYPY, HE00X0AMMO 32JaThCSl BOIPOCOM O TOM, KaK OTKPBIBAIUCH
Joma KyJbTypbl, KAKHM CIIOCOOOM M MPU YYACTHHM KAKOI'0 10JIeBOr0 Kanuraja?

x: HackosibKo st HOHMMAat0, OHU OTKPBIBAIUCH B LENSIX (POPMUPOBAHUS UICOTIOTUH, TIOTUTUKI
U KyJIBTYpbI pabouero kiacca. Bonpoc B ToM, popmupoBana iau cuctema pabounii kiacc,
pacnpocTpaHss KOMMYHUCTHYECKHUE UeU yepe3 JloMa KylbTyphl, WIN COLUATUCTUYECKHIH
pabounii kirace 1eHCTBUTENBEHO HCIIBITHIBAN B HUX MMOTPEOHOCTH? B sKOHOMKYECcKOM
OTHOIIeHNH J[oMa KyJIbTypa CO37aBajiCh B paMKaxX IIPOU3BOJCTBEHHOIO MpOLecca, Ux
CTPOUTEIHCTBO (PMHAHCUPOBAJIOCH [IABHBIMH OTPACIIIMH POMBIIIJIEHHOCTH.

x: BooO1ie-to T0, 0 4eM BbI TOBOpHUTE, OBIIIO BTOPOi 1 Oostee pa3BUTON (a3oii SKOHOMUKHU
conpanucTryeckoid FOrocnasuu, Korna rnepexos K caMoyIpaBisieMOMY COLMATIM3MY NPUHEC
HOBBIE MOJIEJIU KYJIBTYPHOTO ITpou3Bo/cTBa. [lepBast (aza — HEMOCPECTBEHHO MOCIIE BOWHBI
— COCTOsIa B KOJUIEKTUBHOM BOCCTaHOBJICHUH FOPOJIOB H A€pEeBEHb. MHOTHE JIEpEBHH BO
BpeMs1 BOMHBI ObUTH pa3pylieHbl WiK OpolleHbl. B mocneBoeHHbIN meproj Obuia MpuHsTa
IporpamMma «KoJIoHu3amm» (2). B Takux 00cTosATENbCTBAX JTFOAN IPOCTO HE ObLIM 3HAKOMBI
JpYT C IpyroM, IEPEBHH NepeCcTaln ObITh MECTOM, IJI€ CEMbHU JKWIIM MOoKoJIeHusIMU. HyxHO
OBLIO CO3/1aBaTh HOBBIE LIEHTPBI, TAKHE, KOTOPBIE CIIOCOOCTBOBAIN OBl COBMECTHOMY OBITY

U CIy>XWi OBl COIMANN3aly 1 00pa3oBaHuio. Takue MecTa Co3JaBajliCh KOJIEKTHBHBIMU
YCUIINSIMH, ¥ TVIABHBIM OBUIO CTPOUTEIBCTBO IIKOJ, /IOMOB KyABTYpBL, 00abHUI U T.1. KopHu
9TOH NOJIMTHKY — B [IBIYKEHUH HAPOIHOTO OCBOOOXKICHHMS, BEICTYIABIIIEM 32 IPYTYI0 MOJEIh
KyJIBTYPHOTO IIPOHU3BOJICTBA, OHU BBICTYIAH 32 KOJUIEKTHBU3M, & HE HHANBU/IYaIH3M.

Bo Bpemst BoitHBI 00pa30BaHHbIE HHIMBUAYYMBI ObUIM HE €JUHCTBEHHBIMU HOCHTEIISIMH
KyJIBTYpbl, OHH MOIJIU OBITh €€ HHUIIMATOPaMH, HO OHHM HE ObUTH IIaBHBIMH CO3aTEIISIMU.
KynbsrypHO€E IpON3BOACTBO MOCTENEHHO NEPENnIo K JIoouTessiM. Ta ke MOoJMTHKa
MIPOJOIDKAJIAch U B IIEPBbIE MOCIEBOECHHBIE Tozpbl. [Ipoliecce, Korna 3aBo/pl ¥ PeaIpHsITHS
cTaiu cTpouTh JloMa KyabTypsl, Hauaiicsi B 1960-e rosl, U TOJIBKO TOTA MTOSIBUIIACH HOBAs
MOJIEJb KYJIBTYPHOTO TIPOU3BOJICTBA.

x: [Iporecc konoHM3aIMK KOCHYJICS B OCHOBHOM paiioHa BoeBoaMHBI, T/Ie Y Hero ObLIO J1Ba
srana. [lepBas konoHuzauus npousonuia nocie IlepBoit MUPOBOI BOHHBI, KOT/Ia 3€MITIO
TepeIaii CoJaTaM U KOTJIa BEPHYIHMCH cepObl u3 Benrpuu. Bropoii atar, mociie OkoHYaHus
BTtopoit MupoBoii BOHHBI, 3aKit04alcs B repecesieHud B BoeBonuHy ceMell u3 OTJaneHHbIX
obnacteit FOrocnasuu. Hacenenue Hy»)/1ajaoch B COIMATU3AINH, U 5 [I0JIararo, 3TO JIEIaloch B
COOTBETCTBUH C ONPE/ICIICHHBIM IIJIAHOM.

x: Tor AyMacllb, 4YTO 1EJIb 3aK/II04YaJ1aCh B TOM, 4TOOKI YHUYTOXKHUTH HALTMOHAJIbHBIC
I/IZ[eHTI/I‘IHOCTI/I? 9T0 11000MIBITHAS TOYKA 3pCHUA.

X2 I[OMS. KYJIBTYPbI IOApPa3yMeBaJi BOCIIUTATCIIbHY IO (1)yHKHI/IIO. H03;[Hee OTa Mnapajgurma
HU3MEHUJIACh, HO €€ BaKHO IMMOAYCPKHYTh. HCJ'ILIO OBLIO CO3JaHruE€ HOBOT'O Y€JIOBEKA U
HOBOI'O CyGT)eKTa IIpyU MOMOIIHU KYJIBTYPbI U O6pa30BaTeJ'II)HI)IX IMpaKTHUK. Koraa MbI CETOAHA
TOBOpUM O I[OMaX KYJBTYpPbI, Mbl UMCEM B BUAY HC HBIHCITHUEC KYJIBTYPHBIC HCHTPHI C UX
KOMMECPUCCKUMU IIpOrpaMMamMu, a HEUYTO Goiee CJIOXKHOE€, UMCBIIIEC COHUAJIbHYO POJIb.

x: Mory 3auurtarh T0, 4To 51 Hawes o Jlomax kynstypsl (3): «llapmus oxkasvieana dasienue Ha
maccogyro Kynemypy. Kynemypro-obpazosamenvhule Yyenmpul 8 0epesHsx COCMOSIU U3 WKOL U
Jlomos kynemypot, komopwie 6 1948 200y nocmpounu dpueadvt Hapoonozo ®@ponma. K konyy
1947 200a L{K KIIFO naanuposan nocmpoums oxono 400 [Jomoe kynemypsl 6 kawecmeae 04azo8
Kyomyprou u obujecmgennou scuznu. OOHAKo 60 MHOLUX CVUAAX — U3-3 HEOOCMAMOYHOZ0
MAmepuanbHo2o obecneuenus — 5mu 0omMa Obliu NI0X0 NOCMPOEHbL U HAXOOUTUCH 6
3anyuyeHHoM cocmoanuu. Bonpexu ux ocnogHomy Ha3HaueHuio, 04eHb CKOPO UX Npespamuiu
6 CKa0bl, ambapul u 2apasxicu 0Jis KOONEPamueHblX MPAHCROPMHbIX cpedcms. 1 asuas
UOEON02UYeCKAsl U ROTUMUYECKAs! 3a0a4a Napmuy COCMOsLA 8 MOM, 4mobbl NPeodoiens
NepedNCUmKY U0eanu3ma U noJONCUMb HAYYHBIL COYUATUZM 8 OCHO8Y 00paszosanus. buiio
SICHO, YMO énepeou 00N2Ull nymov U0eon02u4ecKol OopbObL U MEMOOUUECKO20 8OCNUMAHUSL
Hocumernell Kyiomypul U 06pazosanus (yuumenetl, npogheccopos, nucameneil, Xy00XHCHUKOB),
umobObl nobedUmsb cmapbule 6327110bl HA HCUZHL U PA3BESMb UILTIOZUU NPOUULO20Y.

x: Cornacuo 3tomy uctounuky, LK KITHO nocranoBui otkpsITs 400 JIoMOB KyIBTYpBHI.
CrenoBarenbHO, 3TO OblIa MOJINUTHKA CBEPXY, IUIAH Pa3BUTHS M (YOPMUPOBAHUS KyJIBTYpPHOM
XKHU3HU. MOXKEM JI MBI CUUTATh PELICHUS BBICIINX MapTUIHBIX YIIPABIEHLIEB IPOrPECCUBHON
U paJyKagbHON 3MaHcunanuen? Minu 3To HacaXkAeHNE UCONIO0TUHN Yepe3 CUCTEMY KYJIbTyphI?

x: BeL1o 051 He6eSLIHTepeCHO NOCMOTPETH HAa B3aMMO3aBUCUMOCTb MCKIY ,Z[OMaMI/I KYJIBTYPbI
" KOOII€paTuBaMu. B MPOUTUPOBAHHOM TEKCTE CKa3aHO, YTO KOOIIE€PATUBLI 3aXBAaTUJIN

Z[OMa KYJBTYPbI, IPEBPATUB UX B CKJIAAbI. 910 MPUBOAMUT K BOIIPOCY O AUCHPOIIOPIUHA: B
KaKuX peruoHax IOrocnasuu KOOIICPAaTUBbI (byHKIII/IOHI/IpOBaJ'H/I JIyd1ie, a B KaKux — xy)Ke?
OTO CBSA3aHO C TEM, YTO HCKOTOPbIC PETUOHBI ObLIH OoJIee Pa3BUTBIMH. Baxno OTMCTUTD,

YTO NPOCKT COBMCIICHUS HOMOB KYJIBTYPbI C CCJIbX03 KOOIICpATUBAMHU OBLI OYEHb GBICTpO
OT6pOHIeH 1 aKICHT NEPEHECIN Ha UHAYCTPUAIN3AIUTO.

x: HeoOxonumo 106aBUTh, YTO B HAILIM JIHU TOJIBKO JiepeBeHCKHe JJoma KynbTyphl
MIPOJOIDKAIOT (PYHKIIMOHUPOBATh. JlepeBHI COOMPAIOT JEHBI'M M HAYMHAIOT X PEKOHCTPYKIIHIO
1o cBoeMy noyrHy. OHU OpraHU3YIOT TaM KaKylo-TO e TeIbHOCTh — IPE3CHTAlnH, COOpaHus,
BeuepuHKH. TakuM 00pa3oM, OHU MO-TPEKHEMY COXPAHSIOT 3HAYEHHE MECT COLIMAIIN3AlINH.
ITo cBoeii cTpykType AepeBeHcKue Jloma KyabTyphl IPOILE, YeM FOPOJCKUE KYJIbTypHBIE
LIEHTPBI, TOCKOJIbKY HCIIBITHIBAIOT MEHbIIIEE JaBJICHUE CO CTOPOHBI KOMMEPLIUH.

x: He Bo Bcem Mory ¢ T0060i1 cortacutecs. S gymaro, roposackue JloMa KyabTypbl BEDKHIIH
Griarogapsi MOJIMTHUYECKOM BOJIE, TOTAA Kak JepeBEHCKIE OTMHpatoT. B benrpane, Hampumep,
MYHHUIMTIAIBHBIM BIIACTSIM MO-NIPEKHEMY MTPUHAUICKAT HEKOTOPBIE YIPEKACHHS

KyJBTYPBI, B TO BpeMsI Kak B IEPEBHAX OHHU 3a0pOIICHBI WM MTPUBaTU3UPOBaHEL. JloMa
KyJBTYpBI, KOTOPBIMH CHOBA HAYMHAIOT IOJIb30BATHCS CEIIBCKHE JKUTENHN, OBUTH MECTaMHU
JIEMOKPaTH3alli{ ¥ IPOTHBOBECOM HAIMOHAIMCTHYECKIM HACTPOCHUSM, TIPUITYIICHHBIM
corramm3MoM. Ceifuac Jloma KylIbTypbl — 3TO MECTa, IJIE CO3JaeTCsl HallMOHAIbHAs KYJIbTypa,
B 3TOM HX HapaJokc. Ty/ia MpUIIIH CBAMEHHUKH U LEPKOBb, (DOJIBKIIOP CTall IIIaBHOW (hopMoi
KyJbTYpbl. B 31X BEDKHBIIHMX JloMax Ky/bTyphl IIPOU3O0IIET H3BECTHBII MTPABBIN IIOBOPOT,
BHE 3aBUCHMOCTH OT TOTO, OCTAJIHCh JIM OHH 11Ol MyHUIINIIAJIbHBIM BEJOMCTBOM HJIH OBIIH
BOCCTAHOBJICHBI 110 HHUIIMATUBE CEJIbCKUX JKUTENEH. B ciydae nepeBeHs caMoopraHu3aust u
HHU30BbIC MHUIMATHBBI CaAMH 110 ce0e HE €CTh HEYTO BIOXHOBIISIOIIEE.

x: Ceifgyac Takoe omynienue, 4to Jloma KynbTypsl BBDKIIN B Topoaax. MIX mpocTpaHcTBa,
pacnonoXeHHbIe 1Mo OOJbIIEH YaCTH B IIPUBJIEKATENFHBIX TOPOJCKUX paiOHAX, OKa3alicCh
Oonee peHTabENFHBIMY, YeM B AepeBHIX. B 1990-¢, korga pacmamanace FOrocmasus,
ropozckne Jloma KylneTypsl TOXKE MPHUILTH B yIagoK. MIX MpoCcTpaHCTBO HCIONB30BATIOCH
YaCTHBIMH IIKOJIAMH JUISI 3aHATHH A3bIKaAMH, UICKyCCTBOM, PeMecIaMu 1 T.1. Maio-roMairy,
MTOCPECTBOM NPHUBATU3AINH, X OTHAIH Yy mozeil. Kro-To, 6arogaps nx ynadaomy
MECTOPACIIOIOKEHUIO B TOPOAIE, HETIOX0 Ha 3TOM Haxkwiics. [lociennss BomHa N3MEeHEHNH
B 3KOHOMHYECKOW M KyIBbTYpHOH IOJIMTHKE TOBBICHIIA HHTEpEC K JloMaM KyIbTypbl, M OHU
o0Opemnu HOBYIO peiHOYHYTO opmy. [Tocme 2000-x (4) JJoma KyImbTypBI IPEBPATHIINCH B
KyJbTYpHBIE IeHTpHI. JlepeBeHckre JloMa KyleTypsl IpeTepead HHOTO POa PEIHOYHYTO
TpaHC(OpPMALNIO, U X UCTIOI30BAM ISl MAJIOTO YaCTHOTO OM3HECA B KAYECTBE Mara3nHoOB,
kade mm IucKo-KITyOoB.

x: UToOBI OCMBICIHTH MPUBATU3AIMIO JJOMOB KYJIBTYpBI, HEOOXOANMO BEPHYTHCS K
Hayally Halero o0Cy>KaeHus M YIOMSIHYTOMY BBIIIE JoneBoMy KanuTaiy. [To HanGonee
pacnpoCcTpaHeHHON MOJIENH, I0Ma CTPOMIINCH NIPH YIACTHH I0JIEBOTO KallUTaaa HECKOIBKHUX
0006mecTBIeHHbIX KoMnaHuil. Tak, ecnn Hekas kommnanust BHecna 30% B CTPOUTETIHCTBO
Joma KynsTypbl, 311 30% OTIaBaInch HOBOMY XO3SIMHY, KAK TOJIBKO KOMIAHUS
TIPUBATU3NPOBANIACH. TaKOH THII TOJIEBOTO BIAJICHHS 1aJI BO3MOXKHOCTH IT0-Pa3HOMY
TOJIKOBAaTh XapakTep COOCTBEHHOCTH BO BpeMs nepexoaHoro (5) nepuoxa. [IpuBaruzanms
HacTauBaja Ha ONPEAEICHIH TOYHOTO IPOLCHTA BO BIIaICHUH COOCTBEHHOCTHIO, TaK UTO
3axBaT JloMOB KyJIbTYphI ObII COBEPILIEHHO 3aKOHHBIM TIporieccoM. HecKoIbKo Mo-HHOMY
MIPOMCXOAMIIO B TOPO/IaX — MyHHIIUITAIUTETHI TONyYrin JloMa KyJasTyphl B COOCTBEHHOCTD
OT KOMIaHUH, a 3aTeM HX ITOMENICHUS U1l pa3HOOOpa3HOil JeITeIbHOCTH HCIIONb30Bala
HaXOMBILAsICA y BIACTH MOJIUTHYECKAst MapTHs.

x: OnHOM U3 MPUYMH yHagKa IepeBEHCKUX JJOMOB KyJIbTYphI OBIIO TO, YTO MOJIOAEKD
ye3xaina B ropoza. B 1960-e rons! MonozexxHast KylnbTypa MepeXruBaiia paciBeT, U TOPOICKHUE
KyJIBTYpHBIE IEHTPHI CTaJI OPUEHTHPOBATHCS HAa MOJIOIEKb, HO TETeph B (POKyce MX
BHUMAaHHMS OBIJIO Y)ke He oOpa3oBanue. KynbTypHble IEHTpHI, Takne Kak CTyaeH4ecKuii
KyJIBTYpHBIN HEHTp Wi CTyJeHUYECKHI TOPOACKON KyIbTYpHBIH LEHTP, MOSIBUIIUCH NIOCIIE
CTyICHUYECKUX AeMoHcTpannii 1968 roma (6) ¥ cIy KU IPOCTPAHCTBOM TSI yMAPOTBOPECHHUS
MomnozexkHoro OyHTa. MHmycTpranu3aiyst u coobrtas 1968-ro roga mpuBeiIn K TOMY, 9TO
KyJBTYpHasI HOJINTHKA COCPETOTOUMIIACH NCKITIOUUTENBHO Ha Monoaexu. Co BpeMeHeM
MOJIOZIC)KHAS KYJIBTypa CTaHeT PHIHOYHO-OPHEHTHPOBAHHOM 110/] BIMSHUEM ITOI-KYJIBTYPHI.

X: MOXXHO CKa3aTh, 9TO «IIOBOPOT» K MOJIOJICIKH O3HAYaN Ha JejIe HTHOPUPOBAHHUE
00pazoBaTenbHOro actekra JJoMOB KyabTyphl M OPHEHTANNIO HA (HETIPSIMYTO) BBITOTY.

x: JlepeBenckue JlomMa KyabTyphl JaXe HE IBITAINCH BCTYIIUTh B CIIOP C MOJIOEXBI0, OHU
yluti B paspiedenue. Ecim nepast BonHa He 3a0b1Baa 06 00pa3oBaHH, TO BTOpas — U

TYT sI MOTY COCIIaThCSl HA MOMX POAMTENCH — paccMarpuBana J{oM KyabTyphl KaKk MECTO JUIs
Jocyra, a He o0pa3zoBaHus. BocromuHanuns Hammx poaurenei o JloMax KyabTypbl CBOAATCS
K TaHIIaM ¥ Be4epruHKaM. Sl He yTBepKato, 4To B IEpeBEHCKUX J[oMax KyabTypbl BooOIIe

He OBUTO KyNbTypHBIX cOObITHII. Ha000poT. B HUX mOKa3piBam (GUIBMBI, CTaBHIIH ITHECHI,

HO C MHBIMH HEsIMHA. [lymMato, 9TO yIIOMSHYTHIH BBIIIE IEPEXOJHbIA IEPHOJ] — 3TO HA CAMOM
JieTie YeTBEPTHIH 3Tall, ¥ MBI cedac >KMBEM HMEHHO B HEM. TpeThHM 3TarnoM B Ku3HH JJoMOB
KynsTypsI 0611 KoHeTT 1980-x — Hagamo 1990-x, korma npuBaTH3aIys eiie He 3aBepIIniach,
HO HaxoJuJIach Ha CTAJNH NMPEBPALICHUS 00IECTBEHHOTO YIIPABICHHS B TOCYJapPCTBEHHYTO
cobcrBeHHOCTS. [Tocine 3Toro Havgasncs 4YeTBEpPThIN 3Tl TOTAIBHONW MPUBATH3AIMH M OTHSTHS.

x: B npountupoBanHOM TekcTe ToBOpUTCs, uyTo Jloma KynbTypsl cTporiauch LK KITHO

n Opuragamu Hapoanoro dponTa, TO €CTh CyIIecTBOBANA OPIraHU30BAaHHAS CTPYKTYypa.

[Ipu n3MeHeHnn 00IECTBEHHOTO CTPos B KoHIlEe 1980-x — Haganme 1990-x aTa cTpyKTypa
cTaina ucyesarb. He xBarano nmporpaMm JaabHEHIIETo pa3BUTHS, MO3TOMY JlomMa KyIbTyphl
MIOCTETIEHHO yTPaduBaiIu cBoe 3HadeHue. OTCYTCTBHE MOIJICPKKH OOPEKIIO MX Ha YMHpaHHUE,
a cucTeMa TOJIKasIa K peIHKY. ECTh MHOTO MOX0XKHX MPUMEPOB — TaK IPOU3O0IIIO HE TOIBKO €
JloMamu KynbTypsl, IPYTHE YUPEKACHHUS KOHUHIIH TEM Ke.

x: B 1990-¢e Jloma KynbTypbl cOOMpay ompeeieHHbIe YaCTH 00IIecTBa, HO MIPOTPaMMEL
HOCWJIM MHOH XapakTep. B To Bpemsi oHn Oblin 00pa30BaTesIbHBIMH, OTHAKO 3TO 00pa30BaHMe
HaXOIWJIOCH B pycCJie HAOMPABIIIETo CHITy HallMoHanu3Ma. [IporpaMMbl peTeprieny Takyro xe
TpaHc(opMannio, Kak ¥ CHCTEMa 00Pa30BaHUs B IIETIOM.

X: YCHIIeHUE IEPKBH CHITPajio HHTEPECHYIO POJh B yImaake JJoMOB KyabTypHl. DTO HA4alIoCh
B KoHIIe 1980-X, KOTZIa IEPKOBE CTaja MECTOM cOOpaHUi 1 BEIPAaOOTKH HOBBIX KyJIBTYPHBIX
UIEHTUYHOCTEMN.

x: B uem Tyt cBs13p? He mymaro, 9TO IIEpKOBh MMEET KaKOe-TO OTHOIICHHME K ynaaky [lomoB
KyJBTYPBI.



X: B kakoii-To MOMEHT B LIEPKOBb XJIBIHYJ HapOJl, UTO
yBEIMYMIO ee goxoy. PHUHAHCOBOE YCUIICHHE LIEPKBHU CTAJI0
Ba)XHBIM (DAKTOPOM B CO3JIaHUU KYJIBTYPHOH MapajurMbl.
MOosxHO cKa3arh, YTO LEPKOBb ObLIa 3aHHTEPECOBaHA B
ocnabienun JloMoB KyabTyphl. [IprBarusaiuu GpUT0 Ha
PYKY, 4TO JIXONU YXOHAT U3 JJOMOB KyIbTyphl B Ipyre€ MECTA.
Oco0eHHO B MaJIeHbKHX TOPO/IaX COO0IIECTBA HYK/IAJIUCh B
MecTax Juisi COOpaHuid, U TaKHe MECTa OHU HAIIUTH B IIEPKBH.

x: Comanrychk co BCeM CKa3aHHBIM, OJHAKO CaM TE€3UC
NIPUTSHYT 32 YILIU.

X: OTO BCEro JMIIb TOTOJHUTEIbHBIN IITPUX K Pa3TOBOPY

o TpaHcdopmanuu u ynajake JJoMoB KynbTypsl. Bo3aMoXxHO,
LIEPKOBH HE MOBNHATIA HAPSAMYIO Ha UX OTMHUpPaHUe, HO e
OBUIO BBITOJIHO UX OCJIa0JICHUE.

X: MHe Ka)eTcs, 51 MOTY yKa3arh po0iemy, pUBEIIIYIO
K UX OTMUPaHUIO. MBI HCXOAUM U3 JIOXKHOI NMPEIIOoChUIKY,
4yT0 JloMa KyJIbTypbl ObUIA MECTOM IIMPOKOW COITUAIEHON
sMaHcunanuu. S xxe gymaro, yTo B caMoii uaee JlomoB
KyJIBTYPBI COZIEPKATIOCH 38PHO UX OYyIyLIEero MpeBpalleH s
B HE4TO MHOE. MBI 3a0bIBaeM, 4To JloMa KyJIbTyphbl
MIOPOXKAAJIH TIIABHBIM 00pa3oM MOJEPHUCTCKYIO KYJIBTYpY.
Ha BrOpoM 3Tamne HaponHYIO KyJAbTypY 3aMEHMI SIMUTHU3M,
HE UMEBIIMH HUYEro o01iero ¢ pabounMH U KpeCThsHaAMHU.
He ynuBurensHo, uto B 1990-e [loM KyabTypsl cTal
paccagHiKOM (DaIIUCTCKUX DJICMEHTOB.

x: B nepenoMublit MOMeHT, Ha pyOexe 1950-x,
TOCYyHapCTBEHHLIC 3JIUTHI CTOJIKHYJIMCH C HeO6XOZ[I/IMOCTI)IO
BBIOOpA MEXTy ABYMs KYJBTYPHBIMH MapajurMaMu —
COIMATMCTHYSCKAM PEATU3MOM U MOAepHI3MOM. 1

OHH BBIOpAIH MOJIEPHU3M. ITO OBLTO BO3MOXHO TOJIBKO

B TOPOJaX, [7Ie ClIe CYIIECTBOBA KJIacC JOBOSHHON
OypKya3uu.

X: MBI IOJKHBI CITPOCUTH caMuX ceOsi: He ObuT i Jlom
KYJBTYPBI H3HAYAJIbHO «HEUUCTHIMY OPOXKICHUEM CHCTEMBI?
[TpaBUIIBHO JIK CUUTATH €r0 IYOINYHBIM IPOCTPAHCTBOM,
HpOCTpaHCTBOM, 3apH)KeHHI>IM 3MaHCI/IHaT0pHI)IM
MOTEHIaIoM?

x: Bo3moxxHO 11 ceromus neiicTBoBarh Ha 6aze [loma
KYJIBTYpbl, BEpHYTh €My CollajbHOE n3MepeHue? J{omkHbl

JIX MBI COTPYIHHYATh C HHCTUTYIUSAMH WK JCHCTBOBATh
mo-napru3ancku? Yto sydriie — paboTarh ¢ ropoKaHaAMH
WJIM CeNbCKUMU XKUTeNsiMU? Kak MbI MOXkeM JIeiicTBOBaThH B
JiepeBHe, eciu mpubbun u3 benrpanaa? Ecte jin y Hac mpaBo
oOpararkcs K nepeBHe?

x: Kynbrypa ceromHs ciay XUt U3BJICUCHUIO MPHOBLIH,

a "He amMaHcunanuu. OT UeH COIUATH3AIUN HY)KHO
JIUCTAHITUPOBATHCS, TOCKOJIBKY CETrOJIHsI, IO CPABHCHHIO

¢ 1950-mu, u3meHuach o0IECTBEHHAS IIOTPEOHOCTD B
MPOCTPAHCTBE.

x: Emie Bonpoc, 3auHTepecyeT 1 cellb4aH JUajor ¢ HaMH.
VY HHX CBOSI CHCTE€MA, CBOM XyAOKHUKHU, CBOM HaJTaXXCHHBIE
MECTHBIE CBSA3M, MBI UM He Hy>KHbl. OHI HE HYX/IaIO0TCs B
SMaHCUIIUPYIONIEH BHEIIHEH HHCTAHIIUM, OHU CYUTAIOT HAC
qy)KaKaMHu.

X: MoxeT ObITh, MBI HE TOJDKHBI JEHCTBOBAThH Ha 6a3ze JloMoB
KYJIBTYPBbI, MOXKET OBITh, MBI JOJDKHBI OOPATUTHCS K HOBBIM
MpaKkTUKaM dMaHcumnaimu. HeoO0XoauMo moHsTh, IJie CeromHs
MECTO KYJIBTYPHI B TPOU3BOJCTBEHHOM MpOIIECCe, U KaKyIO
(hopMy MBI MOTJIH OBI IPUIATH CHCTEME B IIpoOlIecce ee
co3nanusl. XyIOXKHHK JTOJDKEH OBITh COCTABHOM YacThIO BCEX
9TUX MPOIIECCOB, @ HE HAXOUTCSI BOBHE.

x: HyxHo oTOpocuTs naeto Jloma KynbTypsl Kak
COIMAJIBHOTO IIPOCTpaHCTBa. JoM KynbTypbl OOJIbLIE HE
SIBJIIETCSL MECTOM BCTPEY, MBI JIOJIKHBI CO3/1aTh IPYrO€ MECTO,
rJe MorIu Obl COOMPATHCS JIFOIM C Pa3HBIMU MMO3ULIUAMU U
Pa3HBIMU LIEISIMU.

Kak 3T0 MO0KHO OCylIeCTBUTH CEroaHsi?
Kak crpours amajgor ¢ JApyrumMu
KyJbTYPHbIMH  paldorHukamu?  Kak
rOBOPUTH ¢ Pad0YuMH, KaK yOeauTh UX B
TOM, YTO HE00XOAUMO BEPHYTh 3aBOAbI?
KakumOy1eTnnpou3BoacTBo, Heco3aammiee
npudbliii?  Kak B ceroaHsimigeM
KOHTEKCTe BOOOpPa3sUTb HHON NPUHLMII
npou3BoAcTBa? Mbl 10/KHBI IOMBICJIUTH
HHbI¢ 00IIECTBEHHbIC M IKOHOMHYECKHE

OTHOLIEHHSI, KOTOpPble CTHUMYJIHPOBAJIU
Obl BO3HMKHOBEHHME HHOIl KYJbTYPHOIl
napaaurmel. SIBJjsieTcs Jid 3Ta AUCKYCCHUS
CIOCO00M MepeoCMbICIUTh U PA3ABUHYTh
TOPU30HTHI?

B npouecce HaNMCcaHUSA 3TOT0 TEKCTA MbI
JAyMaeM M 4TO-TO CO3/1aeM, 3/1eCh U ceifuac,
HO Oya1y4Hd OnmyOJIMKOBAHHBIM, HAII TEKCT
OKAXKeTCH KOMMOAU(PUIMPOBAHHBIM
CHCTEMOM KYJIbTYPBI.

Dmom mekcm —pe3yniomam OUCKyccuu HegpopmanvHoii
Paboueir zpynnoi  «Kynomypnoe nodpazdenenuer,
6 Komopylo 6xo0am Mupeana /Jlpazocaenvesuu,
Hcuoopa Hnuu, Munowm Munemuu, Mupsana
Paoosanosuu, /lanuno Ipuvam, bowko Ipocmpan.

IIpumeyanus:

1. B IOrocnaBuu J{oma KynbTypbl BKIIIOYaIH B ce0s
TAK)KE MOJIOAEKHBIE LIEHTPBI, KYJILTYPHEIE LIEHTPEI,
LIEHTPBI MOJIOJIEKHON KyIbTypHI, CTyI€HUECKUE
KYJbTYPHBIC LICHTPEI U T.II.

2. «KonoHuzauus» -- oQULIHANIBHBINA TEPMUH,
NPHHATHINA B rocyfapcTBeHHOM nonuTrke Orocnasun
1945—1948 rr. Oxomno 250 000 nroneit U3 pasHbIX
yroixoB FOrocnaBuu 6bu10 nepeceneHo B BoeBoauny.
B3asTo n3 Tekcta «[JUpeKkTUBHO-LIEHTpanucTcKas
Pabouast Cuctema Arutnponay // http://www.znaci.
net/00001/95_6.pdf.

MHTeHcuBHAs TMOepanu3ays PeIHKA H YCHICHHE
HeoInOepanbHbIX TeHICHIMI B 9KOHOMUKE HavyalluCh
nocie pesoronuu 5 okTs10psa 2000 roga 1 cBepKeHU
pexuma Cnobopana MusnoreBuya.

B JAHHOM KOHTEKCTE UMECTCA B BUAY IIEPEXO] OT
COLMATIMCTUYECKOTO CaMOYIIPABICHHS K PIHOYHOI
9KOHOMHUKE.

B IOrocnasuu ctynendeckue nporectsl 1968

rozia ObUIM BBI3BaHBI TPEOOBAHUEM OOIIBIIETO
CaMOYTIpaBIECHHs U JEMOKpaTH3alUK 00IIecTBa.

Ilepesoo c anen. A. Cxuoana
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IS THERE A PLACE FOR US
IN THE HOUSE OF CULTURE? 4

Polyphonic discussion about sociability, emancipation and culture

X¢ After WWII, houses of culture played an important role in shaping the entire postwar
society of Yugoslavia. The war had generated chaos and disrupted education processes;
these processes had to be restored and people equipped for work situations in the new
circumstances. That was the purpose of establishing the first form of houses of culture -

to school people whose education had been disrupted by the war. However, in order to
understand these structures, we need to ask ourselves about how the Houses of Culture were
established, by what means and with what sharing capital.

Xt As I understand it they were established as a part of the production process and a way of
shaping the ideology, politics and culture of the working class. The question is whether the
system shaped the working class through it by spreading communist ideas in society, or did
the houses of culture really fulfill a need of the socialist working class? Economically, houses
of culture were built through donations from the main production branches.

Xt Actually, what you are talking about is the second and more developed phase of the
economy in socialist Yugoslavia when the transition to self-managed socialism introduced

a new model of cultural production. The first phase immediately after the war consisted of
collective actions for rebuilding and revival of cities and villages. Many villages had been
destroyed or abandoned during the war. The colonization program [2] was adopted in the post-
war period. In “colonized” villages people did not know each other and those villages were

no longer places where many generations of the same family had lived. New centres had to

be created, to promote togetherness and serve socialization and education. These places were
built through collective action and the main focus was on building schools, Houses of Culture,
clinics, etc. The root of these policies lay in the People’s Liberation Movement (PLM), which
had advocated a different model of cultural production, encouraging collectivism rather than
individualism. During the war, educated people had not been the only ones acting to preserve
cultural life; they might have initiated it, but they had not been the main producers of culture.
Cultural production had slowly been taken over by amateurs. The same policies continued in
the first years after the war. Companies began building houses of culture in the *60s, at which
point the new model of cultural production was introduced.

Xt The colonization process mainly occurred in Vojvodina, where it had two phases. The
first colonization took place after WWI, when the land was given to soldiers and when Serbs
from Hungary were transferred there. In the second phase, after WWII, populations from
distant regions of Yugoslavia were relocated to Vojvodina. The population needed to be
socialized and I think this was done according to a certain plan.

X So, you believe the goal was to annihilate national identities? That is an interesting point.

X ¢ An educational role was built into the foundation of houses of culture. Later on, this
paradigm changed, but it needs to be stressed. The goal was to create this new human and
new subject in that place and with the help of culture and educational activities. When we
speak today about the houses of culture, we are not referring to the present cultural centres
with commercial programs, but to something that was much more complex and had a socially
responsible role.

X I could read what I have found about the houses of culture [3]: "The party was forcing the
development of mass-culture. Cultural-educational centres in villages consisted of schools and
houses of culture, which were built in 1948 by brigades of the People's Front. By the end of
1947, the Central Committee of the Yugoslav Communist Party had planned to build around
400 houses of culture as focal points of cultural and social life. Nevertheless, these houses
were in many cases poorly built and neglected due to insufficient material support. In spite

of their main purpose, they were very soon made into warehouses, barns and garages for
cooperatives’vehicles. The main ideological and political task of the party was to overcome
the relicts of idealism and to introduce scientific socialism as the foundation of education.
They were aware of the long path ahead of ideological struggle and methodological education
of cultural-educational standard bearers (teachers, professors, writers, artists) in order to
fight the old views of life and culture and suppress the illusions of the past.”

X¢ According to this source, the Central Committee of the Yugoslav Communist Party
decided to establish 400 houses of culture. So therefore, this was politics from above, a
planned net for developing and shaping cultural life. Could we regard the decision from
“headquarters” as progress and radical emancipation? Or is it a product of ideology through
the system of culture?

X It would be interesting to review the linkage between the houses of culture and
cooperatives. The quoted text says that cooperatives took over the houses of culture and

made them into warehouses, which now opens the question of disproportion — in what parts
of Yugoslavia did cooperatives function better and where did they work poorly? This is
connected with the fact that some regions were more developed. It is important to say that the
project of coupling houses of culture and cooperatives was very soon abandoned and the focus
was put on industrialization.

Footnotes:

1. Houses of Culture in Yugoslavia consisted
of houses of culture, youth centres, cultural
centres, youth cultural centres, students’
cultural centres, etc.

2. “Colonization” was a term for population
transfer or resettlement, which was imposed
as Yugoslav state policy in the period 1945-
1948. Around 250.000 people were transferred
from all regions of Yugoslavia to the region of
Vojvodina.
3.Takenfromthetext*Directiveand Centralized
Work System of Agitprop” at http:/www.
znaci.net/00001/95 6.pdf (our translation)
4. The intensive market liberalization and
strengthening of the neoliberal economy started
after the revolution of October 5, 2000 and the
overthrow ofthe regime of Slobodan Milosevic.
5. In this context, transition as a term usually
refers to the transition from socialist self-
management to a market economy.

6. In the context of Yugoslavia, the students’
protests of 1968 were aimed at more self-
management and wider democratization of
society.

This text is an outcome of discussion of an
informal Working Group «Cultural Squady,
which includes: Mirjana Dragosavljevic,
Isidora 1lic, Milos Miletic, Mirjana
Radovanovi¢, Danilo Prnjat, Bosko Prostran.




X¢ Ineed to add that nowadays houses of culture in villages
are the only ones that have persisted. Villagers are gathering
together and starting self-initiated reconstruction. There

they organize certain activities such as presentations, parties
and gatherings. So, these places are still important spots of
socialization. Houses of culture in villages are structurally
less complicated than cultural centres in the cities since they
have been under less commercial pressure.

X I cannot agree completely. I believe that in cities, houses
of culture have remained thanks to the political will for

that to happen, while those in the villages have died out. In
Belgrade, for example, each municipality still has a certain
public institution for culture, whereas in the villages they
are abandoned or privatized. The houses of culture which
the villagers have been returning to used to be places of
democratization and the counterpoint to the nationalistic
identities that socialism united. Now the houses of culture
are places for the production of national culture and this is

a paradox. The priests and the church have been brought in,
folklore has become the main form of culture. A certain turn
to the right has occurred in these revived houses of culture,
whether they stayed under the auspices of the municipality
or were reconstructed by villagers’ initiatives. In the case

of villages, self-organization and self-initiative are not by
themselves encouraging developments.

X Nowadays the impression is that houses of culture have
survived in the cities. Their spaces, mostly in attractive city
locations, have been much more valuable and profitable

than those in the villages. In the ‘90s, when Yugoslavia was
disintegrating, houses of culture in the cities were decaying as
well. Their space was used by private schools for workshops
on language, arts, crafts, etc. They slowly became taken
away from the people through this way of privatization. One
has gained certain capital and profit thanks to the location in
the city. The last wave of change in economical and cultural
politics has raised people’s interest in houses of culture, so
they took on a new market form. Since the ‘2000s [4] the
houses of culture have been transformed into a new form of
cultural centres. The houses of culture in villages have gone
through a different market transformation and they have been
used for small private business, as spaces for shops, cafes or
disco-clubs.

X In order to comprehend the privatization of houses of
culture we need to go back to the start of our discussion
where we mentioned sharing capital. The most common
model was that houses were established with the sharing
capital of a few socially-owned companies. So, if a certain
company had invested 30% sharing capital in building a
house of culture, this 30% would have been given to the new
owner once this company had been privatized. This kind

of shared ownership opened up a space for different forms
of treatment of property during the transitional [5] period.
Privatization insisted on determining the exact percentage
of property ownership so the seizing of houses of culture
became a completely legal process. A slightly different
process happened in the cities - municipalities took over the
ownership of the houses of culture from companies and then
used the space for various activities of the political party in
charge.

X% One of the reasons for depreciation of houses of culture
in the villages was that younger generations migrated

to the cities. Youth culture was booming in the ‘60s and
cultural centres in the cities started to address the youth

but now the focus was not education. Cultural centres,

such are the Student Cultural Centre (SKC) and Students’
Urban Cultural Centre (DKSG), were established after the
student demonstrations of 1968 [6] and served as a space for
pacification of generational revolt. Industrialization and the
events of ‘68 caused that cultural politics to focus solely on
youth. Youth culture in time would become market-oriented
through the influence of pop culture.

X We could say that the «turn» towards the youth actually
involved neglecting the educational dimension of houses of
culture and turning them towards (indirect) profit.

X2 Houses of culture in the villages were not even tackling
the youth, they were providing entertainment. Although the
first wave had an educational function, the second generation
—and I have my parents in mind here — regarded the house of
culture as a place for fun and not education. The memories
of our parents about the houses of culture are all about dance
events and parties. I am not claiming that the houses of
culture in the villages were emptied of cultural content. On
the contrary. They hosted film screenings and theatre plays
but with a different purpose. I believe that the transition
mentioned above is actually the fourth phase and that is the
moment we are living in. The third phase in the life of houses
of culture would be the end of the ‘80s and the beginning of
the ‘90s when privatization wasn’t in its final stage yet but
was in a phase of transforming social management into state
ownership. After that we entered the fourth phase of total
privatization and deprivation.

X2 The quoted text said that the Central Committee of the
Yugoslav Communist Party and the brigades of the People’s
Front established the houses of culture after the war, meaning
there was an organized structure. During the change of

social order, by the end of the ‘80s and the beginning of

the ‘90s, this structure started to dissolve. There was a lack
of programs and therefore the houses of culture started to
become unimportant. Houses of culture were purposely left to
collapse because of the lack of support and the system pushed
them towards the market. There are many similar examples,
this wasn’t the case only with the houses of culture, many
institutions ended in the same way.

X During the ‘90s houses of culture were gathering
together certain parts of society but the programs had a
different character than before. At that time, the program that
had been organized was mostly educational but it was in line
with the strengthening of nationalism. Programs went through
that transition just as the educational system did.

X The strengthening of the church played an interesting
part in the collapse of houses of culture. It started by the end
of the ‘80s when the church became a place for gathering and

establishing new cultural identities.

X? What is the connection between the church and above
processes? I do not believe that the church had anything to do

with the collapse of the houses of culture.

X Suddenly many visitors came to the churches
and this generated bigger profits for them. With
financial strengthening, the church became an
important agent in the production of the cultural
paradigm. We could say that the church had a
certain interest in the weakening of houses of
culture. The very process of privatization benefited
from the fact that people were abandoning the
houses of culture and were going elsewhere.
Especially the communities in small towns needed
a place for gatherings and they found it in the
church.

X TIagree with everything you’ve said but the thesis is a bit
far-fetched.

X? This is just an additional reflection on the transformation
and then the collapse of houses of culture. The church may
not have had a direct influence on the dissolution, but it used
the weakening and profited from it.

X I believe I can detect the problem in this discussion.

We have a false presumption that houses of culture used

to be places of wide social emancipation. I believe that in

the very concept of houses of culture lies the seed of their
transformation into something else. We are forgetting that
houses of culture mostly produced modernist culture. In the
second phase people’s culture was replaced with elitism,
which did not have anything to do with workers and peasants.
It’s no wonder that such a house of culture during the ‘90s
produced fascistic elements of society.

X In a breaking moment during the ‘50s state elites faced
a dilemma between two cultural paradigms — socialist
realism and modernism, and they chose modernism. This
was possible to conduct only in the cities where the pre-war
bourgeoisie still existed.

Xs We should ask ourselves — if the house of culture was a
contaminated entity produced by the system, would it be right
to regard it as a public space and space with emancipatory

potential?

X Is it possible to act today from inside the house of culture
and to socialize it from the inside? Would one possible way
forward be to open up the critical space for such questions?
Should we work in tandem with institutions or act in a
guerrilla way? Is it better to work with city residents or
villagers? How could we act in the village when we come
from Belgrade? Do we have a right to deal with the village?

X Culture today is a place for profit and not emancipation.
One should keep some distance from the concept of
socializing space since the social need for space in the ‘50s
and nowadays are two different things.

X% The question is if the villagers would be interested in a
dialogue with us. They have their own system, their artists,
their local network and they do not need us. They do not need
anyone to emancipate them, they believe we do not belong
there.

X Maybe we should not act from inside the houses of
culture, maybe we should work with a new process of
emancipation. We need to understand where the place of
culture is in the production process and how we can shape
the system while we are producing it. The artist has to be an
integral part of all of these processes, a co-producer of it, and
not someone who is outside of it.

X: We need to abandon the idea of the house of
culture as a place for engagement. The house of
culture is not a gathering space, we need to build
a new space which would come from a different
position and would aim at different goals. How does
one accomplish this today? How should we create
a dialogue with other producers? How do we speak
with workers, how do we work with them on taking
over the factories again? What would production
that is not generating a profit look like? How does
one imagine a different concept in such a context?
We need to rethink different social and economic
relations that would lead to a different cultural
paradigm. Is this discussion a way to rethink and
spread horizons into the future? In the context of
writing this text we are thinking and producing,
here and now, but once published this text will be
commodified in the system of culture.



Konsthall C, Stockholm

The following is a conversation between the artist Per Hasselberg (P) who
founded the visual art space Konsthall C in 2004 and the current directors of
Konsthall C - Jens Strandberg and Jenny Richards (KC). It was an early sunny
Tuesday evening when we met outside Pers place of work, Folkrérelsernas
Konstfrdmjande (People’s Movement for Art Promotion) in the centre of
Stockholm. Meeting at Konstfrimjandet seemed an appropriate context
for a conversation touching on Swedish cultural politics and the narrative
of the development of culture houses (or houses of culture) in Stockholm.
Konstfradmjandet is an art organization that was crucial in the democratization
of art in Sweden best summed up by their slogan “art for everyone” and is
currently run by Per Hasselberg.

KC - Per, can you describe the political and cultural context in Sweden that led to the setting-
up of Konsthall C?

P — Setting up Konsthall C was informed by my interest in a number of Swedish political reforms
that related to neighbourhood planning. Konsthall C is intimately tied to questions of democracy
and how democracy intersects with urban planning, community building and the people’s movement
(folkrorelsen). Research for these reforms and changes in housing provision were developed in
particular between 1933 and 1947 through Sweden’s “Bostadssociala utredningen” which undertook
studies into how you could create civil society through urban planning. In a way, their findings
became a conceptual manual for how to build a more democratic society. And it was this plan that
was employed in the development of Hokardngen — the area where Konsthall C is located.

Today we are sitting in the headquarters of the organization Folkets hus (People’s House) and
Konstframjandet; the building can be said to represent the Swedish people’s movement. Yet when
we say people’s movement in the context of Sweden what we actually mean is a set of reforms
that have the ambition to change society, rather than the traditional idea of a grassroots people’s
movement. For Sweden, revolution means reforms. This ideology sets up a framework that if one
follows the constitutional system set up here, (as long as you check certain boxes and procedures),
you are able to use the system to achieve something entirely different than what it is prescribed for.
One could say you are reforming the structures from within.

You can follow the history of the people’s movement back to the free churches in Sweden, which
was a big struggle in the 1850s. Just as you weren’t free from the state, you weren’t free from
the church - both these institutions put pressure on people economically and ideologically. In the
breaking away and formulation of the free church, people sought to find a way to fight for their rights
to interpret the bible themselves and build their own community spaces. The shift to the free church
was revolutionary in its importance but the process wasn’t what you would describe as revolutionary.
You can follow the narrative and process the free churches set in motion right up to the building of
the folkets hus.

These historic narratives inform the incredibly strong ideological structures surrounding civil society
in Sweden. In setting up Konsthall C, T wanted to investigate these structures, look behind the
surface to their mechanisms and ask, why are the structures so strong here? Who do they serve?
How can we follow these concepts and develop alternative spaces?

KC- So you could argue the structural set-up, in terms of what we understand here as a
democratic organization today, is borrowed historically from free churches?
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P - You could say that. Yet we shouldn’t place all the emphasis on structures; it is important to
strongly emphasize collectivity and organizing as well. It is incredibly important to always organize.
To have any impact on society, you must form a group. However, if you are able to understand how
the system works here, it becomes easy to see how you can organize within it. For example, I grew
up in the “bible belt” of Sweden and quickly learnt how to organize activities myself in order to
make the most of the different resources the free churches had — for example, one has a pool table
and another a ping pong table etc..

KC - Our current programme at Konsthall C is called Home Works and is concerned with the
politics of the home and domestic work. The programme seeks to challenge the gendered,
class and racial ways in which we are currently organized. Many exhibitions have discussed
the resources necessary to be able to challenge these structures—those resources include both
a concrete space for community to gather and a conceptual or social space created by the
community through collective mobilization.

P - Yes, these two components are historically grounded in the development of the people’s movement
that eventually created the Swedish Social Democratic Party. The context was a combination of
social and concrete components whose political aim was to build democracy and you can see Social
Democrats’ concrete culture houses across Sweden. These were spaces not only for meeting but
also for learning how to behave in a democratic way. Central to the social democratic idea is that
you need culture, a space to experience culture in order to understand how to become a democratic
citizen. The Bostadssociala utredningen (the State Commission on Housing) pointed this out; it
follows the idea that by engaging in culture you learn to have a voice and then can participate in
democratic processes and thus create civil society.

KC- If we follow that this combination of space and collectivity, of people working together,
represent the basic ingredients for building democracy, what happens in places where those
cultural spaces aren’t built, where there isn’t space for people to meet? Isn’t this what
happened in Hokaringen? There was a culture house planned for the centre but instead a
supermarket was built! Was Konsthall C developed because that culture house was never built
in Hokaringen?

P - Yes, often the main reason for these plans not coming to fruition is money. However, what is
interesting is then the culture house becomes more of an idea of what “we” the people are working
for. Itisn’t provided to us by the state and so similarly to the church it hangs in the air, like something
bigger to believe in that we can create ourselves. In Hokardngen everything was structurally ready
for this house but it never was made, it remained absent both ideologically and structurally. So when
T arrived as an artist and proposed the idea of a culture house it was really welcomed by the residents.
Interestingly, when I first took the idea to the state landlords who own the community laundry where
we proposed Konsthall C be set up, they didn’t like it. They thought the idea was disconnected from
the community and that no-one would get involved, which just shows the lack of knowledge these
institutions have about life in the suburbs. Likewise, the Stockholm City Council didn’t think it was
a good idea as they thought there was lots of cultural activity already in Hokardgen. However, at
least the council understood the level of activity in the suburbs, the self-organization and political
engagement. I saw Konsthall C as a way to contribute to this ecology further and raise the awareness
and distribute the culture created in the suburbs outwards, reversing the dominant narrative that
culture comes out from the city centre (this is just a myth).

I really think you’ve taken on this idea within your conception of Konsthall C and the work you
do there and through your programme Home Works. You could say you treat it like a board game,
constantly finding new ways to configure the organization to challenge the structures that culture is
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organized by. Could you describe your approach to working within the location of Konsthall C both
in terms of its site within a community laundry and its historical connection to the Swedish ideas of
urban planning and the set-up of the organisation?

KC - To say a little on our programme Home Works...This is a research project and exhibition
programme we’ve been running since January 2015, which responds to Konsthall C’s location
in Hokarsingen’s community laundry in its focus on the gendered division of labour and the
transformation of the home. The community laundry is a part of the development of the Swedish
political project Folkhemmet (People’s Home) which began in the 1920s. Arguably a nationalist
project constructed to create a particular type of responsible citizen, it paved the way for the
constitution of the Swedish welfare state. Folkhemmet is built on the idea of the “good home,”
marked by equality and mutual understanding and manifested through the modernization
of living conditions. The community laundry is key within this model as it is the place where
neighbours meet and care for their dirty clothes. Yet, whilst it is a site of sharing labour it is
also the site of battles around the different ways each of us lives. For us, it is a unique place for
negotiating ideas and discussing the devalued labour that goes unseen in today’s society. Home
Works builds on the community laundry’s history - which emanates from the walls of Konsthall
C - to construct a space where new relationships can be made, diverse voices heard and political
perspectives negotiated. Through our first year here, we have met, listened to, and learned
enormously from all those involved in the programme; artists, visitors, friends and neighbours.
Our exhibitions always begin with a question (posed by long-term collaborator, writer Gunilla
Lundahl) which we invite artists and the public to speculate on. As a result, the exhibition
shares what theorist Chantal Mouffe has to say in a discussion of the need for public spaces
that aren’t a place for consensual discussion but are places for antagonism and contestations.
Our commissions and conversations have not always been easy, covering the difficult terrain
between the personal and public spheres, but they have never been compromised; they always
work with art to open up new ways of discussing and approaching our daily struggles.

P- Through your approach to Konsthall C as a site for research and collaboration you shift away from
the historic position of the avant-garde artist as the artist working alone outside of a societal context.
By beginning each exhibition with a question you invite artists in to speculate on the conditions that
question deals with, inviting them to bring the skills they have to think through it. Your approach is
much more about working with existing materials and experiences and how these can be employed
to develop new modes of living and working together. Collaboration in this sense becomes key to
how the gallery physically and ideologically expands.

KC- Yes, Konsthall C has always worked in different collaborative ways - we marked our
emphasis on collaboration in the opening of Home Works and the collaborative exhibition
of Mierle Laderman Ukeles with Marabouparken Konsthall and have since formed exciting
new relationships, friendships and colleagues. The influence these relationships have on our
programme and Konsthall C at large, could be described as a type of contamination, affecting
the path of our discussions, events and exhibitions. Ciara Phillips’ project in October 2015
exposed how collaboration becomes a method of public research - inviting people to join us in
sharing their knowledge and experience, thoughts and concerns, allowing the programme to
shape itself and its relevance to Hokaringen.

You could say this is how we try and work with democracy, allowing artists and artwork to show
the way for social change. It ties to an ideology present within Hokariingen, as Hokaringen has
always been seen as a test site for new experiments in urban planning - we map this onto the
processes we employ at Konsthall C that encourage experimentation in order to challenge how
we live and participate in society.

Today, we see a rise in Nationalist political parties across Europe. In Great Britain there has
been a referendum on leaving the EU, a debate which has fostered an increase in nationalism,
xenophobia and racism. When visiting Russia last year, we were struck by patriotic commercials
and depictions of Putin on things like tourist T-shirts. Here in Sweden the racist party, the
Swedish Democrats, are gaining more and more voters. Their rhetoric often romanticizes the
time when the Folkhem project was first developing in Sweden, mobilizing its latent nationalist

and racist undertones. As the community laundry is a symbol of the folkhem, there is an urgent
need to debate these ideas and actively challenge their ideology through our programme and
in the space of Konsthall C. These issues are particularly debated in our current exhibition
“Expansions of Homecraft” which explores the home as a site for radical creativity and the
corrupted connection between home crafts and nationalist politics.

To return to our earlier discussion about Konsthall C as a place where these two components
of physical architecture and social relations come together: last year we discussed the notion
of developing Konsthall C as a “public home.” We stand by this nuanced idea of the role of
the cultural space today, in our aim to create a place where people, regardless of race, class or
gender, feel welcome. If we think of the concrete space as this metaphorfor the public home, we
could describe our approach to working with others as employing the Swedish concept of the
study circle; a format that brings new groups and individuals together, to shape and contribute
to our programme, a process that is key to building the community and culture of Konsthall
C. Events such as “Housewarming Dinners” invite people to join us in eating and discussing
together around the dinner table in Konsthall C’s kitchen/office.

P- The study circle has an interesting history. Olaf Palme in XXX discusses Sweden as a study
circle democracy. The image he wants to build there is exactly the one you describe, one of people
sitting around kitchen tables discussing what matters to them. He wanted to find ways in which that
everyday situation had an impact on real politics.

It’s interesting how the study circle as a process is rarely discussed. This format was the key in
generating the ecology for the development of famous bands and artists around the country. In
Sweden this format is supported by institutions like ABF who provide the resources for you to make
“free-form research,” research without a prescribed outcome to see what creativity can be generated.
Of course the format itself isn’t celebrated, but rather the success stories that raise from this process.

KC- You could say the study circle is central to how we develop the children’s project Back
to the Future within our programme and the issue you raise around the celebration of the
individual is evident here. Back to the Future works with all of the preschools in Farsta (the
district Hokaréingen is located in). Whilst each preschool works on the project from within
their different classrooms, what they create comes together as one collective project at the
Konsthall. There are different moments in the process the teachers and children come together
to meet the others involved. For the teachers it is very important that individual efforts are
visible and praised rather than what we like to emphasize, which is the whole collective effort.
This is a real issue that exists today - we are only taught to see and hear the individual narrative
and forget to look at the process and the collective ecology that gives rise to these individual
successes. The study circle is inspiring because it is about all learning together, self-education
that is shared and mobilized to raise our consciousness about the conditions we share and live
within and how to challenge them. It is interesting that such a format, with its roots in the
history of workers’ education, generally opposed to the state, is here, in the case of Palme and
Sweden, encouraged. In the UK, for example, education is treated in a much more dogmatic
way. The controlling of populations is executed through attacks on education to ensure people
don’t have the time or resources to educate themselves and find out how the system is working
and exploiting them. It is very easy to see how politicians are aware of the radical potential of
education and so seek to squash opportunities for self-education and collectivity.

P- Yes, you can also see this happening in Sweden in ways. In the 1940s meeting places were the
central to encouraging a democratic society, but today democracy can be said to be seen as a problem
- aproblem to be managed. In Sweden you see it in the closing or privatization of spaces that could be
used for coming together. Similarly, political parties like Moderaterna discuss how to reduce citizen
engagement in urban planning. They get round this by pretending that each individual is able to have
their say, but then their say has no consequences, it is purely gestural, in order to keep the image of
democracy in place.



KC- If we think of today then, and the challenges for bringing together the tools for democratic
spaces - a concrete space and a collective of people to gather together, how do we address this?
And what other resources and tools might we need to create these cultural spaces?

P - In a recent exhibition I was part of, called Performing the Common, 1 addressed this question
through proposing that the suburb of Husby - where the project was taking place - in order to develop
its voice and position, needed to construct a stadelsrddet (neighbourhood council) and an archive.

I made an archive for the area which I collected from people living there and then presented it in a
visible space so it could be used as a focal point for people to meet around. The archive operated
as evidence for the local people to be able to develop a shared voice on the real lived experience
and narrative of the area. The archive was constructed as an open archive so that the residents can
each donate stories and material to the archive, so that it developed with the locals’ knowledge and
generated collectivity through the process. The archive becomes a protective tool for the area to
challenge the politicians and state institutions who want to make decisions without consulting those
who live there.

The stadelsradet then comes in as another tool, but more of a political tool. By naming a group
within the area of Husby as Husby’s Stadelsradet (just as Hokardngen did), it immediately formalizes
the organization and affords it some kind of political potential and agency. This gesture of naming is
incredibly effective in a country that is reliant on bureaucratic systems and structures.

But of course, to return to the beginning of this conversation, these new tools only work when you
have space too, space to meet and discuss. With the loss of public space, DIY and self-organized,
as well as publicly funded, culture spaces become ever more important as they offer a free space for
people to meet. Many new urban planning projects like the one in Husby have plans for a culture
space for people to use, but in these plans there is always the notion that you would rent the space
and pay for that service. The introduction of paying for cultural space is really the simplest way of
signalling the end of the democratic project in Sweden.

KC- It is like in the 90s when the free community laundry was reorganized into private booths
booked through an online booking system. No longer did you need to meet people in the laundry
- it symbolized the breakdown of the socialization of domestic labour and the breakdown of the
community that had been built through that reproductive work.

Today, one of the main responsibilities of Konsthall C, as we see it, is to constantly question
how to use this resource of space to provide a non-commercial site for democratic discussion.

This approach ties the contemporary art gallery with the democratic project of the Swedish
culture house. You could say that our alignment politically and practically with the history of
the culture house shifts the Konsthall C away from the questions and concerns of the white
cube gallery, which from our position, feels firmly linked to the development of private and
commercial art spaces.

In the UK, this dovetailing of cultural houses and visual art spaces is far from eroded. Still
public galleries follow the values of the white cube gallery in which people (and labour) are
cleaned from its walls and the act of silent visual engagement with an exhibition is privileged
over collective animated discussion. You could say that the political history in Sweden which
has always seen the effects of culture on the democratic project, never became mainstream in
the UK. Culture has always been marginalized, activity for the privileged elite. In the UK,
the history of community centres might better parallel the culture house and there are some
interesting discussions and research going into the histories of community centres and their
impact on the development of culture and visual art in the UK.

So how do we learn from these histories and political reforms in order to use them as effective
political tools today?

P- ABF (the workers’ organization for extended learning) is an example of how this history lives on
today. The tools could be said to be in the constitution of these state structures, and so the question
becomes more about how we take these resources for ourselves today. How we can self-organize
using these available tools?

KC- The question of self-organization is interesting; as we’ve discussed, you can see that this is
the dominant practice in the Stockholm suburbs, these marginalized sites of change in which
self-organization is necessary to confront the changes projected upon these areas. However, in
city centres, self-organization is much less evident, and the architecture is much more static,
as are the people. This is also obviously a class distinction, as those able to afford to live in
the centre often feel they don’t experience challenges, and so have no need to organize around
them. In this way, your note, Per, from before, about the vitality of culture moving from the
suburbs into the city centre, is ever more important, and something we intend to insist upon
and mobilize action regarding, in Home Works and the development of Konsthall C.

Konsthall C, CtToKronbm

Huscecneoyrowiee npeocmaensaem coboii
3anuce 0Oecedvt medxcoy Xxyooxcnuxom Ilepom
Xaccenvoepeom (II), ocunosaswium 2anepero
euzyanvnozo uckyccmea «Konsthall C» ¢ 2004
200y, u HolHewnumu ee oupexmopamu — Herncom
Cmpanoéepzom u Hennu Puuapoc (KC). Bovin
6MOPHUK, DAHHUIL 8euep, KO20a Mbl 6CIPEMUTUCD
6 yenmpe Cmokzonoma, HenooaaeKy om mecma
paoomul Ilepa — Folkrorelsernas Konstfrimjande
(«Hapoonoeosusicenue 6 n000epyHcKy uCKyccmea).
Omo mecmo noOKa3zanock HaAM HOOXO0AUWUM
KOHmeKcmom 0na  pazzoeopa o0  UWieOCKoul
KYIbmypHOUl NOIUmMUKe U Happamuee o0 pa3eumuu
Jlomoe Kynomyper 6 Cmoxkzoneme. Konstfrimjande
— opeanuzauua, CLIZPABULAA KIOYEBYI0 POlb 6
dene oemokpamusayuu uckyccmea 6 Illeeyuu;
ee no3uyus ayuuie 6ce0 CyMMUpPOGana 6 oeguse
«UCKYCCME0 011 6Cex» U celuac ee 80321asnsiem
Ilep Xaccenvoepe.

KC: Ilep, He Mor 0bI Thl ONHCATh MOJHTHUKO-KYJIHTYPHBIH
KOHTEKCT, KOTOpbIii npuBeJ K co3ganuio «Konsthall C»?

II: K »ToMy MeHS TOATONKHYI HHTEpPEC K HEKOTOPHIM
[IBEJICKAM MOJUTHICCKAM pedopmaM, HUMEBIIUM OTHOIICHHE
K IUIAHMPOBAaHHIO TOpOACKuX paitoHoB. «Konsthall C» TtecHO
CBsI3aHA C BOMPOCAMH JEMOKPATHA M TEM, KaK HX PEHIaloT
C TIOMOLIBIO TOPOJACKOTO IUIAaHUPOBaHHSA, (OPMHPOBAHUSI
coobmectB u Hapoguoro nasmxeHue (folkrorelsen). Pa3pickanus,
[IPEAIIeCTBOBABIINE OTHM pedopMaM M HU3MEHEHHSIM B
O0eCIIeYeHNN JKMIIBEM, OCOOCHHO OypHO pa3BHUBAINCH B
1933—1947 rr. mpu mocpencTBe mmBenckoro «Bostadssociala
utredningeny» (Cucrema ompoca rOpOXaH), HpPEINPUHSBIIETO
HCCIIEIOBAHMUS TOTO, KAK MOXKHO CO3JaTh IPaskAaHCKOE 00IIeCTBO
IIPY OMOIIY TOPOJCKOTO IUIAHUPOBAHKS. B KaKOM-TO CMBICIIE UX
HaXOJKH CTAJIN KOHIENTYaIbHBIM PYKOBOACTBOM ISl IIOCTPOCHHUS
Oonee NEMOKpaTHYecKoro ooOmectBa. M HMMEHHO STOT ILIaH
OBbUT KCIIONb30BaH IpH pa3paborke paiiona Hokardngen, rme
pacnonoxen «Konsthall Cy.

Ceiiuac Mbl cuguM B opranuzanuu «Folkets husy («Hapomubrit
nom») U «Konstfraimjandety (Tlogmepixkka HCKycCTBa); MOXKHO
CKa3aTh, YTO 3TO 3[aHWE CHMBONM3MpPYeT mmBenckoe Hapomuoe
IBIKEHHE. MeX Iy TeM, KOTZIa Mbl TOBOPHM «HAPOJHOE IBHIKCHUE)
B KoHTeKcTe [1IBeryn, Mbl IMeeM B BUAY psiz peopM, HaleTeHHBIX
Ha M3MEHEHHE OOIIECTBa, a HE TPaJUI[HOHHYIO HACI0 HAPOIHOTO
nBrkeHus cHusy. s [IBennu peBomonus o3HadaeT pedopmel.
OTa WAeOJOTUs YCTaHABIMBACT PAMKH, TOIPA3yMEBAIOIIHE, YTO
€CIIM CIIeNOBATh 3CIIHEeH KOHCTUTYIIMOHHOM CHCTEME, CO BCEMHU

ee KaOMHKaMH M TPOIEAypaMH, TO NPHU €€ MOMOIIN MOXKHO
JOCTUYb YEro-T0 COBEPIICHHO WHOTO, YeM TO, JUI 4ero OHa
npenHa3HadyeHa. MOXHO CKa3aTh, BBl peopMUpyeTe CTPYKTYPHI
W3HYTPH.

Hcropust HApoOIHOTO IBIKEHHS BOCXOIHUT K CBOOOJHOM LEPKBU
B [lIBenuy, mupoxas 60pb6a 3a KOTOpyo Benach B 1850-€ Tombl.
TodHO TaK ke, KaK BBl He OBUTH CBOOOJHEI OT FOCYAapCTBa, BBl HE
OBLIH CBOOOHEI M OT IIEPKBY — 002 HHCTHTYTA OKa3bIBAJIM MOLITHOE
9KOHOMUYECKOE M HIeOoNormdeckoe napieHue. OTHemssick u
00pa3oBEIBasi CBOOOMHYIO IIEPKOBB, JIIOIM OTCTaWBAIN CBOE
MPaBO CaMUM TOJIKOBAaTh BHONHIO M CO31aTh CBOM COOCTBEHHBIE
opocTpaHcTBa Al oOmuHBL Ilepexox k cBOOOAHON LEPKBU
ObLI, 0€3yCIOBHO, PEBONIONMOHHBIM, HO 3TOT MpOIECC HE OBLI
TEM, YTO MOXKHO OIHCATh KaK PEBONIOIMI0. MOXKHO TIIPOCICANTD
HappaTuB ¥ MPOLECC, HadaTble CBOOOIHOM IIEPKOBBIO, BIUIOThH 0
cTpoutenbcTBa HapoaHbIX TOMOB.

OTH uWCTOpHYECKHE HAppaTUBBl  (OPMHPYIOT HEBEPOSTHO
MOIIHBIE HACOIIOTHYECKHE CTPYKTYPHI B IIBECKOM IPasKIaHCKOM
obmectBe. Co3maBas «Konsthall C», s xoTen H3y4uTh 3TH
CTPYKTYpHI, 3aIITHYTh B MX MEXaHM3M M CIIPOCUTB: II0YEMY
OHHM 37Iech cTONb CHIIBHBI? KoMy oHu cmyxar? Kak Mbl Moxkem
CIIEIOBAaTh OTHUM KOHICNIMSIM W Da3BHBAaTh aJbTCPHATHBHEIC
MpocTpancTea’?

KC: TBoii Te3uc, TakuM 00pa3oM, B TOM, YTO B CTPYKTYPHOM
OTHOLICHUU JEMOKpAaTHYEeCKas OpraHu3alys HCTOPUYECKU
3aMMCTBOBaHA y CBOOOIHBIX LIEPKBEH?

IT: MoxHo cka3ath 1 Tak. OIHaKo Heb3s BECh aKLIEHT CTaBUTh Ha
CTPYKTypax, HEOOXOAUMO TaKKe MOTICPKHYTh KOJUICKTHBHOCTE 1
OpraHm3aIMOHHBINA Tporecc. Beerna kpaiiHe BayKHO 3aHMMAThCSI
opranuzanueil. YToObl BO3IEHCTBOBATH Ha OOLIECTBO, HY>KHO
co37aTh rpymmmy. Bmecre ¢ TeM, eciau BBl CIIOCOOHBI MOHSTH, KaK
paboTaeT 37ech CUCTEMa, CTAHOBUTCS JIEr4e OpPraHH30BAThCS
BHYTpH Hee. Hampumep, s BBIpOC B «OHONEHCKOM mosice» B
IIIBermy 1 GBICTPO HAYIMIICS TOMY, KaK Hy>KHO ce0sl OpraHH30BaTh,
4TOOBI 33JIeHCTBOBAT Pa3IMYHbIE PECYPCHI, KOTOPBHIMHU 00JIaIat0T
CBOOOJHBIE LIEPKBU.

KC: Hama rtexymas mporpamma B «Konsthall C» Ha3pIBaercs
«Jlomamuuii Tpym» u cOKycHpoBaHA Ha paboOTe IO JIOMY.
OHa CTaBHT MOA BONPOC TeHAEPHBIC, KJIACCOBBIE U PacOBEIC
MOAXOABI, OPraHU3YIOIIME Hally >XH3Hb. MHOTHE BBICTaBKH
00CYXIal0T pecypchl,  HEOOXOOUMBIE JUIS TNPOTHBOCTOSHUS
9THM CTPYKTypaM, BKIIOYas KaK KOHKPETHOE IPOCTPAHCTBO,
IIe MOIIO OBl COOMPAThCS COOOMIECTBO, TaK M KOHIICNTYaIbHOE
WIA COLWAbHOE MPOCTPAHCTBO, CO3IAHHOE COOOIIECTBOM
MOCPEICTBOM KOJUIEKTHBHON MOOMIIH3AIHH.

II: /Ta, 5Tv 1Ba KOMIIOHEHTA HCTOPUYECKH YKOPEHEHBI B Pa3BUTHU
HapOJHOTO JBMXKEHUs, KoTopoe B urore coznano IlIBenckyro
CoIMaI-AEMOKPAaTUYECKY0 naputo. KontekcToM 6bU10 codeTaHue
COLIMAJIBHBIX M KOHKPETHBIX KOMIIOHEHTOB, Ybsl MOJIMTHYECKas

LeNTb 3aKITI0YaIach B TOM, YTOOBI IOCTPOUTH IEMOKPATHIO, B IO
Beeit [1IBeru ceroHs MOXKHO YBUIETh COIUAI-IEMOKPATHYESCKHE
Joma KynbsTypbl. 9TO OBUIM IPOCTPAHCTBA, IPEAHA3HAUYCHHBIE HE
TOJNILKO JJISI BCTPEY, HO M JUISl TOTO, YTOOBI YYUTHCS, KaK BECTH
ce0s1 eMOKpaTHYecKuM 00pa3oM. L[eHTpanbHBIM Ui COIMA-
JEMOKPAaTHYECKOW HIeH OBLIO TO, YTO BaM HYy)KHa KyIbTypa,
MIPOCTPAHCTBO ISl BCTPEYH C KYJIBTYpOH — C T€M, YTOOBI CTaTh
JEeMOKpaTHYHBIM TpakaaHuHOM. «Bostadssociala utredningeny
(«MccnemoBaHue CONMANBHOTO JKWIIbS») yKa3alo Ha 3TO; OHO
CIIeIyeT UJIee, YTO BOBJICKASCh B KYJBTYPY, BBl YUHUTECh 00OpeTaTh
CBOM roJIoc, OCJIE 9ero MOKETe y4acTBOBATH B IEMOKPATHUECKHX
IIPOLIECCAX U CTPOUTH FPAsKAAHCKOE OOIIECTBO.

KC: Eciu cnenoBath 3TOMYy COYETAaHHIO MPOCTPAaHCTBA U
KOJJIGKTUBHOCTH, JIIOAEH, PabOTAIOUX BMECTE, KaK INIaBHBIX
COCTABJISIOIIUX [UIS IOCTPOEHMSI IEMOKPATHU, YTO IPOUCXOAUT
TaMm, rJe IOJ0OHbIE KyIbTypHbIE IIPOCTPAHCTBA HE CO3IAHBI, TIe
JIIOISIM Herze BeTpeuarbesa? PazBe He 5TO MPOUCXOAMT B palioHe
Hokaréngen’e? BwmecTto mianupoBaBmerocss JloMa KylbTypsl
TaM MOCTPOMIN cynepMapker! He mocimyumo Jiu 3T0 UCXOIHBIM
MyHKTOM JiIs OTKpBITHSI «Konsthall C»?

II: a, 3agacTyro T1aBHas IPUYKHA, TI0 KOTOPOW TaKHe IJIaHBI HE
MIPUHOCAT IUIONOB, — 3TO JeHbru. MHTEepecHo, ogHako, uto oM
KYJBTYypBl CTAHOBHUTCSI CPEJOTOYHEM CaMOM HIIEH TOTO, PAaX YETO
«MBDy», 10114, paboTaeM. CTPYKTYpHO B paliloHE BCe OBbLIO TOTOBO
K MOSIBJICHHIO 3TOr0 J[omMa, HO OH Tak M HE ObUT mOocTpoeH. Ero
HE XBaTaJI0 M UIEOJOTMYECKH, U CTPYKTypHO. Tak 4To Korma s
Tyga IpHexan B KadecTBe XyAOKHHKA M MPEIIOKUI uaeto Joma
KyJBTYPBI, MECTHBIE JKUTEIH Mojjepkanu ee. JIFoOOombITHO, 4TO
KOT/Ia 5 TIEPBBIH pa3 00paTHIICS C 3TOW HIeeH K TOMOBIIAIeNIbIaM,
KOTOPBIM IpUHAJUIeKala TpadeyHas, Tae sl MPeUIoKMI CO3/1aTh
«Konsthall C», um 310 He MOHpaBWIOCh. OHU MMOCYUTAIH, YTO
9Ta ujes JajeKo OT MECTHOro o0pasa >KM3HU M YTO HUKTO MEHS
HE TOIJEPKUT, YTO TOBOPHUT O HEXBAaTKE 3HAHUS O MOFOOHBIX
YUpEXKACHUSIX B mpuropoaax. TouHo Tak ke u CTOKrOJIbMCKHHA
TOPOZCKOM COBET pEemIMyi, YTO 3TO IUIoXas HIes, MOCKOJIBKY,
no ux MHeHuto, B Hokardngen’e um 0e3 TOro JOCTaTOYHO
KyIIbTYypHOH akTHBHOCTH. HO coBer, mo KkpaiiHel Mepe, HMel
MpeCTaBIeHue 00 ypOBHE 3TOH AaKTUBHOCTU B INPEIMECTBSX,
YPOBHE CaMOOpPTaHHW3aA U MOJUTHYECKON BOBIEYEHHOCTH. 51
paccmarpuBan «Konsthall C» kak BKiaj B DKOJOTHIO paiioHa U
odar JUIs paclpOCTpaHEHHUs KYJIBTYpPbl, CO3MaHHON Ha OKpanHaX,
10 BCEMY TOpOIY; TEM CaMbIM 5 CTPEMHJCS IEepPEeBEPHYTH
TOCTIOZICTBYIOIMI HAPPATUB, YTO KyJIbTypa IMPUXOINUT U3 LHEHTpPa
ropona (3to mompocty Mud). [ymaro, 4TO BBl MOAXBATUIM 3Ty
WIICI0, OHA JIETJIa B OCHOBY BCEH Baliiei nesitenbHoCcTH B «Konsthall
C» u mporpammsl «/lomamHue paboTel». MOXXHO cKa3arh, BB
oOpariaerech ¢ Hel Kak ¢ HACTOJILHOW HUTPOH, MOCTOSHHO HaXO/Is
HOBBIE CIIOCOOBI U (POPMBI OpraHU3aluH, YT0OBl OPOCUTH BHI30B
CTPYKTypam, OPraHM3YIOIINM KyJIbTypy. He Moriu ObI BEI onucarh
CBOM MOAXOA K paboTe — KaK ¢ TOYKH 3PSHUSI MECTOHAXOKICHUS
«Konsthall C» B 0OmIeCTBEHHO#H TMpayeyHOl, Tak U B IUIaHE



PICTOpH'-IeCKOﬁ CBA3H 3TOT'O IMPOCTPAHCTBA CO INBEACKUMHU UACIMU
TOPOACKOIO IJIaHUPOBAHUA U CO3AaHUL opraﬂnsauﬂn?

KC: Heckonbko ci10B 0 «JloManiHux paborax... ITo mporpamma,
BKJIFOYAIOIIAsl B CEOsI MCCIIEIOBATENBCKIIA MPOSKT M BHICTABKH,
Mbl 3amycTuiad ee B sHBape 2015 roma. OHa COOTHOCHUTCS C
mectononokerneM «Konsthall C» B 001IecTBEHHOW MPavYedHOMH,
C TeHJEpPHbIM pa3[eleHUEeM Tpyla M TpaHcdopmanued noma.
[Tpayednas IBISAETCS YaCTHIO PA3BUTH IBEJCKOTO IIOTUTHYECKOTO
mpoekta «Folkhemmet» («Hapomgueiii mom»), Hayaroro B
1920-e. BmomHe BO3MOXHO, HAaMOHAIUCTHYECKOTO IPOEKTA,
IIPU3BAHHOIO CO3JaTh 0COOBIH TUI OTBETCTBEHHOIO IPakJaHUHA
U TPOJIOXKHBIIETO MyTh K IIBEICKOMY «TOCYAapCTBY BCEOOIIETO
6marococrosHusay. «Folkhemmety cTpouTcs Ha uxee «XOPOLIETO
JOMa), OTMEYEHHOTO PAaBEHCTBOM M B3aWMONOHMMAaHUEM U
BBIPAXXEHHOTO B MOJEPHU3ALMYU YCIOBUH xM3HU. OOIIeCTBEHHAS
mpadyeyHasi — KIIOYEBOM DIIEMEHT 3TOW MOJAEIH, MOCKOIbKY 3TO
MECTO, IJIe IIEPECEKAIOTCSI COCEU U [I€ OHU 3aHATHI OAHUM H TEM
)K€ TPYIOM — CTHUPKOH Tpsi3HON ofexasl. Ho oqHOBpeMEeHHO 3TO
MECTO, Il Pa3BOPAYMBAIOTCS CIIOPHI O Pa3HBIX CTUIIAX M 00pa3ax
XM3HU. [ Hac 9TO YHHKAaJbHas IUIOI[AJIKa CTOJKHOBEHHS
uaed u oOCyxneHus OOECLUEHEHHOrO TpyAa, KOTOPBIA He
3aMeyYaeTcss COBPEMEHHBIM 00IIecTBOM. «JlomarHue paGoTh»
Kak Obl HaJCTPAaUBAIOTCS HaJ HCTOpUEH IMpaueyHOH (KOTOPYIO
n3ny4varr creHbl «Konsthall Cy») U co3mar0T MpoCTpaHCTBO, TAE
WCTBITHIBAIOTCS. HOBBIE THUITBI OTHOLICHUH, T/I€ MOXKHO YCIIBIIIATh
PpasHbIE TOI0CA U TA€ 00CYKIAIOTCS MOIUTHYECKUE B3IIISIBL.

B TeueHue nepBoro roga Mbl MOBCTPEYAIM, YCIBIIIATA U y3HAIU
HEBEPOSTHO MHOTO OT T€X, KTO IPHHSUI Y9acTHE B IPOrpaMMe: OT
XyIOXHHKOB, IOCETUTENEH, Npy3el U cocenedl. Hamm BeicTaBku
BCErJla HAUMHAIOTCS C BOMpoca (MOCTABICHHOTO HAIeH NaBHEH
coTpynHMLEeH, nucarensuuiei I'ynunoi JlyHnams), o KoTopoM
MBI IIpeIaraeM MOPa3MBIIUIATE HAINX XyTO0KHUKOB H ITyOIHKY.
B pe3ynbrare HamM BBICTaBKU pasfenstoT no3uuuio Illanrtans
Mydd, koTopas yTBEpKAAeT, YTO HaM HYXHBI ITyOJIWYHBIC
IIPOCTPAHCTBA HE AJIsI KOHCEHCYCA, a IS BhIABIECHHS aHTarOHU3Ma
u moneMukd. Hamm 3amaHus U oOCyXIeHHUs He Bcerna OBIBaroT
JIETKUMU, OHU KacCalOTCsI CIIOXKHBIX IPOMEXYTOUHBIX 30H MEXIY
YacTHBIM W IyOJWYHBIM, HO OHH W HE HIIYT KOMIIPOMHCCA;
HOCPEACTBOM MCKYCCTBA MBI IBITAEMCSl OOHAPYXUTh HOBBIE
CIIOCOOBI BEJICHHUS! TUCKYCCHH, HOBBIE MTOAXOABI K MOBCETHEBHBIM
TPYIHOCTSIM.

II: Bbnaromaps monmmanmto «Konsthall C» kak mpoctpaHcTBa
HCCIIEIOBAHMUS M COTPYAHHUYECTBA, BBl OTOIIINA OT HCTOPHYECKON
MO3UIIMU AaBAHTAPIHOTO XYJOKHHUKA KaK XYIOXKHUKA, OIUHOKO
paboTaronmiero BHE  COIHMANBHOrO  KOHTeKcTa.  OTKphIBas
Ka)XIyl0 BBICTaBKYy BOIPOCOM, BBl IpeJlaraeTe XyJaoKHHKaM
MOPa3MBIILIATE 00 YCIOBHUAX, K KOTOPHIM HMEET OTHOIICHHE
BOIIPOC, NPUMEHUTh WX HABBIKM W 3HAHUS B HOBOU cdepe.
Bam momxox ommpaercs Ha paboTy € YK€ CYyHIECTBYIOLINM
MaTepHuajoM U OMNBITOM U Ha TO, KaK MX MOXXHO HCIOJIb30BaTh
VIS pa3BUTHSI HOBBIX MOJEJICH KU3HU U COBMECTHOM paboThl. B
9TOM CMBICIIE COTPYJHHYECTBO CTAHOBUTCS KIFOYOM K TOMY, KaK
B HJICOJIOTHIECKOM U (PU3NIECKOM IIaHE Pa3BUBACTCS rajepes.

KC: [la, BnusiHHe, KOTOpPOE STH OTHOLICHHSI OKa3ajd Ha HAaIly
nporpamMmy u Ha «Konsthall C» B memom, MOXHO omucarb
KaKk CBOET0 poja KOHTaMHHANHWIO, BO3ICHCTBYIOIIYIO Ha XOI
HAIMX JHMCKYCCHUH, MEPONPHUATHIA W BBICTABOK. [Ipoekt Cuapsl
®umunc B oktsa0pe 2015 roa mokassiBaeT, Kak COTPYIHUUECTBO
IpeBpaIiaeTcs B METOX ITyOJMYHOTO WCCICAOBAaHUS — OH
MpUIJAaeT JTIOASH MONSTUTHCS CBOMMHU 3HAHHUSMH M OIBITOM,
MBICTSIMH | 3a00TaMu; B pe3yibrare mporpaMma (GopMupyercs
OTKPBHITBIM, THOKMM MyTeM, C Yy4YeTOM CHTyallud B paioHE
Hokarédngen.

3TO M eCTh, €CIIA YrOIHO, Halll Croco0 paboThl ¢ IEMOKpATHEH,
MO3BOJLSIFOLIMN  XyMO)KHUKAM W WX MPOM3BENCHUSAM YKa3aTh
IyTh K COLHWAJBbHBIM M3MeHEeHUs M. OH yBSI3aH C HIEOJOTHEH,
npucyrcTByromeid B Hokaringen’e, Benb 3TOT paiioH Bcerna
paccMmaTpHuBaiIcs Kak IOJHIOH A UCIBITAHUS HOBBIX ITOJXOIOB
K TOpPOJICKOMY IUIAHHPOBAHMIO: MBI IIPOCHHUPYEM 3TO BHICHHE
Ha MpPaKTUKY, 3aneiicTBoBaHHy0 B «Konsthall C», 4ro, B CBOIO
o4epesb, CTHMYIHPYET SKCIIEPUMEHT U MO0y KIaeT K H3MEHEHHIO
HAaIero oopasa )H3HH U yUacTHs B OOIIECTBE.

Cerogus Mbl HaOmoOmaeM MNOXBEM  HANHMOHAIUCTHYECKHX
MOJIMTUYECKUX MapTuii mo Bcedd EBpome. B BenukoOpuraHun
npomen pedeperayMm o Bbixoge u3 EC, nebaTbl BOKpYr HETO
MOJIOTPENId  HAIIMOHAIMCTHYECKUE HACTPOCHHUS, KCEeHO(OOUIo
1 pacm3M. B mpomuiom roxy, Bo Bpems ImocemeHus Poccuw,
Hac Topaswia IaTpHOTHYecKas pexiama W mopTpersl [lyTiHa
Ha (Qyroonkax. B IlIBenuu pacucrckas maptus — IlIBeackue
JIeMOKpaThl — HaOupaeT Bce Oomble W OoJblIe TojocoB. Ux
PHUTOpHKAa YacTO POMAHTH3UPYeT BpPEMEHa, KOrga MpPOEeKT
«Folkhemy nenan B [IIBeriu CBOM NEpBBIE IIATH, OHH IPHOETAIOT
K ©€ro JIaTCHTHBIM HAI[MOHAIMCTHYSCKHM W  PACHCTCKHM
obeproHam. [TockonbKy OOIIECTBEHHAs MpadeyHasi SBISETCS
cumBosiom folkhem (HapomHOro 10Ma), BO3HMKAaeT HACyLIHAs
HEOOXOIMMOCTb B OOCYXXIEHHH ITUX HICH, B OCIApUBaHUHM HX
W/ICOJIOTUH B paMKaX Halled MporpaMMbI U HEIOCPESICTBCHHO B
creHax «Konsthall C». OcoOeHHO OCTPO 3TH BOMIPOCHI CTABATCS
Ha Hamied TeKylleld BBICTaBKE «OKCHAHCHS JIOMOBOICTBAY,
KOTOpasi UCCIIEAYeT AOM KaK MECTO PaJUKaIbHOTO TBOPUECTBA U
MOPOYHYIO CBSI3b MEXKAY JOMOBOACTBOM M HAIlIOHATNCTHIECKON
MOJIUTUKOH.

Bosspamasice k pasroBopy o «Konsthall C» xak mpocTpaHcTBe,
L€ COEqUHSIOTCS 1Ba KOMIIOHEHTAa — MaTepHajIbHast apXUTEKTypa
1 OOILIECTBEHHBIC OTHOIICHUS; B IPOILIOM TOXY MBI 00CYXIaIn
uzner pa3sutus «Konsthall C» kak «oTkpbiToro gomay». Cerogss
POJIb KYJBTYPHOTO MPOCTPAHCTBA, HAa HAIl B3IISI, B TOM, YTOOBI
CO3/1aThb MECTO, TJIe JIIOIU — BHE 3aBUCHMOCTH OT Pachl, KJlacca U

reHJiepa — 9yBCTBOBAJIHN ObI ce0sl >KeMaHHBIMH. 1 eciti MpUMEHNTD
MeTahopy «OTKPBITOrO 10May K KOHKPETHOMY IIPOCTPAHCTBY, Halll
MOIXOJ] MOXHO OIIHCaTh KaK COTPYIHHYECTBO, HCIIONB3YIONIEe
MIBEICKYI0 MOZENb YyueOHOH TIpymmbl; 3TOT (opMaTr CBOIUT
BMECTE HOBBIX YYaCTHHKOB, OHH (DOPMHUPYIOT M BHOCST CBOH
BKJIaJ] B Hallly IporpaMMy — IIpoLece, KII04eBO A1 IOCTPOCHUS
coobmiectBa u KynbTyphl «Konsthall C». Meponpusitus, Takue
KaK «lOopsYuTeNbHBIE JTOMAIIHUE O00eIbD», MO3BOIIOT JIIOIIM
pa3menuTh C HaMH Tpame3y H, 3a OOIMM CTOIOM HAa KyXHE
«Konsthall Cy», npuHATH y4acTre B AUCKYCCUHU.

I1: Y y4eOHOM rpynnbl HHTEPeCHast HCTOPUA. Yiiod
Manabme rosopua o llIBenuu Kak 0 1eMOKPATHH
yuyeOHoi rpynmnbl. OO0pa3 agemMokparum, K
KOTOPOMY OH CTPEMUJICS, B TOYHOCTH COBNA/IAET
¢ BalllUM ONUCAHMEM: JIIOAU CH/SIT 32 00eIeHHbIM
CTOJIOM M O0CY:KIal0T TO, YTO WX BOJHYeT. OH
HCKAJI MYTH CAeJIaTh TaK, YTOObI 3TA 00bIJIeHHAS
CUTYallusl 0Ka3bIBaJIa BO3/IeiicTBHE HA PeaibHYI0

INOJIUTHUKY. JIr000MBITHO, YTO YUeOHYFO TPYMITy — KakK IMpoIiecc
— PpEenKO BCIOMHHAIOT. OTOT (OpMAaT ChIrpall LEHTPAIbHYIO
POJIb B CO3JaHUM SKOJIOTMH W TOYBBI JUISI PAa3BUTHSI U3BECTHBIX
MY3BIKaJIbHBIX U XyI0KECTBCHHBIX KOJUICKTUBOB IO BCEH CTpaHe.
B IlIBernuu ero moaaepKUBaeT Takue WHCTUTYIHH, Kak «ABF»,
OHU 00€CIEYUBAIOT PECYpChl AN CBOOOTHOTO HCCIEHOBAHMS,
uccienoBaHUs Oe3 3apaHee NPENNHCAHHOTO pPEe3yibTara,
MO3BOJIIONIECTO Ha TPAKTHKE YBHUJETh, KAKOrO poja TBOpYECKas
AKTHBHOCTH MOXXET BOHUKHYTE. [IprueM cam dopmat npedriBaeT
B 3a0BEHHH, 3aTO pPa3AyBalOTCS HCTOPUM HHIMBHIYaIbHOTO
ycIexa, BO3HHKAIOIIIe O1arogaps 3TOMy IIPOLEccy.

KC: VYwuyeOHas rpymma JEXHT B OCHOBE HAIEro JETCKOro
npoekta «Haszam B Oymymiee»; OH, KCTaT, BBISBISCT aKICHT
Ha HHIUBHAYAJbHOCTH, O KOTOPOM TbHI TOBOpPHUIIb. IIpoekT
B3aUMOJICUCTBYIOT CO BCEMHU JOMIKOJIBHBIMH YUPEKICHHSIMHU
B okpyre Farsta (B kotopeiii Bxomut Hokardngen). Kaxmoe
JIOIIKOJIFHOE ~ 3aBEACHHE CAMOCTOSTEIBHO paboTaeT Hax
MPOEKTOM B CBOHMX CTEHaX, a IIOTOM PE3yJIbTaThl MPEABSBISIOTCS
B KayecTBe KOJUIEKTHBHOro mpoekra B «Konsthall C». U s
yuuTenedl KpaiHe Ba)KHO BBIJEIUTh MMEHHO WHIUBHIyaJbHEIC
JOCTHDKEHHS, TOTJa KaK Mbl XOTUM MOAYCPKHYTh KOJUIEKTHBHOE
u3MepeHne. OTO IEHCTBUTEIBHO MpoOJeMa — HAac € CaMoro
Havaja MPUYYaroT BUACTh U CIBIIIATH TOJHKO WHIUBUIYaTbHBIN
HapparuB, 3a0bIBasi O MPOLECCe U KOJUIEKTHBHOW SKOJIOTHH, U3
KOTOPBIX 3TH WHIUBHYAJIbHBIC TOCTHXKCHUSI BBIPACTAIOT.

VYueOHast Tpymma BAOXHOBISIET, MOTOMY 4YTO 3TO MOJAENb
COBMECTHOTO OOyYeHHs, KOJUICKTHBHOTO CaMOO0Opa30BaHHUs,
KOTOPOE CIIOCOOCTBYET CO3HATETBHOMY OTHOLIEHHIO K YCIOBHUSIM,
B KOTOPBIX BCE MBI JKHBEM M KOTOPbIC HYXIAFOTCSI B U3MECHCHUH.
JIro60mBITHO, YTO 3TOT (HOpPMAT, YbHM KOPHU YXOISIT B HUCTOPHIO
pabouero o6pa3oBaHus U KOTOPBIA OOBIYHO MPOTHBOMOCTABIISIOT
rocynapcTBy, B ciydae [Tansme u [lIBenin oOpeTaeT akTyanbHOCTb.
B BenukoOpuTaHWH, HampuMmep, K OOpa30BaHUIO OTHOCATCS
Kyaa Oonee normMarnyHo. [locpencTBoM arak Ha OOpa3oBaHHE
OCYIIECTBIISICTCS] KOHTPOJIb HaJl HACEJICHHEM — JIFOIeH yOKIatoT,
YTO Yy HUX HET BPEMEHH U PECypcoB Ha TO, YTOOBI 3aHATHCS
caM000pa3oBaHMEM W C TIOMOMUIBIO IIONYYCHHBIX 3HAHHH
pa3o0parbes, Kak paboTaeT CUCTEMa, KaK OHA MX SKCIUTyaTHPYET.
Jlerko yBUAETb, YTO MOJIUTHKU MPEKPACHO 3HAIOT O PAJIUKATILHOM
MOTEHIHane 00pa3oBaHMs M IIO3TOMY BCSYECKH OTPaHUYHBAIOT
BO3MOKHOCTH JIJISI CAaMOOOPa30BaHUsI U KOJIICKTUBHOCTH.

IT: O1o mpoucxoaut u B llIBenuu. B 1940-e roxs Mecta BcTpey
Urpail IEHTPAlbHYI0 pPOIb B JAEMOKPAaTH3alUM OOIIEeCTBa,
OIIHAKO CETOJHsI Ha JEMOKPATHIO CMOTPSAT, MOXKHO CKa3aTh, KaK Ha
npo0ieMy — mpooiemMy, ¢ KOTOpPOi Hy>kHO cripaButhes. B [IBermn
3TO 3aMETHO II0 TOMY, KaK 3aKpbIBAIOTCSI WIIU IIPUBATH3UPYIOTCS
TIOMETIEHHsI, KOTOPBIE MOIIIK OBI MCIIONb30BaThCA IS COOPaHMUH.
Ja u nonuTHdeckue napTuu, Takue kak Moderaterna, TOBOPST
0 TOM, KaK yMEHBIINTH BOBICYEHHOCTH TPAXIAaH B TOPOICKOE
iaHupoBanue. [Ipu 5ToM OHU JIenatoT BUA, YTO 3a00TATCS O TOM,
YTOOBI KaXIbIH MIMeI BO3MOXKHOCTB TOJI0Ca, HO 3aT€M 3TH roloca
HE YYUTBIBAIOTCS, 3TO YUCTO AEKOPAaTUBHBIN XKECT, IOMOTalOIINI
COXPAaHUTh BUAUMOCTD IEMOKPATUH.

KC: Eciu Mbl Bce Ke NpoAoJIKAaeM AyMaTh o
KOHKPETHBIX MeCTaxX, [Ide JIIH MOIIH Obl
coduparbcsi W 00pa3oBBIBATH  KOJJIEKTHB,
BCTAaeT BONPOC: KaKHe ellle ecTh pecypchl
U MHCTPYMEHTBI, 4YTOObI CO31aBaThb TaKHe
KYJbTYPHbIE IJIOIATKH?

II: B pamkax HenaBHel BbicTaBku «Performing the Commony,
B KOTOPOH 51 MPUHMMAJ Y4acTue, s MOJOLIEN K 3TOMY BOIPOCY
cienyomuM obOpasoM. [l TOro 4roObl OKUTENM MODIIU
BBIPA0OTaTh CBOIO MO3UIIMIO U 3asIBUTH O HEH BO BCEYCIbINIAHHUE,
s TIPEeJJIOKUI CO3/aTh B IpeaMecTbe XycOlo (Ime Mpoxoauna
BBICTABKa) paiiOHHBIN coBeT (stadelsradet) u apxus.

51 cobpasl apXuB ¢ IOMOIIbIO MECTHBIX JKUTENEH U pa3BepHyI
€ro B BHJHOM MECT€, TaK YTO JIIOAM MOIIH €ro HCIOJIb30BaTh
JUISL BCTped. ApXUB (PyHKIMOHHPOBAJ KaK CBHACTEIHCTBO TOTO,
YTO MECTHBIE KHUTEIH MOTYT KOJUIEKTUBHO BBICKAa3aThCsl O CBOEM
JKM3HEHHOM OIIBITE U MCTOPHH paifoHa. ApXUB OBLUI OTKPBITHIM:
KaKJIbIi J)KUTEIb MOT TOJICIUTHCS CBOCH MCTOPHEN HIH JOOABUThH
UHblE MaTepuaibl. BO3HHK KOJUIEKTUBHBIM Ipouecc. ApXUB,
MOXXHO CKa3aTb, CTajJ 3allUTHBIM HHCTPYMEHTOM [UIS BCETO
paiioHa, OpocaroIUM BbI30B IIOJUTUKAM U IOCYAapCTBEHHBIM

YUPEXKICHHUSIM, KOTOPBIE XOTEJIN MPUHUMATh PEIIeHHs 0e3 KaKnuX-
00 KOHCYJIBTAINI C TEMH, KTO 3/1eCh JKHBET.

3aTeM MOSBMINCH COBETHl KaK emle OAWH HHCTPYMEHT, YXKe
nonutudeckuil. Hazpas rpynmy CoBetom XycOro (Kak 3T0 ObLIO U
B Hokaréngen’e), Mbl TeM caMbIM (hOPMaTM30BAIA OPTAHU3AIUIO
1 HaJeNIWIIM €€ ONPEIeIICHHBIM IIOJUTHYCCKUM IIOTCHIMAIOM U
CTaTycoM. JTOT JKECT MMECHOBAHHS HEBEPOSATHO 3()(EeKTHBEH B
CTpaHe, MmoJararonieiicss Ha OI0POKPATUIECKHE CTPYKTYPBL.

Ho, xoHe4HO, BO3BpamIasch K Hadaly HAIIEro pasroBOpa, 3TH
HOBBIC MHCTPYMEHTHI pabOTAIOT TONBKO TOIa, KOIZa y Bac €CTh
eIle U MPOCTPAHCTBO — MPOCTPAHCTBO, II€ MOXKHO COOMPATHCS U
IPOBOAUTS AUCKyccHH. C yTpaToi MyOIMYHOTO IIPOCTPAHCTBA, BCE
MIPOCTPAaHCTBa OCHOBaHHBIC Ha MpuHIUNAxX «Crenait cam» (DIY)
U CaMOOPTaHW3ALMH, a TAKXKe CyOCHAMpYEeMBIE TOCYIapCTBOM
KyJIBTypHbIE IPOCTPAHCTBA OOPETAIOT KOJIOCCAIbHOE 3HAUCHUE B
KaueCTBE c60000HbIX IUIOMANOK, [ MOTYT BCTPEUAThCS JIFOIH.
MHorye HOBeHIIHE MPOEKTHl TOPOACKOrO IUIAHUPOBAHUS, Kak
HPOEKT Pa3BUTHs XycOI0, MPEAIONaraloT HaJH4ue KyIbTyPHBIX
IIPOCTPAHCTB, HO OAHOBPEMEHHO B HUX MPEANOJIATaeTCsl, YTO BBI
Oynere apeHIOBaTh TaKye IOMEIICHHNS, INIATUTH 32 HUX. BBeneHne
IUIaThl 32 KYJIBTYpPHOE MPOCTPAHCTBO — MPOCTEUIIMH CIOCO0
MOJIOXKUTH KOHEI] IEMOKpaTHYeCKOMy NpoekTy B IIIBenum.

KC: Oto kak B 1990-e, korga oOuiecTBeHHas MpavyedHas ObLia
npeoOpa3oBaHa B 4YacTHbIC KaOWHKH, pE3epPBHPYEMBIE IO
WurtepHery. Bam Oonbliie yxe He HY)KHO OBUIO BCTpEYaThCS
B IPayeyHOW C COCeISIMH — O5TO CHMBOJM3UPOBANO pacmas
COIMATM3alliA JIOMAIIHEr0 Tpyda W pacmax CooOIIeCTBa,
BO3HUKIIIETO O1arofaps 3ToMy TPYAY.

Onmna u3 miaBHbIX 3amay «Konsthall C» Ha cerogHsmHuH
JCHb — IIOCTOSHHO 3aJaBaThCsl BOIPOCOM, KaK HCIOJIB30BaTh
9TOT pecypc B BHJAE IPOCTPAHCTBA, 4YTOOBI 0OOECIEeYHBaTh
HEKOMMEPUYECKYIO IUIOMAAKY A AEMOKPATHIECKOH AUCKYCCUH.
DTOT MOAXOJ YBA3BIBACT Tajiepel0 COBPEMEHHOTO HCKYCCTBa C
JEMOKPAaTHYECKUM MPOEKTOM HIBeACKOTo Jloma KymbsTypbl. Ecnn
YIOIHO, HAIlla TIOJUTHYECKAsl U MPAKTHYESCKash MPUBEPKEHHOCTh
uctopuu JlomoB KynbTypbl orpaxaaet «Konsthall C» ot 3a00t1 u
npobiieM «6enoro Kyoay, KakoBO#, C HAIlIei TOUKH 3pSHHS, TBEPIO
BCTPOEH B Pa3BUTHE YACTHBIX K KOMMEPUYECKHUX apT-TIPOCTPAHCTB.
B BenukoOpuTaHuu Takash cMbldKa JIOMOB KYJBTYpBI U apT-
MIPOCTPAHCTB OTCYTCTBYET, Taleper TaM MO-TIPEKHEMY CIECAYIOT
LEHHOCTSIM M YCTaHOBKaM «0elloro Kyba», B KOTOPOM CTEHBI
OYHIIEHBI OTIIOAEH (M TPY/a) M BO [VIaBY yIIa CTABUTCS MOTIAINBOE
cO3epliaHie MNpPOU3BENCHUH, a HE KOJUICKTUBHAs JUCKYCCHSL.
HUckycerBo Tam, B ommnuue ot LlIBenny, Tiie KynbTypa HOCTOSHHO
OKa3bIBajla BO3JCHCTBHE Ha JEMOKPAaTHYCCKUH MpoIece, Beerma
OBbUIO MaprUHAIM30BAHO, BRICTYNANO NPHBHIETHEH MUTHI. s
BenukoOputanuu Ooiee pelieBaHTHOW mapauienbio  Jomam
KYJBTYPBI ObLIH OBl OOLIECTBEHHBIC IEHTPBI, B HUX MPOHCXOIST
MHTEPECHBIC TUCKYCCHH M H3y4aeTCs HCTOPHSI TAKHUX IIEHTPOB, UX
BJIMSIHHE HA Pa3BUTHE KYJIBTYPhI U BU3yalbHOTO HCKYCCTBA.

HNrak, kakoid YpoK MbI MoO)KeM BbIHECTH U3
3THUX HMCTOPHH W NOJUTHYECKHMX pedopM, Kak
HCIO0JIb30BAaTh UX B KauyecTBe JI(PPEeKTHBHOIO
MOJIUTHYECKOI0 MHCTPYMeHTa?

n: «ABF» (Pabouas  opranmsauust JJs
pacuiMpeHHoro o0y4eHusi) siBjsieT co00ii mpumep
TOIr0, KAK MIPO/I0JI2KAET ;KUTh CErOHSI 3TA HCTOPHS.
HNHcTpyMeHTBI, MOXKHO CKa3aTh, HAXOAATCH
B CaMOM YCTpoOiicTBe 3ITHX TIOCYIapCTBEHHbIX
CTPYKTYp, TMO3TOMY BONPOC TMEPeXOJUT B
NPAKTHYECKYI0 IJIOCKOCTb: KAK HCI0JIb30BaTh
3TH pecypchl B cBOUX Heasax? Kak ¢ nx nomomb1o
3aMyCTUTDh MPoLecC CAMOOPraHU3aluu?

KC: Bonpoc camoopraHu3anuid HEOE3bIHTEPECEH; KaK MBI YXKe
TOBOPHJIM, 3TOT IIPOLIECC PAa3BUBAETCS NPEUMYLIECTBEHHO Ha
okpanHax CTOKroipbMa, B IPEAMECThIX — OCKOJIBKY 3TH PaliOHBI
MOJIBEPTalOTCsl W3MEHEHUSM, CaMOOpraHu3alusi HeoOxXonuma
JUIS TIPOTHUBOCTOSIHUS IUIAaHAM HX IEpeycTpoicTBa. A BOT B
LEHTPE CaMOOpPraHU3alks 3aMETHA ropas30 MEHbIIE. 30eCh Mbl
TOXKE BHIMM KJIACCOBOE Pa3eeHHe, MOCKOIbKY T€, KTO MOXKET
cebe IO3BOJIUTH XKHUTh B Oojiee CTAOMIIBHOM ILIEHTpE, 3a4acTyI0
IIPOCTO HE MCHBITHIBAIOT HEOOXOAUMOCTH 00BEIUHATECS. B 3TOM
cMmbicie, [lep, TBoe 3amMeuaHue O MpaKTUKaX KYJIBTYphI, HIyHIeH
OT MPEAMECTUH B IEHTP, CTAHOBUTCS eIe Oojiee Ba)KHBIM; MBI
OyzeM HacTauBaTh Ha 3TOM B HalIMX «JloMamHuX paboTax» U B
passutun «Konsthall Cy.

Ilepesoo c anen. Anexcanopa Cxuoana



Mapua Bunbkosuckaa n Pydb AxeHpbeKoBa

KynbTypa 6e3 noma

I/ICKyCCTBO - B TOM 3HA4YC€HHUH CJI0Ba, K
KOTOPOMY MbI IPUBBIKJIA, - TIOABUJIOCH

B Ka3zaxcrane oxos0 Beka Ha3zaji.
CpaBHUTENIPHO HEAONTras HUCTOPHsS IO3BOJIIET
sICHEe YBHUJIETh TIPSIMYIO B3aHMOCBSI3b MEXIY
BO3HUKHOBEHHEM SIPKHX apTUCTHYECKUX JIBIKSHUH
U WHIMBUIYAIBHOCTEH, C OIHOH CTOpOHBI, H
OOJIBIINMH «O€3THIHBIMIY HHCTUTYIUOHATBHBIMH
IIpoLiecCcaMt — C Ipyroi. 3aKOHOMEPHBIM 00pa3oM
MECTHBIE DPA3HOBHIHOCTH MOJIEPHBIX JKaHPOB
BO3HUKAIH 37eCh Kak 3(QEKTH KOJIOHM3ALUH.
Tak, ommH W3 NepBBHIX HPOHECCHOHATBHBIX
XyHAOJKHHUKOB, >kuBmMH B Anmarel ¢ 1870-
x tomoB, — H.I. XmymoB — Obu1 3THOTrpadoMm,
MHOTO ITyTEUNIECTBOBAaBIIMM 10 TypKecTaHy,
YYaCTBOBABIIMM B HAYYHBIX SKCIIEIUNUAX H JaKe
MOIy4aBUIMM LIAPCKHUE MENAlM 3a 3aCIyTd Nepen
Wmmneparopckum  Pyccknm  Teorpadmuecknm
O6mectBom. C mpuxogom COBETCKOH BlacTH
MMEHHO OH B 1921-M rogy Bcran Bo IiaBe Halei
NIepBOIl XyMOKECTBEHHON CTY[HHU, TA€ YYHINChH
MHOTHE U3 TeX, KTO I03Ke ObI KaHOHH3HUPOBaH
B KauecTBE OTLIOB-OCHOBAaTeNEH Ka3aXCTAHCKOIO
N300pa3UTEIHHOTO UCKYCCTBA.

CoBeTusanus u nmocjaeaymomme 1sa 1€CATHICTUSA CTAJTH 00J1€3HEHHBIM nepuoaomM

POXKIeHUs1 Hallel, Ka3aXCTaHCKOl Bepcur modernité. To 6wuto0 BpeMs MacmTaGHOIO
KyJIBETypHOTO CTPOUTENLCTBA BO BCeX HOBOMCIeUeHHBIX CoBerckux pecrmyOnmkax. Co3gaHHas B
1920-1940 rompl MHPpACTPYKTypa MO CEil JCHb SBISIETCS MAaTEpPUALHOW W CHUMBOJIMYCCKOW OCHOBOW
(YHKIMOHMPOBAaHHUS MECTHOH OQHIMaNbHON KydabTypsl. B ompeneneHHOM CMBICIE HPOTHBOPEUHS
COBETCKOI1 SIOXH NPOJOJDKAIOT )KUTh BHYTPH M BOKPYT Hac. He cexper, 4To HOIX0oIsl M METOIb! BpeMeH
«KYJIBTYpHOH DEBOJIIOIMM» CYIIECTBEHHBIM 00pa3oM OTIMYAINCh OT Oojee IO3JHMX, MPUBEIIINX
K TOTaJbHOH MOHYMEHTAIN3alUH M OKOCTEHEHHIO KYIBTYPHBIX MHCTHTYTOB. OIHAKO M BO BpeMeHa
«Pa3BHTOTO COLHMAIM3Ma» MHOTHE PAaHHECOBETCKHE Maibleé HHCTUTYLHOHANbHBIE (OPMBI BCE eIle
COXPaHsJINCh M JlaXKe MPOAOIDKAIM H300peTaThCsi HOBBIE: KIIyOBI M JJOMa KYJIBTYPBI, KPacHBIE IOPTHI
W KpacHble YalXaHbl, HApOAHBIE TeaTphl M OPKECTPHI, KPYXKKH CaMOJIEATEIbHOCTH, IepPEIBIKHBIC
KHHOTEaTphl U BHICTABKH U T.1. HecMOTpsl Ha TO 4TO B IIOCIIEBOCHHOE BPeMsI 5TH ()OPMBI IMEITH TeHIECHIINIO
K YKPYIHEHHIO, JaCTO BEIPOXKAASICH M NpUOOpeTast pUTYaJIbHBIN XapakTep, Bce K€ 3aJOKeHHBIH B HUX
H3HAYAIBHO IMOTEHIHANI SKCIIEPUMEHTAIFHOCTH CETOAHS KaKeTCsl O4eHb BaKHBIM M HETOOIEHEHHBIM.
MsHorue u3 3TUX MaJbIX (OpM OBIIM CBOETO POJa HMIIPOBH3AIMSAMH, Ubsl IPUTOJHOCT B T€X MM HHBIX
KOHTEKCTaX BBISICHSUIACh «Ha Xony». Tak, B 1958 romny npaButensctBoMm Kazaxckoit CCP 0b11 co3naH Takoit
THUIT YIPEKICHUH, KaK aBTOKIIYO — «KYJIBTYPHBIH IIEHTP» Ha KoJiecax, 000pyI0BaHHbIN SJIEKTPOCTAHIINEH,
KHHOAIIapaTypoii, MarHUTOOHOM, MY3bIKaJIbHBIMA HHCTPYMEHTaMH, HACTOJIBHBIMH HIDaMH, MHHH-
OubaroTeKolt. BrICKa3bIBaIOCH MHEHHE, YTO aBTOKIIYOBI «HUCKIIFOYUTENHEHO MEPCIIEKTUBHED B YCIOBHAX
yckopeHHOH MonepHu3anuy CTemH, KOT/a «IIOSBIIICH COTHH HOBBIX HACEJICHHBIX ITyHKTOB, OT/IEJICHHBIX
JIPYT OT ApyTa OOJBIMNMHU paccTOSHUAMMY (1). J[esTebHOCTh TAKUX CTPAHCTBYIOIINX «IOMOB KYyJIETYPBD»
BKJIIOYAIa caMmble pas3in4Hble kaHphl: «Kak mokas3anx ombIT pa®oThl aBTOKIyOOB, 3Ta HOBas (hopma
KyJBTYpPHOTO OOCITY>KBaHHS HE TOJBKO BIIOJIHE ONPaBBIBACT Ce0sI, HO M IMEET PsiJl IPEUMYIIECTB epex
KpacHBIMU IOPTaMH. ABTOKIIYOBI IPOBOASAT LENBIH KOMIUIEKC KYJIBTYPHBIX MEpPOIPHUSTHIH: JIEKIIHOHHYIO
IIpoTara”yy, Nepeady OIbITa IEPEOBUKOB CENBCKOTO XO3SHCTBA, BBICTYIUICHUSI arHTKYJIBTOpUTan c
KOHIIEPTaMH, NPOAaXy KHHT, METOIMYECKYIO TOMOIIb PAOOTHHKAM CEJIBCKHX KYJIBTYPHBIX YUPEKICHHUMH,
nmoka3 GuiIsMOB U T.A4.». B cepeanne 1960-x TomoB B cucteMe MUHKYIBTA YUCIHIOCH OOJIee MISTH COTEH
TaKUX HOMaJHIECKUX MUKPOUHCTHTYIHH (2).

Kak n3Bectno, CoBeTckasi BJacTh MOHMMAJIA KyJIbTYpPHOE CTPOUTEIbCTBO 09eHb
IIHPOKO — KAK CO3UJAaHNe «HOBOIO YeJIOBeKa», — BCJIeICTBHE Yero KyJbTypHbIe
YUYpekJAeHUus] CTaBMJIM Ieped c000il 0YeHb MIMPOKHI KPYr NOJUTHYECKHX H
BOCIIMTATEIBHBIX 32/1a4, 3aHUMAasiCh 00pa30BaTeJbHBIMH, MPOU3BOACTBEHHBIMH,
3TMYeCKHMH, MHPOBO33peHYECKMMM BomnpocamMu. B oTiinyme 0T HBIHEIIHUX
€1oco60B 0pUIUATBHON penpe3eHTAliH, TPAHCIMPYIONIUX MPeIcTABICHUSA JJIUT
0 KyJbType KaK CaKpaJbHOH cepe «IyXOBHOCTH», COBETCKMIl KYJIbTHPOCBET
OCHOBBIBAJICA Ha Kylda 0oJiee mporpeccuBHbIX miaesx. HayuyHocTs, cBeTCKOCTB,
IraJINTApM3M, TMOAJeP’)KKa CaMOJesiTeJIbHOCTH, AKLIEeHT Ha 00pa3oBaHHH
U Oo0IIeJOCTYNHOCTH ObLIM NpUHOUNHAIBLHBL. B 3TOH cBsI3U oOpaineHue
COBpPEMEHHBIX XYI0)KHUKOB K IeMOKPaTH4eCKOMY MOTEHIHAIY PAHHECOBETCKUX
NPAKTHK He BbI3bIBaeT yIMBJeHHUs. JIOOONBITHBIM 00pa3oM NPOTHBOPEYHBasK
COBETCKAf KYJIbTYPa cTAJIa VI HAC He TOJIHKO BI3BIBAIOIINM CTPAX M OTBpPAllleHHe
O/IM03HBIM OJTHIIeTBOPEHNEM BJIACTH H KOHTPOJISA, HO M CBO€0OPA3ZHBIM HCTOYHHKOM
BIOXHOBEHMS, TOBOJAOM /151 KOHCTPYHPOBAaHUS COOCTBEHHBIX reHeaJOrnid.

3a1aBIINCh HECKOJIBKO JIET Ha3aJx BOIPOCOM O TOM, Kak (YHKIHOHHPYET KyJIbTypa B COBPEMCHHOM
Kazaxcrane, Mbl 00Hapy>KHJIH BCE T€ )K€ MOHYMEHTAJIbHBIE COBETCKUE TOCYUPEKICHNS, IepEeKpaIlleHHbIS
(B IPSIMOM U TIEPEHOCHOM CMBICTIE) B [[BETA HE3aBUCHMOCTH U TIOJIYYMBIIHE CTAaTyC «HAI[HOHAIBHEIX». B
HBIHEIIHEM 0OMXO0/Ie 3TOT SIHUTET JIBYCMBICIICH, KOO OTCBUIACT M K «HALUI KaK TOCYJapCTBY B LIENOM, U K
«HAIIMOHAJIBHOCTI» KaK 3THHYHOCTH. [Ipo6ieMa HalMOHAIM3MOB — JOBOJIBHO OCTPAst IS IIOCTCOBETCKOM
LenTpansHoif A3um, Tme Bce emle OOIIETIPHUHATHIM SIBISIETCS W pasfeleHHe Ha HAIMOHAJIBHOCTH
«TUTYIBHBIe» U KHETUTYJIBHBIE», M IIPE/ICTAaBICHNE 00 ay TEHTUIHOH KYJIBType KaK SIBIICHHU BEPHAKYIISIPHOM,
TIOYBEHHOM, BIIMCAHHOM B CyIIIECTBYOIINI a IMHHUCTPATUBHO-TEPPUTOPUATIBLHBIN MTOpsIoK. [IpakTnaeckn
BCE MECTHBIE KYJIBTYPHBIC YUPEKACHHS OKa3aJHCh MapKHPOBAHBI TOW WM MHOW «HAI[OHAIBEHOCTHION,
co3aBasl OLIyIIEHUE, YTO KaKABIH IPaKJaHUH CTPAHBI CIIOBHO OBl NMPUIHCAH K CBOEMY KYJIBTYPHOMY
LEHTPY B COOTBETCTBHHU C STHHYECKON NPHHAUICKHOCTHI0. EMMHCTBEHHAs HHCTUTYIVS, 3aHIMAaBIIeECst
COOCTBEHHO COBpeMeHHBIM McKyccTBoM, — lleHTp CoBpemennoro MckyccrBa Copoca — 3akpbUiach
B Anmatsl B 2008 roay, B pesyibTaTe 4ero OTCYTCTBHE B rOpoO/i€ KYJIBTYpbl COBPEMEHHOCTH CTajo
0COOEHHO 3aMeTHBIM. B Takoli cutyanuu Hanbosee BOCTpeOOBAaHHBIMHU XYO’KECTBEHHBIMU HPAKTUKAMH
HaM TOKa3aJHCh «y4pekIaloIne NpaKTUKm» (instituent practices), 0 KOTOpBIX nHcain 'epanby PayHur
(3). B xoHIIe KOHIIOB, CO3JaHHE BOOOPa)KaeMbIX HMHCTUTYLIMH — 3TO TOXE CBOETO pojia >KaHp, UMEIOMHNit
TPAIHIHIO

et ey
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(mMoxHO BcrioMHHUTH MMeHa AHape Masbpo, Mana u Murpun bakcrepos, Mapcens bporapca nin Xanca
Vinppuxa OOpucra). MBI HOMNBITAIUCE BOOOPAa3HTh TaKOW KYJIBTYPHBIH LIEHTp, KOTOPBIH, B Haeaie,
JOJDKEH Obl CYIECTBOBaTh B AJIMAThl, SBISACH, C OZHOH CTOPOHBI, CielU(UUECKH HAlllUM MECTHBIM, a C
JPYTroii — TPAHCIOKAJIbHBIM U MHTEPHALMOHAIBHBIM, CTOSIMM Ha aHTU3CCEHLIMAIUCTCKUX U PAAUKAIBHO
KOHCTPYKTHBHCTCKUX NO3uIMAX. [ToMHS 0 ToM, uto mis Kasaxcrana Aimarbl Bcerna ObUIM LIEHTPOM
MOJICPHOH, €BPONEU3UPOBAHHON KyJIBTYpPbI, CO3[1aBAEMOW YCHIMSMH CMEIIAHHOTO HHTEJUIMI€HTCKOTO
UHTEPHALIMOHATAa — DIaBHBIM 00pa30oM, PYCCKOTOBOPSIIEr0o, — Mbl HCKaJId TEOPETHYECKYI0 OCHOBY
JUIsL ONUCAHUS 3TOH CUTyalldn — 10 BCEM HNPHM3HAKAM TPAHCTPaHUYHOM, MYIBTUKYIbTYypHOH. Harm
JMYHbIE UCTOPUH IPOUCXOXKJCHHS, B KOTOPBIX «MECTHOE» M «MHO3EMHOE» IEPEIUICINCh JIO MOJIHOTO
Hepa3JIMYeHHUs, He OCTaBUIIM HAM HHOT'O BBIOOPA, KPOME KaK 00paTUThCS K TEOPUH KPEOJIN3ALMH U Ha3BaTh
Halll BOOOPaXXaeMblii KyJIbTYPHBIIl LIEHTP «KPeosbCKUM». OHUM M3 IVIaBHBIX UCTOYHUKOB BIOXHOBEHUS
JUIsL HaC MOCITy’Kui1a KHura Onyapa [nnccana «ITostnka OTHOIIEHHS», B KOTOPOI MBI HAIIUIK — CIIOBHO ObI
CMYTHO 3HAaKOMBIH ¢ JercTBal — B3I Ha I00aNbHOE COOOIIECTBO 3eMIIM KaK Ha MUP-B-KPEOIU3aLHH,
rze 100ast Ky/IbTypa BOSHUKAET B PE3y/IbTaTe CTOIKHOBEHHUS U CMELICHUS MPEIIIEeCTBYIONIMX eif, a mo0ast
UJICHTUYHOCTb BCETr/ia pacliupeHa yepe3 otHoueHue ¢ Jpyrum. CTpaHHbIM 00pa3oM OCTKOJIOHHAIbHBIC
curyanuu Kapu6os u LleHTpanbHOH A3MM — NpU BCEX OYEBHIHBIX PAa3iIMYUSX — BAPYr OOHAPYXUIHU
cxoznctBa. Kazaxckas Crenb, Jexalias B IOrpaHUYHON 30He OYJIUCTCKOTr0, apabCKOro U XpUCTHAHCKOTO
MHpPOB, Obl1a U1 Poccuiickoit IMnepun TpaauMOHHBIM MECTOM CCBUIKH, @ CO BTOPOM MmonoBUHbI XIX
BEKa JOBOJIBHO aKTHBHO KOJOHHM3MpOBajach. Bo Bpemena bonbioro teppopa B ILlenTpanbHyro A3zuio
ObLIM NENOPTUPOBAHBI LieNble HAPOJHOCTH, *kuBLIMe Ha JlanbHem Bocroke, Ha KaBkase, B 3akaBka3be,
Vkpaune, Monnasuu, benapycu, Ilpubantuke. OrpoMHOE KOIMYECTBO IEPECENCHLEB IPHEXano B
Ientpanpayto A3uio B XX BeKe [0 MHbIM IIPHYMHAM, CPEIH KOTOPBIX BOIHA, MACCOBbIE MOOMIIU3ALIMOHHBIC
KaMIIaHWH, OTObIBAHME HAKa3aHUs B JIATEPHOW CHUCTEME WM TPYyHOBOe pacrpeneieHue. TypkecTan u B
JIOPEBONIIOLIMOHHbBIE BPEMEHA MIPECTABIISII COO0H PErMOH MCKIIFOUUTENIBHO TECTPhI U HE NOANAOLINICS
sTHorpaduueckoii knaccuduxanuu, 8 CoperckoM xe Corose 3Ta nectpora Oblia yCHIEHA MHOTOKDATHO.
VYuutbiBast Bce 3TO, KaKyl KyJbTypy CJIEJOBaJO HaM CHeNarh Hamed COOCTBEHHOH — JIOKAaJIbHOW M
ayTEeHTUYHOW? MBI He HAllUTM HUYEro JIy4llle, 4eM 0003HAUUTh €€ YCIOBHO KaK «KPEOJIbCKYIO», IoJiaras,
YTO TAaKUM O0pa3OM Ba)KHbIC Ul NMOHMMAaHHS COBPEMEHHOCTH MIEH KapHOCKHX TEOPETHKOB MOXXHO
clieNath U3BECTHBIMU M Y Hac. Kpeonbekuit ieHTp ObLI npezcTapieH myonuke B ssuBape 2013 roga.

B TOT roz Mbl paboTaiu B cocTaBe HeOONBIOTO «KPEaTUBHOTO KIACTEPay B CAMOM LIGHTPE AJIMAaThI, IIi¢ Ha
©KEHE/ICNIbHON OCHOBE YCTPaUBAIN MEPOIPHATHS, IPHIMYECTBYOIINE KYJITYPHOMY LIEHTPY: IHCKYCCHH,
BHUJICOINOKA3bl, BBICTYIUICHUS, JIEKIMH, KOHLEPTHI, BBICTABKU, NMEPPOMAHCHI, BCTPEUU C apPTHCTaMU U
auTeparypHble yreHus. Ham ObUIO Ba)KHO HE TOJIBKO CO3[aTh MECTO ULl COBPEMEHHOIO MCKYCCTBA, HO
U 0003HAYUTh AJIBTEPHATUBBI JOMUHUPYIOLICH MapagurMe «HalMOHAIbHBIX OCOOCHHOCTEH», IOKa3aTh
CKOHCTPYHPOBaHHOCTb JI000H HASHTUYHOCTH U HIPHHLIUIUAIBHYIO OTKPBITOCTb XYJ0XKECTBEHHON cepbl
— U B SraJIUTapHCTCKOM, U B KOCMOIIOJIUTHYECKOM CMbIcie. HecMOTps Ha TO 4TO HalM MEpONpHUATHS
HPHOOPENH ONPEACIICHHYO HOMYJIAPHOCTb, PyKOBOJCTBY «KPEAaTHBHOTO KJIACTEPay OHH IPUHOCHIIN JIULIb
xJIonoThbl ¥ pacxofsl. ITocie momyropa Jier coTpyaHuuecTBa ¢ KpeonbckuM LEHTPOM Biajieliel] HpHHSLI
pEILICHNE 0TKa3aThCsl OT KyJIBTYPHON COCTABIISIOLICH B AEATENBHOCTH OU3HEC-KIacTepa.

C tex mop Kpeoabckmii eHTp cTaj cyliecTBOBATH caM M0 cede, TO MOsIBJISISICh, TO
ucye3ast, KOYysl OT OHOM MIIOLIAAKH K APYroi, CJIOBHO HOMATHYECKUIl CTEMHON
aBTOKJIY0. MBI BCe ellle MpoBOAUM «mpe3eHTanun Kpeoabckoro kyibsTypHoro
HEHTPa», U T€, KTO HA HUX NMPUXOSIT, MPEKPACHO MOHNMAIOT, YTO UMEIOT JIeJI0 ¢
caMoesiTeIbHOI TeaTPaJu30BaAaHHOI HHCIIEHUPOBKOIi, 2 BOBCe He C HACTOSIIIEH
KyJbTYypHOii uHcTHTynMeil. MBI Ke He CKJIOHHBI AYMaTh, 4YTO pa3HHUIA
MeKAY dTUMH JABYMS BelllaMHM TaK YK BeJIMKa — B KOHIIE KOHIIOB, BCE KAHPBI
neppopmaruBHpl. Tak WM WHA4Ye, HAIMM BOOOpPaKaeMbIM TPAHCHOPTHBIM
CPeICTBOM MO-TPeKHEMY SIBJISIETCSI «He3aBeplleHHbIH mpoekT» [IpocBemenns,
YbU MYTH, KaK Mbl HEOJIHOKPATHO YO0eKIaJauch, HEHCHOBEAUMBI, a MYHKT
Ha3HAYeHUs] U BOBce He mpeaycMoTped. OqHako Hamle OecnieJibHOe CTPaHCTBHE
(moab3ysich TepmuHoM IimccaHa), BeoMoe NMPUHIMIOM HAAEKIbl (MOJIb3YsCh
TepmuHoMm Bioxa), — mponoskaercs.
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Maria Vilkovisky and Ruth Jenrbekova

Culture without house

Art, in the sense of that word to which we are
accustomed, appeared in Kazakhstan about a century

ago. Its comparatively short history allows us to see more clearly
the direct relationship between the emergence of colorful artistic
movements and personalities on the one hand and large, “impersonal”
institutional processes on the other. In a predictable manner, local
varieties of modern genres arose here as effects of colonization. For
example, one of the first professional artists living in Almaty from
the 1870s on, N. G. Khludov, was an ethnographer who traveled
frequently to Turkestan, took part in scientific expeditions and was
even decorated with tsarist medals for his service to the Imperial
Russian Geographic Society. With the coming of the Soviet era, it
was he who in 1921 took the lead in forming the first Soviet artistic
studio, where many of those who later became canonized as the
founding fathers of Kazakh graphic art studied.

The process of Sovietization and the two decades that
followed were the painful period in which our Kazakh

version of modernité was born. It was the time of large-scale
culture-building in all of the newly created Soviet Republics. The
infrastructure created in the years 1920-1940 to this day remains the
material and symbolic foundation upon which local official culture
functions. In a certain sense, the contradictions of the Soviet age
continue to live within and around us. It is no secret that the tactics
and methods of the time of “cultural revolution” differed substantially
from later approaches that led to the total monumentalization and
ossification of cultural institutions. Nonetheless, even during the
time of “developed socialism” many early Soviet institutional forms
persisted and new ones even continued to be invented: clubs and houses
of culture, red yurts and red teahouses, folk theaters and orchestras,
amateur performance societies, mobile cinemas and exhibitions, and so
on. Regardless of the fact that in the postwar period these forms tended
toward [consolidation], often fading and taking on a ritual aspect, the
potential for experimentation inherent in them from their founding
today seems very important and unappreciated. Many of these small
forms constituted a kind of improvisation, whose adaptability to
various contexts became clear “on the go.” For instance, in 1958 the
government of the Kazakh SSR created a new kind of establishment,
the auto-club — a “cultural center” on wheels, equipped with a power
station, cinematographic and sound recording equipment, musical
instruments, board games, and a mini-library. Some have voiced
the opinion that auto-clubs were “exceptionally far-sighted” in an
age of accelerated modernization of the Steppe, when “hundreds of
new population centers were taking shape, separated from each other
by large distances.” (1). The activities of such traveling “houses of
culture” encompassed a wide variety of genres: “As the experience
of the work of auto-clubs showed, this new form of cultural service
not only completely justifies itself, but has a number of advantages
compared to red yurts. Auto-clubs provide a broad range of cultural
events: propaganda lectures, fora for high-performing agricultural
workers to share their expertise, meetings with culture brigades,
including concerts, book sales, methodical assistance for workers
from village cultural institutions, film showings, and so on.” In the
mid-1960s, the Ministry of Culture system listed more than five
hundred of these nomadic microinstitutions. (2).

As is well known, the Soviet government understood
culture-building very broadly — as the creation of the
“new man” — and as a result, cultural institutions
set themselves a very broad range of political and
pedagogical tasks, taking on questions of education,
industrial production, ethics, and philosophy. Unlike
contemporary forms of official representation, which
communicate elite concepts of culture as a sacred
sphere of “spirituality,” Soviet cultural enlightenment
was based on somewhat more progressive ideas.
Scientific rigor, laicity, egalitarianism, support for a
do-it-yourself approach, and an accent on education
and accessibility to all were its fundamental features.
In connection with this, it is not surprising that
contemporary artists reference the democratic
potential of early Soviet practices. In a curious way, the
contradictory Soviet culture has become, for us, not
only the frightening, repulsive, odious personification
of power and control, but also a peculiar source of
inspiration, a pretext for constructing one’s own
genealogies.

Since asking ourselves the question a few years ago of how culture
functions in contemporary Kazakhstan, we have discovered these
same monumental Soviet state institutions, repainted (literally

and figuratively) in the colors of independence and endowed with
the new status of “national” entities. In current usage this term is
ambiguous, since it refers both to nation, i.e., the state as a whole,
and nationality, i.e., ethnicity. The problem of nationalisms is quite
an acute one for post-Soviet Central Asia, where both the division
into “official” and “unofficial” nationality and the notion of authentic
culture as a vernacular, soil-inhabiting phenomenon, inscribed into
the existing administrative-territorial order, are generally accepted.

Practically all local cultural institutions have been revealed to

be marked by some form of “nationality” or other, creating the
impression that each citizen of a country is somehow assigned to his
own cultural center based on ethnic allegiance. The only institution
that is properly concerned with contemporary art, the Soros Center
for Contemporary Art, closed in Almaty in 2008, with the result that
the absence of contemporary culture in that city became particularly
noticeable. In that situation, the most desirable artistic practices,

it seemed to us, were the “instituent practices” that Gerald Raunig
wrote about (3). In the end, the creation of imagined institutions

is also a specific kind of genre, possessing a tradition (the names
André Malraux, lain and Ingrid Baxter, Marcel Broodthaer, and
Hans Ulrich Obrist come to mind). We tried to imagine the kind of
cultural center that ideally should exist in Almaty, being on the one
hand specifically our local center and on the other hand, translocal
and international, taking anti-essentialist and radically constructivist
positions. Remembering that for Kazakhstan, Almaty was always

a center of modern, Europeanized culture, created through the
effortspf a mixed international composed mostly of Russian-
speaking intelligentsia, we sought a theoretical basis for describing
this situation — by all indications a transborder, multicultural one.
Our personal background stories, in which “local” and “foreign”
were interwoven to the point of indistinction, left us no choice but
to consider the theory of creolization and call our imagined cultural
center “creole.” One of our main sources of inspiration
was Edouard Glissant’s book Poetics of Relation,

in which we found a view — seemingly vaguely familiar
from childhood! — of the global community of Earth as
a world-in-creolization, in which any culture

takes shape as a result of the collision and
combination of its predecessors, and any
identity is always expanded by relations
with the Other. In a strange way,

the postcolonial situations

of the Caribbean and Central Asia,
with all of their evident dissimilarity,
suddenly revealed similarities.
The Steppe of Kazakhstan,
located in the border zone

of the Buddhist, Arab

and Christian worlds, was for
the Russian Empire a traditional site
of exile, and from the second half of the 19" century
was quite actively colonized. During the period of
the Great Terror, entire ethnic groups were deported %
to Central Asia from where they had been living: in the Far East,
the Caucasus, the Transcaucasus, Ukraine, Moldova, Belarus,
and the Baltics. An enormous number of settlers moved into Central
Asia in the 20" century for other reasons, including war, mass
mobilization campaigns, to serve a sentence in the camp system

or to carry out a work assignment. Already in the prerevolutionary
era, Turkestan presented an exceptionally colorful region and one
defying ethnographic classification; and after Kazakhstan entered the
Soviet Union, its varicoloredness was greatly heightened.

Taking all this into consideration, what kind of
culture were we supposed to make our own local
and authentic one? We found nothing better than to
conditionally label it “creole,” believing that this way,
some ideas important for understanding modernity,
from Caribbean theoreticians, can gain wider
familiarity here. The Creole Center was presented to
the broader public in January 2013.

During that year, we worked in the framework of a small “creative
cluster” in the center of Almaty, where events befitting a cultural
center were held on a weekly basis: discussions, video exhibitions,
performances, lectures, concerts, exhibits, artist performance pieces,
meetings with actors, and book readings. To us, it was important not
only to create a place for contemporary art, but also to designate
alternatives to the dominant paradigm of “national identities,” to
show the constructed nature of any identity and the basic openness
of the artistic sphere— in both the egalitarian and the cosmopolitan
sense. Regardless of the fact that our events enjoyed a certain
level of popularity, they brought the management of the “creative
cluster” nothing but trouble and expense. After eighteen months of
collaboration with the Creole Center, the owner took the decision to
opt out of the cultural component in the business-cluster’s activities.

Since then the Creole Center has existed on its own,
appearing and disappearing, wandering from one
venue to the next like a nomadic auto-club of the
Steppe. We still continue to organize “presentations
of the Creole Cultural Center,” and those who attend
them understand perfectly that they are dealing with
a bottom-up theatricalized production rather than a
real cultural institution. Of course we are inclined to
think that the difference between those two things is
really not that great — when all is said and done, all
genres are performative. In any case, our imagined
means of transport continues to be the “unfinished
project” of Enlightenment, whose ways, as we
have repeatedly found, are inscrutable, and whose
destination is by no means foreseeable. Nonetheless,
our aimless wandering (to use a term favored by
Glissant), led by what Bloch would call the Principle
of Hope, goes on.

'}
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Houses of the people were built llrrnt:g'hnm Europe at the end of the
late nineteenth and early twentieth centuries: The first record of the
rerm house of the peaple in Italy can be found in 1893, when it was used o
describe the initiative of a consumer cooperative in Massenzatico (Reg-
gio Emilia). More than ten thousand workers were in attendance for its
inauguration.”’ _\1m'. houses of people cari'_—'innli_i' were financed by ei-

ther cooperatives or mutual aid societies, which were uniquely able to

aceumulate collective resources from the numerous but economically

|11-.1:';':r1:11 workers. According to Rochedale principles, most coopera-

tives sold merchandise at market prices and then distributed profits to
the members in proportion to purchases. In addition, a portion of the
profits was retained as reserves for the co-op, and a percentage was also
devoted 1o social and political projects. According to the statutes, such
projects had to be approved by the majority of members during periodic
assemblies. The funds used to construct the houses of the people were

the profits that would usually have been distributed to investors as re-
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Some houses of the people evolved out of the literacy campaigns that
~rr("t_;lli~a; organized in order to expand the working class’s ['(_‘gs:-'r_'\t.'ﬂl;l—
tion among the electorate. Because the law restricted the right to vote
to |]1<‘HL' JH;]|<_' a‘E!i?.L‘Ih \\]]U i\l]‘u\L'\\l_'ﬁi. a \f.fhiltr] -'.'L'-.’T_!Ht Ate or were :!i1i‘_‘ | (4]
pass.a literacy exam, participation among the working classes was effec-
tively limited. Ar first, the socialists rented rooms to organize evening
|I1L_'I"n'('_\ (_|<|.'1‘|L"~. H‘.('\t’ IMItatves soon L'kg}.‘i!'ll.EL'l.l to IiI:_‘E-‘.ILi;' d SErIes HI- ."('_—
lared activities: newspaper reading rooms, libraries, and political discus-
sion groups. The problem was thatin small urban and rural centers. the
local elite effectively controlled real estate and sometimes refiused to
Fent space to socialists. Alternatively, when political groups rried to
meet in bars and cafés, those establishments \\L“I'L‘_‘JEI-T_-Q_‘,:] closed by the

local prefect. who selectively applied licensing laws to limit socialist
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groups’ aceess to such supposedly public spaces:=® Meeting in private

homes, however, was nota solution. First, workers almost never had the
space to host even moderately large groups. Second, hosting such a

meeting increased the risk of police retaliation. Finally, because the so-

cialist movement’s goal was inclusiveness, meeting in private homes

would be an ineffective mode of nereasing broad participation. o

overcome these dithiculties, socialist activists were forced to build au-

The House of the People

many thanks to: all the authors, translators and participants of ROZA’s House of Culture for inspiring experiences
which run into composing this publication ||| orpomHOe cnacnbo Bcem aBTOpam, nepesogymkam U yvyactHukam [OK:
POSbIl 3a ctTumynupyoLWwmn onbiT, NPUBEALLNA K CO34aHNI0 3TON nybGnukaumm

This issue was published with thessupport_of the project Draft. Initiated by Khanabadosh (Mumbai) and
Institute for Contemporary Art/Research (IFCAR), Zurich University of the Arts, Draft considers contempo-
rary art that produces, provokes and contributes to public debates. The undertaking is anchored in nine
cross-disciplinary collaboratives in Beijing, Cairo, Cape Town, Hamburg, Hong Kong, Mumbai, Mexico City,
St. Petersburg and Zurich.

OTa nybnukaumnsa ocyuwectBneHHa npu noggepxke npoekta Draft, uHuumnposaHoro Khanabadosh.(bom6ei) n Insti-
tute for Contemporary Art Research (IFCAR), Akagemusa UckycctB Lopux. NpoekT Draft paccmaTpuBaeT npakTUKn
COBPEMEHHOIO0 UCKYyCCTBA, KOTOPbIE NPOBOLUPYIOT POPMUPOBaAHME HOBbLIX NYBNUK U NYBANYHBIX 0BCYXOEHUN.
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-.Founded in early 2003 in Petersburg, the platform Chto Delat
is a collective initiative that is aimed at creation and developing
adialogue betweentheory, art,and activism
and about the place of art and poetics creative

see more at www.chtodelat.org /// contact: info@chtodelat.org / dmvilen@gmail.com in this process. @commons

Translation and English proof reading: Timothy Williams
all materials are available on-line at www.chtodelat.org

otneyarado B tunorpaduu [IpodIlpunr / 194362, Canxr-IlerepOypr, noc.Ilapronoso, yin.Jlomonocosa, 1.113 / Homepa 3aka3a: 519



