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Conono)xeHwne
Yype3BblYaNHOCTEN

ApTyp KHsi3eB

[anepes «Tpuymd» cosgana NpoekT «HpesBbl4anHOE MOSIOXKEHNE>
B Ka4ecTBe OTBETA Ha BbIHY>XOEHHbIN NPOCTON N OCTaHOBKY BbICTaBOYHOW
neaTensHOCTY. Takasi peakuus 6blna cBs3aHa C 0CO3HaHUEM TOro, YTO NaHOEMUS
CYLLECTBYET y>Ke psiaoM C Hamu, a nokaayH HensbexxeH. MnobanbHbln MacluTab
pacnpocTpaHeHuss 60n1e3HM 03Havasl, YTO HaMm NPeacTOUT CTONKHYTLCSA
C UCKNIOYNTENbHBIM OMbITOM, KOTOPbIN BYAET CBA3aH C XXECTKMMN KapaHTUHHbLIMU
orpaHnyeHnsiMn, 6o1ee NHTEHCUBHbLIM NMOTOKOM 3a4acTyo HEMPOBEPEHHOMN
nHdopmaunn — nHdogemMmen, a Takxxe ¢ meguatmusaumen 6onesHun.

Pa3HonnaHoBbIN KOHTEHT, KOTOPLIN ranepes cosgasana B ungposom
BUAe 1 pacnpocTpaHsia Yepes kaHanol B Telegram v YouTube, n3HayanbHO
co3faBasicsl Kak HEKOTOpPbI HABPOCOK TEKYLLIEN BbICTaBKN, a MOTOMY SIBNSETCS
Ba>KHOW ee yacTblo. OH COCTOMT 13 NOAKACTOB, B KOTOPbIX Mbl BMECTE C FOCTSMU
CTPOWNKN NPEeANoSIoXEHNss O TOM, 4TO ByfeT nocne NaHAEMUM U Kak JONro oHa
npognutcs. VI3 TeKCTOB KynbTyposioros v unocodoB, PasmbILIAIOLWMX O TOM, Kak
YenoBEeYECTBY NMPOAOIKATb XXUTb COBMECTHO B YC/IOBUSX TOTaNbHON U30nsuun gpyr
oT gpyra. /I3 HabnogeHuin 3a TeM, Kak aganTUPYOTCS K HOBbIM YCIIOBUSIM XYLOXHUKU
CO BCEro mMvpa, ¢ KOTopbiM/ COTpyAHUYana ranepes, n n3 nx pabot, KOTopbIe Mbl
Ha canTe NpoeKTa nokasbiBanu nybsmMke B HECKONbKO MHOM, HETUMMYHOM /151 HAaC
undposom dopmare.

Mocne Tpex MecsLeB CaMOU30ASALUN U KaPaHTUHHBIX OrPaHNUYeHNUI
Ha JaHHOM 3Tane MOXHO CUUTaTb, YTO CTaNIo BO3MOXHbBIM COEPXKATb M NPOLOIKATb
coepxxvBaTtb 601e3Hb. PaTanbHOCTb, MPUNUCLIBAaEMas paHee aToMy rnobansHoMy
cobbiTuio, ncuepnana. Cenvac, korga 6onesHb y>xe BCTpousiach B Hawy
NOBCEOHEBHYIO XWN3Hb, CYLLIECTBYET Ha ee poHe 1 3TOT (hOH 3aJaeT, Mbl Npeanaraem
NMOCMOTPETb Ha MHOFOrPaHHbIN AHEBHVK MAaHAEMUWN, KOTOPbIN CY>KUT Tenepb
HaNOMMHaHVEM O BPEMEHN B U30NALUN.

B pamkax «4pe3Bbl4aiiHOro nosioxXeHnsi» He06X0AMMO NOPa3MbILWNIATD,
HACKOJIbKO Ba>KHbIMW, BECOMbIMU 1 HEOBPATUMbIMU CTann U3MEHEHUS, CBA3aHHbIE
C naHgeMuen 1 ee NOCNeACTBUSAMU, N Kak 40SIr0 OHM ByayT Ha HaC BNUSTb.
lMpenpcTaBneHHble Ha BbiCTaBke paboTbl — 3TO penpes3eHTaums XygoXKeCTBEHHOMN
pecdnekcum Tex acnekToB XN3HN 1 UCKYCCTBA, KOTOPbIE BbIiBUIA NAaHOEMUS,

a Tak>Ke COOTHOCSILLMECS C HUMK paboTbl, NoKa3aHHble paHee. B npoekTe
3aaeTcsl TOH pPa3roBoOpy O XM3HU B YCNOBUSX NaHAEMUM N MAPKUPYOTCS BEKTOPbI
PasMbILLIIEHNIN O HEWN.
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BbicTaBka cocTtouT U3 wectn pasgenos: «OprueHTUpbI B NPOCTPaHCTBE»,
«AHTK / CTpyKTYypa», «HacTosiwee Bpemsi», «[1paBabl 1 BbIMbICbI», «[lorpaHnYHbIi
CUHOPOM» 1 «Bale akpaHHOe BpeMst UCTekN0». Kaxxabin U3 HUX NpeanaraeT aHanus
TOro, Kakme 3HaKOMbIE COLMOKY/IbTYPHbIE MPOLEeCChl TPaHCHOPMUPOBaNNCH NOA,
HaTUCKOM NaHAeEMUM, a Kakme TOMbKO 3apoannch 1 elle TpebyloT N3yyeHuns.

MpumeyaTenbHO, HACKOIBKO HEOBLIYHLIMK BO BPEMS MaHOEMUN CTanNn
NPaKTUKN MOBUNN3auMn N0GeN B pasHbiX CTPaHax NpoTNB PoCTa YMcna 3apa>keHHbIX.
Mpumepamn Takon TeHAEHUMM, KOrga o6L,EeCTBEHHOCTb CAMOCTOSITENIBHO
npoTtusocTosna 60s1e3HN, ABASAIOTCSH NPaKTUKM CAMOKOHTPOSIS U KOHTPOSIS 3a
opyrumm nrogbMu. OHM NPOSIBUINCL HE TOMBbKO B MHULMATMBHOM ClegoBaHnm
NpPeanucaHnsiM HOCUTb Macku B O6LLLECTBEHHbIX MeCTax 1 cobntopgaTb PU3nNYeCKyLo
OUCTaHUMIO, HO 1 B NPU3bIBE OPYrnX NIIOAEN CnefoBaTb 3TMM HOBbIM NpaBunam.
B kavecTBe npakTnk MobuMsaunm 3acy>XnsaeT BHUMaHNS 1 HA30Basi CONMMOAPHOCTb
1 NOMOLLb NtoasaMm, NOCTPagasLwWwyM OT CaMoro BrUpyca, a BnocneacTsum — u ot
NPUHATBLIX KapaHTUHHbIX Mep. VIX npumepammn aeastoTcs hnewmobsbl B 3HaK
6narogapHoCTK Bpayam, a Takxxe COBMECTHOE UCMOJSIHEHNE NECEH COCEASMU MO
nBopy. C opyroi CTOPOHbI, K 3TUM NpaKTKam OTHOCUTCS Hafa30p 3a nogobatoLmm
COBNIOAEHNEM TEMU XKE COCEASMN KAPaHTUHHbIX OrpaHNYeHnin, KOTOPbIA HOCUT
rOpPV30OHTaNbHbIN XapakTep. ABCypamM3auns CaMo3BaHOro KOHTPONsA obpena xapakTrep
«BaNKOHHOro rectano», eCiin UCNob30BaTh TEPMUH, NPEOJIOXKEHHbIN CoUManbHbIM
aHTpononoromMm AnekcaHapon ApXvMnoBon.

OT0T Npouecc 6bICTPON N aKTUBHOWN MOBUAN3aLNN OEMOHCTPUPYET HE
TOJIbKO CMOCOBHOCTbL rpaXgaHCKUX 0BLLECTB NO BCEMY MUPY ObiTb KOHTPOJIMPYHOLLEN
WHCTaHLUMEN 41 CBOUX XKe cybbekToB. OH TakxXe penpe3eHTUpyeT yCuUnmsLLneCs
6€eCnoKONCTBO 1 TPEBOXXHOCTb NOBCELHEBHOM XXN3HWU. VIMEHHO 3TN YyBCTBa, KOTOPbIE
ObININ XapakTepHbl Ans 60/bLWOro YMcna Nogen n oo kapaHTuHa, cybnmumMmpoBannch
1 HaLn BOMJIOLWEHME B MHULMATUBHOM BPEMEHHOM OTKa3e OT OObIYHOIO XXWU3HEHHOIO
puTMa B NOJIb3y MEHbLLEr0 KOJIMYECTBA XXEPTB U/, CKOPEE, MEHbLLEN HArpy3Kn Ha
MEOVLNHCKYO CUCTEMY.

TpPeBOXXHOCTb 1 6ECMOKONCTBO YCUNNINCH Ha (DOHE YrpoXKatoLLEen
onacHocTu 60ne3Hn. AToMy CnocobCcTBOBas B TOM YACAE TPAHCIMPYEMbI MacCOBOM
KynbTypoi o6pas katacTpodbl 1 anokanuncuca — oTClofa ncyesatoLLme ¢ Nosiok
NPOAYKTbI 1 CONYTCTBYIOLWME ToBapbl. [MaHnyYeckoe noBegeHe BO3HUKAET CTUXUNHO
N 0EMOHCTPUPYET, YTO JIFOAN MHCTUHKTUBHO COMPOTUBSIOTCS paspyLUeHnto
NPUBbIYHOMO N AEKOHCTPYKLMN OBLLECTBEHHBIX Mepapxuii. [MaHnka ctana
CBMOETENLCTBOM 3TOWN peakumn Ha NOLJ/INHHYIO UM MHMMYIO ONAacHOCTb.

Bupycbl BO Bpemsi naHaemMun AeNCTBYIOT 1 PacnpOCTPaHSAOTCH Tak Xe, Kak
N NHAOPMALMOHHBIN WyM (buzz). OH B EeNCTBUTENBHOCTY HE ABNSIETCS YEM-TO HOBbIM
Onsi rmo6asnbHOro coobLlecTsa LUMgPOBON 3MoxXu, NPy 3TOM B YCIIOBUSIX MUPOBON
3NNOEMNONOTMYECKON YrPOo3bl MHOPMAaLUNOHHOE 3arpsa3HeEHE NPUoBpeno HECKOIbKO
WHOW XapakTep, CBA3aHHbIN C MHCTUHKTUBHBLIM NPOSIBAIEHMEM 3a60Tbl O APYrnX NIOAAX
nepea IMUOM onacHocTW. HakonneHne cnyxoB u nereHg BOKpyr 601e3H1 Nopoauio
HOBYIO MMONOMMIO 1 BCEBO3MOXHbIE CLIEHAPUN MPSOYLLUNX COBLITUINA.

Mpu 3ToM Ha hoHe n3bbiTka NHPOPMALIN HECKOHYAEMbIN MOTOK HOBOCTEN
00 yrpoxxatoLen YenosevecTsy 60/1€3HN BO3POC HACTONLKO, YTO CTasl MacluTabHee
camoi TpaHcnmpyemon yrposbl. NoobHbIN NepeBec B CTOPOHY Meguatusauum
naHoeMnnN CBS3aH C TEM, YTO oON, BKIItOYas 60bWNHCTBO Bpayen, CTaNKuBannchb
C Hell MeHbLLE B peasibHbIX YCNOBUSIX, YEM y3HaBasn O Hel U3 HOBOCTEN 1 NEHTHI
B couceTsx. V13 aToro Mo>xHo 6b11o 6bl nogymath, YTo 60/1e3Hb cTana HEBUOVMMOIM U
ee, BO3MOXHO, COBCEM He CYLLECTBYET, OHa SIBMSIETCS NN CKOHCTPYUPOBAHHbIM
MHOPMAaLMOHHBIM NOBOAOM. VickaxkeHne B BOCNpusATN 6OIE3HU 1 €€ ONacHOCTU
NprBENo K TOMY, YTO BO BCEM MVpe eXeQHEBHO NepeaaBasocb HEBMOAHHOE [0
TEX MNOP KOJIMYECTBO CJTyXOB, HEMPOBEPEHHLIX HOBOCTEN 1 COOBLLEHMI, KOTOPbIE
noAyac He TOJIbKO COMPOBOXAaNy NaHAEMUIO, HO 1 NMPeALecTBoBanu en. YueHoe
coobLLecTBo BMecTe co BcemupHon opraHmsaumen 3gpaBooxpaHeHns Hassasio
9TOT Npouecc nHoogemmern. 3TO OANH U3 TEX TEPMUHOB, KOTOPbIE COCTaBNSAOT
Tenepb HOBbIN Fioccapuii CroB', aKTUBHO MOABNAIOLWMXCS B ynoTpebieHnn Bo Bpems
naHgemun. C60p, aHanMM3 1 TOJIKOBaHME 3TUX HOBbIX OUCKYPCUBHbBIX BbIPaXXEHNI
npencTaBnsieT OTAENbHbIN MHTEPEC B paMkax 3TOro NpoeKTa.

M3 onucaHHoO cxoXXecTu B npoLeccax u maclutabax pacnpocTpaHeHns
BMpYyca 1 nHdopmaLumy cTano nonynspHbIM NPeAcTaBieHne o TOM, YTO U camy Megua
MOryT ObITb yrpo3oi. CoBeTbl orpaHmumBaTth cebsi B UTEHUN HOBOCTEN U NPOCMOTPE
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OPpYroro KOHTEHTa, KOTOPbIE paHee Obin 6osee N3BECTHbI Kak NPaKTUKWU LugpoBoro
JAeTokca, obpenun, noXanym, Takyto e adeKTBHOCTb B 60pbbe C KOPOHABMPYCHOM
NHpeKUMeNn, Kak N caHUTapHbIe Mepbl.

CxopcTBo No adhheKTy OT pacnpocTpaHeHnst 601E3HN N NCKaXKEHHON
NHopMaLMn O HEN HEBOJIbHO 3acCTaBSIET NPOBECTU NCTOPUYECKYHO aHaIorno
C COBbLITUSIMU CTOSIETHEN [ABHOCTU, MPOMCXOAVBLUMMY B 06LLECTBE MOLEPHA
Hauyana XX Beka. becnpeueneHTHbI akT MacCoOBOIro HacCUUsl, COBEPLUEHHbIN
Ha NepBon MUPOBON BOWHE, CCHOPMUNPOBAS NMPUBLIYKY K HEMY Y MEXXBOEHHOIO
nokoneHusi. Cama >xe BorHa ctana, noXasnym, KNo4eBon NpuU4MHON TON NaHNYECKON
LUINMOHOMaHKK, KOTopasi HapacTana no Bcer EBpone. KoHcnnponornyecknii Hakan
TOro BpemeHn obpeTas Bce 60MbLUyto 3Ha4MMOCTb. O6 3TOM rOBOPUT aMepuUKaHCKnin
BOEHHbIN NCTOPUK Ynnbsam dynnep B kHUre «BHyTpeHHWI Bpar. LLnnoHomaHus
1 3akaT umneparopckon Poccum». MNMosiBunoce npegcraBneHne 0 HEKON HE3aMETHON,
HO pacnpocTpaHsitoLLencsa durype, kotopas BpeauT obiecTtsy. [No3gHee aTu
abcTpakTHbIE OMbIC/IbI TPAHCHOPMUPOBAINCE U KOHKPETU3MPOBANUCE B ngee
O HEKOTOPOW CoLManbHOM rpynne, KoTopasi NPeAcTaBAseT yrpo3y 1 ABNSeTCs
ornacHou 1 «3apasHon». [Mpegnonaranock, YTO Bped OT Hee MO PaCnNpPOCTPaHATLCS

KaK cpencrtesamMu nponaraHgbl, Tak 1 OT OQHOro 4yesioBeka opyromMmy B Xxone pasrosopa.

B 1917 rogy B Poccum npor3oLwno pe3koe nepeocMbiClieHe NoNTUYECKON
KyNbTypbl, CBA3aHHOE C SIBJIEHMEM LUNMNOHOMAHUN KaK OLLyLLIEHNEM OMaCHOCTU.
OT1a MeTacopa 3apasbl, NpumMeYaTenbHas 1 BUTanbHasi, BO3HMKIA U3 BbITOBOrO
OCMBbICNIEHUS OTKPLITUS MHAEKUMOHHOrO 3abonesaHus Jlyn MNactepom, a Takxe
n3-3a rybuTenbHON NaHaeMnn NCNaHCKOoro rpunna, npognmsierics ¢ 1918 no
1920 rog. OT owwyLieHns onacHOCTM rnobanbHO akTUBN3NPOBASINCH NaHMYecKne
N NPEBEHTUBHbIE HACTPOEHNS, MPOUCXOANIO KybTUBMPOBaHNe obpasa aBToputeTa
n Boxpgs. BosHukana cuctema ctpaxa. OHa cTana Knto4YeBon YepTon TOTaIMTapHbIX
pPeXX1MOB, OXBaTUBLUMX, B YacTHOCTW, EBpony. Mponsoweplasa TpaHcgopmaums
NOSINTUYECKOW KyNbTYpbl CONN3UNA NO CMbICIY NMOHATUS TUITMEHNYECKON YACTOThI
N NOSINTNYECKON YNCTKIN. ipeonornyeckoe n CUMBOIMYECKOE 3arpsa3HeHne
NpYpaBHNBANIOCh K 3arpsa3HeHno 601e3HETBOPHOMY. B cerogHsilwHen
cuTyaumm ¢ naHgeMmen Takas 4BONCTBEHHOCTb AEMOHCTPMpPOBanach B Criyyasx
OUCKPUMMHALMW coumanbHbIX FPYMN MO UX MPOUCXOXAEHUIO U3 TEX PEMMIOHOB, rae
Habnoganack Benbiwka 601e3HN.

lMoHMMaHne HeUNCTOThl Kak aMbrBaNEHTHOM KaTeropumn cTano noBoO4OM
ONs AanbHeNWero OCMbICNIEHNSI 3TOMO NOHATUS CO CTOPOHbI COLMasbHbIX
aHTpononoros. B 1966 rogy B CBeT Bbilen OCHoBoNoAarawoLwmn Tpyg Mapum
Oyrnac «4uctoTa n onacHOCTb: aHann3 NOHATUN 3arpsi3HeHus N Taby». B Hen
6puTaHcKas uccnegosartenbHULa paccmaTpmsaeT 60pbby C rpsa3bio Kak
CTpeMeHrEe YNOPSAOUYNTb U OPraHN30BaTh OKpy>KatoLwmin Mup. MeiTee, YncTka
N 0esnHgrumMpoBaHue, CTaBLIME NPUBLIYKON B COBPEMEHHOM MOCTKapPaHTUHHOM
MUpe, CPaBHUBAIOTCS C NEPBOOLITHBIMU 06PSAAMN PUTYANTBHOIO OUULLEHNS.
M'MrneHa okasbiBaeTCs NOPaA3UTENBHO CX0OXa MO 3HAYEHNIO C CUMBOJINYECKUMM
npakTKamy JOUCTOPUYECKUX OBLLECTB. OTO 06BACHSET MHOXECTBO
NoBCEOHEBHbIX OENCTBUI, CBSA3aHHbIX HE TOMTbKO C NpeanucaHnem perynsipHo
MbITb PYKW, HOCUTb Macku 1 Aep>kaTbCsl Apyr OT Apyra Ha AUCTaHuun, HO
N C NPUMEHEHUEM BNN3KNX K pUTyanbHbIM genctsuin. K HAM OTHOCKTCS, Hanpumep,

co3faHune obeperoB OT KOPOHaBMPYCa UKW NCMNONb30BaHNE CPeACTB HAPOOHOM
MeOWLMHbI, anfIoOUCMEHTbI Bpadam.

OTaenbHOro BHUMaHMs! 3acny>XXmnsaeT cakpannsaumsi onacHOCTH, O KOTOPOW
rosoput [yrnac. B cooTBeTCTBUM C €€ yTBEPXXAEHNEM, ONACHOCTb 3aK/IO4aeTCs
B NepexofHOM COCTOSIHUW, KOrAa eLle HEM3BECTHO, 3apa3eH YenoBeK UM HeT,
NOTOMY 4YTO OHO MyraeT COBCTBEHHOWN HeonpeaeneHHocTLo. OcobeHHOo Koraa
601e3Hb Ha TEPMMHANTBHON 1 PaHHEN CTaAuun He MPOoSIBNSAETCSA BHELHe. YenoBek, ele
He nepeLleanii HN B COCTOSIHUE 3apaXKeHHOr0, H1 B COCTOSIHUE 340POBOro, cam
HaxoQuTCsl B ONacHOCTU 1 NPEACTaBNSET ONACHOCTb AJ151 OKPY>KatoLLMX.

OTOT Te3nc 6bln NPOWNIOCTPMPOBAaH BO BPEMS NaHAEMUN AOBOSIbHO
He[BYCMbICNIEHHbIM 0BpPa30M Yepes nopuLaHne Tex Mogen, KoTopble He cobopanu
KapaHTUHHbIA pexxuM. BaxkHO, UTO akT ocy>XAeHUst U ANCUUNIIMHAPOBAHUSE HOCW
rOPU30OHTasbHBIN XapakTep 1 He Bbln HaNPSMYO CBSI3aH C BIACTHbIMY CTPYKTYpamu.
BmecTe ¢ TeM norpaHnyHoe COCTOsIHME HEOMPEAENEHHOCTI MO NOBOAY 3apakeHust
paccmaTpurBaeTcs Kak OQHOBPEMEHHO MOTEHLMAIbHO OMAacHOe 1 NOTEHLMANBHO
BefyLLee K Cune — UCLENEHNIO.

B T0 >ke BpemMs He CTOUT NpeyBennYMBaTb MaclTabbl U CTENEHb BAVSIHUS
naHZeMUN Ha COBPEMEHHYIO OBLLIECTBEHHYIO XXMN3Hb, MOCKOMNbKY 13 HabnoaeHns 3a
CEerogHsilHen cuTyaumnen CTaHOBMUTCS NMOHATHO, YTO NOCNEACTBUS KAPaHTUHHBLIX Mep
nycTb 1 06EePHYINCH rNobasibHON 9KOHOMNYECKOWN NPO6/IEMON, HO HE CPaBHUINCH
Mo BO3OENCTBUIO C MUPOBLIMY KaTacTpodamun NPoLsibIX CTONETUN, ONUCaHHbIX
3pechb. [1py 3TOM elle paHO roBOPUTbL O €€ AO0NTOCPOYHBIX MOCNEACTBUSIX,
MOCKOJIbKY Mbl HAXOOUMCS BHYTPU cOBbITUIA. Ha BEPOSITHBIN MCXon naHgeMmm
YKasbIBaloT, CPEAM NPoYero, AOCTVMXXEHUS BUPYCOIONN 1 SMUOEMUNONIONN, a Takxke
3aMeTHO BO3pOCLUMIA 3a NOCNefHNE NATbOECST NET YpOBEHb OBLLECTBEHHOIO
6narococTosiHuS B 6ObLIMHCTBE CTpaH Mupa. Hemeukunin pmunocod NepmaH
No66e B paboTe «B Hory co BpemeHem. CokpalleHHoe npebbiBaHWE B HACTOSALLEM»
KOMMEHTUPYET, B YaCTHOCTW, 0B603HAYEHHbIN 30eCh NPOLECC TOro, Kak CMepTb
NOAYMHSIETCS MeAMKanM3aumm, a Takxke CaHUTapHbIM U FUrMEHNYECKUM TpeboBaHNAM.
OH roBoOpUT, YTO HACTOJIbKO LLENETUIBHOE OTHOLLEHME K MEPTBbIM, KOTOPbIE
Hapsiay C >KMBbIMY OKa3blBalOTCH B OKOBaxX CaHUTapPHOWN BNacTu, CTaHOBUTCS
BO3MOXHbIM TOJIbKO B TaKOW KyNbType, rAe BblICOKOTEXHOMNOMMYHAsA MeguuHa ctana
NoApa3ymMeBaloLLMMCS MO YMOMTYaHNIO O6LLECTBEHHbBIM 6/1aroMm.

MoHATMIO caHUTapHOM BnacTun TpebyeTcs yaenuTb 60Mblue BHUMAHUS.

OHo cB$I3aHO C TeM, YTO METOAbl CAHUTAPHOr0 U aAMUHVUCTPATMBHOMO YNpaBieHust
coepuHstoTes B hopme buononntukun. byayyun ogHol ns Buaos 6rosnacTu, oHa
OenaeT 3aMeTHOWM CMeHy napaanrmel B cnocobax npaBfieHNsi B €BPOMNENCKNX
obLLecTBax, CBA3aHHY0 C HacTynneHmeM HoBoro BpemeHun. 3Ty naeto Been

B ANCKYPC COLMOKYJIbTYPHbIX HayK Muwenb Myko B CBOEM Kypce Nekumi nog,
Ha3BaHvem «beszonacHocTb. Tepputopus. HaceneHme». O6pas cyBepeHHON BNacTu,
KOTOpasi B3aUMaeT pPecypcChl, B3bIBAET K YyBCTBY A0/ra U cnocobHa 3akoHHO npefaTb
nofen cMepTr, CMEHSIETCS MONIMTUKON 3aLUMTbl HENTOBEHECKON XXN3HU, OXPaHbI



300pOBbs 1 Bnarononyyns nogen ois Toro, YTobbl NPOAONXKATL COBCTBEHHOE
npaeneHue. HaceneHne okasbiBaeTc 06BHEKTOM 3a60Tbl CO CTOPOHbI FOCYAapPCTBa,
HO MOTOMY XXe — U NPeAMETOM ero HeyCTaHHOIo Haf30pa U KOHTPOJSIS.

HecMmoTps Ha cyLecTBoBaHME Y)Ke 0603HAYEHHbIX NPaKTUK HN30BOIFO
KOHTPONS U CONMOAPHOCTN, a Tak)Ke CaMOCTOATENbHO NPUHMMAaeMbIX Mep 3aLLmTbl
oT 6051€3HU, UX cOBnoAEHME UNN HECOBNIOAEHNE NMEET 3HAYEHNE NONTUTNYECKOIO
akTa. B yacTHoCTN, coumanbHoe ANCTaHUMPOBaHNE U HOLLEHNE MACOK B Nepuos,
naHOAeMUN — He TOJNIbKO HEOBXOAUMOCTb, HO U 06513aHHOCTL, HaBs3biBaemasi
rocygapcTBeHHOn 6roBnacTbio. Vicxogsa n3 aTon ABOMCTBEHHOCTY COLMAaNbHbIX
NPaKTUK, MOXHO FOBOPUTb, YTO PELLUEHNE CNefoBaTbh UM UKW HET O3HaYaeT
BbIGOP MeXAy COrnacuem Ui HeCorsacuem ¢ ENCTBUSIMA CYLLECTBYIOLLEN
agMUHUCTPAaTMBHOM 1 MeaUUMHCKON BrnacTu. MNpu aToM naHaemmnst n nokpayH
6pocnan rocyfapcTBEHHbIM CTPYKTYpPam HOBbIN BbI30B B OOCTMDKEHUM 6anaHca
MeXy Y>KeCToYeHEeM OrpaHNYeHNIn paan MeHbLLEro KONMYecTBa 3apas3unBLLIMXCS
N NOrMeLIMX NN NPeaoTBpaLleHNeM AaNbHENLIEro NageHNs 3KOHOMUKI, AaXe ecniv
npy 3TOM NPUAETCSA NOXKEPTBOBATL 300POBLEM U XKMU3HbLIO HACENEHMS.

Bnpouyem, MaccoBOCTb U MUHTEHCUBHOCTL 3a60/1EBAEMOCTM KOPOHABMPYCHOMN
NHeEKLMEN 3acTaBuia NepeoCMbIC/IUTb U HEOBXOAMMOCTb B TMIMEHNYECKN YNCTbIX
MecTax norpebeHuns. Ytobbl B 9TOM y6eouTbCsl, 4OCTAaTOYHO BCMOMHUTD MaccoBble
3axopoHeHus B Hbto-Mopke, 3aKpbiTbie Fpo6bl, He OTANYAIOLLMECS NPUBbIYHBIM
ONs pUTyanbHOM 3CTETUKM YOPaHCTBOM, a Tak>Xe NOSIBUBLLYIHOCS BOSMOXHOCTb,

a UHorpa v BbIHY>XKGEHHOCTb NPUCYTCTBUS HA NOrpebeHnn B pexxnme oHnarH.
['MrueHa npeBpaTuiack B anieroputo ocoboli NoNNTUYECKON Cubl, KoTopasi
obnapaet 6ecnpeLeneHTHON CNOCOBHOCTLIO AenaTb 3aKOHHBIM MacCoBOe
YHUYTOXKEHWE NtoOel No NpUsHaKy Ux HeYnmcToTbl. JTlo66e NuweT:

[oHsATYE rurneHsl, B ero MeTaghopru4ecKoM C/I0BOYNOTPEO/IEHN B 30Xy
lNpocBeLLeHsi, Kak HUKOrga B UCTOPUM MOSIMTUKM 0651a4a/10 CrIOCOBHOCTBIO
JIErNTVUMMPOBATbL CreLyndU4ecK MOLEePHOBYIO MPaKTUKY MacCOBOU JINKBUZALNN
nrogen. O4niyeHne obLyecTBa OT TEX, KTO 3apakaeT ero CBOVIM MOpPasibHbIM
passioKeHneM, — BOT B YeM cofep kasics, HauymHas ¢ NpocBseLleHus,

C HeBYCMbICSIEHHBIM UCMOIb30BaHNEM MEANLMHCKON MEeTachopuKu, ri1yOuHHbIN
CMbICJT PEBOIIOLMOHHBIX MACCOBbIX JIMKBUAALINMA®.

OTa npakTuKa, xapakTepHasi 4ns anoxu MNMpoceeLleHusi, a NoTom
N MoAepHa, NPOHUKIIA N B COBPEMEHHYIO CUTyaUMIo C NaHOeMMEeN KOpPoHaBmpyca,
NycTb W He TaK SIBHO.
MpumeyaTenbHO 1 TO, Kak B MeQManpoCcTpaHCTBE oTpaXkannch AaHHble
0 HEYKJIOHHO BO3pacTaloLEM C KaXObIM OHEM KONMYECTBE NOrnmbLnx ot
KOPOHAaBMPYCHOW MHEKLUN N KaKoe MECTO OHW 3aHUManun B NoJsie CPeAcTB
MaccoBol UHdopmaumn. CeegeHns 0 NOrMbLINX HOCUMW NIULLL YMNCIIOBOW XapakTep
1 NPenoaHOCUINCL B OAHOM CTUME C AaHHBLIMU O KONIMYECTBE 3apas3mnBLLMXCS
1 BbiI3gopoBeBLnX. Ocobon NoboBbLI0 CO CTOPOHbLI Meaua 1 Bnacten 6oina nponutaHa



cTaTucTuyeckas nHpopmaums, cogepxallas rpaduki 3apa>keHnsi, MHOFrOYNCIEHHYO
KapTorpaduyeckyto MHGMOPMaLMIO N aHTUPENTUH CTPaH C camMbIM 60/bLINM
KOJINYECTBOM 3apa>keHUN B BMAe Tabnmubl. AGOPHO 1 XopKxanmep B «[dunanektnke
MpocBeelueHus» yTBEpP>XXAanu, YTO C MOMOLLBIO CTAaTUCTUKM CMEPTHOCTM OBLLIECTBO
NO3BOJISIET HN3BOAMWTb YENTOBEYECKYHO XXU3Hb A0 XMMUYECKOro npouecca.

Mogo6HbIN XecT, koraa 60sbHbIX NPeaCcTaBNSAT B BULE YMCIOBOIO
BbIPa>KEHUS, COOEPXXMNT B cebe HECKONBbKO Bosiee oCTpyo NPo6emMy, YeM
6e3pasnuyne 1 NPechbILLEHHOCTb MH(POPMALMOHHBIM LLIYMOM, OKPY>KatoLLMM YenoBeka
CO BCeX CTOpoH. CTaTncTuka npepnaraeT CBOe peLleHne B BONpPoce TabynpoBaHus
CMEPTU: HY>KHO NNLWb NPEeACTaBUTb NOrMOLNX Kak YMCIIOBOE BbipaXkeHMe.

Taknm 06pa3omM 3HA4YMMOCTb CMEPTU B MeANaNpPOCTPaHCTBE YMEHbLUAETCS, OHa
3aHMMaeT MeCTO psooBOro NHAMONoOBoAa Cpean OCTasbHbIX. DTO Kak HENb3s Ny4lle
COYETaETCH C TE3MCOM O MeguKanMaauumn ymmpaHus 1 onncaHnem paHLy3ckoro
nctopuka dununna Apbeca B KHUre «4enosek nepeg nMMLOM CMepPTU», KOTOPbIM OH
oxapakTepu3oBas napagmrmy OTHOLIEHMSI K CMEPTU B COBPEMEHHON KyrbType —
«CMepPTb NepeBepHyTast».

Mangemus nosBonuia YenoBe4vecTBy CTaTb CBUAETENEM OOHOMO N3 CambixX
rnyGoKnx N HeBOOBPAa3UMbIX 3KOHOMUYECKNX KPU3COB 3a NocneaHee CToneTue.
Cutyauus, Korga aBnakoMnaH1siM CTasio He XBaTaTb MecTa A1 COOCTBEHHbIX
6e30eCTBYOLLMX CaMOSETOB, YTOObI MPUNaPKOBaTb KX, PaBHO Kak 1 cama
oTorpadumsi COTEH HENETAOLMNX BO3AYLUHbIX CY[0B, KAXXETCS HEMbICITUMOMN
n y>xxacarowlen. Habniogasi 3a rnyboKMMm U pe3kKUMn N3MeHEHNSIMU, KOTOpble
npuHecna naHgeMusl, CnegyeT 3amMeTUTb, YTO ee NocneacTsms 6yayT cBs3aHbl
C LIEHHOCTHOW NepeoLEHKON BOBIEHYEHHOCTM BoraTbixX JIIOAEN B coLmanbHyto cdhepy
>XXN3HW YenoBeyecTBa. Bonpoc o coumarnbHOM OTBETCTBEHHOCTM Nepep, 06LLECTBOM
3a BlafeHre N pacnopsi>keHne 60ratcTBOM BCTAHET OCTPEE, YeM 3TO OblI1O 40 CUX
nop. 9To cBsI3aHO C eLle 6onee 060CTPMBLUMMCS N 3aMETHbLIM BO BPEMS KapaHTUHA
counanbHbIM HEPaBEHCTBOM.

MyTupoBasLwnin B pe3ynbTaTe NaHOeMUN CPeaHNIA Knacc NepenaeT B HOBbIN
W onacHbiv, No BblpaXkeHNto bpuTaHckoro akoHomucTa Mas CteHamHra, knacc
npekapuarta. BblHy>KA€HHO A0ONTrniA KapaHTWH, CBA3aHHbIN, MOMMMO NpoYero, Mo
C noTepen paboThbl, MO0 C NEPEXOAOM Ha yAaneHHbI hopmaT, akTyanmsnpyet
co Bce 60sbLUen cunon npouecchl umdposm3aunmn n poboTrnsaumm 3KOHOMUKNA.
CtaHoBUTCS 3pUMbIM NPUCYTCTBUE 3anpoca Ha HOBYHO CoLMalbHYO CNpaBeaIMBOCTb,
paBHbIN [OCTYN K MEOUUMHE N NEPEOLIEHKY OBLLIECTBEHHON 3HAYMMOCTN Tex cdep
YeNoBEeYECKON OeATENbHOCTW, KOTOPbIE paHbLUe BOCMPUHUMANINCE Kak caMo
cobol pasymetoLasics yenyra. Pedb, B nepByto odepenpb, et o npodeccusix
Bpaya, Kypbepa, BoAUTENs Takcu 1 ybopLumka. SIBHOM CTaHOBUTCS NOTPEeBHOCTL
N B OCMbIC/IEHNN TeX TpaHchopMaLumii, KOTOPbIE MPONCXOLAT C OOLLIECTBOM,
9KOHOMMWKOW U KYNbTYPOI, a MOTOMY U urypa XyaoXKHMKa U NHTennekTyana
0obpeTaeT HOBYHO 3HAYNMOCTb.

BmecTe ¢ TeM 41t MHOTMX KapaHTUH oKasancsi MoBOLOM K akTyanmMsauum
1 NoOBCEOHEBHOIO NPOCTPaHCTBA. VIHTepec K COBCTBEHHOWN KBapTUPE, AOMY 1 pPaioHy
060CTPUIICS NOA BANSIHUEM BbIHY>KAEHHOMO JOMFOro NpebbiBaHNs B 3TUX JIoKaLMsX.
MaHgemus 3acTaBuia Hac NO-HOBOMY MOCMOTPETbL Ha NPEACTaBAEHNS O JINYHOM
NPOCTPaHCTBE, a TakXXe O TOM BEPHAKYNSPHOM paioHe ropofa, B KOTOPOM Mbl
oKasanncb Ha HECKOMbKO MECSILEB.
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YuunTbiBasi, 4TO KOPOHABUPYCHas MHDEKUUS NepegaeTcs cpeam nogen
KOHTaKTHbIM 1 BO3QYLUHO-KanesbHbIM MyTEM, MOXHO CKadaTb, YTO 3Ta 601e3Hb
6pocuna Bbi30B NPakTNKaM COBMECTHOM XXU3HN OT KOBOPKMHIOB 40 KOSIMBUHIOB
1 opyrux hOpmM COBMECTHOIO NOTPEBAEHNS U LUIEPUMHIOBON 3KOHOMUKN. O6bABIEHHON
B MOJ1e NPOLWIOro roga Temon BeHeunaHckon apxutekTypHomn 6uerHHane 2020,
KOTOpasi cHavana 6blnia NepeHeceHa Ha KOHeL, J1IeTa, a 3aTeM 1 Ha rog, 6b11 Bonpoc
«Kak Ham »XunTb BMecTe?» (KypaTop: Xawum Capkuc). OH kacancsa NnpoCTpaHCTBEHHOM
penpeseHTauumn YenoBeka B Maclutabax cobCTBeHHOro noma, coobLecTsa, MecTa.
OTpenbHO opraHn3aTopsbl BbIAENWAN TEHAEHUMIO COeaNHEHNS NtoAen B LM POBOM
1 HPU3N4ECKOM NPOCTPAHCTBE N 3(PEMEPHOCTb ATUX B3aMOAENCTBUN.

CerogHsILLHANA NaHaeMums akTyanna3nposana Bonpoc HYeoBe4ECKNX
KOHTaKTOB Nof, HeBMAAHHbLIM paHee YriioM — Kak HaM XXWUTb BMECTE B YC/IOBUSIX
SIBHOIO M HEMOKOEBUMOro coumanbHoOro 1 reorpadn4yeckoro HepaBeHcTBa.

B TOM KOHTeKCTe, Korga AMCTaHuMpoBaHne 1 yaaneHHOCTb nepeonpeneneHbl Kak
HOBbIE LLEHHOCTUN, @ 0COBEHHOCTN n3onaumMn B MoCKBe 1 B MPOBUHLMANBHBIX Fopogax
pas3uTenbHO OTIMYAKOTCS APYr OT Apyra. 9Ta pasHuua NposiBASIETCS B CTPYKTYpe
HEPBHOIO Y MPECLILLIEHHOro KOHTakTamun obpasa >XXnsHu 60nbLIMX ropogoBs

n 6onee pasMepeHHON, He N306UNYIOLLEN MHTEPAKLMSIMU XXM3HW B NPOBUHLMN.

B Heln nsonsauus, Kak NpeacTaBnsieTcs, okasanacb OCTPEE 1 OLLyTMMEee, HECMOTPS
Ha TeHAeHUMM K rnobannsaumm n udposmnsaumm.

O6paTHOWM CTOPOHOIN 3TUX pasnuuni sBnseTcs reorpaduryeckas
ONCKpUMMHaUNs B pacnpeneneHny obLecTBeHHbIX 6ar. MycTb B ycnoBusix
nepndepun ypoBeHb 3aparkaeMoCTN HUXKE, YeM B N'YCTOHaCENEHHbIX ropoaax, ogHako
3ab0neBLUNE B HEOOMBLUNX U JaXKe He OTOANEHHbIX OT LIEHTPa HaCeNeHHbIX MyHKTax
NUMEIOT MEHbLLE BO3MOXXHOCTEN NONYyYnTb KBANTNMDULMPOBaHHY MEOULMHCKYHO
nomoLb. B To Bpems Kak B 60MbLLIOM ropofe Ha OAHOro 3apas3uBLLIErocs NPUOETCS
6onbluee KOIMYECTBO Bpayel, MeanepcoHana 1 coumanbHbx cry>6, KoTopble 6yayT
NPOTMBOCTONATb PACNPOCTPAHEHNIO BONE3HN.

KapaHT/HHbIe Mepbl TECHO CBSA3aHbl 1 C NPeacTaB/eHNEM O BPEMEHM.
MepnneHHo TaHyLLMeCs AHW, NPOBEAEHHbIE B YCIOBUSX CAMOU30NSALMN, HAanoMHanm
0 YyBCTBE OTCYTCTBUSI BPEMEHU NN JaXKe O 3HAKOMOM MO OMbITy COBETCKOro
NPOLLIOro OLLYLEHNN BHEHaXOAMMOCTY. Ecnn paccmaTpuBaTth neprog nsonsaumm
PETPOCNEKTMBHO, MOXKHO HabnoaaTh, YTO BPEMS HE TOSTbKO pacTArnBaeTcsl, HO
N NCYe3aeT, CNPEeCcCOBbLIBAETCS OO OOHOr0 BOCMOMUHAHWS, OLLYLLEHUS CTUNS.

OHo BMecTe ¢ rnobasibHbIMU SKOHOMUYECKMMM NPOLLeCCamMmn 3aTOPMO3WITIOCh Ha

TpY Mecsia, KOTOpble YeN0BEeYEeCTBO BbIHY>KAEHO ObIIO NPOBOAUTL OPYr OT Apyra

Ha paccTosiHMK. [Mpun 3TOM MXopafoYyHbIN U CTUXUNHBIN XapakTep npnobpena
TeHOeHUMs K camoobpasoBaHmnio. TeM KHUraMm, hunbmaM, OHNanH-Kypcam, KoTopble
JoJIroe BpeMsi OTKNafablBanncb Ha MOTOM, HAKOHEL-TO NpeacTaBmiacb BO3MOXHOCTb
ObITb N3YYEHHbIMU.

OpHOoM 13 KypaTOpCKUX CTpaTernin B 3TON BbICTaBKE CTasIO LWMPOKOEe
ncnonb3oBaHMe apxmea paboT, KOTopble paHee yxxe bblv NpeacTasneHbl
B ranepee. Takon MeTof 060CHOBbLIBAETCS BMOJSIHE 3aKOHOMEPHbBIM XXeNaHNeM
PETPOCMNEKTMBHO B3r/IsIHYTb HA NMPOLLIIOE U OCMbIC/IUTL €ro B YCIOBUSIX, KOTAa BpeMs
ocTaHoBwnock. NMpu aToM aHanu3 npocTpaHCcTBa onbiTa, cnepys Teopun PanHxapTta
Kosenneka, Hembicnm 6€3 NOCTPOEHUS rOpr30HTa oxxugaHui. NloTomy cenvac



B MH(pOPMAaLMOHHOM MOJIE MOXHO BCTPETUTb MHOMOYMCIIEHHbIE MPOrHO3bI,
npopoyecTsa U npeackasaHust. OHU NpY3bIBaOT NPEenCTaBUTb CLEHAPUN BO3MOXHOIO
OyayLero, KOTopble NokasaHbl U Ha BbiICTaBKe, MOTOMY YTO MCTOPUS He SIBNsSieTCS
NOCTOSIHHbIM 6e3BPEMEHHbBIM 1 NPeAonpeaeneHHbIM NoHATNnEM. OHa gUHaMWUYHO
pas3BuBaeTCs, OKasblBasiCb 3aBUCKMMON OT TOr0, Kakne OCMbIC/IEHNS MPOLLSIOro
NPUCYTCTBYIOT B HACTOSILLLEM U KaK 3TN NPEACTABNEHUS BAMSIIOT HA HaLUW OXMAaHUS
oT 6ynyLiero.

Lindbposble Mmegna ycnewHo co3patoT nno3uto 61130CTn, No3BoNss
o6LaTbCcs Ha paccTosiHM, U NO3ULMOHNPYIOT cebsi Kak 3ameHa peanibHOMYy
06LLEHNIO B YCINOBUSAX KapaHTUHa 1 pa3obLueHHOCTU. [TpeacTaBneHHble Ha BbICTaBKe
N CcO3MaHHble ranepeei AoNONHUTENBHbIE ONOXKUTaN-matepuansl hopmManmayoT
pacxoXAeHne Mexny TeM KONIMYeCTBOM BPEMEHU, KOTOPOE B CpeaHEM OTBOAMTCS Ha
noxop, B rasiepeto, N COBOKYMHOW ANNTENbHOCTBIO BCErO NPEeACTaBIEHHOIO KOHTEHTA.
OTBeneHHOro BpeMeHN He XBaTuT, YTObbl MOCMOTPETL BCE CO3aaHHble rasniepeen
BbIMYCKM NOOKaCTOB UV BUAEOUHCTANNALNM XYO0XKHNKOB. [pr 3TOM BO Bpemsi
CaMoM30JIAILMN UHTEPECHDbI HAM KOHTEHT 3aKkaH4MBasncsi bbicTpee, YeM Mbl MOMN
Obl HANTX cneayoLWNin, HECMOTPS Ha ero obunne. Cnegys pasmbiwneHuam bopuca
[poiica, HEBO3MOXKHO HaliTU yOOBNETBOPUTENLHOE PELLEHNE B BOMPOCE TOro, A0/KEH
N 3pUTENb OOCMOTPETh BUASOVHCTANNALMIO B My3€e UK ranepee OO KOHUa Uin
NPOOO/IKNTL OCMaTPUBaTL IKCMO3ULMIO, KaK 3TO OXUOAETCS OT HErO MO YMOJYaHUIO.
B pamkax «4pesBblyaiiHbiX NONOXXEHNN» 3pUTENb BOMEH BblGMpaTth No6Yyo yoo6HYyo
emy cTpaTermo 0CMOoTpa BbICTaBKWU, OAHAKO NyCTb Ha 3TOT pas Bpems byaet
oTpedIeEKCPOBaHO B HECKOJIbKO BOJbLUEN CTEMEHN, YEM PaHbLLE.
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Juxtaposition
of Emergencies

Artur Knyazev

Triumph Gallery initiated the State of Emergency project in response to
the compulsory downtime and cessation of exhibitions. This reaction was informed
by the realization that the pandemic had already come near and that lockdown was
inevitable. The global scale of the disease meant that we were in for an exceptional
experience, involving strict quarantine restrictions, increasing inflow of mostly
unverified information, or the infodemic, and medialization of the virus.

Various digital content that the gallery has been creating and delivering via
Telegram and YouTube was originally conceived as a draft outline for this exhibition,
which makes it an integral part of the display. It features podcasts, where we have
been hypothesizing with guests as to what would come after the pandemic and
how long it would last. It features texts by culturologists and philosophers reflecting
on how to continue living together amid total isolation. It features observations of
the adaptations made by artists from all over the world who had collaborated with
the gallery. It features their works that were showcased on the project website,

a slightly different and unusual digital form.

Three months into the self-isolation and restrictions, it can be assumed that
at the current stage the virus can already be contained, at present and also going
forward. The deadliness previously attributed to this global event has exhausted itself.
As disease has integrated into our daily lives, as it exists in the background and sets
the background, we invite you to look at this journal of the pandemic, a multi-faceted
reminder of the time in isolation.

The exhibition calls to think on how important, impactful and irreversible
the changes have become that were driven by the pandemic and its aftermath, on how
long they will persist. The works presented at State of Emergency are a representation
of artistic reflection concerning the aspects of life and art that revealed themselves
during the pandemic, as well as thematically related works from previous shows.
The project sets the tone for a discussion of the pandemic-affected life and identifies
the vectors for conceptualizing it.

The exhibition is sectioned into six parts: Fixed Points in Space,

Anti / Structure, Present Time, Facts and Fictions, Borderline Syndrome, and Your
Screen Time Is Over. Each section explores which familiar sociocultural processes
have got transformed under the onslaught of the pandemic, and which have just
emerged and require further investigation.



It became notable during the pandemic how unusual were some practices
where people mobilized to decrease the number of infections. Exemplifying the trend
of such grassroots response are the practices of self-control and control over fellow
citizens. They found manifestation beyond the proactive compliance with regulations
that mandate masks and physical distance in public places, and included calling out
others to follow the new rules too. Another notable mobilization practice is grassroots
solidarity and help to people affected by the virus or, later, lockdown measures.

This includes flash mobs to celebrate doctors or singing together with neighbors.
Also part of this type of practice is, however, horizontal oversight to ensure adherence
to quarantine restrictions by the very same neighbors. This vigilante oversight was
driven to absurdity, such that it was termed balcony Gestapo by social anthropologist
Alexandra Arkhipova.

The process of rapid and energetic mobilization demonstrates something
more than the mere ability of civil societies around the world to act as a supervisory
authority for its own members. It also represents the increased unease and anxiety
in our everyday lives. Already routinely experienced by many way before the
lockdown, it were these feelings that got sublimated and expressed in the readiness
to temporarily give up the habitual rhythm of life in order to decrease the death toll or
rather the load on the healthcare system.

The dangerous threat of the virus intensified this unease and anxiety.

It was reinforced, among other things, by the image of catastrophe and
apocalypse disseminated by mass culture—hence the hoarding and empty store
shelves. The spread of panic behavior is spontaneous and demonstrates that
people instinctively resist any disruption in the familiar or any deconstruction of
social hierarchies. This type of reaction to danger, imminent or imagined, was
evidenced by panic.

During a pandemic, the virus operates and spreads in the same way as
information buzz. In fairness, buzz is not anything new for the globalized community
living in the digital age. But faced with a global epidemiological threat, the patterns
of information contamination have been changed by the instinctive urge to take care
of others as a reaction to danger. The growing number of rumors and legends around
the virus has created a new mythology and all sorts of future scenarios.

Amid an overabundance of information, the endless flow of news on the threat
to humanity grew so much that it overshadowed the threat itself. This imbalance
in favor of mediatising the pandemic is caused by the circumstance where people,
including most health professionals, have been less exposed to it in real-life situations
as compared to what they have learned about it from the news and social media.
One could think that the disease had become invisible or maybe did not exist in
the first place, that it was only a manufactured story. The perception bias in relation
to the virus and its danger has led to globally unprecedented daily rates of rumors,
unverified news and reports. Some not only accompanied the pandemic but preceded
it. The academic community and the World Health Organization called this process
an infodemic. This is one of the terms that make up a whole glossary of newfangled'

' See Appendencies
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words, actively entering the pandemic parlance. As part of this project, the collection,
analysis and interpretation of these new discourse phrases are of particular interest.

The similarities in the mechanics and scale of transmission, both of the
virus and information, made popular the notion that the media can be a threat as
well. The advice to limit consumption of news and other content, which used to be
known as digital detox, is now perhaps as effective in fighting the coronavirus as
sanitary precautions.

The effective similarity in transmission of disease and misinformation compels
you to draw a historical parallel with a century ago and what was happening in the
early-20th century society. The unprecedented act of mass violence that was World
War | built up a tolerance to violence in the interwar generation. The obsessive spy
mania that was on the rise all over Europe was probably in the first place caused
by the war. The intensity of conspiracies during that time was increasingly significant.
This is the subject of the book by the American military historian William C. Fuller
The Foe Within: Fantasies of Treason and the End of Imperial Russia. An idea grew of
a certain unseen but spreading figure, one that harmed the society. These abstract
speculations were later transformed and specified into the concept of a social group,
which was dangerous and “infectious.” The harm could supposedly be effected
through propaganda or by one single person in conversation with another.

In 1917, the political culture in Russia was radically revised in association with
espionage as a sense of danger. This remarkable and vigorous metaphor of infection
came about from the layman understanding of Louis Pasteur’s scientific discovery



of infectious diseases, and from the devastating Spanish flu pandemic of 1918-1920.
The global sense of danger stoked panicked and preemptive sentiments, images of
the authority and the leader were being cultivated. A system of fear was set up. It was
the key attribute of the totalitarian regimes that swept Europe. The transformation

of political culture brought closer together the concepts of hygienic cleanliness

and political cleansing. Ideological and symbolic contamination was equated with
contagion that produces disease. In today’s situation of the pandemic, this duality has
been expressed in cases of discrimination of social groups associated by origin with
regions experiencing an outbreak.

The understanding of impurity as an ambivalent category pushed social
anthropologists to further reflect on this notion. The year 1966 saw publication of Mary
Douglas’s seminal work Purity and Danger: An Analysis of the Concepts of Pollution
and Taboo. The British scholar explores the fight against pollution, a desire to better
order and organize the world around. Washing, cleaning and disinfection, which
are now part and parcel of the post-lockdown world, are compared to the primitive
rites of ritual purification. The meaning of hygiene is strikingly similar to the symbolic
practices of prehistoric societies. This provides an explanation to the many routine
activities that are not only related to ordinances on hand washing, wearing masks or
keeping distance from each other, but also to behaviors that are close to ritualistic.
This includes, for example, crafting of amulets to protect against the coronavirus or
use of alternative folk medicine or collectively applauding the doctors.

Another point of note is sacralization of danger as discussed by Douglas.
According to her, the danger lies in transitional states, where it is not yet known
whether a person is contagious or not, since it is frightening already by virtue of
uncertainty. Especially so if the disease can be asymptomatic at the terminal and early
stages. A person who has not transitioned into the status of infected or healthy is in
danger themselves and a threat of danger to others.

This argument was quite unambiguously illustrated during the pandemic
through the condemnation of people who did not obey the quarantine rules. It is
important that the acts of condemnation and discipline were horizontal in nature and
not directly related to the power structures. This borderline state of uncertainty about
infection, however, is seen both as potentially dangerous and potentially a source of
power, or healing.

At the same time, the scale and impact of the pandemic on modern public
life should not be exaggerated. It is clear from observing the situation that the
consequences of lockdowns, although they have precipitated global economic
problems, are not comparable in force to the global catastrophes of the past
centuries that were mentioned here. It is still too early to talk about the long-term
consequences, though, since we are in the thick of it still. The likely outcome of the
pandemic can be gleaned from, inter alia, the advances in virology and epidemiology
as well as a marked increase in public wellbeing in most countries over the recent fifty
years. German philosopher Hermann Libbe in his Im Zug der Zeit comments on the
aforementioned process of how death becomes subject to medicalisation as well as
sanitary and hygiene requirements. He says that such sensitive attitude to the dead,
who are now along with the living governed by sanitary authority, is only possible in
a culture where advanced healthcare as a public good is taken for granted.
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The concept of sanitary authority, too, merits additional attention. It relates
to the fact that the methods of sanitary and administrative governance combine
in the form of biopolitics. A type of biopower, it reveals a paradigm shift in the way
European societies have been governed in modern history. This idea was introduced
into the discourse of sociocultural sciences by Michel Foucault in his lecture series
Security. Territory. Population. The image of sovereign power that disposes of
resources, appeals to the sense of duty, and can lawfully send or put people to death
gives way to a policy that in order to sustain its rule aims to protect human life, health
and wellbeing. The population turns into the object of care by the state but also of its
constant supervision and control.

Given the practices of grassroots control and solidarity, as well as the self-
administered precautionary measures, their observance or non-observance still
has the import of a political act. Social distancing and wearing of masks during the
pandemic in particular are not so much a necessity as an obligation imposed by the
state biopower. Acknowledging this duality in social practices, it can be argued that
a decision to follow them or not means a choice between agreement or disagreement
with the actions of existing administrative and medical authorities. At the same time,
the pandemic and lockdown posed a new challenge to the state structures that now
need to strike a balance between tighter restrictions for reduction of infections and
deaths, on the one hand, and averting further economic decline, on the other, even if
peoples’ health and life were to be sacrificed.

The need for hygienic burials has also been reviewed due to the massive
scale and contagiousness of the coronavirus. This is easily demonstrated by the mass
burials in New York, with closed coffins devoid of the usual ritualistic aesthetic, and
with the option and sometimes an imperative to attend the service online. Hygiene has
become an allegory for a distinct political force, which has an unprecedented capacity
to legalize mass extermination of people based on their impurity. Libbe writes:

The concept of hygiene, in its metaphorical usage in the Enlightenment era, had

an unseen before in the history of politics capacity to legitimize specifically modern
practice of mass elimination of people. Purification of society from those who infect
it with their moral decay—this was, starting with the Enlightenment and with the
unambiguous use of medical metaphors, the deeper meaning of revolutionary mass
exterminations®.

Characteristic of the Enlightenment and then of modernity, this practice injected itself
into the current situation albeit not so prominently.

Note how the media space reflected each day the statistics on the steadily
increasing number of COVID-19 deaths and what proportion of the media space this
took up. Death tolls were exclusively numerical and were presented in the same style
as the data on the number of the newly infected and recovered. The media and the
authorities showed particular affection for statistical information in the form of infection
rate curves, maps and the anti-rating chart of the countries with the highest number of
infections. In Dialectic of Enlightenment, Horkheimer and Adorno state that statistical
death tolls enable the society to diminish human life down to a chemical process.



A gesture like this, when patients are chalked up as numbers, represents
a slightly more serious problem than indifference and numbness to the ubiquitous
buzz. Statistics offers its way to address the taboo of death: represent the dead
as a numerical expression. The significance of death in the media space is thus
decreased, it is equated to any other run-of-the-mill story on the news. This is
a perfect fit for the point about the medicalization of death and the “forbidden death”
as described by the French historian Philippe Aries in The Hour of Our Death where
he characterizes the attitudes to death in modern culture.

The pandemic held humanity witness to one of the deepest and unthinkable
economic crises in the past century. The situation when airlines could not find parking
space for their unused planes and the visual of hundreds of grounded aircraft seem
unthinkable and terrifying. Contemplating the profound and dramatic changes amid
the pandemic, we should point out that it will entail a value reassessment in relation to
the involvement by the rich into societal human life. The matter of social responsibility
arising from the privilege of possessing and benefiting from wealth will be as acute as
ever. This is also linked to social inequalities that have become even more drastic and
visible in lockdown.

Mutated by the pandemic, the middle class will transform into new and
dangerous, according to the British economist Guy Standing, class of the precariat.
The necessary long duration of quarantine, which leads to, among other things,
either joblessness or work from home, is driving digitalization and robotization
of the economy. A popular demand is becoming more apparent for a new social
justice, equal access to healthcare and reevaluation of the public importance of
human activities that used to be regarded as a basic service. These are first and
foremost such jobs as health, delivery, taxi and cleaning. Also growing more apparent
is the need to process the transformations that are taking place in the society,
economy and culture. This will confer a new significance onto the figures of the
artist and the intellectual.

Having said that, the quarantine turned out for many to be an opportunity
for actualization of everyday spaces. Due to forced and prolonged occupation of
these spaces, the interest is heightened in one’s own residence, apartment block
and neighborhood. The pandemic makes us review our perception of the personal
space and the vernacular area of the city, to which we have been confined for several
months.

Since the coronavirus is transmitted through direct contact or respiration,
the disease has challenged the practices of the together living: from co-working
spaces and co-living opportunities to other forms of the sharing economy and shared
consumption. Last year in July, the theme of the 2020 Venice Biennale of Architecture,
which was first postponed until late summer and then moved to the next year, was
announced in the form of a question “How will we live together?” (curated by Hashim
Sarkis). It concerned the spatial representation of a person within her home,
community, locality. The organizers separately highlighted the trend of connecting
people in digital and in physical spaces, and the intangibility of these interactions.

The pandemic boosted the relevance of human contact at a brand-
new angle—how will we live together under the express and impregnable social
and geographical inequalities. Live in the context of the new values of redefined
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distancing and remoteness; isolation in Moscow is strikingly different from that

in provincial towns. This difference is integral to the structure of the hectic and
contact-saturated lifestyle of large cities and the structure of a more sedate, sparse
on interaction life in the province. The latter, it seems, made for a more acute and
palpable experience of isolation, despite the trends of globalization and digitalization.
The downside of these differences is geographical discrimination when it comes to
the distribution of public goods. Even if provinces are less prone to infection than the
densely populated cities, those who do get sick in smaller towns, even if not so far
removed from the center, have less access to professional healthcare. And in a big
city, the per capita ratio of doctors, medical staff and social services is higher to better
oppose the spread of the disease.

Quarantine restrictions are also closely linked to the perception of time.

The slow days in self-isolation reminded us of this feeling as if there is no time or even
of the Soviet experience of outsidedness. Looking back at the lockdown, it can be
seen that time was not only stretched but also disappeared, compressed into a single
memory, a sense of style. Alongside the global economy, it stalled for three months,
which the mankind had to spend distanced apart. During that same time, the trend for
self-education has become feverish and ubiquitous. The hour finally came for all those
books, movies, online courses that had been postponed for a long time.

One of the curatorial strategies for this exhibition is the extensive use of
archives, i.e., works that had been displayed by the gallery in the past. This method
is grounded in a natural desire, for when the time has stopped, to look back at and
reflect on the past. Yet, any analysis of the space of experience—according to Reinhart
Koselleck’s theory —requires a horizon of expectation. That is the reason why the
information field is currently full of forecasts, prophecies and predictions. They invite
us to imagine possible future scenarios, which are also presented at the exhibition,
because history is not a fixed timeless and predetermined thing. It is dynamically
evolving determined by what concepts of the past are available at present and how
these concepts inform our expectations of the future.

Digital media are effective at creating the illusion of proximity. They allow us
communication at a distance and are positioned as substitute for real communication
in the time of quarantine and dissociation. The supplementary digital materials
presented at the exhibition and specially created by the gallery formalize the
discrepancy between an average gallery visit and the total runtime of the presented
content. The time allotment is not enough to enjoy all the gallery podcasts or video
installations by the artists. At the same time, when in self-isolation, interesting content
runs out faster than we can fill the pipeline, even despite its abundance. To echo
Boris Groys, it is impossible to find a satisfactory solution to the problem of whether
the viewer should watch a video installation at a museum or gallery through to the end
or go on to view the exhibition as is expected by default. At the State of Emergency,
the visitor is free to follow any preferred viewing strategy for the exhibition, but on this
occasion let’s be more aware of this time than before.
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OPUEHTWUPDI
B NMPOCTPAHCTBE

AnekcaHpgp Bpopockun, AnekcaHop BuHorpapos n Bnagymunp Oly6ocapckui, MNasen Kucenes,
YnbsiHa MopkopskiTosa, Cnasa IMTpk, ApceH Pesazos, Epop TOW, EBa Xenku

Cto net Hazap B wkonax bayxayc n BXYTEMAC 6yayLumx apXMTeKTOpoB
N ON3aiHepPOB YUY C NOMOLLbIO aBCTPaKTHO-KOMMO3ULMOHHOIO MOAENMPOBaHUS —
NoCcTpoeHMs1 Ha Bymare 06bEeMHbIX HOPM — pas3BMBaTb MPOCTPAHCTBEHHOE
MbliwneHne. Cenyac e Bce, KTO OKasasiCsl B YCMOBUSX KapaHTWHa, Yyywanu ero
TeM, 4YTO Habnogany NOMeLLEHNS AOMOB, B KOTOPbIX OKa3aMCh 3aKpbITbIMU Ha
nnvtensHoe BpeMmsi. [lonroe n NpuHyaMTENbHOE HAaXoXAeHNE B OOHOM MECTE MEHSIET
€ro BOCNpUsiTUe B CO3HaHNM OKasdaBLUIerocsi B Hem yenoseka. Cam onbIT HabnoaeHus
CTaHOBUWTCSI HEBOJIbHBIM YMPaXKHEHNEM MO YyYLLIEHNIO NPOCTPaHCTBEHHOMO
MblWwneHus. FepbepT Yannc B pomaHe «MalnHa BpemeHn» nucan: «Mexxay BpemMeHeMm
N TPEMSI U3MEPEHNSIMM NPOCTPAHCTBA HET HNKAKOW PasHuLbl, 3a NCKJTHOUYEHNEM TOrO,
YTO BO BPEMEHM OBUXKETCS Halle co3HaHMe». Ho 4To Npon3oLwno ¢ NpoCcTpaHCTBOM
Tenepb, KOraa 3To OBUMXKEHNE 3aMedSINIOCh, MOMEHSIO HanpassieHne, CTano
KpyroBbiM? [NpeacTaBneHHble B 3TOM pasfene XyOooXKHUKN NCCNenyoT N3MeHeHHble
OTHOLLUEHUNS C MPOCTPAHCTBOM N BPEMEHEM, NepecTaBLLUM ero opMUpoBaTh.

MbI cyLLecTByeM B TPeX NPOCTPAHCTBEHHbIX N3MEPEHUSIX. B HUX ecTb
BEKTOPbI, HAaNpPaB/ieHHbIE N3 HaYana B KOHEL, — Hanpumep, NporyJaka u3 ogHoro yrna
KOMHaThl B ApYroi MpoXoauT no onpeneneHHoMy BekTopy. Bo Bpemsi kapaHTuHa
Yy Hac COKpaTUIOCh KOJIMYECTBO BEKTOPOB, 1 €CNN paHblue Mbl Nepeasuranmnch no
ropoay npakTudeckn becnopsigovHo — oM, yueba, paboTa, kade, paboTta, ooMm,
mMarasuH, 6ap, 4OM — CO MHOXXECTBOM NMOBTOPEHUIA U NepecTaHOBOK, TO Ternepb HaLlu
BEKTOPbI-MapLIPYThbl CTaM KOPOYe 1 rpycTHee: AOoM, MarasuH, gom. Ceiyac, nokugas
KBapTMPY 1 0Ka3blBasiCb B ropofe, Mbl ipye YyBCTBYEM KOHTPACT MeXAay
HUMW. [opopn, NapafoKcanbHO cTan HeobuTaembiM naHaWwadToMm, 1 Te ObITOBbIE
OPVEHTMPbLI B NPOCTPAHCTBE — MPOBOLA, PELLETKN, PENbChbl, — KOTOPbIE OOKHbI
dhopmMmpoBaTb ero 0bUTaeMocTb, B OTCYTCTBUE NOAEN YETKO NPOBOSAT FPaHuLy
MeXAy HUM 1 peasibHOM XUN3HbIo. B 3T0 Bpemsi KBapTupbl HaNoHUAUCH U CTanu
6onee NNOTHbIMK NPOCTPaHCTBaMU. JTa TECHOTa B OAMHOYECTBE nepefaHa B pabota
«Yenosek B kKopobke» (2020) Maena Kncenesa, KOTOPYIO XyOOXKHUK cO34an BO
BpemMs camounsonsauun. PaboTbl «JIumb 1» n «Jlumb 1I» (2020) xygo>xHuUbl EBbl Xenkn
nokasbIBaloT, Kak MoJie BOCNPUSTUS BO BPEMSI N30NSLMM CY3U10Ch A0 MacliTaba
nBepHoro rrnaska. OH cTan cBoero poga UntoM1MHaTopoM B Opyryto cpeny —

B MPOCTPaHCTBO JIECTHUYHOWN MIOLWAAKN, KOTOpas paHee Kasanacb yTUIMTapHoOn
YyacTblo JOoMa, a NpeBpaTuUiach B LIEHTP MHTepeca.

PaHbLUe cunTanoch, Y4To y YETBEPTOrO M3MEPEHNS, BPEMEHM, TOXKE ECTb
HayanbHas Touyka oTcYeTa U HanpaBfieHHOCTb. KapaHTuH nokasan fiogsam, Y4To
JINHENHOCTb BPEMEHN ellle 6oniee N30pHa, YeM ero CTPYKTypa: AHW nepectanu
YTO-NIMBO 3HAYNTL, CaMM HEOENW HayYann NOBTOPSITLCS, 8 CMeHa BPEMEH rofa Aaneko
He Tak 3aMeTHa U3HYTPWU KBapTMpbl. B Hepa3pbIiBHOWN CBA3KE BPEMEHM-NPOCTPaHCTBA
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3TO MPOM3OLUIIO 3a CHET NOCNeOHEro, KOTOPoe, HA0BOPOT, MPUHYAUTENBHO CXAaNnoch
[0 pasMepoB KBapTUPbl UK KOMHATbI. I3MeHeHNst B X 06Lel KpnBU3He co3pani
CTpaHHOE NCUXOJIOrMYECKOE COCTOSIHUE, B KOTOPOM YENOBEK OLLyLLaeT cebs
CHapy>Xy NPOCTPaHCTBEHHO-BPEMEHHbIX KOOpAVHAT. BHEHAX0OUMOCTL 3aMKHYTOro
npocTpaHcTBa nocpean 6eccTpyKTypHOCTU YnTaeTcs B paboTe «be3 HasBaHus»
(2015) AnekcaHgpa bpopckoro, oisi KOTOPOro apxmTekTypa siBnseTcs metacdopon
BHYTPEHHEro cocTosiHUs YenoBeka. Ha ero paboTe npepcTasneHbl CTPYKTYpbl
34aHWNI, KOTOPble, Kak OTneYaTky BOCMOMUHaHWUIA, HacnanBarTCsa Apyr Ha gpyra.

OpHVM 13 nNapapoKcanbHbIX CMMBOSOB KapaHTUHHBIX peanvn cTanm
nycTble OeTCKme nnowanky, 6ynbsapbl U Napky, BOKPYr KOTOPbIX Obina obMoTaHa
orpaHuymBaioLLasi KpacHo-6enas neHta. PaboTbl N3 cepum «TUXUIA Yac» Xy[OXKHUKN
Anekcanpgp BuHorpapos n Bnagumup y6ocapckun cosganu B 2010-2012 rogax.
OHu n306pasnnm 6e3naHbIA UPOBON FOPOLOK BO BPEMS NEPEPLIBA, YTO OYEHb
HanmoMHWUJIO COCTOSIHME YNUL, BO BPEMSI KapaHTuHa: pacronarasicb B yriy, ABe
fonbluMe KapTVHbl BMECTE BOCCO3LatoT nepen cobor NpoCTPaHCTBO Mo anoK-
Npr3pakoB. STO 3KCMO3ULMOHHO NPEBPAaLLAET XMBOMUCHbIE PaboTbl B MHCTaNNALUNIO,
KOTOPYHO [OMNOMHSIOT OKPaLLEHHbIe B KpacHbIN 1 6enbiii 06bekTbl Epopa TOW.

Ty >e onyCTOWEHHOCTb MPOCTPAHCTBA, HO Y>KEe Ha YPOBHE FOPOACKUX
naHpwadgToB 3anevatnen B cepum potorpaduin «<AHTponodgobusi» (2020) ApceH
PeBa3oB. 3HaKkOMble MOCKOBCKME CTPOEHMs], Byay4n OCTaBAEHHbIMU TONMNamm
nofen, BOCMPUHUMAKOTCS Nog, HbIM yriioM. Vicnonbdyemas Xyao>KHUKOM TeXHUKa
nHpakpacHol oTorpadun 3Ha4NTENbHO BbICBETNSET Y4aCTKN CHUMKOB, KOTOPbIE
MeTachopmyeck MOXHO NPeacTaBuTb Kak benble NATHA paHee HEBUAAHHbIX AeTanei
ropoga, terra incognita.

Mepexopn, N3 NpocTpaHCcTBa ABOPa B KOHTEKCT palioHa 3anaeT YnbsHa
MopkopbiTOBa B NpofomkeHn umkna pabot o Neptpyae Ceupenon (2020),

KOTOpasi KOYyeT He TOMbKO U3 MPOEKTa B NMPOEKT Xy[0XKHWULbI, HO 1 U3 panioHa
B palioH B NpeAcTaBfieHHbIX rpadumyeckmx pabotax. Jllobol panoH, Tem 6onee
BEPHaKY/SIpHbINA, KOTOPbIA HE MMEET rpaHuL, Ha KapTe, HO XXUBET B CO3HaHWM
>KMBYLLMX B HEM, OBpacTaeT cOBCTBEHHON MUconormen, nereHagamm N reposimu.
Takunm repoem CTaHOBUTCS AIMHHOKocas [epTpyaa, NpeacTasast 3eMesbHbIM
Yy4acTKOBbIM Cpasy Tpex panoHoB — XaMoBHUKOB, OcTaHknHa 1 COKOJSIbHMKOB.

NpunHa JlutesikoBa
ApTyp KHA3eB
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FIXED POINTS IN SPACE

Alexander Brodsky, Vladimir Dubossarsky & Alexander Vinogradov, Eva Helki, Pavel Kiselev, Uliana
Podkorytova, Slava Ptrk, Arsen Revazov, Eror TOY

One hundred years ago, at the Bauhaus and Vkhutemas schools, future
architects and designers were taught using abstract compositional modeling—the
construction of volumetric forms on paper—to develop spatial thinking. Now everyone
in quarantine improved their by observing the premises of houses in which they
were locked up in for a long time. A long and forced stay in one place changes the
perception of space in the consciousness of a person who is in it. The observation
experience becomes an involuntary exercise to improve spatial thinking. In his
novel Time Machine Herbert Wells wrote: “There is no difference between time and
any of the three dimensions of space except that our consciousness moves along
it.” But what happened to space now that this movement slowed down, changed
direction, became circular? The artists presented in this section explore altered
relationships with space and time that no longer form it.

We exist in three spatial dimensions. They have vectors that are directed
from start to end—for example, a walk from one corner of the room to another passes
through a certain vector. During quarantine, the number of vectors decreased, and if
earlier we moved around the city almost randomly—home, study, work, cafe, work,
home, shop, bar, home—with many repetitions and permutations, now our route
vectors have become shorter and sadder: home, shop, home. Now, leaving the
apartment and finding ourselves in the city, we feel the brighter contrast between
them. Paradoxically, the city became an uninhabited landscape, and those everyday
landmarks in space—wires, bars, rails—that should shape its habitability, now turned
into outline borders in the absence of people. The apartments were filled and became
denser spaces than streets and subway cars. This “crampedness” in solitude is
conveyed in the work Man in a Box by Pavel Kiselev, which the artist created during
his isolation time. The works Limb | and Limb Il by Eva Helki show how the field of
perception during isolation narrowed to the scale of the peephole. It became a kind
of porthole to another environment—into the space of the landing, which previously
seemed to be a utilitarian part of the house, but now turned into a center of attention.

It was previously believed that the fourth dimension—time—also has an initial
reference point and direction. The quarantine showed people that the linearity of
time is even more illusory than its structure: the days have ceased to mean anything,
the weeks have begun to repeat themselves, and the change of seasons is far
less noticeable from the inside of the apartment. In an inextricable bundle of time-
and-space, this happened due to the latter, which, on the contrary, was forcibly
compressed to the size of a flat. Changes in time-and-space general curvature
created a strange psychological state in which a person feels himself to be outside
the spatio-temporal coordinates. The extremity of enclosed space in the midst of
structurelessness is read in the work by Alexander Brodsky Untitled (2015), for
whom architecture is a metaphor for the internal state of a human being. In his work,
the structures of buildings are presented, which, like imprints of memories, are layered
on top of each other.
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One of the paradoxical symbols of quarantine realities was empty
playgrounds, boulevards and parks, around which a bounding red and white ribbon
was wrapped. The works from the Quiet Hour series were created by artists Alexander
Vinogradov and Vladimir Dubossarsky in 2010-2012. They depicted a deserted game
town during the break, which was very reminiscent of the state of the streets during
quarantine: located in the corner, two large paintings together recreate the space of
ghost sites in front of them. This expositionally turns the paintings into an installation,
which is complemented by objects of Eror TOY painted in red and white.

Arsen Revazov captured the same emptiness of space, but at the level of urban
landscapes, in a series of photographs Anthropophobia (2020). Familiar Moscow
buildings, being abandoned by crowds of people, are perceived from a different angle.
The infrared photography technique used by the artist significantly highlights areas of
images that can be metaphorically represented as white spots of previously unseen
details of the city, terra incognita.

The transition from the space of the courtyard to the context of the district
is set by Uliana Podkorytova in the continuation of the cycle of works on Gertrude
Rude (2020), who wanders not only from project to project of the artist, but also from
district to district in graphic works presented. Any area, especially the vernacular one,
which has no borders on the map, but lives in the consciousness of those who live in
it, is surrounded by its own mythology, legends and heroes. The long-haired Gertrude
becomes one of those heroes, becoming the land overseer of three districts at once—
Khamovniki, Ostankino and Sokolniki.

Irina Litvyakova
Artur Knyazev

CnaBa lNMTpk Slava Ptrk

MuTuHr (KoHeL KapaHTUHa) Protest (The End of Quarantine)
2020 2020

[OpOXHBI 3HAK, HaKnenka Road sign, sticker

90 x 60 cm 90 x 60 cm
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YpeaBblyaHOE MosIoXKeHne

AnekcaHpgp BuHorpagos
1 Bnagnmunp Oy6ocapckuii
Tuxwii qac 1, 2

2010-2012
XoncT, macno
195 x 295 cm (kakpas)
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Alexander Vinogradov & Epop TON
Vladimir Dubossarsky be3 HasBaHusi
Quiet Hour 1, 2 2020

2010-2012 Bepesa, akpun

Qil on canvas Pa3mepbl BapbupytoTcs

195 x 295 cm (each)

Eror TOY
Untitled

2020

Acrylic on birch
Dimensions variable
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State of Emergency

Fixed Points in Space. Irina Litvyakova, Artur Knyazev

ApceH PeBaszoB
AHTpOonogobus
2020

Lindposas nevatb

46 x 66 cm

EBa Xenknu
Jlnm6 |

2020

[epeBo, Temnepa
100 x 100 cm

EBa Xenknu
Jlnm6 1l

2020

[epeso, Temnepa
100 x 100 cm

34

Arsen Revazov
Anthropophobia
2020

Digital print

46 x 66 cm

Eva Helki
Limbo |

2020

Tempera on wood
100 x 100 cm

Eva Helki
Limbo Il
2020

Tempera on wood
100 x 100 cm
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Anekcanpp Bpogckuia
bes Ha3BaHus

2015

Py6epoug, Tylb

106 x 96 cm
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Alexander Brodsky
Untitled

2015

Ruberoid, ink

106 x 96 cm

Masen Kucenes
Yenosek B Kopobke
2020

'vnc, akpun

25 x 25 cM (Kaxxablit)
32 b6apenbeda

Pavel Kiselev
Man in the Box
2020

Acrylic on plaster
25 x 25 cm (each)
32 bas-reliefs
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| LLAGAARLEY

YnbsiHa MopgkopbiToBa

3emesibHbIl y4aCTKOBbIUA.

XamoBHVKY
2020

Bymara, TyLub, MMHEP
29 x 42 cm
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Uliana Podkorytova
Land Inspector.
Khamovniki

2020

Ink and liner on paper
29 x 42 cm
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YnbsiHa MopkopbiToBa
3emesibHbIN yHacTKOBbIM.
OcTaHKNHO

2020

Bymara, TyLb, IMHEP
29 x 42 cm

Uliana Podkorytova
Land Inspector.
Ostankino

2020
Ink and liner on paper
29 x 42 cm
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HACTOSLLEE BPEM4A

Anekcanppa BepTtunHckas, AnekcaHaop BuHorpanos, Anekcen [y6uHCKni,
Makcum Uma, MBaH JlyHruH, Nasen OToenbHoB, AnekcaHgpa MacTepHak,
Cnaga MTpk, Epop TOW, Ennsaseta denepmeccep

Paspen «HacTosuee Bpemsi» npeacTaBnsieT CybbekTUBHOE BOCNPUSTUE
TeYEHNS BPEMEHW, €r0 HEJIMHENHOCTU, Kak B OObIYHOM XXN3HW, Tak N B NPOBEAEHHbIX
Ha KapaHTUHe Tpex MecsiLax.

Bpems B kauecTBe opueHTMpa BCcerga paccMaTpuBaeTcsl B COBOKYMHOCTY,

a ToyHee, B HEN36EXXHOWN NPONOpPLNOHAIbHON CBS3M C NPOCTPAHCTBOM.

BmecTte opreHTupbl 06pasytoT Mogesb NPOCTPaHCTBEHHO-BPEMEHHOMO

KOHTVMHYyMa — OCW KOOpAUHAT, BNUCbIBaOLLEN B cebA BCE MUPOYCTPONCTBO.

B ycnosusix camonsonsaumm cxxaTtoe BOpyr A0 Npeaenos JoMa NpoCcTPaHCTBO
NPWBENO K YBENMYEHNIO N PACTSXXEHNIO BPEMEHU, HaeQMHEe C KOTOPbIM ocTancs
KaxkOplh n3 Hac. Kasanoch, ero ctano Tak MHOro, YTo OHO ByKBasibHO 06BONAKMBaIO
1 0aBnIO CBOUM O6BEMOM, MOPOI BBOAS B YHbIHME, OOHAKO NoTepsl «06beKTUBHOMO»
BPEMEHN 1 BPEMEHHOI NocneaoBaTeNlbHOCTY NpeBpaTia NpoLenimne Mecsubl

B OOHO MrHOBEHMe. OTOT NapafoKC «yTPaYeHHOro BPEMEHW» MOXKHO N3Y4YnTb, TONbKO
€CJI1 MOoNbITaTbCs NPOaHaNIM3NPOBaThb, YeM Mbl 3aMOSIHAMN NPOLUEALINE OHW.

B koHue 1970-x rogoB B NCUXOOMN NOSBUIICS TEPMUH «ANCTOPCUS
BpeMeHN» — (heHOMEH, OO BACHSIOLNIN N3MEHEHNE BOCMPUSTLS BPEMEHM,

Npu KOTOPOM OHO MOXKET OLLYyLLATbCA PACTAHYTbIM UM CXaTbiM, HE B3upast

Ha (haKTUYECKYO OJIMHY BPEMEHHOIo oTpeska. [puunHon gnucTopcumn NoYTn

BCerga siBfisieTcsi NCMX03MOLNOHaIbHOE COCTOSIHME YenoBeKa, 1 NccneoBaHuns
NoKasblBaKT, YTO B MOMEHTbI CTPECCOBbLIX CUTYaLWiA, KOraa NPoOMCXoanT nepeoLeHka
nepeXxnBaemoro, Bpems ons yenoseka scerga 3amegnsercs. [NaHgemuio, BbI3BaHHYHO
KOPOHaBMPYCOM, MOXXHO Ha3BaTb YpPe3BbI4YaNHON, CTPECCOBOW CUTyauUmnen,
OXBaTMBLUEN BECb 3EMHOW LWap, COOTBETCTBEHHO, MUIIMOHbI JIIOAEN OOHOBPEMEHHO
OLLYTWN OUCTOPCUIO — Monasn B OLyLLEHNE PacTsHYTOro BPEMEHM.

Mpe>xxae Bcero Mbl NOTEPSININ BO3MOXXHOCTb CTPOUTL MNaHbl, @ MUMEHHO
BK/1aOplBaTb SHEPIMIO B NPOEKTMPOBAHNE CBOEN XXN3HN N YYBCTBOBATb
yBEPEHHOCTb B 0603pMMOM 6yayLueM. POBHO rof Hasad XyLoXKHUK ViBaH JTyHrvH
Hanucan paboTy, nsobpaxaroLlyro 232 6UbNNOTEHHO-KaNeHgAPHbIX KAPTOYKM
(no konMyecTBy OCTaBLUMXCS OHEN B rogy Ha MOMEHT cepeanHbl Mas 2019),
BbICTPOEHHbIX B KAPTOYHbIM AOMUK. [10 OTAENBHOCTY OHM HE NPencTaBNsAloT N3 cebs
HUYero NHTEPECHOr0, a 3Ta NPOCTENLLAas NaHenbHas apXUTEKTYpa CBA3bIBAET MX
abCcTpakTHOW BPEMEHHOW HUTBIO N3 CTOALMUX Nepen TOOoN eLle He NPOXUTbLIX OHEN.
Bnocnencteun JlyHrnH paspywnn Mmogenb. Tak nonyyunack metadgopa kaneHgaps,
KOTOPbI OAHOBPEMEHHOIO BMELLAET BCE TBOM MaHbl, HO 1 Tak>XXe JIErKO MOXXET
B 060N MOMEHT pa3pyLUNTbCS.

CnoxxHo yTBep>XaaTh, Aana N HaM XXN3Hb B3anepTul BO3MOXKHOCTb
MOJSIHOCTbLIO pPacnopsi>XXaTbCsi CBOMM BPEMEHEM UM HA0BOPOT OTHSNA ero.
«YTpayeHHoe» 3TO BbI10 BpeMsi unm «npuobpeteHHoe»? Mapcenb lNMpycT cuntan, 4To
>KN3Hb BHE paboTbl Hag, NPon3BedeHNEM — 3TO NOTEPSHHOE Bpemsl. «4Tobbl o6pecTu
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CBOE€ MOTEPSIHHOE B XXN3HW BPEMS, 1 LO/MKEH CO34aBaTb NPon3BeneHE,
B KOTOPOM — U TOJIbKO B KOTOPOM — (hparmMeHTbl COBEPYTCS B TOTA/IbHOCTb,

yacTu — B uenoe». VIHTepecHo, YTo A4/11 MHOMMX XYA0XXHUKOB XXMN3Hb C HACTYMeHNEM
CaMou30ISILMM NPaKTUYECKN He n3MeHunack. O6yCcTpoMB Nog MacTEPCKYHO YacTb
KBapTUPbl NN Nepeexas XXNUTb B CTYANIO, OHU NPOJOSIKMAN paboTaTb Hag HOBbIMMN
cepusiMu paboT: NMcaTb XOJICTbl, OTIMBATb MMMNCoBble penbedbl, NPoboBaTh cebs

B HOBbIX Megma. K HeKoTopbIM aBTopamM Mbl NpUe3XXann CHMMaTb penopTaXxmn

0 paboTe B U30nsLUmMKM, NONy4Ynnacb Cepus U3 BOCbMU NOAKACTOB «MacTepckume»,
KOTOpasi BoLuna B 9KCNO3MLMIO BbICTaBKN «Hpe3BbiyaiHOe NosIoXKeHe» 1 SOnonHunNa
pasgen «HacToslwee Bpemsi».

MpenmMyLlecTBEHHO pasaen COCTOUT U3 AHEBHUKOB, KOTOPbIE BEN
XYAOXXHNKM BO BPeMS anngemMmun. [JHEBHNK — >XaHp OQHOBPEMEHHO CYyOBHEKTUBHbIN
N NCTOPUYECKINIA, BO MHOIOM MOMOTaloLLMIA cO30aTh UAMKO3MI0 hrKcaumm
NPOTEKAIOLLEro BPEMEHW, & B A4aHHOM criydae — huKcauum HECKOHYaeMOoro notoka
BPEMEHW, HE VIMEIOLLIErO O4YepUeHHON rpaHunubl. MNMpencTaBneHHbIe Ha BbICTaBKe
KapaHTUHHbIE XPOHKN MOXXHO YC/TOBHO pas3fennuTb Ha Te, roe XyA0XKHUK
n3obpaxkaeT CBOI XM3Hb HA camonsonsauun (HeBHUKK AnekcaHapbl BepTuHckom
n Masna OTaenbHOBA), N Ha Te, rAe XYOOXKHUK CreguT 3a NPOUCXOLALLNM
BOKpPYr (kak B pa6oTax Epopa TOW, Enusasetsl denepmeccep, Makcuma Vva).
Cepus rpadmnyecknx pabot AnekcaHgpbl BeptuHekon «Cugmm goma» — 310
BU3YasibHbI AHEBHUK, (OMKCUPYIOLLNIA C HATYPbI XXN3Hb B €€ NiaBHOM, MeaUTaTUBHOM
notoke. doyb Jlnga 3agymMymMBo CMOTPUT B OKHO NMOBEPX HOYTOYyKa Uav KpacuT anua,
rotossick K [Nlacxe, cobaka Kanyp MMpHO CnNUT Ha AMBaHe Un TAHETCS Ha NpPoryJske
K MPOXOXMM — 3aropogHas >X13Hb, HarnoJsIHeHHas TULMHOW 1 CO3epLaHneM.
OTcyTCcTBME rapMOHMM B NPOUCXOASALNX MO BCEMY MUPY COBbITHAX BbI3bIBAET B HAC
NoTPeBHOCTb OBPECTN BHYTPEHHEE CMIOKONCTBUE N YBUAETb KPAcOTy TEKYLLEro
MOMEHTA, XWUTb 30EeCb N cevac.

[HeBHVK MaBna OTaenbHoBa «[leHb N3 XXNU3HW» — 3TO HAPUCOBaHHbIE
KapaHOalwoM KapaHTUHHbIE XPOHUKIM HAbNoOEHNA N N3BMEHEHWI, NPOVNCXOANBLUNX
B XKM3HW XyO0XXHVKa B nepuog camonsonsauun. Hagonro octaewincb 6ykBanbHO
B3anepTu C NpegmMeTaMmn gomallHero 6biTa, TakKuMM Kak HacToNbHas namna,
KpoBaTb, BaHHasi unun Becbl, OTAENLHOB (Kak 1 BCe Mbl) ULLET B HUX OTpPaXkeHne cebs
N NpOTEKaoLLMX CO BPpeEMeEHEM TpaHchopMaLnin — Kak B XXU3HUW rge-To BHE OoMa, Tak
N B CBOMX OLLYLLIEHNSIX. Kaxkapll pUCcyHOK conpoBoXaaeT Hebonbluas AHEBHMKOBasS
3anncb, Hanpumep: «[MocKonbKy BCe Napukmaxepckue 3akpbiTbl, Mbl KYNUam
MAaLUVHKY 015 CTPUXKKW BOJIOC 1 MOCTPUIAM APYr Apyra Kak MOXKHO Kopodye. Bonochl
B MYCOPHOM BeL,PE BbIMSAENN XYTKO: Kak 6yoTo B [OME MPOM3OLLIO YOUNCTBO>.
Wnn «[No ycTaHOBNEHHBIM NpaBuniaM Kypbep TeNepb HE 3aXoouT BHYTPb MOMELLEHNS.
Cnexy 3a H/M Yepes OBEPHON FNa3oK».

B ycnoBusix cxxaBlierocsi NpocTpaHcTBa MHOMMM aBTopam, HaobopoT, 6bI10
NHTEpecHee HabnogaTth 3a npoucxoasawum Bokpyr. Ennsaseta ®egepmeccep,
doTorpad n xygo>xXH1K n3 AMctepgama, Bena crexky 3a cocegamu: «5 He morna,
Kak 06bl4HO, HabnogaTh 3a NogbMu, MO3TOMY KPYr Cy3UICcsa A0 MOEro OBopar.
M3onsums cocepen no mepe ynydlleHns NoroAbl naaBHO nepeTekana Ha 6ankoHbl,
Ha Ka>XAOM 13 3TVX OCTPOBKOB OOHOBPEMEHHO Hayanu pa3BopaymBaTbCs pasHble
CUEHbI, XXVU3HW HE3HAKOMbIX Ntogen B MuHuaTtiope. KTo-To nrpaet cebe nog HOC Ha
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rutape nog 60nbLWrM 30HTOM, COCceKa 3TaXKOM Bbile 0bycTpouna HebonbLIon caf,
N HEXXHO YXaXKMBAET 3a HMM, NOJIMBasi pacTeHUs U3 LWlaHra, OOUHOKAast XXEHLLMHA
Ka>kabI OeHb Nocne nonyaHs 3aropaeT B ogHON 1 Ton e kogte. OTobpas 13
CNOXMBLUMXCS CHOXXETHbIX JIMHUI WecTHaauaTb n3obpaxeHuin, Gegepmeccep
OOMNONHUNa Kaxgoe AaToi 1 TOYHbIM BpeMEHEeM CHUMKaA.

B nepBble Hegenn camonsonsumm, Korga Bpemst 6ykBasibHO OCTaHOBWIOCh,
Mbl CTann OLLyLLATb ero NOTOK BO MHOrOM Yepes AHeBHoW Lmka. Pabota AnekcaHgpsbl
MactepHak «OanH aeHb» NpeacTaBnseT cob0M XXNBOMMUCHYHO KHUMY HabntogeHnn —
MOCKOBCKMWI Nen3ax, yBUAEHHbIN B OKHE, MEHSIOLLMNIACS B 3aBMCUMOCTU OT BPEMEHNU
1 ocseLleHusl. B cepnmn ns gecsaty HebonbLUMX KapTUH N306paXKeHo NoKaapoBoe
N3MeHeHne cBeTa 1 LBeTa B TeYeHne OHs, «OT paccBeTa Ao 3akaTta».

BbicTaBka AnekcaHgpa BuHorpaposa B ranepee «Tpuymd» B 2016 rogy
Ha3biBanachk «[1poCTpPaHCTBEHHO-BPEMEHHOWN KOHTUHYYM». XyAO0>XHUK (hnukcuposan
N3MEHEHNs1 B BOCMPUSATM OKpY>KatoLlen 4eNCTBUTENIbHOCTU, Nponcxoasiime
C HaMu B MOMeHT nepeaBukeHus. Cepusi akBapenen «[yTtewectsune n3 Mocksbl
B CaHkT-lNeTepbypr» Obina noceseHa 0CoboMy MEQUTATUBHOMY COCTOSIHUIO,

B KOTOPOE Braaellb Cuas B Noe3ne — YCKOb3aroLlas IeHTa Aopory HacnansaeTcst
Ha NponbiBatoLLMe B OKHE OTPaXKeHWs 1 6AnKK, UCKaxkas NpUBbIYHYO MOAesb
KOHTUHYyMma. VI3yuyeHne npocTpaHCcTBa No-NpexXHEMY SBNSETCH OQHON N3

rnaBHbIX TeM B paboTax BuHorpaposa. B nepuop camonsonsaumm XygoXKHUK
nyTewecTeoBan ¢ nomoLpto Google Street View no 3aCTbIBLUMM Ha CMYTHUKOBbIX
CHUMKaxX UTanbSHCKUM ynuuam 1 nucan unpoBble akBapesbHble Nen3axu.
Bugeosanuncbh akpaHa ¢ npoueccoM nosiBneHns paboTbl «Kpacku gHs» naet
BO3MOXXHOCTb YBMAEThL B PeasibHOM BPEMEHU ABVKEHMS (L POBOI) KUCTN, U3-MOf,
KOTOPOW NOABNSAETCHA PUCYHOK.

[HesHUK Epopa TOW «BeceHHwii nneHsp» oTpaXkaeT HoBble Npasuna
>KN3HW, B KOTOPbIX Mbl BCE OKa3anCb. YYaCTHUK N3BECTHON HNXKEropOACKOm
rpynnbl TOW He yxoauT OT NpUBLIYHOMO A1 AyaTa XaHpa «aHeKa0Thbl Ha XONCTax».
PrcyHku ¢ nsobpaxeHnsamu ycHysLLero Ha paboyem MecTe Bpada, 06bsaBNeHNeEM
O NPOoAaXKe Macok Mo cTo pybrien 3a WTYKY CONPOBOXAEHbLI U3BECTHBLIMI IO3YHraMu:
«Yctan — otgoxHul», «bymara Bce ctepnut!», «Ha paboTy, kak Ha npasgHuK!».

Mo cnosam Epopa, oH Ben AHEBHMK A0 Tex nop, noka goma He KoH4unacb bymara,
a NoToM CHoBa oTnpasuicsa pucosats rpadduTy Ha ynuusl HuxHero Hosropoga.

BosBpalyasch K TeMe HENMMHENHOCTM NPOXUTOro Ha KapaHTUHE BPEMEHN,
Ba>XHO BCMOMHUTbL O TOM, YTO B OTCYTCTBME (hN3NYECKOro MPOCTPAHCTBA Yel0BeK
Hen306e>XXHO HauYMHaEeT Norpy>XarTbCcs BO BHYTPeHHee. MeuTbl, BOCNOMUHaHNS,
pednekcus — pasBe He TaM Mbl NPOBENN 60/bLLYI0 YacTb CaMon30aaUnnN?

MpycT B cBOEM OHEBHVKe nucan: «BHewWwHWn Mup CyLLEecTBYeT, HO OH HEMO3HaBaeM,
OH 6eCcnpecTaHHO OT HacC YCKOJIb3a€eT, MOTOMY YTO U3MEHUMB. <...> XKN3Hb Nyylie
NPOXWTb B MeYTax, YeM B OeCTBUTENbHOCTU. Beab, 4To6bl BbipBaThCS U3
00ObIOEHHOr0 KPyroBopoTa XN3HW, KOTOPbLIN cam no cebe abcypneH, Criy4YaeH,
Heneno NOBTOPSIETCS U ABMSETCH TeM, YTO APEBHME Ha3blBany KOECOM POXOEHWN,
HaM HY>XHO YTO-TO C cobol caenaTb, NpoAenaTb Kakon-To NyTb». B cepun xonctos
«XPOHNKM CHOB. PaHTOMbI HOCTaNbrnn» XyaoxxHUK Anekcein [ybnHckunin obpatiaercs
K cheHomeHy namsTn. PaboTbl KOMNO3ULMOHHO NOCTPOEHbI MO NPUHLUMUMY Konnaxa —
OeTcKue BoCcnoMuHaHus o po3HOM Ha (poHe BOWHbI MepemMellaHbl Co cLeHamMmn 3
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(pMNBMOB U KHUT, CHOBUAEHMSIMU, cTapbiMy hoTorpacdusamMm, hpasamu nobrmbix
repoes, pacckaszamu 6nn3kmx. «Bce, YTo Mbl MOMHMM O HaLIEN XXU3HU, ABNSETCS
anbTepHaTUBHOWN peanbHOCTbIO, KOTOPYIO KOHCTPYMPYET Halle co3HaHWe», — roBOpUT
aBTop. Kak B 0gHOM 13 caMbiX 3HAMEHUTbLIX CLLEH MUPOBOI NUTEPATYPbI, FAE MaBHbIN
repori OKyHaeT NMeYvYeHbe B Hal 1 Ha COTHWN CTPaHWUL, NEPEHOCUTCS B AeTCTBO. D deKT
«MagfieHkn» MpycTa Takxke oLyLlaeTcs B NPeacTaBeHHbIX Ha BbiICTaBke paboTax
Cnassbl N1pk «Kayenn», «banaHc» n «bonblias ctmpka». Beipe3aHHble No NnHUN
cunyaTa repou paboT, Kak BblpBaHHbIE N3 KOHTEKCTA BOCMOMUHAHUS, BCTaB/EHbI
Kaxabll B OTAENbHYIO 6enyto pamy. CTos K HaM CMMHOW, XXEHLLMHA BELWaeT YMCToe
6ernbe CyLIMTbCH Ha BEPEBKY — KJ1aCCUMYECKUn 06pas3, MOMEHTasIbHO OTChINatoLLi
Hac K AEeTCKMM BOCMOMUHAHUSIM.

Cocous KoBaneBa
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PRESENT TIME

Alexey Dubinsky, Maxim Ima, Elizaveta Federmesser, Ivan Lounguine, Pavel Otdelnov,
Alexandra Pasternak, Slava Ptrk, Eror TOY, Alexandra Vertinskaya, Alexander Vinogradov

The Present Time section examines the subjective perception of the passage
of time, its nonlinearity, in both ordinary life and three months of quarantine.
Time as a guideline is always considered in the aggregate, and more precisely, in the
inevitable proportional connection with space. Together, the landmarks form a model
of the space-time continuum—the coordinate axis, which encompass the world order.
In conditions of self-isolation, the space being suddenly compressed to the size of the
flat led to an increase and extension of time each of us was left alone with. It seemed
there was so much of it, its weight and volume felt physically heavy. Sometimes it
brought gloom, but the loss of ‘subjective’ time sequence turned the past few months
into a brief moment. This paradox of “lost time” can only be studied if we try to
remember what we filled our days with.

In late 1970s, the term “time distortion” made its introductions in
psychology—a phenomenon that explains the change in the perception of time,
in which it can be felt stretched or compressed, regardless of the actual length of
the time period. The cause of distortion is almost always one’s psycho-emotional
state, and studies have shown that in times of stressful situations, when re-evaluation
of lived experience happens, time for one always slows down. The pandemic caused
by the coronavirus can be called an emergency, a stressful situation that swept
the entire globe; respectively, millions of people felt the distortion at the same time—
they got trapped in the feeling of stretched time.

First of all, we lost the opportunity to make plans, namely —to invest energy
in the design of our lives and feel confident in the foreseeable future. Exactly a year
ago, lvan Lounguine painted a work depicting 232 library-calendar cards (accordingly
with the number of days remaining in the year at the time of mid-May 2019), lined up in
a house of cards. On its own, they do not represent anything interesting or special, and
are a simple panel architecture that connects them with an abstract temporary thread
from the days you have not yet lived. Subsequently, however, Lounguine destroyed the
model. It turned out to be a metaphor for a calendar that simultaneously contains all
your plans, but can also easily collapse at any time.

It’s hard to say whether locked up life has let us manage our time better or,
on the contrary, took it away completely. Was it “lost” time or “acquired”? Marcel
Proust believed that life outside of work is a waste of time. “In order to find my lost
time in life, | have to create a work in which—and only in which—fragments come
together in total, parts—in the whole.” It’s interesting that for many artists, life with the
onset of self-isolation has not changed much. Having arranged a part of the apartment
for the workshop or moved to live in the studio, they continued to work on new series
of works: painting canvases, casting plaster reliefs, trying themselves in new medias.
We came to some authors to make reports on work in isolation, and we got a series
of eight podcasts called Workshops, which was included in the exhibition State of
Emergency and supplemented the Present Time section.

45



The section consists mostly of diaries that artists kept during the epidemic.

A diary is a subjective yet historical genre, which helps to create an illusion of fixating
the flowing time, and in this case, fixating an endless stream of time that does not
have a defined border. The quarantine chronicles presented at the exhibition can

be divided in two: where the artist depicts his life while in self-isolation (the diaries

of Alexandra Vertinskaya and Pavel Otdelnov), and those where the artist watches
what is happening around him (as in the works of Eror TOY, Elizaveta Federmesser,
Maxim Ima). A series of graphic works by Alexandra Vertinskaya Staying at Home is
a visual diary that captures life from its smooth, meditative flow. Daughter Lida looks
out the window over the laptop thoughtfully or paints eggs, preparing for Easter, the
dog Kapoor sleeps peacefully on the couch or stretches out to passers-by during the
walks—a country life filled with silence and contemplation. Lack of harmony in the
events taking place around the world makes us feel the need to find inner peace and
see the beauty of the current moment, to live here and now.

Pavel Otdelnov’s diary A Day in the Life is a drawn with a pencil quarantine
chronicle of observations and changes that took place in the artist’s life during the
period of self-isolation. Left alone for a long time literally locked up with household
items such as a table lamp, a bed, a bathroom or scales, Otdelnov (like all of us) looks
for a reflection of himself and the transformations taking place over time in them—both
in life somewhere outside the house, and in his feelings. Each drawing is accompanied
by a small diary entry, for example: “Since all the hairdressers are closed, we bought
a hair clipper and cut each other as short as possible. The hair in the bin looked
creepy: as if a murder had occurred in the house.” Or “According to the established
rules, the courier does not go inside the premises now. I’m watching him through
the peephole.”

In the conditions of the compressed space, many authors, on the contrary,
were more interested in observing what was happening around them. Elizaveta
Federmesser, a photographer and artist from Amsterdam, kept an eye on her
neighbors: “I could not, as usual, watch people, so the circle was narrowed to my
yard.” The isolation of the neighbors, as the weather improved, flowed smoothly to the
balconies, with different scenes beginning to unfold on each of these islands at the
same time—the lives of strangers in miniature. Someone plays the guitar under a large
umbrella, a neighbor from the floor above has arranged a small garden and takes
care of it gently, watering plants from a hose, a lonely woman sunbathes in the same
t-shirt every afternoon. Having selected sixteen images from the existing storylines,
Federmesser completed each with the exact date and time.

In the first weeks of self-isolation, when time literally stopped, we began to
feel its flow in many ways through the daily cycle. Alexandra Pasternak’s work One
Day is a picturesque book of observations—the Moscow landscape, seen from the
window, which changes depending on time and lighting. A series of ten small paintings
depicts a frame-by-frame change in light and color during the day, “from dawn
to dusk.”

The exhibition of Alexander Vinogradov in the Triumph Gallery in 2016 was
called The Space-Time Continuum. The artist recorded changes in the perception of
surrounding reality that occur to us at the time of movement. A series of watercolor
paintings Moscow - St. Petersburg Journey was devoted to a special meditative state
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that you fall into while traveling by train—the road strip slipping away is layered on
top of reflections and glitters floating in the window, distorting the familiar continuum
model. The study of space still remains one of the main topics in Vinogradov’s works.
During the period of self-isolation, the artist strolled via Google Street View through
Italian streets frozen in satellite imagery and painted digital watercolor landscapes.
Video recording of the screen with the process of the appearance of the work Colors
of the Day makes it possible to see the movements of the (digital) brush, from which
a picture appears, in real time.

Eror’s TOY diary Spring Plein Air reflects the new rules of life in which we all
find ourselves as of now. A member of the well-known Nizhny Novgorod group TOY
does not leave genre of “jokes on canvas”, typical for the duet. Pictures with images
of a doctor asleep at the workplace, an announcement about the sale of masks for
one hundred rubles apiece are accompanied by the well-known slogans: “Tired —take
a rest!”, “The paper will endure everything!”, “At work, like at a holiday!”. According to
Eror, he kept a diary until the paper ran out at home, and then went on to paint graffiti
on the streets of Nizhny Novgorod.

Back to the topic of nonlinearity of the quarantined time, it is important
to remember that in the absence of physical space a person inevitably begins to
plunge into the internal. Dreams, memories, reflection—isn’t it there where we spent
most of our isolation? In his diary Proust wrote: “The external world exists, but it is
unknowable, it is constantly slipping away from us, because it is changeable. <...>
Life is better lived in dreams than in reality. After all, in order to break out of the
ordinary cycle of life, which is absurd, random, ridiculously repeating and is what the
ancients called the wheel of birth, we need to do something with ourselves, to go
some way.” In his series of canvases Chronicles of Dreams. Phantoms of Nostalgia
Alexey Dubinsky refers to the phenomenon of memory. The works are compositionally
constructed according to the collage principle —childhood memories of Grozny against
the backdrop of the war are mixed with scenes from films and books, dreams, old
photographs, phrases of favorite characters, and stories of loved ones. “Everything
that we remember about our life is an alternative reality that our consciousness
constructs,” the author says. As in one of the most famous scenes of world literature,
where the protagonist dips a cookie in tea and is transferred in childhood for hundreds
of pages. Proust’s “madeleine” effect is also felt in the works of Slava Ptrk Swing,
Balance and Big Laundry presented at the exhibition. The characters in these works,
cut out along the line of silhouettes, like memories taken out of context, are each
inserted into a separate white frame. With her back to us, a woman hangs clean linen
to dry on a rope—a classic image that instantly sends us to childhood memories.

Sofiya Kovaleva
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YpesBblyakiHOE MoJsioXKeHne

Q

HacTtosiwee Bpems. Codusi KoBanesa

NBaH JlyHruH

bes HasBaHus (232)
2019

XoncT, macrno

100 x 150 cm

50

lvan Lounguine
Untitled (232)
2019

Qil on canvas

100 x 150 cm

Cnasa NMTpk

BonbLuas ctupka

2020

Pama, akpun, Tpadapet

50 x 40 cm

MpepocTasnero 11.12 Gallery

Slava Ptrk

Big Wash

2020

Frame, acrylic, stencil plate
50 x 40 cm

Courtesy 11.12 Gallery

51



YpeaBblyaHOE MosIoXKeHne

Q

AnekcaHppa BepTtuHckas
W3 cepun Cugum goma
2020

Bymara, mapkepbl

30 x 30 cm (kakpasn)
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Alexandra Vertinskaya

From the Staying at Home series
2020

Felt-tip pens on paper

30 x 30 cm (each)

HacTosiwee Bpems. Cocusa Kosanesa
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Maeen OTpensHoB
LHeHb n3 xu3Hn. LLITopa
2020

Bymara, kapaHgaLu
21 x29,5cm

«[ns Toro, 4To6bl paboTaTb, MHe HEO6XOAMMO BbiTe OAHOMY. [MPULLINOCE YCTaHOBUTL
pacnopsipok AHNA. S Kaxkabl AeHb Neperopakmnsaro LWTOPON MO paboyyto 30Hy.
Y10o6bI 32TV KO MHE MJIM YTO-TO cKa3aTb B paboyme HYachl, XXeHa C JOYKOW JOSKHbI
3BOHUTb MHE MO TenedOoHy UM NCaTb B MECCEHOKEP».

Pavel Otdelnov
A Day in the Life. Curtain
2020

Pencil on paper
21 x29.5¢cm

It’s necessary for me to be alone when I’'m working. We have set a daily schedule with my
family. Every day | block my working area with a curtain. My wife and daughter need to call
me by phone or send me a message to come in.
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Maeen OTpensHoB
LeHb n3 xu3Hu. Jlamna
2020

Bymara, kapaHpaLu
21 x29,5cm

«Kaxxablii BeHep s BUXKY CBOE OTPaXKEHME B HACTOSMLHON namne. KoMHaTta B HEM KaXKeTcst
YIOTHOW U C KPYr/biM CBOAOM, Kak B MeLlepe».

Pavel Otdelnov
A Day in the Life. Lamp
2020

Pencil on paper
21 x29.5¢cm

Each evening | see my reflection in the table-lamp. My room looks like a cozy cave
in the reflection.
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Anekcanpgpa NactepHak
OauH feHb

2019

[epeso, Temnepa, akpun

10 naHenen

21 x 21 x 2 cm (kakpas)

Ennsaeseta ®Pepgepmeccep
3anHee okHO
2020

LiBeTHas neyatb Ha hoTobymare
117 x 83 cm
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Alexandra Pasternak
One Day
2019

Acrylic and tempera on wood
10 panels
21 x 21 x 2 cm (each)

Elizaveta Federmesser
Rear Window

2020

C-print on photo paper

117 x 83 cm
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State of Emergency Present Time. Sofiya Kovaleva
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TAERITREEEET
HAPABOTY, KAK HA

i

Makcum NUma Maxim Ima Epop TOWN Eror TOY

M3 cepun Fake News From the Fake News series W3 cepun BeceHHuii nneHsp From the Spring Plein Air series
2020 2020 2020 2020

AxBapenbHasi 6ymara, MapKepbl, IMHep Felt-tip pens, liner on watercolor paper Bymara, akeapenb Watercolors on paper

21 x29,5¢cm 21 x29.5cm 21 x29,5¢cm 21 x29.5cm
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YpesBblyaiHOE NoJIoXKeHne

AnekcaHpgp BuHorpagos
Kpacku gHs

2020

Bymara, akBapenb

63 x 58 cm
Ha ocHose unpoBOro prcyHka

60

Alexander Vinogradov
Colors of the Day

2020

Watercolor on paper

63 x 58 cm

A watercolor copy of the digital work

HacTosiwee Bpems. Cocusa Kosanesa

Anekcen [lybuHckuin

W3 cepun XpoHuku cHoB.

DaHTOMbI HOCTasIbIrnii
2019

XoncT, akpun

17 x 23 cm

Alexey Dubinsky

From Chronicles of Dreams.
Phantasms of Nostalgia series
2019

Acrylic on canvas

17 x 23 cm
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AHTUN / CTPYKTYPA

Recycle Group, Bnagnmup A6ux, KoHctaHTuH BeHbkoBuY, Annca Nodbdpe,
Bnapgucnas KpyunHckuin, Cu Jlo, AnekcaHgp Mopo3sos, Mawa O6yxoBa,
Hukonan OHuweHko, Masen OToenbHoB, AngaH Canaxosa, Mapusa CachpoHoBa,
Epop Tou, Omutpun LLla6anuH

Mangemus 2020 roga B HEKOTOPLIX YaCTAX MUpa NpuBena K BBe4eHWo
Ype3BblYaHOro NoJsIoXXeHnss — B Poccrm 3TOro He Cny4mnochb, OgHaKko
orpaHun4YeHnsi, KOTopble BBOAUINCH B PEMMOHAX CTPaHbl, CONOCTaBMMbI Mo addekTy
n nocnepctensamM. O4eBMAHO, pacnpocTpaHeHne BMpyca NpUBENO K CIOMY
noecegHeBHOCTU. HekoTopble Ntoan NUWWANChL paboTbl, KTO-TO BbIHY>KOAEHHO
nepeLlen Ha yoaneHHbI PEXXNM BbINOSIHEHNS CBOMX 3a4ady, a /19 Koro-To Nepuroa
naHgeMunn obepHyscs paboTon 6e3 BbIXOAHLIX 1 NepepbiBoB. HapylieHne Tpynosoro
npouecca okasano yHaameHTanbHOe BO3AeNCcTBMe Ha Apyrne obnactum
NoBCEOHEBHOCTM — HamMbonee OLLyTMMO 3TO BUOHO Ha AOMAaLLUHEM NPOCTPaHCTBE,
KOTOPOE MCNbITaN0o KONOCCanbHOe AaBfieHne CO CTOPOHbI Tak Ha3biBaeMbIX
«B0MbLWNX coumasnbHbIX cnctem». [lom, Kak npasuio, NpegHasHayYeHHbIn ons
OTAbIXa U BOCCTAHOB/EHNSI CUM, MECTO MHTUMHOE, MPEBPAaTUNCS OAHOBPEMEHHO
N B NPOCTPaHCTBO paboTbl, 1 B NPOCTPAHCTBO 06YyYeHMs, 1 B MPOCTPAHCTBO, rae
No-nNpe>xXHeMy AO/MKHO 6bITb MECTO 411 OTAbIXa. Bbixog Ha ynuuy 6bin orpaHnyeH —
CBSI3b C BHELWHUM MMPOM MOr1a OCYLLECTBATHCH B NEPBYIO O4Yepenb Npu NOMOLLN
WHTEpHETA.

KopoHasupyc 1 nocnegoBasluMe CaHUTapHO-agMUHUCTPATUBHbIE
OorpaHn4YeHnst cTaam CBOEro pofa YepTon, pasaenmBLLE MUP Ha OO U Noche.

Mo kpanHen mepe, Tak yaobHO oymaTb, a KapTuHa Mmpa, NOCTPOEeHHas Ha NogobHON
NPWBbLIYKE MbILIEHNS, BbIFSAOUT LOCTATOYHO NPUBEKATENbHON: C OGHON CTOPOHbI —
CTapbii, HO NMPUBbIYHBIN MUP, OT HECMPaBEeAIMBOCTU KOTOPOro BCe yCcTanu, C Opyromn
CTOPOHbl — HEN3BECTHOCTbL N ByayLlee, KOHTYPbl KOTOPOrO TOMIbKO-TOJSIbKO HauYnHaKoT
npocTynarb, 1 MOMUMO OMACHOCTW U TYPOYNEHTHOCTN OOAHOBPEMEHHO HECYT C COBON
BO3MO>XHOCTW caenaTb BCe C HYNS U He AOoMNyCTUTb ownbok. B gaHHom kapTuHe

Mupa 06LECTBO NPOXOAMNT 3TY YEPTY: OHO ObLIO B OAHOM COCTOSIHWM, @ Nocne
NPOXOXOEHNS NaHOEMUN OHO y>Ke ByfeT opyruMm.

Mopo6Hble paccy>kaeHnst 3HaKOMbl MHOTMM MO aHTPOMNONIOMNYECKOM
nitepaTtype — B354 Ha pagnkanbHble TpaHcopmaumm obuiecTsa Kak Ha
60NbLION U TOTaNbHbIN 06PSAA Nepexoaa He SABMSETCS OPUrMHaIbHbIM. TeM He MeHee
BCAKMI pas, Korga Mbl OKasblBaeMcsi BHYTpU nepemMeH, TpebyeTcsa onpegeneHHas
HIOaHCMpOBKa Noaxona 1 0603Ha4YEHUS TOro, YTO MEHSIETCS U B KaKy0 CTOPOHY.
Mangemusa 2020 roga okazanacbh npuBiekaTesibHbiM OOBEKTOM OJ1S1 MPUIOXKEHUS
aHTPOMNOJIOrMYeckon onTukn. Benepn 3a knaccukamm-aHTpononoramm (npexae
Bcero ApHonbaoMm BaH MeHHenom v BukTopom TepHepOM) Mbl MOXKEM MOMbITATLCS
OCMbIC/TUTb NPOUCXOLSLLEE B TEPMUHAX Nepexoaa.

MpoeanbHbin TMN 06psga nepexoda MoXeT OblTb pasfoXXeH Ha Tpu aTana:
«BaH NeHHen nokaszan, 4To Bce 06psapl Nepexofaa OTMeYeHbl TpeMst hasamu:
pasgenexne, rpaHb (unu limen, 4To NO-naTbiHW O3HAYaET «MOPOr») N COeQUHEHNE.
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MepBas dasa (pa3geneHue) BktovaeT B cebsi CUMBOIMYECKOE NOBEOEHUE,
O3HavaroLLee OTKPEnIeHNe MMYHOCTM U IPynnbl OT 3aHNMaeMoro paHee Mecta

B COLMaNbHOWM CTPYKTYPE UM OT ONpefeneHHbIX KYNbTYPHbIX 06CTOATENBCTB

( ,cOoCcTOSAHMA”), NMMBO OT TOro 1 OPYroro cpasdy. Bo BpeMs NpoMeXyTo4HOro
«/IMMMHANBHOro» Nepmnoaa 0CoO6eHHOCTM pPUTYanbHOrO cybbekTa (,,nepexoasiiero”)
[OBOWCTBEHHbI; OH NMPOXOOUT Yepes Ty 06nacTb KyAbTypbl, Y KOTOPOW O4YEHb Masno
NN BOBCE HET CBOMCTB MPOLWIOro uan 6yayulero coctosiHua. B TpeTbel ase
(BOCCTAHOBNEHUS, UM BOCCOEOMHEHNS]) Nepexop, 3aBepLuaeTcs» (Buktop TepHep.
«PutyaneHbin npouecc. CTpyKTypa 1 aHTUCTPYKTYpa»).

[MprMeHNTENBbHO K CUTYaumn C KOPOHABUPYCOM Mbl MOV Habnogatb
CXOXue npouecchl. Ha nepBom atane Mbl yBUAENN 3a4aTKy paspyLUeHns
MPUBbLIYHOW CTPYKTYPbl — KOHKPETHbIE rpyMnbl rpaXkaaH U OTAesbHble INYHOCTU
oKasanncb N30/IMPOBaHbl Y cebs goma 1, Kak cnegcTaue, 6bi1 NoMeLLEHbI
B OMNpeneneHHble MepapxXnu4ecKme NnooXXeHUs, OT/IMYHbIE OT TEX, K KOTOPbIM OHU
npuBbIkKNN. BTopas dasa — nuMmnHaneHas — xapakTepu3yeTcsi TEM, YTO HEKOTOpPbIEe
N3 y4aCTHUKOB N30IMPOBaHHbIX FPYMN OKasanncb HOCUTENSMI BUPYCa, KOTOPbII
nposiBuscs B Buae 3abonesaHnsi n notpebosan neveHns. Jilogn npespaTtuinch
B NaLMEHTOB C HeonpeaeneHHbIMY NEPCNEKTUBaMUN BbI3LOPOBReHUs. TpeTbs hasa
HabnogaeTcsi C OTMEHOM OrpaHNYeHnin U MOCTENEHHOWN penHTerpaumen
N30/IMPOBaHHbIX 06paTHO (06paTHO Nn?) B CTPYKTYpPY — nepebonesLlune BHOBb MOMyT
3aHsTb CBOW MecTa.

Ha nepBbiln B3rnsig, Bce BbIrNSAUT YOeQUTeNbHO Y IOTMYHO — TakK >Ke
NOrMYHO BCE, BO3MOXXHO, BbIMMSAUT NMPUMEHUTENBHO K MasibiM CoLMarnbHbIM CUCTEMaM
UM Ha MMKpoypoBHe. OfHAKO Takoe NPUIIOXKEHVE NMTUMUHATbHON ONTUKM ynpoLlaeT
camo cobbITue.

AHTUCTPYKTYPHbIE TEHAEHUMN NPOSIBUINCL BMECTE C BBEAEHVNEM CaHUTAPHbIX
orpaHuyeHnin — Bce pasHoobpasne NONUTUYECKNX MHEHWUIA [OBOMBHO BbICTPO
CBENOCh K 06CY>KAEHUIO CTEMEHN OrPaHNYEHNIA, a Mo NOBOAY TOrO, YTO OHU HY>XKHbI,
CNOXUNCS 06LLECTBEHHBIN KOHCEHCYC. C Apyroli CTOPOHbI, HAXOAUNCE Tak
Ha3blBaeMble KOBUA-ANCCUAEHTbI 1 NPOYME HapYLUMTENW, Yen rofioc 3By4an Bce
MapruHansHee B o6LemM notoke TpeboBaHuii cobnogaTe PeXXMM camon3onsunm
n guctaHuun. CoumanbHble OTHOLLIEHNS Y epapXun NPUMUTUBU3UPOBAUCH
1 pegyuMpoBannCb — Ha NepBbIVi NAaH BbIWAN MEAULMHCKME (MPUHAANEXHOCTb
K rpynne pucka) n gemorpaduyeckue (Bo3pacT) Kputepum pasnuyums. 3abota o cambix
YS3BMMbIX OKa3arnacb BCELeNIO B pykax rocyaapcTsa 1 06LLeCTBEHHbIX UHCTUTYTOB
(HanpuMep, MHCTUTYTa BONOHTEPCTBA). I3BecTHas cneundmka 60nesHu
(HEBO3MOXKHOCTb €€ BbISIBUTb HA PaHHUX 3Tanax u 6eCCMMNTOMHOE TeYeHne
B HEKOTOPbIX CMyyasix), @ Tak>Ke TOTa/lbHOe HE3HaHUE U HEJOBEPUE K CTaTUCTMKE
NO3BOJIAIN OTHECTU K FPYNNamM p1cka B NpuHLmMne Kaxaoro. Nonavtuka caHntapHom
3a60Tbl O K&X0M CO CTOPOHbI FOCYAapcTBa cTana BceobbemoLLen.

OTO 1 03HAMEHOBaAJI0 Ha4asno ToTanbHOW IMMUHANBHON cTagun. TepHep NULLET:

«JluMMHanbHbIE CyLecTBa HU 30EChb HWN TaM, HU TO HU CE; OHU —

B MPOMEXYTKE MeXay MOMOXEHMSMN, NPeanMcaHHbIMU U pacnpeaeneHHbIMr
3aKOHOM, 06bl4aeM, YCNOBHOCTSIMU 1 LlepeMoHUanom. NMoatoMy nx ABYCMbICNEHHbIE
N HeonpeaeneHHble CBOMCTBA BblpaXkatoTcs 60/1bLLINM pa3HOObpa3neM CUMBOSOB

B MHOMOYMC/EHHBIX OBLLECTBax, PUTYaNn3npyoLLMX CoLmnanbHble U KYNbTYpHble
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nepexogpl. Tak, MIMMNHANBHOCTb YacTo ynogobnseTcs cMepTu, yTPoGHOMY
CYLLEeCTBOBaHUIO, HEBUAMMOCTU, TEMHOTE, ABYNONIOCTU, MYCThIHE, 3aTMEHUIO COMHLA
nnn nyHol» (Buktop TepHep. «PuTtyanbHbin npouecc. CTpyKTypa 1 aHTUCTPYKTYpa»).

CocTosiHne ambrnBaneHTHOCTU NPOSIBUIOCH B YCTPOWCTBE CoOLMasibHOro
nopsigKa v Npexae Bcero Tpy4oBOro BpeMeHn — paboune gHu Obiin 06bsaBAeHbI
Hepabo4Mu, ogHaKo Npu 3TOM MHOrMe paboToaarenv CoOXpaHUIn TPygoBOM PUTM
1 nepesenn paboTHMKOB Ha yAaneHHbIN pexkum. dopmanbHO-IopUgNYecKne TOHKOCTH
aKTOB 1 YKa30B, KOTOPbIE PernaMmeHTpoBany MMMUHaNbEHOE COCTOSIHNE, TakXKe
BbI3blBa/IM OXKECTOYEHHbIE CMOPbI B CUJTY X HEOMPEAENEHHOCTH.

Mopo6HbIe N3MEHEHNS HE KOCHYINCh, BEPOATHO, HECKOJBbKUX rpynn —
3TO B MEPBYIO ovepenb MeanNUMHCKNE COTPYAHNKW, Kypbepbl U NpeacTaBuTenm
Opyrux npodeccuin, ocTaBLUNECS «HA YMLE» 1N He MOKMHYBLUME cBOU paboune
MecTa. B nepcnekTBe MEHHO OHU MNOMYYNIN CTaTyC HOBbIX FEPOEB, KOTOPbIX
CnaBsAT U KOTOpbIM Be3fe pagpl. Kak 6bl TO HU 6bIfo, Te OTHOLIEHUS WX, KaK 3TO
onuceiBaeT BukTop TepHep, Ta MOAesb YeNOBEYECKON B3aMOCBS3aHHOCT, KOTopas
OOMMHMpOBana B 3TOT IMMNHAlbHbIN Nepuog, He npeanonarana CTPYKTYPHbIX
pasnuunin. ITo 6bina (@ BOSMOXHO U ECTb) «MOAENb 06LEeCTBA KaK HECTPYKTYPHOO
NN PYANMEHTAPHO CTPYKTYPHOIO N CPaBHUTENbHO HeanddepeHUMpoBaHHOro
comitatus o6LWwMHbBI MK gaxke 06LHOCTY paBHbIX JIMYHOCTEN, NOSUNHSIFOLLMXCS
BEPXOBHOW BNacTu pUTyanbHbIX cTapenwmnH» (Buktop TepHep. «PutyanbHbiin
npouecc. CTpyKTypa 1 aHTUCTPYKTypa»).

[ns aHTpoMnos0roB AUHAMNYECKNIN LUK COCTOUT B CMEHE CTPYKTYPHbIX
N aHTUCTPYKTYPHbIX COCTOSIHUI — MOCe NMMUHANbHOW CTagun HacTynaeT BHOBb
CTabWNbHOCTbL: NCTOPrHYTbIE N3 0BbLLECTBa UHAMBUOHI LOMKHbBI 3aHSATb CBOM MecTa
B nepapxun obLiecTtsa. B cnyyae coBpeMeHHbIX O6LECTB, XapakTepuayoLmnxcs
KOMIMNEKCHOCTbIO, BEPOSTHEE BCEMO HY>XHO rOBOPUTbL 06 «OCTPOBKaX»
AHTUCTPYKTYPHOCTU UM XKE O TOM, YTO MeXAY CTPYKTYPON N aHTUCTPYKTYpPOW
MOCTOSIHHO TO TYT, TO TaM BO3HUKAIOT OLLYTUMbIE HANPSXKEHNST — HE TOMNBbKO
naHaeMnn, HO 1 BOWMHbI, NPUPOAHbIE KaTaKN3Mbl, SKOHOMUYECKNE KPUSUCHI
1 coumanbHble NPOTECTbl MPUBOAAT K BCMbIWKaM aHTUCTPYKTYpP. Pasgen «AHTu /
CTpykTypa» obpallaeTcs K peasbHOCTX NaHAEMUN NMEHHO C 3TOW TOYKK 3PEHNS.
MpencTaBneHHble XyO0XXECTBEHHbIE NPOEKThI (HaCTb U3 HUX co3AaHa 3af4onro Ao
naHaeMnn) ANKCTPUPYOT obcyxgaemble Npobnemel. LieHTpanbHaa KoHuenTyanbHas
OCb 3apaeTcs paboTamu, TEMaTU3MPYIOLLUMUN CTPYKTYPHbIE U aHTUCTPYKTYPHbIE
COCTOSIHMS U BO3HUKAIOLLME MEXOY HUMUW HanpsiXXeHns. Peub ngeT o XXNBonucHom
nHcTannsumm Anucel Modde, KoTopasi B cBOeit y3HaBaeMoii MaHepe JOKYMeHTUpyeT
HOBOCTU NOCNEOHNX MECSLEB, KOraa BBOAWINCE CaHUTapPHO-NONNLENCKE MEPbI MO
OrpaHNYeHno NeEPeABIMKEHNI rpaxkaaH. o cyTn, aaHHasa JOKyMeHTauusa sBnseTcs
CBUAETENLCTBOM TOro, Kak (hOpMUPYETCH Ta camast «0BLLHOCTb PaBHbIX JINYHOCTEN»
nog, BO3LencTemem rocyaapcraa. B HEKOTOPOM CMbICTE C HEN NEpPEKNINKAETCS Cepus
Hukonasa OHuLeHko Superlative Riot — B pacduH1pOBaHHOM BUAE NpeacTaBieH
communitas, 06peTWniA CUNY 1N NOANTUYECKYHO CYOBEKTHOCTb U CNOCOOHbIN
oTBe4YaTb Ha Bo3gencTeme rocyaapcTaa. Victoprio CoBpeMeHHOro NpoTUBOCTOSHNS
KOMMYHMTAC 1 rocygapctea CUMBOIN3UPYIOT Kamepbl HabnogeHns 13 apmartypebl,
cospaHHble KoHcTaHTuHOM BeHbkoBuyeM. 'padmka xygoxxHuka Cu Jlo ns cepun
«BpoxxeHne» NpegcTaBnseT BHYTPEHHEE Hanps>XeHne npeacTaBmTenss KOMMyHUTaC,
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oKasaBLlerocs B nsonsaunn. HanpsixxeHne mexny CTPYKTYPHbIM U @HTUCTPYKTYPHbLIM
COCTOSIHMSIMU 3a40KYMEHTUPOBaHO BnagncnaBom KpyunHCKM Ha nprMepe KoMukca
o Tom, Kak @. B. [Manc nepeHocnT KapaHTUHHbLIE OrPaHNYEHNS N MbITAETCS XUTb «Mo-
npexxHeMy», HO B HOBbIX obcTosiTenscTBax. B nocnegHem anmnsope MNanc nbitaetcs
BCSAYECKM n3bexxaTb AaBieHNss aHTUCTPYKTYPbl U HAXOAUT NEMMTUMHbIA CNocob He
ObITb lOMa — CTaTb KYPbePOM, HO 1 3TO HE NMPMHOCUT eMY YLOOBNETBOPEHMS, TaK
Kak yCnoBus TpyAa 3TOM apMUn HEBUAMMbIX PpabOTHUKOB Aaneku oT naeanbHbIX —
naHAeEMNst TONbKO YCyrybuna nx nonoxXxeHue.

OTpenbHas rpynna paboT NocBsieHa KOHKPETHLIM OrpaHNYeHnsIM —
peyb npexnae Bcero naet o6 o6s3ateslbHOM MacO4YHOM PEXMME.
HenocpencTBeHHbIM OTBETOM Ha 3TK OrpaHNyeHns ctana rpaduka AnekcaHgpa
Mopo3soBa, KOTopbIli YBUOEN B MOBEPXHOCTN MEANLMHCKON MaCcKN MNPOCTPaHCTBO
051 XyO0XKECTBEHHbIX 3KCNEPVMEHTOB U BbiCKasbiBaHui. Bnagnmmp Abux
06blIrpan ToTanbHOCTb MAaCOYHOIr0 PeXXnuma NPUMEHUTESIbHO K CBOUM MacKapoHaMm,
KOTOpble pa3meLlaeT Ha 3gaHnax CaHkT-leTepbypra y>xe kakoe-To Bpems.
Pa6oTtel Mawwn O6yxosoin n OmuTtpusa LLlabanuHa Hanpsimyto He obpaliatotces
K MEAMUMHCKNM Mackam, OOHaKO CXBaTblBalOT ABOMCTBEHHOCTb 3TOro atpmbyta —
OHW OHOBPEMEHHO U CKPbIBaOT IMYHOCTbL, U NPUAAIOT HEKYO MHOVBUAYaNbHOCTb.
Bonee Toro, N3 naccnMBHOIro cpeacTBa 3almTbl (KOTOPbIM SABNSIETCA 0bblYHasN
MeaMUMHCKasi Macka) 3T puTyanbHble 06bEeKTbI NPeBpPaLLaoTCs B OpYyXMe,
HaBogsee cTpax. TpaHchopmMaLlmm NOBCELHEBHbLIX NPaKTUK NOCBsLLEHa
rpacnyeckas cepus lNMasna OTaensHoBa. [1py NOMOLW NPOCTON TEXHUKN HABPOCKOB
XYLOXHUK 3acuKcupoBan To, Kak M3MEHUINCh Haly MaHUMyNsauMM pyKaMmm
B pe3ynbTaTe pacnpocTpaHeHust kopoHasupyca. XKnsonucb Mapum CadhpoHoBoi
«KoHeL, oHs1» noflyyaeT HOBYHO UHTEPMNPETaLMIO B TEKYLLMX YCNOBUSX U CTAHOBUTCS
MeTagopor KoHLUA NPUBBIYHBIX TPYAO0BbIX OTHOLWEHWA. OTAENbHBIM «OCTPOBKOM>»
AHTUCTPYKTYPbI SIBNSIETCS BOCNPON3BELAEHNE MEONLIMHCKON nanaTel. B aTom
NpoCTpaHCTBe pasMmecTunnch paboTbl AgaH CanaxoBol, KoTopas NpeacTaBmia Kak
pa3 HOBbIX FEPOeB — MEANLMHCKNX PabOTHUKOB — Kak HOBbIX CBATbIX.

B oTnunume oT Tak Ha3biBaeMblx 6051ee NPOCTbIX N TPAANLMOHHbIX
06LLECTB, COBPEMEHHbIE rnobanbHble coLmanbHble CUCTEMbI MO3BONSAOT
COCYLLECTBOBaTb CTPYKTYPHbLIM U @HTUCTPYKTYPHbLIM COCTOSIHUSIM OQHOBPEMEHHO.
OTmeHa orpaHnyeHunin BepHyna B Ny6sM4yHoe NpOoCTPaHCTBO 06CYXXAeHNs
NONINTUYECKOWN NOBECTKM 1 APYrMX TPagULMOHHBIX CIOXKETOB Masi (npa3gHoBaHne
Mob6enpl, BbINyCKHbIE B LUKOJSE, TYPUCTNYECKUA CE30H 1 T. A.). OgHako Bce aTn
06CyXOeHMs, Kak 1N MHCIMPUPOBAaHHbIE MU AecTBus, 6yayT HOCUTb cnepn, Tol
«OBLLHOCTW», MPUHAOJIEXXHOCTb K KOTOPOWN OLLYyTWN0 60/bWNHCTBO. OMbIT OCO3HAHHOW
U NPUHYOUTENBHON N30NSALMN IEXXUT B OCHOBE CoSiaapusaumm, pesynstart
KOTOPOW C/I0>KHO Npenckasarb.

Haunnb ®apxatonHos
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ANTI / STRUCTURE

Recycle Group, Vladimir Abikh, Konstantin Benkovich, Alisa Yoffe, Vladislav Kruchinsky, Si Lo,
Alexander Morozov, Masha Obukhova, Nikolay Onischenko, Pavel Otdelnov, Aidan Salakhova,
Maria Safronova, Eror TOY, Dmitry Shabalin

The 2020 pandemic led to declaration of a state of emergency in some
countries. It did not happen in Russia, but the restrictions placed in some of its regions
are comparable to that in terms of effects and consequences. Obviously, the spreading
of the virus has led to disruption of daily life. Some people lost their jobs, some were
forced to complete their tasks remotely, and for some the pandemic period became
endless work with no breaks and weekends. The violation of work processes had
an enormous effect on other aspects of everyday life—this was especially evident in
the home environments, that suffered the biggest pressure from the so-called large
social systems. Home space, designed for recreation and recovery, has turned into
a space to work and study where some place for leisure should still be left. The ability
to go outside was limited, and so the Internet remained the only link to the world.

Coronavirus and the sanitary and administrative restrictions that came after
became somewhat of a line that divided the world into before and after. At least it is
easy to think that, and the worldview based on this kind of thinking habit looks quite
appealing: the familiar old world’s unfairness that everyone is tired of on one hand, and
on the other the uncertainty of the future, that is only starting to become defined, and
that brings not only dangers and turbulence, but also the ability to start over and avoid
mistakes. In this worldview the society crosses this line: it was in one state, and after
the pandemic it will be in another.

Such discourse is familiar from anthropology literature: seeing the radical
transformations of the society as a large and total rite of passage is not novel.
Nevertheless, every time we find ourselves inside the changes, there needs to be
certain adjustment of this approach and defining what changes and how. The 2020
pandemic turned out to be an attractive object for anthropological optics. Following
the classics in anthropology (first and foremost Arnold van Gennep and Victor Turner)
we can try to reflect on what is happening in terms of passage. A perfect rite of
passage can be broken down into three stages:

“Van Gennep has shown that all rites of passage or “transition” are marked
by three phases: separation, margin (or limen, signifying threshold in Latin) and
aggregation. The first phase (of separation) comprises symbolic behaviour signifying
the detachment of the individual or group either from an earlier fixed point in the
social structure, from a set of cultural conditions (a “state”), or from both. During the
intervening “liminal” period, the characteristics of the ritual subject (the “passenger”)
are ambiguous; he passes through a cultural realm that has few or none of the
attributes of the past and coming state. In the third phase (reaggregation or
reincorporation) the passage is consummated” (Victor Turner, The Ritual Process:
Structure and Anti-Structure).

We could observe similar processes on the example of the coronavirus
situation. During the first phase we saw the beginnings of the familiar structure
collapse: certain individuals and groups of citizens found themselves isolated at home
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and were therefore put in certain positions in the new hierarchy, different from the
ones they were used to. The second, liminal phase is characterized by some members
of the isolated groups being virus carriers that needed treatment. People turned into
patients with uncertain outlook for recovery. The third phase is lifting the restrictions
and gradual reintegration of the isolated back (or not?) to the old structure, so the
recovered can take their places again. At first glance it all looks logical and convincing,
probably as logical as everything looks applied to smaller social systems or even

on a microscale. But using liminal optics this way simplifies the situation itself.

Antistructural tendencies became evident along with the imposing of
sanitary restrictions: the whole variety of political opinions came down rather quickly
to discussing the degree of limitations, while everyone agreed on their necessity.

On the other hand, emerged the so-called COVID-dissidents and other violators,
whose voices sounded even more marginalized in the overall flow of demands

to stay distanced and isolated. Social relationships and hierarchies became
simplified and reduced to medical (being at-risk) and demographic (age) criteria of
distinction. Caring about the vulnerable was now entirely in the hands of the state
and pubilic institutions, such as volunteering. The known specificity of the disease
(the impossibility to identify it in the early stages and the lack of symptoms in some
cases) along with the total not knowing and not trusting the statistics made everyone
technically at-risk. The state politics of caring about everyone’s sanitation became all-
embracing. This was the beginning of the total liminal phase. Turner writes:

“Liminal entities are neither here nor there; they are betwixt and between
the positions assigned and arrayed by law, custom, convention and ceremonial.

As such, their ambiguous and indeterminate attributes are expressed by a rich
variety of symbols in the many societies that ritualize social and cultural transitions.
Thus, liminality is frequently likened to death, to being in the womb, to invisibility,
to darkness, to bisexuality, to the wilderness, and to an eclipse of the sun or moon”
(Victor Turner, The Ritual Process: Structure and Anti-Structure).

This ambivalence manifested itself in the social order structure and most of
all labour time —workdays were declared off, but many employers kept the working
rhythm and just moved their employees to remote work. The formal legal subtleties
of the acts and orders regulating the liminal state also became the subject of violent
disputes because of their ambiguity.

These changes probably did not affect several groups: first and foremost,
healthcare workers, delivery people and other professions that stayed at work.

They became the new heroes, loved and praised by everyone. In any case, these
relationships, or, as Victor Turner puts it, this model for human interrelatedness that
dominated the liminal period, did not imply structural differences. It was (and possibly
is) a model “of society as an unstructured or rudimentarily structured and relatively
undifferentiated comitatus, community, or even communion of equal individuals who
submit together to the general authority of the ritual elders” (Victor Turner, The Ritual
Process: Structure and Anti-Structure).

The dynamic cycle for anthropologists is in the changing of structural
and antistructural states: stability comes after the liminal phase, and the excluded
individuals must once again take their places in the society hierarchy. In the case
of complex modern societies, we must rather talk of the antistructure islands in
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the overall stable sea, or the palpable tensions between structure and antistructure —
not only pandemics, but also wars, natural disasters, economic crises and social
protests all lead to outbreaks of antistructure. Anti / Structure refers to the pandemic
reality from this point of view. The projects presented here, some of them created
a long time before the pandemic, illustrate the discussed issues. The central concept
is formed by the works that put emphasis on structural and antistructural states
and the tensions between them. This is about Alisa Yoffe’s painting/installation that
in her recognizable style documents the news of the last few months when sanitary
and travelling restrictions were imposed on the citizens by the police state made.
Essentially, this documentation is an evidence of the “community of equal individuals”
emerging under the influence of the state. In some way, Nikolay Onischenko’s
Superlative Riot series echoes this: it presents a perfect communitas that gained
power and became able to respond to the pressure from the government. The history
of these confrontations is symbolized in Konstantin Benkovich’s surveillance cameras
made of rebar. Graphics from Luo Xi’s Fermentation series represents the inner
tension of the communitas member in isolation. The tension between structural
and antistructural states is documented by Vladislav Kruchinsky in his comic strip
about F. V. Paps dealing with quarantine restrictions and tries to live “like before” in the
new circumstances. In the last episode Paps tries hard to escape the pressure from
antistructure and becomes a delivery man to legally leave his house, but this does not
bring him any satisfaction, as working conditions of this invisible workers army are far
from perfect: the pandemic has only made them worse.

A separate group of works is dedicated to specific restrictions, primarily
the mandatory use of face masks. Alexander Morozov’s graphic art answers to that
directly, seeing a space for art statements and experiments on the mask surface.
Vladimir Abikh applied the totality of the new regime to his mascarons that he has put
on buildings in Saint Petersburg for some time already. The works of Masha Obukhova
and Dmitry Shabalin do not reference the masks directly, but rather capture their
ambivalence, as masks both hide one’s identity or add individuality. What is more,
these ritual objects turn from passive means of protection that regular face masks
are, to weapons striking fear. Pavel Otdelnov’s series references the transformations
of everyday practices. Using simple sketching, the artist documented how the spread
of coronavirus has changed our hand movements. Maria Safronova’s The End of the
Day can now be interpreted as a metaphor for the end of the usual labour relations.
Another replication of an antistructural space is the model of hospital ward, where
Aidan Salakhova’s works are situated, showing the new heroes—healthcare workers—
as new saints.

Unlike the so-called simple and traditional societies, modern global social
systems make it possible for structural and antistructural states to coexist. Lifting
the restrictions has brought back to public space political discussions and other
traditional May narratives (V-day celebrations, school proms, tourist season, etc.).
However, all these discussions and actions inspired by them will still bear a trace of the
interrelatedness that most people felt they belonged to. The experience of a forced or
deliberate isolation lies in the base of the solidarity beginning, and its result would be
hard to predict.

Nail Farkhatdinov
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YpesBblyakiHOE MoJsioXKeHne

Mawa O6yxoBa

W3 npoekTa KomHara ctpaxa I.
lNpepyyscTere

2020

LiBeTHble kapaHpaluu, aksapenb, 6ymara
@ 30 c™m (kaxxpas)
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Masha Obukhova
From the Panic Room I.
Anticipation project
2020

Coloured pencils, watercolor on paper
@ 30 cm (each)

AHTI / CTpyKTypa. Hannbe ®apxaTtamHos

@ 048 SN0 HXOST & uoY

Cu Jlo
W3 cepun BpoxxeHne
2020

Bymara, nuHep
59,4 x 84,1 cm

SiLo

From the Fermentation series
2020

Liner on paper

59.4 x 84.1 cm
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AnipaH CanaxoBa
Hoseble cBsiTbie Ne 7

2020
XoncT, macno
200 x 150 cm
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S

Aidan Salakhova
New Saints No. 7
2020

Oil on canvas
200 x 150 cm

AnpaH CanaxoBa
Crazy Pavings 1, 2
2020

XoncT, macno

200 x 150 cm

Aidan Salakhova
Crazy Pavings 1, 2
2020

QOil on canvas

200 x 150 cm
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YpesBblyakiHOE MoJsioXKeHne

OmuTpuin LLla6anvH
Be3 Ha3BaHus
2019

Konnax n3 peaun-meing o6bekToB,
CMellaHHas TeXHUKa
25x20x 15¢cm
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Dmitry Shabalin
Untitled
2019

Collage of ready-made objects, mixed media
25 x20 x 15¢cm

AHTn / CTpykTypa. Hamne ®apxatamHos

Bnapumunp A6ux
lMamsaTy aTux gHen
2020

'vnc
40 x 20 cm

Vladimir Abikh
In Memory of These Days
2020

Plaster
40 x 20 cm
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Masen OTpensLHOB
W3 cepun Hosasi npusbiyka

2020
Bymara, rpacdut
21 x29,5¢cm
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A

Pt

Pavel Otdelnov

From the New Habit series
2020

Graphite on paper

21 x29.5cm

T4

B

AnekcaHgp MoposoB
Maco4Hbiii pexum
2020

Bymara, akBapenb, Tyllb
Pasmepbl BapbupytoTcs

Alexander Morozov
Mandatory Face Covering

2020
Watercolor and ink on paper
Dimensions variable
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YpesBblyariHOE MosioXKeHne O AHTK / CTpyKTYypa. Hannb ®apxatamHos

HeorPaHHEHHAS
cpos044
MePeLRVKEHNS 7

\
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Bnaguncnas Kpy4nmHckuin Vladislav Kruchinsky

@. B. Manc Ha kapaHTVHe F. V. Paps under Quarantine
2020 2020

Bymara, akapenb, Tyllb Watercolor, ink, paper

17 x 17 cm (kaxpas) 17 x 17 cm (each)
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NOrPAHNYHbLIN CUHOPOM

crocodilePOWER, KpuctuHa AkceHToBa, AHatonum Akye, Kupunn Bacanaes,
EBreHns BopoHoBa, Makcum KcyTta, AHTOH Ky3HeuoB, [xaH EH MuH,
YuHuwxy Jln, Kento Amarytun

Jlyn AparoH. Bon+a rpe3s

TepMUH «NorpaHNYHoe COCTOSIHME» Yalle BCero, 6€3ycrioBHO, MOXXHO
BCTPETUTL B 0b6niacTu ncuxonorun. Bnepsble oH Obin ncnonb3osaH B 1938 rony
ncuxoaHanutukom Agonbdom LLiTepHoM ons onncaHnst 605bHbIX, KOTOPbIE SSIBHO
He BNUCbIBaNCb B CTaHAAPTHbIE HA TO BPEMS NMCUXmMaTpudecKne Kateropum
«HEBPOTUYECKUNX>» UMW «MCUXOTUYECKMX>» NauneHToB. bykBanbHO OH 0603Ha4vaeT
LUMPOKUIA KPYT cnaboBblpa>keHHbIX N CTePTbIX (DOPM HEPBHO-MCUXNYECKNX
PacCTPOICTB, HaXOOSALMXCS Ha FPaHNLLE MeXay NCUXUYECKMM 300POBLEM
1 Bblpa>keHHon natonormnen. Knioyesas ero yepta — HectabunbHOCTb. BmecTe ¢ Tem
DednHNLNS «MorpaHNYHOCTU» B COBPEMEHHOM HAYYHOM OUCKYPCE MMEET MHOXECTBO
WHTepNpeTaunin B 3aBUCUMOCTN OT 06/1aCTn, B KOTOPOW OHa MPUMEHSIETCS.

B nckyccTBO3HaHMM MOHATUE «NOMPaHNYHOCTL» MHOMOrPaHHO 1 NpeanonaraeT Kak
pas3nnyHoe cofepyKaHne, Tak 1 pasdHoobpasHble NOAXOAbl K er0 OCMbICTIEHUNO. ITOT
TEPMUH OOVNHAKOBO YCMELIHO MCMNOJIb3YEeTCs B PasHbiX pakypcax U3y4yeHus —

B BOMpocax BUOOBOW / CTUNEBON / XXaHPOBOW Knaccudunkaumm, CEMNOTUKMN,
nkoHorpadgum. Ho coBeplueHHO 0coboe 3HayYeHe OH Npuobpen s OCMbICIEHNS
MecTa MeTah3N4eCKOro 1 TPaHCLEHAEHTANIbHOIO B NCKYCCTBE.

CTpemneHne paclumpuTb rpaHnLbl peanbHoOro mupa u, 6onee Toro,
3arnsiHyTb 3a ero Npepesnbl, oWy TUTb MeTan3NYECKYO MaATEPUO NOTYCTOPOHHENO
Ob1N10 XapakTepHO A1 YenoBeKa eLle ¢ AaBHNX BpemeH. Ho Ham cnegyeT obpatuTbes
KO BPEMEHMU, KOrga BCe rpaHunLbl B UCKYCCTBE (M He TONbKO) NpeTeprnesanu
pagvikanbHble U3MEHEHNS], BEAb MMEHHO TOrAa norpaHnyHoe COCTosHE Npuobpeno
COBEpPLUEHHO HOBOE 3HAYeHMe A5 XyJOXKECTBEHHbIX NPakTUK. XX BeK Obin
ypesBblyariHO 6orat Ha NepeMeHbl U MOTPSICEHNS 1 B MOSIMTUYECKOM, 1 B COLMAbHOM,
N B KY/IbTYPHOM MnaHe. BaxkHbiM hakToM SiBNsieTcs NoTepst EGUHOMO «CTUNSA 3MOXKW»,
pa3gpobuBLLIErOCs HA MHOXECTBO TEYEHUI C COBCTBEHHBIMM ry6OKMMUK, nog4vac
CKaHOanbHbIMW KOHLENUUAMMW, KYbTYPHO-NOAUTUHYECKNMU NOESAMU N HOBbIMA
cpencTeamm BolpaxkeHust. MNpepcTaBuTeni MHOMMX Hanpae/ieHUI B UICKYCCTBe
CTann UCNob30BaTb NOrPaHNYHblE COCTOSIHUS Kak TBOPYECKNIA METOA, NCTOUYHNK
oboralleHnst Xyao>XXeCTBEeHHbIX 06pasoB 1 cnocob paclumpeHns cosHaHus. ['paHniua
MeXAY MUPOM peasibHbIM U UppeasibHbIM MUPOM XYA0XXECTBEHHOW (haHTa3nm
CTaHoBUTCS BCce Boree NnpuapayvyHom 1 yCnosHon. CUbHENLUMM KaTanm3aTopoMm
ctana lNepBasa Mnposas BoHa, CNPOBOLMPOBaBLLAsA KPU3NC B CO3HAHWM NIOAeN
1 obHaXMBLLAsA BCE HECOBEPLLEHCTBO, XXECTOKOCTb 1 6eCnoLafHoCTb M1pa.
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HeobxogmmocTb cbexarb OT y>kaca, NorfioTMBLIEro peanbHbiil MUP, MOATONKHYNA
XYOO>XXHNKOB K MOWCKY anbTepHATMBHOW peanbHOCTU. [10 cnoBam gpaHLy3CcKoro
Kputnka n napatens Mopuca Hapo, «cutyaums B EBpone tex net 6bina
VCKHoUUTENbHON. .. BpeToH, dntoap, AparoH, lNMepe, Cyno He Xenann MMeTb HUYero
obLero ¢ uMBunn3aumnen, Kotopas noTepsa CMbIC/1 CBOEro CyLLIEeCTBOBaHNS».

KynbMyHaumen peakuum xygoXXeCTBEHHON MHTENUIEHLMN CTasno
nosienenHvne gaga. Kak nucan XaHc Apn, «noTpsiceHHble 6orHen MnpoBoi BOWHbI
1914 roga, mbl B Litoprxe noceaTunm cebst uckyccTay. B To Bpems kak B oTganeHum
rpoxoTanu NyLKn, Mbl N30 BCEX CUI Nenv, Ncanu, KNenm KOAnaxmn n COYUHSANN
Noambl. Mbl CTPEMUANCE K MCKYCCTBY, B OCHOBE KOTOPOro 6bina 66l CNOCO6HOCTL
NcLennTb BEK OT 6e3yM1s 1 HaMTK TOT HOBBLIN NOPSOOK BELLEN, KOTOPbIN Obl
BOCCTaHOBWN paBHOBeCKe Mexay Hebom 1 agom». [lanansm HU B coLmanbHOM, HA
B Xy[OO>XXECTBEHHOM CMbIC/IE HE MPEeACTaBisa CoOb60oM CKOMbKO-HNBYAb NPOrPaMMHOro,
a Tem 6onee LeNoCTHOro TeYeHUs. 3TO CKopee MMPOBOCTNPUSATUE, NPOHMKaIOLLEe
N B UCKYCCTBO, 1 B MeTahn3nKy, 1 B MOBCEAHEBHOCTb, YCTPAHSIOLLLEE FPaHMLbl MEXOY
BCEM 3TUM M Urpoil. HoBoe OTHOLLEHME K MCKYCCTBY M XYA0XKECTBEHHbIM NMpakTukam,
npeanaraeMoe Aafa, okasasno 3Ha4YUTENbHOE BAUSHUE Ha (OPMUPOBAHNE OPYTrnx
TeyeHWU aBaHrapga.

MapannensHo ¢ gana B 1915 rogy B Vitanuun ¢ TBopyecTsom [HKopoKo e
Kunpuko 3apoxxgaeTca metaduanyeckas WKona, OTINYUTeNbHLIMU YepTamMn KOTOpoi
CTanu yoaneHHoCTb OT YC/TIOBHOCTEN peanbHOro Mvpa v norpy>eHue B haHTasunio
XygoxxHuka. B cesomx kaptuHax e Kupurko nsobpaxkaeT Mup nppeasnbHbii, MUp
CHOBUOEHMWI, B KOTOPOM OAMHOKME UrYypPbl-MaHeKeHbl 1 6€3MONBHbIE CTaTyn
3acCTblN B HEABVXXMMOM MEPTBOM BO3AYyXe, OKPY>XXEHHbIE 3aBeCOor MONYaHns
N TOCKMW. 3pUTENb YETKO OLLYLLIAET, YTO STOT MOTYCTOPOHHUIN MUP XXNBET CBOMMU
3aKoHaMu, He NOAAALLIMMUNCS YENTOBEYECKON NIOrnKe, 1 Ntobble NOMbITKM NMOHATH
nx obpeyeHsbl Ha Heygavy. [e Knpuko Tak rosopwn o cBomx paboTax: «To, 4YTo A
ClbIlLY — HUYEro He 3HAYUT; CYLLECTBYET TOMBLKO TO, YTO S BUXKY CBOMMU rfasamu, —
n gaxke 60see TOro, YTO S BUXY C 3aKpbITbIMU rasamu».

Bonbluoe 3HaveHne gns hopMUPOBaHKS HOBbIX TEHYEHUI B NCKYCCTBE
aBaHrapga nmenu pabotsl 3urmyHga ®penga. Ero ncmxonorms otkpeisana
HOBbIV B3rnsg Ha 4YenoBeka, Aoka3sblBasl, YTo 6ecco3HaTeslbHas X13Hb nogen
onpegenseT Nx NnoBedeHne, naev n TBopYeckKne BO3MOXHOCTU. o MHeHuo
®penga, «6eccosHaTeNbHOe — €CTb UCTUHHO peanbHOE NCUXMYECKOE, CTOSb XKe
Hen3BeCTHOE HaM B CBOEIN BHYTPEHHEN CYLLHOCTU, KaK peanbHOCTb BHELHero Mmpa,
N pacKpbiBaEMOE OaHHbIMY CHOBUOEHWS B CTOMb XK€ HE3HAYUTESNbHON CTEMNEHN, Kak
N BHELUHWI MUP MOKa3aHUSMW HaLlX OpraHoB YyBCTB». PEBONIOLMOHHBIE BO33PEHMS
®penga no3BoNWAN NOCTaBUTb NOA COMHEHMWE YTBEPXKOEHUSA O TOM, YTO UCKYCCTBO
N MbICJIb JOJIKHbBI OCHOBbLIBATBCS HA BbICOKUX MPUHLMNAxX pasyma 1 Mopasu.
VippaunoHansHOCTb — BOT abCOMIOTHBIN NCTOYHUK TBOPYECTBA.

OpuH 13 cambix BAUSTENbHBIX OeATENEN eBPpONencKkoro aBaHrapaa XX Beka
NoaT 1 MbicnuTenb oM AnonnnHep B CBOMX paboTax NogyepKmnsan Heocnopumoe
NPEeBOCXOACTBO BOOOPaKEHNSI HaA BCEM Npo4uM. VIMEHHO OHO, Kak OBuxyLLas cuna
TBOPYECKOro npouecca, nprobpeno B TpaHCIMPYEMON UM 3CTETUKE NepBOCTENEHHOE
3HayeHune. «Mol ngean B UICKYCCTBE: MOU YyBCTBa U MOE BOOOPa>KeHNe, HET
ngeana, Ho 6eckoHe4yHo HoBas Npasda. [Npasaa: NoAIMHHbIE HeNpasabl, OLLYTUMbIE
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¢haHTOoMbI. HeT npeana: ctopnpus, n3obpeTeHne, TO eCTb 30pasblil CMbICH,
ABNSAOLLMICS CIOPNPU3OM, KOTOPbLIN HE NOOPa3yMeBaeTCs, TO eCTb KOTOPbLIN N €CTb
npasga». B npegncnoBun k cBoen nbece «Cocubl Tepecns» NO3T paccyxxnan o
3agadve N306peTeHnst «<HOBbIX MUPOB», CMIOCOBHbLIX PaCcLUMPUTL FOPU30HTbI AS
3puTenel, «<HeyCTaHHO OBUrasicb K camblM yaOMBUTENbHBIM OTKPbITUSIM». B cBOMX
paboTax ANOMNHEP HE TONBKO TOHKO OTPa3us akTyasibHble O/151 XYA0>XKECTBEHHOIO
MUpa TEHAEHUMUN, HO 1 BO MHOIMOM MPEeABOCXUTU BEKTOPbI AaNbHENLIEro

pas3BUTUS NCKYCCTBA.

Bce 0603HaueHHbIe Bbille Naeun Hawam oTpaxeHne B TBOPYECTBE
cloppeanucToB, o6beanHuBLMxcs B 1919 rogy 1 o6baBMBLUNX OCHOBHbIE NOCTYNaThI
cBoero TeveHns B 1924 rogy B lNepsom MaHudecTe cioppeanuama. MNoxanyn,
VUMEHHO CloppeanncTnyeckas rpynna nprvBHecna camblil 60MbLION BKaa B OCBOEHUE
nppeanbHOro Mpa, 0bHapy>XeHHOro 1 BU3yanmsnpoBaHHOIO XyA0XKHUKaMn
3a npegenamMmu co3HaHus. B nx paboTax rpaHuLa Mexxay MMpPOM BHELLHUM
N BHYTPEHHMM OKOHYaTesbHO yTpaTuia BUAMMOCTb, C1aBsis BCE B €OUHbIE HOBbIE
¢opmbl. OTBOAS rpese rNaBeHCTBYIOLLIEE 3HAYEHE B TBOPHECKOM MpoLecce,

OHU YTBEPXOANM CYLLIECTBOBaHNE MUPA BHE pauMOHasIbHbIX KaTEropuii N NTOTUKN.
CroppeanncTbl CyLLLECTBEHHO 060raTUIN XyOoXKECTBEHHbIE METOAbI 32 CUET BBEAEHUS
Taknx TBOPUYECKUX NPAKTUK, KaK aBTOMaTU4eCKoe NMCbMO (aBTOMaTnyeckoe
MCMNonb30BaHne KUCTU WK KapaHpawa 6e3 paunoHanbHOro KOHTPOrs 1, Takum
obpasomM, noby>xxaaemMoe Noaco3HaTeNbHbIMU NMMYbCaMU), 3anNncb CHOBUAEHNI

(kak MO>XKHO Bonee BbICTPas 3anMCh NN 3apUCOBKA YBUAEHHbBIX BO CHe 06pa3os,
rannioLMHaLmin u CHOBUAEHWUIA, cpady nocsie NPoby>XXAeHNs, NoKa UX He 3aTPOHYJI0
OCMBbIC/IEHME U peasibHOE CO3HaHWE) N MTMNHOTUYECKNX CeaHCOB (Npr3BaHbl Obin
[aBaTb BO3MOXHOCTb MPe3UTb HasiBy, TEM CaMbIM COEAVHSIS MUP PeanbHbIi 1 MUP
«4yeCHOro», BbiNMycKaTb Ha BOJIKO NOACO3HATENbHbIE UMMYJBChI).

CnycTsa noytn ctonetne, naHoemmst COVID-19 ctana KpynHenwmm
MUPOBbIM MNOTPSICEHNEM, NPNOBPETWNM FNobanbHbI MacwTab. Bece cobbitus,
CBSI3aHHbIE C 3TWUM, 3aCTaBUM NOAEN B COBEPLUEHHO pa3HbIX CTPaHaX YCOMHUTLCS
B COOCTBEHHOW 6€30NacHOCTU N KapAvHasIbHO N3MEHUTb NPUBbIYHBIN yKag XXN3HN.
Oka3zaBLMCh B HEMPVBbLIYHbIX YCNOBUSIX N30MSILUN, XYAOXHNKA BHOBb ULLYT BbIXOA,
TBOPYECKOMY UMMNYNbCY, BCE rNyb>Ke norpyxasacb B Mup aHTa3mMoB, NEPEXOAHbIX
COCTOSIHWI 1 BUOEHUI Ha rpaHu ncuxosa. Pasgen «lorpaHnyHbli CUHOPOM»

B pamKax BbICTaBKU «4pe3BblyanHOe NooXKeHne» 06beanHWUN NPOn3BeaeHUs,
CBS3aHHble C PEHOMEHOM «MOrPaAHNYHOIO COCTOSIHNSA». 30eChb NpeacTaBeHbI
paboThl, CyLLECTBYIOLME HA FPaHNLLE Pa3INYHbIX COCTOSIHUIA, MUPOB — BUPTYaslbHOro
N MaTepuanbHoro, haHTasnm 1 rafloLuvHaLnmn, CHa U peanbHOCTU, LYXOBHOIO

1 cnsmyeckoro. Haxoascke Ha CTbike, OHU OOHOBPEMEHHO MpUHAANexar cpasy
HECKOJBbKUM CIOsIM.

MHorpa Mbl cnoco6HbI UCMbITbIBATL YYBCTBO, YTO XOPOLLO 3HAKOMOEe
HaMm oKpy>karoLLee NpPOCTPaHCTBO BOPYr CTaHOBUTCS Yy>XUM. Tak, BO3BpaLlasicb
13 ANUTENBHOrO OTMYCKa, YENOBEK NCMbITLIBAET CMYTHYIO TPEBOIY B COOCTBEHHOM
OOMe B NepBbleé MUHYTbI, KOra OH KaXXeTCs COBEPLUEHHO HE3HAKOMBIM.

OTOT MOMEHT peafjanTaummn 3acTaBnsieT UHa4Ye CMOTPETb Ha MPUBbIYHbIE BELLN.
MpyHyanTenbHas N3019UMs, BbI3BaHHAsS akTMBHbIM PacnpoCTPaHeHNeM HOBOIro
BMpYyCa, 3acTaBuna 60MbLWMHCTBO NIOAEN, 3anepTbiX B YETbIPEX CTEHAX CBOEro
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[oma, 3aHOBO NepPeoLEeHNTb NPUBBLIMHOE OKpPYXKatoLlee NpoCTPaHCTBO, Haxoas
B HEM TO BECKOHEYHO PaCLUMPSIOLLMINCS NOTEHUMaN, TO CAABMBAIOLLYIO TECHOTY
3aKpbITon Kopobku. B ceBomx pabotax EBreHns BopoHoBa gaBHO nccnenyet
rpaHuLbl BOCMPUATUS U MPOCTPAHCTBEHHbIE NCKaXEHNS. ['paHnLa Mexxay BHELUHUM
N BHYTPEHHM CTaHOBUTCS MOMYNpo3payHOn, a caMu 3TW NONSPHbIE MOHATUS —
B3aMMOnpoHuKaroLwmmun. [etanu npegMeToB N3 peasibHOro M1pa, OKasblBasiCb BHYTpY
ee paboT, TepSIOT CBOE NPUBbLIYHOE Ha3HAYeHNe 1 CTAHOBSATCH YacTbio aMOPMHbIX
BUAEHWIA, CIIOBHO BO CHE TpaHCHOpMUPYSICb B HEYTO MHoe. OKasaBLMCh B 130194
HaeguHe ¢ coboi, Byayumn [oroe BpeMsi OKPY>XEHHON NPUBbLIYHLIMI NpegMeTamu
1 06CTaHOBKON, Xy4OXHULA NEPEOCMbIC/IMBAET OKPYXKatoLLiee ee NPOCTPaHCTBO
[oma, CIOBHO BbIBOpayMBas KOMHaTbl Han3HaHKy. B ueHTpe ksagpuntuxa Wrong
Side okasbiBaeTca cama EBreHus — nonynpospayHble urypbl He 4TO MHOE, Kak
aBTOMOPTPET XyAO>KHWLbI, KOTOPasi, CIOBHO genius loci, CTAaHOBUTCS HEOTbEMJIEMON
4YacTbio MyTUPYIOLLLEro NPeaMETHOrO MUpa.
Bonpocbkl BoCnpusiTvsa 1 NepPeoCMbICNIEHNS MHTEPECYIOT U Makcrma
KcyTty. B ocHoBy ero pa6ot 2013-2014 roga n3 npoekta TOPSY-TURVY ner
doTorpadmyeckmn NpyHUUN HeraTue-no3nTe. OH NO3BONUA XYLOXHUKY
nocTaBUTb BOMPOC 06 06BLEKTMBHOCTY hoTorpacmyeckoro CHUMKa 1 nccnegosatb
norpaHnyHyto obnacTb, B KOTOPOW 0fHa peasibHOCTb MOMEHTANIbHO MOOMEHSIETCSH
OpYyrou, OTKpbIBas BO3MOXHOCTb Ans haHTasum 1 NyTelecTBnUs Mexay Mnpamu.
LleKOHCTPpYyMpys BUANMYIO LENCTBUTENBHOCTb PeanncTnYHOCT oTorpadnyeckoro
CHVMKaA, XyO0>XXHVK NO3BONSAET 3pUTENIO BOCTIPUHMMATD €ro NCKIYUTENBHO
C NO3MLUMKN YyBCTBa, BOOOPaXKeHWs, MPUNUCBLIBaTb HOBOE cofep>KaHue. XyOQoXKHNK
6yKBanbHO MOOMEHSIET OQHY PeanbHOCTL APYror, co3fasas nyTaHuly, B KOTOPOW
po>xpatoTcs HOBble cMbIchbl. 1o ero cnosam, «cepust paboT cnegyeT NPUHLUMY: OnbIT
COBPEMEHHOIO MCKYCCTBa OCHOBbBIBAETCS Ha NPOTMBOPEYNN, HA HOH-KOH(OPMI3ME
N ONMPaeTCs Ha Te3M1C O TOM, YTO Ka>Kablil MOCNeayoLWniA Wwar oTpulaet
npeabioywmin. Bcnegcteue aToro s Npogosikaro CBOW SKCMEPUMEHT MO U3MEHEHUIO
»COCTOSIHVS paBHoBecus hoTorpacun®, BIBOASA €e U3 0651acTu OKYMEHTaNbHOro
OTpaXKeHUs CobbITU B MPOCTPAHCTBO aTMOCMEPHOCTU 1 YACTOrO YyBCTBa».
AHatonun Akye npegnaraet BOCMPUHUMATb CUTYaLNIO NEPEXUTOro
KapaHTMHa Kak CBOEro poAa BbIHY>XAEHHbIN PETPUT, B paMKax KOTOPOro npuBbIYHbIE
naTTepHbl AeNCTBUIA ocnabesatoT, 4aBas BO3MOXHOCTb CMECTUTL (POKYC 3peHns
C BHELLUHEro Ha BHYTPEHHee 1 0BHApPY>XXnTb camoro cebs. 10 MHEHNIO XyOoXKHMKA, HaMm
CHOBAa 1 CHOBa AaeTCs BO3MOXHOCTb 3aMETUTb, YTO BCE ABMEHWS, Mpomcxogsilme
B OKpY>KatoLLeM MUPE N KOHKPETHO B XXU3HU KaXXO0ro 4YenoBeka, MOCTOSAHHO
Haxo4sTCsl B COCTOSIHMM TpaHcopMauui 1, Takum o6pas3om, easa i MoryT
ABUTbCSA HafeXXHoW onopoi. B cnoxmsLuencsa cutyauum Ham BHOBb NPUXoOUTCS
Haxo4uTb HOBbIE OPUEHTNPbI, HOBbIV CMbICS N UHTEPEC K XXMU3HW. NS NpakTUKYOLLMX
MeauTaumio N HaxoasLWMXCca B NOCTOSAHHOM NOWNCKE UCTUHBI BCE SipYe NPosiBSETCH
HanoOMWHaHNe O HEMOCTOSIHCTBE, N TEM CUJIbHEE PAa3ropaeTcs MHTEPEC K OBVKEHNIO
no ayxoBHOMY nyTu. B ocHOBY npefcTaBneHHON B paMKkax BbICTaBKW HOBOW cepum
rpacdukn Akye «Putyan» nernn ngeu, cBsi3aHHble C LUIAMaHCKMIW KYJIbTOBbIMMA
npakTukamu. B pasHbix KynbTypax MHOMMe CTONETUS CyLLeCTBOBaIN 3HaHUS
0 NpuUpoAe peanbHOCTU, KOTOPble NepefaBanCb OT NOKONEHMWS K NMOKOSIEHUIO.
O6palLasch K BHELWHeMY acnekTy LaMaHCKMX NPaKTUK, KOTOPbIe akTVBU3UPYHOTCS
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NoCpenCcTBOM CYMBOJIOB, XYOXHIK CIOl 3a CII0EM BU3Yann3npyeT Marn4eckuin
putyan. lMoMMMOo N306paxkeHns1 pUTyanbHbIX MPEegMETOB, NCMNOJIb3Ys KOTOPbIE
NpPaKkTUK NPU3bIBAET ONpPefeneHHyo aHepruto ans 6anaHca, akTmeaLm CBOEro
BHYTPEHHErO COCTOSHUS UIN PELLEHNST KaKOW-TO XXU3HEHHOW cuTyauumn, Akye gaet
chopMy He BUOUMBIM OBbIYHBIM B3M1SIAOM 3HEPIUSIM U CYLLECTBaM, 3amnosHAOLWLNM
NPOCTPAaHCTBO, TaknMm 06pa3oM cMmeLmBas GU3NYECKYo 1 AyXOBHYO MaTepun.

C noxoxxen Temoin paboTaeT 1 anoHckas xygoxxHuua Kento Amarytn,
npoxusatowas B CaHkT-MNeTepbypre. Ee cepua neuaTtHomn rpacdukmn «Epncnpo»
(06BbEKT, KOTOPbIN COrnacHO BEPOBaHUSM CUHTO CrocobeH NpuTarmeaTth K cebe KamHm
1 Aaeatb M (U3NYECKOE MECTO, KOTOPOE OHM MOTYT 3aHATb BO BPEMSI PENINTMO3HOM
LlepPEMOHNI) B KAKOM-TO CMbIC/IE MPEeOBOCXNTUIIA BO3HNKHOBEHNE obpasa nycToro
ropofa, CnpoBOLIPOBaHHOIrO NPUHYAUTENbHON camounsonsumein. Msobpaxas Te
NN NHble FOPOoACKMe NpeaMeThl, 06beKThl 1 6bITOBblE 06pasbl, Kelito coBepliaeT
nonbITKy nx ogywesneHns. OHa o6Hapy>X1BaeT AyXOBHOE cogep>KaHue Tam, rae
Opyrvue BUAAT NNLWb MYCTOTY.

C opyrrMm acnekTamu norpy>XeHusi BHyTpb cebs1 BO BpeMsi KapaHTuHa
ctonkHyncs Knpunn Bacanaes. o cnoBam xygo>XHuKa, 3a 3TO BPEMS OH
ycnen ucneitatb Ha cebe Bce ctagnn Kiobnep-Pocc (oTpuuaHne v nsonauus,
rHeB, TOPr, OENPECcCUsi, CMMpEHNE 1 NPUHATKE). B TeueHrne HeCKoNbKnx neT
Kupnnn bacanaes paboTan ¢ KoHUenumen ropoackom cpenbl Kak NoCTOSAHHO
paspyLuaroLLencs CTPYKTYPbl, NEPEHOCH 3aneyaTiieHHbIe UM AeTanun
paspyLaloLwmMXcs UM HEAOCTPOEHHbIX 34aHUIA Y TPOHYTbIX BPEMEHEM CTEH
Ha xoncTbl. icnonb3yemble aBTOPOM MaTepumasbl — LEMEHT, lwnakneska, MNd
aManu, HATPoO3aManM — MO3BONISOT eMY AOCTUYb HE TONTbKO BU3YasibHOM, HO 1
TaKTUNbHON Bepudurkaumun. B nocnegHee BpeMs Xy40>XKHUK CKOHLEHTPUPOBascsl Ha
nepegaye camoro npolecca co3ugaHus U paspyLueHus. «Cama no cebe cmepTb
MHe HeuHTepecHa, He 6onee NHTepecHa, YeM Xu3Hb. ECTecTBEHHO, B pamkax
NCKYCCTBa 3TN C/I0Ba Mbl MOMELLAEM B KaBbI4K/, U CMEPTb CTAHOBUTCSI BCErO
JLWb XYA0XXECTBEHHbIM MeTOAOM. MeHsi NnprBnexkaeT 6onblue NPOLIECC YMUpaHUs,
TO, Kak OOBEKT yTpaymBaeT CBou KadecTBa». B ceete atux ngen Kupunna, ero
npenapupoBaHne paboTbl CO 3a ClI0eM NPUoBbpeTaeT COBEPLLEHHO NHOE 3HAYEHME.
Ecnn paHee aTa TexHuka npussaHa 6blna NOBTOPUTL SlaHAaWwadThl FOPOACKNX CTEH,
TO Tenepb 3TO CKOpee HabnoaeHre N BOCCO3AaHe eCTECTBEHHOIO npoLecca
yBsiiaHusl, oTMupaHus. HassaHne HoBon cepun paboT Insidelence o6beanHuno asa
cocTaBnsitowmx — inside n silence. B HUX Xygo>KHUK obpallaeTcs BHyTpb cebsi, K
CBOUM rny6oK/M nepexxmBaHnsiM 6ecyyBCTBEHHON HOCTaNbMK Kak KoHcTaTauum
yTpaTbl YErO-TO HEMOKONEBMO BaXKHOIO, YTO OCTaBWJ/IO NNLWb NamMsaTb O cebe.

CioppeanncTtunyHble Mm1pbl, n3obpa>kaemble B paboTtax apT-gyaTa
crocodilePOWER, BbixoaaT Aaneko 3a npegenbl NPrBbIYHOrO BOCMPUATKS.
"annoumHaTopHOE NPOCTPaHCTBO abCTPAKTHOW JIECHON MECTHOCTU, HE NMEIOLLIEN
YeTKOW reorpaduyeckorn NpMBA3KN, CIOBHO NPOHN3aHOo AypMaHoM. HacensioLwwme ero
cyllecTBa Kak 6yATO MyTUPOBaN B HEYTO MHOE, YEM ObINK paHbLue, 1 C TPYLOM
nogaaroTcst YeTKOM Knaccnpukaumm. ST MUPbl 3a4acTyHO CYLLECTBYHOT He
TONBbKO Ha rpaHnue peanbHOro 1 BbIMbILLIEHHOMO, HO 1 Ha CTbIKE MPOLLIOro
n 6ynyuiero, rae-To Mexxay BUOSHUSMIU 1 BOCMOMUHaHUAMI. [pegcTtaBneHHas Ha
BbiCTaBke paboTa npuHagnexuT cepun #makeeverythingfuckinggoodagain
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(chenanBcékakbbino), B KOTOPOW XYAOXKHNKIM UCMOJb3YIOT 06pas 3abbIThiX BELLEN

Ha Yeppake 3abpoLleHHOro goma kak Metadopy TensbiX BOCMOMUHAHNIA O NMPOLLIOM:
«Cnyunncs noxap, HoO HUKTO He CrewmnT cnacaTb BOCMOMUHAHUS, AN HUX Y>Ke eCTb
3amMeHa, Bo3HuKawLwas 6ykBasibHO U3 HUOTKYAA M MOMEHTANIbHO BCTPanBatoLLascs

B peasibHOCTb, NOO6HO (henK-HbIOC MEHSIIOLLAA KOHTEKCT, He N3MeHsAs (haKToB.
pPyCTUTb HEKOrAA 1 Y>KE HE O YEM, CTPEMUTENBHLIM BOOOBOPOT BECENbs NpeBpaLLaeT
BCe BOKpPYr B 6€3yMHYI0 BEYEpPUHKY, a NCKPbI NoXkapa B BeCesible CMansbl.

OcTaloTcs TONbKO PacTBOPSIIOLLUNECS B TYMaHe NpuU3paku, XpaHsiLume 4acTuuky
namsaTn, HO yTpaTuBLUME y3HaBaeMble YepTbl, UHOrgA OHU CTaHOBATCH XOPOLIMMU
OPY3bsAMU».

YX0p, B NPOLLMIOE 3a4acTyo KaXKeTCs SIOrMYHbIM BbIXOAOM U3 HACTOSLLErO,
NoTepsIBLLErO CBOW NPUBbLIYHBLIA 06NUK 1 30paBbi cMbic. Kak 1 crocodilePOWER,

K BocnoMuHaHusm obpatunack KpuctuHa AkceHToBa. Byayym BbIHY>XOEHHON
BepHyTbCst B MockBy 13 Hblo-/lopkckoii akamemum NeKyceTs, XyAoKHULA Hauana
cepuito rpadmkin, B KOTOPOWA, CITIOBHO COObITMS BO CHE, NepEMELLAICb BOCMOMUHAHNS
N3 pa3HbIX BPEMEHHbIX MPOMEXYTKOB — Men3aXkm U3 OeTcTBa, KapTuHa, KOTOpYyto
KpuctuHa Habnogana Kaxabii AeHb U3 okHa B [I>xepcu, HeygayHble NOLPOCTKOBbIE
doTorpadum n 3anoMHUBLLASACH el KoMmnaHus B Mackax 3M, pacnonoxxumsLuascs

Ha BECEHHEM COJIHLIe COBCEM HefaBHO. MeTopf, C KOTOpbIM paboTaeT Xy4oXHuua,
cosfasas NpuYyanvBbIn HappaTye B CBOMX paboTax, HanoMUHaeT aBToMaTn4eckoe
NMCbLMO, KOrfa B rosioBe HET NPeABapPUTENBHOMO 3CKM3a U 06pasbl Camy BOSHUKAOT
13 rnybuH co3HaHns, CNOBHO 3axBaTbiBasi cCO60M AeBCTBEHHO 6enoe NpoCTPaHCTBO
Bymaru unm xoncra.

FO>xxHOKOpelickas xygoxxHuua OyxaH EH MyH B egUHO NPOCTPaHCTBEHHOM
30He CBOVX paboT CMeLInBaeT nog4yac nossipHbIe UM HecoeanHUMbIE Hayana,
cnnaenss YeTkune, cnoBHo doTorpadun, obpasbl N3 coO6CTBEHHbLIX BOCMIOMNHAHWIA
C aMopdHbIMN 06BEMHBIMU BUGEHNSIMW HA rpaHun rannoumHaumin. B ee paboTax
BOCMOMWHAHNSI CTAHOBSATCS MOrpaHnYHoOM 06n1acTblo, rae peasbHOCTb CMELUVBaETCs
C BbIMbIC/IOM, POXAas HOBble MEXMNPOCTPaHCTBEHHbIE Cion. B Xyao>xxecTBeHHOM
nnaHe MuH gocTturaet nogobHoro acddekTa, CoeanHsst YETKYIO, AETANN3NPOBaHHYHO
>XKMBOMWCb C abCTPaKTHbLIMU, TEKYUYMU (hOPMaMm, KOTOPbIE BTOPraroTcs
B MPOCTPAHCTBO ee KapTuH. [pu aToM haHTacTnyeckme BuaeHus B ee paboTtax valle
BCEro MMeLOT nofd coboi BNosiHe peanncTUYHyO0 OCHOBY U ABASIOT COB0 BbipaXKeHne
BHYTPEHHEro Mmpa Xygo>XXHUUbI.

ELe opHa to)KHOKoperckast XygoxkHuua YmHuxy Jln paboTaeT B xxaHpe
CyObEeKTUBHOroO peanvama, unm ncuxonaHgwadra. B kakom-To cMbicne ee paboThbl
SABNAIOT COBOIN MOPTPET NCUXOIOMMYECKOW PEANTbHOCTI XYLOXHULLbI, KOTOPYHO
OHa HanosHAET MHOXXECTBOM MeTaop U CMMBOJINYHBIX OOGBEKTOB, CO3AAtOLLIMX
3anyTaHHOe BU3yasibHOe NoBeCTBOBaHME. [1pOCTpaHCTBO ee paboT nHorga umMeeT
KOHCTPYKLMIO, MHOTrAa MHOIOCSIOMHOE, a BPeMSl JIMLLEHO NPUBLIYHLIX KaTeropuil
npoLwioro, HacTosiLero n yayuiero. XuTpocnneTeHns accoumaunii, aHTasmn,
o6pa3os déja vu, BOCNOMUHaHWIA POXKAAIOT CIOXHbIE AN TONKOBAHUS CHOXKETb,
npuHagnexxawime BHyTpeHHeMy Mupy asTopa. [1pu aToM XyAo>KHMLA OTMEYaEeT, YTo
OHW «MO3BONSIOT 3PUTENAM HaXOAMTb COBCTBEHHbIE MHTEpPnpeTauun 1 co3gasartb
NCTOPUUN B OTHOLLEHUN NPeACcTaBeHHbIX OO bEKTOB».
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BocnpusitTne niobbix NPoMcXoasLimx B 00LWeCTBe N MUPE N3MEHEHWI
N Ype3BblYaHbIX CUTYaLWIA, faXe HOCALNX FNobanbHbIA XapakTep, MPOXoanT Yyepes
nNpu3My CyObeKTMBHOIO B3rnsga Kaxxnoro otaenbHO B3ATOro Yenoseka. ViIMeHHO aToT
BEKTOP 3peHNS 4aeT BO3MOXHOCTb HAXOAUTb MECTO HaOEeXAEe N CBETY B CaMble
TSOKenble, NOMHbIE Nevanen n TpygHocTen gHn. AHTOH Ky3HeuoB, aHanmsnpys
CcobbITNSI NOCNeAHNX MecsaueB, BCcnoMnHaeT untaTty Anekcangpa benna: «Korga
ofHa ABepb 3aKpblBaeTCs, OTKpbIBAeTCH Apyras. A Mbl YacTO C TaknM >XXagHbIM
BHUMaHMEM CMOTPMM Ha 3aKpbIBLUYIOCS ABEPb, YUTO COBCEM HE 3aMeyaem
OTKpbIBLWYtOCS». B cBoel paboTe «[lepBbii AeHb» XYAOXKHNK obpalyaeTcs K
LWMPOKO pacnpoCTpaHEHHOMY BO MHOMMX KynbTypax CloxeTy BcemmnpHoro notona.
Ha doHe nannnmyeckoro nensaxa He TO B BO34yXxe, He TO B Boge NapsT urypbl
3K30TUYECKMX XXUBOTHbIX, 62604k, aBTomobunu. Hag Bcem sTum nppeanbHbiM
BUAEHNEM OOBMIEET OPIOXO NOAKM, a8 CKBO3b TOJILLY BOAbI NpobMBatoTCs nyyn
4YNCTOro NOTYCTOPOHHEro ceeTa. 1o cnoBam Xygo>kKHMKa, «NoTomM, CMETatoLWNIA BCe
cyllecTByloLLee, AaeT Havano HOBOM XXN3HWN. XKMBOTHbIE HE TOHYT, a CyCcKalTCs Ha
HOBblE, MPUrOTOBMIEHHbIE AN HUX NAacTOMLLa, Haf KOTOPbIMU Y)XKe fieTatoT 6abouku.
Kpyr 3amblkaeTcsi — nocfieaHuin AeHb NPEXXHEro Mmpa CTaHOBUTCS NEPBbIM OHEM
cosfgaHus». Ham yaanocb nepexxnTb TSHXKENyo cuTyauunio rnobanbHOm yrpo3bl XXN3HN.
MbI TONBbKO NULWB NPOJOMKAEM OCO3HaBaTb NOCNEACTBNA NPON30LLELLIErO, MHOMOe
elle octaeTcs Bnepegun. Ho rnaesHoe, Hage>Xxaa Ha Ny4dwnin AeHb BCE eLLe XXMBa.

MonuHa MorunnunHa
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BORDERLINE SYNDROME

crocodilePOWER, Kristina Aksentova, Anatoly Akue, Kirill Basalaev, Evgenia Voronova, Maxim
Ksuta, Anton Kuznetsov, Jung Yeon Min, Jinju Lee, Keito Yamaguchi

Louis Aragon. A Wave of Dreams

The term “borderline state” is definitely most common in psychology. It was
first introduced in 1938 by psychoanalyst Adolf Stern to describe cases that obviously
could not be ascribed to the standard psychiatric categories of neurotic or psychotic.
Specifically, it covers a wide range of mild or disappeared forms of neuropsychiatric
disorders that exist between mental health and manifest pathology. Its key attribute
is instability. Modern scientific discourse presents numerous interpretations of
“borderline,” depending on the domain where the term is used. In art history,
the notion of “borderline” has many dimensions and can refer to both content and
different approaches to its conceptualization. The term is equally operable in different
perspectives of study: art form / style / medium classification, semiotics, iconography.
However, it has acquired particular import in understanding the role of metaphysical
and transcendental in art.

The desire to expand the boundaries of reality and, beyond that, to see
outside these boundaries, experience the metaphysical matter of the otherworldly
has accompanied mankind since most long ago. But there was a particular time when
all boundaries in art (and other aspects of life) were undergoing radical change, and
this was when borderline states came to mean something completely new in artistic
practices. The 20th century was full of change and disruption, politically and socially
and culturally. An important factor was that the era was no longer marked by a “single
style.” It fragmented into many movements that presented their own, sometimes
controversial concepts, cultural and political ideas, new means of expression. Artists
of different movements began using borderline states as a creative method, a source
of enhanced imagery, a way to expand consciousness. The border between the real
world and the irreal world of artistic fantasy was becoming increasingly blurred and
arbitrary. The most potent catalyst was World War |, which plunged the minds into
crisis and exposed the imperfection, brutality and ruthlessness of this world. The
need to escape from the all-consuming horror in the real world pushed artists to look
for alternative realities. According to the French critic and publisher Maurice Nadeau,
the situation in Europe in those years was extraordinary ... Breton, Eluard, Aragon,
Péret, Soupault wished to have no association with the civilization that had lost its
purpose in existing.

The response of artistic intelligentsia culminated with emergence of Dada.

As Hans Arp wrote: “Revolted by the butchery of the 1914 World War, we in Zurich
devoted ourselves to the arts. While the guns rumbled in the distance, we sang,
painted, made collages and wrote poems with all our might. We were seeking an art
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based on fundamentals, to cure the madness of the age, and find a new order of
things that would restore the balance between heaven and hell.” Dadaism was

not, either socially or artistically, a directed or integrated movement. It was more

of a worldview that went into art, metaphysics, everyday life, that eliminated the
boundaries between all these and a playful game. The new attitude towards art and
artistic practices proposed by Dada had a significant impact on formation of other
avant-garde movements.

At around the same time as Dada, in 1915 in Italy, work of Giorgio de Chirico
birthed the scuola metafisica movement. It was differentiated with a move away
from the conventions of the real world and immersion into the artist’s imagination.

De Chirico’s paintings depict an irreal world, a world of dreams populated with solitary
mannequins and silent statues that are frozen in immobile dead air, wrapped in a veil
of silence and yearning. The viewer feels distinctly that this other world lives by its own
laws free from human logic and any attempt at comprehending these laws is bound to
fail. De Chirico said about his work: “What | hear is worth nothing; there is only what
our eyes see, when open, and even more when closed.”

Another major influence on the nascent movements in avant-garde art were
the works of Sigmund Freud. His psychology offered a new perspective on the human
being, proving that people behavior, ideas and creative capabilities are defined by their
subconscious life. Freud posed that “the unconscious is the true psychical reality; in its
innermost nature it is as much unknown to us as the reality of the external world, and
it is as incompletely presented by the data of consciousness as is the external world
by the communications of our sense organs.” His revolutionary views questioned the
proposition that art and thought ought to be based on the high principles of reason
and morality. The absolute source of creativity is irrationality.

A most influential figure of the 20th-century European avant-garde, poet
and thinker Guillaume Apollinaire emphasized in his works the undeniable superiority
of imagination over everything else. The aesthetic that he espoused placed the
paramount importance on imagination as the driver of creative processes. “My ideal in
art: my senses and my imagination, no ideal but truth perpetually new. Truth: authentic
falsehoods, palpable phantoms. No ideal: surprise, invention, i.e., common sense that
is continually surprising, continually unsuspected, i.e., truth.” In the preface to his play
The Breasts of Tiresias, he ponders the pursuit of inventing “new worlds” that would
be capable of broadening the audience’s horizons, tirelessly progressing towards most
amazing discoveries. Apollinaire works subtly reflected the relevant trends in the art
world, but also preempted further developments in art.

All ideas that have been mentioned so far translated into Surrealism,

a movement that came together in 1919 and in 1924 proclaimed their fundamental
principles in the First Manifesto of Surrealism. It were the Surrealists who made,
perhaps, the greatest contribution to harnessing the irreal world, which was to be
discovered and visualized beyond the conscious. Their works completely erased the
boundary between the worlds outside and inside, fusing it all into new integral forms.
Placing dreams at the center of the creative process, they affirmed the existence

of a world beyond logical and rational categories. Surrealists greatly expanded the
artistic toolkit by introducing such creative practices as automatic writing (relinquishing
rational control over the brush or pencil to have it guided by subconscious impulses),
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dream notation (writing them down or doing sketches as fast as possible to capture
images from dreams, hallucinations and apparitions—immediately upon waking up
before any intervention by comprehension or consciousness) and hypnotic sessions
(aimed at enabling dreaming in reality to bridge the real and the “miraculous” worlds,
to release expression of subconscious impulses).

Almost a century later, the COVID-19 pandemic came as a new major shock
to the world, one of a global scale. These events made people, who live in completely
different countries, doubt their own safety and radically review their lifestyles.

Under the unfamiliar conditions of isolation, artists are again searching for outlets

to the creative expression, going deeper and deeper into the world of phantoms,
transitional states and visions on the verge of psychosis. A section of the State of
Emergency exhibition, Borderline Syndrome features works under the umbrella of
“pborderline state.” It presents works existing on the border of different states, worlds:
virtual and material, fantasy and hallucination, dream and reality, spiritual and physical.
Found at the intersection, they belong to several layers at the same time.

Sometimes we feel that our familiar environment suddenly becomes
strange. For example, returning to their own home from a long holiday, a person
can experience vague anxiety for the first few minutes when it all seems completely
unfamiliar. This moment of re-adaptation makes you take a different look at habitual
things. The forced isolation amid the fast spread of the novel virus had an effect on
most people locked in their walls and made them reassess the familiar surroundings:
uncovering, alternately, its infinitely expanding potential or the pressure of a confined
box. The artist Evgenia Voronova has been long exploring the boundaries of
perception and spatial distortions. The boundary between the external and internal
becomes translucent; these polar concepts get intergrown. The details of real-world
objects found in her works lose their regular purpose and become part of amorphous
visions, transforming into something else as if in a dream. Isolated on her own and
surrounded by familiar objects and environment for a protracted time, the artist
rethinks the space of her home, as if turning the rooms inside out. At the center of
her quadriptych Wrong Side is Evgenia herself. The translucent figures here are no
other than a self-portrait of the artist, who, like genius loci, becomes an integral part of
the mutating objective world.

Another artist Maxim Ksuta also addressed the matters of perception and
reconceptualization. His 2013-2014 works in the TOPSY-TURVY project are based
on the negative—positive principle of film photography. It enabled the artist to raise
the question of objectivity in relation to the photographic image and explore the
boundary area. One in which each new reality is instantly replaced by another, opening
up opportunities for imagination and traveling between worlds. Deconstructing the
visible reality of photography, Maxim lets the viewer perceive it exclusively through
feeling, imagination, and fill it with new meaning. The artist literally substitutes one
reality for another, breeding confusion that produces new meanings. In his own words,
“this series works follows the principle: experience of contemporary art is founded in
a contradiction, non-conformism and relies on the thesis that each new step rejects
the previous one. In light of this, | continue my experimentation with changing the
‘state of equilibrium of photography,” moving it away from documentary record of
events into a space of the atmospheric and pure feeling.”
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Anatoly Akue offers a view on the situation of quarantine as a kind of
compelled retreat, where the usual behavior patterns weakened to make possible
a shift in the focus of vision from the external to the internal, to discover oneself.
According to the artist, we are repeatedly presented with opportunities to recognize
that all phenomena in the surrounding world and, in particular, in each personal life
are in a constant state of transformation and, thus, can hardly be a reliable anchor.
The new situation compels us to look for new frames of reference, new meanings
and interest in life. Those who practice meditation or continuously search for truth
are reminded more and more clearly of the impermanence, which propels them with
a new force along the spiritual path. The new drawing series by Akue presented at the
exhibition, titled Ritual, is based on ideas related to shamanic cult practices. For many
centuries, different cultures held certain knowledge about the nature of reality that has
been passed from generation to generation. The artist employs the external aspect of
shamanic practices, actualizing it through symbols, and visualizes the magical ritual
one layer upon another. In addition to depicting ritualistic objects, which are used by
the practitioner to tap certain energies in order to balance or activate their inner state
or resolve a life situation, Akue gives form to unseen energies and beings, mixing the
physical and spiritual matter.

Japanese artist Keito Yamaguchi, based in St. Petersburg, works with
a similar theme too. Her series of prints Yorishiro (in Shinto terminology, an object
that is capable of attracting stones, identifying their physical place to occupy during
a religious ceremony) had, in a sense, anticipated the novel image of an empty city
that became reality during imposition of lockdown. Keito’s depiction of urban objects
and household items seeks to animate them. She reveals spiritual content where
others only see voids.

Kirill Basalaev experienced other aspects of self-immersion during the
quarantine. He says that, during this time, he has gone through all stages of
the Kubler-Ross model (denial and isolation, anger, bargaining, depression, and
acceptance). For several years already, Kirill had worked with the concept of urban
environment as a continuously collapsing structure: he captured on canvas the
details of derelict or unfinished buildings or time-weathered walls. His choice of
material —cement, putty, heavy-duty enamels—allow the artist to achieve not only
visual but also tactile verification. Recently, he has focused on conveying the very
process of consecutive creation or destruction. “Death in itself does not interest me,
no more than life. Naturally, these words are given in quotation marks in the context
of art, and death becomes just another artistic method. | am more attracted to the
process of dying, the way an object is losing its properties.” Driven by these ideas,
Kirill’s layered dissection of work takes on a completely different meaning. Whereas
this technique originally used to replicate the landscapes of city walls, it is now more
an observation or replication of natural decay, dying off. The title of his new series,
Insidelence, is a combination of two elements: inside and silence. Through them,
the artist directs his gaze inwards, to his profound experience of numb nostalgia as
a statement of loss, loss of something mistakenly important, something that is now
no more than a memory.
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The surrealistic worlds in the works by the creative duo crocodilePOWER
venture far beyond the limits of habitual perception. The hallucinatory space of
an abstract forested area, marked by no definite geographical reference, is oozing
with intoxication. The creatures inhabiting it have mutated into something different
from what they were before, and cannot be classified easily. These worlds often exist
not only on the border of the real and fictional, but at the intersection of past and
future, somewhere between apparitions and memories. The work on display is part of
the series #makeeverythingfuckinggoodagain where the artists use imagery of things
left in the attic of an abandoned building as a metaphor for dear memories of the
past. “There was a fire, but no one is rushing to save the memories; there is already
replacement for them rising literally out of nowhere and instantly embedded in reality —
like fake news, resetting the context without changing the facts. There is no time to be
sad and there is nothing to be sad about. The break-neck swirl of fun turns everything
around into a frenzied party, and the blaze of fire into happy emojis. There are only
ghosts left that dissolve in the fog, that retain a fragment of memory, but lose any
familiar features. Sometimes they can become a good friend.”

Going back into the past often seems a logical way out of the present, which
has lost its familiar appearance and any rational sense. Similar to crocodilePOWER,
the artist Kristina Aksentova has turned to her memories. Being forced to leave the
New York Academy of Arts and return to Moscow, she began a series of drawings.

As if a dream sequence, it blends memories from different periods: landscapes from
childhood, the cityscape that Kristina saw every day from her Jersey window, clumsy
teenage photos, and a recent memory of a group of people in 3M respirators basking
in the spring sun. The method the artist employs for unfolding the quirky narrative in
her works is not dissimilar to automatic writing: when there is no mental sketch or
vision and the images emerge from the depths of consciousness on their own, as if
taking over the virgin white space of paper or canvas.

South Korean artist Jung Yeon Min creates a single spatial area within her
works where she mixes polar or incompatible entities. She fuses clear images from
her own memories with amorphous 3D visions, bordering hallucination. The memories
in her works form a borderline area where reality is mixed with fiction, producing
new inter-spatial layers. Artistically, Ming achieves this effect by blending clear,
detailed painting with abstract, flowing forms injected into the space of her canvases.
Yet, fantastic visions in her work usually possess a realistic reference and manifest
an expression of the artist’s inner world.

Another South Korean artist Jinju Lee works in the genre of subjective realism,
or psycholandscape. Her works are, in a sense, a portrait of the artist’s psychological
reality, populated with numerous metaphors and symbolic objects to create a baffling
visual narrative. The space of her works can have a perplexing or multilayered
structure; her time runs outside the familiar past, present or future. The intricate mesh
of associations, fantasies, déja vu and memories drives plots that are difficult to
interpret and belong to the author’s inner world. But the artist notes that they “allow
viewers to uncover their own interpretations and create their own stories about these
objects.”
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Perception of any and all changes or emergencies affecting the society and
the world, even on the global scale, always occurs through the lens of the subjective
view by each individual person. It is this perspective that gives room for hope and
light amid the hardest, saddest and most challenging days. Reflecting on the events
of recent months, Anton Kuznetsov recalls the quote from Alexander Bell: “When
one door closes, another opens; but we often look so long and so regretfully upon
the closed door that we do not see the one which has opened for us.” His work
The First Day turns to the story common across many cultures—the great flood.
Against the background of an idyllic landscape, there are figures floating, could be
in the air or in the water, figures of exotic animals, butterflies, cars. Above this irreal
vision is a dominating belly of a boat. Beams of clear otherworldly lights come from
under the water. As the artist puts it, “the flood that sweeps everything in existence
away also makes a beginning for a new life. Animals do not drown but descend
onto new pastures already waiting for them, where butterflies already fly around.
The circle closes: the last day of the old world becomes the first day of creation.”
We have survived the challenge of a global threat to life. We are still processing the
consequences, much of the effort is still ahead. But the important thing is that hope for
a better day is still alive.

Polina Mogilina
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Evgenia Voronova

Wrong Side

EBreHus BopoHoBa

Wrong Side

Maxim Ksuta

Makcum Keyta

Which Certainly Was Not Here Before
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State of Emergency @ Borderline Syndrome. Polina Mogilina @

AHTOH Ky3HeLoB Anton Kuznetsov

lMepBbiti AeHb First Day

2020 2020

XoncT, macno Qil on canvas

100 x 120 cm 100 x 120 cm

KpuctuHa AkceHToBa Kristina Aksentova

Eije oguH cnipsiTaHHbI HA60P One More Hidden Set of Photos,
¢oTorpagpuii, NMIKHYK, Picnic, Under the Tree N
log 6epeskoii 2020

2020 Ink and watercolor on paper

Bymara, aksapersib, YepHuna 37.5 x 28 cm (each)

37,5 x 28 cM (kaxkpas)
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YpesBblyakiHOE MoJsioXKeHne @

DoxaH EH MuH DoxaH EH MuH DoxaH EH MuH
Souvenir de la foret Koxa Be4Hblii uICTOYHNK
2018 2017 2019

Bymara, akpun XoncT, akpun XoncT, akpun

100 x 100 cm 60 x 60 cm 60 x 60 cm

Jung Yeon Min Jung Yeon Min Jung Yeon Min
Souvenir de la foret La peau Source eternelle
2018 2017 2019

Acrylic on paper Acrylic on canvas Acrylic on canvas
100 x 100 cm 60 x 60 cm 60 x 60 cm
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HuHuxy Jn

Tpu Borpoca

2019

MopoLlkoo6pasHbIii MMrMEHT, Me3[POBbIN
Knei, HebeneHbln XNomnok

179 x 362 x 6 cm
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Jinju Lee

3 Questions

2019

Powdered pigment, animal skin glue and water
on unbleached cotton

179 x 362 x 6 cm

Borderline Syndrome. Polina Mogilina
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AnaTonuii Akye

W3 cepun «Putyan»
2020

Bymara, niHepbl, Mapkepsb!
42 x 29,7 cM (Kaxxpas)
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Anatoly Akue

From the Ritual series
2020

Liners and markers on paper
42 x 29.7 cm (each)

Kupunn Bacanaes
®dopma, niyujas cebe
pyHkymo 1

2020

LlemeHT

35x26 x 16 cm

Kirill Basalaev
Form Looking for
a Function 1

2020
Concrete
35 x26 x 16 cm

Kupunn Bacanaes
®dopma, niyljasi cebe
¢yHKUMIO 5

2020

LlemeHT

42 x 30 x 18 cm

Kirill Basalaev
Form Looking for
a Function 5

2020
Concrete
42 x 30 x 18 cm

Kupunn Bacanaes
Insidlence 2

2020

XoncT, wnakneska, akpun,
amarnb, crnpei

150 x 200 cm

Kirill Basalaev
Insidlence 2
2020

Putty, acrylic, enamel,

spray on canvas
150 x 200 cm

107



BALLE 9KPAHHOE BPEM4
WCTEKJ10

Recycle Group, Omutpuin Bernkos, Hacta Ky3sbmuHa, Uropb Camonet, Anb6ept ConpaTtos

B TOT MOMeHT, Korga B nepuop, naHoemmn ceTeBoe NpucyTCTeme
3HaYNTENIbHO YBENNYUIIOCH, NOSBUINCH 60M1e€ UHTEHCKBHBIE TOYKN CONMPUKOCHOBEHMS
C VIHTEPHET-NPOCTPAHCTBOM, KOTOPbIE CKOPPEKTUPOBASIN HEKOTOPbIE NPUBbLIYHBIE
dopmbl noBeaeHns 1 peakumn. B ceoem acce ana Artforum cdmnocod MNonb
Mpecbspo’, onucbiBas CUTyauuio CMELLEHNS YacTHOW, paboyer n LOCYyroBomn
KOMMYHVKaLUN BHYTPb KBapTUP, Ha3Basl UX LeHTpamu KnbepHabntoaeHus.

Yepes akpaH noan pewanu 6eiToBble NpobieMsbl, Hanaxusanu B3anMogerncTamne
C Konneramu, NpmBbIKasi K 3aMmeHe MatepuanbHOro Tpyaa HemaTepurasnbHbIM,

a TaK>Ke nosnyyanu Bu3yasnbHyo KapTUHY TOro, YTO HaxOAMTCS CHapy>XXu, CIOBHO
yepes Tpyby nepuckona. OgHOBPEMEHHO ragXKeTbl CTanu CPeACTBOM YCUNEHHOM
CNEeXKN 3a CBOUMU BNagesnbLamm, OCYLLIECTBIISIEMON Yepes3 CUCTEMY MPOMYCKOB
0N BbIXO4a N3 Aoma 1 NpunoXKeHNs ons MOHUTOPUHIra HaxoXXaeHust 60bHbIX

N KOHTaKTMPOBAaBLUNX C HUMW. YCTPONCTBA YTBEPANIN Cebs Kak CPeacTBa NOMOLLN,
noaaep>KKn N Kak OKoBbl 4O6POBONBHON YMNN3aALIMKN, KOTOPbIE HEBO3MOXXHO
cbpocuTb. K AUXOTOMUYECKOMY MOIOXKEHNIO TEXHOIOMNIA, SMOLMOHANIBbHBIM

1 coumanbHbIM acnekTam LhpoBon KynbTypbl obpallaeTcs pa3gen BblCTaBKu
«Balle akpaHHOe Bpems UCTEKIT0», KOTOPbIN 06beanHAET paboTbl, HUKCHpYIoLLME
pa3nnyHble CTOPOHLI B3aUMOLENCTBUSA C CETEBbIM.

HoBas pabota Hactu Ky3bMrHON, KOTOPYIO XyAOXHMLA HaYana roToB1Tb
rOAOM paHee, CBOMM CIOXXETOM CllydaiHbIM 06pa3oM HanoMHMUIa COCTOsHUE
nomaluHen camomsonsumun. B Bugeo User (2019) Heknin nonb3oBaTesnb 3aHNMaeTCs
NPOAOIIKNTENBHBIM 06YCTPOMCTBOM CBEPXYKMOMJIEKTOBAHHOIO paboyero
MecTa. [pouecc HacTponkn obopyaoBaHNs 3aTArMBaeTcs, 1 BCAKMN pas, Korga
repoi OTBMEKAETCS N CMOTPUT B OKHO, OH CTAHOBUTCS CBUAETENEM HEOObIYHOIO
NPONCLLECTBUS, KOTOPOE HAXOAUTCH BO B3aUMOCBSI3U UIN BbI3BaHO MNOAKIIIOYEHMEM
B CETb OYEPELHOro NIEKTPUYECKOro YCTponCcTBa. Beibrpas mexay MMpoM TEXHUKN
N NpUpPOAbI, XyOOXXHMLA, KXETCH, oTAaeT npegnoyTeHne npoucxogaemy
CHapy>wu, rge eCTb MeCTO CJly4anHOCTSIM, NPOSIBASIIOLLMMCS FOe-TO Ha rpaHumue
nepngepu4eckoro 3peHns Npu pe3koM nepeksitoveH BHUMaHNs OT MOHMTOpa.

Bo3MOXXHOCTM UMpOBOro NMPOCTPaHCTBA CO3MA0T UIO3MI0 6nM30CTU —
B NIIOBYI0 MUHYTY NOAKOYEHHbIE K CETU NONb30BaTeNN UMEOT [OCTYN K MTHOBEHHOM
KOMMYHVKauumn n nigopmauum. OgHako KONMYeCTBO KOHTEHTA, ero punbTpaums
N NCKaxXeHve NpBoaAT K MH(pOPMaLMOHHOMY PacCnoeHuno 1 hparmeHTaumm
peansHocTu. 'epou Brgeo «banstyc» (2014) Anbbepta CongaroBa KOMMO3ULMOHHO
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BOCMNPON3BOANAT CLEHbI U3 U3BECTHbIX PaboT xygoxkHWKa BanbTyca nog 3akagpoBble
ounanoru, cocTosiLme u3 pas, KOMMEHTapUEB, NMOCTOB, NIANKOB N OLLEHOYHbIX
CY>XOEeHWI, KPYrNoCyTOYHO OcefatoLLmX B coumanbHbix ceTax. OHM meTadopuryecku
NPeAcTaBNstOT BHYTPEHHEE COCTOSIHME COBPEMEHHOIO YeNI0BEKa, 3aBUCLLEro Nepes
9KPaHOM 1 TOHYLLIEro B NOTOKe MHOPMaLMOHHOrO Wwyma. MNocTeneHHO 3akagpoBbIii
rosioC Ha4YMHaEeT 3ByYaTb BCe 60ee aBTOMaTU3NPOBaHHO — TEKCT 1 M306paxkeHne
pacxofsiTcs No CBOEMY 3HaYeHMIo, YTO paspyLluaeT o6CTaHOBKY KOMOpTa, B KOTOPOWA
Haxo4siTCsl NEPCOHaXKW, NUCTaloLME NEHTY B 3aCThbIBLUEN NO3E.

XypoxxHuk ropb CamoneT, HanpoTuB, aKkTUBHO MOrPY>XeH B MUP
coumanbHbIX CETEN N CO30aeT CBOU paboTbl NPU NOMOLLM N HENOCPEACTBEHHO
B HUX, UCMONb3YS BCE HOBbIE TOSIbKO YTO BbIMYLLEHHbIE NPUIOXKEHNS U BU3YyalibHble
dnnbTpbl. Bo Bpems KapaHTHaA OH CHAN NEePBbI Ce30H MHCTarpam-cepuana
«Camounzonsaums n s1» (2020), HaknagbliBas Ha CBOW BUOEO OLHY U Ty XK€ UHCTaMacky
«CaHTta Bapbapa» ¢ My3blKasnibHOW 3aCTaBKOW N3 OQHOMMEHHOro cepuana.
Taknm cnocob6om CamoneT BeN NepPCoHasbHbIE OYEPKU, PErMCTPUPYHOLLNE
NOBCEOHEBHYIO KapaHTMHHYO OB6CTaHOBKY U 9MOLMOHaNbHbIE peakuun Ha Hee.
Mcnonb3ys oguH 1 TOT Xe unbTp, XYAOXKHUKY yaanocb co3faTtb aPeKT «gHs
CypKa» — eXXefQHEeBHOW MOBTOPSIOLLENCS PYTUHBI, — KOTOPbIV NpepbiBancs
NeproaNYECKUMIN HOBOCTSIMIN O CHSATUM OrpaHUYeHnin 1 HeGoNbLWNX ocnabneHnsx
pexnma. Bugeo 4ononHsioT 06beKTbl-naaHWeTbl, KOTOPblE COCTOSAT N3 CKPUHLLOTOB
9KpaHa ¢ IMYHON NEPENNCKON XyA0XXHVKa C ero POACTBEHHMKAMM U OPY3bAMU,
nnennuctamu 1 astonoptpeTtamu. MpoHundHblie paboTtel ropsi CamoneTta coctaBnsitoT
KPUTUYECKNIA KOMMEHTaPUIA K 3aBUCMMOCTIM YenioBeka OT CETEN, HO TakxXe npeacTatoT
KakK OYeHb UCKPEHHME N OTKPOBEHHbIE MOMbITKN HANTX BO3MOXXHOCTb CONMXEHUS
nocpencTsoM LUPOBOro B Nepuog oTCYyTCTBUS NPSAMOro KOHTaKTa.

CoumanbeHble ceTn, co3aaHHble Kak MEeCTO A1t 06beguHeEHNS
1 conupapusauumn, 3a4acTyto NPosBSOT cebsa Kak KaTanm3aTop Bpaxapl
1 pasobueHus. Tpenpl, Y4aTbl, HOBOCTHbIE JIEHTbI HAMOHEHbI aP(EKTUBHBLIMN
NOBYLUKaMK, KOTOpble YacTo NpeBpaLlaloT noaMTudeckmne npobdnemMsl —
B 3MOUMOHasbHbIE, CTaBsILLMe Nonb3oBaTenen nepeq npsiMbiM BbI6OPOM 3a U NPOTUB.
OT1y npobnemy 3atparnsaeTt Omutpuii BeHkoB B BugeopaboTe Krisis (2016), ctoxxeT
KOTOPOW BOCCO3AaEeT peasibHyo ANCKYCCUio B helcbyKke, NOCBSLLEHHYO CHOCY
namsTHuKa JleHnHy B Kuese B 2013 rogy Ha aTane paHHUX NnpoTecToB Ha MargaHe.
Cnop oeMOHCTpUpYeT cuTyaumio KatacTpouieckorm HenpUMMMPMMOCTH Nitoaen
OpYr C OPYroM, HEBO3MOXXHOCTW HalTh «0bLLee» U BbIHECTM OKOHYaTENbHOE
peLleHune (C rpeu. krisis — «pelueHne, NOBOPOTHbIN MYHKT») U B UTOre NpeBpallaeTcs
B My4YMTENbHbIA NPOLECC, KOTOPbIN HUKaK HE MOXET 3aBEepLUNTLCS.

apxeTbl 1 AOCTyNHblEe 6narogapst UM CEPBUCHI CTann NPUBbIYHLIMA
BCTPOEHHbIMY CMYTHUKaMUN COBPEMEHHOW XKN3HW, OOHAKO COBOKYMHOCTb
npobsiemM 1 okasbiBaemMoe MU BMSIHWE He NOAAa0TCA perynsaumm, 1 3a4acTtyto
nosb3osBareny NnMbo npmberarT K BPEMEHHOMY OUOXKUTaN-AETOKCY, MO0 HUKaK He
OrpaHN4MBalOT CBOE OHNanH-NpucyTcTBue. bonbline Hagexxabl, Bo3naraemble Ha
WHTEPHET, CBA3aHHbIE C CO34aHNeM MyONYHON NIOLWAAKN C OTKPbITbIM AOCTYMNOM
1N BO3MOXXHOCTSIMU, CTasnn 6onbLlIMM pasodapoBaHneM. B peaynbtate cetesoe
NPOCTPaHCTBO CreHepUpPOBano HOBLIE MEPaPXMU 1 CNPOBOLIMPOBano Lupposoe
HepaBeHCTBO, NpeBpaTuBLLEE NOSIb30BaTeNen B AaHHbIE, KOTOPLIMY MaHWMyNPYOT
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rocynapcTBO 1 KOMMeEpYecKme kopropaumn. Bo3amMoxXHO 1 nepecMoTpeTb

CBOV OTHOLIEHUS C UMPOBBLIM MUPOM, KOF4a OH HACTOJIbKO r1y6oKo BpOC

B NoBCceAHEBHOCTb? BO3MOXXHO I HE KOMMEHTMPOBATb U HE YNTaTb KOMMEHTapum?
B03MOXXHO N1 He 3aBMCETb OT KOJIMYECTBA NOANMCUMKOB 1 NankoB? MoXeT ObiTb,
4YTOObl OCBOBOANTLCH OT HAXOXKAEHUS BHYTPU My3bIpst UILTPOB2, HEOOXOANMO
paccunTbiBaTb Ha Cry4YanHOE, KOTOPOE MOXXET BO3HNKHYTL 32 OKHOM, ECN
NepruoanYecKn OTBOOUTb B3Ms4 OT 9KpaHa.

MapwuHa Bo6bineBa

ﬂ\,’b‘buﬁb (')M,‘ IbTPOB — ABJ1EHV >6-CanTbl Of 10efensatoT, Kakyto HH(')()\)I\.'é'\u‘lf'ﬂ(') NnonNb3oBaTesib XOTeN
6bl YBNOETb, OCHOBbIBASCb CTOPACMNOJSIOXKEHNN, NPOLLNBIX HAXKATUAX N NepemMeLLeHNAx
MbILLW, NPeanoYTeHNAX 1 ynbTaTe Be6-canTbl MOKa3bIBAOT TOSIbKO MH(P()[7!\4{'!\4"1%(), KoTOopasa

coryiacyeTcsd C NpOoLLIbIMU TOYKaMKM 3peHns 0aHHOro nosib3oBarensd.

111



YOUR SCREEN TIME IS OVER

Recycle Group, Dmitry Venkov, Nastya Kuzmina, Igor Samolet, Albert Soldatov

The pandemic increase in web presence led to more intense points of
convergence being emerged and modifying some of the familiar forms of behaviour
and reactions. In his essay for Artforum, Paul Preciado' described flats where private,
work and recreational communication takes place now as centres of cybersurveillance.
People would solve domestic problems, cooperate with coworkers while getting used
to tangible labour being replaced by its intangible substitute, and visually perceive the
outside as if through a periscope. At the same time, gadgets became surveillance tools
that use permit system and apps to monitor the infected and those who interacted
with them. Devices proved themselves as both helpful means of support and as
chains of voluntary microchip-isation that are impossible to lose. Your Screen Time
Is Over addresses the dichotomic place of technology and the social and emotional
aspects of digital culture, bringing together the works that capture various ways
to interact with the web.

Nastya Kuzmina’s new work accidentally reminds of isolating at home,
even though the artist started it a year before the quarantine. In her video
User (2019) an anonymous user arranges an extra-advanced workspace for himself.
Hardware setup takes a long time, and when the hero is distracted and looks out of the
window, he witnesses unusual scenes that are related to or caused by another one of
his devices connecting to the network. Choosing between the digital world and nature,
the artist favours the latter, where there is room for accidents to happen at the visual
field periphery during drastic attention shifts from the screen.

The abilities of cyberspace create an illusion of intimacy —connected
users have instant access to information and communication at any minute.

However, the amount of content and its filtration and distortion lead to digital
stratification and fragmentation of reality. The characters of Albert Soldatov’s

Balthus (2014) compositionally replicate scenes from artist Balthus’ famous works to
the voice-over dialogues of sentences, comments, posts, likes and judgements that
settle in the internet 24 hours a day. They metaphorically present the internal state of
a modern person, frozen in front of a screen and drowning in the stream of information
overload. The voice-over gradually starts to sound more robotic, its wording and the
image diverging and thus destroying the comfort atmosphere that the characters
scrolling through their feed in frozen poses are in.

Artist Igor Samolet, on the other hand, is actively immersed in the realm
of social media, and creates his works using the new apps and visual filters.

During quarantine he filmed the first season of the Instagram series Self-Isolation and
Me (2020), applying the same Insta-mask Santa Barbara with theme music from the

"' Learning from the Virus. Paul B. Preciado. Artforum. May/June 2020. https://www.artforum.com
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series. Samolet kept a personal journal documenting the quarantine life and emotional
reactions to it. Using the same filter every time the artist created the groundhog-day
effect of repetitive routine which was sometimes interrupted by the news of restrictions
lifting and regime weakening. The videos are accompanied by tablets with screenshots
of private messages to the artist’s friends and family, playlists and self-portraits.
Igor Samolet’s ironic works not only present a critical commentary on the addiction
to social media, but also appear as extremely candid and genuine attempts to find
a way to come together using digital tools during the absence of direct contact.
Social media, created as a space of networking and solidarity, often prove
themselves as catalysts of hostility and division. Threads, chats, newsfeeds are filled
with affective traps that often turn political problems into emotional ones that confront
the users with a direct choice for or against. Dmitry Venkov’s video Krisis (2016)
recreates a real Facebook discussion focused on the Lenin’s statue being demolished
in Kyiv in 2013 in the early stages of the Maidan protests. The debate demonstrates
a situation of catastrophic intransigence of people to each other, the impossibility to
find common ground and make a final judgment (‘krisis’ being Greek for decision,
determination, judgment), and turns into a painful process that can never end.
Gadgets and services accessible through them became our usual
companions to the modern life, but their combination of problems and influence on us
is impossible to control. This leads to users either resort to temporary digital detox, or
not limit their online presence in any way. Great expectations placed on the Internet
regarding the creation of a public space with open access to possibilities have turned
into a great disappointment. The web has generated new hierarchies and triggered
digital divide, turning users into data sets that are manipulated by governments and
corporations. Is it possible to reconsider our relationship with the digital world, when
it is so closely entwined with everyday life? To not comment and use social media
as tools for bulling and moralization? To not be dependent on the number of likes
and followers? Maybe in order to free ourselves from the filter bubble? we need to
rely on the accidental that goes on outside the window, if we occasionally take our
eyes off the screen.

Marina Bobyleva

- Filter bubble is websites identifying the information the use
cking and mouse movements, which results in w
known points of view.

yould prefer to see based on their location,
sites only showing what is in line with the user’s
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YpesBblyaiHOe NosioXKeHne

Balue akpaHHOe Bpemsi nctekno. MapurHa bobbinesa

Recycle Group
Capkogpar 1
2017

MonnypeTaH, nutbe
77 x 127 x 95 cm
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Recycle Group
Sarcophagus 1

2017
Polyurethane, cast
77 x 127 x 95 cm

‘cepmusa 2946:

cepns, [Ae [epoi.

Bepa TpaxTer6epr

@7/ropex, cupu poma Moiaéuws s
MarasuH onesait Macky Y Te6s oHa
€cTe? Cpenati

Byab 3nopos! @

Aropb 14, |

IFOPb Macky MoxHo caenard T2 e
TRYCOB CeMelibix? Mpotvpats

aHTUCeNTHKOM TeNnegoH, pyuku

ABEDHbIe 1 NPaBUNbHO HyXHO

nepyar

Uropb Camonet

Cepuan «Camousonsiyms n 5»
1 ce3oH (30 cepun)

2020

WHcTannsuus (Buaeo, CHATOE Npu NOMOLLM
Instagram Stories, 06beKTbI)

OT MeHs He crpayewc:

He oTMoeucs

MoHeaergHnK anpess

Igor Samolet
Self-Isolation and | Series
Season 1 (30 episodes)

2020
Installation (video shot using Instagram Stories,

objects)
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HacTtsa KysbmnHa
User

2019
OpHokaHanbHoe BMaeo
9’
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Nastya Kuzmina
User

2019
Single-channel video
9’

Omutpuin BeHkoB
Krisis

2016

OpHokaHanbHoe Buaeo
32’

Dmitry Venkov
Krisis

2016
Single-channel video
32’
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NMPABObI N BbIMbICJ1bl

AES+F, llogmuna baporHuHa, Buktopusa Kowenesa, Hnkonan OHULLEHKO,
YnbsHa MNopkopbiToBa, Cepren MNpokodbe, Mukenuc duwiepc

lMoxxusem — yBugum!

Pasgen «[paBapbl 1 BbIMbICSIbl» MOCBSILLLEH CTPEMIIEHNAM 3arfsHyTb
B HEM3BegaHHoe, y3HaTb, C Yero BCe Ha4anocb, U BOOOPa3nTb, YEM BCE 3aKOHUNTCS.
Onoxu NepemeH CTaHOBATCA KaTanm3aTopamim K NosIBIEHNIO HOBbIX NpeackasaHunm
n mudgos. B coBcem Hepganekom nNpoLiIoM B KMHematorpade nosisuncs
OTOENbHBIN XXaHp MOKbIOMEHTapu (mockumentary), o6begnHsoLwmin Bce husibMbl
C UMUTauUMen LOKyMeHTanbHoCTH, hanscudmrkaumen n Muctudmrkaumen. ToT XKaHp
HaCTOJIbKO NPUXXNIICS 1 Habpan NonynsipHOCTb, YTO COBPEMEHHbIE XYLOXXHUKM
He 06XoQAT TOT NpMeM CTOPOHON. Yepes HanaeHHble hOTO- 1 BUOEOapXmBbl,
peanbHble U NPUAYMaHHble AHEBHUKW, TEKCTbI U apTedakTbl OHU BbiICTpanBaoT
cBot Mudonoruto, kotopas obpetaet Bug, pruibMoB, (POTONPOEKTOB, KHUT 1
MHOIOCOCTaBHbIX MHCTaNNAUNUNA.

OTpakeHnem HakonuBLINXCS NPOo6aemM YenoBevyecTBa N HEMNHYEMOIO KOHLA
UMBUNN3aLMN CTaNn XaHpbl anokanuncuca 1 nocrarnokanmncmca: NpUMeHeHne
OPY>XUS1 MacCoBOIrO NMOPaXkeHsl, BTOPXKEHNE NHOMMAHETSIH, BOCCTaHWE MaLLVH,
naHgeMunsi, nageHne acteponaa, MaccoBoe NOsIBNIEHNE OOUCTOPUYECKMX Yy OOBULL,
KAMmatmyeckas unm nHble katactpodbl. He cTtano ncknoveHnem n HacTosee
TypOyneHTHOe coCcTosHME. HECMOTpPS Ha COBET HEMELKOIO XunBonucLa n rpaduka
AnbbpexTta [iopepa o haHTaCTNKe B UCKYCCTBE — «HY>XHO 13beratb BCEro
N3NNLWHEro, Hanpumep, ecnn bl 3axoTeniock NpuaaTe KOMy-11bo Tpu rnasa,

TPY PYKW, TPY HOMM» — CO BCEBO3MOXXHbIMW NpaBgaMu 1 BbiMbiCNiaMmu paboTatoT
COBPEMEHHbIE XYAOXKHNKN-MUCTU(MKATOPbI, MUGOTBOPLBI U NpeackasaTenm.

MHdbogemms — 3To 601bLIOE KONMMYECTBO CNYyX0B, B TOM YnCle
naHnyecknx, Penk-HpetoC, aHEKOOTOB — JIHOObIX TEKCTOB, KOTOPbIE CONPOBOXAAKOT
Kakoe-TO BaXXHOe cobbIThe. B cutyauum naHgemmm n Mmpe nocrne Hee Takoe
SIBNIEHME HEYMONMMO YBENNYMBAETCH B CBOMX MacluTabax 1 3a4acTyto, Kak
B cny4ae ¢ Poccuen, npegwecTsyoT camoMy cobbiTuio. Benen 3a ctpemMuTensHo
pacnpocTpaHsiiowmnMmncs dernkamm n mmpamm, Korga KoanmyecTso NaHMYecKnx
COOO6LLEHNI AOCTUraeT MakCUMyMa, HEMUHYEMO NPUXOANT Yepena aHTU(ENKOB, 1 Mbl
nepectaem BepuTb. 10 NpuHUMNY nHpogemMun ¢ co3gaHneM 1 pacnpoCcTpaHeHeM
helK-HbIOC XyOOXKHNKN PacKpbIBatOT 6ECKOHEYHbIN MOTEHLMaNn Nomcka HoBbIX
CMbICJIOB B TEKYLLMX U NPOLIEOLINX UCTOPUYECKUX COBBITUSX.

OpHOBPEMEHHO C MHOOEMMEN CYLLECTBYET SIB/IEHNE MOLA Ha3BaHNEM
«(pyTypOLIOK», a8 MIMEHHO LLOK ByayLIero 1 owenoMsiioas pacTepsHHOCTb, KoTopast
HacTynaeT OT OCO3HaHUA NPeXAEBPEMEHHOO HacTynneHus byayuiero.
XyOo>XHUKU-Npeackasareny obpallatoT Halle BHUMaHue Ha 6ecHncnieHHble
3aBopaXkMBatoLLme cueHapun anbTepHaTuBHoro byayulero. CnyyaeTtcs Tak, 4To
npopoyecTsa cObIBAIOTCS, U UCKYCCTBY NPEOCTOUT NPOoAo/IKaTb reHepUpPoBaTh
HOBbI€ BbIMbIC/Ibl, ONepeXXasi HOBOCTHbIE CBOAKW, BeAb «TO, YTO Y>Ke CTano HOBOCTbIO,
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He MOXeT BbITb NPeAMETOM NCKYCCTBa», — KOMMEHTUPYIOT XyAOXKHUKN AES+F
PaboTkl, NpeacTaBneHHble Ha BbicTaBke «Ype3BblyaiHOe NONOXKEeHNEe», ABNAIOTCS
NWLWb Manon YacTblo Lenoro Mnpa «npasg 1 BbIMbIC/IOB» B KOHTEKCTE COBPEMEHHOIO
poccunckoro n 3apybexxHoro nckyccrtea. Kpatkumii akckypc no paboram
XYLOXHUKOB-MUCTUDUKATOPOB U M1UOTBOPLEB ByAeT NpeacTaBnieH B NepBoi
YacTu JaHHOro Tekcta — «Boobparkaemoe npoLuioe», a Xyao>KHUKOB-NPOPOKOB —
BO BTOPOW YacTu nof HassaHneM «Boobpaxkaemoe GyayLiee».

Boobpakaemoe npoLusioe

VicTopust HanonHeHa Hen3BegaHHbIM Y HEU3YYEHHbIM, & 3HAYNT, He A0
KOHLA AOCTOBEPHBIM, 1 MOXET ObITb NOABEPrHyTa COMHEHUIO, [EKOHCTPYMpPOBaHa
N PEKOHCTPYyMpoBaHa 3aHoBO. [1pebbiBasi B HACTOSALLEM, Mbl MOCTOSIHHO
cTasknBaemcsi C OTrosockamm NpoLUIoro: AaBHO 3abbITble U MCHE3HYBLUME NaTTEPHbI
HUKYLA He NCYe3nun, OHM HEOXMAAHHO BO3BpaLLaoTcs 1 6yayT BO3BpaLLaTbCs K Ham
Bcerga.

JllobuTenb 3anyTaTb 3pUTENs — NUTOBCKWIN XyOOXHMK [JenmaHTac
HapksiBn4toC — € NerkocTbio YMyApPSIETCS BCErO 3a CEMb MUHYT NEPEBEPHYTh
CO3HaHue. Ha nepBbIn B3rNs4 KaXKeTcs, YTO OCHOBHas TemMa TBOpYecTBa
HapksiBnytoca — npobnemartvka n nctopust JIntebl Kak NOCTKOMMYHUCTAYECKON
BOCTOYHOEBPOMNENCKOWN CTpaHbl. Ho BCe HaMHOro wupe: XyAoXKHUK Havan pabotaTb
C BnAeo ¢ KoHua 1990-x n ctan mactepom paboTbl NO SEKOHCTPYKLUMUN NPOLLIOro,
CTaBs nof BONPOC Halle HacTosLee. «[ns MeHs NCTOPUSA OYeHb BaXKHa, HO CKopee
9TO KOHTEKCT. JTO TO, YTO Bbl HA3BaNU ,ecnu 6bl“... [laxe ecnu s NCNonb3yko Kakne-
TO [OKYMEHTbI, B YACTHOCTN KUHOAOKYMEHTbI, 1 XOUY, YTOObl COObITE OTKPLINIOCH
nepep 3puUTensiMmn B KaKkOM-TO OPYroM MiaHe», — pacckasblBaeT B CBOEM HeaBHEM
HTepBbio [demaHTac HapksiBudyc. B kadyecTBe nnnocTpaumm K Bblllecka3aHHOMY
MO>XHO MPMBECTU onucaHune ero unoma «3ddheKT HepasopBaBLLEroCs CHapsaa».
[(MaBHbIN 1 €QUHCTBEHHbBIN repot NPOU3BEAEHUS — BOEHHbIN, paHee CNy>XUBLUNIA
Ha JlnToBCcKOW BOEHHON 6a3e, KOTOPbIN B hnSibMe NPUBOLUT B XXU3Hb TO, YTO
B MCTOPUM HE MPOU30LLN0, — 3anyck pakeTbl. Pnnibm npegctaBnseT cobon
haHTa3no-NepeocMbICIEHNE «4TO MO0 6bl MPON30NTK, ecnin Bbl...», a Ha3BaHWe
OTCbIIaET KO BPEMEHAM XO0OHOM BOWHbLI — nepuogy B MeTathopnyeckom
1 6yKBaslbHOM CMbICSIe He NpouaoLleaLero KoHMIMKTa.

lMNceBooOOOKYMEHTAsbHBIE UM MOCTAOKYMEHTANbHbIE MPOEKTbI XyOOXXHNKOB
CTPEMATCS NPONUTL CBET HA HEOQHO3HAYHbIE BOEHHbIE 1 TeppuTopranHble
KoHNMKTLI. Hanpumep, ¢ aton Temon y>ke 30 net paboTtaeT npodeccop v XygOXXHMK,
obnagaTenb nonynspHon npemumn B obnactu dotorpacdun Hasselblad — Banug Paag,.
Ero cambiin N3BECTHbIN NPOEKT — rpynna «ATnac», BbIMbILLEHHOE 06beauHEeHNe
NCTOPWKOB, paboTaroLmx ¢ 06HapY>XEHHbIMW NOCEBOEHHBLIMI MaTepranamu.

OH ymeno cmelmBaeT akTbl 1 BbIMbICES, COBMeLLaeT cobpaHHble 3a nocnegHune
NATLAECST NIET TEKCThI U LUTaThl IMBAHCKMX XYOOXHUKOB, UICTOPUKOB, NCATENEN,
apXMTEKTOPOB U paccKasblBaeT NCTOPUIO CTOIKHOBEHMWS MeX Ay MYyCYIbMaHCKUMU
N XPUCTMAHCKMMK o6LWmHamu B JlnBaHe.

Bonpoc gokymeHTanbHOCTU B hoTorpaduryeckom naobpaxkeHnn scerga
CTOS1/1 O4eHb OCTpO. B aHanoroByto anoxy n3 BoeHHoW doTorpadumn ymeno yompanm
BTOpPbIE Yackbl Ha pyKe, NnogHMMatowen nar Hag Pelixctarom, ns opuumansHom
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hoTorpadmn TanHCTBEHHBIM 06Pa30M LENIMKOM MCHE3aNN repou, a penopTax
3a4acTyto CTaHOBUJICSH OCOBbIM XXaHPOM — «MOCTAHOBOYHbIM PEMOPTAXKEM».

Tem He meHee hoTorpadmsi UMEET BbICOKUI CTaTyC OCTOBEPHOCTU B BOCTNPUATIN
3puUTENeN, faxe yunTbiBasi BCE BOSMOXHbIE MAHUMYNSALMN, KOTOPbIE MOXXHO
COBEPLUNTb C aHasoroBbiM 1 LN POBbLIM N306pa>KeHNEM.

B npoekTe «KapTbl u Tepputopus» (2014) chotorpad Maxcum LLep
NnepeoCcMbICNSET NCTOpMYECcKne hakTbl Neprnopa NeHHrpagckon 6nokaabl BO
Bpemsi BTopoi MmpoBoi BoHbI. [poekT pacckasbiBatoT o rpynne gotorpados
Kak OOHOWN N3 KOHTPPEBOOUMOHHBLIX OpraHn3aumi. HangeHHble opyrmHanbHble
Kagpbl a3podoTOCheMKN, KapTa JIeHnHrpaga, TEKCTbl, JOKYMEHTbI CMELLMBAOTCS
C CO3[aHHbIMKM crycTsi 6onee Yem cembaecaT neT oTorpadmsiMm, cxemamu,
DOKYMEHTaMun cneucny>6, BUAeo, Konnakamm, KoTopble OKOHYaTelbHO 3anyTbiBatoT
3pUTENS B OCTOBEPHOCTW NPeACcTaBneHHon nctopuu. LLiep nonbitancs nokasatb
O4VH 13 npuemos hanbcudurkaumm cneucny>xbéamm n Tem cambiM NOCTaBUTb
NnoA, COMHEHME CaMO MOHATUE «OOKYMEHT UCTOPUN», «PeaNlbHOCTb» NCTOPUN.

«B mokymeHTbI Kak 6bl Bcerga gosmkHa 6biTb Bepa no onpeneneHunio. S, B CBoO
ovepedb, NpocTo hanbecnunumpyro ernk, YTobbl Kak-To ,,NoACBETUTL” ero
METOL0MOrnMYeckn», — pacckasbiBaeT hoTorpad o0 HangeHHbIX OPUrMHANBHBIX
OOKYMEHTax, KOTOpble Nerniv B OCHOBY MPOEKTa 1 3acTaBWIn BblipaboTaTb CBOWN METOS,
paboTbl C TaKUMK MaTepuanamum.

B MokbtomeHTapu-nctopun «BocnommHaHms SHa XToBumya» o ronyosix-
wnroHax dgotorpada Acu >KeTBNHOWM NocneqoBaTeNlbHO OnvcaHa CekpeTHas
cnevuonepauust passefcny>k6 Bo Bpemsi BTopot MMpoBOIA BOMHbI, KOTOpas
3akJ/oyanach B 4PECCUPOBKE M BXMBAEHNN OCOObIX MUKPOUYMMOB MOYTOBLIM FrOsTy6siM
051 nepefayYn curHanos B WTab-KBapTupy Hemeukonm apmun. ViccneposaTenbckom
rPYNnoi OpHUTONOrOB SIKOObLI pyKOoBOAWS NpadeayLlika asTopa Muctudukaumm Ax
XTOoBUY.

Tema napannenbHONn NCTOPUN SBNSIETCA OAHOW N3 BaXKHbIX HanpaB/ieHNI
AreHtcTtBa CuHrynspHbix ViccnegosaHni (CtaHmcnas Lypwuna, AHHa TuTtosa) ¢ 2014
roga. Xygo>XXKHUKM U3y4atoT «Cepble 30Hbl» MEXAY NpaBgamMu 1 BbIMbIC/IaMn, CO30aBas
NpoCTpaHCTBa anNbTepPHATUBHON UCTOpUK. «Mup He cnpaBuics ¢ OTKPbITOCTbLIO, OH
paccrnanBaeTcsl, pacnagaeTcs Ha parMeHTbl U KOHTeKCTbl. B ACU ecTb ocobble
henapTamMeHTbl, KOTOPbIE N3y4atoT 3TU SIBNEHUS, BO3MOXXHbIE CLEHapum agantauum,
3MEPAXKEHTHbIE CYOBEKTUBHOCTU, KOTOPbIE MOTYT XXWUTb 1 3BOJIIOLMOHNPOBATL Ha
rpaHmuax aTmx pasnomoB. bygyliee cenyac 31O HEYTO KOPNopaTNBHOE, HEMOHSATHOE,
pasMbITOE W...», — KOMMEHTMPYET AHHa TTOBa HeAaBHUIN NPOEKT areHTCTBa
«Flower Power. Apxus» (2019). MNpoeKT 1 ogHOMMEHHas BbiCTaBka 6bI/iv NOCBSLLEHbI
BOOOpa>kaeMoMy MMPOBOMY TalHOMY O6LLLECTBY, KOTOPOE aKTVBHO LENCTBOBASIO
B 60-x ropax B CCCP, a MOXeT 6bITb, CYLLECTBYET A0 cux nop. B ocHoBe aBmxeHus
Flower Power (B nep. ¢ aHrn. — «cuna LBETOB») fiexxana Bepa B CNOCOOHOCTb
pacTeHUN BANSTL Ha NONUTUYECKME COBLITUS.

MMnoTesbl 0 CyLecTBOBaHUN OCOObIX CEKT 1 rpynn Jtogen, OTAENbHbIX
BbIOAIOLLUXCS FEPOEB B MPOLLSIOM U HACTOSILLIEM CKNaAbIBAOTCS B OCOObIN XaHp
XYAOXXECTBEHHbIX MUCTU(MKaumii. Hanprumep, B ocHoBe npoekTa «Laposepbl» (2016)
Lapbu [MaBnoBoi NeXXUT BbIMbILLIIEHHAA NCTOPUS O CEKTE, CYLLECTBOBABLLEN
B KpoHwTaare B KoHue 1960-x rogos. Ee uneHbl nccnenosany BHyTPEHHee
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NPOCTPAHCTBO CBOErO CO3HAHWUA U MbITaUChb NEPENTN OT HOKYCHPYIOLLErO
BOCNpUSTUS K chepudeckomy. s 3TOro OHM MCMNOMb30Bany NPUBopP «LLapoCKon>»,
chepuryeckne pucyHKn n ocobbit cnocob KOHLUEHTPaLUW BHUMAHNS.

Tak He3aMeTHO XyA0XXHUKM NEPEOCMBIC/TMBAIOT NPOLUIoe, HacTosiLLee
N NepexogsaT K rmnoteTndyeckomy byayuiemy. Hanpumep, genctesune dunoma Omutpus
BeHkoBa «be3ymHble nogpaxkatenu» (2012) nponcxoauT He TOMIbKO B Halle BpeMms,
HO 1 COBCEM PSiJOM OT LeHTpa cTonunupl. NpoekT NoCBALEH aHTPOMNONOrNYEeCKOMY
NccnegoBaHWIo A3bI4ECKOro NIEMEHN, XXUBYLLIErO CPeamn YaxibiX 4ePEBLEB
Ha o6oumHe MKAL 1 npakTukytoLwero kapro-kKynbT. CbeMKN MHTEPBbLIO «Y4YeHbIX-
aHTPOMONOroB» COeAMHEHbI CO CbEMKaMU «MecTa 0OUTaHWS» BbIMbILLIEHHOTO
naemeHn. Mbl BUaMM matepuanbHblii 6bIT NEMEHW, NOHOCTLIO COCTOSALLNIA U3
npegMeToB, KOTOpble NonagarT Ha 0604MHY ¢ 60MbLION [OPOrKM — Mycop, 06/10MKN
MalUVH, OOPOXXHbIE 3HaKW. A 3aTeM 3puUTesb CTAHOBUTCS CBUAETENEM PUTYaSIbHbIX
00psA0B, OTPaXKaloLWMX XXN3Hb AOPOrv 1 apXeTunbl AanbHOOONLLMKE, MHCNEKTOPA
rMbBaO, nopoxxHoro pabo4yero. YpoBeHb 6€3yMnst HACTONbKO LLIOKMPYIOLLMIA, YTO
3acTaB/iISIET 3PUTENS UCMbITbIBATBL CMIOXXHYIO CMECH HELOBEPUS U XXENaHNS OOBEPSATH.
Mo>keM N1 Mbl AOBEPSTL anbTepHaTUBHON ncTopun? KaxkeTtcs, aTo easa
I BO3MOXXHO, HO BCE HAaCTOJMIbKO CKIa4HO BbICTPOEHO XYO0XXHUKaMU, YTO
BbIFNIAANT NOPON peasibHee, YeM cama pearnbHOCTb. [eno He TObKO B YyTOMUYHON
cocTaBnsoLLen paboT, NnpegnaratoLLen ansTepHaTMBHOE, HO B OT/INYUN OT
K1laCCNYeCKNX NPoM3BeAEHNN — OAHOMMEHHON KHrM Tomaca Mopa nnm «lopoaa
ConHua» Tommaso KamnaHennel — He Bcerga fyduwee HacToswee. [NprnynHa B ToMm,
4YTO (henK HACTObKO CU/TbHO MPOHMK B HALLY XW3Hb, YTO OTNYXTL NpaBay OT
BbIMbIC/1a CTAHOBUTCS BCe TpyAHee. MoKblOMeHTaNbHbIE XyA0>KeCTBEHHbIE NMPOEKThbI
MOTyT 6bITb U NHbIE, FAE BbIMbIC/1A HACTOIbKO MHOIMO, YTO rPaHnLbl [O3BOSIEHHOWN
«LUNMPOTbI 06MaHa» CTUPAKTCS.

Moxkanyn, ny4was nnacTpauus Takoro npoekTa aTo pabota «Cokposuwa
C MecTa KpyLweHus ,HesepositTHoro“» [lambeHa XépcTta. BuicTaBka 6bina
npencTaBieHa Kak MHOMOCIONHbIA NabUpPWHT U3 COKPOBULLY, C Kopabns,
3aToHyBLwero 2000 net Hasap 1 obHapy>keHHoro B 2008 rogy. B BbicTaBo4HOM 3ane
pPacnonoXXnancb NOpocLUne Kopannamm CKynbATypbl, MICTOPUYECKNE OOBEKTHI,
doTorpadum n gaxke BUAEOCHEMKN «CNaceHnsi» HanaeHHbIX Ha oHe y 6eperos
BocTouHon AdpukmK Konnekuumn Nnpon3sedeHnin ICKYCCTBa, SKOObl NpuHaanexxalemn
ocBoboxxaeHHoMyY paby no nmeHn Cud AmotaH Il. Mocne nocelleHns BbICTaBKN,
OCMOTpPa BCEro MHOrO0O6pPa3nsi N AKCMOHATOB U «00Ka3aTeNbCTB» HEBEPOSATHOM
NCTOPUN HE OCTAETCSA COMHEHUIN B AOCTOBEPHOCTM Npounsoweqero. besymHas no
CBOMM MacluTabam 1 COBEPLUEHHO HEBEPOSTHAS MO BOMIOLLEHMNIO XYAOXKECTBEHHAS
mMucTudmrkauma dembeHa XépcTa (no ceegeHuam Artnet.com, ans Toro 4tobebl
onyckaTtb rMraHTCckre 6poH30BbIe CTaTyn Ha AHO VIHOMACKOro okeaHa, 6biiu
HaHSATbI cneumanbHble cnacaTtefibHble Kopabnn) NokasbiBaeT, YTO KAYECTBEHHO

MHCLEeHnpoBaHHaA NCTOpPUA pacckasaHa coBpeMeHHbIM XyOO>XXHNKOM N HET eMYy Bepbl.
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BooGpaxaemoe Gyayuiee

Mepepn xyoo>kKHUKaMM CTOUT 3apada Norpy3uTb 3pMTens B NPOCTPaHCTBO
anbTepHaTUBHON NCTOPUN NN NPEANOXNTL CBOM Bepcun byayuiero. Kak, Hanpumep,
B Bugeopabote Inverso Mundus (2015) nssectHbix XyaoxxHukoB AES+F, koTopas
3akaH4MBaeTCs Kaapamu, Korga 3eMio 1 ofaei HakpbiBaloT MMraHTCcKme
pagunonapun, HanoMuHaroLme Bupyc. «Pagmnonsprum B 3ToM NpoekTe No3arMCTBOBaHbI
C rpaBlop HEMELKOro y4eHoro dpHcTa [F'ekkens, KOTopbI nccnenoBan opeBHNe
MUKpoopraHuamebl. M, no noruke Inverso Mundus, Mbl npeBpaTuan 3T HEBUAMMbIE,
NpakTU4YeCcKn, OPraHn3mbl B OFPOMHbIE HE TO CYLLIECTBA, HE TO KOHCTPYKLUN, KOTOpbIe
NpubbIBalOT K HaM U3 KOCMOCa, TO €CTb, MO CYTU, 3TO MHO3EMHOE HallecTBue», —
KOMMEHTUPYIOT XyOOXXHUKW. Benepn 3a naHgemunen gomkHa nocnenosartb U ocTanbHas
Lenoyka cobbITUIA, HEMPEMEHHO BeayLLlasn K KOHLY CBeTa 1 YeMY-TO HOBOMY, —

CMeHa coumanbHbIX POsien, MHOMTAHETHOE HaLLIECTBNE, IKOJIornyeckas karactpoda.
Tak nnm nHade Bce 3TO XyLOXXHUKM Y>Ke NpeayyBCTBOBaNN B CBOMX MPOLLIbIX
npoekTax. Hoeasi >xkmBonucHasa paboTa XyA0o>KHUKOB, NPeACTaBIeHHas Ha BbiCTaBKe
«YpesBblyanHoe NonoXXeHne», BXoanT B LMK «CesleHHas anneropus» (2011-
2012). 310 ponras KuHemarorpadgmyeckas Bapmaums Ha TeMy OAHOUMEHHON
KapTuHbl >xoBaHHn BennnHn (1490-1500, Manepes Yddurum, GnopeHums),

koTopyto AES+F nepeocmbicnnnm kak aHTasnio 0 COBPEMEHHOM YNCTUNNLLE,
pacnofaratroLLleMcs B 3ane oXXngaHus asponopTa. [[naBHas cocTasnsioLas

npoekTa — BUAEOUHCTaNNAUMM, CO34aHHbIE C NMOMOLLbIO KOMMBLIOTEPHO aHMMaLnK,
a TaKXKe cepusi XXMBonucK. MnaBHble repon HOBOW XXMBOMMUCU — CTHOApAeCChl N3
«KocMunyeckoin oguccen» CtaHnm Kybpuka n MnageHewu-MyTaHT. «Ham kaxeTcs, Mup
He By[eT O4YeHb MOXOX Ha BCe hyTypUCTUYECKME BU3Yann3aumm, KOTopble Mbl BUAENN
HaunHas ¢ 1920-x rogos. Bce 6yneT HaMHOro 6osbLUE NOXOXXE HA MUP, B KOTOPOM
Mbl CYLLIECTBYEM ceivac, HO y Hac byneT He 11, a 214 iPhone, kakne-To BeLw,
CBsI3aHHble C Haweln buonorunein, nameHsTcs. Nonos 1 reHgepos OyaeT He OBa, He
TPWU N He NATb, @ HAMHOro bonblue... YacTb nogen byoyT, hakTnyeckn, 6eccMepTHbl,
rnaBHOE, HACKOJbKO Ha BCeX ByAeT xBaTaTb 3TUX NOTPSCAIOLLMNX TEXHONOMMYECKNX
BO3MO>KHOCTEWN», — TaKOW NPOrHo3 Ha bynyLllee gatoT TaTbsiHa Ap3amacoBa,

JleB EB3oBu4, EBreHnin Ceatckuin n Bnagnmup ®purakec.

FO>xHOKOpenckuin xygoxHuk CyaHr Yxse co3gaeT cloppeanncTnyeckmne
rmbpuaHble cKynbnTypbl Ntogen 6yayuiero. OH KOMBMHUPYET COBEPLUEHHO pPa3Hble
aHaTOMUWYECKMe YacTu YenoBeKa, XNBOTHbIX 1 NPeaMETOB U BU3yann3upyeT CBou
paccy>neHus o ByayLemM YenoBe4EeCKOro Tena, KOTOPOe CMOXET COEANHATLCS C
NCKYCCTBEHHbIMW opraHamu, MaluMHaMn 1 gaxKe C NCKYCCTBEHHbIM MHTESNEKTOM.
Korga aTo npousongeT, onpegeneHne Tena, CyobekTa n CO3HaHUs TakKe N3MEHUTCS.
«Jlrogn HayyaTcs MHOMMM BeLlaMm, B3rNsiHyT Ha BCe nog ApyriMm yriom. [laxe Ha Takue
BeLLW, Kak 0bLueHMe Ha pacCcTosiHUM», — KOMMeHTUpyeT CyaHr YUxBe cerogHsiliHee
COCTOsIHME 1 Halle byayLiee.

Ha Bonpoc, 4To XAeT Hac Yepes OecsTb, CTO U ThiCAYY NET, XYA0XKHUK
Hukonan OHWLEHKO BbIABUHYN CneaytoLlee npeackasaxve: «[ymato, yepes gecsTb
JeT NpoAomKMTCs 6onee rnybokoe cpacTaHne YenoBeka C TEXHONOrMSAMU. Yxe
celyac BMnoJsiHe MOXHO cKasaTb, YTO ainOoH CTan NPOAC/IKEHNEM YENOBEYECKOMN
pyKW, Tak 4To ByayLlee y>xxe HacTynuno, ganblue 3To 6yaeT pasBnBaThbCs eLle
rnyoxe. Yepes Tbica4y NeT Mbl, CKOpee BCero, CTaHeM 6€CCMEPTHbIMU NMyTEM
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NOSIHOrO OTAENEHNSI CO3HaHWNS OT Tena, YTO-TO BPOAE NMOIHOrO NPOXUBaHNS
B aflbTEPHaTUBHbIX PeasibHOCTSX, Kak B Bugeourpax». B ceonx pabotax OHULLEHKO
4YacTo 3arnagpiBaeT Ha TEPPUTOPUIO HEMO3HAHHOMO N HEM3BECTHOIO, OTBEYasa Ha Hero
CBOVIMUW BU3YasibHbIMU MHTEPNPETALNAMU.

Cepus apknx ToHOO u3 npoekTa «[lepeBasn» OTCbINAET K HEN3Yy4YeHHbIM
ABMEHNSIM NPUPOLbLI UNN CBEPXbECTECTBEHHOMY. B ogHOM 13 cBonx paboT-
MucTudmrkaumn «@obusa Barnaga» (2017) XxyAo>XKHUK OnuvcbkiBan NCTOPUO HANOEHHOMO
B 40-e rogbl MUHepana, KOTopbIi MHOIO SIET N3YyYasnin COBETCKME YUYEHbIE.

Bce, HaxopgsLmecs B opeone psagoM ¢ MMHepanoMm, UCNbITbiBanu oLwyLleHve, 6yaro
3a HMMK HabnopatoT. «Yepes 1x rnasa KTo-To HabnoaaeT 3a oKpy>XXaroLwymm 1 3a
HVMW cCaMnMK», — TaK KOMMEHTMpoBann odesunaubl. lNocne 1974 roga mmHepan
ncyes n3 Mocksbl 1 nossuscs noadxe B CLUA. A cnycTsa HECKONbKO AECATUNETUI
koMnaHust Apple nCnonb3yeT a/IEMEHT MUHepana B NPOU3BOACTBE JIMH3 A1 KaMep
cBoew npoaykunn. Bce 310 BNonHe oTBevaeT Teopun passutus ByayLiero Kak
KpUNTOKpaTUn: BTOPXKEHNE NPULLENbLEB AaBHO HA4asrloCb M B HACTOSALLMIA MOMEHT
NPONCXOAWT ero «TanHasa asa», npegwecTsyowas NoHOMacLUTabHOMY BTOPXKEHWIO,
«KOTOPOE HaYyHEeTCS, Korga MHOMIaHeTSIHE COBepyT [OCTATOUHO MHopMauun».
OpHa 13 cambix NONynsAPHbIX flereHd BO3MOXXHOMo 6yayLlero — aTo nosiBneHne

Ha Hallen NnaHeTe BHE3EMHbIX LMBUIN3AUNA, NN «3E€NEHBIX YEIOBEYKOB».
Mpepnockinkon K ngee BTOPXXEHWS NOCNY>XUIo oTKpbITue ewe B 1877 rogy
UTaNbSHCKNM acTPOHOMOM [IxxoBaHHM Ckuanapesnnm CNoXHOW CETU KaHanoB

Ha nosepxHOCTW Mapca 1 BO3HUKHOBEHWNE NPEANONOXEHNS O BbICOKOPa3BUTON
WHOMMaHETHOM UMBMAN3aLmMmn, NOCTpomBLLEN 3Ty ceTb. CnycTs MHOMO NeT Ha
OCHOBE 3TON TeoPUM BO3HNK OOUH U3 CaMblX PaHHWX MPMMEepPOoB ncesaonpasibl.

B 1938 rogy nog pykosogcTeom pagunopexuccepa OpcoHa Yannca 6bina cosgaHa
paguonocTaHoBKa aHTacTmyeckoro pomaHa NepbepTta Yannca «BonHa MupoB»,

B KOTOPOW ONUCLIBASIOCH BTOPXKEHMWE XOPOLLO BOOPYXXEHHBLIX MapcuaH B AHIMIO.
TpaHcnaums ee B NpsiMom 3cmpe 6blnia BOCMPUHATA CRyLIaTENSIMU Kak peasnbHbIi
HOBOCTHOW penopTax, u 6onee MnMoHa xxutenen cesepo-soctoka CLLUA nosepunm
B HanageHne MapcuaH.

XyOo>XXHUKU-NpeacKasaTenn YacTo BbIXOOAT B CBOMX PACCY>XXAEHUAX
0 byayLiem 3a npeaenbl HaWero NOBCEAHEBHOO NPOCTPaHCTBEHHO-BPEMEHHOIO
KOHTUHYyMma 1 onbiTa. Hanpumep, cepus xnsonncu «PoxaeHne Hosoro 6ora»
MON0J0M XyOoXKHULBI BukTOopun Kowenesom NnoBeCTBYET O NOSIBNIEHUN Yero-

TO HOBOIO, MPU3PaYHOro, 3arafo4yHOro N HEMPEMEHHO NMEIOLLLEro 3eMeHbIn U

CuHWN okpac. B paboTe xypoxxHuka LLlesan OaByn «<HascTpeuy BO3MOXKHOMY
dnnbmy» (2014), oencTBUe KOTOPOro NpomcxoouT y nobepexxbst ropoga Cnam-
Nd-H1 B MapoKKO, CUHEKOXXNE KOCMOHAaBTbI B 30/10ThbIX KOCTIOMaXx MosiBNSAOTCA Ha
6epery n3 KpacHoro necka u CTaskmatoTCs C MPUCTaNIbHLIMI B3rNs4amMmy MECTHbIX
obuTaTenei, KOTopble B APOCTY MpbIraloT BBEPX-BHN3 NpY BUAeE 3aragoyHbIX
yy>kakoB. Ko BceMy npoyeMy MexXay «4y>KMU» U «CBOUMIU» BO3HNKAET NPEPbIBUCTbLIN
MOHoJs10r Ha 6epbepCKoM guanekTe Tamasnrxta — s3blke, KOTOPbIA NepexkmsBaeT
cenyac BTopoe poxxaeHne B MapoKKo 1 ApeBHME KOPHU KOTOPOro OCTaloTCs
Hen3BeCTHbIMU (HECMOTPS Ha NPEeANoIoXKEeHNe, YTO OH MPOVNCXOAMUT OT NOTEPSHHON
(PVHUKMINCKON KyNbTYpbl, KOraa-To NpoCTUpaBLUencs BnIoTb 40 MeKCKaHCKOro
3anusa). PunbM OJHOBPEMEHHO SBSETCH M NpoeKumen B fanekoe byayllee 3a cuet
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CTUAM3aUMN Nopf, Hay4Hyto haHTaCTUKY, HO HA CaMOM fefe paccKasblBaeT O NPUHATAN
OpYroro n o6LmMx MOMEHTax UCTOPU.

Lpyras Teopnsi BO3SMOXXHOro 6yayLiero, ¢ KOTopon paboTaeT XyAoXKHNK
LLlesan OaByn, cBasaHa c Teopuen TeppacdopMmpoBaHus (agantauum apyrmx
nnaHeT gnsa NPoXXuBaHus niogsmi). YenoseyecTso 6yaeT eCTeCTBEHHbIM
06pa3omM CTPEMUTLCS K NepeMELLEHNIO B 6oiee KOM(OPTHbIE YCNOBUSI B CBSI3N
C Hens3beXXHbIMU N3MEHEHSIMUN pa3MepoB 1 akTuBHocTY ConHua, KoTopble
ype3BblyariHO NOBNUSIOT HA YCNOBUS XM3HN Ha 3emne. Ha ocHoBe aToln Teopun
BO3HUK ero umkn punbmos «JleBnadan» (2017). OH nocssLweH byayLiemy nocne
KaTacTpodbl CONMHEYHOWN CUCTEMbI U NpeacTasnseT mup Yepes 20-50 ner.

Kaxxabln hunsibM — 3TO BbIMbILAEHHbIN pacckas OT MMEHW OOHOMo NepcoHaxa,
KOTOPbIV TLWLATENbHO NepensieTaeTcs C apXMBHbIMIU Kagpamu, CBA3biBas
Ha[BUraoLLMNCS NPU3paK paspyLLeHnst KnmMaTa 1 9KoI0rum ¢ UCToOpUsSIMin
Yyenoseyeckoro MacwTaba. [ns cosgaHma aToro NpoekTa XyaoXKHWK paboTan
COBMECTHO C MOPCKUMK Buonoramm, okeaHorpadamu, noantonoramu, unocodamu,
HeBpoioramv 1 TpaBMaToNoramu.

«HOoBBIN MUP», KOTOPbIN BO3HUKHET MNOC/IE YHUHTOXEHHOIO YENOBEYECTBOM
Hallero mMupa, SBfsieTCs rnaBHOM TeMon paboT xyaoxkHuka Mukennca ®uwepca
(Mikelis Fisers). KommeHTnpys cerogHsiluiHee nonoxeHne gen 8 anoxy COVID-19,
XYOOXHUK NPU3HANCS, YTO XAan BCIO XXN3Hb Yero-To «KatacTpopUYyHOro» 1 BOT OHO
HaCTynumo: «5, KOHEYHO, XAan 3Toro BCo XXM3Hb. OHO Tak nanM nHaye SOMMKHO 6biio
npon3onTn. ECTb Xe 04eHb MHOro cnoco6oB B HalLeM MUPe, KOTOPbIE NO3BONSAIOT
He oymaTb O CyLleCcTBEeHHOM. MbICNM KpYTATCA B MOEW rofioBe Kapycenbto,

1 51 NX NepemarnbiBalo MOCTOSIHHO — CMepTb, MMbesb YenoBevecTBa, 9KoIors
nepemeLLBaloTCs € NMYHbIMU UcTopnsMu. OHM eCTb BO MHE, 1, YTOBbI OHMN MEHS

He Cbenv, NPUXOOUTCS YacTb BbINieckmBaTb B paboTbl». Mukenuc BoicTpanBaeT
CBOIO MUCONOrnO OT NPOEKTa K NPOEKTY O HOBbIX (hOPMaXx >XXM3HU Ha PynHaX Haluewn
umsunmn3aumu. MNpuwenbubl, PENTUIOWAbI, ALWEPbI, CHEXHbIE N0AN YONBIEHHO
cMoTpsT Ha MNMupamuabl n Ctery Mnaya, e3gaT Ha cureesix MMMo Jndeneson 6alluHn
n norotuna Chanel, onbinstoT 6aHaHbl B NPOTUBOrasax, MeguTupyoT 1 XXUBYT
BMOIHE NOJSIHOLEHHOWN XXU3HbIO Ha BbIPE3aHHbIX BPYYHYIO AePeBAHHbIX AOLLeYKaXx.
Y10 >Xe kacaeTcs byayLiero, To Mukenuc npegnaraet nogymartb O ABYX BO3MOXHbIX
cueHapusx: «CKy4YHbI BApyaHT, eCnv BCe NPOAOMKAEeTCs BOHAMN U rogamu.
VicTopus Bcex haHTacTMyYecKux punbMoB, He TeX, KOTOpble NPO 30M6u, a Tex, rae
NpPO OpYy>ue, MPO TEXHOIOMU, KOraa nobedsT U OCTaHyTCs TONIbKO OPaHryTaHru

¢ aBTomaramu. BoT TyT n ByaeT noxoxe Ha Halle COCTOsiHUe, Korga Mbl CTOUM nepeq
nMpamMmaamm U HUYEro He NoHMMaem. Heckonbko NokoneHun 6yoyT CMOTPETb Ha
PYWHbI HALIMX rOPOA0B U NPEKSIOHATLCS, HO HEe MOHUMAaTb, YTO 3TO Takoe. Kak auteku
Mcnonb3oBany NMpaMmabl Kak LepeMOHNanbHbIE LEHTPbI, MOHMMAas!, YTO Hado
MOKJ/OHATLCS, BEAb KTO-TO CO34an UX, U 3TOT KTO-TO Kpyye. A camblil pagoCTHbIN
BapuaHT, ecnin 6bl BCe BPyOUNNCH, YTO HAO0 UYTO-TO MEHSTb».

XygooxHuua JTiogmnna BapoHuHa co3gaeT ansTepHaTUBHbLIE MOLENN
NPOCTPAaHCTB 1 Ntogen byayLiero, paboTtas ¢ OrpOMHbIM KONMYECTBOM apXMBHbIX
MaTepuanoB — CpegHEBEKOBbLIMW FpaBlopamMu, ApeBHEErMneTCKUMN prucyHKamm
Ha nanupyce, U3obpaxxeHnsaMr 13 xenTomn npeccol. PaboTbl BapoHuHo nsobpaxaroT
cpeny 1 cuTyaummn, KOTopblX, BO3MOXXHO, HUKOrAa 1 He Bb110, HO KOTOpble SBASIOTCA
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N3HaHKOW CobbITUIA cerogHsiliHero gHs. B cBomx paboTtax, coyeTaromx pasnyHble
HanpaB.fIeHNs1 N TEXHUKU, KOTOPbIE CK1aapIBalOTCS B aBTOPCKYIO XYL0XXECTBEHHYIO
CUCTEMY, XYAOXKHMLA NOKa3bIBAET TOHKYIO rPaHb MeXay pPeanbHOCTLIO N BbIMbICSIOM,
Cco34aHHyto cunol BoobpaxkeHusi. Ha paboTtax Ha TkaHn bapoHnHa nomeLlaeT cBomx
NnepcoHaXkeln B MPOCTPaHCTBO Nnapka aTTpakuUoHOB, KOTOPbIN CUMBOIU3NPYET
OAHOBPEMEHHO LMKIMYHOCTb U HECTABUIBHOCTb COBPEMEHHOW COLMANbHOM

N NOANTUYECKON XN3HW. JTiogn Ha Kapycenn MyTupoBanu 1 NpeBpaTuancsL B
MOHCTPOB, CMeLIannCcb ¢ MUPNYECKUMI CYLLLECTBAMU N HAXOASTCHA B COCTOSIHUN
6e3nymHoro Becenbs. MacwTtabHoe naHHO Ha TKaHW nog Ha3BaHuem «1.1»
HaNOMMHAET O TOM, YTO BCE TaKn XyOOXXHUKN-NpeackasaTeny Ha caMmoMm aene
XYAOXXHUKN-MUCTUUKATOPbI, 8 MyTauuin Ham He MMHOBAaTb.

OcTaBasich B npegenax MOKbIOMEHTapu, XyLOXKHUKN He TONbKO
PEKOHCTPYMPYIOT NPOLLIOE U NPOrHO3MpPYoT ByayLiee, HO 1 NEPEOCMbICIINBAIOT
OCTpPbl€ MOMEHTbI HACTOSALLErO 1 CO3HATENBbHO 060CTPSAOT NPOBIEMHbIE 30HbI.
Xypoxnuua YnbsiHa NopgkopbiToBa obpallaeTcs K «noCcTgonbKopy» B KOHTEKCTE
COBPEMEHHON KYbTypbl — WHTEPHET-MeMaM, cnamy, (penkoBbiM HOBOCTSM
WHTEPHET-NOPTaNOB 1 couceTen. Ee nocnegHuin nepcdopmaHc «[eHepaTtop X0n104HOro
TyMaHa» Npoxogusn B NpsiMom adupe B cambll pasrap BeceHHen naHgemunn B Poccun.
XygooxHuua cobpana 1 nogenunacb caMmbiMy raBHbIMY HOBOCTSAMMN, KOTOPbIX
ellle HMKTO HMKOr4a He Criblwan: OT HacyLHbIX, Ha 3106y gHsa «OcTaBancs goma
Ha 15 gHen nnn oTNpaBnancs B TIOPbMY Ha 5 NeT» 40 MUCTUYECKMN-TPEBOXXHbIX
«OpgyBaHYKN-MyTaHTbl Hanyranu Hapog, nog, lNMogonsckom, OpexoBo-3yeBo
1 no Bcemy NogmMockoBblo». ViNno3us peanbHOCTM CBOAKM HOBOCTEN BO3HMKAET
B Havasle, Korga coobLeHns CANWKOM 6M3KK K NpaBgae, HO NOCTENEHHO NPOoLEeHTHas
cocTaBnsoLLan denka Ha4YMHaEeT 3alKkanmBaTb 1 NepecTaeT NOAAEPKNBaTb
BUOUMOCTb NPaBauUBOCTM.

Mpuapak HakannmBaemMoro Hanpsi>XeHnst 1 oBeAeHHbIX [0 abcypaa HOBOCTEN
CTaHOBWTCS OTNpPaBHON TOYKOM B paboTax xynoxHuka Cepresi lNpokodbera.

«ECTb owyuleHne Kpaxa, 1 s 6bl onucan sce Yl ogHUM 3TIM CNOBOCOYETAHNEM.
Camoe 6a30Boe /151 MeHsI OLLyLLEHNE, KOTOPOe eCTb B MOMX paboTax, nepexoant

OT NpoeKTa K MPOeKTY N KOTOPOoE 51 ,Konak“ co BCEX CTOPOH, — 3TO HanpsiKeHune.
Hanpsi>keHune n sHeprusi», — pacckasblBaeT Xyno>KHUK. OCHOBOI HOBOW cepumn

3D o6bekToB PHOBIA ctanm cobbitus, nponsowegwne B 3Tom rogy B AHrnm, Korga
noan ctann xedb BoilWKN 5G B pedysibTarte pacnpocTpaHEHNS KOHCMMPOIOrMYecKom
Teopun O TOM, YTO OHWN He TONbKO MPUBOASAT K MyTauusiM, HO U PacrnpoCTPaHsaoT
KOpOHaBMpyC cBOUM u3nyyeHneM. lNpenckasbisas bynyluee, XyAOKHUK CYATAET,

YTO Yepes CTO NIET TEXHOKpATMYECKAsi COCTaBNSOLWasn yNpeTcsl B CBOEN Npegern.

«[1o Teopnn MakntosHa Hac XXOET cpacTaHue C rag>xetamMmu, KOTOpbl€ Mbl BbIHECU
BOBHe, a Ternepb OHM ByaoyT BO3BpaLLaTbCs 06paTHO B Hac. YenoBeKy Hy>KHbI
6onblre ngen. HayHeTca ocBoeHne AOCTYMHbIX MaHET, YTOObI Kak MUHUMYM
pasrpys3nTb Hally naaHeTy, NOTOMY YTO BPSiA I B paMKax pocTa OCO3HaHHOCTU
OyayT KpynHble BOVHbI, KOTOPbIE MOMM Obl, Kak /IeCHble NOXXapbl, KOPPEKTMPOBATb
UYNCNEHHOCTb HaceneHns. A HaCYEeT TbICAYM NET, PasyM YeNTOBEYECKUI HACTONBLKO
CUNBHO N3MEHUNTCS, YTO Mbl OBpPETEM YETBEPTOE N3MEHEHNE U BCS BCENEHHAs CTaHET
Hawwum gomom. Moxmeem — yBugum!» — nobasnset Cepren.
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Wcnonb3aysa pasHble Meaua 1 ¢ pasHoi cTeneHbo haHTacTUYHOCT
COBpEeMeHHbIe XYA0XHUKI Npen/iaraloT CBOW CLEeHapuy NpoLwsioro n 6yayLuiero,
KOTOPOE BCe HMKaK He HacTynuT. Ecin XygoXKHWKN BpeMeH Bo3poxkaeHus 6bin
NOPOXKAEHNEM «3MOXM, KOTOPas Hy>KAanack B TUTaHax 1 KOTopas nopoguna TUTaHoB
MO CWe MbICI, CTPACTHOCTU U XapakTepy, N0 MHOrOCTOPOHHOCTU U Y4EHOCTU»,

TO O4YEeBUAHO Halla anoxa HyXaaeTcs B o6MaHe 1 60/blue He Hy>XaaeTcst
B NpuBneKaTensHOM GyaylueM, o6pas KOTOPOro NoTepsil SHEPIU0 Hagexabl
Ha Nporpecc, HecyLMii BceobLuee cyacTbe.

KpuctnHa PomaHoBa
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FACTS AND FICTIONS

AES+F, Lyudmila Baronina, Mikelis FiSers, Victoria Kosheleva, Nikolay Onischenko,
Uliana Podkorytova, Sergei Prokofiev

We’ll wait and see!

“Factsand Fictions” section is devoted to the aspirations of looking into the
unknown, finding out how it all began, and imagining how it is going to end. Times of
change tend to become catalysts for the emergence of new predictions and myths.
In the recent past, a separate genre of mockumentary appeared in the cinema, uniting
all films with imitation of documentary, falsification and hoax. This genre has adapted
so well and gained popularity so much so that modern artists do not bypass this
unique method. Through the found photo and video archives, real and cooked-up
diaries, texts and artifacts, they build their own mythology, which then takes the form
of films, photo projects, books and multi-component installations.

Problems accumulated by humankind and the inevitable end of civilization
were reflected in the genres of apocalypse and post-apocalypse: usage of weapons
designed for mass destruction, invasion of aliens, uprising of cars, a pandemic, fall of
an asteroid, massive emergence of prehistoric monsters, climatic or other disasters.
The present turbulent state was no exception. Despite the advice of the German
painter and graphic artist Albrecht Durer about science fiction in art—*"you need to
avoid all that is excessive, for example, if you wanted to give someone three eyes,
three hands, three legs” —modern mystification artists, myth-makers and fortune
tellers work with all kinds of truths and fictions.

Infodemic is a large number of rumors, including panic, fake news, jokes—any
texts that accompany some important event. In the situation of the pandemic and the
world after it, such a phenomenon inexorably increases in scale and often, as in the
case of Russia, precede the event itself. Following the rapidly spreading fakes and
myths, when the number of panic messages reaches its maximum, a series of anti-
fakes inevitably comes, and we stop believing in anything. Following the principle of
infodemic, with the creation and distribution of fake news, artists reveal the infinite
potential of finding new meanings in current and past historical events.

Alongside infodemic, there is a phenomenon called “futury shock” —a shock
of the future and a stunning confusion that comes from the realization of an
unexpected offensive of the previously mentioned future. Artists-predictors turn our
attention to countless bewitching scenarios of an alternative future. There are always
cases when the prophecies come true, and it is up to art to create new meanings
ahead of news reports, because “what has already become news, cannot be an object
of art,” the artists of AES+F comment.

The works presented at the State of Emergency exhibition are only a small
part of the whole world of “truths and fiction” in the context of contemporary Russian
and foreign art. A brief excursion on the works of artists-mystificators and myth-
makers will be presented in the first part of this text—“Imaginary Past”, followed by
artists-prophets—in the second part under the title “Imaginary Future”.

Imaginary past
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History is filled with uncharted and unexplored, and therefore not
completely reliable, which means that history can be questioned, deconstructed and
reconstructed anew. While in the present, we constantly encounter echoes of the past:
long-forgotten and faded patterns have not disappeared anywhere, they unexpectedly
return time and time again—and will always do so.

A lover of confusing the spectator—Lithuanian artist Deimantas Narkevicius—
easily manages to turn the mind upside down in just seven minutes. At first glance it
seems like the main theme of Narkevicius’ work is the issue and history of Lithuania
as a post-communist East European country. However, things a much more complex:
it all started with the artist working with video beginning from the late 1990s and
becoming a master of work on the deconstruction of the past, calling into question
our present. “For me, the story is very important, but rather it is a context. It is what
you would call «what if» ... Even if | use some documents, film documents in particular,
| want the event to open in front of the audience in some other way,” says Deimantas
Narkevicius in his recent interview on his work titled The Effect of an Unexploded
Bombshell. The one and only character in the film is the soldier, who, previously
serving at the Lithuanian military base, makes come to life what hadn’t happened in
real history—launches a missile. The film is a fantasy-rethinking of “what could have
happened if ...” under the title which refers to the times of Cold War—the period of the
conflict that did not happen in both metaphorical and literal sense.

Pseudo-documentary or post-documentary projects of artists seek to shed
light onto controversial military and territorial conflicts. For example, Walid Raad,

a professor and artist, winner of the popular Hasselblad Prize in Photography, has
been working on the topic for the past 30 years. His most famous project is the
Atlas group, a fictional association of historians who work with discovered post-war
materials. He mixes facts and fiction with incredible skill, combines texts and quotes
of Lebanese artists, historians, writers, architects collected for the past 50 years and
tells the story of a clash between Muslim and Christian communities in Lebanon.

The issue of documentary in the field of photographic imagery has always
been very acute. In the analogous era, the second watch on a hand raising a flag
above the Reichstag was skillfully removed from military photography, the heroes
mysteriously disappeared from the official photo, and the report often became
a specific genre —“staged report”. Nevertheless, photography maintains a high status
of credibility in perception of the viewers, even taking into account all the possible
manipulations that can be performed with analog and digital images.

In the Maps and Territory project (2014), photographer Maxim Sher reinterprets
historical facts of Siege of Leningrad during World War Il. The project tells about a
group of photographers as one of the counter-revolutionary organizations. Discovered
originals of air photographs, maps of Leningrad, texts, documents are mixed with
photographs made more than seventy years later, diagrams, documents of special
services, videos, collages, which completely confuse the audience in the authenticity
of the story presented. Sher tried to show one of the techniques of falsification the
special services used, thus questioning a concept of “document of history”, “reality” of
history. “Documents must be believed in by definition. |, in turn, simply fake a fake in
order to somehow “distinguish” it methodologically,” the photographer tells about the
original documents, which were the foundation of the project and made him come up
with a new method of working with that kind of materials.
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In Memoirs of Yan Khtovich mockumentary-story about pigeon-spies of
photographer Asya Zhetvina, a secret special operation of intelligence services during
the Second World War was consistently described, which consisted of training and
implanting special microchips in carrier pigeons to transmit signals to the headquarters
of the German army. The research team of ornithologists was allegedly led by
the great-grandfather of the author of the hoax, Yan Khtovich.

The topic of parallel history has been one of the important directions of
the Agency of Singular Investigations (Stanislav Shuripa, Anna Titova) since 2014.
Artists study “gray areas” between truths and fiction, creating spaces of alternative
history. “The world has failed to cope with openness, it has stratified, divided into
fragments and contexts. ASI has special departments that study these phenomena,
possible adaptation scenarios, emergent subjectivities that can live and evolve at the
borders of these faults. “The future now is something corporate, incomprehensible,
blurry and ...”, — Anna Titova comments on agency’s recent project Flower Power.
Archive (2019). The project and the exhibition, both under the same name, were
dedicated to an imaginary world secret society, which operated actively in the 60s
in the USSR, and maybe still exists. At the heart of the Flower Power movement
(translated from English—“the power of flowers”) was faith in the ability of plants to
influence political events.

Hypotheses about the existence of special sects and groups of people,
individual outstanding heroes in the past and present add up to a special genre of
artistic hoaxes. For example, the Sharover project by Daria Pavlova (2016) is based on
a fictional story about a sect that existed in Kronstadt in the late 1960s. Its members
explored the inner space of their consciousness and tried to move from a focusing
perception to a spherical one. To do this, they used the device “sharoscope”, spherical
drawings and a specific way of concentration.

Imperceptibly, artists rethink the past, the present and move on to
a hypothetical future. For example, the act of the film Mad Mimes by Dmitry
Venkov (2012) takes place not only in our time, but also very close to the center of
the capital. The project is dedicated to an anthropological study of a pagan tribe
living among stunted trees on the side of MKAD and practicing cargo cult. Filming
of interviews of “anthropological scientists” is combined with filming of the “habitat”
of a fictional tribe. We see material life of the tribe, which completely consists of
objects that fall on the side of the road—trash, wreckage of cars, traffic signs. And
then the viewer witnesses the ritual ceremonies that reflect the life of the road and the
archetypes of a trucker, traffic police inspector, road worker. The level of insanity is so
shocking that it makes the viewer experience a complex mixture of disbelief and the
desire to trust.

Can we trust alternative history? It seems hardly possible, and yet everything
is so seamlessly built by artists that it sometimes looks more real than reality itself.

It is not only the utopian component of the work that offers an alternative, but unlike
the classical works—the book of the same name by Thomas More or Tommaso
Campanella’s City of the Sun—is not always the best present. The reason being
that fake has penetrated our lives so much that it is becoming increasingly difficult
to distinguish truth from fiction. There can be other mokumental art projects where
there is so much fiction that the boundaries of the permitted “breadth of deception”
are erased.
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Perhaps the best illustration of such a project is the work Treasures from the
Wreck of the Unbelievable by Damien Hirst. The exhibition was presented as a multi-
layer labyrinth of treasures from a ship that sank 2,000 years ago and was discovered
in 2008. The exhibition hall housed sculptures with corals growing all over them,
historical objects, photographs and even videos of the “rescuing” of the collection of
works of art found at the bottom off the coast of East Africa, supposedly belonging
to a liberated slave named Sif Amotan Il. After visiting the exhibition, examining the
wh ole variety and exhibits and “evidence” of an incredible story, there is no doubt
about the authenticity of what happened. Mad in scale and absolutely incredible
in embodiment, the artistic mystification of Damien Hirst (according to Artnet.com,
special rescue ships were hired to lower the giant bronze statues to the bottom of the
Indian Ocean) shows that the modern artist told a qualitatively staged story and you’d
have to have no faith in him.

Imaginary future

Artists are faced with the task of immersing the viewer in the space of
alternative history or offering their own versions of the future. As, for example,
in the Inverso Mundus video work (2015) by famous artists AES+F, which ends with
shots when the earth and people are covered with giant radiolaria resembling a virus.
“Radiolaria in this project are borrowed from the engravings of the German scientist
Ernst Haeckel, who studied ancient microorganisms. And, according to the logic of
Inverso Mundus, we turned these almost invisible organisms into huge creatures,
constructions that come to us from outer space, that is, in fact, an alien invasion,”
the artists comment. The pandemic should be followed by the rest of the events in the
chain, which will certainly lead to the end of the world and something new—a change
of social roles, an alien invasion, an environmental disaster. One way or another, artists
already foresaw all this in their past projects. The new work by artists presented at the
exhibition State of Emergency is included in the cycle Sacred Allegory (2011-2012).
It is a long cinematic variation on the theme of the painting of the same name by
Giovanni Bellini (1490-1500, Uffizi Gallery, Florence), which AES+F rethought as
a fantasy of modern purgatory, located in the airport lounge. The main component of
the project is video installations created using computer animation, as well as a series
of paintings. The main characters of the new painting are stewardesses from Stanley
Kubrick’s Space Odyssey and the mutant baby. “It seems to us that the world will not
be very similar to all the futuristic visualizations that we have seen since the 1920s.
Everything will be much more like the world in which we exist today, but we will have
not 11, but 214 iPhone, some things related to our biology will change. There will be
not two sexes or genders, not three and not five, but many more ... Some people
will actually be immortal, the main thing is how much of these amazing technological
opportunities will be available to everyone,” Tatyana Arzamasova, Lev Evzovich,
Eugene Svyatsky and Vladimir Fridkes give their forecast for the future.

South Korean artist Xooang Choi creates surreal hybrid sculptures of
the people of the future. He combines different anatomical parts of humans, animals
and objects and visualizes his reasoning about the future of the human body, which
will be able to connect with artificial organs, machines and even with artificial
intelligence. When that happens, the definition of body, subject, and consciousness
will also change. “People will learn many things, will look at everything from a different
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angle. Even things like communication from a distance,” commented Xooang Choi on
the current state and our future.

To the question of what awaits us in 10, 100 and 1000 years, artist Nikolay
Onischenko has put forward the following prediction: “I think that in 10 years, a deeper
intergrowth of human with technology will continue. It is already quite possible to
say that the iPhone has become a continuation of the human hand, so the future has
already come, and it will develop further even further. In 1000 years, we are likely to
become immortal through the complete separation of consciousness from the body, a
kind of full living in alternative realities, like in video games.” In his works, Onishchenko
often looks at the territory of the unknown, answering it with his visual interpretations.

A series of bright tondos from the Pass project refers to unexplored natural
phenomena or the supernatural. In one of his works-hoaxes, Phobia of Vision (2017),
the artist told a story of a mineral found in the 40s, which was studied by Soviet
scientists for many years. Everyone in the area near the mineral felt as though they
were being watched. “Someone is watching others and themselves through their
eyes,” —eyewitnesses commented. After 1974, the mineral disappeared from Moscow
and later on appeared in the United States. And a few decades later, Apple uses
this mineral as one of its elements in the manufacture of lenses for its cameras.

All this aligns completely with the theory of the development of the future as a
cryptocracy: the alien invasion has long begun and its “secret phase” is taking place
at the moment, preceding the full-scale invasion, “which will begin when the aliens
will collect enough information.”

One of the most popular legends of the possible future is the appearance
of extraterrestrial civilizations, or “green men”, on our planet. A prerequisite for the
idea of invasion was the discovery, made in 1877 by the Italian astronomer Giovanni
Schiaparelli, of a complex network of channels on the surface of Mars and the
emergence of an assumption of a highly developed alien civilization that built this
network. Many years later, one of the earliest examples of pseudo-truths arose based
on this theory. In 1938, under the direction of radio director Orson Welles, a radio
production of Herbert Wells’ science fiction novel War of the Worlds was created,
which described the invasion of well-armed Martians in England. Its live broadcast was
perceived by the audience as a real news report, and more than a million people in the
northeastern United States believed in the Martian attack.

Artists-predictors often go beyond our everyday space-time continuum and
experience in their discussions of the future. For example, The Birth of a New God
painting series by a young artist Victoria Kosheleva tells the story of the appearance of
something new, ghostly, mysterious and certainly of a green and blue color. In Towards
the Possible Film work by Shezad Dawood (2014), which takes place off the coast of
Sidi-Ifni in Morocco, blue-skinned astronauts in golden suits appear on the shore of
red sand and face the gaze of local residents who are furiously jumping up and down
at the sight of mysterious strangers. On top of that, an intermittent monologue arises
between “strangers” and “friends” in Berber dialect Tamazight—a language that is now
undergoing a rebirth in Morocco and whose ancient roots remain unknown (despite the
assumption that it comes from a lost Phoenician culture, once extending all the way to
the Gulf of Mexico). The film is a projection into the distant future due to the stylization
of science fiction, but it also talks about the adoption of a different and general

134

moments of history.

Another theory of a possible future, with which Shezad Dawood works, is
connected to the theory of terraforming (adaptation of other planets for human living).
Humanity will naturally seek to move to more comfortable conditions due to inevitable
changes in the size and activity of the Sun, which will extremely affect the living
conditions on Earth. His film series Leviathan (2017) was created based on this theory.
It is dedicated to the future after the catastrophe of the solar system and represents
the world in 20-50 years. Each film is a fictional story on behalf of one character,
which is carefully interwoven with archival frames, linking the impending ghost of the
destruction of climate and ecology with stories of human scale. To create this project,
the artist worked together with marine biologists, oceanographers, political scientists,
philosophers, neurologists and traumatologists.

The “New World”, which will arise after our world is destroyed by humanity,
is the main theme of the work of Mikelis FiSers. Commenting on the current state
of affairs in the era of COVID-19, the artist admitted that he had been waiting for
something “catastrophic” his entire life and now it happened: “Of course, | have been
waiting for this all my life. It had to happen one way or another. There are so many
ways in our world that allow you not to think about the essentials. Thoughts revolve
in my head as a carousel, and | grind them constantly - death, destruction of humanity,
ecology are mixed with personal stories. They are in me, and | have to splash some
of them into my work so that they won’t eat me alive.” From project to project,

Mikelis builds his mythology on new forms of life on the ruins of our civilization.
Aliens, reptilians, lizards, snowmen look at the Pyramids and the Wailing Wall puzzled,
ride a Segway past the Eiffel Tower and the Chanel logo, pollinate bananas in gas
masks, meditate and live a full life on hand-carved wooden planks. As for the future,
Mikelis suggests thinking of two possible scenarios: “A boring option, if everything
continues in waves and years. The story of all science fiction films, not those about
zombies, but those about weapons, about technology, when only orangutans with
guns will win and remain. Here it will be similar to our state when we stand in front

of the pyramids and do not understand a thing. Several generations will look at the
ruins of our cities and bow, without so much as understanding what it is or why
they’re bowing. Like how the Aztecs used the pyramids as ceremonial centers,
understanding that they need to worship, because someone created them, and this
someone is cooler. And the most joyful option, if everyone had realized that something
needs to be changed.”

Lyudmila Baronina creates alternative models of spaces and people of
the future, working with a huge amount of archival materials—medieval engravings,
ancient Egyptian drawings on papyrus, images from the yellow press. Baronina’s
works depict the environment and situations that may never have happened, but
which are the other side of today’s events. In her works, combining the various
directions and techniques that form her authentic artistic system, the artist shows
a thin line between reality and fiction created by the power of imagination. In her works
on the fabric, Baronina places her characters in the space of an amusement park,
which symbolizes both the cyclical time and instability of modern social and political
life. People on the merry-go-round mutated and turned into monsters, mixed with
mythical creatures and appear to be in a state of thoughtless fun. A large-scale panel
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on the fabric called 7.7 reminds us that the artists-foretellers are in fact hoaxers,
and we cannot avoid mutations.

Whilst remaining within the limits of the mockumentary, artists not only
reconstruct the past and predict the future, but also rethink acute moments of the
present and deliberately aggravate problem areas. Uliyana Podkorytova refers to
“post-folklore” in the context of modern culture—Internet memes, spam, fake news
on Internet portals and social networks. Her latest performance, The Cold Mist
Generator, was broadcast live at the height of the spring pandemic in Russia. The
artist collected and shared the most important news that no one had ever heard
before: from the urgent, to spite the day “Stay home for 15 days or go to prison for 5
years” to the mysteriously disturbing “Mutant dandelions scared people near Podolsk,
Orekhovo-Zuevo and throughout the suburbs.” The illusion of the reality of the news
occurs at the beginning, when the messages are too close to the truth, but gradually
the percentage of the fake begins to grow immensely and ceases to maintain the
appearance of truthfulness.

The specter of accumulated tension and absurd news becomes the starting
point in the works Sergei Prokofiev. “There is a sense of collapse, and | would describe
the whole state of emergency with this single phrase. The most basic feeling for me,
which is in my works and is moving from project to project and which | “dig” from
all sides is tension. Tension and energy,” says the artist. The basis of the new series
of 3D objects of PHOBIA was the events that took place this year in England of this
year, when people began to burn 5G towers as a result of the spread of conspiracy
theory that they not only lead to mutations, but also spread the coronavirus with
their radiation. Predicting the future, the artist believes that in a hundred years the
technocratic component will reach its limit. “According to McLuhan theory, we are
waiting for intergrowth with gadgets that we have carried outside, and now they will
come back to us. A human needs big ideas. The development of accessible planets
will begin in order to at least relieve our planet, because it is unlikely that, as part of
the growth of awareness, there will be major wars that could, like forest fires, adjust
the population. And in about a thousand years, the human mind will change so much
that we will find the fourth dimension and the whole universe will become our home.
We’ll wait and see!” —Sergei adds.

Using different medias with varying degrees of fantastic, contemporary artists
offer their scenarios of the past and the future, which is yet to become. If the artists
of the Renaissance were the offspring of “an era that needed the titans and which
gave birth to the titans by the power of thought, passion and character, by versatility
and scholarship”, then our era obviously needs to be deceived and no longer needs
an attractive future whose image has long since lost its energy of hope for progress
that brings universal happiness.

Kristina Romanova
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Cepreli NMpokodbes
3 cepun PHOBIA
2020

3D-pyuKa, nnacTuk

Sergei Prokofiev
From the PHOBIA series

2020
3D pen, plastic
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Mwukennc ®uwepc
Sujepbl 3a60TSTCS O HapacTaroLeM
YyC/Ie He/10BEHECKOrO HaceleHsI
2014

Pesb6a no okpatleHHOMY
1 NONMPOBaHHOMY OEepPeBY
15x21cm

Mukennc ®uwepc
Ypok noBuHoBeHUs1
2014

Pesb6a no okpatleHHOMY
1 NONNPOBaHHOMY [iepeBy
29,7 x21 cm

Mukennc ®uwepc

DaLumCTbl OTAPABSIOT CHEXHBIX
Sirofen B Aanekuii KOCMoC

2014

Peab6a no okpatleHHOMy
1 MOSIMPOBAHHOMY fiepeBy
29,7 x21 cm
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Mikelis FiSers

Lizards Care about Human Population

Number Increase

2014

Wood, polished paint, carving
15x 21 cm

Mikelis Fisers

Hour of Obedience

2014

Wood, polished paint, carving
29.7 x21cm

Mikelis FiSers

Fascists Sending Yetis into
Outer Space

2014

Wood, polished paint, carving
29.7x21cm
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Hukonai OHUEeHKo
be3 Ha3BaHus

M3 npoekTa «[epeBan»
2017

XoncT, akpun

@ 40 c™m (kaxxablin)

BukTopusa Kowenesa
Bacunek

2019

XoncT, macno

130 x 90 cm
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Nikolay Onischenko
Untitled
From the project Pass

2017
Acrylic on canvas
@ 40 cm (each)

Victoria Kosheleva
Blue Cornflower
2019

Oil on canvas

130 x 90 cm
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YpesBblyaliHOE NoJioXKeHne

Mpaeabl 1 BbiMbICbl. KpncTuHa PomaHoBsa

Jlogmuna BapoHuHa

1.1

M3 npoekTa «4T06bI HAPUCOBATL rOpPY,
BO3bMWTE KaMEHb»

2019

TekCTuNb, akpul, BbILUMBKA, annjmkauus
175 x 124 cm

144

Lyudmila Baronina

1.1

From the project To Paint a Mountain,
Take a Stone

2019

Acrylic, embroidery, applique on fabric
175 x 124 cm

Hukonaii OHuLwEeHKO
bes Ha3BaHUs

M3 npoekTa Air

2016

Bymara, py4yHas nevatb, Tunorpadgckas kpacka
@60 cm

Nikolay Onischenko
Untitled

From the project Air
2016

Paper, hand print, printing ink
@60 cm
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KoHTekCT

UHdopemusa, penk-Hbroc
N NpakKTUKN conngapv3auum

Hudogemuss — 310 607bII0€ KOIHMIECTBO CIyXOB, TEKCTOB, B TOM UYHCIIE MAHUIECKUX, (PeHK-HBIOC,
AHEKIOTOB — JIIOOBIX TEKCTOB, KOTOPBIE COMPOBOXKIAIOT YUAEMHUIO B KaJKIOH CTpaHe, a OUYeHb JacTo,
Kak B ciayyae ¢ Poccuelt, el mpeAlecTByIOT.

BO3 o6wsBisier 60ps0y ¢ unpoaemueit. OTMETHM, YTO ITOT TEPMHUH XapaKTepeH
W3HAuaJIbHO JIJISl HCTIAHOS3BIYHBIX U POMaHOS3BIYHBIX CTpaH. Baxkno to, mouemy BO3 Bapyr
3auHTEPECcOBaIach 3TUM siBlIeHHEM. [IoToMy, UTO CylIeCTBYIOT paOOThI, HAIIMCAHHBIE 32 IOCIICAHUE
J[Ba T2, KOTOPBIC CPABHUBAIOT PACIPOCTPAHCHHUE HH(POPMAINH B COIIHATBHBIX CETAX, B TOM YHCIIC
U CITyXOB U (peUK-HBIOC, HE TOJIBKO C SMUAEMHUCH B IPSIMOM CMBICIe. MBI 3HaeM, KaK CYUTAIOT
SMUIEMUIO, Ceifuac TONBKO JICHUBBIM HE 3HACT PO TaKkue HUQPHI U OYKBBI, Ipo GopMynsl Ry>1, roe
R — 3T0 cpenHee KOMM4ecTBO JIIONEH, KOTOPOE MOKET OBITH 3apa)KEHO OHUM HOCHTEIIEM 32 BCE
BpeMs TedeHHs 6ose3Hu. COOTBETCTBEHHO, eciid R>1, To 3T0 03Ha4aeT, YTo SMHUAEMHUS BOSHUKAET
¥ 3apasa pacrnpoctpansercs. Ecim R<1, To snuaemus ocinabeBaet, To €CTh HHPEKIIMSA TaCHET caMa
1o cebe. PoBHO Takyro e MOzeNb NPHUKIAAbIBAIOT K UCCIEAO0BAHHUIO PACIPOCTPAHEHHsT HHPOIEMUH
B COIMAIIBHBIX CETAX B CiIydyae Kakux-To karactpod. VccienoBareny, KOTOpbIE CTOST HA TIO3HIIUH
TOTO, 9YTO UH(OEMHS OIACHA, TPUXOJIST K BBIBOJAM, YTO OHA OIIACHA HE CAMUM COJICPKaHHEM 3TUX
(eiikoB, OONBIIMHCTBO ATHUX (HEHKOB HA CaMOM JIeIIe SIBIISFOTCS Kak OBl 0€300MIHBIMI COBETAMH.

ABTOpHI OIIHOM U3 cTaTel, HanncanHoH B 2019 romy 10 TOro, KaKk MaHAEeMHS CTajla IIHPOKO
H3BECTHOM, TOBOPAT O TOM, YTO COKpameHue gaxe 20% nHdomemMun BIUAET Ha yIydIIeHHe 60pbObI
C peaspHO snmuaeMueil, a cokpamenne nadponemMuu Ha 40—50% 3HaYUTENBHO BIUSET Ha yIydllIeHHEe
cutyaruu. [Ipruem aBTOpBI CTPOMIIN 3TY MOJIEJIb HE HA OCHOBE JaHHBIX O PacIpOCTPaHEHUH
KOPOHABHPYCa, @ HA COBPEMEHHBIX, XOTS U 10 HBIHELITHUM MacIlTabaM JOKaJIbHBIX AMUIAEMUSIX KOPH,
ocIbl, Xonepsl. B aTom cMbiciie nHpogemust oracHa. OHAKO 3TO HE 3HAYUT, YTO BO BCEX CTpaHAX
Ha ypOBHE 3aKOHOIATENHCTBA OOPIOTCS C PaCHpOCTPaHEHHEM (QEeHK-HBIOC.

51 mouTH yBepeHa, 4To OONBIIMHCTBO (HEHKOB — 3TO KAKOH-TO MMJIBII PO3BITPHILL.

Takue po3bIrpbIlIN OYeHb CBOMCTBEHHBI HIKOJIbHUKAM. Hampumep, Mbl, Oyay4u IIKOJIbHUKAMH,
yAaYHO MOJAENBIBAIN KPACHOPEUHBBIC 3aMe4aHHsl B OyMa)KHBIX JHEBHUKAX, KOTOPbIE YUUTENsI HAM
ocraBisuId. CTpaHHIIBI ¢ 3aMEYaHUSIMH MBI BEIPBIBAJIH, HO TIOCKOJIBKY OHH OBIIM IIPOHYMEPOBAHBL,
TO OBUIO BUJIHO, YTO OHH BHIPBAHKL. BBUIH XUTpBIE CIIOCOOBI, CIICHU(HUYECKIE TAHBIC HHCTPYKIIUH,
KaK 3TO MOAEINbIBaTh. 11 KT0 BoOOIIE 3THM He 3aHNMacs? To ecTh OONBIIMHCTBO TAaKUX UCTOPHIA
HM3HAYAIIBHO SBISIETCS PO3BITPHIEM. XOTS MOXKET OBITh M HAMEpEHHAs Ae3UH(POPMAIIH, KaKasi-TO
MeJIKasl Crie[iajIbHas MaKOCTh WIK IPOCTO IIyTKa. HO caMblii ITaBHBIN BOIPOC — MOYEMY JHOAH
HAYMHAIOT PacIpOCTpaHATh (eiiku. Bompoc He B ToM, oueMy oauH Oorep Hamucal HIyTOYHOE
CTUXOTBOPEHHUE, BOIIPOC B TOM, [I0YEMY BTOpasi KEHIIIMHA €ro OTPEernocTuiIa 1 nourytuia. Bompoc

B TOM, ITOYEMY JICCATKHU THICSY JIFOACH MM MOACIIINACH Yy ce0s Ha CTpaHHLAX | eIlle CHAOIMIN CBOUMH
KOMMEeHTapusMH. [10ToMy, 9TO HX YTO-TO TOJIKAJIO HA 3TO, a HE IOTOMY, YTO KTO-TO UX 3aCTaBUJI 3TO
cienath. Benp, Kak mpaBmiio, 3a pacpocTpaHeHHeM (eHK-HbIOC H3HAYATIBHO HET HUKAKOTO 3JI0TO
yMbIcia. MOXHO CKOJIBKO YTOJHO MX BOPachIBaTh, HO JIFOAU PACIIPOCTPAHSIOT X IOTOMY, YTO OHH
XOTAT PaclpOCTPaHATh. 3HAUUT, y HUX B I'OJIOBE €CTh KAKOM-TO KOTHUTUBHBIN MEXaHU3M, KOTOPbIH




3acTaBIIsIeT MX 9TO Aenark. Y B ciiydae mpeKpacHOro CTUXOTBOPEHUS IICEBIOIYIIKUHA, 9TO, KOHEYHO,
TaKOH CII0CO0 MPUHECTH KOM(OPT: BOT CMOTPHUTE, JIFOAU U B IIPOLIJIOM IIEPEXKUBAIH TaKyl0 HCTOPHIO,
1 OHH BBDKHJIM, ¥ OBLIO BCE XOPOIIO, U 32 MPAKOM U 0€3HaISKHOCTBIO IIPUIET BECHA U HAJICXKAA.

Touky 3peHust, mpoTHBoNoNIoKkHYI0 BO3, 0 TOM, uTo MHpOIEMHUS — 3TO OONE3HB,
BBIJJBUTAl0T MHOTHE aHTPOIOJIOTH M 3BOTIOLHOHHBIC ICUXONIOTH. OHH TOBOPSIT, YTO HA CAMOM JIENIe
(helK-HBIOC OXOXKH Ha TO, UEM B €CTECTBEHHOH CHTYallH MbI BCE BpeMs oOMeHuBaeMcs. Peds uier
0 HepopMaNbHBIX TEKCTaxX, O TOM, YTO U3BECTHBIC aHTpononaoru Pooun Janbap u Mapiuamn Canusc,
a TaK)Ke MHOTHE JIPyTHe Ha3bIBAIOT CILICTHAMH, g0ssip. Mbl 0OMEHUBaeMCsl IMH HE TI0TOMY, 4TO
MBI DIynble. Jta nHopManus, KaKk IpaBHiIo, HECET OUYEHb MaJIo COEPIKATENILHOTO, TO €CTh JIIOH
TOBOPSIT, KTO B YeM IIPHIIIEI, y KOO KaKasi MalllMHa, Y KOTO KaKOH JI0M, KTO KaK BBIIVISJUT, KTO KaK
IOy pHEJI, TOXOPOIIIEN, 00CY>KAAIOT IJIaThe U IOKYIKH, HO 3TO Bce ¢ HHPOPMALMOHHON CTOPOHBI
HE 04Y€Hb BaXKHO, 3TO BYKHO JUTS ITOJICP>KaHUS COIHANBHBIX CBs3eH. S TakuM 00pa3oM MOKa3bIBAIO:
«CMmoTpH, s TakoH e, KaK ThL. 1 Mymaro Kak TeI, s TOBOPIO KaK THI, 5 Jai0 TeOe COBETHI», U OITOMY
JlanOap roBOpuT, 4TO Ha EPBOM YPOBHE IO MOMYIISIPHOCTH CPEIN BCEX ITHX CIUIETEH M CIIyXOB
xopoiuue coBeTsl. Ha BTopoM — 0OMEH OMBITOM, a Ha TPETHEM — 3TO LIETbMOBaHUE PA3HOTO poja
JI07IeH, KOTOpbIe HapyLIAIoT O0LIeCTBEHHOE O1aro, HapyIIaroT OOIIECTBEHHBII IOrOBOP M TAKHM
00pa3oM HapylaloT Hall C BAMH YIOTHBII MUP.

VY coo0menus, KoTopoe IMyCTh U NPaBIONofA00HOE, HO IPOTHBOPEUUT UCTHHE, €CTh CBOSI
cTpykTypa u (pyHknus. W sta GpyHKIMs HanpasieHa Ha TO, YTOOBI ITOKA3aTh, YTO MBI HE OJTHH,

YTO OIH YEeJIOBEK 3a00TUTCA O IpyroM. Mama mochuIaeT Kakoi-TO TEKCT B POIUTENBCKHN daT
MIOTOMY, YTO OHA XOYeT NPEeAYIPEIHTh, IT03a00TUTHCS O POAUTEISIX OJHOKIACCHUKOB CBOETO ChHIHA,
1 UMEHHO T03TOMY (heHK-HBIOC, KaK MBI YK€ TOBOPHIIH, CYILECTBYIOT KaK HECKOJIBKO METACIOXKETOB.
Ho m1aBHBIM 13 HUX 110 HOMYJISIPHOCTH SIBIISIFOTCSI ICEBIOMEIUIIHCKIE COBETHI, @ BTOPOIi 1O
TIOMYISIPHOCTH CIOXKET — 3TO HapOAHBIE PEIENTHl, C IMOUPEM U YECHOKOM, a TaKXKe JUTMHHBII
TEKCT OT SIKOOBI a)OHCKUX CTapIieB, KOTOPBIH PEKOMEH/IYET PHCOBATh HA JBEPH KPECT OIMBKOBEIM
MAacJIoM, 9TOOBI CIIacaThCsl OT KOPOHABUpYca. M JIIoau 3TO MPOAENBIBAIOT, Cyas 0 GoTorpadusiM.
Pucyror kpecT MacIoM Ha BXOJHBIX ABEPSX B KBapTHPY. DTO BCE HAPOJHBIE PELENTH — 3TO camast
MOMyJAPHAs 4acTh, YACTh TOTO, YTO MbI ObI ceifyac Ha3Bamu Qeik-Hploc.

CaMm ¢akT pacpocTpaHeHHs TAaKOro posa HHGopMannuy — 3T0 HeKoTopas 3aboTa
oOmiecta. M oHa 1715l HAC OYCHB BayKHA. DTO 3aKOH COIMATIBHOM JUHAMUKA He()OPMAabHBIX CBS3CH:
YeM CTpalIHee BOKPYT, YeM CHIIbHEE PAcIiaIaloTCs HAIllM CBS3M (a HAIM CBS3U PACIamaloTcs), TeM
CHJIbHEE YEIOBEK XOUET KOHCONIMIMPOBATHCS, TEM OOJBIIE OH pacchlIaeT pa3HOH HH(POPMAIIH,
MIPaBIMBOH 1 He OueHb. M Tak BO3HHKAET pacchlIKa (hpeHK-HbIOC.

ITpu 5TOM Ha0 TOHUMATh, YTO CUTYALHs, KOTJA €CTh BEICOKUH yPOBEHb HEJJOBEPHS
BJIACTSIM, — 3TO OTIMYHBIA TPUITEP pacchUlaTh HE MPOCTO HH(POPMAIIMIO U TIEPECHUIATh HE COBETHI
Co0sHUHa, a TO, YTO YEJIOBEK CUMTAET IPABIUBBIM, HIIU TO, YTO BIACTU CKPBIBAIOT.

B cuTyanuu snuaeMun y Hac HeT HUKaKoH HOPMaJIbHOW CBSI3HU C MPEACTABUTEISIMH
BJIACTH, KOTOPBIE OBl MOIJIM OBICTPO M ONIEPaTHBHO KOMMEHTHPOBATh Ipoucxozsmiee. Kro-

TO BHIMWT, HanpuMep, U ororpadpupyer aBroOyc Pocreapanu Ha mogbesne k Mockse

IBa 1HA Hazagl. [e mo aToMy moBoxy npecc-koHgpeperuus? [louemy 31o cpasy He ObUIO
IIPOKOMMEHTHPOBAHO U >KYPHAINCTHI HE 3a1aJi 110 3TOMY ITOBOAY BOIPOckl? OTCYyTCTBHE HTOH
BEPTUKAIFHOH KOMMYHHKAIIUH U IIPO3PaYHOCTH CO3/aeT U IMOATAIKUBACT PACIIPOCTPAHEHHUE
¢eiik-Hploc. XOTs elie pa3 MoAYePKHY: TOJIBKO OUYEHb MaJeHbKUI IPOLICHT U3 HUX HECEeT Yyrpo3y
JKHU3HU U O€30MacHOCTH.

Crenyrormee, 0 4eM CTOUT TIOTOBOPUTH, 3TO MOSBILSTIOIINECS CeHdac MPaKTUKH HA30BOH
conuaapHocTH. JlaBaliTe UX MOAENUM Ha ABE KaTeTOPUH: MPAKTHIECKAsk COMUAAPHOCTD U
putyanusupoBanHas. OHE Mexxay co0oii He o0s13aTenpHO apyskar. Henenu aBe Ha3an B Mockse
U JIPYTUX ropoaax OypHO pacrpoCTpaHsIach Takas MPaKTHKa IOMOIIY NeHCHOHepaM. bbuin
0o0BsBIICHUS C ITpeiokeHneM «Jloporne 6a0yniKy U AeyNIKH, HE XOAUTE B Mara3uH, JIydiie
TI03BOHUTE I10 3TOMY TelieoHy, I Balll COcel, KUBY B KBAPTUPE TAKOH-TO, T BaM BCE IIPUHECY».

OTO NPaKTHYECKOE MPEATOKEHHE TIOMOIIIH.
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K ToMy ke TOpH30HTaJIBHEIE CBSI3M CHJIBHO YKPEIUISIOTCS, K TAKUM IPAKTHIESCKUM
JeHCTBUSIM HU30BOH COMMAAPHOCTH MOXKHO OTHECTH, HaIlpuMep, IIOMOIIIb, COONpaHHe JeHeT
B CTpaHaXx, Iie SMHUIEeMUs JOCTHUIIAa HEBUIAHHBIX MaciTaboB: B Mcnanuu, B Utamuu, Bo @paHuun.
Kak cooOmaroT Mo HHQOPMAHTBI, TaM COOUPAIOT ICHBI'H Ha KaKHEe-TO NPHATHBIE BEIH, KOTOPbIE
00JIeryaroT KH3Hb, HalIPUMEp Ha OOJBIIYI0, MOIIHYIO KO eMallnHy, peaHa3HaueHHYIO CIeHaIbHO
JUIs Bpadeil, caHUTapoB U MeacecTep. JIOKyIalT MacKH U MIPUHOCAT X KOPOOKaMH. DTO NPAKTHKN
peasbHOHN MOAIEPIKKH, HO KPOME 3TOTO €CTh IPAKTHKH PUTYATN3HPOBaHHON nogaepxkn. K
HHUM MOXXHO OTHECTH aKI[IH, KOTOpPBIE MPOXOAAT MO BceM roponaM EBporsr, rie smuaeMust B
TIOJTHOM pasrape, — 3TO aIIOUCMEHTHI C OaJIKOHOB M OKOH PabOTHUKAM MEIHITMHCKON cepsl.
Onu nomynsipus! B Mcnanun, Utamiu, @pannun, crpanax CkanauHasuu. OJJHAKO €CTh H MEHee
H3BECTHBIE PUTYaIN3UPOBAHHBIE TPAKTUKH. BOT MHe oyeHb moHpaBunock, uto B Hopseruun
BBICTABIIAIOT B OKHAX IUTIOMIEBHIX MeaBeaei. TaM OkHa XOpOIIO MPOCMaTpUBAaIOTCA, U TO, YTO BHYTPH,
OKa3bIBACTCSI BUIUMBIM, 10 KAHOHAM ITPOTECTAHTCKOM KYJIBTYpBI. JTO JeTIaeTcsl, YTOObI yCIOKOUTh
JIeTeH, KOTOphIe CUIAIT Ha KapaHTHHE, T0paJoBaTh UX. HOPBEXKIIBI TaKkKe BHICTABISIIOT pa Iy KHbBIE
PHCYHKH, TTOKa3bIBast, 9TO OyleT y Hac eme xopoiee Oyaymee. CyacTbe ele MpUAEeT, PacCBET CKOPO.
Eme opna nomo6HSIH puMep — 3T0 OaJIKOHHBIE KOHIIEPTHI, ¥ K 3TOMY, KCTaTH, MOXHO OTHECTH
MIPAKTUKY BUPTYaJIbHOH COMMIAPH3AINY, KOT/Ia JIIOAN HAYMHAIOT YCTPAUBATh BEIEPUHKH M KOHIIECPTHI
110 Zoom, MHOTHE JIa’Ke BBIIUBAIOT 110 BHECOCBS3N.

ITpumeuaTeTbHBIME SBIISIFOTCS TaK)Ke MPAKTHKK KOHTPOJIA M Hag3o0pa. Benukuit
¢bpaniy3ckuii punocod Murens Oyko pagocTHO MaieT HaMm U3 rpobda: « 51 sxe ropopun!» Tak
BOT, rojiocoM Muenst @yKo s ckaxxy, YTO y HAC ceifyac pacHpOoCTPaHSIOTCS IPAKTHKU HU30BOTO
KOHTPOJISl U Haji30pa. ECTh 1 He HU30BEIE, 9TO KOI/ia Yac Ha3aj| 3BOHUIIA MOSI JIEBSTHOCTOABYXJIETHSIS
6alymiKa 1 cKa3ana, 9To COCEAKY, KOTOpasi BEIIIIA HA JIABOYKY ITOABIIIATh, CBUHTHII Hapsi MOIUIINN
CO CIIOBaMH «THI, CTapyIIKa, CBOU YETHIPE THICSYH HE TOMYYHUINb, He Hafekcs, HAn TOMOMH, 3alpHuch
1 ymupaii Tam». BoT 3T0 pakTHKy He HU30BOTO KOHTPOJIA, @ MBI Ceif9ac TOBOPHM O IIPAKTHKaX
KOHTPOJISI UMEHHO HI30BOTO. UTO 3T0 Takoe? CuTyaruu, Koraa mpsMo Ha HaIllMX [1a3ax IPOH30IIeT
MIEPECMOTP 00IIeCTBEHHOTO O1ara. MBI )HBEM B 3TOM JUBHOM HOBOM MHpE, H BO BPEMS 3TOTO
[epecMOoTpa Mbl BCe MOHSIN, YTO PaJii CIIACEHUsI YaCTH HAIEro o0IecTBa Mbl JOJDKHBI caMu ce0st
ype3arhb B paBax. MBI CeJIM IoMa, MBI IIPETIOZIaeM I10 CKaMITy, MbI TbeM BUCKH TI0 CKalILy, MbI HE
XoauM B rasieper. Ho mpu 3TOM BOKpYT Hac KOIOLIATCS pa3HbIe HEXOPOIINE JIIOH, «0e30MITeTHUKIY,
Te, KTO HapyIIaroT o0IecTBeHHOE 61aro, XOTs CaMH BBDKMBAIOT 32 €ro cyeT. VM BO3HUKAIOT MPaKTHKU
HHU30BOTO KOHTPOJIS, BBl BCE UX CIBIIIATH U BHCTH.

Taxk, HanmpuMep, CTOUT HAIMCATh HEBUHHBIHM ITOCT O TOM, KaK Sl BCTPEYAIICS C TAKUM-TO
WITH TIOMIEN B Maras3uH 3a KHJIOMETp, KaK KTO-TO HauMHAET NMUcaTh: «Bbl HapyIaeTe KapaHTHH, KakK
K€ BBl MOXKETE, BBI IIOAYMANTE O TOM, CKOJIBKO JIFOZIEH BBl yObeTE CBOMM JACHCTBUEM». DTO TaKOU
MSTKHUi meiMuHT. MBI ceifyac naxxe He 00CyKaaeM, XOPOIIO 3TO HJIH IIJI0X0, 3TO B LEJIOM He Hallia
¢ Bamu 3a71a4a. [Ipu 5TOM NpakTHKU KOHTPOIIS MOSIBILSIIOTCS ceifyac B Poccuu mpsiMo Ha Hammx
mrasax. Kakzple 1Ba yaca MHE IIPUXOIAT COOOIIEHHs 00 MX MOsBICHUH. [Ipndem oHM ObIBaIOT
O4YeHb MHUBUAyabHBIC ¥ CKpBITHIe. Hanpumep, oxHa 3HaKoMast cuaut B Instagram, otciexnBaer
(oTorpaduu IR, KOTOPHIE BEPHYIIHCH H3-3a TPAHHIIBI B MOCIIEIHHUI MECSII, U €CIIU OHA Y3HAET,
YTO OHM HE Ha KapaHTUHE U He 3asBIIIN 00 3TOM, IIPOIIIH Yepe3 3Ty CEeTKy KOHTPOJISI, OHAa Ha HUX
3asBIIseT. DTO MPAKTHKA KOHTPOJIS U HA/A30pa MHIUBULyabHasl, CKPBITast, KOTOpasi Ha3bIBaeTCs
XOPOILHNM PYCCKHM CIIOBOM «CTyKadecTBo». S He Gepych cKa3aTh, XOPOIIO 3TO WM HENIPABUIBHO, 3TO
HE MO€ JIEJI0, HO OHa €CTh.

MpI nepecMoTpenH 00ILIecTBEHHOE 01aro, M Terepb MbI BCE PHILAPH B CHSIFOLINX JOCIIEXaX,
KOTOpBIE C IEHOW Yy PTa 3alIMIIAI0T HOBBIH KOHCEHCYC O TOM, YTO MBI JOJDKHBI HOCTYIUTECS
00IIeCTBEHHBIM, CBOMM KOM(OPTOM 1 IpaBaMy pagy APyrHX. A €CIIH 51 y)Ke Ha 3TO COITIacHIICcs,
u [lets Ha 31O comtacuics, 1 Bacs cornacuics, n Mamna comacuinace, nodeMy kakasi-to [TommHa
BepHyJAch n3 MTanmy u Ipy 3TOM €3AUT Ha paboTy KaXKIbIH A€Hb. DTO JKeJIaHHEe CIIPaBEJIHBOCTH,
noHnManue, 9To IlonuHa cBoMMM moe3akaMu Ha paboTy MOXKET pa3pyIIuTh 3Ty CUTYAIHIO HOBOTO
oOrmecTBeHHOTO OJ1ara, HOBOTO OOIIECTBEHHOTO JOTOBOPA.
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Emie ecTb 04eHb BaXKHbI MOMEHT, O KOTOPOM CTOMT IoroBoputb. Ha camoM nene, B Poccun
C 9TUM OOIECTBEHHBIM OJIArOM U JOTOBOPOM IIPSIMO OY€Hb BCE HEJIETKO, IOCKOJIbKY OOIECTBEHHbIH
JOTOBOP MEXy I'PaklaHaMU U FOCYIapCTBOM CO3JAETCsl 04€Hb II0X0, OUEHb CIIOKHO, U MHOTHE
CKaXKyT, 4TO €r0 BOOOIIE HET.

COOTBETCTBEHHO, Y HAC C 3TOM TOUKHU 3peHus B Poccun HeT rpask1aHCKoro odmecTsa
B KJIACCHYECKOM MOHUMAaHHUHM, KOT/Ia TPaKIaHCKOE OOLIECTBO — 3TO PE3YNbTaT CIOKHBIX
CIepXKEK U IIPOTHBOBECOB, JOTOBOPEHHOCTEH MEXTY BIACTHBIMU CTPYKTYPAaMH H TPpakIaHaAMHU.
ITosToMy B citydae omacHOCTH JIIOIY MOHUMAIOT, 4TO cIlacaTh UX OyJET He TOCYAapCTBO, @ OHU CaMu.

[Tomuute yxachyto tpareauto B 2013 roxy B KpeiMcke, korna Obl1o HABOJHEHHE U TIOTHONIO
O4€Hb MHOTO JIIO[CH, U BIACTH ropojia ObUIM K HEMY HE TOTOBBI, TaM He OBUIH IPUHATBI JOCTATOYHBIC
MEpHI 110 CTIACEHHIO, XOJMIN Y>KacHBIE CITyXH, YTO TIOTHOIINX ropa3ao 6omblne, ¥ 0 Tpymax
B pedpmxeparopax? Tam ObLIO OrPOMHOE KOJIMYECTBO JIFOCH, KOTOpbIE COOMpAIHN €1y, BEIlH, eIle
OoJ1bIIee KOJIMYECTBO BOJIOHTEPOB. DTO Ta caMmasi Ujiesl, Mbl HE JI0BEpsieM HHCTHTYTaM CIIacCeHUe
JrozeH, MBI TOJDKHBI CaMH 9THM 3aHHMathes. B Poccny ata Trennenmus ouens cuiibHa. U mostomy
HHU30BOI KOHTPOIIb yCHENIHO cKIagsBaeTcs. OH ecTh U B Apyrux crpanax. Hanpumep, B Ucnannmy,
7€ KapaHTHH yXKe YETBEPTYIO HEAEINIO U BCE IOBOIBHO MPAavHO, BTOPAsl CTPAHa 110 KOJINYECTBY
3apakeHHbIX nocie Mranuu B EBpone.

VY mpakTuK KOHTPOJS M HaA30pa eCTh 00paTHasi CTOPOHA — PUTYalbl 030pa U BHHBI.

OT0 04eHb BaJKHO, YTO B IPOLIECCE CKIIAbIBAHUS HOBOIO OOIIECTBEHHOrO O1ara oCTOSHHO
TIPOUCXOIUT caMOpedIeKCcHs: «A s HMEIo IPaBO CXOAUTH He B ,,IIaTepouky™, koTopas y MeHs

oz OOKOM, a B Mara3uH IOJajblle, HO Ha CTO MEeTPOB?» i «Eciy 51 X041y HaBeCTHTh CBOMX
POZCTBEHHHKOB B TOM € JIOM€, HO B COCEHEM IOIBE3/IE, KaKasi 3TO CTENEHb PUCKA TSI HUX 7).
MareMaTHKy 10 CTaTUCTHYECKUM KO3 (GUIIMEHTaM BBICUUTBIBAIOT, KaKasi BEPOSITHOCTb 3apa3sUThCs,
€CJIY ThI ITPOCTO BBILIEI U3 JOMA, IPWKAMast PYKHU APYT K APYry B II€pUaTKax, HUYEro He KOCHYJIC.
Kaxas BeposATHOCTb, €CJIH ThI KacaJcsi KHOMOK siudra u pydex nsepeit. Kakas BeposTHOCTSb, ecin

K 9TOMY IPHOaBUTh MOE3KY HA TaKCHU, MOE3/IKy Ha METPO H TaK Aajnee. ITO BCE MOXKHO OCTPOUTH
B MOJEIb U PACCUUTATh CTENEHb PUCKA. M KaXIbIil B MEpy CBOMX CIIOCOOHOCTEH €€ MPOCUUTHIBAET,
a Jajblie HAUMHAET yOex1aTh OKPY>KaIOLIUX, YTO UMEHHO TaKOH MEpBI PHCKa OHU JIOJIKHBI
NpUACPIKUBATLCA. U Bo3HMKaeT HOBas BOJIHA TEKCTOB, OCHOBAaHHbIX Ha HEAOCTOBEPHBIX CBEACHUAX,
YTO IPUBOAMT K HOBOH BoNHE (eHKk-HbI0C. 1 Tak Bce 110 HOBOM.

B 1enoM, MHE KaxeTcs, 4TO YrOJOBHO IPECIIeJOBaTh PACpoCTpaHEHHE HHPOPMAIIH —
9TO He O4eHb Myzapoe perrerne. [loromy 4To (eliku Helb3sl OCTAaHOBUTB. JlaXke ec He YUTaTh
HUKAKUE COIMABHBIE CETH, MOXHO BBIITH B «IIsTE€pouKy» M yCIBIIIATh TaM BCE TO K€ caMoe, CIIe
Ooree MpeyBeNTMYEHHOE U B CTPAIIHBIX MacmITadax. Majo Toro, TEXHUIECKH 3TO O9€Hb CIOKHO
TIOTOMY, YTO XOPOIIIO JIOBSITCSI TEKCTBI — ropas/o XyKe JIOBATCA ayarnocoobimenus. iMeHHO mosTomMy
OOJIBIIMHCTBO TakuX (eHKOB pacpOCTPAHIOTCS B BUJIE AyIHOCOOOLIECHHUIT 110 MECCEHIDKEPaM,

1 TIPOCIIEUTH UX PAcIpOCTPAHEHUE He TaKas JIerkas 3amada. [1o-BHIuMOMy, K OTBETCTBEHHOCTH 3a
pacnpoctpaneHre (eifkoB OyayT IpUBIEKaTh CIIydalHBIM 00pa30M, Kak BOT YK€ CeHdac KUTEIbHUITY
Amypckoii 0bmacTu omTpadoBad 3a pacpoCTpaHEeHHE NOMYIIIPHOW HCTOPHU O TOM, YTO BIACTH
CKpBIBAJIU OOJIBIIIOE YHCIIO 3apaskeHHbIX. [IOHATHO, 4TO HE OJ]HA 3T KEHIIMHA 3TO PaCHpPOCTPaHUIA
1 SIBHO He OHa 3To npuayMaina. [loka3arenbHble Haka3aHUsI — 9TO MOPOYHAs IPaKTHKA.

Uto efCTBUTENBHO HYXKHO AeNaTh ¢ BCTpedaronmMucs ¢eifkoBeiMu HoBocTamu? EcTh
JIBa crioco0a: BO-TIEPBBIX, JaBaTh JIOASIM BO3MOKHOCTH TPOBEPKH HMH(DOPMALIUH, HYKHO HAYIUTHCS
YHUTATh TEKCT, 00paIaTh BAUMAHHE, HATMIECTBYET JIM TaM HCTOYHHK MH(OPMALNH, CIIPOCUTH TOTO,
KTO Tepeciiag BaM HCTOUYHMK, 3HAKOMBI JI BaM 3TH JIIOAH. PaccMoTpuM Ha mpuMepe HeaBHETO
U3BECTHOTO (heKa CIEAYIOIIEro COAePKAHU: «,,JIF0/H, HE TIOAXOANTE K OKHAM, CEeTOHS HOUbIO
YepHbIe BEPTONEThI OynyT Ne3nH(PHUIMPOBATh TOPOA™, — Nepeana )KeHa BOSHHOTO U3 BOUHCKOH
gacTuy». [IepBble e BOMPOCH! K TOMY, KTO 3TO Iepeciali: «A BbI 3Ty XKeHy BOCHHOTO 3HaeTe?

U gto BoOOIIE 32 BOMHCKAast YacTh?» HeoOXoauMo monHTepecoBaThCs, 00paTuTh BHUMaHUE,
YTO B TEKCTE HET CCHUIKM Ha MCTOUHHMK. Jlarbine mpocTas onepanus: 6epeTcs TEKCT, KITFOUeBbIe
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CJIOBA M3 HETO, M TYIJISATCS CO CIIOBOM «(EHK» HIIH «CIIyX». DTO MTHOBEHHO HAXOJUTCS, BHIHO,
YTO 3TO MOSBIISIETCS B PA3HBIX FOPOZaX, KTO-TO Y)KE MOBECHII ONOBENICHHE, KaK IPaBUIIO, 04eHb
osicTpo pearupyer I'YB/I, Bemast onpoBepikeHNE TaKKX Bellel, HO HalllM TpaXkJaHe UX HE YUTAIOT.
Kro BooOIIEe unTaer npecc-penussl 'YB/I?

U 5T0 Hac MPUBOAUT K APYTOii IpobIeMe, YTO IIIaBHBIN CIIOCO0 OCTAaHOBUTD (eik-
HBIOC — 3TO NPO3PAYHOCTh, IIPO3PAYHOE B3aUMOCHCTBHE C BIACTAMH. B cuTyannu snuieMun
HY)KHO YCTpauBaTh Ipecc-KOH(pepeHINH IBa pa3a B JIeHb, U 5 He IIydy. /[Ba pa3a B JeHb JOJDKHBI
H/TH ONOBEIIECHNS, IJie HaM roBopurcs «/[la, aBroOycsl ¢ Pocreapaneit mogxoquian k Mockse, HO
3TO HY’KHO JUISl TOTO-TO U JIs TOro-Toy, win «Her, He 66110 HUKakoit Pocrsapaumy», mm «/la,
OBLTH, OHM aTaKOBAJIM BBICAJUBIINXCS HHOIIAHETSH, HE BOTHYHTECh, HHOIUIAHETSIHE 00€3BPEKECHBI
U UM BMEHEHO OOBHHEHHE B HApyIIEHHHU NPONUCKW». HyXHBI TOCTOSHHO TOJ00HBIE OOBSICHEHNS,
MIOTOMY YTO, HalIPHUMeED, Ha CaliTe MOS.ru BUCST Pa3bsICHEHNE U COBETHI I10 TOBOY BBITIOJTHEHHS
yka3a CobssHMHA. B HEX OrpoMHOE KOJIHYIecTBO MPOTHBOpEUnii. Mory I st €3AUTh Ha TaKCH HIIH
HE MOTY, a Ha pa60Ty MOXHO MJIM HET, MOXKHO JIU I10JIb30BaTbCA METPO HUIIN HeT? MaccoBbIX npecc-
KOH(epeHIHH, rie MOXKHO OBLIO 3aaBaTh BONPOCHI, HET. Pa3bsicHeHNs, KOTOpbIE 1At0T
TOCYIapCTBEHHBIE TeJIEKaHAJIbI, IIPSIMO CKa3aTh, TOXKE HE BBHI3BIBAIOT JOBEPHS, U OOJIBIIOE KOJINIECTBO
HaceJeHus1, He OyzieM 3a0bIBaTh 00 ITOM, MOJIOZOTO HACEJICHUS TOCYAapCTBEHHBIE TeJICKaHaJIbI He
CMOTPHT, U IIPOLICHT TAKHX JIFOAEH BCEe BPEMs pacTeT.

Ecnm MBI HOCMOTPHM Ha TO, 9TO MMPOUCXOHT B COIHANBHBIX CETSAX, TO MBI 0OpaTHM
BHHMaHHUE Ha OOJBIIOE KOMMYECTBO TEKCTOB, KOTOPHIE CTANIN MOSBISTHCS 32 MIOCIEAHUE TPH
nHs. HarmpuMep, nosiBiasieTCs TAKOM TUI TEKCTOB, KOTOPBIN aMEpUKaHCKH nccienosarens bumn
Dnivc Ha3bIBaJ aHTUIIETeHAaMK WK aHTH(elikamu. OH cpaBHUBAJ (EWKHU U JIETSH/IBI C BUPYCOM,
HO TOBOPHJI, 4TO KyJIETypa cama ¢ co00if 60peTcst, To €CTh MPOTUBOCTONUT MOSBICHHIO TAKNX
Bemei. Korma oM cTaHOBATCS NEHCTBUTEIBHO OMACHBIMH, JIIOM CAMH HAYWHAIOT PACIIPOCTPAHSTH
aHTU(EHKHN U aHTUIIETEHABI, AaHTUCITYXU. DTO KOMUYECKHE TEKCTHI, TAPOANH, 110 (hOpME BBICTPOCHHBIE
Kak ¢eiku. Bce cMeroTcs 1 IOHMMAIOT, YTO He Ha/lo BEpUTH (eiikaM. DTo JelCTBYyeT HEBEPOIATHO
cubHO. Koria xoian4ecTBo MaHNUeCKUX COOOLICHHH TOCTUIaeT MAKCUMYMa, MOSIBIISIIOTCSI TaKKe
TEKCTHI, KOTOPBIE UX 3arOHSIOT 00paTHO. Takye aHTUCIYXU U aHTU(EHKH SBIISIOTCS €CTECTBEHHBIM
perynsTopoM HHPOIEMUH, KaK ObI MBI K HEl HU OTHOCHIIHCH.
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YpesBbiyannHOE noJsioXKeHue
N camOCO3HaHue

Hauniap ®apxatauHoB: Mbl OKa3alKCh B CUTYalluM, KOIZA, KAK MHE KajKETCs, XyL0KHUKH

MOT'YT pearpoBaTh Ha TEKYIYIO0 CUTYaIHI0 ObICTpEe, YeM yUeHBIE, OCKOJIbKY OHA MEHSETCS
CTPEMHUTEINBHO, 32 HEl He MOCNEBatOT OOJbILINE AHATUTUKH, JH0ObIE HCCIIEOBAHUS OKa3bIBAIOTCS
yCTapeBaIoNMMH Ha CIISTYIOIIHH IeHb. XYO)KHHK )ke 00J1ajaeT HHTYHUIUEeH, KOTOPYIO OH He
00s13aH 000CHOBBIBATH aKaJeMUIeCKHU. st HETO JOCTATOYHO 3TOI MHTYUIUH BOCHPHSTHS, M IIOPOI
OKAa3bIBACTCSI, YTO XyNOXKHUKH (UKCHPYIOT TeHACHINH, IPHOOPETaIOIIe 3HaUCHUE B JaTbHEHIIIEM.
A TIOTOM HIX YK€ MOXKHO BBIYJICHHTH KaK COIMAIBHOE SIBICHHE, U OHU MOAJAI0TCS (PUKCALIUH

€ TOYKHM 3peHus uccienopareneil. Ckaxure, B TEKyILEll CUTyalluH €CTh JIM yXKe BO3MOXHOCTb
KaK-TO 0XapaKTepPHU30BaTh TO, YTO IIPOUCXOAMT MOCIEAHNE HECKOJIBKO MECALIEB B MUPE B LIEJIOM

U, KOHEYHO K€, C Y4eTOM HAIllUX peanuii?

AJjexcanap ®@uaunnos: YToObI BHECTH SCHOCTH C CAMOTO Hayala, 51, KOHEYHO )K€, COITIALTyCh,
YTO y4€HbII HE MOXeT paboTaTh 6e3 KaKuX-TO KiaccuuKanuii, 6e3 NoABEACHHUs CBOETO OINbITa
TOJ1 TIOHSATHS, [TOKa OH paboTaeT C TeMHU MOHATUSIMHU, KOTOPHIC OH MOJTYYHJI B HACIIEICTBO OT CBOMX
MPEIICCTBEHHUKOB UITH BBIPA0OTAN CaM paHbIIIe.

3HAYUT, OH OCTACTCSA B IUICHY 3TUX 3HAKOMBIX KOHCTPYKIIHI, O0BSICHUTEIBHBIX
CXeM, U, HECKOJIbKO 3a0erast BIiepe]l, MOXXHO CKa3aTh, YTO ceii9ac MbI BUIMM HHTCHCUBHO
BEAYIIUECS JUCKYCCUH O TOM, YTO POUCXOMUT, B YACTHOCTH, B 3allaTHBIX CTPaHAX B CBS3H C
pa3pasuBLIEHCs STHAEMHUCH. DTO TUCKYCCHU MEXKIy U3BECTHBIMHU (Ppritocodamu, caMble U3BECTHBIC
3nech uMeHa — Jlxopmko Aramber u Cnasoit XKiokek, Taroke mogkimrouaetcs JKan-Jlrok Haucw,
OYeHb )Kajlb, 4TO yMep 3UrMyHT baymaH, HaBepHsKa OH ObI TOXKE HAILIeJ 4TO cKa3aTh. OHU TOBOPAT HE
TO 4TOOBI COBCEM TPUBHAIBHBIC, HO 0)KU/IACMBIE BEIIIHL.

MoskHO maxe 0oJiee )KEeCTKO CKa3aTh, HampuMep, AraMOeH, KOTOPOTO MbI BCE TaK JIFOOUM,
BOOOIIE-TO TOBOPHT BEIH, KOTOPhIC OH M JOJKEH OBLT CKa3aTh.

Ecmu 10 3TOr0 OH TOBOPHII HAM, YTO YPE3BBIYAHHOE MOJIOKEHHE YIKE BCIOMY, TOJIHKO
MBI 3TOTO HE 3aMEYaeM, TO Ceiidac OH TOBOPHT, YTO YK€ BCE TOILIO BPa3HOC, MBI BCE KEPTBEI,
y’ke HIYero He OCTalloCh — YyMa Ha 3Ty Ballly 4YyMy, YyMa Ha 3Ty Bamry snugeMuto. OH He X0ueT
BHUMATh HUKaKOMYy rojiocy pasyma. Ho mouemy? MbI MO>keM JOMYCTHTH, YTO y HETO €CTh KaKue-
TO yOeXIeHHS, HO MBI MOKEM TaK)Ke MPEIIOIOKHTh, YTO €r0 HE BBITYCKAIOT €0 COOCTBEHHBIE
CXeMbl, KaK OHH He BBIITYCKalOT OYe€Hb MHOTHX JPYIUX aBTOpoB. U 31ech MHe mpeacTaBiseTcs
(bbL1a Takas popmysa, €€ MOTYT TOMHHTh HE 110 MIEPBOMCTOYHUKY, a 110 3HAMECHUTOMY (QIIbMY
«IToKpOBCKHE BOPOTa»), YTO «HCKYCCTBO MO-NIPEKHEMY B IOATY». Sl HE YBEpEH, UTO HIMEHHO
HCKYCCTBO B JIOJITY, — 00 3TOM XYIOXKHUKH ITyCTh CKaXyT CaMi, — a Hayka, Gruiocodus,
MTOJTUTUYECKAs. MBICITb, OHH, 0€3yCIOBHO, B OOJIBIIIOM JOJTY, U MBI 3TO BUAHMM TIPSAMO ceidac.

OHH B IOITY HIMEHHO MTOTOMY, YTO HEKOTOPBIE BEUIH, KOTOPBIE XOPOIIO YK€ TOCTYITHBI
3PaBOMY YEIOBEYECKOMY PACCYIKY, HE TaK XOPOIIO BUIHBI — TEOPETUUECKUI CXEMAaTH3M MeIIaeT
UX YBUIETh YUCHBIM, OIUTHUECKHM MBICIUTEISIM U (ruitocodam.

Hd®: HackoabpKko MPUMEHHM CI0Baph TPATUIIMK HCCIICIOBAHHUS YPE3BBIYAHOTO TOI0KEHHS
K TEKyIeH cuTyarn’?
AH@KCHHM‘D (DL/U 1MNNoB — counonor, <bwwoc<>(b I u)o(beccop HE’lU‘MOHﬂHbHO\ O nccrenoBaTesibCKOro yHmBepcnteTa —

BblicLuas LWwkona skoHoMuKN, pykosoanTess LieHTpa dyHAaMeHTanbHOM CoOLMONOoriK, riaBHbIN PefakTop XypHana
«Couponormyeckoe 0603peHme».
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A®: Pa3 y>x Mbl Ha3BaJIK 3TO MM, ¥ OHO Cpa3y MOTSHYIIO 3a COO0 OCTaJIbHBIC PEIeBaHTHbIC HMCHA,
3HAYHT BCE OCTAJILHBIE — BaXKHBIE ciloBa. Jla, Mbl Ha3BaiaKM AramOeHa, Ha3Banmu JKipKkeka, HO TOHSTHO,
YTO Ha BCIO 3Ty JHUCKYCCHIO OTOpackIBaeT CBOIO MOLIHYIO TeHb ¢urypa Kapma IlImurra. Ero xaura
«Jluxrarypa» 1921 roga u crares «IlonsTrHe momuTHdeckoroy» 1927 roga — 3To BaXKHBIE TPYBI,
B KOTOPBIX OBLIO 3apUKCHPOBAHO 3HAYECHHE YPE3BBIYAITHOTO MOI0KEHHNS, 000CHOBAHHS HOBOTO
MIOHMMaHUs cyBepeHuTeTra. KoHeuHo, 11 Hac BaXKHEe ceidac caMo Ype3BbIYaHOE MOJIOKEHUE, UM
TO, JUISl YETO UM 3aHsAJICS U oyeMy 06 3ToM Tak MHoro nucai Kapn IlImurt. Tem He MeHee y Hero
04YeHb NPOAYKTUBHAS — JI0 CUX ITOP Ba)KHAsl, U HE J]ApOM C Hell mojeMu3upoBai AraMmOeH, a IoTom
13 3TOTO BO3HHK ero 6ouibinoi mpoekt Homo Sacer — KoHLenTyanu3anus IMEHHO Ype3BbIYaiiHOro
nonoxeHus. 3HaMmenuroe onpezaenenue lImurra, KOTopoe HaU3yCTh 3HAIOT YK€ UYTh JIU HE BCE:
CYBEPEHEH TOT, KTO PEIAeT BOIPOC O YPE3BbIUAIHOM IIOJIOKECHUH.

U TyT MBI TOAXOIUM K TOMY, YTO MOXKET OKa3aThCsl OUCHb aKTyaTbHBIM U BAYKHBIM JUIS
BCEX Hac: Upe3BBIYAIIHOE MOJIOKEHUE B OOBIIEHHOM MIPEACTABICHUH — ITO CHTYaLHsl, IIPH KOTOPOH
€CTb KaKHe-TO JIFOAH, y KOTOPBIX ITyHIKH, YJEMETHI, INTHIKM B IPSIMOM H TIEPEHOCHOM CMBICIIE.
BmecTo TOro 4To0bI HOYTUTEINIBHO CITYLIAThCS IPAXKIAHUHA, KOTOPBIIl IPUXOIHUT Ha BHIOODHI,
OT/Ia€T CBOM roJIoC 3a KaKylo-TO NapTHIO, OHA MOMAJAaeT B MapaMeHT, I7le HAYMHAIOTCS JUCKYCCHU
U B pe3yJIbTaTe HaXOJUTCs KaKOH-TO OajlaHC, KOTOPBIA BCEX YCTPAMUBAET, a IOTOM IOSIBIISETCS
IIPABUTEIBCTBO, KOTOPOE OCYIIECTBIIIET OOIIYIO JIMHUIO, TAK MM HHAYe ITOJJICP)KaHHYIO JIFOAbMH,
BOBpEMSI CXOIUBIIMMH Ha H30HpaTeIbHBII yIaCTOK U OTAABIINMU CBOH rojIoc, — BMECTO 3TOTO
BAPYT HACTyHaeT Ype3BbIUaiiHOE monoxeHne. YTo 310 Takoe? JTo MON0KEHHE, IPH KOTOPOM
TO, 3a KOTO ThI OTJAJ CBOI IOJIOC KOT/A-TO M OTJABAJI JIX BOOOIIE, HE HTPaeT HUKAKOH POJIH.
Kaxkwe 3akoHBI ObLIHM IPHHSATHL, HE HTPaeT HUKaKol ponu. Kakue npaBa u cBOOO/bI rapaHTHPOBAHEL
TeOe B OCHOBHOM 3aKOHE CTPaHBI, B KOHCTUTYIIUH, HE TO YTOOBI COBCEM HE UTpaeT HUKAKOH POIIH,
HO UI'PaeT ropaszio MEHBIIYIO POJIb, YEM UIPao IPU HOPMaIbHOU cuTyanud. OT4ero BO3HUKAET
HEOOXOIMOCTb BBEICHUSI YPE3BBIUAHOTO ITOJIOKEHUA? DTO MOTYT OBITH CTUXHHHBIE OSICTBUS,
KOT7Ia HaJl0, HAallpUMep, 3BaKyHPOBATh JIIOJEH, MOMABIINX B 30Hy CTHXHUiTHOTO OeacTBus. 1 3Toro
HY’K€H JINYHBIA aBTOTPAHCIIOPT IPaXkAaH, M HET BO3MOXHOCTH, COOJTIOAast BCe IIpaBa COOCTBEHHOCTH,
MONPOCUTD Y HUX, a €CIU He JafyT, HITHU K CIeLyIOMuM, KTo AacT. M Bce 310, onmupasch
HCKIIIOUUTENBHO Ha 3aKOH, Ha KaKUe-TO peryialuy, cyaeOHble penenus. Her BO3MOXHOCTH Bce 3TO
Jenats. BMecTo 3TOro peKBU3UpYOT aBTOTPAHCIIOPT, MOTYT 3aCEIUTh, CKaXKEM, BO BpeMs BOIHBI
9BaKyUpPOBAaHHBIX B YACTHBII JOM, MOTYT IIPOJIOBOJILCTBEHHBIE IPUIIACH] PEKBU3UPOBATH UL HYX]
apMUH, MOTYT I'PaKAaHCKOE HACEJICHUE NTOTHATH PBITh OKOIIBI, MAJIO JIU, YTO €Ill¢ MOXKET IIPOU30UTH
TaKOTO, 9€r0 B MUPHOM CUTyallH OBITh HE MOXKET.

U xorma moay cMOTPSAT Ha 3TO B PETPOCHEKTHBE, TO €CTh KOIZa BOWHA y)Ke KOHUHMIIACH,
KOT7la HaBOJHEHHE YKe CXJIBIHYJIO, OHH TOBOPST cebe: «Kak Xopo1ro, 4To 3Toro OonbIle HET, Kak
XOpOLIO, YTO MOEH MUPHOM KHU3HU HUYETO He yrpokaeT!» M oHu cHOBa uayT Ha n30HparenbHbIi
y4acToK, ¥ [1e-TO B DIyOHHE AyIIN HOHUMAIOT, 4TO, CIIyYHCh HaBOJHEHHUE, O€3 3TOro He 00OHUTHCH.
Ho Takxe, eciu upe3BbIYaliHOE MOJIO)KEHNE BBOAUTCS, [0 MX MHEHHIO, HEOOOCHOBaHHO, OHU
CTpAIIHO HEPBHO K 3TOMY OTHOCSTCS, B 9TOM CaMblii [NIaBHBIH, CaMblil TOHKUII MOMEHT.

Korna ects siBHas yrpo3a, Koraa ecTb HeOOXOAUMOCTD B IIPUHATHH OBICTPHIX PEIINTENbHBIX,
B TOM UHCJI€ HAYIINX IPOTHB PyTHHHOTO IIPaBa, Mep, TOIAA BCE CKOPee TOTOBBI 3Ty CUTYalUIo
MIPUHATH, YeM KOTJa TAKOH OYEeBUAHOI yrpo3bl HET U KOTAa HE COBCEM IOHATHO, TIOUEMY
Ype3BbIUAHHOE MOT0XKEHHE BBOJUTCS MIIH IIOUEMY OHO NMPEKPAINACTCs U MPEKPAIaeTCst 11 OHO.

Kakum 06pa3om BO3MOKHO BEpHYTh KHU3Hb OOPaTHO U3 YPE3BBIUAITHOTO TIOJIOKEHUS
B HopMmanbHOe? U nccnenosanue IlIMurTa, ¢ KOTOPOTo MBI Hadasy, OBLIO O TOM, UTO OBIBAET JBa
poza AUKTaTyphl, COOTBETCTBEHHO, OBIBAET Z1Ba POZia UPE3BBIUAHHOTO MonokeHus. OIHH pox
YPE3BBIYAIHOTO MOJIOKEHHUS — 3TO TOT, KOTOPBIH s TOJIBKO 4TO onucai. Korna kakoi-To riiaBHbIN
HaJalbHUK TOBOPHT, YTO T€HEpaITy TIOpydaeT 000pOHY, UK MPHOBIBAET KOMHCCAP C YPE3BBIYAHHBIMU
HOJITHOMOYHSIMH, KOTOPBIH BCE ClIETAeT, BCE OCTaHOBUTCS U OyaeT xoporo. M coBceM apyroit pox
Ype3BbIYAMHOTO MOJI0XKEHHSI — 3TO TOT, KOTOPBII BO3HUKAET, HAlpUMeEp, BO BPEMsI PEBOJIIOLIIH,
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KOT7Ia BOOOIIIE BCE CMETEHO, IPAaBUTENILCTBO CTAPOE OTHPABICHO HE TO YTO B OTCTABKY, @ B KPEIOCTb.
OOBSBICHO, YTO COBEPIICHHO HOBAs BIACTh YCTAHOBIICHA, YTO HAPOJ B3SUI BIACTH B CBOU PYKH.
U on 00bsiBiIsIeT, UTO OyeT 60pOTHCS ¢ BparaMy 4pe3BBIYaiHBIMU MEPaMH, y HETO Ype3BhIUaiiHAas
komuccusi — UK. MbI 3T0 ipekpacHO 3HaeM U3 Hallel uCTopuu. BBoasT upe3BbplyaiiHoe nonoxeHue
TaK, 9TO U3 HETO JOJT0 M HE BBIXOJIT.

U BoT Bompoc, Ha KOTOPBIH MPEACTOATIO OTBETUTH MOTUTHIECKOI MBICIIH, BOKPYT KOTOPOTO
MBICITUTEIH C TEX MOpP OBIOTCS, €CTh JIM OTCIOAA KAKOH-TO MyTh K HOPMAJIbHOCTHU?

n OJUH U3 TaKUX CJIOXKHBIX, HO CcOOIa3HUTENbHBIX OTBETOB COCTOUT B TOM, YTO HE TOJIBKO
OTCIOZIa HET, HO OYE€Hb MHOTHE BEIllY, KOTOpPbIE HA OIIPEAEICHHOM dTale pa3BUTUs eBpoIeHcKoi
LUBHIN3AIUH OKAa3aJIHCh ObI COBEPIICHHO HEMBICIUMBIMU, UIYIIINMH BOIIPEKH BCEMY, YTO CBSI3aHO
C TIOHATHSMH TIPABOCO3HAHMS, IIPaB IPaXJaHUHA, OXPAHBI €r0 JINYHOCTH, €ro TeNa, CBOOOIBI
COBECTH, IEPECTAIOT UTPATh Ty K€ CaMyIO POJIb B COBPEMEHHOM OOIIECTBE, YTO MBI, HE 3aMedast
3TOT0, y’K€ JaBHO CIION3IIH B HEKOTOPOTO POJia «IPE3BBIUAHIINHY, X OHA POSIBIAET ce0sT Ha pa3HbIX
YPOBHSIX, B pa3HbIX 00JACTAX TaM, IJe MBI 1aeM ¢ CO0O0i AenaTh To, 4ero He Aajl OBl AenaTh ¢ co0on
rpaxnanud XIX Beka nnu 6onee paHHero Bpemenu. M 3ameuaem, 4To 3TH CUMIITOMBI, KOTOPBIE JIETKO
MOXXHO 6bIJ'lO NEpEHYUCIIATh, — I3TO CUMIITOMBI, Ha CaMOM JICJIC, ‘[pe3BbI'—laI>’lLl.lPleI. B HUCTOPUYECKOM
paspese To, YTO CUUTACTCS] HOPMAJIbHBIM IOHMMaHUEM IIPaB U CBOOOA B OJJHY IIOXY, OKa3bIBACTCs
COBEPIICHHO HEMBICIMMBIM MM HEBO3MOXKHBIM B JIPYT'YIO, @ IPOHHUKHOBEHHE ITOIUTHIECKUX
MHCTaHIUH, TOCYapCTBa B JIUIIE CAMbIX Pa3HBIX €70 HHCTHTYTOB B CAMBIC PAa3HBIC ACIICKTHI )KU3HU
YeJoBeKa HeOOBIKHOBEHHO Belrko. Ho oqHOTO Henb3s OTpHUIaTh, pyTHHA YpE3BEIYANIIIHEI HE
Ype3BbIUaliHa, TO €CTh 3[€Ch MOXHO IIEPEHECTH yIapeHHUEe MM aKIEeHT Ha CI0BO «pyTuHa». To ecTs,
€CITH BBI 3HAETE, YTO CYLIECTBYIOT ONPEACICHHOTO POJa PETYISINH, €CIH BBl 3HAETE, OTKyAa OHU
B3SJIUCh, €CIIM BBI 3HAETE, UTO 3a MPEAENaMU 3THX PEryIAIHi, C BAMU HUYETO JTyPHOTO HE CIIyYUTCS.
A ecau BBl IIPUBLIKIIA BBICTPAUBATh CBOKO KM3Hb IPUMEPHO M3 TOI'0, KAKOBA 5Ta pyTHUHA, TO MOXXHO
CKazaTb, YTO B 9TOM Upe3BhIYalIIMHE €CTh TOXKE HEUTO HOpMalbHOE. JIETOM IIPOILIOro roaa, Kormna
IIPOXOAMIIN BEIOOPHI B TOPOZICKYIO IyMy U KOTia OBUIH B3BOJHOBAHBI OJIUTHYECKH aKTUBHEIE
coobmecTBa B MOoCKBe, ST HAIIKCAJI HECKOJIBKO He OUCHB OONBIINX, HO BaXKHBIX JUI MEHS TEKCTOB,
KOTOPBIE COZIEP>KATN JOBOJIFHO MIPOCTYIO MBICITb, HO OHA OKa3a/1ach, BUANMO, IPOCTOH He I BCeX,
s C TeX MOP MOJIB3YIOCh KaXKI0H BO3MOXKHOCTBIO, YTOOBI 3Ty MBICIIb HOBTOPSTH CHOBA M CHOBA.

qpe3BbI‘{aI?IHO — 3TO TO, YTO BBIXOAUT 3a NPEACIIbl HOPMBI.

Het HuKakoro Ipyroro CMbICHIa Ype3BBIYAHIIMHEIL, KPOME BBIXOZA 32 IPEAEIEl HOPMEL. MBI MOXEM
KPHUTHKOBAaTh HOPMY IIOCIIE 3TOTO, MBI MOXKEM TOBOPHUTH, UTO 3TO IIJIOXask HOPMA, 4TO €€ HaJl0
3aMEHUTH JPYToi, 4To OHa OecueroBedHa U Tak Janee. Ho y Hee ecTh 0OHO BaKHOE 0OCTOSITENILCTBO:
OHAa BCE PABHO SIBIAETCS HOPMOM 1 MbI ee 3HaeM. 1 upe3BbluaifiinHa, BEIXOAAIIAS 32 IPEAEIb
HOPMBI, B COOTBETCTBHHU C KAKUMH-TO IpaBUIaMU, KOTOPbIE 3aJI0’KEHbI B CaMOi 3Toi HopMe,

3TO B KAKOM-TO CMbICJIE€ HOpMaJIbHasl Ype3BblYaliIiiHa. Y HAC B HbIHELIHEH KOHCTUTYLIUH, eIe

0K AEUCTBYIOLIECH, IPEyCMOTPEHO Ype3BbIuaifHOE NOoNoXKeHue. Mbl MOXKeM TOBOPUTH, UTO 3TO
IUTIOXasi HOpMa, YTO €€ HaJl0 MO-APYyroMy Kak-To c(hOpMYIIMpOBaTh, HOAENATh, YTO 3TOT 3aKOH, KOTIa
OH IIPUMEHSETCS, IPIMEHSIETCSI He[OCTAaTOYHO XOPOIIIO, HO BCE PaBHO HOPMa €CTh, 3aKOH €CTh,

U 4Ype3BblYaiiHOE, B COOTBETCTBUU C ATUM 3aKOHOM, SIBJISIETCS HOPMAJIbHBIM 4Ype3BhlYaiiHbIM. To,

YTO MEHS JINYHO HE YCTPauBalo, ¥ TO, YTO sl CYUTANI HEOOXOIUMBIM ITOABEPTaTh KPUTHKE M Ha YTO
obpariaj BHUMaHHE JETOM TOTO To/ia, COCTOSIIO HIMEHHO B HEHOPMaJIbHOCTH Ype3BbdaiiHoro. OHO
OBLIO TYISIONIMM HeHOPMAIIBHEIM, IUTAaBAOIUM. Kak OBIBafOT OCTPOBKH HOPMATBHOCTH, TaK OBIBAIOT
OCTPOBKH HEHOPMATBHOCTH. UeT0BeK MOXKET BECTH HOPMAIIbHYIO KU3Hb, YCIOBHO TOBOPSI, TIOWTH

B Kade ¥ Oka3aThCs BHE3AIMHO YYaCTHUKOM HE3aKOHHBIX BCTPEY, 3aCITy’KUBAIOIIUM TIOPEMHOTO
CpoOKa WIIH, TI0 KpaiiHeil Mepe, mrpada, coBepiieHHO HeOKUAaHHO 1A cebs. U aTo mnasaromas,
HEOTpEryNnupoBaHHasl, He 00bsBIEHHAs HOPMa, Be/lb He ObLIO OOBSABIEHO Ype3BbIUAIHOTO
nonoxeHus. Takoe, U3BUHUTE 32 YUEHBIN TEPMUH, OKKa3HOHAIBHOE, TO €CTh OCYILECTBISIEMOE
BTOPKEHUE BHYTPb HOPMAIBHOCTH, y KOTOPOTO HET A0CTATOUHOM CTEIEHH IPONUCAHHBIX PYTHHHBIX
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OCHOBAHUI1 B IIpaBe, OHO BBI3BIBAJIO TOIZIA OTPOMHOE OecriokoicTBO. [I0TOM ONSITH BCe 3aTSHYI0CHh
PYTHHOI1, HO TO, YTO MBI HaOJIIOaeM ceifuac, 1o ApyroMy IOBOLY U B IPYI'OM BHAE, 3TO OTYACTH
nosropeHue Toro. Eie pa3 ckaxy, He IOBTOPEHHE, BOCIIPOU3BOICTBO OJHUX U TEX )K€ IIPAKTUK,

a MOBTOPEHHUE 3TOW OKKa3MOHAIbHOCTU. HampumMep, HET paBOBBIX OCHOBAaHUH y pallMOHAIBHOTO

B CMBICJIC CAHUTAPHOM yKa3a MOCKOBCKOTO M3pa O TOM, YTOOBI IpaXkJiaHe IIeCTHACCATH IISATH JIET

U cTaplile He BBIXOMWIN Ha yauny. Hano cka3ars, 4To OH 37€Ch He IEepBblil, He eANHCTBEHHBIH, MbI

€ 3TUM BCTpeYaeMcs 110 BCEMY MHPY, IPOCTO B JAHHOM CIIy4ae Mbl IEPEKIIAAbIBAEM TO Ha HALLy
CUTYaLUIO0, MBI BCIIOMUHAEM, YTO TAKOT'O POJia BELIX Y HAC YK€ BCTpedanuch. Mbl B JaHHOM Cllydae
JIOJDKHBI OTHOCHTBCS K 9TOMY O4€Hb cepbe3Ho. [loToMy 9To MOHMMaeM, 9TO CUTyalus JeHCTBUTEIHFHO
B BBICILIEH CTENIEHU CEphEe3Hasi, OHA UMEHHO Takasi, Ipo KOTopyo korna-to Braaumup Unbuu

JlenuH Hamucai, 4To «IpOMeIIeHHe CMEPTH MOA0OHOY», HO OH MMEIl BBUAY, UTO ITOpa COBEPIIATH
PEBOJIIOLHIO. 37€Ch TOXE MOJKHO CKa3aTh, YTO IPOMEUICHHE CMEPTH IOZO00HO MOTOMY, YTO HHA4Ye
3apaza pacnpocTpaHutcs. [Ipu HOpMaabHOM Ype3BbIYaiHOM ITOJIOKEHUH, KaKUM ObI HENPHATHBIM OHO
HU OBLIO0, HUKAaKOH HEeNpeICcKa3yeMOCTH, Ha CaMOM Jelle, HeT. UelloBeK 3HaeT, HalpuMep, YTO HEeIlb3st
BBEIXOANTH U3 JIOMA ITOCJIE ISCSTH YacoB Beuepa — KOMEHIAHTCKHH Jac. 1 oH 3HaeT, uto Oyzner, eciu
OH BBIIJIET, — NOMMaIOT U paccTpelsator. Kakue TyT HeoxxunanHocTH? TyT Bce IOHATHO, TOYHO TaK
e, KaK IIPH YCTAaHOBJICHNH KOMEHIAHTCKOTO Yaca Te, KTO €r0 yCTaHABIMBAIOT, HCXOMAT U3 TOTO, YTO
€CJIM BBECTHU TOTAJIbHBII KOMEHIAHTCKHUH Jac, Kak BUepa rnepegaBany, B IHaum — Bce 3ampyTcst Ha
TpH HefleNnu. S, 4eCTHO TOBOPSI, HE COBCEM MPENCTABIAI0, KaK MOXKHO B MIHINM 3amepeThCs BCEM Ha
TPHU HEZIENH, TO €CTh TaM OYeHb MHOTO JIFOfIEH, HO HE yMPYT JIM OHM 3a 3TU TPU HEZIENH, HE BBIXOIS U3
noma? 5 moka 3Toro He IMOHUMAI0, Halo MO0k IATh KaKUX-TO JPYTUX COOOIICHHUI, HO BBIVISAUT 3TO
JOBOJIHO CTPAHHO, KaK CTPAHHBIMH BBIILIAT TIOCIEHUE coo0LIeHus 3 Bemukoopuranun.

31eck 94TO-TO CKPBIBAETCS TAaKOE, YTO JINOO SBISIETCS aOCOMIOTHO HOBBIM, JTHOO Kakas-

TO HEJIOTOBOPEHHOCTh B CAMMX YKa3aHUAX, PETyALUAX, KOTOPYIO PAHO WIX TIO3AHO IPUAETCS
Pa3bACHUTH, HOTOMY YTO TaK IIPOCTO HE CpabaTHIBAET, HE MOTyJaeTCs.

Taxkast BOT, eme pa3, HOpMaIbHAs YPE3BHIYAHHOCTD, OHA B KAKOM-TO CMBICIIE yIOOHA.

OHa NOJMTHYECKH HETIPUATHA, YEJIOBEK MPUBBIK — €IIe Pa3 BEPHYCh, 3TO BAXKHO — OBITh
MOJMTUYECKU AKTUBHBIM, CO3HATENIbHBIM IPaXXJaHUHOM, JJI HEr0 HEMBICIMMO OCO3HaHHE TOr0, YTO
KTO-TO JIPyTOH ONpe/ersieT BayKHbIH acleKT ero )ku3Hu. Ho 3To He 3HAYHT, 4TO OH XKUBET B CUTYallnu
HETIPECKa3yeMOCTH, Ha000POT, MOXKET, eTO He YCTPAaHBaeT NMPEACKa3yeMOCTh CUTYAIIH, KOTAA OH He
MOXKET IPHHSATH CIIOHTAHHOE PEIICHHUE: TIOMTH, Ky/ja 3aX0UET, BCTPETUTHCS, C KEM 3aX04eT, BBINTH U3
JoMa, Korza eMy Tpedyetcs. To, YTo MBI CTalKUBaeMCs C BEI[aMH, KOTOpbIe HAYMHAEM OCO3HABaTh
JIMIIB BIIOCIIEJCTBHUH, OVIABIBAsICh Ha HUX, 9T0 nonbensl. Llenas Oena apyrast.

O4eBUAHO, UTO Y COBPEMEHHOTO TOCYapCTBa B HACTOSIIUI MOMEHT HET JOCTaTOYHBIX
MEXaHH3MOB KOHTPOJIS ¥ HAKa3aHUs TeX, KTO B3yMall OBl BEICTYIATh IPOTUB MO0OHOTO posia
perymsinuii. JIomycTiM, 9To 3Ta cCaHUTapHas PeryJsIus eme OOJbIIe YCHIMIACH 10 CPAaBHEHHIO
C TEM, 4TO MbI 3HAJH BYEPA MM HA HACTOSIIHH MOMEHT, — HO JI0 CHX TOp BC€, 4TO ObLIO,

HEB3Upas Ha BCe Kaphbl, HEB3Mpas Ha BCe MITpadbl, CPOKH U 3aKIIOUEHHUS, BCE PaBHO Mpearonaraet
OUYEHb Ba)KHBIH JIEMEHT, KOTOPBIH He yUUTHIBAETCS B KOHLEMIMAX JUKTATyphl U Ype3BbIYaiHOTO
TMIOJIOXKEHHsI. ITO MOMEHT caMoco3HaHus1. EcTh peTpocnekTiHBHOE caMoco3HaHue («AX, BOT B YeM
OBLIO /1e10!»), HO €CTh U TIePCIeKTHBHOE, KOTla MBI INTAaHUPyeM cBoe Oynymiee mosenenue. Korma Mer
elIle He 3HaeM CephEe3HOCTH TOTO, O €M MBI Y3HaeM TOJIBKO B OymyIieM, a IIaHupyeM MOBEJCHHUE yke
cerozHst. MBI TOJDKHBI cefiuac TOHNMATh TTOCIECTBHS CBOMX HOCTYITKOB. OJJHO CIIEICTBHE MOETO
MOCTYTIKA, KOTZIa MEHSI MOTYT HaKa3aTh 33 HapyLIeHHE PETYISIUN, HO IOHATHO, YTO TaKOH TOTaJIbHBIN
KOHTPOITb HEBO3MOXEH U BCEX HE MEPECAXKAIOT, TOITOMY MPUXOIUTCS 00PAIIAThCS K CO3HATETBHOCTH.
To ecTb K TOMY, 4ero HeT HU B OJJHOM KOHIIETIIINK AUKTATyphl. HeT 3Toii cTaBku Ha caMOperyssiLuIo,
camoopranu3anuio aoaei. IIoHaTHO, 4To 3TO yXe ClIeAyIomuii 3Tan TOTaIUTapHOTO XapakTepa
OTHOILEHUS K YeJIOBEKY, KOTOPBIH BITyCKAeT ITOJIHIEHCKOr0 BHYTPh ce0sl, M 9TOT HEBUIANMBIH
KOHTPOJIEp CTAHOBUTCS YaCTbIO BHYTPEHHETO, U OH HAUMHAET FOBOPUTH: «/Jlenall To, fnenait 3oy,
«Benn cebs mpaBubHOY» U T. 1. U 371€Ch HacTymaeT HEKOTOPHIi OOPBIB PaliOHATEHOCTH.
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To ecTb 4YenoBek A1 TOro, YTOOBI BECTH ce0sl TaK, KaK XOTAT YCIOBHBIE CAHUTapHO-
MOJIMTHYECKHUE BIACTH, JIOJDKEH BIIyCTUTh BHYTPbH Ce0s HEKOTOpPOE aOCTPaKTHOE THTHEHNYECKOe
paccyxeHue, KOTopoe OIEepUpyeT BelllaMi HEBUIUMBIMU.

Korna [TymkuH onuceIBaeT 4ymy, TOBOPHT:

W neBbI-po3bI MEM JBIXaHBE, —
BoiTh MOXeT... monHoe Yymst!

HuxTo He 3Ha1n 0 BUpycax torga Huuero. Ho npeanonaraercs, 4To y 4enoBeka, KOTOpbIiA ceiyac
BBEIIVISIANT TaKUM CBEKEHBKHM M OOIPEHBKHM, Ha CaMOM JieJie BHYTPH Y)Ke 3apa3a, ¥ OH uepe3 Kakoe-
TO BpPeMs YMpET, U BCE BUJAT, KaK 3TO IIPOUCXOIUT, 3TO y:Ke €CTh Ha omnbiTe. K 3ToMy oTHOCATCS
(haTamuCcTHYECKU, TEM HE MEHEE OCTAETCSI TOJIBKO OIAMH BBIXOA:

Kak ot npoka3uuus! 3uMsl,
3ampemcst Takxe ot Yymsl!

To ecThb csiieM Ha KapaHTHH, a YTO MbI B ce0¢ HOCHM, Ha CaMOM JIeJie, 3TO BBISCHHUTCS Yepe3
HEKOTOPOE BpEMsi, BaXKHO, YTOOBI HUYEro Ooliblie He myckanu. HaM npemiaraercs ceituac ata

ujesi, OHa HY>KJaeTcsl B JONOJIHUTEIbHBIX NOAKPEIICHUAX, HO Kakoro poaa? OnHo feno, korna

BBI BUIMTE HA YIHILAX 3Ty CTPAIIHYIO TEJIETY, KOTOpas pa3BO3UT MEPTBELOB U MOAOUPAET UX HA
yAHILE, KOTAa BBl BUANTE BCIOAY 3TUX CTPALIHBIX B OalaXOHaX, B MacKax, B KOTOPBIX XOAAT TOKTOpa.
CoBceM apyroe Aemno, Korja Bl BUIUTE TOPOJ, KOTOPBIN JKHUBET CBOEH JKH3HBI0. [IponomkaroT XoquTh
aBTOOYCHI, pabOTaeT METPO, TE KE CaMbIe Mara3uHbI U €lie YT0-To. YacTh COIMATBHON KU3HU
COXPAaHSETCS, YaCTh MPEKpalaeTcs, 1 1o MOBOJY TOT0, TOYEMY IIPEKpaIIaeTCs YacTh COLATIbHON
JKU3HH, HAUMHAIOT PacCKa3bIBaTh JIMHHYIO U, 51 ObI HE CKA3aJl, YTO OYEHb yXK MMPOCTYIO HCTOPHIO.

3a mocieqHNe 1BE HEAEIH MBI CIBIIIAIN €€ MHOTO pa3: paHO MM MO3JHO 3a00JI€I0T Bce MIIN OYeHb
MHOTHE, HO YTOOBI OHH He 32007171 OIHOBPEMEHHO U He OOPYILMINCH Ha T€ KIMHUKHU, B KOTOPBIX HX
OyZyT 1€4uTh, HO HE CMOTYT BBUIEUHUTH, HEOOXOAUMO 3TOT MPOLECC PACTAHYTh. PacTAHYTh €ro MOXKHO
TOJIbKO ITyTeM u3oisiuu. Ho cMotpute, uto 3aech BKitouaeTcs. Hac 3acTaBisitoT 0fHOBpEMEHHO
BKITIOUUTH BOOOPaXCHUE U 3aJIeHCTBOBATh MIOTCHIIMAT JOBEPHUs paccKasbiBatorieMy. [Ipenmnonaraercs,
YTO 3aBEJIOMO TO, YTO PACCKa3hIBAIOT, PACCKA3BIBACT TOT, KOMY BEPSIT, YUTO HMEHHO TaK OyIyT
00cTOsATh Jena. Jlanpine He0OOXOMIUMO BKITFOUUTH CIIOCOOHOCTD BBICTPAUBAHUS [UIMHHBIX JIOTHYECKIX
pa3mbIiuteHuid. BooOiie, roBopsIT, 3Ta cmocOOHOCTE HE Y BCEX MPUCYTCTBYET U HE BCE €€ BKITIOUAIOT
B OOBIYHOM skM3HHU. W majbIiie caMblii BayKHBIH MOMEHT. Kak TOIBKO JIFOIU BCE 3TO BKIIIOYAIOT

¥ HAYMHAIOT PACCYK/aTh, y HUX MOSIBISIFOTCS PA3HOTO POJia BOMPOCHL. BOMpoCk! 0 peabHBIX IHdpax
CMEPTHOCTH, O TOM, OTKY/Ia BCE 3TO B3sUI0Ch, HE OOJIEIH I MBI 3TUM PaHBIIIE, HE TEPEOOIIEITH JTH
HECKOJIbKO MecsteB Hazaa. O ToM, kKak paboTaeT UMMYHHTET, O TOM, YTO 00poe HACTPOCHHE —

9TO Jy4Iee JIeKapCTBO, H OTPOMHOE KOJIMYECTBO BCETO OCTAIBHOTO. BO3HHKAET ecTeCcTBEHHAS s
COBPEMEHHOT0 00IIECTBa, IJIsI COBPEMEHHOTO 00pa30BaHHOTO YeJIOBEKa TOTOBHOCTH TOJIOYb BOAY

B CTyIle U OECKOHEYHO 00CYXIatTh, quddepeHIMpoBaTh MHEHHS, a C YEM €My TOTla COOOpPa30BbIBATh
cBoe rnoBezienne? M Ha 3To MpeKpacHbIid OTBET — BOT PETYJISLMS, HA/I0 HE PacCyKAarh,

a TIOBUHOBATKCS, BAC HUKTO HE NMPOCHII PACCYKAATh.

<.>
MoXHO clienaTh POAOIDKEHUE B CTOPOHY, KOTOpast TaKXKe MPEACTaBIsIeT HHTEPeC, HO 10
CHX ITOp He ObIIa 3aTPOHyTa. DTO KacaeTcsl yCTPOHCTBA MEXIEIOBEUECKUX OTHOIIEHHH. Bens atn
PEryJISILUK 0CTaTOYHO OOJIC3HEHHBI, HAIPUMED, [UIsl SKOHOMHYECKOH u3HH. Bee o0cyxaaror,
YTO 9TO 3HAYMT AJI SKOHOMHKH. HO MpakTHYEeCKH HUKTO HE 00CYKIALT, YTO ITO O3HAYACT JUIs
COLMANbHOI )KU3HHU. ECTh Bely, KOTOpbIE JIeXkaT Ha MOBEPXHOCTH, HAIIPUMED, BCs CHCTEMA
00pa30BaHus TPAAULMOHHO PACCMATPHUBACTCS y HAC KaK CIIOCO0 COLMAIM3ALMHI MOJIOJEXKH, CIIOCO0
HOJIy4eHHs He IIPOCTO TPaMOTHOTO HACENICHUs, HO, B YaCTHOCTH, CIICIUAIIMCTOB, HY)KHBIX Pa3HbIM
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obnacTsiM, B TOM 4HcIie 9koHoMuKe. Ho cncrema 00pa3oBaHusl — 3TO TaKKe OIPOMHBIN KOHIIEHTPAT
aKTHBHOI Mostoexxu. To ecTh B HOpMasIbHOE BpeMsl THsI, B OOJIBIIYIO YacTh BPEMEH rofia BBl HE
BUUTE HA yiuIax aereid. [IoHATHO, 4TO OHM B IIKOJIAX, 3HAYUTEIbHAS YACTh MOJOJEKH B CBOUX
By3ax. U ceifuac Bce 3TH JIIOH OKA3aJIHCh 110 IOMaM, H POTUTENICH IIPU3BIBAIOT B3SATh UX MO/
KOHTPOJIb, KaK OYITO 3TO TaK MPOCTO, KaK OyATO 3TO BO3MOKHO B MPHHIHUIIE. MOXHO OTHOCHUTBCS

K 9TOMY KaK yTOJIHO, HO 3[IeCh COBEPLIEHHO OYEBH/IHO, YTO 3TO HEKOHTPOJIUPYEMask CTUXHUS
COLUAIBHOCTH. MOXHO MPUBECTH B IPUMED MPIMO MPOTUBOIOIOKHYIO BO3PACTHYIO TPYIIITY.
CBIIIHBI >1<an06m Ha }omﬂo-esponeﬁcxnx CTapUKOB, KOTOPbIC CBOMMM IPUBbIYKAMU JOBEJIA ACJI0 10
Takoi 60mbLI0i Oenbl. BOo3MOXXHO, 3TO HE SIBIIsIETCS INIaBHOW NIPUYNHOM TaKoi BBICOKOI CMEPTHOCTH,
MOXXET OBITh, CMEPTHOCTb HE HACTOJBKO BBICOKAsI, KaK KaxkeTcs ceituac B Mtanuu, B Mcnanun.

3T0 MBI BCe y3HAEM BIIOCIIEICTBHH, HO BCE, YTO MBI 3Hae€M 00 9THX CTpaHaxX, TOBOPHUT, YTO STO
JEWCTBUTENBHO Tak. TaM KUBYT OONpbIe, aKTUBHBIC CO3HATEIIHHBIC TIOKUIIBIC JIFOIU C UX TPUBBIYKON
K TaKoil KOHTAaKTHOU KYJIBType, M OTOUTH €€ COBEPIIEHHO HEBO3MOXHO. V 3TO HanIydIume ycuoBus
UL TIepeavy 3apasbl, aKe €CIIM He 9TOH 3apasbl, TO KaKyl0-HUOYAb CIEIYIOUIYIO 3apa3y OHU OymLyT
nepesaBaTh TOYHO Tak )ke. Y mocie Toro, Kak Mbl 3TO Y3HANHU, YTO MOXET clieoBaTh? — AOCOIIOTHO
HHYEro. DTO 0OYCHBb BAXKHBIM MOMEHT. ECTh Kakne-To CoIMabHbIC BEIH, KOTOPBIC OIINOO0YHO
BOCIPHHUMAIOTCS MO IAI0IIUMUCI HEKOTOPOMY CO3HATEIbHOMY yIpaBieHuUo. Teneps nocie

TOTO0, KaK MBI 3HAa€M, UTO 3TO M II0YEMY 3TO, MBI JOJDKHBI HCIIOJIb30BaTh KAKHE-TO CO3HATEIIBHEIE,
CIPOEKTUPOBAHHBIC HAMHU CIIOCOOBI BO3AEHCTBHS HA 3TO YCTPOUCTBO, LIS TOTO YTOOBI 3TOrO

He OBIIO — 3TO a0COTOTHO UCKITIOUEHO. MOXKHO JIETKO IPENIONI0KUTD, YTO, HAIIPHUMED, JIFOIH,
KOTOpPBIC HE MOTYT MPOKUTh MHAYE, KaK Hapyllas KaKue-HUOyAb OCTaHOBICHHUS, OyayT JyMaTh He

0 TOM, YTO OHH SIBIISIOTCS TIOTEHIIMAJIbHBIMU, TOAYEPKUBAI0, NOTCHINAIBHBIMU TIEPEHOCYHKAMHU
3apasbl, a 0 TOM, YTO 3apabOTOK HYXKEH UM CEerojHs, 3aBTpa U mnocie3asrpa. Mnu aroaun, KoTopbie
IIPUBBIKIN BCTPEYATHCS CBOUM JIPYXKECKUM KPY>KKOM M KOTOPBIE IOJDKHBI IOCTABUTH IO yIPO3y
CBOM TPAAUIIMOHHbIE BCTPEUYH, HO HE IIOTOMY, YTO Ha YJIHIaX BAISIOTCS TPYIIBI, HOXYEPKUBAIO

eme pas. Bel MoxkeTe roka3ars 10 TEJIEBH30pY HECKOIBKO pa3 KaKue-HUOY(b CTOHBI YMHPAIOIINX,
TIePETIONHEHHBIE OOJIBHUIIEI, HO YeJIOBEK BBIXOJUT Ha YIUITY, HA YIHIE CONHBIIIKO, ITyCTHIC 3aIUThHIe
SIPKUM CBETOM aiuied. Bee xopoto, Bce mpusTHOCTH Oomnbinoro ropona. M uro Bl mpeanaraere? Kak
BBI IIPOKOHTPOJIUPYETE €ro MepeMeIeHus, ero o0IeHne ¢ ApyruMu JroapMu? Kak Bl 3acyHeTe eMy
B TOJIOBY 3Ty MBICIIb, UTO 5 HE HEeCy B cede 3Ty 3apa3y, sl MOBBIIIAI0 OMACHOCTh MEPErPy3UTh CHCTEMY
3apaBooxpaneHus. UyoBuIHas Joruyeckas paHTasusi, 3a KOTOPOil HE CTOUT HUYETro HAITISAHOTO.
Ha moti B3m1si1, OHA SIBJSIETCS COBEPILICHHO HE paboTaromiei. <...> BOKpyr Hac XOIST JIFOAH, OHU BCE
3JI0POBBI 110 BU/TYy, HO MBI JOJDKHBI 3aCTaBUTh ce0sl lyMaTh, YTO, BOBMOXKHO, OHH BCE YK€ MEPTBELIBL,
YTO OHM IIIyOOKO yke mopaxkeHbl. OHH BCe IIPEKPAacHO ceOs TyBCTBYIOT, KaK HaM MOKa3bIBAIH
OyKBaJIGHO Iapy HEZENb Ha3a][ eBPONEHCKUX IMOJIUTHKOB HIIA CIOPTCMEHOB, KOTOPHIE CMESUIHCh

¥ TOBOPWJIU, YTO BCE 3TO YEIyXa, U MOCJIE 3TOTr0 LIIIH CAABaTh TECT, U BBIACHIOCH, YTO 3TOT BUPYC
yXKe Y HUX €CTh. DTO O3HAYaeT, YTO MPUBBIYHBIEC PA3IMUCHHUS YUCTOTO U HEYHCTOTO, OITACHOTO

n Ge3omacHoro nepecrarot pabotars. [loka oHM nepecTaroT padboTarh TOJIBKO B OHOM CMBICIIE,

B CMBICJIC HEBPOTH3AINH, KOTOPasi 000paunBaeTCst JBYMsI IPOTUBOIIOJIOKHBIMHI CTPATETHAMH.

OpHa U3 CTpaTernit COCTOUT B TOM, UYTO 51 HE BEIHAY U3 JoMa Oe3 pecupaTopa, OXHOPa30BBIX
MepYaToK, BOOOIIE JTUIIHII pa3 He Oy BBIXOAUTH, & €CIIH BRIHIY, TO IIOCIIE 3TOTO COXKTY OHEKIY,

B pecniuparope Oy1y MEHsTh (QUIIBTD, S BBDKUBY, & BB yMpeTe. [IpOTHBOIIONIOKHAS CTpaTerust — 4eMy
OBITH, TOTO HE MUHOBATb, TAKHE BN IOCTOSIHHO CIYYaroTCs, M He3aueM IPHaBaTh STOMY CIIHIIIKOM
Goiboe 3HadeHue. Ho X0oTs 9T0 1Be MPOTHBONONIOXKHEIE CTPATETHH, OHH BHI3BAHBI IIPHMEPHO
OITHMM U TeM ke. Takoi TOTaabHOW HEBpOTU3ANKeEH U, HA MOH B3IV, TOTAIEHBIM MapaTHIOM
palMOHAIBHON CIIOCOOHOCTH. DTO MOYKHO COMIOCTABUTH C TEM, YTO OBLIO TIOCIIE B3phIBa Ha
4epHOOBUTBCKOM CTaHIMH. B wacTHOCTH, corronor Ynepux bek Hanucan «O0mmecTBo prucKka) IMEHHO
nocine YepHoOsuta. OH HAYMHAET KaK pa3 ¢ TOTO, YTO €CTh MPUHIIMIIBL, IIO3BOJISIONINE PACCMAaTPUBATh
YeJoBeKa Kak BEDKHBAIOIEE B IPUPOJIE CYIIECTBO, KOTOPOE 001aAaeT CiocOOHOCTHIO BEKHUBATh

B TOTAJIBHO BpaxIeOHOU cpere.
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Ho 6ena B Tom, uto UepHOOBLIb IOCTaBUII BCE ITO MOJl COMHEHHE, [IOTOMY YTO HET OpPraHOB
YyBCTB, KOTOPBIE TIO3BOJIMIIN OBl — 3a BCIO HCTOPHIO YeJIOBEYECTBA TEJIO HE IPHCIOCOONIOCH
K 3TOMY — ONPEJENSTh, TIe paJHualys eCTh, a TIIE €€ HET.

Bce mpaBuibHBIE CIIOCOOBI TOBEAEHMS, HAITPUMED Yallle ObIBAaTh HA CBEKEM BO3IyXe,
MUTATHCSI HIIEH, BRIPOCIIEH B TUKOH MPUPOZE, BCE ATO YK TOT/A BXOIMIO B IIOHSATHE 3J0POBOTO
o0pa3a H3HH, — 3TO BCE 0KA3aJI0Ch JIOKHBIMH PEKOMEHAAIMAMH Ha poHe UepHOOBUIS.

YenoBek ymOpHBIM HANPS)KEHHBIM ITOCTOSTHCTBOM BBIPA0OTaI IPaBUIIa XKHU3HHU: CTO COBETOB, KaK
MIPOXHUTH A0 CTa JIET, ThICSIYA COBETOB, KaK MPOXKHUTH [0 THICSUH JIeT. «Crenyit UM, U Tl OyAeIb
MOIIHBIH, 30POBBIH, Oy/enIb MOIHUMATH CTO KuitorpaMmoB!» U Bapyr Ha Hero oOpyimBaeTcs

TO, JUIsl 4eTo aOCOMIOTHO BCE 3TH PEKOMEH IAIINH, KPOME COBETa MBITh PYKH — OH, K CUacThi0, HE
ycTape, — OKa3aJIich aOCOTIOTHO OECCMBICIICHHBIMH. JTO OYeHb HHTEPECHBIH MOMEHT, IOTOMY YTO
04EBU/THO, YTO B KPUTHUIECKOIT TOUKE HACTYNUT KAKOH-TO KPUTUUECKUI MOMEHT. YelloBeK He MOXKET
TIONTH B T€ MECTa, KOTOPBIE ChEIAIH €T0 CBOOOIHOE BpeMsl, KOTOPBIE OBLIH CIIEIIMAIBHO MPHITyMaHbI
JUISL TOTO, YTOOBI OH HE pa3MBIIITI. HopManbHbIH 3M0POBEIHA 4eI0BEK €AET B IIEHTP, TIe HE CMOJIKAET
KaKOH-TO TyJI, i€ JIIOAH MOCTOSHHO B KOHTAKTE, TI€ MOCTOSHHO YTO-TO IPOUCXOAUT, TIIE MOKHO
MONTHU KyZa YTOHO: Ha BBICTABKY, HA KOHIIEPT, II€ B TP Yaca HOUYH MOXKHO CIIOKOMHO TMOECTh U TaK
nanee. U BAPYT Bce 9TO MCYE3aeT, YelIOBEK OKa3bIBaeTCsl B COBEPLICHHO HOBOM CUTyalnu. Mbl He
TOBOPHM, YTO 3TO 3HAUUT JUIS SKOHOMHUKH, TyT HOBas COL[MaIbHAsK CUTyallisi HIMEHHO MEraroJmca,
3aTOYEHHOTO O] TOTAIFHOE BTSATHBAHUE B CETh COOBITHI HUYETO HE MO03PEBAIOIIETO FTOPOKAaHNHA.
U nmepBoe BpeMsi TOpOKaHUH, €CTECTBEHHO, HAXOAUTCS B IIIOKE, TO, YTO ceifuac MbI HaOIIoHaeM — 3TO
cocrostHUe mokoBoe. Ha paboty Henmb3st — Best paboTta qucTaHroHHas. Ha TycoBKH HeNb3sl, HUKAaKIX
pa3BieueHu HeT, TUIIHUI pa3 B MarasuH He BbliAenb. M Kpyrom nopkuiaeT HeBUaUMas 3apasa.

U 6exarp Toxke Hekyna. OnuH U3 caMbIX MOIIHBIX CIIOCOOOB pelIeHus IpodieM — cOexars Tyaa,

I7Ie XOpoIIo. BeIsICHSIETCsI, YTO TaKMX MECT HE OCTAJIOCh, X MPOCTO HET B MpHHIMIE. Bo3MoxkHo,
I71e-To I1y0oKo B Heapax MOCKBBI €CTb JIeAsIHOW OyHKep, aOCOTIOTHO JIMIICHHBIIt MHKPOOOB, HO

MBI O HEM He 3HaeM U HUKOT/a He y3HaeM. [locie Toro Kak Mbl y3HAJIM CETOIHS C yTPa, YTO MPHHI
Yapip3 MMeeT MOJIOKUTENbHBIN aHaIu3 Ha KOPOHABUPYC, MBI TIOHMMaeM, 4To Bce. B AHINH crost
odepenn 3a TyaleTHoH Oymaroit, B IHIuM 3aKpBITEI Bce MecTa, Ha KPYHU3HBIX JJalHepax, KOTOpbIe
CIPOEKTHPOBAHbI KaK IUIABYYHH paif, JIFOAN YMUPAIOT. DTO JIOBYIIKA. 3€MJIs — OTPOMHAs JIOBYIIIKA.
U xak MHe IpeICTaBIIsEeTCs], TIOKAa He HCUE3IIN CPEICTBA MEKTPOHHOIH KOMMYHHKAIHH, 3TO PaHO

WY TIO3THO TIPHBEZIET K COBEPIIEHHO HOBBIM criocobaM obmieHns. He octaneTcs Hu4ero, kpome

Kak 00I11aThCst, Koraa OyayT nepecMoTpeHsl Bee 125 TepabaiiT oqiHAKOBBIX (HUIIBMOB U CHITPAHbBI

BCE UrPbl — OyJeM Ha/IeSThCS, YTO HE HACTYNHUT OJIIKAYT, HOTOMY YTO CETH y)Ke HE CIIPaBIISIOTCSL.
CoBepIIIeHHO OYEBHIHO, YTO MONIOIIEHHE CBOOOTHOTO BPEMEHH MIIH MOTTIONIEHHE SHEPTHH MBICIIH,
KoTOpoe Opaiio Ha ce0st MHOKECTBO Pa3HbIX COIHAIBHBIX HHCTUTYTOB, OTOM/IET HEMHOTO Ha 3aIHUH
mial. KTo-To roBoput, 4To 310 mraHc moOsITh ¢ ceMbei. [llanc oueHs aMOMBaIEHTHBII.

JI71st KOTO-TO 3TO IIAHC BIEPBBIE IOTOBOPUTH TO-YETOBEUECKH, A T KOTO-TO — OTPE3aTh
TOJIOBY BCEM JOMAITHUM. MBI 3HAaeM, YTO COIMAIbHBIE KOHIIEHTPATOPBI pPa3pspKald, B YaCTHOCTH,
00cTaHOBKY B ceMbe. Celfdac, eclii TOBOPUTH SI3BIKOM CHCTEMHON COLMATbHON TEOPUH, HA CHCTEMBI
HMHTEPAKINH, TO €CTh Ha MIPOCTHIE COI[HANBHBIE CUCTEMBI, KOTOPbIE 3aMKHYTHI B UETBIPEX CTEHAX,
MEPEHOCAT beHKLII/II/I OONBIINX COLUAJIBHBIX CUCTEM, IPUYIEM B 061>eMax COBEPUIICHHO HEOXKUTAHHBIX.
U xaprtuHa, IpH KOTOPO# IperoiaBaTesb IPOBOIUT IIATh JIEKIUH U3 CBOSH KyXHH, ITPU STOM
BOKPYT CYETHTCSI CEMbsI — 3TO He (haHTacTHUeCKasi CHTyallls, He HaJI0 €€ pacCMaTpHBaTh KaK
HEYTO HEAONPOEKTHPOBAHHOE, HEAOAYMAHHOE. DTO HOBAs XapaKTEPUCTHKA COIMATLHON JKH3HH,
KOTOpast 00epHETCs MOKa YTO TPYAHO NPEICTaBUMBIMH BEIIAMH, OSCCIICTHO ITO HE POIIET.

D710 nepeHanpsHKeHne PecypcoB MPOCTHIX COIHATBHBIX CHCTEM, B EPBYIO OYepeb CEMBH,
AHTPOINOJIOTHUECKHX pecypcoB. I[IpocTo oTTOr0 UTO MO BCE BPEMsI CHIAT HA OJHOM MECTE, C HUMU
MOXET NMPOU30UTH BCe YTO yroaHo. Henocrarok BneyatieHui, oOpareHHOCTh Ha ce0s, s ObI cKazal,
JyIICBHOE CaMOEICTBO. B mepcrekTiBe Bce OueHb HEBaXKHO, HEXOPOIIINE Bely. B cBoro ouepess,
BIIOJIHE BOBMOXKHO, YTO 9TO LIAHC IS Te€X, KTO TPAJIUIIMOHHO TaKOH )KU3HBIO JKUBET, KTO MIPUBBIK
BecTH cebs Tak. i1 Tex, KoMy YIOTHA CHTyallist 3aTBOPHIUYECTBA, KTO TEPIIETh HE MOXKET BCE 3TH
JIIOIHBIE cOopHIIa. DTO GHUIIOCO]EI, OMMHOKHE XyTOXKHUKH 1, BO3MOXHO, €Ille KaKHe-TO IPYIIIHL.
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BajikoHHOe recTano — cuTyarus, Koraa
OCTaBIIHECS Ha KAPAHTHUHE JIFOIM KPHUYAT,
OCYXJIAIOT ¥ PyTaloT HAPYIIAIOIINX
OrpaHUYCHUS JTIOJCH.

I'epon3auust — HajesneHue B OONbILIEH CTEICHN
MepabOTHIKOB YepTaMU CaMOTIOKEPTBEHHBIX
MYYEHHKOB BO MM BceoOIel 6e3011acHOCTH.
Beipaxkaercst B KysbTe (Gurypsl Bpadeit

1 IPOCJIaBJICHUU MECIULINHBI. HpOI/ICXOI[I/IT qgepes3
noka3 Qororpaduii Bpauei Ha YIHYHBIX PEKIAMHBIX
00BEKTaX C CONPOBOXKAIOIINMH ITPU3BIBAMH
co0monaTh KapaHTHHHBIC orpaHuycHus. OnHa 13
CaMBIX PaclpoCTpaHeHHBIX (pa3: «Mbl ocTanuch Ha
pabore paau Bac! Brl pagu Hac ocTaHbTeCch qoMaly
Taxoke mposiBIsieTcs B OHNAH-(renMobax B 3HAK
OraromapHOCTH BpadaM. SIBJICHUE TepOU3alin
OTHOCHTCS HE TOJIBKO K MEpabOTHHUKAM, HO U K
NPEACTaBUTENSAM JPYTHX Npodeccuii — Kypbepam,
yOopmukaM, HHXEHepaM U Tp.

COVID-auccuaeHTcTBO — OTPUIIAHUE
CYILIECTBOBAHHS KOPOHABHPYCA M aKTHBHOE
CONpPOTHBIICHHE BHEAPSEMbIM Mepam
HPEIO0CTOPOIKHOCTH.

COVID’uot — 6pan. 4enoBex B siBHOH (opme
OTPHUIAIOIIHI CYIIECTBOBAHHE KOPOHABHPYCa U HE
cobmonaronmmii orpannuerns; COVID-auccuaeHt.

Hndonemuss — GoIIbIIOE KOJIUYECTBO CIYXOB,
TEKCTOB, (peiiK-HbIOC, AaHEKIOTOB H JIOOBIX APYTUX
TEKCTOB, KOTOPbIE COIPOBOKAAIOT THAEMHUIO

B Ka)k/10H cTpaHe M0 NpeIecTBYIOT eil.

HnpopmManuoHHBbIii 1eTOKE — 00pa3 KU3HH,
HPH KOTOPOM MMHUMHU3HPYIOTCS MO0 MOJTHOCTBIO
HCKJIIOYAIOTCs HOBOCTHBIE HCTOYHHMKH B LIETIAX
3a00Tbl O MEHTAJILHOM 3/I0POBBE.

KopnoparuBHblii Kpu3uc — BO3MOXHOCTh
MIPEeKpaNIeHNsI CYIIeCTBOBAHUS KOMITAHUH,
CB3slaHHAsI C HICYC3HOBCHUEM PAaOOUYHX MECT,
BBIHYK/I€HHOM IIPUOCTaHOBKOH AEATEIbHOCTH;
COKpallleHHE PabOYnX MECT, IePexo Ha
JIMCTAHIIMOHHBIN PEXUM paOOTHIL.

HoBasi Mugostorusi — cosanue

U pacnpocTpaHeHNE MU(OB U CIIYXOB OTHOCHTEIBEHO
BHpYycCa, TAaHIEMHUU U OTPAaHUIUTEIBHBIX MEp.
[IpunuceiBaHue TeHe3rncy 00JIE3HH PYKOTBOPHBIN
WA UCKYCCTBEHHBIH XapakTep.

CocTtasneH Aptypom KHazesbiM 1 Mapycert Pesa3osoit.

HoBast 0cTOPOKHOCTH — IIOCTOSIHHASI TOTOBHOCTH
K IPOTUBOCTOSTHUIO MTAHAEMHH Y€Pe3 TOCTHKECHNE
YHUCTOTHI, CTEPHIIBHOCTU U OE30I1aCHOCTH;
OUTEIBHOCT, OCTEPEKEHHE OT ONACHOCTH
3apa3uThCsl; OECIOKOMCTBO IO MOBOY KOHTAaKTa

C BHPYCOM.

HoBast cTepHJIbHOCTH — HOBBIE TPeOOBaHUS

K YHUCTOTE, TIIATEIBHOE MBIThE PYK, AC3UH(PEKIUS
MIOBEPXHOCTEH, CBSI3aHHBIE C OMACHOCTBIO
3apakeHHsI BUPYCOM.

Hopmanusanust / dnuaeMudeckast
JUCKPUMHHALMS — OJMH U3 BXKHBIX KPUTEPHEB
paseneHus Jrofiei Ha KaTerOpUH B STIOXY
SMUAEMUH: HaTIpEMep, HanboJiee YsI3BUMBIMHU 9acTO
HA3bIBAIOTCSI JIFOIHM CTapIIe 65 JIeT WK JIFOIH,
SKHBYILHE C XPOHUUECKUMH 3a00JICBaHUAMH.

OO0paTHBIii KyJIbTYPHBII IIOK — CTpecc,
BBI3BaHHbIH BO3BpAIICHUEM YeJIOBEKA

K IPUBBIYHOMY M HOpMasIbHOMY. MI3Ha4yanbHO
— BO3BpAIIEHHEM JOMOI U3 JJTUTEIBHOTO

My TELIeCTBHS, Ceiiyac — K MOIMBITKAM Ipe-
HaHJIEMHYECKOro Obita. TPpyIHOCTH aanTaluu
K MPE/IIECTBYOIIEMY MaHAeMHU 00pa3y KU3HH.

Camou30JIA1Ms1 — CaMOCTOSATENbHOE MTOMEIICHHE
ce0st Ha KapaHTHH B JJOMAIITHEEe MPOCTPAHCTBO

BO BpeMsl IaHAEMHHU; TEPMUH, HCIOJIb3yeMbIi
rOCYJapCTBEHHOM BIACTBIO ISt 0003HAYCHUS
pexuMa, BO BpEMsl KOTOPOTO KPUTHUECKH
OTPaHMYMBAETCS BBIXOJ I'PAXKIAH U3 I0Ma U HX
nepeMelIeHHe 10 TOPOoLy.

CaHuTapHasi BJIaCTh — KOMIUJICKC CAaHUTApHO-
SMUAEMUAOIOTHIECKIX U THTUEHUYECKUX MEp,
HAIPaBJICHHBIX HA M3JICUCHNE 3a00JIEBIIIX JTFONEH
U [IPOTHB PaclpOCTPaHeHUs UHPEKIUH. 3a4acTyro
XapaKkTepu3yeTcs OOoNblel aBTOPUTETHOCTBIO,
0€3yCIIOBHOCTBIO U BIMSHUEM, 110 CPAaBHEHHUIO C
BJIACTBIO Q[IMUHHUCTPATUBHOM. SIBIISETCS YaCThIO
OHOIOJUTHKH.

CounajabHoe IHCTAHIMPOBAHNE — YBETHYCHNE
(U3NIECKOTrO PACCTOSHHUS MEXKTY JTIOABMU H
CHIDKEHHE OTH3KHX (PU3NYECKUX KOHTAKTOB.
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NHTepBbIO

«YpesBblyaHOE UHTEPBbLIO»
c AES+F

Pasrosop cocrosuics 28 anpens 2020 rog

Honuna MornauHa: BaMm 1aBHO IPUIHCHIBAIOT «IIPOPOYECTBA» B HC

«Mcnamckuit mpoext» 1996 roaa, 3atrem «llociennee BoccTaHuey», MPEKPACHO WILTIOCTPUPYIOLIEE
BUPTYAIN3AIHIO )KU3HUA MOJIOZIOTO MOKOJEHUs, U T. . Buneo Inverso Mundus 3akaHunBaeTcs
KaJ[paMH, KOTJIa 3eMJTFO U JIFOJICH HAKPHIBAIOT THTAHTCKUE PAHOJIIPUH, BBI3BIBAIOIIIE B TOIOBE
accouuanuy ¢ Bupycamu. Y, koHeuHo, B cBeTe COOBITHI, 3axBaTuBLINX MUp B Havyase 2020 roaa,
9TO BUACHUEC KAXETCs MeTa(i)OpH'—leIM. BrI )lyMaJ'll/I O 4YEM-TO l'IOIlO6HOM TOI'L Hpennonaranu
noJ00HOe pa3BUTHE COOBITHI?

AES+F: Msl, ecTeCTBEHHO, He IIPEAINOIarald HUKakoi nanaeMuu. Pagnonspun B 3ToM POEKTe —
3TO I'PaBIOPBI HEMELKOIO Y4eHOro DpHcTa I'eKkelrst, KOTOpBIM UCCIe0Ball IPEBHUE MUKPOOPTaHU3MBI.
MB51 06paTHITHCE K HUM, OCKOJIBKY OHM HAaIIOMHHAIOT, C OTHOHM CTOPOHEI, (JaHTACTHIECKYIO
apxuTekTypy bocxa, ¢ apyroit — He To MUKpPOOOB, HE TO aMed — OYeHb IPUMHTHUBHBIE OPTaHU3MEI,
KOTOpbIE He SIBISIOTCA aHTporoMopbHbIMU. U, o noruke Inverso Mundus, MBI TpeBpaTHiIn

3TU HEBUAMMBIE IPAKTUYECKU OPTaHU3MBbI B OTPOMHBIE HE TO CYILECTBA, HE TO KOHCTPYKIIUH,
KOTOpbIE IIPHOBIBAIOT K HAM U3 KOCMOCA, TO €CTh 3TO MHO3eMHOE HalecTBue. Koneuno, 3to
0Ka3aJI0Ch IIOXOXKE Ha BUPYC, aXe YUCTO BU3yalbHO. TyT MOXKHO MHOIO CIIEKYIHPOBATh Ha 3Ty
TeMy... CyliecTByeT coBpeMeHHas pu3ndecKas TEOpHs, CONIACHO KOTOPOH KOCMOC | €ro (pr3uKa
HOPOXKAEHB! HALIIMM BOOOpPaKEHHEM, TO €CTh 3TO B3aUMOCBSA3aHHbIEC BEIIM U OOBEKTHOCTD PAaBHSIETCS
cyObekTHOCTH. PaboTa XynoxHUKa (haKTHYSCKU WILTIOCTPUPYET 3Ty Teopuro. O1o unes «Comspucay,
CcOOCTBEHHO rOBOPSL.

IIM: TO, YTO BbI IIPEABOCXUIIACTE B CBOUX ITPOCKTAX, 3TO OoubIIe BHU3HMOHEPCTBO WM IIPUCTAJIBHBIC

TOHKHC Ha6JIIOI[€HHSI 3a UBMCHCHUSMU, IIPOUCXOAANINMU B IMOJIUTUKE U 06H_ICCTB€?

AES+F: MbI 00bI19HO CpaBHHBAEM 3TOT MPOLECC C COIMANBHBIM IICUX0AHATN30M, TI€ XYA0KHUK
SABJISIETCA IICUXO0AHAJIUTUKOM, a BMECTO NAITUEHTA, JIEKAIIETO Ha KYIIETKE, aHAJIU3UPYIOTCA
CTpaxH M EeJIAHUSI COBPEMEHHOTO 00IIIeCTBa, BEIPAKCHHBIC B MACCME/IHA, COLICETSIX

W KOMITBIOTECPHBIX UI'pax U T. II.

IIM: CyuiecTByeT MHEHHE, YTO COLMAJIbHBIE KaTacTPO(bl U YpEe3BbIUAHHBIE CUTYallUH OKa3bIBAIOT
CHJIbHOE BIIMSHHE Ha 00IIECTBO, BBI3BIBAs INI0OAIBHBIE TapaAnTrMaIbHble N3MEHEHHS HIIH

MEHEE 3HAYUTEIIbHBIC, HO BCE K€ BayKHBIC ICPEMEHBI B JITUHOCTY YEJIOBEKA B JIy4YIIy0 CTOPOHY.
[Tporie roBOpsi, CUIIBHBIC MIOTPSICEHUsSI CIIOCOOHBI CAeNaTh Hac Jy4iie. Moriu Obl ¢ 3TUM
comtacuthea? U ecau ga, TO Kak MOKET ITAHAEMHUS MTOBIUSTH HA YEJI0BEYECTBO?

AES+F: Cpasy He MOITH Obl COMNIACUTHCS, YTO HEYTO BOOOIIIE ICIACT HAC JIyYIIIe HITH XyXKe,
ocobeHHo karacTpodsl. Cropee, IKCTpeMallbHbIe COOBITHS IPOSBIISIFOT T€ YPOBHH J100pa U 3I1a,
KOTOpBIC B HAC M TaK colepikarcs. To ecTh XOpOIINX JIFONEH MOTYT JeJIaTh TepOsSMH, TUIOXHX —
COBCEM MEP3KUMH 3JI0[IESIMH, CMEITHBIX — COBCEM KJIIOyHaMH. MBI BUMM 3TO Ha IPUMEPE TOTO, YTO
ceifuac MpOMCXOANT B MOJUTHKE.

IIM: Tlomy4aercs, 4To Upe3BbIYaliHOE MOJI0KEHHE SABIIETCS HEKMM KaTalau3aTopoM?




AES+F: [IpiuMepHO Tak, Kak KOTAa-TO NPOSIBISUIN GoTorpaduio B BAHHOM C peakTUBaMH. DTO U €CTh
TE caMble PEaKTHBBI, YTO 3aCHINANIN B BAHHY, M KAPTHHKA IIPOSIBIIAIACH OYEHb SICHO M KOHTPACTHO.

A eci TOBOPUTH O TOM, HACKOJIBKO TaKH€ COOBITHS U3MEHSIOT MUP, TO MOXKHO BCIIOMHUTH MEM

0 TOM, 4TO «MHp HHUKOTZa He OyJIeT IPeXHNUM», KOTOPEIH H3HAYaIbHO B HEKOTOPOH CTENeHN
abcypnen. EcrecTBeHHO, MUp HE MOXKET OTHOMOMEHTHO M3MEHHUTHCS 32 JJBAa MECsIa KapaHTHHA.

B T0 ke BpeMs OHATHO, 4TO KaKHe-TO BEIIH, Kak oOIIeHne oHnaifH u Boobme second life, — oHm,
KOHEYHO, YBEINYATCs, HO HHTEPECHO, YTO OHU XK€ M OyyT BBI3bIBATh H3PSJHOE OTBPAIICHHE.

A Bce Hacrosniee, PU3HIecKoe, TAKTHIbHOE OyAeT HOCUTH IIPUBHIICTHPOBAHHBIN XapaKTep.

VYeraB 0T 6€CKOHETHOTO HHTEPHET-apTa, KOHEYHO, JTIOH 3aXOTAT IMOUTH B rajepelo U YBHIETh XKHUBOU
nieppopMaHC HITH JaXKe MOTPOTraTh KaKOH-TO 0OBEKT.

IIM: B Bammx npoekTax MHOTO MeTadop coObITHI Hamieil nctopuu. 1 yame Bcero OHM HE IMEIOT
TIPUBSI30K K JIOKATbHOH MpobieMaTHKe, a HOCAT CKOpee I00aNbHbIH XapaKkTep, HO3TOMY Ballle
NCKYCCTBO HaXOAUT OTKJIMK U IOHUMAHUE Yy 3pnTeneﬁ Pa3HbIX CTPpaH U KOHTUHECHTOB. CI/ITyaL[I/Iﬂ,

B KOTOPOH MBI CyIIECTBYEM CETOIHS, TaBHO HE JIOKAJIbHAs, HOCHUT KaK pa3 II00abHbIH XapaKkTep

U 3aTparuBaet, o CyTH, J1o0oro uenoBeka. Kakue 4yBcTBa BbI HCIIBITHIBACTE B 9TO BpeMsi?

AES+F: MsI kak pa3 Bcerzia CymecTBOBaIH B TNIOOATLHOM MIPOCTPAHCTBE, IOITOMY ISl HAC
CTPaHHOCTb U CIOPPEATUCTUYHOCTD 3TOM CUTYAIUHU 3aKJIF0YACTCS B TOM, YTO HENb3S CECTh B TaKCH,
npuexats B lllepemerseBo u yaerers B Utamuro mwiu tot sxe Kutaii, rie y Hac niaaHupyercst
BbICTaBKa. M BOT MbI CHJIUM M JIOBUM CIIyXH, KOTJIa e OTKpOETCs aBuacoodeHue. JleicTBUTeNbHO,
00pa3oBaICs TOT CTPAHHBIA BUPTYaIbHBIH [I00AIN3M, KOTOPOTO €IIe JIET ACCATh Ha3aa Obl He OBLIO
6e3 Zoom, WhatsApp, Skype u T. 1.

IIM: Ha ¢one 6eckoneunoro oocyxaenuss COVID-19 u Bcex moCineAcTBUiA, CBI3aHHBIX

C pacmpoCTpaHEHHEM BHPYCa, BCE OCTAIbHBIC HOBOCTH M MPOOJIEMBI CJIOBHO ObI OTOILIH HA BTOPO
IUTaH M YTPATHIH CBOE BIUSHHE, 3HAUUMOCTD. JTO sIpUaiivii 00IECTBEHHBII TPUTTEP CETOMHSIITHETO
JTHSI, HO MOXKET OH 3aMHTEPECOBaTh BaC M HAWTH OTPaKeHUE B Baleil pabore?

AES+F: 5 nymato, MBI Ha000poT OyzeM JTF0OBIME crioco0aMu U30eraTh 3TO TEMBL, TIOTOMY YTO OHa
yXKe «IIpefcKa3aHay, U ceiyac HaBepHsKa MOSBUTCS MHOTO IIFIOXOTO UCKYCCTBA Ha 9Ty TEMY, KaK MbI
BUJIEIH Ha IPUMEpE IKOJIOTHH 10 3TOro. Mbl faxe OyeM MepeocMbICIHBaTh YTO-TO B HallleM HOBOM
MPOEKTE, KOTOPBIH MBI IIPHUIYMAJIH JIETOM.

Tam ecTb 31U3011, KOTOPBIH OYKBAJILHO BOCIPOU3BOAUT APAHOII0 Ha TEMY HCKYCCTBEHHOTO
BHpYCa, POXKICHHOTO B yXaHbCKOI 1aboparopun. Teneps HaM MPUAETCS 3TO epecMOTpeTh. To, 4To
YK€ CTaJI0 HOBOCTEIO, HE MOXKET OBITH IIPEIMETOM HCKYCCTBa.

IIM: Kaxk m3omstust BiusieT Ha Bamy padodne mporeccsl? UeMy BaM yaeTcs IOCBSIIATh BpeMs
U CBOE BHHUMaHHUE celyac, Ha 4To paHblIe He ObLIO BpeMeHH?

AES+F: C onHOM CTOPOHBI, MBI TIEPEILIN, HACKOJIBKO 9TO BO3MOXKHO, «Ha YIAJIIEHKY», HO KOorja
oOmieHne Mexxay coOOi M ¢ aCCUCTEHTaMU MPOMCXONT TOJIBKO TaK, BUIHO, HACKOIBKO JFOIH
HYXJIAIOTCA B )KAUBOM OILYIICHUH YT Opyra. Bce-Taku 4enoBedecTBO COBCEM HEAABHO MEPEIILIO
Ha TUCTAaHIIMOHHOE OOIIEHHE, IO ATOTO JIFOAM THICSYENETHIMU BHACITH TeJa IpyT ApYyTa, JHLA,

I1a3a — S3bIK Tena. M 3T0 04eHb BayKHO U A7 paboThl Toxke. C Ipyroit CTOPOHBI, MBI ceidac enaem
JKUBOIIMCH, 10 KOTOPOH HE TOXOIWIN PYKH.

M: CBI/I}ICTGJ’[HMI/I KaKoro 3Ha4YMMoro UCTOpu4eCKoro COOBITHS B TPOIIIOM BbI OBI XOTEJIH CTaTh?
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JIE: MHe ObI COBCEM HE XOTEI0Ch 9TOro, g1 Aymaro, 4To B TH000# UCTOpUHU OBLJIO HAMHOT'O TSKEJIee
CylIeCTBOBATh, YEM J1aKE ceﬁqac, €CJIM IIyTEeECTBOBATh, TO JIET HAa 50 BIEpE.

TarbsiHa Ap3amMacoBa: A eci Obl ThI ObUT IPHUIVIAIIICH Ha TOPXKECTBEHHOE OTKpbITHE Tepm
Jwnokiernana, Te pa3Be ObLI OB TPOTHB?

Jles EB3oBuu: Hy 51 Obl He oTka3zaiics, 1a.
IIM: Kakum BaM BUAMTCS MUD B Oymymiem?

AES+F: Ham xaxercst, Mup He OyAeT 04eHb OX0XK Ha Bce (yTypHCTHIECKUE BU3yaIn3alny,
KOTOpBIE MBI BUeNH HauuHast ¢ 1920-x romos. Bee OymeT HaMHOTO OOITBIIE TTOX0XKE HA MUD,

B KOTOPOM MBI CYIIIECTBYEeM ceidac, HO y Hac OymeT He 11, a 214 iPhone. Ho kakue-to Bemy,
CBsI3aHHBIE C Hamlel Ouosnorueit, usmensrcs. [1o10B 1 rennepoB OyaeT He Ba, HE TPU U HE
IISITh, @ HAMHOTO Oorbie. .. YacTs mrozeit OynyT hakTnaecku 6ecCMepTHBI, NIaBHOE, HACKOIBKO
Ha BCEX JIIofiel OyJieT XBaTaTh ATUX MOTPSACAIOMNX TEXHOJIIOTHIECKIX BO3MOKHOCTEH.
Tsoxeneiieit mpoGnemoii OyeT HaNpsHKEHUE MEXLy OOraTbIMU M CYIIECTBYIOIIMMH BHE
6orarcTBa — Maccol, MaHUIYIUPYeMOW IU(PPOBBIMU TEXHOIOTHIMH.

IIM: A xak BBI cuuTaere, OyieT JIM MecTo (PM3NIECKOMY BOIUIOIIEHUIO HCKycCTBa?

AES+F: Jla, koredHo. 1 xo4eTcs HafesAThCA, 9TO 3TO OyIeT JOCTYITHO MHOTHM, a HE
TOJIBKO JIMIIb «OeCCMEPTHBIM.
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«Cungnm goma»: BU3yasibHbIN
OHEBHUK AnekcaHopbl
BepTunHckon

Pasrosop cocrosuics 15 anpens 2020 roga.
IMonuna Morununa: Caiia, KaK J10Iro Bbl Y>K€ HaXOAUTECh B U30JISLIUN?

Aunexcanapa Beprunckasn: [Iponecc camoorpanndeHuit mesn nocTerneHHo, IPOHUKas B HaILy
JKU3HB NapaJuIebHO ¢ HOBOCTIMU U3 Mtanmuu, @pannun, CLIA, ¢ HavamoMm smunemun B Mockse.
U k MOMeHTY, Kora ObLT BBEICH CEPhEe3HbI KapaHTHH, YKe MPHUIILIO aOCOMIOTHOE OCO3HAHHME,

YTO 3TO IOJDKHO OBITh. [IpOCTO y HAC cUTYyaIus pa3BOpavynBaiach 4yTh M0O3XKE, XOTs III00ATBEHO
cymiecTByeT AaBHO. CiiaBa 00Ty, ST HAX0XKYCh C CEMbEH 3a TOPOJIOM U HMEIO BO3MOXKHOCTh BBIXO/UTH
HAa MPHPOJLY, TYJIATH C COOaKoW 1 peOCHKOM B JIecy.

IIM: Kakue 4yBCTBa HCIIBITHIBAIIN MMOHAYATy? VI3MEHIIIOCH 1 Ballle OTHOUIEHHUE IO MPOLIECTBUU
BpeMeHH?

AB: BHauajne — HenoHUMaHue, OCKOJIbKY Thl HE BUIUIIb Bpara, 3aTeéM OCTOPOXKHOCTb, 38 KOTOPOH
MPUXOAUT TOAO3PUTEIBHOCTD K OKPY>KAIOIIUM, CTOUT ITIOKUHYTh CBOIO KBAPTHUPY, CTpaX Mepes

BceM BOKpYT. Ha cMeHy MPHUXOJIST CTa0MIbHBIC YYBCTBA YEIOBEKA, HAXOISAIIECTOCS B KapaHTHHE

¥ TIOHHMAFOIIIETO, YTO 3TO BBIHYKIICHHBIC MEPBI, 3TOT IIEPHOJ] 00513aTEIBHO HYKHO IMPOHTH U 3TO
€IMHCTBEHHOE, YTO MOXKET KAaK-TO 00€30MaCHTh TeOsI M TBOUX OJHM3KHX.

IIM: B Bammx paborax Bbl 00pamaerecs K IyOOKOMY MEIUTATUBHOMY CO3CPIIAHUIO CaMO
MIpUpoAbL, HaTyphl. KaxeTcs, 4to A Bac Gonee XxapaKTepHO BHUMaHKE K TOMY, K YeMY He
HpHKacagack pyka 4eioBeKa BOBCE, HJIM K TOMY, YTO OHa JIaBHO IOKHHYJIA (PYUHBIL, 3a0pOIICHHbIE
yronku). VI MHEe BUIUTCS, 4TO BallleMy TBOPYECTBY HE CIIOCOOHA NOMEIIATh H30JISLHS, 8 MOXKET ObITh,
Ha000poT, faXke crIocoOCcTBYeT OodblIeil mpoxyKTUBHOCTH. Tak u 910?

AB: ITocne moeii nepcoHanbHOM BeICTaBKU B Mynbrumenna Apt My3ee y MeHsI HaCTYITUIIO
a0COJIOTHOE OIMYCTOIIEHHE. DTO BCETA MPOUCXOIHT MOCIE OOIBIINX MPOEKTOB, KOTA THI
BBIKJI/IBIBACIIIBCS TIOTHOCTBIO M HA CMEHY NPUXOIUT HEKOTOPbIH BakyyM. [locie BIcTaBKH st
JI0JITO€ BPEMS 3aHHUMAaJIach MPOEKTaMHU, HUKAK HE CBSI3aHHBIMU HU C )KUBOIUCHIO, HU C PHCYHKOM.
U ceituac, B IOJHOW M30JSIUH, MEHS IIPOPBAJIO — 3aXOTEJIOCH PHCOBATh HUMEHHO XKH3Hb, JIIOJCH.
Mou HaGpOCKH ¢ HATYpBL, sl PUCYIO MOJIeNiel, KOTOpBIe y MEHsI Iiepe]] Ia3aMu — Mosi 104k Jluna,
cobaka Kanyp, Mot My>x EmMenbsiH, s yactsamu.

[Mocne cTombKKX JIET epephIBa, KOTa s He PHUCOBaa XUBYIO HATYpy, YMEHHE HUKY/Ia He
TIpOTIaJIo, ¥ ceiuac s ¢ GONBIINM YOBOIBCTBUEM JIEIIAl0 3TH )KUBBIE HAOPOCKHU, KOTOPEIE, BO3MOXHO,
BOCIIOJTHSIOT OTCYTCTBHE )KUBOTO OOIICHHSI.

MoskeT OBITB, CKOPO S Mepeiiay K hoTorpaguu Kak HCTOYHHKY, ClIaBa 00Ty, €CTh OONBIION
apxuB B TenedoHe, COOpaHHBIN 32 MHOTHE TOJIbI, Pa3I0KEHHBIH 110 MaNKaM, KOTOPBIH MOXKHO
HCTIOB30BaTh B KAYECTBE HATYPHI.

IIM: MoxeT, 5TH pUCYHKH, HEKMI BU3yaJIbHBIN THEBHUK, KOTOPBIH BBI ceiluac BeneTe, JIsKeT
B OCHOBY HOBOTO ITpOeKTa?
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AB: CnoxHo cka3zatb. MOXeT ObITh, TAKHUM 00pa3oM s Iepexiioyaio BHUMaHue. Het rapMonun
1 KpacoTHl B IPOUCXOMSIIEM CeHdac, TI03TOMY 51 OTBIIEKAIOCh Ha CKETYH H, Iait 00T, Bce MpOoieT,
1 HACTYIHT KaKOe-TO CIIOKOMHOE BpeMs, MBI BOIIEM B CBOIO KoJeto. 1 st He 3Hal0, Tak JH YK
W3MCHHUTCSI MUP WM OTEYET MO CBOEMY IIPUBBIYHOMY, TPOTOPEHHOMY PYCILY.

IIM: BcniomuHasi MOCTIOBHILY O TOM, YTO Y MEJAJIH ABE CTOPOHBI, MOXKHO MPEIIOIOKHUTh, YTO

B 9TOH HEMPOCTOM, AaKEe UpE3BbIUAIHON CUTYyalllH, KOTOpas Bblllaja Ha HAllle BPEMs, MOXKET
00OHapyXHUTHCS ONPeIeIeHHAs MoNb3a Il HHIUBHAA. KakeTcs, 4TO BHEIIHUE NOTPSICEHHs M KaKHe-
TO JMUICHUS U OTPAaHUYEHUS MOTYT IMOATOJIKHYTh XyJO’KHIKOB K HOBBIM IUIOCKOCTSIM. MOXKeT, 1ist
MHOTHX 3TO KaK pa3 BpeMs 6oJiee ITyOOKOTo IOTpy>KeHHsI BHYTPb ce0sl M B 9TOM €CTh OOJIbIIast
IIPEIeCTh 3TOr0 BpeMeHHu?

AB: YecTHO TOBOpS, 1 HUKOTJa HE HHTEPECOBAIACh OCTPHIMH COL[ATIbHBIMUA TEMaMHU M HE MBITATACh
BBIPA3UTh UX Yepe3 UCKYCCTBO. M B UyKHX Xy[JO)KECTBEHHBIX IIPOEKTAX 3TO COBCEM HE TO, UTO MOXKET
MEHSI 3aleTIUTh.

51 110671F0 UMCTOE MCKYCCTBO, IPUYEM 3TO MOXKET OBITh Bee uTo yrogHo. Hampumep,
rpadGuTH, B KOTOPOM 51 YBIXKY KECT XYAO)KHHUKA B YACTOM BHUJIE, JTUIICHHBIN COIAATEHOTO
KOHTEKCTa.

JInuHO MHE TeKyIIast CUTyalus CKOpee HallOMHUJIA CTyA€HUYECKUE TObl, KOTJ]a HACTYIaeT BpeMs
OT4YeTa Iepesl KOMUCCHEH U MperofaBaTel MU O IPoJeIaHHoi paboTe, a y Teds Huuero Het. U ata
IKCTPEHHAS CUTyallus MOATAIKUBAET TeOs K 60JIee CKOHIICHTPUPOBAHHOM paboTe: TeOs OyKBaIbHO
OCEHSET U THI paboTaellb HOH-CTOI. MOJKET, 110 APaifBy U SHEPreTHKE 3TO COCTOSIHUE TIOX0XKe

Ha TeKyIlee, HO YTO M3 9TOTO BRIHAET, S OKa caMa He 3Ha0.

IIM: 4 ckopee nmena B BUAYy TOT MOMEHT, UTO B YCIOBHSX COBPEMEHHOM CKOPOCTH

1 MHGOPMAMOHHON MTepeTpyKEHHOCTH HaIlleil )KU3HU MBI 3a4aCTyI0 HACTOJIBKO BKITIOUSHBI BO
BHEITHUI MHP B CBSA3U C PabOTOM, aKTUBHON COIMATBHON JKU3HBIO, TOCTOSHHBIM HaXOXKACHUEM
B MH(GOPMAIOHHOM I10JI€ HHTEPHETA U T. [I., YTO MPAKTUIECKH JIUIIEHBI BO3MOXXHOCTH MOOBITh
HaequHe ¢ caMuM co00il. 1 BbIHYKAeHHas CaMOHM30JIALNS, B KOTOPOH MHOTHE OKa3aJIHCh ceifyac,
JIEMOHCTPHPYET, HACKOIBKO AUCKOM(OPTHO /Ui MHOTHX OKa3aJI0Ch 9TO HAXOXK/ICHUE HaeIHHE

¢ coboii. HackompKo 171st Bac Kak IUIst Xy/IOKHHKA ITOTPY>KCHUE B ce0sl SIBISIETCS €CTECTBEHHBIM

Y IPOAYKTUBHBIM?

AB: Mos paboTa 3T0 H €CcTh OTPY>KEHHE B ce0sl, I03TOMY TaKOe COCTOSTHHE JUISl MeHsI a0COIIOTHO
rapMOHHYHO. boJbiie BpeMeHH B 1okoe, OoJIbIlie BpeMEHH Ha pa3yMbs U Ha padoTy.

IIM: Korzma Bech MUp HaKOHEI IPUAET B ceOs MOCIIC OXBAaTUBILEH €ro MaHAEeMHH, KaK BaM KaKETCH,
YTO U3MEHUTCA B MIOAAX HaBcerna? CTaHeT M 3Ta MUPOBas YpE3BbIUAHAS CHTYaLUsI TOMTIKOM

K II00QJIBHBIM ITEPEMEHaM B COIIMAIIBHOM HJIM IICUXOJIOrHYecKoM oTHomeHnn? Kaknm BooOIe Bam
BUJMTCS 3aBTPALIHUY I€Hb, €CIH IPEAAThCs OMIBITKaM BU3HOHEPCTBA?

AB: 51 nymaro, 9TO MHOTHE JIIO[IM CTaHyT T€PIHMee K OU3KHM H K OKPY KAIOIIHM B TOM YHCIIE,
O4EHb HaJEI0Ch Ha 3TO. JIronau OymyT IEHUTH MPOCTHIE PAJOCTH XKU3HH, KOTOPBIE IIPOJIETAIH Ha
cymacuie[uIeld CKOpPOCTH BCE 9TO BpeMs. YECTHO ToBOPsL, 1 AyMaro UTO JIFOAU BEPHYTCS K IPEXKHEN
JKU3HU, MOJKET OBITh, 00JIE€ OCMBICIIEHHO. ..

Ho 4T00BI 4TO-TO IIPON30LLIO KapAUHAIBHOE, WU TO, 4TO Oyayiiee OyaeT He OX0XKe Ha To,
YTO OBIIO O SIHUIEMHH, — ITO WILTIO3HSL.

MoxeT OBbITh, PaOCTh YEJIOBEYECKOTO OOIIEHHUs, KOTOpask IIOYTH OTCYTCTBYET Y MOJIOZOTO
TIOKOJICHUS! CETOIHSI, IIOTOMY YTO BCE IPOMCXOIUT B PEXKHUME IEPEHHCKH, TIO3BOHUTH YEJIOBEKY CTallo
9yTb JIM HE JyPHBIM TOHOM, HapyIIEHHEM JTUIHOTO IPOCTPaHCTBA. MOXKET OBITh, 3TO )KUBOE OOIICHHUE
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BEPHETCSI U3 CTapbIX 3a0BITHIX BpeMeH. M, KoHeuHO, O4YeHb Ba)KHO ¥ OTPAJHO BOCCTAHOBJICHHE
MIPUPOAHBIX PECYpPCOB, KOTOPOE MBI BUIUM U3 HOBOCTEH — Oellyxu riaBatoT B UepHOM MoOpe, KHThI
NIpUILIBLTH K OeperaM dpaHnuy, Ha kKaMeHHOH TUomany B CueHe BbIpocia TpaBa. MoxeT OBITh,
JIIOIM YTO-TO COEPETyT U3 3TOT0, OYCHb X0y HaJEAThCS.

IIM: 51 3Hana, 4T0 Bac Kak 4eI0BeKa, IyOOKO JIIOOAIIEro mpupomy, 3To oopanyeT, maMaTys O TOM,
YTO BbI MIOAEP)KUBACTE OOIISCTBO 3aIUTHI KUTOB U JJAXE €3/IMJIM B dKCrequiuio B Tepubepky.

EcTp Kakue-To OTHaNeHHbIE ¥ TPYAHOAOCTYIIHBIE YTOJIKHU, KOTOPHIE BBl OB MEUTAJIN IIOCETHTH, YTOOBI
B OOJIBIIIEH CTENICHH OLIYTHTh TAKYIO EPBO3AAHHOCTE MPUPOBI?

AB: ©®oHJ 3alIMThI KUTOB KaK pa3 IJIaHUPOBAJI B CJIEAYIOLIEM rony noesaxky B Hopseruto,
TaM MHOXKECTBO KHTOB B AnKoi npupoze. Eme Mcnannus, rae s Toxe He ObLIa.
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«4pesBblYyanlHOE UHTEPBbLIO»
¢ Hukonaem OHULLEHKO

PasroBop cocrosiies 10 anpens 2020 roxa.

Kpucruna PomanoBa: Kos, B TBoux paboTax mprCyTCTBYET HEKOTOPAasi CTPAHHOCTh Ha 00IIeM
(hoHe, KOTOPBIiA, KaK Ka)XeTCsl, COBEPIICHHO OOBIYHBINA H HOpMaNIbHBIN. Bee Bpojie ObI BBRINISIUT
€CTECTBEHHO, HO BCETIa €CTh YTO-TO HEMIPUBBIYHOE WM HelormyHOe. [loueMy CKIIafbIBaeTCs TaKoe
BIeyaTicHue?

Huxkouaii Oanuenko: /{eno B TOM, 4TO 3Ty «HEIAJAHOCTEY 5 BIXKY U B OKPY)KaIOIIEM MHUPE.
Hampumep, ceroaHs B mapke Ha J€TCKOM IIIOLIAJKE Mbl BUAEIH TOPKY-PYyCalIKy, U U3 €€ UpeBa
JOJIKHBI BBIKATBIBATHCS UT'PAKOIINUE NCTU. n BCIb OTO METACTPAHHO: JACTU BbIKATbIBAOTCA U3 YpPEBA
pycaiku. DTO BIIOJIHE MOIVIO OBITh apT-00BEKTOM, CTOSITH B rajepee WM Ha CTEH/Ie PECTHKHOI
apT-sipMapKH, HO 3TO MPOCTO CTOUT B Napke MOCKBBI, ¥ ThI IIPOXOJHUIIb MUMO BITOJIHE TaKoH
ce0e IPUBBIYHON KapTUHBL
HcxyccTBo mpocTo 1mo3BoisieT (OKyCHpOBaThCA HAa TAKUX CTPAHHOCTSIX, KOTOPBIE B OOBIYHOI XKHU3HH
THI TIPOITyCKaeIlb, He 0c000 oOpaias BHUMaHue. [loMrMo cTpaHHOCTEH, 51 OBI eIme ckazai mpo
of11ee OIIyIeHne HeCTAOMIBHOCTH, XPYTIKOCTH T€X NMPEACTABICHUN O MUPE, KOTOPBIMH MBI XKHBEM,
C KOTOPBIMH MbI PACTE€M M KOTOPbIE B HAC JIOJITO U U3HYPUTENIBHO (POPMHUPOBaAIa MUPOBast KyJIbTypa
¥ Hayka. Bpoze o0ias kapTiHa Mupa siCHa, BCE J0BOJIBHO CTPOHHO, HO OTYEr0-TO BOSHUKAIOT TAKUE
3a30pbl — «CKBO3HSKU» HppeantbHOro Mupa. Beerna npucyTcTByer noTycTopoHHHH (akTop, KOTOPBIH
pacIaTeiBaeT TBOM MPEJCTABICHNUS U JeCTa0MI3UpyeT.

Mup sIBIISIeTCSI HE COBCEM TEM, UTO MBI O HEM 3HaeM, [yMaeM — BepHee, He TeM, UTO Hac
Hay4usiu o HeM ayMathk. OH ropasio MHOTOMEpPHEE U CIIOKHEE, a HAlllM MOCTYIKH U PeaKIUU He
BCer/a CB3aHbl C pallMOHATbHBIMU KaTeropusiMu. ECTh MHOTO HEOOBSICHIMBIX Bellei, KOTOpbIe
TBI HE MOXKEIIIb OTCJICIUTh M IIPAKTHYECKU HE MOXKEIIb 3a()MKCHPOBaTh. [109TOMY, KOHEUHO, Y
MEHsI BBI3BIBAIOT HHTEPEC pa3HOOOpa3HbIe aIbTepHATHBHEBIE 3HAHUS 0 MHpe, 6€3 HUX Bce OBLIO OBl
TUTOCKUM.

KP: B xakoM IpoeKTe ThI pELIHII BIIEPBEIE IOTOBOPHUTH CO 3pHUTETIEM 00 aTbTepHATHBHBIX MHUpax?

HO: Ilepssrit mpoekT, noxainyi, 661 ALINA. D10 nctopus, KoTopast kKacanach abCTpaKkTHOTO,
00€3/IMYEHHOT0, aHTHAHTPOIIOLIEHTPUYHOTO IPOCTPaHCTBA. Korna npu3Haky 4esnoBeyeckoro
IPHUCYTCTBUS ()PArMEHTAPHO €CTh, HO CAMOTO YeJIOBeKa yxe HeT. JTo Obliia nepsast paboTa,

B KOTOPOH TeMa NCYE3HOBEHHMSI IPUBBIYHOTO B3IIIs/Ia HA BEIM B MOEH MTPAKTHKE MOSBUIIACH.

A 4TO ecITH 4eI0BEeUECTBO HCUE3HET MU MTPUOOPETET Apyrue GopMel, U Ha CMEHY eMy NPHIYT UHbIE
MaTepU U KOHCTPYKIUH?

KP: Ectb 11 B TBOMX pa60TaX psa CUMBOJIOB, CIOKETOB, KOTOPBIC NEPEXOIAT OT IMMPOCKTA K HpOEKTy?

HO: ®opmanbHO, KOHEUHO, /13, IIBET, MATEPHAIIBI, 3BYK, KAKUE-TO HIEMEHTHI IEPEXOIST U3 IPOSKTa
B [IPOEKT, 3TO KaK IOUYEPK, Thl MOXKEIIb IIMCaTh Pa3HbIE BEILH, 1aXKe POTHBOIOIOKHbIE APYT APYTY
10 CMBICITY, HO ITOYEPK OCTaHETCsI TBOUM, HeM3MEeHHbIM. HO MOXHO HCII0/Ib30BaTh COBEPILIEHHO
pa3HbIe MeJa — ayJio, BUJEO WU rpaduxy.
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Hanpumep, aynuouncramsinus «Tomby, re Mbl BHa4yaje CIbIIIMM 3BYKHU JIeCa, XPYCT BETOK.
Co3znaercs Takasi CHTyaIyst, KOTopast 1U1si OOJIBIIMHCTBA JIIO/IEH CBA3aHa C COCTOSTHHEM MOKOS,
YMHPOTBOpPEHHAs HECIEMIHAast IIPOT'yNKa 110 Jiecy. Tebe JOKHO OBITh MaKCHMAaIbHO KOM(OPTHO,
3a 3THM ThI ciofia ¥ nputelt. Ho TyT pa3faioTcs 3ByKH BBICTPETIOB, IIPOMCXOAUT PE3Koe
H3MEHEHHUE SMOIHOHAIBHOTO (pOHA, U MOSBILIETCS TPEBOXKHOCT. KOHEUHO, 3T0 MOAeIHpoBaHue
TICEBAOPEATBHOCTH, CKOHCTPYUPOBAHHBIE CHUTYallUH, KOTOPBIE XyHI0KHHUK (OPMHUPYET.

MHe uHTEepeCHBI BEIllU «IKCTPAOPAUHAPHBIE», KOTOPBIE BBIXOAT 3a IPaHHIIbl YETI0BEUECKOIO
CO3HAHUSL.

KP: Bo MHOrHX paboTax nNpuUCyTCTBYeT JUHUS. Pacckaxu o Hel.

HO: JIunus B MoeM ciydae — 3TO JOBOJBHO BBIPa3UTENbHBINA HHCTPYMEHT, TAaKOH BEKTOD,
CO3JAI0IUI HaNlpsKeHUe, IPOPBIBAOIIU IJIOCKOCTb.

ToBopst po HampspKeHue, st BCIIOMHMI IpoeKT «Do0us B3NIAa», TAe OBUIN NCIIOIh30BaHbI
HHCTPYMEHTHI TEOPHH 3aroBopa, Takoit s136Ik nepenad HTB 1 nono6HeIx nctounnkoB. U paborars
C 9THM 0Ka3aJ0Ch OY€Hb HHTEPECHO, 3TO TIO3BOJISET JIydIlle IIOHUMATh MEXaHU3MBbI JTI000H
ouIHMaNTEHON IpOonaraHasl — Kak KOMITIIIHPYIOTCS (JaKThI, CMBICTBI, KaK U3 Pa3po3HEHHBIX
MIPOTHBOPEUHBBIX CBEACHUI MOXKHO CO3/JaBaTh BIIOIHE CTPOIHYIO HCTOPHIO.
Tot xe npuem s MpUMeHsII B TpoekTe «biekHeT», co3apast BEIMBIIIIEHHBIN JHEBHUK YElIOBEKa,
xuBLIero B Kazanu B 1960-e rozipl, HCTOPUIO €0 CyMacIecTBHs. Bce 3To 04eHb TECHO CBsI3aHO
C COCTOSHHSIMH HeCTaOMIBHOCTH.

KP: To1 roBOpHIIb PO HECTAOMIBHOCTD, U 51 BCIIOMHIIIA cepHrto Tpaduku ¢ karactpodamu. Tel gacTo
CMOTpUIIb HOBOCTH?

HO: BepositHO, TBI roBopHIIb Ipo npoekt Oddity... Her, Tombko To, 4TO MpocaunBaeTcs yepes
colHanbHble ceTH. Bech 3TOT MH(GOPMAMOHHBII ITOTOK MPOXOANT Yepe3 KaXJI0r0 B OTPOMHBIX
KOJIMYECTBAX, U YTOOBI BCE ITO HE MCUE3aJI0 B ITYCTOTY, 51 B TEIEHHE TPEX MECSIIEB IIEPEHOCHII 3TO

Ha Oymary. 310 OBUI IUIEHYP, TONBEKO BMECTO BHIOB IIPUPOABI FIIH TOPO/A 51 HCTIONH30Bal MOHHTOP
KoMnbloTepa. M nmopapsoniee GOIBIIMHCTBO H300paKeHHH, KOTOPBIE s BUAEI, KOHEYHO, ObIIN CIICHBI
pa3HO00pa3HBIX KPyIISeHNI — aBHakaracTpodbl, aBBTOMOOMIBEHBIE aBapuH, 1oe3aa. B atoit cepun
BIOJIHE PEATUCTUYHBIC H300paKeHHs TPAHC(OPMHUPYIOTCS B CMa3aHHbIC IATHA. MHE 1T0Ka3aJ0Ch,
YTO cama KaracTpoda Kak pa3 M IpeJCTaBiIseT coO00H cMa3aHHbIE MATHA, IPEBPAILCHHE YEero-TO
KOHKPETHOTO M MMEBILIETO )KECTKYIO ()opMy B aOCTPAKIHIO, B SHEPTHUIO.

KP: ITouemy Tebe HpaBHUTCS paboTaTh ¢ apxuBamMu pasHbix UI1?

HO: B ciryuae ¢ cepueit Oddity 510 65U1 apXuB, KOTOPHII TOYTH HEBO3MOXKHO HTHOPHPOBATH,
U MOSBUWJIOCH XKEJTaHUEe ¢ 3TUM paboTaTh. MOXHO emie BCoMHUTH po AIR — ceputo rpaduku
Y BUJICO, CBSI3aHHYIO C TEMOW MCIBITAaHUs SACPHOTO OpYKHs. S McKan ohHLIUaIbHBIE CHUMKH,
KOTOpBIE OBUIH OIYOINKOBAHBI B Ta3eTax, YaCTHYHO B BUICOXPOHHUKE, U IIOTOM IIEPEPHUCOBBIBAI
ux TAnorpadckoi Kpackoil Ha 6omipmoi Gopmar. Takast kpacora pa3pyLIeHNs, CTHXHIHOCTS,
MacmTabHOCTh, HEBO3MOXKHOCTH KOHTPOJISI, HO IIPH 3TOM CO3IaHHAsI CAMHUM
YEJIOBEKOM HEBO3MOXKHOCTB.

SInepHyT0 peaknuio Hellb3s IPOKOHTPOINPOBATH, HO KTO-TO MOXET 3TUM KOHTPOIHPOBATH
Ipyrux. YacTe paboT s menan coBMeCTHO ¢ Jumoit GuaunmoBbIM, MBI HCIIOJIB30BAIH MPSMYIO IIe4aTh
Ha Oymary ¢ IOMOUIBIO SMYJIbCHH, 3aT€M ITO JOPHUCOBBIBAIOCH TOM ke TUIOTrpad)CKol KPacKoii.

KP: CxnagsiBaercs OLIYUIECHHUE, YTO apXUB JIEXKUT B OCHOBE MHOI'MX TBOUX IIPOCKTOB.
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HO: 4 651 Tak He cka3zan. Hanpumep, B mpoekre «IlepeBam» Obl1a TOIBKO OtHA paboTa, KoTopas
czenaHa 1o MoTuBaM Qotorpaduu U3 HalIEHHOH IICHKH IPYIITBI-OKCIIe UK J{ST10Ba.

Cama ucropus nepesana JIsmiioBa B 3TOM IPOEKTe HE Tak BaXKHa, CKOpee 3T0 MeTadopa, mepesal-
nepexof uepes panuoHanabHoe. He Bo Bcex MpoeKTax apXHB CyLIECTBEHHO BaXKEH.

KP: He mory He cipocuTh, X0Tel ObI THI OBITH CBHAETEIEM KaKOTro-TO COOBITHS M3 IPOILIOro?

HO: Ioxanyii, Tonbko ouyTuThes B CpeqHeBekoBbe. ECTh rUnoTe3a, OCHOBaHHAs! HA HCTOPHUUYECKUX
HaxozKkax, uto B CpenHre BeKa MIIEHUIA MACCOBO OblIa 3apa)KeHa CIIOPHIHBEH, BHI3BIBAIOILCH
raJurtonuHanun. Y Bce 3TH rpoTeckHble 00pa3bl B HCKYCCTBE M BCIIECK MUCTUIM3MA OBLIH IJIS
JKHUBYILIETO TOTJIa YeJIOBEKa BIIOJIHE NPUBBIYHON peanbHOCThI0. Ho 3T0 3moxa, ThI cripocuia mpo
cOOBITHE — BO3HUKHOBEHUE MUPA, KOHEYHO. DTO HHTEPECHO, HO, AYMAI0, )KUTh CTaHET IPOCTO
HEBBIHOCHUMO IOCJIE TOT0, KaK Thl Y3HAEIlb OCHOBHYIO 3arafiky, HaJ{ KOTOPOH ThICSUENeTUsIMU ObeTcst
HayKa, GrIocous.

KP: Cunraercs, 4To BpeMst IepeMEH HIeaTbHO MOAXOAUT Ui paboThl. Kakue onrymenus y Te0s
B CBSI3M C HbIHEIIHEW 00CTaHOBKOM?

HO: [la, 5T0 BrioyiHe 3aKOHOMEPHO. VICKyCCTBO MOANUTHIBAETCS CUIILHBIM SMOIMSIMH.
Bce BCIUTECKH B HCTOPHH MCKYCCTBA Beeria ObUTH CBsI3aHBI ¢ Karakiam3MaMu. Tak 4To ceifyac y Hac
€CTb IIIAHC Ha YTO-TO HHTEepecHoe. Eciu Thl He 3aHUMaeIbCsl HCKYCCTBOM, TECHO CBSI3aHHBIM
C HETOCPE/ICTBCHHON KOMMYHHKAITUCH CO 3pUTEISIMHU, TO TaKHE JIA00PaTOPHBIC YCIOBUS CO3/IAI0T
OTVIMYHYIO CHUTYaLHIO AJIsl pabOThI.

Camoe BpeMst HoKa3aTh ceprio « CHrHam» ¢ n300paKeHUSIMH JIOKaTOPOB. ITO 0O0bEMHBIH
00pas3, KOTOPBI CBS3aH C TAMHCTBEHHBIM U HEJOCKa3aHHBIM. 1 3T0 mpoCTO KpacuBo — Best
9Ta OrPOMHAsl CIIOXKHASI MOIIb PEIMETOB, CBSI3AHHBIX C KOCMOCOM, KaK IIPOTHBOIIOCTABIICHHE
MIPUBBIYHOMY CYIIIECTBOBAHUIO.

KP: Kak gymaemis, 94To CTaHET ¢ XyI0)KECTBEHHBIMH MTPAKTUKAMU B OyayIieM?

HO: Eme Gonplias uHTErpanus B MOJIUTHKY, B TUap, B HayKy. MckyccTBO — OunonspHas
KoHCTpyKIMs. C OHOI CTOPOHBI, OHO (PMKCUPYET HACTOSALIEE, a C APYroi — (HopMHUpYeT ero.
Yasaus ¢pyrypuctos 1920-x ronoB He CMOIIIH cpabOTaTh cpa3y — ITU IKCIEPHUMEHTEHI 10
MIPOM3BOACTBY JIFOACH KaK (yHKIUH, OTKa3 OT JMYHOTO MPOCTPAHCTBA — HO 3aTO YKe ceiuac MOXKHO
3T0 yBUAETh. MBI cTanu 6osbie paboTaTh, CTUPAETCs TPAaHMIA PabOUEro-ITMIHOTO, 3aKa3aTh Eoy

13 pecTOpaHa CTajo AOCTYIHEE U Mpole, YeM IPUTOTOBHUTH ee caMoMy. [locTeneHHoe BEIMBIBAaHUE
YCJIIOBCUCCKHX 3MOLIVII>’I U IIPUPABHUBAHUE YEJIOBEKA K MalllMHE.

KP: Kakum tebe Bumutces Oymymiee yepe3 AecsiTh, CTO, THICATY JeT?

HO: [Iymato, gepe3 mecsTh JeT NPOoJoIDKUTCs Oomee NTyOoKoe CpacTaHUE YeIOBEKa C TeXHOIOTHSIMHU.
VYike ceifyac BIIOJIHE MOXKHO CKa3aTh, YTO all()OH CTaI MPOJOIDKEHHUEM YEIOBEYECKOM PYKH, TaK YTO
Oyay1ee y)Ke HaCTyNWIIO, AajblIe 3TO OyAeT pa3BUBATHCS €Ile TIIyOxe.

Yepes CTO JIET... MOXKET IPOU30UTH pa3zielIeHue MUPa — TOABATCS OOIINMHBI, B KOTOPBIX
OyZeT TOMHUHHUPOBATH MOJHBII 0TKA3 OT TEXHOJIOTHIL, TaKas OYepEHAs BOJIHA HBIO-JMIKa,
HEO-HEOXHIIIH, BEIOPOCHUBIIIME CBOU YCTPOKCTBA U Geraroiiue 1o MoJjsM, HOIbITKA BO3BpaTa K
YyBCTBEHHOMY, KIIPOCTOMY» MUPY.

Uepes THICATY JIET MBI, CKOpPEE BCETO, CTaHEM O€CCMEPTHBIMU ITyTEM ITOJIHOTO OTAEICHHUS
CO3HAHUS OT TeJla, YTO-TO BPOJIE MOJHOTO MIPOXKMBAHMS B AIBTEPHATUBHBIX PEANbHOCTAX, KaK B
BUJICOUTPAX.
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«4pesBblYanlHOE UHTEPBbLIO»
c Cepreem lNpokodobeBbIM

PasroBop cocrosuics 24 mapta 2020 rozga.

Kpucruna PomanoBa: Ceperxa, MHE KaXeTcsl, ceiiuac ¢ ToOoi ObUIO KpaiiHe He0OX0ANMO
[IOrOBOPHUTH — KaK C YEJIOBEKOM, KOTOPBIi 3HACT TOJIK B UPE3BBIYANHBIX MTOJOXKCHHSIX.
ITepeoCMBICIICHHIO 9TUX MOJIOKEHHH MOCBSIICHB MHOTHE TBOU paboThl. UeM BbI3BaH Takoi HHTEpec?

Cepreii [Ipokopnes: Ecth omynienue kpaxa, u s 661 onucan Bce Yl ogHuM crioBocodeTaHHEM —
«ourymenue kpaxa». Ho camoe 6a30Boe A7 MEHs OLIyIEHHE, KOTOPOE €CTh B MOMX PaboTax,
MEPEXOAUT OT NMPOEKTA K MPOEKTY U KOTOPOE s KKOIAI0» CO BCEX CTOPOH, — 3TO HAMpPSDKEHHE.
Hampsoxenune n aHeprust. st ce6st 51 pa3paboTai TaKyr CUCTEMY: €CJIU Thl HAXOIHUIIBCS JIHIOM

K JIMIy C IPOU3BEICHHEM, HaXKe €CIIH OHO U3 net art, M €ClN y TeOs MypaIIKi OeraroT OT T'OJTOBEI
JI0 TISITOK, TO 3TO XOpOIllee UCKYCCTBO. DTO TaKoil KpUTepHil HanpshkeHns. A ObIBaeT Bce Ha
«ISITEPOYKY» CIEeTaHO — BCE €CTh, a HAIPSDKEHUs HeT. Yl 0HO MOJKeT BO3HHKHYTH IIPOCTO B JIF00OH
MOMEHT — yZla4a U CIIy4alHOCTb. DTO HANPsKEHUE MEXIY MHOM U MupoM. 1 Bce moromy, 4To Mup
KaK OH €CTh MEHs 110 PsIIy IPUIMH HEe YCTPAuBaeT, U MIOITOMY I, KaK JTI000H APyToil XyIOKHHK,
MIBITAIOCHh CTPOUTH CBOW MHP OT PabOTHI K paboTe.

KP: Tebe nHTEpecHO MMEHHO (PUKCHPOBATh 3TO HEYCTPOUCTBO MM AyMaTh HAJl BApUAHTAMH
nepeycTpoiictea?

CII: Boo0e, ¢ Oyaymmm ecth 6ojbire mpodieMbl. MHE BUIUTCS, YTO MBI, TIO0 CyTH, BEDKUBAEM.
Ceifdac s pe3Ko 3aX0XKy B MPOCTPAHCTBO MOJUTHKH, TIOTOMY 4TO, IO MOEMY MHEHHIO, JTF000H BIacTH,
KOTOpast He YyBCTBYET CBOIO 3aKOHHOCTb, BHITOTHO, YTOOBI T€, KTO HAXOIUTCS MO BIACTHIO, OBUTH
ciabbiMu. 3aHUMANCh BBDKUBAHHEM U HE 33]aBali JINIITHUX BOMIPOCOB MPo m3MeHeHus. U s cam,
YEeCTHO TOBOPSI, B CBOMX paboTax Peiko 3ayMbIBaioch 0 OyayiieM. B 0CHOBHOM Kak-TO OTpakaro To,
YTO MPOUCXOAUT Ha MOHX IIa3ax.

KP: A 11 NIOMHHIIIb, KOTr/Ia Thl BIIEPBBIC PEIINUIT OTPA3UTh HeyCTpOﬁCTBO U TO HAIIPSIXKEHUE, KOTOPOE
ThI OollyIIaculb, B XyI[O)KeCTBeHHOfI HpaKTI/IKe?

CII: [a, 51 5T0 04eHb 4eTKO MoMHI0. D10 0611 2011 rom, Ha claeayIomuil IeHb OCIe CaMOro
MEPBOTO MPOTECTHOTO MUTHHTA Ha UUCTHIX mpyxax. Torma Mos Mactepcekas OblTa pSaoM, S mel
MHMO aMSATHHKA [ prboenoBy, 1 TaM 4yBCTBOBaJIaCh YHEPTHSI U TO caMOe HamnpsbkeHne. Bee ra3oHbt
OBUIH BBITONTAHBI, BE3/IE BAJISUIUCH 3arpakIeHNUs], KOTOPbIE UCTIONB3YIOT B METPO M HA MUTHHTIaX.

U TyT npakTHYECKH «PO30BBIM JTYYOM U3 KOCMOCA» S OIYTHII, YTO HAJIO cJenaTh paboTy B BHIE
TaKoTo 3arpakaeHus. Uepes mordaca st BEpHYICS C PYJIETKOM, 3aMEpHIT H CTall COTIOCTABIIATh

¢ pa3MepaMy JIOMUHECLIEHTHBIX JIaMIl — BCE COBIAJIO OIUH K OHOMY. U cTano NoHATHO,

YTO HAJ0 TOYHO JIeJaTh.

KP: ITonyuyaercs, Thl BIIEPBbIE II04yBCTBOBAJ TO CAMOE HANPSHKCHUE HA BOJIHE MPOTECTHBIX
HACTPOEHHN?

CII: [a, Toraa s no4yBCTBOBAJ Ce0s XYJOXKHUKOM U 3TY SHEPIHUI0, KOTOpast Oblia pa3iuTa B BO3LyXe.
Beck 2012 rox ObLT KaK aTOMHEIN peakTop.
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KP: Kak Te6e kaxkeTcs, €CTh JI B TBOUX PabOTax Kakou-To 001Kt HAOOP CUMBOJIOB, CMBICIIOB, WITH,
MOXET OBITh, METUYM, KOTOpPBIC ObI IEPEXOIUIIN OT MPOCKTa K MPOCKTY?

CII: Korna s HaunHan paboTaTh Kak Xy[IOXKHUK, 1 pab0Taa B OCHOBHOM MM JJa’Ke TOJIBKO CO CBETOM.
Ho npu 3TOM MHe, Kak 1 TF000My XyTOXKHUKY, XOUETCSI OTIIMYAThCsl M OBITh «HEyTOOHBIMY. S Havan
MOHMMATh, YTO MOE€ MMl HAYMHAET aCCOLUPOBATLCS € ITUM MeauyMoM. Ho Tak Kak s 3aHUMaroCh
CBETOM €IllE U B KOMMEPYECKOIl 0071aCTH, s PELINI CO3HATENBHO OTKA3aThCs OT ITON TEXHUKHU.

KP: CiuikoM MHOTO CBETa CTajJ0 B TBOCH JKHU3HU.

CII: [Toxanyii, 4To0BI HE OBLTO ABTOPCKOTO CTHIIA, KaK 9TO ObIBACT B IU3aifHe, HAI0 MPOOOBATh
pasHoe. DTo BO-IIEpBBIX. BO-BTOPHIX, B KaYECTBE «IIEPEX0Aa» 0coO0ro pona. Sl MOMHIO pa3roBOPEI

C OTIIOM, KOTOPBIH IUTABHO M METOIUYHO MOBTOPSUT MHE «B Hamei cTpaHe Hy)>KHO I 3aHAMAThCSI
MOJIUTUKOM, WK SMUTpupoBaTh». Ho 1 MeHs Takast yepHO-Oernast mo3uius Beeraa Opuia
HEIOCTAaTOYHOI, U 5 BbIIyMall TaKOH TPETHUil IyTh, KaK TOBOPUTH O MOTUTHUCCKUX Bellax. A IMEHHO
B «0€30MacHOM pe3epBalii COBPEMEHHOTO HCKYCCTBa» — 3TO MOYTH BHYTPCHHSS SMHUTPAITHSL.

Tem BpeMeHEM NOJUTUYECKAs )KU3Hb PealibHa U BIMSET Ha JIIOJIEH U Ha TO, KaK OHU JPYT C IPYroM
JIOTOBApPHUBAIOTCS, @ B 00JIACTH MCKYCCTBA 3TH JKECTHI, 110 CYyTH, HU Ha YTO HE BIUSIIOT, a TeOe KaKk
XyAOKHHUKY XOUETCsI, YTOOBI THI YTO-TO C/AENAT — M MHUP H3MEHMICS. Takoil MOAEPHUCTCKHIA TTOIXO/.
51 He OTHOIIYCH K 9TOMY CEPbE3HO, HO BCE PaBHO ATO MPUCYTCTBYET.

KP: Ecnu ncKycCTBO He BIMSIET Ha )KU3HB, TO, MOXKET OBITh, HayKa Ha 3TO crocoOHa?

CII: 51 paboTas HHXEHEPOM-KOHCTPYKTOPOM Ha PAKETHOM 3aBOJIC U YUHUJICS TaM

B HAHOTEXHOJOTHUYECKOH actupanType. Ho pa3ouapoBaics B HayHOM ITOAXOAE K H3yIEHHIO
mupa. S HabIona TOTaIbHBIA Kpax CBOUMH IVIa3aMH, IPUYEM TaKOH, IPOTUB KOTOPOTO HUKTO
13 BOBJICUCHHBIX JIFOJIEH HE MOT' HUUETO MOAENAaTh.

KP: VY 1e6s Obuta nepconansHas BeictaBka B 2015 rony «Mo3roBoii mapa3ut», Ha KOTOPOIt ThI
MTOKa3bIBAJ BUICOOKYMEHTALUIO MaJJeHUsI PAKETOHOCHTEISL. DTO M OBLI TOT Kpax, OUEBUALIEM
KOTOPOTO THI cTan?

CII: 41 He ObUT OYEBHALIEM, CKOpEE 5 BUIEN HE caM nepopMaHc, a ero JOKYMEHTAIHI0. JTO ObLIO
HUHTEPECHO, M BO3/IyX ObLI MpoHU3aH coObITHeM. OHO, KaK MPU3paK, BUTAJIO B 3aBOJCKHUX KOPHIIOpax.
51 paboTas HHXEHEPOM-KOHCTPYKTOPOM Ha PAKETHOM 3aBOJIE U YYHJICS TaM B HAHOTEXHOJIOTHYECKOM
acrimpanType. Kaxkslit pabounii IeHs s COBEpIIA My TEIIECTBHE BO BpEMEHH. 3a IPOXOJHOH
HagnHATHACH 1970-e ToxBI, KOTOpBIE Tak OepeKHO CTapalich HaBCEIa COXPAaHUTh 3aBoxdaHe. Ho
CMepTh BCE paBHO HacTuraia ux. B nexadpe 2006 — sHBape 2007 roma Ha dTaxe, rae s paboral, Bce
CTaJM MPSIMO YMHPATh M yMHPaTh. <...> Paboune Toxe yMupau, ¥ U3-3a 3TOTO CIyJalnCh Ka3yChl.
<...> Campblii 601BIIOI cTpaX, KOHEUHO, ObLI, eciu paketa ynazneT. B cenrsadpe 2007 roga oHa Bce-
TaKu ynalia, U BC€ COTPYAHUKHU CACTATIUCH TUXUMU U HEMHOI'O 6eCl'IJ'IOTH]>IMI/I, IIOTOMY 4TO 6])[.]'[
HEOOBSIBIICHHBINH KOJJIEKTUBHBIHM Tpayp IO pakeTe. <...> A CBOIO 3KCIEPUMEHTAJIbHYIO [Ia3MEHHYIO
YCTaHOBKY S5 TaK M HE YBHICI.

KP: A TeGe OBl XOTeNIOCh CTaTh CBUETENIEM KAKOTO-TO COOBITHS, TPOUCIIECTBHS MIIH KaTaKJIi3Ma
13 MPOIITIOTro, BaKHOTO, KOTOPOE N3MEHHIIO X0 UCTOpUH?

CII: Tu 3Hacllb, HET. Bce a1 coObITHS KaTaCTpO(I)I/I'-IeCKI/IC, n CUad 31€Ch, 1 MOI'y CKasaTb «HET,
MHE OBbI He XOTeJI0Ch OBITh MPSAMBIM CBUACTEIEM). Ho Py 3TOM HUKTO U3 HAC HE 3aCTpaxoBaH OT
nonajgaHuvs B TaKyrOo CUTyallHIo.



KP: IToyemy Bce-Taky He XOTEIOCH ObI?

CII: 51 moHUMa0, YTO KOTJIA THI SBIISCIILCS HEMOCPEACTBEHHBIM CBHICTEIIEM, TO pab0TaeT 0COObIiA
MeXaHHU3M Tcuxuku. OHO GaHaIIBHO, U OHO YacTh *XHU3HU. HeT BpeMeHn oTpedekcupoBars.

Hy»HO, 4TOOBI CTPACTH YIIETIUCh. A BO-BTOPBIX, MHE HPABUTCS BOOOpaXKEHHE, U 5 CUMTAI0, EMY HaJ0
OTJIaTh BCIO BJIACTh. Sl B KOHIIE KOHILIOB XY/IOKHHK, & HE PEBOJIIOIIUOHED.

KP: HeycTpoiicTBO 1 OJIUTHKA TECHO IEPEIIETAlOTCA B TBOSH NpakTuKe. Pacckaxu mpo cBoi
«IONTOCTPOI», a IMEHHO NPOeKT «Ax. mM. Cepres [IpoxodseBay, OH BeIb ObIT HAYaT KaK pa3 B CBSI3H
C OYECHb BaYKHBIMH COOBITHSAMH.

CII: TIpoexT HauMHAJICSI KaK Cynepropsiasi MequiHasi HCTOPHs, KOT/Ia TOJNBKO BCe COOBITUS U OOH

Ha YKpauHe B a3poropTe JloHelKa CTaJll IPOUCXOAUTS. S orocpeoBaHHO ObLT 04E€BHALIEM ITOTO.

W MeHst MHOTO pa3 CTpalnBaii, modeMy s TyAa He rmoexan. MHe ObUIO J0CTaTOYHO MEeTHHHBIX
00pa3oB, U g MPEICTABIISI, YTO €CIU OBI s IpHexall TyAa, sl Obl CTONKHYIICS C YETOBEUECKIMHU
HCTOPUSAMHU U Cpa3y Obl BO3HUK ITHYECKHH BOMPOC. A MHE XOTeJIOCh MAKCUMAJIbHO «PacuyelIOBEUUTh
9Ty UCTOPHUIO U CALCIATH NPOCKT OTCTPAHCHHBIM U XOJIOAHBIM. YToOBI HE 3aHUMATH HHU B KOEH MeEpe
HY OZIHY M3 CTOPOH. MHe HpaBHUTCS, KaK IMPOEKT OXJIAKAAETCS, HO IIPU 9TOM CaMO COOBITHE He
3aBEPIIMIIOCH, BCE ACHCTBUS IPOIOIDKAIOTCA U ABJISIFOTCS CEPbE3HBIM UCTOYHUKOM HaIlPSKEHUS.

KP: Cunraercs, 9To BpeMst IEPEMEH HIIH TaKUX «MHKPOKATacTPOd», KOTOPBIE BO3HUKAIOT C KaKO-
TO PETYISIPHOCTBIO, HHTEPECHOE BpeMsi [isl paboThl XyaoxkHuKa. Kakue y Te0st OIyIeHns B CBSI3H
C HBIHEIIHEH 00CTaHOBKOM?

CII: [la, Takne cOOBITHSI — MHIIA JUTS XyAOXKHUKA. Takoe BpeMst TeOs «BEICTETHBAET» U3 TBOETO
YIOTHOTO MEII[AHCTBA, B KOTOPOE TaK MM HHade crion3aenns. DukcupoBars MM oTpaxkars B paboTax
TaKHe MOMEHTHI BPEMEHH 3TO KaK OCTaBIATh «CBUAETETHCTBA» O TOM BPEMEHH, B KOTOPOM S JKHBY,
B CBOUX paboTax. Bo3amMoxkHO, 3T0 OaHaIbHOE XKeJTaHUE MOnacTh B apxuB. OIHAKO VIS TOTO YTOOBI
9Ta COOBITHIHAS MUIA ObLIa MUTATENbHON, TOJKEH IPUCYTCTBOBATh ApaiiB. Ho Ha TaHHBI MOMEHT
IpaiiBa HUKAKOTO HET, €CTh HapacTalollee HalpsHKEHHE U TPEBOXKHOCTD.

KP: [lomxHo mpoiitu Bpemst. Eciu ciienoBaTh TBOEMY PHHIIUITY, TO CKOPO BCIIEI 32 HAPSHKEHHEM
MOSIBUTCSI M KICKYCCTBO. Pacckaxu mpo nepdopMaHc, KOTOPIA YIUBHTEIEHBIM 00pa3oM COBIMAT
C HBIHEIITHEH 00CTaHOBKOM?

CII: D10 OBLIO MEPONIPHUSITHE — BCTpEYa ¢ XyAOKHUKaMH «OMBITHOE MOJIE» B MPOLIJIOM arpee.
Ho Tak coBmaio, 4To UIMEHHO B 3TOT IIEPUOJ] y MEHs Hayalach CE30HHAsl aJlJIEPTUs U 5 He XOTell
MIPOITYyCKaTh BCTpedy. Bo-IiepBhIX, HENb3sI ke XyT0KHUKAM IIPOCTO TaK BCTpeTUThes. HykHO
HCKYCCTBO ITozieniath. Bo-Bropeix, AHapeit Ky3pkuH pacckas3ana MHE PO OJHOTO CBOETO JPyTa,
KOTOPBI, OyIyd TaKuM >Ke aJUIePTUKOM, KakK | s, T0eXal Ha MaiCKye Mpa3IHUKN KaTaTbCs Ha
BEJIOCHUIIEZIE 3a TOPoJ 1 yMep. MHe ake He OUeHb Ba)XKHO, peanbHasi JIM 3Ta HCTOPHS, HO OHa
ropasuiia cBoe mapagoKcalbHOCThIO. U g permit orpaguts cebs OT OMACHOCTH U I0OBECTH JeHCTBHE
10 abeypaa. 1 Ba ¢ monoBrHO# yaca Kataiicsi o Kpyry Ha Bejocurene no noio. CriepBa XoTenoch
HU3MEHHUTH PYTUHY JIIOZICH, KOTOPBIN HAOMOAaIM — JApy3bs, POMUTENHN U JETH C MIalUIbIKaMHy. S
HCKYCCTBEHHO CO3/1aBaJl HAIIPsHKEHUE JUIUTENBHOCTRIO Nporecca. Hekoropsle stonu Ha 20-i Mot
KpyT cobupanuce u yxomwid. [Torom cranu npuberars neTH, 9ToOBI TIOCMOTPETH HAa MEHS, KaK Ha
TIPOE3XAOIINH MUMO TTO€3]] MIIH KaK Ha IUKIMYECKN MEHSIOIeecs IPUPOJHOE SBICHHE.

KP: B ogaunx paboTax ThI MBITACHIBCS 3a(UKCHPOBATH CIyUYUBILIEECS HANPSHKEHHE, B IPYTHX
CO3/IaellIb €r0 CaM UCKYCCTBEHHO?
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CII: DTo cBs3aHO elle ¢ TeM, YTO y MEHs CIIyYHIICS Iepexol K neppopMaTHBHBIM IIPAKTHKAM.
HarmpsbkeHne KOIHUTCS ¥ B3PBIBASTCs TEM HIIH HHBIM Nep(OPMATHBHBIM aKTOM — JUTHTEIILHBIM
1 OeCToNaHbIM.

KP: MosxeM JI MBI TOTOBOPUTH O Oy/yIlieM WK anbTepHaTHBHOM Oymyiiem? U 51 3Hato, ThI TIOOUIIB
CMOTpETh Ha 3BE3/Ibl, a 3TO IOYTH OymyIee.

CII: a, 5T0 ouenb kpacuso. [Ipu qOKHOM KauecTBE TEXHUKH Thl BUIUIID TaakTUKU. 1 oK
JIEHCTBUTEIBHO PEajbHBI U CYIIECTBYIOT, HO Ha PACCTOSIHUU B MIJUTAAPABI KHJIOMETPOB, KOTOPEIC HE
MTOMEIIAIOTCS B YEJIOBEYECKOM CO3HAHMH. ByIymuM Ba)KHO 3aHUMATHCS, IyCTh TaKe MPAKTUIECKOH
MOJIB3BI B 3TOM HeT. Ho Kak ynpaskHeHHe U KaK MPAaKTHUKa COMPOTUBIEHHS 3TO BaXKHO.

KP: Kakum Tebe Buautcst Oymyiiee 4epes AecsTh, CTO, ThICSAUY JieT? $1 BCIOMHHAK0 TBOIO paboTy
«Hxpa» 2016 rona.

CII: [a, Ob11a Takas paboTa, ¥ [0 CYTH OHA ITOCBSIIEHA 3TOMY «BO3MOXKHOMY Oyayiiemy». Ee MoxHO
Ha3BaTh NOBEPXHOCTHOI 1 miakaTHO#. Ho s He Mor yneprkaTbesi, YTOOBI ee He caemaTh.

[Nepen enMHCTBEHHBIM BBICTPENIOM OBIIIO MHOTO MBICIIEH, HEPEIIUTEIFHOCTH, IOMCKOB LIJIeMa,
HakoHe4HHKOB. CTpera pocTo BOILIA B IPOTHBOYIAPHEIN INIaCTUK 3a0pana. Bokpyr ne3Bus
MOSIBIJIOCH MHOTO JUTMHHBIX MUKPOTPEIIHOK, PACXOISIINXCS B Pa3HBIE CTOPOHBI KaK COJTHEYHBIE
nyun. [Tnactuk orpaborait cBOO QyHKIIHIO, J€3BHE JHIIIb HAITOJOBHHY BOILTO B Hero. Ecim Obr

B IIIeMe ObLJIa TOJI0Ba, TO OHA He mocTpanana 0sl. Kak MoxxHO pacrieHnBars 310 coobiTne? Kak
PEBOIONNOHHBIH MOpbIB? Kak cCBUAETETHCTBO MPOYHOCTH BEPTUKAIH, TPAHCIUPYIOIIEH BIacTh

13 MockBrl? B cemunecsTbie rofp MOIIO OAHOBpeMEHHO Ka3athcest, uTo CCCP HaBcerna u 4to oH
00s13aTeNbHO PyXHET, [TpaBaa HeMOHITHO, Koria nMeHHo. Tenepennee MonokeHne HamOMHHAET TOT
nepuof. Ho GyzeT iu 4T0-TO NPOUCXOANTH TaKXKe HEMOHATHO, IIPOCTO HAPACTACT HAPSDKEHUE.

CI: A MO4YEeMYy TaK€ BPEMEHHBIE OTPE3KU IIPpU B006pa)KeHI/II/I 6yuymer0: JECATH, CTO U ThICAYa et?

KP: [lecsitb — 3T0 04eHB OIH3KO, MPSIMO MIPAKTHYECKH PSIOM, U ThI MOKEIIb IPEICTaBUTD CeOst
B Oymymiem. CTo — 310 yke Mup 6e3 Tebsl, a ThIcsua — 3TO y)Ke MUp He TOJIbKO Oe3 Tebst, HO U 0e3
BCETO, YTO TeOsl OKpyKaeT ceiyac.

CII: £ nymato, 4epe3 IecsTh JeT MBI OyzieM Ooiee CO3HATETbHBIMH JIFOABMH U O0Jiee Ty TKUMU JPYT
K IpYyTY M K OKpyxatouieit npupoze. Uepes cTo JIeT TeXHOKpaTUYecKas COCTABIIAIONIAs yIpeTcs
B cBoeif npenen. M o teopun MakmosHa Hac KAET CPAaCTaHUE C TaPKETaMH, KOTOPBIC MBI BEIHECITH
BOBHE, a TeMepb OHK OyIyT BO3BpaIlaThCs 0OpaTHO B HAC.

MHe Ka)eTcsi, MOKHO TOBOPUTH 00 aKTyaJIbHOCTH ()POHTHPHOTO AUCKYpCa.
UYenoBeky Hy>KHBI Ooibnne naen. HauneTcs ocBoeHne NOCTYITHBIX IUIAHET, YTOObI KaKk MUHUMYM
pa3rpy3uTh Hally IUIAHETY, IIOTOMY YTO BPSIZ JIX B paMKaX pOCTa OCO3HAHHOCTH OyIyT KpyIHBIE
BOWHBI, KOTOPEIE MOTTIH OBI, KaK JICCHBIE OKapbl, KOPPEKTHPOBATH YUCICHHOCTh HACEICHHSI.
A HacueT TBHICSYH JIET, Pa3yM 4YeJIOBEUECKHI HACTONBKO CHIIBHO U3MEHHTCS, YTO MBI 00peTeM
YEeTBEPTOE U3MEHEHUE U BCsI BCEJICHHAs CTaHeT HaluM JA0oMoM. [loxuseM — yBuaum!
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«4pesBblYanlHOE UHTEPBbLIO»
¢ Mukenuncom Ouilepcom

PasroBop cocrosiies 9 anpenst 2020 roxa.

Kpucruna PomanoBa: Tema «upesBbryaifHocTH» aOCoMOTHO TBOs. Bee TBOM paboThI IOCIEHUX JIET
— 3TO CIUIOLIHOE IIEPEOCMBICIICHHE IPOUCXOAAIIET0 U OXKUAAHUE IPSAYIIEro anokanumncuca. 1 Bor,
«ecyy OBlI...» HacTynwIo. Kak TBOM OIIyIIEHHS OT IPOHCXOMSIIETO?

Muxkenanc ®@uiepc: 3Haenb, 5, KOHSYHO, XKAAJ STOTO BCIO JKM3Hb. OHO TaK MIIM MHAYE JIOJDKHO OBLIO
npou3oiTH. TpyaHO faXke MpeICcTaBUTh, KaK MOXKHO OBUIO HE 3aMETHTh, YTO YTO-TO HE TaK.

B npuninune, s gymaro, Kaxablii U3 HAC BCE IOHMMaJl, Pa3HUIIA JIMIIb B TOM, CKOJIBKO 9HEPTUH ThI
TPAaTHILIb, YTOOBI OTBJICYLCS U HE JyMaTh 00 3TOM. ECTB ke 0ueHb MHOTO CIIOCOOOB B HAIlleM MUpE,
KOTOpBIE MO3BOJISIIOT HE yMaTh O CYILECTBEHHOM. S COBCeM He paj] U He TOPXKYCh TEM, YTO JyMall

¥ IyMaro 00 5TOM Bcersa.

KP: C xakoro npoekrta Bce TBOM MBICIH ¥ Pa3MBIIUICHHUS O IEpeMeHaxX 00pein BU3yallbHOCTh?

M®: Kaxercs, 9To Tak ObUIO Bcera. ITH MBICIH KPYTATCSI B MOEH TOJIOBE KapyCelblo, H 5
HX TIepeMaIbIBal0 MMOCTOSTHHO — CMEPTh, THOCIIb YeTI0BEYECTBa, IKOIOTHS IIEPEMEIINBAIOTCS
¢ TMYHBIMHU HCTOpHAMH. OHH €CTh BO MHE, U, YTOOBI OHH MEHS HE ChENHU, IPHUXOUTCS 4acTh
BBITUIECKHBATh B PaOOTEL.

41, momHro, B 2004 Tomy prcoBai cepmio meitsaxei mox HazBanueM Unpopulated. Mue
TOT/Ia XOTENIOCh 3alle4anIeTh MMOCIESAHNE MEeCTa, He HCIIOTAaHSeHHBIE TIOIbMH.

KP: Dto 6b11H peanbHbIe MECTa HIIH BHIMBIIUICHHbIE?

M®: Ouenb axe peanbHble. S crienuanbHO UCKall MECTa CHIIbI, HAIIPUMED HENaJIeKo OT MUPaMHU]L,
rop, kcrary, naxe B Kpeimy e3nnn no mecram Makcumuirana Bonomuna. Koneuno, FOsxnas
Awmepuka, Mekcuka u gaxe Jlarsus. HaBepHoe, 310 65U10 HagaIo.

KP: V¥ 1ebs Obua paboTa, KOTOPYIO MBI IIOKa3bIBaIK Ha rpymmoBoii BeictaBke EXTENSION.LV
B Mockse, 3ateM B Huxxnem Hosropone — orpomuslii xonct «HepHas MaTepus».

M®: Tam 6e3 karactpod (cmeercs). Ceitaac-To s 3Ha10 0TBeT. Ho KOTA-TO ST gymaut, 9To ecTh
0ECKOHEYHOCTh B OTHOIICHHH MAacIITada: aToM COCTOUT M3 SAPA U AIEKTPOHOB, U HA HUX KTO-TO
xwuBeT. Kak Munn-Bcenennas. Ho mmio Bpems, i Hayka BBISICHWIIA, YTO HA MIEKTPOHE HE MIPOXKHUBEIIIb.
Ho npoxwuBers rae-HUOyAb e1ie BO BCEICHHOM.

KP: [To3xke Thl cO31a1 MUHH-BCEJICHHYIO CO CBOMMH I'€POSIMH, IIPU 3TOM OCTABIIsIsI IPU3HAKY HAILIETO
Mupa — OpeHnsl, nomyisipHeie MecTa. S npo ceputo Disgrace («HecnpaBeaanBoctsy),

M®: Bcs cepus BhInonHeHa B TexHHKe 1960-X rogax, a IMEHHO pe3b0BI 110 IepeBy Ha
TIOTMPOBAHHBIX IEPEBIHHBIX JOIIEUKAX, PO HOBBIE MUPHI HAa OCHOBE Hamero. Kak pa3 B aToi
cepuH ecTh paboTa «Smepsl 3a60TATCS 0 HapacTalONIEM YHCIIe YETOBEYECKOTO HACEICHHSD, Te
SIEPHUIBI ONMBUISIOT OaHaHBL. JTO 5 Jenall, Korga ObUIH HOBOCTH O Bupyce B Adpuke. Mou repon —
PENTHIONBI — yKe IaBHO XKUBYT B Moux padorax cpeau HJIO, cHesxHOro uenoseka, mMUpaMus 1
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naxe y Crensl [Tnava («Dxymennueckas ciayx6a y Ctens! [Tnagay).

KP: M5 coGupanuck rmoka3siBath B MOCKBE TBOH HOBBIH IIPOEKT, KOTOPBIN B IPOIIIIOM IOy OBLI
nokasas Ha craniuu JyOynter (FOpmana, Jlatsus), Ho Teneps s fake He 3HaIO, YTO OYJET B HOBOM
mupe. JlaBaii, MOXeT OBITh, THI pacCKaXKeIllb HEeMHOTo TIpo Hero? Tam Kak pa3 OblIa co3maHHast TOOOH
manenbKkas Crena [Tmaqa.

M®: Ms1 HaszbiBaeM Pury manenpkuM IlapuxeM, 1 HaM HpPaBUTCS, UTO Y HAC €CTh YTO-TO MTOXOXKEE,
HO ManieHbkoe. Ectb Manenbkas LlIBelinapus, ectb MajsieHbkas Benenus, Tyna cCKopo J0JKHBI
NIPUILIBITE MaJIeHbKUE AenbOuHbl. U g pemui cuenars ManeHbkyto Creny Ilnava, Benb ruiakarh-

TO HaM HPABUTCS, a TyAa MOXHO IIPHHTH BBITYCTHTH BCE rope U3 ceds. DTO HHCTAIUISINS U ayHo.
S cam 3amuchIBaN ayHo U MOMy4al O0IbIIOe yA0BOIbCTBHE. MHOTHE MHE TOBOPUIIH, YTO 0OBEKT
uMeeT LieseOHbIe CBOMCTBa. S co3an MecTo CHITbl M3 MIEHOILIACTA.

Emre B 9TOM npoekTe ecTh paboThI, clieNaHHbIe B TexHuke (pporraxa. B [lepy ects
MIOJIUTOHAJIBHBIE KAMHH, KOTOPBIE 10 CHX IIOp OCTAIOTCS 3aragkoi. S craBmi Oymary Ha HUX H
npoBoaMII KapanaamoM. [Tomydanuce Takne HescHbIe nei3axu. Kazamock Obl, kKak HX CBSI3aTh —
CTeHy IUT1ada U 9TH rpaduku? MEI eme 10 Hamel Spbl CTaN TepSTh TEXHOIOTHH, ¥ 3TO BHIHO BO
MHOTHX o0bekTax. Buusy Hacrosieit Ctensl [Tnada orpoMHble nieanbHbIe OJIOKH, HESICHO Kak Tyaa
TpancnopruposanHsle. Kak u B [Iepy. 910 MHe noka3anock HHTepecHbIM. BoT 3Ta yTpara 3HaHuUi
B MOMEHT CMEHBI IUBHIM3ALUI.

ITpoexT omsaTh Mpo anokanumcuc. K coxaneHuto, s MpuayMal MHOTO HOBBIX CJIOB,

U T03TOMY OYJIET CI0XKHO MepeBecTH Jaxe HazBaHue: «lleif3axu, riie KTo-To BUHOBAT B UeM-

TO». DTO Cepysi OTPOMHBIX XOJICTOB, KOTOPHIE 5 CO3aBajl U3 OTPOMHOIO KOJIMYECTBA PHCYHKOB

1 5CKHM30B Pa3HbIX JIeT. [{enoe s1eTo s cTosit mepes 6ebIM XOJICTOM U He Mor Hadats. Ho kxorma
MIpUOIIKAIOCH BPeMsI BEpHHCAXKa, sl 3aKOHYHII B HTOTe paboTy 3a MecAl-1Ba. B mpuxmumne, 310
xoiwtax. Harpumep, Mot repoii — Mscokpbul 1 pabota «IlociieqHss nponoBeap KIIHCTOro
MSICOKPBLIAY yKe ObUIH y MeHs paHbiie. [1aBHbIi repoil — TpuH — caMoe IIaBHOE CYIIeCTBO Ha
9TOH IU1aHeTe, KOTOPOE MAaTEpPUAIU3yeT BCE M KOTOPOE HEMHOIO YBIEKIOCH U CO3/aJI0 BTOPYIO JIyHY
1 HapymuiIo rpaButanuio. OH NoTpeOIsieT OueHb MHOTO SHEPTUH M CHIIBHO HarpeBaeTcsl U MOTEET,
M0STOMY Ha IepefHeM IUIaHe paboTHI JIyXka, TaK CKa3aTh, «II0T003epox». B obmem, 3ByauT Bee 310
ctpanHo. ITyckait 310 Oynet camomocTaTouHBIM MHpOM 6e3 oObsicHennil. Haxetocs, korma-HuOyab
noxaxeM B Mockae.

KP: Yto THI 5x/IeNIb OT HBIHEIIHEH 00CTAHOBKH U ITEPEMEH, KOTOPBIE MTPOUCXOIST?

M®: OTnu4HBINH BOIPOC, HO COBCEM HUYETO He XoueTcst. CeromHs Bech IeHBb ObIIT B MacTEPCKOA,
HO Kakoe HcKyccTBo? Bee GeccMbiciienHo. S HemaBHO Jenan 3CKM3 TPaBIOpHl HAa YEPHOM I'PaHUTE,
TO, YTO OCTAETCs TOIBKO Ha KaMHe. Buanmo, npequyBcTBoBai. Yero He XoueTcs, Tak 3T0 6pocaTbest
C FOJIOBOM B IUTUTAJIbHBIC aKTUBHOCTH.

BeccMbIcieHHO ToIarars, 94To Bce IpoiineT u OyneT kak panbire. M 3aHsaTh ceds Gonbirmm
KOJIMYEeCTBO pabOTHI M HE TyMaTb. DTO BPEMsI, YTOOBI HPOCTHUTHCS CO CTAPhIM MUPOM, I MOJKHO Jjaxe
MOTOCKOBATh. 5] ckopee /Iy HOBOTO, XOTS TaM Hac JKIET KOHTPOIIb.

Tak ynuBUTENbHO, 51 BEPIO BO BCE, YTO MPOUCXOJUT, TONBKO Ha MATHAECAT MPOIieHToB. Kak
1 BCETA, A1 BEPIO U HE BEPIO BCEMY, UTO I'OBOPAT U ITOKA3bIBAIOT B HOBOCTAX. CHoBa He SICHO, I'1€
IpaBa, a Iie Henpasaa. MoxeT ObITh, CHOBA 3ar0BOP, @ MOXKET 3eMJIsl — JKHBOE CYILECTBO, U €l BCe
HaJI0€JI0, OHA CO3/1aJIa TAKy!o ITYKy, YTOObl HAM HEMHOTO HAIIOMHUTH O cele.

MHe ka)keTcs, 4TO IOCJIEAHUE ToJa YEThIPE 5 KU B PEIKUME OXKUAHUS, YTO YTO-TO
JIOJDKHO CITyYUTHCS HACTOAIIIEE B 3TOM MHpE CILIOIIHOTO (helKa.

KP: A xoTen 1 ObI THI OBITH CBHIECTEIEM KaKOTO-TO COOBITHS U3 MPOIIIOTro, KOTOPOE U3MEHMIIO X0
nucropun?
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M®: TosbKo €Cii B IIECTHCCSTHIC-CEMUICCATHIC B ICHXOICITHYCCKYIO PEBOIONUIO (CMEETCS).
Ho BooGmie, MHe XxBaTHi10, MHE OBLIO 18 JIeT, KOraa MpoU30IUIa CMEHA COLMATI3Ma Ha KaluTaIu3M.

KP: Ha BroicTaBke «OTKpBITHIH niepesiom» B MOCKBe MOKa3bIBaIM BUAEO «JpeccupoBka penTuiona.
BYAYUIEI'O HET, TOJIBKO HACTOSIEE!», rae Thl XoAUIIb O TOPSIIMM yIIIsiM. MOXeIb JId Thl
ceifuac qymarh o Oymaymiem?

M®: [l 3TOTO BHIICO BayKeH aHIIMACKUI BapuaHT Ha3BaHUs: Reptile Drill. No Future,
Present Only! Takoii mocT-nank-6ynam3m. Ho Ha camoM ziene o OyaynieM moka 0co0o He moiydyaeTcs
JlyMaTb, elie paHo. HenmoHsaTHo, Kyna moiaeT. Y MeHs eCTh CKYUHbIH CLIeHApUid U BECEIIbIH.
CKy4HBIIl BApHAHT, €CIIM BCE MPOJOIDKAETCS BOTHAMU | rogaMu. VcTopus Bcex (aHTaCTHYECKUX
(UIBMOB, HE TeX, KOTOpHIE TTPO 30MOU, a TeX, IIe PO OpYyXKHe, PO TEXHOJIOTUH, KOTAa NOOeasT
¥ OCTaHYTCS TOJBKO OPAHTYTaHBI C aBTOMAaTaMH. BOT TyT u Oy/eT moxoxe Ha Hallle COCTOSTHHE, KOT/a
MBI CTOMM TIEpe]] MMPaMUIaMH U HUYEro He moHnMaeM. Heckonbko mokonieHnit OyayT cMOTpeTh Ha
PYYHBI HallIUX TOPOAOB M MPEKIOHATHCS, HO HE IOHMMATh, YTO 3TO Takoe. Kak anrekn mcmoiap30Baiu
MUPaMHJIBI KaK [IepEMOHHUANBHBIC IEHTPBI, IOHUMAasl, YTO HAJI0 MOKIOHATHCA, BEb KTO-TO CO3JAJ HX,
U 3TOT KTO-TO Kpy4e.

A caMblii paIOCTHBIN BapUaHT, €CIIK ObI BCe BPYOMIIUCH, YTO HAJI0 YTO-TO MEHATh. Beszne
CTOUT BONPOC 00 UCKYCCTBEHHOM HUHTEIIJICKTE, U HESICHO, 3TO MBI MO/l €r0 KOHTPOJIEM YK€ HJIH OH
eme nox HamuM. CriepBa CKaXkyT, 4To TeOe HyXHO, II0TOM KyJia Te0e XOIUTh, IOTOM YKe TOKOM OymyT
outh. Celfuac MpoCcTo 3aX0TEIOCh MOWTH HA IICHP IIOPUCOBATH.

KP: 5 nepeunThiBato TBOE MPOLLIOE HHTEPBHIO IBYXJIETHEW JAaBHOCTH, ThI TOI/IA €70 3aKOHYMII
cnoBamu: «Camas OonpInasi paiocTh, KOTaa KTO-HAOYAb IPU3HAETCS, YTO MOCIIE YBUACHHBIX padoT
3aTyMaJICsl O TOM, O €M s MBITAI0Ch CKa3aTh. [ CHOBa s MOpPATU3HPYIO U MIPU3BIBAIO 0OIIECTBO

K mepeMeHam». Kaxkercs, Bce Mo-peKHEMY aKTyalbHO.
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Context

Infodemics, Fake News and
Solidarity Practices

Infodemic is a situation characterized by large numbers of rumors, texts, including panicked
messages, fake news, anecdotal reports, i.e., all texts that accompany the epidemic in every country or
often, as was the case in Russia, precede it.

WHO has declared a fight against the infodemic. Note that this term originally comes
from among the countries speaking Spanish and other Romance languages. The important thing is
why WHO suddenly took an interest in this phenomenon. The reason is that there have been articles
published over the recent two years that compare the information dissemination on social media,
including rumors or fake news, with relation to events other than an epidemic. We all know about the
statistics of an epidemic, you’d have to live under a rock to not know about these numbers and letters,
about the formula Ry>1, where R is the average number of other people infected by a host throughout
their sickness period. Meaning that, if R>1, an epidemic emerges and the infection spreads. Where
R<1, the epidemic winds down, that is, the infection goes away naturally. Exactly the same model is
used in research of infodemics that would flood social media after a disaster. Researchers who believe
infodemics to be dangerous conclude that the danger comes not from the actual content of the fakes,
which are mostly harmless advice.

In one of the articles (written in 2019 before the pandemic took over the headlines), the
authors state that if an infodemic is reduced by 20% this already helps combat the real epidemic, and
a reduction of 40-50% has a significant positive impact. The authors developed this model based
on data from outbreaks other than the coronavirus: the modern, albeit of a lesser scale, epidemics of
measles, smallpox, cholera. This is how infodemics are dangerous. This does not mean, however, that
all countries have the legislation to fight fake news.

I’'m almost sure that most fakes are innocuous pranks. Schoolchildren in particular have
a tendency for such jokes. As schoolchildren, we had personal record books for homework, grades
and teacher notes. We did successful forgery to fake or remove the eloquent disciplinary write-ups by
teachers. You could rip out the damming page, but since the pages were numbered, it was obvious if
one went missing. There were tricky techniques, peculiar secrets for how to fake it. Is there anyone
who did never do such things? I mean to say that most of these stories are at heart jokes. It may be
intentional misinformation, a petty comeback, or just a joke. But the crucial question here is why
people pick up and spread the fakes. The issue is not why some blogger wrote a tongue-in-cheek
poem; the issue is why another woman reposted it and made a joke. The issue is why dozens of
thousands of people shared it on their social media and commented. They were not forced by anyone
but were driven by something. After all, spreading fake news is mostly done with no malicious intent.
You can launch as many fakes as you like, people will continue picking them up just because they
want to. Therefore, there is some cognitive mechanism in the mind that makes them do it. Take the
case of the beautiful fake Pushkin poem (on quarantine). This was an act of reassurance: look, people
experienced this in the past, and they survived, and everything turned out fine, and darkness and
despair will eventually give way to spring and hope.

Counter to WHO, many anthropologists and evolutionary psychologists propose that
an infodemic is not a disease. They say that fake news is in fact very similar to what we normally
exchange in natural interactions. These are informal texts, or as famous anthropologists Robin Dunbar
and Marshall Sahlins along with many others term it “gossip.” We don’t exchange gossip because we




are inane. This information is usually light on material content, that is, people discuss who wore it
best, who has which car or house, discuss looks, who got more attractive or otherwise, discuss clothes
and shopping—the informational part here is not especially valuable, this is important to maintain
social ties. I do this to demonstrate: “Look, I’'m just like you. I think like you, I talk like you, I give
you advice.” Dunbar says among all types of gossip and rumors the most popular one is good advice.
Second comes sharing of experience, and the third is badmouthing people who violate the public
good, violate the social contract, and thus violate our own comfy world.

A message, which is at odds with truth even if plausible, has its own structure and function.

The function is to show that we are not alone, that one person cares about the other. On yet another
parenting messenger thread, one of the moms forwards this text because she wants to forewarn, she
cares for the parents of her son’s classmates; that is why, to reiterate, fake news has several meta-
narratives. The most popular one is pseudo-medical advice, the second most popular narrative is
alternative folk recipes, where you have ginger and garlic or that one long text ostensibly by the sages
of Athos that recommends to get some olive oil and paint a cross on your door to protect against the
virus. By looking at photos, people are actually doing it. They do go out and paint an olive oil cross
on their apartment entrance. All these old-time folk recipes are the more popular part, a part of what
would today be called fake news too.

The fact itself that this kind of information is disseminated is a manifestation of societal
care. And it is very important for us.

It comes down to the social law of informal ties: the more frightening the situation is,
the more our connections fall apart (and our ties are indeed degrading), the more a person seeks
consolidation—the more different information they send out, truthful and not so much. This is what
propels fake news.

At the same time, we need to understand that the time of a severe lack of trust in the
government is an excellent trigger for the person to disseminate what then think is true or is concealed
by the authorities, instead of sharing basic information or official mayor’s guidelines.

In an epidemic, we do not have actionable communication with representatives of the authorities
who would be in a position to quickly, in real time comment on what is going on. Let’s say someone
sees and photographs the National Guard being bussed into Moscow. Two days later, where is the
press conference about that? Why wasn’t this explained immediately and why weren’t journalists
asking questions? The vacuum of such vertical communication and transparency breeds and spreads
fake news. Although I would like to once again stress: only a very small percentage of them pose

a threat to life and safety.

The next thing we need to cover is the emerging practices of grassroots solidarity.

These practices can be classed into two categories: pragmatic and ritualized solidarity. The two do not
necessarily go together. Two weeks ago, a new practice of helping the elderly was getting big traction
in Moscow and other cities. Notes were posted in apartment blocks: “Dear grandpa and grandma, do
not go out for groceries, better call this number, I’m your neighbor, I live in apartment such and such,
I’ll do the shopping for you.” It is a practical offer to help.

Also, horizontal ties are greatly strengthened. Such grassroots solidarity practices include,
among others, help or fundraising in hardest-hit countries: in Spain, Italy and France. My sources
report, they are raising money for nice things that make life easier, for example to buy a large
powerful coffee maker specially for doctors, paramedics and nurses. People buy boxes of masks
and bring them to hospitals. These are practices of real support, but then there are also ritualized
expressions of support. This would be the moments taking place in all cities across Europe where
the epidemic is raging: coming to balconies and windows to applaud the medical workers. This
is popular in Spain, Italy, France, and the Scandinavian countries. But there are other, less known
ritualized practices. I really liked one in Norway where they put teddy bears in the windows. In line
with the Protestant culture, windows are clearly seen there, including what’s inside. Teddy bears
are there to calm the children who are quarantined, to make them happy. The Norwegians also put
out colorful drawings, to show that the future ahead is still bright. Happiness will come, sunrise is
coming. Another similar example is balcony concerts. This, by the way, can be classified as virtual
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solidarization, with people organizing parties or concerts on Zoom, many even drink together via
video.

Control and oversight practices also merit attention. From six feet under, the great French
philosopher Michel Foucault is probably having a jolly “told you so!” moment. I’'m now telling
you in Foucault’s voice that grassroots control and oversight practices are taking hold. Some are
not grassroots; like an hour ago as I got a call from my ninety-two-year-old grandmother who said
that a neighbor went out to get some fresh air on the bench and got detained by a police patrol, who
informed her “you, old lady, is not getting your quarantine allowance, not a chance now, go home,
lock yourself up and die.” This is how not-grassroots goes, and we are focusing on grassroots control.
Well, what are these practices? Situations where we see in real time how the ideas of the public good
are revised. Now living in this brave new world, we realized during this revision that in order to
preserve our society we must ourselves limit our rights. We sit at home, we deliver classes via Skype,
we raise whiskey glasses via Skype, we don’t go to galleries. But then all around us are these various
bad apples, the freeloaders, who violate the public good even though this public good helps them
survive. So, grassroots control practices emerge, you’ve all heard about and seen them.

Say, for example, as soon as you post something benign online about how you met with
a friend or went to a store one kilometer from home, there will be someone responding: “You’re
violating the lockdown, how dare you, just you think about how many people you’ll kill with this
little action of yours.” A kind of soft shaming. We are not even qualifying is as good or bad, it’s not
our job after all. Control practices are emerging in Russia right before our eyes. I get messages about
new ones every two hours. And some can be very much personalized and covert. For example, an
acquaintance of mine uses Instagram to track people returning from abroad within the last month.

If she finds out they’ve not self-quarantined or haven’t reported themselves—slipped through the
cracks—she herself reports them. This practice of control and supervision is personalized, covert;
there is this good-old Russian word for it stukachestvo, or snitching. Again, I’'m not saying whether
it’s right or wrong, it’s none of my business, but there she is.

Having reconsidered the public good, we are now all knights in shining armor who are now
foam-at-mouth vehemently defending the new consensus: that we must compromise on our public
life, comfort and rights for the good of others. So I have already subscribed to it, and Peter has, and
Vasya has, and Mary has, why is there some Polly who returns from Italy and goes to work every day.
It’s a desire for justice, an understanding that Polly’s commute to work can undermine the new public
good, the new social contract.

Another extremely important point to discuss is this. In actuality, Russia is very awkward
with all this public good and the contract, because establishment of the social contract between
citizens and the state works very poorly, with difficulty, and many will say that it does not exist at all.
From this point of view, Russia has no civil society in the classical sense, where civil society
is the product of intricate checks and balances, agreements between the state and its citizens.

Thus, when misfortune strikes, people understand they cannot rely on the state to save them and
will have to do it themselves.

You might remember the terrible tragedy in the town of Krymsk in 2013. There was a flood
and many people died, the city authorities were not prepared for it, the response was inadequate,
there were horrendous rumors about a much larger death toll and about flood victims in refrigerator
containers. A lot of people stepped up to collect food and clothes, even more volunteered. This is the
same idea, we do not trust the institutions to save people, we have to take it into our own hands.

This sentiment is very strong in Russia. It is fertile ground for the newly established grassroots
control. Other counties have this type of control too. Spain, for example, where it is the fourth
week into lockdown and the outlook is quite grim, with the second highest number of infections
in Europe after Italy.

Control and oversight practices have a downside in the form of shame and guilt rituals. As
a new public good is being formed, it is very important for continuous self-reflection to occur: “Do I
have the right to forego the closest grocery store for a better one but 100 meters further away?” or “If
[ want to visit my family living in the same apartment block but in the other stairwell, how high is the
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risk for them?” Mathematicians use statistical coefficients to calculate the probability of contracting
the virus for someone just going outdoors, gloves on and touching nothing. What is the probability if
you touched the elevator buttons and doorknobs? What is the probability if you throw in a taxi ride,

a metro ride, and so on? This can all be modeled to evaluate the level of risk. And in so far as we are
capable, everyone is calculating it, and then begins to tell others that this particular risk threshold is
appropriate. This launches a new wave of texts based on inaccurate information, which leads to a new
wave of fake news. Rinse and repeat.

Overall, it seems to me that criminal liability for dissemination of information is not
an especially wise move. Because fakes cannot be stopped. Even if you are off social media, you
would go to buy food and could hear the same misinformation at the store checkout, even more
exaggerated and blown out of proportion. Not only that, the technology aspect is a challenge, too,
since text data is easy to parse but audio messages are much worse. So most of these fakes go out
in the form of voice messaging, monitoring and tracing those is a tall order. Apparently, prosecution
for spreading fakes will be random. There has already been a fine issued to a woman in the Amur
Region for the viral story about the authorities covering up the high infection rate. Obviously, she was
not disseminating this all on her own, and she clearly did not author it. Exemplary punishments are
a misguided practice.

How to better go about the fakes you encounter? There are two approaches: the first is
to enable people when it comes to verifying information, you need to learn to read carefully, pay
attention sources, ask the sender if they personally know the people in the story. Let’s take a recent
popular fake that goes like this: “ ‘People, stay away from the windows, this night black helicopters
will be disinfecting the city,” relayed the wife of an officer at the local base.” The first questions to the
sender: “Do you know this wife of an officer? And what military base is that exactly?” Pay attention
and note that the text provides no source. This is followed by a basic web search with the keywords
from the text, google it with “fake” or “rumor” at the end. It is easy to look up, you see it crop up
across different cities, someone would have put out a debunk warning by that time, local police
headquarters are usually very quick to react and publish an official statement, but our people do not
read them. Does anybody read police press releases ever?

This brings us to another problem: the best way to curb fake news is through transparency,
transparent interface with the authorities. During an epidemic, you need press briefings twice a day,
no joke. Twice a day you need communications to explain “Yes, National Guard buses drove into
Moscow; the reason was this and that,” or “No, there were no inbound busses,” or “Yes, the vans
brought reinforcements to respond to an alien landing; all is fine now: the landers were neutralized
and charged as illegal aliens.” Such explanations are needed all the time. Take for example the
Moscow Government official website that publishes guidance and compliance advice on the mayor’s
pandemic regulations. It contains a lot of conflicting information. Can I hail a taxi or not, what if
it’s for work, can I use the metro or not? There are no widely publicized press conferences open to
questions. The clarifications given by the state TV are, frankly speaking, not that trust inspiring, and
a large share of people, mind you, the younger population does not watch state TV channels, the
audience is continuously shrinking.

Looking at what is happening on social media, a great many texts have been posted over
the last three days. For example, there is a type of text that the American scholar Bill Ellis calls anti-
legends or anti-fakes. He compares legends and fakes to a virus, but adds that our culture wrestles
with itself, that is, counters the development of such things. When it grows truly dangerous, people
themselves start advocating with anti-fakes and anti-legends, anti-gossip. These take the form of
comedy texts, parodies structured like fakes. Everybody laughs and realizes that you should not
believe the fakes. It is incredibly impactful. As the volume of panicked messages peaks, such texts
appear to curb the fakes. The anti-rumors and anti-fakes are a natural regulator of an infodemic,
whatever our perspective on it might be.
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State of Emergency and Self-
Consciousness

Nail Farkhatdinov: We are in a situation where, it seems to me, artists are in a better position than
researchers to quicker respond to the unfolding events, as it is just so fast paced, big analytics fall
behind, any new study is outdated overnight. An artist, on the other hand, has intuition that requires
no academic rationale or proof. Artists can operate solely on this intuition of perception, and they
sometimes happen to capture trends that become significant only after a while in the future. As time
passes, these trends lend themselves to identification as social phenomena, become available to be
described through an academic lens. Tell us, from where we stand today, is it already possible to
somehow describe what has been happening in the world in the recent months? To describe it in
general and then, of course, as refracted through our realia?

Alexander Filippov: A point to clarify from the get-go, I do agree that a scientist cannot work
without a classification system, without framing their experience within a set of concepts, be it
concepts inherited from the predecessors or of their own design.

Meaning, that the scientist is hostage to these known frameworks, lines of explanatory
argumentation, and, anticipating our further conversation, I can add that there are numerous
discussions about what is happening in relation to the pandemic, in particular in the West. I refer to
discussions among the prominent philosophers, most famously Giorgio Agamben and Slavoj Zizek,
another contributor is Jean-Luc Nancy, Such a misfortune that Zygmunt Bauman died, he would
have definitely had something to say on this. And what they say is not quite outright obvious but not
unexpected either.

You could get even harsher; take for example Agamben, whom we all love so much. He is
actually saying things that he would have said anyway.

Previously he was saying that the state of emergency is already everywhere, except that
we did not notice it. Now he is saying that everything has gone haywire, we are all victims, nothing
remains—a plague on this plague of yours, a plague on this epidemic of yours. He refuses to listen to
reason in any way. But why? We can assume that he holds certain beliefs, but we can equally assume
that his own lines of reasoning restrain him, as they do restrain many other authors too. Here it
appears to me (there used to be this current phrase, although it is usually remembered as a quote from
the movie The Pokrovsky Gate and not from the original source) that “art is still in great debt.” Not
so sure it is art that is in debt—TIet the artists be the judge—but science, philosophy, political thought,
these are certainly in debt, and we are seeing it right now.

The reason they are in debt is exactly because some things that are readily available to
a sane mind are not so visible in these domains: the cookie-cutter theory prevents scientists, political
thinkers and philosophers from seeing the evident.

NF: How relevant to the current situation is the traditional vocabulary of studying the state of
emergency?

AF: Well, since we uttered that name it and it immediately brought along all the other relevant names,

Alexander Filippov, Professor, Head of the Center for Fundamental Sociology, National Research University —Higher
School of Economics
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then all these others are important words. Yes, we named Agamben, named Zizek, but obviously
this whole discussion sits in the powerful shadow of Carl Schmitt. His 1921 book Dictatorship and
his 1927 article The Concept of the Political are important works that captured the significance of
the state of emergency, the rationalization for the new understanding of sovereignty. Of course,

the state of emergency itself is more important to us now than why Carl Schmitt began exploring it
and wrote so much about it. Nonetheless, he offers a very productive—and ever relevant, and not
surprising also that Agamben debated it and that this later informed his major project Homo Sacer—
conceptualization of the state of emergency. The famous definition by Schmitt, now known by heart
by virtually everybody goes: the sovereign is he who decides on the state of exception.

This brings us to something that can prove extremely pertinent and important for all of us.
In a casual understanding, a state of emergency is a situation with some people who have firearms,
machine guns, bayonets, both literally and figuratively. Instead of dutifully obeying the citizen who
casts her vote for a party, which is then elected to parliament, a forum for discussions producing
a balance that satisfies everyone, with a government then formed to implement this common line,
as mandated by people who have taken the time to visit the polling station and vote—instead of
that there is a state of emergency all of the sudden. What is this state? It is a state where it does
not matter in the least who got your vote or whether you voted at all. What laws were passed does
not matter in the least. Whatever rights and freedoms are guaranteed to you in the constitution are
not quite void but matter much less than it would under normal circumstances. Where from comes
the need to call a state of emergency? This can be a natural disaster and it is necessary, for example,
to evacuate people from the affected area. This requires requisitioning of private vehicles and it is just
not possible to, respectfully of all rights to private property, ask each and everybody to provide their
car, thus, allowing the possibility of refusal. And somehow do all this strictly in accordance with the
law and regulations and court rulings. This is simply not feasible. Instead, vehicles are requisitioned,
or people evacuated from the war zone may be housed in a private residence, or food supplies may
be taken over by the military, or civilians may be rounded up to dig trenches, or whatever else may
happen which would be inconceivable in peacetime.

As people are looking back at such instances, that is after the war is over, when the flood
has gone away, they think to themselves: “Isn’t it good that it’s all passed now, isn’t it good that my
peaceful life is now secure!” And they go to the polls again. And somewhere deep within their hearts
they have this realization that, if and when there is another flood, these things must be done. At the
same time, if a state of emergency is declared without proper grounds, as they people it, they get
terribly uncomfortable about it. This is the most important, most delicate aspect.

When there is an immediate threat, an imperative to decide fast and act in the moment,
including in conflict with regular law, then everyone is likely to be more accepting of the situation
than if the threat were not so apparent and it is not clear why a state of emergency is declared or why
and whether it is removed.

How to resume normal life after a state of emergency? The study by Schmitt that we started
with investigated the two types of dictatorship, corresponding to two types of emergency respectively.
The first state of emergency is the one I just described. When some supreme boss announces that this
general is now in charge of defense, or that a commissioner is dispatched with extraordinary powers
to restore everything and make it good. Then there is a completely different kind of emergency that
occurs, for example, in times of revolution, when everything is torn down, the old government is not
only removed from power but moved to a fortress prison. It is announced that a brand-new rule has
been established, that the people has taken power into their own hands. The person at the top then
announces that he will fight the enemies with extraordinary measures, sets up a State Committee
on the State of Emergency. We know this very well from our history. This state of emergency is such
that it is not lifted for a very long time.

So here is the question, which is yet to be answered by political theory, which is still at the
center of debates by thinkers: is there any way back to normalcy?
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One such answer, a complex albeit a tempting one, is that there is no fitting way and that, on
top of that, there are many things—which at certain developmental stages of the European civilization
would seem completely unthinkable and contrary to everything linked to such concepts as legal
consciousness, citizenship rights, protections of the person, freedom of conscience—are losing their
previous role in modern society; that without noticing it we have long ago lapsed into an “emergency
mindset.” Which finds manifestation on different levels, in different aspects of life where we allow
such impositions that a citizen of the 19th century or earlier would have never subjected themselves
to. We are noticing that these symptoms, which could be pointed out easily, are markers of the
“emergency mindset.” From a historical perspective, a normal understanding of rights and freedoms
from one era becomes absolutely unthinkable or impossible in another, while the invasive creep
of various political entities, the state as represented by various institutions, into our lives becomes
unprecedentedly advanced. One thing, however, cannot be denied: the routine of this mindset is
not extraordinary, the stress can fall on the word “routine.” So, if you know that there are certain
regulations, if you know where they come from, if you know what lies beyond them, nothing bad
will happen to you. And if you get used to aligning your life with this routine, then it can be argued
that there is something normal about this kind of emergency. Last summer, at the time of the Moscow
parliamentary elections and a corresponding stir-up among the politically-active communities there,

I wrote a number of relatively small but personally significant texts. There I communicated a rather
simple thought, but it apparently turned out to be not as accessible for everybody, and I have since
taken every opportunity to reiterate this idea over and over.

Anything that lies outside the norm is emergency in nature. There is no other meaning to
emergency or “emergency mindset” other than being outside the norm. We can then criticize the
norm, we can say that the norm is flawed, that it needs to be replaced, that it is inhumane and so on.
But one important circumstance about it is that it is still the norm and a familiar one at that. Anything
emergency—which is outside this norm according to a set of rules contained within this very norm—
is then, in a sense, normal emergency. Our current Constitution, as it is at the moment before the
amendments, makes provisions for a state of emergency. We can say that this norm is flawed, that
it has to be reformulated, that this law, when enforced, is not enforced well enough, but the norm is
there nonetheless, the law is there, and according to this law an emergency is a normal emergency.
Back to last summer, what I personally took issue with, what I thought merited criticism and what |
spoke out about was the abnormality of emergency. It was a roving abnormal, drifting. As there were
islands of normality, so there were islands of abnormality. A person can lead a normal life, go to a cafe
one day and suddenly become a party to an illegal meeting, quite unexpectedly now liable to a prison
sentence or a fine. This is the drifting, unregulated, undeclared norm, since no state of emergency
was called. Such occasional, or in legal terms—underregulated, intrusion into normality was greatly
concerning then. It all eventually got bogged down in the routine, but what we are seeing now, under
a different pretense and in a different form, is in part a repetition of that. To clarify, not a repetition
per se or reengagement in the same practices, but a return of that occasional mode. For example,
the decree of Moscow Mayor, which is reasonable health-wise, has no legal grounds to actually
prevent citizens of over sixty-five from going outdoors. It is not the first or only one, I must say, this
has been happening all over the world, but we are here, operating within our situation and recall
that similar things already happened before. In such case, we must take this very seriously. Because
we recognize that the situation is indeed extremely serious. It is exactly the sort of situation that
Vladimir Lenin once wrote about “delay is tantamount to death,” but he meant that it was high time
to start a revolution. In today’s case, delay is deadly also because the virus would spread. A normal
state of emergency, however unpleasant it might be, is free from any unpredictability. You would be
aware, for example, that you could not go outside after 10 p.m. Curfew. And you’d know what would
happen if you went, you’d be captured and handed over to a firing squad. Does this leave any place
for ambiguity? Everything is cut-and-dry clear, as it is clear for those who impose the curfew, who
operate on the assumption that a total curfew—as India was reported to do yesterday—will make
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everyone lock up at home for three weeks. Frankly, I cannot quite imagine how everybody in India
could possibly stay in total lockdown for three weeks. After all, there are a lot of people, but will they
not die during the three weeks at home? I don’t understand it yet, am waiting for more reports, but it
looks rather strange, similarly to the recent news from the UK.

Something is up here, it is either completely new or there is not enough clarity in the
instructions and regulations themselves. They will have to be clarified sooner or later, because it
won’t take effect so easily, does not work like that.

Once again, a normal emergency is in a way convenient. It is politically unpleasant,
since people are now used to—making this important point again—being politically engaged
and civic minded, it is unthinkable for them that someone else would make determinations about
important aspects of their life. But this does not mean that such a person is living in a situation of
unpredictability, maybe on the contrary she is dissatisfied with the predictability of the situation that
excludes spontaneity of decision: go where she wants, meet whoever she wants, leave home whenever
she needs. The fact that we are faced with things that we only later begin to comprehend, as we look
back, is only half the problem. Taken as a whole, the problem is different.

The state obviously does not have sufficiently capable mechanisms to control and
punish those who oppose the new regulations. Assume that the sanitary precautions are regulated
even stronger than what we’ve seen so far—but everything that has happened so far, despite all
the punishments, despite all the fines, detention and imprisonment still implies a very important
component that is not taken into account in the conceptual descriptions of dictatorship and state of
emergency. The component is self-consciousness. Self-consciousness can be retrospective (“Ah, that’s
what it was all about!”) but also prospective, as is the case when we plan our future behavior. When
we do not yet comprehend the seriousness of what we are about to learn in the future, but do engage
in behavior planning today. We need to recognize the consequences of our actions now. One such
consequence would be punishment should I violate a regulation, but clearly total control like this is
not feasible and it is not feasible to put everybody behind bars, so the thing to do is appeal to integrity.
That is, to something missing from all conceptualizations of dictatorship. There is no reliance on self-
regulation, self-organization of people. Apparently, this is the next stage of the totalitarian attitude to
a person who lets the policeman inside themselves. This invisible supervisor integrates into the inside,
becomes a voice: “Do this, do that,” “Behave appropriately,” and so on. This is a moment when
rationality is disrupted.

That is, in order to behave in line with the abstract sanitary—political authority, the person
must adopt some abstract hygienic reasoning, which deals in invisibles.

When Pushkin described the plague, he said:

Rose-maidens’ scents we drink in boldly,
Scents, it may be—full of the Plague!

Back then, viruses were completely unknown. But it is assumed that a person, appearing so fresh and
upbeat at the moment, can in fact already be infected, and will soon decline, and everyone has seen it
happen, it has already been experienced. The attitude is fatalistic, but one way still remains:

Old Man Winter we’ve beat back;
That’s how we’ll meet the Plague’s attack!

That is, we lock down in quarantine, and whatever we are carrying, it will be found out soon enough,
the important thing is to not let anything or anybody else in. This is the idea we are currently offered;
it needs additional arguments but of what kind? It is one thing when you can observe the dreadful
cart that hauls the dead and collects them from the street, when you see all the scary people wearing
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the grim overcoats and masks of the plague doctors. It is very different when you observe the city
carry on with its life. Buses keep running, the metro is running, the shops are the same, other stuff.

A portion of social life is maintained, a portion ceases, and as to why it ceases, a long story is being
provided and I would not say it is so easy to follow. We have heard it many times over the past two
weeks: sooner or later everybody or most people will get sick, but to make it so that they do not get
sick all at the same time and overflow the hospitals where they will be treated but not cured, this curve
need to be flattened. Flattening is achieved only through isolation. But pay attention to what’s asked
of us. We are made to turn on our imaginations and also invest trust into the storyteller. It is assumed
that the story and the teller are believed, and the presented outlook is taken at face value. The ability
to follow long lines of logical reasoning is called upon. In general, this ability is said to not be
universal and not used by everybody in normal life. And now the most important link. As soon as
people turn all of this on and start reasoning, they begin asking all kinds of questions. The questions
about true death tolls, the origins of the situation, whether this disease is not new, whether we already
weathered it a few months ago. About the immune mechanisms, about upbeat mood being the best
treatment, and a whole lot of other things. There emerges a natural tendency of the modern society,
the modern educated man to beat the wind and endlessly discuss, differentiate the opinions, but what
would that man take as guidance then? And the marvelous answer is regulation: we must not reason
but obey, no one asked you to reason.

<...>

To continue, we could address a domain that is important but has evaded us so far. It concerns

the workings of interpersonal relations. The regulations we’ve discussed are, after all, painful.

For example for the economy. Everybody’s talking about the implications for the economy. But few
if any talk about the implications for social life. There are things that lie on the surface, for example,
the entire education system in our country has been traditionally regarded as a way to socialize young
people, a way to produce not merely a literate nation but particular specialists needed in various
fields, including the economy. But the education system also serves to concentrate the active youth.
In other words, normally at daytime throughout most seasons you don’t see children on the streets.
Naturally, they are in schools, a large share of young adults is in colleges. Now they all happen to be
confined at home, and parents are encouraged to take control of them as if it is so easy, as if it is at

all possible. Whatever your opinion here, it is absolutely obvious that this is an uncontrollable social
force. Let’s have an example with an age group at the other end. We’ve been hearing grievances
aimed at South European old men, whose ways and habits drove the disaster that unraveled.

Perhaps, this was not the main driver of the high mortality, maybe the mortality is not as high in Italy
or Spain as it now appears. This will become known later, but all we know of these countries supports
that the numbers are true. The elderly there are energetic, active, aware, they have a close-contact
culture which is dyed in the wool. These are the perfect conditions for the virus to spread, even if

not this virus, then some future infection will also be transmitted in the same fashion. And after this
has become known, what follows? — Absolutely nothing. This is crucial. There are social things

that are mistakenly believed to be manageable by some conscious effort. So, as we now know the
what and how, we need to employ some conscious, thought-up ways of influencing this arrangement
to prevent it—this is absolutely off. It’s quite safe to assume, for example, that people who cannot
hang on but by breaking some regulations will not be thinking that they are potential—and here |
stress potential—carriers of the disease, but be thinking that they need to put food on the table today,
tomorrow and the day after. Or people who have a habit of regularly seeing their friends and who now
have to compromise these traditional meetings, for some reason but not because there are dead bodies
on the streets, I stress once again. The TV can show a few times some groaning people near death,
overcrowded hospitals, but people will still be going outdoors, it’s sunny outdoors, empty alleys
soaked in bright light. It seems okay, here are all the perks of a big city. What would you suggest?
How to monitor all their movement, their contacts with others? How to embed
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this idea in the head that even if I am not carrying the virus, I am increasing the risk of overloading
the healthcare system. A horrendous logical fantasy, without any demonstrable support. In my
opinion, this is not effective at all. <...> Walking around us are people who are all healthy on the
outside, but we need to force ourselves into thinking that they may already be the walking dead, that
within they’re already affected. They all feel perfectly fine, just as fine as the images from a couple of
weeks ago of European politicians or athletes who were laughing and saying that it was all nonsense,
and then took the test and tested positive. This means that the conventional distinctions between
clean and unclean, dangerous and safe are no longer valid. For now they have stopped working only
in one sense, in the sense of neurotization, which translates into two opposing strategies. One of the
strategies is to only leave home with a respirator, disposable gloves, not to go out when not necessary,
and if necessary then burn the clothes after, change the respirator filter—I will survive and you will
die. The opposite strategy is whatever is set to happen will happen, such things happen all the time,
and there is no use in giving it too much importance. As two polar opposites, these two strategies
still come from one place. The total neuroticization and, in my opinion, total paralysis of rational
faculties. It’s comparable to what followed after the explosion at Chernobyl. In particular, it was after
Chernobyl that sociologist Ulrich Beck wrote Risk Society. He opens with an account of the principles
that allow us to consider humans as a creature that survives in nature, who is capable of surviving a
totally hostile environment.

The issue is, however, that Chernobyl has undermined this, because we have no sense
to enable us—our bodies have never adapted to this over the history of mankind—to identify
radiation hazard and safety.

All appropriate behaviors, for example, spending more time outdoors, eating organic
foods, all that had already come to be part of a healthy lifestyle—all turned out to be ill advice with
Chernobyl. People have put great consistent effort into working out the rules of life: a hundred ways
to live to a hundred, a thousand ways to live to a thousand. “Do this, and you will be powerful,
healthy, will lift a hundred kilograms!” But all of the sudden we are plunged into a situation where all
these recommendations, except for the advice to wash hands—this is, fortunately, still relevant—are
absolutely meaningless. It is a very interesting moment, because it is obvious that at a critical point
there will come a critical moment. People can no longer frequent the places that occupied their free
time, which have been specially designed to prevent them from thinking. A normal healthy person
goes to the downtown, where the hum-drum is constant and where people are in constant contact,
where something is always afoot and where you can go anywhere, an exhibition or a concert, where
it’s no problem to fetch something to eat at 3 a.m., and so on. Then suddenly all this disappears, you
are in a completely novel situation. We are not speaking about the effect on the economy, there is
a new social situation of a metropolitan area, which is engineered to fully absorb the unsuspecting
citizens into the whirlpool of events. At first the citizen is naturally in shock, what we are seeing now
is the state of shock. You cannot go to work—it’s all work from home. You cannot hang out, there is
no leisure, you cannot go to the store just on a whim. And there’s this invisible infection around each
corner. There is nowhere to hide either. One of the most powerful approaches to solving problems is
to run away, to a good place. Now it so happens that there is no good place left, it just does not exist
in principle. Perhaps, there is somewhere deep in the bowels of Moscow an ice bunker completely
free of germs, but we do not know about it and will never know. As we learned just this morning that
Prince Charles had tested positive for the coronavirus, we realize that this is it. People are queuing
in England to stock up on toilet paper, everything is closed in India, onboard cruise ships, which are
designed to be a floating paradise, people are dying. It’s a trap. The Earth is a huge trap. And it seems
to me, as long as electronic communication is available, this will sooner or later lead to completely
new ways of interaction. Having rewatched the entire 125-terabyte library of movies and played all
the games, there will be nothing left but to communicate—Ilet’s hope there is no blackout, because the
networks are already strained. It is most evident that the absorption of free time or energy for thought,
which has been delivered by numerous social institutions, will somewhat loosen its grip. Some say
it is an opportunity to spend time with family. An ambivalent opportunity.
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For some it’s the first chance to ever have a real talk, for others to cut the heads off of
everyone at home. We know that the hubs of social concentration were, among other things, defusing
familial tensions. Whereas now, to use the vocabulary of the social systems theory, the systems
of interaction, that is simple social systems confined within four walls, are forced to take over the
functions of the large social systems, and at an absolutely unexpected scope. A situation where
a professor delivers five lectures from his kitchen, with the family hustling around, is not fantastical,
do not consider it as something underdeveloped or poorly thought out. This is a new characteristic
of social life, which will produce effects that are yet difficult to imagine, but it will not go away
without leaving a mark. The resources of simple social systems are stretched, primarily of the
family, the anthropological resources. Merely by virtue of constantly occupying one and the same
space, anything can happen to the occupants. Lack of experiences, introspection, I’d say, misguided
soul searching. In the long run, this is not good, the effects are bad. On the other hand, this is an
opportunity for those who have already been living such a life, who are used to this mode of behavior.
For those who are comfortable in seclusion, who cannot stand all these crowded gatherings. These are
philosophers, lone artists, and maybe some other groups.
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Balcony Gestapo — quarantined people judging
and criticising those who break quarantine.

Corporate crisis — a possibility of the company’s
collapse, connected to job losses or the suspension
of the business activity; job cuts, telecommuting.

COVID-dissidence — denial of the existence
of coronavirus and active resistance to the newly
implemented precautionary measures.

COVIDiot pej. — someone not observing
the limitations and denying the existence of
coronavirus; COVID-dissident.

Glorification — presenting healthcare workers as
self-sacrificing martyrs in the name of universal
security. Worshipping medicine and doctors
through showing their photographs on billboards
along with messages calling to stay quarantined.
One of the most common examples is “We

stay at work for you, you stay at home for us.”
Glorification can also manifest itself in various
flash mobs online, also dedicated to showing
gratitude to healthcare workers. It does not only
apply to doctors, as other professions such as
cleaners, engineers and delivery people.

Health authorities — a complex of hygienic and
and sanitary measures directed at curing the ill
people and stopping the spreading of the infection;
is often characterised by the higher credibility,
unconditionality and influence when compared to
the administrative authorities.

Infodemic — an epidemic of information; a
large amount of jokes, rumours, fake news and
other media materials that either accompanies the
epidemic in every country or comes before it.

Information detox — a lifestyle centered around

minimizing media consumption or excluding it
completely to care about one’s mental health.
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New cautiousness — constant readiness to resist
the pandemic through achieving sterility, safety and
sanitation; vigilance and alertness to the danger of
infection; anxiety about contacting the virus.

New mythology — creation and spreading myths
and rumours about the virus, the pandemic or the
precautionary measures; claiming the virus was
created artificially.

New sterility — new sanitation standards,
thorough hand-washing, disinfecting surfaces
related to the danger of infection with the virus.

Normalisation / Epidemic discrimination — one
of the important people categorization criteria in
the epidemic: for example, senior citizens over 65
years old or people living with chronic illnesses are
often referred to as the most vulnerable.

Reverse culture shock — the stress suffered by
people after returning back to normal routine.
Originally used about a feeling of returning home
after travelling, currently — about attempting to
get back to the pre-pandemic lifestyle.

Self-isolation — self-quarantining at home
during the pandemic; a term used by governments
to describe a regime restricting the citizens’
transportation, including leaving their houses.

Social distancing — increasing the physical space
between people and decrease of close physical
contact.




Interviews “Emergency Interview” with AES+F

Recorded on April 28, 2020

Polina Mogilina: Your artworks have long been seen as prophecies—the Islam Project of 1996,
then the Last Riot, that illustrates the digitalization of younger people’s lives’ perfectly, etc. The
Inverso Mundus video ends with giant Radiolaria covering the Earth and inevitably evoking some
virus associations. Considering the events of 2020, this vision looks metaphorical. Did you think of
something like that then? Could you predict such scenario?

AES+F: Obviously, we could not expect any pandemic. The Radiolaria in these projects are Ernst
Haeckel’s engravings: he was a German scientist who studied ancient microorganisms. We used
them because they resemble both Bosch’s phantasmagoric architectures and some primitive, non-
anthropomorphic microbes. In accordance with the Inverso Mundus logic, we turned these almost
invisible organisms into gigantic creatures—or structures—that are coming from space, so this is
literally a real space invasion. Even visually it was like a virus. You could contemplate a lot on this...
There is a theory in modern physics, according to which the space and its mechanics are products

of our imagination, which makes them intertwined, and being a subject the same as being an object.
The artist’s work illustrates this theory. In fact, this is a Solaris idea.

PM: Is what you anticipate in your projects more like visions, or are they close and careful
observations of the changes in politics and society?

AES+F: We usually compare this process to social psychoanalysis, where modern society is on the
therapy couch, having its fears and desires reflected in mass and social media, computer games, etc.,
analyzed by an artist instead of a shrink.

PM: It is sometimes argued that social catastrophes and emergency situations have a large impact on
society and either alter its paradigm completely, or at least change something in people for the better.
Basically, great turbulence can make us great people. Would you agree with that, and if yes, how will
the pandemic affect us?

AES+F: We already cannot agree with the part that anything can make us better or worse, especially
catastrophes. Rather, extreme circumstances reveal the extent of good and evil we already have inside
us. That is, good people become heroes, bad ones become complete villains, funny ones turn into total
clowns. We can see that in modern-day politics.

PM: Does it mean the emergency situation is, in itself, a catalyst?

AES+F: Something like that, how photographs used to be developed in bathtubs full of reagents.
These are the reagents that were poured in the bath to make the picture contrast and clear. And if we
talk about how such events change the world, we might as well remember a meme that goes “the
world will never be the same again”, that is absurd to a certain extent. Of course the world cannot
instantly change in two months of quarantine. At the same time, it is obvious that there will be

more online socialization and otherwise ‘second life’, but these things will also sicken people a lot.
While everything real, physical, haptic will become a privilege. When people get tired of endless
internet-art, they will want to go to a gallery and see a performance live or even touch some art object.

PM: In your projects, there are a lot of metaphors for historic events. And most often they are
not focused on local problems, but are rather global, which is why your art resonates with the




international audiences. The situation we live in today has not been local for a long time, is, in fact,
global in nature and affects basically everyone. How does this time feel for you?

AES+F: We have always existed in the global space, and for us the strangeness and surrealism of
the situation is in the inability to get a taxi, go to Sheremetyevo airport and fly to Italy or China,
where we have an exhibition planned. So we have to sit here and listen to rumors about when will
flights start again. Really, there is this strange virtual globalism that could not have been possible ten
years ago without Zoom, WhatsApp, Skype, etc.

PM: In the context of endless discussions of the consequences of the COVID-19 pandemic, other
news and problems seem to lose their importance. This is an immense social trigger today, but can it
interest you and be reflected in your work?

AES+F: I think we will avoid this topic by any means necessary, as it is already ‘predicted’ and must
surely inspire a lot of bad art, like we saw with ecology earlier. We will even reconsider something

in our new project that we came up with in summer. There is a moment that literally recreates this
paranoia about an artificial virus from a lab in Wuhan. Now we have to rethink it. What already
became news, cannot become art.

PM: How does isolation affect your working processes? What can you dedicate your attention
and newfound time to?

AES+F: On one hand, we started working ‘from home’ as much as we could, but when we can only
communicate with each other and the assistants this way, it becomes obvious how much people need
the feeling of each other’s physical presence. This digital distance is a new thing for the humanity
that thousands of years prior to it used to see each other’s bodies, faces, eyes—body language.

It is important for working too. On the other hand, we can now create art that we never got around
to make before.

PM: Which historic event would you like to witness?

Leo Evzovich: I would not want that at all, I think any history would be harder to exist in than now,
if I were to travel, I would only go maybe 50 years into the future.

Tatiana Arzamasova: Would you refuse an invitation to the Diocletian’s Baths grand opening?

Leo Evzovich: I probably wouldn’t, no.

PM: How does a world in the future look to you?

AES+F: We suppose it would not really look like all the futuristic visuals we have been seeing since
the 1920s. It is going to be much like we world we exist in now, only there will be iPhone 214 and
not iPhone 11. Some things about our biology are going to change. There will be not two, three or
five genders, but much more... Some people will practically become immortal, the important part is
how all the amazing technological possibilities will be distributed among all the people. The biggest
problem is going to be the tension between the rich and the ones existing outside of any wealth—
the mass, manipulated by digital technologies.

PM: Do you think there will be a place for art’s physical manifestation?

AES+F: Yes, of course. And we hope it will be accessible for many, and not only the immortal.
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Sitting at Home: Alexandra
Vertinskaya’s Visual Diary

Recorded on April 15, 2020
Polina Mogilina: Sasha, for how long have you been in isolation?

Alexandra Vertinskaya: The ‘self-restraint’ process started gradually, getting into our life along with
the news from Italy, France, the USA and the beginning of the epidemic in Moscow. So, by the time
real quarantine was introduced came an absolute understanding that this is must be. Our situation
unfolded a little later, even though globally it has existed for a long time. Thank God, I’'m in the
country with my family and can go outdoors, take my child and walk my dog in the woods.

PM: What did you feel in the beginning? Has your attitude changed as time passed?

AV: Misunderstanding at first, because of the invisibility of the enemy, and then caution, after which
came suspicion towards everyone as soon as you leave your flat, this fear of everything and everyone.
Then it was replaced by stable feelings of a quarantined person who realizes these measures are
necessary, you just have to live through this time that will pass, and it is the only thing that can protect
yourself and your loved ones.

PM: In your works you turn to the deep meditative contemplation of nature. It seems you often draw
attention to what remained untouched by the hand of man, or to what is has not touched for a long
time (ruins, abandoned places). And I think your art cannot be interfered by the isolation, that maybe
it even increases your productivity. Is that so?

AV: After my first personal exhibition in Multimedia Art Museum I was absolutely devastated.

A certain vacuum always comes after finishing big projects that you fully invest yourself in. After the
exhibition I engaged in projects not linked to painting or sculpture. And now, in full isolation, I have
suddenly felt this urge to draw life and people. My sketches from life, I draw my models that are in
front of me—my daughter Lida, my dog Kapoor, my husband Emeliyan, sometimes myself. The skill
did not disappear in the many years I did not do life drawing, and now I do these life sketches

with great pleasure, maybe because they can partly substitute live dialogue. Maybe I will soon use
photography as a source, thank goodness I have a large archive of many years on my phone, all
stocked in folders, that I can use.

PM: Could it be that these drawings, this visual diary that you are keeping now, will become a base
for a new project?

AV: It’s hard to say. Maybe this is how I shift my attention. There is no harmony or beauty in what is
going on right now, so I just become distracted by my sketches, and I hope, everything will pass, and
a calmer time will come, we will get into our normal routine. And I don’t know if the world is going
to change, or just continue flowing in its usual riverbed.

PM: Remembering the saying about different sides of the same coin we can suppose that even in this
difficult, even possibly emergency situation inflicted on us certain benefits for certain people can be
found. It seems like external shocks and limitations can prompt artists to new dimensions?
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AV: To be honest, [ was never interested in urgent social problems and never depicted them in

my art. And it’s not what appeals to me in other people’s art projects. I love pure art, whatever it

is. For example, graffiti, in which I see a pure artist’s gesture outside any social context. To me,

the current situation resembles university years, when comes the time of a final report of your
accomplishments to the professors and the committee, and you have nothing to show them. And this
emergency situation pushes you to be more concentrated on work: it just dawns on you and you work
without stopping. Maybe the energy of this situation is like the one we have now, but I don’t know
myself what comes out of it.

PM: I rather meant that we rarely have the ability to be alone with ourselves because of the today’s
information overload of the internet, work and social life. And this forced isolation shows how much
discomfort can being on your own bring. How natural and productive has this time been for you as
an artist?

AV: My work is in being self-absorbed, so this is absolutely harmonious for me. More time at rest,
more time for work and for thinking.

PM: When the world gets back to normal after the pandemic, what do you think is going to

change forever in the humanity? Will this global emergency become a trigger for global social or
psychological transformations? How do you see the world of tomorrow, if you try to imagine yourself
a visionary?

AV: | think many people will become tolerant to those close to them and around them, I hope so.
They will appreciate simple pleasures of life that flew past them at an insane speed all this time.
To be honest, I think everyone will go back to normal, but this time more consciously... But for
anything fundamental to change, or that the future will not look like what was before the epidemic,
it’s an illusion. Maybe the joy of human contact will come back—the younger generation barely
has it because everything is in text messages, calling someone on the phone is considered almost
ill-mannered, a personal space violation. Maybe this human contact will come back from the old,
forgotten days. And, of course, nature resources’ recovery that we see in the news is extremely
comforting and important—the whales came to the French coasts, beluga whales to the Black Sea,
grass is growing in a cobbled square in Siena. Maybe people will protect and conserve something,
I very much hope so.

PM: [ knew you would be happy to hear about this as someone who loves nature deeply and supports
the whale conservation society and even participated in an exhibition to Teriberka. Are there any

remote places that you want to visit to feel the purity of the wild nature?

AV: The whale conservation society has just planned a trip to Norway next year, there are many
whales in the wild. Also Iceland, where I have never been.
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“Emergency Interview”
with Nikolay Onischenko

Recorded on April 10, 2020

Kristina Romanova: Kolya, there is certain strangeness in your works, even though the overall
background seems perfectly ordinary and normal. Everything appears to look natural, but there is
always something irrational or strange

Nikolay Onischenko: The thing is, I see this “wrongness’ in the world around us. For example,
today in a playground in a park we saw a children’s glide that looked like a mermaid, and children,
playing, were supposed to slide down from her womb. This is super weird: children sliding out of

a mermaid’s womb. This could easily be an art object in a gallery or some prestigious art fair, but it
just stands there in a park in Moscow, and you just walk past this pretty ordinary picture. Art lets you
focus on strange things like this, the ones you don’t pay attention to in your daily life. Apart from
them, I would also say about the overall feeling of uncertainty and fragility of the world view that
we grow up with and that has been shaped by science and culture for a long time. This world view
looks quite clear, but sometimes some gaps emerge—the ‘drafts’ from the surreal. There is always
an otherworldly aspect that disrupts and destabilizes the conventional perception. The world is not
at all what we know and think of it, or rather what we were taught to think. It is much more complex
and multidimensional, and our actions and reactions are not always to do with rational categories.
There are many unexplainable things that we cannot trace and can hardly register. Therefore, of
course I am interested in various unconventional observations of the world—everything would look
flat without them.

KR: Which project was the first one for you to talk about alternate worlds?

NO: I think the first one was ALINA. It was a story about a space that is abstract, detached, anti-
anthropocentric. About when there are fragmented signs of some human presence, but the human
is no longer there. It was the first work where the theme of the disappearance of the conventional
world view appeared. What if humanity goes extinct or takes some other form, and other matters
and structures will replace it?

KR: Are there any recurring symbols and stories in your works?

NO: Technically, sure, the colour, the sound, the materials—some elements can pass from one project
to another, it is like handwriting that you can write different things with, even contradictory, but it still
remains personal and does not change in itself. But it’s possible to use various media—sound, video
or drawing. For example, Swampland—a sound installation that starts with the sounds of the forest,
twigs cracking. It creates a situation that most people would associate with tranquility, a peaceful
walk in the woods. You should feel absolute relaxation, this is why you came here. But then

a dramatic change occurs in the emotional dynamic—you can hear gunshots—and anxiety kicks

in. Naturally, this is a model of pseudo-reality, situations artificially constructed by an artist. I am
interested in extraordinary things that transcend borders of human mind.

199



KR: There is a line in many of your works. Tell me about this line.

NO: A line in my case is a rather expressive instrument, a vector that creates tension and breaks
the plane. Talking about tension, [ remember a Phobia of Sight project that used conspiracy theory
instruments, this NTV channel language and other similar stuff. Working with it turned out to be
really interesting, as it provides insight into any formal propaganda mechanisms: how facts and
meanings are compiled, how fragmented and inconsistent pieces of information can be shaped into
a coherent story. I used the same technique in the Fades project when I created a fictional diary of
someone who is living in Kazan in the 1960s, the story of his madness.

KR: You talking about instability made me remember a series of drawings of catastrophes.
Do you watch the news often?

NO: You are probably talking about the Oddity project. No, only what leaks into social media. All this
flow of information goes through everyone a lot, and in order for it to not disappear into the void,

I have been drawing it down for three months. It was like a plein air, but instead of nature or city
landscapes I used my computer screen. And the vast majority of the images I saw depicted, obviously,
various crash scenes—plane, train, car crashes. In this series pretty realistic images transform into
blurred spots. I thought the catastrophe itself is a blurred spot, turning something shaped and specific
into abstract energy.

KR: Why do you like working with emergencies’ archives?

NO: In the case with Oddity it was an archive that was almost impossible to ignore, and I wanted

to work with it. You may also remember 4/R—a series of drawings and videos about nuclear testing.
1 looked for official photographs that were published in the newspapers and newsreels, and then
repainted them with printing ink on a bigger scale. This beauty of destruction, the vastness of the
force of nature impossible to control, but, at the same time, this impossibility was fully created

by humanity itself. You cannot control nuclear reaction, but someone can control other people with
it. Some works I did together with Dima Filippov, we used emulsion for direct printing on paper,
and then finished it with printing ink.

KR: There is a feeling that many projects of yours are based on archives.

NO: I wouldn’t say so. For example, in the Pass project there was only one work that was based
on a photograph from a film of Dyatlov’s expedition group. The story about the Dyatlov’s pass
itself is not really important, it’s more of a metaphor—a transition-pass, crossing the rational.
Archives are not really essential for every project.

KR: I have to ask, would you want to witness any historic event?

NO: I guess only to find myself in the Middle Ages. There is a theory based on historical evidence,
that wheat was infected with hallucinogenic ergot back then. So, all these grotesque images in

art and the rise of mysticism were usual routine for people. But it is an era, and you asked about
an event—the creation of the world, of course. It is interesting, but I think life would become
unbearable after figuring out the mystery that science and philosophy have been trying to solve

for thousands of years.

KR: There is an opinion that a time of change is perfect for working. How do you feel about the
current situation?

200

NO: Yes, that sounds legitimate. Art is fueled by strong feelings. All the boosts in the history of art
are always linked to disasters. Which means there is a chance for something interesting to emerge
now. If you don’t make art closely related to direct interactions with an audience, these lab conditions
create a great working environment. The Signal series with images of locators consists of three-
dimensional images about the mysterious and unspoken. Also, it’s just beautiful—this colossal and
complex power of objects connected to space, as a contrast to mundane life.

KR: What do you think will happen to artistic practices in the future?

NO: Even more integration into politics, public relations, science. Art is a bipolar construction.
On one hand, it documents the present, on the other, it shapes it. The 1920s’ Futurists’ aspirations
could not be met right away—these experiments of production of people as functions, the
relinquishing of personal space—but we can see it now. We work more, the border between work
and personal life is being blurred, ordering food from a restaurant has become easier that cooking
it oneself. A gradual washing out of human emotions, equating a man with a machine.

KR: How do you see the future in 10, 100, 1000 years?

NO: I think that fusion of people and technologies will continue deepening in ten years. Even now we
can already say that iPhone became an arm extension, so the future has already come. In a hundred
years... a division of the world may happen—there would be certain communities that reject
technology completely, another wave of New Age, neo-neo-hippies throwing their gadgets away

and running through fields—an attempt to return to the ‘simple’, sensual world. In a thousand years
we will probably become immortal using full separation of mind from bodies, something like existing
in alternate realities like in video games.
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“Emergency Interview”
with Sergei Prokofiev

Recorded on March 24, 2020

Kristina Romanova: I think you, as someone who knows a lot about emergency situations, are
important to talk to at the moment. Much of your work is dedicated to reevaluating emergencies.
What is your interest here?

Sergei Prokofiev: There is a feeling of doom, and I would describe all emergencies with these three
words. But the most basic feeling that is in all of my works that passes from one project to another
and that I’'m exploring from all angles is tension. Tension and energy. I devised a system for myself:
if you see an artwork, even net-art, ‘face to face’, and it sends a shiver down your spine, that is good
art. Kind of my tension standard. And sometimes everything is done A-plus, everything is in its
place, but there is no tension. It can appear any moment, it’s all chances and luck. This is the tension
between me and the world. All because I’'m dissatisfied with the way the world is, and I’'m trying

to build my own, from work to work—as any artist.

KR: Are you more interested in documenting the wrong ways of the world, or in thinking how to
make them right?

SP: Actually, there are problems with the future. I think what we are really doing is surviving. I am
entering some political space right now, because, in my opinion, every government that does not feel
that it is legitimate will always profit from everybody in their power being weak. So they would only
think about surviving, no questions asked about any changes. To be honest, I rarely think about the
future myself. Mostly I just show what I see in front of me.

KR: Do you remember the first time you decided to put this wrongness and tension that you feel in
your art?

SP: Yes, I remember it very clearly. It was 2011, the next day after the very first protest on Chistye
Prudy. My studio was right there, I was walking past Griboyedov’s statue, and I felt that energy and
that tension. Grass was trampled down, the kind of metal fences they use in the metro or for protests
were lying around everywhere. And then like a ‘pink beam from space’ I felt that I need to make

an artwork looking like this fence. Half an hour later I came back with a tape measure and started
comparing the measurements to neon lamps sizes—everything fit perfectly. That’s how I instantly
knew what I should do.

KR: So you first felt that tension on the protest wave?
SP: Yeah, I then both felt like an artist and the energy in the air. 2012 was like a nuclear reactor.

KR: Do you think there is a common set of symbols and ideas in your works, or maybe some media
that you use from one project to another?

SP: When I just started working as an artist, I worked mostly or even only with light. But, as any
artist, [ want to stand out, to be inconvenient. I started to realize my name becomes associated with
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this medium. I also work with light in the commercial field, so I consciously decided to abandon this
technique completely.

KR: There was too much light in your life.

SP: Perhaps one needs to try new things to not have a style the way it happens in design. That’s the
first thing. The second is this special kind of transition. I remember talking to my father, who would
slowly and systematically go on and on about how “in this country you can either get involved in
politics or emigrate”. This dichotomic stance was not enough for me, so I made up a third way to
talk about politics. Which is the “safe reservation of modern art”—it’s almost inner emigration.
Meanwhile politics is real and has an impact on people and the way they communicate, and in art all
these gestures do not really affect anything, but you still want to do something to change the world
as an artist. A modernist approach. I don’t really take it seriously, but it’s still there.

KR: If art does not affect life, could science be the answer?

SP: [ worked as a design engineer on missile facilities and was in a nanotechnological grad school
there. But | became disappointed in the scientific approach to the world. I saw total collapse with my
own eyes, the kind nobody involved could do anything about.

KR: You had a personal exhibition Brain Parasite in 2015, where you showed a video documenting
the launcher falling down. Was it the collapse that you witnessed?

SP: I did not witness it myself, I rather saw the recording and not the performance. It was interesting,
it was in the air. It was in the factory corridors like a ghost.

I worked as a design engineer on missile facilities and was in a nanotechnological grad school there.
Every working day I travelled in time. Behind the entrance were the 1970s, that everyone who
worked there tried so hard to preserve. But death still found them. In December 2006-January 2007
everyone started dying on the floor where I worked. <...> Workmen also died, which led to incidents.
<...> The biggest fear, naturally, was that the rocket would fall down. It finally did in September 2007,
and everyone became really quiet and a bit transparent, because there was this unspoken mourning for
the rocket. <..> And I never got to see my experimental plasma propulsion.

KR: Would you like to see some important event or some maybe catastrophe from the past, the kind
of one that changed the course of history?

SP: No, I think not. All these events were disastrous. And now I can say “No, I would not want to be
a direct witness”. But none of us is safe from that.

KR: Why wouldn’t you?

SP: I realize that when you witness something like that first-hand, your mind works in a special way.
It’s obvious and it’s a part of life. There’s no time to reflect. The dust needs to be settled. I also like
imagination a lot, I think it should have all the power. I’'m an artist after all, not a revolutionary.

KR: Politics and disarray are closely intertwined in your practice. Tell me about your longest-running

work, Hell Named after Sergei Prokofiev. It started in relation to very important events.

SP: The project started as a breaking news story, when all the fighting just broke in Ukraine in the
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Donetsk airport. I was not a first-hand witness of that. | have been asked many times about why I did
not go there myself. But images from the media were enough for me, and I imagined that if [ went
there, I would instantly face various personal stories which would immediately raise some ethical
question. And I wanted to make this story depersonalized, cold and detached, to not take any sides.

I like how it cools down, but the event itself is still on, the action continues and is still a serious
source of tension.

KR: There is an opinion that the times of change or maybe these micro-catastrophes that happen
somewhat regularly, are interesting times for an artist to work. How do you feel about the current
situation?

SP: Yeah, these events are like fuel for the artists. Times like this kick you out of your cozy little
bourgeois life that you slip off to sooner or later. Documenting or reflecting on moments like this in
your work is like leaving evidence about the time you live in. Maybe it is simply a desire to get into
an archive. But for this fuel to burn properly, there needs to be fire. There is no fire at the moment,
just tension and anxiety.

KR: Time needs to pass. According to your system, art should follow tension soon. Tell me about
the performance that magically fit in the current situation?

SP: This event was meeting Trial Field artists last April. Coincidentally, my hay fever started at

the same time, but I did not want to miss the meeting. First, artists cannot just meet up. We need to
make art. Second, Andrei Kuzkin told me about a friend of his who also had hay fever, went to the
country to ride a bicycle and died. I don’t really care if this story is true or not, but I was struck by

the paradox irony. So, I decided to protect myself and to carry this action to the point of absurdity.
And spent two and a half hours cycling in circles in a field. At first, I wanted to change the routine of
the witnesses’—friends and families at barbecues. I created tension artificially, by the process’ lengthy
duration. Some people would leave on my 20th lap. Then children would come and look at me like at
a train or some part of the nature cycle.

KR: So, in some works you document the existing tension, and in others you create it yourself then?
SP: It is also linked to my shift towards performative practices. Tension bottles up and then explodes
in one performative act or another—long and unforgiving.

KR: Can we talk about the future or the alternate future? I know you like looking at the stars, and that
is almost future in itself.

SP: Yeah, it’s really beautiful. You can see galaxies using the right equipment. And they are actually
real, and they exist, but in billions of kilometers from us, so we cannot wrap our minds around this
number. It is important to be involved with the future, even though there is no practical benefit.

But is useful as an exercise and as a resistance practice.

KR: How do you see the future in 10, 100, 1000 years? I remembered your 2016 work Caviar.

SP: Yes, there was this work, dedicated to this ‘possible future’. You can call it a superficial poster,
but I could not resist making it.

Before the only shot were a lot of thoughts, indecisiveness, looking for a helmet, for arrowheads.

An arrow simply entered the plastic impact screen. Long microfractures, like sunbeams, dispersed
around the blade. The plastic did its job, the blade was only half-deep in it. If there was a head inside
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this helmet, it would remain unharmed. How do we regard this moment? As a revolutionary rush?

As evidence against the strength of the chain of command from Moscow? In the 1970s it felt both like
the USSR would remain eternal and like it would surely fall, it was just unclear when—at the same
time. Current situation resembles that era. But we also do not know if anything happens at all, there

is just this tension that grows.

SP: Why these intervals in imagining future, 10, 100, 1000 years?

KR: Ten is really close, almost now, and you can imagine yourself in this future. A hundred years is
the world without you, and a thousand is the world without anything that surrounds you now.

SP: I think in ten years we will become more self-aware and more empathetic to nature and to

each other. In a hundred years the technocratic aspect is going to reach its limit. And according to
McLuhan’s theory we will merge with the gadgets we took out of ourselves, and they will return back
to us. I think we can talk about the importance of frontier discourse. Humanity needs bigger ideas.
We will start exploring planets we can approach at least because we’ll have to ‘unload’ ours—I doubt
there would be major wars that would control the population sizes like wildfires, with all this
empathy. And in a thousand years, the human mind will expand so wide we will have 4th dimension,
and the whole universe will become our home. We will see!
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“Emergency Interview”
with Mikelis Fisers
Recorded on April 09, 2020

Kristina Romanova: The theme or emergency is really yours. All your works of the last years are
a total reevaluation of the current situation and expecting the impending apocalypse. So the “what if”
finally happened. How do you feel about that?

Mikelis FiSers: I have been waiting for this all my life, you know. It would happen sooner or later.
It is hard to imagine that it was not obvious that something was wrong. Actually, I think everyone
understood that, the difference was in how much energy you spend to distract and not think about
it, as in our world there are many ways to not think about important things. I am not at all happy or
proud that I was thinking and that [ always am.

KR: In which project did you first visualize your thoughts about changes?

MF: It feels like it was always this way. These thoughts go on a merry-go-round in my head and I
just constantly grind them: death, the downfall of humanity, ecology mix with personal stories. I have
them inside me as well, and I need to spill it out on my works before these thoughts and feelings
consume me. I remember drawing Unpopulated, a series of landscapes in 2004. I wanted to depict
the last places not screwed up by the humanity.

KR: Were these places real or fictional?

MF: Pretty real, yeah. I was specifically looking for places of power close to pyramids, mountains,
even went to Maximillian Voloshin’s places in Crimea. Naturally, South America, Mexico, even
Latvia. I think that was the beginning.

KR: You had this work that we showed in a group exhibition EXTENSION.LV in Moscow, and
then in Nizhniy Novgorod—a large canvas titled Dark Matter.

MF: No emergency here (laughs). I know the answer now. But there was a time when I thought
there was endlessness in scale: atoms consist of electrons and nucleuses, and someone lives on
them. Like a mini universe. But time passed, and now science figured out you can’t really live on
an electron. But you can somewhere else in the universe.

KR: Later you created your own mini universe filled with your characters but included some things
from our world—Ilike brands or popular places. I am talking about the Disgrace series.

MF: The whole series is made in the 1960s technique—woodcarving on polished wooden tablets,
about new worlds based on ours. In this very series is the work Lizards Care about Human Population
Number Increase, where lizards are crop-dusting bananas. This was when there was the news about
this virus in Africa. My characters—reptilians—have lived in my works for a long time among UFOs,
Yetis, the pyramids and the Wailing Wall (Ecumenical Service at the Wailing Wall, 2014).
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KR: We were going to show your new project in Moscow, the one that was shown last year in Dubulti
(Jurmala, Latvia), but I don’t even know what will happen in the new world. Can you tell me about it?
There was a small Wailing Wall created by you.

MF: We call Riga little Paris, and we like that we have something similar, but smaller. There is

little Switzerland, little Venice where little dolphins should come soon. So, I decided to make

a little Wailing Wal, because we love wailing, and you can come and let all the grief out. It’s both

an installation and a sound. I recorded the audios myself; it was great. Many people told me this
object had healing properties. I have made a place of power from Styrofoam. I also used frotting in
some works in this project. There are polygonal rocks in Peru that to this day stay mysterious. [ would
put paper on them and would circle with a pencil. So, these unclear landscapes happened. You’d
think, how is it possible to link these graphs to the Wailing Wall? We started losing technologies even
in the B.C. times, and you can see that in many objects. At the bottom of the real Wailing Wall there
are large and perfect blocks of stone, and there’s no telling how they were transported there. Same
thing with Peru. I thought it was interesting, this loss of knowledge at the moment of the change of
civilizations. The project is about the apocalypse again. Sadly, I have created many new words, and
it is even difficult to translate the title: Blamescapes and Superflattenings. It is going to be a series of
large canvases that I created from a large number of sketches and drawings of various years. I have
spent an entire summer in front of an empty canvas and could not start. But when the vernissage
time was near, [ did everything in a month or two. It’s basically a collage. For example, my character
Meatwinger, and the work The Last Sermon of Stringy Meatwinger that I already had. The main
character—Trin—is the main creature on this planet, it materializes everything, and it got a little

bit carried away with that, and created a second moon and disrupted gravitation. It consumes a lot

of energy and heats and sweats a lot too, so there is a puddle in the foreground of the painting,

a ‘sweatlake’. Anyway, it all sounds bizarre. Let it be by itself without explanations. I hope we will
show it in Moscow someday.

KR: What do you expect from the current situation and the changes that are on the way?

MF: Great question, but I don’t want anything. I spent all day at my studio, but what art?
Everything is pointless. Not long ago I did an engraving sketch on black granite that only stays

in stone. Like I knew it. What I really don’t want to do is to rush into digital activities. It is pointless
to think all will pass and everything will go back to where it was. Or to occupy yourself with a lot of
work and not think. This is the time to say goodbye to the old world, even pine a little. I am rather
waiting for the new world to come, even though new control is waiting there for us. It’s so amazing,
I only half-believe in everything that happens. As always, I believe and not believe everything they
say or show in the news. Where’s the lie and where’s the truth is unclear again. Maybe it is one more
conspiracy, and maybe the earth is a living creature and she grew tired of everything and created this
thing to remind everyone about herself.

I feel like I’ve been living on standby for the past four years or so, waiting for something real to
happen in this world of fakes.

KR: And would you like to witness some historic event that changed the course of history?

MF: Only the psychedelic revolution of the sixties and seventies (laughs). I actually had enough;
I was 18 when capitalism came instead of socialism.

KR: At the Open Fracture exhibition in Moscow they showed a video Reptile Drill. NO FUTURE,
PRESENT ONLY! where you walk on burning coal. Can you think about the future now?
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MF: I think the English translation of the title is important, this post-punk Buddhism. I can’t really
think about the future at the moment actually, it’s too early. Don’t know how it goes. I have a boring
scenario and a fun one. The boring one is where all this goes on and on in waves for years. All these
sci-fi films, but not the zombie ones, the ones about weapons and technology, where only orangutans
with machine guns are left alive. This is going to be like what we feel when we look at the pyramids
and don’t understand a thing. Several generations are going to look at the ruins of our cities and
bow down to them, but not understand anything. Like the Aztecs used their pyramids as ceremonial
centers, because they understood they should bow down to whoever built them, as these creators were
much cooler than them. And the happiest scenario would be if everyone realized we should change
something. The Al issue is everywhere now, it’s not obvious whether we control it, or it controls us.
First, they tell us what we need, then where we should go, then electrocute us. I just want to go draw
en plein air.

KR: I am re-reading your interview of two years ago, that you finished with saying “The greatest

joy is someone confessing they started thinking about what I wanted to say after seeing my works.
And once again, I’m calling for change and moralizing.” It looks like this is still relevant.
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AES+F 1987, MockBa

KoHuenTyanbHble apxntekTopbl TaTbaHa
Ap3amacoBa n JleB EB30BuMY, a Takxe
rpacdvk-gu3anHep EsreHunin CBaTckuMin
cchopmupoBanu rpynny AES B 1987 roay.
B 1995 rogy B ee cocTtaB BOLIEN HOBbIN
yyacTHuK — poTtorpad Bnagnmnp ®pugkec,
1 ee HasBaHue cTano 3By4artb kak AES+F.
B HacTosuwee Bpemsa AES+F cospatoTt cBon
paboTbl Ha cTbike choTorpadum, BUOEO

1 UNPOBLIX TEXHONOIIA, HO MOCTOSIHHO
obpallaloT BHUMaHWe 1 Ha TPaAMLUOHHbIE
TEXHUKN, OCOBEHHO CKYNbMTYPY, a Takxe
>KMBOMUCb, PUCYHOK N apXUTEKTYPY.
AES+F agnanucb yyacTHUKamm Lenoro
psiga BaxkHenwmnx pectnsanen n breHHane
COBPEMEHHOr0 NCKYCCTBa Mo BCEMY MUPY.
lMpon3BeaeHns XpaHATCS B KPYMHbIX
cobpaHunsiX eBPOMNENCKNX N POCCUNCKIX
My3€eeB 1 ranepen.

crocodilePOWER 2011, Mockea

"pynna xygoXHUKOB, OCHOBaHHas
MeTpom MNonowanosbiM 1 OKkcaHom
Cumatoson. BeinyckHnkun MockoBcKkoro
rocyaapCTBEHHOIrO XyAOXXECTBEHHO-
NPOMBbILLNEHHOrO YHUBEPCUTETA NMEHN
C. I'. CtporaHoBa. Vix paboTbl HaxogsATcs
B MHOMOYMCIEHHBIX YaCTHbIX KOIEKLMSX
B Poccun n 3a py6exom.

Recycle Group 2006, Mocksa
Xypo>KecTBeHHasi rpynna, OCHOBaHHasi
Anpgpeem BnoxuHbim (1987) n Mleopruem
Ky3HeLoBbIM (1985). OkoHunnm
Xy[0>KeCTBEHHO-MPOMBILLIIEHHYIO aKafeMuio
KpacHogapckoro rocyfapCTBEHHOro
VMHCTUTYTa KyNbTypbl MO CNeunansHoCcTm

«rpadunyecknin gnsanH». bbinn yoocToeHbl
npemnn KaHamMHCKoro B HoOMMHaumm
«Monopon xyaoxHuk. NpoekT roga». B 2015
rofy BOLWN B ohmumnansHyo nporpaMmmy
BeHeumaHckoln breHHase ¢ NPOeKToM
Conversion, a B 2017 rogy — npepcrasnanm
POCCUINCKNIA NaBWUIbLOH BbicTaBkon Blocked
Content.

Tanatos Banionis

XypoXecTBeHHas rpynna, B KOTOPYH BXOOsAT
AHgpen BnoxuH n M'pynna aHOHUMHbIX
Xy[o>HuUKoB. Camon n3secTHoln paboTon
TBOPYECKOro KONNEKTMBA SIBNISIETCS NPOEKT
«BO>XKeCTBEHHbIV BETEP», MOCBSALLEHHbIN
Kamukanse. Ha cnuHbl HECKOMbKMX
COrNacuBLUMXCS Ha y4acThe XEHLUMH
XyBo>XHUKM Tanatos Banionis HaHecnn
TaTyMPOBKW B SITOHCKOM CTuNE. YYacTHUKN
rPynnoBbIX N NEPCOHaNbHbIX BbICTABOK.

Bnagumup A6ux 1987, ExkatepuHbypr
YNN4HbBIN XyAOXKHMK, paboTaeT B XaHpax
MHCTannauun, Buaeo n otorpacun.
Mony4ymn obpasoBaHue B obnactu
coBpeMeHHoro nckycctaa (Pong «MNPO
APTE>») n kuHopexuccypsbl. Nobegutens
MeXOyHapOAHOro KOHKypca nopTpeTos
Portrait now! YeTbipexkpaTHbIi HOMUHAHT
npemun KypexmHa B kateropum «/IckyccTso
B 06LL,EeCTBEHHOM NpocTpaHcTBe». PaboTaeT
Ha CTblKe pa3finyHbIX Meauna n HanpaseHWN:
CTPUT-apT, UHTEPBEHLNS, NHCTaNNALMS,
BMAeEO.

KpuctuHa AkceHToBa 1989, TapTy, ACTOHMS
PaboTtaeT B TexHuKe Xnsonucu n rpaduki.
OkoHuuna MockoBCKOe akapeMmyeckoe
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XyAo>xecTBeHHoe yuunuile namatn 1905
roga n MoCKoBCKUI rocyaapCTBEHHbI
aKafeMUYeCKUii XyAoXKECTBEHHbIN NHCTUTYT
mnmenun B. N. Cypukosa. Cenvac yumtcs B
Hito-Mopkckoil akageMnn nckyccts. PaboTsl
Haxo[sATCsl B YaCTHbIX Konnekumax B Poccum
1 3a pybexkom. XKneet 1 paboTtaeT B Hbto-
Mopke.

AnaTtonuin Akue 1986, Mockea

CCUNCKUIN XypooXHKK. B 1997 yBnekcs
rpadcgutn. B 2008-2010 rogax BbicTynun
OopraHn3aTopoM 1 y4aCcTHUKOM hecTuBans
«Paint Methods» (KpacHosipck, OmcK,
HoBocunbupck, bapHayn). C 2009 ropa

OH BefeT aKTUBHYIO NPOCBETUTESIbCKYHO
[eaTenbHOCTb, NPOBOAS NIEKUMM U MacTep-
KJ1acCbl BO MHOXECTBe ropogos Poccun.
Y4acTHUK POCCUNCKNX N 3apyBexHbIX
BbICTABOK U hecTnBanen.

JTiogmnna BapoHunHa 1988, LLeunHek, Monbwa
OkoHunna XyfoXecTBeHHO-MPOMbILLIIEHHYO
akapemuio KpacHogapckoro
roCyfapCTBEHHOMO UHCTUTYTA KYJIbTYpbl,
KpacHogapckuii UHCTUTYT COBPEMEHHOIO
nckycctsea. B 2015 rogy okoHunna
acnupaHTypy dakynbTeTa rpadukm
Ky6aHckoro rocyaapcTBeHHOro
yHuBepcuTeTa. [onyuuna cneumansHbii Npus
B paMKax KOHKypca MOSIOAbIX XYA0>KHNKOB
«HoBble npoekTbl ansa Anna Nova Art
Gallery». XXuBeT n pabotaeT B KpacHopape.

Kupunn BacanaeB 1988, Tomck

OKOHUMN TOMCKMI FrOCYAAPCTBEHHbI
yHUBEpCUTET, hakynbTeT NCKyccTBa

N KYNbTypbl, 3aTeM NPOAOXUN 06yyeHne
B MOCKOBCKOM VIHCTUTYTe npobnem
COBPEMEHHOr0 NCKYCCTBa. Y4YacTHUK
rPYNMNOBbIX Y NEPCOHASTbHbIX BbICTABOK.

KoHcTaHTH BeHbkoBUY 1981, Bonxos
3aHMaeTCs CKyNbNTYPON C MPUMEHEHUEM
KY3HEUHbIX TEXHONOINIA 1 CBapKW, CTPUT-
apTtom u rpacukon. OkoHumn CaHkT-
MeTepbyprckyto rocyaapCTBEHHYO
XY[A0>XXECTBEHHO-MPOMBbILLIEHHYO
akagemuto umenn A. J1. LUturnnuya. PaboTbl
HaxoasaTcs B Konnekuusix Pycckoro myses,
My3sesi coBpeMeHHOro nckyccraa dpapTa,
My3ses cTpuT-apTa.
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AnekcaHap Bpoackuin 1955, Mocksa
Poccuinckunin apxnTekTop 1 XygoXKHNK,

OAVH N3 OCHOBOMOJIOXHUKOB «BYMa>HOW
apxuTeKkTypbl». PaboTaeT Ha CTbike
apXUTEKTYPbl 1 N306pa3nTENbHOro
nckycctsa. OKkoH4Mn MockoBCKuMin
apXUTEKTYPHbIN MHCTUTYT. B 2000 rogy
ocHoBan ApxnTekTypHoe 6topo AnekcaHgpa
Bpopackoro. PaboTbl HaxoaaTcs B cOOpaHmsax
ocypmapcteBeHHoro Pycckoro myses,
["ocypapcTBeHHOro LieHTpa COBPEMEHHOIO
nckyccrtea, Myses n3obpasutenbHbIX
nckyccts nmenn A. C. lMNMywkunHa, Hbto-
nopkckoro Myses COBpeMeHHOro UCKyccTBa.

Amutpuii BeHkoB 1980, Hosocnbupck
BupeoxynoxHuk, pexuccep. MNonyunn
CTeneHb MarncTpa KMHoBeAeHNs B
YHuBepcuTeTe WraTa OperoH, BbiNyCKHUK
LLIkonbl hoTorpacdun n mynbTumegua
nmeHun AnekcaHgpa PogueHko. Jlaypeat
npemun KanamHckoro (2012). O6bnagatensb
Harpap MexxayHapopnHbIX KnHoecTBane:
FIPRESCI, E-flux, Anna Schwarz Gallery
Award n gp.

Anekcanapa BepTuHckas 1969, Mocksa

B 1987 okoHumnna MoCKOBCKYO CpefHIot0
Xy[0>XXEeCTBEHHYO LWKoNy npy MockoBCcKOM
rocygapcTBeHHOM akageMnyecKom
XYAO0>XXECTBEHHOM MHCTUTYTE MMeHn B. .
CypukoBa. B 1992 okoHunna MockoBcKui
roCy4apCTBEHHbIN aKkaaeMNYecKuin
XYA0>KECTBEHHbIN NHCTUTYT umeHn B. U.
CypukoBa. CtaxupoBanacb B HaumoHanbHom
akagemun xygoxecTs B lNapuxe.
YyacTBoBana B rpynnoBbIX 1 NepPCOHaNbHbIX
BbiCTaBkax B 'poHuUHreHe, Munane, MNapuxe,
Mpare, CaHkT-MNeTepbypre, GnopeHuunun.

AnekcaHgp BuHorpapoB 1963, Mocksa
Yuuncs B8 MOCKOBCKOM akageMmnyeckom
Xy[o>XeCcTBEHHOM yuunuile namsatun 1905
roga u B8 MoOCKOBCKOM rocyaapCTBEHHOM
aKageMnyeckoM XyOgo>XXECTBEHHOM MHCTUTYTe
nmerun B. N. Cypukosa. C 1994 no 2014

rog pabotan B gyate ¢ Bnagnmupom
Ly6ocapckum. MpuHnman yyactune B
6ueHHane B BeHeuun, Mockse, CaH-Mayny

n LetuHe. PaboTbl HaxoasTcs B cobpaHnsax
"ocypmapcTBeHHON TPeTbsIKOBCKON ranepeu,
"ocypnapcTBeHHoro Pycckoro mysesi, HoBoro

My3esi, MOCKOBCKOIro My3esi COBPEMEHHOIO
nckyccTea, LleHtpa XKopxxa Nomnuay

1 B cobpaHusx mysees AscTpun, Vitanuu,
Hupepnarvgos, CLUA. XKuseT n paboTaet

B Mockse n Munane.

EBreHus BopoHoBa 1991, Mocksa
BbinyckHuua n npenogasatesis MOCKOBCKOro
rocyfapCcTBEHHOIO akaeMnyeckoro
Xy[O0>XXECTBEHHOIO UHCTUTYTa UMEHMN

B. . Cypukosa. B 2018 rogy okoHunna
LLIkosly coBpeMeHHOro nckyccraa
«CBoboaHble MmacTepckme». YuyacTHuua
rpynnoBbIX N NEPCOHaNbHbIX BbICTABOK.

Amutpun MNyToB 1960, Mocksa

XyOo>XKHUK U TEOPETUK NCKYCCTBA.
PaboTaeT ¢ pasHoobpasHbIMU Meana, B ToM
ymncne co3gaeT CKynbNTypbl N3 MeTanna.
YyacTHuk BeHeunaHckom, MockoBcKon,
Crambynbckon, LLlanxarnckon, CugHenckomn
6ueHHane n 6onee 180 BbicTaBoK. PaboThl
XpaHaTcs B TPeTbsSIKOBCKOW ranepee n
LlenTpe >XXopxxa Momnunay.

Anekcenn lyouHCKUIA 1985, Mpo3HbIN
paduk n >xxmeonucel. Yuunncs B
HuxeropoackoM XygoXXeCTBEHHOM yunnumie
Ha chakynbTeTe An3anHa apXnUTeKTypPHON
cpefbl, OKOH4YMN Poccuiickyto akagemumio
>XXMBOMMCK, BasHUSA 1 3ogyecTsa Vnbn
["nasyHoBa no cneunanbHOCTU «Xy[OXHUK-
Xusonucew». Y4aCTHUK BbICTaBOK B
ranepee «lapax» Ha HukonuHon lNope, S11,
ranepee «Tpuymdp» n MOCKOBCKOM My3ee
coBpeMeHHoro nckycctsea. B 2011 rogy
nobeamn B kKoHkypce Martini Art Weekend.

Bnagumup AQly6ocapckuii 1964, Mockea
XypoxxHuk. C 1994 no 2014 rog pabotan
B AyaTe ¢ AnekcaHgpom BrnHorpagosbim.
YyacTHuK BeHeumaHckon n MockoBcKom
6ueHHane, BbicTaBok B JlyBpe, Saatchi
Gallery B JloHOoHe, MocynapcTBeHHOMN
TpeTbsikoBckon ranepee u FMUN nvenHn
A. C. lNywkunHa B Mockse n mysee
ConomoHa lMNyrrevxaiiva B Hito-Mopke

1 bunbb6ao. PaboTbl xpaHATca B cobpaHmmn
[ocypnapcTBeHHON TpeTbsKOBCKOW ranepeu,
"ocypapcteBeHHoro Pycckoro myses

n Llentpa >Kopxa Momnngy.

Makcum Uma 1987, JleHnHrpan
[MeTepbyprckmin XygoXKHUK C YNYHbIM
63KrpayHAoM, He3aBYICUMBIN KypaTop.
TBopueckui nyTb Havancsa B 2003 rogy
WCKIOYNTENBHO C PUCOBaHUA Ha ynuue
n noesgax. C 2010 no 2015 rop pabotan
B KY/IbTOBOM OJ151 Y/INYHbIX XYOOXXHNKOB
npocTpaHcTse «[1poTBOP». YYaCTHUK 1
Kypartop rpynnoBbIX 1 NEPCOHaNbHbIX
BbicTaBok B Nepmun, Mockee 1 CaHKT-
MeTepbypre.

Anunca Modbde 1987, TawkenT

O6y4yanacb B MOCKOBCKOM NIHCTUTYTE
npobsieM COBPEMEHHOIO UCKyccTBa. PaboTbl
HaxogsaTcs B Konnekumsx FocyaapcTBeHHON
TpeTbsikoBCKON ranepewn, EBpeickoro
My3es 1 LieHTpa TofiepaHTHoCTH, hoHaa
V-A-C, Horvath Art Foundation, Klaipéda
Culture Communication Centre, lMNepmckoro
My3esi COBPEMEHHOIro nckyccTea, Stella Art
Foundation, ¢honga Bnagumupa CmupHoBa n
KoncTaHTuHa CopokuHa. XXKuseT n paboTtaeT
B Mockae.

Masen Kucenes 1984, Mocksa

XyLoo>XHUK, co30aeT MHOrOMepHbIE KOMNaXxku
Ha CTblKe CKyNbNTypbl U XXUBOMUCH,

a TakXXe aygmo- 1 BUGEOVHCTaNNAaumnn.
OkoHuMA NHCTUTYT Npobaem COBPEMEHHOIO
NcKyccTea u bputaHcKyto BbICLLYIO LWKOY
An3ariHa rno crneunanbHOCTU USSALLHBIX
MNCKYCCTB. Y4YaCTHUK BbICTaBOK B Poccum

n Knutae. XXneet n pabotaeTt B Mockse.

BukTopusa Kowenesa 1989, Mocksa
PaboTaeT B >xaHpe churypatBHOn
xuBonucu. OkoH4mna MockoBckui
aKkageMnyecKuin Xygo>KeCcTBEeHHbIN
nuen n MoCKOBCKNIN rOCYAapCTBEHHbIN
XYLAO>XKECTBEHHbIN UHCTUTYT MEHW

B. N. Cypukosa. XXuseT 1 pabotaet

B Mockse u MNapuxe.

BnapgucnaB KpyunHckui 1988, Mocksa
XygooXHUK, npenofaeT A3blk adppukaaHc
n nctoputo KO>xHonm Acpukn B
MocKkoBCKOM rocyfapCTBEHHOM
WHCTUTYTE MeXAYyHapOAHbIX OTHOLLIEHNIA.
VmeeT cTteneHb PhD no ncropuu,
nposoawn uccneposaHmus B KerintayHe,
I7onaHHec6ypre n MNpeTtopun. Y4yacTtHmK
rpynnoBbIX N NEPCOHANbHbIX BbICTABOK.
XKueet n pabotaet B Mockse.
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Makcum KcyTta 1971, Mockea

OKoHuYMN MocKoBCKUIn aBnaLMOHHbIN
TEXHONOMMYECKUA NHCTUTYT UMEHMN

K. 3. Uuonkosckoro B 1994 rogy. Torpa xe
Hayan 6paTb YPOKM PUCYHKa, akBapesbHOM
rpacdvkn 1 KOPMYCHOW XXMBOMUCU. Y4aCTHUK
rpynnoBbIX N NEPCOHaNbHbIX BbICTABOK.
Kueet n pabotaet B Mockse.

AHTOH Ky3Heuo0B 1973, KasaHb

OkoHuMN MOCKOBCKUIN rocyAapCTBEHHbIN
aKageMn4ecKuii XyJoXXeCTBEHHbIN UHCTUTYT
nmeHun B. N. Cypukosa, VIHCTUTYT npobnem
COBpeMeHHoro nckycctaa u LLkony
COBPEMEHHOr0 nckyccTaa «CBoboaHble
mactepckue» B 2011 rogy. HomuHaHT
npemnn Cepres KypéxuHa B 2015

rogy. PaboTbl HaxoasaTcs B cobpaHum
MocKOBCKOro My3esi COBPEMEHHOIO
NCKYCCTBa, @ TakXe B YaCTHbIX KONNeKLMsX
B Poccumn n CLLA.

Hacta KysbmMmuHa 1989, YnbsHoBCK
OkoHuuna LWkony doTorpacdun n

MynbTuMeana uMmeHn AnekcaHgpa PogyeHko.

YyacTHuLUa 1 opraHn3aTop BbICTaBOYHOIO
npoekTta «OnbITHOE Nosne». ABTOP cepumn
nepdgopmaHcoB «[ponacTb». MNpuHuMana
yyacTume B rpynmnoBbIX U NepCOHanbHbIX
BbICTaBKax.

YuHuwxy JIn 1980, MycaH, KOxHas Kopes
PaboTaeT B TexHVKe TpaanLNoHHON
Kopewnckon xusonucu. OkoHYMNa OTAENeHNE
BOCTOYHOW XNBOMNUCK B YHNBEPCUTETE
XOHrvK. YyacTHuua rpynnoBbIX

1 NepcoHarbHbIX BbicTaBoK. XKnBeT

n pabotaet B Mxagxy n Ceyne.

Cu J1o 1994, TaHbwaHb, Kutan

OKOHYM Xy[O0XKECTBEHHBIN NLEN,
obyuvancs B CaHkT-lNeTepbyprckomn
Akapgemun xypoxects. Obnagarenb Npn3os
B Xy[0>XXE€CTBEHHbIX KOHKypCax, y4acTHMK
rpynnoBbIX 1 NEPCOHaNbHbIX BbICTABOK.

MBaH JIyHrnH 1979, Mocksa

Yuuncs B LLIkone n3sLLHbIX UCKYCCTB
Pioan-ManemesoHa. HomMuHaHT npemun
KangnHckoro 2007 roga. Jlaypear
MemopuanbHoro choHaa Nocuda bpopckoro
1 CTMNeHanaHT AMeprKaHCKON akagemun

B Pume. XKuset n pabotaet B Mapuxe

n Mockase.
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JbxaH EH MuH 1979, Keanaxy, FOxHas Kopes.
O6yuanacb B YHuBepcuteTe XoHruk B Ceyne
1 HaunoHanbHon Bbicwen WKone N3sLHbIX
nckyccTs B [Napuxe. YyacTHUUA rpynnoBbIx
1 NepCoHanbHbIX BbICTaBOK. PaboTbl
HaxopaTcs B konnekumn Modern Art Museum
of Saint-Etienne Métropole.

AnekcaHpp Mopo3oB 1974, JlyraHck
OkoHunn Akagemunto xyaoxxects B CaHKT-
MeTepbypre. Co3naeT npon3BeneHns

B >KaHpe >uBonucu, rpadukm, cKynbnTypbl
N MHCTaNNSuun. Y4acTHUK rpynnoBbIX

1 NepCcoHasbHbIX BbICTABOK.

Mapua O6yxoBa 1986, Mocksa

Yunnacb B VIHCTUTYTE Npobnem
COBPEMEHHOr0 NCKYCCTBa, B LLikone
COBPEMEHHOro nckycctaa «CBobogHble
MacTepckue», B OTKpbITON WKone «MaHex
/ MediaArtLab». C nions 2019 roga
ABNSETCH pe3ngeHToM mactepckux Myses
COBPEMEHHOr0 NCKyccTBa «[apax».

Hukonait OHMLWEeHKO 1979, BopoHex
XyLooXHUK, paboTaeT NpenMyLLLEeCTBEHHO

¢ rpacukon n sugeo. OKoHUUN
XY[AOXXECTBEHHO-rpadunyecknin hakyneteT
BopoHexckoro rocyaapcTBEHHOMO
negarornyeckoro yHMBepcuTeTa, oTAeNeHve
cTaHkoBol rpacdukun, n MHcTuTyT npobnem
COBPEMEHHOro nckyccTaa. XKueet

n pabotaet B MockBe.

MaBsen OTaenbHOB 1979, I3ep>XMHCK
OkoHunn Hnxxeropoackoe xyaoXXecTBeHHoe
yunnme, MOCKOBCKWIN rocyaapCTBEHHbIN
aKageMnyeckuin Xyao>KeCTBEeHHbIN UHCTUTYT
nmeHun B. V. Cypukosa n IHCTUTYT npobnem
COBPEMEHHOro nckyccTea. HommHaHT
npemuy KaHamHCKoro, uHanmct npemum
Cepres KypéxuHa, HOMUHaHT npemun
STRABAG Art Award. )XuBeT n paboTaeT

B Mockse.

AnekcaHngpa MNacTtepHak 1991, Mocksa
O6yyanacb Ha TeaTpa/ibHO-AEKOPALNOHHOM
oTaeneHnn B MOCKOBCKOM akafieMnyeckom
XYAO>XXECTBEHHOM yunnuwe namsatn 1905
roga. Yunnace cueHorpadumn B Poccninckom
WMHCTUTYTe TeaTpanbHoro nckyccrea MTUC.
YyacTHuua rpynnoBbiX U NEPCOHANBHbLIX
BblcTaBoK B Poccun n ®parumun. XXueet n
paboTaeT B MockBe.

YnbaHa MNopgkopbiToBa 1984, BpsiHck
OkoHuMna Beicwyto WwKony nevatu

1 MegmanHgycTpmum MockoBCcKoro
NONINTEXHNYECKOIO yHMBEpCcUTETa NO
CneunanbHOCTA «Xy[OXHUK-rpaduk»

n Wkony cdoTtorpacdun n mynetumegma
nmeHn AnekcaHgpa Popguerko. B 2016 rogy
6bina yyacTHuuen naboparopum Hatanuu
MweHnyHnKkoBon «"onoc» npu NHcTuTyTe
Teartpa, pectuBans «3onotas Macka».
)KueeT n paboTtaet B Mockse.

Cepren NpokodbeB 1983, Mocksa
BbinyckHuk LLIkonbl coBpeMeHHOro
nckycctsa «CBoboHble MacTepckue»

1 MiHcTtnTyTa Nnpobnem cCOBPEMEHHOIO
MNCKyCCTBa. YUYaCTHMK KOJIIEKTMBA «DTO He
3pecb», ¢ 2016 roga y4acTHUK KONnekTnea
«["anepes dnekTpo3asog». XKuset

1 pabotaet B Mockae.

CnaBa MTpk 1990, LWagpuHck

YAnuHbIn XyaoxxHuk. OKoHuYnn Ypanbckui
denepanbHbIil yHNBEPCUTET MO
CNeumnanbHOCTA «XKYPHaNNCTUKA», YHucs
B LLIkone coBpeMeHHOro nckyccraa
«CBo6OOHbIE MacTepcKue», NoCTynnun

B LLIkony doTorpacdum n mynstumegna
nmeHn AnekcaHgpa PogyeHko. Y4acTHUK
rPYnMnoBbIX U NePCOHAaNbHbIX BbICTaBOK.
Cosparenb hecTmBans NnapTU3aHCKOro
cTput-apta «KapTt-6naHw» (EkatepuHbypr).

ApceH PeBa3oB 1966, Mockea

®doTorpad, nucartenb, Bpay,
npegnpuHuMmaTens. OKoHYMN

MocKOBCKWIA rocynapCTBEHHbIV MEANKO-
CTOMaTONOMMYeCKUin yHuBepcuTeT, paboTan
B cchepax peksiambl 1 UHTEPHET-TEXHONOMUIA.
Micnonb3yeT TeXHUKY UHpakpacHOm
doTorpacdun. Y4aCTHUK rpynnoBbIX

1 NEPCOHaNbHbIX BbICTABOK.

AnpaH CanaxoBa 1964, Mocksa

BbinyckHuua n npenogasatesnis MOCKOBCKOro
rocygapcTBEHHOr0 akageMmnyeckoro
XYA0>XXECTBEHHOMO NHCTUTYTa UMEHN

B. V. CypukoBa. OcHoBaTtenb «[lepson
ranepeu», a 3atem «AngaH Nanepen».
YyacTHuua BeHeunaHckon n MockoBcKom
6ueHHane COBPEMEHHOMO UCKYCCTBa.

Uropb CamoneT 1984, Kotnac

OkoHuMA CbIKTbIBKAPCKUIN rocy4apCTBEHHbIN
YH/BEPCUTET NO CneumanbHOCTU
«rpaduyecknii gn3anH», 3aBepLunn obyyeHne
B LLIkone cdoTtorpacdumn n mynetumegma
nmeHn AnekcaHgpa PogueHko no
HanpasneHuto «[TpoekTHas oTorpadus».
Bowen B cnncok «25 ¢oTorpacos,
MeHsIIoLWMX NpefcTasneHne o Poccnn»

no sepcum Calvert Journal. YyacTHuK
napansiesibHoM NporpaMmmbl €BPONENCKON
6ueHHane CoBPEMEHHOro NCKycCcTBa
Manifesta 10.

Mapua CacpoHoBa 1979, Pxes

OkoHunna MOCKOBCKMIA rOCyAapCTBEHHbIN
aKageMnyecKuii XyaoXXeCTBEHHbIN UHCTUTYT
nmerun B. N. CypukoBsa, a Takxxe NHCTutyT
npo6nemM coBpeMeHHOro nckycctea u LLkony
COBpEMEHHOro nckyccTaa «CBoboaHble
mMactepckue». PuHanUCT npemmum
KaHguHckoro 2012 roga n HomuHaHT 2014
n 2017 ropos. Pa6oTtbl Mapuun CacdpoHoBoi
HaxopATcs B Komnekunsix MockoBckoro
My3esi COBPeMEHHOro nckycctea, Myses
COBPEMEHHOro nckKyccTea dpapTa, LieHTpa
COBPEMEHHO0 nckyccTBa nMeHn Ceprest
KypexuHa, HaumoHanbHoro My3ses >XeHLuH
n peten B MNeknHe, a TakxXe B YaCTHbIX
Konnekuusix B Poccun n 3a pybe>kom.

AnbGepT ConpgatoB 1980, Mocksa
XyLo>XHUK, oKOoHYM MockoBcKui
roCy4apCTBEHHbIN YHUBEPCUTET nevatwu,
yunncs B LLkone cdoTorpacun n
MynbTUMeana nmeHn Anekcangpa PogyeHko
B MacTepcKoW HOBbIX Meauna. Jlaypeat
Mpemnn KangnHckoro 2014 B HOMUHaL MK
«Monogon XyaoXXHUK».

Epop TOW 1993, HuxHuii Hosropog,
YAUYUHBIN XYA0XKHIK U3 KoMarasl TON,
obpasosaswelics B 2012 rogy. C nomoLLbio
Ba/IMKOB, KOJIOPAHTOB U CTPOUTESbHbIX
MapKepoB XyOOXXHUKN CO30at0T Ha XOscTax
LepoxoBaTyto, HEPOBHYO hakTypy,
NPUCYLLYHO FOPOACKMM MOBEPXHOCTSIM.
MopyepkHYTO HEBPEXHbIE, NIETKUE, MOYTU
cny4aiHble No CBOeN MaHepe NPOon3BeAEHNS
PETPaHCAPYIOT YIIMYHYIO 3CTETUKY

N CYOKYNbTYPHBIA CTUMb XXU3HW. YYaCTHUK
rpynnoBbIX N NEPCOHaNbHbIX BbICTABOK.
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EnnsaBeta Pepepmeccep 1995, Mocksa
doTorpad, gnpxmtan xygoxxHuk. OkoHunna
hakynbTeT cueHorpadgumn Poccuinckoro
MHCTUTYTa TeaTpanbHoro uckyccrtesa N’MTUC
B 2014 ropy, a Takxe Gerrit Rietveld
Academie B AMcTepgame rno crneumanbHOCTn
Moving Image B 2018 ropgy. XXuset u
paboTaeT B AMcTepaame.

Mukennc ®@uwepc 1970, Pura, Slatsus
BbINyCKHUK OTAENeHNs XXUBONUCKH
JlaTBuiickom akagemMmn XyaoxXecTs.
Y4acTHUK rpynnoBbIX 1 NEPCOHasbHbIX
npoekToB B JlatBun, N'epmaHnu,
BenukobputarHmum n Poccun. PaboTbl
Mukenunca xpaHaTcs B cobpaHusx Myses
COBPEMEHHOr0 nckyccTBa «Knacma», BXogaT
B Konnekumto byayuiero Myses naTBUNCKOro
COBPEMEHHOro nckyccTaa 1 J1aTBuinckoro
HaLUMOHaNbHOro Xy4oXeCTBEHHOIro

my3es. Npepctasnan Jlateuto Ha 57-1
BeHeuunaHckoln 6ueHHane. XKuset

n paboTaeTt B Pure.

EBa Xenku 1993, CaHkr-lNeTepbypr

Yunnack B AKkageMum Xyfo>KeCcTB IMEHU

W. E. PenuHa B CaHkT-lNeTepbypre

1 B HauunoHanbHoM BbICLLEN LIKOJE N3SLLHbIX
nckyccts B MNapuxe. XXueeTt n pabotaeT B
CaHkT-leTepbypre.

AmuTtpuin LWabanuH 1995, Mocksa
OkoHuMnN hakynbTeT XXypHanucTnkn MIry
nmeHn M. B. JlomoHocoBa, noctynuin

B MIHCTUTYT Nnpobnem coBpeMEHHOro
nckycctsa. bbin pepakTopom oThena Mol
>ypHanos Numéro u Interview. B 2017
rogy cTan ogHUM U3 NSATU NpeacTaBuTenemn
Poccumn Ha MexxpgyHapogHon bueHHane
OeKopaTBHO-MNPUKIaAHOro NCKYCcCTBa
Révélations B Mapuxe. XXuset n pabotaet
B Mockse.

KenTto fimaryTtu 1990, CeHpaii, AnoHus
OKoOHYMNa YacTHbIN YHUBEPCUTET TOXOKY
B CeHgan. B 2012 rogy xygo>xkHuua
nepeexana B CaHkT-leTepbypr, rae
npogoskaeT obyyeHne B Akagemmmn
Xy[0>XXecTB. YyacTHuLA rpynnoBbIX

1 NEPCOHaNbHbIX BbICTABOK.
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AES+F 1987, Moscow

AES Group was originally formed in 1987 by
conceptual architects Tatiana Arzamasova
and Lev Evzovich and multidisciplinary
designer Evgeny Svyatsky. Exhibiting abroad
since 1989, the group expanded its personnel
and name with the addition of photographer
Vladimir Fridkes in 1995. AES+F’s recent work
develops at the intersection of photography,
video, and digital technologies, although it

is nurtured by a persistent interest in more
traditional media—sculpture especially, but
also painting, drawing, and architecture.
AES+F were participants of many important
festivals and biennale of contemporary art
around the globe. Their works are held in
large collections of European and Russian
museums and galleries.

Vladimir Abikh 1987, Yekaterinburg

Street artist working with photography, video
and installations. Educated in modern art
and filmmaking. Winner of the international
portrait contest Portrait Now! Four-time
nominee of the Sergey Kuryokhin Prize under
the notion of Art in Public Space. Works at
the intersection of many media and genres:
street art, intervention, installation, video.

Kristina Aksentova 1989, Tartu, Estonia
Works with painting and graphic art.
Graduated from Moscow Academic Art
College named in memory of 1905, and later
from Moscow Surikov State Academic Art
Institute. Studies painting in the New York
Academy of Arts. Works can be found in
private collections in Russia and abroad.
Lives and works in New York.

Anatoly Akue 1986, Moscow

Russian artist. In 1997, he took interest

in graffiti. In 2008-2010, he founded and
participated in the Paint Methods festival in
Krasnoyarsk, Omsk, Novosibirsk and Barnaul.
Since 2009, he conducts educational activity
by reading lectures and workshops in many
Russian cities. Participated in Russian and
international exhibitions and festivals.

Lyudmila Baronina 1988, Szczecinek, Poland
Graduated from the Academy of Art and
Industry of the Krasnodar State Institute of
Culture and Krasnodar State Institute for
Contemporary Art. Finished her postgraduate
studies in graphic art in Kuban State
University in 2015. Received a special prize in
the young artists’ competition New Projects
for Anna Nova Art Gallery. Lives and works

in Krasnodar.

Kirill Basalaev 1988, Tomsk

Graduated from the Art and Culture faculty,
Tomsk State University, then continued his
studies in the Institute for Contemporary Art
in Moscow. Participated in group and solo
exhibitions.

Konstantin Benkovich 1981, Volkhov

Works with street art, graphic art and
sculpture including welding. Graduated from
the Saint Petersburg State Academy of Art
and Design. Works are held in the collections
of the Russian Museum, Erarta Museum and
the Museum of Street Art.
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Alexander Brodsky 1955, Moscow

Russian architect and a visual artist, one of
the forefathers of the ‘paper architecture’.
Brodsky has been working on the edge of
modern art and architecture. Graduated from
the Moscow Architectural Institute. In 2000,
he founded Alexander Brodsky’s Architect
bureau. Works are held in the collections of
the Russian Museum, the National Centre for
Contemporary Art, Pushkin State Museum of
Fine Arts and the MoMA.

crocodilePOWER 2011, Moscow

A group of artists founded by Peter
Goloshchapov and Oksana Simatova, both
graduates of Stroganov Moscow State
University of Arts and Industry. Their works
can be found in numerous private collections
in Russia and abroad.

Alexey Dubinsky 1985, Grozny

Graphic artist and painter. Graduated from
the Russian Academy of Painting, Sculpture
and Architecture of llya Glazunov majoring
as painter (2011), as well as from the Nizhny
Novgorod Art School, Department of Design
and Architectural Environment. Participated
in exhibitions at the Garage Gallery, S11,
Triumph Gallery and Moscow Museum of
Modern Art. Won the Martini Art Weekend
competition in 2011. Lives and Works in
Moscow and Thbilisi.

Vladimir Dubossarsky 1964, Moscow

A painter, worked in a duo with Alexander
Vinogradov in 1994-2014. Participated in
Venice and Moscow Biennale and exhibitions
at the Louvre, Saatchi Gallery, State
Tretyakov Gallery, Pushkin State Museum

of Fine Arts and Solomon Guggenheim
Museums in New York and Bilbao. Works

are held in the collections of State Tretyakov
Gallery, State Russian Museum and Centre.

Elizaveta Federmesser 1995, Moscow
Photographer and digital artist. Graduated
from the Faculty of Scenography of Russian
Institute of Theatre Arts in 2014 and Gerrit
Rietveld Academie in Amsterdam with a
degree at Moving Image in 2018. Lives and
works in Amsterdam.
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Mikelis FiSers 1970, Riga, Latvia

Graduated from painting department of
Latvian Academy of Arts. Participated in
group and solo projects in Latvia, Germany,
Great Britain and Russia. The works by
Mikelis are held in the Kiasma Museum of
contemporary art, future Museum of Latvian
Contemporary Art and Latvian National
Museum of Art collections. He represented
Latvia on the 57th Venice Biennale. Lives and
works in Riga.

Dmitry Gutov 1960, Moscow

Artist and art theorist. Works with multiple
media, including metal sculptures.
Participated in the Venice, Moscow, Istanbul,
Shanghai and Sydney biennials and more
than 180 exhibitions. Works are held in

the State Tretyakov Gallery and Centre
Pompidou.

Eva Helki 1993, Saint Petersburg

Studied at Repin Academy of Arts in

St. Petersburg and Paris National Higher
School of Fine Arts. Lives and works

in St. Petersburg.

Maxim Ima 1987, Leningrad

Saint Petersburg artist with a street
background, independent curator. His
creative career began in 2003 exceptionally
with drawing on the street and trains. From
2010 to 2015, he worked in the cult space for
street artists Protvor. Participant and curator
of group and personal exhibitions in Perm,
Moscow and Saint Petersburg.

Pavel Kiselev 1984, Moscow

Artist. Creates sound and video installations
and 3D collages on the edge of painting
and sculpture. Graduated from the Institute
for Contemporary Art in Moscow and the
Fine Arts faculty of British School of Art and
Design. Participated in exhibitions in Russia
and China. Lives and works in Moscow.

Victoria Kosheleva 1989, Moscow
Specialises in figurative painting. Graduated
from the Moscow Art Lyceum and the

Moscow Surikov State Academic Art Institute.

Lives and works in Moscow and Paris.

Vladislav Kruchinsky 1988, Moscow

Artist, teaches Afrikaans and South Africa
History in Moscow State Institute of
International Relations. Received a Ph.D. in
History, conducted research in Cape Town,
Johannesburg and Pretoria. Participated in
group and solo exhibitions. Lives and works
in Moscow.

Maxim Ksuta 1971, Moscow

Graduated from the Tsiolkovsky Moscow
State Aviation Technological University in
1994. Started taking lessons in sketching,
watercolor and oil painting around the
same time. Participated in group and solo
exhibitions. Lives and works in Moscow.

Nastya Kuzmina 1989, Ulyanovsk

Artist, who works in a variety of genres:
video, installations, and performance.
Graduated from the Rodchenko School of
Photography and Multimedia. Organizer
and participant of the Opytnoe Pole group.
Participated in group and solo exhibitions.

Anton Kuznetsov 1973, Kazan

Graduated from the Moscow Surikov

State Academic Art Institute, Institute for
Contemporary Art in Moscow and the Free
Workshops School of Contemporary Art in
2011. Nominee of the Sergey Kuryokhin Prize
2015. Works are held in the collection of
Moscow Museum of Modern Art and private
collections in Russia and the US.

Jinju Lee 1980, Busan, South Korea

Works in the traditional Korean painting
technique. Graduated from the Hongik
University in the Oriental Painting
programme. Participated in group and solo

exhibitions. Lives and works in Paju and Seul.

Si Lo 1994, Tangshan, China

Graduated from an art lyceum, studied in the
Saint Petersburg Academy of Arts. Winner of
artistic competitions, participated in group
and solo exhibitions. His works are held in
Russian, Western and Chinese private and
museum collections.

Ivan Lounguine 1979, Moscow

Studied in the Fine Arts School in Rueil-
Malmaison. Kandinsky Prize 2007 Nominee.
Laureate of the Joseph Brodsky Memorial
Fund. Received a scholarship from the
American Academy in Rome. Lives and works
in Paris and Moscow.

Jung Yeon Min 1979, Gwangju, South Korea
Studied at Hongik University in Seoul and the
National Higher School of Fine Arts in Paris.
Participated in group and solo exhibitions.
The works are held in the collection of
Modern Art Museum of Saint-Etienne
Métropole.

Alexander Morozov 1974, Lugansk
Graduated from the Saint Petersburg
Academy of Arts. Works with painting,
sketching, sculpture and installation.
Participated in group and solo exhibitions.

Maria Obukhova 1986, Moscow

Studied at the Institute for Contemporary
Art, at the Free Workshops School of
Contemporary Art, at the Manege /
MediaArtLab open school. Since July 2019,
she has been a resident of the Garage
Museum of contemporary art workshops.

Nikolay Onischenko 1979, Voronezh

Artist, works mainly with graphics and video.
He graduated from the art and graphic
faculty of the Voronezh State Pedagogical
University, Department of easel graphics, and
the Institute for Contemporary Art. Lives and
works in Moscow.

Pavel Otdelnov 1979, Dzerzhinsk

Graduated from Nizhny Novgorod Art School,
Moscow Surikov State Academic Art Institute
and Institute for Contemporary Art. Nominee
of Kandinsky Award, finalist of the Sergey
Kuryokhin Prize, nominee of STRABAG Art
Award. Lives and works in Moscow.

Alexandra Pasternak 1991, Moscow

Studied at the Theater and Decoration
Department of the Moscow Academic Art
College. Studied Scenography at the Russian
Institute of Theatre Arts. Participated in group
and solo exhibitions in Russia and France.
Lives and works in Moscow.
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Uliana Podkorytova 1984, Bryansk
Graduated from the Higher School of
Printing and Media Industry of the Moscow
Polytechnic University with a degree in
graphic art and the Rodchenko School

of Photography and Multimedia. In 2016,
she joined the Voice laboratory of Natalia
Pshenichnikova at the Theater Institute, the
Golden Mask festival. Lives and works in
Moscow.

Sergei Prokofiev 1983, Moscow
Alumnus of the Free Workshops School
of Contemporary Art and Institute for
Contemporary Art. Participant of It’s Not
Here art group. Since 2016, he has been
participating in Elektrozavod Gallery
collective. Lives and works in Moscow.

Slava Ptrk 1990, Shadrinsk

Street artist. Graduated from Ural Federal
University with a degree in journalism,
studied at the Free Workshops School of
Contemporary Art, entered the Rodchenko
School of Photography and Multimedia.
Participated in group and solo exhibitions.
Founder of Carte Blanche partisan street art
festival (Yekaterinburg).

Recycle Group 2006, Krasnodar

Art group founded by Andrey Blokhin

(1987) and Georgy Kuznetsov (1985). Both
graduated in graphic design from Academy
of Art and Industry of the Krasnodar State
Institute of Culture. Kandinsky Prize winners
in the Young Artist and Project of the Year
categories. The group entered the official
Venice Biennale programme in 2015 with their
Conversion project, and in 2017 represented
Russia there with the Blocked Content
exhibition.

Arsen Revazov 1966, Moscow

Photographer, writer, doctor, businessman.
Graduated from Moscow State University of
Medicine and Dentistry, worked in advertising
and internet technologies. Works with infrared
photography technique. Participated in group
and solo exhibitions.
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Maria Safronova 1979, Rzhev

Safronova graduated from the Surikov Art
Institute in Moscow and the Institute for
Contemporary Art and the Free Workshops
School of Contemporary Art. Finalist of the
Kandinsky Prize in 2012 and nominee in
2014 and 2017. Maria’s works are held in

the collections of the Moscow Museum of
Modern Art, Erarta Museum of Contemporary
Art, Kuryokhin Art Center, Chinese Museum
of Women and Children, as well as in Russian
and international private collections.

Aidan Salakhova 1964, Moscow

Graduate and teacher at the Moscow Surikov
State Academic Art Institute. Founder

of Pervaya Gallery and Aidan Gallery.
Participated in Venice and Moscow biennales
of contemporary art.

Igor Samolet 1984, Kotlas

Graduated from Syktyvkar State University
with a degree in graphic design and from
the Rodchenko School of Photography

in the project photography programme.

He was included in Top 25 artists who
change the image of Russia according to
Calvert Journal. Participated in parallel
programme of European Biennial of Modern
Art Manifesta 10.

Dmitry Shabalin 1995, Moscow

Graduated from the Faculty of Journalism

of Lomonosov Moscow State University,
entered the Institute for Contemporary Art.
He was an editor of fashion departments

of the Numéro and Interview magazines. In
2017, he became one of five representatives
from Russia on The International Fine Craft &
Creation Biennial Révélations in Paris. Lives
and works in Moscow.

Albert Soldatov 1980, Moscow

Artist, graduated from Moscow State
University of Printing Arts, studied at the
Rodchenko School of Photography and
Multimedia at the new media workshop.
Winner of the Kandinsky Prize 2014 in the
nomination Young Artist of the Year.

Tanatos Banionis

A group of anonymous artists, their most
famous work being the Divine Wind project
dedicated to kamikaze. The group members
tattooed Japanese imagery on the several
female volunteers’ backs. The artists
participated in group and solo exhibitions.

Eror TOY 1993, Nizhny Novgorod

Street artist from TOY, that was founded

in 2012. Using rollers, colorants and
construction markers, the artists create a
rough, uneven texture on canvases inherent
in urban surfaces. Emphatically light, and
almost careless in their manner, the works
retransmit street aesthetics and subcultural
lifestyle. Participated in group and solo
exhibitions.

Dmitry Venkov 1980, Novosibirsk

Film director and video artist. Graduated from
the Rodchenko Photography and Multimedia
School in Moscow, received an MA in Cinema
Studies in University of Oregon. He has

been awarded numerous prizes such as the
Kandinsky Prize, The International Federation
of Film Critics Award (FIPRESCI) and the 4th
Oberhausen e-flux prize, amongst others.

Alexandra Vertinskaya 1969, Moscow
Graduated from the Moscow Art School at
the Moscow Surikov State Academic Art
Institute. In 1992, she graduated from the
Moscow Surikov State Academic Art Institute.
Did an internship at the Academie des
Beaux-Arts in Paris. Participated in group and
solo exhibitions in Groningen, Milan, Paris,
Prague, Saint Petersburg and Florence.

Alexander Vinogradov 1963, Moscow
Studied in the Moscow Academic Art College
and in Moscow Surikov State Academic

Art Institute. Collaborated with Vladimir
Dubossarsky in 1994-2014. Participated

in Venice, Moscow, Sao Paulo, and Cetinje
Biennale. Works are held in the collections

of the Tretyakov State Gallery, the State
Russian Museum, the New Museum, Moscow
Museum of Modern Arts, Centre Pompidou
and museums of Austria, Italy, Netherlands
and the USA. Lives and works in Moscow
and Milan.

Evgenia Voronova 1991, Moscow

A graduate and a lecturer at the Moscow
Surikov State Academic Art Institute. In
2018 Voronova graduated from the Free
Workshops School of Contemporary

Art. Participated in group and personal
exhibitions.

Keito Yamaguchi 1990, Sendai, Japan
Graduated from the private Tohoku University
in Sendai. In 2012, the artist moved to Saint
Petersburg, where she continues studying at
the Academy of Arts. Participated in group
and solo exhibitions.

Alisa Yoffe 1987, Tashkent

Studied in the Institute for Contemporary
Art in Moscow. Works are held in the
collections of the Tretyakov State Gallery,
Jewish Museum and Tolerance Center, the
V-A-C Foundation, Horvath Art Foundation,
Klaipéda Culture Communication Centre,
Perm Museum of Modern Art, Stella Art
Foundation, Vladimir Smirnov and Konstantin
Sorokin Foundation. Lives and works in
Moscow.
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