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UOTU BMECTE:
CSAR U CYLAND

Cunbeusa bypunu (Beneuus, Utanus)
uckyccmeoged, npogeccop YHusepcumema Ka-®ockapu,
odupekmop LleHmpa usyqeHus kynsmypsi Poccuu (CSAR)

«COBPEMEHHOCTb A/1s1 MEHSI 03HaYaeT He paboTaTb BMECTe, @ «MATU BMECTex»!, — Nucan OauH U3 ca-
MbIX BblAaOWMXCA KYpaTOpOB Hawero BpeMeHn Xapanbi 3eeMaH. DTUMKU CNOBaMU BLOXHOBASETCS
LleHTp n3yuenus kynbTypbl Poccun (CSAR) BeHeumaHckoro YHusepcuteta Ka-Mockapu, Ha npoTs-
YXEHUU HECKONIbKUX NneT npuHumatowwmii yyactme B npoekte CYLAND. JlabopaTtopusa MeamanckyccTea
CYLAND obbenmHsaeT KypaTOpOB M COBPEMEHHbIX XYLOXHUKOB, MPpeUMyLLecTBeHHO 13 Poccun. A Beab
NOHATUE KCOBPEMEHHOE PYCCKOe UCKYCCTBO®» NOBYXAaeT K 06CYXAEHUI0 pAAA BaXKHbIX BONPOCOB —
KaK MMHUMYM nocnenHue net cTo. [penoctasmM ewle pas cnoBo 3eeMaHy. Paccyxpas o pesontoumm
B 06/11aCTM BbIpa3uTeNbHbIX CPeACTB, Npou3owealen B Hayane XX Beka, WBENLAPCKUI nccneno-
BaTeNb oTMeyan: «[lepBuUYHble UMMYNbCbl HALLEero CTONETUS — Kak S UX Ha3blBal, — 3TO MOJIOTHA
ManeBunua, «xaoc» KaHamMHckoro, MoHapuaH 1 yemogaHumk [iowaHa»?. M xoTa B CNUCKE U3 YeTbipex
XYLOXHWUKOB CPa3y AiBa PYCCKUX UMEHM, OYEHb YACTO, KAK MHE KAXeTCs, 3HaYEeHNEe 3TUX KUMMYNbCOB»
6bIN0, NO MeHbLUEN Mepe, NJI0X0 NOHATO.

B Hauyane kaxnoro Kypca nekumii No pycckoMy MCKYCCTBY B BeHeuMn MHe NMpuUXOAMTCS OBBACHATD
CTyAeHTaM, 4To KaHAMHCKUIA HE HEMELKKMIA XYAOXHUK U YTO, HaNpPOTUB, UMEHHO PYCCKOCTb MHOroe
00bACHSAET B ero TBOPYECTBE M HAYYHbIX M3bICKaHMSAX. TO e CaMoe § roBOp M Mpo «dpaHuy3a»
LWarana: ecnm 66l OH HE poauMnca Tam, rae poauncs, To ectb B Butebeke, ecnm 66l He MMen cTonb
CNIOXHbIX M NPOTUBOPEUMUBBLIX OTHOLLUEHMIA CO CBOENM poAnHOW, Poccueit, — ocTancs 6bl coBepLIEHHO
HeoObACHUMbIM PEHOMEHOM. DTO OTHOCUTCS U KO MHOTUM APYTUM XYA,0XKHUKAM C PYCCKMMU KOPHSMM,
KOTOpble TaK MM MHaYe BOCMPUHANN 0COBEHHOCTM HaLMOHanbHOW KynbTypbl: oT CoHn Tepk-fenoHe
no Hukons ne Crang, ot poguslerocs B Jlateumv Mapka PoTko po Tex, KTo Bpoae 6bl «BHE nopo3pe-
HWI» — Kak, Hanpumep, Con JTIeBUTT, CbiH EBPENCKUX IMUTPAHTOB M3 Poccuu.

C 04HOI CTOPOHbI, 3TO, KOHEYHO, HE 03HAYaEeT, YTO Mbl JOMIXKHbI MaHMaKaNbHO BbIMCKUBATL PYCCKUE
KOPHM Y KaXXA0ro COBPEMEHHOIO XYAOXHWKA, NOLOO6HO NPOBUHLMANBHOMY Typoducy, Npociasnsio-
LWEeMY 3HAMEHUTOCTEN — HACTOSLMX UAU MHUMBIX — U3 YUCIa MECTHbIX ypoxeHues. C Apyroi cTo-
POHbI, ele HernpasunbHee 6bl10 Bbl paccMaTPUBaTb PYCCKUX XYAOXHWMKOB NOJ Niynoi 3HTOMonora
KaK HEeYTO 3K30TUYeCKoe, AaneKoe OT HAaC BO BPEMEHM U MpocTpaHcTBe. K coxaneHuto, NpuxoanTcs
KOHCTATMPOBATb, YTO BOCNPUATHE U OCMbIC/IEHME PYCCKOrO MCKYCCTBA (MO KpariHew Mepe, Ha 3anajae)
onpenensTCs NPUYYAIUBLIMU U HETOUHBIMU NPELCTABNEHUAMU UMK, B NIYYLLEM Clyvae, HebpexxHoM
W pacnnbiB4aTon GOPMOWM «arHOCTMLM3Max». 5 XXe, HaNpPOTMUB, CYUTAD HEOBXOAMMBIM M3y4aTb M OLe-
HWBaTb COBPEMEHHOE PYCCKOe UCKYCCTBO B MUPOBOM KOHTeKcTe. [pu 3TOM He MeHee BaXKHO, Ha MO
B3rNS4, YYUTbIBATb €r0 HaLMOHasbHble 0COOEHHOCTU U OCMbIC/IAThL TE €r0 XapaKTePUCTUKM, KOTOpble
ABNATCA 06LWMMM AN BCEM PYCCKOM KYNbTYpbl.

1 Bertola Ch. Curare l'arte. Milano: Electa, 2008. P. 249.
2 |bid. P. 253.
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KypaTopbl BbICTaBKM

«We Are Here» CunbBusi bypunu
u EneHa ly6aHoBa

Bereyus, Umanus, 2011

Curators of the exhibition

project “We Are Here” Silvia Burini
and Elena Gubanova

Venice, Italy, 2011

EneHa lN'y6aHoBa

WUBaH lNosopkos (Poccus)
KPACHOE CMELLEHWNE
uHCcmannayus

Beicmaska nabopamopuu
meduauckyccmea CYLAND

«We Are Here», YHusepcumem
Ka-®ockapu, napannensHo

¢ 54-ii BeHeyuaHckol bueHHane,
Beneuus, Mmanus 2011

Elena Gubanova

Ivan Govorkov (Russia)

RED SHIFT

installation

CYLAND Media Art Lab
exhibition project “We Are Here”,
Ca’ Foscari University, parallel to
the 54 Venice Biennale,

Venice, Italy, 2011
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MecTopacnonoxeHue BbICTaBKU
«Capital of Nowhere»
Beneyus, Mmanus, 2013

“Capital of Nowhere”
exhibition site
Venice, Italy, 2013
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3anap Kak NoTpe6bHOCTb B «4UY)XXOM»

Crout pobaBuTb K BbllWlECKAa3aHHOMY, YTO O4HNM M3 KNHOYEBbIX BONPOCOB pyCCKOI:i KynbTypbl BO BCE Bpe-
MeHa OblIM ee OTHOLWEHMS C 3anagoM. HecnyqaﬁHo B TEOpUAX COBETCKUX CEMMONOIOB 3HAYUTE/IbHOE
MeCTO 3aHMMAKT MMEHHO T€ MEeTOAbl, KOTOPpbIE obuwectso MCcnonb3yeT ANna OTIMYEHNA CBOUX OT KUYXKUX».

Kak Mbl 3HaeM 13 pabot HOpus JloTMaHa, Kaxaas KynbTypa BbICTpauBaeT CBOK 0COBYI KYNbTYpPHYHO
Mogenb. M3 3Toro crnepyert, 4TO KynbTypa HWMKOTLA He SBASETCS YHWBEPCANbHOW, OHA MpencTaBs-
eT cob0l NulWb COBOKYMHOCTb 3/IEMEHTOB C OMNpeLeNeHHONW BHYTPEHHEW opraHu3auunein. Kynbtypa,
TakMM 06pa3oM, LOMKHA BOCMPUHMMATBLCS KaK YacTb, KaK 3aKpbITOE MPOCTPAHCTBO, OKPYXEHHOE
He-kynbTypoi. KynbTypa Bceraa HyxxaeTcs B No406HOM NPpOTUBONOCTABNEHUN: HA HOHE He-KYNbTy-
pbl OHa BbICTYNaeT KaK 3HakoBas cucTeMa’®. PaccMaTpuBas KynbTypy B TOTMAaHOBCKOM MOHUMAHUK Kak
HeHacsieLyeMyio NaMsTb 06LLECTBA, BbIPAXXEHHYIO B ONpeaeNeHHoN CMCTEMe 3anpeToB M nNpeanuca-
HWIA, Mbl MOXEM YTBEPXATb, YTO U AHTUKYbTYPa CTPOUTCS U3OMOPGHbLIM MO OTHOLIEHUIO K KYNbType
cnoco60oM. MOXHO CKas3aTb, YTO 3TO KyJbTypa CO 3HAKOM MMHYC, NMOYTU 3epKaibHOE OTPAXKEHUE, B KO-
TOPOM CBSI3M He HapyLwaTCs, a BuAou3MeHsaoTcs. Ha onpeneneHHoM 3Tane MCTOPUYECKOTO M COLM-
aNbHOro pa3BUTUS B KAXKAOM KyNbType HAaCTynaeT MOMEHT CaMOMO3HaHUA M caMoonucaHus. B cnyyae
C PYCCKOM KyNbTYpOW MOAENbI0 COOTHECEHUS M CTONIKHOBEHUS Bcerpa 6biia 3anafgHas KynbTypa.

Ytobbl He 0bpalLaTbCs B 04epesHOM pa3 K NeTPOBCKUM pedopMaM, AN MOHUMAHUS HEKOTOPbIX CBSI-
3eil He06X0AMMO BCMOMHUTb O TAKOW BaXHOM GuUrype B UCTOPUU pas3BUTUS M306pa3nTeNbHOIO UC-
KyccTBa, kak Cepreit [arunes, co3patenb COBPEMEHHOrO TaHLA B CErOAHSALWHEM cMbicne. Jarunes
BOBCE He [lyMa, YTo CMaceHue pyCCKOM KynbTypbl U MCKYCCTBA KPOETCS B HAPOYMTOM BEPHOCTMU Ha-
LMOHANbHbIM TPaAMLMSAM; HA060pOT, 0TBEpras NoA06HbIN U30NALMOHU3M, OH MOnaras, YTo pycckas
Aywa HY>XA3eTcs BO B3aUMOLEMCTBUM C Pa3NIMUHbIMU KYNbTypaMu M cnocobHa Kk HeMmy. Kak m3BecT-
HO, B Hayane XX Beka B 0671aCTM MCKYCCTBA aKLEHT CMELLAEeTCs C 3TUKM Ha 3CcTeTuky. Hactoawmi
HaLMOHaNM3M, Kak CuMTan opraHusaTop «PyccKux ce30HOB», CKOpee MOoACO3HATENbHbIN, BPOXAEH-
HbIM; HALMOHANbHBLIM AYX HE BbICTAaBNAETCS HAaNoKas, Kak Macka, 3T0 HEYTO OpraHWYHoe, YCBOEHHOE
C MONOKOM MaTepu. HacToswme pycckue He Te, KOTOpble BbINSYMBAKT CBOK MOKA3HYH PYCCKOCTh:
«Bbl noiMeTe, KTO Bbl €CTb HA CaMOM Aene, — yTBepxaaeT [1arunes, — TONbKO KOrAa y3HaeTe Apyrux.
Pycckag HaTypa cnuiukom rubkas, 4tTobbl C1I0MaThCa NOA BAUSIHMEM 3anafay.

Ewe pa3 nepedpasupys HOpus JloTMaHa, paccMOTpUM OCHOBOMONArawwmii ans nboi ceMuotnye-
CKOW CUCTEMbI MOMEHT: OTHOLUEHUS MEXAY CUCTEMOV (B HALLEM CJlyyYae PYCCKOM KYNbTYpOii) U TEM, UTO
SBNSIETCS BHECUCTEMHBIM U BbIXOAWT 33 €€ PaMKM, CTaBAT BOMPOC, Kak CaMa CMCTEMA MOXET pasBu-
BaTbCA*. Bce TOT ke 0CHOBaTeNb TapTYCKOW LWKObI® NOAYEPKMBAET, UTO OTHOLUEHUS C YyHUM (LPYruM,
MPULLABLIM, UHOCTPAHHbLIM) NPUBOAAT K CO34AHMIO CBA3EN NEpPBOCTENEHHOrO 3HAYeHMs M NPOBOLM-
pYIOT BCTpeuy, KoTopas HensbexHo 6yaeT u cTonkHoBeHUeM. byayuu 3a npefenamu BCcex 3HaYeHUw,
«YYXKON» BTOPraeTcs B «MPMBbIYHOE» U CTAHOBUTCS OLHWMM U3 FNaBHbIX GAKTOPOB TpaHCdopMaLUu
CTaTUYECKOW KyNbTYPHOM MOAeNU B AMHaMUYeckyr. MHbIMU CNOBaMU, MMEHHO 6OraTCTBO BHYTpEH-
HUX KOHONUKTOB 06ecneynBaeT KynbType rubKoCTb U AUHAMUYHOCTDS.

3 Lotman J., Uspenskij B. Sul meccanismo semiotico della cultura // Lotman J., Uspenskij B. Tipologia della
cultura. Milano: Bompiani, 1975. P. 39-40.

4 Lotman J. Cercare la strada. Modelli della cultura. Venezia: Marsilio, 1994. P. 9.

5 Lotman J. La semiosfera. Venezia: Marsilio, 1985.

6  Lotman J. Il fenomeno della cultura // Lotman J. Testo e contesto. Semiotica dell’arte e della cultura, Roma,
Bari: Laterza, 1980. P. 45-60.
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JTO NPOMCXOAMT NOTOMY, YTO AMHAMUYHOCTb KYNbTYpbl SBNSIETCS pe3ynbTaTOM COCYLLEeCTBOBAaHMA
B pPaMKax OAHOrO KyJAbTYpHOro MPOCTPAHCTBA Pa3/IMUHbIX A3bIKOB C Pa3/IMYHbIMM YPOBHAMM ne-
pEBOAMMOCTU M HEMEPEeBOAMMOCTH, KCBOEIO» M «4yoro». M aeincTBUTENbHO, BaXXHOCTb AManora
C «4YXXMMU» B NpoLiecce NpoMU3BOACTBA CMbIC/IOB NPOSBASETCS NpeXAe BCero B nepeBoe «KTeKCTOB»
M3 OLHOM CUCTeMbl B APYryto. YeM HacblleHHee u TeCHee KyAbTYpHOe NMpPOCTPaHCTBO, TEM C/IOXKHEe,
a MoxeT, u 3bdekTuBHee ByaeT GopMupyOLWancs B HeM cucTeMa’. JInb BO3MOXHOCTbIO AManora
MeXay pa3fIMYyHbIMU CEMUOTUYECKMMU CUCTEMAMM 0bycaBnMBaeTCs AMHAMUYHOCTb CaMUX CEMMUO-
TMYECKMUX MeXaHU3MOB. BTopxeHue B chepy «uyxoro» Bcerna noHMMaeTcs Kak 06HOBNEHUE U Heus-
MEHHO UrpaeT BaXKHeKLWYyo ponb B TpaHchopMaummn cucteM. [oaToMy HenpekpalLatoLwasncs B3aMMHas
nepecTaHOBKa KCBOErO» U «4Y>KOro» — OAMH U3 OCHOBHbIX MEXaHWU3MOB KYNbTYPHOW AMHAMUKHE.

JBosOLMSA U B3pbIB

bopuc YcneHckuit nucan®, yto He cnenyeT «paccMaTpuBaTb UCTOPMIO PYCCKOW KYNbTypbl KAk ecTe-
CTBEHHbI/ M OPraHMYHbIM NPOLLEeCC 3BONOLUU». M eiCTBUTENbHO, OHA «OTMEYeHa NOCTOSHHbIMK pe-
BOJIOLMOHHBIMU NOTPACEHUAMUY» UK XKe — 06paTUMCS CHOBA K JIOTMaHy M OAHOM U3 LEHTPaNbHbIX
TEM ero pacCyXAeHuit — «B3pbiBaMu»'®, Bce 370 B OCHOBHOM CBfi3aHO C TeM ¢akToM, yto Poccus
yacTo (Mnu Bcerpa) cooTHocuna cebs ¢ MHOCTPAHHBIMKU MOAENSIMU, NEPUOLMYECKM 3aMyCcKas pPeBu-
3MOHMCTCKME MPOLLECChl, BblpaXaBlwMecs B PaAvKanbHOM OTTOPXEHUM COBCTBEHHOrO NPOLUIOro
U NPUHSATUM HOBbIX KYNbTYPHbIX LeHHoCTel. O6palleHune K BHELWHUM MOLENSM, TEM HE MeHee, BOBCE
He NIMILAET PYCCKYI0 KyNbTypy CaMOBbLITHOCTHU: «4yXune» hopMbl, MEePEHECEHHbIE HAa PYCCKYIO MOYBY,
HaZensTCs HOBbIMU 3HAYEHUAMMU.

Pycckas kynbTypa BO MHOMMX CBOMX acnekTax SIBASeTCS pe3ynbTaTOM TBOPYECKOW acCUMUAALMK
NMPUBHECEHHBIX KYNbTYPHbIX MOAENEN, KOTOPbIE, KaK HM CTPAHHO, 0Ka3anucb CnocobHbI K TpaHcdop-
MauuKu B KOPUTMHANbHbIE® BHYTPU KYNbTypbl-peuunueHTa. Ewe pa3 noayepkHeM, 4To UCTopus pyc-
CKOW KYNbTYpbl MOJIHA «B3PbIBOBY, /151 HEE XapaKTEPHbl M3HAYaIbHO HEMPOrHO3UPYeMble CUTYaLUK,
NopoXAakLmMe HoBble ABAeHUs. [0 3TOW NpUYMHE UCTOpUYECKas Nepuoan3aLmns U KYnbTypHble sp-
NbIKK, UCTIONb3YyeMble Ha 3anae, NA0X0 NPUMEHUMbI K PYCCKOM Ky/bType.

BnusiHue pycckoi KynbTypbl Ha 3anag,

MHOrMe M3y4aioT, B TOM UYMC/ie Hay4YHbIMU METOAaMU, BAMSHME 3anafHOM KynbTypbl Ha PYCCKYIO.
A ecnv nonpoboBaTh caenatb HA060pPOT, pacCMOTPETbL BONPOC NOA APYrUM yrioM? [LocTaTOUYHO NoYu-
TaTb NOOYI0 UTANbIHCKYIO raseTy, 4Tobbl y6eanTbCs, YTO exXeAHEBHO BbIXOANAT CTaTbM, TaK UAKU MHAYeE
Kacalowuecs pycckoi KynbTypbl: Poccus ynoMmMHaeTcs NOCTOSHHO.

3T0 AOMKHO 3aCTaBMTb HaC 3a4yMaTthCs O TOM, YTO, BMOJHE BEPOATHO, pyccKasl KynbTypa Ans 3a-
NafHOM CNYXWT BaKHENILMM «UyXMM». 3anagdy Befib TOXE HEOBX0AUM «UYXKOM» A1 CAMOCO3HAHUS
u camoonucanus. MNpuwno BpeMsa pacCMOTPETb OTHOLIEHWS MEXAY ABYMS MMPAMU HE TOIbKO C TOYKM
3peHus BAMAHKUA 3anaga Ha «BapBapCKyo» PYCCKYIO KYNbTYPY, HO M C MO3ULMIA B3AUMHOCTU M CUMMe-
Tpuu. Pa3BuBas 3Ty MbIC/b, Mbl O/DKHbI MPU3HATb, YTO PYCCKME XYAOXKHUKM Hayana XX Beka ctanu

7 Lotman J. Cercare la strada. Modelli della cultura. Venezia: Marsilio, 1994. P. 31.

8 Ibid., p. 33.

9 Uspenskij B. La pittura nella storia della cultura russa // Volti dell'Impero Russo. Da lvan il Terribile
a Nicola I. Milano: Electa, 1991. P. 41.

10 Lotman J. Cercare la strada. Modelli della cultura. Venezia: Marsilio, 1994. P. 33; Lotman J. La cultura
e l'esplosione. Prevedibilita e imprevedibilita, Milano: Feltrinelli, 1993.
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Anekcanapa JleMeHTbeBa
(benbrus)

MOJTE KOHTAKTA
MeduauHcmanaayus

Bwicmaska nabopamopuu
meduauckyccmea CYLAND

«We Are Here», YHusepcumem
Ka-®ockapu, napannensHo

¢ 54-ii BeHeyuaHckoli bueHHane,
Bereyus, Mmanus 2011

Alexandra Dementieva (Belgium)
CONTACT FIELD

media installation

CYLAND Media Art Lab

exhibition project “We Are Here”,
Ca’ Foscari University, parallel to
the 54 Venice Biennale,

Venice, Italy, 2011
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BbicTaBka

«Capital of Nowhere»
YHugepcumem Ka-®ockapu,
Bereyus, Umanus, 2013

“Capital of Nowhere”
exhibition project
Ca’ Foscari University,
Venice, Italy, 2013
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ANS 3anafiHOro MCKYCCTBa CBOEOOPA3HbIM KYNbTYPHbIM AeToHaTopoM. OHW npou3Benu B3pbiB, Npo-
NOXMBLUMIA HOBYIO AOPOry BCEMY UCKYCCTBY, Ha YTO 3anaj, 04eBUAHO, He Bbll cNOCO6EeH B OAMHOUKY.
M peyb He 06 yaauHbIX HaX04KaX ABYX-TpeX TaNaHTAUBbIX XYA0XKHMKOB, @ O LLesIoit UCTOPUM NOCLINOB
W BAUSHUI, KOTOPas A0 CUX NOP eLe He A0 KOHLA HanucaHa.

3TOT Boratbiil KyNbTYpHbIM NaHAWAaMT B TO e BPEMS CTABUT OCTpeliluyto npobaeMy, KOTOpY UCTO-
PUKM UCKYCCTBA (L@ M MPOCTO KypaTopbl) A0KHbI NOCTOSIHHO AepXaTb B yMe, — NpobieMy 060CHO-
BaHHOM NepuoaM3aLLUM PYCCKOTO UCKYCCTBA B KOHTEKCTE 3anafHOro: fOCTaTOYHO BCMOMHUTL TOTa-
NWUTapHbIN peanusM, KOTOPbIA OTHOCUTENBHO MOLEPHUCTCKOM NapaaurMbl He Bbil HU MaprHanbHbIM,
HU Aaxe NPOTUBOMOCTAaBNEHHbIM. [po6aeMa BO3HMKAET No TOM NpuUMHe, YTo Poccus B cBOEM pasBu-
TWM HUKOTLA B MONHOM Mepe He coBnagana ¢ 3anafoM. Poccust — 3To Takxke BocTok, 3To HEYTO Bpo-
[ie «MOoNyToparnasoro cTpenbLa» (kak nucan JIueluml), cnoco6HOro 0HOBPEMEHHO CMOTpPETb B [iBE
CTOpOHbl. OTHOWeHUS Poccumn M 3anafa — K/KYEBOM 3Tan B UCTOPUM KynbTypbl Kak EBponbl, Tak
W BCEro pycckoro Mupa. PaccMaTpuBath 3TOT 3Tan ciefyeT B KOHTEKCTe 06Leil KyNbTYPHOU UCTOPUM,
0TBPOCHB NOAUTUYECKME NPELPACCYLKM.

AHTaroHusM™ u HepaspbiBHble cBA3U: MeTep6ypr u Mockea

3KcnepT Mo pycCKOMY UCKYCCTBY CTaNKUBAETCS C eLie OAHOW HEManoBaxHoM npobieMoil. ITo aHTa-
roHU3M Mexay MockBoii 1 MNeTepbyprom, CyLLECTBYIOWMIA C MOMEHTA OCHOBAHWS NETPOBCKOM CTOMM-
Lbl. BO3MOXHO, HM B 04 HOM APYroi CTpaHe MUPa NPUHAAIEXKHOCTb K TOMY UAW MHOMY FOpOAY HE UMe-
€T TaKoro 3HayeHus. Pasymeetcs, 3Ta 60pbba 32 NEPBEHCTBO HE MOMa HE 3aTPOHYTb — M A0 CUX MOp
3aTparuMBaeT — MCKYCCTBO, IUTEPATYpy M KynbTypy B LenoM. OgHako xe cneayet cpasy fo6asuThb, 4TO
nctopuu Metepbypra 1 MocKBbl HEPA3PbIBHO CBA3aHbI, OAHA OTCbINAET K ApYroit. MpuBeneM nuwwb napy
NpUMepoB: HEBO3MOXHO FOBOPUTb O MOCKOBCKOM CMMBOJ/IM3ME, He 06paLLasnch K TBOpUECTBY AneKcaH-
Apa bnoka u netepbyprckomMy CMMBONU3MY, @ MaHUbECTbI PYTYPUCTOB HE NOHATb He3 akMensMma, ABU-
XEHUSI MOYTM NOMHOCTbIO NeTepbyprckoro. B onpeneneHHOM cMbicie MOCKOBCKas cneumduka 3akio-
UaeTCs B Upe3MEPHOCTH, UTO eLLEe O4EBUIHEE B CpaBHEHUM ¢ [NeTepbyprom. Koraa oauH ropo jocturan
BbICLUE TOYKM CBOErO pacLBeTa, pyroi 0CTaBacs B TEHU — HensbexHoe CNeAcTBUE CTONKHOBEHMS
MCTOPUYECKM Pa3HbIX TpaauLmii u 06pasoB xusHu. Ecnum MeTepbypr — 310 okHo B EBpony, To Mockea —
cepaue Poccuu, LEHTP ee BaXKHEMLLMX TOProBbIX NyTei, MecTo NpebbiBaHUs NaTpuapxa NpaBoCaaBHOM
LLePKBU, HACTOSILLMI PYCCKUIt FOPOA, U3APEB/E HENPOHULLAEMbIN A1 MUHOCTPAHHbIX BAMUSHUA.

ApTyp Jlypbe nogvepkmBan, 4to Xn1eb6HMKOB 6bin aHTUNOAOM MaHaenbwTama. Metepbyprckuii arody-
TYPU3M KaXeTCs MaHepHbIM Ha G OHe BapBapCKOM M MHOTOJIMKOM Ype3MEPHOCTM MOCKOBCKOIO yTy-
pu3ma. ToT e uccnenoBatesnb 0TMEYaeT:

«[TogedeHue XnebHukosa 6bl10 MAI0 NOHAMHO 8 apmucmuyeckoM kpyay [lemepbypaa, u MHO2UE 31UAUCS,
cyumanu, Ymo oHo — dypadecmso, Yenyxa. [lpecmuxc 3cmemuku ymoH4YeHH020 Macmepcmead, NOHUMaeMo-
20 8 e8poNnelickoM cMbic/ie, Bblsl ewe CIUWKOM 8e/lUK 8 Mo 8pemMs, Ymobbl MOXHO 6bl10 OUeHUMb NOOJIUH-
Hyto cyuHocms XnebHukosa. <...> Tenepb MHe dymaemcs, Ymo 8 mo 8pems X1ebHUK08 Obll MmeM WUMOoM,
KOmopbIM beuieHble MaabYyUKU 0m UcKyccmsa omaopaxuganuce om 3anada, om 3anadHoll MexaHudHocmu
U 380/110UUOHU3MAN!?,

<<OTFOp0JJ.VITbC$l 0T 3anafa» — HeEM3MeHHas I'Ip06ﬂEMa PYCCKUX XYO0XXHUKOB U nucatenen, B ocobeH-
HOCTM MOCKOBCKMX. ECTb 4TO-TO HapoO4yuTO HE3anagHoOe B HEONPUMUTUBU3ME ﬂaplAOHOBa n OunoHo-

11 Jlypse A. Oetckuii pait // BocnomuHaHus o CepebpsiHoM Beke. M. : Pecny6auka, 1993. C. 273-278.
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Ba, B Yapytowei 3aymMu XnebHmkosa u KpyyeHbix. fonoc rny6uHHol Poccumn u ee ganbHUX OKpauH
OAMHAKOBO SICHO 3BYYMT KaK B arpecCMBHO HOBATOPCKMX mpoussedeHnsax KpyyeHbix u Po3aHoOBOWA,
TaK U B HEKOTOPOM MUCTULM3ME lyXOBHOI0 Havyana B uckyccrse KaHAMHCKOrO MK e B CynpeMaTus-
mMe Manesuya. C 3neraHTHOW AEKOPATUBHOCTbLIO OpUEHTann3Ma «Mupa MCKyccTBa» U AArMNEBCKUX
0aneToB COCEACTBYET ApYroi, 6onee paanKasbHbIi OPUEHTANMU3M, MOPAXKAIOLWMIA HE CTO/bKO B TEO-
pusax lypaxueBa, CKOJIbKO B MAeaxX DM3eHlWTeHa, OTAAWEro AaHb IMTEPATYPHbIM U GUN0CODCKUM
MOJeNsaM «A0CTONOYTEHHbIX A3bIKOB BoCTOKa», KOTopble BbliM, Kak yTBEPXAAN CaM pexuccep, ero
nepBbIM NPU3BaHUEM:

«HeobbiyaliHbili 0215 HAC X00 MbIWIEHUS, KOMOPbLIM 8bICMPAUBAOMCS B0CMOYHbIE 060POMBbI peyu, NOCMpo-
eHus npednoxeHul, C1080CO4eMAHUs, C1080HAYEPMAHUS, <...> NOMO2 MHe 8 dasnbHeliweM pazobpamscs
8 npupode MoHMaxa. A k020a 3mom «x00» 0CO3HA/ICS NO3WE KAK 3aKOHOMEPHOCMb X00a BHYMpeHHe20
Yy8CMBEHHO20 MbILIeHUS, 0OMAUYHO20 0M HALIEe20 0O6UWEeNnpUHSIMO20 «/102U4ECK020», MO UMEHHO OH NOMO2
MHe pazobpamscs 8 HaUBOee COKPOBEHHBIX CI09X MemM00Oa UCKYccmaas'?,

Heo6x04MMO OTbICKATb 3T BOCTOUHbIE KOPHW, 4TOObI MOHATH N060Bb K HAPOAHOMY UCKYCCTBY, KOTO-
PY0 BbIKa3bIBasiM KaK XYLOXHWUKK, TAK U pEMECNIEHHWUKM — OT MacTepoB U3 Abpamueso Ao JlapMoHoBa,
KaHaMHCKOro 1 apyrux.

Mepsble nBa fecatuneTus XX Beka B Poccunm — 3noxa BENMKOro MHTENNeKTyanbHOro 6poxeHus
M NMOWCKOB, KOTAA MO COMHEHMEM 0Ka3anacCb BCA NPEXHAS WKaNa LEHHOCTEN, YTO HALLIO OTpaxe-
HWe B HOBAaTOPCKMX XYL0XECTBEHHbIX M IMTEPaTypHbIX Npoun3BeAeHnUax. Bcnep 3a 3eeMaHOM MOXHO
BHOBb 06paTUTLCA K CTapou, NpeanoxeHHon ewe leHpuxom BenbdnmHom, knaccupuxkaumm: «Ectb
BblCTaBKM ¢ CeBepa 1 BbicTaBKM ¢ FOras!®. MpuToM peyb He MAeT 06 UCTOPUK, OCTABLUEHCS B NPOLUIOM:
«pasHuLa» Mexay netepbyprcKMMM M MOCKOBCKMMM XYLOXHWMKAMM 3aMeTHa M ceiyac. Moatomy
CTONb BaXHO, 4TO B BeHeuun Bo BpeMs BreHHane npoxoasT KONNEKTUBHbIE BbICTAaBKM B paMKax npo-
ekta CYLAND, cobupatowime BMecTe pycckux (B 0CHOBHOM U3 lNeTepbypra) U HEPYCCKUX XYAOXKHUKOB.
Cpepnm 3afay 3TOro NpoekTa — BbIXOJ 3@ PAMKM HALMOHAbHbIX FPaHUL,, KOTOPbIe NOPOW CTAaHOBATCA
HenpeoaoNMMbIM NPENSTCTBUEM.

Kypupys pycckoe nckyccTeo

He Tak nerko paTb KOpPOTKOe onpeneneHne Kypatopy, 3TOM MHOrOrpaHHoW Gurype, OTHOCUMTENbHO
HeLaBHO MOSBMBLUENCS B MUPE UCKYCCTBA. BbICTaBKM, KOTOPbIE OH «KYPUPYET», — COCPELOTOUEHUE
TEKCTOB, UAEN U KPUTUKM, HO MHOTAA (MM AaXKe CAUWKOM 4acTo) ero paboTa npeBpaLlaeTcs B pelleHue
OpraHu3aLMOHHbIX NPo6aeM, COCTaBNEHWUE CMUCKOB XYA0XHMKOB, ONpeaesieHe Yucna noceTuTenen,
6toaxeTa... KyprpoBaHue BbICTaBOK PYCCKOro UCKYCCTBa B MTanuMu noctaBuno nepep HaMmu BONpoc
0 CMbicne paboTbl KypaTopa CerofHs 1, rMmasHbiM 06pa3oM, 0 xapakTepe 3ToW Npodeccun: NoAUYMNHA-
€TCs NN OHa MEeXAYHapOAHbIM CTaHAApTaM — WM BCE 3aBMCUT OT TOTO, B KAKOM KYNbTYPHOM 30He
MWpa NpOUCXOAUT Aeno.

JT1anbl GOpMUPOBAHUS U Pa3BUTUSA NPOPECCUMU KypaTopa CBA3aHbl C USMEHEHUSIMU KOHLENLMUU BbIC-
TaBKM, NpoucxoamBwmmMmn ¢ koHua 1960-x no koHey 1990-x ropos. B 3ToT nepenomHbii nepuop

12 Sizerwmetin C. Kak g ctan pexuccepoM // JiseHwmelin C. U36paHHble nponsseaeHns B 6 TT. M. :
MckyccTBo, 1968. T. 1. C. 99.

13 Bertola Ch. Curare larte. Milano : Electa, 2008. P. 250.

14 Bertola Ch. Curare l'arte. Milano : Electa, 2008; Bortolotti M. I critico come curatore. Milano : Silvana
Editoriale, 2003.
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Mapuna Kongo6ckas (Poccus)
PUMCKUE KAHUKY/bI
uHCmannayus

Bwicmaska nabopamopuu
meduauckyccmea CYLAND

«Capital of Nowhere»,
YHueepcumem Ka-®ockapu,
napannensHo ¢ 55-i BeHeyuaHckoli
buerHane, Beneyus,

Umanusg, 2013

Marina Koldobskaya (Russia)
ROMAN HOLIDAY

installation

CYLAND Media Art Lab exhibition
project “Capital of Nowhere”,

Ca’ Foscari University, parallel

to the 55 Venice Biennale, Venice,
Italy, 2013
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Moamuna benosa (Poccus)

BbIHYXOEHHbIA PAKYPC
8UOEOUHCMANAAUUS

Bwicmaska nabopamopuu
meduauckyccmea CYLAND
«Capital of Nowhere»,
YHueepcumem Ka-®ockapu,
napannensHo ¢ 55-u
BeHeyuaHckoli buerHane,
Beneyus, Mmanus 2013

Ludmila Belova (Russia)

THE COMPELLED
FORESHORTENING

video installation

CYLAND Media Art Lab exhibition
project “Capital of Nowhere”,

Ca’ Foscari University, parallel

to the 55 Venice Biennale,
Venice, Italy, 2013
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YCTAaHOBUNNUCb HOBblE OTHOWEHUA MeXay I'Iy6f|l4KOVI M 3KCNOHAaTaMU, a Takxe, YTO HeMaNl0BaXHO,
My}'leVIME,EI,VIVIHbIE TEXHONIOTMKU NONYyYnNnn NnpuMeHeHne B BbICTABOYHOM AEATENbHOCTY.

Peub nget o BOnpocax, o6cy>K,u.aeMb|x C y4yactnem 60/bLWOro Yncna KPpYynHbIX CNeunanancToB B OXUB-
NEHHbIX ANCKYCCUAX, KOTOPbIe, pa3yMeeTCsa, HEBO3MOXHO MNOJIHOCTbIO NepenaTtb B 3ton cTtatbe. C oa-
HOM CTOPOHbI, XOTENOCb 6bl ewe pa3 caenatb akKUEHT Ha HEKOTOPbIX c006pa>Kevax, no 6onbwen
4aCTU NOTMAHOBCKMX, KOTOPbIE A NMpuBeNa B Ha4yane 3TUX 3aMeTOK. Kak yacto 6biBaeT, 3HaKOMCTBO
C noeamMun BeIMKOro pyCcckoro CeEMMOTUKa Aa€T KJIKDYMU K MTOHUMAHUIO TEKCTOB U MHCTPYMEHTbI YHUBEP-
CanbHOro0 NpUMEHEHUA.

C opyrov CTOPOHbI, CTOMT HAaMOMHUTb O HEKOTOPbIX 0COBEHHOCTAX Noaxoaa Hawero LleHTpa mnsyuve-
Hua KynbTypbl Poccun (CSAR) k paboTe Haa BbICTaBOYHBIMU MPOEKTaMK, B KOTOPbIX Mbl HEOAHOKPATHO
NPUHWMANK y4yacTue CO AHS OCHOBAHMUSA. 1 U MOM KONJEru, Mbl NMpexae BCEro SBasemMcs UCTopuKa-
MU UCKYCCTBA, @ 3HAYMT, 3aHMMAEMCS KPUTUKOMN XYLO0XKECTBEHHbIX Npou3BeneHun. [Ing Toro, 4tobbl
NOHATb XYLOXHWKA, TEHAEHLMIO, XYAOXKECTBEHHOE ABUXEHWEe unu a3y pasBUTUN, KPUTUK LOSIKEH
NMOMEeCTUTb COOTBETCTBYHOLLME BbIpa3uTEbHbIE CPEACTBA B KaK MOXHO 60/1ee TOUHbIA UCTOPUYECKUNA,
naeonornyeckuii, GMnocodCckuii u nuTepaTypHbI (0CO6EHHO B Clyyae C pyCCKOW Tpaauumnen) KOH-
TekcT. [1ng LOCTUXKEHMS 3TOM Lenn HeobxoanMo rnyboKoe 3HaHUe UCTOPUK; Aaxe CaAMbIX FrEHUANbHbIX
MMNPOBM3aLMI ObiBaeT HeQOCTAaTOYHO. TakuM 06pa3oM, B Kpyr HalIMX MHTEpPecoB, MOMMMO COBpe-
MEHHOr0 MCKYCCTBA, BXOAAT NpeablAyLine 3N0XM U KOHTEKCTbl. Henb3s BoCNpMHUMATL KypaTopCTBO
NUWb B €ro TEeCHOW CBS3M C COBPEMEHHOCTbID: OHO NO3BOMSET YCTAHABAMBATb OTHOLIEHUS MeXay
UCTOpUEN M NaMATbIO, XOTS 3a4acTyo KypaTop Aanek oT Takoro ¢eHoMeHa, Kak namaTb. S nonarato,
YTO BbICTABKA He A0/IKHA BbICTPAUBATbL AMANOT TOMIbKO MEXAY XYAOXKHUKOM U KYypaTOpOM (M1, BO3MOX-
HO, NOCETUTENAMM), B €€ PaMKaX HYXXHO CO34aBaTb pacClUMpPEHHbIe CBS3M, HACTOSALWME UHTEPTEKCTY-
aflbHble B3aMMOLENCTBKS, MO3BONAIOWME YNABIMBATD U NepefaBaTb MHOFOUMCIIEHHbIE OTKIUKM.

CSAR n CYLAND

TecHoe coTpyaHuyecTBo Mexnay LleHTpom usyuenums kynetypbl Poccum (CSAR) npu BeHeumaHckom
Yuusepcutete Ka-®ockapu u nabopatopueint meamamnckycctea CYLAND u3 Metepbypra ycTtaHoOBU-
nocb B8 2011 ropy, korga nosiBUACS M caM UeHTp. Ha 54-i BeHeunaHckon BueHHane aBe 3TU UHCTU-
TyUMM OpraHU3oBanu nNoj MOMM pyKOBOACTBOM BbicTaBky «We are here» («Mbl 3necb»), B KOTOpOW
NPUHANKU yyacTue WwecTb XyaoxHuKoB (J/lioomuna benosa, MBaH loBopkos, EneHa ly6aHoBa, MapuHa
Konpobckas, AHHa ®paHy 1 AnekcaHapa JemMeHTbeBa). BoicTaBka cocTosna U3 YeTblpex MHCTaNNs-
LMK, ABE U3 KOTOPbIX 3KCNOHUpoBanuch B KonoHHoM 3ane kamnyca CaH-CebacTbsiHO, a ABe Apyrne —
B cafny XVI Beka. BHMMaHMe y4yacTHMKOB 6bIN0 COCPEAOTOYEHO HA CNOXHOM MPOCTPAHCTBEHHOCTU —
aCTPOHOMMYECKOW, YyXXepoaHOM, MHTepakTMBHON. OfHa m3 uHcTannauui, «Red shift» («kKpacHoe
cMeweHuey) ybaHoBol 1 ToBopkoBa, no3gHee nonyyunna npemuto Cepres KypexmHa kak «Jlyywee
npousBeAeHue BU3YyasibHOrO UCKYCCTBA.

B oHu cnepyoweit buenHane (2013) kypupyemast MHow BMecTe ¢ Matteo beprene akcnosuums
«Capital of Nowhere» («Kouytowas cronuua») 6bina npeacTaBneHa B HeAaBHO OTKPbIBLIEMCS BbICTa-
Bo4HOM 3ane Ca’ Foscari Zattere (CFZ, Cultural Flow Zone). B Helt npuHsano yyactue ewe 6onbluee
YMCNO XYBOXHUKOB, rMaBHbIM 06pasom u3 lMeTepbypra: AHHa ®paHu, EneHa lybanosa v MeaH loBop-
KoB, MapuHa Konpo6ckas, Butanuit MywHuukuii, Metp bensiit, MeTp LLBeuos, AnekcaHap Tepebe-
HuH, Jllopmuna benosa, Anekcangpa [lemeHTbeBa v rpynna Kurvenschreiber. BoicTaBka, BK1tOYaBLUas
13 npousBeneHuit, 6bina NOCBALEHA XU3HM Ha POHE NOCTOSHHO MEHSAIOLLErocs nemsaxa MeauinHoNn
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UMBUNU3aUnU; ropod NOHUMANCA KaK 3KpaH C HENpepbiIBHbIM NMOTOKOM M306pa)KeHl/Il7|, roe peknama
CMeLWmnBaeTCcs C NOJIUTUKON, CbaHTa3l/Il/I (0] 6y,u,yu.|,eM —C MCTOpVIeVI, AOKYMEHTbl — C BbIMbIC/IOM, @ UC-
KYCCTBO HECET YTPAYEHHYO MOEHTUYHOCTb MUDPaA.

B 2015 ropy cotpyaHuuecteo Mexay CSAR n CYLAND B0306HOBMNOCH: B HOBOM BbICTaBOYHOM MNpO-
ekTe «On My Way» («Mpy») npuHanu yyactue Jlogmuna benosa, Metp benbii, AnekcaHgpa lemen-
TbeBa, AHHa u [JaHnun ®@paHu, MBaH loBopkos, EneHa ly6aHoBa, Buktopusa MntowkuHa, MapuHa Kon-
pobckas, Butanuii MywHuukmii, Mapuatepesa Captopu, AnekcaHap LUnwkuH-Xokycan, AnekcaHap
TepebeHuH; kpome TOro, 6binn NpeacTaBaeHbl PaboTbl XYL0XHUKOB apedbeBCKOro Kpyra (AnekcaHap
Apedbes, PoanoH lyaseHko, BaneHtuH pomos, Puxapn Bacmu, Wonom Weapu). Crana ovyeBnaHa
NpeemMCcTBEHHOCTb HEKOTOPbIX KYNbTYPHbIX SBIEHUI, XapaKTepHbIX ANg Npefblaylmnx neT, — cpeau
HWUX, Hanpumep, ocoboe BHUMaHUe K NPOCTPAHCTBEHHOCTU UM K aKTYaNbHbIM CLLEHapUAM KOMMYHU-
Kauun. OQHaKo Ha 3TOT pa3 OCHOBHOM MAaeel 3KCMO3MLMM CTaNo NyTewecTBUE XYLOXKHUKA U LenblixX
NMOKOSIEHUI BO BPEMEHU U B MPOCTPAHCTBE B NMOMCKE HOBbIX CPEACTB BbipaxkeHUs. Peub naet o Teme,
npuobpeTatoLLert 0CobbIM CMbICA B C/lyYae C XYAOXKHUKAMMU, KOTOpble Xuaum u pabotanm B COBETCKOM
Coto3e, BeAb OHW He MOMM NepemeLLaTbCs, 0COBEHHO 3a rpaHULLEN, C TOM NerkoCTblo, C KAaKoW 3TO
Lenanu ux 3anagHole Konneru. SToMy orpaHuMyeHunio 6bi1a, 0AHAKO, MPOTUBOMNOCTABAEHA Heucyepna-
eMas cnocobHOCTb CO34aBaTb HOBbIE MUPbI, MPOCTPAHCTBA MHAMBUAYANbHOM U KONNEKTUBHOM CBO6O-
Abl. Takum o6pasom, ocoboe 3Ha4eHMe Ha BbiICTaBKe NpuobpeTanyu Npou3BeLeHUs XYLOXHUKOB ape-
(beBCKOro Kpyra, CyMeBLUMX BOMAOTUTb 3TY BHYTPEHHIOW NOTPpebHOCTb. PAaoM ¢ ux paboTtamu, yxe
CTaBWMMM KJTACCUKOM PYCCKOrO MCKYCCTBA BTOPOM MONOBUHbLI XX BeKa, OblM BbICTaBNEHbI KAPTUHbI
TeX XYAOXHMKOB, KOTOPble MacTepPCKM UCMOAb3YHT BO3MOXHOCTU COBPEMEHHbIX MYNbTUMELUMHbIX
TEXHO/I0rMI, YeM BCeraa xapakTepusyrTcs npoekTbl nabopatopuun CYLAND.

M 370 ofHa 13 rny6uHHbIX npuunH cotpyaHuyectea CYLAND m CSAR. Haw ueHTp, cocpesoToYeHHbI
Ha WM3YyYeHUU NyTel pasBUTUS PYCCKOTO UCKYccTBa XX BEKA M BbIABMIaOWMIA OpUTrMHANbHbBIE UAEN
B 061aCTV NEepuoamn3aLmm U KOHTEKCTYaNnn3aLmm, B TO XXe BPEMS YyTKO CNEAWT 33 HOBEMLUUMMU siBfIe-
HUAMU, yoensas CaMoe MpUCTaibHOe BHUMAHME TEM BO3MOXHOCTSIM, KOTOpble AaOT MHPOPMALMOH-
HO-KOMMYHUKALMOHHbIE TexHoNoruu: B 3101 chepe YHmueepcutet Ka-®ockapu u CSAR B nocnepnHue
rogbl npuobpenm ocobbii OMbIT.

GOING TOGETHER: CSAR AND CYLAND

Silvia Burini (Venice, Italy)
art historian, professor at Ca’ Foscari University,
director of the Center for the Study of Russian Culture (CSAR)

Harald Szeemann, one of the greatest curators of our time, once wrote: “Modernity for me is no
longer just a collaboration, but a ‘going-together’™*. These are the words that inspire the Center for
the Study of Russian Culture (CSAR) at Ca’ Foscari University in Venice that has participated in the
CYLAND project for several years. The Media Art Lab CYLAND unites curators and contemporary
artists, primarily from Russia. However, the concept of “contemporary Russia art” has prompted

1 Bertola Ch. Curare l'arte. Milan : Electa, 2008, p. 249.
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Enena l'y6aHoBa,
UBsaH lNoBopkos (Poccus)

®UNBbTPALIMA BENOTO WYMA

8UOEOUHCMANNAYUS
Beicmaska nabopamopuu
meduauckyccmea CYLAND
«Capital of Nowhere»,
YHusepcumem Ka-®ockapu,
napannensHo ¢ 55-i
BereuuaHckoli 6ueHHarne,
Bereyus, Mmanus 2013

Elena Gubanova,
Ivan Govorkov (Russia)

FLIRTATION OF WHITE NOISE

video installation

CYLAND Media Art Lab exhibition
project “Capital of Nowhere”,

Ca’ Foscari University, parallel

to the 55" Venice Biennale,
Venice, Italy, 2013
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MNeTp Bbenwiit (Poccus)

MAY3A

UHCmannayus

Beicmaska nabopamopuu
meduauckyccmea CYLAND

«On My Way», Ynusepcumem
Ka-®ockapu, napannensHo ¢ 56-i
BeHeuyuaHckol 6ueHHane, BeHeyus,
Wmanusg, 2015

Peter Belyi (Russia)

PAUSE

installation

CYLAND Media Art Lab exhibition
project “On My Way”, Ca’ Foscari
University, parallel to the 56
Venice Biennale, Venice,

Italy, 2015

BbicTaBka «On My Way»
YHusepcumem Ka-®ockapu,
Bereyus, Umanus, 2015

“On My Way” exhibition project
Ca’ Foscari University,
Venice, Italy, 2015
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discussion of a series of important issues — at least for the last hundred years. Let’s give the word
to Szeemann once again. Discussing the revolution in the visual arts that took place in the early
20™ century, the Swiss scholar noted: “The initial impulses of our century — as | call them — are
the canvases of Malevich, the “chaos” of Kandinsky, Mondrian and Duchamp’s small suitcase”. And
even though the list of four artists contains two Russian names, | think that the meaning of those
“impulses” was at the very least misunderstood.

At the beginning of each course of lectures on Russian art in Venice, | have to explain to my
students that Kandinsky is not a German artist and that, quite to the contrary, it is precisely his
Russianness that explains much in his creative work and academic pursuits. | say the same thing
about the “Frenchman” Chagall as well: if he had not been born where he was, in Vitebsk, and if he
had not had such a complex and contradictory relationship with his motherland, Russia, he would
have remained a completely inexplicable phenomenon. This is also true of many other artists with
Russian roots who embraced special aspects of their national culture in one way or another other:
from Sonia Terk-Delaunay to Nicolas de Stael, from Mark Rothko, who was born in Latvia, to those
who seem to be “above suspicion” — such as Sol Levitt, for instance, the son of Jewish immigrants
from Russia.

On the one hand, this certainly does not mean that we need to search maniacally for the Russian
roots of every contemporary artist, like a provincial travel agency that glorifies celebrities — real or
imaginary — from among the natives. On the other hand, it would be even more wrong to examine
Russian artists under the magnifying glass of an entomologist as something exotic, remote from us
in time and space. Unfortunately, it is necessary to acknowledge that comprehension and insight
into Russian art (at any rate, in the West) are determined by whimsical and unfaithful representations
or, at the very best, by a lax and blurred form of “agnosticism”. I, by contrast, believe that it is
necessary to study and evaluate contemporary Russian art in a world context. However, | think it is
of no less importance to factor in its national peculiarities and to make sense of those characteristics
that are common to the whole of Russian culture.

The West’s Need for an “Alien”

It should be added that one of the key issues of Russian culture at all times has been its relationship
with the West. It is no coincidence that a significant place in the theories of Russian semioticians is
held precisely by those methods that society uses for distinguishing one’s own from “aliens”.

As we know from the works of Yuri Lotman, each culture builds its own cultural model. It follows that
culture is never universal; it only constitutes an aggregate of the elements with a certain internal
organization. Thus, culture needs to be perceived as a part, as a closed space surrounded by non-
culture. Culture doesn’t always need this juxtaposition: against the background of non-culture, it
serves as a sign system®. Viewing culture in Lotman’s understanding as society’s non-heritable
memory, expressed in a certain system of dos and don’ts, we can maintain that anti-culture is also
structured by an isomorphic method in relationship to culture. One could say that this is culture with
a minus sign, almost a mirror image, in which connections are not broken, but modified. At a certain
stage of historical and social development, each culture experiences a moment of self-actualization

2 Ibid., p. 253.
3 Lotman J., Uspenskij B. Sul meccanismo semiotico della cultura // Lotman J., Uspenskij B. Tipologia della
cultura. Milan : Bompiani, 1975, pp. 39-40.
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and self-description. In the case of Russian culture, the model of correlation and collision has always
been western culture.

In order to avoid referring yet again to Peter’s reforms and to understand certain connections, we
should recall such an important figure in the history of development of visual arts as Sergei Diaghilev,
who created modern dance in its current meaning. Diaghilev by no means thought that the salvation
of Russian culture and art lay in a deliberate loyalty to national traditions; quite the opposite, by
rejecting this kind of isolationism, he believed that the Russian soul needed interaction with various
cultures, and was capable of this. As we know, in the early 20™ century, the accent in the field
of art shifted from ethics to aesthetics. True nationalism, as the organizer of “Les Saisons Russes”
believed, is, if anything, subconscious and innate; national spirit is not shown off as a mask, it is
something organic, imbibed with mother’s milk. True Russians are not the ones who display their
flashy Russianness: “You will only understand who you really are when you get to know others,”
Diaghilev claims. “The Russian spirit is too flexible to bend under the influence of the West”.

To paraphrase Yuri Lotman once again, let’s review the moment that is fundamental for any semiotic
system:therelationship between the system (in our case,Russian culture) and that which is extrasystemic
and goes outside its frame poses the question of how the system itself could develop*. The very same
founder of the Tartu School® emphasizes that the relationship with an alien (other, outsider, foreign)
brings about connections of prime importance and promotes a meeting that would also inevitably be a
collision. Being beyond all meanings, the “alien” intrudes into the “customary” and becomes one of the
chief factors of the transformation of a static cultural model into a dynamic one. In other words, it is
precisely a wealth of internal conflicts that provides culture with flexibility and dynamics®.

This happens because the dynamics of culture is a result of coexistence within the same cultural
space of various languages with various levels of translatability and untranslatability of “one’s
own” and “alien”. And indeed, the importance of a dialog with “aliens” in the process of producing
meanings manifests itself first and foremost in the transfer of “texts” from one system into another.
The more saturated and narrow the cultural space, the more complex or, perhaps, also more efficient
the system will be that forms inside it’.

The dynamics of semiotic mechanisms proper are premised only on the possibility of a dialog between
various semiotic systems. An intrusion into the realm of “alien” is always understood as a renewal,
and invariably plays a most important part in the transformation of systems. Therefore, the unending
inversion of “one’s own” and “alien” is one of the fundamental mechanisms of cultural dynamics®.

Evolution and Explosion

Boris Uspensky wrote® that one should not “view the history of Russian culture as a natural and
organic process of evolution”. And, indeed, it is “marked by constant revolutionary upheavals” or — to

4 Lotman J. Cercare la strada. Modelli della cultura. Venice : Marsilio, 1994, p. 9.

5 Lotman J. La semiosfera. Venice : Marsilio, 1985.

6  Lotman J. Il fenomeno della cultura // Lotman J. Testo e contesto. Semiotica dell’arte e della cultura, Rome,
Bari : Laterza, 1980, pp. 45-60.

7 Lotman J. Cercare la strada. Modelli della cultura. Venice : Marsilio, 1994, p. 31.

8 Ibid., p. 33.

9 Uspenskij B. La pittura nella storia della cultura russa // Volti dell'Impero Russo. Da Ivan il Terribile

a Nicola I. Milan: Electa, 1991, p. 41.

KUWBEP®ECT-10

Anekcanap Tepebenunn (Poccus)

JIMHNA TOPU30HTA
8UOEOUHCMANNAYUS

Beicmaska nabopamopuu
meduauckyccmea CYLAND

«Capital of Nowhere», YHusepcumem
Ka-®ockapu, napannensHo ¢ 55-i
BeneyuaHckoli 6ueHHane, BeHeyus,
Umanusg, 2013

Alexander Terebenin (Russia)
HORIZON LINE

video installation

CYLAND Media Art Lab exhibition
project “Capital of Nowhere”,

Ca’ Foscari University, parallel to the
55t Venice Biennale, Venice, Italy,
2013

23



AHHa ®pany, (Poccua-CLLUA)
OBJTAKO, KOTOPOE MAXHET

roNybbiM

MeouauHcmanaayus

Beicmaska nabopamopuu
meduauckyccmea CYLAND

«Capital of Nowhere», Ynusepcumem
Ka-®ockapu, napannensHo ¢ 55-ii
BereuuaHckoli 6ueHHane, BeHeyus,
Wmanusg, 2013

Anna Frants (Russia-USA)
CLOUD THAT SMELLED BLUE
media installation

CYLAND Media Art Lab exhibition
project “Capital of Nowhere’,

Ca’ Foscari University, parallel

to the 55™ Venice Biennale, Venice,
Italy, 2013

24

turn once more to Lotman and one of the central themes of his arguments — “explosions™®. All this
primarily has to do with the fact that Russia has frequently (or always) compared itself with foreign
models, periodically launching revisionist processes that resulted in a radical rejection of its own
past and an adoption of new cultural values. Resorting to external values, however, by no means
deprives Russian culture of its distinctive character: “alien” forms transplanted in Russian soil are
vested with new meanings.

In many of its aspects, Russian culture is a result of creative assimilation of cultural models that were
introduced into it and which, strange as it may seem, proved to be capable of transformation into
“original” models inside the recipient culture. Once again, we must stress the point that the history
of Russian culture is full of “explosions”, and the initially incalculable situations that engender new
phenomena are illustrative of this. For this reason, the historic periodization and cultural labels used
in the West are poorly applicable to Russian culture.

The Impact of Russian Culture on the West

Many people study — with scientific methods, among other things — the impact of Western culture
on Russian culture. What if we try to do it the other way around and consider this issue from a
different angle? It is enough to read any Italian newspaper to see that every day there are articles
that touch on Russian culture one way or the other: Russia is mentioned all the time.

This should make us think that it is quite possible that Russian culture serves as the most important
“alien” for Western culture. After all, the West also needs an “alien” for self-actualization and self-
description. It is time to consider the relationship between the two worlds not only from the point
of view of the West influencing “barbaric” Russian culture, but also from the positions of reciprocity
and symmetry. Developing this thought, we have to recognize that Russian artists of the early 20"
century became a cultural detonator of sorts for Western art. They made an explosion that blazed
a new trail for all art, which the West apparently was not capable of doing alone. And it is not a
question of lucky finds by two or three talented artists, but of a whole history of messages and
influences that has not yet been written in full.

At the same time, this rich cultural landscape raises a burning issue that art historians (and also
curators) need to keep in mind all the time — the issue of a valid periodization of Russian art in the
context of Western art: it is enough to recall the totalitarian realism that, in regard to the modernist
paradigm, was neither marginal nor even juxtaposed. A problem emerges for the reason that Russia
in its development has never fully coincided with the West. Russia is also the East, like a “one and
a half-eyed archer” (as Lifshits wrote) capable of looking simultaneously in two directions. The
relationship between Russia and the West is a key stage in the history of culture of both Europe and
the entire Russian world. This stage needs to be viewed in the context of common cultural history,
laying aside political bias.

Antagonism and Ties That Bind: St. Petersburg and Moscow

An expert on Russian art also encounters a problem of considerable importance — the antagonism
between Moscow and St. Petersburg that dates back to the founding of Peter’s capital. This great
significance of belonging to this or that city probably does not exist in any other country in the world.

10 [otman J. Cercare la strada. Modelli della cultura. Venice : Marsilio, 1994, p. 33;
Lotman J. La cultura e l'esplosione. Prevedibilita e imprevedibilita, Milan : Feltrinelli, 1993
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It goes without saying that this fight for superiority could not fail to touch — and still touches — on
art, literature and culture as a whole. However, one should add right away that the histories of
St. Petersburg and Moscow are inextricably entwined, and one refers to the other. To cite just a
couple of examples: it is impossible to talk about Moscow symbolism without mentioning Alexander
Blok and Petersburg symbolism, and one cannot understand the manifestos of the futurists without
acmeism, the movement that belonged almost entirely to St. Petersburg. In a certain sense, the
nature of Moscow lies in excess, which becomes even more evident in comparison with St. Petersburg.
When one city reached its golden age, the other one stayed in the shadows, which was the inevitable
consequence of the clash of historically different traditions and ways of life. If St. Petersburg is the
window on Europe, then Moscow is the heart of Russia, the center of its most important trade routes,
seat of the Most Holy Father, and a truly Russian city that was impenetrable to foreign influences
since the olden days.

Artur Lurye emphasized that Khlebnikov was an antipode of Mandelstam. St. Petersburg’s ego-
futurism appears mannered against the barbaric and multi-faceted excess of Moscow futurism.
The same scholar points out:

“Khlebnikov’s behavior was not really understood in the artistic circles of St. Petersburg, and many were angry,
believing that it was tomfoolery and nonsense. The prestige of aesthetics of exquisite mastership, understood
in the European sense, was still too great at the time for the possibility to appreciate the true essence of
Khlebnikov. <...> Now [ rather think that, at the time, Khlebnikov was the shield that the mad men from the
art world used to fence themselves off from the West, from western mechanicalness and evolutionism™?*.

“To fence oneself off from the West” is an invariable problem of Russian artists and writers, especially
Muscovites. There is something deliberately non-western in the neo-primitivism of Larionov and
Filonov, in the captivating zaum of Khlebnikov and Kruchenykh. The voice of remote Russia and
its distant borderlands resound with the same clarity both in the aggressively innovative works of
Kruchenykh and Rozanova and in a certain mysticism of spiritual principle in the art of Kandinsky
or the suprematism of Malevich. Alongside the elegant decorativeness of orientalism of the Mir
Iskusstva and Diaghilev’s ballets, there is a different, more radical orientalism that is astounding not
so much in the theories of Gurdjieff as in the ideas of Eisenstein, who pays tribute to literary and
philosophical models of the “most honorable languages of the Orient”, which were, as the director
himself claimed, his first calling:

“The unusual line of thinking for us of forming oriental turns of phrase, composition of sentences, word
combinations, word patterns <...> helped me later to figure out the nature of editing. And when that “line”
was later recognized as a consistent line of internal aesthetic thinking, different from our conventional

“logical one’, this is precisely what helped me to gain insight into the innermost layers of artistic method™?.

It is necessary to seek out those oriental roots in order to understand the love of folk art that was
shown by both artists and by artisans — from the masters from Abramtsevo to Larionov, Kandinsky
and others. The first two decades of the 20t century in Russia were an age of great intellectual
fermentation and searches, when the entire previous scale of values was challenged, which was

11 Lurye, A. Detskiy rai // Vospominaniya o Serebryanom veke [Children’s Paradise //
Memoirs of the Silver Age]. — Moscow : Respublika, 1993. — Pp. 273-278.

12 FEisenstein S. Kak ya stal rezhisserom // Eisenstein S. Collected Works in 6 vols. —
Moscow : Iskusstvo, 1968. — Vol. 1. — P. 99.
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reflected in groundbreaking works of art and literature. Following Szeemann, we could turn again to
the old classification that was proposed by Heinrich Wolfflin: “There are exhibitions from the North
and exhibitions from the South™3. Furthermore, we are not talking about history that remained in
the past: the “difference” between artists from St. Petersburg and Moscow is discernable even today.
This is why it is so important that in Venice, during the Biennale there are group exhibits that are
held as part of the CYLAND project and that gather together Russian (mainly from St. Petersburg)
and non-Russian artists. One of the goals of this project is to go beyond the national borders that at
times become an insurmountable obstacle.

Curating Russian ART

It is not so easy to provide a brief definition of a curator, this multifaceted figure that has relatively
recently emerged in the art world. The exhibitions that they “curate” are a conflux of texts, ideas
and critiques, but sometimes (or even too often) their work turns into solving organizational
problems, compiling lists of artists, determining the number of visitors, the budget... The curating
of Russian exhibits in Italy raised the question about the meaning of curatorial work today and, first
and foremost, about the nature of this profession: whether it complies with international standards
or whether it all depends on the world’s cultural zone where the event takes place.

The stages or creation and development of the profession of a curator have to do with the changing
exhibition concepts from the late 1960s to the late 1990s. During this watershed period, a new
relationship was established between the public and the exhibited art and additionally, which is of
no small importance, multimedia technologies found their application in exhibition activities.

We are talking about matters that are discussed by many major specialists in lively discussions, and
it is of course impossible to expound them fully in this article. On the one hand, | would like to stress
once again certain considerations, mostly by Lotman, which | cited at the beginning of this article.
As is often the case, a knowledge of the ideas of the great Russian semiotician provides keys to
understanding texts and instruments of universal use.

On the other hand, it is worth recapping certain special aspects of the approach of our Center for
the Study of Russian Culture (CSAR) to working on exhibition projects, which we have participated
in since the center was founded. My colleagues and | are first and foremost art historians, which
means that we are critics of works of art. In order to understand an artist, a tendency, an art
movement or a stage of development, a critic needs to place the pertinent means of expression
into the historical, ideological, philosophical and literary (especially in the case of Russian tradition)
context, that needs to be as exact as possible. In order to achieve this goal, one needs to have a
profound knowledge of history; even the most ingenious improvisations do not suffice. Consequently,
in addition to contemporary art, the range of our interests includes epochs and contexts of the past.
It is impossible to regard curatorship only in its close connection with modernity: it can establish
the relationship between history and memory, even though frequently the curator is far removed
from the phenomenon of memory. | believe that an exhibition should not only establish a dialog
between the artist and the curator (and possibly the visitors); within its framework, one needs to
create expanded connections, and true intertextual interactions that make it possible to detect and
transmit numerous responses.

13 Bertola Ch. Curare l'arte. Milan : Electa, 2008, p. 250.
14 Bertola Ch. Curare larte. Milan : Electa, 2008; Bortolotti M. I critico come curatore.
Milan : Silvana Editoriale, 2003.
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CSAR and CYLAND

The close collaboration between the Center for the Study of Russian Culture (CSAR) at Ca’ Foscari
University in Venice and the Media Art Lab CYLAND from St. Petersburg was established in
2011 when the center itself was founded. At the 54t Venetian Biennale, these two institutions
organized, under my direction, the exhibition “We Are Here” with the participation of six artists
(Ludmila Belova, Ivan Govorkov, Elena Gubanova, Marina Koldobskaya, Anna Frants and Alexandra
Dementieva). The exhibition consisted of four installations, two of which were showcased at the
Column Hall of San Sebastiano Campus and the two others in the 16t century garden. The visitors’
attention was focused on complex spatiality — astronomic, extraneous and interactive. One of the
installations, “Red Shift” by Gubanova and Govorkov, later won the Sergey Kuryokhin Prize for the
best work of visual art.

During the next Biennale (2013), the exhibit “Capital of Nowhere”, curated by myself together
with Matteo Bertele, was showcased in the recently opened exhibition hall Ca’ Foscari Zattere
(CFZ, Cultural Flow Zone). Many artists participated in it, who were mainly from St. Petersburg:
Anna Frants, Elena Gubanova and lvan Govorkov, Marina Koldobskaya, Vitaly Pushnitsky, Peter
Belyi, Petr Shvetsov, Alexander Terebenin, Ludmila Belova, Alexandra Dementieva and the group
Kurvenschreiber. The exhibition that included 13 works was dedicated to life against the background
of a constantly changing landscape of media civilization; the city was perceived as a screen with
an incessant flow of images where commercials are mixed with politics, dreams for the future with
history, and documents with invention, while art was a carrier of the world’s lost identity.

In 2015, the collaboration between CSAR and CYLAND was renewed: the new exhibition project “On
My Way” showcased works by Ludmila Belova, Peter Belyi, Alexandra Dementieva, Anna and Daniil
Frants, Ivan Govorkov, Elena Gubanova, Victoria Ilyushkina, Marina Koldobskaya, Vitaly Pushnitsky,
Mariateresa Sartori, Alexander Shishkin-Hokusai and Alexander Terebenin; additionally, there were
works by the artists of the Arefiev Circle (Alexander Arefiev, Rodion Gudzenko, Valentin Gromov,
Rikhard Vasmi, Sholom Shvarz). There was a visible continuity of certain cultural phenomena
characteristic of past years, including, for instance, special attention to spatiality or to the latest
scenarios of communication. However, this time the chief idea of the exhibition was the journey
of an artist and whole generations in time and space in search of new means of expression. We
are talking about the theme that acquires a special meaning in case of the artists who lived and
worked in the Soviet Union — after all, they could not travel, especially abroad, with the ease
of their Western colleagues. This limitation, however, was counterpoised by their inexhaustible
ability to create new worlds and spaces of individual and collective freedom. Consequently, a
special meaning at the exhibition was acquired by the works of artists of the Arefiev Circle who
managed to incarnate this inner need. Next to their paintings, which have already become classics
of Russian art of the second half of the 20 century, there were works by artists who skillfully use
the possibilities of modern multimedia technologies, which always characterize the projects of the
CYLAND Lab.

And this is one of the fundamental reasons for collaboration between CYLAND and CSAR. Our center,
which is focused on studying the ways of development of Russian art of the 20 century and which
promotes ideas in the field of periodization and contextualization, at the same time closely follows
cutting-edge phenomena, paying close attention to the possibilities that are provided by information
and communication technologies: in this field, Ca’ Foscari University and CSAR have gained particular
experience in recent years.
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