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ANEKCEN TAPYIL

«PeliBbI, HA KOTOPBIX SI HE OBLI»

MHoro ner Haszal, B BOCBMHJECH-
TBIX, IOSBWJICS OYEHb BAXKHBIA XYIOXKHUK,
CO BpEMEHEM CTaBIIWI KJIaCCHKOM, M, Kak
BCE KJIACCHKH, MEpecTaBIIMi OBITh MHTEpEC-
HBIM PaJUKaIbHOW M KPUTHUYECKH MBICIISIIECH
XyAOKECTBEHHON IMyOIHKe. DTOT XYIOXKHUK —
bunn Buona. Ero panHue, noYTH HOH-CIIEKTa-
KyJSIpHBIE PaOOTHI MPHUYyYaal 3pUTEIS OBITH
npesieNbHO BHUMAreNbHbIM. OHH OOBSCHSIH
CMOTpSIILIEMY Ha JKpaH, 4TO, B OTIMYHE OT
¢meMOB Yopxona, Tie AeHCTBUTEIBHO HUYe-
TO HE MPOUCXO/IHT, CIO)KETHOE JIEHCTBHE 3/1€Ch
MOXXET OBITH CKPBITBIM, @ BECh aTTPaKIHOH
3aKJII0YaETCST B TOM, YTOOBI €ro 3aMETHUTh.
[Mo3xe (3mech MBI JJOJKHBI COITIACHTHCS, YTO
BU3YyaJIbHOE UCKYCCTBO HaXOIUTCS B aBaHTap-
Jie KpeaTUBHBIX WHIYCTpUil) 3TOT MpuéM BO-
€N B OOMXOJ CHavaja eBPOIEHCKOTO, a 3aTeM
U TOJUTMBYJICKOTO KHHO, ¥ JJaJieeé — PEKIIaMBbI
U TeJIEeBUICHHA. DTOT aTTPaKIHUOH ObLT HEIO-
porum, umes OJaropoAHBIH HWHTEJICKTYyallb-
HBIH QAEP M O KaKoro-to MOMeHTa padorain
Oecriepeboiino. Ceifgac, B 3aBUCHMOCTH OT
KOHKPETHOM KpeaTHMBHON HHIYCTPHUU U KOH-
kperHoro CMMU, sToT mpuém BecTpedaeTcst BCE
pexe.

B Tak Ha3piBaeMyr0 MHOTHMHU MOCT-
IUQPOBYIO 3I0Xy KOJIMYECTBO NMPHEMOB, Ha-
IIPaBJICHHBIX Ha NPUBJICYCHNE BHUMaHUS 3pH-
TeJIst, 00, HAPOTHB, Ha IIEJIEHANPABICHHOE
€ro pacceWBaHHWE B HY)KHBIC MOMEHTEHI, yBe-
JMYMBAETCAd B T€OMETPHUYECKON MPOTPECCHU.
[MosiBNieHHME TENBIX CTPYKTYP TOPU3OHTAIIb-
HeIx CMU u pa3BuTHE COLMANBHBIX ceTeil
MIO3BOJISIET IIOYTH BCEM» CTaTh CBHICTEIISIMU
«TIOYTH BCEro», HampuMmep, yOuiicTBa ore-
paropa, B3NISAOM KOTOPOTO BBl CMOTPHUTE Ha
COOBITHE, IT0Ka OHO He Ipou3omwio. 1 BoT 3Ta
JIOCTYITHOCTb HACHJIMS 3acTaBIIsieT IPOU3BO-
JUTENeHl KOHTEHTa WIM HapylaTh JalbHew-
mye taly, WIn MoJIep)KUBaTh I'pasyc Halps-
JKEHUS, TaKe HaXo[sIch B (DOHOBOM pEKHME,
MHa4Ye MOXHO MOTepATh ayautopuio. ITomoo-
HOTO pofa KOHCTPYHPOBaHHE COOBITHH Kak
CHUHIPOM TIOCTHCTOPUYECKOTO pPEXHMa Ipo-
JKMBaHHUSI 0COOCHHO SIPKO IMPOSIBUIICS COBCEM
HEJIaBHO, KOTJ[a BO3MOXKHOCTb MOMEHTAJBHO
pa3lenuTh YyXKOH OIBIT U CTaTh YacThIO Ube-
TO-TO HappaTuBa ObUIA MTOJKPEIICHA BBICOKOH
CKOPOCTBIO HHTEepHET-coeauHeHnH. O0 3Tux
CHUMIITOMaX IOCTUCTOPHYECKOTO Happaru-
Ba, CIOCO0axX €ro penpe3eHTallH, MOIBITKE
KPUTHYECKH OCMBICIUTD TTOIXONIBI K (hHKCa-
MM U JOKYMEHTAIUU COOBITHSI — BBICTaBKa
Anexces Tapymna «PeiiBp, Ha KOTOpPBIX S HE
ObUT». XymOXKHHKA HHTEpPeCyeT 3[ech, KaKuM
00pa3oM npenbsIBIsIeTCsl COOBITHE Ha DKpaHax,
€CTh JIM MO3UIHS aBTOpa (PUKCHPYEMOTO HIIH
e€ MOXKHO €O3/7]aTh CaMOMY, U KaKUM 00pa3oM
(DYHKIIMOHMPOBATH B IPOCTPAHCTBE OECKOHEU-
HBIX HaNpsHKEHHBIX KaracTpod, KOraa camo
MOHSATHE «KatacTpoda» CTaHOBUTCS OOBIACH-
HBIM U HUYEro He 3Ha4alluM, KpoMe TeX HJIH
WHBIX HU(P U PEHTHHIOB, KOI/Ia 3pEITUIIHOCTD
yKe He ONpeersieTcs] HannuneM KOHQJIIMKTa,
a JINIIb CTENEHBIO ero Menuanu3anun. Kakum
obpazom ¢opMmupyeTcs MamMsATh HHINBHIA,
HE NPUYACTHOTO K COOBITHIO, M JIOCTATOYHO
T Pa3JeNHuTh 3TO COOBITHE B IPOCTPAHCTBE
BOCIIPHATHS U PEHPE3CHTAINU, YTOOBI TOYYB-
CTBOBATh, YTO THI BCE XK€ IOIAT Ha «PEHBHI, HA
KOTOPBIX THI HE OBIIT»?

B pabote «Bue puryana» Tapyn you-
paeT caMo NpeIbsBIeHHE ASHCTBUS KaK TaKo-
BOTO, OCTABJISIsl TOJIBKO YCIIOBHUS. 3pUTENH T10-
HUMAET, YTO TIepell HUM 3aCHSATBIC Ha KaMepsbl
CIIeKEHHS JApaKh y HOYHBIX KITyOOB, HO II€H-
TPaJBHOTO COOBITHSA HE BUAWT. Bumeo stmx
ZIpaK JESKUT B CBOOOAHOM IOCTYIIE, U 000N
MI0JIb30BaTENh MHTEPHETA MOXKET 3aBOPOXKEH-
HO HaOMIOaTh 3a NPOU3BOACTBOM HACHIIHS
U XTOHMYECKOW SMOIMOHAJIBHOCTBIO y4acT-
HHUKOB. UTO MEHSETCS, KOT/Ia U3 «JIOKyMEHTa)
JIENAlOT XyIOKECTBEHHBIH OOBEKT, Halemnss
€ro IUTACTUYECKUMH M 3CTETHYECKUMH Xapak-
TepucTUKaMu? DTO HCCIEIOBaHUE HE CTONb-
KO O MPOHMCXOKACHUH BHUMAHUS K HACHIIHIO
1 OaHaAJIN3aIMK 3714, CKOJIBKO O TOM, YTO UMEH-
HO MO3BOJISIET 3PHUTENI0 HAECHTU(HINPOBATH
ce0s ¢ MPOUCXOSIINM, C IOKyMEHTOM, U Ha-
CKOJIBKO BMEIIATENBCTBO B YCIOBHYIO «pe-
aJIbHOCTB» CIIOCOOHO BBIBECTH CMOTPSILIETO
W3 MPHUBBIYHOM 30HBI KOMpopra. O0pa3 Tpéx-
MEpPHOH BH/ICOCKYJIBIITYPbl KaMHSI OTCBLIAET
OIJHOBPEMEHHO K CHTYAaIlMOHHUCTCKOH 3cCTe-
THKE TPOTECTa, TAE «I0j OyIbDKHUKAaMH MO-
CTOBOH IUISDK», © K POMAHTHIHOMY «IOOETy»
OT CHCTEMBI pa30MBaHUEM KaMephl CIIEKEHUS
3THUM CaMbIM OYJIBIKHHKOM.

Jlasunwl. 2014. OnHOKaHAIBEHOE BAIEO
Avalanches, 2014, one-channel video

B pabote «JlaBuap»  Tapyn
HCIONB3yeT BHUAEO, CHACTaHHBIC >KUTEISIMHU
OKPECTHBIX JIOMOB YHajIéHHOTO OT IIEHTpa
MOCKOBCKOTO paifoHa, Ha KOTOPBIX JOJIXKHBI
OBITh 3allCUaTICHBl CEPUU HEKUX OBITOBBIX
B3pBIBOB T'a30BHIX OAJUIOHOB Ha IIOCCE HEma-
nexko ot MKAJI. Bce Bumeo coOpaHsl BMecTe
U BBICTPOCHBI [TOCJIEI0BATENbHO, HO, €CTIH HE
3HATh YTO MPOUCXOAUT, TO COOBITHE YCKOJIb-
3aeT. Bo-mepBhIX, caMo JCHCTBUEC BUAHO JO-
BOJIFHO M3JAJIeKa W MEIbKOM, a BO-BTOPBIX,
XyHAOKHHUK yOHpaeT 3BYK, KOTOPBIH, COOCTBEH-
HO, 9TO JACWCTBHE W MpHU3BaH 0003HAYATE.
BMmecTo opurnHaIbHOTO 3BYKa MIPUCYTCTBYIOT
TOJIbKO a0CTPAKTHBIC 3BYKH B3DPBIBOB, B3STHIC
u3 obubnmmorek crerpddexros. eiictBue 000-
3HAYaeTCsI HAPOIHTO, HO 3TO, COOTBETCTBEHHO,
yOupaet mo0yi0 JOKyMEHTaIbHOCTh. M cHO-
Ba 3pUTENIb CTAJKUBACTCSA C KaracTpoou w3
KOTOpOH yOpasli CIOKET U TPHUYHUHHO-CIIENI-
CTBCHHYIO CBsi3b. OT 3TOTO BHUICO MEPEXOAUT
Ha a0COJIIOTHO OBITOBOH YPOBEHB, HE YIIyCKast
TP 3TOM KOHTEKCTA IOKa emé He OeCrovYBeH-
HOM, HO CKy4YHOH TpeBoru. C OfHOH CTOPOHBI,
1 3pHUTEINb, ¥ ONEePaToOp HAXOMATCS B YOCKHIIE
U BOCHPUHHMAIOT CHUTyanuio orryzaa. Ilaomo
BupHO, ommchiBas ABOHCTBEHHOE YYBCTBO
Bo3BhIIcHHOTO y Kanrta, rosopun: «Korna,
HAXOZsICh B O€30ITaCHOM MeECTe, s HaOIroIaro
32 Y»KaCHOW JIaBUHOH, S MPEUCHOJIHEH MNpHU-
SITHOTO YyBCTBA YBEPEHHOCTH, K KOTOPOMY
MIPUMEIINBAETCS, OTHAKO, OCTPOE OLIYIIEHUE
MOCiH COOCTBEHHOM 0e33anmTHOCTHY. YTO-TO
CTpalIHOE JCHCTBUTEIBHO IPOUCXOINT, HO
CJIOKHO TIOHSTH YTO, ¥ K TOMY XK€, BCE K 3TO-
My yXKe€ TaK MPHUBBIKIH, YTO, BOZMOXHO, 3TO
HE WHTEPECHO NMOHUMATh. XYIOKHUK TOBOPUT
caM, YTO TaKUM O0pa3oM OH AMCKPEAUTHPY-
€T COOBITHE U €T0 MPEIbSIBICHHUE, 3aCTABIISAL
BIVISIBIBATHCS B MEH3aKK KAaTacTpod U aroka-
JUTICHUCA, HAOWBIITNE 3PUTEIISIM OCKOMIHY.

3aMpIKaromas JpaMaTypruio MPOeKTa
pabora «2002. 12 000 000 xer Ha3am» TaKkKe
HMeEET B CBOEHW OCHOBeE 3kcuecc. Ha maneHsb-
KOM 3KpaHe — BHJCO C YE€YEHCKON BOWHBI,
IJIc BOOPYXKEHHBIC JIFOU CTOST, IEPEMUHAKOT-
Csl C HOTH Ha HOTY WJIM COBEPINAIOT KaKHUe-TO
WHBIC TIPOCTHIC OOBIICHHBIC NeHCTBHA. Bpems
OT BpPEMEHH HAYMHAIOTCS BBICTPENBI, KOTO-
pBle BUIHBI KaK BCHBIIIKH. Bpara He BHIHO,
OH B 3TOM COOBITUH MPUCYTCTBYET KaK YHCTast
YCIIOBHOCTh. 3aTO B JICBOM HIDKHEM YIIIy Ka-
npa Mbl BUAUM aary, 2002 rox, KOTOpbId mpu
oOmieit cMbIcTOBOM M (haKTHUIECKOH 3aTyma-
HEHHOCTH TIPOUCXOAAIIECTO, TAKKE SBIICTCS
IIPOCTOM KOHBEHIIMEH, KOTOpasi, TEM HE MEHEE,
npugaéT MPOUCXOAANIEMY (aKTHYCCKYIO Ha-
MOJTHCHHOCTh M JIOKYMCHTAIBHOCTh. Psaom
U3 KOJOHOK JOHOCSTCS OTHANEHHEBIC 3BYKU
DTyOOKHX IEKTPOHHBIX PUTMOB, CIIOBHO U3-32
3aKpBITON JABEPH HOYHOTO KiIyOa. 3pHTens He
OCTABJISIET OIIYIIEHIE OITACHOCTH U JaXKe Y)Ka-
ca, maMsATh «O JalEKOM CBSIICHHOM BOMHE)»
CJIOXKHO M3KUTh, U BPs JM HY»)HO. Ho Mexa-
HU3MBI Y3HaBaHHS pabOTarOT TaKUM 00pa3oM,
9TO COOBITHS, K KOTOPHIM THl HE NPHYACTEH,
ITOCPEICTBOM HUX TOTANBHOW MeAHaIn3aln-
HCTAHOBSTCS YacCThIO TBOETO JINYHOTO HCTO-
PHUYECKOTO HappaTHWBa, U BOCCTAHABIMBAIOTCS
B IIAMSITU M3 SMOIUH U JIeTalieii TOYHO TaK JKe,
KaK COOBITHS TBOEH COOCTBEHHOU XU3HU, KaK
T€ «PEUBHI, HAa KOTOPBIX THI OBLI».

OKCHO3HUIHIO OTKPBIBACT TpEXMeEpHas
KapTa IIPOEKTa, KOTOopas TakKKe 3acTaBiIieT
3PUTENIS KIIOTEPSITH» CBOE MPEOBIBAHKE B 3TOM
npoctpaHcTBe kKak CoObITHE, BHIIEPTUBAs W3
KOHTEKCTa MECTO, TJE 3TO COOBITHE MPOUCXO-
1mut. [IB3 «MaHex» CTOUT B HEKUX a0CTPaKT-
HBIX ropax, 3ameuami€HHbix B Google Maps
niu Street View, 1 3TH rOpbl HAIIOMHST 3pHTe-
JIF0 0 ce0e TOJIBKO B CaMOM KOHIIE ITYTH 110 BbI-
craBke B Bujeo ¢ CeBepHoro Kaekaza. Kapra
TaKKe TIOTPyXKaeT 3pUTENs B IKCIIECC, 3aCTaB-
TSl YCOMHUTBCS B CTaOMIBHOCTH W IEIIOCT-
HOCTH, KaK M BCS BBICTaBKa, KOTOpast TOBOPUT
0 TOM, KaKUM 00pa3oM perpe3eHTHPOBaTh CO-
ObITHE KaTacTpodbl, YTOOBI HE JIaTh 3PUTEIIO
BO3MOKHOCTH TIOTPY3HUTHCS B HEE, TOYYBCTBO-
BaTh ceOs B HEH CTaOMIBHO, KaK 3aCTaBUTh
3pUTENs TpPU TIOMOINM PEKUMa KaTracTpod
CHOBA BCTPSIXHYTHCS U 3a[yMaThCs O TIPaBUIIb-
HOCTH TEKYIIIETO IOJIOKEHUS el

Anppeit [1apimkon

Bune pumyana. 2013—2014. Cepus u3 4-x Buneo (npu ydactuu AntoHa Emenuna)
Beyond the Ritual, 2013—2014, series of four videos (with participation of Anton Emelin)

ALEKSEI TARUTS
“Raves I Have Missed”

Many years ago, in the 1980s, a very
important artist appeared who, in time, became
a classic, like all classics ceasing to be of inter-
est to the radical and critically minded artistic
public. That artist was Bill Viola. His early,
almost non-spectacular works taught view-
ers to be extremely attentive. They explained
to the person watching the screen that unlike
the films of Warhol, where there really was
nothing at all happening, the plot action here
could be concealed, and the entire attraction
revolved around identifying it. Later (here we
must agree that the visual arts are in the avant
garde of the creative industries), this approach
became customary first in European and then
in Hollywood film, and then in commercials
and television broadcasting. This attraction
was inexpensive, had a noble intellectual shad-
ing and, to a certain point, it worked without
fail. Now, depending on the specific creative
industry and the specific mass media, this ap-
proach is encountered increasingly rarely.

In what many have called the post-dig-
ital age, the quantity of approaches aimed at
the attraction of the attention of spectators or,
on the contrary, at its deliberate dissipation at
the necessary moment is increasing at an expo-
nential rate. The appearance of entire horizon-
tal mass media structures and the development
of social networks allows “almost everyone”
to become a witness to “almost everything”,
such as the murder of a cameraman whose
gaze you view in order to watch an event until
that murder has taken place. That accessibility
of violence forces the producers of content to
either violate further taboos or to maintain the
level of tension, even on the background lev-
el, or they risk losing their audience. This type
of construction of events as a syndrome of
the post-historic regime of inhabitation only
very recently made itself strikingly evident
when the ability to instantly share the expe-
rience of another and become a participant in
some kind of narrative was reinforced by high-
speed internet connections. Aleksei Taruts’s
exhibition “Raves I Have Missed” is about
these symptoms of the post-historic narrative
and the means for its representation, and it
attempts a critical consideration of approach-
es to the identification and documentation
of events. Here, the artist is interested in how
an event is presented on screens, whether the
author capturing the events occupies a cer-
tain viewpoint or whether one can produce
that viewpoint oneself, and in what way one
can function in a space of endless intense
catastrophes. A space where the very concept
of catastrophe becomes commonplace and
of no significance in itself, other than as sta-
tistics or ratings, with the spectacle not being
evaluated by virtue of a conflict being present
but merely by the extent of its medialization.
In what way is the memory of a person who
is not a participant in this event formed, and is
it enough to share it in the space of perception
and representation in order to feel, nonethe-
less, that you have been at “raves that you did
not attend”?

In his work “Beyond the Ritual”, Taruts
removes the very presentation of action
as such, leaving only the conditionality.
The viewer understands that before him is
the result of a camera tracking fights by night
clubs, but he doesn’t see the central events.
The videos of these fights are freely available,
and an internet user can, transfixed, watch the
execution of violence and the chthonian emo-
tionality of the participants. What changes
when the “document” is turned into an artistic
object and imbued with plastic and aesthetic
characteristics? This examination is not so
much about the provenance of attention to
violence and the reduction of evil to the banal
as about what allows the spectator to identi-
fy himself with what is happening and with
the document, and the extent to which inter-
ference in a conditional “reality” is capable
of bringing it out of its customary comfort
zone. The image of a three-dimensional vid-
eo sculpture of a stone references, at one
and the same time, the situationist aesthetics
of protest, where “under the paving stones
there’s a beach” and a romantic “escape” from
the system through the smashing to pieces of
the tracking camera with that same paving
stone.

In his work “Avalanches”, Taruts uses
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videos made by the inhabitants of neighbor-
hoods far from the center of Moscow on which
a series of domestic explosions of gas canisters
are supposed to be captured on the highway
not far from the Moscow Ring Road. All of the
videos have been assembled and put in se-
quence, but if you don’t know what’s happen-
ing, the event slips past you. Firstly, the action
itself is fairly far away, miniaturized in the dis-
tance, and secondly, the artist has removed the
sound which, essentially, should designate this
action. Instead of the original sound, there are
only abstract sounds of explosions taken from
a special effects library. The action is desig-
nated intentionally, but it essentially removes
any documentary element. And again the
viewer is confronted with a catastrophe where
the plot and the cause-and-effect linkage have
been removed. This puts the video on an
absolutely everyday level without relinquish-
ing, at the same time, a context that is with
good reason alarming, albeit at the same time
boring. On the one hand, the viewer and the
cameraman are in a refuge and perceive the sit-
uation from there. Paolo Virno, describing the
ambivalent feeling of Kant’s Sublime, said:
“When, in a safe place, I observe a terrifying
avalanche, I'm filled with a pleasant feeling
of confidence which is mixed, however, with
a keen sense of my own defenselessness.”
Something horrifying really is happening, but
it’s difficult to understand what and, moreover,
we have all become so inured to this that, per-
haps, understanding is of no interest. The artist
himself says that in this way he is discredit-
ing the event and its presentation, forcing us
to look into the landscapes of catastrophes and
apocalypses.

Rounding off the project’s dramaturgy,
the work “2002. 12 000 000 Years Ago” also
has excess at its foundation. On a small screen,
a video from the Chechen war is shown, with
armed people standing round, shifting their
weight from foot to foot or carrying out sim-
ple, everyday actions. From time to time,
shots are fired, registering as flashes. The ene-
my cannot be seen, he is present in this event
purely as a conditional factor. Nevertheless,
in the bottom left corner of the shot we can see
the date, 2002, which in the general notional
and factual fog of what is taking place is also
a simple convention which, for all that, imbues
what is taking place with a factual content and
documentary facet. Close by, from speakers,
come the distant sounds of deep electronic
rhythms, as if coming from behind the closed
door of a nightclub. The viewer cannot get
away from a sense of anger and even horror,
the memory “of a distant holy war” is difficult
to extirpate, and no doubt it shouldn’t be. But
the mechanisms of recognition operate in such
a way that the events that you do not take part
in, through their total medialization, become
a part of your personal historical narrative, and
they are recovered in your memory from emo-
tions and details in just the same way as events
from your personal life, such as those “raves
you didn’t attend.”

The exhibition is opened by a three-di-
mensional map of the project which also forces
the spectator to “lose” his presence in this
space as an event, tearing the place where
the event is taking place free of its context.
Central Exhibition Hall “Manege” stands in
abstract mountains captured by Google Maps
or Street View, and these mountains remind
spectators of themselves only at the end of their
journey through the exhibition with a video of
the North Caucasus. The map also immerses
the spectator in excess, forcing him both to
doubt the stability and integrity of the entire
exhibition, which talks of how to represent
the event of a catastrophe without immersing
the spectator in it, allowing him to feel entirely
stable within it, and, with the aid of the mode
of catastrophe, forces the spectator to again
rouse himself and question the rightness of the
current state of affairs.

ANDREY PARSHIKOV







