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MEJWUA OOPYM: OduLmanbHan mporpamma

ExseropHbii Medua @opym, opraHnsoBaHHbI Llenmpom kynemypel u uckyccma «Me-
duaApm/iab», — 370 04HA M3 caMbiX HEOBbIYHBIX U aBaHrapAHbIX NporpaMM MockoB-
ckoro KuHopectusana. bonblias YacTb ee MeponpuATAIN MPOMCXOANUT He B KNHO3anax,
a B My3efX U Xy[0KeCTBEHHbIX ranepesx, rae 0TKPbIBAKTCA BbICTABKM BUAEOUCKYCCTBA
¥ MPOXOAAT BCTPEYM CO 3HAKOBLIMU MEPCOHAMNAMM HbIHELLHE apT-CLeHbl, UK B HOYHbIX
kny6ax, rae TpaHCIMPYIOTCA NPOrpaMMBbl NyULLIMX pecTuBane MMpa, yCTPauBaKTCA Myb-
TUMefuiHbIe MepPOPMaHChl U apT-BeYEPUHKN.

Mporpamma 2010 ropga TeMaTyeckn pasgeneHa Ha Tpy YacTu. OgHa U3 HUX NpefcTaBiAeT
3pUTENSAM BUEOMCKYCCTBO CTPaH NOCTCOBETCKOro NPOCTPAHCTBA B MaclUTabHOM MeXay-
HapoJHOM npoekTe. Bropas cTaBuUT cBOell 3aja4eit kak MOMSHO bonee MoJTHO MO3HaKOMUTb
MOCKOBCKY0 NMy6inKy c TBOPYECTBOM OAHOI0 U3 CaMbIX U3BECTHLIX aMEPUKAHCKNX BUAEO-
XyAoMHUKoB — [apu Xusnna. TpeTbs 0TAaHA CaMbIM aBaHrapAHbIM Xy0AKeCTBEHHBLIM (op-
MaM: cemeasoMy UCKyccmay, KoMnelomepHoU aHumayuu, sound- u hybrid- apmy.

Cenvac nepepn BaMu nepsasd yacTb katanora Xl Megna ®opyma, nocssLLeHHas MeXayHa-
poaHoMy npoekTy «Transitland: Budeoapm LlenmpaneHol u BocmoyuHol Esponsi nocrie
nadeHusi bepnuHckol cmeHs! 1989-2009». BeictaBKy paboT u3 apxusa Transitland, no-
Kasbl TeMaTU4eCcKknx BUAeonoAbopok, AMCKYCCUM U MacTep-Knacchl C ero y4acTHUKaMm
Mepaua ®opym 2010 roga npencrasnset B Mockse.

MEDIA FORUM: The Official programme of 32 MIFF

The annual Media Forum organized by the MediaArtLab Centre for Art and Culture is one
of the most unusual and avant-garde programmes of the Moscow Film Festival. Most
of its events take place not in the movie theaters, though, but in museums and art
galleries, where exhibitions of video art open, significant figures of the contemporary art
scene come to meet their audience, or in night clubs where programmes from world's
best festivals are screened and multimedia performances and art parties swing.

The 2010 programme is divided into three parts by subject. The first presents art from
the countries of post-soviet space in a large-scale international project. The second
aims to introduce as fully as possible the oeuvre of one of the most famous American
video artists, Gary Hill, to the Moscow audience. The third is given over to the most
avant-garde art forms: net.art, computer animation, sound art and hybrid art.

Now you see the first part of the XI Media Forum catalogue dealing with the international
project Transitland: Video art from Central and Eastern Europe after the Fall of the Berlin
Wall, 1989-2009. The exhibition of video art from the Transitland archives, screening of
video selections by subject, panel discussions and work-shops given by its participants
Media Forum 2010 presents in Moscow.
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MPOEKT TRANSITLAND: BctynneHue

.

Bacunun Llepetenu
UcnonHutenbHbIN aMpeKkTop
MockoBckoro My3efd CoOBpeMeHHOro MCKkyccrea

N

Mbl npuBbIkAKM aymaTb, YTo Poccus — cTpaHa rnyboko camobbiTHasi, cTtpaHa ocoboro
uctopuyeckoro nyti. Ho npu BceM npu 3TOM CyLLECTBYIOT NapanfieNin, KoTopble OTTEHS-
0T U KOMMEHTUPYIOT HaLLy UCTOPMIO UCKYCCTB — Tak #e, kak Mbl OTTEHSIEM Y KOMMEHTU-
pPYyeM MCTOPUIO UCKYCCTB COCEAHUX C HAMU CTPaH, cobpaTbeB MO Mejfe3HOMYy 3aHaBecy.
3TuM 1 BameH npoekT Transitland: oH No3BONSAET HECKONbKUM Hapo4aM 0CO3HaTb cebs
B Ka4yecTBe UCTOPUYECKOro Lesoro, He yTpaTuB CO6CTBEHHON MAEHTUYHOCTU. IMEHHO
coBpeMeHHoe n306pasnTeNibHOe UCKYCCTBO AAET Te CNocobbl U Ty rNy6uHY, KoTopble He-
06xoauMbl ana nogobHoro aHanusa.

ﬂp\/FOVI, He MeHee BaMkHblll acnekT, — cucteMaTmsaums 1 obobLieHre Hawero KYyNbTyp-
Horo onbiTa. OH NoKa elle He CToJb 06IJJVIp6H, KdKk, HanpnMep, apxmBbl aMepUKAHCKOro
BnaeoapTta, HO He MeHee NO0CTOUH MHTepeca U BHUMAHUA. B Poccun n CTpaHax BocTou-
HoW EBpOI'IbI BMAEOUCKYCCTBO, pa3BMBasfACb nog nNpucMoTpoM noNMTU4ecKkomn LeH3ypbl
n Bonpekun en, Habnogano CMEHY 3MoX N Haxoaunocb B YHUKAJIbHOM KOHTEKCTe obuwe-
CTBEHHbIX MepeBopoTOB U pEBOﬂPOuMVI. n03TOM\/ OHO Aaet boraTbiv MaTtepunan He TOJIbKOo
MCKyccTBOBEeAaAM, HO U LIJMpOKOVI ny6nv|Ke — TeM, KTO 3aX0o4eT NnokonaTbCA nornyﬁme He
TOJIbKO B UCTOPUU CBOEIrO rocyaapcTtea, HO U B cebe camoM.

He cnyyaitHo npoekt Transitland BknioyaeT B cebsi He TONbKO BbICTaBKY BuAeo B Mo-
CKOBCKOM My3ee COBPEMEHHOr0 UCKYCCTBA, HO U IUCKYCCUK, U MacTep-Knacchl Ha co-
OTBETCTBYKLME TeMbl. 3TO OYEHb BaMsHas MOMbITKa 0CO3HAaTb U NPOroBOPUTL Ha Me-
[UNHOM YpOBHE Te NMPOLIeCChl, KOTOpPble 3aTPOHYTHI B BuAeopaboTax. [1nA yyacTHMKOB
MpOeKT CTaHeT OTINPaBHOW TOYKOW Ha NYTV UHTerpauun B obbeanHeHHy EBpony 1 06-
LLeMVMPOBON KOHTEKCT.

TRANSITLAND PROJECT: Introduction

Vasily Tsereteli

The Moscow Museum of Modern Art
Executive director

We used to think of Russia as a country of deep uniqueness and distinct historical
course. But in spite of all this, there are parallels that set off and form a commentary
on our history of art — just as we ourselves set of and make a commentary on the
art history of our neighboring countries, adjacent within the Iron curtain. That's what
makes the Transitland project so important: it allows multiple nations to recognize
themselves as a part of historical whole, without losing their own identity. Contempo-
rary visual art gives us means and profundity required for such an analysis.

Another equally important aspect is the systematization and overview of our cultural
experience. Although not yet as extensive as, for example, the archives of American
video art, it deserves no less interest and attention. In Russia and Eastern Europe video
art, while being developed under the strict political censorship and in spite of it, saw
the change of epochs and was positioned in unique perspective of social upheavals and
revolutions. Therefore, it provides rich material not only to art critics, but to the general
public as well — to those who want a deeper introspection into the history of their na-
tion and into themselves as well.

Intentionally, Transitland project includes not only video exhibition at the Moscow Mu-
seum of Modern Art, but also discussions and workshops on pertinent topics. This is an
important effort to comprehend and express, on the media level, those processes that
are referred to in video art. For the project’ participants it will become a reference point
on the path of integration towards united Europe and a global outlook.
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Onbra Wuwko

pupekTop LleHTpa KynbTypbl U UCKyCCTB
«MeaunaAptJlab» u Meagna ®opyma,
KypaTop BbicTaBku «TpaH3uTneHa» B MockBe

BrnepBble B Poccun Ha Megna ®opyme MocKkoBCKOro MeMayHapoAHOro kuHodecTuBa-
NSl Mbl UMEEM BO3MOMHOCTb NPeACTaBUTb MaBy U3 UCTOPUM PasBUTUSA BUAEOUCKYCCTBA
LlentpanbHon u BoctouHoin EBponbl « TRANSITLAND: locne nadeHus bepnuHckol cme-
Hobl, 1989-2009» — epnHoro MHGOpPMaLMOHHOIO NPOCTPAHCTBA, NepexsmBaloLlee obume
ncTopuyeckue nepuneTuu. 3Ty YacTb eguHoi EBponbl npeacTaBnsAOT 04eHb pasHble CTpa-
Hbl CO CBOMMM cyabbamMu 1 TpaguumamMu. Kaxsaas duna c orisgKkov Ha MUPOBO KOHTEKCT
U XyA0MEeCTBEHHBIMU METOAAMVM UCCNe0BaNa, 4a U 3aHO0BO GopMUpoBana coO6CTBEHHYIO
HaUMOHANIbHYH UAEHTUYHOCTb. YTO Me y Bcex Hac obero? YeM Mbl oTimyaemca?

MepenneTeHve eBponencknUx Aopor 1 cyneb, NocTcoBeTCKoe BpeMsA U BpeMsd rnoce na-
neHun bepnnHCKoN CTeHbl MoABEpraloT 3CTETUYECKOMY aHann3y B BbICTABOUYHOM Mpo-
ekte Adpuan lMayu (Adrian Paci), fleno bapmana (Yael Bartana), AHpu Cana (Anri Sala),
Xapyn @apoku (Harun Farocki) u Andpeti Yxuya (Andrei Ujica), Apmyp 3mueacku (Artur
Zmijewski), 32zon byHHe (Egon Bunne), Xpucmuna WeaHocka (Hristina Ivanoska), Mu-
nuya Tomuy (Milica Tomic), Kat Kaneo (Kai Kaljo), Enena Kosoinuna (Elena Kovylina),
2pynna «Padek» u [Mumpui 'ymoa (Radek and Dmitry Gutov), MapuaHa Baccunesa
(Mariana Vassileva), Mapmun 3em (Martin Zet) n gpyrue.

Bce 3Th Xy#OMHUKKM pacckasbiBalOT CBOK HALMOHANbHYIO UCTOPUIO, MHOTAA 3TO OYEHb
NINYHAs UCTOPUSA, @ MHOrAa NoapO6HOCTM YAaCTHOWM MU3HM CTAHOBATCA CUMBOJIOM, MNepe-
pacTalLWwmMM NoMTUYEcKkne 1 reorpapuyeckmne rpaHuubl. FocynapcTs, B KOTOPbIX poau-
NINCb MHOTME YY4aCTHUKM NPOEKTa, Yake He cyLlecTByeT. 3aTo CyLlecTByeT 06 beanHeHHasn
EBpona v rnobanusauus.

MpoekT uHWMUMMpOBaH BeAyLWMMU LEHTPAMU COBPEMEHHOr0 WCKYCCTBA HECKONbKUX
CTpaH, bbIBLLNX TOBapuLLei Mo «MenesHoMy 3aHaBecy»: Ljenmpom cospemeHHo20 uc-
Kyccmaa «MHmepCnelic» (Cogus, bonzapus), NpecTMMHbIM GecTusanemM uUMppoBoro
MCKYCCTBA M KynbTypbl « TpaHcmeduane» (bepnux, lepmanus) v Myseem cospemMeHH020
uckyccmaa — Myseem Jlodsuza (bydanewm, Bexzpus).

MbI Bbipa#aeM orpoMHyto NpusHaTeNlbHOCTb HeMeykoMmy KysemypHoMy yeHmpy uM. [éme
8 Mockae n Mockosckomy My3eio CospeMeHo020 uckyccmaa 3a NoALepKy NpoeKTa.

TRANSITLAND PROJECT: Introduction

Olga Shishko

Centre for art and culture MediaArtLab

and Media Forum Director,

Curator on Transitland exhibition in Moscow

For the first time in Russia at the Media Forum, MIFF we have an opportunity to present
a chapter from the development of video art in the Eastern Europe — TRANSITLAND:
After the Fall of the Berlin Wall 1989-2009 — a united information space with com-
mon historical upheaval. This part of a united Europe is presented here by diverse
countries each with its own fate and traditions. Each has lived with an eye to the world
context and explored with artistic means and also formed anew its own national identity.
So what do we all have in common? What are the differences between us?

The interwoven European roads and fates, the post-soviet era and the times after the
Fall of the Berlin Wall are aesthetically analyzed in this exhibition project by Adrian
Paci, Yael Bartana, Anri Sala, Harun Farocki and Andrei Ujica, Artur Zmijewski, Egon
Bunne, Hristina Ivanoska, Milica Tomic, Kai Kaljo, Elena Kovylina, Radek and Dmitry
Gutov, Mariana Vassileva, Martin Zet and other artists.

All these artists tall their own national (hi)story, sometimes it becomes very personal,
and sometimes their personal details become a symbol that transcends political and
geographical boundaries. The states where many of the project's participants have
been born exist no longer. But there exists the united Europe and globalization.

The project was initiated by the major centres of contemporary art from several countries,
former brothers in the Iron curtain: the InterSpace center for contemporary art (Sofia,
Bulgaria), the prestigious digital art and culture Transmediale festival (Berlin, Germany)
and the Ludwig Museum — Museum of Contemporary Art (Budapest, Hungary).

We wish to express our enormous gratitude to the Moscow Goethe-Institut and Moscow
Museum of Modern Art for their generous support of this project.
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TRANSITLAND TEOPUSA: Katn P3n XodpdmaH

Katu Pain XopmaH

Bupeoapt BoctouHou EBponbi
(v npoekT «TpaH3UTNEHA»)

Kamu P3t Xo¢man npenodaem yuppossie uckyccmaa a lMonumexHudeckom uHcmumyme Perccenepa (Tpos,
wmam Helo-Vopk) ¢ aseycma 1998 2. ¢ donwHocmu doyerma. Kypamop aupmyarisHol myselHol cucmemsl
BaH 02 TB. C 1991 20da pabomaem & Espone kak cneyuanucm-gpusiaHcep no Memaadu3alHy U Ha/laNsUuBaHUIo
cucmemsl cesized. Kypamop MHOMECMBa NPo2pammM PasfiuyHsX gecmusaned u XyooMsecmBeHHbIX UHCmumy-
mogs, ede 0Ha MakMse Yyumarsna nekyuu. B BeHe compydHu4ana ¢ npoekmom HILUS, cozdamesns uHmepHem-
npoersmog FACE SETTINGS u SIBERIAN DEAL cosmecmHo ¢ Ecoli Bosieeemym. Bvecme ¢ Mapaapeme SpmaH co3-
dana uHMepakmuaHsIl npoekm pop~TARTS onsa oHnalHoB020 MypHana «Tenenosnucy. 00uH uz Modepamopos
CNUCKa Paccbliku no cospemeHHomy uckycemay FACES, 6 Komopbll GK04YeHsl MOIbKo MeHWUHSI.

B apxuBe «TpaH3umseHd» npeacTaBfieHa yHUKkanbHas noa6opka pabot, cosgaHHbix ¢ 1989 roga' Buaeoxy-
noMHukamm LlenTpanbHoi n BoctouHoi EBponbl. M3 HeCKONbKNX COTEH JIEHT, BBIABMHYTHIX HA CyA MeMsay-
HapogHOro Mkpu, 06/1aaatoLLero orpoMHbIM OMbITOM B OLeHKe BuaeouckyccTBa BocTouHoi EBponbl, 6biiu
oTobpaHbl Bcero 95 pabor, npeactaBneHHbIx 50 KypaTopamu, BULEOXYAOMHUKAMU U KpUTUKaMK U3 25 cTpaH
YeTblpex OCHOBHbIX peroHoB: bankaHbl, ctpaHbl bantuu, Tepputopus bbiBluero Cosetckoro Cotosa u Lien-
TpanbHana EBpona. PesaynbTaToM cTana npefcraBuTeNbHan Bbibopka paboT, co3gaHHbIX XyaoxHMKaMu ¢ 1989
ropa. 310 ux cBob6oHasA peakLus Ha MepPeMUTbIN OMbIT MOIMTUYECKUX U COLMANbHBIX NOTPSICEHUN 3TOr0 Bpe-
MeHu. PaboTbl oTpadatoT pa3HoobpasHble cyrybo NUYHbIe, @ TakMe CoLMabHbIE U MONUTUYECKKE NPobneMbl
MX POAHON CTpPaHbl BO BPeMA nNepexofa Kk KkanuTaamctuieckon kynbtype. OHM BHOCAT KONNEKTUBHbLIN BKNaa
B Halle NMOHWMaHWe peanbHOCTW Toro BpeMeHn: 20 neT pasBUTUA C MOMeHTa NageHnsi bepnMHCKoM CTeHbl.

BoctouHas EBpona (unu «BocTouHbIN 610K») 6bina 06pa3oBaHa B KOHUe BTopoit MMpoOBOW BOMHBI, MO-
cne noanucaxusa Baplwasckoro gorosopa (14 Mas 1955 r, Bapwasa, Monbwa). BoctouHoesponeiickue
cTpaHbl npu3Hanu CoBeTckyto BnacTb 1 Bownu B coctaB CCCP, ctaB rocyaapcTBamu-catennutamu. Torga
kak l0rocnaeus u An6aHus ctanu yyactHukamu [Ieuakenus HenpucoeguHenus (OH). l0rocnasus 06bsBM-
na cebs HeMTpanbHbIM rOCYyAapCcTBOM, MO3TOMY €e rpaHuubl 6biauM 6onee NpoHMuaeMbiMu, AnbaHusa we
(kak 1 Kutai), HaNpoTUB, MaKCUMAJIbHO MECTKO 3aKpblfia FPaHULLbl CBOEN TEPPUTOPMK, @ HAceIeHNe 3TUX
CTpaH CTpajano oT Ype3MepHOro couManbHOro koHTpons. B uenom, ctpaHsl BoctouHoit EBponbl 6binv Bbi-
HYM/[€eHbl CTaTb B TOW UM MHOM CTeneHn 60 coumanucTuieckumm, NM60 KOMMYHUCTUYECKUMU Frocyaap-
CTBaMW, N HAXOAUAUCH MOJ HEYChIMHbIM HaJ30POM OFPOMHOW U MOTYLLECTBEHHON COBETCKOW fepMsaBbl.
Ecnu paccMaTpuBaTh 3TOT BOMpOC C TOYKM 3peHus 3anaga, T0 «BOCTOYHbIW 6/10K» HEU3MEHHO BbiCTynaeT
B 06pase «Bpara». B To BpeMs Kak 3KOHOMMKa 3anafgHbIX JEMOKPATUYECKUX CTPaH MOCTENEHHO LA Ha
noagbem nocne Bropoit MMpoBoOI BOIHbLI, B cTpaHax BocTouHoit EBponbl NOCTOAHHO olyLlanach ocTpas
HexBaTka TOBapoB, YC/yr, CYLecTBOBAAW OrpaHUYeHUs rpaaaHCKnx cBo60A N HEBO3MOMHOCTb CBO60A-
Horo nepefBuM<eHuUs. YacTHasi CO6CTBEHHOCTb Bbifla HAaLUMOHANM3UPOBaHa.

0TKpbITME FPaHULL OTAENbHBIX CTPAH MPOMCX0AUNO B pa3Hoe BpeMms, a crnelnduka NnpoTekaHns AaHHOro Npo-
Llecca B KaM/J0M KOHKPETHOM Cllyyae PackpblBaeT COOTHOLLEHWE CWUA Ha BCeX YPOBHSAX. [nA Toro Ytobbl
nyYllie MOHATL 3CTETUKY BUAeoMcKyccTBa BocTouHoit EBponbl Toro BpeMeHU, HyAHO BHUMaTENbHO paccMo-
TPeTb YCNOBWA, B KOTOPbIX #1K 1 paboTanu xyaoasHuKK. B 70-e u 80-e roabl 6e3oroBopoyHoe cnefoBaHne
COBETCKMM npaBuiam (MpuHLUMNaM coupeannama) 6bino 06szatensHbiM. CylecTBoBana »ecTkan LeHsypa,
Kpyr TeM [N XyA0MECTBEHHbIX NPOW3BeAeHU 6bl OrpaHWUYeH, YTO He MOr/I0 He MOBAUATL Ha XyAoMe-
CTBEHHbIe NpakTUKK. [pUBEPASEHHOCTb 3TUM NPUHLMNAM B KaA0i CTpaHe peann3oBbIBanach No-pasHoMmy,
a HekoTopble BUAbI XYA0MECTBEHHOI AEATENBHOCTU, HE CYMTABLUMECH COBCTBEHHO CKYCCTBOM (HanpuMep,
doTorpadus), yacTo ynyckanucb U3 Buay LeHsopamu. Bnnotb go Hayana 90-x eUHCTBEHHBIM 0GULMATIBHO
MPU3HAHHBIM CTUIEM XYA0MECTBEHHOMO BbIPaMeHNA BblN «CoLpean3M», YT0 3HaUUTENIbHO OrpaHNYMBano
BO3MOMHOCTW 3KCNIepUMEHTa. Te Xy0MHNKHN, KOTopble MOAYMHANKUCH 3TUM TpeboBaHUAM, NOJyYanu 3akasbl
1 onpefeneHHbIi cTaTyc 6e3 yyeTa UX peanbHbIX TBOPYECKUX cnocobHocTel. MoanonbHble e, HenpU3HaH-
Hble BNaCTAMU aBTOPbl CTApaNuCh BblXUTb, CO34aBast HOBble POPMbI UCKYCCTBA, bpocaBLuMe BbI30B 0pULM-

1 Bcezo 8 apxuse 100 sudeo-pabom, sk/04asi 5 8binosiHeHHbIX 37151 He20 No 3aka3sy.

Kathy Rae Huffman

Video art in Central and Eastern Europe
in the Transitland video archive

Kathy Rae Huffman is Associate Professor of Electronic Art at Rensselaer Polytechnic Institute (RPI), Troy,
New York, since August 1998 and curator for the Van Gogh TV Virtual Museum System. She was based in Europe
since 1991, working freelance as a specialist in networking and metadesign. She has curated numerous pro-
grams and lectured at festivals and arts institutes. In Vienna she was associate of HILUS, created the Internet
projects FACE SETTINGS and SIBERIAN DEAL together with Eva Wohlgemuth. Together with Margarete Jah-

rmann she created pop~TARTS, an interactive writing project for the Telepolis online journal. She co-moderates
the female only mailing list FACES.

A unique selection of video work, created since1989 by Central and Eastern European artists, is presented
in the archive Transitland. An international jury of experts with extensive experience with Central and East-
ern European video, selected 95 video works (from several hundred) that were nominated by fifty curators,
artists and critics representing the 25 countries in the four main sub regions of the ex-Eastern bloc: the
Balkans, The Baltic States, the Former USSR, and Central Europe. The final selection shows a representative
body of work, created since 1989', produced by artists who have freely reacted to the political and social
changes influenced by the political upheaval they experienced. The works reflect the various specific per-
sonal, social, and political issues of their individual homelands, during the transitions to capitalist culture.
They collectively contribute to our understanding of the reality of the time: the twenty years of evolution
since the fall of the Berlin Wall.

Before the political changes, to avoid attention, contemporary artists living behind the Iron Curtain, es-
pecially those exploring any political topics, worked clandestinely. They performed or exhibited their
avant-garde works among trusted friends. Without imported art supplies, artists resorted to using com-
mon materials, found objects, and their bodies for artistic expression. Working without materials and the
oppositional character of the underground art resulted in a strongly developed tradition of conceptual
work, and a deep discourse over ideas. Performance art and the public interventions in the 90s, have these
essential beginnings.

Because media was carefully controlled throughout the Eastern Bloc, the possession of cameras, record-
ing devices (especially video) and other technology was regarded as highly suspicious, and required some
secrecy, or official permit. The most active and earliest use of video in East Europe is generally acknowl-
edged to be in the 1970s. The first experiments were in Slovenia, the former Yugoslavia (with equipment
made possible by visitors from The Netherlands, due to it's relaxed borders) and in Hungary (at the Béla
Balazs Studio, which acquired B/W open reel tape and 1/2 inch Sony or Akai recorders in 1976). Early video
production also took place in Poland, and was adopted by filmmakers when they could no longer obtain
film stock, and by performance artists who found video a new way to explore their actions and a way to
send their works abroad (when they could not travel personally). Although video was practiced in Eastern
Europe in the1970s, it was rare and located in the more active capitals of artistic activity. In general, video
arrived in the1980s, when access to equipment, and contact with video artists in neighbouring countries
or the West, provided the conditions.

In November 1989, security at the restricted border crossings between East and West Berlin collapsed after
massive public demonstrations. This was part of a domino effect taking place throughout the East Europe-

an countries. The Hungarian border had already allowed the passage of East Germans into Austria, earlier »

1 Together with five commissions, the complete archive contains 100 video works.
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anbHou cucteMe. MoaobHbIN KOHTPOb NOBYMAAN MHOFUX U3 HUX UCKaTb Npubexsuwa Ha 3anage, NOToOMy
4YTO B UX POAHOW CTpaHe He 6bIN0 COBEpPLUEHHO HUKAKKUX anbTepHaTUB MPU3HAHHBIM pOpMaM UCKYCCTBA,
a HermoAYMHeHWe YCTaHOB/IEHHbIM MPaBUIaM MO0 MPUBECTU K NPecNefoBaHUAM U roHeHUsM. Ho gaxe
Te, KOMY YAaBaJioCb BbleXaTb U3 CTPaHbl, COXPaHANM CBOM BOCMOMUHAHMUA U Tpaauumu. MpeablayLuimii onbIT,
TpaauuMM 1 coumanbHble NPAKTUKK, kak NPaBUIO, HAXOAUIM OTpaMseHue B UX paboTax, BHE 3aBUCUMOCTM
0T TOro, rae oHu o6ocHoBanuch. TeM e, KTO OCTaca B CTpaHe, C TPYAOM yAaBanoch BblUTb. [lenpeccusn
CTana pacnpocTpaHeHHbIM HeflyroM. H eo6xoanMo 6b110 CKpbIBaTh CBOK AEATENIbHOCTb OT OpraHoB HaA30pa,
XYLOMHUKM CYLLECTBOBaNU B aTMochepe BCceobLuero nocToSHHOMO CTpaxa M HenpepbIBHOro HabnoaeHus.
Myseun HaxoanaTCsA NoA KOHTPONEM MPaBUTENbCTBA, U XOTA B HEKOTOPbLIX CTPaHax CyLLECTBOBAIN XyA0Me-
CTBEHHbII rafepeu, Ho UX 6bIN0 HEMHOTO, Tak YTO Y XYAOMHUKOB NPakTUYECKU He BbiNo anbTepHaTUBHOIO
NpoCTpaHCTBa ANs NybnuyHoit AeMoHcTpauuu cBomx pabot. U xoTa Bcs uHbopMaums ¢ 3anaaa npoxoauna
CTPOrUi KOHTPOJ/b, €1 BCe Me YAaBaioCb NpocayMBaTbCA Yepe3 rpaHuubl, 6narofaps KOMaHOUPOBKaM,
nyTewwecTBUAM U POLACTBEHHbIM CBA3SM, U PacnpocTpaHATbCA Aanblie. Bce 3Hanu, 4to ecnu, Hanpumep,
0CTaBWTb HEAaBHO BbiLUEALYI0 KHATY B pyKax XyAoMHWKa Unu kypaTopa u3 BoctouHoit EBponbl, ee nyctaT
no pykam, noapo6Ho obcyaAT u byayT 6epeyb, kak COKpOBHULLE.

YT106bI He NMpUBREKaTb BHUMAHUA K CBOEN AEATENIbHOCTH, XYAOMHUKN TOF0 BPEMEHU, MUBLUME 33 MHenes-
HbIM 3aHaBecoM, 0cO6eHHO Te, KTO 3aTparvBaj B CBOEM TBOPYECTBE kakue-nubo MonuTuveckue TeMbl,
paboTanu nognonbHo. OHKU ycTpaMBanu nepdopMaHchl UM BbICTaBKM CBOMX aBaHrapAHbIX PaboT ToNbko
[N npoBepeHHbIX Apy3ei. He uMes focTyna k 3apybedHbIM MaTepuanam, B ycnoBusix gepuuuta 6yma-
rv, B CUTyauuu, KOrga B rocyAapCTBEHHbIX MarasuHax MpojaBanach ycTapeBlUas TEXHWKA, XYAOMHUKAM
[NA CAMOBbIPaeHUs MPUXOAUNOCH UCMOJb30BaTh CaMble 06blUHbIE MaTepuasbl, «HalngeHHble 06BeKTbI»
1 cobcTBeHHble Tena. PaboTa 6e3 Heo6xoaUMbIX MaTepuanoB B pesynbTaTe NPMBENa k PasBUTUIO TPAaULUNA
KOHLIeNTyann3Ma. 3To XOpoLlo NpocienBaeTcs B NneppopmaHcax U obLiecTBeHHbIX BbicTynneHusx 90-x.
pakTuKka Mcnonb3oBaHUA MeTagop M CMMBOJIOB B MWBOMWUCK MO3BONSIET BOCTOYHOEBPOMNENCKUM XYA0M -
HUKaM elle 6osnblue BBOAWUTb LieH3ypy B 3abiyMaeHue, XoTA UCTUHHOE 3HayeHue ux paboT 6bi10 04eBUOHO
MHTENNEeKTYaNbHOMY XyA0MECTBEHHOMY coobLlecTBy. HenoHMMaHWe CKpbITOro CMbIC/A XYA0MECTBEHHOIO
npou3BefeHus, co3aaHHoro Ha BocToke, YacTo NPUBOAUNO M K HEMOHUMAHUIO ero CoAepKaHua U NouTUYe-
CKOW HampaBfeHHOCTU Ha 3anage.

locTu ¢ 3anaga, KoTopbIM yaaBanock npoexaTtbcs No BocTtouHoi EBpone go 1989 ropa, 6binn cBupgeTensiMu
COLMaNbHOro HepaBeHCTBa, NYCTbIX 06€eLlaHni U HecrnpaBeaIMBbIX YCIOBUIA MU3HU U paboTbl XyA0MHUKOB.
[ockonbKy TexHMYeckue cpeacTBa Nepeaayn MHGOpMaLMK TILATENbHO KOHTPONUPOBANUCh Bo BceM BocTou-
HOM 6710Ke, BnageHune doToannapaTamu, 3anMCbiBaloWMMKU yCTpoucTBaMu (B HYaCTHOCTM BMAEO) M APYrUMM
NoA06HbIMM YCTPOMCTBAMM CHMTANOCH MOJO3PUTENbHBIM, UCMOb30BATh X MOMHO BbINO UK TAKOM, UK
¢ opuumanbHoro paspewlenms. B Hosbpe 1989 nocne MaccoBbix AeMOHCTpaUMii rpaHuua Mexsay Boctou-
HbIM 1 3anagHbiM bepanMHoM 6bina ctepTa. 3ToT Npouecc 6bin YacTblo «3dPeKkTa AOMUHO», NPOUCXOANB-
LWero BO BCeX BOCTOYHO-eBponenckux ctpaHax. Mutenu BoctouHoi FepManum n ABCTpun ye B Havane
rofa Moriv CNoKoMHO NepexoauTb Yepes BEHrepcKyl rpaHuUy, U 3TO B HEKOTOPOI Mepe cnocobcTBo-
BaJI0 MajeHWI0 MeNe3Horo 3aHaBeca M 0clabieHnio COBETCKOro KOHTPONS. McTopuuecku CloMunoch,
yTo bepnuH 6bIN HekMM OKHOM Ha 3anaj Ha NpPOTAMEHUU BCero Nepuoga XoN0AHOW BOMHbL. 3To Aenano
ero o4eHb NpuUBNEKaTe/bHbIM MECTOM ANS XyAoMHUKOB BocTouHoi EBponbl. Mocne Toro, kak rpaHuua
6blna oTKpbITA, 06CTAHOBKA B XyA0MECTBEHHOM MUpe npeTeprena cuiibHble UsMeHeHus. KonnekuuoHe-
pbl M KypaTopbl YCTPEMUIUCH B paHee 3akpbiTble CTpaHbl, MpeXsae He4yacTo noceljaeMble M3-3a 04YeHb
CTPOrMX UMMOPTHO-3KCMOPTHBLIX NPaBWUA, U B 0AHOYACbe CO3AANN HOBbIV apT-pbIHOK. BO3MOMHOCTb CBO-
6o4HOro nepemMetleHus cnocobcTBoBana «BbIX0AY Ha Ny6MKy» COBPEMEHHOMO W 3KCMEpPUMEHTANIbHOTO
MCKYCCTBA, @ HOBbIE KOHTAKTbl MPUHECIM MIHOBEHHbIN YCMEeX MHOTUM XyAOMNHUKaM. [naBHbIM 06pa3oM,
3T0 6bI1 YHUKANbHBIN WAHC AN AeMOHCTPALMUM NI0A0B 3KCTPaOpAUHAPHON TBOPYECKOMN AeATeNIbHOCTH
— B OCHOBHOM KOHLLENTYyaNbHOro xapaktepa. fl npucyTcTBOBaNa Ha NepBoi BOCTOYHOEBPONENCKOW apT-
ApMapke, koTopas coctosnack B bynanewrte 8 1990 roay?.

Cuntaetcs, 4to camoe paHee 1 Hanbonee akTUBHOE UCMONb30BaHWe BUAeo B BocTouHoit EBpone 6bino oT™e-
yeHo B 70-x rogax. Bnepebie oHo nosensetca B CnoBeHuy, 6biBLueit lOrocnasun’ (rae aTo cTano BO3MOMHLIM
6naropaps 6onee OTKPbITHIM rPaHALAM U NpuBe3eHHoN U3 HuaepnaHaos TexHuke) u B Benrpuu (ctyaus
«bena banaw» npuobpena 4/6 wnynbHble MarHUTOGOHLI U NonyAliMOBbLIE pekopaepsbl Sony unun Akai

2 bydanewm Apm-3kcno, 15-20 mapma 1991 2., kamanoz @oHda bydanewm Apm-3kcno, c.122-123.

3 Tomuy, EUﬂL-:ﬂHa. JekoHcmpykyus, yumamel u duasepcus: sudeo u3 0zocnasuu. 15 maa —1 utons 1989,
Artists Space, Holo-WNopk, 1989, c.26.
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in the year, and this relaxed border created public awareness and contributed to the dissolution of restric-
tive the Iron Curtain and Soviet dominance. Berlin was traditionally an entry portal to the West throughout
the Cold War period, making it a destination for artists from all over the Eastern countries. Once the borders
opened, the environment for artists changed drastically. Collectors and curators flooded into the formerly
closed countries, not often visited because of restrictive import/export regulations. The possibility to travel
allowed for a ‘coming out’ for contemporary and experimental art, and the new contacts brought instant
success for many artists. Mostly, it was an opportunity to bring extraordinary creative activity — largely
of a conceptual nature — into the public realm. | attended the Budapest Art Expo 1991, which introduced
several video artists, including the work of Media Research, an active association of media artists who had
planned and hosted the international symposium The Media Art With Us, in April 1990, about the role of
television in the Romanian revolution.?

The most active and earliest use of video in East Europe is generally acknowledged to be in the 1970s.
The first works made in Slovenia, the former Yugoslavia, were by the artist duo Nusa and Sreco Dragan, in
1968° and in Hungary (at the Béla Baldzs Studio, which acquired B/W open reel tape and 1/2 inch Sony or
Akai recorders) in 1976.* Early video production also took place in Poland, and was adopted by filmmakers
when they could no longer obtain film stock, and by performance artists who found video a new way to ex-
plore their actions and a way to send their works abroad (when they could not travel personally). Although
video was practiced in Eastern Europe in the1970s, it was rare and located in the more active capitals of
artistic activity. In general, video arrived in the1980s, when access to equipment, and contact with video
artists in neighbouring countries or the West, provided the conditions.

In the early1980s, international video festivals became popular gathering places for artists from around the
world, namely the World Wide Video Festival in Den Haag®, which was convened by Tom van Vliet; and the
European Media Art Festival® in Osnabrueck, Germany, which began as a cross platform film and video festi-
val in 1981. There were other unique events in the 1980s where Eastern European based artists could see
video works created in the West, and also participate. These programmes were often organized with the
cooperation and support of foreign embassy's and sometimes in association with international film festivals. In
1982, Infermental’s first edition was introduced, a video magazine that profiled works from Eastern Europe’,
organized by Gabor Bédy in Budapest. For many in the West, it was an exciting discovery, and established new
artists for the European media community. The Alternative Film and Video Festival in Belgrade began in 1982,
as a forum for Yugoslav alternative productions (from 1991 until 2003, the festival ceased operation, and
acknowledges that it was the victim of a ‘decade with very few possibilities for alternative’).

In Ljubljana, the International Biennial Video CD was initiated by Miha Vipotnik and Marie-Claude Vogric® in
1983, which established video in a public forum of presentations, performance and discussions in Slovenia.
Belgrade's Student Culture Centre hosted the annual Spring Video Week?® from 1986, which | had the plea-
sure to attend in 1987. Artists throughout the former Yugoslavia were given access to professional video
by the national television in the 1980s, which provided camera operators, editors, and crews for sound and
technical assistance. These works were broadcast nationally on the programme TV Gallery’®, produced by

Dunja Blazevic. Early video productions made with VHS in Yugoslavia were considered ‘amateur’ and not p

2 Budapest Art Expo 15-20 March 1991, Budapest Art Expo Foundation, p 122—-123.

Tomic, Biljana, Deconstruction, Quotation G Subversion: Video from Yugoslavia. 25 May—1 July
1989, Artists Space, New York, 1989, pp 26.

Peternak, Miklos, ‘Cross-chronology: a history of Hungarian video art’, SVC Voce, p. 21
http://www.wwvf.nl/Oindex.html

http://emaf.de/_emaf/index.ph,

http.//www.infermental.de

Tomic, Biljana, Deconstruction, Quotation G Subversion: Video from Yugoslavia. 25 May—1 July
989, Artists Space, New York, 1989, pp 28..

Ibid.
http://kuda.org/en/tvgallery
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B 1976 rogy*). PaHblLue BUAEOKaMepbl MepUOANYECKU UCMO/b30BaNMCh B Monblue, HanpuMep, Koraa y peuc-
CepoB 3akaHuMBaNach NeHKa, a TakXe My3blkaHTaMK1, aKkTEPAMU U1 T.A., CYUTABLUMMU BUAEO HOBLIM CMOCO60M
BbIPaMeHNA CBOMX MAEN, KOTOPbIA K TOMY e MOMET NPOAEMOHCTPUPOBATL MX paboThl 3a py6emoM (eciun
OHM He MOTYT OTNPaBUTLCA Tyaa camu). Ho, TeM He MeHee, co3aaHue Buaeo B BoctouHolt EBpone B 70-e 6bino
fIBJIeHWEeM JOCTAaTOMHO PEAKWUM U HabNoAanoCch TONbKO B KYNbTYPHBIX CTONMUAX. B ocHOBHOM, BUAEOKYbTYpa
nonyymna Wwupokoe pacnpoctpaHeHve 80-x, Koraa ycnoBus Ans Hee 6binv co3faHbl JOCTYNHOCTbIO 060pyao-
BaHWs 1 BbIKM HanaMeHbl NPOYHbIE CBSA3M C BUOEOXYAOMHUKAMU COCEAHUX U 3aNaaHbIX CTPaH.

B Hauane 80-x MedayHapofHble BuAeoGeCTUBANM CTaNN NONYNSPHBIM MECTOM BCTPEYM AN XYAOMHUKOB
CO BCero Mupa, Hanpumep, BcemupHsiti sudeopecmusans B Maare®, opraHu3oBaHHbI ToMoM BaH Biutom, Ee-
ponelickuli pecmusane meduauckyccmaa B OcHabpioke® (TepMaHusa), KOTOPLI HAYMHANCA Kak KpOCCnnaT-
popMeHHbIit kKuHO- 1 BuaeodecTmBanb B 1981 rogy. B 80-x 6binn 1 apyrue yHUKanbHble MepPONPUATUS, Ha
KOTOPbIX XYA0MHUKM U3 BocTouHoi EBponbl MOrnM yBUAETb BUAEOpaboThl, CO3AaHHbIe Ha 3anaae, 1 B KOTOpbIX
OHW MOIM CaMu NPUHATb yyacTve. 3TM NporpaMMbl 3a4acTyio NPOBOAMNCH NPY NOAAEPMKe MHOCTPAHHBIX
nocosbCTB, @ UHOTAA U NPU COTPYAHUYECTBE C MeMAYHAPOAHLIMU KkMHobecTuBansmu. B 1982 rogy bbino npea-
CTaBNIEHO NepBoe M3aaHne MypHana «MHpepmenmarn»’. 3TOT MypHan o BUAEO, OPUEHTUPOBAHHDBIN Ha Npes-
cTaBneHue pabot u3 BoctouHow EBponbl, 6611 co3gaH MNabopoM bogu B ByaanewTe. [insa MHorux Ha 3anage 3To
CTasI0 HACTOALLMM OTKPbLITUEM, @ Ha apeHy eBPOMNEeNCKOro MeaUtHOro COoBLLeCTBa BbILLIM HOBbIE XYAOMHUKH.
B 1982 roay B benrpage 6bin oTKpbIT PecTMBaNb anbTepPHATUBHBIX KMHO- U BUAEOOUNBMOB Kak nioLwaaka ans
I0rOCNABCKOro aNbTepHaTUBHOMO kuHonpoussoacTea (¢ 1991 go 2003 roga ¢pecTmBanb He NPoOBOAMACA, MO
COBCTBEHHOMY MPU3HAHWIO, OH CTaN XepTBOW AeCATUNETUA B KOTOPOM «6bifI0 04EHb Majio BO3MOMHOCTEN ANs
aNnbTepPHaTUBHOIO UCKYCCTBA»).

B 1983 rogy B J/llobnsHe no uHMumaTuee Muxv BunoTHuka 6bina cospaHa MexsdyHapodHas buenHane VIDEO
CD?, woTopas ny6auyHo yTBepanna nosvumm sugeo B Cnosenun. C 1986 roaa benepadckuli cmydenyeckul
yeHmp Ky/lbmypbl NPOBOAUT eerofHbie BeceHHne audeoHedesnu’, rae mye B 1987 nocyacTnmemiock npu-
HATb yyacTue. B 80-x HauuMoHanbHOe TeneBMaeHWe NPefoCTaBUIO0 OTKPLITLIA AOCTYN K NPOPECCUOHANBHOMY
BMAEO0 XYA0MHWNKAM Ha Bcell Tepputopuu bbiBLuei lOrocnaeuu, YTo NpeaycMaTpuBano Takde paboTy onepa-
TOPOB, PelakTOPOB, 3BYKOPEMKNUCCEPOB U TEXHUYECKYIO NoAAepAKy. 3T paboTbl TPAHCIMPOBANUCH Ha BCHO
cTpaHy B nporpamme «TB-zasepes» [lynu bnaesunua'®. Panblue Buaeo B l0rociaeum Bbinyckanoch Ha VHS,
CYUTANOCh «TIBUTENBCKUMY» U HE MOF/I0 KOHKYPUPOBATL C bonee NpopeccuoHanbHoi Npoaykumen. Ho B aeii-
CTBUTE/ILHOCTM, 3TW NepBble, 3KCNepUMeHTabHble paboTbl Ha NONYAKIMOBOM NIEHKE BbINY NPOBOKALIMOH-
HbIMM 1 3axBaTbiBaloLwmmMu. B Poccumn B 1986 roay bbin cospaH camusnaToBCKUi *kypHan «/lapaniencHoe
KuHO»'', a 3aTem B 1987 roay B Mockse npowen nepsbii pectusans Cine Fantom. B 1989 rogy so Bpounase
(Monbwa) Havan ceoto paboty Buaeodectusans WRO'™. Bce 3T MeponpuaTUA GbiiM MOAFOTOBNEHBI, He-
CMOTPSA Ha OYEeHb TAMNSEN0e PUHAHCOBOE MONOMEHNE, U CTANIU PE3YNbTAaTOM OrPOMHOI0 KOJIMYECTBA HOBbBIX
paboT, a Takase pacTyLLero UHTepeca Kk anbTepHaTUBHOMY UckyccTBy. Yake B 80-x BuaeoobopynosaHme no-
CTOSIHHO MOSIBAANIOCH B CTPaHax, rAe OHO paHee 6bIsI0 3anpeLleHo, pacnpocTPaHANIoCh U UCMONb30BaNoch
XyAoMHUKaMK. K KoHLy 80-X rofoB XyA0MHUKM yake NOy4nnu JOCTYN K NOPTaTUBHOM TeXHWKe bonee Bbl-
COKOI0 YPOBHS, @ HENOBTOPUMBbIiA CTUIb, FNY61HA U COAEPMATENBHOCTb UX PaboT BbI3BaNM MeMNSAYHAPOLHbIN
unTepec. B 1989-m npoekT «Budeo u3 l0zocnasuu» 6uin npeactaeneH B Hblo-Mopke B ueHTpe Artists Space
1 B UHCTUTYTE coBpeMeHHOro uckycctea B bocToHe, B pesynbTaTe HECKOJIbKUX NOE3/0K, KOTOpbIE A Npeanpu-
HANA, YTOBbI BCTPETUTLCA C XYAOMHUKAMM U OCYLLECTBUTL CBOM Hay4HbIE UCCNef0BaHNA'>.

lMamepHak, Muknow. CKB03Hasi XpoHo/I02usi: UCMOPUS BeHzepckozo sudeo-apma. SCS voce, c. 21.

www.wwvf.nl/Oindex.html

http://emaf.de/_emaf/index.ph,

www.infermantal.de
Tomuy, Eune:m-la. JekoHcmpykyus, yumamel u duadepcus: audeo u3 l0zocnasuu. 15 mas -1 utons 1989,
Artists Space, Hoto-WNopk, 1989, c.28.

9 Tam xe.

10 http.//kuda.org/en/tvgallery

1 AneliHukos, Mzope. MapanennsHoe kuHo 8 CCCP// KpacHas peiba @ AMepuke: HOBOe He3aBUCUMOe KUHO
u sudeo u3 CCCP. Kypamopsl Mapu Keepe u Wzope AneliHukos. The Arts Company, Cambridge, Ma. 1990

12 WRO 09-13 medua-apm 6ueHHane: pacmywuli 2opod. Kamanoz pecmusans 05-10 2009, Bpoynas, lMone-
wa. 2009.

13 Xoggman, Kamu Ped, kypamop. [lekoHcmpykyusi, yumamel u dusepcus: 8udeo u3 Hzocnasuu. 15 Mas—1 utons
1989, Artists Space, Hoto-Nopk, 1989.
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considered competitive with more professional productions. But in reality, these experimental half-inch
works made with low quality consumer ‘home video' equipment were highly provocative and exciting.
In Russia, Parallel Cinema'’ was founded in 1986, with an underground publication, and then in 1987, the
first Cine Fantom festival was established in Moscow. In 1989, the WRO Festival, was founded as the WRO
Sound Basis Visual Art Festival, featuring various audio visual art forms, in Wroclaw, Poland. Now called the
WRO International Media Art Biennale, it celebrated its 20th Anniversary in May 2009.'

All of the video and media events throughout Eastern Europe were produced under extremely limited
financial circumstances, and were the result of a few dedicated and passionate individuals who per-
severed; a critical mass of new work; and a growing alternative audience (locally and internationally).
Already in the 1980s, video equipment was regularly taken into countries where it was formerly forbidden.
It was shared and used by artists, who worked collectively and individually. By the end of the 80s, artists
could access higher levels of portable equipment, and their unique style, intensity and content, gained in-
ternational interest in their work. In 1989, Deconstruction, Quotation G Subversion: Video from Yugoslavia,
a curated programme of video art was presented in New York at Artists Space, and ICA Boston, a result of
several visits | made to research and meet artists."

The 1990s witnessed a huge new expansion of possibilities for using video and media throughout the East.
In 1991, SVB VOCE™, a large scale exhibition of contemporary Hungarian Video Installations, was the first
comprehensive exhibition of it's kind in the East. Presented in Budapest at the Mucsarnok, curated by
Suzanne Mészoly, it was organized by the Soros Foundation Fine Art Documentation Centre. | witnessed
this successful public presentation of video art in Budapest, and closely linked birth of The Soros Center of
Contemporary Art (SCCA) Network, which was established in Budapest in 1992 with the mandate to estab-
lish centre’s of contemporary art around the most populated Eastern European cities. They were intended
to serve a new, informed international audience, and become the entry point for the young non-official
generation of artists. In general, SCCA's had an open door policy to expand knowledge about local cultural
histories, as well as support artists interested in video and new technologies. Curators travelled to the
East, and artists traveled to the West, all under the support of the SCCA. Many artists were supported with
their first travel grants, and catalogue production. Likewise, many video works were funded, exhibited and
archived by the regional SCCA organizations.

Video became widely used by artists, and alongside film festivals who would present video art, like Berlin,
Oberhausen, and Rotterdam. Dedicated video art festivals continued to emerge to present the work of
Eastern European artists. In the 1990s festivals were created in the many ‘new’ countries of the former
Eastern Europe. In 1993, the 0STrananie Festival’® was orgaised by Stephan Kovats, primarily to profile
video from Eastern Europe. It was held in Dessau, at the famous Bauhaus in the former GDR*. It was a bien-
nial with two additional gatherings, in 1995 and 1997. Another significant event, The Next Five Minutes,’®
was first held in Amsterdam, in 1993. It focused on tactical television, which included contributions about
the sometimes violent changes in the Eastern European political landscape, and broadcast. In 1994, Meta
Forum'” was launched in Budapest, organized by Geert Lovink, Diana McCarty and Janos Sugar. This festival

took place at the very beginning of Internet access, and it focused on community, CD Rom and interactive »

11 Aleinikov, Igor, ‘Parallel Cinema in the USSR,”, p 7—11, in Red Fish in America: New Independent Film and
Video from the Soviet Union, Marie Ciere G Igor Aleinikov, curators. The Arts Company, Cambridge, MA. 1990.

12 WRO009. 13th Media Art Biennale: Expanded City. Festival catalogue 05-10.05.2009. Wroclaw, Poland. 2009

13 Huffman, Kathy Rae, Curator. Deconstruction, Quotation G Subversion: Video from Yugoslavia.

25 May—1 July 1989, Artists Space, New York, 1989.

14 SVB Voce: Contemporary Hungarian Video Installation — exhibition in the Miicsarnok/Kunsthalle
Budapest, 1991 — ed. Suzanne Mészély.

15 0STrananie 93 announcement archived: http.//www.projects.v2.nl/~arns/Archiv/0s rmt1093.htm
16 Tactical Media, the Second Decade. Preface to the Brazilian Submidialogia publication Geert Lovink,
October 2005. 9

17 http://www.mrf.hu/mf94.html

Bupeoapt LleHTpanbHoii u BocTouHow EBponbl nocne nagetus bepnuHckoi ctenbl /1989—-2009/




TRANSITLAND TEOPUSA: K3t P3n XodpdmaH

B 90-x no Bce BocTouHoi EBpone npon3oLwno 3HauuTebHOE paclUMpeHne BO3MOMHOCTEW ANiA pasBUTUA
BMAeo n Meanauckycctea. B 1991 rogy npowna MaclutabHasi BbIcTaBKa COBPEMEHHbBIX BEHIepPCKUX BUAEO-
uHcTannaumn SVB Voce'®, ato 6bino nepsoe Meponpuate Nnoao6Horo Maclutaba Ha BocToke. OHa 6bina op-
raHusoBaHa B byganewTe, B BoicTaBo4HOM 3ane MiouapHok. Ee kypaTopom ctana Cio3aHHa Mecoi, a opra-
HusaTopoM — LleHTp aokyMeHTauum nsobpasutenbHbix uckycctB @onaa Copoca. Al bbina cBupaeTenbHULEN
3Toro cobbiTnsa, kak 1 poxaeHus Copocosckon cetn LlenTpos coBpeMeHHoro uckyccrea (SSCA), koTopas
6bina co3gaHa B bypanewTe B 1992 rogy. OcHoBHo 3agayen Toraa 6bino co3faHve LEHTPOB COBPEMEHHO-
ro UCKycCTBa BO BCEX KPYMHbIX BOCTOUHOEBpPONenckux ropoaax. OHW JONMHbI CTaTb ANs MeMAyHapoaHoM
ay[AMTOPUM OCHOBHBIM CPEeACTBOM MH(pOPMALMK, & ANSt MOJIOAON0 HEMPU3HAHHOTO MOKOJIEHUS XYAOMHNKOB
— OTMPAaBHOM TOYKOW, UCTOYHMKOM KOMMepYecKoi nogaepaku. B LeHTpax nmpoBogunacb NOAUTUKA OT-
KpbITbIX ABEPeW C LeNblo pacluMpeHus 3HaHUI 0 HALIMOHANBbHOW UCTOPUM U UCTOPUU KYNbTYpbl PasfIMUHbIX
CTPaH W NOAAEPMKM XYA0MHUKOB, 3aMHTEPECOBAaHHbIX B paboTe C HOBbIMU BuaeoTexHonoruamu. Kypatopsbl
e3aunu Ha BocToK, a XxyAoMHUKN — Ha 3anag, 1 Bce 3TO NpU NOAAEPMKe COPOCOBCKUX LIeHTPOB. MHOMUM
BugeopaboTam 6bifia 0KkasaHa 3HauUMTEbHAs NOAAEPMKKa.

BupeoTexHonornu WMpoKo UCMoNb30BaNUCh XyA0MHUKAMU, U HAPAAY C KMHODECTUBANAMU, NPOAOAMKANN MO-
ABNATbCA $pecTUBanu BUAeOapTa, AEMOHCTPUPOBaBLLKME paboTbl XyaoMsHUKOB 13 BocTouHoi EBponbl. B 90-x
6bInM opraHW3oBaHbl pecTUBANU B PasfIMYHbIX «HOBbLIX» CTpaHax 6biBlwelt BocTouHoi EBponbl, 0cobeHHO
B cTpaHax bantuu. B 1993 roay 6bin cosgaH dectusanb «0CTpaHeHue»'® CtepaHa Kosaya, ana npeacras-
neHus paboT M3 BocTouHOeBponeincknx ctpa. O npoxoaun B [leccay, B 3HamenuTom bayxayce (6biBas
[P) kak 6ueHHane, ¢ 4onosHUTENbHbIMK MeponpuaTuaMu B 1995 n 1997 rogax. [pyrum sHaunTenbHbIM
cobbiTeM ctan pectusans The Next Five Minutes’®, Bnepsble nposegeHHbit B AMcTepaame B 1993 rogy.
OH 6bin MOCBSALLEH TAKTUYECKUM MeAMa, Tak YTO NpeAcTaB/eHHble paboTbl 0TPaManu peskue nepeMeHbl Ha
nonuTUYecKon apeHe B cTpaHax BoctouHoit EBponbl, 1 TeneBewanuto. B 1994 rogy B byaanewTe 6bin cos-
naH «Mema @opym»'’, opraHusoBaHHblit FepTom JloBuHkoM, naHon MakkapTi u fiHowowm Lyrapom. 3tot
dectuBanb crapToBan, koraa NHTepHeT ToNbKo HauYMHaN pa3BUBATLCS, MO3TOMY €ro rnaBHO TeMoli 6binu
nHTepHeT-coobwectso, CD ROM, nHTepakTUBHbIE MeaWa U KyNbTypHas MONUTMKA. 3TU aKTyanbHble TEMbI
aKTMBHO obcywpaanuck. B 1996 roay B Pottepaame B ueHTpe V2 npowen [onnaHdckul gecmusans snek-
mpoHHeix uckycema (DEAF). 3pecb 6bina npeacrasneHa nporpaMma «Meduaapm 6 BocmoyHol Eepones,
B pPaMKax KOTOpOii KypaTopbl, NPOAIOCEPbI U XYAOMHUKM PAcCKasbiBanyu CBOI UCTOPUIO U NPeACTaBAANU
nokasbl Bbl6paHHbIX pa6oT'®. B pamkax dectuBans 6bina cosgaHa 6a3a gaHHbix «CuHdukam»'d — cnncok
pacchbiikK, B KOTOPbIW BOLL/M XY[OMHWKN U3 pa3nnyHbIX cTpaH BocTouHoit EBponbl, Ans Toro, Ytobbl noA-
[lepAu1BaTh AMAnNor no 3/1eKTPOHHO NouyTe.

B 1991 rogy B cTpaHax 6biBLwen lOrocnaBuu Hayanca Aonruil Nepuos 0MecToueHHOM BOMHBI 3@ HaLMoHanb-
Hble MHTepeckl. CnoBeHns u XopeaTtus 6biin nepebiMu B bopbbe 3a HE3aBUCMMOCTb U CYBEPEHUTET OT cepb-
CKOW opucankumn, Ho 1 Makenonus ¢ bocHuein n MepuerosuHon Bckope nocnefoBanu ux npumepy. [asHue
npeApaccyAkn 3THUYECKUX FPYNM U HaLMOHaNbHOCTEeN 06YCNOBUAN CTPALLHbIE COBLITUA 3TON BOWHbI U CTanK
MPUYUHOI B3aUMHON BPaMsaebHOCTM pasfUYHbIX 3STHUYECKUX rpynn 1 coobulecTs. KoMnakTHble HebonbLune
undpoBble BuAeokamepbl, nosismsunecsi B 1989 1 nepeBepHyBLUME BUAEOKYNLTYPY Ha 3anaae, akTUBHO UC-
No/b30BaNNCh XYAOMHUKAMU, MYPHANUCTaMU U 06bIYHBIMU NtobMU. C MX NOMOLLBbI AENCTBUS aKTUBUCTOB
MOr/M 6bITb 3310KYMEHTUPOBAHbI U UCMONIb30BaHbI 419 PACNPOCTPAHEHUSA Yepes TeNleBeLlaHne Ui UHTEpHeT.
KacceTbl HebonbLIoro popmaTta MOMHO 6bi10 Nerko nepeaaTb U3 30Hbl KOHPNUKTOB. Buaeo cTano 0CHOBHLIM
CPeACTBOM, GUKCMPYIOLLMM UCTOPUIO BOEHHBIX COBBITUIA U pacckasbl Ntofieil, MONaBLUKX MoJ, NepeKkpecTHbIN
oroHb. B 1996 rogy B HoBu-Cage Hayan cBol paboTy exserofHblit MedayHapoaHbIi ¢pecTuBanb BUaeoapTa
Videomedeja®. 31o 6bino nepeoe MeponpusTHe, NPOBOAUMOE B XOA€ 4EMOHCTPaLUuUM NpoTecTa NpoTUB BOM-
Hbl, 3THUYECKMX 3a4ncTok B bocHum n cankuum CLUA oTHocutenbHo HoBu-Caga v benrpapa. ®ectuBanb anb-

14 SVB Voce: cospeMeHHas seHzepckas 8udeo-uHcmannayus. Beicmaaska 6 3ane MioyapHok, bydanewm,
1991. Ped. C. Mecod.

15 Apxus aHoHca pecmusans 1993 a. http://www.projects.v2.nl/~arns/Archiv/0st93/prmt1093.htm

16 Takmuyeckue Medua: emopoe decssmunemue. [Ipeducriogue K nybukayuu 6 pamkax bpasuseckol Cybmudua-

noeuu, epm Jloaurk, okmsabpe 2005, http.//laudanum.net/geert/files/1129724590
17 www.mrf.hu/mf94.html
18 Apxue oH-naliH http://framework.v2.nl/archive/archive/node/event/.xslt/ nodenr-1631

19 epm JlosuHk. Mybokas Espona: ucmopus ba3el daHHeix «CuHdukam». €.282, znasa 20.
20 http://videomedeja.org/en/archiv
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media, and cultural politics. There were lively topics addressed and discussed. In 1996 the Dutch Elec-
tronic Arts (DEAF) Festival at V2 in Rotterdam, presented a programme, Media Art in Eastern Europe, where
curators, producers and artists contributed their histories, and presented selected screenings.'® At this
event the Syndicate’® was created, a mailing list bringing together artists from around the East European
countries, in dialogue over email.

In 1991, the countries of the former Yugoslavia entered a long period of bitter war and national self-
interest. Croatia and Slovenia were first in the struggle for independence and sovereignty from Serbian
jurisdiction of Yugoslavia, but Macedonia and Bosnia and Herzegovina were soon to follow. The longstand-
ing prejudices among the ethnicities and nationalities were the rationale for horrific military incidents,
and embattled communities. Small digital camcorders, introduced in 1989, and as new tools for activists
had revolutionized video in the West, were used by artists, journalists and ordinary people. They allowed
activist activity to be recorded, and sometimes broadcast. The small format tapes could be hand carried by
travelers, and were sent out of conflict zones, telling stories from personal perspectives. Video became the
primary method of telling the stories of war, and gave voice to the people caught in the crossfire.

Videomedeja® began in Novi Sad in 1996 as an annual international festival of video art. It's first festival
was held during the demonstration marches against the war and ethnic cleansing with Bosnia, and the US
sanctions between Novi Sad and Belgrade. Diana McCarty and I, the only foreign guests (brave enough to
travel to the festival) cheered the arriving demonstrators when they arrived to Novi Sad, and with about
3,000 people gathered in the town square, collectively watched a single monitor, that screened the video
footage just filmed in Belgrade. The Alternative Film and Video Festival?’ in Belgrade restarted in 2003,
and continues today. An important media communication from Belgrade was the alternative voice of radio,
B92%. Active throughout the 90s, it broadcast under the radar of the authorities until 1999 when the sta-
tion was (temporarily) closed down. B92, a community of media activists, transmitted by Internet, regu-
larly giving news on the anti-war demonstrations, and the desperate living conditions during UN sanctions.
Today, it is an online information portal about Serbia in English. Nearby, SEAFair?’, or Skopje Electronic Arts
Fair, held annually from 1997 to 2002 in Macedonia, focused on topics of geography, science and technol-
ogy, and was organized by SCCA director Melentie Pandilovski. Artists from around Eastern Europe were
invited for technical workshops and discussions, performances and demonstrations.

At the millennium, discussions around issues concerning Nationalism, ethnic identity, military war crimes,
privatization, retribution, and legal compliance to qualify for membership in the EU, dominated the news in
the West and throughout Central and Eastern European countries. The complexity of the economic, politi-
cal and social status for individuals, along with specific national issues, are portrayed in many of the vid-
eotapes in the Transitland selection. Video, a powerful tool for communication, allows for alternative and
individual viewpoints. It is also a medium of contention. The specific issues of the various conflicts around
the emergence of political independence in Eastern European are vast, and beyond the scope of this text,
but they have left a mark on the individual lives of artists. To even attempt to describe the scope of video
activity and give a brief history, in such a short space, is both an unfair task and is incomplete.

The Video Selection for Transitland:

To overview works from 24 countries, with different political histories, languages, and ethnic backgrounds
was a daunting challenge for the jury. There were no categories set up beforehand, no quotas to meet, and

no clear advance predetermined view how the works would become a cohesive programme. The guidelines »

18 This event is archived online at: http://framework.v2.nl/archive/archive/node/event/.xslt/nodenr-163 1
19 Geert Lovink, Deep Europe: A History of the Syndicate Network, p. 287, Chapter 20. Routledge, 2006, 418 pp.
20 http://videomedeja.org/en/archive

21 http://www.alternativefilmvideo.or

22 http://en.wikipedia.org/wiki/B92

23 http://seafair.scca.org.mk/99/
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TEpHaTMBHOIO KMHO W BUAEO 6bin Bo3o6HOBNEH B benrpaae?' 8 2003 roay, u AeicTByeT no cen AeHb. Takwe
BaMHbLIM UCTOMHMKOM MHbOPMaLUmn u3 benrpaga 6bino anbTepHaTBHoe paamo B92%. Ha nportamenuu 90-x
OHO BeLano B TaiHe oT BnacTei Bnnotb 4o 1999 roga, koraa craHuma 6bina (BpemeHHo) sakpbiTa. Paguo-
cTaHums B92 — coobLiecTBo Meana-akTMBUCTOB, NepefaBana MHGopMaLmio Yepes MHTepHeT, perynapHo aa-
Bas CBOAKM 06 aHTUBOEHHbIX AEMOHCTPALMSAX, @ Tak¥e NOoAPO6HOCTH yMKaCaOLLMX YCNOBUI MU3HU B TeYEHHe
cpoka geuncteus caHkuun 00H. CeroaHa 3To MHTepHeT-nopTan o Cepbumn Ha aHrnuinckoM ssbike. C 1997
no 2002 roa B MakeaoHun B MakeaoHun npoBoaunack eerogHas SEAFair”® wiv «CKoneeackas spMmapka
3/1eKMPOHHbLIX UCKYCCMB» N0 BONPOCAM Hayku U TEXHWUKU, OopraHu3oBaHHas MeneHTvuem lMaHaunoBcku.

B KoHUe Tbicayenetus B HOBocTAX 3anagHoi, LieHTpanbHoii u BocTouHoit EBponbl YacTo o6cyaanuch Tembl,
KacaloLMecs HauMoHanM3Ma, STHUYeCKON MAEHTUYHOCTM, BOEHHBIX MPECTYMEeHUN, BOWH, NPUBATM3aLMK, BO3-
Me3aus U cobnlaeHns NpaBOBbIX HOPM [N TOro, YTo6bl NpeTeHAoBaTh Ha YneHcTBo B EC. CnoXHOCTM 3Ko-
HOMWYECKOro, NOIUTUYECKOr0 M COLMANbHOMO CTaTyca MHAMBMAA, @ TakMe crneunpuyeckme HaUMOHaNbHbIE
npob6nembl 3aTPOHYTHI BO MHOTUX paboTax U3 konnekumn « TpaHaumsieHd». Buieo — MOLLHBIA MHCTPYMEHT 06-
LLEHUA, KOTOPOe AaeT BO3MOMHOCTb BbIpasuTb aflbTePHATUBHbBIE M YACTHbIe TOUKK 3peHus. M 3To Takae npo-
CTPaHCTBO Ansa auckyccun. KoHKpeTHbIe BOMPOCHI, pa3/iiHble KOHGIMKTLI BOKPYT NOABIEHUA NONUTUYECKON
HesaBMCUMOCTM B cTpaHax BocToyHoi EBponbl orpoMHbl U BbIXOASAT 3@ paMKkK 3TOM0 TEKCTA, HO OHU OCTaBUM
HacTO/IbKO BONbLLOI Cef B MMU3HW HEKOTOPBIX XYA0MHUKOB, YTO AaMe NOoMbITKa HanNucaTb KPaTKyK UCTOPUIO
cdepbl BUOeoapTa 3a TakoW He3HAUUTENbHbI NPOMEMYTOK, CTAHOBUTCS 6€CMNOMOLLHON U HEMOJHOW.

Konnekuusa Bugeoapta «TpaH3uTneHa» — noabopka:

Cpenatb noabopky paboT M3 24 cTpaH C pasHoii NONIUTUYECKON UCTOPUEN, A3bIKaMU U 3STHUYECKOW CoCTaB-
naowen — 3agada Henpocras. 06uiee Mesay XyAoMHUKamu (M X NPoU3BEAEHNUAMM) 3TO COBCTBEHHOE
MHEHWE W aNibTepHATUBHbIA B3rnag Ha paboTy MOMUTUYECKON «MalUMHbI» B UX CTpaHax, a TakMe crno-
cO6HOCTb OTPasUTb MU3Hb CBOEW CTPaHbl B Mepuoj nepexoda k kanuTanucTuyeckoin Mopenu. U paxe
cneunduyeckmii KMop, KOTOpPbI «y3HaBaeM» B Pa3fINYHbIX KyNbTypax. M3HavanbHO, paboTbl MOMHO pas-
[eNuTb Ha YeTbipe kaTeropuu: «MeppopmaHc», «KoHUenTyanbHoe UCKYCCTBOY», «[JOKyMeHTaNbHOe KUHO»
1 TO, YTO A Ha3blBal «APTMCTMYECKAA BOJIbHOCTbY (B TOM YMCNe aHUMAUMA, My3blka, TeaTp, Noasusa).
HeKkoTopble U3 paboT BnucbiBalTCA B 60nee YeM 0AHY KaTeropuio.

MepdopMaHc

NepdopmaHc — TpaanuMoHHasA Gopma aBaHrapAHOMO UCKYCCTBA, 6biN 4OBOMLHO NonynspeH B BocTouHoi
EBpone. OH 60raT UpoHUEl U MOMET BbITb CHAT JOBOJILHO MPOCTO: XYAOMHUK CTOUT Neped Kamepoil (1 Tem
cambIM Ny6/IMKoM) U BbIpaMKaeT CBOE MHEHWe M0 KakUM-MB0 BOMPOCAM JIMYHOTO XapakTepa. TakMe BO3-
MOMHO y4acTue rpynnbl NOAENA, KOTOpPble PasbirpbIBAOT Kakyl-HUOYAb CUTYALIMIO UK e pearupyloT Ha
[aHHbIe XYA0MHUKOM YKasaHus. B nepdopMaHcax, BKIIOUEHHbIX B apXuB «TPaH3UNeHA», BaMeH LUMPOKWIA
CMeKTp AEATENbHOCTH, @ TAKME UHTEPBEHLIMM, NPEANPUHATLIE XYA0MHUKAMM.

MepdopMaHchl, 3aTparnBaloLye BONPOCHI MOAUTUHECKON U KYIbTYPHOW CTPYKTYPbI BNACTU 06bIYHO MHOMO-
3HauHbl, @ MHAMBUAYaNbHbIE — 0YeHb rNy6oku No cBoen coaepaaTtenbHocTu. MopaaHa AHgenuk-Tanuy
(BochHusa u MepuerosuHa) MapLUMpyeT B 0AWHOYECTBE MO MYCTbIHHOW AOPOre C 0Xankon 60blunMX Gpnaros,
KaMblll U3 KOTOPbIX HAMOMWHAET 0 NpeabliayLLe NpaBsLLeit NapTun B cTpaHe. B pabote «MaHTpa» HeT Hu-
Kakoil ayauMTopuu, koTopas Morna 6bl pykonneckatb ee 6opbbe. Meppopmarc UsaHa Moyaosa (Bonrapus)
NpoXoAuT Ha Nybnuke — nepeogeBLMcb B GopMy 60/IrapcKoro NonLEencKoro, OH peryampyeT aABUMeHne
Ha 0MUBNIEHHOM aBCTPUItCKOM nepekpecTke. HesHakoMas dopMa Bbi3bIBaeT y Nlogei HeKoTopoe 3ameLua-
TeNbCTBO, NpeMae YeM ero yeoaaT («KoHTponb aABuMeHusa»). MapTu 3et (Yewckan Pecny6nuka), Hanpo-
TVB, paboTaeT HeMmoCpeACTBEHHO HAa KaMepy, MeAJIeHHO MpeBpaLlasch B KNOYHA BO BpeMs TenepoHHOro
pasroBopa 0 TOM BPEMEHU, KOrAa oH »un ynuue Mapkca («KpacHbiilt nana»).

MHorue MKEHLLUUHbI-XYAOMHUKN UCCnenyrT nepen KaMepoﬁ MEHCKYH NWOEHTUYHOCTb U CBOK Cuny. BbICTy'

nnenve Enenbl KosbinuHoi (Poccus) nokasbiBaeT cuny pycckoit aeHwwuHbl. Ee neppopmanc «Banbe» — p

21 www.alternativefilmvideo.org
22 http://en.wikipedia.org/wiki/B92
23 http:, ir, rg.mk,
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for selection were clearly stated, that representation of the countries established by the EU as Central and
Eastern European would be achieved; the dates of production must be observed; that only single channel
video would be considered; and that inclusion of artists from not only the larger more sophisticated cen-
ters of video production, but also those from the newly emerging countries, with artists’ whose voices are
rarely heard, would be made. Content was the key issue for selection, and the jury agreed to look favour-
ably at works that reflected the social and cultural events, ideas and responses, to the specific period of
transition (1989-2009). Many excellent works were nominated and reviewed that fell outside the content
guidelines for transitional reference, and therefore not included. Nevertheless, all works were reviewed
and discussed, making the selection process an active and rewarding experience.

It was only after the final selection was made that an analysis and overview of the Transitland juried selec-
tion could be attempted. This overview emerged as a response to the works themselves (not from a preset
curatorial position), and is a personal response, but one based on the discussions and opinions of the jury
members. What each of the works share is a strong, individual voice, expressing an alternative message
from the political ‘machine’ of their country, and the ability to portray specific aspects of the transition to-
wards European (capitalist) culture within a contemporary, artistic framework. There is humor, which can
be recognised cross-culturally, in many of the works and there is also sorrow and loss. There is an overall
willingness, even an eagerness, to observe and create new narratives. Primarily, as a systematic process to
begin a deconstruction of the selection, | have arranged the works into four main categories: Performance,
Conceptual, Documentary and what I'll term Artistic License (including animation, music, theatre, poetry).
Many of the works fit into more than one category, and are structurally complex, but I've attempted to
locate the dominant feature of each work, to give at least a starting point for further discussion.

Performance

Performance is a traditional form of the avant-garde, and understood throughout Eastern Europe. It is rich
in irony. Performance can be as simple as the artist standing before the camera (her audience) and facing
personal issues. It can also be the organization of people, who become actors to perform or to react to
instructions with certain parameters, set in place by the artist. What is important about the performance
works included in Transitland, is the variety of style, the scale of artistic activity, and the numerous politi-
cal interventions created by artists.

Performance works that challenging the political or cultural power structure are created in many ways,
and individual performances are the most intimate. Gordana Andjelic-Galic (Bosnia and Herzegovina)
marches in isolation, on a deserted road, and fumbles with an armful of large flags, each one represent-
ing a past ruling government of her country. There is no audience to applaud her struggle in Mantra; lvan
Moudov (Bulgaria) performs in public, dressing as a Bulgarian Policeman, conducting traffic in a busy
Austrian intersection. The unknown uniform causes some confusion before he is carried off, in the work
Traffic Control. Martin Zet (Czech Republic), on the other hand, performs directly to the camera, evolving
slowly to become a clown while relating the telephone conversation he has had about living on Marxova
Ulice (Marx Street) in Red Daddy.

Facing the camera to reveal strong female identity is the concern of many female artists. Elena Kovylina
(Russia), exemplifies the strength of Russian women in Waltz. Her performance is an endurance test of
her capacity to drink shots of vodka, and initially she appeals to the audience to applaud her, but when
her ability to remain standing falters, she becomes pathetic and hopeless. Vodka, which at times has been
more available than clean water in Russia, is a social reality that signifies camaraderie. Hajnal Nemeth
(Hungary) places her performer on the highway, confidently and in very public view, in Striptease or not?
The stretch of highway leading into Budapest from Vienna is also known as an active pick-up spot, for truck
drivers looking to find women for sex. The evolving role of women in transitional society is questioned by
the artist. Kai Kaljo (Estonia) explores her position as artist within the changed conditions of predatory
capitalism in Loser. It is a test of her integrity to continue to announce her attributes. Natalija VujoSevic
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npoBepka OpraHU3Ma Ha MPOYHOCTb C MOMOLLbI0 BOAKK. M3HaYanbHO OHa 06paluaeTcs K ayauTopuu, Ho
Korna ee cnoco6HOCTb CTOATb Ha HOrax UCCAKAeT, repOMHA CTAHOBUTCA 6eCNOMOLLHOI U dankoil. Bogka,
koTopas nopow B Poccuu 6bina 6onee 4OCTYMHA, YeM YMCTasA BOAA, OTPAMKAET COLMANbHYI0 PeanbHOCTb To-
BapuwiecTBa. XaitHanb Hemet (BeHrpus) oTnpasnifieT CBOK repoMHIo Ha Wwocce B paboTe «3ITo CTPUNTU3 M
HeT?». YuacTok goporu, Begyluei B byaanewt us BeHbl n3BecTeH, kak MecTo Ans Cbema, 34eCb BOAUTENU
TPY30BMKOB ULLYT cebe KEHLMH Ha HOYb, M 3TO AEMOHCTPUPYET ABOICTBEHHOCTb MEHCKOM pou B o6Lue-
ctee. Kait Kanbo (3cToHMA) — paccMaTpuBaeT CBOE MONOMEHUE Kak XyAoNsHUKa B paboTe «HeyaauHuuar.
370 UcrbITaHMe ee YeCTHOCTH U cNocobHOCTH roBopuTh o cebe. Hatanua Byitowesuy (YepHoropus) paccka-
3bIBAET KaMepe 0 CBOel TalHoM CTpacTH B neppopmMaHce «Po3oBan ucnoBedb». B Kaxaoi us aTux Bugeopa-
60T XyA0MHWKMN NbITAKOTCA YECTHO COOBLUMTL 3pUTENI0 CBOK YacTb NPaBAbl, @ TakMe NPoAeMOHCTPUPOBATbL
TO, U3 Yero CKNafAbIBaeTCsA UX COBCTBEHHAA PeanbHOCTb.

B cBoeM neppopmance «f — Munuua Tomuu», XyaoHuua us Cepbuv packpbiBaeT Npo6aeMbl caMonaeH-
TudMKaumu. Pabota uniloCTpUpyeT CyTb MONUTUYECKO-3THUYECKUX YUCTOK, Tak Kak OfHA HaLMOHaNbHas
NPUHAANENHOCTb «MOYeMY-TO» NMpecieayeTcs, a Apyras «noveMy-To» y Bnactu. bopaxa Pocca (bonrapus)
B «JlyHe 1 conHue» pacckasbiBaeT 0 60/u, N06BM U CTPaAaHWW, NPOBOAA 3pUTeNei Mo NabUpUHTY CBOWX
NIMYHBIX YYBCTB, TECTUPYA GoNEBble MOPOrY U TOYKM BbICLLEro HacnaMaeHus. Oner Maspomattu (Poccus)
co3gaeT cBoW BuaeonepdopMaHC Kak CaMOCTOATe/NIbHOE Npou3BeeHne UCKyCcCTBa — ero pa6oTa «Mocnea-
HA CTBOPKa» AEMOHCTPUPYET CaMble COKPOBEHHbIE TaliHbl bopsHbl Pocca.

MpobneMbl uccnefoBaHUs OKpyMaloLLen cpefbl, @ TakXe NPOH3UTENIbHAA peyb aBTopa 3ByYaT B nepop-
MaHce «06pasuosbit ropoa» Kanuu JaH (PyMblHua). B aToM cueHudeckoM neppopmaHce MCrnonb3yercs
TPaAMUMOHHBIN GONBKIOPHDBINA NepcoHaM WyTHUK Makana (Npoctak, 06MaHwWwK). UcnonHuTenb B3sanmeaet
Ha CMKHY OBEPb W XOAMT MO PasfMYHbLIM KBapTanaM byxapecta (B To e Bpems MokasblBas UX 3puUTeNio).
HapogHas nerenfa npuobpeTtaeT HOBbIW CMbIC/ B COBPEMEHHOM WUCMOIHEHUU. [1Bepb CUMBONU3UPYET «3a-
KPbITOCTb» UNU «HEBMELLATENbCTBO B YyMMe fena». 3TO 04YeHb XOPOLUMIA COBET, eCiM paccMaTpuBaTb
ero B KoHTekcTe obuiecTsa noaasneHus. Mape Tpanna (3cToHusa) BOCNPOU3BOAMT 3MNNU30A U3 CO6CTBEHHOMO
netctBa. B «BaneHkax» oHa pacckasbiBaeT 0 CBOEM NpeAcTaBNeHUM X0NI04HOW BOWHBI, CBA3aHHOM C 3anafHbl-
MU CTepeoTMnaMu BOCMpUATUA pycckux. Haaes BaneHkuW, oHa rynseT no yauuaM 3anajgHoro ropoaa, Mso-
6paan kpecTbsHKy. BMecTo Toro uto6bl NpMBNekaTb BHUMaHWe, OHa CTAHOBUTCS HEBUAMMOW U He npea-
CTaB/AET HUKAKOM OMACHOCTW B KayecTBe MonMTUYeckoro spara. MapuaHa Baccunesa (Bonrapus) Takake
uccneayeT okpyMkalowmin ee Mup B Bugeopabote «[lHeBHUK». OHa Ha owynb UccneayeT Menkue getanu
ropoaa, 370 04eHb YyBCTBEHHbIN, NUYHLIN METOA HabnoaeHus.

BsanMopeiicTBue Meay MCMONHUTENAMK obecneynBaeT AOMOJHUTENbHBIA YPOBEHb ANCKYpPCa M co3aaeT bes-
JINYHbIE OTHOLLIEHUS CO 3PUTENIEM, KOTOPbIN MO3ULIMOHUPYETCA TONbKO Kak cBUAEeTeNb NponcxopsLiero. CoHa A6-
rapsH (ApMeHUs) BLIBOAWT Ha CLIEHY ABYX repoeB, KOTOpbIe, B ee 6e3bIMAHHOI paboTe, 06LLaoTCA Apyr C APYroM
kak aetu («bes HasBaHuA»). UX meTckas MaHepa HamoMuHaeT o npobjeMax HaMBHOCTM M COLMAsbHON He-
npucrnocobneHHOCTU B 3M0Xy BHEAPEHUA HOBbLIX KyNbTYpPHbIX Tpaauuumii. [laH AkocTbioaine u 3HH BoanHcku
(PyMbIHMA) KPYMHBIM MIAHOM MOKA3bIBAIOT MYyMKUNHY W AKEHLLMHY, KOTOPbIE 06HUMAKTCA B HAAETbIX Ha roJIoBbI
BA3aHbIX Wnemax. Hnkakoro ananora He Tpebyetca AnsA NoHUMaHWA «CyTu TeKyLIMX COBbITUIN», KOMMEHTU-
pytowmx Hacunme. epou Azzoro (Monblwa) B ero pabote «Bce yake caenaHo» [aloT KMOPUCTUYECKUIT OTBET HA
BOMpPOCH COBPEMEHHOW Xy0MeCTBEHHON NpakTuki. fanb bapTaHa, nspannbckas XyaoadHuLUa, paboTatoLias
B MonbLue, noctaBuna «Mapbl-KowMapbl» Ha NYCTOM CTaauoHe BapLuaBbl, NpeanoMuB MonogeMu u akTepam
BbICTYNUTb € peybto CnaBommnpa CepakoBckoro o Bo3BpalleHuu B Monbluy Tpex MunnuoHos eBpees. [aBen
Bpauna (Pecny6nvka Mongosa) nonpocun cBoto MaTb NPUroTOBUTL HaLMOHasbHbIE 6111043, @ NOTOM OTMPaBu
UX Yepes rpaHuLly Ha OTKpbITUE CBOEM BbicTaBkM («EBponalHC kenTepuHr»). 3ta pabota oTpaaet obLiyio
NpaKTUKY WCMO/Ib30BaHWA MeMAYropoAHbLIX aBTOBYCOB NS Nepefayu poACTBEHHUKAM MPOBU3NK W BELLEW.
0aHoit M3 Hanbonee cnoMHbIX paboT cTan neppopmatc TaHu Octomny (Cepbus) o 3aknoueHnm 6paka c KnemeH-
com lonbdom (Fepmanun). B ceoem «lepexope» TaHs Brepsble BcTpeyaet Knemerca B benrpage. OH otBeTMR
el Ha UHTepHeT-06bABNEHMe 0 Noucke Myaa U3 EC ans nonyvenna nacnopra. 31a 04HOBPEMEHHO YacTHas
1 ny6nnyHan UcTopun 3akaH4MBaeTcs ee nepeesaom B FepMaHumio.

MNeppopmaHc Kak nybnuyHoe MeponpusiTue, SBNSETCSA BbipadeHWeM 06bIYHON, MOBCEAHEBHOW MU3HU, KO-
TOPOI MMBYT Ntoan Bo BceM Mupe. B BocTouHoi EBpone neppopmaHchbl 06b14HO 3aTparnBaT nonuTMYeckne
Bonpocbl. OHM MOryT ocyLlecTBAATbCA B YOPMe «X3MMNeHWHra» — Hanpumep, «B ropoae» AHHbI AHUMLLKMH-
fipoc (Monblua); rpynnoBoit MHTEPBEHUMK, Kak B «[leMoHcTpauumny» rpynnel PAEK n Omutpus M'ytosa (Poc-
cusa) unu akumm, kak y Haau Llynykuase (Fpyausa) B oMopucTyeckom «MMHe Mpyaumn», rae rMMH UCTONHSA-
etcs Ha lnowaaun EBponbl.
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(Montenegro) tells the video camera her secrets and reveals her private passions, in the performance Pink
Confession. Each of these video works is an honest attempt to communicate a social truth and daily reality,
and the conditions that inform artistic expression.

Milica Tomic (Serbia) discloses the pain of identity with her performance | am Milica Tomic. The work
exemplifies the essence of political ethnic cleansing, as one's identity is ultimately ‘why’ someone is per-
secuted, and ‘why’ another is in power. Boryana Rossa (Bulgaria) conducts another discourse on pain, love
and suffering in The Moon and the Sunshine. An insight into her deeper feelings, the performance tests her
threshold of pain and pleasure. Mavromatti Oleg (Russia) creates a performance video as a work of art in
it's own right, with The Last Valve, a piece that demonstrates Boryana Rossa's most intimate work.

The investigation of the environment, and a keen personal reference, concerns Calin Dan (Romania) in
Sample City. This staged endurance performance brings to life a traditional folk character, Pacala (the
simpleton, the deceiver). The performer, who carries a door on his back while walking around in the various
quarters of Bucharest (and meanwhile gives the viewer a tour) represents this folk legend as a modern day
hero. The door being the symbol for ‘closing it behind you, or ‘minding one's own business'. Good advice in
a repressive social context. Mare Tralla (Estonia) re-enacts her childhood curiosity. Her Cold War concept
about Westerners, and how they perceive Russians, is acted out in Feltboots. Wearing the traditional soft
boots, she explores the Western city streets, as the cliché image of a peasant. Instead of attracting at-
tention, she is invisible, no longer a threat as a political enemy. Mariana Vassileva (Bulgaria) also explores
her environment in her ongoing video work Journal. The episode reveals her physical exploration of small
details in the city, with her hands. It is a sensual, personal method of observation.

The interaction between performers provides an additional level of discourse, and creates a less personal
relationship with the viewer, who is positioned to consider the activity being witnessed. Sona Abgaryan
(Republic of Armenia) presents two performers, who interact with each other in an infantile manner, in her
untitled work. Their baby-like movements bring up issues including naiveté, and the social awkwardness
dealing with new cultural practices. Dan Acostioaiei, with Ann Wodinski (Romania) presents a male and
female, framed in a close up image, embracing through the balaclavas they wear. No dialogue is neces-
sary to understand Essential Current Affairs, as a commentary on violence. Azorro (Poland) hired actors to
perform the work Everything has been done, a humorous response to artistic practice today. Yael Bartana,
an Israeli artist working in Poland, stages the performance Mary Koszmary in an empty Warsaw stadium.
She mobilises youth and an actor, to deliver a speech by Slawomir Sierakowski, inviting 3 million Jews to
return to Poland. Pavel Braila (Republic of Moldova) invites his mother to cook a traditional dish, and send
it across the border to his exhibition opening, in Eurolines Catering of Homesick Cuisine. This points out
the common practice of using coaches to transport food, and goods between families. One of the most
elaborate performance works, by Tanja Ostojic (Serbia) is a marriage to Klemens Golf (Germany) as part of
a bigger project Looking for a Husband with Eu passport. In her work Crossing Over, Tanja meets Klemens
for the first time in Belgrade. He has answered her internet ad, to find a husband in the EU for the purpose
of obtaining a passport. It is a personal yet public event that ends up with her eventual move to Germany.

Performance, as a public event is a powerful intrusion in the normal daily routines that take place everywhere
around the world. In Eastern Europe, they usually refer to political issues. They may be a ‘happening’ like In the
City, by Anna Janczyszyn-Jaros (Poland); the group intervention Demonstration, by The RADEK Group G Dmitri
Gutov (Russia) or the action by Nadia Tsulukidze (Georgia) Georgian National Anthem, a humorous performance
of the National Anthem of Georgia, performed in the busy roundabout EUROPE SQUARE.

The orchestration of performers to present the position of social groups and their conditions are clear in
several of the videotapes. Vladimir Nikolic (Bulgaria) manipulates a small group who contradict the reli-
gious Christian-Orthodox signing of the cross, in time with a techno beat in Rhythm. Adrian Paci (Albania)
orchestrates a group of men, who represent the scores of unemployed, and reveals the harmony of social
action in Turn On, a symbolic act of unity. Rudina Xhaferi (Kosova) gathers a group of men together who sit
in the middle of a busy intersection to discuss the political situation in 0 How Goof is to be an Albanian. Ar-
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Peunccypa neppopmaHca ¢ TeM, YTobbl 0TPa3UTb NO3ULIMK Pa3NIMYHBIX COLMANBHBIX FPYMN U YCNOBUA UX
MW3HU, BUaHA B page pa6oT. Bnagumup Hukonuu (Bonrapus) B nepdopmaHce «PutM» nog TexHo-6ut
ynpaenseT He60o/bLLO rPyNMoii, B3rNsAbl KOTOPOI NPOTUBOPEYAT NpaBoCNaBHbIM formMaTtaM. AapuaH Maum
(An6aHus) aMpuaUpyeT rpynmnon, NnpeacTasnswLein 6e3paboTHbIX, M [eMOHCTPMPYET FaPMOHMI0 CoLMab-
HOro aKTa B paboTe «Bkntovai», CUMBONMYECKOM akTe eanHcTea. PyauHa Xadepu (Kocoso) cobupaet niogeit
1 CakaeT MX B LIEHTPEe Ha OMMBIIEHHOM MepekpecTke AN 06CyMAeHUA NOAUTUYECKON CUTyauun B paboTe
«Kak rnyno 6biTb anbaHuem». ApTyp 3muescku (Monblia) B neppopmance «OHU» HAXOANT YeTbIPE Hemnpu-
MUPUMBIX COO6LLECTBA C PasNINYHBIMK Y6EMAEHUAMU U CO3bIBAET MX HAa CeMUHAap. ITOT couManbHbIN 3KC-
NepuMeHT pa3BMBAETCH, HO Fepon 0 CUX MOP He MOTYT NPUIATM K COrNAcuUI0 U3-3a pasHULLI BO B3rnsAax.
NepdopMaHck! BbISBAAIOT B3aUMOAENCTBUE MEMAY NI0AbMU, NogYepkuBas GpycTpaLmio U COMHYI Urpy
accoumaLuii B CTpaHax, dUTen KoTopbIX bblM BeCbMa orpaHuyeHbl B CBOUX cBOG0AAX.

KoHuenTyanbHoOe UCKYCCTBO

KoHuenTyanbHble paboTbl YaCTO He UMEIDT YETKO BbIPaMEHHOM KOHEYHO Lenu. OHu co3patoTcs, YTobbl 060-
3HAYMTb Kakne-To BOMPOChI MM NPUBHECTU HOBbIE B3aMMOOTHOLLEHNA MeJy HECONOCTaBUMbIMU UAEAMU.
Wcnonb3ys BUAEO, XyAOMHUKM CO3AAKOT UAeanMcTUYecKue CUTyaLuuu, BbIMbILLIEHHbIE COBBITUS, BECbMa
[anekne oT peanbHOCTU. BbiMbicen ABNAETCA OCHOBHOI COCTaBNAOLLEN KOHLENTyaNbHbIX paboT, KoTopble
MMWUTUPYIOT peanbHOCTb, 06palLasficb K BOCMOMUHAHUAM U 0MuaaHUAM. YneHbl ob6beanHeHus APSOLUTNO
(Cep6us) npuHAnUCcL 3a paccnenoBaHWe TaiH U pOpMUPOBaHME NCEBAO-aKTUBHOCTU B cBoeW paboTe «CoBep-
WeHHo MepTB». 36uHek banagpan (Yewckas Pecny6nvka) B cBoei pabote «Coumo-BbIMbICEN» NpeacTas-
nseT cTonkHoBeHne «MaHudecta KOMMyHUCTUYECKOI MapTUM» C YTOMUYECKUMM MAEAMU apXuTekTopa-
PpyHKkumoHanucta Kapena lMNoHMuka. Xypouuua us Fpysum Maiis Cymbagse B pabote XVZ Boccospaert
BOO6Gpa<aeMyto HayuyHylo TenenporpamMy coBeTckoro nepuoga. MaHeta Bavrenn (Makegonus) B «[oky-
MeHTanbHOM ¢unbMe o Bnagumupe AHTOHOBE» BBIBOAMT Ha CLIEHY BbIMBILLIEHHbI MEPCOHaMs, 0NMLETBO-
pAIoLWLMIA BCe YenoBeyecTBo B LenoM. Mapk Bporax (Cep6bus) B «[ansHem yronke EBponbi» pacckasbisaet
0 CBOMX MOMbBITKAaX HAWTK CTYAMI0, KOTOPbIE NMPUBOAAT €ro B KONN-LEeHTP. Mcrnonb3ys cneusa¢pekTsl U cneum-
anbHyto TexHuky, MeaH Nlagucnae Maneta (XopeaTus) co3gaeT UCTOPUIO BUAEOOBPALLEHUS, KOTOPOE KOHTPa-
6aHA0M NPOXOAMT Yepes 3akpbiTylo rpaHuuy, B «Mucbme» (Kedves Zoltan).

Ha n3obpaaeMblil cnyyail HaknaabiBalOTCA ONpefeNeHHble 0rpaHUYeHNUs: BpeMeHHbIe, LiBeToBbIe, (o-
KycHble. TakuM 06pa3oM BO3HWKAeT elle O04HA KaTeropus KOHLeNTyanbHbIX paboT. Mpumepom MoeT
CNYMUTb loMopucTMYeckan paboTa Ockapa [Jasuukoro (Monbwa) «broaxeTHas uctopua». OuabM anutca
[10 TOF0 MOMEHTA, MOKa, K YOMBEHUID U3BECTHOrO NOJIbCKOIO akTepa, He UCCAKAeT UCTOYHUK PUHAHCHU-
poBaHusA, B TO BPeMS Kak Ha 3afjHeM NnaHe U3obpaMseHbl MOCTOSHHO MeHALWMecs Kypchl BanoT. AHa
XycmaH (XopBaTtus) paccMaTpuBaeT BOMPOCHI 3TUKETa U KyNbTYPHbIE YCIOBHOCTU B CBOEN MPOHUYECKOM
pa6ote «06ea». Mcnonb3aysa BLICOKOKOHTPAcTHOe u3obpamenue, MmHTapac LWenytuc (Jlutsa) uccneayer
«UTpY MU3HWU» B «YepHoM u 6enom». B pabote «Pycckuit kpacHblit» H0puit Bacunbes (Poccua) gemon-
CTPUpYeT Hakan cTpacTei B ceoel cTpaHe. Kpuwce Canmanuc u Jaira Kpyse (Jlateua) B «Mctopumn» uc-
NnoNb3ylT AETCKYH Urpy «KONblbenb ANs KOLWKK» B kayecTBe MeTadopbl, KOTOpas co34aeT He06XoaAUMYHo
aTMocdepy AnA NnepeckasbiBaHUA UCTOPUN.

PaboTbl, koTOpble M306paMaloT HECYLLECTBYIOLLYI0 PeanbHOCTb, KOHLENTYaNbHO NPOTMBOPEYMUBDI, XOTS
1 KaMyTcA BriosHe nornynbiMu. Cabonby Kucclan (Benrpus) saneyatnen 160 nTuL, KOTOPbIX HEBO3MOM-
Ho ono3sHaTb («Kpait»). AnpuaH Maun (AnbaHuna) B paboTe «CKBO3b 3epKano» NokasbiBaeT AeTei Ha yry,
KOTOpble CMOTPAT Ha MpupoAy Yepes3 pa3buTble 3epkana. B pabote «Jlonata» Heboiiwa Cepuk-LLUoba
(Bochus v T'epueroBuHa) aBTop poeT 3eMl0, YTO6bI AOHECTH [0 3pUTENel MbIC/b, YTO MOPOil BO3BpaTa
HeT. InaHa AkonsH (ApMeHus), HanpoTus, B cBoeM dunbMe «bes HasBaHWA» faeT noabopky BapuaHTOB
1 Bo3MoMsHocTel. OHa MepeHOCUT KOHLIEMLMIO YIMYHBIX UFP HA UCKYCCTBO U CPEACTBA MacCoBOW UHpOp-
MaLMK, UX UrPbl U U3MEHEHUS.

ApTuctuyeckasn BoNbHOCTb

Xy,El,OPKHVIKI/I M306peTa}0T HOBbleé CTUIN, MEHAKT MaoﬁpameHMe, yTo6bI nyylie nepefatb CBOK MbIC/b ayan-
TOpUK, N NONY4YNTb BO3SMOMHOCTb 3KCNEePUMEHTUPOBATb C MaTepuanaMmn U TeXHON0rmaMn, KOTOPbIMU OHU
pacnonaratrT. Xy,[]OPKeCTBeHHaFI CBOGD.qa 3a4acTyr Tpe6yeT NOJIHOIO 3pUTENbCKOro AoBepua, Ha KOTOpPOM

nopoii BbICTpauBaeTcs paboTa, HECMOTPA Ha BHYTPEHHWE NPOTMBOpPEYUs. AHUMALMA U TeaTp TpebyioT aToro. -

TRANSITLAND THEORY: Kathy Rae Huffman

tur Zmijewski (Poland) assembles four groups with different beliefs, all known to be uncompromising, and
asks them to a workshop in Them. This social experiment performance work evolves, and fails to negotiate
agreement between their differing perspectives proving the division and gaps in the post socialist society.
These performance actions reveal the interactions between people, and accentuate the frustrations and
complex references, in countries which were formerly extremely restrictive.

Conceptual works

Conceptual works can be almost anything, except for the fact that the ‘concept’ takes priority over all other
considerations for the work. They often do not have a clearly defined purpose, and largely exist to posit
questions, and bring new relationships between otherwise disparate ideas and actions. Video is a tool well
suited for artists working in the conceptual tradition, as it is possible to set up idealistic situations, create
fictional events, and unlikely realities. Fictitious accounts are also among the many conceptual works that
mimic reality, play on other memories, and expectations. Association APSOLUTNO (Serbia), set about to
investigate a mystery, and build a pseudo activity in Absolutely Dead. Zbynek Baladran (Czech Republic)
creates a fictitious account of a confrontation between the Communist Manifesto and the utopian ideas of
functionalist architect Karel Honzik in the work Socio-Fiction. A fake re-creation of a Soviet science televi-
sion programme, is the idea behind Xvz, by Maya Sumbadze (Georgia). Zaneta Vangeli (Macedonia) creates
a fictitious persona, who is set up to represent humanity, in A Documentary Film about Vladimir Antonov.
Mark Brogan (Serbia) recounts his journey to find a studio, which locates him in a call centre, in the work
In a Remote Corner of Europe. Using effects and custom technique, Ivan Ladislav Galeta (Croatia) creates
the story of a video letter smuggled across a closed border, in Letter (Kedves Zoltan).

The restraints placed on an incident portrayed, either with time, colour or focus, creates another concep-
tual category of work. An example of restraint is revealed in a humorous work by Oskar Dawicki (Poland)
in Budget Story. The film lasts until the money runs out, to the astonishment of a well known Polish
actor, while constantly changing exchange rates are exposed in the background. Ana Husman (Croatia)
examines etiquette and cultural patters of eating in her ironic work, Lunch. Using stark, high contrast im-
ages, Seputis (Lithuania) examines ‘the game of life' in Black G White. Yury Vassiliev (Russia) explores his
country's passions in Russian Red. Kri§s Salmanis G Daiga Kruze (Latvia) use the child's string game Cat's
Cradle, as a metaphor that creates the backdrop for a retelling of history in Historia.

Works that are set in unrealistic environments are conceptually contradictory. While they seem logical,
they are not. Szabolcs KissPal (Hungary) captures 160 birds who defy our visual reference in Edging. Adrian
Paci (Albania) creates an interaction between children in a meadow, who see the landscape through bro-
ken mirrors, in Per Speculum. In Nebojsa Seric Shoba's (Bosnia and Herzegovina) work Shovel, the artist
performs the actions of digging a hole, to represent the concept that there is no return. Diana Hakobyan
(Armenia), on the other hand, gives options and choices in her work Untitled. Based on sidewalk games,
she relates art and media to individual play and change.

Artistic License

Artists invent new styles and alter images to express intention, and to experiment with the materials and
technologies at their disposal. Artistic License often requires the viewer's suspension of disbelief, allowing
the work to take it's effect despite having disparate elements. Animation and theater require this step of
acceptance. Music video also operates in the realm of fantasy, as well as the cross media video forms that
combine poetry, theater, opera, dance and drama.

Film Animation represents a strong area of filmmaking, with a longstanding history in Eastern Europe. Vid-
eo technology, paired with the computer, has built on the tradition to be political and entertaining. Several
works offer new ways to look at old issues. Csaba Nemes (Hungary) uses the Rotoscoping technique, and

reworks news footage of the riots of the autumn of 2006, bringing a different perspective to the politics of »
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MysbikanbHbIi BUAEOKNUN Tak e 06paluaeTcs K GaHTasuM 3puUTeNs, Kak U KpocCcMeauitHble BUAEOGOPMDI,
B KOTOPbIX COYETAlOTCA M033UsA, TeaTp, onepa, TaHew 1 Apama.

AHumauMoHHbIe punbMbl BocTouHol EBponbl NnpefcTaBnsioT coboit KpynHY 0Tpacib KMHOUMHAYCTPUM C MHO-
roneTHen uctopuei. BuaeotexHonormm B coveTaHMM € KOMMbIOTEPHLIMU 3dPEKTaMM NPOAOAMKAIOT TPAAULIMIO
NMONUTUYECKOrO U 3aHMMaTesbHOro. HekoTopble paboTbl MO3BONIAIOT NO-HOBOMY B3rNIAHYTb Ha CTapble Mpo-
6nembl. Yaba HemeLu (BeHrpus) McrnonbayeT poTOCKON Ans NEPEepUCOBKM HOBOCTHBIX KaAPOB, N306paKaloLLnX
BosnHeHust ocenn 2006 roaa, B pesynbTaTe Yero B paboTe «Pumeitk oT | fo X» cospaeTcs HOBbIV B3rNS4 Ha Mo-
nuUTUYeckue AeMoHcTpaumn. Muxaana MNaenatosa (Yewwckas Pecny6amka) paccMaTpUBaeT OTHOLLEHWUS MesaY
MYMUMHAMU U MEHLLMHAMM, UCTONb3YA B «[10BTOpE» BbIpasuTeNbHbIN CTUIb rpaduyeckoit aHuMauumn. Temoii
paboTtbl MapTuHca Pathukca (/lateusa) «[eHb HesaBucumocti 18» CTaHOBUTCA AEKOHCTPYKLMA NATBUNCKUX
repasnbanyecknx CUMBOJIOB C UCMOJIb30BAHWEM KOMMbIOTEPHON aHMMaLmu. Monyunslumnecs B pesynbTare rpa-
duyeckmne n306paeHns pUTMUYECKU MYNILCUPYIOT MOA 3MIEKTPOHHYI0 My3biKy. [eHTaH LKkypTn (AnbaHus)
B paboTe «Anuca B CTpaHe YyAec» NpeAcTaB/isieT 3pUTENIAM HOBYH pefakLMIo KNacCMYeckoro MynbTouib-
Ma. CobbiTnA pa3BopauMBaOTCA B 30HE BOEHHbIX AencTBUIA B AnbaHuu. Mysbika 1 aHMMauus nepenneTaoTcs
meay coboit B pabote Anewkces Liepaxay (Poccus). KoMrbloTepHas aHUMaLms, AUHAMUYHBIA MOHTaM MONN-
TUYeCKUX KaapoB NpuaaloT «KanuTany» TaMHCTBEHHOCTb U CUMBOJIMYHOCTb.

My3bikanbHble BUAEOKAMMbLI Npuobpenu nonynspHocTb B 80-X rofbl, U3MEHUB CTUIb U HACbILLEHHOCTb Kpa-
cok Buaeo-apTa. Mysbika nHTepnpeTupyeTcs Yepes apyrue uabTpbl, CTAHOBUTCSH OCHOBHOI TEMOI HEKOTO-
pbix pa6ort. B pabote rpynnbl «4to [lenatob» (Poccus) xop noet o cobbituax 21 asrycta 1991 («Mepectpont-
ka 3oHrwnunb. NMobeaa Hag MMyTtyem»). MNyTy paccMaTpUBaETCA C TOUYKM 3PEHUA KIIACCMYECKON rpeYeckoi
Tpareamn. Nwrean KaHTtop (BeHrpusa) pacckasbiBaeT o cBoeM getctee B BocTouHoit EBpone, oTcTamsas
cBou npaBa B TOpoHTO B 60pb6e NPOTMB 3aCTPOILLMKOB, B CBOEM arpeccMBHOM MH3unKkne «(beckoHeuHas)
ONEPETTA». Ca6onby Kucclan (Benrpusa) B pabote «Rever» (rMMH) packpbliBaeT CyTb 3THUYECKNUX Pas3HO-
rnacuii Meaxsay BeHrpueii u PyMbiHueld, 3acTaBnssi XOp UCMOMHATL COBA BEHrEPCKOro MMMHa Ha My3blKy
PYMBIHCKOI0 HaLIMOHaNbHOMO rMMHA. 06bIrpbIBas NonNynApHbIA Mio3nKn «CKkpunay Ha Kkpbilwe, flaMup Huk-
wmy (bocHusa u MepueroBMHa) MeHseT TeKcT B wnsarepe «Ecnn 6 a 6bin 6oravyomM» — «Ecnu 661 8 He 6bin
MYCYNIbMaHUHOM», KOTOPbI NPOYYBCTBOBAHO UCMONHAETCA TEHOPOM.

[Jpamatuueckue nponssenequs TpebyioT nepdopmaHca u YeTkoi cTpykTypsl. LWeitna Kamepuy (BocHus
u FepueroBuHa) 3actaBnsieT feTel UrpaTb B3pOC/bIE POAM, @ TakMe BBOAUT B paboTy «4To 51 3Hal0» BOC-
MOMMHAHWUSA 0 CTAapOM u/oM AoMe. Mapko A. Kosauny (Cnosenuns) ucnonbayet MeTadopy WaxMaTHON NapTum,
YT06bI NPOEMOHCTPUPOBATL MKECTOKOCTb BOEHHbIX AeicTBUI B bocHun B paboTe «bonblie HMKaknx repo-
eB». Jlana Pawuy (BocHus u FepueroBuHa) BbICTpaUBAET BU3YanM3aLMI0 ayavo-ApaMbl, UCMONb3ys CaTh-
puueckmne npuemMbl l'epbepTa Yannca B cBoel Apamatuyeckoit pabote «Hesuaumkax». [asug ManbkoBuy
(XopBaTusi) co3aaet TanHCTBEHHYI0 ApaMy 0 MeMopuase BTopoit MMpOBOil BOiIHbI, YyCTAHOBIEHHOM B MEMO-
pnanbHoM napke lNeTpoBa ropa, koTopbiii 6onblue He ucnonb3ByeTcs, B «CLieHax HOBOro Hacneaus».

LinppoBan obpaboTka OTCHATBIX MaTepuanoB, MEPEKNMKAKLAACA C ApaMaTUYeCKUMU, NO3TUHECKUMMU,
TaHUeBa/lbHbIMU U NIUTEpPaTypPHbIMU MPOU3BEJEHUSIMU, CO3L4aeT 0CObblii CMeLaHHbIN [OKYMEeHTaNIbHbIN
CTWUNb, OTBEYalOLWMIA TPeboBaHUAM «XYAOMECTBEHHOM cBO60Abl». 3roH byHHe (MepmaHua) ucnonbayer
npousseaexnn beptonbaa Bpexra, uTo6bl NokasaTb B cBoeit paboTte «Alles wandelt sich» (Bce Menser-
CA) MOMEHT OTKPbLITUA rpaHuLbl Mexay bepnuHoM 1 BocTouHoit Fepmanueit. Turpad XauatpsaH (Apmenus)
€03/an BUAEO «Ha KoNeHKe», PeKOHCTPYMPYS NonynspHble GUbMbl M MOBTOPHO UCMOMb3YS Klaccuyeckue
kaapsl «Ctankepax». Bagum Kowknn (Poccus) B pabote Fucking Electricity / Currents of Death covetaer
HOBOCTHbIE BbIMYCKK, UCTOPUYECKUE MIEHKU U COBCTBEHHble 3KCNepuMeHTabHble BUaeokaapbl. Cepreit
LyToB (Poccuna) B «YamBuTENbHO, Kakasa TUWKMHA — ll» UCMONb3YET Tak HA3bIBAEMYIO «4ECTUAN3ALMIOY,
CTUNN3YA U U3MEHAA C NOMOLLBI0 LMGPOBLIX TEXHONOMUI KaApbl COBETCKOro KMHO. Mupko Cumuy (Cnose-
HWA) CO3AaEeT CTUNN30BaHHbIN 06pa3 HOBOro 06LLECTBEHHOrO CTPOS, AOMNOJHANA KapTUHY AuanoramMu B paboTe
«HepocTaTouHo naMaTv». Maputa MpasuHnd 1 AitHa Lmua (Cnosenuns) B «Bunokauumuy» coueTaloT kKMHOKaapbI
€ TaHueM, 4Tobbl MoKasaTb Becb yaac Tpareamu B Kocoso.

JlokyMeHTanbHOE KMHO

ﬂOKyMeHTaﬂbHOG KUHO — 3TO0 «A0KYMEHTUpPOBAHNE» peanbHOro CDﬁbITI/IFI, BU3yasbHOe 3Ccce Unn oTpeaak-
TUPOBAHHOE OTpadeHune CO6CTBEHHbIX B3rNSA0B. X\/,ElOPKHVIKVI paﬁoTamT C peaNbHbiIMK cobbITMSMU B Heorpa-
HUYEHHON CBOﬁDAHOVI MaHepe, UCnonb3ya passinyHble aNbTepHAaTUBHbIE ¢0pMaTbl ANA Co34aHUA YHUKaNb-
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contemporary demonstrators in REMAKE I-X . Michaela Pavldtova (Czech Republic) explores relationships
between men and women with her expressive, graphic animation style, that uses drawing in Repeat. Inde-
pendence Day 18 is the topic of Martin$ Ratniks (Latvia), who deconstructs Latvia's heraldic symbols using
computer animation. The resulting graphic images pulse rhythmically, synchronized with electronic music.
Gentian Shkurti (Albania) re-edits the classic animated film, and intercuts the video with an alternative
destination for Alice, the war zone of Albania, in Alice in Wonderland. Music and animation are linked with
the work by Aliaksei Tserakhau (Russia). Using a computer morphing technique, a fast paced montage of
political associations is intercut with symbols and coded references, in Capital.

Music Videos popularity in the 1980s changed the editing style and intensity of video art. Music is inter-
preted by artists through a different filter, and is the methodology for several video works in Transitland.
Chto Delat (Russia) choreographs a chorus, who sings the events of August 21, 1991, in Perestroika —
Songspiel: The Victory over the Coup. The coup is analyzed with the traditional structure of a Greek tragedy.
Istvan Kantor (Hungary) refers to his upbringing in Eastern Europe, while fighting for his rights against
heartless property developers in Toronto, in his aggressive musical (The Never Ending) OPERETTA. Szabolcs
KissPal (Hungary) exposes the ethnic tensions between Hungary and Romania by asking a chorale group
to sing the Hungarian national anthem to the music of the Romanian national anthem, in Rever (anthem).
Paying homage to the popular musical Fiddler on the Roof, Niksic, Damir (Bosnia and Herzegovina) ex-
changes the lyrics in If | Wasn't Muslim, with a Tenor's very convincing performance.

Dramatic works require performance, as well as a concise structure, in the short form used by video artists.
Sejla Kameric (Bosnia and Herzegovina) employs children to play adult roles, and enact the story of the
memories in an old family house, in What Do | Know. Marko A. Kovaci¢ (Slovenia) uses the metaphor
of a game of Chess, to demonstrate the hostility of the war in Bosnia, in No More Heroes Any More. Lala
Rascic (Bosnia and Herzegovina) constructs a visualisation of an audio drama, using H.G. Well's satirical
references to social surveillance, in her dramatic work The Invisibles. David Maljkovic (Croatia) creates
a mythical drama, set in the Petrova Gora Memorial Park, a memorial from WWII that no longer has a relative
function, in Scene for New Heritage.

The digital reworking of film footage, integrated with references to dramatic, poetic, dance and literary
works, creates a hybrid documentary style, that demands the appreciation of artistic license. Egon Bunne
(Germany) uses Berthold Brecht to frame the events of the opening of the Berlin border to the East, with
his work Alles wandelt sich (everything changes). Tigran Khachatryan (Armenia) has created garage style
video making, and re-enacts popular cinema, repurposing the classic sequences in Stalker. Vadim Koshkin
(Russia) mixes news reels, historic footage and his own experimental video in Fucking Electricity / Cur-
rents of Death. Sergey Shutov (Russia) uses what he calls ‘destylisation’ to digitally alter and stylize Soviet
cinema excerpts, in Amazing, How Silently It Is-1I. Mirko Simié (Slovenia) creates stylised impressions of
the social order, to create new dialogues, in Out of Memory. Marina Grzini¢ G Aina Smid (Slovenia) mix film
footage and dance, to reveal the political tragedy of Kosovo, in Bilocation.

Documentary

A Documentary is a ‘document’ of a live event, a visual essay, an edited opinion or declaration of a specific
standing point related to an event or situation. Artists work with real events in an unrestricted and free
manner, and explore various alternative documentary formats to create unique, sometimes personal per-
ceptions. A traditionally respected format, documentary film also tells stories of real events, and observes
events. Dziga Vertov's legacy of the Soviet Kino-Pravda, or ‘Cinema Truth' created a philosophy that the
camera was a device that could capture images more rapidly and with better accuracy than the human
eye. His work led to Cinéma Vérité, the handheld technique made popular in the 1950s, and used to capture
emotional responses to live events. This form is still popular with artists today.

Artists have utilized the archival capability of video, and have been able to draw new relationships be-
tween political events and art actions, creating a new form for documentary video. Marina Grzini¢ G Aina
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HOro, Nopoit cy6beKTUBHOrO BOCMPUATUA. ITOT GOPMAT TPAAULIMOHHO MONb3YETCA GOMbLINM YBaMEHNEM,
NOCKOJIbKY PacckasblBaeT UCTOPUIO peanbHbiX cO6bITUI 1 HabNloAeHUi 3a peanbHoCTbI0. CoBeTCKUe NpUH-
umMnbl kuHonpasabl [3uru BepToBa, cozaany dunocoduio, cornacHo KoTopoi kamepa — 3To nNpu6op, KoTo-
pbiii MOMET 3aneyaTneTb M306paeHune GoicTpee 1 6oiee TOUHO, YeM YenoBeyeckuil rnas. Ero TeopuecTso
npuBeso Kk Bo3HMKHoBeHuto Cinéma vérité, craBwero nonynsapHbiM B 50-x. 3T0 HanpaBneHWe UCNONbL30BANO
PYYHYI Kamepy ANA Toro, YTo6bl 3anevaTNieTb MOMEHTb 3MOLMOHA/IbHOM PpeakLmn Ha MU3HEHHble CoBbITUS,
aTa $opMa no-npeHeMy NonynapHa CPean XyA0MHUKOB CErogHs.

XyAOMHUKM MCNONb30BaNN apXMBHbIE BO3MOMKHOCTV BUAEO ANA CO3[aHWA HOBbIX B3aMMOCBA3ENH Meay
MONNTUYECKUMM COBBITUAMM U apT-akumuamMu. MapuHa MpasuHmny v Aitna Lmug (Cnosenus) yeepeHHo ycTa-
HOBUWAYM 3cTeTUYeckyko cBsA3b Mexay rpynnoi IRWIN n kynbTypHbIMKU cObBITUAMM, NpoUCXOAALLMMY B paboTe
«Moctcounanusm + PetpoaBaHrapg + IRWIN». OHM cO34al0T UHTENNEKTYaNbHBIA AUCKYPC, UCMONb3YA apT-
aKLMK KaKk CBOEro pofa MUCXOAHbI NMYHKT Bo BpeMeHU. poekT «KpyToi ropoa — nepeMMeHoBaHWe ynuL
Jleiinumra», sbinonHeHHbiit REINIGUNGSGESELLSCHAFT (06wecTso Oumnienus, FepManus), LOKYMeEHTUPYeT
apT-akuumu B KkBapTane lnarsuTu 1 ero npeobpasoBaHne B LIEHTP XyA0MECTBEHHOr0 TBOpPYECTBa ropoaa.
Paccum (Bonrapus) B «Koppekumn» pacckasbiBaeT 0 60416UNaMHIe, KOTOPLIM OH NPEACTaBIAET Kak MUBOE
uckyccteo. [laH Muxantuany (Pymbibus) B paboTte «PeBontoums B 6yayape» KOMNUAUPYET CBUAETENbCTBA
0 cobbiTusx B byxapecte B gekabpe 1989 roga, o KoTopbIx oA 06HaMbl YTPOM BrepBble YCAbILLany rno
paavo, NpoAoNAKas B 3T0 BpeMs 0AeBaTbCA U YMbIBATHCA.

Co3gaHue BU3yanbHbIX O4YEPKOB U HAbNIOAEHWI 33 OKPYMatoLLEl AeWCTBUTENbHOCTBI0 ABSIETCA 04EHb BaM-
HbIM 3/1IEMEHTOM AOKYMEHTA/IbHOr0 BUAEOo Kak GopMbl. [lopTpeTHbie paboTbl, kak NPaBUIO, OTPAMKAIOT JIMYHBIN
B3rnAg Ha To, YTo BUAWUT kamepa. AMepukaHel, KeBuH MakKkoii Ben HabnoaeHWs 3a obctaHoOBKo B BocTouHoM
BepnuHe, KoTopas, kak OH NoHUMan, 6bicTpo MaMeHuTcs. «MopTtpet bepnuHa, ctonmubl IOP» — 3To TpakTaT
o namaTu. Mosed Pobakosckm (Monblua) cHUMan BUA U3 CBOEro OKHa B TeueHne 20 neT, nogMeyan Manelime
M3MEHEHMS, KOTopble OTpaMeHbl B paboTe «M3 Moero okHa 1978-1999». Anekcanap Cnacocku (MakeaoHus)
B NPOBOKALMOHHO paboTe «Byanepuct» cosgaeT apyroi obpas cBoero HeMoCPeACTBEHHOr0 OKPYMEHUS, UC-
nonb3ys uMppoByto 06paboTKy, coueTas HanaeHHble Kaapbl C CO6CTBEHHOPYYHO OTCHATLIM MaTepuanoM. Maik
Crabbc, bpUTaHCKKUIN XYAOMHUK BMECTe C HeMeLKUM KoMMo3uTopoM Ynbpom JlaHrxaitHpuxom Boccosaanu
B «[lape» BOCTOYHO-HEMeL KU Ner3as: 3abpoLleHHble WaXTbl U XMMUYECKHUe 3aBOAbI.

Cospasas nopTpeTsl Nlogen n MectHocTy, subReal (Pymbiua) B pabote «CtpaHa [pakynbl- 3» NpoBosuT
3puTenen Houblo Ha aBTobyce yepes Becb byxapecT, nokasbiBas, YTO NPOMCXOANUT B CaMOM aBTobyce U 3a
ero npegenamu. Kpacumup Tepaves (Bonrapus) nokasbiBaet HaM MecTo s nposegeqns gocyra 6iu3 Co-
$umn, nepBOHaYabHO CMNAHMPOBAHHOE Kak QyTypucTMYecKasa AeTckas nnowanka. Bunenune apxutektopa
BK/IOYAET TakKe CTPaHHble 06'bEKTBI, Kak TaHKHK, MYLLKK, PakeTbl, KOTOPbIE MPEBPALUAIT AETCKYI0 NIOoLWaa-
Ky B onycTeBLee nose 6utBbl «MecTo (JeTckan nnowaaka)». Anekcanap Komapos (benapycb) o6pawaert
CBOJA MpUCTanbHbINA B3rNsA Kk nocnegHuM axsam fisopua Pecny6nvkn B bepnuHe v BbICTpauBaeT uaeanuctu-
YecKyto cuTyaumio B pabote «YBuaumcs B [lucHeiinenge». Angpa Loiom (BeHrpus) cosnaeT TauHCTBEH-
HbIll JOKYMEHTanNbHbIN GUnbM «MoXOpPOHBI» 0 MOMME3HbIX MOXOPOHAX BbICLUEr0 PYKOBOACTBA COBETCKOIO
BpeMeHun. Haas Llynykuase (Ipy3un) cozaaeT c Toukmn 3peHus xyaoxsHuka XXI Beka BU3yanbHoe 3cce, UC-
nonb3ys paspyLleHHble coBeTckue (pabpukn B KayecTBe MeTapopbl AN BbIPAaKEHWUS TEMbl Pa3pyLUEHHO
ngeonorun B punbMe «XXI».

CMeLumBan peanbHble COBLITUA C apPXMBHLIMWU MaTepuanamu, HaaeHHbIMU KagpaMu, SOKYMeHTaMU, 3GUPHbI-
MM 3aNUCAMU U BUAEO MOMSHO CO3AaTb Karcysy BPEMEHU, NPOSIBUTb COCTOSIHWE BbITUA, NEpPennecTy TMYHY
MM3Hb C 06LecTBeHHON uHpopmaument. Myctas Xamoww (BeHrpusa) coeanHseT TeNeHoBOCTU O PYMbIHCKOM
peBonOLMU C pacckasamu cBoeit 6abyluku, NepeuBLLIEN TPU BOMHBI, B JOKYMeHTanbHoW pabote «1989:
HacToAwas BnacTb TenesugeHus». Agena Oawywny (bochua u NepuerosuHa) B «CHainepe» pacckasoiBaeT
0 CBOMX MOMbITKAX MPUMUPUTBCS CO CMEPTBIO 0TLA U ero BOEHHOM 610KHOTE, FAe 3aNpoTOKOMPOBaH CMUCOK
ero xepts. AHpyu Cana (An6aHus) HaxoanT cbeMku (6e3 3ByKa) C MONUTUYECKOro CO6paHus, B KOTOPOM y4a-
CTBOBANa ero MaTb. «/HTEpPBbIO» — 3TO UCTOPUA O TOM, Kak OH BOCCTAHAB/IMBAET €€ C/I0Ba U pa3rafbiBaeT
nosuTMYeckue TaitHbl. icMuna Mb6aHuy (bocHus u MepueroBuHa) pacckasbiBaeT o CBoen paboTe ¢ paHeHbl-
Mmu geTbmu B CapaeBo 1 ocobom ciyuae banbMbl, KoTopas co3gana cBoi cO6CTBEHHbIV BOOGpaMaeMblit MUp
B pabote «[locne, nocne».

PeanbHble cobbiTusA, 3aCHATbIE HA BUOEOMNIEHKE, YHUKAJIbHbI, Tak Kak OHU CBMAETENbCTBYIOT O TOM, YTO bbINo
NepeMunTo XyAoMXHUKOM. 3To $popMaT, KOTOpbI NO3BONIAET CO3AaTh 3pUTENIAM 3QGEKT MONHOMO «NpUCYT-
cTBuA». OH N03BONAET B peMMe peasbHoro BpEMEHU COeAUHUTb MPOLU/Ioe C HAaCTOALIMUM, B 3TOM U 3aKt0-
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Smid (Slovenia) masterfully bring an aesthetic connection between the group IRWIN and cultural events
taking place in Postsocializem + Retroavantgarda + IRWIN. They bring an intellectual discourse together
using artistic actions as bench markers. The project The City Of Cool — Renaming Streets of. Leipzig, by
REINIGUNGSGESELLSCHAFT (Germany), documents the actions of the group in the quarter Plagwitz, and it's
reinvention as a gallery scene and centre of artistic activity in the city. Rassim (Bulgaria) is an artist who
documents his bodybuilding activity, which he sculpts as living art in Corrections. Dan Mihaltianu (Roma-
nia) edits a condensed documentation of the events in Bucharest, in December 1989, as heard on radio,
while the daily ritual of grooming takes place as normal time activity, in La révolution dans le boudoir.

The creation of visual essays and the observation of the environment, are important viewpoints of docu-
mentary form. The works, sometimes referred to as portraits, are generally subjective interpretations of
what is seen through the camera lens. Kevin McCoy, an American who observed the East Berlin environ-
ment, which he realised would quickly change. The portrait Berlin, Capital of the DDR, is a treatise on
memory. J6zef Robakowski (Poland) recorded the view from his window, over a period of 20 years, creat-
ing a portrait of the neighbourhood and the changes that ultimately transpired during the transition, in
From my window 1978-1999. Aleksandar Spasoski (Macedonia) creates another portrait of a neighbour-
hood, in digitally edited sequences that combine found footage with original material, to create the pro-
vocative work Voyeur. Mike Stubbs, a British artist working with the German composer Ulf Langheinrich,
collaborate to create a portrait of the East German landscape, left desolate by cast mining and chemical
production, in Gift.

Revealing portraits of people and place, subREAL (Romania) takes the viewer on bus ride, at night, through
the city of Bucharest, and bears witness to the activity on the bus and outside on the streets, in Dracula-
land 3. Krassimir Terziev (Bulgaria) shows us a leisure part, outside Sofia, which was planned as a futurist
play area for children. The architect's vision features unlikely objects, like tanks, canons and rockets,
in something like a deserted battleground, as the environment for the children in A Place (Playground).
Aleksander Komarov (Belarus) takes a careful look at the final days of the Palast der Republik in Berlin,
and constructs a idealistic situation, in See You In Disneyland. Andrés Sélyom (Hungary) creates a mythical
documentary of the important funerals in Soviet times, and re-burials in post-soviet time in Funeral. Tsu-
lukidze, Nadia (Georgia) from the perspective of the 21st Century, the artist creates a visual essay, showing
the dark, ruined Soviet factories, as a metaphor for the ruined ideologies, in XXI.

The telling of true stories, using archival footage, found footage, documents, off air recordings, and mixing
these components with original video can create a time capsule, reveal a state of being, and weave personal
lives with public information. Gusztdv Hédmos (Hungary) mixes an analysis of the TV news of the Romanian
revolution, with his grandmother’s stories of living through three wars, in his potent personal documentary,
1989. The Real Power of TV. Adela Jusic (Bosnia and Herzegovina) portrays her struggle to come to terms
with her father's death, and the discovery of his wartime notebook documenting his own victims, in the work
Sniper. Anri Sala (Albania) finds video of a political meeting, which shows his mother (but with no sound). In-
tervista is the story of how he reconstructs her words, and unravels the mystery of the political event. Jasmila
Zbanic (Bosnia and Herzegovina) tells the story of her work with traumatized children in Sarajevo, and the
special case of Balma, who has created a fantasy world for herself, in After, After.

The recording of live events, captured on video, are extraordinary, as they are a document of what was ex-
perienced by the artist. This format can also bring a feeling of ‘being there’ to the viewer. It allows the real-
time of the past and the knowledge of the present to be mixed, a special capability of video. Harun Farocki
and Andrei Ujica (Germany) have created one of the most important documentary works of the transition,
Videograms of a Revolution. By recording the television broadcast and the events of the occupation of the
television studio, and incorporating video footage recorded by amateurs, the public witnesses, the drama
of the transition is reconstructed. Eva Filova (Slovakia) exposes how a visit from the Pope transforms the
city in Pro Choice. Kuda.org. (Serbia) discloses found footage from a US Airforce plane, downed in Serbia in
Safe Distance. Sophia Tabatadze (Georgia) records her impressions of her visit to Georgia, with Self Inter-
view as Eastern and Western Europe.
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YaeTcs YHUKanbHOCTb BuAeo. XapyH ®apoku u Anapeit Yauua (TepMaHus) co3gany o4Hy U3 caMblX BaMHbIX
[l0KyMeHTanbHbIX paboT nepexoaHoro nepuopaa, «Bugeorpammel pesontouunx». bnaropaps sanucsm tene-
3pupoB, KaapaM 3axBaTa TeNeLeHTpa, NbUTeNbCKON CbeMKe U OTAEeNbHbIM NY6MYHBIM CBUAETENbCTBAM
6bina B TOMHOCTM BOCCTaHOB/EHA ApaMaTMyeckan kapTuHa nepesopota. EBa Ounosa (Cnosakusa) B paboTe
«Bbibop» pacckasbiBaeT, Kak BU3UT pUMcKoro nanbl MeHsieT ropod. Kuda.org. (Cep6us) B «besonacHom
paccTosHUM» MOoKasblBaeT HaWAeHHble kafpbl, CHATbe M3 camoneta BBC CLUA, cbutoro B Cepbumn. Codus
Tabataase (Ipy3us) sanucbiBaeT CBOM BrievaTneHus oT BU3uTa B [py3uio, B paboTe «CaMonHTepBbio B poiu
BocTtouHoi n 3anaaHon EBponbix».

MHdOpMaLMOHHbIE AOKYMEHTbI CTAHOBATCS HOBbLIM Y4e6HBIM MaTEPUAaNoM, U3N0MEHHBIM A3bIKOM KUHO. [aBen
Bpauna (Pecny6nuka Mongosa) 06bACHSET CyLLecTBEHHOE pa3nuumne Meaxsay Poccueit n Mongosoit B «06yBu
ans Esponbi». FopaH [esuy (XopBaTtus) paccMaTpuBaeT pasnuums Measay toabMn B «MMnopTuposaHHoii Bo-
poHex. AHapaw Qorapauy (BeHrpus) roBopuT o TAM<ENIOM NOOMNEHUE LOMOB Ky/bTyphl B CBOeil paboTe «Ma-
wuHa ansy. Kacnapw Mo6a (Nlateusa) nokasbiBaeT aHKNAB PYCcCKom KyNbTypbl B dunbme «Cega. Slioam 60n0T».
Penata Monsk (XopBaTua) HAaNOMWHAET O KUHOM<AHPE «TOPOACKOI cUMbOHUN» B paboTe «Bonblume Hape-
abi». Credan Pycy (Mongosa) pacckasbiBaeT 06 MCMAHCKOM TPagvLMU MECTHOMO BUHOAENSA B «Xepecey.

JlokyMeHTanbHOEe KMHO — 3T0 pOpMa UCKYCCTBA, KOTOPasi MOMET YETKO Bblpa3uTb TOUYKY 3peHUsi co3aa-
Tens ¢punbma. Monoc xynoMHUKA UrpaeT BaXHY posib B MOHMMAHUM anbTePHATMBHbLIX M OdULMANBHBIX
no3uumi, kak Ha BocToke, Tak 1 Ha 3anage. XpucTuHa MBaHoBckas (MakenoHua) rosoput o 6opbbe nuuy-
HoW uHUUMaTUBBLI B paboTe «Kak Mbl HasoBeM MocT: Po3a lnaBeBa un Hakue banipam». Kpuctuna Hop-
MaH (3cToHMA) pacckasbiBaeT 0 TOM, Kak CPeACTBa MAacCoBOM MHHOPMALIMK 3aTArMBAIOT 06LECTBEHHbIE
nebatbl B «<MoHonute». B dunbMe «B mMoeit AMepuke» 3rne Pakayckaite (Jlutea) onuceiBaet cBO UM-
MurpaHTckylo paboTy B KauecTee cupenku. [xoan Puuapacon (Pymbiina) B coelt pabote «[epexoa»
c03[4aeT AHEBHWUK BOCMOMUHAHUI 0 PyMblHuu. XuTo LUTeitepnb (Fepmanus) nosectsyeT 06 uctopuu Mot-
cnamckoit nnowaau B «Die Mitte leere» (MycTtoit ueHTp). Ucnonb3ys HailgeHHble kagpbl, AHow LWyrap
(BeHrpus) BICTpanUBaeT afnbTepHaTMBHYI0 UCTOpUIo NyneMeTa KanalwHuKoBa, B «(uwwyLlei MawuHKe Ans
HerpaMoTHbix». Kpacumup Tepaues (Bonrapus) usyyaet ak3oTuueckylo kynbTypy bonrapum B pabote
«0 BG. Tpek 03». Aptyp 3Mmuesckuit (Monblia) AOKYMEHTUPYET NOCAEAHION BbICTABKY NONbCKOMO apXu-
TekTopa Ockapa XaHceHa B «MeuTte o BaplaBse».

CuMBONMYeckmue, penpeseHTaTUBHbIE, UMMPECCUOHUCTUYECKKE, MYPHANUCTCKKUE, CY6bEKTUBHbBIE, ONKUCa-
TeNnbHble, UHPOPMATUBHbIE, KMOPUCTUYECKME U FNaBHbIM 06pa3oM nonuTuyeckne BuaeopaboTbl apxuea
«TpaH3uTneHA» SIBHO CBUAETENbCTBYIOT O NepeMeHax v npeobpasoBaHusx. B anoxy coBeTcKoil LieH3ypbI
1 KOHTPONA HaJ UCKYCCTBOM M Meina OHU bbinK 6bl COYTEHbI MOAPLIBHLIMU U HenpuemneMbiMu. A ceityac
OHW He TO/IbKO OTKPLIBAKOT OKHO B HOBYH EBponNy, HO M NOKa3bIBaKT XU3Hb U UCTOPUIO NIOAEN U CTPaH.

Bepnun/bendacr,
2009

TRANSITLAND THEORY: Kathy Rae Huffman

Informative documents present new and educational material, in traditional film language. Pavel Braila
(Republic of Moldova) explains essential differences between Russia and Moldova in Shoes for Europe.
Goran Devic (Croatia) looks at differences between people, on identity formations and on the very process
of constructing an enemy in Imported Crows. Andreas Fogarasi (Hungary) tells the plight of the workers
clubs after the fall of related utopias and the fall of Socialism in A Machine for. Kaspars Goba (Latvia)
reveals a pocket of Russian culture in Seda. People of the Marsh. Renata Poljak (Croatia) recalls the genre
of ‘city symphony’ films, in Great Expectations. Stefan Rusu (Moldova) explains a Spanish tradition of local
wine making in JERES.

Documentary film is a form that can present a clear point of view of the filmmaker as an active agent.
The artists' voice plays an important role in understanding the alternative position to the official, in both
the East and the West. Hristina Ivanoska (Macedonia) recounts the struggle of an individual's initiative, in
Naming of the Bridge: Rosa Plaveva and Nakie Bajram. Kristina Norman (Estonia) tells of a how the media
extends the public debate on the leftover monument from Soviet time in a independent post-soviet country
in Monolith. In My America, Egle Rakauskaite (Lithuania) describes his immigrant role as caregiver. Joanne
Richardson (Romania) creates a diary of her memories of Romania and it's transition in In Transit. Hito
Steyerl (Germany) unpacks the history of Potsdamer Platz in Die leere Mitte (The Empty Centre). Using
found footage, Janos Sugér (Hungary) constructs an alternative history of Kalashnikov machine gun, in
Typewriter of the Illiterate. Krassimir Terziev (Bulgaria) explores the stereotypes of Bulgarians in Western
popular culture, in the Hollywood movies in On the BG Track.03. Artur Zmijewski (Poland) documents the
last “exhibition” of the Polish architect Oskar Hansen, with A Dream of Warsaw.

The symbolic, representational, impressionistic, journalistic, subjective, narrative, informative, humorous
and mainly political video works in Transitland communicate a diverse message of transition and change.
Today, these works can be shown in Eastern European art galleries, festivals and in museums (not only
abroad). But, they would have been considered subversive and unacceptable in the former Soviet time of
censorship and control of art and the media. Now, we consider these video works not only a window into
the reality of the new Europe, but also a view into the lives and histories of the people and places who are
all too often forgotten or ignored.

Berlin/Belfast,
2009
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Onbra Wuwko
MpocTtpaHcTBa BUAeoapTa

Onvea luwko — uckyccmeosed, Kypamop. OpaaHuzamop MedyHapodHelx cobeimutl, pecmusanel u Gbl-
CMasoK, paccMampugsaloujux npobemel 63aumodelicmaus coBpemeHHOU UHHOBaUUOHHOU Kyabmypel U HOBbIX
mexHosoeud,. Y4ypedumersib u dupekmop LleHmpa kynemypsl u uckyccmsa «MeduaApm/lab», apm-dupeskmop
«Medua ®opyma» — opuyuansHol npoepammsl Mockoackozo MexsdyHapodHoz2o KuHogecmusass.

BupeotexHonoruu npuwwnu B Poccuio ¢ oTcTaBaHMeM 0T 3anafa Ha 25 neT, HO cpa3y e 3aBOeBanu npu-
3HaHWe B XYAOMECTBEHHOW Cpefe Kak HOBOe CPEACTBO BbIPaMeHUs U Kak HOBbI A3blK ANS POMKAEHMUS
06pa3oB. Hac npusnekan B nepeyl o4epefb «MNaHICTETU3IM» BUAEOUCKYCTBA, KOTOPbLIN MO CNOBaM Beay-
wero TeopeTuka Mapluianna MaknisHa OCHOBaH Ha OHOMN U3 KNOYEBbIX NMPUHLMNOB-MeTadop: «TexHuka
ecmb npodonideHue Yesl08eka, Yesosedeckux owyujeHul, a cnedosamesibHo — opydue UCKYCCMBa, No-
dobHo Kucmu unu pe3syy. Cpedcmea e KOMMyHUKayuu — 3mo ocobble KOHYeHMPUpPOoBaHHbLIe cnocobsl
XydoxecmeeHHO20 BbipadseHusi, komopbie obnadaom ceolicmaoM, nodobHO no33uu, dukmosams CGOU
cobcmaeeHHble npaguniax.

B 90-e rogpl XYAOMHUKN B Poccuu 6binm 0YapoBaHbl HOBbIM A3blKOM, A3blKOM BUAEO0, U HaYMHAA C 3TOro
BpeMeHU Mbl MOMKEM FOBOPUTb 06 aKTMBHOM pa3BUTUN BUOEOUCKYCCTBA B Poccun kak o HOBOM o4eHb APKOM
npouecce NpPoTUBOCTOAHUA, IKCNEpPUMeHTa, CUHTEe3a B c¢epe UCKycCCTBa.

flBnenue, 6e3ycnoBHO, UMEET CBOIO NpeabicTopuio: 80-e roabl — 310 «napasniesibHoe KuHox» (6patbs Aneil-
HUKOBBI, MUTEpCKMe HekpopeanucTbl, bopuc l0xaHaHOB), OMbITHI TAKKX XYA0MHUKOB Kak HaTanba A6anako-
Ba 1 AHaTonuit Muranos (nepsbie BugeonepdopMaHchl, MaI-apT), dukcauns nepdopMaHCoB MOCKOBCKOI
KOHLenTyasnbHoi WKonbl (B MFepManuy B 1994 rogy CabuHa XaHcreH v MNoHTep XupT BbINyCTUN MOCBALLEH-
HbIA UM BUOEOCHOPHMK).

B Hauvane 90-x rogoB B MockBe CTanu BO3HMKaTb MepBble BUAEOCTYAUM W MHCTUTYLMK: HEKOMMepYeckas
«Cmydusi azoyeHmpuyeckux ocobeHHocmeli», co3naHHas BbinyckHukamu BMMKa v yueHukamu Bnagumupa
KobpuHa, Npu aKkTUBHOM y4yacTumn xyaoxHuKa Anekces Wcaesa, MHcmumym Hosbix mexHosozuli (cozaateny
— TatbaAHa Morunesckas, Cepreit LLlyTos).

CraBKa B MCKYCCTBE eNanach Ha TEXHONOTMK, 3@ Meina BUIENN HOBblE FOPU3OHTbI Pa3BUTMA UCKYCCTBA,
a B paboTax TeOPETUKOB BO3POMAANUCE YTONUYECKIUE MEN HEMELIKOrO POMAHTU3Ma 0 CO3AaHUU YHUBEpCaslb-
HOro NpousBeaeHns uckycctsa («Gesamtkunstwerk»). CaMa «nsiaHema Kak 66l npuobpemarsa cmamyc npous-
sedeHus uckyccmaa» (Mapwann MaknoaH), n ponb XyA0MHUKA BUAENAaCb MUCCUEl AEMUYPTa, HO TOJTbKO
He B 3aMKHYTOM rafiepeiiHoM NpOCTPaHCTBE WM My3ee, a B MHbIX NPOCTPaHCTBax — Ha 1B, paano, B kuHo. Xy-
[IOMKHUK YCTPEMUNICA Ty/Aa, FAe eCTb HOBBI «Apyroi» 3putenb. OH nowwen Ha TB v Ha paavo, pednekcupys, paso-
6navas, NapoamMpys, NbiTasicb anporpuMpoBaTh 3Ty 30HY BAUAHWA (MpuMepsl ToMy — paboTbl «Cucmema cob-
cmaeHHo20 TB» Baguma KowknHa n Anekces Ucaesa, «fTupamckoe TB» Tumypa Hosukosa u Cepres LLlytosa).

Cpeau XynoMecTBEHHbIX MHCTUTYLMIA Haubonee akTUBHO paboTanu c HOBbIM CpeAcTBamu doToranepes
«llkona» npu LleHTpe coBpeMeHHOro UCKYCCTBa Ha AkUMaHKke, a TakMe ranepeu «1.0» — wypaTtop Bnagu-
Mmup JleBawos, «TB-2anepesi» — wypaTop HuHa 3apeukas.

BosHukHoBeHue LieHTpa coBpemenHoro uckycctsa Copoca (LICUC) B Mockse B 1992 roay cosnano ¢ 6ymom
BuaeouckyccTea B Poccum, a TakMe Bo BCex cTpaHax LleHTpanbHol u BocTouHoit EBponbl — 6biBLUErO COL-
nareps. Monutnkon Bcex NoAo6HbIX LeHTPOB bbina NoAAepka U pasBUTUE UCKYCCTBA, CBA3aHHOIO C HOBLIMU
TexHonorusiMu. Npoekt Media Sweet Media cTan eanHbIM ANl BCex CTPaH U MOATOJIKHY K CO34aHUI0 BbICTAaBOK
Mmeauaaprta (B Byaanewre, byxapecte, Mockse, TannuHHe, Mpare, 3arpe6e etc): «Budeo 66110 NepabIM «HO-
8bIM CpeAcMBOM MaccoBol KOMMYHUKAaYUU», KOmopoe nNpoHuk/io 8 doMa 8 BocmoyuHol Espone u 3as8uno
o0 cebe Kak o0 cpedcmae deyeHmpasbHOU, 0eMOHONO/IU3UPOBAHHOU U YacmHOU ayduosu3yasibHoU KOMMYHU-
Kayuu u, meM camblM, Kak 06 albmepHamuee N0 OMHOWEHUI0 K MesleBU3UOHHOU U KUHOKY/lbmype, onpede-

Olga Shishko

The spaces of video art

Olga Shishko is an art expert, curator. Her research activities focus on different aspects of contemporary
media art (Art on the Net, Video, Cyberculture, etc.), professor of Media Culture at the Moscow School of Social
and Economic Sciences (MSSES). Founder and Director of the Center of Culture and Art «MediaArtLab», an
integrated research within contemporary art involving media technologies. Director of the Media Forum — one

of the official programs of the Moscow International Film Festival (MIFF).

Video technology came to Russia 25 years later than to the Western world, but at once won recognition
in the artistic sphere — as a new medium and a new language for creating images. In the first place we
were attracted by the “pan-aestheticism" of the video art. According to the leading theoretician Marshall
McLuhan, this pan-aestheticism was founded on the one of the key principles-metaphors: “Technology
is an extension of the man, of the human senses, and is, therefore, the tool of art, like the brush or the
chisel”. And the communicative means are the special concentrated methods of artistic expression, which
“possess, like poetry, the characteristics to dictate its own rules”.

In 1990-s Russian artists were fascinated by the new language, language of video. Starting from that time
it is possible to talk of an active development of video art in Russia as a new and very bright process of
confrontation, experiment and synthesis in the sphere of art.

This phenomenon, certainly, has its prequel: in 1980s it was the Parallel Cinema (Aleinikov brothers, St Pe-
tersburg necrorealists, Boris Yuhananov), the experiments of such artists as Natalya Abalakova and Anatoly
Zhigalov (first video performances, mail art), the records of Moscow Conceptual School performances (Sabine
Haensgen and Gunter Hirt released in Germany a video collection of these in 1994).

First video studios and institutions appeared in Moscow in the beginning of the 1990s: a noncommercial
Studio of Egocentrical Idiosyncrasies, founded by the graduates of VGIK (All-Russia State Institute of Cin-
ematography) and Vladimir Kobrin's pupils, with the participation of the artist Alexey Isaev and New Tech-
nologies Institute (with Tatiana Mogilevskaya and Sergey Shutov as the founders).

The stake in art was on the technology, the new horizons of art development were seen in media, and
theoretical works revived utopian ideas of the German romanticism on the creation of a Gesamtkunstwerk.
The “planet itself assumed a status of a work of art” (Marshall McLuhan), and the role of an artist was
considered to be a mission of a demiurge. Only he acted not in the closed space of the gallery or museum,
but in the other spaces — TV, radio and cinema. The artist rushed where an “other” new viewer was.
He went to the television, to the radio; he introspected, exposed, mimicked, trying to appropriate this zone
of influence (e.g. the works of The System of Own TV by Vadim Koshkin and Alexei Isaev, Pirate TV by Timur
Novikov and Sergei Shutov).

Among the artistic institutions those that most actively worked with new media were the Shkola (School)
photo gallery at the Yakimanka Contemporary Art Centre, 1.0 gallery (curator Vladimir Levashov) and TV-
gallery (curator Nina Zaretskaya).

The appearance of Soros Centre for Contemporary Art in Moscow in 1992 coincided with the video art boom
in Russia and in all the countries of Eastern Europe — former soviet satellites. The policy of all such cen-
tres was to support and develop arts related to new technologies. The Media Sweet Media project was unit-
ing all these countries and urged the creation of media art exhibitions (in Budapest, Bucharest, Moscow,
Tallinn, Prague, Zagreb etc). “Video was first “new mass media”, which entered the homes of Central Europe
and made itself known as a medium of decentralized, demonopolized and private audiovisual communica-
tion. Thereby it was an alternative to the TV and cinema culture determinated by the State and the Party
(Rossen Milev, Video art in Eastern Europe, the festschrift "0STranenie", Germany, Bauhaus, 1993).

It was important for the local contexts to arrange symposiums, which stimulate development of the theo-
retical thought alongside with the art practice. The technological platform was created in Moscow, forming
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niseMoli zocydapcmeom u napmuedi». (Pocced Munes. Bugeouckycctso B BoctouHoit Espone. C6opHuk cTaTeit
«Ostranenie», lepMaHus, Bauhaus, 1993).

BaMHbIM [1/11 MECTHBIX KOHTEKCTOB (paKTOPOM bbiNa OpraHW3aLyWs CUMIMNO3UYMOB, CTUMY/IMPYIOLLUX Pa3BUTUE
TeopeTMYecKon MbICAW NapannenbHo ¢ NpakTUkoi. B Mockee 6bina cosgaHa TexHonornyeckas nnaTgop-
Ma, bopMupyloLLas HOBOE NMOKONIEHNE XYA0MHUKOB. [1Ns peanu3auun BbibpaHHbIX ANS BbICTABKU NPOEKTOB
6b1n0 3aKynneHo KoMMbloTepHoe obopynoBaHue Ha 6ase Hi8 1 cosaaH HOBLIN XyAOMECTBEHHDI NnaLaapm
— «Mockoasckas xydoxsecmeeHHas nabopamopus HoGbix Meduax. [poeKT bbin NpusBaH Ha 6ase KoMMbio-
TepHoro BMAe060pyAOBaHNUS, HA OCHOBE COBPEMEHHOrO MOHMMAaHUA BU3YaNbHOMO UCKYCCTBA U B pamKax
MHTEPHALMOHANBbHOI0 KYNIbTYPHOr0 KOHTEKCTa OCYLLECTBUTL PaAnKkabHbIA IKCNEPUMEHT, 3aKIaAbiBaloLLUiA
OCHOBbI HOBOI0 XYA0ECTBEHHOr0 MMPOBO33PEHUA 1 0NpoboBaTh HOBYIO MOAENb XYA0MeCTBEHHOMo 06pa-
30BaHWA — B TeYEHWeE rofia MPOXOAMIN TEOPETUYECKHE U NPAKTUYECKUE CEMUHAPHI.

B 1993 ropy coctosancs nepsbiii B Poccum @ecmusans 3kcnepuMeHmasnbHo20 8udeo, KOMNblomepHoU aHu-
Mayuu u npoekmHo20 cuHmesa (kypatopbl — Anekceit Wicaes, Bagum Kowkuh). ®ectmBanb cTaBui cBoen
LieNblo NPOeMOHCTPUPOBATH CUHTE3 UCKYCCTB M BbIABUTb 0COBEHHOCTY B NoAXoae K 3Toii npobneMaTuke Bu-
[le0Xy0MHUKOB, aKTEPOB, My3bIKaHTOB, pexsuccepoB. CucteMa oT60pa AEMOHCTPUPYEMbIX MaTEPUANOB, kak
1 nges UIMNpoBMU3aLMmn B UHTEPAKTUBHOW cpele, bopMMpoBanachk BOKPYr YeTbipex pasaenos «Bugeo v teatp»,
«Bugeo u Mysbika», «Bugeo 1 TeneapT», «Buaeo v BusyanbHble UCKycCTBa».

B 1994 roay orpoMHblii Mo oxBaTy BblCTaBOYHO-06pa30BaTesIbHLIA NPOEKT 3aBEPLUMICA BbICTABKOM
NewMediaTopia (kypaTop — Bnaaumup JleBawos), npeacTasnsiolLen MCKYCCTBO HOBbIX Meauna B Poccum
1 cTpaHax 6nnaHero 3apybebs, a TakM#e NepBbIM MeayHapoaHbiM cuMnosuymom NewMedialogia Ha
TeMy «H 0Bble TEXHO/OrMM 1 UCKYCCTBOX. Beaywime cneumanucTsl B 061aCTM MeaManckyccTBa (XyaoMHUKK
1 TEOPETUKM) BLICTYNUAM HA CUMMO3UYMe, MPOBENN MacTep-KNacchl No 0by4YeHuio XyAoxHUKOB B Poccun
(kypatopbl Katu Pait XoddmaH, TatbaHa Morunesckas, Onbra LWunwko, AHaTtonuit Mpoxopos). Bbin n3gaH
katanor NewMediaTopia/Logia, nepeoe B Poccun npodeccuoHanbHoe aHrno-pycckoe usgaHue, Bobpas-
Wwee B cebA TEOpETUYECKMUIA W MPAKTUYECKUI OMbIT AUCKYCCUU HA TEMY UCTOPWUMU U Pa3BUTUS UCKYCCTBA
HOBBbIX TexHonorui B Poccuu.

B 1995 rogy netepbyprcrkuit LCUC opraHnsoBan MeayHapoaHyio BbicTaBKy «BuaeoBuaeHne» B paMkax
popyma «B nouckax TpeTbeit peanbHOCTU». Ha BbicTaBke HapsiAy C pOCCMUCKUMU NpOeKTaMu 6binn paboTbl
PYMBIHCKUX, GUHCKUX, YKPAUHCKUX U XOPBATCKUX XYAOMHUKOB.

BoictaBku LICUC MockoBckoro u netepbyprckoro oTAaeneHui kak 6bl 3aBepLumMau npouecc ¢opM1MpoBaHua
[aHHOr0 MCKYCCTBA, UCMOMb3YIOLLEro HOBbIE TEXHOJIOMMM B Ka4ECTBE eLle 0AHOr0 CPeACTBA BbIpaMeHUs.

OpHako panblue ans BuaeoapTa HacTynaeT nepuoa pa306UJ,eHHOCTVI 1 3aTULWbA. B cepeguHe 90-x WHTEepec K Buaeo
CMeHAEeTCA NHTepecoM K NHTEPAKTUBHbIM ¢opmaM UCKyCCTBQ, ceTeBblM, KOMMYHUKALMOHHbIM NPOEeKTaM. C apy-
ron CTOPOHbI XyAO0MHUKK ONATb BEPHYIUCL B MaTepMaﬂbeIVl MUp CaMonpe3eHTauuu. UTC\/TCTBVIG ,ElVICTpVIﬁb}OLlVIVI,
¢MHBHCOBOﬁ noagaepMkun, anbTepHaTUBHbIX MOKA30B MNPUOCTAHOBWUIO pa60Ty MHOIMX BUAEOXYAOMHNKOB.

W Tonbko ABe TeneBnU3noHHble nporpammbl, «TuwuHa N°9» (aBTop u pesuccep TatbaHa [uaeHko) u «TB-
2anepes» (aBTop — Huna 3apeukas, aupektop «TB-ranepen»), noMoranu He TO/IbKO NPOMaraHAMPOBaThb
AaHHbIA BUA UCKYCCTBA B MAcChl U 3HAKOMMUTb C HEKOTOPLIMKM (MYCTb U CYGBEKTUBHO NOA06PAHHBIMM) BU-
neopaboTaMu POCCUICKKX U Aanse U3peKa 3anafHbiX MeAuaxyAoMHUKOB, HO TaKkMKe OTKPbIBANM BO3MOM-
HOCTb CaMWUM XyAOMHMKaM cenaTb cobCcTBEeHHY0 paboTy Ha Betacam, 4To No3Bonsno 3asBUTL O HeMl Ha
npogeccnoHanbHbIX 3anaaHbix dectuBansx. Ho, Kk comaneHuio, 3Toro 6b110 HeOCTaTOUHO.

KpVI3VIC 1998 ropa cunbHo yAaapwun no He3aBUCUMbIM BUAEOCTYAUAM U OTAENbHO B3ATbIM XyA0MKHUKAM. B 30He
COBpPeMeHHOro UCKyCcCcTBa BAPYr CTa/io HeYHTHO, «CeMbA CKBOTTEPOB» CTasla pacnafaaTtbCA. CMeHMnach 3anoxa
— npuwno spemMa 60N1bLLMX npoeKkToB, KOMMepYyeCKNX APMApPoOK NCKYCCTBA, a NMaBHOe — BpeMA CIUAHUA
C HOBbIM 6U3HECOM, BCE MOLUIO CBOUM YyepenoM — Kajlbka C 3anaga, Ho No-pycCCKMu...

WcKkyccTBO JONMHO bbINo AokasaTb cebe M BusHecy, YTO OHO KOHKYPEHTHOCMOCO6HO, MOAHO U NIMKBUAHO.
BupeoucKkyccTBo B 3Ty CUCTEMY [0Ka3aTeNbCTB 6bII0 BKOYATH elle oYeHb paHo. Begyuive xypodsHukm
BuAeouckyccTBa, Takue kak Cepreit LLyToB, Anekceit Ucaes, I'vs PursaBa, Cawa Anekcees, Bnagumup Mo-
runesckui, Bnagncnas Mambiwes-Mohpo, H0pa lMonosckuit, rpynna «TOTAPT» BpeMeHHO ucyesaloT ¢ apT-
CLieHbl UMM NEPEXOANT B Apyrue chepbl AEATENbHOCTU.

TRANSITLAND THEORY: Olga Shishko

the new generation of artists. The computers were bought (Hi8 based) for the realization of the chosen
projects for the exhibition, and the new art springboard was created — Moscow Art Lab of New Media. The
mission of the project was, on the base of the computer video equipment, on basis of the contemporary
understanding of the visual arts and within the bounds of the international cultural context to carry into
effect the radical experiment, laying down the foundation for the new art ideology and to try out the new
model of the art education — there were theoretical and practical workshops during the year.

In 1993 the first Russian Festival of the experimental video, computer animation and project synthesis
took place (its curators were Alexei Isaev and Vadim Koshkin). This festival's goal was to demonstrate
a synthesis of arts and to demonstrate video artists’, actors’, musicians’ and directors’ various ap-
proaches to these problems. The system of choosing the demonstration materials, and likewise the idea
of the interactive ambience improvisation was formed in four sections: “Video and theatre”, “Video and
music”, "Video and teleart”, “Video and visual arts”".

In 1994 this large scale education and exhibition project reached completion with the NewMediaTopia
exhibition (curator Vladimir Levashov). It represented the art of new media in Russia and former Soviet
republics. There was also held a first international symposium NewMedialLogia on the subject of “New
technologies and art". The leading specialists in media art (both artists and theoreticians) delivered
papers at the symposium and conducted workshops dedicated to the education of the Russian artists
(curators Kathy Rae Huffmann, Tatiana Mogilevskaya, Olga Shishko and Anatoly Prokhorov). The cata-
logue NewMediaTopia/Logia was published — the first professional bilingual edition in Russia, which
absorbed theoretical and practical discussion experience on the subject of history and development
of the new technology art in Russia.

In 1995 The Saint-Petersburg Centre for Contemporary Art organized the international Video vision exhi-
bition within the forum In search of third reality. Along with the Russian projects there were the works
of Romanian, Finnish, Ukrainian and Croatian artists.

It seems as if the exhibitions of Moscow and St.Petersburg centres completed the process of formation
of this kind of art, using new technologies as another medium of expression.

But later there comes the period of the disunity and inactivity for video art. In the middle of 1990s the
interest in video is replaced by the interest in the interactive forms of art, network-based and communica-
tive projects. On the other side the artists came back to the material world of the self-representation. The
lack of distribution, financial support and alternative screenings hindered the work of many video artists.

Only the two TV programs — Silence #9 (created and directed by Tatiana Didenko) and TV gallery (created
by Nina Zaretskaya, the manager of the TV-gallery) helped advocate this kind of art in the mass and intro-
duced some (even if subjectively chosen) video works of Russian and sometimes Western artists. They also
opened for the artists the possibility to make their own works on Betacam, and that allowed artists to show
their work at professional Western festivals. But, unfortunately, this wasn't enough...

The crisis of 1998 hit hard the independent studios as well as individual artists. The contemporary art zone
has become bleak and the squatter family gradually became disintegrated. The era has changed — the
time of big projects, commercial art fairs has come, most importantly - the time of merging with new busi-
ness. Everything went in due course imitating the West the Russian way...

Art had to prove both to itself and to business that it is competitive, fashionable and liquid. It was yet too
early for video art to be included in this system of demonstration. The leading video artists such as Sergey
Shutov, Alexey Isaev, Gia Rigvava, Sasha Alekseev, Vladimir Mogilevsky, Vladislav Mamyshev-Monroe, Yuri
Popovsky and the Tot-Art group temporarily vanish from the art scene or move on to other activities.

Itis in this period of absence of resonating works, projects and ideas that the time comes for rethinking and
analysis of the past decade.Aleksey Isaev founds the non commercial MediaArtLab organization whose main
goal is to study the development of Russian video art and its incorporation into the world context.

With the support of Russian institute for Cultural Research and with a presidential grant the MediaArtLab
publishes in 1999-2000 the first Anthology of Russian Video Art (a book and a video compilation of 64 art
works). The editor of this edition, Alexey Isaev wrote: “Exploring the borderline media practices of video
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MMeHHo B 3TOT Nepuog 0TCYTCTBUA PE30HMPYIOLLMX PaboT, MPOEKTOB, UAei HACTyNaeT BPEMA NepeocMbicie-
HUA W aHaNNU3a NPoLUeALLero AecATUNETUS.

Anekceln UcaeB cospaeT HeKOMMepUecKyto opraHusaumnio «MeduaApm/lab», 0CHOBHOW LieNiblo KOTOPOM CTa-
HOBUTCS U3y4YeHWUe pa3BUTUSA BUAEOUCKYCCTBa B Poccuu 1 BKnoveHue ero B 0614eMUpPOBOI KOHTEKCT.

Mpu noppepake Poccuitckoro MHCTUTYTa KynbTyponorun, «MeduaApm/lab» Ha rpaHT lNpesnaexta PO B 1999
— 2000 roay usaaet nepsyto «AHmosozuio pocculicko2o audeouckyccmeay (nevaTHoe nusgaHue u cHopHUK
64 Buaeopabort), MnaBHbIi peaakTop usgaHusa Anekceit caes nucan: «Mcciedys nozpaHudHbie MeduasibHole
nNpakmMuKu BUGLOUCKYCCMBa Kak JI02udecKue CmMpyKMypbl, Mbl UCKa/IU MeMOod0/102Ul0 0NUCaHUS BUGe0apma,
KaK 0bbeksma coyuokysremypHol cpedbl, NbIMaauCL 04epMUMb KPUMePUU OYeHKU pocculickozo sudeoapma,
aKmyasbHoCMb KOMOPO020 3aK/1I0YaeMmcs 8 CMpameauu XydoMsHUKa».

Be3ycn03Ho, ana 90-x rogos. 3aTo 6bina CTpaterma BbiNMUBaHUA COBPEMEHHOI0 UCKYCCTBA U XyAOMHUKA B Npo-
CTpaHCTBe Macc-Meana U HoBbIX MHdJDpMaLlVIOHHbIX TEXHONOruM.

B 2000 roagy 3KCﬂepMMeHTaﬂbell7l POMAHTU3M, ONMNO3ULNOHHOCTb, CUHTE3 UCKYCCTB Kak raBHAaA COCTaB-
NAKLWaA HOBOro UCKycCcTBa, MOUCK HOBOIo A3blka 90-x cMeHseTcA pPaunOHaNbHOCTbHO NMPOEKTOB HOBOro
nepuoaa, NOUCKOM HOBOro U oBnlageHne CTUINCTUYHECKUMU NpUEeMaMu, BblpﬁﬁOTaHHblMM Ha 3anage. Bu-
Ae0 KAk TexHoNnorua, AocTynHaa KaMaoMy XynOMSHUKY, U NNerko npe3eHTupyemMman B ranepeﬁHo-MyaeﬁHOM
NPOCTPAHCTBE CHOBA HAYMHAET nNpuBnekaTb XyAOMHUKOB CHOBA M CHOBaA. Ons 3pMTEﬂeVI BUAeoapT ewle He
CTAHOBUTCA 3HAKOBbIM U HeOGXOﬂI/IMbIM npoayKkTOM, HO OH ABHO BOCTpEﬁOBaH N 3arafo4eH.

Bo3HuKaloT HoBblE MHCTUTYLMK, BbICTaBKM, decTuBanu BUAeOapTa, OTAeNbHble 06pa3oBaTesNibHble KYpChbl,
a rnaBHOe — HOBble UMeHa. MHCTUTYLMM akTUBHO NPOJIOHIUPYHOLLME BUAEOUCKYCCTBO B Havane 2000-x:
«MeduaApm/lab», «XL-2anepes», Myseli cospemeHHo20 uckyccmea, «CuHe®aHmom»; ®ecTuBanu Bugeo-
apTa: ¢ 1999 — «Medua @opym» MMKO, n HaunHas ¢ 2005 — dectusanu «fTycmox», «Budeonozus», «Ce-
nekyus», «KaHckul sudeopecmusarnsy.

CoBpeMeHHOe UCKYCCTBO, HE MPUHSIBLLEE B CBOE JIOHO BUAE0APT U OTTO/IKHYBLUIEE MHOTUX TaNlaHT/IBbIX BUAEO-
xynoaHukoB 90-x c ornsaaKoit Ha KpynHeiine 3anaaHble bueHHane, rae 30% Kak puanyeckoro NpPocTpaHCTBa
Tak W AMCKYPCUBHOIO MONIA OTBOAUTCA BUAEOMCKYCCTBY, NMOCTENEHHO MEHSIET CBOE OTHOLLEHUE K Y#Ke COBCEM
He M0/10JJ0My BUAY TBOPYECTBA.

B Poccun noBopoTHBIM cObbITUEM [N MPU3HAHWUA BUAEOUCKCCTBA CTaNa WHTEPHALMOHANbHAA BbICTaBKa
«B cmopoHy 3kpaHa». KypaTop BbictaBkm — Nocud Bakwrein (npu ydactuv Buktopa Musmato). BoictaBka
rokasana camble pasHble ¢popMbl BuaeoapTa. B akcnosuumio 6binm BraoveHbl pabotel Maun TonopoBuya,
Annbl KaTepuHbl [lonbBeH, bbepHa Menbxyca, fiHa Tooumka, kaHagua CtedaHa CeH-JlopeHa, KopeWncKoii Xy-
noxHuupbl Coo-a Kum.

W BoT ye Buaeo B 2000-e roabl CTAHOBUTCS CaMbIM PacnpocTpaHeHHbIM GOPMaTOM COBPEMEHHOIO UCKYC-
CTBa — CaMbIM JeMOKPATUYHbBIM U3 Xy0MECTBEHHDBIX A3bIKOB, HE CTECHSAIOLMM NPAMOTY BbICKa3blBaHUA
1 AONyCKalLWMM Nobyio MHTOHALMI0 — UPOHWUIO, NpefesibHYI0 IMPUKY, BbICOKUI Nadoc. «Y mebs 8 pykax
maeos 20/106a. 1 som umems 8 pyKax cobcmaeeHHylo 207108y U npu noMowu 3mol 20710861 Kak bbl pop-
MupoBamb peasibHOCMb, co3udame peaslbHOCMb, HABGCMPeYyy MOMYy OMPaNseHHOMY NOMOKY, Komopbill
8/1uBaemcs 8 caMy kaMepy — 3ma QyHKYUSI UCKIIDYUMEsIbHO op2aHuyHa dns 8udeo» (Bopuc 0xaHaHoB,
u3 «AHmosozuu pocculickozo sudeoapmax, 2000).

TRANSITLAND THEORY: Olga Shishko

art as logical structures we searched for a methodology of video art description as an object of a socio-
cultural environment, tried to form criteria of Russian video art valuation, the art which relevance is in the
artist's strategy”.

For the 1990s it was undoubtedly a strategy of survival for contemporary art in the space of mass-media
and new information technology.

The year 2000 draws a line between the 1990s and the first decade of a new century. The experimental
romanticism, the oppositionism and synthesis of arts as the main feature of the new media, the search
for a new language all are replaced by rationality in the projects of this new period, the search for the new
and efforts to master stylistic means developed in the West. Video as a technology available to every artist
and easy to present in a gallery or museum space starts attracting artists once more - again and again.
For the audience video art hasn't yet become a cult or necessary product but it is evidently in demand and
mysteriously attractive.

New institutions emerge, new exhibitions, video art festivals and some education courses, what is most
important — there are new names. Institutions that actively prolong video art in the early 2000s are
MediaArtLab, XL-Gallery, the Museum for Contemporary Art and CineFantom. Video art main festivals are
the Media Forum of the Moscow International Film Festival (since 1999), since 2005 the Pusto (Empty)
festival, Videologia, Selektsia (Selection) and the International Kansk Video Festival.

Contemporary art which has previously not accepted video art as its own and rejected many talented video
artists of the 1990s now, seeing that at the major Western biennales 30% of both the physical space and dis-
course is given to video art, is gradually changing its attitude towards this already-not-so-young art from.

The turning point in Russia for the acknowledgment of video art was the international exhibition Towards
the Screen curated by losif Bakstein with Victor Misiano. The exhibition presented the many different forms
of video art. The exposition included works by Maci Toporovic, the Norwegian Anne Katrine Dolven, the Ger-
man Bjarn Melhus, Jan Tooimca, the Canadian Stephen St-Lauren, the Korean artist Soo-Ja Kim.

And thus in the 2000s video becomes the most popular format for contemporary art, the most democratic
of the artistic languages that does not constrain the direct expression and allows for any intonation: irony,
the absolutely lyrical or the high bathos. “Your head is in your hands. And so to have your own head in your
hands and with this head to kind of form reality, to create reality facing the reflected stream that pours
into the camera itself — this function is highly natural for the video”. (Boris Yukhananov in The Anthology
of Russian Video Art, 2000).
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Kenko Cen

LlenocTHocTb B ABUMEHUU ~
BugeouHcTannauusa, UCKyccTBo M MeAUapbIHOK
BocTouHoi EBponbl nepexogHoro nepuoaa

Keliko Celi pabomaem Ha ¢aryibmeme Cmydusi Budeo/llepgpopmaHc/Mynemumedua TexHu4eckoz2o yHusepcu-
mema bpHo, Yewickol pecnybnuku. CompydHudaem ¢ Yeuwickumu MypHanamu Umelec u Respekt, asmop mMHoMe-
cmaa nybsukayul Ha ANOHCKOM si3blke. Kypamop makux 8iIcmasok BOCMOYHoesponelckoeo MeduaucKyccmaa,
kak The Media Are With Us (Bydanewm, 1990), Ostranenie ([leccay, 1993), Ex Oriente Lux (bydanewm, 1994), Orbis
Fictus (Mpaza, 1995), Yumarna nekyuu 6 Kazaxcmaxe.

Korpa-To B 80-x rogax BuaeoxyaoMH1kamu BoctouHoii EBponbl, B To BpeMA — TaMHCTBEHHOI TEPPUTOPUM MO Ty
CTOPOHY €eNe3HOoro 3aHaBeca, bbin 3aayMaH becnpeLiefieHTHbI B UCTopuK BuaeonpoekT. OH aonseH bbin Bo-
6paTb B cebs BCIO MOMHOTY Xy/[0MKECTBEHHOMO BLIPAMKEHUA W 3aneYaTneTb BbICKa3biBaHWA AesTeneit UCKycCTBa
CO BCEro MUpa, KoTopble byAyT oTpaMeHbl Ha Buaeokaccetax. [MpoekT c yyactem 1500 xynoasHUKOB npocyLue-
CTBOBAN LieNoe AecaTuneTne. YTo e CTano CTUMyIOM AN Pa3BUTUS 3TON uaen?

B Hosbpe 1989-ro B lpare 6bii0 YCTaHOBNEHO MHOMECTBO BMAEOMOHUTOPOB, KOTOPbIE TPAHC/IMPOBAN eMse-
[HEeBHble HOBOCTW, CMOHTUPOBAaHHbIE CTyAEHTaM1 KMHeMaTorpaduyeckux LWKOJ, U 0TYETbl FpaNsAaHCKUX HOBOCT-
HbIX BUAEO0-COO0BLLECTB, OTPAMNAIOLLME MOJIOMEHNE U Pa3BUTUE «bapXxaTHO peBoMoLMK». Heckonbko MecsLeB
cnycTs B aTMocdepe aiidopuu B ropoje NpoBoAUIUCH BeCbMa MOMNyJIsipHble Nokasbl, COCTOSBLUXE U3 BreYaTsio-
LLMX BUAEOWUHCTANISALMIA, KOTOPble B TOYHOCTV BOCCTaHABNMBANM XOA PEBOJIOLIMOHHBIX COBBITHIA.

YeM e 6bina BUAEOUHCTaNNALMA AnA YyexoB? YTo o3Hayan ans Hux atoT TepMuH? Ocobas dopMa, 6onee
TOYHO NepefaBaBLUAs UX MU3Hb, UK e UHTepnpeTaLus cobbITUI B XyAONECTBEHHOM nnaHe? OkasbiBanu
Y BUAEOXYA0MHUKM NMOMOLLb B pa3paboTke BbICTaBkU? UK 3TU MHCTaNNALMU NpeacTaBasioT coboit peakuii
B TBOPYECKOM OTHOLUEHUM BUA, CAMOMNPOU3BOJIbHOE OTPaMeHNe Ype3BblyaliHbiX 06CTOATENbCTB U MenaHui
Hapopaa, HernoABNacTHOE BJIMSIHUIO UCTOPUM UCKYCCTB?

Y MeHs, kak KypaTopa, paboTaBLuero ¢ NpeAcTaBUTENIIMU BUAE0APTa U3 pasHbIX CTPaH, CO3[4aBaBLUMX Kak
BecbMa KpyrHble, Tak U Masion3BecTHble paboThbl, BUuAeouckyccTBo BocTouHoi EBpone Bbi3biBaeT MHOMECTBO
BOMPOCOB, YTO OAHOBPEMEHHO MOACKA3bIBA€T MHE, HACKOJIbKO BaMHO PacckasaTb O TOM, NMOYEMY e Mbl
fenaeM BugeoapT.

B cBoeM 3acce A paccMaTpMBal CUTYaLIMI0 Ha MEAMMHOM PbIHKE, C KOTOPOW MHE MPULLNOCH CTONKHYTLCA U Mo-
BOpHO 0 rnobanbHbIX NepeMeHax B BoctouHoi EBpone, koTopbie MHe foBenock yBuaeTb. Peub noiaet npexae
BCEro 0 TeX TPex CTpaHax, rae A B 0CHOBHOM paboTana: Benrpuu, YexocnoBakum u PyMbiHuu.

BeHrpus

B 1980 roay BeHrepckuit kuHemaTorpaducT, cosgaTteNlb 3KkcnepuMeHTanbHoOro kuHo u Bugeo Mabop boaw,
Hayan paboTy Haj HOBbIM MHHOBALIMOHHLIM NpoekToM Infermental, KoTopbli BbIxoaun B GopMe BUAEOMYP-
Hana. Ero ocHoBHOI 3aaayeil CTano co3faHne «MH$O-MarHUTHOMO NMPOCTPAHCTBA» U U3AAHWE EeMSEerofHoi
«3HUMKNONeaUW, OTCNeMXMBaIOLLEN NOCNeAHNe TEHAEHUMN B UCKYCCTBe U KynbTypex. Infermental — nep-
Bbll BULEOMYPHAN MexayHapoaHoro ypoBHs. B Teuenne nocnegytowmx 11 neT pasnmyHbIMM peakTopaMu
13 pasHbIX cTpaH 6binn nspaHbl 11 cepuit. Kaabil exseroaHbIn BoiMyck nNpeacTaBnan coboit ayaMoBusy-
anbHOEe MpPOM3BEAEHWe NMPOAOMUTENBHOCTBIO OT MATU A0 CEMU YAacOB, OCBELLABLUEE NOCNEAHNEe TEHAEH-
LMK B AaHHOW obnacTu. YuntbiBas ToT GpakT, YTo 06MeH MHdopMaumen bbin orpaHUyeH, akcnepumeHT boau
OCHOBBIBAJICA HA MPEACTaBNEHUN O TOM, YTO UHPOPMALIMS CMOMET CBOBOAHO MepecekaTb rpaHuLbl, eciu
OHa CKpbITa Ha ManeHbKol BUaeokacceTe. 3T ycunusa 6binu Bo3HarpasaeHsbl, U B pesynbtate 6onee 1500
XyAOMHUKOB M3 36 cTpaH BHecnu cBoi Bknag B 31 11 usgaHuii. TepputopuanbHo NpoeKkT oxBaTbiBan pas-
nnuHble ropofa, ot bepnuna, Mambypra, byaanewta, Bynneptans, Jinona, Pottepaama, BaHkysepa, byd-
dano (wraT Hbto-Mopk), Tokno u Benbl ao OcHabpioka n Ckonbe. Bnaropaps 3TuM BuaeokacceTaM, Mbl,

Keiko Sei

Solidity in Flux ~

Video Installation, Media Art and Media Landscape
in Eastern Europe during the Transition

Keiko Sei is currently on the faculty of the Video/Performance/Multimedia Studio of the Technical University
of Brno, Czech Republic. She has written for Umelec (Artist) magazine and Respekt in the Czech Republic and
numerous Japanese publications. She has worked as curator on such seminal Eastern European media exhibitions
as The Media Are With Us (Budapest, 1990), Ostranenie (Dessau, 1993), Ex Oriente Lux (Bucharest, 1994), Orbis

Fictus (Prague, 1995), and has lectured in Kazakhstan (1999).

In an unspecified time in 1980, an unprecedented project in the history of video came out of the mind of
artists from Eastern Europe, then the mysterious other side of the Iron Curtain. It would collect artistic
expressions and statements in video form from all over the world that would be contained in a video cas-
sette. The project took off, even lasted for one full decade, with the participation of 1500 artists. What
precipitated this idea?

In November 1989, the capital city of Prague was full of video monitors that showed daily news made by
students of film school and a civic video news group reporting the situation and the development of the
Velvet Revolution. Some months later, in an atmosphere of euphoria, a popular exhibition that recon-
structed the revolution consisted of impressive video installations.

What did the video installations mean to the Czech people? What did “a video installation” mean to them? Was
it a form of presenting a more accurate representation of their lives, or were they aware of it in artistic terms?
Did video artists help design the exhibition? Or did these installations present a rare form of art, a spontane-
ous creation of peoples’ desire and extraordinary circumstance, not influenced by an imposed history of art?

For a video curator who had watched and worked with representatives of video art from around the world,
as well as lesser-known independent video projects, video in Eastern Europe has raised numerous ques-
tions in my mind; at the same time, it has also provided me with a crucial answer to the very basic question
of why we do video art.

In this essay, | look back on some of the media landscape that | witnessed or in which | was involved dur-
ing the momentous change in Eastern Europe. | will focus on the three countries that | worked in most:
Hungary, Czechoslovakia and Romania.

Hungary

In 1980, Hungarian experimental film and video maker Gabor Bddy launched an innovative video project
entitled Infermental. With the aim to create an “info-magnetic living-space” and an “annual encyclopaedia
of tendencies in art and culture”, it took the form of a video magazine. Infermental is considered to be
the first video magazine on an international scale. Over the next 11 years, 11 editions with an alternating
series of editors from different countries were published. Each annual issue compiled approximately five
to seven hours of the audio-visual work that represented the latest tendencies in this area. Bédy, coming
from a place where information exchange was restricted, experimented with his vision that information
could travel across borders more freely if it was hidden in a tiny video cassette. These efforts paid off, and
as a result more than 1500 artists from 36 countries contributed to the 11 editions. The editorial cities
ranged from Berlin, Hamburg, Budapest, Wuppertal, Lyon, Rotterdam, Vancouver, Buffalo NY, Tokyo and
Vienna, to Osnabriick/Skopje. Thanks to these packaged video cassettes, we the video practitioners in
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BMEOXYA0MHMKM 3anaaa, CMOMM He TObKO Y3HaTb YTO-TO HOBOE O TalHOM TBOPYECKOI AeATeIbHOCTH 3a
Mefie3HbIM 3aHaBECOM, HO M NOJTy4YUTb NPeACcTaBNEHNE O TAKUX IereHAAPHbIX rpynnax, kak «KonnekTuBHbIe
nencteusa» B Mockse u «Jloasb Kanucka» B Jlogaun. Yo »e npuBHEC 3TOT HEKOMMEPYECKUI NPOEKT B MU-
poByio KynbTypy? W Kak Mornu niogu s TotanutapHoi BocTouHoi EBponbl 06nafaTth cTonb BhigatoLeincs
YYBCTBUTENBHOCTBIO M 060CTPEHHBIM BOCNPUATUEM MEANAUCKYCCTBA?

MMeHHo 3ToT BOMPOC HACTO/IbKO 3aHMMaN MOU MbIC/IK, NOKa A pa60TaJ1a BWAEOKYpaToOpOM B AINoHWw, YTo, B KOHLE
KOHL0B, A pelunia npuexatb u HaWTW KNioY K pasragke.

Ha npoTsaxeHuu Bcero nepuoaa noauTUHECKUX nepemMeH B BeHrpuu nponsoLno MHOro 3HaKkoBbIX, CUMBO-
NnYeckux cobbiTuit. 04HUM M3 HUX 6bINU NoxopoHbl MMpe Haas B utoHe 1989 ropa. 3axBatbiBaloLmin AM3anH
LiepeMOHMN B CTUIe KOHCTPYKTMBK3Ma bbin paspaboTaH XyA0MHUKOM U kuHemaTorpaductom labopom bax-
MaHOM Y ApYruM KMHemaTorpapucToM, cbiHoM Jlacno Pailka — YenoBeka, CTaBLUEr0 MepPTBOW CTANIMHCKNUX
nokasaTtenbHbIx npoueccos, Jlacno PankoM-mMnagwmM. Beero nuwb 3a rog ao Toro baxmaH ucnonbsosan Ty
e nnowasb, kak MecTo NoCTaHOBKK CBOEro BuAaeoapT neppopmaHca «BocmoyHoesponelickasi mpeaoza»
(1988)', cospaHHOro B TOM e CTW/Ie PYCCKOr0 KOHCTPYKTMBU3MA, rAe 0duLep-KOMMYHWUCT U3N1araeT CBOU
dunocodcrme paccymaeHNs ¥eHLMHE, 3aMOTaHHOW B OrPOMHYI0 HakuaKy B GopMe KpacHoM 3Be3bl. «Be-
NIMKOMenHan apaMaTyprusi», — fymana i, rags Ha LWMKapHble YepHble KONOHHbI U 6enyto TkaHb, KOTopoW
6bin 3aapanupoBaH Becb dpacag nnowaau Mepoes nepen [1BopuoM UckyccTs, U fecATkY Tbicad Niofein, 3a-
BOpPOMEHHbIe 3TUM 3penuweM. baxmaHy yaanocb cbirpaTb € ABYMA pPasiMYHbIMKA Meaua, AeCTBYHOLMMM
Ha ABYX Pa3HbIX 3Tanax Ans pasHbiX TUNOB ayAUTOPUK, MCUXONOrMEN MAcc U 3anaAHO-BOCTOYHbIM AUCKYP-
COM McKycCTBa. MeHs nopasnn KOMMeHTapuili MECTHOIO YYEHOr0, KOTOPbIW CKa3al, YTo 3TO «A0/IMHO bbITb,
0AHO 13 Haubonee 3HaYUMbIX MeanUacobbITUiA, MPOXoAALMX B cTpaHax BocTouHoit EBponbl B anoxy nepemMeH».
B 1988-89-x ropax, korga B cTpaHe NMPOUCXOAWNM 3HAUUTE/IbHBIE U3MEHEHUS], Takne XyO0MHUKH, Kak fHoLw
LWyrap u Nlacno Pesec, u Teopetukn — Jlacno beke n Muknow lMeTepHak MCNonb30Banu 0CobbIit MaHp —
«MHTep-Meamnax», nabopaTtopus MeananccnenoBaHuit. B BeHrpum yxe B koHue 90-x B KpymnHbIX y4ebHbIX 3a-
BeAEHUSX YNTaNNChb KypChbl N0 MeAMATEOPUN U MEANANCKYCCTBY, B TOM Yncne B AkafeMnUM U3SLLHBIX UCKYCCTB,
Axkapgemuu npuknaaHbix MckyccTs u YHueepcuteTte JlopaHaa 3tBéwa. «MHTep-Meaua» B fanbHenweM pacium-
puno obpasoBaTeNibHble BO3MOMHOCTY ANl MECTHOW KYNIbTYPHOW 3NUTHI.

370 6bIN0 Bpems, koraa ®oHp Copoca, co wrab-kBapTUpoi B byaaneluTe, weapo guHaHcMpoBan pa3sutue
TBOPYECKOI ieATeNIbHOCTM B 6bIBLUMX cTpaHax BocTouHoii EBponbl u CoseTckoro Coto3a. 3To B onpeaeneH-
HoW Mepe oTpasano uHtepec [laxopana Copoca k Meaua. Bo MHOrux cTpaHax pervmoHa, HaunHas ¢ Benrpum,
NpOBOANINCE PAHEE HEMBICTIUMBIE W HEBO3MOMHbIE BbICTaBKM N0 MeANa-UCKYCCTBY U TEXHONOMUN.

CpeactBa MaccoBoit UHGOPMALIMK OTKIMKHYIMCb Ha NPU3bIB XYA0MHUKOB, W, BCIEACTBUE 3TOr0, BEHrepckoe
TeNleBMAeHWe CTaNo M3BECTHO CBOMMM WUCCNefoBaTelbCKUMU U 06LLecTBEHHbIMM NporpaMMamMu Ha BocToke.
B pamkax npoekTtoB «Mup sudeo» n «Medua mukc» npoatocepa H0anT Konnep 6bino co3gaHo MHOMECTBO
3HAUNUTENbHBLIX PaboT, KoTopble 3aTparMBan pasnyHble acnekTbl COBPEMEHHbIX Meaua. B HekoTopbIx anu-
30pax, HanpuMep «bopuc TB» u «Video Misa», obcyspanuck nocneacTsBuA M BAMSAIHWE CPEACTB MacCoBOM
MHpOpMaLMK Ha Bonpockl pedopmbl 1 pesontoumn B BoctouHoit EBpone u Coetckom Cotose, «/loxopoHsi»
paccMaTpuBany CTU/b NMOXOPOH FOCYAapPCTBEHHbIX YMHOBHUKOB. [lpyrne cepum npoekTa Kacaaucb BONpoCoOB
aruTaLMOHHbIX BUAEOKMMOB, UCMOMIb30BABLUMXCA B NPeABbI6OPHOI KaMMNaHUK, 3KCNepUMEHTaIbHOr0 BUAEO
1 KonnekuMoHUpoBaHMA BuaeokacceT. O6pa3oBaTenbHble nporpamMmbl Konnep B 06nacTn usyveHus mMeaua
6bInn caenaHbl ¢ BbICOKUM KaYeCTBOM U aApecoBaHbl LUIMPOKOI ayAUTOPUM, U CbirPann HEManoBaMsHYIO Posib.

TeM BpeMeHeM, cTyans benbl banaa, cBoeobpasHas Mekka 3KcnepuMeHTaNbHOrO KMHO B BeHrpum, npe-
[I0CTaBNANA TEXHUKY M IMCKYPCUBHOE MPOCTPAHCTBO HE TONbKO ANA KPYMHbIX Xy[0MHUKOB, HO 1 NS No-
JIMTUYECKUX NPOEKTOB, B YAaCTHOCTH, 06LLECTBEHHO-NONUTUYECKOr0 BuaeOMYpHana «YepHell awuk». OH
COCTOSIN U3 I0KYMEHTaNbHbIX BUAE0CBUAETENLCTB CTPEMUTENBHBIX MEPEMEH B CTPaHE 1 pervoHe 3a nocnea-
Hee aecatuneTue. Ero coTpyaHMKM NOCTOSHHO HAXOAUNKUCH NOA YrPO30i apecTa unu ockopbnenuin. Mpoaykt
3M0XM HOBOFO TeNEBUAEHUS, OH BbIXOAWN B 3$UP Ha KabeNbHbIX TeNeCTaHLMsX, KOTOpble BENW CBOE BellaHue
B OCHOBHOM B MPUropofHbiX paioHax. KacceTbl ¢ #ypHaNoM NpuUBO3WUAK Ha TeNecTaHLUM Ha Benocuneae.
Bnaropaps BuaeoMypHany noau y3HaBanu HOBOCTU, KOTOPbIe MOYTU He BbIXOAMAW B 3QUP OQULMANBHBIX
CpeAcTB MaccoBoW MHGoOpMaLUK.

Pa3BuTME 3KCNEPUMEHTANIbHOM apT-CLEHbI, MACCOBOMO CO3HAHMA, MONMTUYECKON [eATENIbHOCTU U AUCKYP-
CMBHOM MeaMa TeopuMn, COEANHASCH APYr C APYroM, 06pa3oBbIBaM B HEKOTOPOM OTHOLUEHUU BEHTEPCKMit

1 B socbMoM, mokulickom HoMmepe «Infermental».
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the West, were able to learn something about the underground artistic activities behind the Iron Curtain.
We could get a glimpse of such legendary performance groups as Collective Actions in Moscow and Lddz
Kaliska in Lédz. What brought this visionary project into the world? Why were people in totalitarian Eastern
Europe equipped with such an outstanding sense of, and sensitivity towards, media?

The question was so intriguing to me while | worked as a video curator in Japan, that eventually | decided
to come to the region to find a clue for myself.

Hungary provided a series of symbolic events like this one throughout the period of political change. An-
other such event was the funeral of Imre Nagy in June 1989. The spectacular Russian-Constructivist-in-
spired design of the ceremony was designed by artist and film architect Gabor Bachman and film architect
and son of the Stalinist show trial victim Laszlo Rajk, Laszlo Rajk, Jr. Only a year before, Bachman used
the same square to stage a performance for his art video East European Alarm (1988),' with the same
Russian Constructivist style, in which a Communist officer offers philosophical thinking when confronting
a woman drawing on a huge red-star-shaped cloak. Superb dramaturgy, | thought, taking in the chic black
columns and white cloth that covered the entire facade of the Palace of Art at Heroes’ Square, and the tens
of thousands of people who emotionally watched on. Bachman managed to play with two different media,
two different stages and different types of audience, mass psychology and the East-West discourse in art.
What struck me even more was the comment of a local scholar who told me that, “This must be the most
significant media event in Eastern European change”. During the crucial change of 1988-89, artists such
as Janos Sugar and Laszl6 Laszld Révész, and theoreticians such as Laszlé Beke and Miklés Peternak were
exercising a particular genre called “Inter-media”, a laboratory of media studies. In Hungary, already in the
late 90s, there were courses teaching media theory and media art at the main educational institutions,
including the Academy of Fine Arts, Academy of Applied Arts and EGtvos Lorand University. “Intermedia”
study further enriched the educational opportunities for the local cultural elites.

This was also the time when the Soros Foundation, with its headquarters in Budapest, was generously funding
artistic activities in former Eastern Europe and the Soviet Union. Due to this funding possibility, and to a cer-
tain extent reflecting on George Soros's interest in media, previously unthinkable and impossible exhibitions
of media art and technology art flourished in many countries in the region, beginning with Hungary.

Mass media responded to the artists' call, as well, and as a result Hungarian Television became the most
exploratory public television in the political East. Producer Judit Kopper's series Video World and Media
Mix brought out numerous noteworthy productions that intelligently examined various aspects of today's
media. As we could see in episodes such as TV Boris and Video Misa, which discussed the impact and influ-
ence of media on the reform and revolution of Eastern Europe and the Soviet Union, Funeral that looked
at the Soviet-era style of funerals of state officials, and episodes examining election videos, experimental
video, and a collector of video tapes, Kopper's programmes offered serious educational quality in a genre
of media study to a wider audience, playing a role that could hardly be overlooked.

Meanwhile Béla Balazs studio, the Mecca of experimental film in Hungary, had been providing facilities and
discursive space, not only to mighty artists, but also to political projects, notably a political video cassette
magazine, Black Box. The video magazine witnessed and documented the decade of dynamic change of
the country and the region, often taking the risk of arrest or abuse. A product of an era of new television
distribution, it had taken advantage of cable TV stations that had spread mostly in the suburban social
housing area, the cassettes delivered to these stations by bicycle. Thanks to this video magazine, people
acquired news that had hardly been seen in the official media.

The dynamics of the experimental art scene, mass consciousness, political activism and discursive media
theory intermingling with each other was in certain ways a Hungarian phenomenon. With this base, when
the Romanian Revolution happened in December 1989, media scholars in Hungary immediately recognised
the significance of the first revolution that took place in a TV station; consequently, we could organise an

1 Included in Infermental 8 Tokyo edition.
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deHomeH. bnarogapsa 3atoMy, B Aekabpe 1989 roga, koraa npousowWwna pyMblHCKas peBofloLMsA, Meaua-
cneumanucTbl B BeHrpuu cpasy ae NoHANM 3HaYeHWe 3axBaTa TeneueHTpa. [103TOMy Mbl CMOMIM OpraHu-
30BaTb MeMAyHapOAHbI CUMMNO3KUYM, KOTopbIi cocTosncs B anpene 1990 ropa B bysanewTte — cnycTa
Tp¥ MecsiLa nocne cobbITuit B PyMblIHUM — YTO6bI 06CYAUTL 3TOT YHUKANBHBIA MOMEHT B UCTOPUK, yaensas
oco60e BHUMaHWe TEOPETUHECKOMY MeanaaHanusy?’.

B APYyrux cTpaHax BocTouHoi EBPDI‘IbI pa3suUTME MeANAaNCKyCCTBa NPOMCX0AMN0 HECKONIbKO UHAYye.

YexocnoBakusa

«Hoabili sudeoxsypHan» — 4exocnoBaLKUin aHanor «4epHoro AlWMKa» — HMKOrAa He BbIXOAWUN Ha 3KCne-
PUMEHTaNbHON KMHOCTYAUK, HanpuMep. Sl fondHa 0c060 0TMETUTb, YTO 3TOT HOBOCTHOW BUAEOMYPHAN bbin
NoAroTOB/EH XYAOMHWKAMKN, AM3aliHepaMm, KNHeMaTorpaducTaMu, XypHaNUCTaMu U NOAUTUYECKUMU aKk-
TuBucTamu. 0anH u3 npoptocepos, MaBen Kaunpek, 3asBuUN, YTO OHU BCEra CYUTANMN Ero XyA0MECTBEHHbIM
npoekToM. 0JHaKo apT-KOHTEKCT NPOEKTa CYLLECTBEHHO OTIMYAETCA OT BEHrePCKOro, rAe KOHLIENTYabHbIA
1 dunocodckmit AUCKYpc B paMKkax paboT Mo UCKYCCTBY CO3AaBas Lenyto 0TAEsbHYH BCENEHHYH.

«Hoablil sudeoxsypHan» 6bin 3agymaH Onbroit n Baunasom MaBenamu B cepeanHe 80-x Ana pacnpocTpaHe-
HUA HOBOCTEll, 0 KOTOPbIX HE FOBOPUIOCH B 0QULIMANbHBIX CPeACTBaX MaccoBon MHpopMaumu. Ux cuctema
«camuspaTaTa» bbla NoCTpoeHa Mo cxeMe NMpPaMUAbI: OHU NPOCUAN YeOBEKa, Kk KOTOPOMY Nonaaan B pyku
3K3EeMMNAP MKYpHana, caenaTtb Napy-TPOMKY KOMUI, a 3aTeEM pa3faTb UX Kak MOXHO bonblueMy KonU4ecTBy
noAen, 4Tobbl Kaasabli 3K3eMnNsAp 6biN MHOrOKPATHO PasMHOMEH. 3TOT METOA TaK e YHUKaNEH, Kak U «Be-
nocunefHas AocTaBka» «YepHo2o0 AWuUKa» W LiepKOBHAA CeTb Nonbckoii Buaeoctyann aaHbcka. Bee oHn
6binM M306peTeHbl KaKk PeakLMa MUTENCKOW MyAPOCTY Ha TOTanUTapHbIN penM. B To Bpems B Yexocnosa-
Kun nioboe KonupoBaHne — 6yab TO JOKYMEHT UK ayamokacceTa — 6bino 3anpeLueHo, No3ToMy, YTobbl
pelmnTb NpobieMy c HapyLUeHWeM 3aKOHa, KaAbll 3K3eMMNAP HasblBaACA «OpUrMHanom». Bee Bbinycku
Ha4yMHanMcb BECbMa BNeYaTAoLWMM aHUMALIMOHHLIM JIOrOTUMOM 1 OCBELLann NoAMNOJbHYI0 XYA0MKEeCTBEHHYHO
NesTeNbHOCTb U TeaTp abcypaa, NoAMTUYECKUE HOBOCTU W coLanbHble BONpochl. XyA0MHUKN U An3aiHepsbl,
KOTOPbLIM NpUX0AMNoCL paboTaTb B YCI0BUAX YELUCKOro aHAerpayHaa, HaxoAunuch Noa CUbHLIM BAMAHUEM
KYNbTYpbl XUNNKU 1 NaHk-ABUMNseHUA B CoeanHenHbix LTaTax. Mpynna Plastic People of the Universe u noat
MBaH MpoyLu Bbi3Banu BONHEHUA B KOMMYHUCTUYeCKOM obliecTBe 70-x rofaoB, 3aTeM Ha4anoChb ABUMEHUE
«Xaptus 77», passepHyToe Baunasom Fasenom. Ux saoxHoBnsanu ®paxk 3anna, rpynna Velvet Underground,
Nwosed Xennep (Haxoamsluitca nog samsHueM flpocnasa Maweka) u «Muson Teatp»®. TakuMm 06pasoM,
CBAI3b C aMEPUKAHCKOI KyNbTypoii NposiBNsieTcs B YexocnoBakuu ropasao bonee sBHO, YeM B 060l Apyroit
cTpaHe BocToyHoit EBponbi.

B oTnnune ot MysbikK, TeaTpa, aBaHrapAHOr0 KMHO U @aHUMALIMOHHBIX PUIbMOB, 3aBOPaMSMBALOLLIEN «HOBO
BOJIHbI» 4€X0CN0BALKOro KMHO, He3aBUCUMOE BUAEOUCKYCCTBO U MeAMaapT-cueHa B YexocnoBakuu 6binu
NpaKkTUYeCckKU HeU3BeCTHbI 3a Npeaenamm cTpaHbl Aae B koHue 80-x. MHe yaanock 6e3 kakux-nmbo npea-
BapuTeNbHbIX AOrOBOPEHHOCTEN U BbIHYMSAEHHbIX KOHTAKTOB C rOCYAAPCTBEHHLIMU YYpPeXAEHUAMU HAUTU
CBOJ CO6CTBEHHbIN BbIXOA Ha 3TUX Jilofeit. K cuacTbio, A MO3HAKOMMAACh C FPYNMoi MONOAbIX KMHEMaTorpa-
dUCTOB, CHUMABLLMX HA yNMLe, BTallHe oT BiacTen*. OHM 0Ka3annucb CaMbiMK MONIOALIMM YIEHAMU YELLCKOM
rpynnbl cloppeanncTos Bo rnase ¢ flHoM LLIBaHkMaliepoM, a nocne Toro, Kak AeATENbHOCTb MYIbTUNINKATO-
pa cTana npakTU4ecKHM 3anpeLLeHHON rocyAapcTBOM, Y MEHS NOSIBUACA AOCTYN K CAMU3AATOBCKUM punbMam
1 BupeocueHe. Mexay TeM, s obHapyuna, 4To ofHa U3 obnacTeil, KOTopble NPUBAEKNN MOE BHUMaHMe,
6bina 0TMeYeHa NONYCKPbLITOW, TEM He MeHee, A0BONIbHO 3HAYMMOI TpaAuLMelt NPOBeAEHNs «3aKpbITbIX Mo-
Ka30B». [laxe NpopeccmoHanbHbIM KMHeMaTorpagpucTaM unm AeATeNnsiM UCKYCCTBA NPUXOAUNOCH NPATATbCA
noj Mackoi peunccepoB-nobuteneit, CHUMas KopoTkue ¢pubMbI 0 MoceLLeHn ceMbelt 3oonapka. HekoTto-
pble KOMMOHEHTbI 3TOM0 XaHpPa No34e BMJeACb B TBOPYECTBO Xy/OMHNKOB HOBOIO NMOKONEHUA, KOTOpbIE
Havanu cBoboHO N306paMaTb NOBCEAHEBHYIO 1€ATENBHOCTb U INYHYI0 XU3Hb B MOCTPEBOIOLMOHHOM CTU-
ne. HarnsgHeIM npuMepoM 3aToro ABnsioTcA paboTsl Mpaxun laBuaa n BepoHukn bpomoBoii.

2 MexsdyHapodHeliti cumnosuym «Medua ¢ Hamu! Pole menesudeHus: 8 pyMelHckol peadoniioyuux», 6-7 anpens
1990 20da, [lsopey uckyccmas, bydanewm.
3 Cmapetiwul 3kcnepumeHmaneHbili meamp 8 CoeduHeHHbix LLimamax, ocHogaH [xydum MapuHa u [xy-
nuaHom bekom 6 1947 200y 6 Helo-Mopke.

4 KopomkomempaxsHoil ¢unem «Mepmabil nec» cbemoyHol epynnel BulSit sowen 8 9-U seHckul abinyck
«Infermental».
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international symposium in April 1990 in Budapest — only 3 months after the event — to discuss this
unique moment of history, focusing on a media theoretical analysis.?

The dynamics, however, had slightly different components in other Eastern European countries.

Czechoslovakia

Original Video Journal, a Czechoslovak equivalent to Black Box, e.g., had never been produced at an ex-
perimental film lab. | must note that this influential video news journal had been produced by artists
and designers, as well as filmmakers, journalists and political activists, and one of the producers, Pavel
Kaciirek, stated that they had always considered it as an art project. Their art context, however, was dif-
ferent from that of Hungary, where conceptual and philosophical discourse within an artwork had built up
a whole universe on its own.

Original Video Journal was initiated by Olga and Vaclav Havel in the mid-80s with the aim to distribute news
that had not been reported in the official media to citizens. Their distribution system was pyramid-scheme-
like: they encouraged a receiver of a copy of the journal to copy a couple or more, and then hand the copies
to more people so that each copy multiplied. The method was as unique as that of the bicycle-delivered
Black Box and Polish Gdansk Video Studio that used a church network. All were invented from an everyday
wisdom in reaction to the totalitarian environment. In Czechoslovakia, at the time, any copying activity —
whether it was a document or a music tape — was prohibited; hence, the legal problem was humorously
solved by calling every copy “original”. Each edition began with an impressive animation logo, with plenty
of coverage of underground artistic activities and absurd theatre, political news and social affairs. The art-
ists and designers around this Czech underground scene had been strongly influenced by the hippie and
punk movements of the United States. The band Plastic People of the Universe and their poet Ivan Jirous
caused a stir in the Communist society of the 1970s, thereupon leading the Charter 77 movement initiated
by Vaclav Havel. Their inspiration was Frank Zappa, Velvet Underground, Joseph Heller (who was influenced
by Jaroslav Ha$ek) and The Living Theater.? The scene’s tie with American culture was thus far more overt
than in any other country in Eastern Europe.

Unlike the music, theatre, avant-garde film, animation film and the mesmerising Czechoslovak New Wave
cinema, the independent video art and media art scenes in Czechoslovakia were virtually unknown out-
side the borders even in the late 1980s. Without any prior connection, and reluctant to get in touch with
any official institution, | had to manage to find a clue on my own. Luckily, | came across a group of young
filmmakers recording animation on the street, avoiding the eyes of authority.* They turned out to be the
youngest members of the Czech Surrealist group headed by Jan Svankmajer, and since the animation
master was practically banned by the state, | could open up a contact with the Samizdat film and video
scene. Among what | discovered, one of the areas that caught my attention was a quiet but nevertheless
distinctive tradition of what they called “private film". Even a potential master of cinema or art disguised
him/herself as a Sunday filmmaker, and made a short film about a family visiting the zoo. A component of
this genre later merged in the works of the new generation of artists who started to freely expose their
daily and private lives as a post-revolutionary artistic style, which can be seen in the works of Jifi David
or Veronika Bromova.

1989 was also the year that left a landmark on the history of media art in Czechoslovakia. Artists from
various practices, including Dr Jaroslav Vancat from conceptual and pedagogic art, and Radek PilaFf
from animation, got together to initiate the first video art show in a museum context, entitled Video

2 The Media Are With Us! The Role of Television in the Romanian Revolution International Symposium, 6-7
April 1990, Palace of Art, Budapest.

3 The oldest experimental theatre company in the United States, it was founded by Judith Marina and Julian
Beck in 1947 in New York.

4 The short film that was filmed then, Dead Forest by the group Bulsit film, is included in Infermental 9
Viennese edition.
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1989 6bIn TakMse rofoM, KOTOPbI OCTaBMA 3HAUUTENbHDIN CNed B UCTOPUKM MeduanckyccTBa B YexocnoBa-
KuK. XyAOMHUKK, UCNIONb3YIOLIMe pasHble MeToaMKkKM paboTbl, BKIKOYas aokTopa flpocnaBa BaHuata c ero
KOHLIeNTyaNbHbIM U MeAarormiyecknM MCKYCCTBOM, U aHMMaTopa Pageka lMunapa, cobpanuck BMecTe, Y4T06bI
HayaTb NepBblil BUAEOAPT-MOKa3 B paMKkax My3es,, KOTOPbI OHW HasBanu «BudeocasoH»®. 3To cobbiTne
cocToanocb B Mysee TexHuku B npegpeBonioumoHHoe neto 1989. BraliHe 0TO BCex XyAOMHUKKU U3y4anu
BMAEopaboTbl M UHCTANNALMM TakuxX XyA0MHUKOB, kak HaM [xyH Maik n bunn Buona, onybnukoBaHHble
B MYpHanax rno UCKyccTBY, KOTOpPble MOMHO 6bII0 HAUTU B HALMOHANIbHOM XyA0MECTBEHHOM apxuBe, rae
paboTan a-p BaHuart. loToM OHM NMpoBenu ogHOOHEBHYIO BbICTaBKy, rAe NPeAcTaBUIM yake co6CTBeHHble
BMAEOWHCTaNNALMK. B ToM e rogy ato obbeanHeHWe co34ano col3 BULEOXYAOMHUKOB U, BCKope nocne
pesontouun, 9 suBapa 1990 roga Ha cneunanbHoM KoHdepeHuMy Accoumaummn TBOpYECKUX paboTHUKOB, rae
cobpanocb 4000 y4acTHUKOB, OHU 06BABMAN O POMAEHWUM YEXOCNIOBALKOMO BuaeoapTa. 3a 3TUM nocnego-
Bana cepus nokasoBs B ranepee «MaHeX», B TOM Yyucie — BTOpOe MeponpusThe, NpoBeaeHHoe 06beau-
HEHUEM XYAOMHUKOB. B KaTanore yelickoin BbiCTaBKM MeLMaWUCKYCCTBA, KOTOPbIVA BblN U3JaH HECKONbKO
NeT cnycTA, onybnuKoBaHbl MOW BOCMOMUHAHWA 04eBMUALA: «... TaM bbina noTpscatowas atMocdepa. Jlioau
0bcyMaanu pelleHne pasinyHbIX NpobieM, NnaHbl Ha byayuiee, U cnocobbl UCMONb30BAHUA TEXHONOTUN.
370T Nnepuog 6biN 3aNOMUHAIOWMMCS M LLEHHBIM MOMEHTOM B UCTOPMM YELICKON MeanakynbTypbi™e.
PapoBble rpadaaHe Takae NpeAcTaBUAKM CBOM BeYaTnsioLme He3aBUCMMble MeanapaboTbl — CpaBHUMbIE
C nocTaHoBKoM Ans noxopoH WMpe Hapas B BeHrpun — B LueHTpe MaccoBoro asuaenus. Cnycts Hegento no-
cne Hayana peBosIOLMOHHBIX NMPOLLECCOB, OHW YCTaHOBMNM BMAEOMOHUTOPLI No Beel [pare, koTopble exse-
[IHEBHO TPAHC/MPOBAM BUAEO HOBOCTU, MOHTUPYIOLLIMECS B PeMMMe HOH-CTOMN Npou3BoauTensMu «Hogozo
BudeosypHana» n cTyaeHTaMu kuHoakagemun FAMU. OrpoMHble rpoMKoroBoputeny 6biin yCTaHOBNEHbI
nepep 3paHueM HaunoHanbHoOro TeaTpa, OHM NepefaBany BbICTYMIEHUS PEBOJIIOLMOHEepOB-AUCCUAEHTOB BO
BpeMms COTeH Auckyccuit u dopyMoB. Takum o6pa3oM, Nl0AM NONHOCTBIO HAXOAUUCH B Kypce npoucxoms-
wero. Cpa3y nocne pesontouunm BecHoit 1990-ro roaa 6bina opraHM3oBaHa BbICTaBKka PEKOHCTPYUPOBABLIAS
cobbITMA peBontoLmMK Noa HassaHueM «Boicmaaka demokpamuux»’. Ins ee nposefeHUs HAPAAY C My3eaMu
MCMoJIb30Ba/IMCh TakMe NPOCTPAHCTBO 06LLECTBEHHbIX MecT. 3T0 6bila 0A4Ha U3 CaMbIX MHTEPECHbIX BUAEO-
MHCTaNNAUMIA, KoTopble MHe A0BeNocb BUAETb. BugeoMoHuTophl € poTorpaduaMmn COTPYOHUKOB MUAULAK
M aKTUBUCTOB B HATYpasibHYI0 BEIMYUHY, Pa3fIMuHble apT-06bEeKTbl, CUMBOIM3UPOBABLUME MOBCEAHEBHYIO
MU3Hb, CTpagaHua 1 byayuiee — Bce 370 66710 HACTONbKO CNOHTAHHO, NPUBNEKATENbHO U BceobbeMAioLLe,
a rnaBHoe JeNCTBUTENIbHO 0TPaMasio HapoAHbIe HACTPOEHMUS. 3T0 6bl YHUKANbHBIN UCTOPUYECKUIN MOMEHT,
KOTOPbIA HAKOrAa He MOBTOPMTCSA W HAaBCErAa OCTAHETCS B MaMATU ero cBMAeTeNen.

Mocne peBonoLMK HaYaNCsA NPoLece Bo3BPaLLeHns (M1 YaCTUYHOrO BO3BPALLEHMUS) PaHEe COCNIaHHbIX Meama-
XyOOMHUKOB, B TOM uncne Muxauna benuukoro, MaBna CMeTaHbl, [aBuaa BpaHel, kypaTopa Munowwa Boiiue-
XOBCKOr0, KpYrMHOro MeauaapT-XyaoaHuKka Byau Bactonku u BnusitenbHoro espeiickoro meauagunocoda
Bunema ®nyccepa, koTopblii cnocobcTBOBaN fanbHENLWEMy NPOLBETaHUIO apT-cLeHbl. KOHKYpeHUMa Mexay
cTonuuammn Tpex nposuHuun — lparow, bpHo u bpatucnaBoit — TakMe CTUMynMpoBana 3TOT npouecc.
Bo3BpalleHne aMUrpaHTOB YCMAUBANO PacTyLlylo HeobXoAMMOCTb NepecMoTpa UCTOPUKU MeaUancKyccTBa
1 TEXHONOMMU B YeX0CNoBaKuK, BKOYAs POJib YELUCKUX SMUrPaHTOB [ioMa U 3a pybe<oM. PesynbTtaTom aToro
ABUNACD BbICTaBKa 1 HOBLIN NpoekT «Orbis Fictus (Boobpamaembili 20p0d): Hoable Medua 8 coBpemMeHHOM uc-
Kyccmae», co3aanHbil Mpackum Copocosckum LieHTpoM coBpemenHoro uckyccrea B 1995-1996 rr.8

A pewunna 6onee APUCTaNbHO paccMOTpeTb [aHHbIN BOMPOC, M 0Ka3anocChb, YTO AOBOJILHO prI'IHbe;I MeauaapTt-
NPOeKT Ucnonb3yeT TeXHONOrnn, KoTopblie 6b1nu pa3p360TaHbl BO BpeMéHa KOMMYHUCTUYECKOIro pexxnma

5 Ipynna «BudeocanoH», 8 komopyto 8xodunu pexsuccepel [lemp Ckana, Tomaw Kenka, Mean Tamuyek, gomo-
2pagel Masen Lotignep, Masen ficaHckud, Muxan lMayuHa, fcoHs LLuneeaH, xydoxsHuku Jliocu Caobodoaa, Bepa lelic-
nepoaa, JleHka LimapmaHosa, KamepuHa Lljoligneposa, Poman Munepckud, PeHe Cnayka u apxumerxmop Mupo [onei-
ma. lpynna 8o 2nase c lempom Ckana cyujecmaosana 8 meyeHue Heckosekux iem ¢ 1993 200a, noka He npekpamuna
cB010 JesimesibHOCM®.

6 «Orbis Fictus: Hosble Medua 8 cospeMeHHOM uckyccmae» (kamasoe asicmaaku), Copocoackuli LleHmp co-
8peMeHHo20 uckyccmaa, llpaza 1995 — 1996 200.

7 Bobicmaaka npoxoduna ¢ masi no utoHb 1990 200a 6 U Hybern( u okpecmHocmsix lpazu. 3mo beina 8 0cHOBHOM
peKoHcmpykyus «bapxamHol pegonioyuu» 8 XydodsecmaeHHOM o0GopMIeHuU.

8 Bwicmaska npoxoduna c 30 Hosibps 1995 no 1 sHeaps 1996 zo0da @ wkKose sepxosoli e3dbl Bandwmelina,
lpaza. Yuacmaoasanu: /liobop bexda, BepoHuka bpomoaa, [Jacud Kaimamn / ®pudpux ®epcmep, Jllobomup Yepmak,
Jlasud Yepnol, ®edepuko Juac / [eza, Boliima Jykam, Muxaun la6puan, /locu Caobodosa, MunaHn lacmap, Mapmun
J¥aHucek, MoHuka Kapacoaa, lMasen Konpusa, Tomaw MacuH, Pobepm Hosak, 3neH Padoaa, Tomaw Pynnep, Lllap-
Ka Cednayvkoaa, 3deHek Cukopa, Cuneaep, AH TpHka, AHKa Budosa-3awkosa, Munow Bolmexoackuli / Teebe saHH
ToeH, Jlabupunm.
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Salon,® at the Technical Museum in the summer of the year that would see the revolution. They had
been discreetly studying the video art and video installation of artists such as Nam June Paik and Bill
Viola from the art publications they could find at the National Art Archive, where Dr Vancat worked.
Then they tried out video installation on their own for a one-day exhibition. Later that year, the same
association created a union of video artists, and shortly after the Revolution, on 9 January 1990, they
declared the birth of Czechoslovakian video art before 4,000 participants at a special conference of
the Association of Fine Artists. That was followed by a series of screenings at Gallery Manes, including
the group's second show. The catalogue of a Czech media art exhibition that took place years later con-
tains my eyewitness account: “...there was a compelling atmosphere of people discussing how to solve
problems, what the future would be, and how the technology could be used. That period was a memorable
and valuable moment in the history of Czech media".®

Ordinary citizens of Czechoslovakia also presented their own spectacular display of independent media
— just like the stage for Imre Nagy's funeral in Hungary - in the sea of mass in flux. Just after the week-
long process of the Revolution began, they set up video monitors at numerous locations throughout
Prague. These monitors showed daily video news that had been produced non-stop by Original Video
Journal, as well as students of FAMU (film academy). Huge speakers were set up in front of the National
Theatre, transmitting the voices of dissident-revolutionaries during hundreds of forums and discussions.
The ears and eyes of citizens were thus amplified and echoed throughout the country. Right after the
Revolution in the spring of 1990, they organised a re-enactment exhibition of the Revolution, entitled
Exhibition of Democracy,” using a museum location as well as public spaces; and this is where | saw the
most impressive video installations | had ever seen anywhere. The video monitors, which were integrated
in human-size cut-out photos of policemen and activists, decorated in objects that symbolised their daily
life, suffering and future, were spontaneous, appealing and, overall, made from the peoples’ genuine
desire. This was yet another unique moment, never to be repeated, and it will remain in the memory of
anybody that witnessed it for an eternity.

After the Revolution, the return or partial return of exile media artists, including Michael Bielicky, Pavel
Smetana, David Vrana, curator Milo$ Vojc¢ecovsky, media art giant Woody Vasulka and influential Jewish
media philosopher Vilém Flusser contributed to further flourish the scene. Competition among the capitals
of the three provinces — Prague, Brno and Bratislava — stimulated it, as well. And with these expats’
returns came the growing need to re-examine the history of media art and technology in Czechoslovakia,
including the role of Czech emigrants abroad and at home. The result was the exhibition and the publica-
tion project, Orbis Fictus: New Media in Contemporary Art, organised by Soros Center for Contemporary
Art — Prague from 1995 to 1996.°

Related to this issue was my observation that a potentially significant media art project was one that would
use technology that had been developed by the Communist regime for Cold War military use. Czechoslovakia
had been one of the leading producers and exporters of weapon technology in the world, and during the
Communist era, it had been secretly exported to, and used by, various states and groups, even rogue ones.
And this made Czechoslovakia distinct from other countries in Eastern Europe. Technology was developed
here; there had been many inventions that had been exported to other countries. Moreover, similar to the

5 The group was called Video Salon, and members included filmmakers Petr Skala, Tomas Kepka, Ivan Taticek,
photographers Pavel Scheufler, Pavel Jasansky, Michal Pacina, Jasori Silhan, visual artists Lucie Svobodové, Véra
Geislerovd, Lenka Starmanovd, Katefina Scheuflerovd, Roman Milersky, René Slauka, and architect Miro Dopita. The
group was led by Petr Skala from 1993 for a few years, until group activities gradually ceased.

6 Orbis Fictus: New Media in Contemporary Art [exhibition catalogue], Soros Center for Contemporary Art —
Prague 1995-96.

7 The exhibition was held from May to June 1990 at U Hyberni and the surrounding area in Prague. It was
basically a reconstruction of the situation during the Velvet Revolution in a slightly more artistic setting.

8 The exhibition was held 30 November 1995 — 1 January 1996 at Valdstein Riding School, Prague. The
participating artists were: Lubor Benda, Veronika Bromova, David Cajthaml/Friedrich Férster, Lubomir Cermak, David
Cerny, Federico Diaz/Degat, Vojta Dukat, Michal Gabriel, Lucie Svobodové, Milan GuStar, Martin Janicek, Monika
Karasova, Pavel Kopfiva, Toma’s“vMa§in, Robert Novék, Elen Rédovd, Toméas Ruller, Sérka Sedlackova, Zdenék Sykora,
Silver, Jan Trnka, Janka Vidovad-Zackovd, Milo$ Vojtéchovsky/Tjebbe Van Tijen, Labyrint.
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C Uenblo BEAEHUA XONOAHOM BOMHbI. YexocnoBakua 6bina 0AHUM W3 BEAYLUMX NMPOM3BOAUTENEN U 3KCMOp-
TEpPOB OpPYyMMUSA B MUPE, U B KOMMYHUCTUYECKYIO 3MOXY OHO TallHO 3KCMOPTMPOBANOCH M UCMOMb30BaNOCh
pasnnyHbIMKU FOCYAAPCTBAMM U 06bEAMHEHUAMM, BK/IHOYAA MOLLEHHWUKOB.

3T1uM YexocnoBakumn oTiMyanach ot Apyrux ctpaH Boctouroii EBponbl. 3aeck paspabaTbiBanach TEXHONOMUS;
MHOMECTBO U306peTEHNII N03#e bl IKCNOPTUPOBaHbI B Apyrue cTpaHbl. KpoMe Toro, kak 1 B bpatckoM Co-
BeTckoM Coto3e, TexHOMOrMYeckne apT-paspaboTki UCNONBL30BANKCH C LieNbio 0dULIMaNbHOM NponaraHabl.
[ToMnMo n3BecTHBIX NpUMepOoB ycrexa TeaTpa «JlaTepHa Marukax» Ha BbicTaBke 3KCMNO 1958 B bpioccene
1 UHTepakTuBHOro dpunbMa «KnHoaBToMaT» Ha 3KCM0-1967 B MoHpeane, Apyrue ayaMoBU3yanbHble HOBO-
BBEAEHUA 6biIM 3KCMOPTUPOBAHbI U NPeACTaBEHbl B Pa3fNUYHbIX CTpaHax, Takux kak Mnaus, UpaH u Ano-
HUA. HTepecHOo, YTO HekoTopble U3 HUX, HanpuMep, «KMHoaBTOMaT» U «KMHONABUPUHT», NpoBO3rNaLany
[leMOKPaTHIO B MHTEPAKTUBHOW dOpMe — NyTeM rojlocoBaHMS ¥ MHOrOBapUaHTHOCTU — B Havane 1967
roaa. [laxe 3T1 acnekTbl UCNONb30BANUCh B LiIIX KOMMYHUCTUYECKON NponaraHAabl. 1 Mory yTBepaaTh,
41O B OTNIMuMe oT BeHrpum, roe MeamanckyccTBa passuBanoch B GopMe TeOpeTUHECKOr0 MEeANAAUCKYPCa,
B YexocnoBakumn OHO CyLLecTBOBAO B cpefe, rAe CTalkNBaNMCb HECKONbKO NMPOTMBOMONOMHbIX MaHPOB
— Hanpumep, «J/laTepHa Maruka» u yacTHble paboTbl — 1 COPeBHOBANUCH APYr C APYroM, 4Tobbl, € no-
MOLLbI TEXHONIOTUI, 3aBOEBATb CEPALIA M YMbl rpasaaH. B LenoM TexHonornyeckoe passutue B 3TOM KOM-
MYHUCTUYECKON CTPaHe bbl0 NPeUMYLLECTBOM AN XYAOMHUKOB, ECAIM OHO UCMO0JIb30BANOCh C r’MOKOCTbIO,
MYAPOCTbI0 U YYBCTBOM OMOpA.

PyMbiHuA

B KoHue 1989 roaa ogHOM U3 NOCneAHNUX CyLeCcTBYIOLMUX TOTANIMTAPHBIX kpenocTeil bbina PyMbiHus. Tonbko
cerofHs Mbl MoXeM yBuaeTb paboTbl MoHa Mpuropecky, KoHcTaHTMHa ®noHpopa v ApYrux XyAoMHUKOB,
KoTopble 67 TaliHO CO3AaHbl BO BpeMeHa AMKTaTypbl YayLiecky, a o fekabpsa 1989 roga takoe Bpsig n
MOMHO 6bINo Aae npeacTaBuTb. MeguaceHcaumen 3gechb cTana peBonoLMs, NPOM3OLLEALLAn B TenecTy-
[uK, BriepBble B MMPOBOI UCTOpUK. Mbl Bugenu gemaroruyeckue cy6tutpbl® (Hanpumep, «Posnuctsl nogme-
Wanu Ag B BOAY — He neiite eel») TaMHCTBEHHBIM 06pa30M MOSABASIUCL Ha 3KPaHe CHOBA U CHOBa BO Bpe-
M TpaHCAAUMK. Mbl BUAEAM Ncuxoaenuyeckue LeTa (CBA3aHHbIE C TEXHUYECKUMM HAaKkNaaKkaMu), KOTopble
OTTEHSNM ML KpaliHe HEPBHbIX PEBOMIOLIMOHEPOB M 06bIYHBLIX FPaM/AaH, 3aXBA4YEHHOr0 CbiHAa AUKTATOPa,
KOTOPOro NPUBENM B CTyAUIO, U MepTBOE ML Yaywwecky. Cuna Takux «KapTUHOK» Bbina HaCTONbKO BENUKa,
YTO Ka3anocb, HeT MeAMaNCKyCcCcTBa, KOTOPOE MO0 bbl COMepHUYaTb C 3TUM 3penuiueM. Anapeit Yaxuua u Xa-
pyH PapoKuM CANLLKOM XOPOLLO NOHUMANM 3T0, MO3TOMY BBENN CLIEHNYECKUE 3/IEMEHTbI B GUNbM, CHATLIN Ha
MeauiiHON OCHOBe, FAe aHaNW3NPYIOTCA PasfinyHble «B3rNAAbl» BUAEOKaMep, KOTOpbIe CTanu CBUAETENSAMU
peBoniounu B «Budeozpammax peaonoyuu» (1992).

He3aBucumoe BUAEO NOABUNOCH B TOT MOMEHT, KOIA@ TONbKO-TOMbKO 3aBEPLUMIMCL OCHOBHbIE COBBLITUSA.
I'pynna «CouuanbHblit Auanor» — rnaBHoe rpadsaaHckoe 06beanHeHne — co3fana BUAeoCceKLmio, koTopas
HeMe[JIeHHO NPUCTYMUAIA K BbINYCKYy HOBOCTEN M 0T4eTOB. [103Xe OHa cTana He3aBMCUMOI BuaeocTyanei
Video Est. Ctyaus cHsna cepuio COMETOB 0 NPe3nAeHTCKON n3bupaTenbHON KaMnaHum IMuna KoHcTaHTu-
HecKy. 3710 6binK NepBble NpeABbI6GOPHbIE BUAeoponukn B PymbiHuK. [ipyras Buaeoctyaus, FAV, cneuvanu-
31poBanacb Ha NPOM3BOACTBE AOKYMEHTANIbHOIO KMHO C HEKOTOPBLIMU XYA0MECTBEHHBIMU 0COBEHHOCTAMMY,
6narogaps TanaHTAUBLIM BUAEOXYAOMHMKAM, TakuM, kak Bueu [paran-Bacune n Anekcanapy ConoMoH.
B tpaHcunbBaHckoM ropoae Knyx-Hanoka xynoasHuk Keunna KosHuen Bbinyctuna 60nbLuoi foKyMeHTanb-
Hblli BuAeodunbM. Kak Mbl MOX<eM BMAETb, B MepBbIe MofAbl CTAHOBNEHUA HE3aBUCUMOr0 BUAEO B PyMblHuK
[I0BO/IbHO CUJIbHBI TEHAEHLIMN XYA0MECTBEHHOW JOKYMEHTANIMCTUKN.

B 1993 roay Copocosckuin LieHTp coBpemMeHHOro nckyccrea B byxapecte nposen nepsyto BbICTaBKY Meaua-
uckycctea, «Ex Oriente lux (Ceem ¢ socmoka): pymeiHckas cudeoHedesnsi»'’. BrepBble y XyOOMHUKOB
NosBKUNaCb BO3MOMHOCTb NPUHATL Y4acTUe B PYMbIHCKOI BbICTaBKe Ha YCNOBUSX, KOTOpble Mbl Ha 3anafe
BOCMPUHMMAEM Kak 0OblYHYI0 NPAKTUKY — XYAOMHMK BHOCUT NpeAnoMeHne, NnonyyaeT 3akas U MoMeT
BOMNOTUTb NPOEKT B COOTBETCTBUM C yTBEPASAEHHBIM NnaHoM. OpraHu3aTopbl NPeAnpUHAAN AOBOJILHO CMe-
Nbl War, BbibpaB MeanaapT-paboThl Ana Takoro cnyvan. [InA MeHs 370 bbina XxopoLas BO3MOMKHOCTb Mo-

9 «Teneonsi» — om cokp. Television Opaque Projector.

10 Beicmaaska Ex Oriente lux npowna ¢ 24 Hosbpsa no 20 dekabps 1993 20da, sbicmagoyHeil 3an «[annec»,
byxapecm. YuacmHuku: AnekcaHdpy AHmuk, Noxsed bapma, Jxydum 3zed, Jlacno Yisapowu, AnekcaHdpy llama-
mukc, AManus lMepxoacku, [aH Mepxoacku, Kucc-Man Cabosnby, subREAL, CopuH Bpeme. «PyMbiHckasi sudeoHede-
ns» npowna 25-28 Hoabps 1993 2o0a 8 8bicmaso4yHoM 3ane «[annecx», byxapecm.
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Big Brother Soviet Union, the technological development in art had been used for an official propaganda
purpose. Besides the famous examples of success of Laterna Magika at EXPO 1958 Brussels and Kino-
Automat at EXPO 1967 Montreal, various other audio-visual innovations had been exported and presented
in different countries, as far-flung as India, Iran and Japan. Interestingly, some of them, the Kino-Automat
and Cinelabyrinth in particular, manifested a concept of democracy in a form of interactivity — voting and
multiple choices — as early as 1967. And even those aspects were used for propaganda purposes by the
Communist state. | could probably argue that contrary to Hungary, where media art had been developed
in a discourse of media theory, media art in Czechoslovakia had been developed in an environment where
contra-genres — such as Laterna Magika vs. private films — competed with each other to win the hearts
and minds of citizens, using technology. Overall, the technological development in this Communist country
was an advantage for artists when it was used with resilience, wisdom and a sense of humour.

Romania

In the end of 1989, one of the last remaining totalitarian fortresses was Romania. Only nowadays are we
able to see works of lon Grigorescu, Constantin Flondor and other artists, that were created secretly under
Ceausescu's dictatorship; before December 1989, this was hardly imaginable. The media sensation en mass
here was the Revolution, which happened in the TV studio for the first time in world history. We saw psy-
chedelic colours (due to a technical problem) that tinted the faces of extremely nervous revolutionaries
and ordinary citizens. We saw demagogic telops® (a message such as “Royalists poured poison into the wa-
ter — don't drink the water!") that mysteriously appeared over and over during the broadcasting, the cap-
tured son of the dictator brought into the studio, and Ceausescu's dead face. The impact of these images
was such that it seemed no media art would be able to compete with this spectacle. Andrej Ujica and Harun
Farocki recognized it too well to have turned the spectacle into a media-theory-based film that analysed
different eyes of video cameras that witnessed the Revolution in their Videograms of Revolution (1992).

Independent video emerged at a time when the event had hardly ended. Group of Social Dialogue, the
main civic group, created a video section, which started producing video news and reports. It later be-
came an independent video studio called Video Est. The studio produced a series of election campaign
video for presidential candidate Emil Constantinescu for the first presidential election — the first elec-
tion campaign video in the country. Another video studio called FAV was more focused on documentary
film with artistic flavour, with the help of talented videomakers, such as Vivi Dragan-Vasile and Alex-
andru Solomon. In the Transylvanian city of Cluj Napoca, artist Csilla Konczei has produced powerful
artistic documentary videos. As seen in these cases, the early years of independent video in Romania
saw a trend in artistic documentary.

In 1993, the Soros Center for Contemporary Art — Bucharest organised the first media art exhibition,
Ex Oriente Lux: Romanian Video Week."® It was also the first time that artists had an opportunity to
participate in an exhibition in Romania in conditions that we perceive as normal practice in the West
— an artist submits a proposal, get commissioned, and is able to realise the project according to the
plan. The organiser took a somewhat bold step to choose media art for this occasion. For me, it was an
opportunity to work with talented Romanian contemporary artists who flexibly and profoundly adapted
element of video media in their usual medium. The process of the exhibition was as follows: | first toured
different cities across the country for a seminar of video art, and then we called for applications. The
first application process revealed a curious phenomenon: the majority of the applicants were Hungarian
minority. This seems to have been due to the fact that they lived in the border area, where they could
receive Hungarian or Yugoslavian television easier than residents in inner Romania. There had also been
more flow of travel (information) among the Hungarian community between Hungary and Romania.

9 Short for Television Opaque Projector; these are captions or ticker-text.

10 Exhibition Ex Oriente Lux : 24 November — 20 December 1993, Dalles Hall, Bucharest. Participating art-
ists were: Alexandru Antik, Josef Bartha, Judith Egyed, LaszIé Ujvérossy, Alexandru Patatics, Amalia Perjovschi, Dan
Perjovschi, Kiss-Pal Szabolcs, subREAL, Sorin Vreme. The Romanian Video Week: 25-28 November 1993, Dalles Hall,
Bucharest.
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paboTaTh C TaNaHTAMBLIMU COBPEMEHHBIMW PYMBIHCKUMM XYA0MHUKaMU, KOTOPbIE CNOCO6HbI NErko U BMecTe
C TeM 04eHb ry60Ko a4anTUpOBaTb MEAMMHBIE 3/IEMEHTbI K CBOUM 06bIYHBIM XYA0MECTBEHHLIM CPEACTBAM.
BbicTaBka npoxoauna cieayowmum o6pa3oM: npexae BCEro, A Npoexana no HeCKoJbKMM ropoAam o Bcen
CTpaHe AN NpoBefeHns ceMuHapa no BMAeoapTy, a 3aTeM Mbl 06bABUAN 0 Nofade 3aABoK. MepBblil 3Tan
BbISABUA NK060MbITHYI0 TEHAEHLMIO: B 60NbLUMHCTBE Clly4aeB 3aaBUTENAMU Gbiv NpeacTaBUTeIN BEHMepCKo-
0 MEHbLIMHCTBA. Kak HaM KaMeTCA, 3TO CBA3AHO C TEM, YTO OHM MKU/N B NPUIPAHNYHON 30HE, Fe MOr/u no-
JIY4UTb SOCTYN K BEHTEPCKOMY U IOFOCNIABCKOMY TENIEBUAEHUIO HAMHOTO NIErye, YeM MUTENN LeHTPaNbHON
yacTu PyMbiHuK. Takde 6bI10 OTMEYEHO YBENMYEHWE NOTOKA MHPOPMALMN BHYTPU BEHrepcKkoro obLiecTsa
Mmeday BeHrpueit u PymbiHnein. MecThuil KOHTposb YayLwiecky, HanpAMyIo 3aTparMBaBLUNii CPeacTBa Mac-
COBOW MHGOPMaLMK, ¥ B LenoM cuTyaumsa co CMU B pernoHe, Takum 06pa3oM, BbipaManucb B MeNbYaNLLINX
fetansax, No3ToMy BUAEOTEMAaTMKa BbICTABKM NpeAcTaBnsia ocobblit uHTepec. Ha npoTaMeHun Bcero npo-
Liecca noAroToBKU 6610 BUAHO, YTO XYAOMHUKM CNOCO6HBI paboTaThb B T06LIX YCIOBMAX, UCMONL3YA UX MO
MakcumyMy. [laH [epM0oBCKM, HaNpUMep, yM¥e Caenan PUCYHOK OTANYNUTENIbHON YepToi cBOMX paboT —
MOPTPETHBLIX MUHWU-MYNLTGUABLMOB. [INA 3T0M BLICTaBKK, OH peLunn nonpoboBaTb nopaboTaThb C BUAEO, U3-3a
OTCYTCTBUA 60/LLUOMO 3KPaHa, 0 KOTOPOM OH NPOCMKA CHaYasna, eMy NpuULLNOCL onNpoboBaTh ManeHbknit BU-
[IEOMOHUTOP, KOTOPbIN [ONMEH Bbll CKAHMPOBaTbL NOPTPETHI. 3aT€M OH YCOBEPLIEHCTBOBAN €ro C MOMOLLbI0
6ecnpoBofHOI Nepeaaym gaHHbIX' .

Takune XyA0MHNKK, kak [13H NepKoBCKM 3aCTaBAAIOT MeHs AyMaTb 0 HacTosAwem MoMmeHTe (2009 roa). OHu
no-npeMsHeMy AenarT To ¥e, 4To U 20 neT Ha3ag, Ho TOJbKO ye B Apyron ob6ctaHoBKe. OHW AONMHbI KaKk-TO
CMpaBnATLCA C HOBbIMU MpobneMamu, TakuMK, kak HanpuMep, arpeccUBHBIN KanuTaau3M U PocT HauMoHa-
nu3Ma. JkpaH bonblLue He 03HaYaeT HOBbIX MEPCNEKTUB — OH MPOCTO UCMONb3YETCsA ANS NOKa3a KOHEYHOro
pesynbTaTa. PaHblue BUAEOMHCTaNNALMS NopaNsana MeHsl CBOEN LieNIOCTHOCTbI0 B ABUMKEHUU B NMEPEHOCHOM
cMbicne. «LlenoctHocTb» ee B TOM, YTO MpW TakuX crneunpuyeckux obCTOATENbCTBAX OHA MOrla COXPaHATb
OCHOBHbI€ MPUHLMNMBI, BbICOKONPOGECCUOHANbHBIN YPOBEHb, 0TPaMaTh AyX BpeMeHu. 1 ayMalo, 3To ofHa U3
rnaBHbIX 3a4ay MUCKYCCTBa TOro BpeMeHW — byab TO BUAEOMHCTANNAUMSA, OTAeNbHan BuaeopaboTta umm
cayHA-apT — BAOXHOBAATb XYAOMHUKOB U 3puTenei, U NpoBOAUTb becuncneHHble yBnekaTelbHble Mepo-
npuaTKA. A 3To B CBOIO 04epeab CTUMYNMPOBANO ABUMNseHUe Bnepef. LienocTHocTb egBa nu 6bina KyNbTypHbLIM
WM TeOPETUYECKUM HamnpaB/ieHMeM B TeYeHue fecaTUneTuit. Ho oHa cbirpana BaXsHyt0 posb B BUAEO- U Meana
nckycctee BoctouHoi EBponbl nepexoaHoro nepuofa. BuaeonHcTannaums BAOXHOBUIA HAC HAa NepecMoTp
1 NepeocMbIc/ieHne Tex 06CTOATENLCTB, YTO CKNAAbIBANIUCH B KaMsAoW OTAENIbHOM CTpaHe U KynbType B 3Moxy
3apoeHus BuaeoapTa. B 3ToM OTHOLLEHWM Mbl BCEra MOMEM HaWTU «LeNIOCTHOCTb» B YeM-TO.

HanucaHo dnsi nybnukayuu 8 «TpaH3umieHd»,
2009

11 CkaHupogaHue 1993.

TRANSITLAND THEORY: Keiko Sei

Ceausescu's tight control on the media, and overall the media situation in the region, was thus reflected
in a tiny detail like this, and from this perspective, it was worthwhile to try out video as an exhibition
subject. Throughout the whole process, artists proved the capacity to cope with any given condition
and use it to the maximum. Dan Perjovschi, for example, had already been drawing the hallmark of his
work, mini cartoon portraits. For this exhibition, he decided to try the video medium, and because of the
unavailability of the larger monitor that he initially requested, he tried out a small video monitor that
would scan the portraits. He then elaborated it by using a wireless transmission device.

Artists like Dan Perjovschi make me think of today, the year 2009. They continue what they were doing 20
years ago in their artworks, but in a different environment. They are coping with new problems, such as
ever aggressive capitalism and rising nationalism. Monitors in the city no longer present a potential: they
merely showcase an end game. Back then, video installation struck me as solidity in flux in a metaphori-
cal sense. “Solidity” in that particular circumstance represented a sense of maintaining one's principle, or
in artistic terms, a spirit. | believe it was one of the purposes of art at that time — whether it was video
installation, single channel video or sound art: it inspired the imagination of artists and the audience, and
triggered countless exciting activities. And those activities stimulated and pushed the flux forward. Solidity
has been hardly a cultural or theoretical trend for decades. But it did play a significant role in video and
media art in Eastern Europe at a time of sensational change. Video installation in Eastern Europe inspired
us to re-examine how and under what circumstances early video art was created in each different country
and culture. In that study, we might always find “solidity” somewhere.

Written for publication “Tranzitland”,
2009

11 Scan 1993.
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Anekceu Ucaes
Bupeoapt n anbTepHaTuBHOE TenesewaHue. TB-apt?

Anekceli Ucaea (1960—2006) — meduaxydoAsHuUK, Meopemur, ucciiedosamerts, Kypamop, 3aHUMA/ICS UHMepPak-
MUBHBIM UCKYCCMBOM U KoMnslomepHoU aHumayued. OcHosamerts U dupesmop LleHmpa Ky/iemypsl u uckyccmea
«MeduaApm/lab» (1999-2006), ocHosamesib U npoepammHsit dupekmop Medua @opyma 6 pamkax MMK® (c 2000
200a). Kypamop gpecmusarns apm-pecypcos 8 PyHeme «/]a-fla-Nets. Yner Cowosa kuHemamozgpapucmos PO (komuc-
CUSI NO HOGLIM 3KPaHHBIM MexHoI02usM), ieH Poccutickol Akademuu ViHmepHema.

BupeotexHonorun okasanucb B pykax Yy POCCUICKUX XYAOMHUKOB NULLIb B caMoM KoHue 80-x — Havane
90-x rogos. MosiBNeHNEe HOBbIX TEXHONOrMYECKNUX BO3MOMNHOCTEN MOBANSANO0 Ha U3MEHEHWe TBOPYECKOW ca-
MOMAEHTUGMKALIMW OTAENBbHBIX XYAOMHUKOB M Ha KapPTUHY COBPEMEHHOI0 UCKYCCTBA B LieSIoM. 3TOT Nepuoa
Haubonee ApKO OTPaMaeT UAEK 3KCMaHCUK Teneadupa XyA0MHUKAMM, Kak NOCPECTBOM TEXHONOTUM, Tak
1 Yepes MHAMBUAYATIbHbIE XYA0MECTBEHHbIE CTpaTeruu. HecMoTps Ha OTHOCUTENBbHYH «MacCOBOCTb» 3TOr0
AIBNIEHNs B CPele COBPEMEHHOI0 MCKYCCTBA Mbl 3aTPYAHAEMCA CYAUTb O CTaAManbHOM npoLecce ¢opMupo-
BaHWUS 3aBUCMMOCTM Xy0MHNKA OT CPeACTB MaccoBoi uHdopMauuu. Ckopee, 3TO XxapakTepHO ANS BUAEOM-
CKYCCTBa B €ro NpodeccroHaNbHOM, HaLMOHANbHOM U UCTOPUYECKOM AnanasoHe. Mbl MOXeM FroBopuTb 06
o6LLei TEHAEHLMW B3aUMONPOHUKHOBEHWUS MHAWBUAYANbHOMO CO3HaHUA B 06LLeCcTBEHHOE U 06paTHO Yepes
Macc-Meana TeXHONoruu. B aToM cnyyae XyAoMHWK ABNSETCA MEAMYMOM MEeAUIAHOro MpocTpaHcTBa. 370
0/iHa M3 OCHOBHbIX XapaKkTepuUCTUK NPUPOABI UCKYCCTBA OT €ro UCTOKOB U A0 HALUMX AHEW, He 3aBucsLLasn
0T cpefbl ero 06UTaHWUA U NO3BONAIOLAA UHTEPNPETUPOBATL PO/ib BUAEOXYAOMNHUKA Kak CNMPUTa, YpeBo-
BellaTens, MeCCMU U YMHOro npoiaoxu. [ledcTButenbHo, rae 6bl He HaXoAUNCA Hall MeAuyM, He3aBUCK-
MO OT CTPaHbl W TEXHONOrMYECKOro YPOBHS LIMBUAM3ALIMM, OH HEMPEMEHHO BOCMONb3yeTCs CNy4YaeM oka-
3aTbCA B LEHTPe BHUMaHWs. TeneBuanoHHoe BellaHne XX BeKa Nofapuio eMy HoBble BO3MOMHOCTU. Bce
MCTOpUYECcKoe MHOroo6pasne XyA0MECTBEHHBIX MaHUMYAALUA CO 3pUTENEM U C COBCTBEHHBIM UMUAMEM
CTano AOCTYMHO eMy Yepe3 Macc-Meaua TEXHONOrMK Ha 3KkpaHe TeneBusopa. C Apyroi cTopoHbl, Tenesu-
neHve, 6narofaps TEXHONOMMU BUPTYaNnU3aLmMM BeLLATeNs W BO3MOMHOCTH NpeBpaLlaTh MHOPMaLMOHHO-
KOMMYHUKAaLMOHHbIE KaHasbl B «CBEPXPeanbHOCTbY 3pUTENbCKOro BbITUA, CaMO NpeBpaLLaeTCcs B MeanyMa-
MYTaHTa, EXEMUHYTHO MEHSIIOLLEr0 CBOK JINUMHY.

OcobeHHOCTb poccMUCKOW CUTYaLMK B 061aCTV Pa3BUTUS TENEKOMMYHUKALIMOHHBIX TEXHONOMUI XapakTepuay-
€TCSl U3HAYaNbHOW 3aMKHYTOCTbIO TEeBELLaHNA B AEON0rMYeCcKUe PaMiki FroCyAapCTBEHHON JOKTPUHBIL. 3TOT
nepuoa «b6esanbtepHaTuBHoro TB» cywectsoBan Ao koHua 80-x rogos. [lo atoro BpeMenn TB He sABnsnocb
06bEKTOM BHUMaHWS XyA0MECTBEHHON Cpefbl, pasBe YTo CTOAN0 B pAay WAEON0rMYecknX CUMBOJIOB COBET-
ckoit anoxu. Hauvano 90-x 3anoMHMNOCh HaM Kak BpeMs AeMoKpaTU3aLmm obLLecTBa v TeNeBeLLaHus, KoTopoe
B 0T/In4Me oT EBponbl 6bicTpo 3akoHUUNock. Mo MacluTabaM poccuCKOW UCTOPUM 3TO ABe NATUNETKH, kaxaan
13 KOTOPbIX 6bl1a MOTUBUPOBAHA BHELLHUMM W BHYTPEHHUMM NouTMdeckuMu dakTopamu. Magenve CoseTckoi
MMMEpUM 1 COLIMOKY/IbTYPHBIX KAHOHOB CNPOBOLMPOBANo 0CcBO60MaeHUe Becco3HaTebHOro «f» poccumcko-
ro MeHTanuTeTa. CoBpeMeHHas KynbTypa YyTKo OTpearnpoBana Ha OHTONIOrMYeckuin BakyyM Macc-mMeama npo-
CTpaHcTBa. XyAoMeCTBeHHOMY Co06LlecTBy NpULLIO Bpems NposiBUTb CBOM MeauyMuUyeckne crocobHOCTH
B YCNOBUAX MACHOCTU M OTKPbITbIX FpaHuL. CoBpeMeHHoe UCKYCCTBO K 3TOMY BPEMEHU UMENIO COJIMAHDIN ONbIT
PasNUYHbIX XYA0MECTBEHHBIX TAKTUK U CTPATErUiA, KOTOPbIE MOT/IN BbITb MCMONb30BaHbLI B HOBbIX KOMMYHUKa-
LIMOHHBIX KaHaNax, C y4eTOM TOro, YTo 6bITOBbIE BUAEOKaMEpbI e NosBUAUCH B 06uxoae. OpraHn3oBbIBaNUCH
CTYAUMN C HEXMTPbIM MOHTaM<HbIM 060pyAOBaHMEM, NOABAANNUCH BUAEOPAbOTLI M apTNpoeKThl ANA Tenesuae-
HUA, Nepejayn o coBpeMeHHOM uckyccTBe. PeHoMmeHonorus anbTepHaTuBHoro TB B Poccuu, BosHMKaeT u3
noTpe6HOCTU XyA0MHUKOB B NPE3eHTaLMu CBOMX COLMO-KYbTYPHBIX U 3CTETUYECKUX NO3ULMIA B Macc-Meamna
npocTpaHcTBe. 3To NPOMU30LLNO0 BCIeACTBUE Jecakpanu3auun KyabTypbl B LEIOM, YTO 0TPasuioch Ha Tabyu-
poBaHHOM 30He contemporary art, oka3aBLuerocsi 6es onnosuuMKM kK UAEoNorn B MapruHanbHOM MOJIOMEHUH.
Mopa, kak 0iH 13 KPUTEPMEB OLLEHKM COBPEMEHHOTO uckyccTaa (no Bopucy Mpoiicy), nio6uT ceeT pamnbl. ATa-
KN POCCUICKUX XYAOMNHUKOB Ha TeNeBUAEHUE NOX0MM Ha PErIMKK U3 3aM1a UK HEeNPOUYUTaHHbIE pefaKkTopoM
TenenporpaMMbl BUOEOMECCEAMM, OH JIMLLEHBI TEJIECHOTO W COLMASIBHOMO KOHTEKCTa (MCKIIOYEHNEM ABNAIOT-
ca akummn A.OcMonosckoro v rpynnbl 3.T.1.). CoznaBas nceBaoXyA0MECTBEHHbIE, NCEBAOTENEBU3NOHHBIE NPO-
CTPaHCTBA, Napa3uTUPYs Ha LUTaMMNax Macc-Meana CO3HaHUA, UPOHU3UPYS B AyXe KapHaBaNbHOM KyNbTypbl
BaxTuHa, oHu He co3aanu anbTepHaTUBHOrO TB. OHM co3aany peHOMeH poCCcUCKO BULEOKYbTYPbI.

Alexey Isaev
Video Art and Alternative TV Broadcasts. TV art?

Alexey Isaev (1960-2006) — Media artist, theoretician, researcher, curator, interactive artist, computer
animator. Founder and director on the information and research centre MediaArtLab, 1999-2006. Founder and
program director of the Media Forum in the frameworks of the Moscow International Film Festival since 2000.
Curator of the art resource ‘Da-Da-Net' festival in the Runet Member of the Russian Federation Cinematogra-

phers Union (New Screen Technologies Committee) and of the Russian Internet Academy.

Video technology got into the hands of Russian artists only by the end of 1980s-1990s. The arrival of
new technologies significantly influenced changes in the creative identity of individual artists as well as
contemporary art scene as a whole. During this period the idea of artistic expansion into TV broadcast
using both technology and individual artistic strategies became very important. Despite of the mass char-
acter of this phenomenon on the contemporary art scene, it is difficult to identify stages the process by
which an artists’ dependency on mass media is developed. Rather, it is characteristic for video art in its
professional, national and historical range. We can remark on the overall tendency of mutual penetration
between individual consciousness and the public one and back through mass-media technologies. In this
case, the artist becomes a medium of the media space. It is one of the basic characteristics of the nature
of art from its roots and to this day; it does not depend on the environment of the artist, allowing us to
interpret the role of the video artist as a spiritualist, ventriloquist and an artful dodger. Regardless of our
medium's location, the country he is in and technological advancement of the civilization, he will always
use an opportunity to become a center of attention. TV broadcast of the XXth century presented him with
new possibilities. The entire historical diversity of artistic manipulations with the viewer and his own image
became available to him through the use of mass media technologies on a TV screen. On the other hand,
television due to the technology of a virtual broadcaster and the possibility to transform its informative-
communicative channels into super-reality of the viewers' existence, itself is turned into a mutant medium
who constantly changes its appearance.

The distinctive feature of the development of Russian telecommunication technologies is characterized
by the initial restrain of TV broadcast into the set ideological shape of the state's a doctrine. This non-
alternative TV period lasted till the end of 1980s. Before that time TV was not the object of attraction
for the art scene, as it was only perceived as one of the many ideological symbols of the Soviet era. The
early 1990s are now remembered as a time of democratization of our society and television, which unlike
the one in Europe, was quickly over. On a scale of Russian history these were two 5-year periods, each of
them motivated by internal and external political factors. The collapse of Soviet Empire and social-cultural
canons provoked the emancipation of unconscious self of Russian mentality. The contemporary culture
was acutely sensitive to the ontological vacuum of the mass-media space. It was the turn of the artistic
community to express its talents as mediums under conditions of glasnost and open borders. By that time
contemporary art had already gained a solid experience of various art tactics and strategies that could be
used in new communicational channels, considering the fact that video recorders were available to the
public. Video editing studios with simple equipment and technologies grew in numbers. Various art works
and art projects for TV appeared, as well as with TV programmes on contemporary art. The phenomenology
of alternative TV in Russia is born from the artists’ need to present their social, cultural and aesthetical
position in the space of mass media.

This happened due to de-sacralization of culture as a whole, which made an impact on the taboo zone of
the contemporary art, left with no opposition to the ideology and in a marginal position. Fashion, as one
of the criterions of contemporary art evaluation (according to Boris Groys) likes to be in the spotlight.
Russian artists' attacks on TV are similar to the comments from the audience or video messages unread
by a TV show host, they lack both physical and social content (excepting the actions of A. Osmolovsky
and the E.T.I group). While creating pseudo artistic, pseudo TV spaces, sucking like parasites on the
clichés of mass media consciousness, being ironic in the style of Bakhtin's carnival culture, they never
created an alternative TV. They have created the phenomenon of Russian video culture.
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WccnepoBaTtenb B obnactv BoctouHoeBponeiickoro BuaeoapTa Keitko Cait otMeyvana: «PaccMampusas au-
deo 8 kaxdol omdenbHol cmpaHe, HyXsHo 30120 QUCKYMUPOBamb 0 HeM, mak Kak 8udeo — 3Mo 0KHO
8 obujecmao»'. Mepectpoitka CMU, Bkntouan TB, 6asupoBanacb He Ha 3CTETUYECKUX U COLIMOKYILTYPHBIX
3KCMEePUMEHTAX, @ Ha MPOBOKATUBHBIX COLUANbHO-NONNTUYECKUX MHTPUraX, YTO COOTBETCTBEHHO M BOCMPK-
HUMaNocb MeAMyMaMu Kak COLIMOKY/bTYPHbIN 3aka3. IMeHHO 3Ta TeHAeHUMA ¥ NO3BONUNA PaanKanbHOMY
MOCKOBCKOMY UCKYCCTBY NMPO6UTLCA K 3pUTENI0, HO UCKIIOUYNTENIbHO B HOBOCTHBIX XpOHMKax. Kamepa BbICTY-
nana B POy AOKYMEHTMPYIOLLEro yCTpoicTBa. Toraa kak apT-NpoeKThbl, CBA3@HHbIE C OMbITOM «OpraHuye-
CKOI1 B3aMMOCBSAI3M» Xy0aHMKa 1 TB, 6binu BbITeCHEHbI HA Nepudepuo MeANHOr0 NPOCTPAHCTBA.

«Mockoackue padukasnsl pabomasnu He ¢ ucmopueli UCKYCCMBa, He C UCMOPUYECKUM aKYUOHU3MOM, Hem,
OHU pabomanu UMeHHo ¢ obwjecmaeHHbIM MHeHueM. Mx 3adaqa 3ak/lo4anace 8 moM, Ymobel BbI38ame
Ha ceem u npodeMOHCMPUPOBame 3aKkoHbI delicmausi obujecmeeHHO20 MHeHUSs, MakKue Kak cmpameauu
UCK/II0YeHUS], 0CMPaKku3M U/IU NPU3HaHUe, NooWpeHuUe»®’.

Haubonee ApkuM NposABNEHUEM XYAOMECTBEHHOM MUCTMdMKauMKM No npasy cuuTaetcs «[upaTckoe
TenesuaeHve» CaHkT-leTepbypra. Y&e caMo Ha3BaHWe roBOPUT O cneunduyeckn poccuitckon npo-
6neMaTuke BHeJpEHWS COBPEMEHHOro UCKYCCTBA B Macc-Meana (BO3MOMHO, HAMEKan Ha NUPaTCKNiA
MMUIX BCero poccuiickoro TB, BKoYas Nokasbl HENULEH3MOHHbBIX NPOrPaMM U KNIOHUPOBAHUA LWITaM-
NoB 3anafHbIX TeNeKaHanos).

XapaKTepHbl 1 MepPCOHaMK, OCyLLEeCTBMBLUME 3Ty aKLMIO MOA NIO3YHIOM — «MU3Hb MCKYCCTBA — 3TO MH-
CUHyaLMs #W3HW». 3TO ABNeHUe onpeaensieT aHTPONoMOpdU3M, XapaKkTepHbIi ANs MUTEPCKOro Kpyra Xy-
[OMHUKOB, KOTOPbIN CNABUTCA TEHAEHLMO3HLIMU UTPaMU B HEOMNATOHMKOB, YTO OTANYAET CTUANCTUYECKOE
OT/IMYME NUTEPCKUX MHCUHYALMIA OT MOCKOBCKMUX W NMPOYUX.

MocKkoBcKMe XyA0MHUKN B MPOTUBOMNONIOMHOCTL MUTEPCKUM paboTanu B paMkax aBaHrapAHbIX KOHLLen-
LM TeneBellaHna 1, B OCHOBHOM, anenupoBanu Kk actetusauum texHonoruun. Deus ex machina, xyao-
MeCTBEHHanA KOHLeNUMUa Hayana BeKa, NeMallan Ha CTbIke CMHTe3a UCKYCCTB U TEXHONOMMK, BHOBb 06-
pena npaBo Ha cyliecTBoBaHMe. MOCKOBCKMIA Kpyr COBPEMEHHOMO UCKYCCTBA ONpeaenseT TakMe 3ayMb
«MOIUTUYECKUX» CTPATErUi U, KOHEYHO ¥e, MaHUbeCTbl U paauKanbHble MaHndecTauuu... ina MockoBs-
CKOW CUTYaLMK XxapakTepHa pepnekcus Ha Macc-MeAna Kkak Ha TeXHONOTUI0, MO ePHU3UPYIOLLYI0 COBpe-
MEHHYI KyNbTypy, YTO Haubonee YeTko nposBunoch B NpoekTe «Cucmema cobcmeeHHozo mesieaude-
Husi» «Cmyduu szoyeHmpuyeckux ocobeHHocmel». NpoekT «Cucmema cobcmaeHHoz20 menedudeHus»
ABNIANICA UTOrOBbLIM AN LeATeIbHOCTU MOCKOBCKOM CTyauu. HecMoTps Ha To YTo caMo Ha3BaHWe UMeeT
aBTopa (B. KolKkWH), caM NpoekT CkNaabliBanCca U3 UHANBUAYANbHbLIX 3CTETUYECKUX YCTAHOBOK rpynnbl
y4YaCTHUKOB. B ocHOBe MpoekTa neXaTt Takue MOHATUS, KAk MHTEPAKTUBHOCTb, HOBU3HA TeXHONOrnye-
CKOW KOHLIEMUUM, CUHTE3 Pa3fIMYHbIX MaHPOB COBPEMEHHOI0 UCKYCCTBA B eANHYI0 BU3YasbHY0 GopMy.
TakMe CTOMT OTMETUTb BbIXOA HAa 3apOMSAAlOLLYIOCA ayAUTOPUI0 MONOAEMHBIX FPYNM, UCNOBeAYLWNUX
KnbepnaHkoBcKy dunocoduto Yunbsama MbcoHa. ModsHO onucaTb OCHOBHbIE TPK 3Tana pasBUTUSA NPo-
eKTa B c/ieflyloLeit mocneaoBaTeNlbHOCTU. 3Tan NepBblif, KOraa CTyaus nepewna ot paboTbl Hag unbMa-
MU K NPOEKTHON aesTenbHOCTK. [nowagkoit ans atoro ctan «Pecmusasb IKCNepuMeHmMasbHo20 sudeo,
KoMnbloMepHoU aHUMayuu U NPOeKMUBH020 CUHMe3a», NpolleALwunii B CkBoTe Ha [leTpoBCcKkoM bynbBa-
pe. KpoMe yHMKanbHOW NporpamMMbl KUHO- U BUAeoaBaHrapAa Ha niowaake YyTb 1 He BnepBble B Poc-
cum 6bIN peann3oBaHbl NPOEKTbI, CUHTE3WpYioLMe B peasibHOM BPEMEHU UMMPOBU3ALMI0 «ABUMEHLEBY
u3 rpynnbl «Calipa bnaHw» n BULEOMUKCOB C KOMMbloTepHON 06paboTKoil, My3blKkajibHble UMMNPOBU3aA-
uuu rpynnbl «TpuO» Cepres JletoBa, Makcuma TpedaHa ¢ BUOEO U KOMMbHTEPHBIM CONMPOBOMAEHUEM.
H eouaaHHbIM AN Ny6MKKU M KPUTUKKM BbINO NOABNEHMe Ha NoLaake akcnepumenTa A. Bpenepa, I Jlutu-
yeBckoro, I'. BuHorpapoBa, H. Abanakosoi 1 A. Muranosa. Bropoit atan — 370 HenocpeAcTBEHHOE BAK-
BaHMWsA cobbiTus Ha TB, KoTopoe cocTosnock B NpsAMoM 3dupe «/lpoepammel A». U3 yeTbipex y4aCTHUKOB
adupa (B. KowkuH, M. TpedaH, A. Vcaes, A. BpeHep), Ha oTBNeKatoLWmit U 6e3napHbIil BONPOC BeAyLLero:
«B 4yeM cyTb cobbITUA?» — TONbKO UCKYLLUEHHbIW CUTyauMaHUCT U bpeTep AnekcaHap bpeHep cBA3HO
OTBETUJ1 CTUXOTBOPEHUEM:

1 Ketiko Cat. Mcmopus passumus sudeoapma 6 LlenmpansHol u Bocmoy4Hol Espone. —
B cb. cm. «OcmpaHeHue», lepmaHusi, bayxays, 1993. C. 24.

2 Amumpudi lMumeHos. Medua mexHosozusi MOCKOBCKUX padukanos. — B KH. «[lpomus acex [1.». M., 2001. C. 73.

TRANSITLAND THEORY: Alexey Isaev

Keiko Sei, an expert on Eastern European video art, has remarked: “Considering video in each separate
country you need a long discussion, because video is a window into society”." Mass media restructuring,
which included TV, was based not on aesthetic and socio-cultural experiments, but on provocative socio-
political intrigues, which was perceived by mediums as the socio-cultural order. It was due to this trend
that radical Moscow art could get through to its viewer, if only in news items. Camera served as document-
ing device, while art projects, connected with the experience of “organic interrelation” between the artist

and TV were pushed out to the media space periphery.

“Moscow radicals worked not with the history of art, not with the historical actionism, they worked exactly
with the public opinion. Their goal was to drag to light and demonstrate the laws of functioning for the
public opinion, such as exception strategy, ostracism or recognition, promotion”.?

The Pirate TV of Saint-Petersburg is rightfully considered to be the most striking manifestation of the artis-
tic mystification. The very name speaks of the specifically Russian problem of contemporary art introduc-
tion into mass media (perhaps with a hint at the pirate image of the entire Russian TV, including broadcast
of unlicensed shows and cloning of western channels clichés).

The characters that have realized this action with the “Life of art is an insinuation of life" slogan are
also typical. This phenomenon is defined by an anthropomorphism which is characteristic of the Saint-
Petersburg’ community of artists, which is famous for tendentious Neo-Platonist games that make their
insinuations stylistically distinct from those of Moscow and other cities.

Moscow artists contrary to those from Saint-Petersburg worked in the genre of creating avant-garde con-
cepts of television and mainly appealed to the aestitization of technology. Deus ex machina is an artistic
concept of the early twentieth century, which lies at the convergence of art and technology, has regained
its right to exist. The Moscow contemporary art community is also defined by the beyonsense of “political”
strategies and, of course, manifests and radical manifestations... The Moscow situation is characterized
by a reflection on the mass media as a technology which modernizes contemporary culture. This is most
distinctly shown in the System of Own TV project of the Studio of Egocentric Idiosyncrasies group. The
System of Own Television project was a milestone for the activities of the Moscow studio. Despite the fact
that the name itself has an author (V. Koshkin), the project was made up of individual aesthetic points of
view of all participants. The project is based on notions such as interactivity and novelty of technological
concept, a synthesis of various genres of contemporary art into a unified visual form. Also worth noting is
its access to the emerging audience of youth groups that follow William Gibson's cyberpunk philosophy.
The three basic stages of the project development can be described in the following sequence. First stage
the studio shifted from working on films to the project activities. The project location was the Festival of
Experimental Video, Computer Animation and Projective Synthesis that took place in the Petrovsky Boule-
vard squat. In addition to the unique program of avant-garde film and video it was in this space that maybe
for the first time in Russia the projects have been realized that synthesize real-time improvisation of “Dvi-
zhentzy” from the Sayra Blanche group and computer processed video-mixes, musical improvisations of
the Trio group by Sergei Letov and Maxim Trefan with video and computer accompaniment. Unexpected
by both the audience and the critics was the stage appearance A. Brener, G. Litichevsky, G. Vinogradov,
N. Abalakova and A. Zhigalov experiment. The second stage was a direct infusion of an event into TV
which took place during a live broadcast of the A programme. Of the four participants of the broadcast
(V. Koshkin, M. Trefan, A. Isaev and A. Brener), the host's distracting and dull question: “What is the point
of the event?” — only the sophisticated situationist and duellist Alexander Brener was able to answer
fluently in a poem:

Fucking Monday ...
Fucking Tuesday...
Fucking Wednesday...
Fucking Thursday...

Fucking Friday...
Fucking Saturday...
Fucking Sunday...
Fucking Monday again ...
1 Keiko Sei. History of Video Art in Central and Eastern Europe. — in «0STranenie», Germany, Bauhaus 1993. p. 24.
2 Dmitry Pimenov. Media Technology of Moscow radicals. — in «Against P». M., 2001. p. 73.
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MoHeaenbHuk 601...
BTopHuk 6ns...
Cpega 6ns...
YeTBepr 651...
MAatHuua 6n4...
Cyb6oTa 6ns...
BockpeceHbe 6ns...
MoHepenbHuk cHoBa 611...

TeHAeHUMM feMoKkpaTM3aumm poccuickoro TB n Macc-Meana u3suam cebst AOCTATOYHO BLICTPO, YTO aHano-
TMYHO MPOMU3OLLIIO M C POCCUIACKUM MHTEpHETOM. YTo KacaeTcs nocneAHero, To CPOKM pacLiBeTa U yBAAAHUA
0Ka3sanuchb cynep 6bICTPLIMU. B LiIenoM uctopus eMokpaTMsaLmm poccuitckoro obLecTsa U CpeacTs MaccoBoi
MHpOpMaLWK, Kak 3epkana obLuenoMTMYeckx aMbuLmMin, okasanacb CKOPOTEYHOM, HACbILLEHHOW 1 ABAsieTCA
npeAMeToM 0co6oro aHanusa. XoTenocb 6bl 0TMETUTb, YTO Hanbonee APKO M OTYETAMBO B TEYEHUE ITUX NeT
nposiBuAM cebs XyA0MHUKN UMEHHO MOCKOBCKOIO M MUTEPCKOro apT-coobLLECTBa, HO TakMe cepeanHa U Ko-
Hel, 90-x xapakTepHa NPOSABNEHNEM XyA0MKECTBEHHO! aKTUBHOCTU POCCUACKUX PernoHoB. K HUM OTHoCATCA
H oBoKky3Heuk v HuasHuin Hosropog.

AnbTtepHaTuBHoe TB B Poccuu cyLuecTBoBano, Ho TONbKO Kak popMa MHaKoMbICAUS, npucyLuas apTcueHe. Co-
BPEMeHHOe MCKYCCTBO, NOMajas Ha TeNneakpaH, Tepssio CBOK aKkTyalbHOCTb MU KOMMYHUKATUBHOCTb. Ho 3Tw,
Ha NepBbIil B3rNAA, HeyAauHble OMbiTbl 060raTUIM POCCUIICKOE BUAEOUCKYCCTBO, 3ak/toyas B cebe UCTOPU3M
CTPEMUTENbHBIX TEHAEHLMIA HOBOW 3KPAHHOI KYNbTYPbI U MEANAUCKYCCTBA.

TRANSITLAND THEORY: Alexey Isaev

The tendencies to democratization demonstrated by Russian TV and mass media were eliminated fairly
soon, and the same happened to the Russian Internet. As for the latter, the pace of its bloom and decay
was super-fast. In general, the history of Russian society and media democratization as a reflection of
general political ambitions was short-lived, intense and is the subject of a special analysis. It should be
noted that artists from Moscow and S. Petersburg art communities have shown their worth most clearly
and definitely over these years, and also that in mid and late 1990s there emerged a distinctive artistic
activity in the Russian periphery, namely Novokuznetsk and Nizhny Novgorod.

Russian alternative TV has really existed, but only as a form of dissent intrinsic to the art scene. Contem-
porary art, getting to a television screen, lost its relevance and openness. But these, at a first glance,
unfortunate experiences, enriched Russian video art, containing a historicism of rapidly changing trends of
the new big-screen culture and media art.
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3amT AHgpaw

byaywiee 3a Hamu:
BOCMOMMWHAHUA 0 COLUANUCTMYECKOM NPOLLIOM

3Jdum AHdpaw — UCcKyccmMBOGed U Xy00MECMBEHHBIU KPUMUK, COMPYOHUK Hay4HO-UCCIed0BamesTbCko20 UHCMU-
myma ucmopuu UcKyccma npu 8eHeepcrkol Akademuu Hayk 6 bydanewme. Vimeem cmeneHs dokmopa 8 obnacmu
ucmopuu uckycema (ELTE, bydanewm). 3dum AHdpaw dosieoe 8pems 3aHUMaack 0ceeujeHueM Co8peMeHHoe0
uckycemsa LleHmpasneHol u BocmoyHol Eepons! nepexodHo20 nepuoda, 6 0CHOBHOM 3ampacusaloe2o 2eH-
depHble U KI1accosble BoNPOCsl, KOHUeNMyasbHoe UCKYCCmBo U meopulo. [locnedHsis kHuea — «KynemypHeit
mpacHeecmu3M. Mckyccmao 8 pyuHax coyuanuama» (8biwsia Ha BeHzepckoMm ssbike 8 2009 eody, nnaHupyemcs
aHenutickasi nybiukayus) u 0bobujaem ace ee npedsidyujue ucciedosaHus 8 daHHoU obnacmu. CeeodHs AHdpaw
Musem & bydanewme u JloHe-AlneHde, wmam Heto-Mopk.

Mel, Jlyqucmel u BbydywHuku, He ¥senaeM 2080pUMb HU O HOBOM, HU O CMapOoM UCKYC-
cmae u euwje MeHee 0 COBPeMeHHOM 3anadHoM. Mbl ocmas/isieM yMupame cmapoe U cpa-
#ambCs C HUM MOMY «HOBOMY», Komopoe KpoMe bopbbbl, 04eHb nezkol, Kcmamu, HuYe-
20 cB0e20 BbIJBUHYMb He MoMsem. YHaso3ume cobow obecnsioNseHHyI0 NoYBy NOe3HO, HO
3ma epsisHas paboma Hac He uHmepecyem. OHU Kpu4am o0 8pazax, UX YymeCHSIIWUX, HO Ha
camom dejle — camu 8pazu u npumom bauxaliwue. Ux cnop ¢ dasHo ywedwuM cmapeiM
UCKYCCMBOM He YMOo UHOe, Kak BOCKpeWweHue MepmabiX, Hadoedsusas dekadeHmckas
J110608b K HUYMOMNSECMBY U 2/lynoe MseflaHue udmu 80 2/1ase COBPeMeHHbIX 0bbieamerb-
ckux uHmepecos. Mol He obvsAGsIeM HuKaKoU bopbbbl, mak Kak 20e ¥e Halimu

pasHozo npomugHuka?! bydyujee 3a Hamu.

Muxaun flapuoHos u Hamanes MoHyaposa «/Tysucmel u bydywHuku», 19137,

YTonum ymupaloT JON0 U MyYUTENIbHO, a Nocsie cMepTu obpeTaloT
3arpo6bHy0 ¥U3Hb

MaHugecT, HanucaHHbIN BUAHBIMU SeATeNsIMW PYCCKOro aBaHrapAa, CTan ANs HaC BaMHbIM AOKYMEHTOM,
Ha KOTOPbIN Mbl MOXSEM OMEepeTbCsi NPU U3yYeHUM BONPOCOB COBPEMEHHOI0 BULEOUCKYCCTBA, 3aTparueato-
LMX TaKkMse HaLle coumanucTuyeckoe npownoe. CKpbITbIM CMbICA BbileNpPUBEAEHHON LMTaThl 3aKknoYaeTcs
B TOM, YTO AnA Toro, 4YTobbl NpeaBuaeTb byayuliee, HEO6XOAMMO OTrNAHYTLCS Ha3ad, U cnedyeT 3arNsHyTb
B cebsi, BMeCTo Toro, Ytobbl YyCTPEMNATL CBOW B30p k ropu3oHTy. [ina JlapuoHoBa u MoHuapoBoi 6yayLiee
1 NpOLLUNIOe He ABMISKTCA MEeCTKUMU MepapXuyeckn opraHU30BaHHbIMU KoHLenuusaMu. Takoe NoHUMaHue
camo o cebe ABNAETCA 3HAUYUTENbHOW MHBEPCUEN, Tak Kak MMaBEHCTBOBABLUAA TOrAa KOHLUeMNuusa coBpe-
MeHHOCTH bblna NPOHUKHYTA Maeei HeNpepbIBHOro Nporpecca. YTo e kacaeTcA UX BUAEHUS COBPEMEHHOM
reonosiMTUKK, TO 3apoMAeHNe KyNbTypbl MPOUCXOAUT, MO UX MHEHWIO, Ha BocToke u B nokanbHoN Tpagu-
umun: «fla 3apaBCcTBYET npekpacHblt Boctok! Mbl 06beanHsaeMcs ¢ coBpeMeHHbIMU BOCTOYHBIMU Xy[0M-
HUKaMU Ans COBMECTHOMU paboTbl. Mbl MpoTuB 3anaaa, onoLWNSAKLEro HalWKU U BOCTOYHbIE HOPMbI U BCe
HUBENMpyoLwero»2. UMeHHo B 3TOM MaHudecTe 6bii caenaH Nepsblit War B CTOPOHY AEKOHCTPYKUuK 3a-
NajfiHOro XyA0MeCTBEHHOI0 KAHOHA U YTBEPMKAEHUA LLEHHOCTU BOCTOYHO-EeBPOMNeiCcKoro NcCKyccTaa.

PeBontounoHHas Poccusi 6bina nepenosHeHa pasnnyHbIMU KOHKYPUPYIOLLMMU UAESMU, BUAEHUAMU U daH-
TasuAMM Ha TeMy byayuiero. B Lenom aToT nepuog MOMHO paccMaTpuBaTh, Kak BEYHYI0 CXBATKY Hadeabl

lpedsapumenbHbili 8apuaHm 3mol cmambeu bbi1 npoyumaH Kak doknad 8 Jlodsu 8 Hosbpe 2008 no cny4aio
omKpbIMUA H0B020 30aHusi Myses Kynemypel. Sl bnazodapHa MazdaneHe 3uonkoacKoU 3a npuenaweHue K y4a-
CMUI0 8 3MoM Meponpusimuu.

1 Muxaun JlapuoHos u Hamanesi [oH4apoea. Jlysucmer u bydywHuku, 1913. Lum. no c6opHuky «Mamepuansi
no uckyccmay XX 6. Pycckuli asaHzapd: meopus u kpumuka (1902-1934)». Ped. JxoH 3. boynm, Helo-Mopk, BukuHz
Mpecc, 1976, c. 88.

2 JlapuoHos, [oH4Yaposa, mam Me.

Edit Andras

The Future is Behind Us
Flashbacks to the Socialist Past

Edit Andras is an art historian and art critic, a researcher at the Research Institute for Art History of the Hungarian
Academy of Sciences, Budapest. She holds a PhD in art history (ELTE, Budapest). She has widely published about
Central and Eastern European contemporary art, mainly on gender issues, socially engaged art, public art, conceptual
art and on art theory related to the transition in the post-Sacialist countries. Her latest book entitled Cultural Cross-
dressing. Art in the Ruins of Socialism (published in Hungarian in 2009, to be published in English) is a summary of

her research on the field. She lives in Budapest and in Long Island, NY.

We, rayonists and futurists, do not wish to speak about new or old art, and even less
about modern Western art. We leave the old art to die and leave the “new” art to do battle
with it; and incidentally, apart from a battle and a very easy one, the “new” art cannot ad-
vance anything of its own. It is useful to put manure on barren ground, but this dirty work

does not interest us. People shout about enemies closing in on them, but in fact, these
enemies are, in any case, their closest friends. Their argument with old art long since
departed is nothing but a resurrection of the dead, a boring, decadent love of paltriness
and a stupid desire to march at the head of contemporary, philistine interests. We are not
declaring war, for where can we find and opponent our equal? The future is behind us.

Larionov's and Goncharova's Rayonists and Futurists, 1913’
Utopias die hard and have their afterlife

The Manifesto written by the prominent personalities of the Russian avant-garde has passed on to us
crucial points of departure we can rely on while exploring contemporary videos touching upon the issue
of the memory of the Socialist past. The hidden message implicit in the above citation is that to foresee
the future, we should look back, and we should rather look within instead of observing the horizon.
Future and past were not rigid and hierarchical concepts for Larionov and Goncharova. In itself, this is quite
a reversal, as the dominant notion of modernity was rather obsessed with continuous progress. As for the
geopolitical view of the scene, in their eyes culture originates in the East, and in local traditions: “Long
live the beautiful East! We are joining forces with contemporary Eastern artists to work together. We
are against the West, which is vulgarizing our forms and Eastern forms, and which is bringing down the
level of everything"2. Here, we are at the preliminary claim for deconstructing the Western art canon,
and claiming worth for Eastern European art.

Revolutionary Russia was full of competing ideas, visions and fantasies of the future. The era could be
conceived as duels of dreams and nightmares on a mass scale. Utopian literature is enormously rich,
with its roots in the late 19th century. Chernysevsky's What is to be done (Chto delat), written in 1863,
is one of the most influential among the literature, with an explicit vision of future Socialism, the title

The preliminary version of this paper was delivered, delivered in £6dZ in November 2008 on the occasion of the
inauguration of ms2, a new building of Museum Sztuki. | am grateful for Magdalena Ziotkovska, for inviting me.

1 Michail Larionov — Natalya Goncharova, “Rayonists and Furturists: A Manifesto 1913”, In The Documents of 20th
Century Art. Russian Art of the Avant Garde. Theory and criticism 1902-1934. Ed. John E. Bowlt, New York, The Viking Press,
1976, p. 88.

2 Larionov — Goncharova, Ibid
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1 KolwMmapa B MaccoBoM Maclutabe. B 3To Bpems cosaaeTcs ob6WMPHDBIA KOPNYC YTOMMYECKO NUTepaTypbl,
MaHpa, 3apoAMBLLErocs B KOHLe AeBATHaaLaToro Beka. Camoe 6onbluoe BAMSIHWE MPU 3TOM OKasan poMaH
YepHblwesckoro «4Ymo deslame», HanucaHHbIM B 1863 rogy, Tak Kak OH NoapobHO onucbiBan BUAEHME CO-
umanuctTudeckoro byayuiero. HassaHve 3Toro poMaHa 6bi10 3aMMCTBOBaHO JIEHWHBIM ANst KHUMM, B KOTOPOIA
OH onucan ceoe BuaeHue byayuiero. HenctoBas oaepXuMocTb naesamu byayiuero 6bina npucyLua 1 ero copat-
Huky JlyHauapckomy. Pudapg CraiTc nuwer, uto JlyHadapckuin pacnopaguncs B 1928 (8 rog npasaHoBaHus
CTONETUS CO AHA POMAEHNUS YepHBILLEBCKOr0) MOMECTUTL Ha CTeHe bonbluoro Teatpa B MockBe cnegytoLuyto
umMTaTy U3 poMaHa «4To Aenatb» 0 byayuiem: «Jlobute ero, cTpemuTech k HeMy, paboTaliTe ans Hero, Npubau-
MaliTe ero, nepeHoCUTE 13 HEro B HACTOSILLIEe, CKOJIbKO MOMETE NEPEHEeCTU: HacToNbKo byaeT cBeTna u fobpa,
6oraTa pafoCTbio M HAaCNAMOEHNEM BALLA MU3Hb, HACKONIbKO Bbl YMEETE NepeHecTy B Hee 13 byayuierox»®.

XoTsi JIeHWH W He 6blN NOKNOHHWUKOM NPOLIBETAKLLEr0 XaHpa YTONUYECKoW Hay4YHOW daHTacTUkK, Aoporue
ero CepAauy MeuTbl He Tak Yk OT/IMYANUCh OT BUAEHWIT GpaHTacToB. B kHure «Poccus so mesie» (1921) Tep-
6epT Yannc HasbIBaeT ero «kpemneBckUM MeyTaTeneM». OH pacckasbiBaeT: «[leno B TOM, YTo JleHWH, KoTo-
pblii, Kak MOAZIMHHbBIA MAPKCUCT, OTBEPraeT BCEX «YTOMMCTOBY», B KOHLIE KOHLIOB, CaM BMa B YTOMMIO, YTOMUIO
anekTpudmkaumn. OH AenaeT BCe, OT HEro 3aBUcsLLee, YT0bbl co3AaTb B Poccuu KpynHble 3nekTpocTaHLmK,
KoTopble byAyT AaBaTb LenbiM ry6epHUAM 3HEprui Ana ocBeLleHWUs, TPAHCMOPTa M MPOMbILLIEHHOCTH.
<...> MoHo nu npeacTaBuTb cebe 6onee Aep3HOBEHHBIN NPOEKT B 3TO OFPOMHON PaBHUHHOM, MOKPBITON
necamu cTpaHe, HaceNeHHOW HerpaMoTHLIMU KPecTbSIHAMM, IULLEHHON UCTOYHUKOB BOAHON 3HEPruu, He
MMeloLLEen TEXHNYECKN TPaMOTHBIX JII0AEN, B KOTOPOI MOYTW yracna TOProBAs U NPOMbILWIEHHOCTL? <...>

Ho ocyuiecTBneHne Takux NpoekToB B Poccuu MOMHO NpeAcTaBUTb cebe ToNbKo C NOMOLLbo cBEpXdaHTa-
3un. B kakoe 6bl BonlebHOE 3epKkano A HY rAsAen, s He Mory yBuaeTb 3Ty Poccuio byayLuero, HO HEBLICOKUI
yenosek B Kpemne obnagaet TakuM fapoM. OH BUAWT, Kak BMECTO pPa3pyLUEHHBIX deNe3HbIX AOPOor MosB-
NAKTCA HOBblE, 3NeKTPUPULIMPOBAHHbIE, OH BUOWUT, Kak HOBbIE LLIOCCEHbIEe A0POrM NMPOPe3alT BCIO CTPaHY,
Kak nofibiMaeTcs 06HOBNEHHAA M CYACTAMBAS, UHAYCTPUANM3MPOBAHHAA KOMMYHUCTUYECKAn AepMaBa.
1 Bo BpeMs pa3roBopa CO MHOM eMy MOYTH yAanoch Y6eauTb MeHs B peanbHOCTU CBOEro NpeaBUaeHUsA» .
MNopo6Hble npeacTaBneHns 06 aneKTpuYecTBe, kak O BONLIEGHOI Nanoyke, C MOMOLLbK KOTOPON peluaTcs
BCe NpobneMbl, Takase BOCXOAUNU K yTonuyeckon nutepatype XIX Beka. UHaseHep B. H. Yukones B cBoem
«3Inekmpuyeckom pacckase» (1895) rosopur, uto «B byayLem Becb Mup 6yaeT npeobpa3oBaH anekTpuye-
CTBOM, YTO MOBJEYET 3a Co60il Yyaeca NPOU3BOACTBA, @ TAKME YKPACUT NOBCEAHEBHYIO MU3HLY®.

3nekTpuduKaLma boina NobUMbIM NpoekToM JleHnHa. JloayHr, B KOTopblit oH TBepAo Bepun — «KoMmy-
HU3M — 370 ecTb CoBeTckas BNacTb Mnoc 3neKTpuduKkaLma Bcent cTpaHbl». OH xoTen, 4To6bl BO Beex 6u-
6nvoTtekax 6bin Nyxnbid ToM nnaHa F03/1P0. Bo BpemMeHa pycckoi peBotouuu CBET (Kkak B APEBHUX penu-
rusix) ctan metadopoit nporpecca, ceetnoro byayuiero, a TeMHota — 6eaHocTH, dpaHaTM3Ma, cyeBepus,
OTCTaNOCTU, HEHAaBUCTHOrO MPEeMHero penMa u npounoro B Lenom. CBeT ropoaa npoTMBonocTaBifeTCs
TbMe AepeBHU M 03HAYaEeT TEMJIO U 3aLLUTY OT 3HAMEHUTBIX PYCCKUX X0N0A40B. [0pOA CTAHOBUTCSH CUMBOJIOM
CBETa, NPOCBELUEHNUS, TUIUEHBI, 3HAHWA, SHEPTUN U 3KOHOMUYECKoro pocTa®. MaskoBcKkuii 3asBnseT: «[lo-
c/le 3NeKTPUYECTBa COBEPLUEHHO 6pOCKN MHTEpecoBaTbCS NPUPOAOIA. HeycoBepLIEHCTBOBaHHAS Belub»’.
B peBonoUMOHHYI0 3M0Xy faMe AaTb HOBOPOMAEHHOMY UMA «3NEKTPUK» CUNTANOCH [EN0M 06bIYHbIM,
a XpUCTUAHCKOe KpeLleHue 6bisIo 3aMEHEHO HOBbIM KOMMYHUCTUYECKUM PUTYaNoM — oKTA6puUHamu. B ka-
neHpape WAbWH AeHb cMeHuncA [lHeM anekTpuyecTBa. JIEHUH HaaeNsan anekTpMYecTBO NOYTH TOI e Maru-
YecKOoM CUIION, YTO U pyccKue KpecTbsiHe. «Pycckas cepusx» poTorpaduit Onera Kynmka oTpaasaeT 3To NoYyTH
penuruosHoe NoknoHeHWe Temsy U cBeTy, 0TAABAaA [OMMXHOe Takxe B3rnsagam Jlbea Tonctoro. Ewe oauu
pycckuit MeuTtaTenb, Tonctoi Buaen byayiee 6e3 MallWH M rOPOAOB, CKopee NPUBNUMKEHHOE K NPOLLIOMY
1 NpefcTaBAAn ero Kak NacTopanbHblil, ByKonuyeckuii KpecTbAHCKKI pal. 3Ta spkas ABoMHaA MeTadopa
[0MUNa U [0 HAWMKX AHeil. B neyanbHo usBecTHoM ¢ynToHckoi peun 1946 Yuucton Yepunnnb (KoTopbii,
Co6CTBEHHO, M U306pen YMO3pUTENbHYIO FpaHULly Mexay ABYMA YacTamu EBponbl, «enesHblil 3aHaBec»)
HasBaN «BOCTOYHbIE rocyAapcTea EBponbi» 3eMnaMu cyMpaka. «J/liobble Hec4acTbsi, HEMPUSATHOCTH, CTPaxu
MOFIM pUCcOBaTbCA BOOOPaMeHNo B 3TOM CyMpake — U B TO e BpeMs OH 0cBo6o/4an 0T HeobxoaUMOCTH

Puyapd Cmalmc. PegosoyuoHHble Me4Ymel: ymoNUS U ¥U3HeHHbIU 3kcnepumMeHm 8 pycckol peaosioyuu.
bio-Uopk, Okcdopd, M3damenscmeo Okcdopdckozo yHusepcumema, 1989, c. 27.

Cmadlmc, mam e, c. 30.

3
Hi
4 I. Yannc. Poccus 6o mane. Heto-Mopk, George H. Doran Company, 1921, c. 159-160.
5
6 TaM e, c. 48.

7

Lum. no Cmatimc, c. 52.

TRANSITLAND THEORY: Edit Andras

of which was borrowed by Lenin for the title of his volume written on his own visions. Obsession with
the future was also part of the agenda of his fellow traveller, Lunacharsky. Referring to Richard Stites,
he had the following passage concerning the future from the volume of Chernysevsky engraved onto
the wall of the Bolshoi Theatre in Moscow in 1928: “Have love for it, stride toward it, work on behalf
of it, bring it ever nearer, bear what you can from it your present life. The more you can carry from the
future into your present life, the more your life will be radiant and good, the richer it will be in happi-
ness and pleasure™.

Although Lenin was not a fan of the flourishing genre of utopian science fiction, he was not unlike other
daydreamers, with his own dear dreams. H. G. Wells calls him “the Dreamer of the Kremlin" in his book,
Russia in the Shadows (1921). “For Lenin — quoting his reportage — who like a good orthodox Marxist
denounces all “Utopias”, has succumbed at last to a Utopia, the Utopia of the Electricians. He is throwing all
his weight into a scheme for the development of great power stations in Russia to serve whole provinces
with light, with transport, and industrial power. [...] Can one imagine a more courageous project in a vast
flat land of forests and illiterate peasants, with no water power, with no technical skill available, and with
trade and industry at last gasp? [...] But their application to Russia is an altogether greater strain upon the
constructive imagination. | cannot see anything of the sort happening in this dark crystal of Russia, but
this little man at the Kremlin can; he sees the decaying railways replaced by a new electric transport, sees
new spreading roadways spreading throughout the land sees a new and happier Communist industrialism
arising again. While | talked to him he almost persuaded me to share his vision".* Treating electricity as
a magic wand roots in the 19th century utopian literature as well. Chikolev, in an engineer's Electric Tale
(1895) “speaks about the future world transformed by electricity, which performed miracles of production

and also graced everyday life".°

Electrification was Lenin's favourite project. The slogan he firmly believed in was that “Communism equals
Soviet power plus electrification of the entire country”. He wanted all libraries to have the heavy opus
of the electrification plan (GOELRO). In the Russian revolutionary years (as in ancient religions), light was
a metaphor for progress and the bright future, while darkness represented poverty, bigotry, superstition,
backwardness, the hated ancient regime and the past. City light was opposed to rural darkness and stood
for heat and shelter in the land of famously cold Russia. It symbolised light, enlightenment, hygiene,
knowledge, energy and economic growth.® Mayakovsky declared that, “After electricity, | lost interest
in nature, as too backward”.” During the revolutionary era, it was not even uncommon to give the name
“Electric” to newborns at the Communist rituals called “Octobering”, substituting Christian baptism, and
in the counter calendar, Elijah Day was substituted by Electric Day. Lenin provided electric currents al-
most with the same magic power as did many Russian peasants. Oleg Kulik's photo series, The Russian
refers to this almost religious longing to light and heat, while making homage to Lev Tolstoy, another
Russian dreamer with alternative visions of the future without machines and cities, referring rather to
the past, visualising a kind of nature-bound, pastoral and bucolic peasant heaven. The powerful two-
some metaphor has survived into our own time. In the infamous Fulton speech in 1946 given by Winston
Churchill (the inventor of the mental marker, the “Iron Curtain” between the two parts of Europe) labelled
the “Eastern states of Europe” as a shadowy land. “In the shadow it was possible to imagine vaguely
whatever was unhappy or unpleasant, unsettling or alarming, and yet it was also possible not to look too
closely, permitted even to look away — for who could look through an iron curtain and discern the shapes
enveloped in shadow?"® — so well observed by Larry Wolff.

3 Cited by Richard Stites, Revolutionary Dreams: Utopian Vision and experimental Life in the Russian Revolution,
New York, Oxford, Oxford University Press, 1989, p. 27.

4 H. G. Wells, Russia in the Shadows, New York, George H. Doran Company 1921, pp. 159-160.
5 Stites, Op.cit., p. 30.

6 See: Ibid., p. 48.

7 Cited by Stites, Ibid., p. 52.

8

Larry Wolff, Inventing Eastern Europe: The map of Civilization on the Mind of the Enlightenment, Stanford, Califor-
nia, Stanford University Press, 1994, p. 1.
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TRANSITLAND TEOPUSA: 3ant AHgpaLd

BrAAAbIBATbCA CULIKOM MPUCTaNbHO, MO3BOMAN [aMe CMOTpeTb B APYryl CTOPOHY: B NloboM cnyyae,
4YTO MOMSHO PasrNfiAeTb CKBO3b «Me/e3HbI 3aHABECY», YTO MOMHO pasinynTb B 06BONaKkMBalOLLEM BCE
cympake?»® — nucan Jlappu Bynbéd.

BuaeopaboTa [leiiMaHTaca H apkeBuumnyca «/lum3Hepzo» (2002) uaet no cieaaM aTuX CBETOMNOKNOHHUKOB
1 cBeTooboMaTenen, COBpeMeHHbIX A3bIYHUKOB, MbITAACh MOHATH 3Ty OCTABLUYIOCS B MPOLLIOM OfepMU-
MOCTb 3/IEKTPUYECTBOM U BCEM, YTO C HWUM CBSI3aHO. 3Aecb CMellaHbl AOKYMeHTaNnbHble Kaapbl npona-
raHgucTckux ¢uIbMOB COBETCKOW 3MOXU U COBpEMeHHble BUAeOoHabnoaeHus. XyLoMHUK Bo3BpaLlaeTca
B npownoe, pa3buBas rpaHb Mey peanbHOCTbio W UAMK3MeN, JOKYMEHTANIMCTUKOW U BbIMBICSIOM, YTO
no3BonseT eMy 06HaMUTb Nepej HaMu HYTPO MOLLHOM NPONaraHAUCTCKOWM rocyAapCTBEHHOW MaluuHBbI. Uc-
nonb3ys METOA MOHTaMa, OH, k PACTEPAHHOCTU 3pUTENS, OTKA3bIBAETCA OT YETKOr0 PasfIUYEHUN «NOM-
HOW» rocyfapCTBEHHOW MponaraHabl U «MCTUHHOMO» OMMO3ULMOHHOTO UcKyccTBa. C 0AHON CTOPOHLI, OH
yTBepJaeT HeobXxoAUMMOCTb KOMIEKTUBHOW OTBETCTBEHHOCTM, @ C APYroil — NpU3bIBAET NMOMHUTb U UC-
cnepoBath npouwsoe. CHoBa nobbiBaB B «06pa3L0BOM» ropofe InekTpeHall, aBTop roBOpUT clieayloulee:
«3Ta obpa3uoBas Mogenb obellanuii cBeTnoro byayuiero ctana bykBanbHO obelaHMeM U3 NPOLLNIOro, kak
6yayuiee B npownoM. fl 6biBan B IneKTpeHae paHblue, Cpasy nocne 0KOHYaHUSA WKOJbI, korga MHe 6biio 18
net. Bol MoMeTe NogymaTb, YTO 3TO MOV IMYHBIN B3rNsA. Ho 3To He Tak. InekTpeHait — 3T0 KONNEeKTUBHBIN
onbIT. fl He MOT YeTKo cGopMyNMPOBaTL 3TO, HO A HA CAMOM Jiefie UCKan aHTUyTonuio. CerogHa 3To KaxeTcA
NOHATHBIM, HO BpeMsA koHua 1990-x, koraa A 3agyMan cBoto paboTy, 6bi10 BpeMeHeM, Korga Kk CoLUanucTu-
YecKoMy MpOLUNIOMY CTajnu OTHOCcUTCS 6oniee KPUTUYHO, BpeMeHeM camopednekcuu. 3To 6bin cneayoLwmni
3Tan nocJie NosHOro oTpuUUaHuA npotwnoro B Hayane 1990-x. Toraa MHe CTano ACHO, YTO HEBO3MOMHO U3-
6eXaTb CONPUKOCHOBEHMA C MPOLLJIbIM, KaknM 6bl OHO HU 6bIN0»°.

YcTaHoBneHue HoBOWM penuruu: sossegeHme u yHMYToxKeHne MOHyYMeHTOB

B KoHKypce nporHo3oB no cTpouTenbCTBY CBETNOro byayliero u 6opbbe 3a peanusauuio cobCTBEHHBIX UAEH
BbIUIPanu Te, YbM MeYTbI MoNy4Ynnmn ofobpenne bonbluesnkos. Bropoe niobrumoe aetue JleHnHa, nnaH MoHy-
MeHTabHOI NpornaraHAbl, Ha4an akTUBHO OCYLLECTBAATLCS B Havane ABaALaTbix rofos. OH MeyTan o ropoge.
KoTopbliil pacckasbiBan 6bl CBOK UCTOPUIO B MAMATHUKAX: UCTOPUIO PEBOMIOLIMM, COLMANUCTUHECKUX UaEl, Be-
JIMKKUX MbICAIUTENEN, AeATENeN KyNbTypbl M UcKyccTBa. CpeausemHoMopckuin Mopoa ConHua oH xoTen nepeHe-
cTv Ha ceBep B MockBy u MNeTporpage. B kauectBe obpa3sua ucnonb3osancs Napua koHua XIX Beka ¢ ero Ma-
HMel caMonpoCNaBeHNs B NAMATHUKAX U NPeTeH3Kell Ha YBA3bIBaHWE AOCTUNSEHUI PPaHLIY3CKOI peBonoLmMm
¢ KoHuenumelt Bceobuero nporpecca’®. JleHnH u JlyHauyapckuin Nio60BHO 3aMMCTBOBANM UAEI0 CaMOPEKNaMbl,
3aMeHUB GpaHLIy3CKyI0 peBONoLMI0 Tak HasbiBaeMol Bennkoit OKTAGPLCKOI coLManMcTMYeckon peBontoLm-
eil, U yHMBepCanMCTCKMe NpeTeH3Nn BECTU BECb MUP K CBETNIOMY byayleMy — Tenepb Mo NyTM KOMMYHU3MA.
lnaHy MoHyMeHTanbHOM NponaraHabl He 6bi1 NOAHOCTbLIO Peanu3oBaH: 6biI0 BO3ABUIHYTO UL HECKONIbKO
CTaTyiA, M3roTOBNIEHHbIX, B OCHOBHOM, U3 HE[ONIrOBEYHbIX MAaTEPUANOB, 1, HECMOTPA Ha BCe yTBEPMAeHUS 06
06paTHOM, B OCHOBHOM BbIMOJIHEHHbIX B TPAAULIMOHHOM M306pa3nTenbHOM cTune. EAMHCTBEHHBIM UCKNIOYEHU-
eM cTan 3HameHuTbIn «Mamatiuk Il KoMMyHucTyeckoro UHTepHaumuoHana» B.TaTanHa.

JleHuH nocne cBoeit cMepTy cTan boroM 6e360XH0OV pennMrun KOMMyHU3Ma U 3aMeHU/ CBEPrHYTOro MoHap-
xa, obecneynB TakuMm 06pa3oM HegocTaloLLee 3BeHO A4S coumanbHoW TpaHcdopMaumu obLiecTBa, B Macce
CBOEM KpecTbsHCKoro. [1o XxpUcTUaHCKo TpaaMumm, ero xpam 6bin Bo3BeEH HaJ MECTOM BEYHOIO NpUcTa-
HU1La ero 3eMHbIx ocTaHkoB. Mo Bone CtanuHa, Teno JleHuHa He 6bl10 KPEMUPOBAHO, YTO NPOTMBOPEYNNIO
MenaHuaM ceMbM JleHMHa 1 ero cobCcTBeHHOMY BoneusbsABAEHUIO. TPOLKKMIA BbICTYNan NpoTuB Ny6inyHoM
[leMOHCTpaLuMu Tena, yTBepkas, YTo OHa paBHO3Ha4YHa NMOYUTAHUIO MOLLEI CBATLIX B MPABOC/IaBHOMN Tpaau-
Lmu. Y1066l coxpaHaTb NamaTb 06 Unbuye 1 ero Teno HeTNeHHbIMK bbiN CO3AaH CrieunanbHblil komuTeT. Teno
JleHnHa 6bino 3abanb3aMmUpoBaHoO U BbICTaBNEHO Ha BceobLuee obo3penne B Kpemne, Ha KpacHoii nnowaau.
Kasumup ManeBuy, Bepywwas Gpurypa pycckoro aBaHrapaa, BCeM CepALeM MoAAEepPMUBABLLMIA 3TOT HOBbIV

8 Jlappu Byne¢. U30bpemasi BocmoyHyto Espony: kapma yusunusayuu 8 co3HaHuu 3noxu [lpoceewjeHus.
Cm3aHgopd, KanugpopHus, N3damenscmao CmaHpopdckozo yHusepcumema, 1994, c. 1.

9 Jelimanmac Hapkeau4uyc 8 becede ¢ Kwuwmogom Kocytyukom. Paboqee HazdaHue: Apxua N2 1, Jlodss,
Myseli cospemerHozo uckyccmaa, 2008, c. 38.

Ocoboe oyaposaHue pacxoxdeHusi Mexsdy ace euje yxsacarwjeli moykol 3peHuUs B0OCMoka U 3anadHol moykol 3pe-
HUS NPOSIBU/IOCL U B MOM, YMO 3anadHble Y/ieHbl ¥iopu « TpaH3umaaHda» BOCNPUHSNU GuibM Kak obpasey yucmoli
nponazaHdel be3o acakux dpyaux docmouHcma.

10 Cepauyw Muxaneckul. MoHymeHmel: uckyccmeo Ha cnyxbe nonumuku, 1870-1997. JlondoH, Reaction
Books, 1998, c. 13-55.

TRANSITLAND THEORY: Edit Andras

Deimantas Narkeviéius's video piece, Energy Lithuania (2002) follows the footsteps of these light-adoring,
light-worshipping modern pagans, wishing to understand retrospectively this fixation with electricity and
everything which comes with it. He mixes documentary footage of Soviet era propaganda films with today's
observations. In his revisiting of the past, he smashes the borderline between reality and illusion, and be-
tween documentary and pure fiction, and thus he enables one to look at the inside of the operation of the
state propaganda machinery. His montage method embarrassingly refuses the clear-cut division between
“false” state propaganda and “true” oppositional art, making a statement on collective responsibility on
the one hand, and a call for remembrance and analysis of the past on the other hand. Concerning his
revisiting the model city Elektrenai, the artist's comment comes thus: “The exemplary model as a prom-
ise for something in the future was literally a promise from the past, like the future in the past. | was in
Elektrenai before, just after leaving school when | was eighteen years old. You may think it's personal, but
it's not. Elektrenai was a collective experience. | did not clearly articulate it, but | was actually looking for
a dystopia. It might seem very clear now, but the late 1990s when | started thinking about the work was
a period when people were becoming more critical and self-reflective with regard to the Socialist period.
This followed the period of refusal in the early 1990s. Then it became clear to me that you cannot avoid

contact with the past, whatever that past is".°

Religion-setting: erecting and demolishing monuments

In the competition of predicting and building the future, and of fighting for a position of being able to
realise one's ideas, those of the dreams favoured by the Bolsheviks led by Lenin have taken the winning
position in Russia. Lenin had yet another favourite project, namely the Monumental Propaganda that
came into full swing in the early twenties. He dreamt of a city speaking about history via monuments,
the history of the Revolution, Socialist ideas, great thinkers, cultural figures and artists, relocating Cam-
panella’s Mediterranean City of the Sun into the Nordic Moscow and Petrograd. As a model, the late 19th
century Paris served with its self-celebratory statue mania and its claim to connect the achievements
of the French Revolution and the Universalist concept of progress.'® Lenin and Lunacharsky lovingly ap-
propriated the idea of self-promotion, replacing the French Revolution with the so-called Great Russian
Revolution, adapting the universalistic claim for leading the World into a brighter future now on the path
of Communism. Only a few statues were realised, mostly from temporary materials and, despite claims
to the contrary, mostly in a very traditional representational style, with the only exception being Tatlin's
famous Monument to the Third International.

Lenin, following his death, became the God of the Godless religion of Communism, and the substitute for
the overthrown monarch, providing the missing link for the social transformation of a basically peasant
society. Following the tradition of Christianity, his temple was erected above his resting place and earthy
remnants. He was not cremated on the will of Stalin, and against the wishes of his own family and himself.
Trotsky also opposed displaying his body, claiming this as the veneration of relics belonging to abolished
practices of the Orthodox Church. To preserve his memory and his body, a committee for remembrances
was established, and he was embalmed and put on display in front of the Kremlin. Malevich, a leading
figure of the Russian avant-garde, a whole-hearted supporter of a full-scale religious cult, proposed a cube
for every home to have a sacred art piece, evidently substituting the sacred corner of icons.'" Religion-set-
ting, a pilgrimage was begun to the tomb: first a wooden, and later a marble mausoleum, designed by the
architect Alexei Schusey, a specialist of Orthodox churches. The architect Konstantin Melnikov designed
Lenin's sarcophagus. The Commission of Physicians, who conducted an autopsy on Lenin, recommended

9 “Deimentas NarkeviCius in conversation with Krzysztof KoSciuczuk”, in Working title: Archive, no.1, £6dZ,
Muzeum Sztuki, 2008, p. 38. The discrete charm of the divergence between the still flagrant Eastern and Western
perspective is that for the Western members of the jury of the Transitland video archive, the film represented pure
propaganda without any further distinction.

10 Sergiusz Michalski, Public Monuments: Art in Political Bondage 1870-1997, London, Reaction Books, 1998,
pp. 13-55.

11 Stites, Op.cit., p. 120.
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PENUr1o3HbIN KyNbT, NPeAN0MUA BOAPY3UTL KY6 B KaM/A0M AOMe Kak NPOU3BEAEHNE PEIUTNO3HOI0 UCKYC-
CTBA, 04EBUAHO, 3aMEHSIOLLEe KPACHBIN YroN ¢ ukoHamu''. YcTaHaBMBaeTCA HOBas Penurus — k rpobHuLe
JleHMHa Havanocb HacTosillee MaNoMHUYECTBO, CHaYana AepeBsHHbIA, @ NOTOM W MPaMOPHbLIA MaB3onen
6bin BO3ABUIHYT MO NpoekTy apxutekTopa Anekcesn LLlyceBa, cneunanuavpoBaBLLerocs Ao 3100 Ha CTPo-
uTenbcTBe Lepksei. Apxutektop KoHcTaHTMH MenbHuKoB cospan capkodar. Komuccus Bpayeil, koTopas
NpoBOAMNA BCKPbLITUE, PEKOMEHAO0BANa B3ATb €r0 MO3I AN NPOBEAEHUSA HayYHbIX UCCNIeA0BaHUMA, B NONHOM
COOTBETCTBUM C MIAHOM NPUAAHUS eMy CBATOCTU. TakuM 06pa3oM, Teno 1 Mo3r JleHnHa 6binn ucnonb3oBa-
Hbl MEXaHWU3MOM CO3JaHWUS HOBOWN penuruu.

MepTBble Tena BO BCe BpeMEHa MWW akTUBHOW NONUTUYECKON MU3HbIO, HAUMHAA CO BpeMeHu $papaoHoB,
3aTeM B 3M0OXY CPeHEBEKOBOM TOProBAM MOLLAMU CBATLIX U BMIOTb A0 CEroAHSALIHEN NpoJasu opraHoB
1 yacTeil Tena, a TakMe ropaymx 4e6aToB No BONPOCaM reHHoi MHMseHepuu. MepesaxopoHeHUe NoaUTKH-
Yeckux GUryp 3avacTyio ABAETCA Noka3aTesieM W3MeHeHWi B cTpaHe. KocTu u Tpynbl cTaHOBATCA Mo-
NTUYECKUMU cUMBONAMU. MoANTU3MPOBAHHBIE MOXOPOHBI U NMEPe3ax0pPOHEHUS NPONOMUAN NYTb K HOBOW
Espone'.MocTcounanucTuyecknit nepuoa 03HaMeHOBANICA MHTEHCUBHLIM NMepeMeLLeHMeM MepTBbLIX Tefl.
Hagnealuee 3axopoHeHue 1 Nepe3axopoHeHue Npuobpenn ocobyto BadHOCTb B NPOLLECCE NepeoLeHkn
UM NEepeocMbIC/IEHUS MPOLUIOro, @ Take BO3BPALLEHUS UCTOPMYECKOW NaMATW WAKU CO34aHUA HOBOW.
MNonuTnka Tena MCNonb3oBanach kak 3Hak Nepexoda B HOBYIO 3py, 0TMeYas M3MEHeHUEe COLMaNbHbIX LIeH-
HOCTeW M NpeAcTaBAeHUl 0 TOM, YTO [O/AKHO AEMOHCTPUPOBATLCA Ny6IMYHO, ABAAACH YacTbio 6onee Mac-
wrabHoro npouecca TpaHchopMauuu. B Kaxaoi nocrcoumanucTuieckon cTpaHe MMenocb cob6cTBeHHoe
Te/o M3BECTHOrO Nnaepa ANns nepesaxopoHeHna'. KaTpuH Bepaepu paccMaTpuBaeT nepesaxopoHeHue kak
nonesHoe 1 a¢dpeKTMBHOE CPEACTBO A4S NePecMoTpa NPOLUIOro U CO3AAHUA NONUTUYECKOH TErMTUMHOCTY.
Mo ee cnoBam, Top#ecTBeHHble 06psAAbI MOXOPOH B 3HAYUTENIbHOW CTEMNeHW COAENCTBYIOT ApaMaTusaumm
KOHLL@ 3MOXM, M , OTBEPras NpoLL/Ioe, PECAKPANU3NPYIOT CYLLECTBYIOLLMI NOUTUYECKUI pexuM'*, CoBep-
LIeHHO 0YeBMAHO, YTO Nocne pacnaga Coetckoro Coto3a Bonpoc 0 3aX0pOHEHUM UK BbiHOCe Tena JleHnHa
13 MaB30/es NoAHUMAINCA HEOAHOKPATHO, BCAKWIA Pa3 Bbi3biBas Mapkue aebartsbl.

Bupeonoama Angpawa Loioma «/Toxoponer» (1992), u ero y4ebHbil dunbM «04yepedHele NOXOpOHLI»
(1992) no-cBoeMy oTpaaloT PeBONIOLIMOHHbIE MAcCOBbIE YPHAHUCTUYECKUE 3penuLLa «NPonaraHaUCTCKo-
ro Teatpa»'® ¢ UX MOCTaHOBKAaMM M TBEPAOH BEPOil B MUCCUIO PACTIPOCTPAHEHUS 3HAHWI W MPOCBELLEHUS
LUIMPOKNX MAcc, Aae eciim 3TU 3HaHWA bbinn NoMsHbIMKU. OCHOBHOE BHUMaHWe B paboTe chpokycnMpoBaHO
BOKpYT MpoLBeTatoLlero 6U3Heca 3aX0POHEHWII U NMepe3ax0pPOHEHWIA, KOrAa BOKPYr BCe pyLIUTCA, Nagaet
CTeHa n «MenesHblt 3aHaBec». Ee TOH NpeenbHo cepbe3eH, ecTok W pe3ok B NMOJIHOM COOTBETCTBUM aT-
Mocdepe 3Moxu, HacTynuBLLEN cpa3y nocne nepeMeH. 3a LeNsMU 3TOF0 MPa4YHOro BbISCHEHUS OTHOLLEHWI
NPOUCXOAAT CUMBONNYECKNE NOXOPOHbI CAMON CUCTEMbI, KOTOPbIE AeNaloT MSMEHEHUA Heo6paTUMbIMU.

Y1o genatb c MOHYMeHTaNbHOW NponaraHaomn

Bo BpeMeHa cTanuHcKoro npaeneHus Gbina HavaTa AeyTonu3auus, YTobbl He AaTb YTOMKUMU BbIMONHUTE CBOU
NOANUHHbIE GYHKLUMM, T.e. He AONYCTUTb CPaBHEHWUS PAAYMsHbIX YTOMUYECKUX MPOrHO30B C HACTyNUBLUEN
peanbHocTbl. COXpaHMIOCh NWLLb OAHO U3 YTONUYECKUX BUAEHUI, B OCHOBHOM (YHKLMOHMPOBABLLEE B OT-
HoOLLEeHUM K npolunomy. lMponaraHaa cTana no-HacToALEMY MOHYMEHTANbHOM, C TMFAHTCKUMU U3BAHUAMM.
OpaHLy3cKue NpaBuUna NaMATHUKOMaHWUM JeBATHAALATOrO BEKA, He AOMyCKaBLUME BO3BEEHUS CTaTyu Npu
MMW3HK YenoBeKa'®, 6blIM OTCTaBNEHb 38 HEHAA0BHOCTbI0. MOHCTPYO3HbIE NAMATHUKKM CTanuHy KuLwenu no
Bcelt Tepputopun Cosetckoro Cotosa, a 3aTeM U cTpaH-caTennuToB. BeHrepckue cobbitus 1956 roga Ha-
Yanucb C KONMIEKTUBHOIO AeMOHTaa NaMATHUKa CtanuHy B byaanewTe. 3ToT NaMATHUK Tak HUKOrAa U He

11 Cmadimc, mam e, c. 120.

12 Kampun Bepdepu. llonumuyeckas #u3Hb MEpMBbLIX Mesl: Nepe3axopoHeHUe U NocM-coyuanucmuyeckue
usmeHeHus1. Helo-Nopk, N3damenecmao Konymbutlickozo yHusepcumema, 1999, c. 27-33.

13 enepan Bnaducnae Cukopckuli 6 Monbuwe, kapduran Moxed Mundcenmu, Mmpe Hads 6 Benzpuu u m.d. Mapan-
JlesbHO Cywecmaosasa obpamHas meHOeHYUS BbIHOCa Mes1 NapMULiHbIX 1Udepos U3 Magd3osiees, Ha4yuHasi ¢ mena Cma-
nuHa 8 1961 20dy. Takxse bbl10 MaliHO U3bSMO U KPemMupoBaHo mesio JuMumposa, M.K. 0NAacaucs e2o 0CKBePHEeHUS,
u ezo Mac3osieli 8 Coguu bbin ockeepHeH, a 3amem paspyuleH, Mozuna fHowa Kadapa pasapabneHa u ockeepHeHa.

14 Bepdepu. 27-33.

15 Pene @olnen-Munnep. bonswesucmckoe cosHaHue u uyo: uccsiedodaHue KysbmypHol #usHu 8 Cosem-
ckom Corose. Holo-Wopk, 1965. (OpuzuHaneHoe Hemeykoe usdaHue boiio onybiukosaHo @ 1926).

16 Muxaneckud. Tam xe.
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that his brain be subject to scientific study, which was in accordance with the plan to confer sainthood on
him. His body and his brain were put into the service of religion-setting machinery.

Dead bodies have always enjoyed a political life, from the ancient time of the pharaochs, through the trade
and frequent movement of saint's relics, until today's sales of organs and body parts, and the heated de-
bate of gene manipulation. Reburials of political personages are done to mark political changes. Bones and
corpses became political symbols. Politicised funerals and reburials paved the way to the New Europe.'?
The post-Socialist period witnessed heavy traffic of travelling bodies and corpses. The function of a proper
burial and reburial had the very important function of reassessing or rewriting the past and creating or
retrieving memory. Body politics helped to signify a new era, marking a change in social visibilities and
values, which was part of the larger process of transformation. All post-Socialist countries had their own
famous corpse and reburial.” Katherine Verdery regards reburials as useful and effective tools for revis-
iting the past and establishing political legitimacy. According to her, the ceremonial rituals of funerals
greatly helped to dramatize the end of an era, and to re-sacralize the political order alongside rejecting the
immediate past.’ Quite obviously, after the disintegration of the Soviet Union, the question of Lenin’s body
being removed and buried, or left as it is, was raised again and again in heated debates.

Andras Sélyom's video-poem, Funeral (1992), and his more educational video, Regular Funerals (1992), in
a way resonate with the attitude and even the style of the revolutionary urban mass spectacles, the “pro-
pagandist theatres"'® in their staged spectacles, and in having a firm belief in the mission of disseminating
enlightenment and knowledge for the masses, even if was a counter-knowledge. The video takes as its
focus the peculiar phenomenon of the booming business of burials and reburials around the crumbling and
cracking of the Wall, and of the Iron Curtain. Its tone is deadly serious, stiff and edgy in accordance with
the atmosphere just after the changes. Behind the aim of this dim showdown was the symbolical burial of

the very system, making the changes irreversible.

What is to be done with Monumental Propaganda

Under the reign of Stalin, de-utopianization was launched in order to prevent the real functions of utopias,
namely the comparison with reality. Only one vision was kept alive, mostly with references to the past.
The propaganda became monumental indeed, with statues enormous in scale. The rule of the French
statue mania of the 19th century, which opposed erecting statues for living people,'® was simply set aside.
Monstrous figures of Stalin permeated the Soviet Union, and later the satellite countries. The upheaval in
1956 in Hungary started with the collective dismantling of the Stalin statue in Budapest, which was never
reconstructed, but replaced by a smaller size Lenin statue, which was finally removed after the political
changes. A good thirty years after those powerful events, the downfall of statues was among the first signs
of the upcoming changes. The former totalitarian space was reclaimed and was transformed again into
public spaces of open negotiation.

A few years after the downfall of Socialism, in the midst of the euphoria, Komar and Melamid, Russian
émigré artists who had lived in New York since the late seventies, proposed an exhibition running parallel
in Moscow and in New York, entitled Monumental Propaganda, with an initial call for projects: What is to

12 Katherine Verdery, The Political Lives of Dead Bodies: Reburial and Postsocialist Change, New York, Columbia
University Press 1999, p. 27-33.

13 General Wladislaw Sikorsi's for Poles, Cardinal Jézsef Mindszenthy, and Imre Nagy for Hungarians, etc. A parallel
but reversal process of removing party leaders from their mausoleums, starting with Stalin's body in 1961, was also car-
ried out. Dimitrov's body was secretly removed and cremated, fearing its desecration, and so his mausoleum in Sofia was
defaced and later demolished, the tomb of Jénos Kadar also robbed and humiliated.

14 Verdery, Op.cit., pp. 27-33.

15 Rene Fueloep-Miller, The Mind and Face of Bolshevism: An Examination of Cultural Life in the Soviet Union, New
York, HarperG Row Publishers, 1965. (The original German language publication was published in 1926.)

16 Michalski, Op.cit.
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b1 PEKOHCTPYMPOBAH, BMECTO 3TOr0 OH 6bi 3aMeHeH cTaTyel JleHHa MeHbLLero pasmepa, kotopas 6bina
OKOHYAaTENbHO yAaNeHa B 3Moxy nepeMeH. MpoLwno 6onee TpUALATH NIET, HO NafieHNe CTaTyii NO-NPeMHeEMy
6bII0 04HWUM M3 MeEPBbIX MPU3HAKOB MPAAYLLMX NepeMeH. bbiBliee ToTanMTapHoe NPOCTPAHCTBO 6biN0 BO3-
BpaLleHo 1 Npeobpa3oBaHO B MECTO OTKPbLITLIX 06LLECTBEHHbIX NEPeroBopoB.

Yepes Heckonbko NleT Mocne KpyLIeHWs couuanusma, B pasrap andopuu, Komap n Menamug, pycckue
XYAOMHUKN-3MUTPaHTI, MUBLUME C KOHLIa CeMMaecATbIX roaos B H bio-Mopka, npeanoMmnm nposecTu napan-
nenbHo B Mockge 1 B Hbio-Mopke BricTaBKy Noa HasBaHMeM «MoHyMeHmaseHas nponazaHda» (nepeoHayanb-
HO NPOEKT HasbIBancA «Ymo Ham deame ¢ MOHyMeHmanbHol nponazaHdoli?»)'”. OHW NPeanoMuUIn poccui-
CKWM U 3aMafHbIM Xy0MHUKAM Np1AYMaTh HOBbIe CNOco6bl UCMOJIb30BaHWSA CTaTyi, AaTb CBOM KOMMEHTApUK,
WU NPeAnoMuUTL uaeun NpeobpasoBaHWA U YTUU3ALIMK ONONYEHUA CTaBLIMX 6ecrnonesHbIMU MOHYMEHTOB —
M3roeB NoAuTUYecKUX npeobpa3zoBaHuit. OHW XOTeNM NoABeCHUTb CTaTyio JIEHMHA C MOMOLLbI0 CTPOUTENIBHOIO
KpaHa B BO34yXe, ANA TOro, YTO6bI BbIPa3nTb Te HEONPEAENeHHOCTb 1 BYCMbICIEHHOCTb, KOTOPbIE Mbl BUAUM
B CO3[jaHHOM ropasao nosxe Buaeopabote HapkeBnunyca «0aHaMAbl B ABAALATOM BEKE».

B 1993 rogy, korga 3ToT NpoekT 6bin 3anyLieH, 66110 04eBMAHBIM, YTO HacToAWMI nobeautens — 3anag,
rae LWMpOKO NPasgHOBACA MACcCOBbIN JEMOHTaM OTMUBLUMX CUMBONOB 3MOXU U MAE0NOMUYECKUX UKOH.
PenopTtau 06 3TOM YaCTo NOSABNANMCH Ha MePBbIX NoJIocax ra3eT M 06510Mkax »ypHanos. Komap u Mena-
MUA 6bINK XOPOLLO 0CBEAOMIEHbI O PbIHOYHOWM CTOMMOCTM, NpMAaBaeMoi Ha 3anagfe CBePMeEeHNI0 KOMMY-
HUCTMYECKNX NAaMATHUKOB, OHO JONIXHO 6bII0 AICHO U YeTKO 06bABUTL Nobeay KanUTanuCTUYeCcKon uaeo-
noruu B BOWHe ugen u yTonui. 3To pa3BiieKkano 3anagHylo ayauTopuio U AOCTaBAANO el YAOBONbCTBUE.
XyBOMHUKM 6bIIM GakTMHEeCKU NoVMaHbl B JIOBYLLKY, OHWU MOTIM ABUraTbCA TOJIbKO MO 3aAaHHOI TpaeKkTopuu,
noAnuTbIBaeMble CTOMKUM ¥eNaHWeM Bbi3BaTb CBOMMM paboTamu MHTepec 3anafHbiX 3puUTeNnen, U B To e
BpPEMS pUCKyA NOTepATb cBoe ocoboe o4apoBaHUe 60pbbbl C 0dULMaNbHON COBETCKOW KyNbTypoil. Kpax
COLManU3Ma CTan KOHLOM UX NPUBUAErMPOBAHHOMO MONOMEHUA, U OHW HEMEANIeHHO OTpearupoBany Ha
3T0. B TO e BpeMs Ux Koniery no Apyryto CTOpoHy 6biBLUEro defie3Horo 3aHaBeca 6biv 3aHATHI peKkoH-
CTpyKLMEN CBOMX B3rNAA0B Ha MHOe byayluee, U roToBbl 6bIM 3abbITh NpoLUOe.

Komap 1 Menamua BbICTyNanu Kak 3alUTHUKU U CNACUTENN COBETCKOrO MPOLLAOro, HO B AeNCTBUTENb-
HOCTU OHM BCEro fuwb Npeobpa3oBany UKOHbI COBETCKOW KyNbTypbl B KOMMepYeckuit ToBap, NpocTbie
NpOoAYKTbI KanuTanMcTU4Yeckoro noTpebneHnus U MaccoBo KynbTypbl. OHM BbICMEMBAIOT NaALLIMe yTOMUK,
HO UX MPOHUYECKUI CTUNb OYEeHb NOBEPXHOCTEH («/TeHUH 108UM MaKkcu»). «<MUKKUMayCM3aumMa» U «Mak-
[OHaNbAN3aLMUs» 3N1eMeHTOB COBETCKON opuLManbHON KyNbTypbl CTaNU BeCbMa NOMNY/sPHbI, B OCHOBHOM,
Cpeau Tex pyCCKUX XYAOMHUKOB, UTO XUW 3@ rpaHuuen. OHM Ucnonb3oBanuch Kak 3¢pdekTUBHbIN cnocob
6bICTPO NpUBNEYb BHUMAHWE 3aNaJHOr0 PbIHKA UCKYCCTBA, KOTOPbIM HaYan NOCTENEHHYK 3KCNaHCUIO
B Poccuu, paboTas B 0OCHOBHOM Ansi HyBopuweit. B Poccuu aTa nosuuus nofyumna HeMeasieHHbIM OTKIUK,
nocne pacnaga Coetckoro Colo3a BO3HMKA CUMbHeWLLAA daaa noTpebneHns u MatepuanbHblx 6nar,
BO MHOIOM B MPOTUBOBEC €€ NOAAaBNEHNI0 BO BPEMEHA KONIEKTUBUCTCKOr0 ackeTusMa. JIeHUH U npoyve
couuanucTMyeckme CUMBOLI, CTan NPOAYKTOM NOTPebieHns, CMeLLaBLIMCh C MKOHaMU NOTPebUTENbCKOro
Kanutanusma. Momumo cTatyii JleHnHa, ApyruM 06EKTOB «KOHBEPCUU» CTaN MOHYMeHT Bepbl MyxuHoit
«Paboyull u K0/1X03HUYa@», TUraHTCKME CTAaTyM Ha OFPOMHOM MOCTaMeHTe, KoTopble 6biv YCTaHOBJEHbI
nepeg naBunboHoM CCCP Ha BcemupHoii BoicTaBke 1937 roaa, rae MOHYMEHT JONMeH 6biiv BU3yanbHO
[OMUHMPOBATL Haf NaBMNbOHOM HaUMCTCKoM [epMaHum.

Cepreit byraes (no npossuwy «Adpuka»), NEHUHTPAACKUI, @ 3aTEM CAHKT-NETepBYPrcKuil Xya0MHUK,
oTopBaN $pparMeHT BHYTPEHHEN YacTu beapa OrpoMHON MeHCKOW GUrypbl, MOAAENBHOMO CUMBONA UHAY-
CTPManbHOW MoLLYW: AepeBAHHAA KOHCTPYKLIMA PYYHOI paboThl, NOKPbLITaA HECKONbKUMM TMCTaMK MeTanna,
CMMBO/IU3MPOBANa BHYTPEHHWE NPOTMBOPEYMS 3TOr0 Ky/IbTOBOIO NpoM3BeAeHNs UCKyccTea'®. Adpuka npu-
COBOKYMUN YKPaAEHHbBIN KYCOK k CBOEMY accambnsy, KoTopblit HasBan «JoHandecmpykyueli». 3Ta penuk-
BUA WK GETULL Aase NoJyuna OTAeNbHOE HasBaHue «AreHT»'S, oTcbinaloLee Hac k GpeiancTcKomn Katero-
puK, «NamMATb 0 TPaBMe BHeJpAETCA B CO3HaHWe, kak MHOPOAHOE TeNo, KOTOpOe ellie A0Nroe Bpems rnocne

17 MonymenmansHas nponazatda, ed. Dore Ashton, New York, Independent Curators Incorporated, 1994.

18 WNdes amozo naMsimHuka U ee peasibHoe BONJIOWeHUe Mak e 0BYCMbIC/IeHHbI, kak U 0Ka3asuwas 02poMHoe
e/usiHUe Ha uckyccmao bawHs TamauHa, MoHymeHm Il MIHmepHayuoHana. Mo Meiciu co3damernsi oH donxseH boin
cmamb cumBeosioM nobedsl KOMMYHU3Ma B0 BCeM MUpe U BonsioujeHueM nepedosbix mexHoozul, Ho e2o bbiio He-
BO3MOMNSHO OCYUW/ecMBUMb MeXHO/102USIMU 3noXu, ocobeHHo 8 ycnosusix Poccuu.

19 Anvbepm boliM, lMepecmpolika u decmabunusayusi coBemMCcKUX NaMAMHUKOB, 8 MsypHane MHcmumyma
ucmopuu uckyccma Akademuu Hayk Cnosakuu, bpamucnaga, 1993,. 2-3. cmp. 215.
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be Done with Monumental Propaganda?’” They asked Russian and Western artists to offer new ways of
using the statues, or to make comments on them, or to give ideas how to transform, how to utilise the
militia of suddenly unemployed statues — the losers and social outcasts of the political transformation.
They suggested that a Lenin statue be left dangling from cranes in the air, conveying the same ambiguity
as Narkevicius's video Once in the 20th Century, much later.

In 1993, when the project was initiated, it was quite obvious that the real victor was the West, celebrating
the collective dismantling of the symbols and icons of its ideological rival on the front pages of newspa-
pers, and on the covers of magazines. Komar G- Melamid were well aware of the market value in the West
of toppling down the Communist statues and monuments, clearly conveying the message of the victory
of the Capitalist ideology in the war of ideas and utopias. They provided satisfaction and amusement for
Western audiences. They were actually trapped into a forced trajectory fuelled by their eager wish to
avoid falling into the blind spot of the attention and interest of Western audiences, and being threatened
to lose their specific charm of being in opposition to the official Soviet culture. The showdown of Social-
ism buried their privileged position as well, and they reacted immediately. At the same time, their local
compatriots behind the ex-lron Curtain were busy reconstructing their visions for a different future, and
were eager to forget the past.

Komar G- Melamid stood up as champions and saviours of the Soviet past, but what they really did was to
convert the Socialist icons into commercial goodies, mere products of the Capitalist consumer and popular
culture. Their humorous irony, ridiculing a failed utopia has never gone deep, but rather remained on the
surface (Lenin Hails a Taxi). The attitude of “mickey-mouse-ation” and “macdonald-ization” of the ele-
ments of Soviet official culture became very popular, mostly among those Russian artists who had been
living abroad as a very effective shortcut for getting attention on the Western art market, slowly expanding
into the newly launched Russian market, begun mainly for the nouveau riches. In Russia, the attitude reso-
nated, and there was a strong desire for consumption and material culture after the collapse of the Soviet
Union, since it was repressed in the time of collectivist asceticism. Lenin and all the Socialist symbols be-
came consumerist products, mixed together with the icons of consumerist Capitalism. Besides the statues
of Lenin, one of the most famous targets of the “conversion” of monuments was Vera Mukhina's statue,
Worker and Collective Farm Woman, a gigantic statue with an enormous pedestal, in front of the Pavilion
of the Soviet Union at the 1937 World Fair, which was supposed to dominate the Pavilion of Nazi Germany.
Sergei Bugaev (nicknamed Afrika), a Leningrad/St. Peterburg based artist, tore down a part of the in-
ner thigh of the colossal female figure, a fake symbol of the industrial power of Russia: a hand-crafted
wood construction covered by separate sheets of metal, demonstrating the inner controversy of the iconic
piece.'® Afrika built the stolen piece into his large assemblage, entitled Donaldestruction. The relic-like, fe-
tishised piece was even given a name, “Agent”,'® resembling the category used by Freud, that the “memory
of trauma acts like a foreign body, which long after its entry must continue to be regarded as an agent
that is still at work”,?° feasible to be applied to suppressed and unassimilated memories which haunt us,
constantly recurring in the form of flashbacks and nightmares.

An agent that is still at work

Cultural globalisation in the Central-Eastern European region right after the collapse of the Soviet satellite
system coincided with a counter-process in this part of Europe, namely with the de-globalisation of the for-
mer dominant cultural force, a process of “de-Sovietization”. In the period of transition, this dual process re-

17 Monumental propaganda, ed. Dore Ashton, New York, Independent Curators Incorporated, 1994.

18 The message it intended to convey and its tangible realisation was as controversial as the highly influential Tatlin
tower, Monument to the Third International, which intended to be the symbol of the world wide victory of Communism,
praising advanced technology, but unrealisable with the technology of the epoch, especially under Russian conditions.
19 Albert Boime, “Perestroika and the Destabilization of the Soviet Monuments”, in ARS: Journal of the Institute for
the History of Art of the Slovak Academy of Sciences, Bratislava, 1993, nos. 2-3. p. 215.

20 Josef Breuer, Sigmund Freud, Studies on Hysteria, New York, Basic Books, 2000.
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€ro BTOpMeHNA O0/IMMHO paCCMATpUBATbCA B Ka4eCTBe aKkTUBHOIO areHTa, KOTprIﬁ BCe eLle D,EVICTB\/ET»ZU.
310 NPUMEHUMO NO OTHOLLIEHUK K NodaBnAeMbIM U HEACCUMUITUPOBAHHLIM BOCMOMWUHAHUAM, KOTOPble 4acTo
noceLlalT HAac, NOCTOAHHO BO3BpaALlancCb B ¢opMe BOCMOMMWHAHWUN 1 KOoLIMapoB.

AreHT, KOTOpbIit BCe eLle gencTByeT

KynbTypHana rnobanusauus B LieHTpanbHoii v BocTouHol EBpone cpasy nocne pacnaga cucTeMbl COBETCKUX
CTpaH-CcaTe//IMTOB COBMaja C NpoTMBOMONIOMHbBIM NPOLLECCOM, @ UMEHHO Aernobanvsaumeit bbiBLUER Kyib-
TYPHOM JOMMWHAHTBI, NMPOLECCOM «AecoBeTM3aunn». B nepexoaHblil nepuos 3ToT ABOVHON Npouecc npusen
K KYNIbTYPHON TYpOYNEHTHOCTM B pa3apo6neHHbIX PErMoHaXx, T. €. Kk CJIOMHOMY CMeLLeHUI0 NepeMUTKOB Co-
LIMaNIMCTUYECKON 3MOXU U MHOMNSeCTBA EHOMEHOB HelaBHO rNob6anM3MpoBaBLLErocs KanuTaJUuCTMYecKkoro
Mupa. EaMHCTBEHHOE CXOACTBO, OCTaBLUeecs MeMdsay cTpaHaMu 6biBwero BocTouHoro 6510ka, 3akno4vanocb
B Ux bonee unu MeHee obLLEM NPOLLIOM.

B Hauane 4eBAHOCTbIX CTPaHbI-CAaTENIUTbI CTaNW, HakoHeL, CBOBOAHbI OT KONOHM3AaTopa-MHOCTpaHua —
couManuamMa coBeTckoro Tuna. HoBble JeMoKpaTuyeckue CTpaHbl MbITANUCh «OUUCTUTLY» UAEON0rUYeckn
3arpsA3HeHHyI0 06LLeCTBEHHYIO Cpedy OT npeMHWx 06pa3oB BAacTU. OHW CHOCWAW CTaTyW, YAANANN UKOHbI
COLManuUCTMYEeCKON KyNbTypbl, NEPEMMEHOBLIBANW YNNLBI U NNOWAAN, BO3POMAAA CTapble HasBaHUsA Mo
NpoLecTBUM MONYBEKA, Ha NMPOTAMEHUM KOTOPOro OHWU Ha3bIBANUCh B YeCTb AesATeneil U cobbiTuii coBeT-
cKoW uctopuu. B BeHrpuu, 60NbLUMHCTBO COLMANUCTUYECKUX MOHYMEHTOB 6bian COBpaHbI U YCTaHOBAEHbI
B Mapke cTaTyi 3a Nnpeaenamu byaanewwuTta, KOTopblil CTan Tenepb CBOEro poAa My3eeM COLManucTUYecKoro
npownoro. TO4YHO Tak e B JIUTBE COBETCKME MEMOPUATIbI, MTAMATHUKM U CTATyU KYMUPOB 6biu NepeHeceHb
1 cobpaHbl Ha OTAENbHOM MPOCTPAHCTBE Napka pyTac B BunbHioce, B KpacMBOM NPUPOAHOM OKPYMKEHUU.
TeM BpemeHeM, MeMopuanbHble My3eu, oduLManbHbe MOLAAKM NAMATH, 6bIAM CO34aHbI B HECKONbKUX
CTpaHax pervoHa 3afjonro [0 TOro, kak HaHeceHHas «TpaBMa» Morna 6bl 6biTb U3neyeHa. B Bynanewre
370 «/[loM Teppopa», NOCBALLEHHbIN #epTBaM KOMMYHW3Ma U Hauu3Ma; B Npare — Myseit KOMMyHU3Ma,
CO3AaHHbIN B kavecTBe ocoboro MeMopuana; B TannuHe — My3eil okkynauum.

B 0CHOBHOM, B CTpaHax 6bIBLUEr0 COBETCKOr0 6/10Ka 3NMEMEHTHI COLMANMCTUYECKOro MPOLUNOro cobupanu
BMeCTe B OTAANIEHHbIX Napkax CTaTyil U MEMOPUANbHBIX My3esiX, MOA BAUAHUEM UMIIO3UI O TOM, YTO MOMSHO
OTPACTM C HOF NPaXx COLMANUCTUYECKOrO MPOLLIOro U OTN0MMUTb ero B CTOPOHY, OTNPaBMB Ha KapaHTUH.
3Ta unN3MA, UNK, BepHee, MenaHue, 06bIYHO COMPOBOMNAANOCH APYrMM HAMEPEHWEM MOAABUTb TPABMY
[0NrOro YrHeTeHUs C NOMOLLbI0 aMHe3un. B aeMcTBUTENbHOCTY, Kak 3TO 06bIYHO U BbIBAET C NCUXMYECKUMU
TpaBMaMM, BOCMIOMWUHAHWUA 0 COBETCKOM rMo6ann3aumm no-npesHeMy 0CTaaMCh C HAMKU U NpecneayioT foaei
B BOCMOMMWHAHMAX M HOYHbIX KOLLIMAapaXx, XOTA B pa3HbIX CTPaHax 3T0 NPOSABASETCA B pasHoi cTeneHu. [ipye-
CTBEHHbII CMM6103, XapaKTepHbIi AN cerogHALwHel Poccuu, COBCeM He cTan aTpubyToM CTpaH-caTeniuTos,
KOTOpble, CKOpee, NPeACTaBAIOT COBETCKUIA COLMANU3M Kak YTO-TO, YTO UM HaBA3au U3BHE U YTO He ABNA-
eTCs UX COBCTBEHHBIM NPOAYKTOM. TakiM 06pa3oM, MSrHaHWe HEUUCTOM CUIbl COLManu3ma, no KpaiHein mepe,
B NepBble rofbl NepexoAHoro nepruoaa, 6uio ropasao 6onee xapakTepHo ANA HUX, U UCKYCCTBO TYT Cbirpano
KKYEBYIO POJib, M UTO 6bI0 Takae 0TPaNEHO B paHee ynoMuHaBLUeiics paboTe LLloitoMma.

Buaeo-pa6oTa anbaHckoro xynoMmHuka Apu Cana «/Hmepaobio» B 3TOM OTHOLLEHUM OTAUYAETCA OT APYruX.
OHa Bblpa<aeT B CBOEM POAE «KPWK O MOMOLLM» MOTEPAHHOrO MokoseHns (Kak HasbiBaeT CO6CTBEHHOE
NoKoneHne MaTb Xy[0MHMKA), NOMMAHHOE B NIOBYLIKY MaLUMHbI HECELITOUYHBIX MEYTaHUit, KoTopas AaBHO
cowna c penbc. Ero nages B ToM, 4To ckop6b M HaaNeMaluuii nepuos Tpaypa CoBepLIEHHO He06X0AUMbI Ans
TOro, YTo6bl BbINUTL. PaclunMbpoBLIBasA NPONaBLUMIA 3BYK HAAEHHOr0 4OKYMEHTaNbHOro GunbMa, KoTopbiit
3anevatnen AeATeNbHOCTb ero MaTepy U ee PoNib NPU NPesHeM pesuMe, XyA0MHUK NOMoraeT MaTepu Bep-
HYTb NOAaB/EHHbIE BOCMOMUHAHUA. OWbM NPOBOAMT 3pUTENS Yepes BCe CTaAuW BO3BPALLEHUSA YTPAYEHHO
NaMATU: U3HaYanbHoe MOoHOe OTPULaHWe, OThIrpbiBaHUE U NePeHOC, KOHGPOHTALMIO C MPOLUNBIM, U, Ha-
KOHeL, BOCCTAHOB/IEHWE MyTeM MCUX0N0r1yeckoit NpopaboTku. 3Ta Maes C MOMEHTa Co34aHuA duabMa no-
npeMHeMy 0CTaeTcsi HepasgeneHHoN 60bLWUHCTBOM

Yepes HeCKoNbKo NeT, couManucTMyeckoe npowoe 6biio 3abbiTo B LieHTpanbHoii u BoctouHoit EBpone. Me-
XaHWU3M Mcuxonornyeckoi agantauum TpaBMbl 3alUeNl B TYMUK YXe Ha NepBOHAYaibHOM 3Tane oTpULaHus
W HENPUATUA, 1, CNefoBaTeNIbHO, MPOLECC HEe MOT ABUraTbCA Aasblue 40 CTaAUKU «UCLeNeHns», nocneaHen
CTagun NpeofoNeHnA TPaBMbl, T.e. ee MHTerpaLMn B MaccoBy MAEHTUYHOCTb. ocneacTBMEM HEBO3MOM-

20 Noseq Bpetiep, 3uzmynd Opelid. MccnedosaHue ucmepuu, Holo-Mopk, Basic Books, 2000.
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sulted in cultural turbulence in the disintegrated region, i.e., a special mixture of the remnants of the Socialist
era combined with a plethora of new phenomena of the newly globalised Capitalist world. The only similarity
still remaining among the countries of the ex-Eastern Bloc was the more or less mutual past.

In the beginning of the nineties, the satellite countries became free from the colonising foreign power,
Soviet-type Socialism. The new democratic countries tried to “clean up” the ideologically polluted public
sphere of the powerful images, by demolishing statues, removing icons of the former Socialist culture and
renaming streets and squares, i.e., reviving their old names after a half-century period, during which they
were named after the figures and events of Soviet history. In Hungary, most of the Socialist statues were
placed in the Statue Park outside of Budapest, which became a strange memorial park of the Socialist past.
In the same way, Soviet memorials, monuments and statues of cult figures were collected into an isolated
field, Grutas Park in Vilnius, Lithuania, in a very pleasant natural terrain. Meanwhile, memorial museums,
the official sites of memory, were established in several countries of the region, long before the related
trauma could have healed. In Budapest, this was named the House of Terror, dedicated to the victims of
Nazism and Communism; in Prague, the Museum of Communism functions as a special commemorative
space; and in Tallinn, there is the Museum of Occupations.

In general, elements of the Socialist past were collected, put together in isolated statue parks or memorial
museums in the ex-Soviet-bloc countries, fuelled by the illusion that it is possible to wipe off the dust of
the Socialist past and put it aside under quarantine. This illusion, or rather, desire, was usually accompa-
nied by the intention of repressing the trauma of being oppressed for a long time, namely with amnesia.
In reality, as usually happens after a trauma, the memory of the Soviet-type globalisation is still with us,
haunting us with flashbacks and nightmares, even if to different degrees in the affected countries. The
friendly symbiosis characteristic present in Russia does not apply at all as an attribute of the satellite
countries, which are likely to conceive that Soviet-type Socialism was imposed on them and was not their
own product. Therefore, the exorcism of Socialism, at least in the first years of the transition, was much
more characteristic of their attitude, in which art played a crucial role, and which was also a facet of S6-
lyom's previously mentioned video.

Albanian artist Anri Sala's video work, Intervista, was different in this regard, and functioned as a kind of
“cry for help” for a lost generation, as his mother named her own generation, trapped in the dreaming ma-
chine that went off track. Its message was that grief and proper mourning are absolutely necessary for sur-
vival. By decoding the lost sound connected to the found footage documenting his mother's involvement
in the regime, he assists his mother in facing up to her suppressed memory. The video drives the spectator
through the stages of recovery, from the initial and total denial through the essential and dramatic “acting
out”, the confrontation with her past, and begins the recovery by the psychological working-through-
process. The message of the video has remained solitary since its release.

After a few years, the Socialist past was forgotten in the Central-Eastern European region. The coping
mechanism of the trauma came to a deadlock in the earliest phases of denial and rejection, and conse-
quently, the process of trauma could not move further into a healing phase, which is the last sequence
in overcoming the trauma: being able to integrate it into the collective identity. As an aftermath of the
inability to carry through the “trauma process”, the culture of the Socialist past became a taboo issue.
Leaving the past as it is, and not bothering it with excavations and analyses, became a kind of unwritten
agreement in the nineties.

The memory work related to the Socialist past is booming nowadays region-wide, after almost two de-
cades following the political changes, and well after even Anri Sala's pioneer work and video. Deimantas
Narkevi€ius, in his work Once in the 20th Century (2004) relies on the observation that construction of
monuments and their demolition serve the same purpose, as monuments are essential to social self-
esteem and identity of the community. He reverses the process of the demolition of a huge statue of
Lenin, now in Grutas Park, Lithuania, and converts it into scenes of erecting the monument. He is keen
to capture the drive behind the idolatry, the worship of idols and equally behind the iconoclasm, as the
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HOCTK I'IpOﬁTM 3TOT Npouecc aaanTauMn «TpaBMbl» CTano Taﬁymposaume KyNnbTypa coumManmMcTuyeckoro npo-
wnoro. OctaBuTb npownoe TakMM, Kak OHO eCTb, He YTpyMaaana cebsn packonkaMu N aHanuM3oMm, CTano ceoero
poAa HernacHbIM cornaweHueM B AeBAHOCTbIe rogbl.

CeroaHs, Koraa MpoLUO yade NoYTK ABaALaTb NeT Noc/ie 3noxXu NoOMTUYECKUX NepeMeH, a TakMe nocne
nepBbix BugeopaboT AHpu Cana B faHHOW 061acTui, NpousBefeHUs, CBA3aHHbIe C NaMATbI0 0 COLMANUCTU-
YeckoM MPOLLIOM, aKTUBHO CO3AaloTcsA BO BceM pernoHe. [leiiMaHTac HapkeBuumnyc B cBoel pabote «03d-
Ha#dbl 6 deadyamom geke» (2004) ocHOBbIBAETCA Ha TOM HAaB/IOAEHNN, YTO CTPOUTENILCTBO NAMATHUKOB
1 UX paspyLUEHUe CNyMaT O4HOW U TON e LieNin, Tak Kak NaMATHUKW UFPatOT BaXsHYI0 POJib B COLMANbHOM
caMooLeHKe U uaeHTUYHocTH obuiectBa. OH obpalyaeT BCNATb NpoLecc paspyleHUss OrpoOMHOW CTaTyu
JlenuHa B MNapke pyTac, NnpeobpasoBbIBas ero B CLEeHy YCTAHOBKU NaMATHUKA. XyA0MHUK NblTaeTcs no-
Ka3aTb U3HaHKY WAOJIOMNOKJIOHCTBA, MOYUTAHMA HOMKOB U OAHOBPEMEHHO — 60pb6bl C Npegpaccynkamu,
NnockonbKy nocnegHee — MoYTH 06A3aTe/IbHbINM 31IEMEHT, COMYTCTBYHOLLMIA BCEM MONUTUYECKUM U3MEHE-
HuAM?'. OH 3aCTaBNAET 3pUTENIA NOHATb, YTO [eCakpanu3aumusa M cCakpanmsaumsa — B3auMO3aMeHAEMble
noHsATUA. BosBegeHne naMATHUKA Tak e BPEMEHHO, Kkak M ero paspylieHve. B To xe Bpems, Hapylas
Taby Ha M306paeHne COLMANMCTMYECKOro NPOLLIOro, OH NPUBOAUT B J€UCTBUE MeXaHU3M naMaTH. YTo
KacaeTcs NpeabICTOPUM 3TOW MAen, XyOOMHUK 06bACHAET ee Tak: «Mbl cnopunau o ToM, YTo Xe genaTb
c 6biBlen nnowagbto JleHnHa. Kak pa3 B TOT MOMEHT st paboTan ¢ HallaeHHbIMU kagpamu, genas «0a-
Ha[bl B 4BaALATOM Bekex». MHTepecHo, YTo HEKOTOpbIE II0AM NOYTH UHTYUTUBHO FOBOPUIM O TOM, YTO,
BO3MOMHO, BEpHYTb JIeHWHa — He Tak Y MJ0Xo, NOTOMY YTO 3TO NOMOMET HaM u3bekaTb NOA06HBIX
own6ok B byayuieM. fl xouy ckasaTb, UTO NOKA HE NPEACTaBAAETCA BO3MOMHbIM 06CYAMTb BO3MOMHOCTb
BO3BpaLLEHUA 3TUX 06BEKTOB. <...> Ecnu 6bl Mbl CMOTpPEM Ha NpefMeTbl UCKYCCTBA, kak Ha pesiMkBUm
MOMIMTUYECKOrO peMnMa, HaM 6bl MPULLNOCL MHOFOE BbIKUHYTb U3 My3eeB, Hanpumep, u3 Jlyspa»?. OH
04Y€eHb OCTOPOMHO NOAHMMAET BOMPOC 0 Pa3/IunAX B OTHOLLIEHUW K UCKYCCTBY U €ro OLEeHKe, UCXOASALLMX
oT Boctoka 1 3anaga.

KpyweHue uepkBen 6e360MHON pennrumn

Y 6e360MHOI penurum KOMMyHW3Ma 6bina HacyLiHas HeobXxoAMMOCTb He TONbKO B HOBOM bore ans no-
KNOHEHUS!, HO U B HOBbIX PUTyafax M 06LLECTBEHHbIX NMPa3AHUKAX, KOTOPbIMU MOMSHO 6bisI0 6bl 3aMeHUTb
LiepKOBHbIE MPAa3AHUKK U LiepeMoHUK. LlepkoBbio MNKM rpaMaaHCKUM XPaMOM 3TOW HOBOW Penuruu cTanm
Kkny6 ona paboumx, HasbiBaeMbl [lBopuoM pabounx, oM JleHuHa (no aHanorum ¢ gomMom BobuM), [lom
Nponetapuata (ecnu akueHT ctaBuica Ha npuxoa), unu [isopey KynbTypbl (ecnu B HasBaHuK 6onee BaHa
cama Bepa). B 1920-e rogbl Ha4anoCb akTUBHOE CTPOUTE/ILCTBO Paboumx kay60B 415 NPOBEAEHNA B HUX
NceBAOPENUrMO3HbIX FpadsaaHcknx 0bpsaoBs. fopoa ocTaBancA NEPBUYHLIM MOHATMEM B 60/IbLLIEBUCTCKOM
BuAeHuUu byayuiero, a kny6 ctan ropofoM B ropoe, Uim fjaxe HEKOTOPbIM MEXaHU3MOM C Pa3HO06pa3HbIMM
OYHKUMAMM, HANpaBNEHHbIMN Ha pa3BuUTUe 1 obydeHne Hosoro Yenoseka Hosoro Mupa?.

Bo BpeMeHa CTafIMHCKOro NpaBneHus 3TU ¢pyHKLMOHANbHBIE MaNleHbK1Ee LiepKBY, UCMONb30BaBLUMECS ANs
NpoBeAeHNA rPasAaHCKNX PUTYasoB U CyKuBLUME 06pa30BaTesbHbLIM LiefiiM, 0OCHOBHAsA Uaes KOTOpbIX OT-
CbinaeT Hac Kk uctopuu paboyero asudxeHus XIX ctonetus, npeBpaTUANUCH B OrPOMHble cO60pPbI U ABOPLIbI,
co3aaBaBLUMecs 0AHOBPEMEHHO C 0ePMUMbIMU MaHUEN BEIMYMS, HO TaK U He peasiu30BaHHbIMU NPoeKTa-
Mu, Hanpumep, [iBopuom CoseToB. lpy coBeTcKoM BNacTu B BOCTOYHOM YacTv EBponbl Bce MeyThl U paHTa-
3UM AONMKHbI 66K 6bITb 06LWKMMK. [iBopubl KynbTypbl 1 Pabouve Knybbl noa MecTHbIMK Ha3BaHWUSIMMU bbin
OTKPbITbI MOBCEMECTHO.

KopoTkoMeTpaHbI punbM ApTypa 3MueBckn «Meuma o Bapwase» paccka3biBaeT 06 yTONMYECKOM Mpo-
ekTe Ockapa XaHceHa no npeobpasoBaHuMio BapluaBckoro [lBopua KynbTypbl. BMECTO decToKoro yHU4TO-
MEHNA HEHAaBUCTHOIO CMMBOMA COBETCKOMO rocroAcTBa B CepALe NOAbCKOW CTONWLbI NpeanaraeTcs anb-
TepHaTMBa — B3fATb MOA KOHTPO/Ib 3Ty apXMTEKTYPHYIO rpoMaauHy. Boobpaxaemasn Mofenb eLe ofHOro
YTOMUYECKOro 31aHNA XaHCeHa CyLLecTByeT TOIbKO Ha byMare, HO OHO BMOJIHE MOMKET UCMPaBUTb HEeMpo-
NOPLIMOHANbHOCTb «[lapa COBETCKOro Hapofa», No KpanHen Mepe, MbICNIEHHO. BinaTenbHbIN apxuTeKTop
npeanaraeT BCEBO3MOMHbIE MyTU NPU3HAHUA Hallei ICTOPUM W NPOLLAIOFO.

21 [Japuo lamboHu. YHUYmMoMseHue uckyccmaa: ukoHobop4yecmao u 8aHdanu3mM nocie ®paHyysckol peaosiio-
yuu. JloHdoH, Reaction Books, 2007.

22 Jelimanmac Hapkesuyuyc 6 becede ¢ Kwuwmogom Kocyryukom, c. 37.
23 Cmaiimc., c. 110-11.
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latter is almost an obligatory concomitant phenomenon of every political change.?' He makes the spec-
tator aware that de-sacralisation and re-sacralisation are easily interchangeable. When a monument is
in the process of construction, it seems as impermanent as those that are demolished. At the same time,
breaking the taboos of the Socialist past, he pushes the memory machinery into motion. As for the prehis-
tory of the idea, the artist explains that, “We had quite a discussion around the issue of what to do with
the former Lenin Square. This was when | did my work with found footage, Once in the 20th Century. The
interesting thing was that some people almost intuitively suggested that perhaps putting Lenin back
would not be such a bad idea as it could prevent us from making similar mistakes in the future. | would
say that it's not yet possible to have a discussion about the return of such objects. [...] If we were to
look at art objects as relics of political regimes, we would need to remove a lot of art from museums,
e.g., from the Louvre".?? He cautiously raises the question of the dissimilar treatment and evaluation of
art coming from the East or the West.

Crumbling churches of the Godless religion

In the Godless religion of Communism, there has been an urgent need, not only for a new God to be wor-
shipped, but for new rituals and public festivals to substitute church holidays and ceremonies. The church
or civic temple for this new religion was the Workers Club named the Worker's Palace, House of Lenin
(following the pattern: House of the Lord), Proletarian House (if shifting the emphasis onto the parish), or
Palace of Culture (if the faith gets into the centre in naming). The 1920s witnessed a rush for the build-
ing of workers' clubs, housing quasi-religious civic rituals. The city remained the primary concept in the
Bolshevik vision of the future, and the club became a city within the city, or even a machine with multiple
functions for the complex duty of developing and educating the New Man of the New World.?

Under Stalin's reign, these functional small churches used for civic rituals and educational purposes, the
idea of which goes back to the 19th century workers’ movement, grew into huge cathedrals and palaces
alongside megalomaniac — but unrealised — projects, like the Palace of Soviets. With Soviet domination
in the Eastern part of Europe, all the dreams and fantasies of the crusaders had to be shared. Cultural
Palaces and Workers' Clubs with all kind of local names came into being all around the region.

Artur Zmijevsky's Dream about Warsaw, a short film on Oskar Hansen's Utopian project for the Cultural Pal-
ace in Warsaw, instead of the brutal erasure of the much hated symbol of Soviet dominance in the hearth
of the Polish capital city, offers an alternative to its architectural power and control over its environment.
Hansen's imaginary paper model of yet another Utopian building is able to correct the disproportions cre-
ated by the “gift of the Soviet people”, at least mentally. The influential architect proposes possible ways
to admit our history and our past.

The video series of Andreas Fogarasi, entitled Kultur and Freizeit (2006) on the Workers' Clubs, Houses
of Culture and Fun Palaces in Budapest, is eager to capture the very moment of the profane-sanctuary-
building-fever, and attempts to comprehend the dreams of another world and let us see the leftovers of
an emptied out, rejected culture and the set of illusions, before the whole idea and notion would sink into
total oblivion. The works had quite different perceptions by Western audiences and the local ones.?

At the very beginning of the nineties, Komar & Melamid's idea was to save Socialist Realism by mocking it
and taking cheap revenge on the remnants of a failed culture. As they stated: “The state makes a parody
of art and tries to appease bad artists, pretending they are creative. Now it's pay-back time for artists,

21 See Dario Gamboni, The Destruction of Art: Iconoclasm and Vandalism since the French Revolution, London, Reac-
tion Books, 2007.
22 “Deimentas NarkeviCius in conversation with Krzysztof Kosciuczuk”, Op.cit., p. 37.

23 Stites, Op.cit., pp. 110-11.

24 Elaborated in Edit Andrds, “An Agent Still at Work: The Trauma of the Collective Memory of the Socialist Past”,
Springerin, 2008, no. 3: www.springerin.at
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Buaeocepusa Angpawa ®orapauu «Kynemypa u docyz» (2006) noceaAweHa pa6ounM kny6am, 4oMaM Kynb-
Typbl 4 ABOpLAM pasBrieveHuit B byganewTte. ABTop cTpeMUTCA 3aXBaTWUTb CaMblil MOKA3aTesNbHbI MOMEHT
JIMXOPAA0YHOI0 CTPOUTENLCTBA ITUX NMPOdaHHO-CcakpanbHbIX 3AaHUIA, MbITaACh NOHATL MEYTLI APYroro M1pa
1 Moka3aTb HaM 06JIOMKW OTBEPrHYTON KYNbTYPbl M Pa3bUTLIX UNNH3UIA, NPeMsAe YeM CaMO 3TO MOHATUE
1 uaes, CTOALAnA 3a HUM, KaHyT B 3abBeHue. BocnpusaTtue aToit paboTbl 3aNaAHBIMU U «MECTHBIMUY 3pUTe-
NIIMM CYLLECTBEHHO OT/IMYANoCh,

B caMoM Hayane peBsiHOCTLIX rofoB Komap u Menamug xoTenu coXpaHuTb COLMANUCTUYECKUI peaninsM, Bbl-
CMesiB ero 1 0TOMCTMB OCTaHKaMu CBEPrHyToW KynbTypbl. OHKM yTBEpMKAanK, 4To «locyaapcTBO NPousBOAUT
NapoAuio Ha UCKYCCTBO U NbITAETCA YCMOKOUTb NNOXUX XYAOMHUKOB, NPUTBOPASACH, YTO OHM eLLe Ha YTO-TO
crnocobHbl B TBOPYECKOM niaHe. Tenepb #e Bpems pacnjiaunBaThbCs No cHeTaMm, U XyA0MHUKN BMNOJTHE MOTYT
no3BoAuTL cebe Napoamio Ha To, Kak rocyAapcTBO MMUTUPOBAJIO TBOPYECKYI0 AeATEIbHOCTb», Bckope no-
cne NoNUTUYECKUX U3MEHEHUN, passuraeMble rHeBoM Komap u Menamua genanv Bce BO3MOMHOE B 3TOM
OTHOLLEHWMU, MbITAACb 0TOMCTUTL. CBOMMU [ENCTBUAMM OHU NOAAEPAKMBAM NO3ULMI0O NOTEPAHHOI0 NoKosne-
HUWS, pasMsurany 3710CTb TeX, KOro paHblue He JOMYCKanu [0 CTPOMTENbCTBA ByAyLLero 34aHNUs COLMANUCTU-
Yeckolt 3anoxu. CBoM aMoLMK OHU NpoeLUpoBay Ha duanyeckme 0CTaHKM COLMATMCTUYECKOMN KYNbTYPbI, OHU
MOHOMOM3NPOBANM KaTEroOPMK UCKYCCTBA U XYA0MHUKA, TENepb 03HaYaBLUKE TOSIbKO UX U UX COPAaTHUKOB.
Ha camoM fgene Mogenb ux noBefeHusi bbla o4YeHb MOX0Ma Ha Ty, YTO rOCMOACTBOBaNA B NpeablayLLyo
310Xy rocyAapCTBEHHOM KyNbTypHOM nonuTukKu. OHW Nnpesupanu Tex, kTo paboTan Npu counanusme, NPocTo
06BABNANM UX MIOXMMU XYOOMHUKAMM, AMCKPEAUTUPOBANM UX UCKYCCTBO. B 3TOM OTHOLWEHUM OHM Benu
cebsa TOYHO Tak e, Kak U NOBOPHUKM JEeMOHTaMa CTaTyi COLMAaNMCTUYECKON 3M0XWU, CUMBONIOB HEHABUCT-
HOW ME0NI0rUM U YTHETEHHOCTH, HO TONbKO J€MOHTaa B IyXoBHoI cdepe. Tak e, Kak Te 3aMeHWUNN yrHe-
TaTenei NaMATHUKAMM HEHABUCTHOM 3MOXM (PYLIMAK CTATYW, MOYUIUCH U BbIBANUBANN HA HUX 3KCKPEMEH-
Tbl), rHeB KoMapa 1 Menamuaa 6bi1 Hanpae/eH NPOTUB KOHLIENLMI UCKYCCTBA TOrO BpeMeHK, He 06A3biBas
K AanbHelweMy aHanusy u 6onee rnybo0KkoMy NOHUMaAHUIO.

B otnuune ot KoMapa u Menamuga, lasug ManbkoBKY, XOpBaTCKUIA XYAOMHUK, CUMTAET, YTO M NobeguTte-
/X ¥ NpOMrpaBLUKE B KYJIbTYPHOM CpaMeHuu NpUHaAneaT ofHOMN 1 TOI e 3noxe, koTopas MoeT bec-
CNefHo UcYe3HyTb. XyA0MHUK-apXeosor HarnoMWHaeT HaM B cepuu BuaeopaboT «/lpocmpaHcmao Hogozo
Hacnedus» (2004-06) 0 Ba#HOCTN YPOKOB UCTOPUM W BLICTYNAET NPOTUB 3a6BEHNA U CTUPAHUA NPOLLIO-
ro, HaCTanBas Ha COXPAHEHWUM KYNIbTYPHbIX NAMATHUKOB U FOBOPS, YTO BpeMa — NydwWwni MKkoHobopew,.
Ero nepcoHaun — nHonnaHeTsiHe, KOTopble B AanekoM byayuiem nocewaoT memopuan Metposoit Mopel,
NOHATUS HE UMEIOT 0 3Ha4YeHUn «Xpama besboxuna».

MEMopMaHbI: NaMATHUKU UNTUN MOHCprI?

B xope cBoux pa3gymuii 0 TOM, kakue NPOM3BEAEHUS UCKYCCTBA ABNATCA NPOCTO MONUTUYECKUMMU
nepeMuTKaMm, a Kakue — npou3BefeHUs MU UCKyCcCTBA, HapkeBuumnyc, UCcnonb3ys Kaapbl Mponarax-
OUCTCKUX GUNBbMOB, BO3BpALLAETCA K NPOLECCY U3roTOBJIEHUS TMraHTCKoM 6poH3oBoii ronoebl Kkapna
Mapkca, KoTopan fo cux nop Haxoautcs B bbiBlueM Kapn-Mapkc-LTtaaTte, cerogHs XeMHuue. B ceoei
pabote «lon08a» (2007) HapkeBuunyc NpuBOANT HaC B MacTepCKYIo 3Be3abl coupeannsma Jibsa Kep-
6ena. Mbl 3HAKOMUMCSA CO CKYNbNTOPOM, MOMABLUMM B IOBYLUKY BPEMEHU MOKNOHEHUA NOAUTUYECKUM
M UOeoNorMyeckMM nugepaM, HO OH Nony4vaeT yAOBONbLCTBME OT cCBoeil paboTbl, NpuaaBan nocneg-
HWe LWITPUXM FUraHTCcKol ronoee Mapkca. CHoBa Mcnonb3ys apxvBHble MaTepuansl, HapkeBnunyc noctosiHHO
NnepexoauT rpaHb Meay peanbHoCTbio U unnosveit. Ero BuaeopaboTta HauMHaeTCA € pacckasa eTel 0 ToM,
KeM OHU MeuTaloT paboTaTb B byayLieM, a 3akaHUYMBAETCA 3aMefIeHHbIM ABUMEHUEM KaMepbl N0 Ka-
npaM c potorpadusamMu 6e3nnKoit ToNMbl, CMELIMBAIOLWMMCA B TUraHTCKUIA PYKOMIEWYLWUA MEXaHU3M.
OyeHb Noxoas MaccoBas UcTepus oTpameHa B punbme AHpu Cana. HapkeBuunyca rnaBHbIM o6pasom
MHTepecyeT couManucTuyeckoe obLiecTBeHHOe NMPOCTPAHCTBO C HEMHOMMMMW OCTaBLUMMUCA CTaTyAMMU,
KOTOpble CMOrM U3beaTb kapaHTWHA, U30NALUM B KavecTBe 3apa3bl OT «340pP0OBOro obuwecteay. Ms-
HayaNbHO OH X0TeJN paboTaTh C «CYLLECTBYIOLMM KOHTEKCTOM» M NNIaHUPOBaN NepeMecTUTb MOHCTpa U3
XeMHuua B MioHcTep. Kak 06bsAcHAET XyA0MHUK, «Mbl 3366111 TM60 NPUBLIKAW K NAOLWAAAM UK obLe-
CTBEHHbIM MECTaM C NaMATHUKAMM U CKynbnNTypamu no Bcei BoctouHoit EBpone. MaMATHUKKM cHecnn,
HO ropofcKkoe NJaHUpoBaHUe YaCTO He U3MEHANOCb, U ropod XeMHUL, NONHOCTbI0 NOCTPOeH NoA 3Ty

24 3dum AHdpaw. Tpasma KonekmuBHOU naMsimu coyuaaucmuyveckozo npowsiozo. Springerin, 2008, no. 3:
www.springerin.at

25 CmuaeH 3pnanzep. Coyuanucmuyeckuti peanusm: asicMesims Yymobel coxpaHume. «Heio-Mopk maiimcy,
3 aseycma 1993.
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to imitate how the state imitates artistic activity”.?> Shortly after the political changes, Komar 6 Melamid
were fuelled by anger and they made the best of the opportunity and fought back. Doing so, they kept alive
the attitude of the misplaced, and the hurt feelings of those excluded from the dominant future-building
projects of the Socialist era. Their emotions were projected onto the physical remnants of Socialist culture,
monopolising the category of Art and Artists for themselves and for fellow travellers. They were driven by
the same attitude as the former state cultural policy, despising those working under the regime. They dis-
approved of them, simply by labelling them as bad artists, discrediting them in terms of art. In this regard,
they behaved exactly like those of the iconoclasts dismantling the statues of the Socialist era, the symbols
of the oppressive and hated ideology, even if only in the mental sphere. In the same way as the iconoclasts
identified the statues of the epoch as the bodily substitutes of the oppressors (see the humiliation of the
toppled down statues, urinating and excrementing on them), Komar G Melamid's anger went against the
notions of art of the era, burdening the need for further analysis and deeper understanding.

As opposed to Komar G Melamid's attitude, for David Maljkovic, a Croatian artist, the winners and the
losers of the cultural battle belong equally to the past, endangered to vanish into thin air. The artist-ar-
chaeologist reminds us in his video series, Scene for New Heritage (2004-06) of the importance of lessons
taught by history, and stands up against the forgetting and erasure of the past by excavating and saving
artifacts of a sinking culture, remaining conscious of the fact that the most effective iconoclast is Time.
His future aliens visiting the Petrova Gora monument have no clue at all about the meaning and function
of the “Godless Temple".

Memorials, monuments or monsters

In accordance with his contemplation about which artworks qualify as being merely political relics and
which qualify as art, Narkevicius revisits the art-making process of Karl Marx's giant bronze head, still on
display in the former Karl Marx Stadt, today Chemnitz, using official propaganda footage. We are offered
access into the studio of a Socialist “celebrity”, Lew Kerbel, in the video entitled The Head (2007), which
is a close encounter with the sculptor, trapped in a time of worshipping political and ideological leaders,
but getting the pleasure of carving and making the last touch-up on a gigantic head of Marx. Again util-
ising archival footage, Narkevicius constantly shifts between reality and illusion. The video begins with
children's dreams about their future profession, and ends up with a slowed-down camera moving over
frozen images, still photos of a faceless crowd blending into a giant applauding machine, into a very simi-
lar kind of mass hysteria witnessed in the footage utilised by Anri Sala. His main interest is the Socialist
public space, with its remaining statues able to avoid quarantine, isolated as contagious infection from the
“healthy society”. His original intention was to work with an “existing context”, and he planned to move the
monster from Chemnitz into Munster. As he explains, “We either forgot, or we grew accustomed to squares
or public space with monuments or public sculptures all over Eastern Europe. The sculptures have been
removed, but city planning often hasn't changed, and the city of Chemnitz is totally planned in relation to
that sculpture. Removing this monument for three months would allow people to see the place deprived
of its focal point”.?®

Kristina Norman, representative of the youngest generation of artists, also comes from an ex-Soviet Baltic
state, but with a different background, having both Russian and Estonian origins, and raised in the newly
independent Estonia. She totally lacks the nostalgic feeling towards the past that Narkevicius is slightly
captured by, as she faces a different set of problems and tensions tied to a public monument, nicknamed
the Bronze Soldier, the symbol of oppression for Estonians, but a sacred memorial for the minority Rus-

25 Steven Erlanger, “Mocking Socialist Realism to Save It", in The New York Times, 3 August 1993.

26 “Deimentas NarkeviCius in conversation with Krzysztof Kosciuczuk”, Op.cit., p. 36.

In fact, a few years earlier, a Hungarian artist duo named Little Warsaw realised a very similar concept of moving the
context of the Socialist public sculpture into a trendsetting Western museum for checking their compatibility. See: Edit
Andrés, Transgressing Boundaries (Even Those Marked Out by the Predecessors) in New Genre Conceptual Art, in Art
after Conceptual Art, eds. Alexander Alberro and Sabeth Buchmann, London —Vienna, The MIT Press—Generali Founda-
tion 2006, pp. 163-178.
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ckynbnTypy. Ecin ee y6patb Ha Tpu MecsAua, ntoau 6bl YBUAEAWN MECTO, INLLEHHOE CBOEr0 KOOpAMUHA-
LIMOHHOIO LeHTpa»?.

KpuctuHa H opmaH, npefcTaBuTE/IbHUL CAMOr0 MOJIOA0r0 NMOKOJIEHWUS XYAOMHUKOB, Tak¥e POAOM U3 6biB-
LIero coBeTCKOro NPOCTPAHCTBA rocynapcTs bantuu, Ho y Hee Apyrue UCTOKK: OHa PYCCKO-3CTOHCKOMO NPO-
McxoMaeHus 1 6bina BOCNMTaHa B CTaBLUel HelaBHO He3aBUCUMOM ICTOHUK. Y Hee HeT HUKAKKUX HOCTab-
rMyeckmux YyBCTB MO OTHOLUEHMIO K MPOLUSIOMY, KOTOPLIMU A0 HEKOTOPOM cTeneHn oxBaveH HapkeBuunyc,
KOrfa OHa CTa/IkUBaeTCs C PALOM Apyrux NpobneM U HanpsAM<eHus B 06LLeCTBe, CBA3aHHbIX C MAMATHUKOM
BpoH3oBoro congarta, CUMBOJIOM NPUTECHEHUSA AN 3CTOHLEB, HO CBAILLEHHBIM MEMOPUWANIOM A1 MECTHOMO
pycckoro MeHblUMHCTBA. Ee He mepenonHsAeT rHeB, HO OHa U He paBHOAYLIHA k 60pbbe 3a NaMATHUK, a CKo-
pee paccMaTpuBaET ero kak NPOEKTUBHOE NPOCTPAHCTBO, MNOLWAAKY AN KOMMYHUKALWUU U BO3MONSHOTO
npuMupeHuns B ceoen pabote «Mononum» (2007). OHa HaYMHAETCA € My3blkK, HanucaHHoi bépaem Jln-
retu ans KkynbtoBoro ¢unbMa 1968 roga, cHatoro Crannm KybpukoMm — «Kocmuyeckas oducces 2001»,
noa kotopyto ctatya Congarta HeceTcsl Ha OrPOMHOM CKOPOCTU U3 KOCMOCA Ha 3eMJ1i0, HEMHOT0 3aJepu-
BaeTcA Hag 6anTUNCKUMMM rocyaapcTBaMm, a NOTOM MeHsieT HanpaBiieHue U, HakoHel, NagaeT B CaMOM
ueHTpe TannuHa. 3putenb HabnaaeT 3a KONaMeM U3 Xapkow noneMukn o6emx CTOpoH, Hapeskamu
TeNeHOBOCTeN 0 HEOHALMCTCKUX AEMOHCTPALMAX 3@ paspyLleHre NaMATHUKA UK JEMOHCTPaLMSX 3a ero
coxpaHeHue, MOCKOJbKY Al KOr0-TO NaMATHUK — KybTOBbIM MEMOpPHan, a ANl KOro-To — MOHCTP, O KO-
TOpOM nyuLle 3abbiTb. [TocneacTBUA HeMcLENeHHbIX PaH W LUIPAaMOB MPOLUIOr0 No4aHbl B paMKax MUBOTO,
YaCTMYHO aHUMALIMOHHOIO BMAEO, NPecneayloT TakMe U HOBOe, «HEBUHHOE» NoKoneHue. XyaoMHuLa He
NbITaeTCA 3aHATb YblO-TO CTOPOHY, HO BMECTO 3TOr0 NpeasaraeT BCTPETUTHLCSA IMLOM K MLy C BOCMOMMU-
HaHUAIMU, KOTOpbIe NPUYMHAIOT 60J1b, HaYaTb 06LLEHALMOHAIbHYI0 AUCKYCCUIO, YTO6bI CTapTOBaN NpoLecc
ncueneHus. Yto ¥e KacaeTca HaLUMOHANUCTUYECKON oAepMUMOCTM TannMHHA NAMATHUKOM, OHa NblTaeTcA
cKasaTb B CBoel paboTe, UTo 6€3 AONMKHOro Tpaypa Mo NpoLbIM yTpaTaM, HUKTO He CMOMET UMeTb Aena
C HblHeLUHe CNOMHOW KyNbTYpPHOI cUTyaLmeit.

HoBelilylo BEpcUio KOHLENUUU 3HAMEHUTON YTOMUM, OnucaHHoM B poMaHe XIX ctonetus «Yto genatb»,
MOMHO YBMAETb B MPOEKTE rpynrbl XyLOMHUKOB C TEM e Ha3BaHueM — npoekT «Cmpoumenu bpamcka»
(2004), aHnMauma 3aragoyHoit KapTuHel B. MonkoBa, HanMcaHHOM B LWECTMAECATLIE C UX OCTHIBAIOLMM CO-
LIMANNCTUYECKNUM MKAPOM.

JTa Bepcua rnacut: B CaMoM aejnie HH4ero He nogenaetlb. Takum 06pasoM, NOKa eCTb TOJIbKO OAHO BO3MOMHOE
npoyTeHne KoHUuenunn M1MBOro nponsseneHna UCKYCCcTBea rpynnbl «Y70 flenatb». OHo 3akn04aeTcs B TOM, YTO
nocne Toro, Kak pyxHyna 4yaoBullHaA penpeccMBHaa CUCTeMa, NopoMsaAeHHAA HAacuianeM N NpuHyMxKaeHuem,
yTonuA Hawna B KayecTBe a/ibTepHaTUBbI HOBOE obLecTso, NOCTpoOeHHOe BOKPYr TOBApPOB, KanuTtasia U Ha-
LMOHANNUCTUYECKUX TpeﬁOBaHMVI, rae Me4Tbl CHOBa B ,qe¢V|u,|/|Te, n I'IOTpeﬁHOCTb B HUX LIpe3BI:vNEil7IH0 BbICOKa
— 0C06eHHO MeYTbl 0 Co3aaHMK ny4yuwiero, cnpasegnmMeoro 6ynyu.lero.

26 HetimaHmac Hapkeauyuyc 6 becede c Kwuwmogpom Kocyrodukom, c. 36.

Ha camom dene, Heckonbko nlem Ha3ad deHzepckul dyam xydoMdsHUKOB «MasneHbkas Bapwasa» peanuzosan cxoxsyto
KOHYenyuio, NOMeHsI8 KOHMeKCcM coyuanucmuyeckol NapKosol CKybLNMYpPLI NymeM noMeujeHus ee 8 MOdHbIU 3a-
nadHell Mysel dns nposepku ux coamecmumocmu. Cm.: 3dum AHdpaw. Hapywas zpaHuysi (daxe me, ymo 6einu
0603HaveHbl HAWUMU npedwecmBeHHUKaMU) 8 HOBOM MsaHpe KoHUenmyasbHoz0 uckyccmaa. B cbopHuke «Mckyc-
CmMB0o nocne KOHYenmyasbHo20 uckyccmaea». Ped. Anekcandp Anebeppo u 3abem byxmaH, JlodoH-Bera, MIT Press
— QoHd JxeHepanu, 2006, c. 163-178.

TRANSITLAND THEORY: Edit Andras

sians. She is not full of anger, though not contemplating it either as an outsider in the fight over the monu-
ment, but rather takes it as a site of projection and as a platform for communication and reconciliation
in her video, Monolith (2007). It starts with the dramatic music composed by Gyérgy Ligeti for Stanley
Kubrick's 1968 cult movie, 2001— Space Odyssey, as the statue of the Soldier moves at high speed from
outer space towards the Earth, hesitating a bit above the Baltic states, then changing its direction, and
finally making a hit into the heart of Tallinn. The spectator is confronted with a collage of hot-tempered
interviews on both sides, inter-cut with footage from TV news about the neo-Nazi demonstration for its
removal and for saving it, as it functions as a cultic memorial for some, and appears as a forgotten monster
in the eyes of others. The playful, partly animated video is about the consequences of the uncured wounds
and scars, injuries of the past, which also haunt the next, “innocent” generation. She does not attempt to
take sides, but instead proposes confronting the traumatic memories, and to settle a nationwide discus-
sion, making available the healing process to get started. In relation to Tallinn's nationalistic statue-mania,
her video carries the message that without proper mourning of past injuries, one is not able to deal with
the present predicament of culture.

The current version of the notion of the very influential utopia described in the 19th century novel, What
is to be done, affirmed by a project of the artist group with the same name, of reanimating Popkov's enig-
matic painting, entitled Builders of Bratsk (2004), made in the lukewarm Socialism of the sixties, is that
nothing really could be done. Thus, for now, one possible reading of the concept behind Chto delat's living
artwork could be that after the collapse of an oppressive and monstrous system generated by abused
and forced utopias has found its alternative in new societies arranged around commodity, capital and
nationalistic claims, dreams are again in short supply and in extreme demand — especially those dreams
of building a better and just future.
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KoHcTaHTMH BoxopoB

MNepdopMaHc n BUAeO
B COBPEMEHHOM PYCCKOM UCKyCCTBE

KoncmaHmuH boxopoe — uckyccmaoged, asmop cmamel 8 «XydoNsecmBeHHOM XsypHane» U Opyeux U30aHUsX.
Kypamop LleHmpa cospemeHHol Kyrbmypel «MeduaApm/iab». YieH MCX u AICA. KaHoudam kyiemyponoeuu. Opea-
HU30B8bIBa/T BbICMABKU PYCCKO20 UCKyccmaa @ PocculickoM nasduriboHe Ha BeHeyuaHckol bueHHase 8 1996—1999
22, Ha buerHane @ Cmambyse (1997) u Car-llayny (1998). B 2000-x kypuposan npoekmsl «Cybbesm u 6rracmes
(2001), «facad! M3 nabopamoputi co600Ho20 uckyccmaa 6 Poccuu» (2002), «K audeoocmposamy (2005), «Mpu-
BpamHUKU HoBU3Hb!» (2006), FpauH Bypm «/[Jepau 2008y @ xoodex (2008).

0[HO 13 0TIMYMIA COBPEMEHHOI SCTETUKM OT KIACCUYECKOW 3aKKYAeTCA B TOM, YTO B Hel yTONUYeCcKoe CTpeM-
NeHNe K CMHTe3y UCKYCCTB CMEHWIOCh arpeccMBHON 3KCMaHCKel, BONei K 3aXBaTy HOBbLIX U HOBbIX Teppu-
Topuit. UHTepecHo, 4To caMo MoHsTUE NeppopMaHca — MOrPaHUYHOE; 3TO XaHP MeMsay M306pasuTenbHbIM
MCKYCCTBOM M TEATPOM, YTO JOCTaTOYHO 04EBUAHO, HanpuMep, U3 kKHurn Pos Jin Monbabepr no uctopumn nep-
PpopmaHca. B coBpeMeHHoI 3cTeTuke daHpbl 6anaHCUPYIOT Ha FPaHM: MUBOMUCH 3TO YAk HEYTO, YTO He ecTb
TONbKO KapTMHA, a NepopMaHc (T.e. UCMONHEHWE, NPEACTABNEHUE), HEYTO, YTO Yake He ecTb TO/bKO TeaTp.
MepdopmaHc cTan MHCTPYMEHTOM, C NMOMOLLIbIO KOTOPOro OCYLLECTBASETCA aBaHrapAHasl 3KCMaHCUs Ha HOBble
TeppuTopun. UMeHHO 3Ty GpyHKLIMIO NeppopMaHC BbINOAHAN B AaAa, PyTypu3Me, Cloppeani3Me, NocneBoeHHOM
MoaepHu3Me. TOT e CMbICN MMeeT B3aMOOTHOLLEHWe nepdopMaHca U BUAEO, KOTopoe ecTb Mo CYyTU HOBas
NpOCTPaHCTBEHHAA BO3MOMKHOCTb, KOTOPYIO MepdopMaHC anponpumMpoBan Ans apTa.

MNpoayKkums, 0CHoBaHHaA Ha koMBUHaLMK NepdopMaHC/BUAEO, UMEET CBOK UCTOPUIO U CBOM TPaAULMM B UH-
TepHaLMOoHaIbHOM Xy10MeCTBEHHOM npouecce. 04HaKo HayyHas knaccupukauus A ee ONUCaHUSA HaXOaUT-
csl B CTaAuM paspaboTku, MOCKONbKY NpoLecc B3aMMOAENCTBUS MaHPOB CAULIKOM BepcuumumupoBaH. B noa-
TBEpMAeHue cowwiocb Ha MHeHue [1.Xonna u C.Qaidep, coctaBuTenen KonnekLmm acce No aMmepukaHCkoMy
Bugeo llluminating video. Essential guide to video art, koTopble cuMTaloT, YTO Takas Knaccupmkauma Ha AaH-
HOM 3Tane MOMeT BbiTb TO/IbKO aBTOPCKOIA, U B COOTBETCTBUM C 3TUM NMOCTPOUBLLUX CBOM MUA.

Mue npeacrtaBnqaeTcad, YTo UaK No NpuynHe pa3Hoo6pa3Mﬂ CBOUX ¢OPM, NN n3-3a akCnepmMeHTanbHoOro xa-
paKkTepa, @ BO3MOMHO, NOTOMY YTO CaMW NOHATUA BUAEO U nepd)opmcha Kak Cy6'beKTbI OﬂepaTMBHOﬁ acTe-
TUKN HE UMEKT MEeCTKUX onpe.qeneHMFl, noHATUe BM.ueonepd)opMcha ABNAETCA YCKOJIb3aloLLUM. |-|03TOMy
CYMTA0 HYMHbIM BBECTU XOTA 6bl ewe 0AHY 0Cb KOOPAMHAT, @ UMEHHO OT HE3KPAHHOI0 K 3kpaHHOMY BUAeO,
B Cucrteme KOTOPOVI A U NOoNbITalOCb paccysaaTb O BM,ueonepd)opMche. anIHLlVII'IVIaJ'IbeIM MOMEHTOM MHe
npeacraBnAeTcA TOT, YTO HE3KpaHHOe BUAEO AeflaeTCA paau 3KCrnepuMeHTa, Kak onblT, MCCﬂE,ﬂ\/IOlJ.IMﬁ KOH-
TYpbl HOBbIX MNPOCTPAHCTB ANnA nocneny}ou.leﬁ 3KCMAaHCMKU U 3axBaTa, @ 3KpaHHOe cKkopee ANnA npeseHTauuu.
370 HE UCKNIOYAET, YTo B 3KPAHHOM BMAEO0 TaKk ¥e OCYLLeCTB/IAKTCA PA3HOro poAa 3KkCNaHCUKU, HO 06bI4HO Ha
6onee aﬁCTpaKTHDM, TeopeTn4eCKoM ypoBHe, a He B pe3ynbTaTe NpAMoro [eicTBUSA, Kak 3TO 6bIBAET B aKLMAX
XYAOMHUKOB 3KCNepuMeHTUpYOLWNX nepeq KaMepoﬁ co cBou TenoM. B Hanbonee unuctom Buge He3KpaHHble
¢OprI BUaeo — ABNeHue, CtaBliee BO MHOroM MCTOpMeVI, NOCKOJIbKY UX pacuBeT NPMUXoAUTCA Ha KoHel 60-x
Hayano 70-x rogos. B 10 xe BpeMs, N0CKo/IbKY MU 3aHUMANIUCb NMUOHEepPbl BUAeoapTa, OHM NOBNUANN Ha BCe
nocneaywuiee passutue 3Toro Buaa UCKYCCTBa M NPOAONAMAIOT A0 CUX NOP UIrpaTb BaMHYIO POJib.

B 3kpaHHOM BUAEO, B KOTOPOM U3MMBAETCA CMHAPOM ayTeHTUYHOCTM HE3KPAHHOr o, TOXEe HaJ0 OTAENUTb
CaMOCTOSITeNIbHYI0 apT-NPOAYKLMIO, BMOJIHE UHTPABEPTHYI, B KOTOPOW neppopMaHC MOMET UCMOJb30-
BaTbCA Kak MMaBHaA COMETHAasA IMHUA, @ MOMSET U Ha BTOPLIX PONAX, OT AOKYMEHTALMUKN, KOTOpas ToXe Mo-
MeT 6bITb JOCTaTOYHO COBEPLUEHHOM MO CBOEN Npe3eHTaUMOHHON dopMe, HO elle HeceT Ha cebe neyaTb
ayTeHTUYHOCTU U CIYMUTb B OCHOBHOM LeNIIM NepeaucioKkaumny Xya0MecTBeHHOro AedCTBUA U3 O4HOM
MoAaNbHOCTM B Apyryto. CnopHbIM 34ech ocTaeTca BonNpoc, UMEeeT v NpaBo AOKYMeHTauusa BoobLe pac-
CMaTpMBATbLCA Kak 3kpaHHoe BMAEO, @ 3Ha4YuUT, BULEeoapT.

I'Ipe.qmeTOM TBOpYeCcTBa rpynnbl «KonnekmuaHoie delicmausi», HanpuMmep, ABNAKTCA 3KCNepUMEeHTbI No Xyao-
MECTBEHHOMN 3KCNaHCuu, MVI¢bI 0 KOTOPbIX 3UMKAYTCA HA MHOIOYUCNEHHbIX CBUAETeNNIbCTBAX, MaTepuasibHbIX
YNNKax 1 pas3in4HoOro poaa A0OKYMeHTax. B rnasax cuctembl, obecneuvBatoLien XpaHeHue n penpes3eHTupo-
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One of the differences between contemporary and classical aesthetics is that the former has replaced a uto-
pian urge for the synthesis of arts with an aggressive expansion and a will to capture more and more new
territory. It is worth mentioning that the very concept of performance is borderline in its nature. This is a genre
in between visual art and theatre, which is evident, for example, from RoseLee Goldberg's book on the his-
tory of performance. In contemporary aesthetics the genres balance on an edge: painting is something more
than just a picture and performance (meaning rendering, presentation) is something more than just theatre.
Performance has become a tool for avant-garde expansion onto new territory. This is the function it performed
for dada, futurism, surrealism and post-war modernism. The same goes for the interaction of performance and
video which is in essence a new spatial opportunity appropriated by performance for art.

The production based on performance/video combination has its own history and traditions in the interna-
tional art process. However the scholarly classification that could be employed for its description is only at
the working out stage, because the process of the genres' interaction is too diverse. In corroboration | can
cite the opinion of D. Hall and S. Fifer, editors of the collected essays on American video art, /lluminating
video. Essential guide to video art. They also consider that such a classification at this stage can be only
auctorial and have built their guide on the same principle.

| think that either due to the diversification of its forms or because of its experimental character, and even
possibly as the very terms of video and performance as subjects of operative aesthetics have no rigid defini-
tions, the concept of video performance is “elusive”. Therefore | consider it necessary to introduce at least
one more datum line, namely from non-screen to screen video, in which system | will try to discuss video
performance. To me it seems vitally important that non-screen video is made as an experiment, as a test ex-
ploring the outlines of a new space for further expansion and capture, while the screen video is more likely to
be made for presentation. This does not exclude accomplishment of various kinds of expansion in the screen
video, but those are usually realized on a more abstract, theoretical level and not as a result of direct action
as in actions by those artists who experiment with their own bodies before the camera. In their purest form
the non-screen forms of video are a phenomenon that has largely become history, as its heyday was in the
late 1960s till early 1970s. At the same time as it was pioneers of video art that made those works, they have
influenced all further development of this art form and continue to play a significant role in it.

As for the screen video where the authenticity syndrome of the non-screen is gradually being overcome
we also need to separate independent art production, wholly introvert, where performance can be used as
the main plot line or in a secondary role, from documentary. The latter can be considerably accomplished
in its presentation form, but still carry the seal of authenticity and serve to relocate an art action from
one mode into another. The question stays open to dispute whether documentary can be at all regarded
as screen video, i.e. video art.

For example, the object of the Kollektivnye Deystviya (the Collective Actions) group are experiments in
artistic expansion, the myths of which are based on numerous witness accounts, pieces of evidence and
various kinds of documents. In the view of the system providing storage and representation of the past,
all this documentation is indeed art. Therefore it is painstakingly collected, described and studied. Techni-
cally a video recording the group's actions is an amateur uncut footage, but in fact it is a most valuable art
object, waiting for recognition and evolvement of a correct representation ritual.
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BaHWe npoLuioro, BCA 3Ta AOKYMeHTaunA U ABNAeTCA apToM. n03TOM\/ ee TwaTenbHo COGMpalOT, onucbiBa-
0T, U3y4atoT. lDopMaano BUAeo, JOKyMeHTupyrulee akuuu rpynnbl, — nobutenbckas HEeMOHTMpPOBAHHAA
CbeMKa, HO ¢3KTVI‘-|ECKM — 3T0 LeHHeALWwui npegMeT UCKYCCTBaQ, M,ﬂyLI.lMﬁ CBOEero nNpuU3HaHuA u BblpaﬁOTKM
NPaBUIbHOIO pUTyana penpe3eHTUpPoBaHUA.

C opyrov CTOpOHbI, MOCTMOAEPHUCTCKUIA NpeaMET UCKYCCTBA NPOABAAET 3aBUAHYI0 KONOBKOBOCTb, YCKONb3-
as OT MOMbITOK CUCTEMBI ero 3adpuKcUpoBaTb. CoBpeMEHHbIN XyA0MHWK CO3HATENBbHO UrPaeT C ero apemMep-
HocTbto. Ceituac TOT GakT, UTO 3TOT MaTepuan NPOAONKAET NPOBOLMPOBATH BOMPOC O CBOEI XyA0MECTBEH-
HOCTH, TONIbKO CYMUT YKPErnNeHnto ero No3uLUiA B COBPEMEHHOI KyNbType.

fl cunTalo, YTO BbIBEEHHYIO NAPAAUTMY MOMKHO UCMO/b30BATh MO aHAN0MUKU, PacCMaTPUBas A0BOJIbHO 60/b-
WOV NNacT BuAeomMaTepuana, OCTaBLIEr0Cs B pe3yNibTaTe NPOBeAeHUA XyA0MECTBEHHbIX akuuin B 80-e 90-e
roabl. Bugeo, AokyMeHTUpYIOLLIEE UHTEHLIMIO K apT-3KCMAHCUK, MPU3HAHHOE CUCTEMON penpeseHTaLmMn aBTo-
MaTuU4ecku, CTaHOBUTCS 3KpaHHON dopMoit. CNOMHOCTb 3aKIYaETCS TONIbKO B A0BOJIbHO HECOBEPLUEHHOM
MexaHu3Me NpU3HaHuA, KoTopas cyllecTByeT B Poccun. MHe KaseTcs, TONbKO MO 3TON MpUYMHE Noka He
BBEfeHbl B KyNbTypy CbeMKkM «KosiekmusHeix delicmauli» unu, Hanpumep, AbanakoBoii n Muranosa, 3a-
xapoBa, Ncaesa u Kyckosa, OcMonoBckoro, bpeHepa, Kynnka, neaallue Ha NOBEPXHOCTU U 3KCMOHMPYEMble
nocneaHee BpeMs Bce 6onblue U bonblue.

0pHako 3anucbiBaTb 3TOT MaTepuan B KOHBEHLMOHA/bHbIA BUAE0APT TOME NPeMAeBPEMEHHO, MOCKONbKY ero
aKTUBHOE MOJIOMEHNE B KyNbType ropasao uHTepecHee. MNpobneMaTka aBTOAOKYMEHTALMM, PEKYPPEHTHO K-
rypupytoLian B paboTax pasHbiX XyA0MHUKOB, MOKa elle Aaneka OT NpU3HaHWA He ToNbko B Poccum, HO U B UH-
TepHaLMoHanbHOM cucTeMe. B kauecTse npumepa ykaxy Ha paboty Onbru Kucenesoit (Meaay NpounM, B pas-
[fene NpeAcTaBNsioLLei Napuakckyio cueHy) Plane, B KOTOpOit co3naHHas eto 6aHanbHas BUAEOAOKYMEHTaLMS,
[0BO/IbHO TOYHO BbIPaM*aeT 0co6YH0 YyBCTBEHHOCTb NEPEXUBAEMOr0 HAMM BPEMEHHOMO COCTOSHUS.

Coto3 Buaeo u nepdopMaHca, BOSHUKLLKIA CHaYana kak pa3 B ¢opMe AOKYMeHTaLMK, BOObLLEe peLlalowwum
06pa3oM NoBAUAN Ha UCTOPUIO BUAeOapTa kak Ha 3anage, Tak u B Poccuu. Cuutaertcs, uto Ham JxkyH Mantk,
nokynas 4yTb N1 He NepByio NOPTaTUBHY kamepy Sony, nossuLytocs B 1965 roagy, pykoBoacTBoBanca
HEeo6X0AMMOCTbI0 33[10KYMEHTUPOBaTL NeppopMaHckl «Drokcyca» B Hiblo-Mopke. B Poccun nogo6Hoe no
3HauMMocTH cobbiTue npousoluno, korga CabuHa XeHcreH npusesna B 1983 unu 84 rogy Buaeokamepy,
YTo6bl CHUMaTb akunKn «KosrekmusHsix delicmauli».

MocnegHuit dakT NpuMeyaTenieH Tem, YTo JEeMOHCTPUPYET OTCTaBaHWE PYCCKOW XYAOMECTBEHHOW CLEeHbl
noutn Ha 20 net. loBOpIO 3TO He B KayecTBe KPUTUKKU. XyAONECTBEHHAs XPOHONOIrUM AEMOHCTPUPYET Kak
pa3s obpaTHoe, a UMeHHo, uTo B CoBeTckoi Poccumn Bce MHHOBaLMK BOCMPUHUMANUCh BYKBaNIbHO C Mbify, C
Mapy. JlereHgapHbivi CnensiH HaYan akcnepuMeHTUPOBATb C #UBOMUCHBLIM XEMNMNEHUHIOM eLle B KoHue 50-x,
YyTb 11 He paHblie Kanpoy u [laiHa. B3saTb xoTa 66l AMHaMUKy 06pa3oBaHWUs rpynmn, Tak UAKM UHAYe 3aHu-
MaBLUMXCA XyAOMECTBEHHbIMU gencTBUAMU. 1962 — obpasyeTtcs rpynna «JeusseHue». Ha npoTaeHum
70-x yCTpamMBaOTCA akLUMM TakUMK XyAOMHUKaMK, kak Komap u Menamud, Powans, epnosuHsl, «Myxo-
Mopbi». 1976 — HaunHalTca akumn «KosnnekmusHeix delicmauli». 1980 — HaunHaeTcsi nepdopMaHcHas
akTuBHOCTb « TOTAPTA». B 80-e roabl 3Ta AesiTeNbHOCTb Anst Poccun yae He HOBUHKA.

KoHeuHo, No cBOEMY pasMaxy OHa He MOMET CPaBHUTLCA C TeM, YTo npoucxoauno B EBpone, AMepuke n fino-
Huu. lMocne Toro kak Keiiaas 1 Monnok oTKpbINK Nocne BoiiHbl NYTb TOTabHO CBO60/AbI XYA0MECTBEHHOM 3KC-
naHcuuW, NocneaoBan Lesblil Bas XyA0MECTBEHHbIX NMPAKTUK, OCHOBAHHBIX HA JINYHOM, TEIECHOM BOBJEYEHUM
XyOOMHUKA B CTUXUIO UckyccTBa. MnoHepamm 3gech bbinu: rpynna «lutait» B finoHuu, Anan Kanpoy u Jxum
[aviv B AMepuke, ben Botbe u U KnaiH Bo ®Opaxuum, MNbepo MaHuonu B Utanuu, «®niokcyc» B FepMaHum,
Tunbbept u xopa B bputanuu, Nepman Huuw v LLisapukornep B ABcTpum.

To, 4TO MPOUCXOAMIIO Ha PYCCKON XyA0MECTBEHHOM cLeHe (0CO6EHHO ecin y4YecTb, YTO BCe 3TO COCPeao-
TaumBanocb B Mockse), 6b110 cONOCTaBUMO C 3anajoM B CMbIC/Ie Pa3BUTOCTY MOAEPHUCTCKOO NpoLecca.
Ho B TeXHUYECKOM OTHOLLEHWUM pyCCKUE XYAOMNHUKMN BbinK OCHaLLeHbl ropasao cnabee. OHM NpaBAaa NbiTa-
JIUCb BOCMOJIHUTL OTCTaBaHWe C MOMOLLbI0 CPEACTB KUHO, Tak GuNbMbl 3Be304eToBa AaTUPYIOTCA cepe-
OuHOM 70-X, HO TO, YTO UHTEHLMUU He BbINN peann3oBaHbl U OTCTaBaHWe B pa3BUTUM BUAeoapTa ABNSETCA
GaKkToOM, BO MHOIOM KOHEYHO, 06 BACHAETCS HEA0CTaTOMHON MaTepuanbHO-TeXHUYecKol 6a3oi.

Ha 3anage Bugeo Havanocb ¢ 1965 roga c nosiBNeHneM 0THOCUTENBHO feLUeBbIX Buaeokamep Sony. B koHue
60-x — Hayvane 70-x rogos [aik, ®octenb, HaymaH, Pocnep, AkkoHuu, Iepu, Posenbax, IkcnopT, bpy-
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On the other hand the post-modern object of art shows an enviable evasiveness, like that of a Russian fairy
tale dough boy, Kolobok, escaping the system’s attempt to fix it. The contemporary artist consciously plays
with its ephemeral qualities. Nowadays the fact that this material continues to provoke the question of it be-
ing art at all only serves to strengthen its position in contemporary culture.

| believe that the paradigm revealed can be used by analogy regarding a rather substantial layer of video
material left as a result of art actions of the 1980s and the 1990s. Video documenting those intentions
of art expansion that are automatically acknowledged by the system of representation becomes a screen
form. The difficulty is only in a rather imperfect mechanism of acknowledgement existing in Russia. | be-
lieve that it is the only reason why the footage of the Collective Actions, or for example, Abalakova and Zhi-
galov, Zakharov, Isaev and Kuskov, Osmolovsky, Brener and Kulik are not introduced into culture, although
they lie on the surface and are recently exhibited with a growing frequency.

However it would be premature to classify this material as conventional video art, as its active position
within culture is much more interesting. The problems of auto recording recurrently featured in the works
by various artists are now far from recognition not only in Russia, but also in the international system.
As an example | would like to point out a work by Olga Kiselyova, Plane (who is by the way representing
the Parisian scene in this section), in which a banal video record rather accurately expresses the special
sensuality of the temporal state experienced by us.

The union of video and performance that has originally emerged in the form of documentation had all in all
a crucial influence upon the history of video art both in the West and in Russia. It is thought that Nam June
Paik, buying almost the first portable Sony camera, which appeared in 1965, was motivated by the neces-
sity of recording the Fluxus performances in New York. In Russia an event of similar importance would be
Sabine Haensgen bringing a video camera in 1983 or 1984 to film the Collective Actions’ actions.

The last fact is notable in showing the Russian artistic scene lagging behind for almost 20 years. | don't
mean this as a criticism. The artistic chronology demonstrates, on the contrary, that in Soviet Russia all
innovations were accepted literally “red hot". The legendary Slepyan started experiments with visual art
happening as yearly as the late 1950s, maybe earlier than Allan Kaprow and Jim Dine. Let us take for ex-
ample the dynamics of group formation in the field of art actions. In the 1962 the Dvizheniye (Movement)
group is formed. During the 1970s actions are performed by such artists as Komar and Melamid, Roshal,
the Gerlovins and the Mukhomory (the Toadstools). In 1976 the Collective Actions’ actions start, in 1980 —
the performance activities of the Totart. By 1980s these practices are no longer new for Russia.

Of course, it cannot in its scope be compared to what was happening in Europe, the USA and Japan. After
John Cage and Jackson Pollock have opened the post-war way of total freedom of artistic expansion, there
followed a huge wave of artistic practices based upon personal, bodily involvement of the artist into the
element of art. The pioneers here were the Gutai group in Japan, Allan Kaprow and Jim Dine in the USA, Ben
Vautier and Yves Klein in France, Piero Manzoni in Italy, the Fluxus in Germany, Gilbert G George in the UK,
Hermann Nitsch and Rudolf Schwarzkogler in Austria.

What was happening on the Russian art scene, especially if we take into account that it was all focused in
Moscow, was comparable to the Western scene in the sense of development of the modernist process. But
technically the Russian artists were equipped much worse. They have tried to remedy it with the means of
cinema, to wit Zvezdochyotov's films that date from the middle of the 1970s. But these intentions were not
realized and the gap in development of video art is a fact is for the most part explained by the inadequate
material and technical resources.

In the West the rise of video can be dated from 1965 when relatively cheap Sony cameras appeared on
the market. By the end of 1960s to the beginning of 1970s Paik, Vostell, Nauman, Rosler, Acconci, Gerz,
Rosenbach, Export, Bruszewski and many others already used video technology to explore a range of
problems which can be narrowed down to the idea of physiological, bodily reclamation of video space.
Video and television space have become a focus of close attention of the artistic thought, therefore this
stage of its development is marked by such a great number of formal experiments where performance
played a significant role.

Russian artists have joined the development of video art during a later stage, when video stopped to be the
art's terra incognita. The artistic thought has recognized video as a sound visual means, as a tool enabling
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MEBCKMIt U MHOMME pyrue yMe WUCMoNb30BaAW BUAEOTEXHUKY ANA WCCNEAOBaHUA LENoro komnnekca
npo6neM, KOTOpbIe MOMHO CBECTU K UAee PU3N0NOrMYecKoro, TeECHOro 0CBOEHUS BUAEOMPOCTPAHCTBA.
Buaeo- 1 TenenpocTpaHCcTBa CTaAW UHTEPECOM MPUCTANbHOrO BHUMAHWSA XYA0MECTBEHHOW MbICIM, MO3TO-
My 3TOT 3Tan pa3BUTUA OTMEYeH TakUM BONbLIMM KONMYECTBOM GOpPManbHbIX 3KCMEPUMEHTOB, B KOTOPbIX
nepdopMaHc Urpan BaHyH posb.

Pyccmle XYAOMHUKKN NpUcoeguHNNNUCD K pa3BUTUIO BUAEOoapTa Ha 6onee nos3gHeM 3Tane, korga BUAEO nepe-
cTano 6biTb Teppa UHKOTHUTO ANnA UCKYCCTBa. Xy,D,OPKECTBeHHaFI MbIC/1b MPU3HanNa Buaeo B Ka4yecTee NoJIHO-
LleHHOoro M306pa3MTeJ‘IbHOF0 CpeAcTBa, B Ka4yecTBe UMHCTPYMeEHTa, No3BOJiAKOLWEero nccnegosaTtb U BU3ya-
NIU3NPOBATb pa3NiMdHble acnekTbl akTyanlbHOro, Takne Kak I'IpOﬁﬂeMbl KONNeKkTUBHOIro 6ecc03HaTeanor0,
AOMUHMPOBAHNA U NOAABNEHUA, HOBOW TeMnopanbHOCTH, ¢0pMMPOBaHMH WOAEHTUYHOCTU N T.A4.

<..> B To e BpeMs ¢popmanbHo BuaeonepdpopMaHC HauMHaeT NpuobpeTaTb CBOMCTBO 3KpaHHOCTU. Ecnu
Ans NoHepoB BuAeonepdopMaHca Ux rMy6oKo NMYHOE OTHOLLEHWE C kaMepol 6bilo BaXHee, YeM C 3Kpa-
HOM, TO /19 COBPEMEHHOI0 BUAE0apTMCTa 3TO COOTHOLUEHUE NepecMaTpuBaeTcs. [laxe paboTas c kaMepoi,
XYAOMHWK PaccUYMTBLIBAET Ha MOCNeayloLLylo penpe3eHTaLmio. IKpaH oCcMbICNSETCA Kak WHTepdeiic Xyao-
MEeCTBEHHOr0 3KCMEPUMEHTa, BbIHECEHHDBI B MPOCTPAHCTBO CTOPOHHEro HabnoaaTens. 3To ABNAETCA Npu-
3HAKOM YCNIOMHEHUA NPeACTaBNeHUs 0 CTPYKTYpe NPOCTPAHCTBA, NOABMBLLErOCS B UCKYCCTBE B pesyibTa-
Te GopManbHbIX 3KCNEePUMEHTOB TPUALIATUIETHEN AaBHOCTK. 3aMeuy, YTO pasBUTHUE 3TOrO NpeacTaBieHuUs
crnoco6cTBOBANO LUMPOKOMY PacNpOCTPAHEHUIO MaHpa BUAEOUHCTANNALMMU.

Pycckue BUOEOXYA0MHWKM BCTYMNWAN Ha CLIEHY, KOr4a onMcaHHas NpoCcTpaHCTBeHHas KOHPUrypauus ctana
faHHocTbio. [T03ToMy nadoc Mx aKCNepMMEHTOB yae 0TYET/IMBO 06palLeH HapyKy, Ha 3KpaH, U 3a4acTyio
[l0CTaTOYHO eMOHCTpaTUBHO. TeHAeHUMs pa3BuTUA 3TOro Nnadoca cTana BegyLein ans suaeoneppopmaH-
ca Ha npotsaxeHun Bcex 90-x rogos. [laxe B TakoM GpopManbHOM BUAeo, kak «CBem 8 KOHUe MoHHens»
A. bensea u K. NpeobpaxeHckoro, 0TAaLEro AaHb paHHUM 3kcnepuMeHTaM [Maiika u Baitbens, otueTnmeo
npocfienBaeTcs BONIS k COLMANbHOI NO3MLMK, K KPUTUKE Macc-Meananu3auum BoitHbl. B pabote M'in PursaBbl
«0OHU 8ce apym» Mecce, 0bpaLLeHHbI HapyMy, yake JoMUHUPYeT. DopManbHbIi 3KCepUMEHT ¢ Buaeonep-
popMaHcoM, Ho NPOBOAMMBIV CKopee B NaHe A3blka, NpeacTaBnsatoT pabotel 0. Kynuka «KpacHas koMHamax»
1 M. UntoxvHa «TyHHesb», KOTopble TOMe Hafo MOHMMAaTb B CBA3W C OYEeHb JIMYHBIMU aJIlo3UAMU, NPUCYT-
CTBYHOLWMMU B 060nx paboTax. Ho Hanbonee oT4yeTnMBO TEHAEHLUMA UCNONb30BaHUS BUaeoneppopmaHc ans
nccnefoBaHUs peHoMeHa couManbHOro, Ha Mov B3rnsg, nposisunack B pabote [l. bynHbiruHa «/Tonax.

Cnepytolliee paccyaeHUe OTHOCUTCS YaKe K IKpaHHOMY BUAEO B ero raBHOM QYHKLUN — penpe3eHTUpo-
BaHuW. Meaua 3gecb Ucnonb3yeTca ANs nepeamciokalnm XyL0MecTBEHHOrO AeWCTBUA U3 aKTyaNbHOW MO-
[anbHOCTU B penpeseHTaTMBHYH. B oTnnuumn ot apeMepHoit fOKYMeHTaLMK, Kak B ciy4vae ¢ KonnekTUBHbBIMM
[encTBUAMM, 3TOT BUA BMAEO HE UMeEeT HUKaKUX NPeTeH3uit, YTobbl cTaTb apToOM, @ MPOCTO caenaH B opme
apTa. B kauecTse npuMepa MoxHo npuBecTyn paboTsl [1. 'yToBa, M. Yyiikosoin, E. KoBbinuHol. OgHako 1 B 3TUx
paboTax conpsxeHue neppopmaHca ¢ BUAEO NopoxsaaeT noboyHele cMbicnbl. Hanpumep, [. M'yToB, genan
$punbM 06 akuum obLuecTBa «Padek», MaHUMYIUPYET UCXOAHBLIM XYA0MECTBEHHBIM MaTepuanoM, NpeacTaB-
NAs y4ebHy0 BbIXOAKY MONOAbIX apT-aKTUBUCTOB Kak CO3HATE/IbHYI0 akLMio MPOTecTa, B AyXe MONOAbIX
60puoB 3a rpaMaaHckue npaBa KoHua 60-x. ToT #e caMblil 3N1eMeHT pefakTOPCKOro MaHWUMyNUPOBaHUS
xapakTepeH 1 AnA skpaHusauumn pabot M. Yyikosoii v E. KoBbinuHo.

CnegyeT 0TMeTUTb, YTO CErogHA 3KpaHHOEe BUAEO CTAHOBUTCA Haubonee 4eMOKPaATUYHbIM BUAOM apTa.
Bupeo B ycnoBusix 6eHOCTU POCCUNCKOW KYNbTypbl AaeT BO3MOMHOCTb PerMoHajbHbIM CLLEeHaM 0cy-
LWeCTBNATL CBOK 3QPEKTUBHYIO NpeseHTaLuto B peaepanbHOM U UHTEPHALMOHAIbHOM NPOCTPAHCTBAX,
M N03TOMY 3TU Meauna B koHue 90-x nepemnBaOT HAaCTOALWMI pacuBeT no Bcew Poccuu... OgHako B perno-
Hax MOAHas MOCKOBCKas 3apa3a nofBeprinacb KPUTUHECKOMY NEPEOCMbICIEHUI0 U 0boraTunach 0cobbiM
KOJIOPUTOM. PermoHanbHbI CTUNIb OTMEYEH XapaKkTepHbIM GbloMUHOM paanKkanbHOW TPaHCTPECCMBHOCTU
M TYNoBaTOCTU Macc-MeauNHOW NPU3LIBHOCTU, OCMbIC/IEHHOW 3[4eCb Kak MOLLHbIA CTUMY/ COBPEMEHHOMO
TBOpYecTBa B Poccum.

TRANSITLAND THEORY: Constantin Bokhorov

the artist to explore and visualize various aspects of actuality such as the problems of collective subcon-
scious, dominancy and repression, the new temporality, the forming of an identity and so on.

<...> At the same time in its formal aspect video performance starts to acquire the qualities of screen-ness.
While for the pioneers of video performance their deeply private interaction with the camera was more im-
portant than interaction with the screen, for the contemporary video artist this correlation is being revised.
Even while working with the camera an artist takes into account the succeeding representation. Screen is
viewed as the interface of the artistic experiment, brought out into the space of the extraneous spectator.
This is a sign of a more complicated concept of the spatial structure that emerged in art due to the formal
experiments conducted thirty years ago. | would like to remark upon the development of this concept that
promoted the wide spread of the video installation genre.

Russian video artists have entered the stage when the spatial configuration described above has become
a status quo. So the pathos of their experiment is distinctly directed outward onto the screen, and this
is frequently rather emphatic. The tendency of this pathos development has become a leading one for
video performance during the whole 1990s. Even in such a formal video as Light in the End of Tunnel by
A. Belyaev and K. Preobrazhensky, which pays homage to early experiments by Paik and Weibel, there
can be traced distinctly a will to establish a social position, to criticize mass-medialization of war. In Giya
Rigvava's work They are all lying the outward directed message already dominates. The formal experiment
with video performance which is conducted more in the sphere of language is represented in works of
0. Kulik The Red Room and M. Ilyukhin The Tunnel which have to be interpreted in connection with very pri-
vate allusions present in both works. But most distinct this tendency to use video performance to explore
the social phenomenon, in my view, has manifested itself in the work by D. Bulnygin, Lola.

The following argument refers to screen video in its main function representation. Media is used here to
relocate art action from the actual mode into the representative one. As distinct form the ephemeral docu-
menting as in the case of the Collective Action, this kind of video doesn't claim to be art, but is just made
in the form of art. As an example the works by D. Gutov, M. Chuykova, E. Kovylina are presented in this sec-
tion. However even in these works the coupling of performance with video breeds illegitimate meanings.
For example, D. Gutov while filming an action by the Radek society is manipulating the source art material,
presenting an exercise prank of young art-activists as a conscious protest action in the spirit of the young
fighters for civil rights of the late 1960s. The same element of editing manipulations is characteristic for
the works by M. Chuykova and E. Kovylina.

It should be noted that nowadays screen video is becoming the most democratic art form. In the circum-
stances of Russian culture's poverty video enables the regional scene to realize effective self-represen-
tation in both federal and international spheres, therefore throughout all Russia at the late 1990s this
media has experienced a revival. In this section this tendency is illustrated by various works by regional
video makers (D. Bulnygin, V. Mizin, the SNK). Comparing the works by the SNK and by artists from Novo-
sibirsk the direction of regional video development can be shown distinctly. If the InsectArt shows a wary
criticism and even a kind of squeamishness towards the dominating modernist symptoms in culture, the
Novosibirsk cycle, on the contrary, demonstrates a full-fledged and unconditional “clinging integration”.
The latter appears to be a more successful strategy for leaving the provincial isolation. This strategy condi-
tioned by the influence of Moscow radicalism has been also assimilated by artists of other regional scenes,
for example, Izhevsk. But in the regions this fashionable Moscow “pest” has been critically reinvented and
enriched by a special local colour. The regional style is distinguished by a characteristic fusion of radical
transgressiveness and simple-mindedness of mass-media invocations, here reinvented as a mighty moti-
vation for contemporary Russian creativity.
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MapuHa NpMsuHUY

BugeouckyccTtBo Bo BpeMeHa ABOUCTBEHHOMo —
NOJIMTUYECKOro U TEXHONOrMYeCcKkoro — NepexoaHoro nepuoaa
B KOHTEKCTe cTpaH bbiBwen BoctouHon EBponbl

MapuHa lp#suHuY — dokmop Punocopckux Hayk, 3aHUMaem JosINHOCMb Hay4YH020 COmpYdHUKa 8 MHcmumy-
me ¢unocopuu ZRC SAZU 3 JlnbnsHe. OHa meduameopemur u kypamop, pabomakuwjuli ¢ sudeoapmom ¢ 1982
20da. Bvecme ¢ AtHoU LLmud oHu seinycmurnu bosniee 30 sudeoapm-npoesmos, KOpomMKoMempaMsHeIX GUTbMOG,
MHOMSECMB0 BUA0-U MeduauHcmanIayud, Heckonsko aeb-calimoa u uHmepakmusHsix CO-ROM (ZKM, Kapncpy3,
T'epmarus). Grzinic onybaukosana comHu cmamel u Hanucasa 5 kHue. Ee nocriedHsis kHuea — «PekoHempykyust
BbIMbIC/IA: NOCMCOYUAIU3M U pempoasaHeapd 8 BocmoyHol Edponex (BeHa: M130-80 Selene @ compydHudecmae
¢ Springerin, Bera, 2000).

BBeaeHue

Kak Bugeo- n MmeguaxynoxHuk (c 1982 pabotatowmii Ha npocTpaHcTae 6biBleit HOrocnaeum, cerogHAwHen
CnoseHuy, B JliobnsHe), a Tak#se TeOPeTUK U punocod, s CTpeMunach, NapaniensHo ¢ Moeil TBOpYecKoil aes-
TeNbHOCTbIO (OCyLLecTBAsIEMON B cOTpyaHUYecTBe ¢ AitHoit LLiMua), KypupoBaTb BUAEONPOEKTL M MeAMaapT
B CTpaHax 6biBLwel BocTouHoit EBponbl U uccnenoBaTh TEOPETUKO-KPUTUYECKUN KOHTEKCT. Al caenana no-
NbITKY B COOTBETCTBMM C 3TUMM Pa3HO06pa3sHbIMM 3aAa4aMu NOPBaTh CBOM CBA3M C CUTyaLIMEN CBOEro poaa
reTTo, KOTOpas yTBEPAAAeT NPOCTON reorpa¢pmyecknini NPUHLIMM Kak eAWHCTBEHHYI0 0cO6eHHOCTb Meaua
nckycctea Boctounon EBponbl. Ecnv 4T0-To M MOMKeT cunTaTbCca 0TNPABHON TOUKOW, XapaKkTepuayioLLeil 3ToT
nepuoa Moew JeATenbHOCTH (MPOACTMUTENBHOCTLIO B 27 NET), Tak 3TO NEPECMOTp, pe-KOHTeKCTyanu3auus
1 penonnTU3aLus BUAEO Kak Meana.

370T oYepk AenuTcs Ha ABe YacTu. B nepBoii s xoTena 6bl pacCMOTPETh TO, YTO A HA3bIBaK UCYE3HOBEHUEM
BUAEO-NPAKTUKKU U IKCTIEPUMEHTANIbHBLIX KOPOTKOMETPaMHbIX GUILMOB Ha TePPUTOPUM CTPaH bbiBLueit Boc-
ToYHoI EBponbl B HOBEWLIMX Knaccupukaumsx, apxusax W BbicTaBkax. CeroaHs 6biBluero BOCTOUHOEBpPONeii-
CKOr0 NPOCTPAHCTBA He CYLLECTBYET: OHO MCYE3/I0 CUMBOJIMYECKU, KOHLIENTYasIbHO, NOJIMTUYECKH, COLIMANBHO
B rN06anM3NpoBaHHOM MUPEe U He PACCMaTPUBAETCH Kak aKkTyalbHOE B HbIHELUHWUX AUCKYCCUSX O MONOMEHUM
BeLLeld, a TakM#e B UCTOPUM UCKYCCTBA U KYNbTYPbI, FAe peyb MAET 06 UCKyccTBE NocnefHNX fAecATuneTui B Es-
porie 1 Bo BceM MUpe. 3T0 NPOCTPAHCTBO MPOXOAUT Yepes GUNbTP MHOrOUNCIIEHHBIX 3KOHOMUYECKUX U CEKPETHBIX
30H, CO3AaHHbIX B EC Kak MpocTpaHCcTBa BTOPOro COPTa, PAacU/IeHEHHOE C MOMOLLbIO Pa3fMYHbIX 3KOHOMUYECKNX
1 3aKOHOAaTeNbHbIX NpoueccoB. OHO MOPOI NPKU3paYHO HaNOMUHAET 0 cebe B AHM NaMsATK, Hanpumep, B 20-t0
rof0BLLUMHY NafeHNs BepNnHCKOI CTeHbI.

['naBHo Npo6neMoii cTano To, 4TO UCKYCCTBO, CPEACTBA MAaccOBOM MHGOPMALIMK, COLManbHbIE U MOAUTUYe-
ckue MeToauKkK u npouecckl B BocTouHoi EBpone He 6binn KOHTEKCTYanM3MpoBaHbl Ha PaBHbIX C APYrUMK
npocTpaHcTBamu. [ns Hero BbIAENANUCH TONbKO «CMeLnanbHbie» NPOrpaMMbl U CMIMCOK TEM.

CHoBa u cHoBa BocTouHas EBpona 3To MpocTpaHCTBO cneuuanbHblX NporpamMM/BbICTaBOK, Ny6aMKaLmii, obu-
NEeB UNN laMe «KHEBEPOATHOIr0 MHTEPECa» YrPaBNeHYECKNX CTPYKTYP YaCTHLIX Kopropaumi (KoTopble y6e-
[atT caMu cebsi B TOM, YTO UX OCHOBHOWM MOTUBALMEN ABAAIOTCA HE AeHbIM UAW pacnpeseneHue kanutana,
a TO/IbKO YMCTBIN U MOASIMHHBIA CEHTUMEHTA/IbHLIN NOpbLIB K 6opb6e 3a AemMokpaThio) 1 T.4. KoHeuHo, B 60nb-
LUMHCTBE cNlyYaeB bnaroaaps NogpobHOMyY aHanu3y CTAHOBUTCS ACHO, YTO 3TW MPOrpaMMbl, B KOHEYHOM UTOrE,
6b11M NPAMOJIMHEHBIM NPOLLECCOM pacnpeaeneHus kanutana. 3T1 Npouecchl COBMaaalloT ¢ — no bonblueit
4acTW BpeMeHHbIM — UHTepecoM EBponeiickoro Coto3a, BO3HUKLLIMM B NpoLEecce pasaeneHns BOCTOYHOEB-
ponencKkoro NPocTpaHCTBa Ha 0TAeNbHbIE 30HbI, C BBEJEHUEM 3KOHOMUYECKUX M 3aKOHOAATESIbHbIX OrpaHu-
YeHuit B 0c060 BbigeNeHHbIX 30Hax (Hanpumep, 3anaaHble BankaHbl u K0ro-soctoyHas Espona u 1.4.)
— B TeYeHue onpegesieHHOro Nnepuoaa.

B 2009 roay B lepmaHuu, Bo BpeMs npasgHoBaHusa 20-netus co gHA nageHua bepnuHckon cTeHbl npo-
3By4an nosyHr: «fpuesaite B cTpaHy 6e3 rpaHuu!» — s 6bl gobaBuna: u 6e3 namatu! Takum obpasom,
CNyCTs ABa AECATUNETUA, 3anafHble UHTENNeKTyanbl OnpeaennIm KOMMYHU3M Kak KoHLenumio byayuiero,

Marina Grzinié
Video in the time of a double,

political and technological transition
in the former Eastern European context

Marina GrZinié is doctor of philosophy and works as researcher at the Institute of Philosophy at the ZRC SAZU
in Ljubljana. She is a freelance media theorist and curator, and has been involved in video art since 1982. In col-
laboration with Aina Smid she has produced more than 30 video art projects, a short film, numerous video and
media installations, Internet websites and an interactive CO-ROM (ZKM, Karlsruhe, Germany). Grzinic has pub-
lished hundreds of articles and 5 books; her last book is Fiction Reconstructed: Eastern Europe, Post-Socialism

and the Retro-Avant-Garde (Vienna: Edition Selene in collaboration with Springerin, Vienna, 2000).

Introduction

Active as a video and media artist (from 1982 in the space of ex-Yugoslavia, today Slovenia, in Ljubljana),
as well as a theoretician and philosopher, | have tried, in parallel to my artistic work (done in collaboration
with Aina Smid), to develop contexts of theory and criticism, and to curate programs of video and media
art from the territory known formerly as Eastern Europe. | have attempted in these various engagements
to de-link myself from a certain ghetto situation that establishes a simple geography as the only specific-
ity of the medium from Eastern Europe. If anything can be declared as the point of departure in this long
period of my activity (27 years), then it is the redefining, re-contextualising and re-politicisation of the
video medium.

The present essay is divided into two parts. In the first part, | would like to reflect upon — despite the
Transitland project and other similar programmes — what | call a disappearance of the practices of video
and experimental short film from the former Eastern European space in recent categorisation, archiving
and exhibitions. Today, the former Eastern European space is nonexistent: it has vanished symbolically,
conceptually, politically and socially in the global world and is not considered a relevant counterpart in
current discussions on the state of things as well as histories of art and culture in recent decades in Europe
and the world. It exists as filtered through numerous economic and security zones established by the EU
as a second-class space, dismembered through different economic, legislative and security processes.
It reappears as a ghostly entity on the occasion of memorial celebrations, as in the current case of the
20th anniversary of the fall of the Berlin Wall.

What has become a major problem then, is that art, media, social and political practices and processes
from Eastern Europe are not contextualised equally with other spaces. What is reserved for us is only as
a “special” program or an agenda. Time and again, the Eastern European space is the special programme/
exhibition, publication, for an anniversary, or even of a “miraculous interest" of private corporation mana-
gerial structures (who deceive themselves that this is not about money or allocation of capital, but that
their interest is the result of pure and almost genuine sentimentalism for democracy), etc. Of course, in
most cases, a precise analysis will clearly indicate that these programmes are ultimately straightforward
processes of the allocation of capital, and that they coincide with the EU's always temporary interest
established through the processes of zoning in the former Eastern European space, with the economical
and judicial restrictions on a specially established zone of EU interest (Western Balkan or South Eastern
Europe, etc., ad infinitum) — for a certain period.

As it is proclaimed by Germany in 2009, celebrating its 20th anniversary of the fall of the Berlin Wall, “Come
to the country without borders!” — | will say add: and without memaory! Thus, after two decades, Western
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XOTS HUKTO U3 HUX COBEPLUEHHO He KacaeTcs BOMPOCOB HacTosLLero. McTopus MepTBa, byayLuee NeXuUT Ha cTone
neperoBopOB, @ HACTOALLEr0 MPOCTO HE CYLLECTBYET.

BTopas YacTb acce BKAOYAET TEOPETUYECKYI0/KOHLENTYasIbHYH/MONUTUYECKYI0 FEHeaNormio COBPEMEHHOro
BUAeO0apTa, kKMHeMaTorpapuyecknx 1 nepGpopMaTMBHLIX METOANK W MONUTUYECKOrO NPOCTPAHCTBA Ha Tep-
puTopum bbiBLIE BocToYHOW EBponbl. 3aeck AeKOHCTPyMpyeTcs eAMHCTBEHHAs M 0bLLenpuHATas coBpe-
MeHHas 3anagHas UCTopus BUAEO- U MeanaapTa (KoHuenuTyanbHoe, body art u nepdopmaHc), HaBsA3aHHyO
KanuTanUCTUYECKUMM CTPaHaM1 NepBoOro MUpa.

311 Te3nckl 6asupyTCca Ha MOeM NpoekTe paspaboTkn TeopeTMYecKomn, MONUTUHECKON U KOHLEMNTyanbHON
CTPYKTYpbl anbTepHAaTUBHOW UCTOPUM MUPOBOr0 BUAEO WM IKCMEPUMEHTANIBHOMO KMHO, NPUHUMas B Kaue-
CTBE LIeHTPa 3KCMepUMeHTanbHOe KUHO U Buaeo bbiBluelt BocTouHoi EBponbl. fl ccnenyto BO3MOMHOCTb
C03[aHus ApYroi UCTopuK BUAeo TeppuTopum bbiBlueit BocTouHolt EBponkl. BMecTe ¢ TeM, 1 xouy NoaHATb
BOMPOC O pe-MnoanTU3aLum Bceit 06nacT BUAEO B LiNIOM, MOCTaBMB NOA COMHEHWE NPOLeCChl YCTaHOBEHUA
reHeasiorum v HanMcaHusi UCTOPUM TeX NPAKTUK U MHTEPBEHLMI, KOTOPbIe Mbl Ha3blBaeM TepMUHaMU BUAEO,
BMAE0APT U 3KCMEPUMEHTANIbHOE KWMHO, U KOTOPble MPOMCXOASAT U3 MUPa 3a Npefenamu KanuTanuctTuye-
CKUX Pa3BUTbIX CTpaH. [logpasymMeBaeTcs, YTO 3anafHas uctopuorpadusa U coBpeMeHHble TeopeTuyeckmne
OUCUMMNANHBI He crocobHbl paboTaTb ¢ TakMMK reHanorusMu. CtpaHsl BToporo mupa — 6biBlueit Boctou-
Hoit EBpone — 6biiv coBepLUeHHO UCKIOYEHbI U3 MpoLecc UHTepnpeTauumn, U Ans HUX 0CTaBajMCb TONIbKO
[iBe NMHUM BoCTpuATUA U nepepaboTku. Ha 3anage npeobnapaet onpeaeneHHas 3TMKa «XOPOLLEro TOHa»,
OrpaHM4YeHHas HeMUCaHHbIMU NpaBuUnamMu 1 06bl4asaMm: «He TporaTb», «MOCTOPOHHWUM BXOJ BOCMPELLEH»
M T.A., — T.€. M0 CYyTU, NPeApacCyAknU U Pacu3Mm.

Yactb nepean: KpaTKaﬂ ncropua rnoﬁanmauuw n nMnepuannsma
MpepnoeHve, npuaymanHoe xyaoxwHuuei LWennon Kamepuy us bochum u MepueroBuHbI:

« Hem epaHuy, Hem epaHuy, Hem e2paHuy,
HUKaKUX e2paHuy, HUKaKkux epaHuy, HUKakux 2paHuy, —
MOof Mevmax».

— Kak npousBefeHue UckyccTea (umtupyetcs #ypHanom Kontakt Erste Bank Group, B pamMkax MHTEpPBbIO
¢ Kamepuu «Ceo6opa 61M3Ka») pacCMaTpUBaET «rpaHNLbI» Kak MOHATUE Pa3pyLINTeNbHOe W BBEAEHHOE
HaCUIbHO B YCIOBMAX COLMANbHOIO, TEPPUTOPUANBHOIO, U XYAOMKECTBEHHOrO rOCMOACTBA COBPEMEHHOIO
rnobanbHoro KanutanuaMa. Takum 06pasoM, UCHE3HOBEHME FpaHUL, CieflyeT pacCMaTpUBaTh Kak MenaHue
HakoHeL-To 0bpecTu cBobogy.

WcuyesHoBeHWe rpaHuL, KaeTcs, CTaBUT NOCNEAHI0n TOYKY B UCTOPUM YCMELIHOro YCTPONCTBA COBPEMEH-
HOro M1pa. 3To TOYKa, BOKPYr KOTOPOM TakMe KOHCTPYMUPYETCA MCTOPUS, B OTHOLLEHUN BepanHcKoii cTeHbl,
pasgenusuei BoctouHyto n 3anagHyto EBpony. Ho denaHue, BoickasaHHoe Leinnon Kamepuy, yase akTus-
HO MCMONb3YyeTCA Kak NorMKka ncTopusauumn nafeHns bepnnnckoii cTenbl. B aBryctoBckoM HoMepe ypHana
aBunakoMnanum Lufthansa 3a 2008 rog Ha 6-1 cTpaHuue 6bina nonHocTpaHMYHan peknaMa HeMeukoro Ha-
LIMOHaNbHOr0 coBeTa No TypusMy o06bsABAseT o ToM, 4To B 2009 rogy byaeT oTMeyaTbes lobuneiiHoe npasa-
HOBaHMe ABaALATON FOAOBLUMHBI NafeHNs bepanHCKoi CTeHbl, UCNONb3yA peknaMHbli cnoraH: «[obpo no-
Manosatb B CTpaHy 6e3 rpaHuu». [lanee B peknaMHoM ob6bsBAEeHUM roBopunoch, YTo bepnnHckas creHa
CUMBONM3MPOBANa 3MoXy XON0AHON BOWHbI U paspeneHne epmaHun u Bceit EBponbl Ha BOCTOYHYIO U 3a-
nagHyto Yactu (go 1989), npocywecTsoBasiuee B TeyeHue 28 net. Ho B HacTynaswewm 2009 rogy, cnycta
20 net c MoMeHTa BOCCOeAMHEHUSA [epMaHnK, B CTPaHe MOMKHO BbINI0 YBUAETL NIULLIL KPOLLEYHbIE OCTPOBKM
Toro BpeMeHu (M A xoTena 6bl 406aBUTb, MOKA OHW HE UCUYE3HYT MOJNHOCTLI). TakMe B 06bABAEHUM MOBO-
punocb, Yto 6opbba 3a NyyLwmnin Mup B BoctouHoi MepMaHnm Havanack ¢ uepkeu CB. Hukonas B Jleinuure.
B BocToyHoit EBpone npoxoauT o4eHb ABCTBEHHbIN NapanienbHblii NPoLecc 3axBaTa KOMMYHUCTUYECKOTO
PEeBOJIOLMOHHOI0 NMPOLLNOro XpUCTUAHCTBOM. [T0APO6HbI aHanu3 NokasbiBaeT, 4To 060pOT KanuTana u no-
CTeneHHbIN 3aXBaT rereMoHWK B EBpone XxpucTaHCTBOM No ceit AeHb MAyT pyka ob pyky!

fl Morna 6bl yTBEpMAATb, YTO, HECMOTPA Ha Halle OLYLUEeHWEe TOro, YTO U3-3a HEBUAWUMbBIX IPaHUL, MUPO-
BOE NPOCTPAHCTBO, UMW, TOYHEE, MPOCTPAHCTBO Pa3BUTLIX KAMUTANUCTUYECKUX HEO-NBepanbHbIX CTPaH, He
MOMET bbITb OTKPBITBIM U MOBU/IBHBIM, Mbl AONMHbI AYMaTb MHaYe. C 04HOM CTOPOHLI, Mbl BUAUM NpoLEcc
HeBepOATHOW CMeHbl NO3ULMIA, KOTOPbIN He NO3BOJIAET HaM B MOJHOW Mepe NPUHATL BUAeHWe NPoCTPaHCTBa
COBPEMEHHOr0 UCKYCCTBA U KYNbTYpbl, COLMANbHOE U IKOHOMUYECKOE Kak 3aKkpbiToe rpaHNuLLaMK, a ¢ Apyron
CTOPOHbI, Mbl BUOUM UCYE3HOBEHWUE MPaHML, KOTOPble YETKO YCTaHaBNUBA/W Pa3fesieHne MUpa B NPOLLJIOM,
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intellectuals have discovered Communism as the concept for the future — though none speak about the
present. History is dead, the future is on the table, and the present simply does not exist.

The second part of the essay comprises a theoretical/conceptual/political genealogy of contemporary vid-
eo, film and performative practices and political spaces in the former Eastern European space, dismantling
the singular, established, contemporary Western history of video and media art (conceptual, body and
performance) imposed by the Capitalist First World. These theses stay firmly grounded in my endeavour to
develop a theoretical, political and conceptual framework for a different history of video and experimental
film in the world, taking experimental film and video productions from former Eastern Europe as its centre.
| develop the possibility of establishing a different history of video that comes from the territory once
known as Eastern Europe. With this move, | attempt to open up the question of the re-politicisation of the
field of video in general, questioning the processes of establishing genealogies and histories of practices
and interventions termed as video, video art and experimental video that come from worlds outside the
Capitalist First World, implying that Western historiography and Western contemporary theoretical writ-
ings are not capable of dealing with such genealogies. The Second World is the former Eastern Europe,
which vanished from the processes of interpretation, with only two lines of perception/reworking applied.
Prevailing in the West is a certain morality of good taste, bounded by unspoken rules and morés: “do not
touch”, “no trespassing”, etc. — in fact, prejudices and racist views.

Part one: A brief history of globalisation and imperialism
A sentence, coined by the artist Sejla Kameri¢, from Bosnia and Herzegovina:

“There is no border, there is no border, there is no border,
no border, no border, no border,
| wish.”

— as an artwork (recently quoted in the magazine Kontakt, of the Erste Bank Group, as part of an interview
with Kamerié¢ entitled “Freedom Comes") posits the “border” as a disruptive and imposed regulative force
within the various social, territorial, and artistic conditions of contemporary global Capitalism. Therefore,
the disappearance of borders is to be seen as a wish that would definitively bring freedom.

The disappearance of borders seems to be the final point in the success story of the constitution of the
present world. This is the point at which its whole history, in relation to the Wall that once divided East and
West (Berlin) Europe, is constructed, as well. But the wish put forward by Sejla Kameri¢ is already opera-
tive as the logic of the historisation of the fall of the Berlin Wall. In the August 2008 issue of the Lufthansa
onboard magazine, a full-page ad (p. 6) by the German National Tourist Board announces the year 2009.
The forthcoming 20th jubilee is presented as a celebration of 20 years since the fall of the Berlin Wall,
with the following slogan: “Welcome to a land without borders”. The announcement goes on to say that
the Berlin Wall symbolised the Cold War and the division of Germany and Europe into East and West (until
1989) for 28 years. But in the coming year of 2009, representing 20 years since the Reunification of Ger-
many, it will be possible to visit in Germany only some remainders of that time in Europe (and | would add,
before they vanish completely). In this announcement, it is stated that the revolution for a better world in
East Germany started at St. Nicholas Church in Leipzig. A very clear parallel process is going on in Europe
with regard to the overtaking of the Communist revolutionary past of the East of Europe by Christianity.
A precise analysis of the circulation of capital and of the hegemonisation of Europe by Christianity will
show these two processes as going hand in hand historically and currently!

| could claim that despite our feeling that invisible borders prevent the space of the world, or to be precise,
of the First Capitalist Neo-Liberal global world, from being open and mobile, we nevertheless have to think
differently. On one hand, we see the process of the unbelievable circulation of positions that prevents us
from fully accepting the thinking of the space of contemporary art and culture, the social and economical,
as being foreclosed by borders, and on the other, we see the disappearance of the borders that firmly in-
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BO BpEMEHa UMMEepUaNUCTUYECKOro Kanutanuama. To, YTo Mbl AedCTBUTENIbHO HabnogaemM — 3To pacnag
rpaHuL, No KpaiiHel Mepe, Kak 4acTb UOE0N0rMYeckoro, AMCKYPCMBHOMO NpoLecca peopraHusalummu HoBom
EBponbl 1 Bcero mupa. To, Yero #enana Leiina Kamepuy, ye peanbHo paboTaet B HoBol EBpone. 310 no-
3yHI ceroaHsALHen MepMaHuu, c KoTopoit oHa oTMeyaeT 20-neTHUI lobunei co AHS CBOEro BOCCOEANHEHWS.

B uem e 3aknoyaeTcs peHOMeH, KOTOPbIA Mbl MOMEM YBUAETb, €C/IU BHUMATE/IbHO PACCMOTPUM pasfuny-
Hble Nornyeckne MexaHusMbl QyHKLMOHUPOBAHUS B MOJIMTUYECKOM MPOCTPAHCTBE, a TeM 6onee B paMkax
MCKYCCTBA U KyNbTypbl HoBoW EBponbl B HacTosLiee Bpema? CTaHOBUTCS 04EBUAHLIM OTCYTCTBUE UHTEPECA
K UCKYCCTBY U KynbType W3 bbiBLLUei BOCTOYHOM EBponbl. 3To He poMaHTUYeckoe pa3oyvapoBaHWe U He Mo-
BOJ ANA FPYCTU: HE3aMHTEPEeCOBaHHOCTb 3Ta CBA3aHa C 3ckanauuein BCeX KPYrHbIX BbICTaBOK U 6ueHHane,
KOTOpble AEMOHCTPUPYIOT KafAHbI anneTuT no NoBoay paboT XyAoMHWUKOB TPETbEro MUpa, B OCHOBHOM, U3
A3uu v JlatuHcrkon Amepuku. lNpolunoe pasgeneHve v UAEONOrMs pasnuymnii BHyTpu EBponkl paccmatpu-
BaeTcs kak NpenaTcTBue AnsA npouecca o6opoTta ¢uHaHcoBoro kanutana. Ecnu Mbl Begem cebs Tak, byato
cywecTeyeT eamHoe npoctpaHcTeo (EBpona), To He TpebyeTca nefanupoBaTb BKOYEHWE MYTEM WUCKII0-
YeHMI; OCTaTOYHO BECTM CebA Tak, kak BYATO HUKAKMX PAa3NnYMil K He cyllecTByeT 6onblie (4To Aokasan
Kutait B cnyyae c onuMnuiickumu urpamu!). Mbl Bce paBHbI B pamMkax MpoLecca «3Bakyauun», KoTopylo
[3sup Xapeu B «Kpamkol ucmopuu Heonubepanusma» (2005) Ha3blBaeT «HaKOMIEHUEM Yepes U3bATUEY.
370 — NpoUEecC U3bLATUA, CTUPAHUA NIOBLIX PasNnNYNil, Koraa Heo6XoaMMo — NPUMEHAETCA 3aKoH (Hanpu-
Mep, HeBepoATHasA 3akoHoaaTeNbHas nonuTMKka EC, MoHATb KOTOPYIO MOTYT TONbKO 3KCMEPTbI) WK LeNbli
Habop MHCTUTYLMOHANbHBIX, 3aKOHOAATENbHbIX, BIOPOKPATUYECKUX, UHDPACTPYKTYPHBIX, TEOPETUYECKUX
1 KYNIbTYPHbIX MPOLECCOB, KOTOPble BBOAATCA MECTKO UIN «KMATKO».

BonoHckuit npouecc pe¢popMbl EBPONENCKON CUCTEMBI BbICLLIEr0 06pa30BaHus ABNSETCA NPEKPACHbLIM Npy-
MEpOM 3TOr0 YHUYTOMEHUS rpaHuL. MNpouecc «HakonneHus Yepes U3bATUE», NOMANYN, Yae He npuMe-
HseTcs B EBpone, Tak kak OH AIKo6bl 30ech yae 3aBeplunica (6narogaps Hemeukomy nosyHry 2009 roga,
3TO COCTOSIHWE CLEMEHTUPOBAHO, Tak CKAa3aTb, Kak Peann3oBaHHbIN MPOLECC), HO ero NPOSBAEHUA MOMHO
HabnaaTh B Apyrux MecTax: CTpaHax TPETbero M1pa, HarnpuMep.

lMpouecc ncyesHOBEHMA rPaHuLL, Kak A MbITaloCb KOHLENTYaNIU3UPOBaTh ero 34echb, — 1 Moe YTBepMKaeHue,
4TO MeyTa 06 3TOM MpakTUYecku ocywecTeunacb (Hanpumep, 06Ban Ha Yonn-cTput NpuBen k NageHuio
APYrvX MUPOBbLIX PbIHKOB, B COOTBETCTBUM C «3(GEKTOM JOMUHO») — Ha CaMOM [efle, 3TOT NPOLEecC CBA3aH
c obopoToM kanuTana. 0AHUM K3 Takux npoleccos, 6e3ycnoBHO, ABNAETCA KHAKOMIEHNEe Yepes UbATUEY,
rnoj KOTOpbIM NoapasyMeBaeTcs M3baBieHWe OT PasfNYMiA MW NPOLIECC JIMLLIEHUA 3TUX PasNUUMiA NyTem
orpabnenusi. Bropoii npouecc, ¢ KOTOpbIM Mbl CTaNkMBAeMCS CErofiHs — 3TO UMMepuannsM pacnpocTpa-
HeHus. Maiikn XaacoH B ceoen khure 1972 r. «Cynep-umnepuanusm» (nepeusaaxa 8 2003)", rosopur, uto
BMECTO KpU3HKCa, KOTOPbIif 3aTparMean AUCTpMbyLMIo, CEroAHs Mbl ABASieMCS cBUAETEeNsAMU 06paTHOro Npo-
Lecca, uMnepuanuaMa pacrnpocTpaHeHusi. Ho 4Tobbl NpuitTM K UMNepuannsMy TUpPaMKMUPOBAHWA ceitvac,
HYMHO nwnTbea Beero. B 1972 rony XafcoH yae roBopun, YTo rpaHuLibl, KOTOpble He JOoMycKalT — Unu
popmupyioT npobensl B AUCTPUBYLMM, ByAyT YHUUTOMNEHBI UMMNEPMAnM3MOM pacrpoCcTpaHeHus. fl yTBepas-
fato, 4To 0ba 3TU NpoLecca — HaKoMAeHWe Yepes U3bATUE U UMMEPUAM3M PAcNpoCTPaHeHUss — creayet
paccMaTpuBaTh He kak MPOCTyio CMeHy GOpMbl HaKOMIEHNUs kanuTana (0TNPaBAAIOLLYI0 HaKoMIeHWe Yepes
U3BATUE HA 3aC/YMEHHbIN OTAbIX), HO OAWH U3 HWUX COAEPMMUT NapameTpbl Apyroro (U3bATUE), U NO3TOMY
NOMUHUPYET B HACTOALLUMIA MOMEHT.

LleHoi, KoTOpyto Mbl JONMHbI 3aMNaTUTb, CTAN0 MOMHOE U3bATUE BCEX HALIMX WAEN, B3rNAA0B U XapakTep-
HbiX ocobeHHocTel. Y KanuTana oAaHa Liefb — npubaBoYHas CTOMMOCTb — U 3T0 Honblue YeM NporpaMma
UN BCEJIEHCKUIA 3ar0BOP U3 FONIMBYACKOr0 dunbMa. 3T0 04epXMMOCTb — YeNoBeYecKoe MenaHue He Mo-
MET el NPOTMBOCTONATb Ha PaBHbIX. IMMepnanMam pacnpocTpaHeHus, NULLEHHBIM PasNuyui Kak OCHOBHas
NOr1Ka yCnoBwuii Ans NpoM3BOACTBa rNo6anbHOro GMHAHCOBOMO KanuTannu3Ma, NoapasyMeBaeT, Y4To NPoayK-
TOM NPOU3BOACTBA ABNATCA AeHbru. Ho Kak noapasymMeBaeT HblHEeWHWA KPU3MC, 3TOT My3bipb PaHO MK
nosAHo ToMe NonHeT. B KOHeYHOM cyeTe, CEroAHALIHNUI KPU3UC KaNUTANUCTUYECKON IKOHOMUKN MOMHO
onucaTb Kak npouecc crardasauum, T. e. auddepeHUManbHOW MHPNALMK Ha POHE CTarHauuu, 3T0 He TONbKo
3HAaK, HO M peannu3aLmsa HOBbIX TEXHOIOrMYECKUX NMPOLEECCOB KanUTann3aLmMn B CBA3M C HOBbIMU (pOpMamm
HaKoMNeHnsa kanuTana.

B npolunom rpanuubl 61y o4eBMAHbI: 06pa3 Apyroro, BUPTyasbHbIN CUMBONMYECKUI NOPSAOK, CETb, CTPYK-
TYPVPOBABLLAA U CTPYKTYPUPYIOLLAA ANA PeanbHOCTb, bbin TeM, YTo obecnevnBano HeKy yCTONYUBOCTD,
Tak ckasaTb. OHM BbIAM NOYTU rapaHTMpOBaHbl OT Nloboro BTOpMeHWs. CoBpeMeHHbIt MUp npeacTaBnAeT

1 /3sud Xapsu Hoawili MMnepuanu3sm: lpoucxoxdeHue u OCHOBHbIe NPUHYUNbI aMepukaHcko2o Mupogozo
locnodcmaa, JlondoH, Pluto Press 2003. KHuza nepBoHa4a/bHo Hasbieanace Cynep-umnepuanusm: IKkoHOMuYeckas
cmpameaus amepukaHckol Mmnepuu, Texac, Holt Rinehart 1972.
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stalled a clear division of the world in the past, as was the case in the time of Imperialist Capitalism. What
we actually see is a process of the disintegration of borders, at least as part of an ideological, discursive
process of the reorganisation of the new Europe and the world. What is presented by Kameri¢ as a wish
is already operative throughout the new Europe. This is the slogan of Germany today, with which it will
celebrate 20 years of its Reunification.

What is the phenomenon that can be observed if one looks attentively at the different logics of function-
ing within the space of politics, but even more so within the art and culture of the new Europe nowa-
days? We see a disinterest in art and culture that comes from the region of former Eastern Europe. This
is not to be romantic or sad: the disinterest must be clearly connected with the escalation of all major
exhibitions and biennials that show a special appetite for the positions of Third World artists, mostly
Asian and Latin American. The past divisions and ideologies of difference within Europe are seen as an
obstacle to the process of capital circulation, i.e., to the circulation of financial capital. Behaving as
though this is already one space (Europe), it is unnecessary to push any inclusion through exclusion; it
is enough to behave as if no differences exist any longer (as China proved with the Olympic Games!). We are
all identical through a process of “evacuation” that David Harvey defines in A Brief History of Neoliberal-
ism (2005) as “accumulation by dispossession”. This is a process of expulsion from the possession of any
possible difference; when necessary, a law is used (such as the unbelievable legislative policy of the EU,
which can only be followed by specialists nowadays), or there is a whole set of institutional, legislative,
bureaucratic, infrastructural, theoretical and cultural processes, which are abruptly or “gently” installed.

The Bologna process of reformulating the European Higher Education Area is an excellent example of this
tearing down of borders in Europe. The process of “accumulation by dispossession” is perhaps no longer
effective in Europe, as it is supposedly completed here (with the German slogan for 2009, it is cemented
as a process that is finally realised, so to speak), but one can observe its workings elsewhere: in the
Third World, for example.

The process of the disappearance of borders, as | try to conceptualise here — and my thesis is that the
wish is nearly complete (we only have to observe the Wall Street collapse and the world that is falling down
in a domino effect) — is, in fact, connected to the accumulation of capital. One such process is surely
accumulation by dispossession, meaning getting rid of, or being robbed of, any difference. The second
process is what we are facing today: the imperialism of circulation. Michael Hudson, in his Super Imperial-
ism from 1972 (republished in 2003)," says that rather than a crisis as regards gaps in distribution, today
we are witnessing a process contrary to it, which is “the imperialism of circulation”. But to come to the
imperialism of circulation today, you have to be dispossessed. In 1972, Hudson already announced that the
borders that were preventing — or forming gaps in — distribution would be removed by the imperialism
of circulation. | would state that both processes — accumulation by dispossession and the imperialism of
circulation — should be seen not as a simple cut between the modes of the accumulation of capital (send-
ing the accumulation by dispossession into retirement), but that one constituted the parameters (through
dispossession) of the other in order to dominate at the present moment.

The price to be paid is the total dispossession of all our ideas, stances and specificities. Capital has only
one agenda — surplus value — and this is more than a programme or a Hollywood film conspiracy. It is
a drive — and human desire is not an equal opponent against it. The imperialism of circulation without
differences, as the primal logic of the condition of the production of global financial capitalism, implies
that what is produced is money. But as the crisis implies, this bubble will also explode sooner or later.
Ultimately, the recent capitalist economic crisis, which can be described as a process of stagflation, i.e.,
of differential inflation amid stagnation, is not only a sign, but also the realisation of new processes of
capitalisation in connection with new modes of capital accumulation.

1 Cf. Michael Hudson, New Imperialism: The Origin and Fundamentals of U.S. World Dominance, revised
edition, London, Pluto Press 2003. The book was originally published as Michael Hudson, Super-Imperialism: The
Economic Strategy of American Empire, Austin, Texas, Holt Rinehart 1972.
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co60oit 6ecKOHeUHYI0 LMpkyaaumio (MMNepranuaM — OTAMYHAA KOHLEeNUMA ANA 0603HaueHUs 3TON 04epMsu-
MOCTH), KOTOpasA PacCMaTPUBAETCA Kak 6ECKOHEUHDbIN «APYMKECTBEHHbIN» 06MeH, NO3TOMY ANf TOro, YT06bI
136aBMTbCA OT 3KCMPONpPMaLMK, NopaboLLeHns, N HEO-KOJIOHUAbHON MHTEPBEHLMM KanuTana, CywecTeyeT
TONbKO OAWH METOA — KOOPAWHALMSA COBMECTHBIX YCUIUA.

B cnyyae HecyuiecTBytoLero y#e pasaeneHus EBponbl HYMHO OTMETUTb, YTO HaWMBONbLLYIO BbIFOAY OT UC-
Ye3HOBEHWS IPaHuL, Mony4aeT GUHAHCOBDINA KanuTasn. YTobbl NPoTONKHYTL NOJO6HYI0 NoOruKy, cneayeT noa-
pa3ymeBaTb MECTKWI NpoLiecc BbIPaBHUBAHUSA U HUBENMPOBaHUA BCEX CNOEB €BPOMNENCKOro U MUpOBOro
obliecTBa: 0T coumanbHoit chepbl A0 obpasoBaTeNbHON U KynbTypHOW. KpoMe Toro, 6bino HeobxoaMmo
YCTAHOBUTb OfHY U3 CaMblX XECTKUX MOJMTUYECKNX METOANK HA BCEM NPOCTPAHCTBE — HaKOMNeHue Yyepes
usbaTUE. [IpyruMu crnoBaMu, MECTHble 0COBEHHOCTM 6binu Npeobpa3oBaHbl B 3THUYECKUE UK 3THOrpadu-
Yeckue, 1 bbina chopMmpoBaHa 06LLas UCTOPUA U FreHeanornsa UCKYCCTBa, KybTypbl, HAYKH, U COLMANbHbIX
OUCUMNAWH, KoTopas bbina NpU3HaHa eAMHCTBEHHO BEPHOW: UCTOPUS KaNUTANUCTUYECKUX CTPaH, KOTOPbIN
nonHocTblo (ae-)ctabunuaupyet npowsoe, HacToswee 1 6yayliee BCero Mupa.

3TOT npolecc HanpsMylo CBA3aH C TeM, YTO Mbl 0603Ha4YaeM Kak rnobanbHyto anoxy kanutanusma. Kak
3aaBun CaHtbaro Jlonec MeTuT, 3T0 NOHATME 03HAYaeT rNo6aNbHbIA KanNMTanu3M, KOTOpbIA CUMBONIMYECKM
HaunHaetcs ¢ 11 ceHTsabpa 2001 roga (c paspywenus 6aweH-61u3Henos BcemupHoro Toproeoro ueHTpa
B Hbto-Mopke), n npepcTasnseT co60il PEKOHCTPYKLMIO HALMOHANBLHOTO FOCYAAPCTBA B YCNIOBUAX KpU3NCa
1 B popMe «BOMHbI C TeppopoMy». [NobanbHas anoxa AOMNYCKAaeT HEMbICIMMbIE 3aKOHbI, HACK/INE, 3KOHOMMU-
Yeckuin Kpusuc u To, Yto MeTUT HasbiBaeT NPUCBOEHWE peanbHOCTU KanuTann3MoM. 3T0 03HAYaeT, YTO Ha
CaMoM fene 3HaHWe, UCTOPUSA, MHCTUTYLIMK U COLMANbHO-MOMTUYECKOE MPOCTPAHCTBO CTaiN MOHOCTLIO
KanutanuctTuyecknmmn. TakuM obpa3oM, BCera 0CTaeTCA BOMPOC O TOM, KKyl MMEHHO UCTOPUIO Mbl Bbibe-
peM Ans NpucoefvHeHUs K Hallel MoUTUKe penpe3eHTaLmnm, U Kak Mbl 3aHOBO OMpPeAenuM Hallu No3nLuu
B PaMKax ofpe/esieHHOro CoLMUanbHOro, 3KOHOMUYECKOro U NOIMTUYECKOro NMPOCTPAHCTBA.

YacTb BTOpan: YCNoBMA BO3MOMHOCTU BMAeo- (KMHO)UCKYCCTBA
B BocTouHoi EBpone

(Buaeo)dunbM n / unun uaeo(dunbM)? Ha kapTy 3aech NOCTaBAEHO TO, YTO MOMHO Takde ChHOpMyNMpoBaTh
Kak npobnieMy cTaTyca BUAeo B ka4yecTBe KaTeropuu aHAerpayHOHOro KUHO M HOBOM, CHaYasna 3/1eKTPOHHOW,
a 3aTeM MeuiHOM NapaaurMbl. CnoBo B ckobkax NpuobpeTaeT TOUHOE TEOPETUYECKOe NO3ULUOHUPOBaHME;
Ckob6KM 6e30WMB0YHO CUrHANM3UPYIOT HaM O KOHPPOHTALMM HEOAHO3HAYHOro MO3ULMOHMPOBAHUA OBYX
npakTuk go u nocne 1980-x rogos B BocTouHoit EBpone.

Bugeo(dunbmbl) nosyumnu ocobbiit ctatyc B 1980-x, Korga annapaT KOMMYHUCTUYECKUX FOCYAapCcTB
(ocobeHHO caMblX penpeccuBHbIX U3 HUX) 0CNAbuUN CBOM KOHTPOSIb HAaA XYAOMECTBEHHON U KyNbTYPHOM
npogykuuei. 3To 6bINo oTYACTU pe3ynbTaTOM Npouecca pacnaga, KOTopbid Hayvancs B NOAUTUYECKOM
1 3KOHOMUYECKOM Xaoce BOCTOYHOeBponelickon aencrteutenbHoctu 1980-x. HecMoTps Ha pasnuyHbie
KOMMYHWCTUYECKKE CTPYKTYpbl BeHrpuu, Monbwm n ocobexHo bbiBlweit KOrocnaeuu, aTn cTpaHbl Npeycne-
NV B pa3sBUTUU aBaHrapAMCTCKUX GUNbMOB U MPOM3BEAEHUN UCKYCCTBA Ha NpoTaMeHun 1970-x, 06beau-
HWB UX NO3X€ C BUOEO Kak XyAoMecTBeHHbIM MeToAoM B 1980-x. BeHrpus coeanHuna cunbHyio aBaHrap-
ZUCTCKYI0 Tpaauumio dunbma c BULEO, MU MO KpaiiHel Mepe pa3Buia KOHLENTyanbHbIM NOAX0A K Meana
C NMOMOLLbI0 MCCNe0BaHUN B 06N1aCTW IKCNepuMeHTanbHoro ¢punbMa. lMonblua coegnmHUNa MOLLHYH0 KOH-
LenTyanbHyl0 TPaaULMI0 BU3YyabHBIX UCKYCCTB C akuMsAMMU bogu-apTa, XenneHWHramu, neppopmMaHcamm
1 KMHonpou3BoacTBoM. buiBlan Hrocnasus, c ee Tak HasbiBaeMbIM KFOCIABCKUM MYTEM K COLMANU3MY
(To ecTb, «<aBTOHOMHOIO CaMOyNPaB/IEHYECKOro COLMaNU3Ma»), ye npuobpena cratyc rocyaapcrsa co
cneunduYecKkomn NoIMTUYECKON UCTOPUEN.

Mo cpaBHenuto ¢ MonbLueit, Benrpueit u ocobeHHo 6biBLueit lOrocnasuen, Tak HasbiBaeMas «nepBast IMHUA»
TOTaNMTapHbIX coLManucTMyeckux ctpad Boctouron Esponbi (1.e. CCCP, Pymbinusa, Bonrapus, TOP v 1.4.)
0TCTaBaNa Ha Lefoe [ecATUNeTUE B Pa3BUTUM UCKYCCTBA, CBA3AHHOMO C 3/1eKTPOHHLIMU Meaua, BKIYas
1Ccnosb3oBaHMe BUAeOCpebl Kak COLMAaNbHOr0 MHCTPYMeHTa. 3Ta 3aaepka 06BACHAETCA penpeccUBHbLIM
XapakTepoM KOMMYHWUCTMYECKOro rocyfapcTBa B 3TUX CTPaHax, OCYLUECTBAABLUEr0 KPOBOMAAHbLIA KOH-
TPOJ/Ib Haf UCKYCCTBOM W KyNIbTYPOM, He TONIbKO Hafd MeYaTHbIM CII0BOM, HO U Haf, BCEMYU BU3yaibHbIMK Meauna
1 TEXHONOTUAMU MPSMOr0 TUPAMKMPOBaAHUA (HaNpUMep, KONMPOBaNbHBIMU MaLUMHAMK, BUAEOTEXHONOTUAMU
VHS v paxe poToannapatamu, No3BoNsOLMMMY AeNaTb MOMEHTa/IbHbIE CHUMKK). MeCTKyIo LieH3ypy B obna-
CTU NINTEPATYpPbl yAaN0Ch PacnpoCTPaHUTb M Ha BU3yasbHble TEXHONOrMM TUPaxMpoBaHus. B 3ToM KoHTekcTe
co06LLecTBO aHAErpayHAHOr0 KKHO, koTopoe Bo3HukNo B CankT-MNeTepbypre (Toraa JlenuHrpane) B cepeante
1980-x, 3acnysusaet ocoboro ynommHaHus. B aTom ropoge 3apoaunock W pa3BuUBaNoCh MOLLHOE [IBUMKE-
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In the past The borders were clear: the big Other, the virtual symbolic order, the network that structures/
ed reality for us, was the thing providing “consistency”, so to speak. It was almost a guarantee of an in-
tervention against it. The world today presents itself in an endless circulation (imperialism is an excellent
concept capturing this drive) that is seen as a “friendly” and infinite exchange; therefore, in order to solve
expropriation, enslavement, and neo-colonial interventions by capital, only one measure is proposed, and
this is called coordination.

In the case of non-existent past division in Europe, it must be said that the greatest profit from the disap-
pearance of borders in Europe is to be gained by financial capital. In order to push such logic, it was neces-
sary to imply a ferocious process of equalisation and levelling of all the strata of the various European and
global societies, from the social to the educational and cultural. It was also necessary to install one of the
most ferocious politics in the whole space — accumulation by dispossession. In other words, local speci-
ficities were transformed into ethnic/ethnographical ones, and one general path of history and genealogy
from art to culture, science, and the social, was established as the only valid one: the First Capitalist World
history that completely (de)regulates the history, the present, and the future of the world.

This process is connected with what is termed the global age of Capitalism. As stated by Santiago Lépez
Petit, it defines global Capitalism, which starts symbolically with 11 September 2001 (with the attack on
the twin towers of the World Trade Center in New York), and presents the reconstruction of the Nation-
State in crisis and in the form of the “War on Terror". The global age allows unthinkable legislation, vio-
lence, economical crisis and what is termed by Petit the co-propriety of reality by Capitalism. It means
that in reality, knowledge, history, institutions and the social and political space have become completely
Capitalist. Therefore, the question is always to which histories we attach our representational politics and
how we re-situate our position within a certain social, economic and political territory.

Part two: The condition of possibility of video (films) in Eastern Europe

(Video) film or/and video (film)? What is at stake here could also be formulated as the problem of the
status of video as an underground film category and a new — at first electronic, today media — paradigm.
The word in brackets gets a precise theoretical positioning; the brackets unmistakably signal the confron-
tation of the ambiguous positioning of the two practices before and after the 1980s in Eastern Europe.

Video (films) gained a very particular status in the 1980s, when the Communist State apparatus (especially
the most repressive ones) began to exercise a looser control over artistic and cultural productions. This
owed in part to the disintegration processes that began to spurt out in the political and economic chaotic
Eastern European reality of the 1980s. In spite of the differing Communist structures in Hungary, Poland
and especially ex-Yugoslavia, these countries succeeded to develop avant-garde film and art productions
throughout the 1970s, and connected them to the video medium in the 1980s. Hungary connected the
strong avant-garde film tradition to video, or at least developed a conceptual approach to the medium
through experimental film research. Poland connected the strong conceptual tradition in the visual arts
with body art actions and happenings, performance and film productions. Ex-Yugoslavia, with its so-called
Third Way into Socialism (i.e., “non-aligned self-management Socialism”), had already become a politically
specific case (hi)story.

The so-called “first line" totalitarian Socialist Eastern European countries (i.e., the Soviet Union, Romania,
Bulgaria, East Germany, etc.) suffered a delay of a whole decade in developing art connected to the elec-
tronic media, including the use of the video medium as a social tool, in comparison with Poland, Hungary
and especially ex-Yugoslavia. This delay was due to the repressive nature of the Communist State in these
countries, which executed an almost bloodthirsty control of art and cultural productions, not only over
the written word, but over all instant visual reproductive media and technologies (e.g., copy machines,
VHS video technology and even Polaroid). The severe censorship of literature was easily extended to cover
visual reproductive technology. In this context, the underground film scene, which arose in St. Petersburg
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HUe HEKPOPEeanucToB, YNeHbl KOTOPOE CHAMMU PSAA AEeKOHCTPYKTUBUCTCKUX BEPCUI 0GULMANBHBIX KOMMYHU-
cTMYecknx GUIbMOB Ha BOCbMU- U LLIECTHAALATUMUAUMMETPOBOI NneHke. Bnocneacteum, B KoHue 1980-x
1 1990-x, nocne KpyLIeHUss KOMMYHU3Ma, 6bI10 HEBO3MOMHO OCTAHOBUTDL MpoLiecc Npeobpa3oBaHus 3TUX
NNEHOK B BUAEO, YTO 06/1ervyano ux pacnpocTpaHeHue U NpeacTaBieHne Ha 3anagHoeBponenckux pecTmea-
NAX BUAE0AapTa, 3IKkCnepuMeHTabHbIX GUIbMOB U Meaua.

C apyroii ctopoHbl, 1980-e roabl cTanu anoxoi GopMMpoBaHNUA HOBOTO CKONMUYECKOro peXsMMa COBpeMeH-
HOW AeicTBUTENbHOCTH, MPUOPUTETOM KOTOPOW CTanW paboThl, HaNpaBneHHbIE HAa 3pUTeNbHOE BOCMPUATHE
1 BO3HMKLIME Bnarogaps eMy. 3T0T NPMHLMN OKYNOLEHTPU3MA MOMET bblTb MPUMEHEH K NONUTUYECKUM
M COLMANbHBIM COBLITUAM, Tak e Kak K KyNbTYpPHbIM U XyA0MECTBeHHbIM. Mbl JONMHbI NOMHUTb, YTO
1980-e roabl, Kak NpaBWNo, ONpPeaeNATCA OPUEHTUPOBAHHOCTLIO Ha BUAEO- (KMHO)NPOU3BOACTBO BO
BCEM MUpe. 3T0 CTaNo BO3MOMHbBIM Npexjae Bcero 6narogaps MU3MeHUBLUMMCA B3aUMOOTHOLLIEHUAM BU-
feoapTa U TeneBuaeHus. Bugeoapt sapoaunca B 1960-x rogax, kak «npenapupoBaHHoe» TeneBuaeHue,
Kak MHOMBUAYANbHbLIA TBOPUYECKUI METOA U MHCTPYMEHT KOHTPKY/ILTYpPbI, MOAPbLIBALLMIA LUMPOKOE pacnpo-
CTpaHeHuWe Tene- 1 BUAEO WAEONOrMW MaccoBoro notpebnenus, nepsoHayansHo B CLUA, a 3aTeM Bo BceM
Mmupe. B 1980-x, BUAEO MONHOCTbIO MHTErPUPOBANOCH B TENIEBU3NOHHYI KApTUHKY Yepe3 My3blKafibHbli
Bugeoknun. MyseikanoHoe Tenesuaexne (MTB) He Tonbko pagukanbHO MOBAUANO HA POK- U MOM-KYNbTYPY
M MHAYCTPUIO, HO U NMPOAEMOHCTPUPOBANO, Kak NoTpebuTenbckaa TeNeBU3MOHHAA KyNbTypa NoyTH Jilo-
[0EACKKUM CnocoboM UHTerpupyeT B cebs 3KcnepuMeHTaNbHYI0 Tene-BUAE0-BU3YaNbHYI0 UKOHOrpaduio.
Ctpateruv Bu3yanusauuu, npumeHsBsmecs Ha MTB, 6binu B 0OCHOBHOM 3aUMCTBOBaHbI U3 BUAEOApTa U 3KC-
nepuUMeHTaNbHOro KuHemaTorpada.

Y106bI NPOaHaNM3MPOBaTbL POMAEHUE BUAEO Kak HOBOrO XyAOMECTBEHHOro cpeacTBa B BocTouHoi EBpone,
Mbl I071sHbI NPUHATL BO BHUMAaHWe 3TOT Nepexof 0T TEXHON0rMYeckoro 4o NoAMTUYECKOro MPOCMOTPa, U Npy-
3HaTb, 4TO 06e GopMbl MPOCMOTPa MMENN MecTo B cTpaHax BocTouHoit EBponbl, B coupanbHOM, NOANTAYECKOM
U KyNbTYPHOM aHgerpayHae. HenpodeccronansHoe Buaeoobopynosatme (VHS), npocToe B obpatueqny, aato-
LLiee BO3MOMHOCTb paboTaTb 04YeHb BBICTPO U BLICTPO TUpPaMMPOBaTb CBOW PaboTbl, CAENano BUAEO OAHOM
13 caMblX NOMYNAPHbLIX U paaukanbHbix Meanapopm 1980-x. Cam no cebe pocTyn K BUAEO CTan CUMBONIOM
BbICOKOI0 MONIoMeHNs B obLuecTBe. Buaeo Kak XyfoMecTBeHHOe CPeACTBO BbIpaKeHUs COeANHUNOCH C Map-
rMHaNU3MpoBaHHbBIMM COO6LLECTBaMM MAHKOB, POKEPOB, aKTUBUCTOB, MHTEIEKTYaN0B-HEYAa4YHUKOB 1 YNIEHOB
aHperpayHaa, Kotopble BUAENM B HEM BaMHbI TEXHONOrMYECKUIA UHCTPYMEHT, MPeAOCTaBASIOLMIA BO3MOM-
HOCTb CAMOBbLIPaMEHNA W COLIMANBHON aHraMMPOBAHHOCTU.

Takum 06pasoM, uctopuyeckm, suaeo(GpunbMbl) He MPOCTO CPEACTBO BbIPAMEHUSA, HO M CNOCO6 [OKYMEH-
Tauuu NONUTMYECKUX COBLITUIA, HECMOTPA Ha MaccOBOE MCMo/Nb30BaHWe BMAE0060pyA0BaHUA B KayecTBe
KaMep CleMeHUs B asponopTax, 6aHKkax, MarasuHax, Ha yauue u gaxe B Tyanetax?. B 1980-x BamHble go-
KYMEHTbI 0 HeOPULMANBbHON XyA0MECTBEHHON U KYNbTYPHON AEATENbHOCTM BbIIM COXPaHEHbI MPU NMOMOLLM
BugeoobopynoBanus VHS.

Mbl MoXseM HalTv 1 0606WMTL ABe CTPaTerMM BU3yanu3auum 0THOCUTENbHO 3TOM0 MHCTPYMEHTa, KOTopble OT-
paMaloT 4Ba TeppuUTOpUabHbIX acnekTa: (1) TeNecHocTb U CEKCYaNbHOCTb; U (2) UCTOPUA B CBA3M C MONNTH-
KOW. 3TN CTpaTerum MoryT Take bbiTb PaCCMOTPEHbI B KayecTBe ABYX $yHAAMEHTaIbHbIX NMOAX0A0B K BUAEO
(kmHo)npoussoacTBy B BocTouHon Eepone.

(1) 1980-e rogsl 6b1IM 0TMEYEHbI Ype3MepHOit cekcyanusaumven euaeo(dunomos). [eno 6bi10 He ToNbKO
B Mpouecce XyAOeCTBEHHO-MOMNTUYECKOW pednekcUBHOCTU U3-3a Ype3MepHO MoAaBASEMON Cekcyanb-
HOCTM MNPy COLMANM3Me U KOMMYHU3ME, HO U B MPOLLECCe AMCTaHLMPOBAHUA U 0TbeanHeHus Buaeo(dpunoma)
Kak Meaua oT ero 6nMManlLMX POACTBEHHUKOB — FOCYAAPCTBEHHOrO XyA0MECTBEHHOMO duUnbMa U Tene-
BMAEHWUS. 3TOT MpoLecc OCYLeCTBAANCA OAHOBPEMEHHO C BOMOLLEHWEM CeKCyanbHOCTU, KoTopas 6bina
3aMMCTBOBAHa M3 TPaAULIMM aHAErPaYHAHOIO KUHO.

BonnowieHne cekcyanbHOCTH NPUHANO GOPMY Ny6AMYHO MHCLIEHUPOBAHHOI NOPHOTPaGUu, FeHAEPHOro CMe-
weHus (reHAepHO TPaHCTPeCCUM) KOHLENUUIA CEKCYaNbHOCTM reeB, N1ecbUsHOK, Bucekcyanos 1 TpaHCCeK-
CcyanoBs. 3TOT NPOLIECC MOMHO 06bACHUTL NPOCTO: CTEPEOTUMNbI U MPOTOTUMbI CEKCYASIbHBIX M MPaMAaHCKNX
npas (!) 66111 He ToNbKo NOTPe6IAEMbl BHYTPY aHAEPrpayHAa, HO M HEMEAJIEHHO Peasn30BbIBaNUCh B nep-
dopmaHce. Nepea Buaeokamepoit VHS, B kabuHeTax v cnanbHAX NpuobpeTancs cTaTyc NoAUTUYECKOr0 NO3K-
LIMOHMPOBAHMA TUMMYHO CEKCYANbHOMO M couManbHoro. B atux pabotax Mackapaa NpMCBOEHUS 3aHOBO cae-

2 3decb 51 2080p10 0 C/lyYanX ycmaHOBKU BUJe0 KaMep 8 0bujecmaeHHbIX myasiemax, 20e 2eu Mo2/1Uu 3aHUMambCsl
ceKkcoM. 3ma cumyayusi He MOJIbKO XapakmepHa 0719 B0CMOoYHoeGponelickux 20cydapcmeeHHbIX 6inacmed, Ho u 3anad
He omcmaem om Hux. 5 2080pio 0 cobbimusix, Komopsle cy4anuce @8 1980-x e 3anadHoli lepmaHuu.
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(Leningrad) in the mid-80s, deserves special mention. The city had a strong underground scene known as
the Necrorealist movement, which produced deconstructivist versions of the official Communist films on
Super 8mm and 16mm film. Subsequently, in the late 1980s and 90s, following the collapse of Commu-
nism, it proved impossible to stop the transfer of Necrorealist films onto video, facilitating their distribu-
tion and presentation at Western European art video, experimental and media festivals.

On the other hand, the 1980s was an era of the shaping of a new scopic regime of contemporary reality,
giving priority to works proceeding from, and intended for, the eye. This oculo-centrism can be applied to
political and social events, as well as to cultural and artistic ones. We must remember that the 1980s,
in general, are defined as landmark in video (film) production, world-wide, first and foremost due to the
changing relationship of video art and television. Video art was born in the 1960s as “prepared” television,
as a personal medium and a counter-culture tool for subverting the widespread dissemination of the Tele-
visual mass consumer ideology, initially in the USA, and then globally. In the 1980s, video became fully
integrated into television imagery through music video. The Music Television (MTV) Corporation not only
radically influenced the rock and pop culture/industry, but also demonstrated how the consumer Tele-
visual culture, in an almost cannibalistic way, integrated experimental Tele-visual video iconography. MTV's
strategies of visualisation derived largely from video art and experimental cinema.

To comprehend the birth of the video medium in Eastern Europe, we must take into consideration this switch
from the technologically produced replay to the political one, and to recognise that both forms of replay were
carried out in Eastern Europe, within the social, political and cultural underground. Non-professional video
equipment (VHS), with its simple handling and extremely fast production and reproduction, made video one
of the most popular and radical forms of media for the 1980s generation. Access to video became a status
symbol in itself. The video medium connected itself with marginalised communities of punks, rockers, activ-
ists, failed intellectuals and members of the underground who perceived the video medium as an important
technological tool, which allowed for personal expression and social engagement.

Thus, historically, video (films) were not merely a means of expression, but also a method of document-
ing political events, despite the mass media usage of video equipment as surveillance in airports, banks,
shops, on the street and even in toilets.? In the 1980s, important documents about non-official art and
cultural productions were preserved with the aid of VHS video equipment.

We can detect and generalise two strategies of visualisation in the medium, which reflect two territories:
(1) the body in connection with sexuality, and the social and historical corpus of the national official film
and (national) television medium; and (2) history in connection with politics. These strategies can also be
viewed as two fundamental approaches to video (film) production in Eastern Europe.

The 1980s witnessed the over-sexualisation of video (film). This was not only a process of art-political
reflexivity of the much-repressed sexuality under Socialism and Communism, but the process of dis-
tancing and disassociating the video (film) medium from it sisters: national feature film and television.
This process was carried out with the externalization of sexuality, which had been adopted from the
underground film tradition.

The externalisation of sexuality took the form of overtly staged pornography and the gender confusion
(“gender-bending”) of gay, lesbian, bisexual and transgender sexual attitudes. It was a process that can be
simply explained: the sexual and civil rights(!) stereotypes and prototypes were not only consumed in and
by the underground, but immediately performed. In front of a VHS camera, in private rooms and bedrooms,
a status of a political positioning of the sexual and social par excellence was acquired. In these works, the
masquerade of re-appropriation ensured not only the simple question of the formation of the identity of
the artists or of the underground community, but also the process of negotiation to produce continually

2 Here, | refer to the supervisory episodes of installing video cameras in public toilets, where gay sexual activity
was suspected. This situation is not only reserved for Eastern European State authorities, as the West does not lag
behind in these matters. | refer here to similar events that happened in the 1980s in West Germany.

Bupeoapt LleHTpanbHoii u BocTouHow EBponbl nocne nagetus bepnuHckoi ctenbl /1989—-2009/




TRANSITLAND TEOPUSA: MapuHa I pasiHIAY

nan BO3MOMHbIM He TO/IbKO MPOCTOi BONPOC 0 GOPMUPOBAHWM MAEHTUYHOCTU XYA0MHUKOB UK aHAerpayHaa
B L|e/IOM, HO Take 06yCcnoBun NpoLecc NoCTeNeHHOro NOCTOSHHOrO CO3AaHUsA HEOAHO3HAYHBIX U HeypaB-
HOBELUEHHbIX CUTyaLMi U uaeHTUYHocTeln. 06peTeHHOe B pesynbTaTe rM6pMAHOE U He-reTepocekcyanbHoe
NO3WULMOHMPOBAHNE CEKCYaNbHOCTW, B KOHTEKCTE B 3HAYUTENBLHON CTEMNEeHU HempOHULIAEMbIX FeHAepHbIX
rpaHuLL KOMMYHUCTUYecKUX cTpaH BocTouHoi EBponbl, 66110 cNoco6oM OTKPOBEHHOW MOAUTU3ALMM CeK-
CyaNnbHOW COCTaBAAIOLLENH COLManM3Ma U KOMMyHU3Ma 1 6opbbbl 3a rpaaaHckue npasa. 3Tv npoueccsl
Ype3MepHOI CeKcyanu3aLmm, KoTopble Tenepb MOryT 6bITb BOCMIPUHATBI kak COBPEMEHHAs reHAepHas Nom-
TWKa, NocneaoBanu 3a NaaeHneM bepnuHcKoN cTeHbl, M No-NpeMHeMy OCYLIECTBASITCA B BbIBLUMX CTPaHaX
BocrouHoit EBponbl, nepeitan ot Buaeo(punbma) kak MHCTPYMEHTa K UCMoIb30BaHUI0 nepdopmaHca, doTo-
rpadum 1 T.4. MoCT-NOCTCOLMANUCTUYECKME HEHAKPALLEHHbIE Tena GYHKLMOHMPYIOT Kak ABYCMbICNEHHbIE
3epkaJibHble 0TPaMeHWs 06pa3a MEeHCKOro TeNa Ha MHAYCTPUAN3MPOBAHHOM, NOCTMOAEPHUCTCKOM 3anage,
Tena, 3akaMydnMpoBaHHOIO CPeACcTBaMU MaccoBOM MHYOPMALIUM U NMOCTOSHHO N3MEHSEMOT0 UMH.

Mbl MoMeM chOpMyIMPOBATL Cleaylowuii Te3UC: B HEKOTOPbIX Cily4asx (BMAeo)bUNbM BLICTYNaeT B Ka-
yecTBe «punbMa kateropum B» (noct)counanuama. OHM GYHKLMOHMPYIOT Kak 06pasuLbl kKUTYa, FPOTECKa,
abcypaa, NponuTaHHble CEKCOM, NOUTUKOW U POK-H-POJIIOM, CXOAHBIM 06pa3oM ¢ dUnbMaMK «kaTeropumn
B» 1/ unu aHperpayHaHbIM kuHeMaTorpadoM 3anana.

(2) OyHKUMOHMpPOBaHME COLMANMCTUYECKNX O6LLECTB NOAPa3yMeBao TAMENYI HE06X0ANMOCTb NCUXOTH-
Yeckoro AUCKYpca, k KoTopoMy npuberany B NOMbITKE HEMTPaNM30BaTb NO6OYHbIE 3PdEKTEI NPaBUALHON
MHTEprpeTaunn Npon3BeeHuit UICKYCCTBa NyTeM MackUpoBKU U NEPEUMEHOBAHUSA UCTOPUN.

Bnaronaps (Buaeo)dunbMaM 6bIIM CKOHCTPYMPOBaHBLI NMPOLLECCHI MOBTOPHOrO MPUCBOEHUA M nepepaboT-
KU PasnnYHbIX UCTOPUI W KyIbTyp, HeobXxoaUMoe ycioBMe ANA pe-nojuTM3auuu uctopuu. Pesynbtatom
Takux OeiCTBUI ABNAETCA Co3AaHne 06pa3a, KOTOPbIA HE OTHOCUTCA HU K MPOLNIOMY, HU K HAaCTOALLEMY,
a K MoTeHUManbHOMY BPEMEHM, HAXOAALLEMYCA FAe-TO MeMay YBEPEHHOCTbI0 U BO3MOMHOCTbI0. 06pasbl
Buaeo(dunbMa) npeacTaBnaAT co60i NOCTOSAHHBIA MOMCK HEKON CKOHLIEHTPMPOBAHHOM TOYKM, BOMNJIOLAI0-
Len B cebe 0AHOBPEMEHHO NPOLUNIOe U HacTosAwee. 3T NO3BO/IAET NePecMOTPETb UX MECTO B COBPEMEHHOM
KOHCTPYKLIMN COOTHOLIEHMA CUJ1, YTO TakMe BO3BPALLAET HAC K BOMPOCY O CTaTyCe BUAEO Kak TAKOBOrO.

Mcxoana U3 aToro, Mbl MOMEM BbIBECTM pAJ CYLLECTBEHHbIX 0606LeHuit 0 cTaTyce Buaeo B BoctouHoii EBpo-
e, CO CCbIIKOM Ha «TEXHONOrMYeckoe nepeknoyeHe ucTtopum». B onpegeneHHoM 6UHapHOM OTHOLLEHMH,
KOTOpOEe BblABUIaeTCs B CBA3M CO creuuduKkoi BUAEO Kak UHCTPYMEHTA WU ero COLMOMNONUTUYECKUM KOH-
TeKCTOM, B cjly4ae C NpoCcTpaHCTBOM BocTouHoit EBponbl 66110 BO3MOMHO OTMETUTb He TOJIbKO CYLLEeCTBO-
BaHWe ABYX MPOTWUBOMOCTAB/IEHHbIX APYr APYry MOMKCOB, HO U 0CO6EHHOCTe! Meana, PerucTpupyLLEero
COLMaNbHO-NONUTUYECKYI0 CrieLnduKy.

PesynbtaToM He ctanu — Kak B 1980-e rogbl Ha 3anage — paboTbl, CTPYKTYpUpYiOLLME OTCYTCTBUE
(B cMbicne, 03a604eHHbIE UCKAKOYUTENBHO GOPMaNbHBEIMU BOMPOCAMM MEAMA), HO BUAEO KaK MHCTPYMEHT
BocToka, nponuTaHHbIN 06LECTBEHHbIM U NMONUTUYECKUM — OYEBWAHAS M OCHOBOMOJIAraLlas pasHuua.
B caMoM aene, HU3KOTEXHOOMMYHbIE Meauna (3a4acTyio B popMe AOMAaLLHE BUAEOTEXHOIOMMM, HanpuMep,
VHS) cTanu pa3BuBaTbCA Kak MOLLHASA TUMMYHO NMOCTMOAEPHUCTCKASA TEXHOOMMA. 3TO 03HAYaN0o CTPYKTY-
pvpoBaHMe NONHOCTLIO NONUTUYECKOro NPOCTpaHCTBa B BocTouHoii EBpone, a He abcTpakTHOro MeauMHOro
npocTpaHcTBa. MoMHo caenaThb BbIBOA, YTO 61arogaps BHyTPeHHEMY TEXHONOrMYECKOMY pexsuMy GyHKLMO-
HMpOBaHUA BMAEO, NPOCMOTP BMAeo npuobpeTaeT Ha BocToke HOBbIM nonuTMYecknin KoHTekcT. Ha 3anage
NPOCMOTP NPOMCXOAWUT B MAccoBOM MOPAAKE B CNANbHAX U HAa KYXHAX, W UCMONb3yeTcA AN MHOrokpaT-
HOro NpoKpyuMBaHKUA 6nokbacTepos, MOPHOPUABLMOB W/UNK CEMENHBIX AOKYMEHTaNbHbIX GunbMoB. Bugeo-
npocMoTp Ha BocToke, ¢ apyroi cTopoHbl, AenaeT Hac CBUAETENsIMU npoLiecca NnoapobHoW 4eKOHCTPYKLUM
M PEKOHCTPYKLUMM NpoLusioro. B Tak HasbiBaeMbiX NOCTCOLMANUCTUYECKUX CTPaHaX, BUAEO B KOHLE Beka
npeBpaTMIOCh B CBOEr0 POAa MCYe3alolero NocpeaHMKka Mexsay UCTOpUEN U 3puTeneM, CUAALLUM nepes
TeneakpaHoM. Buaeo, Kak TpeTuit rnas, No3BoAMI0 HaM NPOYMTaTb UCTOPUIO, 3arNIAIHYTb BFY6b KMHEMATO-
rpaduyeckoro obpasa, U, BO3MONHO, yBUAETb byayluee.

«bpyTanbHas, cekcyanbHO M3BpaLLeHHaa U AeryMaHU3WpoBaHHas» GopMa U coaepwaHue ugen n mMegua-
CTPYKTYpP, CO3AaHHbIX MO Bceil BocTouHoi EBpone, dyHKLUMOHMPOBaNU Kak nepeBepHyTbIN 06pas Toro, 4To
LONMHO BbIno cnyunTbena ¢ Meaua B 2001 ropy u aanblue. CerogHa, bnarogaps KpUsucy v NojiHON AeBasb-
BaLMK MWU3HU, HAM 3TO CTaN0 COBEPLLEHHO ACHO.

TRANSITLAND THEORY: Marina Grzini¢

ambiguous and unbalanced situations and identities. The acquired hybrid and non-heterosexual position-
ing of sexuality, in the context of the remarkably impermeable gender boundaries of Communist Eastern
Europe, was a way of overtly politicising the sexual in Socialism and Communism, and fighting for civil
rights. These processes of over-sexualisation, which can now be perceived as contemporary gender poli-
tics, followed the fall of the Berlin Wall, still performed in the former East European countries, spreading
from the video (film) medium to performance art, photography, etc. The post-post-Socialist bodies without
make-up seem to function as subversive mirror images of the female body in the industrialised, post-
modernist West, camouflaged by mass media and constantly re-designed.

We can formulate a thesis that in some cases, (video) films functioned as “B-movies" under (post-)Socialism.
These function as kitsch, grotesque, absurd video (films), impregnated with sex, politics and rock 'n’ roll,
in parallel to the “B-movies” and/or underground cinema of the West.

(2) The functioning of Socialist societies involved a painful recourse to a psychotic discourse, in an attempt
to neutralize the side-effects of pertinent interpretations and productions through hiding, masking and
renaming history.

Through (video) films, processes of re-appropriation and recycling of different histories and cultures,
a condition of the re-politicisation of history has been constructed. The result of such procedures is the
development of an imagery, which refers neither to the past or present, but to a potential time, some-
where between certainty and potentiality. The video (film) image presents a persistent searching for the
condensed point, simultaneously the past and the present. It redefines their place inside a contemporary
construction of power relations, which also feeds back to the status of video itself.

From this point, we can derive some significant generalisations about the status of video in Eastern Europe,
with reference to the “technological switch of history”. In a certain binary relation that is put forward with
regard to the specificity of the video medium or the socio-political context surrounding it, in the case of the
Eastern European space, it was possible to detect the use not of one pole against the other, but of media
specificity for the recording of socio-political specificity.

The outcome was not — as in the 1980s in the West — works structuring absence (in terms of being preoc-
cupied solely with formal questions of the medium), but a video medium in the East sutured by the social
and the political — an obviously crucial difference. In fact, the low-tech medium (often in the form of a home
technology such as VHS) began to function as a powerful postmodern technology par excellence. It meant the
structuring of a fully political space in the East of Europe, rather than an abstract media space. The thesis may
be drawn that with the internal technological mode of functioning of the video medium, replay in particular,
video gained a new political context in the East. In the West, replay took on a mass presence in bedrooms and
kitchens, where it was used for the repetitive performance of blockbuster films, porn films and/or personal
documentation. With video replay in the East, on the other hand, we are witness to a process of the detailed
deconstruction and reconstruction of past history. In the so-called post-Socialist countries, video has,
at the end of the century, developed into a specific vanishing mediator between history and the specta-
tor in front of the television screen. As the third eye, video enabled us to read history, to see through
the surface of the film image and possibly, to perceive the future.

The “brutal, sexually perverse, and de-humanized" form and content of the messages and media struc-
tures generated in and throughout Eastern Europe functioned as an inverted image of what was still to
come in the media by the year 2001 and beyond. Today, with the crisis and the total devaluation of life,
we can see this clearly.
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MnaH BbicTaBkK: MNepBbIN 3TaM
Exhibition plan: First floor
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1. AppuaH Mauu. «Bkntoyait» / Adrian Paci. “Turn on”

2. 3roH byHHe. «Bcé MeHsieTcsi» / Egon Bunne. “Everything changes”
3. XapyH ®apoku, AHapei Yaxuua «Bugeorpammbl pesontoumm» /
Harun Farocki, Andrey Ujica “Videograms of a revolution”

4. MapuaHa BaccuneBa. «MypHan» / Mariana Vassileva. “Journal”
5. XpuctuHa UBaHocka. «Kak Mbl Ha3oBeM MocT: Posa naBeBa

n Hakune baitpam» / Hristina Ivanoska. “Naming of the bridge:

Rosa Plaveva and Nakie Bajram”

6. AHpu Cana. «MHTepBbto (B noncke cnos)» / Anri Sala.”Intervista”
7. Fpynna «Papgek» u Amutpui N'ytoB. «[leMoHcTpaumsa» /

Radek group and Dmitry Gutov. “Demonstration”

EXHIBITION: Videoart retrospective 1989-2009

MnaH BbicTaBKkK: BTopon atam
Exhibition plan: Second floor
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8. flanb bapTtaHa. «Mapbl-KkowMapsbl» / Yael Bartana. “Mary Koszmary”
9. IneoHop ae MoHTeckbio. «HauHe» / Eleonore de Montesquiou.
“Naine”

10. Aptyp 3mueBcku. «OHu» / Arthur Zmijewski. “Them”

11. MapuaHa Baccunesa. «MypHan» / Mariana Vassileva. “Journal”
12. MapTuH 3eT. «KpacHbit nana» / Martin Zet. “Red Daddy”

13. Munuua Tomuu. «3 — Munuua Tomunu» / Milica Tomic. “l am
Milica Tomic"

14. Kamn Kanbo. «Heyaaynuua» / Kai Kaljo. “Loser”

15. EneHa KoBbinuHa. «Banbc» / Elena Kovylina. “Waltz"

16. ApxuB npoekTa Transitland / Transitland archive

[OunsaiH-npoekt — Mapus flbnoHuHa
Interior Design by Maria Yablonina
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flanb bapTaHa
Mapbi-kowmapsbl, 2007
10'50"

Moa 3BYKM NONbCKOMO HALIMOHANBHOFO MMMHA Ha OFPOMHBIN MYCTOW CTa-
O1oH B BapluaBe BXoguT NoAMTUYECKUN MYpPHANUCT neBbix B3rnagos Cna-
Bomup CepakoBcKkuii. B cBoelt nnaMeHHo peun oH obpallaeTca Kk Tpem
MWINNOHAM eBpeeB, MPOCUT UX BEPHYTLCA Ha PoanHy 1 NoMoYb Nonsikam
CnpaBUTbCA C UX KoluMapamu. OH npeanaraet UM BCEM YKPbITLCA TOHKUM
0[eANI0OM, KOTOPOE NONAKKN YKpanu y espenckon gesoykmn 60 net Hasaa.

«CerogHs Mbl 6osiblLLE HE MOMEM CMOTPETb HA 0AMHAKOBbIE Nuua. Ha ynmuax
60nbLUMX rOpPOA0B Mbl BCE BpeMsi HabnoaaeM 3a MHOCTPaHLAMU U BHUMa-
TENbHO MPUCNYLUMBAEMCS Kk TOMY, Kak oHuM roBopsT. [la! CerogHs Mbl 3HaeM,
UTO He MOMSEM MUTb Camu Mo cebe. Ham HyeH Apyroi, 1 HeT HUKoro 6inse,
yeM Bbl. [pneskainte! Te de, HO UISMEHMBLUMECH.

Bce 3To0 — coBpeMeHHble apryMeHTbl 3a «BO3BpaLLeHuex» eBpees B MonbLuy
1 paccefieHne TaM TPex MUIIMOHOB eBPEeB, KOTOPOe MO3BONIUT BYM Hapo-
fiaM nobopoTb CBOMX AEMOHOB 1 3a/1e4UTb TPABMbI.

Yael Bartana

Mary Koszmary, 2007
10'50"

To the sounds of the Polish national anthem, left-wing publicist Slawomir
Sierakowski strides into the huge, empty stadium in Warsaw. In a fire-breath-
ing speech, he asks three million Jews to return to the homeland to help the
Poles deal with their nightmares, and invites them to gather together under
the thin blanket the Poles stole from a Jewish girl 60 years ago.

“Today we are fed up looking at our similar faces. On the streets of our
great cities, we are on the lookout for strangers and listening intently
when they speak. Yes! Today we know that we cannot live alone. We need
the other, and there's no closer other for us than you! Come! The same
but changed".

Contemporary arguments for the “return” of Jews to Poland and the set-
tling of three million Jews in Poland will enable both nations to resolve
their traumas and demons.

fane bapmana podunace 6 1970 200y 6 Kpap-Hexeskens (M3pauns).
Musem u pabomaem & Tenb-Asuse (M3pauns) u Avcmepdame (Hudepria

Yael Bartana was born in 1970 in Kfar Yehezkel (Israel).
Lives and works in Tel-Aviv (Israel) and Amsterdam (The Netherlands).

3IroH byHHe
Bcé mensietca, 1990
7'45"

Pynonbd ®punuHr nuwet: «Mcnonbsys ctuxotsopenne beptonbTta bpex-
Ta “Alles wandelt sich” (“Bcé MeHsieTca"), XyOOMHWUK BU3yanmsupyet
CBOW OYeHb JIMYHbIA B3rNsA Ha MPeeMCTBEHHOCTb W MPOTUBOCTOSAHUE
HauuMoHan-counanucTuyeckon epmanum n lepMaHum nocne paspyLueHns
BepnuHckon cteHbl B 1989 rogy. C noMoLLblo TEKCTOBBLIX BCTaBOK M ronoca
3a kagpoMm (BonbdraHr Hoicc), apxmBHbLIX M [OKYMEHTANbHbLIX 3anucen
(Bkntovas nagenue bepnauHckoi cTeHbl), paboTa co3haéT NNOTHLIN Ka-
NenfocKoNMYECKUn KoNNaM HEMELIKON MOEHTUYHOCTM MeMay Npojiorom
Bpexta ("HuuTto He oCTa&TcA TakUM, Kakoe OHO ecCTb”) W 3MUIOroM, Mo-
3aMMCTBOBaHHbLIM y Apamartypra XaitHepa Mionnepa (“Hwuuto He aBnsietcs
TakKUM, KakuM ocTaéTca”). PaboTa BbINOSHEHa B XapakTepHoM ans 3roHa
BbyHHe Bugeorpaduyeckon MaHepe».

Egon Bunne
Alles wandelt sich (Everything changes), 1990
7'45"

As Rudolf Frieling states: “Using Bertolt Brecht's poem “Alles wandelt
sich” ("Everything Changes"), the artist visualizes a very personal view
of continuities and confrontations between National Socialist Germany
and post-Wall Germany in 1989. With text inserts and voiceovers (by
Wolfgang Neuss), archive and documentary footage (incl. the fall of the
Berlin Wall), the tape creates a dense kaleidoscopic collage of German
identity between the Brechtian prologue (“Nothing stays the way it is")
and the epilogue borrowed from playwright Heiner Miiller ("Nothing is
the way it stays”). The tape is characteristic of the resolutely video-
graphic work of Egon Bunne”.
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XpuctuHa UBaHocka

Kak Mbl Ha3zoBeM MocT: Po3sa lNnaBeBa
n Hakue banpam, 2006

13'08"

WUccnenoBaTenbCKkuin MPOEKT MANKOCTPUPYET NOMbITKY XYAOMHULBI K B3au-
MofencTBMIO C BnacTaMu ropoaa Ckorbe nocne Toro, kak 6bino BbickasaHo
NpeanoMeHne HasBaTb HOBOMOCTPOEHHbI MOCT MMEHAMU [BYX MKEHLUMH,
MUTENbHUL, FOPOAa, aKTUBHO YYaCTBYHOLUMX B MONUTUYECKON MU3HK. 3Ta
MHULMATUBA bbila CNPOBOLMPOBaHa AIBHBIM HEAOCTATKOM BHUMAaHUA K reH-
[epHoii NpobieMaTUKe CO CTOPOHbI TeX, KTO NPUHUMAET PeLLEHUs, a TakMKe
04YeBMAHbLIM pasfefieHneM ropoaa Ha pasinyHble 3THUYECKWE U PENUIn03-
Hble 06wuHbl. Kak nuwet Cy3aHa Munescka: «[poekT siBnsieTcs pegknm
NpUMEPOM IMYHON MHULMATUBLI, B KOTOPOM OTHOLLUEHME K npobieme Ho-
LUEeHWS NapaHaMm1 He onpeaensaeTcs KoHGNMKTaMU NPOLLNIOro. 3To NOMNbITKA
NOCTPOMTbL MOCT MeMy Pa3/IMYHbIMU YCTAHOBKAMU, KOTOPLIE CYLLECTBYHT
B KOHONIMKTYIOLLMX UHTENINIEKTYANIbHBIX U KYNIbTYPHBIX larepsx».

Hristina Ivanoska

Naming the Bridge: Rosa Plaveva
and Nakie Bajram, 2006
13'08"

This research-based project presents the artist's experience with the lo-
cal authorities of the city of Skopje after submitting a proposal for nam-
ing the newly built bridge with the names of two women protesters and
fellow citizens. This initiative was provoked by the lack of gender sensi-
tivity of the decision making body and the more obvious division of the
city between the different ethnic and religious communities. As Suzana
Milevska states: “The project is a rare example of an individual initiative
that looks at the issue of the veil with a sensitivity unburdened by the
conflicts of the past; an attempt to build a bridge between the different
stances towards the veil in conflicting intellectual and cultural camps.”

Xpucmuna MeaHocka podurnacs 6 1974 20dy 6 Ckonee (MakedoHus,
boiswas Keocnasus), ede musem u pabomaem celiyac.

Hristina Ivanoska was born in 1974 in Skopje (Macedonia,
the former Yugoslavia).Lives and works in Skopje (Macedonia).

EneHa KoBblnnHa
Banbc, 2001
10'00"

KoHcTaHTUH BoxopoB nuwer: «lMepdopMaHc caenaH B bepnuHe B ranepee
Volker und Freude B cBA3K ¢ BbicTaBKON, NocBsLLeHHOW PobepTy PayLueH-
6epry. MecTo aercTBUS — MPOCTOPHBIN 3aN C 3KNEKTUYECKUMU apXUTEK-
TYPHBIMU AeTaNsIMU, C KAMEHHbBIM MOJIOM W 3epkasiamMu, BEpU KOTOPOTrO Bbl-
X0AAT B caf. bnnase Kk Bxoay ycTaHOBNEH CTON, HA KOTOPOM CTOAT okono 30
PIOMOK BOAKM U NeMaT COBETCKME BOEHHbIE Harpaabl. 3ByunT “TpodeitHas”
My3blka. XyLoMHMLa, o6naueHHasn B YepHbIi xanaT 4o koneH (nogyepkHy-
TO HeNTpanbHbIN HApAA), NPeanaraeT oaHOMY W3 3puTeneit TaHeu. Caenas
C MapTHEpPOM HeCKOJIbKO KPYroB Mo 3ajly, OHa BbINVWBAET BOAKY, pa3buBaeTt
CTakaH 06 ron, a cebe Ha xanaT NpuKanbIBaeT ofHy U3 Harpag. MapTHepsbl
MEHSIOTCS, XYA0MHULIA HANUBAETCS, @ MOJ NOKPbLIBAETCS Pa3bUTbIM CTEKNIOM.
CoBepLuasn nocnegHue Kpyry TaHLa, OHa ye eBa CTOMUT Ha Horax, NagaeT Ha
noJ, yBneKas Toro, KTo BaNbCUpPYeT C Hell, CHoBa nogHuMaeTtcs. MNeppopmaHc [
3aKaHYMBAETCA, KOrAa Ha CToNe He 0cTaeTcA 6onblue HU BOAKM, HU Harpaa».

Elena Kovylina
Waltz, 2001
10'00"

As Konstantin Bokhorov states: “This performance was presented in the
Berlin Volker und Freude gallery as part of the Robert Rauschenberg
tribute exhibition. It takes place in a spacious hall with eclectic décor,
mirrors and a stone floor with doors opening into a garden. Near the exit
a table is set with 30 glasses of vodka and Soviet war decorations. The
“trophy” music is played. The artist, dressed in a neutral black smock,
invites a member of the audience to dance with her. After a couple of
turns she drinks a glass of vodka and pins one of the decorations on her
smock. The partners change, the artist gets drunk and the floor is cov-
ered with broken glass. In the last circles of the dance she staggers and
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- falls with her partner, then stands up again. The performance is over
when she runs out of vodka and decorations.”
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MapuaHa Baccunesa

[HeBHUK, 2005

12'00"

MapMaHa BaccuneBa HawlynbiBaeT cBoM nyTb, NpoxoAA CKBO3b pa3Hble
TOYKK, HanpaBnAaeMaa pasindHbIMU LenaMu nytewecTeuA. OHa OAHO-
BpPeMEeHHO pebEHOK 1 B3pocsblii. 3TO He NMPOCTO MeToA MPOYyBCTBOBA-

HUSI, HO TakMe U U3MEHeHWe 0YepTaHuit cobcTBEHHOW NMYHocTU. Hawwa
KOMa@ — 3TO Mepexoj Yepes rpaHuLy.

Nsusem u pabomaem & bepriuHe, ([epmaHus,).

Lives and works in Berlin (Germany).

Mariana Vassileva

Journal, 2005

12'00"

Mariana Vassileva feels her way past various locations led by different
destinations. She is both adult and child at the same time. This is a meth-

od not just of feeling, but also of transforming the contour of the self. Our
skin is border crossing.

Mapuana Baccuneaa podunacs 6 1964 200y 6 2opode [obpuy (boseap

Mariana Vassileva was born in 1964 in Dobrich (Bulgaria).
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Kau Kanbo
Heypaynuua, 1997
1'24"

ABTOp CTOMT Nepes kaMepou U NPOU3HOCUT BCITYX HECKOJbKO NPeoMeHUN
0 cBOeW Mu3HU, Hanpumep: «lpueeT, MeHs 30ByT Kaun Kanbo, A acToHCKas
XyAoMHUUa». Kaaaoe NpeanoMeHve CONpoBOMAAETCA B3PbIBOM CMeXa U3
KoMefAuiHbIX cepuanos. OHa NpeacTaBnseT XyAoMHULY Kak HeyaauHuLy
B HOBOM MUpe NpeanpyHMMaTeIbCKoro kanuTanuama, KoTopbli BpallaeTcs
BOKpYr ¢pMHAHCOBOrO ycrexa.

Kai Kaljo
Loser, 1997
1'24"

The artist stands in front of the camera and recites several sentences
about her life, like: “Hello, my name is Kai Kaljo, | am an Estonian artist.”
Every sentence is followed by canned laughter from sitcoms. She intro-
duces the artist as a loser of the newly launched entrepreneur capitalism
centred around financial success.
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IneoHop ae MoHTeCcKbIO
Haune, 2009
15"10"

«HawuHe: MeHWwmMHa» — YyeTBEpTan YacTb uUMkna IneoHopbl Ae MoHTe-
ckbio «Na Grane» (rpaHuua, npegen). MpoekT noBecTByeT 0 NepcoHa-
MaX, 0Kka3aBLUUXCSA Me[y BpeMeHeM M NpoCTpaHCTBOM, Mexay EBpo-
noi (3ctonueit) n Poccueit. OH pacckasbiBaeT 0 NtoAAX, KOTOPbIM 6bi10 Mo
20 net Bo BpeMeHa NepecTpoiikn, 1 koTopble NoTepsan paboty, o nepemMe-
HaX B UX MU3HWU, N KAk OHWU UX BOCMIPUHANK, @ Tak#Ke O MONTOABIX N0ASAX,
KoTopble TorAa 6binM [AeTbMU, HO YyBCTBOBANW M NepeXsnBany Npouc-
XoAsiLMe NepeMeHbl.

Eleonore de Montesquiou
Naine, 2009
15"10"

“Naine A Woman" is the fourth installment in Eléonore de Montesqui-
ou's “Na Grane" (the border, the limit) series. The project addresses
personal states of being between time and space, between Europe (Es-
tonia) and Russia. It deals with the changes perceived by people who
were in their twenties during Perestroika and lost their jobs, as well as
by young people who were children at the time but had some sense of
the occurring changes.

3IneoHop de MoHmecksio podunacs 6 1970 20dy 6 lapue (OpaHy
Musem u pabomaem & bepnute (fepmarus) u TaanuHe (IcmoHus).

Eleonore de Montesquiou was born in 1970 in Paris (France).
Lives and works in Berlin (Germany) and Tallin (Estonia).

1989-2

MapTtuH 3eT
KpacHbi nana, 2003
514"

Mocne noanTuyecknx npeobpasosaHuin 1989 roga coTpyaHUKK MECTHOIO
TenekaHana Crpocunu XyaoMHuKa, NpaBaa N, YTO yNMLA, Ha KOTOPOW
OH MMBET, No-npeHeMy Hasbieaetca Marxova Ulice (ynmua Mapkca).
OHM He MOIM NOBEpPUTb, YTO KTO-TO €LUe MUBET Ha YIULE C TakuMm
Ha3BaHueM. Ynuua Mapkca — ofiHa M3 nociefHUX B KanuTanmcTuyeckon
Yexuu, Ha3BaHWe KOTOPOW OTCbINAET K HAYYHOMY KOMMYHU3MY, KOTOPbIN
paHblue npenopaBanu B wwkonax. Muea Ha ynuue Mapkca nerko cratb
KpacHbIM (paM<e ecnu 3To cAenaeT Bac, B HEKOTOPOM CMbIC/IE, NMOX0MUM
Ha KIoyHa).

Martin Zet
Red Daddy, 2003
514"

After the political changes in 1989, local Telecom employees called the
artist to ask if his street still has the same name, Marxova Ulice (Marx
Street). They could not believe that somebody could still stomach liv-
ing on a street with such a name. The street is one of the last streets in
capitalistic Czech Republic that still bears some relation to the scientific
Communism that was taught at school. It's easy to turn red while living
on Marx Street (even if turning red makes you in some stages look like
a clown).
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BbICTABKA: PeTpocnekTBa BOE0apTa

ApnpwmaH MNaun
Bkniouan, 2004
3'30"

ToMuTeNbHbIE HEeyAOBNETBOPEHHbIE OMMAAHUA M3HYpsOT. B 3atoM Bu-
[e0 Heckonbko 6e3paboTHbIX MYyMUMH KaMAabld AEeHb, TUMWYHO MO-
cpeav3eMHOMOpCKU, cobupaloTcs Ha cTyneHsx niowaam B Lkoaepe B Ha-
neMfae, uYto KTo-Hubyab HaWMET ux Ha paboty. OgHo 3a ApyruM nepeg
HaMmu NOABNAITCA UX ycTanblie nuua. [lo HUM MOMHO NpeaCcTaBUTbL UCTO-
PO KaMAOro, NOAABNEHHYH SHEPIUI0, ¥M3Hb, MOAYMHEHHYIO OMUAAHMIO.
Mbl BUAUM Yepedy NOPTPETOB, @ 3aTEM Kafp paclUMpseTcs, U KaMsabli
nepcoHas BKNOYAET reHepaTop, CTOALLMIA pAaoM ¢ HUM. MRecTbl Niloaen
MeANeHHbl U B YEM-TO HAaNOMUHAIT puTyan. M3HavyanbHas TULIMHA CMeHs-
€TCS LWYMOM, KOTOpPbI NOCTENEHHO CTAHOBUTCA HeBbIHOCUMBIM. lMocnea-
HWM Kaap, TPoraTenbHbI CBOE CMMBONIMYECKOW KPacoTOMW, NOKkasbiBaeT
KaMa0ro MyMUmnHy ¢ BONbLLONM ropsLLel NaMMNoYvKkoin B pykax — nuTae-
Masl reHepaTopoM, OHAa U3/Iy4aeT CBET U 3HEPTUI0 BOKPYT HUX.

Nsusém u pabomaem 8 Munare (Mimasnus).

Adrian Paci was born in 1969 in Shkoder (Albania).
Lives and works in Milan (Italy).

Adrian Paci
Turn On, 2004
330"

It presents an exhausting feeling of anticipation that derives from unre-
solved expectation. In the video a score of unemployed men who, in typi-
cal Mediterranean fashion, assemble on the steps of a square in Shkoder
everyday in the hope that someone will employ them. One by one, their
fatigue-marked faces parade; their expression is sufficient to capture
their personal histories, unexpressed energy and lives ruled by waiting.
The single portraits develop until the frame widens and each of the char-
acters switches on a generator that stands beside him. Their gestures
are slow and somewhat ritualistic. The initial silence gives way to a noise
that gradually becomes deafening. Touching in its symbolical beauty, the
last frame depicts each man holding a large light bulb which, fed by the
generators, irradiates light and energy around them.

Adpuan Ma4qu podusics 6 1969 eody 6 LLIkodepe (AnbaHus).

1989-200

lpynna «Pagek» + Omutpuii [ytoB
HemoHcTtpauus, 2000
8'00"

KoHcTaHTMH BoxopoB nuweT: «XenneHWHr pagekoBLEB CBOAMACS K TOMY,
YTo6bl BMELLATLCA B €CTECTBEHHbIW COLMabHbIA NaHAWaT, ¢ Lenbto u3-
MeHeHus1 ero cMmbicna. Ha nepexogax cobupatoTcs nioan v *ayT, koraa
BK/OUMTCA 3efieHbli cBeT. [locTaTOuHO BCEro NATM YeNoBEeK C TpaHcna-
paHTamu, koTopble 6bl MoK Bnepean ToNnel, YTobbl NPeBpaTUTL Nepe-
X04 YN1Ubl B AEMOHCTPALMIO, @ AEMOHCTPALUMA — 3TO yMKe couuanbHoe
cobbiTUe MHOFO TONKA, CIOMET A HOBOCTEN, “3aKkycka Macc-Meamna”».

Radek Group + Dmitry Gutov
Demonstration, 2000
8'00"

As Konstantin Bokhorov states: “The Radeks' happening was in essence
an intervention into the natural social landscape with the purpose of
changing its meaning. At crossings peopl e gather and wait for the light
to turn green. Five people leading this crowd with banners are enough to
turn this crossing into a demonstration, a demonstration being a social
event of quite another kind, a news story, a mass-media snack".
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BbICTABKA: PetpocnewTtiBa B1aeoapta 1989—-2009

Anpum Cana
WUHTepsblo (B noucke cnos), 1998
26'00"

BepHyBwucb B 1997 roay us Napua B AnbaHuto, AHpu Cana pasbupan
Bewyu B cBoel kBapTupe B TupaHe. Cpeaun HUX OH oBHapyun cTapylo
kuHoneHTy. OKa3anocb, UTO Ha HeW 3anucaH peropTad C KOHrpecca
KoMMyHMCTUYECKOW NapTUX, Ha KOTOPOM COTHM e€ YJIeHOB annoaupy-
10T cBoemy nuaepy — 3HBepy Xoaxe. Ha cueHe noasnseTca Monoaan
MeHLMHa, MypHanucT 6epeT y Heé MHTepBblo. OHa MPOM3HOCUT KOPOT-
Kyl peyb, 3aKOHYMB becefy CMYLEHHON ynbl6KOW. 3Ta MeHLWMUHa —
MaTb AHpH, HO B puNbMe He xBaTano oaHoW Bewwm — 3Byka. Cana xoten
y3HaTb, 0 YEM rOBOPUT ero MaTb. Tak kak HUKTO U3 TEX, KTO MPUCYTCTBO-
BaJl HA KOHrpecce, He MOT eMy NMOMOYb, OH PELLWJ OTNPABUTLCA B LUKOAY
ONA rNyXoHeMblX. TaM FyXoHeMble, C NOMOLLbI0 YYUTeNsl, CMOTPAT BU-
[leo, YATalT no rybam, a 3aTeM pacluMPppoBbLIBAOT CNOBA.

AHpu Cana poduncsa 1974 e.  TupaHe (AnbaHus).
rRusem u pabomaem go @paHyuu.

Anri Sala was born in 1974 in Tirana (Albania).
Lives and works in France.

_.ﬁ

Anri Sala
Intervista, 1998
26'00"

While clearing out storage boxes from his Tirana apartment on a trip back
to Albania from his studies in Paris in 1997, Anri Sala came across an
old reel of film. It showed a Communist Party congress with hundreds
of Party members applauding their leader, Enver Hoxha. A young woman
was ushered on stage beside him. The film cut to an interview between
the woman and a journalist. She spoke for a while, finishing the interview
with an embarrassed smile. The woman was Sala's mother, but one thing
was missing, there was no soundtrack on the reel. Sala wants to know
what his mother was saying. Since no one who was present at the con-
gress can help him, Sala decides to go to a school for the deaf where
a deaf-mute, assisted by a teacher, watches the video, lip-reads, and
then transcribes the words.

Munuua Tomuy
A — Munuua Tomuy, 1999
9'58"

MBoHHa QonbkapT nuwert: «lepea Hamn 64 yTBEepMAEHMSA, NOCTPOEHHbIX
no cneaywouwemy obpasuy: “i — Munuua Tomuy. 1 — KopesiHka", “A —
Munuua Tomuu. 1 — HopBemka" 1 Tak ganee. Mbl BUAKUM, YTO Kaxsaoe
yTBepMaeHue CoAepuUT B cebe npaBay U Nob: Aa, 3To Munuua Tomuy,
HO OHa HU KOpesiHKa, HX HOpPBEXsKa, HU aBCTPUIiKa, ECIM YK Ha TO MoLuo.
3pecb uccnegyetca caMo pOpMUMpPOBaHKUE, CaMO CO3AaHUEe UAEHTUYHOCTY.
BbickasaTb, npousHecTn ee — o03a4aeT co3patb. <..> Munuua Tomuu
npobneMaTu3MpyeT caMo CO3aHUe 3THUYECKOW MM HALMOHANbHOW Npu-
HagedsHOCTU — XYA0MHULA BUAMT B 3TOM MPOU3BOJIbHYI0 JeKnapaLmio.
KpoMe Toro, HaLUMoOHaNbHaA AEHTUYHOCTb HE NMPUHALNEMUT Kk KaTeropum
"yyBcTB", @ Befib 3T0 06bI4HbINA CNOCO6 NpeofoNeTb CBOW OpUrUHabHY/
NpMo6peTEHHYI0 MAEHTUYHOCTL: ckasaTb “fl Mory 6biTb KopenueMm, eciu
1 YyBCTBYI0 ceba KopenueM, faxe eciv U3HavanbHo s cep6”. Hanpotus,
Tomuy oTpuuaeT nioboe aTHUYECKOe YYBCTBO, M pacCMaTpMBaeT AaHHbIN
BOMPOC Kak NpobnemMy putopukmn».

| T bplipiea 1f!

Milica Tomié
I am Milica Tomié, 1999
9'58"

As Yvonne Volkart states: “64 statements are proceeded in the follow-
ing pattern: “I am Milica Tomi¢, | am Korean”, “I am Milica Tomi¢, | am
Norwegian”, and so forth. Initially, one can observe that every sentence
contains a true and a false statement: yes, that is Milica Tomi¢, but she
is neither Korean nor Norwegian, nor Austrian for that matter. What is ex-
plored here is the very formation, the very making of an identity. To state,
to pronounce one's identity makes one's identity. <...> She problematizes
the making of an ethnic or national identity, which she sees also as an
arbitrary declaration. Also, this identity does not belong to any category
of “feeling”, which is usually a way to transcend one's original/inscribed
ethnic identity by saying “I may be Korean if | feel as a Korean, even if | am
originally Serbian". On the contrary, she has rejected any ethnic feeling
and explores the whole issue as a rhetorical formation.”

19 e el A
recaine we wEre Bullding.
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BbICTABKA: PetpocnerTiBa B1aeoapTta 1989—2(

- r A
Mape Tpanna Aptyp 3MueBcKUi
Banenku, 2000 OHu, 2007
311011 'i'l'Elﬂ.FI 26’26"

FELT .

OcHoBol 3TOro Buaeo Ctan aHeKaoT U3 AeTCTBa XYyAOMHULbI: ((HOHeM\/ Bn nT 5 o i ITa pa60Ta — BUAe03anucb akcnepuMeHTa, Anda KoToporo 3MueBcKuIn y6e-
pycckue HocAT BaneHKkn? YTobbl TUXO NPOKPACcTbCA MUMO aMepUKaHLeB». N : AN npeacTaBuTeNeit YeTbipex COLManbHbIX FPYMM, aKTUBHO YYACTBYHOLLMX
B cBoe BpeMA 3Ta WYTKa CUIbHO 03a4a4vuna XyooMHuULy. Kak ¥e OHM 3To WINTE Fh:r B MU3HU COBPEMEHHOﬁ r|0ﬂbLLIM, COﬁpaTbCH BMeCTe U B TedeHne HeaenbHoro
CﬂeﬂalOT? Kak nony4ymTca, YT0 aMepukaHLbl HUYero He 3aMeTAT? B eé aet- L' ] . CeMunHapa 06MeHATbCA CBOUMU Pa3/IMYHbIMK, €CNIU HE NPOTUBONO/IOMSHbIMU,
CKOM MblILUTIEHNUN He 6bIJ'I0 MecTa NoMTUYEecKomn UPOHUN, a NpeacTaBNeHns 3 MHEHUAMU U NOJIUTUMECKUMU yﬁePKp,eHVIHMVI. Kamnaﬂ U3 3TUX rpynn nMmeet

penyTaumio naeonornyeckn 6eCKoMNPoOMUCCHOM NMOAUTUYECKOW MPyMNNUPOB-
kK. YneHbl HeoHaumoHanucTuyeckoro Cotosa Monbcko Monoggsn, noMn-
Nble MeHLMHbI, NpefcTaBasome GyHAAMEHTANIMCTOB-KaTONIMKOB, eBpeW-
cKan MOJoAEMb U MONoable akTMBUCTbI IEBOMO Kpblla — KaMsaas rpynna
GopMynupyOT CBOK NO3uLMI0, CO34aBas IMBIEMbI U pUCYSi CUMBOJIbI CBOMX
Monutnyeckan cutyaums usmeHunacb, XonogHon BOMHbI 6onblie HeT. Ei naeonoruit Ha 6onbLioM nucTe bymaru. OHY cornaluatoTcs 06cywaaTb PUCYH-
0YeHb XOPOLLO YAAETCA NPOCKaNb3blBaTb MUMO aMepPUKAHLEB — HUKTO KW CBOMX OMMOHEHTOB, HO NEPBbIE KOMMEHTAPUK U KPUTUKA BCKOPE CMEHSIIOT-
He obpallaeT Ha Heé BHUMaHusA. Mpubbinu noan us BoctouHoi EBponbl, csl pusn4ecknM BO34ENCTBMEM — YYACTHUKM CEMUHAPA 3apUCOBbLIBAIOT Yy-
HO 3TO HEBAMHO; HA KOPOTKOE BPEMSA OHWU 3aHUMAIT MECTO NpULLENbLEB, . MYI0 CUMBOJIMKY, PEMKYT U CXSUTaIoT YyMsMe PUCYHKU. Ickanaums KoHOIMKTa
a 3aTeM NPMHUMAIOT 3anagHble/aMepukaHckue naeanoi. - - NocTeneHHo, Ho Hen3beXsHO NPUBOAMUT K OTKPLITOMY NPOTUBOCTOSHWIO.

0 «XONOAHOW BOWHE» MONHOCTbI oTcyTcTBOBanW. Moyt 20 net 3aHAno
OCMbICieHMe ee NonuTUYeckon nogonnekn. B ceoel paboTe XxyaoMmHUUA
IOMOPUCTUYECKU PasbirpbiBaeT aHEKAOT M3 JeTCTBa Ha yiuuax ropoga
Konaméyc, wraT Oraito. OHa BoniowaeT cBou GaHTa3nM B ¥MU3Hb M Npo-
KpaablBaeTc MUMO aMepuKaHLEB B CTapblX MAMKUX PYCCKUX BaneHKax.
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Mape Tpanna podunacs 6 Tannure (3cmorus, beisuwudt Cosemekut Co
Musem u pabomaem & JloHdoHe (AHenus) u 6 TannuHe (JcmoHus).

Mare Tralla was born in 1967 in Tallinn (Estonia, part of the former So
Union). Lives and works in London, (England) and Tallinn (Estonia).

Mare Tralla g, Artur Zmijewski

Feltboots, 2000 ' Them, 2007

3'10" - 26’26"

The starting point to this video is an anecdote from the artist's childhood. = . = TR i This work is a film record of an experiment for which Zmijewski convinces
“Why do Russians wear feltboots? To silently sneak pass the Americans”. representatives of four social groups actively present in the public life
It bothered the artist great deal. How do they do it? How is it possible, ] of contemporary Poland to gather together in a seven-day workshop to
that the Americans do not notice? Her childhood thinking missed the negotiate their disparate, if not opposing, beliefs and political convictions.
political irony and totally excluded the notions of Cold War. It took her - " Each of these factions has secured a reputation as an ideologically un-
almost twenty years to start thinking about and understanding the dif- ! el L compromising political group. Members of the neo-nationalist Union of
ferent political layers of that simple joke. In this video she humorously | ] Polish Youth, elderly women representing fundamentalist Catholics, Jew-
acts out her childhood anecdote in the streets of Columbus, Ohio. She L ish youth, and left-wing activists of a younger generation each formulate
brings her fantasies to life and sneaks past the Americans in old soft d their respective positions through the creation of insignia, painting sym-
Russian feltboots. The political situation has changed, there is no Cold i 5 bols of their ideologies on a large sheet of paper. They agree to react to
War anymore. She is very successful in silently sneaking past the Ameri- e B each other's creations and the initial comments and critiques soon turn
cans, no one pays any attention. Eastern-Europeans have arrived, but ikl e - into physical interventions, leading participants to alter the work of one

it doesn't make any difference, briefly they occupy the space of aliens, another by overpainting, cutting and burning it. These actions escalate
before conforming to the Western/American ideal. gradually, but with a sense of inevitability, into an open confrontation.

Bupeoapt LleHTpanbHoii u BocTouHow EBponbl nocne nagetus bepnuHckoi ctenbl /1989—-2009/




BbICTABKA: PetpocnewTtiBa B1aeoapta 1989—-2009

Yaba HeMew
Pumenk | — X, 2000
25'48"

AHMMauMOHHBbIM UMKkn 13 10 cepuit NocBsLLEH yAWM4YHbIM becnopsakaM
B bynanewrTe ocenbto 2006 roaa. Mo cnosaM Maiin n Py6eHa ®oykcos:
«Pabota Yabbl HeMelwa «PuMeltk» cocpefioTaumBaeT BHUMaHWe 3putens
Ha MECTHOM M YacTHOM, MPOTMBOMNOCTAaB/AS 3TOT B3r/sA NOBEPXHOCTHO-
My rnobanbHoMy 0630py. «PuMeiik» Kak 6bl MoA YBENUYUTENBHBIM CTe-
KJIOM pa3rnsaAbIBaeT T0, YTO MO0 CYYUTLCS B Nt060W YacTU NNaHeThbl, HO
npousowrno B byganewre — u BOT HaM NpeanaraeTcs UMK MUHU-APaM,
nepeMuTbIX JOAbMU B TEYEHWE BPEMEHHOrO PAcCTPOWCTBA MOPOACKOI0
nopsAgka, cnyumslierocs B 50-10 rofoBLIVHY BEHTEPCKO PEBOIIOLIUUNY.

Yaba Hemew podusics 6 eopode Kuweapda (Berepus).
Nsusem u pabomaem & bydanewme (Berepus).

Csaba Nemes was born in 1966 in Kisvarda (Hungary).
Lives and works in Budapest (Hungary).

Csaba Nemes
Remake | — X, 2000
25'48"

An animation series of ten parts dedicated to street riots that took
place in Budapest in autumn 2006. As said by Maja and Reuben Fowkes
“The focus of Csaba Nemes's “Remake” is local and particular, in the
sense of offering a situated alternative to a superficial global overview.
Remake zooms in on what could be any part of the planet, but happens
to be Budapest , and we are offered a a series of mini-dramas experi-
enced by individuals caught in the midst of the temporary disruption of
the urban order on the 50th anniversary of the Hungarian Revolution.”

o = :rl? a :." Ak v
: ! ‘.‘-I}..ulﬁ XapyH ®apoku, AHgpen Yuua

Buaeorpammsbl pesontouuu, 1992
107'00"

Anppeit Yauua nucan: «0OceHb 1989 roga octanachk B HaLlei NaMATH kak cepus
BU3yaNbHbIX CO6bLITUI. <...> Bcé npousowno 6ykeanbHo 3a 10 gHel u Tonb-
KO B ABYX ropojax: HapoAHOe BOCCTaHWe, CBEPMEHWE BNACTH, kasHb BbIBLUMX
pykoBoguTeneii. lMocne nepBoHaYvanbHbIX BOJIHEHUI B TUMULLIOApe, rae NpaBu-
TENbCTBO BCE-TakW 0Ka3anocb CMOCO6HLIM M30MPOBATL rOPoJ, OKOHYaTeNb-
HbIi1 NepeBopoT Npoun3oLwén B ctonuue — byxapecTe, npsMo nepen kaMepamu.
TeneueHTp 6bin 3axBayveH AEMOHCTPaHTaMK, KOTopble ocTaBanuch B apupe 120
Yacos nogpaa. <...>Mexay 21 nekabps 1989 roga (aeHb, koraa Yaywecky npo-
U3HEC CBOI0 NOC/efHIoN pedb) u 26 aekabpsa 1989 roaa (aeHb nepsbix Tenesu-
3MOHHbIX OTYETOB C ero NpoLecca) BUAe0kaMepbl MOMNHO 6bI0 BUAETH BO BCEX
BaMHeMNLwuMx Toukax byxapecTa, u cobbiTua bbinK 3arneyaTiieHbl NOYTU BO BCEM
cBoeil NonHoTe». XyAOMHMKU cobupanu Te BUAeo3anucy, YTobbl BOCco3naTb
BU3YaJIbHYI0 XPOHONOTUI0 Tex AHel. Mx Lenbio Bbino pacnyTtaTh Maccy obpasos
i 1 COCTaBUTb MOCNEeJ0BaTENIbHOCTM Tak, YTOObI BO3HWUKNA UNMO3WS OBUNSEHUSA OT
- Kamepbl K kamMepe Ha NPOTAMEHUM 5 AHel Kak bbl BHYTPY 0AHOTO GuIbMa.

Harun Farocki, Andrei Ujica
Videograms of a Revolution, 1992
107'00"

£

As Andrei Ujica states: “The autumn of 1989 is fixed in our memories as a series
of visual events. <...>Everything happened in just ten days and in just two cit-
ies: the uprising of the people, the overturning of power, the execution of the
rulers. After initial disturbances in Timisoara, where the government was still
able to isolate the city, the final overthrow took place in Bucharest: in the capi-
tal and in front of the cameras. The television station was occupied by dem-
onstrators, stayed on air for around 120 hours. <...> Between 21 December
1989 (the day of Ceausescu's last speech) and 26 December 1989 (the day of
the first television reports of his trial) cameras were at all the most important
locations in Bucharest captured the events almost in their entirety”. The artists
gathered all those various recordings together in order to reconstruct the vi-
sual chronology of these days. The aim was to disentangle the mass of images
and to arrange sequences in such a way as to suggest that for five days, one
was moving from camera to camera on one and the same reel of film.
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CAPUHWUHT U

YacTb |. BHe pamok
YacTb Il. [lokymeHTaLums
YacTo lll. TeppopmaHc

MACTEP-KJIACCbI

AHpu Cana
Munnua Tommy
3roH byHHe

OUCKRYCCUA



CKPUHWHIWU: YacTb |. BHe pamok

flHow Wyrap

Muwywan MawmuHka ansa HerpamoTHbix, 2001

7'30"

Y coManuiiueB ecTb nonynsipHas noroopka: «f n Comanu npotue Mupa, A 1 Moi
knaH npotve CoManu, A M MOA CeMbA NPOTUB KNaHa, i U Mo 6paT NPOTUB CEMbMU,
A npoTuB cBoero b6paTa». bappu CaHaepc ckasan: «Pydbe — 3T0 NULWyLLaa Ma-
LUIMHKA N1 HEerpPaMoTHbIX». Pa3BUTUE CNOMHBIX, BEICOKOTEXHONOMUYHBLIX CUCTEM
BOOPYMEHUA 0Ka3ano HeMMOBEpHOe BIUSHWE Ha 3KOHOMWKY U MONUTUKY BO
BCEM Mupe. TeM He MeHee, HECMOTPA Ha NOSB/IeHMe BCEX 3TUX [OPOrocTof-

LMX HOBOBBEAEHWI, MMEHHO aBTOMAaT KanawHMKoBa NOCTOSIHHO WUCMOJIb3yeTCs
B Mupe c koHua 1940-x rr.

Bagum KowKkuH

Fucking Electricity / Currents of Death, 1993

425"

Fucking Electricity — BneyaTtnsiowmit npumMep paHHUX BuaeopaboT M Meaua-
apta B Poccun. Bagum KolKknH cTan MHTepecoBaTbCs BUAEOTEXHONOMUAMU NO-
cne NajeHuns «Mseie3Horo 3aHaBeca. [l[popaboTaB HECKONbKO NeT Ha CTYAUK
TeNeBU3NOHHbIX NMPOrpaMM U 3aKOHYMB MACTEpCKY peuccypbl TPHKOBOMO
dunbMa n KoMnbloTepHoii rpadukmn B. M. KobpuHa Bo BIMKe, oH ¢ noMolubio apy-
3eit ocHoBan B 1993 «CTyauto aroueHTpuyecknx ocobeHHocTen», BbiNyCcKaBLUYHO
3KCNnepuMMeHTaNbHoe BUAEO, KOMMbITEPHYIO rpaduKky, TenenporpamMMel U My3bl-

KaJibHblé BUOEOKNUNbI. an nogaepMke 3Ton CTyauu npowen rlepBbIﬁ B Poccumn
Menmad)ecmaanb ((EPELWIJ.WIE CKBO3b TbMY B MOJIYHOUYU».

Yto denatb

Mepectpoinka 3oHrwnunb. Nobeaa Haa MyTtyem, 2008
26'30"

[enctBue passopaumBaetcs 21 aBrycta 1991 roga nocne nobegpl Hag nyTyeMm.
B 3ToT feHb 6ecnpeLefeHTHOro HapogHOro NogbEMA Ka3anoch, YTO AEMOKPaTUS
OKOHYaTeNbHO nobeauna B CTpaHe, U YTO HApoA AoneH u byaeT cnocobeH no-
CTPOMTb HOBOE cnpaBeaimBoe 06LwecTBo. «llepecTpoitka 30HMLNWIb» NOCTPOEHA
Kak aHTMYHas Tpareaus: eé NepcoHaMsyM noJeneHbl Ha xop v repoes. lepou — 3To
KJIl0YeBbIE TUMbI, MOPOMAEHHBIE 3P0V NEePECTPOMKY; Y KaMaoro U3 HUX onpege-
NEHHOE BUIEHVE CBOeW ponu B UCTOPUU: AeMOKpPAT, bU3HECMEH, PEBOSIIOLIMOHEP,
HauMoHanuct, deMuHucTka. OHW aeilcTBYOT U MeuTaloT. OHW aHanU3upyT cBOU
nencTBus, cBoé MecTo B 0bLLiecTBe U CBOE BUAEHWE NOAUTUYECKOr0 NyTH CTPaHbI.
Xop #e — BonoweHne o06WecTBEHHON0 MHEHUS; OH MOPaNbHO XapakTepusyer
repoes 1 NpeaBUAMT Ux byayuiee, rnsaas Kak 6bl M3 ceroaHsLwHero gHsA. B npous-
BeJeHUW aHanu3upyeTcs creuupuyeckan CUTyaLms, CIOMMUBLLAACA B 3TOT kpaW-
He BaMHbIM MOAUTUYECKUIA MOMEHT COBPEMeHHOW uctopun. OHO KpUTUKyeT no-
NIUTUYECKYI0 HAUBHOCTb, @ TakXs€ NOKAa3bIBaeT, kak TPYAHO NASM peanu3oBaTtb
cBOE BuAaeHue byayuiero BMecTe.

SCREENINGS: Part |. Beyond the Borders

’ ’
Janos Sugar
Typewriter of the Illiterate, 2001
7'30"
Somalians have a familiar proverb: “Me and Somalia against the world, me and my
clan against Somalia, me and my family against the clan, me and my brother
against the family, me against my brother”. Barry Sanders says: “The gun is the
typewriter of the illiterate”. The development of sophisticated hi-tech weapons
systems has had an enormous impact on the economies and politics of the world.

However, instead of these expensive weapons, what has actually been in constant
use since the late 40'ss is the Kalashnikov machine gun.

Vadim Koshkin

Fucking Electricity / Currents of Death, 1993

4'25"

Fucking Electricity is an impressive example from the early video and media art
scene in Russia. Vadim Koshkin became interested in video technologies after
the fall of the Iron Curtain. After working for TV programmes and joining V. M. Ko-
brin's Studio of Trick Films and Computer Graphics at the Moscow Institute of
Cinematography, in 1993 with participation of friends he founded the Studio of
Egocentric Peculiarities, which produces experimental video, computer graphics,

TV programmes and music videos as well as the first ever held in Russia Media
Festival Plodding on through the Midnight Darkness.

Chto Delat

Perestroika Songspiel. The Victory over the Coup, 2008
26'30"

The action unfolds on 21 August, 1991, after the victory over the restorationist
coup. On this day of unprecedented popular uplift it seemed that democracy had
won a final victory in the country and that the people should and would be able
to build a new, just society. Perestroika Songspiel is structured like an ancient
tragedy: its dramatis personae are divided into a chorus and a group of five
heroes. The heroes are key types generated by the perestroika era, each of them
with a particular vision of his/her role in history: a democrat, a businessman,
a revolutionary, a nationalist, and a feminist. They act and they dream. They
analyze their actions, their place in society, and their vision of the country's
political path. The chorus is the incarnation of public opinion. It makes moral
judgments on the heroes and it foresees their futures, as if it were gazing on the
proceedings from the present day. The work analyzes the specific configuration
of forces during this supremely important historical moment of contemporary
history. It critiques political naiveté while also showing how difficult it is for
people to realize their vision of the future together.
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7
MapuHa 'pMuHny, AnHa LLimug
bunokauusa, 1990
12'06"
Bunokaums osHavyaeT npebbiBaHWEe AyLWM U Tefla B ABYX pasHbIX MecTax OAHO-
BpeMeHHO0. 3T0 NpeBOCXOAHbIN TEPMUH Kak ANs 0603HaYeHWs1 NPoOLLeCcCcoB B BU-
fleovcKyccTBe, Tak U ANA onucaHus kpoBaBoW uctopun Kocoso, TeppUTOpPUM Ha
tore 6biBlent l0rocnasum (Cep6us). NMpu cosgannm Buaeo 6bin UCMONb30BAH OpU-
rMHaNbHbIA AOKYMEHTaNbHbIA MaTepuan BpeMEH rpaaaHckon BonHbl B 1989 r.
(an6aHubl 60pIOTCA 38 OCHOBHbIE FPAMAAHCKME NPaBa NPOTUB HaLMOHANUCTMYe-
CKOWl rereMoHuUm BiacTn cep6oB), cHATLINA TenesugeHnem Cnosexun. OH HUKoraa
He AeMOHCTpUpoBaBLUMiAcs NybauyHo. MaTepuan npoTMBoNoOCTaBNeH Boobpaa-

€MOMY MUpY CUHTEeTMYecKUx BUAeoobpa3oB. TeKCT, MCNONb30BaHHLIN B paboTe,
B3AT U3 kHuru Ponana bapTa «®parMeHTbl peun BIO6NEHHOMO».

MNasen bpauna

EBponaniHc kentepuHr unu KyxHa tocku no gomy, 2006
26'00"

Korpa MNaBna Bpauna npurnacunu yvacTBoBaTb B BbiCTaBke «Kak fenawTtcs
Beln? — B raylim», OH NONpocun CBOK MaTb NMPUrOTOBUTb TPAAULIMOHHYIO MO~
NABCKYI0 ey W NpUcnaTb Ha BepHUca. Beceno 1 B xopoLueM HaCTpoeHUN ceMbs
NpUroToBMUIAaCh Y4acTBOBaTb B XyYAOMECTBEHHOM rnpoekTe. CyMKka, HamoHeHHas
BKYCHEMLIMMW CbecTHbIMKU MNpunacamu, nepecekaeT BocTouHyio EBpony Ha aB-
Tobyce. OHa eaeT Mo TOMy e CaMOMy MapLUPYTY, YTO U UMMUIPaHTbI, ULLYyLLKE
nyywen gonu... ®unbM NokasbIBaeT, YTO MOBCIOAY B MUPE Y Ntofiei OHU U Te e
HyMsAbl, 0AHA W Ta e HOCTaNbrUsA, OAHU U Te ¥e PafocCTy...

A
Cepren LWyToB
YausutenbHo, kakasa TuwuHa-ll, 1994
4'09"
3aMMCTBOBAHMA XYA0MHUKA U3 CTapbIX COBETCKUX GUNBMOB, KOTOpble OH 06pa-
6aTbIBAaET C MOMOLLbI KOMMbIOTEPHbLIX TEXHONOIMIA, MOX0MM Ha daHTacTUYeckue
BMaeHMA npuwenbua. MpeacraBbTe cebe UCTOPUIO O TOM, Kak 0YEIOBEYUBAIOT
MHOMMAHETAH MYTEM BMUBIEHWS B UX MaMATb NIy4wux 06pasLoB COBETCKOro
KWHO, MPY 3TOM UCYE3aT UPOHUA U CBA3aHHbIE C dunbMaMu TENNble YyBcTBa. Me-
XaHu4eckoe BuaeHue (KOMMbloTepa, poboTa UMM MHOMNAHETAHMHA) NaeanbHO Bbl-
nosHsaeT paboTy AeCcTUAM3ALMM, CUMLLAA NATUHY BpeMeHu U npeobpasys cTapble
NNEHKK B BOJLLEBHBIN NOTOK NPeKPacHbIX, 6e3ynpeyYHo abCTPaKTHBIX U COBPEMEH-
HbIX 06pa30B, CBO6OAHbLIX OT JI6bLIX accouMaLmit.

AamMup HuKkwny

Ecnu 6b1 A1 He 6bin MycynbMaHuHOM, 2004

7'08"

CapkacTuyeckoe BUaeo, puMeitk cLeHbl M3 «Ckpunaya Ha Kpbiwe». 3T0 pa3MblL-
neHue o cyabbe 60CHMNCKUX MyCyNbMaH B XpucTUaHckoi EBpone.

SCREENINGS: Part |. Beyond the Borders

Marina Grzini¢, Aina Smid

Bilocation, 1990

12'06"

Bilocation means the residence of the body and soul in two different places at the
same time — simultaneously. It is the perfect term for delineating the processes
going on in the video medium and for describing the hell and bloody history of
Kosovo, a territory in the South of the former Yugoslavia (Serbia). Original docu-
mentary material from the civil war in Kosovo in 1989 (Albanians are fighting for
basic civil rights against the Serbian nationalistic and hegemonic power) made
by TV Slovenia, but never shown publicly, has been used and juxtaposed with the

imaginary world of synthetic video images. Fragments of texts used in the video
are taken from Roland Barthe's book A Lover's Discourse: Fragments.

Pavel Braila

Eurolines Catering or Homesick Cuisine, 2006

26'00"

Being invited to participate in the exhibition How to do things? - In the Middle
of (no)Where... Pavel Braila asked his mother to cook some traditional Moldovan
food and send it over for the vernissage. With joy and good humour, the family
organized itself to participate in this artistic project. The bag filled with amazing
victuals crosses Eastern Europe by bus, using the same route as when immi-

grants settle in another country... the film shows that everywhere in the world,
people have the same needs, the same nostalgia, the same joys...

Sergey Shutov

Amazing, How Silently It Is-1l, 1994

4'09"

The artist's appropriation of old Soviet films, processed by means of computer
technologies, finds similarity to a fantastic vision of an alien. It is possible to
imagine a story about the humanization of aliens through implantation of mem-
orable samples of the best of Soviet cinema, while the memory-holder removes
both irony and affection. The mechanical vision (of computer, robot or alien) ide-
ally carries out the operation of destylisation, cleaning off the time patina and
transforming old tapes into an amazing stream of beautiful, faultlessly abstract
and modern pictures free of any associations.

Damir Niksic

If | wasn't Muslim, 2004

7'08"

A sarcastic video, remaking the barn scene from Fiddler on the Roof, contemplat-
ing the fate of Bosnian Muslims in a Europe of Christian neighbours.
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AHa XycMaH
O6epn, 2008
17'20"

MpaBuna noBefeHNs, KOTOPbIE MOMHO HAWTU B KHUFaxX Mo 3TUKETY, NpeJHasHa-
YeHbl AN TOro, YTobbl cNocob6CTBOBATL 06LLEHMIO U MOMOraTh JIVASM MOHUMATb
apyr apyra. CuMTaetcsi, YTo OHWM NpU3BaHbI MOMOYb HaM 06LWATbLCA C APYrUMU
noabMM ¢ 6onbluei NErkocTblo U YBEPEHHOCTbI0 B CBOMX cunax. MpaBuna xopo-
LIero TOHa U3y4aKTCHA C POMAEHUA — 3TO eMHCTBEHHbIA CMOCO6 MONHOCTLIO
ycBouUTb UX. OHM NOCTPOeHbl N0 MoAeNaM 3anagHoW LMBUAM3ALMKY, ClefoBaHNe
3TUM NpaBuiaM AaET HaM BO3MOMHOCTb JIEFKO PasNNYmuTb, KTO LMBUAM30BaH, a KTo
HeT. B dunbMe peub Mgt 06 06bluanx, KacarwLmMXcs yrnoTpebieHns Ny Ha Nio-
[FX — @ 3TO TOT rNaBHbIA MOMEHT, KOrla Mbl MOMEM MoKkasaTb APYrUM Halle
BOCMUTaHWE U XOPOLUME MAHEpBI.

AnekcaHpap Cnacocku

Habniopatenb, 2008

520"

Mumu Bep nuwweT: «KBUHTICCEHUMEN paboTbl ABASIETCA HE MPOCTO PenopTas, Ho UH-
TYUTUBHBIN OMbIT HabnoaaTens... ABTop MCMO/b3YET FOTOBLI KMHOMaTepuan, 1 ycu-
nvBaeT 3GdeKT, KOMMOHYA ero 3aHOro B COBCTBEHHOI nocnegoBaTenbHocTU. Ha ero
JINYHOM OMbITe OCHOBAHA UCTOPUS YeOBEKa, KOTOPbIN BPOAMT MO HOYHBIM YIULEM
YyMMX FOPOAOB M 3arNAAbIBaeT B OKHa HE3HAKOMLEB, B UX MU3HW. <..> B npeacras-
NEHHbIX COBBLITUSAX MOTEHUMANbHO COAEPMUTCA MHOTO MU3HEHHBIX UCTOPUI, HO pas-

PO3HEHHbIE CLiEHbI MPEACTaBNeHbl kak GparMeHTbl, TEPSIOLLIME 3aTEM CBOW CMBICH.
3puTenb nonyyaeT He onpeaen&HHbIA KOHTEKCT, @ MONYPPU U3 BNEYaTNEHU».

Anppaw Qorapauu

MawwuHa gns, 2006

8'00"

370 Buaeo ABnsAeTcA YacTbio umkna Kultur und Freizeit («KynbTypa u gocyr»), no-
CBAILLEHHOMO KYNbTYPHbIM U 0bpa3oBaTeNbHbIM LeHTpaM B Byaanewrte. OcHoBaH-
Hble Ha Tpaauumu pabounx knybos XIX Beka, 3TV LLEHTPbI CTanu CTPOUTLCA B ropoge
B 1950-e rogbl M Mcnonb3oBanuch Ans 06pa3oBaHuUs, NPOCBELLEHWUS U OTBIEYEHUS
pabounx Macc. 3T KocHble CTPYKTYPbI 0 HEKOTOPOW CTeneHu cTanu 6a3oi Ans He-
oduuManbHon KynbTypHOU #Kn3HU 60-x, 70-x u 80-x rr. OcHoBHbIe ycnoBus ans
CyLLeCTBOBaHWUA NOAO6HBIX yUYpeMaeHUN paaukanbHbiM 06pa3oM U3MEHUNNUCH
¢ 1989 ropa: MHOMMM NpuULLNOCH 3aKpbITb CBOM ABEPY, APYrue Bcé elwé boproTea
3a ¢MHaHCOBYI NOAJEpM Ky M NnaTeMsecnocobHbIX nocetuTenei. ApxutekTypa
3TUX 30aHWI NPOrpaMMHa, OHa FOBOPUT 06 3CTETUYECKUX U CTPYKTYPHbIX Maea-
Nax ux CTpoUTeNen U YNeHOB, U NOPOMSAAET BONPOCH: YTO 3@ NPOCTPAHCTBO Mbl
Mcnosib3yeM kak NPOCTPaHCTBO KynbTypbl? Kak oHo penpeseHTupyeTtcs? Kakyio
KyNbTYpY Mbl MMeeM B BUAY ?

SCREENINGS: Part Il. Documentation

Ana Husman
Lunch, 2008
17'20"

The rules of correct behaviour found in books of etiquette present themselves
as aiding communication and helping people understand each other. They also
claim to help us engage socially with greater ease and self-confidence. These
rules are learnt from birth which is the only way for us to completely internalize
them. Their model is found in western civilizations, and compliance with them
mabkes it easy to discern who is civilized and who is not. The film deals with cus-
toms of eating and drinking - specifically with the lunch situation, as communal
eating is the central site of showing others our breeding and finesse.

Aleksandar Spasoski

Voyeur, 2008

5'20"

As stated by Mimi Wehr: “The quintessence of the work is not a mere report-
ing, but the intuitive experience of a voyeur. [...] He makes use of existent film
material and increases its effect by adding his own sequences and composing
them anew. Out of his personal experience, he thereby shows scenes of some-
one wandering the streets at night, of alien cities and gazing into stranger's
windows, into stranger’s lives. <...> The sequences shown offer a broad spectrum

of potential stories, but the scenes are presented as extracts and then fade out.
The viewer does not receive a defined context, but a potpourri of impressions.”

Andras Fogarasi

A machine for, 2006

8100”

This video is part of the series Kultur und Freizeit (Culture and Leisure) dedi-
cated to cultural and educational centres in Budapest. Based on the tradition of
nineteenth century worker's clubs, these began to be built throughout the city in
the nineteen-fifties and were used for education, enlightenment, and distraction
of the working masses. An important part of the unofficial cultural scene of the
sixties, seventies, and eighties however also developed to a certain extent within
these rigid structures. The general conditions of these institutions have changed
radically since 1989: many had to close their doors, while others are still fighting
for public support and paying visitors. The architecture of these buildings speaks
of programming, the aesthetic and structural ideas of their builders and users,

and asks which spaces for culture we claim, how they represent themselves, and
which culture we actually mean.
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lOpuin BacunbeB

Pycckun kpacHbii, 2001

2'32"

UBaH YeuoT: «[lpencraBnAeTcs, YTO KPaCHLIN B PYCCKOM MUpPe — 3TO LiBET CaMo-
BO30YMAEHWA U LBET NpuUTAraTeNbHbIW, 3aBopauBaloLmini. K aToMy KpanHemy
3HepreTMYECKOMY COCTOSIHUIO KMMEHUA TAHETCHA pycckas aywa oT 6echopmen-

HOCTU n 6ECLI,BETHOCTVI Opr?KaIOIJJ,EIZ cpedbl n oT HecnocobHOCTU BHECTU B Hee
TBOpPYECKYH OLEHRKY U onpeaeNieHHOCTb».

AnpwaH Maun

Per Speculum, 2006

6'35"

Ha3BaHue ¢punbMa B3sTO OT oTpbIBKA MepBoro nocnanusa anoctona Maena k ko-
puHdsaHaM (13:12): «Tenepb Mbl BUAUM Kak 6bl CKBO3b TYCK/I0€ CTEKO, raaaTesb-
HO, TOrfa e NIMLOM K Nnuy». 3aecb TeMa YenoBeYeckoro 3HaHUA paccMaTpu-
BAETCH C TOYKU 3PEHUSsI ero OrpaHNYEHHOCTU, KOCBEHHOCTH, ONOCPESOBAHHOCTH
UK 3epkanbHoro otobpadeHus. 0aHako B dUIbMe UMEHHO 3Ta 3epkanbHOCTb
no3BosifieT B MOJIHON Mepe PackpbiTb KpacoTy npupoabl. U3o6paxaeMoe aepeBo
YAMBUTE/IbHO HaNoMUHaeT becumcneHHble ukoHorpaduyeckue obpasel. 0T gpeBa
NecceBa — K punocopcKoMy LpeBy MU3HU U reHeanorndyeckomy apesy. lepeBo
BOCMPUHMMAETCA 3[eCb Kak CUCTEMHASA, MUBaA CTPYKTypa, KOTOpasA NoAAEepKu-
BaeT U 06beUHSIET MHOMECTBO GOPM CyLLEeCTBOBAHMUS.

A A

Wosed PobakoBCKUM

M3 Moero okHa 1978-1999, 2000

20'00"

XynoMHuK Hauan paboTaTtb Hag dunbMoM B 1978 rogy, Koraa nonyymn KBapTUpy
B Tak HasbiBaeMoM «Jlog3nHckoM MaHxaTTeHe» B LieHTpe ropoga. Bpems ot Bpe-
MEHU OH CHWMaeT Ha kamepy 60/bLUyi0 NOLWaAb, KOTOPas BUAHA U3 KYXOHHOIO
okHa. Mosed PobakoBCKM NOKasbIBaeT NOBCEAHEBHYI0 MMW3HbL Nlofel, KoTopble
BbIX0AAT Ha nnowaab. Co BpeMeHn cbeMku nepsoro kagpa npowso yxe 20 ner,
a BpeMs coxpaHunock Ha nieHke. B 1998 rogy MyHuumnanbHble BRACTU peunnm
NoCTPOWUTb MHOCTPAHHBIN OTeJlb, KOTOPbI BCKOPe AONMEH 3aKpbiTb XYAOMHUKY
BMA U3 OKHa. CTPOMTENbCTBO MAET MOMHBIM XOA40M, U UMEHHO eMy CyKAeHo Mo-
NOMMUTb KOHeL, 3TON BUEOXPOHUKE.

LWenna Kkamepuy

Yro 5 3Hat, 2007

15'00"

Jlio60oBHbIE UCTOPUM NepenneTalTcs B AoMe U Bokpyr Hero. 0aHa BeaéT K Apyroi.
lMpuspaku bpoLueHbl ¢ TeM, YTobbI HalTM OTBET Ha OAWMH W TOT e Bonpoc: «YTo
f1 3Hal0 0 N6BM?». McTopuA HanucaHa Kak BOCMOMUHaHWE O No6BM, KOTOPYIO Ha

camoM fienie He Habnoaana xygoMHvua. 0gHako [0M, NoKkasaHHbIM B paboTe, aeit-
CTBUTENbHO cyuecTByeT. Bce ponv ucnonHsoT aetn B Bospacte oT 8 fo 14 net.

SCREENINGS: Part Il. Documentation

Yury Vassiliev

Russian Red, 2001

2'32"

As lvan Czeczot states: “It seems that in Russia red is the colour of self-excite-
ment and is magnetic, enchanting one. From the formlessness and colourless-

ness of the environment and the inability to bring the creative evaluation and
the definiteness into it."

Adrian Paci

Per Speculum, 2006

6'35"

The title of the film is taken from a passage from Saint Paul's “First Letter to the
Corinthians 13:12" (we see now as if through a mirror in an enigmatic manner,
but we will see face to face). In this passage, the theme of human knowledge is
explored as well as its limitation as indirect, mediated or specular vision. How-
ever in the film it is precisely this specular nature that allows for the revela-
tion of beauty within nature. The tree itself, portrayed with austere presence,
recalls numerous iconographies. From Jesse's Tree, to the philosophical tree, to

the figuration of life and genealogy, the tree is perceived as a systematic, living
structure that supports and unifies a plurality of existence.

r'é .
Jozef Robakowski
From My Window 1978-1999, 2000
20'00"
The artist started making this film in 1978, when he got an apartment in the
so-called “Manhattan of £6dz” in the centre of town. From time to time he'd look
out the kitchen window with his film or video camera, onto the big courtyard that
became the hero of the diary he made. He was also interested in the daily life of
the people who were connected with the courtyard. Now twenty years have gone
by since the first frames were shot, and the time preserved on the tape has also
become the hero. In 1998 the municipal authorities decided to build a foreign
hotel in the beautiful courtyard; construction is under way, and soon the view
from the window will be nothing more than part of a hotel wall. That's when he'll
end this newsreel.

Sejla Kameric

What do | Know, 2007

15'00"

In and around a house, love stories intertwine. One love story leads to another.
The ghosts of love are left behind to seek the answers to the same question:
“What do | know about love?". The story was written as a memento to other

people’s loves that the artist had not witnessed. The house in the story is real.
All characters are played by children (aged 8 to 14).
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Jlana Pawyny

Hesupgumble, 2005

31'00"

vaeo 3aneyaTsiesio NOCTaHOBKY ayaAuOCneKkTakna C TeM »Ke Ha3BaHueM — «He-
BUOUMbIE». MCTOpI/IFI HEBVI,IIVIMOVI CeMbM, I'IﬂaHVIpyIOLLleVI OTNPAaBUTLCA B OTNYCK,
nepepfaeTcs Yepes yCNOBHYIO HApPaTUBHYIO CTPYKTYpy. Pacckasumk — r-aa He-
BUAMNMAA, KOTOpPAA NbiTaeTCA BOCCTAHOBUTL CBOK yTepﬂHHyl'O NMMYHOCTb U FIOﬂyHVITb
nacnopr. IT1a 3aHMMaTEeNbHAA caTupa Ha TeMbl a6cyanblx CTOPOH MU3HU coBpe-
MEeHHOoro 06LU,8CTBa: 6I0p0KpaTVI‘-IeCKMX MeXaHU3MOB, KONNEKTUBHOMN napaHoﬁM
n CucTem Haﬁmoneva. B 3T0ﬁ pa60Te naed «kHeBuanMMOro» cBfA3aHa C NOHATMEM

«papyrorox. [lpou3BeaeHve He ABASIETCSA HY ayAMOMNOCTAHOBKOW, HY BUAEO B MOJIHOM
CMBbIC/ie 3TOr0 C/I0BA, OHO 3aCTPeBaeT MeMAay ABYMS daHpaMu, nofo6Ho [pyromy.

Kpuwc CanmaHuc

Uctopus, 2001

333"

PaboTbl Kpuwca CanMaHuca nNpurnawwanT Hac CbirpaTb B UHTENNEKTYyaNbHYH0
WU UPOHWUYHYIO UIPY, @ UHOTAa U B NpATKKU. HecMoTpsa Ha npekpacHble BU3Y-
anbHble 06pasbl (a MoMKeT 6bITb MMEHHO 6narofaps MM) HEKOTOpble ero npo-
13BeAeHus NpeacTaBAsAT coboii AOBOSIbHO A3BUTENbHBIN, XOTA U OCTPOYMHbIN,
KOMMEHTApUii Ha COBPEMEHHBI MUP 1 cucTemy ero socnpuaTtusa. Kpuwc Canma-
HWC YaCcTo UCNONb3yeT NOBCEMECTHO NPUHATBIN BU3YalbHbIN A3bIK UK 3710yMN0-
TpebnaeT UM, U3MeHAA TONbKO ero «opporpaduio» — Tak, YTO BCE 3HAYEHUe
MeHsieTca Toe. Yale Bcero B ero Buaeo pabotax, aHUMauUumsAxX u ob6bekTax 3a-
KOJIbLIOBAHHOCTb MPeAcTaéT kak cUMNToMaTuyeckass dopma KOMMO3ULUK UK
¥e MEHTaNbHbIA UHCTPYMEHT, YKa3biBalOLLMA HA «YCNIOMHEHHYIO CYeTy» Halle-
ro CyLlecTBOBaHMS.

Cabonby Kuccllan

M'iMH, 2001

510"

B nycToit ranepee xop ucnonHseT ruMH. Ero cnosa B3sTbl M3 BEHrepcKoro Hauuo-
HafbHOro rMMHa, Mesioansi — U3 pyMblHCKoro. ABTop 16 neT Hasaa aMurpupoBan
13 nyHkTa A B nyHKT b, nepeiias ogHoBpeMeHHo ABe rpaHuupl. Nepexon rpaHuy 6bin
TakMe yOBOEH TeM, YTO B HEM y4acTBOBaAM MHOTME MPaHU IMYHOCTU XYAOMHMKA:
MecTHas W obLuecTBeHHas!, CY6'beKTUBHASA W KyNbTYpHas, MHAMBUAYANbHAsA U UCTO-
puyeckas, YacTHas U XyAoMecTBeHHan. Koraa HekoTopble iloav U3 nyHkTa A nonpo-

Cunn ero NpuHATb y4acTtue B NPOEKTe B NyHKTe b, oH cosgan rumH, KOTOprﬁ 6bin
3anuncaH Ha BMaeo, Tak Kkak HU O[IUH XOp He XOTeJ1 UCMOJIHATb ero No-HacToAwemy.

SCREENINGS: Part Ill. Performance

Lala Rascic
The Invisibles, 2005
31'00"

The video shows a performance of an audio drama text of the same name: The
Invisibles. A story of an invisible family planning to go on a vacation is delivered
through a conventional narrative structure. The main protagonist is Mrs. Invis-
ible, who attempts to regain her lost identity and obtain a passport. This light
satire touches upon the absurdities of contemporary society: the bureaucratic
mechanisms, collective paranoia and surveillance systems. In this work the idea
of the “invisible" is tied in with the notion of the “other”". This work is neither an
audio drama nor a video in the full sense, it lingers as the “other” in between
the two genres.

Kriss Salmanis

Historia, 2001

3'33"

The works of Kri$s Salmanis invite us to play an intellectual and ironic game —
sometimes also hide-and-seek. A proportion of his works, despite — or maybe
thanks to — its lovely design, are a witty, but also quite a stinging comment on
today's world and its perceptions. Kri§s Salmanis often uses/abuses universally
approbated visual language, ever so slightly altering the common “orthography”
thus changing the meaning as well. More often than not in his videos, animations

and objects, the loop is present either as a symptomatic form of composition or
a mental device alluding to the “complicated futility” of our existence.

Szabolcs KissPal

Anthem, 2001

511 0"

A choir performs an anthem in an empty gallery space. The verses of the
Hungarian national anthem being sang on the melody of the Romanian national
anthem. The artist emigrated 16 years ago from point A to point B crossing two
borders at the same time. The crossing itself was also doubled by the fact that
there were many identities of his involved in it: vernacular and social, subjective
and cultural, individual and historical, private and artistic. When asked by some

people from point A to take part in a show in point B, he created an anthem which
was recorded on video as no choir was willing to perform it.
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Khinkali Juice (Coyc k xuHKkanm)

HaunoHanbHbit rumH Mpy3un, 2006

1'34"

B pravwl HaLl,VIOHaJ'IbeIﬁ TMMH MOMHO YyCNbllWaTb He TO/IbKO Ha 0¢MLlMaJ1beIX ue-
PEeMOHUAX, HO U Ha OHAX POMKOEHUS, caanbﬁax W B NapKkax, BnepemMeLlry Cc neCHAMAU

The Beatles. 310 noMoraeT coxpaHsiTb UANIO3MI0 HE3ABUCUMOCTH, B TO CAMoe BPeEMSA
Kak CTpaHa 3aBUCUT U OT MHBECTULMI, U OT nonnTuyeckux pewenun EC n CLLA.

bopsaHa [lparoesa Pocca

JlyHa v conHue, 2000

6'06"

PaHbl n cMHAKU — He Bcerga pes3ynbtaTt Hacunua. MHOFﬂa 3TO0 OTMETUHbI Niob-
Bu. bonb (BKHIOHaﬂ ¢1VI3VI‘-IECK\/lO) — Y4acCTb 4eJjioBe4yeCKoro onbiTa, 3TO 4YacCTb
MU3HU KAaK MYMKUYUH, TAK N MEHLNH, 3TO YaCTb aKkTa TBOPEHUA. OﬂHaKO eCTb
pasnunyne: HeKkoTopble BUAbI 60nu MOTyT TepneTb TO/IbKO MEeHLLUHbI, gpyrune —
TONIbKO MYMYUHDI. 310 0AHa M3 NPUYUH, N0 KOTOPbIM XYyAOMHULG BEPUT B TO, YTO

N NoNnoMuTelbHble MOMEHTbI Y KadA0ro Nona pas/iniHbl; Y KadAO0ro nona ectb
npuBunerua oTnm4aTbCa OT Apyroro.

'pynna Azzoro

Bcé yxe 6bino caenaHo — |, 2003

11'26"

UneHbl rpynnbl Azzoro cobupatoTcs Ans 06Cy/AEHUA HOBOrO XyA0MECTBEH-

HOro npoekTa. B pa3rosope BblIACHAETCA, YTO BCe Ny4yline nagen yse 661K
KEM-TO UCNOJIb30BAHbI.

SCREENINGS: Part Ill. Performance

Khinkali Juice

Georgian National Anthem, 2006

1'34"

In Georgia one can hear the national anthem not only at official ceremonies, but
also at birthday parties, weddings or in parks between The Beatles' songs. It helps

to keep the illusion of independence, while the country in reality is dependent on
the EU's and USA's investments and political decisions.

Boryana Dragoeva Rossa

The Moon and the Sunshine, 2000

6'06"

Wounds and bruises are not always the result of violence. Sometimes they are
marks of love. Pain (including the physical one) is part of human existence — it
is part of the life of both men and women, it is part of the act of creation. The
difference is that some pain can only be suffered by women, other pain only by

men. This is one of the reasons why the artist believes that the good things too,
about each of the sexes are diverse and each has the privilege to be different.

Azzoro group
Everything has been done — |, 2003
11'26"

Members of the Azorro group gather to think up a new art project. As the conver-
sation goes on, it turns out that all the best ideas have already been taken.
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MPOEKT TRANSITLAND: MacTep-knacchl

MacTep-Kknacc BuaeoxyaoxHuka AHpu Cana
(An6aHus, OpaHums)

AHpu ABNAETCA 04HUM M3 Haubonee UHTEPECHDLIX BUAEOXYA0MHUKOB CBOEro Mo-
Konenusn. OH NpuBnek MexayHapogHoe BHUMaHue B 1999 6narogaps yyacTuio
B BbicTaBke After the Wall (Ctokronbm) u Manugecre-3 (Jliobnsna).

MacTep-knacc MeguaxygoxsHuubl Munuubl Tomuy
(Cepbus)

YyacTHuua 6ueHHane B Beneuuu, Can-TMaono, Ctambyne u CugHee, 3ata 6enrpaa-
CKan XyLOMHULA KOHUEHTPUPYEeT BHUMaHME Ha TeMax HauWOHaNIbHOW UAEHTUY-
HOCTU, MOIUTUYECKOrO HACKANUA U IMYHON OTBETCTBEHHOCTH, Ha pasHULEe MeMay
JINYHBIM, YeNloBeYeCkM BOCTIPUATUEM MUPa U UCKYCCTBEHHbIMK 06pa3amu CMU.

MacTep-Knacc xyaoMHuKa

¥ TeopeTUka HOBbIXx Meaua IroHa byHHe (TepMaHua):
«MapKeTuHr, cosaaHune 3aKonbLOBaHHbIX
KOPOTKOMeTpaMsHbIX Buaeo anutenbHocTbio oT 90 o 180 cekyHa»

Mpodeccop 3roH ByHHe ycnen nopaboTaTb Bo MHOrMX 06/1aCTAX — €ro npuBieka-
U My3blKa, TeaTp, doTorpadusa — Ho, B KOHEYHOM UTOre, OCTAHOBUJ/ICA Ha BUAEO-
apTe 1 ceiyac npenoaaet ero B YHMBepcuTeTe NpUKNaAHbIX Hayk ropoaa ManHua.
Ha 3aHATUSX OH pacckasbiBaeT CTyAeHTaM, YTo Bceobluee CMATEHME U Xaoc — 3T0
HblHELLHee COCTOsIHME MMPa, 3@ KOTOpPoe OTBEYalT HoBble Meama. C Tex nop Kak
Banbtep beHbsiMuH Hanucan ceBoe 3HameHuToe 3cce «[lpousBegeHue uckyccTBa
B 3MOXY €ro TeXHUYECKOoN BOCMPOM3BOAUMOCTUY», Mbl 3HAEM, UTO NOANIMHHOE NPo-
M3BEAEHNE MMUBOro MCKyccTBa 0bnafaeT aypoi, KOTOPYH yTpauMBaeT NPOAYKT,
nofBepKeHHbI MHOrOKPaTHOMY KOMMPOBaHUWI0. 3T0, pasyMeeTcs, KacaeTcs U BU-
neoapTa, B To BpeMsi Kak NloaM 0T4asHHO MbITAlTCA BEPHYTL cebe oLuyLeHue nog-
JIMHHOCTN COBCTBEHHOW MM3HU, 06bIAEHHDBIX, KaMA0AHEBHbIX cobbiTuii. B MockBe
3roH ByHHe Kak pas 1 cobupaeTcs NPOBECTY MacTep-Kknacc ANs BUAEOXYA0MHUKOB,
MOCBALUEHHbIA CO3AaHUI0 KOPOTKOMETPAMHbIX 3aK0NbLIOBaHHBIX Buaeo. OH co-
6upaeTcs nokasaTb, Kak Ha NpakTUKe BO3BpaLLaTb aypy BMAEONPOU3BEAEHUIO,
a cebe cBeMseCTb U UHAUBWAYANbHOCTb BOCMPUATUS, KOTOPas, N0 MHEHUIO MpPo-
deccopa, 1 cOCTOMT B NepeMsMBaHUM UCKYCCTBA Kak NOBCEJHEBHOW Mu3HU. CTouT
nonpoboBaTb, HaBepHoe. A BApPYr NoslyunTcs?

TRANSITLAND PROJECT: Workshops

Media artist Anri Sala
(Albania, France)

Anri is one of the most interesting video artists of his generation. He has
attracted international attention in 1999 after taking part in After the Wall
Stockholm exhibition and Manifesta 3, Ljubljana.

Media artist Milica Tomi¢
(Serbia)

A participant of the Venice Biennale, Sao Paulo Biennale, Istanbul Biennale and
Sidney Biennale, this Belgrade-based artist focuses her attention on issues of
national identity, political violence and individual responsibility, nationality and
the tensions between personal human experience and artificially constructed
mass media images.

Artist and new media theorist Egon Bunne (Germany):
Marketing, the way of realizing short video loops
of 90-180 seconds

Professor Bunne has worked in many fields — he has been attracted to music,
theatre and photography — but finally settled on video art and now teaches
it at the Mainz University of Applied Sciences. At his lectures he tells students
that the overall confusion and chaos is a feature of modernity for which the new
media are responsible. Since Walter Benjamin wrote his famous essay The Work
of Art in the Age of Mechanical Reproduction we know that an original work of
living art has an aura which a product loses after repeated reproduction. This of
course is true for video art, too. At the time when people try hard to regain the
feeling of authenticity in their lives, in the everyday routine events, Egon Bunne
is going to conduct a workshop in Moscow for video artists dedicated to creation
of short video loops. He is going to teach its participants how to bring back this
aura to a video work and regain their own fresh and individual perceptions which
in the professor’s opinion consist in living art as everyday life. We ought to try it,
what if it actually works?
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MpoekT Transitland n3HavanbHO 3agyMaH He TONbKO Kak BbICTaBOYHas (popma npeacraBneHuns
BuaeoapTa BoctouHoit u LieHTpanbHoit EBponbl, HO U Kak NOMbITKa BbIHECTU Ha 06LLeCTBEHHOe
paccMoTpeHue, 0CO3HaThb U MO-HOBOMY MEpeuTb 3aTPOHYTYI0 ero y4acTHMKaMu npobnemaru-
Ky. [Ana 3Tux uenen Hambonee yaobeH auckyccuoHHblh dopmaTt. Ha BcTpede B LleHmpe coape-
MeHHoU Kynemypel «[apas» KPUTUKK, XYAOMHUKK U UCKYCCTBOBEAbLI 06CYANAT, Kak MOBAWANO
nepeycTpoiCcTBO NONMTUYECKON KapTbl EBpOMbl Ha UCKYCCTBO HOBBLIX Meua, YTO USMEHUIIOCH C Na-
[IEHVNEM «MEJIe3HOro 3aHaBeca», YeM Me OT/IMYAKTCA U B YeM 6NMU3KKM CTpaHbl NOCTCOBETCKOrO
NPOCTPAHCTBA B XY[0MECTBEHHOM KOHTEKCTE.

YyacTHUKKM gUcKyccuu:

k|

Katu Pait Xopdman (FepMaHua) — He3aBUCUMBIN KYpPaTOp, YNEH KIOPU NPOEK-
Ta Transitland. Mpenonaet uuppoBbie UCKyccTBa B MONUTEXHUYECKOM UHCTUTY- d

Te Penccenepa (Tpos, wrat Helo-Mopk). C 1991 roga pabotaeT B EBpone kak ,-q =

creumanucT-gpunaHcep nNo MeTaansaiiHy U HanaMuBaHWIo cucteMbl ceasent. Ky-

paTop MHOMecTBa NPOrpaMM pasinyHbIX pecTuBanei U Xy40MecTBEHHbIX UHCTU- '_M

TYTOB, rAe OHa TakMe YuTana nekumu. BMecte c Maprapete fipmaH co3gana vH-
TepakTUBHbIN NpoekT pop~TARTS ans oHnaitHoBoOro xypHana «Tenenoaucy. 0auH
13 MOLlepaTopOB CNMCKa pacchbiiku no coBpeMeHHoMy uckycctay FACES, B koTopbiit
BKJIIOYEHbI TONIbKO MSEHLLUMHBI.

Omutpuit BuneHckuii (Poccusi, Fepmanmns) — XyaoMHUK. B pamMkax KONNeKTUBHBIX
MeOMCLMNINHAPHBIX NpakTuk BuneHckuii pabotaeT ¢ Buaeo, dotorpaduei, Tek-
CTOM, UHCTaNNALMSAMU, U BTOPMEHUAMM B 0bLLecTBEHHOE NpocTpaHcTBo. B 2003
roay OH CTaNn MHULMATOPOM CO3AAaHUA XYA0MSECTBEHHOW NnaTdpopmbl «4To AenaTb»
BMecTe C Fpynrnon XyA0MHUKOB, KPUTMKOB, ¢punocodos n nucatenen. Llenb storo
06bevHeHNUss — CMeLIaTb aKTUBU3M, UCKYCCTBO U NMOJIUTUYECKYH TEOPUID.

KoHcTtaHTH Boxopos (Poccua) — uckyccTeoses, aBTop cTaTeil B «Xy40MeCcTBeH-
HOM ypHane» u apyrux nsganuax. Kkypartop LieHTpa coBpeMeHHoMn kynbTypbl «Me-
anaApt/lab». Ynen MCX n AICA. KaHauaat kynbTyponorun. OpraHM3oBbIBaN BbICTaB-
KU pycckoro uckycctea B PoccuickoM naBunboHe Ha BeHeunaHckoit bueHHane
B 1996-1999 rr., Ha BuenHane B Ctambyne (1997) u Can-Mayny (1998). B 2000-x
kypuposan npoekTbl «Cy6bekT n Bnactb» (2001), «[asan! U3 nabopaTopuit ceo-
6ogHoro uckycctea B Poceun» (2002), «K Bugeooctposam» (2005), «Mpuspathu-
Kk HOBU3HbI» (2006), IpeuH Bypm — «[lepau ronosy B xonoge» (2008).

Munuua Tomuu (Cepbusa) — meamaxyaomuuua. Ee paboTbl dokycupytoTca Ha npo-
6neMax 0TBETCTBEHHOCTM, MONIMTUYECKOrO HACUINA, HALIMOHANBHOCTU U UAEHTUY-
HOCTM, Npu 3TOM 0coboe BHUMaHWe OHAa YAeNsieT JIMYHOMY OMbITY U CKOHCTPYMPO-
BaHHbIM C MOMOLLBK Pa3/IMuHbIX Meara obpa3aM. ToMuy yyacTBOBaNa BO MHOTUX
BbICTaBKaX, B TOM YuC/ie MeXayHapoAHblX, Takux kak BeHeuuaHckan 6bueHHane,
6uennane B CaH-Mayny, Crambynbckas u CugHeiickas bueHHane.

MapuaHa Baccunesa (bonrapus, FepMaHusa) — xyaoaHWUa, poaunack B bonrapum,
a#uBeT n pabotaeT B bepnuHe. OKkoHumna bepnnHcKkylo BoicLuyio XyaoMecTBeH-
Hyto wkony (UDK). MomuMo BuaeopaboT, BaccuneBa Takde CO30aeT MHCTaNNALMM
1 cKkynbnTypbl. BoicTaBku ee nponsseaexuii npownu B Nepmanum, CLUA, Mekcun-
ke n WicnaHum, nepsas BbicTaBka B [laHnn — B ranepee Image.

TRANSITLAND PROJECT: Panel discussion

The Transitland project has initially been conceived not only as an exhibition presentation
of video art from Central and Eastern Europe, but also as an attempt to bring it out for a public
discussion, to become aware of the problems raised by its participants and to experience these
problems yet again. In order to achieve this, the form of a panel discussion is most suitable.
Meeting at the Garage Center for Contemporary Culture critics, artists and art historians will
discuss how the rearrangement of Europe's political map influenced the new media art, what
has changed since the Fall of the Iron curtain and what are the differences and common features
in the context of art of the various countries of post-soviet space.

Participants:

Kathy Rae Huffman (Germany) — Associate Professor of Electronic Art at Rens-
selaer Polytechnic Institute (RPI), Troy, New York. She was based in Europe since
1991, working freelance as a specialist in networking and metadesign. She has
curated numerous programs and lectured at festivals and arts institutes. Together
with Margarete Jahrmann she created pop~TARTS, an interactive writing project for
the Telepolis online journal. She co-moderates the female only mailing list FACES.

Dmitry Vilensky (Russia, Germany) — artist. Works mainly within a framework of
interdisciplinary collective practices in video, photography, text, installation and
interventions in the public sphere. In 2003, he initiated the platform Chto delat
(What is to be done) with a workgroup of artists, critics, philosophers and writers.
Their goal is to merge political theory, art and activism.

Constantin Bokhorov (Russia) — Russian Art Critic. Graduated from Russian Fine
Art Academy in St. Petersburg. Contributor for Moscow Art Magazine and other pe-
riodicals. Curator at the Media Art Lab (Moscow). Member of Moscow Union of Art-
ists and AICA. Organised exhibitions of Russian contemporary art at Venice Bien-
nale (1996-1999), Istambul Biennial (1997), Sao Paulo Biennial (1997). In 2000-s
curated Subject and Power (2001), Davaj! From laboratories of free art in Russia
(2002), Toward Video Islands (2005), Gatekeepers of New (2006), Erwin Wurm:
Keep Cool Head (2008).

Milica Tomié (Serbia) — media artist. Her work centres on issues of responsibil-
ity, political violence, nationality and identity, with particular attention to the
tensions between personal experience and media constructed images. Tomic
has exhibited widely and in an international context including the Venice Bien-
nale, Sao Paulo Biennale, Istanbul Biennale and Sidney Biennale.

Mariana Vassileva (Bulgaria, Germany) — media artist. She is a graduate from
Hochschule der Kiinste in Berlin (aka UDK). In addition to her video works, Vassi-
leva's works include installations and sculptures. She has exhibited in Germany,
USA, Mexico and Spain, and with the exhibition in Galleri Image, her work is dis-
played for the first time in Denmark.
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3roH byHHe (FepMaHns) — XynoMHWUK, TEOpPeTUk MeauaapTa. Ero pa6oTbl 6binu
OTMeYeHbl Harpajamm pasnnyHbix pecTmeanen, B ToM yucne «Bupeonanne» B boH-
He (1986) — nepBbiit Npu3 3a dunbM «MenesHan 3eMnsa» U npemus 3roHa Ipeu-
Ha Kuwa 3a ¢punbM «Bce MenseTcs». C 1992 — aupekTop cTyaun YHuBepcuteta
nckycctB U ausanHa Kapncpys. lNpenoaaBaTenb NporpaMMbl «3NE€KTPOHHBINA 06-
pas Ha BPeMeHHbIX Meaua» YHuBepcuTeTa npuknapHbix Hayk MaiHua ¢ 2002 r.
3a nocnepHue gecAatunetus 3rod byHHe peanv3oBan pAg NPOEKTOB HA HEMELKOM
TeneBUAEHUM, KOTOPbIE OH BUAWT Kak NMPOM3BEAEHWUS UCKYCCTBA B 0OLLECTBEHHO
NPOCTPAHCTBE UM aPXUTEKTYPHYIO CKYNbNTYPY.

Mape Tpanna (Benuko6putanus, Ictonusa) — (ona e Disgusting Girl, T.e. O7-
BpaTUTENIbHaA [AEBYOHKA) — XYAOMHMLA, poaunacb B ICTOHMM, B HACTOALLMIA
MOMEeHT MUBeT U paboTtaeT B JloHgoHe u B TanuHHe. Bosrnaensiet ueHTp E-Meana
3cToHCKOW akapeMun xypoxsecTs. 0auH U3 KypaTopoB «YacTHbIX MOKA3oB» —
nepeABUMKHOIN BbICTABKKM 3CTOHCKOrO M 6PUTAHCKOr0 COBPEMEHHOr0 UCKYCCTBA,
penakTop akaaemMnyeckoro c60pHMKa, N3AAHHOTO K BbiCTaBKe.

3neoHop ae MouTeckblo (PpaHumsa, MepMaHns, ICTOHUA) — MeanaxyaoKHULA.
Popunacsb B Mapuike, duBeT n pabotaeT B bepnuHe u TannumuHe. Ee paboTbl ocHo-
BaHbl Ha MPUHUMNAX AOKYMEHTaNbHOro ¢puNbMa, 3T0 GUAbMbI, PUCYHKU U TEKCTbI.
IneoHop ae MoHTecKblo UccneayeT OMbIT MOAUTUYECKUX BEMSEHLIEB M UX MU3Hb
BAanu ot poauHbl. B 2005-2006 rogy B 3cTOHMM OHa co3aana NpoekT «ATOMHbIe
ropoga» — [OKYMEHTaJIbHbIN MPOEKT 0 PYCCKOM MEHBLUMHCTBE, NPOMUBAILLEM
B ObIBLUMX 3apbITbiX FOPOAAX aTOMHOW 3HEPreTUkn B 3CTOHUN.

EneHa KoebinuHa (Poccusa, ®paHumua) — oHOBPEMEHHO MOCKOBCKAs U NapuM-
cKasi XyaoMHuua. Eé npotuBopeunBble neppopMaHchl 3aTparnBaloT npobnemy
NOSIMTUYECKOI0 3HAYEHUS MEHCKOro OMbiTa B cerogHswHen Poccun. Paspywn-
TeNbHAaA couManbHan KpUTUKA, rae KoBbiiMHA NpefcTaeT B PofisiX aBTopa, arpec-
copa U 06beKTa KeNaHus, CTaBUT ee B OfUH Pl C Hauboniee UHTePECHbIMU Xy-
NOMHUKaMK cerogHaLwHen Poccuu.

Aupu Cana (An6anua, OpaHuma) — MeanaxyaosHuk. Npuenek MeMsayHapoaHoe
BHMMaHue B 1999 rogy 6narogaps yuactuio B BbicTaBke After the Wall (Ctokronibm),
1 Manugecre-3 (JliobnsanHa).

MogepupyeT anckyccuio Onbra LLnwko,
anpektop Meauna ®opymMa u LieHTpa KynbTypbl 1 nckycctB «MeanaApTt/lab».

TRANSITLAND PROJECT: Panel discussion

Egon Bunne (Germany) — media artist. He has gained several awards, including
first prize at Videonale Bonn in 1986 for IRONLAND and the Egon-Erwin-Kisch
Award for ALLES WANDELT SICH in 1990. In 1992, Bunne became studio man-
ager at Karlsruhe University of Arts and Design. He has been a professor of Elec-
tronic Image on the Time-Based Media degree programme at Mainz University
of Applied Sciences since 2002. Over the last decades, Egon Bunne has realized
projects for German television, which he views as art in the public domain or as
architectural sculpture.

Mare Tralla, aka Disgusting Girl (Estonia, Great Britain) — Estonia-born artist
who currently lives and works in London and Tallinn. Presently, she is the Head
of the E-media Center at the Estonian Academy of Arts. She co-curated Private
Views, a touring exhibition of Estonian and British contemporary art and was a co-
editor of an accompanying academic book.

Eléonore de Montesquiou (France, Germany, Estonia) — media artist. She was
born in Paris, lives and works in Berlin and Tallinn. Her work is based on a docu-
mentary approach, translated in films, drawings and texts. With Olga Olga Helena
(2005, St-Petersburg), Eléonore de Montesquiou questions the experience of po-
litical refugees and their life in exile. In 2005-2006 in Estonia, she was working
on “Atom Cities", a documentary project dealing with the Russian minorities
living in ex-closed nuclear cities in Estonia.

Elena Kovylina (Russia, France) — is an emerging Moscow and Paris-based artist
whose confrontational performances concern the political significance of a wom-
an's experience in Russia today. Taking on the varied roles of author, aggressor, and
object of desire, Kovylina's devastating social critiques have made her among the
most interesting artist currently working in Russia.

Anri Sala (Albania, France) — video artist. He has attracted international atten-
tion in 1999 after taking part in After the Wall Stockholm exhibition and Mani-
festa 3, Ljubljana.

The Moderator — 0Olga Shishko,
Media Forum and Centre for Art and Culture MediaArtLab director.
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PACNUCAHMUE: Nporpamma XI Meana Qopy

19 uioHn, cyb60Ta

MocKoBcKuit My3eit COBPEMEHHOIO UCKYCCTBA:
20:00 — OrkpbiTue BbicTaBkK Transitland — BupgeoapT BocTtouHol u LieHTpanbHoi EBponbl 3a 20
neT: co BpeMeHu nagexnuns bepnvHckon cteHbl n go 2009 ropa

Kny6 «ConfiHka»:
23:00 (c6op rocreit), 00:00 (Hayano) — OtkpbiTve Meana ®opyma, rae coctoucs live-nepdopmatc
KYNbTOBbIX ceTeBbIx xyaoaHukos JODI, 4D SOUND

20 uioHA, BOCKpeceHbe

LieHTp coBpeMeHHOM KynbTypbl «lapaMs»:

15:00 — MacTep-knacc MeanaxyaoHuka Anpu Cana (An6aHua, OpaHuma)

17:00 — Macrep-knacc Meanaxynoasnukos JODI (Benbrus, Huaepnanast)

20:00 — Bupeonop6opka Haubonee nssecTHbix pabot Fapu Xunna (CLLA) u ero mactep-knacc

Kny6 «ConsiHka»:
21:30 — MepaunaapT-BeyepuHKa, nyywme pabotbl Japan Media Art Festival B knybHoM dopmaTe

21 VIoHA, NOHeaeNbHUK

LieHTp coBpeMeHHOI KynbTypbl «lapa»:

15:00 — [uckyccuna «Bupeoapt co BpeMeHn napeHnsi bepnvHCcKon cTeHbl» € y4acTUeM KpynHen-
LLINX UCKYCCTBOBEAOB U KPUTUKOB

19:00 — MacTep-Knacc XyAoMHWKa 1 TeopeTka HoBbIx Meauna IroHa byHHe (TepMaHua) Ha TeMy
«Marketing, the way of realizing short video loops of 30-180 seconds»

GMG Gallery:

20:00 — OTkpbITUE BbICTABKM KACCMKa aMepukaHckoro Bugeonckyccrea Fapu Xunna (CLLA)

Kny6 «ConsiHka»:
21:30 — Moka3 nyuwmx pabot PRIX Ars Electronica (AscTpus)

22 VIOHA, BTOPHUK

LieHTp coBpeMeHHOW KynbTypbl «FapaM»:
17:00 — Macrep-knacc MegnaxygoasHuubl Munuubl Tomud (Cep6usn)
19:00 — TemaTtuyeckuit nokas Transitland: YacTb nepeas — «BHe paMok»

WUHcTuTyT Meauna, ApxutesTtypbl u iusanHa «Ctpenkax:

21:30 — MNpeseHTauns Meanadectmeans Ars Electronica (ABcTpus) c KoMMeHTapusMu KypaTopa
BbbaHku MNeTwep

23:00 — Mokas nyuwmx pabot PRIX Ars Electronica (Asctpus)

23 vioHA, cpeaa

LieHTp coBpeMeHHOM KynbTypbl «lapaMs»:
15:00 — TemaTtuyeckuin nokas Transitland: Yactb BTopas — «[lokyMeHTauus»
17:00 — TemaTuueckmit nokas Transitland: Yactb TpeTbss — «[leppopmMaHcy

MHCTUTYT Meauna, apxuTeKkTypbl 1 au3anHa «Ctpenkax:

21:30 — MNpe3senTauma dpectmsana PIKSEL (Hopserusa) ¢ koMMeHTapuaMu ampektopa gectusans
I'vcnun OpoiicnaHaa

23:00 — Bupeonokas nydwux pabot pectusana Transmediale (FepMaHusa) ¢ KoMMeHTapuAMK
KypaTopa Mapkyca Xybepa

SCHEDULE: XI Media Forum Programme

19 June, Saturday

Moscow Museum of Modern Art:
20:00 — Transitland exhibition opening — Video art from Central and Eastern Europe for 20 years:
from the fall of the Berlin Wall to 2009

Solyanka Club:
23:00 (Pre-party), 00:00 (Opening) — Media Forum opening party, a live performance by the JODI
trendy net.artists, 4D SOUND

20 June, Sunday

Garage Center for Contemporary Culture:

15:00 — Workshop by Anri Sala (Albania, France)

17:00 — Workshop by JODI (Belgium, Netherlands)

20:00 — A selection of Gary Hill's (USA) most famous video works and his workshop

Solyanka Club:
21:30 — Media art party, the best from Japan Media Art Festival in the club format

21 June, Monday

Garage Center for Contemporary Culture:

15:00 — «Video art after the fall of the Berlin Wall» panel discussion with the participation of major
Russian and foreign critics, artists and art historians

19:00 — Workshop by Egon Bunne (Germany) — «Marketing, the way of realizing short video
loops of 90-180 seconds»

GMG Gallery:

20:00 — Gary Hill exhibition opening

Solyanka Club:

21:30 — Best of the PRIX Ars Electronica (Austria)

22 June, Tuesday

Garage Center for Contemporary Culture:
17:00 — Workshop by Milica Tomic (Serbia)
19:00 — Transitland screening: Part | «Out of bounds»

Strelka Institute for Media, Architecture and Design:
21.30 — Ars Electronica presentation with the comments by curator Bianca Petcher
23:00 — best of the PRIX Ars Electronica (Austria)

23 June, Wednesday

Garage Center for Contemporary Culture:
15:00 — Transitland screening: Part Il «Documentation»
17:00 — Transitland screening: Part I1l «Performance»

Strelka Institute for Media, Architecture and Design:

21:30 — PIKSEL festival (Norway) presentation with the comments by Gisle Fraysland, the fes-
tival director

23:00 — Best of the Transmediale festival (Germany) with the comments by Markus Huber,
the festival curator

Bupeoapt LleHTpanbHoii u BocTouHow EBponbl nocne nagetus bepnuHckoi ctenbl /1989—-2009/




TRANSITLAND: Bugeoapt LieHTpanbHoi u BoctouHoi EBponbl
nocne nageHuss bepnuHckoit cteHbl /1989-2009/

TRANSITLAND: Video art from Central and Eastern Europe
after the fall of the Berlin Wall /1989-2009/

M.: 2010, 140 c.

«Transitland: aBaguate net Buaeoapta LieHTpanbHoi u BocTouHoi EBponbi» — 310 MacwtabHaa peTpo-
CreKTMBa, 3aAyMaHHas BeAyLMMK LEeHTpaMu COBPeMEHHOro uckycctea lepmanuu, bonrapuv v BeHrpuu.
Ein nocBsLieHa BbicTaBka B MOCKOBCKOM My3ee COBPEMEHHOI0 UCKYCCTBA, NeKLMUM U Kpyrablit cTon B LieH-
Tpe COoBpPeMeHHON KynbTypbl «fapas» — uenas cepus meponpusatuii Megna ®opyma. BugeoxynomHukm,
POAMBLLMECSH 3@ «Ke/e3HbIM 3aHaBECOM» Paccy*/AaloT 0 TOM, 4To npomsowno c EBponoit nocne napgeHus
BepnuHcKkoii cTeHbl, 1 0 cyabbax CBOMX CTPaH, MHOTUX U3 KOTOPLIX YK€ U He HaliTW Ha kapTe MUpa.

“Transitland: Video Art from Central and Eastern Europe 1989-2009" is a major retrospective devised
by the leading contemporary art centers of Germany, Hungary and Bulgaria. A whole series of Media
Forum events are dedicated to it: an exhibition in the Moscow Museum of Modern Art, lectures and a panel
discussion in the Garage Centre for Contemporary Culture. The video artists born behind the Iron curtain
discuss things that went on in Europe after the fall of the Berlin wall and the destinies of their own
countries, many of which have already disappeared from the map.

© MocKoBckuin My3seit coBpeMeHHoro uckycctea, 2010
© LeHTp KynbTypbl U nckycctBa «MeanaApt/lab», 2010

http://www.mmoma.ru
http://mediaforum.mediaartlab.ru

http://www.mediaartlab.ru ISBN 978-5-91611-013-5







