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bYPI HAA ITMHTOBTOM

B mapapax ecTp uTO-TO HeocyigecTBumoe. Harmommuanmne 0 HEBO3MOSKHOCTM COXPAHEHMS
B YCAOBUAX PEAABHOTO 00s, IO-NYIIKMHCKW TOBOPS, <«BOMHCTBEHHOWM >KMUBOCTU»
1 «opHO00OpasHoM KpacusocTm». A. H. Toactoi: « — Beab mpr ve Ha Lapuirsiaom ayry, Muxana
AapnoHOBMY, TA€ He HAUMHAIOT IIaPaAa, II0Ka He IIPUAYT BCe ITOAKHM, — CKa3aA TOCYAAph <..>.
— Ioromy n He HaUMHAIO, TOCYAAPD, — CKa3aA 3By4HbIM rorocom Kyrysos <..>. — [ToTomy
M He HayMHAIO, TOCyAapb, YTO MBI HE Ha Ilapape v He Ha [JapuipiHOM Ayry, — BBITOBOpHMA
OH SICHO M OT4eTAUBO». Kpome HeocyljecTBUMOro, B I1apasax, 0€3yCAOBHO, €CTh YTO-TO
sKepTBeHHOe. Koraa Mbpl cMOTPUM KMHOXPOHMUKY ¢ napajamu 1930-x rr., To moHumaem,
CKOABKMX KOMAHAMPOB ¥ MaPIIAAOB CKOPO HE AOCIUTAEMCS] — TPUALIATH CEABMOT Ha HOCY!
CMOTpMM KMHOXPOHUKY HOsI6phcKoro mapasa 1941-ro — 3apAymbIBaemcs: CKOABKO 3TUX

q)T/lI‘ypOK B MACKXAAATAX HE IICPEIKMUBYT CACAVIOIJECIO AHSL.

3umornt 1919—1920 rr. B HeTomaeHHOM MacTepckon Akasemmn xyposkecTs B. Tatanu cozpaBaa
mopens «I Tamsranka [1I MuTepragmonaay». Be€, gero pooctmr aBanrapa, 065140 0TMOOMAM30BAHO
B 3TOM IIpoeKTe. B Tom urcae 1 ero connaspHble aMOMIIIN 1 IIPOTHO3BL BeAb IaMATHNUK ITPU3BAH
ObIA HE TOABKO CMMBOAM3UPOBATH IIOOEAY PEBOAIOLIUN 1 IIOOEAY MCKYCCTBA PEBOAIOLIMMA, TO €CTh
CUHTE3UPOBATH TN ABA IIOHATWUS, ACTUMUTU3UPOBAB TAKUM 00PA30M JKU3HECTPOUTEAbHBIC
mperensmn asanrapAa. OH A0ASKeH ObIA OBITH 1 CTPOro GYHKLUMOHAABHBIM — B HEM IIAAHMPOBAAOCH
PAa3MEeCTUTD «MO3T PEBOAIOLMUM» — aAmuHUCTpanuio KommuTepHa. Aymaercs, ecTh B IIPOEKTe
M ellje OAMH HIOAHC, HA KOTOPBIN IIPEAIIOYUTAAM He oOpaIyaTh BHUMAHMUE MCCACAOBATEAN.
KoncTpynpys KycTapHBIM CIIOCOOOM CBOIO IIECTUMETPOBYIO ACPEBIHHYIO MOAEAD IMTAHTCKOTO
3AaHMs, TaTAMH He IIUTAA MAAIO3VMIA OTHOCUTEABHO TOTO, UTO PeaAM3aLNsI IIPOEKTA B MaTePHaAL,
IIPOCTPAHCTBE M TEXHOAOTMY OBIAA TIO CMAAM TOTAAIITHEN UBUAM3ALIUN. PUCKHEM IIPEATTOAOKUTS:
TaTAnH BIIOAHE OCO3HAHHO 3aA0YKMA B IIPOEKT KATETOPUIO HEOCYIIeCTBUMOCTH. | [apapoKkcasbHBIM
00pasom ¢ 3TuM aBaHTrapAHBIM IIpoekToM cBasbiBaeTcs u Asopen Coseros b. Modana, B. Il yko,
B. Teandperixa. 3aanme A0aKHA ObIAa 3aBePIIATh MOHYMEHTaAbHAS Gurypa AeHnHa, TePSIFOIAasICs



B obaakax. [Tepcorndurarop rocyaapeTsa, aKKyMyAsITOP BEepbl, HOBOE BOIIAOILJCHME APEBHEN
POCCUMIICKOM MedThI O TpeTbem — Ha 3TOT pa3 IPOACTAPCKOM — Prme, 3TOT MHOTOTOHHBIN
MAOA, HECOMHEHHO, BBIITOAHSIA CaKpaAbHbIe GpYHKUMM. PruTyaspHBIM OBIAA 11 caMa IKCIIAHCHAS
TaK " He PEaAM30BAHHOIO IIPOEKTA BOBHE, B PEAABHYIO CPEAY: CMMBOAMUECKN 3aMEIIAIOL]Ie
€TI0 aT€HThI — B BUAE MAKETOB, MOACACTA 1 SKMBOIIMCHBIX M300PasKeHMI KaK ObI y3Ke CYIJeCTBYIOIIETO
BJKMBE 3AaHSI — BHEAPSIFOTCSI ITOBCIOAY, BIIAOTB AO CTOAMI] 3a1tapHoro mupa (B masnasorax CCCP
Ha MEKAYHAPOAHBIX BBICTABKAX). B peaapHOCTM CYIIJeCTBOBAA TOABKO PYHAAMEHT, CTPOUTH MeIIIaAd
TO MEYKAYHAPOAHAsI OOCTAHOBKA, TO, HAKOHEL, BOMHA. [0BOPSIT, MeTasa AAsT PYHAAMEHTA TIOIIEA
Ha Hap0AGbL. Ho 310 — mosske. A xorean an crponts? Man HyskHee 6514 ABOpEL KaK CUMBOAMYECKASL

cbopma, M HEOCyIJeCTBUMMOCTD ObIAA 3aA05KEHA B ITPpOEKT MBHQ,‘{aAI)HO?

K gemy Takas 6oapmmas mpeambyaa K pasrosopy o Hosow cepun A. beasesa-I'murosra «I Tapaasr

2937 ropar?

Aa moTomy, 9To CKBO3HBIM MOTMBOM €TO TBOPYECTBA SIBASIETCSI BBIPASKEHME UACT TOCYAAPCTBEHHOCTI
" HAATOCYAAPCTBEHHOCTN (BOCHHASI MMIIEPHSI, BECEMUPHOE TOCYAAPCTBO PAbOUIMX M KPECThSIH,
COBETCKAsI MHOTOHALIMOHAABHASI UMIIEPVS, TEOIIOAUTHYECKIE COIO3BI OYAYILero). A cmMBOAMYECKAs
dopma BBIpasKeHMS ITUX MAEW CBA3aHA C IOHATUAMM IIapaj, a TaK >Ke IPOEKTHOCTD
(¢ COUMAaAPHO-ITOAUTHUIECKMUMIY, APXUTEKTYPHBIMI 11 BOCHHO-TEXHUICCKUMI KOHHOTALISIML).

1 emge, KAIOIEBBIM — KO BCelt TOITHKE b.-I'. — cAysKUT cA0BO Heocywecmbumocmo.

B.-I. ceroprs1, HaBepHOe, HanboAee HEITOHSTHIN 11 HEYAOOHBIV XYAOIKHUK.

Boaee Toro, anckyccns o BT, koHgeHTpupoBaHHAS 1 HACTOABKO HAKAACHHAS, YTO OYKBAABHO
UCKPUT Pas3psAaMi, KAKUM-TO 0OPasom OTAeAMAACh OT cBoero mpeamera. O6 sTom — 9yTh

oppobOHee.

Anexcent BeasieB-I'MHTOBT B TeueHMe ITOYTH ABAALATU AeT paboTaromyui B contemporary

art, GBIA M3BECTEH KaK BIIOAHE YCIICLIHBIN, BOCTPEOOBAHHBIN MY3€SIMIU W IIPOABUHYTHIMM



rasepesmn xyaoskanK. B 2008 ropy ero apr-kapsepa mnepesomnaack. OH CTaa HOMUHAHTOM,
a 3aTem u Aaypearom npectrskHon npemnn Kamanuckoro. [Tpuaem — Borpexm mHeHMIO
AOCTATOYIHO BAMSITEABHBIX KPYTOB, BBICTYIIABIINX OT AMIA IIPOPECCHMOHAABHONM XYAOSKECTBEHHOM
obrgecrseHHoCcTH. Paspasmaacs Oyps.. He snaro, xoTea AM XyAOSKHMK ITOAOOHOT M3BECTHOCTH,

HO, ITOAOOHO OAHOMY ITO3TY POMAHTHUYECKOTO CKAAAQ, KIIOYTPY OH IIPOCHYACS 3HAMEHUTBIMY.

Tounee, oH «IIPOCHYACS» PUIYPOTL TOAEMUIECKON. A BCKOpe — cTaA GUIYPOV IIOAUTHUISCKIU
roaemnaeckorl. CeTOAHS CYIeCTBYeT LEAbIN OeAsIeB-TMHTOBTCKMIM AMCKYPC. CAYIMAOCH TaK,
9TO M MHE IIPUINAOCH YIACTBOBATH B €ro co3panmnn. He xoTeaocs 6bI cHOBa 00OCTPSITH €ro,
TOAOpachIBast APOBUIIIEK B IIOAEMMUKY. BmecTe ¢ Tem " OTCTPAHUTBCS OT HETO, ACAATD BUA,
9TO €ro He CYIJecTBYeT, — OBIAO OBl HEeBEePHO: ¢ HUM, XOYCIlh — He XOUEIb, a CBSI3AHO, IIYCTh
He B IIPSIMOT 3aBUCUMOCT, IOHMMAHME MAT HETIOHMMAHNME MHTEHIII XYAO’KHIUKA.

[Torrpobyro — 110 BO3MOSKHOCTH Oe3 KOHPPOHTALIMOHHOTO 3aA0Pa, — OOPICOBATH TOTAAIIHIOO
curyagmio. B «6ype Hap 'maTOBTOM» MHOTOE 6B1A0 Hamemrano. Koneuno, B ee snnueHTpe
He 000I11A0Ch Oe3 000CTpeHsT BAACTHBIX OTHOLICHWM: BBIOOP SKIOPM HAPYIIUA CYIIECTBYIOI]VIO
MePAPXMIO IIPEAIIOYTEHM, 3aTPOHYA amOnmmi. COOTBETCTBEHHO, «KPaiHUMY OKA3aACS XYAOKHUK.
Ho 65140 11 TO, 32 4TO OH AOAYKEH ObIA OTBEYATH HETIOCPEACTBEHHO: HAAMUME UACTL, KOTOPBIE OAVUH
3aIIaAHBIN KPUTVUK HA3BAA S9K30TUIHBIMI. A IMEHHO, KOMIIACKC ITPEACTABACHNI, OPOPMACHHBIX
(1a MOT1 B3rAsSIA, HEAOOPOPMACHHBIX) B KOHLJCIILIMIO HEOSBPA3UICTBA. Sl He TIOAUTOAOT, Y MEHs
HeT HMKAKOTO SKeAAHMsI BXOAUTH B TOHKOCTU MACOAOTMI HeoeBpasuricTsa. I Ipuseay ToABKO TO,
9TO IIPEACTABASIETCSI MHE O4EBUAHBIM. [ [parMaTiKO-TIOAMTHIECKAS COCTABASIIOIASI HCOCBPA3UIACTBA
MuHUMaABHA. Aa OHa, TOXO3KE, MY, ABVSKEHMIO, M MAAOMHTEPECHA B CMAY €TO MACOKPATUIHOCT.
TouHee, MyAPTUMACOKPATUIHOCTI: HAAUIMST HECKOABKMX, AOCTATOYHO IIPOTUBOPEUMBbIX, OA3MCHBIX

KOHIJEIIJUT, TOCTOSIHHO CTUMYAUPYIOIETO BHYTPEHHIOK AUCKYCCHUIO.

3aTO MCTOPUKO-KYABTYPOAOIMIECKASI COCTABASIIONIAs HEOEBPA3UICTBA — COAMAHA, XOTb
M BKACKTMYHA: 3AECh HE TOABKO OTLJBI-OCHOBATEAW €BPA3UINCKOro ABmM>keHmMs 1920-x rr.,

HO 11 boAee PaHHME MAT TAPAAACABHBIE AMHUY — PYCCKMUI KOCMU3M, pepopoBckoe «ObIee aoero»,



HEKOTOPbIe nAen . LINMOAKOBCKOTO, IIPOBOKATMBHBIE MCTOPHUYECKHE peKOHCTPYKImn A. ['ymnaéna.
1, KoHeYHO, — MHOTIME 3TO 3a0BIBAIOT, — MUCTOPHOCOPIS PYCCKOTO CUMBOAM3MA, A. BAok.

EanHcTBeHHOE, 4TO 6OACE MAM MEHEe CKPEIASIeT MACOKOHCTPYKLMIO HEOeBPA3MUICTBA
Ha MCTOPUKO-KYABTYPHOM ¥ Ha ITOAMTHUYECKOM IIOASIX, — ITOCACAOBATEABHAS OIIIO3ULIMS
Anbepaansmy. B OTHOIIEHMI MHOTX APYITX TIOAUTHUICCKMX YCTAHOBACHWT M TEICHIMTA ITPOSIBASICTCS
HeKasl ABOVICTBEHHOCTbD, MHOTAA ITPOIIIABIX BParoB 3aIIUChIBAIOT B COIO3HUKNM. Ho Anbepasnsm —
cynocrar for ever. EcrecTseHHO, IpuandHast rybAMKa, B OOABIIMHCTBE CBOEM IIPUACPKUBAIOILASICS
AnbepaspHbIX (B camom 0B6OOIIEHHOM CMBICAE) B3TASIAOB, HEOEBPA3UIICTBO HE IIPUBETCTBOBAAR.
XOTsI M Cephe3HBIM BPAroM «IIpas M CBOOOA» HE CYMTAAd, BIIOAHE IIOHMMASI, YTO B AAVMHOW
OYepeA HEAPYTOB IPayKAAHCKOTO OOIgecTBa HeOeBPAa3MICTBO 3aHMMaeT (eCAm 3aHMMAeT)
KaKOe-TO Y3K COBCEM OTAAACHHOE MeCTO. boaee TOro, MHe IIPeACTABASICTCSI, 9TO CYILeCTBOBAAO
HIOHMMAaHWE TOTO, YTO COBPEMEHHBIN M3BOA TPAAULIVOHHOIO eBPa3uiCTBA HOCUT OTKPOBEHHO
ITOCTMOACPHUCTCKU-UIPOBOM, IIPOEKTHBIN XapakTep. [Ipeskae Bcero, 3To moHmnmanme Ob1a0
CBOVCTBEHHO ITPOABUHYTOM XYAOXKeCTBeHHOM obmjecTBeHHOCTH. OHA BIIOAHE CIIOCOOHA OblAa
orpedaercHpoBaTh YCTaHOBKH, ckaskem, T. Hosuxosa n C. Kypéxnna, nssectasre ¢ 1990-x rr,
He KaK YIEPTO-MUPOBO33PEHUIECKNE, 4 KAK ITOCTMOACPUCTCKU-ITPOCKTHBIE, KAK, IIOAB3YSICH
BoIpaskeHnem b. Bpexra, «ttokas moxasa».

Tak n Heoespasuiictso B.-[': B TeyeHMe HECKOABKIMX A€T OHO HUKAKOW PEaKLUI HE BBI3BIBAAO.
B.-I'. HMKorAa He CABIA IIPOBOKATOPOM MACOAOTMIECKOTO IIAAHA, OH OBIA IIPOCTHIM XYAOSKHUKOM,
CBOVMM ITAPHEM, Pa3Be 9TO 00AAAABIIMM IyTh OoAee, 4emM TO OBIAO IIPUHSITO, addEKTUPOBAHHBIM
IIOBEACHYECKUM PUCYHKOM. Hy ObIA, ITO-IIBIASICBCKM TOBOPSI, «3aMedaTeAbHBIM (B CMbIcAe —
3ameTHbIM, — A.B.) uypakom u opurnaasom». B HeoeBpasuicTBe ero sIBHO IPUBACKAA
KaK Pa3 KYABTYPOAOTMUECKMIL IIAQH C €r0 9K30TUUYHOCTHIO M MAEVHOVN PACXPUCTAHHOCTHIO.
B «ItoAMTHKY», TO €CTb B «JAMYHYIO» IIPAKTUKY, OH BCTPeBaA KparHe peako. Ero mpecaosyrsre
(BBIAOSKEHHBIE B VIHTEPHET AASI CBEACHMS SKIOPWM KaK BEIJeCTBEHHBIC AOKA3aTEAbCTBA
€ro IIPeCTYIIACHNUI) IIOCTEPHI HEeBO30YKACHHOMY CO3HAHMIO KPalHe TPYAHO BOCIIPUHMMATD

KaK OPYAME PEaAbHON IIOAUTUYECKON OOpPHOBI CAMIIKOM OYEBMAHA B HUX WUIPOBas



IPE3MEPHOCTD, IMAPOAMIHASL OyKBaAM3aUUs MapTUMHON PpUTOpuKn. Tem He menee B.-T.
CTaA AASI XYAOYKECTBEHHOV OOIJeCTBEHHOCTM 3HAKOM PEAaAbHONM M TOTAABHOVW OIIACHOCTW,
CPEAOTOUMEM €ABA A HE BCEX BO3MOSKHBIX JIPO3: OT TOCYAAPCTBEHHBIX PEIIPECCUiL AO IIOTPOMOB.
(CooTBeTCTBEHHO, HEOEBPA3UIICTBO, IIPeObIBaBIIee B AOBOABHO MAaPIMHAABHOM COCTOSIHU,
CTaAO B CO3HaHMUM OoUIIOHeHTOB b.-I. mmyrarommm pakTopom IOAUTUICCKON SKU3HWU, IYTh
an He pykon Kpemast, a scternka B.-I. — ycAOBHO, TOCITOACTBYIOIEI — 1 IyTh A HE AOMAIITHET,
BXOJKEW B IIPABUTEABCTBEHHBIC PE3UACHLUM, — 3CTETUKONM peskmnma). KommyHmranms
ObIAa IIpepBaHa: HUKTO M HE IIBITAACS CIUTBIBATH MECCAASKM XYAOSKHMKA (KOHKPETHBIE
IIPOM3BEACH I, IOAYIMBIIE IIPEMIIO) B X XYAOYKECTBeHHOM KadecTse. [ Ipodeccnonaspusre
KPUTHUKI He OPe3roBaA OCKOPOUTEAPHBIMI M COBEPIIIEHHO HE AACKBATHBIMI SIPABIKAMIM THUIIA
KPpUITO-PAaIm3m 1 IIp.

(OcobeHHO mOKasaTeAeH OCTPaKM3M, KOTOpomy moaseprcst b.-I. — mmenno Kaxk
IIPEACTABUTEAD HEOEBPA3UICTBA — CO CTOPOHBI «ACBOTO AMCKypca». Beab B eBpasmricTse
VPKMBAIOTCS KaK PapUKaAbHO-TIaTpuapxaapHoe, 1o C. ByArakosy, Tak u pasMKaAbHO A€BOE,
COLMAABHO-YPaBHUTEABHOE, 11 B.-I. ¢ ero 3Hakamm mposeTapcKku-mHTEPHALMOHAABHOTO 1 COBETCKO-
MMIIEPCKOTO, O4EBUAHO OAMSKE BTOpOE. AEBBITI AUCKYPC BPOAE OBI AOASKEH IIPUBETCTBOBATH AF0OOE
«PacKauMBAHME AOAKM» CYIIECTBYIONJETO KBA3UKAIIUTAAMCTUIECKOTO pesknuma. Tem 6oree —
packadmBaHme «C AeBOro bopra». OpHako atakm caeBa Ha B.-I. 6p1a1 0cO60 03KeCTOICHHBIMMA.
Tem odueBmaHEE ITPATMATUIHOCTD HAIIIETO ACBOTO AMCKYPCA, OOAC3HEHHO IIePESKMBAIOIETO

PAAVMKAABHYIO ACBU3HY KaK BBI30OB «KPACHUBBIM YIOTAM» IPAHTOBOTO CYIJECTBOBAHMA ).

41 6b1 He cTaA BO3BPAIATHCS K STUM IKCIECCAM MCTEPUIECKOTO IIAAHA, €CAM OBl He 3aAaBaACs
BOIIPOCOM: B Y€M IIPUYMHA ITON SIBHO HEAAEKBATHOM peakymun? Aa, HapyuieHue uepapxmmn
O>KMAAHMUI Y3KOTO KPYyTa AIOACT, IIePCOHUPUUMPYIOIJMX, KAK MM IIPEACTABASIAOCH, BAACTHBIE
OTHOIIICHWS BHYTPM COBpUCKa (HAIIl M3BOA contemporary). Aa, TpaAMIIMOHHASI MUHTEAAUTEHTCKAS
BO30YAMMOCTS... Aa, VsI3BMMOCTH M IIPOBOKATUBHOCTh MHOTIMX IIOAOSKEHMUI HEOEBPA3UICTBA,
KaK C TOYKM 3peHNsT Anbepasn3ma, Tak u 1o cyujecTsy. Aa, IOHITHOE, a 9aCTO M 3aCAY>KEHHOE

PasppaskeHme, KOTOPOe BBI3bIBAAM HeKOTOPpble marn b.-I'., kak A0, Tak 1, ocobeHHO, mocae



«urpemmn Kanpamnuckoro». Bcé Tak, «TOABKO 3TOrO MaA0», IIOAB3YSICh CAOBAMU I103Ta. Maao
AASI CTOAB HECABIXAaHHOTO OyKecTodeHMsL. «Bypst Hap [MHTOBTOM» ObIAa He paBHA KOHKPETHOMY
IIPEMUAABHOMY CAYYAIO, OHA IIOHEBOAE CTAAd MHAMKATOPOM HEKOTOPBIX OOIIMX KPU3UCHBIX
SIBACHWMIL B HAIIIEM COBPEMEHHOM MCKYCCTBE. DTUM, COOCTBEHHO, 1 nHTepecHa. [Tpeskae
BCETO, AYMAIO, OHA CTaAA ITOKA3ATEACM PE3KOTO CY’KEHWMSI €I0 KYABTYPaAbHOM 6a3sr (I10A
KYABTYPAABHBIM 3A€CH S IIOAPA3yMEBAIO HE TOABKO COBPEMEHHOE HAIIOAHEHMEe TePMUHA —
TO €CTh MEKAMUCUUIIAMHAPHBIE MCCACAOBAHMS COLMAABHBIX HAYK, HO U TPAAULUOHHYIO
00AaCTh MCTOPUOCOPUN, TOAUTUIECKONM UCTOPUN, ITHOKYABTYPHBIX M STHOMMUPOAOTUIECKIUX
mHTepecos n 1p.). [ToctmoaepHMcTCKasT GOSI3HD METaHAPPATUBOB HE TOABKO PEAYLMPOBAAA
AUTEPATYPHO-UCTOPUYECKYIO ACCOIMATUBHYIO OCHOBY COBPMCKA, OHA HAAOSKVMAA CBOETO POAA
3amper Ha ucroprocodckne obobigerns (rycTs paske B popme, kak mumer [aomo 3ana,
«n3obperennst ncropum»). [ToHATHE «ITOUCK MACHTUIHOCTM» COXPAHMUAOCH, HO perepTyap
3TUX CAMBIX MACHTUYHOCTEN PE3KO COKPATUACA. [IOHATMS rocyAapcTBO, BAACTD, SIMKA,
Goabrmrast popma ObIAM MAT 3aBEAOMO OTAAHBI OPUITO3Y, MAT OBITOBAAY TOABKO B IIAPOAMUMHBIX
M AaHEKAOTMYECKMX KOHHOTAUWMSX. YBEPEH, MMEHHO TaK BOCIIPUHUMAACS OBl CETOAHS XOTS
651 aTOT maccak A. Ddpoca: «YexoHMH TyAeA B CBOM amIIMPHBIE POPMBI KaK B boeBbIe
TPyOBL.. OH CAABMA BEAUKYIO CMAY BAACTM... DTO IOAHMMAACS I1adOC TOCYAAPCTBEHHOCTA. . »
TpancpopmmpoBarocs IOHUMAHME COLMAABHOTO: COLMAABHAS KPUTMUKA UAWU M3MEABIMAACH
AO aHEKAOTA, VAU IIPEACTABAAA B ADXMBHBIX PUKCALMAX HECOBEPIIEHCTB MU PA CETO, COMAABHBIN
AKTUBU3M BBIPOAMACS B 3CTPAAHOCTD MAU CTAA IIPOCTO CMHOHUMOM AIOOBIX ITYOAMYHBIX
ITOBEACHYECKMUX CTPATEINUN XYAOKHMUKA. B CBOIO OuepeAb, COMAABHOE ITPOEKTUPOBAHME
(IIycTh AasKe IPOSKEKTEPCTBO), AIOOOTO poAa IMIPOTHOCTMKA, 3TU TPAAULIMOHHBIC BUADI
POCCHVICKOTO XYAOYKECTBEHHOTO IIOUCKA, OTTOPraAuch. AyMaro, COBPUCK MHCTUHKTUBHO
OILyyIJaeT Pe3Koe CYy>KeHMe CBOEM, ITO-CTAPUHHOMY TOBOPSI, COACP>KATEABHON 0asbL B aTon
curyagun poas b.-I'. B anomree «IIpemnsa KanpnHCKOro» BOCIIprMHMUMAAACH IIPOBOKALMOHHO!
IPUHAAACIKA CONLEeMPOrary «Io IPOUCXOIKACHMUIO», OH B TO JKe€ Bpems MaHUpeCcTUpPOBaA
TaOYMPOBAHHYIO COBPUCKOM IIpobaematnky. [ Tpoussepenns B.-I. ctaan BocripuHMMATDHCS
oAeMMYHO. [, 4TO elje BaskKHee, IOAUTUIECKN IIOACMUYHO. YBepeH, ToA0OHbIX 3apad b.-I.

repea cobont He craBua. OH Kak XYAOKHUK ObIA abcoaroTHO paseH cebe. Ho B curyaymn



crpecca (cobaasH 1 0OMaHyTbIE OXKMAAHMSI, OLJVIJEHMS TOTO, YTO KaK1e-TO OTpaboTaHHbIe
MEXaHM3MBI PEIPE3eHTALNUN I[IePECTAAU ACCTBOBATH, YTO MacINTab BBICKA3BIBAHWAS
SIBHO HEAOCTATOYECH, YTO CUCTEMA CBSI3EH C, YCAOBHO TOBOPSI, OBIJECTBEHHBIM CO3HAHUEM,
HapyureHa) urypa b.-I. oTKpbraach COBpUCKy — B AnIle €0 KOHBEHIJMOHAABHO IIPU3HAHHBIX
penpeseHTaTOpoB — 1o-HOBOMY. He TO, 4T06BI ero panee He BOCIIPMHMMAAN BCEPHE3: OH,
HECMOTPsI Ha BCE 3aBUXPEHMSI, ObIA CBOMM. 3aTO TEIIePb OH CTAA 9YKMUM Cpean cBonx. urypornt
[TOAEMMUIECKON. 3aTeM IIOAUTHUICCKM IIOACMUIECKOT. A Ha AeAe — BOIIAOIJEHMEM BHYTPEHHMX
KPU3UCHBIX OKUAAHMI OIIPEACACHHOTO XYAOXKECTBEHHOTO COObIecTsa.

Bor, Kak MHe IIPEACTABASIeTCSI, Te COACP>KATEABHBIE MOMEHTHI, KOTOPbIE CTOAT 3a «Oypent
HaA ['maTOBTOM». OHA, HECOMHEHHO, 3aA€AQ CAMOTO XYAOSKHMKA, BBIHYAMAA €TO Ha HEKME, MOSKET
OBITD, M3AMIITHE AEMOHCTPATUBHBIE >KecThL. OAHAKO, AYMAI0, OHA IIOMO>KET HEeaHTa KM POBAHHOMY
3PUTEAI0 OTYETAMBEE ITPOSICHUTDH AASI Ce0sI HAIIPAaBACHHOCTb apT-IPAKTUKM XYAOSKHMUKA.
OrnmnonenTtam ke b.-I. aTa «6yps1», Korpa criasa BOAHA AMYHBIX PA3APAsKEHNUN, AAAd BO3MOKHOCTb
GoAee B3BEIICHHO OLIEHUTD MMEHHO TECTUPYIOLJHE, OIIPEACASIIOIIE CAADBIe MeCTa KOAACKTUBHBIX
CTpATEerni COBPUCKA, TIOCACACTBMSI BCETL STOM MCTOPUMN.

...basmcHbIe MOMeHTHI cBoel acTeTHKM B.-I. copmyanpoBas, Kak MHe IIPEACTABASICTCSI, B IIPOSKTE
2001 roaa «Hosonosocnbupcex» (A. beasteB-ImuaTOBT 11 A. MOAOAKMH — PaspabOTINMKIM MACOAOTMI
" Busyasmsangum mpoexta, I'. Kocopyxos — ¢ororpadpmsa n A, llloctakoBny — my3bika, TUMH
«Harmra [Tobepa»). Emge B Hagase 1990-x oH mpmBAeK BHMMaHME BBICTABACHHBIM B Tasepee
«Pepsxmna» omaskem V. Bovicy: orpomEbIfi camoaeT GbIA CKOHCTPYMPOBAH 13 BAACHOK (COABTOP —
K. I'TpeobpaskeHckmin). DTO OBIAO CBOETO POAA BOAMUTEABCKAS] AMIJEH3MSI HAa HABUTALMIO
B COntemporary: MOAOAOM XYAOSKHUK AEMOHCTPUPOBAA HABBIKM COBPEMEHHOTO IIOHMMAHAS
marepuasa, YMeHMe IIePEKAIOYATh CMBICAOBBIC PEIUCTPBI OT HAPOAUMHOTO AO CEPHE3HOTO
(BaA€HOK — M KaK 3HaK <«HAIIEHCKWU-HAUBHOTO», M OAHOBPEMEHHO — CIIACUTEABHOTO
B TeX KOHHOTAILVX, KOTOPBIE UCITOAB30BaA BOVIC ITO OTHOIIEHNMIO K BOAOKY: IMaHALMS TEIIAQ,
SKU3HWU W IIP,; HY, 4 CAMOAET U3 BAACHOK — 3TO Y’K€ OTCHIAKA K OTEYECTBEHHOM MUPOAOTUN

CMEKaAKM M «YMEABCTBA», K ACCKOBCKOM «baoxe»).



Koraa, mpumennteasno k «HOBOHOBOCHOMPCKY», 5T yIIOTPeOMA BBIPASKEHME «MACOAOTAS IIPOCKTA,
TO CAEAAA TO HE CAYYAVHO. DTO OBIA OAMH M3 CAMBIX OCHOBATEABHO OTPEPACKCUPOBAHHBIX
IIPOEKTOB HauaAad HYAEBBIX, OH, HECCOMHEHHO, 00AaAAA PA3BEPHYTONM «IIPOrPaAMMOI». ABTOPBI
HE MOTAM OTKAa3aThCsl OT MOAOAEKHOTO IIOCTMOAEPHUCTCKOTO CTE6A, OHM, KOHEUHO, «ACPIKAAN
B YME» MHULUUPYEMYIO TOTAA «CBEPXY» AKTMBHOCTD IT0 KOHCTPYUPOBAHUIO «HALIMOHAABHOM
HUACT».

OAHAKO ITAPOAMIMHBIN ITAQH HE SIBASICTCSI TAABHBIM, OOA€E TOTO, OH IIOCTEIICHHO MCTOHYACTCSI.
(ArO0OIIBITHO, YTO B KPUTUIECKON AUTEPATYPE, HACKOABKO MHE M3BECTHO, HE IIPOBOAMAOCH
napaaseaent meskay «Hosorosocmbupckom» mn «f'opopom Poccms» TT. Ileneprirerina.
«[Tporpammpr» 000MX ITPOEKTOB BO MHOTOM COBIIAAAIOT: M ITAPOAMPOBAHUEM PUTOPUKMU
TOCYAAPCTBEHHBIX HAIJIIPOEKTOB, M OOpaIjeHneM K apXMBY PYCCKOTO ITPOTHOCTUYECKOTO
IIPOEKTUPOBAHMS — OT XA€OHMKOBCKMX PUCYHKOB A0 IrpoexTos Asopya Coseros. [Tpsamo
ckaxkeM, «HoBoHOBOCMOMPCK» OIyOAMKOBaH HAMHOTO paHblie. V TOABKO y3HABAEMBIN
TUIMYHO ITeIIePIITEAHOBCKII PUCOBAABHBIN APATIB — CMECh TAAAIOLIMHOTCHHOTO aBTOMATMU3MA
1 AAABHEBOCTOYHOTO KAAAUTPAPHUIECKOTO HEOTPHIBHOTO IIMChMA — CHUMAET BOIIPOC O IPE3MEPHOT

COAMSKEHHOCT IIPOEKTOB).

ABTOPBI GBICTPO OLJEHMAM BO3MOSKHOCTHM CAMOTO PYTYPOAOTUIECKU-ITPOTHOCTUYECKOTO PaKTOPa.
CKAIOUMTEABHO BasKHBIN AASI COBETCKOTO aBaHIAPAA, IIEPESKMUBIINIA peakTyasnsaygnio B 1960-e,
OH AABHO y>Ke He ObIA 3aA€MCTBOBAH B HAIIIeN KyAbType. OKazar0Ch, MOACAMPOBATD OSKUAAHWS,
OIepesKaTh MOAUTHUIECKYIO BOAIO (MAM COIEPHMUUATSH C HEM ) — CAMO TI0 cebe AeAO YBACKATEABHOE.
(CBoro 0CTPOTY IIPUBHOCHAO M IIOHUMAHNE APAMATUIHOCTH ITOTO 3AHSITHS B UCTOPUICCKOM ITAAHE.
Beab GpyTypr3m 1 COBETCKMI aBaHTAPA CIIOTKHYAMUCH Ha COLMAABHOM ITPOFKEKTEPCTBE: MEUTAAOCH
O «IIAQHUTAX AASI 3EMASIHUTOB», a 0bepHyAoch beaomopranasom. O mapoAmiHO-HAAPBIBHOM
TEOIIOAUTHUYECKON KOHCIIMPOAOTIMM IIPOXAaHOBCKOTO THUIIA M BCIIOMMHATH He XOdeTcs ). Bropont
dakTOop, ObecreunBIIMIA yCIIeX IIPOEKTY, AeKaA yrKe He B chepe IIPOrHO3MpoBaHmsl. Peun
IIIAQ O CAMOTA YTO HM Ha €CTh IIOBCEAHEBHOCTH, O TeX HACTPOCHMSIX, YTO BUTAIOT B BO3Ayxe. [ Tpasaa,

B BO3AYXE, KOTOPBIM ABIIIUT OITPEACACHHASI 9ACTh DAUTHI, ABTOPBI ACMCTBUTEABHO HAIIIYIIAA KOC-ITO



CYIJECTBEHHOE AAS IICUXOAOTHV COBPEMEHHOTO MCTIOAMUIIIMEHTA. A UMEHHO — 3KACKTUKY, KOTOPast
ACIKUT ASKE HE B MACOAOTMM ITOTO MCTI0AMIIMEHTA (OHA elje, IIOXO3Ke, He SKCIIAUILIMPOBAHA),
a B camom ToTpebHOCTH B 3TOMU MAeoAormni. KakoBs! caaraembie 31om skaeKTUKRIU? [ Ipeskae Beero —
METAAOMAHSI, TSITA K HeYEAOBEICCKMM MacIinTabam. 3aTem — BOCIIOMMHAHMS O 30AOTHIX AHSIX
COBETCKOV MMIIEPUL: IIPUYIEM O BHEIITHEM, ITOOEAUTEABHOM, BBBICBYCTPEMACHHOM, AYXOIIOABEMHOM
obpase 3Tux AHe, ¢ Hen3besKHOM aMHeseT, 3a0BeHMeM BCeTO KPOBABOTO 1 IPSI3HOTO. 3AECH SKe —
BOCIIOMVHAHSI O COBETCKOV HAYYHOM PaHTACTHUKE TEXHUIECKN 1 MOPAAUCTCKI ITPOIPECCUCTCKOTO
ToAKa. V1 — 0 cOBeTCKMX PpuabMAX PO OOABLIMX IIPOrPECCUBHBIX M T'YMAHHBIX HAYAABHWUKOB,
IIPOTHUBOCTOAIYUX PYTUHEPAM, U OOYCTPaMBAIOIIMUX CBOU CHOMPUAABI TOAYOBIMM TOPOAAMIA.
Haxower, 51 661 AOGaBMA IPUIYAAMBYIO MEIIIAHMHY IOMYASIPHBIX 11O CET ACHb MAPIMHAABHBIX
MCTOPUYECKIX IICEBAOPEKOHCTPYKMI (Mro He B Mro, Prm He B Pum) 11 IICeBAOOPMEHTAACTCKYIO
creyndpuKy — OT BOCTOYHBIX EAMHOOOPCTB AO CAMOAESITEABHOTO ITPOHUKHOBEHMSI B BOCTOYHYIO
sKe 330TepuKy. Takas BOT cMeCh TOAOTPEBACTCS B 3TOM KOTAE, OOBSICHSI coceACTBO UnHIM3XaHa
n VBana ['posHoro, Monomaxa n Illambansl, «ABpops» n «Anoarona», bepasesa n LIYI1a
(JenTpa yrrpaBaeHMs TIOACTAMN).

YTo 3K, aBTOPBI BBIIIAM HA MHTEPECHEMIIVIO, ATABUCTUICCKN YKOPEHEHHYIO B IICMXOAOIMM
POCCHMCKIX IAUT CYOCTAHLIMIO — MArHETMU3M UCTOPUIECKOTO CKauKa, Oe30TASIAHOTO ITPOPHIBA,
IIPSIMO-TaKM GEPICOHOBCKOTO AAH BUTAAS, B KOTOPOM IHTY3Ma3M M BOASI MCKYIIAIOT POKOBYIO
HEAOCTATOYHOCTH 3HAHUI 1 PACICTOB. Boirian-To Bairan. Ho kakoBo nx coOcTBeHHOE OTHOLICHNME
K 91Ol mpobaemarure?! Aymaro, 3T0 oTHOIIeHHEe ambusaseHTHOE. OHM HE IHTY3UACTHI
" He KpuTuxn (Tem 6oaee, He xyanTean). OHNM 1 3aBOPOSKEHBI, 1 HAIIYTAHbI, OHWM IIOAXBAYCHDI

BOAHOV1 COJMAABHOM (PaHTA3MM, 1 OAHOBPEMEHHO OIJYIJAIOT ee 3GpeMEePHOCTD.

Aymaro, TEXHOAOTMST BU3YaAM3aLMUI ITON BHYTPEHHE KOHPAMKTHON MATEPUN SIBASICT TAABHOM
yAadert mpoexTa. [Tpeskae Bcero — 210 BBIGOP s13b1Ka apxuTeKTypHOMU rpaduxn 1930—40-x rr.
C e KAACCUIMCTUYECKMMM AAAFO3UAMI Y BOPOHKOOOPA3HO 3aCachIBAIOIIMM IIPOCTPAHCTBEHHBIM
Gecripeaesom (M3AIOOACHHBIVI MOTUB BEAYIUX B HUKYAQ MOHYMEHTAABHBIX aPKOIIOAOOHBIX

poémo). [1pn aTom — B ee yueHMIecKkon, cTyaeHIecKon Bepenn (6e3 ocobort masctTpun,



C OTASIAKOVL Ha IMIICHI 1 KOMIICHAMYMBI — 3TO AA’KE TeMAaTUIECKN BBIPaskeHO). Tak 3aparoTces
ABE CKBO3HBIX, B3aMMOKOPPEAVUPYIOIINX TEMBI — MMIIEPCKUI PA3MAX, KAACCHULIUCTUICCKITL XOAOA,
SHEPreTMKa METalpOeKTOB. /1 OAHOBPEMEHHO — YYEHMYECTBO, HEKOTOPAsI HEYMEAOCTD (IIOTEKM,
IIIEPOXOBATOCTN ), UMIIEPCOHAABHOCTD: HAMEK Ha aKaACMMUIECKIE TOAAUN — AMCTBI C HOMEPAMWU

BMECTO TTOAITUCET. ..

Ho raaBHBIM B BBIOOpE sI3BIKA MHE IIPEACTABASICTCSI CTABKA HA IIPOEKTHOCTh. A MMEHHO —
IIOHVMMAHME MACAABHOCTI B CMBICAEC HEBBIITOAHUMOCTHM, HEPEAAT3YEMOCT BBIMEUTAHHbIX 00Pa3oB
HoBonoBocnbmpceka. DTo yKOpeHeHO B OOABIIION HALJMOHAABHON TPAAMLIUIA — OT Oa>KEHOBCKOTO
Boasmutoro Kpemaesckoro gsopya Ao Asopya Cosetos Beerpa 9ro-1o mentaso (3aBucTHUKRN?
Bparn? Borubi?) Bo3BeCTM, peaAmn30BaTh TAABHBIN, MACAABHBIN, ITAAOHHBIN 06pa3 Byayigero.
Tax 1 >xmBem 6e3 atarona. (He Mbr 0AHM — KaKk MHE KasKeTCsI, €CTh TOABKO OAVMH COBPEMEHHBIN
LIPUMEP PeaAm3alnm AU OOABIIIOTO HEOMMITEPCKOTO CTHASL DTO — PoHaabp Peviran buaanar
B Bammurrone — rurantckoe, B ABa Mmnepnaa Crant Buaansr pasmepom, KBa3nucepbe3Hoe,
6e3 Tern npoumn tBoperne Askemmca Muro Opmpa, cnmbnos Beero, 9To GIAO HABOPOIEHO
B IIAQHAX UTAAO-TEPMAHO-COBETCKMX IIPUABOPHBIX aPXUTEKTOPOB. Tam AasKe CKYABIITYPHbIE
METAAAMIECKVE IJBETHI ¥ BXOAQ — PAa3MEPOM CO CPEAHME TAHKM — BBITASIAAT yrposkaronje. Caasa
Bory, 4To Takme IPOEKTH HAM IIPOCTO HE MOTSHYTSH!)

[Tocae «HoBoHOBOCMOUMpPCKa» IyTH aBTOPOB IIpoeKTa pasomianck. B.-I. cymecrsenno
CKOPPEKTUPOBAA CBOM TBOPYECKME IMO3UUUN. TO eCcTh OH OCTaBAACS BIIOAHE HA TEPPUTOPUN
contemporary: AeMOHCTPUPOBAA COBPEMEHHOE IIOHUMAHMUE MEAUMHOCTH (IIpeTBOpeHwue
KAaCCHIecKon pororpadmmn), CIIOCOOHOCTD apPTUKYASILUM MaTepuasa B OOPa3HBIX LICASX.
OH Bcerpa ymeA 3aCTaBUTh MATEPUAA M CaMy TEXHUKY paboTaTh pro m contra TeMmblL:
B ToM >Kke «HoBOHOBOCHOMPCKE», OH CBOM METarlOCTPOSHMSI BBIITOAHSIA IIAPUKOBOM PYIKOM.
To ecTh Ka3HP EIUIIETCKYIO, AATEPHBIN TPYA APTUKYAUPOBAA B cBoeT merasomanmm! Takosa Osiaa
M3HAHKA COLMAABHOTO ITposkeKTepeTBal TOYHO Tax ske, Ha HOBOM 3Talle, OH MHOM MATePHaA 1 MHBIE
TEXHWUKM 3aCTaBASIET paboTaTs pro u contral Bor Toapko Tema namenmnaacs! Terepb XyAOSKHMK

BBICTPAMBACT LJEAVIO CePUIO 0OPa30B FOCYAAPCTBEHHOCTH, AAYKE MMIIEPCKOCTH, IIPUIEM PA3HOTO



poaa n maemenn: Koansent, Pumckast Boaunna, Kpemas, masamo poskert, MaBsoaert, MyxmHcKas
crarys «Pabounit n koaxosunuay, «I Toprper FO. Mucnmpr», coBpemeHHbIV 00eBOTL CAMOART, YTO-TO
erge... Bcé aTo Berym BrioAHe cepbe3HO, TOPSKEeCTBEHHOM YCTAHOBKM. Yepes BCé IIPOXOANUT €AMHBIN
IpuHIUI GOPMOOOPAZOBAHMSL: ITPOSKTHOCTH, IMOAEMATUIHOCH, AKAACMIUIECKAST ITAAOHHOCTD
HOCTPOCHMS, MAeOrpadUIecKas yCAOBHOCTD. DCTETUIECKAS MHTOHALMS — XOAOAHOBATO-3aKPhITAS,
HECKOABKO OPUEHTMPOBAHHAsI Ha ITO3AHee, Kaaccnumsupyrorgee Art Deco. Aa, reeps B.-T'. B coernt
BEPCUM HEOKAACCUIM3MA CTPEMUTCS K CHATUIO MHOTOMEPHOCTH. DT BEeIJM He PACIIOAAraloT
H K BaPUATUBHOCTYU MHTEPIIPETALIMT, HI1 K YUCTO YEAOBEICCKOMY «YTeIIACHWMIO» 33 CUCT CHMYKEHMS
3asIBAEHHOV 3CTETUIECKOM HOPMBI (YTO BUPTYO3HO IrpoAeabiBaa T. Hosukos). Huxaxmx canskermi,
AEKOHCTPYKLMM, TAPOAUPOBAHNMS — HEOMMIICPCKUI CTUAD IIPEAIIOAATACT XOAOAHOBATYIO
orcrpaneHHOCTH! CoAepPsKaTeABHBIN BEKTOP HAIIPABACH HE BOBHE, Ha BHEIITHEE TEKCTOIIOPOKACHE,
a BOBHYTPb, HA IIPUPALIEHNUE SCTETUICCKON COACPSKATEABHOCTI. XOTsI ObI ACKAAPATHBHOE: HEAAPOM
AaSKe paspsiA MOAHMI Hap AeHMHCKMM Massoaeem B.-I. TpakTyeT He KaK IPMPOAHOE SIBACHWE

AU MeTac])opy MACOAOTMICCKMX YAAPOB. HGT, 2TO HEYTO QIIOAAOHTA‘IGCKOGI
B cBoe BpeM:I s1 Ha3BaA 9TW BEIJNM ITPOSIBACHMEM 9TATUYICCKOTO 3CTCTMU3MA.

Bo1a an st ipas? Aymaro, aniis oryacTi. MHe XOTeAOCh KaK-TO OOBICHUTD cebe HEKOe CHUSKEHME
KpuTHIeckon pedaercnn, Hactynmsiiee mocae «HoBoroBocnbmpekar. Ha camom aeae XyA0sKHMUK
BO MHOIMX «ucTOprdecKunx» Bemjax («I'posusmi B 'posnom», «KpacHast maorgasb», «Yépuas
naomaAb», «[lamHsy, «22 MIoHI») ACMOHCTPUPYET BIIOAHE OIIPEACACHHYIO aHAAUTHUICCKYIO
AncTaHnio. TOAPKO OIeprpyeT OH He HAPPATUBHBIMK, A CYTYOO BBIPA3UTEABHBIMI CPEACTBAMH,
TAaBHBIM 00pasom marepnasom 1 TexHUkon. OH MCIIOAB3YeT CycaApHOE 30A0TO (maTepuan
cam 1o cebe amMOMBAACHTHBIN, TOTOBBIN IIPEACTATh M B KOHTEKCTE BEAMINMS, U B IIAAHE IIYCTOMU
aMmbunymMmn), pydHyIo IIeyaTh — 3A€Ch HAAMYME IEYaTHOM POPMBI aCCOLMMUPYETCS ¢ HEKOM
maTpuient co3Haums (Toske aMOUBAACHTHOTL, YPEBATON 1 MACCOBBIM T€POM3MOM, 11 MACCOBBIM
ncuxosom). Hakonel, oH BpydHYIO MecuUT OPCETHYIO KPACKy — U MATEPHaA, 1 Cam IIpoLjecc
obperaror To, uTo I. Bammasip HaspiBaA «MaTepUasbHOM COKPOBEHHOCTHIO. B HallleM KOHTeKCTe

3TO MMEET IIPSIMOE OTHOIIICHME K 6a3MCHBIM ITOHATIUSM TUIIA IIOYBBI, KPOBH, TPSI3H, UCTOPUIECKOV



cyAbOBI 1 T.A. (KeTaTn, mmeHHO 6a3MCHOCTD, <HETIOTOIIASIEMOCTB» TUX KATETOPUIA 11 Pasaparkasa
onmoHeHTOB Bb.-I. B x0A€ ITpemMmaabHOV KaMITAHMH, 1 B STOM, TIOBTOPIOCH, BRIPAsKAAOCh KpariHee

Cy’KEHME KYABTYPAaAbHOV 0a3bl COBPUCKA).

Ho se 3TO 6B1A0 rAaBHBIM. DCTETUKO-TOCYAAPCTBEHHMYICCKMe MHTeHInn b.-I., koTopsie
OH CTOAB OTKPOBEHHO AEMOHCTPMPOBAA, UMEAM OYEHDb aBTOPCKOE, AMYHOE, HE YKAAABIBAIOIjeecs

B OIIIIO3UIMIO, ACPKaBHOE-4aCTHOE, COACPSKAHME.

CBoert aMBAEMATUIHOCTBIO U «3aKPBITOCTBIO» MHOTME et cepun «Patria —Filia» mamommnasm
muter. Ho samgnmigaan (B Tom 4ncae 3CTETUIECKM) OHU HE TOCYAAPCTBO, He madoC MMIIEPUN,
He MACIO BeAndnst (B X, TAK CKA3aTh, MATEPUAAPHO-CUMBOAMICCKOM BRIPAYKEHUN — ITAMSITHUK,
MaB30AEH, OPY>KHE, TOPTPETHI «repoes» ). OHM 3aIgUIAAT 4TO-TO TOPA3A0 boAee SKMBOE 1 YSI3BIUMOE.
A MIMEHHO: OTpOYeCKMe IIPEACTABACHUS «O AODAGCTSIX, O ITOABUIAX, O caaBe». To cocTosiHme
CO3HAHMSI, KOTOPOE, B OBIJeM-TO, TPAAMLIMOHHO KYABTUBUPOBAAOCH B POCCHUICKOM FOHOIIICCTBE.
CeroAHs1 camo CyIJeCTBOBAHME IOHOIIECKMU-BOCHHON COCTABASIOIEI KYABTYPHOTO CO3HAHMS
COBPUCKOM (KaK, BIIPOIEM, 1 IIPOABUHYTON AUTEPATYPOIL) HE VIUTHIBACTCSI, €CAT HE OTPULIACTCSL
Bo Besaxkom caygae, Best ata cdepa oTaaHa OPUIINO3Y, YCAOBHO TOBOPS, BOCHHO-IIATPUOTUICCKON
urpe «3apauna». ITO He CIpaBeAAnBo: co BpemeH Y. Kperina n A. Baoka sTn roHOIIECKME
IIPEACTABACHTAS, TPE3bI, MEUTHI €O IIOABITE» SIBASIAACH IIPEAMETOM BBICOKOTO MCKYCCTBA (51 MMEIO
B BUAY MMEHHO OTPa’KeHME 3TOTO KOMIIACKCA IIPEACTABACHWMIA B CO3HAHWUM, OIBIT CKOpee
AUTEPATYPHBIN, CEMEMHO-HAPPATUBHBIV 1 IIP., PEAABHbIN YK€ ACTCKIUI BOCHHBIN OIIBIT — APYTast
Tema). «<fI GpeAnA KOHHOTBAPACTACKUMI AATAMU M PUMCKUMI IIIACMAMI KABAACPTAPAOB», —
BcrrommnHaa O. MaHAeABIIITAM, HAPAIJUBATD APXMUB COOTBETCTBYIOIJUX CBUACTEABCTB MOSKHO

BITAOTDH AO AVIMOHOBCKOW KHWUIT <<V Hac ObIAA BEAMKASL DIOXA.

CoOTBeTCTBYIOIMIA HACTPOVL CO3HAHMSI BBIAMBACTCS B pasHble GOPMBL YacTo OH yTraAM3MpyeTcs
opnunozom. YacTo IIpeACTaeT B BUAE PYAMMEHTA IIOAPOCTKOBOTO CO3HAHMSI 11 IKCIIAYATUPYETCSI
BOCHHO-MI'POBOV MHAYCTPUEN. B MCKyCcCcTBE 11 KMHOMCKYCCTBE CETOAHS 4arije BCero Impobusaet
cebe popory B dpopmax ¢anrtesn. Cayaan b.-I. upesspraariHo pepsok: aToT B 06IIEeM-TO



TPAAULIMOHHBIN AASI PYCCKOM KYABTYPBI KOMIIACKC ITPEACTABACHMI AAA HEOSKMAAHHBIN BRIOPOC
B cdepy contemporary. HeoskmaaHHBIN — IIOTOMY, YTO HAPYIIACT PYTUHY KOHBEHIIMOHAABHBIX
TpeOOBAHNMIL O BHEIIOAOSKEHHBIX AASI CONtemMporary Beljax: MeraHappaTmBax, BHEMPOHUIHOCT,
PUTOPUYHOCTH, BO3BBIIIIEHHOW MHTOHALMMU, OTCYTCTBUM KPUTUIECKONU PedASKCUM M IIP.

OxkaspIBaeTcsl, BCE 3TO MOYKET IIPUTOAUTECSL. Bo Besikom cayuae, B-T

Pemrych CyMMMpOBaTh: B MOCAEAHUX CBOUX IpoekTax, HaumHast ¢ «Patria — Filia»,
n B ocobennoctn — B «[lapapax 2937 ropa», B.-I. Beirea Ha HOBYIO IpobAEMATUKY.
B ee ocHOBe — COXpaHEHHBIM B XYAOJKHMYECKOM CO3HAHWUM MMIIYABC IOHONIECKMUX
HPEACTaBACHUN O TePOUYECKOM, SKePTBEHHOM, BO3BBIIIEHHOM, M IIPEKAE BCEro —
O IIPaBUABHOM, CIIPABEAAMBOM MUPOYCTPONCTBE. Y CTPOCTBE rAOOAABHOTO, KOCMUIECKOTO
MUPpa — 3A€Ch BCIIOMUHAIOTCS PYCCKME MAABIMKM AOCTOEBCKOTO, TOTOBBIE YTPOM IIPEABSIBUTS
IIOAYYEHHYIO BeYEPOM KapTy 3BE3AHOTO Heba — ¢ UCIPABACHUAMM. DTO UMIIYABC CAOSKHOTO
IIPOUCXOKACHUSI — C OAHOV CTOPOHBI, BOCXOASIUIM K KAACCUICCKON AYXOIIOABEMHON
AUTEPATYPE, C APYTOV — K TPAAUIIMI COBETCKOM HAYIHOM PaHTACTUKN STIOXMU «A0 CTpyraygrmx»
(TO ecTh apXanIeCKU-ITIO3UTUBUCTCKOM, BAATOPOAHO YOEIKACHHON B BOBMOSKHOCTM TOTAABHOTO
VAYUIIICHWUS IIPUPOADL, B TOM UMUCAE YCAOBEIECKOM, He 3HAIOIIET] PA3hEAAIOLMUX AVIITY COMHEHM
10 TIOBOAY COLMAABHOM M OMOAOTMUECKON CeAeKUMNM). VIMIIYABC, BBI3BABIINI K JKU3HU
MAeorpapuIecKyio «HAACTPOVIKY»: O4€Hb aBTOPCKUE aHTA3MBI UCTOPUOCOPCKOTO IIAAHA,
obpocirie COOTBETCTBYIONIEN MKOHOTpaduent M 3HAKOBOCTHIO. AyMalo, STOT IIOBOPOT KacaeTcst
" B3aMMOOTHOIIIEHUT XYAOJKHMUKA C HEOEBPA3UICTBOM. DTO KaK pa3 TO SIBACHUE, B KOTOPOM
MeTapOPUIECKU-UCTOPUOCOPCKAST COCTABASIIONTASI HAXOAMUTCS B COCTOSIHUM OPOSKEHMS; CAMBbIe
IIPOBOKATWBHBIE U 3aBUPAABHbBIE MAEU He TPebYIOT HayYHOW BepuduKraumuun. JTO, IOXOKE,
n apusaekaeT b.-I. He ABiskeHmMe MOOMAM3YET XYAOKHMKA, KAK ITO MOJKET ITOKA3ATHCSI. XOUETCS
BEPUTD — XYAOKHUK MOOMAM3YET Te apapOKCAABHBIE, 9330TePUIECKIUE, ITPOTOAOIMIECKME U IIP.

PECYPChI, KOTOPHIC MOJKET MAM XOICT HaUTU B ABM>KECHMUM.

l_Iopa MOIIBITATHCS XOTS ObI HPT/16AI/13T/1T€AI)HO OIIPCACAUTD TOT TUIL XYAOSKECTBECHHOTO CO3HAHNM I,

K KOTOpOMY ITprHaAsesKuT b-T.



Aymaro, 310 THIr cumBoancTa (TOKe KpamHe PEAKMI B Halle Bpemsi, nbo Ipearosaraer
MACOKPATUIHOCT, & 3HAYNT, <IIPUTAYIICHUE» ACKOHCTPYKTUBHBIX 11 UIPOBBIX MHTEPIIPETALMOHHBIX
pakTuK). A. JKOAKOBCKMI B cTaThe, IOCBSIIIEHHON «IIOIYASPHOV BEPCUM HEOCHMBOAM3MAY,
IIIET O «AAACTOPUIECKOM IIPOCBEUMBAHNUN MACTL CKBO3b 3€MHBIE OOOAOUKM 11 IIPEATIOUTEHMM
BCETO IIPOIIIAOTO, BYAYILETO 11 HAAMMPHOTO HACTOSIIeMy». Peds naeT o antepaType, HO CeHTEHIUM
MCCACAOBATEASI BIIOAHE IIPUMEHMUMBI K B.-T.

AevicTButeapHo, B.-I. — XYAOSKHMK CMMBOAMUCTCKOTO THUIIA MBIIIACHMSI, HEYAOBACTBOPEHHBIN
«HAAMYHOV PeasbHOCTBIO» (BBIpaskeHune J. Byaatosa). On paboraer ¢ peaabHOCTSIMM COOCTBEHHOTO
CO3HAHMS, B KOTOPOM JKMUBYT $aHTa3mMbI (OIMCAHHBIV BBIIIIE KOMITACKC FOHOIIECKMX MEUTAHUIL),
OOBIYHO BBITECHSIEMBIE C BO3PACTOM VAW CTAAYKEHHbIE HOPMAaMM TOCIIOACTBYIOIJEN KYABTYPHI,

TA€ OCYIJECTBMUM TPAAMLIMOHHBIN OyHTapCKMit A03YHT — «TpebyiiTe HeBO3MOKHOTO.

[Tapappr B.-I. ctonT paccmaTpuBaTh Kak MACAABHYIO PEIIPE3CHTALMIO CMMBOAMYECKOTO TUIIA
CO3HAHMSL. 3A€Ch HET 3aIIPeTOB GYHKIMOHAABHOTO MAY XPOHOAOIMYECKOTO IAaHa. HeT n 3amperos,
KaK TOBOpMA MaaeBud, «Aorm3mar: apxanka u GaHTACTUKA, MUPO-MCTOPUIECKOE 1 PearbHOe
CMEIIaHbI BOCAVHO: COAAATBI, BOMHBI CBETA, 300MOPPBI MaPIIUPYIOT B CBOEM «OAHOOOPa3HO
KpacmBocTm». HeT HEOOXOAMMOCTI MCKATh MKOHOAOIMIECKMUE UCTOYHMKI: OTKYAQ B3SIAUCH
Goesbre caoHbI? M3 Tanaasackoro duabma «Bomubl AskyHrAe»? OTKyA2 — 13 KaKOro Gpuabma
paHTE3NM — YeITyMIaThI IPUKUA 300MOPPOB? MICTOIHMKI HE BasKHBI — BayKHA MOABUIKHOCTD
M PEaKTUBHOCTD CUMBOAMYECKOTO CO3HAHMS. EAMHCTBeHHAs ToTmoAOrMYecKast mpuessKka — KpacHas
IIAOIJAAb, HO 71 OHA SIBASIETCSI TOITOCOM CMMBOAMYECKOTO THUIIA: MEHSIET GOPMY, APXUTEKTYPHbIN
AHTYPAK, SIBASIET CeOS B PA3HBIX CUTYAUMSIX CMOTPEHVAS: <13 MCTOPUM», U3 KOCMOCA, TAA3aMMU
MapIIUPYIOIETro yIacTHMKA Hapasa 1 1mp. COOTBETCTBEHHO, MEHSIET 1 COACPSKAHME: IIAALAAPM,
apeHa MCTOPUIECKOM APAMBI, IIOAUIOH CBEPXOPYSKMS, OA€ MAHUPECTALMUN JUBUAM3ALVIOHHBIX

CABWIOB...

HS.PQ.A MACAADHO 3aAdCT TEMY IIPOCKTHOCTN, B TBOPYCCTBE b.-T. HeCcylyio MMPOBO33PCHICCKNUE

geprbl. OH IIPOEKTEH KaK MATPULa HEKOTO MUPOYCTPOTCTBA (KOCMMUIECKOTO MAV COLIMAABHOTO).



(KcraTn, 3pech, Kak u B IPESKHMUX IIPOEKTAX, MATEPHUAA M CAMa TeXHUKaA 0OpeTaroT 0OpasHbIi
CMBICA: TEOMETPU3M IIOCTPOCHUS TpebyeT IPUMEHEHMsI Pa3HOOOPAa3HbIX A€KaA, B CBOIO
OYepeAb A€KAAO — CUMBOA IIPAaBUABHOCTHU, HeIpeperaemMocTn GpopmooOpasoBaHMs).
[TpoekTen 1 cam 1o cebe, Kak IMPOAYKT POPECCUOHAABHON CO3UAATEABHOM ACSITEABHOCT:
B IIPEAMETHO-IIPOCTPAHCTBEHHOM IIOCTPOEHNUY, B XPOHOMETPasKe, B PUTMUKE, B ABTOMATV3MeE.
[TpoeKTHOCTH HABSI3UYMBO 11 HEYKAOHHO IIPOHM3BIBAET Bech 0bpas. [TpoexTHa apxuTexTypa, —
peaAbHas, UCTOPUUECKM PEKOHCTPYMPOBAHHAS MAW IIPOTHO3MPYEMast: HUKAKUX UMITPECCUTA,
gepresk n raasomep. [IpoexkTHa yHMPOPMA, OT BU3AHTUICKUX TOAOBHBIX YOOPOB BIIAOTH
AO Am3ariHa gerym 300Mopdos. [ IpoexkTHo BoopyskeHMe — BOOOIIe rOBOPsI, KOHEK XYAOIKHWUKA.
Borock, mpoexTHa (3aIIpOrPamMmMpPOBAHHO ITOAEMMUIHA) 3pUTEAbCKas peakynst. Ho Bot uTo,
IIO>KAAYT, TAABHOE: IIPOEKTHA M aHHUrnAsIgus panrasmos b.-I. On s3akaappiBaeT B cBOM
IIPOM3BEACHMS MOMEHT HeocyigecTBumocTn. OHA Tem HeoTBpaTUmee, 9eM OITUIESCKU
arpeccuBHEE M BU3YAABHO PEAAM3OBAHHEE, «OCYIJECTBACHHEE», Cama PeIpPe3eHTaL U L.
He BaskaO, Kak mpomsonAeT aHHUIMAIGMUS. Kak pe3yApTaT COLMAABHBIX W BOCHHBIX
KaTaKAM3MOB, MAU KOCMMYECKONM BCIIBIIIKK. Kak rmeperpes akpaHa KOMIIBIOTEPHOV MUIPHI,
man cbort mpnbopa HaBepeHMs. VAU IIPOCTO CO3HAHME BBITECHUT «COH Pa3yma» u BRKAIOUUT
PESKMM aAEKBATHOTO, «B3POCAOTO» BOCIIPUATIS peaAbHOCTH. HaBepHOe, HeocyIyecTBMMOCTS,
HEOOPATUMOCTD VHUUTOSKEHMS MAM CAMOYHMUITOSKEHMS, 3aA0SKEHHBIE B «IIPOEKTHOCTH»
(coumaapHO-MCTOPUIECKOE IIPOTHO3MPOBAHNE, MOACAMPOBAHME, «ICAOBEYECTBA COH 30A0TOM»
M IIP.), — 3TUM IIOBOPOTOM TeMbI B.-I'. — PeAKMit AASI HETO IIPUEeM — KaK-TO «IIOACTABASICTCS»
mop nHTepnperaunn. OH cam, 3akaapbiBast B HasBauue cepun «Ilapapsr 2937 ropa»,
BBI3BIBAIOIIME BIIOAHE KOHKPETHbBIC MCTOPUUECKMe accounaynun, yudpsr 37, samyckaer
MEXaHU3M CMBICAOTIOPOsKAeHUI. JKepTBeHHOCTH? W Kak oAnH yMPEM B bopnbe 3a 3107
KOHPAUKT MEKAY PEAAbHOCTDHIO CO3HAHMUSI W OKPYsKaIoIjen peaabHOCThio! Oryyijenme
Hen36eKHOCTU KATAKAM3MOB, KOCMUYECKUX MAM counasbHbix?! Her orsera. CrpaHHbIN
OH BCE-TaKM I€POM, XYAOKHUK, beasieB-I'MHTOBT (A — repori xyposkauKa beasea-I'muTOBTA).

Niger 6ypn. HeyaoOHbI1.

Axexcandp bopoBcxuii



A STORM OVER BELIAYEV-GUINTOVT

There is something impractical about parades. It has to do with the impossibility of maintaining
in battle what Pushkin has called ‘the warlike animation” and ‘superb monotony’ of parading
ranks. Think back to Leo Tolstoy (“You know, Mikhail Larionovich, we are not on the Empress’
Field, where a parade does not begin till all the troops are assembled,’ said the Tsar. ‘That is just
why I do not begin, sire, said Kutuzov in a resounding voice. ‘That is just why I do not begin, sire,
because we are not on parade and not on the Empress’ Field,’ he said clearly and distinctly’). And aside

from the impracticality, there is also something sacrificial in parades. As we watch archive footage

from parades of the 1930s, we wonder how many commanders and marshals will soon vanish —
1938 is, after all, just around the corner. And when viewing the parade of November 1941, we begin
to think: How many of these figures wearing camouflage will still be alive tomorrow?

It is the winter of 1919—20. In an unheated workshop, Vladimir Tatlin creates his model
for the Monument to the Third International. Everything achieved by the avant-garde is incorporated
into this project, including its social aspirations and visions of the future. The monument
was required not only to symbolize the victory of the revolution and the victory of revolutionary
art, to synthesize these two elements, and in this way to legitimize the avant-garde’s pretensions
to help shape the social order, it also had a very functional role. It was intended to house the “brain
of the Revolution,” the administration of the Comintern. And perhaps the project had one further
nuance, to which researchers have preferred not to devote much attention. With his primitive
six-metre wooden model of the gigantic building, Tatlin did not try to sustain the illusion that
the materials or technology of his time were up to the task of construction. We could even venture
the following hypothesis: Tatlin intended for the project to be unrealizable. In a paradoxical
way, this avant-garde project has links to the Palace of the Soviets by Boris Iofan, Vladimir
Shchuko and Vladimir Gelfreich. The palace was to be topped by a monumental statue of Lenin,
lost in the clouds. A personification of the government, a symbol of trust, a new embodiment
ofthe ancient Russian dream about a Third — this time Proletarian — Rome, this multivalent idol



undoubtedly fulfilled a sacral function. Even the few parts of the project that did come into being
played a ritualistic role — the mockups, models and pictures of this apparently already-constructed
building were disseminated, even reaching Western capitals via the Soviet Union’s pavilions
at international exhibitions. In reality only the foundation existed; construction was hindered
by the international situation and finally the war. They say that the metal in the foundations
was used for anti-tank obstacles. But that was later. Did they even want to build it? Or was the palace
more important as a symbol, and its impossibility recognized from the very beginning?

What does this lengthy preamble have to do with the new series by Alexei Beliayev-Guintovt,
entitled Victory Parade 29377

[ have mentioned these things because his work, in a thoroughgoing way, is an expression of ideas
of statehood and suprastatehood (in forms including a military empire, a world government
of workers and peasants, a multinational Soviet empire, and geopolitical unions of the future).
And in a symbolic way they are connected with the ideas of parades and the processes of creation
and design, artistic or otherwise (in the socio-political, architectural and military/technical
senses). And we should take note of one more key concept, which has implications for every aspect
of Beliayev-Guintovt’s approach — the concept of impracticality.

Today, Beliayev-Guintovt probably causes no end of misunderstanding and discomfort.

Moreover, any discussion of Beliayev-Guintovt is probably so fraught and so charged — literally
almost incendiary — that it will no doubt become somewhat abstracted from the art itself. More
on that later.

Beliayev-Guintovt has worked in the sphere of contemporary art for almost 20 years, and was known
as a successful artist whose work was in demand by museums and forward-thinking galleries.
But in 2008, his career took a nosedive. He was first nominated, and then awarded, the prestigious
Kandinsky Prize. This was despite objections from influential circles in the art world, speaking



in the name of the wider artistic community. He was enveloped in a storm of controversy. I don’t
know if he sought this kind of renown, but, as in the words of a poet with a romantic bent,
‘he awoke to fame.

Or, more accurately, he ‘awoke’ as a polemical figure. Then he was seen as polemical in a political sense.
Today an entire discourse is centered on him, and this is something I have played a role in creating.
[ don’t want to throw wood onto the fire and stir all that up again, but it would be wrong, in the process

of distancing oneself from it, to act as if it didn’t exist. It is connected — even if not in a direct sense —
with understandings and misunderstandings of the artist’s intentions.

[ will try — as coolly as possible — to describe the situation that arose then. So many issues were
swept up into the ‘storm over Beliayev-Guintovt. In the storm’s eye, of course, there is a political
controversy: The jury ignored the preferences of the art establishment. The artist himself turned
out to be a controversial figure. He should have immediately addressed certain ideas that one Western
critic described as exotic. More precisely, | mean the assemblage of ideas arrayed (in my opinion they
are actually in disarray) in the concept of neoeurasianism. I'm not a political scientist, and I have
no desire to enter into a debate about the subtleties of neoeurasianism. I will mention only that which
appears obvious to me. Neoeurasianism is only minimally pragmatic. It is more like a movement,
and is of little interest owing to its ideocratic nature. Actually, it is multi-ideocratic. It is based
on numerous, mutually conflicting concepts that constantly stimulate discussion.

Still, neoeurasianism has a solid, if eclectic, historical and cultural basis. There are not only
progenitors from the 1920s, there are also earlier or parallel lines — Russian cosmism, Fyodorov’s
ideas about mankind’s Common Cause, a few ideas from Konstantin Tsiolkovsky, and the provocative
historical reconstructions of Lev Gumilyov. And of course, Alexander Blok’s philosophy of history
of Russian symbolism, which many forget about.

The only concept which has consistently been a feature of neoeurasianism, and which grounds
itin history, politics and culture, is an opposition to liberalism. With everything else there is a certain



ambiguity, and sometimes past enemies become allies. But liberalism is forever an adversary. Of course,
any respectable audience will not doubt hold certain liberal views, even if only in the most general sense,
and neoeurasianism will probably not appeal to them. But they are unlikely to consider it a serious
enemy of human rights and freedom, and fully understand that in the long list of threats to civil society,
neoeurasianism falls somewhere near the bottom. I also think it is clear that the contemporary co-optation
of neoeurasianism has the air of a postmodern game, and is an artistic project, not an expression
of real belief. This should be especially apparent in progressive artistic circles, which had no trouble
understanding the work of; say, Timur Novikov and Sergei Kuryokhin, both well-known since the 1990s,
as postmodernist and reflexive rather than statements of their views.

So for a number of years, Beliayev-Guintovt’s neoeurasianism didn’t provoke any reaction at all.
He did not have a reputation for being ideologically inclined, he was simply an artist, a guy, albeit
with a more affected style of behaviour than most. He was, as Pylyaev might have said, ‘remarkable
(in the sense of being notable — A.B.), eccentric and original” Neoeurasianism clearly attracted
him for culturological reasons, with its exoticism and rejection of Christianity.

As for ‘politics, that is to say politics as it occurs on the streets, he was an infrequent participant.
His much-talked-about posters (uploaded onto the Internet for the benefit of the jury as if they
were material evidence of a crime) appear, to a calm mind, not as weapons in a real political
struggle. Their excesses are playful, they are parodic and an overly literal take on party rhetoric.
Nevertheless, for the artistic community Beliayev-Guintovt became a symbol of clear and present
danger, a cipher for every possible threat, from government repressions to pogroms (in the minds
of Beliayev-Guintovt’s opponents, neoeurasianism, which in actual fact was a rather marginal
phenomenon, became a frightening part of political life, perhaps even controlled by the Kremlin;
Beliayev-Guintovt’s aesthetic was perceived to be becoming predominant, even the aesthetic
of the regime, and it seemed to some that bureaucrats would shortly start to display his pieces
in government residences). There was no attempt at communication: No one tried to understand
the artist’s actual intentions — those concrete artworks that won the prize — in an artistic sense.
Professional critics did not shrink from hurling insults or facile labels such as ‘crypto-fascism.”



(Especially telling was the ostracism of Beliayev-Guintovt, as a representative of neoeurasianism,
from leftist discourses. After all, in neoeurasianism there is room for both radical-patriarchal
concepts, along the lines of Sergei Bulgakov, as well as egalitarian, radical-leftist ones, and with
all his references to the proletariat, Soviets and empires, Beliayev-Guintovt was clearly closer
to the latter. Leftist discourses should have welcomed any attempt to problematize the current
quasi-capitalist regime, especially an attempt coming from the left. But as it happens, attacks
on Beliayev-Guintovt from the left were particularly vociferous. So much for the pragmatism
of our left, which perceives any statement of radical leftist politics as a challenge to their dependence
on the Western grant money that enables them to survive.)

[ would not respond to these hysterical excesses if not for one question that insists on being
answered: Where did these unreasonable responses come from? Yes, some people were upset that
their preferences had been ignored. Yes, there was the traditional excitability of the intelligentsia.
Yes, many elements of neoeurasianism are provocative and vulnerable to criticism, from the point
of view of liberalism and indeed from any stance. And yes, certain things that Beliayev-Guintovt
did before and especially after winning the prize proved irritating. But to use the words of the poet
Arseny Tarkovsky, it isn’t enough.” All of this isn’t enough for such an unprecedented reaction.
The “Storm over Beliayev-Guintovt” wasn’t only about the artist and his prize, it was also
an indicator of a broader crisis in Russian contemporary art.

And this, of course, is fascinating, First and foremost, I think it shows just how much the cultural
base of contemporary art has narrowed (by culture here I mean not only the modern understanding
of the term — that is to say the multidisciplinary study of the social sciences — but also the traditional
fields of philosophy of history, political history, ethnocultural and ethnomythological studies,
and so on). The postmodern affliction of metanarratives has not only curtailed the way in which
contemporary art works with literary and historical ideas, it has also put a stop to broad historical
treatments and generalizations (even in the form of ‘the invention of history,’ as described by Shlomo
Sand). We retain an understanding of what it means to search for identity, but the number
of possible facets of identity has been sharply curtailed. And the authority to define the state,



power, the epic, the monumental, has either been surrendered to the establishment, or finds

expression only in parodic or anecdotal treatments. I am confident that this is how the following
passage from Anatoly Efros would be perceived today: ‘Chekhonin inhaled life into his imperial

forms as if he were blowing into a military trumpet... He celebrated the power of the state...
He surrounded the state with an aura of excitement.” Our understanding of the social has been

transformed. Social criticism has either been watered down into anecdote, or features in projects

that make use of archival materials to demonstrate the imperfection of contemporary society, while

social activism has either turned into performance or become a synonym for any kind of public

action by an artist. In turn, social projects (even of the visionary variety) and any form of futurism
have been rejected. I think that Russian contemporary art is instinctively aware of this narrowing
of its theoretical and philosophical bases. And in this context, the role of Beliayev-Guintovt
in the whole Kandinsky Prize saga was perceived as provocative — he was a contemporary
artist only ‘by virtue of his birthdate,” and he was concerned with issues that contemporary
art had declared to be taboo. His artworks began to be seen in a polemical light. Or, more

accurately, politically polemical. I'm confident that Beliayev-Guintovt was not concerned with such

issues. He knew who he was as an artist. But in this tense situation (the seductions and illusions

of expectations, the feeling that certain forms of representation had ceased to function, that

it was not possible to make oneself heard, that any connection with the collective consciousness

had been broken), the figure of Beliayev-Guintovt began to be seen anew by the usual senior

figures of Russian contemporary art. It is not that he wasn’t taken seriously before; in spite

of all his quirks, he had his own place. But now he became an Other amid those he had called

his own. A polemical figure. Politically polemical. And in actual fact, all this was an expression

of internal crises in certain segments of the artistic community.

And this, it seems to me, is what lay behind the ‘storm over Beliayev-Guintovt. The artist himself
bears some responsibility for stirring it up, having felt compelled to make certain self-indulgent
gestures. I do think, however, that the scandal will help less engaged members of the public better
understand what it is that the artist does. And this ‘storm’ has given Beliayev-Guintovt’s opponents
a chance to come to terms with those collective strategies that have proven to be defective.



Beliayev-Guintovt’s aesthetic came into existence, it seems to me, with the 2001 Novonovosibirsk
project (Alexey Beliayev-Guintovt and Andrey Molodkin — development of the ideological
and visual aspects of the project, G. Kosorukov — photography, Dmitry Shostakovich — music,
the hymn Our Victory). He also attracted attention in the 1990s for an homage at Regina Gallery
to Joseph Beuys: a giant airplane made of felt boots (coauthor — Kirill Preobrazhensky). This
was his initiation, so to speak, into the world of contemporary art. The artist demonstrated a grasp
of contemporary understandings of materials, and an ability to manipulate various cultural
registers, from the parodic to the serious (a felt boot is both a naive, folksy symbol of Russia
and a potentially life-saving material in terms of Beuys’ understanding of felt — a source
of warmth, life and so on; and of course a plane made of felt boots refers to the boot’s storied
place in Russian history, and Leskov’s Flea).

When, in reference to Novonovosibirsk, I used the phrase ‘ideology of the project, it was not by chance.
This was one of the most reflexive, referential projects of the first years of the new millennium,
and undoubtedly had the feel of a manifesto. The artists couldn’t resist making a postmodernist
joke at the expense of the search for a new ‘national idea,’ which had been initiated in the upper
echelons of power.

That said, the parodic elements are not central, and they gradually wear thin (incidentally
it is strange that in the critical literature, as far as I am aware, no one has drawn parallels
between Novonovosibirsk and City of Russia by Pavel Pepperstein. The goals of the projects
are similar: Both parody state rhetoric concerning national projects, and both look to the archives,
and to the tradition of Russian futurism, from the drawings by Velimir Khlebnikov to the Palace
of the Soviets. It almost goes without saying that Novonovosibirsk was made a lot earlier, and only
some idiosyncratic touches from Pepperstein — his mix of hallucinatory automatism and flowing
Eastern calligraphy — ensure that questions do not arise as to their similarities.)

The artists quickly realized the possibilities of futurism. Although it was singularly important
for the Soviet avant-garde, and it managed to survive art’s refocusing on the present in the 1960s,



futurism has long ceased to be important in our times. But as the artists discovered, shaping
expectations, outpacing politicians, even competing with them, are all highly entertaining
occupations. (The acuity of the project stems from an awareness of the dramatic historic context
of futurism. Futurism and the Soviet avant-garde didn’t quite achieve what they wanted: They
dreamed of ‘future dwellings for earthmen, but ended up with the Belomor Canal. I don’t even
want to think about the angst-ridden geopolitical conspiracies of the type produced by Alexander
Prokhanov.) The second factor guaranteeing the project’s success has nothing to do with futurism. I'm
referring to something that is relatively unremarkable, something that floats in the air we breathe.
Andin the air inhaled by a certain segment of the elite, the authors made a discovery that sheds light
on the psychology of the contemporary art establishment. I mean eclecticism. It is not articulated
in the ideology of this establishment - there is nothing so explicit - but is one of its fundamental
principles. What are the requirements of this eclecticism?

Primarily it is megalomania, and a drive toward an inhuman scale. Subsequently we find
remembrances of the golden days of the Soviet empire, primarily the victorious, upwardly
striving, spiritually uplifting images of those days, accompanied by an unavoidable forgetting
of everything that is bloody and dirty. Here also can be found remembrances of Soviet scientific
Utopianism, naturally of a technically and moralistically progressionist bent. And of Soviet
films about progressive, humane bosses who stand up to functionaries and flunkies, creating
havens for their thankful employees. Finally I would add those strange and jumbled historical
pseudo-reconstructions, as well as a fascination with the pseudo-Orient, from Eastern martial arts
to explorations of Eastern esotericism. This is the curious bricolage we are dealing with, and explains
the intermingling of Genghis Khan and Ivan the Terrible, Monomakh and Shambhala, the Aurora
and Apollo, Berdyaev and TsUP (the Russian space agency).

So the artists have unearthed a fascinating, atavistic thing in the minds of the Russian elite —
the magnetic pull of exhilarating moments in history, of reckless discovery, of something exactly
like Bergon’s élan vital, in which enthusiasm and desire atone for a fatal lack of knowledge
and awareness. It is what it is. But what is their own take on this question? I think they are ambivalent.



They are neither proponents nor critics (nor do they express themselves in a denigratory way).
They are spellbound and frightened, they are captivated by this outpouring of social fantasy,
and at the same time they understand its transience.

[ think that the visual language they use to represent these internally conflicting issues is the most
successful aspect of the project. First and foremost there is the choice of architectural graphic
art from the 1930s and 1940s, with its classical allusions. But strangely enough, the artists prefer
sophomoric, juvenile versions of this work. And thus we have two interlinked, intercorrelated
themes — first there is imperial scale, classical grandeur, the excitement of megaprojects,
and simultaneously there is an emphasis on schooling and study, a certain lack of skill (the
pieces are rough, stained), an impersonality (there are suggestions of an academic presentation,
with pages that bear numbers instead of signatures).

The most important element in the choice of artistic language is the emphasis on design,
on the artificiality of the project, the fact that is nothing more than a project. It is an ideal project
in the sense that it is unrealizable, and that these images of Novonovosibirsk can never come into
being. This is rooted in a Russian national tradition: Whether it was Bazhenov’s Grand Kremlin
Palace or the Palace of the Soviets, something — Rivals? Enemies? War? — has always prevented
the realization of the defining and most important vision of the future. So we live in the absence
of the definitive thing. (And we are not alone. In my view, there is only one contemporary example
of the successful construction of a project in the grand neoimperial style -- the Ronald Reagan
Building in Washington, D.C. A gigantic structure (twice the size of the Empire State Building)
that is not in the least ironic, it was designed by James Ingo Freed and incorporates every fantasy
of the Italo-German-Russian court architects. Even the sculptural metal flowers by the entrance,
which are the size of tanks, have a threatening appearance. Thank God that we don’t bear

the burden of such buildings.)

After Novonovosibirsk, the artists went their separate ways. There was a recalibration
of Beliayev-Guintovt’s thinking: He stayed firmly on the traditional territory of contemporary



art, and went on to demonstrate an understanding of media values, and an ability to make
use of a variety of materials for figurative purposes. He has always been able to make
his materials and tools work both for and against a project’s theme. In Novonovosibirsk,
for example, he drew his megastructures with a simple ball-point pen, and thus in this
megalomanic project there is an element of hard labour, just like in a gulag, or perhaps
the mood of an Egyptian plague (they were of course the flipsides of futuristic projects).
Similarly, in his new work, his materials and technical approach work both pro and contra —
itis only the theme at the core of the project that is different. Now Beliayev-Guintovt is creating
arange of images of statehood, even of empire: the Coliseum, the Capitoline Wolf, the Kremlin,
the Doge’s Palace, the Mausoleum, Vera Mukhina’s statue The Worker and the Collective Farm
Woman, Portrait of Y. Mishima, a modern fighter plane... They are serious, solemn things.
And they are united by a formative principle — by the fact that they have been designed,
engineered, by the fact that they are emblems, that a scholarly approach was taken toward
their production. They possess a cold, closed-off aesthetic, somewhat oriented toward late,
classical Art Deco. Beliayev-Guintovt does not want his works to be multidimensional.
They do not open themselves up to alternative interpretations, and there is little that
is human about them despite their lowered aesthetic standards (see Timur Novikov for a good
example of this). No concessions, no deconstruction, no parody — the neoimperial style
is characterized by cold remove. The images do not strive to create discourse, but rather
to bolster themselves (For example, Beliayev-Guintovt does not interpret lightning striking
Lenin’s mausoleum as a sign of anything, or as a natural phenomenon; no, it has something
to do with Apollo).

Atonetime I called these things a manifestation of state-centric aestheticism. Was I correct?

[ think only in part. I wanted to somehow explain to myself a certain decrease in my critical
reflection after viewing Novonovosibirsk. It is certainly the case that in a number of ‘historical’ works”
(Ivan the Terrible in Grozny, Red Square, Black Square, Ploughed Field, June 22) Beliayev-Guintovt
demonstrates an analytical distance. But this is not imparted through narrative means so much



as expressive ones, in particular in the choice of materials and his technical approach. He uses
gold leaf, a substance that is in and of itself ambiguous (it can be used to represent both greatness
and empty ambition), while making prints by hand is also ambiguous, suggesting both mass
heroism and mass psychosis. Finally, he adds the paint himself during the printing process —
the process acquires what Gaston Bachelard has called ‘material intimacy,” and in our context
has direct links to fundamental concepts such as soil, blood, dirt, historical fate, and so on (indeed,
during the Kandinsky Prize scandal, it was precisely the “unsinkability,” the concreteness, of these
categories that irritated Beliayev-Guintovt’s opponents; this, I repeat, emphasizes the contraction

of contemporary art’s cultural base).

But this is not the most important point. Beliayev-Guintovt’s intentions with regard to the aesthetic
of the state, which he so openly displays, possess a very distinctive, individual quality, and they
have nothing to do with the opposition of the individual and the state.

With their iconic feel and their sense of being closed or at a remove, many of the elements
of the Patria-Filia series evoke shields. But they do not defend — including in the aesthetic
sense — the state, the empire, the idea of greatness (more specifically I mean material and symbolic
expressions of greatness, such as monuments, mausoleums, weapons and portraits of ‘heroes’).
They defend something much more vital and much more vulnerable; they defend adolescent
fantasies about ‘valour, noble deeds, glory. These fantasies, this state of mind, have traditionally
been inculcated in Russian youth, but today the existence of a teenage martial component
in our culture is not acknowledged in contemporary art (nor, as it happens, in contemporary
literature). In any case, everything in this sphere is left to officialdom — or more literally
to the patriotic war game called zarnitsa.

Actually, that is not totally fair. Since the time of Walter Crane and Alexander Blok, these adolescent
imaginings, fantasies and dreams have been the subject of fine art (to be precise I mean artistic
reflections of this adolescent consciousness, and mostly as they appear in literature — actual
childhood experiences of war are another topic). Osip Mandelstam has written of his fascination



with armor and helmets, and it is possible to find numerous other examples right up until Edward
Limonov’s We Used to Have a Great Empire.

This frame of mind finds expression in various ways. Often it is made use of by governmental structures.
Often itis exploited by the military and gaming industries. And in fine art and cinema, more often than
not, it carves out a space in the form of fantasy. The case of Beliayev-Guintovt is extremely rare, in that
this traditionally Russian set of ideas has found an unexpected form of expression in his artworks.
It is unexpected because it violates the conventional requirements of contemporary art for things
like metanarratives, a post-ironic stance, rhetoric, an elevated speaking register, the absence of critical
reflection, and so on. But these ideas have proved useful to Beliayev-Guintovt.

To summarize: In his latest projects, beginning with Patria-Filia and especially in Victory Parade 2937,
Beliayev-Guintovt has grappled with a new problem. In its most basic form it is the preservation
in the artistic consciousness of childhood perceptions of concepts like heroism, sacrifice, greatness,
and most importantly of all, a just, fair world order. All this reminds us of Dostoevsky’s boys,
who are given maps of the stars and return them to the giver the next day — having corrected them.
This is what Beliayev-Guintovt is up to. This new impulse has a complicated history, emerging
partly in response to classical inspirational literature, and partly in response to the tradition
of futuristic Soviet science from before the time of the Strugatsky brothers (that is to say, rooted
in good old-fashioned positivism, with science confident in its ability to improve radically upon
nature, including human beings, and oblivious to soul-destroying doubts about social and biological
selection). It is an impulse that has resulted in the creation of a superstructure of idiosyncratic
fantasies on history and philosophy, which in turn are elaborated upon with their own iconography
and system of symbols. I think that the shift has also affected the artist’s relationship with
neoeurasianism, which is a phenomenon in which the metaphorical and philosophical content
is still being formed; the most provocative and absurd ideas don’t require scientific verification.
And this likely attracts Beliayev-Guintovt. It is not the movement that mobilizes the artist, as might
seem to be the case. I would like to believe it is the other way round: that the artist mobilizes
those paradoxical, esoteric, protological things that he wants or finds in the movement.



Now I will try, very roughly, to define the type of artistic imagination that belongs
to Beliayev-Guintovt.

[ believe he is a kind of symbolist (which is also very rare in our time, inasmuch as there is a reliance
on an overly ideational approach, and therefore less deconstruction and fewer interpretive games).
In an article on the ‘popular version of neosymbolism,” Zholkovsky writes about the ‘allegorical
illumination of ideas via earthly substances and the predilection of everything in the past, future
and the heavens for the present’. He is speaking about literature, but the sentences are entirely
applicable to Beliayev-Guintovt.

Beliayev-Guintovt does indeed possess the mind of a symbolist, of one who is dissatisfied
with ‘present realities’ (an expression from Erik Bulatov). He works with the realities
of his own consciousness, which is the home of fantasies (those youthful dreams described
above) that are usually displaced with age or at the beck of the dominant culture, but where
rebellion is always possible.

Beliayev-Guintovt’s parades are an ideal symbol for a mind amenable to symbolism. There
are no functional or chronological restrictions, no impediments from what Malevich called
‘logisms’; the archaic and the fantastical, the mytho-historical and the real are all mixed up with
each other. Soldiers and zoomorphs can march next to each other in their ‘superb monotony.’
There is no need to search for the source of these images: Where did the warrior elephants come
from? From the Thai film Jungle Wars? Where — from which fantasy movie — was the scaly
skin of the zoomorphs taken? The source is not important — what is important is the liveliness
and responsiveness of the symbolic consciousness. Red Square is the only unchanged topographical
feature, but as a symbol its meaning constantly shifts. Its form, its surroundings, change, and it takes
on different meanings from different vantage points: ‘from history, from space, through the eyes
of a participant in the parade, and so on. And thus its substance changes: It is a springboard
for attack, an arena of historical drama, a firing range for powerful weapons, a place to proclaim
the civilization’s achievements.



The parade is an ideal way to convey the impression of design, of artifice, which is such a defining
element in Beliayev-Guintovt’s work. It is intended to be a matrix for a particular world view,
in the cosmic and social senses (as it happens, here, as in the previous projects, the materials
and technical approach are themselves draped in meaning — the geometric style of depiction
requires the usage of various templates, which is telling as the template is a symbol of orderliness,
of inviolability). And it is an object of design itself, as the literal product of a creative process;
consider the formations, the timekeeping, the rhythm, the automatism. This feeling of having
being designed is an obtrusive and insistent part of the image as a whole. The architecture
was designed — whether real, historical reconstructions, or futuristic, the buildings do not have
the air of sketches; they appear bold, seamless. The uniforms were designed, from the Byzantine
hats to the zoomorphs’ scales. The weapons were designed — truth be told, this is the artist’s forte.
And I am afraid that the audience’s reaction is also designed, or rather deigned, in the sense that
it will predictably be polemical. But here is the main thing: The annihilation of Beliayev-Guintovt’s
fantasies has also been planned and designed into the artwork. He incorporates into his pieces
their very impracticality. The annihilation is more inevitable, possesses more substance, than
the images themselves. It is not important how this annihilation actually takes place, whether
the result of a social or military cataclysm or some natural disaster. Perhaps it will be resemble
a computer game causing a screen to overheat, or a fault in a navigation unit. Or simply a mind that
snaps out of a daydream and starts to think like a normal adult. The impossibility of the project,
the irreversibility of the destruction or self-destruction, is probably an integral part of the design,
and with this Beliayev-Guintovt — in a rare move — has opened himself up to questions
of interpretation. By calling the series Victory Parade 2937, which suggests some very specific
events to do with the number 37, he himself has started the interpretive process. Is the message
here one of sacrifice? That we will die as one in the struggle? That there is a conflict between
the realities of consciousness and the realities around us? Are we being reminded of the inevitability
of cataclysms, cosmic or social? No answer is provided. Beliayev-Guintovt is a strange protagonist.
He seeks out trouble. Storms. Doesn't let you rest easy.

Alexander Borovsky



UMITEPUSL. OKOAO HYAZI

Co BpemeH Bo3BparjeHns: OOABIIIEBMKAMM CTOAMUIBI TocyaapeTBa Poccurickoro 8 Mocksy —
HU3KOPOCABIN, KYITEIECKMI, XAOTUIHBIV TOPOA BCE BPEMSI ITBITAACS IIPUBECT Ce0SI B COOTBETCTBIUE
C TPAHAVMO3HBIM BCCACHCKMM MACIITAO0M 33aAa4, KOTOPBIE CTABUAM II€PeA cOOOTI HOBBIE XO3SICBA.
M3MeHeHMST OCYIIeCTBASIAUCD 3a CIET BCTPAMBAHMS APXUTEKTYPHOM ACSITEABHOCTH B CHUCTEMY
TOCYAAPCTBEHHOTO MEXaHM3Ma — YePe3 HapaliBaHue 3AAHIUI BBEPX, 4 YAUL] BIIUPb, 1 OeCTPEreTHOro
M30aBACHAST OT ITAMSITHUKOB CTapUHbL Toraa ske ocoboe 3Bydanme mprobpeArt TOPOACKAS IIAOIJAAb
T IIPOCIIEKTHI — KaK HEKMEe IIOAMOCTKM OE3TPAHMIHON KPACHON MUCTEPUH. «BCIKOMY BeAMKOMY
BPEMEHM COOTBETCTBYeT BeAMKAs apXUTeKTypa. OHa CAY’KMUT BBIPASKEHUEM MUPOCO3EPLIAHTASL
CO3AABIIIEN €€ BIOXM», — IIMCAA DOABIIIEBUCTCKMI HAPKOM T AUAEP OPULIMAABHONM KYABTYPHOM
noanTuxu Ayaadapcknit. Co spemen pesoatogun 1917 roaa, mupocosepyanmue KPeMACBCKUX
1 MOCKOBCKVX BAACTEVA BCE BPEMSI IIBITACTCSI AOTHATD, CXBATUTS 11 BBIPA3UTH 3TO camoe Beanxoe.

MocKkBa CEropHsl, ¢ OAHONM CTOPOHBI, IIPSIMasi HACAEAHMUIJA CTAAMHCKOTO reHnaana 1935 roaa,
B OCHOBE KOTOPOTO — IIPeAAOsKeHMe daeHa Hemenkon cekynn Kommureprua Kypra Mariepa
O PEeKOHCTPYKLMM CTOAMULIBI KaK CMMBOAMYECKOTO TOPOAA-3BE3ABI C PACXOASIIVUMNUCS OT LIEHTpa
AY9AMWM, OTPA3UBIIETOCS B IMTAHTCKMUX IIPOCIIEKTAX, CO3AAHHBIX He AASI MaIlMH, Koux B 30-e Op100
HEMHOTO, a AAST TOPYKECTBEHHBIX IIIECTBIUI IIOOSAMBIIINX HAPOAHBIX MACC; 1 B OOPAMASTIOIAX «AYII»
OTrPOMHBIX TAPAAHO ACKOPMPOBAHHBIX BEICOTKAX. C APYTOTL, «AYSKKOBCKITI» TOPOA AAST MHBECTULIMIA —
HACACAME aHTUICTETUIECKOTO CTPOUTeAbHOro byma 90-X, IIpeBpaTUBIIIEro pyKamu «TYPKOCTPOS»
LJEHTP TOPOAA B 30HY OPMCOB, TOPTOBAM, OM3HEC-IIEHTPOB, METACTOPOB 1 IICEBAOSAUTHOTO SKMUABSL
B mocaepHme 3Kke mapy AeT, M3-3a HAKAAABIBAIOIIUXCS APYT Ha APYTa KPU3VCOB, OE3YMHBIC HOBBIE
ITPOEKTHI IIOCACAHEN «ILITUACTKI» ITPEBPATUACH B «IJEHHBIE OYMAarm», IIyCThIe ITOIBITKN IIYCTUTD
IIBIAB B TAA3a AOBEPUMBBIM MHBECTOPAM M COOCTBEHHOMY, elje 60Aee AOBEPIMBOMY, HAPOAY.

Touno VAOBUB TiATY K MOHYMCHTAABPHOMY M MHOTO3HAYUTCABHOMY, XYAOJKHUK Anexcen

Beaste-I'maTOBT B cBoem HOBOM mpoekTe «ITapap TTobepb» sKCIpeccMBHO BBIBOAUT HOBYIO



yTyposormIecKyio MOCKBY, SIBASIOIITYIOCS BaYKHBIM (POHOM AAST CBOVCTBEHHOV €My CUMBOAMIECKOM
ACTETUKM. V1 eCAM MAESI CAMOTO «IIapapa» IIO-TUHTOBCKM IIPsIMasi, AODOBas, TO A€TAABHBIN
M TIJATEABHO Pa3paboTaHHBIN 00pa3 peTpodyTypucTHIecKon MOCKBBI 3acAy>KMBaeT 0coboro

BHMMaHMIL.

aen coBeTcKOM GaHTACTUKI CAMAMUCE C PEaABHBIMIM IIOCTAHOBACHMUSIMIM CTAAMHCKOTO ITPOIIAOTO
1 rennaadamm 1935 1 1959 ropos, mporan XyA0SKeCTBEHHYIO 06pabOTKY, MHTEAAEKTYAABHYIO
AOCOOPKY, COEAMHMAMCH C MUPOBBIM MOHYMEHTAABHBIM HACACAUEM, YBEAUIMANUCH B COTHIO Pa3 —

M IIPEACTAAV 3PUTEAIO ITAKUM UMIIEPCKUM «OA0KOacTepom».

Hosas Mocksa 1o ['muToBTy — ancambas Kpemas, cobop Bacnans baaskenHoro, kommaexc
Magsoaest (B KOTOPOM yKe HEM3BECTO KTO MAW 9TO ACIKUT) — SAMHCTBEHHBIE, IOAHOCTHIO
VIeAeBIIMe HaMSITHUKN APXUTEKTYPHI U3 «CTAPEHbKUX». BOKPYTr — B COTHM pa3 paciIMpeHHbIe
IIPOCIIEKTHI, M 0CO0asT MUKPOPAVIOHHAS 3aCTPOKA, TAC K KASKAOMY SKMAOMY OAOKY-TIMpamuae
IpULEIIACHA AAMUHUCTPATUBHAS OaIlHs. 3AAHWUSA-CUMBOADL, aPXUTEKTYPHbIE AOMMUHAHTEI
ropoAa, OTPOMHBIE M BeAUIECTBEHHBIE, IOAOOHO Tak 1 He mocTpoeHHomy Asopuy Cosertos,
0 KOTOPOM I'Pe3UAa CTAAMHCKAS BAACTD, BCTAAWM Ha IePECeUeHMNM BasKHEMIINX MaruCTPasei.
V I'maTOBTa QYHKUMUM COOPY>KEHUN: «MuHMUCTEPCTBO KOCMOCca», «MuHMCcTepCTBO yKkaca»,
«MmuancTEpCeTBO IIPaBABY, «MuHUCTEPCTBO 6OPHOBI € Xa0com», coBcem 651 Opyaa («ITo cayxam,
MUHUCTEPCTBO MIPABABI 3aKAIOYAAO B cebe Tpu ThICSYM KaOMHETOB Hap ITOBEPXHOCTHIO
3€MAW ¥ COOTBETCTBYIOIIYIO KOPHEBYIO CUCTEMY B HeApPax. B pasHBIX KOHIJaX TOPOAA CTOSIAM
AVIID TPU eIje 3AaHMUs IOAOOHOTO BUAA M PA3MEPOB: MUHUCTEPCTBO MUPA, BeAaBIIee
BOVIHO; MUHUCTEPCTBO AIOOBM, BEAABIIIeE OXPAHON IIOPSIAKA, M MUHUCTEPCTBO M300MAMS,
OTBeuaBIlIee 32 SKOHOMUKY. Ha HOBOsI3e: MMHUITPAB, MUHUMUP, MUHUAIOD 11 MUHU30» ), €CAU
ObI He peaAbHBIN XapaKTep IOCTPOEK, M COBEPIICHHO U3 APYroit 00AaCTM 3aMMCTBOBAHHBIE

IIEPCOHAKN.

Aroan B HOBOVI MOCKBe — BOIAOIJeHHBIE Tepou GaHTaCTHIeCKUX pomaHoB Beasena nan Edpemosa...

He To mxTHaHApBI, He TO Tepon «3Be3AHBIX BOMH», OACTBIE B CBEPKAIOLIYIO YEIITYIO — KOMOMHE30HbI



3BE3AHOTO cIrerjHasa, Boiopasimme 1ryTs Crabl n CaaBbl, 3aHATHIC B CBOOOAHOE OT 1IT0beA Kocmoca

HaA XaOCOM BpeM:IL OeCcKOHEYHBIM mapuiem HO6€AI)I I1I0 KPyTy.

O6pncoBas MockBy B 0611mx yeprax, BeasieB-I MHTOBT KOHIJEHTPUPYET BHUMAHNE HA ITPAKTUICCKI
obuyamnBIremcst ancambae «KpacHori mmaoraam», TodHee Ha TOM MECTe, TA€ TaKOBasI AOASKHA
Ob1Aa 651 6bITH. ['YMAHOMAHASI KOAOHHA C BBICOKO IIOAHSITHIMI 3HAMEHAMM M JKUBBIMI CAOHAMM
IIPOXOAUT Yepe3 TUTAHTCKYIO TPUyMPaAbHYIO apKY, VKPAIICHHYIO He MEHee BHYIIUTEABHOM
10 pasmepam KpbiaaTon craryert HecBoOoAbL, oaeTOl B ApeBHME GOEBbIE AOCIIEXM MOHIOAOB
" TyHHOB. KpemaeBckas cTeHa, IO CPAaBHEHMIO C OTKPBITBIM ITPOCTPAHCTBOM AASL MapIiia
M TPEXIACTHOW, BBIITOAHEHHO B IIO3AHEPUMCKON TPAAMULIHM, APKOT, KASKETCSI ACTCKON UIPYIIIKOM,
BBI3BIBAIOLJEeVl HEBOABHOE COITOCTABACHME MACIITAOOB ITObEA «TOrAa» 1 «cerdac». Baaan, 3a apron,
BUAHEETCSI TOPOA € Y€TKOM PUTMIUIHON 3aCTPOMKOM, COCTOSIIEN M3 OAOIHBIX JKMUABIX ITUPAMUA
Y TPOMAAHBIX OallieH, yBeHIaHHbBIX CTATYSIMI. B 3TUX ITOCTPOMKAX OTPa3mACs AFOOMMBITA COBETCKMIA
CTMAD «UCTOPMU3M». AETKO YUTAIOTCS «IIUTAThI» U3 CTAAMHCKMX BBICOTOK, IaBmAboHa Lllycesa,
criaarmposarHoro B 1939 roay aas Beictaskn B Heio-Mopke (KOTOpBIT B OpUIiHAAE YBEHUMBAA
COBETCKMI YEAOBEK CO 3BE3AOV B BBITSIHYTOW PYKe), M KAACCUIECKMX YMKATCKUX HEOOCKpeOos.
Ho, mHecmoTpst Ha TpopabOTaHHBIN 1 3aIIOAHEHHBIN BTOPOV IIAQH, B IIEPBYIO OYEPEAD B3TASIA
IPUTSIUBACT BEAMIECTBEHHAS Y BMECTE C TeM KaKasl-TO OIIACHAsI IPAAOCTPOUTEABHASI IIyCTOTA
CaMOTl BayKHOWM, C TOUKM 3PEHMSI MACOAOTMM, JaCTH TOPOAA — IIPOCIIEKTA AAST mapiua. Maes
CEPBE3HOTO PACIIMPEHNS ITAOIJAAN 3a CIET CHOCA TOPTOBBIX KBAPTAAOB, BIIAOTH AO AYOsHKH,
obcyrkaanacy co Bropont moaoBuHbl 30-x Toa0oB. Ee aABuraresem m mA€0AOrOM ObIA TAABHBIV
apxmrexTop Mockssr Yeayann. To an K C4aCThIO, TO AM K COSKAACHMIO, HE HAMAS IIOHUMAHMS
y COBETCKOTO PYKOBOACTBA, 3T MAESI HI BO YTO IIPAKTUICCKOE TAK 1 He BBIAMAACK. | Iaansr YeayanHa
mopxBatiA ['MHTOBT, 0cBOOOAMB KpacHyIo 11AOIaAb OT BCETO, HA €TI0 B3TASIA, AUIITHETO, PACIIMPUA
AO IIOAYTOPA KMAOMETPOB 1 OOpaMMA CIIPaBa OTPOMHBIM 3AAHMEM, OTIACTY HATIOMVUHAIOIIVM

koHKypcub BapuanT HKTIT paborer 6parses BecHensix.

BGA}IGBV—FTAHTOBTY CTAaAO TECHO B COOCTBEHHBIX KapTmnHaX, OrpaHMICHHDBIX IIOAPAMHMUKOM.

JKeaanme rmepekponTs IPOCTPAHCTBO, TATA K SIMIECKOMY Pa3Maxy 1 FepOUIECKOMY TOIIOCY AOBEAM



[MHTOBTA AO TAKOM CMEAOCTH, YTO OH 3AMAXHYACS Ha IJeABIN TOPOA, TA€ APXUTEKTYpa — camoe
BBIPA3UTEABHOE CPEACTBO, AASI TOTO YTOOBI Pa3BEPHYTHCSI, BOIIAOTUTD MEUTY O BCEACHCKOM MOIIA.
Aepskas apTucTHdecKas akyusl, HATOAHEHHAS CUMBOAM3MOM U AAAIO3USIMU, IIEPEMESKACTCS
¢ peaapHOCTBIO. O TOposax 6yayigero meurasn n Yepumxos 1 AeoHMAOB; PpaHTacTHl Bpasbepn
11 OpyaAA HOAPOGHO OIMCHIBAAH, KAK OOYCTPOUTD YTOIIMISCKIT MIP; @ TAABHBIN apxuTekTop ['mraepa
[Imreep n3-3a COOGCTBEHHBIX MMIIEPCKIUX IPAAOCTPOUTEABHBIX AMOUIIII AQSKE HEMHOTO IIOBPEAACST
PACCYAKOM Ha ITOcAeAHeM ararre srorren. Ha mnx Gpowne, sxmByrmit B rexandeckn passuTom XXI Bexe
['MHTOBT — YeAOBeK 13 BYAYIJEro, AASI KOTOPOTO aPXUTEKTYpa — IIOAE COCAMHEHMSI CBEPXHOBbIX
TEXHOAOTMI, HO He IIPUAYMAHHBIX 1 AFOOOBHO OIIVMCAHHBIX ITPY ITOMOIY OYKB M KapaHAAIITHbIX
PYCYHKOB, a BIIOAHE OCYIECTBUMBIX, II0 KParHel Mepe Ha YPOBHE IMIIEPPEAAUCTUIHBIX PEHACPOB

M TEXHUYICCKNUX PACICTOB.

[TprAyMaHHDIV XYAOSKHUKOM MUP OYAYIIIETO, PABHBIV BEYHOCTH, HACEASIIOT AFOAM B IIEPEMEIIIKY
¢ buopoboramn, 6oeBsIMIM 300MOPPaAMH, KAK B PSIAOBBIX GAHTACTUUCCKUX PUABMAX; AIOAU
HE IIEPECEAMANCH ITOA 3€MAIO, Kak § BoriHOBMYA, HO OCBOMAM BCE IIPOCTPAHCTBO HEAD; TOPOA
CTaA MHOTOYPOBHEBBIM M CAOSKHOYCTPOCHHBIM, Kak B «MeTporoance» Opuna Aanra, TOABKO
9TO MHOTOYPOBHEBOCTDH HE BBIIISIYMBACTCS AMKOBUHHBIM XAOCOM, & IIEAAHTUIHO MIPSIETCS
BrAyOb IIPOCTPAHCTBA, AAOBI He 3aCTMAATH BEAMKYIO apXUTEKTYPY. EAMHCTBeHHOE, Yero-Taku
M HE IIPOM3OIIAO — CTOAMIY HEe HABOAHMAM IIyXAble obTexkaromme cybctaHymm 3axmu XaAuA
nan Oaectsigue Gamran Hopmana Qocrepa, Kak 3TO COBCeM HEAABHO IIPEAIIOAATAAOCH
B HaIlen peaAbHOCTU. MOCKBa cTara COCPEAOTOUEHMEM ITOAUTUIECKON BOA M OTBEYAIOIIET
€M1 APXUTEKTYPHOM MOIM — C COOTBETCTBYIOIJEN CTUAMUCTUKOM, CUMBOAMKOT 1 ATPUOYTUKOTA.
['OpoA oTcTpoeH IpakTUIeckn ¢ HyAsl Ha pOHE 3aBOEBAHHOTO KOCMOCA. BOABIIIEBUK 1 TaTprnoTa
BeaseBa-I'mHTOBTA, TOCKYIOIINUI IO CTapbiM PYTYPUCTUIECKMUM TPAAOCTPOUTEABHBIM
aMOMIMSIM, IO ITOUCKY «HALIMOHAABHOV GOPMBI» M OACPSKUMBIN MACET «CIIPABEAAMBOTO»
[ePEeyCTPOTCTBA MIUPA, — SIBUA HOBBIN TeHIAaH. [lepesknBaTe He O 4em, CPOK Peasn3alinm,

10 MBICAY XYAOSKHMKA, — 2937 TOA.

Axexcandpa Pydvux



EMPIRE: TENDING TO ZERO

Ever since the Bolsheviks made Moscow the capital of Russia, returning the city to its former status,
this stunted, chaotic, mercantile town has tried to transform itself in accordance with the titanic
ambitions of its new masters. The transformation became possible when architecture became
one of the responsibilities of the government: Buildings soared skyward, roads were widened,
and the old Moscow was ruthlessly wiped off the map. The city’s squares and boulevards began
to be perceived in a different way — as the scaffolding around a continually unfolding Red mystery.
‘Every great era has great architecture. It serves as an expression of the world view that ushered
the epoch into existence, wrote Lunacharsky, a people’s commissar and an official responsible
for cultural politics. And so, from 1917 onwards, the powers that be in the Kremlin and Moscow
have been trying to catch up with, to embrace and express that self-same Greatness.

On one hand, a direct line of descent can be traced from present-day Moscow to Stalin’s 1935 general
plan, which was largely based on a suggestion from a member of the German section of the Comintern,
Kurt Mayer, that the city should be reconstructed to resemble a star, with rays emanating from the center
in the form of giant boulevards created not for cars, which were rare in the 1930s, but for celebratory
parades of the victorious masses. Framing the rays would be giant, decorative skyscrapers. On the other
hand, the city has also been reconstructed in the image of Mayor Yury Luzhkov, and its new role
is as a focus of investment — an equally important aspect of its heritage is the anti-aesthetic building
boom of the 1990s, when Turkish builders transformed the city centre into a zone of offices, shopping
centres, business centres, megastores and pseudo-elite residential properties. Over the past two years,
asaresult of the various crises that have afflicted Moscow, new projects from the most recent ‘five-year
plan’ have turned into ‘capital assets,’ otherwise known as empty attempts to blow smoke in the faces
of investors and an even more trusting citizenry.

In his new project, Victory Parade 29 37, the artist Aleksey Beliayev-Guintovt has captured precisely this
drive toward the monumental, toward superlatives. He has created an expressive portrait of a Moscow



of the future, which serves as an important backdrop for his own, characteristically symbolic aesthetic.
And if the idea of the “parade” is, for Beliayev-Guintovt, unambiguous and direct, then the detailed
and carefully realized appearance of his retro-futuristic Moscow deserves special attention.

Beliayev-Guintovt utilized the most fantastical of Soviet ideas and combined them with genuine
proposals from Stalinist times and the general plans of 1935 and 1959. He then brought
his own artistic vision to bear, subjected it all to a rigorous intellectual appraisal, added monumental
world architecture to the mix, and enlarged everything hundreds of times over; the result

is an imperial city in the mold of a blockbuster.

This new Moscow includes the Kremlin ensemble, St. Basil’s Cathedral and the Mausoleum complex
(it is unclear who or what now lies inside it), but they are the only monuments that have been
saved from the old city. Surrounding them are boulevards that have been widened hundreds of time
over, and a new kind of neighburhood, in which every pyramidal apartment block is attached
to an administrative tower. Dominating the city and located at the intersections of major highways
are magisterial landmark structures reminiscent of the unrealized projects, such as the Palace
of the Soviets, which Stalin-era planners once dreamed about. Beliayev-Guintovt has also assigned
functions to the buildings. There is the Ministry of Space, the Ministry of Horror, the Ministry
of Truth, and the Ministry for the Struggle Against Chaos. These would seem a reference wholly
to Orwell (‘The Ministry of Truth contained, it was said, three thousand rooms above ground
level, and corresponding ramifications below. Scattered about the city there were just three other
buildings of similar appearance and size. The Ministry of Peace, which concerned itself with
war. The Ministry of Love, which maintained law and order. And the Ministry of Plenty, which
was responsible for economic affairs. Their names, in Newspeak: Minitrue, Minipax, Miniluv,
and Miniplenty’), but the buildings are highly realistic on their own terms, and in any case
Beliayev-Guintovt is working from a different page.

The inhabitants of the new Moscow are straight out of the fantasy novels of Beliayev or Efremov —
if not quite human-amphibian hybrids, or characters from Star Wars, then dressed in the shimmering



jumpsuits of the Cosmic Special Forces (who have chosen the path of Strength and Glory). When
not battling the forces of chaos in the name of the cosmos, they are engaged in a neverending
victory parade.

Although he has outlined the general features of the city, Beliayev-Guintovt focuses his attentions
on the reimagined Red Square, or rather on the place where it once was. The parade, with its banners
soaring into the sky and live elephants, passes through a gigantic triumphal arch, decorated with
an equally imposing statue of Captivity attired in the ancient dress of the Mongols and Huns.
By comparison with the open spaces of the parade and the three-part, late Roman-style arch,
the Kremlin wall seems like a child’s plaything, suggesting the relative meanings of victory ‘then’
and ‘now’. In the distance, beyond the arch, the precise, rhythmic landscape of the city is visible,
composed of blocks of residential pyramids and colossal towers decorated with statues. These
buildings reflect the style of ‘historicism,’ beloved of the Soviets. In this conception of Moscow
it is easy to see the signatures of Stalin’s Seven Sisters, the Shchusev pavilion that was supposed
to be exhibited in New York in 1939 (in its original form it featured a Soviet citizen holding a star
in an outstretched hand), and the classic Chicago skyscrapers. But in spite of the city’s complexity,
what seizes one’s attention is its majesty, and also a kind of dangerous, empty zone in the most
important part of the city (at least ideologically speaking). That is to say, the boulevards for parades.
The idea for creating a giant square stretching to Lubyanka — at the expense of the surrounding
business districts — was discussed from the second half of the 1930s. The motor, the ideological
driving force, behind this discussion was Dmitry Chechulin, Moscow’s chief architect. Fortunately
or not, he could not find any kindred spirits in the Soviet leadership, and little came of this idea.
But Chechulin’s plan has captured Beliayev-Guintovt’s imagination, and he has unburdened
Red Square with everything that, in his opinion, is unnecessary, enlarged it to a width of 1.5 km,
and framed it with a giant building that is partly reminiscent of a competition entry for the People’s
Commissariat of the Tank Industry by the Vesnin brothers.

Beliayev-Guintovt had begun to feel claustrophobic in the space defined by his canvas stretchers.
A desire to reshape the environment, a pull toward the epic scale and heroic topos, all inculcated



in Beliayev-Guintovt the audacity to imagine an entire city, where architecture is the most expressive
means of realizing dreams of total power. It is a bold artistic endeavour, brimming with symbolism
and allusions, which also has firm links to reality. Chernikhov and Leonidov both imagined cities
of the future; the fantasy writers Bradbury and Orwell described the development of Utopian cities
in detail;and Hitler’s chiefarchitect, Albert Speer, became so wrapped up in his own ambitions to build
on an imperial scale that his mind began to crack in the last years of the Nazi empire. Against this
background, and working in the technologically advanced 21st century, we find Beliayev-Guintovt,
a person of the future who sees architecture as a space where advanced technologies and concepts
can flower (still, the artist has firmly grounded himselfin the realm of the possible, and has lovingly
represented his vision with the help of pencil drawings; his vision can be realized, at least in the form
of hyperrealistic renderings and lists of technical specifications).

This futuristic world imagined by the artist, an eternal city, envisions people living side by side
with biorobots and military zoomorphs, just like in science fiction movies. Humans have not moved
underground, as Voinovich posited, but they have extended their domain deep below the earth’s
surface; the city is an intricate phenomenon existing on numerous levels, as in Fritz Lang’s Metropolis.
This does not bring chaos. The city extends in an organized fashion into the depths, which lends
greater perspective to the monumental architecture. The only thing that has not occurred in this
Moscow is the construction of Zaha Hadid’s squat, curvaceous structures and Norman Foster’s
shining towers, which recently seemed to be the city’s destiny.

Moscow has been reshaped according to a singular political vision, and possesses a distinctive
look and its own symbolic code. The city was rebuilt practically from scratch, against the backdrop
of a cosmic war. A Bolshevik and a patriot, Beliayev-Guintovt is nostalgic for the old futuristic
ambitions of urban planners. In search of a ‘national style’ and motivated by the idea of a just’
reordering of the world, he has created a new General Plan. There isn’t long to wait. According
to the artist, the new Moscow should be ready by the year 2937.

Alexandra Rudyk



