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It is amazing how fast an idea outspoken at a reqular tea among friends can be turned
into a real project — participation of the Central Asia Pavilion at the Venice Biennale. It took
just one year. For me it is still hard to believe — too short time to make the dream true. But
the project is underway and it is inevitably developing. There is certain predetermination
in it. At some point the world should learn more about the contemporary art born in this
unknown and boiling region.

It is natural that we secretly expect big success and keen interest while worrying about
the potential feedback. Yet we have already reached our major goal. There is a beginning,
there is the road from Asia to Europe. There is a great Experiment. And for me it is es-
sential to make sure that the efforts of three young ladies, who made the project possible
by taking care of all logistics issues, are appreciated. They are Asel Akmatova, Venera
Usenova and Ksenia Kistyakovskaya. Having thanked them, it is important to make a note
— the world has not changed, everything still falls on delicate women’s shoulders

Churek Djamgerchinova
Commissioner of Central Asia Pavilion
at the 51st International Art Exhibition Venice biennale



Bkl He nogepume, kak 6bicmpo eeyepHuUll pa3eo8op 3a Yyawkol yas MOxem nepepacmu 8 peasnbHbill
npoekm - yyacmue LleHmpanbHo-A3uamckoeo nasunboHa Ha BeHeyuaHckol bueHHane. Bceeo 3a 200.
MHe nopol u camoll He eepumcsa. Ho npoekm cmapmosan u Heymonumo pa3gusaemcs. 1 8 amom ecmb
cgos1 npedonpedenieHHocmb. B KOHUe KOHU08, 8e0b A0/IXKEH Xe MUp y3Hamb — Kakoe OHO, akmyallbHoe
UCKyccmeo amoe0 Heu3eecmHo2o u bypnsawe2o peauoHa.

KoHeyHo, Mbi ece emaliHe xdem 60/bWO020 ycnexa U 02poOMH020 uHmepeca. [lepexusaem, bydem
U 0cobbill pesoHaHc om yeudeHH020. Ho no 6onbwomy cyemy, 2nasHbili pe3ynbsmam 0/ Hac yxe
ecmb. Ecmb Havano, ecmb dopoea u3 A3uu 8 Eepony — mom cameili Lenkoebili nymb. Ecmb eenukul
dkcnepumeHm. U o4yeHb 8axHO pasensademb 3a HUM mpyd mpex Oesywek — Acelb Akmamosol, BeHepbl
YceHosol u KceHuu Kucmskoeckol, komopbie hakmudecku u cdenanu 8clo opeaHu3ayuoHHyto pabomy no
nodzomoseke npoekma. BaxHo makxe, nobnazolapus ux 3a amom npoekm, onimb cdenampb 6b1800. [a,
MUp He U3MEHUJICS, OH N0-npexHeMy depxumcs Ha XpynKkux XeHCKUX nie4yax.

Yypek [xameepqyuHosa
Komuccap lMasunbona LenmpanbHol A3uu

Ha 51 MexdyHapodHOU ebicmaske COBPEMEHH020 UCKyccmea BeHeyuaHckas bueHHane
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The Art of Central Asia. A Contemporary Archive

The Art of Kazakhstan, Kyrgyzstan and Uzbekistan might be the last territory not rep-
resented on the global map of art. This exhibition — the first pavilion of Central Asian
countries in the history of Venice biennale, is another attempt to fill this gap.

The appropriateness of this attempt is justified not only by the cultural and historic pe-
culiarity of these countries, but also by their originality in terms of ethnicity and art. The
interest towards this region has to be motivated by the fact that these countries are a
legitimate part of modernity. Being one of the subjects of the Soviet modernization, Cen-
tral Asia was a participant of decisive collisions and a bearer of historic experience of the
XX century. At the same time, the collisions and the experience of the post-communist
period made it a full member of the global order in the same applies to art, where Central
Asian artists, being a part of the artistic reform of Russian avantguard, created their own
original context, their own perspective towards the discourse of contemporary art.

As it is the first presentation of this regional context in Venice, it makes sense to pres-
ent it exactly as a context, a dialectic multiplicity of various artist, various generations,
various ethnicities, various cultural centers, and, finally, different countries. It makes
sense to expose this context not its latest expressions claiming to be the most up to
date, but as a dialectic multiplicity of individual and collective experience, in particular,
of the post-Soviet period. The more so as latest conclusions from this experience have
not been drawn yet, and this context remains a live, not yet fixed substance, provoking
questions without ready answers. Consequently, the questions asked and the answers
suggested many years still retain their actuality. The works by Sergey Maslov, who died
several years ago, are still vital, not less than the first works by Roman Maskalev and
Maxim Boronilov. The archive of Central Asian art is a contemporary archive.

The search for identity was the first problem of our time reflected by the art scene of
Central Asia, countries that had only recently obtained political sovereignty. The mytho-
logical-poetic narrative in forms such as installation, and later video, became actively ex-
ploited by artists of various generations, from Rustam Khalfin, the founder and patriarch
of the Almaty art scene, to his young follower, Almagul Menlibaeva. Thanks to the efforts
of various artists such as Rustam Khalfin, Kanat Ibragimov, Erbossyn Meldibekov, the
“Red Tractor group” and others, the narrative appeared in the form of performances, and
through the initiative of Shaarbek Amankul it found its expression in vast stationary works
created in untouched nature. However, while referring to national and ethnic archetypes
such as the step, nomadism, Sufi traditions., sacrifice and pagan rites, this narrative re-
fused to claim any authenticity and was fully aware of its character as a construct, being
created and immediately repudiated. Thus, for example, Vyacheslav Akhunov's specific
myth includes both icons of Soviet propaganda, such as pyramids of Lenin’s statues, as
well as icons of the Western consumerism such as advertisements of Coca Cola. Said



Atabekov’s primary shamanism also contains motives of post-modernity, such as Kalash-
nikov guns or police silhouettes on the pavement.

National myth is a construct of not only of the artists but also of the new political authori-
ties, in regard to whom the artists, as for example Elena and Viktor Vorobyev in their
works, take a position of distanced analysis and deconstruction. Artists, such as Sergey
Maslov in his works, also show that the reality of survival is the reverse side of the new
political mythology. Survival however does not have any national identity, it is universal.
According to Muratbek Djoumaliev and Gulnara Kasmalieva, the paradoxical positivism
of the dramatic post-Soviet experience also finds its expression in this openness to the
universal.

However, the perception of their universal basis by Central Asian artists is as ambigu-
ous as their national identity. For Erbossyn Meldibekov we force our way to the universal
through the renunciation of identity and through self-profanation. For Alexander Nikolaev
the only accessible universality is a globalized cultural industry, which in its turn imposes
stereotyped identities on us. For Roman Maskalev and Maxim Boronilov, identity and uni-
versality are not counterpoints, but fused in the existential and philosophical experience
of being “on the road” or “on the way”. For the Bishkek “poor” actionism of Ulan Djaparov
and his colleagues, the universal discloses itself to us in unexpected moments, obtaining
forms of everyday curiosities, which, in their own turn, are the remnants of a myth.

These are some of the names and phenomena that can be found in the Contemporary
archive of Central Asian art...

Viktor Misiano
Curator of Central Asia Pavilion

at the 51st International Art Exhibition Venice biennale



NckyccTtBo LUeHTpanbHOM A3un: AKTyanbHbIM apxXuB

MckycctBo KasaxcTaHa, Keiproiactana, YabeknctaHa, noxanyi, nocnegHas TeppuTtopus,
OCTaBLWAACS ele OTYETNIMBO He MPOPUCOBAHHOW Ha rnobanbHON XyL0XECTBEHHON KapTe.
HacToswasa BbicTaBka — nNepBbiii B ucTopun BeHeynaHckoih GueHHane naBUNIbOH CTpaH
LleHTpanbHOW A3un — elje ofHa NonbiTKa BOCNOMHUTL 3Ty NlaKyHY.

OHpaBﬂaHHOCTb 3TOro ycunnua npepgonpeneneHa He T0NbKO CBOGO6p83MeM 3TUX CTpaH —
KyNbTYPHbIM U UCTOPUYECKUM — UNN NX 3THUYECKOW K Xy,ElO)KeCTBeHHOIZ CcaMobbITHOCTBIO.
I/IHTepec K 3TOMY PErMoHy OOJIKEH 6bITb MOTUBMUPOBAH B NepPBYI0 o4epeab TeM, 4TO 6yﬂy‘4|/1
O4HUM N3 Cy6'b6KTOB COBETCKOM MoaepHu3aunn, Ll,eHTpaanaﬂ A3us aBnsetcs Yy4aCTHUKOM
rnobanbHoOro nopagka. NB NCKyCCTBE, 6y/J,y‘-WI NPUYacCTHbIMU K XyﬂO)KeCTBeHHOVI ped)opMe
pyCcCKOro aBaHrapga, UeHTpanbHO-a3naTCkne XyOoOXHWKKM co3fanu OpVIFMHaJ'IbeIIZ
KOHTEKCT, CBOI nNepcnekTney sBnaeHUA COBpEeMEeHHOro XyaoXeCcTBEeHHOro oMcKypca.

BnepBbie npeactaBnas B BeHeLMN 3TOT permoHanbHblil KOHTEKCT, UMEET CMbICT NPeAbSABUTH
€ro Kak guanekTM4ecKyl COBOKYMHOCTb Pa3HbIX XyLOXHUKOB, Pa3HbiX MOKONEHWUN, pa3HbIX
3THOCOB, PA3HbIX KYNbTYPHbIX LEHTPOB, Pa3HbIX CTPaH, HakoHeL. iMeeT cMbICN NpeAbABUTL
3TOT KOHTEKCT HE B €ro NpeTeHAYWNX Ha MOCIeAHIO akTyanbHOCTb BbiCKa3biBaHMSAX, a
Kak AManekTU4HYI0 COBOKYMHOCTb WHAWBMAYANbHOrO U KOTNEKTUBHOMO ONbiTa — 0COOEHHO
onbiTa MOCTCOBETCKMX NneT. Beab nocnefHue BbIBOAbI U3 3TOr0 OMbiTa E€LE HE CAEeNaHbl,
OH OCTaeTcs elye XnBOW cybCcTaHLUnen, NPOBOLMUPYIOLWEN He Haxo4aWNWe OTBETa BONPOCHI.
/IMEHHO NOTOMY yXe roAbl TOMy Ha3aj 3afaHHble BOMPOCHI, Kak W NPeaNOXKeHHbIE Ha HUX
OTBETbl, COXPAHAT W NOHbIHE CBOK aKTyaNlbHOCTb. Tak, paboTa yXe HECKONbKO NeT Kak
ckoHyaBwerocsa Cepres MacnoBa akTyanobHa He MeHee, YyeM geboT PomaHa Mackanesa v
Makcuma bopoHunosa. Apxue uckyccta LleHTpanbHoit A3um — 310 AKTyanbHbIl apXxuB.

MouCKM NAEHTUYHOCTYU — NepBas U3 Npobnem akTyanbHOM 3NOXM, HA KOTOPYH OTKNWKHYNach
XYAOXeCTBeHHaa cueHa LleHTpanbHOW A3un — cTpaH, KOTOpble NUWb HeaaBHO obpenu
NnoNMTUYECKU cysepeHuTeT. MuconoaTuyecknn Happatus B opmax MHCTannauyuu, a
3aTeM ¥ BWAEO cTan aKTMBHO MCNOMb30BaTbCA XYAOXHUKAMW Pa3HbIX MOKOMEHUA — OT
Pyctama Xanb(uHa, ocHoBaTens u natpuapxa anMaaTUHCKON CLEHbI, 4O €ro MONogon
nocnegosaTtencHuybl Anmaryne Mexnubaeson. bnarogaps ycunuam pasHbiX XyLOXKHUKOB
(Pyctam XanbduH, Kanat W6parumos, EpbocbiH Menbgubekos, rpynna «KpacHbli
TpakTop» W Ap.) OH nposBunca B Qopmax nepopmaHca, a TakkKe, N0 MHULMATUBE
lWlaapbeka AmaHkyna, — B MaclTabHbiXx cTaynoHapHbix paboTtax, co3gaBaemMbiX Ha NOHE
[BEBCTBEHHOTO nensdaxa. Anennupys K HauMOHANMbHO-3THMYECKMM apxeTunam — CTenu,
HOMaan3my, cydUCTCKON TpaguLmun, XepTBONPUHOLWEHNIO, A3bIYECKOMY KaMaHWio 1 T. n.,
9TOT HAappaTWUB OTKAa3blBANCs OT NPETEH3M Ha aYTEHTUYHOCTb, @ HEM3MEHHO 0CO3HaBancs
KOHCTPYKTOM — OH CO3WAancsd w TyT xe AesasyupoBanca. Tak, y Bayecnasa AxyHoBa
aBTOPCKMA MU BkNoYvaeT B cebs Kak WKOHbl COBETCKOW nponaraHgbl — nNupamupbl 13
NEHUHCKNX BIOCTOB — Tak M MKOHbl 3anagHoOro KoOHcloMepuamMa — peknambl 3M10M0NYy4YHONR
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AKkTyanbHbell Apxus

MckyccTBo LleHTpanbHoi Asunu:

Koka-Konbl. B cBoto oyepeab, NepBOpOAHbIA wWamaHn3m Caupga AtabekoBa BKM4YaeT B
cebs MOTMBBI NOCTCOBPEMEHHOCTM — aBTOMAT KanalwHWKoBa WM nonuueinckne cunyaTbl
Ha MOCTOBOW.

Bnpouem, HauunoHanbHbIl MU® — 3TO KOHCTPYKT HE TONbKO XYAOXHWUKOB, HO W HOBOW
NONMUTMYECKON BMNacTU, MO OTHOWEHWK K KOTOPOM XYAOXHWUKM (npumep TOMy paboThl
Buktopa u EneHbl BopoObeBbix) 3aHMMaT MO3ULWIO OTCTPAHEHHOrO aHanusa u
LEKOHCTPYKLUUN. XyLOXKHMKN Takxe nokasbiBaloT (paboTel Cepres Macnosa), uto obpatHas
CTOpOHA HOBOM NONMUTUYECKON MUMDONOrUN — 3TO peanbHOCTb BbIXMBaHWUSA. BbixuBaHue
Xe He UMeeT HaLWOHaNbHOW MOEHTUYHOCTU, OHO YHWUBEpCanbHO. M B 3TOM OTKPLITOCTH
yHuBepcanoHoMy, kak yTtBepxgatwT Mypat [xymanues u [ynbHapa Kacmanwesa, -
napagokcanbHas NO3MTUBHOCTb ApamMaTUYECKOro NOCTCOBETCKOrO onbiTa.

OpoHako BOCMPUATME YHMBEPCANbHOrO Havyana XxypoxHukamun LleHTpanbHoi Asuu
OKa3blBaeTCs CTO/b XK€ HEOAHO3HAYHbIM, KaK U HaLWoHaNbHas AEHTUYHOCTb. Y EpGocbiHa
MenbanGekoBa k yHMBepCanbHOMY Mbl IPOpPbIBAEMCS Yepe3 OTpeYeHe OT UOEHTUYHOCTH,
yepe3 camonopyravue. [nsa AnekcaHgpa Hukonaesa €AWHCTBEHHO AOCTYMHOW HaM
YHUBEPCANbHOCTbI0O fABNSETCA rnobanusupoBaHHas KynbTypHas WHOYCTPUS, OHa Xe
W HaBs3blBAET HaM CTepeoTunbl uaeHTU4YHoCcTM. Ans PomaHa Mackaneea u Makcuma
BopoHWNOBAa MAEHTUYHOCTb M YHWUBEPCANbHOCTb HE KOHTPAMyHKTbl — OHUM CNUTbI B
9K3UCTEHLMaNbHOM 1 UNOCOMCKOM OMbITE «NYTH — A0pOTK». [Ina Guwkekckoro «6egHOro»
aKuMoHusMa YnaHa [xanapoBa ¥ ero cCrofBWXHUKOB YHMBepCanbHOe ABNAETCS HaM B
HEOXWAAHHbIE MOMEHTbI, MPUHUMas hOpMbl BbITOBbIX Kypbe30B, KOTOPLIE, TEM HE MEHee,
CYTb OCKOIIKM MUdba.

BOT HEkOTOpbIe N3 UMEH U SBMEHUI, YTO MOXHO HATK B AKTyanbHOM apxuBe UCKYCCTBa
LleHTpanbHoi A3un ...

Bukmop MusuaHo

Kypamop nasunboHa LjeHmpansHol A3uu

Ha 51 MexdyHapodHol ebicmaske COBPEMEHHO20 UCKyccmea BeHeyuaHckas 6ueHHane
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Auezkhan Kodar

Modern art as the end of the secret: A viewpoint from Central Asia

In our time all old connections have been destroyed, and the new
ones are just beginning to appear like punctual impulses. This is
not the time of a holistic picture of the world, but rather of bright
fragments. However, it does not make sense to try to assemble
the pieces into something whole.

Nowadays there is not even a division between the artist and his
or her creation. The artist is his or her creation. This is the time
of endlessly existing nouns. Verbs and adjectives do not mean
anything.

Our time is the time of desperation and no way out. For so long
we have been frightened with the end of the world. But it turned
out to be not that terrible, but rather dull - it turned out to be not
the end of the world, not the Apocalypse, but a “light-show”. Pres-
ently there is not even any division of between days and nights.
Day and night we are lit, and it is not important whether the light
is natural or artificial. This division has ceased to exist. Our time
is not the end of the world, but the end of the secret, a grandiose
discovery, made sometime by Jean Baudriart.

Photo by Valery Kaliev
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Itis hard to overestimate this discovery. The secret is the founda-
tion of everything, the foundation of tradition, religion, and cul-
ture. Our ancestors made knowledge a secret, and thus it became
sacral. The phenomenon of the sacral emerged from the cult of
exclusiveness. It is not surprising that with this secret also ap-
peared the consecrated and the non-consecrated, the right and
the wrong, the fully valued and the not fully valued, those familiar
and strangers, the chosen and the unchosen.

Someone senses it, another one is indifferent to it. But it “exists
no matter what”. It is because the secret is also the cult of iden-
tity. When in the middle of the ocean of darkness, you are shown
an island of light, you immediately believe in it and will associate
yourself only with it. But now it can happen that there is an island
of darkness in an ocean of light. And that’s how it is. We so much
longed for our identity, that we are now doomed for it. We are
doomed for our physical and national constitution, for our weak-
nesses and strengths.

But now all of this has lost its qualitative or “valuing” dimension.
What dimension can a tin sheet possess? Only flatness. So the
same applies to our art, it is flat on flatness. Even humor has
disappeared from it. It is rarely ironic. It neither contains the chal-
lenging nor the outrageous. It is all a sign of modernity, and we
already lived through or endured post-modernity. Like measles or
hives. And we did not feel anything except itching.

So, this itching moves us. It is, of course, of a material origin, and
at the same time “immaterial”. It is impulsive like a cardiogram.
Some have more consciousness of it, and some are overcome by
it unconsciously. But the sparks of recognition flow, blood pul-
sates and everything around vibrates. However, the magnitude of
the vibration is not great. It is not higher than the human body. It
is that event, when the message and the meaning cross into one
point — the point of modern art: our dialogues about the modern
art of Central Asia. In that event tone usually speaks about prehis-
tory or at least history. But how can we talk about these subjects,
if they never existed? One can only speak of a vertical invasion
of modern art into Kazakhstan and Central Asia. In “The Revolt of
the Masses”, Jose Ortega y Gasset wrote about the vertical inva-
sion of barbarianism, meaning that it was a completely unexpect-
ed event that suddenly happened in civilized Europe. But with our
situation, on the opposite, it was in the midst of post-perestroika
destruction and collapse that modern art suddenly arose.
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The falling apart of the Soviet Union was a phenomenon of the
same order. It seemed that there had never been a government
more powerful and yet all of a sudden it collapsed. As if from
somewhere above democracy had been parachuted. You should
notice that in this that there is no dialectic, but specifically an
invasion, “the birth of tragedy from the spirit of music”.

Unfortunately, with the next step came the birth of farce. The for-
mer republics of the Soviet Union, having received sovereignty,
ran away into their “national apartments” and anew began to con-
struct their own “Berlin wall”.

At this point everything was of use: myths and insinuations as
well as the adaptation to prestigious models of identity. Again the
defining paradigm became historical self-consciousness, or, more
specifically, the voluntary construction of epochal landmarks of
one’s own identity. That is the Central Asian republics anew re-
turned to the epoch of the “secret”, whereas the invasion of mod-
ern art was marked by the end of the “secret”.

If you remember that in the middle of the 1990s all of us were
still representations of conservative Soviet culture and its “rough
greycoat”, then contemporary art contradicted all our imaginations
about decent art. First, it was not figurative, second, it did not
contain any ideology, and third it was not humanistic. And in our
case, the case of Kazakhstan, it was also not national either. Fur-
thermore, any decent artist hides the story of the creation of his
or her work, and the viewer only sees the finished painting. For
this reason it seemed bewildering at the beginning, that contem-
porary art, more than anything else was about the open display of
techniques, the destruction of all barriers and reservations, strict
conceptualization, allowing for any desired degree of freedom.
And at the same time, contemporary art was a kind of conditional
space, created specifically for that concrete act, specifically for
that situation. All remaining in modern art was natural (taken from
life), but having rejected this moment of conditionality, it would,
as a matter of fact, have lost its status as art. It is significant that
the most scandalous actionist artist of the 90s, Oleg Kulik, in his
interviews always underlined this moment, his respect for con-
ditionality as a method for the anesthetization of the presented
phenomena.

Now some words about the specifics of contemporary art in Cen-
tral Asia. It is developing rapidly among us, but officially it does
not seem to exist. If the phenomenon of the “living dead” occurs,
then it is happening with our artists. For Western artists, defended
by all the power of their institutions, it is difficult to understand
Asian actionist artists, who try to be modern in a place, where only
the archaic prevails. They explode into the big world, where they
are received with open arms, and then return again to their desert,
where they have no status and no chance for growth. Creating
art in Central Asia means creating in emptiness, only trusting in
Providence. You cannot accept the patriarchal thinking of your
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fellow tribesmen, just as they cannot accept your non-ritual way
of thinking. You are only saved by virtual communication and what
we call “the spirit of music”. And it is evident that in connection
with this situation, the understanding of identity itself changes.
Now the only exit from the limits of identity is created by identity
itself, i.e. it acquires the character of transgression.

Asian actionist artists are not only carriers of modern art, but also
its immediate expression. They are like the Vatican in Rome, a
state within a state, however being a desacralized and de-ide-
ologized space, the space of comprehensive communication and
the end of the secret. This space, where roots grow from the air
and the territory, according to Deleuze and Guattari, has long ago
ceased to possess the status of a territory. The artist is the only
ambassador of the big world, which only he knows. And he doesn’t
make a secret of his estrangement from his fellow tribesmen. It is
possible, that only such estrangement is capable of modernizing
the cultural situation in Central Asia.

Photo by Alexander Ugai
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AyasxaH Kopap

CoBpeMeHHOEe UCKYCCTBO Kak KOHeL, cekpeTa: B3rnaa n3 LleHtpanbHon A3nn

B Hawe Bpems Bce cTapble CBA3M pa3opBaHbl, @ HOBble BO3HUKAIKOT
Kak TOYEYHble MMNynbCbl. ITO BpPeMS He CTONbKO LenoCTHON
KapTWHbI MUpa, CKONbKO Apknx ¢dparmeHToB. OgHako 6ecnonesHo
nbiTaTbCs cAenath M3 parMeHTOB HEYTO Lenoe.

HblHe HET paxe AeneHns Ha XYA0XHMKA N ero TBOPEHUE. XyJOXHMK
M ecTb TBOpeHue. HbiHe Bpems 6ECKOHEYHO CyLeCcTBYKLWUX
CYWeCTBUTENbHbIX. [naronel M npunaratenbHble HWUYEro He
3Havar.

Hawe Bpemsa - Bpemsi 6esbicxogHocTW. CTONMbKO BPEMEHW Hac
nyrann sBNeHMEM KoHua cBeTa. Ho OH okasancs He Takum yx
1 CTpalHbIM, BYOHUYHBIM, — OH OKa3ancs He KOHLOM CBeTa, He
cBeTOnpecTaBieHWEM, a «CBeTo-npeacTaBneHnem». HbiHe HeT
Jaxe pas3feneHus gHA W HouW. [leHb M HOYb Mbl 3aNUTbl CBETOM,
W HEBAXHO, KaKoro OH MPOWUCXOXOEHUS — €CTECTBEHHOro Wnu
MCKYCCTBEHHOT0. ATOro pas3aeneHns Tenepb He cywecTeyeT. Hawe
BpeMS — He KOHel CBeTa, a KOHel cekpeTa, — 3TO rpaHANO3HOe
OTKpbITWE, cAenaHHoe Hekoraa bogpunapom.

TpyaHO nepeoLeHUTb 3TO OTKpbiTMe. CekpeT — OCHOBa BCErO,
OCHOBa Tpaguuuu, penurun, KynbTypbl. [lpeBHUEe 3acekpeynBanm
3HaHWe, U OHO CTAHOBMNOCH cakpanbHbiM. DEHOMEH cakpanbHOro
npoucTekaeT M3 KyNbTa UCKNIOYUTENLHOCTU. HEyaAMBUTENLHO, YTO
C HUM NOSIBNSIOTCH MOCBALEHHbIE W HEMOCBSAWEHHbIE, NpaBble
W HenpaBble, MOMHOLEHHbIE U HEMONHOLEHHbIE, CBOU W YyXue,
n3bpaHHble U HensbpaHHbIE.

Kro-to 3TO owyuwaet, kt0-10 kK ITOMY uHpuddepeHteH. Ho
OTO «cywecTByeT u HU B 3y6 Horoi». [leno B TOM, YTO cekpeT
— 970 ele ¥ KynbT WAeHTWYHOocTU. Koraa cpepu okeaHa TbMbl
Tebe nokasbiBalT OCTPOBOK CBeTa, Thl OXOTHO B 3TO BEpUWb W
COOTHOCMWDb cebs Tonbko ¢ HUM. HO Tenepb MOXeT MONMy4uTbCS
Tak, 4TO 3TO OCTPOBOK TbMbl CpPeAW OKeaHa CBeTa. Tak OHO K
ecTb. Mbl Tak TOCKOBanu No WAEHTUYHOCTH, YTO Tenepb obpeyeHbl
Ha Hee. Mbl oOpeyeHbl Ha CBOW (U3NYECKYI0 W HaLMOHANbHYI0
KOHCTUTYLMIO, HA CBOM HEAOCTATKN M AOCTOUHCTBA.

Ho Tenepb BCe 3TO MOTEPANO KA4YECTBEHHOE MMM «OLEHOYHOEN
n3mepeHue. Kakoe namepeHue MoXeT 6biTb y xecTu? Torbko
nnockoe. Tak M Hale MCKYCCTBO, 3TO MNOCKOe Ha Nnockom. M3
Hero ucyes gaxe tomop. OHO pefko ObIBAeT MPOHWUYHLIM. B Hem
HET [Jaxe Bbl30Ba M 3naTaxa. Bce aTo npumeTbl MogepHa, a Mbl
NOCTMOAEPH YXe nepexunu, unu neperecnn. Kak kopb unu cbinb.
N Huyero, kpome 3yAa, He NOYYBCTBOBANM.

Tak BOT, 3TOT 3yA W ABMXeT Hamu. OH, KOHEYHO, MaTepmanbHoOro
NPOUCXOXAEHNA M B TO Xe Bpems «ummatepuaneH». OH -
VMNYNbCUBEH, Kak kapanorpamma. Y koro-to 6onblue CO3HaHuS,
Hap kem-To poBneeT OeccosHaTenbHoe. Ho TOoku MAyT, KpoBb
nynbcupyeT n Bce BOKpyr Bubpupyet. OfgHako guameTtp Bubpauyun
HeBenuk. POBHO C Yernoseyeckoe Teno. 310 TOT crnyyvail, Koraa
03HayalwLlee U 03HaYaemoe nepeceknncb B OAHON TOYKE — TOYKE
COBPEMEHHOTo WckyccTBa. Haw pasroBop — O COBPEMEHHOM
nckycctee LleHTpanbHon Asun.

B Takux cnyyasx NpUHATO TOBOPWUTb O MPEALICTOPUM MMM XOTS
Obl uctopun. Ho kak 0 HUX FOBOPUTb, €cnu nx He BbIn0? MoxHO
rOBOPUTb TONMbKO O BEPTUKANbHOM BTOPXEHUN COBPEMEHHOro
uckycctea B KasaxctaH u CpepgHioto Asuw. Oprtera-u-laccet
B «BoccTaHum macc» nucan O BEPTUKANbHOM BTOPXEHWM
BapBapCcTBa, B TOM CMbICAe, YTO OHO COBEPLIEHHO HEOXMAAHHO
BO3HUMKNO BAPYT B LMBMUNN30BaHHOW EBpone. A y Hac HaobopoT
— Cpeamn NoCcTnepecTpoeYHbIX pa3pyxu u pacnaja Bapyr BO3HUKaeT
COBPEMEHHOEe UCKYCCTBO.

Pacnag Cosetckoro Coto3a — aBneHue Toro xe nopsaka. Kasanoce,
He Obino rocygapctea 6onee MOrylweCTBEHHOT0 M BAPYF OHO
BMur pacnanocb. Kak 6yaTto oTkyga-To CBepxy AecaHTMpoBanu
nemMokpaTuio. 3ameTbTe npu 3ToMm, 4T10 HUKaKoW ananekTuku, a
UMEHHO BTOPXEHWEe, «poXAeHWe Tpareaun M3 pyxa My3blKU».
K coxaneHwuio, crnegylowum 3Tanom cTano poxpeHue dapca.
BoiBwue pecnybnukn Cosetckoro Cotosa, Nonyyns CyBepeHUTET,
pasbexanncb MO «HaLWOHaNbHLIM KBapTupam» W CTanu BHOBb
BO3ABMUraTh TENEPb YXKe CBOK «bepnuHCKy CTeHy».

TyT crogunocb BCE: U MUbLI, N WHCUHYaLuW, W NOACTPanBaHue
noa MNpecTuxHble MoAenu uAeHTMYHocTW. Onpepensioweit
napagurMoi BHOBb CTano MCTOPUYECKOE CaMOCO3HaHWe Wunu,
TOYHee, NPOM3BONIbHOE KOHCTPYMpPOBaHME 3M0XalibHbiX BeX CBOEN
UAEHTUYHOCTH.

CnoBoM, NONyYunoch Tak, Y4TO LeHTpanbHoasmaTckue pecnybnuku
BHOBb BEPHYNNCH B 3MOXY «CeKkpeTa», a BTOPXeHNe COBPEMEHHOTO
MCKYCCTBA 03HAMEHOBANOCh KOHLOM «cekpeTa». Ecnu BCNOMHUTD,
4to k cepeauHe 90-x Mbl BCe elle oCTaBanuCb BbIXOALAMU U3
CYpOBO LUMHENN COBETCKOM KYNbTYpPbl, TO COBPEMEHHOE UCKYCCTBO
NPOTUBOPEYMNO BCEM HALMUM NPEACTABAEHUSM O MPUIUYHOM
nckycctee. Bo-nepBbix, OHO He 6bIn0 W306pasuTenbHbIM, BO-
BTOpPbIX, B HEM Hanpoyb OTCYTCTBOBaNa WAEONOrus W, B-TPETbMUX,
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MckyccTtBo LleHTpanbHoit A3um:

OHO He 6biN0 rymaHucTMYeckuM. A B HaleM, Ka3axCTaHCKOM,
cnyyae OHO He 6bino ewe M HauyuoHanbHbiM. W ewe, nwob6on
NPUNWNYHBIA  XYOQOXKHMK MNpPSAYET MCTOPUK  CO3[aHMS  CBOEro
npou3BefeHns, 3puTeNnb BUAWUT yXe roTOBY KapTuHy. lMoaTomy
noHavany 6bIno AUKo, YTO COBPEMEHHOE UCKYCCTBO Mpexae BCero
- 370 06HaxeHne npuema, yHMYTOXKEHME BCEX 3aBEC M HEAOMONBOK,
XecTkas KoHuenTyanusayus, nossonswwas cebe nwobyt creneHs
cBobogbl. M B TO Xe BpemMs COBPEMEHHOE WCKYCCTBO — 3TO
HeKkoe YCNMOBHOE MpPOCTPAHCTBO, CO3[aHHOE MMEHHO NS 3TOro
KOHKPETHOrO akTa, UMeHHO Ans 3Toi cuTyaunu. Bce octanbHoe B
COBPEMEHHOM MCKYCCTBE BGblN0 HAaTypanbHbIM (B3ATbIM U3 XU3HN),
HO, OTKa3aBLINCb OT 3TOr0 MOMEHTa YCMOBHOCTM, OHO MOTEPSANO
6bl cobcTBEHHO cTaTyc uckyccTBa. [lokasaTenbHo, 4YTO CaMmblil
anaTtaxHblil akymoHuct 90-x, Kynuk, B CBOUX MHTEPBbI BCerga
nogyepknBan 37T0T MOMEHT, CBOE YBaXEHWE K YCIIOBHOCTM Kak K
CpefCcTBY 3CTETU3aLMN NPEACTaBNSEMbIX ABITEHUN.

A Tenepb 0 cBOe0Bpa3nmu coBpeMeHHOro uckyccTaa B LieHTpansHon
Asun. OHo y Hac GypHO pa3BuBaeTcsi, HO oULMaNbHO E€ro Kak
Oynto He cywecTtByeT. Ecnu c kem-To M npoucxoanT «CMepTb
BXWBYI0», TO 3TO C HAWWMMU XyAOXHMKAaMK. 3anagHbIM XYAOXKHNKAM,
3alNLLEHHBIM BCEl MOLWb0 CBOUX WHCTUTYLUUW, TPYAHO MOHATH
a3MaTCKUX akLMOHMCTOB, NbITAOLWMUXCS ObITb COBPEMEHHBIMU TaM,
roe gosneeT Tonbko apxauka. OHW BpbiBalOTCA B 60MbWON MUp,
roe UX NPMHMMAKT C pacnpocTepTbiMu 06BATUAMMU, @ NOTOM BHOBb
BO3BpaLLalTCs B CBOK NYCTbIHIO, TA€ ¥ HUX HET HUKAKOro cTaTtyca
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W BO3MOXHOCTW pocTa. TsopuTb B LleHTpanbHoi Asun - 3To
3Ha4uT TBOPWUTb B NMycTOTE, B HAaAexXAe TONbKO Ha boxecTBeHHOe
nposuaeHune. Tbl HE MOXeLWb NPUHATb NAaTpUapxanbHoOe MbileHne
CBOMX COMMEMEHHMKOB, Kak U OHW TBOE — He puTyanbHoe. Tebs
cnacaeT TOMbKO BMpTyanbHoe O6LWEHMe U TO, YTO Has3biBAETCH
«AYXOM My3blku». W, BMAMMO, B CBA3M C 3TUM MeHsSeTCcs camo
NOHATUE WAEHTMYHOCTU. Tenepb TONbKO BLIXOA 3a nNpefens
WAEHTUYHOCTM cO3[aeT MAEHTUYHOCTb, T.e. OHa npuobpeTaert
TPaHCrpeccuBHbIN XxapakTep.

A3naTckuil aKUMOHUCT — HE TONMbKO HOCUTENb COBPEMEHHOrO
MCKYyCCTBA, HO 1 €ro HenocpeaCTBEHHOE BbipaxeHue. OH, noao6HO
BaTukaHy B Pume, ABnsieTca rocyaapcTBOM B rocyaapCcTBe, TONbKO
9T0 ecakpann3oBaHHOE M JeUAEO0N0TN3NPOBaHHOE NPOCTPaHCTBO,
NpocTPaHCTBO BCeobLieit KOMMYHWKALWM W KOHUA cekpeTa. JTo
NpOCTPaHCTBO, r4€ KOPHM pacTyT W3 BO3dyxa, a TeppuTopus
AaBHo, no [lenesy — BaTTapu, He MMeeT cTaTyca TEPPUTOPUU.
XYyOOXHUK — €AWHCTBEHHbIN monnped Toro «bonbworo» mupa, o
KOTOpPOM BepgaeT TONbKO OH. /I OoH He genaeT cekpeTa W3 CBOEro
OTYYXOEHUS OT COMNeMeHHWKOB. BO3MOXHO, 4TO TOMbLKO Takoe
OTYYXOEHUe cnocobHO OCOBPEMEHUTb KYNMbTYPHYK CUTyauuio B
LleHTpanbHon Asun.




Valeria Ibraeva

Waiting for Godot: Central Asia searches for its identity

Central Asia, one of the Soviet Union’s most closed and mysteri-
ous regions, is today - thirteen years after the fall of the Iron Cur-
tain - the crossroads for the geopolitical and economic interests
of the United States, China, and Russia. Like Ali Baba’s cave,
Central Asia’s deposits of oil, gas, and metals have attracted the
attention of diplomats, businessmen, adventurers, and artists. Po-
litical turmoil in Kazakhstan, Kyrgystan, Uzbekistan, Tajikistan,
and Turkmenistan, coupled with these countries’ search for an
identity to determine their place in the world, have fueled a desire
to develop individual cultural models for each country.

Where the frame of reference for cultural discourse was once set
by Soviet cultural standards that deprived the peoples of the So-
viet Union and the Warsaw Pact of their national identities, the
newly independent Central Asian states are now searching for a
compensatory sense of ethnicity. These discussions take place at
home, the media, and national parliaments.

The greatest success in eliminating national cultures was achieved
in Central Asia, where the ethnic and cultural identities of com-
munities still founded on family and clan relationships, were not

Monument to Amir Timur, Tashkent, Uzbekistan. 1993

Mamsmuuk Amupy Tumypy, TawkeHm, Y3bekucmaH

well differentiated; this process is reminiscent of what the United
States encountered in building a ‘democratic state’ in today’s
Afghanistan. In 1924 the Soviet government carved up Central
Asia, creating borders where none existed before. Regional maps
clearly show the artificial nature of these borders similar to those
imposed by the European imperial powers on Africa.

Since 1991 the once unified historical and cultural traditions of
Iran and Turan, differentiated in Central Asia only by the geo-
graphic means of production - the herding economy of the steppes
and the trading economy of the towns — have been turned into
strange theories with almost no modern reality. The destruction of
the steppe-nomadic way of life and the creation of an abstraction
called ‘the working peoples of the Soviet East’ almost entirely
obliterated local cultural traditions and historical memory. And so
a virtual leap into the ‘shining future’ was accomplished, a pro-
cess depicted on Soviet propaganda posters over the title “From
Feudalism to Socialism”, showing a rider on horseback leaping
over a barrier.

The collapse of the Soviet Union and declarations of national sov-
ereignty returned Central Asia to its point of departure, but com-
mon structural elements of Soviet civilization remained behind
- an agricultural economy based on cotton and grain, an indus-
trial economy based on the extractive industries, and a cultural
system called ‘socialist realism’. The newly sovereign states had
the challenge of entering the twenty-first century with this difficult
heritage as equal participants in world politics, economics, and
culture.

Rejecting communist ideology and moving towards a market
economy, the new Central Asian states - now enlightened, demo-
cratic, and multi-ethnic - began to create and strengthen the basis
for their national existence. However, Soviet cultural policy with
its view of culture as an instrument serving the state remained
unchanged, though in new circumstances. Socialist realism was
a closed, repressive ideological strategy imposed on culture for
seventy years. Nonetheless, it should be acknowledged that when
Soviet cultural standards were implanted in Central Asia, a Euro-
pean form of culture was also introduced.

Once they declared independence, the new Central Asian states
needed political and cultural identities, and so they launched their
new ideology at the same point of departure as Soviet ideology
- public monuments used for propaganda purposes.
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The basic purpose of Central Asian ‘monument propaganda’ is
to affirm the deep historical roots of the new nation-states. His-
tory was plumbed for the most appropriate facts and historical
figures, archaeological and historical findings were revised, and
myths and folklore were reinterpreted. In developing a new model
of cultural identity, the concepts of ‘sovereign’ and ‘national’ were
ethnically linked to the search for a ‘founding father’ to fill the
vacuum left by Lenin. After removing monuments to the founder of
Soviet ideology, the sacred spaces left empty - usually the central
squares in each town - were filled with new fetish objects.

In Kazakhstan this historical figure was Ablay Khan, who fought
against Dzhungar influence, in Uzbekistan it was Timur (Tamer-
lane) the medieval warrior who waged war against the emirs,
in Turkmenistan it was the contemporary ‘hero’, Turkmenbashi
(Turkmenistan’s President Saparmurat Niyazov), and in Tadjiki-
stan it was Ismail Samani, the founder of the Samanid dynasty.

The creation of a Central Asian nationalist aesthetic is basically
an imitation of the sixteenth-seventeenth century European aes-
thetic. In Central Asia this system serves to create an histori-
cal antiquity and mythology affirming the grandeur of the region’s
peoples today. This goal is perfectly served by baroque stylistics
and classicism which emerged along with European nation-states
based on a strong national concept and an authoritarian form of
government.

Thus Tamerlane, who now belongs to Uzbekistan, is seated on a
horse in the Bernini manner characterized by a powerful dynamic,
the strong use of light and shadow, expressive sculpting, and so
forth (see textbooks on the history of art). The European classical
tradition of depicting heroes in historical garb is also adopted: in
Tashkent Tamerlane wears ancient Sogdian clothing, even though
the real Tamerlane was a Mongol. Eclectic historical and ethno-
graphic elements create a new geopolitical semantic confirming
the historical past of today’s Uzbekistan.

A monument in Dushanbe, the capital of Tadzhikistan, shows the
gilded figure of Ismail Samani, the city’s founder who supported
agriculture and the development of trades, under a grandiose arch
modeled on the portals of the Islamic schools and mausoleums
of Samarkand and Bukhara, cities now in Uzbekistan. In this way
these historical figures are drawn into today’s territorial disputes
and, now shown as the fathers of their nations, become the sym-
bols of new countries.

Assigning exclusive rights as founding fathers to these histori-
cal figures also serves to affirm the hereditary nature of pow-
er. Today’s presidents see themselves as founding fathers who
bestowed independence upon the new countries of Central Asia
even though these new sovereigns were created ‘from the top’
as a result of the collapse of the Soviet Union. Having created
authoritarian regimes and held onto power for more than fifteen
years, Central Asia’s current leaders claim that the renaissance
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of national traditions and spiritual values is the result of a nation-
alistic classical aesthetic defining national identity.

The monument to Ablay Khan on horseback located on Almaty’s
railway square, gesturing to point the way to arriving travelers,
stands on a highly textured narrow stone pedestal with complex
relief décor surmounted by columns topped with highly ornament-
ed capitols. A second monument to Ablay Khan in Astana, Ka-
zakhstan’s new capital, was erected in the bare steppe; its style
is more modest and severely classical. Both monuments demon-
strate their national heritage with economical ‘national’ décor; na-
tional ornamentation, ethnic Mongol faces and of course horses,
an important attribute of nomad identity.

In Kazakhstan this successful fusion of nomadic and feudal-abso-
lutist traditions gave rise to an overwhelming repetition of these
symbols: every city, every regional center has its own hero astride
a horse. Derived from folklore, legend, and traditions often cre-
ated by the predecessors of today’s leaders, there are dozens of
these monuments. Most of these figures call to mind heroes in
fairy-tales and legends where the mighty warrior saves his home-
land from evil enemies.

Monument to Ablaixan, Almaty, Kazakhstan. 2001
Mamamruk AbnatixaHy, Anmamei, Kazaxcman




The ancient Greeks commemorated their achievements in this
same way, combining and personifying them in heroes like Pro-
metheus and Hercules - repetitive motifs that lay the foundation
for cultural memory. It would seem that each city or town that
erects an equine monument on the town square is loyally con-
tributing to the Central Asian monument epidemic. However, the
abundance of these monuments is also proof of the continuing
tradition of powerful tribal-clan relations, a centrifugal force that
contradicts the very idea of an authoritarian state. This force has
been unofficially, but unequivocally forbidden, with only varying
degrees of success.

Contemporary absolutism disguised as a ‘national concept’ finds
its highest expression in Turkmenistan whose president, in re-
sponse to his people’s democratic urgings, has obediently ac-
cepted the post of president-for-life. The Arch of Neutrality in
Ashkabad, a massive, soaring concrete-and-glass structure held
aloft on three mighty columns is surmounted by the gilded figure
of Saparmurat Niyazov (Turkmenbashi) rotating with the sun in
the heavens.

The Arch brings to mind not only baroque stylistics, but those of
more ancient empires with their Trojan columns and megalithic
sculptures, as well as other historical monuments so beloved by
Hollywood.

On the other hand, Turkmenbashi’s rotating statue is unquestion-
ably a kinetic object influenced by the latest technology. Slavoj
Zizek has suggested that Soviet architecture influenced Holly-
wood aesthetics: he has connected the image of King Kong stand-
ing on the Empire State Building with the megalithic figure of
Lenin posed on the summit of the Palace of Soviets. With the Arch
of Neutrality we can speak of the reverse effect - Hollywood’s
influence in bringing to bear a primitive interpretation of natural
objects on the imagery of monuments. For the optimistic Turk-
menbashi, Hollywood’s sad moon hovering over the lovesick King
Kong is transformed into the bright sun of happy Turkmenistan.

The use of new technologies in Hollywood’s populist aesthetic is
a tried and true method for today’s authoritarian Central Asian
discourse. Roland Barthes once observed that a cultural sign vac-
illating between the intellectual and the forms the basis for bour-
geois entertainment that hypocritically terms itself natural.

In fact, Hollywood standards might best be applied to Turkmen-
bashi’s modest wish a few years ago to become the next prophet
after Jesus Christ and Mohammed - not quite a god, but more
than a man. However, Turkmenbashi is not alone in his distinctive
form of marginalism. Objects combining religious imagery with im-
ages from Hollywood films about electronic control of the world
can also be found in Kazakhstan.

The outline of President Nazarbayev’'s hand is worked into ele-
ments of Almaty’s Independence Monument and the interior de-
sign of Astana’s Baiterek Tower. The Monument’s bronze book-

shaped podium and the Tower’s traditional tumar amulet- shaped
podium both represent sensors capable of responding to tactile
stimulation, a mechanism that may serve to govern the country
from a distance. These bronze sensors bring to mind the final
scenes of Total Recall when the victorious Arnold Schwarzeneg-
ger (whose post as governor of California is also deeply symbolic)
presses his hand over an alien palm print, enabling Martians to
fully inhale the earth’s air.

The palm print is, however, also a prominent symbol from one of
Islam’s best-known myths about the Hand of Ali, the prophet’s
son-in-law and follower. The ‘Kind Hands’ is a sculpture found
in Astana’s Baiterek Tower, whose sole content is a complexly-
designed podium. The grandiose ninety-seven metre tower exists
solely to showcase the podium and the sculpture depicting the
outline of the president’s hand, while the tower’s puzzling name
- Baiterek - refers to the Shaprashta clan to which Nazarbaev
belongs.

... Godot has arrived.

The search for identity and national roots, the slogans signaling
a return to national traditions and spiritual rebirth, the theatri-
cal pathos in the affirmation of ancient principles of statehood
and Central Asian sovereigns, the appeals to aesthetic systems
past and present, the utilization of technologies old and new - all
these are grandiose efforts, in many cases falsifications, aimed at
reinforcing the identity and sovereignity of today’s Central Asian
leaders...

In Geneva in 2002 the Kyrgyz artist Gulnara Kasmalieva gave the
following performance: on a primitive loom her assistant wove the
artist’s long braids, stretched across the podium, into a braided
fabric. The author, whose braids were attached to the loom and
was dressed in national costume, sat facing the audience play-
ing the kobyz, an ancient nomadic musical instrument. When the
melody ended, she cut off her braids, allowing her to stand up,
now freed from her ‘attachments’. The sharply declarative perfor-
mance, interpreted as a rejection of the games played with na-
tional culture as a sign of independence, became an element in
discussions by Central Asian nonconformist artists about politics
and culture.

On the other hand, those Central Asian artists who lived most of
their lives in the Soviet Union, yet now find themselves citizens
of totally different countries, are naturally preoccupied with their
identities; national traditions, which they sense strongly, are very
much part of their system of beliefs. A powerful theme in contem-
porary Central Asian art is the affirmation of the human right to
change, to belong to a different tradition, to have a different, non-
eurocentric history and culture, a different psychophysical type.
Yet at the same time these artists feel they are part of humanity,
capable of change, and ready for a relationship on equal footing
with the world.
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The names of the first exhibitions in Central Asian history, held
in Europe in 2002, speak for themselves: “No Mad’s Land” (Ber-
lin), “Re-Orientation” (Weimar), “Trans Forma” (Geneva). These
names bear witness to the search for a language of differences,
not similarities, a language founded on the destruction of ethno-
graphic stereotypes and outdated perceptions of Central Asia and
its people. These artists have a congenial attitude towards the
international art world; at the beginning they were strongly orient-
ed towards the Moscow artistic community. Therefore, in Gulnara
Kasmalieva's performance, there was a strong sense of the artist
as a modern person with the right to knowledge, ideas, feelings,
and the freedom to be herself in the broadest possible sense.

In that destruction requires a basic understanding of the region,
given the absence of information about Central Asia, many early
works were based on a detailed reconstruction of traditional cus-
toms, peeling away layers of Soviet and regional moral values,
European and Asian cultural norms, removing the outer shell of
the Soviet political system.

As in Gulnara Kasmalieva’'s performance, most recent art works
are meant to shock — Kanat Ibragimov slaughtering a sheep in
front of an shocked audience, Rustam Khalfin’s film depicting in
detail a couple having intercourse on horseback, Saken Narynov’s
monument to Asyk, a sheep-bone used as a child’s toy, Said Ata-
bekov burning a hole in the Koran and placing a stone in it, a sign
of pre-Islamic pantheistic beliefs.

Erbossyn Meldibekov. My Brother - My Enemy. Photo, 2001
EpbocbiH Menbdubekos. bpam mol - 8paz moid. Pomo
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Thus, by declaring their identity on an individual level and demon-
strating their abilities on another, on the basis of reconstructing
the ancient traditions of eating, loving women and children, weav-
ing, playing musical instruments and trusting nature’s wisdom, in
their search for an identity, today’s artists have called into ques-
tion the relationship between the new, sovereign citizen of Central
Asia and his country.

The imagery in Erbossyn Meldibekov's (Kazakhstan) video-perfor-
mance, “Pol Pot”, is terrifying: it shows the heads of living people
with distinctively Asian features buried alive. Its semantics refer
to many cultural codes and signs. Historically it refers to Tamer-
lane’s Isfahan pyramid, Vereschagin's “Apotheosis of War”, and
the Soviet cult film, White Sun in the Desert, while in contempo-
rary terms it refers to a local bank’s Asian advertising campaign
and to the opening scenes of “Terminator |”. “Pol Pot” was also
a harbinger of the future: the Abu Ghraib photographs and the
electronic game, “The Snood”.

But these references are only one level of Meldibekov's work - a
summation of what the absence of freedom means. On the per-
sonal, regional, and human level it equates the human head to a
stone, an inanimate object unable to change the situation - “once
a stone, always a stone”.

For the artist, Mongol features are the essence of what it means
to be Asian and serve as the strongest sign of regional identity.
The political incorrectness of such an approach is apparently not




obvious to anyone outside Central Asia. In Meldibekov's very sim-
ple video-performance entitled “Pastan”, the author - whose facial
features are markedly Asian - sits for hours while he is slapped in
the face. The political incorrectness of this masochistic ode to the
myth of Asian submissiveness is clear.

Another politically incorrect example is “Monument to a Hero” in
which four real horses’ legs are mounted on a high ‘Roman’ ped-
estal.

Said Atabekov’s work - less angry, but equally clear — depicts the
average Central Asian as basically passive, yet capable of resis-
tance. The instruments of resistance are eccentricity, an asocial
attitude, and a tendency towards sacrifice. The artist himself often
plays the role of a wanderer, a penniless preacher, or a holy fool
dressed like a dervish in his performances.

In Atabekov’s performance, “Genghis Khan’s Dream”, after the
artist offers up a repentant prayer and falls to the ground, paint is
poured over him. And so all that the great conqueror leaves is his
criminal outline on the ground.

The visual symbolism of “Son of the East” derives from the wood-
en ring with its internal cross structure used to hold together the
axes of the yurt, the traditional Asian nomad dwelling. This ring,
a symbol of home and family, is one of the most familiar sym-
bols of the new era, today serving as the basis for independent
Kazakhstan’s coat-of-arms.

Erbossyn Meldibekov. Pol Pot. Video, 2000
Ep6ocbiH Menbdubekos. Mon Mom. Budeo

“Son of the East” is a boy whose image calls to mind the wooden
ring and its inner cross. His body is shown as a cross in a circle
reminiscent of both Leonardo da Vinci’s Vitruvian Man, as well as
the ideal proportions of the Renaisssance Man.

This palimpsest suggests another interpretation, at once ironic
and cruel: “Son of the East” is a victim crucified on a St. Andrew’s
cross on Kazakhstan’s state coat-of-arms.

Identity in contemporary Central Asian art is therefore an oppo-
sitional, rapidly evolving, modernizing intellectual system. The
phantom of post-modernism is acquiring increasingly real fea-
tures as the search for differences and the exploitation of Central
Asian myths and stereotypes comes to an end, to be replaced with
deeper concepts. A supra-regional concept is emerging, one that
proceeds from local issues to metaspaces with reference to world
politics, economics, culture, and information.

The symbols of Central Asian cultures and traditions are being
absorbed into worldwide artistic codes. Although this may compli-
cate their comprehension, it also lends mysterious new elements
to intertextual dialogue. Transgressions of cultural spaces diverse
in type and in time occur when ‘national’ signs are placed in new
environments and by the reverse process, when boundaries be-
tween local idioms are erased, creating new international code
systems. In this way relationships are developed with the world at
large, a world that now includes Central Asia.

The photographic series, “Shadows”, by Gulnara Kasmalieva and
Muratbek Djoumaliev (Kyrgystan) tells a short metaphysical story
about the transformation of sheets stretched out in the grass. In
fact, the story refers to events in the Ferghana Valley where vio-
lent conflicts have occurred between the local Kyrgyz, Uzbeks,
and Tajiks.

Camouflage fabric of various hues stretched over a wooden frame
forms Said Atabekov’s “Winter” and “Summer in Afghanistan”.

Erbossyn Meldibekov's “My Brother — My Enemy” shows two fig-
ures facing each other with pistols pointing into their mouths, a
reference to the Central Asian dialogue between the “fraternal
republics” — a hopelessly outdated Soviet political myth devoid
of meaning in an era when global ‘fraternal’ relations take place
within a different system of contacts.

Said Atabekov's “Neon Paradise” shows a dervish sitting in front
of a supermarket entrance, his prayers and bows out of sync
with the automatic opening of the supermarket doors. The video
soundtrack - the idyllic, though absurdly inappropriate chirping of
birds - ironically underscores the shaman’s mysterious power (or
lack thereof) over artificial ‘nature’.

By laughing at himself as a stereotypical Asian dervish, he is also
poking fun at the trendy western interest in customs of traditional
societies, customs that have long since been turned into exotic
entertainment and souvenir sales by fake ‘shamans’.
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The rapid westernization of Central Asia, the introduction of transnational con-
cepts, categories, and schema - from sneakers to spam, from barrels of oil to
stinger missiles, is changing the region’s appearance. The roadside yurt-res-
taurant with a Coca-Cola sign over its entrance is a common sight. The Mayor
of Almaty recently remarked that Almaty has become a typical American city.
Ethnography is a geographical phenomenon, tied to place and time. In Gulnara
Kasmalieva’'s performance, artificial hair - a decorative ethnographic element - is
braided into her real hair. When she cuts off her braids, the artist also cuts off
part of her own hair.

Said Atabekov’s self-portrait shows the artist wearing a t-shirt from Berlin’s
Checkpoint Charley Museum reading “You are now leaving the American sector”
while he stands in front of a roadsign reading “Kyrgyzstan”, a country whose ter-
ritory now hosts American military bases.

Godot’s arrival is expected from?

For the new Central Asian countries to be integrated into the global context
it was enough to declare their independence and to affirm their loyalty to the
United States. However, unofficial artists need a lengthier intellectual process to
feel they have become citizens of the world. For these artists, personal, artistic,
ethnic, and national identity is the only means of self-awareness.

Erbossyn Meldibekov’s performance and Turkmenbashi’s performance, in which
the leader shows the sun where to shine, are two sides of the same coin, each
bearing an Asian profile. The price is US $57.72 a barrel - and that is unfortu-
nately the most reliable measurement of Central Asian identity today.

Gulnara Kasmalieva, Murat Djoumaliev. Shadows. Photo, 2000
l'ynbHapa Kacmanueea, Mypam Lxymanues. TeHu. ®omo
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Banepua N6paesa

B oxungaHun logo: cpeagHea3naTtckad BepCcud nomcka mnageHTn4HoOCTun

Okc-coBeTckas CpefHsas A3nsd, OOWH M3 CaMbiX 3aKPbITbIX U
TauHCTBEHHbIX pernoHoB CCCP, cerogHa, nocne nageHus
KENe3HOro 3aHaBeca W TpuHapuaTu neT He3aBUCUMOCTHU,
— NepekpecToK reononuTUYECKUX WM 3KOHOMUYECKUX MHTEpPEeCcoB
CWA, Kutas u Poccuu. Knagosas HedTw, rasa, meTannos,
kak newepbl Anu-babbl, npuBnekaeT BHMMaHME AWNNOMATOB,
nyTeWwecTBEHHNKOB, ON3HECMEHOB, aBAHTIOPUCTOB U XYLOXHUKOB.

BypHble nonutuyeckue npoueccol B KasaxctaHe, KbiproiacTtaHe,
Y3bekuctane, TagxukuctaHe M TypKMEHWCTaHe, MOUCKM CBOEFO
nvua, onpegenswowue WX MecTo B MUPOBOM coobuecTse,
0e3ycnoBHoO,  CTUMynupywT  noTpebHocTb B BbipaboTke
VHOMBUAYANbHBIX  KYNbTYPHO-WAEHTU(PUKALMOHHBIX  Mofenen
Kaxpon cTpaHbl. [ebaTbl 0 HauuOHanbHOW MAee MPOUCXOAAT

The Ark of Neutrality, Ashgabat, Turkmenistan. 1998
Apka Helimpanumema, Aweabam, TypkmeHucmaH

Ha KyXHsAX, B Maccmeaua, napnameHTax. EcTecTBeHHO, 4TO
nogasnsawuwee 6OonbwuHCTBO B obWecTBe, [0Nroe Bpems
CyllecTBOBaBIUEM B NPOCTPAHCTBE COBETCKUX  KYNbTYPHbIX
CTaHJapToOB, OCHOBAHHbIX HAa akKynbTypayun Bcex 6e3 ncknioyerus
Hapogos CCCP wu cTpaH Bapwasckoro Aorosopa, HblHe
paccmaTpuBaeT CUTyalLWio C MO3ULMA KOMNEHCATOPHbIX TEOPWit,
HanpaBneHHbIX Ha (OpMUpOBaHWE MPUOPUTETHLIX MO3ULUA, Kak
HbIHE NMPUHATO FOBOPMUTb, «rOCyAapcTBOO6pPa3yoLWmx» STHOCOB.

Haubonblwnii nporpecc B npoyecce akkynbTypaunuu Obin JOCTUTHYT
B CpefHea3naTckoM peruoHe, B cuny HeauddepeHLUpOBaHHOM
3THNYECKOM W KYNbTYPHOM WAEHTUYHOCTM MeCTHbIX 00uWecTs,
MOCTPOEHHbIX elle Ha pOoAO-MNEMEHHbIX OTHOLWEHUAX; 9TO
npumepHo TO, ¢ 4em cTtonkHynucb CLIA npu cTpouTenbctee
«AemMoKpaTMyecKkoro rocygapcTea» B COBpeMeHHOM AdraHucraHe.
B 1924 ropy coBeTCKOM BnacTbt ObINO NPOBEAEHO TaK Ha3biBaeMoe
«TONOPHOE pa3feneHne» — Mo NuHelke, JOCTATOYHO FMAHYTb Ha
KapTy permoHa, reoMeTpMYeckme 04epTaHMa KOTOPOro HanoOMUHaKT
TPEYroNbHUKN W CETMEHTbI, HAHECEHHbIe Ha kapTy AdpukaHcKoro
KOHTUHEHTA.

B  pesynbTtate  korga-to  obuwee  MCTOPMKO-KYyNbTypHOE
npoctpaHcTBo MpaHa wn TypaHa, coOCTBEHHO W sABRsAKLleecs
reorpaduyeckoit LleHtpansHon Asuen, auddepeHLnmpoBaHHoe B
OCHOBHOM Mo cnocoby npou3BoACTBa: B CTENU — CKOTOBOAYECKOE,
B ropogax — peMecneHHoe; HbiHe, C BO3HWKHOBeHMeM B 1991 rogy
HOBbIX HE3aBWUCUMbIX rOoCyLapCTB, CTano npeaMEeToM fJenexa
W NPUYYONUBLIX M3bICKAHMIA. YHUYTOXEHWe Ko4yeBOro cnocoba
CYLLEeCTBOBAHNUSA B CTEMHOW 30HE W WUCNAMCKOro — B FOPOACKOWA,
BbI3BaHHOE CTPEMIIEHNEM K YHUDUKALUN HACeNeHns u co3gaHuio
abcTpakTHbIX «Tpyaswuxcs macc Coetckoro Boctoka, npueeno k
MOYTM MOSTHOMY Pa3pYLIEHUIO KyNbTYpPHOI TPAANULUN U UCTOPUYECKON
namatu. Takum obpasom, Obin COBepLEH BUPTyanbHbI CKa4yoK B
cBeTnoe byayuee, 3adpuKCUMPOBaHHbIA COBETCKOW mponaraHaomn B
nnakate, n3obpaxaBweM BCaAHMKa, MepeckaknBawLlero yepes
npensTcTBue, ¢ Hagnucbl «M3 heogannama — B couManmamy.

Pacnap Cosetckoro Coto3a 1 06bSBNEHNE CyBEpPEHUTETA BEPHY NN
CpepnHioo A3nio BUCXOAHYH TOYKY, o6oratu obuiecTsa anemeHTamm
COBETCKOW LMBUNM3ALUMM — MOHOArpuKynbTypamu — XMOMKOM U
MieHnL e, MOHOMPOMBIWNEHHOCTbID — B OCHOBHOM [00biBaloLwwen
M MOHOKYNbTYpPOM — «counanuctuyeckum peanusmom». C aTum
HacneA4CcTBOM HOBbIM CTpaHaM NPpeACTOSN0 BONTH B HOBbIN, XXI Bek
B KayeCTBe paBHOMPAaBHbIX Y4AaCTHUKOB MUPOBbIX MONUTUYECKHUX,
9KOHOMMYECKMUX M KyNbTYPHbIX NPOLECCOB.
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MckyccTtBo LleHTpanbHoit A3um:

OTBeprHyB  uMAeonornl  KOMMyHu3Mma, nposo3rnacus cebs
OPUEHTUPOBAHHLIMU HA PbIHOK, CBETCKUMM, LeMOKpaTU4eCKUMM
W MONWUITHUYECKMMM, OHWN MPUHANUCHL 3a CO3[aHue U yKpenneHue
OCHOB rocyfapcTBeHHOCTU. TeM He MeHee, MPUHLMMbI COBETCKOM
KyNbTYpPHOW MOMUTMKW, NMOAXOA K KYNbType Kak K MHCTPYMEHTY
obcnyxuBaHua BNacTU COXPaHMNNUCh NOKa U B HOBbIX YCNOBUSAX.
MeTtog couuanuctuyeckoro peanuama 6bin eAUHCTBEHHOMN,
3aMKHYTOM M XOpOLWO pa3paboTaHHO! MGE0N0OTMYecKoil cTpaTermen,
MeXaHW3Mbl KOTOpoW paboTanu B TeYEeHWe CEMUAECcATH neT.
Mpu atom Heobxogumo mnpu3HaTh, YTO, Hacaxpas COBETCKUE
KynbTypHble CTaHAapTbl, COBETCKas BNAcTb, TeM He MeHee,
WHuunmuposana noseneHvwe B CpeaHeit A3un eBponenckoro tuna
KynbTypbl.

O6baBuB  cebs  CyBEpPEHHbIMW, HOBbIE  CpefHeasnaTckue
rocygapctea BCTanu nepefj HeoOXOAMMOCTbIO  MONUTUKO-
KynbTypHOW ~ camMOMAEHTMdMKaLMN, HavyaB  MAeonorunyeckoe
CTPOUTENLCTBO C TOr0 X€, YTO W COBETCKas BnacTb Ha dTane
BO3HUKHOBeHUs CCCP: MoHyMeHTanbHOW nponaraHabl.

OCHOBHOM 3ajaveil «CpeaHeas3naTCckoro nnaHa MOHYMeHTanbHOM
nponaraHably sBNseTCs YTBepXKAeHWe rnyboKON MCTOPUYHOCTH
rocyfapcTBeHHblx ~ obpasoBaHuii. M3  aHHanoB  ucTopuu
BbiMCKUBAlOTC Hauboree noaxoAswme Aans 3Toro aktsl W
nepcoHanuu, NpPOM3BOSUTCS  PEBU3NS  apXeoNoruyeckux u
NCTOPMYECKNX U3bICKAHWA, nepecMaTpuBawTCs MUDONOTUS K
conbknop. Bnpouecce BbIpaboTkN KyNbTypHO-UAEHTUDNKALMOHHON
MOAENNU MOHATUS «CYBEPEHHOE» W «HaLuMOoHanbHOe» MnonyyawT
TPaKTOBKY, OCHOBaHHYld Ha NpUOpUTETE TUTYNbHbIX 3THOCOB,
Kaxablii M3 KOTOPbIX M BbLIMCKWBAET CBOEro «oTua Hauuuy,
BCTABNSeMOro B  MAEONOrMyeckyw  Abipy, 06pasoBaHHyi0
pasBeHyaHuem kynbta B.W. JlenuHa. Ocsoboauslmecs nocne
CHOCa NaMATHUKOB OCHOBOMOMOXHWKY COBETCKOW MAE0Noruu
caKpanun3oBaHHble NPOCTPAHCTBA — Yalle BCEro rnaBHble NNnowaamn
rOPOLOB — 3aNONHSAKTCH HOBLIMU (hETUAMM.

B KasaxctaHe wum cTtan 6opely C AXYHrapckum BIMSHUEM
AbnaiixaH, B Y3bekuctaHe — cpeJHEBEKOBbI 3aBOeBaTENb 3MUP
Tumyp (TamepnaH), B TypKMEHUCTaHe — repol COBPEMEHHOCTH
Typkmenbawn, B Tagxukuctane — Micmann CamaHu, ocHoBaTenb
AnHacTum CamaHngos.

dopmupoBaHue HayMOHANNCTUYECKON ICTETUKN MPOUCXOAWNT Ha
OCHOBE MMUTALMUM npuHUMnoB esponeickon actetukn XVI - XVII
BEKOB, KoTOpas MOMHOCTbI0 OTBEYaeT 3ajaye rocyfapCTBEHHOrO
nacceusma, HanpaBJIeHHOr0 Ha YAPEBHeHNe UCTOPUM N CO3AaHue
Muda 0 BENMYMN COBPEMEHHbIX HapogoB CpeaHen Asuu, co
CHallnepckon TOYHOCTbIO onpegensas Aans cebs NpPUOPUTETHBINA
ncTopuyeckun cTunb: 6apokko W knaccuun3m, Kak M3BECTHO,
BO3HMKNM B CBA3KM C opmupoBaHuem B EBpone rocygapcts,
OCHOBAHHbIX Ha CUNbHO HALMOHaNbHON MAEE N aBTOPUTAPHOM TUNe
npaBneHns. Tak, npuHagnexawuin HelHe Y3bekuctany TamepnaH
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BOCCeJaeT Ha KoHe B NOMHOM COOTBETCTBUM C MaHepoi bepHuHu:
CUNbHas AMHaMWKa, CBeTOTEeHeBble 3PMEKTbI, IKCNPeCcCUsa nenku
n 1.0. (cm. panee yuyebHuk uctopum uckycctea). EBponeiickas
knaccuyeckas Tpaguuua u3obpaxeHus repoeB B AHTUYHBIX
ofexaax Takke npogonxeHa — TamepnaH B TallkeHTe ofeT B
KOCTIOM APEBHEro corauiua, xoTs CpefHEBEKOBbLIA 3aBoeBaTeNb
6bin MOHronom. McTtopuko-aTHorpaduyeckas aknekTuka cosgaet
HOBYIO FEONONUTUYECKYID CEMAHTUKY, KOTOpas AOMXHA yTBepAUTb
WCTOPWUYHOCTb COBpPEMEHHOro Y3bekucrana.

B [Oywanbe xe, cTtonuuye TapXukncTaHa, YCTaHOBMEH
AEMOHCTPaTUBHO newuni namaTHuk Mecmauny CamaHnu, CTponsluemy
ropoga, nogaepxuBalnllemy 3emnegenne v passutue pemecen.
30M04€eHbIN CUNYIT BLIPUCOBLIBAETCA B NPOEME rPaHANO3HON apku,
nMetoLennpoToTUNOM NnopTanel Megpece nmas3onees CamapkaHaa
n Byxapbl, koTOpble HbIHE HaxoaaTca B Y3bekucrane.

Takum 06pa30M, ncrtopnyeckne nUYHOCTWU BOBJIEKAKTCA B
COBPEMEHHbIE TEPPUTOPUAnbHbIe CNOPbI U, NPOBO3rnawadacb oTUamMu
HaLuK, CTAHOBATCA CMMBOJIAaMM HOBbIX rOCYapCTBEHHOCTEN.

MpuaaHne  3KCKNIO3WBHBIX  rocygapcTsoobpasylowmux  npas
«0TLaM HapoAoB» APEBHOCTUM MNPOWCXOAWNT, HECOMHEHHO, W
ANd  cO34aHMA  MAen MNpPeemMCTBEHHOCTM BRAacTW, MNOCKOMbKY
HblHEWHNE npaBUTenu-npe3ngenTsl yTBepxgatwT ceba otyamu-
ocHoBaTenamMmu, gasBlWUMN He3aBUCMMOCTb HOBbIM rocygapctesam
CpefHel Asuu, xoTd, Kak M3BECTHO, «napaj CyBEepeHWTeTOB»
nponsowen «cBepxy», BcneacTsue passana Cosetckoro Cotosa.
YCTaHOBWB aBTOPUTApHble PEXWMbl M HaxoAsCb Yy BNacTU yxe
Bonee naTHaguaTh NeT, Npe3nAeHTLI YBEPAIOT, YTO «BO3POXKAEHME
HauMoHanbHOW [YXOBHOCTM» U «BO3BpalleHMe K Tpaguuuny
COCTOSNUCb  MOCPEACTBOM  CO3AAHWA  HALMOHaNMCTUYECKOM
Knaccuuym3npyroLen acTeTUKN, KoTopas u aBngaeTcs, co6CcTBeHHO,
NPU3HAKOM HaLWOHAMNbHON NLEHTUYHOCTH.

KoHHbIn AbGnaiixaH Ha BoOk3anbHOW nnowaau B Anma-Ate,
ObiBweit cTtonuue KasaxctaHa, XeCTOM pyKM yKasywowuin nyTb
NPUEesKUM, B3rpOMOXKAEH Ha Y3KWA NOCTaMeHT, oboralieHHbli
CMNOXHO nponUnNUpoBaHHbIMU TATAMU, KOMMO3NUTHBIMM
OpHaMEHTUPOBAHHLIMU KanUTeNsMW KONOHH, MONMUXPOMUEH K
pa3HO(aKTYpHOCTbI KaMHsi. BTopoid KoHHbIA AGnaiixaH, Ha
3TOT pa3 yxe B HOBOW cTonuue AcTaHe, CTposlencs B ronoun
cTenu, 6onee CKpOMeH — 3TO CKOpee CTPOrMAW Knaccuuusm.
«HaunoHanbHble Tpaguuum» B 06OMX NaMATHUKAX CKyno
nogAepXaHbl  «HaluMOHamnbHbIM»  [1eKOPOM:  akceccyapamu,
MOHTOMOWAHOCTbID NUL U, HaTypanbHO, W306paxeHWeM KOHS,
KOTOpbIA AN KOYEeBOro B npownom obpasa Xu3HW 4eNCTBUTENbHO
SBNAETCH BaXHbIM MAEHTURNKALMOHHBIM MPU3HAKOM.

CTonb ypayHoe cOBMNajeHWe HoMaguyeckon u deodanbHo-
abcontoTucTCcKON Tpaauuuin nopogun B KasaxctaHe AocTaToO4HO
CUMNbHBIN 3 EeKT TUPAXHOCTU: OTHbIHE KaXAblM FOPOA, KaXablit
PaiOHHbIN  LEeHTp CcTpemMuTca 063aBeCTUCb CBOMM  KOHHbIM



repoemM. BosHukwux u3 donbknopa, nereHa W npepaHui,
yacto 00bSABNSEMbIX NpeaKamMu HbIHEWHUX MHOTOYMCIIEHHbIX
HayanbHWUKOB yX€ MOXHO CYMTaTb JecATKaMu, U Hecny4yaeH TOT
akT, 4YT0 GONbWMHCTBO COBPEMEHHbLIX Ka3aXCTAHCKMX KOHHbIX
MOHYMEHTOB POXAatlT accoymanun co CKa3oYHbIMU NEPCOHAXaMMm,
reposiMn nereHg, B KOTOPbIX MOryymn repon u3baBnsn CBOIO
poauHY 0T 3no6HbIXx BparoB. Takum o6pa3oM ApeBHWUE TpeKH,
4neHsbl apxanyeckoro obLecTBa, MapkupoBanu CBOU JOCTUXEHMUS,
06beanHss ux nog umeHamu «MpomeTen» unu «lepakn». Ho B
NOBTOPSEMOCTN MOTMBA COLEPXKNTCS HEKMA PYAUMEHT KYyNbTYpPHOI
namaTn. Kasanoco Obl, kKaxablii rOpoa Un ropoaok, BO3LBUr oL Ui
KOHHbIN MOHYMEHT Ha Nnowaaun, BepHONOALAHHO NOAAEPXKMUBAET
3NUAEMMUI0 MOHYMEHTANbHOrO rocydapCTBEHHOIO CTPOUTENBLCTBA.
C [opyroi CTOPOHbI, UX MHOXECTBEHHOCTb SIBNSIETCSH CNEfCTBUEM
elle XMBOW TpaauuWM CUNbHbIX POAONNEMEHHbIX OTHOLEHMWIA,
CBWAETENbLCTBOM LEHTPOOEXHbIX CUM, CNOCOOHbIX BbIXMBATb
6es3 ykasytuwero nepcra, 4YTO, KOHEYHO, MPOTUBOPEYUNO ujee
aBTOpPUTApPHOro rocygapctea W Obino  BCKOpe  3anpeLleHo
NoCPeACcTBOM  HeoduuManbHbiX, HO  AOCTATOMHO  BHSATHbIX
yKasaHui.

Npes COBPEMEHHOTO abconwTnama, BblaaBaemas 3a

«HaluWoHanbHyl», Hallna CcBOe HauBbiCllee BonnolieHne B
TypKMeHVICTaHe, npe3ngeHT KOToporo HacTONbKO  YeCTeH,
470, B COOTBETCTBUM C [AEeMOKpaTU4yeCKMM BONEen3bABNeHUem
Hapoda, MNOKOPHO nNpWHAN CBOE€ MNOXW3HEHHOE M36paHme Ha

CBOM Xe BbiCOKMA nocT. B cBasu ¢ yem Apka HeiTtpanuteta B
Awxabape, npeactaBnsiowas coboi rpomagHblii, BO3HECEHHbIN
Ha Tpex MOLHbIX Onopax, NocTamMeHT W3 0eToHa W cTekna, ¢
napagHbIMu MOMELLEHNAMN BHYTPU, YBEHYAHA 301104€HON Urypon
CanapmypaTa HusizoBa, nmoBopaymBawlencs B 3aBUCUMOCTM OT
NoNOXeHUa conHua Ha Hebe.

B paHHOM cryyae MOXHO rOBOPUTb yXe Aaxe He O CTUIUCTUKe
Gapokko, HO M o 6omnee ApPeBHUX MMNEpPUSX, BO3ABUTABLINX
KOMOHHBI TpasiHa, Meranutuyeckue ckynbnTypbl KoHCTaHTMHa, W
APYIMX @aHTUYHBIX UCTOPUAX, CTONb NOOGUMBIX FONNMBYAOM.

C opyroii cTopoHbl, ABMXYyLWasnca ctatys Typkmen6awm, 6e3ycnoBHo,
ABNAETCA KUHETUMYECKUM O0OBEKTOM, B YeM OYEBUAHO BUsAHUE
HOBbIX TexHonoruii. Ciopa npocutcs passuTue Mbicnu Cnasos
Kunxeka, yTBepkaawLWero BNuAHMEe COBETCKOM apXWTEKTypbl Ha
acTeTuky Toro xe lonnueyga. Mon-cdunocod cessbiBaeT ob6pas
Kunr-Konra, ctosiwero Ha kpoilwe Hebockpeba, ¢ Meranutunyeckoi
curypoir JleHnHa Ha BepwwuHe [Bopua CoseTtoB. B cnyyae xe
Apku HeiTpanuteta BMoNHE BO3MOXHO roBoputb 00 obpaTHOM
apdekte — BnuaHuu lonnueypa, BKNYawwero B obpasHyw
CTPYKTYPY CBOMX MOHYMEHTanbHbIX NPOU3BEAEHUA MPUMUTUBHO-
HacTpOEHYEeckMe TpakToBKM 06bEKTOB Npupoabl. Ponb nevanbHoi
ronnuBYACKOW NyHbl Hap BnobneHHbiMm KuHr-KoHrom B cnyvae
onTumucTuyeckoro TypkmeHbawu urpaeT HaTypanbHOe [HEBHOE
CBETMIIO COMHEYHON TypKMeHuH.

“Gentle Palms” Composition, Baiterek tower, Astana, Kazakhstan. 2004
Komnosuyus ‘[obpbie nadoxu”, 6awHs balimepek, AcmaHa, KazaxcmaH
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MckyccTtBo LleHTpanbHoit A3um:

BocnpuaTtne HOBbIX TEXHONOTWA Yepe3 MONYMAUCTCKYI 3CTETUKY
lfonnueByaa - BMNOMHE ONpaBAaHHbIi MeToL COBPEMEHHOro
aBTOpUTapHOro cpefHeasnaTtckoro guckypca; ewe PonaH bapt
oTMeyan, YTo NoNoBUHYATbIA, MEXEYMOYHbIN 3HaK, konebniowmincs
Mexay WHTennektyanbHbIM W HYTPAHbIM, ABNAETCA OCHOBOM
OypxyasHoro 3penuuia, nuuemepHo npuceauBatwLwero cebe nms
ectecTBeHHoro. CobBCTBEHHO, TOANUBYACKUMU Xe CTaHAapTamu
MOXHO M3MEepWUTb BbickadaHHoe TypkmeHbalu napy neT Hasag
CKPOMHOE XenaHue ctaTb CNeaylowmm npopokom nocne Mucyca u
Myxammena — elie He 6Orom, HO yXKe U HE YeNOBEKOM.

Typkmenbalin, oAHaKko, He OAMHOK B CBOeM cBoeobpasHOM
MapruHanuaMe - MexeymouHble 00bekTbl, o0ObeauHAOWMe
PENUr1no3Hble 3HaKOBbIE CMCTEMbl C GE3YMHbIMU TONAUBYACKUMN
cloxetamn 06 3MEKTPOHHOM YyNpaBneHMM MUPOM, CYLECTBYIT W
B KasaxcraHe.

OnemeHTamu MoHymeHTa He3zaBucumoctnB Anma-ATe MBHYTPEHHETO
ybpaHcTBa bawHn baiTepek B AcTaHe SBNAKTCA OTNEYaTKN PyKK
npe3ngeHta Hasapbaesa. bpoH30Bble NoguyMbl, B NEPBOM Criyyae
— B BWAE KHUTU, BO BTOPOM — B BUAE TPaAMLWOHHOrO amyneta
«Tymap», NpefcTaBnsTCA CBOEro poaa CEHCOPHbIMU KnaBuLlamm,
pearupyowuMm Ha onpefeneHHblil Habop nanuANAPHLIX NUHWI,
HaxaB Ha KOTOpPble, MOXHO LUCTAHLMOHHO U C YCNEXOM YyNpaBnsaTh
cTpaHoi. 3T 6poH30BbIE CEHCOPBI OTChiNakT Kk hunsmy « Total Re-
call», B ¢huHane kotoporo nobenoHocHbIn ApHonbg WBapueHerrep
(ry6epHaTOpCTBO KOTOPOro Takxe rny6oko CUMMBOMWYHO), Haxas
Ha cnej nNafjoHW WHOMNAHEeTSHWHA, Aan MapcUaHCKOMY Hapoay
BO3MOXHOCTb BAbIXaTb BO3AYX MONHOM rpyabio.

B 1o e Bpems OTmevyaToK pykM — 3TO YCTOWYMBLIA CMMBON
0fHOro M3 MUGOB ucnama, Tak HasbiBaemas «Pyka Anu» - 3974
W cnofBuXHMKa npopoka. Haxopswascs B AcTaHe KOMNO3WLuS
«[lobpble nNagoHM», Kak yxe roBopunocb, nomeweHa B 6HalwHe
baliTepek, B KOTOPOW, KPOME CIOXHOrO NOAMYMa ANSA HEE, HUYEro
HeT. paHano3Hoe 97-MeTpOBOE COOPYXEHMe SBNAETCH NPOCTO
NOCTaMEHTOM NOA OTNevyaTok PykW npes3npeHTa, a 3aragouyHoe
ANA MHOTUX Has3BaHue bawHu — banTepek — Kak BbIACHMNOCL —
pogoBoi 60eBOM kNUY poAa WanpawTbl, K KOTOPOMY NPUHAANEXKUT
Hasapbaes.

... npuwen Mopo.

Mpouecchl Noucka MAEHTUYHOCTM W KOPHEW, MbilHbIE NO3YHTH
BO3BpAlleHMs K HaUWOoHamNbHOW TpaguuMu W BO3POXAEHMA
AYXOBHOCTW, TeaTpanbHbii Nadoc YTBEPXKAEHWUS OpPEeBHeRWwmnx
OCHOB TOCYJapCTBEHHOCTM W HEe3blGNEeMOCTU CYBEPEHUTETOB
B CpeaHeas3naTckoM peruoHe, MCTOPUYECKUE WCCREa0BaHNS,
anennaunM K WUCTOPUYECKMUM U COBPEMEHHbIM 3CTETUYECKUM
cuCTEMaM, NPUBNEYEHUE apPXau4yeCcKUX W HOBbIX TEXHOMOTWIA
— BCe rpaHauosHble ycunus u danbcudmukaymm HanpasneHsl Ha
nepcoHanbHble caMouaeHTUDUKALMM NULEPOB ...
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B 2002 ropgy B XeHeBe kuprusckas xypoxuuua [ynbHapa
KacmanueBa npeseHToBana neppopmaHc, cCofepxaHue KOToporo
COCTOAMNO B CMEeAYyLeM: ee acCUCTeHTKa Tkana Ha NPUMUTUBHOM
TKAaUKOM CTaHKe HeKoe MieTeHue, COCTOABLIEE M3 [NWNHHbIX KOC
XYAOXHULbI, NPOTAHYTLIX BAOMbL noauyma. Cama aBTop, ogetas B
HaLWOHaNbHY 0feXAY, CUAsA Nepeq 3puUTEeNamMn U «NpUBS3aHHan»
Takum obpasom Kk cTaHKy, urpana Ha kobbide — [ApeBHEM
WHCTPYMEHTE KOYeBHMKOB. 10 OKOHYaHWM MeNnoAuMn OHa oTpesana
kocbl M MOrna HakoHel BcTaTb, 0CBOBOAMBWNCL OT CBOWX
«npuBsi3aHHocTen». Peskas AeknapaTMBHOCTb nepdopmaHca,
Npo3By4YaBlWas KaKk CWUIbHAs Herauns CNEKyNAaTUBHBIX WIp C
HaLMOHanbHON KyNnbTypoi kak 6peHAOM He3aBMCUMOCTH, — OfHA
W3 COCTaBNAKLWMX HOHKOH(POPMUCTCKOrO ANUCKYypca, B KOTOPOM
paboTaloT HeoduuManbHble  XyAoxHWkM  CpepaHeasmaTckoro
peruoHa.

C npyroii CTOPOHbI, aKTUBHO paboTatlne akTyanucTbl, NPOXUBLIME
npu COBETCKOW BNacTu [Be TPeTU CBOEN XW3HW, HEOXWAAHHO
OYYTUBLIMCH XUTENSIMW COBEPLUEHHO APYruX CTPaH, eCTECTBEHHO,
03ab04yeHbl NpobnemMoit NAEHTUYHOCTU; HaLMOHaNbHas TpaguLus,
NPUYacTHOCTb K KOTOPOI oWyl aeTCa MMM OY4EHb OCTPO, HE MOXET
He ObITb BKITOYEHHON B UX aKCMOMOTHIO.

Gulnara Kasmalieva. “Goodbye song”. Performance, 2001
lynsHapa Kacmanuesa. “llpowansHas necHa”. lleppopmarc




CunbHOW TeHAeHUMWen akTyanbHoro wuckycctea CpepHen Aauu
CTano yTBEpXAEHMe NpaBa YernoBeka Ha BO3MOXHOCTb ObiTb
WHbIM, MpWHagnexaTb K WHOW Tpaguuuu, wumeTb APYrylo, He
€BPONOLEHTPUYHYIO UCTOPUIO N KYNbTYPY, APYTOA NCMX0N3NYECKMN
Tn. B T0 Xe camoe BpeMs KOHCTaTMpyeTCs oWwyLieHne ceba yacTbio
yenoseyecTBa, CNOCO6GHON K N3MEHEHMAM M YTBEPXKAEHMIO CBOMX
NapuTeTHbIX OTHOWEHUA C MUpoM. Ha3BaHWs BbICTaBOK, BNEPBbIe
B uctopun CpeaHenn A3un nposefeHHbix B Tevenne 2002 roga B
EBpone, roBopsaT camu 3a cebs — “No Mad’s Land” (BepnuH), “Re-
Orientation” (Beiimap), “Trans Forma” (enesa).

Erbossyn Meldibekov. Monument to a Hero. Installation, 1999
Ep6ocbiH Menbdubekos. lMamamHuk 2epow. MHcmannayus

Ha uHAMBMAyanbHbIX YPOBHAX 3Ta TEHAEHUWUS NposBNAeTCA B
nomcke si3blka OTNNYKIA, @ He N0A06NIA, OCHOBAHHOTO Ha pa3pyLeHuH
9THOrpadu4eckn-cyBeHMpHOro cTepeoTuna, 3aKOCHernoro
B3rnafa Ha nwogen W pernoH. Kpome TOro, npososrnaiwiaertcs
KOHTEHWaNbHOCTb MUPY UCKYCCTBA; HA Ha4YanbHOM 3Tane 0CobeHHO
CUNbHOM Bbina opMeHTayMs Ha MOCKOBCKWIA aKLMOHU3M.

Moatomy nepdopmaHc 'ynbHapbl KacmanueBon cogepxuT, Kpome
yKe 0603HaYEHHbIX KPUTUYECKMX CMbICNIOB, CMbICA MPUCYTCTBUS B
HEM XyLOXHWLbl Kak COBPEMEHHOTO YenoBeka, obnagatwwero scein
CYMMOW 3HaHWUMN, MbiCNei, YyBCTB W npaB 6bITb camon cobon.

MockonbKy paspylweHue TpebyeT nepBoHa4YanbHOro pa3bACHeHMUs
B CUNYy OTCYTCTBWSA Kakoi-nmbo BHATHOW uHdbOpmauum 06
MCTOPUM pernoHa, MHorme paboTbl OCHOBaHbl Ha AeTanbHbIX
PEKOHCTPYKLMAX TPaAULMOHHOTO 6biTa, CHATUM CNIOEB COBETCKOM
W Pennurno3Hon mopanu, eBpONENCKUX M BOCTOYUHBIX KYNbTYpPHBIX
HOpM, Aecakpanuiayun puTyanbHOro yCTpOMCTBa NOCTCOBETCKOTO
obwectea. Kak u nepcdopmanc T[ynbHapsl Kacmanueson,
BonblWMHCTBO paboT uMeT wWOoKMpyKWKUin xapaktep — Kawat
W6parnmos Ha rnasax y usymneHHoi nybnuku ybusaet 6apaHa,
Pyctam XanbuH cHumaeT ¢unbMm, noApobHO u3narawowmi
pgeTtann KouTyca, OCyWeCTBNSieMOoro BepxoM Ha KoHe, CakeH
HapblHOB CTaBWT NamATHUK ACblKy — KONIEHHOM KocToyke BapaHa,
ncrnonb3ywllencs kak getckasa urpywka, Cang Atabekos npoxuraet
abipy B KopaHe n BCTaBnseT B Hee KaMeHb — 3HaK AOMCNAMCKUX
NaHTenCcTUYeCknx BEPOBaHMIA.

Takum o6pasom, 3ageknapupoBaB CBOKW MAEHTUYHOCTb Ha
NIMYHOCTHOM YPOBHE, J0Ka3aB CBOM BO3MOXHOCTM MO-APYroMy, Ha
OCHOBE PEKOHCTPYKLMM APEBHEN TpaauLun ecTb, NIOOUTbL KEHLLNUH
W AeTeil, TKaTb, UTPaThb HA My3blKanbHbIX MHCTPYMEHTaX U BEPUTD B
pasym npupofabl, akTyanbHOe UCKYCCTBO B NOMCKaX UOEHTUYHOCTH
obpaTunocb Kk npobneme OTHOLWEHWUI YenoBeka, rpaxgaHuHa
CyBepPEHHO cpefiHea3naTckon cTpaHbl, CO CBOUM roCyaapCTBOM.

O6pasHas TkaHb BuaeonepdopmaHca «[on MMot» EpbocbiHa
MenbpubekoBa (KasaxctaH), npeacrasnsawwero coboi cTpaliHoe
3penuue — TOMOBbl XMBbIX, 3aKOMaHHbIX B 3eMM0 nwgeir ¢
CUNTbHO BbIP@XEHHbIMU a3WaTCKUMW YepTamu NuL, COCTOMT W3
annuTepauuin, CeMaHTMKa KOTOPbIX OTCbiNaeT KO MHOXeCTBY
KyNnbTYpHbIX KOAOB U 3HakoB. McTopuyeckum - WcdaraHckon
nupamuge TamepnaHa, «Anodeosy BoitHbl» B.Bepewaruna,
KynbTOBOMY COBeTCKOMY ¢unbmy «benoe conHue NyCTbIHWY;
COBPEMEHHbIM — «BOCTO4HON» pekname WHkombBaHka, HayanbHbIM
kagpam nepsoro «TepMmuHaTOpar; npeaBocxuwawwmum byaywee
(pabota cpenana B 2000 rogy) — dotorpacuam u3 Aby-lpeiiba,
3NeKTPOHHOW wurpywke Snood. Ho annio3uum He ucuyepnbiBawT
MHOTOCIOWHBIX ~ CMbICMOB  paboTbl:  MTOroBas  KOHCTaTauus
cuTyauun HecBo60Abl — Ha TMYHOCTHOM YPOBHE, Ha PerMoHanbHOM
n oblevyenoBeyeckoMm — NpUpPaBHMBAET YENOBEYECKYIO TOMOBY K
OYNbIKHUKY, KAMHIO, HEOAYLIEBNEHHOMY NpeaMeTY, He CNoCOBHOMY
M3MEHUTb CUTyaLunio, — KOTPaAHEN KaMHEM ObITb ...
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CaMbiM CWUNbHBIM 3HaKOM perMOHaanoM WOAEHTUYHOCTN ANnd
XYOOXHUKA SABNSETCH MOHTOMOMAHOCTb KAk KBMHTICCEHLUS
asuaTtyMHbl,  HEeMOMUTKOPPEKTHOCTb  3KCMayaTauuum  KOTOpPOWl
OYEeBMAHA W HUKEM, Kpome Hero, B CpeaHeln Asuum He
apTukynupyetcs. Tak, B COBCeM NpoCTOM BueonepdopmaHce nog
Ha3BaHuem «llactaH» cam aBTop, o6napakWmnin Spko BbipaXeHHON
MOHFONOMAHOW BHEWHOCTbK, YacamMu CWAUT NOA  rpagoMm
CbINMIOLMXCSA HAa HErO MOLWEYUH, COBEPLIEHHO HEMONUTKOPPEKTHO,
C Ma30XWUCTCKUM YCepANEM M3AeBasicb Hag (hEHOMEHOM a3naTCcKoil
NOKOPHOCTH.

HaKOHeLl, COBEpPLWEHHO HENONUTKOPPEKTHbIE AeXa B0 BO3HUKAKT
npun paccmatTpuBaHuun «MamaTHMKa repotw» — 4yeTblpe HacTodllue
nowaxbW HOTU, BOBHECEHHbLIE Ha BbICOKUIA «pI/IMCKVIVI» NOCTAMEHT.

MeHee ApoCTHble, HO He MeHee XecCTkue BbiBOAbl AenaeT Caup
ATabekoB, Ans KOTOPOro CYBEPEHHbIN CPEAHMIA asuaT Takxe B
OCHOBHOM NacCMBEH, HO BCe Xe cnocobeH K CONPOTUBIEHMIO.
VIHCTpYMEHTbI CONPOTUBNEHUS CMeuudUYHbl — 4Yy[aKkoBaTOCTb,
acouuanbHOCTb, XEePTBEHHOCTb. Yale BCero cam XyAOXHMK U
BbICTYNaeT B ponu 6poAsru, HULWEro NponoBeAHMUKa, OPOANBOTO,
0feTbllt B KOCTIOM AEPBUMLIA.

B nepdopmance «CoH YuHrucxaHa» OH, mocrne BO3HECEHUS
NOKasHHOW MOMWTBbLI, Magan Ha 3emnio, a copaTHUkM obBoaunu
€ro cunyaTt kpackoi. B pesynbTaTe OT BRnacTtuTens ocTaBancs
TONbKO KPUMUHANbHbLIA CNef Ha 3emne.

Mactuw «CbiH BocToka» B OCHOBE CBOEI SBNAETCA M300paxeHnem
WwaHblpaka — AEPEBSHHOrO Konbla C BHYTPEHHEN KPECTOBWHOM,
CBA3bIBaKLWeEro octoB topThl. LlaHbipak kak CUMBON LOMalUHEro
ovara cTan ocHoBoW repba HezaBucumoro KazaxctaHa u ogHON U3
nonynsipHbIX MUONOremM HOBOTO BPEMEHMU.

«CblH BocToka» — 3TO0 Manbyuk, urypa KOTOporo noBTopseT
nepeknaguHbl [epeBSHHOW KPECTOBWHbI LlWaHbipaka. To ecTb
ABNAeT cob0it KPecCT, 3aKkNIYEHHbIN B KPYT, anennupywmin kK cxeme
Vitruvian Man JleoHapao ga BuHYM 1 maeanbHbIM NpoOnopuuam
«4yenoseka BospoxaeHus».

[laHHbIA NanMMncecT pOXAaeT HOBbIA, UPOHUYECKUA U KECTOKMUNA
cmbicn - «CblH BocToka» CTaHOBWTCS XepTBOW, pacnaTon B
nose cBATOro AHLpes Ha rocyaapcTBeHHoM repbe He3aBMCUMOTO
KasaxcTaHa.

Takum obpasom, npobnema OgeHTUYHOCTH B aKTyanbHOM UCKYCCTBE
CTaHOBUTCSH, MO CYTU, ONNO3NLNOHHOI, GLICTPO pasBMBaKOLLENCS U
Bce 6onee MogepHM3NpYHOLLENCS MEHTaNbHOK cuctemon. Mpuspak
noctmoaepHusma npuobpetaeT Bce 6onee peanbHble YEPThI: BpEMS
noucka v yTBepXAEeHUS OTNNYMiA, MepUoA NPOCTON aKcnnyaTayum
cpefHeasmaTckux Mudonorem 3akaH4ymBaeTCcs, CMEHMBLUMCb
6onee rny6oknmMn KOHLENUUAMU — B YaCTHOCTK, aKkTyanuanpyeTtcs
HagpernoHanbHbIi  KOHLENnT, OCyWecTBUBWMUA nepexos OT
nokanbHbiXx npobnem Kk MeTanpocTpaHcTBam, BOupakownum B
cebs npobrnemMbl MWPOBOW MNOMAUTUKM, IKOHOMMKM, KYNbTYpbI,
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WHdopMaunu. 3Haku cpefHeasnaTcKux KynbTyp W Tpaguuui
BNNaBnATCA B MWUPOBble KOAbl, C OQHOW CTOPOHbI, 3aTpyLHASA
YTEHWe, a C APYroil CTOPOHbLI — NpuaaBas IKCKI3NBHLIE UHTPUTK
WHTEpTeKCTyanbHbIM  Ananoram. TpaHCrpeccun pasHOPOAHbLIX
W pasHOBPEMEHHbIX KyNbTYpHbIX MPOCTPAHCTB MPOUCXOAAT
NnoCPeaCcTBOM MepeMelleHUs «HalWOHaNbHbIX» 3HAKOB B MHblE
cpefbl 4 HaobopoT, pa3mbiBas rpaHulbl NoKanbHbIX WMAWOM K
c03JaBas HOBble MHTEPHALWOHaNbHbIE KOJOBbIE CUCTEMbI.

Tak NPOMCXOAWUT BbIICHEHWE OTHOWEHMA C BGONMbWMM MUPOM,
HeMaloBaXHYI0 4acTb KOTOPOro 3aHMMAKT COCeAN NO PErnoHy.

Cepus doTorpaduit «TeHn» M'ynbHapbl Kacmanuesoin n Mypatbeka
Oxymannesa (KbiproiactaH), passopauuBatowjas metapumanyeckni
KOPOTKMIt pacckas 0 NMpeBpalleHun NPOCTbiHb, PACCTENEHHbIX Ha
TpaBe, B CaBaHbl, Ha CAaMOM Aene co3jaHa Ha matepuane cobbiTuit
B ®epraHckoi JONUHE, TAE NPOM3OW NN CTpaLlHble CTONKHOBEHUS
NPOXMBAKLWMUX 30ECb KUPrN3oB, y36eKOB M TaLXUKOB.

KamydnskHasa TkaHb pa3HbIX OTTEHKOB, HAaTAHYTasA Ha NOAPAMHUKY,
- «3uma» un «Jleto B AdranuctaHe» Caupa Atabekosa.

Said Atabekov. Son of the East. Photo, 1995
Caud Amabekos. CbiH Bocmoka. ®omo




Erbossyn Meldibekov. Pastan. Video

EpbocbiH Menbdubekos. MacmaH. Budeo

«bpart moit - Bpar moi» EpbocbiHa Menbaubekosa, rae ABa nepcoHaxa obpalyeHs
APYT K APYry, Aepxa BO pTax NUCTONEThbl, — cpefHeasnaTckuin gunanor «bparckux
pecnybnuk», — 6e3HafexHo ycTapeswas coBeTckas Mudonorema, notepsswas
BCAKMA CMBICIT, MOCKOMbKY HblHE OTHOLLEHMSA BCEX COPOKa ThicAY BpaTbes nnaHeThl
COCTOAT B ApYroW, rnobann3oBaHHON KOHTAKTHOM cucTeme.

«HeoHoBbi paity Canga AtabekoBa npeactaBnseT AepBuLla, CUASALLETO HANPOTMB
BX0Aa B cynepmapkeT. MonnTBEHHbIE MOKMNOHbI HE COBNAAAT C aBTOMAaTUYECKUM
OTKpbIBAHMEM ABepeit. HanoXeHHbI 3BYKOPSAA — UAMNINYECKOE U COBEpPLIEHHO
HeymMecCTHoe WwebeTaHne NTUYEK — UPOHMYECKOE YCUITEHNE MEeN HEOTPAHUYEHHOW
TAMHCTBEHHOW BNAacTu lamaHa Haj WCKyCCTBEHHOW «npupopon». Hacmewka
Hag camum coboil, HaxogAwWMMCa B CUTyauuW «3aKkpenneHHOro» asmaTckoro
amnnya, obopayuBaeTcs HacMELKOW Hajp MOAHbIM Ha 3anapge WHTepecom K
«eCTeCTBEHHbIM» MpakTWKaM TpaaMLMOHHbIX 0OLWEeCTB, 4aBHO NpeBpaTUBLLMXCS
B CYBEHMPHO-3K30TMYECKOE 3penuuie, Ha KOTOPbIX CMEKYNUPYT Ylble
adhpuKaHCKMe M asnaTCKne «lamaHbly.

CtpemutenbHas BecTepHusauus CpegHeit A3umn, BHeApeHne TpaHCHALMOHANbHbIX
W obLNX ANg BCEro Mupa NOHATUNA, KAaTEropui U CXeMm, OT CHUKepPCOB O cnama,
ot b6appensa A0 CTWHrepoB, MeHseT ee nuuyo. puaopoxHas pTa-pectopan,
Haj BXOLOM B KOTOPYK BWUCUT peknamHubiii cnorad «Koka-Kona», — HopmanbHoe
asnenune. HegasHo Map Anma-ATbl 3aMeTUN, YTO OHA NpeBpaTUNach B 3alITaTHbIN
amepukaHckuin ropod. OTHOC — ABNEHKUE reorpaduyeckoe.

Bnepdopmance l'ynbHapbl KacmanneBon MCKYyCCTBEHHbIE BONOCHI —AeKOPaTUBHbIN
3THOrpauyecknil anemeHT — npuBA3bIBanUCb Kk HactoAwuMm. OTpesas Kochl,
XYAOXKHULA 3axBaTbiBana YacTb CBOWX XMBbIX BONOC.

AsTonopTpet Canpa AtabekoBa, ofeToro B Mmanky u3 6epnuHckoro myses Check
Point Charly ¢ Hapnucbi «Bbl nokupaete amepuKaHCKWIA CeKTOp», CAenaH
Ha ¢oHe OGeToHHOro ykasaTens «Kbiprbi3cTaH», TEPPUTOPMA KOTOPOTO HblHE
npeaocTaBneHa ANg pasMelleHns amepukaHcKux BOeHHbIX 6as.

OTTyna oxupaetca npuwecTteue Fogo.

HoBbIM cpefHeasnaTckum rocygapcteaMm Ans WHTerpauum B MUPOBOI KOHTEKCT
ObiN0 [OCTATOYHO 06BbABUTL Ce0S CYBEPEHHBIMU U BbIPa3uTh CBOIO JTOSNIbHOCTb
no oTHoleHuw k CLUA.

HeoduuymnanbHblie XyA0XHUKM, HAO6OPOT, HYXAAKTCA B 4ONTOM UHTENNEKTYalbHOM
npouecce Ang Toro, 4ytobbl owyTUTb cebs rpaxgaHamu mupa. JlnuHoctHas,
Xy[OXHMYeckas, 3THMYecKkas W HagHauMOHanbHas WAEHTUYHOCTb CTAHOBMUTCH
€AMHCTBEHHO BO3MOXHbIM cnocobom oco3HaHus cebs. [lepdopmaHc ¢
noweynHamm EpbocbiHa Menbanbekosa n nepdopmanc Canapmypata Hussosa,
yKa3blBalOLWeEro ComnHLUy, Kyaa emy CBETUTb, — ABE CTOPOHbI OJHOW Mepanwu, Ha
KaxAom U3 KoTopblx — asnaTtckuin npoduns. HomuHan — 57 gonnapos 72 yeHTa 3a
6appenb. W 370, Kk COXaneHuto, — camblit BepHbIl ykasaTeNb MAEHTUYHOCTH.
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Olga Yushkova

On Professional Art in Kyrgyzstan

A Historical Reference

The history of professional art in Kyrgyzstan counts barely more
than eighty years. The more surprising appears the result, with
which this culture comes arrives to the contemporary world.

The last Kirghiz towns and non-nomadic settlements were de-
stroyed by the sixteenth century, leaving their tradition of urban
culture in ruins. During several centuries the population lead a
nomadic way of life and arived to the twentieth century with devel-
oped forms of craftsmanship and popular art. Non-nomadic settle-
ments and towns re-appeared in Kyrgyzstan after the annexation
by Russia (1855-1876), and professional artists found their way
to the country not earlier than the 1920s (Vladimir Obraztsov, Se-
men Chuikov). First ethnic Kirghiz artists (Gapar Aytiev, Sabyrbek
Akylbekov) began to work in the 1930s and received their artistic
education in Moscow. These historical circumstances turned to be
surprisingly favorable for the formation of a culture of a new type,
whose outlines were already visible in Soviet times.

Gapar Aitiev. Field on a Collective Farm. Oil on canvas, 1946

lanap Atimues. KonxosHbili dgop. Xoncm, macino

Nature as a Teacher

One of the peculiarities of Soviet art was its multi-ethnic compo-
sition. The peripheral regions were expected to produce art that
was to be “national in form and socialist in contents”.. The thesis
of “national form” soon turned into an empty slogan. Indeed ev-
erybody had to base on the academic tradition and to orient them-
selves at the Russian realistic art of the second half of the nine-
teenth century. This process was painful and difficult in places,
where local traditions of professional art existed.

In Kyrgyzstan, a new artistic system began to form in the 1930s,
when socialist realism was firmly established as the official style
all over the country. The active and heterogenous quests of the
1920s became a no go area by that time. For this reason, in Kyr-
gyzstan (or Kirghizia as it was called at that time), there was no
direct orientation to the patterns of Oriental art, like in the center
of Turkistan, where artistic life had begun on the turn of the nine-
teenth to the twentieth century. In Uzbekistan and Turkmenistan
numerous artistic groupings tried to create a “new Asian style” and
“to make the art of the Turkmens understandable for Europe”. In
Kyrgyzstan, the work from nature and life was taken as a basis.

While big size paintings depicting social and historical-revolution-
ary topics were prospering in Soviet art, Kirghiz artists with pas-
sion worked from nature, mastering their professional skills. They
avoided the so-called “applause style” of 1930s to 1950s, con-
centrating on the sketch as a specific form of creative work and
reaffirming the landscape as a leading genre. Thematic freedom
of the study period provided the artist the opportunity to rather
rapidly find his own intonation and circle of thopics connected to
the traditional way of life, rather than the pathos of Soviet reality.
Already at that time, Kirghiz art stood out among other national
schools, attracting by its lyric intonation and independent posi-
tion.

Artistic Memory

Certainly the independence was conditional. It found its expres-
sion in how Kirghiz artists easily assimilated problems, which
were close to them, enthusiastically acquired the new artistic lan-
guage and avoided to notice anything strange to them. As a result,
the formation of professional art proceeded without particular dif-
ficulties, and the process of familiarization with European culture
rapidly bore fruits. The apprehension of this culture underwent
corrections by the traditions of national culture.
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The popular art of the Kirghiz has an improvisational character,
which contributes a particular flexibility to the national artistic
consciousness. Improvisation assumes the presence of initial
structures fixed in culture, around which an infinite diversity of
variations may appear. Artistic thinking of this kind distinguishes
itself by its open character: it is able to absorb the most different
impulses. On the one hand, it makes the perception of other cul-
tures easier, on the other hand it helps to preserve basic positions
of the own culture.

During student years, the memory of the own culture corrected the
lessons of the new artistic language at the level of artistic thinking
itself. At the end of 1960s, a new generation of young artists, who
received their education in Moscow and Leningrad, began to work.
It would have seemed that their creative searches would have to
be related to the leading tendencies of contemporary art in the
tightest way. However, the young artists were not attracted by
famous names of metropolitan art, but by the European masters of
the classical period and the twentieth century. All types of profes-
sional art had been formed in Kyrgyzstan by that time. Now it was
the time to understand its roots. This is why Satar Aytiev, Murat
Bekdjanov and many others were interested in how art works and
is created, and not so much in the postmodernist dialogue and
in the quotation of famous works, which was fashionable in the
1970s. Almost in all regions of the Soviet Union, artists were at-
tentively observing what was happening in Moscow and and the
Baltic republics. In Kyrgyzstan, it was known not worse than in
any other place, but nobody was afraid to find oneself outside the
tendencies, which were determined in the center. So, for instance,
the so-called “rough style” did not find any adherents there. The
publicistic pathos of this kind of art, its search for a new hero,
its big size paintings with their organized and arranged composi-
tions - all this was strange to Kirghiz artists. The young genera-
tion concentrated on sculptural researches, enlarging the limits of
their points of reference. This was their way out to the practice
of European art, comprehended rather freely and largely as, for
example, in the works of Satar Aytiev.

In the 1970s, critics considered the victory of Moscow artist Victor
Popkov in his struggle for the right of personal expression a par-
ticular merit, whereas in Kyrgyzstan nobody fought for it, simply
because nobody had any idea that it could be different.

New Wave

New tendencies appeared by the mid 1980s. The creative quests
of artists began to form considerably in the context of the common
processes that were typical for Soviet art.

At that time, the spontaneity of expression and the dimension of
sensations and emotions, which had often formed the essence of
the works of masters of the elder generation, submerged into the
subtext of Kirghiz painting. The striving for invented composition
of a closed type came to the foreground. The poetization of the
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typical way of life yielded to considerations about the historical
destiny of the people and to the evaluation of the own way from
a historical distance. The idols changed as well; It was already
not Rembrandt or Cezanne, whose creative work along with other
classics so much exited the artists of the 1960s and 1970s. So for
instance, the art of Salvador Dali and Frederico Fellini became
the standard for Emil Toktaliev. Many artists like Kadyrjan Tur-
gunov, Talant Ogobaev and Jylkychi Jakypov actively reacted to
the most diverse tendencies in contemporary art such as expres-
sionism, photorealism and abstractionism. Their creative work fits
well into the general scheme of searches of the so called “vos-
midesiatniks” (“Nineteeneighties”), but it remains in the limits of
“regional recognition”.

Satar Aitiev. Portrait of a Contemporary. Oil on canvas, 1969
Camap Aiimues. [Topmpem coepemeHHuka. Xoncm, macno




Onbra lOwkoBa

O npodeccroHanbHOM nckyccTtee B Kuprmsumn

WcTopuuyeckan cnpaBka

Wctopus  npodeccuoHanbHoro  uckycctea B KbiprbiscTaHe
HacyuTbiBaeT HemHorum 6Gonee 80 net. Tem yauBuTenbHee
pesynbTaT, C KOTOPbIM NMPUXOAUT 3Ta KyNbTypa B COBPEMEHHbIA
MUp.

MocnenHue Kuprusckue ropoga W oceanbie noceneHns 6binu
paspyweHbl k XVI Beky; B MX pynHax ocTanacb W Tpagnuns
ropoackon KynbTypbl. Ha npoTAXeHWM HeCKOMbKMX CTONeTun
Hapogd Ben Ko4YeBoi 06pas ku3Hu 1 B XX BEK npuwwen ¢ pa3BuTbiMu
opmamu HapofHoro TeopyecTsa. Oceanbie NnocenexHuns u ropoga
B KbiprolactaHe BHOBb BO3HMKAKOT NOCNe NpucoeanHeHus kK Poccuu
(1855 — 1876), a npodeccuoHanbHbie XYAOXHUKM NOSBNAKTCS
3gecb Tonbko B 1920-e ropbl (Bnagumup Obpasuos, CemeH
Yyikos). MMepBble HaunoHanbHble xuBonucubl (Fanap AnTnes,
Cabbipbek AkbinGekoB) HauuHatT pabortath B 1930-e rogbl w
nonyyaiT XxyaoxectBeHHoe obpasoBaHue B Mockse. [ogoBHble
uctopuyeckme  ob6CTOATENLCTBA  OKasanucb  YAWBMTENbHO
6naronpuaTHbl  Ans  (OPMUPOBAHWS KyNbTypbl HOBOro Tuna,
KOHTYpbl KOTOPOI HaMeyvalTcs B COBETCKOe BpeMS.

Kadyrjan Turgunov. The panther. Oil on canvas, 1993

KaobipxaHn TypeyHos. [laHmepa. Xoncm, macno

Yuntenb - HaTypa

OcobeHHOCTb COBETCKOro nckyccrea 3aknwyanacb B
ero MHOroHauuoHanbHom cocTaBe. OT PpervoHoB xjanu
MCKYCCTBA «HAUMOHANbHOrO no opme, COLMANUCTUYECKOTO
no coaepxaHut». Te3nc «HauuwoHanbHOe no dopme» BCKOpe
npespaTUACs B NyCTON NO3yHr. Ha camom aene Bce OMKHbI Obinu
onupaThbCs Ha akafeMUYeckyl TpaauLWIo 1 paBHATLCA HA pycckoe
peanucTu4yeckoe WMCKycCTBO BTOpPOK nonoBuHbl XIX Beka. OT0T
npouecc npoucxogun OGONE3HEHHO W CMOXHO B TeX MecTax, rge
Obinn cBOM TpaanLun NpoeCcCUOHaNbHOTO NCKYCCTBA.

B KnprusumHosas xygoxecTBeHHas cuctema ctana opmMmpoBaThbCs
B 1930-e rogbl, Korga NOBCEMECTHO yTBEpXLaeTca ouLnanbHbIi
CTUNb — COLManUCTUYECKNA peann3m. AKTUBHbIE N Pa3HOPOAHbLIE
nouckn 1920-x ropoB cTanM K ITOMY BPEMEHUW 3aKPbITOW
Tepputopueir. Moatomy B Knpruaum He 6b1n0 npsMon opueHTaLum
Ha obpasubl uckycctea BocToka, kak B LeHTpe TypkecTaHa, rae
XYLOXeCTBEHHAsA XWU3Hb Hayanacb Ha pybexe XIX - XX Bekos. B
Y3bekncrtaHe n TYypKMEHUCTaHE MHOFOYNCTTEHHBIE XY A0KECTBEHHbIE
rPYyNANPOBKN MbiITanUCb €O34aTb «HOBbLIA a3MaTCKUA CTUMbY» U
«cpenatb WUCKYCCTBO TYpKMeH MOHATHbIM EBpone». B Kuprusuu
B3AMKW 3@ OCHOBY paboTy C HaTypbl.

B To Bpems Kkak B COBETCKOM WCKyCCTBE npolBeTana
kapTMHa 6Oonbworo copmata Ha couManbHyl MIKW WUCTOPUKO-
PEBONIOUNOHHYIO TEMY, KUPTU3CKME XYAOXKHWUKA  YBIEYEHHO
pabotanu ¢ HaTypbl, ocBauBas NpodeCCUOHanNbHYKW rpamorTy.
Tak Ha3biBaeMblii «annoaucmeHTHbln ctunb» 1930 — 50-x rogoB
oHu 6narononyyHo obownu CTOPOHOW, COCPEAOTOMMBLLWNCL Ha
aTiofe Kak cneuudunyeckon cdopme TBOpYeCcTBa U yTBepkaas
neisax B KayecTBe BeAylero xaHpa. TemaTuyeckas cobopa
nepuoga yuYyeHuyecTBa [fana BO3MOXHOCTb [JOBOJIbHO 6bICTPO
HalTW CBOK MHTOHALMIO W KPYr TEM, CBA3aHHbIX C TPAAULMOHHBIM
obpasom XW3HM, a He C nadocoM YTBEPXOEeHUS COBETCKOM
OENCTBUTENBLHOCTU. YXe B 3TO BpeMs KWPrM3CcKoe WCKYyCCTBO
BbIAENANOCh Cpeau [LpYrux HauMoHanbHbIX LWKOM, NpuBnekas
NUPNYECKON UHTOHALMEN N HE3ABUCUMOW NO3uULMeEN.

Xy,qO)KeCTBeHHaﬂ namMaTb

KoHeuHo, He3aBUCMMOCTb Bbina oTHOoCUTENbHON. OHa Bbipaxanach
B TOM, YTO KUPTU3CKNE XYLOXKHUKM TETKO BOCNPUHUMANM Bnuskue um
npobnemsbl, ¢ yBneyeHnem oBnageBany HOBbIM XYAOXECTBEHHbIM
A3bIKOM M CIIOBHO He 3ameyanu Toro, 4to 6bino um vyxpgo. B
pesynbTaTe ¢opMupoBaHue NpodeCcCUOHanbHOTO WUCKYCCTBa
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MckyccTBo LleHTpanbHoi Asunu:

npoucxoguno 6e3 0cobbix 0CNOXHEHUIA, a npuobLieHne K KynbType
€BpONEeNCcKOro Tuna He 3aMeanuno MpUHeCTW CBOM NNOAbI.
BocnpusaTtne 3tol KynbTypbl KOPPEKTMPOBANOCh Tpaguunsmu
HaLMOHaNbHON.

HapofHoe MCKycCTBO KWPrM3oB MMEeT WUMNPOBM3aLUOHHbIN
xapaktep, u4To npupgaeT ocobylo rubKocTb HaLWOHANbHOMY
XYLOXECTBEHHOMY CO3HaHWio. Vmnposusauus npegnonaraeTt
Hanuuue 3aKpenmneHHbIX B KYNbType UCXOAHbIX CTPYKTYp, BOKPYr
KOTOpbIX BO3HNKaeT 6eCkoHeYHoe pasHoobpasue Bapuauuin. Takoe
XynoxXecCcTBeHHOE MbllUNieHWe OTNMYaeTCa OTKPbITbIM XapakTrepoMm:
OHO MOXEeT BNUTbIBaTb B cebA camble pas3nunyHbie UMNynbChl. C
OAHOW CTOpPOHbLI, 3TO obneryaeT BOCMPUATUE WMHOA KYRbTYpHI,
C [OPYrol CTOPOHbl, MOMOTaeT COXPaHWTb OMOpPHbIE NO3ULUK
COBCTBEHHOM.

B cTtaguu yyeHmyecTBa namsaTh CBOEW KyNnbTypbl KOppekTUpoBana
YPOKM HOBOTO XYJOXECTBEHHOr0 s3blka Ha YPOBHE CaMmoro
XYBOXECTBEHHOro MblwneHus. B koHue 1960-x rogos HayunHaeT
paboTaTb MOKONEHWE MONOAbIX  XYAOXHWKOB, MOMYYUBLUNX
obpasosaHne B Mockse u JleHuHrpapge. Kasamocb Obl, ux
TBOpPYECKME MOUCKM [OMKHbl ObiTb CaMbiM TeCHbIM 06pasom
CBfi3aHbl C BeJyLWMU TEHAEHLUUSAMU COBPEMEHHOr0 MCKyCCTBa.
OAHaKo MONOAbLIX XyAOXHNKOB NPUBNEKAIOT HE TPOMKME CTONUYHbIE
WMeHa, a eBponeickne macTtepa knaccuyeckoro nepuoga n XX
Beka. Bce BMAbl MpodeccMoHanbHOr0 WCKYCCTBA CIOXWMIUCH
B Kuprusum k atomy BpemeHu. HacTtano Bpems 0CO3HaTb uX
kopHu. [loatomy Catapa AnTuesa, Mypata bekaxaHoBa #
MHOTMX APYrUX WHTepecoBana cama XyAOXHWYECKas «KyXHsa», a
He MOCTMOAEPHWUCTCKWIA nanor U MOAHOE B CeMUAECATble rogbl
LUMTMPOBAHNE W3BECTHbIX Mpou3BefeHui. [pakTuyeckn BO BCex
pEerMoHax BHUMATENbHO CNeAnnu 3a Tem, YTo genaetcs B Mockse
n MpubanTtuke. B Knpruaun snanm o6 atom He xyxe, 4em B nobom
ApYyrom mecte. Ho HUKTO He MCMbITbIBAN CTpaxa okasaTbCa He
B pycne TeHAeHUWNA, onpepenssluxcs B LeHTpe. Hanpumep,
«CYpPOBbIA CTUAb» 3[4€Cb He Hallen CBOWX NPUBEPXKEHLEB.
My6nuymuctnyecknit nacdoc 3Toro UCKyccTsa, NOMCK HOBOTO repos,
KpynHotopmaTHble MNONIOTHA, OpPraHM3OBaHHble MOCTAHOBOYHOW
KOMNO3nunen, — BCe 3TO ObINO YyX[O KMPrU3CKUM XyH[OXHMKaM.
Monogoe nokoneHue COCPEAOTOYMNIOCH HA  MNACTUYECKMX
nouckax, pacupsas rpaHnLibl CBOUX OPUEHTUPOB. ITO ObiN BbIXOA
B €BPOMENCKYI0 XYA0XKECTBEHHYI NPaKTUKY, MOHATYI0 [OCTATOYHO
cBo60oAHO M WWpOKO, Kak, Hanpumep, B TBopyecTBe Catapa
AiTnesa.

B 1970-e roabl kpuTuka cTaBuna B 0cobyto 3acnyry MoCKoBCKOMY
XYAOXHMKY BukTopy MonkoBy 3aBoeBaHWe npaBa Ha NIMYHOCTHOE
BbiCKa3blBaHue, a B KUpruaum ero HUKTO He 3aBOeBbIBas, NPOCTO
HUKOMY He MPUXOAMIIO B FONIOBY, YTO MOXHO MHAve.
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HoBas BonHa

HoBble TeHaeHuMn npossunucb Kk cepeguHe 1980-x ropos.
TBOpYECKME MOUCKM XYLOXKHMKOB B 3HAYMTENbHON CTENEHM CTanu
opMupoBaTLCS B KOHTEKCTE O6LMX NpPOLECcCOB, XapakTepHbIX
ANs COBETCKOTro UCKycCTBa.

B 3TO BpemMs HenocpefCTBEHHOCTb BblpaXeHWUs, YyBCTBEHHO-
3MOLMOHaNbHbLIA NNaH, YTO YaCcTO COCTABNANO CYyTb NPOM3BEAEHMIA
MacTepOoB CTaplero NOKOMEHWUs, YXOAAT B MOATEKCT KMPrU3CcKoi
Xusonucn. Ha nepsblit NNaH BEIXOAUT CTPEMEHUE K COYMHEHHOW
KOMNo3nuumu 3akpbiToro tuna. MoaTusauns xapaktepHoro obpasa
XW3HM ycTynaeT MeCTO pasmbiwneHnto o6 uctopuyeckon cyabbe
Hapoda ¥ OLEeHKe CBOero nyTm C WCTOPUYECKOW AUCTaHLMK.
MenswTcad 1 Kymupbl; 310 yxe He Pembpanat, He CesaHH,
TBOPYECTBO KOTOPbIX HAPSAAY C APYrMMM KNacCUkamu Tak BONMHOBANO
XynoxHukoB B 1960 — 70 rogbl. Hanpumep, ons Amunsa TokTanuesa
3TanoHom ctaHoBuTCA uckyccTBo CanbBagopa [Janu u ®epepuko
®ennuHn. MHorme xygoxHuku (KagbipxaH TypryHoB, TanaHT
Orobaes, Xbinkblum XakbinoB) akTMBHO pearupywT Ha camble
pasHble TEHAEHLMN B COBPEMEHHOM UCKYCCTBE — 9KCMPECCMOHN3M,
doTopeanuam, abcTpakLMOHU3M ... X TBOPYECTBO BNUCLIBAETCS B
o6Lyt0 CXeMy MONCKOB Tak Ha3blBa€MblX «BOCbMUAECATHUKOBY, HO
ocTaeTcs B paMKax «pernoHanbHol y3HaBaemocTuy.

Jylkychi Jakipov. Night on the Jailoo. Oil on canvas, 1987

Xbinkbiyu Xaksinos. Beyep Ha dxalnoo. Xoncm, macno




Gamal Bokonbaev

Introduction to “Contemporary Art” of Kyrgyzstan

Soviet Traditions

Literature and art of Soviet Kirghizia* have been successful in
the international arena, and even a simple enumeration of facts
confirming this would take several pages. Some tendencies of this
successful culture represented a particular and, one could say,
paradoxical factor in the formation of “contemporary art”. The tra-
ditional art of the Republic was not interested in the problems of
urban “asphalt Kirghiz”.

In the beginning of the 19th century, most of Kyrgyzstan’s popula-
tion lead a nomadic way of life. This historical lack of development
determined the character of the outcome of socialist cultural de-
velopment. It showed first of all in the choice of topics, which con-
centrated on rural themes, and secondly, if an urban theme were
chosen, in its interpretation from the point of view of patriarchal
values of rural life style. Most of the plots in the literary works
of the famous Kirghiz writer Chingiz Aitmatov unfold before the
background of mountains and steppes. It is this kind of stories of
the early 1960s, such as ‘Mother’s Field’, ‘Jamilya’and ‘Ambler’s
Pace’ that earned the author worldwide literary fame.

By his literary works as well as his active social life, this classic
of national Kirghiz literature rendered powerful influence on all
spheres of art in the country, such as painting, graphic art and,
in particular, cinematography. In the 1970s, films of talented au-
thors, addressing problems of contemporary life, won internation-
al recognition as the so-called “Kirghiz Miracle”. They received

the most prestigious awards and prizes, and for a long time de-
termined the circle of officially approved traditional themes and
permitted interpretations. The cinematographic drama, “The Sky
of Our Childhood” by Tolomush Okeev, is about the values of the
nomadic lifestyle perishing under the pressure of industrializa-
tion. Bolot Shamshiev’s film “A Shot at the Karash Pass” is based
on a story by Muhtar Auezov, a Kazakh literary classic. It tells
the story us about the awakening of revolutionary consciousness
with a poor nomad in Tsarist Russia. “Mother’s Field” by Gennady
Bazarov is a successful screen version of Chingiz Aitmatov’s book
about the ordeals of kolkhoz farmers in Kyrgyzstan during the
Second World War. Films about urban life, created in the Kirghiz
Republic, are inferior to the best works in Soviet cinema deal-
ing with the same subject-matter, whereas the realistic texture
and style of nomadic way of life was a shing success on cinema
screens all over the world.

The traditional art of the independent and democratic Republic
of Kyrgyzstan is a legitimate heir of themes, ideas and the suc-
cesses of Chingiz Aitmatov’s literary works as well as the films of
the “Kirghiz Miracle” period. It hesitates a bit to reach beyond the
limits of what is approved, expected and acrnoledged, and what
is a well exploited myth about our patriarchal character, while it is
not interested in the ugly urbanism of life in our towns. It evoided
the “asphalt Kirghiz”, who grew up as a cosmopolitic townsman in
the century of triumphing communication technologies and sought
‘refuge” at the bosom of “contemporary art”, not having found his
reflection in traditional genres.

The film “Beshkempir” (1998) by Aktan
Abdykalykov. “Silver Leopard” of the Locarno
film festival

Qunsm «bewkemnup» (1998), pexuccep
AkmaH A6dbikanbikog. «CepebpsHbil
Ileonapd» kuHogecmusans 8 JlokapHo
(lWeetiyapus)
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Traditions of our “Avant-gard”

There were examples of counteraction against the official, showcase, generally
acknowledged art. The poet, artist, and “jester”, Ramis Ryskulov appeared at
the First of May celebrations on Red Square in Moscow wearing shoes painted
brightly red. This happened during the political thaw of the 1960s, and the author
did not suffer much. Most of his similar “actions” in the peripheries of the Soviet
Union were perceived as simple protest of a drunkard against the order of the
Soviet East, everybody had become annoyed of. For his artistic colleagues he
was a likable symbol of creative liberty and a boon companion, although unclear
who he was regarded as in the first place. The texts of Melis Berdyshev became
the continuation of this “jester’s” traditions and fulfilled all criteria of contempo-
rary art. Since the early 1990s, from time to time realy interesting stuff started
to appear among the “hooligan” graffiti on town fences. Members of the “creative
intelligentsia” immediately took notice and understood that these were not just
fashionable grafitti. Melis Berdyshev, like many of our “lonely men of genius”
did not care about remaining a part of “contemporary art” history of the country.
Texts and slogans still appear on fences from time to time, but now this does not
impress anyone.

Since the early 1980s, as a presentiment of changes to come, objects and in-
stallations began to be exhibited in the collective annual exhibitions of the of-
ficial Artists Union. The most noticeable “aksakals” (“patriarchs” as translated
from Kirghiz) of our avant-gard were Sergey Daragan, Konstantin Shkurpela and
Valery Ruppel.

Soviet ideology allowed for interpreting all of these examples as formal searches
in the field of decorative art, and Party officials did not strongly assail these cu-
rious experiments. Our attempts to create “contemporary art” during the Soviet
period suffered from excessive and anxious attitude towards form. Such “formal-
ism” becomes apparent even now and we are often blamed for the decorative
character and dominating designer’s approach. It always grated on our artists
that “modernist presentation” was absent in “contemporary” works, and they are
not convinced by arguments that a concept of revealing the problem stands be-
hind this alleged “untidiness”.

Ramis Ryskulov. Dance. Oil on canvas, 1988
Pamuc Peickynos. Taney. Xoncm, macno

Sergey Daragan. Transit 97. (8). Carton, mixed technique, 1997
Cepeell apaecaH. TpaHaum 97. (8). KapmoH, cmewaHHas mexHuka

Valery Ruppel. Yellow album - Ill. Carton, mixed technique, 1999
Banepuii Pynnens. Xenmeili anb6om - Ill. KapmoH, cmewaHHas mexHuka
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It should be noted here that “contemporary art” on its turn also
influenced traditional art in our country. It has become a sign of
scrupulous attitude toward the formation of expositions of paint-
ings and graphic art to consider the necessity to diversify them by
introducing installation type elements. The 1997 exhibition “Akaev
2000” by Evgeniy Boikov, Gamal Bokonbaev, Erkin Saliev and
Yuristanbek Shygaev became a bright example of this approach.
The artistic video “JyldyzStar” was created in the framework of
this project, which looked however more like a commercial. The
exhibition of paintings was supplemented with objects of “fash-
ion” and installations. A joint performances of participants of the
“Akaev 2000” exhibition created a collective portrait of the first
Kirghiz president and reflected the ambiguity and multifaceted
character of this politician. Twenty copies of the artistic-patriotic
magazine “Of All!” were published for the opening. Articles printed
in this magazine only confirmed the versatility of the authors.

Evident influence of the principles “paper architecture” appear in a series of objects
by Ernest Abdrazakov, called “City”. 1997
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Soviet Modernism

For the sake of fairness, it should be noted that within the frames
of Soviet modernism there were attempts to enlarge the circle of
topics and formal approaches. Naturally, the most successful ex-
periments were undertaken in the epoch of social reforms.

The most complete and effective cultural project of the “perestroi-
ka and glasnost” era in Kyrgyzstan was a new trend in painting. It
took its shape and adopted the name “New Wave” as a result of
exhibitions in the year of 1987 - 1989.

The most outstanding representatives of this trend were Jylkychi
Jakypov, Talant Ogobaev, Kadyrbek Bekov, Yuristanbek Shygaev,
Erkin Saliev and Emil Toktaliev. There openness in the selection
of topics, the monumental character of paintings and the coura-
geous use of new formal methods were unprecedented at that
time and made the exhibitions of the “New Wave” a revolution in
visual art of Kyrgyzstan. The response all over the Soviet Union
and abroad was significant, as these were alumnis of the Soviet
school of painting, who demonstrated to the whole world that in a
society, based on postulates of “scientific communism”, pluralism
of opinions was possible.

Usually, such periods of “storm and stress” are a rich breeding
ground for further development. But now it is finally clear that the
results of this last evident cultural phenomenon in our art of paint-
ing were smartly replicated and sold for over fifteen years. Now,
the wave has calmed down without providing an impulse to begin
something different, which would be equally significant.

Painting is one more embodiment of the phenomenon that our
past successes may strangle development by its authority. Paint-
ers have a strong believe in the possibility of individual self-de-
velopment, but insufficient understanding of the complexity of the
contemporary artistic process. They still hope for the state to or-
ganize the cultural "business”.

In the mid 1990s, the expression “a picture is an act” was fashion-
able among the most active and experiment oriented members of
the Artists Union. During table talks, ideas to introduce painting to
the “street” were born and developed, as for examples painting a
“Portrait of Advertisements” on canvas, seriously starting search-
es for “anti painting” without leaving the limit of frames, or printing
enlarged copies of paintings on advanced printers and posting
them on huge billboards across the city. None of these projects
were implemented. Most probably, the authors themselves intui-
tively felt that they did not have any aesthetic foundation within
the limits of the traditions painting.

A different attitude toward art and a different understanding were
maturing outside the walls of the so-called creative unions. One
noticeable example of non-official art in our country was so-called
“paper architecture”.
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“Paper Architecture”

During the late 1970s, Soviet architects found out about the exis-
tence of international competitions of conceptual projects. Archi-
tects from Kirghizia managed to participate in these “bourgeois”
competitions and were awarded prizes. These successes proved
that such competitions by themselves contributed to the emer-
gence of latently maturing tendencies. In their actual work, the
members of the Union of Architects were subject to massive ideo-
logical pressure. As this situation seemed to be hopeless, “paper
architecture” was an opportunity of creative self-realization.

On the level of our republic, this phenomenon considerably influ-
enced whole generations of architects and, as a consequence,
the state of visual culture in general. A conceptual approach to-
wards the creation of art and the emergence of an intellectual
opposition were “maturing” in our country in the field of “paper
architecture”.

The “Architectural Alternatives” festival, which took place in
the Kirghiz capital in May 1988, was already a pure perestroika
event. The ideological fatehrs of the festival, a group of archi-
tects headed by Alexander Zusik and Vassily Gresle, managed
to gather samples of “paper architecture” from all of the Soviet
Union. With the financial and organizational support of some state
youth organizations, the architects were able to make their alter-
native conceptual developments public. By doing so, they hoped
to provide a new impulse to Soviet architecture. The meaning of
the presentation had already changed: This was an exhibition of
“winners” and by having won a victory over one of the conditions
of its existence, “paper architecture” itself was dead in the context
of the country.

The most famous example of our samizdat literature is the maga-
zine “Zebra” (1983). The “publishers” were caught under the to-
talitarian legal provision about the protection of press secrets.
They were harassed and tormented, but released without seri-
ous consequences. The most intriguing alternative exhibition was
titled “Zaza” and conducted in March 1992. Its fight was not di-
rected against the political system, which in fact did not exist
any more, but against the feeling of mediocity and backwardness
of the Soviet province. For us, these incidents of underground
“samizdat” publications and “scandalous” exhibitions were very
important. They helped to develop non-official “partisan” methods,
which were sufficiently applicable and effective for the stimulation
of the artistic process.

For the consolidation of artistic methods, which could adequately
reflect reality, everything was in place: talented artists, the will to
take action and the necessary information. All manifestations of
the creativity of the people, which did not fit into the established
limits of traditional art genres, demanded its proper denomination
and sign-board. “Contemporary art” became such a signboard.
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“Contemporary Art”

As a movement, “contemporary art” appeared in the late 1990s.
During the difficult years of adjusting to independence, the ar-
chitectural studio “MUSEUM” became one of the most noticeable
centers of attraction in the field of non-official culture. From time
to time, the premises of the studio were transformed into a venue
for so-called “apartment” exhibitions, communication, exchange
and acquaintances of artists, amateurs and art lovers as well as
professionals. The studio was, indeed, a club of like-minded peo-
ple. Different from many similar, occasionally emerging centers,
this commonwealth of poets, artists, designers and architects
shared the experience of independent work outside of “creative
unions” and the ability to calmly defend their position, which did
not coincide with the generally accepted. Here the experience of
both the representatives of “paper architecture” and “samizdat”
paid off. Ulan Djaparov, Sergey Burov, Emil Guzairov, Gulnara
Kasmalieva, and Muratbek Djoumaliev were the most active mem-
bers of the association.

During the late 1990s, the “MUSEUM” studio organized exhibi-
tions with the participation of artists from Kazakhstan. The titles
themselves given to these exhibitions reflected the new curatorial
approach to the organization of an artistic event. Avoiding any
clear-cut definition of “contemporary art”, the organizers tried to
provide equal rights to all the “curious” experiments in the field of
visual arts. Three times this kind of inventory was undertaken and
it revealed that there were many ways of artistic expression, but
all of them fatally lead to results that were long ago known to the
world. “Parallel City” (1997) presented urban art of amateurs and
professionals, “Labyrintos” (1998) showed funny turns and dead
ends of various forms of visual culture, and finally “Plus-Minus”
(1999) exposed the presence of manyfold potentials in our art.
Positioning had came to its end.

In the «Museum» Studio. 2003

B macmepckoi cmyouu «Museum»




Shailoo Djekshenbaev. Turning. Photo, 2004
Waino Oxekwenbaes. [Togopom. ®omonpoekm

Further on events became more and more frequent and developed into a real av-
alanche of activities. All recently formed initiatives and initiative groups are still
working and developing. For this reason, one can only enumerate the facts, without
providing any final characterization.

Artists as Institutions

Artists active in “contemporary art” in our country up to very recent times created
their own institutions and were themselves curators of projects, in which they par-
ticipated as artists. By the time, the “MUSEUM” studio has changed its character
to a certain degree, with Ulan Djaparov remaining its only permanent leader and
Ernest Abdrazakov, Chingiz Tokochev, Adil Seitaliev, Dilya Halmurzina, and Gamal
Bokonbaev being its most active members. One example of the clear and conscious
curatorial strategy of the studio is the annual “Bishkek First-of-April Competition”,
which has been held for three years in a row by now. These exhibitions have become
manifestations of a very particular artistic initiative. There is no center in the country
that could sharply define the limit of the genre and divide the artists into groups or
“ours” and “theirs”. No one takes the initiative to do this and perhaps such “liberty”
allows us to find original approaches among the diversity genres.

Along with the First-of-April competitions, the “URBI et ORBI” anthology has be-
come the project of that association with the strongest public significance. There
have already been four issues of the anthology, since it was first published in 1998.
Publications in this anthology contributed to the appearance of a distinct and seri-
ous information space of contemporary art of its own in the country. Armed with
the acquired experience, such as relations with authors on the regional level and
“partisan” methods of publishing, the studio initiated the publication of a bulletin on
problems of contemporary art under the title “+@b”. With the financial support by the
“Kurama ART” Gallery two issues have already been published and a third one is be-
ing prepared. This start-up has proved quite successful, making this periodic edition
the potential printed mouthpiece of “contemporary art” for the entire region.

In 1999, an exhibition of a new, yet unknown generation of artists was organized in
the Lenin House of Culture under the title “Emergency Exit” (Zapasnoy vykhod). In
2000, a creative association of young artists called “Armored Train” (Bronepoezd)
made its appearance. It includes Ira Dekker, Roman Maskalev, and Alexander U and
exists as an international association between Bishkek, Aimaty and Cologne, without
“suffering” from territorial limitation.

Shaarbek Amankul and Lizzy Maryl organized an international group of artists called
the “Art Connection” in 2000. Their goal was global - to create a center in Kyrgyz-
stan, where artists could come and work and most importantly, communicate with
artists from all over the world. In 2001 and 2002, the group realized an international
project called “Central Asia — Europe Art Dialogue”, in which more than 30 artists
from Central Asia and Europe took part. The project was very attractive, as it was
implemented on the shores of lake Issyk-kul, and revived traditions of Kyrgyz artists
and combined work and rest in a unique natural resort zone. Many rather traditional
artists participated in this project. The approach of the curators foresaw total free-
dom of action, communication and work as a team. Works created at these work-
shops distinguished themselves by the utilization and inclusion of the peculiarities,
provided by the Kyrgyz landscape and natural sacral symbols. This made the project
very distinct and prevented it from dissolving in the stunning diversity of contempo-
rary art. Besides that, foreign participants helped to re-discover and perceive the
most interesting manifestations of provincial life.
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In 2002, Gulnara Kasmalieva and Muratbek Djoumaliev organized
a public association called “ArtEast”. Its most important projects
were a Central-Asian seminar “Global systems of the representa-
tion of contemporary art” (in cooperation with the Soros Center
for Contemporary Art in Almaty) and an international expedition in
Kyrgyzstan and Siberia.

“ArtEast” is a family tandem of professional artists with academic
educations, who try to implement a strategy of professionalizing
their involvement with contemporary art. Successful participation
in the Central-Asian festival “Videoidentity”, which took place in
Almaty in October 2004, as well as the organization of the “Video
Art Workshop” in Bishkek in January 2005, prove the recent seri-
ous involvement of the association in video art.

The “Kurama ART” gallery, created in 2003, is the first gallery
venturing to start active promotion of contemporary art. More over,
it is the first gallery to set strategic goals and to apply rational
political steps for their achievement by investing into publishing
activities and curatorial projects. In April 2004, the gallery took
the initiative to organize an international exhibition under the title
“...and Others” (...| Drugie). Works of more than 40 artists from
Germany, Liechtenstein, Moldova, Russia, Slovenia, the Ukraine,
Kazakhstan, Uzbekistan, and Kyrgyzstan were put to the judge-
ment of the public. Despite the most diverse assessments of the
exposition, its main goal was achieved: The intellectual elite could
be convinced that there were different ways to perceive “contem-
porary art”, but that it has become impossible no to recognize its
influence on the culture of the country aa a whole. Kyrgyzstan was
represented at the exhibition by Roman Maskalev and Alexander
U with a computer collage titled ‘Paradise Landscape’); Gulnara
Kasmalieva and Muratbek Djoumaliev with a video titled ‘Trans
Siberian Amazons’, Shailoo Djekshenbaev with a photo project
called ‘Turn’(Povorot) and Valery Ruppel with his installation
‘Green City Project’.

Brothers Forever

In our country, the influence of Russian and Kazakhstani con-
temporary art is evident. The Soros Center for Contemporary
Arts (SCCA), opened in Almaty in 1997, did not conceal its ambi-
tions to become the consolidating center for the entire region. In
2000, artists from Kyrgyzstan were invited to the second annual
exhibition of the SCCA. These artists later became participants
of important exhibitions of Central Asian contemporary art as “No
Mad’s Land” in the House of World Cultures in Berlin, “Trans-For-
ma” in the Geneva Center for Contemporary Art and “Re-orienta-
tion” in the “ACC” gallery in Weimar. Among them were Alexander
U, Roman Maskalev, Ira Dekker, Shaarbek Amankul, Lizzy Mayrl,
Gulnara Kasmalieva, Muratbek Djoumaliev, Shailoo Djekshen-
baev, and Ulan Djaparov.
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In 2001-2002, international projects of the Novosibirsk curator,
Vladimir Nazansky, took place in Bishkek und the title “Inner Asia
1” and “Inner Asia 2". The geographical coverage the exhibition,
ranging from Saint Petersburg to Ufa and Novosibirsk, consider-
ably enlarged the range of contacts of our artists with colleagues
from Moscow, Siberia, the Urals and the Ukraine.

Instead of a Conclusion

This phenomenon is not yet limited by the frames of a notion such
as “ours — not ours”. It does not require evidence of past achieve-
ments and, in general, relies mostly on personal initiative of its
supporters. That is why these supporters are not numerous. In-
terestingly enough, during a short period of time a small group
of people managed to make “contemporary art” a factor, which
positively influenced the development of the entire culture of the
Republic of Kyrgyzstan.

* The phonetics of the Soviet epoch is preserved in this historical
context. Kirghizia’s contemporary spelling is Kyrgyzstan.

The author expresses his gratitude for assistance and informa-
tional support to Ulan Djaparov, Valery Ruppel, Murat Djoumaliev
and Shaarbek Amankul.

Valery Ruppel. Green City Project. Installation, 2004

Banepuii Pynnens. Green City Project. MHcmannayus




laman BokoHbGaeB

BBeneHue B «COBPpEMEHHOE NCKYCCTBO»* Kbiprbol3cTaHa

CoBeTckue Tpaguuuu

Ycnexu nuTepatypbl M uckyccts Cosetckon Kuprusum™* Ha
MeXAYHapoAHOW apeHe ObiNM HECOMHEeHHbl, W [axe NnpocToe
nepedyucresne NOATBEPKAAOLWMNX 3TO PAKTOB 3aiMET HECKONbKO
cTpaHuy. HekoTopble TeHAEHUWM 3TOW YCMEWHOW KynbTypbl
ABUNUCb CBOEOOpasHbIM W, MOXHO CKa3aTb, napafoKcamnbHbIM
akTopom tdopmupoBaHus «COBPEMEHHOr0 ncKyccTBay
- TpaAWLWOHHOE WCKYCCTBO pecnybnuku He WHTepecoBanu
npobnembl «achanbToBOro KNPrusar.

B Hauane XIX Beka ocHoBHasi macca HaceneHus KbiprbidacTaHa
Bena KoyeBoi obOpa3 xu3HW. ATa UCTOpUYECKas Hepas3BUTOCTb
onpefjenuna  xapaktep  pe3ynbTaTOB  COLMANUCTUYECKOrO
KynbTypHOTO CTPOWTENbCTBA M MpoOsBMNAacb, BO-NEPBLIX, B
BbIOOpE TEM — B OCHOBHOM Ce€NbCKasi TeMaTuka, BO-BTOPbIX, €CNN
u Bblbupanacb ropoackas Tema, TO TpakTOBanacb OHa C TOYKM
3peHUs LEeHHOCTEN naTpuapxanbHOro, CenbCkoro yknaga XusHu.
BONbWMHCTBO CHOXETOB NPONU3BEAEHNUI BblalOLWEerocs KUPru3ckoro
nucaTtena YuHrmusa AnTmatoBa pas3BopavuBalTcs Ha (DOHE rop u
cTenen. TakoBbl MOBECTW Havyana wecTuaecatoix «MaTepuHckoe
none», «[xamunay», «ber wuHOXoaua», npuHecliMe aBTopY
MWPOBYI NUTEPATYpPHYIO M3BECTHOCTb.

Knaccuk HaunoHanbHOW NUTEpaTypbl CBOMMU NPON3BEAEHUAMU W
CBOEI aKTMBHOM O6LECTBEHHOW AEATENbHOCTbI OKa3an MOLHOoe
BNUsiHME Ha BCce pecnybnuKaHCKOe WCKYCCTBO: Ha XMBOMUCH, Ha
rpaduky n B 0Co6eHHOCTU Ha KUHO. QUNbMbl «KWPrM3CKOTO Yyaay
cemMugecaTbix, NpobneMHble W TanaHTNUBbLIE, 3aCNyXEHHO cTanu
obnapgatensimMu camblX NPECTUXHBIX MEXAYHapOAHbIX NMPEMUA K
Harpag ¥ Hagonro onpeaenunu Kpyr TpaguUNOHHbIX, 0duLManbHO
ofobpsembix TemM M [O3BONEHHbIX MHTepnpeTaymit. «Hebo Hawero
petctBa» Tonomywa OkeeBa — kuHogpama rubenu LeHHOCTEN
koyeBoro obpasa JKW3HM NOS HATUCKOM WHAYCTpUanuaauuu
(MMeHHO pexuccepy 3TOro punbmMa NpUHaANEXUT BbiCKasbiBaHWe
0 HeWHTEepecHOM eMy «acdanbToBOM kupruser). ®unbm bonoTta
WamwuneBa «BobicTpen Ha nepeBane Kapal», CHATLIA N0 NOBECTM
knaccuka kasaxckon nutepaTypbl MyxTapa AyasoBa, noBecTByeT
0 NpobyXAEHUN PEBONIOLNOHHOTO CO3HAHUSA Y KOYEBHUKa-6eaHAKa
B Uapckon Poccuun. «MatepuHckoe none» leHHapgus basaposa -
yBAayHas aKkpaHu3aLuus oqHOMMEHHON noBecTn YnHrusa AnTmartosa
06 uMCnbITaHWAX Ha KOMXO3HOM TpynoBoMm poHTe Kuprusmm B
roabl Benukoin OTe4ecTBEHHON BOVHLI. KMHO O rOPOACKOW XNU3HM,
co3fiaHHOe B pecnybnuke, ycTynaeT Ny4yWMUM COBETCKUM JIeHTaM
aHanorMYHoOW TemaTuku, a BOT (akTypa HaTypanbHoro 6biTa
KOYeBHWMKOB 6nncTana Ha aKkpaHax BCero mupa.

The texts of Melis Berdyshev became objects of research of Ulan Djaparov’s “Bishkek Syndrome” project in 2003

Tekcmbl Menuca bepdbiwesa cmanu o6bekmom uccnedosaHus npoekma YnaHa [xanapoea «buwkekckul cuHopom» 8 2003 20dy
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MckyccTtBo LleHTpanbHoit A3um:

TpapuuMoHHOE  WCKYCCTBO  HE3aBUCUMOW, AEMOKpaTMYecKoWn
Pecnybnuku KbiprblacTaH sIBNSAETCS NMONHONPaBHLIM NMPEEMHUKOM
W TeM, U UAEN, N YCNEeXOB NUTepaTypHbIX Npou3BeneHunit YuHrusa
AiiTmaToBa W ¢uNbMOB nepuopa «kupruackoro uyygar». OHo
nobauBaeTcs BbIXOAUTb 3@ PaMKM NPU3HAHHOTO, OXWAAEMOrO,
aKkcnnyaTupyemoro Muda O Haweih natpuapxanbHOCTU W He
WHTepecyeTcs ypoANuWBbIM  ypbaHU3MOM TOPOLCKOA  KWU3HMU.
OHo ynycTuno «acanbTOBOro KuMprusa», U 3TOT BbIPOCLINA B
BEK TOPXKECTBA KOMMYHWKATWBHbIX TEXHOMOrMA KOCMOMOMWT-
ropoXaHWuH, He Hall4s CBOETro OTPaXeHUs B TPALULMOHHBIX XaHpax,
«cbexan» B NOHO «COBPEMEHHOTO UCKYCCTBAY.

Tpapuuumn Hawero «aBaHrapga»

Beinn npumepbl npoTuBOAeNCTBMA OdULMANBHOMY, napagHoMYy,
BCEHApPOAHO MpWU3HaHHOMY. [103T, XYAOXHUK M «wyT» Pamuc
PbickynoB Ha nepBomanckue npasgHuku B Mockse Ha KpacHon
nnowagu npuwen, nokpacus Tydpnu B APKO-KPACHbIA LBET.
Mpoucxoanno 310 yXKe B 3NOXYy MNONUTUHECKOW OTTenenw
WeCTUAECATbIX, U aBTOpP He CUNbHO nocTpajan. bonblnHCTBO
ero nofobHbIX «akyuMi» B COKO3HOM MPOBMHLWM BOCMPUHUMANMUCH
Kak nNpocTO NONYyNbSAHbIA MPOTECT MPOTUB HACKYYMBLIErO BCEM
BOCTOYHO-COBETCKOrO pernameHTa. [ns  Konner-xygoXHWKOB
OH ©bin CMMNaTU4HBIM CMMBOSIOM TBOpYeckoi ceobofbl W
coOyTbINbHNKOM OAHOBPEMEHHO, U HEMOHATHO keM Bonblue.

[pogonxeHnem 3TOW «WYTOBCKOW» Tpaguuun, NOAXOASALWMM no
BCEM NpWU3HAKaM noj onpefereHWe «COBPEMEHHOE WCKYCCTBOY,
cTanu TekcTol Menuca bepabiwesa. C Hayana [eBAHOCTLIX OA0B
BpPEMS OT BPEMEHM CpeaW XyNUraHCKUX Hagnucenm Ha ropoackux
3abopax cTanu nosBNATLCH AENCTBUTENBHO OPUTUHAMNbBHbIE BELLU.
Wx cpasy 3ameTunu npeactaBuUTENM TBOPYECKOW WHTENNNUTEHLUM
— OblNO NOHATHO, YTO 3TO He NPOCTO MOAHOe rpacdduTu. Menuc
BepablWwes, Kak U MHOTUE HaWMW «TEHUU-0ANHOYKMY, HE 3ab6oTuTCS
0 TOM, 4TO6bl OCTATbCA B MCTOPUM «COBPEMEHHOTO MCKYCCTBa»
pecnybnuku. TekCTbl-NO3yHru Ha 3abopax BpeMs OT BpPEMEHU elle
NOSIBNAIOTCSA, HO CENYAC 3TUM HWUKOTO He YANBULIb.

Kak npepyyBcTBME rpsaylUX NMEepeMeH Ha OTYETHbIX BbICTABKAaX
ouuymnansHoro Cot3a XyAOXHUKOB pecnybnuku C Havana
BOCbMUAECATBIX CTanu BbICTABNATLCA 0OBEKTbl M MHCTANNALMN.
Camble 3aMeTHble akcakanbl (naTpuapxu, nepeBoA C KUPTrU3ckoro)
Hawero aBaHrapga — Cepren [aparaH, KoHctaHTuH Lkypnena,
Banepun Pynnens.

Valery Ruppel. Black Penis. 1992
Banepuli Pynnens. YepHbil neHuc
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CoBeTckas naeonornyeckas mMawuHa no3sonsna TpakToBaTb BCe
9TV NpuMepbl kak popmanbHbie Noucku B 0bnactu gekopaTuBHOIo
NCKYCCTBA, W NapTWUiiHble (YHKLMOHEpPbI HEe CMMIbHO ONOAYanuch
NPOTMB  3TUX KYypbe3HbIX 9KCMepuMeHTOB. Hawn nonbITkn
«COBPEMEHHOTO UCKycCTBa» B COBETCKMI Nepuop cTpaganu
W3NuWHe TpeneTHbIM OTHOLWEHNEM Kk hopme. Takon «popmanmam»
NposBNAETCA U Ceityac: Hac 4yacTo 0OBMHAIT B AEKOPATUBHOCTH
n npeobnajaHum AusaitHepckoro nopgxopa. Hawux XyAoXHWKOB
Bceraa kopobuno  oTCYTCTBME  «MOJEPHWUCTCKOW  MOAavv»
B «akTyanbHbix» pabortax, u ux He ybexpaer, 4TO 3a 9TOM
«HepAWNMBOCTLIY KpoeTcs KoHLenyus obHaxeHus npobnembl.

30ecb MOXHO OTMeTUTb, YTO UM «COBPEMEHHOE WCKYCCTBO» Y
Hac MOBMAMANO Ha TpaAuyuoHHoe. lpusHakom AO06POCOBECTHOrO
OTHOLWEHMA K (POPMUPOBAHMIO IKCMO3MLMM KMBOMUCK U rpaduku
cyumtaetTca HeobXxoauMMoCTb pasHoobpasuTb €e  anemeHTamu
WHCTannALUMOHHOTO XapakTtepa. fApKaM BOMMOLWEHMEM Takoro
mMeToaa crtana BbicTaBka 1997 rogma «AkaeB-2000» (EBreHun
boitkoB, Taman bBokoHGaeB, 3JpkuH Canues, puctaHbek
Weiraes). B pamkax 3Toro npoekta Obin CO3AaH «BUAEOAPT»
«KbingbiStary, koTopbli 6onblie CMOTpencs Kak peknamHblii
PONUK. BbICTaBKy XWBOMWCHBIX MOMOTEH LOMOMHANN «MOAHbIEY
06bekTbl M MHCTaNNALWKU. Bbin NPOAEMOHCTPUPOBAH COBMECTHbBIN
nepopMaHC y4aCcTHUKOB BbicTaBku «AkaeB-2000» — KONNeKTUBHOE
co3jaHune nopTpeTa NepBOro Npe3nfeHTa CTpaHbl, OTpaxalwllero
HEOJHO3HAYHOCTb, Pa3HONMKOCTb nonuTuka. K oTkpbiTMiO 6bin
«M3faH» B KONMMYecTBe fABafLaT 3K3EMNNAPOB XYA0XKECTBEHHO-
naTpuoTuyeckunn xypHan «Bcex!». Ony6nukoBaHHbie B HEM CTaTby
TONbKO NOATBEPANNN BCESAHOCTL aBTOPOB.




CoBeTCKWIt MOJEPHU3M

CnpaBefnuBOCTM pajgW Hajo 3aMeTUTb, YTO M B paMkax
COBETCKOTO MOAEepHWU3Ma Gbinu MOMbITKM PacWMPUTb KPYr Tem
hopManbHbIX NPUemMoB. ECTECTBEHHO, camble ycnelwHble NOUCKM
GbINM NPeanpUHATLI B 3NOXW COLMaNbHbIX pedopM.

Camblit cOCTOABLINACA U 3DDEKTHBIN KYyNbTYpPHbBIN NPOEKT BPEMeEH
«NepecTPOMKM U rNacHOCTU» — HOBOE TeYeHWne B pecnybnukaHckon
XnuBonucK, oHo odopmunocb 4 nonyyuno ums «Hosas BonHa»
BcrnencTeue BbictaBok 1987 — 1989 rogos.

Haubonee spkue npepctasutenu 3Toro AsuxeHus: Xbinkblum
Xakbinos, TanaHT Oro6aes, Kagbipbek bekos, Hpucranbek
Weiraes, Apkun Canues, Omunb TokTanues. HeBuaaHHas B Te
BpemMeHa OTKPOBEHHOCTb B noabope TeM, MOHYMEHTanbHOCTb
KapTWH, CMEenoe WCMoNb30BaHWE HOBbIX (POpManbHbIX MPUEMOB
- BCE 9TO0 Aenano BbiCTaBkM «HOBOW BOMHbI» peBONKLMENA B
BM3yanbHom none pecny6nuku. Pesonanc B Cotose n 3a pybexom
OKa3ancs BHYLWMUTENbHbLIM: BOCMUTAHHWUKN COBETCKON XMBOMUCHOM
WKOMbl [€MOHCTpUpPOBaAnNM BCeMy Mmupy, 4To B obuecTse,
OCHOBAHHOM Ha MnoCTynaTtax HayyHOro KOMMYHM3Ma, BMOMHe
BO3MOXEH NIOpanu3M MHEHU.

O6blyHO Takue mepuodbl «b6ypu n HaTucka» senswTca HoraToil
nuTaTenbHOW cpepoit gNa AancHenwero passutus. Ho cenvac
OKOHYaTENbHO MOHATHO: pe3ynbTaTbl 3TOr0 NOCMNEAHEro BUAHOTO
KyNbTYPHOTO SIBNEHUA B Halel xuonucn 60MKO TMpaxupoBanuchb
u pacnpogaBanucb Oonee nsTHagyaTW NieT U Tenepb BOMHa
OKOHYaTEeNbHO ynernach, He 4aB UMNynbca Yemy-HUbyab Apyromy,
CTOMb X€ 3HAYUTENbHOMY.

Jylkychi Jakypov. The Birth of an Epos. Oil on canvas, 1994

XKbinkbiyu Xakbinos. PoxdeHue anoca. Xoncm, Macno

Xusonuce ceityac ABNAeTCA  elle OLHUM  BOMMOLIEHHbIM
NpUMepoM TOro, Kak Haly NpoLbie YCnexyu 4acto AylWwaT CBOUM
aBTOPUTETOM. Y XMBOMUCLEB CuUNbHa Bepa B BO3MOXHOCTb
OAMHOYHOTO CaMOpa3BUTUSA, HEJOCTAaTOYHO MOHUMAHUS CITOXHOCTH
COBPEMEHHOr0 XyA0XKEeCTBEHHOrO MpoLecca M XuBa Hajexaa Ha
rOCYAapCTBEHHYI0 OpPraHU3aLnio KynbTYPHOrO X03ANCTBa.

B cepesuHe AeBAHOCTbIX Yy CaMblX akTWBHO HaLemneHHbIX Ha
akcnepumeHT uneHoB Cow3a XyAOXHWKOB MOAHbIM  6bino
BblpaxeHue «KaptuHa — ato noctynok». B 3actonbHbix Gecepax
3penu umpgeu npucnocobutb XuBonucb K ynuue. Hanpumep,
HanucaTb Macnom Ha xoncte «llopTpeT peknamHbiX 06bABNEHNN Y,
WAK, He BbIXOAS 3@ pamku Dareta, 3aHATHCA BCEPbE3 MOUCKaMM
«@HTUXWBOMWUCKY», WAW, HaneyaTaB YBENWYEHHble KOMUW CBOWX
KapTUH Ha COBPEMEHHbIX MPUHTEPaX, Pa3MeCTUTb UX HA OTPOMHbIX
peknamHblIX WuTax no BCemy ropoay. OTW NpPOeKkTbl He Obinu
peanu3oBaHbl — CKOpee BCero, camu aBTopbl NOJOOHbIX MAed
WHTYUTUBHO YyBCTBOBANM UX 3CTETUYECKYIO HECOCTOATENLHOCTL B
pamKax XWBOMWUCHbBIX TpaguLun.

[lpyroe OTHOWEHWE K WUCKYCCTBY W  Apyroe mNoHUMaHue
3penu BHe CTEH TBOPYECKUX CO1030B. OfHUM W3 3aMeTHbIX
npuMepoB HEeOo(MULMO3HOTO MCKYcCTBa Yy Hac Gbina «BGymaxHas
apxuTekTypan.

«BymaxHas apxutektypa»

B KoHue cemupecaTbiXx COBETCKME apXUTEKTOPbl Yy3Hanu o
CYLleCTBOBAHUM MeXAYHapOLHbIX KOHKYPCOB KOHLENTyanbHbIX
npoekToB. ApxutekTopbl Kuprusum ymyapsanucb yyacTBoBaTb B
3TUX «BypKyasHbIX» KOHKYpCaX M 3aCNyXEHHO 3aHUMaTb NPU30BbIE
mecTa. Ycnexu aTu cBnageTenbcTBoBanu, 4To camu I'IO,El06HbIe
KOHKYpPCbl TONbKO cnocobcTBOBanNM NpPOSIBNEHWUI NOACMNYAHO
3petowmux TeHLeHLun. B koHkpeTHON paboTe apxutekTopbl Cot3a
WCMbITbIBANW MOLWHENWMNIA MOEONOTMYECKNA npecc, CcuUTyauns
kasanocb 0e3BbIXOAHOW, UM «bymaxHas apxutektypa» Obina
BO3MOXHOCTbK TBOPYECKO camopeanu3alnm.

Y Hac, Ha pecnybnukaHckoM YpOBHe, 3TO SBMeHME 0Ka3ano
upesBblYalHOE BNUSHME Ha MOKOMEHUS HAWMUX apXUTEKTOPOB M
B WTOTe — Ha COCTOSIHWE BCEW BW3yanbHOW KynbTypbl B LenoM.
KoHuenTyanbHoe OTHOWEHWE K MNPOM3BELEHWNI0 WCKYCCTBA W
NPOSBNEHNE UHTENNEKTYanbHON PPOHALI «3penn» y Hac B obnactu
«BYMaxHO apXuTEKTypbI».

®ecTuBanb «ApXUTEKTypHble anbTepHATWBbI», MPOWeAWNA B
cTonuue pecnybnukn B mae 1988 roga — yxe 4ucTo nepecTpoeyHoe
cobbiTe. NaeiHblM BOOXHOBUTENSAM (DecTUBANS — apxuTektopam
BO rnaBe ¢ AnekcaHapom 3ycukom n Bacunuem 'pecne — yaanoch
cobpaTb obpa3subl GymaxHoi apxuTekTypbl co Bcero COBETCKOro
Cotosa. Monb3ysacb GPMHAHCOBOW 1 OpraHW3aLMOHHOW NOAAEPKKON
rOCYAapCTBEHHbIX MONOAEXKHbIX CTPYKTYp, apXMTEKTOPbl CMOrMu
NO3HAaKOMUTb Ob6LWECTBEHHOCTb CO CBOWMW KOHLENTyanbHbIMU,
anbTepHaTMBHbIMU pa3paboTkamu, KOTOpblE, Kak OHU HaAesnuch,
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AKTyanbHblit Apxus

MckyccTtBo LleHTpanbHoit A3um:

JOMXHbl 6blMM AaTb HOBbIA MMNYNbC COBETCKOW apXMTeKType.
Ho cmbicn pgemoHcTpauun Obin yxe He TOT - 970 Obina
BbicTaBka nobeautenen, u, «nobeamsB» OAHO W3 YCNIOBUWA CBOEro
cyliecTBOBaHMA, COBCTBEHHO cama «DymaxHas apxuTektypa» B
pecnybnuke ymepna.

CaMmblit rpOMKMit NpuMep Halwero camusgaTta — xypHan «3ebpa»
(1983 rog). «Wspatenu» nonanu noj ToTanuTapHyl ctatblo 00
OXpaHe TallH nevyaTn, HepBbl UM CUMbHO NOTPENanu, HO OTNYCTUIN
¢ mupom. Camas WHTpuUrylowas «apyras» BbiCTaBka — BbiCTaBka
«3asa» (mapt 1992). Boponucb He ¢ NOAUTUYECKOWN CMCTEMON, ee
yxe dakTuyecku He Bbino, 60ponnchb C OWYLLEHNEM BTOPUYHOCTH
COBETCKOW NpOoBWMHUMM. [iNs Hac clyvyau Hawero noAnonbHOro
«camu3fata» M «CKaHAaNbHbIX» BbICTABOK 3HA4YMMbl TeM, 4YTO
OHU nomornu copMUpoBaTh HeoduuManbHble, «NapTU3aHcKkue»
MeTOAbl Kak BMOMHe npuemnembie U 3MGEKTUBHBIE METOAbI
CTUMYNUPOBAHNS XYAOXECTBEHHOrO npolecca.

[na KoHCOMWAAUMW XY[OXECTBEHHbIX MeTOAO0B, afeKkBaTHO
oTobpaxarwLWmnx AeNCTBUTENbHOCTb, UMENIOCh BCe — TanaHTNuBbIe
XYOOXHWKW,  BONMA  NpeanpuHuMatb  Kakue-TO  OENCTBUS,
WH(MOPMaLNOHHAsA 0CBEAOMNEHHOCTb. Bce nposiBneHns TBOpYeCKoi
aKTMBHOCTW Macc, He NoAnagalolyme Nog CAOXMBLIMECS XaHPOBbIE
pamku TpaguLMOHHOro uckycctsa, TpeboBanyu cBoel BbIBECKM.

Takoi BbIBECKOW CTano «COBPEMEHHOE NCKYCCTBOY.
«CoBpeMeHHOe MCKYCCTBO»

Co6CTBEHHO KaK OBWXEHME MOSABMIIOCH B KOHLE AEBAHOCThIX. B
roabl TPYAHOrO NPUBbLIKAHMS K HE3aBUCUMOCTU OOHUM M3 CaMblX
3aMeTHbIX LEHTPOB NPUTSAKEHUS HeoduumanbHOW KynbTypsl Gbina
apxutektypHas ctygus « MUSEUM». MomelleHne apXxuTeKkTypHOR
MacTepCcKoii BpeMs 0T BpeMeHM NpeBpallanocb B MECTO NPOBEAEHNS
«KBApTUPHbIX» BbICTABOK, OOLWEHNS W 3HAKOMCTBA XYLOXHWKOB,
nobutenen n npodeccuoHanos. CTyaus sdBnanacb, no cyTu,
kny6oM eOWHOMbIWNEHHUKOB. B oTnnume oT MHOXeCTBa ApPYyrux
nofgo6HbIX, CTUXUIAHO BO3HUKAKOLMX LEHTPOB, Yy 3TOF0 COAPYXeCTBa
Nno3TOB, XYAOXHUKOB, AM3aWHEPOB M apXUTEKTOPOB Obin onbIT

Ulan Djaparov. The Gloomy Samurai. Performance, 2005

Ynan Oxanapos. CympayHbili camypal. [leppomarc
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camocToATenbHON paboTbl BHE TBOPYECKUX COK30B W yMEHue
HEBO3MYTMMO OTCTauBaTb CBOK NO3MLMIO, HE COBMajalowWyw C
obwenpuHaToin. 3nech NPUrogMNCs ONbIT NpefCTaBuTENel Hale
«BbymaxHoi apxuTekTypbl» 1 «camuspaTta». Hambonee akTuBHbIE
uneHbl 3T0ro coobuectsa: YnaH fixanapos, Cepreit bypos, Omunb
l'ysanpos, N'ynbHapa Kacmanuesa, Mypatbek [xymanues.

Ctyanen «MUSEUM» B KOHLe AeBAHOCTbIX ObinM OpraHM3oBaHbl
BbICTABKM C y4yacTMeM akTyambHblX XyAOXHWKOB W3 KasaxcTaHa.
Camu HasBaHWA 3TUX BbICTABOK CBWAETENbCTBOBANMW O HOBOM,
KypaTopCKOM  NOAX0Ae K  OpraHusauum  Xy[OXeCTBEHHOro
meponpuaTna. bes 4eTkoro onpepeneHus, 4T0 3TO WMEHHO
«COBpPEMEHHOe  uckyccTBO», Obima npeAnpuHATa  nonbiTka
npefoCTaBMTb paBHblE NpaBa BCeM «KYPbE3HbIM» 3KCMEPUMEHTaM
Ha n3obpasuTenbHoMm QpoHTe. Takas TPUXAbl WHBEHTapus3auus
BbISIBUNA, YTO MyTEN MHOrO, HO BCE OHW (paTanbHO BeAYT K AaBHO
W3BECTHbBIM BO BCeM Mupe Bewam. «[lapannencHbiil Topoa»
(1997 rop) npeacTaBun ropoAckoe MCKyccTBo nwbutenein u
npoceccuoHanos; «Labiryntos» (1998 rop) nokasan 3abaBHble
NOBOPOTHI U TYNUKK pa3HoobpasHblx hOpM BU3yanbHON KYNbTypbl;
u, HakoHey «Mmoc-Munyc» (1999 roa) BbISBMN  Hanuuune
pasHbIX NOTeHUManoB B HaweM uckyccTee. [lo3nuuoHupoBaHue
3aBepLINNOCh.

[lanee cobbiTus HapacTalT, MNpuUHMMas NaBUHOOOPA3HbINA
xapakTep. Bce HeflaBHO BO3HUKLINE UHULMATUBLI U MHULMATUBHbIE
rpynnbl pas3suBalOTCA W NPOAOMXKAT CBOW paboTy, W noatomy
noka MOXHO TONTbKO NEPEYUCNUTL BCe (haKkTUYECKME CUTYaL UK, He
AaBas OKOHYATENbHbIX XapakTepUcTuk.

XYAOKHUKU-UHCTUTYLIMU

Xy,ClO)KHMKI/l «COBPEMEHHOro KUcKycctesa» B pecny6n|m<e no
CaMoro nocnegHero BpemeHn camu co3gasanum CBOU UHCTUTYL UMK,
camMn ABnNANUCbL Kypatopamn NpOeKTOoB, B KOTOPbIX CaMn Xe U
y4yacTBOBanun Kak XygoXHUKK.

Ctyana «MUSEUM» K 3TOMYy BpEMEHMW HECKONbKO BUAOU3MEHUNAC,
Tonbko 6GeccMeHHbIM nugepoMm ocTaetcs YnaH [xanapos.
AktuB rpynnbel — OpHecT Abapasakos, YuHrua Tokoues, Agunb
Centanues, [una Xanmypsuna, Faman BbokoHbGaes. lMpumepom
SCHOM W OCO3HAHHOW KypaTOPCKOW CTpaTeruu CTyguu sBnsiTCs




OulWwKkeKkckne nepBoanpenbckue KOHKYpPChbl, MPOBOLUMbIE BOT yxe
TPU roga noapsaa. ATV BbICTaBKM CTanu NposiBrieHMeM caMobbITHOI
XYLOXECTBEHHOW WHMUMaTuBbl. B pecnybnuke HeT LeEHTpa,
KOTOpbIA MOr Bbl YETKO ONPEAENNUTL FpaHULbl XaHpa U NoAenuTb
BCEX Ha CBOMX M Yyxux. Takylo 3agavy Ha cebs HuKTO He bBeperT, u,
BO3MOXHO, Takasd «BONlbHMLUaA» NO3BONAeT HaxoAUTb B XaHPOBOM
pa3Hoobpa3un camobbITHOE.

Camblii  06LecTBEHHONONE3HbIN NPOEKT 3TOro 06befuHeHus,
Hapsay C nepBoanpenbCKMMKU KOHKypcamu, — u3gaHue c¢ 1998
roga anbmaHaxa «URBI et ORBI» (Bbilwno yxe yeTbipe Homepa).
Mybnukaumm B anbmaHaxe cnocobcTBOBanM TOMY, 4YTO B
pecnybnuke nosBMNOCb CBOE Cepbe3HOe WH(POPMaLWOHHOE none
«COBPEMEHHOTO McKyccTBa». Boopyxuswuce npuobpeTeHHbIM
onbiToM (06LWeHNne ¢ NNWYLNMK aBTOPaMN PErMOHaNbHOrO YPOBHS
W «napTu3aHckne» MeToAbl M3patenbckoh paboTbl), cTYANs
WHWUWupoBana naganue bonnetens no npobnemMam coBpemMeHHOro
nckycctea «x@b» (npu cduHancoBoln noanepxke ranepen «Kura-
maART» BbIlWNO ABa HOMepa W MOAroTOBREH TpeTuit). Hauvano
BeCbMa yCnelwHoe, U NOTEHLManbHO 370 NEpUOANYECKOe U3aaHmne
MOXEeT CTaTb MevyaTHbIM PYNOPOM «COBPEMEHHOTO MCKYCCTBa»
BCEr0 peruoHa.

B 1999 ropy cocTosnacb BbiCTaBka HEW3BECTHOrO, HOBOrO
NOKONEHUS XYAOXHMKOB «3anacHoih Bbixog» B JK um. JleHuHa.
B 2000 rogy nosiBnsetca TBOpYeckoe 0ObeAMHEHME MOMOAbIX
XyaoxHukoB «bponenoesg» (Mpa [ekkep, PomaH Mackanés,
Anekcangp Y). Fpynna ceiyac cywecTByeT Kak MexXAayHapoaHoe
obbeguHeHune buwkek - Anmatel - KenbH, He «cTpapas»
TEPPUTOPUANbLHON OrPaHUYEHHOCTbLHO.

Waapbek Amankyn w Jluum Maipn B 2000 roay opraHusoBanu
mexayHapogHyw rpynny xygoxHukos «Art Connection». Uenb
rnobanbHas — cosfatb B KeiprelsctaHe LeHTp, Kyaa Mornu Obl
npuesxaTb paboTaTb M, YTO CaMoe BaxHOe, 06LWaTbCs Xy[OKHUKN
co Bcero mupa. B 2001 n B 2002 rogax rpynnoit ocywecTBneH
mexayHapogHoln npoekt «Central Asia - Europe Art Dia-
logue», B KOTOPOM yyacTBOBaNnM OKONO TpuALaTU XYAOXHUKOB
n3 LeHtpansHon Asuum u Esponbl. T[lpoekt, 6e3ycnoBHo,
npuenekateneH — Ha bepery o3epa, B YHWUKanbHOW MPUPOSHON
KYPOPTHOI 30HE BO3POXAAETCA TPaAMLNSA KUPTU3CKUX XYAOXKHNKOB
coBMelWaTbh O0TAbiXx C¢ paboToil. YyacTuem B 3TWX MNpOEKTax
OTMETUANCb MHOTUE BNOMHE TPaAULMOHHbIE XyAOXHMKM. [osuyms
KypaTopoB — nonHas csobopa fencteun, obweHne n coBMecTHas
paborta. [Ina npon3BefeHUA, CO3JaHHbIX Ha 3TUX BOpKLWoONax,
XapakTepHo  ucnonb3oBaHWe  0COOEHHOCTEA  KMPrU3CKOro
naHawadTa M NPUPOLHbLIX CakpamnbHbIX CUMBOMOB, X 3TO NoMoraeT
He pacTBOPMTbCA B Ornywaikouem pasHoobpas3uu nposBReHui
«COBPEMEHHOT0 UckyccTBa». Kpome Toro, 3apybexHblie Xya0XHUKM
noMoraioT MO0-HOBOMY YBUAETb WHTEPECHelWwmne nposBAeHNs
HapOAHOM XU3HW Halel rnyBuHKN.

B 2002 rogy lynbHapa KacmanueBa u Mypatbek [xymanues
opranusoBbiBatT  obuwectseHHoe obObeauHenne  «ArtEast».
Haunbonee KpynHble nNpOeKkTbl: CpedHeasnaTckuii  cemuHap
«MupoBble cucTembl penpeseHTaLuMn COBPEMEHHOTO MCKYCCTBaY,
COBMECTHO Cc anma-atuHckum CLICU; mexayHapofHas akcneauums
no Keiprelactany n Cubupn.

«ArtEast» — cemelHblli TaHAEM XYAOXHWKOB-NPOECCUOHaNoB ¢
akagemuyeckum obpa3oBaHWEM, U CBOW 3aHATUS «COBPEMEHHBIM
MCKYCCTBOM» OHM NbITAlOTCA CTpaTerMyeckn nNOCTaBUTb Ha
npoceccuoHanbHylo 0CHOBY. B mocnegHee Bpemsi o6beauHeHne
CEpbe3HO 3aHWMaeTCs BUAEOAPTOM, O YeM CBUAETENbCTBYIOT
yCnewHoe yyacTue B  LieHTpanbHoasuatckom ecTusane
«BupeonpgeHtuyHoctby B Anma-ATol B okTabpe 2004 ropa wu
opraHnsauus B sHeape 2005 roga B ctonuue pecny6nmku TpeHuUHra
«Video Art Workshop».

Mossuswasca B 2003 roagy ranepes «Kurama ART» - nepsas
ranepes, KoTopas OTBaxunacb B3ATbCA 3@ nponaraHgy
«COBpeMeHHoro uckycctea». K Tomy xe 3To nepsas ranepes,
KoTOpas cTaBMT neped coboit cTpaTerMyeckue Uenu WM ONa nx
OOCTWXEHUS MNPUMEHSIeT TPaMOTHYK MOMUTUKY, WHBECTUPYSA
CpeAcTBaBM3[aTENbCKY AEATENBHOCTb M B KYpaTOPCKME MPOEKThI.
B anpene 2004 roga ranepeei 6bina npegnpuHaTa macwrabHas
MHWLWaTMBA — MexOyHapoaHas BbicTaBka «... u [pyrue». Ha
cyn 3puTenen 6binu npeanoxeHbl npou3sefeHns 6onee copoka
XYAOXHWKOB 13 TepmaHuu, JluxteHwTenHa, Mongasuu, Poccuu,
CnoBeHuun, YkpauHbl, KazaxctaHa, Y3beknctaHna v KoiproeiactaHa.

“Bronepoezd” Group. Adolf Kuvshinov. 2001
'pynna «bpoHenoes3d». Adonbg KyswuHos
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MckyccTtBo LleHTpanbHoit A3um:

Mpu cambix pa3HoobpasHbiXx OUEHKax rnaBHas Lenb BbiCTaBku Obina
AOCTUrHYTa: WHTennekTyanbHas anuta ybefgunacb, 4TO MOXHO no-
pasHOMY OTHOCUTbCS K «COBPEMEHHOMY MCKYCCTBY», HO HE 3aMeyaTb ero
BIIMAAHUA Ha KyNbTYpYy CTPaHbl B LIEIOM YyXe HeBO3MOXHO.

KbipreidctaH Ha BbicTaBke npeactasunu: PomaH Mackanes u AnekcaHap
Y, koMAblOTEPHbIN Konnax «Panckuit naHgwadT»; N'ynbHapa Kacmanuesa
n Mypatbek [xymanues, BuaeouHcTannsauus «TpaHccubupckue
ama3soHkuy»; Wainoo Oxekwenb6aes, doTonpoekT «MoBopoT»; Banepuit
Pynnens, nnctannauyua «Green city project».

BpaTtba HaBek

3ameTHO BNMSHWE B Hawen pecnybnnke poccuickoro M 0cobeHHo
Ka3aXCTaHCKOro «COBPEMEHHOr0 UCKYCCTBaY.

OTtkpbiBmitca B 1997 rogy CopocoBckuii LieHTp coBpeMeHHOTro nckycctsa
(CLUCW) B Anma-ATe He CKpbiBan CBOWX MMaHOB CTaTb KOHCOMUANPYOLWUM
LeHTpom Bcero peruoHa. B 2000 rogy Ha BTOpY €XerofgHylo BbiCTaBKY
CLUCW 6binu npurnawedsl XyAoxHUKM U3 KbiprbidcTaHa. ITU Xy[OXHUKM
BMNOCNELCTBUN CTaHYT y4aCTHMKAMW Takux 3Ha4Yumblx cobbITUA B con-
temporary art LeHnTpanbHoi A3uu, kak BbicTaBku «No Mad’s Land»
B [lome mupoBbix KynbTyp B bepnuue, «Trans-Forma» B XeHeBCKOM
LleHTpe coBpemeHHOro uckycctea u «Re-orientation» B ranepee «ACC»
B Beiimape. CoBpemeHHOe MCKyccTBO KbiprbidacTaHa Ha 3TWUX BbiCTaBKax
npeactasnanu: Anekcangp Y, Poman Mackanes, Vpa [lekkep, Waapbek
Amankyn, Jluum Maipn, TynsHapa Kacmanuesa, Mypatbek [xymanues,
Wainoo [OxekweHbaes, YnaH dxanapos.

B Teuyenue 2001 - 2002 ropos B Buwkeke npownu MexgyHapoAaHble
npoekTbl HoBOCUBUpCKoro kypaTopa Bnagumupa HasaHckoro «BHyTpeHHAS
Aszus I» n «BHyTpeHHas Asus Il». Teorpadus BoicTaBku — C.-MeTepbypr,
Yda, HoBocubupck, 4TO CYLECTBEHHO PaCLIMPUNO KOHTAKTbl HaLIWX
XYAOXHMKOB C XyAOXHWKkamu obeux ctonuy Poccun, Cubupu, Ypana,
YKpauHbl.

BmecTo 3aknwyeHus

OTO ABneHWe noka He OrpaHMYNBaETCS paMKaMy «HaWW — HE HalWuy, He
TpebyeT cBugeTenbCTBa NPOLWNbIX AOCTMXEHWA u BoobLWe nonaraetcs
fonblie Ha NUYHYI WHWLWATUBY CBOMX CTOPOHHMKOB. 03TOMY 9TMX
CTOPOHHWKOB Mano, 1 Becb )0KyC B TOM, YTO ropcTka Nioaen ymyapunach
3a KOpOoTKOe BpeMS CAenatb «COBPEMEHHOE MCKYCCTBO» (HaKTOpOM,
NONOXUTENbHO BMNUAIOWNM Ha pa3BUTUE BCE Xy[OXKECTBEHHOW KyNnbTypbl
Pecnybnuku KeipreiactaH.

* TepMUH «coepeMeHHoe UcKyccmgo» ob6o3Hayaem «contemporary arty,
U, Ymobbl He nymamb C NOHSMUEM «CO8PEMEHHOe» 800buwe, amom
mepmuH npueodumcs 30echb u 0asee 8 KagblyKax.

** CoxpaHeHa (hoHemuka cosemckoli 3noxu 8 KoHmekcme: kozda peyb
udem o cogemckol snoxe — Kupeusus, cO8peMeHHOe NPOU3HOWEHUE
- Kbipebiacman.

Asmop ebipaxaem 6nazodapHOCmb 3a NOMOWbL U UHPOPMAYUOHHYIO
noddepxky YnaHy [xanapoey, Banepuw Pynnenw, Mypambeky
Lxymanueey u llaapbeky AmaHkyny.
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Group “Zamana” (Gulnara Kasmalieva, Muratbek Djoumaliev, Shailoo
Djekshenbaev, Marat Sarulu, Talant Ogobaev). Paradise. Il Annual
exhibition of SCCA - Almaty. 2000

pynna «3amaHa» (F'ynbHapa Kacmanueea, Mypambek Lxymanues,
UWatnoo AxexkweHb6aes, Mapam Capyny, Tanaum Ozobaes). Paradise.
Bmopas 2000sas ebicmaska CLHCU — Anmamsbi

“No Mad’s Land” in the House of World Cultures in Berlin

Ha ebicmaske «No Mad’s Land» & Jome mupossix Kynemyp e bepnuHe




Gulnara Kasmalieva and
Muratbek Djoumaliev

The work by Gulnara Kasmalieva and Muratbek Djoumaliev is of great interest
reflecting all the pluses and minuses of contemporary art development in the
republic.

The artists began their team-work at the time of pioneers — at the end of the
1980s they were participants of “Underground” seminar in Narve (Estonia), and
at the end of the 1990s they were still active participants in the “nontraditional”
initiatives of the architectural studio “MUSEUM". Before Gulnara and Murat had
had long experience of independent work: Gulnara’s record of graphic art is dis-
tinguished by capricious investigation, Murat’'s record of monumental sculptures
is well-known by established features of the Soviet school. It was easy for them
to start experimenting with all genres of contemporary art, though many artists
at that time suffered from a lack of clarity, did not want to define themselves
(see “Not a Painting”, an example of how certain painted works of that period
were characteristically named). Education helped Gulnara and Murat quickly de-
termine how installations differed from sculptures, and professionalism helped
them feel the opportunities an actual method of artistic reflection provided.

They also were among the first to recognize the signs of the time, the necessity
of building a space of self-realization with their own hands. The government
stopped supporting art, and this provided space for representatives of a new cul-
tural force to step in. In order to survive, it was necessary, not hoping for others,
to begin founding modern institutions themselves. Thus they do not resemble a
lot of artists, who even now believe that curators are merely directors of social
activities for the masses, critics are unsuccessful artists, and doing social work
is shameful.

In 1998 Gulnara Kasmalieva and Muratbek Djoumaliev initiated founding of “Za-
mana” group, and in 2002 organized “ArtEast” group. Their most recent projects
and initiatives include Djoumaliev’s lecture at the 8th Istanbul Biennale about
Kyrgyzstan contemporary art (September 2003), the curatorship of Kyrgyzstan
section at the 3rd Novosibirsk International Biennale of contemporary graphic
arts (September 2003), the organization of “Bishkek intergraphic” - an exhibi-
tion of contemporary printed graphics (February 2003 to March 2004), and the
International Art tour in Kyrgyzstan and Siberia “Whispers of Earth, Silence of
Heaven” (June-July 2003).

Back from the tour Gulnara and Murat brought a film, “Trans Siberian Amazons”.
The film is a touching and ironic report about the life of small-scale traders in
the transitional period, traveling with their goods on trains, and sadly singing
songs popular in their Soviet youth. In the hands of the authors this simple plot
acquires the depths of a work of drama. Collision of different epochs, an attack
on the weariness of the society, and social analysis of the phenomenon can all
be found in the film, but, which is most important, it shows the firm spiritual
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center of broken human lives. Moreover, “Trans Siberian Amazons” is a lesson,
an example, a way for art to survive in a poor country. Our film-makers do not
handle such subjects, referring to the absence of good screenplays and gov-
ernment support and the general absence of everything. Without big financial
expenditures and without fear of the complexity of the theme, the authors of this
film managed to rise to the level of serious filmmaking.

At the “Hand made” exhibition in the Museum of Nonconformist Art in Saint Pe-
tersburg, Gulnara Kasmalieva first performed her “Goodbye song” (December
2001). Subsequently it was shown at “Inside Asia 2” (June 2002) and at “Trans-
forma” at the Center for Contemporary Art in Geneva (September 2002).

Kasmalieva has run a few steps forward, incorporating performances, actions,
and gestures not yet belonging to contemporary art, using herself as the mate-
rial for her work. “Goodbye song” is one of several successful examples. This
is a beautiful lively work, which incorporates patriarchal rituals and traditions,
as well as the revaluation of the syncretic culture of the past. Ethnographic pre-
sentations of national rituals are very refined and often evoke feelings of facile-
ness akin to those aroused by opera decorations. After seeing a “preconceived”
performance one believes that traditions are exactly as they are portrayed and
the masterful usage of artistic methods adds a non-counterfeited authenticity to
the performance.

Currently this creative pair is located in the very center of events of a new cultur-
al phenomenon in the republic. Gulnara Kasmalieva and Muratbek Djoumaliev,
like other representatives of our contemporary art, are trying to organize them-
selves and at the same time continue to work on their own projects: organizing
seminars and exhibitins, overcoming misunderstandings and confronting those
who do not believe, trying to add a touch of reality to their works, and instinc-
tively responding to their colleagues’ critiques.

Gamal Bokonbaev

Gulnara Kasmalieva, Murat Djoumaliev. Tran Siberian Amazons. Video installation. 2004
l'yneHapa Kacmanuesa, Mypam [xymanues. TpaHccubupckue ama3oHku. BudeouHcmannayus
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'ynbHapa KacmanmeBa n Mypatbek Jxymannes

TeopyectBo l'ynbHapbl Kacmanuesoit n Mypatbeka [xymanuesa
MHTEpPecHo TeMm, 4YTO B HeM Haubornee nocnegoBaTenbHO
0TPasunnUCb BCE NIKChI U MUHYCbl CTAaHOBMNEHUS «COBPEMEHHOIO
uckyccTBay pecnybnuku.

HaunmHanu 3T XyLOXHWKW OOHMMU M3 NEPBbIX — elie B KOHUE
80-x oTmeTunucb Ha cemuHape «AHpeprpayHg» B Hapse
(9cToHns), a B KoHue 90-x ObINM aKTUBHBIMM yYaCTHUKaMK
MHOTUX «HETPagULUOHHbIX» WHWULWATUB apXUTEKTYPHOW CTyAWUK
«MUSEUM». K Tomy BpemeHn T[ynbHapa u Mypat - yxe
CMOXUBLUNECA XYAOXHUKW, Yy o0BOMX 3a nneyamu COMUAHbIN
OMbIT CaMOCTOATENbHOW paboTbl: rpaduky lynbHapbl oTnuyaeT
NpUXOTNNBas M3bICKAHHOCTb, @ AN MOHYMEHTaNbHbIX CKYNbNTYyp
Mypata xapakTepHa OCHOBaTeNbHOCTb COBETCKOM LWKOMbl. ITO HE
MeLlano UM napannenbHo nepenpoboBaTh K KOHLY Beka BCe XaHpbl
«COBPEMEHHOro uckycctsa». MOUCKM MHOTMX HalWX XYAOXHUKOB
3a4acTylo cTpajann HevyeTKOCTblo, HexernaHuem onpefenarbcs
(«He xuBonnucb» — Tak xapakTepHO Ha3bliBanacb OAHA M3 BMONHE
XWBOMUCHBIX paboT Toro BpemeHn). O6pasoBaHHOCTb nomorna
lynbHape u MypaTy 6bicTpo pasobpatbecs, 4eMm OTnnYaeTcs
WHCTannAuua OT CKYMbNTypbl, a npodeccMoHann3m — BOBpPEMS
NOYyBCTBOBaTb BO3MOXHOCTM HOBOrO ANA Hac, akTyalbHOro
mMeTofa XyA0XKECTBEHHOrO MblLUNIEHUS.

OHun Takxe OAHUMM U3 MEPBbIX O0CO3HANN KOHBIOHKTYPY BPEMEHU
— HeobX0AMMOCTb CBOMMM NNYHbIMKM ycunusamu cosgaBaTb cebe
NnpoCTPaHCTBO  camopeanusauun. [ocypapcTBo  nepecrtano
3aHUMaTbCs WUCKYCCTBOM, 3TO M ONMpeAenuno YHWBEPCanbHOCTb
npeAcTaBUTENEN HOBOFO KyNbTYpPHOrO SIBNEHUSA: YTOObI BbIXUTb,
Hago 661110, He HaAesACh Ha ApYruX, CaMUM 3aHUMATbLCS CO3JaHMEM
COBPEMEHHBIX MHCTUTYLMIA. B 3TOM MX HEMOXOXECTb Ha MHOTMWX
HalWX TBOPYECKMX pPabOTHUKOB, JO CMX MOP CYUTAKLWMUX, YTO
KypaTtop — 3TO MaCCOBMK-3aTE€AHWUK, KPUTUK — HEMONyYMBLINIACA
XYAOXHUK, @ 3aHMMaTbCs 06WecTBEHHO! paboToN 3a30pHO.

B 1998 romy lynbHapa Kacmanueea u Mypatbek [xymanues
CTAHOBATCA MHMLMATOpPaMn CO3AaHWSA rpynnel «Zamana», a
B 2002 rogy opraHusoBbiBalT obwecTBeHHoe 06beanHeHne
«ArtEast». Hanbonee kpynHble NMpPOEeKTbl M MHWLWATUBLI: AOKNAA
Mypatbeka [xymanueBa B pamkax 8- Ctambynbckoir 6ueHHane
0 coBpeMeHHOM wuckyccTBe KbipreisactaHa (ceHTsibpb 2003);
KypaTopCTBO KbIprbi3CTAHCKOro pasgena Ha 3-i HoBocubupckoit
MexXayHapogHoi 6ueHHane coBpeMeHHOW rpadukn (ceHTabpb
2003); opraHuM3auus  BbICTAaBKW  COBPEMEHHOW  NevyaTHOM
rpacuku «Bishkek intergraphic» (despanb 2003 - mapt 2004);
MexgyHapogHas apt-akcneguuus no Keipreidctany u Cubupm
«lWenoT 3emnu, monyaHue Heba» (MHb — nionb 2003).
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MckyccTtBo LleHTpanbHoit A3um.

M3 aton akcneguuum M'ynbHapa u MypaT npusesnu Buaeodunom
«TpaHccubupckne amasoHKM» — TpoOraTeNbHblA U MPOHUYHbIA
penopTax 0 MeNKUX TOProBkax 9KOHOMUKM NepexoaHOro nepuoaa,
efylnx co CBOMM TOBapOM B MOE3Ae W OT rpycTu HaneBatLux
MOJHY B COBETCKWE BpPEMEHa MeNoguio WX MONOAOCTW. JTOT
HEXUTPbIA CloXeT B TpaKkTOBKe aBTOPOB npuobpetaetr rnybuHy
ApamaTtuyeckoro npoussefgeHns. CTONKHOBEHME pasHbIX 3M0X;
elle ofiHa aTaka Ha YepcTBOCTb 06LeCTBA; COLManbHbIA aHanus
SIBIEHUS — BCE 3TO €CTb, HO Camoe [NaBHOE, B 0O4YEepeLHON pas
nopaxaeTt HeucTpebMmMocTb JYXOBHOrO Hayana B UCKOBEPKaHHbIX
yenoBeyveckux cyabbax. Kpome Toro, « TpaHccMBupckne ama3oHKn»
— YpoOK, npumep, MeTOA TOro, Kak MOXeT BbIXWTb MCKYCCTBO B
Heboratoit cTpaHe. Haww kuHematorpagucTtel He OepyTca 3a
nogobHble Tembl, ccbinasicb Ha OTCYTCTBME XOPOLINX ClieHapues,
rocyfapCTBEHHOW MmoLAepXku u Booblie Ha OTCYTCTBME BCEro.
bes 6onblwKnx UHAHCOBLIX 3aTpaT U He UCMYraBWUCh CIOXHOCTY
TEMbl, aBTOPbl 3TOr0 BuAeO(UNIbMa CMOrMM [OOMTHCA YPOBHSA
BO3JENCTBUS CEPbE3HOr0 KUHO.

Ha BbicTaBke «Hand made» B My3ee HOHKOHGOPMUCTCKOrO
nckycctea B C.-Metepbypre lynbHapa KacmanueBa BnepBble
npeactasuna cBon nepcopmaHc «lpowanbHas necHa» (aekabpb
2001). BnocneacTeum oH 6yneT nokasaH Ha BbicTaBke « BHyTpeHHAS
Asunsa Il» (noHb 2002) n Ha BbicTaBke «Trans Forma» B LleHTpe
coBpeMeHHorouckyccta B XeHese (ceHTa6pb2002). MepdhopmaHc,
aKLuWs, XeCcT HE MPUXUIUCHL B HALIEM «COBPEMEHHOM UCKYCCTBEY,
Mbl MPOCKOYMAM 3Ty 3naTaxHylw CcTaguio, KOraa XyZOXHWK
ncnonb3yetT B KayecTBe MaTepuanoB WCKyccTBa camoro cebs.
«lpowanbHas nNecHa» — OAUH U3 HEMHOTWUX YAAYHbIX MPUMEPOB.
OTa kpacuBas, 3penuiyHas paboTa ¢ MCNONb30BAaHUEM 3NIEMEHTOB
natpuapxanbHbix 06psafoB M Tpaguuuii M NEpPeocMbICNEHUEM
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CMHKPETUYHOW KyNnbTypbl MpoWNoro. Y Hac aTHorpaduyeckue
npeacTaBneHns HapoAHbIX 06PAA0B U3NMULIHE U3bICKAHHbI, U 4ACTO
BO3HMKAET BneyaTneHne HeeCTeCTBEHHOCTI ONEPHbLIX JeKopalui.
[pu npocmoTpe «npuaymaHHOro» nepopmaHca Bepullb, 4TO
Tpaguuuu NpoOXoANNN UMEHHO Tak — MacTepCcKoe MCMNonb3oBaHue
METOAO0B  aKTyanbHOr0 WCKyccTBa CO3A4A€T  HEnofAesibHyio
NOAMMHHOCTb NPOUCXOASLLErO.

Ceityac 9T0OT TBOPYECKWA TaHOEM HaxOAUTCA B CaMOM LEHTpe
cobbITUIA HOBOrO KynMbTYpHOTO SBREHWA B Hawewn pecnybnuke.
lynoHapa KacmanueBa u Mypatbek [xymanues, kak u Bce
oCTanbHble NpeAcTaBUTENN Halero «COBPEMEHHOTO MCKYCCTBA,
NbITAlOTCA 3aHWMaTbCH CcamMoopraHusauueidn W napannenbHo
TBOPWTb; OPraHW3ylT CEMWHapbl W BbICTaBkM, MpeoAoneBas
HEMOHMMaHWe W HeBepue OKpyXalwux; nbiTaTcs A06aBUTb
aKkTyanbHOCTM B CBOWX MNPOW3BEAEHWAX, YYTKO pearnpys Ha
KpUTWKY Konner.

raman bokoHb6aeB

Gulnara Kasmalieva, Murat Djoumaliev. To the future... . Video, 2005

l'yneHapa Kacmanuesa, Mypam [xymanues. B 6ydywee... . Budeo




Roman Maskalev and Maxim Boronilov

The artistic duet of Roman Maskalev and Maxim Boronilov was
formed while creating “Paris” video trilogy in 2004. If it was Max-
im’s debut, while Roman had already had significant artistic ex-
perience in video, photography and performance within the group
“Bronepoezd” (Armored Train). Today this group of young artists,
in spite of its adolescence, has its own recognizable style and oc-
cupies progressive positions in contemporary art of Central Asia.

The evolution of this group is in many ways mysterious: the 20-
year-old artists Roman Maskalev, Ira Dekker, and Alexander U
had neither any real “communication” with worldwide contempo-
rary art, nor “suffering” experience of the older generation, or any
institutional support. They had, however, the keen desire to ex-
press themselves contrary to dead academy norms and total crisis
of artistic education in the republic. In 1999 they organized the
“Emergency Exit” exhibition in Recreation Center of Lenin Facto-
ry. The choice of place is characteristic. The absence of glamour
and the reflection of post-Soviet subject-matter have become at
the group’s characteristic feature.

A series of nonconformist exhibitions in Kyrgyzstan at the end of
the 1990s played an important role in determining of their “terri-
tory of Art”, but for the young artists participation in “Communica-
tion, the experience of mutual cooperation,” a Soros exhibition of

contemporary art in Almaty, was a major turning point. Direct com-
munication with the exhibition participants, the majority of which
had been already well-known, finally reinforced the faith in them-
selves and the correctness of the way they had chosen. The same
year the group presented their film-interpretations of the works
by Daniil Kharms at “Look in a different way” youth film-festival
in Kazakhstan. Using of old outdated 8mm film, a successfully
recorded soundtrack, subtle irony, the grotesque, and a remark-
able sense of humor, immediately determined the innovation of
the group’s creative approach. The work received recognition not
only among film-makers, but also successfully became a part of
Central Asian contemporary art.

Artists were able to not only to understand the unique character
and at the same time the absurd of the surrounding post-Soviet
“stuff’, but also present it in a talented manner, often becoming
actors themselves. If in their video work “Artist 1” and “Artist 2" Al-
exander U and Roman Maskalev brilliantly portray narrow-minded
opinion on what a real artist is, i.e.. smart, many-sided, hungry,
angry, unnoticeable, quickly reacting to situations, in the film “The
Grieving”, having named its parts “Universal Sadness”, “Death of
a Hero”, “Love to Eternity”, the artists were able to avoid superflu-
ous pathetic elements and show the tragedy of the generation of
the 1990s.
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The problem of marginality was strictly, without speculation presented in the perfor-
mance of Roman Maskalev at a festival in Ireland in 2004. The artist, standing on a chair
in front of the audience, periodically hit a wooden stick against a zinc bucket, worn on
his head. At the same time Roman swore at himself in Russian. The reason for such a
harsh treatment to the artist’'s body was inability to speak English and inability to com-
municate verbally at the festival. Those present did not understand Russian. After some
time, someone took away the stick, and, taking Roman by the hand, delicately lead him
down from “the podium”, having stopped the torture and thereby participating in the
performance. Thus occurred communication without words!

In their new video “Paris” Roman Maskalev and Maxim Boronilov follow the creative
method used in “Bronepoezd”. “Paris” is an informal name of a trans-shipment point on
the road between northern and southern Kyrgyzstan. The artists, it seems, where not
interested, why the place received that specific name. Much more important was show-
ing the difference between local reality and “the Kyrgyz Dream” — the capital of French
chanson.

Muratbek Djoumaliev

Roman Maskalev, Alexander U. Paradise landscape. Photo montage, 2004

PomaH Mackanes, AnekcaHop Y. Palickuli nelizax. QomomoHmax.
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PomaH MackaneB u
Makcum BopoHMnoB

Teopyeckuit gyatr PomaH Mackanes u Makcum BOpoHMNOB CRNOXWNCA B npouecce
co3ganus sugeotpunorun «Mapux» B 2004 rogy. Ecnn gna Makcuma ato 6bin geboT, 170
PomaH yxe umen 3a nne4yamu Xy4oxeCTBEHHbIN ONbIT B BUAEO, B 0TO U B nepdopMaHce
B cocTaBe rpynnsl «bpoHenoesn». CerogHa aTa rpynna xy4oXHWKOB, HECMOTPS Ha CBOIO
MONIOOCTb, MMEET y3HaBaeMbll MOYEPK M 3aHWMaET caMble NEPEAOBble MO3ULUN B
COBPEeMeHHOM uckycctee LleHTpanbHon Asuu.

OBONLUNA rpynnbl BO MHOrOM 3arafgoyHa: y [BaAuaTUNeTHUX XYAOXHUKOB PomaHa
MackaneBa, Wpbl [lekkep n Anekcangpa Y 3a nne4yamu He ObII0 HU peanbHOro «0oLWeHns»
C MUPOBbIM COBPEMEHHBIM UCKYCCTBOM, HU «BbICTPAZaHHOrO» OMbiTa, Kak y XyLOXHNKOB
CTapLero MOKOMEHWUS, HU WMHCTUTYLWOHanNbHOW noapepxku. CywecTBoBano ocTpoe
XenaHne CaMOBbIpa3nTbCA Hamepekop MepTBOMY akageMu3My W TOTanbHOMY Kpusucy
XYROXeCTBEeHHOro obpasoBaHus B pecnybnuke. B 1999 roay oHn opraHusyT BbiCTaBKY
«3anacHoi Bbixoa» B [IK 3aBopa um. JleHuna. XapaktepeH Bbibop mecta. OTcyTcTBME
rmamypa v pednekcus NoCTCOBETCKOW TeMbl B JaNnbHENLWEM CTaHYT XapakTEPHON YepToil
rpynnbl.

He nocnegHiol ponb B OnNpefeneHun CBOER «TEPPUTOPUM WCKycCTBa» cbirpan
pAd HOHKOH(MOPMUCTCKMX BbicTaBoK B KbipreiactaHe B koHue 90-x, HO Bce xe
NOBOPOTHbLIM COGLITUEM AN MONOAbIX XYJOXHWKOB CTano y4yactue B COPOCOBCKOWA
BbICTAaBKe COBPEMEHHOro uckycctBa «KoMmyHukauum, onbiTbl B3aMMOAEWNCTBUSA» B
Anma-Ate. HenocpepnctBeHHoe oblieHne C y4yaCTHMKaMu BbICTaBkM, B 60MnblIMHCTBE
XYAOXHUKAMW, yKe W3BECTHbIMM B COBPEMEHHOM WCKYCCTBE, OKOHYaTENbHO YyTBEPANNO
BEPY B CBOW CWMbl W NMPaBUNbHOCTL BbiGpaHHOro HanpaBneHus. B Tom xe rogy rpynna
npeacTaBngeT cBOM (UNbMbI-MHTEpPNpeTaLum no npon3seaeHnam flanunna Xapmca Ha
MonofexHoMm kuHogectuane «CmoTpu no-HoBomy» B KasaxctaHe. Mcnonb3oBaHue
CTapoit, NPOCPOYEHHON 8-MUNNUMETPOBON MNEHKM, YAAYHO NOAOOPaHHbLIA 3BYKOBOWA
pAn, TOHKas WpOHMS, rpoTeck, 6esynpeyHoe 4YyBCTBO lomMOpa cpasy Xe onpegenunu
WHHOBALWOHHOCTb TBOPYECKOro NoaxoAa rpynnsl. Pabota nonyynna npnsHaHue He TONbKO
Yy KuHemaTtorpaducToB, HO W yAayHO BMMUcanacb B KOHTEKCT LEeHTpanbHOa3naTcKoro
COBPEMEHHOr0 UCKYCCTBA.

XYAOXHUKM CYMenn He TOMbKO MOHATL HEMOBTOPMMOCTL U B TO Xe camoe Bpems abeypa
OKpYXalLlero noCTCOBETCKOr0O «matepuana», HO W TanaHTIMBO NPENofHEecTU ero,
3ayacTyl camu CTaHoBsACb akTepamu. Ecnu B cBoen Bupgeopabote «XymaoxHMK-1» u
«XyRoxHuk-2» Anekcanap Y u Poman MackaneB 0CTpOYyMHO 06bIrpbiBaloT 06biBaTeNbCKOE
npeacTaBneHne O TOM, KakuM AOMXKeH ObiTb HAacTOAWMA XYBOXHWUK, T.€. YMHbIM,
MHOFOCTOPOHHE pa3BUTbIM, TFONOAHBIM, 3MbIM, He3aMeTHbIM, ObICTPO pearupywLUm
Ha cuTyauuw, 1o B duneme «Ckopbaliuer», o3arnasuB YacTu «BceneHckas neyanby,
«nbenb leposi», «wboBb kK BeyHOoMy», XyLoXHWKam ygpanocb u3bexaTb M3NULLHEN
naTteTuku W nokasatb Tparu3m nokoneHuns 90-x.

Mpobnema mapruHanbHOCTM XecTko, 6e3 cnekynsauuu npeactaBneHa B nepgopmaHce
PomaHa Mackanesa Ha cectuBane B WMpnaHgum B 2004 roay. XyLOXHMK, CTOS Ha
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cTyne neped nybnukon, nepuogmyeckn 6un fepeBsAHHON Nankon no LUHKOBOMY BeApy,
HageToMy Ha ronosy. [lpn aTom PomaH Ha pycCKOM npuroBapuBan pyraTtenbCcTBa B CBOW
ajgpec. |-|pVI‘-II/IHOI7I CTONlb XEeCTOKOro OTHOWEHMA K CBOeMYy Teny NOCNyXwno He3HaHue
AHTIMICKOTO Ai3blka M B CBSA3M C 9TUM — HecnocobHoCTb k BepGanbHON KOMMYHMKaLUN
Ha decTuBane. MpucyTCTBYIOLME B CBOK 0Yepeb HE MOHMMAINKW pyccKoro s3bika. Yepes
HekoTOopoe BpeMs KTo-To oTobpan nanky u, B3sB PomaHa 3a pyky, AennKaTHO CnycTun
€ro ¢ «mogmyma», oCTaHOBMB UCTA3aHME U TEM CaMbIM, MPUHAB y4acTue B nephopmMaHce.
KommyHukayums 6e3 cnos coctosnach!

B csoem Hosom Buaeo «Mapwmx» PomaH MackaneB u Makcum BopoHunoB crnepywot
TBOpYeckomy MeTtogy «BpoHenoesgar. «[apuwx» - HedopmanbHoe HasBaHue
nepeBanovyHOro nocenka Ha Tpacce mexay ceBepom W torom KeiprbidctaHa. lNMoyemy
MMEHHO Takoe Ha3BaHWEe MOJyYMn 3TOT MYHKT, XYAOXKHWKOB, MO-BUAMMOMY, HE OYEHb
WHTepecoBano. lopas3go BaxHee ObINO NpeAcTaBUTb pasnuyMe MeXAy MECTHOW
peanbHOCTbI0 U «KblPrbI3CKOW MEYTOM» O CTOMMULE LWAHCOHA.

Mypam6ek [xymanues

Roman Maskalev and Maxim Boronilov. Paris. Video, 2004
Poman Mackanes u Makcum bopoxunos. llapux. Budeo
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VIDEO ARCHIVE / BUJEOAPXUB
Bishkek performances of the 2000s
Buwkekcknm neppopmanHc 2000-x
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Ctyausa « MUSEUM»:

1. 9pHeT Abgpasakos, YuHrus Tokoyes, YnaH [Oxanapos, PomaH
Mackanes. «bnuH-MoHcTpbi», 2005

2. YnaH Oxanapos, Aagunb Centanues. «opsyas Fonoga
- XonogHoe Cepaue», 2001

3. YnaH OxanapoB. «Kopabnb nnbiseT», 2003-2004
4. Faman bokoHbaes. «Self made Man», 2004
5. l'ynbHapa Kacmanuesa. «[powansHas necHs», 2002

B oTnuune oT MOCKOBCKOTO MW anMa-aTUHCKOTo akynoHuama 90-x,
COBpEMEHHbIe HuLlkekckme nepdopMaHChl He HOCAT pagukanbHoOro
XxapakTepa W, 3a pEAKAMW UCKMKOYEHUAMU, He NbiTakwTCH
3a/eicTBOBATb MONMUTUYECKME, STHUYECKWE WNWN pernoHanbHble
MoTMBbl. JTuM paboTam npucywe [n[Be SPKO BbipaXeHHbIe
TeHgeHuun. K nepBOi M3 HUX, OTHOCSATCS WMMPOBU3ALUOHHbIE,
3TIO[Hble, KpalHe CcUTyaTUBHble NepgopMaHChl, UPOHUYHO
obbirpeiBatowne oblwenpuHATole 6aHanbHOCTM U KyNbTYpHblE
WwTamnel, 1 B TO Xe Bpems packpbiBawlwue B 3TUX ObITOBbIX
CUTYaUUsax u peannsax Hekun mudonorunyeckuin cmoicn. Ko sTopon
Xe TEeHAEHUMW OTHOCATCA [JpamaTypruyecku npoayMaHHble U
CMMBONMYECKN HarpyxeHHble paboTbl, Bblpaxalolne OTHOLWEHUE
COBPEMEHHOT0 XyAOXHUKA K apXeTUnM4eckum ocHoam BbiTus. Tak
OTNNYMTENBHON YepTON akTyanbHoro Guiikekckoro nepgopmaHca
fBNseTca ceoeobpasHoe coyeTaHme co3epLaTenbHOCTH, a NogYac
Aaxe n GUNocoUYHOCTH, C U3PALHON SONEN CAMONPOHUN.

Cocmasumens npozpammbl YnaH [Jxanapose (Buwkek. Keipabizcmat)
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“MUSEUM” studio:

1.Ernst Abdrazakov, Chingiz Tokochev, Ulan Djaparov, Roman
Maskalev “Pancake-Monsters”, 2005

2. Ulan Djaparov, Adil Seytaliev. “Hot Head — Cold Heart”, 2001
3. Ulan Djaparov. “The Ship Sails”, 2003-2004

4. Gamal Bokonbaev. “Self made Man”, 2004

5. Gulnara Kasmalieva. “Goodbye Song”, 2002

In contrast to Moscow or Almaty actionism of the 1990s, contempo-
rary performance art in Bishkek has not displayed a radical char-
acter and, with few exceptions, has not attempted to incorporate
political, ethical, or regional motifs. These works, however, do
demonstrate two striking tendencies. The first of these consists of
improvised, situational performances that address commonly ac-
cepted banalities and cultural stereotypes, both playing with them
ironically and unlocking the mythological and symbolic meanings
latent to these everyday situations. The second tendency consists
of works whose dramaturgy is thought out and loaded with sym-
bolic meaning in advance, expressing the contemporary artist’s
relationship to the fundamental archetypes of everyday life. In
this sense, contemporary performances in Bishkek distinguish
themselves through their unique blend of contemplation and even
philosophical depth with a hearty dose of self-deprecating irony.

Video program compiled by Ulan Djaparov (Bishkek. Kyrgyzstan)
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VIDEO ARCHIVE / BULEOAPXUB
New Bishkek Video-Art of the 2000s
HoBbin 6nwkekckun sugeoapT. 2000-bie

“Bronepoezd” Group (Alexander U, Ira Dekker, Roman Maskalev)
1. “Tea Ceremony”, 2001

2. “Cosmic Uncertainty”, 2002

3. “Adolf Kuvshinov”, 2001 (2003)

4. Ernst Abdrazakov and Roman Maskalev “I am for myself
alone” 2005

During the late 1990s and the early 2000s, a new generation of
young city artists proclaimed their existence in Bishkek. Since
their formative years already took place in the post-Soviet pe-
riod, they missed the trauma and the problems of the transitional
period, which distinguished the work of their predecessors. One
might say that their art is characterized by the debunking of the
myths connected with artistic narratives and methodologies, the
reduction of conceptualism ad absurdum, the transformation of
the artistic process into some sort of game, and an ironic stance
toward the established notions and peculiarities of the region.

The “Bronepoezd” group (Alexander U, Ira Dekker, Roman Mas-
kalev) has become one of the most prominent art groups in this
new era. Formed in the year 2000, this group quickly found its
own unique signature, largely connected with the use of old 16mm
film. As the artists themselves write, their “distinguishing features
include multi-layeredness and the possibility of more than one in-
terpretation for each of [their] works; experimentation and explo-
ration; the creation of spaces of signification; games with viewers;
and irony and provocation”.

Video program compiled by Ulan Djaparov (Bishkek. Kyrgyzstan)
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Ipynna «bpoHenoe3n» (Anekcanap Y, Wpa Lekkep, Poman
Mackanes):

1. «Yaitnas yepemoHusay, 2001
2. «Kocmnyeckas HensBecTHoCTby, 2002
3. «Aponbd KyswuHosy, 2001 (2003)

4. OpHct AbBgpasakoB u PomaH Mackanes «f cam no cebey,
2005

B koHue 90-x - Hayane 2000-x, B Buiwkeke 3assuno o cebe HoBoe
NOKONEHWE MONOAbLIX FTOPOLCKUX XYAOXHUKOB. ChopMmnpoBaBLIMCH
B NOCTCOBETCKMIt nepuoa, OHU ObiNW NUWeHbl TpaBM WU npobnem
nepexogHoro  nepuoga, ONpedenuBLUMX  TBOPYECTBO  UX
npealecTBeHHMKoB. [emudonornsauyms ctoxetos U ob6pasos,
JOBefleHWe  KoHuentyanuama pgo abcypaa, npeBpalieHue
XYAOXECTBEHHOTO NpoLEecca B HEKYIO UTPY, MPOHUS NO OTHOLIEHUID
K YCTOSIBLUMMCS MOHATUAM W PErvOHanbHbIM 0CO6EHHOCTSM — BOT,
noxanyi, nx xapakTepHole 0CoOeHHOCTH.

OpHUM 13 cambix 3aMeTHbIX TBOpYeckux ob6beauHeHWin cTana
rpynna «bpoHenoe3n» (Anekcangp Y, Wpa [ekkep, PomaH
Mackanes). BosHukHys B 2000 r., ata rpynna 6bicTpo Hawwna cBon
0co0bI N0O4YepK, BO MHOTOM CBSI3aHHbIA CO CbeMKOM Ha cTapyto 16-
MM KMHONNeHKy. Kak nuwyT camu Xy4oXKHUKK, UX «OTNINYUTENBHON
4yepToi ABNAETCH MHOrOCNOAHOCTb M BO3MOXHOCTb HEOJHO3HAYHOW
WHTepnpeTauum Kaxaoro npou3BeAEHUs; IKCMEePUMEHT U MOUCK;
CO3aHNe 3HAKOBbIX MPOCTPAHCTB; Urpa CO 3pUTENEM, UPOHUS W
npoBOKaLus».

Cocmasumens npozpammbl YnaH [lxanapoe (buwkek. KbipebiacmaH)
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VIDEO ARCHIVE
Issyk-Kul Art Symposia. 2001-2002

In August 2001 and August 2002, on the shores of Issyk-Kul,

the legendary Kyrgyz alpine lake, the ‘Central Asia — Europe Art
Dialogue’ Art Symposium was held. Artists representing the East
(Kyrgyzstan, Kazakhstan, Uzbekistan, Tadjikistan) and the West
(Austria, Switzerland, Finland, Liechtenstein, Germany) took
part in the project. Inspired by local environmental problems and
nomadic life in Central Asia, where many people still live close
to nature, the Art Symposium called on its participants to use
natural materials in their works, such as wood, stone, sand, clay,
and to incorporate the elements: wind, sun...

The initiators and organizers of the project were Shaarbek
Amankul (Kyrgyzstan) and Lizzy Mayrl (Austria).

The participants included Vyacheslav Akhunov (Uzbekistan),
Ulan Japarov (Kyrgyzstan), Galim Madanov (Kazakhstan),
Erbossyn Meldibekov (Kazakhstan), Adis and Adil Seitalievs
(Kyrgyzstan), Valery Ruppel (Kyrgyzstan) and others...

Film of 11 parts:

. Stones of Silence

. Steps

. Garden of Eden

. View Trap

. One Point for the Hero

. Game with Stones

. Tension. Sandunes Pierced by Arrows
. Four Corners of the World
9. Aesthetic Object

10. Mujahad Taxi

11. Lifetime

0 N o OB W N -

Total playing time: 12 minutes 40 seconds

Film produced by Shaarbek Amankul (Bishkek. Kyrgyzstan)
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BULAEOAPXVB

Ncebik-KynbCKUN XyO00XeCTBEHHbIN
cumnosnym. 2001-2002

ApT-cumnosnym «Central Asia— Europe Art Dialogue» 6bin
ocywecTtsneH geaxabl B aBrycte 2001 u 2002 rr. Ha Gepery

nereHpapHoro BbicokoropHoro osepa Wccbik-Kynb (KbipreiactaH).

B npoekte NpuHSNM yyacTue XyAOXKHWUKM, NPeacTaBnsoLwmne
Boctok (KasaxctaH, KbipreiactaH, YsbeknctaH, TagxukucTan),
n 3anap (Asctpus, Wsenyapus, GuunaHaus, IMXTeHWTERH,
lepmaHuns). BAOXHOBREHHBIN 3KoOrnyeckon npobnemMaTmkoin u
CTONb 6nn3kumMu LleHTpanbHO! A3un TeMamMn KOYEeBbS, XU3HU
Ha Npupoge, apT-CUMNO3NYM NPU3Ban CBOUX Y4aCTHUKOB
NCNonb3oBaTh B NPON3BELEHUSX NPUPOLHbIE MaTepuans

- epeBo, KaMeHb, NECOK, @ Takxe 3afeiCTBOBATL NPUPOAHbLIE
CTUXWUW — BeTep, COMHLE...

MHuynatopom u opraHusatopom npoekta 6oinn Waapbek
Amankyn (Keipreiactan) v Jluguu Manpn (AscTpus)

Cpepam yyacTHMKOB npoekTa Obinn BsyecnaB AxyHoB
(YsbekuctaH), Ynan xanapoe (Kbipreiactan), Fanum MagaHos
(KasaxctaH), EpbocbiH Menbaubekos (KasaxctaH), Aguc n Agun
Centanuessl (Koipreisctan), Banepuit Pynnenb (Keiprbiactan) u
Ap.

®dunbm n3 11 yacten:

. KamHun monuauuna

. CTynenu

. Panckuin cap

. NNoBywka B3rnagos

. Oyko ans repos

. Wrpa Ha kamHax

. HanpsxeHwne. [toHbl, NPOH3EHHbIE CTpPenammu
. YeTbipe CTOpOHbI CBETA
9. dcTeTuyecknit 06bekT
10. Takcu gna moaxaxena
11. Bpemsa xu3sHu

© N OO O~ W DN -

Obwas npodomxumenbHocms 12, 40 MuH.
Aemop ¢unbma Waapbek Amankyn (Buwkek. Kpipebiscman)
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A CONTEMPORARY ARCHIVE
KAZAKHSTAN

AKTYANNbHbBIN APXNB
KASAXCTAH



Dilyara Sharipova

Rebels and heroes: Cultural autonomy in the art of Soviet Kazakhstan

A school of painting began to take shape in Kazakhstan in the
1930s that was directly linked to social and economic change. The
forcible modernization that took place across the vast territory oc-
cupied by nomad cattle herders led to the emergence of industrial
giants and the destruction of traditional economic systems. Forced
collectivization caused the terrible family of 1931-32 which, along
with repressions in the auls, caused the death of one and a half
million Kazakhs. After these tragic events, an active cultural policy
became one of the most important instruments to correct political
‘excesses’ and recreate a sense of social normalcy. It was at this
time that literature began to flourish, the first theatres and concert
halls appeared, and opera enjoyed great success.

Abylkhan Kasteev Portrait of S. Kusykbaev. Paper, watercolor, 1930
Abbinxan Kacmees. lTopmpem C.Kycwikbaesa. bymaza, akeapens
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Processes that began in the 1920s as a result of the opposition
between groups advocating different stylistic and artistic princi-
ples did not affect the visual arts of Kazakhstan. Kazakhstan’s
school of painting began to take shape at a time of severe political
and social repression. The imposition of obligatory socialist real-
ism had a great impact on the elimination of conflict and disagree-
ment about different cultural models. The immature “fuzzy shapes”
(Dmitry Likhachev) typical of art forms in their early stages imme-
diately disappeared, along with the opportunity to discover new,
unexpected, ground-breaking artistic methods.

However, the work of two national artists, Abylkhan Kasteev (1904-
1973) and Ural Tansykbaev (1904-1974), pioneers who forged the
way in early Kazakh painting, display an enormous potential for
originality.

Ural Tansykbaev, an ethnic Kazakh who moved regularly between
Tashkent and Almaty in the 1930s and 40s, was part of Alexander
Volkov’s group (Tansykbaev and Volkov tried to create monumen-
tal art as a fusion between the Eastern miniature tradition and
early twentieth-century French art) and, before becoming real-
ists in the post-war period, they shared their hopes for combining
early twentieth-century western art with the traditions of popular
applied art and miniature art.

While focused on the eastern primitive tradition in his art, Ural
Tansykbaev’s work came from the depths of the ‘natural’ world
and was marked by an immediacy of perception and an ability
to convey fervent emotion. He showed steppe-life and nomadic
life with their boundless horizons and open spaces. He perceived
nature as his daily dwelling generously decorated with his colorful
carpets.

Talented folk artists for whom folklore remained a very real expe-
rience also served as a source for ‘high art’. This source produced
Abylkhan Kasteev, a Kazakh primitivist. The desire to depict the
people around him despite Islamic prohibitions was one of this
artist’s first creative impulses. Kasteev occupied his own niche
in Almaty’s rich and varied cultural community by capturing the
model’s appearance and creating a mirror-like reflection of reality,
a startling activity in the eyes of the local population.

At that time, Kazakhstan’s art occupied a central position in the
turbulent movements of artists around all the Soviet republics. Ka-
zakhstan was also the location of prison camps, as well as a place
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of exile and the destination for war-time evacuees from Moscow, Leningrad, and
Kharkov. This meant that artistic communities also relocated here, including the
close-knit Leningrad arts community and their teachers.

Tatyana Glebova (1900-1985) and Pavel Zaltsman (1912-1986) were part of the
group around Pavel Filonov, who favored ‘analytical art’, while Vladimir Sterli-
gov (1904-1973) and Regina Velikanova (1894-1975) were students of Casimir
Malevich. They later recalled this productive period as a time of peace and hap-
piness: sketching in the Botanical Garden, working on joint exhibitions, giving
seminars on fresco art, endless discussions. This was all reflected in the first
issue of “Kazakhstan’s Artists” (1944), a magazine that closed down when Ster-
ligov and Glebova returned to Leningrad.

Pavel Zaltsman continued working as an artist at the Almaty film studio and lec-
turing on art history. Having adopted Filonov’s style in the 1930’s, a style that he
regarded as powerful and organic, Zaltsman remained faithful to it for decades.
His watercolors show people overwhelmed by an inner sadness (hearkening
back to his teacher’s iconography), fragments that should be seen as prepara-
tion for a larger, very important work of art in which the artist would reveal the
truth of his inner life over many years. Creative contact with Zaltsman provided
the artistic impulse by which the Russian avantgarde heritage was transmitted
to his generation of artists: Rustam Khalfin, Alexander Rorokina, Lydia Blinova,
and Ablay Karpykov.

Fate brought Vladimir Sterligov to Kazakhstan three times. The first time he
spent five years in Karaganda Prison Camp, the second time he found himself in
Almaty after being wounded at the front during the war, and finally his heritage
found followers in Almaty in the 1970s-80s. Regina Velikanova, who had settled
in Almaty, kept up correspondence with Sterligov for many years, becoming a
close friend and critic of his work.

Velikanova left behind her memoirs about Casimir Malevich and Vera Ermolaeva,
filled with information, critical commentaries on exhibitions, and reflections on
a variety of painting styles. She was constantly at odds with the Artists’ Union
Board over the legitimacy of non-socialist realist painting. Her rejection of So-
viet themes in painting and her withdrawal into landscape graphics, regarded as
a ‘lowly’ genre in the hierarchy of totalitarian art, was also a form of protest. In
the era of collective movements, urban landscapes were regarded as an affirma-
tion of the primacy of private life. “The most important thing is to save oneself
from the feeling of repugnance, to escape from external impressions, and to
work constantly”, wrote Velikanova in 1949. Her contemporary, Sergey Kalmykov
(1891-1967), would no doubt have supported this challenge.

We should take a closer look at Sergey Kalmykov, for his influence was enor-
mous. Although he didn’t begin a movement, his very existence stimulated cre-
ative ferment in the generations that followed. A truly gifted theatrical artist with
an acute talent for creating spectacular and magical stage effects, possessed of
an incredible capacity for work, Kalmykov designed decorations for revolution-
ary holidays, turned out circus posters and wall murals, and was the author of
many diaries, librettos, and fantasy novels, as well as creating a large number
of his own stage designs as well as grandiose backdrops from other designers’
sketches.
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Abylkhan Kasteev. To School. Plywood, gouache, watercolor. 1930

AbbinxaH Kacmees. B wkony. ®aHepa, eyawb, akeapesb




Sergey Kalmykov. Fantastic landscape with red cliffs. Oil on
cardboard. 1938

Cepeeli Kanmbikos. ®aHmacmuyeckull nelizax ¢ KpacHbIMU cKanamu.

Kapmon, macno

Sergey Kalmykov. Fantastic Still-life. Oil on paper. 1946

Cepeeli Kanmbikos. ®anmacmuyeckul Hamopmopm. bymaza, macno

These were all different facets of one artist, and it was no accident that
Kalmykov chose Leonardo da Vinci as his companion in his cosmic trav-
els. Kalmykov’'s deep receptiveness to a variety of artistic styles and
to spectacular fusions of styles enabled him to grasp the sharpest and
most dazzling images from the whirlwind of images that passed before
his eyes.

In 1920 Kalmykov entered the Orenburg branch of UNOVIS, a group
founded by Casimir Malevich and his students in Vitebsk, exhibited supre-
matist works, and even wrote two treatises. The strange parallel worlds
he created within the tradition of figurative painting were undoubtedly
an outgrowth of the Russian avantagarde. The towers one encounters
throughout his work are reminiscent of the urban images found in Velemir
Khlebnikov’s work.

The futuristic visions depicted in Kalmykov's landscapes, reports of vis-
its to other planets followed by returns to Earth are all dictated by his
wish to find a genuine life in the colourless environment around him.
Dressed in wildly colorful berets, capacious shirts and baggy trousers, all
handmade, Kalmykov’s eccentric appearances on Almaty’s streets could
be explained by his unique vision of life: “....Millions of eyes gaze from
the depths of the Universe, and what do they see? A dreary, colorless
grey mass crawling across the earth....Yet suddenly a bright, colorful spot
stands out! This is me walking down the street!”

A long chain of solitary artists and renegades stubbornly following their
own path came after Kalmykov.

Saken Gumarov (1937-1995) lived in Uralsk at the crossroads of East and
West. He worked as a journalist, actor, and director, as well as a painter,
laying the groundwork for a modernist poetic whose analogy he found in
Turkic mythology.

Pavel Rechensky (1924-1998), a self-taught artist who spent his child-
hood in the Karaganda Prison Camp, kept his faith in gentle religious
images. Working with wood using an encaustic technique, he was able
to successfully depict the immobile expressions of eastern faces and
landscapes.

Mikhail Makhov (1947-1976) was a sculptor, painter, and graphic artist
who sought in his very short life-span to experiment with all the twentieth-
century Russian painting styles from modernism to cubo-futurism in order
to find a harmonic system of self-expression.

These very different artists can be regarded as a single phenomenon
only if we focus on their originality, the complexity of their ideas, and the
intensity they brought to their experimentation and adoption of a wide
range of visual techniques. It may well be their fervent originality and
non-conformism that will break the ground for the development of a radi-
cally different art in Kazakhstan in decades to come.
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Ounapa LWapnnosa

OTweneHubl U repon. KynbTypHast aBTOHOMUS B N300pa3nTeNbHOM

nckycctee Cosetckoro KazaxcrtaHa

dopmupoBaHme xuBonucHoW Lwkonbl KaszaxctaHa Havyanocb B
30-e roabl NpoWNOro CTONEeTUS U HEMOCPEeACTBEHHO CBA3aHO
C counanbHO-3KOHOMUYeckumn npeobpasosaHusmu. Cunosas
MO EepHN3aLns, NponucllesLwas Ha OrpoOMHOI TeppuTopum obuTaHns
KOYEBHWKOB-CKOTOBOA0B, 06ycnoBuna nosBNeHne NpOMbILLNEHHbIX
TUTaHTOB M paspylieHne TpaaWULNOHHON X03AACTBEHHON CUCTEMBI.
HacunbcTBEHHas KONNEKTMBM3ALMS NPMBENA K CTPAWHOMY rofnogy
1931 -1933 ronos, KOTOpLIA, BMECTE C PENPECCUAMM B aynax, yHeC
XW3HUM NonyTopa MUNINNOHOB ka3axos. Mocne Tparuyeckux cobbiTui
aKTWBHas KynbTypHas NONWTWKA cTana OLHUM W3 BaXHEMWMX
KOMNOHEHTOB  MCMpaBneHWs MNONUTUYECKUX «nepernboB» u
BO3BpALLEHNS XN3HM B HOpManbHoe pycno. IMEHHO Ha 3TO Bpems
NPUXOAUTCS pacyBeT nuUTepaTypbl, MOSBMEHWE MEPBbIX TeaTpos,
My3blKanbHbIX 3aBE€JEHUI, OTPOMHBIN YCNEX OMEpbI.

Mpouecchl, naywue B 20-e roabl, CBA3aHHbIE C NPOTUBOCTOSAHUEM
rpynnupoBoK, NcnoBefyLnx pasHble cTUImMcTUYeCkne
W XyAOXECTBEHHble  MPWUHLWMbI, HE  KOCHYNUCb  Halero
n3obpasutenbHoro uckycctea. PoOpMUpPOBAHWE  KMBOMUCHOM
wkonbl KazaxctaHa npuwnoch Ha rofbl XecTKOro MOAUTUYECKOrO
W couuanbHoro faBneHuns. HacaxgeHue  obs3aTenbHbIX
coupeanucTUyecknx MeTOAOB BO MHOTOM CHANO npobnemsl
KOH(MANKTA W OTTOPXKEHUS, HEMPEMEHHbIX MPU BCTpPeYe pasHblX
KynbTypHbIX MoAenen. MnageHyeckas «pa3MbiTOCTb (OPM»
(OmuTpun  Jlnxayes), npucywas 3apoxpanlumcs  Bugam
NCKYCCTBa, Cpa3y ycTpaHsanach, kak h BO3MOXHOCTb NpuobpeTteHus
HEOXWAAHHbIX, CBOEOOPa3HO NPeNoOMMEeHHbIX Ha MeCTHOW noyse
ovyepTaHum.

OpHako B TBOpPYECTBE HaLUMOHaNbHbIX XYAOXHWUKOB, AGbInxaHa
KacteeBa (1904 — 1973) n Ypana TaHcbikbaeBa (1904 - 1974),
CTOSIBLIMX Y WMCTOKOB Ka3axCKOi XWBOMUCM, Mbl ob6Hapyxusaem
OFPOMHbIA MOTeHUMan camobbITHOCTH.

Ypan TaHcbikbaeB, kasax NoO HayMOHANbHOCTM, KypcupoBsan
B 30 — 40-e rogbl mexay TawkeHTom W Anma-ATtoit, BXxoaun
B rpynny AnekcaHgpa Bonkoea (oHM cTpemunucb cosgaTtb
MOHYMEHTanbHOE WCKYCCTBO Ha CTbiKe Tpaguuuil BOCTOYHON
MUHMATIOPbl W (paHLy3CcKOW XuBOmMCKH Havyana XX Beka) M Ao
CBOEro MNOC/IeBOEHHOro obpalyeHuss B peanucTbl pasgensn ux
YyasHUA COEAWHWTL 3anafgHOEe MCKYyccTBO Hauvana XX Beka ¢
TpaguUUMSIMU HApOLHOrO MPMKNAZHOTO UCKYCCTBA U MUHMUATHOPLI.
HaueneHHbll B CBOMX TBOPYECKMX MCKAHMAX Ha BOCTOYHBIN
npumutue, Ypan TaHcbikbaeB cam SIBASN Npumep BblWEALWEro
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n3 rny6uH «ecTeCTBEHHOTO» MWUpa TBOPUA, HE YTpaTUBLIEro
HENOCPEACTBEHHOCTb  BOCMPUATUA U CMOCOGHOT0  MNEHsATh
«oBxurawwnmm» nepexnsaHuamu. OH nNokasan XKu3Hb CTENN, Kak
nogobaeT KOUEBHUKY, He pedriekcupys no NoBoay 6e3rpaHnyHOCTH
W HEeynopsiAOYEHHOCTM OKpyXKalllero npocTpaHcTea. [lpupoaa
MbICUNack GYAHWYHBIM XUNULLEM, B KOTOPOM XYAOXHMK LWeapo
pasBewWnBan necTpble KOBpPbI.

Pe3epBOM BbLICOKOTO MCKycCTBa CTanu TakKxe TaNaHTIMBbIE
HapoaHble CaMOpPOAKM, QAN KOTopbix (onbknop npoaonxan
0CTaBaTbCs aKkTyanbHbIM ONbITOM. W3 3TOro pesepsa BO3HMK
eHomeH AbbinxaHa KacteeBa, Kka3axCkoro  XydoOXHMKa-
npumuTneucta. XenaHue 3anevyatneTb 06MMK OKpyXawLUX ero
niofie BONpPeKM ucrnamckum sanpetam 6bino OfHUM M3 NepBbIX

Ural Tansykbaev. Red Autumn. Oil on canvas. 1931
Ypan TaHcbikbaee. baepsHas oceHb. Xoncm, macno




Pavel Zaltsman. Anticipation of mountains (Relic to the poetry of O.
Suleymenov). Paper, watercolor. 1966

Magen 3anbyman. [pedyyscmeue eop (Pennuka k cmuxam O.
CynelimeHosa). bBymaza, akeapens

nobyXaeHUn XypoxHWKa-gunetaHTa. [locTuras cxoAacTBa C MOAENbio,
co34aBas KapTUHY — AUKOBUHHYHK BeLlb ANS MECTHbIX NOCENsH, Nof00OHYI0
YyAecHoMy 3epkany peanbHOCTU, — OH UCNOABONb NpuobLiancs K TauHCTBY
TBOpeHus, obpeTas Hen3bbiBHble CTOWKOCTb WM BOXHOBEHWE, KOTOPbIE
MOMOTMN €My 3aHATb CBOI HULWY CPEAM MHOTOMMKOTO U Pa3HONNeMeHHOro
KynbTypHOro coobuwecTtsa Anma-ATbl COPOKOBBIX FO40B.

MckycctBo KasaxctaHa HaxoAunoch B 970 BpeMs B LieHTpe TypbOyneHTHbIX
nepeMeLLeHnin XyJOXHNKOB CO BCell COBETCKO umnepun. B pecnybnuke
0CEenu npoleawWwne nareps U CCbiNkU «KasaxcTaHlbl N0 MPUHYXAEHUIOY,
yacTb 3BaKympoBaHHbIX U3 Mocksbl, JleHuHrpaga n XapbkoBa. Toraa xe
pasBepHynacb AeATENbHOCTb MNEHWHrPAACKUX XYAOXHWUKOB, CBA3aHHbIX
ApYXecknmn y3amum n obwumn yuyutensmu. TatbaHa [ne6oea (1900
- 1985) u MMasen 3anbumad (1912 — 1986) Bxoaunu B rpynny Maena
dunoHosa «MacTepa aHanuTM4yeckoro uckycctsar, Bnagumup Ctepnuros
(1904 - 1973) n Peruna BenukaHoBa (1894 — 1975) Obinn yyeHukamu
Kasumupa Manesuya. Kak camoe cnokoiHoe u pagoCTHOE BPeMs OHM
6yayT BCMOMUHATL 3TOT NNOAOTBOPHLIA nepuoa: paboTy Hag aTwAamu
B boTaHuyeckom cagy, noAroToBKY COBMECTHOM BbICTaBKM, y4acTue B
cemMuHape no (peckoBOW XWBOMWUCKH, MHOTOYMCNEHHble AWCNYThl. Bce
BblWEHa3BaHHble COObITUA HalWIM CBOE OTpaxeHue B NEPBOM HOMepe
XypHana «XypoxHuk KasaxctaHa» (1944). B cBasn c oTtbesgom B
Nenunrpan Ctepnuroea n MmeboBoi MHMLMATUBA C XYpHanNoMm yracna.

Masen 3anbumaH npojomxan paboTaTb XYyLOXHWKOM Ha KUHOCTyLWU,
yuTan nekyuu no uctopuu wuckyccts. [puHAB (MIOHOBCKMIA MeTOod B
TpuguaTtble, OH CMNOBHO 3aCTbif, 04apOBaHHbIA €ro OpPraHN4yHOCTbIO
M CUNON, HE MEHSACb Ha NpoTaxeHWu aecatuneTuin. Ero akBapenu ¢
«nonyuilaMmu» oueneHenbix Nogen, KOTOPbIX FNOXET HeBeJoMas nevyanb
(BOCXOAAWMX K MKOHOTPAdUM €ro y4yuTens), u pucyHkn, nzobpaxaiowmne
6e3xu3HeHHble ropofa, MbicnaTca @parmeHTamu, NOATOTOBMTENbHOM
paboToi K OrPOMHOM MO 3HAYMMOCTU KapTUHE, B KOTOPOM Obl XyLOXHUK
«NpOroBOpPUN» BCE UCTWUHbI, NO3HAHHbIE UM 3@ AOMTUE rOfbl BHYTPEHHEN
paboTbl.

HacblweHHoe TBopuyeckoe obuieHne ¢ 3anbymaHoM AnNg  rpynnbl
enHoMbIWNeHHnKoB: Pyctama XanbuHa, Anekcangpa PopokuHa,
Jlnaun bnnHosoit, Abnas KapnbikoBa — cTano nepBoOTONYKOM K MO3HAHNIO
Hacneus pycckoro aBaHrapaa.

Cynb6e 6bino yrogHo Tpuxabl ABUTb Bnagumupa Ctepnuroea KasaxcraHy.
B nepBblit pa3 oH nposen naTb net B Kapnare. 3atem nonan B Anma-Aty
nocne paHeHus Ha ¢poHTe. HakoHel, ero yawe-kynonoHas naes obpena
nocneposatenen B atom ropoae B 70 — 80bie rogbl. PernHa BenukaHoBa,
oceB B Anma-ATe, npojonxana Aonrue rogbl NoA4epXnuBaTb Nepenucky ¢
HUM, OCTaBasiCb BHUMATENbHbIM APYTOM U KpUTUKOM. XYA0XHMLA OCTaBuna
nocne cebs socnomuHanusa o Kasumupe Manesuye, Bepe Epmonaeson,
HacbllWeHHble MHMOpMauuen 3ameTKku C BbICTABOK, Pa3MblWNEHUS O
Pa3nnyYHbIX XUBONUCHBIX MeTogax. OHa Haxoaunach B NOCTOSAHHON Gopbhe
¢ npaenennem Colo3a XyAOXHUKOB, OTCTauBas 3Ha4YMMOCTb XUBOMUCHOTO
kayectBa. Ee oTkas OT COBETCKOW TemMaTW4ECKOW KapTUHbI W yxon B
nens3axHy rpaduky, «HU3KOMY» XaHpy B Wepapxuum ToTanuTapHoro
nckycctea, Toxe 6bin opmoit npotecta. ObpaljeHue k ropogckomy
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MckyccTtBo LleHTpanbHoit A3um:

nensaxy B 3MOXY KOMNNEKTUBHLIX WECTBWIA BOCMPUHUMANOCh Kak
[eKnapaTMBHOE YTBEPXKAEHNE TMABEHCTBA YaCTHON XKU3HU. « HyxHO
pobutbcs opgHoro — u30aBUTbCA OT OLLYWEHUS MNPOTUBHOCTY
W TOWHOTHI, 3abpOHMpOBaTbLCA OT BHELWHWUX BNeYyaTneHWhn u
HenpepbiBHO paboTtatb», — nucana BenukaHoBa B 1949 ropy.
Ee coepemeHHuk, Cepreit Kanmbiko (1891 — 1967), HaBepHoe,
nognucancs 6bl N0 3TUM NPU3LIBOM.

Mbl no3sonum cebe 3agepxaTbCs Ha aTol durype, nbo ee BnusHue
OrpoMHo. He ABNAsCb pOJOHAYaNLHUKOM HaNpaBreHuns, OH caMum
(akTOM CBOEro CywecTBOBaHUA CTUMYNupoOBan TBOpYECKOE
KuneHne nocnepywowmnx nokONeHun. TeaTpanbHbIl XYAOXKHUK OT
bora, c 060CTpeHHON YyBCTBMTENLHOCTHIO K 3peNMLWHOCTH M bniecky
theepuyeckoro, obnagatowmnitnoTpsacaioLyeit paboTocnocobHocTbI,
OH [eKkopupoBan PpeBOMKLUWOHHbIE npasfHuku, pabotan Hapg
LMPKOBbLIMU adhuLlamMn U CTEHHBIMU POCMIMCAMU, HANMMCAN MHOXECTBO
AHEBHMKOB, nuOpeTTo, (aHTacTMYeckux pOMaHoOB, Cco3Aan
OrpOMHOE KONMM4ecTBO COBCTBEHHbIX JeKopauuih W rpaHAMO3HbIX
3a[JHNKOB MO 3CKM3aM ApYrux cleHorpados. Bce 370 rpaHn ogHoro
repos, HefjapoOM CNYTHMKOM CBOWX KOCMUYECKMX MyTelwecTBUA OH
coenan JleoHapao Aa BuHun. lMoTpsAcawwas BOCIPUMMYMBOCTb
KanmbikoBa k pa3HoO6pasHbiM XyAOXECTBEHHbIM CTUAUCTUKAM,
K KpacCOYHbIM COYeTaHMAM no3Bondna emMmy BbiXBaTblBaTb W3
npoHocsLLeroca nepes ero B3opom Buxps 06pa3os cambie 0CTpble
N ocnenuTenbHblE.

B 1920 rogy KanmbikoB Bxogun B OpeHbyprckoe oTgeneHue
YHOBWC - obbeauHenne, cosgaHHoe Kasumupom Manesuyem u
ero yueHukamu B Butebcke, BoicTaBnsn cynpemaTtuyeckue paboTsl,
a Takxe Hanucan ABa TpaktaTta. Mi3o0peTeHHbIE UM YyXKe B pamkax
UrypaTUBHO XUBOMUCKU [UKOBWHHbIE napannenbHbie MUpbI,
HECOMHEHHO, — AaHb XW3HECTPOWTENbCTBY PYCCKOr0 aBaHrappa.
MoTtue OawHuM, CTONMb pacnpocTpaHeHHbin Yy KanmbikoBa,
nepeknukanca ¢ obpasamu ropoga «BygetnaH» Benumupa
XnebHukoBa.

Ero nensaxu — dyTypuctuyeckme BWAEHUS, KapTWHbI BbiCaAKM
Ha [pyrux nnaHeTax M BO3BpalleHWs Ha 3emmno AWKTOBANUCH
XenaHnem o6pecTn NOANUHHYI0 XU3Hb B NPOTUBOBEC GECLBETHOCTH
peanbHOro cylecTBoBaHMA. TOpKeCcTBeHHbIe Bbixoabl Kanmbikosa
Ha ynuubl Anma-ATbl B HEBEPOATHbLIX No LBETYy 6epeTax, kamsonax,
WMPOKMX  WTaHax, CLNTbIX COOCTBEHHOPYYHO, oOMnpaBAaHbl
MPUYMHAMU «BHELWHEN» NOAUTUKK: «...n3 rnybuHbl BceneHHoi
CMOTPAT MUNIMMOHLI rna3. W 4yto oHu BuasT? Monset u nonset no
3emfie Kakas-To CKy4Has OgHOLBeTHas cepas Mmacca... W Bapyr
- Kkak BbicTpen! — sipkoe KpacOYHOe MATHO: 3TO 5 BbIWEN Ha

ynugy!».

3a KanmbikoBbIM  TAHETCA uenovyka XyAOXHWUKOB-OAMHOYEK,
OTWeNbHUKOB, ynpamMo cnegyrwwnx no COﬁCTBeHHOMy nyTu.

CakeH l'ymapoB (1937 - 1995) xun B Ypanbcke, Ha nepekpecTke
BocToka n 3anapa. CoBmellan 4esATeNbHOCTb XypHanucTa, aktepa
W pexuccepa C co3jaHuMeM KapTWUH, B KOTOpPbIX Npenapuposan
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MOOEPHUCTCKYD NO3TUKY, NO HaUTUIO Haxodd e aHanoru B
TIOPKCKOM MM(bOJ'IOFW-IeCKOM CO3HaHuNn.

MaBen Peuenckun (1924 - 1998), XypoXHUK-CaMOyuka,
npowepwunn B getctee Kapnar, XxpaHnn BepHOCTb «ynbIOYNBLIMY 1
HEXHbIM penurnosHoiM obpasam. Pabotas B TexHUKe 9HKayCTUKM
no fAepeBy, OH Halen ajeKkBaTHOE BOMMOLWEHWE HEMOABUXKHOW
9KCMpeccn BOCTOYHbIX NUKOB M NaHALWAadToB.

Muxaun Maxos (1947 — 1976), ckynbnTop, Xusonucel, rpadux,
CIOBHO MNbITancs 3a OTNyLWeHHbIA eMy KOPOTKWIA cpok onpoboBaTtb
BCE HauyWHaHMUsA PYCCKOW XWBOMWCKM Hayana Beka OT MOAepHa [0
kybodyTypnama, ytobbl 06PECTN rAPMOHNYHO CIaXEHHY0 CUCTEMY
CaMoBbIpaxeHus.

Ctonb pasHblX XYAOXHUKOB Kak efuHOe SBMEHWe MOXHO
BOCMPUHUMATb, NUIWb aKLEHTUPYS BHAMaHWe Ha CBOWCTBEHHOW
WX TBOPYECTBY WU3BLITOMHOCTH, CryWEHWW CMbICHOB, WCTOBOCTM
N0 OTHOWEHMK K MPUHUMAEMbIM Ha BOOPYXEHWE MAACTUYECKUM
yyeHUssM. BO3MOXHO, MMEHHO 3TOT NPUHUUN U3BLITOYHOCTH,
«HEHOPMUPOBAHHOCTUY  MPEAONPEAeNnuT  NOTUKY  pas3BUTMS
«[PYroro» UCKyccTBa B nocrnepylowne gecatuneTums.

Pavel Rechenskiy. Karaganda field. Oil on cardboard. 1970

Masen PeyeHckul. KapazanduHckul deopuk. KapmoH, Macno




Irina Yuferova

The 1990s: sweet decade of hope

In 1991 Kazakhstan declared its independence and set itself the
goal of becoming a secular, democratic state. Both the upper and
lower echelons of society began the difficult process of liberating
themselves from the stereotypes that dominated their lives when
the country was part of the Soviet Union. Everyday life continued
to be as chaotic as it had been during perestroika: economic stag-
nation, inflation, frustration, and lack of everyday necessities. It
was only in the field of art that these changes were greeted with
unbridled enthusiasm.

The new era opened up seemingly unlimited opportunities to cre-
ate and exhibit art without worrying about censorship. An intense,
even feverish creative environment took shape and the future
was envisioned with great optimism. A kaleidoscope of coexisting
artistic methods, styles, individual visions, and trends created a
crowded, colorful picture of the time. Art-lovers, tired of official
art, enthusiastically came out to see unofficial artists’ work. The
main sign of the decade was the emergence and legalization of
artistic groups and communities. Artistic freedom was seen as a
lever that could literally transform the world.

Almagul Menlibayeva. Where bird Amagura came from. Oil on canvas, 1992

Anmaeynb MeHnubaesa. Omkyda nossunace nmuya Amazypa. Xoncm, Macno

“The Crossroads”, the first uncensored exhibition to be held under
one roof, opened in the spring of 1989, showing a good cross-
section of independent art. A broad range of artists who preached
creative freedom of expression was invited to participate. These
included members of the Artists’ Union who had never fit into the
Union’s official terms of reference (Dulat Aliev, Boris Chuvylko,
Bakhyt Bapishev, and others), along with marginal, solitary art-
ists known to a very limited audience (Georgy Tryakin-Bukharov,
Ziyakhan Shaigeldinov), and of course, artists who had formed
loose creative groupings based on their shared aesthetic prefer-
ences.

The Green Triangle was the most radical and unconventional of
these groups. These Kazakh ‘hippies’ formed an unstructured
community that affirmed itself through its extravagant, deliber-
ately shocking approach to life and art. Its members hitchhiked to
Moscow and Leningrad, lived in communes, listened to western
rock music, had wild hairstyles, and wore tattered jeans and all
kinds of crazy outfits. In art they passionately defended sincer-
ity and spontaneity in the creative process. They regarded every
good person (that is, anyone who fit into their view of the world)
as a creative soul.
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Everything Green Triangle artists created had value, in their opinion, because it
left a trace of their inner selves. This trace could be left on canvas or cardboard,
maybe even on twigs, stones, or broken pieces of municipal water pipes. The
choice of artistic materials was dictated not only by what was available, but also
by their rejection of ‘correct art’ and wish to create underground art.

The Green Triangle artists’ visual language was intuitive and similar to ‘auto-
matic writing’. The tops and bottoms of their paintings could always be switched
around. The artist’s point of view was either distant and did not distinguish detail
in a mass of forms or else was highly specific, intently focused on a flower, a
road sign, or part of a human face. Uninhabitable houses, roads leading no-
where, fantastic animals, and human shadows were among their identifiable
subjects. Their art was a form of rock music, a new folklore, the joyful cry of the
first post-perestroika generation, drunk on its overwhelming sense of freedom.
The Green Triangle leaders were Alma Menlibaeva, Saule Suleimenova, Vladimir
Petukhov-Aksinenko, Vasily Puchev, and Erbol Manapov.

The Night Tram was another major group, organized and headed by Sergey
Maslov and Andey Popov. This small group included Roman Bobrovsky, Olga
Rubinchik, Yury Yakovets, Alexander Privalov, and Rymbek Akhmetov. They all
loved books and music and were fervent polemicists opposed to the cultural
stereotypes imposed by the previous generation. They viewed art as a spiritual,
magical practice, a form of contact with subtle, immaterial worlds and extrasen-
sory phenomena. Their paintings were set in fantastic lunar landscapes; their
heroes were phantoms, wizards, aliens, biblical figures, visitors from the past
and future.

Night Tram artists regarded Marc Chagall and Sergey Kalmykov as their prede-
cessors. (Kalmykov's name was largely unknown at the time, but he is now one
of the most expensive, most sought-after Kazakhstani artists on the world mar-
ket). Phantasmagoric images dominated the group’s aesthetic system and their
paintings often include texts, objects, and collages. A painting was regarded as
an energy field reflecting the artist’'s meditative state. The Night Tram artists
insisted on the priority of feelings, fantasies, and mysterious esoteric concepts.

The Crossroads’ exhibitions also included young artists recently graduated from
the Almaty Theatre and Art Institute. These artists were not formal Crossroads
members, but the work of Elena Vorobyova, Askar Esdauletov, Eduard Kazaryan,
and Kanat Ibragimov showed an inner link to Crossroads — a desire to escape
from conservative teachings and to radically simplify and intensify plastic forms.
As a whole they displayed an artistic ‘brutality’ that could be seen in their rough,
seemingly unfinished brush-strokes, their attraction for bold, contrasting colors,
and their playful, ironic use of familiar objects. These young artists avoided de-
picting reality, concentrating on instead on developing a recognizably personal
style of painting.

The Art group, composed of the best students of Alexander llin, a teacher on
the Graphic Arts Faculty at the Kazakh Pedagogical Institute, had a different
set of creative attitudes. llin should receive credit for his ability to encourage
his students’ personal passions and natural talents, and to inculcate in them
solid professional skills. They were united by their attitude towards painting as
a carefully thought-out process, the result of hard work geared towards a very
high standard. Well-chosen references drawn from art history and emotional
restraint were also distinctive features of this group, which was one of the first
to emerge onto the international art scene through their exhibitions in Moscow,
Lausanne, and Geneva.

69

Galym Madanov. Poem. Paper, pencil. 1989
laneim MadaHos. [lecHsi. bymaea, kapaHdaw

Saule Suleimenova. Self portrait. Oil on canvas. 1989

Cayne CynelimeHosa. Aemonopmpem. Xoncm, Macno



Rustam Khalfin. Extreme bottleneck. Action, 1999
Pycmama XanbguHa. dkcmpumanbHoe degune. Akyus

Rustam Khalfin. Autumn motion of anger. Action, 1996
Pycmam XanbguH. OceHHue xecmbl 2Hesa. AKyus

Particular attention is owed to a group of artists that gathered around Rus-
tam Khalfin and who began their activity in the Soviet period. In the early
1980s Lydia Blinova, Boris Yakub, Ablay Karpykov, and the art critic Nazipa
Yezhenova organized several semi-legal art shows in private apartments.
One of these was entitled “Three Methods for the Creation of Form” and it
proclaimed the basic discoveries of twentieth-century art: the spatial energy
of Paul Cezanne, the dynamic geometry of Casimir Malevich, and the cupola-
dome principles of Vladimir Sterligov.

These analytical, ‘scientific’ methods of working on a painting did not exclude
intuition, but brought it to a qualitatively new level. The canvas was consid-
ered an energy field in which all elements were interconnected: the part and
the whole, space and linearity, the small and the large, color and achromati-
cism. These artists sought to create the essence of a painting by drawing on
the immanent laws governing the structure of visible and imaginary worlds.
The forms of reality and its fragments were transformed in paintings into a
sort of Platonic theatre showing the ‘shades of essences’.

Thus the late 1980s and early 1990s were shaped by the activity of these
groups, which radically changed and enriched the landscape of Kazakhstan’s
artistic life, connecting Kazakhstan to many of the achievements of twenti-
eth-century art.

The period during which these creative groupings flourished was vivid, but
unfortunately short-lived. As soon as life without censorship and an ideologi-
cal press became the norm, when the sense of innovation was no longer new,
new problems emerged. The euphoria of freedom was replaced by a search
for points of orientation and firm criteria.

Criteria were quickly established when works of art began to be assessed
commercially. The romanticism of the first phase gave way to a more practi-
cal and business-like approach. In the early 1990s, one by one independent
galleries began to open and to act as intermediaries between artist and buyer.
At first these galleries were all similar, seeking by any means to attract the
most ‘saleable’ artists. Gradually they acquired specific interests and prefer-
ences, and acquired a stable of artists with whom they worked regularly.

Some galleries (Tengri-Umai and Inkar) worked with well-known artists, thus
attracting collectors and buyers who were risk-averse and took their cues
from established authorities. Other galleries (Ular) were unafraid to show
the work of young, unknown artists, thus helping to bring new artists onto
the arts scene. A third category of galleries did not seek to create an image
for themselves and showed everything from realistic landscapes to the latest
abstract paintings.

In the latter half of the 90s, artistic events accelerated as a direct result of
gallery activity. In short, both the artist and the gallery needed to find ways
to create a demand for art. The positives and the negatives, the problems
and the achievements of the gallery movement became clear at the Gallery
Parade art shows held between 1995-1999 in Kazakhstan’s most prestigious
venue, the Kasteev Fine Arts Museum. A central moment in these shows
was the 1999 “Five Galleries’ Manifesto” (Asia Art, Look, SAK, Voyageur,
Kyzyl Tractor) in which artists rebelled against the organizers’ diffuse artistic
choices and presented instead empty exhibition space to visitors.
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And so there were three distinct trends in the art of Kazakhstan in
the last decade of the twentieth century.

Commercial art was the boldest of these, persistently and re-
petitively presenting a broad range of modernist painting and
shamelessly exploiting Kazakh ethnographic themes. In general
this painting was undistinguished, the size of a suitcase, and de-
picted in a conventional manner birds, girls in national costumes,
mountains, and primitive stone sculptures typical of Kazakhstan.
“Intellectual” themes included Kazakh clan totems, solar symbols,
biblical motifs, the pagan goddess Umai, and cave drawings. The
problems and conflicts of real life were never reflected in this art,
whose sole purpose was to decorate the home or office.

Unfortunately the annual shows by young artists in the Zhiger
group were full of these paintings. Galleries and collectors, the
emerging local middle-class, and foreigners who liked the low
prices enthusiastically supported their art.

The government of Kazakhstan also began to attract artists to
its side. Commissions for public sculptures and monuments com-
memorating historical events and figures increased rapidly. In ac-
cordance with the client’s tastes, these orders were carried out in
the grey Soviet style of the 1950s. Large-scale paintings showing
heroic victories and defeats in Kazakh history were also in de-
mand. The motivation behind this art was to create an ideological
base and favorable historical image for the state.

Despite its fervent embrace of democracy and rejection of So-
viet totalitarianism, the newly independent country held fast to
socialist forms and methods in art, only adjusting the content to
reflect local reality. Kazakh warriors replaced Red Armysoldiers,
khans and historical rulers replaced Communist leaders, colorful-
ly decorated yurts replaced industrial landscapes. This state-com-
missioned art was generally ignored by art critics and the press,
which simply recorded its existence.

In the mid-1990s performance art, installations, and happenings
began to appear, propelling art from quiet museums to bazaars,
deserted construction sites, public squares, and mountains. Cut-
ting cabbage, throat-singing, dressing and undressing - anything
and everything was now a fitting subject for art. The government
and art-buyers displayed no interest in these eccentric events.
Kazakhstan’s museums had not bought any new art for a long time
and contemporary art couldn’t even be given away for free.

The press regarded contemporary art as scandalous, focused on
‘dirt, blood, and genitalia’. Artists were considered madmen, dis-
missed from their jobs, and even occasionally attacked physically.
But people who understood the new art wouldn’t give up on it.
Unlike the first two trends above - art with the purpose of lulling
the public to sleep - the new artists sought to react to everyday
reality.
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It should be stressed that contemporary art was the only art trend
not dominated by commercialism, instead reflecting the artists’
creative energy and their search for new artistic forms and meth-
ods to respond to reality. New ‘western’ art forms and genres were
absorbed, giving artists a common language with which to com-
municate with international art. At the same time the question of
self-identity arose in an acute form — how could Kazakhstan’s art
have its own identity and yet secure a place for itself in the in-
ternational art scene? This identity took shape slowly through the
use of ancient prehistoric symbols associated with the primary el-
ements: fire, earth, stones, the human and animal body, gestures
and actions.

A work that represented a process was now preferred to a work
representing a result, as were the artist’'s manipulations or ac-

Georgy Trjakin-Bukharov. Tower. Installation fragment, 1998
leopauli TpaAkuH-byxapos. bawHs. ®paemeHm uHcmanaayuu




tions performed with others capable of playing ‘the game’, a game
that was sometimes amusing, sometimes dangerous. Many artists
turned to Zen Buddhism, Indian meditation, Sufism, and above all,
to the spirit and perceptions of the steppe peoples.

Rustam Khalfin, the head of the Asia Art Gallery, is usually regard-
ed as the patriarch who most strongly influenced contemporary
art in Kazakhstan. An architect by profession, easily able to find
his bearings in the complexities of twentieth-century art, Khalfin's
creativity ranged from painting to video-art, performance art, hap-
penings, and installations.

Many of Khalfin's projects refer to nomad culture and the history
of Kazakhstan. He insistently sought to join new technologies to
Eastern traditions. His creative method is markedly intellectual
and investigative in nature. Subjects that interest him undergo
careful analysis before being translated into the language of con-
temporary art. An example would be his performances, “Autumn
Gestures of Anger” and “The Final Point”, as well as his installa-
tion, “The Artist’s Skin”.

The Kyzyl Tractor group is also among the pioneers of Kazakh-
stan’s contemporary art. Their happenings draw heavily on sha-
man ceremonies and ancient, pre-Islamic traditions. These artists
draw their spectators into a state of ecstasy in order to “create
a balance between nature and spirit, the universe and the intel-
lect”.

The Kokserek group, often termed ‘scandalous’, includes in its
aesthetics nomad images that have been given political signifi-
cance. This group, headed by Kanat Ibragimov, favors sharp,
destructive actions such as dismembering a rooster (The Koraz
Bird), slaughtering a sheep, or drinking fresh blood (Orgiastic
Ceremony). These actions are intended to provoke confrontation
between the artist and the audience. Violence, aggressive chal-
lenges, and devious tricks are often included in their art. It may
be that the Kokserek artists are seeking to visualize the West’s
image of Eastern ‘barbarians’.

For the group of artists associated with the Voyageur Gallery, art
is seen as a sublimation of unrealized desires and powerful spiri-
tual urges. Voyageur’s most influential figure was Sergey Maslov
(1952-2002), a curator and active participant in most of the ex-
travagant, witty projects now considered classics of Kazakhstan’s
art. In the latter half of the 1990s, his art produced extremely
contradictory reactions — from aggressive rejection to ecstatic ac-
ceptance.

For the local press, Maslov was a speaker in tongues, mainly be-
cause of his frank themes: eroticism, subconscious complexes, is-
sues associated with age and gender. The heroes of his paintings
- historical figures, mournful prophets, frivolous girls, disheveled
hippies, and trembling angels - leave no room for aesthetic enjoy-
ment. Maslov was also one of the first to use new artistic forms
and techniques. He wrote conceptual texts in the form of letters
and toasts, and he created installations, performances, and hap-
penings (“Criminal Report”, The East is Subtle”, “The Empire in
the Time of the Plague”, “We Loved the Beatles So Much”, and
“Baikonur-2").

The final event of the 90s, that sweet decade of hope, may have
been the “Art Discourse ‘97”seminar on the theory and practice
of contemporary art. The seminar was initiated by the Kokserek,
Asia Art, and Voyageur galleries with financial support from the
Soros Foundation — Kazakhstan. The first such event to bring con-
temporary artists together and to lend a long-awaited legitimacy
to everything that had taken place in Kazakhstan’s new art world,
Art Discourse '97 was also the first attempt at creating a theoreti-
cal basis for the new and innovative art in that marvelous decade
that ended the twentieth century.

Sergey Maslov. East - a peculiar thing. Action withinn the project «Sergey Maslov - next to
art, near literature». The parade of galleries, «Voyager» gallery, 1998

Cepzeli Macnos. Bocmok - 0eno moHkoe. Akyus 8 pamkax npoekma «Cepzell Macnos -
pssdoM ¢ uckyccmeom, eo3ne numepamypbiy. [lapad eanepel, 2anepes «Bosdxep», 1998
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MpuHa lOpeposa

HeBaHocTble. Cnagkoe BpeMs Haaexn,

B 1991 roay KasaxcTaH 06bABUIT rOCYAAapCTBEHHbI CyBEPEHUTET,
Obin B3AT KypC Ha CO3JaHMe CBETCKOrO [eMOKpaTW4eckoro
rocyfapctea. W «Bepxu» M «HM3bl» ¢ Tpyaom ocBoboxaanuch oT
CTEPEOTUNOB, CNOXMBLUUXCA 38 AECATUNETUS COBETCKON BNacTu. B
peanbHOCTM MPOAOMKANCA NOCTNePecTPOEYHbIA Xaoc: cTarHayus,
WHdnauusa, dpyctpauus u Bceobwmun geduumut. U TonbKo B
obnacTi UCKyccTB nMepeMeHbl BOCMPUHUMANUCh C HECKPbIBAEMbIM
SHTY3MasMoM.

HoBoe Bpems KpyXwWno TronoBy BO3MOXHOCTbK TBOPUTb M
BbICTABNATLCS, HE OrnsAAbiBascb Ha UueH3ypy. CknagbiBanacb
HanpsXeHHas, fJaxe YyTb NMXopajoyHas TBopyeckas obcTaHoBKa.
Byaywee pucoBanocb B HEM3MEHHO pajyXHbix TOHax. BeepHoe
COCYLLeCTBOBaHNE pa3HbiX MAHEP, CTUME, NOYEPKOB M HaNpaBneHui
SBNANO coOOM NECTPYK W 3aHATHYIO KapTUHY. 3puTenu, ycTaslune
0T 0(uUMaNbLHOrO WUCKYCCTBA, C BOOAYLWEBNEHWEM B3Wpanu Ha
HeopManbHbIX XyJOXHUKOB. [NaBHOW NpUMETON BPEMEHU CTano
BO3HWMKHOBEHME U neranusayus TBOpPYeCkux rpynn, o6beanHeHui
n coobwects. CBob6oaHOE TBOPYECTBO NPEACTABNANOCH pblYarom,
CNocobHbIM NEPEBEPHYTL MUP.

MepBoi GecLeH3ypHON 3KCMo3uLmMen, NpeacTaBumBLLe NoL OQHO
Kpblled [OBONMbHO MOMHBLIA Cpe3 HEe3aBUCUMMOTO MWCKYCCTBa,
6bina BbicTaBka «[llepekpecTok», OTKpbiBlIAsics BecHoit 1989
roga. bbin npurnaweH WWpokUn Kpyr aBTOPOB, MCMNOBEAYHLNX
cBobofy TBOpPYECKOr0 CaMOBbIpaxeHus. 3aecb Obinu W YneHsbl
Colo3a XyAOXHUKOB, HE BMUCbIBaOWMECS B O(PULUO3HBIE PAMKM
(Oynat Anwes, Bopuc Yyebinko, baxbit banuwes u pgp.), u
MapruHanbl-0ANHOYKN, N3BECTHbIE AOCENE NULb B OTPaHNYEHHbIX
kpyrax (Feopruin TpskuH-byxapos, 3usaxan LUWanrensauHos),
W, KOHEYHO, aBTOpbl, CKoonepupoBaBlwuecs B cBoboaHblE
TBOPYECKME KOMNMEKTUBLI MO MPUHLMNY OOLHOCTU 3CTETUYECKMX
npeanoyYTeHnn.

Camon pagnkanbHOW, Bbi3biBaloLe packpenoLeHHON OT BCEX HOPM
n npasun 6bina rpynna «3eneHblt TpeyronbHuky. Kasaxcranckue
«xunnn»  6einum  coobuwecTBom, yTBepxpawwum cebs yepes
WOKNPYIOLWYI 3KCTpaBaraHTHOCTb Kak B MCKycCTBe, Tak M B

Sergey Maslov. The end of 1990s
Cepeeli Macnos, koHey 90-x
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obpase xu3Hu. OHn e3punum aBtocTonom B MockBy u JleHuHrpaga,
XWAW KOMMYHOW, CRywanu 3anagHbli POK, HOCUNN HEMbICITUMbIE
NpUYecku, ApaHble JXWHCHI, Bbi3blBalOWNE CamMonanbHble Hapsaabl.
B uckyccTBe ApOCTHO OTCTamBanu MCKPEHHOCTb W CMOHTaHHYI
CUNY XyJOXECTBEHHOro XecTa. Beakuit xopowwnii (agekBaTHbIR MX
MUPOOLLYLIEHNI0) YenoBek — yxe TBopel. Bcsakas cosgaHHas um
BEllb LEHHA Kak cliel, OCTaBNEHHbIA AYWOoi. JTOT Cneg MOXeT
XWTb Ha 0OpbIBKE XONCTa MW KapTOHa, MOXET ObiTb KOMOBUHaLMEN
W3 BEpeBOYEK, KaMHEW WM QparMeHTOB KaHann3aLWOHHbIX
Tpy6. BbibOp XyAOXKeCTBEHHbIX MaTepuanoB AWKTOBANCs He
TONbKO MaTepuanbHbIMW MPUYMHAMU, HO U MPUHLMNUANBHBIMA
coobpaxeHnsmu — aHgerpayHaHbIM, «NOABaNbHbIMY» MbILLTEHUEM,
fe3anennauMoHHO OTpULAOWNM CONWAHOCTb  «MPaBUMbHOTO»
nckycctea. W3obpasuTenbHbii  93blk  34ecbk  ynopjobnsancs
WHTYWTUBHON CKOpPOMMCK. Bepx n HM3 kapTuHbI BCceraa Obinu rotosbl
NnoMeHATbCA MecTaMu. Barnag xypoxHuka To cBepxobwuit, He
pasnuyaLL it YacTHOCTEN B MecnBe OpM, TO CBEPXNPUCTANbHbIN,




B ynop paccmaTpuBallMiA LUBETOK, AOPOXHbIA 3HaK, 4acTb
yenoseyveckoro nuua. M3 6onee unu MeHee y3HaBaeMbIX CHOXETOB
- AOMa, rae Henb3f XUTb; AOPOrK, KOTOpble HUKyda He BedyT;
haHTacTMYECKME XUBOTHbIE, TEHM Nioaen. ITo Obln CBOEro poAaa
MONOAEXHbIN POK, HOBbIN (PONbKIOP, HAPKOTUYECKN-B3BUHYEHHbI
ronoc nepBOro NepecTpoeyvyHOro nokoneHus, kandywowero ot
HaxnbiHyBlWeNn cBoboabl. 3gech Obinu cBou nuagepbl — Anma
MeHnubaesa, Cayne CyneiimeHoBa, Bnagumup T[leTyxoB-
AkcuHeHko, Bacunuin Myyes, Ep6on MaHanos.

[Opyrasa 3ameTHas rpynna, OpraHu3oBaHHas M BO3rnaBnsemas
Cepreem MacnosbiM n AHgpeem MonosbiM, HasbiBanacb «Ho4Hom
TpamBai». B 9aToT HebGonblwoW KonnekTus Bxoaunu PomaH
Bobposckuit, Onbra Py6uHunk, HOpuit Akosey, AnekcaHap
Mpueanos, Poimbek AxmeToB. BCce OHUM — KHUrOYeW, MenomMaHsbl,
a3apTHbIE MONEMUCTbI, aHTArOHUCTbI BCEr0 yCTapeno-Ka3eHHOro.
MckyccTBO NOHMMAanNoCb Kak [yXOBHAs Maruyeckas npakTuka,
kak cnocob KoHTakTa C TOHKMMW HemaTepuanbHbIMM MUpaMK W
3anpefdencHeIMK aBneHuamu. MecToMm OeNCTBUS UX KapTUH Oblnu
(aHTacTMYeCKkne «NyHHbIE» Men3axu W npocTpaHcTea. [eposmu
— (baHTOMbI, KONAYHbLI, MHONNaHeTsAHe, Gubnelickue NepcoHaxwu,
roctu u3 npownoro u 6yaywero. Cpean npeplecTBEHHUKOB
npeanoyteHune otgasanoce Mapky LWarany u Cepreto KanmbikoBy

Vadim Dergachev. Dead project. Photo, Sound installation, 1998
Badum [epzayes. Mepmebili npoekm. ®omo, cayHdnpoekyus

(uma nocnefHero, K cnoey, Torga mano komy Obino W3BECTHO, a
cenfyac 3TO OJMH U3 CaMblX JOPOrMX W W3BECTHbIX Ha MUPOBOM
PbIHKE Ka3axCTaHCKMX XyJOXHWKOB). B acTeTwke aToil rpynnbl
npesanupoBanu  ¢aHtacmaropuyeckue  obpasbl,  KapTUHbI
Hepeako AOMONMHSANMCH TekcTamu, o06bekTamu, Konnaxamu.
KapTuHa pacueHuBanacb kak MaTepuasnbHbil 3HEpreTU4eckun
3HaK MeAUTaTUBHOrO COCTOSHMS XYyAOXHMKA. «HOYHOW TpamBamn»
HacTauBan Ha npuopuTeTe YyBCTB, (aHTa3ul, TailHbIX,
930TEPUYECKUX NOHATUI.

[OCTOMHO 3KCMOHMPOBANUCb Ha «MNepeKkpecTKe» XMBOMUCLbLI —
HefaBHWE BbINYCKHUKN TeaTpanbHO-XyJ0XECTBEHHOTO UHCTUTYTA.
dopmanbHO B rpynny OHM He 06befMHANNCHL, HO B TBOPYECTBe
Enenbl BopobbeBoit, Ackapa EcpaynetoBa, Sayapaa Kasapsiva,
Kanata WGparnmosa npucyTcTBOBana BHYTPEHHAS OOLWHOCTD
- fBHOe XenaHue u3b6aBUTbCA OT KOHCEPBATWBHOM BblYYKH,
npeAenbHO ynpocTuTb M 060CTpUTL NNacTuyeckyio opmy. B uenom
OHU TAToTENn K 6pyTanbHOMy XecTy, YUTaEMOMY TO B NacTO3HOM
(haKkTypHOCTU NMCbMa, TO B KOHTPACTHOM CONOCTaBAEHUN LiBETOBbIX
30H, TO B WPOHMYecKoM ObbIrpbiBaHMN 3HaKoMbiXx 06pas3os.
«Teatpanbl» n3berann onucaHWs peanbHOCTU, KOHLEHTPUPYACH
Ha BbipaboTke y3HaBaeMol NMYHOCTHOW MaHepbl NMCbMa.

[Opyrne B3auMOOTHOWEHUS CO «LIKONMOW» CKNagblBanuch Yy
TBOpPYECKOro 00beauHeHns «ApT», KOTOpO€ COCTaBuUNl U3
CBOWX INyyWuUX CTYLEHTOB npenofjaBaTeNlb XYAOXECTBEHHO-
rpacduyeckoro  cdakynbteta  Kasaxckoro  neparormyeckoro
uHcTuTyTa AnekcaHgp WnbwH. Hapgo oTaath [oONMXHOE €ro
YMEHW0 He NOAABNATb NepCOHaNbHble NMPUCTPACTUS YYEHWUKOB-
Konner, Ho cnoco6cTBOBaTb OrpaHke WX MPUPOAHOr0 TanaHTa,
npuBMBaTb Kpenkue npodeccuoHanbHble HaBbiku. O0beanHALWUM
Hayanom 3gecb ObINO OTHOWEHWE K KapTMHE Kak K TwaTenbHO
npoayMaHHoOMY, Ka4yeCTBEHHO cpaboTaHHOMY 0b6bekTy.
W3bupaTtenbHo pauyuoHanbHble LUTaTbl M3 UCTOPMU UCKYCCTBA,
WHTENNUTEHTHYID CLEPXAHHOCTb 3MOLMA TakXe MOXHO CyMTaThb
(PUpPMEHHbIM 3HAKOM «apToBLEB». JTa rpynna OLHON M3 NepBbIX
BbllUla HAa MEXAYHAapOAHYK apeHy, YCMelWHO BbICTaBNAsfCb B
Mockee, Jlo3aHHe, XeHeBe.

Ocoboro  BHMMaHus  3acnyxuBaeT  rpynna  XYAOXHWUKOB,
cnnoTuBwWwmMxcs Bokpyr Pyctama XanbuHa M Ha4yMHaBWUX CBOI
[eATeNnbHOCTb B COBETCKNE 3anpeTHble BpeMeHa. Jinansa bnuHosa,
Bopuc Aky6, Abnai KapnbikoB npu akTUBHOM NOAAEpXKe
uckycctesosena Hasunbl ExeHoBol ewe B nepsoit nonosuHe 80-
X NPOBENU HeCKONbKO MonyneranbHbIX KBapTUPHbLIX BbICTaBOK.
«Tpn cnocoba copmoobpa3oBaHMs» — Tak HasbiBanacb 0fHa U3
BbICTABOK 3TOW rpynnbl, MaHWMeCTUpytowas OCHOBHbIE OTKPbITUS
uckycctsa XX Beka: aHepruio cepuyeckoro npoctpaHcTaa ons
Ce3saHHa, guHamuyeckyt reomeTputo Kasummupa Manesuya n yawe-
KynonbHbll npuHuun Bnagumupa CrepnuroBa. AHanuTM4ecknit
«y4eHbln» MeToA paboThbl HAA KAPTUHON HE UCKNI0YaN MHTYNLNK, HO
npuaaBsan e Ka4eCTBEHHO HOBbLI ypOBEHb. XONCT pacleHuBancs
Kak Hekoe CUNOBOE None, rAe B3aMMOCBS3aHbl BCE 3NEMEHTbI: 4acTb
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W Luenoe, NpoCTPAHCTBO 4 NNOCKOCTb, Manoe u 6onblioe, LBETHOE
n axpomatuyeckoe. CoBCTBEHHO, 3TU «repou» W COCTaBNAMM
CyTb KapTuH, obpawascb K UMMaHEHTHbIM 3aKkoHaMm YCTpoiicTBa
BUANMOTO 1 MbICIUMOTO MUpa. POpPMbl peanbHOCTH, ee hparMeHThl
npeobpa3oBbiBanMCb B KapTWHAX B HeKWIl NNaTOHOBCKWIA TeaTp
«TEeHel CyLHOCTeh».

Takum obpasom, nepuog koHua 80-x n Havyana 90-x rogoB npowen
noa 3HakoM [JeATenbHOCTM 3TUX Tpynm, pe3ko W3MEHUBLIMX
n oboraTmBwnX naHawadT Hawelh XYAOXECTBEHHOW KM3HK,
npousowWwno CBOEro poaa nogknwvenne KasaxctaHa KO MHOTMM
ABOCTUXEHWSM MUPOBOro Uckycctsa XX Beka.

Mepuop uBeTeHMS TBOpPYECKNX 06beAUHEHNA BbIN APKUM, HO, YBHI,
Hepgonrum. Kak TONMbKO XM3Hb 6€3 LEH3ypbl W MOEON0rMYEeCcKoro
npecca ctana HOpPMOM U MOCTENEHHO YyTpaTUNOChb NMpa3fgHUYHOe
YYBCTBO HOBM3HbI, BO3HUKNN HOBble Npobnembl. Aichopus ceoboabl
CMeHMnacb NOUCKOM OPUEHTUPOB M BONPOLIAHUEM KPUTEPUEB.

Kputepuii He samegnun ABUTLCS B BUAE KOMMEPYECKO CTOMMOCTH
npoussefeHus uckycctea. PomaHTW3M nepBon asbl ycTynun
MEeCTO NpakTMYHOMY M AenoBoMy nogxoay. B nepsoi nonosuHe
90-x rogoB OfHa 3a APYrol cTanu OTKPbIBATbCH He3aBUCUMble
ranepen, OpaBwune Ha ceba dYyHKUMN nNOCPeAHMKA Mexay
XYBOXHMKOM W nokynaTenem. lonavyany ranepen Mano oTanyanuch
ApYyr oT gpyra u Hanepe6om nbiTanucb 3amaHuTb Kk cebe Haubonee
«NPOAAXHBIX»  XYAOXHUKOB. [lOCTENEeHHO BLIABUNCA BEKTOP
WHTEpecoB W NpeAnovTeHUR, CMOXMNCA KPYr 9KCMOHUPYEMbIX
aBTopoB. OpHu ranepen («TeHrpu-Ymait», «Mukap») paboTatoT
C MMEeHaMu, UMelWmnMu CONMAHYI penyTayuio. 3TO npuBnekaeTt
KONMeKYNOHepoB U MOKynaTenei, He CKMNOHHbIX K PUCKY W
pearupylowmx TONbKO Ha obuwenpuHATble aBTopuTeThl. [pyrue
(«Ynap»), HaobopoT, He 604TCA MONOLbIX, HEN3BECTHbLIX aBTOPOB
1 BbIBOAAT HA XYAOXKECTBEHHYIO CLieHY HOBble urypel. TpeTbu, He
3ab0TACb O CBOEM MMMUAXKE, BbICTABNAIOT BCe — OT OTKPbITOYHbIX
peanucTuyecknx nemsaxei 4o HOBOMOAHbIX abcTpakuuii.

Bo BTOpoit nonoBuHe 90-X WMHTEHCMBHOCTb XYJOXECTBEHHbIX
cobbITUIA HanpsMylo CBf3biBanacb C AEATENbHOCTbIO ranepei,
CIIOBOM, HaCTynuno BpeMs, KOrfa U XYAOXHMK, U ranepes BMecTe
BOMXKHbI ObiNM MckaTb cnocobbl ObiTb BocTpeboBaHHbIMU. MnioChl
W MWHYCbl, nNpobnembl W [JOCTUXEHWUS ranepeiHoro ABMXKEHNUS
0TYETNMBO NPOSABMNMCH Ha 06WmMX cmoTpax — «lMapagax ranepeiy,
koTopble ¢ 1995 no 1999 rog npoBoAMNNCE B CAMOM MPECTUXKHOM
XY[OXECTBEHHOM NPOCTpaHCcTBe pecnybnnkum — FocyaapcTBEHHOM
My3ee MUCKyccTB wuMeHuW AbbinxaHa KacteeBa. XapakTepHoii
Toykon B «[lapagax» ctan 1999 rog, «MaHugecT natu ranepen»
(«Asuns-ApT», «Look», «SAK», «Bosigxep», «Kbi3bin TpakTop»)
— XYAOXHMKM BOCCTanu npoTus Hepasbopunsoil BCEARHOCTM
ycTpouTene W BbICTABUNN NYCTOE ONNavyeHHoe 3KCNO3ULMOHHOE
NPOCTPaHCTBO.
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B pesynbTate 3a nocnegHee fgecaTUNeTHe YlWeEAWeEro Beka B
nckycctee KasaxcraHa yetko 0603HaYnnmncL Tpu BETBU.

Haunbonee 6oiko Beno cebs komMepyeckoe MCKYCCTBO, YMOPHO
TUpaxupylolee BeCb CMNEKTP MOAEPHUCTCKOM KWUBOMUCK U
6e33acTeHYMBO aIKcnnyaTupylollee kasaxckue aTHorpadumyeckue
MOTUBbI. OTO B OCHOBHOM «IlackoBasi» XWBOMWCb YEMOAAHHOrO
cdopmata, rge c Oonblweid MNM MeHblWeEN [onelt YCNOBHOCTM
n3obpaxeHsl nTULbl, 6anbansl, AeBYLWKM B HALMOHAMNbHbIX HapsAAax,
ropbl. M3 «MHTENNeKTyanbHbIX» CHXKETOB — TOTEMbl Ka3aXCKnX
pofoB, CONsApHblE 3Haku, bubnenckne MoTuBbl, BecnpourpbiWwHas
6ornHa Ymaih unu HackanbHble PUCYHKW. PeanbHas Xu3Hb, ee
npobnembl N KOHNMKTHI 34€Chb HUKAK HE 0TPaXatoTCs; BCe CBOAUTCS
K CO3A4aHMI0 AeKOpaTUBHbIX NATEH AN XWnbs unu oduca. YBsbl,
TakuMKU kapTUHamu 6binn NOMHLI €XerofHble BbICTaBKM MOMOAbIX
XYAOXHUKOB «Xurep». 3T0 MCKYCCTBO OXOTHO MOAZEPKMBANOCH
ranepesMu 1 KONNnekUMOHEpamu, HapoXAalLWMMCs Knaccom
MecTHOW bypxyasuu, a Tak Xe MHOCTpaHuamu, npuBnekaembiMu
HU3KUMU LieHamu.

Kyzyl Traktor. The textbook of Turkish. Installation, 1998
Kbi3bin Tpakmop. Y4eb6Huk mypeukozo. MHcmannsayus
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FocyaapcTBO Takke HayuHaeT NpUBNEKaTb Ha CBOK CTOPOHY
XyLoxXecTBeHHble cunbl. C HapacTaloweil CKOPOCTbI0 NOSABNATCS
3akasbl Ha  MOHYMEHTanbHYK  CKYAbMNTYpy,  NaMATHUKM
ncTopuyeckum cobbiTMAM U nuyHocTaMm. B cootBeTcTBMM CO
BKYCOM 3aKa34yMKOB OHW BbINOMHANUCH B 6€3NNKO-COBETCKOM
maHepe 50-x rogos. [Monb3oBanuch cNpocom u GonbwedopmaTHble
KapTWHbI, NOBECTBYIOWMNE O TEepONYECKMX CBEPLIEHMSX U
kaTaknuamax kasaxckoW uctopun. CMbICIIOM 3TOTO MCKycCTBa
ABNAeTCA CO3AaHue upeonornyeckon 6asbl n 6narooBpasHoro
ncTopuyeckoro wumupxa. Monogoe cyBepeHHOe r0CyAapcTBo,
NpUBETCTBYS HOBble AEMOKpaTU4YeCkne TEHAEHLUUW M SPOCTHO
KnemMs COBETCKWIA TOTanuTapusMm, B UCKYCCTBE NMPUAEPXMBAETCH
ycTapeswux, cyrybo couynanuctuyeckux opm U MeToAoB, 4yTb
OTKOPPEKTMPOBAB COAEpXaHWe B CTOPOHY MECTHbIX peanuil.
Ofpasbl  KkpacHoapmelueB 3aMeHeHbl OaTblpamu, BMECTO
KOMMYHUCTUYECKUX BOXAeh W30BpaxatTcs XaHbl M npasBuTeny,
VHOYCTPManbHble NeN3axn CMEHUNUCE NPa3AHNYHO YKPaLEHHbIMY
toptamu. OLEHOYHBIX CYXAEHWA 3TO WCKYCCTBO HE nomy4yano (u
He HYX[anocb B OHbIX), NCKYCCTBOBEAbI OTManynBanuch, npecca
orpaHuyMBanach KoHctartaunen dakra.

Moldakul Narimbetov. Threshold. Action, Installation, 1998
Mondakyn Hapumbemos. [Mopoe. Akyus, uHcmannayus

loe-1o ¢ cepeauHbl 90-x B XyAOXKECTBEHHOW NpakTUKe 3aMenbKanm
cnoBa «nepdopmMaHc», «UHCTANNAUWUSA», «XENnneHuHr». U3
OnaronpucToiHON TUWMWHBI MY3eWlHbIX M BbICTABOYHbLIX 3anoB
MCKYCCTBO NepekoyeBano Ha 6asapbl, 3abpolweHHbie CTPOWKY,
Ha nnowapu, B ropbl. Py6ka kanmycTbl, ropnoBoe neHue-
MblYaHue, nepeofeBaHne-pasfaeBaHne, OCyLWeCTBNEHNE «TYnbIX»
W «NEHMBLIX» NPOEKTOB — BCe nowno B Aeno. [ocygapctso
W NoKynaTenu-CMOHCOPbl MPOSBNANM MNOMHOE paBHOAylWMe K
9TUM «yypadyecTBam». KasaxcTaHckue My3eu [aBHO HUYero He
nokynanu, a COBpeMeHHOe UCKYCCTBO B Te BPEMEHAa He MPUHUMany
paxe B gap. lNpecca 3ameyvana B COBPEMEHHOM UCKYCCTBE TOMbKO
CKaHAanbHble CBOWCTBA, CMakys «rps3b, KPOBb W TFEHUTamun».
XYBOXHMKOB 06bABNANN cymacweawnmn, yBonbHann ¢ paboTsl,
ObiBanu cnyvyanm dusnyeckoir pacnpaBbl. Ho apgenTbl HOBOrO
WCKYCCTBa He CAaBanucb. B oTnuyme OT [BYX BbllEHA3BaHHbIX,
ybnaxatowmnx n ybawkusawowmnx nybnnky CermeHToB MCKycCTBa,
«HOBbIE» CTPEMUNIMCb pearupoBaTb Ha peanuu NOBCEAHEBHOCTHU.

CneayeT nNOAYEPKHYTb, 4YTO COBpPEMEHHOe MCKycCcTBO Obino
€AMHCTBEHHON 30HOW, TAe Lapuil He KOMMEepYeckuil MHTepec,
HO TBOpYECKas 3Heprus aBTOPOB, KPeaTUBHLIW MOWUCK HOBbIX
XYAOXKECTBEHHbIX (POPM N METOAO0B, afeKBaTHbIX COBPEMEHHOCTH.
OcBanBanucb HOBbIe [N HAc «3anagHble» BuAbl W XaHPb
MCKyCcCTBA, YTO NO3BONSANO BECTU PA3roBOP Ha MOHATHOM MuUpy
A3blKe, N 0JHOBPEMEHHO OCTPO CTOSA BONPOC CaMOMAeHTUdMKaLnu,
BbIIBMIEHNS CBOEro nuua, NO3BOMAKLEro He NOTepATbCA Ha
MUPOBON apT-clyeHe. OTO nWUO nocTeneHHo obpeTtano cBOW
4yepTbl. ATO BbIpaXaeTCs B TAre K AOMCTOPUYECKUM apXauyeckum
3HaKam-nepBO3NEMEHTaM: OTHIO, 3eMMe, KaMHAM, Teny Yyenoeeka
W XKWBOTHOTO, XeCcTy W AencTsuio. [1pon3BeaeHnto-pesynbTaTy
npegnoynTanoc NpPOM3BeEHWe-NpoLecc, Hekue MaHUNynALUN
WnN BencTBMA XYAOXHMKA, OCYLECTBASAEMbIe C y4yacTueM pasHbiX
nogen, cnocobHbIX BKMNKOYUTLCA B Npeanaraemyl urpy — nHoraa
3abaBHyt, nHorga onacHylo. MHorme xygoxHuku obpawatwTtcs K
O33HCKOW unocodnmn, MHOWNCKAM MeOWTATUMBHbIM MNpaKTUKaMm,
naesam cydusma u, rnaBHoe, K AYXY U MUPONOHUMAHMUIO CTEMHbIX
HapoAo0B.

MaTpuapxom, oKasaBWM CUNbHOE BAWAHME Ha MNOsABIEHME
KOHTemnopapu apt B  KasaxcTaHe, npuHATO  cyuTaThb
Pyctama XanbtuHa, pykoBoauslero ranepeent «A3na-ApT».
ApxuTektop no obpasoBaHui, YenoBek, [OCTATOYHO CBOBGOAHO
OPWMEHTUPYIOWMACA B XWTpOCMAeTeHusx wuckycctsa XX Beka, B
CBOEM TBOPYECTBE OH MOCMe[0BaTeNbHO MPOWeN OT XWBOMUCH
[0 BuAeoapTta, 4yepe3 nepdoOpMaHChl, akUWu, MHBANPOHMEHTHI.
MHorue ero npoekTbl anenaupytT K KynbType HOMagoB, MCTOPUN
KasaxctaHa. OH HacTOWYMBO NbiTaeTCs COEOUHUTb HOBbIE
TexHonorum ¢ ocobeHHocTAMKU Boctoka. Ero MeToa HOCUT ABHbIN
WHTENNeKTyanbHo-uccneaoBaTenbCckuin xapaktep. MHTepecytowas
ero npobnematnka noasepraeTcs TWATENbHOMY aHanusy W
nocrnegywlemy «nepeBoay» Ha A3blk COBPEMEHHOr0 MCKYCCTBA.
Mpumepom mMoryT cnyxuTtb nepdopmaHchl «OCEHHME XKeCTbl THEBa»
n «MocneaHss Toukar, uHctannayma «Lkypa xygoxHukar.
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AKTyanbHblit Apxus

MckyccTtBo LleHTpanbHoit A3um:

K nuoHepam Halero COBPEMEHHOTO WCKYcCTBa crefyeT OTHECTU M rpynny «Kbi3bin
TpakTop». VX akuuu 6nu3ku K WaMaHCKUM KaMnaHusiM, AOMYCYNbMaHCKUM apXxanyeckum
Tpaguumsm. XyLOXHWUKA BOBNEKAWT 3pUTENS B HEKOe 3KCTAaTUYECKOE COCTOSIHUE C
Lenblo (UuTaTa) «BOCCTAHOBUTb PaBHOBECME MeXAYy MPUPOAON M JYXOM, KOCMOCOM M
UHTEMNEKTOMY.

lpynna «Kokcepek», K KOTOpOW Yalie BCEro npunaraetcs 3nuTeT «ckaHganbHasy,
BKMOYaeT B CBOIO 3CTeTUKY 0Opasbl KOYEBHUKOB, HaAensas UX NOMMTUYECKUM CMbICIIOM.
Ota rpynna Bo rnaee ¢ Kanatom W6parMMoBbIM CKMOHHA K XECTKUM JECTPYKTUBHbLIM
BENCTBNUAM, TaknMm Kak pacuyneHeHue netyxa («ltuya Kopa3s»), 3aknaHue GapaHa unu
nutbe cBexei kposu («Neue kasachische Kunst», «Opruactnyeckne kamnanuma»). 3geco
CO3HaTeNnbHO NPOBOLNPYETCA KOHDPOHTaLMSA MEXAY XYAOXKHUKOM U nybnukoin. Hacunue,
BbI30B, KOBApCTBO HEpeAKO BKMKYalTCH B TKaHb TBOpYecTBa. KaxeTcs, XYAOXKHMKM
nbITalTCA BM3yannanposaTb NpeacTaBneHne 3anafa o BOCTOYHbIX «BapBapax».

[pynnoi XxyooxHWKOB ranepeu «Bosgxep» MCKYCCTBO NoHWMaeTcs kak cybnumauyus
HEOCYLeCTBNEHHbIX XenaHUi, CUNbHbIX AYWeEBHbIX NOpbiBOB. Camoit BAUATENbHON
cdurypoit B «Bosgxepe» 6bin Cepreit Macnos (1952 - 2002) — kypaTop 4 akTWUBHbIA
y4aCTHWK BONbLWMHCTBA IKCTPABAraHTHbIX U OCTPOYMHbIX NMPOEKTOB, CTaBLWMUX CErofgHs
KnaccukoW kasaxcTaHckoro uckycctea. Bo BTopon nonosuHe 90-x ero TBOPYECTBO
Bbl3bIBANO KpalHe MPOTWBOPEYNBYK peakyui — OT arpeccuBHOrO0 BO3MYLEHUS [0
BocxuweHHoro npuatus. OH 6bin npuTyen BO A3bilex pecnybnukaHCKOM npecchl.
MpUynHOA TOMY — MOrpaHWYHble W OTKPOBEHHble TeMbl: 3pOTHUKA, NOACO3HATENbHbIE
KOMMMeKCbl, BO3pacTHble, NonoBble npobnembl. Fepon ero kapTWH — WUCTOpUYecKue
KyMUpbI, YyrpOMble NPOPOKN, NEFKOMbICAEHHbIE AEBULbl, TOXMaTble XUIAW U NPoAporiune
aHrenbl —He OCTaBNAIOT HA Manenweh HagexXabl Ha «3CTeTUYecKoe HacnaxaeHune». OgHUM
W3 nepBbiX OH 06paTUNCA K HOBbIM TEXHOMOTMAM MCKYCCTBA — MUcan KOHLenTyanbHble
TEKCTbl B BUAE MUCEM M TOCTOB, OCYLECTBNAN MHCTannauun, nepdopmMaHchl 1 akuyuu
(«KpumnHanbHbI penopTaxy, «BocTok — geno ToHkoe», «AMAUp BO BpeMS YyMbl», «Mbl
Tak nobunu butnay», «bankoHyp-2»).

OTanHbIM W, BO3MOXHO, 3aBeplwawliuM cobObITMEM [ecATuneTUs ctan CeMuHap no
TEOPUM U NpakTUKe COBPEMEHHOro uckycctsa «ApT-guckypc-97». Ero nHuuyumpoBanu
ynomsHyTole «Kokcepek», «A3usa-ApT» u «Bosgxep» npu cduHaHCOBOW noanepxke
®onpa Copoc - KasaxctaH. CemuHap BnepBble 06BbEAMHUN XYJOXHUKOB aKTyanbHOro
HanpaeneHus, npugan BCeMy MNPOUCXOASALWEMY AONTOXAAHHYK NErMTUMHOCTb, Obin
nepBOW MOMbITKON TEOPETUYECKOr0 0CO3HaHMA HOBENLEN NCTOPUM UCKYCCTBA YyJECHOTO
aecatuneTns, BeHyawwero XX Bek.

Sergey Maslov. Baikonur-2. Slide-film, 2002
Cepeeli Macnos. bakoHyp-2. Cnalidgpunbm
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Sergey Maslov

Sergey Maslov Sergey Maslov can by right be called the myth-
maker of Contemporary Art in Kazahkstan. He deserves this privi-
lege, because he not only made up these myths, but also trans-
formed them into verbal form of wonderful texts, which even the
philologists recognize as good literature. For him these were art
projects.

He began in the late 80’s as an artist, leader of the art group
“Night tram” developing variations of oriental mysticism and sty-
listic eclectics.

In the 90s, Maslov joined the art circle of the “Voyager” gallery
and, became its unofficial ideologist. He was surrounded by nu-
merous friends, acquaintances and students; it was interesting to
keep step with him in art. His myth-creative talent surely contrib-
uted to this. He could tell in a funny and fascinating manner how
he had not been chosen to become a cosmonaut due to a head
wound he incurred in his childhood; or that he was a librarian on
a submarine in the Pacific Ocean, and as a result he knew all
“Eugene Onegin” by heart, large passages from which he, by the
way, often recited.

One of the most legendary myths was his affair with Whitney
Houston. What letters they sent to each other! He wrote: “I will
cover your bed with white rose-leafs. | will tenderly scratch your
buttocks with my finger-nails and bite your neck...”, and she re-
sponded: “the most important thing in life is love, spiritual unity.
It is not a shuffling of genitals, but the unity.” They were in cor-
respondence for a long time until Sergey decided to give away his
life to his idol and fabricated another myth about his own death.

There were also myths (verbal and painted) that said he was Gio-
konda’s brother, or an alien, or a vampire. He wrote about it in
the article “The dead are coming” and painted it in his pictures.
He could catch the gist in small details of our post-soviet life and
transform these details into a global absurd as in the “Survival in-
structions for the former USSR citizens”. He gave advice: “If water
supply is stopped to your apartment, but you need to go to toilet
and want no stink in your flat — use plastic bags.” Many people
thought he was a maniac, because his artistic texts on sexual
techniques were impossible to read without a break. He even con-
trived erotic seasons and a cycle of pictures “The Kazakh Kama
Sutra”. Also, at an exhibition in the State Museum named after
Kasteev, he drank a student’s blood, left in a cup which she had
given to her admired teacher to paint pictures. He was fired from
the Art College for that and deprived of the opportunity to teach.

He held a Candidate of Pedagogy and an interesting man. He
loved his lonely mother, baked marvelous patties and treated to
his friends. He worked as a custodian in the “Voyager” gallery and
created his texts and projects at night. When he faced financial
difficulties, he made a list of his paintings and calculated how
much he would make if he sold them all. His pictures were rarely
bought, even though Maslov’s paintings are as high quality as all
of his other creations. Somehow this is well understood abroad,
where his works were successfully presented at prestigious art
exhibitions and, of course, poorly in our country.

He has left great heritage - paintings, texts, installations and
projects, the majority of which are included in the catalog “Maslov
was here” issued by the “Voyager” gallery in 2004.

Yulia Sorokina

Sergey Maslov. My Whitney. Oil on canvas, 1999
Cepzeli Macnos. Mos Yumuu. Xoncm, macno
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AkTyanbHbli Apxus

MckyccTBo LleHTpanbHoi Asunu.

Cepren Macnos

Ceprest MacnoBa no npaBy MOXHO Ha3BaTb rMaBHbIM MU OTBOPLEM
contemporary art B KasaxctaHe. 370 npaBO Yy Hero ecTb,
NOCKOMNbKY OH He TONbKO MpuayMbiBan 3T Mudbl, HO U obnekan
nx B BepbanbHyt Gopmy 3ameyaTenbHbiX TEKCTOB, KOTOPbIE Aaxe
unonoru Nnpu3HaT XopoLllen nuTepaTypon. A 4ns Hero ato Hbinun
XYLOXECTBEHHbIE MPOEKTHI.

OH HaynHan B KoHLe 80-x kak XuBonucew — nuaep XyA0XKeCTBEHHON
rpynnbl  «HoyHOW TpamBaii», pa3BuBaBWeEN HanpaBneHus
OpPUEHTaNbHOTO MUCTULM3MA U CTUIUCTUYECKON IKIEKTUKMU.

B 90-x MacnoB npumblikaeT K XyZOXECTBEHHOMY Kpyry ranepeu
«Bosigxep» M, no cyTu Aena, CTAHOBUTCA €ro HeodULWanbHbIM
uaeonorom. Bokpyr Hero Bcerga MHOro Apy3ei u npusTenemn,
YYEHUKOB W y4EHUL,, CHUM PSALOM ObINO MHTEPECHO XUTb B UCKYCCTBE.
OTOMYy, KOHe4HO e, cnocobcTBoBanu €ro MuUgOTBOpPYECKME
TanaHtel. OH CMEWHO ¥ yBneKkaTenbHO pacckasbiBai O TOM, 4TO
€ro He B3ANN B KOCMOHaBTbI W3-3a JETCKOr0 PaHEHMUS rON0BbI, YTO
OH «xoaun» 6ubnunotekapem Ha NOABOAHON NOLKE TUXOOKEAHCKOro
¢dnota, 6narogaps 4Yemy Bblyuyun HaudycTb «EBreHus OHeruHay,
OrPOMHbIE KYCKM M3 KOTOPOTo, KCTaTh, 4acTo LuTMpoBan...

OpHMM M3 cambix nereHgapHbix 6611 MU 0 ero pomaHe ¢ YUTHM
XblocToH. Kakue nucbma oHu npuceinanu apyr apyry! OH nucan:
«fl 3acTteni Tebe noctenb nenectkamu 6Genbix po3. A 6yay
HEXHO LapanaTb HOrTAMM TBOM ATOAWLbI U MOKYCbIBATb LWEH...»,
a oHa oTtBeyana: «BaxHee BCero B Xu3Hu — n060Bb, A4YXOBHOE
efVHeHne. OTO He LWOpKaHbe MOMOBbIX OPraHoB, a eAWUHEHMEeY.
OHn nepenucbiBanucb AOBONLHO fonro, noka Cepera He pewun
OTAaTb CBOI XWU3Hb CBOEMY KyMUpPY U He cabpukoBan oyepesHoi
MU O CBOEN CMEPTH.

Ewe 6b1mm Mnbl (CNOBECHBIE U XUBOMUCHLIE) O TOM, YTO OH bpaT
[XOKOHAbI MNKU MHOMNAHETAHWH, unu Bamnup. OH Beab nucan o6
9TOM B cTaTbe «MepTBble MAYT» M pUCOBAN B CBOMX KapTuHax. OH
yMen ynoBuTb FNaBHOe B MENKNX AeTansx Halero nocTCOBETCKOro
BbiTa N TpaHcdhopmupoBaTb 3TM AeTanu B rnobanbHbli abeypa,
kak B «MHCTpPyKUMAX MO BbIKMBAHWIO ANS rpaxpaaH ObiBlero
CCCP». OH coBetoBan: «Ecnu B Bawei KBapTupe OTKMOYMIIM
BOAY, HO BaM XOYETCH CXOQUTb B TyaneT M He Xo4eTcsi, YTOObl
cTOSiNa BOHb B KBAPTUPE, — CNPaBNANTe HYyXAy B NONMATUNEHOBbIE
MELWoYKM...». MHOrMe obbiBaTENM CYATANM, YTO OH CEKCyanbHbIi
MaHbsK, TOTOMY 4TO €ro XyA0XKeCTBEHHbIE TEKCTbI N0 CEKCYanbHbIM
npakTMKam Henb3s 4YuTaTb Ha POBHOM AbixaHun. OH paxe
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npuayman apoTU4ecKkue BpeMeHa roga v Lukn kaptuH «Kasaxckas
Kamacytpa». A elie OH Ha OHOW 13 BbICTABOK B [0CYyAapCTBEHHOM
My3ee KacteeBa BbIMMM OCTaBWYKCH B Yallke KPOBb CBOEW
yYyeHuUbl, KoTopas OTAana ee ANs PUCOBAHUS KApTUH CBOEMY
ob6oxaemomy yyutenio. 3a aTo €ro yBONUMN U3 XYA0XECTBEHHOTO
konneaxa 1 kak Obl TMWMIM BO3MOXHOCTY YUYNTb.

A OH 6bln KaHAMAATOM NEeAarornyeckux Hayk, a elje MHTEPEeCHbLIM
YenoBeKOM, OYeHb MOOMN CBOK OAMHOKYID Mamy, nek KnacCHble
nupoxkn u yrowan apysend. OH pabotan cTopoxem B ranepee
«Bosifxep» U N0 HOYAM COYMHAN CBOW TEKCTbI MU MHOTUE MPOEKTHI.
Korga ctaHoBunocb TpyaHoO MHAHCOBO, OH MUCAn CMUCOK CBOUX
KapTUH W MOACYMTbIBAN, CkoNbko Obl OH 3apaboTan, ecnu 6bl
BCE OHW Obinu npogadbl. KapTuHbl npopaBanuchb peako, XoTs
XuBonucb MacnoBa sBnsieTcs CTOMb X€ KauyeCTBEHHOW, Kak U
BCE €ro ocTanbHble MNocTacK. ATO NOYEMY-TO XOPOLIO NOHUMALKOT
3a rpaHuLei, r4e OH C yCrneXoM BbICTABAAMNCH HA MPECTUXHbIX
nnowjagkax, 1, KOHEYHO Xe, NI0X0 — Y Hac.

Mocne ero cmepTu octanocb 6onbloe Hacnegne — KapTWHBI,
TEKCTbl, WHCTanNnAUWM, NpPOeKkTbl, OGONMbIWMHCTBO M3 KOTOPbIX
BOWO B kaTtanor «3gecb Obin MacnoB», BbiMyLEHHbIA ranepeei
«Bosigxep» B 2004 roay.

HOnus CopokuHa
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SURVIVAL INSTRUCTIONS FOR EX-USSR CITIZENS

— If during a long period of time your salary is not payed to you, take an attentive look at your enterprise,
there is certainly something that could find the sale at a “Tastak” type market. Usually those who are
not attentive to people, take a bad care after the property. Trade operations with the equipment of the
enterprise could provide you a more profitable existence in comparison with the salary.

— Often on the bottom of found bottles there is a liquid containing alcohol. With its help a holiday for the
soul could be organized, it is necessary only to begin gathering everything in one bottle. If the cocktail
does not seem tasty to you, you can introduce it into your body by using the back passage. For the injec-
tion you can use a Fanta or Coca-cola plastic bottle. The same bottles are with pleasure exchanged for
money by merchants of the draught vegetable oil. One bottle — one tenge, ten bottles - ten tenges.

— If you feel embarrassed to steal, but you want still to survive, you can start with gathering empty bot-
tles. Regular shops take it for three tenges per one bottle, and the special points of the factory-producer
- for five tenges. Your harvest will be more abundant, if you get up earlier and walk around the loosest
places: porches of buildings, public gardens, parks. Sometimes there is even some snack.

- Dear women, always carry preservatives with you. You can become an object of sexual assault any
time at any place. It is doubtful that the police (militia) will be able to protect you. After all they will take
a bribe from the violater and let him go, and you will live with it. Try to perceive this accident as a joke
or as a sacrifice and try to convince the attacker to use the preservative. In this case the risk of venereal
deseases and AIDS is really decreased, because now the treatement is far to be affordable by everybody.
If you make a decision to deliver and to bring up a child, it will be considerably more expensive.

— Don’t speed to get rid of the tea made in a teapot. Having drunk some tea, get carefully the tea leaves
from the teapot in a clean dish, pour up some cold water in there and boil it for two-three hours, having
preliminary put there a clean tissue. When you do not have money to buy some tea, you will be able to
tear pieces of the tissue and to suck it.

— In summer time the nature carefully endows us with the harvest of fruits and berries. You can dry it
or make jam, even if you don’t have the sugar. When you get some sugar — mix it with the jam and you
will like it.

— Very tasty cutlets could be cooked from dry pieces of bread, if the bread is soaked, wrung out and
mixed with a small quantity of minced meat and egg. It is better to buy broken eggs, its price is 50 %
cheaper, and the taste is the same. Tender meat reminding the chicken could be found on the hind legs
of the frog. There are very many fat frogs in Aeroportovskoe and Pervomayskoe lakes.

— If the water supply in your appartment is cut, but you want to go to toilett and don’t want that the stink
stays in the appartment — make your business into the plastic bags. You can throw it through the window
at night or carry it to a dump and throw it there. It is better to throw it under the trees, because there is
also a lack of manure.

— If the temperature in your home is low, you can use metal bucket with stones, preliminary put on a gas
or electric stove, as a heating system. To prevent the electroenergy counter from rotating fast, you can
fix its disk with a planed match or a piece of photofilm.

— If the knees on your trousers or tights are worn out, you can easily make shorts or underwear pants
from it — it is enough to cut the old bottom off. The pieces of old tissue can be used as heating material
for the same underwear pants.

— The most accessible medical preparation for us is urine. Everybody has got it and it is for free. Wounds
moistened with it are getting healed and closed rapidly. If it is taken inside, according to the theory of
Paul Breg, it is capable to heal many of internal wounds and to rejuvenate the organism.

Sergey Maslov
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AKkTyanbHbll Apxus

MckyccTBo LleHTpanbHoi Asunu.

WHCTPYKLWW MO BbPKMBAHWIO ANTA TPAXOAH BbIBLILEFO CCCP

— Ecnu Bam B TeyeHue LNNTENbHOTO BPEMEHW HE BbINNAYMBalT 3apnnaTy, BHUMATENbHO OCMOTPUTE
CBOE NpefnpuaTue, HaBepHsKa TaM eCTb TO, YTO MOXET HalTh cObIT Ha pbiHke Tuna «Tactaky. O6bIYHO
Te, KTO He BHUMATENEH K N0ASM, NIOXO CNeauT 3a MMYLLECTBOM. TOproBble onepawum ¢ 060pyoBaHNEM
npeanpuaTus Moryt obecneynTb Bam 3HauuTenbHo BGonee peHTabenbHoe CylecTBOBaHWE B CPABHEHWN
¢ 3apaboTHOI NnaTo.

— YacTo Ha gHe HaxoguMblx GyThINOK cobMpaeTCs XMAKOCTb, COAepxallas B CBOEM COCTaBe ankorofb.
C ee NOMOLLbI0 MOXHO YCTPOUTb MPa3AHUK ANS JYLWM, CTOUT TONbKO METOAUYHO HayaTb CNMBaTb BCE B
0fHy nocyny. Ecnu kokTennb nokaxeTcs Bam HEBKYCHbIM, MOXHO BBECTU €r0 B OpraHu3M 4yepes 3agHum
npoxod. ns MHBbEKLMN MOXHO UCNONb30BaTh NNACTUKOBYIO BYThINKY U3-nog ®aHTbl unu Koka-konbl. 3Tu
Xe OYTbINKK C yOOBONbCTBUEM OOMEHMBAIOT HA AEHbrM TOProBLbl PA3NUBHLIM PAaCTUTENbHLIM MacsioM.
OpHa 6yTbiNnKa - 0AHA TeHre, AecaTb OYThINOK - 4ECATb TEHre.

— Ecnu Bbl CTeCHSIETECH BOPOBATH, @ BbIXUTb BCE XKE XOYETCS, MOXHO HayaTb cobUpaTh NycTbie BYThIMKY.
OB6bIYHBIMY Maras3Hamu OHM NPUHUMAIOTCS MO TPY TEHTE 3a LWTYKY, @ NyHKTaMU 3aBO/Aa-M3roTOBUTENS NO
naTh TeHre. Baw ypoxaii 6yaet Gonee o6uNbHLIM, €CNU Bbl BCTaHETE MopaHblue U 06oiifeTe Haubonee
3nayHble MecTa: Nogbesabl JOMOB, CKBEPbI U Mapku. MHorga TaM ocTaeTcs U 3akycka.

— Munble XeHLMHbI, HocUTe BCeraa ¢ coboit npesepBaTuBbl. Bbl MOXeTe cTaTh 06BEKTOM CeKkCyanbHOro
pomoratenbcTBa B Ntobom mecte v B ntoboe Bpems. Munuumus 3awmututs Bac BpsAg Nu cymeeT. B kpatHem
cfyyae, BO3bMET C HacUmbHMKa B3ATKY W OTMYCTUT, a BaM NOTOM XWTb. [locTapalTecb BOCMPUHATH
NPOUCLLIECTBME KaK LIYTKY UMM Kak XepTBOMPUHOLIEHWe W YrOBOPUTE Hanafalwero BOCMONb30BaThCs
npe3epBaTMBOM. B 3TOM crnyyae CyLeCTBEHHO CHIUXaETCs pUck 3aboneBaHus BeHepuyeckumu 6oneaHsmu
n CMWOom, Begb nevyeHme cerofHs Mano KoMy no kapmany. Ecnv xe Bbl pewwnTe poxaTb U BOCAUTLIBATb
pebeHka, 370 060iLETCS 3HAYUTENTBHO AOPOXKE.

- He cnewwuTe paccTaBatbcs ¢ 3aBapkoil. MonuB Yaii, akkypaTHO cobepuTe 3aBapky B YUCTYHO NOCYAMHY,
3anenTe XONMOAHOW BOAOW W MPOKUMATUTE 4aca ABA-TpU, NPEABapUTENbHO MOMOXMB TyAa YUCTYIO
TpsAnoyky. Korga y Bac He GyAeT AEHET Ha 3aBapKy, Bbl CMOXeTe OTpbIBaTb KYCOYKM TPAMOYKM W cocaTb.

- Jletom npupoaa 3aboTnneo OfapuBaeT Hac ypoxaem d)pyKTOB u arog Ux MoxHo NOCYLWWUTb UNK CBapUTb
BapeHbe. [laxe ecnu HeT caxapa. Korga nosiBuTcs caxap - cMellaiTe ¢ BapeHbeM, BaM NOHPaBUTCS.

/3 3acoxwux KyckoB xneba nonyyaoTcs BKYCHbIe KOTNEThI, CIM XNeb pasmMoynTb 0TXaTb U CMELIaThb C
HebOoNbLWMM KONMYECTBOM MACHOrO dhaplua u anua. Aiua nyywe nokynate 6utble, oHu Ha 50% gelwesne,
a no BKyCy HM4YeM He oTnuyawTcs. HexHoe MACO, HanoOMUHalLWee KypuHOE, BCTPEYaeTcs Ha 3adHuWX
nankax y narywek. XXupHble narywku o6unbHo BogsTcs B AaponoptoBckom 1 [lepBomaicknx o3epax.

- EcnuBBawen KBapTupe OTKN4Ynnun sogy, Ho Bam Xxo4eTcd CXoAUTb B TyaneT U HE X04eTCd, 4yToObI CTOSNA
BOHb B KBapTupe - cnpaBnthe HYXOYy B NONU3TUNEHOBbIE MELUOYKN. Houbl MX MOXHO Bbl6pOCVITb n3
OKHa Unn OTHECTU Ha ﬂOMOI;le. ﬂy‘-ILLIe 6pOCaTb nx nog Aepesbd, Beb UM TOXe He XBaTaeT yp,oﬁpeHmﬂ

- Ecnu B BaweM JoMe Hu3Kas TemnepaTypa, Bbl MOXETe OTaniuBaTbCs MeTannuyeckoil GaHkon ¢
KaMHAIMW, NpeABapuUTENbHO MOCTABIEHHOW HA Ta30BY WIWM ANEKTPUYECKYl NIuTy. YTOObI CYeTYMK
3NIeKTPOSHEPTUN ObICTPO He Bpaljancs, AUCK MOXHO 3achMKCMpOBaTb MOACTPYraHHOW CMUYKOWA MMM
KyCOYKOM (HOTOMMEHKU.

- Ecnu y Bac npoTepnncb Ha KoNeHax 6p}OKM MW KONTOTKKU, M3 HUX NETKO CMaCTepPUTb WOPTbI UNU TPYCUKN,
[0CTaTto4yHO o6pe3aTb BETXUN HK3. KYCOLIKVI BETXOW TKaHM MOXHO NPUMEHSATb B KA4ECTBE yrennutena ana
TeX Xe TPYyCUKkoB.

—Haunbonee gocTynHbIM MegMLMHCKUM MpenapaToM Ans Hac snseTca Moya. OHa ecTb y Kaxaoro Yernoseka
¥ HUYero He cTonT. CMOYEHHbIe el paHbl ObICTPO 3axuBatoT. [py npuéme BHYTPb, cornacHo Teopum lNons
Bpara, oHa cnocobHa na3neynBaTb MHOTME BHYTPEHHME HOMNE3HN 1 OMONaXMBaTb OPraHn3M.

Cepeeli Macnos
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AkTyanbHbli Apxus

MckyccTBo LleHTpanbHoi Asunu.

Rustam Khalfin

Rustam Khalfin is one of the coryphées of contemporary art in
Kazakhstan. He started in stagnant soviet times as an architect in
Almaty. In the 1980s in his spare time he enthusiastically worked
as an artist, was part of the Sterligov’s fan club, and together
with his wife, Lydia Blinova, created innovative artistic ideas.
His paintings of that period are full of adoration towards Russian
avant-garde heritage and attempts to interconnect his art with the
heritage. At the same time Rustam and Lydia try to carry out first
performances in Kazakhstan and to create objects of art. It is then
that they raised the concept of “tactility” for the first time. Since
Kazakhstan grew independent, Rustam has started working as a
curator and has more sharply directed his creative work at study-
ing and constructing a specific way for Kazakh contemporary art.
He has been developing his old ideas, but unfortunately, without
Lydia, who passed away earlier. He is interested in the relation-
ships between the avant-garde constructive ideas, nomadic tradi-
tions, and keeping the manual nature of art. is his

His “Clay Project” is the global project of the 90s. The project ele-
ments are diverse and hard to explain. Object “pulota” (a mould
of the inner space of a fist like a telescope; the very word is a
combination of Russian terms for empty and full), video-objects
made of clay, demonstrating primary character of clay as the stuff
of which the world was created (a video mixes footage of a man
and a woman amking love with stirring clay), a clay man, created
together with Georgy Tryakin-Bukharov and Yulia Tikhonova, is
growing through the bottom floor of Almaty «LOOK» gallery (the
name incorporates both the work «look» in English and «nyk» (on-
ion) in Russian, in memory of Lydia Blinova’s first performance
with onion sacks). Models in “Extreme Defile” are real; the artists
like demiurges created a new Eve from clay and flesh. There are
so many characters in “Clay Project” that to name and explain
them one should write a whole monograph. Unfortunately, nobody

Rustam Khalfin The Pinch, drawing, early 1990s
Pycmam XanbgpuH «lljenomb», 6ymaea, kapaHdaw, Hayano 1990-x ee.

Rustam Khalfin Pulota, drawing, early 1990s
Pycmam XanbguH «[Tynomay, bymaea, kapaHO0aw, Ha4yamno 1990-x ee.
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has done it yet, and of the passionately created project currently
only odd fragments have been left. The owners of the vegetable
store, which had been rented for the gallery, considered the art-
ist's work and the gallery insignificant and obliged Rustam to de-
stroy the clay space himself. The artist obeyed the landlords and
deconstructed the object tying to save some parts at least.

At the same time Rustam Khalfin was invited to US to take part
in “World Views” art exhibition which had to be held in World
Trade Center from May of 2001 to November of 2001. Right be-
fore departure for New York Rustam had a stroke and instead of
the American exhibition, he found himself at a hospital in Almaty.
On September 11, 2001, the “World Views” exhibition in New York
was destroyed being housed in one of the terrorist-attacked twin
towers.

After this mystical story, Rustam has created an autobiographic
project “My Ruins”, in which he’s studied and compared destruc-
tive events having affected his life and the fate of civilization. This
project using photographs, objects and documents, is a kind of
distillation of the artist feeling inseparable from hard destinies of
modern world. Currently, Rustam has returned to art, which does
not prevent him from archiving his previous projects that have
surely had an impact on the situation in Kazakh and Central Asian
contemporary are.

Yulia Sorokina



Pyctam Xanb®uH

Pyctam XanbguH — 0AUH M3 KOpUdeeB COBPEMEHHOrO MCKycCTBA
Kasaxctana. OH HayuHan ewe B 3aCTOMHbIE COBETCKME BPEMEHA
kak oguH u3 apxutektopoB Anma-Atel. B 80-e B cBobBogHOe oOT
cnyx6bl BpeMs OH yBNeYeHHo paboTan kak XYOOXHWK, BXOAWN
B KpyXok nocneposaTtenei CTepnuroBa W BMECTE C XKEHOW -
XyAoxHuuen Jluguen bnuHoBoW — reHepupoBan MHHOBALWOHHbIE
XYAOXeCTBeHHble naeun. Ero xusonucb Toro BpemeHn nponutaHa
NpeknoHEHWeM neped HacneguMeMm pycCKOro asaHrapga Mu
nonbITKAMM NPOBECTW B3aMMOCBA3b MEXAY 3TUM Hacrneanem u
CBOWM TBOpPYECTBOM. B 370 xe Bpemsa Pyctam u Jlngua penatot
nonbITKM NpoBefeHWs nepBbix B KasaxctaHe nepdopmaHcoB u
CO3AaHNs XyLOXECTBEHHbIX 06bekToB. Torga Xe WMU BMepBbie
NOAHNMAETCS NOHATUE «TaKTUNBbHOCTMY. CO BpEMEHN CTAHOBNEHNS
HesaBucumoro KasaxctaHa Pyctam HayumHaeT pabortatb Kak
Kypatop M 6onee 4eTko OpWEHTUPYeT CBOE TBOPYECTBO B
HanpaBneHW WCCNefoBaHMS M KOHCTpyMpoBaHWs ocoboro nyTtu
coBpeMeHHoro uckycctea Kazaxctana. OH pa3BuMBaeT CBOM CTapbie
WAEeu, Kk coxaneHuio, yxe 6e3 paHo yweplwen m3 XudHu fluguu.
Ero mHTepecylT B3aMMOCBS3M KOHCTPYKTUBHbIX UAEN aBaHrapaa,
TpaguumMii KOYEBHUKOB, COXPaHEHNE PYKOTBOPHOCTH UCKYCCTBA.

FmobanbHbiM npoekToM 90-x aBnseTcs ero «NMUHSHLIA NPOEKT».
Fepou npoekTa pa3HoobpasHbl M TPYAHOOOBACHUMBI, 3TO: 06bEKT
«nynota» (Cnemok C MycTOro BHYTPEHHEro NMpPOCTPaHCTBA PYKH,
cxkaToih B Kynak, Hanogobwe noasopHoi Tpybbl, camo CnoBoO
00pa3oBaHO OT COCTABMEHUS CMOB «MycTOTa» W «MOMHOTay),
TMUHAHbIE  BUAE00OBLEKTH, AEMOHCTPUpPYKLME MNEPBUYHOCTb
TMUHBI Kak MaTepuana Ans cCOTBOPEHWUS MuUpa (BUAEO MUKLWIMUpPYeT
N0BOBHBIN aKT MYXYMHbl U XEHLWMHbI 1 NepemMellnBaHue rNnHbI),
TMUHSAHBIA YENOBEK, MpopacTalWnii CKBO3b LOKONbHbIA 3Tax
CO3AaHHON MM (coBMeCTHO ¢ leopruem TpsknHbIM-ByxapoBbim
n lOnueit TuxoHoeon) B Anma-Ate ranepen «LOOK» (HasBaHue
GanaHcupyeT MexXay aHrMACKAM «CMOTPU» W PYCCKAM «NyK» B
namaTb O nepBoM nepdgopmance Jlugum BnuHOBOW ¢ Mewkamu
penyaToro nyka), HacToswWme MaHeKeHWMLbl B «3KCTPEManbHOM
pedune» (34eCb XYAOXHUKM Kak Obl BbICTYMawT AemMuypramu,
TBOPALWMUMN HOBYK EBY n3 rnuubl n nnotu). FepoeB «muHaHOrO
npoekTa» Tak MHOro, Yto Ang ux ob603HayeHUs M 06bACHEHMSA
Heobxoauma uenas MoHorpacdus. K coxaneHuioo, TakoW
MOHOrpagum noka He CyL,ecTBYeT, Aa U TaKk CTPACTHO CO3AaBaEMbIi
NPOEKT C ranepeei B CBOEN OCHOBE cenlvac npeAcTaBnseT cobou
NWWb Hekne OCKOMKW. Xo3seBa apeHayemoro [nns ranepeu
OBOLEXpaHunuiia nocynTanu p[esTenbHOCTb XYAOXKHMKA YeM-

TO HeCcepbesHbIM W He3HauuTenbHbIM M o06s3anu Pyctama
CcOBCTBEHHOPYYHO Pa3pyWuTb [NIMHSAHOE MPOCTPAHCTBO ranepeu.
XYOOXHUK MOAYMHWUICS AABMEHUIO W NPOWU3BEN AEKOHCTPYKLMIO
06bekTa, NonbITaBWMUCh CNACTX €ro YacTy.

B ato xe Bpems Pyctam XanbuH nonyyaet u3 CLUA npurnawenue
NPUHATL y4yacTue B XyfoxecTBeHHoW pe3naeHumn “World Views”,
B “World Trade Center”, ¢ mas no Hosabpb 2001 r. Ho nepepn cambim
oTbeagom B Hblo-Mopk Pyctama pas6usaeT WHCYNbT, M BMECTO
aMepuKaHCKOW pe3nfeHuun OH OTNpaBnAeTcs B anma-aTUHCKYIO
OonbHuyy. A 11 ceHTabpsa 2001 r. pesmgeHuyus “World Views” B
Hbto Mopke 6bina paspylueHa, NoCKonbKy HaxoAnnach B OfHON M3
aTakoBaHHbIX Teppopuctamn 6aweH-6ImM3HeLO0B.

Mocne  atoW  mucTuyeckon  uctopum  Pyctam  penaet
aBTobuorpacuyeckun  npoekt «Mon pyuHbI», B  KOTOPOM
uccneayet W COMOCTaBNSET paspyluTenbHble WCTOpUM, Tak
CUNIbHO NOBNUSABLIME Ha ero CyAbOy u cyabby ymBunusayun. 3T1oT
NpoeKT, rAe ucnonb3ytTca ortorpadnumn, 006bLEKTL U LOKYMEHTHI,
ABUNCS Kak Obl KBUHTICCEHLMER B OWYLeEeHUN XYAO0KHUKOM CBOE
HEepaspbIBHOCTN C HenpocTbiMW cygbb6amu COBPEMEHHOro Mupa.
Ceityac Pyctam cHOBa BEPHYJICS K XWBOMNUCK, 4TO HE MeliaeT emy
3aHNMaTbCs apXWBMPOBAHWEM BCEX CBOMX MPOEKTOB, KOTOpbIE,
0e3ycnoBHO, MOBNUSANM HA CUTyaLWUlD B COBPEMEHHOM WUCKYCCTBE
Kasaxctana n LleHTpanbHon A3nu.

fOnusa CopokuHa
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AKTyanbHblit ApXxuB

MckyccTtBo LleHTpanbHoit A3um.

Rustam Khalfin. In honour of the rider. Performance, 1997
Pycmam XanbuH. B yecmb gecadHuka. [epcpopmarc

Rustam Khalfin, Julia Tikhonova. Northern Barbarians. Part 2. The Love Races. Video, 2000

Pycmam XanbguH, Onus TuxoHosa. CegepHble 8apeapbl. Yacmb 2. JTio6oeHbie ckayku. Budeo
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Yulia Sorokina

The Millenium is a bitter time of reality

The end of the 20th and the beginning of the 21st century was a
complex time for Kazakhstan’s modern art. First of all because
it was a time of harsh reality and not vacuous hopes, like in the
previous decade. It was a time of the rapid establishment and
founding of institutions, sharp divisions, the loss of illusions, con-
trary positions, and movement across borders. More often than
not, processes occurring at this time in Kazakhstan, in some ways
corresponded with similar worldwide processes and processes in
post-Soviet space. But it in interpreting the importance of this
time for Kazakhstan, it is necessary to take into account the Asian
mentality and the effects of local traditions. Among many factors,
in our opinion, as in Kazakh, correcting everything and anything,
it is possible to divide this time accordingly: the concealment of
problematic moments, love towards myth-making, the handmade
character of artifacts, and their use as “new media”, and the incli-
nation toward multicultural identities, using the mixed heritages of
the 138 national diasporas.

A “Dastarkhan” for all

In Kazakhstan a dastarkhan is a table completely covered with
food, to which one invites one’s friends and colleagues. It is a
unique instrument of association and feasting, which unites and
satiates. From 1997 the life of artists in Kazakhstan reminds us
of a dastarkhan. All local ideas, having been initiated momentarily
collected disciples of modern art and materialized with like a col-
lective brainstorm. Very often creative processes were accompa-
nied by collective feasts, at which were born many interesting

projects. A seminar on theory and practice for modern art “ART
DISCOURSE ‘97" became the beginning of a dynamic development
of events. Three newly-established Almaty institutions: the Social
Fund “Asia Art”, the Public Union “Voyager” and “Kokserek” gal-
lery, with the support of the Soros Kazakhstan Fund, united their
efforts and invited their colleagues from Moscow Evgeny Bara-
banov, Ludmila Bredikhina, Oleg Kulik, Viktor Miziano, Kseniya
Kistyakovskaya. For five days in the mountainous observatory be-
low Almaty exhibits, actions, lectures, discussions, and informal
talks were held. Even now the effects of this seminar on Kazakh
artists are felt. Especially then fundamental moving forces and
strategies of Kazakh art were first brought to light, and potential
dangers and difficulties were denoted. First a catalog of events
was published, which all project participants helped create. But
most importantly, we came out from the limits of a shallow world.

Especially this, identifying themselves with the representatives
of worldwide modern art pushed Kazakh artists to occupy spe-
cific positions and influenced the formation of general policies of
Kazakh modern art. Then, at the end of the 1990s, the pressure
on modern artists became very severe. It was necessary for us
to stand against the pressure of commercial galleries and art-
ists, marginal conservatism of local artists, backward museums
and display halls. Every instance of modern art was wrapped with
scandal and became a manifesto against conservatism.

Zhanat Elubayeva, Kanat Ibragimov. Shamanistic orgy. Action, 1997
Xanam Enybaesa, Kanam Mbpazumos. Opeaucmuyeckue kamnaHus. Akyus
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It was necessary to unite. The Soros Center for Contemporary Art - Almaty (SCCA),
founded in 1998, often played the role of consolidating center. All the modern artists
of Kazakhstan contributed to its founding. In those years we, not hoping in anyone,
ourselves corporately determined the direction of the movement, prioritized types of
activities, studied at seminars, participated in competitions, were immersed in thought,
and implemented exhibit projects.

In such a way, informing one another, through arguments and discussions, exhibit proj-
ects were worked through and implemented: The First Yearlong Exhibit of Soros Center
for Contemporary Art - Almaty “Self-identification: Futurological Prognosis”, November
1998, in the hall of the former “Moscow” store, and the Second “Communication: Ex-
perience of Cooperation”, September 2000, in the “Atakent” exhibition pavilion. These
exhibits announced the existence in Central Asia of a new artistic policy, moving the
figure of an artist into geopolitical and personal contexts. These exhibits proved the ne-
cessity and efficacy of the institution of curatorship and the project-oriented method of
work. The exhibits were prepared for purposes of competition, included all reasonable
elements of the modern art show, for example, forums for discussion and educational
programs. The results of these exhibits include the Kazakhstani artists’ invitations to
various international art events. So, Yelena and Viktor Vorobyev were invited to the 6th
Instanbul Biennale, the curator of which was Paolo Kolombo, also among the judges of
the First Year-long Exhibit of the Soros Center for Modern Art.

Seminars and competitions, organized together with colleagues and occurring under the
aegis of SCCA were extremely important for the establishment of Kazakhstani modern
art: the seminar “School of curators”, lectures on modern art, grant contests of SCCA
“New technology in art”. The last competition provoked an entire set of projects, some
of which had enormous resonance. A good example is the “Clay Project” of Rustam
Khalfin. The project became quintessential of all the author’s previous work. Accom-
modating the “vegetable cellar” of the Soviet school at the basement level, a figure
of a lying clay colossus, as if growing through the ceilings and walls, was built by the
group of artists (Rustam Khalfin, Georgy Tryakin-Bukharov and Yulia Tikhonova). This
clay figure served as context for most of the video installations, actions, exhibits and
performances, which occurred within the framework of the project. Gradually the project
grew into the “LOOK” gallery. Regretfully, the gallery only existed from 1999-2001, but
managed to become one of the conceptual galleries of the region.

This artistic life, saturated with events of various formats, brought recognition to the
existence of modern art in Kazakhstan, and simultaneously schism to many representa-
tives of modern art, who began feeling cramped within the confines of one institution.
And so began the epoch of free-standing camps.

Zitta Sultanbaeva, Ablikim Akmullaev. Asian route. Video-installation, 2000
3umma Cynmanbaesa, Abnukum Akmynnaee. Asuamckul mapwpym. BudeouHcmannayus
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Erbossyn Meldibekov. Pastan. Action in Janatas, 2002
Ep6ocbiH Menbdubekos. MacmaH. Akyus 8 2. XaHamace

The Non-silk Road

“The Silk Road” is the formerly notable trade route between Europe and
Asia. It is a symbol of old strengths and old Asian exotics. Now there are
different “spices” from the East: oil, terrorism, military bases, Soviet heri-
tage, aggressive Islam. Kazakhstani modern artists do not use the term
“Silk Road”, considering it over-glamorized, and intrinsically opposed to
actual events occurring here. Since 2001 the actual art of Kazakhstan
has become more like the “non-silk road”. Separate persons and social
organizations without permanent financial support, in spite of all enthusi-
asm and professionalism, are not in a position to support the stability of
the cultural process. On the other hand, this difficult time to stimulated
the emergence of free-lance artists and curators, who have more maneu-
verability. Free-lancers themselves initiated several programs for the art
of Kazakhstani projects.

In the fall of 2000, artist Sergey Maslov led a small but very important
project “The past is here somewhere near...”. It was an attempt to clear
up the roots of the actual art of Kazakhstan, all the adepts of which start-
ed as painters, sculptors, and graphic artists. Exposition, resulting from
the work of these artists, became the foundation for action. Participants
and those invited remembered the general Soviet past: everyone wore
retro-costumes; in the center of the hall a retro-table was set with the
best Soviet traditions (anchovies in tomatoes and port), and guests read
Soviet poems, sand songs, played games from their Pioneer childhoods.
The exhibit, happening in the “Voyager” gallery, did not bring edification,
but easily and exactly showed supporters and opponents of modern art,
that actual artists did not appear here accidentally.

In 2000, two leading artists, Dana Safarova and Larisa Pletnikova, found-
ed in Karaganda the center “Desht-1-Art”, which left its mark on the status
of art in the region through different educational programs on modern art.
In the fall of 2001, leading artist Nazipa Ejenova, curator Yulia Sorokina
and artist Alexander Malgajdarov were invited to the center to lead a
seminar for young artists of Karaganda. The results of this seminar and
workshop included the overwhelmingly interesting exhibit “Simply Ku”,
about problems of competition among young participants from the indus-
trial city. After this exhibit, the art-scene of Kazakhstan was marked by
several remarkable artists, like Natasha Kim, Lali Modebadze, and Valery
Kaliev.

At the beginning of 2002, in the southern village of Shymkent by the ini-
tiative of the “Red Tractor” group and its leader, curator Vitaly Simakov,
a center of modern art was opened at the International Kazakh-Turkish
Hadji Akhmet Yasavi University. There a set of seminars, conferences
and exhibits were held, continuing the trans-avant-garde-ish position of
the Shymkent school of art. The schools, in their own time given starts
by such famous artist-shamans as Moldagul Narimbetov and Sayid Ata-
bekov.

Natalya Kim (Dyu). | love Naomi, Naomi loves fruit. Video, 2001
Hamanesa Kum (Ow). A nwobno Haomu, Haomu niobum ¢ppykmel. Budeo
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In the spring of 2002, an initiating group of artists, Erbossyn
Meldibekov, Yelena and Viktor Borobyev and curator Yulia So-
rokina initiated the International traveling workshop “Non-silk
Road - Asian Extreme”. The workshop was conducted under the
aegis of the Social Fund “Asia Art +”, with the financial support
of the Open Society Institute (Budapest) and other commercial
sponsors. Participants in the “extreme workshop” in the space of
two weeks traveled around southern Kazakhstan by bus, actively
participating in all occurrences and building many interesting
artifacts. Artist Erbolsyn Meldibekov conducted an action in the
broken post-industrial city Janatas showing our political situation
without embellishment (project “Pastan”). Consequently the group
was deported from the city by the local authorities. Artists Yelena
and Viktor Vorobyev returned to a traveling photo studio, inviting
locals to be photographed at the Eiffel Tower, Red Square and
Twin Towers in New York (project “Photo to remember, or “If a
mountain doesn’t go to Magomet...”).

The results of this trip were the founding of an international net-
work of artists and supporters of the arts. Participants in the work-
shop completely differently depict Kazakhstan and its artistic situ-
ation in their countries, it was a different new form of coexistence
for a big group of artists with different psychologies, mentalities,
and cultural foundations. For example, the Kazakh-Kyrgyz youth
group “Bronepoezd” (Armored Train), headed by Alexander U and
Roman Maskalev, was actively involved in the sphere of Central
Asian modern artists.

Parallel with freelancers, SCCA - Almaty is developing its own
policy for the fostering of modern art, under the leadership of
the acting director Valeria Ibraeva. The center is conducting dif-
ferent educational measures: seminars, workshops, round tables,
and conferences for young artists and new curators. In 2002 the
Kazakhstani festival “Inventorization” was conducted, and in 2004
the Central Asian film festival “Video-identity. Sacred places of
Central Asia”. Film festivals offer the opportunity not only to pres-
ent regional video-art scenes in aggregate, but also discuss prob-
lematic questions of new-to-the-region artistic methods.

Beginning in 1998, the leading Kazakhstani modern artists perma-
nently participated in different exhibits, seminars and conferences
overseas. Beginning in 2000, participation in international proj-
ects had the character of a general nomadic strategy. In 2002 an
entire set of exhibits were displayed. SCCA — Almaty together with
the House of World Culture held in Berlin (Germany) the exhibit
“No mad’s land”, and in Geneva (Switzerland) the exhibit “Trans
Forma”, together with CMA — Geneva and the Foundation Nawao
Production. In Weimar (Germany), in the “ACC” gallery of modern
art, a symposium on the problems of Central Asia was held, and
after that a big exhibit of modern art from Central Asia “REORI-
ENTATION”. The exhibit honored the memory of Sergey Maslov
(1952-2002). It was real cultural intervention, turning the gallery
square, located in the very center of the city, into an island of
Central Asia with real Turkic-language-named streets, caravans,
chaikhanas (places for drinking tea), yurts (felt nomad tents), and
barakholkas (flea-markets). At the exhibit a comfortable homey
atmosphere prevailed, supported by regular presentations by Ka-
zakhstani artists.

Wide international broadcasting of the modern art of Kazakhstan
and Central Asia resulted from these exhibit-oriented projects. We
began being invited to partner with different international institu-
tions: IFA-galleries in Berlin and Stuttgart (where other exhibits of
the modern art of Central Asia were held “From red stars to blue
cupolas”), the British Council and others.

It would seem that everything is going marvelously, but when we
return home, we remember that here in Kazakhstan, as before
there is no cultural policy concerned with modern art. Our big
business prefers to help art, which serves decorative interests,
and the opposition between the pioneers and commercial art went
to the advantage of speculative use of modern art by commercial
artists and galleries. Regardless, the situation has the potential
for hope, and we may presume that overcoming problems will al-
low our modern art to develop dynamically and interestingly.

Almagul Menlibaeva. Eternal Bride. Video performance, Almaty 2002

Anmaeynb MeHnubaesa. Beynas Hegecma. BudeonepgpopmaHnc, Anmamel
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lOnnsa CopokuHa

MunneHnym — ropbkoe BpemMs peanbHoCTu

KoHey XX — Havano XXI| Beka And COBPEMEHHOro MCKyccTBa
KasaxctaHa — Bpems cnoxHoe. llpexge BCEro moTomy, 4to 370
BpeMS peanbHOro CyuwecTBOBaHMA, @ HE MOTEHUWANbHOTO, Kak B
npeabigylwee aecatunetve. 9710 BpeMs GYpHOro CTaHOBREHUS
W CO30aHMS WHCTUTYLWA, BPEMS packona, yTpaTbl WNM03ui,
NPOTUBOCTOSIHUS NO3NLNIA N KOYEBbS 3a rpaHuyy. Ckopee Bcero,
npouecchl, NpoucxoamBlINe B 3TO BpemMsa B KasaxcTaHe, B 4YeM-
TO CXOXMW C aHanorMyHbIMW MUPOBLIMK NpOLieCCamMn 1 npoLeccamu
Ha NoCTCOBETCKOM mnpocTpaHcTBe. HO Heo6Xxoaumo yuuTbiBaTh
0Cc0OEHHOCTN a3MaTCKOro MeHTanuTeTa U CIOXMUBLIMXCS MECTHbIX
Tpaguumuit. Cpean MHorux akTopoB, NO-HaWEMY, MO-Ka3aXcku,
KOPPEKTMPYIOLNX BCE 1 BCS, MOXHO BbILENUTb: 3aByannpoBaHHOCTb
npobneMHbIX MOMEHTOB; N6OBb kK MUEONOTU3aLMK; PYKOTBOPHbIA
xapaktep apTedakToB, [Aaxe nNpu MCMONb30BAHUM  «HOBbIX
Meauay; CKNOHHOCTb K KpalHe MynbTUKYMNbTYPHON WAEHTUYHOCTHM,
ucnonb3ywuen cmewarnHoe Hacneaue 138 npoxuBarwmx 3gechb
HalMoHanbHbIX Anacnop.

Yelena Vorobyeva, Viktor Vorobyev. Classics bidding farewell to people. Action, 1997

EneHa Bopobbesa, Bukmop Bopobbes. lpowaHue knaccuku ¢ HapoOom. Akyus

O6wmnin pactapxaH

[JactapxaHom y Hac HasblBAT «KpYrmblA CTOM», 3a KOTOPbIN
npurnawanTcs BCe APY3bS M COpPaTHUKM, — 3TO CBOeobpasHblii
MHCTPYMEHT 06 EeHNs 1 NUpwecTBa, OH 06beANHSET N HacbiwaerT.
C 1997 ropga XM3Hb akKTyanbHbIX XygoxHukoB KasaxcTaHa
HanoMwWHana pactapxaH. Bce nokanbHble ugeu, HauMHaHua W
MHWLWATMBLI MTHOBEHHO COBMpanu NpuBepxeHLEB COBPEMEHHOIO
MCKycCTBA M OCYLIECTBNANWCbL B BMAE  KOMNNEKTUBHOIO
mo3roBoro wtypma. OuyeHb 4acto KpeaTWBHble NPOLECCHI
COMpOBOXAANUCb COBMECTHbIMW  MUPYWKaMW, Ha  KOTOPbIX
3apOXAanucb MHOTME UHTEPECHbIE NPOEKTHI. MyCKOBLIM MOMEHTOM
OUHAaMWYHOTO pas3BUTUS COOBITUA CTanm CEMUHap nNo TEOPUM U
npakTWke COBPEMEHHOro uckycctsa «ApT auckypc-97». Tpu
HOBOOOpa3oBaHHble anma-aTUHCKNe MHCTUTYUMK: O6LecTBEHHbIA
doHa «Asua-Apt», ObuecTBeHHOe 00beauHeHue «Bosagxep» u
ranepes «Kokcepek» npu nogaepxke ®oHga «Copoc — KasaxctaH»
00beAnHMIM CBOM YCUAMS W MpUrNacUnM Ha STOT CeMuHap
mockoBckux konner: Esrenns bapabanosa, Jllogmuny Bpeguxuny,
Onera Kynuka, Buktopa Musnano, KceHuio Kuctsakosckyio. Matb
OHeln B BblCOKOropHoit obcepsatopun nog Anma-AToil npownu
HanonMHeHHble BbICTABKAMU, aKLUAMMU, NEKLUAMU, OUCKYCCUAMN U
HedopManbHbIMK 3acToNbAMMK. 10 CMX NOP YYBCTBYETCSA OTPOMHOE
3HayeHue, KOTOpOe STOT CeMWHap OkKasanm Ha Ka3aXCTaHCKYH
XYAOXECTBEHHY cuTyauuw. WmeHHO Torga BnepBble 6Obinu
BbISIBIEHbI OCHOBHbIE ABMXYLMe Cunbl 1 onpoboBaHbl OCHOBHbIE
cTpaTerMyn Kas3axcTaHCKOro akTyanbHOTo WUCKYcCTBa, 0603HaueHsbl
noTeHUNWanbHble OMacHOCTU U TpygHOCTW. BrnepBbie 6bin u3gaH
kaTanor coObiTusi, Hap co3gaHuem KoToporo paboTanu Bce
yYaCTHMKN NpoekTa. Ho camoe rnaBHoO€e — Mbl BbIWKN 3@ Npeaenbl
MeCTEYKOBOro MupkKa.

WmeHHO TOrpa oTOXAecTBReHue cebs ¢ nNpefcTaBUTENSMU
MUPOBOrO COBPEMEHHOTO UCKYCCTBA MOATONKHYNO KAa3aXxCTaHCKUX
XYOOXHUKOB K Bonee TOYHOMY MO3MLUOHUPOBAHUIO M MOBMMSANO
Ha ganbHeillee BbiCTpanBaHue obLiei NONUTUKM KAa3aXxCTaHCKOTo
COBPEMEHHOro uckyccta. Torga, B koHue 90-X, OTHOWeEHWe K
«KOHTeMnopaplynkam» 6bino o4YeHb XecTkoe. Ham npuxogunoch
NPOTUBOCTOSATb HATUCKY KOMMEPYeCcKUx ranepei u KoMMepyeckux
XYOOXHUKOB, MapruHanbHON 3aKOCHENOCTM MECTHbIX [AeAaTenei
WCKYCCTBA, OTCTANON MOMUTUKE MY3€EB W BLICTABOYHLIX 3ar0B.
Kaxgoe cobbiTe COBPEMEHHOro MCKyccTBa o0GopaynBanoch
ckaHaanom v npespawanocb B MaHudect. Heobxogumo 6bino
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MckyccTtBo LleHTpanbHoit A3um:

o6beguHeHne cun. B ponu koHconuaupylowero LeHTpa O04YeHb CKOPO CTan BbICTynaTb
co3gaHHblit B 1998 rogy CopocoBckuit LleHTp coBpemeHHOro uckycctea — Anmartsl
(CUCKW - Anmatbl). Hap ero cosgaHuem camooTBepXeHHO paboTanu Bce XYAOXKHUKM
cOBpeMeHHOro wuckycctea KasaxctaHa. B Te rogbl Mbl, HM Ha KOro He HajescCh,
caMyu UM KonnernanoHO ONpPeAensany HanpaBneHWe ABUXEHWUSA, NPUOPUTETHbIE BUbI
AEATENbHOCTU, YYWNNUCb HA CEMMHapax, y4acTBOBaNnW B KOHKypcax, 3afymbiBanu U
OCYLLECTBASNN BbICTABOYHLIE NPOEKThl. MMeHHO Tak, coobla, B cnopax W AUCKYyCCUSIX
6binn paspaboTaHbl M OCYLECTBNEHbl KPYNHEMWMe BbICTaBOYHble MpoekThl: lepBas
rogoBas BbicTaBka CLCW - Anmatel «CamoupeHTudukauus: ®Oytyponornyeckue
NporHosbi», Hoabpb 1998 ropa, B 3anmax ObiBwero marasuHa «MockBa», u Btopas
- «KommyHukauyuu: OnbiTel B3aumopencTeusy, ceHtsbpb 2000 roga, B BbICTABOYHOM
naBnnboHe «ATakeHT». OTW BbICTABKM 3aABUNIM O CylWecTBOBaHUM B LieHTpanbHon Asun
NPUHLMNNANBHO HOBOM XYAOXECTBEHHON MONUTWUKW, BbiABUTAKOLEN PUrYPY XYAOXKHMKA
B CUTyaLMK reononnUTUYECKMX M NUYHOCTHBIX KOHTEKCTOB. OTM BLICTaBKW [oKasanu
HeoOX0ANMOCTb U JENCTBEHHOCTb MHCTUTYTa KypaTopCTBa U NPOEKTHOTO MeToAa paboThl.
BbicTaBKM TOTOBMNUCL Ha KOHKYPCHOW OCHOBe, BkNvanun B cebs Bce Hagnexalue
3NeMeHTbl COBPEMEHHOTO XYA0XECTBEHHOTO WOY, Hanpumep Takue, kak JUCKYCCUOHHBIN
dopym n obpasoBaTenbHas nporpamma. [pUSTHbIM pe3ynbTaTOM 3TUX BbICTABOK
SBUNCA (hakT npuUrnalleHns Ka3axcTaHCKUX XYAOXHUKOB Ha KPYMHble MeXAyHaponHble
XYROXeCTBEHHbIe CcOObITUA. Tak, EneHa u Buktop BopobbeBbl Obinu npurnaweHsl Ha
VI Ctambynbckyto 6ueHHane, kypatop kotopoi Maono Konom6o 6bin B coctaBe Xxwopu
MepBoit rogoBon BbicTaBku CLICHU.

KpaliHe BaXHbIMM NS CTAHOBMEHWS COBPEMEHHOro uckyccTea KasaxcTaHa sBASOTCS
CeMWUHapbl M KOHKYpCbl, OPraHW3oBaHHble KOMMernanbHo M NpOXOAWBLIME MOA 3rMAon
CLCW: cemunap «llkona kypatopoB», nekLuu No COBPEMEHHOMY UCKYCCTBY, TPaHTOBbIN
koHkypc CLICW «HoBble TexHonorum B uckyccTae». NMocneaHunit KOHKYpC CNpPOBOLMPOBan
yenbli psag npoekToB, 4acTb M3 KOTOPbIX WMena BNOCNeACTBUM GOJbWOA pe3oHaHC.
Apkuit npumep - «[NUHAHBIA NPOEKT» XyAOXHMKa-kypatopa Pyctama XanbguHa.
MpoekT cTan KBMHTICCEHUMe Bcex npeabigylwnx paspaboTok aBTopa. B nomeweHuu
CTaporo oBolWexpaHunuiia ObiBleid NapTUAHON WKOMbI B ABYX YPOBHSAX, NOABANbHOM
W LOKOMbHOM, rpynnoi xygoxHukoB (Pyctam XanbguH, Teopruit TpskuH-Byxapos
n tOnua TuxoHoBa) 6Gbina coopyxeHa durypa nexawero rMUHAHOTO Komocca, Kak
Obl npopacTaBlero CkBO3b BCE MOTOMKM M CTEHbl. JTa rAWHAHAA durypa nocnyxuna
KOHTEKCTOM MHOXECTBY BWAEOWHCTaNNAUWNA, akuwii, BbLICTABOK W nNepdopmaHcos,
OCYLECTBMNEHHbIX B paMkax npoekta. [ocTenenHo npoekT nepepoc B ranepet «LOOK».
K coxanenutw, ranepes npocyuwecTtsoBana Hegonro (1999 — 2001 roasl), HO ycnena
cTaTb, N0 CYyTU, €AMHCTBEHHON KOHLENTYyanbHON ranepeen permoxa.

JTa HacblleHHas coBbITUAMM pasHoobpasHoro GopmaTta XyAOXKEeCTBEHHAs XKM3Hb
npueena k npu3HaHui (akTa CyllecTBOBAHUSA COBPEMEHHOro uckyccTea B KaszaxctaHe
W OLHOBPEMEHHO K packony B psiaax npefcTaBUTENeil 3TOr0 MCKYCCTBA, KOTOPLIM CTano
TECHO B pamkax OAHOW MHCTUTYLMM. Hayanack anoxa cBOGOAHbIX KOUeBHIA.

Gauhar Kiekbaeva. Shymyldyk. Video-installation, 2000
layxap Kuekbaesa. WbiMbindbiK. BudeouHcmannayus
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“LOOK” gallery, fragments of Exposition
lanepes «LOOK», ppaemeHmbl 3kcno3uyuu

Alexander U, Roman Maskalev. “Armored Train” group. The Grieving. Video, 2004
Anekcandp Y, Poman Mackanes, epynna «bponenoesd». Ckopbswue. Budeo

HewenkoBbii nyThb

«llenkoBblit MyTb» — 3HAMEHMTHIN B NPOWMOM TOPrOBbIA MyTb MEXAY
Espononn u Asuei. 310 cumBOn goctatka M cTtapoi fobpoi asmartckon
ak3oTuku. Cenyvac akTyanbHbl Apyrne «npsHOCTU» BocToka — HedpTb,
Teppopusm, BoOeHHble 6a3bl, COBeETCKOE Hacrnefue, arpeccuBHas
ncrnamusaunsa. XyAOXHUKM COBpPeMeHHOro uckycctsa KasaxcTtana He
MCnonb3yKT NoHATME «LLlenKOBbIN MyTby, CHMTASA €r0 CIIULWKOM rMamMypHbIM
W, MO CYTW, ONMNO3ULMOHHBIM aKTyanbHbIM, TPOMCXOAALWMM 34€Ch U ceivac
cobbiTuam. C 2001 roga akTyanbHoe uckyccteo KasaxcraHa uget ckopee
no «HewenkoBoMmy nytu». OTAenbHble NUYHOCTM MNKM OOLECTBEHHbIE
OpraHusaunu, He MMeKLMEe NOCTOSHHOrO LeneBoro (uUHaHCUPOBaHMA,
npu BCEM WX 3HTy3nasme W npodeccuoHann3me, He B COCTOSHWUM
noapaepxueaTb cTabunbHOCTb KynbTypHOro npouecca. C Apyroit CTOPOHbI
— 3T0 TPYAHOE BpeMs CTUMYNMPOBano nosBreHue psana XygOXHWUKOB W
KypaTopoB — ppu-naHcepoBs, 4TO Aano 6onbLYyi0 MaHEBPEHHOCTb. IMEHHO
pu-naHcepbl MHULUMPOBANM HECKONbKO MPOrpaMMHbIX ANs WCKYCCTBa
KasaxcTaHa npoekToB.

OceHbto 2000 roga xypoxHuk Cepreit Macnos npoBoguT HebONbLWOWA, HO
0YeHb BaXHbll NpoekT «[lpownoe rae-to pagoM...». 370 Bbina nonbiTka
OCMbICNINTb KOPHM akTyanbHOro uckycctsa KasaxctaHa, Bce ajenthl
KOTOPOTo HayuHanu Kak XMBOMUCLbI, CKYNbNTOPbI, rpaduku. IKCnosuuus,
cocTaBneHHas u3 paboT 3TUX XyAOXHWKOB, CTana (POHOM Ana akuyuu.
Y4aCTHMKN W nmpurnaleHHble BCNOMUMHaNW obuee COBETCKOE MPOLINOeE:
BCE SBMMUCb B PETPOKOCTIOMAax; B LeHTpe 3ana Obin HakpblT peTpocTon
B NyYWMUX COBETCKMX TPaguuusx C KUNbKOA B TOMate W MOPTBEAHOM;
rocTH YuTanu COBeTCKWe CTUXMW, Nenn NeCHW, Urpanu B Urpbl MMOHEPCKOrO
pgetctBa. BbicTaBka, npoxoguBwas B ranepee «Bosgxep», He Hecna
HaneTa HasWAaTeNbHOCTM, HO NErko W TOYHO Moka3ana obbiBaTensam u
NPOTMBHMKAM COBPEMEHHOr0 WCKYCCTBA, YTO aKTyanbHble XYAOXKHWKM
NoSIBUNUCH 3A4eCb HE BAPYT U He Cry4yanHo.

B 2000 roay nBa nckycctsoBeaa, flaHa Cadaposa u llapuca lNneTHukoBa,
ocHoBanu B ropofe Kaparange ueHTp «[ewT-n-ApT», KOTOPbIA nocTaBun
CBOEM LENbI0 OXMBUTb XYAOXECTBEHHYH CUTyaUWK B PErMOHE 4epes
pasnuyHble obpasoBaTenbHbie NPOrpamMmMbl MO COBPEMEHHOMY UCKYCCTBY.
OceHnblo 2001 roga uckycctBoeh Hasuna ExeHoBa, kypaTop lOnus
CopokuHa W xymoxHuk AnekcaHap Manbraxgapos Obinu npurnaweHs
LEHTPOM C Lenblo NMPOBELEHUS CEMMHApa ANS MONOAbIX XYAOXHUKOB
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KaparaHgbl. PesynbTaToM 3TOro cemuHapa W Bopkwona cTtana
Hebonbwas uHTepecHas BbicTaBka «Mpocto Ky», 0 npocTbix
KOHKpPeTHbIX  npobnemMax  KOHKPETHbIX  MOMOAbIX  XuTeneu
WHaycTpuanbHoro ropoga. [locne 3TOW BbLICTABKM apT-CUeHa
KasaxctaHa oboratunacb  HeCKONbKMMM  3ameyaTeNlbHbIMU
XyOOXHUKaMu, Takumu kak Hatawa Kum, Jlann Mopebaa3e,
Banepuin Kanues.

B Havane 2002 roga B HXHOKa3axcTaHckom ropoge LWbiMkeHTe
no uHuymatuee rpynnbl «Kbi3bln TpakTop» M €e pPyKOBOAWUTENS,
kypatopa Butanua Cumakosa, 6bin oTKpbIT LieHTp coBpemeHHOro
uckycctsa MexayHapoLHOro Ka3axCKO-TYpeLKoro yHuBepcuteTa
uMmeHun Xoaxn Axmeta fAcaBu. 3gecb NPpOBOAMTCS P CEMUHAPOB,
KOH(bepeHUMA M BbLICTABOK, NMPOLOMXKAlOWMX TpaHcaBaHrapaHble
NO3NLMUM WBIMKEHTCKON Xy[0XeCTBEHHON WkKonbl. LWkonbl, B cBOe
BpeMsi AaBlWel CTapT TakMM M3BECTHbIM XYAOXHWKaM-WamaHam,
kak Mongaryn Hapumbetos n Caug Atabekos.

BecHon 2002 roga mHMuMaTUBHAsA rpynna XyAoXHUKOB — EpBocbiH
MenbaunbekoB, EneHa u Buktop BopoObeBbl u kypatop Hnus
CopoknHa - wuHuuunpoBana MexayHapogHblil nNepenBUKHON
BOPKWON «HewenkoBbIn NyTb — asnaTCckuin akcTpum». Bopkwon
npoxogun nog arupoit ObwectBeHHoro doHAaa «A3ua-ApT+y
npu ¢uHaHcoBOW noapepxke WMHcTUTyTa OTKpbITOro 06LWecTBa
- bypanewt u [pyrux KOMMEPYECKMX CMOHCOPOB. Y4aCTHUKM
«3KCTpUMa» B TeYeHWe [ByX Hefdenb MNyTelwecTBOBanu no
lOxHomy KasaxcTaHy Ha aBTObYyCe, akTUBHO pearupoBanu Ha BCe
NpouCXoAMBLINE N CO3AANN MHOXECTBO MHTEPECHbIX apTedakTos.

“The part is somewhere near...” celebration for the opening of an exhibit, curator
Sergey Maslov, “Voyager” gallery, Almaty, 2000

«[lpownoe 20e-mo pAdoOM...» 8e4YepUHKa Ha OMKPLIMUU 8bICMABKU, Kypamop
Cepeeli Macnos, eanepes «Bosdxep», Anmambi
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XynoxHuk EpbocbiH Menbanbekos npoBoAWUT B paspyLiaiolieMcs
nocTuHAycTpuanoHom ropoae XaHatace akuWio, NOKa3biBaLWYH
Haly NONMTMYECKY CUTyaLuio 6e3 cnekynaTUBHbIX NpUKpac (MpoekT
«MacTtaH»). B pesynbtate akuuu rpynna 6bina genopTupoBaHa
U3 ropofa MECTHbIMKW Brnactamu. XyfoxHuku Enena u Bukrtop
BopobbeBbl, pa3BepHyB B NyTU MNepefBuxHY (OTOCTYANIO,
npeanarann MecTHbIM XuTenam cdoTorpacdupoBatbCsd Ha (oHe
Oiceneson bawHu, KpacHon nnowagn u baweH 6nusHeuos B
Helo-Mopke (npoekT «doTorpadms Ha namate, unu Ecnu ropa He
npet k MaromerTy...»).

Atorom atoit noe3gku ObiNo co3gaHWe MeXOyHapOAHOW CeTu
XYAOXHUKOB-NOMYTYMKOB-COPATHUKOB — y4YaCTHUKM BOpKLIONa
COBCEM NO-Apyromy penpeseHTuposanu KasaxctaH u ero
XYAOXECTBEHHYK CUTyauuo B CBOMX CTpaHax, 3To 6bina apyras,
HoBas hopmMa COCyWecTBOBaHMA BONbLWIOA rpynnbl XyOOXHUKOB
C pasHbIMU MNCUXOMOTUYECKUMU, MEHTANbHBIMW W KYNbTYPHbIMU
yHAameHTamu. Tak, Hanpumep, B opbUTYy LEHTpanbHOa3MaTCcKkoro
KoHTemMnopapu Oblna akTUBHO BOBNEYEHa MONO4eXHas kKa3axcTaHo-
Kbiproidckas rpynna «bpoHenoesg» B coctaBe AnekcaHapa Y u
Pomana Mackanesa.

MapannenbHo ¢ pu-naHcepamu CBOK MNOMUTUKY Pas3BUTUSA
COBpeMeHHOro wuckycctea passueaeTr CLCW - Anmatel nog
PYKOBOACTBOM MCMONMHWUTENbHOTO Aupektopa Banepuu Nbpaesoi.
LlenTp npoBOAMNT pasHoobpasHblie 06pasoBaTenbHbie MEPONPUATHUSA:
CEMMHapbl, BOPKWOMbI, «KPYrnble CTOMbI», KOHMepeHUUn AnNs
MONOAbIX XYyJOXHWUKOB M HauyuHawwux kypatopos. B 2002 rogy




Obln NpoBeAEH KasaxcTaHCkuii dectuBanb «/HBeHTapuaayusy,
a B 2004-m LleHTpanbHoa3naTCcKui BMaeodecTuBanb
«BupgeonpeHTndukayms. CakpanbHble mecta LleHTpanbHon A3uny.
BupgeodectuBann pawT BO3MOXHOCTb He TOMbKO NPEeAcTaBMTb
pernoHanbHyK BUAE0APT-CLiEHY B COBOKYMHOCTU, HO 1 06cyauTh
npobnemHble BOMPOCHI HOBOr0 ANS perMoHa XyAOXECTBEHHOro
meToAa.

Haunnas c¢ 1998 ropga Begywme KasaxCTaHCKMe XYROXHUKM
COBPEMEHHOT0 WCKYyCcCTBA MOCTOSHHO Y4acTBYKT B pasnuyHbIX
BbICTaBKax, CeMMHapax U KoHgepeHuusx 3a pybexom. C 2000
roga yyactue B MexXAyHapoAHbIX npoektax npuobpetaet
xapaktep ocobon koyeBoi cTpaTternu. B 2002 rogy npoxogut
uenvin pag seictaBok. CLUCWA - AnmaTtbl coBMecTHO ¢ [oMOM
MWUPOBLIX KynbTyp npoBoAuT B bepnune BbicTaBky «No Mad’s
Land», a B XeHeBe BbicTaBky «Trans Forma», COBMECTHO ¢
LCKW - KeneBa n ¢ ®onpom Nawao Production. B Belimape B
ranepee cospemeHHoro uckycctea «ACC» npowen cumnosnym
no npobnemam LleHTpanbHoi A3nu, a 3atem 6onblias BbiCTaBKa
coBpeMeHHoro uckycctea LleHTpanbHoi A3um «Re-Orientation».
BrictaBka noceswanack namatn Cepresd Macnosa (1952 - 2002).
370 6blna HacToAWaAs KyNbTypHas WHTEPBEHLWS, nMpeBpaTuBLLIas
ranepenHyo nnowaaky, pacnooXeHHY0 B CaMOM LeHTpe ropoaa,
B 0CTPOBOK LleHTpanbHO# A3un C HacTOAWMWUMU TIOPKOA3bIYHBIMYU
BbIBECKAMU-HA3BaHWSMKU  ynuL, KapaBaH-capaem, YalxaHoi,
lopTon N Gapaxonkoit. Ha BbicTaBke Lapuna ywTHas LOMalHASA

aTMOCd)epa, nogaepxupaemaa MNOCTOAHHbIMW nNpe3eHTauuamu
Ka3axXxCTaHCKUX XyOOXHUKOB.

[MaBHbIM pe3ynbTaTOM BCEX 9TUX KOYEBbIX BbICTABOYHbIX
NpoeKTOB cTana Bce bonee WwWupokas MexgyHapoaHas TpaHcnaLns
coBpeMeHHoro wuckycctea KasaxctaHa u LleHTpanbHon Asum.
Hac ctanu akTWBHO npurnawartb K COTPYAHWYECTBY pasnuyHble
MexayHapofHble uHcTuUTyuuu: |FA-ranepes B bepnuHe u
WryTrapTe (rae Takxke npolna BbiIcTaBka COBPEMEHHOTO UCKYCCTBA
LleHTpanbHoit A3un «OT kpacHOM 3Be3abl A0 ronyboro kynonay),
Bputanckuin CoBet u gpyrue.

Kazanocb 6bl, Bce ugeT 3amMeyaTenbHO, HO KOrga Mol
BO3BpallaemMcs JOMOW, TO NMoHMMaem — 3pgecb, B KasaxcTtaHe,
Mo-npexXHeMy HeT 4eTko 0003HAaYEeHHOW KyNbTYPHOM NOMUTUKN
B OTHOWEHMW COBPEMEHHOr0 uckycctBa. Haw okpenwui
Ou3Hec npegnoynTaeT noOMoraTb WCKYCCTBY, KOTOpOe MOXET
CNYyXUTb YKpalleHWEM WHTEPLEPOB, a MNPOTMBOCTOSIHME MeEXAY
nepefoBbIM W KOMMEPYECKUM WCKYCCTBOM MNepewwno B CTajutko
CMEeKYNATUBHOTO  WCMONIb30BAHWS  COBPEMEHHOr0  MCKycCTBa
KOMMeEpYeCkNMN XyLoXHWKamn W ranepesmu. HecmoTps Ha 3To,
cuTyauus npefctaBnsieTcs noTeHuuanbHo oOHagexuBawLlwei,
MOXHO HafesTbCs, 4YTO NpeojoneHune TPYLHOCTEA MNO3BONUT
HaleMy COBpPeMEeHHOMY MCKYCCTBY pa3BMBaTbCS AMHAMWUYHEE U
MHTEpecCHee.

Yelena Vorobyeva, Viktor Vorobyev. A Photo to remember, or “If
the Mountain doesn’t come to Magomet...”. 2002

EneHa Bopobbesa, Bukmop Bopobbes. ®omozpacus Ha namsime,
unu «Ecnu 2opa He udem k Mazomemy...»



AkTyanbHbli Apxus

MckyccTBo LleHTpanbHoin Asuu.

Said Atabekov

The most powerful creative inspiration for Said Atabekov is South-
ern Kazakhstan. It's the area, associated with Genghis Khan’s vic-
tories, with a local legend claiming that Noah’s ark’s destination
was not Ararat, as the Bible reads, but Kazgurt mountain, not far
from Chymkent; the intact remains of towns-forts Otrar, Sairam,
Sauran - the living reminders of the Tamerlane’s empire - all of
them are full of sacred meaning for him; here are his lair and
penates; steppe and oases are his studio and a study for reflec-
tion; people, plants and wild elements have formed for Atabekov
creative material.

After graduation from Chymkent art school in 1992, Said Atabekov
became a member of the legendary “Red Tractor”, an association
of artists, who set a problem of reviving fore-Islamic past and
studying the nature of pantheistic rituals which had survived in
local private life. In his first works fabric, pieces of acacia, nut
shells, wooden and metal details are encrusted on oil canvas,
materializing exciting, but vague due to his young age problems:
loneliness, death, eternity, war, rebellion, and life (“Wound” 1992,
“Timur’s Garden”, 1993, “A Girl with a veil”, 1994). His first per-
sonal exhibition was called “| am not we”, and it is true as his in-
dividuality and natural plasticity are so strong, that he himself re-
minds of a work of art. At that Said is so full of self-respect that a
typical definition of such people like insane city dwellers wouldn’t
fit him; he is more like a Fenimore Cooper’s Indian: silent, proud,
beyond emotion. He remains the same even having put on his
fancy dervish suit (1997) - a separate work of art, which would
honor even the most famous designers. On the other hand, that
costume cannot be worn by anybody else; it's possible only for
Said with his primitive grace of an extinct Syrdarian Tiger.

The series of performances and videos, the main character of
which is the same strange dervish “The dream of Genghis Khan”
(1998), “Caution, Landmines” (2000), “Neon paradise” (2003),
“Noah’s Ark” (2004) are reflections of the conflict between a man
and nature, family, power, civilization, and religion. Thriftily us-
ing montage effects, sound and visual repetition, strict selection
of decorative motifs an exceptional sense of rhythm break free
from flashy Asian aesthetics and create audiovisual environment,
fascinating the audience with truthful reproduction of archaic feel-
ing. Free shift of senses arising in a dialogue with modern motifs
emphasize the eternity of the conflict between an individual and a
society, traditions and innovations, aggression and compromise.
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The only way to survive in so cruel world is irony, achieved by
countless imitation games: a rosy-cheeked fat baby (“Holy Fam-
ily”, 2001) is lying in a crib, the handle of which is a wooden copy
of a Kalashnikov automatic gun; camouflaged fabric, (diptychs
“Winter” and “Summer”, 2002) is likened to a landscape painting.
The most “senseless” of his works is surely “The Observatory of
the Miserable” (1998) - a pyramid of megalith stone blocks, built
in the uninhabited steppe of Southern Kazakhstan. Said’s country-
man, a Middle-Age Sufi Khodja Akhmet Yasavi spent the rest of
his life in a deep hole, not leaving it until his death. The Pyramid
is a hole overturned into heaven. A dervish and Genghis Khan, a
child and a father of four children, patriarch Noah and a home-
less beggar -all of them are his characters, observed through
the glimpses of “Kazakh Stonehenge” — sharp silhouettes of the
miserable appearing against the background of stars.

Valeria Ibraeva

Said Atabekov. Holy Family. 2001
Caud Amabekos. Cessmoe cemelicmgo




Canpg AtabekoB

CaMbiM MOLWHbIM TBOpPYECKUM umnynbcom pgns Caupa
ATtabekoBa aBnaetca HOxHbIn KasaxctaH - 3emns,
CBsi3aHHasi C 3aBOEBaHMSMW YuHrUcxaHa, MeCTHOM
nereHpon yTeepxaatollen, 4yTo Hoes KoBYer ocTaHoBuUIICS
He Ha Apapare, kak B bubnuu, a Ha rope Kasrypt Heganeko
0T YMMKeHTa; COXpaHMBLLMECS OCTATKN TOPOLOB-KPENOCTEA
Otpap, Canpam, CaypaH - XuBble HanmoMuHaHus 06
umnepun TamepnaHa — HanomnHEeHbl ANS HEFO cakpanbHbIM
CMbICIIOM, 3A4€Cb €ro napbl W NeHaTbl; CTENM U 0a3uchl
— mMacTepckas u kabuHeT ans pasgyMuii; Nau, pacTexus,
NPUPOLHbIE CTUXWUUN — XYOOKECTBEHHbIE MaTepUansl.

3aKoH4YNB YNMKEHTCKOE Xy[0XeCTBEHHOE yyunuue B 1992
rogy, Canp AtabekoB ctan yneHom nereHgapHoro «Kbisbin
TpakTop» — 0ObEAMHEHUS XYAOXHMKOB, MNOCTaBMBLIMX
ans cebs 3apgavyy peaHumauuv LOWCNAMCKOrO MpOLINOro
W VM3YYeHMS Npuponbl MAHTEUCTUYECKUX pUTyanos,
ele COXpaHuBLINXCH B MeCTHOM ObiTy. B nepBbix ero
paboTax TKaHb, CTPY4YkM akaluu, OPEXOBble MNUCTbSA,
JEPEBSIHHbIE W MeTannuyeckne AEeTanu MHKPYCTUPYHT
MacnsHble XOMCTbl, MaTepuann3ys BONHylOWMNE, HO
no MOMOAOCTM €le [O0CTAaTOMHO CMYTHO Olyylulaemble
npobnembl: OAMHOYECTBO, CMEpPTb, BEYHOCTb, BOWHA,
OyHT, xu3Hb («PaHeHble» 1992, «Cag Tumypa», 1993,
«[lesywka B napaHgxe», 1994). lMNepsas nepcoHanbHas
BbicTaBka Canpa HasbiBanachb «A He Mbl», U 3TO CBATas
npaBaa, MOCKOMbKY 3HEpreTWka €ero MHAWBMAYaNbHOCTU
¥ NPUMPOLHON MNACTUYHOCTU HACTONBKO CUMbHA, YTO OH
cam no cebe aBnaetcs 0O6bekToM uckycctBa. Mpu 3aTom
y Campga Tak MHOro 4yBcTBa COOCTBEHHOr0 JOCTOWHCTBA,
4TO TUMMYHOE onpefeneHne nopobHOro poaa naen Kak
rOpoACKMX cymacliealwnx «He pabotaeT»: oH Oonbue
NoXoX Ha (heHMMOPKYNepcKoro MHAenLa — MONYanuBblii,
ropabiii, BHeamouuoHanbHbli. OH ocTaetcd Takum,
Jaxe HageB CBOW POCKOWHBLIA KocToM gepsuwa (1997)
- 0TAEeNnbHOEe Npon3BeaeHne, caenaslee 6ol YeCTb CaMbiM
npocnasneHHbIM An3anHepam. C apyroit CTOPOHbI, B 9TOM
KOCTIOME HE MOXET Hax04UTbCS HWKAKOW ApYyroit YenoBek,
a Tonbko Canp, ¢ ero nepBo6bITHON rpaLueil BbiIMEPLIETO
CbIpAapbUHCKOro TUrpa.
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CepusnepdopMaHCOB 1 BULEO, TMABHLIM FrepoeM KOTOPbIX
SBNAETCA 9TOT CTPaHHbIA gepsuw — «CoH YnHrucxaHa»
(1998), «OcTOpOXHO, NPOTUBONEXOTHBIE MUHBI!Y (2000),
«HeoHoBbIn pait»  (2003), «HoeB koByer» (2004),
— pasMblWNeHns 0 npupone KOH(AWKTHbIX OTHOLWEHWN
yeroBeka C NpUpPOAOWA, CEMbEN, BNACTbIO, LUBUNM3ALNEN,
penurmen. OKOHOMHOCTb B MPUMEHEHWU MOHTAXHbIX
a(deKkToB, 3BYKOBas W BMU3yanbHas pewdPEeHHOCTb,
CTPOrocTb W cKynoi noabop M306pasuTenbHbIX MOTUBOB,
WCKNIYMTENbHOE YyBCTBO pUTMa pa3bunBatT cTaHgapTHbIE
npeacTaBieHUs O COBPEMEHHON a3naTtcKoW KWT4YeBOW
9K30THUKE W co3faloT 060CO06NEHHYI0 ayanMOBU3YyanbHYHO
cpeay, 3aBOpaxuBalolWyl afAeKkBaTHOCTbIO nepegayun
apxaumyeckoro mupooulyuenus. CeobogHoe nepetekaHune
CMbICNOB, BO3HWKAWOWNWX B Auanorax ¢ COBPeMeHHbIMM
MOTMBaMU, YTBEPXAAET HENpexoaslecTb U BEYHOCTb
KOH(NMKTAa MexXay WHAWBMOYYMOM U oOwwecTBoM,
TpaguuMen N NHHOBALMEN, arpeccuein n KOMNPOMUCCOM.
EAVHCTBEHHAs BO3MOXHOCTL MEPEXUTHL CTOJNb KEeCToKUe
BbIBOAbl — WPOHMS, AoCTUraemas MHOFOYMCNEHHbIMU
WMWTALMOHHBIMU  UrpamMn:  PO30BOLWEKWIA  TONCThINA
mnageHey («Ceatoe  cemenctBo, 2001)  nexut
B MIONbKE, pyyka KOTOpPOA — [AepeBsHHAs Konus
aBTomata KanawHwukoBa, a KamydnsxHas TKaHb,
HaTaAHyTas Ha nogpamHuky (auntux «3umar» u «Jletoy,
2002), ynopmobneHa xwuBonucHOMYy nei3axy. Camoe
«beccmbicneHHoe» ero npousseneHue — «0O6cepeaTtopus
o6esnoneHHbix» (1998), nupamuga u3 meranuTU4eckux
kameHHbIXx  ONOKOB, BbICTpOEHHas B  6e3nwpgHoi
ronoin crtenn KxHoro KasaxctaHa. 3emnsak Cawupa,
cpeaHeBekoBbI cycuin Xogxa Axmer fAcaBu, nposen
0CTaTOK XW3HM B rnybokoit sMe, He BLIXOAS W3 Hee [0
camon cBoei cMepTH. Mupamuga — 370 iMa, ONPOKUHYTas
B He6o. [lepBuw n YnHrucxaH, pebeHok n oTel YeTbipex
aetei, natpuapx How u Huwmin 6Gpopsira — BCe ero
amnnya, pacCMOTPEHHbIE CKBO3b MPOCBETHI «Ka3aXxckoro
CToyHxegxa», — yYeTkne cunyaTbl 06€340NEHHbIX
WCTOPUEN U XU3HbIO HA (hOHE 3Be3q.

Banepus Ubpaesa
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Said Atabekov. Sniper. Video, 20 minutes, 2005
Caud Amabekos. CHalinep. Budeo




Yelena Vorobyeva and Victor Vorobyev

Yelena Vorobyeva and Victor Vorobyev form both a family and a creative artistic couple. However they
began their careers separately in the early 1990s: Elena was a painter and Victor was a sculptor. At
some point, they decided to try working together; in addition, this type of format is acceptable in con-
temporary art. Victor jokes: “First we made great children and then thought: Why don’t we make art
together?” They live in their own house in Akbulak Village, in outskirts of Almaty. There is a beautiful
view of the fields, which are far from vanity or turmoil. No other thing can make an artist to construct
a specific artistic world - the world that resolutely rejects any pathos, whose ground is the authors’
everyday life and their direct reaction to everything taking place around. Elena and Victor earnestly
play with the world using painting, photography, humor, stone, video, vegetables from their garden in
the kitchen, people’s reaction, and many other things. Despite the mixture of techniques and genres,
the result is the stylish multi-layer work that makes some people reflex upon serious life problems and
others - simply enjoy life. In 1999 the Vorobyevs became the first Kazakhstan artists invited to par-
ticipate in the Sixth Istanbul Modern Art Biennale. Their project “The Classics Farewell to the People”
was a sophisticated performance: burning of huge candles, which the artists molded in the form of
classical sculptures — Venus, Homer, Laocoon, etc. It lighted up the night in a crowded walkway and
attracted passers-by. The Vorobyevs have their own unique vision of the world, interpret everything
in an unusual manner. Thus unripe tomatoes from their kitchen garden were transformed into water-
melons: the artists drew black stripes on them. The tomatoes-turned-watermelons were used for the
project “I prefer watermelons”.

During the International mobile workshop, “Non-silk Road — The Asian Extreme”, the Vorobyevs brought
the residents of remote Kazakhstan provinces to world culture centers: Paris, Moscow, and New York.
The project called “The Memory Picture” or “Taking the Mountain to Mohammed...” gave an opportunity
to ordinary people who have never traveled abroad to take pictures against one of three backgrounds:
the Eiffel Tower, the Twin Towers, or the Moscow Kremlin. The photos also contained parts of provincial
areas (steppe, semi-demolished houses, and dirt roads). The participants of the project could receive
their picture by mail. The project raised vital social problems, using quite simple action - play.

Though artifacts creation seems to be an optimistically easy process, the Vorobyevs’ projects are in
fact targeting social problems incidental to Kazakhstan, Central Asia, and the rest of the world. One
of the latest projects, “Transformation of Blue”, examines the processes of the country’s evolution
from the soviet “red” symbolism to the new “blue” one. National flag of Kazakhstan is turquoise-blue,
and interestingly enough, new color stereotypes are being formed in Kazakh consciousness, as most
popular color nowadays is sky-blue. Currently everything is as blue as the sky: fences, slogans, roofs,
domes, doors, etc. In the project the artists ask their ironic questions not trying to flirt with timeserving
cultural values. Perhaps, that is the reason for Vorobyevs’ popularity abroad and the fact that they are
unpopular in Kazakhstan.

Yulia Sorokina

Yelena Vorobyeva & Viktor Vorobyev. Kazakhstan. Blue period. Photo, 2002-2005
EneHa Bopo6sesa, Bukmop Bopobbes. KazaxcmaH. lony6oi nepuod. ®omo
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EneHa n Buktop BopobbeBbil

Enena v Buktop BopobbeBbl — XyA0XHUKM, 06pasytowme ceMenHyo 1 TBopYeckyto napy. OHu HaunHanu
CBOI0 kapbepy B Hayane 90-x, no otaenbHOCTK: JleHa Kak xuBonucel, Buktop kak ckynbntop. B kakoi-1o
MOMEHT pewunnu nonpoboeatb paboTaTb BMecTe, Tem bonee 4To COBPEMEHHOE UCKYCCTBO Npeanonaraet
npuemnemblin 4ns Takoi paboTsl hopmaTt npoekta. Buktop wytut: « CHayana Mbl NpOU3BOAUNMN Ha CBET
3amevaTenbHbIX AeTell, NOTOM pewunu, a noyemy Obl He genaTb BMecTe WUCKYcCTBO?». OHM XuBYT
B cobcTBEHHOM aome, B nocenke Akbynak, Ha okpauHe Anma-ATbl, 34€Cb 3@ OKHOM OTKpbIBaeTCs
BMA Ha MONIA W HWKAKOW CyeTbl M CYTONOKM. OTO Kak Henb3d Nnyywe npegpacnonaraet XyAOXHUKOB K
KOHCTPYMPOBAHUK CBOEro 0COOEHHOro XyAOXeCTBEHHOr0 Mupa. JTOT MUP KaTEropuyecku oTBepraet
BCAkuit napoc. OCHOBOM 3TOr0 MUpa ABNAETCH exXefHEeBHas XW3Hb aBTOPOB M WX HEMOCPeACTBEHHas
peakuus Ha BCe XW3HEHHbIe MOMEHTbI. EneHa n BUKTOpP OTKPOBEHHO UrpalT C 3TUM MUPOM, UCMONb3YS
ANs 3TOro: XuBonuchb, oTorpaduio, OMop, KaAMEHb, BULEO, OBOLWM C Oropofa, peakuuio niogen, na
W Mano nu euwe 4vero. Ho npu Bceit MepeMeLWaHHOCTM TEXHWK U KaHPOB B pe3ynbTaTe Mony4vawTcs
CTWUNbHbIE MHOTOCIOHbIE MPOU3BELEHMS, MO3BONSAKWMNE OOHUM NOAAM 3aAyMaTbCA HaA Cepbe3HbIMM
XWU3HEHHbIMKU npobnemamMu, ApyruM NpocToO NOPAAOBATLCSA XU3HW.

B 1999 r. BopoObeBbl NepBbIMM U3 Ka3axCTaHCKMX XYAOXHUKOB Gbinu mpurnaweHsl ans yyactus B 6-
on Ctambynbckol BueHHane CoBpeMeHHOro uckyccraa. Mx npoekt «[lpowanne knaccukn ¢ HapogoM»
npeactaBnan coboi CNOXHYK akLyui — CropaHne OrpOMHbIX BOCKOBbIX CBEYEW, OTMUTBIX XYAOXHUKAMU
B BWAE Knaccuyecknx ckynbntyp — BeHepsbl, fomepa, [laokooHa v T.N., KOTOPbIE 3aXuUranucb B Cymepkax
Ha NMIOAHOW NewwexoaHOM ynuue n NpoBOLUPOBANYU NPOXOXNX K TON UM UHOW peakLum.

BopobbeBbl BCcerga v Bce TpakTytoT no-cBoemy. Korga B Ux oropoae octanncb Hefo3peBLUNE 3eEHbIe
MOMMAOPbLI, OHW PELWNUNU MOMEHATb WX KayeCTBO, HAHECNW Ha HUX YepHble MOMOChl, U NMOMWUAOPHI
npespaTunuce B apbyssl Ha hopmaTHoOW oTorpadun u3 npoekta «A npeanoyntato apbyssi». Bo Bpems
MexayHapogHoOro nepefBuXHOro Bopkwona «Hewenkosbln NyTb — a3naTckuil aKCTpuM» BopobbeBbl
nepeMellany Xutenein ganekux kasaxCTaHCKMX MPOBMHLWIA B LEHTPbl MUPOBOW KynbTypbl: lMapux,
Mocksy, Hblo-Mopk. B atom npoekTte «doTorpacdus Ha namate, unu Ecnu ropa He naet k Maromerty...»
npocTble NioaW, HUKOrAa He ObiBaBlWMe 3a rpaHuLen, UMenu BO3MOXHOCTb coTorpadmpoBaThCcs Ha
(oHe 0AHOro M3 Tpex 3aAHukoB: didenesoit bawHu, HaweH-bnuaHeyos, MockoBckoro Kpemnsi. B
NPOCTPAHCTBO CHUMKOB MONajany Takxe YacTu NPOBUHLMANBHON MECTHOCTH (CTEMNb, NONypaspyLleHHbIe
Aoma, pasbutble goporu). Kaxabli xenawwmuin cMor BNOCNEACTBMU NONY4YUMTb CBOe (OTO MO MouyTe.
[poeKT nogHWMan o4YeHb CEpbe3Hble TyMaHUTapHbie Npobnembl ONsATh K€ C MOMOLLbI0 BECbMa NPOCThIX
BENCTBWIA, Kak 6bl urpatyn. HecmMoTps Ha XU3HeyTBepxhalollyl Nerkoctb co3faHus apTedakTos,
npoekTbl BopobbeBbIx BCe 0CTpee MOAHMMAKT couuanbHble Bonpockl KasaxcTtaHa, LieHTpanbHoih A3nu
n Bcero mupa. OguH M3 nocnedHux npoekToB, «TpaHcdhopmaunsa ronyboro», uccnegyeT npouecchl,
CBA3aHHble C nepexoaom KasaxcTaHa OT COBETCKOM «KPacHOW» CWUMBOMUKM K HOBOW «ronyboit».
locypapcTBeHHbit dnar KasaxctaHa 6upto3oBo-ronyboil; MHTEpPecHo, 4To 3TOT (akT popmupyeT B
CO3HaHMN KAa3axCTaHLEB HOBble KOMOPUCTUYECKME CTEPEOTUNbI, FAE CaMblii MONYNAPHbIA LBET UMEHHO
aToro HebecHoro oTTeHka. MM kpacsT ceilyac Bce: 3abopbl, NO3YHIU, KpblWKW, Kynona, ABEPU W T.M.
B aTom npoekTe XyAOXHMKM, Kak Bcerga, CTaBAT CBOW WPOHMYHbIE BOMpPOChl 6€3 TEeHU 3aurpbiBaHns
C KOHBIOHKTYPHBIMW KyNbTYypHbIMUA LEHHOCTAMW. Bugumo, no 3T10i npuymHe BopoObeBbl M3BECTHbI K
BocTpeboBaHbl 3a pybexom u HenonynsapHbl B KazaxcTtaHe.

tOnus CopokuHa
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Kazakhstan. The blue period

We got interested in “social-coloristic” relations in 2002 during our trip in
the South of Kazakhstan. As participants of the international project “Non-
silk road” we visited several provincial towns. In Taraz town our attention was
attracted by decorative bas-reliefs with picture of blue banners on one of the
old administrative buildings. Before it were red. Sincere repainting of the
Soviet decoration was striking and in the best way it illustrated the change
of political epochs.

Idealized by the communists national symbols were subject to total “desacral-
ization”. The red color, as an essential sign of the “Soviet” was pushed out at
the all post-Soviet space by other privileged colors.

The Kazakh flag, after declaration of the republican independence, became
blue. More precisely, the color could be named in Kazakh language - “kok”.
This word means both blue and green colors. Besides that, “kok” is - sky,
“koktem” - spring, “kokteu” — getting green etc. Meaningly symbolizing many
things — “the God skies” in tengrianstvo, pagan celebration of spring “nau-
ryz”, blue domes of the Islamic mosques, a dream about inaccessible sea larg-
es, the blue color was accepted by the majority and it entered into the mind
of the people as the best, “correct” color. People loved it, otherwise how one
can explain the everywhere repainting, which reminded an obsession. There
are already no questions in coloristics — if it is necessary to paint something
- there is always a ready solution - “kok” color. This is the most demanded
paint now. Everything is painted with it: fences, kiosks, walls, benches, tomb-
crosses etc. The sphere of use of the “blue” is large as the life itself. Objects
of the “blue color period” are everywhere in the most different places and
in strange combinations. There is a feeling that you live inside a “project”,
and the Steppe, as a huge expositional field, demonstrates a set of artefacts.
The “cultural” stratums, which are accumulated here during the time of its
development by man, are perceived specifically so. Materialized in color “blue
dream” about an “eternal spring” spreaded in all the territory of Kazakhstan,
having added to our not bright steppe nature some optimistic lustre.

Possibly, in such a way, the socium, “missing” the past union, reacts to non-
stability and change of situation of the transitional period. Aspiration for
unity is subconsciously realized in the form of identification signs — color
marks, meaning not only belonging to a concrete society, but connection to
the “God’s”, to the power.

This is a kind of a charm, used for “just in case”...

Yelena Vorobieva

Yelena Vorobyeva & Viktor Vorobyev. Kazakhstan. Blue period. Photo, 2002-2005
Enexa Bopo6sesa, Bukmop Bopo6bes. Kazaxcmax. lony6oi nepuod. ®omo
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KasaxcTaH. fony6oit nepuog

«CoLManbHO-KONOPUCTUYECKUMU» OTHOWEHUAMMU Mbl 3aUHTEpecoBanuct B 2002
roay,BoBpemMsanyTewecTeusnoory KazaxcraHa. Kak y4acTHUKU MEXAYHAPOJHOTO
npoekTa «HewenkoBbl# NyTb», Mbl 00BLE3AUAM HECKONbKO MPOBUHLUANbHbIX
ropofos. B ropoge Tapase Ha OfHOM W3 CTApbIX AAMUHMCTPATUBHbLIX 3AaHMI Hale
BHUMaHMe MPUBNEKAM AeKOpaTUBHbie Gapenbedbl ¢ U306paxeHueMm rony6bix
3HameH. PaHblwe, oHM 6biNM KpacHbiMU. OTKPOBEHHAsA MepeKkpacka COBETCKOro
yKpaweHus 6pocanach B rnasa W, Kak Henb3a Nyylle, UANKOCTPUPOBANA CMEHY
MCTOPUYECKUX 3MOX.

KaHOHM3MpOBaHHbIE KOMMYHMCTaMW T[OCCUMMBOJbLI MNOABEPFIUCH TOTalbHO
«pecakpanusaumm». KpacHblil LBET, KaK OCHOBHOI NPU3HAK «COBETCKOro» Obin
BbITECHEH Ha BCEM MOCTCOBETCKOM NPOCTPAHCTBE APYTUMU NPUBUNETUPOBAHHBIMU
uBeTamu.

KaszaxctaHckuii dnar, nocie o6baBneHMa pecny6aMKoil HE3aBUCUMOCTH, CTan
rony6biM. BepHee, LUBET ero MOXHO HA3BaTb MO-Ka3aXxCKU - KKOK». ITUM CNOBOM
0603HayaloT U rony6oi u 3eneHsbiit uBeta. Kpome, Toro, «KoK» - 370 ele u Hebo,
«KOKTEMY» - BECHA, KKOKTey» - 3e/1IeHeTb U T.A. MHOro3HauyuMTeIbHO CUMBOIM3UPYS
Maccy Belweil - «OoOXecTBeHHble HeGeca» B TEHrPUAHCTBE, SA3blYECKOE
npasfgHOBaHWE BECHbI «Haypbi3», rojybble Kynona MWCNAaMCKUX MeyeTen,
MEYTY O HefOCTYMHbIX MOPCKMX MPOCTOPax, rony6oil LBET YCTPOUI MHOTUX W
BOWEN B CO3HAaHWE Macc, Kak NyyWwuil, «npaBunbHbi» uBet. OH cTan nwbum
HapoAoM, MHAYe, KaK MOXHO 0O6BACHUTL 3TO NOBCEMECTHOE NepeKpaluBaHue,
HanoMWHaKIWYI0 HaBA34YMBYIO UAEID. BOoNpocoB 0 KONOPUCTUKE YKE HE BO3HUKAET
- eC/lu HYXHO, Y4TO-TMGO OKpacuTb, BCErAa €CTb rOTOBOE pelleHue — LBeT
«Kok». Ceityac, 3To camas xopoBas Kpacka. Elo kpacaT Bce: 3abopbl, KNOCKHU,
CTEHbl, CKaMENKMW, MOTUNbHbIE KpecThl U T.4. Chepa npuMeHeHUs «rony6OU3HbI»
WKUPOKaA, KaK cama Xu3Hb. 06beKTbl «ronyb6oro nepuoga» HaxomaTcs BCIOAY
B CaMblX pPa3HblX MeCTax W CTpaHHbIX coyeTaHusx. Co3pgaeTcs owyleHue, 410
XUBEWb BHYTPU «npoekTa», a (Tenb, KaK rMraHTCKoe 3KCNO3ULUOHHOE moJe,
AEMOHCTPUPYeT Habop aptedakToB. VMIMEHHO TaK BOCMPUHUMAIOTCA Tenepb
«KYNbTYPHbIE» HACNOEHUSA, YTO HAKOMUAUCH 3[4eCb 3a BCe BPEMA OCBOEHUA ee
yenopekoM. Matepuannu3oBaHHas B LBeTe «rosybas MeyTa» 0 «BEYHOW BECHEY
pasnunace no Bceit Tepputopun KasaxcraHa, LO6aBUB Hal el HEAPKON CTeNHOM
npupoge oNTUMUCTUYECKOTO BiecKy.

BO3MOXHO, TakKMM 06pa3oM, COLMYM, KTOCKYA» 0 ObI0iA LLEOCTHOCTH, pearupyeTHa
HECTabMNbHOCTb M MOABMIKHOCTL CUTYaLUM NepexoaHoro Bpemern. Ctpemnerme K
eANHEHMIO, MOACO3HATENIbHO, PEANU3YETCA B BUAE UAEHTU(HUKALNOHHBIX 3HAKOB
— LUBETOBbIX METOK, 0603HAYAIOWMX HE TONLKO NPUHALIEKHOCTb K KOHKPETHOMY
C006WeCcTBY, HO M MPUYACTHOCTb K «6OXKECTBEHHOMYY», K BNACTHU.

370, cBOErO POAa, 0b6eper, NPUMEHAEMbIN «HA BCAKMIA cyYai»...

Enena Bopobbesa
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Almagul Menlibayeva

Almagul Menlibayeva is a cosmopolitan. She lives in the planet
space easily moving from one country to another. She represents
the modern image of a female nomad traveling in art as freely as
in real life. Yesterday she painted pictures and felted “tekemets”
(felt carpets). Today she paints pictures and makes video per-
formances. Her pictures create strange aesthetics of decorative
symbols and artistic fluxus. Her style is unusual, for instance, she
cuts her own watercolor into strips and interlaces them with rib-
bons and lurex creating a series called “A Dress for a Shaman”.

Her performances evoke tears of rapt affection and leave a sen-
sation of encountering a miracle. In the performance, “Eternal
Bride”, she went out to the streets of Almaty in a white aerial
bridal dress on a dull March morning. It was still cold and snow-
ing, but she wandered the streets, entered a bazaar, danced with
a beggar, and talked to astonished passers-by. She explained to
them that she was hgappy and thus decided to put on that special
dress and that her groom was somewhere around. She was like
an unreal image that reminded of the whole primeval beauty in
ordinary world.

Almagul Menlibaeva. SteppenBaroque. Video 2002

Anmaeynbs MeHnubaesa. CmenHoe bapokko. Budeo

In Almagul's words, the character of the bride “has gradually
transformed into seven fortuitous snow princesses” in the video
performance “Apa” and then into characters of the seven ances-
tors to whom the video performance, “Steppe Baroque”, is dedi-
cated. The decorative search initiated by the artist in her paint-
ings and felt works have fused together with the messages of
her latest video performances. Against a steppe mazars (Muslim
burial-vaults) background, a series of transformations of naked
oriental women into cosmological creatures is unfolding. Their
naked bodies are suddenly dressed in decorative elements, such
as turbans, shawls, scarves, and God knows what else. New im-
ages emerge resembling demons from the “Thousand and One
Nights” or aliens in veils. The sensation of the illusory is cre-
ated by means of “mirror” effect during filming the video, which
makes the figures perfectly symmetric and similar to a magnifi-
cent and decorative pattern that really looks like baroque decor.
The “Steppe Baroque” like “Eternal Bride” leaves the sensation of
witchcraft, which really was Almagul’s goal. She considers herself
a pioneer or representative of punk-shamanism which still allows
her to be interested in Sufism and Buddhism, attend Sufis festi-
vals in Central Asia, and esoteric camps in India and mix them all
in her works of art.

Yulia Sorokina
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AKTyanbHblit ApXxuB

MckyccTtBo LleHTpanbHoit A3um.

Anmarynb MennnbaeBa

Anmarynb MeHnubaeBa — Yenoeek mupa. OHa XMBET B NPOCTPAHCTBE MMaHeTbl, NErko
nepemellascb U3 oAHON cTpaHbl B Apyryw. OHa ABnset coboi coBpeMeHHbli 06pa3s
KOYEeBHULbI, CTPAHCTBYS B UCKYCCTBE TakK xe cB0OOAHO, kKak B X13HW. Byepa oHa nucana
KapTWHbl W Bansna BOMMNOYHble KOBPbl — TekeMeTbl. CerofHs oHa NMULET KapTUHbI U
CHMMaeT BupaeonepdopmaHchl. Ee kapTWHbI CO3[alT CTPaHHYl0 3CTETUKY U3 CMEcH
AeKopaTUBHbIX CMMBOJMIOB W XuBONuUcHOro drikcyca. OHa cBoboaHO no3sonsieT cebe
9cTeTUYecKoe XyNMWUraHCTBO, HanmpuMep, PeXeT Ha MONOCKM COBCTBEHHYl0 akBapenb U
nepenneTaeT UX C NIEHTaMu W NIOPEKCOM, co3faBas ceputo «lnatbe Ang WwamaHay.

Ee nepdopmaHchl BbI3bIBAKT Crie3bl BOCXULEHHOTO YMUITEHUS W OCTaBNSIOT OLWYLWEHNe
BCTpeuu ¢ Yygom. Tak, B nepdopmaHce «BeyHas HeBecTa» OHa Bbllna Ha ynuubl Anma-
ATbl B benom BO3AYyLWHOM nnatbe HEBECTbl OAHUM XMYPbIM MapTOBCKUM YyTpPOM. Bbino
elle X0NI0OAHO, Magan MOKPbIA CHer — a oHa bpoguna no ynuuyam, 3axoguna Ha 6asap,
TaHueBana ¢ HUWWM, pa3roBapusana C yaUBAEHHbIMU NPOXOXUMHU, 06BACHANA UM, YTO Y
Hee CerofHs xopolee HacTpOeHMe 1 NOITOMY OHa Hagena 3ToT 0Co6eHHbIN Hapaa, YTo
€€ XeHUX rhe-To 34ecb, PSAOM; OHa Obina kKak uppeanbHoe BUAEHME, HaNOMUHaBLIEee 06
W3BEYHOCTU KPacoThl B 0ObIJEHHOM MUpE.

O6pa3s HeBecTbl, No cnoBam Anmarynb, «nNnaBHO Nepewen B 7 CNyYyalHbIX CHEXHbIX
npuHuecc» B BugeonepdopmaHce «Ana», a notoMm M B obpasbl CeMW MNpeakos,
koTopbiM nocBsAlwaeTcs BuaeonepgopmaHc «CtenHoe 6apokko». 3pecb Cchnumuch
BOEAMHO [eKOopaTUBHbIE MOWCKM, HayaTble XYAOXHULENW B KapTMHaX M BOWMOKax, C
nocnaHuaMu nocnegHux BnaeonepdopmaHcoB. Ha doHe o4yepTaHWi CTENHbIX Ma3apoB
(MycynbMaHCKMX ycbinanbHWL) pa3BopaynBaeTcs yepeaa TpaHcopmalnii 06HaxeHHbIX
BOCTOYHbIX XEHLWH B HEKNE KOCMOTOHWYeckue cywecTa. Ha ux obHaxeHHble durypel
BOPYr «HaBopauuBaloTCA» AeKOpaTWBHbIE 3NEMEHTbl U3 TopOaHOB, Wanei, NNaTkos u
Bor 3HaeT yero ewe. BosHukawT HoBble 06pasbl, HanoMuUHaKLWMe TO N AEMOHOB W3
«TbICAYN M OAHOW HOYM», TO NU MHOMNAHeTAH B napaHAxe. OwylieHne nppeanbHoOCTH
co3faeT ucnonb3oBaHue «addekTa 3epkana» npu Cbemke BMAEO, 4TO pfenaeT
urypbl abconioTHO CUMMETPUYHBIMW N NOJOOHBIMU MbILLHOMY [eKOpaTUBHOMY Y30pYy,
AENCTBUTENBHO CMaxuBallemy Ha 6apoyHblil gekop.

«CTenHoe 6apokko» Tak xe, kak u «BeyHas HeBecTay, 0OCTaBNAET OLLYyLEHNE HaBaX4EeHMS,
4yTO, HaBepHoe, 1 ABNANoch uenvto Anmarynb. OHa cyutaet cebs npegcraButenem (unu
nepBOOTKPbIBaTENEM?) NaHK-laMaHM3Ma, YTo NO3BONSET el TEM He MEHEee yBneKkaTbcs
cydpusmom, 6ynansmom, nocewatb dectusanu cydues B LleHTpanbHoi Asuun, nareps
NoCBALLEHHbIX B MIHAUM 1 nofBepraTh BCE 3TO CTpaHHOW nepennaBke B COBCTBEHHOM
TBOpYECTBE.

tOnus CopokuHa

Almagul Menlibaeva. A Wild Sheep Chase. Video 2002
Anmaeynb MeHnubaesa. Oxoma Ha osey. Budeo
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Almagul Menlibaeva. Vagon. Video 2002
Anmazynb Mennubaesa. BazoH. Budeo




Erbossyn Meldibekov

Erbossyn Meldibekov. Pastan

Epb6ocein Menbdubekos. lMacman

Erbossyn Meldibekov is the only artist in Kazakhstan who man-
aged to exactly personify an Asian/barbarian character.

Realizing his national Kazakh roots, Erbossyn prefers to portray
himself as a modern nomad, an heir of unbridled steppe tribes.
Therefore, his works are characterized by extreme de-sacraliza-
tion of everything and everyone, mythology actualization, and
straightforward presentation. To accomplish his goals the artist
manages to organically combine the rough archaism of sheep ob-
lation, Asian execution simulation or assault and battery with new
media tools — photo, video and digital technologies.

He presents Islam subject matter from the same position of a myth
proclaiming that anything sacred in the world of barbarians is im-
possible. He creates some virtual Asian state — Pastan, where live
all his characters: an elderly couple wearing a turban and a veil
made of the American flag; people being sold in sacks like rice
or flour; and finally himself voluntarily beaten up by the arm of a
stranger to the accompaniment of Kazakh round oath.

The last installation of the series “Pastan 6” depicts a typical Asian
village cob (clay and straw) wall/room decorated with traditional
slip glazed ceramic dishes. In the center there are pictures of
Saparmurad Niyazov (the president of Turkmenistan, called here
“Supermurad”); nuclear warheads and radars attached to donkey
and camel backs, Asian men with guns in their mouths, etc... In
front of this wall, on the floor there is a suzane (traditional Uzbek
rug-talisman decorated with plant ornament) in the form of a Mus-
lim prayer’s rug. In the center of the suzane one can see a Kalash-
nikov machine gun and its component details with nametags and
assembling instructions.

According to Erbossyn, he likes working with different materials
and facts; combining everything to create his own mythology. He
calls the present the “time of the Pharaohs”, i.e. absolute mon-
archs, and is sure that all ideological institutions, including reli-
gion, are subdued to the needs of the time.

Erbossyn Meldibekov has been a permanent participant of a num-
ber of international exhibitions; his works have always aroused
foreign colleagues’ interest. He represents the “enemy from the
East” of the past decade for the Western public, while those, who
happen to know him better, are sure that he is a nice guy, has pas-
sion for life and a talent of a remarkable cook, is fond of standing
a treat to his friends.

Yulia Sorokina
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AKTyanbHblit ApXxuB

MckyccTtBo LleHTpanbHoit A3um.

Epb6ocbiH Menbaonbekos

EpbocbiH MenbanbekoB — egMHCTBEHHbIN XyAoXHMK KasaxcTaHa, KOTOpPOMY yganocb TOYHO
BOMIOTUTb 06pa3 XyAoXHUKa — asnaTa/BapBapa.

Oco3HaBasi CBOW HaUWOHamnbHble Kasaxckue KopHu, EpGOCLIH npeanoynTaer YeTko
No3nLMOHNPOBaTL cebs Kak COBPEMEHHbIi KOYEBHWK, HAcNeAHWK HeobysfaHHbIX CTEMHbIX
nnemeH. MoaToMy Ans ero TBOpYECTBA XapaKTepHbl KpaWHAS CTeneHb Aecakpanuiauuu BCEro
n BCA, aKkTyanuaauns Mudonorun n no6osas KeCTKOCTb noaayn. [ns AoCTUXKEHNS CBOMX 3adad
XYOOXHWKY yAaeTCcs OpraHuYHO COBMECTUTbL rpybylo apXanky XyAOXKEeCTBEHHbLIX XECTOB, Takux
Kak 3aknaHue GapaHa, CUMYyNsLMUsA a3MaTCcKoi Ka3Hu, PYKOMPUKNAACTBO U U3bICKAHHOCTb HOBBbIX
Meana — oTo, BUAEO, ANUTMTANbHbLIX TEXHONOTUM.

Tema ucnama noAaeTcs UM C 3TOW Xe No3uLUN MU(a O HEBO3MOXHOCTU BCETO CBATOMO B MUpE
BapBapoB. OH CO3A4aeT HEKOE BUPTyanbHOE a3naTckoe rocynapcteo — Mactak, rae CywlecTByT
BCE €ro repou: npecTapenas napa B 4YanMe W napaHiXe M3 amepukaHckoro cnara, nioau,
npofawwlmuecs B MelKkax, kKak puc UnnM Myka, M, HakoHel, oH cam, Ao6poBONbHO U3GMBaeMbIN
PYKOW HEW3BECTHOTO MOJ 3BYKM CTPALIHENIIMX Ka3aXCKUX pyraTenbCTB.

MocnepHsas wHcTannsums u3 3ton cepum — «flactaH-6» — [EMOHCTPUPYET XapaKTEPHYH
ANs a3naTckoro ayna camaHHyl (rmMHa C CONnomoi) CTeHy/KOMHaTy, [LEeKOPUPOBaHHYI0
TPaLULWNOHHBIMW 0BNMBHBIMK KepaMnyeckumu bniogamu, LEHTP KOTOPbIX HEOXMAAHHO YKpaLlEeH
toTorpadmsamu Canapmypata HuasoBa (npeanaeHT TypKMEHMCTaHa, KOTOPOTO Y HAc Ha3biBaloT
Cynepwmypart), A8epHbIMA pakeTHbIMM YCTAHOBKaMWU W pafapamu, 3aKkpenmneHHbIMW Ha CMuHax
ocnos u Bepbntogos, asnatoe C nuctoneramu Bo pTy u T.n. lNeped 3TOW CTEHOW Ha nony B
BWAE MYCYNbMaHCKOrO MOJIMTBEHHOrO KOBPWKA MOCTENEHO Clo3aHe (TpafuLMOHHBIA y3bekckun
KoBpuK-o6eper, yKpalleHHbI# pacTUTeNbHbBIM OpPHAMEHTOM), B LEHTP KOTOPOro MOMELLEHO
n3obpaxeHne aBtomata KanawHukoBa, ero pasbopHble AeTanu C ykasaTensiMu Ha3BaHWM W
nopsgkom c6opku.

Cam EpGocbiH rOBOpUT, 4TO OH NGUT paboTaTb C pa3nuuHbIMM MaTepuanamu U daktamu,
CMeluBas BCe AN co3jaHus cBoel mudonoruu. OH yTBEpXKAaeT, 4To cedyac HacTymumo
«BpeMsi dapaoHoB», TO eCTb NOMHOBMACTHbLIX NPABUTENEN, U BCE MAEONOTNYECKNE UHCTUTYThI U
penurus B TOM Ynucne, NOJYMHEHbI HY)XAaAM 3TOTO BPEMEHN.

Epb6ocbiH Menbaon6ekoB — MOCTOSIHHBIA Y4YaCTHUK Pasnu4yHbIX MeXAYHapOAHbIX BbICTABOK,
HEW3MEHHO BbI3biBaloOWMNA UHTepec 3apybexHbix konner k cBoemy TBopyectBy. OH paput
3anagHon nybnuke TOoT 0b6pas «Bpara ¢ Boctoka», KOTOpbI BUTAeT B BO34yXe MOCNELHEr0
BECATUIIETMS, @ TE€M, KOMY NMOCYaCTAMBUTCH NMO3HAKOMUTLCH C HUM mobnuxe, OH LapuT CBOe
pobpogywue, xu3Hentbue 1 TanaHT 3amevyaTenbHOro nosapa, 06oxawwero rotoBuTb egy u
yrowatb Apy3en.

HOnus CopokuHa

Erbossyn Meldibekov. Supermurad, zhitomir granite. photo, 2004
Ep6ocein Menbdubekos. Cynepmypad, xumomupckuli epaHum. ®omo
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VIDEO ARCHIVE / BUAEOAPXUB

Almaty Radical Performances of the 1990s

AnmMaTuHckun pagunkanbHbii nepdopmaHc 1990-x

1
2
3
4
5
6
7
8

In the 1990s, performances by artists in Aimaty (then still the
capital of Kazakhstan) usually consisted of radical gestures.
Their goal was to foment a breakaway from Soviet ideas and pre-
dispositions about what types of art were legitimate, the place
and role of artists in society, and the mechanisms of art’s repre-
sentation in exhibition praxis. Arising the aftermath of the Soviet

. Shai-Zia. Opening Ceremony. 1990

. The Green Triangle Group. The Incineration. 1991
. Rustam Khalfin. Autumn Motion of Anger. 1996

. Kanat Ibragimov. Neue Kasachische Kunst. 1997
. Kanat Ibragimov. «Koraz» Bird. 1998

. Sergey Maslov. The East is a Delicate Thing.1998
. Erbossyn Meldibekov. Asian Prisoner. 1998

. The Group of Four. Unfolding. 1998

Union’s dissolution —a situation marked by general chaos and
information vacuum - these works programmatically gave form to
destructive situations, provocations and risks, and the trans-
gression of established norm of behavior and morality. Thus, by
testing the durability of the basic parameters of the phenomenon
of art, the artists set the foundations of a new art scene.

Video program compiled by Valeria Ibraeva and Roman Arefiev
(Almaty, Kazakhstan)

. Wan-3us. Opening Ceremony. 1990

. T'pynna 3enenbin TpeyronsHuk. Coxxenne. 1991

. Pyctam XanbduH. OceHHune xecTbl rHesa. 1996

. Kanat W6parumoB. Neue Kasachische Kunst. 1997
. Kanat W6parumos. Mtuya Kopas. 1998

. Cepreit Macnos. BocTtok-geno toHkoe.1998

. Epbocbin Menanbekos. Asnatckuit nneHHuk. 1998
. 'pynna yeTbipex . PacnenenaHue. 1998

0 N O OB W NN -

MepdopmaHchl, ocywectBneHHble B 1990-e roabl XyaoxXHUKaMM
AnmarTbl, B To BpeMsa cTonuubl KasaxctaHa, obpawanuck, kak
npaBuno, K paankanbHbIM XxecTaMm. WX uenbio 6bina nomka
COBETCKMX NpefCcTaBNeHnid 0 NernTUMaLnm nckyccTea, o MecTe
1 PONU Xy#OXHMKA B 06LLeCcTBE, O BbICTABOYHOI penpe3eHTalnm.
CospaHHble B nepuop paspana Coeetckoro Cot3sa, Bceobuero
xaoca W MHOpPMaLMOHHOTO Bakyyma, aTu paboTbl NporpaMMHoO
nopoxganu cutyauun 4ecTpykuun, NpoBoKaLumM U pucka,
HapyleHNs NOBEJEHYECKUX N MOpanbHbIX HOPMATUBOB. Tak,
MCNbITbIBAsi HA NPOYHOCTb OCHOBHbIe NapaMeTpbl heHoMeHa
MCKYyCCTBA, XYAOXHWUKN 3aM0XWNN OCHOBbI HOBOM XY[OXECTBEHHOM
CLEHBbI.

Cocmasumenu npozpammbl: Banepus Mbpaesa, Poman Apegbes
(Anmamel. Kasaxcmat)
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MckyccTtBo LleHTpanbHoi A3un. AkTyanbHblit Apxus

VIDEO ARCHIVE / BULJEOAPXVB

“Red Tractor” Group, Shymkent (Southern Kazakhstan) Performances 1999-2003
Npynna «Kbi3bin Tpaktop». YumkeHT (KOXxHbIN KazaxctaH). NMNepdpopmaHce 1999-2003

1. Moldakul Narymbetov, Smayil Bayaliev, Said Atabekov. Those
who have rights. 1999

2. Moldakul Narymbetov, Arystan Shalbaeyv, Vitaly Simakov, Said
Atabekov. Memories of Matisse. 2000

3. Moldakul Narymbetov, Smayil Bayaliev, Said Atabekov, Vitaly
Simakov. Series of Performances “Mythology of the South”. 2000

4. Said Atabekov. Warning Land Mines. 2001
5. Smayil Bayaliev. “Semurg” Bird. 2002
6. Said Atabekov. Neon Paradise. 2003

In contrast to the artists of Almaty and their cult of destruc-

tive actionism, the performances of the “Red Tractor” group
adhere to the norms of reconstruction. These Shymkent artists
rediscovered the archaic world of pre-Islamic Kazakh culture,
which they juxtapose with classical official art. In these works,
traditional ethnic values (nomadism as a way of life, collectivism
as a method of survival, improvisation as a style of creation) are
placed into aesthetic categories (such as local mythologies and
rituals) through references to real everyday occurrences, using
typical local materials (leather, wood, felt). The group’s strate-
gies intuitively adhere to the idea of the unity of art and life, and
the rejection of traditional artistic professionalism.

Video program compiled by Valeria Ibraeva and Roman Arefiev
(Almaty, Kazakhstan)

1. Monpakyn Hapbimbetos, Cmann basnues, Cang Atabekos.
Vmetowme npaso. 1999

2. Monpakyn HapeimbeToBs, ApbictaH LWan6aes, Butanui
Cumackos, Cang Atabekos. Mamatn Matucca. 2000

3. Mongakyn HapeimbeToB, Cmaun basnues, Butanuit Cumakos,
Canp Atabekos.Cepus muHu-nepgopmarncos «Mudonoruu Krar.
2000

4. Canp AtabekoB. OCTOPOXHO, MPOTUBONEXOTHbIE MUHbI. 2001
5. Cmaun basnues. Mtuya Cemypr. 2002
6. Canp AtabekoB. HeoHoBbI# pan. 2003

B oTnnyMe OT anMaTUMHCKNX XYAOXHUKOB, KyNbTUBUPOBABLINX
KeCTbl AecTpykuun, nepdopmaHncel rpynnsl «Kbi3bin
TpakTop», cregoBany 3agayam PekoOHCTPYKLMU. YNMKEHTCKME
XYOOXHWKM OTKPbIBAKT ANs cebs MUp apxauku, Joucnamckoe
npownoe KasaxcraHa, KOTOPOE OHWU NPOTUBONOCTABNAT
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Knaccuumusnpyrouwemy opuunanbHOMY UCKYCCTBY. TpaguynoHHbIe
3TNYeCKMe LeHHOCTU (HoMaan3m Kak cnocob cylecTBoBaHus,
KONNeKTnBn3M Kak CpeaCcTBO BbXXKWUBaHUA, UMNpOBU3aLMNA

KakK metoa TBOpHeCTBa) nepeBoaAaTca UMW B KaTeropuun
acTeTnyeckne nocpecTBom obpalleHns kK peanbHbiM ObITOBbIM
ClueHaM, MECTHbIM MI/I(DOJ'IOFI/IFIM W puTyanam, Ucnonb3oBaHu4d
TUNWYHBIX ANS perMoHa matepuanos — KOXW, JepeBa, BOWNOKa.
CTpaTterus rpynnbl — UHTYUTUBHOE Cle[jOBaHNE Maee CIUTHOCTU
MCKyCCTBA M XWU3HU, OTpULaHWe TpagnuLumn XyaoXecTBEHHOro
npodeccunoHannsma.

Cocmaeumenu npoepammsbl: Banepus Nbpaesa, PomaH Apecbes
(Anmambi. Kazaxcma)



VIDEO ARCHIVE / BUAEOAPXUB

Video Karaganda-Rudnij (Northern Kazakhstan). 2001-2004
Bupgeo Kaparanpa-PyaHbin (CeBepHbihi KazaxctaH). 2001-2004

. Alexander Malgajdarov. The Gathering. 2001

. Alexander Malgajdarov. Morning. 2002

. Natasha Dyu. Fight. 2001

. Natasha Dyu. | love Naomi. Naomi loves Fruit. 2001
. Lana Shedlovskaya. Peace to the World. 2001

. Valery Kaliev. To the Bottom. 2001

. Valery Kaliev. Why Lenin? 2004

. Alla Girik n Oksana Shatalova. Hole. 2004
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The distinctive features of this small Northern Kazakhstan art
group include its sense of humor, the youth of its members, and
its use of modern technology.

The foundational motif of this collection is the “little” man or
woman, shown in unusual situations of everyday life. In their
works, simple scenes, observations, and sketches supply a

general picture of life in a provincial mining town, typical for

Kazakhstan’s northern regions. An almost narcotic addiction

to global information networks, which give citizens cause for
reflection and evaluation of worldwide contrasts, compensates
for the town’s isolation from stormy political processes, which
usually occur in southern regions of the country. The frustration
of poverty, unemployment, and provincial boredom searches for
release in the creation of an illusory world and the conceptual-
assiduous attention to the “petty details” of the quotidian.

Video program compiled by Valeria Ibraeva and Roman Arefiev
(Almaty, Kazakhstan)

. AnekcaHgp Manbraxgapos Mocugenku. 2001

. AnekcaHgp Manbraxgapos. YTpo. 2002

. Hatawa [iio. Fight. 2001

. Hatawa [i. A nwbnio Haomu, Haomu niobut dpykTel. 2001
. Nana Wepnosckas. Mupy mup. 2001

. Banepuit Kanues. lo gHa. 2001

. Banepuinn Kanues. MNMoyemy Jlennn? 2004

. Anna l'vpuk n Okcana WaTtanosa. Ama. 2004

0 N o OB W NN -

OTnuuutenbHas Yyepta HEGONbLLOTO Xy[0XECTBEHHOTO
coobuwectBa CeBepHoro KazaxctaHa — 4yBCTBO oMopa,
MOM040CTb aBTOPOB U NCNOMNb30BaHMe BbICOKMX TEXHOMOTWUIA.
OCHOBHOW MOTUB — «ManeHbKNt» YenoBekK, NOKasaHHbIN

B ObITOBLIX, HO HEOpAMHAPHbIX cuTyaunsax. B ux paborax
He3aTeNWnuBbIE CLEeHKM, HabnaeHns, 3apuCcoBKM CknagbiBatoTCs
B 06LLYl0 XapakTepUCTUKY KNU3HU NPOBUHLMANLHOTO
WaxTepckoro ropoga, TMAUYHOTO ANsi CeBepHbIX obnacTei
Kazaxctana. OTopBaHHOCTb OT 6YpHbLIX NONUTUYECKMX
npoLEeccoB, NPONCXOAALMX B OCHOBHOM, Ha Ore cTpaHbl,
KOMMNEHCMPYETCA NOYTU HAPKOTMYECKUM NPUCTPACTUEM K
rno6anbHbiM UHHOPMALMOHHBIM CETAM, NPU CONOCTaBNEHUN

C KOHTpacTUPYILEN peanbHOCTbI0 fJaloWwnm nuiy Ans
pasmblwnenunit. beapeHexbe, 6e3paboTuua u NnpoBuHUKMaNbLHas
CKyKa WLWYT BbIXO B CO3[aHWUMN UNITIO30PHOTO MUpa U
KOHLeNnTyanbHo-NpMcTanbHOM BHUMaHWUK K ObITOBBIM MENOYaM.

Cocmasumenu npozpammbl: Banepus Mbpaesa, Poman Apegbes
(Anmamel. Kasaxcmat)
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VIDEO ARCHIVE / BULEOAPXUB
Videos Almaty-Shymkent. 1994-2004
Buoeo Anmatbl-HumkeHT . 1994-2004

. Shai Zia. Anti-butya.1994

. Rustam Khalfin and Renat Kosai. Landscape of a body.1999
. Erbossyn Meldibekov. Pol Pot. 2000

. Zitta Sultanbaeva and Ablikim. Media Aitis. 2001

. Maxim and Valery Zadarnovsky. Bio-toilet. 2003

6. Alexander Bakhanov and Anna Petukhova. Frost, Sun, and the
United States of America. 2003

7. Alexander Ugai and Roman Maskalev. The Wretched. 2003
8. Almagul Menlibaeva. Mother. 2003
9. Said Atabekov. Noah’s ark. 2004

[T R R

In Southern Kazakhstan, video-art is a fairly well-developed

art form, covering many different themes and aesthetic view-
points. Including styles such as documentalism, historicism, and
decorativism, video is utilized by a rather substantial number of
artists from different generations. Social anthropology is one of
the strongest directions for artistic exploration: artists examine
the ‘new’ inhabitants of a new country from completely differ-
ent points of view, using completely a broad variety of different
artistic languages. This is natural in a country that is famous for
its multiplicity of religious confessions, nations, and attitudes,
and has now essentially become a new experimental laboratory
in which the USA, China, and Russia are attempting to exert
influence (including cultural influence).

Video program compiled by Valeria Ibraeva and Roman Arefiev
(Almaty, Kazakhstan)

1. Wat 3us. AHTnbyTa. 1994
2. Pyctam XanbuH u Penat Kocan. NNangwadtsel Tena. 1999
3. Epbocbin Mengubekos. Mon Mot. 2000

4. 3utta CynTtanbaeBa n Abnukum Akmynnaes. Megna aiTbic.
2001

5. Makcum n Banepuit 3agapHosckue. buotyanet. 2003

6. AnekcaHgp bakaHoB n AHHa lMeTyxoBa. Mopos 1 conHue u
CoepauHeHrHble WTatel Amepuku. 2003

7. AnekcaHap Yrait n Poman Mackanes. Ckopbsawue. 2003
8. Anmarynb MeHnu6aesa Ana. 2003
9. Caup Atabekos. Hoes kosuer. 2004
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Ha lOre KazaxctaHa BugeoapT — 4OCTaTOYHO pa3BUTLIN

BMA UCKyccTBa, obnagawowmit MHoroobpasuem TemaTtuk u
acTeTnyeckux nnatdopm. lokyMeHTanm3m, poMaHTu3Mm,
MCTOPU3M, LleKopaTUBU3M — HanpaBNeHns, B KOTOPbIX
paboTalT 4OBONBbHO 6ONbLIOE KONMMYECTBO XYAOXHUKOB CaMbIX
pasHbiX reHepayuit. OfHa M3 camblX CUNbHBIX TEHAEHLNIA
XYAOXECTBEHHOIO UCCNELOBaHNSA — colnanbHas aHTpononorus,
paccmaTtpuBaloLlas HOBOro YenoBeka HOBOW CTPaHbl C CaMbIX
pas3nnyHbIX TOYEK 3pEHUS NOCPEACTBOM UCNONb30BaHNSA

CaMbIX Pa3NNYHbIX XyAO0XKECTBEHHbIX A3bIKOB, YTO, B NpUHLUMNE,
€CTeCTBEHHO 4Ns CTpaHbl, N3BECTHOWN CBOE MHOrOKOH(eccH-
OHanbHOCTbI0, MHOrOHALWOHANbHOCTbHIO, MHOTOYKNaAHOCTbIO U
ABNAOLWENCSH, N0 CYTU, HOBbIM 3KCNEPUMEHTANbHbLIM NOMUIOHOM,
Ha KOTOPOM WCNbITbIBAKOTCA BAUSHUA — U KYNbTYPHbIE B TOM
yucne - CWA, Kntaa un Poccun.

Cocmasumenu npoepammsl: Banepus Ubpaesa, PomaH Apegbes
(Anmamel. KazaxcmaH)
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A CONTEMPORARY ARCHIVE
UZBEKISTAN

AKTYANNbHbBIN APXNB
Y3BEKUCTAH



Svetlana Gorshenina

Art of Uzbekistan of the 1920 — 1950s:

The Relativism in Evaluating the Orientalization of Russian Avant-garde

Dealing with the heritage of Uzbekistan's artists of the 1920s to
1950s, you inevitably will find yourself in the sphere of extreme
relativism, offering totally contradictory evaluations of this phe-
nomenon. Colonial artists? Orientalists looking for exoticism?
Avant-gardists reconstructing the world according to the laws of
art? Propagandists of arising socialist realism? “Hangers-on of
bourgeois culture” and formalists? Heroes or victims of the re-
gime? Leaving aside the heritage of art critics constantly reflect-
ing the ruling ideology, let’s try to analyze this phenomenon on the
basis of some of the above mentioned suggestions.

Colonial Artists

After the (Russian) revolution, the formula of “Russia as the moth-
er country — Turkistan as the colony”, a derivative of the classic
scheme of European imperialism, was common sense both in Eu-
rope and in Russia. Despite the peculiarities of the Russian impe-
rial doctrine, which had from the beginning of the 20th century
supported the idea not of conquest but rather of a return to the
origins, this formula was transformed into a mythologem of two
levels in the 1920s.

Pre-revolutionary Russia, thanks to the efforts of historians such
as M.N. Pokrovsky and P.G. Galuzo and in accordance with the
early Bolshevik doctrine, was seen as mere “a prison of nations”
and Turkistan as “a colony of Russian imperialism”. At the same
time, the period after 1917 was seen as an epoch marked by vol-
untary union of liberated nations preparing the world revolution.
The 1930s brought a different reading of the imperialist formula:
The idea of colonial conquest irrevocably disappeared from the

Alexander Volkov. Caravan. 1920 s.

AnekcaHdp Bonkos. KapagaH. 1920-e 200b/

lexicon of historians and was replaced by the idea of “peaceful
association of the Central Asia nations with Russia” and the pro-
grammatic orientation towards the building of “socialism in a sin-
gle country”, which by that time had been restructured into repub-
lics according to the ethnic-territorial principle (1924-1936). Such
a non-colonial understanding of Turkistan history unambigiously
excluded any evaluation of the first generation of Soviet artists in
Uzbekistan as colonial. At the same time, with the exception of U.
Tansykbaev and B. Nurali, all of them formally belonged to, the
“greater Russians” (Russophile movement) , as it was called at
the time. Whether originating from Turkistan or immigrated to the
region voluntarily, by mandate of the Turkistan Central Executive
Committee for the development of culture and art”, as a result
of an administrative punishment or with the aim to avoid it, all
of them, without any doubt, considered themselves as bearers
of a higher culture, they had to bring to the “natives”, who had
lost the principles of the figurative art. The relationship between
the dominating and the dominated, which is typical for the sys-
tem of mother-country and colony system, remained in place in
the framework of russification and sovietization of the perception
and the forms of education of the local population on the eastern
fringes of the Soviet state.

Moreover, the distribution of artistic manpower in the “Soviet East”
was also subject to the colonial centripetal scheme: Tashkent,
which had been the capital of the general-governor’s province of
Turkistan, for a long time preserved the role of the main center of
Central Asian artistic life.

Orientalists Looking for Exoticism?

In comparison with the first generations of Russian artists, who
had been linked to the Turkistan of the 1910s to 1960s, when Rus-
sia and Europe really discovered Central Asia , the artists of the
post-revolution decades were not searchers for exoticism in the
first place and in the proper sense of the word. The legacy they
received in the form of ethnographic works depicting scenes of
daily life and others in a politicized way illustration the conquest
by Russia, did not inspire them to similar enterprises because of
the withered character of this already created image of Turkistan
and the radically changed of vision of political history. In addition
to that, not romantic interpretations of a culturally world, nor the
cultivation of Eastern art traditions (which in its essence meant
the creation of the classical orientalist dichotomy of West and
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East, the own and the outside world) had become the pivot of the
epoch, but the creation of a new world according to the principles
of the Bolshevik utopia with an active participation of a new art.
The ethnographic “pacifism” of the 19th century made way to a
militant avant-garde.

Avant-gardists

The artists of Uzbekistan of the 1920s and 1930s had come to
Central Asia from Moscow, Leningrad, Kiev and Siberia and were
“second call-up” avant-gardists. Still being students, they had
passed through the temptations of various formalist passions from
Malevich to Konchalovsky. Without having had the necessity to
break off with the precedent traditions of world art (this was al-
ready done by their masters) and having found themselves in an
environment of the Muslim periphery of the empire, where figura-
tive art did not exist, they perceived themselves as bearers of
culture. As a result, they did not choose the way of abstractionism
but preferred recognizable, figurative images of the world. Having
lost some of the original radicalism of the Russian avant-garde
under the conditions of the peculiar exoticism of the Turkistan
East, the artists chose as their utmost priory the creation of a
new, bipolar artistic system, taking into account the functioning
of avangardistic art in an Eastern context, that offered “oriental”
entourage and very specific traditions of decorative art.

The development of the Central Asia avant-garde (which had gone
through the way of orientalization) proceeded into two principal
directions, although there was a number of artistic groupings,
often opposing each other in their principles (in particular, the
groups of AHRR and “Masters of New East”, which practically ex-
cluded each other). At the same time, when A. Volkov, N. Kashina,
I. Mazel, V. Ufimtsev, N. Karakhan and others were experimenting
to create new interpretations of eastern motives by using the figu-
rative principles emanating from the newest Russian-European art
(such as constructivism, decorativism, and primitivism), A. Niko-
laev (Usto-Mumin), A. Isupov, O. Mizgireva and B. Nurali were
trying to synthesize the methods of eastern painting, in particular
miniature, with the largely understandable European tradition, in-
cluding Russian icon painting, Italian Renaissance, and European
avant-garde of the 20th century.

Propagandists of Arising Socialist Realism

Russian avant-gardists, who aspired to change the foundations
of the world and imported the revolution to the eastern frontier
areas of the Soviet empire, could not stand against the temptation
to go beyond the reproduction of the desirable transformation of
the East and actively participate in all political actions of the new
authorities. While preserving the eastern entourage as the “place
of action”, such as the architectural environment, landscapes, tra-
ditional costumes and ethnic characters on the one hand and the
strongly decorative character of painting on the other hand, the
Central Asian orientalists changed the “action” itself, concentrat-
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ing on the depiction of the “new life of the Soviet East”, where
they themselves had already become active players.

As a result, the avant-gardists by more and more “orientalizing”
themselves without even recognizing it, transformed into social-
ist realists. The transition was relatively painless, as both avant-
garde and the social realism created under the flag of utopia: for
the former this was the transcendent transformation of the “world
in general”, for the latter it was the reflection of the final, not yet
existing result of the communist reforms, undertaken just a day
ago. From the institutional point of view, centralized, Unions of
writers and artists (1934-1957) and the Academy of Arts (1947)
with their precisely determined statutes and regulations came to
replace the artistic groupings.

“Bourgeois” Formalists

The Stalinization of Soviet culture from the end of the 1920s to
the 1940s was reflected in different ways in the creative work
of the representatives of Central Asian avant-garde art. Some of
them, such as M. Kurzin, A. Nikolaev and others, were subject to
repressions during Stalinist purges of the late 30s. However, the
majority resignedly passed to stereotype principles of socialist
realism, by all possible means trying to avoid bein labeled as
“formalists”. Only a few artists looking for new “socialistic” topics
such as A. Volkov and N. Karakhan began to develop different
figurative stylistics close to the pursuits of the Mexican monumen-
talists of Diego Rivera’s circle. At the same time, the official aes-
thetic doctrine of “closeness to the people” and of “art as national
in form and socialist in content”, which had been developed from
the beginning of the 1940s together with the fundamental idea of
the Soviet propaganda about the great historical past of the Cen-
tral Asian nations, promoted interest into the folkloristic aspect
of popular art and, as a consequence, into its oreintalistic inter-
pretations. Orientalism, though with certain reserves, obtained an
opportunity to develop within socialist realism. In essence, for
Uzbekistani artists, among whom by that time locals such as C.
Akharov had already made their appearance, this, became the
only possible way of self-expression.

Thus, the extreme relativism of any analysis of Uzbekistani art of
the 1920-1950s, reflects the complexity of this phenomenon, de-
scribed as orientalism. As a matter of fact, each of the abovemen-
tioned aspects reconstructs, in dialectical sequence, the stages
of orientalization of Russian-Soviet art, which pretended to serve
and, to some extent, had actually served as a conductor of Euro-
pean culture to the Central Asian region.



CeeTnaHa lopweHunHa

NckyccTBo Y3beknctaHa 1920-1950-x ronos:
PenaTUuBM3M B OLLEHKAX OPUEeHTann3aLmnm pycckoro aBaHrapaa

Obpalwaschk k Hacneanw xyaoxHukoB Yabekuctana 1920 - 1950
rofos, Hen3bexHo nonagaelws B chepy KpaliHero pensTueuama,
npegnaraiolero anameTpanbHO NPOTUBONONOXHbIE OLEHKU 3TOrO
fBneHns. KonoHuanbHble Xya0XHUKM? OpUeHTannCTbl — UcKaTenm
9K30TUKM? ABaHrapgucTbl, nepectpauBalnline MUp MO 3akoHaM
uckycctea? [ponaraHgucTbl HapoxAaatolerocs coupeanuama?
«MpnxBOCTHN BypXKyasHoN KyNbTypbi» U popmanucTbl? F'epon unu
KepTBbl pexuma? OcTaBnsAs B CTOPOHE Hacneane XyLOXEeCTBEHHON
KPUTUKM, KOHCTAHTHO OTpaxaBlen rOCNOACTBYIOW Y0 UAEONOTHIO,
nonbITaeMcs NpoaHann3MpoBaTh JaHHbI DEHOMEH, 0TTaNKMBasACh
OT HEKOTOPbIX U3 NPEANOXKEHHBIX NOCHINOK.

KonoHunanbHble XYOOXHUKU

Mocne pesonwouuu dopmyna Poccua-metpononusa — TypkecTaH-
KONOHMS, MNpOM3BOLHAs KNaccU4eckoil CXEMbl €BpOMNeickoro
umnepuannama, obwenpunatas kak B Espone, tak n B Poccuu,
HeCMOTps Ha OCODEHHOCTW pYCCKOW WMMMEpPCKOW [OKTPUHBI,
MycCuMpOBaBLIEN C Hayana XX Beka WAel He 3aBOEBaHWdA, a
BO3BpalleHns K nepBoucTokam, TpaHcpopmupyetca B 1920-e
rogbl B Mudornoremy aByx ypoBHEN.

Yceunuamn  wuctopukos (M. H. Tlokposckuir, [. . Tanyso)
popesonuymoHHas  Poccns B COOTBETCTBMM C  paHHei
00ONblIEBUCTCKON  AOKTPUHOW  BUAMTCSA  TONBbKO  «THPbMOW
HapogoB», a TypkecTaH — «KOJIOHMeN PycCKOro umMnepnanusma, B
TO Bpems kak nepuog nocne 1917 roga BoCNpUHMMAETCs 3MOXOM,
03HaMeHOBaHHOW  [OOPOBONMBHLIM  COK30M  OCBOGOXOEHHbIX
HapoAoOB, TOTOBAWMX MupoBYyt pesontoynio. 1930-e roabl
NMPWBHECNN WHOE NPOYTEHMEe WMMNepuannucTnyeckon ¢GopMynbl:
MAes KOMOHWanbHbIX 3axBaToB 0ecnoBOPOTHO WCYe3aeT u3
NeKCUKoHa MCTOPUKOB, €/l HAa CMEHY MPUXOANAT MOes O «MUPHOM
npucoennHenun Hapogos CpeaHeit Asun k Poccum» n nporpammHas
yCTaHoOBKa Ha CTPOWTENbCTBO COUMann3Ma B «OTLENbHO B3ATOM
CTpaHe», NMepecTpPOEHHOW K 3TOMy BpeMeHM B pecnybnukm no
HauWoHanbHO-TeppuTopmanbHoMy npuHuyuny (1924 — 1936 rr.).
MonobHoe BHeKonmoHManbHOE NpPOYTEHMe ucTopun TypkecTaHa
MCKNKYano OLeHKY NepBOro MOKONMEHUS COBETCKUX XYAOXHUKOB
Y3bekuctaHa kak KonoHuanbHbiX. BMmecTe ¢ Tem, 3a UCKITIOYEHUEM
Y. TaHcbikbaeBa u b. Hypanu, oHu Bce hopManbHO NnpuHaanexanu
K, MCMonb3yss TEPMUH 3MOXW, «Benukopoccam». PoauBwuch B
TypkecTaHe unu npuexas ciofa no coBCTBEHHOW Bone, MaHaaTy
TypUMKa pns «pas3Butus KynbTypbl U WUCKycCTBa», B pamkax
agMWHWCTPATUBHOTO HakasaHua Unu ¢ uenblo nsbexaTb TakoBoOro,
OHUM, BHE BCAKOrO COMHEHWs, 4yBCTBOBanu cebs HocuTensamu
Bonee BbLICOKOW KynbTypbl, kKoTopyl Heobxoanmo 6bino goHecTu
0O «Ty3emueB», yTpaTWUBLUMX NPUHLKUNLI 1306pa3anTenbHOro
nckycctea. COOTHOWEHNE [LOMUHUPYWOLMUA — [OMUHUPYEMBbINA,
XapakTepHoe AN CUCTEMbl METPONONUS — KOMOHNS, COXPaHANOCH B
pamkax pycudumkaymm — cCoBetusauum cosHanua n oopm obyyeHns
MECTHOTO HaceNleHs BOCTOYHbIX OKpPauH.

Momumo 9T0ro, pacnpepeneHne XyaooXeCTBEHHbIX CWUN  Ha
«CoBeTckoM BocToke» Takxe yknagblBanocb B KOMOHWANbHYH
LLeHTPOCTpPEMUTENbHY CXxeMy: TallKeHT, cTonuLa TYpKkeCcTaHCKoro
reHepan-rybepHaTopcTBa, ewe [ONro coxpaHsan 3a cobon ponb
OCHOBHOTO LieHTpa CpeHea3naTcKkon XyA0XeCTBEHHON XU3HN.

Alexander Nikolaev (Usto-Mumin). Friendship. Love. Eternity. 1928
AnekcaHdp Hukonaes (Ycmo-MymuH). Opyxb6a. JTio6oeb. BeyHocmb
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MckyccTtBo LleHTpanbHoit A3um:

OpuneHTanucTbl — MCKaTeNMn 3K30TUKM

[0 cpaBHeHW C MNepBbLIMW MOKONEHUSIMU PYCCKUX XYAOXHWUKOB,
CBSi3aHHbIX ¢ TypkectaHom 1860 - 1910 ropoB, koraa coCTOSNOCH
noanuHHoe oTkpbiTue CpegHen Asum Poccueit n EBponoit, XygoXKHUKM
MOCTPEBONIOLMOHHbIX JeCATUNETUN N3HaYanbHo He Obinu uckaTensmm
9K30TUKM B COOCTBEHHOM cMbicnie cnoBa. [lonyyeHHoe Hacnepue
- 1 B BUAe dTHorpadgmyeckn-bbiTonucatenbckux pabot, n B dopme
MONUTU3MPOBAHHLIX MNNKCTPAUUA POCCUINCKOTO 3aBOEBAHWUA — He
BAOXHOBNANO K nofoOHbIM mouckam No npuynHe 6neknoctu yxe
co3aaHHoro obpasa TypkecTaHa U pagukanbHOro M3MeHeHNs BUAEHUA
NONNTUYECKON MCTOpuUM. NTOMUMO 3TOTO, CTEpXHEM 3noxu Obinu He
POMaHTUYECKME MHTEPNpeTaLnN 0TAANTIEHHOTO BKYNIbTYPHOM OTHOLIEHNM
MUpa W He KynbTUBMPOBAHME TpPaguuWin BOCTOYHOrO MCKyccTBa (TO
€CTb MO CYTU — CO34aHMNe KITaCCMYECKOA OPUEHTANUCTCKON ANXOTOMUM
3anaga u BocToka, MMpa CBOEro M 4yXxoro), a cos3gaHue HOBOro Mupa
COrflacHo nekanam 60NbWeBUCTCKOM YTONWM NPU aKTUBHOM y4yacTum
HOBOTO MCKycCTBa. ATHOrpaduueckuit «naynguamy» XIX Beka yctynun
MeCTO BOWHCTBYIOLEMY aBaHrapay.

ABaHrapaucTbl

YabekuctaHckne xypoxHuku 1920 - 1930-x ropgos, npuexaswue B
CpepHtoto Asnto n3 Mocksbl, JleHunrpapga, Kuesa u Cubupu, 6binun
aBaHrapaucTamu «BTOpPOr0 MNpu3biBa», KoTopble, Oyayunm ewe
CTyOEHTaMu, NpowWnu ucKyc pasHooOpasHbix opManncTuyeckux
yBneyeHuit o1 Manesuya go Koxyanosckoro. He 6yayyn noctaBneHsl
nepes Heobxo4MMOCTbK pa3pbiBa C NPeAbIAyW MM ONbITOM MUPOBOIA
XuBonucu (310 yxe 6GbINO chenaHo UX MaTpamu) M OKasaBLIUCh B
CUTYaLuM OTCYTCTBUSA N306pa3nTENbHOIO NCKYCCTBA HA MYCYNbMaHCKOR
OKpawHe UMMNepuu, OHM, YYBCTBYS ceba KynbTypTperepamu,
n3bpanu He nyTb becnpeameTHMYeCTBa, HO OTLANW NpefnoyvTeHue
y3HaBaemomy wn3obpaxeHuto mupa. lMogpacTepsiB nepBOHaYanbHbIN
pagukanuam pycCKOro aBaHrapia B ycnoBusx cBoeobpasHoii
9K30TUKM TypKecTaHckoro Boctoka, XypoxHUKM m3bpanu BaxHelwnm
NpUOpUTETOM CO3J4aHWE HOBOW, OMNONAPHOA  XyJOXECTBEHHOM
CUCTEMbI, yYUTbIBatOLW e (DYHKLMOHMPOBAHNE aBaHrapAHOro UCKyCCTBa
B BOCTOYHOM KOHTEKCTe, NpefnaraBleM «OpUeHTanbHbIR» aHTypax u
cBoeobpasHble TpaanLumM JEKOPaTUBHOrO UCKyCCTBa.

PasBuTue cpepHeas3naTtckoro aeaHrapga, nowefwero no nyTtu
OpuMeHTanu3auum, npoTekano B [BYX OCHOBHbIX HamnpaBneHUsX,
HECMOTPS Ha Hanuyue MHOTOYMCNEHHbIX, HEPeAKO OMMO3ULMOHHBIX
no MpUHLUMNAM, XyJOXECTBEHHbIX T[PYNNUPOBOK (B 4acTHOCTH,
B3aumoucknioyvatwwme AXPP wn «Mactepa Hosoro BocTokar).
B 10 Bpems kak A. Bonkos, H. Kawwuna, U. Masenb, B. Ydumues,
H. Kapaxaw u pgp. npo6osanu ¢ nomowbl n300pasuTenbHbIX
NPUHLMUNOB, POXAEHHbIX HOBENLWNM PYCCKO-EBPONENCKAM UCKYCCTBOM
(KOHCTPYKTWBM3M, [EKOPaTMBN3M U MPUMUTUBU3M), CO3[4aTb HOBbIE
WHTepnpeTayuu BOCTOYHOro matepuana, A. Hukonaes (Ycto-MymuH),
A. Ucynos, O. Musrupesa u b. Hypanu nbiTanucb CUHTE3MpPOBaTb
npuemMbl BOCTOYHOW XMBOMWUCKU, MPENMYLIECTBEHHO MWHWATIOPbI, C
WWPOKO MOHUMAeMON eBPONENCKON Tpaguunei, Bknvawwen B cebs
MCKYCCTBO PYCCKOW NKOHBI, NTanNbSHCKOr0 PeHeccaHca 1 eBponenckoro
aBaHrapaa XX Beka.
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Victor Ufimtsev. Semipalatinsk. Camel. 1922
Bukmop Y¢pumyes. Cemunanamunck. Bep6ntwod

Alexander Volkov. Going of brigade out to field. 1930 s.

AnekcaHdp Bonkos. Bbixod 6puzadsbi 8 none. 1930-e 200b/




MponaraHAMCTbI HapoXAaalwWwerocs coupeanmsma

Pycckuit aBaHrapa, npeTeHAYOWWA W3MEHUTb OCHOBbI MMpa,
MMNOPTUPYS PEBONIOLMIO HA BOCTOYHbIE OKpaWHbl COBETCKOIA
UMnepun, He MOr ycToaTb nepef cobnasHoOM He TONbKO
BOCMpPOM3BEAEHNS XKenaemblXx TpaHcopmayuin BocTtoka, Ho
W aKTWBHOFO Yy4aCTWs BO BCEX MOMWTUYECKUX aKLUsSX HOBOWA
Bnactn. CoxpaHsas BOCTOYHbIN aHTypax «mecTa AEWCTBUSA», TO
€CTb apXuTeKTypHoe obpamneHue, nen3axu, TpagULUOHHbIE
KOCTIOMbl W 3THWYECKWE TUMbI, C OAHON CTOPOHbI, W NOAYEPKHYTO
[EeKOpaTUBHbIN XapakTep XUMBOMUCK — C APYrOil, CpefHeasnaTckue
OpPUMEHTaNnUCTbl M3MEHNNN «eiCTBMEY, CKOHLLEHTPUPOBABLIMUCH Ha
n300paxeHun «HOBOI xu3Hn CoBeTckoro Boctoka», rae oHn camu
ObINK yKe aKTUBHLIMU AeACTBYOWMMN NNLAMU.

B pesynbTate 4ero npakTW4ecku HesaMeTHO ANs camux cebs
aBaHrapgucTel, Bce 6onee n 6Gonee «OPUEHTANU3MPYACHY,
npespatunncb B couypeanuctoB. lepexop 6bln OTHOCUTENbHO
6e3bonesHeH, 6o u aBaHrapg, ¥ coLupeannam TBOPUNN NOJ 3HAKOM
yTOonuUM: 4Ns NepBbix 370 HbINO TpaHcLeHAeHTHOe npeobpasoBaHue
«mupa BooOlle», Ons BTOpbiX — O0TOBGPaXeHWe KOHEYHOro,
elle He CcyljecTBylLllero pesynbTaTa TONbKO BYepa HayaTblX
KOMMYHUMCTUYeckux npeobpasoBaHuit. C UHCTUTYLMOHANbHON TOYKM
3pEHUS, Ha CMeHY XYLOXEeCTBEHHbIM TpynnupoBKaMm NpuxoasT
LEeHTpanu3mMpoBaHHble, C 4YETKO ONpejeNeHHbIMM yCcTaBamy,
Coto3bl nucatenen n xyaoxHukos (1934 — 1957 rr.) u Akapgemns
XypoxecTs (1947).

«Bbypxya3Hble» hopmanucTbl

CtanuHusayms coBeTcKOM KynbTypbl (koHely 1920-x - 1940-e
r.) no-pasHoMmy oTpasunacb Ha TBOpYeCTBe NpeAcTaBuTenein
cpefHeas3naTCcKkoro aBaHrapfa, MHOTWE W3 KOTOPbIX OKa3anucb
penpeccupoBaHHbIMU B X04€ CTaIMHCKUX YNCTOK kKoHLa 30-X rofos
(M. KypauH, A. Hukonaes 1 ap.). OgHako 60nbwmnHCTBO 6€3pOnNoTHO
nepewno K CTEPEOTUNMHbIM MPUHLUNAM  COLMaNUCTUYECKOTO
peanuama, u3beras BcemMW BO3MOXHbIMM cpeacTBaMu ObiTb
06bsBreHHbIMN  «dopmanuctamu». W nuwb  oTAEMNbHbIE
XYAOXKHUKM B MOMCKAX HOBLIX «COLMANUCTUYECKUX» TeM cTanu
paspabaTbiBaTb WMHY W300pasuTenbHy CTUIMCTUKY, OnuU3Ky
nonckam MeKCUKaHCKMX MoHymeHTanuctoB kpyra [. Pusepsl (A.
Bonkos, H. KapaxaH u ap.). Mpn atom opmunanbHas acteTuyeckas
LBOKTPUHA «HAPOAHOCTUY U «UCKYCCTBA, HALMOHANbLHOTO No hopMe
W COLManMCTMYECKOTO N0 COJEPXaHN0», pasBuBaBLIasCs BKyne C
0a30BON naeen CoOBETCKOW NponaraHgbl O BETIMKOM UCTOPUYECKOM
npownoMm cpeaHeasnatckux Hapogos (¢ Havyana 1940-x rogos),
cnocobcTBOBana nNoaaepkke MHTepeca K ONbKIOPHOA CTOPOHE
HapOAHOrO UCKYCCTBA M, CNEJ0BATENbLHO, K €70 OPUEHTANNCTCKUM
uHTepnpeTaunsm. OpueHTanuam, XxoTb U C OroBOpKaMu, NOMy4un
BO3MOXHOCTb Pa3BUTUS BHYTPW COLMANUCTMYECKOro peanuama
W ans y3BeKUCTaHCKMX XYOOXHWKOB, Cpefu KOTOPbIX K 3TOMY
BpPEMEHM YXKe NOSBUNNCL HauuoHanbHble kagpsl (Y. Axpapos), no
CYTH, CTan eANHCTBEHHO BO3MOXHbIM NYTEM CaMOBbIPAXEHUS.

Takum o6pasom, KpalHMA pensTMBW3M aHanu3a UCKyccTBa
Y3bekucrtana 1920 - 1950-x rr. oTpaxaeT CMNOXHOCTb 3TOrO
SIBITIEHUS, BNNUCLIBAIOLETOCSA B MOHATME OpUEHTanu3mMa, B KOTOPOM
KaXabll M3 NPUBEAEHHbIX BbIllE aCMEKTOB PEKOHCTPYMpyeT B
JAManeKkTU4Yeckoih nocnefoBaTeNbHOCTM 3Tanbl OpUeHTanu3ayum
pYyCCKO-COBETCKOTO WCKYCCTBA, NMPeTeHAOBABLUErO CNYyXWUTb W B
onpefeneHHONn Mepe CNyXMBLIEro MNPOBOAHWKOM €BpONeickon
KynbTypbl B CpeAHEa3MaTCKOM MUpE.

Pavel Benkov. Proclamation of the Uzbek Soviet Socialist Republic. Thend of the 1920 s.
Masen benbkos. [lpogosenawerue Y3CCP. Koney 1920-x 20008
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Boris Chukhovich

The Art of Uzbekistan from the second half of the 20-th century to the beginning

of the 21 century

Métissage as a real purpose of an utopian project

In 1960s, the matrix of global unification, introduced by the Bol-
sheviks into the project of the “New East”, generated many pat-
terns of artistic metissage, in which the interbreeding of different
aesthetic “ingredients” did not blend them together into a homoge-
neous mixture of unrecognizable components, but preserved their
authenticity and specific “taste”. As an example, the best known
work of Uzbek architecture of the time - the “Panoramic” cinema
theatre by Sergo Sutiagin — was a combination of two volumes: a
transparent foyer in the minimalist Bauhaus style and a monolithic
auditorium resembling the cross-cut fragment of a Doric column.
The combination of the two elements was frequently interpreted
as a fusion and mutual penetration of «open western» and «closed
eastern» elements. The town-planning project of the Tashkent city
center has also become a significant symbol of metissage. The
project arranged and joined two ensembles around the Central
Park, which reminded of an utopian garden-city: one regular «Eu-
ropean» and one picturesque «oriental». Claiming universality,
this kind of structure was open for external cultural injections. For
instance, the architectural ensemble built at the central square of
Tashkent in 1970s, which replicates Oscar Niemeyer’s Brazilian
utopia.

The generation of Uzbekistani artists of the 1970s — Bakhodyr
Djalalov, Djavlon Umarbekov, Gayrat Baymatov, later Vyacheslav
Akhunov, Sergey Alibekov and Alexander Razin - demonstrates
the capacity of free movement on both sides of the orientalist-eu-
ropeist mirror, just like Lewis Carroll’s Alice in Wonderland. Het-
erogeneity and mutations of their identity are distinctly expressed
at the sculptural level. As an example, we could refer to the efforts
to combine radical figurativism inspired by classical art of the 17-
th century with abstract painting, which can be associated either
with the “academic avant-garde” of the West, or with the geomet-
ric art of the Islamic world. Vagueness, ambiguity and flexibility
of association make it possible to use this principle for artists
with utterly different approaches: such as Bakhodyr Djalalov, who
has created many works ordered by the Uzbek authorities, and
Vyacheslav Akhunov, who has always remained in opposition to

Djavlon Umarbekov. Homo sapiens. Oil on canvas. 1979-80
[xaenox Ymapbekos. Yenosek pa3ymubii. Xoncm, Mmacno

the official artistic institutions.
Official art and the appearance of underground

The relative softness of the official aesthetic norms and directives
on the periphery of the Soviet State left some room for formal ex-
perimentation. Those, who did not want to follow the mainstream
of socialist realism, had an opportunity to deviate toward either
abstract ways of painting, such as Yuri Taldykin or Vladimir Bur-
makin, or hyperrealism such as Garry Zilberman, as long as these
“deviations” were not purposely directed against the Soviet ideol-
0gy.

Side by side with socialist realism and, to some extent, within
its scope, one more genre of official art appeared and was ac-
tively supported by the local political elite: “ethnic romanticism”.
This phenomenon preserved figurative painting in its centre, but
sophisticated by a multitude of multi-layer compositions and per-
spectives. Its cornerstone, however, was the glorification of the
ancient Central-Asian legacy and the origins of the Central-Asian
ethnic groups. As a result, the Uzbek underground had to be in op-
position to the two rival official doctrines: unifying and localizing.

The underground resorted to “parallel art”, built on self-referenc-
es and reflexions on the consonant artistic experiences coming to
Uzbekistan from the “external world”. Perhaps, the most distinc-
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Bahadyr Djalalov. Under the vault of eternity

Fragment of fresco in the History Museum of Uzbekistan. Sketch of the fresco
was approved at the meeting of Special Commission of the Uzbekistan Academy
of Sciences in February 1995. In 2002 the Fresco was destroyed according to the
Academy of Sciences Decree

baxodbip Oxananos. [1od ceodom eeyHocmu

®paemeHm ¢ppecku 8 Myzee ucmopuu Y3bekucmaHa. Icku3 ppecku ymeepxdeH Ha
3acedaHuu cneyuanbHol komuccuu Akademuu Hayk Y3bekucmaHa 6 gpespane 1995
200a. B 2002 20dy ®pecka 6bina yHUYMOXeHa N0 nocmaHosfieHu AkadeMuu Hayk

tive in its intellectual context was a group of Ferghana artists,
who gave rise to the symbiosis of visual and verbal artifacts. Their
works show their shared interest not only in the “Classic Orient”,
but also in certain European authors who explored the themes of
exile and pilgrimage. In particular, “The Young Ferganians” were
inspired by the Italian hermetism and Mediterranean poetry in
general, avoiding (according to one of the leaders of this school
- BCh) the Russian literature. In this regard, the works of the
Ferghana artists are saturated with multiple layers of intertextual
and intervisual connotations that make their art closer to the in-
tellectual postmodernism of the West (Gregory Kohelet, Sergey
Alibekov, Vyacheslav Useinov).

Uzbek Art Today

Official art. After the return of the totalitarian political system,
the Uzbek official art builds a new hierarchy of genres. On the top
of the pyramid, there are works ordered by the authorities, such
as the monument to Timur in Tashkent, the Timurides History Mu-
seum, or the fresco in the Museum of History. These works seem
to be the orientalistic variations on the theme of the socialistic
realism, which seemed to be buried forever. Certain fragments of
the socialistic realism picturing “life in its revolutionary develop-
ment”, were lost, while others, portraying “the positive heroes”
and representing “the national form” were very well preserved.
“The Great past” became a mirror reflection of the bygone futurol-
ogy of the socialistic realism.

Academic Art. Unlike the Soviet authorities, the Uzbek ideolo-
gists do not try either to direct formal experiments, or to forbid
them. Academic abstraction and neo-folkloric primitivism are
equally allowed. However, the Academy of Fine-Arts remains a
part of the rigid social hierarchy. Within the Academy itself, there
are “secondary hierarchical levels” that determine the priority of
one artistic genre over another. The key factor here is the search
for an aesthetic equivalent to the political discourse about the
resurrected tradition, which was once suppressed during coloni-
zation and sovietization. Geometrization, miniaturization and ar-
chaization of the artistic language are called upon to demonstrate
stylistic connection of the academic art with the ancient culture of
Central Asia, and the new media — to show the modernization of
the old tradition.

Underground and art of immigration. Despite the fact that al-
most all the Uzbek underground artists of the 1980s found them-
selves in immigration after the perestroika, a few of them still
work in Uzbekistan. In the art of both, there appear the themes of
nomadism, exile, crossed chronotopes, and intellectual reminis-
cences, in which one can see, from time to time, different faces

Sergey Alibekov. Leaving gardener. Canvas, oil, 1993
Cepeeli Anubekos. Yxodswul cadogHuk. Xoncm, Macno
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of the ex-Soviet utopia. Paradoxically, once arrived in the West,
artists-immigrants faced even more naive, but, nonetheless, as
imperious orientalistic clichés as those that dominated the so-
ciety, in which they used to live. An artist either should provide
the public with the expected “oriental” exotics, or to change his
or her identity (often the artists from Uzbekistan introduce them-
selves in the West as “Russian”, “Armenian”, or “Jewish” artists).
Otherwise, they can choose to play the role of western artist and
accepted the new rules of the social game, thereby making a tran-
sition from exile to active contributer to the art of their new coun-
try (to mention a few: Alexander Razin, Konstantin Titov, Gregory
Kohelet, Irina Zavialova, and Timur D’'Wats).

Art of suitcase. Like in many countries, which did not have the
tradition of easel painting before the colonization, the demand for
paintings in Uzbekistan is largely determined by foreign visitors:
tourists, diplomats and businessmen. To satisfy that demand,
there are many art galleries, in which one can find the works of
both famous and little known artists. The orientalistic art predomi-
nates there too: usually, from the customer’s point of view, an
artwork has to represent the region, in which it was bought. More-
over, works have to be easily transportable, i.e. compact enough
to fit a buyer’s luggage.

Contemporary art. “Contemporary art”, if it is viewed as a work
in non-traditional art-media, appeared in Uzbekistan in the 1980s
in two forms that are still present. Despite the very conventional
character of the terms, those two forms could be defined as “west-
ernism” and “localism”.

The “westernism” tried to reproduce and adapt in the Uzbek con-
text some concepts generated and “tested” by western artists. An
example of this artistic movement is the exhibitions of the “Reha-
bilitation of Possibilities” group, which was formed in the second
half of the 1980s, and ceased to exist after the immigration of
the majority of its members to the West. Even though the proto-
types of some works were inspired by well known western artists
- for instance, the combinations of repainted drawers of office
bookcases and all their contents are reminiscent of the works by
Louise Nevelson, - the members of the group tried to adjust the
adopted ideas to the rapidly changing Uzbek reality. For example,
the wrapped object has become almost an academic genre of con-
temporary art in the West. However, when applied to the bust
of the Republic’'s leader of the “stagnation” period Sharaf Rashi-
dov, in the Uzbek context, not only did it give birth to some new
aesthetic realities, but it also expanded the limits of the freedom
of artistic expression. As an essential part of every exhibition a
theatrical performance was given, where the artists deliberately
planned the indignation of the public and further wrangled with
it. This love for theatre nearly made possible an unusual perfor-
mance project: the artists planned to create theirs works in public,
interacting with spectators, as if it was a spectacle. It was con-
ceived just like a reality-show, in which the public was supposed
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to be a co-author of the act of creation. In 1990s, this ludic ele-
ment was elaborated in several exhibit projects, such as “Wonder-
ful ‘70s” and “From Wigwam to Wigwam” (Erken Kagarov, Mikhail
Djalalyan, Timur Akhmedov, and Alexander Nikolaev). Functioning
as a playground, these exhibitions resembled a theatrical décor,
even more appropriate in the settings of the “llkhom Theatre” and
the “Cinema House”.

The “localism” began by the “Stairs to the Sky” performance and
by the “Turk project | and II” environments by Vyacheslav Ahunov,
were carried out by this artist in Isfara (Tajikistan) and in the Chui
valley (Kyrgyzstan). Here, the “actual art” turns to antic and ar-
chaic traditions in order to recycle them and to find new aesthetic
effects on the intersection of the source and the recycled product.
The same ideas were specific to the group of Abdukhakim Turdyev
and the “Shaman-art” circle, formed around Engel Iskhakov. Mem-
bers of these groups were trying to move apart the genres of the
traditional easel art or to completely abandon them, exploring as
an alternative the local art traditions. At the same time, they did
not intend to unmask the precedent aesthetic values, which char-
acterize the Sots-Art, and the contemporary western art: artists
opposed to nihilism; their respect for tradition and their own con-
structiveness. Djamol Usmanov became the leader of this direc-
tion at the end of the 1990s through the beginning of the 2000s.
Their “Sufis installations”, without losing the lyrical character of
the painting, developed new elements of visual artistic language:
manipulation of the light penetrating through spaced structures,
or ornamentation of the surface and space with non-traditional
materials. Because the vision of the “art as a temple” was not
called in question, the localism peacefully co-exists with the aca-

Grigoriy Koelet. Instructions. Installation project, 2002

pueopuii Koanem. UHempykyuu. [poekm uHcmannayuu




demic art and often dissolves itself in it, losing its proper goals.
The fashion, to introduce some elements of installations and per-
formances not only into academic exhibitions of the traditional
easel art (Akmal Nur, Faizulla Akhmadaliev etc.), but also into
commercial art, as presented in tourist art galleries (“Caravan’),
begins to take place.

By the beginning of the 2000s, the third tendency in the contem-
porary art of Uzbekistan is also appearing. This perspective was
opposed to the two first and was not directed toward the “Euro-
pean” or “Oriental” identity. Artists, working in the frames of this
paradigm, could also be inspired by the archaism (Vyacheslav Ak-
hunov, “Shumer wedge writing”, 1996; Alexander Nikolaev, “Ark”,
2003) or by the recent past (minimalist installations of Elena Kam-
bina, as, for instance, “West and East”, 2004). However its es-
sential difference is not the “aesthetization of the politics”, but the
“politization of aesthetics”, characteristic, for example, for some
installation experiences of Vyacheslav Akhunov. Its social signifi-
cance is paradoxally manifested by the fact, that the majority of
works dedicated to the “illusory character of the power” (“Lenin
hills”, “Sand-money-sand”) were exhibited only in the artist’s stu-
dio. The only try of its promulgation was operatively stopped by
the Academy of Arts, which forbad the show of “Cell for leaders”
10 minutes before the opening of the Tashkent biennale in 2001.

Paradoxically enough, the supreme Uzbek authorities sometimes
use creative acts, which could easily be classified as contem-
porary art. One of the most outstanding installations created in
Uzbekistan is the Monument to Independence of Uzbekistan, in
which the elements of ready-made (the pedestal of the Lenin Mon-
ument released of the statue of the leader) coexist with surrealis-

tic grotesque (the “Globe of Uzbekistan”, a symbolic globe where
the only one country is outlined). Official pompous interpretations
aside, it is almost obvious that its plastic language is somewhat
similar to theatralization, which characterizes contemporary art
of the West. Comparing the globe, pierced by the Eiffel Tower
and put at the top of a wedding cake (a famous installation of the
Spanish artist Antoni Miralda “Honeymoon Project”, 1989), with
the “Globe of Uzbekistan” erected on the pedestal of the Lenin’s
monument (1992), we realize that, from the formal point of view,
these constructions are almost identical.

The author is a scientist of the “Laboratoire de Muséologie et
d’ingénierie de la culture” (LAMIC, Musée d’art contemporain de
Montréal) and of the interdisciplinary research group “Le soi et
I'autre”.

He is also curator of the “Musée d’art centre-asiatique” virtual
project.
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MckyccTtBo LleHTpanbHoit A3um:

Bopuc HYyxoBuy

NckyccTBOo Y3beknctaHa BTOpOM nonoBuHbl XX Havana XXI BB.

MeTucax kak peanbHas Lenb YTONMYeCKOro NpoekTa

Matpuua Bceobuiero obbeauHeHns, 3anoxeHHas bonblueBnkamn B NpOeKT «HOBOro BocTokay,
nopoauna B 1960-e roabl Hemano heHOMEHOB XyA0XECTBEHHOTO MeTUCaxa, BblpaxasLierocs
B CKPELWMBAHMM pPa3NUYHbIX 3CTETUYECKUX «MHIPELUEHTOB», B KOTOPOM MOCHefHUe He
nepemMeLwnBanucb O HEY3HaBAEMOCTM, HO COXPaHANN CBOK aBTOHOMHOCTb M COOCTBEHHbIN
cneunduyecknit «Bkyc». Tak, Haubonee M3BeCTHOE Npon3sefeHne y36EKCKON apXuTekTypbl
9TOro BpemMeHu — MaHopamHblii knHoTeaTp apxutektopa Cepro CyTaruHa — 6bin0 coeguHeHnem
ABYx 06beMoB: npo3payHoro oile B MUHMManucTckom ctune bayxaysa u rnyxoro obbema
3ana, BbINOMHEHHOro B (opMe cpe3a AOPUYECKOW KOMOHHLI. WX BpacTaHue Apyr B Apyra
HepeaKo KOMMEHTMPOBANOCh Kak B3aWMONPOHUKHOBEHWNE «OTKPLITOr0 3anNagHoro» n «3akpbiToro
BOCTOYHOrO» Havyana. He MeHee eMKMM CUMBONOM MeTUCaxa CTan rpafoCTpPOUTENbHbIN
NpoeKT LeHTpa TalwkeHTa, 06befUHAIOWNIA BOKPYr LEHTpanbHOro napka, HanoMmuHawoLlero
yTonuyeckne ropoga-cagbl Hayana XX Beka, 4Be 4YacCTU: PerynspHyl «eBpoOnenckyw» u
KMBOMNUCHO-«BOCTOYHYIO». [lpeTeHays Ha yHuBepcanbHOCTb, nofjobHas cTpykTypa Obina
OTKPbITA ANS MHOKYNbTYPHbIX MHbEKYMA. Ckaxem, Ha LeHTpanbHOW nnowasu apxuTekTopbl
otcTtpounu B 1970-e rogel aHcambnb, Bocnpon3BoaAwmuin 6pasunbckyto ytonuio Humenepa.

MokoneHue xypoxHukoB YabekuctaHa 1970-x rogoB — baxapbip [xananos, [xaBnoH
Ymapbekos, [aitpaT baitmaToB, no3xe Bayecnas AxyHos, Cepreit Annbekos, Anekcanap PasuH
— LEMOHCTpUpYyeT cnocobHOCTb, Noao6HO kapponnoBckoi Anuce, cBo60OAHO NepemelyaTbecs
no obe CTOPOHbI OPWEHTANUCTCKO-eBPONEUCTCKOro 3epkana. HeogHOPOAHOCTb W MyTauuu
UX WAEHTUYHOCTWM OTYETNIMBO BbLIPAXKAWTCA Ha MNACTUYECKOM YpoBHe. [okasaTenbHbIM,
Hanpumep, sBNSeTCA CTPEMNEHUE COEAMHUTb B OAHOM NPOWU3BELEHWM pafuKkanbHbli
cdurypaTmusuam, Bocxoaawuni kknaccuke XVIlseka, nabcTpakTHY0 XUBONUCH, aCCOLUNPYEMY IO
TO C «aKafeMnyeckum aBaHrapaom» 3anajga, To C reoMeTpuYeckuM UCKYCCTBOM MCNIaMCKOro
Mupa. PacnnbiB4aToCTb M TMOKOCTb accounaynin genaeT BO3MOXHbIM ynoTpebneHne aToro
npuHymMna, kasanocb Obl, COBEPWEHHO Pa3NNYHbIMKW XYLOXHMKaMu: ckaxem, Baxagbipom
[OxananoBbiM, CO34aBLUIXM HEMANO NPONU3BELEHNNA, aHTAXMPOBAHHbIX Y30eKCKOW BNacTbio, U
BsyecnaBom AXyHOBbIM, CTOMb Xe cTabunbHO OCTaBaBLIMMCS B ONNO3NLUM OULNANBHLIM
XYBOXECTBEHHBIM UHCTUTYTaM.

OduuynanbHOe MCKYCCTBO M ABNEHNE aHAeprpayHaa

OTHOCUTENbHAsA MATKOCTb OPULMaNbHbIX 3CTETUYECKNX YCTAHOBOK Ha Nepudepun CoBETCKOro
rocygapctsa ocTaBnfna HeKOTOpOe MPOCTPAHCTBO AN (POpManbHbIX 3KCNEPUMEHTOB. Te,
KTO He xenan cnefoBatb B hapBaTepe COLNANMCTUYECKOrO peanusma, Meny BO3SMOXHOCTb
OTKNOHUTLCA Kk abcTpakTHow xusonucu (KOpuit TangbikuH, Bnagumup BypmakuH) wnw,
ckaxeMm, k runeppeanusmy (lappu 3unbbepmaH), nuwb Obl 3T OTKNOHEHWUS He Obinu
Hapo4yuMTO HanpaBneHbl NPOTUB COBETCKOK MOEONOruN.

Vyacheslav Ahunov. Cell for leaders. Ready-made. In 2001 the installation was forbidden for demonstration in the
frames of the Tashkent biennale

Bavecnas AxyHos. Knemka dns soxdel. B 2001 200y uHcmannsyus 610 3anpewjeHa K noKasy 8 pamkax
TawkeHmckozo GueHHane
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Bahadyr Djalalov. Comprehension of unity. Acrylic on canvas
baxodbip Axananog. Oco3HaHue eduHcmea. Xxoacm, akpun

Vyacheslav Ahunov. Pastoral. Oil on canvas. 1997
Bsayecnas AxyHos. [lacmopans. Xoncm, macno

Hapsagy ¢ couymanucTuyeckum peanusmom W kak Obl B ero pamkax B
pecnybnuke nosiBNseTcs ele OAMH BUA OQULMANBHOTO WCKYCCTBa,
aKTUBHO NOAAEepXWBaeMbli MECTHOM MNOMUTUYECKOM 3nuToi. Peub
MaeT 0 «HauWoHanbHOM POMaHTU3ME», B LieHTPEe KOTOPOro octaBanach
urypatmBHas KMBOMUCb, YCIMOXHEHHAs MHOXECTBOM MAAHOB U
NepcnekTUBHbLIX NOCTpoeHuin. Ee copepxaTenbHbIM CTepxHem 6bin
KyNnbT CpeHea3naTCcKo APEBHOCTM M aKLEHT Ha TeMe KOPHE 1 UCTOKOB
cpefHeasnaTtckux HaponoB. Takum obpa3om, aHaeprpayHa B YabekncrtaHe
JonxeH 6bin MpPOTMBOCTOSTH Cpasdy [BYM NpOTMBOGOPCTBYHLWMUM
odnuManbHbIM JOKTPUHAM.

AHfeprpayHa npeanoyen «napannenbHOe WCKYCCTBO», MOCTPOEHHOE Ha
camopedepeHLNaX M NepexuBaHUM CO3BYYHbIX €My XYAO0XKECTBEHHbIX
ABNEHW, nonagaswnx B Y3beknctaH U3 «BHELWHEro Mupa» OKOMbHbIMM
nyTamu. MoxeT 6biTb, Hanbonee OpurMHanbHOM W YKOPEHEHHOW B €ro
WHTENNeKTyanbHOM KOHTekcTe 6bina rpynna depraHckux Xy[OXHMKOB,
nopoAMBLIASA POACTBEHHbIE XYAOXKECTBEHHble (EeHOMEHbl W TEeKCThI,
cBMAeTenbCTBylOWMe He Tonbko 06 obwem WHTepece rpynnbl K
«knaccuyeckomy BocToky», HO n 06 ocoboit ponu, KoTopyl urpaioT B
WX AYXOBHOM MUpe HEKOTOpble eBpOMelckne aBTOPbl, Ybe TBOPYECTBO
HanonHeHo Temamu 6poasxHWyecTBa W W3rHawua. B yvacTHocTw,
«mnagodepranlbl» BAOXHOBNAWTCA MUTaNbAHCKUM TepMeTU3MOM U
cpeAn3eMHOMOPCKON noa3nen Boobue, «MUHYS (MO BbIpaXeHUO OAHOTO
13 nupepos aToi wkonsl. — b.4.) pycckyto nutepatypy». COOTBETCTBEHHO
W paboTbl epraHCKMX XYAOXHWKOB HacbllWeHbl MAOTHBIM CHoem
WHTEPTEKCTYanbHbIX U MHTEPBU3YanbHbIX L4UTaT, KOTOpble NpMbnuXawT K
WHTENNEeKTyanbHOMY MOCTMOAEPHU3MY UX TPAAULMOHHO CMMBOMUYECKYHO
u npuxoTnueo npopaboTtaHHyw xusonucb (Mpuropuir Koanet, Cepreit
Annbekos, Bsyecnas YcenHos).

WUckyccTBo Y36ekucrtaHa cerogHs

OdmumanbHoe uckycctso. B ycnoeuax Bo3Bpata Kk TOTanuTapHom
nonuTuyeckoi cucteme ysbekckoe ouLmanbHoe UCKYCCTBO BbICTpanBaeT
HOBYI0 XaHPOBYI0 Mepapxuto. HaBepxy nupamuibl HAX0AATCA NPOU3BEAEHUS,
3aKkasaHHble BbICWEN BNacTbl, Kak, Hanpumep, namaTHuK Tumypy B
TawkeHTe, My3ein uctopum Tumypugos unu dpecka 8 Mysee uctopuu. 3tu
paGOTbI KaXyTCca OPpUEeHTANnnCTCKUMuM Bapmnaynamun Ha coupeannctuyeckume
TeMbl, kasanocb Obl, HaBeku norpebeHHble NOA KyNbTypHbIMU CNOSMK
NepecTpoeyYHbIXx KaTaknusmos. HekoTopble QparMeHTsl coupeannama,
TpeboBaBlwero n3obpaxeHns «KW3HW B ee PEBOJIIOLNOHHOM pasBUTUMNY,
okasanucb 6e3B03BPaTHO YTpPayeHHbIMU, ApPYyrhe, npeAcTaBheHHble
«MOMNOXNTENbHBIMW TEPOSMU» U KHALMOHANBHON HOPMOI», — COXPaHUNNUCh
Hennoxo. «Benukoe npownoe» CTano 3epkanbHbiM OTpaxeHWem Bbinon
coupeanuctuyeckon gyTtyponoruu.

AKkapeMnyeckoe WCKyccTBO. B oTnuume 0T CcOBeTCKMX BRacTeit,
y36eKckne MOEoNorm He MbiTalTCA yNpaBnsaTh GOpManbHbIMU NOMCKaMK
n Tem 6Gonee 3anpewatb WX, byab TO akagemuuyeckas abcTpakyus
UNM Heo(ONbKINOPHBLIA NpUMUTUBNU3M. TeM He MeHee, [LesTeNbHOCTb
Akagemun XynoxectB, 06befuHsOLW e NpodeccMoHanbHbliX XyA0XHUKOB
Y3bekuctaHa, octaeTcs BNAeTeHHOW B 0OLWylo coluuanbHylo uepapxuio,
W B Hell caMoll Takxe NPOCNEXUBAKOTCH MepapXuyeckue CTPYKTYpbl
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«BTOPOr0 nopsigka», onpeaenswline 3HAYUMOCTb TOr0 WK
WHOTO HanpaBneHus B y36eKkckoM uckyccTee. [loMUHUpPYeT 3aechb
MOWUCK 9CTETUYECKOro 3KBMBANEHTa MONUTUYECKOMY AUCKYpCY O
BO3POXAEHHOW Tpaguuuu, NpepBaHHOM B Xo4e KOMOHMU3auunW u
coBeTusauun. FeomeTpusauus, MUHUATIOpU3aLUNa U apxausayus
XYOOXECTBEHHOr0  A3blka  MPU3BaHbl  NPOLEMOHCTPUPOBATH
CTUMUCTNYECKYIO CBA3b aKafeMUYECKOTO UCKYCCTBA C NaMATHUKaMM
ApeBHei 1 cpeaHeBekoBOM KynbTypbl CpegHel A3umn, a cTpemneHne
K HOBbIM Meaua — 06HOBNeHWEe APEBHEN KynbTypbl U OpraHnYyHoe
HapoX4eHue MHHOBAaLM U3 Tpagnuuni.

AHpeprpayHa M MCKYCCTBO MMMMUrpauuu. XoTs MOYTU BECH
y3bekckuit aHpgeprpayHg 1980-x okasancs B amurpayuu nocne
nepecTpoiikn, HeKoTOopble €ero npeacTaBUTENU MNO-NPEXHeMy
paboTatoT B Y3bekuctaHe. TBOPYECTBY TEX U APYTUX CBOWCTBEHHDI
TEMbl HOMajW3Ma, WM3rHAaHHWMYECTBA, CKPELlEHHbIX XPOHOTOMOB,
W UHTENNEeKTyanbHbIX PEMWHWCLEHLUWUN, B KOTOPbIX BCMMbIBAKT
BpeMs OT BPEMEHM pasnuyHble NWUKUM COBETCKOW YTOMWM.
MapagokcanbHbiM 06pa3om, oka3aBlWwuCch Ha 3anage, XyLOXHWUKKM-
IMUTPaHTLI CTankuBawTCcs C ele Donee HaWBHLIMU, HO HE MEHee
BNAaCTHbIMW OPWEHTANUCTCKMMU KNULWE, Hexenu Te, 4To BbITyOT
B TOW cpefe, KOTOPYK OHU MOKMHYNU. XYOOXHUK JOJXEH nubo
npeabaBuTb nybnuke OXuWAaaemyw OT HEro 3K30TUKy, nubo
CMEHUTb MOEHTUYHOCTb (HEepeaKo XYAOXHMKM M3 YsbekucTaHa
npenctaBnsawT cebs Ha 3anage «pyCCKUMM», «apMSHCKUMMY,
«EBPENCKNMUY XYAOXKHUKaMK), nnbo, HaKoHeL, NPOAONKUTL CBOI
TBOPYECKMA MOWUCK B CTaTyce 3anajHOro XyAoXHWKa, NpuHMMasn
HOBble NMpaBuna Urpbl 1 nNepexons W3 CTaAWM W3rHaHHUYEeCTBa K
aKTMBHOMY J€/CTBUIO B HOBOM KOHTEKCTE: YNOMSHEM B 3TOW CBA3M
umeHa AnekcaHgpa PasuHa, KoHcTaHTuHa TutoBa, [puropus
Koaneta, UpuHbl 3aBbanosoi, Tumypa [1'BaTca.

UckyccTBO cakBosixa. Kak 1 BO MHOFMX CTpaHax, He UMEBLIUX A0
KONOHM3auuN TpaauLMi CTAHKOBOM XWBOMUCK, CIPOC Ha KapTUHbI
B Y3bekuctaHe onpeensietcs B 3HaUMTENbHOM YacT NpUesKuMu:
TypucTamu, gunnomMatamu M KOMMepcaHTamu, COTpyAHUYAOWMMU
c Y3bekuctaHoM. [Jns ux ycnyr cO3faHo HEMano Xy40XeCTBEHHbIX
CanoHoOB, B KOTOPbIX HEPEAKO BbLICTABMST CBOM NPOU3BEAEHMUS
Kak ManoW3BECTHble, Tak W WMEHWUTble XyJOXHUKU. 3Aecb Takxke
npeobnafaet opueHTanucTckas npobnemaTuka: kak npaBuno,
B rnasax nokynatens npuoGpetaemoe npoussefeHue [OMKHO
ObiTb penpeseHTaTUBHLIM NS TOTO peruMoHa, rae OH okasancs.
CywecTBeHHOe 3HayeHne npuobpeTtatoT rabaputsl paboT, KoTopbie
LOMXHbl BbITb NErko TpaHcnoptabenbHbl U He JOCTaBUTbL XN1OMOT
ux Bnagensuy, yknagbiBatwwemy 6arax nepej Bo3BpalleHMEM Ha
POAMHY.

Alexander Razin. Black Box. 1999, ready-made
Anexcandp PazuH. YepHas kopobka
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Contemporary art. Ecnu noHumatb Noja  «COBPEMEHHBIM
MCKyCCTBOM» TBOPYECTBO B HETPajAULMOHHbIX Meaua, TakoBOe
nosensetcasY3bekuctaHe ¢ 1980-xroaoB, koraa BbIpMCOBbLIBATCA
ABa HanpaBneHus, npetepnesawwme metamopdosbl No Ceit AeHb.
Mpu BCel yCnoBHOCTW TEPMMHOB, UX MOXHO Obino Obl HasBaTb
3anagHN4yeckuM 1 NOYBEHHUYECKUM.

B pamkax nepBoro HanpaBnewus Obina cAenaHa cTaBka Ha
BOCMpoM3BeaeHne U obbirpbiBaHne B y30eKCKOM KOHTeKcTe
HekoTopbiX uaen, anpobuposaHHbix Ha 3anage. lMpumepom TOMY
MOFyT CNYXMUTb BbICTABOYHble OMNbITHI rpynnbl «Peabunutauns
BO3MOXHOCTEN», KOTOpas cnoxunace B0 BTopon nonosuHe 1980-
X TOAOB W pacnanacb NOCNe 3aMUrpauuu rnaBHbIX AENCTBYHLWMX
nuy. flaxe ecnu npoToTMNbl HekoTopbix paboT rpynnbl Gbinu
04YeBUIHbl — KOMBUHALMM NepeKpalleHHbIX SALWMKOB KaHLENspCcKux
wkagoB CO BCEM WX COAEPXWUMbIM SBCTBEHHO HaNOMWUHanM,
Hanpumep, paboTbl Jlyns HeBenbCOH, — XYAOXHWUKA CTPEMUAUCH
afanTupoBaTb 3aMMCTBOBaHHble uaen Kk ObICTPO MeHsBLelics
y3bekckoit geictButensHocTu. Ckaxem, obopaymBaHue o6bEKTOB,
cTaBllee Ha 3anage NOYTH akafeMUYECKUM KaHPOM COBPEMEHHOTO
uckycctea, Oyayyum npuMeHeHHbIM K 6l0CTam pykoBOAUTENS
pecnybnuku nepuofa «sactoa» lWapada Pawwnposa, nopoxgano
He TONbKO HOBble Ans YsbekuctaHa 3cCTeTMYECKWE peanuu, HO
W pacwupsano ropu3oHTbl cBoboAbl TBOPYECKUX BbiCKa3biBaHMIA.




Alexander Nikolaev. Aquarium. 2004
AnekcaHdp Hukonaes. Akgapuym

Alexander Nikolaev. Chain. 2003
AnekcaHdp Hukonaes. Llenb

Oco6eHHO BaXHbIM B AeATEeNbHOCTU rpynnbl Gbino nNpefcTaBNeHUe BbICTaBKM
Kak CcrnekTaknss — apTUCTbl CO3HATENMbHO MMAHWPOBaNW BO3MyLWeHUe Ny6nukm
W panbHedwykw nepebpaHKy C Hell, ycTpauBanu KOCTIOMUPOBAHHbIE pOMeBble
obcyxaeHus u 1.4. OTO CTpemneHWe K TeaTpanusauuu efjBa He BbINUIIOCH B
OCYLLECTBNEHNE NPOEKTA CMEKTAKNA, UTpaemMoro XyfoXHUKaMn No Xo4y co3faHus
XYBOXECTBEHHbIX MPOW3BEAEHWA: peyb wWwna o nogobun puan-woy, noceuwas
KOTOpO€ 3puTenu CTaHOBUIUCL COYYaCTHMKaMN COBMECTHOrO KpeaTUBHOrO akTa. B
1990-e roabl 3Ta nepdopMaTUBHOCTL Gbina pa3BuTa B HECKONIbKMX KONMEKTUBHbIX
WHCTannsALUMOHHbIX npoekTax «MpekpacHble 70-e», «/A3 BUrsama B Bursam» u T1.4.
(OpkeH Karapos, Muxann [dxanansH, Tumyp Axmenos, AnekcaHnp Hukonaes),
npeacTaBnawLWmMx coboi HeKyt TeaTpanbHy Aekopayuio, Tem 6onee yMECTHYI0,
4TO yCcTpauBanuch 3Tu akuum B pore Teatpa «Mnbxom» n «[loma kKuHo».

«MoyBeHHMYeckoe» HanpaBneHue 6biNo OTKPbITO nepdopmaHcoMm «JlecTHULbI
B Hebo» n uHBailpoHmeHTamu «Topkckuii npoekT | n ll» BayecnaBa AxyHoBa,
OCYWEeCTBMNEHHbBIMWN 3TUM XYAOXHUKOM B Wcdape (Tagxukuctad) w gonuuHe Yy
(KbipreiacTaH). 3aecb B OCHOBe «akTyanbHOro» nexano obpaleHune K ApeBHEMY
W apxauyHOMY UCKYCCTBY pEruMoHa, ero BTOpu4Has nepepaboTka W HaxoxaeHue
Ha nepecevyeHUn UCTOYHMUKA W NnepepaboTaHHOIO NPOAYKTA HOBLIX 3CTETUYECKMX
atpdektoB. Ta xe nporpamma obbeauHsna rpynny Abayxakuma TypabieBa W
kpyr «WamaH-apT», chopmupoBaBLIniica BOKpYr OHrens McxakoBa. XygoxXHUKK,
BXOAMBLWME B 3TN 0O6beANHeHMs, cTapanucb pa3aBUHYTb XaHpbl TPALULNOHHOTO
CTAHKOBOrO TBOpYECTBa WMM BOBCE WX MOKWHYTb, obpawascb B nouckax
anbTepHaTMBLI K NOKanbHOW Tpaguuun. Mpu 3TOM OHUM He ObINW HaLeneHbl Ha
pasobnavyeHue Kakux-To NpeabIayLWUX 3CTETUYECKUX LEHHOCTEN, YTO XapaKTepHO
Ans cou-apTa MM COBPEMEHHOro McKyccTBa 3anaja: HWUTUAU3MY XYROXHUKM
NPOTWBOMOCTABNAT yBaXeHWEe K Tpaguuum u co6CTBEHHYI0 KOHCTPYKTUBHOCTb.
Jlngepom atoro HanpaBnexus B koHue 1990-x n Hayane 2000-x rogoB cTaHOBUTCS
Oxamon YcmaHOB, 4YbM «Cy(PUCTCKME WHCTANNALUWY, HE Tepss JIMPUYHOCTM
XWBOMUCHK, COCPENOTOYEHbl HA pa3paboTke HOBbIX Ans Y36ekuctaHa anemMeHTOB
BM3YanbHOTO XyJOXECTBEHHOTO S3blka: Urpe co CBETOM, MPOHWKAOWNUM CKBO3b
NPOCTPAHCTBEHHbIE CTPYKTYPbI, UM K€ OPHAMEHTAL UM NTIOCKOCTU M NPOCTPaHCTBa
C MOMOLLbK HETPAAWLWNOHHBIX MaTepuanos. 3amMeTuM, 4TO, NOCKONbKY BuaeHue
«MCKYCCTBA Kak xpama» npu 3TOM He NOABEPranocb COMHEHNIO, NOYBEHHNYECKOE
aKkTyanbHOE MCKYCCTBO MWPHO COCYWeCTBYeT C akagemMuyeckum U 4acto
pacTBopsieTcsl B HEM, Tepss COOCTBEHHble Lenun. 3aMeTHOW CTaHOBWUTCS Mofa
BHOCUTb KOCMETWYECKMEe 3NEMEHTbl MHCTannsuuin M nepdopmaHca He TOMbKO
B aKkajeMuyeckne BbICTaBKW TPaLWULWUOHHOTO CTAHKOBOro wuckyccTBa (Akmanb
Hyp, ®ansynna Axmaganwes u Ap.), HO faxe M B KOMMEPYECKOE WCKYCCTBO,
BbICTABNSEMOE B XyAOXECTBEHHbIX canoHax (ranepes «KapaBaHy).

K Havyany 2000-x ronoB B coBpeMeHHOM UckyccTBe Y3bekuctaHa BbIpUCOBLIBaeTCS
W TpeTbs NEPCNEKTUBA, Bbipaxawllascs B ONNO3ULUN NepBbIM IBYM W OTCYTCTBUM
CKOMNbKO-HUOYAb OTYETIMBON NPUBSI3KM K  €BPOMENCTCKOM» UM «OPMEHTANNCTCKOM»
MOEHTUYHOCTH. XYAOXHWKK, paboTawlme B pamkax 3TOW mapagurmbl, Takxe
MOTyT BAOXHOBNATLCA apxaukon (Bsyecnas AxyHos, «llymepckas knuHonucb,
1996; AnekcaHgp Hukonaes, «Kosuer», 2003) unu xe HefaBHWM NPOLWMbIM
(MuHMManucTckne uHcTannauum Enenbl KambuHoit, kak, Hanpumep, «3anag
n Boctok», 2004). OpHako CyWeCTBEHHbIM €e OTNUYNEM SBNAETCA He
«3CTeTN3aLMN NOMUTUKNY, HO «NOMUTU3ALMUA SCTETUKNY, CBONCTBEHHASA, CKaXeM,
MHCTannsILMOHHbIM onbiTam BsavecnaBa AxyHoBa. WX coynanbHYyK 3HAYMMOCTb
napagokcanbHo obHapyxusaeT TOT PakT, 4T0 6ONbWMHCTBO paboT, NOCBALEHHbIX
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«bpeHHoCcTM Bnactu» («JleHuHckne ropku», «[leHbru — necok
— [eHbrn»), Obinn BbICTaBNEHbl NUWbL B MAacTePCKON XY[OXHMKA.
EAMHCTBEHHYI0 nonbITKY UXx o6HapofoBaHus AkageMuns Xy[oxecTs
onepaTMBHO Npecekna, 3anpeTns nokas «KneTkn ang soxgen» 3a
10 MuHYT go oTKpbITMA TawkeHTckon BueHnane 2001 roga.

Mapagokc 3akniw4aetcs W B TOM, 4TO cama Bbiclas y3bekckas
BnacTb npuberaeT nNopol K OpUrMHaNbHbIM KpeaTUBHbIM akTam,
koTopble Mornu 6bl BbITb KnaccuduumpoBaHbl Kak contemporary
art. OgHon n3 Hanbonee BbIJAKLWMUXCA NHCTANNALNA, CO3AAHHbIX B
Y3beknctaHe, aBnsetca namaTHuk HesaBucumoctn YabekncraHa,
B KOTOPOM COCYLIECTBYIOT 3nemeHTbl ready-made (noctameHT
npeabigylwiero namsTHUKa JIEHUHY) UM cloppeanucTMYeckoro
rpotecka (rmobyc oTtmenbHo B3ATOW cTpaHbl). OTBnekascb OT
NOBEPXHOCTHbIX O(MWLNANbHbIX TONKOBAHMA 3TOT0 MOHYMEHTA,
TPYLHO He yBMAETb ONnW30CTb €ro MnacTU4eckoro A3blka
TOW TeaTpanusayuwu, KOTOpas CBOMCTBEHHA CerofHsLHeMy
akTyanbHoMy uckycctBy 3anaga. CpaBHuBas rnobyc, HaHU3aHHbI
Ha OideneBy 6alH0 M NOCTABNEHHbIA HA BEPLIWHY NPa3fHUYHOTO
TOpTa (3HAMEHWUTAs MHCTANNALUSA UCNAHCKOTO XyJOXHWKA AHTOHM
Mupanbga «MepoBbiit Mecsiyy, 1989), u rnobyc YsbekucrtaHa,
BOAPYXEHHbIN Ha JNeHWHCkuit noctameHT (1992), ocosHaelws,
4TO C (OpManbHON TOYKW 3PEHWUS 3TW COOPYXKEHUS MNOYTH
TOX/[ECTBEHHbI.

Aemop sensemcsi  Hay4YHbIM  compydHukom Jlabopamopuu
akcnepumenmansHol my3zeonoeuu (LAMIC, Musée d’art contem-
porain de Montréal) u mexducyunnuHapHol uccnedogamenbckoll
epynnbi «Le soi et 'autrey.

OH makxe sengemcs Kypamopom eupmyasibH020 npoeKkma «Myselj
UeHmparnbHoas3uamcKoeo uckyccmear.

Jamol Usmanov. The Blind Men and the Elephant. 2003
[xamon Ycmarnos. Cnenybl U CHOH

Fayzulla Akhmadalie, Jamol Usmanov. X Position 2005
®auzynna Axmadanues, [xamon Yemarnos. X Position
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Vyacheslav Akhunov

Vyacheslav Akhunov’s works are as different as his many identities: as the author of
academic abstract paintings, he doesn’t seem to have anything in common with the cre-
ator of his innumerable installations; as a writer-philosopher, working on post-modern
fusion of essays and novels, he in no way reminds us of an artist interested in new forms
of political satire.

At the beginning of the 1980s he was well-known as the initiator of the first Uzbek hap-
penings (“Overcoming the abyss”, 1980; “Washing Away and Burning the Text”, 1981;
“Sweet River”, 1981,) and simultaneously as a painter, who defended “poetic neoreal-
ism” confronting official art (“A House on fire”, “A Paradigm of the White Horse”, “Home
of the Lonely”, “The Artist Mani”). At the beginning of the 1990s he claimed for the ex-
pulsion from his personal dictionary of everything which had no relationship to painting
(series “Total Painting”) having built simultaneously the first Central Asian environments
(“Turkic kurgan”, “Turkic project” and others). At the beginning of the 2000s, working
mostly on exhibitions and literature, he suddenly created a series of painted collages,
wittily rephrasing the remarkable works of the Russian orientalist Vasily Vereshagin and
arranging a virtual meeting of the pre-colonial and colonial past of Central Asia with
its post-colonial reality (“The Apotheosis of the War II”, “Tamerlane’s Gate II”. In this
imaginary identification chaos, two force lines are visible which are understood more
easily against the background of transition period, which Central Asian art lived through
in the last decades of the 20th century.

Akhunov studied at the Surikov Institute of the Academy of Fine Arts of the USSR in
Moscow, which allowed him to play a role akin to the Trojan horse, infiltrated into the
system of conservative Uzbek art of the 1970s. Sufi motifs, appearing in his work in
the 1970s together with birds and animals images, as well as numerous variations of
clay, sand, and ground, were adopted and developed by the artists generation of the
perestroika and post-perestroika periods, who continue to use them till recently. Akhu-
nov himself, however, quickly left thematic figurativism behind and experimented with
several intermingled paradigms in his paintings. Beginning with abstraction as it is,
he added layer upon layer of abstract painting and realistic representation as well as
a unique type of seriography in an academic style, turning Andy Warhol’s idea upside
down. This, his fundamentally modernist series, ended up interrupted - or finished - in
the middle of the 1990s.

Parallel with modernism summation, Akhunov tries the forms of contemporary art - in-
stallations, environments, happenings and video art — revealing destructing attitude

Vyacheslav Akhunov, Sergey Tychina. Fish (Clay Fish). Video. 2004
Bsyecnas AxyHos, Cepzell ToiyuHa. [NuHAHbIe pbibbl. Budeo
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toward urban artistic culture within which his painting career was
a success. His first experiences with actual art were connected
for Akhunov with mystical eastern doctrines — Zen and Sufism
(the actions ‘Mediation or worthless pastime of pantheismatics’
1979-1991.). Later his emphasis changes in the direction of more
socially oriented art, playing with political connotations (series
of installations ‘Wandering Dunes’, ‘Sand of Oblivion’, ‘Lenin
Coaster’, ‘A Cage for Leaders” end of 1990s-beginning of 2000s).
Finally, at the end of the 2000s, the artist presented his first video
art works, in which again appears the subject of Sufi Way (‘Ascen-
sion’, 2004) and halts during the Way (‘Corner’, 2004).

In recent years Akhunov actively cooperates with Sergey Tychi-
na, an artist and designer, who has become co-author of several
their video projects (‘Corner’, ‘Ascension, 2004) and installations
(‘Money — Sand - Money’, ‘Adam, Eve, “...and Others”, 2004).

It is worth mentioning that each of Akhunov’s identities awakened
waves of often talented followers in Uzbekistan, who have been
developing its potential. At the same time Akhunov’s intellectual
nonconformism remains completely unique in the republic’s artis-
tic life, where today elegy and relaxed contemplation prevail.

Boris Chukhovich

Vyacheslav Akhunov, Sergey Tychina. Money-Sand. Sand-Money. 2004
Bsyecnas AxyHos, Cepzell ToiyuHa. [eHbeu-llecok. lMecok-LeHbau
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Bayecnae AXyHOB

TeopyectBo BsyecnaBa AXyHOBa COAEPXMUT Ccliedbl MHOXeECTBA MWOEHTUYHOCTEN:
kak aBTOp akagemuyeckon abCTPaKTHOM KWBOMUCKU, OH, KaXeTCs, He WMeeT TOoYek
COMPUKOCHOBEHMS C TBOPLOM CBOWUX MHOTOMWUCIIEHHbIX WHCTANAAUWNA; Kak nucaTenb-
dunocod, paboTawwwnin Hag NOCTMOAEPHNCTCKAM CITIUSIHUEM 3CCe U pOMaHa, OH HUYEM
He HanoMWHaEeT XYAOXHMKA, YBIIEYEHHOTO HOBbIMWU (DOpPMaMM NOMUTUYECKON CaTUPbI.

B Havane 1980-x rofoB OH Obin M3BECTEH Kak MHMLMATOP NEPBbIX y30EKCKUX XeNMNeHUHroB
(«MpeogoneHue nponacTtu», 1980; «CmbiBaHue u cxuraHune Tekctar», 1981; «Cnagkas
peka», 1981) n ogHOBpPeMeHHO — Kak Xwusonucel, B MUKy O0duULMaNbHOMY MCKYCCTBY
0TCTauBaWLLMA XaHP «NO3TUYeCKoro Heopeanuamar» («lopawuin gom», «lapagurma
Benoro KoHa», «om OgnHokux», «XygoxHuk Manu»). B Hauane 1990-x oH npeTeHayet
Ha W3rHaHWe W3 CBOEro NNacTuMyeckoro CroBaps BCEro, YTO He WMeeT OTHOLWEHMS
COOCTBEHHO K XMBOMUCHOW peyn (cepus «ToTanbHas XUBOMUCbY), HO OAHOBPEMEHHO
co3faeT nepsble CpeaHeasnaTckne MHBANPOHMEHTHI («TIOPKCKMI KypraHy», «TIOpKCKMiA
npoekT» u T.4.). B Hayane 2000-x rofos, 3aHUMasnCb B OCHOBHOM WHCTannauuamu w
NUTEpPaTypHbIM TBOPYECTBOM, OH BHE3aMHO BbIMOMHAET CEPUI0 XKUBOMUCHBIX KONMaxen,
OCTPOYMHO nepedpasupys 3HameHWTble paboTbl pycckoro opueHTanucta Bacunus
BepelwarmHa n opraHusys BUpTyanbHYl0 BCTPeYy AOKONOHMANbHOTO W KONOHMAMNbHOrO
npownoro CpegHeit A3un ¢ ee NOCTKONOHWANbHLIM HacToAWNUM («Anodeos BOHbI Iy,
«BopoTa TamepnaHa Il»). B 3TOM MHUMOM MOEHTUPUKALMOHHOM XaoCe SBCTBEHHO
BbIPUCOBbLIBAOTCA ABE CUIOBbIE NTUHUW, KOTOPbIE Nerye NOHATb Ha (POHE NepexoaHoro
nepuoga, nepexusaemoro uckycctsom CpepHeit Asum B nocnefHue gecatunetus XX
BeKa.

XwusonucHoe obpasoBaHue, nonyyeHHoe AXyHOBbIM B CypUKOBCKOM MHCTUTYTE
Akagemun xypoxects CCCP B MockBe, No3BONMNO emy cbirpaTb pofib TPOSIHCKOTO
KOHS, BHEJpWBLUErocs B CUCTEMY KoHcepBaTWBHOro Yysbekckoro wuckycctsa 1970-x
rogoB. CyducTckne MOTWBLI, NosiBUBLIMECH B ero TBopyecTBe B 1970-e rogbl BMecTe
c obpasamu NTUL W XMBOTHbLIX, @ Takke B pa3Ho0Opa3HOM BapbWpOBaHWUM TEMbI FAUHbI,
necka u 3emnu, 66InM NOAXBaYeHbl U PA3BUTHI NOKONIEHUEM XYA0XHUKOB NEPECTPOEYHOTO0
M NOCTNEPECTPOEYHOrO0 BPEMEHU, MPOAOMKAKLWMX IKCNIyaTUpoBaTb 3TU CHOXETh
BNNOTb [0 cerogHswHero AHa. Cam xe AXyHOB ObICTPO OTOWEN OT TEMaTU4ECKOro
cdurypaTusuama u anpobupoBan B CBOMX XMBONUCHbIX paboTax HECKOMbKO CMEHSIOLLUX
Apyr apyra napagurm. CHavana 6bina abcTpakuns kak TakoBas, 3aTeM HanoXxeHne gpyr

Vyacheslav Akhunov, Sergey Tychina. Ascent. Video. 2004
Bsyecnas AxyHos, Cepzell ToiyuHa. BocxoxdeHue. Budeo
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Ha fgpyra cnoeB abCcTpakTHOM XMBOMUCM M peannuCcTUYeCKUX PEnpeseHTalnit, a Takke
cBoeobpasHas cepuorpaus Ha akagemuyeckui naj, nepeBopayuBaBliaf C HOT Ha
ronosy uaeu OHAW Yopxona. 3Ta B 0OCHOBe CBOel MOAEPHUCTCKAsA NIMHUSA OKa3blBaeTCs
npepBaHHON — UMK Xe 3aBepleHHOoN — B cepeanHe 1990-x rogos.

[MapannenbHo ¢ nNoABefeHMEM MOAEPHUCTCKUX MTOroB AxyHoB npuberaet k copmam
COBPEMEHHOr0 UCKYCCTBA — MHCTaNNALNAM, NHBANPOHMEHTAM, XENMNEHUHTaM U, HaKoHeL,
BuLeoapTy — obHapyxuBas npu 9TOM AeCTPYKTUBHOE OTHOLIEHME K TON ypBaHUCTUYEeCKON
XYAOXEeCTBEHHON KynbType, B paMkax KOTOPOW YCNewWwHo OCYLWeCTBNAETCH ero kapbepa
xusonucua. MepBoHayanbHble ONbIThl aKTyanbHOr0 UCKYCCTBA CBA3bIBANUCH AXYHOBbLIM
C MUCTUYECKN BOCMPUHSATHIMU «BOCTOYHBIMUY AOKTPUHAMMW — A33HOM M CypuamMom (akymuu
«Mepgutauuun, unu HukyemHoe BpemanpenpoBOXAeHNe naHTenamaTukos», 1979 — 1991).
B panbHellwem akueHT cmellaeTcs B CTOPOHy Gonee counanbHO OPUEHTUPOBAHHOMO
WCKycCTBa, Mrpawmlero nNONUTUYECKMMU  KOHHOTaALWUAMM  (Cepus  MHCTannayui
«CtpaHcTBylowne bapxaHbl», «lecok 3abseHusn», «JleHuHckue ropku», «KneTtka ans
Boxgei», konel 1990-x — Hauyano 2000-x rr.). Hakorew, B Hayane 2000-x rofoB XyA0XHUK
ocywecTtsnset nepsble paboTbl B 06nacT BuAeoapTa, B KOTOPbIX BHOBb BO3HMKAeT TeMa
cypuctckoro MyTtu («Bocxoxaenuer, 2004) n octaHOBOK Ha HeM («Yrony», 2004).

B nocnepHue roabl AXyHOB aKTUBHO COTPYLHUYAET C XYAOXKHUKOM U Au3anHepom Cepreem
TbI4MHOM, CTABLUUM €ro COaBTOPOM NpU CO3JaHUM HECKONbKUX BUAEONPOEKTOB («Yromny,
«BocxoxpeHuey, 2004) n nHctannauuin («JeHbru — necok — aeHbru», «Agam, Esa u...
Apyrue», 2004).

HeobxoanMMo OTMETUTH, YTO Kaxaas MAEHTUYHOCTb AXYHOBa nopoxaana B Y3bekucrtaHe
BOMHY nocrnepjoBaTeneil, 4yacTo TanaHTNMBbLIX, KOTOpPble pa3BWBann 3anoXeHHbie B
Hel noTeHuun. Mpn 3TOM MHTENNeKTyanbHbIl HOHKOH(MOPMN3M AXyHOBa OCTaeTcs mno-
CBOEMY YHUMKanbHbIM B XyA0XECTBEHHON XW3HU pecnybnukn, rae cerogHs npeobnagatT
paccnabneHHas co3epuaTenbHOCTb U aNerns.

bopuc Yyxosuy

Vyacheslav Akhunov, Sergey Tychina. Corner. Video. 2004
Bsavecnas AxyHos, Cepeell ThiquHa. Yeon. Budeo
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Alexander Nikolaev

Alexander Nikolaev is an artist dynamically and actively searching for his own place in the con-
text of modern trends, he is single-minded and dynamic. His creative work is a vivid example of
the way the art of Central Asia is exiting the circle of traditional perceptions.

After his first installations, Nikolaev made a decision to continue development at the junction
of experiments and traditions. He works with archetype materials (clay, sand, textiles) and at
the same time creates kinetic objects close to constructivist school. It is important for the artist
to translate every event into a symbol, ‘recode’ it, fill it with philosophical sense of a dialogue
between the rationalism of the West and the metaphoricism of the East.

As time goes by, the projects in which Nikolaev combines his installations, objects, photo and
video become for him an organic way of thinking about modern society. The artist issues chal-
lenges having become classical in a sense, but, as one can see, have not lost their topicality:
civilization and culture, urbanism and traditional values, a man and society, old and new my-
thology. He builds his works on urbanism and fragile world of nature dramatic contradictions, on
the contrast of impersonal concrete buildings blocks and old Uzbek style residential areas.

‘I want to go to Hollywood’ (2002) video film is an ironic story of a young man who is a hostage
of his own dream to become a film star. He gradually loses his individuality, trying to fit a ste-
reotype. In this work Nikolaev unexpectedly uncovers a fragment of sometime ago grandiose
‘world map’ of a Soviet citizen and his myths of the West, his psychology and complexes. The
aesthetics of the video is principally natural, it is close to amateur filmmaking. It makes an ef-
fect of facing the inner world of a real person, hidden from outsiders.

The combination of Eastern existentialism and social problems is investigated in Nikolaev’s
video film ‘A House’ (2004). In chime with the Eastern traditions, nothing is emphasized or
dramatized. Instead the ideas are gradually uncovered through contrasts of sense, perspec-
tive, and gradual intensification of color. Thoughtful, concentrated contemplation can bring one
closer to many secrets, make reflect on serious problems, the artist believes. And Nikolaev
himself is immersed in thought: has the traditional world kept its authenticity, or it is only a
form of backwardness and conservatism of the society? However, the past in many respects
explains our lives. Centuries and systems change each other, but the East maintains its eternal
irrationality and secrets.

The artist acquires the cinematographic technique, in which a work of art is a single well-built
and effective shot. If earlier Alexander Nikolaev was keen on technical methods and original
constructions, now he more and more relies on contemplative intuition, is inspired by human
problems and the poetical beauty of reality where he lives.

Nigora Akhmedova

Alexander Nikolaev. I want to Hollywood. Video, photo, documents. 2004
AnexkcaHop Hukonaes. Xoyy 8 fonnusyd. Budeo, pomo, dokymeHmbl.
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AnekcaHap Hukonaes

AnekcaHap HwkonaeB - Xy[OXHWK, aKTUBHO MLWYWMUA COGCTBEHHYK WHAWBMAYANbHOCTb B
KOHTEKCTE COBPEMEHHbIX TEH[EHLMIA, U [enaeT 3TO OH LeneycTpeMneHHo U AuHamu4Ho. Ero
TBOPYECTBO AEMOHCTPUPYET OAWH U3 MyTeil BbIxoda UckyccTBa LleHTpanbHoa3naTckoro permoHa
U3 Kpyra TPaAuLMOHHbLIX NpeacTaBneHun.

CospgaB nepBble WHCTannsauuu, Hukonaes yTBepAWNCS B CBOER MO3MLMW pas3BMBATbCH Ha
CTbike 3kcnepumeHTa w Tpaguuun. OH paboTaeT ¢ matepwanamu (rnmuHa, nMecok, TEKCTWIb),
KoTOpble ABNAOTCA apxeTunamu, a Takke co3fjaeT kuHeTuyeckne obbekTbl, 6nuskue naesm
KOHCTPYKTMBM3Ma. [N XyA0XKHNKE BaXHO KaXA0€ ABNeHNe NepeBecTy B 3HaK, KNepeKofNpoBaThby,
HanoNHWTb ero unocoCkNM CMbICNOM fguanora payuoHanu3ma 3anaga u MeTaoOpPUYHOCTH
Bocrtoka.

Co BpemeHeM npoekTbl, B KOTOpbIX Hukonaee ob6beanHsAeT uHcTannauuu, o6bvekTol, HOTO U
BWAEO, CTanu NS Hero OpraHuM4HbiM cnocobom pa3mblineHus 0 COBpeMeHHOM obLuiecTBe.
XYROXHWK CTaBUT B HEKOTOPOM CMbICNE Knaccuyeckne npobnembl, HO, Kak BUAUM, He TepswLLne
CBOEW aKTyanbHOCTU: LMBMAN3ALMA W KynbTypa, ypbaHn3m n TpagnLNOHHbIE LEHHOCTM, YeNOoBeK
n counym, Mudbl ctapbie n HoBble. CBOM NpOM3BEAEHNS OH BbICTpPaWBaeT Ha JpaMaTU4eCcKOM
npoTusopeynn ypbaHmama um Xpynkoro Mupa npupoabl, Ha KoHTpacTe 06e3nnYeHHbIX KBapTanos
xene3obeToHHOro ropoda u ctapbix y3bekckux KsapTanos.

Bugeodunom «Xouy B Fonnusya» (2002) — npoHUYHOE MOBECTBOBAHME O MOMOLOM YENOBEKE,
CTaBLUEM 3aN0XHWKOM CBOEW Mey4Tbl nonacTb Ha cusowmuin Onumn. MocTeneHHo, kKaap 3a Kagpom,
OH TepsieT UHAUBMAYANbHOCTb, NbITACb COOTBETCTBOBATL CTEPEOTUNY. B 3TOM npoussepeHuu
HukonaeBa HEOXMAAHHO packpbiBaeTcsi (parMeHT Hekorga rpaHguo3HON «KapTWHbI Mupar
COBETCKOro 4Yenoseka, ero Mudsl 0 3anage, nokasaH NCMXOMNOrMYECKUA KOMMMEKC «COBKa».
OcTeTuKa 3TOro BUAEO NPMHLMUNNANBHO HE NOCTAHOBOYHASA, OHA Bnu3ka NbUTENbCKON CbeMKe.
Cospaetcs apekT nonagaHus B CKPbITbIi OT NOCTOPOHHUX FNa3 MUP KOHKPETHOTO YenoBeka.

CoyeTaHue ak3ucTeHUnanuama BocToka 1 coymansHbix npobnem uccneayetcs B BUAeOGUIbME
Hukonaesa «[om» (2004). B cornacunm c Tpaguuueih Boctoka Huyero He 3aocTpseTtcs,
He [ppamaTu3aupyetcs. [locTeneHHOe, CNOBHO pacTAHYTOe BO BPEMEHM, packpbiTue uAen
yepes KOHTPacTbl CMbICNOB, pPaKypcoB, YCUNEHME KOMOpPUCTUYECKMX NOAXOA0B. Baymuusoe,
COCpPefoTOYEHHOE COo3epLaHie MOXeT Npubnn3nTb KO MHOTUM TalHam, 3aCTaBuT 3agyMaTbCs O
cepbesHbix npobnemax, cuutTaeTt XyAoOXHUK. / OH 3agymbiBaeTCcs: COXpaHUnach N1 NOAAUHHOCTb
3TOr0 TPaAWLWOHHOTO MUpa, UMK 3TO NUWb dopMa OTCTANOCTU W KOHcepBaTU3Ma obuiecTBa.
Kak Obl To HM 6bITO, NPOLWNOE BO MHOTOM ODBSACHNAET Hawy Xu3Hb. MeHsAKTCSH Beka, CUCTEMBI,
HO BocTOk coxpaHsieT CBOK W3BEYHYI0 MPPALMOHANbHOCTb W TalHy.

[na nodyepka XyAOXHWKA CTAHOBWUTCA XapakTepeH KuMHemaTtorpaduyeckuin npuem: eauHuULEn
NPOVN3BELEHNS ABNAETCS XOPOLIO BLICTPOEHHbIN 1 3thdeKkTHbIN Kagp. Ecnu paHblie AnekcaHap
Hukonaes Obin yBneyeH HOBbIMWU TEXHUYECKUMWU MPUEMAMMU, OPUTUHAMBHBIMW KOHCTPYKLUAMM,
TO Tenepb OH BCe Bonblue fJoBepseT CO3epLaTenbHON UHTYNLNUK, NPOHUKAETCS YE€NOBEYeCKUMU
npobnemamu n NO3TUYECKON KPAaCOTON peanbHOCTH, B KOTOPOM OH XUBET.

Hueopa Axmedosa

131




VIDEO ARCHIVE

Uzbekistan: Performances, Installations, Video-Art.
(2000-2005)

1. Fayzulla Akhmadalie, Jamol Usmanov. X Position 2005
2. Jamol Usmanov. Mirage 2001. The Blind Men and the Elephant 2003

3. Vyacheslav Akhunov, Sergey Tichin (VVS Group). Paradise 2005, The Occasion
2005 Adam, Eve and...Others 2004, Money-Sand-Money 2002, The Chief 2001

4. Vyacheslav Akhunov. Wandering Dunes - | 2001, Cage for Leaders.1998 Pyramid
2003, Strain - sand-hills pierced by arrows 2003, Wandering Dunes - II. Dedicated to
Emigrants. 2003, Top (with fragments of Fayzulla Akhmadaliev’s ‘Magic Circle’ Instal-
lation) 2004

5. Vyacheslav Akhunov, Adil Seytaliev (Kyrgyzstan) «Burning Signs»

6. Alexander Nikolaev. Apocalypse 2005, Shaman 2004, Aquarium 2004
7. Vyacheslav Useynov. Constant 2005

8. Elena Kambina. Zone of the Untouchables. 2004

9. Vladimir Elizarov, Andrey Evstigneev, Irina Evstigneeva. Genesis 2005
10. Muhammad Fozili, Murod Fozil. All and Nothing. 2005

If one considers the ideological predispositions and the preexisting power structures
that define the artistic context in Uzbekistan, it is almost unbelievable that any genu-
ine contemporary art has emerged at all. A large part of the material included in the
current video-program documents exhibits and initiatives that reflect the semi-legal
underground conditions under which they were created. It is only natural that artists
who practice and create this type of art position themselves as a community of radi-
cals and social activists. But at the same time, their creative processes are connected
with the necessity for harmonizing the impulses that arise from the global scene with
their own, extremely specific historical present. When contemporary art first emerged
in Tashkent, installations and performances were the most popular and controversial
media, while today, it is video that arouses the most interest.

Most projects created in recent years refer to the actual social existence of their
subjects and are highly experimental in character. As such, they contradict the rigid
aesthetic taboos of official culture. This is why Uzbekistan’s first exhibition of contem-
porary art, which opened on April 15th 2005, was closed by the authorities after only
two days. Of course, social context is not the only source of images for artists from
Tashkent; instead, their art is characterized by the search for meditative harmony, and
references to Sufi allegories and metaphors, all features of the Central-Asian, Eastern
mentality...

Video program compiled by Vyacheslav Akhunov and Alexander Nikolaev (Tashkent. Uzbekistan)
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BUAEOAPXUB

Y3bekunctaH: nepdpopmMaHc, MHCTaANNaUUa, BUAEO-apT.
2000-2005

1. Fayzulla Akhmadalie, Jamol Usmanov. X Position 2005
2. Jamol Usmanov. Mupax 2001. Cnenubl n cnoH 2003

3. Vyacheslav Akhunov, Sergey Tichina (rpynna VVS). Pain 2005, Ceupanne 2005
Anawm, EBa u... ipyrue 2004, leHbru-Necok-Aenbrun 2002, Boxab 2001

4. Vyacheslav Akhunov. CtpancTeylowue gloHsl - | 2001, Knetka ansg soxgein.1998
Mupamugbl 2003, Strain — sand-hills pierced by arrows 2003, CTpaHcTBYylOLWME JIOHBI —
II. MocBsweHune amurpantam. 2003, KOna (c hparmeHTamm uHctannsuum «Marmyeckui
Kpyr» ®aisynnel Axmaganuesa. 2004)

5. Vyacheslav Akhunov, Aguc Ceittanues (Kupruaus) « OrHeHHble 3Haku»

6. AnekcaHgp Hukonaes. Anokanuncuc. 2005, Waman 2004, Aksapuym 2004

7. Bavecnas YcenHoB. KoHcTaHTa 2005

8. EneHa KambuHa. 3oHa Henpukacaembix. 2004

9. Bnagumup Enusapos, AHapen EscturHees, WpuHa EscturHeesa. eHesunc 2005
10. Myxammag ®osunu, Mypog ®osun All and Nothing. 2005

Camo nosiBneHne nognuHHOIrO COBPEMEHHOrO UCKYCCTBA B KOHTEKCTE WAE0MNOrnYecku
npegonpeaeneHHoi n BNaCTHO CTPYKTYPUPOBAHHO XYAOKECTBEHHOW peanbHOCTH
Y3bekncrana — faBneHne NoYTU HeBeposaTHOE. bonblwas YacTb BKIOYEHHOTO B AaHHY0
BMAEONpOrpaMmy maTepvana — AOKyMEHTaLWs BbICTaBOK M MHULMATNB, COCTOSBLIMXCS
B MonyneranbHblX aHA3rpayHAHbIX ycnosusax. MpakTukyowme xe 310 UCKYCCTBO aBTOPbI
no3nunoHmpyioT cebs kak coobLecTBO pagnkanos W coLUanbHblX akTUBUCTOB. A UX
TBOPYECKME NOMCKN CBA3aHbl HEOOXOAMMOCTbI0 COBMELLEHNS UMNYNBbCOB, NPUXOAALMNX
C MMPOBOW rN06anbHON CLEHbI CO CBOMM KpailHe cneunduyeckum MCTOPUYECKUM
HacToswunM. Ecnu nepsoHavyanbHo BeaywmumMn opmamm TalKEHTCKNX XYJOXKHUKOB
ObInn MHCTannAuMa n nepdopmaHc, To B HacToswwee Bpems Hanbonblwuit MHTEpec
Bbl3blBAeT BUAEO-apT.

O6palleHHOCTb CO3[aHHbIX B NOCNeaHne rofbl Bugeo pabot k chepe 4OCTOBEPHOrO
COLNanbHOro CylecTBoBaHNs cybbekTa, nx Nog4ac 9KCNepuMeHTanbHbIi Xxapaktep
0Kasanucb NPOTUBOPEYALLNMN XKECTKMM 3CTeTUYeCcKkuM Taby oduumanbHON KynbTypbl.
Tak, oTkpbiBwasca 15 anpens atoro roaa MepsBas BeicTaBka COBPEMEHHOT0 UCKYCCTBA
Y3bekuctaHa, 6bina 3akpbiTa BNactaMu yepes ABa AHA. M BCe e HETPYAHO 3aMeTUTh:
COLNanbHbll KOHTEKCT — He @ ANHCTBEHHbIA 00Pa3HbIA CTOYHUK COBPEMEHHbIX
TaALKEHTCKMX XYAOXKHUKOB: B HUX MPOCNEXNBaeTCsa Npucylyee LieHTpanbHO-a3naTckon,
BOCTOYHOW MEHTaNnbHOCTU CTPEMIIEHNE K MOUCKY TapMOHUN, K MeanTauuu, obpalleHue K
cyduitckon anneropun n metadope...

Cocmasumens Bsvyecnae AxyHos, AnekcaHOp Hukonaes (TawkeHm. Y3bekucmaH)
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OpraHusaTopbl 6narogapaT 3a NoMolb M
npefocTaBNieHHble MaTepUans.l:

lamana bokoHb6aeBa (buwkek)
CsetnaHy loplweHuHy (JlosaHHa)
Baneputw N6paesy (Anmatbl)
AyasxaHa Kogapa (Anmatbl)
tOnuto Copokuny (Anmatsl)
Bopuca Yyxoeuua (MoHpeans)
Ounsapy Wapunosy (AnmaTbl)
Wpuny KOdeposy (AnmaThl)
Onbry Owkosy (Mocksa)

A TaKkxke BbIpaXalT MCKPEHHIOK NPU3HATENbHOCTL 3a
copencTBME NpU NOATOTOBKE 3KCMO3ULMUMK:

anbsapy Anumupsoesy (baky)
AneHe botika (MuHck)
Bnagumupy bynaty (KuweHnes)
Buktopy BopobbeBy (AnmaThl)
EneHe Bopobbesoi (Anmathl)
Hune Koten (Mockga)

Anppeto MenbHukoBy (TannuHH)
3apyxu OBaHucsaH (EpesaH)
Maeny MNepmsakoBy (AnmaTbl)
Fanune lMbsHoBoOW (AnmaTbl)
Onery Tumyenko (T6unucu)
AHHe ®aHbiruHon (Pura)
Nonute AbnoHckeHe (BunbHioc)

Ocobas 6narogapHoCTb:

Ynany [Ixanaposy
3a apXMTEKTYPHYK KOHLENLWIO AN3aitHa 3KCno3nLuu

BeHepe YceHoBol 1 KceHun KuctsakoBckon
3a KOOPAMHALWOHHY paboTy Npu NOArOTOBKE NPOEKTa
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