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CENTRAL ASIA PAVILION 2005

MABUNbOH CTPAH LLEHTPANIbHOW A3WUWN 2005

“Art of Central Asia. A Contemporary Archive”

Art of Kazakhstan, Kyrgyzstan and Uzbekistan might be the last territory not
represented at the global art scene. This exhibition - the first in the history
of Venice biennales pavilion of Central Asian counties, is another attempt to
fill this gap.

The propriety of this attempt is defined not only by the cultural and historic
peculiarity of these countries, but also by their ethnic and art originality. In-
terest towards this region might be motivated by the fact that these countries
are a part of modernity. Being a subject of the Soviet modernization, Central
Asia was a key participant of various collisions and bearer of historic experi-
ence of the XX century. At the same time collisions and experience of post
communist period transformed it into the full member of global order. Thus,
also in art, being a part of art reform of Russian avantguard, Central Asian
artists created their original context, their own perspective towards contem-
porary art discourse.

As it is the first presentation of this regional context in Venice, it is sensible
to present is as a context, as a dialectic multiplicity of various artist, various
generations, various ethnos, cultural centers, and, finally, different countries.
It makes sense to show this context as dialectic multiplicity of individual and
collective experience, especially of post Soviet period, and not as the latest
actual expressions. The last results haven't been done yet, it remains live sub-
stance, provoking question that do not have answers. Consequently, the ques-
tions that have already been asked and suggested answers are still actual.
The works by already dead Sergey Maslov are still vital as well as the works by
a young duet Roman Maskalev and Maxim Boronilov. An archive of the Central
Asia is a Contemporary Archive.

Looking for identity was the first problem of actual time that was in focus of
Central Asian art scene, the countries that had recently obtained political in-
dependence. Mytho-poetic narrative in forms of installation, and later video,
started to be actively used by the artists of various generations, from Rustam
Khalfin, the founder and patriarch of Alma-Ata scene, to the young follower,
Almagul Menlibaeva. Thanks to the efforts of various artists (Rustam Khalfin,
Kanat Ibragimov, Erbossyn Meldibekov, group “Red Tractor”, etc) it appeared
in forms of performance. By the initiative of Shaarbek Amankul it appeared
in forms of vast stationary works created in the nature. However, while ap-
pealing to national-ethnic archetypes: step’, nomadic and Sufis traditions,
etc., sacrifice, pagan rites this narrative refused any pretences to be authen-
tic but became a construct, it was created and immediately destroyed. Thus,
Vyacheslav Akhunov’s author’s myth includes both icons of the Soviet propa-



ganda, a pyramid, made of Lenin’s sculptures, and icon of the Western con-
sumerism - Coca Cola ads. Said Atabekov’s shamanism includes also motives
of post-modernity, Kalashnikov gun or police silhouettes at the pavement.

National myth is a construct of not only artists but also of a new political
power, in regard to which the artists, for example works by Elena and Viktor
Vorobyev, took a position of aloof analyses and deconstruction. Artists also
show, Sergey Maslov’s works, that the reverse side of new political mythology
is reality of survival. Survival doesn’t have national; identity, it is universal.
According to Muratbek Djoumaliev and Gulnara Kasmalieva, paradoxical posi-
tivism of dramatic posy-Soviet experience is in this openness to universal.

However, the perception of both universal basis and national identity by the
Central Asian artists is ambiguous. For Erbossyn Meldibekov we burst to the
universal through the rejection of identity, through self-abuse. For Alexander
Nikolaev the only possible universality is globalized cultural industry and
it imposes stereotyped identities. For Roman Maskalev and Maxim Boronilov
identity and universality are not counterpoints, they are fused in existential
and philosophic experience of “route” and “way”. For the Bishkek “poor”
actionism by Ulan Djaparov and his colleagues, universal presents itself in
unexpected moments, obtaining forms of everyday jokes that, in their own
turn, are the remnants of a myth.

These are some of the names and events that can be found in the Contempo-
rary archive of Central Asian art ...

Viktor Misiano

Curator of Central Asian Pavilion



Nckyccmso JeHmpanbHol A3uu. AKmyanbHbIl apxus.

Uckyccmso Kazaxcmara, Keipesiscmaxa, Y3bexkucmada, noxanyi, nocnedHss
meppumopus, 0CmMaswasAca euje om4yemaugo He NPOPUCOBAHHOU HA 2106aNbHOU
xydoxecmseHHolU Kapme. Hacmoswas 8sicmaska - nepsbili 8 ucmopuu
Beneyuarckoll 6ueHHane nasunboH cmpad lleHmpansHol A3uu - ewe 00Ha
nonbLIMKa 80CNOJNHUMb 3MY JIAKYHY.

OnpasdaHHocmb 3mo2o ycunusa npedonpedeseHa He MOJbKO CB0e0Opa3ueM Imux
CMpPaH — KyJIbMYPHbIM U UCMOPUYECKUM, UNU UX IMHUYECKOU U Xy0oxecmseHHoU
camobbimHocmbio. MiHmepec kK 3momy pe2uoHy 00JKeH 6biMb MOMUBUPOBAH B
nepsyio o4epedb meM, YmMo CMPAHbI 3MU — NOJIHONPABHAA YACMb COBPEMEHHOCMU.
byoyyu 00HUM U3 cybvexkmos cosemcKkoli MmodepHu3ayuu, LJenmpansHas Asusa —
YYACMHUK KJH0YeBbiX KOANU3UL U Hocumenb ucmopuyeckozo onsima XX seka, 8
mo BpeMs KaK KOJIU3UU U 0Nbim NOCM KOMMYyHUCMUYecko2o0 nepuoda coenanu ee
NONHONPABHbLIM Yy4aCMHUKOM 2106a1bH020 nopAdKa. Tak u 8 uckyccmee, 6yoy4qu
npuyacmHsimu K xydoxecmseHHOU peopme pycckozo asaHeapda, yeHmpaabHo-
asuamcKkue xyOOXHUKU c030a/U OpU2UHAbHBIL KOHMEKCM, CBOI0 nepcnekmusy
Ha cospeMeHHbIl Xy0oxecmBeHHblld OUCKYypC.

Bnepssie npedcmasnas 8 Beneyuu amom pecuoHanbHbll KOHMEKCM, umeem CMbICA
npedssABUMb €20 UMEHHO KAK KOHMEKCM — KaK OUaJeKmu4ecKyo COBOKYNHOCMb
pPA3HbIX XYOOXKHUKOB, PA3HbIX NOKONEHUU, PA3HbIX IMHOCOB, PA3HbIX KYJ1bMYPHbIX
YeHmpos, pa3Hbix CMPAH, HaKoHey. imeem cMbIC/ npedbABUMb 3MOM KOHMeEKCM
He 8 e20 npemeHOYIOUWUX HA NOCIEOHIOI AKMYANbHOCMb BbICKA3bIBAHUAX, 0 KAK
QUaneKmMuYHy COBOKYNHOCMb UHOUBUOYAIbHO20 U KOJNJIEKMUBHO20 ONbIima
- 0cobeHHO onbima nocm cosemckux nem. Bedb nocnedHue 86180061 U3 3M020
oneima euje He COeNaHbl, OH oCMaemcs euje He cmasuwed, xusol cy6cmaHyued,
nposoyupyrouieli He Haxo0auue omsema 80NPOCbl. A nomomy yxe 2006l MoMy
Ha3a0 3a0aHHbIE BONPOCHI, KAK U NPeOoXeHHble Ha HUX 0mBembl COXPAHAOM U
NOHbIHE CBOI AKMyanbHOCMb. Paboma, yxe HECKOIbKO 1Iem KAK CKOHYaBWEe20CH,
Cepees Macnosa akmyasnbHa He MeHee, Yem debrom PomaHa Mackanesa u Makcuma
bopoHunosa. Apxus uckyccmsa LJenmpansHol A3uu — 3mo AKmyanbHbil apxus.

B3bickaHue udeHmuyHocmu, 6bina nepsoll u3 npobsnem akmyanbHoU 3noxu,
HAG KOMOpyl OMKAUKHYAACh XxyOoxecmseHHAs cuyeHa LenmpansHod A3uu
- CMpaH, Komopsle NuWb HedasHO o0bpesnu nonumuyeckul cysepeHumem.
Mugonosmuyveckuli Happamusg 8 ¢opmax UHCMAAAAYUU, a 3ameM U BUOeO cman
GKMUBHO 3KCNAyamuposamsca XyOOXHUKAMU PA3HbIX NoKoAeHuld om Pycmama
XansgHa — ocHosamens u nampuapxa aamMa-amuHckol cyeHsl, 00 e20 M0000l
nocnedosamenbHuusl Anmazynb Mennubaesoli. bnazodaps ycunusm pasHbix
xyooxHukos (Pycmam XansgpuH, KaHam WNépazumos, EpbosnccoiH Menbdubekos,
epynna «KpacHelii mpakmop» u 0p.) npoasuscs oH 8 ¢opmax nepopmanca, a



makxe no uHuyuamusge llaapbeka AMaHKyna 8 MaclwmabHbiXx CMAYUOHAPHbLIX
pabomax, co3dasaembix Ha JIOHe OeB8CMBeHHO020 nelsaxa. [lpu 3mom,
anennupys K HAQUUOHA/bHO-3MHUYECKUM apxemunam — cmenu, HoMaou3my,
cyucmckol mpaduyuu, XepmsonpuHOWeHUD, A3bI4eCKOMY KAMAAHUK U
m. n., 3mom Happamus OMKA3bIBAJNCA OM NpemeH3ull Ha aymeHmMUYHOCMb,
G Heu3MeHHO O0CO3HABAJCA KOHCMPYKMOM — OH co3udajnca u mym xe
de3zasyuposasncs. Tak y Bayecnasa AxyHosa asmopckuli Mug sxao4daem 8 cebs
KAaK UKOHbI COBEMCKOU NponazaHobl — nupamuobl U3 J1eHUHCKUX 610cmos, mak
U UKOHbI 3aNa0H020 KOHClOMepu3mMa — pekaamsl 3sonony4dHold Koka-Konsl. B
cB80I0 04yepedb nepsopodHsbIl wamarHuzm Cauda Amabekosa 8Ka4Yaem 8 cebs
mMomussl nocmcospemeHHocmu — asmomam KanawHuKosa unu nosuyelickue
cusyamsel Ha MOCMoBoU.

Bnpoyem, HAUUOHANbHBIL MU — 3MO KOHCMPYKM He MOJbKO XYOOXKHUKOS,
HO U HOBOU noaumuyYeckol 8aacmu, N0 OMHOWeHUI K Komopol Xy0OXHUKU
- npumep momy pabomsl Bukmopa u EneHbl Bopobbesbix - 3aHumaiom
no3uyur omcmpaHeHH020 AHAU3A U 0eKOHCMPYKyuu. XyOOXHUKU MAK xe
nokassigatom — pabomsl Cepzes Macnosa — ymo obpamuas cmopoHa HOBOU
nonumuyeckol Mugosozuu 3mo peansbHOCMb BbIXXKUBAHUA. BbixusaHue xe
He umeem HAUUOHANbLHOU UOEHMUYHOCMU, OHO yHuUBepcanbHo. M 8 3amol
OmKpbImocmu yHUBepcanbHoMy — Kak ymsepxoatom Mypam [xymanues u
lyneHapa Kacmanuesa — napadokcanbHas no3umusHOCMb OpamMamuyeckozo
nocmcosemcKo20 onbima.

O0Hako Bocnpusmue yHUBepPCAbHO20 HAYana xyooxHukamu LlenmpanbHol
A3uu 0Ka3bIBAEMCA CMOJb e HeOOHO3HAYHbIM, KAK U HAUUOHAJbHAA
udeHmuyHocms. [na Epb6osncceiHa MenbOubekosBa K yHUBEPCASIbHOMY Mbl
npopsigaemMcs 4epe3 ompeyeHue om UOEGHMUYHOCMU, Yepe3 camonopy2aHue.
Ana Anexkcanopa Hukonaesa eQuHCmMBEHHO 00CMYNHAA HAM YHUBEPCANbHOCM b
—-2/106a1U3UPOBAHHAA KYyIbMypHAs UHOYCMPUS, OHA e U HAaBA3bIBAEM HAM
cmepeomunu3uposaHHsie udeHmudyHocmu. [na Pomana Mackanesa u Makcuma
bopoHunosa udeHmMu4YHOCMb U YHUBEPCANLHOCMb HE KOHMPANYHKMbI — OHU
CAUMbI 8 3K3UCMEHUUANbHOM U uUNOCOGCKOM onbime «nymuy, «dopozu». [ins
6UWIKeKCKO20 «0e0H020» AKYUOHU3MA YNaHa [Jxanaposa uez2o cno0BUXHUKOS,
YHUBEPCA/bHOE ABAACMCA HAM B HEOXUOAHHbIE MOMEHMbI, NPUHUMASA HOpPMbI
6b/MOBbIX KYpbe308, KOMOpble, meM He MeHee, Cymb OCKOJKU mMuda.

Bom Hekomopbie u3 umeH u ABJAeHUU, YMO MOXHO Hadmu 8 AKMyanbHOM
apxuse uckyccmsa ljenmpansHol A3uu ...

Bukmop Mu3uaxo

Kypamop nasunvoHa LjenmpansHol A3uu



Auezkhan Kodar

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

In our time all old connections have been destroyed, and the
new are just beginning to appear. Now a world map doesn’t ex-
ist, but bright fragments of smaller ones. However, it is not
helpful to try to assemble the pieces into something new.

Presently there is not even any division between an artist and
his or her work. Artists are their work. Presently time consists
of endlessly existing nouns. Verbs and adjectives do not mean
anything.

Our time is the time of desperation. For so long we were afraid
of the end of the world. But it ended up being not that terrible,
daily life — it ended up being not the end of the world, not the
Apocalypse, but a “light-show”. Presently there is not even any
division of days and nights. Day and night we light our lights,
and it is not important whether the light they provide is real or
artificial. This division has ceased to exist.

Our time is not the end of the world, but the end of a secret, a
grandiose discovery, made sometime by Bodriar.

Itis hard to overvalue this discovery. The secret, the foundation
of which are the foundations of tradition, religion, and culture.
Once ancient knowledge was made secret, and yet it has become
consecrated. The phenomenon of the consecrated emerged
from the cult that had withheld it. It is not surprising that with
this secret also appeared the holy and the damned, true and un-
true, fully valued and the not fully valued, familiar people and
strangers, the chosen and the unchosen.

One senses it, another is indifferent to it. But it “exists no mat-
ter what”.

The secret is the cult of identity. When in the middle of the
ocean of shadow, you are shown an island of light, you immedi-
ately believe in it and can associate yourself only with it. But
now it is possible to happen this way, that there is an island of
shadow in an ocean of light. We longed for our identity, and now
are cursed with it. We are cursed with our physical and national
constitution, with our weaknesses and strengths.

But now all of the measures of quality or “value” have been lost.
What measures can possibly be applied to tin plating? Only flat-
ness. And so our art, it is flat on flatness. Further all humor has
disappeared from it. It is rarely ironic. In it is neither the chal-
lenging nor the outrageous. Itis all a sign of modernity, and we
already lived through or were carried through post-modernity.
Like measles or hives. And we do not feel anything except itch-
ing.

A Contemporary Arhchive

Art from Central Asia.



AKTyanbHbt Apxus

WckyccTteo LeHTpanbHoit Asun.

So, this itching moves us. It, of course, is a material thing, and
at the same time “immaterial”. It is impulsive like a cardio-
gram. Some have more consciousness of it, and some are over-
come unconsciously. But the sparks of recognition flow, blood
pulsates and all around vibrates. However, the magnitude of
the vibration is not great. It is even with 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 it is acceptable to talk
about prehistory or maybe history. But how can we talk about
these subjects if they never existed? It is possible only to talk
about the vertical invasion of modern art in Kazakhstan and
Central Asia. Ortega-and-Gasset in “Mass Insurrection” wrote
about the vertical invasion of barbarianism, and with the idea
that it was a completely unexpected event that suddenly hap-
pened in civilized Europe. But with our situation, it was the
other way around, in the midst of post-perestroika destruction
and collapse suddenly arose modern art.

The fall of the Soviet Union was a phenomenon of the same or-
der. It seemed that there was never a government more powerful
and yet all of a sudden it collapsed. As if from somewhere above
democracy infiltrated. Notice in this that there is no dialectic,
or specifically, invasion “the birth of tragedy from the spirit of
music”. Regretfully, with the next step came the birth of farce.
Former republics of the Soviet Union, having received sovereign-
ty, ran away into their “national apartments” and anew became
inspired by their own “Berlin wall”. So at this point everything
was helpful: myths and insinuations, and reluctant acceptance
of prestigious models of identity. The defining paradigm again
became historical self-identity, or, more specifically, willfully
construed epic centuries of one’s own identity. That is how it
happened, that Central Asian republics anew returned to the ep-
och of “secrets”, but the invasion of modern art resulted in the
end of the “secret”.

If you remember that in the middle of the 1990s we were still
representations of conservative Soviet culture, and modern art
conflicted with all ourinclinations for determining the decency
of art. First, it was not painting, second, in it was absolutely no
kind of ideology, and third it wasn’t humanistic. And in our, Ka-
zakhstani, situation, it was also not national. And further, any
decent artist hides the story of the creation of his or her work,
and the viewer only sees the finished painting. For that reason
at the beginning it was wild, that modern art, more than any-
thing was about the open display of techniques, the destruction
of all barriers and the uncovering formerly unspeakable truths,
a severe conceptualization, allowing a person any desired de-
gree of freedom. And at the same time, modern art was a kind
of conditional space, built specifically for that concrete act,
specifically for that situation. All remaining things in modern
art were natural (taken from life), but refusing the moment of
conditionality, it would have lost its own status as art. Itis well

known that the most outrageous of these artists of the 90s, Ku-
lik, in his interviews always underlined that moment, his respect
for conditionality, as a method for the aesthetic presentation
of events.

And now we will write about the unique modern art of Central
Asia. It developed quickly among us, but officially it is as if
it does not exist. If the phenomenon of the “living dead” is
happening, then it is happening with out artists. For Western
artists, defended by all the power of their institutions, it is dif-
ficult to understand Asian artistic players, who try to be modern
here, where there is only the archaic. 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 emp-
tiness, trusting in Providence. You can’t accept patriarchal
thoughts of your own fellow tribesmen, just as they can’t accept
your non-ritualness. You are only saved by virtual association
and “the spirit of music”. And it is evident that in connection
with this spirit only one’s own understanding of identity itself
changes. Now the only exit from the limits of identity is created
by identity, i.e. it becomes like a transgression.

Asian artistic players are not only carriers of modern art, but
also its immediate expression. It is akin to the Vatican in Rome,
appearing to be a government within a government, only this
desacralized and deideologized space is the space of general
communication and the end of secrets. This space, where the
roots grow from the air, and the territory, like Delezu-Gvattari,
has long ceased to possess the status of a territory. The artist
is the only representative of the big world, about which only he
knows. And he doesn’t make a secret of his estrangement from
his fellow tribesmen. It is possible, that only such estrange-
ment is capable of granting sovereignty to the cultural situa-
tion in Central Asia.



Ay33xaH Kogap

CoBpemMeHHOE MCKYCCTBO KaK KOHel CeKpeTa:
B3rnag u3 LleHTpanbHoi A3uu.

B Hawe Bpems Bce cTapble CBA3M Pa3opBaHbl, a HOBble BO3HMKAIOT
Kak TOYeYHble UMNYyNbCbl. 3TO BPEMS HE CTONbKO LENOCTHOI
KapTUHbI MUpa, CKONbKO ApKUX hparmeHToB. OAHaKo becnonesHo
NbITaTbCA CAENaTb U3 pParMeHTOB HeUTO Lenoe.

HblHe HeT gaxe geneHunsa Ha XYAOXHWKa M eroTeopeHune. XynO)KHVIK
U eCTb TBOpPeHMUe. HbiHe Bpemsa 6eCcKoHe4YHo cyuecTesyrounx
CylWecTBUTENbHbIX. [naronsl u npunaratesibHble HW4Yero He
3Hauar.

Hawe Bpema — BpemAa 6e3bICXO,U,HOCTI/I. Cronbko BpeéMeHn Hac
nyranu apieHuWeMm KOHLa CBeTa. Ho oH oKa3zanca He Takum YX
U CTpallHbIM, 6yp,HVI‘-IHbIM — OH OKa3anca He KOHLUOM CBeTa, He
cBeTonpecTtaBieHMeEM, a «CBeTO-NpencTaBieHUEM». HbolHe HeTt
faxe pas3feneHua oHA U HOYWn. [leHb M HOYb Mbl 3aAUTHl CBETOM,
U, HEBAXHO KAKOro OH NPOUCXOXAEHUA — €CTeCTBEHHOro unun
MCKYCCTBEHHOTO. 3Toro pa3feneHuna Tenepb He CylwecTByeT.

Hawe Bpems — He KOHeL CBETA, a KOHeL CeKpeTa — 3TO rpaHAUO03Hoe
OTKpLITUE, CAeNaHHOE Hekoraa bogpusapowm.

TpyoHo nepeoueHuTb 3TO OTKpbITUe. CeKpeT — 0CHOBA BCero,
OCHOBA TPAfULNM, PENNUTUM, KyNbTyphl. [lpeBHME 3aceKpeynBany
3HaHMWe, M OHO CTAHOBUIOCH CaKpanbHbIM. PeHOMEH CaKkpanbHOro
NPOMCTEKAET U3 KyNbTa UCKNKOYUTENbHOCTU. HeyanuBuTENbHO, 4TO
C HUM MOABAAIOTCA NOCBALWEHHbE U HENOCBAlWeHHble, NpaBble
W Henpasble, MOJIHOLEHHbLIE U HEMOJHOLUEHHbIE, CBOU U YyXue,
n3bpaHHble U HensbpaHHbIE.

Kro-to 3TO owywaet, kto-10 kK ITOMY uHguddepeHteH. Ho 3T0
«CYWeCTBYEeT U HU B 3y6 HOrOM».

,D,EJ'IO B TOM, 4TO CeKpeT — 370 eWwe U KynbT MAEHTUYHOCTHU.
Korpa cpeaon OoKeaHa TbMbl, Tebe nokasbiBaloT OCTPOBOK CBe€Ta,
Tbl OXOTHO B 3TO Be€pUlb U COOTHOCULDb cebs TONbKO C HUM.
Ho Tenepb MOXeT NOoNy4YuTbCA TaK, HYTO 3TO OCTPOBOK TbMbl
cpean OKeaHa cCBeTa. Tak OHO W eCTb. Mbl Tak TOCKOBanu no
MOEHTUYHOCTKU, Y4TO Tenepb o6pequb| Ha Hee. Mol 06pequb|
Ha CBOO ¢)VI3VIHECKyIO W HaUMOHANbHYIO KOHCTUTYUWIO, HA CBOM
HEeAOCTAaTKU U AOCTOUHCTBA.

Ho Tenepb BCe 3TO NOTEPANO KAayeCTBEHHOE WU «OLEHOYHOEe»
usmepenue. Kakoe msmepeHue moxeT 6biTb y xectu? Tonbko
nnockoe. Tak M Hawe MCKYCCTBO, 3TO NJOCKOe Ha naockom. U3
Hero ucyes paxe omop. OHO peako GbiBaeT UPOHUYHLIM. B Hem
HeT Ja)ke BbI30Ba M 3narta)a. Bce 3To npumeTbl MOAepHa, a Mbl
MOCTMOAEPH YXe nepexunu, unu nepeHecnu. Kak Kopb uau coinb.
W Huyero Kpome 3yaa He NOYYBCTBOBANY.

Tak BOT, 3TOT 3yA M ABUXeT HaMu. OH, KOHEYHO, MaTePUANbHOTO
NPOUCXOXAEHUSA, W, B TO XKe BpeMms, «ummatepuaneH». OH —
WMNYNbCUBEH KaK Kapauorpamma. Y Koro-to 6onblie co3HaHus,
Hap Kem-To posneeT Gecco3HaTenbHoe. Ho TOKWM uAyT, KpOBb
nynbcupyeT u Bce BOKpyr Bubpupyet. OgHako, suametp Bubpaumuu
HeBenuK. PoBHO C 4YenoBeyeckoe Teno. 370 TOT chyyail, Koraa
O3Hayalolee M O3HayaeMmMoe NepeceKkNnUCcb B OfHOW Touyke -
TOYKE COBPEMEHHOr0 WCKyccTBa. Haw pa3roBop 0 COBPEMEHHOM
uckyccree LeHTpanbHoit A3uu.

B Takux cnyvyasx NpUHATO rOBOPUTb O MPEALICTOPUM UM XOTA
Obl ucTopun. Ho Kak 0 HUX rOBOPUTb, €CIU UX He Oblno. MoXHO
rOBOpPUTb TONBLKO O BEPTUKaNbHOM BTOPXEHUU COBPEMEHHOTO
uckycctea B Kasaxctan u CpegHioto Asmio. OpTtera-u-laccer
B «BocctaHunm macc» nucan 0 BepTUKaNbHOM BTOPXKEHWU
BapBapCTBa, B TOM CMbIC/E, YTO OHO COBEPLWEHHO HEOXMAAHHO
BO3HMWKIO BAPYT B UMBUNAM30BaHHOW EBpone. A y Hac, HaoboporT,
Cpefu nocTnepecTpoeyHol pa3pyxu U pacnaja BAPYr BO3HWUKaeT
COBpPEeMeHHOe UCKYCCTBO.

Pacnag Cosetckoro Colo3a — siBfeHue TOro xe nopsgka. Kazanocs,
He 6bIN0 rocygapcTea Gosnee MOryWeCTBEHHOrO U BLPYr OHO
BMur pacnanocb. Kak 6yaTo OTKyAa-TO CBEpXY AECAHTUPOBANU
AeMOKpaThio. 3ameTbTe NpU 3TOM, YTO HUKAKOW AMANEKTUKM, a
WMEHHO, BTOPXEHUE, KPOXAEHUE TPAreaun U3 Ayxa My3biKu».

K coxaneHuto, cnepylwum 3Tanom crano poxpeHue dapca.
boiBwue pecny6nuku Cosetckoro Coto3a, NoNyynuB CyBEpEHUTET,
pasbexanucb No «HaLWMOHANbHBLIM KBApTMpaM» U CTaNu BHOBb
BO3/BUraTb TENepb yxe CBOW «bepnuHckylo cTeHy».

TyT crogunoch Bce: U MUMbL, U MHCUHYAUUU, U NOACTPAUBAHME
noj nNpecTuXHble Mogenu wuaeHTnyHoctu. Onpepgensiolent
napaguMrmoil BHOBb CTano WCTOPUYECKOE CAaMOCO3HaHWe, uUiu,
TOYHee, NPOU3BONILHOE KOHCTPYMPOBAHUE 3MOXabHbIX BEX CBOEI
WOEHTUYHOCTH.

CnoBoM, NONy4YMNOCh TaK, YTO LleHTpanbHoa3mnaTckue pecnyb6amkm
BHOBb BEPHY/IUCb B 3NOXY «CEKPeTa», a BTOPXKeHWe COBPEMEHHOTO
MCKYCCTBA 03HaMeHOBANOCh KOHLOM «ceKpeTax». Ecau BCnoMHuUTS,
4TO K cepepuHe 90-x Mbl BCE €lie OCTAaBaNUCb BbIXOALAMU W3
CYPOBOW WHUHENN COBETCKOMW KYNbTYpbl, TO COBPEMEHHOE UCKYCCTBO
NPOTUBOPEYUIO BCEM HAWMWUM NPEACTABAEHUAM O MNPUIUYHOM
nckycctse. Bo-nepebix, OHO He 6bINO M306pa3nUTeNbHbLIM, BO-
BTOPbIX, B HEM HANPOYb OTCYTCTBOBANA UAEONOTUSA, U, B-TPETbUX,
OHO He O6bl0 ryMaHMCTUYECKMM. A B HalleM, Ka3axCTaHCKOM
cnyvyae, OHO He Oblo ewe M HauuwoHanbHbIM. W ewe, noboi
NPUANYHBIA  XYAOXHUK NpaYeT WCTOPUIO CO3LAHMA CBOEro
npou3BefeHuns, 3puTeNb BULUT YXKe roToBYI0 KapTuHy. o3Tomy
noHayany 6bl10 LUKO, YTO COBPEMEHHOE UCKYCCTBO, NPeX /e BCero,
3T0 06HaXeHMe NpueMa, YHUUYTOXEHME BCEX 3aBEC U HEJOMONBOK,
eCTKas KoHLenTyanusauus, no3sonstowas cebe nwobyt cteneHsb
csoboabl. N B TO e BpeMs, COBPeMEHHOe WCKYCCTBO — 3TO
HeKoe yCNOBHOE MPOCTPAHCTBO, CO3[aHHOE MMEHHO [Nf 3TOro
KOHKPETHOTO aKTa, MMEHHO ANsA 3Toi cuTyauuu. Bce octanbHoe B
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COBPEMEHHOM UCKYCCTBE BbIN0 HAaTypanbHbIM (B3ATBIM U3 XU3HK),
HO, OTKA3aBWMUCb OT 3TOr0 MOMEHTA YCAOBHOCTU, OHO MOTEPANO
6bl, cobCTBEHHO, CTAaTyCc MCKyccTea. [MoKasatenbHO, YTO CaMblil
3NaTaXHbll akymoHuct 90-x, Kynuk, B CBOMX MHTEPBbLIO BCeraa
NnofYepKMBan 3TOT MOMEHT, CBOE YBAXEHUE K YCIOBHOCTH, KaK K
CpefCcTBY 3CTeTU3ALUM NPeLCTABAAEMbIX ABEHUN.

ATenepb o cBoeoGpa3umu coBpeMeHHOro uckycctea B LleHTpanbHoii
A3zun. OHO y Hac GypHO pa3BuBaeTcs, HO oULMANBHO OHO Kak
OyATO He cyuwecTByeT. Ecnm ¢ KeM-To M NPOUCXOAUT «CMEPTb
BXXMBYIO®», TO3TO C HAWMMU XYAOKHUKAMUN. 3anafHbIM XY[LOXKHUKAM,
3alWULEHHbIM BCeli MOWbIO CBOWUX MHCTUTYUWMIA TPYAHO MOHATH
a3MaTCKUX aKLMOHUCTOB, NbITAIWUXCA ObITb COBPEMEHHBIMU TaM,
rAe [oOBNeeT TONbKO apxauka. OHW BpbIBalOTCA B 6ONbWON MUD,
A€ UX MPUHWUMAIOT C PaCNPOCTEPTLIMU 06BATUAMM, @ NOTOM BHOBb
BO3BPalLalOTCA B CBOI NYCTbIHIO, [Ae Y HUX HET HUKAKOTo cTaTyca
M BO3MOXHOCTM pocTa. TBopuTb B LeHTpanbHoit A3um — 3To0
3HaYWUT TBOPUTb B MYCTOTE, B HAZlEX/E TONbKO Ha 6OXeCTBEHHOE
nposupeHune. Tl He MOXeLWb NPUHATL NaTPUapXanbHOe MbllaeHne
CBOWX COMJEMEHHWUKOB, KaK U OHW, TBOE — He puUTyanbHoe. Tebs
cnacaeTt TONbKO BUPTyanbHoe oOleHWe W TO, YTO Ha3biBaetcs
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«Byxom my3blku». W, BupMMO, B CBA3W C 3ITUM MEHAETCA CaMmo
NOHATWE WAEHTUYHOCTU. Tenepb TONbKO BbLIXOA 3a nNpefenbl
MAEHTUYHOCTU CO3AaeT WAEHTUYHOCTb, T.e. OHa npuobpetaer
TPaHCrpecCcUBHBIN XapakTep.

A3natcKkuMin  aKUMOHUCT He TONbKO HOCUTENb COBPEMEHHOrO
MCKYCCTBA, HO W €ro HEMOCPefCTBEHHOE BbipaxeHue. OH Nofo6HO
BatukaHy B Pume, aBnseTcs rocyaapcTBoMm B rocyfapcTBe, TONbKO
3TOflecakpann3oBaHHOE N AeUE0N0rN3MPOBaHHOE MPOCTPAHCTBO,
NpOCTPaHCTBO BCeoOWeEN KOMMYHUKALMM U KOHLA cekpeTa. 37O
NPOCTPaHCTBO, FAe KOPHW pacTyT W3 BO3AyXa, a TeppuTopus
AaBHo, no [lenesy-lTBaTTapu, He wuMeeT cTaTyca TeppUTOPUM.
XYBOXKHWUK - e[UHCTBEHHbI Mmonnpes Toro «6onbWOro» Mupa, o
KOTOpOM BefaeT ToNbKo OH. Wl OH He penaeT cekpeTa O CBOeM
OTYYX/JEHUU OT COnNeMeHHUKOB. BO3MOXHO, 4TO TONBKO Takoe
OTYYX[EHME CMOCOOHO OCOBPEMEHMUTb KYNbTYPHYIO CUTyaLuio B
LleHTpanbHoi A3unu.

B ogpopmnerHuu cmamsu ucnonb3osaHs! pomozpaguu AnekcaHopa y.




Monument to Amir Timur, Tashkent, Uzbekistan. 1993
Mamamuuk Amupy Tumypy, Tawkenm, Y36ekucman. 1993

Valeria Ibraeva

Waiting for Godot: the Central Asian version of
the search for identity

Ex-Soviet Central Asia, one of the most closed and secretive re-
gions of the USSR, today, after the fall of the iron curtain and
thirteen years of independence, is the intersection of the geo-
political and economic interests of the USA, China, and Russia.
Stores of oil, gas, and metal, like the caves of Ali Baba, attract
the attention of diplomats, travelers, businessmen, adventurers,
and artists.

Tumultuous political processes in Kazakhstan, Kyrgyzstan, Uz-
bekistan, Tajikistan, and Turkmenistan, countries in search of
theiridentities and defining their place in world society, are un-
doubtedly stimulating the necessity of devising specific models
of cultural identification in every country. Debates concerning
national ideas are happening in kitchens, in mass media, and in
parliaments. A large majority of societies long existing under
Soviet cultural standards, which were based on the accultural-
ization (the creation of a monoculture subsuming all others) of
all nations of the USSR and countries of the Warsaw Pact (with-
out exception), are now examining the situation from the posi-
tion of compensation theory, and have began the formulation of
positions prioritizing, as it is currently fashionable to say, the
creation and support of “state-forming” ethnos.

The most progress in the process of “acculturalization” was
achieved in the Central Asian region, due to the power of undif-
ferentiated cultural and ethnic identification in local societies
built on foundations of clan and tribal relations. This is the very
same phenomenon that the USA struggled with during the cre-
ation of “democratic government” in modern Afghanistan. In
1924 Soviet power performed the so-called “topornoe razdele-
nie” (hammered-out division), choosing border lines which, if
one were to look at a map of the region in detail, would remind
one of the triangles and segments present on a typical map of
Africa.

As a result of the once-present Central Asian historical and cul-
tural spaces of Iran and Turan, differing in cultural-geographi-
cal type (on the Steppe pastoral-nomadic, in cities agricultural-
sedimentary), with the 1991 birth of new independent Central
Asia these states became the subject of division and whimsical
prospecting. The destruction of nomadic way of existence in
the Steppes and the Islamic way of life in the cities, which was
called forin order to unite the population and build the abstract
“labor class of the Soviet East”, lead to the near-complete de-
struction of cultural traditions and historical memory. In such
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a way this virtual “jump”into the bright future was promoted by
the Soviet propaganda apparatus on signs donned by horsemen,
who proceeded to jump over barriers, with the message “From
feudalism to Socialism!”

The collapse of the Soviet Union and the rapid announcement of
sovereignty returned Central Asia to a past point, with a society
enriched by monoagricultural (cotton and grain), monoindus-
trial (mostly mining), and monocultural (socialist realism) ele-
ments of Soviet society. With this heritage the new countries
stood ready to enter the new 21st century as equal participants
in worldwide political, economic, and cultural processes.

Having turned away from Communist ideology and proclaiming
themselves open to the market, the secular world, democracy,
and multiculturalism, they began working toward the creation
and strengthening of states. Nonetheless the principles of So-
viet cultural policy and the approach to culture as an instru-
ment of government policy remained present in their efforts.
The approach of social realism was the only complete and well-
worked-out ideological strategy available and had been working
for seventy years. Likewise it is necessary to recognize that by
implanting Soviet cultural standards, the Soviet authorities ini-
tiated the emergence of European-esqe culture in Central Asia.

Having declared themselves sovereign, before the new Central
Asian governments stood the task of political-cultural self-
identification, and their process for constructing ideologies be-
gan at the same point as the USSR’s: monumental propaganda.

The fundamental mystery of the “Central Asian plan of Monu-
mental Propaganda” seems to be the emphasis on the deep his-
torical roots of the state-formation. From the annals of history
the most fitting facts and characters are found, a revision of the
archeological and historical research is performed, and a review
of mythology and folklore. In the process of devising a model of
cultural-identification, the meanings of the words “sovereign”
and “national” is subject to interpretation based on the priori-
ties of so-titled ethnos, each of which looks for the “father” of
their “nation” to fit in the ideological hole, which is fashioned
with reference to the debunking of the cult of Lenin. The re-
cently liberated sacred spaces of Soviet ideology (most often
cities’ main squares) began being used as a place for realizing
new fetishes.

In Kazakhstan this role was played by a warrior with Jungar in-
fluence, in Uzbekistan by the conqueror emir Timur (Tamerlane),
and in Tajikistan by Ismail Samani, founder of the Samanidov
dynasty.

The formulation of the national aesthetic is happening based on
imitating the principles of the European aesthetics of the 16-
17th centuries, which fully solved the problem of government
passivity, directed toward the ancientization of history and the
creation of myths about the grand modern nations of Central
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Asia, with sniper-like precision determining for itself the ap-
propriate historical style. The baroque and classical styles, as is
well known, appeared in connection with the formation of Eu-
ropean states, based on a strong national idea and authoritar-
ian government. So, Uzbekistan’s Tamerlane rides a horse in the
same manner as Bernina: strong, dynamic, light and shadow ef-
fects, expressively molded and so on (fitting descriptions from
an art history textbook). European classical tradition for the
portrayal of heroes in antiquated clothing was also continued
- Tamerlane in Tashkent is dressed in the clothes of an ancient
Sogdit, although this medieval conqueror was a Mongol. The
historical and ethnographical eclectic builds a new geopolitical
semantic to strengthen the historicity of modern Uzbekistan.

In Dushanbe, the capital of Tajikistan, there is a (horseless)
monument to Ismail Samani, who, having built the city, support-
ed farmers and the vocational development. A gilded silhou-
ette is engraved the opening of a grandiose arch, which has the
portals of madras and mausoleums of Samarkand and Bukhara,
which are currently located in Uzbekistan.

Monument to Ablaixan, Almaty, Kazakhstan. 2001
MamsamHuk A6natixaHy, Aamamsi, Kazaxcmat




In this way historical persons became involved in modern ter-
ritorial disputes and, proclaimed as the fathers of nations, be-
come symbols of newly-formed states.

The attribution of exclusive rights of state-formation to an-
cient “Fathers of nations” is happening, without question, and
of succession of power, because the currently presidents em-
phasize their roles as founding fathers who gave independence
to the new states of Central Asia. However, as is well known, the
“parade of sovereignties” passed upward owing to the fall of the
Soviet Union. Having installed authoritarian regimes and held
power for more than fifteen years, the presidents assure us that
the “emergence of the national spirit” and the “return to tradi-
tions” by virtue of the founding of a nationalistic aesthetic of
based on classification, is a sign of national identity.

On horseback, Ablaikhan, perched on a narrow post supported
by ornate multicolored columns encrusted with many-faceted
stones on the train square in Almaty, the former capital of Ka-
zakhstan, gestures toward the square entrance. The second Ab-
laikhan on horseback, this time in the new capital Astana, which
was built on the naked Steppe, is more modestly done in a strict
classical style. “National traditions” in both monuments are
represented by “national” diticor: accessories, a mongoloid face,
and, naturally, the image of the horse, which for the past nomad
way of life was a very important identifying mark.

This singularly successful concurrence of nomadic and feudal-
absolutist traditions begot a strong circulatory effect: now ev-
ery city or district center aspires to install their own equestrian
hero. Arising from folklore, legends, and mythic tales, often
announcing the ancestral origins of innumerable present-day
heads of state, they are already capable of being counted in
dozens. It is not a coincidence that the majority of modern Ka-
zakhstani equestrian monuments evoke associations with no-
madic characters, and heroes of legends, in which the powerful
hero saves his motherland from maleficent enemies. In the same
way, the ancient Greeks, members of an ancient society, marked
their achievements, uniting themselves under the names “Pro-
metheus” or “Heracles.” But in repeating motifs a certain piece
of cultural memory is maintained. It would seem that every city
and town that builds an equestrian monument on their square
loyally supports the epidemic of state monument building. On
the other hand, their number seems to be a consequence of the
still-living tradition of strong clan and tribal relationships, and
evidence of the centrifugal force capable of being initiated
without an ordering finger. This, however, naturally contradicts
the ideas of the authoritarian government and was quickly for-
bidden by an unofficial but sufficiently clear order.

The idea of modern absolutism, portrayed as national, found
its own higher incarnation in Turkmenistan, the president of
which is so honest that in agreement with the democratic will
of the people, he obediently took his own lifetime election to

the highest national post. In connection with this the Ark of
Neutrality in Ashgabat, itself representing enormous, held up
by three strong supports, pedestal of cement and glass, with a
parade quarters inside, crowned with the golden figure of Sa-
parmurat Niyazov, which rotates depending on the position of
the sun in the sky.

At present it is possible to talk not about the baroque style, but
about other ancient empires. These are more beloved by Hol-
lywood, and installed the columns of Trayan and the megalithic
sculptures of Constantine.

On the other hand, the moving statue of Turkmenbashi, undoubt-
edly, is a kinetic object, in which the influence of new technol-
ogy is obvious. Slavoy Jijek’s opinion, that Soviet architecture
has influenced the aesthetics of Hollywood, seems to fit well.
Pop philosophy connects the image of King Kong standing on
top of a skyscraper with the metal figure of Lenin on the summit
of the main Soviet palace. In the case of the Ark of Neutrality it
is completely possible to talk about the opposite effect, the in-
fluence of Hollywood, including in the creation of its own mon-
umental productions of roughly-built interpretations of natural
objects. The role of the Hollywood moon over the infatuated
King Kong is played in this case by the ancient sun of Turkmeni-
stan moving over the optimistic, rotating Turkmenbashi.

The perception of new technologies through the populist aes-
thetic of Hollywood is a completely legitimate type of modern
authoritarian Central Asian discourse; even Rolan Bart noted
that a vague sign, like a pendulum swinging between intellect
and gut, is the foundation of the bourgeoisie vision, hypocriti-
cally proclaiming its name authentic. Turkmenbashi even admit-
ted a few years ago the humble, even by Hollywood standards,
desire to become the next prophet after Jesus and Mohammad
(not God, but also not a regular person). Turkmenbashi, how-
ever, is not alone in his unique marginalized position - similar
objects uniting symbolic religious systems with odd Hollywood
scenes about electronic World governance, also exist in Kazakh-
stan.

Elements of the Independence Monument in Almaty and the in-
ternal decoration of the Baiterek tower in Astana seem to bear
the fingerprints of President Nazarbaev. On the upper surface
of bronze podiums, at the Independence Monument resem-
bling books, at the Baiterek tower resembling traditional “Tu-
mar” amulets, are in-molded handprints, which when reacting
to a certain set of papillary lines, can be successfully used to
“rule” the country. These bronze sensors are references to the
film “Total Recall,” at the end of which the triumphant Arnold
Schwarzenegger (whose governorship is also deeply symbolic),
pressed his palms into alien hand-shaped sensors and thereby
gave the Martian nation the opportunity to breathe its own air.

At the same time the hand’s fingerprints are a static symbol
of one of Islam’s myths, the so called “Hand of Ali” - the son
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in law and follower of the Prophet. In Astana the composi-
tion “the kind palms”, as was already said, was placed alone
in the “Baiterek” tower. Inside this enormous structure, apart
from composition itself and the composition’s complex podium
is absolutely nothing. The ninety-seven meter construction is
simply a support for the imprinted hands of the President, but
the name of the tower — Baiterek - is mysterious. The name
is explained to be a war cry of the ‘Shaprashty’ tribe to which
Nazarbaev belongs.

... Godot arrived.

The process of searching for identity and roots, pompous slo-
gans of a return to national traditions and the awakening of
spirituality, the theatrical pathos of the emphasis on ancient
foundations of states and unshakable sovereignties in the Cen-
tral Asian region, historical research, appealing to historical and
modern systems of aesthetics, the attraction archaic and new
technologies are all grandiose efforts and falsifications aimed
at entrenching the leaders’ status in the eyes of the people ...

... in 2002 in Geneva the Kyrgyz artist Gulnara Kasmalieva pre-
sented a performance, the content of which follows - her as-
sistant took a certain lattice made of the long braided hair of
the artist from the podium and shook it on primitive loom. The
artist herself, wearing national dress, was sitting in front of the
audience and so-“bound” to the loom, played the kobyz, an an-
cient instrument of nomads. At the end of the melody she cut
off her braids and could finally stand, freed from her “bonds.”
The sharp declarative manner of the performance, seeming to
be a strong condemnation of speculative games using national
culture as a brand of independence, is one type of nonconform-
ing discourse, in which the unofficial artists of Central Asia par-
ticipate.

On the other hand, actively working realists, who lived with the
Soviet administration for two thirds of their lives, unexpect-
edly wound up inhabitants of completely different countries,
are very concerned about the problem of identity. National tra-
ditions, participation in which is felt very strongly, cannot be
included in their axiology. Emphasis on a person’s right to be
different, belong to different traditions, and have a non-Europe-
centered history, culture, and psycho-physical type became a
strong tendency among realist artists in Central Asia. At the
same time the sense of belonging as a part of humanity, capable
of changing and emphasizing a personal and equal relationship
with the world is stated. In 2002 in Europe, the names of exhib-
its, the first in Central Asian history, speak for themselves: “No
Mad’s Land” (Berlin), “Re-Orientation” (Weimar), “Trans Forma”
(Geneva). At the individual level this tendency appears in the
search for a language of differences and not similarities, based
on the breaking of an ethnographic-souvenir stereotype, or out-
dated view of people or regions. Besides that, if one examines
the world’s congeniality toward art, in the beginning it was
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strongly oriented toward Moscow actionism.

For that reason the performance of Gulnara Kasmalieva remains,
despite already expressed critical responses, an idea in which
the artist is present as a modern person, having all knowledge,
thoughts, feelings, and rights to be herself.

Because this sort of breaking-out demands in first rank an elu-
cidation of the absence of any kind of clear information about
the history of the region, lots of work which is fundamentally on
the details of reconstructing traditional rituals, the removal of
layers of Soviet and religious morals, European and Eastern cul-
tural norms, and the secularization of ritual hardware of posts
of Soviet society. As in Gulnara Kasmalieva’s performance, the
majority of the work has a shocking character - Kanat Ibragi-
mov publicly killing a sheep, Rustam Khalfin filming the details
of human coitus on horseback, Saken Narynov putting sheep’s
knee bones (which children use as toys) into a monument to
Asyk, Said Atabekov burning a hole in the Koran and filling it
with a rock, as a sign of the region’s pre-Islamic pantheist be-
liefs.

In such a way, having declared their identities at the most per-
sonal levels and proved their abilities differently, on the ba-
sis of a reconstruction of ancient traditions is to love women
and children, weave, play musical instruments, and believe in
the powers of reason in nature, realist art searching for iden-
tity approached the problems of the personal relationships of
Central Asian citizens with their own sovereign states. The pro-
jection screen of the video performance “Pol Pot” by Erbossyn
Meldibekov (Kazakhstan) has a strange appearance - the heads
of living people with strongly expressive facial lines digging
in the earth. The lines are actually alliterations, the seman-
tics of which refer to cultural codes and signs. These include
the historical-Isfagan pyramid of Tamerlane, “The apotheosis
of war” by V. Vereshagin, the cultural Soviet film “The white
desert sun”, the modern “eastern” advertisement by Inkombank,
the first frame of the first “Terminator”, the future-anticipat-
ing (done in 2000) photographs from Abu Ghraib, the electronic
game Snood. But the allusions arent exhausted by the multi-
faceted ideas of the work, the constancy of the absence of free-
dom on a personal level, and on a regional and general human
level, puts the human head on the same level as a paving stone,
rock, inanimate object, all of which are incapable of changing
the situation “being a comforting rock” ...

The strongest sign of artists’ regional identity seems to be the
Mongoloid-ness that makes them quintessential Asiatics, not-
withstanding the obvious political incorrectness of its use, and
the fact that no one besides those in Central Asia articulates
such sentiments. So, in a simple video performance named “Pas-
tan,” the author, possessing a clear Mongoloid appearance, sits
for hoursin a storm pelting him with hail, completely politically
incorrect, with masochistic zeal mocking the phenomenon of



Asiatic roots. Finally, the ditja vu of modern political incorrect-
ness is strongly aroused by a viewing of “Monument to a hero,”
four real horses’ legs, held up by a tall Roman pillar.

A less fierce, but not less harsh conclusions are reached by Said
Atabekov, for whom a sovereign Central Asiatic is also, funda-
mentally passive, but still capable of rebellion. The instruments
of rebellion are specific - oddity, anti-sociality, victimhood.
Most often the artist himself / herself plays the role of the beg-
gar, the low member of society, the freak, clothed in the costume
of a dervish. In the performance “the Dream of Genghis Khan,”
he falls to the earth, after praying a penitential prayer, but his
assistants delineate his silhouette with paint. As a result of the
Almighty, only criminal traces remain on the earth.

The pastige “The Son of the East,” is basically an exception-
al shanyrak, a wooden ring with an interlaced interior, which
unites the parts of a yurt. The shanyrak as a symbol of the do-
mestic hearth became a fundamental crest of an independent
Kazakhstan and one of the most popular modern mythogems.
The “Son of the East” is a boy, whose repeated figure is painted
on successive rungs of the wooden latticework of a shanyrak.
Which means that the intersections themselves, enclosed in a
circle, appeal to Leonardo Da Vinci’s “Vitruvian Man” and to the
ideal proportions of “Birth of a person.” The present palimpset
begets a new, ironic, and tough thought, “The Son of the East”
becomes a victim, placed into the pose of saint Andrew on the
state crest of independent Kazakhstan.

In this way the problem of identity in realist art becomes, in
essence, oppositionary, quickly develops and all the more mod-
ernizes the system of mentality. The phantom of postmodernism
develops the following real characteristics: the search for time
and the emphasis of differences. The end of the period of the
simple usage of Central Asian mythologems replaced by deeper
concepts, in part, actualizes the concept of being above region-
alism and the absence of a crossing-point to meta-space, draw-
ing problems of world politics, economics, culture, and informa-
tion in to oneself. Signs of Central Asian culture and traditions
are being fused together in worldwide codes, on one hand mak-
ing reading more difficult, on the other hand introducing exclu-
sive intrigues to intertextual dialogues. Encounters of different
cultures and cultural spaces of different times happen by virtue
of the intermixing of “national” signs in different environments
and vice versa, the blurring of the borders of local idioms and
the creation of new international coding systems.

This is how the explanation of relations with the big world is
happening, an important part of which is occupied by neighbors
in the region.

The “Shadows” series of photographs by Gulnara Kasmalieva and
Muratbek Djumaliev (Kyrgyzstan), unwraps a short metaphysical
story about the transformation of lilies, strewn on the grass, in
the savannah, in reality based on the materials from incidents
in Ferghana valley, where a horrible clash was lived through by
Kyrgyz, Uzbeks, and Tajiks.

Camoflaged cloth of various hues, pulled from frames - “Winter”
and “Summer in Afghanistan” Said Atabekova.

“My brother — My enemy” by Erbossyn Meldibekov, where two
characters converse with each other, holding pistols in their
hands refers to the Central Asian dialogue “Brotherly Repub-
lics” a hopelessly outdated Soviet mythologem, which has lost
its meaning, because modern relationships of all the forty thou-
sand brothers of the planet occur in a different, globalized sys-
tem.

“Neon paradise” by Said Atabekov presents a dervish, sitting
across from the entrance of a supermarket. His prayer bows
do not coincide well with the store’s automatic doors. The
soundtrack is the idyllic and inappropriate twittering of baby
birds. This ironic effort of the idea gives the shaman secret
power over artistic “nature.” Mockery of oneself, located in
the locked-down Asiatic ampoule, is wrapped in mockery of the
fashionable Western interest in “authentic” practitioners of
traditional societies, having long ago become an inclination to
look at the world as if it were composed of “exotic souvenirs,”
on which speculate African and Asiatic “shamans.”

The impetuous Westernization of Central Asia, the implementa-
tion of transnational and general worldwide understanding, cat-
egories and maps, from Snickers to Spam, from barrels to Sting-
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WckyccTtBo LleHTpanbHoi A3um.

ers, changes its appearance and nature. Overly expensive yurt
restaurants, over the entrances to which hang the advertising
slogan “Coca Cola” are a regular part of life now. Not long ago
the mayor of Almaty celebrated that the city had become the
Sister City to an American city. Ethnos is a geographical phe-
nomenon. In the performance of Gulnara Kasmalieva, artificial
hair, a decorative ethnographic element became real. Cutting
off the braids, the artist retained part of her own living hair.

The self-portrait of Said Atabekov portrays the artist dressed
in a T-Shirt from the Berlin’s “Check Point Charley” museum, on
which is written “You are leaving the American sector” inside a
concrete referent “Kyrgyzstan,” the territory of which was re-
cently allocated for the building of the American military base.

Erbossyn Meldibekov.

“My Brother - My Enemy”. Photo. 2001
Ep6ocbiH Menbdubekros.

“bpam mod - spaz moi”. Pomo
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From there the arrival of Godot is expected.

For the new Central Asian states’ integration into the world
context, it was enough to proclaim themselves sovereign and
express their loyal relationship to the USA.

The neo-official artists, vice versa, need a good long intellec-
tual process in order to experience themselves as citizens of
the world. Personal, artistic, ethnic, and national identity are
becoming the only possible way to know oneself. Erbossyn Meld-
ibekov’s performance with hailstones and Saparmurat Niyazov's
directed by the sun, wherever it shines, are two sides of the
same coin, on each side of which appears an Asiatic profile.
The nominal price is 57 dollars and 72 cents a barrel. And that,
regretfully is the most trustworthy indicator of identity.




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

Banepus N6paesa

B oxupaHum logo: cpeaHeasuatckas Bepcus
MOMCKA ULEHTUYHOCTH

Jkc-coBeTckas CpepHaa A3uf, 0AMH M3 CaMblX 3aKpbITbIX W
TanHcTBeHHbix pernoHoB CCCP, ceropHA, nocne nageHuns xxenesHoro
3aHaBeca M TpUHAZLATM NeT He3aBUCMMOCTU — MepeKpecTok
reononnMTUYecKnx u 3koHomuyeckux uHTepecos CLIA, Kuras
u Poccuun. Knaposas HedTun, rasza, metannos, Kak neweps Anu
6abbl, NpUBNEKAaeT BHUMAaHWE AMNAOMATOB, NyTElWECTBEHHUKOB,
6M3HECMEHOB, aBAHTIOPUCTOB U XY[0XKHUKOB.

BypHble nonutuyeckue npoueccol B KasaxcrtaHe, KbiproizctaHe,
Y36ekucrane, TagkukucraHe u TypKMeEHUM, MOUCKM CBOETO NLA,
onpegensioluue X MeCTo B MUPOBOM cooblecTBe, 6e3ycnoBHO,
CTUMYIUPYIOT NOTPEO6HOCTL B BbIPAaGOTKE WHAWBUAYANbHbIX
KYNbTYPHO-UAEHTUDMUKALUMOHHBIX MOAeneil Kaxpaoih CTpaHbl.
[le6aTbl 0 HauWMOHaNbLHOW WAEe NPOUCXOAAT Ha KYXHAX, B
macc-meaua, napnameHTax. HaTypanbHo, uYTO nogasnsowee
60/bWKHCTBO B 00WecTBe, JONT0e BpeMs CylWeCcTBOBAaBWEM B
NPOCTPAHCTBE COBETCKUX KYNbTYPHbIX CTAaHAAPTOB, OCHOBAHHbIX
Ha aKKynbTypauuu Bcex 6e3 wuckntoyeHus Hapopos CCCP wu
cTpaH BapwaBckoro goroBopa, HblHe paccMaTpuBaeT CUTyauuio
C NO3MUUI KOMMEHCAaTOpPHbIX TEOopuil, HanpaBlEHHbIX Ha
dhopmMUpOBaHME NPUOPUTETHBLIX MNO3ULUMIA, KAK HblHE NPUHATO
rOBOPUTb, KTOCYAAPCTBOOOPA3YIOLUX» 3THOCOB.

Haunbonbwuit nporpecc B npouecce akKyabTypaLuum Obi [LOCTUTHYT
B CpefHea3naTcKkoM peruoHe, B cuny HepuddepeHLMpoBaHHON
3THUYECKON W KYNAbTYPHON WAEHTUYHOCTM MECTHbIX 06WecTs,
MOCTPOEHHbIX elle Ha poOJONNEeMEHHbIX OTHOWEHUAX; 3TO
npumepHo T0, C 4Yem cTonkHynuch CLWIA npu cTpouTenbcTBe
«[EeMOKPaTMYeCKOro rocyaapctea» B COBpeMeHHOM AdraHucraHe.
B 1924 rofy cOBETCKOW BNaCTbi0 6bIN0 NPOBEfleHO TaK Ha3biBaeMoe
«TOMOpHOE pa3feneHue», — N0 NUHelKe — AOCTATOYHO TNAHYTH
Ha KapTy peruoHa, reoMeTpuyeckue oyYepTaHuUa KOTOpOro
HaNOMWHAT TPEYroNbHUKN M CEermMeHTbl, HAHECEeHHble Ha KapTy
AdpUKaHCKOrO KOHTUHEHTA.

B pesynbTate  KOrfa-to  obwee  MCTOPUKO-KYNbTypHOE
npoctpaHcTBo MpaHa u TypaHa, coOCTBEHHO, W ABAAlWeecs
reorpaduyeckonn UeHTpanbHoit Asueir, puddepeHumpoBaHHoe, B
OCHOBHOM, 10 CNOCOGY NPOM3BOACTBA: B CTEMU — CKOTOBOAYECKOE,
B ropojax — pemecleHHOe; HblHe, C BO3HUKHOBeHuem B 1991
rogy HOBbIX HE3aBUCUMBIX FTOCYAAPCTB, CTAaN0 NpeAMeTOM fenexa
W MPUYYANUBLIX M3bICKAHUI. YHUUTOXKEHWE KOYEeBOro cnocoba
Cyl,eCTBOBAHUA B CTEMHO 30HE M MCNAMCKOro — B TOPOACKOIA,
BbI3BaHHOE CTPeMNeHNeM K YHUDUKALUN HAaceNeHNs U CO3AaHMI0
abcTpakTHeix  «Tpyaswmuxcs  macc CoseTckoro  BocTokay,
NpMBENO K MOYTM MOJIHOMY PaspylleHUI0 KyAbTypHOI TpaguLmuu
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WckyccTteo LeHTpanbHoit Asun.

M ucTopuyecko namaTu. Takum o6Gpas3om, 6biA coBepleH
BUPTYaNbHbIi CKauoK B ceeTnoe Oyayulee, 3aMKCUPOBAHHbI
COBETCKOW nmponaraHpoii B nnakate, u3obpaxaslwem BCagHUKA,
nepeckakuBalmlWero 4epes npenaTtcTBUe, C Hagnucelo «U3
tbeonanusma — B COLUANU3M».

Pacnag Cosetckoro Coto3a n 06bABNeHWEe CyBepeHUTETA Panuiom
BepHynu CpefHiolo A3ui0 B UCXOfJHYIO TOUYKY, 06oratue obwecTea
3NeMeHTaMu COBETCKOW LMBUAM3ALUM — MOHOATrPUKYNbTypaMu
— XJIONKOM U MIWEeHULEei, MOHONPOMBIWNEHHOCTbIO — B OCHOBHOM,
ROObIBAIOWEN, M MOHOKYNbTYpPOW —  «COLWUANUCTUYECKUM
peanu3mom». C 3TUM HacneACTBOM HOBbIM CTPaHaM NPeAcToAno
BOMNTU B HOBbI XXI Bek B KayecTBe paBHOMPaBHbIX Y4aCTHUKOB
MUPOBbBIX  MONUTUYECKUX, IKOHOMUYECKUX W KYJAbTYPHBIX
npoLeccos.

OTBEpPrHyB WAEO0NOruUI0 KOMMYyHW3Ma, nposo3rnacus cebs
OpPUEHTUPOBAHHBIMU HA PLIHOK, CBETCKUMU, LEMOKPATUUYECKUMU U
NONUITHUYECKUMMU, OHU MPUHANUCHL 3@ CO3AaHUE U yKpenneHue
OCHOB rOCYAapCTBEHHOCTU. TeM He MeHee, NPUHLUNbI COBETCKOM
KYAbTYPHOM MONWUTUKM, NOAXOS K KYNbType, KaK K UHCTPYMEHTY
06CNYXMBAHUA BNACTU, COXPAHUINCL MOKA U B HOBbIX YCNOBUSAX.
MeTon couManucTuyeckoro peanusma 6bi1  efUHCTBEHHOI,
3aMKHYTOW M XOopowo pa3paboTaHHOW  UAEONOrUYecKON
cTpaTerueil, MEXaHM3Mbl KOTOPOW paboTanu B TeYeHMe CEMUAECATH
net. Mpu 3ToM HEOBXOAMMO NPU3HATL, YTO, HACAXKAAA COBETCKUE
KyAbTypHbIE CTaHAApTbl, COBETCKas BNAaCTb, TEM He MeHee,
WHUuMMpoBana nossaeHue B CpepHeit Asum esponeiickoro Tuna
KyAbTYpbI.

06bABMB  cebA  CyBepeHHbIMM, HOBble  CpejHeasMaTckue
rocysapctea BCTanu nepej  HeoOXOAMMOCTbIO  MOJUTUKO-
KyNnbTYpHON  camoupeHTUdMKaALMKM, HadyaB uUfjeonornyeckoe
CTPOMTENLCTBO C TOFO e, 4TO M COBETCKasa BAACTb Ha 3Tane
Bo3HUKHOBeHNA CCCP: moHyMeHTanbHO nponaraHpsl.

OcHoBHOW 3ajavyell «cpefHea3naTCKOro niaHa MOHYMeHTanbHOM
nponaraHfbly ABAAETCA YTBEpXAeHMe rNyboKOo# UCTOPUYHOCTM
rocynapcTBeHHbix o6pa3oBaHuit. 3 aHHanoB uctopum

BbIUCKMBAIOTCA Haubonee NOAXOAAWMe Ans 3TOro GakTel U
nepcoHanuu, MNPOU3BOAUTCA pPEBU3UA apXeoNoruyeckux U
MCTOPUYECKUX U3bICKAHWW, nNepecmaTpuBaioTcs Mudonorus
u  conbknop. B npouecce  BbIPaGOTKM  KyNbTYpHO-
MAEHTUDOUKALMOHHON MOLENU, MOHATUA KCYBEPEHHOEY W

«HalLMOHaNbHOE» MOJyYyaloT TPaKTOBKY, OCHOBAHHYI0  Ha
NPUOPUTETE TUTYNbHBIX3THOCOB, KAXAbIi M3 KOTOPbLIX U BbIMCKMBAET
CBOEro «OTLA HauWW», BCTaBNAEMOro B WAEONOTMYECKYIO
Ablpy, o06pa3oBaHHyK pa3BeH4YaHuem KkynbTa B.W. JlenuHa.
OcBobopuBlmecs noclne CHOca NAaMATHUKOB OCHOBOMOJOXHUKY
COBETCKOW WAEONOrUM CaKpann3oBaHHble MPOCTPAHCTBA — yalye
BCEro TrfaBHble NAOWaAM TrOpofOB — 3aNONHAKTCA HOBbIMMU
betnwamu.
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B KasaxctaHe wum cTan 6opey C [AXKYHrapCKUM BAUAHUEM
AbnaiixaH, B Y3bekucTaHe — cpefHeBEKOBbI/i 3aBOEBaTeNb IMUP
Tumyp (TamepnaH), B TypKkMeHUCTaHE — repoil COBPEMEHHOCTU
Typkmenbaww, B TapgxukuctaHe — Mcmann CamaHu, ocHoBaTtenb
anHactuu CamaHuaos.

GopmupoBaHMEe HALWUOHANUCTUYECKOWA ICTETUKM MNPOUCXORUT
Ha OCHOBE MMWUTALWUKM NMPUHLMNOB €BPONENCKON 3CcTeTUKM 16-17
BEKOB, KOTOpPas NONHOCTbIO OTBEYaeT 3ajaye roCyaapCTBEHHOTrO
naccensma, HanpaBJeHHOro Ha YAPeBHeHNe UCTOPUM U CO3AaHune
Mnda o BennyMm coBpemeHHbIx HapopoB CpepHeil A3uum, co
CHalinepcKoi TOYHOCTbIO onpepenss Ans ceGs NPUOPUTETHBLIN
MCTOPUYECKUN CTUNb: GAPOKKO M KNacCULM3M, KaK M3BECTHO,
BO3HUKAM B CBA3M C (opmupoBaHuem B EBpone rocyaapcrs,
OCHOBAaHHbIXHAaCUNbHON HALLMOHANbHOW NAEe MaBTOPUTAPHOMTHUNE
npasneHus. Tak, npuHaanexawuin HolHe Y3bekuctany TamepnaH
BOCCeJaeT Ha KOHe B MOJIHOM COOTBETCTBUM C MaHepoit bepHuHu:
CUNbHAA AMHAMUKA, CBeTOTeHeBble 3 PEeKThl, IKCMPeCcCUs Nenku
M T.4. (CM. Banee yyebHWUK uCTOpUM McKyccTBa). EBponeiickas
Knaccuyeckas TpaguuuMs W3006paxeHWs repoeB B aHTUYHbBIX
oflexpax TaKkxe npopgonxeHa — TamepnaH B TallKkeHTe ofeT B
KOCTIOM peBHero corguiLa, Xxota CpeAHeBeKOBbIt 3aBoeBaTeNb
Obl1 MOHTONOM. McTOpUKO-3THOrpatdmyeckas 3KNEKTUKA co3paeT
HOBYIO FeONONUTUYECKYIO CEMAHTUKY, KOTOpPas AONXKHA YyTBEPAUTD
MCTOPUYHOCTb COBPEMEHHOTO Y36ekucTaHa.

B [HdywaH6e e, ctonuue TagKMKMCTaHa, YCTaHOBNEH
LEMOHCTPATUBHO Nnewmnit namaTHUK Mcmanny CamaHu, cTpouBluemy
ropoga, nogAepxuBamlwemy  3emnegenune " passutue
pemecen. 30NM0YEHHbIA CUIY3T BHIPUCOBLIBAETCA B MNpoOeMe
rPaHAMO3HOW apKu, UMelLWwen NPOTOTUNOM NOpTanbl Mejpece u
maB3oneeB CamapkaHfa u byxapbl, KOTOpble HblHE HAaXOAATCA B
Y3beKkucraHe.

Takum 06pa3oM, WCTOpPUYECKUE NIUYHOCTU BOBNEKAKTCA B
COBpPEMEHHbIE TEPPUTOPHUANbHBIE CMIOPbI M, MPOBO3TNALAACHOTLAMM
HauWu, CTAHOBATCA CUMBONAMU HOBbIX FOCYAAPCTBEHHOCTEIA.
MpuaaHue  3KCKNIO3MBHLIX  rocyfapcTBoobpasylolwux npas
«0Tuam HapoaoB» APEBHOCTM NPOUCXOAMT, HECOMHEHHO, U
ANA  CO3h4aHWA WAEU NpPeeMCTBEHHOCTM BNACTU, NOCKONbKY
HblHEWHWE NPaBUTENU-NpPE3UAEHTH YTBEpPXAAlT cebs oTuamu-
OCHOBATeNsAMM, [aBWWUM HE3aBUCMMOCTb HOBLIM rOCyAapcTBaMm
CpeaHeit A3uun, x0TA, KaK M3BECTHO, «Napaj, CyBEPEHUTETOB»
npousolen «cBepxy», Bcneacteue passana Cosetckoro Cotosa.
YCTaHOBUB aBTOPUTApPHbIE PEXMMbI M HAXOAACH Yy BNACTU yXe
Gonee NATHajLUATU NeT, NPE3UAEHTHl YBEPAIOT, YTO KBO3POKAEHME
HaUMOHaNbHOW [AYXOBHOCTU» W «BO3BpalleHWE K Tpaguuuu»
COCTOANUCL NOCPEeACTBOM  CO3[aHMA  HALMOHANUCTUYECKOM
KNaccuum3npylowein 3CTETUKMU, KOTOPAs U ABNAETCA, COOCTBEHHO,
NPU3HAKOM HALUOHANBHOW MAEHTUYHOCTH.

KoHHblt AbnaiixaH Ha BOK3aJbHOW nuaowagu B Anmarsl,
ObiBWwei cTonnue KasaxcTaHa, XecToMm pyKu yKasywwui nyts
npuUesXuM, B3TPOMOXAEH Ha Y3KUI MoCTaMeHT, 06oralweHHbli



CNOXHO NpoUAUPOBAHHBIMY TAramMu, KOMMO3UTHBIMU
OpPHAMEHTUPOBAHHBIMU KANUTENSAMU KONOHH, NOJUXPOMUEN U
pa3HO(aKTYpHOCTbIO KaMHA. BTopoil KOHHbIN AGnaiixaH, Ha
3TOT pa3 yxe B HOBOW cTonuue AcTaHe, CTPOALWENCH B ronoi
ctenu, 6onee CKPOMEH — 3TO, CKOpee, CTPOTUW KNACCULU3M.
«HauuoHanbHble Tpaguumm» B 060MX MaAMATHUKAX CKYMO
nofAEpXKaHbl  «HALMOHANBHLIM»  AEKOPOM:  akceccyapamy,
MOHTFONIOUAHOCTbID NINL, W, HaTypanbHO, M306pa)eHueM KOHSA,
KOTOpPbIi 4711 KOYEBOTO B NPOLWAOM 06pa3a XU3HM LEeNCTBUTENBHO
ABNAETCA BAXKHLIM UAEHTU(HUKALUOHHBIM NPU3HAKOM.

Cronb yAayHoe coBMajgeHue Homaguyeckoi u eofanbHO-
abconoTucTCKO Tpaauumii nopoaun B KasaxctaHe J0OCTAaTOYHO
CUNbHBIA 3D PEKT TUPAXKHOCTU: OTHbIHE KaXAbl TOPOA, KaXAabli
pPalOHHbIA LEHTP CTPeMUTCA 063aBeCTUCb CBOWUM KOHHbLIM
repoeM. Bo3HuMKwwux w3 dQonbknopa, nereHs M npepaHun,
4acTo 06bBABNAEMbIX NpPefKaMW HbLIHEWHUX MHOFOYUCIEHHbIX
HayYaNbHMUKOB, UX YK€ MOXHO CYMTaTb AECATKAMU, U He cnyvaeH
TOT DaKT, YTO GONBLWMHCTBO COBPEMEHHbIX Ka3aXCTaHCKUX KOHHbIX
MOHYMEHTOB POXAAIT aCCOLMALMMN CO CKA30YHbIMU NEPCOHAXAMMY,
reposMu NereHf, B KOTOPbIX MOry4yuit repoil u3baBnsn CBoOw
poAuHY OT 37106HbIX BparoB. Takum 06pa3oMm, ApeBHUE TPeKH,
YNeHbl apxanvyeckoro o6WeCTBa, MApKMPOBAN CBOU [OCTUKEHUS,
0bbeauHas ux noa umeHamu «[pometeit» wunu «lepakn».
Ho B noBTOpAeMOCTM MOTMBA COLEPXKUTCA HEKUA PyAUMEHT
KynbTypHOI namatu. Kaszanocb 6bl, Kaxabll ropos Uau ropoaok,
BO3/JBUTAIOWMNA KOHHbIW MOHYMEHT Ha NNOWAaAKN, BEPHONOAAAHHO
nofAepxnBaeT 3NUAEMUI0 MOHYMEHTANbHOMO rOCYAapCTBEHHOTO
cTpouTenbcTBa. CApYroit CTOPOHbLI, UX MHOXKECTBEHHOCTb ABAAETCA
CnepcTBMeM elje XWBOW TPafULUM CUNBHBIX POJONAEMEHHbIX
OTHOWEHWU, CBUAETENbCTBOM LEHTPOOEKHbBIX CUA, CMOCOGHBIX
BbIXKWBATb 6€3 yKa3ylowWwero nepcra, YTo, KOHEYHO, MPOTUBOPEYUT
Waee aBTOPUTAPHOrO roCyAaapcTea, M ObINO BCKOpe 3anmpeleHo
noCpefCcTBOM  HeoPUUMaNbHLIX, HO  [AOCTAaTOYHO  BHATHbIX
yKa3aHuu.

Npes COBpPEMEHHOTO abconioTusma, BbliaBaeMas 3a
«HAaLMOHaNbHY», Halna CBOe HauBbiCWee BOMNJOWEHNE B
TypkMeHWCTaHe, Npe3nAeHT KOTOPOTo HAacCTONbKO YeCTeH, YTo, B
COOTBETCTBUU C [eMOKpPaTUYECKMM BONEU3bABNEHMEM HApoAa,
MOKOPHO MNPWHAN CBOE MOXMW3HEHHOEe W36paHWe Ha CBOW Xe
BbICOKMI nocT. B cBa3u c yem Apka Heiitpanuteta B Awrabare,
npeacTasnfAwWwas cob6oil rpoMagHbil, BO3HECEHHbI Ha Tpex
MOLWHbIX ONOpPax, NOCTAMEHT U3 GETOHA W CTekNa, C NapagHbIMu
nomMeweHWAMU  BHYTPU, yYBEHYAHA 30/I04eHHOI  Gurypoi
CanapmypaTta Hus3oBa, noBopauuBatolwencs B 3aBUCMMOCTU OT
MONOXEHMA CONHLA Ha Hebe.

B [aHHOM C/yyaeT MOXHO FOBOPUTb YXKE JAXe HE O CTUAUCTUKE
6apokko, HO M 0 6ojee ApeBHUX WMMNEpPUAX, BO3ABUraBIUIUX
KONOHHbI TpasiHa, MeranuTuyeckue ckynbnTypsl KoHCTaHTUHA U
APYTUX aHTUYHBIX UCTOPUAX, CTONb NHOGUMBIX TONNMBYAOM.

CLpyroi cTOpoHbl, ABMXKYIWancA cTaTya TypkmeHbawwm, 6e3ycnoBHo,
ABNAETCA KMHETUYECKMM OOBEKTOM, B YEM OYEBUJHO BAMUAHUE
HoBbIX TexHonoruit. Ciopa nmpocutcs pas3suTue Mbichu Cnasos
Xuxeka, yTBep)aawoLWero BAMAHUE COBETCKOW apXUTEKTYypbl Ha
3cTeTuKy TOro xe lonnusypa. NMon ¢unocod cesasbieaer obpas
KuHr KoHra, cToswero Ha Kpbilwe He6ockpeba ¢ MeranuTuyeckoi
¢durypoit Jlennna Ha BepwuHe [lBopua CoseToB. B cnyyae xe
Apku HeiiTpanuTeta BnonHe BO3MOXHO roBOPUTb 06 0OpaTHOM
adhdekte - BausHum lonnueypa, BkAtOYalowWwero B o6pasHyw
CTPYKTYPY CBOWUX MOHYMEHTaNbHbIX NPOU3BEAEHUH NMPUMUTUBHO-
HacTpoeHYeCcKUe TPAKTOBKM 00bEKTOB Npupoabl. Ponb neyansbHoi
roNAMBYACKOW NyHbl Hag BaOGneHHbIM KuHr KoHrom B chyuae
onTuMucTUYeckoro TypkMeHGawWwm urpaeT HaTypanbHoe AHEBHOe
CBETUNIO CONHEYHON TypKMEHUU.

Bocnpusatue HOBBIX TEXHONOTUI Yepe3 MONYNUCTCKYK 3CTETUKY
lfonnuByga - BMNOAHE oONpaBAaHHbIA MeTOL COBPEMEHHOTO
aBTOPUTAPHOr0 CpefHea3naTckoro puckypca; ewe PonaH bapt
0TMeYas, YTo NONOBUHYATHIN, MEXEYMOYHbIN 3HAK, KoNnebntowmincs
MEXAY WHTeNNeKTyaNbHbIM W HYTPAHbLIM, SBIAETCA OCHOBOM
OypKya3Horo 3penuiia, nULEMepHO npuceawwero cebe ums
ectecTBeHHoro. CoGCTBEHHO, TONNUBYACKUMU XKe CTaHAapTamu
MOXHO W3MepuTb BbiCKa3aHHoe TypkmeHOGawu napy neT Haszapg
CKPOMHOE XeNnaHue cTaTb cefyolWwmnm npopokom nocne Mucyca u
Myxammepna — ele He 6OroM, HO yIKe U He YeNOBEKOM.

TypkmeH6awu, OAHAKO, He OAWHOK B CBOEM CBOeobGpasHOM
MapruHanuame - MeXeyMmMouyHble O0ObLEKTH, o0b6beauHswwWMUe
penurnosHbie 3HaKOBble CUCTEMbI C 6GE3YMHBIMU TONNUBYACKUMY
cloXeTamu 06 3NeKTPOHHOM YNpaBNeHUM MUPOM, CYLLECTBYIOT U
B Ka3zaxcraHe.

InemeHTamu MoHymeHTa HeszaBucumocTi B Anmathl U BHYTPEHHETO
y6paHcTBa 6awHu baiiTepek B AcTaHe ABNAIOTCA OTNEYATKU PYKH
npe3upeHTa Hasap6aesa. bpoH30BbIie NOAUYMbI, B NEPBOM Cllyyae
— B BUAE KHWUIU, BO BTOPOM — B BUJE TPAAMLUOHHOIO amyneTta
«TyMap», NpeACcTaBAAOTCA CBOEro POfia CEHCOPHBIMU KNaBUWAMU,
pearvpylowmnMmu Ha onpeaeneHHblii Habop NanUANAPHBIX TUHWRA,
HaXaB Ha KOTOPbIE, MOXHO JUCTAHLUOHHO U C yCMexXoM ynpaBiaTh
CTpaHoM. 3T GPOH30BLIE CEHCOPbI OTChINAT K hunbmy Total Re-
call, 8 punane kotoporo nobegoHocHslit ApHonba LBapueHerrep
(ry6epHaTOpCTBO KOTOPOro Takke rMyObOKO CUMBONMYHO), HAXaB
Ha cnej NajoHW WHONNAHETAHWHA, Jal MapCUaHCKOMY Hapoay
BO3MOXHOCTb BAbIXaTb BO3AYX NOJIHOW rpyablo.

B To e BpemA OTNeYyaToK pyKM — 3TO YCTOWYWUBBLIN CUMBON
ofHoro u3 MudoB ucnama, Tak HasbiBaemas «Pyka Anu» — 3474
W CnofBUMXHMKA npopoka. Haxopswascs B AcTaHe KOMNO3WLKA
«[obpble NagoHM», KaK yXe roBOpuUIOCh, NOMeleHa B OawHe
«baiiTepek», B KOTOpPOW, KpOMe CNOXHOTO NOAMyMa Ans Hee,
Huyero HeT. [paHpuMo3Hoe 97 —-MW METPOBOE COOpYXKeHue
ABNAETCA NPOCTO NOCTAMEHTOM NOJ OTNEeYaToK PyKW Npe3npeHTa,
a 3arafoyHoe ANnf MHOTUX HasBaHue GawHu — balTepek — Kak
BbIACHUNOCh, POAOBOI 60€BON KAMY POAA WaNpaWThl, K KOTOPOMY
npuHapnexut Hasapbaes.
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... npuwen fogo.

Mpouecchl NOMCKAa WAEHTUYHOCTH M KOPHENH, NblWHbBIE NO3YHIY
BO3BPAWEHUS K HaUWOHANbHOW TPaguuuM U BO3POKAEHUSA
LYXOBHOCTW, TeaTpanbHblii nathoc yTBEPXAEHUS [ApeBHeMwWnx
OCHOB TrOCYAApCTBEHHOCTU U HE3bI6NEMOCTH CyBEPEHMTETOB
B CpepHea3uaTcKOM peruoHe, WUCTOPUYECKUE UCCNELOBAHMUA,
anennsuMM K MCTOPUYECKUM U COBPEMEHHBIM 3CTETUYECKUM
cuCTEMaM, NpUBNeYEHME apxauyeckux W HOBbIX TEXHONOrwii
— BCe rpaHAuo3Hble ycunus u dbanbcuduKaunm HanpaBneHsl Ha
nepcoHanbHble caMoneHTUdUKaLUU TULEPOB ...

... B 2002 ropy B eHeBe Kbiproidckasa xypoxHuua lynbHapa
KacmanueBa npeseHToBana nephopMaHc, cCofepxaHue KOToporo
COCTOANO B CNeAYIOLEM — €e aCCUCTEHTKA TKana Ha NPUMUTUBHOM
TKaLKOM CTaHKe HeKoe NneTeHWe, COCTOABWEE M3 ANUHHBIX KOC
XYLOXHULbI, NPOTAHYTEIX BAONL noauyma. Cama aBTop, ogetas B
HaUMOHaNbHYIO OfleXAY, CUAA Nepef 3pUTENAMU U KNPUBA3AHHAAY
TakuM 06pa3oM K CTaHKy, urpana Ha KobGbi3e — [peBHEM

“Gentle Palms” Composition, Baiterek
tower, Astana, Kazakhstan. 2004
Komnosuyus “fJobpsie nadoru”, 6awHs
baiimepex, AcmaHa, KazaxcmaH
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MHCTpYMeHTe KOYeBHUKOB. [10 OKOHYaHUM MenouK OHa oTpe3ana
KOCbl, U MOrna, HaKOHel, BCTaTb, OCBOGOAWBWMCL OT CBOMX
«nNpuBA3aHHOCTei». Pe3kas pJeknapaTMBHOCTL nepdopmaHca,
Npo3ByYyaBlWas KaK CHUIbHAA HErauus CneKkynaTUBHLIX Wrp C
HaUMOHaNbHOW KyNbTYpON Kak GPeHJOM HEe3aBUCMMOCTU — OfHA
M3 COCTaBNAKWMUX HOHKOHDOPMUCTCKOTO AMCKYpCa, B KOTOPOM
pabotaloT HeoduuManbHble XynoxHWKkM CpeaHeasnaTcKoro
peruoxa.

Capyroii CTOpoHbl, aKTUBHO paboTalolme aKTyanucTbl, NPOXKUBLINE
Npu COBETCKOW BIACTW [Be TPETU CBOEN KU3HU, HEOXMUAAHHO
OYYTUBLIMUCH XUTENAMU COBEPLEHHO [PYIUX CTPAH, ECTECTBEHHO,
03a6oyeHbl NPO6NEMON ULEHTUYHOCTH; HALMOHANbHASA TPAgULUs,
MPUYACTHOCTb K KOTOPOM OLLYWAETCS UMU OYEHb OCTPO, HE MOXET
He ObITb BKJIIOYEHHOW B UX aKCUONOTUIO.

CunbHOW TeHpeHUMelr akTyanbHoro wuckycctea CpepHeir Asuu
CTano yTBepXAeHue npaBa 4yeNoBeKa Ha BO3MOXHOCTb ObiTb
WHBIM, TNPpUHaANexaTb K WHOW TPpaguLuK, UMETb ApPYryio,
He  €eBPOMOLEHTPUYHYI  UCTOPUIO W KYNbTYypy, Apyroin




ncuxodusmyeckuin Tun. B To e camoe Bpema KoHcTaTupyetcs
owyuweHue cebs yacTblo YenoBeyecTBa, CMOCOOHON K
M3MEHEHUAM U YTBEPXKAEHUIO CBOMUX NAPUTETHLIX OTHOWEHUNR C
mupom. HazgaHusa BbiCTaBoK, Bnepeble B uctopuu CpepHeir Azuu
nposejeHHbIX B TeyeHune 2002 roga B EBpone, rosopaT camu 3a
ce6s — “No Mad’s Land” (bepnun), “Re-Orientation” (Beiimap),
“Trans Forma” (}XeHeBa)

Ha WHOMBUAYanbHbLIX YPOBHAX 3Ta TEHAEHUMS NpPOSBAAETCSA
B NOMCKE A3bIKA OTIWYMIA, a He NOLOOGMI, OCHOBAHHOTO Ha
paspyleHuu 3THOTpadMyYeCcKU-CyBEHUPHOTO cTepeotuna,
3aKoCTeHenoro B3rmisga Ha nwogeil u peruoH. Kpome Toro,
NPOBO3INAWAETCS KOHFEHMANbHOCTL MUPY  UCKYCCTBA, Ha
HayanbHOM 3Tane O0COGEHHO CUNbHOI 6bina OpueHTauus Ha
MOCKOBCKMI aKLMOHMU3M.

Mostomy nepdomanc NynbHapel KacmanueBoi copepxuT, Kpome
yXe 0603HAYEeHHbIX KPUTUYECKUX CMbIC/IOB, CMbIC/I NPUCYTCTBUSA B
HEM XyAOXHMLbl KAK COBPEMEHHOTO YeNoBeKa, 0bnapaiowero sceit
CYMMOI4 3HaHUiA, MbiCNeil, YyBCTB M NpaB 6bITb camoii coboii.

MockonbKy paspyweHue TpebyeT NepBOHAYaNbHOrO Pa3bACHEHUS
B CUNYy OTCYTCTBUA KaKOW-N1M6O BHATHOW WHPopmauunm o6
MCTOpPUWN pernoHa, MHorue pa60TbI OCHOBAHbl Ha pfeTalbHbIX
PEKOHCTPYKLUUAX  TpagMLUWOHHOrO  OblTa, CHATUA  CNOEeB
COBETCKOW M PEenuruo3Hoil Mopanu, eBpOMenCKUX U BOCTOYHbIX
KYNbTYPHBIX HOPM, [ecakpann3auuu PUTYanbHOro YCTPoOMCTBa

Erbossyn Meldibekov. Pol Pot. Video. 2000
Ep6ocsiH Menbdubekos. llon Mlom. Budeo

noct coseTckoro obuwectsa. Kak u nepdpopmaHc TynabHapbl
KacmanueBoii, 6onbWwWMHCTBO paboT MMEIT WOKUPYIOWKIi
xapakTtep — KaHat W6parnmoBs Ha rnasax y u3ymaeHHo ny6auku
ybusaer 6apaHa, Pyctam XanbhuH cHumaet duabMm, Noapo6HO
u3naralowmii fLeTanu KouTyca, OCyLecTBNSEMOr0 BEPXOM Ha KOHE,
CakeH HapblHOB CTaBMUT NaMATHUK ACbIKY — KOJEHHOW KOCTOYKe
6apaHa, ucnonb3yioleics Kak getckas urpywka, Camg Atabekos
npoxuraer asipy B KopaHe W BCTaBnseT B Hee KaMeHb — 3HakK
AOUCNAMCKUX NaHTEUCTUYECKUX BEPOBAHMUIA.

Takum o06pa3om 3ageknapuMpoBaB CBOW WAEHTUYHOCTb Ha
JINYHOCTHOM YPOBHE, JOKa3aB CBOM BO3MOXHOCTW MO LPYroMy,
Ha OCHOBE PEKOHCTPYKUWM JpEBHEel Tpaguuuu ectb, no6UTH
KEHWMH W JeTel, TKaTb, UTPaTh Ha My3blKaNbHbIX UHCTPYMEHTAX
W BEpUTb B Pa3yM MPUpPOLbI, aKTyalbHOE WCKYCCTBO B NMOMCKAXx
WAEHTUYHOCTU obpaTunoch K npobneme OTHOWEHUI Yenoseka,
rpaX(fiaHuHa CyBEpeHHON CpeaHea3uaTCKoi CTpaHbl CO CBOUM
rOCYyfapcTBoOM.

O6pa3Has TkaHb BupgeonepdopmaHca «Mon Mot» Epb6ocbiHa
Menbpnbekosa (KasaxctaH), npeactaBastowero coboii ctpawHoe
3penuiye — TroNOBbl KMBbIX, 33aKOMaHHbIX B 3eM0 NoAed C
CUNbHO BbIPAXEHHBIMM a3MaTCKUMWU YepTamu NuL, COCTOUT U3
annuTepaunin, CeMaHTUKa KOTOPbIX OTCHIIAET KO MHOXecCTBY
KYNbTYPHBIX KOJOB W 3HakoB. McTtopuyeckum - WcdaraHckoi
nupamuge TamepnaHa, «Anocdeo3y BOWHbI» B.BepewaruHa,
KynbTOBOMY coBeTCKOMY unbMy «benoe conHue nycTbiHU»;
COBPEMEHHbBIM — «BOCTOYHOWY» pekname NHKombaHKa, HaYanbHbIM
Kafpam nepsoro «TepMuHaTopa»; npefBocxuilaoium Gyayuee-
(pabota cpenaHa B 2000) — doTorpadpuam u3 A6y [peiiba,
3NeKTPOHHOW urpywke Snood. Ho anno3uu He ucyepneiBaioT
MHOTOC/IOMHbIX CMbICNOB paboTbl — WTOroBas KOHCTaTauus
cuTyauuu Hecsobofbl — HA NMYHOCTHOM YPOBHE, HA PETMOHAIBHOM
M obleyenoBeYecKoM, NpUPaBHUBAET YENOBEYECKYIO TONOBY K
OVNbIXHUKY, KAMHIO, HEOAYIWEBAEHHOMY NPeLMETY, HECNOCOOHOMY
M3MEHWUTb CUTYaALUIO — KOTPAAHENH KAMHEM ObITEY ...

CaMblM CUNbHBIM 3HAKOM peFMOHaﬂbHOVI WOEHTUYHOCTN [anAda
XYLOXHUKA ABNAETCA MOHTONOULHOCTD KaK KBUHICCEHLUMU
a3MaTyMHbl, HEMOJUTKOPPEKTHOCTb  3KCMayaTaluuu KOTOPOWM
oyeBMOHA UM HuKem, Kpome Hero B CpepHeir A3um He
apTukynupyetcs. Tak, B COBCEM NPOCTOM BugeonepdopmaHce nog,
Ha3BaHueM «llacTaH» cam aBTop, 061aaalOWUIt APKO BbIPAXKEHHOM
MOHFOI]OM)J,HOI?I BHEWHOCTbD, YacCcamu cnaonT  nop rpagpom
ChIMIIOWUXCA HA HEFO MOLEYNH, COBEPLWEHHO HEMOIMTKOPPEKTHO,
C MAa30XUCTCKWUM yCepAneM n3feBasncb Haf GeHOMEHOM a3uaTCcKom
NMOKOPHOCTH.

HakoHel, COBEpPLWEHHO HEMONUTKOPPEKTHbIE AEXa BIO BOZHUKAKOT
npu paccmatpuaHuu «llaMAaTHUKA repoio» — YyeTblpe HacTosAWMe
NOWaXbM  HOTW, BO3HECEHHbIE HA BLICOKUA  «PUMCKUA»
NOCTaMeHT.
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MeHee spOCTHble, HO He MeHee XecCTkue BbiBOAbl Aenaer Caup
ATabeKkoB, ANf KOTOPOro CyBepeHHblii CpefHWUI a3naT Takxe, B
OCHOBHOM, MacCUBEH, HO BCe e CNocobBeH K CONpPOTUBAEHMUIO.
MHCTpyMeHTBl COMPOTUBAEHUA CMeuuduUyHbl— YyaaKoBaTOCTb,
acoLManbHOCTb, XEPTBEHHOCTb. Yale Bcero cam XyAOXHUK U
BbICTYNAaeT B pofu 6poasaru, HUWero NponoBegHUKa, OPOJUBOTO,
OfleTblil B KOCTIOM AepBuULIa.

B nepdopmaHce «CoH YuHrusxaHa» OH, nocne BO3HeCcCeHMUA
NOKAAHHOW MONWUTBLI, Mafan Ha 3eMNlo, a COpaTHUKM o6BOAUNU
ero cunyaT Kpackoil. B pesynbtate oT BnacTtutTens ocraBancs
TONbKO KPUMUHANbHBIA CNef Ha 3eme.

Mactux «ColH BocToKa», BOCHOBE CBOEW ABNAETCA l/|306pa)KEHl/IEM
WaHblpakKa — AepeBAHHOro Konbua C BHyTpeHHeVI erCTOBMHOVI,
CBA3blBalOLWeEro oCTtoB KPThI. LuaHpraK KaK CMMBON AOMalHero
oyara CTan OCHOBOMN rep6a He3aBucumoro KasaxcrtaHa u OfHOI
U3 NONYyNApPHbIX MI/I('.bOJ'IOI'EM HOBOTO BpPeMEHMNU.

«CbiH BocToka» — 370 ManbyuKk, ¢urypa Kotoporo nosTopseT
nepeknaguMHbl JepeBAHHOW KpeCcTOBMHbI lWaHbipaka. To ecTb
ABNAET C00O0M KPecT, 3aKNIYEHHbIH B Kpyr, aneanupyowuil
k cxeme Vitruvian Man JleoHappo Aa BuHuYM M wupeanbHbim
nponopuuam «yenoseka BospoxpeHusa».

[aHHbIN nanumncecT poxgaeT HOBbIA, MPOHUYECKUI U KECTOKUIA
cmbicn — «CblH BocToka» cTaHOBUTCA XepTBOW, pacnaToil B nose
cBATOro AHApes Ha rocyaapcTBeHHOM repbe He3aBUCUMOTO
Ka3axctaHa.

Takumo6pasoMm, npobaemMauaeHTUYHOCTY BAKTYabHOM UCKYCCTBE
CTAHOBATCA, NO CYTH, ONMNO3ULMUOHHOI, BEICTPO pa3BuBatoWeics
u Bce Gonee MOAepHU3MpYIOWENCA MEHTaNbHOW CUCTEMOMN.
Mpuspak nocTmMogepHu3Ma npuobpetaer Bce Gonee peanbHble
YyepThl : BPEMA NOUCKA U YTBEPKAEHUA OTAUYUIA, NEPUOS NPOCTOM
aKCnayatauuu cpefHeasuatckux Mmudonorem 3akaHuyusaervcs,
CMeHuBWUCL 6onee rYGOKUMU KOHUENUMAMKU — B YACTHOCTH,
aKTyanu3nMpyeTcs HafpernoHanbHblii KOHLENT, OCYLWEeCTBUBLINNA
nepexos OT JOKalbHbIX npo6neM K MeTanpocTpaHCTBaM,
BOMpawowmx B cedbsa npobaembl MUPOBON NONUTUKM, IKOHOMUKH,
KynbTypbl, MHGOpMauWu. 3HAKW cpefHeasuatcKUx KyabTyp U
TPaauuUMin BNNABNAIOTCS B MUPOBbLIE KOAbl, C OAHON CTOPOHSI,
3aTpyAHAA 4TeHue, LPYroil CTOPOHbl NPUAABAs 3KCKIIO3UBHbIE
WHTPUTM  WUHTEPTEKCTyaNnbHbIM  fuanoram.  TpaHcrpeccuu
Pa3HOPOAHLIX W PAa3HOBPEMEHHbIX KYAbTYPHbIX MPOCTPAHCTB
NPOUCXOAATNOCPECTBOM NepeMelleHUsA KHALMOHANbHbIX» 3HAKOB
B UHble Cpefbl U HA060POT, pa3mMbiBan FPaHMULbI NOKANbHLIX UANOM
M CO3[1aBasi HOBbIE MHTEPHALMOHANbHbBIE KOLOBbIE CUCTEMBI.

Tak NPpOUCXOAUT BblACHEHUE OTHOWeEHUA C 6GonbWUM MUpOM,
HeMaNoBaXHYl 4aCTb KOTOPOro 3aHMMaAlT coCeamn no pernoHy.

Cepus dpotorpaduit «TeHu» N'ynbHapbl Kacmanuesoit u Mypatbeka
Ixymanuesa (KbiproizctaH), pa3sopayupatoas Mmetagusnyeckuii
KOPOTKWUIM pacckas 0 npeBpaleHUn NPOCTbiHb, PACCTENEHHbIX Ha
TpaBe, B CaBaHbl, HA CAMOM fJiefle, CO3JaHa Ha MaTepuane cobbITUi
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B (DepraHCKoﬁ [ONINHE, TAE NPOU3OWN CTPaWHbIE CTONNKHOBEHUA
NpoXunBaoLWKUx 3necCb Kblproi30B, y36€KOB M TagXNKOB.

KamydnsxHasa TKaHb pa3HbiX OTTEHKOB, HAaTAHYTasA Ha MOAPAMHUKY
- «3uma» u «Jleto B AdraHuctane» Canpa AtabekoBa.

«bpat moit — Bpar moit» EpboncceiHa Menbanbekosa, rae fBa
nepcoHaxa obpaweHsbl ApYr K APYry, fepxa BO pTax NUCToneTh —
cpeaHeasnaTckuil auanor «6paTckux pecnybnmk» — 6e3HafexHo
ycTapeBlWwas coBeTckas Mudonorema, noTepaBLAn BCAKUIA CMbICh,
NOCKONbKY HbIHE OTHOWEHUSA BCEX COPOKaA ThiCAY BpaTbeB NaaHEThI
COCTOAT B ApYroi, rno6ann3oBaHHON KOHTAaKTHOM cucTeMe.

«HeoHoBbliii pait» Caupga ArtabekoBa npejcTaBiAsfeT AepBUWa,
cupAwWero HanpoTueB Bxofa B cynepmapkeT. MonuTBeHHble
MOKNOHbI HEe COBNAajalT C aBTOMAaTUMYECKUM OTKpPbIBAaHUEM
aBepeit. HanoxeHHbI 3BYKOPAA — UAUNMYECKOE U COBEPLIEHHO
HeyMmecTHoe wWebeTaHWe NTUYEK — UPOHUYECKOe YycuieHue
uneu HeorpaHWYeHHOW TAWMHCTBEHHOW BNACTM WaMaHa Haj
MCKYCCTBEHHOW «npupopoi». Hacvewka Hapg camum coboii,
HaxoAAWMMCA B CUTYALUN «3aKPENAEHHOro» a3uaTckoro amnnaya,
obopaymBaeTcs HaCMEWKOW Haj MOAHBIM Ha 3anaje uHTepece
K «eCTECTBEHHbIM» NpaKTUKaM TPaAULMUOHHbBIX 0OWECTB, AABHO
npeBpaTUBWNXCA B CYBEHUPHO-IK30TUYECKOE 3penuiye, Ha
KOTOPbIX CNeKynupywT yuwnsle adpuKaHCKME UM  as3uaTckue
«laMaHbl».,

Said Atabekov. “Son of the East”. Photo. 1995
Caud Amab6ekos. “CbiH Bocmoka”. ®omo




Gulnara Kasmalieva. “Goodbye song”. Performance. 2001
lyneHapa Kacmanuesa. “lpowansHas necua”. llepgopmarc

CtpemutenbHas BecTepHusauua CpepHeit Asuu, BHeppeHue
TPAaHCHALUOHaNbHBIX W OOWMX [Ns BCEro MuUpa MNOHATUR,
KaTeropuit u cxem, OT CHUKepPCOB A0 cnama, oT Gappens Ao
CTUHTepoB, MeHAeT ee nuuo. [lpuaopoxHas topTa-pecTopaH,
Haj BXOAOM B KOTOPYIO BUCUT peknamHblii cnorad «Koka-Kona»
- HopmanbHoe ABneHWe. HepaBHO M3p AnmaThl 3ameTun, 4To
OHa npeBpaTMNacb B 3alITaTHbIi aMepUKAHCKWUWA TOPOA. ITHOC
- ABNeHue reorpaduyeckoe.

B nepdopmaHce lynbHapbl KacManneBoi MCKYCCTBEHHbIE BONOCHI
— BEKOpaTUBHbIA 3THOrpaduyeCKuit INeMeHT — NpUBA3bIBANNCH K
HacToAwmnM. OTpe3as KoCkl, XyA0XKHMNLA 3aXxBaTbiBana 4acTb CBOUX
XWBbIX BONOC.

Astonoptpet Canpga AtabekoBa, 01eTOro B MaiKy U3 6epAUHCKOrO
mysea Check Point Charly ¢ Hagnucbio «Bbl nokupaete
aMepUKaAHCKUIt ceKTop» caenaH Ha dhoHe GeTOHHOrO yKasaTens
«KbIproi3cTaH», TeppuUTOPUA KOTOPOro HbiHe NpefocTaBieHa ans
pa3MmelleHns aMepUKaHCKUX BOEHHbIX 6a3.

OTTyAa oxkupaerca npuwecteue fogo.

HoBbiM CpefHeasuaTtCKMM rOCYAAapCTBAM  ANf  MHTerpauyuu
B MWPOBOW KOHTEKCT, 6bINO [OCTAaTOYHO 006bABUTL Ccebs
CYBEPEHHbLIMU W BbIPA3UTb CBOI JIOAJLHOCTL MO OTHOWEHUIO K
CWA.

HeodwuumanbHbele XyAOXHWKK, HA06OPOT, HYXKAAKTCA B JONTOM
WHTeNNeKTyanbHOM npolecce ANA TOro, 4ToObl OWYTUTL cebs
rpaxpgaHamu mupa. JIM4YHOCTHAA, XyAOXHMYecKas, 3THUYecKas
M HagHaUMOHaNbHAaf MAEHTUYHOCTb CTAHOBUTCA €AUHCTBEHHO
BO3MOXHbIM cnocobom oco3HaHua cebs. [eptbopmanc ¢
noweynHamum EpbocbiHa Menbaubekosa #  nephopMmaHc
CanapmypaTa Hus3oBa, yka3bliBalowero CoNHLUY, KyAa eMy CBETUTb
— ABe CTOPOHbLI OAHON MeAanu, Ha KaXA0M U3 KOTOPbIX — a3UaTCKUN
npotdunb. Homunan — 57 gonnapos 72 ueHta 3a 6appens. U 3To,
K COXaneHuto — CaMblil BEPHbIN yKa3aTenb UAEHTUYHOCTH.
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Olga Yushkova

Professional art in Kirghizia

Historical reference

The history of professional art in Kyrgyzstan counts slightly
more than 80 years. In this connection the result, with which
this culture comes in the contemporary world, is more surpris-
ing.

The last Kirghiz towns and non-nomadic settlements were de-
stroyed by the XVI century; and the tradition of town culture
remained in its ruins. During several centuries the people con-
ducted nomadic way of life and it came in the XX century with
developed forms of popular creative work. Non-nomadic settle-
ments and towns appeared again in Kyrgyzstan after the joining
to Russia (1855-1876), and professional artists appeared there
only in 1920s (Vladimir Obraztsov, Semen Chuikov). First na-

Gapar Aitiev. Field on a Collective Farm. 0il on canvas, 1946
lanap Aldimues. Konxo3Hsiii 08op. Xoncm, macso

tional artists (Gapar Aytiev, Sabyrbek Akylbekov) began work-
ing in 1930s and they got artistic education in Moscow. Such
historical circumstances turned to be surprisingly favorable for
the formation of a new type culture, which contours were sil-
houetted in Soviet times.

Teacher - nature

The peculiarity of the Soviet art was its multinational compo-
sition. “National in form and socialistic in contents” art was
awaited from regions. The term “national in form” soon after
was transformed in an empty motto. In deed everybody had to
base on the academic tradition and to orient themselves at the
Russian realistic art of the second half of XIX century. This pro-
cess ran painfully and in a complex way in those places, where
there were local traditions of professional art.

A new artistic system began its formation in Kirghizia in 1930s,
when official style was coming everywhere - it was socialistic
realism. Active and various researches of 1920s became by that
time a closed territory. That's why in Kirghizia there was no di-
rect orientation to the specimen of Oriental art, as it was in the
center of Turkistan, where the artistic life began at the bound-
ary of XIX-XX centuries. In Uzbekistan and in Turkmenistan nu-
merous artistic groups were trying to create a “new Asian style”
and “to make the art of Turkmen understandable for Europe”. In
Kirhizia the work from nature was taken as basis.

During the time when a big size picture depicting social and
historico-revolutionary theme was prospering in the Soviet art,
Kirghiz artists were with passion working from nature, getting
familiar with professional literacy. They circumvented well so
called “applause style” of 1930-1950s having concentrated on
the sketch as on a specific form of creative work and approving
the landscape as a leading genre. Thematic freedom of studying
period gave an opportunity to rather rapidly find proper intona-
tion and circle of themes linked to the traditional way of life,
but not to the pathos of the Soviet reality. Already at that time
the Kirghiz art was out-standing among other national schools
attracting by its lyric intonation and independent position.

Artistic memory

Certainly the independence was conditional. It was expressed
in that Kirghiz artists were easily taking problems, which were
close to them. They were learning with interest a new artis-
tic language and as if they did not notice anything what was
strange to them. As result, the formation of professional art was
going without particular difficulties and process of familiariza-
tion with the European type culture rapidly beards its fruits.
Apprehension of this culture was corrected by the traditions of
the national one.

Popular art of Kirghiz has an extemporaneous character, which
contributes a particular flexibility to the national artistic con-
sciousness. Improvisation previews a presence of initial struc-
tures fixed in culture, and around these structures an infinite
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diversity of variations appears. Such artistic thinking differs by
its open character: it can absorb the most different impulses.
On one hand it makes the perception of a different culture eas-
ier, on another hand it helps to preserve basic positions of the
own one.

At the studying stage the memory of the own culture corrected
the lessons of a new artistic language at the level of artistic
thinking. In the end of 1960s a generation of young artists, who
got the education in Moscow and Leningrad, began their work.
It would have seemed that their creative researches had to be
related in the tightest way to the leading tendencies of contem-
porary art. However, the young artists were not attracted by fa-
mous metropolitan names, but by European masters of the clas-
sic period and XX century. All types of contemporary art were
formed in Kirghizia by that time. The time to understand its
roots came. That's why Satar Aytiev, Murat Bekdjanov and many
others were interested in the artistic “cuisine” itself, but not in
the postmodernist dialogue and fashionable in 1970s citation
of famous works. Almost in all regions they were observing at-
tentively what was happening in Moscow and Baltic countries.
In Kirghizia it was known not worse than in any other place.
But nobody was afraid to find oneself in the course of tenden-
cies, which were determined in the center. For instance, “harsh
style” did not find any adherents there. Publicistic pathos of
this art, looking for a new hero, big size pictures, organized by
performing composition - all this was strange to Kirghiz artists.
Young generation concentrated at plastic researches, enlarging
the limits of their reference points. That was an exit to the Eu-
ropean artistic practice, comprehended rather freely and largely
as, for example, in the works of Satar Aytiev.

In 1970s critics considered the conquest of personal expression
right by Moscow artist Victor Popkov as a particular merit, and
in Kirghizia nobody conquered it, simply because nobody had
any idea that it could be differently.

New wave

New tendencies appeared by the middle of 1980s. Creative re-
searches of artists began its formation considerably in the con-
text of common processes, typical for the Soviet art.

At that time spontaneity of expression, sensitively emotional
plan, which often formed the essence of works of the elder gen-
eration masters, went into the subtext of Kirghiz painting. The
striving for invented composition of closed type became pri-
mary plan thing. Poetization of the typical way of life yielded
the place to the thinking about historical destiny of people and
to the evaluation of the own way from historical distance. The
idols changed too; then it was not already Rembrandt, not Se-
zann, which creative work along with other classics so agitated
the artists in 1960-70s. For instance, the art of Salvador Dali
and Frederico Fellini became standard for Emil Toktaliev.
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Many artists (Kadyrjan Turgunov, Talant Ogobaev, Jylkychi Jaky-
pov) actively reacted to the most different tendencies in con-
temporary art - expressionism, photo realism, abstractionism...
Their creative work enters well into the general scheme of re-
searches of so called “vosmidesiatniks”, but it remains in the
limits of “regional acknowledgement”.

Satar Aitiev. Portrait of a Contemporary. 0il on canvas, 1969
Camap Aliimues. [Topmpem cospemeHHUKa. Xoncm, Macao




Onbra wkosa

0 npodeccnoHanbHOM uckyccTse B Kuprusuu.

UcTopuueckas cnpaBka

Wctopus npodeccuoHanbHoro uckycctea B KelpreisctaHe
HacyuTbiBaeT HemHorum 6Gonee 80 ner. Tem ypuBUTenbHee
pesynbrat, C KOTOpPbIM NMPUXOAMUT 3Ta KyNbTypa B COBPEMEHHbIi
MUp.

MocnegHue KUPrusckue ropoja M ocepnbie noceneHus 6Gbiau
paspyweHsl Kk XVI BeKy; B WX pyuHax ocTanacb W Tpaguuuu
FOpPOACKOM KynbTypbl. Ha NpoOTAXEHUU HECKONbKUX CTONETMi
HaceneHue BeNo KoYeBOi 06pa3 MM3HKU, U B XX BeK KbipreizcTaH
npuwen c pa3BuTeiMu hopmMamu HapogHoro Teopyectsa. Ocepnbie

noceneHna W ropoja BHOBb BO3HMKAIOT NoCne NPUCOEfUHEHNA
k Poccum (1855-1876), a npodeccuoHanbHble XYLOXKHUKM
nosBNAIOTCA 34eCb ToNbKO B 1920 rogbl (Bnagumup 06pasuos,
CemeH YyiikoB). [lepBble HauuoHanbHble xusonucubl (Manap
Aiitnes, Cabbipbek Akbin6eKoB) HaunMHaloT paboTatb B 1930 rogbl,

noNyynB XynoxecTtBeHHOe 06pa3OBaHme B Mockse. I'I0p,06Hb|e
ncropunyeckue obcToATeNbCTBA OKa3anucb VANBUTENbBHO
6}1ar0|‘IpMHTHbIMI/I ansa CbOpMVIpOBaHI/Iﬂ KynbTypbl HOBOro THUNa,
KOHTYPbI KOTOpOI‘/'I HaMe4yalTCa B COBETCKOEe BpeMsA.

Yyutenb - HaTypa

OcobeHHOCTb ~ COBETCKOrO  MCKYCCTBA  3akfioyanacb B
ero MHOroHauuoHanbHom cocTtase. OT peruoHoB xpanu
MCKYCCTBA «HALWOHanbHOro no ¢GopMe, COLUANUCTUYECKOrO
no cogepxaHuio». Te3nc «HauuoHanbHoe no dopme» BCKope
npespaTUiCA B NyCcTOi N03yHr. Ha camom pene Bce AOMKHbI
6blIM ONUPATLCA HA aKAZEeMUYeCKylo TPaguLMIo U PAaBHATLCA Ha
pYCCKOE peanuctuyeckoe MCKYCCTBO BTOPOI nonosuHbl XIX Beka.
ITOT Npouecc NpoUCXoAUN GONE3HEHHO U CNOKHO B TeX MeCcTax,
rae 66U CBOM TPAgULMM NPOGECCUOHANbHOTO UCKYCCTBA.

B Kuprusum HoBas  XxymoXecTBeHHas cucTtema cTana
dopmuposatbca B 1930 roabl, KOraa NOBCeMeCTHO yTBepXaaeTca
oULUMANbHBIA CTUNb — COLUANUCTUYECKUNA peann3m. AKTUBHbIE
MW pa3HopofHble noucku 20 roAoB CTanu K ITOMY BPEMEHMU
3aKpbIToil TeppuTopueit. Moatomy B Kuprusum He 6oino npsamoi
opueHTauMum Ha obpasubl McKyccTBa BocToka kak B LeHTpe
TypKecTaHa, rge Xy[oXeCTBEHHAs XM3Hb Hayanacb Ha pybexe
XIX-XX BekoB. B Y36ekucraHe n TypKkMeHUCTaHE MHOTOYUCTIEHHbIE
XYAOXKECTBEHHble TPYNMUPOBKM MbITAAUCL CO3AaTb «HOBBIN
a3MaTCKUil CTUNBY» U «CAENaTb WCKYCCTBO TYPKMEH MOHATHbIM
Esponex». B Kuprusuu B3snu 3a ocHoBy paboTy C HaTypsl.

B To BpemMa Kak B COBETCKOM WCKYCCTBE JOMWUHUPOBAM
KapTuHbl 6onbworo cdopmarta Ha COLMANbHYK WAU UCTOPUKO-
PEBOJIIOLUMOHHYIO TEMY, KUPrU3CKUE XYAOXKHUKWU YBNEYEHHO
paboTanu c HaTypbl, ocBauBas nNpodeccUoHaNbHyl rpaMmoTy.
Tak Ha3biBaeMbll «anNoAMCMEHTHbIN cTunb» 1930-50-x ropos
OHM 6narononyyHo o6OWAM CTOPOHOW, COCPELOTOYUBLWIMUCHL HA
3Tioge Kak cneuuduyeckoir dopme TBOpYecTBa M yTBEpXpAas
nei3ax B KauyecTBe BeAylero XaHpa. TemaTuyeckas cBobopa
nepuopa yyeHuyecTea Aana BO3MOXHOCTb AOBOJbHO ObICTPO
HalTW CBOK MHTOHALMIO U KPYF TEM, CBA3AHHbIX C TPAAULUOHHBIM
00pa3oM XWU3HU, a He c nadocom YTBEPKAEHUA COBETCKOI
LENCTBUTENbHOCTU. YXe B 3TO BpeMA KUPruM3CKOe MCKYCCTBO
BbIAENANOCH CPeAU APYrUX HaLUOHANbHLIX WKON, MpuUBNeKas
NNPUYECKON MHTOHALMER N He3aBUCUMOW No3nLmnen.

XyAoxkecTBEHHAA NaMATb.

KoHeuHo, HE3aBUCMMOCTb Gbina oTHOCUTENbHOI. OHa BbipaXanach
B TOM, 4YTO KMPrU3CKME XYAOXKHWUKM JIETKO BOCMPUHUMANU
6nu3KkMe MM npoGnembl, C yBJEYEHUEM OBJAAEBAaNU HOBbIM
XYLOXECTBEHHbIM 3bIKOM U CJIOBHO HE 3amMeyany Toro, 41o 6bino
um 4yxpo. B pesynbrate, opMupoBaHue npodeccUoHanbHoOro
MCKYCCTBA NPOMCX0AMN0 6€3 0CoObIX OCNOXKHEHUIA, @ NpuobLWeHMe
K KynibType €BpONeMcKoro Tuna He 3aMeanuio MpuHecTy
ceou nnopbl. Bocnpustue 3TOM KynbTypbl KOPPEKTMPOBANOCH
HaLMOHANbHLIMW TPAAULUAMK.
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HapoaHoe WMCKYcCTBO KWUPruM30B WMEET MMNPOBU3ALUOHHbINA
XapaKkTep, 4TO npupaetr o0cobyl rU6KOCTb HaLMOHANLHOMY
XYNOXeCTBEHHOMY coO3HaHuio. Wmnposusauma npegnonaraet
Hanuuyme 3aKpenieHHbIX B KyAbType UCXO4HbIX CTPYKTYP, BOKpPYr
KOTOpbIX BO3HMKaeT GecKoHeyHoe pa3HooOpasve BapuauLuit.
Takoe Xy[OXKECTBEHHOe MblleHNe OTAMYAETCA OTKPbITHIM
XapaKTepOM: OHO MOXET BMUTLIBAThb B CebA camble pasfinyHbie
umnynbebl. C 0HOM CTOPOHbLI, 3T0 o06Ner4yaerT BOCNPUATUE MHON
KyAbTYpbl, C APYro CTOPOHbLI, MOMOraeT COXPaHMTb OMOPHbIe
no3uLumu co6CTBEHHON.

B cTapuu yyeHnyectsa namaTb CBOEI KynbTypbl KOppeKTUpoBana
YPOKM HOBOrO XYAOXECTBEHHOrOo A3blKa Ha YpPOBHe C€aMoro
XYBOXeCTBEHHOro MblwneHus. B koHue 1960 rogos HauuHaer
paboTaTb MOKOJEHWE MONOABIX XYAOXKHWUKOB, MNOJAYYUBLIMX
obpaszosaHue B MockBe u JleHuurpage. Kasanocb 6bl, wux
TBOpPYECKUE MNOUCKU [OMKHbI ObiITb CaMblM TeCHbIM 00pa3oMm
CBA3aHbl C BeAylWMMN TEHAEHLUUAMU COBPEMEHHOT0 WUCKYCCTBa.
0aHaKO MONOALIX XYAOXHUKOB NPUBIEKAIOT HE TPOMKMNE CTONNYHbIE
MMeHa, a eBponeicKkue macrtepa Kjaccuyeckoro nepuopa u XX
Beka. Bce BuAbl npodeccMoHanbHOro MCKYCCTBA CAOXKMAUCH
B Kuprusum k atomy BpemeHu. Hactano Bpema 0CO3HaTb WUX
kopHu. Moatomy Catapa AitTuesa, Myparta bekgxaHoBa n MHOTUX
APYrUX WHTepecoBana caMa XYAOXKHWYeCKas «KyXHA», a He
NOCTMOAEPHUCTCKUIA AMAnor MU MOJHOE B CeMUAeCcATble oAbl
LMTMPOBAHME U3BECTHbLIX Npou3sefeHui. [IpaKkTuyeckn Bo BCeX
pernoHax BHMMaTeNbHO CNeAunun 3a Tem, 4to Aenaercs B Mockse
u Mpubantuke. B Kuprusmm 3Hanu o6 3TOM He XyXKe, YeM B
no6om fpyrom mecte. Ho HUKTO He UCMBITBIBAN CTPaxa o0Kas3aTbCs
He B pycne TeHAeHUWN, onpefenaBlWuUxca B LeHTpe. Hanpumep,
«CYPOBBIN CTUAb» 3[eCb He Halen CBOUX NPUBEPXKEHLEB.
Ny6anuucTuyeckunii nadoc 3Toro MCKYCcCTeBa, NOMCK HOBOTO repos,
KpynHodopMaTHble MONOTHA, OPraHM30BaHHbIE MOCTAHOBOYHOMN
KOMNO3MLNEN — BCE 3TO GbIIO YYKAO KMPTUICKUM XYAOKHUKAM.
Monopgoe nokoneHune cocpefoTOYMNOCH HA  MNACTUYECKUX
nOMCKax, pacWwupss rpaHuLbl CBOUX OPWUEHTUPOB. ITO Obin
BbIXOA B €BPONENCKYID XYyAOXECTBEHHYI MNPaKTUKY, MOHATYIO
AOCTAaTOYHO CBOOOAHO M WMPOKO Kak, Hampumep, B TBOpPYECTBe
Carapa AiiTuesa.

B 1970 ropbl KpUTUKA CTaBMNa B 0COOYI0 3aCNyry MOCKOBCKOMY
XYAOXHUKY Buktopy lNonkosy 3aBoeBaHue npaBa Ha IMYHOCTHOE
BbICKa3biBaHWe, a B KUPru3mm ero HUKTO He 3aBOEBbIBA, NPOCTO
HUKOMY He MPUXOAUNO B FONIOBY, YTO MOXHO UHaYe.

HoBas BonHa.

HoBble TeHaeHuuMW nposBuaucb K cepeauHe 1980 ropos.
TBOpYECKNE MOUCKN XYAOXKHUKOB B 3HAYNTENbHON CTENEHU CTanu
thopMUpPOBATLCA B KOHTEKCTE 0OWMX NPOLECCOB, XapaKTepHbIX
AN COBETCKOro MCKYCCTBa.

B 3to BpemMa HenocpeaCTBEHHOCTb BblpaXeHwuda, YyBCTBEHHO-
3M0uMOHaﬂbHHﬁnﬂaH,HTOHaCTOCOCTaBﬂﬂﬂOCyTprOM3BeAeHMﬁ
MacCTepoB CTaplero NnOKoNeHua, yxonat B NOATEKCT KMpFM3CKOﬁ
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Xusonucu. Ha nepBblii NNaH BEIXOAUT CTPEMAEHUE K COYUHEHHOI
KOMNO3ULMK 3aKpbITOro TUNa. Mo3TM3aymsa xapakTepHoro obpasa
XU3HM yCTynaeT MeCcTO pasMbiwieHuto 06 uctopuyeckoin cyabbe
Hapofa M OUeHKe CBOero NyTM C MCTOPUYECKON AUCTaHLMUW.
MeHslOTCA M Kymupbl; 370 yxe He PembpaHaT, He Ce3aHH,
TBOPYECTBO KOTOPbIX Hapagy C [APYrMMU  KhacCUKamu Tak
BOJIHOBANO XyAOXHWKOB B 1960-70 roabl. Hanpumep, ana Imuna
ToKTanuesa 3TaNoHOM cTaHOBUTCA uckyccteo CanbBagopa danu u
Oepepuko Pennuuu.

Muorne xypoxHuku (KagbipxaH TypryHos, TanaHT Orobaes,
Hbinkeiun YakbinoB) aKTUBHO PpearuMpyloT Ha camble pasHble
TEH[EeHLUMN B COBPEMEHHOM WCKYCCTBE — 3KCMPECCUOHU3M,
tdoTopeannsm, abcTpakunoHu3M... Nx TBOpYeCTBO BRUCbIBaeTCA
B 06Lyl0 CXeMYy MOMCKOB TakK Ha3blBaeMblX «BOCbMULECATHUKOBY,
HO OCTAeTCA B paMKax «PeruoHanbHO! Yy3HaBAEMOCTUY.

Jylkychi Jakipov. Night on the Jailoo. 0il on canvas, 1987
Mbinksiqu Xaksinos. Beyep Ha Oxalinoo. Xoncm, macao




Gamal Bokonbaev

Introduction in the “Contemporary Art”
of Kyrgyzstan

Soviet Traditions

To list the successes of Soviet Kirghizia* literature and art in
the international arena, even a simple enumeration, would take
several pages. Some tendencies of this successful culture were
particular and, one could say, a paradox factor, of the formation
of “contemporary art”. The traditional art of the Republic was
not interested in the problems of “asphalt Kirghiz”.

In the beginning of the 19th century, most of the Kyrgyzstan
population conducted a nomadic way of life. This historical lack
of development determined the character of Kyrgyzstan and re-
sulted in the socialistic cultural construction. First it showed
itself in the selection of themes. These themes consisted of
mainly rural subjects. Secondly, if a town was selected, it was
treated from the point of view of patriarchal values and or a
rural life style. A famous Kyrgyz writer, Chingiz Aitmatov, devel-
oped the plots of his stories among the mountains and steppes.
These early sixties stories brought international literary fame

to the author (‘Mother’s Field’, “Jamilya’, ‘Ambler’s Pace’).

His active social life and his literary works rendered a powerful
influence on all of the republican art: painting, graphics, and
particularly in the cinema. The 1970s film, “Kirghiz Miracle”,
was recognized internationally with prestigious awards and
prizes, and for a long time it determined the circle of traditional
and officially approved themes and allowed interpretations. The
cinematographic drama, “The Sky of Our Childhood” of Tolomush
Okeev, is about the values of the nomadic lifestyles under the
pressure of industrialization. The director of this film applies
his lack of interest of “asphalt Kirghiz”. The film “A Shot at the
Karash Pass” (Bolot Shamshiev) is a story about a Kazakh liter-
ary classic. Muhtar Auezov tells us about arising of the revolu-
tionary consciousness of a nomad, the poor man in Tsar’s Russia.
“The Mother’s Field”, by Gennady Bazarov, is a film based on Ch-
ingiz Aitmatov’s book about difficulties in the kolkhoz-working
front of Kyrgyzstan during the Great Patriotic War. Films created
in the Republic about town life were right behind similar topics
in the Soviet cinema, but the structure of the real nomad’s way
of life glittered from screens all over the world.

Among the film awards were “Beshkempir” (1998) lyric sketches from
the life of a village adolescent, Director Aktan Abdykalykov; “Silver
Snow Leopard” cinema festival in Locarno, Switzerland; and the Grand-
prix of “Eurasia” cinema festival in Almaty, Kazakhstan.

Cpedu Hazpad ¢unsma «bewkemnupy (1998) —nupudeckux 3mwodos u3
KU3HU OepeBeHCK020 nodpocmka — pexuccepa AkmaHa A6ObIKaNbIKOBA
«CepebpsHsbili Jleonapd» kuHogecmusans 8 JlokapHo (lseliyapus) u
Ipan-npu kunopecmusana «Espazua» 8 Aamamesr (Kazaxcman).

»
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Traditional art of the independent and democratic Kyrgyz Re-
public is a plenipotentiary successor of themes, ideas, and the
successes of Chingiz Aitmatov’s literary works and of the “Kir-
ghiz Miracle” period films. It is a bit timid to reach beyond the
limits of what is approved, anticipated, and what is an exploited
myth about our patriarchal character and it is not interested in
ugly urbanism of town life. It did, however, let the “asphalt Kir-
ghiz” escape, and this cosmopolitan-townsman, who grew up in
the century of communication technologies triumph, “escaped”
to the bosom of “contemporary art” without finding his reflec-
tion in traditional genres.

Traditions of our “Avant-garde”

There were examples of counteraction that were generally ad-
opted. Poet, artist, and “jester”, Ramis Ryskulov attended the
First of May celebrations at Red Square in Moscow wearing shoes
he had painted bright red. This happened during the epoch of
the political thaw in the 60s, fortunately the author did not suf-
fer much. Most of his similar “actions” in the union’s province
was understood as a half-drunk protest against the eastern-so-
viet regulations. For his artistic colleagues he was a symbol of
creative liberty and a boon companion, although it is not clear
who else was. The texts of Melis Berdyshev became the continu-
ation of this “jester’s” contemporary art traditions. Since the
early 90s, interesting and original writings started appearing
among graffiti on town fences. Creative intelligentsia represen-
tatives noticed it right away and it was clear that it wasn’t just
fashionable. Melis Berdyshev did not care about staying within
the “contemporary art” history of the Republic. Texts-mottos
still appear on fences from time to time, but now, it surprises
no one.

Since the early 80s, as a presentiment of changes to come, ob-
jects and installations began to be exhibited in summary exhi-
bitions of the official Artist Union of the Republic. The most
noticeable aksakals (“patriarchs” is the translation from the
Kyrgyz language) of our avant-garde was Sergey Daragan, Kon-
stantin Shkurpela, and Valery Ruppel.

The Soviet ideological machine treated all of these examples as
formal researches in the field of decorative art and Party’s of-
ficials were not strongly against these curious experiments. Our
attempts of “contemporary art” in the Soviet period suffered
from excessive and anxious attitudes toward this art form. Such
“formalism” reveals itself even now and we are often blamed
for the decorative character and domination of the designer
approach. Our artists were always grated on the absence of a
“modernist presentation” in “contemporary” works and they are
not convinced by the fact that behind this “slovenliness” is the
concept that is revealing the problem that is hiding.

It could be noted here that “contemporary art” influenced the
traditional art in this country. The sign of a scrupulous attitude
toward the formation of painting and graphics exposition is
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considered to be a necessity in order to vary it with some of the
elements needed to install character. The exhibition of 1997,
“Akaev 2000” (Evgeniy Boikov, Gamal Bokonbaev, Erkin Saliev,
and Yuristanbek Shygaev) became a bright incarnation of such
a method. In the frames of this “video art” project “Jyldyzstar”
was created. It looked more like a commercial. “Fashionable”
objects and installations completed the exhibition of pictures.
Joint performances of participants for the “Akaev 2000” exhi-
bition was demonstrated. A collective creation of portraits of
the first President of the country reflected the diversity of the
politician. Twenty copies of the artistic-patriotic magazine “0Of
All!” were published for the opening. Articles printed in this
magazine only confirmed the versatility of the authors.

Soviet Modernism

It is necessary to note that within the frames of Soviet mod-
ernism there were attempts to enlarge the circle of themes and
formal methods. Naturally, the most successful researches were
undertaken in the epoch of social reforms. The most complete
and effective cultural project of “perestroika and glasnost” era
is a new trend in republican painting. It took its shape and ad-
opted the name “New Wave” in 1987 — 1989 exhibitions.

Pamuc Poickynos. TaHey. Xoncm, macno, 1988




Jylkychi Jakypov, Talant Ogobaev, Kadyrbek Bekov, Yuristanbek
Shygaev, Erkin Saliev, and Emil Toktaliev were the most emi-
nent representatives of this trend. Sincerity in the selection
of themes, monument like character of pictures, and brave use
of new formal methods were unprecedented at that time and
made the exhibitions of the “New Wave” was revolutionary in
the visual field of the Republic. The resonance in the Union
and abroad turned out to be considerable. Pupils attending So-
viet painting schools demonstrated to the entire world that in
society, based on postulates of the scientific communism, that
pluralism of opinions is very possible.

Usually, such period of “storm and rush” are a rich breeding
ground for further development. Results of the last prominent
cultural phenomenon in our painting were briskly replicated
and sold out for over fifteen years. Now, the wave is calming
down without the impulse to begin something different, which
is equally important.

This painting is one more incarnation showing how our past
successes strangle with its authority. The artists have faith in
the possibility of individual self-development, but they don’t
have enough comprehension of the complexity of the contem-
porary artistic process. Their hope for the state organization of
cultural activities is still alive.

Jylkychi Jakypov. The Birth of an Epos. 0il on canvas, 1994
Mbinksiyu Xaksinos. PoxdeHue anoca. Xoacm, macao

In the mid 90s the expression “A picture is an act” was fashion-
able among the most active experimental members of the Artists
Union. During table talks, the ideas of adaptation of painting to
the streets were maturing. For example, oil painting on canvas
“Portrait of Advertisements”, or seriously starting researches of
“anti painting”, or print expanded copies of their pictures, by
use of modern printers, to place on huge advertisement boards
across the city. The authors of these ideas intuitively felt its
aesthetic groundlessness in the limits of painting traditions.

A different attitude and comprehension toward art were matur-
ing beyond the walls of the creative Unions. In our country,
one noticeable example of self-official art was “paper architec-
ture”.

“Paper Architecture”

During the late 70s, Soviet architects found out about the ex-
istence of international competitions of conceptual projects.
Architects of Kirghizia managed to participate in these “bour-
geois” competitions and were awarded prized places. These suc-
cesses beard witness that such competitions itself only con-
tributed to the viewing of latently maturing tendencies. In
concrete work the architects of the Union underwent powerful
ideological pressures. The situation seemed to be desperate so
the “paper architecture” was an opportunity of creative self-
actualization.

In our country, within the republican level, this phenomenon
considerably influenced generations of our architects to come
and as a result, that state of all our visual culture in general. A
conceptual attitude toward artistic work and the manifestation
of intellectual Fronde was “maturing” in our country in the field
of “paper architecture”.

The “Architectural Alternatives” festival, which took place
in the capital of the republic in May 1988, is already a purely
perestroika event. Ideological inspirers of the festival, archi-
tects headed by Alexander Zusik and Vassily Gresle, managed
to gather the paper architecture from all of the Soviet Union.
With financial support and organizational support of some state
youth structures, the architects could introduce their concep-
tual, alternative workings with society. They hoped to give a
new impulse to Soviet architecture. The perception of the dem-
onstration was already not the same. Since the exhibition had
already “won” one of the conditions of its existence, “paper ar-
chitecture” itself was dead in the republic.

The most famous example of our samizdat is “Zebra” magazine
(1983). The “publishers” were caught under the totalitarian
article about the protection of press secrets. They were very
nervous but let go peacefully. The most intriguing “other” ex-
hibition in March 1992 was “Zara”. The fight was not against
the political system; in fact it didn’t even exist. The fight was
against the secondary position of the Soviet province. These
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underground “samizdat” and “scandal” exhibitions were very
important to us. They helped to form non-official “partisan”
methods that were acceptable and effective stimulations of the
artistic process.

Every artistic method was consolidated and reflected that tal-
ented artists took action and possessed information. All mani-
festations of the creativity of the people, which did not fall
under the formed genre limits of traditional art, demanded
its proper signboard. “Contemporary art” became such a sign-
board.

“Contemporary Art”

The “contemporary art” movement appeared in the late 90s.
During the difficult years of adjusting to independence, the
architectural studio “MUSEUM” became one of the most notice-
able centers of non-official cultural attractions. The premises
of the architectural studio transformed into a place of conduct
for “apartment” exhibitions, relationships and acquaintances of
artists, amateurs, and professionals. The studio was, indeed, a
club of like-minded people. Different from many similar aris-
ing centers, this commonwealth of poets, artists, designers and
architects had the experience of independent work outside cre-
ative unions and the skills to imperturbably defend their posi-
tion non-coinciding with similar centers being adopted. Here
the experiences of representatives of our “paper architecture”
and “samizdat” were useful. Ulan Djaparov, Sergey Burov, Emil
Guzairov, Gulnara Kasmalieva, and Muratbek Djoumaliev were
the most active members of the association. During the late
90s, the “MUSEUM” studio organized some exhibitions in con-
junction with artists from Kazakhstan. The appellations of these
exhibitions observed the curator’s new approach to the organi-
zation of an artistic event. To present the exhibit other than
just “contemporary art”, and artistic front was undertaken and
equal rights to all “curious” experiments were exercised. Many
ways were discovered but the new approach eventually lost its
originality in the world of things. “Parallel City” (1997) rep-
resented town art of amateurs and professionals; “Labiryntos”
(1998) showed funny turns and deadlocks of the visual culture
in different forms; and “Plus-Minus” (1999) showed the pres-
ence of different potential in our art. The positioning was over.
Further events developed creating a domino effect. Recently
formed initiatives and initiative groups are continually forming
and continue their work. That is why all factual situations could
only be enumerated without giving final characteristics.

Artists-Institutions

Contemporary artists created institutions and were curators of
projects that included their own works. By that time, the “MU-
SEUM” studio had changed; only Ulan Djaparov remained the
only permanent leader. Ernest Abdrazakov, Chingiz Tokochev,
Adil Seitaliev, Dilya Halmurzina, and Gamal Bokonbaev were
the most active members of the group. An example of this clear
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and comprehended curator strategy is the Bishkek first-of-April
competitions, which has been established for three years now.
These exhibitions are a manifestation of the original artistic
initiative. There is not a center within the republic that could
possible determine the limitations of the genre and the diver-
sity. No one has taken the initiative to solve this and perhaps
such “freedom” allows us to find something original within the
genres diversity.

Along with the First-of-April competitions, the most socially
useful project of that association is the “URBI et ORBI” anthol-
ogy. There have already been four issues since it was published
in 1998. Publications in this anthology contributed to the ap-
pearance in the republic as a proper and serious informational
field of contemporary art. Armed with appropriated experience
(relations with the authors of the regional level and “partisan”
methods of publishing) the studio initiated a bulletin within
an edition about concerns of problems of contemporary art
“+@b"” (with the financial support of the “KuramaART Gallery”
two issues were published and a third one was prepared). This
periodic edition has been successful and has the potential of
becoming a printed megaphone of “contemporary art” for the
entire region.

In the «Museumy» Studio. 2003
B macmepckoli cmyduu «Museumy




In 1999 a new generation of artists “Emergency Exit” was or-
ganized in the Lenin House of Culture. In 2000 a creative as-
sociation of young artists called “Armored Train” appeared (Ira
Dekker, Roman Maskalev, and Alexander U). This group now ex-
ists as an international association; Bishkek — Almaty - Koln,
without “suffering” from the territorial limitation.

Shaarbek Amankul’s installation of “Game on Stones” was a working
moment.
UWaapbek Amarkyn. Mucmannayus «Mepa Ha kamHax». Pa6oyuld momeHm.

Shaarbek Amankul and Lizzy Maryl organized an international
group of artists called the “Art Connection” in 2000. The goal
is global - to create a center in Kyrgyzstan where artists could
come and work and most importantly, communicate with art-
ists from all over the world. In 2001 and 2002, the group real-
ized an international project called “Central Asia — Europe Art
Dialogue”, in which more than 30 artists from Central Asia and
Europe took part in. The project was very attractive at the lake
coast in the unique natural resort zone where the traditions of
Kyrgyz artists could combine work and rest. Many rather tradi-
tional artists participated in this project. Positions for curators,
total freedom of actions, plus communication and collective
works, made the workshop attractive. For works created at this
workshop, the use of the Kyrgyz landscape and natural sacred
symbols peculiarities were typical. It helped not to dissolve in
the stunning diversity of contemporary art manifestations. Be-
sides that, foreign artists helped to see the most interesting
phenomenon of our remote out-of-the-way place, which became
a popular new way of life.

In 2002, Gulnara Kasmalieva and Muratbek Djoumaliev orga-
nized a social association called “ArtEast”. Some of its most
important projects included: Central-Asian seminar “World sys-
tems of the contemporary art representation”, in cooperation
with the Soros Center for Contemporary Art (and international
expedition in Kyrgyzstan and Siberia).

“ArtEast” is a family tandem of professional artists with aca-
demic educations and they are trying to strategically place
their involvement with contemporary art on a professional ba-
sis. Recently, the association has been heavily involved in video
art and the evidence of that is a successful participation in the
Central-Asian festival “Videoidentity”, took place in Almaty in
October 2004, as well as the organization of the “Video Art Work-
shop” training in the capital of the region in January 2005.

The “Kurama ART” gallery dared to be the first gallery to begin
propaganda in favor of contemporary art in 2003. More over, it
is the first gallery to set strategic goals for itself in order to
achieve its uses, investing means in publishing activities and
curators for projects. In April 2004, the gallery took the initia-
tive of an international exhibition “...and Others”. The works of
more than 40 artists from Germany, Liechtenstein, Moldova, Rus-
sia, Slovenia, Ukraine, Kazakhstan, Uzbekistan, and Kyrgyzstan
were exposed for trial of spectators. Despite the most diverse
estimations, the main goal of the exhibition was achieved. In-
tellectual elite made sure that it was possible to treat “con-
temporary art” differently, but it is impossible not to notice its
influence on the culture of the country in general. Kyrgyzstan
was represented at the exhibition by: Roman Maskalev and Al-
exander U (computer collage ‘Paradise Landscap’); Gulnara Kas-
malieva and Muratbek Djoumaliev (video ‘Trans Siberian Ama-
zons’); Shailoo Djekshenbaev (photo project ‘Turn’); and Valery
Ruppel (installation ‘Green City Project’).
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Brothers Forever

The influence of Russian and Kazakhstan “contemporary art’ is
evident in our country. The Soros Center for Contemporary Arts
(SCCA) opened in Almaty in 1997. It did not conceal its plans
to become a consolidation center for the entire region. In 2000,
artists from Kyrgyzstan were invited to the second annual ex-
hibition of the SCCA. These artists later became participants
of important events in contemporary art exhibitions of Central
Asia such as “Nomad’s Land” in the World Cultures House in Ber-
lin, “Trans-Forma” in Geneva Center for Contemporary Art and
“Re-orientation”, and in the “ACC” gallery in Weimar. Contempo-
rary art of Kyrgyzstan was represented at those exhibitions by:
Alexander U, Roman Maskalev, Ira Dekker, Shaarbek Amankul,
Lizzy Mayrl, Gulnara Kasmalieva, Muratbek Djoumaliev, Shailoo
Djekshenbaev, and Ulan Djaparov.

International projects of the Novosibirsk curator, Vladimir Na-
zansky, “Internal Asia 1” and “Internal Asia 2" took place in
Bishkek during 2001-2002. Geography of the exhibition includ-
ed Saint Petersburg, Ufa, and Novosibirsk. This considerably en-
larged the contact of our artists with artists of Moscow, Siberia,
Ural, and the Ukraine.

“Green City Project”, by Valery Ruppel,
was the largest project of the exhibi-
tion “... and Others”.

Camblit MacWwTaGHbIi NPOEKT BbICTABKM
«...n ipyrue» «Green city project»
Banepus Pynnens.
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Instead of Conclusion

This phenomenon is not yet limited by the frames of “ours - not
ours”. It does not demand the evidence of past achievements
and, in general, it mostly relies on personal initiative of its
supporters. That is why aren’t many supporters. Interestingly
enough, during a short period of time a small number of people
managed to make “contemporary art” a factor, which positively
influenced the development of the entire culture of the Repub-
lic of Kyrgyzstan.

The phonetics of the Soviet epoch is kept in context; Kirghizia’s
contemporary pronunciation is Kyrgyzstan.

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




laman bokoHGaes.

BeepeHne B
KbiprbiactaHa.

«coBpemMeHHOE MCKyCCTBO»*

CoBeTCKUe Tpapgnuuu.

Ycnexu nutepatypbl M uckyccts Cosetckoit Kuprusumu** Ha
MEXAYHAapOAHO! apeHe ObIIN HECOMHEHHbl, W [Aaxe npocToe
nepeyucieHne NOATBEPKAAIOWMNX 3TO PAKTOB 3aliMeT HECKONbKO
cTpaHul. HekoTopble TEHAEHUMM 3TOW YCNEWHOW KynbTyphl
ABUANCL CBOEOOPA3HbLIM M MOXHO CKa3aTb NapajgoKCalbHbIM
thakTopom thopmupoBaHus «COBpPEMEHHOTO MCKyccTBa»
— TpaAMLMOHHOe UCKyccTBO Pecnybnnku He UHTepecoBany
npo6nembl «acthanbToBOro KMPrusa.

Texts of Melis Berdyshev became an object of research of Ulan Djaparov’s
project “Bishkek Syndrome” in 2003.

Texcmesl Menuca beposiwesa cmanu o6bvekmom uccnedosarus npoekma
Ynauna [xanaposa «buwkekckuli cuHdpom» 8 2003 200y.

B Hauyane 19 Beka ocHOBHasf Macca HaceneHua KbiprbizctaHa
BeJa KO4YeBOW 006pa3 XM3HWU. ITa MCTOpUYecKas HepasBUTOCTb
onpejennno  xapaktep  pe3ynbTaToB  COLMANUCTUYECKOTO
KYNbTYPHOrO CTPOWUTENbCTBA, W MNpOABMNACH, BO-NEpBbIX, B
BbiOOpe TeM — B OCHOBHOM CeNbCKas TeMaTUKa, BO-BTOPLIX,
ecau M Bbibupanach ropofcKkas TeMma, TO TPaKToOBajacb OHa C
TOYKM 3pPEHUA LEHHOCTEN naTpuapxanbHOro, CeNbCKOro yknaga
XU3HU. DBONbWKMHCTBO CHOXETOB NpPOU3BEAEHUI BbIJAKWErocs
Kuprusckoro nucatens YumHrusza AiTMaTtoBa pa3BopayMBaloTCA
Ha GoHe rop u cTeneit. TakoBbl NOBECTHU Hayana WeCTULECATHIX
«MatepuHckoe noney, «dxamunay, «ber nHoxoguay, npuHecwue
aBTOPY MUPOBYIO NUTEPATYPHYIO U3BECTHOCTb.

Knaccuk HaunoHanbHOM nuTepaTypbl CBOMMU NPOU3BEAEHUAMU U
CBOEI aKTMBHOM 00WECTBEHHON AeATEeNbHOCTLIO OKAa3a MOlHoe
BNMAHWE HA BCe pecnybJMKAHCKOE UCKYCCTBO: HA XWUBOMUCH, Ha
rpaduKy, U B 0COBEHHOCTU Ha KUHO. DUNbMbl KKUPrU3CKOTO Yypa»
CEMUAECATLIX, NPOBNEeMHble U TanaHTIUBbIE, 3aCNYXKEHHO CTanu
06nafaTensimMu camblXx NPECTUXHbIX MEXAYHAPOAHbBIX MPEMUil
Harpag, ¥ HaAonro ONpeAenuan KPYr TPaAULUOHHBIX, 0QULUANBHO
of06psAeMbIX TEM U AO3BONEHHbIX MHTepNpeTaunit. «<He6o Hawero
petctBa» Tonomywa OKeeBa — KMHOApama rubenn LEHHOCTei
KoueBoro o6pasa XM3HM NOA HATUCKOM MWHAYCTpUanusauuu
(uMeHHO pexuccepy 3Toro hubMa NPUHALNEXKUT BbICKa3biBaHMe
0 HEeWHTepecHOM emy «achanbToBoM Kuprusex»). ®unbm bonota
Iamwuesa «BbicTpen Ha nepeBane Kapaw», CHATbIA N0 NOBeCTH
Knaccuka Kasaxckoi nutepatypsl Myxtapa AyssoBa, nosecTByeT
0 npobyXKAEeHUU PEBONIOLUOHHOTO CO3HAHUA Yy KOYEBHUKa-
6eaHska B uapckod Poccuu. «MatepuHckoe none» leHHagus
basaposa - ypauyHas 3KpaHu3auMA OAHOMMEHHON MOBECTU
YuHrusa AiiTMaToBa 06 MCMbBITAHMAX Ha KOJXO3HOM TPYAOBOM
t¢poHTe KupruscraHa B roabl Bennkoit OteyectBeHHOW BoiiHbI.
KWHO o ropopackoit xu3Hu, co3faHHoe B Pecny6nuke, yctynaer
ny4wuM obpasuamM COBETCKOrO KWHO aHaNOrMYHOW TemaTuku,
a BOT (akTypa HaTypanbHOro 6biITa KOYeBHWKOB 6iucTana Ha
JKpaHax BCero mupa.

TpaguuMOHHOE MCKYCCTBO HE3aBUCUMOI, [EMOKPATUYECKOI
Pecny6nnkn Kelprbi3cTaH sBAAETCA NONHONPABHLIM NPEEMHUKOM
W TeM, M UZeN, M YyCNexoB AUTepaTypHbIX Npou3BefeHuit YuHrusa
AiiTmatoBa ¥ ¢GunbMOB nepuoaa «Kuprusckoro uyga». OHo
nobauMsaetcs BbLIXOAWUTb 33 PaMKM NPU3HAHHOTO, 0XKUZAEMOTO,
Kcnayatupyemoro Muda O Haweil naTtpuapxanbHOCTU U He
WHTEpecyeTcs «ypoaNMBbLIM» ypBAHU3MOM TOPOLCKOW MKU3HK.
OHO ynycTuno «acdanbToBOro KMprusa», M 3TOT, BLIPOCWMUIA B
BEK TOPXeCcTBA KOMMYHUKATUBHBIX TEXHOJOrWi, KOCMOMONUT-
rOpoOXaHWH, He HaiaA CBOEro OTPaXEeHUA B TPALULMOHHBIX
aHpax, «c6exan» B TOHO KCOBPEMEHHOrO UCKYyCCTBAY.

Tpanmmu HalWwero «aBaHrappa».

Bbinu npumepsl npoTuBopeicTBMA odULMANbHOMY, NapajHOMY,
BCEHApPOAHO NpU3HaHHOMY. [103T, XYAOXHWUK M «wyT», Pamuc
PbickynoB Ha nepsomaiickue npasgHuku B Mockse Ha KpacHoii
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niowaau npulwen, NOKpacus Tyhau B SPKO KpPacCHbIN LBeT.
MpoucxXoAanno 3To yXe B 3NOXYy MNONUTUYECKOW oTTenenu
WecTUAEeCATbIX, U aBTOpP He CWUAbHO nocTpagan. bonbwuHcTBO
ero nojo6HbIX «aKLuMii» B COIO3HON NPOBUHLMM BOCTPUHUMANUCD
Kak NpocTo NONYNbAHbIA NPOTECT NPOTUB HACKYYUBLIETO BCEM
BOCTOYHO-COBETCKOro pernameHta. [ns Konner XyBoXHMKOB
OH Obll CMMNATUYHBIM CUMBOJIOM TBOPYECKOH CBOGOAb U
COOYTHIILHUKOM OAHOBPEMEHHO, U HEMOHATHO KeM 6onble.

lpogonxeHnem 3TON «WYTOBCKOW» TPaAULMKM, NOAXOAAWMM NO
BCEM MPU3HAKaAM MojJ onpefeneHne «COBPEMEHHOE UCKYCCTBOY,
cTanu Tekctol Menuca beppbiwesa. C Hayana feBAHOCTbIX TOAOB
BpeMA OT BPEMEHU CPeAU XYNUTAaHCKUX HAZNUCEN HA TOPOACKUX
3abopax CTanu NosABAATLCA LeACTBUTENbHO OPUTUHANIbHBIE BEILU.
Mx cpa3y 3ameTunu npefcTaBUTeNN TBOPYECKOW UHTENUTEHLMUM
— Obl10 NOHATHO, YTO 3TO He NPOCTO MoAHOe rpadduTn. Menuc
Beppabllwes, Kak M MHOTME HAWW KTEHUU-0ZMHOYKU» He 3a60TUTbCA
0 TOM, YTO Obl OCTATbCA B UCTOPUU «COBPEMEHHOrO MUCKYCCTBA»
pecny6auku. TeKCTbI-N03YHIU HA 3ab0opax BpeMA OT BPEMEHMU eLle
NoABAAKTCA, HO CEMYAC 3TUM HUKOTO He YAUBULb.

Kak npepuyyBCcTBME FpAAYLWMX NEPEMEH Ha OTYETHbIX BbICTAaBKax
odpuuymansHoro Cowsa xypoxHukoB Pecnybnukm c Havana
BOCbMULECATBIX CTaNU BbICTABAATLCA OOBEKTH M UHCTANNALUM.
Camble 3aMeTHble akcakanbl (naTpuapxu, NEPEBOA C KbIPrbl3CKOr0)
Hawero aBaHrapaa — Cepreii flaparaH, KoHctautun Wkypnena,
Banepuit Pynnens.

CoBetcKkas npgeonornyeckaa mawuHa no3Bonsaa TpaKToBaTb BCE
3TU NpuMepbl Kak hopMabHble NOUCKM B 061aCTU LEKOPATUBHOTO
MCKYCCTBA M NapTuitHble PYHKLWOHEPBI He CUNbHO ONONYanUCh
NPOTUB 3TUX KYpbe3HbIX 3KCNEPUMEHTOB. Hawu nonbiTKM
«COBPEMEHHOr0 WCKycCTBa» B COBETCKWA nepuop cTpapjanu
M3NNWHE TPeNeTHbIM OTHOWeHMeM K hopme. Takoit «popmanusm»
NPOABNAETCA U CEMYAC — HAC YAaCTO OOBUHAIKT B LEKOPATUBHOCTH
n npeobnajaHun fusanHepckoro nopxona. Hawux XypoxHUKOB
Bceraa Kopo6uno  OTCYTCTBME  «MOAEPHUCTKOW  mopjauu»
B «aKTyalbHblx» paboTax M WX He ybexpaer, 4yto 3a 3Toi
«HEPAWINBOCTLIO» KPOETCA KOHLENUMA 06HaXeHNUA NpobaeMsl.

34ecb MOXHO OTMETUTb, YTO U «COBPEMEHHOE UCKYCCTBO» Y Hac
NOBAMANO Ha TpaauuuoHHoe. [lpu3Hakom [0BPOCOBECTHOrO
OTHOWEHNUA K POPMUPOBAHMIO IKCNO3NULUM XUBONUCK W TpadnKm
cyutaetcs Heob6XO0AMMOCTb pa3HOOOpPa3UTb €e 3NeMeHTaMu
MHCTaNNALUMOHHOTO XxapaKktepa. fpKum BoOMIOlWEHUEM TaKoro
metofa cTana BbicTaBka 1997 ropga «Akaes 2000» (EsreHuit
Boitkos, Taman bokoHbGaes, 3pkuH Canues, HpucraHbek
WbiraeB). B pamkax 3Toro npoekTa Obln CO3[aH «BUAEOAPT»
«XbinpbiStary, KkoTopblit 60nblle CMOTPENCA KaK peKNaMHblil
ponunK. BbiCTaBKY XWUBOMUCHBIX NONOTEH JONONHAAN «MOJHbIE»
06beKTbl U MHCTaNAALMU. Bbin NPOAEMOHCTPUPOBAH COBMECTHBIN
nepdopMaHCy4YaCcTHUKOBBbICTaBKN «AkaeB2000» —KONNEKTUBHOE
co3faHue nopTpeTa NepBoro Npe3nMaeHTa CTPaHbl, 0TPaxallLiero
HEOLHO3HAYHOCTb, PA3HONUKOCTb MoNUTUKA. K OTKpbITUIO Obin
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«M3[aH» B KONMYECTBE BAALATU IK3EMNAAPOB XY[OKECTBEHHO-
naTtpuoTMYecknin xypHan «Bcex!». Onyb6nuKkoBaHHbie B HeM
CTaTb¥ TONbLKO NOJTBEPANIN BCEAJHOCTb aBTOPOB.

CoBeTCKUI MOBEPHU3M.

CnpaBegiuMBOCTM pagu HAjo 3aMeTUTb, YTO UM B PpaMKax
COBETCKOr0 MOAEepHM3Ma ObliM MONLITKM PacWUpUTb KPYr Tem u
tbopmanbHbIX Npuemos. EcTecTBeHHO, camble yCnewHble NOUCKK
ObIIM NPEANPUHATE B 3MOXU COLMANbHLIX pedopM.

Camblin cocToABWMIACA N 3PDEKTHBIA KyNbTYPHbBIA NPOEKT BpeMeH
«NepecTpoiiKM U TMACHOCTU» — HOBOE TeYeHUE B pecnyBINKaHCKOI
XUBOMKUCKU, OHO OCOPMUNOCHL M MOAyuynno ums «Hosasa BonHa»
BCNencTBue BbicTaBok 1987-89 roaos.

Hanbonee spkue npepcraButenu 37oro ABuxKeHUs: HblaKbium
¥akbinoe, TanaHT Orobaes, Kapbipbek bekos, Hpucrtanbek
Weiraes, Ipkuu Canues, Imunb TokTanues. HeBupgaHHas B Te
BPEMEHA OTKPOBEHHOCTb B NOAOOpe TeM, MOHYMEHTanbHOCTb
KapTWUH, CMeNoe WCNofb30BaHWe HOBbIX (hOPMasbHbIX NPUEMOB
- BCe 3TO0 pfenano BblcTaBkun «HoOBOW BOMHbLI» peBoOnlOLKEN
B BM3yanbHom none Pecnybnuku. Pesonanc B Cotose u 3a
py6exoM oKazancs BHYWWUTENbHbIM — BOCMUTAHHUKW COBETCKOW
XWBOMNUCHOW WKONBI [EeMOHCTPUPOBANWU BCEMY MUpPY, YTO B
obuecTse, OCHOBAaHHOM Ha MOCTyNAaTax HAy4yHOro KOMMYHM3Ma
BMOJIHE BO3MOXEH NJOPaNN3M MHEHUN.

Valery Ruppel’s “Black Penis”, is not just a design.
Banepuli Pynnens «YepHsoili neHuc», 1992 200, 3mo yxe He npocmo
ou3aliiH.




06bIYHO Takue nepuopbl «bypu M HaTucka» aBnsioTCca Goratoit
nuTaTeNbHOW Ccpefoit AnsA JanbHenwero passutua. Ho ceitvac
OKOHYaTeNbHO NOHATHO — pe3ynbTaThl 3TOT0 NOCAELHEr0 BULHOTO
KYNbTYPHOTO ABNEHMUS B HalW el XuBonucu 60MKo TMpaXxUupoBanuch
W pacnpogasanuce 6Gonee nATHaguatvM NeT, M Tenepb BOJHA
OKOHYaTeNbHO yaernacb, He faB WMNyAbCa Hayana yemy-Hubyab
LPYroMy, CTONb K€ 3HAYUTENbHOMY.

Xusonuch ceityac sBAseTCs ewWwe OJHWUM BOMIOWEHUEM TOrO,
KaK Hallu npownble ycnexu 4acto AylWar CBOMM aBTOPUTETOM.
Y KMBONUCLEB CUNbHA Bepa B BO3MOMXHOCTb OAWUHOYHOTO
CaMopasBuTHs, HE[OCTATOYHO MOHUMAHUS CNOXHOCTU
COBPEMEHHOTO XYAOXKECTBEHHOrO NPOLECCa, U XUBA Hajexaa Ha
rocynapcTBeHHYI0 OPraHu3aLunio KyabTypHOro Xo3siicTea.

B cepeauHe [EBAHOCTBIX Y CaMblX AKTUBHO HALeNeHHbIX Ha
IKcnepumeHT uneHoB Coilo3a XYAOXKHUKOB MOAHbIM  6blNO
BbipaxeHue — «KapTuHa 3to noctynok». B 3actonbHbix 6ecepax
3penu upeu npucnocobutb Kusonucb K ynuue. Hanpumep,
HanucaTb MacaoM Ha xoncrte «MopTpeT peknamHblix 06bABACHUNY,
WAW, He BbIXOAA 33 paMKu GareTa, 3aHATbCA BCEPbE3 MOUCKAMU
«aHTW XKUBOMUCU», UM, HANEYaTaB YBEIUYEHHbIE KOMUU CBOUX
KapTUH Ha COBPEMEHHbIX MPUHTEPAX, PA3MECTUTH UX HA OTPOMHbIX
peKNaMHbIX WUTax No BCEMY ropogy. ITM NPOEKTb He 6biau
peanusoBaHbl — CKOpee BCero, camMu aBTOpPbl MOJOGHLIX uAen
WHTYUTUBHO YYBCTBOBANM MX 3CTETUYECKYID HECOCTOATENbHOCTD
B PaMKax XWUBOMUCHbLIX TPaguLuii.

[lpyroe oTHOWeHWe K UCKYCCTBY W ApYyroe nOHUMaHUe 3pein BHE
cteH TBOpYeckux Cow3oB. OfHUM M3 3aMeTHbIX NPUMEPOB He
0ULMO3HOTO UCKYCCTBA Y HAC ObiNa «byMaxHas apxuTeKTypar.

«byMaxkHasa apxuTeKkTypax.

B KoHUe ceMupecATblX COBETCKME apXMTEKTOpbl Yy3Hanu o
CylLeCcTBOBAHUM MeXAYHAPOAHbIX KOHKYPCOB KOHLENTyanbHbIX
npoeKkToB. ApXuTeKkTopbl Kuprusuum ymyapanucb y4acTBoBaTb B
ITUX «OYPKYA3HBIX» KOHKYPCAX M 3aCNYKEHHO 3aHMMATb NPU30BbIE
mecTa. Ycmexu 3TW CBULETENbCTBOBANM, YTO CaMu NoOAOOHbIE
KOHKYPCbl TONbKO CNoco6CTBOBAaNM MNpPOABNEHUID MNOACNYAHO
3petownx TeHaeHUmin. B kKoHKkpeTHOI paboTe apxuTtekTopsl Coto3a
MCNbITHIBANW MOWHERWNIA MAEONOTUYECKUIA npecc, cuTyauus
Kazanocb 06e3BbIXOAHOW W «bBymaxHas apxuTekTypa» Obina
BO3MOXHOCTbIO TBOPYECKON CaMopeanu3auunm.

Y Hac, Ha pecnyb6nMKaHCKOM ypoBHe, 3TO sABNEHMe OKaszano
ype3BblyaitHOe BAUAHME Ha MNOKONEHWA HAWMWX APXUTEKTOPOB
M B UTOre Ha COCTOSHWE BCEW BWU3YaNnbHOM KynbTyphbl B LEAOM.
KoHuenTyanbHoe OTHOWeEHMEe K NPOU3BEAEHUID WCKYCCTBA U
nposBNeHUe WHTeNNeKTyanbHON (POHAL «3peau» y Hac B
obnact «byMaxKHOW apXUTEKTYpPbI».

®ectuBanb «ApXUTEKTYPHbIE anbTepHATUBbLI», NpOWefWUA B
cTonuue pecnybnukmu B mae 1988 rofa, ye YncTo nepectpoeyHoe
cobbiTue. NpenHbimm BAOXHOBUTENAMM tdecTuBans -
apxutektopamu Bo rnaBe ¢ AnekcaHppom 3ycukom u Bacunuem

lpecne — ypanocb cobpatb 06pasubl GyMaxHO# apxXUTEKTYps
co Bcero Cosetckoro Cotwo3a. T[lonb3yacb ¢GuUHAHCOBOW U
OpraHnW3auMoHHOW NOAKEPKKON FOCYAAPCTBEHHbBIX MONOMEXHbIX
CTPYKTYP, apXWUTEKTOPbl CMOMW MO3HAKOMUTbL 06LECTBEHHOCTD
CO CBOMMMW KOHLENTYaNbHbIMU, a/lbTEPHATUBHBIMU pa3paboTkamu,
KOTOpbI€, KaK OHU HaZeANNCh, JONXKHbI 6bIAYU [aTb HOBbIA UMNYAbC
COBETCKOW apxuTekType. Ho cMbicn fgeMoHCTpauum Gbin yxe He
TOT — 37a 6Gblna BbiCTaBka nobeputeneit u, «nobefus» OfAHO U3
YCN0BUiI CBOEro CyLeCcTBOBAHMA, COOCTBEHHO caMa «byMaxHas
apxuTeKkTypa» B pecnybiauke ymepna.

Camblit TPOMKMI NpUMep Halero camusgata — XypHan «3ebpa»
(1983 rop), «u3paTenu» nonanu Noj TOTaJUTApHYIO CTaTbio 00
OXpaHe TaiH ne4yaTu, HEpPBbl UM CUNBHO NOTPENanu, HO OTNYCTUAN
c mupom. Camas WHTpUrylowe «Apyras» BblCTaBKa — BbiCTaBKa
«3a3a» mapTta 1992 rona. boponnch He c NOAUTUYECKOW CUCTEMOIA,
eeyxe haKTUYeCKM HE 6bINO, 60PONUCH COLWYIEHUEM BTOPUYHOCTH
COBETCKOW NpOBMHUMK. [lnf Hac chyyau Hawero NOAMNONbHOTO
«Camu3pata» M «CKaH[aNbHbIX» BbICTABOK 3HAaYyuMMbl TeM, 4TO
OHW nomornn chopmupoBaTb HeoduULMaNbHbIe, «KNapTU3aHCKMEY
MeTOAbl, Kak BnonHe npuemnemble U 3hdeKTUBHbIE METOAbI
CTUMYNUPOBAHUA XY[0XKECTBEHHOrO NpoLecca.

Ona KoHconmpauum XYAOXECTBEHHbBIX METOAO0B afEeKBATHO
0T06pa>Ka|0umx BEeNCTBUTENBHOCTb UMENOCh BCE — TaNaHTIUBbIE
XYOOXHUKK, BONA npegonpuHnumatb Kakune T0O pencTeus,
l/IHCbOpMaLI,l/IOHHaFI 0CBEAOMNIEHHOCTb. Bce npoAaBneHnA
TBOpLIECKOVI dKTUBHOCTM MaCCHenoAnajaowuenogcnoxumewmecsa
XaHpoOBble paMKU TpagULUOHHOIO UCKYCCTBaA TpeﬁOBaJ'IVI cBoen
BbIBECKHU.

Takoil BbIBECKOI CTaNo «COBPEMEHHOE UCKYCCTBOY.
«CoBpeMeHHOE MCKYCCTBOY».

CobCcTBEHHO KaK ABUXKEHUE, NOABUIOCH B KOHLE €BAHOCTLIX. B
rofibl TPYAHOTO NPUBLIKAHUA K HE3ABUCUMOCTU, OAHUM U3 CaMbIX
3aMETHbIX LLeHTPOB NPUTAXKEHUA HeODULMANBHON KYNbTYpbl ObiNa
apxutekTypHas ctyama «MUSEUM». MomewweHne apXMTeKTYpHO
MacTepCKOW BpeMsA OTBpeMeHM NpeBpaLLanocbBMecToNpoBeeHuns
«KBAPTUPHbIX» BbICTABOK, 0OLWEHUA U 3HAKOMCTBA XYAOXHWKOB,
nobuteneit u npodeccuoHanos. CTyausa fAsnanacb, no CcyTw,
KnyboM efMHOMBIWNEHHUKOB. B oTauyne oT MHOXeCTBa Apyrux
Nofo0GHbIX, CTUXUHO BOZHUKAIOLMX LLEHTPOB Y 3TOT0 COAPYXKeCTBa
No3TOB, XYAOXHWKOB, AWU3aiHEPOB M aPXUTEKTOPOB ObIA ONBIT
CaMOCTOATENbHOW paboTbl BHE TBOPYECKUX COW30B U yMeHUe
HeBO3MYTUMO OTCTaMBaTb CBOIW NO3ULWI, HE COBMajawlWyo C
0bWenpuHATOR. 3aech NPUroAMACA ONBIT NPeACTaBUTENEN Halelt
«OYMaXKHOI apxUTEKTypbI» U «camu3paTa». Haubonee akTUBHbIE
YneHbl 3T0r0 coobuwecTsa: YnaH [lxanapos, Cepreii bypos, Imunb
ly3aupos, l'ynbHapa Kacmanuesa, Mypatbek [xxymanues.

Ctyaueit «<MUSEUM» B KOHUE AEBAHOCTHIX OblAM OpraHM30BaHbl
BbICTABKM C y4YaCTUEM aKTyaNibHbIX XYAOXHUKOB U3 KasaxcTaHa.
CamMu Ha3BaHMUA 3TUX BbICTABOK CBMAETENbCTBOBANIM O HOBOM AJiA
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Hac, KypaTOpCKOM NOAXOAe K OpraHu3auuu XypoxecTBEHHOrO
meponpuaTua. be3 uyeTkoro onpepeneHus, 4YTo 3TO WMEHHO
«COBpEMEHHOe MWCKycCTBO», 6bina npefnpuHaATa nonbiTka
npeAcCTaBUTb PaBHble NpaBa BCEM «KYPbe3HbIM» 3KCNepUMeHTaM
Ha u3obpasutenbHom dpoHTe. Takas TPUXKALI MHBEHTapu3auus
BbIIBMNA, YTO NyTEN MHOTO, HO BCe OHW (aTanbHO BEAYT K AaBHO
M3BECTHbIM BO BCeM Mupe Bewam. «[apannenbHbit lopoa»
(1997 rop) npeacTaBun ropoAcKoe WCKYCcCTBO ntobuteneit u
npotdeccuoHanos; «Labiryntos» (1998 rog) nokasan 3abaBHble
NOBOPOTHI M TYNUKN Pa3HOOOpa3HbiX HOPM BU3YyanbHON KYNbTYphI;
M, HakoHel «[noc-Munyc» (1999 rop) BbHIABUA Haauyue
pa3HbiX NOTEHLUManoB B HaweMm uUckyccTee. lo3mumoHnpoBaHue
3aBepuwunocs.

LlaneecobbiTus HapacTaloT, NpUHUMas NaBUHOOGPa3HbI xapakTep.
Bce HepaBHO 06pa3oBaHHble WHULMATUBLI U MHULUATUBHbIE
rpynnbl NPOJOJKAKTCA U NPOAOKAIOT CBOI paboTy, U No3TOMy
MOKa MOXHO TONIbKO NEePeYUCINUTL BCe aKTUYEeCKUe CUTYaLmuN, He
[aBasi OKOHYATENbHbIX XapaKTePUCTUK.

XYAOKHUKU-NHCTUTY LUK,

XyBOXHUKU «COBPEMEHHOrO MCKycCTBa» B pecnybiuke fo
CamMoro NocNefHero BpeMeHu caMu co3gaBanu cebe MHCTUTYLUY,
camu ABNANUCHL KypaTopaMu MpPOEKTOB, B KOTOPbIX CaMu Xe W
y4acTBOBaNM KaK XYAOXKHUKH.

Cryousa « MUSEUM» Kk 3TOMy BpeMeHU HECKOIbKO BULOU3MEHUNACS,
TONbKO GeccMeHHbIM nupepom ocTaetcs Ynaw [lxanapos.
Aktus rpynnsl — IpHecT A6gnpaszakos, YuHrus Tokoues, Agunb
Ceittanues, Ouna Xanmyp3uHa, laman BokoHGaes. [pumepom
ACHOM W OCO3HAHHOM KypaTOPCKOW CTpaTeruu CTyauu ABAAITCA
OWWKeKCKMe NepBOaNpenbCKkMe KOHKYPCh, MPOBOAUMbIE BOT yiKe
TpUroganoapafn, NpuakTuBHeliwen nogaepxke ranepen «Tymap».
ITV BLICTABKM CTaNu NPOABNEHUEM CAMOOBITHOW XYA0XKECTBEHHOI
WHULMaTUBLI. B pecnybnnke HeT LeHTpa, KOTOPbLI MOT Bbl YeTKO
onpeAennTb rpaHWLbl XaHpa M NOJENUTb BCeX HAa CBOUX U Ha
yyxux. Takylo 3afiavy Ha ceb6 HUKTO He BepeT, N BO3MOXKHO Takas
«BOMBHML@» MO3BONAET HAXOAUTbL B KAHPOBOM pa3HOOOpasuu
camobbiTHoe.

Camblii 0blecTBEHHO-NONE3HbIA NPOEKT 3TOr0 06beAUHEHUS,
HapAAy C nepBoanpefbCKUMKU KOHKypcamu, - WU3AaHue c
1998 ropa anbmaHaxa «URBI et ORBI» (Bbiwno yxe uveTbipe
Homepa). Mybnukauun B anbmaHaxe cnocobcTBOBaN TOMY, YTO B
pecny6auKe NosBUIOCL CBOE, CEPbe3HOE UH(OPMALMOHHOE noJe
«COBPEMEHHOTO MCKYyCcCTBa». BOOpYXMBWMUCL NPUOBPETEHHBIM
onbiTom (06WEeHME C NUWYLW UMK aBTOPAMU PETUOHANbHOTO YPOBHSA
M «napTuU3aHCKWe» MeTOAbl W3[aTeNbCKoW paboThl), CTyaus
WHULMMPOBaNo n3aaHue GlonneteHsa nonpobaemMam COBPEMEHHOTO
nckyccTBa «+@b» (npu duHaHcoBoit nofaepxke ranepen «Kura-
maART» BblWNO ABAa HOMepa M MOATOTOBNEH TpeTuii). Hayano
BeCbMa yCnewHoe ¥ NoTeHLMaNbHO 3TO NePUOANYECKOe u3fjaHne
MOXET CTaTb MeYyaTHbIM PYNOPOM «COBPEMEHHOTO MCKYCCTBa»
BCEro peruoHa.
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B 1999 ropy coctosanacb BbICTaBKAa HEWU3BECTHOro, HOBOTO
NOKONeHUA XYAOXHUKOB «3anacHoit Beixog» B AK um JleHuHa.
B 2000 roay nossnsetca TBOpYeckoe obGbefuHEHME MONOAbIX
XynoxHukoB «bpoHenoesg» (Mpa [ekkep, Poman Mackanés,
Anekcangp Y). Tpynna ceiiyac cyuwecTByeT Kak MexayHapojHoe
obveanHeHue, buwkek - Anmatel — KenbH, He «cTpagas»
TEpPPUTOPUANBHOW OFPAHUYEHHOCTHIO.

Waapbek AmaHkyn v Jluuu Maitpn 8 2000 rogy opraHu3oBanu
MeXAyHaponHyto rpynny xypoxHukoB «Art Connection». Lenb
rnobanbHas — co3patb B Kblprbi3cTaHe UeHTp, Kyda Mornu Obl
npuesxaTb paboTaTbh U, YTO CaMoOe BaxHoOe, 06WATbCA XYROKHUKY
co Bcero mupa. B 2001n B 2002 rogax rpynnoi ocylwecTBieH
MmexpayHaponHbell npoekt «Central Asia — Europe Art Dialoguey,
B KOTOPbIX YyyacTBOBaAM OKONO TPUALATM XYAOXKHWUKOB U3
LleHTpanbHoitAsunu Esponsl. lpoekT,6e3ycioBHO, NpUBIEKaTeNEH
- Ha Gepery o3epa, B YHUKaNbHOW NPUPOAHONA KYPOPTHON 30HE
BO3POXAAIOTCA TPAAULUM KbIPTBI3CKUX XYAOXKHUKOB COBMELLAThb
OTAbIX C paboToil. YyacTem B 3TUX NpPOEKTaX OTMETUIUCDH
MHOTUe BNoJHe TPAaAULMOHHbIE XYAOXHMKKU. To3uLmsa KypaTtopos
- nonHas cso6ona AeiicTBUi, obWeHMe M coBMmecTHas paboTa.

Evident influence of paper architecture principles exists in a series of
objects in “City” by Ernest Abdrazakov.

fABHoe BruAHUE NpUHYUNOB BYMAXHOU apxumeKkmypsl 8 cepuu 06bekmos
«lopod» IpHecma A6dpazakosa.




[insa npon3BeaeHni, CO3AaHHbIX HA 3TUX BOPKIWONAX, XapakTepHo
ncnonb3oBaHWe  0COBEHHOCTei  KbIprel3ackoro  naHawadTa
M NPUPOAHLIX CaKpadbHbIX CUMBOJNIOB, M 3TO MNOMOraeTr He
pacTBOpUTLCA B OfMywawowem pasHoobpasuum nposaBneHuit
«COBpeMeHHOro uckyccTBax». Kpome Toro, 3apybexHbie XyA0XKHUKM
NOMOralT MO-HOBOMY YBUAETb WHTepecHelllMe MNpoABAEHMUA
HapOAHO XNU3HW HaWwel ry6UHKN.

B 2002 ropy lynbHapa Kacmanuesa u Mypatbek [xymanues
opraHusoBbiBalT obuecTBeHHoe ob6beanHenne «ArtEast».
HanGonee KpynHble NpPOEKTb: CpPefHeasnaTCKuil cemuHap
«MupoBble cucTembl penpeseHTauun COBPEMEHHOTO UCKYCCTBaY,
coBmecTHO ¢ anmatuHckum CLUCWU; mexpyHapoaHaa akcnepmuuma
no Keiproiactany u Cubupu.

«ArtEast» — cemeiiHblii TaHAEM XY[OXHMKOB NpodecCcUOHaNoB.,
C aKafieMMyeckuM o6pa3oBaHMEM U CBOM 3aHATUA COBPEMEHHbLIM
MCKYCCTBOM OHM MbITAOTCA CTpaTerMyeckM noCTaBUTb Ha
npodeccumoHanbHyl0 OCHOBY. B nocnepHee Bpemsa ob6befuHeHue
Cepbe3Ho 3aHMMaeTca BUAEOAPTOM, O YeM CBUAETeNbCTBYeT
ycnewHoe yyacTue B  LeHTpadbHO-a3uatckoMm ectusane
«BupeonpeHTnyHoctb» B Anmatel B oKTA6pe 2004 ropa,
opraHusauus B sHBape 2005 ropa B cTo/nMue pecnybauKu
TpeHuHra «Video Art Workshop».

MNoasuswasca B 2003 ropy, ranepes «Kurama ART» - nepsas
ranepes, KoTopas oOTBa)unacb B3ATbCA 3a MnponaraHpy
COBpeMeHHOro uckyccTea. Ktomy e 3atonepsas ranepes, kotopas
CTaBUT nepep co6oi cTpaTernyeckue Lenu U AN UX LOCTUKEHUS
NpUMeHAeT TpPaMOTHYK MNOAUTUKY, WHBECTUpPYA CpeAcTBa B
M3faTenbCKylo AeATeNbHOCTb M B KypaTOpCcKMe npoekTbl. B
anpene 2004 roja ranepeeit 6bina npegnpuHaTa MacwrtabHas
MHUUMATUBA — MeXAYHapoAHaA BbICTaBKa «... n [pyrue». Ha
CYA 3puTeneit OblN0 NPeanoXeHo npoussefeHus 6onee copoka

Ynan [ixanapos. lopsyas zonosa - xonodHoe cepdye. sudeonepipopmanc,
2001

XYLOXHUKOB M3 [epmaHuu, JluxteHwTenHa, Mongasuu, Poccuu,
CnoseHunun, YkpanHbl, KazaxcraHna, Y3bekucraHa v KoipreizcraHa.
Mpu cambix pa3HoOOpa3HbIX OLEHKax rnaBHas Lelb BbICTABKU
OblNla JOCTUrHYTA — MHTEANeKTyanbHas 3nuTa ybeaunach, 4To
MOXHO NO-Pa3HOMY OTHOCUTbCA K «COBPEMEHHOMY WMCKYCCTBYY»,
HO He 3aMeyaTb ero BAMAHUA HA KYNbTypy CTPaHbl B LENOM yxe
HEBO3MOXHO.

KbipreiactaH Ha BbicTaBke npepctasunu: PomaH Mackanes u
AnekcaHpp Y, KomnbloTepHbIn Konnax «Panckuin navpwadty;
lynbHapaKacmanuesaun Mypat6ek [lkymanues, BUAEO UHCTANNALMA
«TpaHccubupckue amasoHkuy»; Wainoo [xekweHbaes, ¢oTo-
npoekT «loBopoT»; Banepuit Pynnens, uHctannayus «Green city
project».

bpatbs HaBek.

3amMeTHO BAUAHME B Halel pecnybauke poccuitckoro u ocobeHHo
Ka3axCTaHCKOTO «COBPEMEHHOMO UCKYCCTBAY.

OTkpbiBwuiica B 1997 ropgy Copocosckuin LeHtp CoBpemeHHOro
WNckycctea (CLCW) B Anmatbl He CKpblBan CBOMX MAAHOB CTaTb
KOHCONMUAUPYIOWMM LEHTPOM BCero peruoHa. B 2000 ropy
Ha BTOpylo exeroaHyto BbictaBky CLCW 6biau npurnaweHsl
XYAOXHUKM 13 Kbiproi3cTaHa. 3TWM XYROXHUKM BNOCNEACTBUM
CTAHYT yyYyaCTHMKAMW TaKUX 3HAYMMbIX COOBITMIA B contempo-
rary art LeHTpanbHoit A3uu, kak BbicTaBku «No Mad’'s Land» B
Dome Muposbix Kynbtyp B bepnuHe, «Trans-Forma» B XeHeBckom
LleHTtpe CoBpemeHHoro Mckycctea u «Re-orientation» B ranepee
«ACC» B Beiimape. CoBpemeHHOoe uckyccTBo Kbiprbi3cTaHa Ha
3TUX BbICTaBKax npepcrasnanu: Anekcaugp ¥, Poman Mockanes,
Wpa [Jekkep, lWaapbek AmaHkynos, Jluum Maiipn, TynbHapa
Kacmanuesa, Mypatbek [hxymanues, LWaiitnoo [xekweHbGaes,
YnaH [ixanapos.
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B TeyeHne 2001-2002 ropa B buwkeke npownu MexayHapofHble
npoekTbl HoBOCMOMpPCKOro Kypatopa Bnagumupa HasaHckoro
«BHyTpeHHsasa A3ua 1» u «BHyTpeHHas Asua 2». leorpadus
gbicTaBku — C-Metepbypr, Yba, HoBocMGBUPCK, 3TO CyUeCTBEHHO
pacWwupKUiIo KOHTaKTbl HaWUX XYAOXHWKOB C XYyBOXHUKAMM
Mocksbl, Cubupu, Ypana, YkpauHsl.

BmecTo 3aKnloueHuUs.

310 ABNEHME NOKA HE OFPAHMYUBALCTCA PAMKAMU «HALWM He HAWWy,
He TpebyeT CBMAETENbCTBA NPOWNBLIX AOCTUXEHUHA W BoOOGLWe
nonaraertcs 60siblie Ha TNYHYIO UHULMATUBY CBOUX CTOPOHHUKOB.
M03TOMY 3TUX CTOPOHHUKOB Mao 1 BeCb POKYC B TOM, YTO FOPCTKA
Niofeil yMyapunach 3a KOpOTKOe BpeMs CLENaTb «COBPEMeHHoe
MCKYCCTBO» (DAaKTOPOM, MOJIOXMUTENbHO BAUAIWMUM HAa pa3BuTue
BCel Xy[OXKeCTBEHHON KynbTypbl Pecnybanku KoipreizctaH.

* TepmuH «cospemeHHoe UCKycCcmBoy» 0603Hayaem «contem-
porary art», u, ymo6sl He Nnymams ¢ NOHAMUEM COBPeMeHHOoe
8006we, 3mom mepmuH npusodumcs 30ech u dasee 8 KaBbIYKAX.

** CoxpaHeHa ¢oHemMUKa cOBeMCKOU 3noxu 8 KOHmeKcme,
Ko2da peys udem o cosemckol 3noxe — Kupau3sus, cospemeHHoe
npousHoweHue — Kbipebi3cma.

Asmop sbipaxaem 61a200apHOCMb 30 NOMOWb U
uHgopmayuoHHyto noddepxky Ynany [ixanaposy, Banepuio
Pynneniwo, Mypamy [xymanuesy u lllaapbeky AmaHkyny.
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The works of photo artist, Shailoo Djekshenbaev (Turning), have become
contemporary only recently. The skills of an architect appeared as con-
ceptual way of thinking and the love of urban area symbolism.
®omonpoekm «llosopom» llainoo [xexkwenbaesa, 2004,
pomoxydoxHUKA, «GKMYanbHbIMU» €20 pabomsl CManu MoabKO

8 nocnedHee sapemsa. [IpoABUNUCL HABLIKU apXxumekmopa —
KOHYenmyanbHoe MbluiaeHue u 10608b K CUMBOJIUKe 20p0OCKOU cpedsl.




Gulnara Kasmalieva

Muratbek Djumaliev

The work of Gulnara Kasmalieva and Muratbek Djumaliev is interesting in that in it
are reflected all the pluses and minuses of the development of ‘modern art” in the
republic.

These artists began creating art together with the pioneers—at the end of the 1980s
they were noted at the “Underground” seminar in Narve (Estonia), and yet at the end
of the 1990s they were still active participants in the “nontraditional” initiatives
of the architectural studio “MUSEUM”. Up to this time, Gulnara and Murat had long
been working as artists with the solid experience of independent work firmly on both
shoulders: Gulnara’s record of graphic art distinguished by capricious investigation,
Murat’s record of monumental sculptures by the well-established features of the So-
viet school. For them it was no trouble to experiment at once with all the genres of
‘modern art’ until the end of the century. Many of our artists often suffered from a
lack of clarity, not desiring 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 determine in what qualities installations are dif-
ferent from sculptures, and professionalism helped them sense opportunities for an
actual method of artistic reflection new to us.

They also were among the first to recognize the signs of the times, the necessity of
building through their own personal efforts a space of self-realization. The govern-
ment stopped supporting art, and this allowed space for representatives of a new cul-
tural force to step in. In order to survive, it was necessary, not putting hope in oth-
ers, to begin founding modern institutions themselves. In this they do not resemble
many of our other 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 Djumaliev initiated the founding of the
“Zamana” group, and in 2002 organized the public union “ArtEast”. Their most re-
cent projects and initiatives include Djumaliev’s lecture at the 8th Istanbul Biennale
about the modern art of Kyrgyzstan (September 2003), the curatorship of Kyrgyz-
stan’s division at the 3rd Novosibirsk International Biennale on modern graphic arts
(September 2003), the organization of an exhibit of modern printed graphics “Bish-
kek intergraphic” (February 2003 to March 2004), and the International Art tour in
Kyrgyzstan and Siberia “Whispers of Earth, Silence of Heaven” (June-July 2003).

Gulnara and Murat brought a film, “Trans Siberian Amazons”, back from the tour. The
film is a touching and ironic report about the economics of small-scale traders during
the transitional period, traveling with their goods on trains, and from sadness sing-
ing songs popular during the Soviet period of their youth. In the hands of the authors
this simple plot acquires the depths of a work of drama. Clashes of different epochs,
another attack on the apathy of society, and a social analysis of the phenomenon are
all presentin the film, but most importantly, it strikes the unshakable spiritual center
of broken human lives. Moreover, “Trans Siberian Amazons” is a lesson, an example,
a method for how art can survive in a poorer country. Our cinematographers do not
handle such subjects, referring to the absence of good screenplays and government
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
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rise to the level of serious filmmaking.

At the “Hand made” exhibit in the Museum of Nonconformist Art in Saint Petersburg,
Gulnara Kasmalieva first performed her “Goodbye song” (December 2001). Subse-
quently it was shown at “Inside Asia 2” (June 2002) and at “Trans-forma” at the Cen-
ter of Modern Art in Geneva (September 2002). We have skipped ahead, incorporating
performances, actions, and gestures not yet belonging to our “modern art”, when an
artist uses himself or herself as the material for his or 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 reevaluation of the syncretic culture
of the past. Our ethnographic presentations of national rituals are very refined and
often evoke feelings of facileness akin to those evoked by opera decorations. After
the viewing of a “preconceived” performance one believes that traditions happened
exactly in the way portrayed and the masterful usage of artistic methods adds a non-
counterfeited authenticity to the present production.

Currently this creative pair is located in the very center of events of a new cultural
phenomenon in our republic. Gulnara Kasmalieva and Muratbek Djumaliev, like all the
other representatives of our “modern art”, are trying organize themselves and at the
same time continue to work on their own projects: organizing seminars and exhibits,
overcoming misunderstandings and those who do not believe, trying to add touches
of reality in their works, and instinctively responding to the critiques of their col-
leagues.

Gamal Bokonbaev

Gulnara Kasmalieva, Murat Djoumaliev. Tran Siberian Amazons. Video
installation with trunks, 3 minutes. 2004

lyneHapa Kacmanuesa, Mypam [xymanues. TpaHccubupckue amasoHKU.
BudeouHcmannayus ¢ 6aynamu, 3 MUH.
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lynbHapa Kacmanuesa
Mypat6ek [xxymanues

TeopuecTBo lynbHapbl Kacmanuesoit u Mypatbeka [lxymanueBa UHTEPECHO TeM, 4YTO
B HEM Haubonee nocnefoBaTeNbHO OTPA3UJMUCh BCE MIKOCHI U MUHYCbl CTAHOBNEHUA
«COBPEMEHHOTO UCKYCCTBa» Pecnybinku.

HaunmHanu 3T XyROXHWKM OAHUMM U3 NepBbIX — elje B KOHUe 80-X OTMETUANUCH Ha
cemuHape «AHgeprpayHa» B Hapse (3cToHus), a B KoHUe 90-x ObiAM aKTUBHBIMM
YYaCTHUKAMU MHOTUX «HETPAAULMOHHBIX» MHWLWUATUB apxuTeKTypHoi cTyaum «MU-
SEUM». K Ttomy BpemeHu [ynbHapa u MypaT yxe CNOXUBWMWECA XYOOXKHUKK, VY
060uX 33 NNevYamMu CONUAHbLIA ONbIT CaMoCcToATeNbHON paboTel — rpaduky MyabHapsl
OTNNYaeT NPUXOTNAMBAA M3bICKAHHOCTb, @ ANf MOHYMeHTaNnbHbIX CKynbnTyp Mypata
XapaKTepHa OCHOBATENbHOCTb COBETCKOW WKOMbI. JTO He MewWwano UM napannenbHo
nepenpo6oBaTh K KOHLY BEKA BCE }XaHpPbl KCOBPEMEHHOTO UCKYCCTBAY». [TOMCKM MHOTUX
HalWWX XYAOXHWKOB 3ayacTylo CTpajaiu HeYyeTKOCTblO, He KeNaHueMm onpepenatcs
(«He xuBONUCH» — Tak XapaKTepHO Ha3biBaJlUCb OfHA U3 BMNOJHE XUBOMUCHbLIX paboT
Toro BpemeHu). O6pasoBaHHoCTb nomornu lynbHape n Mypaty 6bicTpo pa3obpaTbes,
yeM OTNNYAETCA WHCTanNNAUMA OT CKYNbNTyphl, a npocdeccMoHanusm — BOBpeEMA
MOYyBCTBOBATb BO3MOXHOCTH, HOBOTO i1l HAC, aKTYyaNbHOr0 MeTOAA XYAOXKECTBEHHOTO
MbILNEHNA.

OHM TakXe OLHUMU M3 NepBbIX OCO3HANM KOHBIOHKTYPY BPEMEHW — HE0b6XOo[MMOCTb
CBOMMM JIMYHBIMM YCUAUAMM CO3[aBaTb ceGe NPOCTPAHCTBO CaMopeanu3auuu.
foCyAapcTBO Nepecrano 3aHUMaTbCi UCKYCCTBOM, 3TO U ONPEAENUI0 YHUBEPCANbHOCTb
npeAcTaBuTENEil HOBOTO KyJAbTYPHOTO ABNEHUA — YTOObI BbIXKUTb Hafo 6bINO, He HafesacCh
Ha AOpyrnx, camnum 3aHMMatbCA CO3JaHWEM COBPEMEHHbIX I/IHCTVITyU,VIVI. B 3tom wux
HENOoOX0XeCTb Ha MHOTMX HalWWNX TBOPYECKUX pa60THI/IKOB, [0 CUX NOp CYHMTAKOLWMKX, 4TO
KypaTop 37O MacCOBUK-3aTENHUK, KPUTUK — He MONYYMBIINIACA XYAOKHUK, @ 3aHUMATHCSA
obuecTBeHHO paboToii 3a30pHO.

B 1998 roay lynbHapa Kacmanuesa u Mypatbek [l)xyManues CTaHOBATCA MHMLMATOPAMU
co3paHua rpynnsl «Zamana», a B 2002 roAy OpraHW3oBbLIBalOT 0OWECTBEHHOE
obbeanHeHne «ArtEast». Hambonee KpynHble NPOEKTbl W MHWULMATWUBLI: [OKNAfA
Mypatbeka [xymanueBa B pamkax 8 CTamOynbCKoii OMeHHane O COBPEMEHHOM
uckyccte KeiprbisctaHa (ceHTabpb 2003); KypaTOPCTBO KbIPrbi3CTaHCKOro pasgena
Ha 3 HoBocubupckoit MexpayHaponHoit bueHHane cospemeHHoN rpacdmkn (ceHTA6pPb
2003); opraHu3aums BbICTaBKM COBPEMEHHON nevaTHoi rpaduku «Bishkek intergraph-
ic» (cdheBpanb 2003 no mapt 2004); MexpayHapoaHas ApT akcneauuns no Kelprelactany
u Cubupu «lenot 3emnu, monyaHue Heba». (MIOHb — utonb 2003).

N3 3Toi 3kcneguuum TynbHapa u Mypat npusesnu Bugeotdunbm «TpaHccubupckue
aMa30HKWU» — TPOTaTeNbHbIi U MPOHUYHbIKA PENOPTaX O MEIKUX TOProBKax 3IKOHOMMUKM
nepexofHOro nepuopna, eAylWnx co CBOMM TOBApOM B MOE3/e, U OT FPyCcTU HaneBawWux
MOLHYIO B COBETCKWE BpPEMEHAa MEeNOoAMI0 MUX MOMOJOCTU. ITOT HEXUTPLIA ClXKeT
B TpaKTOBKe aBTOpoB npuobGpeTaeT rnybuHY ApaMaTU4yecKoro npou3BefeHUs.
CToNKHOBEHME pa3HbIX 3NOX; elie OfHA aTaka Ha YepCTBOCTb OOWECTBA; COLMUANbHbIA
aHanu3 SIBJEHUA — BCe 3TO eCTb, HO CaMoe rNaBHOe, B OYepefHOW pa3 mopaxaet
HeUCTpebUMOoCTb LJYXOBHOrO Hayana B MCKOBEPKAHHbIX YenoBedyeckux cyabbax. Kpome
Toro, «TpaHccMOUpPCKME aMa30HKU» — YPOK, NPUMEp, METOL TOro, Kak MOXeT BbIXUTb
MCKYCCTBO B He 6oratoil cTpaHe. Hawu kuHemaTtorpaductsl He 6epyTca 3a nogobHble
TeMbl, CCbIasiCb Ha OTCYTCTBME XOPOLWMUX CLEHAPUEB, TOCYLAPCTBEHHOW NOALEPKKM W
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BOOOLWe Ha oTcyTcTBMe BCero. bes 6onbwux GUHAHCOBBIX 3aTpaT W, He UCNYraBWUCh
C/IOXKHOCTU TeMbl, aBTOPbI 3TOro BUAeOdUIbMA CMOTIN B06UTLCA YPOBHA BO3LENCTBUSA
Cepbe3HOro KuHo.

Ha BbicTaBke «Hand made» B My3ee HoHkoHdopmuctckoro Uckycctea B C-Metepbypre
lynbHapa KacmanueBa BnepBble npencraBuna ceoit nepdopmaHc «fpowanbHas necHa»
(nekabpb 2001). Bnocneactsuu oH GyaeT nokasaH Ha BbicTaBke «BHyTpeHHAs A3us 2»
(noHb2002)  Ha BbicTaBke «Trans-forma» B LleHTpe CoBpemeHHoro MckyccTBa B JeHeBe
(ceHTAOpb 2002). MepdhopMaHC, akLMUsA, HKeCT HE MPUKUINCL B HALlEM KCOBPEMEHHOM
MCKYCCTBE», Mbl MPOCKOYUAM 3Ty 3MaTaXHyl CTaauio, KOrAa XYAOXHWUK MCNOnb3yeT
B KayecTBe MaTepuanoB WCKyccTBa camoro cebs. «[powanbHas necHs» — OAWUH U3
HEMHOTMX YAaYHbIX NpUMepoB. ITa KpacuBas, 3penuiyHas paboTa ¢ MCNONb3OBaHMEM
3/1eMeHTOB NaTpuapxanbHbiX 06pAL0B M TPAAULMUIA, U NEPEOCMbICTEHNEM CUHKPETUYHO
KynbTypbl mpownoro. Y Hac 3THorpaduyeckue npepcTaBleHWs HaApOAHbLIX 0OpAfOB
M3NNWHE M3bICKAHHBI M 4acTO BO3HWKAET BMeyaTneHWe HeeCTeCTBEHHOCTU OMepHbIX
pgekopaunit. Mpu npocmoTpe «npuAyMaHHoOro» nepchomaHca Bepullb, YTO TPafULUM
NPOXOAMIN UMEHHO TaK — MacTepCKOe UCMONb30BaHME METOL0B aKTyaNbHOro MCKYCCTBA
CO3[al0T HeNnofAeNbHYI0 MOANNHHOCTD NPOUCXOAALLETO.

Celyac 3TOT TBOPYECKMII TaHLeM HAxoQUTCA B CAMOM LEeHTpe CoOGbITUIA HOBOTO
KyAbTYpHOTO fABAeHWs B Hawel pecnybauke. lynbHapa Kacmanuesa u Mypatbek
[xymanues, Kak u BCe oCTabHble NPefCTaBUTENMN HALErO KCOBPEMEHHOTO UCKYCCTBAY,
NbITAOTCA 3aHUMATLCA CAaMOOpraHu3aumeil, U napannenbHo TBOPUTb; OPraHU30BbLIBAIOT
cemMuHapbl ¥ BICTaBKM, NPe0A0ieBas HEMOHUMAHNE U HEBEPUE OKPYXAIOLWUX; NbITAIOTCA
A006aBUTb aKTyaNbHOCTU B CBOMX NPOU3BEAEHUAX, YYTKO pearupys Ha KpUTUKY Koaner.

laman bokoHb6aes.

Gulnara Kasmalieva. “Goodbye song”.
Performance. 2001

lynsHapa Kacmanuesa. “lMpowansHas
necHa”. lepgpopmarc
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Roman Maskalev. Maxim Boronilov

The artistic duet of Roman Maskalev and Maxim Boronilov shaped the creative process of the “Paris” video
trilogy in 2004. If it was Maxim’s debut, then Roman already had significant artistic experience behind him
in video, photography and performance with the group “Bronepoezd” (Armored Train). Today this group of
young artists, in spite of its age, has its own recognizable artistic signature and occupies the some of the
very first positions in the modern 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 did not have any real “association” with worldwide modern art, nor any experiences of
suffering like those endured by the older generation, nor any institutional support. They had, however,
the ardent desire to develop their talents themselves contrary to dead academy norms and total crisis of
artistic education in the republic. In 1999 they organized the “Emergency Exit” exhibit in Palace of Cul-
ture of Lenin factory. A meaningful place. The absence of glamour and the reflection of post-Soviet themes
became a characteristic of the group.

Their group of nonconformist exhibits in Kyrgyzstan at the end of the 1990s played a role in the determina-
tion of their “Territory of Art”, but for the young artists, participation in “Communication, the experience
of mutual cooperation,” a Soros exhibit of modern art in Almaty was a major turning point. The direct asso-
ciations with the participants of the exhibit, the majority of which were already famous, in sum reinforced
their faith in their own strengths and the correctness of the way they had chosen. The same year the group
presented their film-interpretation of the works of Danil Kharms in the youth film-festival “Look again”
in Kazakhstan. The use of old outdated 8mm film, a successfully recorded soundtrack, subtle irony, the
grotesque, and a remarkable sense of humor, immediately impressed on everyone the innovations of their
artistic approach. This work received recognition not only among cinematographers, but also successfully
became a part of Central Asian modern art.

Artists were able to not only understand individuality and at the same time the absurd surroundings of
post-Soviet “materials”, but also with talent present it, often serving as actors. If in their own video work
“Artist 1”7 and “Artist 2” Alexander U and Roman Maskalev brilliantly portray ordinary narrow-minded opin-
ions about how real artists should be, e.g. smart, roundly developed, hungry, angry, invisible, quick to react
to situations. In the film “The Grieving”, having named its parts “Universal Sadness”, “Death of a Hero”,
“Love to Eternity”, the artists avoided the use of extra emotion and showed the tragedy of the generation

of the 1990s.

The problem of harsh marginality, was presented without any speculation in the performance of Roman
Maskalev at a festival in Ireland in 2004. The artist, standing on a chair in front of the public, periodi-
cally hit a wooden stick against a zinc bucket, worn on his head. During this Roman swore at himself in
Russian. The reason for such a harsh relationship to one’s one body was his lack of knowledge of English
and connected with this, a lack of ability to communicate 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 participated in the
performance. Thus occurred communication without words!

In their new video “Paris” Roman Maskalev and Maxim Boronilov follow the artistic methods of “Brone-
poezd”. “Paris” is an informal name of a transfer station on the road between north and south Kyrgyzstan.
The artists, by all appearances, did not find the reason that this place received this specific name very
interesting. More important was imagining the difference between local reality and “the Kyrgyz Dream”
about the capital of France.

Muratbek Djumaliev

Roman Maskalev and Maxim Boronilov. Paris. Video, 2004
Poman Mackanes u Makcum boporunos. llapux. Budeo. 46
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PomaH Mackanes
Makcum bopoHunos

Tsopueckuint gyat Poman Mackanes u Makcum bopoHunoB cnoxunca B npoyecce co3faHusa BUAEO TPUNOTUM
«Mapux» B 2004 roay. Ecnu ansa Makcuma 3to 6bin febioT, To PoMaH yxe uMen 3a nneyamu Xy[oXKeCTBEHHbI
onbIT B BUAEO, B GOTO U B nepdopmaHce B cocTase rpynnbl «bpoHenoe3n». CerofHs 3Ta rpynna XyA0oXHWKOB,
HeCMOTpsA Ha CBOK MONOAOCTb, UMEeT CBOM y3HaBaeMblil MOYEPK M 3aHMMaeT camble NepefoBble NO3ULUN B
coBpeMeHHOM uckycctse LleHTpanbHoit Asuu.

JBoNOLMA TPyNnbl BO MHOTOM 3arafoyHa: y fBajuatTUAeTHUX XyAoXHUKoB PomaHa Mackanesa, Upbl [ekkep
u AnekcaHgpa Y 3a nieyamu He 6bI0 HWU PEaNbHOrO «OGWEHUA» C MUPOBLIM COBPEMEHHbLIM MCKYCCTBOM,
HU «BbICTPAZAHHOrO» ONBITA KaK Y XYAOXKHUKOB CTapLWero nOKONEHUA, HW WHCTUTYLMOHANbHON NOSAEPXKKH.
CywwecTBoBano oCTpoe XenaHue CaMoBLIPAa3nTLCA HANEPEKOP MEPTBOMY aKafeMU3My U TOTANbHOMY KpU3nCy
XYL,0XKeCTBEHHOro o6pasoBaHus B pecnybauke. B 1999 rogy oHU OpraHu3yioT BbICTaBKY «3anacHom BbIXOL» B
IK 3aBoga um. JleHuHa. XapaktepeH Boi6op mecta. OTcyTcTBMe ramypa U pedaeKcus nocT COBETCKON TeMb
B JafibHENeM CTaHeT XapaKTepHOW YepToil rpynnbl.

He nocnepHioo ponb B onpefeneHnn CBOEH «KTEPPUTOPUM UCKYCCTBA» Cbirpan pafj HOH- KOHHDOPMUCTCKUX
BbICTaBOK B Kblprbi3cTaHe B KoHUe 90-X, HO BCE € NOBOPOTHbLIM COOBITUEM ANA MONOALIX XYAOXKHUKOB CTano
yyacTue B COPOCOBCKOW BbICTaBKE COBPEMEHHOro Mckycctea «KomMMmyHMKauuu, onbiTel B3aUMOAEACTBUA»
B Anmathl. Henocpep,CTBeHHoe 06UJ.EHVIe C y4YaCTHUKaMu BbICTaBKU, B 60}1bLIJVIHCTBe XYAOXHUKAMN yixKe
M3BECTHbIMW B COBpPeMEHHOM WCKYCCTBE, OKOHYaTe/NbHO yTBEPAWNO Bepy B CBOU CUJbI U NPaBUNIbHOCTb
BbIOpaHHOro HanpasneHus. B Tom xe roay rpynna npepcraBafer cBou GUAbMbi-MHTepnpeTayuu no
npouspefeHuam [laHuuna Xapmca Ha MonojexHoMm kKuHodectusane «Cmotpu no-Hosomy» B KaszaxcTaHe.
Wcnonb3oBaHue cTapoil, NPOCPOYEHHON 8 MUNAMMETPOBON NMNEHKW, yAauyHO NofoBpaHHbLIi 3BYKOBOW pAap,
TOHKasA UPOHUA, TPOTeCK, be3ynpeyHoe YyBCTBO OMOPA, CPa3y e ONpeseNunm UHHOBaLMOHHOCTb TBOPYECKOTO
nopxoaa rpynnel. Pabota nonyuyuna npusHaHue He TONbKO Y KMHEMATOTpadMCTOB, HO M YAAYHO BNUCANaCh B
KOHTEKCT LEHTPasbHO a3MaTCKOro COBPEMEHHOMO UCKYCCTBA.

XYAOXHUKN CYyMenn He TONbKO MOHATb HEMOBTOPMMOCTb M B TO Xe camoe Bpems abcyph OKpyxawliero
NOCTCOBETCKOTO «MaTepuana», Ho U TaNaHTAUBO NPENOfHECTU ero, 3a4acTylo CaMu CTAaHOBACb aKTepamu.
Ecnn B cBoeit Bugeo paboTte «XyAOXHUK 1» u «XyaoxHuUK 2» AnekcaHap Y u PomaH Mackanes oCTpOYMHO
06bIrpbIBatOT 06bIBaTENBCKOE NPEfCTaBNEHUE O TOM, KAKUM [OJKEH ObITb HACTOAWMIA XYAOKHUK, T.€. YMHbIM,
MHOTOCTOPOHHE Pa3BUTLIM, FTONOAHbIM, 3/1bIM, HE3AMETHbIM, ObICTPO PearupyLWmUmM Ha cuTyaumio, To B bunbme
«Ckopbswmey, o3arnasus yactu «BceneHckas nevyansby, «fmbens epos», «J11060Bb K BeUHOMY», XYAOXKHUKAM
yAanocb u3beraTb M3NUIWHENR NaTeTUKM W NOKa3aTb Tparu3m nokoneHus 90-x.

Mpo6nema MapruHanbHOCTU XecTko, 6e3 cnekynauuu npepctasneHa B neppopmaHce PomaHa Mackanesa
Ha dectusane B WpnaHgum B 2004 rogy. XYLOXHUK, CTOS Ha cTyne nepep ny6auKoi, nepuopuyeckn 6un
AepeBAHHON NanKon No LUHKOBOMY BeApy, HageToMy Ha ronosy. [lpu 3ToM PoMaH Ha pyccKoM npurosapusan
pyratenbcTtea B cBO agpec. [PUUYMHOI CTONb XKECTOKOTO OTHOWEHUA K CBOEMY TeNy MOCAYXUNO0 He3HaHue
aHIMICKOro A3blKa M B CBA3M C 3TUM — Hecnoco6HOCTb K BepbanbHOW KOMMyHWKauuu Ha dectusane.
MpucyTcTBylOWME B CBOIO OYepefb He NOHMMANM PYCCKOro A3bika. Yepe3 HeKOTOpoe BpeMs KT0-TO oToGpan
nanky u, B3aB PomaHa 3a pyKy, €IUKATHO CNYCTUN ero C «NOJMYMa», OCTAHOBUB UCTA3aHWUE U TEM CaMbIM,
NpuHAB yyacTue B nepdopmaHce. KommyHukaums 6e3 cnos coctosnach!

B csoem HoBOM Bupeo «[apux» PomaH MackaneB u Makcum bopoHWnoB cnepyloT TBOPYECKOMY MeTOAy
«bpoHenoe3pa». «[lapux» — HedopmManbHOe Ha3BaHMe NepeBaNOYHOrO NOCeKa Ha Tpacce MeXAy CeBepomM
u torom Kelproi3cTaHa. lloyeMy MMeHHO Takoe Ha3BaHWe MONYYUA ITOT MYHKT, XYAOXKHUKOB, NO-BUAUMOMY,
He oyeHb MHTepecoBano. [opa3ao BaxHee ObIIO NPEACTaBUTL PasMyMe MeXAYy MECTHOW peanbHOCTbIO W
KbIPrbI3CKO MeYTON» O CTONULE WAHCOHA.

Mypam6ek [xymanues
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Roman MASKALEV, Alexander U. Paradise landscape. Photo montage, print
Poman MACKAJIEB, Anekcandp Y. Palickuli nelizax. ®omomonmax, npuHm, 80x500 cm, 2004 /
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A CONTEMPORARY ARCHIVE . .
Dilyara Sharipova

RENEGADES AND HEROES.
CULTURAL AUTONOMY IN FINE ARTS
KAZAKHSTAN OF THE SOVIET KAZAKHSTAN.

Irina Yuferova

AKTYANNbHbI APXWB THE 90S. THAT SWEET TIME OF HOPE

Yulia Sorokina

SERGEY MASLOV
KA3AXCTAH RUSTAM KHALFIN

Yulia Sorokina
THE MILLENIUM IS A BITTER TIME OF REALITY

Said Atabekov

Yulia Sorokina
ALMAGUL MENLIBAYEVA
ELENA VOROBYEVA
VICTOR VOROBYEV
ERBOSSYN MELDIBEKOQV

HAunsapa lWapunosa

OTWENEHLbI X TEPOWN.

KYJIbTYPHAA ABTOHOMWNA B N30BPA3UTENIBHOM
NCKYCCTBE COBETCKOIO KA3AXCTAHA.

UpuHa Hgeposa
NEBAHOCTbLIE. CNALKOE BPEMA HALEX

fOnus CopokuHa

CEPTE/ MACNIOB

PYCTAM XAJIbOWH

fOnus CopokuHa

MWUNNEHWUYM — TOPbKOE BPEMA PEAJTIBHOCTW.

Banepus Nb6paesa
CANJ ATABEKOB

f0nus CopokuHa.
AJIMATYNb MEHJTUBAEBA
EJTEHA BOPOBLEBA
BMKTOP BOPOBLEB
EPBOJICbIH MEJIbAVNBEKOB

BMIOEOAPXWUB



Abylkhan Kasteev. To School. 1930, plywood, gouache, watercolor. State
Art Museum of Kazakhstan

Ab6binxaH Kacmees. B wkony. 1930, ¢aHepa, eyaws, aksapesns.
locydapcmseHHsiii my3el uckyccms Kazaxcmana

Dilyara Sharipova

Renegades and heroes.
Cultural autonomy in fine arts of the Soviet Ka-
zakhstan.

In 30s of the past century painting school of Kazakhstan start-
ed its formation, and this process was directly connected with
social and economic transformations. Forcible modernization
which took place on the huge area where nomads-cattlemen
were dwelling, led to construction of industrial giants and de-
struction of traditional economic system. Forcible collectiviza-
tion resulted in terrible famine of 1931-32 which, together with
punitive measures in auls, has killed one and a half million of
Kazakhs. After the tragic events the active cultural policy be-
came one of the major components of political “exaggerations”
and returning of life to the normal course, and in this particular
time literature flourished, first theatres, musical institutions
appeared, opera became tremendously successful.

Processes in 20s connected with opposition of groups, adher-
ing to different stylistic and artistic principles, did not take
place in our art. The art school of Kazakhstan was formed dur-
ing the years of rigid political and social oppression. Spreading
of obligatory social - realistic methods has in many respects
removed problems of the conflict and separation, which are
indispensable when different cultural models meet. Infantile
“erosion of forms” (Dmitry Likhachev), peculiar to developing
kinds of art, was eliminated at once, as well as the opportunity
of getting unexpected, originally refracted on local ground out-
lines.

However in works of such artists as Abylkhan Kasteev (1904-
1973) and Ural Tansykbayev (1904-1974), who were at the very
beginning of Kazakh painting, we reveal a huge potential of
originality.

Ural Tansykbayev, Kazakh by nationality, who in 30-40s was trav-
eling between Tashkent and Alma-Ata, was a member of the Alex-
ander Volkov's group (they were striving to create monumental
art at the boundary of oriental miniature traditions and French
painting of the beginning of XX century). Before his post-war
conversion into realists, he shared the group’s ideas aimed to
unite the Western art of the beginning of the XX century with
traditions of national applied art and miniature. Aimed, in his
artistic explorations at eastern primitive, Ural Tansykbayev was
himself an example of creator, who originated from the depth
of “natural” world, and has not lost ingenuousness of his per-
ception and was able to fascinate with “burning” feelings. He
has shown the life of steppe as a nomad, without reflecting the
endlessness and disorder of surrounding space.
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The nature was perceived as every day home in which the artist
generously hanged out his motley carpets.

Talented national nuggets who accepted folklore as an actual
experience also became a reserve for high art. The phenomenon
of Abylkhan Kasteev, Kazakh artist of primitive also appeared
from this reserve. His desire to embody images of people sur-
rounding him, though it was prohibited by Islam, was one of the
first desires of the layman-artist. Trying to achieve similarity
with the model, creating a picture, a strange thing for locals,
similar to a wonderful mirror of reality, he gradually joined a
mystery of creations, finding inescapable stability and inspira-
tion which helped him to get his own niche among different
races of cultural community of Alma-Ata of the 40s.

At that time the Art of Kazakhstan, was in the center of turbu-
lent movements of artists from all Soviet empire. “Kazakhs un-
der compulsion”, people who were in camps and exiles, settled
in the republic, some people were evacuated from Moscow, Len-
ingrad and Kharkov during the Second World War. Artists from
Leningrad, united by friendship and common teachers, started
their activity. Tatyana Glebova (1900-1985) and Pavel Zaltsman
(1912-1986) were in the group of Pavel Philonov  «master of
analytical arty; Vladimir Sterligov (1904-1973) and Regina Veli-
canova (1894-1975) were Kazimir Malevich’s pupils. As the most
calm and joyful time, they would remember this fruitful period:
work on sketch in the Botanic gardens, preparation of joint ex-
hibition, participation in seminar on fresco art, and numerous
debates. All the above-mentioned events were reflected in the
first issue of magazine «The Artist of Kazakhstan» (1944). But
the initiative with the magazine died away when Sterligov and
Glebova went back to Leningrad.

Pavel Zaltsman continued working as an artist on a film studio,
lectured on history of arts. Having accepted Philonov’s method
in 30s, he, as if, had stiffened without changes for decades,
fascinated by its limitation and force. His water colors with
“hordes” of stupefied, inmost people gnawed by unknown grief
(reminding iconography of his teacher) and drawings of lifeless
cities, understood by fragments, by preliminary work for a pic-
ture of great importance in which the artist “would pronounce”
all the truths, perceived during long years of internal work.

Close creative communication with Zaltsman became the first
step to perception of the Russian avant-garde heritage for the
group of like-minded persons: Rustam Khalfin, Alexander Ror-
okin, Lydia Blinova, Ablay Karpykov.

The destiny determined that Vladimir Sterligov appeared in Ka-
zakhstan three times. For the first time he was jailed for five
years in Karlag. Wounded at the front he has got to Alma-Ata
for the second time. Then, his cup-dome idea has found follow-
ers in this city in 70-80s. Having settled in Alma-Ata, Regina
Velicanova, for many years corresponded with him, remaining an
attentive friend and critic. She left memoirs about Kazimir Ma-
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levich, Vera Ermolayeva, full of information about exhibitions,
thoughts on various painting methods. She was in constant
struggle against the Board of the Union of Artists, asserting the
importance of painting quality. Her rejection of the Soviet the-
matic picture and appeal to landscape graphics, a “miserable”
genre in the hierarchy of totalitarian art, also was the form of
a protest. Turning to the town landscape during the epoch of
collective processions was perceived as the declarative state-
ment of domination of private life. «It is necessary to achieve
one thing - to get rid of the feeling of something loathsome and
to be blocked from external impressions and to work continu-
ously», - Velicanova wrote in 1949. Her contemporary, Sergey
Kalmykov (1891-1967), probably, would subscribed under these
words.

Sergey Kalmykov. Fantastic Still-life. 1946, paper, oil. State Art Museum
of Kazakhstan

Cepeeli Kanamsikos. ®anmacmuyveckuli Hamiopmopm. 1946, 6ymaza,
macno. focydapcmseHHsili my3el uckyccms KazaxcmaHa




We dare to accentuate on this person, considering his great in-
fluence. Not being the ancestor of the school, he stimulated
by the fact of his existence creative energy of the following
generations. Born with the talent of theatrical artist, with the
aggravated sensitivity to spectacular and shiny enchanting,
incredibly hard working, he decorated revolutionary holidays,
worked on circus posters and wall paintings, wrote a lot of dia-
ries, librettos, fantastic novels, created huge amount of his own
sceneries and grandiose “backdrops” under sketches of other
stage designers. All these are the features of one person, no
wonder that he has made Leonardo Da Vinci his companion in
his space travels. Tremendous receptivity of Kalmykov to vari-
ous art stylistics, colorful combinations, allowed him to grasp
out the most acute and dazzling images from a whirlwind of
flashing images.

Pavel Rechenskiy. Karaganda field. 1970, cardboard, oil. Private collec-
tion

lasen PeyeHckul. KapazaHOuHckuli dsopuk. 1970, KapmoH, macno.
Yacmuoe cobparue

In 1920 Kalmykov was a member of Orenburg branch of UNOVIS,
the association founded by Kazimir Malevich and his pupils in
Vitebsk, he exhibited his works, and also wrote two treatises.
Invented by him strange parallel worlds within the framework
of figurative painting, undoubtedly, were - a tribute to life cre-
ation of Russian avant-guarde. The motive of tower prevailing
in Kalmykov” works, had something in common with images of
citizens of “the future” invented by Velemir Khlebnikov.

Kalmykov's landscapes - futuristic visions, reports on landing
onto other planets and returning to the Earth were dictated by
the wish to find a real life opposing to dullness of real exis-
tence. Festive goings of Kalmykov to the streets of Alma-Ata
wearing berets of incredible color, camisoles, wide self-tailored
trousers, were justified by the reasons of “external” policy: «...
from the depth of the universe millions of eyes are looking.
And what do they see? Boring one-color gray mass creeping and
creeping on the ground ... And suddenly - as a shot! - a bright
colorful spot: It was me coming out to the street!».

Kalmykov was followed by some artists - individualists, eremites,
who obstinately followed their own way:

Saken Gumarov (1937-1995) lived in Uralsk, on the crossroad of
the East and the West. He combined activity of a journalist, ac-
tor and director with painting in which he analyzed modernist
poetics, instinctively finding its analogues in Turk mythological
consciousness.

Pavel Rechensky (1924-1998), the self-educated artist, jailed in
his childhood to Karlag, was dedicated to “smiling” and gentle
religious images. Working in technique of encaustics on wood,
he had found an adequate embodiment of motionless expression
of eastern faces and landscapes.

Mikhail Mahov (1947-1976), sculptor, artist, graphic, as if he
tried during his short life to test all the undertakings of the
Russian painting of the beginning of the century from modern-
ist style up to cubism and futurism in order to find harmoni-
ously organized system of self-expression.

Such different artists could be considered as a single phenom-
enon, only accentuating on superfluity peculiar to their creativ-
ity, thickening of senses, passion regarding plastic doctrines.
Probably, this specific principle of redundancy, «irregularity»
will predetermine the logic of development of a “different” art
for the following decades.

52

A Contemporary Arhchive

Art from Central Asia.



AKTyanbHb# Apxus

WckyccTtBo UeHTpanbHoit A3uu.

Ounsapa Wapunosa.

OTweneHubl 1 repou.
KynbTypHas aBTOHOMWA B M300pa3nMTeNnbHOM
nckyccree Cosetckoro KasaxcraHa.

GopmupoBaHue XKMBOMUCHOW WKonbl KasaxctaHa Hayanocb B
30-ble rogbl NpoOWNOro CTONETUA U HenocpefCcTBEHHO CBA3aHO
C couuanbHO-3KOHOMUYecKUMU npeobpasosaHuamu. Cunosas
MOfepHMU3aLMA, nNpou3oWeAWwas Ha OrpoMHON TeppuTopumn
06MTaHUA KOYEBHUKOB-CKOTOBOAOB, 00yCioBMNA NOsBREHUE
MPOMbIWNEHHBIX TFUFAHTOB UM  pa3pylleHne TPagULUOHHON
X03AMCTBEHHON CUCTEMbl. HacunbCTBEHHAs KONNEKTMBM3ALMUA
npueena K ctpawHomy ronofy 1931-32 ropos, KOTOPBIiA, BMeCTe C
penpeccuMaMun B aynax yHeC XX13HU NonyTopa MUIMOHOB Ka3axos.
Mocne Tparuyeckux coObLITUI aKTUBHAs KynbTypHas noAUTUKA
CcTana OAHMM M3 BaXHeWWUX KOMMNOHEHTOB WCNpaBNeHUA
NONUTUYECKUX «NepernboB» ¥ BO3BPALLEHUSA NU3HN B HOPMaNbHOe
pycno. IMeHHO Ha 3TO BpeMs NPUXOAUTCA pacLBeT NUTepaTypsl,
nofaBJieHNe NepBbIX TeEAaTPOB, MY3blKaNbHbIX 3aBep,eHvu7|, 0Fp0MHin7I
ycnex onepel.

Mpoueccol, uayune B 20-ble roabl, CBA3aHHbIE C TPOTUBOCTOAHNEM
rpynnupoBOK,  MCNOBeAylWMX  pasHble  CTUAMCTUYECKMe
M XYROXKHWYECKWE  MNPUHLUUNLI, HE  KOCHYIWCb  Hawero
n306pasnTenbHOro UMcKyccTea. QPopmupoBaHMe KWUBOMUCHOI
wkonbl KazaxcrtaHa NpUILNOCh Ha rOAbl XXECTKOTO NOJUTUYECKOTO
M couuanbHoro  paBneHus. HacaxpeHue  06f3aTenbHbIX
coupeanucTuyeckux METOAOB BO MHOFOM CHANO npobaemsbl
KOH(MAMKTA W OTTOPXKEHUA, HENPEMEHHbIX NPU BCTPeYe PasHbIX
KYNbTYpHbBIX Mopeneit. MnajeHdyeckas «pa3mbiTOCTb QOpPM»
(OmuTtpuit  JluxayeB), npucylwas 3apoxpaloWumcs BUAAM
MCKYCCTBA, Cpa3y yCTpaHANach, Kak M BO3MOXHOCTb NpuobpeteHns
HEOXUJAHHbIX, CBOEOOPa3HO NPEeNOMAEHHbIX Ha MECTHOW MOYBe,
oyepTaHui.

OpHako B TBOPYECTBE HALMOHaNbHbIX XYAOXHMKOB, AGbiNXaHa
KacteeBa (1904-1973) u Ypana TaHcbik6aeBa (1904-1974),
CTOABWMX Y MCTOKOB Ka3axCKO XWUBOMUCH, Mbl 0GHapyXuBaem
OrPOMHbIA NOTEHLMUAN CAMOOLITHOCTH.

Ypan TaHcbikbaeB, Kaszax no HaLWMOHANLHOCTU, KypcUpOBan
B 30-40-ble ropbl mexpy TawkeHTom u Anma-ATodt, BXogun
B rpynny AnekcaHapa Bonkosa (oHM cTpemunucb co3pathb
MOHYMEHTaNbHOEe MWCKYCCTBO Ha CTbiKe TpaguMLMA BOCTOYHON
MUHMaTIOpPbl W (paHLy3CKOW xuBonucu Havyana XX Beka) M fo
CBOEro MOCNEBOEHHOTO oOpaleHUs B peanucTsl, pasgensn
UX YafHUA COEAWHUTbL 3anafHoe MCKyccTBO Hayana 20 Beka ¢
TpagMuUMAMKU HAPOLHOTO NPUKNAAHOTO MCKYCCTBA M MUHMUATIOPbI.
HaueneHHbll B CBOMX TBOPYECKUX WCKAHMAX HA BOCTOYHbIN
npumnutue, Ypan TaHcbikGaeB cam ABAAN NpUMep, BblleAWero
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Ural Tansykbaev. Red Autumn. 1931. Canvas, oil. State Art Museum of
Karakalpakia
Ypan Taucvikbaes. baepsHas oceHb. 1931, xoncm, macno,

TocydapcmeeHHbili Mmy3el uckyccms Kapakannakuu




M3 rybuH «eCcTecTBEHHOro» MWpa, TBOPLA, HEe yTpaTUBWEro
HEeNoCpeACTBEHHOCTb BOCNPUATUA U CNOCOBHOrO MNNEHATDb
«obxuraowmmmu» nepexusanuamu. OH NoKasan XKuU3Hb CTENH, Kak
noso6aeTKOUYEBHUKY, He petneKcUpysanonoBoAY 6e3rpaHUyHOCTH
W HeynopAAOYEHHOCTU OKpyXKalowero npoctpaHcTea. Mpupopa
MbICAUNACH BYOHUYHBIM XUAULWEM, B KOTOPOM XYAOXKHUK LWEApPO
pa3BelWuBan necTpbie KOBPHI.

Pe3epBoM BBICOKOrO MCKYCCTBA CTaAu TaKkKe TanaHTIuBbIe
HapofHble CaMOPOAKM, ANA KOTOpbIX (ONBKAOP NpoAoKanN
0CTaBaTbCA aKTyalbHbiM onbiToM. W3 3Toro pesepBa BO3HMK
theHomeH AGbinxaHa KacTeeBa, Ka3axCKOro XyaoXHUKa npuMnUTUBaA.
XenaHue 3aneyatneTb 06NUK OKpPYXatloWMUX ero nogei, BoNpeku
WCNaMCKMM 3anpeTaMm, Obllo OAHUM W3 NEpBbIX NOOYKAEHMI
XYAOXHWKa-AMneTaHTa. flocturasa cXxofCcTBa C MOAeNbIo, CO3AaBas
KapTUHY, AMKOBUHHYIO BElb ANA MECTHbIX NMOCENAH, NOAOGHYIO
YyyaecHoMy 3epKany peanbHOCTM, OH MCMOABONbL Npuoblancs
K TaWHCTBY TBOpPEeHMs, 06peTas HEU3ObIBHble CTOMKOCTb M
BALOXHOBEHME, KOTOPbIE NMOMOMIN eMy 3aHATb CBOIO HUWY Cpeau
MHOTOJIMKOTO W PA3HOMJEMEHHOTo KylbTypHOro coobecTsa
Anma-ATbl COPOKOBBIX TOLOB.

Wckyccteo KasaxctaHa Haxoaunocb B 3TO BpeMA B LeHTpe
TYpOYNEHTHBIX MepeMelerHmnit XYA0XKHUKOB CO BCeil COBETCKOW
umnepuu. B pecnybnuke ocenu npowepwmne nareps U CCblIKK
«Ka3axCTaHubl MO MNPUHYXAEHWIO», YacTb 3BAKYyMPOBAHHbIX W3
Mocksbl, JleHnHrpaga u XapbkoBa. Torga e pa3BepHynach
AEATENbHOCTb  JNIEHWHTPAACKMX  XY[OXHMKOB,  CBA3AHHbIX
APYXECKMMU y3aMu W obwumn yyutensmu. TaTbAaHa [mebosa
(1900-1985) u Masen 3anbuman (1912-1986) Bxoaunum B rpynny
MaBna ®unoHoBa «macTepa aHaNUTUYECKOrO WCKYCCTBAY,
Bnagumup Crepnuros (1904-1973) u Peruna BenukaHosa
(1894-1975) 6binu yyeHnkamn Kasumupa Manesuya. Kak camoe
CNOKOWHOE M PajoOCTHOE BpeMs, OHW OysyT BCMOMWHATL 3TOT
NNOJOTBOPHbLIA nepuof: paboTy Haj 3TopaMn B boTaHuyeckom
cajy, NOAroTOBKY COBMECTHOW BbICTaBKM, yyacTue B CEMUHape
no QpecKoBO# XWBOMNUCKH, MHOrOYMCNeHHble AucnyTel. Bce
BbllleHa3BaHHble COOLITUA HalWM CBOE OTPa)keHWe B NEepBOM
Homepe XypHana «XypoxHuk Kasaxctana» (1944). B cBa3u ¢
otbe3pom B JleHuHrpap Crepnurosa u [me6oBoit MHUUKMaTUBA C
XXypHanom yracna.

Magen 3anbumaH npopomkan paboTaTb XYAOKHMKOM Ha
KUHOCTYAMUU, YUTan NeKuuMum no MWUCTopuu wuckycctB. [lpuHas
GunoHoOBCKUI MeTOn B Tpuauatble, OH, CIAOBHO, 3acCTbl,
04apoOBaHHbLIW €ro OpPraHUYHOCTbD M CUION, HE MEHAACb Ha
npoTsxeHun pecatunetun. Ero akBapenaum ¢ «nonyuiwamum»
oueneHeNblx, COKPOBEHHbIX N0LEN, KOTOPbIX FN0XEeT HeBegoMas
nevyanb (BOCXOAAWMX K MKOHOTpaduUn ero yuutens) u pucyHku,
n3obpaxawume 6e3KM3HeHHbIE TOPOAA, MbICAATCA hparMeHTamu,
NOArOTOBUTENbHOI PabOTOM K OFPOMHOI N0 3HAYMMOCTHU KapTUHe,
B KOTOPOM Gbl Xy[OXHUK «MPOrOBOPUA» BCE UCTUHBI, MO3HAHHbIX
UM 33 foNTHe TOAbl BHYTPEHHEN paboThl.

HacblweHHoe TBOpYeckoe obuweHue ¢ 3anbuymMaHoM AAS Tpynmbl
eMHOMBbIWNEHHUKOB: PycTama XanbduHa, AnekcaHgp PopokuHa,
JNlngun bnuHosoii, Abnait KapnelkoBa — CTano nepBOTONYKOM K
NO3HAHMWIO HaCNeAna PyccKOro aBaHrapaa.

Cynbbe Gbino yrogHo TpUXAb ABUTbL Bnagumupa Crepnurosa
KasaxctaHy. B nepBblii pa3 oH npoBen natb neT B Kapnare. 3atem
nonan B Anma-Aty nocne paHeHus Ha ppoHTe. HakoHew, ero yawe-
KynonbHas upes obpena nocrefosaTesneil B 3ToM ropoge B 70-
80-ble roabl. Pernna Benukavosa, oceB B Anma-Ate, npogonxana
AONTMe TOAbl MOAAKEPXWUBATbL NEpenucky C HWUM, OCTaBasacCh
BHUMATENbHLIM LPYTOM U KPUTUKOM. XYAOXKHMLA OCTaBUAa nocne
ce6s BocnomuHaHus o Kasumupe Manesuye, Bepe Epmonaesoi,
HacblleHHble MH(OPMaL el 3aMeTKN C BbICTABOK, pa3MblliieHus
0 pasNNYHbIX XWUBONUCHBIX MeTopax. OHa Haxopunacb B
noctosiHHon 6opbbe c MpasneHnem Coto3a XynoKHUKOB, OTCTaUBAnA
3HaYMMOCTb XKMBOMUCHOrO KayectBa. Ee oTka3z oT coBeTcKoi
TEMaTUYeCKOM KapTUHbI M YXOA B Nei3aXHY0 rpaduKky, KHU3KOMY»
KaHpy B Mepapxuu TOTANUTApPHOTO WCKYCCTBa, TOXe Obin
tdopmoit npoTecta. O6paleHune K ropofCcKOMY nei3axy B 3N0OXy
KONNEKTUBHbIX WeCTBUIA BOCNPUHUMANOCh Kak AeknapaTuBHOe
YyTBEPXKAEHUE TNaBEHCTBA YaCTHOW XWU3HWU. «HYXKHO [O6GUTHCA
04HOTO — M36aBUTbCA OT OWYILEHUS NMPOTUBHOCTU U TOWHOTSI,
3a0pOHMPOBATLCA OT BHEWHUX BMEYaTNeHUd U HEnpepbiBHO
paboTatby, — nucana Benukavosa B 1949 rogy. Ee coBpemeHHUK,
Cepreit KanmbikoB (1891-1967), HaBepHoe, nognucancs 6bl nop
3TUM NPU3LIBOM.

Mbl no3Bonnm cebe 3agepxatbCcs Ha 3TON Ghurype, 6o ee BanUAHMe
OrpoMHo. He ABnAsCb POJOHAYANbHUKOM HAaNpPaBIEHMUSA, OH CAMUM
(aKTOM CBOEro CylWecTBOBAaHUA CTUMyAMPOBAN TBOPYECKOE
KMneHue nocnepyiownx nOKoneHuin. TeaTpanbHbil XYAOXKHUK
oT 60ra, ¢ 060CTPEHHON YYBCTBUTENbHOCTbIO K 3PENULHOCTM
W Gnecky ¢deepuyeckoro, obnagalownit  noTpacawle
pabotocnocobHOCTbIO, OH  [eKOpUPOBaN  peBOJIOLMUOHHbLIE
npasgHuku, paboTtan Hag UUPKOBbIMM adWWaMM WU CTEHHBIMU
pOCNUCAMM, HAanuUCan MHOXeCTBO [AHEBHWKOB, /nUGpeTTo,
(aHTacTUYeCKUX pPOMAHOB, CO3AaN OrpoOMHOE KONMUYECTBO
COOCTBEHHbIX [eKOopauuin W TPaHAUO3HBIX «33aZHUKOB» MO
3CKM3aM Apyrux cueHorpados. Bce 370 rpaHu ogHoro repos,
HeZapoM CNYTHMKOM CBOMX KOCMUYECKUX MyTEWecCTBUA OH
coenan NleoHapao Aa BuHuu. MoTpscalowas BOCNPUUMYUBOCTD
KanmblkoBa K PasHOOOPAa3HbIM XYLOXECTBEHHbIM CTUAUCTUKAM,
K KPacoYHbIM COYETAHWAM, MO3BOASANA €My BbIXBATbiBAThb M3
NPOHOCALLEroCsA Nepes ero B30poM BUXps 06pasos camble ocTpble
W ocnenuTenbHble.

B 1920 Kanmbikos Bxoaun 8 OpeHbyprckoe otaenedne YHOBUC,
ob6veauHeHue, cospaHHoe Kasumupom Manesuyem u ero
yyeHukamu B Butebcke, BbICTABAANCS CYyNnpeMaTUyecKUMM
pabotamu, a TakXe Hanucan ABa TpakTata. M3ob6peTeHHble
MM yXe B paMmKax QUrypaTuBHON IKWBOMUCU JUKOBUHHbIE
napannenbHble MUPbl, HECOMHEHHO, — AaHb XXU3HECTPOUTENbCTBY
pycckoro aBaHrapga. MoTus GawWHW, CTONb PacnpoCTpaHEHHbIN
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y KanmbikoBa, nepeknunkanca ¢ o6pasamu ropopa «OyAeTNsH»
Benemupa XnebHukosa.

Ero nefizaxu — yTypuctuyeckne BugeHuns, pannopTbl 0 BbICaAKe
Ha APYrux nnaHetax M BO3BpaleHWW Ha 3eMni0 JUKTOBANUCH
KenaHuem o0OpecTM NOANMHHYIO XU3Hb B  NPOTUBOBEC
0ecUBETHOCTM peanbHOro CylWecTBOBAaHUA. TOpXKECTBEHHbIE
BbIxOAbl KanmbikoBa Ha ynuubl Aima-ATbl B HEBEPOATHBIX MO LBETY
OepeTax, KaM30/1ax, WHUPOKMX WTaHaX, CWUTbIX COBCTBEHHOPYYHO,
onpaBAaHa NMPUYUHAMU KBHEWHER» MOAUTUKU: ... U3 TNYOUHbI
BceneHHoi cMOTPAT MUNNMOHBI rna3. M 4To oHu BUAAT? MonseT un
non3eT No 3eMfe Kakaf-ToO CKy4YHas OAHOLBETHasA cepas Macca...
N BApyr — Kak BbiCTpen! — ApKoe KpacoyHoe NATHO: ITO A BbiWeN
Ha yauuy!».

3a KanMblKoBbIM TAHETCA Lenoyka XYOOXHUKOB-OQUHOYEK,
OTWEeNbHUKOB, ynpaAMO cnegyowmnx no C06CTBEHHOMy nyTu.

CakeH Tymapos (1937-1995) xun B YpanbCke, Ha nepekpecTtke
BocTtoka v 3anapa. CoBmewan peatenbHOCTb XXYpPHaNMCTa, akTepa
W pexwuccepa C CO3JaHWeM KApTWUH, B KOTOPbIX NpenapupoBan
MOLLEPHUCTCKYIO MO3TUKY, MO HAaUTUIO, HAXOAs el aHanoru B
TIOPKCKOM MU ONOrUYECKOM CO3HAHUU.

MNaBen PeyeHckuit (1924-1998), XYBOXKHUK-CaMOyyKa,
npowepwuii B aetctee KapJ1AT, XpaHun BEPHOCTb «Ybl6GYUBLIM» 1
HEXHbIM Penuruo3HelM obpasam. PaboTas B TEXHUKE IHKAYCTUKU
no fepeBy, OH Halen ajfeKBaTHOe BOMNOWEHWE HEMOABUXHON
3KCNPeccun BOCTOUHBIX TUKOB M NaHAWA(TOB.

Muxaun MaxoB (1947-1976), ckynbntop, xusonucey, rpaduk,
CNOBHO NbITANCA 33 OTNYLWEHHbI MY KOPOTKUI# CPOK 0npoboBaTh
BCE HAaYMHAHMA PYCCKOW XKMBOMWUCM Hayana Beka OT MOJEepHa
[0 Kyb6odyTypu3ma, uToObl 0OGPECTU FAapMOHUYHO CNAXKEHHYIO
CUCTEMY CaMOBbIPAXEHUSA.

Cronb Pa3HbIX XYOOXHWUKOB KaK €AauHOe ABJIeHUWE MOXHO
BOCNPUHUMATbL, NUWb aKUEHTUPYA BHUMaHWE Ha CBOWCTBEHHOW
UX TBOpYECTBY M306bITOYHOCTH, CryweHuunm CMbiCnoB, UCTOBOCTHU
N0 OTHOWEHUIO K NPUHMMAEMbBIM HA BOOPYXEHMUE NNacCTUYECKUM
YY4eHUAM. Bo3MoXHO, MMEHHO 3TOT npuHUun U306bITOYHOCTH,
«HEHOPMUPOBAHHOCTU» npeponpepennt NOTUKY pa3BuUTUA
«Opyroro» UCKyccTea B nocnepyrouue necaTnnetusa.
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Pavel Zaltsman
Anticipation of mountains (Relic to the poetry of 0. Suleymenov) Paper, water-

color. State Art Museum of Kazakhstan

Masen 3ansymar

Mpedyyscmsue 2op (Pennuka k cmuxam 0. CynelimeHosa). 1966, 6ymaza, aksapens.

TocyoapcmsenHsili my3eli uckyccms Kazaxcmana




Irina Yuferova

The 90s. That Sweet Time of Hope.

In 1991 Kazakhstan declared its sovereignty and started cre-
ation of a secular democratic society. Those who previously
were “at the top” of power as well as those who were “at the
bottom” tried to get rid of stereotypes formed during decades
of the Soviet period. The chaos of the post — perestroika period:
stagnation, inflation, frustration and total deficit continued to
be the reality of our life. Only in art sphere changes were met
with obvious enthusiasm.

Galym Madanov. Poem. 1989, paper, pencil
lansim Madaros. llecHs. 1989, 6ymaza, kapaHoaw

Heads of those dealing with the art were going round because of
possibility to create and to exhibit without any fear of censure.
Creative atmosphere was tense and even feverish. The future
looked in bright colors. Different styles and trends in art dis-
played colorful and amusing picture. The viewers, bored with
the official art of the Soviet period, looked with inspiration at
non-formal artists. The main sign of the time was establishment
and legalization of creative groups and associations. Freedom
of creation seemed to be a lever, with which it could be possible
to turn the world over.

The first exhibition without censure called “The Crossroad” took
place in spring of 1989; it represented many trends of inde-
pendent art. Wide range of authors adherents to the idea of
freedom of self-expression in art were invited to the exhibition.
Among them there were members of the Union of Artists (Dulat
Aliev, Boris Chuvylko, Bakhyt Bapishev and others) who were
not satisfying semi-official frames, there were also marginal
individuals known before only in limited circles (Georgy Trja-
kin-Bukharov, Ziakhan Shaigeldinov), and certainly there were
authors united in free creative associations joined by common
aesthetic preferences.

The most radical and free from any restrictions and rules was
the group called “The Green Triangle.” These Kazakh hippies
expressed their shocking eccentricity not only in art but also
in mode of life. They traveled hitch-hiking from Kazakhstan to
Moscow and Saint-Petersburg, lived in their own community, lis-
tened to western rock-music, and were wearing incredible hair-
cuts, ragged jeans and self-made attires. They fiercely fought
for sincerity and spontaneity of artistic gesture. They believed
that each nice person (adequate to their vision of the world)
was a creator only because each thing created by such a person
was valuable as a footprint of his soul. The footprint could live
on a piece of canvas or cardboard, it could be a combination of
small ropes, stones or fragments of sewer tubes. The choice of
materials was dictated not only by economic reasons, but also
by “underground” principle, so to say a “cellar” way of think-
ing rejecting respectability of the “correct” art. The language
of this kind of art was assimilated with intuitive shorthand. It
was possible to change the place of the top and the bottom of
a picture. Sometimes an artist’s view was not distinct; shapes
details of an object were not clearly seen in common mixture of
forms, sometimes an artist’s view was too intent, as if he looked
from a very close distance at a flower, a road sign, or a part of a
human’s face. The most popular plots were: houses, where it was
impossible to live, roads leading to nowhere, fantastical ani-
mals, shadows of people. It was some sort of a youth’s rock, new
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folklore, highly strung, nervy voice of the first after-perestroika
generation enjoying gushed freedom. The leaders among them
were: Alma Menlibayeva, Saule Suleimenova, Vladimir Petukhov-
Aksinenko, Vassily Puchev, Erbol Manapov.

The other known group organized and headed by Sergey Maslov
and Andrey Popov was called “The Night Tram”. Roman Bo-
brovsky, Olga Rubinchik, Jury Jakovetz, Alexander Privalov,
Rymbek Akhmetov were among the members of this group. All
of them enjoyed reading, music, arguing, they fought against
everything which was obsolete and formal. They interpreted
the art as some sort of spiritual magic practice, as a way of
contact with fine non-material worlds and fantastic phenome-
non. Stages for actions in their pictures were fantastic “moon”,
landscapes and spaces. Their heroes were phantoms, wizards,
aliens, the Bible heroes, visitors from the past and future. They
preferred Mark Shagal and Sergey Kalmykov (the last name was
not widely known at that time, but nowadays Kalmykov is one
of the most famous and expensive Kazakh artists at the world
market). Phantasmagoria images prevailed in the aesthetics of
this group; their pictures were often added by texts, objects,
collages. They considered picture as a material and energetic
sign of meditative state of artist. “The Night Tam” insisted on
the priority of feelings, fantasies, and secret esoteric notions.

Recent graduates of theatrical-artistic institute quite ade-
quately exhibited themselves at “The Crossroad” Formally they
were not joined into the group, however, internal community
- evident wish to get rid of conservative training, to simplify
and aggravate plastic form was present in the creative works
of Yelena Vorobyeva, Askar Esdauletov, Eduard Kazaryan, Kanat
Ibragimov. In general they were attracted by brutal gesture
sometimes interpreted by contrast comparison of colorful zones,
or sometimes by ironical interpretation of well known images.
The “theatre-lovers” avoided description of reality, having con-
centrated on development of private creative style.

The approach of creative association “Art” to traditional
“school” was different. This group was established by Alexan-
der Ilyin — the teacher of the artistic-graphic faculty of the
Kazakh pedagogical Institute, who included his best students
into the association. We should say to his credit that he did not
suppress personal preferences of his students, but helped to de-
velop their natural talents and professional skills. The common
feature of this group was the approach to a picture as a well
thought object of a good quality. The proprietary label of this
group was also culturally reserved emotions and rational quota-
tion of the art history. This group was one of the firsts to enter
the international arena by successfully exhibiting in Moscow,
Lozanna and Geneva.
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Cayne CynelimeHosa. «Asmonopmpem», 1989, x.m.




A special attention should be paid to the group of artists gath-
ered around Rustam Khalfin, who started his activities during
the Soviet period when so many things were prohibited. Lydia
Blinova, Boris Jakub, Ablay Karpykov actively supported by art
historian Nazipa Egenova, organized several half —legal exhibi-
tions in private flats in the beginning of 80s. “Three ways of
form creation” — was the title of one of exhibitions manifest-
ing the main revelations of XX century art: energy of spherical
space of Paul Sezanne, dynamical geometry of Kazimir Malevich,
and cup-dome principle of Vladimir Sterligov. Analytical “ac-
ademic” way of work did not exclude intuition; it attached a
new qualitative level to picture. A canvass was considered as
a certain field of force, where all the elements were interre-
lated: a part and the whole, the space and the plane, the small
and the large, the colorful and the achromatic. These, so called
“heroes,” made the essence of a picture, appealing to the laws
of visible and conceivable world. Forms of reality, and its frag-
ments were transformed into a certain theater of Plato’s “es-
sences of shades”.

So, creative work of these groups changed and enriched the
landscape of artistic life in Kazakhstan in the period from the
end of 80s to the beginning of 90s and the country was “at-
tached” to many achievements of the world art of XX century.

Alas, the period of flourishing of creative associations was
bright, but not long. As soon as life without censorship became
norm, and the festive feeling of freedom disappeared, new prob-
lems arose. Euphoria of freedom was changed by searching of
guiding lines and asking for criteria.

The criteria was not long to come in the form of commercial val-
ue of an art work. Romantism of the first phase was substituted
by practical and pragmatic approach. In the first part of 90s
independent galleries were opened one after another in order to
perform functions of a middlemen between an artist and a cus-
tomer. At the first stage galleries were mostly similar and, com-
peting one with another in its tries to attract the most popular
artists. Gradually galleries established their preferences and
interests, developed lists of artists they dealt with. Some gal-
leries (“Tengri Umai, “Inkar”) worked with artists whose reputa-
tion had already been established. The established reputation
attracted collectors and purchasers who preferred not to risk,
reacting only to generally accepted authorities. The other gal-
leries (“Ular”) were not afraid of young, unknown authors and
revealed new creators. The thirds, not caring about their image,
exhibited everything - from realistic postcard landscapes to ab-
stractions of the latest style.

“LOOK” gallery, fragments of Exposition
lanepes «LOOK», ppaemeHmbl
IKCno3uyuu
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In the second part of 90s intensity of artistic events was directly
connected to the activities of galleries, in a word, an artist and
a gallery had to search for the ways to become demanded. Pluses
and minuses of galleries development were revealed in joint re-
views “Galleries Parade” carried out from 1995 up to 1999 in the
most prestigious place “The State Museum of Fine Arts” named
after Abylkhan Kasteev. 1999 became the distinctive year for
the “Parades ...” when five galleries (“Asia Art,” “Look,” “SAK,”
“Voyager,” “Kyzyl Tractor”) pronounced “Manifesto of Five Gal-
leries”; they protested against indecipherable organizations of
exhibitions by having exhibited an empty space for which they
paid, without a single picture.

As a result three clear brunches in the art of Kazakhstan could
be seen in the last decade of the XX century.

Commercial art was the most lively one, it stubbornly drew mod-
ernist paintings and exploited Kazakh ethnographical motifs.
Those were mainly “tender” paintings of a case size, where
birds, mountains, girls in national costumes, balbals (primitive
statues made by ancient sculptors) were painted with differ-
ent levels of conventionality. The “intellectual” plots typical
for this kind of art were totems of Kazakh clans, solar signs,
and the Bible motifs, never loosing goddess Umai or drawing on
rocks. Problems and conflicts of real life were never reflected,
the main purpose of this kind of painting was creation of color-
ful spots in living space or an office. Alas, annual exhibitions
of young artists of “Jiger” group were full of this kind of paint-
ings. This kind of art was readily supported by galleries and
collectors, foreigners were attracted by low price.

The state also starts attracting artists. More and more frequently
it orders monumental sculptures, memorials for historic events
and persons. Following clients’ orders they were performed in
traditional Soviet style of 50s. Large size pictures telling about
heroic deeds and cataclysms in Kazakh history were also in de-
mand. The purpose of such art was creation of ideological base
and fine-looking historical image. Blaming Soviet totalitarism,
greeting new democratic tendencies, the art of the new sover-
eign state nevertheless kept to obsolete and clearly socialist
forms and methods, slightly correcting the contents in terms of
local reality. Images of Red Army men were substituted by tradi-
tional Kazakh heroes (batyrs), communist leaders - by khans and
governors, industrial landscapes were changed by decorated for
holiday yurts. This art was never assessed (and it did not need
to be assessed), art historians remained silent, mass media only
confirmed the fact of its appearance.
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The words “performance”, “installation,” “happening” appeared
somewhere in the middle of 90s. Out of decent silence of exhi-
bition halls and museums the art moved to markets, abandoned
constructions, squares and mountains. Cabbage cutting, throat
singing-mooing, putting on and - taking off clothes, perfor-
mance of “stupid” and “lazy” projects — everything was used.
The state and customers-sponsors were absolutely indifferent
to such kind of “eccentricity”. Kazakh museums did not buy
anything for a long time; contemporary art works were not re-
ceived even as a present. Mass media saw in contemporary art
only scandalous qualities, paying attention to “mud, blood and
genitals”. Artists were called “crazy”, many of them lost their
jobs, there were cases when they were bitten. In difference to
the two above mentioned groups, pleasing and rocking the pub-
lic, the “new” tried to react to the real life.

It should be stressed that contemporary art was the only artis-
tic zone without a commercial interest; the authors used their
creative energy to search for new artistic forms and methods
adequate to the contemporary life. They studied new for us
“western” types and genres of art, which allowed speaking the
artistic language understandable in the world; at the same time
they were striving for obtaining their personal identification, in
order not to loose their face at the scene of the world art. Step
by step the face was finding its personal features. Itinclined to
archaic signs - original elements: fire, land, rocks, bodies of a
human beings and animals, gesture and action. Certain manipu-
lations or actions of an artist carried out with the help of differ-
ent people, capable to join the offered game, sometimes funny,
sometimes dangerous - i.e. creation-process was preferred to
creation-result. Many artists turned to Zen philosophy, Indian
meditation practice, Sufism, and the main thing - to the spirit
and perception of the world by steppe nations.

Rustam Khalfin, who used to manager of “Asia-Art” gallery, is
considered to be the patriarch who greatly influenced con-
temporary art in Kazakhstan. An architect by profession, freely
orienting in cunning tricks of XX century art, he followed the
way from painting to video-art through performances, actions,
environments. Many of his projects appeal to nomads’ culture,
and history of Kazakhstan. He persistently tried to unite new
technologies with peculiarities of East. His method is clearly
of intellectual-research character. He thoroughly analyzed the
problems, he was interested in, and then interpreted it in the
language of contemporary art. The examples were performances
“Autumn gestures of wrath,” “The last point” and installation
— “The skin of an artist.”



Akyus Cepzes Macnosa “Bocmok - deso moHkoe”, 8 pamkax npoekma
«Cepeeli Macnos - padom ¢ UCKYCCMBOM, 803/1e IUMepamypbi»
Mapad 2aneped, 2anepes “Boadxep”. Anmamsr 1998

The group “Kyzyl Tractor” can also be considered as pioneers of
our contemporary art. Their actions are close to shaman’s mag-
ic, pre-Muslim archaic traditions. Artists involve viewers into
a certain state, aiming “to restore a balance between nature,
spirit, space and intellect” (quotation).

The aesthetics of “Kockserek” group, very often called as scan-
dalous, includes images of nomads endowed with political mean-
ing. The group headed by Kanat Ibragimov inclined to tough
destructive actions such as cutting a cock into parts (“Koraz
Bird”), killing a sheep or drinking of fresh blood (“Noe Kazakh-
ishe Kunst”, “Orgiastic magic”). Confrontation between artist
and public is intentionally provoked there. Violence, challenge,
insidiousness are often included into a creative work. It seems
that artists try to visualize the Western image of Eastern “bar-
barians”.

The group of artists joined by “Voyager” gallery, consider the
art as a sublimation of unrealized desires, strong soul impulses.
The most influential person in this group was Sergey Maslov
(1952-2002) - curator and active participant of the most ec-
centric and witty projects, which today have become the clas-
sic of the Kazakh art. In the second part of 90s reaction to his
works was quite different - from aggressive indignation to total
admiration. He was the talk of the town in the republican mass
media. The reason for that were the topics of his works: erotica,
subconscious complexes, age and sex problems. Heroes of his
pictures are - historical idols, gloomy prophets, light-minded
girls, uncombed hippies, and chilled angels do not leave us
even a hope for “aesthetic pleasure”. He was one of the firsts
to appeal to new kinds and technologies of the art — he wrote
conceptual texts in the form of letters and toasts, carried out
installations, performances and actions ( “Criminal report,” “
Orient — is a subtle thing,” “Empire style during a plague”, “We
loved Beatles so much”, “ Baikonur-2").

The important and probably finalizing event of the decade was
the seminar on theory and practice of contemporary art named
“Art discourse - 97.” It was initiated by the above mentioned
“Kockserek,” “Asia-Art,” and “Voyager,” financially it was sup-
ported by Soros Foundation — Kazakhstan. For the first time the
seminar gathered artists of actual direction, it supplemented
the long expected legitimacy to art process, and was the first
effort of theoretic realization of the newest art history of that
wonderful decade, finalizing XX century.
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WpuHa Odeposa.

lesAaHocTbie. Cnagkoe BpeMa Hafjexn.

B 1991 ropy KasaxcTaH 06bABUN rOCYAapCTBEHHbIN CyBEpPEHUTET,
Obln B3AT KypC Ha CO3JaHWe CBETCKOTO [JeMOKPaTU4yecKoro
rocygapctea. M «Bepxu» M «HU3bI» C TPyAOM 0CBOGOXAANUCh
OT CTEepeoTUNOB, CNOXMBWMUXCA 3a AeCATUNETUS COBETCKOM
BnacTu. B peanbHOCTM NpoAOAKANMCb MNOCTNEepPecTpoeyHblii
Xaoc: cTarHauua, uHdAaumMa, hpycTpaunsa u Bceobwunii peduuyur.
N Tonbko B 06MaCTU MCKYCCTB NepeMeHbl BOCAPUHMMANUCL C
HECKpPbIBAEMbIM 3HTY3NA3MOM.

HoBoe BpeMsi KpyXWIO TFONOBY BO3MOXHOCTbK TBOPUTL U
BbICTABAATLCA, He OrnAAbiBascb Ha UeH3ypy. CknapbiBanach
HanpsXeHHas, [Jaxe 4YyTb  NUXOpajoyHas, TBOpYeckas
obcTaHoBKa. byayuee pucoeanocb B HEU3MEHHO PafyKHbIX
ToHax. BeepHoe cocywecTBoBaHMe pa3HbIX MaHep, CTuUIeH,
NOYEPKOB M HanpaBieHWi ABNANO COOOM NecTpyio U 3aHATHYIO
KapTuHy. 3puTenu, yctaBwue oT oQULMANbHOrO MCKYCCTBA, C
BOoOJyWeBNeHEM B3Upanu Ha HehOpPManbHbIX XYAOXKHUKOB.
[naBHOM NnpuMeTON BpeMeHM CTano BO3HUKHOBEHME U leranu3aymna
TBOpYeCKuUx rpynn, obbeauHeHuit u coobuwecTts. CeobogHoe
TBOPYECTBO NPEACTABAANOCH PbIYATOM, CNOCOOHLIM NEPEBEPHYTH
MUp.

MepBoi 6ecueH3ypHO 3KCNO3nL e, npeAcTaBUBLIEN NOJ OAHON
Kpbllleid AJOBONBHO MOJHbLIA Cpe3 He3aBUCUMOro WCKYCCTBa,
Gbina BbicTaBKa «llepeKkpecTok», OTKpbiBWAACA BecHoit 1989
ropa. bein npurnaweH WUpPOKKiA Kpyr aBTOPOB, MCNOBEAYOLWMX
cBob0oay TBOPYECKOTO CaMOBbIpaxeHus. 3gech 6biAM U YneHbl
Colo3a XYAOXKHMKOB, HE BNUCbIBalOWMECA B OPULMO3HbIE PaMKK
(Aynat Anues, bopuc Yysbinko, baxbiT banuwes wu pgp.), u
MapruHanbl-oAMHOYKMN, N3BECTHbIE lOCENE NNWb B OTPAHUYEHHBIX
kpyrax (leopruit TpakuH-byxapos, 3usxan LlaiirensguHos)
W, KOHEeYHO, aBTOpbl, CKOOMepupoBaBlIWECHs B CBOGOAHble
TBOPYECKME KONNEKTUBLI MO MPUHLMUNY OBLHOCTN ICTETUYECKUX
npeanoYTeHMIA.

Camoii paguKanbHOIA, BbI3blBatoLe PaCKPenoLUeHHO OT BCeX HOPM
W npasun 6bina rpynna «3eneHblit TpeyronbHUKky». KasaxcrtaHckue
«xunnu» ObiM  coobwectsoMm, yTBepxpalwmum cebs uyepes
WOKMPYIOWY 3KCTPaBaraHTHOCTb Kak B WMCKYCCTBE, TakK W B
o6pase xu3Hn. OHM e3nunu aBTocTonoM B MockBy u JIeHUHTpag,
KWW KOMMYHOW, Cnywanu 3anafHblil pOK, HOCUNU HeMbICTUMbIE
NpUYeCcKW, ApaHble [XWUHCH, Bbi3biBalWMe camonanbHble
Hapaabl. B uckyccTBe ApPOCTHO OTCTaWBanuM WUCKPEHHOCTb W
CMNOHTAHHYI CUNY XYLOXECTBEHHOro xecta. Bcakuin xopowuit
(apeKkBaTHLI MX MUPOOLWYLEHWUIO) YeNoBeK — YyXxe TBopel.
BcAkas co3paHHaa MM Belb LUEHHA KaK Cnef, OCTaBNeHHbIN
AywWwoii. 3TOT chnej MOXeT XWUTb Ha o06pbiBKE X0icTa wuau
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KapToHa, MOXeT ObITb KOMBMHALMel U3 BepeBOYEK, KaMHell unu
tparMeHTOB KaHanu3aUWOHHbIX TPy6. BeiGOp XyAaoMKecTBEHHbIX
MaTepuanoB [UKTOBANCA HE TOJbKO MAaTepUanbHbIMU NPUYUHAMMU,
HO M MPUHUWUNUANBHBIMU COOBPAXEHUAMU — aHOErpayHAHbIM,
«NOABaNbHbIMY» MbllneHWeM, 6e3anennaunoHHO OTPULAIOLUM
CONMAHOCTb  «NPaBMALHOTO» UCKyccTBa. M306pa3uTenbHbiit
A3bIK 34eCb YyNoAo6NANCA UHTYUTUBHOW cKoponucK. Bepx u Hu3
KapTUHb BCerfa ObliM roToBbl MOMEHATbCA MecTamu. Barnag
XYLOXHUKA TO CBEpXOOWWA, He pasnuMyaloWmii YacTHOCTel B
MmecuBe OPM, TO CBEPXNPUCTalbHbLIA, B YyNOp paccMaTpuBatowwmi
LBETOK, [OPOXHbI 3HaK, 4acTb yYenoseyeckoro nuua. W3
Gonee MMM MeHee y3HaBAaeMbIX CIOXKETOB — AOMa, FOe Henb3s
XWTb; [JOPOTW, KOTOpble HWUKYAa He BepyT; daHTacTuyeckue
XWUBOTHbIE, TEHW Ntofiei. ITo ObiN CBOEro poAa MONOAEKHbIA POK,
HOBbI (DONBKNOP, HAPKOTUYECKU-B3BUHYEHHBIA FONOC NMEpPBOro
nepecTpoevyHOro MOKONEHMA, KaiWdylowero OT HaxJblHYBWEN
csoboabl. 3peck G6binu cBou nupepsl — Anma Mennnbaesa, Cayne
CyneiimeHoBa, Bnagumup MetyxoB-AKcuHeHKo, Bacunuit MNyues,
Ep6on MaHanos.

Almagul Menlibayeva. Where bird Amagura came from. 0il on canvas,
1992
Anmazyns Mennubaesa. Omkyda nossunace nmuya Amazypa. X. m.




[Ipyras 3ameTHas rpynna, OopraHu3oBaHHas W BO3rnasnsemas
Cepreem MacnoBeiM u AHppeem lonoBbiM Ha3biBanach «HouHom
TpamBail». B 3ToT HeboONbWOW KoONNekTUB BXoAunu PomaH
bobpoBckuii, Onbra Py6bunumk, Hpuii Akoseu, AnekcaHap
MpuBanos, Poimbek AxmeToB. Bce OHM - KHWUrOYeu, MeNOMaHbI,
a3apTHbIE NMOJAEMUCTbI, aHTAarOHUCTLI BCErO YCTapeno Ka3eHHoro.
WcKyccTBO MOHMManoch Kak [yxOBHAs Maruyeckas npakTuka,
KaK Cnocob KOHTAKTa C TOHKUMWU HemaTepuanbHbIMU MUPAMU K
3anpefenbHbIMU ABNEHUAMU. MeCcTOM AeCTBUA UX KapTUH Gbiiu
(haHTacTUYeCKUe «NIYHHbIE» MEi3aXu W NPoCTpaHCTBA. leposmu
— (aHTOMbl, KONAYHbI, NHONNaHeTAHe, BUONECKNe NepcoHaXy,
roctu u3 npownoro u 6yaywero. Cpeau npeawecTBeHHUKOB
npeanoyteHue otpasanocb Mapky Warany u Cepreto KanmbikoBy
(uma nocnepHero, K cNoBy, Torga Mano Komy 6blo M3BECTHO, @
ceivyac 3To OAUH M3 CaMblX JOPOTMX M U3BECTHbIX HA MUPOBOM
pbIHKE Ka3axCTaHCKUX XYAOXHWKOB). B 3ctetuke 3Toil rpynnel
npesanupoBanu  daHTacmaropudyeckue  06pasel,  KapTUHbI
HEepeAKO [AONONHANUCL TEKCTaMu, O0ObeKTaMW, Konnaxamu.
KapTuHa pacueHuBanacb Kak MaTepuanbHblii 3HEpreTUyeckui
3HAK  MefUTAaTUBHOrO  COCTOAHUA  XyAOXHUKA. «HouHo#
TpaMmBaly» HacTauBan Ha NpuopuTeTe YyBCTB, haHTa3mii, TalHbIX
330TepUYeCKUX MOHATUNA.

Kadyrjan Khairulin. Ten Shots. Canvas, oil, 1988
Kaoeipwar XaipynuH. [Jecams cmpen. X. m., 1988

[oCTOHO 3KCMOHMPOBANUCL Ha «NEPEKPECTKE» KMBOMUCLbI
- HeflaBHWe  BbINYCKHUKU  TeaTpasibHO-XYAOXKECTBEHHOTO
MHCcTUTYTa. ®opmManbHO B rpynny OHW He 06bLEAUHANUCH, HO B
TBOpYecTBe Enenbl BopobbeBoit, Ackapa EcpaynetoBa, 3ayapaa
KaszapsHa, Kawata W6parumoBa npucyTtcTBOBana BHYTPEHHASA
06WHOCTb — sABHOE JXenaHue W36aBUTLCA OT KOHCEPBATUBHOM
BbIYYKW, NPEAenbHO YNpoOCTUTb M 060OCTPUTL MNNACTUYECKYIO
dopmy. B uenom oHu TAroTenn K 6pyTanbHOMY KecTy, YNTAaEMOMY
TO B NACTO3HOW (HaKTYpHOCTM NUCbMA, TO B KOHTPACTHOM
COMOCTaBNEHMU LBETOBbLIX 30H, TO B UPOHUYECKOM OObITpbIBAHUY
3HaKoMblXx 06pa30B. «TeaTpanbi» U3beranu onucaHus peanbHoCTH,
KOHLEHTPUPYACH Ha BbIpaboTKe Yy3HABAEMOM IMYHOCTHOI MaHepbI
nucbMma.

[pyrve B3aWMOOTHOWEHUA CO «IWKONOW» CKNafgblBaaUCh Y
TBOpYECKOro O06beaAMHEHUA «ApT», KOTOpOe COCTaBWUI U3
CBOMX JNyYWMUX CTYLEeHTOB TMpenojaBaTeNlb XyLOXeCTBEHHO-
rpapuyeckoro  dakynbretra  Ka3zaxckoro neparormyeckoro
uHcTutyta Anekcangp MnbuH. Hago oTaaTb AONKHOE €ro yMeHuo
He NoJaBiATb NepCOHaNbHbIe MPUCTPACTUSA YUEHUKOB-KOJIET, HO
cnocobcTBOBATH OrpaHKke MX NMPUPOAHOrO TajaHTa, NpPUBUBATH
Kpenkue npodeccMoHanbHble HaBbIKK. 06beguHALLUM
HayasoMm 34ecb ObiI0 OTHOWEHWE K KapTUHe KaK K TWaTeibHO
npoAyMaHHOMY, KauyecTBEHHO cpaboTaHHOMY 00beKTy.
N36bupatenbHo payuMoHanbHble LWTATbl U3 UCTOPUWU UCKYCCTBA,
WHTENNIUTEHTHYIO COEPXAHHOCTb 3MOLMN TaKKe MOXHO CYMUTaThb
(bMpMEHHbBIM 3HAKOM «apToOBLEB». JTa rpynna ofHa M3 nepBbiX
BbllUA HAa MEXAYHApPOLHYI apeHy, YCNeWwHOo BLICTABAAACL B
Mockse, Jlo3aHHe, JeHeBe.

Ocoboro BHMMaHWA  3aciy}uBaeT rpynna  XyLOXHUKOB,
cnnoTuBlwanca BOKpyr Pyctama XanbuHa M HauyMHaBwas CBOK
LeATeNbHOCTb B COBETCKUE 3anpeTHble BpemeHa. Jlugus bannosa,
Bopuc Aky6, A6bnait KapnbikoB npu aKTUBHOW NoAfepxkKe
uckyccteosepa Hasunol ExxeHoBol ewe B nepsoit nonosuHe 80-
X NpOBEJM HEeCKONbKO NONyneranbHblX KBApTUPHBIX BbICTABOK.
«Tpu cnocoba dopmoobpasoBaHMA» - TaK HasblBanacb OAHa U3
BbICTAaBOK 3TOW rpynnel, MaHUPeCcTMpylowWwas 0CHOBHbIE OTKPbITUA
uckycctea XX BeKa: 3Heprui cdepuyeckoro npocTpaHCTBa
Mons Ce3aHHa, AMHamuyeckyio reometpuio Kasmumupa Manesuua
M YalWHO-KynoneHeld  npuHuun  Bnapgumupa Crepnwurosa.
AHanUTUYECKUA «y4yeHblit» MeTod paboTbl HAA KAPTUHON He
WCKN0OYan WHTYULWUW, HO nNpuAaBan el KayeCTBEHHO HOBbIN
ypoBeHb. XONCT pacueHMBaNcs Kak Hekoe cunoBoe none, rae
B3aWMOCBA3aHbl BCE 3NEeMEHTbl: 4acTb M LeNnoe, NpPoCTPaHCTBO
M NIOCKOCTb, Manoe M 6GonblWOe, UBETHOE W axpoMaTU4yecKoe.
CoBCTBEHHO 3TW «FepOU» U COCTABAANM CyTb KapTUH, obpallasnch
K MMMaHEHTHbIM 3aKOHaM YCTPOMNCTBA BWUAMMOrO WU MbICAUMOTO
mupa. Popmbl peanbHocTH, ee hparmeHTsl Npeo6pa3oBbIBaNUCH B
KapTUHAX B HEKUI NNATOHOBCKMMN TeaTp «TeHel CYLWHOCTENY.

Takum oGpasom, nepuofg KoHua 80- 1 Hayana 90-x rogos npowen
noj 3HaKOM [JeATEeNbHOCTU 3TUX FPynn, pe3Ko WU3MEHUBLIUX
M oboratMBWUX NaHAWADT Hawel XYAOKECTBEHHON MKWU3HU,
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npou3owWwno cBoero poaa nopknyeHne KasaxctaHa KO MHOTUM
BOCTUXEHMAM MUPOBOrO UcKyccTBa XX Beka.

Mepuop UBeTEHUA TBOPYECKUX OOBEAUHEHMIT ObIN APKUM, HO, VBB,
Hepnonrum. Kak ToNbKO XU3Hb 6€3 LLeH3ypbl U ULE0NOrUYEeCKOro
npecca ctana HoOpMOi, U NOCTENEeHHO YTPaTUNOCh Mpa3fHUYHOE
YyBCTBO HOBM3HbI, BO3HUKNN HOBbIE NpobaeMbl. Jiipopus ceobopbl
CMeHMNacb MOMCKOM OPUEHTUPOB U BONPOLWAHNEM KPUTEPUEB.

KpuTtepuit He 3amepnni sBUTHCA B BULE KOMMEPYECKOW CTOMMOCTH
npousBefeHns uckycctsa. PomaHTu3m nepsoit dasbl yctynun
MEeCTO NpaKTUYHOMY W LEeNoBOMY MOAXOAY. B mepBoii nonosuHe
90-x rofoB OAHA 3a [pYroil CTanu OTKPbLIBATbCA He3aBUCUMbIE
ranepeu, OpaBwue Ha cebs GYHKLUUM TNOCPeAHUKA MeXAay
XYLOXHUKOM M nokynatenem. [loHayany rafnepeu Mano oTamM4anuch
APYr OT fpyra u Hanepe6oi NbITanuCh 3aMaHNUTb Kk cebe Hanbonee
«NPOJAXHBIX» XYAOXHUKOB. [lOCTENEHHO BLIABUICA BEKTOP
WHTEPEeCOB M NPefnoYTEHUN, CNOXKUACA KPYr IKCNOHUPYEMbIX
aBtopoB. OpHu ranepeu («TeHrpu-Ymaii», «MHkap») paboTtaioT
C MMEHaMW, UMEKWUMN CONUAHYI0 penyTauuio. ITo Npusnekaer
KONNEKLUNOHEPOB UM MOKynaTeneil, He CKAOHHbBIX K PUCKY U
pearupyiowmux ToNbKO Ha oOWeENnpUHATbIE aBTOpUTETH. [pyrue
(«Ynap»), Ha060poT, He BOATCA MONOLLIX HEU3BECTHbBIX aBTOPOB
W BEIBOAAT Ha XYLOXECTBEHHYIO CLLEeHY HOBbIE PUTypbl. TpeTby, He
3a60TACb O CBOEM MMULXKe, BbICTaBNAOT BCE — OT OTKPBITOYHbIX,
peanucTUyeckux neiizaxei 4o HOBOMOAHbIX abCTpaKLUid.

Bo BTOpoit nonoBuHe 90-X WHTEHCMBHOCTb XYLOXECTBEHHbIX
COObLITUI HanpsMylo CBA3blBanach C AeATENbHOCTbIO ranepei,
CNOBOM, HAaCTYNWUIO BpPeMA, KOTAA U XYAOXHUWK, U ranepes BMecTe
ROJKHBI OblNM MCKaTb cNocobbl 6bITh BOCTpebOBaHHBIMU. TtoCH
M MWUHYCbI, NPO6GNEMbl U [JOCTUXKEHUA TanepeidHoro ABUKEHUS
OTYETNMBO MNpOABUAUCL Ha ob6wux cmoTpax - «[lapajax
ranepen», Kotopble ¢ 1995 no 1999 roag npoBOAMAUCL B CaAMOM
NpPecTUXKHOM Xy[OXKECTBEHHOM MNpOCTPaHCTBE pecny6auku -
focyaapcTBeHHOM My3ee WCKycCTB MMeHM AGbinxaHa KacTeesa.
XapaktepHoW Toukoi B «[lapagax» ctan 1999 rop, «MaHudect
natu ranepei» («Asus apt», «Jlook», «SAK», «Boapxep», «Kbi3bin
TPAKTOP») — XYAOXHWKW BOCCTAaNW NPOTUB Hepa3bopuuBoil
BCEAAHOCTU YCTpOUTeNel, U BbICTaBUIU nycToe onjayeHHoe
3KCMNO3MLMOHHOE NPOCTPAHCTBO.

B pe3ynbTaTte, 3a nocnefHee pecaAatTuneTne yuwepwero BeKa B
MCKycCTBE KasaxcTaHa yeTko 0603HaynIUChH TPpU BETBU.

Hanbonee 6oitko Beno cebs KOMMEpPYECKOE MCKYCCTBO, YMOPHO
TUpaXupyloluee BeCb CMNEKTP MOAEPHUCTCKOA XWUBOMUCKU WU
6e33aCTeHYMNBO IKCNyaTUpylOlee Kasaxckue aTHorpaduyeckue
MOTUBbI. 3TO, B OCHOBHOM, «J1aCKOBaA» XWBOMNUCb YEMOLAHHOTO
topmarta, rae c GoNbleld WAM MeHblel p[oneil YCNOBHOCTU
n306paxeHbl NTULbI, 6anbanel, feBYWKN B HALUOHANbHbBIX HApAAaX,
ropbl. M3 «WHTENNEeKTyanbHbIX» CIOXETOB — TOTEMbl Ka3aXCKUX
pOAOB, CONApHble 3Haku, 6ubneiickme MoTUBbLI, GeCNPOUTpbILIHASA
6ornHa Ymall MAM HacKanbHble PUCYHKU. PeanbHas Xu3Hb, ee
npo6ieMbl UKOHDIUKTLI 3€Cb HUKAK HE OTPAXaKOTCA; BCE CBOAUTCA
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K CO3[laHWI0 [eKOPATUBHbIX NATEH ANA XUNbA UAM oduca. Yebl,
TAKUMU KApTUHAMMW ObIIM MONHBI €KErofHblIe BbICTABKM MONOAbIX
XYLOXKHUKOB «Xurep». ITo MCKYCCTBO OXOTHO MOALEPKUBANOCH
ranepesiMm UM KONNEKLWOHEPaMU, HAPOXAAKLWMUMCA KIACCOM
MeCTHOI BypXya3uu, a Tak e WHOCTPaHLAMK, NPUBIEKAEMbIMU
HU3KUMU LLeHaMu.

focyaapcTBO TaKXKe HayuMHaAeT NpuUBNeKaTb Ha CBOK CTOPOHY
XyLoXecTBeHHble cunbl. C HapacTalowei CKOPOCTbIO NOABAAIOTCA
3aKasbl Ha  MOHYMEHTaNbHYI0  CKYAbNTYpY, NaMATHUKW
MCTOPUYECKUM COBBITUAM W nuYHOCTAM. B cooTBeTcTBUM CO
BKYCOM 33aKa3YWMKOB, OHU BbINONHANUCL B 6GE3N1UKO COBETCKOM
MaHepe 50-x rofoB. Monb30Banuch cnpocom u bonblwedopmaTHblie
KapTWUHbl, NOBECTBYIOWME O TEPOUYECKUX CBeplEeHUsx u
KaTakNuM3Max Kasaxckoil uctopuu. CmbiCIOM 3TOro MCKycCTBa
ABNAeTCA Co3fjaHue upeonoruyeckoir 6asbl M GnaroobpasHoro
MCTOPUYECKOro umMuMaxa. Monopoe cyBepeHHOe TOCYAapCTBO,
NPUBETCTBYA HOBble AeMOKpaTUyecKue TEHOEHLUUU U APOCTHO
KNneiMs COBETCKMIA TOTAAUTAPU3M, B UCKYCCTBE NPUAEPXKMUBAETCA
ycTapeBwux cyrybo coumanuctuyeckux hopm U MeTOAOB, YyTb
OTKOPPEKTUPOBAB COAEpXaHWe B CTOPOHY MECTHbIX peanuii.
06pasbl  KpacHoapMeiiuee 3aMeHeHbl 6aTbipaMu, BMECTO
KOMMYHUCTUYECKUX BOXAEN M306paxatloTcs XaHbl M NpaBuTenu,
MHAYCTPUANbHbIE Meii3aKN CMEHUAUCH NPA3AHUYHO YKPALIEHHbIMY
tlopTamu. OLEHOYHbIX CYXAEHUI 3TO UCKYCCTBO He noayyano (u
He HYXAANnoCb B OHbIX), NCKYCCTBOBEAbl OTMaNyMBannUCh, npecca
orpaHuymMBanacb KoHcratauuen akra.

[Le-T0 ¢ cepefuHbl 90-x B  Xy[OXKECTBEHHOW MNpaKkTUKe
3aMeNbKanu ca0Ba «NepPoMaHC», KUHCTANIALUAY, KXIMMEHUHT».
N3 6GnaronpuctoiHOW TUWMUHBI My3elHbIX W BbICTABOYHbIX
3aN0B MCKYCCTBO MnepekoyeBano Ha 0asapbl, 3abpowWeHHble
CTPOIiKK, Ha NiowWwaau, B ropsl. PybKa KanycTbl, rop1oBoe neHue-
MblYaHWe, NepeofieBaHne-pa3fieBaHue, oCylWeCcTBNEHUE «TYNbIX»
W «NeHUBBLIX» NMPOEKTOB — BCe nowno B peno. locynapctso
M MOKynaTeNu-cnoHCOpbl MNPOABAAAM MONHOE PpaBHojylue K
3TUM «YyAayecTBam». KaszaxcTaHCKMe My3en AaBHO HUYEro He
noKynanu, a CoBpeMeHHOe UCKYCCTBO B Te BpEMEHA HE NPUHUMANU
paxe B fap. Mpecca 3ameyana B COBPEMEHHOM UCKYCCTBE TOJIbKO
CKaHfanbHble CBOWCTBA, CMaKys «rpsidb, KPOBb U FeHUTANUN».
Xy[OXKHWUKOB OOBLABNANM CyMacClWelWnMU, YBONbHANKU C paboThl,
ObiBanu cnyvyau dbmsuyeckon pacnpassl.

Ho agenTel HOBOro MCKycCTBa He cfaBanuce. B ominume ot gBYyX
BbIWEHA3BaHHbIX, ybnaxalwmx u ybawKuBalowWwmUx ny6auky
CermMeHTOB WCKYCCTBA, «HOBbe» CTPEMUIUCH pearnposatb Ha
peannu NoBCELHEBHOCTU.

CnepyetT nopyepKHYTb, 4YTO COBPEMEHHOE WCKYCCTBO 6bino
eUHCTBEHHON 30HONW, TAe Lapun He KOMMepYyeCcKuin WHTepec,
HO TBOpYECKasa IJHeprua aBTOPOB, KPeaTUBHbIW MOUCK HOBbIX
XYAO0XEeCTBEHHbIX HOPM M METOLOB, a€KBATHbIX COBPEMEHHOCTHU.
OcBauBanucb HOBbIE [ANA HAC «3anafHble» BULbI U XKaHpbI



MCKYCCTBA, YTO NMO3BONANO BECTW Pa3roBOp Ha NOHATHOM MUpY
A3bIKe, MOAHOBPEMEHHO OCTPO CTOANBONPOCCaMOUEHTUDUKALUY,
BbIABNEHUA CBOEro /vua, NO3BONAKIWEro He noTepaTbCA Ha
MUPOBOW apT cueHe. 3TO NMUO nocTeneHHo obpeTano cBOM
yepTbl. ITO BbIpaAXAETCA B TAre K LOUCTOPUYECKUM apXauyeckum
3HaKaM-nepBO3NEMEHTAM: OFHIO, 3eMJie, KAMHAM, Tely YenoBekKa
W KUBOTHOTO, XecTy W feifcTBuio. lpousBepeHunto-pes3ynbTaTy
npesnoynTanoch Npou3BefeHUe-NpoLecc, HeKMe MaHuUnynauuu
UAW BeicTBMA Xy[OXKHUKA, OCYLLeCTBAAEMbIE C YYaCTUEM pa3HbIX
nofei, cnocoOHbIX BKNOYMTLCA B Npeanaraemyio urpy — uHorga
3a6aBHyl0, MHOTAA OnacHylo. MHorme XyfLoxHUKK obpalaiTcs K
A3eHCKOW Gunocoduu, MHAUMACKAM Me[UTATUBHLIM MpaKTUKAM,
naesm cyGusma, u rMaBHoOE — K AYXY U MUPOMOHUMAHMIO CTEMHbIX
HapozaoB.

MaTpuapxom, OKa3aBWMUM CUNbHOE BAWAHWE Ha MoOABJEHUE
KoHTemnopapu apT B  Ka3axctaHe, MNpUHATO  CyYMTaThb
Pyctama XanbduHa, pykosopuswero ranepeeit «Asua ApT».
ApxuTekTop no 06pa3oBaHMIO, YENOBEK, [OCTATOYHO CBOGOAHO
OpPMEHTUPYIOLWMINCA B XUTPOCNAETEHUAX UcKyccTBa XX BeKka, B
CBOEM TBOPYECTBE OH NOCNefOBaTeNbHO MpoOLWen OT XMBOMCK
A0 BuAeoaprta, 4yepe3 nepdOMaHCb, aKLUUW, WHBANPOMEHTbI.
MHorne ero npoekTbl annenupyioT K KynbType HOMag0B, MCTOPUK

Ka3zaxctaHa. OH HacToOWYyMBO NbITAaETCA COEAMHUTb HOBbIE
TexHonoruu ¢ ocobeHHocTamn Boctoka. Ero meTo HOCUT ABHBbI
WHTENNeKTyaNbHO-UCCNe[0BaTeNbCKUil xapakTep. UHTepecyowas
ero npo6nematuka noaBepraeTcs TUATENbHOMY aHanu3y u
nocnegylouwemMy «nepeBojy» Ha A3blK COBPEMEHHOTO MCKYCCTBA.
Mpumepom MoryT ciyxuTb nepdomarcel «0ceHHME KECTbl THEBAY
u «MocnepHas Touka», nHcTannauna «LLkypa xypoxHuka».

K nuoHepam Hawero coBPEMEHHOr0 MCKYCCTBA ClefyeT OTHeCTH
u rpynny «Kei3pin Tpaktop». Wx akumu 6aM3KM K WamMaHCKUM
KaMnaHusaMm, [0 MYCYNbMAHCKUM apxauyecKum TpajuuusM.
XYLOXHUKMA BOBNEKAlT 3pUTeNs B HeKoe 3KcTaTuyeckoe
COCTOsIHME C Lenblo (4MTaTa) «KBOCCTAHOBUTL PABHOBECUE MEXAY
NpUpOLON U LYXOM, KOCMOCOM U UHTENIEKTOMY.

lpynna «Kokcepek», K KOTOPOIl Yalie BCero npunaraercs anuter
«CKaHAaNnbHas», BKIOYAET B CBOK ICTETUKY 06pa3bl KOUEBHUKOB,
Hagenss MX NONUTUYECKUM CMbICAOM. 3Ta rpynna BO rnase C
KaHatom WOGparMMOoBbLIM CKAOHHA K JECTKUM [eCTPYKTUBHbLIM
AeficTBUAM, TaKuM Kak pacuneHeHue netyxa («Mtuua Kopas»),
3aknaHue 6GapaHa unu nutbe ceexen kposu (Noe Kasaxuwe
KyHCT», «Opruactuyeckue KamnaHmua»). 34ecb CO3HATENbHO
NPOBOLMUPYETCA KOHPPOHTALUA MEXAY XYAOKHUKOM U Ny6ANKON.
Hacunue, BbI30B, KOBApCTBO HEPEAKO BKAIOYAOTCA B TKaHb
TBopyecTBa. Kaxercs, XyLOXHWUKM NbITAlOTCA BM3Yanu3nMpoBaThb
npepcrasneHue 3anaga o BOCTOYHbIX «BapBapax».

Rustam Khalfin. Autumn motion of
anger. 1996. Business club, Almaty
Pycmam XansgpuH. OceHHue xecmsl
2Hesa. 1996. busHecc-kny6, Anmamei
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[pynnoii  XxypoXHWKOB  ranepeu  «Bosgxep»  MCKycCTBO
NOHMMAETCA KaK CcybaMMauus HeOoCyLeCTBAEHHbIX XenaHuii,
CUNbHBIX JylWeBHbIX nopbiBoB. Camoit BauATEnbHON duUrypoi
B «Bospxepe» 6bin Cepreit Macnos (1952-2002) - kypatop
M aKTUBHbLIA  y4yaCTHUK  GONbWMHCTBA  IKCTPABaraHTHLIX
M  OCTPOYMHbIX TNPOEKTOB, CTaBWWX CErofHA KNacCUKoM
Ka3axCTaHCKOro wuckycctea. Bo BTopoii nonosuHe 90-x ero
TBOPYECTBO BbI3bIBAJAO KpallHe MPOTMBOPEYUBYI peakuuto - oT
arpeccUBHOrO BO3MYyLEHUA O BOCXMWEHHOTO NpuaTus. OH 6bin
npuTyYei BO A3biLax pecnybaMKaHCKOW npecchl. NpuynHOi ToMy
norpaHuyHble U OTKPOBEHHbIE TEMbI: 3pOTUKA, NOACO3HATENbHbIE
KOMNNEKChl, BO3paCTHbIE, N0J0BbIe Npobaembl. [epou ero KapTuH
— WCTOpPUYECKME KYMUPBLI, YTPIOMble MPOPOKHK, NETKOMbICTEHHbIE
AEBWLbI, TOXMaTble XUNNU U NPOAPOTIWMNE aHTeNbl HE OCTaBNAT
HW Manenwen HajexXAbl Ha «3CTETUYECKOE HaCNaXaeHuey.
OLHMM M3 NepBbIX OH 06PaTUICA K HOBbIM BUAAM U TEXHONOTUAM
MCKYCCTBA — MNUCaN KOHLenTyanbHble TEKCTbl B BUAE MUCEM
M TOCTOB, OCYWECTBAAN WMHCTanAAauMW, nepdoMaHchl U akuum
(«KpumuHanbHbIl penopTax», «BocTok — geno ToHkoey», «KAMNuUp
BO BpeMSA YyMbl», «Mbl Tak no6unu butnsy, «baiikoHyp-2»).

JTanHbLIM U, BO3MOXHO, 3aBeplakwWwmm cobbITUEM fecATUNETUSA
CTan ceMUHap no TEOPWUW M NPaKTUKe COBPEMEHHOTO MCKYCCTBa
«ApT guckypc-97». Ero nHuummposanu ynomaHyTele «Kokcepeky,
«A3usa apt» u «Bospxep» npu duHaHcoBoi noppepxke PoHpa
Copoc-KasaxcraH. CemuHap BnepBble 00bLEAUHWUI XYAOXKHWUKOB
aKTyanbHOro HanpaBfieHMA, NPUAaAN BCEMY NPOUCXOAALLEMY
LBONTOXAAHHYIO  NErUTUMHOCTb,  Obin nepsoi nonbITKOW
TEOPeTUYECKOro O0CO3HAaHWA HOBeWlWed WCTOPUM WCKYCCTBA
4yyaecHoro gecaTunetus, BeHyawowero XX Bek.
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Georgy Tryakin-Bukharov. Landscape installation. “The Provinces. Be-
tween Europe and Asia”. Symposium on modern art. Shiryaevo, Samara,
Russia. 2001

leopauli TpakuH-byxapos. JlaHowagmuas uHcmannayus. «llposunyus.
Mexdy Esponoll u Azueli». Cumno3uym no cospeMeHHOMY UCKyccmay.
lWupseso, Camapa, Poccus. 2001
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Sergey Maslov

Sergey Maslov can truly be called the myth-maker of Contemporary Art in Kazahkstan.
He deserves this privilege, because he not only made up these myths, but also put
them in the 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” that devel-
oped variations of oriental mysticism and stylistic eclectics.

In the 90s, Maslov joined the art circle of the “Voyager” gallery and, became its
unofficial ideologist. He was surrounded by numerous friends, acquaintances and
students; it was interesting to live near him in art. His myth-creative talents surely
contributed 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 child-
hood; or that he “had gone” on a submarine of the Pacific Fleet as a librarian, as a
result of which he memorized “Eugeniy Onegin”, large passages from which he often
cited.

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. I
will tenderly scratch your buttocks with my finger-nails and bite your neck...”, and
she responded: “the most important thing in life is love, spiritual unity. It is not a
shuffling of the genitals, but the unity.” They were in correspondence 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 Giokonda’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 instructions
for citizens of the former USSR”. 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. He even contrived erotic seasons and a cycle
of pictures “The Kazakh Kama Sutra”. Also, at one of the exhibitions 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 Kandidat of Pedagogy and was an interesting person. He loved his single
mother, baked marvelous patties and treated his friends. He worked as a custodian
in the “Voyager” gallery and created his texts and other 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 qualitative 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 a great heritage — paintings, texts, installations and projects, the major-
ity of which are included in the catalog “Maslov was here” issued by the “Voyager”
gallery in 2004.

Yulia Sorokina
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Cepren Macnos.

Cepres MacnoBa no npasy MOXHO Ha3BaTb rMaBHOi durypoit mudorsopyecrtsa 8 «Con-
temporary Art» KazaxctaHa. 3To npaBo y Hero ectb, NOCKOJbKY OH He TOJIbKO NPUAYMbIBA
3T MUdb, HO U o6nekan ux B BepbanbHylo HopMy 3ameyaTeNbHbIX TEKCTOB, KOTOpble
Aaxe GUNO0OrM NPU3HAIT XOpoLwWwen NuTepatypoit. A ons Hero 3To GbiIM XyAOXKECTBEHHbIE
NpPoeKThI.

OH HauumHan B KoHue 80-x Kak XuBonucel, NUAEP XYAOXeCTBEHHOW rpynnbl «HouHOi
TpamBaly», pa3BuBaBlIEd HanpaBAeHWUS OPUEHTaNbHOr0 MUCTULU3MA M CTUIUCTUYECKON
IKNEKTUKN.

B 90-x MacnoB npumblkaeT K XyAOXeCTBEHHOMY Kpyry ranepen «Boapgxep» u no cytu
Aena CTaHOBMUTCA ero HeouunanbHbIM UAaeonorom. Bokpyr Hero Bcerfga MHoro gpysei u
npuaTenen, y4eHUKOB U YYEHUL, C HUM PAAOM ObINIO UHTEPECHO XUTb. ITOMY, KOHEUYHO XE,
cnoco6cTBoBanyu ero mucoTBopyeckmue TanaHThl. OH CMeWHO W yBNEKaTeNbHO pacckasbiBan
0 TOM, YTO €ro He B3N B KOCMOHaBThbI, U3-3a A€TCKOr0 PaHeHWUA rON0BbI; YTO OH KXOAUI»
6ubnuoTekapem Ha NMOABOAHON NOJKE TUXOOKeaHCKOro ¢noTa, 6narogaps yeMmy Bblyyun
Hau3ycTb «EBreHns OHernHa», orpomMHble KyCKM U3 KOTOPOro, KCTaTW, 4acTo LUTMpOBal...

0aHUM M3 cambix NereHaapHbix 6bin MU 0 ero pomaHe ¢ YutHu XbtocToH. Kakue nucbma
oHu npucbinanu apyr apyry! On nucan: «f 3actenio Te6e nocTens nenectkamu 6enbix pos.
1 6yny HEXHO LapanaTb HOTTAMU TBOM ATOAMLUbI U NOKYCbIBATh WeEI...» a OHa OTBeYana:
«Ba)KHee BCEro B XWU3HU — N06OBb ... HEe WOPKAHbe MONIOBbIX OPraHoOB, a [yXOBHOE
enuHeHne». OHM nepenucbiBannUCb LOBONbHO fonro, noka Cepera HU pewunn oTaaTh CBOI
XU3Hb CBOEMY KYMUPY, U chabpukoBan oyepefHoi mud o cBoeil cmepTiu.

Ewe 6binu Mudbl (cnoBecHble W KUBOMUCHbIE) O TOM, 4TO OH bpaT [KOKOHAb, MU
WHOMNaHeTAHUH, unn Bamnup. OH nucan o6 3Tom B cTaTbe «MepTBbIE UAYT» U PUCOBAN B
CBOUX KapTuHax. OH ymen ynoBuTb rMaBHOe B MeNKWUX AeTanAaX Halero NOCTCOBETCKOro
OblITa U TpaHchopmMUpoBaTbL 3TU AeTanu B rnobanbHblit abcypn, Kak B «MHCTpykuuax no
BbIXKMBaHWIO Ana rpaxpaaH 6biswero CCCP». OH cosetoBan: «Ecnu B Baweit kBaptupe
OTK/IOYUAN BOAY, HO BaM XOYeTCA CXOAUTb B TyaneT U He XOYeTCs, YToObl CTOANa BOHb
B KBapTMpe — CNpaBnfiTe HYyXAY B NOJAUITUIEHOBbIE MEWOYKMN ...». MHOrMe obGbiBaTENU
CYNTanU, YTO OH CEeKCyalbHbli MaHbAK, MOTOMY YTO €ro XyAOXeCTBEHHble TEeKCTbl Mo
CeKCyalbHbIM MPaKTUKaM Helb3f 4YuTaTb Ha POBHOM AbixaHuu. OH paxe npuayman
IpoTMYecKMe BpemMeHa rofa u uukn kaptuH «Kasaxckaa KamacyTtpa». A elje oH Ha OfHOMN K3
BbICTAaBOK B [ocynapcTBeHHoM my3ee KacTeeBa BbiMM OCTaBLIYIOCA B Yallke KPOBb CBOEN
YYeHULbl, KOTOPas OTAANA €€ A/1s PUCOBAHUA KAPTUH CBOEMY 060KaeMoMy yuutento. 3a 3To
€ro YBOJNUAU U3 XYAOXKECTBEHHOTO KOJUTeAXa W NUWNAU BOZMOXHOCTU NPpenoAaBarhb.

OH 6bl1 KAaHAMAATOM MEefArorMYyeckux HayK, U MHTEPECHbIM YenoBEKOM, OYeHb N6un
CBOI OJMHOKYIO MaMy, MeK KNaccHble MUPOXKKM U yrowan gpyseit. OH pabotan cTopoxem
B ranepee «Bosgxep» M No HOYaM COYMHAN CBOUM TEKCTHl M MHOrue npoekTol. Koraa
CTAHOBMIOCH TPYAHO DUHAHCOBO, OH MUCAN CMUCOK CBOWUX KAPTUH U NOACYUTLIBAN, CKOJbKO
6bl OH 3apaboTan, ecau Gbl BCE OHM ObiNM NpoaaHbl. KapTuHbl NpofaBanuch peako, XoTs
XuBONUCH MacnoBa ABNAETCA CTO/b XKe KaYeCTBEHHOM, KaK U BCE ero 0CTasbHble UMOCTacK.
3T0 noyeMy-TO XOPOWO MOHMMAIOT 3a TpaHWLe, TAe OH C YCMEexOM BLICTABAANCA HA
NPecTUIKHbIX NIoWagKax.

Mocne ero cMepTn ocTanock 6onblwoe Hacneane — KapTUHbI, TEKCTbl, UHCTANNALUYU, NPOEKThI
6ONbWMHCTBO M3 KOTOPbIX BOWO B KaTanor «3aeck 6611 Macnos», BoiNyWeHHbI ranepeen
«Bosapxep» B 2004ropny.

Onus 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 bottles.
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.
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WHCTPYKLWW NO BbIXMBAHWUIO ONA MTPAXAAH BbIBLWENO CCCP

- Ecnv Bam B Te4eHMe ANUTENLHOTO BPEMEHM HE BbINNAYnNBaloT 3apnnaTy, BHUMATENbHO OCMOTPUTE CBOE
npeanpusaTUe, HaBepHsaKa TaMm ecTb TO, YTO MOXET HauTu cObIT Ha pbiHke TUna «Tactak». OBbluHO Te,
KTO He BHUMATENeH K NAsaM, NNoXo CNeauT 3a MMYLLecTBOM. TOproBbie onepauun ¢ o6opygoBaHuem
npeanpuaTus moryt obecneynTb Bam 3HauuTensHo Gonee peHTabenbHoe CyllecTBOBaHWE B CPABHEHUN
¢ 3apaboTHOI NnaTo.

- YacTo Ha AHe Haxo4uMbIX BYTbINOK cobupaeTcs XKMAKOCTb, CofepxKalias B CBOEM COCTaBE ankorofb.
C ee NoMOLbl0 MOXHO YCTPOUTL NPa3AHUK ANS OYLWK, CTOUT TONbKO METOAWUYHO HayaTb CNMBaTh BCE B
ofiHy nocyay. Ecnu kokTeiinb NokaxeTcs BaM HEBKYCHbIM, MOXHO BBECTU €ro B OpraHnam Yepes 3agHui
npoxog. [ns MHbEKLMM MOXHO UCNONb30BaTh NNACTUKOBYI GYThiNKy U3-nog daHTsl unu Koka-konbl. ATn
Xe BYTbINKKM C YAOBONbCTBMEM OOMEHMBAIOT HA AEHbIW TOPrOBLbl PAa3fMBHLIM PACTUTENbHLIM MacioMm.
OgHa 6yThinka - OfHa TeHre, fecATb BYTbINOK - 4ecATb TeHre.

- Ecnvn Bbl CTeCHAeTECh BOPOBATh, @ BbIXWUTb BCE KE XOYETCS, MOXHO HayaTb cobupatb NycTble By ThIKM.
OObIYHbIMM Mara3auHami OHU NPUHUMAIOTCS NO TPW TEHTE 3a LWITYKY, @ NyHKTaMu 3aBOAa-M3roTOBUTENS N0
naTb TeHre. Baw ypoxan 6yget 6onee obunbHbIM, eCiv Bbl BCTaHeTe nopaHblie u oboiigete Hanbonee
3nayHble MecTa: NoAbe3Abl AOMOB, CKBEpbl U Napku. MHorga Tam octaeTcs u 3akycka.

- Munble xeHLWmHbI, HocuTe BCerga ¢ cobon npesepsaTuBbl. Bol MOXeTe cTaTb 06BEKTOM CeKCyanbHOro
pgomoratenscTsa B nobom mecte v B noboe Bpems. Munuuns sawmutuTb Bac BpSA nu cymeeT. B kpaitHem
crnyyae, BO3bMET C HaCUNbHWUKA B3ATKY W OTMYCTUT, @ BaM NOTOM XuTb. [locTapanTecb BOCMPUHATBL
NPOMUCLLECTBNE KaK LIYTKY WK Kak XepTBONPUHOLIEHWE M YroBOPUTE HanadatLliero BOCMNOMb30BaTbCS
npesepsaTMBOM. B 3TOM cnyyae CyLLecTBEHHO CHUXAeTCs puck 3abonesaHus BeHepuyeckumn 6onesHamu
n CMWdom, Befb nevyeHne cerofHs Mano KoMy no kapmany. Ecnv xe Bbl pelwnTe poxaTb U BOCAUTLIBATb
pebeHka, aT0 0bongeTcs 3Ha4YMTENbHO AOPOXKeE.

- He cnewwute pacctaBaTbcs ¢ 3aBapkon. [lonus yai, aKKypaTHO coﬁepMTe 3aBapKy B YACTYH NOCYyAMHY,
3anenTe XONOAHOW BOAOW W NPOKUNATMUTE 4vaca ABa-TpW, NPeaBapUTENbHO MOMOXWB TyAa 4YncTyr
TPANOYKY. Korga y Bac He 6Y£I,GT OEHer Ha 3aBapKy, Bbl CMOXeTe OTPbIBATb KyCOYKM TPAMNOYKK U COCATh.

- JleTom npupopa 3aGoTNMBO 04ApPMBAET HAC YPoXKaeM (PYKTOB U Arof VX MOXHO NOCYLINTL UK CBAPUTL
BapeHbe. [laxe ecnu HeT caxapa. Koraa nosiBuTcs caxap - CMelaiiTe ¢ BapeHbeM, BaM NOHPaBUTCS.

/3 3acoxwux kyckos xneba nony4aloTcs BKYCHbIe KOTNETbI, CNN XNeb pa3mMo4nTh 0TXKaTb U CMELLATb C
HebOoNbLWMM KONMYECTBOM MSCHOTO dhaplia 1 siua. Aitya nydwe nokynats 6utsle, oHu Ha 50% aelwesne,
a no BKYCY HUYEM HE OTNNYAlOTCH. HexHOe MSACO HanoMUHaKLWee KypUHOEe, BCTPEYAETCS Ha 3afHUX
nankax y narywek. XXupHble narywku o6unbHo BoasaTcs B A3ponopToBCKOM W [epBoManckux o3epax.

- Ecnv B Bawew KBapTupe OTKMOYUIN BOAY, HO BaM XO4ETCA CXOAMUTh B TyaneT U He Xo4eTcs, 4T0ObI CTOSANA
BOHb B KBapTUPE - CNPaBnanTe HYXAy B NOMAUITUNEHOBbLIE MELWOYKM. HOUbKD UX MOXHO BbIGPOCMTb n3
OKHa Un¥ OTHECTW Ha NOMONKY. Jlyywe 6p0C6Tb nx nog AepeBba, B€Ab UM TOXE HE XBaTaeT yﬂ,06peHVIl7I

- Ecnu B Bawem pgome Hu3kas TemnepaTtypa, Bbl MOXETE OTannuBaTbCs MeTannnyeckoin b6aHkom c
KaMHAMU, NpefBapuUTENbHO NOCTABMEHHOW Ha ra3oByl0 MNM anekTpuyeckyr nauty. YTobbl cyetymk
3neKkTpoaHepruu ObICTPO He Bpaljancs, AUCK MOXHO 3adMKCUpOBaTb MOACTPYraHHOM CMWYKOM MMM
KYCOYKOM (DOTOMMEHKM.

-Ecnu Yy Bac NnpoTepyiMCb Ha KONeHAax 6pI'OKVI NI KONTOTKK, N3 HUX NErKo CMacCTepUTb WOPThI UNKU TPYCUKHK,
- JOCTATO4YHO 06pe3aTb BETXUN HU3. KyCOHKVI BETXON TKaHW MOXHO MPUMEHATb B KayecTBe yrennutena
Ona Tex Xe TpyCUKoB.

-Haunbonee focTynHbIM MeULMHCKUM NpenapaToM Ans Hac sBnsieTcs Moya. OHa ecTb y KaXaoro Yenoseka
W HUYero He cTouT. CMOYeHHbIe it paHbl 6bICTPO 3axuBatoT. Mpu Nnpuéme BHYTPb, cornacHo Teopuu Mons
Bpara, oHa cnocobHa naneunsaTb MHOTUE BHYTPEHHME 6ONE3HU U OMONAXMBaTh OPraHuU3Mm.
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Rustam Khalfin

Rustam Khalfin is one of the coryphiies of modern art in Kazakhstan. He
started in stagnant soviet times as one of the architects in Almaty. In
the 1980s, in his free time, he enthusiastically worked as an artist, was
part of the Sterligov’s fan club, and together with his wife, Lydia Blino-
va, generated innovative artistic ideas. His works of that period are
filled with the adoration of the Russian avant-garde heritage. Many of
his works draw a relationship of this heritage. During the same period,
Rustam and Lydia tried to conduct the first performances in Kazakhstan
and create artistic objects. It is then that they raised the concept of
“tactility” for the first time.

Since the days of independence of Kazakhstan, Rustam began to work
as a curator and oriented his creative work with a clear focus on study-
ing and construction a special path for modern art of Kazakhstan. He
refreshed his old ideas, but unfortunately, without Lydia, who passed
away earlier. He was interested in the relationship between the con-
structive ideas of avant-garde, nomadic traditions, and preservation of
the manual nature of art. An example of these interests is his global
project of the 90s “Clay Project”.

The project elements are diverse and difficult to explain. These are ob-
ject “pulota” (a combination of the Russian words for empty and full)
(the empty mold of an arm and clenched fist resembling a telescope),
clay video elements demonstrating the primeval nature of clay as the
matter that created the world (one video combines footage of a sexual
act between a man and a woman and oozing clay), a clay man grow-
ing through the bottom floor of the «LOOK» gallery (the name incorpo-
rates both the work «look» in English and «nyk» (onion) in Russian, in
memory of Lydia Blinova’s first performance with onion sacks) he (with
Georgy Tryakin-Bukharov and Yulia Tikhonova) created in Almaty.

The real models in “Extreme Defile” the artists act as if they were demi-
urges creating a new Eve from clay and flesh. There are so many char-
acters of the “Clay Project” that in order to label and explain them an
entire monograph would be needed. Unfortunately, there is no such
monograph yet. Another passionately created project with the gallery
currently represents just some fragments. The owners of the vegetable
store, which was rented for the gallery, thought the artist’s work and his
gallery were insignificant and made Rustam destroy the clay space of
the gallery himself. The artist obeyed the landlords and deconstructed
the object tying to save its parts. At the same time, Rustam Khalfin re-
ceived an invitation from the US to participate in the artistic exhibition
“World Views” at the World Trade Center from May of 2001 to November
of 2001. Right before departing for New York, Rustam had a stroke and
instead of the American exhibition, he ended up at a hospitalin Almaty.
On September 11, 2001, the “World Views” exhibition in New York was
destroyed because it was housed in one of the attacked twin towers.
After this mystical story, Rustam made his autobiographic project “My
Ruins”, in which he studies and compares the destructive histories that
have affected his fate and the fate of civilization. This project included
photographs, objects and documents, and was kind of the distillation
of the artist’s sensation of his inseparability from complex lots of the
modern world. Currently, Rustam is back to art, which does not prevent
him from archiving all of his projects that have surely had an impact on
the situation in modern art of Kazakhstan and Central Asia.

Yulia Sorokina

akyus Pycmama XansgpuHa «IkcmpumansHoe degunex, Aamamsl, 1999-2001
Action by Rustam Khalfin “Extreme bottleneck”, Almaty 1999-2001

70

A Contemporary Arhchive

Art from Central Asia.



AKTyanbHbt Apxus

WckyccTteo LeHTpanbHoit Asun.

Pyctam XanbduH

Pyctam XanbduH — oauMH 13 Kopudees COBPEMEHHOTO UCKYCCTBA
KaszaxcTtaHa. OH HayMHan ewe B 3aCTOHbLIE COBETCKME BPEMEH],
Kak OAUH M3 apxuTekTopoB r. Anma-ATtbl. B 80-e B cBOGOAHOE
OT cNyX6bl BpeMs OH yBAeYeHHO paboTan Kak XyLOXHUK, BXOLUN
B KpYXOK nocneposateneit CTepnuroBa U BMecTe C XKEHOW —
XypoxHuuen Jlnugneh bnunHoBon reHepupoBan MHHOBALMOHHbIE
XYLOXECTBEHHble upeun. Ero uBonuch Toro BpeMeHu nponuTaHa
NpekNOHEHUEM nepef HacneguMem pyccKOro apaHrappa u
nonbiITKaMu NPOBECTM B3aMMOCBA3b MeXAY 3TUM Haciegumem u
cBOMM TBOpYecTBOM. B 370 xe Bpems Pyctam u Jlugusa penaiot
nonbiTKM npoBefeHus nepebix B KaszaxctaHe nepdopmaHCcoB u
CO3[aHUA XYAOXKECTBEHHbIX 06beKkToB. Torga e MMU BNepBbie
NOAHMUMAETCA NOHATUE KTOKTUNBHOCTUY.

Co BpemeHu cTaHoBneHuWa He3aBucumoro KasaxcrtaHa Pycrtam
HayuHaeT paboTaTh Kak KypaTtop v 60siee YETKO OpUEHTUPYET CBOE
TBOPYECTBO B HampaBiieHUU UCCIEAOBAHUA U KOHCTPYUPOBAHMUSA
0co60oro nytu CcoBpeMeHHOro uckycctea KasaxctaHa. OH
pa3BuBaeT CBOW CTapble MAeU, K COXajeHuw yxe 6e3 paHo
ywepwen wu3 xu3uu Jlupguu. Ero wnHTepecyT B3aUMOCBA3U
KOHCTPYKTUBHbIX WAeN aBaHrapia, Tpaguuuii KOYEBHUKOB,
COXpaHeHWe pYKOTBOPHOCTM UCKYCCTBA.

Tno6anbHbiM npoekToM 90-Xx ABNAeTCA ero «[MUHAHBIA NPOEKT».
lepou npoekTa pa3Hoo6pa3Hbl U TPYAHOOOBLACHUMBI, 3TO: 0OBEKT
«nynoTta» (CNenoKk ¢ MycToro BHYTPEHHero MpoCTPaHCTBA PyKH,
cKatoil B Kynak, Hanopobue nNOA30pHON Tpybbl, Camo CJ0OBO
06pa3oBaHO OT COCTAaBNEHWUA CNOB «NYCTOTa» M «MOJHOTA),
TMWHAHbIE BUAE0-00BEKTb, [EMOHCTPUPYIOLLME MNEPBUYHOCTD
TMWHbLI, KaK MaTepuana Ans coTBOpeHWUs mupa (BUAEO MUKWUpYeET
N06OBHbIA aKT MYXUYUHbI U KEHWUHBI U NEpeMellnBaHME TIUHbI),

Pycmam XaneuH, 0nus TuxoHosa

«CesepHbie sapsapsl. Yacms 2. Jlio6osHbie ckaykux», 2000, sudeo, 10°00”
Rustam Khalfin, Julia Tikhonova

Northern Barbarians. Part 2. The Love Races. 2000, video, 10°00”
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TMUHAHBIA 4YenoBeK, NpopacTalowWnUil CKBO3b LOKONbHbIA 3Tax
co3faHHOM uM B Anmartsl ranepeun “LOOK” (Ha3BaHue 6anaHcupyet
MEeXAy aHIMUACKUM «CMOTPU» W PYCCKUM «JIyK» B NaMaTb O
nepsom nepdopmarce Jiuaun bnuHoBOW C MewKamMu penyartoro
JlyKa), HacToAlMe MaHEKeHWMULbl B «IKCTPUManbHOM pedunex
(3mecb XYAOXHUKN KaK Obl BbICTYNAKT fEMUYPramMu, TBOPALUMM
HoByto EBYy M3 rauHbl n nnotu). fepoes «IMUHAHOTO npoekTa»
TaK MHOTO, YTO AN UX 0603HaYeHUs U 0ObACHEHUA HeobXxofuMa
uenas moHorpadua. K coxaneHuto, Takoil MoHorpadum noka He
CylecTBYeT, 1a M TaK CTPACTHO CO3/,aBaeMblii MPOEKT C ranepeei
B CBOEN OCHOBe, ceilyac npepctaBaser coboil nuwb Hekue
0CKOJIKM. X03feBa apeHAYeMOro AAf rajepen oBolexpaHuImnLa
nocyuTanu p[eaTenbHOCTb XYAOXKHMKA M €ro ranepem yem-
TO Hecepbe3HbIM W He3HauYuTeNbHbIM W o06a3anu  Pyctama
CO6CTBEHHOPYYHO pPa3pylWmnTh MMUHAHOE NPOCTPAHCTBO rajepeu.
XYAOXHWK MOAYMHUACA [aBNEHWUID W NPOU3BEN AEKOHCTPYKLMUIO
06beKTa, NOMLITABWMCHL CNACTM ero 4YacTu. B 3To e Bpems B.
Pyctam XanbduH nonyyaet u3 CLUA npurnaweHnne npuHATL yyactue
B XyAoXecTBeHHO! pe3upeHuun “World Views”, 8 “World Trade
Center”, c masa no Hoa6bpb 2001r. Ho, nepea cambiM OTbe3[0M B
Hbto-Mopk PycTama pa36ueaeT MHCYNLT M BMECTO aMepUKaHCKOIA
pe3ujieHLMN OH OTNPaBNAETCA B aNMaTUHCKyK GonbHuuy. A 11
ceHTa6ps 2001r. pesupenuusa “World Views” 8 Hoto Mopke 6uina
pa3pyllieHa, NMOCKONbKY Haxofunacb B OJHOW M3 aTaKOBaHHbIX
Teppopuctammu baweH-6nu3Heyos. [Mocne 3Toil MUCTMYECKON
uctopuu Pyctam penaetr astoGuorpaduyeckuit npoekt «Mowu
PYMHBI», B KOTOPOM MCCNeAYeT U CONOCTABAAET pa3pyluTenbHble
MCTOPWUM, TaK CUNBHO NOBAUABWIKME HA ero cyabby u cypbby
uMBMAM3aLMM. ITOT NpPOEKT, rAe wucnonb3yloTca doTtorpaduu,
06beKTbl W [OKYMEHTbl, ABUACA KaK-Obl KBUHTICCEHUWEN B
OWYLWEeHNN XYAOXHUKOM CBOEH HEepaspbiBHOCTU C HEMPOCTHIMYU
cyab6amMn COBPEMEHHOrO MUpa.

Cetyac Pyctam cHOBa BEpHYNCA K XUBOMUCH, YTO He MellaeT eMy
3aHMMaTbCA apxWBUpPOBaHMEM BCEX CBOWUX MPOEKTOB, KOTOpble
6e3ycnoBHO MOBAUANM HA CUTYaLUIO B COBPEMEHHOM UCKYCCTBE
KasaxctaHa u UeHTpanbHoi Azuu.

Onus CopokuHa




iornrre

Pycmam Xansgpuh «llenoms», 6ymaeza,
KapaHoaw, Hadyano 1990-x 2., 14,5 x
20 cm

Rustam Khalfin The Pinch, drawing,
early 1990s, 14,5 x 20 cm

Pycmam Xansgpuh «llynomar, 6ymaza,
KapaHdaw, Hayano 1990-x 2., 12,8 x
19 cm

Rustam Khalfin Pulota, drawing, early
1990s, 12,8 x 19 cm
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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,
contrary 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 impor-
tance 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 ac-
cordingly: the concealment of problematic moments, love to-
wards myth-making, the handmade character of artifacts, and
their use as “new media”, and the inclination toward multicul-
tural 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 re-
minds us of a dastarkhan. All local ideas, having been initiated
momentarily collected disciples of modern art and materialized
with like a collective brainstorm. Very often creative processes
were accompanied by collective feasts, at which were born many
interesting projects. A seminar on theory and practice for mod-
ern art “ART DISCOURSE ‘97" became the beginning of a dynamic
development of events. Three newly-established Almaty insti-
tutions: the Social Fund “Asia Art”, the Public Union “Voyager”
and “Kokserek” gallery, with the support of the Soros Kazakh-
stan Fund, united their efforts and invited their colleagues from
Moscow Evgeny Barabanov, Ludmila Bredikhina, Oleg Kulik, Vik-
tor Miziano, Kseniya Kistyakovskaya. For five days in the moun-
tainous observatory below Almaty exhibits, actions, lectures,
discussions, and informal talks were held. Even now the effects
of this seminar on Kazakh artists are felt. Especially then fun-
damental moving forces and strategies of Kazakh art were first
brought to light, and potential dangers and difficulties were de-
noted. 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-
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cific positions and influenced the formation of general policies
of Kazakh modern art. Then, at the end of the 1990s, the pres-
sure 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.

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 projects were worked through and imple-
mented: The First Yearlong Exhibit of Soros Center for Contem-
porary Art - Almaty “Self-identification: Futurological Progno-
sis”, November 1998, in the hall of the former “Moscow” store,
and the Second “Communication: Experience of Cooperation”,
September 2000, in the “Atakent” exhibition pavilion. These
exhibits announced the existence in Central Asia of a new ar-
tistic policy, moving the figure of an artist into geopolitical
and personal contexts. These exhibits proved the necessity and
efficacy of the institution of curatorship and the project-ori-
ented 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 Kazakh-
stani 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 reso-
nance. A good example is the “Clay Project” of Rustam Khalfin.
The project became quintessential of all the author’s previ-
ous work. Accommodating 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 Kazakh-
stan, and simultaneously schism to many representatives of
modern art, who began feeling cramped within the confines
of one institution. And so began the epoch of free-standing
camps.

The Non-silk Road.

“The Silk Road” is the formerly notable trade route between Eu-
rope 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 heritage, aggressive Islam. Ka-
zakhstani modern artists do not use the term “Silk Road”, con-
sidering 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 enthusiasm and professionalism, are not in a po-
sition 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 maneuverability.
Free-lancers themselves initiated several programs for the art of
Kazakhstani projects.

Almagul Menlibaeva. Eternal Bride. Video performance, Almaty 2002
Anmazyns MeHnubaesa. BeyHas Hesecma. Budeonepgopmarc, Aamamsi

In the fall of 2000, artist Sergey Maslov led a small but very im-
portant 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 started as painters, sculptors, and graphic
artists. Exposition, resulting from the work of these artists, be-
came the foundation for action. Participants and those invited
remembered the general Soviet past: everyone wore retro-cos-
tumes; 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 Pletniko-
va, founded in Karaganda the center “Desht-I-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 Alex-
ander Malgajdarov were invited to the center to lead a semi-
nar 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 par-
ticipants from the industrial 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 initiative of the “Red Tractor” group and its leader, curator
Vitaly Simakov, a center of modern art was opened at the Inter-
national 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 Atabekov.
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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. Participantsin 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 situ-
ation 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 re-
member, or “If a mountain doesn’t go to Magomet...”).

The results of this trip were the founding of an international
network of artists and supporters of the arts. Participants in the
workshop completely differently depict Kazakhstan and its ar-
tistic situation in their countries, it was a different new form of
coexistence for a big group of artists with different psycholo-
gies, mentalities, and cultural foundations. For example, the Ka-
zakh-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
different 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. Sa-
cred places of Central Asia”. Film festivals offer the opportunity
not only to present regional video-art scenes in aggregate, but
also discuss problematic questions of new-to-the-region artis-
tic methods.

Beginning in 1998, the leading Kazakhstani modern artists per-
manently participated in different exhibits, seminars and con-
ferences overseas. Beginning in 2000, participation in interna-
tional projects 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 (Ger-
many) 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 “REORIENTATION”. The exhibit honored the
memory of Sergey Maslov (1952-2002). It was real cultural in-
tervention, turning the gallery square, located in the very center
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of the city, into an island of Central Asia with real Turkic-lan-
guage-named streets, caravans, chaikhanas (places for drinking
tea), yurts (felt nomad tents), and barakholkas (flea-markets).
At the exhibit a comfortable homey atmosphere prevailed, sup-
ported by regular presentations by Kazakhstani artists.

Wide international broadcasting of the modern art of Kazakh-
stan and Central Asia resulted from these exhibit-oriented proj-
ects. We began being invited to partner with different interna-
tional institutions: 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 be-
fore there is no cultural policy concerned with modern art. Our
big business prefers to help art, which serves decorative inter-
ests, 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 allow our modern art to develop dynamically and
interestingly.

Erbossyn Meldibekov. “Pastan” action in Janatas

Ep6onccuin Menvduberos. «llacman», akyus 8 e. aHamace,




HOnna CopokuHa.

MunneHuym — ropbkoe BpeMs peanbHOCTH.

KoHey XX, Hayano XXI Beka pAnA COBPEMEHHOro MCKYCCTBA
KazaxctaHa Bpems cnoxHoe. [pexpae Bcero, NOTOMY 4TO 37O
BPEMA peanbHOro CyWeCTBOBAaHWA, a He MOTEHLMANbHOTO, Kak
B npeabigylwee fecatunerme. 3To sBpems OGYPHOro CTaHOBAEHUS
M CO3[AaHUA WHCTUTYUMIA, BpeMs pacKona, yTpaTel WANIO3UQ,
NPOTMBOCTOAHUA NO3MLKIA N KOYeBbA 3a rpaHuuy. Ckopee Bcero,
npouecch, NPoMCXoauBlWKe B 3TO BpeMs B KasaxcTaHe, B yem
CXOXMW C aHAaNOTMYHLIMU MUPOBLIMU NPOLECCAMU M NMpOLeccamu
Ha NOCTCOBETCKOM npocTpaHcTee. Ho Heo6xoaMMO y4uThHIBATDH
0COOEHHOCTM  a3WaTCKOTO  MeHTanuTeTa U CJOXMBLINXCA
MeCTHbIX Tpaguuuit. Cpeaum MHorux GaKToOpoB, MO-HaWemMmy,
MO-Ka3axCKU KOPPEKTUPYIOLWMUX BCe U BCA, MOXHO BbIfENUTb:
3aBYaNMpPOBAHHOCTL  NPOGNEMHbIX MOMEHTOB; J/060Bb K
Mudonorn3anmnmn; pyKoTBOPHbLIA XapakTep apTedakToB, pLaxe
nNpu MCNONb30BAaHUM «HOBbLIX MeLMa»; CKJIOHHOCTb K KpaiHe
MYNbTUKYNbTYPHON MAEHTUYHOCTM, WUCMONb3YIOWEN CMelaHHoe
Hacnepue 138 npoxuBawIMX 3€Cb HALMOHAbHbIX AMacnop.

06wuii flactapxaH

[lacTapxaHoM y Hac Ha3blBalOT KPYrAbIA CTOM, 33 KOTOPHIiA
npurnawawnTcs BCe APY3bA M COpPATHUKM — 3TO CBOeOoOpasHbIi
MHCTPYMEHT 06LWeEeHMsA N NUPWeECTBa, OH 00beAUHALT U HacbiWaeT.
C 1997 roja XW3Hb aKTyalbHbiXx XyAoxHWKoB KasaxcTaHa
HanoMuHana pactapxaH. Bce nokanbHble upaeu, HayMHAHUA U
MHWLUMATUBBI MTHOBEHHO COBMPanyu NpuBepKeHLEB COBPEMEHHOTO
MCKYCCTBA M OCYI,ECTBAAANCH B BUAE KONJEKTUBHOrO MO3TOBOTO
wTypma. OueHb YacTo KpeaTWBHbIe MPOLECCH CONMPOBOXAANUCH
COBMECTHBIMM MNUPYWKaMU, Ha KOTOPbIX 3apOXAanuCb MHOrue
MHTepecHble npoeKkTbl. [lyCKOBbIM MOMEHTOM AMHAMWUYHOTO
pa3BuTMA CoObLITUIA CTan CEeMUHap N0 TEOpUM U TNpaKTUKe
COBpPEMEHHOTO uckycctea  «ART ~ DISCOURSE'97».  Tpu
HOBOOOGpa30BaHHbIE aIMAaTUHCKMUE UHCTUTYLUM — OOWeCTBEHHbI
®oHp «A3usa Apty», O6wecTBeHHoe ObbeauHeHue «Bosagxep» u
lanepes «Kokcepek», npu nogpnepxke PoHpa «Copoc-Kazaxcran»
- 06beAMHMNN CBOM YCUAMA M NPUTNACUAM HA 3TOT CeMUHap
MOCKOBCKMUX Konner: EBreHns bapabaHosa, Jllogmuny bpeguxuny,
Onera Kynuka, Buktopa MusuaHo, Kcenunio Kuctakosckyto. Matb
AHell B BbICOKOTOpPHOi obGcepBaTopuu nop Anmartoil npownu
HanoJIHEHHble BbICTABKAMM, aKLUAMU, NTEKUUAMU, AUCKYCCUAMU U
HecopManbHbIMKU 3aCTONbAMM. [lO CUX NOP YYBCTBYETCA OFPOMHOE
3HayeHMe, KOTOpoe 3TOT CeMWUHap OKa3al Ha Ka3axCTaHCKYIo
XYAOXeCTBEHHYI cuTyauuo. WmeHHo Torga BnepBble Obinu
BbifiBNIEHbl OCHOBHbIE ABMXYWME CUIbl MU ONPOBOBaHbLI OCHOBHbIE

CTpaTerMn Ka3axCTaHCKOro akKTtyaJllbHOro MCKyccTea, 0603HaYeHbI
noTeHUuManbHble ONACHOCTU U TPYAHOCTU. BI'IepBbIe Obin n3aaH
KaTanor cobbiTus, Haj CoO3faHuMeM KOTOporo pa60TanM BCe
Y4aCTHUKUK NPOEKTa. Ho camoe rnaBHoe — Mbl BbIWAYK 33 npepensl
MEeCTEe4YKOBOro MnpkKa.

WmeHHO TOrga oOTOXAecCTBNeHWe cebs C nNpeAcTaBUTENAMU
MMPOBOTO COBPEMEHHOTO UCKYCCTBA MOATONKHYNO Ka3aXxCTaHCKUX
XY[OXKHWUKOB K 60see TOYHOMY MO3ULUOHUPOBAHMIO U NMOBAUANO
Ha fafbHeilWwee BbICTpanBaHue o6WeEN NOTUTUKN Ka3axXCTAHCKOTO
COBPEMEHHOro uckycctea. Torpa, B KoHue 90-X OTHOWeEHWE K
«KOHTEMNopapluKkamu» 6bI10 04eHb XKecTKkoe. HaMm NpMXoaunoch
NPOTMBOCTOATb HATUCKY KOMMEPYECKUX ranepeit u KoMMepyecKknx
XYAOXHWKOB, MapruHanbHO 3aKOCTEHENOCTU MECTHbIX fieAaTenen
MCKYCCTBA, OTCTANON MONUTUKE My3eeB M BbICTABOYHbIX 3aN0B.
Kampoe cobObiTe COBPEMEHHOro McKyccTBa 0060paynBanoch
cKaHpanom ¥ npespawanocb B MaHudect. Heobxoaumo 6bino
ob6beauHeHue cun. B ponu KoHconuaupylowero LeHTpa OYeHb
CKOpo CTan BbicTynatb co3pgaHHbin B 1998 rogy CopocoBckuit
Lentp CoBpemeHHoro Wckycctea — Anmatsl (CLUCW - Anmatel).
Hap ero cosgaHnem camooTBEPXKEHHO paboTanu BCe XYAOXKHUKU
coBpemeHHOro uckyccrsa KasaxcraHa. B Te roasl Mbl, HU Ha KOTO
He HajeACb, CaMW U KONNerManbHO ONpefensinu HanpasieHue
ABUXEHUA, TNPUOPUTETHble BUAbl  [JEATENbHOCTH, Y4YUIUCH
Ha CeMuMHapax, y4yacTBOBalAM B KOHKypcCax, 3afyMbiBanu u
OCYWeCTBAAAM BbLICTABOYHbIE MPOEKTH. MMeHHO Tak, coobua,
B CNOpax M AWCKYCCUAX Oblnu pa3paboTaHbl U OCYLWECTBAEHbI
KpynHelwue BbiCTaBoOYHble NpoeKThl: [epBas fogosaa BbicTaBka
Cucn - Anmatel «CamoupeHtudumkauusa: ®Oytyponornyeckue
NporHo3bi», Hoabpb 1998 ropa, B 3anax ObiBWero marasuHa
«MockBax», nBtopasa—«KommyHuKkaummn: OnbiTel B3aMMOLENCTBUAY,
ceHTabpb 2000 ropa, B BbLICTABOYHOM MaBUNbOHE «ATAKEHT».
JTW BHICTAaBKM 3aABWUAM O cyliecTBOBaHMMW B LleHTpanbHOR A3uun
NPUHLWNNANBHO HOBOM XYAOXECTBEHHOW MOANTUKM, BbIJBUTAIOWEN
urypy XynoXKHUKa B CUTYyaLUI0 reonoNuTUYECKUX U TMYHOCTHBIX
KOHTEKCTOB. 3TW BbLICTaBKM [OKasanu HeoOXopuMocTb U
AENCTBEHHOCTb MHCTUTYTa KypaTopCTBa M MPOEKTHOro MeTofa
paboTbl. BbiCTaBKM TOTOBUAWNCL HAa KOHKYPCHOW OCHOBE,
BK/NOYAaNU B cebs BCe Hapnexalue 3N1eMeHTHl COBPEMEHHOrO
XYAOXECTBEHHOTO WOy, Hanpumep, Takue Kak AUCKYCCUOHHBIN
tdopym 1 obpasoBaTenbHas nporpamma. MpuUATHBIM pe3ynbTaToM
3TUX BbLICTABOK ABUACA (AKT nNpuUrnaWeHns KasaxCTaHCKUX
XYAOXHWUKOB Ha KpynHble MeXAyHapoAHble Xy[OXKeCTBEHHble
cobbiTus. Tak, EneHa u Buktop Bopo6beBbl 6binv npurnalweHsl Ha
VI Crambynbckoe buenHane, kypatop kotopoii Maono Konom6o
Obin B cocTaBe xlopu Mepsoit fogoeoit Beictasku CLCK.
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KpaiiHe BaxHbIMM ANA CTAaHOBNEHUS COBPEMEHHOr0 WCKYCCTBA
KazaxcTaHa ABNATCA CEMMHApbl U KOHKYPCbl, OpraHU30BaHHble
KonnernansHo u npoxoguswue nop 3arupon CLUCU: cemwmuap
«lWlkona kypaTopoB», neKLMM MO COBPEMEHHOMY WCKYCCTBY,
rpaHToBblii KOHKypc CLUCW «HoBble TexHOMOrMm B UCKYCCTBEX.
MocnepHuit KOHKypC CNpoOBOLMPOBaN Lenblid psaf NPOEKTOB,
HEKOTOpble M3  KOTOPbIX WMeNu BNOCAEACTBUM 6ONbLWON
pe3oHaHc. Apkuit npumep — «[NUHAHBIA MPOEKT» XYAOXKHUKA-
kKypatopa Pyctama XanbdwuHa. [MpoekT cTan KBUHTICCeHUMUei
BCeX npepbifylwnx paspaboTok aBTopa. B nomeweHun craporo
oBOlWEXpaHMNMIWA OblBlWER NAPTUAHON WKOALI B [BYX YPOBHAX,
NOfBaNbHOM M LLOKONBHOM, Trpynnoi XxypoxHukos (Pyctam
XanbduH, leopruit TpakuH-byxapos u 0nus TuxoHoBa) 6bina
coopyxeHa ¢urypa nexalwero FIMHAHOTO Kojnocca, Kak Obl
npopacTaBllero CKBO3b BCE MOTONKM M CTeHbl. 3Ta TIUHAHAA
turypa nocnyxuna KOHTEKCTOM MHOXeCTBA BUAEO-UHCTANNALUNIA,
aKuuil, BHICTAaBOK M neppOMaHCOB, OCYWECTBAEHHbIX B PaMKax
npoekta. locTteneHHo npoekT nepepoc B ranepeio “LOOK”. K
coXaneHulo, ranepes npocyuwectsosana Hegonro (1999 — 2001
roAbl), HO ycnena cTaThb, N0 CYyTHU, eJUHCTBEHHON KOHLENTyanbHOM
ranepeei pernosa.

J1a, HacbllweHHas cobbITUAMM pa3HoobpaszHoro dopmara,
XYAOXECTBEHHAs XWU3Hb MNpuBena K nNpusHaHuio dakTa
CylecTBOBaHUA COBpeMeHHOro uckycctBa B KasaxctaHe, u
OHOBPEMEHHO K packony B psafax npepctaButenei 3Toro
MCKYCCTBA, KOTOPbIM CTAN0 TECHO B PaMKax OAHOW MHCTUTYLUWW.
Hayanacb anoxa cBOOGOAHbLIX KOYEBU.

HewenkoBblit NnyThb.

«lllenkoBbId MyTb» — 3HAMEHWUTLIA B MPOWAOM TOProBbIA MyThb
mexnay Esponoit u A3sumeit. 3T0 cMMBON AOCTaTKa M CTapoi
po6poit  asuatckoit 3k3oTuku. Ceilyac akTyanbHbl Apyrue
«npaHoCcTM» BocToka - HedTb, TEPpPOPU3M, BOEHHble 6a3sbl,
COBETCKOe Hacnepue, arpeccMBHas ucnamusaunma. XyAoXKHWUKM
coBpeMeHHOro uckycctea KaszaxctaHa He WMCNonb3yloT NOHATUE
«lllenkoBbIA NyTb», CYUTAA €r0 CAUWKOM FMAMYPHbLIM U, MO CYyTH,
ONMO3ULMOHHBIM aKTyaNbHbIM, NPOMCXOAAWMM 34eCb U ceryac,
cobbiTuam. C 2001 ropa akTyanbHoe uckyccteo KasaxcraHa
MaeT CKopee nNo «HeWeNnKoBOMY NyTu». OTJJ,EJ'IbeIe JNINYHOCTH
MKW OOLWeCTBEHHbIE OpraHW3aluuUu, He MMELMUe MOCTOAHHOrO
uenesoro QGuHaHCMpOBaHMA, NpW BCEM UX 3HTy3nasme
M npodeccmoHanume, He B COCTOAHUM MOALEPHKUBATDH
cTabunbHOCTb KynbTypHOro npouecca. C Apyroit CTOPOHbI — 3TO
TPYAHOE BpeMs CTUMYNMPOBANO NOABAEHUE PALA XYAOXKHUKOB K
KypaTopoB — Gpu-NaHCeEPOB, 4TO JaN0 6OJbLYIO MAHEBPEHHOCTb.
MMeHHO dpu-naHcepbl MHULUMPOBANW HECKOAbKO MPOrpPamMMHbIX
Ans nckycctea KaszaxctaHa npoekTos.
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OceHbto 2000 ropga xypoxHuk Cepre Macnos nposogut
HeGONbWON, HO OYEHb BaXHbll npoekT «[lpownoe rae-To
PAAOM...». ITO 6Gbla NOMNbITKA OCMBLICAUTL KOPHM aKTyanbHOTO
uckycctea KasaxctaHa, Bce afenTbl KOTOPOro HauyuHanu Kak
XUBOMUCLbI, CKYNbNTOPbI, rpaduMKku. IKCNO3ULKUA, COCTABNEHHASA
13 paboT 3TUX XYAOXKHUKOB, cTana QOHOM ANS aKLUUU. YUACTHUKM
W NpuUrnaleHHble BCNOMUHANM obliee COBETCKOe Mpolwoe: BCe
ABUAUCH B PETPO-KOCTIOMAax; B LieHTpe 3afa Obll HaKPbIT peTpo-
CTON B NyYWMWX COBETCKUX TPaguLMAX C KUAbKOW B TOMarte u
NOPTBEWHOM; FOCTU YNTANU COBETCKMUE CTUXU, NN NECHU, UTPANK
B UrPbl NMOHEPCKOTO AeTCTBA. BbicTaBKa, NPOX0OAUBLIAs B rafepee
«Bospxep», He Hecna HaneTa Ha3u[aTeNbHOCTHU, HO IEFKO U TOYHO
nokasana o6biBaTeNsiM M NPOTUBHUKAM COBPEMEHHOTO UCKYCCTBA,
YTO aKTyanbHble XYAOXHUKM MOABUAUCH 3[eCb He BAPYr U He
cnyyanHo.

“The part is somewhere near...” celebration for the opening of an ex-
hibit, curator Sergey Maslov, “Voyager” gallery, Almaty, 2000
«[llpownoe 20e-mo paooM ...» Be4epUHKA HA OMKPbIMUU BbICMABKU,
kypamop Cepzeli Macnos, 2zanepes «Bosdxep», Aamamsl




B 2000 ropy nBa wuckycctsoBepa [aHa Cadaposa u Jlapuca
MnetHnkoBa ocHoBanu B ropope KaparaHga ueHTp «[ewT-u-
ApT», KOTOPbIi NOCTaBMN CBOEN LieNbl0 OKUBUTb XYA0XKECTBEHHYIO
CUTyauuio B peruoHe uyepes pasnuyHble obpasoBaTesbHble
nporpammbel no cospemeHHomy uckycctBy. Ocenbto 2001 ropa
uckyccteoses Hasuna ExenoBa, kypatop Hnusa CopokuHa u
XYAOXHUK Anekcanap Manbraxaapos Gbiau npurialweHsl LEHTPOM
ONA NTPOBEAEHUA CEMUHAP AN MOJOAbIX XyRoXHUKOB KaparaHasl.
Pe3ynbTaToM 3TOro cemMuHapa W BOpKWwona cTana Hebonbwas
MHTepecHas BbicTaBka «[lpocto Ky», 0 MpocTbiX KOHKPETHbIX
npo6nemMax KOHKPETHbIX MONOAbIX XWUTenel WHAYCTPUanbHOro
ropopa. Mocneatoit BbicTaBku apT-cueHa KazaxcraHaoboratunace
HECKONbKMMK 3aMeyaTeNibHbIMU  XYAOXKHUKAMU, TaKUMKU Kak
Hatawa Kum, Jlanu Mope6apnse, Banepuit Kanues.

B Hauyane 2002 ropga B l0XHOKa3axcTaHCKoM ropoge LbiMmKeHT
no uHuymatuee rpynnsl «Kbi3bin TpakTop» U ee pyKoBOoAuTens,
Kypatopa Butanus CumakoBa, 6611 oTKpLIT LleHTp coBpeMeHHOro
uckyccrtea MexgyHapoaHoro Kasaxcko-TypeuKkoro yHueepcurterta
umeHu Xopxu Axmeta ficaBu. 3gecb NpoBOAUTCA PAJ CEMUHAPOB,
KOHthepeHUU 1 BbICTAaBOK, MPOJOMKAIOWNX TPaHC-aBaHrapaHble
No3NLKMK WHIMKEHTCKOM XyL0oXeCTBeHHOW wKonbl. WKonsl, B cBOE
BpeMs [aBlleil CTapT TakWM M3BECTHbIM XYLOXHUKAM-WamaHaM,
kak Mongaryn Hapumbetos u Caup Atabekos.

Natalya Kim (Dyu). “I love Naomi, Naomi loves fruit”, video, 2001
Hamanesa Kum (fw). «A nwbao Haomu, Haomu nobum ¢pykmei», sudeo

BecHoin 2002 roma MHMUMATMBHAA rpynna XyLOXHMKOB
- Ep6onccuiH Menbaubekos, EneHa u Buktop BopoGbesbl U
kypatop tOnusa CopokMHa — uHuuMuMpoBana MexayHapOLHbIN
nepenBuxHoit Bopkwon «Hewenkosbld MyTe — A3uatckui
IkcTpum». Bopkwon npoxogun nop arupoir 06uecTBeHHOro
®onpa «A3usa ApT +», npu dhuHaHCOBOW noppepxke MHcTuTyTa
OTkpbiToro O6wectsa (bypanewTt) W ApYrux KOMMepyecKux
CMOHCOPOB. YYAaCTHUKM «3IKCTPUMa» B TeyeHue ABYX Hepenb
nyTewectsoBanu no HxHomy KasaxcTaHy Ha aBToOyce, aKTUBHO
pearupoBann Ha BCE NPOUCXOAMBILME M CO3[aNM MHOXeCTBO
WHTepecHbIX apTedakToB. XynoxHuk Ep6oncsiH Menbpubekos
nNpoBOAMT B pa3pylWwawleMcs MNOCTUHAYCTPUANBHOM TFOpOAe
¥aHatace akunio, NOKa3biBaOLWYI0 HALY NOAUTUYECKYIO CUTyaLMI0
6e3 cnekynaTUBHLIX npukpac (npoekT «MacTaH»). B pesynbrare
akuuu rpynna OGbina [enopTMpoBaHa M3 rOPOfA MeCTHbIMW
BnacTaMu. XyaoxHuku EneHa u Buktop BopobbeBbl, pa3BepHyB B
nyTU nepeaBuXHYI GOTO-CTYAMI0, NPEANaranm MeCTHbIM XUTENAM
cthoTorpacduposatecs Ha QoHe IJiidenesoir GawHu, KpacHoi
nnowann v bawen BnusHeuos B Hblo-Mopke (npoekT «®oTo Ha
namaTe, unu «Ecnu ropa He upget k Maromerty...»).

WTorom 3Toit noe3aku ObINO CO3faHWE MEXAYHAPOAHOW cCeTu
XYLOXHUKOB-NONYTYNKOB-COPATHUKOB. Y4yacTHUKWM BoOpKlWwona
coBCeM no-apyromy penpe3eHTupoBanu KasaxctaH u ero
XYAOXECTBEHHYI0 CUTyaLMI0O B CBOMX CTpaHax, 3To Gbina apyras,
HoBas (QopMa COCYWECTBOBAHMA GONbWON rpynnbl XyLOXKHUKOB
C pa3HbIMW NCUXONOrUYECKUMMN, MEHTANbHLIMU U KyNbTYPHbLIMU
tdyHpameHTamu. Tak Hanpumep, B OpOUTY LEHTPaNbHO-a3MaATCKOTO
contemporary6bi1aaKTUBHO BOBJIEYEHA MOTOl€KHAS KA3aXCTaHO-
Kblprbl3ckas rpynna «bpoHenoe3a» B coctaBe AnekcaHgpa Y u
PomaHna Mackanesa.

MapannenbHo ¢ dQpu-naHcepamu CBOW MNONUTUKY Ppa3BUTUA
COBpeMeHHOro wuckycctea passusaetr CUCW - Anmatel, nop
PYKOBOACTBOM MUCNONHUTENbHOTO avpekTopa Banepun
N6paesoit. LleHTp npoBoAMT pa3Hoobpa3Hble obpa3oBaTenbHble
MEpPONPUATUA:  CEMWUHAPbl, BOPKWONbL,  Kpyrabie  CTONbI,
KOH(pepeHUUN [JNs  MONOAbIX XYAOXHWUKOB W HayMHaKOWUX
KypaTopoB. B 2002 roay O6bin npoBeaeH KasaxcTaHCKuMi
tdectuanb «MHBeHTapu3aumnn», a B 2004 LeHTpanbHO-a3naTCKUM
Bupeo-tdectusanb «BupeonpeHtudukauyma. CakpanbHele mecTta
LleHTpanbHoit A3uu». Bupeo-dectuBanu paoT BO3MOXKHOCTb
He TONbKO MNpejcTaBUTb PeruoHanbHyl BUAEOAPT CUEHY B
COBOKYMHOCTH, HO M 06CyanTb NpoGNeMHbIe BONPOCH HOBOTO Ans
pervoHa XyfoXeCcTBeHHOro MeToaa.

HaunHaa c 1998 ropa, Bepylue Ka3zaxCTaHCKUE XYAOXKHUKK
COBPEMEHHOT0 MCKYCCTBA MOCTOAHHO YYaCTBYIOT B Pa3fMyYHbIX
BbICTaBKaX, CeMUHapax M KoHdepeHuusx 3a pybexom. C 2000
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rofia yyactue B MEXAYHAPOAHbIX NPOEKTax NpuobpeTaert xapakrep
0cob6oit koyeBoit ctpaternu. B 2002 rogy NpoXoAuT Lenblit psag
BbicTaBoK. CLLCU — Anmatbl coBmecTHO ¢ lomom MupoBsbix KynbTyp
nposoaut B bepnuve (fepmanus) soictaBky «No mad’s land», a
B XeHese (lUBeiinapus) BeicTaBky «Trans Forma», cOBMeCTHO
¢ UCKN - XeHeBa u ¢ ®oHpom Nawao Production. B Beiimape
(TepmaHus), B ranepee cospemeHHoro nckyccrsa «ACC», npowen
cumno3nym no npo6nemam LeHTpanbHoit A3uum, a 3atem Gonblwas
BbICTaBKa coBpeMeHHoro nckyccrsa LentpansHoit A3um «RE-ORI-
ENTATION». BbicTtaBka nocsawanace namatu Cepres MacnoBa
(1952-2002). 310 6blna HacToAWas KynbTypHAas WHTEPBEHLMUS,
npeBpaTMBLLAA rafepeiiHyio NiolWaaKy, pacnonoXeHHY B CAMOM
LeHTpe ropofa, B oCTPoBOK LleHTpanbHON A3uMM C HACTOAWMUMM
TIOPKOA3bIYHLIMM  BbIBECKAMWU-Ha3BaHUAMU  yNul, KapaBaH-
capaem, yaiixaHoi, topToit u 6apaxonkoit. Ha BbicTaBke uapuna
yioTHas foMawWwHAs atmochepa, NofAepKMBaeMas NOCTOAHHbIMM
npe3eHTaUUAMMN Ka3aXxCTaHCKUX XYAOXHUKOB.

Yelena Vorobyeva, Viktor Vorobyev

A Photo to remember, or “If the Moun-
tain doesn’t come to Magomet”
Communication action, International
traveling workshop on modern art,
Kazakhstan, 2002

EneHa Bopo6sesa, Bukmop Bopobbes
®omoepagus Ha namams, unu «Ecnu
2opa He udem k Mazomemy...»
KommyHukamusHas akyus,
MexdyHapoOHsil nepedsuxHol
BOPKWON N0 COBPeMeHHOMY UCKycCmay,
KazaxcmaH, 2002
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[naBHbIM pe3ynbTaToOM BCEX ITUX KOYEBbIX BbICTABOYHbIX MPOEKTOB
ctana Bce 6onee WMpokas MeXAyHapofHas TpaHcaauus
coBpemMeHHOro wuckyccrsa KasaxctaHa wu LeHTpanbHoit Asuu.
Hac ctanu akTuBHO npurnawartb K COTPYAHWYECTBY pasfiMuHble
MexAayHapopHele wuHcTUTyuuu: IFA-ranepes B bepnuHe u
Wrytrapte (rme TakXe npowna BbICTaBKa COBPEMEHHOrO
uckycctea LeHntpanbHoit A3um «OT KpacHoil 3Be34bl 0 rony6oro
Kynona»); bputanckuit Coset u gpyrue.

Kasanocb Obl, BCe MAET 3aMeyaTeNbHO, HO KOT[a Mbl BO3Bpallaemcs
AoMoii, To noHumaem - 3pecb B KasaxcTaHe, nmo-mpexHemy
HeT YeTKO 0603HAYEHHON KyNbTYPHOI MOJAUTUKM B OTHOWEHMU
COBpEMEHHOTO UCKyccTBaA. Haw okpenwuit GusHec npegnoyntaer
MOMOTraTh UCKYCCTBY, KOTOPOE CIIYXUTb YKPALEHUEM UHTEPLEPOB,
a MNpOTUBOCTOSIHME MeXAY NepefoBbiM W KOMMEPYECKUM
MCKYCCTBOM MepeLW o B CTAfMIO CNeKYAATUBHOTO UCNONb30BaHUA
COBPEMEHHOTO  MCKYCCTBA  KOMMEPYECKUMU  XYAOXKHMKAMM
W ranepesmu. HecmoTps Ha 3TO cuTyauus npepcTasasercs
noTeHUManbHO oOHajexuBalled, MOXKHO HajeeTcs, u4TO
npeopfofieHne TPYAHOCTEH NO3BONUT HAWeMy COBPEMEHHOMY
MCKYCCTBY pa3BMUBaTbCA AUHAMUYHEE U UHTEpECHEe.




Said Atabekov

The most powerful creative inspiration for Said Atabekov is Southern Kazakhstan. Its
earth, connected with the victories of Genghis Khan, local legends emphasizing that
Noah’s ark didn't land on Ararat, as in the Bible, but on Kazgurt mountain, not far
from Shymkent, the intact remains of city-forts Otrar, Sairam, Sauran - living remind-
ers of the Tamerlane’s empire — for him fully complete sacred thought, here was his
lair and household gods, fields and oases, studio and office for reflection; people,
plants, natural poetry to Atabekov are all artistic materials.

Having finished Shymkent art school in 1992, Said Atabekov became a member of the
“Red Tractor” delegation and union of artists, who gave themselves the task of realiz-
ing the pre-Islamic past and learning natural pantheistic rituals which had survived
in local practice. In his first works, fabric, pieces of acacia, nut shells, wooden and
metal details are encrusted on oil canvas, materializing nervously, but with a view
to his youth it was still sufficiently filled with complex themes: loneliness, death,
eternity, war, rebellion, and life (“Wound” 1992, “Garden of Timur”, 1993, “Girl in a
hijab”, 1994). His first personal exhibit Said named “I not we”, and this is the holy
truth, because his individuality and natural flexibility is so strong, that he himself
is the work of art. For this Said had so many feelings of personal worthiness, that a
typical determination of a similar type of people like insane city dwellers doesn’t fit:
he more closely resembles a Fenimore-Cooper-esqe Native American- silent, proud,
keeping emotion within. He remains this way, even when he put on his fancy dervish
suit (1997) - separate production, which even the most famous designer would be
proud of. On the other hand, in this costume he mistaken as any other person, but
only Said, with primitive grace like an extinct Sirdarian Tiger.

His series of performances and videos, the main character of which is the same
strange dervish “The dream of Genghis Khan” (1998), “Warning, Landmines” (2000),
“Neon paradise” (2003), “Noah’s Ark” (2004) are reflections about the conflicting
relationship of a person with nature, family, power, civilization, and religion. Using
only minor editing, sound and visual effects, strict selection of painted motifs, in
this film an exceptional feeling of rhythm breaks free from standard Asian aesthet-
ics and creates an audiovisual environment, fascinating viewers with the realistic
portrayal of the archaic world. Free flowing thoughts arising in dialogue with modern
motifs emphasize the eternity of the conflict between individual and society, tradi-
tions and innovations, aggression and compromise. The only way to live through so
many harsh conclusions is with irony, achieving countless imitating games, like a
rosy-cheeked fat baby (“Holy Family”, 2001) lying in a crib, the hands of which are
wooden copies of automatic Kalashnikovs, and camouflaged fabric, (diptychs “Win-
ter” and “Summer” 2002) resembling landscape paintings. The most “purposeless”
of his works is surely “the Observatory of the Wretched” (1998), a pyramid made of
metallic stone blocks, built in the uninhabited fields of Southern Kazakhstan. Said’s
countryman, a Sufi Khodja Akhmet Yasavi, from the Middle-Ages, spent the rest of his
life in the depths of a hole, not leaving until his death. The Pyramid is a hole tipped
over toward heaven. Dervish and Genghis Khan, child and father of four children,
patriarch of Noah and homeless beggar - it is all his ampoule, observed through the
colors of the “Kazakh Stonehenge” - sharp silhouettes of History’s victims and their
lives on the foundation of the stars.

Valeria Ibraeva
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WckyccTteo LeHTpanbHoit Asun.

Caunp Atabekos

CamblM MOWHbBIM TBOpYecKuM umnynbcom ana Canpa Atabekosa ssnsercs HxHblit KazaxctaH
— 3eMAf, CBA3AHHAA C 3aBOEBAHUAMMU YUHIUC XaHa, MECTHOW NereHfoi, yTeepxaatowen, 4to
HoeB koBuer octaHoBuNCA He Ha Apapare, Kak B 6ubnuu, a Ha rope Kasrypt Hepaneko ot
YuMKeHTa; coxpaHuBlIMeCs ocTaTku ropofoB-kpenocteit Otpap, Caiipam, CaypaH — XuBble
HanoMWHaHuWs 06 umnepuu TamepnaHa — HANONHEHbl ANA HEr0 CaKPaJbHbIM CMbICIOM, 34eCh
ero flapbl U NeHatbl; CTENM U 0a3UChl — MAcTepPCKan U KabUHeT fis pa3fyMuii; NI0AU, pacTeHus,
NPUPOAHbIE CTUXUN — XYAO0XKECTBEHHbIE MaTepuanbl.

OKoHUYMB YMMKeHTCKOE XyaoXecTBeHHoe yyunuue B 1992 rogy, Canp AtabekoB cTan YneHom
nereHpapHoro «KpacHoro TpakTopa», 06beAMHEHUS XYLOXKHWKOB, MOCTaBUBWUX ANA cebs
3afiayy peaHMMaLuM AOUCIAMCKOTO NPOWIOrO W M3YYEHUS TNPUPOAbl NAHTENCTUYECKUX
pUTYanoB, ele COXPaHUBIUXCA B MeCTHOM 6bITy. B nepBbix ero paboTax — TKaHb, CTPYYKM akaLmu,
OpexoBble NUCTbA, AEPEBAHHBIE W METalInyeckue AeTann WHKPYCTUPYIOT MACNAHbIE XONCTbI,
MaTepuanu3ys BONHYIOLMUE, HO MO MONOAOCTH, elle LOCTATOYHO CMYTHO OlyllaeMble NPO6GAEMbI:
O4MHOYECTBO, CMEPTb, BEYHOCTb, BOHA, OYHT, n3Hb (“PaHeHbie” 1992, “Cag Tumypa”, 1993,
“NeBywka B napaHpxe”, 1994). Mepeas nepcoHanbHas BbicTaBka Campa HasbiBanach “fl He
Mbl”, W 3TO CBATas npaBAa, MOCKONbKY 3HepreTWKa ero WHAWBUAYaNbHOCTU U NMPUPOLHOM
NAaCTUYHOCTU HACTONbKO CUAbHBI, YTO OH caM no cebe ABnAeTCA 06bEKTOM UcKyccTBa. Mpu
3Tom y Caupa Tak MHOTo 4YyBCTBA COOGCTBEHHOrO [OCTOMHCTBA, YTO TUMUYHOE ONpefencHue
nofobHoro pofa nofeit Kak ropofckUx cymaclieflwux He pa6oTaeT: OH 6oNblie MOXOX Ha
(heHMMOpPKYNepCcKoro MHpeliLa — MONYanuBbIA, rOpAbIA, BHE3IMOLWOHANbHbLIA. OH ocTaeTcs
TaKWUM, flaXke HafleB CBOW POCKOWHBIA KocTioM gepBuwa (1997) — otaenbHoe npou3BefeHue,
cnenaslee Obl YeCTb CaMblM NPOCNABAEHHbIM Au3aitHepam. C [pyroit CTOPOHELI, B 3TOM KOCTIOME
He MOXeT HaxXxoAMUTbCA Noboit Apyroit Yyenosek, a Tonbko Caupg, ¢ ero NnepBOBLITHON rpaymei
BbIMEPLIEro CbIpAAPbUHCKOTO TUpa.

Cepus nepdopmaHCcoOB U BUAEO, TNABHBIM repoeM KOTOPbIX ABNAETCA 3TOT CTPAHHbLIA AepBuL
— «CoH YuHrucxana» (1998), «OcTopoxHo, npoTUBONEXOTHble MUHBI» (2000), «HeoHoBLIN
pait» (2003), «Hoes koByer» (2004) — pa3MmblwneHns o Nnpupose KOHGIUKTHBIX OTHOWEHMUN
yenoBeka C NPUPOAON, CeMbell, BNACTbl, UMBUAKM3AUMel, penurmeir. IKOHOMHOCTb B
NPUMEHEHUU MOHTaXHbIX 3(deKToB, 3BYKOBAas M BU3yanbHas pedpeHHOCTb, CTPOroCTb W
cKynoit noabop M306pa3uTenbHbIX MOTUBOB, MCKIIOUMTENbHOE YYBCTBO PUTMa paszbusatoT
CTaHfapTHble npeAcTaBlAeHUMAs O COBPeMEHHOW a3naTCKOM KWYeBOW 3K30TUKE M CO3[aloT
060co6NeHHyI0 ayAMOBU3YyaNbHYI Cpepy, 3aBOPaXMUBaloOWYK afeKBATHOCTbIO NepeAayun
apxanyeckoro mupoouwyweHus. CBo60fHOe nepeTekaHne CMbICI0B, BO3HUKAOWMX B AUanorax
C COBPEMEHHbIMW MOTMBAMMW, YTBEPXKAAIOT HENpPeXOAsAleCcTb W BEYHOCTb KOH(AMKTA Mexpy
WHAMBUAYYMOM W 06lecTBOM, TpaguuWed M WMHHOBaLMel, arpec-cueil M KOMMNPOMUCCOM.
EavMHcTBEHHAs BO3MOXHOCTb NEpPeXuTb CTONb KECTOKWe BbLIBOALI — WPOHUA, AOCTUraemas
MHOFOYMCNEHHBIMW WMWUTALMOHHBIMM MrpamMu: PO30BOLWEKUA ToncTelii MnapeHel, («CesaTtoe
cemeitcteo, 2001) nexuT B nNIONbKe, pyyka KOTOPOW -—pepeBAHHAA Konus asTomaTta
KanawHukoBa, a kamythnsaxHas TKaHb, HaTAHYTaA Ha noapamHuku (AUNTUX «3umax» u «Jletoy,
2002) ynopgo6GneHa xuBonucHomy neiizaxy. Camoe «beccMmbicieHHOe» ero npousBefeHue
- «06cepBaTopus ob6e3poneHHbIx» (1998), nupamupaa U3 MeranuUTUYECKUX KaMeHHbIX 610KOB,
BbICTPOEHHAs B Ge3ntofHoi ronoii ctenu KxHoro KaszaxcraHa. 3emnsk Canpa, cpefiHeBEKOBLIN
cyduii Xogxa Axmet flcaBu, NpoBEN OCTATOK XKU3HMW B INy6OKOW siME, HE BbIXOAA U3 Hee 1O CaMOM
cBoeil cmepTu. Mupamupga — 370 AMa, ONPOKUHYTas B Hebo. Nepsuw u YnHrucxaH, pebeHok u
oTel yeTbipex geted, natpuapx Hoil u Huwwuit Gpopsra — BCe ero amniya, pacCCMOTPEHHbIe
CKBO3b NMpPOCBETH «Ka3axckoro CTOyHXefXa» — yeTkue cUNy3Thl 06e3[0NeHHbIX UCTOPUEN U
XW3HbIO HA (hOHe 3Be3A.

Banepus U6paesa
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Almagul Menlibayeva

Almagul Menlibayeva is a cosmopolitan. She lives in a central
location where it is easy to move 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
films video performances. Her pictures are very interesting and
consist of decorative symbols and artistic flexuous. Her style is
unusual, for instance, she cuts her own watercolor into strips
and intertwines them with ribbons and lurex creating a series of
“The 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
dress of a bride on a dull March morning. It was still cold and
sleeting lightly, but she wandered the streets, entered a bazaar,
danced with a beggar, and talked to an astonished passer-by.
She explained to them that she was in a good mood and decided
to put on this special dress and that her groom was around.
She was like an unreal image that reminded all of the primeval
beauty in the ordinary world.

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 in which the video performance, “Steppe Baroque”, is dedi-
cated. The decorative searches initiated by the artist in canvas
and felt have fused together with the messages of the last video
performances. Against a steppe mazars (Muslim burial vaults)
background, transformations unfold of naked oriental women
into cosmological creatures. Their naked bodies are suddenly
“heaped up” with decorative elements, such as turbans, shawls,
scarves, and God knows what else. New images emerge that
resemble demons from the “The Thousand and One Nights” or
aliens in veils. The sensation of the illusory creates the “mirror”
effect in the video and makes the figures perfectly symmetric
and similar to a magnificent and decorative pattern that really
looks like a baroque decor.

The “Steppe Baroque” just as the “Eternal Bride” leaves the
sensation of witchcraft, which was likely Almagul’'s goal. She
considers herself a pioneer or representative of punk-shaman-
ism. She brings depth and interest to her works by her interests
in Sufism, Buddhism, Sufis festivals in Central Asia, and esoteric
camps in India.

Yulia Sorokina
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Anmarynbs MeHnubaesa

Anmarynb MeHnubGaesa — yenoBek Mupa. OHa XuBeT B NPOCTPAHCTBE NNIAHETHI, IETKO nepeMeLaachb n3 OfHON CTpaHbl B Apyryio. OHa aBnser
coboit COBPEMeHHbIVI o6pa3 KO4Ye€BHULUbI, CTPAHCTBYA B UCKYCCTBE TaK Xe CBO60,U,HO KaK B XXWU3HHU. qupa OHa nNucana KapTUHbl U Banana
BOWNOYHbIE KOBpPbl — TEKEMETHI. CeropHs oHa nuwert KAapTUHbI U CHUMaeT BVIJJ,EOI'IedeODMaHCbI. Ee KapTUHbI CO34aK0T CTPAHHYI0 3CTETUKY N3
CMeCn [eKOpaTUBHbLIX CUMBOJIOB U XXUBONUCHOTO qum(cyca. OHa CBO60£I,HO nossonset cebe acTeTuyeckoe XYNUTaHCTBO, Hanpumep, pexer
Ha NOJIOCKMU CO6CTBEHHyIO aKBapenb u nepennetaeTr UX C NT€HTaMn U NIOPEKCOM, CoO3jaBadA Cepuio «Mnatee gna WamaHar.

Ee neptopmaHchl BbI3bIBAIT Cie3bl BOCXULWEHHOrO YMUIEHUA U OCTaBAAIOT OlyLEHUe BCTPeYM ¢ YyfoM. Tak B neptdopmarce «BeuHas
HeBecTa» OHa BbIWNA Ha yauLbl AnmaTtbl B 6eNOM BO3[YWHOM NNaTbe HEBECTHl OAHWUM XMypbiM MapTOBCKUM yTpoM. Bbino ewe xonogHo,
MOPOCMN MOKPbIi CHer, a OHa 6poauna no ynuuam, 3axoanna Ha 6asap, TaHueBana C HULWMUM, pa3roBapusana C YAUBAEHHBIMU NPOXOXKUMHY,
06bACHANA UM, YTO y Hee CEroOfHA XOpPOWee HACTPOEHWe W NO3ITOMY OHa HajeNa 3TOT 0COOEHHbLIN Hapsapd, YTO ee XKEHWUX rLe-To 3[ecsh,
papom. OHa 6bina Kak uppeanbHoe BUAEHWE, HAMOMUHABIee 06 U3BEYHOCTU KPacoTbl B 0ObIAEHHOM MUpE.

06pa3s HesecTbl, N0 cNoBaM AnMaryib, «NNaBHO nepewen B 7 CiAy4aiHblX, CHEXHbIX NpUHLEcC» B BugeonepdopmaHce «Anay, a noToMm
u B o6pa3bl cemMu NpefKoB, KOTOPbIM nocsswaercs sugeonepdopmanc «CrenHoe Gapokko». Ha doHe oyepTaHuil cTenHbix Ma3apos
(MycynbMaHCKMX yCbinanbHUL) pa3sBopaynsaercs yepesa TpaHcopMaLmuil 06HAXKEHHbBIX BOCTOUHbBIX XKeEHWMUH B HEKME KOCMOTOHUYeCKUe
cywectea. Ha ux obHaxeHHble hUTypbl BAPYT «HABOPAYUBAIOTCA» AEKOPATUBHbBIE 3eMeHThl Top6aHOB U3 wanei u naatkos. BosHukatoT
HOBble 06pa3bl, HANOMUHalOWMe, TO TN LEMOHOB U3 «THICAYM U OLHON HOUYMY, TO 1M MHOMNAHETAH B napaHaxe. OwylleHne UppeanbHoOCTH
co37aeT ucnosb3oBaHue 3hderta «3epKana» npu MOHTaXe BULEO, YTO fenaeT GuUrypsl abCconioTHO CUMMETPUYHBIMU, NOZOOHBIMU NbILIHOMY
LeKopaTUBHOMY y30py, 6apoyHOMY feKopy.

«CtenHoe 6apokKO» TaK e, Kak U «BeyHasn HeBecTa» 0CTaBAAET OlyleHNe HABAXAEH WA, YTO, HaBEPHOe, U ABAANOCH Lenbio Anmaryib. OHa
cyutaet cebs npeacrasuTenem (MW NepBOOTKPbIBaTENEM?) NAHKWAMAHU3Ma, YTO NO3BONSAET i, TEM HEe MeHee, yBNeKaTbca OYAAU3MOM,
nocewartb dectusanu cydues B LleHTpanbHoi A3uu, nareps nocBslWeHHbIX B WHAWM WM nopgBeprat BCe 3TO CTPaHHOI nepennaske B
co6CTBEHHOM TBOpYeECTBe.

fOnus CopokuHa
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Elena Vorobyeva
Victor Vorobyev

Elena Vorobyeva and Victor Vorobyev are artists that form both a family and a creative cou-
ple. They separately began their careers 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 modern art. Victor jokes: “First we created great children and
then thought, Why wouldn’t we create art together?” They live in their own house in Akbu-
lak Village, on the outskirts of Almaty. There is a beautiful view of the fields and they’re in
no sign of vanity or turmoil. No other thing can predispose artists to construct their own
special artistic world than this. This world categorically rejects any pathos. The foundation
of this world is the authors’ everyday life and their direct reaction to all life matters. Elena
and Victor earnestly play with this world using painting, photography, humor, stone, video,
vegetables from the garden in the kitchen, the reaction of people, and many other things.
Despite the mixture of techniques and genres, the result is the stylish multi-layer work that
makes some people reflect upon serious life problems and for others, simply enjoy life.

In 1999, the Vorobyevs became the first Kazakhstan artists invited to participate in the
Sixth Istanbul Modern Art Biennale. Their project “The Classics Farewell to the People” rep-
resented a sophisticated action: the burning of huge candles molded by the artists in the
form of classical sculptures — Venus, Homer, Laocoon, and so on. It lighted up the nightina
crowded walkway and provoked passers-by to it.

The Vorobyevs always interpret everything their own way. When there were unripe tomatoes
left in their kitchen garden, they decided to change their appearance by painting black
stripes on them. The tomatoes turned into watermelons and were used on their project “I
prefer watermelons”. During the International mobile workshop, “Non-silk Road - The Asian
Extreme”, the Vorobyevs moved the inhabitants of remote Kazakhstan provinces to the cen-
ters of world culture: Paris, Moscow, and New York. In this project, “The Memory Picture”
or “If the mount does not come to Mohammad...” common people who have never traveled
abroad, had an opportunity to take pictures against one of three backgrounds: the Eiffel
Tower, the Twin Towers, or the Moscow Kremlin. The picture also included parts of provin-
cial areas (steppe, semi-demolished houses, and destroyed roads). Interested people could
receive their picture by mail. The project has raised very serious humanitarian problems,
simply from the use of quite simple actions as if playing. In spite of the life-asserting ease
of the artifacts creation, the Vorobyevs’ projects continue to target the social problems of
Kazakhstan, Central Asia, and the rest of the world.

One of the last projects, “Transformation of the Blue”, delves into the processes connect to
Kazakhstan’s transition from the soviet “red” symbolism to the new “blue” one. The state
flag of Kazakhstan is turquoise blue. Interestingly enough, this fact forms new color ste-
reotypes in the Kazakhstan consciousness where the most popular color indeed is the color
of the sky hue. Currently, everything is this color: fences, slogans, roofs, domes, doors, etc.
In this project, the artists always raise their ironic questions without a shadow of flirting
with concurrent cultural values. Perhaps, due to this reason, the Vorobyevs are popular and
appreciated abroad and unpopular in Kazakhstan.

Yulia Sorokina

Yelena Vorobyeva & Viktor Vorobyev. Kazakhstan. Blue period. 2002-2005, color photo (more than 100
color photo)

Enena Bopobresa, Bukmop Bopobses. Kazaxcman. lony6oi nepuod. omourcmannayus (6oneel00
ysemHsix pomoepaguil)
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AKTyanbHbt Apxus

WckyccTteo LeHTpanbHoit Asun.

EneHa u Buktop Bopobbessl

EneHa u Buktop BopoGbesbl — XyfoXHUKKM, 06pasyiolme cemeiiHyio U TBopYeckyto napy. OHu
HauMHanM cBOK Kapbepy B Havane 90-x, No oTAenbHocTu: JleHa Kak xwusonuceu, Buktop,
KaKk cKynbnTop. B Kakoii-To MoMeHT pewunu nonpobosatb paboTtatb BMecTe, TeM Gonee, YTo
CoBpeMeHHOE WCKYCCTBO npeanonaraet npuemnemsii gas Takoit paboTel gopmaT npoekTa.
BUKTOp WYTWUT: «CHAyana Mbl NPOU3BOAMUAM HA CBET 3ameyaTesibHbIX feTell, NOTOM pewunu,
a noyeMmy Obl HU fenatb BMecTe MCKYcCTBO?». OHM XUBYT B COBCTBEHHOM foMe, B NocesKe
Akbynak, Ha okpauHe Anmartbl, 34€Cb 3@ OKHOM OTKpPbLIBAeTCs BUA Ha NOJS U HUKAKO CyeTsl
CYTONIOKM. ITO KaK HeNb3s Nyywe npeapacnonaraeT XyLOXHUKOB K KOHCTPYMPOBAHUIO CBOErO
0COBEHHOr0 XYAOXECTBEHHOTO MUpa. ITOT MUP KATeropuyecku oTBepraeTr BCAKWUIU nadoc.
OcHOBOI 3TOTO MMPA ABAAETCA €XefHEBHAR XM3Hb aBTOPOB U UX HEMOCPEACTBEHHAsA peaKuus
Ha BCe XU3HEeHHble MOMeHTbl. EneHa u BUKTOP OTKPOBEHHO WUrpaioT C 3TUM MUPOM, UCMOb3YS
AN 3TOro: usonuch, GoTorpaduio, IOMOpP, KameHb, BUAEO, OBOWM C OrOPOAd, Peakuuio
Niofei, Aa M Mano nu ewe yero. Ho Npu Bceil nepemMewaHHOCTU TEXHUK U XKAHPOB B pe3ysibraTe
NONYYaAlOTCA CTUIbHBIE MHOTOCNOHbIE NPOM3BEAEHMSA, NO3BONAIOWNE OZHUM NIOAAM 3a[YMATLCS
Haj Cepbe3HbIMU XM3HEHHbIMU Npo6IEMaMK, LPYTUM NPOCTO NOPAZOBATLCS HKU3HU.

B 1999r. Bopo6beBbl NEPBLIMU U3 Ka3aXCTAHCKUX XYAOKHUKOB OblIM NPUrNAWEHB ANA yYyacTus
B 6 Ctambynbckoit bueHHane cospemeHHoro uckyccrea. Wx npoekt «llpowaHue knaccuku
C HapojoM» NpeAcTaBAsn coboii CNOXHYIO aKLuWIO-CropaHUe OrpOMHbIX BOCKOBbIX CBeuYeil,
OTNUTBIX XYAOXHUKAMU B BUJE KNacCMyeckux ckynbentyp — BeHepsl, fomepa, JlTaokooHa v 1.1.,
KOTOpbI€ 3aXMUraauch B CyMepKax Ha JIOAHON Newexo[HOW yauLe 1 NpOBOLUPOBANYN NPOXOKUX
K TOW MW WHOW peakunu.

BopoObeBbl BCerfga v Bce TpakTytloT no-ceoemy. Korga B ux oropoje octanuch Hepo3peslune
3eleHble MOMUAOPLI, OHU PelWnNN NOMEHATb UX KaYeCTBO, HAKPACUIN Ha HUX YEpHble NooChl
M moMUAOPbl NpeBpaTUNnCh B apby3bl Ha hopmaTtHoit hoTorpadum ns npoeta «fA npegnoyutato
apby3bi». BoBpemsa MexayHapogHOro NnepABMKHOIO BOPKWONA «HewenKkoBbId NyTh — a3MaTCKUI
3KCTPUM» BopobGbeBbl MepemMelwany xuTenei fanekux KasaxCTaHCKUX MPOBUHLMIA B LEHTPbI
MupoBoOit KynbTypbl: Mapux, Mocksy, Heio-Mopk. B 3Tom npoekTe «DoTorpadus Ha namats
unn «Ecnu ropa He upeT kK MaromeTy...», NpocTbie NIOAU, HUKOTAA He ObiBaBlWME 3a rpaHuLei
MMenn BO3MOXHOCTb coTorpadupoBaTbcs Ha hoHe OAHOro M3 Tpex 3afHUKOB: Jiicdenesoii
6awHun, baweH-6nu3HenoB, MockoBckoro Kpemns. B npoctpaHcTBO ¢oTo monajanu Takxke
4acTW MPOBMHLUMANbHOW MeCTHOCTM (CTenb, MonypaspylweHHble foma, pa3buTele AoOporu).
Kaxpblit xenatowmnit cMor BNOCNeLCTBUM NonyyuTb cBoe GoTo no noyte. poekT nopgHuUMan
OYeHb Cepbe3Hble ryMaHUTapHble Npo6eMbl ONATb-)e C NOMOLLbI0 BECbMA NPOCTbIX AENCTBUIA,
Kak 6bl Urpakouu.

OpvH M3 nocnegHux npoektos «KasaxcrtaH. fony6oit nepuoa» uccnesyeT npoLeccsl, CBA3aHHble
c nepexopgom KasaxcTaHa OT COBETCKOW «KpPacHOM» CHUMBONMKU K HOBOW «rony6oi».
locypapcTBeHHblit dnar Kasaxctana 6upo30B0-rony6oit, MHTEPECHO, YTO 3TOT haKT hopmupyeT
B CO3HAHMMW KAa3axCTaHLEeB HOBbIE KOOPUCTUYECKME CTEPEOTHUNbI, FAe CaMblil NONYAAPHbIA LBET
MMeHHO 3Toro HebecHoro oTTeHka. M KpacaT ceityac Bce: 3a60pbl, NO3YHTU, KPbIWMK, KyNnona,
ABepu 1 T.n. B 3TOM npoekTe XYAOXHUKM KaK BCErfa CTaBAT CBOW MPOHMYHbIE BONPOCH 6e3
TEHU 3aUTPLIBAHUS C KOHBIOKTYPHLIMU KYJABTYPHBIMU LLEHHOCTAMU.

Onus CopokuHa

85




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”...

Elena Vorobieva

Yelena Vorobyeva & Viktor Vorobyev. Kazakhstan. Blue period. 2002-2005, color photo (more
than 100 color photo)

Enena Bopobresa, Bukmop Bopobses. Kazaxcman. lony6oi nepuod. ®omouHcmannayus
(601ee100 ysemHsix pomoepaguli)

86

A Contemporary Arhchive

Art from Central Asia.



AKTyanbHb# Apxus

WckyccTtBo UeHTpanbHoit A3uu.

KasaxctaH. lony6oit nepuog.

«CounanbHO-KONOPUCTUYECKUMUY OTHOLWEHUAMU Mbl 3aUHTEpecoBanuch B 2002
rogy,soBpemsanyTewectsuanotory Kazaxcrana. Kaky4yacTHUKM MeXAYHAPOJHOTO
npoekta «HewWwenkoBblii NyTb», Mbl 00bE3AMAM HECKONbKO MPOBUHLMUANBHbBIX
ropopos. Bropopge Tapase Ha 0A4HOM 13 CTapbiX aAMUHUCTPATUBHbLIX 3AaHUI HaWe
BHUMaHMe NPUBNEKNU [eKopaTUBHble Oapenbedbl ¢ U30b6paxeHUem rony6bix
3HameH. PaHblwe, oHW BbINK KpacHbIMU. OTKPOBEHHAs Mepekpacka COBETCKOrO
yKpaleHus Gpocanach B rnasa W, Kak Henb3s Jyylle, UANIOCTPUPOBaNa CMeHy
MCTOPUYECKNUX 3MOX.

KaHOHl/I3VIp0BaHHbIe KOMMYHUCTaMW TOCCUMBONBLI NnoABEPrnnCh TOTaNbHOM
«pecakpanusauumn». KpaCHbIVI LBeT, KAK OCHOBHOM NPU3HAK «KCOBETCKOro» 6bin
BbITECHEHHAaBCEMNOCTCOBETCKOM NPOCTPAHCTBE APYTUMUNPUBUNETUPOBAHHBIMU
uBeTamu.

KasaxctaHckuit ¢nar, nocne o6baBneHua pecnybanKoil HE3aBUCUMOCTH, CTan
rony6eiM. BepHee, UBET €10 MOXKHO Ha3BaTb N0-KAa3aXCKU - KKOK». ITUM CNOBOM
o603HayalT 1 rony6oi 1 3eneHblit uBeta. Kpome, Toro, «KOK» - 310 elte u Hebo,
«KOKTEMY» - BECHA, KKOKTey» - 3eIeHeTb U T.A. MHOro3HauyMTeNbHO CUMBONM3UPYSA
Mmaccy Beuwei - «bOoxecTBeHHble HeGeca» B TEHrPUAHCTBE, s3blYeCKoe
NpasfHOBaHWE BECHbI «HAypbi3», ronybble Kynona MCNaMCKUX MeyeTen,
MEYTY O HefOCTYMHbIX MOPCKMX MPOCTOPax, ronyboi LBET YCTPOUI MHOTUX W
BOWE/ B CO3HAHWE MAcCC, KaK NY4YWMUi, «NpaBunbHbiii» LBeT. OH cTan nwobum
HapofoOM, MHAYe, KaK MOXHO 06BACHUTL 3TO NMOBCEMECTHOE NepeKpalusaHue,
HanmoMMHalLWyo HaBA34YNUBYIO aeto. Bonpocos o KonopucTuke yxe He BO3HUKaeT
- @C/IN HYXHO, 4To-1M6O OKpPacuTb, BCErfa ecTb rOTOBOE pelWeHue — LBET
«Kok». Ceituac, 3To camas xoaoBas kpacka. Elo kpacat Bce: 3a6opbl, KNOCKHU,
CTEHbl, CKaMeliku, MoTuNbHble KpecTbl U T.4. Chepa npumMeHeHUA «rony6GU3HbLI»
WMPOKA, KaK caMa *u3Hb. 0O6bEKTbl «ronyboro nepuofa» HaxoasaTcs BCOAY
B CaMblX pa3HbIX MECTax M CTpPaHHbIX coyeTaHuax. Co3pgaerca owyueHue, 41o
XUBEWb BHYTPU «npoekTa», a (Tenb, KaK rMraHTCKoe 3KCNO3ULUOHHOE noJe,
AeMOHCTpUpyeT Habop aptedakToB. VMIMEHHO TaK BOCMPUHUMAKTCA Tenepb
«KYNbTYPHbIE» HACNOEHMsA, YTO HAKOMUIUCHL 3[4€Chb 3a BCE BPEMS OCBOEHUA ee
yenosekoMm. MatepuannsoBaHHas B LBeTe «rosybas MeyTa» o0 «BeYHOW BECHEY
pasnunace no Bceit Tepputopun KasaxcraHa, 06aBuB Halweil HEAPKOI CTENHO
nNpUpofe oNnTUMUCTUYECKOTO BiecKy.

B0O3MOXHO, TaKMM0BPa30M, COLMYM, KTOCKYA» 0 GbINON LLENOCTHOCTH, pearupyeTHa
HeCcTabUNbHOCTb M MOABMXHOCTb CUTYaL MK NepexofHoro BpemeHu. Ctpemnerme K
eANHEHMIO, NOACO3HATENbHO, PEaNn3yeTCs B BULE UAEHTUDUKALMOHHBIX 3HAKOB
— LBETOBbIX METOK, 0603HaYaloWmnX He TONbKO NPUHALNEKHOCTb K KOHKPETHOMY
co06WecTBY, HO U NPUYACTHOCTL K «B6OKECTBEHHOMYY, K BNACTH.

370, cBOErO POAa, obeper, NpUMEHAEMbIN «Ha BCAKMIA ciyyvaii»...

Enena Bopobbesa
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“Cynepmypad. umomupckuli epaHum”, 2004, pomokonnax (6 wmyk)

Erbossyn Meldibekov

Erbossyn Meldibekov is the only artist of Kazakhstan who man-
aged to exactly personify the character of an artist — Asian/bar-
barian.

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, actualization of mythology,
and straightforward presentation. In order to accomplish his
objectives, the artist manages to organically combine the rough
archaism of artistic gestures, such as sheep oblation, simulation
of the Asian execution, assault and battery, and refinement of
the new media - photo, video and digital technologies.

He presents the theme of Islam from the same position of a
myth about impossibility of anything sacred in the world of bar-
barians. He creates some virtual Asian state — Pastan, where all
of his characters exist: 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 under the sounds of the worst of the Kazakh
swear-words.

The last installation from this series “Pastan 6” depicts a typi-
cal Asian village cob (clay and straw) wall/room decorated by
the traditional slip glazed ceramic dishes. In the center are pic-
tures of Saparmurad Niyazov (president of Turkmenistan, who is
called Supermurad here); nuclear warheads and radars attached
to the backs of donkeys and camels, 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 by plant or-
nament) in the form of a Muslim prayer’s rug. In the center of
the suzane is a Kalashnikov submachine gun and its component
details with the name tags and assembling instructions.

Erbossyn himself says that he likes working with different mate-
rials and facts, combining everything to create his mythology.
He asserts that today is the “time of the Pharaohs”, i.e. abso-
lute monarchs, and that all ideological institutions, including
religion, are subjugated to the needs of this time.

Erbossyn Meldibekov is a permanent participant of various
international exhibitions, who always arouses his foreign col-
leagues’ interest in his works. He presents the western public
with the character of the “enemy from the East” as in the past
decade, while to those, who happen to be lucky to get to know
him better, he presents his kindness, passion for life, and talent
of a remarkable cook, who is fond of cooking and treating his
friends.

Yulia Sorokina
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WckyccTtBo UeHTpanbHoit A3uu.

Ep6oncoit Menbpubekos

Ep6onccbiH Menbaubekos — efUHCTBEHHbIN XYLOXHMK KazaxcTaHa,
KOTOPOMY YAaNoCb TOYHO BONIOTUTL 06pa3 Xy[oOXHMKaA-a3nara-
BapBapa.

Ep6onccelH, npefnoynTaeT 4eTko MO3ULMOHMPOBATL cebs, Kak
COBpPEMEHHbI KOYEBHWK, HacNefHUK HeOoOYy3AaHHbIX CTEMHbIX
nnemeH. lo3Tomy AnA ero TBOpYECTBA XapaKTepHbl KpahHAA
cTeneHb lecakpann3alunm BCero u Bca, akTyanusauua mudonorum
u nobosas KeCTKOCTb Nojauu. [ns AOCTUXKEHUs pe3ynbTaTa
XYLOXHUKY YAAETCA OPraHMYHO COBMECTUTb: rpybyio apxauky
XYLOXKECTBEHHbIX KECTOB, TAKUX Kak 3aKNaHWe 6apaHa, CUMYNALUSA
a3naTCKoOM Ka3HW, PYKONPWUKNAACTBO; U M3bICKAHHOCTb HOBBIX
menna — ¢oTo, BUAELO, LUPPOBLIX TEXHONOTUN.

Tema wucnama nopjaetca MM C 3TOW e no3uuuu muda o
HEBO3MOXHOCTU CBATOCTU B MuUpe BapBapoB. OH co3paeT Hekoe
BMpPTYaNbHOE a3naTckoe rocygapcTso [lacTaH, rae CywWwecTBy0T ero
repou: npectapenas napaBYaname U NapaHAXe U3 aMepUKAHCKOTO
cdnara; noau, npopjalolmecs B MeWKax, Kak puUC UAM MyKa; u
HaKOHeLl OH caM, 06pPOBONbLHO N36UBAEMbIN PYKON HEU3BECTHOTO
Noj 3BYKU CTpPalHeNWNX Ka3axCKUX pyraTenbCTs.

NocnepHas wuHcTannauua u3  3Ton  cepun  «lactaH  6»
LEMOHCTPUPYET, XapaKTepHYK ANA a3naTcKoro ayna, caMaHHyw
(rnuHa c conomoit) komHaty. CTeHbl KOMHaThl AEKOPUPOBaHbI
TPAAULUOHHBIMU NONUBHBIMU KEpaMUYECKUMU Bntogamu, LEHTpSI
KOTOpbIX YyKpaweHbl: ¢oTtorpadpuamm Canapmypaga HusAzoBa
(npesnpeHTa TypKMEHMCTaHa, KOTOPOTo Yy Hac HasblBawT
Cynepmypaa); ALEePHbIMW pPaKETHbIMW YCTAaHOBKAMU W pajapamu,
3aKpenneHHbIMW Ha ChNMHax 0ocnoB M BepbAIOAOB; a3uatoB C
nucTonetamu Bo pTy M T.n. lepep 3Toii cTeHOIi, Ha nony, B BUAe
MyCY/IbMAaHCKOTO MONMUTBEHHOFO KOBPUKA, MOCTENEHO Clo3aHe
(TpaguuMOHHbIA  y36eKkckuit  KOoBpUK-06eper, yKpawWeHHbli
pacTUTeNbHbIM  OPHaMeHTOM), ¢ M306paxeHWem aBTOMara
KanawHukoBa, ero pa3obpaHHbix feTaneil c ykasaHueM Ha3BaHUI
u nopapkom c6opKu.

Cam Ep6oncCCbiH FOBOPUT, YTO OH NOOUT PaboTaTh C Pa3UYHBIMKU
matepuanamum u GakTamu, cMewuBas BCe ANA CO3JaHUA CBOei
mudonorun. OH yTBepxpaeT, YTO cedyac HACTyNuIo «BpeMmA
®apaoHOoB», TO eCTb TNOJIHOBNACTHLIX MNpaBuUTeneM U Bce
Ueo0N0rMyecKne UHCTUTYTHl, U PEAUTUSA B TOM YUCSe, NOLYUHEHDI
HYXAaM 3TOr0 BpeMeHu.

fOnus CopokuHa

“lMacman-Yzon”, 2004 e., sudeo, 6 MuH

89




AnmaTuHCKMI pagukanbHbii nepdopmaHc 1990-x

1. Waii-3us. Opening Ceremony. 1990

2. Tpynna 3eneHsbiii TpeyronbHuK. Coxokerne. 1991

3. Pyctam XanbuH. OceHHue xecTbl rHeBa. 1996

4. Kanar W6parumos. Neue Kasachische Kunst. 1997

5. Kanar M6parumos. Mtuua Kopas. 1998

6. Cepreit Macnos. BocTok-geno ToHkoe.1998

7. Ep6ockiH Menuanbekos. A3uatckuit nneHHuk. 1998

8. [pynna yetbipex . Pacnenenanue. 1998

MepdopmaHchl, ocylecTsneHHble B 1990-e rofpl XyAoXHUKaMu Anmarbl, B TO BpeMsA CTONMULbI
KasaxctaHa, obpalwanuch, Kak NpaBuno, K pagukanbHbiM ectam. Wx uenbio 6Gbina Nomka
COBETCKWUX NPEACTaBNEHUN O JIETUTUMALIMN UCKYCCTBA, O MECTE U POJIN XYAOXHUKa B 0bLecTBe,
0 BbICTaBOYHOM penpe3eHTauuu. Co3gaHHele B nepuop passana Cosetckoro Coto3a, Bceobuero
Xaoca U MH(HOPMALMOHHOTO BaKyyMa 3T paboTbl NPOrpamMMHO NOPOXAANM CUTYaLUN AeCTPYKLMUK,
NpOBOKALUM U PUCKA, HAPYLWeHUs NOBELEHYECKUX U MOPaANbHbIX HOPMATUBOB. TaK, UCMbITbIBasA
Ha NPOYHOCTb OCHOBHbIE NapaMeTpbl GEHOMEHA UCKYCCTBA, XYA0XKHWUKN 330NN OCHOBbI HOBOM
XYLOXECTBEHHOMN CLEHbI.

pynna «Kei3bin Tpaktop». YumkeHT (HOxHbIA KasaxcTaH). NepdopmaHcs
1999-2003

1. Monaakyn HapeimbeTtos, Cmaun basnues, Cang Atabekos. Mmetouwme npaso. 1999

2. Monpakyn Hapeimbetos, Apbictad Lllan6aes, Butanuit Cumakos, Caug ArtaGekos. MamsTu
Marucca. 2000

3. Mongakyn Hapeimbetos, CMaun basnues, Butanuit Cumakos, Cang Atrabekos.Cepusi MUHU -
nepcgopmancos «Mugonorum Krax». 2000

4., Canp Atabekos. OCTOpOXHO, NPOTUBONEXOTHbIE MUHbI. 2001

5. Cmaun basnwues. MNtuua Cemypr. 2002

6. Cang Arabekos. HeoHoBblit pait. 2003

B 0TiMuMeE OT a/IMATUHCKUX XYA0KHUKOB, KYTUBUPOBABILMX XKECTbl AECTPYKLMUM, NepdhopMaHChI
rpynnsl «Kbi3bin TpakTopy, CnefoBanu 3afayaMm PEKOHCTPYKUMU. YUMKEHTCKUME XYLOMHMKM
OTKpbIBAIOT Ans cebf MWUp apxauku, poucnamckoe npownoe KasaxcraHa, KOTOpoe OHU
NPOTUBOMOCTABAAOT  KNAaccuuuupyloemy odULMANnbHOMY — WUCKYCCTBY.  TpaguuMOHHbIE
3TUYECKME LEeHHOCTM (HOMagu3M Kak cnoco® CyliecTBOBAHWA, KOMEKTUBU3M Kak CPeAcTBO
BbIKMBAHUA, UMNPOBU3aLIMsA KAk METOZ TBOPYECTBA) NePEBOAATCS MU B KaTErOPUM 3CTETUYECKUE
nocpeacTBoM 06palleHns K peasbHbiM GbITOBbIM CLE€HAM, MECTHBIM MU(OOTMAM U pUTyanam,
MCMNONb30BAHWA TUMUYHBIX ANA PEruoHa MaTepuanoB — KOXW, fepeBa, Boinoka. Crpaterus
rpynnbl — MHTYUTUBHOE CNef0BaHME UAEe CAUTHOCTH UCKYCCTBA M XU3HU, OTPULLAHME TPAANLMM
XYLOXECTBEHHOTO NpodeccmoHanmsma.
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Bupeo KaparaHga-PyaHbiii (CeBepHbiit KasaxctaH). 2001-2004

1. Anekcangp Maneraxpapos Nocugenku. 2001

2. Ankcanpp Manbraxpgapos. ¥Ytpo. 2002

3. Harawa fiio. Fight. 2001

4. Harawa [lio. A1 nio6nto Haomu, Haomu nio6ut dpykrsl. 2001
5. NlaHa Wepnosckas. Mupy mup. 2001

6. Banepuii Kanues. [lo gHa. 2001

7. Banepuii Kanues. Mouemy Jlenun? 2004

8. Anna npuk n OkcaHa Waranosa. Ama. 2004

OTnnyuTenbHasn yepta HeGonbLUoro XYAOXKECTBEHHOIO COO6LI.|,ECTBa CEBepHOFO Kasaxctana —
YyBCTBO HOMOpPA, MOJIOAOCTb aBTOPOB U UCNOJIb30BaHUE BbICOKUX TexHonoruin. OCHOBHO MOTUB
— «ManeHbKU» YeNnoBeK, NOKa3aHHbIN B 6bITOBbIX, HO HEOPAWHAPHbIX CUTYyaLUaX. B nx pa60Tax
He3aTennmBble CLEHKMY, Ha6J'IIO,U,eHI/I$I, 3apUCOBKKU CKnapbiBaldTCA B o6w,y|o XapPaKTEPUCTUKY
XKNU3HU NPOBUHLKNANBHOTO WaXTepPCKOro ropofa, TMNUYHOMO ANiA CEBEPHBIX ob6nacreit KazaxcraHa.
OTopBaHHOCTb oT 6yprIX NoNNUTUYECKUX npoueccos, nponcxopAawnx B8 OCHOBHOM, Ha Hre CTpaHbl,
KOMNEHCUPYeTCAa NOYTU HAPKOTUYECKUM NPUCTPaCcTUEM K mMobGanbHbIM VIHCbOpMaLl,VIOHHbIM ceTamMm,
npun conocTtaBJieHUn C KOHTpaCTVIp_\/IOLI.l,eVI peanbHOCTbIO AaloWKUM nuuy [na pa3MbILIJJ'IEHI/Il7I.
BE3D,EHG)KI>E, 6e3pa60TMua W NpOBUHLUKNANIbHAA CKYKa MLIWYT BbIXO[ B CO3AaHUU UNNO30PHOro
MUpa N KOHUENTYaNbHO-NPUCTAJIbHOM BHUMAHUU K ObLITOBLIM MENoYaM.

Bupeo Anmatbl-YumKeHT . 1994-2004

1. Wait 3us. AHTnbyTa. 1994

2. Pyctam XanbuH u Penat Kocaii. Jlanawacdtel Tena. 1999

3. Epbocbit Menungubekos. Mon Mot. 2000

4. 3utta CyntaHbaesa u A6nukum Akmynnaes.Meaua aiitbic. 2001

5. Makcum u Banepwuii 3agapHoBckue. buotyanet. 2003

6. AnekcaHap bakaHoB u AHHa T[letyxoBa. Mopo3 wu conHue u CoepnHeHHble LlTaTkl
Amepunkn.2003

7. AnekcaHpp Yrait u PomaH Mackanes. Ckop6swue.2003

8. Anmarynb MeHnubaesa Ana. 2003

9. Canp Atrabekos. Hoes koBuer.2004

Ha tOre KasaxctaHa BMAeoapT — [OCTAaTOYHO Pa3BUTHIA BUA WCKYCCTBA, OGnajatownii
MHOro06pasneM TeMaTUK WU 3CTETUYECKUX NNathopM. [JoKYMEHTannu3M, POMAHTU3M, UCTOPU3M,
AEKOPATUBWU3M — HanpaBNeHus, B KOTOPbIX PaboTaloT [AOBOMLHO 6ONbLWIOE KOANYECTBO
XYAOXHUKOB CaMblX pa3HbIx reHepauunii. OfHa U3 caMbiX CUNIbHBIX TEHAEHLMWI XY[0XKECTBEHHOTO
UCCNeAoBaHUA — COLMANbHAA AHTPOMONOrMs, PAaCcCMATPMUBAIOWAsA HOBOTO YeNoBEKa HOBOI
CTPaHbl C CaMblX PA3NIMYHBIX TOYEK 3PEHUs MOCPEACTBOM WCMOMb30BAHUA CaMbIX Pa3NUYHbIX
XY[A0XKECTBEHHbIX A3bIKOB, YTO, B NPUHLMME, €CTECTBEHHO ANA CTPaHbl, U3BECTHO CBOEN MHOTO
KOH(ECCMOHANbHOCTbIO, MHOTOHALMOHANBHOCTbIO, MHOFOYKNAAHOCTBIO U ABASIOWENCS, N0 CYTH,
HOBbIM 3KCNEPUMEHTANIbHBIM MONIMFOHOM, Ha KOTOPOM WUCMbITLIBAKOTCS BAUSHUS — U KYJBTYPHbIE B
ToMm yucne - CLIA, Kutas n Poccuu.
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Svetlana Gorshenina

Art of Uzbekistan of the 1920 — 1950s:
Relativism in Evaluations of Russian Avant-
garde Orientalization

Appealing to the heritage of Uzbekistan artists of the 1920s
to 1950s, you can synonymously find yourself in the sphere of
extreme relativism, offering total contradictory evaluations of
this phenomenon. Colonial artists? Orientalists looking for ex-
otics? Avant-gardists rebuilding the world according to the laws
of art? Propagandists of arising social realism? “Hangers-on of
bourgeois culture” and formalists? Heroes or victims of the re-
gime? Leaving aside the heritage of artistic critics constantly
reflecting the ruling ideology, let’s try to analyze this phenom-
enon based on some of these suggested reasons.

Alexander Nikolaev (Usto-Mumin), “Friendship. Love. Eternity”, 1928
AnexcaHop Hukonaes (Ycmo-Mymun), «/[ipyx6a. Jlio6oss. BeyHocme»

Colonial Artists

After the revolution, the formula “Russia-mother country -
Turkistan-colony”, derivative of the classic scheme of the Eu-
ropean imperialism, was generally adopted both in Europe and
in Russia. Despite the peculiarities of the Russian imperial doc-
trine, supported in the beginning of the 20th century, the idea
of non-conquest but of return to the origins was transformed in
the 1920s by a mythologem on two levels.

Before the revolution, in accordance with the early Bolshevik’s
doctrine, Russia was considered only as “a prison for peoples”
and Turkistan as “a colony of Russian imperialism”, thanks to
the efforts of M.N. Pokrovsky and P.G. Galuzo. Meanwhile, the
period after 1917 was seen as an epoch marked by voluntary
union of liberated people preparing for world revolution. The
1930s brought a different understanding of the imperialistic
formula. The idea of colonial conquest irrevocably disappeared
from the lexicon of historians and the idea of “peaceful annexa-
tion of the Central Asia peoples to Russia” replaced it. The pro-
gram directive for construction of the socialism in a “separately
taken country” was rebuilt by that time into republics according
to the national territorial principle (1924-1936). Such non-co-
lonial understanding of Turkistan history completely excluded
the evaluation of Uzbekistan by the first generation of soviet
artists as colonial. At the same time, with the exception of U.
Tansykbaev and B. Nurali, they all formally belonged to, using
the term of the epoch, “greater Russians” (Russophile move-
ment). Whether a native of Turkistan, voluntarily immigrated
to Turkistan, by mandate of Turkistan Central Executive Com-
mittee for “development of the culture and art”, in the frames
of an administrative punishment or in order to avoid it, they,
without doubt, considered themselves as bearers of a higher
culture. It was necessary to bring this culture to “barbers” who
had lost the principles of the imitative art. Correlation domi-
nating-dominate, which is typical for the mother-country-colo-
ny system, remained in the frames of rustification-sovietization
of mind and in the forms of education of the eastern outskirts
local population. Moreover, the distribution of artistic forces
in the “Soviet East” was also run under the colonial centripetal
scheme. Tashkent, the capital of Turkistan; general-governor’s
province, was playing the role of the main center for the Central
Asia Artistic life over a long period of time.

Orientalists Looking for Exotics?

In comparison with the first generation of Russian artists,
linked to the Turkistan of 1910s to 1960s, when the real discov-
ery of the Central Asia by Russia and Europe took place, the art-
ists of post-revolution decades were not originally looking for
exotics, in the proper sense of the word. Received legacy, in the
form of ethnographic-mode of life describing works and in the
form of politics associated illustrations of Russian conquest,
did not inspire for such researches because of the bleakness of
already created images of Turkistan and the radical change of
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vision in political history. At the same time, the pivot of the
epoch was not the romantic interpretations of the distant world,
from the cultural point of view, nor the cultivation of Eastern
art traditions (in essence, the creation of classic orientalist di-
chotomy of West and East of the familiar strange world), but
the creation of a new world according to the principles of the
Bolshevik’s utopia with an active participation of the new art.
Ethnographic “pacifism” of the 19th century vacated the place
for the militant avant-garde.

Avant-gardists

Uzbekistan artists of the 1920s and 1930s came to Central Asia
from Moscow, Leningrad, Kiev and Siberia. These avant-gardists
were of the “second recruitment”. Still students, these artists
passed on the temptation of different formalist passions from
Malevich to Konchalovsky. Without having had the necessity to
break off with the precedent experience of the world of art (this
was already done by their masters) and having found themselves
in the absence of art in the Muslim outskirts of the empire, they
perceived themselves as “culturtreggers”. They did not choose
the way of non-subjectivity but they did give preference to the
recognizable images of the world. The slight loss of original
radicalism of the Russian avant-garde, in the conditions of pe-
culiar exotics of East Turkistan, artists chose the creation of a
new, bipolar context offering oriental environment and peculiar
traditions of the traditional decorative art as their most impor-
tant priority. The development of the Central Asia avant-garde
(which had gone on the way of orientalization) flowed into two
principal directions, despite the presence of numbers artistic
groups, often oppositional in principles (mutually excluding
AHRR and “Masters of New East” in particular). At the same time
when A. Volkov, N. Kashina, I. Mazel, V. Ufimtsev, N. Karakhan,
and others were trying to create new interpretations of eastern
material and the help of imitative principles, the newest Rus-
sian-European art was born (constructivism, decorativism, and
primitivism). A. Nikolaev (Usto-Mumin), A. Isupov, 0. Mizgireva
and B. Nurali were trying to synthesize the methods of eastern
art, mostly miniatures with largely understandable European
tradition including the Russian icon, Italian Renaissance, and
European avant-garde of the 20th century.

Propagandists of Arising Social Realism

Russian avant-gardists, pretending to change the bases of the
world, imported the revolution to the eastern frontier areas of
the soviet empire. They could not stand against the temptation
of not only reproduction of desirable transformations of the
East, but also of an active participation in all political actions
of new authorities. While preserving the eastern environment
of the “place of action”, otherwise architectural frames, land-
scapes, traditional costumes and ethnical types on one hand
and strongly decorative character of the painting on another
hand, Central Asian orientalists changed the “action”, to “new
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life of the Soviet East” where they were already active and per-
forming people. As a result, the avant-gardists became more
and more “orientalized” and transformed into social realists.
The transition was relatively painless because the avant-garde
and the social realism worked under the sign of utopia. At first
it was transcendent of the “world in general”, next, which was
the reflection of the final but not existing yet, was the result of
the communist reforms which had only begun yesterday. From
the institutional point of view, centralized with precisely de-
termined regulations, unions of writers and artists (1934-1957)
and the Academy of Arts (1947) came to change the artistic
groups.

“Bourgeois” Formalists

Stalinization of the Soviet culture (1920-1940s) was reflected
differently in the creative work of Central Asian avant-garde
representatives. Some of them were repressed during Stalin’s
cleanings of the late 30s (M. Murzin, A. Nikolaev and others).
However, the majority resignedly passed to stereotype principles
of the socialistic realism, circumventing by all possible means,
to be announced as “formalists”. Only certain artists looking for
new “socialistic” topics began developing different imitative
stylistics close to the researches of the Mexican monumental-
ists of D. Rivera circle (A. Volkov, N. Karakhan and others). At
the same time, the official aesthetic doctrine of “people” and
of “national in form and socialistic in contents art”, was de-
veloped together with the basic idea of the Soviet propaganda
about the great historical past of the Central Asian people (from
the beginning of the 1940s) and assisted in support of interest
to the folklore side of the people’s art and consequently to its
oreintalistic interpretations. Orientalism, though with reserve,
received an opportunity of development inside the socialistic
realism and for Uzbekistan artists, among whom by that time
were already national cadres (C. Akharov), in essence, became
the only possible way of self-actualization.

Thus, extreme relativism of the analysis of Uzbekistan art of
the 1920-1950s, reflects the complexity of this phenomenon,
in which each of the abovementioned aspects reconstructs, in
dialectical sequence, the stages of orientalization of Russian-
Soviet art, which pretended to serve and, at some extent, had
served as a conductor of the European culture to the Central
Asian world.



CBetnaHa lopweHuHa.

WckycctBo Y36ekuctana 1920-1950-x roaos:
penfTUBU3M B OLEHKAX OpMeHTann3auum
pPYyCCKOTO aBaHrapaa.

O6pawasch K Hacneauio XyaoXHWKoB Y3bekuctaHa 1920-1950
rogoB, OfHO3HA4YHO Nonajaelwb B chepy KpalHero pensiTUBU3MA,
npepnaraiolWero guameTpanbHo NPOTUBOMONOXHbIE OLEHKMN 3TOTO
aneHunn. KonoHnanbHble XyLoXHUKU? OpUEHTANUCTLl — UCKATeNu
3K30TUKM? ABaAHrapgucTbl, nepecrtauBaloline MUp N0 3aKOHaM
uckycctea? [lponaraHauCThl Hapoxpatouerocs coupeanusmar
«MpuxBoCTHU GypxKya3HOW KyNbTypbi» U hopmanucTel? fepon unu
XepTBbl pexxuma? 0cTaBnsAs B CTOPOHE HAaCNeAne XYA0XKEeCTBEHHOM
KPUTUKMW, KOHCTAHTHO OTpaXkaBLeil roCNOACTBYIOWYIO MAEONOTUIO,
nonbITaeMcs NPoOaHanu3npoBaTh JaHHbIA GEHOMEH, OTTaNKMBAACH
OT HEKOTOPbIX U3 MPEefIOKEHHbIX NOCbINOK.

KonoHuanbHbie XYAOXHUKU.

Mocne pesontounn dpopmyna Poccua-merpononua — TypkecTaH-
KONOHMA, NPOM3BOAHAA KNacCUYeCKOW CxeMbl €eBpONeicKoro
uMnepuanusma, obuwenpuHaTas kak B Eespone, Tak u B Poccuu,
HecMOTps Ha O0COOEHHOCTM PYCCKOW MMMNEpPCKOW [OKTPUHBI,

Alexander Volkov, “Caravan”, 1920 s.
AnekcaHop Bonkos, «KapasaHn», 1920-e 200bl.

myccupoBaBlwen c Hayana XX Beka MAe He 3aBoeBaHuUA, a
BO3BpalleHWA K NepBOUCTOKAM, TpaHchopmupyetcs B 1920-e
roabl B Mucdonoremy AByx ypoBHeil. Ycunuamu uctopukos (M.
H. Mokposckuit, M. T. Tany3o) popesonwouuoHHas Poccus B
COOTBETCTBUM C PaHHEN 6GONbWEBUCTCKON AOKTPUHON BUAMUTCA
TONbKO KaK «TlOpbMa HapofoB», a TypKecTaH KaK «KONOHMUSA
pycckoro umnepuanusma». B To Bpems Kak nepuop nocne
1917 ropa BOCNPUHMMAETCA KaK 3M0xa, O3HaMeHOBaHHasA
A06POBO/NILHBIM CO030M OCBOBOXKAEHHBIX HAPOAOB, FOTOBALLMUX
mMupoByto pesositounio. 1930-e rogbl NPUBHECN MHOE NPOYTEHUE
MMNepuanucTuyeckon GopMynbl: UAes KONOHUANbHbIX 3aXBaToB
6ecnoBOpOTHO MCYe3aeT U3 eKCMKOHA UCTOPUKOB, eil Ha CMeHy
NPpUXOLNUT MAEA O KMUPHOM npucoesuHeHun Hapopos CpepgHeir
A3un k Poccuu», nepecTpoeHHo K 3TOMY BpeMeHU B pecnybamnku
no HauuMOHaNnbHO-TEppUTOpUanbHoMy npuHuuny (1924-1936
rr.). W nporpaMmmHas ycTaHOBKa Ha CTPOMUTENbCTBO COLMANMU3Ma
B «OTAENbHO B3ATOW cTpaHe». [lofo6GHOe BHEKONOHMaNbHOE
npouyteHue uctopumn TypKkecTaHa 0JHO3HAYHO UCKIOYANO0 OLEHKY
NnepBOro NOKOJEHUA COBETCKUX XYAOXKHUKOB Y3bekucTaHa Kak
KonoHWanbHbIX. BmecTe ¢ Tem, 3a ucknioyenuem Y. TaHcbikbaeBa
u b. Hypanu, oHu Bce dopmanbHO NpuHagnexanu, Mcnonb3ys
TEPMUH 3N0XU, K «Beaumkopoccam». PopguBwuce B TypkecTaHe
WA npuexas ctofa no cobcTeeHHoi sone, maHaaty TyplUNKa ans
«Pa3BUTUA KYNbTYPbl U UCKYCCTBA», B paMKax aAMUHUCTPATUBHOTO
HaKasaHua MU C Lenblo U36exaTb TaKOBOro, OHW, BHE BCAKOrO
COMHEeHUs, u4yBcTBOBaNM cebsa HocuTensamum 6Gonee BbICOKOM
KYNbTYpbl, KOTOPYIO HEOO6XOAMMO GbIIO AOHECTU [0 KTY3EMUEBY,
yTpaTUBLWMKX NPUHLUMbI “306pa3nTeNbHOro MCKycCcTBa.
CooTHOWeEHME AOMUHUPYIOWMIA - NOLYUHEHHBIN, XapaKTepHoe
ANA  CUCTeMbl MeTPONONIMA-KONOHWUA, COXPAaHANOCL B paMKax
pycubuKaumm u coBeTM3auuu Co3HaHus W GhopMm obydyeHus
MECTHOMO HaceNeHUA BOCTOYHbIX OKPauH.

Momumo 3TOrO, pacnpepeneHue XYAOKECTBEHHbIX CUN  Ha
«COBETCKOM BoCTOKe» TaKXe yKNajblBanoCb B KONOHUAbHYIO
LEHTPOCTPEMUTENbHYI0 CXemy: TAlKEHT, CTONULA TYPKECTAHCKOTO
reHepan-rybepHaTopcTea, ele AOAro coxpaHsn 3a coboit ponb
OCHOBHOTO LEHTPA CPEAHEA3NaTCKON XY[OKECTBEHHOM KU3HU.

Opueuranucnl = UCKaTesNlIn 3K30TUKHU.

Mo CpaBHEHUIO C NepBbIMW NOKONIEHUAMU PYCCKUX XYAOXHUKOB,
cBA3aHHbIX ¢ TypkecTtaHom 1860-1910 rogos, Korga COCTOANOCH
nognuHHoe oTkpeitue CpepgHeir Asum Poccuein u Esponoi,
XYAOXKHUKW NOCNEPEBONIOLUOHHBIX AECATUNETUI W3HAYaNbHO
He O6bUIM MCKATeNAMU 3K30TMKM B COOBCTBEHHOM CMbiChe
cnosa. [onyyeHHoe Hacnepane - u B BUAe 3THorpaduyecku-
OblTonucatensckux pabotr, M B GopMe NONUTU3UPOBAHHLIX
UNNIOCTPaUUA POCCMIACKOrO 3aBOEBaHUA — He BAOXHOBAANO K
nofoGHbIM MOUCKAM MO MpPUYMHE BNEKNOCTU yY¥Ke CO34aHHOro
obpasa TypkecTaHa M PpafWKaNbLHOrO W3MEHEHWUs BUAEHUA
NONUTUYECKOW ucrtopuun. Tomumo 3T0ro, CTepXHeM 3n0oxu 6bIJ'Il/I
He pOMaHTUYeCKne uMHTepnpetauun OTAANIEHHOrO0 B KYyNbTYpHOM
OTHOWEHUN MUpa U He KynbTUBUPOBAHUE Tpap,uu,wﬁ BOCTOYHOTO
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uckycctea (To ecTb, MO CYTM — CO3AaHUE KIACCUYeCKOi
OpMeHTaNnCcTCcKoi puxotomun 3anapa u Boctoka, mupa csoero
M 4yXOro), a CO3AaHWe HOBOTO MUpa COMNACHO neKanam
0ONblWEBUCTCKON yTONUM MNPU  aAKTUBHOM y4aCTUU HOBOTO
uckyccTea. JTHorpaduyeckuin «naundusm» XIX Beka ycTynun
MeCTO BOMHCTBYIOWEMY aBaHrapay.

ABaHrapaucrsl.

Y3bekucraHckme xynoxHuku 1920-1930-x rogos, npuexasluine B
CpeaHtoto A3uio u3 MockBsel, JleHuHrpapa, Kuesa u Cubupu, 6eiu
aBaHrapguMcTamMu «BTOPOro NpuU3biBa», KoTopble, Oyayun ewe
cTyfeHTamu, Mpownu nckyc pazHoobpasHbix HopManuCTUYECKUX
yBneyeHuin ot Manesuya po KoHuyanosckoro. He 6Oyayuu
nocTaBNeHbl nepej HeoOXOAMMOCTbIO paspbiBa C NMPeAbIgYWUM
ONbITOM MUPOBO XXMBONKUCH (3TO YXKE BbINO CAENAHO UX M3ITPAMK)
M OKasaBWWUCb B CUTyaLuu OTCYTCTBMA U300pasuTeNbHOro
MCKYCCTBA HA MYCYIbMAHCKON OKpauHe MMMNEpUN OHW, YyBCTBYA
cebs KynbTypTperepamu, u3bpanu He nyTb GecnpeamMeTHUYECTBa,
HO OTAaNu NpepfnoyYTeHUE y3HABAaeMoMmy M306paxKeHuio mupa.
lNoppacTepsas nepBoHavYanbHbIN pagMKanu3m pycCKoro aBaHrapaa
B YCNOBUAX CBOEOOpA3HOW 3K30TUKW TypKecTaHckoro BocToka,
XYAOXHWUKW  M30panu BaXHEWWWUM NPUOPUTETOM CO3JaHUe
HOBOW, OMNONAPHON XY[OXECTBEHHOW CUCTEMbl, y4uTbiBatOLWeEN
(YHKLUMOHMPOBAHNE aBaHrapfHOro MCKYCCTBA B BOCTOYHOM
KOHTEKCTe, npeanaraslleM «OPUEHTANbHbLIA»  aHTypax u
cBoeobpasHble TpaguLmum TPaAMLMOHHO-AEKOPATUBHOTO
McKyccTaa.

PasButue cpepHeasnatckoro aBaHrappa, nowepwero no nytu
OpMeHTanu3auuu, NpoTeKano B ABYX OCHOBHbIX HaMpaBleHUSAX,
HeCMOTPsA HaHaMYMe MHOTOYNCIEHHbIX, HEPEAKO ONMO3NLUOHHbIX
no npuHuunam, XyaoXXeCTBEHHbIX FPpynnnupoBOK (B YaCTHOCTH,
B3aumouncknwyawwme AXPP n «Mactepa Hosoro BocToka»). A.
Bonkos, H. Kawwuna, W. Mazens, B. Ydumues, H. KapaxaH n gp.
nNpo60oBanMCcnoMoLbio MU306Pa3UTENbHBIX TPUHLLUNOB, POXKAEHHbIX
HOBEW MM PYCCKO-EBPONENCKUM UCKYCCTBOM (KOHCTPYKTUBU3M,
[NEeKOopaTuBU3M U I'IpI/IMVITI/IBI/I3M) CO034aTb HOBble UHTepnpeTauuun
BOCTOYHOro matepuana. A. Hukonaes (Ycto-Mymun), A. Ucynos,
0. Musrupesa u b. Hypanu nbiTanucb cCMHTE3MpoBaTb NpuUEMB
BOCTOYHOW Xusonucwm, npeMMmylecTBeHHO MWHKATIOPBbI, C
WWPOKO MOHWMAeMoOl eBponeicKoi Tpaguuueir, BKAYalowen
B Ce0A WCKYCCTBO PYCCKOW MKOHBI, MTanbAHCKOro PeHeccaHca u
eBponenckKoro asaHrappa XX seka.

MponaraHAUCTbLI HAPOXKAAWIWErOCA CoLpeanusma.

Pycckuit aBaHrapa, npeTeHAyloOWUi U3MEHUTb OCHOBBLI MUP3,
MMMNOPTUPYS pPEBONIOLUIO HA BOCTOYHbIE OKpaWHbI COBETCKOI
UMNepuu, He MOr ycToATb nepej co6Na3HOM He TONbKO
BOCNPOU3BELEHUA IKenaeMblx TpaHchopmauuii BocToka, HoO
M aKTMBHOrO y4yacTUs BO BCEX MNONUTUYECKUX aAKLUAX HOBOIA
Bnactu. CoxpaHAs BOCTOYHLIN aHTypax “mecta peicteus”, To
eCTb apXWUTeKTypHOe obpamneHue, nen3axu, TPAAULUOHHbIE
KOCTIOMbl M 3THUYECKWUE TUMbI, C OLHON CTOPOHbI, U NOLYEPKHYTO
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LeKOpPaTUBHBIN XapaKTep XWUBOMUCK C APYroil, cpefHeasnaTckue
OPMEHTANUCTbl U3MeHUNU “peilcTBME”, CKOHLEHTPUPOBWMUCL Ha
usobpaxeHun “Hosoit xu3Hm CoseTckoro BocToka”, rge oHM
camMu ObINKN yIKE aKTUBHBLIMU [EACTBYIOWMM TULAMU.

B pe3ynbTaTe Yero, mMpakTUYeCKW He3aMeTHO [A caMux cebs
aBaHrapgucTel Bce Gonee u 6Gonee “opueHTanusmpysacs”,
npeBpaTUaAUCL B coupeanuctoB. [llepexod 6biN OTHOCMTENbHO
6e360ne3HeH, M6O M aBaHrapA v coLupeanusm TBOPUAM NOL 3HAKOM
YyTOMWUMW: ANS NEPBbIX 3TO 6bIJI0 TPAHCLLEHAEHTHOE Npeobpa3oBaHue
“mupa Boob6wWwe”, ans BTOpbIX — OTOGpaxeHue KOHEYHOro,
elye He CyWecTBYWWeEro, pesynbrata TONbKO BYepa HayaTblX
KOMMYHUCTMYECKUX npeobpa3oBaHuit. C WMHCTUTYLUMOHANbHOI
TOYKM 3peHWs, Ha CMEeHY XYAOXECTBEHHbIM TpynnMpoBKaM
NPUXOAAT LEHTPaNU3UPOBaHHbIe, C YETKO OnpefeneHHbIMU
yctaBamu, Coto3bl nucateneit u xyaoxHukos (1934-1957 rr.) u
Akapemuns xypoxects (1947).

Alexander Volkov, “Going of brigade out to field”, 1930 s.
AnekcaHop Bonkos, «Bbixod 6puzadsi 8 none», 1930-e 200sI.




«bypxyasHbie» opmanuncrel.

CranuHu3auma coBeTCcKoOi KynbTypbl (koHely 1920-1940-e
rr.) no-pasHoMmy oOTpa3unace B TBOPYECTBe NpeAcTaBuTeneil
CpefHea3naTckoro aBaHrapfa, HeKoTopble M3  KOTOPbIX
0Ka3anucb penpeccMpoBaHHbIMU B XOAe CTaNUHCKUX YUCTOK
koHua 30-x rogos (M. Kyp3uH, A. Hukonaes u gap.). OpHako
60/bWNHCTBO 6E3PONOTHO NEPeLiO K CTEPEOTUNHBIM MPUHLMNAM
COLMANUCTUYECKOro peanusma, usberas ObITb 0O6BABAEHHBIMU
«hopmanuctamuy». M nuwb oTAeNbHbIe XYAOXHWUKW B NOUCKax
HOBBIX “couManucTuyeckux” Tem cTanu paspabartbiBaTb UHYIO
N306pasuTeNbHYIO CTUANCTUKY, GNIU3KYI0O NONCKAM MEKCUKAHCKUX
MOHyMeHTanuctoB kpyra [i. Pusepsl (A. Bonkos, H. KapaxaH
n o ap.). TNpu 3ToM oduunanbHas 3cTeTUYeckas [OKTPUHA
“HapopHocTM” W “McKyccTBa HauuoHanbHoro no dopme u
COLMANUCTUYECKOTO NO COAEpPXaHU”, pa3BMBaBLIAACA BKyne C
6a30Boil MAeeit COBETCKOM NponaraHfbl 0 BEIMKOM UCTOPUYECKOM
npownom cpefHeasnatckux Haponos (c Hayana 1940-x ropos),
cnoco6cTBOBana NofAepxKe HTepeca K hoNbKNOPHON CTOpPOHe

HAapoAHOro UCKYyCcCTBa U cnefoBaTesibHO K €ro OPUeHTaNUCTCKNUM
MHTEpNpeTauunam. OpMEHTaJ'IM3M, XOTb U C OrOBOPKamu, nony4vun

BO3MOXHOCTb Pa3BUTUA BHYTPU COLMUANUCTUYECKOro peanusma
N ANA y36eKCKUX XYAOXKHWUKOB, CPEAN KOTOPHIX K 3TOMY BPEMEHH
yXe MofABUAUCHL HauwoHanbHble kaapsl (Y. AxpapoB), mo cyTu,
CTan eAMHCTBEHHO BO3MOXHbIM NYTEM CaMOBbIPAXEHUS.

Takum o06pasoMm, KpaiHWIl pensaTUBM3M aHanM3a MWCKYCCTBa
Y3b6ekucrtaHa 1920-1950 rr. oTpa)kaeT CHOXKHOCTb 3TOro
ABJNIEHMA, BNIUCLIBAIOLErOCA B NOHATUE OPUEHTANN3Ma, B KOTOPOM
KaXAbll U3 MpUBEAEHHbLIX Bbille acCNeKTOB PEeKOHCTpyupyeT B
ANaneKTM4yeCKON MocnefoBaTeNbHOCTM 3Tanbl OpUEHTanMU3auuu
PYCCKO-COBETCKOr0 MCKYCCTBA, MPeTEHJ0BABIIEr0 CAYXUTb, U B
onpejeneHHON Mepe CNYXKWBLWEro, NPOBOAHWUKOM e€BpONeiCcKoi
KynbTypbl B CPeAHea3snaTtckom mupe.

Pavel Benkov, “Proclamation of the
Uzbek Soviet Socialist Republic” end of
1920 s.

llasen beHbkos, «[lposo3zanaweHue
Y3CCP» Kowney 1920-x 20008.
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Boris Chukhovich

Art of Uzbekistan in the second half of the
20-th century - beginning of the 21 century
Metissage as a real purpose of utopian project

In 1960s, the matrix of global unification, laid by Bolsheviks in
the project of “new East”, generated many patterns of artistic
metissage, in which mixing different aesthetic “ingredients”
did not blend them together and made homogeneous, but pre-
served their authenticity and specific “taste”. As an example,
the most known work of the Uzbek architecture of that time
— “Panoramic” cinema theatre by Sergo Sutiagin - was a com-
bination of two volumes: transparent foyer made in minimalist
Bauhaus style and monolithic auditorium resembling the cross-
cut fragment of Doric column. The composition was frequently
interpreted as fusion of the «open western» and the «closed
eastern» elements. The project in the center of Tashkent has
also become a significant symbol of metissage. Intended to be
located around the Central Park, which reminded of a utopian
city-garden, the ensemble would join two parts: regular «Eu-
ropean» and picturesque «oriental». Claiming to universality,
this structure was open for external cultural injections. For in-
stance, the replica of the Niemeyer’s Brazilian utopia was built
at the central square of Tashkent in 1970s.

The generation of Uzbekistan artists of 1970s - Bakhodyr
Djalalov, Djavlon Umarbekov, Gayrat Baymatov, later Vyacheslav
Akhunov, Sergey Alibekov, Alexander Razin — demonstrates the
capacity of freely moving on both sides of the orientalist-eu-
ropeist mirror, just like Carroll’s Alice. Heterogeneity and mu-
tations of their identity are distinctly expressed at the visual
level. As an example, we could refer to the combination of the
radical figurativism inspired by the classics of the 17-th centu-
ry and of the abstract painting associated with either the “aca-
demic avant-garde” of the West, or with geometric art of the
Islamic world. Ambiguity and flexibility of association make it
possible for the artists with utterly different approaches to use
this principle: Bakhodyr Djalalov, who has created many works
ordered by Uzbek authorities and Vyacheslav Akhunov, who has
always been in opposition to the officials.

Official art and the appearance of underground

The relative lenience of the official aesthetic norms toward the
periphery of the Soviet State left room for formal experimen-
tation. Those, who did not want to follow the official direc-
tion, limited to the socialistic realism, had an opportunity to
lean toward either the abstract painting (Yuri Taldykin, Vladimir
Burmakin) or the hyperrealism (Garry Zilberman). With the only
condition though... these “deviations” must not have been pur-
posely directed against the Soviet ideology.

99

Side by side with the socialistic realism and, as if, within its
scope, there appears another genre of the official art firmly sup-
ported by the local political elite: “ethnic romanticism”. This
phenomenon was based on the figurative painting with multi-
layer compositions. Its cornerstone, however, was the glorifica-
tion of the Central-Asian legacy and the origins of the Central-
Asian ethnic groups. As a result, the Uzbek underground had
to be in opposition to the two rival official doctrines: unifying
and localizing.

The underground resorted to “parallel art”, built on self-ref-
erences and reflexions on the consonant artistic experiences
coming to Uzbekistan from the “external world”. Perhaps, the
most distinctive in its intellectual context was a group of Fer-
ghana artists, who gave rise to the symbiosis of visual and ver-
bal 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 mul-
tiple layers of intertextual and intervisual connotations that
make their art closer to the intellectual postmodernism of the
West (Gregory Kohelet, Sergey Alibekov, Vyacheslav Useinov).

Djavlon Umarbekov. Homo sapiens. 1979-80, canvas, oil
Hxasnon Ymapbekos. Yenosek pazymusiii. 1979-80, xoncm, macno




Bahadyr Djalalov, “Under the vault of eternity”, fragment of fresco in
the History Museum of Uzbekistan, 1995, 1100 x 1100. Sketch of the
fresco was approved at the meeting of Special Commission of the Uz-
bekistan Academy of Sciences in February 1995. In 2002 the Fresco was
destroyed according to the Academy of Sciences Decree.

baxodsip [xananos, «llod ceodom seyHocmuy, ppazmeHm dpecku

8 My3ee ucmopuu Y36ekucmara, 1995, 1100 x 1100. Icku3 ¢pecku
ymsepxOeH Ha 3acedanuu cneyuanbHol Komuccuu Akademuu HayK
Y36exkucmana 8 pespane 1995 200a. B 2002 200y ®pecka 6bina
YHUYMOXEeHa no NocmaxosaeHu0 AkadeMuu HayK.

Uzbek Art Today

Official art. After the return of the totalitarian political sys-
tem, the Uzbek official art builds a new hierarchy of genres. On
the top of the pyramid, there are works ordered by the authori-
ties, such as the monument to Timur in Tashkent, the Timurides
History Museum, 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. Cer-
tain fragments of the socialistic realism picturing “life in its
revolutionary development”, 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 futurology 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 pri-
ority 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 colonization and sovietization. Geometrization, minia-
turization and archaization 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
almost all the Uzbek underground artists of the 1980s found
themselves 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 intellec-
tual reminiscences, in which one can see, from time to time,
different faces of the ex-Soviet utopia. Paradoxically, once ar-
rived in the West, artists-immigrants faced even more nanve,
but, nonetheless, as imperious orientalistic clichits as those
that dominated the society, in which they used to live. An art-
ist either should provide the public with the expected “orien-
tal” exotics, or to change his or her identity (often the artists
from Uzbekistan introduce themselves 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 transition from exile to active
contributer to the art of their new country (to mention a few:
Alexander Razin, Konstantin Titov, Gregory Kohelet, Irina Zavi-
alova, 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
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demand, there are many art galleries, in which one can find the
works of both famous and little known artists. The orientalistic
art predominates there too: usually, from the customer’s point
of view, an artwork has to represent the region, in which it was
bought. Moreover, 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 “westernism”
and “localism”.

The “westernism” tried to reproduce and adapt in the Uzbek
context some concepts generated and “tested” by western art-
ists. An example of this artistic movement is the exhibitions of
the “Rehabilitation of Possibilities” group, which was formed in
the second half of the 1980s, and ceased to exist after the immi-
gration of the majority of its members to the West. Even though
the prototypes of some works were inspired by well known west-
ern artists — for instance, the combinations of repainted draw-
ers 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 Uz-
bek reality. For example, the wrapped object has become almost
an academic genre of contemporary art in the West. However,
when applied to the bust of the Republic’s leader of the “stag-
nation” period Sharaf Rashidov, in the Uzbek context, not only
did it give birth to some new aesthetic realities, but it also ex-
panded 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 performance project: the art-
ists planned to create theirs works in public, interacting with
spectators, as if it was a spectacle. It was conceived just like
a reality-show, in which the public was supposed to be a co-
author of the act of creation. In 1990s, this ludic element was
elaborated in several exhibit projects, such as “Wonderful ‘70s”
and “From Wigwam to Wigwam” (Erken Kagarov, Mikhail Djalaly-
an, Timur Akhmedov, and Alexander Nikolaev). Functioning as
a playground, these exhibitions resembled a theatrical diicor,
even more appropriate in the settings of the “Ilkhom Theatre”
and the “Cinema House".

The “localism” began by the “Stairs to the Sky” performance
and by the “Turk project I 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 archaic 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
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of Abdukhakim Turdyev and the “Shaman-art” circle, formed
around Engel Iskhakov. Members of these groups were trying
to move apart the genres of the traditional easel art or to com-
pletely 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 characterize the Sots-
Art, and the contemporary western art: artists opposed to nihil-
ism; their respect for tradition and their own constructiveness.
Djamol Usmanov became the leader of this direction at the end
of the 1990s through the beginning of the 2000s. Their “Sufis
installations”, without losing the lyrical character of the paint-
ing, developed new elements of visual artistic language: ma-
nipulation 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
academic art and often dissolves itself in it, losing its proper
goals. The fashion, to introduce some elements of installations
and performances not only into academic exhibitions of the tra-
ditional easel art (Akmal Nur, Faizulla Akhmadaliev etc.), but
also into commercial art, as presented in tourist art galleries
(“Caravan”), begins to take place.

Sergey Alibekov, “Leaving gardener”, 1993, canvas, oil, 50 x 70
Cepeeli Anubekos, «Yxo0awul cadosHuk», 1993, xoncm, macno, 50 x 70




By the beginning of the 2000s, the third tendency in the con-
temporary art of Uzbekistan is also appearing. This perspective
was opposed to the two first and was not directed toward the
“European” or “Oriental” identity. Artists, working in the frames
of this paradigm, could also be inspired by the archaism (Vy-
acheslav Akhunov, “Shumer wedge writing”, 1996; Alexander
Nikolaev, “Ark”, 2003) or by the recent past (minimalist installa-
tions of Elena Kambina, as, for instance, “West and East”, 2004).
However its essential difference is not the “aesthetization of
the politics”, but the “politization of aesthetics”, characteris-
tic, for example, for some installation experiences of Vyacheslav
Akhunov. Its social significance 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 studio. 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 contempo-
rary 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
Monument released of the statue of the leader) coexist with
surrealistic grotesque (the “Globe of Uzbekistan”, a symbolic

globe where the only one country is outlined). Official pomp-
ous interpretations aside, it is almost obvious that its plastic
language is somewhat similar to theatralization, which char-
acterizes 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 Museologie et
d’ingenierie de la culture” (LAMIC, Musee d’art contemporain de
Montreal) and of the interdisciplinary research group “Le soi et
l'autre”. He is also curator of the “Musee d’art centre-asiatique”
virtual project.
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Bopuc Yyxosuy

WckyccTBO Y36ekucTaHa BTOPOiA MoaoBUHbBI XX
Hayana XXI BB. MeTucax Kak peanbHas uenb
yTONWYECKOro NnpoeKTa

MaTpuua Bceobuero 06beAUHEHUA, 3aN0KEHHANA GONbWEBUKAMM
B NpoeKkT «HOoBOro Boctokay», nopoguna B 1960-e rogbl HeMano
(heHOMEHOB XYAOXECTBEHHOTO METUCAXa, BbIpaXaBWEMCS B
CKpPEeWMBaHUM PA3NUYHBIX ICTETUYECKUX «UHTPEAUEHTOBY», B
KOTOPOM NOC/ieflHWNE He NepeMellnBaiuCh A0 HEY3HABAEMOCTH, HO
COXpaHANU CBOK aBTOHOMHOCTb U COOCTBEHHBIN cneunduyeckuit
«BKyc». TaK, Haubonee M3BecTHoe npou3BefeHue y36eKCKOi
apXMTeKTypbl 3TOro BpeMeHuM — [laHOpaMHbIii KUHOTeaTp
apxutektopa Cepro CytarmHa - 6bINO COefUHEHUEM [ABYX
o6bemMoB: npo3payHoro (¢oiie B MUHWUMANUCTCKOM CTUNe
Bayxay3a u rnyxoro o6bema 3ana, BbINOJHEHHOTO B popMe cpesa
LOpMUYEeCKOi KONMOHHbl. Wx BpacTaHue ppyr B Apyra Hepenko
KOMMEHTUPOBANOCh Kak B3aUMOMPOHUKHOBEHUE «OTKPLITOTO
3aNafjHOTO» U «3aKpLITOrO BOCTOYHOTrO» Havana. He meHee
€MKUM CUMBOJIOM MeTWCaXa CTajn rpajoCTPOUTENbHBIA MPOEKT
ueHTpa TawkKeHTa, 06bEAMHAIOWMI BOKPYT LEHTPANbHOMO NapkKa,
HanmoMMHalWero yTonuyeckue ropofa-cansl Hayana XX Beka, ase
YaCTW: PeryisapHYI0 «eBPONECcKY» U UBOMUCHO «BOCTOUYHYIO».
MpeTeHAys Ha yHUBepcanbHOCTb, NOAOGHas CTpyKTypa Obina
OTKPbITa ANA UHOKYALTYPHBIX MHbEKLUI. CKaXKeM, Ha LeHTpanbHOM
niowagn apxuTekTopbl oTcTpounu B 1970-e roabl aHcambb,
BOCNpon3BOAAW NI Gpasunbckyto yTonuio Ockapa Humeitepa.

MokoneHue xynoxHUKoe YabekuctaHa 1970-x rogos — baxagsip
Ixananos, [xasnoH Ymapbekos, [laiipat bailmatos, no3xe
Bsiuecnas AxyHos, Cepreit AnubGekos, AnekcaHap PasuH
— [EMOHCTpMpyeT cnocobHoCTb NoAo6HO Kaponosckoi Anuce
cB060AHO nNepemMewaTbcs No 06e CTOPOHbI OPUEHTANMUCTCKO-
eBpONencTcKkoro 3epkana. HeoaHOpOAHOCTb U MyTauum ux
MAEHTUYHOCTM OTYETNIMBO BbIPAXAOTCA HA NIACTUYECKOM YPOBHE.
Moka3aTenbHbIM, HaNpUMep, ABNAETCA CTPEMIEHUE COEAUHUTL B
OflHOM Npou3BeAeHUN pafuKanbHbll GUIypaTUBU3M, BOCXOAALLMNA
K knaccuke XVII Beka, U aBCTPaKTHYI0 XKUBONUCb, aCCOLUUPYEMYIO
TO C «aKafileMuyecKkuM aBaHrapAom» 3anafa, T0 C reoMeTpUYeCcKUM
MCKYCCTBOM MCNamMckoro Mupa. PacnnblB4atocTb u rubKocTb
accouuaumii fenaet BOIMOXHbIM ynoTpebaeHne 3Toro npuHLMna
Ka3zanocb Gbl COBEPLWEHHO PAa3NUYHBLIMU XYLOKHUKAMU: CKAXKEM,
baxagbipom [ananosbiM, CO3AaBWMM HeMano NPOU3BEAEHUN
aHTaXXMpoBaHHbIX y36€KCKOW BacTbio, U Bayecnasom AxyHOBbLIM,
CTOJb e CTabWUIbHO OCTaBABWMMCA B ONMNO3ULUYM ODULNANBHBIM
XYLOXECTBEHHBbIM MHCTUTYTaM.

103

OduunanbHoe UCKYCCTBO U ABNEHUE aHAerpayHAa.

OTHocuTenbHas MATKOCTb  OPUUMANbHBIX  ICTETUYECKUX
YyCTaHOBOK Ha nepudepuu COBETCKOrO rocyfapctsa octaBisna
HEKOTOpOe MpOCTPAHCTBO ANf (OPMasbHbIX 3KCMEPUMEHTOB.
Te, KTO He Xenanu cnefoBatb B GapsaTepe COLMANUCTUYECKOTO
peanusmMa, MMenu BO3MOXKHOCTb OTKNOHUTLCA K abCTpakTHOM
wusonucu (HOpuit TangbikuH, Bnagumup BypmakuH) unu, ckaxem,
K runeppeanusmy (fappu 3unbbepmaH), nuiwb 6bl 3TU OTKIOHEHUA
He 6blIM HAPOYMTO HanpaBNeHbl NPOTUB COBETCKOW UAEONOTUN.

Bayecnas AxyHos, «Knemka 014 soxOdeli», ready-made. B 2001 200y
uHCMannayusa 6elna 3anpewjeHa K NoKazy 8 pamkax TawkeHmcKo2o
6ueHHane.

Vyacheslav Ahunov, “Cell for leaders”, ready-made. In 2002 the instal-
lation was forbidden for demonstration in the frames of the Tashkent
biennale.




Hapsgy c coumManucTnyeckum peannu3Mom 1 Kak Gbl B €ro pamMKax B
pecny6auKe NOABAAETCS ele OfUH BUS 0DULMANBHOTO UCKYCCTBA,
aKTUBHO MOJAEPKNBAEMbIl MeCTHOM MNONMTUYECKON 3SIUTOMN.
Peub MeT 0 «HaLMOHANLHOM POMaHTU3MEY, B LIEHTPE KOTOPOro
0CTaBanach GUrypaTMBHas XUBOMUCH, YCIOKHEHHAA MHOXECTBOM
NNaHOB W MNEPCNeKTUBHbIX MOCTPOeHWH. Ee comepxatenbHbiM
CTepXHeM Obll KyAbT CpPeAHeasuarcKoi APEBHOCTM U aKUeHT
Ha TeMe KOpHell M MCTOKOB CPeAHEea3naTCKMX HapoaoB. Takum
06pa3oM, aHaerpayHa B Y3bekucraHe fonKeH Gbl1 NPOTUBOCTOATD
cpasy IBYM NpoTUBOGOPCTBYIOWMM ODULMANLHBIM AOKTPUHAM.

AHperpayHp npeanoyen «napannenbHoe MCKYCCTBOY,
NOCTPOEHHOe Ha camopedepeHUUAX U NepexuBaHuM CO3BYYHbIX
€My XYLOXKECTBEHHbIX ABNEHUil, monajaBWnx B Y30eKUCTaH U3
«BHEIWHEro MUpa» OKOMbHbIMU NyTAMU. MoxeT ObiTb, Hanbonee
OPUTNHANBLHON MYKOPEHEHHOW BEro MHTENNEKTYaNbHOM KOHTEKCTe
GbinarpynnadepraHckMX XyL0XHUKOB, MOPOAUBLUAA POACTBEHHbIE
XYAOXeCTBEHHble (EeHOMEeHbl W TeKCThl, CBUAETENbCTBYOlME
He Tonbko 06 obweMm MHTepece rpynnbl K «KNACCUYECKOMY
BocToKy», HO 1 06 0c060i PoNKu, KOTOPYIO UTPAIOT B UX AYXOBHOM
MUpe HeKOoTOpble eBponeickue aBTOpPbl, Ybe TBOPYECTBO
HanoNHEHO TeMaMu GpoAAKHUYECTBA M U3rHaHUA. B yacTHoCTH,
«MnagodepraHLb» BLOXHOBAATCA UTANBAHCKUM FrepMeTU3MOM U
CpeAu3eMHOMOPCKO No33uneil Boobwe, «MUHYA (MO BbIPaXEHUIO
OfHOrO M3 nuAepoB 3Toi wkonbl - BY) pycckyio nutepatypy».
CooTBETCTBEHHO M paboThl hepraHCKUX XyAOXKHWUKOB HAChIWEHbI
MAOTHBIM CNOEM WHTEPTEKCTYaNbHbIX M UHTEPBU3YaNbHbIX LKUTAT,
KoTopble MpUONUKAIOT K MHTENNEKTYanbHOMY MOCTMOAEPHU3MY
WX TPAAULMOHHO CUMBOJIMYECKYIO U MPUXOTANBO NpopaboTaHHy
wusonuce (lpuropuit Koaner, Cepreit Anubekos, Bsuecnas
YcenHos).

NUckyccTBo Y36eKncTaHa cerogHa.

OcduumanbHoe UCKYCCTBO. B ycnoBuAx Bo3gpaTa K TOTaNUTapHOM
noAUTUYECKON cucTeme y30eKckoe oduLManbHOE WCKYCCTBO
BbICTPaUBAET HOBYIO XaHPOBYK uepapxuto. Hasepxy nupamupbl
Haxo[ATCA NpOM3BEAEeHWsA, 3aKa3aHHble BbICWEN BAACTbIO,
Kak, Hanpumep, naMATHUK Tumypy B TawkeHTe, My3eil ucTopuu
TMMypupos unu dpecka B Myszee uctopuu. 3t paboTsl KaxyTcs
OpPUEHTANUCTCKUMKU  BapuauuMaMM  Ha  coupeanucTuyeckue
TeMbl, Ka3anocb Obl, HaBeKW norpebGeHHble NOA KYNbTYPHbIMMU
CNOAMU MepecTpoeYHbIX KaTaknuM3moB. HekoTopble dparmeHThbl
coupeanusma, TpeboBaBlWeEro U300paxeHUs «KU3HU B ee
pPeBONIOLUOHHOM pa3BUTUM»,  OKasanucb  06e3BO3BPaTHO
yTpayeHHbIMU, ApYrue, NPeACcTaBNEHHbIE «MONOXUTENbHBIMU
repoAMu» U «HALMOHANbHOW HOPMONY, - COXPAHUIUCH HEMNOXO.
«Benukoe npownoe» cTano 3epkanbHbIM OTpPaxeHUeM O6biNO
coupeanucTuyeckon GyTyponoruu.

AKapemMnyeckoe UCKYCCTBO. B oTnnyune oT coBeTcKMx Bnacreil,
y30eKcKMe uAeonorn He nbITAlTCA ynpaBiaaTb (QOPManbHbIMM
nouckamm u Tem Gonee 3anpewatb uUx, 6yab TO aKkagemuyeckas
abcTpakuus uMAM  HeohONbKNOPHLIA NpUMUTUBU3M. TeMm He

MeHee, [eATeNbHOCTb AKaAeMWn Xy[oXecTs, obbepuHsaowWwen
npodeccuMoHanbHbIX  XYAOXHUKOB  Y3bekuctaHa, ocTaeTcs
BNNEeTEHHON B 0OLWYI COLMaNbHYl Mepapxuto, U B Heil camoii
TaKXe NpoCNeXuBalOTCA Mepapxuyeckune CTPYKTypbl «BTOPOro
nopaaKka», onpejendowme 3HAYUMOCTbL TOrMO WAU  UHOTO
HanpasneHus B y36eKCKOM wWcKyccTBe. [OMUHMpPYeT 3paech
MOWUCK 3CTETMYECKOro 3KBWBANEHTa NOJUTUYECKOMY AUCKYpCY O
BO3POXJEHHOW TpaguLun, NnpepBaHHON B X0f4e KONOHU3ALUUK K
coBetusauuun. feomeTpusaunsa, MMHMATIOpM3auns M apxau3sauna
XYAOXECTBEHHOro  A3blKa MNpWU3BaHbl NPOAEMOHCTPUPOBATb
CTUNNCTUYECKYIO  CBA3b  aKafleMU4yecKoro  MUCKyccTBa €
namMATHUKaMKU [LpeBHEN W cpefHeBeKOBOW KynbTypbl CpepHeit
A3un, a cTpemieHMe K HOBbIM Meaua — OBGHOB/NEeHWE [peBHeil
KYAbTYpbl U OPraHWYHOE HAapOXAEHNEe NHHOBALMUN U3 TPAaULUiA.

AHperpayHa M WCKYCCTBO MUMMMUrpauuu. XoTa noyTU BecCb
y36eKckuit aHperpayHa 1980-x okasancs B UMMUTpaLuu nocne
nepecTpoitku, HEKOTOpble ero npejacTaBUTENU MO-NpexHemy
paboTaioT B Y3bekuctaHe. TBOpYeCTBY TeX U APYrUX CBONCTBEHHbI
TeMbl HOMajM3Ma, M3rHaHHMYeCTBA, CKPELWEHHbIX XPOHOTOMOB,
M MHTeNNeKTyanbHbIX PEMUHUCLEHLMUA, B KOTOPLIX BCMJbIBAIOT,
BpemMAa OT BpEeMEeHW Ppas3uyHble /UKW COBETCKOW YyTOmuu.
MapapokcanbHbiM 06pa3oM, OKa3aBWuCh Ha 3anaje, XYAOKHUKM-
WMMUTPAHTbI CTaNK1BalOTCA C ele 6onee HaBHbLIMU, HO He MeHee
BNACTHLIMU OPUEHTANUCTCKUMU KNULWE, HEXeNu Te, 4TO ObITYIOT
B TOW CpeAe, KOTOPYI OHU MOKUHYNU. XYROKHWUK LOMKeH nub0
npeabsBUTb NyOAMKE OXMAAEMyld OT Hero 3K30TUKY, nubo
CMEHWUTb UAEHTUYHOCTb (HepeaKo XYAOXHUKM U3 Y3bekucTaHa
npefcTaBnAlT cebs Ha 3anafe «pPYyCCKUMU», «ApPMAHCKUMUY,
«eBPENCKUMU» XYROKHMKAMM), NMBO, HAKOHEL, MTPOAOIKUTL CBOIA
TBOPYECKUN MOUCK B CTaTyCe 3anafHOro XyfOXHWKA, NPUHUMAsA
HOBble MpaBMia WUrpbl U MepexoAs W3 CTaguMU U3THAaHHWYecCTBa
K aKTUBHOMY [eNCTBMIO B HOBOM KOHTEKCTe: YNOMAHEM B 3TOM
cBA3n umeHa AnekcaHgpa PasuHa, KoHctaHTuHa Tutosa, lpuropua
Koaneta, MpuHbl 3aBbsanosoit, Tumypa [1'Batca.

NcKyccTBO cakBoOAXKaA. Kak 1 BO MHOMMX CTPaHax, He UMEBLWNX [0
KONOHWU3ALMMW TPAJMLMUIA CTAHKOBOM KUBOMMUCH, CNPOC HA KAPTUHbI
B Y36eKucTaHe onpefensertcs B 3HAYUTENbHOM YACTU NPUESKUMKU:
TYPUCTAMM, SUNTOMATaMU U KOMMEPCAHTAMM, COTPYAHMYAKOWHUMH
c Y3bekucTaHoM. [ns UX yCayr CO34aHO HEMAO XYA0KECTBEHHbIX
CaNoHOB, B KOTOPbIX HEPEAKO BbHICTAaBAAIOT CBOWU NPOU3BELEHUSA
KaK ManoU3BECTHble, TaK U UMEHUTbIe XYAOXHUKK. 34ech TakxKe
npeobnagaer opueHTanuctckas npobnematuka: Kak npasuno,
B rnasax nokynaTtens npuobpetaemoe npou3BefeHWe AOJIKHO
ObITb penpe3eHTaTUBHLIM ANS TOTO PEruoHa, rae OH oKasancs.
CywecTBeHHoe 3HaYeHue npuobpeTaioT rabaputbl paboT, KoTopbie
AOJKHBI ObITb NETKO TPAHCNOpPTabenbHbl, U He 4OCTaBAATL XNONOT
Ux BRajenbly, yknagbisawouwemy 6arax nepeg Bo3BpalleHUeM Ha
pOAUHY.
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AKTyanbHb# Apxus

WckyccTtBo UeHTpanbHoit A3uu.

Contemporary art.

Ecnn noHumatb noj «COBpPEMEHHbIM WMCKYCCTBOM» TBOPYECTBO
B HETpPagMLUMOHHBIX Mefuymax, TaKoBOe nNoABNAETCA B
Y36ekuctaHe ¢ 1980-x rogos, Korga BbIpUCOBLIBAlOTCA fABa
HanpasneHus, npetepnesawlyne Metamopdo3bl No ceil AeHb.
Mpu BCEN YCAOBHOCTM TEPMUHOB, UX MOXHO OblNo Obl Ha3BaTb
3anagHUYeCcCKMM 1 NOYBEHHUYECKUM.

B pamkax nepsoro HanpaeneHus Obina cpenaHa cTaBKka Ha
BOCNpOM3BefieHNe U o06birpbiBaHMe B Y36EKCKOM KOHTEKCTe
HEeKOTOpbIX WAel, anpobupoBaHHbIX Ha 3anaje. Mpumepom Tomy
MOTYT CNYXUTb BbICTABOYHbIE OMbITH rpynnel «Peabunutauus
BO3MOXHOCTE», KOTOpaa CA0Xunnacb BO BTOPON nonosuHe 1980-
X TOf,0B M pacnanacb Nocie MMMUTPALUMN TaBHbIX AENCTBYIOLWNX
avy. [laxe ecnu npoToTMUNbl HEKOTOPbIX paboT rpynnsl Gbinu
0YeBUAHbI — KOMBUHALMM NepeKpalleHHbIX ALLUKOB KAaHLENAPCKUX
wKkathoB CO BCEM WX COAEPXKWUMbIM ABCTBEHHO HamoMWUHanu,
Hanpumep, pa6oTsl Jlyns HeBenbCoH, - XYAOKHUKN CTPEMUNUCH
afanTMpoBaTh 3aMMCTBOBAHHbIE WAEU K ObICTPO MeHsBlelcs
y306eKckoi feincTeuTenbHocTu. Ckaxem, o6opaynBaHue 06bEKTOB,
cTaBllee Ha 3anaje NOYTH aKaAeMMYECKMM aHPOM COBPEMEHHOTO
MCKyccTBa, Oyayyn nNpUMEHEHHbIM K 6l0CcTaM pyKoBOAUTENS
pecny6auku nepuopaa «3actos» lWapada Pawnuposa, nopoxgano
He TONbKO HOBble AnA Y36ekncTaHa 3CTeTUYECKUE peanuu, Ho U
pacwupano ropu3oHTe cBO6OAbLI TBOPYECKUX BbICKA3bIBAHMUIA.
0co6eHHO BaXKHbIM B JeATENbHOCTU Fpynnbl 60 NpeAcTaBNeHme
BbICTaBKM KaK CMeKTakNf — apTUCTbl CO3HATeNbHO NAAHMPOBANM
BO3MylleHWe ny6AuMKM W pancHelwylo nepebpaHKy C Heil,
yCTpauBanu KOCTIOMUPOBaHHLIE poneBble 06CyXAeHUs U T.4. ITO
CTpeMNeHue K TeaTpanm3aunm e4Ba He BbIIMNOCH B OCYLWEeCTBNeHKE
NnpoeKTa CNeKTakNsA, MTPaemMoro XyAoXHMKamMun no Xofy co3faHua
XYLOXECTBEHHbIX NMPOU3BEAEHMWI: peyb wna o nogobuu puan-
woy, noceuwas KOTopoe, 3puTeNMU CTaHOBUAUCH COYYACTHUKAMU
COBMECTHOrO  KpeaTMBHOro akta. B 1990-e ropgbl 3Ta
nepdopMaTUBHOCTb Gbina pa3BUTa B HECKONbKUX KONNEKTUBHBIX
MHCTANNALUMUOHHBIX npoeKkTax «[pekpacHbie 70-e», «M3 Bureama
B Buream» u T.4. (Ipken Karapos, Muxaun [xananss, Tumyp
Axmepos, AnekcaHgp Hukonaes), npeactaBnsiowmx coboii Hekyio
TeaTpaibHylo feKopaluio, Tem 6onee yMecTHYIO, YTO YCTPaUBaNmUCh
37K akuum B doiie Teatpa «Mabxom» n «[loma KUHO».

«MoyBeHHMYECKOEe» HanpasieHue OblIo OTKPLITO NepdhopMaHcoMm
«JlecTHUUbl B HeGO» M MHBaWpoHMeHTaMu «TIOpPKCKMIA npoekT I
u II» Bayecnasa AxyHOBa, OCYLECTBAEHHBIMWU 3TUM XY[OXHUKOM
B Wchape (Tapxukuctan) u ponune Yy (Kupruscrau). 3pech
B OCHOBE «aKTyalbHOro» fnexano obOpaleHue K ApeBHeEMY U
apXaMyHOMY MCKYCCTBY peruoHa, ero BTOpU4YHas nepepaboTka
M HaXOXAEeHWEe Ha NepeceyeHun UCTOYHMKA U NepepaboTaHHOro
npoAyKTa HOBbIX 3CTeTuyeckux 3cddekToB. Ta e nporpamma
obbveauHana rpynny Abayxakuma TypabieBa u kpyr «laman-apTy,
chopmupoBaBlwuiicas BOKpyr IJHrena Mcxakosa. XyLoXHUKH,
BXOAWBWME B 3TW 0ObeAMHEHUSA, CTapannucb pa3faBUHYTb XKaHpbl
TPaAMLMOHHOTO CTAHKOBOTO TBOPYECTBA MU BOBCE UX MOKUHYTb,
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obpawasch B NOWUCKAx anbTepHaTUBLI K NIOKANbHOW Tpaauumu.
Mpu 3TOM OHU He GbiAKM HaLeneHbl Ha pa3obnayeHue KaKMX-To
NpeAbIAyWUX 3CTETUYECKUX LEHHOCTEH, 4YTO XapaKTepHo And
couapta MAM COBPEMEHHOr0 WCKYycCTBa 3anaja: HUTMAU3ZMY
XYOOXKHUKW NPOTUBONOCTABAAT YBaXEHWe K Tpaguuum u
COBCTBEHHYI0 KOHCTPYKTUBHOCTb. JIMlepoM 3TOro HanpasneHus
B KOHUe 1990-x u Hayane 2000-x ropoB cTaHoBUTCA [kamon
YCMaHOB, YbM «CYDUCTCKUE UHCTANNALUNY, HE TEPAA TUPUYHOCTH
XWBOMMUCKU, COCPefOTOYEHbl Ha pa3paboTke HOBLIX Ans
Y36eKuCTaHa 31eMEeHTOB BU3YaNbHOrO XYAO0XECTBEHHOro A3blKa:
Urpe Cco CBETOM, MPOHWUKAKWMUM CKBO3b MPOCTPAHCTBEHHbLIE
CTPYKTYPbI, UK e OPHAMEHTALMUMN NAOCKOCTU M NMPOCTPAHCTBA C
MOMOLLbIO HETPALULMOHHbBIX MAaTEPUANOB. 3aMETUM, YTO NOCKObKY
BUOEHME KUCKYCCTBA KaK Xpama» npu 3TOM He NOABEPranochb
COMHEHWID, MOYBEHHMYECKOE aKTyallbHOe WCKYCCTBO MUPHO
cocywecTByeT C aKafileMUYeCKMM W 4acTo pacTBOPAETCA B HeM,
TepAs coOGCTBEHHbIE Lein. 3aMeTHOW CTaHOBMUTCA MOAA BHOCUTD
KOCMETUYECKMEe 3NeMeHTbl WHCTannAauuMin u nepdopmaHca He
TONbKO B aKafileMUyecKue BbICTaBKW TPAAULLMOHHOTO CTAaHKOBOTO
uckycctea (Akmane Hyp, ®aiisynna Axmaganues u ap.), HO faxe
M B KOMMEpYecKoe UCKYCCTBO, BbICTAaBNSEMOE B XYLOXKECTBEHHbIX
canoHax (ranepes «KapasaH»).

K Hauyany 2000-x rofoB B COBpeMEHHOM WUCKyccTBe Y3bekucTaHa
BbIDUCOBBLIBAGTCA W TpeTbA MNepcnekTMBa, Bblpaxatolasca
B ONMO3WLMM NEPBbLIM [BYM UM OTCYTCTBUW CKONbKO-HUOYAb
OTYeTNMBON MPUBA3KN KKEBPOMEUCTCKON» TN KOPUEHTANNCTCKON»
MOEHTUYHOCTU. XYAOXHWKW, paboTalowue B pamkax 3Toii
napagurMmel, Takxe MOryT BALOXHOBNATbCA apxaukoi (Bsuyecnas
AxyHoB, «llymepckasa knuHonuco», 1996; Anekcangp Hukonaes,
«KoBuery, 2003) unu xe HefaBHUM NpoOWNbIM (MUHUMANUCTCKME
uHcTannsaumm Enenbl KambuHoii, kak, Hanpumep, «3anag u

Tpueoputli Koanem, «MHcmpykyuu», npoekm udcmannayuu, 2002.
Grigoriy Koelet, “Instructions”, installation project, 2002.




AnekcaHop Pa3uH, «Black Box», 1999, ready-made.
Alexander Razin

BocTok», 2004). OfHaKO CylecTBEHHbIM ee OTAUYMEM ABAAETCA
He «3cTeTU3auun MOAUTUKU», HO «NONUTU3ALUMA ICTETUKUY»,
CBOMNCTBEHHAA, CKaXeM, MHCTaNNALMOHHBIM onbiTam Bavyecnasa
AxyHoBa. Wx coumanbHyld  3HaYMMOCTb  NapafoKCcanbHO
06HapyxMBaeT TOT haKT, 4To HONLWUHCTBO PabOT, NOCBALEHHbIX
«6peHHOCTH BnacTu» («JleHUHckue ropku», «llecok — AeHbru
- Necok»), 6biAKM BLICTABNEHbl NUWb B MAaCTEPCKON XYLOXKHUKA.
EAMHCTBEHHYIO NONBITKY UX 06HAPOAOBaHMA AKafleMUs XYLOXKECTB
onepaTMBHO Mpecekna, 3anpeTus noka3 «KneTkn ans Boxae» 3a
10 MUHYT [O OTKPBITMA TawkeHTCKOro 6ueHHane 2001 ropa.

MapapfoKc 3akaloyaeTcsa M B TOM, YTO cama Bbiclwas y3bekckas
BNacTb npuberaet Nopoi K OPUTMHaNbHbIM KPEaTUBHbIM aKTaM,
KoTopble MOrW 6bl 6bITb KNaccuduLUMpoBaHbl Kak contemporary
art. OgHOM 13 Hanbonee BbIJAIOWMUXCA UHCTANNALUA, CO3JAHHBIX B
Y36eKkucraHe, aBnseTca namaTHUK HesaBucumocTn Y3bekucraHa,
B KOTOPOM coCylecTBYlOT 3nemeHTol ready-made (noctameHT
npeabiayuiero namatHuka JIeHWHY) UM ClOppeanncTuyecKkoro
rpotecka (rnobyc oTAenbHO B3ATOW cTpaHbl). OTBAekasch OT
MOBEPXHOCTHbIX OMULMANbHBIX TOAKOBAHMIA 3TOr0 MOHYMEHTa,
TPYAHO He YyBWUAeTb ONW30CTb €ro nnacTUYyeckoro sA3blka
TOW TeaTpanusauuu, KOTOpas CBOWCTBEHHA CErOAHAWHEMY
aKTyanbHoMy uckyccTBy 3anaga. CpaBHuBas rnobyc, HAaHU3aHHbI
Ha JiiceneBy GaWHIO U NOCTABNEHHbI HAa BEPLWWHY NPAa3JHUYHOTO
TOpTa (3HAMEHWUTAA MHCTANNALNA UCNAHCKOTO XYROXHMKA AHTOHM
Mupanbaa «MepoBblii mecau», 1989) u rnobyc YsbekucraHa,
BOJPYXEHHbII Ha neHUHCKUd noctameHT (1992), oco3Haews,
4To € (OPManbHOW TOYKM 3PEHUA 3TU COOPYXEHUA MNOoYTH
TOX/[ECTBEHHbI.

Asmop A8asemca Hay4YHbiM compydHuxkom Jlabopamopuu
3kcnepumerHmansHol myzeonoeuu (LAMIC, Musee d’art contem-
porain de Montreal) u mexducyunnuxapHol uccnedosamenbcKol
epynnel “Le soi et l'autre”. OH makxe asnaemca Kypamopom
8UpMYanbHo20 npoekma «My3eli yeHMpanbHO-a3UAMCKO20
uckyccmsax.
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AKTyanbHbi Apxus

WckyccTtBo LleHTpanbHoi A3um.

Vyacheslav Akhunov

The works of Vyacheslav Akhunov are as different as his many
identities: as the artist of academic abstract paintings, he
doesn’t seem have anything in common with the creator of
innumerable popular ‘installations’; as a writer-philosopher,
working on post-modern hybrids of essays and novels, he in no
way reminds us of an artist made famous by new forms of politi-
cal satire.

At the beginning of the 1980s he was famous as the initiator
of the first Uzbek ‘happenings’ (“Overcoming the abyss”, 1980;
“The Washing and Burning Away of the Text”, 1981; “Sweet
River”, 1981,) and simultaneously as a painter, who defended
“poetic neorealism” in order to spite official art (“The Torpid
House”, “The Paradigm of the White Horse”, “Home of the Lone-
ly”, “The Artist Mani”). At the beginning of the 1990s he made
appeals for the expulsion of every word which did not have its
own relationship to artistic speech from his personal diction-
ary (series “Radical Painting”) while simultaneously building
the first Central Asian environments (“Turkic kurgan”, “Turkic
project” and others). At the beginning of the 2000s, while work-
ing mainly on exhibitions and works of literature, he suddenly
finished a series of painted collages, sharply reworking the re-
markable works of the Russian orientalist Vasily Vereshagin and
arranging a virtual meeting of the pre-colonialist and colonial-
ist spaces of Central Asia with its post-colonialist reality (“The
Apotheosis of War I1”, “Gate of Tamerlane II”. In this imaginary
chaos, two lines of force are drawn which are readily understood
as the period which Central Asian art has lived through in the
last decade of the 20th century.

The instruction received by Akhunov at the Surikovsky Institute
in the Art Academy of the USSR in Moscow allowed him to play
a role akin to the Trojan Horse and infiltrate the system of con-
servative Uzbek art of the 1970s. Sufi motifs, appearing in his
work in the 1970s together with images of birds and animals,
as well as different variations of clay, sand, and earth, were ad-
opted and developed by the artists of the perestroika and post
perestroika periods, and continue to be utilized up to the pres-
ent day. Akhunov himself, however, quickly left thematic figu-
rativism behind and experimented with several intermingled
paradigms in his paintings. Beginning with pure abstraction, he
added layer upon layer of abstract painting and realistic repre-
sentation as well as a unique type of seriography in an academic
style, turning Andy Warhol's idea on its head. This, his funda-
mentally modernist series, ended up interrupted (or finished) in
the middle of the 1990s.

In agreement with the tenets of modernism, Akhunov’s attitude
toward forms of modern art (installations, environments, and
video art) is cached within the same destructuralist attitude
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toward urban artistic culture as is his painting career. His first
experiences with actual art connected Akhunov with mystical
eastern doctrines — Zen and Sufism (the movement ‘Mediation
or worthless pantheism’ 1979-1991.). At present his empha-
sis is more present 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 works in the realm of
video art, in which the theme of the Sufi Way (‘Ascension’, 2004)
and of its stoppage (‘Corner’, 2004) afresh arises.

In recent years Akhunov actively worked with artist and design-
er Sergey Tychina. Tychina was the co-author of several video
projects (‘Corner’, ‘Ascension, 2004) and installations (‘Money
- Sand - Money’. ‘Adam, Eve, and .... Others’, 2004).

Finally, it is impossible not to mention that each of Akhunov’s
identities awakened waves of often talented followers in Uz-
bekistan, who developed their potential. Because of this, Akhu-
nov’s intelligent nonconformance remains completely unique in
the artistic life of the republic, where today elegy and relaxed
contemplation prevail.

Boris Chuhovich

Vyacheslav Akhunov, Sergei Tychina. Money-Sand. Sand-Money. 2004
Bayecnas AxyHos, Cepreii ToiyuHa. fleHbru-lMecok. Mecok-feHbru




Bayecnas AxyHoB

TeopyecTBo BsauecnaBa AxyHOBa COAEpPXMT CneAbl MHOXeCTBA MWAEHTUYHOCTEN:
KaK aBTOpP aKafeMuyeckoi abCTPAKTHOW KMBOMUCU, OH, Ka)eTcs, He MMeeT Toyek
CONMPUKOCHOBEHUS C TBOPLOM CBOMX MHOTOYMCNEHHbIX WHCTANNALWUNA; KaK mucatesb-
tdunocod, paboTatowmnit Hag NOCT-MOAEPHUCTCKUM CIMAHUEM 3CCE U POMAHA, OH HUYEM
He HaNnOMWUHAeT XYAOXHUKA, yBNEYEHHOTO HOBbIMU OpPMaMKU MONUTUYECKO CaTUPBI.

BHayane 1980-xrof0B OHObINM3BECTEH, KAK UHULMATOP NEPBbLIXY30EKCKUX XINMNEHUHTOB
(«Mpeopnonexnne nponactuy», 1980; «CmbiBaHMe u cxuraHue Tekcta», 1981; «Cnapkas
pekax», 1981), 1 OAHOBPEMEHHO — KaK XWBONUCeEL, B NUKY oQULUaNbHOMY UCKYCCTBY
0TCTauBawIWMNiA KaHP «NO3TMYECKOro Heopeanusma» («lopsawuit gom», «Mapagurma
Benoro KoHsay, «lom 0guHoKkux», «XygoxHuk MaHu»). B Hauane 1990-x oH npeTeHayeT
Ha M3rHaHWe U3 CBOEr0 NAACTUYECKOro CAOBapA BCEro, YTO He MMeeT OTHOWeEeHWue
COBCTBEHHO K XMBONUCHOI peun (cepus «ToTanbHas XKUBOMUCHY), HO OAHOBPEMEHHO
co3JaeT nepBble CpefiHea3naTckme UHBaNpPoHMeHTH («TIOPKCKUI KypraHy, «TOPKCKUit
npoekT» u T.4.). B Hayane 2000-x rofoB, 3aHUMAsACb B OCHOBHOM WHCTaNNALUAMU U
ANTepaTypHbIM TBOPYECTBOM, OH BHE3aNHO UCMNONHACT CEPUIO XKUBOMMUCHBIX KONNAXeN,
ocTpoyMHO nepedpasupys 3HameHuTble paboThl pycckoro opueHTanucta Bacunus
BepewaruHa n opraHusys BMpTyanbHyl0 BCTPeYY AOKONOHMANLHOIO M KOJOHUANbLHOTO
npownoro CpeaHeit A3um c ee NoCT-KONOHManbHbIM HacTosAwnmM («Anocdeo3 BOWHbI
II», «BopoTa TamepnaHa II»). B 3TOM MHUMOM MAEHTUDUKALMOHHOM Xa0Ce ABCTBEHHO
BBIPUCOBBLIBAIOTCA [iBE€ CUNOBble NIMHWU, KOTOpble ferye MOHATbL Ha (oHe TOroO
nepexoAHOro nepuofa, KoTopslil nepexuBaeT uckyccteo CpegHeit A3un B nocnepHue
necatunetua XX Beka.

XusonucHoe o6bpaszosaHue, nonyyeHHoe AxyHOBbIM B CYpPUKOBCKOM WHCTUTYTE
Akapemun Xypoxects CCCP B MockBe, N03BOINNO €My CbirpaTb poJib TPOAHCKOTO KOHS,
BHeJpUBLErocs B CUCTEMY KOHCEPBATMBHOTO y30eKcKoro uckyccrsa 1970-x ropos.
Cyductckue MOTUBbI, NOABMBLIMECA B ero TBOpYecTBe B 1970-e roabl BMecTe c 06pasamu
NTUL N XUBOTHbLIX, @ TaKXe B pa3Hoo6pa3H0M BapbUpPOBAHUU TeMbl TNMUHbI, NeCKa u
3eMnu, 6bIﬂVI nogxeayeHbl W pa3BUTbl MNOKONEHUEM XYOOXHUKOB nepecTtpoevyHoro
M MOCT-NepecTpoeyHOro BpeMeHM, MPOAOJIKAIWMX IKCMAYaTUPOBATb 3TU CIOKEThI
BNJAOTb [O CErofHswHero AHA. Cam e AXYHOB ObICTPO OTOWEN OT TeMaTUYeCKoro
turypatueusma 1 anpobMpoBan B CBOMUX KUBONUCHbIX paboTax HECKONbKO CMEHAIOWLUX
Apyr Apyra napagurm. CHayana 6bi1a abcTpakLunsa Kak TakoBas, 3aTeM HalloXeHue Apyr
Ha Apyra cnoes abGCTPAKTHOM XMBOMUCKU U PEANUCTUYECKUX Penpe3eHTalmii, a TaKkxKe
cBoeob6pa3Han cepuorpadus Ha akafeMUyeckui naj, nepeBopayuBaBlias C HOM Ha
ronosy naen IHan Yopxona. 3Ta, B OCHOBE CBOEW MOAEPHUCTCKAA, IMHUA OKa3biBaeTca
npepBaHHON — UMK e 3aBeplieHHo — B cepeaunHe 1990-x ropos.

MapannenbHo ¢ NofBeAeHUEM MOAEPHUCTCKUX MUTOroe, AXyHoB npuberaet K dhopmam
COBPEMEHHOT0 MCKYCCTBA — MHCTANNALNAM, MHBAWPOHMEHTAM, X3NNEHUHIaM U, HaKOHeLl,
BUAE0apPTy — 06HapPYKMBAA NPU 3TOM AECTPYKTUBHOE OTHOWEHME K TON ypOaHUCTUYECKON
XYAO0XEeCTBEHHOW KynbType, B paMKax KOTOPOI yCNewWwHOo OCylecTBAAETCA ero Kapbepa
¥usonucua. [leppoHavyanbHble ONbIThl aKTYaNbHOTO MCKYCCTBA CBA3bIBANNCh AXYHOBBIM C
MUCTUYECKMN BOCNPUHATBIMU KBOCTOUYHBIMUY AOKTPUHAMU — A3€HOM U cydu3amom (akuuu
«MeguTaumMm uNM HUKYEMHOE BPeMANPOBOXAeHMEe naHTeu3matukoB», 1979-1991).
B manbHeiwemM, akUEHT CMelaeTcs B CTOPOHY 6onee coUManbHO OPUEHTUPOBAHHOTO
MCKYCCTBA, Wrpalowero MOAUTUYECKMMU KOHHOTauMamMu (Cepus  MHCTannAauuA
«CTpaHcTBytowme 6apxaHbly, «Mecok 3abeeHusy», «JleHuHckue ropkuy, «Knetka ans
BOXfAei», koHel 1990-x-Hay.2000-x rr.) HakoHew, B Hayane 2000-x rofoB XyAOXHUK
ocyuecTsiseT nepsble paboTel B 06MacTU BUAEO-apTa, B KOTOPbIX BHOBb BO3HMKAET
Tema cyductckoro Mytu («BocxoxpaeHuen, 2004) n octaHOBOK Ha HeMm («Yronx, 2004).
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B nocnegHne roabl AXyHOB aKTMBHO COTpPYLHMYAET C XYLOXHUKOM W [JU3aNHEpPOM
Cepreem TblYUHOW, CTAaBWMM €r0 COABTOPOM NPU CO3AAHUMN HECKONbKUX BULEONPOEKTOB
(«Yron», «BocxoxpeHne», 2004) u uHctannaunii («[leHbru — necok — geHbruy, «Agam,
EBa v ... [ipyrue», 2004).

Heo6xoAMMO OTMETUTD, YTO KaXAan UAEHTUYHOCTb AXYHOBA NopoXxpaana B Y3bekucraHe
BOJIHY NocnefoBaTeneil, 4acTo TaNaHTAMBLIX, KOTOPble Pa3BUBaNN 3aN0XeEHHbIE B Heil
noteHuuu. lpn 3TOoM WHTennekTyanbHbl HOHKOH(OpMU3M AXyHOBa OCTaeTcs no-
CBOEMY YHUKaNbHbIM B XY[OXECTBEHHON XWU3HU pecnybanKku, rae cerogHa npeobnagaer
paccnabneHHas co3epuaTenbHOCTb U 3aerus.

Bopuc Yyxosuy
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Alexander Nikolaev

Alexander Nikolaev is an artist dynamically and intently searching for his own place
in the sphere of modern trends. His work definitively demonstrates some of the ways
Central Asian art is removing itself from the camp of the traditional.

In his first installations, Nikolaev emphasized the development of his own position
in devising junction points between experiments and traditions. He worked with ma-
terials (clay, sand, textiles) that seem to be archetypes and at the same time built
kinetic objects that seem closer to the constructivist school. For this artist, it was
important that every scene is translated into a symbol, ‘overcoding’, instilling each
with philosophical reflections of a dialogue between the rationalism of the West and
the metaphoricism of the East.

With time, projects in which Nikolaev unites his installations, objects, photo and
video became for him the organic principle of thought regarding modern society.
The artist poses problems, which become classic (as types) in different ways without
losing their real qualities: civilization and culture, urbanism and traditional values,
person and society, myths old and new. Such projects’ guiding principles are built on
dramatic contradictions of urbanism and the raw world of nature, on the contrast of
mundane blocks of concrete buildings and those of old Uzbek style. The film ‘I want
to go to Hollywood’ (2002) is an ironic story about a young person who is a hostage
of his own dream to make it on the silver screen. He gradually loses his individuality,
trying to fit a stereotype. In this production, Nikolaev unexpectedly uncovers a frag-
ment of the grandiose ‘world map’ of a typical Soviet citizen and his beliefs about the
West, which is shown in the psychological complex ‘Sovka’. The aesthetics of this film
are not produced, but are closer to those found in amateur filmmaking. This creates
the effect of happening upon a real person’s worldview, hidden from all outsiders.

The union of the existentialism of the East and social problems is investigated in
the Nikolaev’s film ‘The House’ (2004). In agreement with the traditions of the East,
no point is emphasized and nothing dramatized. Instead the ideas are gradually un-
covered through contrasts of thoughts, perspectives, and gradual intensification of
color. Thoughtful, concentrated contemplation can lead one near to many secrets,
and immerse a person in the reflection of serious problems, the artist believes. And
Nikolaev himself is immersed in thought: did this practice keep the traditional world
authentic, or was it only a form of non-engagement and conservatism in society?
However it happened, the past in many ways explains our lives. Centuries change, and
systems as well, but the East maintains its own eternal irrationality and secrets.

Well taken and effective shots are units of a cinematographic technique which is
fast becoming the artist’s signature. If earlier Alexander Nikolaev was engrossed in
new interpretations of specialized techniques, then now he all the more believes in
contemplative intuition, and is filled with a deep sense of humanity’s problems and
the poetic reality in which 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

AneKkcaHap HMKONAeB — XYLOXHMK, aKTUBHO MUYILUA COBCTBEHHYIO MHAUBUAYANBHOCTb
B KOHTEKCTE COBPEMEHHbIX TEHAEHUWA, M [enaeT 3TO OH UeNeycTpeMIeHHO U
AMHaMU4YHO. Ero TBOpPYECTBO [EMOHCTPUPYET OAMH W3 nNyTeil BbLIXOJA WCKYCCTBA
LLeHTPaNbHOA3MaTCKOro PerMoHa U3 Kpyra TPaguLUOHHbIX NpeaCcTaBieHni.

Co3pas nepsble MHCTannALUK, Hukonaes yTBEpAKUCA B CBOEI NO3MLKUN Pa3BUBATLCA Ha
CTbIKe 3KCnepuMeHTa M Tpaguuuu. OH paboTaeT c matepuanamu (MUHa, NECOK, TEKCTUIDL),
KOTOpble ABNAIOTCA apxeTUnaMmu, a TaKkKe CO3[aeT KUHeTuYeckue oObeKThl, 6AU3Kue
MaesM KOHCTPYKTUBM3MA. [INA XYAOXKHMKA BaXHO KaXAoe ABNEHME NepeBecTn B 3HaK,
«NepeKoanpoBaTb», HaMoNHUTL ero GunocothCKUM CMBICIOM AWanora pauuMoHanu3ma
3anapa u metadopuyHoctn BocToka.

Co BpemeHeM npoekTl, B KOTOpbix HuKonaes 06beauMHseT MHCTANNAUMM, O0OBEKTHI,
(hOTO M BUREO CTANU ANS HEr0 OPraHWYHbLIM CNOCO6GOM Pa3MbllWIEHUS O COBPEMEHHOM
o6wecrtse. XyLOXKHUK CTaBUT NpoGaeMbl, CTaBLWME B HEKOTOPOM CMbIC/IE KNAaCCUYECKUMY,
HO Kak BWOMM, He Tepslolue CBOeil aKTyaNbHOCTW: UMBUAWU3ALMA UM KynbTypa,
ypbaHu3M W TPajULUOHHbIE LEHHOCTU, YeNOBEK M COLMYM, MUDbI CTapble U HOBbIE.
CBOM NpoM3BefeHUs OH BbICTPAMBAET HA [PAaMATUYECKOM NPOTUBOPeYUU ypbaHusma v
XpYNKOro MUpa npupodbl, Ha KOHTpacTe 06e3NUYeHHbIX KBAPTaNoB Xene306eToOHHOro
ropoga u crapbix y36eKCKUx KBapTanos.

Bupneodunsm «Xouy B lonnueya» (2002) — MPOHUYHOE MOBECTBOBAHWE O MOJIOAOM
YyenoBeKe, CTaBWMUM 3aNOXHWKOM CBOEM MeuyThl nonacTe Ha cuawownin Onumn.
locTeneHHo, Kafp 3a KafpoM OH TepAeT MHAUBUAYANbLHOCTb, NbITAACH COOTBETCTBOBATD
cTepeoTuny. B atom nponsseaeHun Hukonaesa HeoOXNAaHHO pacKpbiBaeTCs parMeHT
HeKOrga rpaHAMO3HOM «KapTUHBI MUpa» COBETCKOro 4yenoseka, ero mudbl o 3anape,
NoKa3aH NCUXONOTUYECKMNIH KOMNIEKC «COBKa». ICTETUKA 3TOr0 BMAEO MPUHLUNNNANBHO
He NoCTaHOBOYHAsA, oHa 6nu3Ka niobutenbckon cbemke. Co3paetca apdekT nonafaHus
B CKPbITbI OT NOCTOPOHHMUX FNa3 MUP KOHKPETHOrO YenoBeKa.

CoyeTaHue 3K3ucTeHuumanusma BocToka M coumanbHblx npobnem uccnepylTcs B
sugeodunbme Hukonaesa «flom» (2004). B cornacuu c Tpapmumeinn Boctoka Huyero
He 3a0CTpsAeTcsa, He Apamatusupyetcs. [locTeneHHOe, CIOBHO PacTAHYTOe BO BPEMEHMU,
pacKpbiTue ueun yepes KOHTPACTbl CMbIC/IIOB, PAKYPCOB, YCUIEHUE KONOPUCTUYECKUX
NnofXoA0B. BoymunBoe, cocpesoToyeHHOEe CO3epuaHme MOXKeT NPpUGAU3UTL KO MHOTUM
TallHaM, 3a4yMaTbCa O CEpPbe3HbIX NpoGaemMax, CYuTaeT XyaoKHUK. M oH 3agymbiBaeTcs:
CcOXpaHunacb AU MOAJMHHOCTb 3TOr0 TPAAMLMOHHOIO MUpa UAM 3T0 Nuwb dopma
OTCTaNOCTU W KoHcepBaTu3ma obuwecTtea. Kak Obl To HW OblN0O, NpoWNOE BO MHOMOM
06bACHAET HaWy XW3Hb. MeHsAlOTCA BeKa, cucTembl, HO BOCTOK coxpaHseT CBOI
M3BEYHYI0 UPPALUOHANBLHOCTbL U TaliHY.

[na noyepKka XYROXHWKA CTAHOBUTCS XapaKTepeH KuHemaTtorpatbuyeckuin npuem:
eAMHULE! NpOM3BEAEHUA SBNAETCA XOPOWO BLICTPOEHHLIN W 3DMEKTHbI Kaap.
Ecnu paHbwe AnekcaHap Hukonaes Gbln yBneyeH HOBLIMU TEXHUYECKMM MpUEMAM,
OPUTMHANBHBIMU KOHCTPYKLMAMHU, TO Tenepb OH BCe Gonblue JOBepAeT CoO3epuaTesbHOil
WHTYMLWUM, NPOHUKAETCA YeNoBeYeCKMMM npobnemMamu M NOITUYECKOW KpacoTou
peanbHoOCTH, B KOTOPOWM OH XKUBET.

Huropa AxmepgoBa.
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