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“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 Màskalev 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-
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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
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Èñêóññòâî Öåíòðàëüíîé Àçèè. Àêòóàëüíûé àðõèâ.

Èñêóññòâî Êàçàõñòàíà, Êûðãûçñòàíà, Óçáåêèñòàíà, ïîæàëóé, ïîñëåäíÿÿ 
òåððèòîðèÿ, îñòàâøàÿñÿ åùå îò÷åòëèâî íå ïðîðèñîâàííîé íà ãëîáàëüíîé 
õóäîæåñòâåííîé êàðòå. Íàñòîÿùàÿ âûñòàâêà – ïåðâûé â èñòîðèè 
Âåíåöèàíñêîé áèåííàëå ïàâèëüîí ñòðàí Öåíòðàëüíîé Àçèè – åùå îäíà 
ïîïûòêà âîñïîëíèòü ýòó ëàêóíó.

Îïðàâäàííîñòü ýòîãî óñèëèÿ ïðåäîïðåäåëåíà íå òîëüêî ñâîåîáðàçèåì ýòèõ 
ñòðàí – êóëüòóðíûì è èñòîðè÷åñêèì, èëè èõ ýòíè÷åñêîé è õóäîæåñòâåííîé 
ñàìîáûòíîñòüþ. Èíòåðåñ ê ýòîìó ðåãèîíó äîëæåí áûòü ìîòèâèðîâàí â 
ïåðâóþ î÷åðåäü òåì, ÷òî ñòðàíû ýòè – ïîëíîïðàâíàÿ ÷àñòü ñîâðåìåííîñòè. 
Áóäó÷è îäíèì èç ñóáúåêòîâ ñîâåòñêîé ìîäåðíèçàöèè, Öåíòðàëüíàÿ Àçèÿ – 
ó÷àñòíèê êëþ÷åâûõ êîëëèçèé è íîñèòåëü èñòîðè÷åñêîãî îïûòà ÕÕ âåêà, â 
òî âðåìÿ êàê êîëëèçèè è îïûò ïîñò êîììóíèñòè÷åñêîãî ïåðèîäà ñäåëàëè åå 
ïîëíîïðàâíûì ó÷àñòíèêîì ãëîáàëüíîãî ïîðÿäêà. Òàê è â èñêóññòâå, áóäó÷è 
ïðè÷àñòíûìè ê õóäîæåñòâåííîé ðåôîðìå ðóññêîãî àâàíãàðäà, öåíòðàëüíî-
àçèàòñêèå õóäîæíèêè ñîçäàëè îðèãèíàëüíûé êîíòåêñò, ñâîþ ïåðñïåêòèâó 
íà ñîâðåìåííûé õóäîæåñòâåííûé äèñêóðñ.

Âïåðâûå ïðåäñòàâëÿÿ â Âåíåöèè ýòîò ðåãèîíàëüíûé êîíòåêñò, èìååò ñìûñë 
ïðåäúÿâèòü åãî èìåííî êàê êîíòåêñò – êàê äèàëåêòè÷åñêóþ ñîâîêóïíîñòü 
ðàçíûõ õóäîæíèêîâ, ðàçíûõ ïîêîëåíèé, ðàçíûõ ýòíîñîâ, ðàçíûõ êóëüòóðíûõ 
öåíòðîâ, ðàçíûõ ñòðàí, íàêîíåö. Èìååò ñìûñë ïðåäúÿâèòü ýòîò êîíòåêñò 
íå â åãî ïðåòåíäóþùèõ íà ïîñëåäíþþ àêòóàëüíîñòü âûñêàçûâàíèÿõ, à êàê 
äèàëåêòè÷íóþ ñîâîêóïíîñòü èíäèâèäóàëüíîãî è êîëëåêòèâíîãî îïûòà 
– îñîáåííî îïûòà ïîñò ñîâåòñêèõ ëåò. Âåäü ïîñëåäíèå âûâîäû èç ýòîãî 
îïûòà åùå íå ñäåëàíû, îí îñòàåòñÿ åùå íå ñòàâøåé, æèâîé ñóáñòàíöèåé, 
ïðîâîöèðóþùåé íå íàõîäÿùèå îòâåòà âîïðîñû. À ïîòîìó óæå ãîäû òîìó 
íàçàä çàäàííûå âîïðîñû, êàê è ïðåäëîæåííûå íà íèõ îòâåòû ñîõðàíÿþò è 
ïîíûíå ñâîþ àêòóàëüíîñòü. Ðàáîòà, óæå íåñêîëüêî ëåò êàê ñêîí÷àâøåãîñÿ, 
Ñåðãåÿ Ìàñëîâà àêòóàëüíà íå ìåíåå, ÷åì äåáþò Ðîìàíà Ìàñêàëåâà è Ìàêñèìà 
Áîðîíèëîâà. Àðõèâ èñêóññòâà Öåíòðàëüíîé Àçèè – ýòî Àêòóàëüíûé àðõèâ.

Âçûñêàíèå èäåíòè÷íîñòè, áûëà ïåðâîé èç ïðîáëåì àêòóàëüíîé ýïîõè, 
íà êîòîðóþ îòêëèêíóëàñü õóäîæåñòâåííàÿ ñöåíà Öåíòðàëüíîé Àçèè 
– ñòðàí, êîòîðûå ëèøü íåäàâíî îáðåëè ïîëèòè÷åñêèé ñóâåðåíèòåò. 
Ìèôîïîýòè÷åñêèé íàððàòèâ â ôîðìàõ èíñòàëëÿöèè, à çàòåì è âèäåî ñòàë 
àêòèâíî ýêñïëóàòèðîâàòüñÿ õóäîæíèêàìè ðàçíûõ ïîêîëåíèé îò Ðóñòàìà 
Õàëüôíà – îñíîâàòåëÿ è ïàòðèàðõà àëìà-àòèíñêîé ñöåíû, äî åãî ìîëîäîé 
ïîñëåäîâàòåëüíèöû Àëìàãóëü Ìåíëèáàåâîé. Áëàãîäàðÿ óñèëèÿì ðàçíûõ 
õóäîæíèêîâ (Ðóñòàì Õàëüôèí, Êàíàò Èáðàãèìîâ, Åðáîëññûí Ìåëüäèáåêîâ, 
ãðóïïà «Êðàñíûé òðàêòîð» è äð.) ïðîÿâèëñÿ îí â ôîðìàõ ïåðôîðìàíñà, à 
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òàêæå ïî èíèöèàòèâå Øààðáåêà Àìàíêóëà â ìàñøòàáíûõ ñòàöèîíàðíûõ 
ðàáîòàõ, ñîçäàâàåìûõ íà ëîíå äåâñòâåííîãî ïåéçàæà. Ïðè ýòîì, 
àïåëëèðóÿ ê íàöèîíàëüíî-ýòíè÷åñêèì àðõåòèïàì – ñòåïè, íîìàäèçìó, 
ñóôèñòñêîé òðàäèöèè, æåðòâîïðèíîøåíèþ, ÿçû÷åñêîìó êàìëàíèþ è 
ò. ï., ýòîò íàððàòèâ îòêàçûâàëñÿ îò ïðåòåíçèé íà àóòåíòè÷íîñòü, 
à íåèçìåííî îñîçíàâàëñÿ êîíñòðóêòîì – îí ñîçèäàëñÿ è òóò æå 
äåçàâóèðîâàëñÿ. Òàê ó Âÿ÷åñëàâà Àõóíîâà àâòîðñêèé ìèô âêëþ÷àåò â ñåáÿ 
êàê èêîíû ñîâåòñêîé ïðîïàãàíäû – ïèðàìèäû èç ëåíèíñêèõ áþñòîâ, òàê 
è èêîíû çàïàäíîãî êîíñþìåðèçìà – ðåêëàìû çëîïîëó÷íîé Êîêà-Êîëû. Â 
ñâîþ î÷åðåäü ïåðâîðîäíûé øàìàíèçì Ñàèäà Àòàáåêîâà âêëþ÷àåò â ñåáÿ 
ìîòèâû ïîñòñîâðåìåííîñòè – àâòîìàò Êàëàøíèêîâà èëè ïîëèöåéñêèå 
ñèëóýòû íà ìîñòîâîé.

Âïðî÷åì, íàöèîíàëüíûé ìèô – ýòî êîíñòðóêò íå òîëüêî õóäîæíèêîâ, 
íî è íîâîé ïîëèòè÷åñêîé âëàñòè, ïî îòíîøåíèþ ê êîòîðîé õóäîæíèêè 
– ïðèìåð òîìó ðàáîòû Âèêòîðà è Åëåíû Âîðîáüåâûõ – çàíèìàþò 
ïîçèöèþ îòñòðàíåííîãî àíàëèçà è äåêîíñòðóêöèè. Õóäîæíèêè òàê æå 
ïîêàçûâàþò – ðàáîòû Ñåðãåÿ Ìàñëîâà – ÷òî îáðàòíàÿ ñòîðîíà íîâîé 
ïîëèòè÷åñêîé ìèôîëîãèè ýòî ðåàëüíîñòü âûæèâàíèÿ. Âûæèâàíèå æå 
íå èìååò íàöèîíàëüíîé èäåíòè÷íîñòè, îíî óíèâåðñàëüíî. È â ýòîé 
îòêðûòîñòè óíèâåðñàëüíîìó – êàê óòâåðæäàþò Ìóðàò Äæóìàëèåâ è 
Ãóëüíàðà Êàñìàëèåâà – ïàðàäîêñàëüíàÿ ïîçèòèâíîñòü äðàìàòè÷åñêîãî 
ïîñòñîâåòñêîãî îïûòà.

Îäíàêî âîñïðèÿòèå óíèâåðñàëüíîãî íà÷àëà õóäîæíèêàìè Öåíòðàëüíîé 
Àçèè îêàçûâàåòñÿ ñòîëü æå íåîäíîçíà÷íûì, êàê è íàöèîíàëüíàÿ 
èäåíòè÷íîñòü. Äëÿ Åðáîëññûíà Ìåëüäèáåêîâà ê óíèâåðñàëüíîìó ìû 
ïðîðûâàåìñÿ ÷åðåç îòðå÷åíèå îò èäåíòè÷íîñòè, ÷åðåç ñàìîïîðóãàíèå. 
Äëÿ Àëåêñàíäðà Íèêîëàåâà åäèíñòâåííî äîñòóïíàÿ íàì óíèâåðñàëüíîñòü 
–ãëîáàëèçèðîâàííàÿ êóëüòóðíàÿ èíäóñòðèÿ, îíà æå è íàâÿçûâàåò íàì 
ñòåðåîòèïèçèðîâàííûå èäåíòè÷íîñòè. Äëÿ Ðîìàíà Ìàñêàëåâà è Ìàêñèìà 
Áîðîíèëîâà èäåíòè÷íîñòü è óíèâåðñàëüíîñòü íå êîíòðàïóíêòû – îíè 
ñëèòû â ýêçèñòåíöèàëüíîì è ôèëîñîôñêîì îïûòå «ïóòè», «äîðîãè». Äëÿ 
áèøêåêñêîãî «áåäíîãî» àêöèîíèçìà Óëàíà Äæàïàðîâà è åãî ñïîäâèæíèêîâ, 
óíèâåðñàëüíîå ÿâëÿåòñÿ íàì â íåîæèäàííûå ìîìåíòû, ïðèíèìàÿ ôîðìû 
áûòîâûõ êóðüåçîâ, êîòîðûå, òåì íå ìåíåå, ñóòü îñêîëêè ìèôà.

Âîò íåêîòîðûå èç èìåí è ÿâëåíèé, ÷òî ìîæíî íàéòè â Àêòóàëüíîì 
àðõèâå èñêóññòâà Öåíòðàëüíîé Àçèè …

Âèêòîð Ìèçèàíî

Êóðàòîð ïàâèëüîíà Öåíòðàëüíîé Àçèè
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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.

It is 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. It is 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.
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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 our inclinations 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. It is 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.
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Òàê âîò, ýòîò çóä è äâèæåò íàìè. Îí, êîíå÷íî, ìàòåðèàëüíîãî 
ïðîèñõîæäåíèÿ, è, â òî æå âðåìÿ, «èììàòåðèàëåí». Îí – 
èìïóëüñèâåí êàê êàðäèîãðàììà. Ó êîãî-òî áîëüøå ñîçíàíèÿ, 
íàä êåì-òî äîâëååò áåññîçíàòåëüíîå. Íî òîêè èäóò, êðîâü 
ïóëüñèðóåò è âñå âîêðóã âèáðèðóåò. Îäíàêî, äèàìåòð âèáðàöèè 
íåâåëèê. Ðîâíî ñ ÷åëîâå÷åñêîå òåëî. Ýòî òîò ñëó÷àé, êîãäà 
îçíà÷àþùåå è îçíà÷àåìîå ïåðåñåêëèñü â îäíîé òî÷êå – 
òî÷êå ñîâðåìåííîãî èñêóññòâà. Íàø ðàçãîâîð î ñîâðåìåííîì 
èñêóññòâå Öåíòðàëüíîé Àçèè.

Â òàêèõ ñëó÷àÿõ ïðèíÿòî ãîâîðèòü î ïðåäûñòîðèè èëè õîòÿ 
áû èñòîðèè. Íî êàê î íèõ ãîâîðèòü, åñëè èõ íå áûëî. Ìîæíî 
ãîâîðèòü òîëüêî î âåðòèêàëüíîì âòîðæåíèè ñîâðåìåííîãî 
èñêóññòâà â Êàçàõñòàí è Ñðåäíþþ Àçèþ. Îðòåãà-è-Ãàññåò 
â «Âîññòàíèè ìàññ» ïèñàë î âåðòèêàëüíîì âòîðæåíèè 
âàðâàðñòâà, â òîì ñìûñëå, ÷òî îíî ñîâåðøåííî íåîæèäàííî 
âîçíèêëî âäðóã â öèâèëèçîâàííîé Åâðîïå. À ó íàñ, íàîáîðîò, 
ñðåäè ïîñòïåðåñòðîå÷íîé ðàçðóõè è ðàñïàäà âäðóã âîçíèêàåò 
ñîâðåìåííîå èñêóññòâî.

Ðàñïàä Ñîâåòñêîãî Ñîþçà – ÿâëåíèå òîãî æå ïîðÿäêà. Êàçàëîñü, 
íå áûëî ãîñóäàðñòâà áîëåå ìîãóùåñòâåííîãî è âäðóã îíî 
âìèã ðàñïàëîñü. Êàê áóäòî îòêóäà-òî ñâåðõó äåñàíòèðîâàëè 
äåìîêðàòèþ. Çàìåòüòå ïðè ýòîì, ÷òî íèêàêîé äèàëåêòèêè, à 
èìåííî, âòîðæåíèå, «ðîæäåíèå òðàãåäèè èç äóõà ìóçûêè».

Ê ñîæàëåíèþ, ñëåäóþùèì ýòàïîì ñòàëî ðîæäåíèå ôàðñà. 
Áûâøèå ðåñïóáëèêè Ñîâåòñêîãî Ñîþçà, ïîëó÷èâ ñóâåðåíèòåò, 
ðàçáåæàëèñü ïî «íàöèîíàëüíûì êâàðòèðàì» è ñòàëè âíîâü 
âîçäâèãàòü òåïåðü óæå ñâîþ «Áåðëèíñêóþ ñòåíó».

Òóò ñãîäèëîñü âñå: è ìèôû, è èíñèíóàöèè, è ïîäñòðàèâàíèå 
ïîä ïðåñòèæíûå ìîäåëè èäåíòè÷íîñòè. Îïðåäåëÿþùåé 
ïàðàäèãìîé âíîâü ñòàëî èñòîðè÷åñêîå ñàìîñîçíàíèå, èëè, 
òî÷íåå, ïðîèçâîëüíîå êîíñòðóèðîâàíèå ýïîõàëüíûõ âåõ ñâîåé 
èäåíòè÷íîñòè.

Ñëîâîì, ïîëó÷èëîñü òàê, ÷òî öåíòðàëüíîàçèàòñêèå ðåñïóáëèêè 
âíîâü âåðíóëèñü â ýïîõó «ñåêðåòà», à âòîðæåíèå ñîâðåìåííîãî 
èñêóññòâà îçíàìåíîâàëîñü êîíöîì «ñåêðåòà». Åñëè âñïîìíèòü, 
÷òî ê ñåðåäèíå 90-õ ìû âñå åùå îñòàâàëèñü âûõîäöàìè èç 
ñóðîâîé øèíåëè ñîâåòñêîé êóëüòóðû, òî ñîâðåìåííîå èñêóññòâî 
ïðîòèâîðå÷èëî âñåì íàøèì ïðåäñòàâëåíèÿì î ïðèëè÷íîì 
èñêóññòâå. Âî-ïåðâûõ, îíî íå áûëî èçîáðàçèòåëüíûì, âî-
âòîðûõ, â íåì íàïðî÷ü îòñóòñòâîâàëà èäåîëîãèÿ, è, â-òðåòüèõ, 
îíî íå áûëî ãóìàíèñòè÷åñêèì. À â íàøåì, êàçàõñòàíñêîì 
ñëó÷àå, îíî íå áûëî åùå è íàöèîíàëüíûì. È åùå, ëþáîé 
ïðèëè÷íûé õóäîæíèê ïðÿ÷åò èñòîðèþ ñîçäàíèÿ ñâîåãî 
ïðîèçâåäåíèÿ, çðèòåëü âèäèò óæå ãîòîâóþ êàðòèíó. Ïîýòîìó 
ïîíà÷àëó áûëî äèêî, ÷òî ñîâðåìåííîå èñêóññòâî, ïðåæäå âñåãî, 
ýòî îáíàæåíèå ïðèåìà, óíè÷òîæåíèå âñåõ çàâåñ è íåäîìîëâîê, 
æåñòêàÿ êîíöåïòóàëèçàöèÿ, ïîçâîëÿþùàÿ ñåáå ëþáóþ ñòåïåíü 
ñâîáîäû. È â òî æå âðåìÿ, ñîâðåìåííîå èñêóññòâî – ýòî 
íåêîå óñëîâíîå ïðîñòðàíñòâî, ñîçäàííîå èìåííî äëÿ ýòîãî 
êîíêðåòíîãî àêòà, èìåííî äëÿ ýòîé ñèòóàöèè. Âñå îñòàëüíîå â 

Àóýçõàí Êîäàð

Ñîâðåìåííîå èñêóññòâî êàê êîíåö ñåêðåòà: 
âçãëÿä èç Öåíòðàëüíîé Àçèè.

Â íàøå âðåìÿ âñå ñòàðûå ñâÿçè ðàçîðâàíû, à íîâûå âîçíèêàþò 
êàê òî÷å÷íûå èìïóëüñû. Ýòî âðåìÿ íå ñòîëüêî öåëîñòíîé 
êàðòèíû ìèðà, ñêîëüêî ÿðêèõ ôðàãìåíòîâ. Îäíàêî áåñïîëåçíî 
ïûòàòüñÿ ñäåëàòü èç ôðàãìåíòîâ íå÷òî öåëîå.

Íûíå íåò äàæå äåëåíèÿ íà õóäîæíèêà è åãî òâîðåíèå. Õóäîæíèê 
è åñòü òâîðåíèå. Íûíå âðåìÿ áåñêîíå÷íî ñóùåñòâóþùèõ 
ñóùåñòâèòåëüíûõ. Ãëàãîëû è ïðèëàãàòåëüíûå íè÷åãî íå 
çíà÷àò.

Íàøå âðåìÿ – âðåìÿ áåçûñõîäíîñòè. Ñòîëüêî âðåìåíè íàñ 
ïóãàëè ÿâëåíèåì êîíöà ñâåòà. Íî îí îêàçàëñÿ íå òàêèì óæ 
è ñòðàøíûì, áóäíè÷íûì – îí îêàçàëñÿ íå êîíöîì ñâåòà, íå 
ñâåòîïðåñòàâëåíèåì, à «ñâåòî-ïðåäñòàâëåíèåì». Íûíå íåò 
äàæå ðàçäåëåíèÿ äíÿ è íî÷è. Äåíü è íî÷ü ìû çàëèòû ñâåòîì, 
è, íåâàæíî êàêîãî îí ïðîèñõîæäåíèÿ – åñòåñòâåííîãî èëè 
èñêóññòâåííîãî. Ýòîãî ðàçäåëåíèÿ òåïåðü íå ñóùåñòâóåò.

Íàøå âðåìÿ – íå êîíåö ñâåòà, à êîíåö ñåêðåòà – ýòî ãðàíäèîçíîå 
îòêðûòèå, ñäåëàííîå íåêîãäà Áîäðèÿðîì.

Òðóäíî ïåðåîöåíèòü ýòî îòêðûòèå. Ñåêðåò – îñíîâà âñåãî, 
îñíîâà òðàäèöèè, ðåëèãèè, êóëüòóðû. Äðåâíèå çàñåêðå÷èâàëè 
çíàíèå, è îíî ñòàíîâèëîñü ñàêðàëüíûì. Ôåíîìåí ñàêðàëüíîãî 
ïðîèñòåêàåò èç êóëüòà èñêëþ÷èòåëüíîñòè. Íåóäèâèòåëüíî, ÷òî 
ñ íèì ïîÿâëÿþòñÿ ïîñâÿùåííûå è íåïîñâÿùåííûå, ïðàâûå 
è íåïðàâûå, ïîëíîöåííûå è íåïîëíîöåííûå, ñâîè è ÷óæèå, 
èçáðàííûå è íåèçáðàííûå.

Êòî-òî ÝÒÎ îùóùàåò, êòî-òî ê ÝÒÎÌÓ èíäèôôåðåíòåí. Íî ÝÒÎ 
«ñóùåñòâóåò è íè â çóá íîãîé».

Äåëî â òîì, ÷òî ñåêðåò – ýòî åùå è êóëüò èäåíòè÷íîñòè. 
Êîãäà ñðåäè îêåàíà òüìû, òåáå ïîêàçûâàþò îñòðîâîê ñâåòà, 
òû îõîòíî â ýòî âåðèøü è ñîîòíîñèøü ñåáÿ òîëüêî ñ íèì. 
Íî òåïåðü ìîæåò ïîëó÷èòüñÿ òàê, ÷òî ýòî îñòðîâîê òüìû 
ñðåäè îêåàíà ñâåòà. Òàê îíî è åñòü. Ìû òàê òîñêîâàëè ïî 
èäåíòè÷íîñòè, ÷òî òåïåðü îáðå÷åíû íà íåå. Ìû îáðå÷åíû 
íà ñâîþ ôèçè÷åñêóþ è íàöèîíàëüíóþ êîíñòèòóöèþ, íà ñâîè 
íåäîñòàòêè è äîñòîèíñòâà.

Íî òåïåðü âñå ýòî ïîòåðÿëî êà÷åñòâåííîå èëè «îöåíî÷íîå» 
èçìåðåíèå. Êàêîå èçìåðåíèå ìîæåò áûòü ó æåñòè? Òîëüêî 
ïëîñêîå. Òàê è íàøå èñêóññòâî, ýòî ïëîñêîå íà ïëîñêîì. Èç 
íåãî èñ÷åç äàæå þìîð. Îíî ðåäêî áûâàåò èðîíè÷íûì. Â íåì 
íåò äàæå âûçîâà è ýïàòàæà. Âñå ýòî ïðèìåòû ìîäåðíà, à ìû 
ïîñòìîäåðí óæå ïåðåæèëè, èëè ïåðåíåñëè. Êàê êîðü èëè ñûïü. 
È íè÷åãî êðîìå çóäà íå ïî÷óâñòâîâàëè.
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ñîâðåìåííîì èñêóññòâå áûëî íàòóðàëüíûì (âçÿòûì èç æèçíè), 
íî, îòêàçàâøèñü îò ýòîãî ìîìåíòà óñëîâíîñòè, îíî ïîòåðÿëî 
áû, ñîáñòâåííî, ñòàòóñ èñêóññòâà. Ïîêàçàòåëüíî, ÷òî ñàìûé 
ýïàòàæíûé àêöèîíèñò 90-õ, Êóëèê, â ñâîèõ èíòåðâüþ âñåãäà 
ïîä÷åðêèâàë ýòîò ìîìåíò, ñâîå óâàæåíèå ê óñëîâíîñòè, êàê ê 
ñðåäñòâó ýñòåòèçàöèè ïðåäñòàâëÿåìûõ ÿâëåíèé.

À òåïåðü î ñâîåîáðàçèè ñîâðåìåííîãî èñêóññòâà â Öåíòðàëüíîé 
Àçèè. Îíî ó íàñ áóðíî ðàçâèâàåòñÿ, íî îôèöèàëüíî îíî êàê 
áóäòî íå ñóùåñòâóåò. Åñëè ñ êåì-òî è ïðîèñõîäèò «ñìåðòü 
âæèâóþ», òî ýòî ñ íàøèìè õóäîæíèêàìè. Çàïàäíûì õóäîæíèêàì, 
çàùèùåííûì âñåé ìîùüþ ñâîèõ èíñòèòóöèé òðóäíî ïîíÿòü 
àçèàòñêèõ àêöèîíèñòîâ, ïûòàþùèõñÿ áûòü ñîâðåìåííûìè òàì, 
ãäå äîâëååò òîëüêî àðõàèêà. Îíè âðûâàþòñÿ â áîëüøîé ìèð, 
ãäå èõ ïðèíèìàþò ñ ðàñïðîñòåðòûìè îáúÿòèÿìè, à ïîòîì âíîâü 
âîçâðàùàþòñÿ â ñâîþ ïóñòûíþ, ãäå ó íèõ íåò íèêàêîãî ñòàòóñà 
è âîçìîæíîñòè ðîñòà. Òâîðèòü â Öåíòðàëüíîé Àçèè – ýòî 
çíà÷èò òâîðèòü â ïóñòîòå, â íàäåæäå òîëüêî íà áîæåñòâåííîå 
ïðîâèäåíèå. Òû íå ìîæåøü ïðèíÿòü ïàòðèàðõàëüíîå ìûøëåíèå 
ñâîèõ ñîïëåìåííèêîâ, êàê è îíè, òâîå – íå ðèòóàëüíîå. Òåáÿ 
ñïàñàåò òîëüêî âèðòóàëüíîå îáùåíèå è òî, ÷òî íàçûâàåòñÿ 

«äóõîì ìóçûêè». È, âèäèìî, â ñâÿçè ñ ýòèì ìåíÿåòñÿ ñàìî 
ïîíÿòèå èäåíòè÷íîñòè. Òåïåðü òîëüêî âûõîä çà ïðåäåëû 
èäåíòè÷íîñòè ñîçäàåò èäåíòè÷íîñòü, ò.å. îíà ïðèîáðåòàåò 
òðàíñãðåññèâíûé õàðàêòåð.

Àçèàòñêèé àêöèîíèñò íå òîëüêî íîñèòåëü ñîâðåìåííîãî 
èñêóññòâà, íî è åãî íåïîñðåäñòâåííîå âûðàæåíèå. Îí ïîäîáíî 
Âàòèêàíó â Ðèìå, ÿâëÿåòñÿ ãîñóäàðñòâîì â ãîñóäàðñòâå, òîëüêî 
ýòî äåñàêðàëèçîâàííîå è äåèäåîëîãèçèðîâàííîå ïðîñòðàíñòâî, 
ïðîñòðàíñòâî âñåîáùåé êîììóíèêàöèè è êîíöà ñåêðåòà. Ýòî 
ïðîñòðàíñòâî, ãäå êîðíè ðàñòóò èç âîçäóõà, à òåððèòîðèÿ 
äàâíî, ïî Äåëåçó-Ãâàòòàðè, íå èìååò ñòàòóñà òåððèòîðèè. 
Õóäîæíèê - åäèíñòâåííûé ïîëïðåä òîãî «áîëüøîãî» ìèðà, î 
êîòîðîì âåäàåò òîëüêî îí. È îí íå äåëàåò ñåêðåòà î ñâîåì 
îò÷óæäåíèè îò ñîïëåìåííèêîâ. Âîçìîæíî, ÷òî òîëüêî òàêîå 
îò÷óæäåíèå ñïîñîáíî îñîâðåìåíèòü êóëüòóðíóþ ñèòóàöèþ â 
Öåíòðàëüíîé Àçèè.

Â îôîðìëåíèè ñòàòüè èñïîëüçîâàíû ôîòîãðàôèè Àëåêñàíäðà Ó.
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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 
their identities 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 for in 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 

Monument to Amir Timur, Tashkent, Uzbekistan. 1993
Ïàìÿòíèê Àìèðó Òèìóðó, Òàøêåíò, Óçáåêèñòàí. 1993
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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 

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
Ïàìÿòíèê Àáëàéõàíó, Àëìàòû, Êàçàõñòàí
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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 

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” décor: 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 
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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 

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 aren’t 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 hours in a storm pelting him with hail, completely politically 
incorrect, with masochistic zeal mocking the phenomenon of 
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Asiatic roots. Finally, the déjà 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-



17

È
ñ

ê
ó

ñ
ñ

ò
â

î
 Ö

å
í

òð
à

ë
ü

í
î

é
 À

ç
è

è
. 

À
ê

ò
ó

à
ë

ü
í

û
é

 À
ð

õ
è

â
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.

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.

Erbossyn Meldibekov.
“My Brother - My Enemy”. Photo. 2001
Åðáîñûí Ìåëüäèáåêîâ.
“Áðàò ìîé - âðàã ìîé”. Ôîòî
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Âàëåðèÿ Èáðàåâà

Â îæèäàíèè Ãîäî: cðåäíåàçèàòñêàÿ âåðñèÿ 
ïîèñêà èäåíòè÷íîñòè

Ýêñ-ñîâåòñêàÿ Ñðåäíÿÿ Àçèÿ, îäèí èç ñàìûõ çàêðûòûõ è 
òàèíñòâåííûõ ðåãèîíîâ ÑÑÑÐ, ñåãîäíÿ, ïîñëå ïàäåíèÿ æåëåçíîãî 
çàíàâåñà è òðèíàäöàòè ëåò íåçàâèñèìîñòè – ïåðåêðåñòîê 
ãåîïîëèòè÷åñêèõ è ýêîíîìè÷åñêèõ èíòåðåñîâ ÑØÀ, Êèòàÿ 
è Ðîññèè. Êëàäîâàÿ íåôòè, ãàçà, ìåòàëëîâ, êàê ïåùåðû Àëè 
áàáû, ïðèâëåêàåò âíèìàíèå äèïëîìàòîâ, ïóòåøåñòâåííèêîâ, 
áèçíåñìåíîâ, àâàíòþðèñòîâ è õóäîæíèêîâ.

Áóðíûå ïîëèòè÷åñêèå ïðîöåññû â Êàçàõñòàíå, Êûðãûçñòàíå, 
Óçáåêèñòàíå, Òàäæèêèñòàíå è Òóðêìåíèè, ïîèñêè ñâîåãî ëèöà, 
îïðåäåëÿþùèå èõ ìåñòî â ìèðîâîì ñîîáùåñòâå, áåçóñëîâíî, 
ñòèìóëèðóþò ïîòðåáíîñòü â âûðàáîòêå èíäèâèäóàëüíûõ 
êóëüòóðíî-èäåíòèôèêàöèîííûõ ìîäåëåé êàæäîé ñòðàíû. 
Äåáàòû î íàöèîíàëüíîé èäåå ïðîèñõîäÿò íà êóõíÿõ, â 
ìàññ-ìåäèà, ïàðëàìåíòàõ. Íàòóðàëüíî, ÷òî ïîäàâëÿþùåå 
áîëüøèíñòâî â îáùåñòâå, äîëãîå âðåìÿ ñóùåñòâîâàâøåì â 
ïðîñòðàíñòâå ñîâåòñêèõ êóëüòóðíûõ ñòàíäàðòîâ, îñíîâàííûõ 
íà àêêóëüòóðàöèè âñåõ áåç èñêëþ÷åíèÿ íàðîäîâ ÑÑÑÐ è 
ñòðàí Âàðøàâñêîãî äîãîâîðà, íûíå ðàññìàòðèâàåò ñèòóàöèþ 
ñ ïîçèöèé êîìïåíñàòîðíûõ òåîðèé, íàïðàâëåííûõ íà 
ôîðìèðîâàíèå ïðèîðèòåòíûõ ïîçèöèé, êàê íûíå ïðèíÿòî 
ãîâîðèòü, «ãîñóäàðñòâîîáðàçóþùèõ» ýòíîñîâ.

Íàèáîëüøèé ïðîãðåññ â ïðîöåññå àêêóëüòóðàöèè áûë äîñòèãíóò 
â ñðåäíåàçèàòñêîì ðåãèîíå, â ñèëó íåäèôôåðåíöèðîâàííîé 
ýòíè÷åñêîé è êóëüòóðíîé èäåíòè÷íîñòè ìåñòíûõ îáùåñòâ, 
ïîñòðîåííûõ åùå íà ðîäîïëåìåííûõ îòíîøåíèÿõ; ýòî 
ïðèìåðíî òî, ñ ÷åì ñòîëêíóëèñü ÑØÀ ïðè ñòðîèòåëüñòâå 
«äåìîêðàòè÷åñêîãî ãîñóäàðñòâà» â ñîâðåìåííîì Àôãàíèñòàíå. 
Â 1924 ãîäó ñîâåòñêîé âëàñòüþ áûëî ïðîâåäåíî òàê íàçûâàåìîå 
«òîïîðíîå ðàçäåëåíèå», – ïî ëèíåéêå – äîñòàòî÷íî ãëÿíóòü 
íà êàðòó ðåãèîíà, ãåîìåòðè÷åñêèå î÷åðòàíèÿ êîòîðîãî 
íàïîìèíàþò òðåóãîëüíèêè è ñåãìåíòû, íàíåñåííûå íà êàðòó 
Àôðèêàíñêîãî êîíòèíåíòà.

Â ðåçóëüòàòå êîãäà-òî îáùåå èñòîðèêî-êóëüòóðíîå 
ïðîñòðàíñòâî Èðàíà è Òóðàíà, ñîáñòâåííî, è ÿâëÿþùååñÿ 
ãåîãðàôè÷åñêîé Öåíòðàëüíîé Àçèåé, äèôôåðåíöèðîâàííîå, â 
îñíîâíîì, ïî ñïîñîáó ïðîèçâîäñòâà: â ñòåïè – ñêîòîâîä÷åñêîå, 
â ãîðîäàõ – ðåìåñëåííîå; íûíå, ñ âîçíèêíîâåíèåì â 1991 
ãîäó íîâûõ íåçàâèñèìûõ ãîñóäàðñòâ, ñòàëî ïðåäìåòîì äåëåæà 
è ïðè÷óäëèâûõ èçûñêàíèé. Óíè÷òîæåíèå êî÷åâîãî ñïîñîáà 
ñóùåñòâîâàíèÿ â ñòåïíîé çîíå è èñëàìñêîãî – â ãîðîäñêîé, 
âûçâàííîå ñòðåìëåíèåì ê óíèôèêàöèè íàñåëåíèÿ è ñîçäàíèþ 
àáñòðàêòíûõ «òðóäÿùèõñÿ ìàññ Ñîâåòñêîãî Âîñòîêà», 
ïðèâåëî ê ïî÷òè ïîëíîìó ðàçðóøåíèþ êóëüòóðíîé òðàäèöèè 

The Ark of Neutrality, Ashgabat, Turkmenistan. 1998
Àðêà Íåéòðàëèòåòà, Àøãàáàò, Òóðêìåíèñòàí
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è èñòîðè÷åñêîé ïàìÿòè. Òàêèì îáðàçîì, áûë ñîâåðøåí 
âèðòóàëüíûé ñêà÷îê â ñâåòëîå áóäóùåå, çàôèêñèðîâàííûé 
ñîâåòñêîé ïðîïàãàíäîé â ïëàêàòå, èçîáðàæàâøåì âñàäíèêà, 
ïåðåñêàêèâàþùåãî ÷åðåç ïðåïÿòñòâèå, ñ íàäïèñüþ «Èç 
ôåîäàëèçìà – â ñîöèàëèçì».

Ðàñïàä Ñîâåòñêîãî Ñîþçà è îáúÿâëåíèå ñóâåðåíèòåòà ðàïèäîì 
âåðíóëè Ñðåäíþþ Àçèþ â èñõîäíóþ òî÷êó, îáîãàòèâ îáùåñòâà 
ýëåìåíòàìè ñîâåòñêîé öèâèëèçàöèè – ìîíîàãðèêóëüòóðàìè 
– õëîïêîì è ïøåíèöåé, ìîíîïðîìûøëåííîñòüþ – â îñíîâíîì, 
äîáûâàþùåé, è ìîíîêóëüòóðîé – «ñîöèàëèñòè÷åñêèì 
ðåàëèçìîì». Ñ ýòèì íàñëåäñòâîì íîâûì ñòðàíàì ïðåäñòîÿëî 
âîéòè â íîâûé ÕÕI âåê â êà÷åñòâå ðàâíîïðàâíûõ ó÷àñòíèêîâ 
ìèðîâûõ ïîëèòè÷åñêèõ, ýêîíîìè÷åñêèõ è êóëüòóðíûõ 
ïðîöåññîâ.

 Îòâåðãíóâ èäåîëîãèþ êîììóíèçìà, ïðîâîçãëàñèâ ñåáÿ 
îðèåíòèðîâàííûìè íà ðûíîê, ñâåòñêèìè, äåìîêðàòè÷åñêèìè è 
ïîëèýòíè÷åñêèìè, îíè ïðèíÿëèñü çà ñîçäàíèå è óêðåïëåíèå 
îñíîâ ãîñóäàðñòâåííîñòè. Òåì íå ìåíåå, ïðèíöèïû ñîâåòñêîé 
êóëüòóðíîé ïîëèòèêè, ïîäõîä ê êóëüòóðå, êàê ê èíñòðóìåíòó 
îáñëóæèâàíèÿ âëàñòè, ñîõðàíèëèñü ïîêà è â íîâûõ óñëîâèÿõ. 
Ìåòîä ñîöèàëèñòè÷åñêîãî ðåàëèçìà áûë åäèíñòâåííîé, 
çàìêíóòîé è õîðîøî ðàçðàáîòàííîé èäåîëîãè÷åñêîé 
ñòðàòåãèåé, ìåõàíèçìû êîòîðîé ðàáîòàëè â òå÷åíèå ñåìèäåñÿòè 
ëåò. Ïðè ýòîì íåîáõîäèìî ïðèçíàòü, ÷òî, íàñàæäàÿ ñîâåòñêèå 
êóëüòóðíûå ñòàíäàðòû, ñîâåòñêàÿ âëàñòü, òåì íå ìåíåå, 
èíèöèèðîâàëà ïîÿâëåíèå â Ñðåäíåé Àçèè åâðîïåéñêîãî òèïà 
êóëüòóðû.

Îáúÿâèâ ñåáÿ ñóâåðåííûìè, íîâûå ñðåäíåàçèàòñêèå 
ãîñóäàðñòâà âñòàëè ïåðåä íåîáõîäèìîñòüþ ïîëèòèêî-
êóëüòóðíîé ñàìîèäåíòèôèêàöèè, íà÷àâ èäåîëîãè÷åñêîå 
ñòðîèòåëüñòâî ñ òîãî æå, ÷òî è ñîâåòñêàÿ âëàñòü íà ýòàïå 
âîçíèêíîâåíèÿ ÑÑÑÐ: ìîíóìåíòàëüíîé ïðîïàãàíäû.

Îñíîâíîé çàäà÷åé «ñðåäíåàçèàòñêîãî ïëàíà ìîíóìåíòàëüíîé 
ïðîïàãàíäû» ÿâëÿåòñÿ óòâåðæäåíèå ãëóáîêîé èñòîðè÷íîñòè 
ãîñóäàðñòâåííûõ îáðàçîâàíèé. Èç àííàëîâ èñòîðèè

âûèñêèâàþòñÿ íàèáîëåå ïîäõîäÿùèå äëÿ ýòîãî ôàêòû è 
ïåðñîíàëèè, ïðîèçâîäèòñÿ ðåâèçèÿ àðõåîëîãè÷åñêèõ è 
èñòîðè÷åñêèõ èçûñêàíèé, ïåðåñìàòðèâàþòñÿ ìèôîëîãèÿ 
è ôîëüêëîð. Â ïðîöåññå âûðàáîòêè êóëüòóðíî-
èäåíòèôèêàöèîííîé ìîäåëè, ïîíÿòèÿ «ñóâåðåííîå» è 

«íàöèîíàëüíîå» ïîëó÷àþò òðàêòîâêó, îñíîâàííóþ íà 
ïðèîðèòåòå òèòóëüíûõ ýòíîñîâ, êàæäûé èç êîòîðûõ è âûèñêèâàåò 
ñâîåãî «îòöà íàöèè», âñòàâëÿåìîãî â èäåîëîãè÷åñêóþ 
äûðó, îáðàçîâàííóþ ðàçâåí÷àíèåì êóëüòà Â.È. Ëåíèíà. 
Îñâîáîäèâøèåñÿ ïîñëå ñíîñà ïàìÿòíèêîâ îñíîâîïîëîæíèêó 
ñîâåòñêîé èäåîëîãèè ñàêðàëèçîâàííûå ïðîñòðàíñòâà – ÷àùå 
âñåãî ãëàâíûå ïëîùàäè ãîðîäîâ – çàïîëíÿþòñÿ íîâûìè 
ôåòèøàìè.

Â Êàçàõñòàíå èì ñòàë áîðåö ñ äæóíãàðñêèì âëèÿíèåì 
Àáëàéõàí, â Óçáåêèñòàíå – ñðåäíåâåêîâûé çàâîåâàòåëü ýìèð 
Òèìóð (Òàìåðëàí), â Òóðêìåíèñòàíå – ãåðîé ñîâðåìåííîñòè 
Òóðêìåíáàøè, â Òàäæèêèñòàíå – Èñìàèë Ñàìàíè, îñíîâàòåëü 
äèíàñòèè Ñàìàíèäîâ.

Ôîðìèðîâàíèå íàöèîíàëèñòè÷åñêîé ýñòåòèêè ïðîèñõîäèò 
íà îñíîâå èìèòàöèè ïðèíöèïîâ åâðîïåéñêîé ýñòåòèêè 16-17 
âåêîâ, êîòîðàÿ ïîëíîñòüþ îòâå÷àåò çàäà÷å  ãîñóäàðñòâåííîãî 
ïàññåèçìà, íàïðàâëåííîãî íà óäðåâíåíèå èñòîðèè è ñîçäàíèå 
ìèôà î âåëè÷èè ñîâðåìåííûõ íàðîäîâ Ñðåäíåé Àçèè, ñî 
ñíàéïåðñêîé òî÷íîñòüþ îïðåäåëÿÿ äëÿ ñåáÿ ïðèîðèòåòíûé 
èñòîðè÷åñêèé ñòèëü: áàðîêêî è êëàññèöèçì, êàê èçâåñòíî, 
âîçíèêëè â ñâÿçè ñ ôîðìèðîâàíèåì â Åâðîïå ãîñóäàðñòâ, 
îñíîâàííûõ íà ñèëüíîé íàöèîíàëüíîé èäåå è àâòîðèòàðíîì òèïå 
ïðàâëåíèÿ. Òàê, ïðèíàäëåæàùèé íûíå Óçáåêèñòàíó Òàìåðëàí 
âîññåäàåò íà êîíå â ïîëíîì ñîîòâåòñòâèè ñ ìàíåðîé Áåðíèíè: 
cèëüíàÿ äèíàìèêà, ñâåòîòåíåâûå ýôôåêòû, ýêñïðåññèÿ ëåïêè 
è ò.ä. (ñì. äàëåå ó÷åáíèê èñòîðèè èñêóññòâà). Åâðîïåéñêàÿ 
êëàññè÷åñêàÿ òðàäèöèÿ èçîáðàæåíèÿ ãåðîåâ â àíòè÷íûõ 
îäåæäàõ òàêæå ïðîäîëæåíà – Òàìåðëàí â Òàøêåíòå îäåò â 
êîñòþì äðåâíåãî ñîãäèéöà, õîòÿ ñðåäíåâåêîâûé çàâîåâàòåëü 
áûë ìîíãîëîì. Èñòîðèêî-ýòíîãðàôè÷åñêàÿ ýêëåêòèêà ñîçäàåò 
íîâóþ ãåîïîëèòè÷åñêóþ ñåìàíòèêó, êîòîðàÿ äîëæíà óòâåðäèòü 
èñòîðè÷íîñòü ñîâðåìåííîãî Óçáåêèñòàíà.

Â Äóøàíáå æå, ñòîëèöå Òàäæèêèñòàíà, óñòàíîâëåí 
äåìîíñòðàòèâíî ïåøèé ïàìÿòíèê Èñìàèëó Ñàìàíè, ñòðîèâøåìó 
ãîðîäà, ïîääåðæèâàþùåìó çåìëåäåëèå è ðàçâèòèå 
ðåìåñåë. Çîëî÷åííûé ñèëóýò âûðèñîâûâàåòñÿ â ïðîåìå 
ãðàíäèîçíîé àðêè, èìåþùåé ïðîòîòèïîì ïîðòàëû ìåäðåñå è 
ìàâçîëååâ Ñàìàðêàíäà è Áóõàðû, êîòîðûå íûíå íàõîäÿòñÿ â 
Óçáåêèñòàíå.

Òàêèì îáðàçîì, èñòîðè÷åñêèå ëè÷íîñòè âîâëåêàþòñÿ â 
ñîâðåìåííûå òåððèòîðèàëüíûå ñïîðû è, ïðîâîçãëàøàÿñü îòöàìè 
íàöèè, ñòàíîâÿòñÿ ñèìâîëàìè íîâûõ ãîñóäàðñòâåííîñòåé. 
Ïðèäàíèå ýêñêëþçèâíûõ ãîñóäàðñòâîîáðàçóþùèõ ïðàâ 
«Îòöàì íàðîäîâ» äðåâíîñòè ïðîèñõîäèò, íåñîìíåííî, è 
äëÿ ñîçäàíèÿ èäåè ïðååìñòâåííîñòè âëàñòè, ïîñêîëüêó 
íûíåøíèå ïðàâèòåëè-ïðåçèäåíòû óòâåðæäàþò ñåáÿ îòöàìè-
îñíîâàòåëÿìè, äàâøèì íåçàâèñèìîñòü íîâûì ãîñóäàðñòâàì 
Ñðåäíåé Àçèè, õîòÿ, êàê èçâåñòíî, «ïàðàä ñóâåðåíèòåòîâ» 
ïðîèçîøåë «ñâåðõó», âñëåäñòâèå ðàçâàëà Ñîâåòñêîãî Ñîþçà.
Óñòàíîâèâ àâòîðèòàðíûå ðåæèìû è íàõîäÿñü ó âëàñòè óæå 
áîëåå ïÿòíàäöàòè ëåò, ïðåçèäåíòû óâåðÿþò, ÷òî «âîçðîæäåíèå 
íàöèîíàëüíîé äóõîâíîñòè» è «âîçâðàùåíèå ê òðàäèöèè» 
ñîñòîÿëèñü ïîñðåäñòâîì ñîçäàíèÿ íàöèîíàëèñòè÷åñêîé 
êëàññèöèçèðóþùåé ýñòåòèêè, êîòîðàÿ è ÿâëÿåòñÿ, ñîáñòâåííî, 
ïðèçíàêîì íàöèîíàëüíîé èäåíòè÷íîñòè.

Êîííûé Àáëàéõàí íà âîêçàëüíîé ïëîùàäè â Àëìàòû, 
áûâøåé ñòîëèöå Êàçàõñòàíà, æåñòîì ðóêè óêàçóþùèé ïóòü 
ïðèåçæèì, âçãðîìîæäåí íà óçêèé ïîñòàìåíò, îáîãàùåííûé 
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ñëîæíî ïðîôèëèðîâàííûìè òÿãàìè, êîìïîçèòíûìè 
îðíàìåíòèðîâàííûìè êàïèòåëÿìè êîëîíí, ïîëèõðîìèåé è 
ðàçíîôàêòóðíîñòüþ êàìíÿ. Âòîðîé êîííûé Àáëàéõàí, íà 
ýòîò ðàç óæå â íîâîé ñòîëèöå Àñòàíå, ñòðîÿùåéñÿ â ãîëîé 
ñòåïè, áîëåå ñêðîìåí – ýòî, ñêîðåå, ñòðîãèé êëàññèöèçì. 
«Íàöèîíàëüíûå òðàäèöèè» â îáîèõ ïàìÿòíèêàõ ñêóïî 
ïîääåðæàíû «íàöèîíàëüíûì» äåêîðîì: àêñåññóàðàìè, 
ìîíãîëîèäíîñòüþ ëèö, è, íàòóðàëüíî, èçîáðàæåíèåì êîíÿ, 
êîòîðûé äëÿ êî÷åâîãî â ïðîøëîì îáðàçà æèçíè äåéñòâèòåëüíî 
ÿâëÿåòñÿ âàæíûì èäåíòèôèêàöèîííûì ïðèçíàêîì.

Ñòîëü óäà÷íîå ñîâïàäåíèå íîìàäè÷åñêîé è ôåîäàëüíî-
àáñîëþòèñòñêîé òðàäèöèé ïîðîäèë â Êàçàõñòàíå äîñòàòî÷íî 
ñèëüíûé ýôôåêò òèðàæíîñòè: îòíûíå êàæäûé ãîðîä, êàæäûé 
ðàéîííûé öåíòð ñòðåìèòñÿ îáçàâåñòèñü ñâîèì êîííûì 
ãåðîåì. Âîçíèêøèõ èç ôîëüêëîðà, ëåãåíä è ïðåäàíèé, 
÷àñòî îáúÿâëÿåìûõ ïðåäêàìè íûíåøíèõ ìíîãî÷èñëåííûõ 
íà÷àëüíèêîâ, èõ óæå ìîæíî ñ÷èòàòü äåñÿòêàìè, è íå ñëó÷àåí 
òîò ôàêò, ÷òî áîëüøèíñòâî ñîâðåìåííûõ êàçàõñòàíñêèõ êîííûõ 
ìîíóìåíòîâ ðîæäàþò àññîöèàöèè ñî ñêàçî÷íûìè ïåðñîíàæàìè, 
ãåðîÿìè ëåãåíä, â êîòîðûõ ìîãó÷èé ãåðîé èçáàâëÿë ñâîþ 
ðîäèíó îò çëîáíûõ âðàãîâ. Òàêèì îáðàçîì, äðåâíèå ãðåêè, 
÷ëåíû àðõàè÷åñêîãî îáùåñòâà, ìàðêèðîâàëè ñâîè äîñòèæåíèÿ, 
îáúåäèíÿÿ èõ ïîä èìåíàìè «Ïðîìåòåé» èëè «Ãåðàêë». 
Íî â ïîâòîðÿåìîñòè ìîòèâà ñîäåðæèòñÿ íåêèé ðóäèìåíò 
êóëüòóðíîé ïàìÿòè. Êàçàëîñü áû, êàæäûé ãîðîä èëè ãîðîäîê, 
âîçäâèãàþùèé êîííûé ìîíóìåíò íà ïëîùàäè, âåðíîïîääàííî 
ïîääåðæèâàåò ýïèäåìèþ ìîíóìåíòàëüíîãî ãîñóäàðñòâåííîãî 
ñòðîèòåëüñòâà. Ñ äðóãîé ñòîðîíû, èõ ìíîæåñòâåííîñòü ÿâëÿåòñÿ 
ñëåäñòâèåì åùå æèâîé òðàäèöèè ñèëüíûõ ðîäîïëåìåííûõ 
îòíîøåíèé, ñâèäåòåëüñòâîì öåíòðîáåæíûõ ñèë, ñïîñîáíûõ 
âûæèâàòü áåç óêàçóþùåãî ïåðñòà, ÷òî, êîíå÷íî, ïðîòèâîðå÷èò 
èäåå àâòîðèòàðíîãî ãîñóäàðñòâà, è áûëî âñêîðå çàïðåùåíî 
ïîñðåäñòâîì íåîôèöèàëüíûõ, íî äîñòàòî÷íî âíÿòíûõ 
óêàçàíèé.

Èäåÿ ñîâðåìåííîãî àáñîëþòèçìà, âûäàâàåìàÿ çà 
«íàöèîíàëüíóþ», íàøëà ñâîå íàèâûñøåå âîïëîùåíèå â 
Òóðêìåíèñòàíå, ïðåçèäåíò êîòîðîãî íàñòîëüêî ÷åñòåí, ÷òî, â 
ñîîòâåòñòâèè ñ äåìîêðàòè÷åñêèì âîëåèçúÿâëåíèåì íàðîäà, 
ïîêîðíî ïðèíÿë ñâîå ïîæèçíåííîå èçáðàíèå íà ñâîé æå 
âûñîêèé ïîñò. Â ñâÿçè ñ ÷åì Àðêà Íåéòðàëèòåòà â Àøãàáàòå, 
ïðåäñòàâëÿþùàÿ ñîáîé ãðîìàäíûé, âîçíåñåííûé íà òðåõ 
ìîùíûõ îïîðàõ, ïîñòàìåíò èç áåòîíà è ñòåêëà, ñ ïàðàäíûìè 
ïîìåùåíèÿìè âíóòðè, óâåí÷àíà çîëî÷åííîé ôèãóðîé 
Ñàïàðìóðàòà Íèÿçîâà, ïîâîðà÷èâàþùåéñÿ â çàâèñèìîñòè îò 
ïîëîæåíèÿ ñîëíöà íà íåáå.

Â äàííîì ñëó÷àåò ìîæíî ãîâîðèòü óæå äàæå íå î ñòèëèñòèêå 
áàðîêêî, íî è î áîëåå äðåâíèõ èìïåðèÿõ, âîçäâèãàâøèõ 
êîëîííû Òðàÿíà, ìåãàëèòè÷åñêèå ñêóëüïòóðû Êîíñòàíòèíà è 
äðóãèõ àíòè÷íûõ èñòîðèÿõ, ñòîëü ëþáèìûõ Ãîëëèâóäîì.

Ñ äðóãîé ñòîðîíû, äâèæóùàÿñÿ ñòàòóÿ Òóðêìåíáàøè, áåçóñëîâíî, 
ÿâëÿåòñÿ êèíåòè÷åñêèì îáúåêòîì, â ÷åì î÷åâèäíî âëèÿíèå 
íîâûõ òåõíîëîãèé. Ñþäà ïðîñèòñÿ ðàçâèòèå ìûñëè Ñëàâîÿ 
Æèæåêà, óòâåðæäàþùåãî âëèÿíèå ñîâåòñêîé àðõèòåêòóðû íà 
ýñòåòèêó òîãî æå Ãîëëèâóäà. Ïîï ôèëîñîô ñâÿçûâàåò îáðàç 
Êèíã Êîíãà, ñòîÿùåãî íà êðûøå íåáîñêðåáà ñ ìåãàëèòè÷åñêîé 
ôèãóðîé Ëåíèíà íà âåðøèíå Äâîðöà Ñîâåòîâ. Â ñëó÷àå æå 
Àðêè Íåéòðàëèòåòà âïîëíå âîçìîæíî ãîâîðèòü îá îáðàòíîì 
ýôôåêòå – âëèÿíèè Ãîëëèâóäà, âêëþ÷àþùåãî â îáðàçíóþ 
ñòðóêòóðó ñâîèõ ìîíóìåíòàëüíûõ ïðîèçâåäåíèé ïðèìèòèâíî-
íàñòðîåí÷åñêèå òðàêòîâêè îáúåêòîâ ïðèðîäû. Ðîëü ïå÷àëüíîé 
ãîëëèâóäñêîé ëóíû íàä âëþáëåííûì Êèíã Êîíãîì â ñëó÷àå 
îïòèìèñòè÷åñêîãî Òóðêìåíáàøè èãðàåò íàòóðàëüíîå äíåâíîå 
ñâåòèëî ñîëíå÷íîé Òóðêìåíèè.

Âîñïðèÿòèå íîâûõ òåõíîëîãèé ÷åðåç ïîïóëèñòñêóþ ýñòåòèêó 
Ãîëëèâóäà – âïîëíå îïðàâäàííûé ìåòîä ñîâðåìåííîãî 
àâòîðèòàðíîãî ñðåäíåàçèàòñêîãî äèñêóðñà; åùå Ðîëàí Áàðò 
îòìå÷àë, ÷òî ïîëîâèí÷àòûé, ìåæåóìî÷íûé çíàê, êîëåáëþùèéñÿ 
ìåæäó èíòåëëåêòóàëüíûì è íóòðÿíûì, ÿâëÿåòñÿ îñíîâîé 
áóðæóàçíîãî çðåëèùà, ëèöåìåðíî ïðèñâàþùåãî ñåáå èìÿ 
åñòåñòâåííîãî. Ñîáñòâåííî, ãîëëèâóäñêèìè æå ñòàíäàðòàìè 
ìîæíî èçìåðèòü âûñêàçàííîå Òóðêìåíáàøè ïàðó ëåò íàçàä 
ñêðîìíîå æåëàíèå ñòàòü ñëåäóþùèì ïðîðîêîì ïîñëå Èèñóñà è 
Ìóõàììåäà – åùå íå áîãîì, íî óæå è íå ÷åëîâåêîì.

Òóðêìåíáàøè, îäíàêî, íå îäèíîê â ñâîåì ñâîåîáðàçíîì 
ìàðãèíàëèçìå – ìåæåóìî÷íûå îáúåêòû, îáúåäèíÿþùèå 
ðåëèãèîçíûå çíàêîâûå ñèñòåìû ñ áåçóìíûìè ãîëëèâóäñêèìè 
ñþæåòàìè îá ýëåêòðîííîì óïðàâëåíèè ìèðîì, ñóùåñòâóþò è 
â Êàçàõñòàíå.

Ýëåìåíòàìè Ìîíóìåíòà Íåçàâèñèìîñòè â Àëìàòû è âíóòðåííåãî 
óáðàíñòâà áàøíè Áàéòåðåê â Àñòàíå ÿâëÿþòñÿ îòïå÷àòêè ðóêè 
ïðåçèäåíòà Íàçàðáàåâà. Áðîíçîâûå ïîäèóìû, â ïåðâîì ñëó÷àå 
– â âèäå êíèãè, âî âòîðîì – â âèäå òðàäèöèîííîãî àìóëåòà 
«òóìàð», ïðåäñòàâëÿþòñÿ ñâîåãî ðîäà ñåíñîðíûìè êëàâèøàìè, 
ðåàãèðóþùèìè íà îïðåäåëåííûé íàáîð ïàïèëëÿðíûõ ëèíèé, 
íàæàâ íà êîòîðûå, ìîæíî äèñòàíöèîííî è ñ óñïåõîì óïðàâëÿòü 
ñòðàíîé. Ýòè áðîíçîâûå ñåíñîðû îòñûëàþò ê ôèëüìó Total Re-
call, â ôèíàëå êîòîðîãî ïîáåäîíîñíûé Àðíîëüä Øâàðöåíåããåð 
(ãóáåðíàòîðñòâî êîòîðîãî òàêæå ãëóáîêî ñèìâîëè÷íî), íàæàâ 
íà ñëåä ëàäîíè èíîïëàíåòÿíèíà, äàë ìàðñèàíñêîìó íàðîäó 
âîçìîæíîñòü âäûõàòü âîçäóõ ïîëíîé ãðóäüþ.

Â òî æå âðåìÿ îòïå÷àòîê ðóêè – ýòî óñòîé÷èâûé ñèìâîë 
îäíîãî èç ìèôîâ èñëàìà, òàê íàçûâàåìàÿ «Ðóêà Àëè» – çÿòÿ 
è ñïîäâèæíèêà ïðîðîêà. Íàõîäÿùàÿñÿ â Àñòàíå êîìïîçèöèÿ 
«Äîáðûå ëàäîíè», êàê óæå ãîâîðèëîñü, ïîìåùåíà â áàøíå 
«Áàéòåðåê», â êîòîðîé, êðîìå ñëîæíîãî ïîäèóìà äëÿ íåå, 
íè÷åãî íåò. Ãðàíäèîçíîå 97 –ìè ìåòðîâîå ñîîðóæåíèå 
ÿâëÿåòñÿ ïðîñòî ïîñòàìåíòîì ïîä îòïå÷àòîê ðóêè ïðåçèäåíòà, 
à çàãàäî÷íîå äëÿ ìíîãèõ íàçâàíèå áàøíè – Áàéòåðåê – êàê 
âûÿñíèëîñü, ðîäîâîé áîåâîé  êëè÷ ðîäà øàïðàøòû, ê êîòîðîìó 
ïðèíàäëåæèò Íàçàðáàåâ.
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… ïðèøåë Ãîäî.

Ïðîöåññû ïîèñêà èäåíòè÷íîñòè è êîðíåé, ïûøíûå ëîçóíãè 
âîçâðàùåíèÿ ê íàöèîíàëüíîé òðàäèöèè è âîçðîæäåíèÿ 
äóõîâíîñòè, òåàòðàëüíûé ïàôîñ óòâåðæäåíèÿ äðåâíåéøèõ 
îñíîâ ãîñóäàðñòâåííîñòè è íåçûáëåìîñòè ñóâåðåíèòåòîâ 
â Ñðåäíåàçèàòñêîì ðåãèîíå, èñòîðè÷åñêèå èññëåäîâàíèÿ, 
àïåëëÿöèè ê èñòîðè÷åñêèì è ñîâðåìåííûì ýñòåòè÷åñêèì 
ñèñòåìàì, ïðèâëå÷åíèå àðõàè÷åñêèõ è íîâûõ òåõíîëîãèé 
– âñå ãðàíäèîçíûå óñèëèÿ è ôàëüñèôèêàöèè íàïðàâëåíû íà 
ïåðñîíàëüíûå ñàìîèäåíòèôèêàöèè ëèäåðîâ …

… Â 2002 ãîäó â Æåíåâå êûðãûçñêàÿ õóäîæíèöà Ãóëüíàðà 
Êàñìàëèåâà ïðåçåíòîâàëà ïåðôîðìàíñ, ñîäåðæàíèå êîòîðîãî 
ñîñòîÿëî â ñëåäóþùåì – åå àññèñòåíòêà òêàëà íà ïðèìèòèâíîì 
òêàöêîì ñòàíêå íåêîå ïëåòåíèå, ñîñòîÿâøåå èç äëèííûõ êîñ 
õóäîæíèöû, ïðîòÿíóòûõ âäîëü ïîäèóìà. Ñàìà àâòîð, îäåòàÿ â 
íàöèîíàëüíóþ îäåæäó, ñèäÿ ïåðåä çðèòåëÿìè è «ïðèâÿçàííàÿ» 
òàêèì îáðàçîì ê ñòàíêó, èãðàëà íà êîáûçå – äðåâíåì 

èíñòðóìåíòå êî÷åâíèêîâ. Ïî îêîí÷àíèè ìåëîäèè îíà îòðåçàëà 
êîñû, è ìîãëà, íàêîíåö, âñòàòü, îñâîáîäèâøèñü îò ñâîèõ 
«ïðèâÿçàííîñòåé». Ðåçêàÿ äåêëàðàòèâíîñòü ïåðôîðìàíñà, 
ïðîçâó÷àâøàÿ êàê ñèëüíàÿ íåãàöèÿ ñïåêóëÿòèâíûõ èãð ñ 
íàöèîíàëüíîé êóëüòóðîé êàê áðåíäîì íåçàâèñèìîñòè – îäíà 
èç ñîñòàâëÿþùèõ íîíêîíôîðìèñòñêîãî äèñêóðñà, â êîòîðîì 
ðàáîòàþò íåîôèöèàëüíûå õóäîæíèêè Ñðåäíåàçèàòñêîãî 
ðåãèîíà.

Ñ äðóãîé ñòîðîíû, àêòèâíî ðàáîòàþùèå àêòóàëèñòû, ïðîæèâøèå 
ïðè ñîâåòñêîé âëàñòè äâå òðåòè ñâîåé æèçíè, íåîæèäàííî 
î÷óòèâøèñü æèòåëÿìè ñîâåðøåííî äðóãèõ ñòðàí, åñòåñòâåííî, 
îçàáî÷åíû ïðîáëåìîé èäåíòè÷íîñòè; íàöèîíàëüíàÿ òðàäèöèÿ, 
ïðè÷àñòíîñòü ê êîòîðîé îùóùàåòñÿ èìè î÷åíü îñòðî, íå ìîæåò 
íå áûòü âêëþ÷åííîé â èõ àêñèîëîãèþ.

Ñèëüíîé òåíäåíöèåé àêòóàëüíîãî èñêóññòâà Ñðåäíåé Àçèè 
ñòàëî óòâåðæäåíèå ïðàâà ÷åëîâåêà íà âîçìîæíîñòü áûòü 
èíûì, ïðèíàäëåæàòü ê èíîé òðàäèöèè, èìåòü äðóãóþ, 
íå åâðîïîöåíòðè÷íóþ èñòîðèþ è êóëüòóðó, äðóãîé 

“Gentle Palms” Composition, Baiterek 
tower, Astana, Kazakhstan. 2004
Êîìïîçèöèÿ “Äîáðûå ëàäîíè”, áàøíÿ 
Áàéòåðåê, Àñòàíà, Êàçàõñòàí
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ïñèõîôèçè÷åñêèé òèï. Â òî æå ñàìîå âðåìÿ êîíñòàòèðóåòñÿ 
îùóùåíèå ñåáÿ ÷àñòüþ ÷åëîâå÷åñòâà, ñïîñîáíîé ê 
èçìåíåíèÿì è óòâåðæäåíèþ ñâîèõ ïàðèòåòíûõ îòíîøåíèé ñ 
ìèðîì. Íàçâàíèÿ âûñòàâîê, âïåðâûå â èñòîðèè Ñðåäíåé Àçèè 
ïðîâåäåííûõ â òå÷åíèå 2002 ãîäà â Åâðîïå, ãîâîðÿò ñàìè çà 
ñåáÿ – “No Mad’s Land” (Áåðëèí), “Re-Orientation” (Âåéìàð), 
“Trans Forma” (Æåíåâà)

Íà èíäèâèäóàëüíûõ óðîâíÿõ ýòà òåíäåíöèÿ ïðîÿâëÿåòñÿ 
â ïîèñêå ÿçûêà îòëè÷èé, à íå ïîäîáèé, îñíîâàííîãî íà 
ðàçðóøåíèè ýòíîãðàôè÷åñêè-ñóâåíèðíîãî ñòåðåîòèïà, 
çàêîñòåíåëîãî âçãëÿäà íà ëþäåé è ðåãèîí. Êðîìå òîãî, 
ïðîâîçãëàøàåòñÿ êîíãåíèàëüíîñòü ìèðó èñêóññòâà, íà 
íà÷àëüíîì ýòàïå  îñîáåííî ñèëüíîé áûëà îðèåíòàöèÿ íà 
ìîñêîâñêèé àêöèîíèçì.

Ïîýòîìó ïåðôîìàíñ Ãóëüíàðû Êàñìàëèåâîé ñîäåðæèò, êðîìå 
óæå îáîçíà÷åííûõ êðèòè÷åñêèõ ñìûñëîâ, ñìûñë ïðèñóòñòâèÿ â 
íåì õóäîæíèöû êàê ñîâðåìåííîãî ÷åëîâåêà, îáëàäàþùåãî âñåé 
ñóììîé çíàíèé, ìûñëåé, ÷óâñòâ è ïðàâ áûòü ñàìîé ñîáîé.

Ïîñêîëüêó ðàçðóøåíèå òðåáóåò ïåðâîíà÷àëüíîãî ðàçúÿñíåíèÿ 
â ñèëó îòñóòñòâèÿ êàêîé-ëèáî âíÿòíîé èíôîðìàöèè îá 
èñòîðèè ðåãèîíà, ìíîãèå ðàáîòû îñíîâàíû íà äåòàëüíûõ 
ðåêîíñòðóêöèÿõ òðàäèöèîííîãî áûòà, ñíÿòèÿ ñëîåâ 
ñîâåòñêîé è ðåëèãèîçíîé ìîðàëè, åâðîïåéñêèõ è âîñòî÷íûõ 
êóëüòóðíûõ íîðì, äåñàêðàëèçàöèè ðèòóàëüíîãî óñòðîéñòâà 

ïîñò ñîâåòñêîãî îáùåñòâà. Êàê è ïåðôîðìàíñ Ãóëüíàðû 
Êàñìàëèåâîé, áîëüøèíñòâî ðàáîò èìåþò øîêèðóþùèé 
õàðàêòåð – Êàíàò Èáðàãèìîâ íà ãëàçàõ ó èçóìëåííîé ïóáëèêè 
óáèâàåò áàðàíà, Ðóñòàì Õàëüôèí ñíèìàåò ôèëüì, ïîäðîáíî 
èçëàãàþùèé äåòàëè êîèòóñà, îñóùåñòâëÿåìîãî âåðõîì íà êîíå, 
Ñàêåí Íàðûíîâ ñòàâèò ïàìÿòíèê Àñûêó – êîëåííîé êîñòî÷êå 
áàðàíà, èñïîëüçóþùåéñÿ êàê äåòñêàÿ èãðóøêà, Ñàèä Àòàáåêîâ 
ïðîæèãàåò äûðó â Êîðàíå è âñòàâëÿåò â íåå êàìåíü – çíàê 
äîèñëàìñêèõ ïàíòåèñòè÷åñêèõ âåðîâàíèé.

Òàêèì îáðàçîì çàäåêëàðèðîâàâ ñâîþ èäåíòè÷íîñòü íà 
ëè÷íîñòíîì óðîâíå, äîêàçàâ ñâîè âîçìîæíîñòè ïî äðóãîìó, 
íà îñíîâå ðåêîíñòðóêöèè äðåâíåé òðàäèöèè åñòü, ëþáèòü 
æåíùèí è äåòåé, òêàòü, èãðàòü íà ìóçûêàëüíûõ èíñòðóìåíòàõ 
è âåðèòü â ðàçóì ïðèðîäû, àêòóàëüíîå èñêóññòâî â ïîèñêàõ 
èäåíòè÷íîñòè îáðàòèëîñü ê ïðîáëåìå îòíîøåíèé ÷åëîâåêà, 
ãðàæäàíèíà ñóâåðåííîé ñðåäíåàçèàòñêîé ñòðàíû ñî ñâîèì 
ãîñóäàðñòâîì.

Îáðàçíàÿ òêàíü âèäåîïåðôîðìàíñà «Ïîë Ïîò» Åðáîñûíà 
Ìåëüäèáåêîâà (Êàçàõñòàí), ïðåäñòàâëÿþùåãî ñîáîé ñòðàøíîå 
çðåëèùå – ãîëîâû æèâûõ, çàêîïàííûõ â çåìëþ ëþäåé ñ 
ñèëüíî âûðàæåííûìè àçèàòñêèìè ÷åðòàìè ëèö, ñîñòîèò èç 
àëëèòåðàöèé, ñåìàíòèêà êîòîðûõ îòñûëàåò êî ìíîæåñòâó 
êóëüòóðíûõ êîäîâ è çíàêîâ. Èñòîðè÷åñêèì – Èñôàãàíñêîé 
ïèðàìèäå Òàìåðëàíà, «Àïîôåîçó âîéíû» Â.Âåðåùàãèíà, 
êóëüòîâîìó ñîâåòñêîìó ôèëüìó «Áåëîå ñîëíöå ïóñòûíè»;  
ñîâðåìåííûì – «âîñòî÷íîé» ðåêëàìå Èíêîìáàíêà, íà÷àëüíûì 
êàäðàì ïåðâîãî «Òåðìèíàòîðà»;  ïðåäâîñõèùàþùèì áóäóùåå- 
(ðàáîòà ñäåëàíà â 2000) – ôîòîãðàôèÿì èç Àáó Ãðåéáà, 
ýëåêòðîííîé èãðóøêå Snood. Íî àëëþçèè íå èñ÷åðïûâàþò 
ìíîãîñëîéíûõ ñìûñëîâ ðàáîòû – èòîãîâàÿ êîíñòàòàöèÿ 
ñèòóàöèè íåñâîáîäû – íà ëè÷íîñòíîì óðîâíå, íà ðåãèîíàëüíîì 
è îáùå÷åëîâå÷åñêîì, ïðèðàâíèâàåò ÷åëîâå÷åñêóþ ãîëîâó ê 
áóëûæíèêó, êàìíþ, íåîäóøåâëåííîìó ïðåäìåòó, íåñïîñîáíîìó  
èçìåíèòü ñèòóàöèþ – «îòðàäíåé êàìíåì áûòü» …

Ñàìûì ñèëüíûì çíàêîì ðåãèîíàëüíîé èäåíòè÷íîñòè äëÿ 
õóäîæíèêà ÿâëÿåòñÿ ìîíãîëîèäíîñòü êàê êâèíýññåíöèè 
àçèàò÷èíû, íåïîëèòêîððåêòíîñòü ýêñïëóàòàöèè êîòîðîé 
î÷åâèäíà è íèêåì, êðîìå íåãî â Ñðåäíåé Àçèè íå 
àðòèêóëèðóåòñÿ. Òàê, â ñîâñåì ïðîñòîì âèäåîïåðôîðìàíñå ïîä 
íàçâàíèåì «Ïàñòàí» ñàì àâòîð, îáëàäàþùèé ÿðêî âûðàæåííîé 
ìîíãîëîèäíîé âíåøíîñòüþ, ÷àñàìè ñèäèò ïîä ãðàäîì 
ñûïëþùèõñÿ íà íåãî ïîùå÷èí, ñîâåðøåííî íåïîëèòêîððåêòíî, 
ñ ìàçîõèñòñêèì óñåðäèåì èçäåâàÿñü íàä ôåíîìåíîì àçèàòñêîé 
ïîêîðíîñòè.

Íàêîíåö, ñîâåðøåííî íåïîëèòêîððåêòíûå äåæà âþ âîçíèêàþò 
ïðè ðàññìàòðèâàíèè «Ïàìÿòíèêà ãåðîþ» – ÷åòûðå íàñòîÿùèå 
ëîøàæüè íîãè, âîçíåñåííûå íà âûñîêèé «ðèìñêèé» 
ïîñòàìåíò.

Erbossyn Meldibekov. Pol Pot. Video. 2000
Åðáîñûí Ìåëüäèáåêîâ. Ïîë Ïîò. Âèäåî
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Said Atabekov. “Son of the East”. Photo. 1995
Ñàèä Àòàáåêîâ. “Ñûí Âîñòîêà”. Ôîòî

Ìåíåå ÿðîñòíûå, íî íå ìåíåå æåñòêèå âûâîäû äåëàåò Ñàèä 
Àòàáåêîâ, äëÿ êîòîðîãî ñóâåðåííûé ñðåäíèé àçèàò òàêæå, â 
îñíîâíîì, ïàññèâåí, íî âñå æå ñïîñîáåí ê ñîïðîòèâëåíèþ. 
Èíñòðóìåíòû ñîïðîòèâëåíèÿ ñïåöèôè÷íû– ÷óäàêîâàòîñòü, 
àñîöèàëüíîñòü, æåðòâåííîñòü. ×àùå âñåãî ñàì õóäîæíèê è 
âûñòóïàåò â ðîëè áðîäÿãè, íèùåãî ïðîïîâåäíèêà, þðîäèâîãî, 
îäåòûé â êîñòþì äåðâèøà.

Â ïåðôîðìàíñå «Ñîí ×èíãèçõàíà» îí, ïîñëå âîçíåñåíèÿ 
ïîêàÿííîé ìîëèòâû, ïàäàë íà çåìëþ, à ñîðàòíèêè îáâîäèëè 
åãî ñèëóýò êðàñêîé. Â ðåçóëüòàòå îò âëàñòèòåëÿ îñòàâàëñÿ 
òîëüêî êðèìèíàëüíûé ñëåä íà çåìëå.

Ïàñòèæ «Ñûí Âîñòîêà»,  â îñíîâå ñâîåé ÿâëÿåòñÿ èçîáðàæåíèåì 
øàíûðàêà – äåðåâÿííîãî êîëüöà ñ âíóòðåííåé êðåñòîâèíîé, 
ñâÿçûâàþùåãî îñòîâ þðòû. Øàíûðàê êàê ñèìâîë äîìàøíåãî 
î÷àãà ñòàë îñíîâîé ãåðáà íåçàâèñèìîãî Êàçàõñòàíà è îäíîé 
èç ïîïóëÿðíûõ ìèôîëîãåì íîâîãî âðåìåíè.

«Ñûí Âîñòîêà» – ýòî ìàëü÷èê, ôèãóðà êîòîðîãî ïîâòîðÿåò 
ïåðåêëàäèíû äåðåâÿííîé êðåñòîâèíû øàíûðàêà. Òî åñòü 
ÿâëÿåò ñîáîé êðåñò, çàêëþ÷åííûé â êðóã, àïåëëèðóþùèé 
ê  ñõåìå Vitruvian Man Ëåîíàðäî äà Âèí÷è è èäåàëüíûì 
ïðîïîðöèÿì «÷åëîâåêà Âîçðîæäåíèÿ».

 Äàííûé ïàëèìïñåñò ðîæäàåò íîâûé, èðîíè÷åñêèé è æåñòîêèé 
ñìûñë – «Ñûí Âîñòîêà» ñòàíîâèòñÿ æåðòâîé, ðàñïÿòîé â ïîçå 
ñâÿòîãî Àíäðåÿ íà ãîñóäàðñòâåííîì ãåðáå íåçàâèñèìîãî 
Êàçàõñòàíà.

Òàêèì îáðàçîì,  ïðîáëåìà èäåíòè÷íîñòè â àêòóàëüíîì èñêóññòâå 
ñòàíîâÿòñÿ, ïî ñóòè, îïïîçèöèîííîé, áûñòðî ðàçâèâàþùåéñÿ 
è âñå áîëåå ìîäåðíèçèðóþùåéñÿ ìåíòàëüíîé ñèñòåìîé. 
Ïðèçðàê ïîñòìîäåðíèçìà ïðèîáðåòàåò âñå áîëåå ðåàëüíûå 
÷åðòû : âðåìÿ ïîèñêà è óòâåðæäåíèÿ îòëè÷èé, ïåðèîä ïðîñòîé 
ýêñïëóàòàöèè ñðåäíåàçèàòñêèõ ìèôîëîãåì çàêàí÷èâàåòñÿ, 
ñìåíèâøèñü áîëåå ãëóáîêèìè êîíöåïöèÿìè – â ÷àñòíîñòè, 
àêòóàëèçèðóåòñÿ íàäðåãèîíàëüíûé êîíöåïò, îñóùåñòâèâøèé 
ïåðåõîä îò ëîêàëüíûõ ïðîáëåì ê ìåòàïðîñòðàíñòâàì, 
âáèðàþùèõ â ñåáÿ ïðîáëåìû ìèðîâîé ïîëèòèêè, ýêîíîìèêè, 
êóëüòóðû, èíôîðìàöèè. Çíàêè ñðåäíåàçèàòñêèõ êóëüòóð è 
òðàäèöèé âïëàâëÿþòñÿ â ìèðîâûå êîäû, ñ îäíîé ñòîðîíû, 
çàòðóäíÿÿ ÷òåíèå, äðóãîé ñòîðîíû ïðèäàâàÿ ýêñêëþçèâíûå 
èíòðèãè èíòåðòåêñòóàëüíûì äèàëîãàì. Òðàíñãðåññèè 
ðàçíîðîäíûõ è ðàçíîâðåìåííûõ êóëüòóðíûõ ïðîñòðàíñòâ 
ïðîèñõîäÿò ïîñðåäñòâîì ïåðåìåùåíèÿ «íàöèîíàëüíûõ» çíàêîâ 
â èíûå ñðåäû è íàîáîðîò, ðàçìûâàÿ ãðàíèöû ëîêàëüíûõ èäèîì 
è ñîçäàâàÿ íîâûå èíòåðíàöèîíàëüíûå êîäîâûå ñèñòåìû.

Òàê ïðîèñõîäèò âûÿñíåíèå îòíîøåíèé ñ áîëüøèì ìèðîì, 
íåìàëîâàæíóþ ÷àñòü êîòîðîãî çàíèìàþò ñîñåäè ïî ðåãèîíó.

Ñåðèÿ ôîòîãðàôèé «Òåíè» Ãóëüíàðû Êàñìàëèåâîé è Ìóðàòáåêà 
Äæóìàëèåâà (Êûðãûçñòàí), ðàçâîðà÷èâàþùàÿ ìåòàôèçè÷åñêèé 
êîðîòêèé ðàññêàç î ïðåâðàùåíèè ïðîñòûíü, ðàññòåëåííûõ íà 
òðàâå, â ñàâàíû, íà ñàìîì äåëå, ñîçäàíà íà ìàòåðèàëå ñîáûòèé 

â Ôåðãàíñêîé äîëèíå, ãäå ïðîèçîøëè ñòðàøíûå ñòîëêíîâåíèÿ 
ïðîæèâàþùèõ çäåñü êûðãûçîâ, óçáåêîâ è òàäæèêîâ.

Êàìóôëÿæíàÿ òêàíü ðàçíûõ îòòåíêîâ, íàòÿíóòàÿ íà ïîäðàìíèêè 
– «Çèìà» è «Ëåòî â Àôãàíèñòàíå» Ñàèäà Àòàáåêîâà.

«Áðàò ìîé – âðàã ìîé» Åðáîëññûíà Ìåëüäèáåêîâà, ãäå äâà 
ïåðñîíàæà îáðàùåíû äðóã ê äðóãó, äåðæà âî ðòàõ ïèñòîëåòû – 
ñðåäíåàçèàòñêèé äèàëîã «áðàòñêèõ ðåñïóáëèê» – áåçíàäåæíî 
óñòàðåâøàÿ ñîâåòñêàÿ ìèôîëîãåìà, ïîòåðÿâøàÿ âñÿêèé ñìûñë, 
ïîñêîëüêó íûíå îòíîøåíèÿ âñåõ ñîðîêà òûñÿ÷ áðàòüåâ ïëàíåòû 
ñîñòîÿò â äðóãîé, ãëîáàëèçîâàííîé êîíòàêòíîé ñèñòåìå.

«Íåîíîâûé ðàé» Ñàèäà Àòàáåêîâà ïðåäñòàâëÿåò äåðâèøà, 
ñèäÿùåãî íàïðîòèâ âõîäà â ñóïåðìàðêåò. Ìîëèòâåííûå 
ïîêëîíû íå ñîâïàäàþò ñ àâòîìàòè÷åñêèì îòêðûâàíèåì 
äâåðåé. Íàëîæåííûé çâóêîðÿä – èäèëëè÷åñêîå è ñîâåðøåííî 
íåóìåñòíîå ùåáåòàíèå ïòè÷åê – èðîíè÷åñêîå óñèëåíèå 
èäåè íåîãðàíè÷åííîé òàèíñòâåííîé âëàñòè øàìàíà íàä 
èñêóññòâåííîé «ïðèðîäîé». Íàñìåøêà íàä ñàìèì ñîáîé, 
íàõîäÿùèìñÿ â ñèòóàöèè «çàêðåïëåííîãî» àçèàòñêîãî àìïëóà, 
îáîðà÷èâàåòñÿ íàñìåøêîé íàä ìîäíûì íà Çàïàäå èíòåðåñå 
ê «åñòåñòâåííûì» ïðàêòèêàì òðàäèöèîííûõ îáùåñòâ, äàâíî 
ïðåâðàòèâøèõñÿ â ñóâåíèðíî-ýêçîòè÷åñêîå çðåëèùå, íà 
êîòîðûõ ñïåêóëèðóþò óøëûå àôðèêàíñêèå è àçèàòñêèå 
«øàìàíû».
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Gulnara Kasmalieva. “Goodbye song”. Performance. 2001
Ãóëüíàðà Êàñìàëèåâà. “Ïðîùàëüíàÿ ïåñíÿ”. Ïåðôîðìàíñ

Ñòðåìèòåëüíàÿ âåñòåðíèçàöèÿ Ñðåäíåé Àçèè, âíåäðåíèå 
òðàíñíàöèîíàëüíûõ è îáùèõ äëÿ âñåãî ìèðà ïîíÿòèé, 
êàòåãîðèé è ñõåì, îò ñíèêåðñîâ äî ñïàìà, îò áàððåëÿ äî 
ñòèíãåðîâ, ìåíÿåò åå ëèöî. Ïðèäîðîæíàÿ þðòà-ðåñòîðàí, 
íàä âõîäîì â êîòîðóþ âèñèò ðåêëàìíûé ñëîãàí «Êîêà-Êîëà» 
– íîðìàëüíîå ÿâëåíèå. Íåäàâíî ìýð Àëìàòû çàìåòèë, ÷òî 
îíà ïðåâðàòèëàñü â çàøòàòíûé àìåðèêàíñêèé ãîðîä. Ýòíîñ 
– ÿâëåíèå ãåîãðàôè÷åñêîå.

Â ïåðôîðìàíñå Ãóëüíàðû Êàñìàëèåâîé èñêóññòâåííûå âîëîñû 
– äåêîðàòèâíûé ýòíîãðàôè÷åñêèé ýëåìåíò – ïðèâÿçûâàëèñü ê 
íàñòîÿùèì. Îòðåçàÿ êîñû, õóäîæíèöà çàõâàòûâàëà ÷àñòü ñâîèõ 
æèâûõ âîëîñ.

Àâòîïîðòðåò Ñàèäà Àòàáåêîâà, îäåòîãî â ìàéêó èç áåðëèíñêîãî 
ìóçåÿ Ñheck Point Charly ñ íàäïèñüþ «Âû ïîêèäàåòå 
àìåðèêàíñêèé ñåêòîð» ñäåëàí íà ôîíå áåòîííîãî óêàçàòåëÿ 
«Êûðãûçñòàí», òåððèòîðèÿ êîòîðîãî íûíå ïðåäîñòàâëåíà äëÿ 
ðàçìåùåíèÿ àìåðèêàíñêèõ âîåííûõ áàç.

Îòòóäà îæèäàåòñÿ ïðèøåñòâèå Ãîäî.

Íîâûì ñðåäíåàçèàòñêèì ãîñóäàðñòâàì äëÿ èíòåãðàöèè 
â ìèðîâîé êîíòåêñò, áûëî äîñòàòî÷íî îáúÿâèòü ñåáÿ 
ñóâåðåííûìè è âûðàçèòü ñâîþ ëîÿëüíîñòü ïî îòíîøåíèþ ê 
ÑØÀ.

Íåîôèöèàëüíûå õóäîæíèêè, íàîáîðîò, íóæäàþòñÿ â äîëãîì 
èíòåëëåêòóàëüíîì ïðîöåññå äëÿ òîãî, ÷òîáû îùóòèòü ñåáÿ 
ãðàæäàíàìè ìèðà. Ëè÷íîñòíàÿ, õóäîæíè÷åñêàÿ, ýòíè÷åñêàÿ 
è íàäíàöèîíàëüíàÿ èäåíòè÷íîñòü ñòàíîâèòñÿ åäèíñòâåííî 
âîçìîæíûì ñïîñîáîì îñîçíàíèÿ ñåáÿ. Ïåðôîðìàíñ ñ 
ïîùå÷èíàìè Åðáîñûíà Ìåëüäèáåêîâà è ïåðôîðìàíñ 
Ñàïàðìóðàòà Íèÿçîâà, óêàçûâàþùåãî ñîëíöó, êóäà åìó ñâåòèòü 
– äâå ñòîðîíû îäíîé ìåäàëè, íà êàæäîé èç êîòîðûõ – àçèàòñêèé 
ïðîôèëü. Íîìèíàë – 57 äîëëàðîâ 72 öåíòà çà áàððåëü. È ýòî, 
ê ñîæàëåíèþ – ñàìûé âåðíûé óêàçàòåëü èäåíòè÷íîñòè.
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PROFESSIONAL ART IN KIRGHIZIA
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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-

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 
historicî-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 

Gapar Aitiev. Field on a Collective Farm. Oil on canvas, 1946
Ãàïàð Àéòèåâ. Êîëõîçíûé äâîð. Õîëñò, ìàñëî
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Satar Aitiev. Portrait of a Contemporary. Oil on canvas, 1969
Ñàòàð Àéòèåâ. Ïîðòðåò ñîâðåìåííèêà. Õîëñò, ìàñëî

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.

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”.



28
A

rt
 f

ro
m

 C
e

n
tr

a
l 

A
s

ia
. 

A
 C

o
n

te
m

p
o

ra
ry

 A
rh

c
h

iv
e

Îëüãà Þøêîâà

Î ïðîôåññèîíàëüíîì èñêóññòâå â Êèðãèçèè. 

Èñòîðè÷åñêàÿ ñïðàâêà

Èñòîðèÿ ïðîôåññèîíàëüíîãî èñêóññòâà â Êûðãûçñòàíå 
íàñ÷èòûâàåò íåìíîãèì áîëåå 80 ëåò. Òåì óäèâèòåëüíåå 
ðåçóëüòàò, ñ êîòîðûì ïðèõîäèò ýòà êóëüòóðà â ñîâðåìåííûé 
ìèð.

Ïîñëåäíèå êèðãèçñêèå ãîðîäà è îñåäëûå ïîñåëåíèÿ áûëè 
ðàçðóøåíû ê XVI âåêó; â èõ ðóèíàõ îñòàëàñü è òðàäèöèè 
ãîðîäñêîé êóëüòóðû. Íà ïðîòÿæåíèè íåñêîëüêèõ ñòîëåòèé 
íàñåëåíèå âåëî êî÷åâîé îáðàç æèçíè, è â ÕÕ âåê Êûðãûçñòàí 
ïðèøåë ñ ðàçâèòûìè ôîðìàìè íàðîäíîãî òâîð÷åñòâà. Îñåäëûå 
ïîñåëåíèÿ è ãîðîäà âíîâü âîçíèêàþò ïîñëå ïðèñîåäèíåíèÿ 
ê Ðîññèè (1855-1876), à ïðîôåññèîíàëüíûå õóäîæíèêè 
ïîÿâëÿþòñÿ çäåñü òîëüêî â 1920 ãîäû (Âëàäèìèð Îáðàçöîâ, 
Ñåìåí ×óéêîâ). Ïåðâûå íàöèîíàëüíûå æèâîïèñöû (Ãàïàð 
Àéòèåâ, Ñàáûðáåê Àêûëáåêîâ) íà÷èíàþò ðàáîòàòü â 1930 ãîäû, 

ïîëó÷èâ õóäîæåñòâåííîå îáðàçîâàíèå â Ìîñêâå. Ïîäîáíûå 
èñòîðè÷åñêèå îáñòîÿòåëüñòâà îêàçàëèñü óäèâèòåëüíî 
áëàãîïðèÿòíûìè äëÿ ôîðìèðîâàíèÿ êóëüòóðû íîâîãî òèïà, 
êîíòóðû êîòîðîé íàìå÷àþòñÿ â ñîâåòñêîå âðåìÿ.

Ó÷èòåëü – íàòóðà

Îñîáåííîñòü ñîâåòñêîãî èñêóññòâà çàêëþ÷àëàñü â 
åãî ìíîãîíàöèîíàëüíîì ñîñòàâå. Îò ðåãèîíîâ æäàëè 
èñêóññòâà «íàöèîíàëüíîãî ïî ôîðìå, ñîöèàëèñòè÷åñêîãî 
ïî ñîäåðæàíèþ». Òåçèñ «íàöèîíàëüíîå ïî ôîðìå» âñêîðå 
ïðåâðàòèëñÿ â ïóñòîé ëîçóíã. Íà ñàìîì äåëå âñå äîëæíû 
áûëè îïèðàòüñÿ íà àêàäåìè÷åñêóþ òðàäèöèþ è ðàâíÿòüñÿ íà 
ðóññêîå ðåàëèñòè÷åñêîå èñêóññòâî âòîðîé ïîëîâèíû XIX âåêà. 
Ýòîò ïðîöåññ ïðîèñõîäèë áîëåçíåííî è ñëîæíî â òåõ ìåñòàõ, 
ãäå áûëè ñâîè òðàäèöèè ïðîôåññèîíàëüíîãî èñêóññòâà.

Â Êèðãèçèè íîâàÿ õóäîæåñòâåííàÿ ñèñòåìà ñòàëà 
ôîðìèðîâàòüñÿ â 1930 ãîäû, êîãäà ïîâñåìåñòíî óòâåðæäàåòñÿ 
îôèöèàëüíûé ñòèëü – ñîöèàëèñòè÷åñêèé ðåàëèçì. Àêòèâíûå 
è ðàçíîðîäíûå ïîèñêè 20 ãîäîâ ñòàëè ê ýòîìó âðåìåíè 
çàêðûòîé òåððèòîðèåé. Ïîýòîìó â Êèðãèçèè íå áûëî ïðÿìîé 
îðèåíòàöèè íà îáðàçöû èñêóññòâà Âîñòîêà êàê â öåíòðå 
Òóðêåñòàíà, ãäå õóäîæåñòâåííàÿ æèçíü íà÷àëàñü íà ðóáåæå 
XIX-XX âåêîâ. Â Óçáåêèñòàíå è Òóðêìåíèñòàíå ìíîãî÷èñëåííûå 
õóäîæåñòâåííûå ãðóïïèðîâêè ïûòàëèñü ñîçäàòü «íîâûé 
àçèàòñêèé ñòèëü» è «ñäåëàòü èñêóññòâî òóðêìåí ïîíÿòíûì 
Åâðîïå». Â Êèðãèçèè âçÿëè çà îñíîâó ðàáîòó ñ íàòóðû.

Â òî âðåìÿ êàê â ñîâåòñêîì èñêóññòâå äîìèíèðîâàëè 
êàðòèíû áîëüøîãî ôîðìàòà íà ñîöèàëüíóþ èëè èñòîðèêî-
ðåâîëþöèîííóþ òåìó, êèðãèçñêèå õóäîæíèêè óâëå÷åííî 
ðàáîòàëè ñ íàòóðû, îñâàèâàÿ ïðîôåññèîíàëüíóþ ãðàìîòó. 
Òàê íàçûâàåìûé «àïëîäèñìåíòíûé ñòèëü» 1930-50-õ ãîäîâ 
îíè áëàãîïîëó÷íî îáîøëè ñòîðîíîé, ñîñðåäîòî÷èâøèñü íà 
ýòþäå êàê ñïåöèôè÷åñêîé ôîðìå òâîð÷åñòâà è óòâåðæäàÿ 
ïåéçàæ â êà÷åñòâå âåäóùåãî æàíðà. Òåìàòè÷åñêàÿ ñâîáîäà 
ïåðèîäà ó÷åíè÷åñòâà äàëà âîçìîæíîñòü äîâîëüíî áûñòðî 
íàéòè ñâîþ èíòîíàöèþ è êðóã òåì, ñâÿçàííûõ ñ òðàäèöèîííûì 
îáðàçîì æèçíè, à íå ñ ïàôîñîì óòâåðæäåíèÿ ñîâåòñêîé 
äåéñòâèòåëüíîñòè. Óæå â ýòî âðåìÿ êèðãèçñêîå èñêóññòâî 
âûäåëÿëîñü ñðåäè äðóãèõ íàöèîíàëüíûõ øêîë, ïðèâëåêàÿ 
ëèðè÷åñêîé èíòîíàöèåé è íåçàâèñèìîé ïîçèöèåé.

Õóäîæåñòâåííàÿ ïàìÿòü.

Êîíå÷íî, íåçàâèñèìîñòü áûëà îòíîñèòåëüíîé. Îíà âûðàæàëàñü 
â òîì, ÷òî êèðãèçñêèå õóäîæíèêè ëåãêî âîñïðèíèìàëè 
áëèçêèå èì ïðîáëåìû, ñ óâëå÷åíèåì îâëàäåâàëè íîâûì 
õóäîæåñòâåííûì ÿçûêîì è ñëîâíî íå çàìå÷àëè òîãî, ÷òî áûëî 
èì ÷óæäî. Â ðåçóëüòàòå, ôîðìèðîâàíèå ïðîôåññèîíàëüíîãî 
èñêóññòâà ïðîèñõîäèëî áåç îñîáûõ îñëîæíåíèé, à ïðèîáùåíèå 
ê êóëüòóðå åâðîïåéñêîãî òèïà íå çàìåäëèëî ïðèíåñòè 
ñâîè ïëîäû. Âîñïðèÿòèå ýòîé êóëüòóðû êîððåêòèðîâàëîñü 
íàöèîíàëüíûìè òðàäèöèÿìè.
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Íàðîäíîå èñêóññòâî êèðãèçîâ èìååò èìïðîâèçàöèîííûé 
õàðàêòåð, ÷òî ïðèäàåò îñîáóþ ãèáêîñòü íàöèîíàëüíîìó 
õóäîæåñòâåííîìó ñîçíàíèþ. Èìïðîâèçàöèÿ ïðåäïîëàãàåò 
íàëè÷èå çàêðåïëåííûõ â êóëüòóðå èñõîäíûõ ñòðóêòóð, âîêðóã 
êîòîðûõ âîçíèêàåò áåñêîíå÷íîå ðàçíîîáðàçèå âàðèàöèé. 
Òàêîå õóäîæåñòâåííîå ìûøëåíèå îòëè÷àåòñÿ îòêðûòûì 
õàðàêòåðîì: îíî ìîæåò âïèòûâàòü â ñåáÿ ñàìûå ðàçëè÷íûå 
èìïóëüñû. Ñ îäíîé ñòîðîíû, ýòî îáëåã÷àåò âîñïðèÿòèå èíîé 
êóëüòóðû, ñ äðóãîé ñòîðîíû, ïîìîãàåò ñîõðàíèòü îïîðíûå 
ïîçèöèè ñîáñòâåííîé.

Â ñòàäèè ó÷åíè÷åñòâà ïàìÿòü ñâîåé êóëüòóðû êîððåêòèðîâàëà 
óðîêè íîâîãî õóäîæåñòâåííîãî ÿçûêà íà óðîâíå ñàìîãî 
õóäîæåñòâåííîãî ìûøëåíèÿ. Â êîíöå 1960 ãîäîâ íà÷èíàåò 
ðàáîòàòü ïîêîëåíèå ìîëîäûõ õóäîæíèêîâ, ïîëó÷èâøèõ 
îáðàçîâàíèå â Ìîñêâå è Ëåíèíãðàäå. Êàçàëîñü áû, èõ 
òâîð÷åñêèå ïîèñêè äîëæíû áûòü ñàìûì òåñíûì îáðàçîì 
ñâÿçàíû ñ âåäóùèìè òåíäåíöèÿìè ñîâðåìåííîãî èñêóññòâà. 
Îäíàêî ìîëîäûõ õóäîæíèêîâ ïðèâëåêàþò íå ãðîìêèå ñòîëè÷íûå 
èìåíà, à åâðîïåéñêèå ìàñòåðà êëàññè÷åñêîãî ïåðèîäà è ÕÕ 
âåêà. Âñå âèäû ïðîôåññèîíàëüíîãî èñêóññòâà ñëîæèëèñü 
â Êèðãèçèè ê ýòîìó âðåìåíè. Íàñòàëî âðåìÿ îñîçíàòü èõ 
êîðíè. Ïîýòîìó Ñàòàðà Àéòèåâà, Ìóðàòà Áåêäæàíîâà è ìíîãèõ 
äðóãèõ èíòåðåñîâàëà ñàìà õóäîæíè÷åñêàÿ «êóõíÿ», à íå 
ïîñòìîäåðíèñòñêèé äèàëîã è ìîäíîå â ñåìèäåñÿòûå ãîäû 
öèòèðîâàíèå èçâåñòíûõ ïðîèçâåäåíèé. Ïðàêòè÷åñêè âî âñåõ 
ðåãèîíàõ âíèìàòåëüíî ñëåäèëè çà òåì, ÷òî äåëàåòñÿ â Ìîñêâå 
è Ïðèáàëòèêå. Â Êèðãèçèè çíàëè îá ýòîì íå õóæå, ÷åì â 
ëþáîì äðóãîì ìåñòå. Íî íèêòî íå èñïûòûâàë ñòðàõà îêàçàòüñÿ 
íå â ðóñëå òåíäåíöèé, îïðåäåëÿâøèõñÿ â öåíòðå. Íàïðèìåð, 
«ñóðîâûé ñòèëü» çäåñü íå íàøåë ñâîèõ ïðèâåðæåíöåâ. 
Ïóáëèöèñòè÷åñêèé ïàôîñ ýòîãî èñêóññòâà, ïîèñê íîâîãî ãåðîÿ, 
êðóïíîôîðìàòíûå ïîëîòíà, îðãàíèçîâàííûå ïîñòàíîâî÷íîé 
êîìïîçèöèåé – âñå ýòî áûëî ÷óæäî êèðãèçñêèì õóäîæíèêàì. 
Ìîëîäîå ïîêîëåíèå ñîñðåäîòî÷èëîñü íà ïëàñòè÷åñêèõ 
ïîèñêàõ, ðàñøèðÿÿ ãðàíèöû ñâîèõ îðèåíòèðîâ. Ýòî áûë 
âûõîä â åâðîïåéñêóþ õóäîæåñòâåííóþ ïðàêòèêó, ïîíÿòóþ 
äîñòàòî÷íî ñâîáîäíî è øèðîêî êàê, íàïðèìåð, â òâîð÷åñòâå 
Ñàòàðà Àéòèåâà.

Â 1970 ãîäû êðèòèêà ñòàâèëà â îñîáóþ çàñëóãó ìîñêîâñêîìó 
õóäîæíèêó Âèêòîðó Ïîïêîâó çàâîåâàíèå ïðàâà íà ëè÷íîñòíîå 
âûñêàçûâàíèå, à â Êèðãèçèè åãî íèêòî íå çàâîåâûâàë, ïðîñòî 
íèêîìó íå ïðèõîäèëî â ãîëîâó, ÷òî ìîæíî èíà÷å.

Íîâàÿ âîëíà.

Íîâûå òåíäåíöèè ïðîÿâèëèñü ê ñåðåäèíå 1980 ãîäîâ. 
Òâîð÷åñêèå ïîèñêè õóäîæíèêîâ â çíà÷èòåëüíîé ñòåïåíè ñòàëè 
ôîðìèðîâàòüñÿ â êîíòåêñòå îáùèõ ïðîöåññîâ, õàðàêòåðíûõ 
äëÿ ñîâåòñêîãî èñêóññòâà.

Â ýòî âðåìÿ íåïîñðåäñòâåííîñòü âûðàæåíèÿ, ÷óâñòâåííî-
ýìîöèîíàëüíûé ïëàí, ÷òî ÷àñòî ñîñòàâëÿëî ñóòü ïðîèçâåäåíèé 
ìàñòåðîâ ñòàðøåãî ïîêîëåíèÿ, óõîäÿò â ïîäòåêñò êèðãèçñêîé 

Jylkychi Jakipov. Night on the Jailoo. Oil on canvas, 1987
Æûëêû÷è Æàêûïîâ. Âå÷åð íà äæàéëîî. Õîëñò, ìàñëî

æèâîïèñè. Íà ïåðâûé ïëàí âûõîäèò ñòðåìëåíèå ê ñî÷èíåííîé 
êîìïîçèöèè çàêðûòîãî òèïà. Ïîýòèçàöèÿ õàðàêòåðíîãî îáðàçà 
æèçíè óñòóïàåò ìåñòî ðàçìûøëåíèþ îá èñòîðè÷åñêîé ñóäüáå 
íàðîäà è îöåíêå ñâîåãî ïóòè ñ èñòîðè÷åñêîé äèñòàíöèè. 
Ìåíÿþòñÿ è êóìèðû; ýòî óæå íå Ðåìáðàíäò, íå Ñåçàíí, 
òâîð÷åñòâî êîòîðûõ íàðÿäó ñ äðóãèìè êëàññèêàìè òàê 
âîëíîâàëî õóäîæíèêîâ â 1960-70 ãîäû. Íàïðèìåð, äëÿ Ýìèëÿ 
Òîêòàëèåâà ýòàëîíîì ñòàíîâèòñÿ èñêóññòâî Ñàëüâàäîðà Äàëè è 
Ôåäåðèêî Ôåëëèíè.

Ìíîãèå õóäîæíèêè (Êàäûðæàí Òóðãóíîâ, Òàëàíò Îãîáàåâ, 
Æûëêû÷è Æàêûïîâ) àêòèâíî ðåàãèðóþò íà ñàìûå ðàçíûå 
òåíäåíöèè â ñîâðåìåííîì èñêóññòâå – ýêñïðåññèîíèçì, 
ôîòîðåàëèçì, àáñòðàêöèîíèçì… Èõ òâîð÷åñòâî âïèñûâàåòñÿ 
â îáùóþ ñõåìó ïîèñêîâ òàê íàçûâàåìûõ «âîñüìèäåñÿòíèêîâ», 
íî îñòàåòñÿ â ðàìêàõ «ðåãèîíàëüíîé óçíàâàåìîñòè».
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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 

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.
Ñðåäè íàãðàä ôèëüìà «Áåøêåìïèð» (1998) –ëèðè÷åñêèõ ýòþäîâ èç 
æèçíè äåðåâåíñêîãî ïîäðîñòêà – ðåæèññåðà Àêòàíà Àáäûêàëûêîâà 
«Ñåðåáðÿíûé Ëåîïàðä» êèíîôåñòèâàëÿ â Ëîêàðíî (Øâåéöàðèÿ) è 
Ãðàí-ïðè êèíîôåñòèâàëÿ «Åâðàçèÿ» â Àëìàòû (Êàçàõñòàí).

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.
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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 

Ðàìèñ Ðûñêóëîâ. Òàíåö. Õîëñò, ìàñëî, 1988

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 “Of 
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.
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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. Oil on canvas, 1994
Æûëêû÷è Æàêûïîâ. Ðîæäåíèå ýïîñà. Õîëñò, ìàñëî

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 

In the «Museum» Studio. 2003
Â ìàñòåðñêîé ñòóäèè «Museum»

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.
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Shaarbek Amankul’s installation of “Game on Stones” was a working 
moment.
Øààðáåê Àìàíêóë. Èíñòàëëÿöèÿ «Èãðà íà êàìíÿõ». Ðàáî÷èé ìîìåíò. 

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 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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“Green City Project”, by Valery Ruppel, 
was the largest project of the exhibi-
tion “… and Others”.
Ñàìûé ìàñøòàáíûé ïðîåêò âûñòàâêè 
«…è Äðóãèå» «Green city project» 
Âàëåðèÿ Ðóïïåëÿ.

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.

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.
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Ãàìàë Áîêîíáàåâ.

Ââåäåíèå â «ñîâðåìåííîå èñêóññòâî»* 
Êûðãûçñòàíà.

Ñîâåòñêèå òðàäèöèè.

Óñïåõè ëèòåðàòóðû è èñêóññòâ Ñîâåòñêîé Êèðãèçèè** íà 
ìåæäóíàðîäíîé àðåíå áûëè íåñîìíåííû, è äàæå ïðîñòîå 
ïåðå÷èñëåíèå ïîäòâåðæäàþùèõ ýòî ôàêòîâ çàéìåò íåñêîëüêî 
ñòðàíèö. Íåêîòîðûå òåíäåíöèè ýòîé óñïåøíîé êóëüòóðû 
ÿâèëèñü ñâîåîáðàçíûì è ìîæíî ñêàçàòü ïàðàäîêñàëüíûì 
ôàêòîðîì ôîðìèðîâàíèÿ «ñîâðåìåííîãî èñêóññòâà» 
– òðàäèöèîííîå èñêóññòâî Ðåñïóáëèêè íå èíòåðåñîâàëè 
ïðîáëåìû «àñôàëüòîâîãî êèðãèçà».

Texts of Melis Berdyshev became an object of research of Ulan Djaparov’s 
project “Bishkek Syndrome” in 2003.
Òåêñòû Ìåëèñà Áåðäûøåâà ñòàëè îáúåêòîì èññëåäîâàíèÿ ïðîåêòà 
Óëàíà Äæàïàðîâà «Áèøêåêñêèé ñèíäðîì» â 2003 ãîäó.

Â íà÷àëå 19 âåêà îñíîâíàÿ ìàññà íàñåëåíèÿ Êûðãûçñòàíà 
âåëà êî÷åâîé îáðàç æèçíè. Ýòà èñòîðè÷åñêàÿ íåðàçâèòîñòü 
îïðåäåëèëî õàðàêòåð ðåçóëüòàòîâ ñîöèàëèñòè÷åñêîãî 
êóëüòóðíîãî ñòðîèòåëüñòâà, è ïðîÿâèëàñü, âî-ïåðâûõ, â 
âûáîðå òåì – â îñíîâíîì ñåëüñêàÿ òåìàòèêà, âî-âòîðûõ, 
åñëè è âûáèðàëàñü ãîðîäñêàÿ òåìà, òî òðàêòîâàëàñü îíà ñ 
òî÷êè çðåíèÿ öåííîñòåé ïàòðèàðõàëüíîãî, ñåëüñêîãî óêëàäà 
æèçíè. Áîëüøèíñòâî ñþæåòîâ ïðîèçâåäåíèé âûäàþùåãîñÿ 
êèðãèçñêîãî ïèñàòåëÿ ×èíãèçà Àéòìàòîâà ðàçâîðà÷èâàþòñÿ 
íà ôîíå ãîð è ñòåïåé. Òàêîâû ïîâåñòè íà÷àëà øåñòèäåñÿòûõ 
«Ìàòåðèíñêîå ïîëå», «Äæàìèëÿ», «Áåã èíîõîäöà», ïðèíåñøèå 
àâòîðó ìèðîâóþ ëèòåðàòóðíóþ èçâåñòíîñòü.

Êëàññèê íàöèîíàëüíîé ëèòåðàòóðû ñâîèìè ïðîèçâåäåíèÿìè è 
ñâîåé àêòèâíîé îáùåñòâåííîé äåÿòåëüíîñòüþ îêàçàë ìîùíîå 
âëèÿíèå íà âñå ðåñïóáëèêàíñêîå èñêóññòâî: íà æèâîïèñü, íà 
ãðàôèêó, è â îñîáåííîñòè íà êèíî. Ôèëüìû «êèðãèçñêîãî ÷óäà» 
ñåìèäåñÿòûõ, ïðîáëåìíûå è òàëàíòëèâûå, çàñëóæåííî ñòàëè 
îáëàäàòåëÿìè ñàìûõ ïðåñòèæíûõ ìåæäóíàðîäíûõ ïðåìèé è 
íàãðàä, è íàäîëãî îïðåäåëèëè êðóã òðàäèöèîííûõ, îôèöèàëüíî 
îäîáðÿåìûõ òåì è äîçâîëåííûõ èíòåðïðåòàöèé. «Íåáî íàøåãî 
äåòñòâà» Òîëîìóøà Îêååâà – êèíîäðàìà ãèáåëè öåííîñòåé 
êî÷åâîãî îáðàçà æèçíè ïîä íàòèñêîì èíäóñòðèàëèçàöèè 
(èìåííî ðåæèññåðó ýòîãî ôèëüìà ïðèíàäëåæèò âûñêàçûâàíèå 
î íåèíòåðåñíîì åìó «àñôàëüòîâîì êèðãèçå»). Ôèëüì Áîëîòà 
Øàìøèåâà «Âûñòðåë íà ïåðåâàëå Êàðàø», ñíÿòûé ïî ïîâåñòè 
êëàññèêà êàçàõñêîé ëèòåðàòóðû Ìóõòàðà Àóýçîâà, ïîâåñòâóåò 
î ïðîáóæäåíèè ðåâîëþöèîííîãî ñîçíàíèÿ ó êî÷åâíèêà-
áåäíÿêà â öàðñêîé Ðîññèè. «Ìàòåðèíñêîå ïîëå» Ãåííàäèÿ 
Áàçàðîâà – óäà÷íàÿ ýêðàíèçàöèÿ îäíîèìåííîé ïîâåñòè 
×èíãèçà Àéòìàòîâà îá èñïûòàíèÿõ íà êîëõîçíîì òðóäîâîì 
ôðîíòå Êèðãèçñòàíà â ãîäû Âåëèêîé Îòå÷åñòâåííîé Âîéíû. 
Êèíî î ãîðîäñêîé æèçíè, ñîçäàííîå â Ðåñïóáëèêå, óñòóïàåò 
ëó÷øèì îáðàçöàì ñîâåòñêîãî êèíî àíàëîãè÷íîé òåìàòèêè, 
à âîò ôàêòóðà íàòóðàëüíîãî áûòà êî÷åâíèêîâ áëèñòàëà íà 
ýêðàíàõ âñåãî ìèðà.

Òðàäèöèîííîå èñêóññòâî íåçàâèñèìîé, äåìîêðàòè÷åñêîé 
Ðåñïóáëèêè Êûðãûçñòàí ÿâëÿåòñÿ ïîëíîïðàâíûì ïðååìíèêîì 
è òåì, è èäåé, è óñïåõîâ ëèòåðàòóðíûõ ïðîèçâåäåíèé ×èíãèçà 
Àéòìàòîâà è ôèëüìîâ ïåðèîäà «êèðãèçñêîãî ÷óäà». Îíî 
ïîáàèâàåòñÿ âûõîäèòü çà ðàìêè ïðèçíàííîãî, îæèäàåìîãî, 
ýêñïëóàòèðóåìîãî ìèôà î íàøåé ïàòðèàðõàëüíîñòè è íå 
èíòåðåñóåòñÿ «óðîäëèâûì» óðáàíèçìîì ãîðîäñêîé æèçíè. 
Îíî óïóñòèëî «àñôàëüòîâîãî êèðãèçà», è ýòîò, âûðîñøèé â 
âåê òîðæåñòâà êîììóíèêàòèâíûõ òåõíîëîãèé, êîñìîïîëèò-
ãîðîæàíèí, íå íàéäÿ ñâîåãî îòðàæåíèÿ â òðàäèöèîííûõ 
æàíðàõ, «ñáåæàë» â ëîíî «ñîâðåìåííîãî èñêóññòâà».

Òðàäèöèè íàøåãî «àâàíãàðäà».

Áûëè ïðèìåðû ïðîòèâîäåéñòâèÿ îôèöèàëüíîìó, ïàðàäíîìó, 
âñåíàðîäíî ïðèçíàííîìó. Ïîýò, õóäîæíèê è «øóò», Ðàìèñ 
Ðûñêóëîâ íà ïåðâîìàéñêèå ïðàçäíèêè â Ìîñêâå íà Êðàñíîé 
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ïëîùàäè ïðèøåë, ïîêðàñèâ òóôëè â ÿðêî êðàñíûé öâåò. 
Ïðîèñõîäèëî ýòî óæå â ýïîõó ïîëèòè÷åñêîé îòòåïåëè 
øåñòèäåñÿòûõ, è àâòîð íå ñèëüíî ïîñòðàäàë. Áîëüøèíñòâî 
åãî ïîäîáíûõ «àêöèé» â ñîþçíîé ïðîâèíöèè âîñïðèíèìàëèñü 
êàê ïðîñòî ïîëóïüÿíûé ïðîòåñò ïðîòèâ íàñêó÷èâøåãî âñåì 
âîñòî÷íî-ñîâåòñêîãî ðåãëàìåíòà. Äëÿ êîëëåã õóäîæíèêîâ 
îí áûë ñèìïàòè÷íûì ñèìâîëîì òâîð÷åñêîé ñâîáîäû è 
ñîáóòûëüíèêîì îäíîâðåìåííî, è íåïîíÿòíî êåì áîëüøå.

Ïðîäîëæåíèåì ýòîé «øóòîâñêîé» òðàäèöèè, ïîäõîäÿùèì ïî 
âñåì ïðèçíàêàì ïîä îïðåäåëåíèå «ñîâðåìåííîå èñêóññòâî», 
ñòàëè òåêñòû Ìåëèñà Áåðäûøåâà. Ñ íà÷àëà äåâÿíîñòûõ ãîäîâ 
âðåìÿ îò âðåìåíè ñðåäè õóëèãàíñêèõ íàäïèñåé íà ãîðîäñêèõ 
çàáîðàõ ñòàëè ïîÿâëÿòüñÿ äåéñòâèòåëüíî îðèãèíàëüíûå âåùè. 
Èõ ñðàçó çàìåòèëè ïðåäñòàâèòåëè òâîð÷åñêîé èíòåëëèãåíöèè 
– áûëî ïîíÿòíî, ÷òî ýòî íå ïðîñòî ìîäíîå ãðàôôèòè. Ìåëèñ 
Áåðäûøåâ, êàê è ìíîãèå íàøè «ãåíèè-îäèíî÷êè» íå çàáîòèòüñÿ 
î òîì, ÷òî áû îñòàòüñÿ â èñòîðèè «ñîâðåìåííîãî èñêóññòâà» 
ðåñïóáëèêè. Òåêñòû-ëîçóíãè íà çàáîðàõ âðåìÿ îò âðåìåíè åùå 
ïîÿâëÿþòñÿ, íî ñåé÷àñ ýòèì íèêîãî íå óäèâèøü.

Êàê ïðåä÷óâñòâèå ãðÿäóùèõ ïåðåìåí íà îò÷åòíûõ âûñòàâêàõ 
îôèöèàëüíîãî Ñîþçà õóäîæíèêîâ Ðåñïóáëèêè ñ íà÷àëà 
âîñüìèäåñÿòûõ ñòàëè âûñòàâëÿòüñÿ îáúåêòû è èíñòàëëÿöèè. 
Ñàìûå çàìåòíûå àêñàêàëû (ïàòðèàðõè, ïåðåâîä ñ êûðãûçñêîãî) 
íàøåãî àâàíãàðäà – Ñåðãåé Äàðàãàí, Êîíñòàíòèí Øêóðïåëà, 
Âàëåðèé Ðóïïåëü.

Ñîâåòñêàÿ èäåîëîãè÷åñêàÿ ìàøèíà ïîçâîëÿëà òðàêòîâàòü âñå 
ýòè ïðèìåðû êàê ôîðìàëüíûå ïîèñêè â îáëàñòè äåêîðàòèâíîãî 
èñêóññòâà è ïàðòèéíûå ôóíêöèîíåðû íå ñèëüíî îïîë÷àëèñü 
ïðîòèâ ýòèõ êóðüåçíûõ ýêñïåðèìåíòîâ. Íàøè ïîïûòêè 
«ñîâðåìåííîãî èñêóññòâà» â ñîâåòñêèé ïåðèîä ñòðàäàëè 
èçëèøíå òðåïåòíûì îòíîøåíèåì ê ôîðìå. Òàêîé «ôîðìàëèçì» 
ïðîÿâëÿåòñÿ è ñåé÷àñ – íàñ ÷àñòî îáâèíÿþò â äåêîðàòèâíîñòè 
è ïðåîáëàäàíèè äèçàéíåðñêîãî ïîäõîäà. Íàøèõ õóäîæíèêîâ 
âñåãäà êîðîáèëî îòñóòñòâèå «ìîäåðíèñòêîé ïîäà÷è» 
â «àêòóàëüíûõ» ðàáîòàõ è èõ íå óáåæäàåò, ÷òî çà ýòîé 
«íåðÿøëèâîñòüþ» êðîåòñÿ êîíöåïöèÿ îáíàæåíèÿ ïðîáëåìû.

Çäåñü ìîæíî îòìåòèòü, ÷òî è «ñîâðåìåííîå èñêóññòâî» ó íàñ 
ïîâëèÿëî íà òðàäèöèîííîå. Ïðèçíàêîì äîáðîñîâåñòíîãî 
îòíîøåíèÿ ê ôîðìèðîâàíèþ ýêñïîçèöèè æèâîïèñè è ãðàôèêè 
ñ÷èòàåòñÿ íåîáõîäèìîñòü ðàçíîîáðàçèòü åå ýëåìåíòàìè 
èíñòàëëÿöèîííîãî õàðàêòåðà. ßðêèì âîïëîùåíèåì òàêîãî 
ìåòîäà ñòàëà âûñòàâêà 1997 ãîäà «Àêàåâ 2000» (Åâãåíèé 
Áîéêîâ, Ãàìàë Áîêîíáàåâ, Ýðêèí Ñàëèåâ, Þðèñòàíáåê 
Øûãàåâ). Â ðàìêàõ ýòîãî ïðîåêòà áûë ñîçäàí «âèäåîàðò» 
«ÆûëäûStar», êîòîðûé áîëüøå ñìîòðåëñÿ êàê ðåêëàìíûé 
ðîëèê. Âûñòàâêó æèâîïèñíûõ ïîëîòåí äîïîëíÿëè «ìîäíûå» 
îáúåêòû è èíñòàëëÿöèè. Áûë ïðîäåìîíñòðèðîâàí ñîâìåñòíûé 
ïåðôîðìàíñ ó÷àñòíèêîâ âûñòàâêè «Àêàåâ 2000» – êîëëåêòèâíîå 
ñîçäàíèå ïîðòðåòà ïåðâîãî ïðåçèäåíòà ñòðàíû, îòðàæàþùåãî 
íåîäíîçíà÷íîñòü, ðàçíîëèêîñòü ïîëèòèêà. Ê îòêðûòèþ áûë 

Valery Ruppel’s “Black Penis” , is not just a design.
Âàëåðèé Ðóïïåëü «×åðíûé ïåíèñ», 1992 ãîä, ýòî óæå íå ïðîñòî 
äèçàéí.

«èçäàí» â êîëè÷åñòâå äâàäöàòè ýêçåìïëÿðîâ õóäîæåñòâåííî-
ïàòðèîòè÷åñêèé æóðíàë «Âñåõ!». Îïóáëèêîâàííûå â íåì 
ñòàòüè òîëüêî ïîäòâåðäèëè âñåÿäíîñòü àâòîðîâ.

Ñîâåòñêèé ìîäåðíèçì.

Ñïðàâåäëèâîñòè ðàäè íàäî çàìåòèòü, ÷òî è â ðàìêàõ 
ñîâåòñêîãî ìîäåðíèçìà áûëè ïîïûòêè ðàñøèðèòü êðóã òåì è 
ôîðìàëüíûõ ïðèåìîâ. Åñòåñòâåííî, ñàìûå óñïåøíûå ïîèñêè 
áûëè ïðåäïðèíÿòû â ýïîõè ñîöèàëüíûõ ðåôîðì.

Ñàìûé ñîñòîÿâøèéñÿ è ýôôåêòíûé êóëüòóðíûé ïðîåêò âðåìåí 
«ïåðåñòðîéêè è ãëàñíîñòè» – íîâîå òå÷åíèå â ðåñïóáëèêàíñêîé 
æèâîïèñè, îíî îôîðìèëîñü è ïîëó÷èëî èìÿ «Íîâàÿ âîëíà» 
âñëåäñòâèå âûñòàâîê 1987-89 ãîäîâ.

Íàèáîëåå ÿðêèå ïðåäñòàâèòåëè ýòîãî äâèæåíèÿ: Æûëêû÷è 
Æàêûïîâ, Òàëàíò Îãîáàåâ, Êàäûðáåê Áåêîâ, Þðèñòàíáåê 
Øûãàåâ, Ýðêèí Ñàëèåâ, Ýìèëü Òîêòàëèåâ. Íåâèäàííàÿ â òå 
âðåìåíà îòêðîâåííîñòü â ïîäáîðå òåì, ìîíóìåíòàëüíîñòü 
êàðòèí, ñìåëîå èñïîëüçîâàíèå íîâûõ ôîðìàëüíûõ ïðèåìîâ 
– âñå ýòî äåëàëî âûñòàâêè «Íîâîé âîëíû» ðåâîëþöèåé 
â âèçóàëüíîì ïîëå Ðåñïóáëèêè. Ðåçîíàíñ â Ñîþçå è çà 
ðóáåæîì îêàçàëñÿ âíóøèòåëüíûì – âîñïèòàííèêè ñîâåòñêîé 
æèâîïèñíîé øêîëû äåìîíñòðèðîâàëè âñåìó ìèðó, ÷òî â 
îáùåñòâå, îñíîâàííîì íà ïîñòóëàòàõ íàó÷íîãî êîììóíèçìà 
âïîëíå âîçìîæåí ïëþðàëèçì ìíåíèé.
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Îáû÷íî òàêèå ïåðèîäû «áóðè è íàòèñêà» ÿâëÿþòñÿ áîãàòîé 
ïèòàòåëüíîé ñðåäîé äëÿ äàëüíåéøåãî ðàçâèòèÿ. Íî ñåé÷àñ 
îêîí÷àòåëüíî ïîíÿòíî – ðåçóëüòàòû ýòîãî ïîñëåäíåãî âèäíîãî 
êóëüòóðíîãî ÿâëåíèÿ â íàøåé æèâîïèñè áîéêî òèðàæèðîâàëèñü 
è ðàñïðîäàâàëèñü áîëåå ïÿòíàäöàòè ëåò, è òåïåðü âîëíà 
îêîí÷àòåëüíî óëåãëàñü, íå äàâ èìïóëüñà íà÷àëà ÷åìó-íèáóäü 
äðóãîìó, ñòîëü æå çíà÷èòåëüíîìó.

Æèâîïèñü ñåé÷àñ ÿâëÿåòñÿ åùå îäíèì âîïëîùåíèåì òîãî, 
êàê íàøè ïðîøëûå óñïåõè ÷àñòî äóøàò ñâîèì àâòîðèòåòîì. 
Ó æèâîïèñöåâ ñèëüíà âåðà â âîçìîæíîñòü îäèíî÷íîãî 
ñàìîðàçâèòèÿ, íåäîñòàòî÷íî ïîíèìàíèÿ ñëîæíîñòè 
ñîâðåìåííîãî õóäîæåñòâåííîãî ïðîöåññà, è æèâà íàäåæäà íà 
ãîñóäàðñòâåííóþ îðãàíèçàöèþ êóëüòóðíîãî õîçÿéñòâà.

Â ñåðåäèíå äåâÿíîñòûõ ó ñàìûõ àêòèâíî íàöåëåííûõ íà 
ýêñïåðèìåíò ÷ëåíîâ Ñîþçà õóäîæíèêîâ ìîäíûì áûëî 
âûðàæåíèå – «Êàðòèíà ýòî ïîñòóïîê». Â çàñòîëüíûõ áåñåäàõ 
çðåëè èäåè ïðèñïîñîáèòü æèâîïèñü ê óëèöå. Íàïðèìåð, 
íàïèñàòü ìàñëîì íà õîëñòå «Ïîðòðåò ðåêëàìíûõ îáúÿâëåíèé», 
èëè, íå âûõîäÿ çà ðàìêè áàãåòà, çàíÿòüñÿ âñåðüåç ïîèñêàìè 
«àíòè æèâîïèñè», èëè, íàïå÷àòàâ óâåëè÷åííûå êîïèè ñâîèõ 
êàðòèí íà ñîâðåìåííûõ ïðèíòåðàõ, ðàçìåñòèòü èõ íà îãðîìíûõ 
ðåêëàìíûõ ùèòàõ ïî âñåìó ãîðîäó. Ýòè ïðîåêòû íå áûëè 
ðåàëèçîâàíû – ñêîðåå âñåãî, ñàìè àâòîðû ïîäîáíûõ èäåé 
èíòóèòèâíî ÷óâñòâîâàëè èõ ýñòåòè÷åñêóþ íåñîñòîÿòåëüíîñòü 
â ðàìêàõ æèâîïèñíûõ òðàäèöèé.

Äðóãîå îòíîøåíèå ê èñêóññòâó è äðóãîå ïîíèìàíèå çðåëè âíå 
ñòåí òâîð÷åñêèõ Ñîþçîâ. Îäíèì èç çàìåòíûõ ïðèìåðîâ íå 
îôèöèîçíîãî èñêóññòâà ó íàñ áûëà «áóìàæíàÿ àðõèòåêòóðà».

«Áóìàæíàÿ àðõèòåêòóðà».

Â êîíöå ñåìèäåñÿòûõ ñîâåòñêèå àðõèòåêòîðû óçíàëè î 
ñóùåñòâîâàíèè ìåæäóíàðîäíûõ êîíêóðñîâ êîíöåïòóàëüíûõ 
ïðîåêòîâ. Àðõèòåêòîðû Êèðãèçèè óìóäðÿëèñü ó÷àñòâîâàòü â 
ýòèõ «áóðæóàçíûõ» êîíêóðñàõ è çàñëóæåííî çàíèìàòü ïðèçîâûå 
ìåñòà. Óñïåõè ýòè ñâèäåòåëüñòâîâàëè, ÷òî ñàìè ïîäîáíûå 
êîíêóðñû òîëüêî ñïîñîáñòâîâàëè ïðîÿâëåíèþ ïîäñïóäíî 
çðåþùèõ òåíäåíöèé. Â êîíêðåòíîé ðàáîòå àðõèòåêòîðû Ñîþçà 
èñïûòûâàëè ìîùíåéøèé èäåîëîãè÷åñêèé ïðåññ, ñèòóàöèÿ 
êàçàëîñü áåçâûõîäíîé è «áóìàæíàÿ àðõèòåêòóðà» áûëà 
âîçìîæíîñòüþ òâîð÷åñêîé ñàìîðåàëèçàöèè.

Ó íàñ, íà ðåñïóáëèêàíñêîì óðîâíå, ýòî ÿâëåíèå îêàçàëî 
÷ðåçâû÷àéíîå âëèÿíèå íà ïîêîëåíèÿ íàøèõ àðõèòåêòîðîâ 
è â èòîãå íà ñîñòîÿíèå âñåé âèçóàëüíîé êóëüòóðû â öåëîì. 
Êîíöåïòóàëüíîå îòíîøåíèå ê ïðîèçâåäåíèþ èñêóññòâà è 
ïðîÿâëåíèå èíòåëëåêòóàëüíîé ôðîíäû «çðåëè» ó íàñ â 
îáëàñòè «áóìàæíîé àðõèòåêòóðû».

Ôåñòèâàëü «Àðõèòåêòóðíûå àëüòåðíàòèâû», ïðîøåäøèé â 
ñòîëèöå ðåñïóáëèêè â ìàå 1988 ãîäà, óæå ÷èñòî ïåðåñòðîå÷íîå 
ñîáûòèå. Èäåéíûìè âäîõíîâèòåëÿìè ôåñòèâàëÿ – 
àðõèòåêòîðàìè âî ãëàâå ñ Àëåêñàíäðîì Çóñèêîì è Âàñèëèåì 

Ãðåñëå – óäàëîñü ñîáðàòü îáðàçöû áóìàæíîé àðõèòåêòóðû 
ñî âñåãî Ñîâåòñêîãî Ñîþçà. Ïîëüçóÿñü ôèíàíñîâîé è 
îðãàíèçàöèîííîé ïîääåðæêîé ãîñóäàðñòâåííûõ ìîëîäåæíûõ 
ñòðóêòóð, àðõèòåêòîðû ñìîãëè ïîçíàêîìèòü îáùåñòâåííîñòü 
ñî ñâîèìè êîíöåïòóàëüíûìè, àëüòåðíàòèâíûìè ðàçðàáîòêàìè, 
êîòîðûå, êàê îíè íàäåÿëèñü, äîëæíû áûëè äàòü íîâûé èìïóëüñ 
ñîâåòñêîé àðõèòåêòóðå. Íî ñìûñë äåìîíñòðàöèè áûë óæå íå 
òîò – ýòà áûëà âûñòàâêà ïîáåäèòåëåé è, «ïîáåäèâ» îäíî èç 
óñëîâèé ñâîåãî ñóùåñòâîâàíèÿ, ñîáñòâåííî ñàìà «áóìàæíàÿ 
àðõèòåêòóðà» â ðåñïóáëèêå óìåðëà.

Ñàìûé ãðîìêèé ïðèìåð íàøåãî ñàìèçäàòà – æóðíàë «Çåáðà» 
(1983 ãîä), «èçäàòåëè» ïîïàëè ïîä òîòàëèòàðíóþ ñòàòüþ îá 
îõðàíå òàéí ïå÷àòè, íåðâû èì ñèëüíî ïîòðåïàëè, íî îòïóñòèëè 
ñ ìèðîì. Ñàìàÿ èíòðèãóþùå «äðóãàÿ» âûñòàâêà – âûñòàâêà 
«Çàçà» ìàðòà 1992 ãîäà. Áîðîëèñü íå ñ ïîëèòè÷åñêîé ñèñòåìîé, 
åå óæå ôàêòè÷åñêè íå áûëî, áîðîëèñü ñ îùóùåíèåì âòîðè÷íîñòè 
ñîâåòñêîé ïðîâèíöèè. Äëÿ íàñ ñëó÷àè íàøåãî ïîäïîëüíîãî 
«ñàìèçäàòà» è «ñêàíäàëüíûõ» âûñòàâîê çíà÷èìû òåì, ÷òî 
îíè ïîìîãëè ñôîðìèðîâàòü íåîôèöèàëüíûå, «ïàðòèçàíñêèå» 
ìåòîäû, êàê âïîëíå ïðèåìëåìûå è ýôôåêòèâíûå ìåòîäû 
ñòèìóëèðîâàíèÿ õóäîæåñòâåííîãî ïðîöåññà.

Äëÿ êîíñîëèäàöèè õóäîæåñòâåííûõ ìåòîäîâ àäåêâàòíî 
îòîáðàæàþùèõ äåéñòâèòåëüíîñòü èìåëîñü âñå – òàëàíòëèâûå 
õóäîæíèêè, âîëÿ ïðåäïðèíèìàòü êàêèå òî äåéñòâèÿ, 
èíôîðìàöèîííàÿ îñâåäîìëåííîñòü. Âñå ïðîÿâëåíèÿ 
òâîð÷åñêîé àêòèâíîñòè ìàññ íå ïîäïàäàþùèå ïîä ñëîæèâøèåñÿ 
æàíðîâûå ðàìêè òðàäèöèîííîãî èñêóññòâà òðåáîâàëè ñâîåé 
âûâåñêè.

Òàêîé âûâåñêîé ñòàëî «ñîâðåìåííîå èñêóññòâî».

«Ñîâðåìåííîå èñêóññòâî».

Ñîáñòâåííî êàê äâèæåíèå, ïîÿâèëîñü â êîíöå äåâÿíîñòûõ. Â 
ãîäû òðóäíîãî ïðèâûêàíèÿ ê íåçàâèñèìîñòè, îäíèì èç ñàìûõ 
çàìåòíûõ öåíòðîâ ïðèòÿæåíèÿ íåîôèöèàëüíîé êóëüòóðû áûëà 
àðõèòåêòóðíàÿ ñòóäèÿ «MUSEUM». Ïîìåùåíèå àðõèòåêòóðíîé 
ìàñòåðñêîé âðåìÿ îò âðåìåíè ïðåâðàùàëîñü â ìåñòî ïðîâåäåíèÿ 
«êâàðòèðíûõ» âûñòàâîê, îáùåíèÿ è çíàêîìñòâà õóäîæíèêîâ, 
ëþáèòåëåé è ïðîôåññèîíàëîâ. Ñòóäèÿ ÿâëÿëàñü, ïî ñóòè, 
êëóáîì åäèíîìûøëåííèêîâ. Â îòëè÷èå îò ìíîæåñòâà äðóãèõ 
ïîäîáíûõ, ñòèõèéíî âîçíèêàþùèõ öåíòðîâ ó ýòîãî ñîäðóæåñòâà 
ïîýòîâ, õóäîæíèêîâ, äèçàéíåðîâ è àðõèòåêòîðîâ áûë îïûò 
ñàìîñòîÿòåëüíîé ðàáîòû âíå òâîð÷åñêèõ ñîþçîâ è óìåíèå 
íåâîçìóòèìî îòñòàèâàòü ñâîþ ïîçèöèþ, íå ñîâïàäàþùóþ ñ 
îáùåïðèíÿòîé. Çäåñü ïðèãîäèëñÿ îïûò ïðåäñòàâèòåëåé íàøåé 
«áóìàæíîé àðõèòåêòóðû» è «ñàìèçäàòà». Íàèáîëåå àêòèâíûå 
÷ëåíû ýòîãî ñîîáùåñòâà: Óëàí Äæàïàðîâ, Ñåðãåé Áóðîâ, Ýìèëü 
Ãóçàèðîâ, Ãóëüíàðà Êàñìàëèåâà, Ìóðàòáåê Äæóìàëèåâ.

Ñòóäèåé «MUSEUM» â êîíöå äåâÿíîñòûõ áûëè îðãàíèçîâàíû 
âûñòàâêè ñ ó÷àñòèåì àêòóàëüíûõ õóäîæíèêîâ èç Êàçàõñòàíà. 
Ñàìè íàçâàíèÿ ýòèõ âûñòàâîê ñâèäåòåëüñòâîâàëè î íîâîì äëÿ 
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Evident influence of paper architecture principles exists in a series of 
objects in “City” by Ernest Abdrazakov.
ßâíîå âëèÿíèå ïðèíöèïîâ áóìàæíîé àðõèòåêòóðû â ñåðèè îáúåêòîâ 
«Ãîðîä» Ýðíåñòà Àáäðàçàêîâà.

íàñ, êóðàòîðñêîì ïîäõîäå ê îðãàíèçàöèè õóäîæåñòâåííîãî 
ìåðîïðèÿòèÿ. Áåç ÷åòêîãî îïðåäåëåíèÿ, ÷òî ýòî èìåííî 
«ñîâðåìåííîå èñêóññòâî», áûëà ïðåäïðèíÿòà ïîïûòêà 
ïðåäñòàâèòü ðàâíûå ïðàâà âñåì «êóðüåçíûì» ýêñïåðèìåíòàì 
íà èçîáðàçèòåëüíîì ôðîíòå. Òàêàÿ òðèæäû èíâåíòàðèçàöèÿ 
âûÿâèëà, ÷òî ïóòåé ìíîãî, íî âñå îíè ôàòàëüíî âåäóò ê äàâíî 
èçâåñòíûì âî âñåì ìèðå âåùàì. «Ïàðàëëåëüíûé Ãîðîä» 
(1997 ãîä) ïðåäñòàâèë ãîðîäñêîå èñêóññòâî ëþáèòåëåé è 
ïðîôåññèîíàëîâ; «Labiryntos» (1998 ãîä) ïîêàçàë çàáàâíûå 
ïîâîðîòû è òóïèêè ðàçíîîáðàçíûõ ôîðì âèçóàëüíîé êóëüòóðû; 
è, íàêîíåö «Ïëþñ-Ìèíóñ» (1999 ãîä) âûÿâèë íàëè÷èå 
ðàçíûõ ïîòåíöèàëîâ â íàøåì èñêóññòâå. Ïîçèöèîíèðîâàíèå 
çàâåðøèëîñü.

Äàëåå ñîáûòèÿ íàðàñòàþò, ïðèíèìàÿ ëàâèíîîáðàçíûé õàðàêòåð. 
Âñå íåäàâíî îáðàçîâàííûå èíèöèàòèâû è èíèöèàòèâíûå 
ãðóïïû ïðîäîëæàþòñÿ è ïðîäîëæàþò ñâîþ ðàáîòó, è ïîýòîìó 
ïîêà ìîæíî òîëüêî ïåðå÷èñëèòü âñå ôàêòè÷åñêèå ñèòóàöèè, íå 
äàâàÿ îêîí÷àòåëüíûõ õàðàêòåðèñòèê.

Õóäîæíèêè-èíñòèòóöèè.

Õóäîæíèêè «ñîâðåìåííîãî èñêóññòâà» â ðåñïóáëèêå äî 
ñàìîãî ïîñëåäíåãî âðåìåíè ñàìè ñîçäàâàëè ñåáå èíñòèòóöèè, 
ñàìè ÿâëÿëèñü êóðàòîðàìè ïðîåêòîâ, â êîòîðûõ ñàìè æå è 
ó÷àñòâîâàëè êàê õóäîæíèêè.

Ñòóäèÿ «MUSEUM» ê ýòîìó âðåìåíè íåñêîëüêî âèäîèçìåíèëàñü, 
òîëüêî áåññìåííûì ëèäåðîì îñòàåòñÿ Óëàí Äæàïàðîâ. 
Àêòèâ ãðóïïû – Ýðíåñò Àáäðàçàêîâ, ×èíãèç Òîêî÷åâ, Àäèëü 
Ñåéòàëèåâ, Äèëÿ Õàëìóðçèíà, Ãàìàë Áîêîíáàåâ. Ïðèìåðîì 
ÿñíîé è îñîçíàííîé êóðàòîðñêîé ñòðàòåãèè ñòóäèè ÿâëÿþòñÿ 
áèøêåêñêèå ïåðâîàïðåëüñêèå êîíêóðñû, ïðîâîäèìûå âîò óæå 
òðè ãîäà ïîäðÿä, ïðè àêòèâíåéøåé ïîääåðæêå ãàëåðåè «Òóìàð». 
Ýòè âûñòàâêè ñòàëè ïðîÿâëåíèåì ñàìîáûòíîé õóäîæåñòâåííîé 
èíèöèàòèâû. Â ðåñïóáëèêå íåò öåíòðà, êîòîðûé ìîã áû ÷åòêî 
îïðåäåëèòü ãðàíèöû æàíðà è ïîäåëèòü âñåõ íà ñâîèõ è íà 
÷óæèõ. Òàêóþ çàäà÷ó íà ñåáÿ íèêòî íå áåðåò, è âîçìîæíî òàêàÿ 
«âîëüíèöà» ïîçâîëÿåò íàõîäèòü â æàíðîâîì ðàçíîîáðàçèè 
ñàìîáûòíîå.

Ñàìûé îáùåñòâåííî-ïîëåçíûé ïðîåêò ýòîãî îáúåäèíåíèÿ, 
íàðÿäó ñ ïåðâîàïðåëüñêèìè êîíêóðñàìè, – èçäàíèå ñ 
1998 ãîäà àëüìàíàõà «URBI et ORBI» (âûøëî óæå ÷åòûðå 
íîìåðà). Ïóáëèêàöèè â àëüìàíàõå ñïîñîáñòâîâàë òîìó, ÷òî â 
ðåñïóáëèêå ïîÿâèëîñü ñâîå, ñåðüåçíîå èíôîðìàöèîííîå ïîëå 
«ñîâðåìåííîãî èñêóññòâà». Âîîðóæèâøèñü ïðèîáðåòåííûì 
îïûòîì (îáùåíèå ñ ïèøóùèìè àâòîðàìè ðåãèîíàëüíîãî óðîâíÿ 
è «ïàðòèçàíñêèå» ìåòîäû èçäàòåëüñêîé ðàáîòû), ñòóäèÿ 
èíèöèèðîâàëî èçäàíèå áþëëåòåíÿ ïî ïðîáëåìàì ñîâðåìåííîãî 
èñêóññòâà «±@b» (ïðè ôèíàíñîâîé ïîääåðæêå ãàëåðåè «Kura-
maART» âûøëî äâà íîìåðà è ïîäãîòîâëåí òðåòèé). Íà÷àëî 
âåñüìà óñïåøíîå è ïîòåíöèàëüíî ýòî ïåðèîäè÷åñêîå èçäàíèå 
ìîæåò ñòàòü ïå÷àòíûì ðóïîðîì «ñîâðåìåííîãî èñêóññòâà» 
âñåãî ðåãèîíà.

Â 1999 ãîäó ñîñòîÿëàñü âûñòàâêà íåèçâåñòíîãî, íîâîãî 
ïîêîëåíèÿ õóäîæíèêîâ «Çàïàñíîé âûõîä» â ÄÊ èì Ëåíèíà. 
Â 2000 ãîäó ïîÿâëÿåòñÿ òâîð÷åñêîå îáúåäèíåíèå ìîëîäûõ 
õóäîæíèêîâ «Áðîíåïîåçä» (Èðà Äåêêåð, Ðîìàí Ìàñêàë¸â, 
Àëåêñàíäð Ó). Ãðóïïà ñåé÷àñ ñóùåñòâóåò êàê ìåæäóíàðîäíîå 
îáúåäèíåíèå, Áèøêåê – Àëìàòû – Êåëüí, íå «ñòðàäàÿ» 
òåððèòîðèàëüíîé îãðàíè÷åííîñòüþ.

Øààðáåê Àìàíêóë è Ëèöè Ìàéðë â 2000 ãîäó îðãàíèçîâàëè 
ìåæäóíàðîäíóþ ãðóïïó õóäîæíèêîâ «Art Connection». Öåëü 
ãëîáàëüíàÿ – ñîçäàòü â Êûðãûçñòàíå öåíòð, êóäà ìîãëè áû 
ïðèåçæàòü ðàáîòàòü è, ÷òî ñàìîå âàæíîå, îáùàòüñÿ õóäîæíèêè 
ñî âñåãî ìèðà. Â 2001è â 2002 ãîäàõ ãðóïïîé îñóùåñòâëåí 
ìåæäóíàðîäíûé ïðîåêò «Central Asia – Europe Art Dialogue», 
â êîòîðûõ ó÷àñòâîâàëè îêîëî òðèäöàòè õóäîæíèêîâ èç 
Öåíòðàëüíîé Àçèè è Åâðîïû. Ïðîåêò, áåçóñëîâíî, ïðèâëåêàòåëåí 
– íà áåðåãó îçåðà, â óíèêàëüíîé ïðèðîäíîé êóðîðòíîé çîíå 
âîçðîæäàþòñÿ òðàäèöèè êûðãûçñêèõ õóäîæíèêîâ ñîâìåùàòü 
îòäûõ ñ ðàáîòîé. Ó÷àñòèåì â ýòèõ ïðîåêòàõ îòìåòèëèñü 
ìíîãèå âïîëíå òðàäèöèîííûå õóäîæíèêè. Ïîçèöèÿ êóðàòîðîâ 
– ïîëíàÿ ñâîáîäà äåéñòâèé, îáùåíèå è ñîâìåñòíàÿ ðàáîòà. 
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Äëÿ ïðîèçâåäåíèé, ñîçäàííûõ íà ýòèõ âîðêøîïàõ, õàðàêòåðíî 
èñïîëüçîâàíèå îñîáåííîñòåé êûðãûçñêîãî ëàíäøàôòà 
è ïðèðîäíûõ ñàêðàëüíûõ ñèìâîëîâ, è ýòî ïîìîãàåò íå 
ðàñòâîðèòüñÿ â îãëóøàþùåì ðàçíîîáðàçèè ïðîÿâëåíèé 
«ñîâðåìåííîãî èñêóññòâà». Êðîìå òîãî, çàðóáåæíûå õóäîæíèêè 
ïîìîãàþò ïî-íîâîìó óâèäåòü èíòåðåñíåéøèå ïðîÿâëåíèÿ 
íàðîäíîé æèçíè íàøåé ãëóáèíêè.

Â 2002 ãîäó Ãóëüíàðà Êàñìàëèåâà è Ìóðàòáåê Äæóìàëèåâ 
îðãàíèçîâûâàþò îáùåñòâåííîå îáúåäèíåíèå «ArtEast». 
Íàèáîëåå êðóïíûå ïðîåêòû: ñðåäíåàçèàòñêèé ñåìèíàð 
«Ìèðîâûå ñèñòåìû ðåïðåçåíòàöèè ñîâðåìåííîãî èñêóññòâà», 
ñîâìåñòíî ñ àëìàòèíñêèì ÑÖÑÈ; ìåæäóíàðîäíàÿ ýêñïåäèöèÿ 
ïî Êûðãûçñòàíó è Ñèáèðè.

«ArtEast» – ñåìåéíûé òàíäåì õóäîæíèêîâ ïðîôåññèîíàëîâ, 
ñ àêàäåìè÷åñêèì îáðàçîâàíèåì è ñâîè çàíÿòèÿ ñîâðåìåííûì 
èñêóññòâîì îíè ïûòàþòñÿ ñòðàòåãè÷åñêè ïîñòàâèòü íà 
ïðîôåññèîíàëüíóþ îñíîâó. Â ïîñëåäíåå âðåìÿ îáúåäèíåíèå 
ñåðüåçíî çàíèìàåòñÿ âèäåîàðòîì, î ÷åì ñâèäåòåëüñòâóåò 
óñïåøíîå ó÷àñòèå â öåíòðàëüíî-àçèàòñêîì ôåñòèâàëå 
«Âèäåîèäåíòè÷íîñòü» â Àëìàòû â îêòÿáðå 2004 ãîäà, è 
îðãàíèçàöèÿ â ÿíâàðå 2005 ãîäà â ñòîëèöå ðåñïóáëèêè 
òðåíèíãà «Video Art Workshop».

Ïîÿâèâøàÿñÿ â 2003 ãîäó, ãàëåðåÿ «Kurama ART» – ïåðâàÿ 
ãàëåðåÿ, êîòîðàÿ îòâàæèëàñü âçÿòüñÿ çà ïðîïàãàíäó 
ñîâðåìåííîãî èñêóññòâà. Ê òîìó æå ýòî ïåðâàÿ ãàëåðåÿ, êîòîðàÿ 
ñòàâèò ïåðåä ñîáîé ñòðàòåãè÷åñêèå öåëè è äëÿ èõ äîñòèæåíèÿ 
ïðèìåíÿåò ãðàìîòíóþ ïîëèòèêó, èíâåñòèðóÿ ñðåäñòâà â 
èçäàòåëüñêóþ äåÿòåëüíîñòü è â êóðàòîðñêèå ïðîåêòû. Â 
àïðåëå 2004 ãîäà ãàëåðååé áûëà ïðåäïðèíÿòà ìàñøòàáíàÿ 
èíèöèàòèâà – ìåæäóíàðîäíàÿ âûñòàâêà «… è Äðóãèå». Íà 
ñóä çðèòåëåé áûëî ïðåäëîæåíî ïðîèçâåäåíèÿ áîëåå ñîðîêà 

õóäîæíèêîâ èç Ãåðìàíèè, Ëèõòåíøòåéíà, Ìîëäàâèè, Ðîññèè, 
Ñëîâåíèè, Óêðàèíû, Êàçàõñòàíà, Óçáåêèñòàíà è Êûðãûçñòàíà. 
Ïðè ñàìûõ ðàçíîîáðàçíûõ îöåíêàõ ãëàâíàÿ öåëü âûñòàâêè 
áûëà äîñòèãíóòà – èíòåëëåêòóàëüíàÿ ýëèòà óáåäèëàñü, ÷òî 
ìîæíî ïî-ðàçíîìó îòíîñèòüñÿ ê «ñîâðåìåííîìó èñêóññòâó», 
íî íå çàìå÷àòü åãî âëèÿíèÿ íà êóëüòóðó ñòðàíû â öåëîì óæå 
íåâîçìîæíî.

Êûðãûçñòàí íà âûñòàâêå ïðåäñòàâèëè: Ðîìàí Ìàñêàëåâ è 
Àëåêñàíäð Ó, êîìïüþòåðíûé êîëëàæ «Ðàéñêèé ëàíäøàôò»; 
Ãóëüíàðà Êàñìàëèåâà è Ìóðàòáåê Äæóìàëèåâ, âèäåî èíñòàëëÿöèÿ 
«Òðàíññèáèðñêèå àìàçîíêè»; Øàéëîî Äæåêøåíáàåâ, ôîòî-
ïðîåêò «Ïîâîðîò»; Âàëåðèé Ðóïïåëü, èíñòàëëÿöèÿ «Green city 
project».

Áðàòüÿ íàâåê.

Çàìåòíî âëèÿíèå â íàøåé ðåñïóáëèêå ðîññèéñêîãî è îñîáåííî 
êàçàõñòàíñêîãî «ñîâðåìåííîãî èñêóññòâà».

Îòêðûâøèéñÿ â 1997 ãîäó Ñîðîñîâñêèé Öåíòð Ñîâðåìåííîãî 
Èñêóññòâà (ÑÖÑÈ) â Àëìàòû íå ñêðûâàë ñâîèõ ïëàíîâ ñòàòü 
êîíñîëèäèðóþùèì öåíòðîì âñåãî ðåãèîíà. Â 2000 ãîäó 
íà âòîðóþ åæåãîäíóþ âûñòàâêó ÑÖÑÈ áûëè ïðèãëàøåíû 
õóäîæíèêè èç Êûðãûçñòàíà. Ýòè õóäîæíèêè âïîñëåäñòâèè 
ñòàíóò ó÷àñòíèêàìè òàêèõ çíà÷èìûõ ñîáûòèé â contempo-
rary art Öåíòðàëüíîé Àçèè, êàê âûñòàâêè «No Mad’s Land» â 
Äîìå Ìèðîâûõ Êóëüòóð â Áåðëèíå, «Trans-Forma» â Æåíåâñêîì 
Öåíòðå Ñîâðåìåííîãî Èñêóññòâà è «Re-orientation» â ãàëåðåå 
«ACC» â Âåéìàðå. Ñîâðåìåííîå èñêóññòâî Êûðãûçñòàíà íà 
ýòèõ âûñòàâêàõ ïðåäñòàâëÿëè: Àëåêñàíäð Ó, Ðîìàí Ìîñêàëåâ, 
Èðà Äåêêåð, Øààðáåê Àìàíêóëîâ, Ëèöè Ìàéðë, Ãóëüíàðà 
Êàñìàëèåâà, Ìóðàòáåê Äæóìàëèåâ, Øàéëîî Äæåêøåíáàåâ, 
Óëàí Äæàïàðîâ.

Óëàí Äæàïàðîâ. Ãîðÿ÷àÿ ãîëîâà - õîëîäíîå ñåðäöå. âèäåîïåðôîðìàíñ, 
2001
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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.
Ôîòîïðîåêò «Ïîâîðîò» Øàéëîî Äæåêøåíáàåâà, 2004, 
ôîòîõóäîæíèêà, «àêòóàëüíûìè» åãî ðàáîòû ñòàëè òîëüêî 
â ïîñëåäíåå âðåìÿ. Ïðîÿâèëèñü íàâûêè àðõèòåêòîðà – 
êîíöåïòóàëüíîå ìûøëåíèå è ëþáîâü ê ñèìâîëèêå ãîðîäñêîé ñðåäû.

Â òå÷åíèå 2001-2002 ãîäà â Áèøêåêå ïðîøëè ìåæäóíàðîäíûå 
ïðîåêòû íîâîñèáèðñêîãî êóðàòîðà Âëàäèìèðà Íàçàíñêîãî 
«Âíóòðåííÿÿ Àçèÿ 1» è «Âíóòðåííÿÿ Àçèÿ 2». Ãåîãðàôèÿ 
âûñòàâêè – Ñ-Ïåòåðáóðã, Óôà, Íîâîñèáèðñê, ýòî ñóùåñòâåííî 
ðàñøèðèëî êîíòàêòû íàøèõ õóäîæíèêîâ ñ õóäîæíèêàìè 
Ìîñêâû, Ñèáèðè, Óðàëà, Óêðàèíû.

Âìåñòî çàêëþ÷åíèÿ.

Ýòî ÿâëåíèå ïîêà íå îãðàíè÷èâàåòñÿ ðàìêàìè «íàøè íå íàøè», 
íå òðåáóåò ñâèäåòåëüñòâà ïðîøëûõ äîñòèæåíèé è âîîáùå 
ïîëàãàåòñÿ áîëüøå íà ëè÷íóþ èíèöèàòèâó ñâîèõ ñòîðîííèêîâ. 
Ïîýòîìó ýòèõ ñòîðîííèêîâ ìàëî è âåñü ôîêóñ â òîì, ÷òî ãîðñòêà 
ëþäåé óìóäðèëàñü çà êîðîòêîå âðåìÿ ñäåëàòü «ñîâðåìåííîå 
èñêóññòâî» ôàêòîðîì, ïîëîæèòåëüíî âëèÿþùèì íà ðàçâèòèå 
âñåé õóäîæåñòâåííîé êóëüòóðû Ðåñïóáëèêè Êûðãûçñòàí.

* Òåðìèí «ñîâðåìåííîå èñêóññòâî» îáîçíà÷àåò «contem-
porary art», è, ÷òîáû íå ïóòàòü ñ ïîíÿòèåì ñîâðåìåííîå 
âîîáùå, ýòîò òåðìèí ïðèâîäèòñÿ çäåñü è äàëåå â êàâû÷êàõ.

** Ñîõðàíåíà ôîíåòèêà ñîâåòñêîé ýïîõè â êîíòåêñòå, 
êîãäà ðå÷ü èäåò î ñîâåòñêîé ýïîõå – Êèðãèçèÿ, ñîâðåìåííîå 
ïðîèçíîøåíèå – Êûðãûçñòàí.

Àâòîð âûðàæàåò áëàãîäàðíîñòü çà ïîìîùü è 
èíôîðìàöèîííóþ ïîääåðæêó Óëàíó Äæàïàðîâó, Âàëåðèþ 
Ðóïïåëþ, Ìóðàòó Äæóìàëèåâó è Øààðáåêó Àìàíêóëó.
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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 present in 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 



43

È
ñ

ê
ó

ñ
ñ

ò
â

î
 Ö

å
í

òð
à

ë
ü

í
î

é
 À

ç
è

è
. 

À
ê

ò
ó

à
ë

ü
í

û
é

 À
ð

õ
è

â

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
Ãóëüíàðà Êàñìàëèåâà, Ìóðàò Äæóìàëèåâ. Òðàíññèáèðñêèå àìàçîíêè. 
Âèäåîèíñòàëëÿöèÿ ñ áàóëàìè, 3 ìèí.
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Ãóëüíàðà Êàñìàëèåâà
Ìóðàòáåê Äæóìàëèåâ

Òâîð÷åñòâî Ãóëüíàðû Êàñìàëèåâîé è Ìóðàòáåêà Äæóìàëèåâà èíòåðåñíî òåì, ÷òî 
â íåì íàèáîëåå ïîñëåäîâàòåëüíî îòðàçèëèñü âñå ïëþñû è ìèíóñû ñòàíîâëåíèÿ 
«ñîâðåìåííîãî èñêóññòâà» ðåñïóáëèêè.

Íà÷èíàëè ýòè õóäîæíèêè îäíèìè èç ïåðâûõ – åùå â êîíöå 80-õ îòìåòèëèñü íà 
ñåìèíàðå «Àíäåðãðàóíä» â Íàðâå (Ýñòîíèÿ), à â êîíöå 90-õ áûëè àêòèâíûìè 
ó÷àñòíèêàìè ìíîãèõ «íåòðàäèöèîííûõ» èíèöèàòèâ àðõèòåêòóðíîé ñòóäèè «MU-
SEUM». Ê òîìó âðåìåíè Ãóëüíàðà è Ìóðàò óæå ñëîæèâøèåñÿ õóäîæíèêè, ó 
îáîèõ çà ïëå÷àìè ñîëèäíûé îïûò ñàìîñòîÿòåëüíîé ðàáîòû – ãðàôèêó Ãóëüíàðû 
îòëè÷àåò ïðèõîòëèâàÿ èçûñêàííîñòü, à äëÿ ìîíóìåíòàëüíûõ ñêóëüïòóð Ìóðàòà 
õàðàêòåðíà îñíîâàòåëüíîñòü ñîâåòñêîé øêîëû. Ýòî íå ìåøàëî èì ïàðàëëåëüíî 
ïåðåïðîáîâàòü ê êîíöó âåêà âñå æàíðû «ñîâðåìåííîãî èñêóññòâà». Ïîèñêè ìíîãèõ 
íàøèõ õóäîæíèêîâ çà÷àñòóþ ñòðàäàëè íå÷åòêîñòüþ, íå æåëàíèåì îïðåäåëÿòñÿ 
(«Íå æèâîïèñü» – òàê õàðàêòåðíî íàçûâàëèñü îäíà èç âïîëíå æèâîïèñíûõ ðàáîò 
òîãî âðåìåíè). Îáðàçîâàííîñòü ïîìîãëè Ãóëüíàðå è Ìóðàòó áûñòðî ðàçîáðàòüñÿ, 
÷åì îòëè÷àåòñÿ èíñòàëëÿöèÿ îò ñêóëüïòóðû, à ïðîôåññèîíàëèçì – âîâðåìÿ 
ïî÷óâñòâîâàòü âîçìîæíîñòè, íîâîãî äëÿ íàñ, àêòóàëüíîãî ìåòîäà õóäîæåñòâåííîãî 
ìûøëåíèÿ.

Îíè òàêæå îäíèìè èç ïåðâûõ îñîçíàëè êîíúþíêòóðó âðåìåíè – íåîáõîäèìîñòü 
ñâîèìè ëè÷íûìè óñèëèÿìè ñîçäàâàòü ñåáå ïðîñòðàíñòâî ñàìîðåàëèçàöèè. 
Ãîñóäàðñòâî ïåðåñòàëî çàíèìàòüñÿ èñêóññòâîì, ýòî è îïðåäåëèëî óíèâåðñàëüíîñòü 
ïðåäñòàâèòåëåé íîâîãî êóëüòóðíîãî ÿâëåíèÿ – ÷òîáû âûæèòü íàäî áûëî, íå íàäåÿñü 
íà äðóãèõ, ñàìèì çàíèìàòüñÿ ñîçäàíèåì ñîâðåìåííûõ èíñòèòóöèé. Â ýòîì èõ 
íåïîõîæåñòü íà ìíîãèõ íàøèõ òâîð÷åñêèõ ðàáîòíèêîâ, äî ñèõ ïîð ñ÷èòàþùèõ, ÷òî 
êóðàòîð ýòî ìàññîâèê-çàòåéíèê, êðèòèê – íå ïîëó÷èâøèéñÿ õóäîæíèê, à çàíèìàòüñÿ 
îáùåñòâåííîé ðàáîòîé çàçîðíî.

Â 1998 ãîäó Ãóëüíàðà Êàñìàëèåâà è Ìóðàòáåê Äæóìàëèåâ ñòàíîâÿòñÿ èíèöèàòîðàìè 
ñîçäàíèÿ ãðóïïû «Zamana», à â 2002 ãîäó îðãàíèçîâûâàþò îáùåñòâåííîå 
îáúåäèíåíèå «ArtEast». Íàèáîëåå êðóïíûå ïðîåêòû è èíèöèàòèâû: äîêëàä 
Ìóðàòáåêà Äæóìàëèåâà â ðàìêàõ 8 Ñòàìáóëüñêîé áèåííàëå î ñîâðåìåííîì 
èñêóññòâå Êûðãûçñòàíà (ñåíòÿáðü 2003); êóðàòîðñòâî êûðãûçñòàíñêîãî ðàçäåëà 
íà 3 Íîâîñèáèðñêîé Ìåæäóíàðîäíîé Áèåííàëå ñîâðåìåííîé ãðàôèêè (ñåíòÿáðü 
2003); îðãàíèçàöèÿ âûñòàâêè ñîâðåìåííîé ïå÷àòíîé ãðàôèêè «Bishkek intergraph-
ic» (ôåâðàëü 2003 ïî ìàðò 2004); Ìåæäóíàðîäíàÿ Àðò ýêñïåäèöèÿ ïî Êûðãûçñòàíó 
è Ñèáèðè «Øåïîò çåìëè, ìîë÷àíèå íåáà». (èþíü – èþëü 2003).

Èç ýòîé ýêñïåäèöèè Ãóëüíàðà è Ìóðàò ïðèâåçëè âèäåîôèëüì «Òðàíññèáèðñêèå 
àìàçîíêè» – òðîãàòåëüíûé è èðîíè÷íûé ðåïîðòàæ î ìåëêèõ òîðãîâêàõ ýêîíîìèêè 
ïåðåõîäíîãî ïåðèîäà, åäóùèõ ñî ñâîèì òîâàðîì â ïîåçäå, è îò ãðóñòè íàïåâàþùèõ 
ìîäíóþ â ñîâåòñêèå âðåìåíà ìåëîäèþ èõ ìîëîäîñòè. Ýòîò íåõèòðûé ñþæåò 
â òðàêòîâêå àâòîðîâ ïðèîáðåòàåò ãëóáèíó äðàìàòè÷åñêîãî ïðîèçâåäåíèÿ. 
Ñòîëêíîâåíèå ðàçíûõ ýïîõ; åùå îäíà àòàêà íà ÷åðñòâîñòü îáùåñòâà; ñîöèàëüíûé 
àíàëèç ÿâëåíèÿ – âñå ýòî åñòü, íî ñàìîå ãëàâíîå, â î÷åðåäíîé ðàç ïîðàæàåò 
íåèñòðåáèìîñòü äóõîâíîãî íà÷àëà â èñêîâåðêàííûõ ÷åëîâå÷åñêèõ ñóäüáàõ. Êðîìå 
òîãî, «Òðàíññèáèðñêèå àìàçîíêè» – óðîê, ïðèìåð, ìåòîä òîãî, êàê ìîæåò âûæèòü 
èñêóññòâî â íå áîãàòîé ñòðàíå. Íàøè êèíåìàòîãðàôèñòû íå áåðóòñÿ çà ïîäîáíûå 
òåìû, ññûëàÿñü íà îòñóòñòâèå õîðîøèõ ñöåíàðèåâ, ãîñóäàðñòâåííîé ïîääåðæêè è 
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âîîáùå íà îòñóòñòâèå âñåãî. Áåç áîëüøèõ ôèíàíñîâûõ çàòðàò è, íå èñïóãàâøèñü 
ñëîæíîñòè òåìû, àâòîðû ýòîãî âèäåîôèëüìà ñìîãëè äîáèòüñÿ óðîâíÿ âîçäåéñòâèÿ 
ñåðüåçíîãî êèíî.

Íà âûñòàâêå «Hand made» â Ìóçåå Íîíêîíôîðìèñòñêîãî Èñêóññòâà â Ñ-Ïåòåðáóðãå 
Ãóëüíàðà Êàñìàëèåâà âïåðâûå ïðåëñòàâèëà ñâîé ïåðôîðìàíñ «Ïðîùàëüíàÿ ïåñíÿ» 
(äåêàáðü 2001). Âïîñëåäñòâèè îí áóäåò ïîêàçàí íà âûñòàâêå «Âíóòðåííÿÿ Àçèÿ 2» 
(èþíü 2002) è íà âûñòàâêå «Trans-forma» â Öåíòðå Ñîâðåìåííîãî Èñêóññòâà â Æåíåâå 
(ñåíòÿáðü 2002). Ïåðôîðìàíñ, àêöèÿ, æåñò íå ïðèæèëèñü â íàøåì «ñîâðåìåííîì 
èñêóññòâå», ìû ïðîñêî÷èëè ýòó ýïàòàæíóþ ñòàäèþ, êîãäà õóäîæíèê èñïîëüçóåò 
â êà÷åñòâå ìàòåðèàëîâ èñêóññòâà ñàìîãî ñåáÿ. «Ïðîùàëüíàÿ ïåñíÿ» – îäèí èç 
íåìíîãèõ óäà÷íûõ ïðèìåðîâ. Ýòà êðàñèâàÿ, çðåëèùíàÿ ðàáîòà ñ èñïîëüçîâàíèåì 
ýëåìåíòîâ ïàòðèàðõàëüíûõ îáðÿäîâ è òðàäèöèé, è ïåðåîñìûñëåíèåì ñèíêðåòè÷íîé 
êóëüòóðû ïðîøëîãî. Ó íàñ ýòíîãðàôè÷åñêèå ïðåäñòàâëåíèÿ íàðîäíûõ îáðÿäîâ 
èçëèøíå èçûñêàííû è ÷àñòî âîçíèêàåò âïå÷àòëåíèå íååñòåñòâåííîñòè îïåðíûõ 
äåêîðàöèé. Ïðè ïðîñìîòðå «ïðèäóìàííîãî» ïåðôîìàíñà âåðèøü, ÷òî òðàäèöèè 
ïðîõîäèëè èìåííî òàê – ìàñòåðñêîå èñïîëüçîâàíèå ìåòîäîâ àêòóàëüíîãî èñêóññòâà 
ñîçäàþò íåïîääåëüíóþ ïîäëèííîñòü ïðîèñõîäÿùåãî.

Ñåé÷àñ ýòîò òâîð÷åñêèé òàíäåì íàõîäèòñÿ â ñàìîì öåíòðå ñîáûòèé íîâîãî 
êóëüòóðíîãî ÿâëåíèÿ â íàøåé ðåñïóáëèêå. Ãóëüíàðà Êàñìàëèåâà è Ìóðàòáåê 
Äæóìàëèåâ, êàê è âñå îñòàëüíûå ïðåäñòàâèòåëè íàøåãî «ñîâðåìåííîãî èñêóññòâà», 
ïûòàþòñÿ çàíèìàòüñÿ ñàìîîðãàíèçàöèåé, è ïàðàëëåëüíî òâîðèòü; îðãàíèçîâûâàþò 
ñåìèíàðû è âûñòàâêè, ïðåîäîëåâàÿ íåïîíèìàíèå è íåâåðèå îêðóæàþùèõ; ïûòàþòñÿ 
äîáàâèòü àêòóàëüíîñòè â ñâîèõ ïðîèçâåäåíèÿõ, ÷óòêî ðåàãèðóÿ íà êðèòèêó êîëëåã.

Ãàìàë Áîêîíáàåâ.

Gulnara Kasmalieva. “Goodbye song”. 
Performance. 2001
Ãóëüíàðà Êàñìàëèåâà. “Ïðîùàëüíàÿ 
ïåñíÿ”. Ïåðôîðìàíñ
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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” 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 
Ðîìàí Ìàñêàëåâ è Ìàêñèì Áîðîíèëîâ. Ïàðèæ. Âèäåî. 
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Ðîìàí Ìàñêàëåâ
Ìàêñèì Áîðîíèëîâ

Òâîð÷åñêèé äóýò Ðîìàí Ìàñêàëåâ è Ìàêñèì Áîðîíèëîâ ñëîæèëñÿ â ïðîöåññå ñîçäàíèÿ âèäåî òðèëîãèè 
«Ïàðèæ» â 2004 ãîäó. Åñëè äëÿ Ìàêñèìà ýòî áûë äåáþò, òî Ðîìàí óæå èìåë çà ïëå÷àìè õóäîæåñòâåííûé 
îïûò â âèäåî, â ôîòî è â ïåðôîðìàíñå â ñîñòàâå ãðóïïû «Áðîíåïîåçä». Ñåãîäíÿ ýòà ãðóïïà õóäîæíèêîâ, 
íåñìîòðÿ íà ñâîþ ìîëîäîñòü, èìååò ñâîé óçíàâàåìûé ïî÷åðê è çàíèìàåò ñàìûå ïåðåäîâûå ïîçèöèè â 
ñîâðåìåííîì èñêóññòâå Öåíòðàëüíîé Àçèè.

Ýâîëþöèÿ ãðóïïû âî ìíîãîì çàãàäî÷íà: ó äâàäöàòèëåòíèõ õóäîæíèêîâ Ðîìàíà Ìàñêàëåâà, Èðû Äåêêåð 
è Àëåêñàíäðà Ó çà ïëå÷àìè íå áûëî íè ðåàëüíîãî «îáùåíèÿ» ñ ìèðîâûì ñîâðåìåííûì èñêóññòâîì, 
íè «âûñòðàäàííîãî» îïûòà êàê ó õóäîæíèêîâ ñòàðøåãî ïîêîëåíèÿ, íè èíñòèòóöèîíàëüíîé ïîääåðæêè. 
Ñóùåñòâîâàëî îñòðîå æåëàíèå ñàìîâûðàçèòüñÿ íàïåðåêîð ìåðòâîìó àêàäåìèçìó è òîòàëüíîìó êðèçèñó 
õóäîæåñòâåííîãî îáðàçîâàíèÿ â ðåñïóáëèêå. Â 1999 ãîäó îíè îðãàíèçóþò âûñòàâêó «Çàïàñíîé âûõîä» â 
ÄÊ çàâîäà èì. Ëåíèíà. Õàðàêòåðåí âûáîð ìåñòà. Îòñóòñòâèå ãëàìóðà è ðåôëåêñèÿ ïîñò ñîâåòñêîé òåìû 
â äàëüíåéøåì ñòàíåò õàðàêòåðíîé ÷åðòîé ãðóïïû.

Íå ïîñëåäíþþ ðîëü â îïðåäåëåíèè ñâîåé «òåððèòîðèè èñêóññòâà» ñûãðàë ðÿä íîí- êîíôîðìèñòñêèõ 
âûñòàâîê â Êûðãûçñòàíå â êîíöå 90-õ, íî âñå æå ïîâîðîòíûì ñîáûòèåì äëÿ ìîëîäûõ õóäîæíèêîâ ñòàëî 
ó÷àñòèå â ñîðîñîâñêîé âûñòàâêå ñîâðåìåííîãî èñêóññòâà «Êîììóíèêàöèè, îïûòû âçàèìîäåéñòâèÿ» 
â Àëìàòû. Íåïîñðåäñòâåííîå îáùåíèå ñ ó÷àñòíèêàìè âûñòàâêè, â áîëüøèíñòâå õóäîæíèêàìè óæå 
èçâåñòíûìè â ñîâðåìåííîì èñêóññòâå, îêîí÷àòåëüíî óòâåðäèëî âåðó â ñâîè ñèëû è ïðàâèëüíîñòü 
âûáðàííîãî íàïðàâëåíèÿ. Â òîì æå ãîäó ãðóïïà ïðåäñòàâëÿåò ñâîè ôèëüìû-èíòåðïðåòàöèè ïî 
ïðîèçâåäåíèÿì Äàíèèëà Õàðìñà íà ìîëîäåæíîì êèíîôåñòèâàëå «Ñìîòðè ïî-íîâîìó» â Êàçàõñòàíå. 
Èñïîëüçîâàíèå ñòàðîé, ïðîñðî÷åííîé 8 ìèëëèìåòðîâîé ïëåíêè, óäà÷íî ïîäîáðàííûé çâóêîâîé ðÿä, 
òîíêàÿ èðîíèÿ, ãðîòåñê, áåçóïðå÷íîå ÷óâñòâî þìîðà, ñðàçó æå îïðåäåëèëè èííîâàöèîííîñòü òâîð÷åñêîãî 
ïîäõîäà ãðóïïû. Ðàáîòà ïîëó÷èëà ïðèçíàíèå íå òîëüêî ó êèíåìàòîãðàôèñòîâ, íî è óäà÷íî âïèñàëàñü â 
êîíòåêñò öåíòðàëüíî àçèàòñêîãî ñîâðåìåííîãî èñêóññòâà.

Õóäîæíèêè ñóìåëè íå òîëüêî ïîíÿòü íåïîâòîðèìîñòü è â òî æå ñàìîå âðåìÿ àáñóðä îêðóæàþùåãî 
ïîñòñîâåòñêîãî «ìàòåðèàëà», íî è òàëàíòëèâî ïðåïîäíåñòè åãî, çà÷àñòóþ ñàìè ñòàíîâÿñü àêòåðàìè. 
Åñëè â ñâîåé âèäåî ðàáîòå «Õóäîæíèê 1» è «Õóäîæíèê 2» Àëåêñàíäð Ó è Ðîìàí Ìàñêàëåâ îñòðîóìíî 
îáûãðûâàþò îáûâàòåëüñêîå ïðåäñòàâëåíèå î òîì, êàêèì äîëæåí áûòü íàñòîÿùèé õóäîæíèê, ò.å. óìíûì, 
ìíîãîñòîðîííå ðàçâèòûì, ãîëîäíûì, çëûì, íåçàìåòíûì, áûñòðî ðåàãèðóþùèì íà ñèòóàöèþ, òî â ôèëüìå 
«Ñêîðáÿùèå», îçàãëàâèâ ÷àñòè «Âñåëåíñêàÿ ïå÷àëü», «Ãèáåëü Ãåðîÿ», «Ëþáîâü ê Âå÷íîìó», õóäîæíèêàì 
óäàëîñü èçáåãàòü èçëèøíåé ïàòåòèêè è ïîêàçàòü òðàãèçì ïîêîëåíèÿ 90-õ.

Ïðîáëåìà ìàðãèíàëüíîñòè æåñòêî, áåç ñïåêóëÿöèè ïðåäñòàâëåíà â ïåðôîðìàíñå Ðîìàíà Ìàñêàëåâà 
íà ôåñòèâàëå â Èðëàíäèè â 2004 ãîäó. Õóäîæíèê, ñòîÿ íà ñòóëå ïåðåä ïóáëèêîé, ïåðèîäè÷åñêè áèë 
äåðåâÿííîé ïàëêîé ïî öèíêîâîìó âåäðó, íàäåòîìó íà ãîëîâó. Ïðè ýòîì Ðîìàí íà ðóññêîì ïðèãîâàðèâàë 
ðóãàòåëüñòâà â ñâîé àäðåñ. Ïðè÷èíîé ñòîëü æåñòîêîãî îòíîøåíèÿ ê ñâîåìó òåëó ïîñëóæèëî íåçíàíèå 
àíãëèéñêîãî ÿçûêà è â ñâÿçè ñ ýòèì – íåñïîñîáíîñòü ê âåðáàëüíîé êîììóíèêàöèè íà ôåñòèâàëå. 
Ïðèñóòñòâóþùèå â ñâîþ î÷åðåäü íå ïîíèìàëè ðóññêîãî ÿçûêà. ×åðåç íåêîòîðîå âðåìÿ êòî-òî îòîáðàë 
ïàëêó è, âçÿâ Ðîìàíà çà ðóêó, äåëèêàòíî ñïóñòèë åãî ñ «ïîäèóìà», îñòàíîâèâ èñòÿçàíèå è òåì ñàìûì, 
ïðèíÿâ ó÷àñòèå â ïåðôîðìàíñå. Êîììóíèêàöèÿ áåç ñëîâ ñîñòîÿëàñü!

Â ñâîåì íîâîì âèäåî «Ïàðèæ» Ðîìàí Ìàñêàëåâ è Ìàêñèì Áîðîíèëîâ ñëåäóþò òâîð÷åñêîìó ìåòîäó 
«Áðîíåïîåçäà». «Ïàðèæ» – íåôîðìàëüíîå íàçâàíèå ïåðåâàëî÷íîãî ïîñåëêà íà òðàññå ìåæäó ñåâåðîì 
è þãîì Êûðãûçñòàíà. Ïî÷åìó èìåííî òàêîå íàçâàíèå ïîëó÷èë ýòîò ïóíêò, õóäîæíèêîâ, ïî-âèäèìîìó, 
íå î÷åíü èíòåðåñîâàëî. Ãîðàçäî âàæíåå áûëî ïðåäñòàâèòü ðàçëè÷èå ìåæäó ìåñòíîé ðåàëüíîñòüþ è 
«êûðãûçñêîé ìå÷òîé» î ñòîëèöå øàíñîíà.

Ìóðàòáåê Äæóìàëèåâ
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Roman MASKALEV, Alexander U. Paradise landscape. Photo montage, print
Ðîìàí ÌAÑÊÀËÅÂ, Àëåêñàíäð Ó. Ðàéñêèé ïåéçàæ. Ôîòîìîíòàæ, ïðèíò, 80x500 cm, 2004 / 
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Dilyara Sharipova
RENEGADES AND HEROES.
CULTURAL AUTONOMY IN FINE ARTS
OF THE SOVIET KAZAKHSTAN.

Irina Yuferova 
THE 90S. THAT SWEET TIME OF HOPE

Yulia Sorokina
SERGEY MASLOV
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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.

Abylkhan Kasteev. To School. 1930, plywood, gouache, watercolor. State 
Art Museum of Kazakhstan
Àáûëõàí Êàñòååâ. Â øêîëó. 1930, ôàíåðà, ãóàøü, àêâàðåëü. 
Ãîñóäàðñòâåííûé ìóçåé èñêóññòâ Êàçàõñòàíà
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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 art»; 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-

Sergey Kalmykov. Fantastic Still-life. 1946, paper, oil. State Art Museum 
of Kazakhstan
Ñåðãåé Êàëìûêîâ. Ôàíòàñòè÷åñêèé íàòþðìîðò. 1946, áóìàãà, 
ìàñëî. Ãîñóäàðñòâåííûé ìóçåé èñêóññòâ Êàçàõñòàíà

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.
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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
Ïàâåë Ðå÷åíñêèé. Êàðàãàíäèíñêèé äâîðèê. 1970, êàðòîí, ìàñëî. 
×àñòíîå ñîáðàíèå

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.
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Äèëÿðà Øàðèïîâà.

Îòùåïåíöû è ãåðîè.
Êóëüòóðíàÿ àâòîíîìèÿ â èçîáðàçèòåëüíîì 
èñêóññòâå Ñîâåòñêîãî Êàçàõñòàíà.

Ôîðìèðîâàíèå æèâîïèñíîé øêîëû Êàçàõñòàíà íà÷àëîñü â 
30-ûå ãîäû ïðîøëîãî ñòîëåòèÿ è íåïîñðåäñòâåííî ñâÿçàíî 
ñ ñîöèàëüíî-ýêîíîìè÷åñêèìè ïðåîáðàçîâàíèÿìè. Ñèëîâàÿ 
ìîäåðíèçàöèÿ, ïðîèçîøåäøàÿ íà îãðîìíîé òåððèòîðèè 
îáèòàíèÿ êî÷åâíèêîâ-ñêîòîâîäîâ, îáóñëîâèëà ïîÿâëåíèå 
ïðîìûøëåííûõ ãèãàíòîâ è ðàçðóøåíèå òðàäèöèîííîé 
õîçÿéñòâåííîé ñèñòåìû. Íàñèëüñòâåííàÿ êîëëåêòèâèçàöèÿ 
ïðèâåëà ê ñòðàøíîìó ãîëîäó 1931-32 ãîäîâ, êîòîðûé, âìåñòå ñ 
ðåïðåññèÿìè â àóëàõ óíåñ æèçíè ïîëóòîðà ìèëëèîíîâ êàçàõîâ. 
Ïîñëå òðàãè÷åñêèõ ñîáûòèé àêòèâíàÿ êóëüòóðíàÿ ïîëèòèêà 
ñòàëà îäíèì èç âàæíåéøèõ êîìïîíåíòîâ èñïðàâëåíèÿ 
ïîëèòè÷åñêèõ «ïåðåãèáîâ» è âîçâðàùåíèÿ æèçíè â íîðìàëüíîå 
ðóñëî. Èìåííî íà ýòî âðåìÿ ïðèõîäèòñÿ ðàñöâåò ëèòåðàòóðû, 
ïîÿâëåíèå ïåðâûõ òåàòðîâ, ìóçûêàëüíûõ çàâåäåíèé, îãðîìíûé 
óñïåõ îïåðû.

Ïðîöåññû, èäóùèå â 20-ûå ãîäû, ñâÿçàííûå ñ ïðîòèâîñòîÿíèåì 
ãðóïïèðîâîê, èñïîâåäóþùèõ ðàçíûå ñòèëèñòè÷åñêèå 
è õóäîæíè÷åñêèå ïðèíöèïû, íå êîñíóëèñü íàøåãî 
èçîáðàçèòåëüíîãî èñêóññòâà. Ôîðìèðîâàíèå æèâîïèñíîé 
øêîëû Êàçàõñòàíà ïðèøëîñü íà ãîäû æåñòêîãî ïîëèòè÷åñêîãî 
è ñîöèàëüíîãî äàâëåíèÿ. Íàñàæäåíèå îáÿçàòåëüíûõ 
ñîöðåàëèñòè÷åñêèõ ìåòîäîâ âî ìíîãîì ñíÿëî ïðîáëåìû 
êîíôëèêòà è îòòîðæåíèÿ, íåïðåìåííûõ ïðè âñòðå÷å ðàçíûõ 
êóëüòóðíûõ ìîäåëåé. Ìëàäåí÷åñêàÿ «ðàçìûòîñòü ôîðì» 
(Äìèòðèé Ëèõà÷åâ), ïðèñóùàÿ çàðîæäàþùèìñÿ âèäàì 
èñêóññòâà, ñðàçó óñòðàíÿëàñü, êàê è âîçìîæíîñòü ïðèîáðåòåíèÿ 
íåîæèäàííûõ, ñâîåîáðàçíî ïðåëîìëåííûõ íà ìåñòíîé ïî÷âå, 
î÷åðòàíèé.

Îäíàêî â òâîð÷åñòâå íàöèîíàëüíûõ õóäîæíèêîâ, Àáûëõàíà 
Êàñòååâà (1904-1973) è Óðàëà Òàíñûêáàåâà (1904-1974), 
ñòîÿâøèõ ó èñòîêîâ êàçàõñêîé æèâîïèñè, ìû îáíàðóæèâàåì 
îãðîìíûé ïîòåíöèàë ñàìîáûòíîñòè.

Óðàë Òàíñûêáàåâ, êàçàõ ïî íàöèîíàëüíîñòè, êóðñèðîâàë 
â 30-40-ûå ãîäû ìåæäó Òàøêåíòîì è Àëìà-Àòîé, âõîäèë 
â ãðóïïó Àëåêñàíäðà Âîëêîâà (îíè ñòðåìèëèñü ñîçäàòü 
ìîíóìåíòàëüíîå èñêóññòâî íà ñòûêå òðàäèöèé âîñòî÷íîé 
ìèíèàòþðû è ôðàíöóçñêîé æèâîïèñè íà÷àëà ÕÕ âåêà) è äî 
ñâîåãî ïîñëåâîåííîãî îáðàùåíèÿ â ðåàëèñòû, ðàçäåëÿë 
èõ ÷àÿíèÿ ñîåäèíèòü çàïàäíîå èñêóññòâî íà÷àëà 20 âåêà ñ 
òðàäèöèÿìè íàðîäíîãî ïðèêëàäíîãî èñêóññòâà è ìèíèàòþðû. 
Íàöåëåííûé â ñâîèõ òâîð÷åñêèõ èñêàíèÿõ íà âîñòî÷íûé 
ïðèìèòèâ, Óðàë Òàíñûêáàåâ ñàì ÿâëÿë ïðèìåð, âûøåäøåãî 

Ural Tansykbaev. Red Autumn. 1931. Canvas, oil. State Art Museum of 

Karakalpakia

Óðàë Òàíñûêáàåâ. Áàãðÿíàÿ îñåíü. 1931, õîëñò, ìàñëî,  

Ãîñóäàðñòâåííûé ìóçåé èñêóññòâ Êàðàêàëïàêèè
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èç ãëóáèí «åñòåñòâåííîãî» ìèðà, òâîðöà, íå óòðàòèâøåãî 
íåïîñðåäñòâåííîñòü âîñïðèÿòèÿ è ñïîñîáíîãî ïëåíÿòü 
«îáæèãàþùèìè» ïåðåæèâàíèÿìè. Îí ïîêàçàë æèçíü ñòåïè, êàê 
ïîäîáàåò êî÷åâíèêó, íå ðåôëåêñèðóÿ ïî ïîâîäó áåçãðàíè÷íîñòè 
è íåóïîðÿäî÷åííîñòè îêðóæàþùåãî ïðîñòðàíñòâà. Ïðèðîäà 
ìûñëèëàñü áóäíè÷íûì æèëèùåì, â êîòîðîì õóäîæíèê ùåäðî 
ðàçâåøèâàë ïåñòðûå êîâðû.

Ðåçåðâîì âûñîêîãî èñêóññòâà ñòàëè òàêæå òàëàíòëèâûå 
íàðîäíûå ñàìîðîäêè, äëÿ êîòîðûõ ôîëüêëîð ïðîäîëæàë 
îñòàâàòüñÿ àêòóàëüíûì îïûòîì. Èç ýòîãî ðåçåðâà âîçíèê 
ôåíîìåí Àáûëõàíà Êàñòååâà, êàçàõñêîãî õóäîæíèêà ïðèìèòèâà. 
Æåëàíèå çàïå÷àòëåòü îáëèê îêðóæàþùèõ åãî ëþäåé, âîïðåêè 
èñëàìñêèì çàïðåòàì, áûëî îäíèì èç ïåðâûõ ïîáóæäåíèé 
õóäîæíèêà-äèëåòàíòà. Äîñòèãàÿ ñõîäñòâà ñ ìîäåëüþ, ñîçäàâàÿ 
êàðòèíó, äèêîâèííóþ âåùü äëÿ ìåñòíûõ ïîñåëÿí, ïîäîáíóþ 
÷óäåñíîìó çåðêàëó ðåàëüíîñòè, îí èñïîäâîëü ïðèîáùàëñÿ 
ê òàèíñòâó òâîðåíèÿ, îáðåòàÿ íåèçáûâíûå ñòîéêîñòü è 
âäîõíîâåíèå, êîòîðûå ïîìîãëè åìó çàíÿòü ñâîþ íèøó ñðåäè 
ìíîãîëèêîãî è ðàçíîïëåìåííîãî êóëüòóðíîãî ñîîáùåñòâà 
Àëìà-Àòû ñîðîêîâûõ ãîäîâ.

Èñêóññòâî Êàçàõñòàíà íàõîäèëîñü â ýòî âðåìÿ â öåíòðå 
òóðáóëåíòíûõ ïåðåìåùåíèé õóäîæíèêîâ ñî âñåé ñîâåòñêîé 
èìïåðèè. Â ðåñïóáëèêå îñåëè ïðîøåäøèå ëàãåðÿ è ññûëêè 
«êàçàõñòàíöû ïî ïðèíóæäåíèþ», ÷àñòü ýâàêóèðîâàííûõ èç 
Ìîñêâû, Ëåíèíãðàäà è Õàðüêîâà. Òîãäà æå ðàçâåðíóëàñü 
äåÿòåëüíîñòü ëåíèíãðàäñêèõ õóäîæíèêîâ, ñâÿçàííûõ 
äðóæåñêèìè óçàìè è îáùèìè ó÷èòåëÿìè. Òàòüÿíà Ãëåáîâà 
(1900-1985) è Ïàâåë Çàëüöìàí (1912-1986) âõîäèëè â ãðóïïó 
Ïàâëà Ôèëîíîâà «ìàñòåðà àíàëèòè÷åñêîãî èñêóññòâà», 
Âëàäèìèð Ñòåðëèãîâ (1904-1973) è Ðåãèíà Âåëèêàíîâà 
(1894-1975) áûëè ó÷åíèêàìè Êàçèìèðà Ìàëåâè÷à. Êàê ñàìîå 
ñïîêîéíîå è ðàäîñòíîå âðåìÿ, îíè áóäóò âñïîìèíàòü ýòîò 
ïëîäîòâîðíûé ïåðèîä: ðàáîòó íàä ýòþäàìè â Áîòàíè÷åñêîì 
ñàäó, ïîäãîòîâêó ñîâìåñòíîé âûñòàâêè, ó÷àñòèå â ñåìèíàðå 
ïî ôðåñêîâîé æèâîïèñè, ìíîãî÷èñëåííûå äèñïóòû. Âñå 
âûøåíàçâàííûå ñîáûòèÿ íàøëè ñâîå îòðàæåíèå â ïåðâîì 
íîìåðå æóðíàëà «Õóäîæíèê Êàçàõñòàíà» (1944). Â ñâÿçè ñ 
îòúåçäîì â Ëåíèíãðàä Ñòåðëèãîâà è Ãëåáîâîé èíèöèàòèâà ñ 
æóðíàëîì óãàñëà.

Ïàâåë Çàëüöìàí ïðîäîëæàë ðàáîòàòü õóäîæíèêîì íà 
êèíîñòóäèè, ÷èòàë ëåêöèè ïî èñòîðèè èñêóññòâ. Ïðèíÿâ 
ôèëîíîâñêèé ìåòîä â òðèäöàòûå, îí, ñëîâíî, çàñòûë, 
î÷àðîâàííûé åãî îðãàíè÷íîñòüþ è ñèëîé, íå ìåíÿÿñü íà 
ïðîòÿæåíèè äåñÿòèëåòèé. Åãî àêâàðåëè ñ «ïîë÷èùàìè» 
îöåïåíåëûõ, ñîêðîâåííûõ ëþäåé, êîòîðûõ ãëîæåò íåâåäîìàÿ 
ïå÷àëü (âîñõîäÿùèõ ê èêîíîãðàôèè åãî ó÷èòåëÿ) è ðèñóíêè, 
èçîáðàæàþùèå áåçæèçíåííûå ãîðîäà, ìûñëÿòñÿ ôðàãìåíòàìè, 
ïîäãîòîâèòåëüíîé ðàáîòîé ê îãðîìíîé ïî çíà÷èìîñòè êàðòèíå, 
â êîòîðîé áû õóäîæíèê «ïðîãîâîðèë» âñå èñòèíû, ïîçíàííûõ 
èì çà äîëãèå ãîäû âíóòðåííåé ðàáîòû.

Íàñûùåííîå òâîð÷åñêîå îáùåíèå ñ Çàëüöìàíîì äëÿ ãðóïïû 
åäèíîìûøëåííèêîâ: Ðóñòàìà Õàëüôèíà, Àëåêñàíäð Ðîðîêèíà, 
Ëèäèè Áëèíîâîé, Àáëàé Êàðïûêîâà – ñòàëî ïåðâîòîë÷êîì ê 
ïîçíàíèþ íàñëåäèÿ ðóññêîãî àâàíãàðäà.

Ñóäüáå áûëî óãîäíî òðèæäû ÿâèòü Âëàäèìèðà Ñòåðëèãîâà 
Êàçàõñòàíó. Â ïåðâûé ðàç îí ïðîâåë ïÿòü ëåò â Êàðëàãå. Çàòåì 
ïîïàë â Àëìà-Àòó ïîñëå ðàíåíèÿ íà ôðîíòå. Íàêîíåö, åãî ÷àøå-
êóïîëüíàÿ èäåÿ îáðåëà ïîñëåäîâàòåëåé â ýòîì ãîðîäå â 70-
80-ûå ãîäû. Ðåãèíà Âåëèêàíîâà, îñåâ â Àëìà-Àòå, ïðîäîëæàëà 
äîëãèå ãîäû ïîääåðæèâàòü ïåðåïèñêó ñ íèì, îñòàâàÿñü 
âíèìàòåëüíûì äðóãîì è êðèòèêîì. Õóäîæíèöà îñòàâèëà ïîñëå 
ñåáÿ âîñïîìèíàíèÿ î Êàçèìèðå Ìàëåâè÷å, Âåðå Åðìîëàåâîé, 
íàñûùåííûå èíôîðìàöèåé çàìåòêè ñ âûñòàâîê, ðàçìûøëåíèÿ 
î ðàçëè÷íûõ æèâîïèñíûõ ìåòîäàõ. Îíà íàõîäèëàñü â 
ïîñòîÿííîé áîðüáå ñ Ïðàâëåíèåì Ñîþçà Õóäîæíèêîâ, îòñòàèâàÿ 
çíà÷èìîñòü æèâîïèñíîãî êà÷åñòâà. Åå îòêàç îò ñîâåòñêîé 
òåìàòè÷åñêîé êàðòèíû è óõîä â ïåéçàæíóþ ãðàôèêó, «íèçêîìó» 
æàíðó â èåðàðõèè òîòàëèòàðíîãî èñêóññòâà, òîæå áûë 
ôîðìîé ïðîòåñòà. Îáðàùåíèå ê ãîðîäñêîìó ïåéçàæó â ýïîõó 
êîëëåêòèâíûõ øåñòâèé âîñïðèíèìàëîñü êàê äåêëàðàòèâíîå 
óòâåðæäåíèå ãëàâåíñòâà ÷àñòíîé æèçíè. «Íóæíî äîáèòüñÿ 
îäíîãî – èçáàâèòüñÿ îò îùóùåíèÿ ïðîòèâíîñòè è òîøíîòû, 
çàáðîíèðîâàòüñÿ îò âíåøíèõ âïå÷àòëåíèé è íåïðåðûâíî 
ðàáîòàòü», – ïèñàëà Âåëèêàíîâà â 1949 ãîäó. Åå ñîâðåìåííèê, 
Ñåðãåé Êàëìûêîâ (1891-1967), íàâåðíîå, ïîäïèñàëñÿ áû ïîä 
ýòèì ïðèçûâîì.

Ìû ïîçâîëèì ñåáå çàäåðæàòüñÿ íà ýòîé ôèãóðå, èáî åå âëèÿíèå 
îãðîìíî. Íå ÿâëÿÿñü ðîäîíà÷àëüíèêîì íàïðàâëåíèÿ, îí ñàìèì 
ôàêòîì ñâîåãî ñóùåñòâîâàíèÿ ñòèìóëèðîâàë òâîð÷åñêîå 
êèïåíèå ïîñëåäóþùèõ ïîêîëåíèé. Òåàòðàëüíûé õóäîæíèê 
îò áîãà, ñ îáîñòðåííîé ÷óâñòâèòåëüíîñòüþ ê çðåëèùíîñòè 
è áëåñêó ôååðè÷åñêîãî, îáëàäàþùèé ïîòðÿñàþùåé 
ðàáîòîñïîñîáíîñòüþ, îí äåêîðèðîâàë ðåâîëþöèîííûå 
ïðàçäíèêè, ðàáîòàë íàä öèðêîâûìè àôèøàìè è ñòåííûìè 
ðîñïèñÿìè, íàïèñàë ìíîæåñòâî äíåâíèêîâ, ëèáðåòòî, 
ôàíòàñòè÷åñêèõ ðîìàíîâ, ñîçäàë îãðîìíîå êîëè÷åñòâî 
ñîáñòâåííûõ äåêîðàöèé è ãðàíäèîçíûõ «çàäíèêîâ» ïî 
ýñêèçàì äðóãèõ ñöåíîãðàôîâ. Âñå ýòî ãðàíè îäíîãî ãåðîÿ, 
íåäàðîì ñïóòíèêîì ñâîèõ êîñìè÷åñêèõ ïóòåøåñòâèé îí 
ñäåëàë Ëåîíàðäî äà Âèí÷è. Ïîòðÿñàþùàÿ âîñïðèèì÷èâîñòü 
Êàëìûêîâà ê ðàçíîîáðàçíûì õóäîæåñòâåííûì ñòèëèñòèêàì, 
ê êðàñî÷íûì ñî÷åòàíèÿì, ïîçâîëÿëà åìó âûõâàòûâàòü èç 
ïðîíîñÿùåãîñÿ ïåðåä åãî âçîðîì âèõðÿ îáðàçîâ ñàìûå îñòðûå 
è îñëåïèòåëüíûå.

Â 1920 Êàëìûêîâ âõîäèë â Îðåíáóðãñêîå îòäåëåíèå ÓÍÎÂÈÑ, 
îáúåäèíåíèå, ñîçäàííîå Êàçèìèðîì Ìàëåâè÷åì è åãî 
ó÷åíèêàìè â Âèòåáñêå, âûñòàâëÿëñÿ ñóïðåìàòè÷åñêèìè 
ðàáîòàìè, à òàêæå íàïèñàë äâà òðàêòàòà. Èçîáðåòåííûå 
èì óæå â ðàìêàõ ôèãóðàòèâíîé æèâîïèñè äèêîâèííûå 
ïàðàëëåëüíûå ìèðû, íåñîìíåííî, – äàíü æèçíåñòðîèòåëüñòâó 
ðóññêîãî àâàíãàðäà. Ìîòèâ áàøíè, ñòîëü ðàñïðîñòðàíåííûé 
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Pavel Zaltsman

Anticipation of mountains (Relic to the poetry of O. Suleymenov) Paper, water-

color. State Art Museum of Kazakhstan

Ïàâåë Çàëüöìàí

Ïðåä÷óâñòâèå ãîð (Ðåïëèêà ê ñòèõàì Î. Ñóëåéìåíîâà). 1966, áóìàãà, àêâàðåëü. 

Ãîñóäàðñòâåííûé ìóçåé èñêóññòâ Êàçàõñòàíà

ó Êàëìûêîâà, ïåðåêëèêàëñÿ ñ îáðàçàìè ãîðîäà «áóäåòëÿí» 
Âåëåìèðà Õëåáíèêîâà.

Åãî ïåéçàæè – ôóòóðèñòè÷åñêèå âèäåíèÿ, ðàïïîðòû î âûñàäêå 
íà äðóãèõ ïëàíåòàõ è âîçâðàùåíèè íà Çåìëþ äèêòîâàëèñü 
æåëàíèåì îáðåñòè ïîäëèííóþ æèçíü â ïðîòèâîâåñ 
áåñöâåòíîñòè ðåàëüíîãî ñóùåñòâîâàíèÿ. Òîðæåñòâåííûå 
âûõîäû Êàëìûêîâà íà óëèöû Àëìà-Àòû â íåâåðîÿòíûõ ïî öâåòó 
áåðåòàõ, êàìçîëàõ, øèðîêèõ øòàíàõ, ñøèòûõ ñîáñòâåííîðó÷íî, 
îïðàâäàíà ïðè÷èíàìè «âíåøíåé» ïîëèòèêè: «… èç ãëóáèíû 
Âñåëåííîé ñìîòðÿò ìèëëèîíû ãëàç. È ÷òî îíè âèäÿò? Ïîëçåò è 
ïîëçåò ïî çåìëå êàêàÿ-òî ñêó÷íàÿ îäíîöâåòíàÿ ñåðàÿ ìàññà… 
È âäðóã – êàê âûñòðåë! – ÿðêîå êðàñî÷íîå ïÿòíî: Ýòî ÿ âûøåë 
íà óëèöó!».

Çà Êàëìûêîâûì òÿíåòñÿ öåïî÷êà õóäîæíèêîâ-îäèíî÷åê, 
îòøåëüíèêîâ, óïðÿìî ñëåäóþùèõ ïî ñîáñòâåííîìó ïóòè.

Ñàêåí Ãóìàðîâ (1937-1995) æèë â Óðàëüñêå, íà ïåðåêðåñòêå 
Âîñòîêà è Çàïàäà. Ñîâìåùàë äåÿòåëüíîñòü æóðíàëèñòà, àêòåðà 
è ðåæèññåðà ñ ñîçäàíèåì êàðòèí, â êîòîðûõ ïðåïàðèðîâàë 
ìîäåðíèñòñêóþ ïîýòèêó, ïî íàèòèþ, íàõîäÿ åé àíàëîãè â 
òþðêñêîì ìèôîëîãè÷åñêîì ñîçíàíèè.

Ïàâåë Ðå÷åíñêèé (1924-1998), õóäîæíèê-ñàìîó÷êà, 
ïðîøåäøèé â äåòñòâå ÊàðËÀÃ, õðàíèë âåðíîñòü «óëûá÷èâûì» è 
íåæíûì ðåëèãèîçíûì îáðàçàì. Ðàáîòàÿ â òåõíèêå ýíêàóñòèêè 
ïî äåðåâó, îí íàøåë àäåêâàòíîå âîïëîùåíèå íåïîäâèæíîé 
ýêñïðåññèè âîñòî÷íûõ ëèêîâ è ëàíäøàôòîâ.

Ìèõàèë Ìàõîâ (1947-1976), ñêóëüïòîð, æèâîïèñåö, ãðàôèê, 
ñëîâíî ïûòàëñÿ çà îòïóùåííûé åìó êîðîòêèé ñðîê îïðîáîâàòü 
âñå íà÷èíàíèÿ ðóññêîé æèâîïèñè íà÷àëà âåêà îò ìîäåðíà 
äî êóáîôóòóðèçìà, ÷òîáû îáðåñòè ãàðìîíè÷íî ñëàæåííóþ 
ñèñòåìó ñàìîâûðàæåíèÿ.

Ñòîëü ðàçíûõ õóäîæíèêîâ êàê åäèíîå ÿâëåíèå ìîæíî 
âîñïðèíèìàòü, ëèøü àêöåíòèðóÿ âíèìàíèå íà ñâîéñòâåííîé 
èõ òâîð÷åñòâó èçáûòî÷íîñòè, ñãóùåíèè ñìûñëîâ, èñòîâîñòè 
ïî îòíîøåíèþ ê ïðèíèìàåìûì íà âîîðóæåíèå ïëàñòè÷åñêèì 
ó÷åíèÿì. Âîçìîæíî, èìåííî ýòîò ïðèíöèï èçáûòî÷íîñòè, 
«íåíîðìèðîâàííîñòè» ïðåäîïðåäåëèò ëîãèêó ðàçâèòèÿ 
«äðóãîãî» èñêóññòâà â ïîñëåäóþùèå äåñÿòèëåòèÿ.
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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
Ãàëûì Ìàäàíîâ. Ïåñíÿ. 1989, áóìàãà, êàðàíäàø

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. 

Ñàóëå Ñóëåéìåíîâà. «Àâòîïîðòðåò», 1989, õ.ì.
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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.

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.

“LOOK” gallery, fragments of Exposition
Ãàëåðåÿ «LOOK», ôðàãìåíòû 
ýêñïîçèöèè 
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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.

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. It inclined 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.”



60
A

rt
 f

ro
m

 C
e

n
tr

a
l 

A
s

ia
. 

A
 C

o
n

te
m

p
o

ra
ry

 A
rh

c
h

iv
e

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.

Àêöèÿ Ñåðãåÿ Ìàñëîâà “Âîñòîê - äåëî òîíêîå”, â ðàìêàõ ïðîåêòà
«Ñåðãåé Ìàñëîâ - ðÿäîì ñ èñêóññòâîì, âîçëå ëèòåðàòóðû»
Ïàðàä ãàëåðåé, ãàëåðåÿ “Âîÿäæåð”. Àëìàòû 1998
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Èðèíà Þôåðîâà.

Äåâÿíîñòûå. Ñëàäêîå âðåìÿ íàäåæä.

Â 1991 ãîäó Êàçàõñòàí îáúÿâèë ãîñóäàðñòâåííûé ñóâåðåíèòåò, 
áûë âçÿò êóðñ íà ñîçäàíèå ñâåòñêîãî äåìîêðàòè÷åñêîãî 
ãîñóäàðñòâà. È «âåðõè» è «íèçû» ñ òðóäîì îñâîáîæäàëèñü 
îò ñòåðåîòèïîâ, ñëîæèâøèõñÿ çà äåñÿòèëåòèÿ ñîâåòñêîé 
âëàñòè. Â ðåàëüíîñòè ïðîäîëæàëèñü ïîñòïåðåñòðîå÷íûé 
õàîñ: ñòàãíàöèÿ, èíôëÿöèÿ, ôðóñòðàöèÿ è âñåîáùèé äåôèöèò. 
È òîëüêî â îáëàñòè èñêóññòâ ïåðåìåíû âîñïðèíèìàëèñü ñ 
íåñêðûâàåìûì ýíòóçèàçìîì.

Íîâîå âðåìÿ êðóæèëî ãîëîâó âîçìîæíîñòüþ òâîðèòü è 
âûñòàâëÿòüñÿ, íå îãëÿäûâàÿñü íà öåíçóðó. Ñêëàäûâàëàñü 
íàïðÿæåííàÿ, äàæå ÷óòü ëèõîðàäî÷íàÿ, òâîð÷åñêàÿ 
îáñòàíîâêà. Áóäóùåå ðèñîâàëîñü â íåèçìåííî ðàäóæíûõ 
òîíàõ. Âååðíîå ñîñóùåñòâîâàíèå ðàçíûõ ìàíåð, ñòèëåé, 
ïî÷åðêîâ è íàïðàâëåíèé ÿâëÿëî ñîáîé ïåñòðóþ è çàíÿòíóþ 
êàðòèíó. Çðèòåëè, óñòàâøèå îò îôèöèàëüíîãî èñêóññòâà, ñ 
âîîäóøåâëåíèåì âçèðàëè íà íåôîðìàëüíûõ õóäîæíèêîâ. 
Ãëàâíîé ïðèìåòîé âðåìåíè ñòàëî âîçíèêíîâåíèå è ëåãàëèçàöèÿ 
òâîð÷åñêèõ ãðóïï, îáúåäèíåíèé è ñîîáùåñòâ. Ñâîáîäíîå 
òâîð÷åñòâî ïðåäñòàâëÿëîñü ðû÷àãîì, ñïîñîáíûì ïåðåâåðíóòü 
ìèð.

Ïåðâîé áåñöåíçóðíîé ýêñïîçèöèåé, ïðåäñòàâèâøåé ïîä îäíîé 
êðûøåé äîâîëüíî ïîëíûé ñðåç íåçàâèñèìîãî èñêóññòâà, 
áûëà âûñòàâêà «Ïåðåêðåñòîê», îòêðûâøàÿñÿ âåñíîé 1989 
ãîäà. Áûë ïðèãëàøåí øèðîêèé êðóã àâòîðîâ, èñïîâåäóþùèõ 
ñâîáîäó òâîð÷åñêîãî ñàìîâûðàæåíèÿ. Çäåñü áûëè è ÷ëåíû 
Ñîþçà õóäîæíèêîâ, íå âïèñûâàþùèåñÿ â îôèöèîçíûå ðàìêè 
(Äóëàò Àëèåâ, Áîðèñ ×óâûëêî, Áàõûò Áàïèøåâ è äð.), è 
ìàðãèíàëû-îäèíî÷êè, èçâåñòíûå äîñåëå ëèøü â îãðàíè÷åííûõ 
êðóãàõ (Ãåîðãèé Òðÿêèí-Áóõàðîâ, Çèÿõàí Øàéãåëüäèíîâ) 
è, êîíå÷íî, àâòîðû, ñêîîïåðèðîâàâøèåñÿ â ñâîáîäíûå 
òâîð÷åñêèå êîëëåêòèâû ïî ïðèíöèïó îáùíîñòè ýñòåòè÷åñêèõ 
ïðåäïî÷òåíèé.

Ñàìîé ðàäèêàëüíîé, âûçûâàþùå ðàñêðåïîùåííîé îò âñåõ íîðì 
è ïðàâèë áûëà ãðóïïà «Çåëåíûé òðåóãîëüíèê». Êàçàõñòàíñêèå 
«õèïïè» áûëè ñîîáùåñòâîì, óòâåðæäàþùèì ñåáÿ ÷åðåç 
øîêèðóþùóþ ýêñòðàâàãàíòíîñòü êàê â èñêóññòâå, òàê è â 
îáðàçå æèçíè. Îíè åçäèëè àâòîñòîïîì â Ìîñêâó è Ëåíèíãðàä, 
æèëè êîììóíîé, ñëóøàëè çàïàäíûé ðîê, íîñèëè íåìûñëèìûå 
ïðè÷åñêè, äðàíûå äæèíñû, âûçûâàþùèå ñàìîïàëüíûå 
íàðÿäû. Â èñêóññòâå ÿðîñòíî îòñòàèâàëè èñêðåííîñòü è 
ñïîíòàííóþ ñèëó õóäîæåñòâåííîãî æåñòà. Âñÿêèé õîðîøèé 
(àäåêâàòíûé èõ ìèðîîùóùåíèþ) ÷åëîâåê – óæå òâîðåö. 
Âñÿêàÿ ñîçäàííàÿ èì âåùü öåííà êàê ñëåä, îñòàâëåííûé 
äóøîé. Ýòîò ñëåä ìîæåò æèòü íà îáðûâêå õîëñòà èëè 

Almagul Menlibayeva. Where bird Amagura came from. Oil on canvas, 
1992
Àëìàãóëü Ìåíëèáàåâà. Îòêóäà ïîÿâèëàñü ïòèöà Àìàãóðà.  X. ì.

êàðòîíà, ìîæåò áûòü êîìáèíàöèåé èç âåðåâî÷åê, êàìíåé èëè 
ôðàãìåíòîâ êàíàëèçàöèîííûõ òðóá. Âûáîð õóäîæåñòâåííûõ 
ìàòåðèàëîâ äèêòîâàëñÿ íå òîëüêî ìàòåðèàëüíûìè ïðè÷èíàìè, 
íî è ïðèíöèïèàëüíûìè ñîîáðàæåíèÿìè – àíäåãðàóíäíûì, 
«ïîäâàëüíûì» ìûøëåíèåì, áåçàïåëëÿöèîííî îòðèöàþùèì 
ñîëèäíîñòü «ïðàâèëüíîãî» èñêóññòâà. Èçîáðàçèòåëüíûé 
ÿçûê çäåñü óïîäîáëÿëñÿ èíòóèòèâíîé ñêîðîïèñè. Âåðõ è íèç 
êàðòèíû âñåãäà áûëè ãîòîâû ïîìåíÿòüñÿ ìåñòàìè. Âçãëÿä 
õóäîæíèêà òî ñâåðõîáùèé, íå ðàçëè÷àþùèé ÷àñòíîñòåé â 
ìåñèâå ôîðì, òî ñâåðõïðèñòàëüíûé, â óïîð ðàññìàòðèâàþùèé 
öâåòîê, äîðîæíûé çíàê, ÷àñòü ÷åëîâå÷åñêîãî ëèöà. Èç 
áîëåå èëè ìåíåå óçíàâàåìûõ ñþæåòîâ – äîìà, ãäå íåëüçÿ 
æèòü; äîðîãè, êîòîðûå íèêóäà íå âåäóò; ôàíòàñòè÷åñêèå 
æèâîòíûå, òåíè ëþäåé. Ýòî áûë ñâîåãî ðîäà ìîëîäåæíûé ðîê, 
íîâûé ôîëüêëîð, íàðêîòè÷åñêè-âçâèí÷åííûé ãîëîñ ïåðâîãî 
ïåðåñòðîå÷íîãî ïîêîëåíèÿ, êàéôóþùåãî îò íàõëûíóâøåé 
ñâîáîäû. Çäåñü áûëè ñâîè ëèäåðû – Àëìà Ìåíëèáàåâà, Ñàóëå 
Ñóëåéìåíîâà, Âëàäèìèð Ïåòóõîâ-Àêñèíåíêî, Âàñèëèé Ïó÷åâ, 
Åðáîë Ìàíàïîâ.
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Äîñòîéíî ýêñïîíèðîâàëèñü íà «ïåðåêðåñòêå» æèâîïèñöû 
- íåäàâíèå âûïóñêíèêè òåàòðàëüíî-õóäîæåñòâåííîãî 
èíñòèòóòà. Ôîðìàëüíî â ãðóïïó îíè íå îáúåäèíÿëèñü, íî â 
òâîð÷åñòâå Åëåíû Âîðîáüåâîé, Àñêàðà Åñäàóëåòîâà, Ýäóàðäà 
Êàçàðÿíà, Êàíàòà Èáðàãèìîâà ïðèñóòñòâîâàëà âíóòðåííÿÿ 
îáùíîñòü – ÿâíîå æåëàíèå èçáàâèòüñÿ îò êîíñåðâàòèâíîé 
âûó÷êè, ïðåäåëüíî óïðîñòèòü è îáîñòðèòü ïëàñòè÷åñêóþ 
ôîðìó. Â öåëîì îíè òÿãîòåëè ê áðóòàëüíîìó æåñòó, ÷èòàåìîìó 
òî â ïàñòîçíîé ôàêòóðíîñòè ïèñüìà, òî â êîíòðàñòíîì 
ñîïîñòàâëåíèè öâåòîâûõ çîí, òî â èðîíè÷åñêîì îáûãðûâàíèè 
çíàêîìûõ îáðàçîâ. «Òåàòðàëû» èçáåãàëè îïèñàíèÿ ðåàëüíîñòè, 
êîíöåíòðèðóÿñü íà âûðàáîòêå óçíàâàåìîé ëè÷íîñòíîé ìàíåðû 
ïèñüìà.

Äðóãèå âçàèìîîòíîøåíèÿ ñî «øêîëîé» ñêëàäûâàëèñü ó 
òâîð÷åñêîãî îáúåäèíåíèÿ «Àðò», êîòîðîå ñîñòàâèë èç 
ñâîèõ ëó÷øèõ ñòóäåíòîâ ïðåïîäàâàòåëü õóäîæåñòâåííî-
ãðàôè÷åñêîãî ôàêóëüòåòà Êàçàõñêîãî ïåäàãîãè÷åñêîãî 
èíñòèòóòà Àëåêñàíäð Èëüèí. Íàäî îòäàòü äîëæíîå åãî óìåíèþ 
íå ïîäàâëÿòü ïåðñîíàëüíûå ïðèñòðàñòèÿ ó÷åíèêîâ-êîëëåã, íî 
ñïîñîáñòâîâàòü îãðàíêå èõ ïðèðîäíîãî òàëàíòà, ïðèâèâàòü 
êðåïêèå ïðîôåññèîíàëüíûå íàâûêè. Îáúåäèíÿþùèì 
íà÷àëîì çäåñü áûëî îòíîøåíèå ê êàðòèíå êàê ê òùàòåëüíî 
ïðîäóìàííîìó, êà÷åñòâåííî ñðàáîòàííîìó îáúåêòó. 
Èçáèðàòåëüíî ðàöèîíàëüíûå öèòàòû èç èñòîðèè èñêóññòâà, 
èíòåëëèãåíòíóþ ñäåðæàííîñòü ýìîöèé òàêæå ìîæíî ñ÷èòàòü 
ôèðìåííûì çíàêîì «àðòîâöåâ». Ýòà ãðóïïà îäíà èç ïåðâûõ 
âûøëà íà ìåæäóíàðîäíóþ àðåíó, óñïåøíî âûñòàâëÿÿñü â 
Ìîñêâå, Ëîçàííå, Æåíåâå.

Îñîáîãî âíèìàíèÿ çàñëóæèâàåò ãðóïïà õóäîæíèêîâ, 
ñïëîòèâøàÿñÿ âîêðóã Ðóñòàìà Õàëüôèíà è íà÷èíàâøàÿ ñâîþ 
äåÿòåëüíîñòü â ñîâåòñêèå çàïðåòíûå âðåìåíà. Ëèäèÿ Áëèíîâà, 
Áîðèñ ßêóá, Àáëàé Êàðïûêîâ ïðè àêòèâíîé ïîääåðæêå 
èñêóññòâîâåäà Íàçèïû Åæåíîâîé åùå â ïåðâîé ïîëîâèíå 80-
õ ïðîâåëè íåñêîëüêî ïîëóëåãàëüíûõ êâàðòèðíûõ âûñòàâîê. 
«Òðè ñïîñîáà ôîðìîîáðàçîâàíèÿ» - òàê íàçûâàëàñü îäíà èç 
âûñòàâîê ýòîé ãðóïïû, ìàíèôåñòèðóþùàÿ îñíîâíûå îòêðûòèÿ 
èñêóññòâà ÕÕ âåêà: ýíåðãèþ ñôåðè÷åñêîãî ïðîñòðàíñòâà 
Ïîëÿ Ñåçàííà, äèíàìè÷åñêóþ ãåîìåòðèþ Êàçèìèðà Ìàëåâè÷à 
è ÷àøíî-êóïîëüíûé ïðèíöèï Âëàäèìèðà Ñòåðëèãîâà. 
Àíàëèòè÷åñêèé «ó÷åíûé» ìåòîä ðàáîòû íàä êàðòèíîé íå 
èñêëþ÷àë èíòóèöèè, íî ïðèäàâàë åé êà÷åñòâåííî íîâûé 
óðîâåíü. Õîëñò ðàñöåíèâàëñÿ êàê íåêîå ñèëîâîå ïîëå, ãäå 
âçàèìîñâÿçàíû âñå ýëåìåíòû: ÷àñòü è öåëîå, ïðîñòðàíñòâî 
è ïëîñêîñòü, ìàëîå è áîëüøîå, öâåòíîå è àõðîìàòè÷åñêîå. 
Ñîáñòâåííî ýòè «ãåðîè» è ñîñòàâëÿëè ñóòü êàðòèí, îáðàùàÿñü 
ê èììàíåíòíûì çàêîíàì óñòðîéñòâà âèäèìîãî è ìûñëèìîãî 
ìèðà. Ôîðìû ðåàëüíîñòè, åå ôðàãìåíòû ïðåîáðàçîâûâàëèñü â 
êàðòèíàõ â íåêèé ïëàòîíîâñêèé òåàòð «òåíåé ñóùíîñòåé».

Òàêèì îáðàçîì, ïåðèîä êîíöà 80- è íà÷àëà 90-õ ãîäîâ ïðîøåë 
ïîä çíàêîì äåÿòåëüíîñòè ýòèõ ãðóïï, ðåçêî èçìåíèâøèõ 
è îáîãàòèâøèõ ëàíäøàôò íàøåé õóäîæåñòâåííîé æèçíè, 

Kadyrjan Khairulin. Ten Shots. Canvas, oil, 1988
Êàäûðæàí Õàéðóëèí. Äåñÿòü ñòðåë. Õ. ì., 1988

Äðóãàÿ çàìåòíàÿ ãðóïïà, îðãàíèçîâàííàÿ è âîçãëàâëÿåìàÿ 
Ñåðãååì Ìàñëîâûì è Àíäðååì Ïîïîâûì íàçûâàëàñü «Íî÷íîé 
òðàìâàé». Â ýòîò íåáîëüøîé êîëëåêòèâ âõîäèëè Ðîìàí 
Áîáðîâñêèé, Îëüãà Ðóáèí÷èê, Þðèé ßêîâåö, Àëåêñàíäð 
Ïðèâàëîâ, Ðûìáåê Àõìåòîâ. Âñå îíè - êíèãî÷åè, ìåëîìàíû, 
àçàðòíûå ïîëåìèñòû, àíòàãîíèñòû âñåãî óñòàðåëî êàçåííîãî. 
Èñêóññòâî ïîíèìàëîñü êàê äóõîâíàÿ ìàãè÷åñêàÿ ïðàêòèêà, 
êàê ñïîñîá êîíòàêòà ñ òîíêèìè íåìàòåðèàëüíûìè ìèðàìè è 
çàïðåäåëüíûìè ÿâëåíèÿìè. Ìåñòîì äåéñòâèÿ èõ êàðòèí áûëè 
ôàíòàñòè÷åñêèå «ëóííûå» ïåéçàæè è ïðîñòðàíñòâà. Ãåðîÿìè 
– ôàíòîìû, êîëäóíû, èíîïëàíåòÿíå, áèáëåéñêèå ïåðñîíàæè, 
ãîñòè èç ïðîøëîãî è áóäóùåãî. Ñðåäè ïðåäøåñòâåííèêîâ 
ïðåäïî÷òåíèå îòäàâàëîñü Ìàðêó Øàãàëó è Ñåðãåþ Êàëìûêîâó 
(èìÿ ïîñëåäíåãî, ê ñëîâó, òîãäà ìàëî êîìó áûëî èçâåñòíî, à 
ñåé÷àñ ýòî îäèí èç ñàìûõ äîðîãèõ è èçâåñòíûõ íà ìèðîâîì 
ðûíêå êàçàõñòàíñêèõ õóäîæíèêîâ). Â ýñòåòèêå ýòîé ãðóïïû 
ïðåâàëèðîâàëè ôàíòàñìàãîðè÷åñêèå îáðàçû, êàðòèíû 
íåðåäêî äîïîëíÿëèñü òåêñòàìè, îáúåêòàìè, êîëëàæàìè. 
Êàðòèíà ðàñöåíèâàëàñü êàê ìàòåðèàëüíûé ýíåðãåòè÷åñêèé 
çíàê ìåäèòàòèâíîãî ñîñòîÿíèÿ õóäîæíèêà. «Íî÷íîé 
òðàìâàé» íàñòàèâàë íà ïðèîðèòåòå ÷óâñòâ, ôàíòàçèé, òàéíûõ 
ýçîòåðè÷åñêèõ ïîíÿòèé.
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ïðîèçîøëî ñâîåãî ðîäà ïîäêëþ÷åíèå Êàçàõñòàíà êî ìíîãèì 
äîñòèæåíèÿì ìèðîâîãî èñêóññòâà ÕÕ âåêà.

Ïåðèîä öâåòåíèÿ òâîð÷åñêèõ îáúåäèíåíèé áûë ÿðêèì, íî, óâû, 
íåäîëãèì. Êàê òîëüêî æèçíü áåç öåíçóðû è èäåîëîãè÷åñêîãî 
ïðåññà ñòàëà íîðìîé, è ïîñòåïåííî óòðàòèëîñü ïðàçäíè÷íîå 
÷óâñòâî íîâèçíû, âîçíèêëè íîâûå ïðîáëåìû. Ýéôîðèÿ ñâîáîäû 
ñìåíèëàñü ïîèñêîì îðèåíòèðîâ è âîïðîøàíèåì êðèòåðèåâ.

Êðèòåðèé íå çàìåäëèë ÿâèòüñÿ â âèäå êîììåð÷åñêîé ñòîèìîñòè 
ïðîèçâåäåíèÿ èñêóññòâà. Ðîìàíòèçì ïåðâîé ôàçû óñòóïèë 
ìåñòî ïðàêòè÷íîìó è äåëîâîìó ïîäõîäó. Â ïåðâîé ïîëîâèíå 
90-õ ãîäîâ îäíà çà äðóãîé ñòàëè îòêðûâàòüñÿ íåçàâèñèìûå 
ãàëåðåè, áðàâøèå íà ñåáÿ ôóíêöèè ïîñðåäíèêà ìåæäó 
õóäîæíèêîì è ïîêóïàòåëåì. Ïîíà÷àëó ãàëåðåè ìàëî îòëè÷àëèñü 
äðóã îò äðóãà è íàïåðåáîé ïûòàëèñü çàìàíèòü ê ñåáå íàèáîëåå 
«ïðîäàæíûõ» õóäîæíèêîâ. Ïîñòåïåííî âûÿâèëñÿ âåêòîð 
èíòåðåñîâ è ïðåäïî÷òåíèé, ñëîæèëñÿ êðóã ýêñïîíèðóåìûõ 
àâòîðîâ. Îäíè ãàëåðåè («Òåíãðè-Óìàé», «Èíêàð») ðàáîòàþò 
ñ èìåíàìè, èìåþùèìè ñîëèäíóþ ðåïóòàöèþ. Ýòî ïðèâëåêàåò 
êîëëåêöèîíåðîâ è ïîêóïàòåëåé, íå ñêëîííûõ ê ðèñêó è 
ðåàãèðóþùèõ òîëüêî íà îáùåïðèíÿòûå àâòîðèòåòû. Äðóãèå 
(«Óëàð»), íàîáîðîò, íå áîÿòñÿ ìîëîäûõ íåèçâåñòíûõ àâòîðîâ 
è âûâîäÿò íà õóäîæåñòâåííóþ ñöåíó íîâûå ôèãóðû. Òðåòüè, íå 
çàáîòÿñü î ñâîåì èìèäæå, âûñòàâëÿþò âñå – îò îòêðûòî÷íûõ, 
ðåàëèñòè÷åñêèõ ïåéçàæåé äî íîâîìîäíûõ àáñòðàêöèé.

Âî âòîðîé ïîëîâèíå 90-õ èíòåíñèâíîñòü õóäîæåñòâåííûõ 
ñîáûòèé íàïðÿìóþ ñâÿçûâàëàñü ñ äåÿòåëüíîñòüþ ãàëåðåé, 
ñëîâîì, íàñòóïèëî âðåìÿ, êîãäà è õóäîæíèê, è ãàëåðåÿ âìåñòå 
äîëæíû áûëè èñêàòü ñïîñîáû áûòü âîñòðåáîâàííûìè. Ïëþñû 
è ìèíóñû, ïðîáëåìû è äîñòèæåíèÿ ãàëåðåéíîãî äâèæåíèÿ 
îò÷åòëèâî ïðîÿâèëèñü íà îáùèõ ñìîòðàõ – «Ïàðàäàõ 
ãàëåðåé», êîòîðûå ñ 1995 ïî 1999 ãîä ïðîâîäèëèñü â ñàìîì 
ïðåñòèæíîì õóäîæåñòâåííîì ïðîñòðàíñòâå ðåñïóáëèêè – 
Ãîñóäàðñòâåííîì ìóçåå èñêóññòâ èìåíè Àáûëõàíà Êàñòååâà. 
Õàðàêòåðíîé òî÷êîé â «Ïàðàäàõ» ñòàë 1999 ãîä, «Ìàíèôåñò 
ïÿòè ãàëåðåé» («Àçèÿ àðò», «Ëîîê», «SAK», «Âîÿäæåð», «Êûçûë 
òðàêòîð») – õóäîæíèêè âîññòàëè ïðîòèâ íåðàçáîð÷èâîé 
âñåÿäíîñòè óñòðîèòåëåé, è âûñòàâèëè … ïóñòîå îïëà÷åííîå 
ýêñïîçèöèîííîå ïðîñòðàíñòâî.

Â ðåçóëüòàòå, çà ïîñëåäíåå äåñÿòèëåòèå óøåäøåãî âåêà â 
èñêóññòâå Êàçàõñòàíà ÷åòêî îáîçíà÷èëèñü òðè âåòâè.

Íàèáîëåå áîéêî âåëî ñåáÿ êîììåð÷åñêîå èñêóññòâî, óïîðíî 
òèðàæèðóþùåå âåñü ñïåêòð ìîäåðíèñòñêîé æèâîïèñè è 
áåççàñòåí÷èâî ýêñïëóàòèðóþùåå êàçàõñêèå ýòíîãðàôè÷åñêèå 
ìîòèâû. Ýòî, â îñíîâíîì, «ëàñêîâàÿ» æèâîïèñü ÷åìîäàííîãî 
ôîðìàòà, ãäå ñ áîëüøåé èëè ìåíüøåé äîëåé óñëîâíîñòè 
èçîáðàæåíû ïòèöû, áàëáàëû, äåâóøêè â íàöèîíàëüíûõ íàðÿäàõ, 
ãîðû. Èç «èíòåëëåêòóàëüíûõ» ñþæåòîâ – òîòåìû êàçàõñêèõ 
ðîäîâ, ñîëÿðíûå çíàêè, áèáëåéñêèå ìîòèâû, áåñïðîèãðûøíàÿ 
áîãèíÿ Óìàé èëè íàñêàëüíûå ðèñóíêè. Ðåàëüíàÿ æèçíü, åå 
ïðîáëåìû è êîíôëèêòû çäåñü íèêàê íå îòðàæàþòñÿ; âñå ñâîäèòñÿ 

ê ñîçäàíèþ äåêîðàòèâíûõ ïÿòåí äëÿ æèëüÿ èëè îôèñà. Óâû, 
òàêèìè êàðòèíàìè áûëè ïîëíû åæåãîäíûå âûñòàâêè ìîëîäûõ 
õóäîæíèêîâ «Æèãåð». Ýòî èñêóññòâî îõîòíî ïîääåðæèâàëîñü 
ãàëåðåÿìè è êîëëåêöèîíåðàìè, íàðîæäàþùèìñÿ êëàññîì 
ìåñòíîé áóðæóàçèè, à òàê æå èíîñòðàíöàìè, ïðèâëåêàåìûìè 
íèçêèìè öåíàìè.

Ãîñóäàðñòâî òàêæå íà÷èíàåò ïðèâëåêàòü íà ñâîþ ñòîðîíó 
õóäîæåñòâåííûå ñèëû. Ñ íàðàñòàþùåé ñêîðîñòüþ ïîÿâëÿþòñÿ 
çàêàçû íà ìîíóìåíòàëüíóþ ñêóëüïòóðó, ïàìÿòíèêè 
èñòîðè÷åñêèì ñîáûòèÿì è ëè÷íîñòÿì. Â ñîîòâåòñòâèè ñî 
âêóñîì çàêàç÷èêîâ, îíè âûïîëíÿëèñü â áåçëèêî ñîâåòñêîé 
ìàíåðå 50-õ ãîäîâ. Ïîëüçîâàëèñü ñïðîñîì è áîëüøåôîðìàòíûå 
êàðòèíû, ïîâåñòâóþùèå î ãåðîè÷åñêèõ ñâåðøåíèÿõ è 
êàòàêëèçìàõ êàçàõñêîé èñòîðèè. Ñìûñëîì ýòîãî èñêóññòâà 
ÿâëÿåòñÿ ñîçäàíèå èäåîëîãè÷åñêîé áàçû è áëàãîîáðàçíîãî 
èñòîðè÷åñêîãî èìèäæà. Ìîëîäîå ñóâåðåííîå ãîñóäàðñòâî, 
ïðèâåòñòâóÿ íîâûå äåìîêðàòè÷åñêèå òåíäåíöèè è ÿðîñòíî 
êëåéìÿ ñîâåòñêèé òîòàëèòàðèçì, â èñêóññòâå ïðèäåðæèâàåòñÿ 
óñòàðåâøèõ ñóãóáî ñîöèàëèñòè÷åñêèõ ôîðì è ìåòîäîâ, ÷óòü 
îòêîððåêòèðîâàâ ñîäåðæàíèå â ñòîðîíó ìåñòíûõ ðåàëèé. 
Îáðàçû êðàñíîàðìåéöåâ çàìåíåíû áàòûðàìè, âìåñòî 
êîììóíèñòè÷åñêèõ âîæäåé èçîáðàæàþòñÿ õàíû è ïðàâèòåëè, 
èíäóñòðèàëüíûå ïåéçàæè ñìåíèëèñü ïðàçäíè÷íî óêðàøåííûìè 
þðòàìè. Îöåíî÷íûõ ñóæäåíèé ýòî èñêóññòâî íå ïîëó÷àëî (è 
íå íóæäàëîñü â îíûõ), èñêóññòâîâåäû îòìàë÷èâàëèñü, ïðåññà 
îãðàíè÷èâàëàñü êîíñòàòàöèåé ôàêòà.

Ãäå-òî ñ ñåðåäèíû 90-õ â õóäîæåñòâåííîé ïðàêòèêå 
çàìåëüêàëè ñëîâà «ïåðôîìàíñ», «èíñòàëëÿöèÿ», «õýïïåíèíã». 
Èç áëàãîïðèñòîéíîé òèøèíû ìóçåéíûõ è âûñòàâî÷íûõ 
çàëîâ èñêóññòâî ïåðåêî÷åâàëî íà áàçàðû, çàáðîøåííûå 
ñòðîéêè, íà ïëîùàäè, â ãîðû. Ðóáêà êàïóñòû, ãîðëîâîå ïåíèå-
ìû÷àíèå, ïåðåîäåâàíèå-ðàçäåâàíèå, îñóùåñòâëåíèå «òóïûõ» 
è «ëåíèâûõ» ïðîåêòîâ – âñå ïîøëî â äåëî. Ãîñóäàðñòâî 
è ïîêóïàòåëè-ñïîíñîðû ïðîÿâëÿëè ïîëíîå ðàâíîäóøèå ê 
ýòèì «÷óäà÷åñòâàì». Êàçàõñòàíñêèå ìóçåè äàâíî íè÷åãî íå 
ïîêóïàëè, à ñîâðåìåííîå èñêóññòâî â òå âðåìåíà íå ïðèíèìàëè 
äàæå â äàð. Ïðåññà çàìå÷àëà â ñîâðåìåííîì èñêóññòâå òîëüêî 
ñêàíäàëüíûå ñâîéñòâà, ñìàêóÿ «ãðÿçü, êðîâü è ãåíèòàëèè». 
Õóäîæíèêîâ îáúÿâëÿëè ñóìàñøåäøèìè, óâîëüíÿëè ñ ðàáîòû, 
áûâàëè ñëó÷àè ôèçè÷åñêîé ðàñïðàâû.

Íî àäåïòû íîâîãî èñêóññòâà íå ñäàâàëèñü. Â îòëè÷èå îò äâóõ 
âûøåíàçâàííûõ, óáëàæàþùèõ è óáàþêèâàþùèõ ïóáëèêó 
ñåãìåíòîâ èñêóññòâà, «íîâûå» ñòðåìèëèñü ðåàãèðîâàòü íà 
ðåàëèè ïîâñåäíåâíîñòè.

Ñëåäóåò ïîä÷åðêíóòü, ÷òî ñîâðåìåííîå èñêóññòâî áûëî 
åäèíñòâåííîé çîíîé, ãäå öàðèë íå êîììåð÷åñêèé èíòåðåñ, 
íî òâîð÷åñêàÿ ýíåðãèÿ àâòîðîâ, êðåàòèâíûé ïîèñê íîâûõ 
õóäîæåñòâåííûõ ôîðì è ìåòîäîâ, àäåêâàòíûõ ñîâðåìåííîñòè. 
Îñâàèâàëèñü íîâûå äëÿ íàñ «çàïàäíûå» âèäû è æàíðû 
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Rustam Khalfin. Autumn motion of 
anger. 1996. Business club, Almaty
Ðóñòàì Õàëüôèí. Îñåííèå æåñòû 
ãíåâà. 1996. Áèçíåññ-êëóá, Àëìàòû

èñêóññòâà, ÷òî ïîçâîëÿëî âåñòè ðàçãîâîð íà ïîíÿòíîì ìèðó 
ÿçûêå, è îäíîâðåìåííî îñòðî ñòîÿë âîïðîñ ñàìîèäåíòèôèêàöèè, 
âûÿâëåíèÿ ñâîåãî ëèöà, ïîçâîëÿþùåãî íå ïîòåðÿòüñÿ íà 
ìèðîâîé àðò ñöåíå. Ýòî ëèöî ïîñòåïåííî îáðåòàëî ñâîè 
÷åðòû. Ýòî âûðàæàåòñÿ â òÿãå ê äîèñòîðè÷åñêèì àðõàè÷åñêèì 
çíàêàì-ïåðâîýëåìåíòàì: îãíþ, çåìëå, êàìíÿì, òåëó ÷åëîâåêà 
è æèâîòíîãî, æåñòó è äåéñòâèþ. Ïðîèçâåäåíèþ-ðåçóëüòàòó 
ïðåäïî÷èòàëîñü ïðîèçâåäåíèå-ïðîöåññ, íåêèå ìàíèïóëÿöèè 
èëè äåéñòâèÿ õóäîæíèêà, îñóùåñòâëÿåìûå ñ ó÷àñòèåì ðàçíûõ 
ëþäåé, ñïîñîáíûõ âêëþ÷èòüñÿ â ïðåäëàãàåìóþ èãðó – èíîãäà 
çàáàâíóþ, èíîãäà îïàñíóþ. Ìíîãèå õóäîæíèêè îáðàùàþòñÿ ê 
äçåíñêîé ôèëîñîôèè, èíäèéñêèì ìåäèòàòèâíûì ïðàêòèêàì, 
èäåÿì ñóôèçìà, è ãëàâíîå – ê äóõó è ìèðîïîíèìàíèþ ñòåïíûõ 
íàðîäîâ.

Ïàòðèàðõîì, îêàçàâøèì ñèëüíîå âëèÿíèå íà ïîÿâëåíèå 
êîíòåìïîðàðè àðò â Êàçàõñòàíå, ïðèíÿòî ñ÷èòàòü 
Ðóñòàìà Õàëüôèíà, ðóêîâîäèâøåãî ãàëåðååé «Àçèÿ Àðò». 
Àðõèòåêòîð ïî îáðàçîâàíèþ, ÷åëîâåê, äîñòàòî÷íî ñâîáîäíî 
îðèåíòèðóþùèéñÿ â õèòðîñïëåòåíèÿõ èñêóññòâà ÕÕ âåêà, â 
ñâîåì òâîð÷åñòâå îí ïîñëåäîâàòåëüíî ïðîøåë îò æèâîïñè 
äî âèäåîàðòà, ÷åðåç ïåðôîìàíñû, àêöèè, èíâàéðîìåíòû. 
Ìíîãèå åãî ïðîåêòû àïïåëèðóþò ê êóëüòóðå íîìàäîâ, èñòîðèè 

Êàçàõñòàíà. Îí íàñòîé÷èâî ïûòàåòñÿ ñîåäèíèòü íîâûå 
òåõíîëîãèè ñ îñîáåííîñòÿìè Âîñòîêà. Åãî ìåòîä íîñèò ÿâíûé 
èíòåëëåêòóàëüíî-èññëåäîâàòåëüñêèé õàðàêòåð. Èíòåðåñóþùàÿ 
åãî ïðîáëåìàòèêà ïîäâåðãàåòñÿ òùàòåëüíîìó àíàëèçó è 
ïîñëåäóþùåìó «ïåðåâîäó» íà ÿçûê ñîâðåìåííîãî èñêóññòâà. 
Ïðèìåðîì ìîãóò ñëóæèòü ïåðôîìàíñû «Îñåííèå æåñòû ãíåâà» 
è «Ïîñëåäíÿÿ òî÷êà», èíñòàëëÿöèÿ «Øêóðà õóäîæíèêà».

Ê ïèîíåðàì íàøåãî ñîâðåìåííîãî èñêóññòâà ñëåäóåò îòíåñòè 
è ãðóïïó «Êûçûë òðàêòîð». Èõ àêöèè áëèçêè ê øàìàíñêèì 
êàìëàíèÿì, äî ìóñóëüìàíñêèì àðõàè÷åñêèì òðàäèöèÿì. 
Õóäîæíèêè âîâëåêàþò çðèòåëÿ â íåêîå ýêñòàòè÷åñêîå 
ñîñòîÿíèå ñ öåëüþ (öèòàòà) «âîññòàíîâèòü ðàâíîâåñèå ìåæäó 
ïðèðîäîé è äóõîì, êîñìîñîì è èíòåëëåêòîì».

Ãðóïïà «Êîêñåðåê», ê êîòîðîé ÷àùå âñåãî ïðèëàãàåòñÿ ýïèòåò 
«ñêàíäàëüíàÿ», âêëþ÷àåò â ñâîþ ýñòåòèêó îáðàçû êî÷åâíèêîâ, 
íàäåëÿÿ èõ ïîëèòè÷åñêèì ñìûñëîì. Ýòà ãðóïïà âî ãëàâå ñ 
Êàíàòîì Èáðàãèìîâûì ñêëîííà ê æåñòêèì äåñòðóêòèâíûì 
äåéñòâèÿì, òàêèì êàê ðàñ÷ëåíåíèå ïåòóõà («Ïòèöà Êîðàç»), 
çàêëàíèå áàðàíà èëè ïèòüå ñâåæåé êðîâè (Noe êaçaxèøå 
êóíñò», «Îðãèàñòè÷åñêèå êàìëàíèÿ»). Çäåñü ñîçíàòåëüíî 
ïðîâîöèðóåòñÿ êîíôðîíòàöèÿ ìåæäó õóäîæíèêîì è ïóáëèêîé. 
Íàñèëèå, âûçîâ, êîâàðñòâî íåðåäêî âêëþ÷àþòñÿ â òêàíü 
òâîð÷åñòâà. Êàæåòñÿ, õóäîæíèêè ïûòàþòñÿ âèçóàëèçèðîâàòü 
ïðåäñòàâëåíèå Çàïàäà î âîñòî÷íûõ «âàðâàðàõ».
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Georgy Tryakin-Bukharov. Landscape installation. “The Provinces. Be-
tween Europe and Asia”. Symposium on modern art. Shiryaevo, Samara, 
Russia. 2001
Ãåîðãèé Òðÿêèí-Áóõàðîâ. Ëàíäøàôòíàÿ èíñòàëëÿöèÿ. «Ïðîâèíöèÿ. 
Ìåæäó Åâðîïîé è Àçèåé». Ñèìïîçèóì ïî ñîâðåìåííîìó èñêóññòâó. 
Øèðÿåâî, Ñàìàðà, Ðîññèÿ. 2001

Ãðóïïîé õóäîæíèêîâ ãàëåðåè «Âîÿäæåð» èñêóññòâî 
ïîíèìàåòñÿ êàê ñóáëèìàöèÿ íåîñóùåñòâëåííûõ æåëàíèé, 
ñèëüíûõ äóøåâíûõ ïîðûâîâ. Ñàìîé âëèÿòåëüíîé ôèãóðîé 
â «Âîÿäæåðå» áûë Ñåðãåé Ìàñëîâ (1952-2002) – êóðàòîð 
è àêòèâíûé ó÷àñòíèê áîëüøèíñòâà ýêñòðàâàãàíòíûõ 
è îñòðîóìíûõ ïðîåêòîâ, ñòàâøèõ ñåãîäíÿ êëàññèêîé 
êàçàõñòàíñêîãî èñêóññòâà. Âî âòîðîé ïîëîâèíå 90-õ åãî 
òâîð÷åñòâî âûçûâàëî êðàéíå ïðîòèâîðå÷èâóþ ðåàêöèþ - îò 
àãðåññèâíîãî âîçìóùåíèÿ äî âîñõèùåííîãî ïðèÿòèÿ. Îí áûë 
ïðèò÷åé âî ÿçûöàõ ðåñïóáëèêàíñêîé ïðåññû. Ïðè÷èíîé òîìó 
ïîãðàíè÷íûå è îòêðîâåííûå òåìû: ýðîòèêà, ïîäñîçíàòåëüíûå 
êîìïëåêñû, âîçðàñòíûå, ïîëîâûå ïðîáëåìû. Ãåðîè åãî êàðòèí 
– èñòîðè÷åñêèå êóìèðû, óãðþìûå ïðîðîêè, ëåãêîìûñëåííûå 
äåâèöû, ëîõìàòûå õèïïè è ïðîäðîãøèå àíãåëû íå îñòàâëÿþò 
íè ìàëåéøåé íàäåæäû íà «ýñòåòè÷åñêîå íàñëàæäåíèå». 
Îäíèì èç ïåðâûõ îí îáðàòèëñÿ ê íîâûì âèäàì è òåõíîëîãèÿì 
èñêóññòâà – ïèñàë êîíöåïòóàëüíûå òåêñòû â âèäå ïèñåì 
è òîñòîâ, îñóùåñòâëÿë èíñòàëëÿöèè, ïåðôîìàíñû è àêöèè 
(«Êðèìèíàëüíûé ðåïîðòàæ», «Âîñòîê – äåëî òîíêîå», «Àìïèð 
âî âðåìÿ ÷óìû», «Ìû òàê ëþáèëè Áèòëç», «Áàéêîíóð-2»).

Ýòàïíûì è, âîçìîæíî, çàâåðøàþùèì ñîáûòèåì äåñÿòèëåòèÿ 
ñòàë ñåìèíàð ïî òåîðèè è ïðàêòèêå ñîâðåìåííîãî èñêóññòâà 
«Àðò äèñêóðñ-97». Åãî èíèöèèðîâàëè óïîìÿíóòûå «Êîêñåðåê», 
«Àçèÿ àðò» è «Âîÿäæåð» ïðè ôèíàíñîâîé ïîääåðæêå Ôîíäà 
Ñîðîñ-Êàçàõñòàí. Ñåìèíàð âïåðâûå îáúåäèíèë õóäîæíèêîâ 
àêòóàëüíîãî íàïðàâëåíèÿ, ïðèäàë âñåìó ïðîèñõîäÿùåìó 
äîëãîæäàííóþ ëåãèòèìíîñòü, áûë ïåðâîé ïîïûòêîé 
òåîðåòè÷åñêîãî îñîçíàíèÿ íîâåéøåé èñòîðèè èñêóññòâà 
÷óäåñíîãî äåñÿòèëåòèÿ, âåí÷àþùåãî ÕÕ âåê.
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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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Ñåðãåé Ìàñëîâ.

Ñåðãåÿ Ìàñëîâà ïî ïðàâó ìîæíî íàçâàòü ãëàâíîé ôèãóðîé ìèôîòâîð÷åñòâà â «Con-
temporary Art» Êàçàõñòàíà. Ýòî ïðàâî ó íåãî åñòü, ïîñêîëüêó îí íå òîëüêî ïðèäóìûâàë 
ýòè ìèôû, íî è îáëåêàë èõ â âåðáàëüíóþ ôîðìó çàìå÷àòåëüíûõ òåêñòîâ, êîòîðûå 
äàæå ôèëîëîãè ïðèçíàþò õîðîøåé ëèòåðàòóðîé. À äëÿ íåãî ýòî áûëè õóäîæåñòâåííûå 
ïðîåêòû.

Îí íà÷èíàë â êîíöå 80-õ êàê æèâîïèñåö, ëèäåð õóäîæåñòâåííîé ãðóïïû «Íî÷íîé 
òðàìâàé», ðàçâèâàâøåé íàïðàâëåíèÿ îðèåíòàëüíîãî ìèñòèöèçìà è ñòèëèñòè÷åñêîé 
ýêëåêòèêè.

Â 90-õ Ìàñëîâ ïðèìûêàåò ê õóäîæåñòâåííîìó êðóãó ãàëåðåè «Âîÿäæåð» è ïî ñóòè 
äåëà ñòàíîâèòñÿ åãî íåîôèöèàëüíûì èäåîëîãîì. Âîêðóã íåãî âñåãäà ìíîãî äðóçåé è 
ïðèÿòåëåé, ó÷åíèêîâ è ó÷åíèö, ñ íèì ðÿäîì áûëî èíòåðåñíî æèòü. Ýòîìó, êîíå÷íî æå, 
ñïîñîáñòâîâàëè åãî ìèôîòâîð÷åñêèå òàëàíòû. Îí ñìåøíî è óâëåêàòåëüíî ðàññêàçûâàë 
î òîì, ÷òî åãî íå âçÿëè â êîñìîíàâòû, èç-çà äåòñêîãî ðàíåíèÿ ãîëîâû; ÷òî îí «õîäèë» 
áèáëèîòåêàðåì íà ïîäâîäíîé ëîäêå òèõîîêåàíñêîãî ôëîòà, áëàãîäàðÿ ÷åìó âûó÷èë 
íàèçóñòü «Åâãåíèÿ Îíåãèíà», îãðîìíûå êóñêè èç êîòîðîãî, êñòàòè, ÷àñòî öèòèðîâàë. . .

Îäíèì èç ñàìûõ ëåãåíäàðíûõ áûë ìèô î åãî ðîìàíå ñ Óèòíè Õüþñòîí. Êàêèå ïèñüìà 
îíè ïðèñûëàëè äðóã äðóãó! Îí ïèñàë: «ß çàñòåëþ òåáå ïîñòåëü ëåïåñòêàìè áåëûõ ðîç. 
ß áóäó íåæíî öàðàïàòü íîãòÿìè òâîè ÿãîäèöû è ïîêóñûâàòü øåþ. . .», à îíà îòâå÷àëà: 
«âàæíåå âñåãî â æèçíè – ëþáîâü … íå øîðêàíüå ïîëîâûõ îðãàíîâ, à äóõîâíîå 
åäèíåíèå». Îíè ïåðåïèñûâàëèñü äîâîëüíî äîëãî, ïîêà Ñåðåãà íè ðåøèë îòäàòü ñâîþ 
æèçíü ñâîåìó êóìèðó, è ñôàáðèêîâàë î÷åðåäíîé ìèô î ñâîåé ñìåðòè.

Åùå áûëè ìèôû (ñëîâåñíûå è æèâîïèñíûå) î òîì, ÷òî îí Áðàò Äæîêîíäû, èëè 
èíîïëàíåòÿíèí, èëè âàìïèð. Îí ïèñàë îá ýòîì â ñòàòüå «Ìåðòâûå èäóò» è ðèñîâàë â 
ñâîèõ êàðòèíàõ. Îí óìåë óëîâèòü ãëàâíîå â ìåëêèõ äåòàëÿõ íàøåãî ïîñòñîâåòñêîãî 
áûòà è òðàíñôîðìèðîâàòü ýòè äåòàëè â ãëîáàëüíûé àáñóðä, êàê â «Èíñòðóêöèÿõ ïî 
âûæèâàíèþ äëÿ ãðàæäàí áûâøåãî ÑÑÑÐ». Îí ñîâåòîâàë: «Åñëè â âàøåé êâàðòèðå 
îòêëþ÷èëè âîäó, íî âàì õî÷åòñÿ ñõîäèòü â òóàëåò è íå õî÷åòñÿ, ÷òîáû ñòîÿëà âîíü 
â êâàðòèðå – ñïðàâëÿéòå íóæäó â ïîëèýòèëåíîâûå ìåøî÷êè …». Ìíîãèå îáûâàòåëè 
ñ÷èòàëè, ÷òî îí ñåêñóàëüíûé ìàíüÿê, ïîòîìó ÷òî åãî õóäîæåñòâåííûå òåêñòû ïî 
ñåêñóàëüíûì ïðàêòèêàì íåëüçÿ ÷èòàòü íà ðîâíîì äûõàíèè. Îí äàæå ïðèäóìàë 
ýðîòè÷åñêèå âðåìåíà ãîäà è öèêë êàðòèí «Êàçàõñêàÿ Êàìàñóòðà». À åùå îí íà îäíîé èç 
âûñòàâîê â Ãîñóäàðñòâåííîì ìóçåå Êàñòååâà âûïèë îñòàâøóþñÿ â ÷àøêå êðîâü ñâîåé 
ó÷åíèöû, êîòîðàÿ îòäàëà åå äëÿ ðèñîâàíèÿ êàðòèí ñâîåìó îáîæàåìîìó ó÷èòåëþ. Çà ýòî 
åãî óâîëèëè èç õóäîæåñòâåííîãî êîëëåäæà è ëèøèëè âîçìîæíîñòè ïðåïîäàâàòü.

Îí áûë êàíäèäàòîì ïåäàãîãè÷åñêèõ íàóê, è èíòåðåñíûì ÷åëîâåêîì, î÷åíü ëþáèë 
ñâîþ îäèíîêóþ ìàìó, ïåê êëàññíûå ïèðîæêè è óãîùàë äðóçåé. Îí ðàáîòàë ñòîðîæåì 
â ãàëåðåå «Âîÿäæåð» è ïî íî÷àì ñî÷èíÿë ñâîè òåêñòû è ìíîãèå ïðîåêòû. Êîãäà 
ñòàíîâèëîñü òðóäíî ôèíàíñîâî, îí ïèñàë ñïèñîê ñâîèõ êàðòèí è ïîäñ÷èòûâàë, ñêîëüêî 
áû îí çàðàáîòàë, åñëè áû âñå îíè áûëè ïðîäàíû. Êàðòèíû ïðîäàâàëèñü ðåäêî, õîòÿ 
æèâîïèñü Ìàñëîâà ÿâëÿåòñÿ ñòîëü æå êà÷åñòâåííîé, êàê è âñå åãî îñòàëüíûå èïîñòàñè. 
Ýòî ïî÷åìó-òî õîðîøî ïîíèìàþò çà ãðàíèöåé, ãäå îí ñ óñïåõîì âûñòàâëÿëñÿ íà 
ïðåñòèæíûõ ïëîùàäêàõ.

Ïîñëå åãî ñìåðòè îñòàëîñü áîëüøîå íàñëåäèå – êàðòèíû, òåêñòû, èíñòàëëÿöèè, ïðîåêòû 
áîëüøèíñòâî èç êîòîðûõ âîøëî â êàòàëîã «Çäåñü áûë Ìàñëîâ», âûïóùåííûé ãàëåðååé 
«Âîÿäæåð» â 2004ãîäó.

Þëèÿ  Ñîðîêèíà
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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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ИНСТРУКЦИИ ПО ВЫЖИВАНИЮ ДЛЯ ГРАЖДАН БЫВШЕГО СССР
- Если вам в течение длительного времени не выплачивают зарплату, внимательно осмотрите своё 
предприятие, наверняка там есть то, что может найти сбыт на рынке типа «Тастак». Обычно те, 
кто не внимателен к людям, плохо следит за имуществом. Торговые операции с оборудованием 
предприятия могут обеспечить вам значительно более рентабельное существование в сравнении 
с заработной платой.

- Часто на дне находимых бутылок собирается жидкость, содержащая в своём составе алкоголь. 
С ее помощью можно устроить праздник для души, стоит только методично начать сливать всё в 
одну посуду. Если коктейль покажется вам невкусным, можно ввести его в организм через задний 
проход. Для инъекции можно использовать пластиковую бутылку из-под Фанты или Кока-колы. Эти 
же бутылки с удовольствием обменивают на деньги торговцы разливным растительным маслом. 
Одна бутылка - одна тенге, десять бутылок - десять тенге.

- Если вы стесняетесь воровать, а выжить все же хочется, можно начать собирать пустые бутылки. 
Обычными магазинами они принимаются по три тенге за штуку, а пунктами завода-изготовителя по 
пять тенге. Ваш урожай будет более обильным, если вы встанете пораньше и обойдете наиболее 
злачные места: подъезды домов, скверы и парки. Иногда там остается и закуска.

- Милые женщины, носите всегда с собой презервативы. Вы можете стать объектом сексуального 
домогательства в любом месте и в любое время. Милиция защитить вас вряд ли сумеет. В крайнем 
случае, возьмет с насильника взятку и отпустит, а вам потом жить. Постарайтесь воспринять 
происшествие как шутку или как жертвоприношение и уговорите нападающего воспользоваться 
презервативом. В этом случае существенно снижается риск заболевания венерическими болезнями 
и СПИДом, ведь лечение сегодня мало кому по карману. Если же вы решите рожать и воспитывать 
ребенка, это обойдется значительно дороже.

- Не спешите расставаться с заваркой. Попив чай, аккуратно соберите заварку в чистую посудину, 
залейте холодной водой и прокипятите часа два-три, предварительно положив туда чистую 
тряпочку. Когда у вас не будет денег на заварку, вы сможете отрывать кусочки тряпочки и сосать.

- Летом природа заботливо одаривает нас урожаем фруктов и ягод Их можно посушить или сварить 
варенье. Даже если нет сахара. Когда появится сахар - смешайте с вареньем, вам понравится.

Из засохших кусков хлеба получаются вкусные котлеты, если хлеб размочить отжать и смешать с 
небольшим количеством мясного фарша и яйца. Яйца лучше покупать битые, они на 50% дешевле, 
а по вкусу ничем не отличаются. Нежное мясо напоминающее куриное, встречается на задних 
лапках у лягушек. Жирные лягушки обильно водятся в Аэропортовском и Первомайских озерах.

- Если в вашей квартире отключили воду, но вам хочется сходить в туалет и не хочется, чтобы стояла 
вонь в квартире - справляйте нужду в полиэтиленовые мешочки. Ночью их можно выбросить из 
окна или отнести на помойку. Лучше бросать их под деревья, ведь им тоже не хватает удобрений

- Если в вашем доме низкая температура, вы можете отапливаться металлической банкой с 
камнями, предварительно поставленной на газовую или электрическую плиту. Чтобы счетчик 
электроэнергии быстро не вращался, диск можно зафиксировать подструганной спичкой или 
кусочком фотопленки.

- Если у вас протерлись на коленях брюки или колготки, из них легко смастерить шорты или трусики, 
- достаточно обрезать ветхий низ. Кусочки ветхой ткани можно применять в качестве утеплителя 
для тех же трусиков.

- Наиболее доступным медицинским препаратом для нас является моча. Она есть у каждого человека 
и ничего не стоит. Смоченные ей раны быстро заживают. При приёме внутрь, согласно теории Поля 
Брэга, она способна излечивать многие внутренние болезни и омолаживать организм.
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Rustam Khalfin

Rustam Khalfin is one of the coryphées 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 «ëóê» (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 hospital in 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

àêöèÿ Ðóñòàìà Õàëüôèíà «Ýêñòðèìàëüíîå äåôèëå», Àëìàòû, 1999-2001

Action by Rustam Khalfin “Extreme bottleneck”, Almaty 1999-2001



71

È
ñ

ê
ó

ñ
ñ

ò
â

î
 Ö

å
í

òð
à

ë
ü

í
î

é
 À

ç
è

è
. 

À
ê

ò
ó

à
ë

ü
í

û
é

 À
ð

õ
è

â

Ðóñòàì Õàëüôèí, Þëèÿ Òèõîíîâà
«Ñåâåðíûå âàðâàðû. ×àñòü 2. Ëþáîâíûå ñêà÷êè», 2000, âèäåî, 10’00’’
Rustam Khalfin, Julia Tikhonova
Northern Barbarians. Part 2. The Love Races. 2000, video, 10’00’’

Ðóñòàì Õàëüôèí

Ðóñòàì Õàëüôèí – îäèí èç êîðèôååâ ñîâðåìåííîãî èñêóññòâà 
Êàçàõñòàíà. Îí íà÷èíàë åùå â çàñòîéíûå ñîâåòñêèå âðåìåíà, 
êàê îäèí èç àðõèòåêòîðîâ ã. Àëìà-Àòû. Â 80-å â ñâîáîäíîå 
îò ñëóæáû âðåìÿ îí óâëå÷åííî ðàáîòàë êàê õóäîæíèê, âõîäèë 
â êðóæîê ïîñëåäîâàòåëåé Ñòåðëèãîâà è âìåñòå ñ æåíîé – 
õóäîæíèöåé Ëèäèåé Áëèíîâîé ãåíåðèðîâàë èííîâàöèîííûå 
õóäîæåñòâåííûå èäåè. Åãî æèâîïèñü òîãî âðåìåíè ïðîïèòàíà 
ïðåêëîíåíèåì ïåðåä íàñëåäèåì ðóññêîãî àâàíãàðäà è 
ïîïûòêàìè ïðîâåñòè âçàèìîñâÿçü ìåæäó ýòèì íàñëåäèåì è 
ñâîèì òâîð÷åñòâîì. Â ýòî æå âðåìÿ Ðóñòàì è Ëèäèÿ äåëàþò 
ïîïûòêè ïðîâåäåíèÿ ïåðâûõ â Êàçàõñòàíå ïåðôîðìàíñîâ è 
ñîçäàíèÿ õóäîæåñòâåííûõ îáúåêòîâ. Òîãäà æå èìè âïåðâûå 
ïîäíèìàåòñÿ ïîíÿòèå «òîêòèëüíîñòè».

Ñî âðåìåíè ñòàíîâëåíèÿ íåçàâèñèìîãî Êàçàõñòàíà Ðóñòàì 
íà÷èíàåò ðàáîòàòü êàê êóðàòîð è áîëåå ÷åòêî îðèåíòèðóåò ñâîå 
òâîð÷åñòâî â íàïðàâëåíèè èññëåäîâàíèÿ è êîíñòðóèðîâàíèÿ 
îñîáîãî ïóòè ñîâðåìåííîãî èñêóññòâà Êàçàõñòàíà. Îí 
ðàçâèâàåò ñâîè ñòàðûå èäåè, ê ñîæàëåíèþ óæå áåç ðàíî 
óøåäøåé èç æèçíè Ëèäèè. Åãî èíòåðåñóþò âçàèìîñâÿçè 
êîíñòðóêòèâíûõ èäåé àâàíãàðäà, òðàäèöèé êî÷åâíèêîâ, 
ñîõðàíåíèå ðóêîòâîðíîñòè èñêóññòâà.

Ãëîáàëüíûì ïðîåêòîì 90-õ ÿâëÿåòñÿ åãî «Ãëèíÿíûé ïðîåêò». 
Ãåðîè ïðîåêòà ðàçíîîáðàçíû è òðóäíîîáúÿñíèìû, ýòî: îáúåêò 
«ïóëîòà» (ñëåïîê ñ ïóñòîãî âíóòðåííåãî ïðîñòðàíñòâà ðóêè, 
ñæàòîé â êóëàê, íàïîäîáèå ïîäçîðíîé òðóáû, ñàìî ñëîâî 
îáðàçîâàíî îò ñîñòàâëåíèÿ ñëîâ «ïóñòîòà» è «ïîëíîòà»), 
ãëèíÿíûå âèäåî-îáúåêòû, äåìîíñòðèðóþùèå ïåðâè÷íîñòü 
ãëèíû, êàê ìàòåðèàëà äëÿ ñîòâîðåíèÿ ìèðà (âèäåî ìèêøèðóåò 
ëþáîâíûé àêò ìóæ÷èíû è æåíùèíû è ïåðåìåøèâàíèå ãëèíû), 

ãëèíÿíûé ÷åëîâåê, ïðîðàñòàþùèé ñêâîçü öîêîëüíûé ýòàæ 
ñîçäàííîé èì â Àëìàòû ãàëåðåè “LOOK” (íàçâàíèå áàëàíñèðóåò 
ìåæäó àíãëèéñêèì «ñìîòðè» è ðóññêèì «ëóê» â ïàìÿòü î 
ïåðâîì ïåðôîðìàíñå Ëèäèè Áëèíîâîé ñ ìåøêàìè ðåï÷àòîãî 
ëóêà), íàñòîÿùèå ìàíåêåíùèöû â «Ýêñòðèìàëüíîì äåôèëå» 
(çäåñü õóäîæíèêè êàê áû âûñòóïàþò äåìèóðãàìè, òâîðÿùèìè 
íîâóþ Åâó èç ãëèíû è ïëîòè). Ãåðîåâ «Ãëèíÿíîãî ïðîåêòà» 
òàê ìíîãî, ÷òî äëÿ èõ îáîçíà÷åíèÿ è îáúÿñíåíèÿ íåîáõîäèìà 
öåëàÿ ìîíîãðàôèÿ. Ê ñîæàëåíèþ, òàêîé ìîíîãðàôèè ïîêà íå 
ñóùåñòâóåò, äà è òàê ñòðàñòíî ñîçäàâàåìûé ïðîåêò ñ ãàëåðååé  
â ñâîåé îñíîâå, ñåé÷àñ ïðåäñòàâëÿåò ñîáîé ëèøü íåêèå 
îñêîëêè. Õîçÿåâà àðåíäóåìîãî äëÿ ãàëåðåè îâîùåõðàíèëèùà 
ïîñ÷èòàëè äåÿòåëüíîñòü õóäîæíèêà è åãî ãàëåðåè ÷åì-
òî íåñåðüåçíûì è íåçíà÷èòåëüíûì è îáÿçàëè Ðóñòàìà 
ñîáñòâåííîðó÷íî ðàçðóøèòü ãëèíÿíîå ïðîñòðàíñòâî ãàëåðåè. 
Õóäîæíèê ïîä÷èíèëñÿ äàâëåíèþ è ïðîèçâåë äåêîíñòðóêöèþ 
îáúåêòà, ïîïûòàâøèñü ñïàñòè åãî ÷àñòè. Â ýòî æå âðåìÿ â. 
Ðóñòàì Õàëüôèí ïîëó÷àåò èç ÑØÀ ïðèãëàøåíèå ïðèíÿòü ó÷àñòèå 
â õóäîæåñòâåííîé ðåçèäåíöèè “World Views”, â “World Trade 
Center”, ñ ìàÿ ïî íîÿáðü 2001ã. Íî, ïåðåä ñàìûì îòúåçäîì â 
Íüþ-Éîðê Ðóñòàìà ðàçáèâàåò èíñóëüò è âìåñòî àìåðèêàíñêîé 
ðåçèäåíöèè îí îòïðàâëÿåòñÿ â àëìàòèíñêóþ áîëüíèöó. À 11 
ñåíòÿáðÿ 2001ã. ðåçèäåíöèÿ  “World Views” â Íüþ Éîðêå áûëà 
ðàçðóøåíà, ïîñêîëüêó íàõîäèëàñü â îäíîé èç àòàêîâàííûõ 
òåððîðèñòàìè Áàøåí-áëèçíåöîâ. Ïîñëå ýòîé ìèñòè÷åñêîé 
èñòîðèè Ðóñòàì äåëàåò àâòîáèîãðàôè÷åñêèé ïðîåêò «Ìîè 
ðóèíû», â êîòîðîì èññëåäóåò è ñîïîñòàâëÿåò ðàçðóøèòåëüíûå 
èñòîðèè, òàê ñèëüíî ïîâëèÿâøèå íà åãî ñóäüáó è ñóäüáó 
öèâèëèçàöèè. Ýòîò ïðîåêò, ãäå èñïîëüçóþòñÿ ôîòîãðàôèè, 
îáúåêòû è äîêóìåíòû, ÿâèëñÿ êàê-áû êâèíòýññåíöèåé â 
îùóùåíèè õóäîæíèêîì ñâîåé íåðàçðûâíîñòè ñ íåïðîñòûìè 
ñóäüáàìè ñîâðåìåííîãî ìèðà.

Ñåé÷àñ Ðóñòàì ñíîâà âåðíóëñÿ ê æèâîïèñè, ÷òî íå ìåøàåò åìó 
çàíèìàòüñÿ àðõèâèðîâàíèåì âñåõ ñâîèõ ïðîåêòîâ, êîòîðûå 
áåçóñëîâíî ïîâëèÿëè íà ñèòóàöèþ â ñîâðåìåííîì èñêóññòâå 
Êàçàõñòàíà è Öåíòðàëüíîé Àçèè.

Þëèÿ  Ñîðîêèíà
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Ðóñòàì Õàëüôèí «Ùåïîòü», áóìàãà, 
êàðàíäàø, íà÷àëî 1990-õ ãã., 14,5 õ 
20 ñì 
Rustam Khalfin The Pinch, drawing, 
early 1990s, 14,5 õ 20 cm

Ðóñòàì Õàëüôèí «Ïóëîòà», áóìàãà, 
êàðàíäàø, íà÷àëî 1990-õ ãã., 12,8 õ 
19 ñì
Rustam Khalfin Pulota, drawing, early 
1990s, 12,8 õ 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-

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 
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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.

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.

Almagul Menlibaeva. Eternal Bride. Video performance, Almaty 2002
Àëìàãóëü Ìåíëèáàåâà. Âå÷íàÿ íåâåñòà. Âèäåîïåðôîðìàíñ, Àëìàòû
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In the spring of 2002, an initiating group of artists, Erbossyn 
Meldibekov, Yelena and Viktor Borobyev and curator Yulia So-
rokina initiated the International traveling workshop “Non-silk 
Road – Asian Extreme”. The workshop was conducted under the 
aegis of the Social Fund “Asia Art +”, with the financial support 
of the Open Society Institute (Budapest) and other commercial 
sponsors. Participants in the “extreme workshop” in the space of 
two weeks traveled around southern Kazakhstan by bus, actively 
participating in all occurrences and building many interesting 
artifacts. Artist Erbolsyn Meldibekov conducted an action in the 
broken post-industrial city Janatas showing our political 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 

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

Åðáîëññûí Ìåëüäèáåêîâ. «Ïàñòàí», àêöèÿ â ã. Æàíàòàñå,
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Þëèÿ Ñîðîêèíà.

Ìèëëåíèóì – ãîðüêîå âðåìÿ ðåàëüíîñòè.

Êîíåö XX, íà÷àëî XXI âåêà äëÿ ñîâðåìåííîãî èñêóññòâà 
Êàçàõñòàíà âðåìÿ ñëîæíîå. Ïðåæäå âñåãî, ïîòîìó ÷òî ýòî 
âðåìÿ ðåàëüíîãî ñóùåñòâîâàíèÿ, à íå ïîòåíöèàëüíîãî, êàê 
â ïðåäûäóùåå äåñÿòèëåòèå. Ýòî âðåìÿ áóðíîãî ñòàíîâëåíèÿ 
è ñîçäàíèÿ èíñòèòóöèé, âðåìÿ ðàñêîëà, óòðàòû èëëþçèé, 
ïðîòèâîñòîÿíèÿ ïîçèöèé è êî÷åâüÿ çà ãðàíèöó. Ñêîðåå âñåãî, 
ïðîöåññû, ïðîèñõîäèâøèå â ýòî âðåìÿ â Êàçàõñòàíå, â ÷åì 
ñõîæè ñ àíàëîãè÷íûìè ìèðîâûìè ïðîöåññàìè è ïðîöåññàìè 
íà ïîñòñîâåòñêîì ïðîñòðàíñòâå. Íî íåîáõîäèìî ó÷èòûâàòü 
îñîáåííîñòè àçèàòñêîãî ìåíòàëèòåòà è ñëîæèâøèõñÿ 
ìåñòíûõ òðàäèöèé. Ñðåäè ìíîãèõ ôàêòîðîâ, ïî-íàøåìó, 
ïî-êàçàõñêè êîððåêòèðóþùèõ âñå è âñÿ, ìîæíî âûäåëèòü: 
çàâóàëèðîâàííîñòü ïðîáëåìíûõ ìîìåíòîâ; ëþáîâü ê 
ìèôîëîãèçàöèè; ðóêîòâîðíûé õàðàêòåð àðòåôàêòîâ, äàæå 
ïðè èñïîëüçîâàíèè «íîâûõ ìåäèà»; ñêëîííîñòü ê êðàéíå 
ìóëüòèêóëüòóðíîé èäåíòè÷íîñòè, èñïîëüçóþùåé ñìåøàííîå 
íàñëåäèå 138 ïðîæèâàþùèõ çäåñü íàöèîíàëüíûõ äèàñïîð.

Îáùèé Äàñòàðõàí

Äàñòàðõàíîì ó íàñ íàçûâàþò êðóãëûé ñòîë, çà êîòîðûé 
ïðèãëàøàþòñÿ âñå äðóçüÿ è ñîðàòíèêè – ýòî ñâîåîáðàçíûé 
èíñòðóìåíò îáùåíèÿ è ïèðøåñòâà, îí îáúåäèíÿåò è íàñûùàåò. 
Ñ 1997 ãîäà æèçíü àêòóàëüíûõ õóäîæíèêîâ Êàçàõñòàíà 
íàïîìèíàëà äàñòàðõàí. Âñå ëîêàëüíûå èäåè, íà÷èíàíèÿ è 
èíèöèàòèâû ìãíîâåííî ñîáèðàëè ïðèâåðæåíöåâ ñîâðåìåííîãî 
èñêóññòâà è îñóùåñòâëÿëèñü â âèäå êîëëåêòèâíîãî ìîçãîâîãî 
øòóðìà. Î÷åíü ÷àñòî êðåàòèâíûå ïðîöåññû ñîïðîâîæäàëèñü 
ñîâìåñòíûìè ïèðóøêàìè, íà êîòîðûõ çàðîæäàëèñü ìíîãèå 
èíòåðåñíûå ïðîåêòû. Ïóñêîâûì ìîìåíòîì äèíàìè÷íîãî 
ðàçâèòèÿ ñîáûòèé ñòàë ñåìèíàð ïî òåîðèè è ïðàêòèêå 
ñîâðåìåííîãî èñêóññòâà «ART DISCOURSE’97». Òðè 
íîâîîáðàçîâàííûå àëìàòèíñêèå èíñòèòóöèè – Îáùåñòâåííûé 
Ôîíä «Àçèÿ Àðò», Îáùåñòâåííîå Îáúåäèíåíèå «Âîÿäæåð» è 
Ãàëåðåÿ «Êîêñåðåê», ïðè ïîääåðæêå Ôîíäà «Ñîðîñ-Êàçàõñòàí» 
– îáúåäèíèëè ñâîè óñèëèÿ è ïðèãëàñèëè íà ýòîò ñåìèíàð 
ìîñêîâñêèõ êîëëåã: Åâãåíèÿ Áàðàáàíîâà, Ëþäìèëó Áðåäèõèíó, 
Îëåãà Êóëèêà, Âèêòîðà Ìèçèàíî, Êñåíèþ Êèñòÿêîâñêóþ. Ïÿòü 
äíåé â âûñîêîãîðíîé îáñåðâàòîðèè ïîä Àëìàòîé ïðîøëè 
íàïîëíåííûå âûñòàâêàìè, àêöèÿìè, ëåêöèÿìè, äèñêóññèÿìè è 
íåôîðìàëüíûìè çàñòîëüÿìè. Äî ñèõ ïîð ÷óâñòâóåòñÿ îãðîìíîå 
çíà÷åíèå, êîòîðîå ýòîò ñåìèíàð îêàçàë íà êàçàõñòàíñêóþ 
õóäîæåñòâåííóþ ñèòóàöèþ. Èìåííî òîãäà âïåðâûå áûëè 
âûÿâëåíû îñíîâíûå äâèæóùèå ñèëû è îïðîáîâàíû îñíîâíûå 

ñòðàòåãèè êàçàõñòàíñêîãî àêòóàëüíîãî èñêóññòâà, îáîçíà÷åíû 
ïîòåíöèàëüíûå îïàñíîñòè è òðóäíîñòè. Âïåðâûå áûë èçäàí 
êàòàëîã ñîáûòèÿ, íàä ñîçäàíèåì êîòîðîãî ðàáîòàëè âñå 
ó÷àñòíèêè ïðîåêòà. Íî ñàìîå ãëàâíîå – ìû âûøëè çà ïðåäåëû 
ìåñòå÷êîâîãî ìèðêà.

Èìåííî òîãäà îòîæäåñòâëåíèå ñåáÿ ñ ïðåäñòàâèòåëÿìè 
ìèðîâîãî ñîâðåìåííîãî èñêóññòâà ïîäòîëêíóëî êàçàõñòàíñêèõ 
õóäîæíèêîâ ê áîëåå òî÷íîìó ïîçèöèîíèðîâàíèþ è ïîâëèÿëî 
íà äàëüíåéøåå âûñòðàèâàíèå îáùåé ïîëèòèêè êàçàõñòàíñêîãî 
ñîâðåìåííîãî èñêóññòâà. Òîãäà, â êîíöå 90-õ îòíîøåíèå ê 
«êîíòåìïîðàðùèêàìè» áûëî î÷åíü æåñòêîå. Íàì ïðèõîäèëîñü 
ïðîòèâîñòîÿòü íàòèñêó êîììåð÷åñêèõ ãàëåðåé è êîììåð÷åñêèõ 
õóäîæíèêîâ, ìàðãèíàëüíîé çàêîñòåíåëîñòè ìåñòíûõ äåÿòåëåé 
èñêóññòâà, îòñòàëîé ïîëèòèêå ìóçååâ è âûñòàâî÷íûõ çàëîâ. 
Êàæäîå ñîáûòèå ñîâðåìåííîãî èñêóññòâà îáîðà÷èâàëîñü 
ñêàíäàëîì è ïðåâðàùàëîñü â ìàíèôåñò. Íåîáõîäèìî áûëî 
îáúåäèíåíèå ñèë. Â ðîëè êîíñîëèäèðóþùåãî öåíòðà î÷åíü 
ñêîðî ñòàë âûñòóïàòü ñîçäàííûé â 1998 ãîäó Ñîðîñîâñêèé 
Öåíòð Ñîâðåìåííîãî Èñêóññòâà – Àëìàòû (ÑÖÑÈ – Àëìàòû). 
Íàä åãî ñîçäàíèåì ñàìîîòâåðæåííî ðàáîòàëè âñå õóäîæíèêè 
ñîâðåìåííîãî èñêóññòâà Êàçàõñòàíà. Â òå ãîäû ìû, íè íà êîãî 
íå íàäåÿñü, ñàìè è êîëëåãèàëüíî îïðåäåëÿëè íàïðàâëåíèå 
äâèæåíèÿ, ïðèîðèòåòíûå âèäû äåÿòåëüíîñòè, ó÷èëèñü 
íà ñåìèíàðàõ, ó÷àñòâîâàëè â êîíêóðñàõ, çàäóìûâàëè è 
îñóùåñòâëÿëè âûñòàâî÷íûå ïðîåêòû. Èìåííî òàê, ñîîáùà, 
â ñïîðàõ è äèñêóññèÿõ áûëè ðàçðàáîòàíû è îñóùåñòâëåíû 
êðóïíåéøèå âûñòàâî÷íûå ïðîåêòû: Ïåðâàÿ Ãîäîâàÿ Âûñòàâêà 
ÑÖÑÈ – Àëìàòû «Ñàìîèäåíòèôèêàöèÿ: Ôóòóðîëîãè÷åñêèå 
ïðîãíîçû», íîÿáðü 1998 ãîäà, â çàëàõ áûâøåãî ìàãàçèíà 
«Ìîñêâà», è Âòîðàÿ – «Êîììóíèêàöèè: Îïûòû âçàèìîäåéñòâèÿ», 
ñåíòÿáðü 2000 ãîäà, â âûñòàâî÷íîì ïàâèëüîíå «Àòàêåíò». 
Ýòè âûñòàâêè çàÿâèëè î ñóùåñòâîâàíèè â Öåíòðàëüíîé Àçèè 
ïðèíöèïèàëüíî íîâîé õóäîæåñòâåííîé ïîëèòèêè, âûäâèãàþùåé 
ôèãóðó õóäîæíèêà â ñèòóàöèþ ãåîïîëèòè÷åñêèõ è ëè÷íîñòíûõ 
êîíòåêñòîâ. Ýòè âûñòàâêè äîêàçàëè íåîáõîäèìîñòü è 
äåéñòâåííîñòü èíñòèòóòà êóðàòîðñòâà è ïðîåêòíîãî ìåòîäà 
ðàáîòû. Âûñòàâêè ãîòîâèëèñü íà êîíêóðñíîé îñíîâå, 
âêëþ÷àëè â ñåáÿ âñå íàäëåæàùèå ýëåìåíòû ñîâðåìåííîãî 
õóäîæåñòâåííîãî øîó, íàïðèìåð, òàêèå êàê äèñêóññèîííûé 
ôîðóì è îáðàçîâàòåëüíàÿ ïðîãðàììà. Ïðèÿòíûì ðåçóëüòàòîì 
ýòèõ âûñòàâîê ÿâèëñÿ ôàêò ïðèãëàøåíèÿ êàçàõñòàíñêèõ 
õóäîæíèêîâ íà êðóïíûå ìåæäóíàðîäíûå õóäîæåñòâåííûå 
ñîáûòèÿ. Òàê, Åëåíà è Âèêòîð Âîðîáüåâû áûëè ïðèãëàøåíû íà 
VI Ñòàìáóëüñêîå Áèåííàëå, êóðàòîð êîòîðîé Ïàîëî Êîëîìáî 
áûë â ñîñòàâå æþðè Ïåðâîé Ãîäîâîé Âûñòàâêè ÑÖÑÈ.
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Êðàéíå âàæíûìè äëÿ ñòàíîâëåíèÿ ñîâðåìåííîãî èñêóññòâà 
Êàçàõñòàíà ÿâëÿþòñÿ ñåìèíàðû è êîíêóðñû, îðãàíèçîâàííûå 
êîëëåãèàëüíî è ïðîõîäèâøèå ïîä ýãèäîé ÑÖÑÈ: ñåìèíàð 
«Øêîëà êóðàòîðîâ», ëåêöèè ïî ñîâðåìåííîìó èñêóññòâó, 
ãðàíòîâûé êîíêóðñ ÑÖÑÈ «Íîâûå òåõíîëîãèè â èñêóññòâå». 
Ïîñëåäíèé êîíêóðñ ñïðîâîöèðîâàë öåëûé ðÿä ïðîåêòîâ, 
íåêîòîðûå èç êîòîðûõ èìåëè âïîñëåäñòâèè áîëüøîé 
ðåçîíàíñ. ßðêèé ïðèìåð – «Ãëèíÿíûé ïðîåêò» õóäîæíèêà-
êóðàòîðà Ðóñòàìà Õàëüôèíà. Ïðîåêò ñòàë êâèíòýññåíöèåé 
âñåõ ïðåäûäóùèõ ðàçðàáîòîê àâòîðà. Â ïîìåùåíèè ñòàðîãî 
îâîùåõðàíèëèùà áûâøåé ïàðòèéíîé øêîëû â äâóõ óðîâíÿõ, 
ïîäâàëüíîì è öîêîëüíîì, ãðóïïîé õóäîæíèêîâ (Ðóñòàì 
Õàëüôèí, Ãåîðãèé Òðÿêèí-Áóõàðîâ è Þëèÿ Òèõîíîâà) áûëà 
ñîîðóæåíà ôèãóðà ëåæàùåãî ãëèíÿíîãî êîëîññà, êàê áû 
ïðîðàñòàâøåãî ñêâîçü âñå ïîòîëêè è ñòåíû. Ýòà ãëèíÿíàÿ 
ôèãóðà ïîñëóæèëà êîíòåêñòîì ìíîæåñòâà âèäåî-èíñòàëëÿöèé, 
àêöèé, âûñòàâîê è ïåðôîìàíñîâ, îñóùåñòâëåííûõ â ðàìêàõ 
ïðîåêòà. Ïîñòåïåííî ïðîåêò ïåðåðîñ â ãàëåðåþ “LOOK”. Ê 
ñîæàëåíèþ, ãàëåðåÿ ïðîñóùåñòâîâàëà íåäîëãî (1999 – 2001 
ãîäû), íî óñïåëà ñòàòü, ïî ñóòè, åäèíñòâåííîé êîíöåïòóàëüíîé 
ãàëåðååé ðåãèîíà.

Ýòà, íàñûùåííàÿ ñîáûòèÿìè ðàçíîîáðàçíîãî ôîðìàòà, 
õóäîæåñòâåííàÿ æèçíü ïðèâåëà ê ïðèçíàíèþ ôàêòà 
ñóùåñòâîâàíèÿ ñîâðåìåííîãî èñêóññòâà â Êàçàõñòàíå, è 
îäíîâðåìåííî ê ðàñêîëó â ðÿäàõ ïðåäñòàâèòåëåé ýòîãî 
èñêóññòâà, êîòîðûì ñòàëî òåñíî â ðàìêàõ îäíîé èíñòèòóöèè. 
Íà÷àëàñü ýïîõà ñâîáîäíûõ êî÷åâèé.

Íåøåëêîâûé ïóòü.

«Øåëêîâûé ïóòü» – çíàìåíèòûé â ïðîøëîì òîðãîâûé ïóòü 
ìåæäó Åâðîïîé è Àçèåé. Ýòî ñèìâîë äîñòàòêà è ñòàðîé 
äîáðîé àçèàòñêîé ýêçîòèêè. Ñåé÷àñ àêòóàëüíû äðóãèå 
«ïðÿíîñòè» Âîñòîêà – íåôòü, òåððîðèçì, âîåííûå áàçû, 
ñîâåòñêîå íàñëåäèå, àãðåññèâíàÿ èñëàìèçàöèÿ. Õóäîæíèêè 
ñîâðåìåííîãî èñêóññòâà Êàçàõñòàíà íå èñïîëüçóþò ïîíÿòèå 
«Øåëêîâûé ïóòü», ñ÷èòàÿ åãî ñëèøêîì ãëàìóðíûì è, ïî ñóòè, 
îïïîçèöèîííûì àêòóàëüíûì, ïðîèñõîäÿùèì çäåñü è ñåé÷àñ, 
ñîáûòèÿì. Ñ 2001 ãîäà àêòóàëüíîå èñêóññòâî Êàçàõñòàíà 
èäåò ñêîðåå ïî «íåøåëêîâîìó ïóòè». Îòäåëüíûå ëè÷íîñòè 
èëè îáùåñòâåííûå îðãàíèçàöèè, íå èìåþùèå ïîñòîÿííîãî 
öåëåâîãî ôèíàíñèðîâàíèÿ, ïðè âñåì èõ ýíòóçèàçìå 
è ïðîôåññèîíàëèçìå, íå â ñîñòîÿíèè ïîääåðæèâàòü 
ñòàáèëüíîñòü êóëüòóðíîãî ïðîöåññà. Ñ äðóãîé ñòîðîíû – ýòî 
òðóäíîå âðåìÿ ñòèìóëèðîâàëî ïîÿâëåíèå ðÿäà õóäîæíèêîâ è 
êóðàòîðîâ – ôðè-ëàíñåðîâ, ÷òî äàëî áîëüøóþ ìàíåâðåííîñòü. 
Èìåííî ôðè-ëàíñåðû èíèöèèðîâàëè íåñêîëüêî ïðîãðàììíûõ 
äëÿ èñêóññòâà Êàçàõñòàíà ïðîåêòîâ.

Îñåíüþ 2000 ãîäà õóäîæíèê Ñåðãåé Ìàñëîâ ïðîâîäèò 
íåáîëüøîé, íî î÷åíü âàæíûé ïðîåêò «Ïðîøëîå ãäå-òî 
ðÿäîì. . .». Ýòî áûëà ïîïûòêà îñìûñëèòü êîðíè àêòóàëüíîãî 
èñêóññòâà Êàçàõñòàíà, âñå àäåïòû êîòîðîãî íà÷èíàëè êàê 
æèâîïèñöû, ñêóëüïòîðû, ãðàôèêè. Ýêñïîçèöèÿ, ñîñòàâëåííàÿ 
èç ðàáîò ýòèõ õóäîæíèêîâ, ñòàëà ôîíîì äëÿ àêöèè. Ó÷àñòíèêè 
è ïðèãëàøåííûå âñïîìèíàëè îáùåå ñîâåòñêîå ïðîøëîå: âñå 
ÿâèëèñü â ðåòðî-êîñòþìàõ; â öåíòðå çàëà áûë íàêðûò ðåòðî-
ñòîë â ëó÷øèõ ñîâåòñêèõ òðàäèöèÿõ ñ êèëüêîé â òîìàòå è 
ïîðòâåéíîì; ãîñòè ÷èòàëè ñîâåòñêèå ñòèõè, ïåëè ïåñíè, èãðàëè 
â èãðû ïèîíåðñêîãî äåòñòâà. Âûñòàâêà, ïðîõîäèâøàÿ â ãàëåðåå 
«Âîÿäæåð», íå íåñëà íàëåòà íàçèäàòåëüíîñòè, íî ëåãêî è òî÷íî 
ïîêàçàëà îáûâàòåëÿì è ïðîòèâíèêàì ñîâðåìåííîãî èñêóññòâà, 
÷òî àêòóàëüíûå õóäîæíèêè ïîÿâèëèñü çäåñü íå âäðóã è íå 
ñëó÷àéíî.

“The part is somewhere near…” celebration for the opening of an ex-
hibit, curator Sergey Maslov, “Voyager” gallery, Almaty, 2000
«Ïðîøëîå ãäå-òî ðÿäîì . . .» âå÷åðèíêà íà îòêðûòèè âûñòàâêè, 
êóðàòîð Ñåðãåé Ìàñëîâ, ãàëåðåÿ «Âîÿäæåð», Àëìàòû
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Â 2000 ãîäó äâà èñêóññòâîâåäà Äàíà Ñàôàðîâà è Ëàðèñà 
Ïëåòíèêîâà îñíîâàëè â ãîðîäå Êàðàãàíäà öåíòð «Äåøò-è-
Àðò», êîòîðûé ïîñòàâèë ñâîåé öåëüþ îæèâèòü õóäîæåñòâåííóþ 
ñèòóàöèþ â ðåãèîíå ÷åðåç ðàçëè÷íûå îáðàçîâàòåëüíûå 
ïðîãðàììû ïî ñîâðåìåííîìó èñêóññòâó. Îñåíüþ 2001 ãîäà 
èñêóññòâîâåä Íàçèïà Åæåíîâà, êóðàòîð Þëèÿ Ñîðîêèíà è 
õóäîæíèê Àëåêñàíäð Ìàëüãàæäàðîâ áûëè ïðèãëàøåíû öåíòðîì 
äëÿ ïðîâåäåíèÿ ñåìèíàð äëÿ ìîëîäûõ õóäîæíèêîâ Êàðàãàíäû. 
Ðåçóëüòàòîì ýòîãî ñåìèíàðà è âîðêøîïà ñòàëà íåáîëüøàÿ 
èíòåðåñíàÿ âûñòàâêà «Ïðîñòî Êó», î ïðîñòûõ êîíêðåòíûõ 
ïðîáëåìàõ êîíêðåòíûõ ìîëîäûõ æèòåëåé èíäóñòðèàëüíîãî 
ãîðîäà. Ïîñëå ýòîé âûñòàâêè àðò-ñöåíà Êàçàõñòàíà îáîãàòèëàñü 
íåñêîëüêèìè çàìå÷àòåëüíûìè õóäîæíèêàìè, òàêèìè êàê 
Íàòàøà Êèì, Ëàëè Ìîäåáàäçå, Âàëåðèé Êàëèåâ.

Â íà÷àëå 2002 ãîäà â þæíîêàçàõñòàíñêîì ãîðîäå Øûìêåíò 
ïî èíèöèàòèâå ãðóïïû «Êûçûë Òðàêòîð» è åå ðóêîâîäèòåëÿ, 
êóðàòîðà Âèòàëèÿ Ñèìàêîâà, áûë îòêðûò Öåíòð ñîâðåìåííîãî 
èñêóññòâà Ìåæäóíàðîäíîãî Êàçàõñêî-òóðåöêîãî óíèâåðñèòåòà 
èìåíè Õîäæè Àõìåòà ßñàâè. Çäåñü ïðîâîäèòñÿ ðÿä ñåìèíàðîâ, 
êîíôåðåíöèé è âûñòàâîê, ïðîäîëæàþùèõ òðàíñ-àâàíãàðäíûå 
ïîçèöèè øûìêåíòñêîé õóäîæåñòâåííîé øêîëû. Øêîëû, â ñâîå 
âðåìÿ äàâøåé ñòàðò òàêèì èçâåñòíûì õóäîæíèêàì-øàìàíàì, 
êàê Ìîëäàãóë Íàðèìáåòîâ è Ñàèä Àòàáåêîâ.

Âåñíîé 2002 ãîäà èíèöèàòèâíàÿ ãðóïïà õóäîæíèêîâ 
– Åðáîëcñûí Ìåëüäèáåêîâ, Åëåíà è Âèêòîð Âîðîáüåâû è 
êóðàòîð Þëèÿ Ñîðîêèíà – èíèöèèðîâàëà Ìåæäóíàðîäíûé 
ïåðåäâèæíîé âîðêøîï «Íåøåëêîâûé Ïóòü – Àçèàòñêèé 
Ýêñòðèì». Âîðêøîï ïðîõîäèë ïîä ýãèäîé Îáùåñòâåííîãî 
Ôîíäà «Àçèÿ Àðò +», ïðè ôèíàíñîâîé ïîääåðæêå Èíñòèòóòà 
Îòêðûòîãî Îáùåñòâà (Áóäàïåøò) è äðóãèõ êîììåð÷åñêèõ 
ñïîíñîðîâ. Ó÷àñòíèêè «ýêñòðèìà» â òå÷åíèå äâóõ íåäåëü 
ïóòåøåñòâîâàëè ïî Þæíîìó Êàçàõñòàíó íà àâòîáóñå, àêòèâíî 
ðåàãèðîâàëè íà âñå ïðîèñõîäèâøèå è ñîçäàëè ìíîæåñòâî 
èíòåðåñíûõ àðòåôàêòîâ. Õóäîæíèê Åðáîëñûí Ìåëüäèáåêîâ 
ïðîâîäèò â ðàçðóøàþùåìñÿ ïîñòèíäóñòðèàëüíîì ãîðîäå 
Æàíàòàñå àêöèþ, ïîêàçûâàþùóþ íàøó ïîëèòè÷åñêóþ ñèòóàöèþ 
áåç ñïåêóëÿòèâíûõ ïðèêðàñ (ïðîåêò «Ïàñòàí»). Â ðåçóëüòàòå 
àêöèè ãðóïïà áûëà äåïîðòèðîâàíà èç ãîðîäà ìåñòíûìè 
âëàñòÿìè. Õóäîæíèêè Åëåíà è Âèêòîð Âîðîáüåâû, ðàçâåðíóâ â 
ïóòè ïåðåäâèæíóþ ôîòî-ñòóäèþ, ïðåäëàãàëè ìåñòíûì æèòåëÿì 
ñôîòîãðàôèðîâàòüñÿ íà ôîíå Ýéôåëåâîé áàøíè, Êðàñíîé 
ïëîùàäè è Áàøåí Áëèçíåöîâ â Íüþ-Éîðêå (ïðîåêò «Ôîòî íà 
ïàìÿòü, èëè «Åñëè ãîðà íå èäåò ê Ìàãîìåòó. . .»).

Èòîãîì ýòîé ïîåçäêè áûëî ñîçäàíèå ìåæäóíàðîäíîé ñåòè 
õóäîæíèêîâ-ïîïóò÷èêîâ-ñîðàòíèêîâ. Ó÷àñòíèêè âîðêøîïà 
ñîâñåì ïî-äðóãîìó ðåïðåçåíòèðîâàëè Êàçàõñòàí è åãî 
õóäîæåñòâåííóþ ñèòóàöèþ â ñâîèõ ñòðàíàõ, ýòî áûëà äðóãàÿ, 
íîâàÿ ôîðìà ñîñóùåñòâîâàíèÿ áîëüøîé ãðóïïû õóäîæíèêîâ 
ñ ðàçíûìè ïñèõîëîãè÷åñêèìè, ìåíòàëüíûìè è êóëüòóðíûìè 
ôóíäàìåíòàìè. Òàê íàïðèìåð, â îðáèòó öåíòðàëüíî-àçèàòñêîãî 
contemporary áûëà àêòèâíî âîâëå÷åíà ìîëîäåæíàÿ êàçàõñòàíî-
êûðãûçñêàÿ ãðóïïà «Áðîíåïîåçä» â ñîñòàâå Àëåêñàíäðà Ó è 
Ðîìàíà Ìàñêàëåâà.

Ïàðàëëåëüíî ñ ôðè-ëàíñåðàìè ñâîþ ïîëèòèêó ðàçâèòèÿ 
ñîâðåìåííîãî èñêóññòâà ðàçâèâàåò ÑÖÑÈ – Àëìàòû, ïîä 
ðóêîâîäñòâîì èñïîëíèòåëüíîãî äèðåêòîðà Âàëåðèè 
Èáðàåâîé. Öåíòð ïðîâîäèò ðàçíîîáðàçíûå îáðàçîâàòåëüíûå 
ìåðîïðèÿòèÿ: ñåìèíàðû, âîðêøîïû, êðóãëûå ñòîëû, 
êîíôåðåíöèè äëÿ ìîëîäûõ õóäîæíèêîâ è íà÷èíàþùèõ 
êóðàòîðîâ. Â 2002 ãîäó áûë ïðîâåäåí êàçàõñòàíñêèé 
ôåñòèâàëü «Èíâåíòàðèçàöèÿ», à â 2004 öåíòðàëüíî-àçèàòñêèé 
âèäåî-ôåñòèâàëü «Âèäåîèäåíòèôèêàöèÿ. Ñàêðàëüíûå ìåñòà 
Öåíòðàëüíîé Àçèè». Âèäåî-ôåñòèâàëè äàþò âîçìîæíîñòü 
íå òîëüêî ïðåäñòàâèòü ðåãèîíàëüíóþ âèäåîàðò ñöåíó â 
ñîâîêóïíîñòè, íî è îáñóäèòü ïðîáëåìíûå âîïðîñû íîâîãî äëÿ 
ðåãèîíà õóäîæåñòâåííîãî ìåòîäà.

Íà÷èíàÿ ñ 1998 ãîäà, âåäóùèå êàçàõñòàíñêèå õóäîæíèêè 
ñîâðåìåííîãî èñêóññòâà ïîñòîÿííî ó÷àñòâóþò â ðàçëè÷íûõ 
âûñòàâêàõ, ñåìèíàðàõ è êîíôåðåíöèÿõ çà ðóáåæîì. Ñ 2000 

Natalya Kim (Dyu). “I love Naomi, Naomi loves fruit”, video, 2001
Íàòàëüÿ Êèì (Äþ). «ß ëþáëþ Íàîìè, Íàîìè ëþáèò ôðóêòû», âèäåî
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«Ïðîøëîå ãäå-òî ðÿäîì. . .» âå÷åðèíêà íà îòêðûòèè âûñòàâêè, êóðàòîð 

Ñåðãåé Ìàñëîâ, ãàëåðåÿ «Âîÿäæåð», Àëìàòû, 2000

“The part is somewhere near…” celebration for the opening of an exhibit, curator 

Sergey Maslov, “Voyager” gallery, Almaty, 2000

ãîäà ó÷àñòèå â ìåæäóíàðîäíûõ ïðîåêòàõ ïðèîáðåòàåò õàðàêòåð 
îñîáîé êî÷åâîé ñòðàòåãèè. Â 2002 ãîäó ïðîõîäèò öåëûé ðÿä 
âûñòàâîê. ÑÖÑÈ – Àëìàòû ñîâìåñòíî ñ Äîìîì Ìèðîâûõ Êóëüòóð 
ïðîâîäèò â Áåðëèíå (Ãåðìàíèÿ) âûñòàâêó «No mad’s land», à 
â Æåíåâå (Øâåéöàðèÿ) âûñòàâêó «Trans Forma», ñîâìåñòíî 
ñ ÖÑÈ – Æåíåâà è ñ Ôîíäîì Nawao Production. Â Âåéìàðå 
(Ãåðìàíèÿ), â ãàëåðåå ñîâðåìåííîãî èñêóññòâà «ÀÑÑ», ïðîøåë 
ñèìïîçèóì ïî ïðîáëåìàì Öåíòðàëüíîé Àçèè, à çàòåì áîëüøàÿ 
âûñòàâêà ñîâðåìåííîãî èñêóññòâà Öåíòðàëüíîé Àçèè «RE-ORI-
ENTATION». Âûñòàâêà ïîñâÿùàëàñü ïàìÿòè Ñåðãåÿ Ìàñëîâà 
(1952-2002). Ýòî áûëà íàñòîÿùàÿ êóëüòóðíàÿ èíòåðâåíöèÿ, 
ïðåâðàòèâøàÿ ãàëåðåéíóþ ïëîùàäêó, ðàñïîëîæåííóþ â ñàìîì 
öåíòðå ãîðîäà, â îñòðîâîê Öåíòðàëüíîé Àçèè ñ íàñòîÿùèìè 
òþðêîÿçû÷íûìè âûâåñêàìè-íàçâàíèÿìè óëèö, êàðàâàí-
ñàðàåì, ÷àéõàíîé, þðòîé è áàðàõîëêîé. Íà âûñòàâêå öàðèëà 
óþòíàÿ äîìàøíÿÿ àòìîñôåðà, ïîääåðæèâàåìàÿ ïîñòîÿííûìè 
ïðåçåíòàöèÿìè êàçàõñòàíñêèõ õóäîæíèêîâ.

Ãëàâíûì ðåçóëüòàòîì âñåõ ýòèõ êî÷åâûõ âûñòàâî÷íûõ ïðîåêòîâ 
ñòàëà âñå áîëåå øèðîêàÿ ìåæäóíàðîäíàÿ òðàíñëÿöèÿ 
ñîâðåìåííîãî èñêóññòâà Êàçàõñòàíà è Öåíòðàëüíîé Àçèè. 
Íàñ ñòàëè àêòèâíî ïðèãëàøàòü ê ñîòðóäíè÷åñòâó ðàçëè÷íûå 
ìåæäóíàðîäíûå èíñòèòóöèè: IFA-ãàëåðåÿ â Áåðëèíå è 
Øòóòãàðòå (ãäå òàêæå ïðîøëà âûñòàâêà ñîâðåìåííîãî 
èñêóññòâà Öåíòðàëüíîé Àçèè «Îò êðàñíîé çâåçäû äî ãîëóáîãî 
êóïîëà»); Áðèòàíñêèé Ñîâåò è äðóãèå.

Êàçàëîñü áû, âñå èäåò çàìå÷àòåëüíî, íî êîãäà ìû âîçâðàùàåìñÿ 
äîìîé, òî ïîíèìàåì – çäåñü â Êàçàõñòàíå, ïî-ïðåæíåìó 
íåò ÷åòêî îáîçíà÷åííîé êóëüòóðíîé ïîëèòèêè â îòíîøåíèè 
ñîâðåìåííîãî èñêóññòâà. Íàø îêðåïøèé áèçíåñ ïðåäïî÷èòàåò 
ïîìîãàòü èñêóññòâó, êîòîðîå ñëóæèòü óêðàøåíèåì èíòåðüåðîâ, 
à ïðîòèâîñòîÿíèå ìåæäó ïåðåäîâûì è êîììåð÷åñêèì 
èñêóññòâîì ïåðåøëî â ñòàäèþ ñïåêóëÿòèâíîãî èñïîëüçîâàíèÿ 
ñîâðåìåííîãî èñêóññòâà êîììåð÷åñêèìè õóäîæíèêàìè 
è ãàëåðåÿìè. Íåñìîòðÿ íà ýòî ñèòóàöèÿ ïðåäñòàâëÿåòñÿ 
ïîòåíöèàëüíî îáíàäåæèâàþùåé, ìîæíî íàäååòñÿ, ÷òî 
ïðåîäîëåíèå òðóäíîñòåé ïîçâîëèò íàøåìó ñîâðåìåííîìó 
èñêóññòâó ðàçâèâàòüñÿ äèíàìè÷íåå è èíòåðåñíåå.

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
Åëåíà Âîðîáüåâà, Âèêòîð Âîðîáüåâ
Ôîòîãðàôèÿ íà ïàìÿòü, èëè «Åñëè 
ãîðà íå èäåò ê Ìàãîìåòó. . .»
Êîììóíèêàòèâíàÿ àêöèÿ, 
Ìåæäóíàðîäíûé ïåðåäâèæíîé 
âîðêøîï ïî ñîâðåìåííîìó èñêóññòâó, 
Êàçàõñòàí, 2002
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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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Ñàèä Àòàáåêîâ

Càìûì ìîùíûì òâîð÷åñêèì èìïóëüñîì äëÿ Ñàèäà Àòàáåêîâà ÿâëÿåòñÿ Þæíûé Êàçàõñòàí 
– çåìëÿ, ñâÿçàííàÿ ñ çàâîåâàíèÿìè ×èíãèñ õàíà, ìåñòíîé ëåãåíäîé, óòâåðæäàþùåé, ÷òî 
Íîåâ êîâ÷åã îñòàíîâèëñÿ íå íà Àðàðàòå, êàê â áèáëèè, à íà ãîðå Êàçãóðò íåäàëåêî îò 
×èìêåíòà; ñîõðàíèâøèåñÿ îñòàòêè ãîðîäîâ-êðåïîñòåé Îòðàð, Ñàéðàì, Ñàóðàí – æèâûå 
íàïîìèíàíèÿ îá èìïåðèè Òàìåðëàíà – íàïîëíåíû äëÿ íåãî ñàêðàëüíûì ñìûñëîì, çäåñü 
åãî ëàðû è ïåíàòû; ñòåïè è îàçèñû – ìàñòåðñêàÿ è êàáèíåò äëÿ ðàçäóìèé; ëþäè, ðàñòåíèÿ, 
ïðèðîäíûå ñòèõèè – õóäîæåñòâåííûå ìàòåðèàëû.

Îêîí÷èâ ×èìêåíòñêîå õóäîæåñòâåííîå ó÷èëèùå â 1992 ãîäó, Ñàèä Àòàáåêîâ ñòàë ÷ëåíîì 
ëåãåíäàðíîãî «Êðàñíîãî Òðàêòîðà», îáúåäèíåíèÿ õóäîæíèêîâ, ïîñòàâèâøèõ äëÿ ñåáÿ 
çàäà÷ó ðåàíèìàöèè äîèñëàìñêîãî ïðîøëîãî è èçó÷åíèÿ ïðèðîäû ïàíòåèñòè÷åñêèõ 
ðèòóàëîâ, åùå ñîõðàíèâøèõñÿ â ìåñòíîì áûòó. Â ïåðâûõ åãî ðàáîòàõ – òêàíü, ñòðó÷êè àêàöèè, 
îðåõîâûå ëèñòüÿ, äåðåâÿííûå è ìåòàëëè÷åñêèå äåòàëè èíêðóñòèðóþò ìàñëÿíûå õîëñòû, 
ìàòåðèàëèçóÿ âîëíóþùèå, íî ïî ìîëîäîñòè, åùå äîñòàòî÷íî ñìóòíî îùóùàåìûå ïðîáëåìû: 
îäèíî÷åñòâî, ñìåðòü, âå÷íîñòü, âîéíà, áóíò, æèçíü (“Ðàíåíûå” 1992, “Ñàä Òèìóðà”, 1993, 
“Äåâóøêà â ïàðàíäæå”, 1994). Ïåðâàÿ ïåðñîíàëüíàÿ âûñòàâêà Ñàèäà íàçûâàëàñü “ß íå 
ìû”, è ýòî ñâÿòàÿ ïðàâäà, ïîñêîëüêó ýíåðãåòèêà åãî èíäèâèäóàëüíîñòè è ïðèðîäíîé 
ïëàñòè÷íîñòè íàñòîëüêî ñèëüíû, ÷òî îí ñàì ïî ñåáå ÿâëÿåòñÿ îáúåêòîì èñêóññòâà. Ïðè 
ýòîì ó Ñàèäà òàê ìíîãî ÷óâñòâà ñîáñòâåííîãî äîñòîèíñòâà, ÷òî òèïè÷íîå îïðåäåëåíèå 
ïîäîáíîãî ðîäà ëþäåé êàê ãîðîäñêèõ ñóìàñøåäøèõ íå ðàáîòàåò: îí áîëüøå ïîõîæ íà 
ôåíèìîðêóïåðñêîãî èíäåéöà – ìîë÷àëèâûé, ãîðäûé, âíåýìîöèîíàëüíûé. Îí îñòàåòñÿ 
òàêèì, äàæå íàäåâ ñâîé ðîñêîøíûé êîñòþì äåðâèøà (1997) – îòäåëüíîå ïðîèçâåäåíèå, 
ñäåëàâøåå áû ÷åñòü ñàìûì ïðîñëàâëåííûì äèçàéíåðàì. Ñ äðóãîé ñòîðîíû, â ýòîì êîñòþìå 
íå ìîæåò íàõîäèòüñÿ ëþáîé äðóãîé ÷åëîâåê, à òîëüêî Ñàèä, ñ åãî ïåðâîáûòíîé ãðàöèåé 
âûìåðøåãî ñûðäàðüèíñêîãî òèãðà.

Cåðèÿ ïåðôîðìàíñîâ è âèäåî, ãëàâíûì ãåðîåì êîòîðûõ ÿâëÿåòñÿ ýòîò ñòðàííûé äåðâèø 
– «Ñîí ×èíãèñõàíà» (1998), «Îñòîðîæíî, ïðîòèâîïåõîòíûå ìèíû» (2000), «Íåîíîâûé 
ðàé» (2003), «Íîåâ êîâ÷åã» (2004) – ðàçìûøëåíèÿ î ïðèðîäå êîíôëèêòíûõ îòíîøåíèé 
÷åëîâåêà ñ ïðèðîäîé, ñåìüåé, âëàñòüþ, öèâèëèçàöèåé, ðåëèãèåé. Ýêîíîìíîñòü â 
ïðèìåíåíèè ìîíòàæíûõ ýôôåêòîâ, çâóêîâàÿ è âèçóàëüíàÿ ðåôðåííîñòü, ñòðîãîñòü è 
ñêóïîé ïîäáîð èçîáðàçèòåëüíûõ ìîòèâîâ, èñêëþ÷èòåëüíîå ÷óâñòâî ðèòìà ðàçáèâàþò 
ñòàíäàðòíûå ïðåäñòàâëåíèÿ î ñîâðåìåííîé àçèàòñêîé êè÷åâîé ýêçîòèêå è ñîçäàþò 
îáîñîáëåííóþ àóäèîâèçóàëüíóþ ñðåäó, çàâîðàæèâàþùóþ àäåêâàòíîñòüþ ïåðåäà÷è 
àðõàè÷åñêîãî ìèðîîùóùåíèÿ. Ñâîáîäíîå ïåðåòåêàíèå ñìûñëîâ, âîçíèêàþùèõ â äèàëîãàõ 
ñ ñîâðåìåííûìè ìîòèâàìè, óòâåðæäàþò íåïðåõîäÿùåñòü è âå÷íîñòü êîíôëèêòà ìåæäó 
èíäèâèäóóìîì è îáùåñòâîì, òðàäèöèåé è èííîâàöèåé, àãðåñ-ñèåé è êîìïðîìèññîì. 
Åäèíñòâåííàÿ âîçìîæíîñòü ïåðåæèòü ñòîëü æåñòîêèå âûâîäû – èðîíèÿ, äîñòèãàåìàÿ 
ìíîãî÷èñëåííûìè èìèòàöèîííûìè èãðàìè: ðîçîâîùåêèé òîëñòûé ìëàäåíåö («Ñâÿòîå 
ñåìåéñòâî, 2001) ëåæèò â ëþëüêå, ðó÷êà êîòîðîé –äåðåâÿííàÿ êîïèÿ àâòîìàòà 
Êàëàøíèêîâà, à êàìóôëÿæíàÿ òêàíü, íàòÿíóòàÿ íà ïîäðàìíèêè (äèïòèõ «Çèìà» è «Ëåòî», 
2002) óïîäîáëåíà æèâîïèñíîìó ïåéçàæó. Ñàìîå «áåññìûñëåííîå» åãî ïðîèçâåäåíèå 
– «Îáñåðâàòîðèÿ îáåçäîëåííûõ» (1998), ïèðàìèäà èç ìåãàëèòè÷åñêèõ êàìåííûõ áëîêîâ, 
âûñòðîåííàÿ â áåçëþäíîé ãîëîé ñòåïè Þæíîãî Êàçàõñòàíà. Çåìëÿê Ñàèäà, ñðåäíåâåêîâûé 
ñóôèé Õîäæà Àõìåò ßñàâè, ïðîâåë îñòàòîê æèçíè â ãëóáîêîé ÿìå, íå âûõîäÿ èç íåå äî ñàìîé 
ñâîåé ñìåðòè. Ïèðàìèäà – ýòî ÿìà, îïðîêèíóòàÿ â íåáî. Äåðâèø è ×èíãèñõàí, ðåáåíîê è 
îòåö ÷åòûðåõ äåòåé, ïàòðèàðõ Íîé è íèùèé áðîäÿãà – âñå åãî àìïëóà, ðàññìîòðåííûå 
ñêâîçü ïðîñâåòû «êàçàõñêîãî Ñòîóíõåäæà» – ÷åòêèå ñèëóýòû îáåçäîëåííûõ èñòîðèåé è 
æèçíüþ íà ôîíå çâåçä.

Âàëåðèÿ Èáðàåâà
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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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Àëìàãóëü Ìåíëèáàåâà

Àëìàãóëü Ìåíëèáàåâà – ÷åëîâåê ìèðà. Îíà æèâåò â ïðîñòðàíñòâå ïëàíåòû, ëåãêî ïåðåìåùàÿñü èç îäíîé ñòðàíû â äðóãóþ. Îíà ÿâëÿåò 
ñîáîé ñîâðåìåííûé îáðàç êî÷åâíèöû, ñòðàíñòâóÿ â èñêóññòâå òàê æå ñâîáîäíî êàê â æèçíè. Â÷åðà îíà ïèñàëà êàðòèíû è âàëÿëà 
âîéëî÷íûå êîâðû – òåêåìåòû. Ñåãîäíÿ îíà ïèøåò êàðòèíû è ñíèìàåò âèäåîïåðôîðìàíñû. Åå êàðòèíû ñîçäàþò ñòðàííóþ ýñòåòèêó èç 
ñìåñè äåêîðàòèâíûõ ñèìâîëîâ è æèâîïèñíîãî ôëþêñóñà. Îíà ñâîáîäíî ïîçâîëÿåò ñåáå ýñòåòè÷åñêîå õóëèãàíñòâî, íàïðèìåð, ðåæåò 
íà ïîëîñêè ñîáñòâåííóþ àêâàðåëü è ïåðåïëåòàåò èõ ñ ëåíòàìè è ëþðåêñîì, ñîçäàâàÿ ñåðèþ «Ïëàòüå äëÿ Øàìàíà».

Åå ïåðôîðìàíñû âûçûâàþò ñëåçû âîñõèùåííîãî óìèëåíèÿ è îñòàâëÿþò îùóùåíèå âñòðå÷è ñ ÷óäîì. Òàê â ïåðôîðìàíñå «Âå÷íàÿ 
íåâåñòà» îíà âûøëà íà óëèöû Àëìàòû â áåëîì âîçäóøíîì ïëàòüå íåâåñòû îäíèì õìóðûì ìàðòîâñêèì óòðîì. Áûëî åùå õîëîäíî, 
ìîðîñèë ìîêðûé ñíåã, à îíà áðîäèëà ïî óëèöàì, çàõîäèëà íà áàçàð, òàíöåâàëà ñ íèùèì, ðàçãîâàðèâàëà ñ óäèâëåííûìè ïðîõîæèìè, 
îáúÿñíÿëà èì, ÷òî ó íåå ñåãîäíÿ õîðîøåå íàñòðîåíèå è ïîýòîìó îíà íàäåëà ýòîò îñîáåííûé íàðÿä, ÷òî åå æåíèõ ãäå-òî çäåñü, 
ðÿäîì. Îíà áûëà êàê èððåàëüíîå âèäåíèå, íàïîìèíàâøåå îá èçâå÷íîñòè êðàñîòû â îáûäåííîì ìèðå.

Îáðàç íåâåñòû, ïî ñëîâàì Àëìàãóëü, «ïëàâíî ïåðåøåë â 7 ñëó÷àéíûõ, ñíåæíûõ ïðèíöåññ» â âèäåîïåðôîðìàíñå «Àïà», à ïîòîì 
è â îáðàçû ñåìè ïðåäêîâ, êîòîðûì ïîñâÿùàåòñÿ âèäåîïåðôîðìàíñ «Ñòåïíîå áàðîêêî». Íà ôîíå î÷åðòàíèé ñòåïíûõ ìàçàðîâ 
(ìóñóëüìàíñêèõ óñûïàëüíèö) ðàçâîðà÷èâàåòñÿ ÷åðåäà òðàíñôîðìàöèé îáíàæåííûõ âîñòî÷íûõ æåíùèí â íåêèå êîñìîãîíè÷åñêèå 
ñóùåñòâà. Íà èõ îáíàæåííûå ôèãóðû âäðóã «íàâîðà÷èâàþòñÿ» äåêîðàòèâíûå ýëåìåíòû òþðáàíîâ èç øàëåé è ïëàòêîâ. Âîçíèêàþò 
íîâûå îáðàçû, íàïîìèíàþùèå, òî ëè äåìîíîâ èç «Òûñÿ÷è è îäíîé íî÷è», òî ëè èíîïëàíåòÿí â ïàðàíäæå. Îùóùåíèå èððåàëüíîñòè 
ñîçäàåò èñïîëüçîâàíèå ýôôåêòà «çåðêàëà» ïðè ìîíòàæå âèäåî, ÷òî äåëàåò ôèãóðû àáñîëþòíî ñèììåòðè÷íûìè, ïîäîáíûìè ïûøíîìó 
äåêîðàòèâíîìó óçîðó, áàðî÷íîìó äåêîðó.

«Ñòåïíîå áàðîêêî» òàê æå, êàê è «Âå÷íàÿ íåâåñòà» îñòàâëÿåò îùóùåíèå íàâàæäåíèÿ, ÷òî, íàâåðíîå, è ÿâëÿëîñü öåëüþ Àëìàãóëü. Îíà 
ñ÷èòàåò ñåáÿ ïðåäñòàâèòåëåì (èëè ïåðâîîòêðûâàòåëåì?) ïàíêøàìàíèçìà, ÷òî ïîçâîëÿåò åé, òåì íå ìåíåå, óâëåêàòüñÿ áóääèçìîì, 
ïîñåùàòü ôåñòèâàëè ñóôèåâ â Öåíòðàëüíîé Àçèè, ëàãåðÿ ïîñâÿùåííûõ â Èíäèè è ïîäâåðãàòü âñå ýòî ñòðàííîé ïåðåïëàâêå â 
ñîáñòâåííîì òâîð÷åñòâå.

Þëèÿ  Ñîðîêèíà
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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 night in a 
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)
Åëåíà Âîðîáüåâà, Âèêòîð Âîðîáüåâ. Êàçàõñòàí. Ãîëóáîé ïåðèîä. Ôîòîèíñòàëëÿöèÿ (áîëåå100 
öâåòíûõ ôîòîãðàôèé)
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Åëåíà è Âèêòîð Âîðîáüåâû

Åëåíà è Âèêòîð Âîðîáüåâû – õóäîæíèêè, îáðàçóþùèå ñåìåéíóþ è òâîð÷åñêóþ ïàðó. Îíè 
íà÷èíàëè ñâîþ êàðüåðó â íà÷àëå 90-õ, ïî îòäåëüíîñòè: Ëåíà êàê æèâîïèñåö, Âèêòîð, 
êàê ñêóëüïòîð. Â êàêîé-òî ìîìåíò ðåøèëè ïîïðîáîâàòü ðàáîòàòü âìåñòå, òåì áîëåå, ÷òî 
Ñîâðåìåííîå èñêóññòâî ïðåäïîëàãàåò ïðèåìëåìûé äëÿ òàêîé ðàáîòû ôîðìàò ïðîåêòà. 
Âèêòîð øóòèò: «ñíà÷àëà ìû ïðîèçâîäèëè íà ñâåò çàìå÷àòåëüíûõ äåòåé, ïîòîì ðåøèëè, 
à ïî÷åìó áû íè äåëàòü âìåñòå èñêóññòâî?». Îíè æèâóò â ñîáñòâåííîì äîìå, â ïîñåëêå 
Àêáóëàê, íà îêðàèíå Àëìàòû, çäåñü çà îêíîì îòêðûâàåòñÿ âèä íà ïîëÿ è íèêàêîé ñóåòû è 
ñóòîëîêè. Ýòî êàê íåëüçÿ ëó÷øå ïðåäðàñïîëàãàåò õóäîæíèêîâ ê êîíñòðóèðîâàíèþ ñâîåãî 
îñîáåííîãî õóäîæåñòâåííîãî ìèðà. Ýòîò ìèð êàòåãîðè÷åñêè îòâåðãàåò âñÿêèé ïàôîñ. 
Îñíîâîé ýòîãî ìèðà ÿâëÿåòñÿ åæåäíåâíàÿ æèçíü àâòîðîâ è èõ íåïîñðåäñòâåííàÿ ðåàêöèÿ 
íà âñå æèçíåííûå ìîìåíòû. Åëåíà è Âèêòîð îòêðîâåííî èãðàþò ñ ýòèì ìèðîì, èñïîëüçóÿ 
äëÿ ýòîãî: æèâîïèñü, ôîòîãðàôèþ, þìîð, êàìåíü, âèäåî, îâîùè ñ îãîðîäà, ðåàêöèþ 
ëþäåé, äà è ìàëî ëè åùå ÷åãî. Íî ïðè âñåé ïåðåìåøàííîñòè òåõíèê è æàíðîâ â ðåçóëüòàòå 
ïîëó÷àþòñÿ ñòèëüíûå ìíîãîñëîéíûå ïðîèçâåäåíèÿ, ïîçâîëÿþùèå îäíèì ëþäÿì çàäóìàòüñÿ 
íàä ñåðüåçíûìè æèçíåííûìè ïðîáëåìàìè, äðóãèì ïðîñòî ïîðàäîâàòüñÿ æèçíè.

Â 1999ã. Âîðîáüåâû ïåðâûìè èç êàçàõñòàíñêèõ õóäîæíèêîâ áûëè ïðèãëàøåíû äëÿ ó÷àñòèÿ 
â 6 Ñòàìáóëüñêîé Áèåííàëå ñîâðåìåííîãî èñêóññòâà. Èõ ïðîåêò «Ïðîùàíèå êëàññèêè 
ñ íàðîäîì» ïðåäñòàâëÿë ñîáîé ñëîæíóþ àêöèþ-ñãîðàíèå îãðîìíûõ âîñêîâûõ ñâå÷åé, 
îòëèòûõ õóäîæíèêàìè â âèäå êëàññè÷åñêèõ ñêóëüïòóð – Âåíåðû, Ãîìåðà, Ëàîêîîíà è ò.ï., 
êîòîðûå çàæèãàëèñü â ñóìåðêàõ íà ëþäíîé ïåøåõîäíîé óëèöå è ïðîâîöèðîâàëè ïðîõîæèõ 
ê òîé èëè èíîé ðåàêöèè.

Âîðîáüåâû âñåãäà è âñå òðàêòóþò ïî-ñâîåìó. Êîãäà â èõ îãîðîäå îñòàëèñü íåäîçðåâøèå 
çåëåíûå ïîìèäîðû, îíè ðåøèëè ïîìåíÿòü èõ êà÷åñòâî, íàêðàñèëè íà íèõ ÷åðíûå ïîëîñû 
è ïîìèäîðû ïðåâðàòèëèñü â àðáóçû íà ôîðìàòíîé ôîòîãðàôèè èç ïðîåòà «ß ïðåäïî÷èòàþ 
àðáóçû». Âî âðåìÿ Ìåæäóíàðîäíîãî ïåðäâèæíîãî âîðêøîïà «Íåøåëêîâûé ïóòü – àçèàòñêèé 
ýêñòðèì» Âîðîáüåâû ïåðåìåùàëè æèòåëåé äàëåêèõ êàçàõñòàíñêèõ ïðîâèíöèé â öåíòðû 
ìèðîâîé êóëüòóðû: Ïàðèæ, Ìîñêâó, Íüþ-Éîðê. Â ýòîì ïðîåêòå «Ôîòîãðàôèÿ íà ïàìÿòü 
èëè «Åñëè ãîðà íå èäåò ê Ìàãîìåòó. . .», ïðîñòûå ëþäè, íèêîãäà íå áûâàâøèå çà ãðàíèöåé 
èìåëè âîçìîæíîñòü ñôîòîãðàôèðîâàòüñÿ íà ôîíå îäíîãî èç òðåõ çàäíèêîâ: Ýéôåëåâîé 
áàøíè, Áàøåí-áëèçíåöîâ, Ìîñêîâñêîãî Êðåìëÿ. Â ïðîñòðàíñòâî ôîòî ïîïàäàëè òàêæå 
÷àñòè ïðîâèíöèàëüíîé ìåñòíîñòè (ñòåïü, ïîëóðàçðóøåííûå äîìà, ðàçáèòûå äîðîãè). 
Êàæäûé æåëàþùèé ñìîã âïîñëåäñòâèè ïîëó÷èòü ñâîå ôîòî ïî ïî÷òå. Ïðîåêò ïîäíèìàë 
î÷åíü ñåðüåçíûå ãóìàíèòàðíûå ïðîáëåìû îïÿòü-æå ñ ïîìîùüþ âåñüìà ïðîñòûõ äåéñòâèé, 
êàê áû èãðàþ÷è.

Îäèí èç ïîñëåäíèõ ïðîåêòîâ «Êàçàõñòàí. Ãîëóáîé ïåðèîä» èññëåäóåò ïðîöåññû, ñâÿçàííûå 
ñ ïåðåõîäîì Êàçàõñòàíà îò ñîâåòñêîé «êðàñíîé» ñèìâîëèêè ê íîâîé «ãîëóáîé». 
Ãîñóäàðñòâåííûé ôëàã Êàçàõñòàíà áèðþçîâî-ãîëóáîé, èíòåðåñíî, ÷òî ýòîò ôàêò ôîðìèðóåò 
â ñîçíàíèè êàçàõñòàíöåâ íîâûå êîëîðèñòè÷åñêèå ñòåðåîòèïû, ãäå ñàìûé ïîïóëÿðíûé öâåò 
èìåííî ýòîãî íåáåñíîãî îòòåíêà. Èì êðàñÿò ñåé÷àñ âñå: çàáîðû, ëîçóíãè, êðûøè, êóïîëà, 
äâåðè è ò.ï. Â ýòîì ïðîåêòå õóäîæíèêè êàê âñåãäà ñòàâÿò ñâîè èðîíè÷íûå âîïðîñû áåç 
òåíè çàèãðûâàíèÿ ñ êîíüþêòóðíûìè êóëüòóðíûìè öåííîñòÿìè.

Þëèÿ  Ñîðîêèíà
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Yelena Vorobyeva & Viktor Vorobyev. Kazakhstan. Blue period. 2002-2005, color photo (more 
than 100 color photo)
Åëåíà Âîðîáüåâà, Âèêòîð Âîðîáüåâ. Êàçàõñòàí. Ãîëóáîé ïåðèîä. Ôîòîèíñòàëëÿöèÿ 
(áîëåå100 öâåòíûõ ôîòîãðàôèé)

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 
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Êàçàõñòàí. Ãîëóáîé ïåðèîä.

«Ñîöèàëüíî-êîëîðèñòè÷åñêèìè» îòíîøåíèÿìè ìû çàèíòåðåñîâàëèñü â 2002 
ãîäó, âî âðåìÿ ïóòåøåñòâèÿ ïî þãó Êàçàõñòàíà. Êàê ó÷àñòíèêè ìåæäóíàðîäíîãî 
ïðîåêòà «Íåøåëêîâûé ïóòü», ìû îáúåçäèëè íåñêîëüêî ïðîâèíöèàëüíûõ 
ãîðîäîâ. Â ãîðîäå Òàðàçå íà îäíîì èç ñòàðûõ àäìèíèñòðàòèâíûõ çäàíèé íàøå 
âíèìàíèå ïðèâëåêëè äåêîðàòèâíûå áàðåëüåôû ñ èçîáðàæåíèåì ãîëóáûõ 
çíàìåí. Ðàíüøå, îíè áûëè êðàñíûìè. Îòêðîâåííàÿ ïåðåêðàñêà ñîâåòñêîãî 
óêðàøåíèÿ áðîñàëàñü â ãëàçà è, êàê íåëüçÿ ëó÷øå, èëëþñòðèðîâàëà ñìåíó 
èñòîðè÷åñêèõ ýïîõ.

Êàíîíèçèðîâàííûå êîììóíèñòàìè ãîññèìâîëû ïîäâåðãëèñü òîòàëüíîé 
«äåñàêðàëèçàöèè». Êðàñíûé öâåò, êàê îñíîâíîé ïðèçíàê «ñîâåòñêîãî» áûë 
âûòåñíåí íà âñåì ïîñòñîâåòñêîì ïðîñòðàíñòâå äðóãèìè ïðèâèëåãèðîâàííûìè 
öâåòàìè.

Êàçàõñòàíñêèé ôëàã, ïîñëå îáúÿâëåíèÿ ðåñïóáëèêîé íåçàâèñèìîñòè, ñòàë 
ãîëóáûì. Âåðíåå, öâåò åãî ìîæíî íàçâàòü ïî-êàçàõñêè - «êîê». Ýòèì ñëîâîì 
îáîçíà÷àþò è ãîëóáîé è çåëåíûé öâåòà. Êðîìå, òîãî, «êîê» - ýòî åùå è íåáî, 
«êîêòåì» - âåñíà, «êîêòåó» - çåëåíåòü è ò.ä.  Ìíîãîçíà÷èòåëüíî ñèìâîëèçèðóÿ 
ìàññó âåùåé - «áîæåñòâåííûå íåáåñà» â òåíãðèàíñòâå, ÿçû÷åñêîå 
ïðàçäíîâàíèå âåñíû «íàóðûç», ãîëóáûå êóïîëà èñëàìñêèõ ìå÷åòåé, 
ìå÷òó î íåäîñòóïíûõ ìîðñêèõ ïðîñòîðàõ, ãîëóáîé öâåò óñòðîèë ìíîãèõ è 
âîøåë â ñîçíàíèå ìàññ, êàê ëó÷øèé, «ïðàâèëüíûé» öâåò. Îí ñòàë ëþáèì 
íàðîäîì, èíà÷å, êàê ìîæíî îáúÿñíèòü ýòî ïîâñåìåñòíîå ïåðåêðàøèâàíèå, 
íàïîìèíàþùóþ íàâÿç÷èâóþ èäåþ. Âîïðîñîâ î êîëîðèñòèêå óæå íå âîçíèêàåò 
- åñëè íóæíî, ÷òî-ëèáî îêðàñèòü, âñåãäà åñòü ãîòîâîå ðåøåíèå – öâåò 
«êîê». Ñåé÷àñ, ýòî ñàìàÿ õîäîâàÿ êðàñêà. Åþ êðàñÿò âñå: çàáîðû, êèîñêè, 
ñòåíû, ñêàìåéêè, ìîãèëüíûå êðåñòû è ò.ä. Ñôåðà ïðèìåíåíèÿ «ãîëóáèçíû» 
øèðîêà, êàê ñàìà æèçíü. Îáúåêòû «ãîëóáîãî ïåðèîäà» íàõîäÿòñÿ âñþäó 
â ñàìûõ ðàçíûõ ìåñòàõ è ñòðàííûõ ñî÷åòàíèÿõ. Ñîçäàåòñÿ îùóùåíèå, ÷òî 
æèâåøü âíóòðè «ïðîåêòà», à Ñòåïü, êàê ãèãàíòñêîå ýêñïîçèöèîííîå ïîëå, 
äåìîíñòðèðóåò íàáîð àðòåôàêòîâ. Èìåííî òàê âîñïðèíèìàþòñÿ òåïåðü 
«êóëüòóðíûå» íàñëîåíèÿ, ÷òî íàêîïèëèñü çäåñü çà âñå âðåìÿ îñâîåíèÿ åå 
÷åëîâåêîì. Ìàòåðèàëèçîâàííàÿ â öâåòå «ãîëóáàÿ ìå÷òà» î «âå÷íîé âåñíå» 
ðàçëèëàñü ïî âñåé òåððèòîðèè Êàçàõñòàíà, äîáàâèâ íàøåé íåÿðêîé ñòåïíîé 
ïðèðîäå îïòèìèñòè÷åñêîãî áëåñêó.

Âîçìîæíî, òàêèì îáðàçîì, ñîöèóì, «òîñêóÿ» î áûëîé öåëîñòíîñòè, ðåàãèðóåò íà 
íåñòàáèëüíîñòü è ïîäâèæíîñòü ñèòóàöèè ïåðåõîäíîãî âðåìåíè. Ñòðåìëåíèå ê 
åäèíåíèþ, ïîäñîçíàòåëüíî, ðåàëèçóåòñÿ â âèäå èäåíòèôèêàöèîííûõ çíàêîâ 
– öâåòîâûõ ìåòîê, îáîçíà÷àþùèõ íå òîëüêî ïðèíàäëåæíîñòü ê êîíêðåòíîìó 
ñîîáùåñòâó, íî è ïðè÷àñòíîñòü ê «áîæåñòâåííîìó», ê âëàñòè.

Ýòî, ñâîåãî ðîäà, îáåðåã, ïðèìåíÿåìûé «íà âñÿêèé ñëó÷àé»…

Åëåíà Âîðîáüåâà
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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

“Ñóïåðìóðàä. Æèòîìèðñêèé ãðàíèò”, 2004, ôîòîêîëëàæ (6 øòóê)
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Åðáîëñûí Ìåëüäèáåêîâ

Åðáîëññûí Ìåëüäèáåêîâ – åäèíñòâåííûé õóäîæíèê Êàçàõñòàíà, 
êîòîðîìó óäàëîñü òî÷íî âîïëîòèòü îáðàç õóäîæíèêà-àçèàòà-
âàðâàðà.

Åðáîëññûí, ïðåäïî÷èòàåò ÷åòêî ïîçèöèîíèðîâàòü ñåáÿ, êàê 
ñîâðåìåííûé êî÷åâíèê, íàñëåäíèê íåîáóçäàííûõ ñòåïíûõ 
ïëåìåí. Ïîýòîìó äëÿ åãî òâîð÷åñòâà õàðàêòåðíû êðàéíÿÿ 
ñòåïåíü äåñàêðàëèçàöèè âñåãî è âñÿ, àêòóàëèçàöèÿ ìèôîëîãèè 
è ëîáîâàÿ æåñòêîñòü ïîäà÷è. Äëÿ äîñòèæåíèÿ ðåçóëüòàòà 
õóäîæíèêó óäàåòñÿ îðãàíè÷íî ñîâìåñòèòü: ãðóáóþ àðõàèêó 
õóäîæåñòâåííûõ æåñòîâ, òàêèõ êàê çàêëàíèå áàðàíà, ñèìóëÿöèÿ 
àçèàòñêîé êàçíè, ðóêîïðèêëàäñòâî; è èçûñêàííîñòü íîâûõ 
ìåäèà – ôîòî, âèäåî, öèôðîâûõ òåõíîëîãèé.

Òåìà èñëàìà ïîäàåòñÿ èì ñ ýòîé æå ïîçèöèè ìèôà î 
íåâîçìîæíîñòè ñâÿòîñòè â ìèðå âàðâàðîâ. Îí ñîçäàåò íåêîå 
âèðòóàëüíîå àçèàòñêîå ãîñóäàðñòâî Ïàñòàí, ãäå ñóùåñòâóþò åãî 
ãåðîè: ïðåñòàðåëàÿ ïàðà â ÷àëìå è ïàðàíäæå èç àìåðèêàíñêîãî 
ôëàãà; ëþäè, ïðîäàþùèåñÿ â ìåøêàõ, êàê ðèñ èëè ìóêà; è 
íàêîíåö îí ñàì, äîáðîâîëüíî èçáèâàåìûé ðóêîé íåèçâåñòíîãî 
ïîä çâóêè ñòðàøíåéøèõ êàçàõñêèõ ðóãàòåëüñòâ.

Ïîñëåäíÿÿ èíñòàëëÿöèÿ èç ýòîé ñåðèè «Ïàñòàí 6» 
äåìîíñòðèðóåò, õàðàêòåðíóþ äëÿ àçèàòñêîãî àóëà, ñàìàííóþ 
(ãëèíà ñ ñîëîìîé) êîìíàòó. Ñòåíû êîìíàòû äåêîðèðîâàíû 
òðàäèöèîííûìè ïîëèâíûìè êåðàìè÷åñêèìè áëþäàìè, öåíòðû 
êîòîðûõ óêðàøåíû: ôîòîãðàôèÿìè Ñàïàðìóðàäà Íèÿçîâà 
(ïðåçèäåíòà Òóðêìåíèñòàíà, êîòîðîãî ó íàñ íàçûâàþò 
Ñóïåðìóðàä); ÿäåðíûìè ðàêåòíûìè óñòàíîâêàìè è ðàäàðàìè, 
çàêðåïëåííûìè íà ñïèíàõ îñëîâ è âåðáëþäîâ; àçèàòîâ ñ 
ïèñòîëåòàìè âî ðòó è ò.ï. Ïåðåä ýòîé ñòåíîé, íà ïîëó, â âèäå 
ìóñóëüìàíñêîãî ìîëèòâåííîãî êîâðèêà, ïîñòåëåíî ñþçàíå 
(òðàäèöèîííûé óçáåêñêèé êîâðèê-îáåðåã, óêðàøåííûé 
ðàñòèòåëüíûì îðíàìåíòîì), ñ èçîáðàæåíèåì àâòîìàòà 
Êàëàøíèêîâà, åãî ðàçîáðàííûõ äåòàëåé ñ óêàçàíèåì íàçâàíèé 
è ïîðÿäêîì ñáîðêè.

Ñàì Åðáîëññûí ãîâîðèò, ÷òî îí ëþáèò ðàáîòàòü ñ ðàçëè÷íûìè 
ìàòåðèàëàìè è ôàêòàìè, ñìåøèâàÿ âñå äëÿ ñîçäàíèÿ ñâîåé 
ìèôîëîãèè. Îí óòâåðæäàåò, ÷òî ñåé÷àñ íàñòóïèëî «âðåìÿ 
Ôàðàîíîâ», òî åñòü ïîëíîâëàñòíûõ ïðàâèòåëåé è âñå 
èäåîëîãè÷åñêèå èíñòèòóòû, è ðåëèãèÿ â òîì ÷èñëå, ïîä÷èíåíû 
íóæäàì ýòîãî âðåìåíè.

Þëèÿ  Ñîðîêèíà

“Ïàñòàí-Óãîë”, 2004 ã., âèäåî, 6 ìèí
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Àëìàòèíñêèé ðàäèêàëüíûé ïåðôîðìàíñ 1990-õ

1. Øàé-Çèÿ. Opening Ñeremony. 1990
2. Ãðóïïà Çåëåíûé òðåóãîëüíèê. Ñîææåíèå. 1991
3. Ðóñòàì Õàëüôèí. Îñåííèå æåñòû ãíåâà. 1996 
4. Êàíàò Èáðàãèìîâ. Neue Kasachische Kunst. 1997 
5. Êàíàò Èáðàãèìîâ. Ïòèöà Êîðàç. 1998
6. Ñåðãåé Ìàñëîâ. Âîñòîê-äåëî òîíêîå.1998
7. Åðáîñûí Ìåëèäèáåêîâ. Àçèàòñêèé ïëåííèê. 1998
8. Ãðóïïà ÷åòûðåõ . Ðàñïåëåíàíèå. 1998
Ïåðôîðìàíñû, îñóùåñòâëåííûå â 1990-å ãîäû õóäîæíèêàìè Àëìàòû, â òî âðåìÿ ñòîëèöû 
Êàçàõñòàíà, îáðàùàëèñü, êàê ïðàâèëî, ê ðàäèêàëüíûì æåñòàì. Èõ öåëüþ áûëà ëîìêà 
ñîâåòñêèõ ïðåäñòàâëåíèé î ëåãèòèìàöèè èñêóññòâà, î ìåñòå è ðîëè õóäîæíèêà â îáùåñòâå, 
î âûñòàâî÷íîé ðåïðåçåíòàöèè. Ñîçäàííûå â ïåðèîä ðàçâàëà Ñîâåòñêîãî Ñîþçà, âñåîáùåãî 
õàîñà è èíôîðìàöèîííîãî âàêóóìà ýòè ðàáîòû ïðîãðàììíî ïîðîæäàëè ñèòóàöèè äåñòðóêöèè, 
ïðîâîêàöèè è ðèñêà, íàðóøåíèÿ ïîâåäåí÷åñêèõ è ìîðàëüíûõ íîðìàòèâîâ. Òàê, èñïûòûâàÿ 
íà ïðî÷íîñòü îñíîâíûå ïàðàìåòðû ôåíîìåíà èñêóññòâà, õóäîæíèêè çàëîæèëè îñíîâû íîâîé 
õóäîæåñòâåííîé ñöåíû. 

Ãðóïïà «Êûçûë Òðàêòîð». ×èìêåíò (Þæíûé Êàçàõñòàí). Ïåðôîðìàíñû 
1999-2003

1. Ìîëäàêóë Íàðûìáåòîâ, Ñìàèë Áàÿëèåâ, Ñàèä Àòàáåêîâ. Èìåþùèå ïðàâî. 1999 
2. Ìîëäàêóë Íàðûìáåòîâ, Àðûñòàí Øàëáàåâ, Âèòàëèé Ñèìàêîâ, Ñàèä Àòàáåêîâ. Ïàìÿòè 
Ìàòèññà. 2000
3. Ìîëäàêóë Íàðûìáåòîâ, Ñìàèë Áàÿëèåâ, Âèòàëèé Ñèìàêîâ, Ñàèä Àòàáåêîâ.Ñåðèÿ ìèíè - 
ïåðôîðìàíñîâ «Ìèôîëîãèè Þãà». 2000 
4. Ñàèä Àòàáåêîâ. Îñòîðîæíî, ïðîòèâîïåõîòíûå ìèíû. 2001
5. Ñìàèë Áàÿëèåâ. Ïòèöà Ñåìóðã. 2002
6. Ñàèä Àòàáåêîâ. Íåîíîâûé ðàé. 2003

Â îòëè÷èå îò àëìàòèíñêèõ õóäîæíèêîâ, êóëüòèâèðîâàâøèõ æåñòû äåñòðóêöèè, ïåðôîðìàíñû 
ãðóïïû «Êûçûë Òðàêòîð», ñëåäîâàëè çàäà÷àì ðåêîíñòðóêöèè. ×èìêåíòñêèå õóäîæíèêè 
îòêðûâàþò äëÿ ñåáÿ ìèð àðõàèêè, äîèñëàìñêîå ïðîøëîå Êàçàõñòàíà, êîòîðîå îíè 
ïðîòèâîïîñòàâëÿþò êëàññèöèçèðóþùåìó îôèöèàëüíîìó èñêóññòâó. Òðàäèöèîííûå 
ýòè÷åñêèå öåííîñòè (íîìàäèçì êàê ñïîñîá ñóùåñòâîâàíèÿ, êîëëåêòèâèçì êàê ñðåäñòâî 
âûæèâàíèÿ, èìïðîâèçàöèÿ êàê ìåòîä òâîð÷åñòâà) ïåðåâîäÿòñÿ èìè â êàòåãîðèè ýñòåòè÷åñêèå 
ïîñðåäñòâîì îáðàùåíèÿ ê ðåàëüíûì áûòîâûì ñöåíàì, ìåñòíûì ìèôîëîãèÿì è ðèòóàëàì, 
èñïîëüçîâàíèÿ òèïè÷íûõ äëÿ ðåãèîíà ìàòåðèàëîâ – êîæè, äåðåâà, âîéëîêà. Ñòðàòåãèÿ 
ãðóïïû – èíòóèòèâíîå ñëåäîâàíèå èäåå ñëèòíîñòè èñêóññòâà è æèçíè, îòðèöàíèå òðàäèöèè 
õóäîæåñòâåííîãî ïðîôåññèîíàëèçìà. 
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Âèäåî Êàðàãàíäà-Ðóäíûé (Ñåâåðíûé Êàçàõñòàí). 2001-2004

1. Àëåêñàíäð Ìàëüãàæäàðîâ Ïîñèäåëêè. 2001
2. Àëêñàíäð Ìàëüãàæäàðîâ. Óòðî. 2002
3. Íàòàøà Äþ. Fight. 2001
4. Íàòàøà Äþ. ß ëþáëþ Íàîìè, Íàîìè ëþáèò ôðóêòû. 2001 
5. Ëàíà Øåäëîâñêàÿ. Ìèðó ìèð. 2001
6. Âàëåðèé Êàëèåâ. Äî äíà. 2001 
7. Âàëåðèé Êàëèåâ. Ïî÷åìó Ëåíèí? 2004
8. Àëëà Ãèðèê è Îêñàíà Øàòàëîâà. ßìà. 2004

Îòëè÷èòåëüíàÿ ÷åðòà íåáîëüøîãî õóäîæåñòâåííîãî ñîîáùåñòâà Ñåâåðíîãî Êàçàõñòàíà – 
÷óâñòâî þìîðà, ìîëîäîñòü àâòîðîâ è èñïîëüçîâàíèå âûñîêèõ òåõíîëîãèé. Îñíîâíîé ìîòèâ 
– «ìàëåíüêèé» ÷åëîâåê, ïîêàçàííûé â áûòîâûõ, íî íåîðäèíàðíûõ ñèòóàöèÿõ. Â èõ ðàáîòàõ 
íåçàòåéëèâûå ñöåíêè, íàáëþäåíèÿ, çàðèñîâêè ñêëàäûâàþòñÿ â îáùóþ õàðàêòåðèñòèêó 
æèçíè ïðîâèíöèàëüíîãî øàõòåðñêîãî ãîðîäà, òèïè÷íîãî äëÿ ñåâåðíûõ îáëàñòåé Êàçàõñòàíà. 
Îòîðâàííîñòü îò áóðíûõ ïîëèòè÷åñêèõ ïðîöåññîâ, ïðîèñõîäÿùèõ â îñíîâíîì, íà Þãå ñòðàíû, 
êîìïåíñèðóåòñÿ ïî÷òè íàðêîòè÷åñêèì ïðèñòðàñòèåì ê ãëîáàëüíûì èíôîðìàöèîííûì ñåòÿì, 
ïðè ñîïîñòàâëåíèè ñ êîíòðàñòèðóþùåé ðåàëüíîñòüþ äàþùèì ïèùó äëÿ ðàçìûøëåíèé. 
Áåçäåíåæüå, áåçðàáîòèöà è ïðîâèíöèàëüíàÿ ñêóêà èùóò âûõîä â ñîçäàíèè èëëþçîðíîãî 
ìèðà è êîíöåïòóàëüíî-ïðèñòàëüíîì âíèìàíèè ê áûòîâûì ìåëî÷àì. 

Âèäåî Àëìàòû-×èìêåíò . 1994-2004

1. Øàé Çèÿ. Àíòèáóòÿ. 1994
2. Ðóñòàì Õàëüôèí è Ðåíàò Êîñàé. Ëàíäøàôòû òåëà. 1999
3. Åðáîñûí Ìåëèäèáåêîâ. Ïîë Ïîò. 2000
4. Çèòòà Ñóëòàíáàåâà è Àáëèêèì Àêìóëëàåâ.Ìåäèà àéòûñ. 2001
5. Ìàêñèì è Âàëåðèé Çàäàðíîâñêèå. Áèîòóàëåò. 2003
6. Àëåêñàíäð Áàêàíîâ è Àííà Ïåòóõîâà. Ìîðîç è ñîëíöå è Ñîåäèíåííûå Øòàòû 
Àìåðèêè.2003
7. Àëåêñàíäð Óãàé è Ðîìàí Ìàñêàëåâ. Ñêîðáÿùèå.2003
8. Àëìàãóëü Ìåíëèáàåâà Àïà. 2003
9. Ñàèä Àòàáåêîâ. Íîåâ êîâ÷åã.2004

Íà Þãå Êàçàõñòàíà âèäåîàðò – äîñòàòî÷íî ðàçâèòûé âèä èñêóññòâà, îáëàäàþùèé 
ìíîãîîáðàçèåì òåìàòèê è ýñòåòè÷åñêèõ ïëàòôîðì. Äîêóìåíòàëèçì, ðîìàíòèçì, èñòîðèçì, 
äåêîðàòèâèçì – íàïðàâëåíèÿ, â êîòîðûõ ðàáîòàþò äîâîëüíî áîëüøîå êîëè÷åñòâî 
õóäîæíèêîâ ñàìûõ ðàçíûõ ãåíåðàöèé. Îäíà èç ñàìûõ ñèëüíûõ òåíäåíöèé õóäîæåñòâåííîãî 
èññëåäîâàíèÿ – ñîöèàëüíàÿ àíòðîïîëîãèÿ, ðàññìàòðèâàþùàÿ íîâîãî ÷åëîâåêà íîâîé 
ñòðàíû ñ ñàìûõ ðàçëè÷íûõ òî÷åê çðåíèÿ ïîñðåäñòâîì èñïîëüçîâàíèÿ ñàìûõ ðàçëè÷íûõ 
õóäîæåñòâåííûõ ÿçûêîâ, ÷òî, â ïðèíöèïå, åñòåñòâåííî äëÿ ñòðàíû, èçâåñòíîé ñâîåé ìíîãî
êîíôåññèîíàëüíîñòüþ, ìíîãîíàöèîíàëüíîñòüþ, ìíîãîóêëàäíîñòüþ è ÿâëÿþùåéñÿ, ïî ñóòè, 
íîâûì ýêñïåðèìåíòàëüíûì ïîëèãîíîì, íà êîòîðîì èñïûòûâàþòñÿ âëèÿíèÿ – è êóëüòóðíûå â 
òîì ÷èñëå - ÑØÀ, Êèòàÿ è Ðîññèè.
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A  C O N T E M P O R A R Y  A R C H I V E

 U Z B E K I S T A N

À Ê Ò Ó À Ë Ü Í Û É  À Ð Õ È Â

Ó Ç Á Å Ê È Ñ Ò À Í

Svetlana Gorshenina
ART OF UZBEKISTAN OF THE 1920 – 1950S:
RELATIVISM IN EVALUATIONS OF RUSSIAN AVANT-GARDE 
ORIENTALIZATION

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 

Boris Chukhovich
VYACHESLAV AKHUNOV

Nigora Akhmedova
ALEXANDER NIKOLAEV

Ñâåòëàíà Ãîðøåíèíà
ÈÑÊÓÑÑÒÂÎ ÓÇÁÅÊÈÑÒÀÍÀ 1920-1950-Õ ÃÎÄÎÂ:
ÐÅËßÒÈÂÈÇÌ Â ÎÖÅÍÊÀÕ ÎÐÈÅÍÒÀËÈÇÀÖÈÈ ÐÓÑÑÊÎÃÎ 
ÀÂÀÍÃÀÐÄÀ

Áîðèñ ×óõîâè÷
ÈÑÊÓÑÑÒÂÎ ÓÇÁÅÊÈÑÒÀÍÀ ÂÒÎÐÎÉ ÏÎËÎÂÈÍÛ ÕÕ 
ÍÀ×ÀËÀ ÕÕI ÂÂ. ÌÅÒÈÑÀÆ ÊÀÊ ÐÅÀËÜÍÀß ÖÅËÜ 
ÓÒÎÏÈ×ÅÑÊÎÃÎ ÏÐÎÅÊÒÀ

Áîðèñ ×óõîâè÷
Âß×ÅÑËÀÂ ÀÕÓÍÎÂ

Íèãîðà Àõìåäîâà
ÀËÅÊÑÀÍÄÐ ÍÈÊÎËÀÅÂ
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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.

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 

Alexander Nikolaev (Usto-Mumin), “Friendship. Love. Eternity”, 1928
Àëåêñàíäð Íèêîëàåâ (Óñòî-Ìóìèí), «Äðóæáà. Ëþáîâü. Âå÷íîñòü»
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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, O. 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 

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.
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Ñâåòëàíà Ãîðøåíèíà.

Èñêóññòâî Óçáåêèñòàíà 1920-1950-õ ãîäîâ:
ðåëÿòèâèçì â îöåíêàõ îðèåíòàëèçàöèè 
ðóññêîãî àâàíãàðäà.

Îáðàùàÿñü ê íàñëåäèþ õóäîæíèêîâ Óçáåêèñòàíà 1920-1950 
ãîäîâ, îäíîçíà÷íî ïîïàäàåøü â ñôåðó êðàéíåãî ðåëÿòèâèçìà, 
ïðåäëàãàþùåãî äèàìåòðàëüíî ïðîòèâîïîëîæíûå îöåíêè ýòîãî 
ÿâëåíèÿ. Êîëîíèàëüíûå õóäîæíèêè? Îðèåíòàëèñòû – èñêàòåëè 
ýêçîòèêè? Àâàíãàðäèñòû, ïåðåñòàèâàþùèå ìèð ïî çàêîíàì 
èñêóññòâà? Ïðîïàãàíäèñòû íàðîæäàþùåãîñÿ ñîöðåàëèçìà? 
«Ïðèõâîñòíè áóðæóàçíîé êóëüòóðû» è ôîðìàëèñòû? Ãåðîè èëè 
æåðòâû ðåæèìà? Îñòàâëÿÿ â ñòîðîíå íàñëåäèå õóäîæåñòâåííîé 
êðèòèêè, êîíñòàíòíî îòðàæàâøåé ãîñïîäñòâóþùóþ èäåîëîãèþ, 
ïîïûòàåìñÿ ïðîàíàëèçèðîâàòü äàííûé ôåíîìåí, îòòàëêèâàÿñü 
îò íåêîòîðûõ èç ïðåäëîæåííûõ ïîñûëîê.

Êîëîíèàëüíûå õóäîæíèêè.

Ïîñëå ðåâîëþöèè ôîðìóëà Ðîññèÿ-ìåòðîïîëèÿ – Òóðêåñòàí-
êîëîíèÿ, ïðîèçâîäíàÿ êëàññè÷åñêîé ñõåìû åâðîïåéñêîãî 
èìïåðèàëèçìà, îáùåïðèíÿòàÿ êàê â Åâðîïå, òàê è â Ðîññèè, 
íåñìîòðÿ íà îñîáåííîñòè ðóññêîé èìïåðñêîé äîêòðèíû, 

ìóññèðîâàâøåé ñ íà÷àëà ÕÕ âåêà èäåþ íå çàâîåâàíèÿ, à 
âîçâðàùåíèÿ ê ïåðâîèñòîêàì, òðàíñôîðìèðóåòñÿ â 1920-å 
ãîäû  â ìèôîëîãåìó äâóõ óðîâíåé. Óñèëèÿìè èñòîðèêîâ (Ì. 
Í. Ïîêðîâñêèé, Ï. Ã. Ãàëóçî) äîðåâîëþöèîííàÿ Ðîññèÿ â 
ñîîòâåòñòâèè ñ ðàííåé áîëüøåâèñòñêîé äîêòðèíîé âèäèòñÿ 
òîëüêî êàê «òþðüìà íàðîäîâ», à Òóðêåñòàí êàê «êîëîíèÿ 
ðóññêîãî èìïåðèàëèçìà». Â òî âðåìÿ êàê ïåðèîä ïîñëå 
1917 ãîäà âîñïðèíèìàåòñÿ êàê ýïîõà, îçíàìåíîâàííàÿ 
äîáðîâîëüíûì ñîþçîì îñâîáîæäåííûõ íàðîäîâ, ãîòîâÿùèõ 
ìèðîâóþ ðåâîëþöèþ. 1930-å ãîäû ïðèâíåñëè èíîå ïðî÷òåíèå 
èìïåðèàëèñòè÷åñêîé ôîðìóëû: èäåÿ êîëîíèàëüíûõ çàõâàòîâ 
áåñïîâîðîòíî èñ÷åçàåò èç ëåêñèêîíà èñòîðèêîâ, åé íà ñìåíó 
ïðèõîäèò èäåÿ î «ìèðíîì ïðèñîåäèíåíèè íàðîäîâ Ñðåäíåé 
Àçèè ê Ðîññèè», ïåðåñòðîåííîé ê ýòîìó âðåìåíè â ðåñïóáëèêè 
ïî íàöèîíàëüíî-òåððèòîðèàëüíîìó ïðèíöèïó (1924-1936 
ãã.). È ïðîãðàììíàÿ óñòàíîâêà íà ñòðîèòåëüñòâî ñîöèàëèçìà 
â «îòäåëüíî âçÿòîé ñòðàíå». Ïîäîáíîå âíåêîëîíèàëüíîå 
ïðî÷òåíèå èñòîðèè Òóðêåñòàíà îäíîçíà÷íî èñêëþ÷àëî îöåíêó 
ïåðâîãî ïîêîëåíèÿ ñîâåòñêèõ õóäîæíèêîâ Óçáåêèñòàíà êàê 
êîëîíèàëüíûõ. Âìåñòå ñ òåì, çà èñêëþ÷åíèåì Ó. Òàíñûêáàåâà 
è Á. Íóðàëè, îíè âñå ôîðìàëüíî ïðèíàäëåæàëè, èñïîëüçóÿ 
òåðìèí ýïîõè, ê «âåëèêîðîññàì». Ðîäèâøèñü â Òóðêåñòàíå 
èëè ïðèåõàâ ñþäà ïî ñîáñòâåííîé âîëå, ìàíäàòó ÒóðÖÈÊà äëÿ 
«ðàçâèòèÿ êóëüòóðû è èñêóññòâà», â ðàìêàõ àäìèíèñòðàòèâíîãî 
íàêàçàíèÿ èëè ñ öåëüþ èçáåæàòü òàêîâîãî, îíè, âíå âñÿêîãî 
ñîìíåíèÿ, ÷óâñòâîâàëè ñåáÿ íîñèòåëÿìè áîëåå âûñîêîé 
êóëüòóðû, êîòîðóþ íåîáõîäèìî áûëî äîíåñòè äî «òóçåìöåâ», 
óòðàòèâøèõ ïðèíöèïû èçîáðàçèòåëüíîãî èñêóññòâà. 
Ñîîòíîøåíèå äîìèíèðóþùèé - ïîä÷èíåííûé, õàðàêòåðíîå 
äëÿ ñèñòåìû ìåòðîïîëèÿ-êîëîíèÿ, ñîõðàíÿëîñü â ðàìêàõ 
ðóñèôèêàöèè è ñîâåòèçàöèè ñîçíàíèÿ è ôîðì îáó÷åíèÿ 
ìåñòíîãî íàñåëåíèÿ âîñòî÷íûõ îêðàèí.

Ïîìèìî ýòîãî, ðàñïðåäåëåíèå õóäîæåñòâåííûõ ñèë íà 
«ñîâåòñêîì Âîñòîêå» òàêæå óêëàäûâàëîñü â êîëîíèàëüíóþ 
öåíòðîñòðåìèòåëüíóþ ñõåìó: Òàøêåíò, ñòîëèöà òóðêåñòàíñêîãî 
ãåíåðàë-ãóáåðíàòîðñòâà, åùå äîëãî ñîõðàíÿë çà ñîáîé ðîëü 
îñíîâíîãî öåíòðà ñðåäíåàçèàòñêîé õóäîæåñòâåííîé æèçíè.

Îðèåíòàëèñòû – èñêàòåëè ýêçîòèêè.

Ïî ñðàâíåíèþ ñ ïåðâûìè ïîêîëåíèÿìè ðóññêèõ õóäîæíèêîâ, 
ñâÿçàííûõ ñ Òóðêåñòàíîì 1860-1910 ãîäîâ, êîãäà ñîñòîÿëîñü 
ïîäëèííîå îòêðûòèå Ñðåäíåé Àçèè Ðîññèåé è Åâðîïîé, 
õóäîæíèêè ïîñëåðåâîëþöèîííûõ äåñÿòèëåòèé èçíà÷àëüíî 
íå áûëè èñêàòåëÿìè ýêçîòèêè â ñîáñòâåííîì ñìûñëå 
ñëîâà. Ïîëó÷åííîå íàñëåäèå - è â âèäå ýòíîãðàôè÷åñêè-
áûòîïèñàòåëüñêèõ ðàáîò, è â ôîðìå ïîëèòèçèðîâàííûõ 
èëëþñòðàöèé ðîññèéñêîãî çàâîåâàíèÿ – íå âäîõíîâëÿëî ê 
ïîäîáíûì ïîèñêàì ïî ïðè÷èíå áëåêëîñòè óæå ñîçäàííîãî 
îáðàçà Òóðêåñòàíà è ðàäèêàëüíîãî èçìåíåíèÿ âèäåíèÿ 
ïîëèòè÷åñêîé èñòîðèè. Ïîìèìî ýòîãî, ñòåðæíåì ýïîõè áûëè 
íå ðîìàíòè÷åñêèå èíòåðïðåòàöèè îòäàëåííîãî â êóëüòóðíîì 
îòíîøåíèè ìèðà è íå êóëüòèâèðîâàíèå òðàäèöèé âîñòî÷íîãî 

Alexander Volkov, “Caravan”, 1920 s.
Àëåêñàíäð Âîëêîâ, «Êàðàâàí», 1920-å ãîäû.
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èñêóññòâà (òî åñòü,  ïî ñóòè – ñîçäàíèå êëàññè÷åñêîé 
îðèåíòàëèñòñêîé äèõîòîìèè Çàïàäà è Âîñòîêà, ìèðà ñâîåãî 
è ÷óæîãî), à ñîçäàíèå íîâîãî ìèðà ñîãëàñíî ëåêàëàì 
áîëüøåâèñòñêîé óòîïèè ïðè àêòèâíîì ó÷àñòèè íîâîãî 
èñêóññòâà. Ýòíîãðàôè÷åñêèé «ïàöèôèçì» ÕIÕ âåêà óñòóïèë 
ìåñòî âîèíñòâóþùåìó àâàíãàðäó.

Àâàíãàðäèñòû.

Óçáåêèñòàíñêèå õóäîæíèêè 1920-1930-õ ãîäîâ, ïðèåõàâøèå â 
Ñðåäíþþ Àçèþ èç Ìîñêâû, Ëåíèíãðàäà, Êèåâà è Ñèáèðè, áûëè 
àâàíãàðäèñòàìè «âòîðîãî ïðèçûâà», êîòîðûå, áóäó÷è åùå 
ñòóäåíòàìè, Ïðîøëè èñêóñ ðàçíîîáðàçíûõ ôîðìàëèñòè÷åñêèõ 
óâëå÷åíèé îò Ìàëåâè÷à äî Êîí÷àëîâñêîãî. Íå áóäó÷è 
ïîñòàâëåíû ïåðåä íåîáõîäèìîñòüþ ðàçðûâà ñ ïðåäûäóùèì 
îïûòîì ìèðîâîé æèâîïèñè (ýòî óæå áûëî ñäåëàíî èõ ìýòðàìè) 
è îêàçàâøèñü â ñèòóàöèè îòñóòñòâèÿ èçîáðàçèòåëüíîãî 
èñêóññòâà íà ìóñóëüìàíñêîé îêðàèíå èìïåðèè îíè, ÷óâñòâóÿ 
ñåáÿ êóëüòóðòðåãåðàìè, èçáðàëè íå ïóòü áåñïðåäìåòíè÷åñòâà, 
íî îòäàëè ïðåäïî÷òåíèå óçíàâàåìîìó èçîáðàæåíèþ ìèðà. 
Ïîäðàñòåðÿâ ïåðâîíà÷àëüíûé ðàäèêàëèçì ðóññêîãî àâàíãàðäà 
â óñëîâèÿõ ñâîåîáðàçíîé ýêçîòèêè òóðêåñòàíñêîãî Âîñòîêà, 
õóäîæíèêè èçáðàëè âàæíåéøèì ïðèîðèòåòîì ñîçäàíèå 
íîâîé, áèïîëÿðíîé õóäîæåñòâåííîé ñèñòåìû, ó÷èòûâàþùåé 
ôóíêöèîíèðîâàíèå àâàíãàðäíîãî èñêóññòâà â âîñòî÷íîì 
êîíòåêñòå, ïðåäëàãàâøåì «îðèåíòàëüíûé» àíòóðàæ è 
ñâîåîáðàçíûå òðàäèöèè òðàäèöèîííî-äåêîðàòèâíîãî 
èñêóññòâà.

Ðàçâèòèå ñðåäíåàçèàòñêîãî àâàíãàðäà, ïîøåäøåãî ïî ïóòè 
îðèåíòàëèçàöèè, ïðîòåêàëî â äâóõ îñíîâíûõ íàïðàâëåíèÿõ, 
íåñìîòðÿ íà íàëè÷èå ìíîãî÷èñëåííûõ, íåðåäêî îïïîçèöèîííûõ 
ïî ïðèíöèïàì, õóäîæåñòâåííûõ ãðóïïèðîâîê (â ÷àñòíîñòè, 
âçàèìîèñêëþ÷àþùèå ÀÕÐÐ è «Ìàñòåðà Íîâîãî Âîñòîêà»). À. 
Âîëêîâ, Í. Êàøèíà, È. Ìàçåëü, Â. Óôèìöåâ, Í. Êàðàõàí è äð. 
ïðîáîâàëè ñ ïîìîùüþ èçîáðàçèòåëüíûõ ïðèíöèïîâ, ðîæäåííûõ 
íîâåéøèì ðóññêî-åâðîïåéñêèì èñêóññòâîì (êîíñòðóêòèâèçì, 
äåêîðàòèâèçì è ïðèìèòèâèçì) ñîçäàòü íîâûå èíòåðïðåòàöèè 
âîñòî÷íîãî ìàòåðèàëà. À. Íèêîëàåâ (Óñòî-Ìóìèí), À. Èñóïîâ, 
Î. Ìèçãèðåâà è Á. Íóðàëè ïûòàëèñü ñèíòåçèðîâàòü ïðèåìû 
âîñòî÷íîé æèâîïèñè, ïðåèìóùåñòâåííî ìèíèàòþðû, ñ 
øèðîêî ïîíèìàåìîé åâðîïåéñêîé òðàäèöèåé, âêëþ÷àþùåé 
â ñåáÿ èñêóññòâî ðóññêîé èêîíû, èòàëüÿíñêîãî Ðåíåññàíñà è 
åâðîïåéñêîãî àâàíãàðäà ÕÕ âåêà.

Ïðîïàãàíäèñòû íàðîæäàþùåãîñÿ ñîöðåàëèçìà.

Ðóññêèé àâàíãàðä, ïðåòåíäóþùèé èçìåíèòü îñíîâû ìèðà, 
èìïîðòèðóÿ ðåâîëþöèþ íà âîñòî÷íûå îêðàèíû ñîâåòñêîé 
èìïåðèè, íå ìîã óñòîÿòü ïåðåä ñîáëàçíîì íå òîëüêî 
âîñïðîèçâåäåíèÿ æåëàåìûõ òðàíñôîðìàöèé Âîñòîêà, íî 
è àêòèâíîãî ó÷àñòèÿ âî âñåõ ïîëèòè÷åñêèõ àêöèÿõ íîâîé 
âëàñòè. Ñîõðàíÿÿ âîñòî÷íûé àíòóðàæ “ìåñòà äåéñòâèÿ”, òî 
åñòü àðõèòåêòóðíîå îáðàìëåíèå, ïåéçàæè, òðàäèöèîííûå 
êîñòþìû è ýòíè÷åñêèå òèïû, ñ îäíîé ñòîðîíû, è ïîä÷åðêíóòî 

äåêîðàòèâíûé õàðàêòåð æèâîïèñè ñ äðóãîé, ñðåäíåàçèàòñêèå 
îðèåíòàëèñòû èçìåíèëè “äåéñòâèå”, ñêîíöåíòðèðîâøèñü íà 
èçîáðàæåíèè “íîâîé æèçíè Ñîâåòñêîãî Âîñòîêà”, ãäå îíè 
ñàìè áûëè óæå àêòèâíûìè äåéñòâóþùèì ëèöàìè.

Â ðåçóëüòàòå ÷åãî, ïðàêòè÷åñêè íåçàìåòíî äëÿ ñàìèõ ñåáÿ 
àâàíãàðäèñòû âñå áîëåå è áîëåå “îðèåíòàëèçèðóÿñü”, 
ïðåâðàòèëèñü â ñîöðåàëèñòîâ. Ïåðåõîä áûë îòíîñèòåëüíî 
áåçáîëåçíåí, èáî è àâàíãàðä è ñîöðåàëèçì òâîðèëè ïîä çíàêîì 
óòîïèè: äëÿ ïåðâûõ ýòî áûëî òðàíñöåíäåíòíîå ïðåîáðàçîâàíèå 
“ìèðà âîîáùå”, äëÿ âòîðûõ – îòîáðàæåíèå êîíå÷íîãî, 
åùå íå ñóùåñòâóþùåãî, ðåçóëüòàòà òîëüêî â÷åðà íà÷àòûõ 
êîììóíèñòè÷åñêèõ ïðåîáðàçîâàíèé. Ñ èíñòèòóöèîíàëüíîé 
òî÷êè çðåíèÿ, íà ñìåíó õóäîæåñòâåííûì ãðóïïèðîâêàì 
ïðèõîäÿò öåíòðàëèçèðîâàííûå, ñ ÷åòêî îïðåäåëåííûìè 
óñòàâàìè, Ñîþçû ïèñàòåëåé è õóäîæíèêîâ (1934-1957 ãã.) è 
Àêàäåìèÿ õóäîæåñòâ (1947).

Alexander Volkov, “Going of brigade out to field”, 1930 s.
Àëåêñàíäð Âîëêîâ, «Âûõîä áðèãàäû â ïîëå», 1930-å ãîäû.
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Pavel Benkov, “Proclamation of the 
Uzbek Soviet Socialist Republic” end of 
1920 s.
Ïàâåë Áåíüêîâ, «Ïðîâîçãëàøåíèå 
ÓçÑÑÐ» Êîíåö 1920-õ ãîäîâ.

«Áóðæóàçíûå» ôîðìàëèñòû.

Ñòàëèíèçàöèÿ ñîâåòñêîé êóëüòóðû (êîíåö 1920-1940-å 
ãã.) ïî-ðàçíîìó îòðàçèëàñü â òâîð÷åñòâå ïðåäñòàâèòåëåé 
ñðåäíåàçèàòñêîãî àâàíãàðäà, íåêîòîðûå èç êîòîðûõ 
îêàçàëèñü ðåïðåññèðîâàííûìè â õîäå ñòàëèíñêèõ ÷èñòîê 
êîíöà 30-õ ãîäîâ (Ì. Êóðçèí, À. Íèêîëàåâ è äð.). Îäíàêî 
áîëüøèíñòâî áåçðîïîòíî ïåðåøëî ê ñòåðåîòèïíûì ïðèíöèïàì 
ñîöèàëèñòè÷åñêîãî ðåàëèçìà, èçáåãàÿ áûòü îáúÿâëåííûìè 
«ôîðìàëèñòàìè». È ëèøü îòäåëüíûå õóäîæíèêè â ïîèñêàõ 
íîâûõ “ñîöèàëèñòè÷åñêèõ” òåì ñòàëè ðàçðàáàòûâàòü èíóþ 
èçîáðàçèòåëüíóþ ñòèëèñòèêó, áëèçêóþ ïîèñêàì ìåêñèêàíñêèõ 
ìîíóìåíòàëèñòîâ êðóãà Ä. Ðèâåðû (À. Âîëêîâ, Í. Êàðàõàí 
è äð.). Ïðè ýòîì îôèöèàëüíàÿ ýñòåòè÷åñêàÿ äîêòðèíà 
“íàðîäíîñòè” è “èñêóññòâà íàöèîíàëüíîãî ïî ôîðìå è 
ñîöèàëèñòè÷åñêîãî ïî ñîäåðæàíèþ”, ðàçâèâàâøàÿñÿ âêóïå ñ 
áàçîâîé èäååé ñîâåòñêîé ïðîïàãàíäû î âåëèêîì èñòîðè÷åñêîì 
ïðîøëîì ñðåäíåàçèàòñêèõ íàðîäîâ (ñ íà÷àëà 1940-õ ãîäîâ), 
ñïîñîáñòâîâàëà ïîääåðæêå èíòåðåñà ê ôîëüêëîðíîé ñòîðîíå 
íàðîäíîãî èñêóññòâà è ñëåäîâàòåëüíî ê åãî îðèåíòàëèñòñêèì 
èíòåðïðåòàöèÿì. Îðèåíòàëèçì, õîòü è ñ îãîâîðêàìè, ïîëó÷èë 

âîçìîæíîñòü ðàçâèòèÿ âíóòðè ñîöèàëèñòè÷åñêîãî ðåàëèçìà 
è äëÿ óçáåêñêèõ õóäîæíèêîâ, ñðåäè êîòîðûõ ê ýòîìó âðåìåíè 
óæå ïîÿâèëèñü íàöèîíàëüíûå êàäðû (×. Àõðàðîâ), ïî ñóòè, 
ñòàë åäèíñòâåííî âîçìîæíûì ïóòåì ñàìîâûðàæåíèÿ.

Òàêèì îáðàçîì, êðàéíèé ðåëÿòèâèçì àíàëèçà èñêóññòâà 
Óçáåêèñòàíà 1920-1950 ãã. îòðàæàåò ñëîæíîñòü ýòîãî 
ÿâëåíèÿ, âïèñûâàþùåãîñÿ â ïîíÿòèå îðèåíòàëèçìà, â êîòîðîì 
êàæäûé èç ïðèâåäåííûõ âûøå àñïåêòîâ ðåêîíñòðóèðóåò â 
äèàëåêòè÷åñêîé ïîñëåäîâàòåëüíîñòè ýòàïû îðèåíòàëèçàöèè 
ðóññêî-ñîâåòñêîãî èñêóññòâà, ïðåòåíäîâàâøåãî ñëóæèòü, è â 
îïðåäåëåííîé ìåðå ñëóæèâøåãî, ïðîâîäíèêîì åâðîïåéñêîé 
êóëüòóðû â ñðåäíåàçèàòñêîì ìèðå.
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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. 

Djavlon Umarbekov. Homo sapiens. 1979-80, canvas, oil
Äæàâëîí Óìàðáåêîâ. ×åëîâåê ðàçóìíûé. 1979-80, õîëñò, ìàñëî

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).
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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.
Áàõîäûð Äæàëàëîâ, «Ïîä ñâîäîì âå÷íîñòè», ôðàãìåíò ôðåñêè 
â Ìóçåå èñòîðèè Óçáåêèñòàíà, 1995, 1100 õ 1100. Ýñêèç ôðåñêè 
óòâåðæäåí íà çàñåäàíèè ñïåöèàëüíîé êîìèññèè Àêàäåìèè íàóê 
Óçáåêèñòàíà â ôåâðàëå 1995 ãîäà. Â 2002 ãîäó Ôðåñêà áûëà 
óíè÷òîæåíà ïî ïîñòàíîâëåíèþ Àêàäåìèè íàóê.

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 naïve, 
but, nonetheless, as imperious orientalistic clichés 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 décor, 
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 

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
Ñåðãåé Àëèáåêîâ, «Óõîäÿùèé ñàäîâíèê», 1993, õîëñò, ìàñëî, 50 õ 70
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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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Áîðèñ ×óõîâè÷

Èñêóññòâî Óçáåêèñòàíà âòîðîé ïîëîâèíû ÕÕ 
íà÷àëà ÕÕI ââ. Ìåòèñàæ êàê ðåàëüíàÿ öåëü 
óòîïè÷åñêîãî ïðîåêòà

Ìàòðèöà âñåîáùåãî îáúåäèíåíèÿ, çàëîæåííàÿ áîëüøåâèêàìè 
â ïðîåêò «íîâîãî Âîñòîêà», ïîðîäèëà â 1960-å ãîäû íåìàëî 
ôåíîìåíîâ õóäîæåñòâåííîãî ìåòèñàæà, âûðàæàâøåìñÿ â 
ñêðåùèâàíèè ðàçëè÷íûõ ýñòåòè÷åñêèõ «èíãðåäèåíòîâ», â 
êîòîðîì ïîñëåäíèå íå ïåðåìåøèâàëèñü äî íåóçíàâàåìîñòè, íî 
ñîõðàíÿëè ñâîþ àâòîíîìíîñòü è ñîáñòâåííûé ñïåöèôè÷åñêèé 
«âêóñ». Òàê, íàèáîëåå èçâåñòíîå ïðîèçâåäåíèå óçáåêñêîé 
àðõèòåêòóðû ýòîãî âðåìåíè – Ïàíîðàìíûé êèíîòåàòð 
àðõèòåêòîðà Ñåðãî Ñóòÿãèíà – áûëî ñîåäèíåíèåì äâóõ 
îáúåìîâ: ïðîçðà÷íîãî ôîéå â ìèíèìàëèñòñêîì ñòèëå 
Áàóõàóçà è ãëóõîãî îáúåìà çàëà, âûïîëíåííîãî â ôîðìå ñðåçà 
äîðè÷åñêîé êîëîííû. Èõ âðàñòàíèå äðóã â äðóãà íåðåäêî 
êîììåíòèðîâàëîñü êàê âçàèìîïðîíèêíîâåíèå «îòêðûòîãî 
çàïàäíîãî» è «çàêðûòîãî âîñòî÷íîãî» íà÷àëà. Íå ìåíåå 
åìêèì ñèìâîëîì ìåòèñàæà ñòàë ãðàäîñòðîèòåëüíûé ïðîåêò 
öåíòðà Òàøêåíòà, îáúåäèíÿþùèé âîêðóã öåíòðàëüíîãî ïàðêà, 
íàïîìèíàþùåãî óòîïè÷åñêèå ãîðîäà-ñàäû íà÷àëà ÕÕ âåêà, äâå 
÷àñòè: ðåãóëÿðíóþ «åâðîïåéñêóþ» è æèâîïèñíî «âîñòî÷íóþ». 
Ïðåòåíäóÿ íà óíèâåðñàëüíîñòü, ïîäîáíàÿ ñòðóêòóðà áûëà 
îòêðûòà äëÿ èíîêóëüòóðíûõ èíúåêöèé. Ñêàæåì, íà öåíòðàëüíîé 
ïëîùàäè àðõèòåêòîðû îòñòðîèëè â 1970-å ãîäû àíñàìáëü, 
âîñïðîèçâîäÿùèé áðàçèëüñêóþ óòîïèþ Îñêàðà Íèìåéåðà. 

Ïîêîëåíèå õóäîæíèêîâ Óçáåêèñòàíà 1970-õ ãîäîâ – Áàõàäûð 
Äæàëàëîâ, Äæàâëîí Óìàðáåêîâ, Ãàéðàò Áàéìàòîâ, ïîçæå 
Âÿ÷åñëàâ Àõóíîâ, Ñåðãåé Àëèáåêîâ, Àëåêñàíäð Ðàçèí 
– äåìîíñòðèðóåò ñïîñîáíîñòü ïîäîáíî êýðîëîâñêîé Àëèñå 
ñâîáîäíî ïåðåìåùàòüñÿ ïî îáå ñòîðîíû îðèåíòàëèñòñêî-
åâðîïåèñòñêîãî çåðêàëà. Íåîäíîðîäíîñòü è ìóòàöèè èõ 
èäåíòè÷íîñòè îò÷åòëèâî âûðàæàþòñÿ íà ïëàñòè÷åñêîì óðîâíå. 
Ïîêàçàòåëüíûì, íàïðèìåð, ÿâëÿåòñÿ ñòðåìëåíèå ñîåäèíèòü â 
îäíîì ïðîèçâåäåíèè ðàäèêàëüíûé ôèãóðàòèâèçì, âîñõîäÿùèé 
ê êëàññèêå ÕVII âåêà, è àáñòðàêòíóþ æèâîïèñü, àññîöèèðóåìóþ 
òî ñ «àêàäåìè÷åñêèì àâàíãàðäîì» Çàïàäà, òî ñ ãåîìåòðè÷åñêèì 
èñêóññòâîì èñëàìñêîãî ìèðà. Ðàñïëûâ÷àòîñòü è ãèáêîñòü 
àññîöèàöèé äåëàåò âîçìîæíûì óïîòðåáëåíèå ýòîãî ïðèíöèïà 
êàçàëîñü áû ñîâåðøåííî ðàçëè÷íûìè õóäîæíèêàìè: ñêàæåì, 
Áàõàäûðîì Äæàëàëîâûì, ñîçäàâøèì íåìàëî ïðîèçâåäåíèé 
àíãàæèðîâàííûõ óçáåêñêîé âëàñòüþ, è Âÿ÷åñëàâîì Àõóíîâûì, 
ñòîëü æå ñòàáèëüíî îñòàâàâøèìñÿ â îïïîçèöèè îôèöèàëüíûì 
õóäîæåñòâåííûì èíñòèòóòàì.

Âÿ÷åñëàâ Àõóíîâ, «Êëåòêà äëÿ âîæäåé», ready-made. Â 2001 ãîäó 
èíñòàëëÿöèÿ áûëà çàïðåùåíà ê ïîêàçó â ðàìêàõ Òàøêåíòñêîãî 
áèåííàëå.
Vyacheslav Ahunov, “Cell for leaders”, ready-made. In 2002 the instal-
lation was forbidden for demonstration in the frames of the Tashkent 
biennale.

Îôèöèàëüíîå èñêóññòâî è ÿâëåíèå àíäåãðàóíäà.

Îòíîñèòåëüíàÿ ìÿãêîñòü îôèöèàëüíûõ ýñòåòè÷åñêèõ 
óñòàíîâîê íà ïåðèôåðèè ñîâåòñêîãî ãîñóäàðñòâà îñòàâëÿëà 
íåêîòîðîå ïðîñòðàíñòâî äëÿ ôîðìàëüíûõ ýêñïåðèìåíòîâ. 
Òå, êòî íå æåëàëè ñëåäîâàòü â ôàðâàòåðå ñîöèàëèñòè÷åñêîãî 
ðåàëèçìà, èìåëè âîçìîæíîñòü îòêëîíèòüñÿ ê àáñòðàêòíîé 
æèâîïèñè (Þðèé Òàëäûêèí, Âëàäèìèð Áóðìàêèí) èëè, ñêàæåì, 
ê ãèïåððåàëèçìó (Ãàððè Çèëüáåðìàí), ëèøü áû ýòè îòêëîíåíèÿ 
íå áûëè íàðî÷èòî íàïðàâëåíû ïðîòèâ ñîâåòñêîé èäåîëîãèè.



104
A

rt
 f

ro
m

 C
e

n
tr

a
l 

A
s

ia
. 

A
 C

o
n

te
m

p
o

ra
ry

 A
rh

c
h

iv
e

Íàðÿäó ñ ñîöèàëèñòè÷åñêèì ðåàëèçìîì è êàê áû â åãî ðàìêàõ â 
ðåñïóáëèêå ïîÿâëÿåòñÿ åùå îäèí âèä îôèöèàëüíîãî èñêóññòâà, 
àêòèâíî ïîääåðæèâàåìûé ìåñòíîé ïîëèòè÷åñêîé ýëèòîé. 
Ðå÷ü èäåò î «íàöèîíàëüíîì ðîìàíòèçìå», â öåíòðå êîòîðîãî 
îñòàâàëàñü ôèãóðàòèâíàÿ æèâîïèñü, óñëîæíåííàÿ ìíîæåñòâîì 
ïëàíîâ è ïåðñïåêòèâíûõ ïîñòðîåíèé. Åå ñîäåðæàòåëüíûì 
ñòåðæíåì áûë êóëüò ñðåäíåàçèàòñêîé äðåâíîñòè è àêöåíò 
íà òåìå êîðíåé è èñòîêîâ ñðåäíåàçèàòñêèõ íàðîäîâ. Òàêèì 
îáðàçîì, àíäåãðàóíä â Óçáåêèñòàíå äîëæåí áûë ïðîòèâîñòîÿòü 
ñðàçó äâóì ïðîòèâîáîðñòâóþùèì îôèöèàëüíûì äîêòðèíàì.

Àíäåãðàóíä ïðåäïî÷åë «ïàðàëëåëüíîå èñêóññòâî», 
ïîñòðîåííîå íà ñàìîðåôåðåíöèÿõ è ïåðåæèâàíèè ñîçâó÷íûõ 
åìó õóäîæåñòâåííûõ ÿâëåíèé, ïîïàäàâøèõ â Óçáåêèñòàí èç 
«âíåøíåãî ìèðà» îêîëüíûìè ïóòÿìè. Ìîæåò áûòü, íàèáîëåå 
îðèãèíàëüíîé è óêîðåíåííîé â åãî èíòåëëåêòóàëüíîì êîíòåêñòå 
áûëà ãðóïïà ôåðãàíñêèõ õóäîæíèêîâ, ïîðîäèâøàÿ ðîäñòâåííûå 
õóäîæåñòâåííûå ôåíîìåíû è òåêñòû, ñâèäåòåëüñòâóþùèå 
íå òîëüêî îá îáùåì èíòåðåñå ãðóïïû ê «êëàññè÷åñêîìó 
Âîñòîêó», íî è îá îñîáîé ðîëè, êîòîðóþ èãðàþò â èõ äóõîâíîì 
ìèðå íåêîòîðûå åâðîïåéñêèå àâòîðû, ÷üå òâîð÷åñòâî 
íàïîëíåíî òåìàìè áðîäÿæíè÷åñòâà è èçãíàíèÿ. Â ÷àñòíîñòè, 
«ìëàäîôåðãàíöû» âäîõíîâëÿþòñÿ èòàëüÿíñêèì ãåðìåòèçìîì è 
ñðåäèçåìíîìîðñêîé ïîýçèåé âîîáùå, «ìèíóÿ (ïî âûðàæåíèþ 
îäíîãî èç ëèäåðîâ ýòîé øêîëû - Á×) ðóññêóþ ëèòåðàòóðó». 
Ñîîòâåòñòâåííî è ðàáîòû ôåðãàíñêèõ õóäîæíèêîâ íàñûùåíû 
ïëîòíûì ñëîåì èíòåðòåêñòóàëüíûõ è èíòåðâèçóàëüíûõ öèòàò, 
êîòîðûå ïðèáëèæàþò ê èíòåëëåêòóàëüíîìó ïîñòìîäåðíèçìó 
èõ òðàäèöèîííî ñèìâîëè÷åñêóþ è ïðèõîòëèâî ïðîðàáîòàííóþ 
æèâîïèñü (Ãðèãîðèé Êîýëåò, Ñåðãåé Àëèáåêîâ, Âÿ÷åñëàâ 
Óñåèíîâ).

Èñêóññòâî Óçáåêèñòàíà ñåãîäíÿ.

Îôèöèàëüíîå èñêóññòâî. Â óñëîâèÿõ âîçâðàòà ê òîòàëèòàðíîé 
ïîëèòè÷åñêîé ñèñòåìå óçáåêñêîå îôèöèàëüíîå èñêóññòâî 
âûñòðàèâàåò íîâóþ æàíðîâóþ èåðàðõèþ. Íàâåðõó ïèðàìèäû 
íàõîäÿòñÿ ïðîèçâåäåíèÿ, çàêàçàííûå âûñøåé âëàñòüþ, 
êàê, íàïðèìåð, ïàìÿòíèê Òèìóðó â Òàøêåíòå, ìóçåé èñòîðèè 
òèìóðèäîâ èëè ôðåñêà â Ìóçåå èñòîðèè. Ýòè ðàáîòû êàæóòñÿ 
îðèåíòàëèñòñêèìè âàðèàöèÿìè íà ñîöðåàëèñòè÷åñêèå 
òåìû, êàçàëîñü áû, íàâåêè ïîãðåáåííûå ïîä êóëüòóðíûìè 
ñëîÿìè ïåðåñòðîå÷íûõ êàòàêëèçìîâ. Íåêîòîðûå ôðàãìåíòû 
ñîöðåàëèçìà, òðåáîâàâøåãî èçîáðàæåíèÿ «æèçíè â åå 
ðåâîëþöèîííîì ðàçâèòèè», îêàçàëèñü áåçâîçâðàòíî 
óòðà÷åííûìè, äðóãèå, ïðåäñòàâëåííûå «ïîëîæèòåëüíûìè 
ãåðîÿìè» è «íàöèîíàëüíîé ôîðìîé», - ñîõðàíèëèñü íåïëîõî. 
«Âåëèêîå ïðîøëîå» ñòàëî çåðêàëüíûì îòðàæåíèåì áûëîé 
ñîöðåàëèñòè÷åñêîé ôóòóðîëîãèè. 

Àêàäåìè÷åñêîå èñêóññòâî. Â îòëè÷èå îò ñîâåòñêèõ âëàñòåé, 
óçáåêñêèå èäåîëîãè íå ïûòàþòñÿ óïðàâëÿòü ôîðìàëüíûìè 
ïîèñêàìè è òåì áîëåå çàïðåùàòü èõ, áóäü òî àêàäåìè÷åñêàÿ 
àáñòðàêöèÿ èëè íåîôîëüêëîðíûé ïðèìèòèâèçì. Òåì íå 

ìåíåå, äåÿòåëüíîñòü Àêàäåìèè õóäîæåñòâ, îáúåäèíÿþùåé 
ïðîôåññèîíàëüíûõ õóäîæíèêîâ Óçáåêèñòàíà, îñòàåòñÿ 
âïëåòåííîé â îáùóþ ñîöèàëüíóþ èåðàðõèþ, è â íåé ñàìîé 
òàêæå ïðîñëåæèâàþòñÿ èåðàðõè÷åñêèå ñòðóêòóðû «âòîðîãî 
ïîðÿäêà», îïðåäåëÿþùèå çíà÷èìîñòü òîãî èëè èíîãî 
íàïðàâëåíèÿ â óçáåêñêîì èñêóññòâå. Äîìèíèðóåò çäåñü 
ïîèñê ýñòåòè÷åñêîãî ýêâèâàëåíòà ïîëèòè÷åñêîìó äèñêóðñó î 
âîçðîæäåííîé òðàäèöèè, ïðåðâàííîé â õîäå êîëîíèçàöèè è 
ñîâåòèçàöèè. Ãåîìåòðèçàöèÿ, ìèíèàòþðèçàöèÿ è àðõàèçàöèÿ 
õóäîæåñòâåííîãî ÿçûêà ïðèçâàíû ïðîäåìîíñòðèðîâàòü 
ñòèëèñòè÷åñêóþ ñâÿçü àêàäåìè÷åñêîãî èñêóññòâà ñ 
ïàìÿòíèêàìè äðåâíåé è ñðåäíåâåêîâîé êóëüòóðû Ñðåäíåé 
Àçèè, à ñòðåìëåíèå ê íîâûì ìåäèà – îáíîâëåíèå äðåâíåé 
êóëüòóðû è îðãàíè÷íîå íàðîæäåíèå èííîâàöèé èç òðàäèöèé.

Àíäåãðàóíä è èñêóññòâî èììèãðàöèè. Õîòÿ ïî÷òè âåñü 
óçáåêñêèé àíäåãðàóíä 1980-õ îêàçàëñÿ â èììèãðàöèè ïîñëå 
ïåðåñòðîéêè, íåêîòîðûå åãî ïðåäñòàâèòåëè ïî-ïðåæíåìó 
ðàáîòàþò â Óçáåêèñòàíå. Òâîð÷åñòâó òåõ è äðóãèõ ñâîéñòâåííû 
òåìû íîìàäèçìà, èçãíàííè÷åñòâà, ñêðåùåííûõ õðîíîòîïîâ, 
è èíòåëëåêòóàëüíûõ ðåìèíèñöåíöèé, â êîòîðûõ âñïëûâàþò, 
âðåìÿ îò âðåìåíè ðàçëè÷íûå ëèêè ñîâåòñêîé óòîïèè. 
Ïàðàäîêñàëüíûì îáðàçîì, îêàçàâøèñü íà Çàïàäå, õóäîæíèêè-
èììèãðàíòû ñòàëêèâàþòñÿ ñ åùå áîëåå íàèâíûìè, íî íå ìåíåå 
âëàñòíûìè îðèåíòàëèñòñêèìè êëèøå, íåæåëè òå, ÷òî áûòóþò 
â òîé ñðåäå, êîòîðóþ îíè ïîêèíóëè. Õóäîæíèê äîëæåí ëèáî 
ïðåäúÿâèòü ïóáëèêå îæèäàåìóþ îò íåãî ýêçîòèêó, ëèáî 
ñìåíèòü èäåíòè÷íîñòü (íåðåäêî õóäîæíèêè èç Óçáåêèñòàíà 
ïðåäñòàâëÿþò ñåáÿ íà Çàïàäå «ðóññêèìè», «àðìÿíñêèìè», 
«åâðåéñêèìè» õóäîæíèêàìè), ëèáî, íàêîíåö, ïðîäîëæèòü ñâîé 
òâîð÷åñêèé ïîèñê â ñòàòóñå çàïàäíîãî õóäîæíèêà, ïðèíèìàÿ 
íîâûå ïðàâèëà èãðû è ïåðåõîäÿ èç ñòàäèè èçãíàííè÷åñòâà 
ê àêòèâíîìó äåéñòâèþ â íîâîì êîíòåêñòå: óïîìÿíåì â ýòîé 
ñâÿçè èìåíà Àëåêñàíäðà Ðàçèíà, Êîíñòàíòèíà Òèòîâà, Ãðèãîðèÿ 
Êîýëåòà, Èðèíû Çàâüÿëîâîé, Òèìóðà Ä’Âàòñà.

Èñêóññòâî ñàêâîÿæà. Êàê è âî ìíîãèõ ñòðàíàõ, íå èìåâøèõ äî 
êîëîíèçàöèè òðàäèöèé ñòàíêîâîé æèâîïèñè, ñïðîñ íà êàðòèíû 
â Óçáåêèñòàíå îïðåäåëÿåòñÿ â çíà÷èòåëüíîé ÷àñòè ïðèåçæèìè: 
òóðèñòàìè, äèïëîìàòàìè è êîììåðñàíòàìè, ñîòðóäíè÷àþùèìè 
ñ Óçáåêèñòàíîì. Äëÿ èõ óñëóã ñîçäàíî íåìàëî õóäîæåñòâåííûõ 
ñàëîíîâ, â êîòîðûõ íåðåäêî âûñòàâëÿþò ñâîè ïðîèçâåäåíèÿ 
êàê ìàëîèçâåñòíûå, òàê è èìåíèòûå õóäîæíèêè. Çäåñü òàêæå 
ïðåîáëàäàåò îðèåíòàëèñòñêàÿ ïðîáëåìàòèêà: êàê ïðàâèëî, 
â ãëàçàõ ïîêóïàòåëÿ ïðèîáðåòàåìîå ïðîèçâåäåíèå äîëæíî 
áûòü ðåïðåçåíòàòèâíûì äëÿ òîãî ðåãèîíà, ãäå îí îêàçàëñÿ. 
Ñóùåñòâåííîå çíà÷åíèå ïðèîáðåòàþò ãàáàðèòû ðàáîò, êîòîðûå 
äîëæíû áûòü ëåãêî òðàíñïîðòàáåëüíû, è íå äîñòàâëÿòü õëîïîò 
èõ âëàäåëüöó, óêëàäûâàþùåìó áàãàæ ïåðåä âîçâðàùåíèåì íà 
ðîäèíó.
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Ãðèãîðèé Êîýëåò, «Èíñòðóêöèè», ïðîåêò èíñòàëëÿöèè, 2002.
Grigoriy Koelet, “Instructions”, installation project, 2002.

Contemporary art.

Åñëè ïîíèìàòü ïîä «ñîâðåìåííûì èñêóññòâîì» òâîð÷åñòâî 
â íåòðàäèöèîííûõ ìåäèóìàõ, òàêîâîå ïîÿâëÿåòñÿ â 
Óçáåêèñòàíå ñ 1980-õ ãîäîâ, êîãäà âûðèñîâûâàþòñÿ äâà 
íàïðàâëåíèÿ, ïðåòåðïåâàþùèå ìåòàìîðôîçû ïî ñåé äåíü. 
Ïðè âñåé óñëîâíîñòè òåðìèíîâ, èõ ìîæíî áûëî áû íàçâàòü 
çàïàäíè÷åñêèì è ïî÷âåííè÷åñêèì.

Â ðàìêàõ ïåðâîãî íàïðàâëåíèÿ áûëà ñäåëàíà ñòàâêà íà 
âîñïðîèçâåäåíèå è îáûãðûâàíèå â óçáåêñêîì êîíòåêñòå 
íåêîòîðûõ èäåé, àïðîáèðîâàííûõ íà Çàïàäå. Ïðèìåðîì òîìó 
ìîãóò ñëóæèòü âûñòàâî÷íûå îïûòû ãðóïïû «Ðåàáèëèòàöèÿ 
âîçìîæíîñòåé», êîòîðàÿ ñëîæèëàñü âî âòîðîé ïîëîâèíå 1980-
õ ãîäîâ è ðàñïàëàñü ïîñëå èììèãðàöèè ãëàâíûõ äåéñòâóþùèõ 
ëèö. Äàæå åñëè ïðîòîòèïû íåêîòîðûõ ðàáîò ãðóïïû áûëè 
î÷åâèäíû – êîìáèíàöèè ïåðåêðàøåííûõ ÿùèêîâ êàíöåëÿðñêèõ 
øêàôîâ ñî âñåì èõ ñîäåðæèìûì ÿâñòâåííî íàïîìèíàëè, 
íàïðèìåð, ðàáîòû Ëóèç Íåâåëüñîí, - õóäîæíèêè ñòðåìèëèñü 
àäàïòèðîâàòü çàèìñòâîâàííûå èäåè ê áûñòðî ìåíÿâøåéñÿ 
óçáåêñêîé äåéñòâèòåëüíîñòè. Ñêàæåì, îáîðà÷èâàíèå îáúåêòîâ, 
ñòàâøåå íà Çàïàäå ïî÷òè àêàäåìè÷åñêèì æàíðîì ñîâðåìåííîãî 
èñêóññòâà, áóäó÷è ïðèìåíåííûì ê áþñòàì ðóêîâîäèòåëÿ 
ðåñïóáëèêè ïåðèîäà «çàñòîÿ» Øàðàôà Ðàøèäîâà, ïîðîæäàëî 
íå òîëüêî íîâûå äëÿ Óçáåêèñòàíà ýñòåòè÷åñêèå ðåàëèè, íî è 
ðàñøèðÿëî ãîðèçîíòû ñâîáîäû òâîð÷åñêèõ âûñêàçûâàíèé. 
Îñîáåííî âàæíûì â äåÿòåëüíîñòè ãðóïïû áûëî ïðåäñòàâëåíèå 
âûñòàâêè êàê ñïåêòàêëÿ – àðòèñòû ñîçíàòåëüíî ïëàíèðîâàëè 
âîçìóùåíèå ïóáëèêè è äàëüíåéøóþ ïåðåáðàíêó ñ íåé, 
óñòðàèâàëè êîñòþìèðîâàííûå ðîëåâûå îáñóæäåíèÿ è ò.ä. Ýòî 
ñòðåìëåíèå ê òåàòðàëèçàöèè åäâà íå âûëèëîñü â îñóùåñòâëåíèå 
ïðîåêòà ñïåêòàêëÿ, èãðàåìîãî õóäîæíèêàìè ïî õîäó ñîçäàíèÿ 
õóäîæåñòâåííûõ ïðîèçâåäåíèé: ðå÷ü øëà î ïîäîáèè ðèàë-
øîó, ïîñåùàÿ êîòîðîå, çðèòåëè ñòàíîâèëèñü ñîó÷àñòíèêàìè 
ñîâìåñòíîãî êðåàòèâíîãî àêòà. Â 1990-å ãîäû ýòà 
ïåðôîðìàòèâíîñòü áûëà ðàçâèòà â íåñêîëüêèõ êîëëåêòèâíûõ 
èíñòàëëÿöèîííûõ ïðîåêòàõ «Ïðåêðàñíûå 70-å», «Èç âèãâàìà 
â âèãâàì» è ò.ä. (Ýðêåí Êàãàðîâ, Ìèõàèë Äæàëàëÿí, Òèìóð 
Àõìåäîâ, Àëåêñàíäð Íèêîëàåâ), ïðåäñòàâëÿþùèõ ñîáîé íåêóþ 
òåàòðàëüíóþ äåêîðàöèþ, òåì áîëåå óìåñòíóþ, ÷òî óñòðàèâàëèñü 
ýòè àêöèè â ôîéå òåàòðà «Èëüõîì» è «Äîìà êèíî».

«Ïî÷âåííè÷åñêîå» íàïðàâëåíèå áûëî îòêðûòî ïåðôîðìàíñîì 
«Ëåñòíèöû â íåáî» è èíâàéðîíìåíòàìè «Òþðêñêèé ïðîåêò I 
è II» Âÿ÷åñëàâà Àõóíîâà, îñóùåñòâëåííûìè ýòèì õóäîæíèêîì 
â Èñôàðå (Òàäæèêèñòàí) è äîëèíå ×ó (Êèðãèçñòàí). Çäåñü 
â îñíîâå «àêòóàëüíîãî» ëåæàëî îáðàùåíèå ê äðåâíåìó è 
àðõàè÷íîìó èñêóññòâó ðåãèîíà, åãî âòîðè÷íàÿ ïåðåðàáîòêà 
è íàõîæäåíèå íà ïåðåñå÷åíèè èñòî÷íèêà è ïåðåðàáîòàííîãî 
ïðîäóêòà íîâûõ ýñòåòè÷åñêèõ ýôôåêòîâ. Òà æå ïðîãðàììà 
îáúåäèíÿëà ãðóïïó Àáäóõàêèìà Òóðäûåâà è êðóã «Øàìàí-àðò», 
ñôîðìèðîâàâøèéñÿ âîêðóã Ýíãåëÿ Èñõàêîâà. Õóäîæíèêè, 
âõîäèâøèå â ýòè îáúåäèíåíèÿ, ñòàðàëèñü ðàçäâèíóòü æàíðû 
òðàäèöèîííîãî ñòàíêîâîãî òâîð÷åñòâà èëè âîâñå èõ ïîêèíóòü, 

îáðàùàÿñü â ïîèñêàõ àëüòåðíàòèâû ê ëîêàëüíîé òðàäèöèè. 
Ïðè ýòîì îíè íå áûëè íàöåëåíû íà ðàçîáëà÷åíèå êàêèõ-òî 
ïðåäûäóùèõ ýñòåòè÷åñêèõ öåííîñòåé, ÷òî õàðàêòåðíî äëÿ 
ñîöàðòà èëè ñîâðåìåííîãî èñêóññòâà Çàïàäà: íèãèëèçìó 
õóäîæíèêè ïðîòèâîïîñòàâëÿþò óâàæåíèå ê òðàäèöèè è 
ñîáñòâåííóþ êîíñòðóêòèâíîñòü. Ëèäåðîì ýòîãî íàïðàâëåíèÿ 
â êîíöå 1990-õ è íà÷àëå 2000-õ ãîäîâ ñòàíîâèòñÿ Äæàìîë 
Óñìàíîâ, ÷üè «ñóôèñòñêèå èíñòàëëÿöèè», íå òåðÿÿ ëèðè÷íîñòè 
æèâîïèñè, ñîñðåäîòî÷åíû íà ðàçðàáîòêå íîâûõ äëÿ 
Óçáåêèñòàíà ýëåìåíòîâ âèçóàëüíîãî õóäîæåñòâåííîãî ÿçûêà: 
èãðå ñî ñâåòîì, ïðîíèêàþùèì ñêâîçü ïðîñòðàíñòâåííûå 
ñòðóêòóðû, èëè æå îðíàìåíòàöèè ïëîñêîñòè è ïðîñòðàíñòâà ñ 
ïîìîùüþ íåòðàäèöèîííûõ ìàòåðèàëîâ. Çàìåòèì, ÷òî ïîñêîëüêó 
âèäåíèå «èñêóññòâà êàê õðàìà» ïðè ýòîì íå ïîäâåðãàëîñü 
ñîìíåíèþ, ïî÷âåííè÷åñêîå àêòóàëüíîå èñêóññòâî ìèðíî 
ñîñóùåñòâóåò ñ àêàäåìè÷åñêèì è ÷àñòî ðàñòâîðÿåòñÿ â íåì, 
òåðÿÿ ñîáñòâåííûå öåëè. Çàìåòíîé ñòàíîâèòñÿ ìîäà âíîñèòü 
êîñìåòè÷åñêèå ýëåìåíòû èíñòàëëÿöèé è ïåðôîðìàíñà íå 
òîëüêî â àêàäåìè÷åñêèå âûñòàâêè òðàäèöèîííîãî ñòàíêîâîãî 
èñêóññòâà (Àêìàëü Íóð, Ôàéçóëëà Àõìàäàëèåâ è äð.), íî äàæå 
è â êîììåð÷åñêîå èñêóññòâî, âûñòàâëÿåìîå â õóäîæåñòâåííûõ 
ñàëîíàõ (ãàëåðåÿ «Êàðàâàí»).

Ê íà÷àëó 2000-õ ãîäîâ â ñîâðåìåííîì èñêóññòâå Óçáåêèñòàíà 
âûðèñîâûâàåòñÿ è òðåòüÿ ïåðñïåêòèâà, âûðàæàþùàÿñÿ 
â îïïîçèöèè ïåðâûì äâóì è îòñóòñòâèè ñêîëüêî-íèáóäü 
îò÷åòëèâîé ïðèâÿçêè ê «åâðîïåèñòñêîé» èëè «îðèåíòàëèñòñêîé» 
èäåíòè÷íîñòè. Õóäîæíèêè, ðàáîòàþùèå â ðàìêàõ ýòîé 
ïàðàäèãìû, òàêæå ìîãóò âäîõíîâëÿòüñÿ àðõàèêîé (Âÿ÷åñëàâ 
Àõóíîâ, «Øóìåðñêàÿ êëèíîïèñü», 1996; Àëåêñàíäð Íèêîëàåâ, 
«Êîâ÷åã», 2003) èëè æå íåäàâíèì ïðîøëûì (ìèíèìàëèñòñêèå 
èíñòàëëÿöèè Åëåíû Êàìáèíîé, êàê, íàïðèìåð, «Çàïàä è 



106
A

rt
 f

ro
m

 C
e

n
tr

a
l 

A
s

ia
. 

A
 C

o
n

te
m

p
o

ra
ry

 A
rh

c
h

iv
e

Âîñòîê», 2004). Îäíàêî ñóùåñòâåííûì åå îòëè÷èåì ÿâëÿåòñÿ 
íå «ýñòåòèçàöèè ïîëèòèêè», íî «ïîëèòèçàöèÿ ýñòåòèêè», 
ñâîéñòâåííàÿ, ñêàæåì, èíñòàëëÿöèîííûì îïûòàì Âÿ÷åñëàâà 
Àõóíîâà. Èõ ñîöèàëüíóþ çíà÷èìîñòü ïàðàäîêñàëüíî 
îáíàðóæèâàåò òîò ôàêò, ÷òî áîëüøèíñòâî ðàáîò, ïîñâÿùåííûõ 
«áðåííîñòè âëàñòè» («Ëåíèíñêèå ãîðêè», «Ïåñîê – äåíüãè 
– ïåñîê»), áûëè âûñòàâëåíû ëèøü â ìàñòåðñêîé õóäîæíèêà. 
Åäèíñòâåííóþ ïîïûòêó èõ îáíàðîäîâàíèÿ Àêàäåìèÿ õóäîæåñòâ 
îïåðàòèâíî ïðåñåêëà, çàïðåòèâ ïîêàç «Êëåòêè äëÿ âîæäåé» çà 
10 ìèíóò äî îòêðûòèÿ Òàøêåíòñêîãî áèåííàëå 2001 ãîäà.

Ïàðàäîêñ çàêëþ÷àåòñÿ è â òîì, ÷òî ñàìà âûñøàÿ óçáåêñêàÿ 
âëàñòü ïðèáåãàåò ïîðîé ê îðèãèíàëüíûì êðåàòèâíûì àêòàì, 
êîòîðûå ìîãëè áû áûòü êëàññèôèöèðîâàíû êàê contemporary 
art. Îäíîé èç íàèáîëåå âûäàþùèõñÿ èíñòàëëÿöèé, ñîçäàííûõ â 
Óçáåêèñòàíå, ÿâëÿåòñÿ ïàìÿòíèê Íåçàâèñèìîñòè Óçáåêèñòàíà, 
â êîòîðîì ñîñóùåñòâóþò ýëåìåíòû ready-made (ïîñòàìåíò 
ïðåäûäóùåãî ïàìÿòíèêà Ëåíèíó) è ñþððåàëèñòè÷åñêîãî 
ãðîòåñêà (ãëîáóñ îòäåëüíî âçÿòîé ñòðàíû). Îòâëåêàÿñü îò 
ïîâåðõíîñòíûõ îôèöèàëüíûõ òîëêîâàíèé ýòîãî ìîíóìåíòà, 
òðóäíî íå óâèäåòü áëèçîñòü åãî ïëàñòè÷åñêîãî ÿçûêà 
òîé òåàòðàëèçàöèè, êîòîðàÿ ñâîéñòâåííà ñåãîäíÿøíåìó 
àêòóàëüíîìó èñêóññòâó Çàïàäà. Ñðàâíèâàÿ ãëîáóñ, íàíèçàííûé 
íà Ýéôåëåâó áàøíþ è ïîñòàâëåííûé íà âåðøèíó ïðàçäíè÷íîãî 
òîðòà (çíàìåíèòàÿ èíñòàëëÿöèÿ èñïàíñêîãî õóäîæíèêà Àíòîíè 
Ìèðàëüäà «Ìåäîâûé ìåñÿö», 1989) è ãëîáóñ Óçáåêèñòàíà, 
âîäðóæåííûé íà ëåíèíñêèé ïîñòàìåíò (1992), îñîçíàåøü, 
÷òî ñ ôîðìàëüíîé òî÷êè çðåíèÿ ýòè ñîîðóæåíèÿ ïî÷òè 
òîæäåñòâåííû.

Àâòîð ÿâëÿåòñÿ íàó÷íûì ñîòðóäíèêîì Ëàáîðàòîðèè 
ýêñïåðèìåíòàëüíîé ìóçåîëîãèè (LAMIC, Musee d’art contem-
porain de Montreal) è ìåæäèñöèïëèíàðíîé èññëåäîâàòåëüñêîé 
ãðóïïû “Le soi et l’autre”. Îí òàêæå ÿâëÿåòñÿ êóðàòîðîì 
âèðòóàëüíîãî ïðîåêòà «Ìóçåé öåíòðàëüíî-àçèàòñêîãî 
èñêóññòâà».

Àëåêñàíäð Ðàçèí, «Black Box», 1999, ready-made.
Alexander Razin
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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 II”, “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 

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
Âÿ÷åñëàâ Àõóíîâ, Ñåðãåé Òû÷èíà. Äåíüãè-Ïåñîê. Ïåñîê-Äåíüãè
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Âÿ÷åñëàâ Àõóíîâ
Òâîð÷åñòâî Âÿ÷åñëàâà Àõóíîâà ñîäåðæèò ñëåäû ìíîæåñòâà èäåíòè÷íîñòåé: 
êàê àâòîð àêàäåìè÷åñêîé àáñòðàêòíîé æèâîïèñè, îí, êàæåòñÿ, íå èìååò òî÷åê 
ñîïðèêîñíîâåíèÿ ñ òâîðöîì ñâîèõ ìíîãî÷èñëåííûõ èíñòàëëÿöèé; êàê ïèñàòåëü-
ôèëîñîô, ðàáîòàþùèé íàä ïîñò-ìîäåðíèñòñêèì ñëèÿíèåì ýññå è ðîìàíà, îí íè÷åì 
íå íàïîìèíàåò õóäîæíèêà, óâëå÷åííîãî íîâûìè ôîðìàìè ïîëèòè÷åñêîé ñàòèðû.

Â íà÷àëå 1980-õ ãîäîâ îí áûë èçâåñòåí, êàê èíèöèàòîð ïåðâûõ óçáåêñêèõ õýïïåíèíãîâ 
(«Ïðåîäîëåíèå ïðîïàñòè», 1980; «Ñìûâàíèå è ñæèãàíèå òåêñòà», 1981; «Ñëàäêàÿ 
ðåêà», 1981), è îäíîâðåìåííî – êàê æèâîïèñåö, â ïèêó îôèöèàëüíîìó èñêóññòâó 
îòñòàèâàþùèé æàíð «ïîýòè÷åñêîãî íåîðåàëèçìà» («Ãîðÿùèé äîì», «Ïàðàäèãìà 
Áåëîãî Êîíÿ», «Äîì Îäèíîêèõ», «Õóäîæíèê Ìàíè»). Â íà÷àëå 1990-õ îí ïðåòåíäóåò 
íà èçãíàíèå èç ñâîåãî ïëàñòè÷åñêîãî ñëîâàðÿ âñåãî, ÷òî íå èìååò îòíîøåíèå 
ñîáñòâåííî ê æèâîïèñíîé ðå÷è (ñåðèÿ «Òîòàëüíàÿ æèâîïèñü»), íî îäíîâðåìåííî 
ñîçäàåò ïåðâûå ñðåäíåàçèàòñêèå èíâàéðîíìåíòû («Òþðêñêèé êóðãàí», «Òþðêñêèé 
ïðîåêò» è ò.ä.). Â íà÷àëå 2000-õ ãîäîâ, çàíèìàÿñü â îñíîâíîì èíñòàëëÿöèÿìè è 
ëèòåðàòóðíûì òâîð÷åñòâîì, îí âíåçàïíî èñïîëíÿåò ñåðèþ æèâîïèñíûõ êîëëàæåé, 
îñòðîóìíî ïåðåôðàçèðóÿ çíàìåíèòûå ðàáîòû ðóññêîãî îðèåíòàëèñòà Âàñèëèÿ 
Âåðåùàãèíà è îðãàíèçóÿ âèðòóàëüíóþ âñòðå÷ó äîêîëîíèàëüíîãî è êîëîíèàëüíîãî 
ïðîøëîãî Ñðåäíåé Àçèè ñ åå ïîñò-êîëîíèàëüíûì íàñòîÿùèì («Àïîôåîç âîéíû 
II», «Âîðîòà Òàìåðëàíà II»). Â ýòîì ìíèìîì èäåíòèôèêàöèîííîì õàîñå ÿâñòâåííî 
âûðèñîâûâàþòñÿ äâå ñèëîâûå ëèíèè, êîòîðûå ëåã÷å ïîíÿòü íà ôîíå òîãî 
ïåðåõîäíîãî ïåðèîäà, êîòîðûé ïåðåæèâàåò èñêóññòâî Ñðåäíåé Àçèè â ïîñëåäíèå 
äåñÿòèëåòèÿ ÕÕ âåêà.

Æèâîïèñíîå îáðàçîâàíèå, ïîëó÷åííîå Àõóíîâûì â Ñóðèêîâñêîì èíñòèòóòå 
Àêàäåìèè Õóäîæåñòâ ÑÑÑÐ â Ìîñêâå, ïîçâîëèëî åìó ñûãðàòü ðîëü òðîÿíñêîãî êîíÿ, 
âíåäðèâøåãîñÿ â ñèñòåìó êîíñåðâàòèâíîãî óçáåêñêîãî èñêóññòâà 1970-õ ãîäîâ. 
Ñóôèñòñêèå ìîòèâû, ïîÿâèâøèåñÿ â åãî òâîð÷åñòâå â 1970-å ãîäû âìåñòå ñ îáðàçàìè 
ïòèö è æèâîòíûõ, à òàêæå â ðàçíîîáðàçíîì âàðüèðîâàíèè òåìû ãëèíû, ïåñêà è 
çåìëè, áûëè ïîäõâà÷åíû è ðàçâèòû ïîêîëåíèåì õóäîæíèêîâ ïåðåñòðîå÷íîãî 
è ïîñò-ïåðåñòðîå÷íîãî âðåìåíè, ïðîäîëæàþùèõ ýêñïëóàòèðîâàòü ýòè ñþæåòû 
âïëîòü äî ñåãîäíÿøíåãî äíÿ. Ñàì æå Àõóíîâ áûñòðî îòîøåë îò òåìàòè÷åñêîãî 
ôèãóðàòèâèçìà è àïðîáèðîâàë â ñâîèõ æèâîïèñíûõ ðàáîòàõ íåñêîëüêî ñìåíÿþùèõ 
äðóã äðóãà ïàðàäèãì. Ñíà÷àëà áûëà àáñòðàêöèÿ êàê òàêîâàÿ, çàòåì íàëîæåíèå äðóã 
íà äðóãà ñëîåâ àáñòðàêòíîé æèâîïèñè è ðåàëèñòè÷åñêèõ ðåïðåçåíòàöèé, à òàêæå 
ñâîåîáðàçíàÿ ñåðèîãðàôèÿ íà àêàäåìè÷åñêèé ëàä, ïåðåâîðà÷èâàâøàÿ ñ íîã íà 
ãîëîâó èäåè Ýíäè Óîðõîëà. Ýòà, â îñíîâå ñâîåé ìîäåðíèñòñêàÿ, ëèíèÿ îêàçûâàåòñÿ 
ïðåðâàííîé – èëè æå çàâåðøåííîé – â ñåðåäèíå 1990-õ ãîäîâ.

Ïàðàëëåëüíî ñ ïîäâåäåíèåì ìîäåðíèñòñêèõ èòîãîâ, Àõóíîâ ïðèáåãàåò ê ôîðìàì 
ñîâðåìåííîãî èñêóññòâà – èíñòàëëÿöèÿì, èíâàéðîíìåíòàì, õýïïåíèíãàì è, íàêîíåö, 
âèäåîàðòó – îáíàðóæèâàÿ ïðè ýòîì äåñòðóêòèâíîå îòíîøåíèå ê òîé óðáàíèñòè÷åñêîé 
õóäîæåñòâåííîé êóëüòóðå, â ðàìêàõ êîòîðîé óñïåøíî îñóùåñòâëÿåòñÿ åãî êàðüåðà 
æèâîïèñöà. Ïåðâîíà÷àëüíûå îïûòû àêòóàëüíîãî èñêóññòâà ñâÿçûâàëèñü Àõóíîâûì ñ 
ìèñòè÷åñêè âîñïðèíÿòûìè «âîñòî÷íûìè» äîêòðèíàìè – äçåíîì è ñóôèçìîì (àêöèè 
«Ìåäèòàöèè èëè íèê÷åìíîå âðåìÿïðîâîæäåíèå ïàíòåèçìàòèêîâ», 1979-1991). 
Â äàëüíåéøåì, àêöåíò ñìåùàåòñÿ â ñòîðîíó áîëåå ñîöèàëüíî îðèåíòèðîâàííîãî 
èñêóññòâà, èãðàþùåãî ïîëèòè÷åñêèìè êîííîòàöèÿìè (ñåðèÿ èíñòàëëÿöèÿ 
«Ñòðàíñòâóþùèå áàðõàíû», «Ïåñîê çàáâåíèÿ», «Ëåíèíñêèå ãîðêè», «Êëåòêà äëÿ 
âîæäåé», êîíåö 1990-õ-íà÷.2000-õ ãã.) Íàêîíåö, â íà÷àëå 2000-õ ãîäîâ õóäîæíèê 
îñóùåñòâëÿåò ïåðâûå ðàáîòû â îáëàñòè âèäåî-àðòà, â êîòîðûõ âíîâü âîçíèêàåò 
òåìà ñóôèñòñêîãî Ïóòè («Âîñõîæäåíèå», 2004) è îñòàíîâîê íà íåì («Óãîë», 2004). 
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Â ïîñëåäíèå ãîäû Àõóíîâ àêòèâíî ñîòðóäíè÷àåò ñ õóäîæíèêîì è äèçàéíåðîì 
Ñåðãååì Òû÷èíîé, ñòàâøèì åãî ñîàâòîðîì ïðè ñîçäàíèè íåñêîëüêèõ âèäåîïðîåêòîâ 
(«Óãîë», «Âîñõîæäåíèå», 2004) è èíñòàëëÿöèé («Äåíüãè – ïåñîê – äåíüãè», «Àäàì, 
Åâà è . . . Äðóãèå», 2004). 

Íåîáõîäèìî îòìåòèòü, ÷òî êàæäàÿ èäåíòè÷íîñòü Àõóíîâà ïîðîæäàëà â Óçáåêèñòàíå 
âîëíó ïîñëåäîâàòåëåé, ÷àñòî òàëàíòëèâûõ, êîòîðûå ðàçâèâàëè çàëîæåííûå â íåé 
ïîòåíöèè. Ïðè ýòîì èíòåëëåêòóàëüíûé íîíêîíôîðìèçì Àõóíîâà îñòàåòñÿ ïî-
ñâîåìó óíèêàëüíûì â õóäîæåñòâåííîé æèçíè ðåñïóáëèêè, ãäå ñåãîäíÿ ïðåîáëàäàåò 
ðàññëàáëåííàÿ ñîçåðöàòåëüíîñòü è ýëåãèÿ.

Áîðèñ ×óõîâè÷
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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
Àëåêñàíäð Íèêîëàåâ. Õî÷ó â Ãîëëèâóä. Âèäåî, ôîòî, äîêóìåíòû.
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Àëåêñàíäð Íèêîëàåâ

Àëåêñàíäð Íèêîëàåâ – õóäîæíèê, àêòèâíî èùóùèé ñîáñòâåííóþ èíäèâèäóàëüíîñòü 
â êîíòåêñòå ñîâðåìåííûõ òåíäåíöèé, è äåëàåò ýòî îí öåëåóñòðåìëåííî è 
äèíàìè÷íî. Åãî òâîð÷åñòâî äåìîíñòðèðóåò îäèí èç ïóòåé âûõîäà èñêóññòâà 
öåíòðàëüíîàçèàòñêîãî ðåãèîíà èç êðóãà òðàäèöèîííûõ ïðåäñòàâëåíèé.

Ñîçäàâ ïåðâûå èíñòàëëÿöèè, Íèêîëàåâ óòâåðäèëñÿ â ñâîåé ïîçèöèè ðàçâèâàòüñÿ íà 
ñòûêå ýêñïåðèìåíòà è òðàäèöèè. Îí ðàáîòàåò ñ ìàòåðèàëàìè (ãëèíà, ïåñîê, òåêñòèëü), 
êîòîðûå ÿâëÿþòñÿ àðõåòèïàìè, à òàêæå ñîçäàåò êèíåòè÷åñêèå îáúåêòû, áëèçêèå 
èäåÿì êîíñòðóêòèâèçìà. Äëÿ õóäîæíèêà âàæíî êàæäîå ÿâëåíèå ïåðåâåñòè â çíàê, 
«ïåðåêîäèðîâàòü», íàïîëíèòü åãî ôèëîñîôñêèì ñìûñëîì äèàëîãà ðàöèîíàëèçìà 
Çàïàäà è ìåòàôîðè÷íîñòè Âîñòîêà.

Ñî âðåìåíåì ïðîåêòû, â êîòîðûõ Íèêîëàåâ îáúåäèíÿåò èíñòàëëÿöèè, îáúåêòû, 
ôîòî è âèäåî ñòàëè äëÿ íåãî îðãàíè÷íûì ñïîñîáîì ðàçìûøëåíèÿ î ñîâðåìåííîì 
îáùåñòâå. Õóäîæíèê ñòàâèò ïðîáëåìû, ñòàâøèå â íåêîòîðîì ñìûñëå êëàññè÷åñêèìè, 
íî êàê âèäèì, íå òåðÿþùèå ñâîåé àêòóàëüíîñòè: öèâèëèçàöèÿ è êóëüòóðà, 
óðáàíèçì è òðàäèöèîííûå öåííîñòè, ÷åëîâåê è ñîöèóì, ìèôû ñòàðûå è íîâûå. 
Ñâîè ïðîèçâåäåíèÿ îí âûñòðàèâàåò íà äðàìàòè÷åñêîì ïðîòèâîðå÷èè óðáàíèçìà è 
õðóïêîãî ìèðà ïðèðîäû, íà êîíòðàñòå îáåçëè÷åííûõ êâàðòàëîâ æåëåçîáåòîííîãî 
ãîðîäà è ñòàðûõ óçáåêñêèõ êâàðòàëîâ.

Âèäåîôèëüì «Õî÷ó â Ãîëëèâóä» (2002) – èðîíè÷íîå ïîâåñòâîâàíèå î ìîëîäîì 
÷åëîâåêå, ñòàâøèì çàëîæíèêîì ñâîåé ìå÷òû ïîïàñòü íà ñèÿþùèé Îëèìï. 
Ïîñòåïåííî, êàäð çà êàäðîì îí òåðÿåò èíäèâèäóàëüíîñòü, ïûòàÿñü ñîîòâåòñòâîâàòü 
ñòåðåîòèïó. Â ýòîì ïðîèçâåäåíèè Íèêîëàåâà íåîæèäàííî ðàñêðûâàåòñÿ ôðàãìåíò 
íåêîãäà ãðàíäèîçíîé «êàðòèíû ìèðà» ñîâåòñêîãî ÷åëîâåêà, åãî ìèôû î Çàïàäå, 
ïîêàçàí ïñèõîëîãè÷åñêèé êîìïëåêñ «ñîâêà». Ýñòåòèêà ýòîãî âèäåî ïðèíöèïèàëüíî 
íå ïîñòàíîâî÷íàÿ, îíà áëèçêà ëþáèòåëüñêîé ñúåìêå. Ñîçäàåòñÿ ýôôåêò ïîïàäàíèÿ 
â ñêðûòûé îò ïîñòîðîííèõ ãëàç ìèð êîíêðåòíîãî ÷åëîâåêà.

Ñî÷åòàíèå ýêçèñòåíöèàëèçìà Âîñòîêà è ñîöèàëüíûõ ïðîáëåì èññëåäóþòñÿ â 
âèäåîôèëüìå Íèêîëàåâà «Äîì» (2004). Â ñîãëàñèè ñ òðàäèöèåé Âîñòîêà íè÷åãî 
íå çàîñòðÿåòñÿ, íå äðàìàòèçèðóåòñÿ. Ïîñòåïåííîå, ñëîâíî ðàñòÿíóòîå âî âðåìåíè, 
ðàñêðûòèå èäåè ÷åðåç êîíòðàñòû ñìûñëîâ, ðàêóðñîâ, óñèëåíèå êîëîðèñòè÷åñêèõ 
ïîäõîäîâ. Âäóì÷èâîå, ñîñðåäîòî÷åííîå ñîçåðöàíèå ìîæåò ïðèáëèçèòü êî ìíîãèì 
òàéíàì, çàäóìàòüñÿ î ñåðüåçíûõ ïðîáëåìàõ, ñ÷èòàåò õóäîæíèê. È îí çàäóìûâàåòñÿ: 
ñîõðàíèëàñü ëè ïîäëèííîñòü ýòîãî òðàäèöèîííîãî ìèðà èëè ýòî ëèøü ôîðìà 
îòñòàëîñòè è êîíñåðâàòèçìà îáùåñòâà. Êàê áû òî íè áûëî, ïðîøëîå âî ìíîãîì 
îáúÿñíÿåò íàøó æèçíü. Ìåíÿþòñÿ âåêà, ñèñòåìû, íî Âîñòîê ñîõðàíÿåò ñâîþ 
èçâå÷íóþ èððàöèîíàëüíîñòü è òàéíó.

Äëÿ ïî÷åðêà õóäîæíèêà ñòàíîâèòñÿ õàðàêòåðåí êèíåìàòîãðàôè÷åñêèé ïðèåì: 
åäèíèöåé ïðîèçâåäåíèÿ ÿâëÿåòñÿ õîðîøî âûñòðîåííûé è ýôôåêòíûé êàäð. 
Åñëè ðàíüøå Àëåêñàíäð Íèêîëàåâ áûë óâëå÷åí íîâûìè òåõíè÷åñêèì ïðèåìàì, 
îðèãèíàëüíûìè êîíñòðóêöèÿìè, òî òåïåðü îí âñå áîëüøå äîâåðÿåò ñîçåðöàòåëüíîé 
èíòóèöèè, ïðîíèêàåòñÿ ÷åëîâå÷åñêèìè ïðîáëåìàìè è ïîýòè÷åñêîé êðàñîòîé 
ðåàëüíîñòè, â êîòîðîé îí æèâåò.

Íèãîðà Àõìåäîâà.
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The art gallery Kurama Art was established in De-
cember 2003.

We work for promotion of Central Asian art to ex-
ternal markets. We want to earn the reputation of 
a reliable and respectful partner among curators, 
collectors and art managers of international level.

Our goal is to ensure that the most successful proj-
ects in the sphere of Central Asian culture would be 
associated with the Kurama Art gallery.

The gallery uses modern marketing technologies in 
the field of arts and invests means in publishing ac-
tivities and curators’ projects. 

The Kurama Art gallery is the first gallery in Kyrgyz-
stan conducting propaganda of contemporary art.

Our mission is to open up the fascinating world of 
Central Asia - its aesthetics, philosophy and spiri-
tual values through art.

Ãàëåðåÿ èçîáðàçèòåëüíîãî èñêóññòâà «Kóðàìà 
Àðò» áûëà îñíîâàíà â äåêàáðå 2003 ãîäà.

Ìû ðàáîòàåì ðàäè ïðîäâèæåíèÿ èñêóññòâà 
Öåíòðàëüíîé Àçèè íà ìåæäóíàðîäíûå ðûíêè. 
Ìû õîòèì çàâîåâàòü ðåïóòàöèþ äîñòîéíîãî 
ïàðòíåðà ó êóðàòîðîâ, êîëëåêöèîíåðîâ è àðò 
ìåíåäæåðîâ ìåæäóíàðîäíîãî óðîâíÿ.

Ìû ñòðåìèìñÿ ê òîìó, ÷òîáû ñàìûå óñïåøíûå 
ïðîåêòû â îáëàñòè êóëüòóðû Öåíòðàëüíîé Àçèè 
àññîöèèðîâàëèñü ñ ãàëåðååé «Kóðàìà Àðò».

Ãàëåðåÿ èñïîëüçóåò ñîâðåìåííûå ìàðêåòèíãîâûå 
òåõíîëîãèè â îáëàñòè èñêóññòâ è èíâåñòèðóåò 
ñðåäñòâà â èçäàòåëüñêóþ äåÿòåëüíîñòü è 
êóðàòîðñêèå ïðîåêòû.

Ãàëåðåÿ «Kóðàìà Àðò» - ïåðâàÿ ãàëåðåÿ â 
Êûðãûçñòàíå, ïðîïàãàíäèðóþùàÿ ñîâðåìåííîå 
èñêóññòâî.

Íàøà ìèññèÿ - îòêðûòü óäèâèòåëüíûé ìèð 
Öåíòðàëüíîé Àçèè – åå ýñòåòèêó, ôèëîñîôèþ 
è äóõîâíûå öåííîñòè ÷åðåç èçîáðàçèòåëüíîå 
èñêóññòâî.
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