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

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

Churek Djamgerchinova
Commissar of Central Asian Pavilion
at the 51st International Art Exhibition (Venice)



Bbl He noBepuTe, kak ObICTPO BEYEPHWI Pa3roBOP 3a YalIKOW Yas MOXeT mepepacTu B peanbHbI
npoekT — yyactue LleHTpanbHo-A3natckoro naBunboHa Ha BeHeuwaHckon bueHHane. Bcero 3a rog.
MHe nopow u camoin He BepuTcs. HO nNpoekT cTapToBan W Heymonumo passuBaeTcd. W B 9TOM ecTb
CBOSI MPEOONpeAeNeHHOCTb. B KOHLe KOHLOB, Befb AOJIKEH X€ MUP Yy3HATb — KAaKoe OHO, akTyalbHOe
NCKYCCTBO 9TOT0 HEW3BECTHOrO 1 Bypnswero permoxa.

KoHe4yHo, Mbl Bce BTaiHe Xgem 6OnbLIOro ycnexa M OrpoOMHOro WHTepeca. [lepexuBaem, byget
nu ocobblii pe3oHaHCc OT yBuAeHHOro. Ho no Gonbwomy cyeTy, rMaBHbIN pe3ynbTaT AAA Hac yxe
ectb. EcTb Havano, ectb popora u3 Asun B EBpony - 10T camblit WenkoBbid nyTb. EcTb Benukui
OKcnepuMeHT. M o4yeHb BaxHO pasrnageTb 3a HUM Tpyd Tpex Aesywek — Acenb AkmaToBoi, BeHepbl
YceHoBoi 1 KceHun KucTsikoBCkoW, KoTopble hakTMYecKkn W caenann BCH OpraHu3auuoHHYyl paboTy no
NnoAroToBKke npoekTa. BaxHo Takke, nobnarogapuB ux 3a 3TOT NPOEKT, onNaTb cAaenatb BbiBoA. [a,
MWD HE U3MEHWUNCH, OH MO-MPEXHEMY AEPXUTCA HA XPYNKMX KEHCKUX nneyax.

Yypek [xamrepunHoBa
Komuccap MasunboHa LleHTpanbHOM A3un

Ha 51 MexayHapo4HOI BbICTaBKE COBPEMEHHOrO UcKyccTBa BeHelunaHckas OueHHane
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The Art of Central Asia. A Contemporary Archive

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

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

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

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



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

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

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

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

Viktor Misiano
Curator of Central Asian Pavilion

at the 51st International Art Exhibition (Venice)



NckycctBo UeHTpanbHOM A3nn: AKTyanbHbIN apxXuB

NckyccTeo KasaxctaHa, KbiprelsctaHa, Y3bekuctana, noxanyi, nocnegHsas Tepputopus,
OCTaBLIAACA elle OTYETIMBO He NPOPUCOBAHHON Ha rMobanbHOi XYA0KECTBEHHON KapTe.
HacToswas BbicTaBka — NepBblil B UCTOpUKM BeHeluaHckoi GueHHane naBWUibOH CTpaH
LleHTpanbHOM A3un — elle ofjHa NOMNbITKA BOCMOMHUTbL 3Ty NakyHy.

OnpaBfgaHHOCTb 3TOTO YCUNUSA MpeJonpeaeneHa He ToNbko CBoeoOpasnem 3Tux cTpaH —
KYNbTYPHBIM U UCTOPUYECKUM — UITM UX STHUYECKONM W XY[0KECTBEHHO! CaMOBbITHOCTLIO.
WNHTepec K aTOMY permoHy AomxeH 6biTb MOTMBUPOBAH B NEPBYI0 04epeab TeM, 4To Byayun
OAHUM 13 cyObeKTOB COBETCKOW MOogepHM3aLnm, LieHTpanbHas Asus SBNAeTCs y4aCTHUKOM
rnobanbHoro nopsigka. W B uckycctee, 6yayuu npuyacTHbIMU K XYLOXECTBEHHO pedopme
PYCCKOrOo aBaHrapaa, LeHTpanbHO-a3naTCcKue XYAOXHUKM CO34ani  OPUIMHAMbHbI
KOHTEKCT, CBOK NepCneKkTUBY BUAEHUS COBPEMEHHOTO XYAOXKECTBEHHOIO AMUCKypca.

BnepBble npeacTaBnss B BeHeLun aToT permoHanbHblil KOHTEKCT, UMEET CMbICT NPeAbSBUTH
€ro Kak AuanekTUYecKyt COBOKYMHOCTb PasHbIX XYAOXHUKOB, pa3HbiX MOKOMNEHWA, pas3HbIX
3THOCOB, Pa3HbIX KYyNbTYPHbIX LEHTPOB, Pa3HbIX CTPaH, HaKoHeLl. IMeeT CMbICN NpeAbABUTH
3TOT KOHTEKCT He B ero npeTeHAYLWMX Ha NOCNeAHI00 akTyanbHOCTb BbiCKa3biBaHNAX, a
Kak OManekTUYHy COBOKYMHOCTb UHAMBUAYANbHOTO U KONNEKTUBHOrO ONbiTa — 0COBEHHO
onbiTa NOCTCOBETCKMX NeT. Beab nocneaHne BbIBOAbI U3 3TOr0 OMbITa eLie He chenaHsbl,
OH OCTaeTcs elle XMBON cybcTaHLMen, NpoBOLMUPYIOLLEN He HAaX0ASLMe OTBETa BONPOCHI.
MIMeHHO noTOMY Yyxe rofbl TOMY Ha3aj 3aJaHHble BONPOCHI, Kak W NPenoXeHHble Ha HUX
OTBETbI, COXPAHSIOT U MOHbIHE CBOK aKkTyanbHOCTb. Tak, paboTa yxe HEeCKONbKO neT Kak
ckoHyaBwerocs Cepres Macnosa akTyanoHa He MeHee, yeM feboT PomaHa Mackanesa
Makcuma bopoHunosa. Apxue uckycctea LleHTpanbHon A3uun — 3T0 AKTyanbHbIil apXuB.

MoUCKM NBEHTUYHOCTM — NepBas U3 Npobnem akTyanbHOM 3NOXU, HA KOTOPYH OTKMMKHYNAach
XYROXECTBeHHaa cueHa LleHTpanbHO# A3unm — cTpaH, KOTOpble NUWb HegaBHO obpenw
nonutuyeckun cysepeHuteT. MudonoaTuyeckuit HappaTus B opMax MHCTannauuu, a
3aTEM 4 BWAEO CTan akTUBHO MCMONb30BaTbCA XYAOXKHMUKAMW Pa3HbiX MOKOMEHUA — OT
Pyctama Xanb@uHa, ocHOBaTensd 1 natpuapxa anMaaTUHCKOW CLEHbl, 4O ero MONnoaow
nocneposatenbHuybl Anmarynb MeHnubaeson. bnarogaps ycunuam pasHbiX Xy40XHUKOB
(Pyctam XanbguH, Kanat Wbparnmos, EpbocbiH MenbgubekoB, rpynna «KpacHbii
TpakTop» W Ap.) OH nposBunica B Gopmax nepdopmaHca, a Takke, MO MHULMATUBE
laapbeka AmaHkyna, — B MaclTabHbix CTauMoHapHbix paboTax, co3gaBaeMbix Ha JIOHe
LEBCTBEHHOrO neisaxa. Anennupys K HauMOHaNbHO-3THUYECKMM apxeTunam — CTenw,
HOMagu3my, cyuCTCKON TpaguLmu, XePTBONPUHOLEHNIO, A3bIYECKOMY KaMaHuio 1 T. 1.,
9TOT HappaTuB OTKA3blBANCH OT NPETEH3NI Ha aYTEHTUYHOCTb, @ HEM3MEHHO 0CO3HaBanCH
KOHCTPYKTOM — OH CO3WAancs w TyT xe AesaByupoBancsa. Tak, y BayecnaBa AxyHoBa
aBTOpCKMIt Mud BkntoyaeT B cebs Kak MKOHbI COBETCKOW MponaraHgbl — Nupamuabl u3
NEHWHCKNX B6I0CTOB — TaK M WKOHbI 3anagHoro KOHCHOMepu3Ma — peknambl 310MONTYYHO
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AKTyanbHbln Apxus

MckycctBo LleHTpanbHon Asuu:

Koka-Konbl. B cBoto oyepeab, NepBOPOAHbLIA WaMaHn3m Caupga AtabekoBa BKMOYaeT B
cebs MOTMBbLI NOCTCOBPEMEHHOCTM — aBToMaT KanawHWkoBa Unu Nonuueinckue CUNIyaThl
Ha MOCTOBOW.

Bnpoyem, HauuMOHanbHbIA MU — 3TO KOHCTPYKT HE TONbKO XYAOXHMKOB, HO W HOBOW
MONMMUTUYECKON BNACTM, NO OTHOLWEHMIO K KOTOPOW XYAOXHWKKM ( npumep Tomy paboTbl
Buktopa u EneHbl BopoObeBbix) 3aHMMAKT MO3ULWI OTCTPAHEHHOTO aHanusa ”
LEKOHCTPYKLUMUN. XyLOXHMKN Takxe nokasbiBalT (paboTel Cepres Macnosa), uto obpaTtHas
CTOPOHa HOBOW MOMINTMYECKON MUEONOTUM — 3TO peanbHOCTb BbXMBaHUA. BbixuBaHue
Xe HE MMeeT HauMOoHanbHOM MOEHTUYHOCTW, OHO yHMBEpCanbHO. W B 3TOM OTKPLITOCTU
yHuBepcanbHOMY, kak yTtBepxgatT Mypat [Oxymanues u lynbHapa Kacmanuesa, -
napagokcanbHas MO3MTUBHOCTb ApaMaTU4eCKOro NoCTCOBETCKOro OnbITa.

OpHako BOCMpPUATME YHMBEPCANIbHOTO Havana XxyaoxHukamu LleHTpanbHon Asuu
OKa3blBAETCH CTOMb XK€ HEOAHO3HAYHbIM, KakK W HaLlWOHaNbHasa MAEHTUYHOCTL. Y EpbBochiHa
MenbanbekoBa Kk yHUBEpPCanNbHOMY Mbl MTPOPbIBAEMCS YEPES OTPEYEHNE OT UAEHTUYHOCTH,
yepes camonopyraHue. [ns AnekcaHgpa HwukonaeBa €OWHCTBEHHO [JOCTYMHOW Ham
YHUBEPCANbLHOCTbIO fBNsSieTcs rnobanuanpoBaHHas KynbTypHas WHAYCTPUS, OHa Xe
M HaBsi3blBaeT HaMm CTepeoTunsl WaeHTMyHocTW. [na PomaHa Mackanesa n Makcuma
BopoHnnoBa MOEHTUYHOCTb W YHMBEPCANbHOCTb HE KOHTPAMyHKTbl — OHU CAUTbI B
9K3MCTeHUManbHOM U hMNocoCKOM ONbITE «NyTH — foporuy. Ans Guiukekckoro «6efHOro»
akuumoHusma YnaHa [xanapoBa u ero CnoABMXKHUKOB YHMBEpPCaANnbHOE SBMNAETCA Ham B
HeOXMAaHHbIE MOMEHTbI, NpUHUMAas GopMmbl ObITOBLIX KYpbe30B, KOTOPbIE, TEM HE MEHEE,
CYTb OCKOJIKM MUda.

BoT HekoTOpblE U3 UMEH W ABMEHUN, YTO MOXHO HalTu B AKTyanbHOM apXxuWBe MUCKycCTBa
LleHTpancHoi A3nu ...

Buktop Musnaxo

Kypatop naBunboHa LleHTpanbHOn A3uu

Ha 51 MexayHapoaHOW BbICTaBKE COBPEMEHHOrO UCKyccTBa BeHeunaHckas buenHane

11



Auezkhan Kodar

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

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

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

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

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

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

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

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

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

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

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

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

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

Photo by Alexander Ugai
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AyasxaH Kopap

CoBpeMeHHOEe UCKYCCTBO Kak KoHel, cekpeTa: B3rnaa n3 LleHtpanbHon A3nn

B Hawwe Bpems BCe CTapble CBA3N pasopBaHbl, @ HOBbIE BO3HUKAKOT
Kak TOYeYHble WUMNyNbCbl. OTO BPEMS HE CTOMbKO LENOCTHOW
KapTWHbI MUpa, CKOMbKO Apkux pparmeHToB. OaHako 6ecnonesHo
nbITaTbCs cAenatb U3 parMeHTOB HEYTO Lernoe.

HblHe HeT gaxe fAeNeHNs Ha XyA0XKHNKA 1 ero TBOPeHNe. Xy[OXHUK
W ecTb TBOpeHue. HbiHe Bpems 6GeCKOHEYHO CYLEeCTBYHLNX
CywecTBUTeNbHbIX. [naronbl 1 npunaratenbHble HUYEro He
3Hauvar.

Hawe Bpems — Bpems 6esbicxogHocTW. CTONbKO BpemMeHW Hac
nyranu sBRAeHWeM KoHua cBeTa. Ho OH oka3anca He Takum yx
W cTpawHbIM, BYAHWYHBIM, — OH OKa3ancs He KOHLOM CBeTa, He
CBeTONMpecTaBNEHWEM, a «CBeTo-npefcTaBneHnem». HbiHe HeT
Aaxe pasgeneHns AHA U HOYW. [leHb ¥ HOYb Mbl 3anuTbl CBETOM,
W HEeBaXHO, KaKOr0 OH MPOWUCXOXAEHUSA — EeCTECTBEHHOro Wnu
NCKYCCTBEHHOT0. TOr0 pa3feneHuns Tenepb He cywecTeyeT. Hawe
BPEMS — HE KOHel CBeTa, a KOHel CekpeTa, — 9TO rpaHaunosHoe
OTKpbITWE, CAeNaHHoe Hekoraa bogpuitapom.

TpyAHO nepeoueHUTb 3T0 OTKpbiTMe. CekpeT — OCHOBa BCero,
OCHOBa Tpaguuun, penurun, KynbTypbl. [IpeBHue 3acekpeumBanu
3HaHMe, N OHO CTAHOBMNIOCH cakpanbHbiM. PEHOMEH CcaKkpanbHOro
npouCTeKaeT M3 KyNbTa UCKNMIOYUTENLHOCTU. HeyanBMTENBHO, YTO
C HUM NOSABAAIOTCA NOCBSALWEHHbIE U HEMNOCBALWEHHbIE, MpaBble
W HenpaBsble, MONMHOLEHHbIE W HEeMONHOLEHHble, CBOU W 4yXue,
n3bpaHHble n HeusbpaHHble.

Kto-To 3TO owywaet, k10-10 kK ATOMY wnHaudbdepeHTeH. Ho
OTO «cywecTByeT U HM B 3y6 Horon». [leno B TOM, 4TO CekpeT
— 970 ele M KynbT uaeHTuyHocTu. Korga cpepgu okeaHa TbMbl
Tebe mokasbiBalOT OCTPOBOK CBETa, Tbl OXOTHO B 3TO BEpWlb W
COOTHOCUWb cebs TonbKo ¢ HUM. HO Tenepb MOXET NonyvyuTbCs
Tak, YTO 3TO OCTPOBOK TbMbl CPeAu OkeaHa cBeTa. Tak OHO M
ecTb. Mbl Tak TOCKOBanu No WAEHTUYHOCTU, 4TO Tenepb obpeyeHsl
Ha Hee. Mbl obBpeyeHbl Ha CBOI (M3NYECKYI0 W HALMOHANbHYIO
KOHCTUTYLMIO, HA CBOM HEAO0CTaTKN 1 AOCTOMHCTBA.

Ho Tenepb Bce 3TO NOTEpPsNO KayeCTBEHHOE UMM «OLEHOYHOE»
nsmeperune. Kakoe namepeHue MoxeT 6biTb y xectu? Tonbko
nnockoe. Tak W Hale WCKYCCTBO, 3TO NNOCKOe Ha Niockom. M3
Hero ncyes paxe tomop. OHO pefko ObiBaeT MPOHWUYHLIM. B Hem
HeT AaXe Bbl30Ba W 3anaTtaxa. Bce ato npumeTbl MoAepHa, a Mbl
NOCTMOAEPH YyXe nepexunu, unu nepeHecnn. Kak kopb unu cbinb.
W Huyero, kpome 3yaa, HE NOYYBCTBOBANM.

Tak BOT, 370T 3yA ¥ ABMXeT Hamu. OH, KOHEYHO, MaTepuanbHOro
NPOUCXOXAEHNS U B TO Xe BpeMs «ummaTepuaneH». OH -
NMNyNbCUBEH, Kak kapauorpamma. Y Koro-to 6onble Co3HaHus,
Hag kem-To pgosneet 6GeccosHaTenbHoe. HO TOkM WMAYT, KpoBb
nynscupyeT n Bce BOokpyr Bnbpupyet. OgHako anameTp Bubpaymu
HeBenuk. PoBHO ¢ yenoBeuyeckoe Teno. 10 TOT cnyyai, koraa
O3Hayalwllee 1 03Ha4aemMoe Nepeceknucb B OAHON TOYKE — TOYKe
COBPEMEHHOro uckyccTea. Haw pasroBop — O COBPEMEHHOM
uckycctse LleHTpanbHon A3uu.

B Takux cnyyasx NpUHATO TOBOPUTb O MPEALICTOPUM MMM XOTS
6bl ucTopun. Ho Kak 0 HWUX rOBOPUTbL, €cnu UX He Bbino? MoXHO
rOBOPUTb TOMbKO O BepPTUKaNbHOM BTOPXEHWUM COBPEMEHHOTO
nckycctea B KasaxctaH u CpepHtoto Asuo. Optera-u-laccer
B «BoccTaHum macc» nucan 0 BepTUKaNbHOM BTOPXeHWUU
BapBapcTteBa, B TOM CMbiCNie, YTO OHO COBEPLIEHHO HeOXuaaHHO
BO3HWMKNO BAPYr B LMBWUNM3OBaHHOW EBpone. A y Hac HaoGopoT
— Cpeau nocTnepecTpoeyHblX paspyxu u pacnaja BApyr BoO3HUKaeT
COBPEMEHHOE WUCKYCCTBO.

Pacnag CoseTtckoro Cot3a — sBneHue Toro xe nopaaka. Kasanocs,
He 6bino rocygapctea Gonee MOrywecTBEHHOr0 M BAPYr OHO
BMur pacnanocb. Kak 6yato oTkyaa-To CBepXy [JecaHTMpoBamny
AEMOKpaTuio. 3ameTbTe MpU 3TOM, YTO HUKAKOW AMANeKTUKMU, a
WMEHHO BTOPXEHWE, «POXAEHME Tpareauun W3 Ayxa My3blKny.
K coxanenuio, cnegywolwum 3tanoMm ctano poxaeHue dapca.
BoiBwne pecnybnukn Coeetckoro Coto3a, NoNyyYnB CyBEPEHUTET,
pas3bexanucb N0 «HaUMOHANbHbLIM KBapTUpaM» W CTaln BHOBb
BO3ABUTaTb TeMepb YyKe CBOK «BepnnHCKY0 CTeHY».

TyT crogunnocb Bce: U MVI(‘be, N WHCUHYauuu, n noactpanBaHue
nog npecTtuXxHoele MoAaenun UAEHTUYHOCTU. Onpe,qenmou.lelh
napagurmon BHOBb CTaflo MCTOPMYECKOE CaMOCO3HaHWE WK,
TOYHee, NPOU3BOSIbHOE KOHCTPYWPOBAHWE 3noXalbHblX BeX CBOeN
NWOEHTUYHOCTHU.

CnoBOM, NONYYUNOCh Tak, YTO LEHTpanbHoasnaTckue pecnybnuku
BHOBb BEPHYNMCb B 3MOXY «CekpeTa», a BTOPXeHNe COBPEMEHHOTO
NCKYCCTBa 03HAMEHOBANOCh KOHLLOM «CekpeTay. Ecnu BCNOMHUTD,
4yTo Kk cepeauHe 90-x Mbl BCe elje OCTaBanuCb BbIXOALUaMU W3
CYpPOBOW WMHENWN COBETCKOM KYyNbTYpbl, TO COBPEMEHHOE UCKYCCTBO
NPOTUBOPEYMNO BCEM HAWMUM MPEACTABNEHUAM O NPUAUYHOM
uckycctee. Bo-nepBbiX, OHO He 6bin0 M306pa3uTenbHbLIM, BO-
BTOPbIX, B HEM Hanpo4b OTCYTCTBOBaNa WAeonorus u, B-TpeTbux,

14

A Contemporary Archive

Art from Central Asia.



AKTyanbHbil ApxuBs

MckycctBo LeHTpanbHoi A3nm:

OHO He 6bINo rymaHucTUyeckum. A B HalleM, Ka3axCTaHCKOM,
cryyae OHO He 6bino ewe u HauymoHanbHbiM. W ewe, nobon
NPUNNYHBIA  XYAOXKHUK NpPAYET MCTOPUKO  CO3[aHMA  CBOEro
Npou3BeJeHUs, 3pUTENb BUAUT yXe roTOBY KapTuHy. MoaTomy
noHavany 6bino AUKO, YTO COBPEMEHHOE UCKYCCTBO NMpeXae BCero
- 370 0OHaxeHne npuema, yHUYTOKEHME BCEX 3aBEC M HEOMONBOK,
XecTkas KoHuenTyanusauyus, no3eonstwouwas cebe nwobyw cteneHb
csoboabl. WU B TO Xe BpemMs COBPEMEHHOE WCKYCCTBO — 3TO
HEKoe YCNOBHOE MpPOCTPaHCTBO, CO3AaHHOE WMEHHO ANs 3TOro
KOHKPETHOTrO aKTa, UMEHHO Ans 3Toi cuTyauumn. Bce octanbHoe B
COBPEMEHHOM MCKYCCTBE BbIN0 HAaTypanbHbIM (B3ATHIM U3 XU3HN),
HO, OTKa3aBLUNCb OT 3TOr0 MOMEHTa YCMOBHOCTM, OHO MOTEPSANO
Obl cODCTBEHHO CTaTyCc uckyccTBa. [lokasaTenbHO, 4YTO caMmblii
anaTaxHbli akunoHnuct 90-x, Kynuk, B CBOWX MHTEpPBbl0 BCerga
nogyepkuBan 3ToT MOMEHT, CBO€ YyBaXeHWe K YCITOBHOCTU Kak K
CPeLCTBY 3CTETU3aLMUN NPEACTABASEMbIX ABIEHUN.

A Tenepb 0 cBOe0Opa3nm coBpeMeHHOro uckyccTaa B LieHTpansHom
Asun. OHo y Hac b6ypHO pa3BuWBaeTcs, HO OULWaNbHO €ro Kak
bynto He cywecTtByeT. Ecnu ¢ kem-To M MpoucxXoanT «CMepTb
BXKMBYIO», TO 3TO C HALWMMM XyJOXHUKaMK. 3anafHblM XyJ0XHUKaM,
3alNLLEHHBIM BCE/i MOLWb CBOWX WHCTUTYLUWUA, TPYAHO MOHATH
asnaTCKMX aKUMOHUCTOB, MbiTAOWMNXCS ObiTb COBPEMEHHBIMU TaM,
roe posneeT Tonbko apxauka. OHW BpbiBaKTCA B BONbWON Mup,
roe Mx NPMHUMatT C pacnpocTepTHIMU 06BATUAMMN, @ NOTOM BHOBb
BO3BpaLLalTCs B CBOK NYCTbIHIO, T€ Y HUX HET HUKAKOro cTaTtyca

Photo by Alexander Ugai
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W BO3MOXHOCTW pocTa. TBoputb B LleHTpanbHon Asunm - 3to
3HaYWUT TBOPUTbL B NYCTOTE, B HagexAe ToNbko Ha BoxecTBeHHoe
npoBuaeHune. Tbl HE MOXeLWb NPUHATL NAaTpUapxanbHoe MbilneHne
CBOMX COMMEMEHHMKOB, Kak U OHW TBOE — He puTyanbHoe. Tebs
cnacaeT TONMbKO BMPTyanbHoe 0O6LWeHMe U TO, YTO HasbiBaeTCH
«BYXOM My3blku». W, BMAMMO, B CBA3M C 3TUM MeHsSeTCcs camo
NOHATUE MWAOEeHTMYHOCTU. Tenepb TONbKO BLIXOA 3a npegens
WAEHTUYHOCTM CO3[aeT WMAEHTUYHOCTb, T.e. OHa npuobpetaet
TPaHCrpeccuBHbIN XxapakTep.

A3naTckuil aKUMOHUCT — HEe TOMbKO HOCUTENb COBPEMEHHOrO
MCKYyCCTBA, HO 1 €ro HenmocpeCcTBeHHOE BbipaxeHue. OH, nogo6HO
BaTtukaHy B Pume, ABndeTtca rocygapcTBOM B rocygapcTBe, TONbKO
3TO fecakpanu3oBaHHOE U 4EUAE0NOTN3NPOBAHHOE NPOCTPAHCTBO,
NpPOCTPaHCTBO BCeobL el KOMMYHMKALWM W KOHUA cekpeTa. JTO
NpoCTpPaHCTBO, FAe KOPHW pacTyT W3 BO3ayxa, a Tepputopus
pasHo, no [lenesy - [BaTTapu, He MMeeT cTaTtyca TeppuUTopuu.
XYLOXHUK — €AWHCTBEHHbIN nonnpea Toro «6onbworo» mMupa, o
KOTOpOM BefaeT TONbKO OH. Ml OH He genaeT cekpeTa U3 CBOErO
OTYYXAEHUS OT COMNEeMEHHWKoB. BO3MOXHO, 4TO TONMbKO Takoe
OTYYXOEHUEe CNoCOBHO OCOBPEMEHUTL KYNMbTYPHYK CUTyauuio B
LleHTpanscHon Asuu.




Valeria Ibraeva

Waiting for Godot: Central Asia searches for its identity

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

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

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

Monument to Amir Timur, Tashkent, Uzbekistan. 1993

MNamatHuk Amupy Tumypy, TawkeHT, Y3bekuctaH

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

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

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

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

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

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

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

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

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

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

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

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

Monument to Ablaixan, Almaty, Kazakhstan. 2001
MamaTHuk Abnaixany, AnmaTel, KaszaxctaH




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

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

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

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

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

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

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

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

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

... Godot has arrived.

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

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

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

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

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

Erbossyn Meldibekov. My Brother - My Enemy. Photo, 2001
Ep6ocbiH Menbaubekos. bpat moii - Bpar moit. oTo

19

Thus, by declaring their identity on an individual level and demon-
strating their abilities on another, on the basis of reconstructing
the ancient traditions of eating, loving women and children, weav-
ing, playing musical instruments and trusting nature’s wisdom, in
their search for an identity, today’s artists have called into ques-
tion the relationship between the new, sovereign citizen of Central
Asia and his country.

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

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

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




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

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

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

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

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

Erbossyn Meldibekov. Pol Pot. Video, 2000
EpbocbiH Menbgubekos. Mon MoT. Bugeo

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

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

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

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

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

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

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

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

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

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

Godot’s arrival is expected from?

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

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

Gulnara Kasmalieva, Murat Djoumaliev. Shadows. Photo, 2000
l'ynbHapa Kacmanuesa, Mypat [Ixymanues. Texu. ®oto
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Banepusa Nbpaesa

B oxupgaHunun logo: cpengHea3naTckad Bepcud noncka MaeHTn4HOCTun

Okc-coseTckas CpegHss A3usi, OOWMH U3 caMblX 3aKpbiTbiX W
TaWHCTBEHHbIX pernoHoB CCCP, cerogHs, nocne nafeHus
Xenes3Horo 3aHaBeca W TpuHaguaTu 1eT He3aBUCUMMOCTH,
— MEepeKkpecTok reononMTUYECKNX W 3KOHOMWUYECKUX WHTEPEecoB
CWA, Kutas u Poccuu. Knagosas HedpTu, rasa, MeTannos,
kak newepbl Anu-babbl, npuenekaer BHWUMaHWe [LUNAOMATOB,
nyTelWwecTBEHHNKOB, BU3HECMEHOB, aBAHTIOPUCTOB U XYAOXKHUKOB.

BypHble nonutuyeckue npoueccol B KasaxctaHe, KbiproidctaHe,
Y3beknuctaHe, TagkukuctaHe n TypKMeHUCTaHe, MOUCKM CBOEro
nuuya, onpepenswlie WX MecTo B MUpoBOM coobuiecTse,
GesycnoBHo,  cTMMynupyloT  notpebHocTb B BbipaboTke
MHAMBNAYANbHbIX  KYNbTYPHO-UAEHTUMUKALNOHHBIX  MOAenei
Kaxgoh cTpadbl. [lebaTel 0 HauWOHaNbHOM KUgee NpoucxogAat

The Ark of Neutrality, Ashgabat, Turkmenistan. 1998
Apka HeiTpanuteTta, Awra6aT, TypkMeHUCTaH

Ha KyXHsX, B MaccMmefua, naprnameHTax. EcTecTBeHHO, uTO
nogasnsiowee 6onbWwMHCTBO B 06lWecTBe, AONroe BPeEMS
CyWeCTBOBABWEM B MPOCTPAHCTBE COBETCKUX  KYNbTYPHbIX
CTaHAapToB, OCHOBAHHbLIX Ha aKKynbTypaLyun Bcex 6e3 ucknwyeHus
Hapogos CCCP wu cTpaH Bapwasckoro porosopa, HblHe
paccMaTpuBaeT CUTyaluuto C MO3MLUA KOMNEHCATOPHLIX TEOPUH,
HanpaBneHHbIX Ha (OpMUPOBAHME MPUOPUTETHBLIX MO3MLUNA, Kak
HbIHE NMPUHATO FOBOPUTL, «rOCYAAPCTBOOBPA3YIOLWMXY STHOCOB.

Hanbonblwinit nporpecc B npolecce akkynbTypaLuu 6bin LOCTUTHYT
B CpeAHeasnaTckoMm perumoHe, B cuny HepuddepeHLMpOBaHHON
9THMYECKOM W KyNbTYPHON WAEHTUYHOCTM MECTHbIX 06LecTs,
NOCTPOEHHbIX €elle Ha POAO0-NAEMEHHbIX OTHOWEHMAX; 9370
npumMepHo TO, C yem cTonkHynuce CLWA npu cTpouTenbcTBe
«AeMoKpaTM4yeckoro rocygapctea» B COBpeMeHHOM AdraHucrane.
B 1924 rony coBeTcKol BnacTbto 6bIn0 NpOBeAEHO Tak Ha3biBaeMoe
«TOMOPHOE pas3fefeHne» — no NnHelke, AOCTAaTOYHO MAHYTb Ha
KapTy permoHa, reoMeTpuyeckne o4epTaHns KOTOporo HanoMMHalT
TPEYrONbHUKN N CErMEHTLI, HaHeCeHHble Ha kapTy AdpuKkaHckoro
KOHTUHEHTA.

B  pesynbtate  korga-to  oblwee  MCTOPUKO-KYNbTypHOE
npocTpaHcTBo Wpawa u TypaHa, coOCTBEHHO M fBRAKLWeEecH
reorpacnyeckon LleHTpanbHon Asneit, auddepeHuumpoBaHHoe B
OCHOBHOM Nno cnocofy Npou3BOACTBA: B CTENU — CKOTOBOAYECKOE,
B rOpoax — pEMECNEHHOe; HblHe, C BO3HMKHOBEHMeM B 1991 rogy
HOBbIX He3aBWUCUMbIX rocyfapcTB, CTano nNpeaMeToM Aenexa
W NPUYYANMUBBLIX W3bICKAHMA. YHWYTOXEHWE Ko4yeBOro cnocoba
CYLLECTBOBAHNA B CTEMHOM 30HE W MCNAMCKOr0 — B TFOPOACKOW,
BbI3BAHHOE CTPEMIIEHMEM K YHU(UKaLMM HaceneHns u Co3gaHuto
abcTpakTHbIX «Tpyaswunxcs macc CoBeTckoro BocTtokay, npueeno k
NOYTUNONTHOMY pa3pyLEeHUK KyNbTYPHON TpaLULUM N UCTOPUYECKO A
namatu. Takum ob6pas3om, 6bin COBeplleH BUPTYanbHbIA CKA4YoK B
csetnoe 6yayuee, 3adukcUpoBaHHbIN COBETCKOM nponaraHaon B
nnakaTe, m3obpaxaBleM BCafHWKa, NepeckakuBalwero yepes
npenaTcTBue, ¢ Hagnucolo «M3 peogann3ma — B coynanusmy.

Pacnap Cosetckoro Coto3a 1 06bABNEHNE CyBEPEHNTETA BEPHY NN
CpepnHioto A31io BUCXOAHYIO TOUKY, 06oraTms obLlecTBa aneMeHTamMm
COBETCKOM LMBMWAM3ALNM — MOHOArpuKynbTypamu — XMONKOM W
nweHMLe, MOHONPOMBbILWMEHHOCTbIO — B OCHOBHOM J06biBatoLei
W MOHOKYNbTYpO# — «couuanucTuyeckum peanuamom». C 3aTum
HacneacTBOM HOBbIM CTpaHaMm NpeAcTOAN0 BOMTH B HOBbIN, XXI Bek
B Ka4yecTBe pPABHOMPaBHbIX YY4aCTHUKOB MUPOBBIX MONUTUYECKNX,
3KOHOMMYECKMX U KYNbTYPHbIX NPOLECCOB.
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MckycctBo LleHTpanbHon Asuu:

OTBeprHyB  WOeonoruMi  KOMMyHM3Ma, nposo3rnacue  cebs
OPMEHTUPOBAHHbIMU HA PbIHOK, CBETCKMMM, AEeMOKpPaTU4YeCKUMM
W NONWUITHUYECKUMM, OHW NPUHANUCL 3a CO3[aHue U ykpenneHue
OCHOB rocyfapCTBEHHOCTU. TeM He MeHee, MPUHLMMLI COBETCKOM
KynbTypHOW MONMUTUKM, NOAXOA K KYNbType Kak K WHCTPYMEHTY
obcnyxuBaHus BnacTW COXPaHUIIMCb NOKa WU B HOBbIX YCMOBUSAX.
MeTton couuanucTuyeckoro peanuamMa Obln  eAUHCTBEHHOM,
3aMKHYTOM W XOpOLWO pa3paboTaHHO! AE0N0OrnYecko ctpartermen,
MexaHu3Mbl KoTopoW paboTanu B TeyeHue CeMuaecaTn nerT.
Mpu atom HeobxoguMMO Npu3HaTb, YTO, Hacaxpas COBETCKUE
KynbTypHble CTaHAapTbl, COBETCKas BNacTb, TeM He MeHee,
WHuunuposana noseneHue B CpeaHeit A3un eBponenckoro tuna
KynbTypbl.

O6baBnB cebs  cyBepeHHbIMU, HOBble  CpeAHeasmaTckue
rocygapctsa BCTanu neped  HeobXOAMMOCTbI  MOMUTHMKO-
KynbTYpHO  camoMaeHTUdUKaLMM, HayaB  Mgeonornyeckoe
CTPOMTENLCTBO C TOTO Xe, YTO M COBETCKAas BnacTb Ha dTane
BO3HMKHOBeHMS CCCP: MOHYyMeHTanbHON nponaraHabl.

OcHOBHOM 3apaveil «cpefHea3nMaTcKkoro nnaHa MOHYMEHTaNbHOM
nponaraHably SABNAeTCS YyTBepxAeHue rnyboKoih MCTOPUYHOCTH
rocyaapctBeHHblx  obpasoBaHuin. W3 aHHanoB  ucTopum
BblMCKWBAlOTCA Haubonee nopxogsdwme Ans 9T0ro akToel W
nepcoHanuu, MNpOW3BOAUTCH  PEBM3US  apXeonorMyeckux u
WCTOPWUYECKMX U3bICKaHWIA, nepecMaTpuBalTCca MUGoOnorus wu
donbknop. Bnpouecce BbIpaboTKM KyNbTYPHO-UAEHTUPUKALMOHHO
MOLENN MOHATUS «CYBEPEeHHOE» U «HalWOHaNbHOE» MonyyawT
TPaAKTOBKY, OCHOBAHHY) Ha nNpuoputeTe TUTYMNbHbIX 3THOCOB,
Kaxablil M3 KOTOpPbIX M BbIMCKMBAET CBOEr0 «OTLA HaLuUmMy,
BCTaBMNSEMOr0o B  MLEONOruMyeckytwo  Agbipy, o6pasoBaHHyw
pa3BeH4yaHunem kynbta B.W. JlennHa. OcBoboguBlinecs nocne
cHOCa MNaMSATHUKOB OCHOBOMONOXHWUKY COBETCKOW WMAEO0NOoruun
Cakpanu3oBaHHbIE NPOCTPAHCTBA — Yalle BCEro rmaBHble nnowaan
ropoAoB — 3aNoNHATCSA HOBbIMU heTULLaMK.

B KasaxctaHe wum cTtan 6opey C AXYHrapckum BIMSHUEM
AOnaiixaH, B Y3bekuctaHe — CpeHEBEKOBbII 3aBOEBATENIb IMUP
Tumyp (TamepnaH), B TypKMeHUCTaHe — repol COBPEMEHHOCTH
Typkmenbawn, B Tagxukuctane — Micmaun CamaHu, ocHoBaTenb
AnHactum CamaHngos.

dopmupoBaHue HaLMOHANNCTUYECKOW ICTETUKN MPOUCXOAWNT Ha
OCHOBE MMUTaUuMM npuHuunos esponeickon actetukn XVI - XVII
BEKOB, KOoTOpas MOMHOCTbI0 OTBEYaeT 3ajaye rocyfapCTBEHHOrO
nacceusma, HanpaBlIeHHOr0 Ha YAPEBHEeHNe UCTOPUM N CO3AaHue
Muda 0 BENMYMW COBPEMEHHbIX HapodoB CpeaHen Asuu, co
CHaMnepckoin TOYHOCTbKO onpeaenss Ana cebs nNpuopuUTETHbIN
ncTopnyeckun cTunb: 6apokko W Kkmaccuun3m, Kak M3BECTHO,
BO3HMKNU B CBA3M C opmupoBaHuem B EBpone rocygapcts,
OCHOBAHHbIX Ha CUNbHO HAaLMOHANbHOM MAEe N aBTOPUTAPHOM TUMEe
npaBneHns. Tak, npuHagnexawuin HelHe Y3bekuctaHy TamepnaH

23

BOCCeJaeT Ha KoHe B NOSHOM COOTBETCTBUM C MaHepoi bepHuHu:
CUNbHas AMHaMuKa, cBeToTeHeBble apdeKTbl, IKCNpeccus nenku
n 1.0. (cm. panee yuyebHuk uctopum uckycctsa). EBponeiickas
knaccuyeckas Tpaguuus U300paxeHus repoeB B aHTUYHbIX
ofexpgax Takxe npopjonxeHa — TamepnaH B TalWwkeHTe ofeT B
KOCTIOM APEBHEro corauiula, xoTs CpeHEBEKOBbLIA 3aBoeBaTeNb
6b1n MOHronom. McTtopuko-aTHorpaduyeckas aknekTuka cosgaet
HOBYI0 F€OMONMTUYECKYID CEMaHTUKY, KOTOpas JOJKHA YTBEpPAMUTb
MCTOPUYHOCTL COBPEMEHHOrO Y3beknucraHna.

B [ywanbe xe, ctonuuye TapXukucTtaHa, YCTaHOBMEH
AEMOHCTPaTUBHO Newwunit namaTHuk Micmauny CamaHu, cTpouBwemy
ropoga, nogaepxuBalnllemy 3emnegenne v passutue pemecen.
30M04€eHbIN CUNYIT BLIPUCOBLIBAETCA B NPOEME rPaHANO3HON apku,
nmetoLen npoToTUNOM nopTansl Megpece nmassonees CamapkaHaa
n Byxapbl, koTOpble HbIHE HaxoaaTca B Y3bekucrane.

Takum 06p830M, ncrtopmnyeckne nUYHOCTU BOBJIEKAKTCA B
COBPEMEHHbIE TEpPUTOPUanbHble CNOPbI U, NPOBO3rnawadacb oTuamMu
Hauun, CTaHOBATCA CUMBONAMWN HOBbIX FOCy,D,apCTBeHHOCTeVI.

MpugaHue  9KCKMI3WBHLIX  rocygapctsoobpasylowux  npas
«0TlaM HapoaoB» APEBHOCTM MPOWUCXOAWNT, HECOMHEHHO, W
ANS  CO3[aHWS WAen NpeeMCTBEHHOCTM BRNacTW, MNOCKONbKY
HbIHEWHWE NpaBUTeNu-Npe3neHTsl yTBepxjatwT cebsa otuamu-
OCHOBaTensaMu, 4aBWWMW HE3aBUCUMOCTb HOBBIM roCygapcTBam
CpeaHent Asuu, XoTs, Kak M3BECTHO, «napaj CYyBEpPEHUTETOB»
npon3owen «cBepxy», BcneacTsue passana Cosetckoro Cotosa.
YCTaHOBWB aBTOPUTapHbIE PEXWMbl M HaXxoAsCb Yy BNAacTu yxe
Gonee nATHagLaTh NeT, Npe3uAeHTbl YyBEPSIOT, YTO «BO3POXAEHNE
HalLMOHANbHOW AYXOBHOCTU® W «BO3BpalleHUe K Tpaguyum»
COCTOANUCH ~ MOCPEACTBOM  CO3JaHWS  HaLMOHAaNUCTUYECKON
Knaccuuuampymoliein aCTeTUKM, KoTopas U sBnsieTcs, COBCTBEHHO,
NPU3HAKOM HaLMOHAMNbHOW MAEHTUYHOCTH.

KoHHbin AbGnaiixaH Ha BoOk3anbHOW nnowapu B Anma-Ate,
ObiBweit cTonuue KasaxcTaHa, XECTOM pyKM yKasyowuii nyTb
NpUesXuUM, B3rpOMOXAEH Ha Y3KWA NOCTaMeHT, oboraleHHbli
CNOXHO nponnNNpoBaHHbIMU TATaMu, KOMNO3NTHBIMM
OpPHaMEHTUPOBAHHbIMU KanuTenamMn KONOHH, MONMUXPOMUER K
pa3HOGaKTYpHOCTbI KaMHs. BTopoid KoHHbIA AGnaiixaH, Ha
3TOT pa3 yxe B HOBOW cTonuue AcTaHe, CTPOSLLEACS B ronoun
cTenu, 6Gonee CKpoMeH — 3TO CKOpee CTPOTMA Knaccuuyusm.
«HauuoHanbHble Tpaguuum» B 0BOMX NaMATHMKAX  CKyno
nogAepxXaHbl  «HalUWOHamnbHbIM»  [1€KOPOM:  akceccyapamu,
MOHFONMOMAHOCTbIO NWL W, HaTypanbHO, M300paxeHWeM KOHS,
KOTOPbI 4N KOYEBOro B npowwnom obpasa XnW3HW AENCTBUTENBHO
SBNAETCH BaXHbIM MAEHTUHNKALUOHHBIM NPU3HAKOM.

Ctonb ypayHoe coBMajeHne HoOMaguyeckon u deoganbHo-
abconTUcTCKOM Tpaaguumin nopogun B KasaxctaHe AOCTaTOYHO
CUNbHBLIA 3PDEKT TUPAKHOCTU: OTHBIHE KaXAbl ropof, Kaxzgbli
panoHHbIN LeHTp cTpemuTcs 063aBeCTUCb CBOUM  KOHHbIM



repoem. BosHukwux wu3 donbknopa, nereHa U npeaaHun,
yacTo 06bABNAEMbIX npegkamn HbIHEWHNUX MHOITOYUCNEHHbIX
HayanbHWKOB yX€ MOXHO CYMTaTb AecsTKamu, W HecnyyaeH TOT
akT, YTo BONbWMHCTBO COBPEMEHHbIX Ka3aXCTaHCKUX KOHHbIX
MOHYMEHTOB POXAAKT accoLualnm co CKa3ouHbIMU NEPCOHAXaMMK,
reposiMu nereHa, B KOTOPbIX MOTyuyui repoit usbaBnan cBOKW
pOAUHY OT 3no6HbIX BparoB. Takum 06pa3oM [peBHUE TPEKH,
4neHbl apxanyeckoro obwecTsa, MapkupoBanu cBOU JOCTUKEHNS,
06beauHsas nx nog umeHamu «Mpometei» unu «lFepakn». Ho B
NOBTOPSIEMOCTI MOTUBA COLEPXNUTCSH HEKUIA PYAUMEHT KYyNbTYPHOM
namatu. Kasanocb 6bl, Kaxablii ropos unu ropook, BO3ABUraoLwni
KOHHbIA MOHYMEHT Ha Nnolajau, BEpPHOMOLAAHHO NOALEpXNBaeT
3NNAEMWNI0 MOHYMEHTANbHOrO roCyAapCTBEHHOr0 CTPOMTENbCTBA.
C Apyron CTOPOHbI, UX MHOXECTBEHHOCTb SBNAETCA CNEACTBUEM
ele XMBOW TPagULMW CUIIbHBIX POAONMMEMEHHbLIX OTHOLEHWN,
CBMAETENbCTBOM LEHTPOOEXHbIX CUM, CnocobHbIX BbIXUBATH
0e3 ykasylouwero nepcra, 4YTo, KOHEYHO, NMPOTUBOPEYUNO WAee
aBTOpUTapHOro rocygapctsa 4 Obino  BCKOpe 3amnpeLieHo
nocpeacTBOM — HeodMuManbHbIX, HO  AOCTATOYHO  BHATHbIX
yKa3aHuit.

Noes COBPEMEHHOTo abconoTnsma, BblAaBaemad 3a

«HALMOHamNbHYO», HalWna CBOE HauWBbICLIEe BOMMOWeHNE B
TypKMeHuUCcTaHe, MPe3uAeHT KOTOPOro  HaCTONbKO  YECTEH,
4TO, B COOTBETCTBUM C [EMOKPATUYECKUM BOMEU3bSBMNEHUEM
HapoAa, MNOKOPHO MPUHAN CBOE MNOXU3HEHHoe W3bpaHue Ha

CBOI Xe BbICOKMM nocT. B cBa3n ¢ yem Apka HenTtpanuteta B
Awxabage, npegctaBnsiowasn coboi rpomMagHblil, BO3HECEHHbI
Ha Tpex MOLHbIX onopax, nocTtaMeHT M3 OeToHa M cTekna, ¢
napagHbiMy NOMELLEHUSAMMN BHYTPU, YBEHYAHA 30JT04EHON PUTYpPOIA
Canapmypata HusasoBa, noBopauuBaioleics B 3aBUCUMOCTU OT
NoNOXeHNs conHya Ha Hebe.

B AaHHOM cryyae MOXHO TOBOPUTbL YXKe fJaxe He O CTUAUCTUKE
Gapokko, HO W 0 Gonee APEBHUX WMMNEPUAX, BO3ABUTABLIMX
KONOHHbI TpasiHa, MeranuTuyeckue ckynbnTypbl KOHCTaHTMHA, U
APYTUX @HTUYHBIX UCTOPUSAX, CTONb NOGUMbIX FONNMBYAOM.

C opyroiicTopoHbl, ABuXyLasca ctatys Typkmer6aliun, 6e3ycnoBsHo,
ABNAETCA KNHETUYECKUM OOBEKTOM, B YEM O0YEBUAHO BRUAHUE
HOBbIX TexHonoruit. Cioopa npocutcs pas3suTne mbicnn Cnasos
XKuxeka, yTBepKAaKLWero BAMAHWE COBETCKOM apXUTEKTYpbl Ha
acteTuky Toro xe lonnueyga. lMon-cdunocod cessbiaeT o6pas
Kunr-Konra, ctosiwero Ha kpblwe Hebockpeba, ¢ Meranutuyeckoi
cdurypoit JleHnHa Ha BepwuHe [iBopua CoBeToB. B cnyyae xe
Apkn HeiTpanuteta BnomnHe BO3MOXHO roBoputb 06 ob6paTHOM
adpdekte — BnusHum lonnueypa, BKIKYawwero B o6pasHyw
CTPYKTYPY CBOMX MOHYMEHTamnbHbIX NPOW3BEAEHUA NPUMWUTUBHO-
HaCTPOEHYECKNE TPAKTOBKN 0OBLEKTOB npupoabl. Ponb neyanbHo
ronnuBYACKOW NyHbl Hag BnOneHHbiM KuHr-KoHrom B cnyvae
onTuMucTMyeckoro TypkmeHb6awu urpaeT HaTypanbHOE [HEBHOE
CBETUIIO COMHEYHON TypKMeHuN.

“Gentle Palms” Composition, Baiterek tower, Astana, Kazakhstan. 2004
Komnosuuus “fobpeie nagonn”, 6awHsa baintepek, ActaHa, KasaxctaH
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AKTyanbHbil ApxuBs

MckycctBo LeHTpanbHoi A3nm:

BocnpuaTne HOBbLIX TEXHOMOTWA Yepe3 MOMyMUCTCKY 3CTETUKY
lfonnueyga - BNOMHe ONpaBAaHHbIA METO4 COBPEMEHHOro
aBTOPUTapHOro cpefHeasnaTckoro guckypca; ewe Ponan bapt
oTMeyan, YTo NoNoBKUHYATbIA, MEXeYMOYHbIN 3HaK, konebniowmiics
MEXAY WHTenneKkTyanbHbIM W HYTPSAHbIM, SBNAETCH OCHOBOW
BypxyasHoro 3penuwa, nuuemepHo npucsausawoliero cebe ums
ectecTBeHHoro. CobBCTBEHHO, TONNMUBYACKMMM Xe CTaHAapTamu
MOXHO W3MepWTb BbiCkadaHHoe TypkmeHbalwu napy net Hasag
CKPOMHOE XenaHue ctaTb cnegywlum npopokom nocne ucyca un
Myxammepna — elje He 60rom, HO yXe N He YenoBEKOM.

Typkmenbawn, opHako, He OAMHOK B CBOeM CBOeobpasHOM
MapruHanusme - MeXeyMOYHble 06'beKTbI, 061=env|Hmou.me
PENUr1Mo3Hble 3HAKOBbIE CMCTEMbl C GE3yMHbIMU TONMAUBYACKUMN
cloxeTamn 00 9MeKTPOHHOM YynpaBneHMUM MUPOM, CYLECTBYIT W
B KasaxcTaHe.

OnemeHTamn MoHymeHTa HesaBucumoctn B Anma-ATe MBHYTPEHHEro
ybpaHcTBa bawHn baiitepek B AcTaHe SBNSATCA OTNEYATKU PYKM
npesngeHta Haszapbaesa. bpoH30Bble NoguyMbl, B NEpBOM cryyae
- B BWAE KHWUTM, BO BTOPOM — B BuAe TpPaAWLMOHHOTO amyrneTa
«TymMap», NpeAcTaBnSTCA CBOEro POAa CEHCOPHBIMM KNaBuLuamu,
pearMpylownmu Ha onpeaeneHHbln Habop nanunnsapHbIX NUHURA,
HaxaB Ha KOTOPble, MOXHO AMUCTAHLWOHHO U C YCNEXOM YynpaBnaTh
cTpaHoi. OTn 6pOH30BbIE CEHCOpPLI OTChiNakT k hunsmy «Total Re-
call», B hmHane kotoporo nobenoHocHbIn ApHonbg LWBapueHerrep
(ry6epHaTOpCTBO KOTOPOro Takxe rny6boko CMMBOMWMYHO), Haxas
Ha cned NajgOHW WHOMNAHETSHWHA, Aan MapCUaHCKOMy Hapomy
BO3MOXHOCTb BAbIXaTb BO3AYX NOMHON rPyabo.

B 1O Xe Bpems oTneyatok pyku — 3TO YCTOMYMBBIA CUMBON
OAHOTO W3 MUGOB Mcnama, Tak HasbiBaemas «Pyka Anu» — 3478
N cnoABWXHUKA Npopoka. Haxonﬂu.gaﬂc;q B AcTaHe Komnosuuua
«[lobpble nagoHu», Kak yxe rosopunocb, nomelieHa B 6GalHe
BaiiTepek, B KOTOPOiA, KpOMe CIIOXHOTO NOAWYMA NS HEE, HUYEro
HeT. TpaHAno3Hoe 97-MeTpOBOE COOPYXEHWEe SBNSETCS NPOCTO
nocTaMeHTOM Noj OTNeyaToK PyKu Npe3upeHTa, a 3arajoyHoe
AN MHOTUX HasBaHue GawHu — baliTepek — Kak BbISCHUNOCH —
poAoBOI 6OEBOW KNUY POAA WanpalThl, K KOTOPOMY NPUHAANEKUT
Hasap6aes.

... npuwen lNogo.

Mpoueccbl noucka MAEHTUYHOCTW M KOPHEW, MbllWHbIE NO3YHIU
BO3BpAllEHWs K HauMOHanbHOW Tpaguuuum W BO3POXAEHUS
AYXOBHOCTU, TeaTpanbHbil nadoc YTBEPXAEHUSA [APEBHENWMX
OCHOB TOCY[apCTBEHHOCTM W He3blbNeMoCTW CyBepeHUTEToB
B CpefgHeasnatckoM pernoHe, WCTOPUYECKME UCCre[oBaHus,
anennayuM K MCTOPUYECKAM W COBPEMEHHbIM 3CTETUYECKUM
cUCTEMAM, TMPUBIEYEHME apxawyeckux W HOBbIX TEXHONOrun
— BCe rpaHAno3Hble ycunua u danbcudukaymn HanpasneHsl Ha
nepcoHanbHble camonaeHTudukaLmm nugepos ...
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B 2002 rogy B XeHeBe kupruackas xygoxuuya [lynbHapa
Kacmannesa npeseHToBana nepgopMaHc, cofepxaHue KOToporo
COCTOSANIO B CNEfYKLWEM: ee aCCUCTEHTKA TKana Ha NPUMUTUBHOM
TKaLKOM CTaHKe HEeKoe NNeTeHue, COCTOSIBLIEE U3 AMUHHBIX KOC
XYLOXHULbI, NPOTAHYTLIX BAOMbL noauyma. Cama aBTop, ogeTas B
HaLuMoHanbHY0 OAEeXAY, CUAA Nepes 3pUTENAMU U «NPUBA3AHHANA»
TakuM o6pa3oM K CcTaHKy, urpana Ha Kkobbise — ApeBHeM
WHCTPYMEHTe KO4YeBHMKOB. 10 OKOHYaHWM MeNoanuM OHa oTpesana
KOCbl M MOrfia HakoHely BcTaTb, O0CBOOOAMBLWIMCL OT CBOUX
«npuBsizaHHoCcTel». Pe3kas paeknapaTuBHOCTb nepdopMaHca,
Npo3ByyaBlas Kak CWUIbHAs Herauns CNEKyNATUBHBIX WIP C
HaLuMoHanbHON KyNnbTypoi kak 6peHAOM He3aBMCUMOCTH, — OfHA
M3 COCTaBNSAWMX HOHKOH(OPMUCTCKOrO AWCKYpca, B KOTOPOM
paboTtalT HeodwmumanbHbele  XygoxHukun  CpepgHeasnaTckoro
perunoHa.

C Apyron CTOPOHbI, akTUBHO paboTatoLyne akTyanucTbl, NPOXNBLLNE
npu COBETCKOW BNacTu [Be TPETU CBOE XU3HW, HEOXWAAHHO
OYYTUBLIMCH XUTENAMN COBEPLIEHHO JPYrUX CTPaH, eCTeCTBEHHO,
03abo4eHbl NnpobnemMoin MGEHTUYHOCTYU; HALMOHaNbHas TpaguLns,
NPMYaCTHOCTb K KOTOPOWN OLLYLAeTCH UMU OYeHb OCTPO, HE MOXET
He 6bITb BKITIOYEHHON B UX aKCMOMOTHI0.

Gulnara Kasmalieva. “Goodbye song”. Performance, 2001
TyneHapa Kacmanuesa. “llpowansHas necHa”. llepgopmarc




CunbHOW TeHAEeHUWeh akTyanbHoro uckycctsa CpepaHen Asum
cTano yTBEpXAEHWe npaBa 4YenoBeka Ha BO3MOXHOCTb ObiTb
WHbIM, NpUHagnexaTb K WHOW Tpagwuuuu, UMeTb APYryl, He
€BPONOLEHTPUYHYIO UCTOPUIO MKYNBTYPY, APYrOi NCUXODU3NYECKUR
T”N. B T0 Xe camoe BpeMs KOHCTaTMpyeTcs owylieHne cebs yacTbio
yenoseyecTBa, CNOCOOHON K NBMEHEHUAM U YTBEPXAEHUK CBOMX
NnapuTeTHbIX OTHOWEHUA C MUPOM. Ha3BaHua BbICTaBOK, BNepBble
B uctopun CpegHein A3nm nposefeHHbix B TevyeHne 2002 roga B
Espone, rosopsaT camu 3a cebs — “No Mad’s Land” (bepnuH), “Re-
Orientation” (Benimap), “Trans Forma” (KeHeBa).

Erbossyn Meldibekov. Monument to a Hero. Installations, 1999
Ep6ocbiH Menbanbekos. MamaTHuk repoto. MHcTannsauus

Ha wHAMBMAYyanbHbIX YPOBHAX 3Ta TEHAEHUWS NpOsSBNAeTCA B
NoMCcKe A3blka 0TNUYNIA, a He N0A06NI, OCHOBAHHOTO Ha pa3pyLleHun
9THOrpauU4ecKkn-CyBEHMPHOTo cTepeoTuna, 3aKoCHesnoro
B3rnaga Ha niogei n pernoH. Kpome TOro, npososrnalwaercs
KOHFeHManbHOCTb MUPY UCKYCCTBA; HA HA4YaNbHOM 3Tane 0Co6eHHO
CUMbHOM Bblna opueHTaLns Ha MOCKOBCKUA aKLMOHN3M.

Moatomy nepdopmaHnc M'ynbHapbl KacmanueBon cogepxuT, kpome
yXe 0603HaYEHHbIX KPUTUYECKMX CMbICIIOB, CMbICT NPUCYTCTBUS B
HEM Xy OXHMLbl Kak COBPEMEHHOTO YenoBeka, obnapawwero Bcei
CYMMOW 3HAHWiA, MbiCNeit, YyBCTB 1 NpaB 6biTb caMoi coboil.

Mockonbky paspylweHne TpebyeT nepBOHAYanbHOrO pasbsiCHEHNS
B CWUMy OTCYTCTBUS KaKoiW-nmbo BHATHOW WHGopmaLum 06
WCTOPWU pernoHa, MHorue paboTbl OCHOBaHbl Ha AeTamnbHbIX
PEKOHCTPYKLUSAX TPaAULMOHHOTO GbiTa, CHATUM CNOEB COBETCKON
W PENUrMO3HOW MOpanu, eBPONENCKUX M BOCTOUHBIX KYMbTYPHbIX
HOpM, Jecakpanu3ayun putyansHoro yCTpoucTea NoCTCOBETCKOTO
obuwecTtsa. Kak wu nepdopmaHc [ynbHapbl Kacmanuesoi,
fonbwuHCTBO paboT uMewT Wokupylowmii xapaktep - KawnaTt
MbparumoB Ha rnasax y usymneHHon nybnuku ybusaet 6apaHa,
Pyctam XanbtuH cHumaeT unbm, nogpobHo wu3narawwum
AeTanu KouTyca, OCyLeCTBNSieMOro BEPXOM Ha koHe, CakeH
HapblHOB CTaBMT NamsaTHUK ACbiKy — KONEHHOI KocTouke 6apaHa,
ncnonb3yllencs kak getckas urpywka, Cang Atabekos npoxuraet
pbipy B KopaHe u BCTaBnsieT B Hee KaMeHb — 3HAK JOMCNaMCKMX
NaHTeNCTUYECKUX BEPOBAHMUIA.

Taknum 06pa3om, 3afjeknapupoBaB CBOK WAEHTUYHOCTb HaA
MINYHOCTHOM YPOBHE, [OKa3aB CBOWN BO3MOXHOCTU NO-APYroMy, Ha
OCHOBE PEKOHCTPYKLUUM APEBHEN TpaAULUM eCTb, MOBUTb KEHLMH
W peTeil, TKaTb, UTPATb Ha MY3blKanbHbIX MHCTPYMEHTAX U BEPUTb B
pasym nNpupoabl, akTyanbHOE UCKYCCTBO B MOUCKAX MAEHTUYHOCTM
obpaTtunocb k npobrneme OTHOWEHW A YenoBeka, rpaxgaHuHa
CyBEpEHHOW cpeaHeasnaTckoil CTpaHbl, CO CBOUM rOCyaapcTBOM.

O6pasHasa TkaHb Bugeonepdopmanca «[on MMot» EpbocbiHa
Menbaubekosa (KasaxctaH), npegcrasnswowero coboit cTpalHoe
3penuue — TromnoBbl XUBbLIX, 3aKOMaHHbIX B 3eMM0 nogeih ¢
CUNbHO BbIPAXEHHBIMW a3WaTCKUMMW 4epTamu UL, COCTOUT W3
annuTepaunii, CeMaHTMKa KOTOPbIX OTCbiNaeT KO MHOXeCTBY
KyNnbTYpHbIX KOAOB U 3HakoB. WcTopuueckum — Kcaranckon
nupamnge TamepnaHa, «Anodeos3y BoiHbl» B.Bepewaruna,
KynbTOBOMY COBETCKOMY (unbMy «benoe conHue NyCTbiHWY;
COBPEMEHHBLIM — «BOCTOYHOM» pekname MHkombBaHka, HayanbHbIM
kagpam nepeoro «TepMmuHaTopa»; npeaBocxulawwnm Oyaywee
(paboTa cgenana B 2000 rogy) — dotorpadmam ns Aby-peinbda,
3NeKTpPOHHOW urpywke Snood. Ho anno3um He ucyepnbiBawT
MHOFOCNOMHBIX ~ CMbICOB  paboTbl: MTOroBas  KoHcTaTauus
CUTyauun HecBo60Abl — HA TMYHOCTHOM YPOBHE, HA PErMOHANbHOM
n oblevyenoBe4yeckoM — NpupaBHUBAET YENOBEYECKYIO TOMNOBY K
OYNbIKHUKY, KAMHI0, HEOAYLIEeBNEHHOMY NpeaMeTy, He CNoCOBHOMY
W3MEHUTb CUTYyaumio, — «OTpagHEN KaMHeM ObiTby ...
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AKTyanbHbln Apxus

MckycctBo LleHTpanbHon Asuu:

CaMbiM CUNTbHbIM 3HAKOM PErMOHANbHOW WMOEHTUYHOCTU AN
XYAOXKHMKA SBMNSIETCH MOHIONOMAHOCTb Kak KBMHT3CCEHLMS
a3nmaTyuHbl,  HENONMUTKOPPEKTHOCTb  3KcmayaTauuum  KOTOpOW
oYeBMAHA W HWKEM, Kpome Hero, B CpeagHeit A3unm He
apTukynupyetcs. Tak, B COBCeM NpOCTOM BugeonepdopmaHce noj
Ha3BaHueM «[lacTtaH» cam aBTop, o6naaaWmnin Apko BbipaeHHON
MOHFONOMAHOW BHEWHOCTbK, Yacamu CUAUT NOA TPafoM
CbINOWNXCA HA HEro MOLWEYUH, COBEPLIEHHO HEMONUTKOPPEKTHO,
C Ma30XMCTCKUM ycepaMeM U3aeBasich Hag PEeHOMEHOM a3uaTckon
NOKOPHOCTH.

HakoHel, COBEpLEHHO HEMONUTKOPPEKTHbIE 4eXa B0 BO3HMKAIOT
npu paccmaTtpueaHuu «MamsaTHUKA repolo» — YeTbipe HacToswWme
NOLWaxXbW HOTU, BO3HECEHHbIE HA BbICOKMI «PUMCKUA» MOCTAMEHT.

MeHee fpoCTHble, HO He MeHee XecTkue BbiBOAbI AenaeT Caug
AtabekoB, Ans KOTOPOro CyBEPEHHbIN CPeAHMi asnaTt Takxe B
OCHOBHOM NacCWBEH, HO BCe Xe& cnocobeH K COMPOTUBMEHUIO.
VIHCTpYMEHTbI CONPOTUBMEHUA CNeyuduYHbl — 4Yy[akoBaToCTb,
acounanbHoOCTb, XepPTBEHHOCTb. Yalje BCEro cam XYAOXKHUK K
BbICTYNaeT B ponn 6poasAru, HUWero nponoBeaHNKa, OPOAUBOTO,
ofeTbl B KOCTIOM AepBuLia.

B nepgopmance «CoH YuHrucxaHa» OH, Mocne BO3HECEHMS
nokastHHO MOMWTBLI, Najan Ha 3eMnlo, a copaTHUKM 0GBOAUNK
€ro CUNyaT Kpackoii. B pesynbTaTe 0T BnacTuTens ocTaBascs
TONbKO KPUMUWHATMbLHbIN Crief Ha 3emne.

Mactuw «CbiH BocToka» B 0CHOBe CBOeil ABNsieTCs U306paxeHuem
WaHblpaka — AEPEBSHHOTO KonbLa C BHYTPEHHEN KPeCTOBWHOW,
CBA3blBaKLWEro oCToB HPThHI. UJaHpraK KaKk CMMBON AOMalUHEero
ovara cTan OCHOBOW repba He3zaBucumoro KazaxctaHa n 0fHON u3
nonynapHbiX MVId)OI'IOFeM HOBOI0 BPEMEHMU.

«CblH BocTtoka» — 3TO Manbyuk, durypa KOTOporo nosTopsieT
nepeknaguHbl [epeBSHHOW KPECTOBWHbI LWaHbipaka. To ecTb
ABnseT coboit KpecT, 3akMIYeHHbIN B KPYT, anennupywmin K cxeme
Vitruvian Man JleoHapgo ga BuHuu 1 upgeanbHbIM nponopuuam
«yenoBeka BospoxgeHus».

[laHHbIA nanMMncecT pOXAaeT HOBbIA, NPOHWUYECKUA U KECTOKUNA
cmbicn — «CblH Boctoka» cTaHOBUTCS XepTBOW, pacnaTon B
nose ceAToro AHApes Ha rocygapctBeHHom repbe He3aBUCUMOrO
KasaxcTtaHa.

Takum obpasom, npobnema MgeHTUYHOCTH B aKTyanbHOM NCKYCCTBE
CTaHOBUTCS, MO CYTU, ONNO3NLNOHHOI, GLICTPO pasBMBaKOLLENCS U
Bce 6onee MogepHM3NpYHOLLENCS MeHTaNbHOK cuctemon. Mpuspak
noctmoaepHusma npuobpetaeT Bce 6onee peanbHble YePThI: BPEMS
noucka W yTBepXAeHUS OTNNYMiA, MepuoA NPOCTON aKcnnyaTayun
cpefHeasnaTckux MugonoremM 3akaH4yuBaeTCs, CMEHMBLUMCb
6onee rny6oknmn KOHUENUUAMNU — B YaCTHOCTK, akTyanuaupyeTtcs
HagpernoHanbHbIl  KOHLENnT, OCyWecTBUBWUA nepexos OT
nokanbHbiXx npobnem Kk MeTanpocTpaHcTBam, BOupalownum B
cebs npobnemMbl MWPOBOW MNOMUTUKM, IKOHOMMKM, KyNbTYpbl,
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WHdopmaunn. 3HakuM CpepHeasnaTCkux KynbTyp W Tpaauuuil
BNNaBNAOTCA B MUPOBbIE KOAbI, C OLHOW CTOPOHbLI, 3aTpyAHSAS
YTeHWe, a C LpYroit CTOPOHbI — NpuAaaBasi SKCKIIO3UBHbIE UHTPUTY
WHTEpTEKCTyanbHbIM  Ananoram. TpaHCrpeccun pasHOPOAHbLIX
W pasHOBPEMEHHbIX KYMbTYPHbIX MPOCTPAHCTB NPOMCXOAAT
NocpeAcTBOM MNepeMelleHns «HaLWoHamNbHbIX» 3HAaKoB B WHble
cpeAbl M HaobopoT, pas3mbiBas rpaHULbl NOKanbHbIX WUAUOM M
Co34aBasi HOBbIE MHTEPHALMOHANbHbLIE KOJOBbIE CUCTEMBI.

Tak npouMCXOAMT BbLISCHEHWE OTHOLWEHUA C 6onblunm MUPOM,
HeMalloBaXHYK 4aCTb KOTOPOro 3aHMMarKT cocean no pernoHy.

Cepus doTorpaduit « TeHn» M'ynbHapel Kacmanuesoi u Mypatbeka
Oxymanuesa (KbiproiactaH), passopayuBatolyas metadusnyeckuit
KOPOTKWIA pacckas O MpeBpalleHNn NpOCTbiHb, PACCTENEHHbIX Ha
TpaBe, B CaBaHbl, Ha CAMOM Jene Co3faHa Ha MaTtepuane cobbiTuit
B ®epraHckoi QONuHE, roe NPoOW30LWNK CTpallHble CTOMKHOBEHMSA
NpoXuUBaKLWMX 30eCb KNPru3oB, y306eKoB 1 TagKUKOB.

KamynskHas TkaHb pasHbiX OTTEHKOB, HAaTSHYTas Ha NOAPaMHUKK,
- «3uma» un «Jleto B AdranuctaHe» Caupa AtabekoBa.

Said Atabekov. Son of the East. Photo, 1995
Caupg AtabekoB. CbiH BocToka. ®oTo




Erbossyn Meldibekov. Pastan. Video

EpbocbiH Menbgubekos. MactaH. Bugeo

«bpat moit —Bpar moi» EpbocsiHa MenbaubekoBa, rae ABa nepcoHaxa obpalleHsbl
APYT K ApYry, Aepxa BO pTax NNCToNeTsbl, — CpeaHeasnaTcknin guanor «6paTckux
pecnybnuk», — 6e3HafexHO ycTapeBLlas coBeTckas Mudonorema, notepsswas
BCSIKMA CMbICM, NOCKOJIbKY HbIHE OTHOLIEHWS BCEX COpPOKa ThiCAY OpaTbeB NNaHeThl
COCTOAT B Apyroit, rno6ann3oBaHHON KOHTAKTHOM cucTeme.

«HeoHoBbin pait» Canpa AtabekoBa npeactaBnser AepBulla, CUASALLETO HAaNPOTUB
BXxoA4a B cynepmapkeT. MONUTBEHHbIE NOKNOHbLI HE COBNAAAT C aBTOMAaTUYECKUM
OTKpbIBaHMEM [Bepeit. HanoxXeHHbIN 3BYKOPAS — WAUNNNYECKOE U COBEPLIEHHO
HeymecTHoe LebeTaHne NTUYEK — MPOHMYECKOE YCUNEHNE e HEOTPAHUYEHHON
TAaMHCTBEHHOW BRacTu lamaHa Hag WMCKYCCTBEHHOW «npupopon». Hacmelwka
Hag camum coboii, HaxooAwWMMCA B CUTyaLuuW «3akpemnneHHOro» asmaTtcKoro
amnnya, obopaysBaeTcs HacMeWKOW Hag MOAHbIM Ha 3anage WMHTepecom K
«ECTECTBEHHbIMY» MpaKTUKaM TpajuLMOHHbIX 06LECTB, 4aBHO NpeBpaTUBLIMXCS
B CYBEHMPHO-3K30TMYECKOE 3penuuie, Ha KOTOPbIX CHEKynupyloT Yylnble
adprKkaHCKue U azmaTckue «lWamaHbl».

CtpemutenbHas BecTepHusauua CpeaHeit A3um, BHegpeHUe TpaHCHaLMOHaNbHbIX
1 oBLWKX ANg BCEro Mupa NOHATUIA, KaTeropuit U CXeMm, 0T CHUKEPCOB A0 cnama,
ot b6appens Ao CTUHrepoB, MeHseT ee nuuyo. MpuaopoxHas topTa-pectopan,
Ha[ BXOJOM B KOTOPYI BUCUT peknamHublil cnorad «Koka-Kona», — HopmarnbHoe
asnenune. HegaBHo Map Anma-ATbl 3aMeTUIT, YTO OHA NMpeBpaTUNach B 3alUTaTHbIN
amepukaHckuin ropod. STHOC — fABNEHUe reorpaduyeckoe.

B nepdopmaHce lN'ynbHapbl KacmanueBoit UCKYCCTBEHHbIE BONOCHI —4eKOpaTUBHbIN
aTHOrpauyeckuit anemeHT — npuBsa3biBanucb Kk Hactoswum. OTpesas Kochl,
XYyAOXHMULA 3axBaTbiBana 4aCTb CBOMX XWUBbIX BOJOC.

AsTonopTpet Caupa Atabekoa, ofeToro B Mmanky u3 6epnuHckoro myses Check
Point Charly ¢ Hagnucblo «Bbl noknpaete amepukaHCKMil CeKTOp», CAenad
Ha (oHe OeTOHHOro ykasaTens «Kbiprbi3cTaH», TEPPUTOPUS KOTOPOTO HbiHe
npefocTaBfneHa Ans pasMelleHns aMepukaHCKnx BOEHHbIX 6as.

OTTyaa oxupaeTcs npuwecTsne Fogo.

HoBbiM cpefHeasnaTCkuMm rocyfapctBamM Ans MHTerpayuu B MUPOBOWA KOHTEKCT
ObiNo [JOCTATOYHO 06bSABUTL cebs CYBEPEHHbIMU M BbIpa3uTb CBOK NOSNbHOCTb
no oTHolweHuto k CLIA.

HeoduumnanbHble XyA0KHUKN, HA060POT, HYXAAKOTCA B AONTOM UHTENNEKTYanbHOM
npouecce Ans Toro, 4tobbl owyTuTL cebs rpaxpaHamu mupa. JInyHOCTHas,
XYLOXHMYeckas, 3aTHMYeckas W HagHauMoHanbHas WAEHTWYHOCTb CTAHOBMTCH
€4MHCTBEHHO BO3MOXHbIM cnocobom ocosHaHua cebsa. [lepcdopmaHc ¢
noweynHamn EpbocbiHa Menbanbekosa n nepdopmanc Canapmyparta Huasosa,
yKa3blBalLWeEro ConHuy, Kyga emy CBETUTb, — ABE CTOPOHbI OJHOW Medanw, Ha
Kax[om M3 KOTopbiXx — agnaTckuin npoduns. Homunan — 57 gonnapos 72 LeHTa 3a
Oappenb. M 370, K COXaneHuo, — camblil BEPHbI ykadaTenb MAEHTUYHOCTH.
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Olga Yushkova

On Professional Art in Kyrgyzstan

A Historical Reference

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

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

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

[anap AinTnes. Konxo3aHblii 4BOp. XONCT, Macno

Nature as a Teacher

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

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

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

Artistic Memory

Certainly the independence was conditional. It found its expres-
sion in how Kirghiz artists easily assimilated problems, which
were close to them, enthusiastically acquired the new artistic lan-
guage and avoided to notice anything strange to them. As a result,
the formation of professional art proceeded without particular dif-
ficulties, and the process of familiarization with European culture
rapidly bore fruits. The apprehension of this culture underwent
corrections by the traditions of national culture.
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MckycctBo LleHTpanbHoi A3nmn: AKTyanbHbil ApXxuB

The popular art of the Kirghiz has an improvisational character,
which contributes a particular flexibility to the national artistic
consciousness. Improvisation assumes the presence of initial
structures fixed in culture, around which an infinite diversity of
variations may appear. Artistic thinking of this kind distinguishes
itself by its open character: it is able to absorb the most different
impulses. On the one hand, it makes the perception of other cul-
tures easier, on the other hand it helps to preserve basic positions
of the own culture.

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

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

New Wave

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

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

Satar Aitiev. Portrait of a Contemporary. Oil on canvas, 1969
Catap AinTues. MopTpeT coBpemMeHHMKa. XoncT, Macno




Onbra lOwkoBa

O npogeccrnoHanbHOM nckycctee B Kuprmuaum

WcTopuyeckas cnpaska

WcTopus  npodeccuoHanbHoro  uckycctsa B KbiproiacTaHe
HacunTbiBaeT HemHorum 6Gonee 80 net. Tem yauBuUTenbHee
pesynbTaT, ¢ KOTOPbIM MPUXOAUT 3Ta KyNbTypa B COBPEMEHHbI
Mup.

MocnenHue Kuprusckne ropoga U oceanbie noceneHns 6Gbinu
paspyweHnbl k XVI Beky; B WX pyWHax ocTanacb W Tpaguuus
ropofCKOM KynbTypbl. Ha NpOTSXEHWM HECKONbKUX CTONETM
Hapon Ben KoueBon 06pas XU3HuU 1 B XX BEK NPULIEN C Pa3BUTLIMM
dhopmamu HapogHoro TBopyecTBa. Oceanble NoceneHns u ropoaa
B KblproiacTaHe BHOBb BO3HUMKAKT Nocne npucoeanHenus k Poccuu
(1855 — 1876), a npodeccuoHanbHble XyJOXHUKM NOSBNSATCS
3gecb Tonbko B 1920-e ropbl (Bnagwmup O6pasuos, CemeH
YyiikoB). lepBble HauuoHanbHble xuBonucubl (Fanap AiTues,
Cabbipbek AkbinbekoB) HaumHawT paboTtate B 1930-e rogbl u
nonyyawT XygoxecTBeHHoe obpasoBaHue B MockBe. MogobHbie
nctopuyeckne  obcTosTENbCTBA  OKasaNuCb  YAWUBUTENbHO
OnaronpuatHbl  Ans  OPMUPOBAHMS KynbTypbl HOBOFO TMNa,
KOHTYpbl KOTOPOI HaMe4alTCs B COBETCKOE BPEMS.

Kadyrjan Turgunov. The panther. Oil on canvas, 1993

KaabipxaH TypryHos. MaHTepa. XoncTt, macno

Yunutenb — HaTypa

OcobeHHOCTb ~ COBETCKOrO  MCKycCTBa  3aknwyanacb B
ero MHOroHauyuoHanbHom coctaBe. OT pernoHos xganw
NCKYCCTBA «HALWOHAnNbHOro no opMe, COLMANUCTUYECKOTO
no cofepxaHuio». Te3nC «HauWoHanbHoe no (opme» BCKOpe
npespaTuUnca B NyCTOW NO3yHr. Ha camom fene Bce AOMXHbI Obinu
onMpaTbCs Ha akageMUYeckyto TpaanLnio U PaBHATLCA Ha pycckoe
peanncTnyeckoe WCKyccTBO BTOPOil monosuHbl XIX Beka. JTo0T
npouecc npoucxonun GONE3HEHHO W CNOXHO B Tex MecTax, rae
Obinn cBOM TpagMuMn NpodeccMoHanbLHOro NCKyccTBa.

B Kupruanu HoBas xyaoxecTBEHHas cucTema crana opmMnpoBaThes
B 1930-e rogbl, korga NOBCEMECTHO YTBEPXKAAeTCA oduLnanbHbIn
CTUNb — COLMANUCTUYECKU peanusm. AKTUBHbIE W Pa3HOPOAHbIE
nonckn 1920-x roAoB CTanM K 3TOMYy BPEMEHW 3aKpbiTOM
Tepputopueir. Moatomy B Kupruanm He 6bino npaMoi opueHTauum
Ha obpa3subl uckyccTea BocToka, kak B LeHTpe TypkecTaHa, rae
XY[OXeCTBEHHas XW3Hb Havyanacb Ha pybexe XIX - XX Bekos. B
Y3bekuctaHe u TYpKMEHUCTAHE MHOTOYUCITIEHHbIE XYJOXECTBEHHbIE
TPYNNMPOBKM MblTanMCb CO34aTb «HOBbIA a3WMaTCKUA CTUMb» W
«caenaTtb WUCKYCCTBO TypkMeH MoHATHbIM EBpone». B Kuprusum
B3N 32 OCHOBY paboTy ¢ HaTypbl.

B To Bpems Kkak B COBETCKOM MCKycCTBE MnpouBeTana
kapTuHa 6onbloro dopmata Ha COLWANbHY0 WAKW UCTOPMKO-
PEBONIOLUNOHHY  TeMy, KUPru3ckue XYAOKHWUKM  YBIEYEHHO
paboTanu c HaTypbl, OcBauBas npodecCUOHaNbHY rpamoTy.
Tak HasbiBaeMblil «annoaucMeHTHbln ctunb» 1930 — 50-x rogos
OHW 6naronony4yHo oGowWwnM CTOPOHOW, COCPEAOTOUMBLUUCH Ha
aTioae Kak cneuuduyeckoit dopme TBOpYECTBa W YTBepKAas
nesax B KayecTBe BeAylero xaHpa. TemaTuyeckas ceobopga
nepuoga y4yeHUYecTBa fana BO3MOXKHOCTb [OBOMbHO ObICTpPO
HaWTW CBOIO WHTOHALMIO W KPYr TEM, CBS3aHHbIX C TPAAULUOHHLIM
o6pa3oM XW3HM, a He C nadocoM YTBEPXLEHUS COBETCKOM
LeiCTBUTENbHOCTU. YXe B 3TO BPEMS KUPTU3CKOE MCKYCCTBO
BblENANOCb CPefu APYrux HauWoHambHbIX LWKOM, npuBnekas
NUPUYECKOW NHTOHALNENR N HE3aBUCUMON NO3ULMEN.

XyﬂO)KeCTBEHHaﬂ namMmAaTb

KoHeuHo, He3aBUCMMOCTb Bbia OTHOCUTENbHOW. OHa Bbipaxanach
B TOM, YTO KUPTU3CKNE XYAOXKHUKM NIErKo BOCNPUHUMany 6nuskne um
npobnemel, ¢ yBne4YeHMeM OBNajeBan HOBbIM XY[OXKECTBEHHbIM
S3bIKOM M CMOBHO HE 3amevanu Toro, 4to Obino um yyxpo. B
pesynbTate (opMUpOBaHWE NPOdECCMOHANbHOTO MCKYCcCTBa
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AKTyanbHbln Apxus

MckycctBo LleHTpanbHon Asuu:

npoucxonuno 6e3 ocobbix OCNOXHEHMIA, a npuobuieHne K KynbType
€BpPOMEeNCcKOro Tuna He 3aMeanuno NPUHECTW CBOU MNNOAbI.
BocnpusaTtne 93TOM KynbTypbl KOPPEKTUPOBANoOCb TpaguUuUaMu
HaLMOHaNbHON.

HapogHoe MCKyCCTBO KWPrM30B MMEeT WUMMPOBM3aLMOHHbIA
xapaktep, 4To npuaaer ocobyio ruMOKOCTb HaUWOHaNbHOMY
XYAOXECTBEHHOMY CO3HaHuio0. Wwmnposusauua npeanonaraert
Hanuuue 3akpenseHHbIX B KynbType MCXOLHbIX CTPYKTYp, BOKpYr
KoTopbiX BO3HMKaeT GeckoHeyHoe padHoobpasue Bapuauymit. Takoe
XYOOXECTBEHHOE MbIWMNEHNE OTNMYAETCSH OTKPbITBIM XapakTepom:
OHO MOXeT BNuTbIBaTb B cebs camble pasnuyHbie umnynbebl. C
OfHOW CTOPOHbI, 3TO obneryaer BOCMPUATME WHOW KynbTypbl,
C [PYrol CTOPOHbl, MOMOTaeT COXPaHWTb OMOPHbIE NO3ULUK
co6CTBEHHON.

B cTapun yyeHmyecTBa namaTb CBOEN KynbTypbl KOppekTMpoBana
YPOKM HOBOrO XyJOXECTBEHHOr0 $3blka Ha YpPOBHE Camoro
XY[OXECTBEHHOro MbiwneHnus. B koHue 1960-x rogoB HauyuHaeT
paboTaTb MOKOMEHWE MONOAbIX  XYLOXHWKOB, MOMYyYUBLUIMX
obpasoBaHue B MockBe u JleHuHrpage. Kasanocb 6bl, wux
TBOPYECKME MOUCKM [OMKHbI ObiTb CambiM TecHbIM 00Opasom
CBSI3aHbl C BeAYWWMW TEHAEHLWSAMU COBPEMEHHOrO MCKYCCTBA.
OpHako MONOAbLIX XyJ0XHUKOB NPUBMEKAKT HE TPOMKIME CTONMUYHbIE
MMeHa, a eBponeiickne MacTepa knaccuyeckoro nepumoga u XX
Beka. Bce Buabl npogeccMoHanbHOro UMCKyccTBa CROXWUAKUCH
B Kuprusum x atomy BpemeHuW. HacTano BpeMs 0CO3HATb WX
kopHu. [loatomy Catapa AiTueBa, Mypata bekaxaHoBa
MHOTUX APYrMX MHTEpecoBana cama XYAOXHWYeckas «KyXHsa», a
He MOCTMOAEPHUCTCKWIA AWanor U MOLHOE B CEMUAECATbIE roAbl
UMTUPOBAHME W3BECTHbIX Npou3BedeHUN. [paKTMYeckM BO BCex
pernoHax BHUMaTENbHO CNeAnnu 3a TeM, 4To genaetcs B Mockse
n Mpubantuke. B Knprusum 3Hann o6 atom He Xyxe, yem B no6om
Apyrom mecte. HO HMKTO He WCMbITbIBAN CTpaxa OKa3aTbCs He
B pycne TeHAEHUWNA, onpedenssBluuxcad B LUeHTpe. Hanpumep,
«CYpOBbIA CTUNb» 3[€Cb HE Halen CBOUX MNPUBEPXKEHLEB.
My6nuunctuyecknit nacoc 3Toro UCKyccTea, NOUCK HOBOrO repos,
KpynHodopmMaTHble NOMNOTHA, OpPraHW3oBaHHblE MOCTAHOBOYHOI
KomMnosuyuein, — Bce 3T0 BbINO YYXAO KUPTU3CKUM XYAOXKHUKAM.
Monogoe nokoneHue COCPEAOTOMMIIOCH HA  MNACTUYECKUX
noucKax, pacluupss rpaHuLbl CBOUX OpUEHTUPOB. ATO OblN BbIXOA
B €BPONENCKYK XYLOKECTBEHHYI0 NPAKTUKY, MOHATYI0 4OCTATOYHO
cBo60AHO W WMpOKO, kak, Hanpumep, B TBOpYecTBe CaTapa
AnTuesa.

B 1970-e roabl kpuTMKa cTaBuna B 0cobyto 3acnyry MoCKOBCKOMY
XYAOXHMKY BukTopy MonkoBy 3aBoeBaHWe npaBa Ha NIMYHOCTHOE
BbiCKa3blBaHue, a B KUprusum ero HUKTO He 3aBOEBbIBAN, NPOCTO
HUKOMY He MPUXOAMIIO B FONIOBY, YTO MOXHO MHauve.
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HoBas BonHa

HoBble TeHgeHuunm nposasunuce Kk cepeguHe 1980-x ropos.
TBOpYECKME MOUCKM XY[JOXKHMKOB B 3HAYMTENbHON CTEMEHM CTanu
opMupoBaTLCS B KOHTEKCTe 0OLMX NpoueccoB, xapakTepHbIX
ANS COBETCKOro UCKyCCTBa.

B 310 BpemMA HenocpeACTBEHHOCTb BbIPAXEHWUS, YYBCTBEHHO-
9MOLMOHaNbHbI NNaH, YT0 4aCTO COCTABNANO CYyTb NPOM3BEAEHMIA
MacTepoB CTaplero NOKONEHWUs, YXOLAT B MOATEKCT KMPTU3CKO
Xusonucu. Ha nepsblil NNaH BbIXOAUT CTPEMNEHME K COYMHEHHON
kOMno3nuuu 3akpbiToro Tuna. Moatusauns xapaktepHoro obpasa
XW3HW ycTynaeT MeCTO pasMbilneHunio 06 uctopuyeckoit cyaobe
Hapoda ¥ OLEeHKe CBOEro nyTM C MCTOPUYECKOW AUCTaHLMK.
MeHswTca 1 Kymupbl; 310 yxe He Pembpanpat, He CesaH,
TBOPYECTBO KOTOPbIX HAPAAY C APYTMMM KNaccukamu Tak BONHOBAanNo
XypoxHukos B 1960 — 70 rogbl. Hanpumep, ang Omunsa TokTanuesa
9TanoHOM cTaHoBUTCA uckyccTBo CanbBagopa flanu n ®eaepuko
®ennuHu. Muorne xypoxuuku (KapbipxaH TypryHoB, TanaHT
Orobaes, Xbinkblun XKakbiMoB) akTWBHO pearupyloT Ha camble
pasHble TEHAEHLMN B COBPEMEHHOM UCKYCCTBE — 9KCMPECCMOHN3M,
oTopeanuam, abcTpakymoHuam ... Aix TBOpYECTBO BNUCHIBAETCH B
o6Lyto cxemy NOMCKOB Tak Ha3blBaeMblX «BOCbMUAECATHUKOBY, HO
0CTaeTCca B pamMKax «PermoHanbHON y3HaBaeMoCTHY.

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

XKbinkbiun Xakbinos. Beyep Ha gxaitnoo. Xonct, macno




Gamal Bokonbaev

Introduction to “Contemporary Art” of Kyrgyzstan

Soviet Traditions

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

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

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

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

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

Film “Beshkempir” (1998) by Aktan Ab-
dykalykov. “Silver Leopard” of the Locarno
film festival

dunbm «bewkemnupy» (1998), pexuccep
AxTtaH AbabikanbikoB. «CepebpsiHblii
Jleonapa» kuHoecTuBans B flokapHo
(WBenuapus)
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Traditions of our “Avant-gard”

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

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

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

Ramis Ryskulov. Dance
Pamuc Peickynos. TaHey. Xonct, macno, 1988

Sergey Daragan. Transit 97. (8). Carton, mixed technique, 1997
Cepreit flaparaH. TpaHaut 97. (8). KapToH, cMelwaHHas TexHuka

Valery Ruppel. Yellow album - IIl. Carton, mixed technique, 1999
Banepuit Pynnene. Xentbiit anbb6om — I1l. KapToH, cMewwaHHas TexHuka
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It should be noted here that “contemporary art” on its turn also
influenced traditional art in our country. It has become a sign of
scrupulous attitude toward the formation of expositions of paint-
ings and graphic art to consider the necessity to diversify them by
introducing installation type elements. The 1997 exhibition “Akaev
2000” by Evgeniy Boikov, Gamal Bokonbaev, Erkin Saliev and
Yuristanbek Shygaev became a bright example of this approach.
The artistic video “JyldyzStar” was created in the framework of
this project, which looked however more like a commercial. The
exhibition of paintings was supplemented with objects of “fash-
ion” and installations. A joint performances of participants of the
“Akaev 2000” exhibition created a collective portrait of the first
Kirghiz president and reflected the ambiguity and multifaceted
character of this politician. Twenty copies of the artistic-patriotic
magazine “Of Alll” were published for the opening. Articles printed
in this magazine only confirmed the versatility of the authors.

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

flBHOE BNMAHME NMPUHLMNOB GyMaXHO apxuTekTypbl B cepun 06bekToB «opoa»
OpHecTta AbgpasakoBa.
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Soviet Modernism

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

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

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

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

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

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

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

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

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

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

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

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

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

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

In the «Museum» Studio. 2003
B mactepckon ctygun «Museum»
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Shailoo Djekshenbaev. Turning. Photo, 2004
Waino OxekweHbaes. MosopoT. PoTONpoEKT

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

Artists as Institutions

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

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

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

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

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

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

Brothers Forever

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

Instead of a Conclusion

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

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

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

Valery Ruppel. Green City Project. Installation, 2004

Banepuit Pynnenb. Green City Project. UHcTannsyus




laman BokoHbOaeB

BeBeneHne B «COBPEMEHHOE UCKYCCTBO»* Kbiprbl3cTaHa

CoBeTckue Tpaauymu

Ycnexu nutepatypbsl n uckyccts CoseTckon Kupruamu™ Ha
MEXAYHapoAHOW apeHe ObiNM HECOMHEHHbl, W [axe nNpocToe
nepevyucneHme NOATBEPXKAALLWMNX 3TO PaAKTOB 3aiMET HECKONbKO
cTpaHuy. HekoTopble TEHAEHUMW JTOW YCMeWHOW KynbTypbl
ABUNNCL CBOEO6pasHbIM 1M, MOXHO CKasaTb, napafoKcanbHbiM
haKkTopom hopmuposaHms «COBPEMEHHOro MCKyccTBa»
— TpajWUWNOHHOE WCKYCCTBO pecnybnnkm He WHTepecoBanu
npobnembl «acthanbToBOro KNprusa.

B nHauane XIX Beka oCHOBHasi macca HaceneHus KbiprbiacTaHa
Befla ko4yeBOW o6pa3 Xu3HM. JTa ucTopuyeckas HepasBUTOCTb
onpejenuna  xapaktep pe3ynbTaToB  COLManMCcTU4ecKoro
KynbTypHOTro CTPOMTENbCTBA W MNpoOsBMNAch, BO-NEPBbIX, B
BbiGOpe TeM — B OCHOBHOM CeNbckas TeMaTuka, BO-BTOPbIX, €CNu
1 Bblbupanacb ropoackas Tema, TO TpaKTOBajiaCb OHAa C TOYKM
3peHNs LEHHOCTEN naTpuapxanbHOro, CenbCKOro yknaga Xu3Hu.
BOoNbWMHCTBO CIOXETOB NPOMU3BEAEHUN BblAAKLWEr0Cs KUPTU3CKOro
nucatens YnHrnsa AnTmatoBa pa3BopayuBalTCa Ha (oHe rop w
cTenen. TakoBbl NOBECTM Hayana wecTuaecaTtolx «MaTepuHckoe
none», «[xamunsy», «ber wuHOxogua», mnpuWHeclwne aBTopy
MWUPOBY NUTEPATYPHYI U3BECTHOCTD.

Knaccuk HauWoHanbHOW nuTepaTypbl CBOMMU NPOU3BEAEHUAMMU U
CBOell aKTUBHOW 06l eCTBEHHON AeATENbHOCTHI0O OKasan MOLHOe
BNUSHWE Ha Bce pecnybnukaHCKOe WUCKYCCTBO: Ha XWBOMUCH, Ha
rpadnky M B 0COBEHHOCTM Ha KNHO. OUNIbMbI «KMPrM3CKOTO Yyaan
CEMUAECATBIX, NPOONEMHble U TanaHTNMUBbIE, 3aCNYXEHHO cTau
obnagatensMu camblx NPECTUXHbLIX MeXAYHapOLHbIX NPeMUil W
Harpag ¥ Hagonro onpegenunu Kpyr TpaguLMoHHbIX, ouLmnanbHo
of00bpseMbix TeM U J03BONEHHbIX MHTepnpeTauuit. «Hebo Hawero
petctea» Tonomywa OkeeBa — KuHogpama rubenu LeHHOCTen
kouyeBoro obpasa KW3HM NOL HATUCKOM WHAYCTpManuaauum
(MmeHHO pexuccepy 3aToro unbMa NpUHaZNEXUT BbiCKa3biBaHMe
0 HEMHTEepecHOM eMy «accanbToBOM kuprusex). dunom bonoTta
lWamwueBa «BbicTpen Ha nepesane Kapaly», CHATbIA N0 NOBECTH
knaccuka kasaxckol nutepaTypbl MyxTapa AyasoBa, noBecTByeT
0 NpobyXAeHNN PeBOMIOLMOHHOTO CO3HAHMS Y KOYeBHUKa-begHsKa
B uapckon Poccuun. «MaTtepuHckoe none» enHagus basaposa —
yAayHas aKkpaHu3auua ogHOMMeHHoN noBecTn YuHrusa AinTmaTtoBsa
06 MCNbITaHWAX HA KONXO3HOM TpynoBoM poHTe Kupruswmu B
roabl Benukoin OTe4yecTBEHHON BOWHbLI. KWHO O TOpOLCKOM XN3HMK,
co3faHHoe B pecnybnuke, ycTynaeTt NMyyllUM COBETCKUM NEHTaM
aHanornyHo TemaTuku, a BOT (hakTypa HaTypanbHoro ObiTa
KOYEBHWKOB BnucTana Ha dKpaHax BCEero mupa.

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

TekcTbl Menuca bepabiwesa ctanu 06bekTOM UccnefoBanus npoekta YnaHa [xanaposa «buwkekckuit cungpom» B 2003 roay.
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AKTyanbHbln Apxus

MckycctBo LleHTpanbHon Asuu:

TpaguuWOHHOE  WNCKYCCTBO  HE3aBUCUMOW, [EMOKpaTU4YeCKOM
Pecny6nuku KbipreiacTaH fBnsSeTCs NOMHOMNPABHbIM NPEEMHUKOM
W TeM, U UAEN, N YCNEeXoB NUTEpaTypHbLIX NpousBeAeHnit YnHrusa
ATmatoBa ¥ (unbMoB nepuoga «kuprusckoro uyygar». OHO
nobanBaeTcs BLIXOAWTb 3a PaMKM MNPU3HAHHOIO, OXMAAemoro,
akcnnyaTupyemoro Muda O Halel naTpuapxanbHOCTUM W He
WHTepecyeTCca ypoanuBbiM  ypOaHW3MOM  TrOPOACKOM  KU3HW.
OHo ynyctuno «acanbTOBOrO Kuprusa», M 3TOT BbLIPOCLINA B
BEK TOPXeCTBa KOMMYHWKATWBHbIX TEXHOMOrMA KOCMOMOMAWT-
ropoXaHWH, He Hall4s CBOETr0 OTPaXEeHUs B TPALULMOHHbBIX XaHpax,
«cbexan» B NOHO «COBPEMEHHOTO UCKYCCTBaY.

Tpaguuuu Hawero «aBaHrapaa»

Beinu npumepsl NpoTuBOAENCTBMS OdULMANBHOMY, napagHoOMYy,
BCEHAPOAHO MNpu3HaHHOMY. [103T, XYAOXHWK W «wyT» Pamuc
PeickynoB Ha nepeomaiickue npasgHukn B Mockse Ha KpacHoi
nnowaaun npuwen, nokpacus Typnu B ApKO-KPaCHbIN LBeT.
Mpoucxopuno 9T0 Yyxe B 3N0Xy MNOMNUTUYECKOW OTTenenu
WeCcTUAECATLIX, U aBTOP He CUNbHO nocTpagan. bonbwuHcTBO
€ro nofgoOHbIX «aKuuil» B COO3HOW NPOBWUHLMU BOCMPUHMMANNCH
kak MpoCTO MOMYNMbAHbLIA MPOTECT MPOTUB HACKYYMBLUETO BCEM
BOCTOYHO-COBETCKOr0 pernameHTa. [nga  Konner-xyLoXHUKOB
OH Obln CcUMNATUYHbIM CUMBOMOM TBOpYeCkon cBoboabl W
cO6YTbINbHUKOM OLHOBPEMEHHO, U HEMOHATHO KeM Gonblue.

MpogonxkeHmem 3TOW «WYTOBCKOW» Tpaguuuu, NOAXOASAWMM no
BCEM MNpWU3HaKam noj onpefeneHne «COBPEMEHHOE MCKYCCTBOY,
cTanu TekcTsl Menuca bepabiwesa. C Hayana feBAHOCTLIX 040B
BpPEMS OT BPEMEHM Cpeau XYNUraHCKUX Hagnucenm Ha ropoackux
3abopax cTanu nosBNATLCH AENCTBUTENBHO OPUTUHAMNbBHbIE BELLY.
Mx cpasy sameTunu npeactaBUTENM TBOPYECKOW WHTENMUTEHLUN
— OblNO NOHATHO, YTO 3TO HE MPOCTO MOAHOE rpadduTu. Menuc
BepablWwes, Kak U MHOTUE HaWMW «FEHUU-0ANHOYKMY, He 3a60TuTCS
0 TOM, 4T06bl OCTATbCA B MCTOPUM «COBPEMEHHOTO MCKYCCTBa»
pecnybnuku. TekCcTbl-NO3yHrM Ha 3abopax BpeMs OT BpEMEHU elle
NoSIBNAIOTCSA, HO CENYAC 3TUM HWUKOTO He YAUBULIb.

Kak npepguyBcTBME rpaOyWNX NepeMEH Ha OTYETHbIX BbiCTaBKax
ouuymansHoro Coto3a XyAOXKHMKOB pecnybnuku C Havana
BOCbMUAECATLIX CTanu BbICTABNATLCA 0OBEKTbl M MHCTANNALMK.
Camble 3ameTHble akcakanbl (naTpuapxu, NepeBof C KUPru3cKkoro)
Hawero aBaHrappa — Cepren [aparaH, KoHctaHTuH LWkypnena,
Banepun Pynnens.

Valery Ruppel. Black Penis. 1992
Banepuit Pynnenb. YepHbiit neHuc
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CoBeTckaa ugeonornyeckas mMaluHa no3Bonsina TpakToBaTb BCE
3TV NpuMepsl kKak hopmanbHbie NOUCKKM B 06nacTu JeKopaTUBHOTO
MCKycCTBa, W MapTUiHble (PYHKLMOHEpPbl He CUMNbHO Ononyanuch
NPOTUB 3TUX KYpPbE3HbIX 3SKCMEepUMeHTOB. Hawu nonbiTkK
«COBPEMEHHOTO UCKycCTBa» B COBETCKWIA Nepuop cTpaganu
W3MNULLHe TPENeTHbIM OTHOLWEHNEM K doopme. Takoi «chopmannamy»
nposiBNsSieTCA M ceityac: Hac 4acTo 0OBMHAKT B JEKOPATUBHOCTH
u npeobnagaHun Au3aitHepckoro nogxofa. Hawux XyOOXHUKOB
Bcerga kopobuno  OTCYTCTBME  «MOLEPHMCTCKON  nogayu»
B «aKTyanbHbix» pabotax, u ux He ybexgaeT, 4To 3a 93TOI
«HEPSINNBOCTLIO» KPOETCA KoHUenuns obHaxeHus npobnemsl.

30ecb MOXHO OTMeTWUTb, YTO UM «COBPEMEHHOE WCKYCCTBO» Y
Hac MOBMMANO Ha TpaauyuoHHoe. lpusHakom A06GPOCOBECTHOrO
OTHOLWEHMS K (POPMUPOBAHMIO IKCMO3ULMM KUBOMUCK W Tpaduku
cuntaetca HeobxoaMmocTb pa3HoobpasnTb ee dNEMEHTaMu
WHCTanNsALWOHHOTO XapakTepa. fApkAM BOMMOWEHWEM TaKoro
mMeToaa cTtana BbicTaBka 1997 rogma «AkaeB-2000» (EBreHun
boitkoB, [aman bBokoHGaeB, 3pkuH Canues, Opucranbek
Weiraes). B pamkax aToro npoekta Obin cO3faH «BUAEOAPT»
«KbingbiStary, KoTopblit 6onblie CMOTPeNcs Kak peknamHblil
ponuKk. BbiCTaBKYy XWBOMUCHLIX MONOTEH [SJOMOMHANN «MOLHbIE»
06bekTbl M MHCTanNnAUMK. Bbin NPOAEMOHCTPUPOBAH COBMECTHbIA
nepopMaHC y4aCcTHUKOB BbicTaBku «AkaeB-2000» — KONnekTUBHOE
co3JaHune nopTpeTa NEpBOro Npe3ufeHTa CTpaHbl, OTpaxawllero
HEOJHO3HAYHOCTb, Pa3HOMMKOCTb nonuTuka. K oTKpbITMIO Obin
«M3aH» B KONMYeCTBE [BafLaTi 3K3EMNNSPOB XYAOXKECTBEHHO-
natpuoTuyeckui xypHan «Bcex!». Ony6nukoBaHHbIe B HEM CTaTbH
TONbKO NOATBEPANNN BCESAHOCTL aBTOPOB.




CoBeTCKMn MOLEPHN3M

CnpaBegnuBOCTM paaM HAAO 3aMeTUTb, 4YTO M B pamkax
COBETCKOrO0 MofepHuU3Ma Bbifin NMOMbITKM paclWuUpuTb Kpyr Tem W
opmanbHbix npuemMoB. ECTeCTBEHHO, caMble YCMELWHblE MOUCKN
Oblny NpefnpUHATLI B 3N0XW COLUanbHbIX pedopm.

Camblit cocToABIUNACA M 3DDEKTHBIA KYNbTYPHbIA NPOEKT BPEMEH
«MepecTpoNK/ 1 TMacHOCTU» — HOBOE TeYeHne B pecnybnmKkaHcKow
XNBOMMUCK, OHO O0GOPMMAOCH U monyyuno umsa «HoBas BonHa»
BcneacTBue BbicTaBok 1987 — 1989 rogos.

Hanbonee spkue npefctaButenyu 3T0ro ABUXEHMS: XKbINKblum
Xakbinos, TanaHT Oro6aes, Kagbipbek Bekos, HOpuctaHbek
Wbiraes, ApkuH CanueB, Omunb TokTanueB. HeBuaaHHas B Te
BpPEMEHa OTKPOBEHHOCTb B noabope TeM, MOHYMEHTanbHOCTb
KapTUH, CMENoe WCNoNb30BaHWe HOBbIX (hOpMalbHbIX NPUEMOB
- BCe 9TO Aenano BbicTaBkW «HOBOW BONMHLI» peBontoLuein B
BM3yanbHoM none pecny6nuku. PesoHnanc B Coto3e u 3a pybexom
OKasancs BHYLWMUTENbHbIM: BOCMUTAHHWUKA COBETCKON XWUBOMUCHON
WKOMbl AEMOHCTpUpPOBanNM BCeMy Mupy, 4To B obuwecTse,
OCHOBAHHOM Ha MnoCTynaTax HayyHOro KOMMYHU3Ma, BMOMHe
BO3MOXEH NNtopannam MHEHUN.

O6bluHO Takue nepuopbl «bypu u HaTucka» aBnsAwTcA GoraTon
nuTaTenbHOW cpedon Ans AanbHenwero passutus. Ho cenvac
OKOHYaTeNbHO MOHATHO: pe3ynbTaTbl 3TOT0 NMOCNEAHEr0 BUAHOIO
KyNbTYPHOrO SIBMEHMA B HaLei xuBonucu 60MKo TMpaxupoBannch
n pacnpogasanucb 6onee naTHaguaTW neT M Tenepb BOJHA
OKOHYaTENbHO ynernach, He fLae UMNynbca YeMy-HUbyAb Apyromy,
CTOMb e 3HAYUTENbHOMY.

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

XKbinkbiym Xakbinos. PoxaeHue anoca. XoncT, macno

XuBonuch ceiiyac SBNSeTCA  eWe OLHWUM  BOMIOLWEHHbIM
NpUMepoM TOro, Kak Hallu NpoLfbie yernexn YacTo gywaT CBOUM
aBTOPUTETOM. Y XWBOMUCLEB CUNbHAa Bepa B BO3MOXHOCTb
OAWHOYHOTO CaMopa3BUTMS, HEAOCTATOYHO MOHUMAHUS CNOXHOCTH
COBPEMEHHOr0 XY[I0XEeCTBEHHOr0 NMpoLecca M XuWBa Hafexna Ha
rOCY[apCTBEHHYI OpraHM3aLunio KynbTypHOro X03SiCTBa.

B cepefuHe AeBAHOCTbIX Yy CaMblX aKTWBHO HalUefeHHbIX Ha
akcnepumeHT uyneHoB Col03a XyAOXHMKOB MOAHbIM  6bINo
BbipaxeHue «KaptuHa — ato noctynok». B 3actonbHbix 6ecepax
3penu ugen npucnocobuTtb xuBonucb Kk ynuue. Hanpumep,
HanucaTb Macnom Ha xoncte «lopTpeT peknamHbix 06bABNEHNIY,
Wnu, He BbIXOAS 3@ paMmku bBareta, 3aHATbCA BCEpbe3 Mouckamu
«@HTWXWBOMWUCKY, WNW, HaneyaTaB YBESNYEHHble KOMUW CBOMX
KapTUH Ha COBPEMEHHbIX NPUHTEPAX, Pa3MeCTUTb UX HA OFPOMHbIX
peKknamHbIX LWuTax no BCeMy ropofy. OTW NPOEKTbl He Obinu
peanu3oBaHbl — CKOpee BCEro, camu aBTOpbl NOAOOHbIX WAeEn
WHTYUTUBHO YYBCTBOBAMNMN UX 3CTETUYECKYI0 HECOCTOATENbHOCTL B
paMmKkax XWBOMUCHBLIX TpaguLui.

[pyroe OTHOWeEHME K WCKYCCTBY U [Apyroe MOHUMaHue
3penn BHe CTeH TBOpPYeckUx cow30B. OOHUM M3 3aMeTHbIX
npuMepoB HeOMULMO3HOr0 WUCKYcCTBa y Hac bbina «BymaxHas
apxuTekTypan.

«bymaxHas apxutektypa»

B KoHUe cemupecaTbiXx COBETCKME apXUTEKTOpbl Y3Hanu o
CYyWeCTBOBAHUN MeXAYHapOAHbIX KOHKYPCOB KOHLENTyanbHbIX
npoekToB. ApxutekTopbl Kuprnamm ymyapsnucb y4acTBoBaTb B
9TNX «BypXKyasHbIX» KOHKYpCaX 1 3aCNyXEHHO 3aHMMaTb NPU30BbIe
mecTa. Ycnexu 3t cBupgeTenbcTBoBanu, 4to camu ﬂO,El,O6HbIe
KOHKYpCbl TONbKO cnocobcTBOBanuM NpOSIBNEHWIO NOACMYLHO
3perLWmux TeHaeHUnin. B koHkpeTHon paboTe apxuTektopsbl Cotosa
WCMbITbIBANM  MOLWHEAWMNA WAE0N0orMYeckuit npecc, cuTyauus
kazanocb 0e3BbIXOAHOW, U «OymaxHas apxutekTypa» Obina
BO3MOXHOCTbI TBOPYECKOW camopeanusayuu.

Y Hac, Ha pecnybnukaHckoM YpOBHe, 3TO fBMeHME o0Kasano
ypesBblYaHOE BNUSHME HA MOKOMEHUS HaLUX apXUTEKTOPOB W
B MTOTE — HA COCTOSIHUE BCEW BM3yanbHOW KyNbTypbl B LENOM.
KoHuenTyanbHoe OTHOWEHWE K NpPOW3BEAEHUI WCKycCcTBa M
NpOSIBMEeHNE UHTENNEKTYanbHON POHAbI «3penun» y Hac B 0bnacTu
«ByMaxHOW apXuTeKTypbl».

dectuBanb «ApXMTEKTYpHble anbTepHaTWUBbI», MNPOWEAIWNA B
ctonuue pecnybnuku B mae 1988 roga — yxe Yncto nepectpoeyHoe
cobbiTne. MgeiHblM BAOXHOBUTENAM (hecTuBans — apxutekropam
Bo rnase ¢ AnekcaHapom 3ycukom u Bacunuem pecne - yganocs
cobpatb obpasybl GymaxHoW apxuTekTypbl co Bcero CoBEeTCKOro
Coto3a. Monb3ysacb GMHAHCOBOW M OpPraHM3aLNOHHON NOAAEPKKON
roCyAapCTBEHHbIX MONOAEXHbIX CTPYKTYP, apXMTEKTOpbl CMOrMu
NO3HAaKOMUTb OOLECTBEHHOCTb CO CBOWMM KOHLENTyanbHbIMY,
anbTepHaTUBHBIMKM pa3paboTkamu, KOTOpbIE, KaK OHW HaAesAnuchb,
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AKTyanbHbln Apxus

MckycctBo LleHTpanbHon Asuu:

BOMKHbI 6bINW JaTb HOBbI WMMNYNbC COBETCKOW apXuTekType.
Ho cmbicn pgemoHcTpauum Obin yxe He TOT — 370 Obina
BbicTaBka nobegutenen, u, «nobeanB» 0AHO M3 YCNOBUN CBOErO
CyllecTBOBaHMA, COBCTBEHHO cama «DymaxHas apxuTektypa» B
pecnybnuke ymepna.

Camblit rpoMKuMit npumep Hawero camusgaTta — xypHan «3ebpa»
(1983 rop). «W3pgatenu» nonanu nNop ToTanuTapHyk cTatbio 06
OXpaHe TallH nevyaTn, HEPBbl UM CUMbHO NOTPENanu, HO OTNYCTUIK
c mupom. Camas MHTpUrylowas «apyrasi» BbiCTaBka — BblCTaBKa
«3asa» (mapt 1992). Boponucb He ¢ NONUTUYECKO CUCTEMONA, €€
yxe aktuyecku He Bbino, 6oponnchb C OWYLLEHNEM BTOPUYHOCTH
COBETCKOW NpoBWMHUMM. [ind Hac crnyvyau Hawero noAanonbHOro
«camuspata» M «CKaHpanbHbiX» BbICTABOK 3HAYUMbl TeEM, 4TO
OHU nomornu copMupoBaTb HeoduuManbHble, «NapTU3aHCcKue»
MeTofbl Kak BMONMHe npuemnembie U 3dpdeKTUBHbIE MeTOoAbl
CTUMYNMPOBAHNS XyAOXECTBEHHOrO npouecca.

Ons  koHcOMMAaLWW XYAOXECTBEHHbIX METOLOB, afeKBaTHO
oTobpaxatLWnx LEeNCTBUTENbHOCTb, UMENOCH BCE — TanaHTNUBbIe
XYOOXHWKM,  BONS  MpeanpuHMMaTh  Kakue-To  [edcTBUS,
WH(OPMaLNOHHAsA OCBEAOMNEHHOCTbL. BCe NposiBNEHNs TBOPUYECKOIA
aKTUBHOCTW Macc, He NoAnagatolime Nof CHOXMBLIMECS XaHPOBbIE
pamKku TpaguLMOHHOrO UCKycCTBa, TpeboBanyu CBOEN BbIBECKM.

Takoin BbIBECKOW CTano «COBPEMEHHOE UCKYCCTBOY.
«COBpEMEHHOE UCKYCCTBOY

Co6CTBEHHO KaK OBWXEHME MOSABMIIOCH B KOHLE AEBAHOCThIX. B
roAbl TPYAHOTO NMPWUBbIKAHWUSA K HE3aBUCUMOCTW OAHUM W3 CaMbiX
3aMeTHbIX LEHTPOB NPUTAKEHUS HeoduLumanbHON KynbTypsl Bbina
apxutektypHas ctygus «MUSEUM». lMomeleHne apxuTekTypHo
MacTepCKoii BpeMs 0T BPEMEHN NpeBpaLyanocb B MECTO NPOBEAEHNS
«KBAPTUPHbIX» BbICTABOK, OOLIEHWS U 3HAKOMCTBA XYHAOXHWUKOB,
nobutenen n npodeccumoHanos. Ctyaus sdBnanacb, no cyTu,
knybom eanHOMBbIWNEHHUKOB. B oTnnyme 0T MHOXecTBa Apyrux
NoAo6HbIX, CTUXMAHO BO3HWKAIOLLWNX LIEHTPOB, Y 3TOT0 COAPYXEeCTBa
Nno3TOB, XYAOXHWKOB, [M3aWHEPOB W apXUTeKTOPOB Obin ONbIT

Ulan Djaparov. The Gloomy Samurai. Performance, 2005

YnaH ixanapos. CympauHblit camypaii. Mepdomanc

43

camocToaTenbHON paboTbl BHE TBOPYECKUX COK30B W yMEHUe
HEBO3MYTMMO OTCTaumBaTb CBOI0 NO3ULMI0, HE COBMajawLlyo C
obwWwenpuHATON. 3gech NPUroguncs onbliT NpeAcTaBUTeNeit Hawe
«BbymaxHoi apxuTekTypbl» 1 «camuspaTta». Hambonee akTuBHbIE
4neHbl 37010 coobuwectra: YnaH [xanapos, Cepreit bypos, Omunb
l'ysanpos, N'ynbHapa Kacmanuesa, Mypatbek [xymanues.

Ctypuein «MUSEUM» B KOHLEe AEBAHOCTbIX GblnM OpraHuM3oBaHsbl
BbICTABKM C y4yacTMeM akTyanbHblX XYAOXHWKOB W3 KasaxcTaHa.
Camu Has3BaHWA 3TUX BbICTABOK CBWAETENbCTBOBANM O HOBOM,
KypaTopCKOM  NOAX0Ae K  OpraHusauum  Xy[OXeCTBEHHOro
meponpuaTna. bes 4eTkoro onpepeneHus, 4T0 3TO WMEHHO
«COBPEMEHHOE  MCKYcCTBO», Oblna npeanpuHaTa  nonbiTka
npefoCTaBUTb PaBHbIE NpaBa BCeM «KYpPbE3HbIM» 3KCMEPUMEHTaM
Ha n3obpasuTenbHoMm QpoHTe. Takas TPUXAbl WHBEHTapus3auus
BbISIBUNA, YTO MyTEN MHOrO, HO BCE OHW (paTanbHO BeAYT K AaBHO
W3BECTHbBIM BO BCeM Mupe Bewam. «[lapannencHeiil Topoa»
(1997 rop) npepcTaBun TrOpPOACKOe MCKycCTBO nwbutenei w
npoceccuoHanos; «Labiryntos» (1998 rop) nokasan 3abaBHble
NOBOPOTHLI U TYNUKM pa3HoobpasHblix hOpM BU3YanbHON KYNbTypbl;
u, HakoHey «Mmoc-MuHyc» (1999 roa) BbISABMN  Hanuuune
pasHbIX NOTeHUManoB B HaweMm uckyccTe. [losuuymoHmpoBaHue
3aBEpLINNOCH.

Lanee cobbiTus HapacTalwT, TNpuUHUMas NaBUHOOOPa3HbIN
xapakTep. Bce HeaBHO BOSHUKLINE NHULMATUBLI U MHALMATUBHbIE
rpynnbl pas3sMBalOTCA W NPOAOMXAKT CBOW paboTy, u noatomy
noka MOXHO TONbKO NEPeYUCUTL BCe (hakTUYECKUe CUTYaLuu, He
AaBas OKOHYATENbHbIX XapakTepUcTuK.

XYLOXKHUKU-MHCTUTYL UM

Xy,ClO)KHMKI/l «COBPEMEHHOro UcKycctesa» B pecny6nv1|<e no
CaMoro nocnegHero BpemeHn camu co3gasanum CBOU UHCTUTYL UMK,
camMn ABnAnNUCb Kypatopamn NpPOEKTOB, B KOTOPbIX CaMun Xe U
y4yacTBOBanun Kak XyagoXHUKW.

Ctyans «MUSEUM» k 3TOMY BpEMEHM HECKONbKO BUAOM3MEHMUNACD,
ToNbko 6eccMeHHbIM nMAepoM ocTaetca YnaH [lxanapos.
Akt rpynnbl — OpHecT Abpapasakos, YUuHrua Tokouyes, Agunb
Centanues, fluna Xanmypsuna, Faman BbokoHbGaes. lMpumepom
SCHOM W OCO3HAHHOW KypaTOPCKOW CTpaTerun CTyguu gBnsiTCs




OuwKekckne nepsoanpenbCkne KOHKYPCbl, NPOBOAUMbIE BOT YyXe
TpU roga nogpsA. STV BbICTaBKW CTanu NposBieHnemM camobbiTHON
XYAOXEeCTBEHHON WHuUnatuebl. B pecnybnuke HeT LeHTpa,
KOTOPbIA MOT Bbl YETKO ONpPeAenuTb rpaHuLbl XaHpa 1 NoJenuThb
BCEX Ha CBOMX W YyxuX. Takylo 3agayy Ha ceba HUKTO He BeperT, u,
BO3MOXHO, Takas «BOMbHMLA» N03BONSAET HAXOAUTb B XaHPOBOM
pasHoobpasun camobbITHOE.

Camblit  06LeCTBEHHONONE3HbIA MPOEKT 3TOr0 O06bEeAMHEHNS,
Hapagy C nepBoanpefnbCKUMWU KOHKypcamu, — usganue ¢ 1998
roga anbmaHaxa «URBI et ORBI» (Bbilwno yxe yeTbipe HoMepa).
Mybnukaynm B anbmaHaxe cnocobCTBOBaNM TOMYy, 4TO B
pecnybnuke nosBMNOCh CBOE Cepbe3Hoe MHMOPMaLMOHHOE none
«COBPEMEHHOr0 McKyccTBa». BoopyxuBwuce npuobpeTeHHbIM
onbIToOM (0BLWeHNe C NULWYLWMMU aBTOPaMN PETUOHANBLHOTO YPOBHS
W «napTu3aHCcKkue» MeToAbl M3paTenbckoir paboThl), CTyauS
WHWUnMMpoBana magaxue GonneteHs no npobnemam COBpeMeHHOTo
nckycctsa «x@b» (npu duHaHcoBon noagepxke ranepem «Kura-
maART» BbllWNO gBa HOMepa 4 NOAroTOBMNEH TpeTui). Hauano
BECbMA yCMnelHoe, U NOTEHLNANbHO 3TO NEPUOLUYECKOE U3[aHUE
MOXET cTaTb nevyaTHbIM PYnoOpOM «COBPEMEHHOrO WCKycCTBa»
BCEr0 peruoHa.

B 1999 ropgy coctosnacb BbICTaBKa HEU3BECTHOrO, HOBOTO
noKoNeHns XyaoxHukoB «3anacHon Bbixog» B JK um. JleHuna.
B 2000 ropgy nosBnseTcsa TBOpYeckoe 06beAMHEHWE MONOLbIX
XynoxHuko «bpoHenoesa» (Mpa [ekkep, PomaH Mackanés,
Anekcangp Y). Fpynna ceityac cywectByeT Kak MexXAayHapoaHoe
obvepuHenne bBuwkek - Anmatel - KenbH, He «CTpagas»
TEpPPUTOPUANbHON OFPaHNYEHHOCTBH).

Waap6bek Amankyn u Jluym Manipn B 2000 rogy opraHusoBanu
MeXAyHapoaHyl rpynny xygoxHukos «Art Connection». Lenb
rnobanbHas — co3gatb B KbiproiactaHe LeHTp, kyaa mornu 6ol
npuesxaTb paboTaTtb 1, YTO CaMoe BaxHOe, 06LWaTbCsa XyAOXKHUKN
co Bcero mupa. B 2001 u B 2002 rogax rpynnoun ocylecTBneH
mMexayHapoaHein npoekt «Central Asia - Europe Art Dia-
logue», B KOTOPOM y4yacTBOBanu OKONO TpUALATW XYAOXKHWKOB
n3 LUeHtpanbHoit Asum u Esponbl. [poekt, 6e3ycnoBHo,
npuenekateneH — Ha Oepery osepa, B YHMKanbHOW MPUPOLHON
KYPOPTHOI 30HE BO3POXAaeTCA TPaguLNUsA KUPTU3CKUX XYBOXKHUKOB
coBMelwatb OTAbIX C paboToi. YvyacTuem B 3TUX MpoeKkTax
OTMETUNNCb MHOTWE BNOMNHE TPAAULMOHHbIE XYAOXHUKK. To3nLns
KypaTopos — nonHas ceobopa gencreum, obleHne n cOBMecTHas
paboTta. [inf npou3BefeHWi, CO3QaHHBIX Ha 3TMUX BOpKWoONax,
XapakTepHo  ucnonb3oBaHMe  0COBGEHHOCTEA  KWPru3ckoro
naHagwadTa v NPUPOAHbIX CakpanbHbIX CUMBOMOB, 1 3TO nomoraeT
He pacTBOPUTHLCA B Ornylwawowem pasHoobpasun nposBlEHMN
«COBPEMEHHOr0 nckycctea». Kpome 10ro, 3apybexHblie XyA0XHUKN
noMorawT no0-HOBOMY YBWAETb WHTEPECHelWmne nposBneHns
HapOAHOI XU3HM Hawein rny6uHKK.

B 2002 rogy lynbHapa KacmanueBa u Mypatbek [xymanues
opraHusoBbiBalT  obuwectBeHHoe obObeauHeHne  «ArtEasty.
Hanbonee KpynHble NpoOeKkTbl: CpeAHeasMaTCKuil CeMuHap
«MupoBble cuCTEMbl penpe3eHTaLuM COBPEMEHHOTO WCKYyCcCTBay,
COBMECTHO ¢ anma-atuHckum CLLICU; mexpyHapogHas akcneauuus
no Kelpreiactany n Cubupu.

«ArtEast» — cemeiHblit TaHAEM XYAOXHWKOB-NPOGeCcCMOHanoB ¢
akagemuyeckum obpasoBaHWEM, U CBOW 3aHATUS «COBPEMEHHbLIM
MCKYCCTBOMY» OHW NbITAOTCA CTpaTerMyeckn MnocTaBuUTb Ha
npogeccuoHanbHy ocHoBy. B mocnegHee Bpems obbeanHeHue
CEepbe3HO 3aHMMaeTcs BWUAEO0ApPTOM, O YEM CBUAETENbCTBYHT
ycnewHoe y4yacTue B  LeHTpanbHOa3MaTckom  decTuBane
«BupgeongeHTuyHoctb» B Anma-ATtbl B okTa6pe 2004 ropa u
opraHusauus B sHeape 2005 roga B ctonuue pecnybnuku TpeHuHra
«Video Art Workshop».

Moseuswasca B 2003 rogy ranepes «Kurama ART» - nepeas
ranepes, Kotopas OTBaxunacb B3ATbCA 3a nponaraHay
«coBpeMeHHOro uckycctea». K Tomy xe 3to nepsas ranepes,
koTopas cTaBuT neped coboi cTpaTeruyeckue Lenn w gnNs ux
BOCTWXEHWS TMpUMEHSeT TrpamMOTHY MNOMUTUKY, WHBECTUPYS
cpefCcTBaBU3[aTENbCKYI0 [EATENBHOCTL U B KYpaTOPCKNE NPOEKTHI.
B anpene 2004 roga ranepeeit Gbina npegnpuHaTa macwTtabHas
WHUUMaTUBa — MexAayHapogHas BbicTaBka «... u [pyrue». Ha
cyn 3puTenei 6binn npeanoxeHbl npousBeneHus Gonee copoka
XYyBOXHUKOB u3 epmanuun, JluxteHwTenHa, Mongasuu, Poccun,
CnoseHuu, Ykpaunbl, KasaxctaHa, Ysbekuctana n Koiproiactana.

“Bronepoezd” Group. Adolf Kuvshinov. 2001
Fpynna «bpoHenoesa». Agonbd KyBwmHOB.
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AKTyanbHbil ApxuBs

MckycctBo LeHTpanbHoi A3nm:

Mpn cambix pas3HoOOpasHbiXx OUEHKax rnaBHas LUenb BbiCTaBkM Obina
OOCTUTHYTa:. WHTennekTyanbHaa 3nuta y6e;w|na0b, 4YTO MOXHO no-
pa3HOMYy OTHOCUTBCS K «COBPEMEHHOMY MCKYCCTBY», HO He 3aMeyvaTb ero
BNUSIHUS HA KYNbTYpy CTPaHbl B LLENOM YyXe HEBO3MOXHO.

KbipreisctaH Ha BbicTaBke npegctasunu: Poman Mackanes u Anekcangp
Y, KOMNbIOTEPHbIA Konnax «Panckuin naHawadT»; N'ynbHapa Kacmanuesa
n Mypatbek [xymanues, BugeouHctannauus «TpaHccubupckue
amasoHkuy»; Wainoo [xekwenbaes, cdoTtonpoekT «lMoBopoTy»; Banepuin
Pynnens, uuctannsauyus «Green city project».

BpaTba HaBek

3aMeTHO BnUAHME B Halwen pecny6nm<e POCCUNCKOTO W 0cobeHHO
Ka3axXxCTaHCKOro «COBPEMEHHOro UCKycCTBa».

OtkpbiBwnitca B 1997 rogy CopocoBckuit LieHTp coBpeMeHHOro uckycctBa
(CLCH) B Anma-ATe He cKpbiBan CBOWX MNAHOB CTaTb KOHCONMUAMPYIOLLUM
LeHTpOM Bcero pernoHa. B 2000 rogy Ha BTOpYl €XerogHyk BbiCTaBKy
CLUCW 6binu npurnaweHsl XyaoxHuku n3 KeiproidactaHa. 3T XyAOXHUKK
BMNOCNELCTBUN CTaHYT y4aCTHMKAMW Takux 3Ha4YUMblx coBbLITUA B con-
temporary art LleHTpanbHoi A3uu, kak BbicTaBkm «No Mad’s Land»
B [lome mupoBbix KynbTyp B bepnuHe, «Trans-Forma» B XeHeBCkOM
LleHTpe coBpemeHHOro uckycctea u «Re-orientation» B ranepee «ACC»
B Beitmape. CoBpemMeHHOe UCKyccTBO KbiprbiacTaHa Ha 3TUX BbiCTaBKax
npeactasnanu: Anekcanap Y, Poman Mackanes, Wpa [ekkep, Waap6ek
Amankyn, Jlnum Maiipn, F'ynbHapa Kacmanuesa, Mypatbek [xymanues,
Wainoo OxekweHbaes, Ynax [xanapos.

B TteyeHue 2001 - 2002 ropoe B Bulwkeke npownu MexayHapoaHble
npoekTbl HoBOCUBUpckoro kypaTopa Bnagumupa HasaHckoro «BHyTpeHHAS
Asns I» n «BHyTpeHHsas Asus Il». Feorpadus BoictaBku — C.-MeTtepbypr,
Yda, HoBocubupck, 4TO CyLeCTBEHHO PaCLIMPUNO KOHTAKTbl HaLlIWX
XYAOXHUKOB C XyAOxXHMKamu obenx ctonuy Poccuu, Cubupu, Ypana,
YKpauHbl.

BmecTo 3akntoyeHus

OT0 ABNeHWe noka He OrpaHMYNBaETCS paMKaMy «HaWW — HE HalWu», He
TpebyeT cBugeTenbCTBAa NPOLWbIX AOCTMXEHWIA u BoobWeEe nonaraetcs
fonblie Ha NMYHYID WHWLWATUBY CBOMX CTOPOHHMKOB. 03TOMY 3TMX
CTOPOHHWUKOB Mano, 1 Becb POKYC B TOM, YTO ropcTka niofei ymygpunacs
3a KOpOTKOE BpEMS cheNaTb «COBPEMEHHOE MCKYCCTBO» (hakTOpoM,
NOMOXUTENLHO BIMSIOWMUM Ha Pa3BUTUE BCEN XYLOXKECTBEHHON KYNbTYpbl
Pecny6nuku KbipreiscTaH.

* TepMUH «COBPEMEHHOe MCKYycCTBO» 0603HavyaeT «contemporary arty,
W, 4TobGbl He nyTaTb C MNOHATMEM «COBpeMeHHoe» BoobwWe, 3TOT
TePMUH NPUBOANTCS 34eCb W Janee B KaBblyKax.

** CoxpaHeHa (pOHeTMKa COBETCKO 3MOXM B KOHTEKCTE: KOraa peuyb
WAeT o coBeTckoW 3noxe — Kupruams, COBPEMEHHOE NPOM3HOLIEHWE
- KbipreiactaH.

ABTOp BblpaxaeT 6naro4apHoOCTb 3a MOMOWb M MH(MOPMALMOHHYIO
nogaepxky Ynawy [xanapoBy, Banepuwo Pynnento, Mypatbeky
Oxymanuesy u Waapbeky Amankyny.
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Group “Zamana” (Gulnara Kasmalieva, Muratbek Djoumaliev, Shailoo
Djekshenbaev, Marat Sarulu, Talant Ogobaev). Paradise. Annual exhibition
of SCCA - Almaty. 2000

Ipynna «3amaHa» (l'ynbHapa Kacmanuesa, Mypatbek [xymanues,
Wainoo fxekwenbaes, Mapat Capyny, TanaHt Orobaes). Paradise.
Bropas rogosas BeictaBka CLICY — Anmarbl

“No Mad’s Land” in the House of World Cultures in Berlin
Ha BbicTaBke «No Mad’s Land» B [lome MupoBbIX KynbTyp B bepnuxe




Gulnara Kasmalieva and
Muratbek Djoumaliev

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

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

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

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

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

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

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

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

Gamal Bokonbaev

Gulnara Kasmalieva, Murat Djoumaliev. Tran Siberian Amazons. Video installation. 2004
l'ynbHapa Kacmanuesa, MypaTt [Ixymanues. TpaHccubupckue amasoHku. BuaeonHctannauyus.
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['ynbHapa Kacmanunesa n Mypatbek [>xymanunes

TeopuyectBo ['ynbHapbl KacmanueBon u Mypatbeka [xymanuesa
WHTEpecHo Tem, 4YT0 B Hem Haubonee nocrnefoBaTeNibHO
0TPasnnuCb BCE MIKCHl U MUHYCbl CTAHOBMIEHUS «COBPEMEHHOr0
nckyccTBa» pecnyonuku.

HaynHanu 3TW XyJOXHWUKM OLHUMW W3 NepBbIX — €le B KOHLE
80-x oTmeTunucb Ha cemuHape «AHgeprpayHa» B Hapse
(9cToHnsa), a B koHue 90-x ObIMM aKTUBHBLIMW Yy4aCTHUKAMM
MHOTUX «HETPaAULMOHHLIX» WHULMATUB apXUTEKTYPHOW CTyauu
«MUSEUM». K Ttomy BpemeHun [ynbHapa u Mypar - yxe
CNOXMBLUMECA XYROXHUKM, Yy o06OMX 3a nneyamum COMUAHBINA
onbIT camocTosaTenbHOW paboTbl: rpaduky ynbHapbl oTnuyaeTt
NpUMXOTNNBAs U3bICKAHHOCTb, @ AN MOHYMEHTaNbHbIX CKYNbNTyp
MypaTa xapakTepHa OCHOBaTENbHOCTb COBETCKOW WKOMbI. ITO HE
MeLllano UM napannensHo nepenpoboBaTh K KOHLY BeKa BCE XaHpbl
«COBPEMEHHOr0 UCcKyccTBa». MOMCKM MHOTUX HaWMX XyJOXHWUKOB
3a4acTyl CcTpajanu He4yeTKOCTblO, HexXenaHWem onpenensTbcs
(«He xmBonucb» — Tak xapakTepHO Ha3biBanacb OAHA M3 BMOMHE
XMBONUCHBIX paboT Toro BpemeHun). O6pa3oBaHHOCTb Nomorna
lynbHape u MypaTy 6bicTpo pa3obpaTtbCsd, 4Yem OTnAMYaeTcs
WHCTanNAUWS OT CKYNbnTypbl, @ NpodeccuoHann3m — BOBPEMSA
NOYyBCTBOBATb BO3MOXHOCTM HOBOrO ANS HAC, akTyanbHOro
MeTofa XyLOXECTBEHHOIO MblLUNEHNS.

OHn Takxe OAHUMM U3 MEpPBbIX 0CO3HANN KOHBLIOHKTYPY BPEMEHU
- HeobXOAWMOCTb CBOMMMW NUYHBIMU yCUNUSMKU CO3AaBaTb cebe
npoCTPaHCTBO  camopeanu3auuu. [ocypapcTBo  nepecTtano
3aHMMaTbCA MCKYCCTBOM, 3TO M ONpeAenunio YHWBEPCanbHOCTb
npefcTaBUTENEN HOBOTO KyNbTYPHOrO SIBMEHWUSA: YTOObI BbIXUTb,
Hapo 6biNo, He HajesCb Ha APYTUX, CAMUM 3aHUMATbCS CO3JaHNEM
COBPEMEHHbIX MHCTUTYLMA. B 3TOM MX HEMOXOXECTb Ha MHOIMUX
HaWuXx TBOPYECKMX pabOTHWKOB, [O CUX MOP CYMTaKLWMX, 4TO
Kypatop — 3TO MaCCOBMK-3aTEWHWUK, KPUTUK — HENONMYyYUBLIMIACS
XYBOXHUK, a 3aHUMaTbCA 00LWecTBEHHON paboToi 3a30pHO.

B 1998 rogy lynbHapa KacmanueBa u Mypatbek [xymanues
CTAHOBATCH MHMUMATOpPaMu CO34aHus rpynnbl «Zamana», a
B 2002 roagy opraHusoBbiBalT oOwecTBeHHoe o6beanHeHue
«ArtEast». Hanbonee kpynHble NpoekTbl U MHWLMATUBLI: AOKNAA
Mypatbeka [JxymanueBa B pamkax 8- Ctambynbckoi 6ueHHane
0 coBpeMeHHOM uckycctBe Kbiproiactana (ceHTsabpb 2003);
KypaTopcTBO KbIprbi3cTaHckoro pasgena Ha 3-i Hosocubupckon
MeXAyHapoaHoi OueHHane coBpeMeHHOM rpadukn (ceHTAbpb
2003); opraHuM3auus  BbICTaBKM  COBPEMEHHOM  MneyvyaTHOW
rpadukn «Bishkek intergraphic» (dpespanb 2003 - mapt 2004);
MexpyHapogHas apt-akcneauuus no KeipreiactaHy u Cubupn
«LWenot 3emnu, monyaHue Heba» (MioHb — nionb 2003).
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MckycctBo LleHTpanbHoi A3nm.

N3 aton akcneguuun MNynbHapa u Mypat npuse3nu BuaeodunbM
«TpaHccMbupckne amasoHKM» — TporaTenbHbi U MPOHUYHbINA
penopTax 0 MeNnknx ToproBkax 9KOHOMUKM NepexoaHOro nepuoaa,
efylwnx co CBOMM TOBapOM B MOE3Ae M OT rpycTM HaneBatwmx
MOJHY0 B COBETCKME BpPEMEHA MENOAWI0 WX MOMOAOCTW. OTOT
HEXWTPbLIA CHOXET B TpPakTOBKe aBTOPOB npuobpetaer rnybuHy
ppamaTtuyeckoro npoussegeHus. CTONKHOBEHME pasHbiX 3M0X;
elle oAHa aTaka Ha 4epcTBOCTb 06LWecTBa; CoLManbHbIN aHanns
SBIEHMS — BCE 3TO €CTb, HO Camoe rnaBHOE, B 04YepefHON pa3
nopaxaeTt HeucTpebumMoCTb JYXOBHOrO Hayana B UCKOBEPKAHHbIX
yenoseyveckux cygbbax. Kpome Toro, « TpaHccubupckue ama3oHku»
— YpOK, Mpumep, MeTOoA TOro, Kak MOXET BbIXWTb MCKYCCTBO B
Heboratoin cTpaHe. Hawwn kuHematorpagucTtel He OepyTca 3a
nogobHble Tembl, CCbiNasicb Ha OTCYTCTBME XOPOLMNX CLeHapues,
rocysapcTBEHHOW nogaepxku u Booblle Ha OTCYTCTBME BCEro.
be3 6onblwnx UHAHCOBLIX 3aTpaT U HEe UCMYraBWUCh CMNOXHOCTU
TEMbI, aBTOPbl 3TOr0 BUAeOdUNIbMA CMOrMU [OOWUTHCSA YPOBHSA
BO3eNCTBMS CEPbE3HOT0 KUHO.

Ha BbicTaBke «Hand made» B My3ee HOHKOHGOPMUCTCKOrO
nckycctea B C.-Metepbypre lynbHapa Kacmanuesa BnepBbie
npenctasuna cBoi nepcgopmaHc «lpowanbHas necHa» (aekabpb
2001). BnocneacTeum o byneT nokasaH Ha BbicTaBke « BHyTpeHHAS
Asusa Il» (noHb 2002) n Ha BbicTaBke «Trans Forma» B LleHTtpe
coBpeMeHHorouckycctsaBXXeHese (ceHT6pb2002). MepdopmaHc,
aKLWs, XeCcT He MPUXUIUCHL B HALIEM «COBPEMEHHOM UCKYCCTBEY,
Mbl MPOCKOYMMM 3Ty anaTaxHyw CcTaguio, Koraa XyLOXHWK
ncnonb3yeT B KayecTBe MaTepuanoB WCKyccTBa camoro cebs.
«MpowanbHas NecHA» — OAUH U3 HEMHOTUX yAa4HbiX NPUMEPOB.
OTa kpacuBas, 3penuiyHas paboTa ¢ MCNONb30BAHUEM 3NIEMEHTOB
natpuapxanbHblx 06psgoB M TpaguuuMii W NepeocMbiCNeHUEM
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CMHKPETUYHON KyNnbTypbl MpOWMOro. Y Hac aTHorpaduyeckue
npeacTaBneHns HapoaHbIX 06pA[0B U3NULIHE U3bICKAHHbI, K 4acTo
BO3HMKaeT BneyaTneHne HeeCTeCTBEHHOCTIU ONEPHbIX JeKopaluil.
lpu npocmoTpe «npuaymaHHoro» nepopMaHca Bepullb, 4TO
TPaauLNmM NPOXOANIN UMEHHO Tak — MacTepckoe MCMoNb30BaHNe
METOAO0B aKTyanbHOr0 WCKyccTBa CO3A4A€T  HENofAesibHYio
NOAMWHHOCTb NPOUCXOASLLErO.

Ceityac 3TOT TBOPYECKWA TaHAEeM HaxoAMTCSA B CaMOM LieHTpe
cobbITM HOBOTO KyNbTYpPHOTO SABNEHUA B Hawewn pecnybnuke.
lynoHapa KacmanueBa u Mypatbek [xymanues, kak n Bce
oCTanbHble NpefacTaBUTENN Halero «COBPEMEHHOTO MCKYCCTBa»,
NbITAOTCA 3aHWMaTbCH CcamMoopraHusauued W napannenbHo
TBOPWUTb; OPraHW3ylT CEMWHapbl W BbICTaBKM, MpeoAonesas
HEMOHMMaHWe W HeBepue OKpyxXalowWux; nbiTawTcs A06aBUTH
aKkTyanbHOCTM B CBOWX MNPOW3BEAEHNAX, YYTKO pearnpys Ha
KpUTWKY Konner.

raman bokoHb6aeB

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

l'ynbHapa Kacmanuesa, Mypat [xymanues. B 6yayuee... . Bugeo




Roman Maskalev and Maxim Boronilov

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

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

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

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

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

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

Muratbek Djoumaliev

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

Poman Mackanes, AnexkcaHop Y. Palickuli neli3ax. ®omomoHmax.
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PomaH MackaneB u
Makcum BopoHunoB

Teopyeckuin gysat PomaH Mackanes u Makcum bBopoHunos cnoxuncsa B npouecce
co3paHus sugeotpunorum «Mapux» B 2004 rogy. Ecnu gns Makcuma ato 6bin aebioT, TO
PomaH yxe nmen 3a nneyamu XygoxeCTBEHHbIN ONbIT B BUAEO, B (0OTO 1 B nepdopMaHce
B cocTaBe rpynnbl «bpoHenoesa». CerogHsa ata rpynna xya0XHWKOB, HECMOTPS Ha CBOK
MOMO4OCTb, MMEeT y3HaBaeMblii MOYEepK M 3aHMMaeT CaMble MepefoBble NO3ULUN B
COBpPEMEHHOM uckycctee LleHTpanbHON A3uu.

OBONOUNSA Tpynnbl BO MHOrOM 3arajoyHa: y ABafuaTUNETHWX XYAOXHWKOB PomaHa
Mackanesa, Wpbl lekkep n Anekcanapa Y 3a nnevyamu He Obino HU peanbHOro «obLeHnsa»
C MUPOBbLIM COBPEMEHHBIM UCKYCCTBOM, HU «BbICTPAAAHHOrO» ONbITa, KaK y XyAOXKHUKOB
CTaplero MOKONEHUs, HW WMHCTUTYLMOHanNbHOW noagepxku. CyliecTBoBano 0oCTpoe
XenaHue CaMoBbIPa3nTbCA Hanepekop MepTBOMY akageMwuamy U TOTanbHOMY KpuU3uCy
XyA0XecTBeHHOro obpasoBanus B pecnybnuke. B 1999 roay oHW opraHusywT BbICTaBKY
«3anacHoi Bbixoa» B 1K 3aBopa um. JleHuHa. XapakTtepeH Bbibop mecta. OTcyTCTBME
rmamypa v pecnekcus noCcTCOBETCKOW TeMbl B JanbHENWEM CTaHYT XapakTepHON YepTon
rpynnol.

He nocnepHww ponb B ONpefeneHUMW CBOEW «TEppUTOPUNM WCKYCCTBa» chbirpan
pAd HOHKOHGOPMUCTCKMX BbicTaBok B KbipreidctaHe B koHue 90-x, HO Bce Xxe
NOBOPOTHbIM CO6BLITUEM AN MONOAbLIX XYJOXHWUKOB CTano y4yacTue B COPOCOBCKOW
BbICTABKE COBPEMEHHOr0 uckycctBa «KoMMyHMKauuu, onbiTbl B3aMMOAEWACTBUSA» B
Anma-Ate. HenocpeanctBeHHoe oblieHWe C yyacTHMKaMu BbiCTaBku, B 6onblIMHCTBE
XYLOXHUKAMMU, yXe M3BECTHbIMU B COBPEMEHHOM WCKYCCTBE, OKOHYaTeNbHO YTBEPAWUNO
BEPY B CBOW CWMbl W NMPaBWUNbHOCTb BbiGpaHHOro HanpaBneHus. B Tom xe ropy rpynna
npeacTaBngeT cBOM (UNbMbI-MHTEpPNpeTaLum no npon3sepeHnam flanunna Xapmca Ha
mMonodexHoM kuHodectusane «CmoTpu no-Hosomy» B KasaxcTaHe. Vcnonb3oBaHue
CTapoil, NMPOCPOYEHHON 8-MUNAMMETPOBON NNEHKM, YAAYHO NoAobpaHHbIil 3BYKOBOI
pAg, TOHKas WpOHWS, rpoTeck, 6e3ynpeyHoe 4YyBCTBO lomMopa cpasy Xe onpegenunu
MHHOBALMOHHOCTb TBOPYECKOro NOAX0Aa rpynnbl. PaboTa nonyynna npusHaHue He TONbKO
Yy KuHemaTtorpaucToB, HO W yJayHO BnMUcanacb B KOHTEKCT LEHTpanbHOa3naTCckoro
COBPEMEHHOT0 UCKYCCTBA.

XYAOXHWUKM CyMenn He TONbKO NOHATb HEMOBTOPMMOCTb U B TO Xe camoe BpeMs abcypa
OKpYXatLlero noCTCOBETCKOrO «MaTepuana», HO W TanaHTNMBO NPEMNOAHECTU €ro,
3ayacTyl camu CTaHoBACb akTepamu. Ecnu B cBoen Bupeopaborte «XypoxHuk-1» u
«XypoxHuk-2» AnekcaHap Y n Poman Mackanes ocTpoyMHO 06bIrpbiBaoT 06biBaTENLCKOE
npegcraBneHne O TOM, KakuM AOMxeH ObiTb HACTOAWMA XYLOXHUK, T.e. YMHbIM,
MHOTOCTOPOHHE pPas3BUTbIM, FONOAHLIM, 3MbIM, He3aMeTHbIM, ObICTPO pearupywLum
Ha cuTyauuto, To B dunbme «Ckop6swue», o3arnasuB yactu «BceneHckas nevanby,
«nbenb Mepos», «/boBb kK BeyHOMy», XyLoxHWKam yganocb u3bexaTb M3NULLHEN
naTteTUku W nokasaTb Tparusm nokoneHuns 90-x.

Mpobnema mapruHanbHOCTM XecTko, 6€3 cnekynsauuu npeacraBneHa B nepgpopmaHce
PomaHna Mackanesa Ha ¢ectusane B Wpnangun B 2004 rogy. XYAOXHMK, CTOS Ha
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cTyne nepef nyonukoi, nepuoguyecku 6un gepeBsiHHON Nankon No LMHKOBOMY Beapy,
HageTomy Ha rosioBy. Mpu 3ToM PomMaH Ha pycckoM npuroBapusan pyratenbCTBa B CBOM
agpec. MpUYNHONA CTONb XECTOKOrO OTHOLWEHMS K CBOEMY TENy MOCNYXMNO HesHaHue
QHTNMNCKOTO Si3blka W B CBA3W C 3TUM — HECMOCOOHOCTL K BepbanbHOM KOMMYHUKAL WK
Ha decTuBane. MpucyTCcTBYIOLME B CBOK 0Yepeb HE MOHUMANMW pycCcKoro si3bika. Yepes
HekoTopoe BpeMs kTo-To oTobpan nanky u, B3sB PomaHa 3a pyky, AennkaTHO CnycTun
€ro ¢ «noguyma», oCTaHOBUB UCTSI3aHWe U TeM CaMblM, NPUHSAB y4acTue B nepdopMaHce.
KommyHukauus 6e3 cnos coctosnach!

B cBoem HoBom Buaeo «[Mapumx» PomaH MackaneB u Makcum BopoHunoB cnepyot
TBOpYeckomy MeTogy «BpoHenoespa». «Mapux» - HedopmanbHoe Ha3BaHue
nepeBanoyYyHoro nocenka Ha Tpacce Mexay ceBepoM U torom KeiprbidctaHa. lMouyemy
WMEHHO Takoe Ha3BaHWe MONy4MN 3TOT MYHKT, XyJOXHWUKOB, MO-BUAWMOMY, HE OYEHb
uHTepecoBano. [opas3go BaxHee ObIO NpeACTaBUTb pasfMymMe Mexay MEeCTHOW
peanbHOCTbI0 N «KbIPrbI3CKOW MEYTOM» O CTONMMULE WAaHCOHA.

MypaTt6ek xymanues

Roman Maskalev and Maxim Boronilov. Paris. Video, 2004
Poman Mackanes u Maxkcum boporunos. lapux. Budeo.
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VIDEO ARCHIVE / BUJEOAPXVB
Bishkek performances of the 2000s
Buwkekcknm neppopmanc 2000-x

g
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Cryona « MUSEUM»:

1. OpHcT AbBapasakos, YnHrus Tokoyes, Ynan [Ixanapos, PomaH
Mackanes. «bnuH-MoHcTpbl», 2005

2. YnaH [xanapos, Agunb Centanues. «[opsyas lonosa
— XonogHoe Ceppaue», 2001

3. YnaH OxanapoBs. «Kopabnb nnbiseT», 2003-2004
4. Faman bokoHbaeB. «Self made Man», 2004
5. T'ynbHapa Kacmanuesa. «[powanbHas necHs», 2002

B oTnnyne ot MOCKOBCKOrO Unu anma-aTMHCKOTr0 akymoHusma 90-x,
COBpeMEHHbIe Buiikekckme nepopMaHChl He HOCAT pagukanbHoOro
xapaktepa W, 3a pEAKAMW UCKMKOYEHWAMU, He MNbiTawTCs
3afencTBOBaTb NONUTWYECKME, STHUYECKNE WNN pernoHanbHble
MOTMBLI. JTuM paboTam npucywe pnABe HPKO BbIPaXEHHbIE
TeHgeHunn. K nepBoil W3 HUX, OTHOCATCH WMNPOBM3ALMUOHHbIE,
3TIOAHble, KpalHe CcuTyaTuBHble nNepOopMaHChl, UPOHUYHO
obbirpeiBatowne obuwenpuHaTele 6aHanbHOCTM U KyNbTYpPHbIE
WwTamnel, 1 B TO Xe Bpems packpbiBawwue B 3TUX ObITOBbIX
CUTYyauusax 1 peannsax Hekun mudonoruyecknin cmoicn. Ko sTopoi
Xe TEeHAEHUMW OTHOCATCA ApamaTypruyecku npoayMaHHble ©
CMMBONMYECKN HarpyxeHHble paboTbl, Bbipaxalwmne OTHOWEeHMe
COBPEMEHHOT0 XyAO0XHMKA K apXxeTunuyeckum ocHoam 6bitus. Tak
OTNUYUTENbBHOW YepTOW akTyanbHOro Guiukekckoro nepgopmanca
fBnseTca ceoeobpasHoe coyeTaHme co3epuyaTenbHOCTH, a NoaYac
paxe u MUNOCOPUYHOCTHU, C U3PAJHON [ONEN CAMONPOHMM.

CocTtaBuTenb nporpammsl YnaH [xanapos, buwkek (KbipreiactaH)
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“MUSEUM” studio:

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

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

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

5. Gulnara Kasmalieva. “Goodbye Song”, 2002

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

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

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

2. “Cosmic Uncertainty”, 2002

3. “Adolf Kuvshinov”, 2001 (2003)

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

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

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

Video program compiled by Ulan Djaparov, Bishkek (Kyrgyzstan)
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Ipynna «bpoHenoesn» (Anekcanap Y, Wpa [ekkep, Poman
Mackanes):

1. «Yannaa uepemonus», 2001
2. «Kocmunuyeckass HensBecTHoCTby, 2002
3. «Agonbg KyswuHosy, 2001 (2003)

4. OpHct ABapasakoB u PomaH Mackanes «A cam no cebey,
2005

B koHue 90-x - Hayane 2000-x, B buwkeke 3assuno o cebe HoBoe
NOKONEHNe MONOAbIX FOPOLCKNX XYAOXHMKOB. ChopmMnpoBaBLIMC
B NOCTCOBETCKMI® nepuod, OHU Obinn NMwWweHbl TpaBM WU npobnem
NepexofHoro  nepuopa,  ONpPefenuBlIMX — TBOPYECTBO WX
npealwecTBeHHMKoB. [emudonornsayms croxetos u obpasos,
JoBefeHWe  KoHuentyanusma go abcypaa, npespalieHue
XYAOXECTBEHHOr0 NpoLecca B HEKYI UTPY, MPOHNS MO OTHOLLEHNIO
K yCTOABLWIMMCS NOHATUAM M PErNOHaNbHbIM 0COBEHHOCTAM — BOT,
noxanyi, ux xapaktepHole 0cobeHHOCTH.

OaHMM U3 cambiX 3aMeTHbIX TBOpYECKMX OO6beAMHEHWN cTana
rpynna «bpoHenoe3n» (Anekcangp Y, Wpa [Jekkep, PomaH
Mackanes). BosHukHys B 2000 r., ata rpynna 6biCTpo Halwna cBon
0cobbI N0YepK, BO MHOTOM CBS3aHHbIN CO CbeMKOM Ha cTapyto 16-
MM KMHONNeHKy. Kak nuwyT camun XYAOXKHUKN, UX «OTINYUTENBHON
YyepToN ABNAETCA MHOrOCNONHOCTb M BOSMOXHOCTb HEOJHO3HaYHOW
WHTepnpeTauum Kaxaoro npon3BeAeHUs; 9KCMEepUMEHT U Nouck;
CO3aHNe 3HaKOBbIX MPOCTPAHCTB; Urpa CO 3pUTENEM, UPOHUS W
npoBoOKaLua».

CocTtaBuTenb nporpammsl YnaH [xanapos, Buwkek (KbipreiactaH)




VIDEO ARCHIVE
Issyk-Kul Art Symposia. 2001-2002

In August 2001 and August 2002, on the shores of Issyk-Kul, the
legendary Kyrgyz alpine lake, the ‘Central Asia — Europe Art Di-
alogue’ Art Symposium was held. Artists representing the East
(Kyrgyzstan, Kazakhstan, Uzbekistan, Tadjikistan) and the West
(Austria, Switzerland, Finland, Liechtenstein, Germany) took part
in the project. Inspired by local environmental problems and no-
madic life in Central Asia, where many people still live close to
nature, the Art Symposium called on its participants to use natural
materials in their works, such as wood, stone, sand, clay, and to
incorporate the elements: wind, sun...

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

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

Film of 11 parts:

. Stones of Silence

. Steps

. Garden of Eden

. View Trap

. One Point for the Hero

. Game with Stones

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

(R TEGEREN

11. Lifetime

0 N o O BB W NN -

Total playing time: 12 minutes 40 seconds

Film produced by Shaarbek Amankul, Bishkek (Kyrgyzstan)
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BUAEOAPXUB

Nccebik-KynbCKnin Xya0XeCTBEHHbI
cumnosnym. 2001-2002

ApT-cumnosuym «Central Asia— Europe Art Dialogue» 6bin
ocywecTBneH Asaxabl B aBrycte 2001 n 2002 rr. Ha Gepery
nereHaapHoro BblcokoropHoro odepa Mccbik-Kynb (KeipreisctaH). B
NpoekTe MPUHANKM yyacTue Xy[OXHUKK, npecTaBnsowme BocTok
(KasaxctaH, KoiproisctaH, Ysbekuctan, Tapxukuctad), u 3anapg
(Aectpusa, Weenuapus, ®uHnaHauns, NuxTeHwTeiH, epmanus).
BOOXHOBNEHHbIA  3KOMOrMYeckon npobnemaTukon UM CTOMb
6nuskumu LleHTpanbHoit A3un Temamu KOUYeBbS, KU3HW Ha NpUpoae,
apT-CMMNO3MyM npu3Ban CBOMX YYaCTHMKOB MCNONMb30BaTb B
Npou3BefEeHUAX NPUPOAHbIE MaTepuansl - AepeBo, KaAMEeHb, NECOK,
a Takxe 3afjleiCTBOBaTb NPMPOAHbIE CTUXUN — BETEP, COMHLE...

MHnymaTopom n opraHnzatopom npoekta 6binu LWaap6ek AmaHkyn
(KbipreiactaH) u Jlnuum Maipn (ABcTpus)

Cpepnm yyacTHukoB npoekTa 6binn Bauecnas AxyHoB (Y3bekucTtan),
Ynan [xanapos (Keiprbiactan), Fanum MapaHoB (KasaxcTaH),
Ep6ocbin Menbanbekos (KasaxctaH), Aguc u Aann Centanuessl
(Kbipreiactan), Banepuit Pynnenb (KeipreiactaH) v ap.

®unbm 13 11 yacten:

. KamHn monuaxunsa

. CTynexm

. Paitckun cap

. NNoBywka B3rNagoB

. Oyko ansa repos

. Mrpa Ha kaMHsX

. HanpsxeHwue. [toHbl, NPOH3EHHbIE CTpenamu
. YeTblpe CTOPOHbI CBETA

9. OcTeTnyeckun 0bbekT

0 N OO OB~ W DN -

10. Takcu gna moaxaxena
11. Bpems Xu3Hu

O6was npogonxutenbHocTb 12, 40 MuH.
AsTop cunbma Waapbek Amankyn, buwkek (KoipreiactaH)
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A CONTEMPORARY ARCHIVE
KAZAKHSTAN

AKTYAJNTbHbBIN APXWNB
KASAXCTAH



Dilyara Sharipova

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

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

Abylkhan Kasteev Portrait of S. Kusykbaev. Paper, watercolor, 1930
AbbinxaH Kactees. Moptpet C.Kycbik6aeBa. bymara, akBapenb

‘T.'..'..1 L
!

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

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

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

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

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

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

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

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

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

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

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

AbbinxaH Kactees. B wkony. ®aHepa, ryalwb, aksapenb




Sergey Kalmykov. Fantastic landscape with red cliffs. Cardboard, 0il.1938

Cepreit KanmbikoB. aHTacTUYeCKNil Neit3ax ¢ KpaCHbIMI ckanamu.
KapToH, macno

Sergey Kalmykov. Fantastic Still-life. Paper, oil. 1946

Cepreit KanmbikoB. ®aHTacTuyecknit HaTopmopT. bymara, macno

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

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

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

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

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

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

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

These very different artists can be regarded as a single phenomenon
only if we focus on their originality, the complexity of their ideas, and the
intensity they brought to their experimentation and adoption of a wide
range of visual techniques. It may well be their fervent originality and
non-conformism that will break the ground for the development of a radi-
cally different art in Kazakhstan in decades to come.
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MckycctBo LeHTpanbHoi A3nm:

Ounapa LWapunosa

OTweneHubl  repon. KynbTypHas aBTOHOMUSA B N300pa3nTeNbHOM

nckycctee Cosetckoro KaszaxcraHa

dopmupoBaHme XuUBONUCHOW LwWKonbl KasaxctaHa Havyanocb B
30-e roabl NpOWMOro CTONeTUS M HEMNOCPeACTBEHHO CBS3aHO
C COLUManbHO-3KOHOMMYeckumn npeobpasoBaHuamu. Cunosas
MOAEepHM3aLus, NPONCLLEALLAS HAa OTPOMHON TeppUTOpUMN 06MUTaHUA
KOYEBHWKOB-CKOTOBOAOB, 06yCnoBuna nosiBfieHne NPpOMbILLSTEHHbIX
TUTAaHTOB M pa3pylieHne TpagULNOHHON X03SACTBEHHON CUCTEMBI.
HacunbcTBEHHas KONNEKTMBM3ALMS NPMBENA K CTPALIHOMY ronogy
1931-1933 rogos, KOTOPbLIA, BMECTE C PENPeCcCUsIMU B aynax, yHec
XU3HWM MonyTopa MUNNMOHOB ka3axoB. Mocne Tparnyeckux cobbiTni
aKTUBHas KyNnbTypHas NONWUTWKA cTana OAHUM W3 BaXHEWWMX
KOMNOHEHTOB  MCMpaBfeHUs MNONUTUYECKMX «nepernboB» u
BO3BpALLEHNS XN3HM B HOpManbHoe pycno. IMEHHO Ha 3TO Bpems
NPUXOAUTCS pacyBeT NuUTepaTypbl, NOSIBMEHWE MEPBbIX TeaTpos,
My3blKanbHbIX 3aBEEHUI, OTPOMHBIA YCMEX OMEPHI.

Mpouecchl, naywue B 20-e rofbl, CBA3aHHbIE C NPOTUBOCTOSIHUEM
rpynnupoBoK, ncnoBegyLwmnx pa3sHble CTUNNCTUYECKME
MW XYBOXECTBEHHble  MPWUHUMUMNbI, HE  KOCHYNMWCb  Hallero
n3obpasutenbHoro uckycctea. ®opMUpPOBAHWE  KMBOMUCHOM
wkonbl KazaxctaHa npuwnocb Ha rofbl XeCTKOro MOMMTUYECKOTo
n couynanbHOro OaBneHnd. Hacam,quMe 006s3aTenbHbIX
coupeanucTMyeckux MeTOAOB BO MHOTOM CHSNo npobnemsl
KOH(NIMKTA W OTTOPXEHUS, HEMPEMEHHbIX NPU BCTPEYE pa3HbIX
KynbTypHbIX Modeneid. MnageHyeckas «pas3mblTOCTb (OpPM»
(OmuTpun  Jlnxayes), npucywas 3apoxpawlumcs  Bugam
MCKyccTBa, Cpasy ycTpaHanach, kak U BO3MOXHOCTb NpuobpeTteHns
HEOXWLaHHbIX, CBOE0OPa3HO NMpenoMNIeHHbIX HAa MECTHOW MnoyBe
oyepTaHum.

OpHako B TBOpPYECTBE HALMOHANbHbLIX XYJOXHUKOB, AOblnxaHa
KacteeBa (1904 — 1973) n Ypana TaHcbikbaeBa (1904 — 1974),
CTOSIBLUMX Y MCTOKOB Ka3axCKoi XWBOMUCM, Mbl oBGHapyxusaem
OrPOMHbI NOTEHLMAN CaMOBbITHOCTHU.

Ypan TaHcbikbaeB, kasax NO HauMOHANbHOCTM, KypcupoBan
B 30 - 40-e rogbl mexagy TawkeHTom W Anma-Atoi, BXxoaun
B rpynny AnekcaHgpa Bonkoea (oHW cTpemunucb cosgaTtb
MOHYMEHTaNbHOE MWCKYCCTBO Ha CTbIKE Tpaauuuil BOCTOYHON
MUHMATIOPbl W paHLy3CcKOW XuBOMMCKH Hayana XX Beka) M Ao
CBOEro MOCNeBOEHHOro obpalleHus B peanucTbl pasgensn ux
YyasHUA COELWHWTL 3anafgHOEe MCKYcCTBO Havana XX Beka ¢
TpaguLuMsaMU HapOLHOro NPUKNALHOrO UCKYCCTBA M MUHWATIOPHI.
HaueneHHblih B CBOWX TBOPYECKUX WMCKAHWSX HA BOCTOYHbINA
npumnuTne, Ypan TaHcbikbaeB cam SBASA Npumep BbIWeALWEro
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n3 rnybuH «ecTeCTBEHHOro» MuUpa TBOpUA, HE YTpaTUBLIErO
HEMOCPEACTBEHHOCTb  BOCMPUSATUS W CNOCOBHOrO  NMeHsTb
«obxurawwmumny nepexmuBanusmu. OH nokasan XuW3Hb CTenu, Kak
nogobaeT KOUEBHUKY, He pechneKkcupys no NoBoay 6e3rpaHnyHoCTy
W HeynopsifOYEHHOCTU OKpYykatwero npoctpaHcTBa. [pupoaa
Mbicnunacb GYOHUYHBIM XKUNWLLEM, B KOTOPOM XYAOXHUMK Lieapo
pas3BelNBan NeCTpble KOBPbI.

Pe3epBOM BbLICOKOrO MCKYCCTBa CTanu TaKKe TanaHTinBblie
HapoAHble CaMOPOAKM, ANs KOTOPbIX (HONbKIOP NpoJonKan
0CTaBaTbCAA aKTyaNbHbIM OMbITOM. M3 aTOro pesepsa BO3HMK
(eHomeH AbBbinxaHa KacTeeBa, Kasaxckoro  XyAoXHUKa-
npumutuBMcTa. Xenavue 3aneyatneTb OBNMUK OKpyXalLWX ero
nogei BOMpeku MCnamckum 3anpetam Obilo OQHUM W3 MEPBbIX

Ural Tansykbaev. Red Autumn. Canvas, oil. 1931
Ypan TaHcbikb6aeB. BarpsiHas oceHb. XoncT, macno




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

Masen 3anbumaH. MpepuyscTeue rop (Pennuka k ctuxam O.
CyneitmeHoBa). bymara, akBapenb

nobyxaeHUn XyAOXHWUKa-guneTaHTa. [locTuras cxofgctea C MOAENbIO,
co3faBad KapTUHY — OUKOBUHHYIO BELWb ANA MECTHbIX NOCENAH, I'IOAOGHyK)
4YyAECHOMY 3epKkany peanbHOCTH, — OH UCNOABONb NpuobLiancs kK TauHCTBY
TBOpPEHUs, obpeTas HeW3ObIBHbIE CTOMKOCTb W BLOXHOBEHWE, KOTOpbIe
MOMOTNIN MY 3aHATb CBOK HULY CpeAn MHOFONTUKOTO U Pa3HONIEMEHHOTO
KynbTypHoro coobuectsa Anma-ATbl COPOKOBbIX FOA0B.

MckyccTBo KasaxcTaHa Haxo4unock B 370 BpeMs B LieHTpe TypOyneHTHbIX
nepemeLLeHnin XyJ0XHUKOB CO BCell coBeTcKoh umnepuun. B pecnybnuke
0CeNnu NpoleALWne nareps U CCbifKM «KasaxcTaHLbl N0 MPUHYXAEHMIOY,
YyacTb 3BaKyupoBaHHbIX U3 MockBbl, fleHnHrpaga u XapbkoBa. Toraa xe
pasBepHynach [eATeNbHOCTb NEeHUHTPAACKMX XYAOXHUKOB, CBA3AHHbLIX
ApyXeckumn y3amum n obwumn yyutenamu. TatbsHa [nebosa (1900
- 1985) u Masen 3anbuman (1912 — 1986) Bxoaunu B rpynny [lasna
®unoHosa «MacTepa aHanuTuyeckoro uckycctear, Bnagumup Ctepnuros
(1904 - 1973) n PeruHa BenukanoBa (1894 — 1975) 6binu yyeHukamm
Kasumupa Manesnya. Kak camoe CnokoiiHOe M pagoOCTHOe BPEMS OHM
OyoyT BCMOMWHATL 3TOT NNIOAOTBOPHLIA mepuod: paboTy Hag aTogamu
B BoTaHuyeckom capy, nMOArOTOBKY COBMECTHOW BbICTAaBKM, yyacTue B
cemMuHape no (peckoBOW XWBOMUCW, MHOTOYMCNeHHble AucnyTel. Bce
BbllWeHa3BaHHble COObITMA HaWnu CBOE OTpaxeHWe B MEPBOM HOMepe
KypHana «XygoxHuk KasaxctaHa» (1944). B cBs3M C 0Tbe3aom B
Nenunrpag Ctepnuroea v Me6oBON MHMLMATUBA C XKypHANOM yracna.

Masen 3anbumaH npogomxan paboTaTb XYAOXKHWKOM Ha KUHOCTYAWM,
4yuTan nekyum no UCTopunm ucKyccTB. MpuHSB (UNOHOBCKWIA MeTon B
TpuAuaTble, OH CNOBHO 3acThblfl, 04YapOBaHHLIN €ro OpraHUYHOCTLIO
1 CUION, HE MEHSACb Ha NpoTsAXeHuu pecstuneTuin. Ero akeapenu ¢
«nonyuwamn» oueneHenblx mop,eﬁ, KOTOpPbIX TNOXeT HeBeaoMaa nevyanb
(BOCXOASAWMX K UKOHOTpaduu ero y4yuTens), n pucyHku, usobpaxatwoline
6e3XM3HeHHble TOpOAa, MbICNATCS (parmeHTamMu, NOATOTOBUTENbHON
paboToit K OFPOMHOI MO 3HAYUMOCTW KapTUHE, B KOTOPOi Bbl Xy[OXHUK
«MPOroBOPUNI» BCE MUCTUHbI, NO3HAHHbIE UM 3@ AONTMe rofbl BHYTPEHHE
paboThl.

HacblweHHoe TBOpYeckoe obuweHne ¢ 3anbymaHom [gns rpynnbl
eguMHoMbIWNeHHUKoB: Pyctama XanbuHa, AnekcaHgpa PopokuHa,
Nnpun BnnHoson, Abnas KapnbikoBa — CTano nepBoTONYKOM K MO3HAHUK
Hacnegus pycckoro aBaHrapaa.

Cynbbe 6bino yrogHo Tpuxabl aBuTh Bnagumupa Ctepnurosa KasaxcraHy.
B nepBblit pa3 oH npoBen nATb neT B Kapnare. 3atem nonan B Anma-Aty
nocne paHeHus Ha ¢poHTe. HakoHel, ero yawe-kynonoHasa naes obpena
nocneposatenei B aTom ropoae B 70 — 80ble roabl. PernHa BenukaHoBa,
oceB B Anma-Ate, npogofixana Aonrue rogbl NoALepXnUBaTh NEPENUCKY C
HUM, OCTaBasiCb BHUMATENbHbIM APYrOM 1 KpUTUKOM. XYAOXHUL A OCTaBuna
nocne cebs BocnomuHanus o Kasumupe Maneeuye, Bepe Epmonaeson,
HacbllWeHHble WH(OpMauMen 3ameTKM C BbICTaBOK, Pa3MblUNEHUS O
pasnnYHbIX XMBONUCHBIX MeToAax. OHa Haxoaunach B NOCTOSAHHOM 6opbhe
c npaBnexuem Coto3a XyA0XKHMKOB, OTCTaUBast 3HAYMMOCTb XMUBOMUCHOTO
kavectBa. Ee oTkas 0T COBETCKOW TeMaTW4ECKOW KapTUHbI U yxon B
nem3axHyt rpaduky, «HU3KOMY» XaHpy B Wepapxuum ToTanuTapHoro
uckycctea, Toxe 6bin gopmoit npotecta. ObpalieHne Kk roponckomy
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MckycctBo LeHTpanbHoi A3nm:

nen3axy B 3MOXy KOMNMEKTUBHbIX WECTBWIA BOCMPUHUMANOCh Kak
AeKknapaTMBHOE YTBEPKAEHNE rMaBeHCTBA YaCTHON XN3HU. «HyxXHO
pobutbcs opgHoro — u36aBUTbCA OT OLYWEHUS MPOTUBHOCTH
W TOWHOTHI, 3aOpOHMPOBaTbLCA OT BHELWHMX BMeYaTneHun u
HenpepblBHO paboTtatb», — nucana BenukaHoBa B 1949 ropy.
Ee coBpemenHuk, Cepreit KanmbikoB (1891 — 1967), HaBepHoe,
nognucancs 6bl Mo 3TUM NPU3bIBOM.

Mbl no3sonum cebe 3agepxatbcs Ha 370l urype, nbo ee BNusHue
OrpoMHO. He 9BNSfCb pOAOHAYanbHUKOM HanpaBneHus, OH caMium
(akTOM CBOEro CyleCcTBOBaHWA CTUMynnpoBanm TBOpYECKOE
KumeHue mocneaywwmx NOKoNeHuid. TeaTpanbHblil XYAOXHUK OT
Bora, c 060CTpEeHHON YYBCTBUTENBHOCTbIO K 3pENULHOCTM 1 6necky
theepuyeckoro, obnagatowmnitnoTpscaiolieit paboTocnocobHoCThbIO,
OH [JeKopupoBan peBONOLWOHHbIe nNpa3gHuku, paboTan Hap
LMPKOBbIMU achnLLaMN M CTEHHBIMU POCMIUCAMM, HAanMcan MHOXeCTBO
AHEBHUKOB, nubpeTTO, (haHTacTUYeCKMX POMAHOB, co3fan
OrpOMHOE KONM4YecTBO COOCTBEHHbIX AeKkopauuin W rpaHAnOo3HbIX
3alHUKOB MO 3CKM3aM Apyrux cueHorpacgos. Bce 310 rpaHn ogHoro
reposi, Helapom CNYTHUKOM CBOWX KOCMMUYECKUX MyTeLeCTBUA OH
coenan JleoHapno ga BuHuw. ToTpscatowas BOCNPUUMYMBOCTb
KanmbikoBa Kk pa3Hoo6pasHbiM XyLOXKECTBEHHbIM CTUIIMCTUKAM,
K KpacouyHbIM COYeTaHMAM MNO3BONANa €My BbiXBaTbiBaTb M3
NPOHOCSLLErocs nepes ero B3opom Buxps 06pa3oB camble OCTpble
W OCNEeNUTENbHBbIE.

B 1920 rogy KanmbikoB Bxogun B Openbyprckoe otaeneHue
YHOBWC - o6bepuHeHne, cosgaHHoe Kasumupom Manesuyem u
ero yyeHnkamu B Butebceke, BoicTaBnan cynpemaTtnyeckue paboTsl,
a Takxe Hanucan ABa Tpaktata. M3o0peTeHHbIE UM YyXKe B pamkax
UTypaTUBHO XUBOMUCKU [MKOBWHHbIE napannenbHbie MUpbI,
HECOMHEHHO, — AaHb XW3HECTPOWTENbCTBY PYCCKOro aBaHrapaa.
MoTtue OalwHM, CTONMb pacnpocTpaHeHHbin Yy KanmbikoBa,
nepeknukanca ¢ obpasamu ropoga «bygetnsH» Benumupa
XnebHukoBa.

Ero nensaxu - ¢yTypucTuyeckne BUAEHWUSA, KapTUHbI BbiCagKu
Ha APYrMx nnaHeTax W BO3BpalleHWs Ha 3eMnio AUKTOBANMUCb
XelnaHunem 06pecw| NOANUHHYIO0 XXN3Hb B NPOTUBOBEC GeCL[BeTHOCTVI
peanbHOro cylecTBoBaHMs. TopxKecTBeHHbIe Bbixoabl Kanmbikosa
Ha ynuubl Anma-ATbl B HEBEPOATHbLIX No LBETY 6epeTax, kam3onax,
WMPOKMX  WTaHax, CLNTbIX COOGCTBEHHOPYYHO, oOMnpaBAaHbl
NPUYMHAMU «BHELWHEN» NOAUTUKK: «...n3 rnybuHbl BceneHHoin
CMOTPAT MUMIMOHLI rna3. W uto oHu BuasT? Monset u nonset no
3emfie Kakas-TO CKy4Has OAHOUBeTHas cepas macca... W Bapyr
- Kkak BbicTpen! — sipkoe KpacOYHOe MATHO: 3TO 5 BbIWEN Ha
ynugy!».

3a KanmbikoBbIM  TAHETCH uenoyka XyAaoXHWUKOB-OAWHOYEK,
OTWeNbHUKOB, ynpamMo cnegyrwwnx no COGCTBeHHOMy nyTu.

CakeH l'ymapoB (1937 - 1995) xun B Ypanbcke, Ha nepekpecTke
BocToka n 3anapa. CoBmellan 4esTeNbHOCTb XypHanucTa, aktepa
W pexuccepa C co3jaHuMeM KapTWUH, B KOTOpbIX Npenapuposan
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MOZEPHUCTCKYO MO3TUKY, MO HAUTUK HaxoAs eil aHanoru B
TIOPKCKOM MU ONOrMYECKOM CO3HaHUM.

MaBen PeueHckuit (1924 - 1998), XyZOXHWK-CaMOyuka,
npowenwun B getctee Kapnar, XxpaHnn BepHOCTb «ynbIOYNBLIMY 1
HEXHbIM pennrnosHbiM obpasam. PaboTas B TEXHMKE IHKAYCTUKM
no f[epeBy, OH Halwen ajeKBaTHOE BOMMOLWEHWE HEMOABUKHON
9KCMpeccu BOCTOYHbIX NUKOB M NaHALWad ToB.

Muxaun Maxos (1947 — 1976), ckynbnTop, XuBonucel, rpagux,
CNOBHO NbITANcs 3a OTNYLEHHbIA eMy KOPOTKUA CPOK onpoboBaTh
BCE HAUYWHaAHMS PYCCKOW XWBOMMUCM Hayana Beka OT MOLEPHa A0
ky6odyTypusma, 4yto6bl 06PECTU FAPMOHUYHO CNAaXEHHYIO CUCTEMY
caMoBblpaxeHus.

Cronb pa3HbIX XYAOXHWKOB KakK €[AWHOEe ABNEeHWe MOXHO
BOCNPUHMUMATL, NUWb akUeHTUpyda BHUMaHUE Ha CBOWCTBEHHON
UX TBOpPYeECTBY 136bITOYHOCTH, CrylweHnn cmbiCnoB, UCTOBOCTU
NO OTHOWEHUIO K NPpUHUMaemMbiM Ha BOOPYXeHWe nnacTnyecknm
YY4EHUAM. B0O3MOXHO, MMeEHHO 3TOoT npuHuun 130bITOYHOCTH,
«HEHOPMUPOBAHHOCTNY npegonpenennt NOTUKY pas3BuTHNA
«apyroro» UCKycCTBa B nocnepywouwmne gecatnneTna.

Pavel Rechenskiy. Karaganda field. Cardboard, oil. 1970

MaBen PeyeHckuin. Kaparanguuckuin geopuk. KaptoH, macno




Irina Yuferova

The 1990s: sweet decade of hope

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

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

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

Anmarynb MeHnu6aesa. OTkyga nosisunacb ntuua Amarypa. Xonct, Macno

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

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

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

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

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

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

The Art group, composed of the best students of Alexander llin, a teacher on
the Graphic Arts Faculty at the Kazakh Pedagogical Institute, had a different
set of creative attitudes. llin should receive credit for his ability to encourage
his students’ personal passions and natural talents, and to inculcate in them
solid professional skills. They were united by their attitude towards painting as
a carefully thought-out process, the result of hard work geared towards a very
high standard. Well-chosen references drawn from art history and emotional
restraint were also distinctive features of this group, which was one of the first
to emerge onto the international art scene through their exhibitions in Moscow,
Lausanne, and Geneva.
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Galym Madanov. Poem. Paper, pencil. 1989
[anbiM MapaHos. MecHs. bymara, kapaHaaw

Saule Suleimenova. Self portrait. Oil on canvas. 1989

Cayne CyneitmeHoBa. AsTonopTtpet. XoncT, macno. 1989



Rustam Khalfin. Extreme bottleneck. Action, 1999
Pyctama XanbduHa. SkcTpumanbHoe gedune. Akuns

Rustam Khalfin. Autumn motion of anger. Action, 1996
Pyctam XanbduH. OceHHne xecTbl rHeBa. Akuus

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Georgy Trjakin-Bukharov. Tower. Installation fragment, 1998
[eopruit TpakuH-byxapos. bawHs. ®parMeHT nHCTanNnALMmn




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

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

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

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

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

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

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

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

Ceprent Macnos. BocTok - geno tToHkoe. Akuus B pamkax npoekTta «Cepreit Macnos -
PSAOM C UCKYCCTBOM, BO3ne nuTepaTypbi». Mapap ranepeit, ranepes «Bospxep», 1998
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AKTyanbHbil ApxuBs

MckycctBo LeHTpanbHoi A3nm:

MpuHa lOpeposa

NeBaHocTble. Cnagkoe BpeMs Haaexn,

B 1991 ropy KasaxcTaH 00bsBMN roCyAapCTBEHHbIN CYBEPEHUTET,
Obin B3AT KypC Ha CO3[JaHMe CBETCKOro [eMOoKpaTU4yeckoro
rocygapctsa. M «Bepxu» n «HM3bl» ¢ TpyAoM ocBoboxganuch ot
CTEepeoTUnoBs, CAOXMBLIMXCS 38 JeCATUNETUS COBETCKOM BnacTu. B
peanbHOCTM MPOAOAKANCA NOCTNEPEeCTPOEYHbIN Xaoc: cTarHayus,
nHnauusa, dpyctpauns u Bceobwmun pedbuunt. M TonbKO B
obnacti UcKyccTB nepemeHbl BOCMPUHMMANUCh C HECKPbIBAEMbIM
9HTY3Ma3MOM.

HoBoe Bpems KpyXwno TronoBy BO3MOXHOCTbK TBOPUTb M
BbICTABNATLCS, HE OrNsAbiBascb Ha UeH3ypy. CknapgbiBanacb
HanpsXeHHas, fJaxe YyTb NUXopajo4yHas TBopyeckas obcTaHoBKa.
Bynyuwee pucoBanocb B HEM3MEHHO pajyXHbiX ToHax. BeepHoe
COCYLLeCTBOBaHME Pa3HbIX MaHEP, CTUNEN, NOYEPKOB MHANPaBNEHN
ABNAN0 cob0oM NEeCTpy N 3aHATHYI0 KapTuHY. 3puTenu, ycTaslune
0T o(uUManbLHOr0 UCKYyCcCTBa, C BOOAYLWEBMEHWEM B3nupanun Ha
HedopManbHbIX XyOOXHUKOB. [NaBHOM NpUMeTON BPEMEHU cTano
BO3HWKHOBEHME U neranuaayus TBOpPYECKUx rpynn, o6beanHeHuni
n coobuwects. CBoOOAHOE TBOPYECTBO NPEACTABNANOCH pblyarom,
CMocobHbIM NepeBepHyTb MUP.

MepBoi GecleH3ypHON 3KCno3uumen, NpeacTaBMBLLeh Nog O4HO
Kpbled [OBOMbHO MOMHbIA Cpe3 He3aBUCMMOrO MCKYCCTBa,
Obina BbicTaBka «[lepekpecTok», OTKpbiBlIAscA BecHoi 1989
roga. bbin npurnaweH WWpoOKUA Kpyr aBTOPOB, MCMOBEAYHLNX
cBobofy TBOPYECKOro caMoOBbipaxeHus. 3aecb 6binM W YneHbl
Colo3a XyAOXHUKOB, HE BMUCbIBAOLWMECS B O(PULUO3HBIE PAMKM
(Oynat Anwues, Bopuc Yyebinko, baxbit Banuwes u pgp.), u
MapruHanbl-oANHOYKN, N3BECTHbIE AOCENE NULIb B OTPaHNYEHHbIX
kpyrax (Feopruit TpsakuH-byxapos, 3usaxaH LWanrenbauHos),
W, KOHEYHO, aBTOpbl, CKoomepupoBaBluMecs B cBOOOAHbIE
TBOPYECKME KOMMEKTUBLI MO MPUHLMNY OBLHOCTU 3CTETUYECKMX
npeanoyYTeHunn.

Camon pagnkanbHOW, Bbi3biBaloLe PaCKPenoLEHHON OT BCEX HOPM
n npasun 6bina rpynna «3eneHblit TpeyronbHuky. KaszaxcraHnckue
«xunnu» 6binu  coobujecteom, yTBepxpawwum ceba depes
WOKMPYIOLLYI 3KCTpaBaraHTHOCTb Kak B WMCKYCCTBE, Tak M B

Sergey Maslov. The end of 1990s
Cepreit Macnos, koHey 90-x
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obpase xu3Hn. OHn e3gunn aBtoctonom B MockBy u JleHuHrpag,
XWAW KOMMYHOW, CRywanu 3anagHbli POK, HOCUINN HEMbICITUMbIE
NnpuUYecku, ApaHble SXWHCHI, Bbi3blBalOWNE camMonanbHble Hapsaabl.
B uckyccTBe ApOCTHO OTCTamBanW WMCKPEHHOCTb M CMOHTaHHYI
CUNY XyJOXECTBEHHOTO XecTa. Becakuit xopowwnii (agekBaTHbIA MX
MUPOOLLYLIEHNI0) YenoBek — yxe TBopel. Bcsakas cosgaHHas um
BElb LieHHa Kak cref, OCTaBMeHHbIt Aywon. JToT crnef MOXeT
XUTb Ha 0OpbIBKE XONCTa UM KapTOHa, MOXeT 6biTb kKOMOUHaLnen
W3 BEpeBOYEK, KaMHEW wunu QparMeHTOB KaHanW3aLWOHHbIX
Tpy6. BbibOp XyAOXKeCTBEHHbIX MaTepuanoB AWKTOBANCs He
TONbKO MaTepuanbHbIMW MPUYMHAMU, HO U MPUHLMNUANBHBIMA
coobpaxeHnsmu — aHgerpayHaHbIM, «NOABaNbHbIMY» MbILLTEHUEM,
fes3anennauMoHHO OTpWLAOWNM CONUAHOCTb  «MPaBUMbHOTOY»
uckycctea. M3obpasanTenbHbll  a3blk  34ecb  ynogobnsancs
WHTYWTUBHOW CKOpPOMMCK. Bepx n HM3 KapTuHbI BCceraa Obinu rotosbl
NnoMeHATbCA MecTaMu. Barnag xypoxHuka To cBepxobwuit, He
pasnuyaLL it YacTHOCTEN B MecnBe OopM, TO CBEPXNPUCTANbHbIN,




B ynop paccmaTpuBaloLMUA LBETOK, [OPOXHbIA 3HaK, 4acTb
yenoseyveckoro nuua. 3 6onee unu MeHee y3HaBaeMbIX CHOXETOB
- [oma, rae Henb3s XWTb; AOPOTU, KOTOPblEe HWUKYyAA He BemyT;
(haHTacTMyeckne XWBOTHbIE, TEHN Niogeir. ITo Obin cBOErO poaa
MONOEXHbIA POK, HOBbI PONBKIIOP, HAPKOTUYECKN-B3BUHYEHHbI
ronoc nepBOro NepecTpOeYHOro MOKONEHMs, kandylwero ot
HaxnblHyBWwei cBobogbl. 3geck Obinu cBou nupepsl — Anma
Mennubaesa, Cayne CyneiimeHoBa, Bnagumup MeTyxos-
AkcuHeHko, Bacunui Myyes, Ep6on MaHanos.

[pyras 3ameTHas rpynna, opraHu3oBaHHas u BoO3rnasnsemas
Cepreem Macnosbim n AHgpeem lonoBbiM, HasbiBanacb «Ho4HoW
TpamBai». B 9T0T Hebonbwoi KonnekTue Bxoaunu PomaH
bobposckuit, Onbra PybuHunk, Kpuin Axkosel, AnekcaHap
Mpuanos, Poimbek AxmeToB. BCce OHM — KHUrOYeW, MenomaHsbl,
a3apTHble MONEeMUCTbl, aHTAarOHMCTbl BCEro YCTapeno-ka3eHHoro.
MickyccTBO NOHMMAanoCb Kak [yXOBHas Maruyeckass npakTtuka,
kak cnocob KOHTaKkTa C TOHKMUMU HeMaTepuanbHbIMW MUpaAMU W
3anpefenbHbIMU aBReHnaMu. Mectom AeNCTBUS UX KapTUH Obinu
aHTacTUYeCkne «JyHHble» Nens3axu W npoctpaHcTBa. Feposamu
— (haHTOMbI, KONAYHbI, WHONMaHeTsHe, Bubnelickne nepcoHaxw,
roctu u3 npownoro u 6Oyaywero. Cpeau npeplwecTBEHHUKOB
npeanouyteHue otaasanocb Mapky Warany n Cepreto KanmbikoBy

Vadim Dergachev. Dead project. Photo, Sound installation, 1998
Bagum [leprayes. MepTBbiit npoekT. ®oTo, cayHANpoekyus

(ums nocnepHero, kK cnosy, Torga mano KoMy 6bino M3BECTHO, a
cemyac 3TO OAMH W3 CambiX AOPOTUX M W3BECTHbIX Ha MUPOBOM
PbIHKE Ka3axCTaHCKWX XYAOXHMKOB). B acTeTuke 3tol rpynnbl
npeeanupoBanu  daHTacmaropuyeckue  obpasbl,  KapTWHbI
HepefKko [ONOMHANANCL TekcTamu, obbekTamu, Konnmaxamu.
KapTuHa pacueHuBanacb Kak MaTepuanbHblil dHepreTuyeckui
3HaK MeauTaTUBHOrO COCTOAHUA XyOOXHWKA. «HOYHOW TpamBam»
HacTauBan Ha npuopuTeTe YyBCTB, (haHTa3nWi, TamHbIX,
930TEPUYECKUX MOHATUN.

[loCTONHO 3KCMOHMPOBANUCb Ha «MNEPEKPECTKE» XUBOMUCLbLI —
HeJaBHMe BbIMYCKHUKM TeaTpanbHO-XyA0XECTBEHHOTO MHCTUTYTA.
dopmanbHO B rpynny OHW He 00BbEAMHANUCH, HO B TBOPYECTBE
EneHbl BopobbeBoit, Ackapa Ecpaynetosa, 3ayapna KasapsiHa,
Kanata WOparnmoBa npucyTcTBOBana BHYTPEHHAS OOLHOCTD
- $BHOe XenaHue n36aBUTbCA OT KOHCEPBATUBHOM BbIYYKH,
npeaenbHO yNpocTuTb M 060CTPUTL NNAcTUYeckyto dopmy. B yenom
OHW TAroTenu k 6pyTanbHOMY XecTy, YnTaeMoMy TO B MacTO3HOM
(aKTYypHOCTU NUCbMA, TO B KOHTPACTHOM COMOCTaBIEHUI LiIBETOBbIX
30H, TO B WPOHMYeCKOM O0bbIrpbiBaHMN 3HaKoMbIXx 06pas3os.
«TeaTtpanbl» n3berann onncaHwWs peanbHOCTW, KOHLEHTPUPYACH
Ha BblpaboTKke y3HaBaeMOW TMYHOCTHO MaHepbl NUCbMa.

[Opyrne B3aMMOOTHOWEHWS CO «LWKOMOW» CKNagbiBanucb Y
TBOpYeckoro ob6beauHeHuss «ApT», KOTOpPOe COCTaBWUN U3
CBOWX My4YlMX CTYAEHTOB npenofjaBaTenb XYLOXECTBEHHO-
rpadnyeckoro  ¢pakynbreTa Kasaxckoro  neparornyeckoro
nHcTUTyTa AnekcaHap WnbuH. Hapo oTtaatb [OMXKHOE €ro
YMEHUI He MNoAaBnATb MepCOHanbHble NPUCTPACTUA YYEHUKOB-
konner, Ho cnoco6CcTBOBATb OrpaHke WX MPUPOAHOr0 TanaTa,
npuBMBaTh Kpenkue npodeccuoHanbHble HaBbikn. OBbeanHAOWNUM
Hayanom 3aecb OblNO OTHOLWEHMe K KapTUHE Kak K TLaTenbHO
NpOAYMaHHOMY, Ka4yeCTBEHHO cpaboTaHHOMY 00bekTy.
W3bupaTenbHo payuoHanbHble LUTaTbl M3 UCTOPUM WCKYCCTBA,
WHTENNUTEHTHY COEPXAHHOCTb IMOLMUA TakkKe MOXHO cuuTaTb
(OUPMEHHBIM 3HAKOM «apToBLEB». JTa rpynna OLHON U3 NepBbIX
BbllUNA HA MEXAYHAapOAHYK apeHy, YCMEeWHO BbICTABNAACL B
Mockse, Jlo3aHHe, KeHeBe.

Ocoboro  BHMMaHMA  3acnyxuBaet  rpynna  XYAOXHUKOB,
cnnoTuBwuxcs Bokpyr Pyctama XanbuHa W HauMHaBLUUX CBOK
[EeATENbHOCTb B COBETCKNE 3anpeTHble BpeMeHa. [luans bnuHoBga,
Bopuc Akyb6, AbGnain KapnbikoB npu aKTUBHOM noAAepxke
nckycctoBega Hasunbl ExeHoBOW ewe B nepsoit nonosuHe 80-
X MPOBENM HEeCKONbKO nonyneranbHblX KBapTUPHbIX BbICTaBOK.
«Tpu cnocoba ¢opmoobpasoBaHus» — Tak HasbiBanacb ofgHa M3
BbICTABOK 3TOW rpynnbl, MaHUMeCTUpyLWas 0CHOBHbIE OTKPbITUS
nckycctsa XX Beka: aHepruio cdepuyeckoro npoctpaHcrea ons
CesaHHa, guHamuyeckyt reomeTputo Kasummpa ManeBuya n vaie-
KynonbHbli npuHyun Bnagumupa CrtepnuroBa. AHanutuyeckui
«y4YeHblin» meToAd paboTbl HAA KAPTUHO HEe UCKMKYan UHTYUL UK, HO
npugasan et KA4YeCTBEHHO HOBbI YypOBeHb. XONCT pacleHuBancs
Kak HEKoe CMNoBOe None, rae B3aMMOCBSA3aHbl BCE 3NEMEHTHI: 4acTb
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AKTyanbHbln Apxus

MckycctBo LleHTpanbHon Asuu:

W Lienoe, NpOCTPAHCTBO W NIOCKOCTb, Manoe u 6onbloe, yBETHOE
n axpomatuyeckoe. CoOCTBEHHO, 3TU «repoW» M COCTaBNANM
CYTb KapTWH, obpawascb K UMMaHEHTHbIM 3aKOHaM YCTPOMCTBa
BUANMOTO 1 MbICIUMOTO MUpa. POpMbl peanbHOCTK, ee hparMeHThl
npeobpa3oBbIBannCb B KapTUHAX B HEKWl NNaTOHOBCKMA TeaTp
«TEHel CyLHOCTen.

Takum obpasom, nepuog koHua 80-x n Havyana 90-x rogoBs npowen
nog 3HakoM [JesATenbHOCTM STUX Tpynn, pe3ko W3MEHWUBLIMX
n oboraTuBlNX naHAwWadT Hawelh XYAOXKECTBEHHOW KM3HM,
NpoM30LNO CBOEro poga noakntoyeHne KasaxctaHa KO MHOTUM
AOCTUXKEHNAM MUPOBOTO UCKyccTBa XX Beka.

Mepuop LBeTeHNA TBOPYECKUX 06 beMHEHNIT Bbin APKUM, HO, YBbI,
HepgonruM. Kak Tonbko *u3Hb 6e3 LeH3ypbl W WAEONOTrNYeCcKoro
npecca ctana HOPMOW M MOCTEMNEHHO YTpPaTWUNOCh NpasfHUYHOE
YyBCTBO HOBM3HbI, BO3HUKNN HOBbIe Npobnembl. Andopus ceoboabl
CMeHunacb NOUCKOM OPUEHTUPOB 1 BONPOLLIAHWEM KPUTEPUEB.

Kputepuit He 3amennun ABUTLCSH B BUAE KOMMEPYECKO CTOMMOCTH
Npou3BefeHns uckyccTBa. PomaHTu3M nepBoi asbl yCcTynun
MeCTO NpakTW4YHOMY M [EenoBOMYy noaxoay. B nepsoit monosuHe
90-x rogoB ofHa 3a APYroW CTanu OTKPbIBATbCH HE3aBUCUMblE
ranepeu, OpaBwue Ha cebs QyHKUMKM noOCpeaHuKa Mexay
XYOOXHWKOM W nokynaTenem. loHayany ranepeu Mano oTnn4anuch
Apyr oT gpyra u Hanepeboil nbiTanuch 3amaHnTb k cebe Hanbonee
«MPOAAXHBIX»  XYAOXHUKOB. [lOCTENEHHO BbLIABWNCA BEKTOP
WHTEPECOB W NPeAnodTEHUA, CNOXWUNCH KPYr 3KCMOHWPYeMbIX
aBTopoB. OpnHu ranepen («TeHrpu-Ymait», «MHkap») paboTatot
C MMeHaMMu, UMEeKLWMMN CONMAHYI0 penyTauutw. OT0 npusnekaeTt
KONNEeKLUMOHEpOB U MoKynaTenei, He CKMOHHbIX K PUCKY W
pearupymowmx TonbKo Ha obuwenpuHATble aBTopuTEThl. [pyrue
(«Ynap»), HaobopoT, He 60ATCA MONOLbIX, HEN3BECTHbLIX aBTOPOB
W BbIBOAAT Ha XY[OXECTBEHHYIO CLEHY HOBbIe (hurypbl. TpeTbu, He
3a60TACb 0 CBOEM UMUAXE, BLICTABNSAIOT BCE — OT OTKPbITOYHbIX
peanucTUyeckux nemnsaxein 4O HOBOMOLHbIX abcTpakymit.

Bo BTOopoit nonoBuHe 90-X WMHTEHCMBHOCTb XYJOXECTBEHHbIX
cobbITUA HanpsMylo CBf3biBanacb C [AEATENbHOCTbIO ranepei,
CIIOBOM, HaCTynuno BpeMs, KOrfa W XYAOXHMK, U ranepes BMecTe
BOMXKHbI BbiNM MckaTb cnocobbl ObiTb BocTpeboBaHHbIMU. MnioChl
W MUHYCbl, Npobnembl 1 AOCTUXEHUA ranepeiHoro [BUXEHUS
0TYETNMBO NPOSABMNMCH Ha 06Wmnx cmoTpax — «lapapgax ranepeiy,
koTopble ¢ 1995 no 1999 rog npoBoAMNNCL B CAMOM MPECTUXKHOM
XY[OXECTBEHHOM NpOCTpaHcTBe pecnybnnkum — FocyaapcTBEHHOM
My3ee WUCKyccTB uMeHuW AbbinxaHa Kacteea. XapakTepHoii
Toukon B «[lapagax» ctan 1999 rog, «MaHugecTt natu ranepen»
(«Asnsa-Apt», «Look», «SAK», «Bosgxep», «Kbl3bin TpakTop»)
— XYAOXHMKM BOCCTanu npoTWB Hepasbopunsoil BCEAJHOCTM
ycTpouTenei W BbICTABUNN NyCcTOE ONNavyeHHoe 3KCMO3ULMOHHOE
NPOCTPaHCTBO.
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B pesynbTate 3a nocnegHee fgecaTUNeTHe YlWeEAWeEro Beka B
nckycctee KasaxcraHa yetko 0603HaunnmncL Tpu BETBU.

Haunbonee 6oiko Beno cebs komMepyeckoe MCKYCCTBO, YMOPHO
TUpaxupyloliee BeCb CMNEKTP MOAEPHUCTCKOM KUBOMUCK U
fe33acTeHYMBO 3KCNNyaTuUpylollee Kasaxckue 3THorpaduyeckue
MOTUBbI. 3TO B OCHOBHOM «NackoBas» XWBOMWCb YEMOAAHHOTO
¢dopmata, rge c Oonblweid MNM MeHbleEN [onel YCNOBHOCTM
n3obpaxeHsl nTuLbl, 6anbansl, AeBYLWKN B HALMOHAMNbHbIX HapsAAaX,
ropbl. M3 «MHTENNeKTyanbHbIX» CHXKETOB — TOTEMbl Ka3aXCKux
pofoB, CONsApHbIE 3Haku, bubnenckne MoTuebl, BecnpounrpoiwHas
fornHa Ymail unu HackanbHble pPUCYHKW. PeanbHas XW3Hb, ee
npobnembl n KOHNMKTHI 33€Chb HUKAK HE OTPaXKatoTCs; BCe CBOAUTCS
K CO3A4aHMI0 AeKOpPaTUBHbIX MATEH AN XWAbs unu oduca. Ysbl,
TakuMi kapTHamu 6binn NOMHLI €XerofHble BbICTaBKM MOMOAbIX
XYAOXHUKOB «Xurep». 3T0 MCKYCCTBO OXOTHO MOALEPKWUBANOCH
ranepesMu 1 KonnekuMOHepamu, HapoxAalwWmMcs Knaccom
MeCTHOM Bypxyasuu, a Tak Xe MHOCTpaHuamu, npuBnekaembiMu
HU3KUMU LieHamu.

Kyzyl Traktor. The textbook of Turkish. Installation, 1998
Kbi3bin TpakTop. YuebHuk Typeykoro. MHcTannayms
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locypapcTBO Takke HayWHaeT NpUBNEKaTb Ha CBOW CTOPOHY
XYROXeCTBeHHble cunbl. C HapacTawLeh CKOPOCTbID NOSBNAIOTCA
3aKkas3bl  Ha  MOHYMEHTanbHYKW  CKYNbnTypy,  NaMATHUKK
NCTOpUYECKUM CcOOLITUSIM W nUYHOCTAM. B cooTBeTcTBMM CO
BKYCOM 3aKa34MKOB OHW BbINONHANUCH B 6€3NUKO-COBETCKOW
MaHepe 50-x rogoBs. Monb3oBanuchk cnpocom v 6onbwedopmaTHble
KapTWHbl, MOBECTBYIOWMNE O TEepPOUNYECKUX CBEpPLIEHUAX W
kaTaknuamax kasaxckon uctopun. CMbICIIOM 3TOr0 MCKycCTBa
ABNseTCca co3gaHue wuaeonornyeckon 6asbl u 6naroobpasHoro
nctopuyeckoro umuaxa. Monofoe cyBepeHHOe r0CyAapcTBo,
NPUMBETCTBYS HOBble AEMOKpaTuyeckue TEHAEHLUUW U SPOCTHO
KnenmMs COBETCKWIA TOTanuTapusm, B UCKyCCTBE NMpUAepXUBaeTCs
ycTapeslux, cyrybo counanuctuyecknx ¢opm n MeTo[OB, YyTb
OTKOPPEKTUPOBAB COAEpXKaHue B CTOPOHY MECTHbIX peanun.
Obpasbl  kpacHoapmeiueB 3ameHeHbl OaTblpamu, BMECTO
KOMMYHUCTUYECKMX BOXAEN M300paxalTcs XaHbl U NpaBuTeny,
WHOyCTpUanbHble Nen3axu CMEHNANCh NPA3AHUYHO YKpaLEHHbIMY
topTamn. OLEHOYHBIX CYXAEHWA 3TO WUCKYCCTBO He nomnyyano (u
HE HYXAanoCb B OHbIX), NCKYCCTBOBEAbl OTManynBanuch, npecca
orpaHnymBanach KOHcTaTauuen akra.

Moldakul Narimbetov. Threshold. Action, Installation, 1998
Monpakyn Hapumbetos. Mopor. Akuus, MHCcTannsauus

Ine-1o ¢ cepeauntbl 90-X B XyAOXECTBEHHOW NMPAKTUKE 3aMeNbKam
cnosa «nep@opMaHc», «UHCTANnAuua», «XenneHuHr». W3
©naronpucToiHON TUWWHBI My3elHbIX W BbICTABOYHbLIX 3anos
NCKYCCTBO nepekoyeBano Ha 0asapbl, 3abpoleHHble CTPOIKY,
Ha nnowaau, B Tropbl. PybBka kanycTel, ropnosoe neHue-
MblYaHue, nepeofeBaHne-pasfeBaHne, OCYLWECTBIEHUE «TYMbIX»
W «NEHUBBLIX» MPOEKTOB — BCe nowno B feno. [ocygapcTeo
W NoKynaTenu-cnoHCcopbl NPOSBRANNW MNONHOE paBHOAYWME K
9TUM «yyfayecTBam». KasaxctaHckne My3en [aBHO HUYEro He
noKynanu, a CoBpeMeHHOe UCKYCCTBO B Te BPEMeHa He MpUHUManu
Aaxe B aap. Mpecca 3amevyana B COBPEMEHHOM MUCKYCCTBE TOMbKO
CKaHAanbHble CBOWCTBA, CMaKys «rps3b, KPOBb M TEHUTANMUNY.
XyBoXHUKOB 006bABNANN cymacwewnmn, yBonbHann ¢ paborsl,
BbiBanu cnyyvau ¢usmyveckon pacnpasbl. HO agentbl HOBOroO
NCKyccTBa He CAaBanucb. B oTnnume oT ABYX BblleHa3BaHHbIX,
ybnaxatowmnx n ybalokusawwmnx nybnuky cermeHToB MCKyCCTBa,
«HOBble» CTPEMUNIUCL pearnpoBaTbh Ha peanun NOBCEJHEBHOCTH.

CnepgyeT noAYepkHYTb, 4YTO COBpPEMeHHOe WCKYcCTBO Obino
€AWHCTBEHHO 30HOW, rAe Lapun He KOMMEpPYECKUA MHTepec,
HO TBOpYECKas 3Heprns aBTOPOB, KpPeaTWBHbIA MOUCK HOBbLIX
XYAOXECTBEHHbIX POPM M METOAOB, afleKBATHbIX COBPEMEHHOCTH.
OcBauBanucb HOBble [NA HAC «3anagHble» BuAbl W XKaHPbI
NCKyCcCTBa, YTO NO3BONSNO BECTW Pa3roBOP Ha MOHATHOM MuUpy
A3bIKe, N OLHOBPEMEHHO OCTPO CTOSN BONPOC CaMOMAEHTUdMKaL UK,
BbISIBMIEHUS CBOEro nuuya, NO3BONAMLEro He MOTepATbCA Ha
MUPOBOW apT-CleHe. OTO nWLO nocTeneHHo obpeTano cBoOw
yepTbl. ITO BbIpaXaeTcs B TAre K LOMCTOPUYECKUM apXxanyecknm
3HaKaMm-nepBO3NEMEHTaM: OTHIO, 3eMNe, KaMHAM, Teny 4yenoBeka
W KMBOTHOTO, XecTy W fenctsuto. [pousseaeHunio-pesynbTaTy
npeanoynTanocb NpoM3BEAEHWe-NPOLECC, HeKkMe MaHUmynayum
nnn BencTBug Xy[OXHMKA, OCYLWECTBNAeMble C y4acTMeM pasHbIX
nogen, cnocobHbIX BKNOYNTLCA B Npeanaraemyl urpy — WHorga
3abaBHyto, nHorga onacHyt. MHorume xygoxHuku obpawawTtcs K
A39HCKOW unocoduu, WHOWACKUM MeLWTAaTUBHbIM NpakTUKam,
noeam cyduama u, rnaBHoe, K AyXYy U MUPOMOHUMAHWIO CTEMHbIX
HapogoB.

MaTpuapxom, oKkas3aBWKWM CUNTbHOE BNUSHUE Ha MNOSBEHWE
koHTemnopapn apt B  KasaxcTaHe, nNpuHATO  cuyuTaTtb
Pyctama XanbtuHa, pykoBoguslero ranepeen «A3us-ApT».
ApxutekTop no obpasoBaHuio, 4enoBek, AOCTAaTO4YHO cBO6OAHO
OpPUEHTUPYKLWMIACA B XUTpOCNAeTeHnax wuckycctsa XX Beka, B
CBOEM TBOPYECTBE OH MOCNEJOBATENbHO MPOWEN OT XMBOMUCK
A0 BWAeoapTa, 4yepe3 nepdOpPMaHChl, akLuu, WHBANPOHMEHTHI.
MHorue ero npoekTbl anennupyT K KynbType HOMagoB, UCTOPUN
KaszaxctaHa. OH HacTOW4YMBO MNbITAETCA COELUHUTb HOBbIE
TexHonorum ¢ ocobeHHocTaAMu BocToka. Ero meton HOCUT SIBHbINA
WHTENNeKTyanbHO-1cCneaoBaTenbCkuil xapakTtep. MHTepecytowas
ero npobnematuka noaBepraeTcs TWaTeNbHOMY aHanusy wu
nocnegymwLliemy «nepeBoay» Ha si3blk COBPEMEHHOro MCKyCCTBa.
Mpumepom MoryT cnyxuTb nepdopmarckl « OCEHHUE KeCTbl THEBAY
n «MocneaHss Touka», uHcTannauus «Lkypa xygoxHukay.
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AKTyanbHbln Apxus

MckycctBo LleHTpanbHon Asuu:

K nuoHepam Halwero COBPEMEHHOTO WCKYCCTBa CIeAyeT OTHecT W rpynny «Kbi3bin
TpaKkTOp». VX aKuum GNusKM K WamMaHCKUM KaMnaHuaM, AOMYCYNbMaHCKUM apXxaunyeckum
Tpaauuuam. XyAOXKHUKM BOBMEKalT 3pUTENs B HEKOe OKCTAaTUYeCKOe COCTOsHUE C
Lenbi (uuTaTta) «BOCCTAHOBUTL PaBHOBECME MexXAy NPUPOAOA M LYXOM, KOCMOCOM M
NHTENNEKTOMY.

lpynna «Kokcepek», K KOTOpPOW vale BCero npunaraetcs 9nuTeT «CKaHAanbHasy,
BKNIOYaeT B CBOK 3CTETUKY 00pa3bl KOYEBHUKOB, HAAENAs UX NOAUTUYECKUM CMbICNOM.
Ota rpynna Bo rnaBe ¢ KaHatom W6parMmoBbIM CKMOHHA K XECTKUM JECTPYKTUBHbIM
BENCTBUSAM, TakuMm Kak pacyneHeHue netyxa («Mtuuya Kopa3s»), 3aknaHue GapaHa unu
nuTbe cBexel kpoBu («Neue kasachische Kunst», «Opruactuyeckue kamnaHusa»). 3gecb
CO3HaTeNnbHO NPOBOLNPYETCH KOHPOHTALMS MEXAY XYAOXKHUKOM U nybnukon. Hacunue,
BbI30B, KOBAapCTBO HEPEAKO BKMOYAKTCA B TKaHb TBOpYecTBa. Kaxercs, XyAOXKHWUKN
nbiTaloTCs BU3yannanposaTb NpeacTaBneHne 3anafa o BOCTOYHbIX «BapBapax».

Fpynnoit XyaoXHWKOB ranepeu «Bospxep» WCKYCCTBO noHUMaeTcs kak cybnumauus
HEOCYLEeCTBMNEHHbIX XenaHun, CUMNbHbIX AYWEBHbIX NOpbIBOB. CamMoON BNUSATENbHOW
durypoit B «Bosgxepe» 6bin Cepreit Macnos (1952 - 2002) - kypaTop 4 akTWUBHbIN
y4aCTHWK BONbLWMHCTBA 9KCTPABaraHTHbIX M OCTPOYMHbIX NPOEKTOB, CTaBLMUX CErofHs
KnaccukoW kasaxcTaHckoro uckycctea. Bo BTopon nonosuHe 90-x ero TBOPYECTBO
BbI3bIBANO KpailHe NPOTMBOPEYWUBYIO peakumi — OT arpecCMBHOTO BO3MYLEHWS [0
BocxuweHHoro npuatus. OH 6bin npuTyeln BO A3bilex pecnybnukaHCKOW mnpecchl.
MpuynHO TOMY — NOrpaHUYHbIE M OTKPOBEHHbIE TeMbl: 3pOTUKA, MOLCO3HATEMNbHbIE
KOMNNeKkcbl, BO3pacTHble, Monosble npobnemsbl. [epon ero kapTuH — WUCTOpUYECKue
KyMUpbI, yrploMble NPOPOKN, NErKOMbICAEeHHbIe A4EBULbl, TOXMaTble XUNNW U Npogporiwne
aHrenbl —He OCTaBNAIOT HA Maneneh HagexXabl Ha «3cTeTUYeCKoe HacnaxaeHuney. OgHUM
N3 nepBbiX OH 06paTUNCA K HOBLIM TEXHOMOTUAM WUCKYCCTBA — MUCan KOHLenTyanbHble
TEKCTbl B BUAE MUCEM M TOCTOB, OCYLECTBNAN MHCTannAuun, nepdopMaHchl U akuuu
(«KpumuHanbHbIM penopTaxy, «BocTok — 4eno ToHkoe», «AMNUp BO Bpemsa Yymbl», «Mbl
Tak ntobunu butnay, «bankoHyp-2»).

OTanHbIM M, BO3MOXHO, 3aBepliaowum cobbiTuem fecATMneTUs ctan CemuHap no
TEOPUN U NpaKkTUKe COBPEMEHHOro uckyccTBa «ApT-guckypc-97». Ero mHuuyumposanu
ynomsiHyTole «Kokcepek», «Asus-ApT» u «Bosagxep» npu duHaHCOBOW noanepx ke
®oHpga Copoc — KasaxctaH. CemuHap BnepBble 06beANHUN XYAOXKHWUKOB akTyanbHOro
HanpaBfeHusi, npuaan BCEMY MNPOMCXOAALEMY [ONTOXAAHHYI NErMTUMHOCTb, 6bin
nepBoit NOMbITKOW TEOPETUYECKOr0 0CO3HAHMA HOBENLWEN NCTOPUM UCKYCCTBA YYAECHOrO
AecatuneTns, BeHvyawwero XX Bek.

Sergey Maslov. Baikonur-2. Slide-film, 2002
Cepreit Macnos. bakoHyp-2. Cnainacdunsm
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Sergey Maslov

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

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

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

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

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

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

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

Yulia Sorokina

Sergey Maslov. My Whitney. Oil on canvas, 1999
Ceprent Macnos. Mos YuTHu. Xonct, macno
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Cepren Macnos

Cepres MacnoBa no npaBy MOXHO Ha3BaTb rMaBHbIM MU OTBOPLEM
contemporary art B KasaxcTaHe. 37O npaBoO Yy Hero ectb,
NOCKOJIbKY OH He TOMbKO MpuAyMbiBan 3T Mudbl, HO U obrnekan
nx B BepbanbHyt Gopmy 3ameyaTenbHbiX TEKCTOB, KOTOPbIE Aaxe
nnonoru Npu3HaT Xxopolen nutepaTypon. A ons Hero 3to Hbinun
XYLOXECTBEHHbIE NMPOEKTHI.

OH HaynHan B KoHLe 80-x Kak XuBonucew — nuaep XyA0XKeCTBEHHON
rpynnbl  «HoYHOW  TpamBai», pa3BuBaBlUEN HanpaBneHWus
OPUEHTaNbHOIro MUCTULM3MA U CTUNUCTUYECKON 3KNEKTUKN.

B 90-x MacnoB npumbiKaeT K XYJOXECTBEHHOMY Kpyry ranepeu
«Bosigxep» u, no cyTu Aena, CTaHOBUTCA ero HeodUUWanbHbIM
naeonorom. Bokpyr Hero Bcerga MHOro Apy3ei W npusTenew,
YYEHUKOB U yYEHUL|, CHUM PSALOM ObINO MHTEPECHO XUTb B UCKYCCTBE.
OToMy, KOHEYHO e, cnocobcTBoBanuM ero MudoTBOpYECKUE
TanaHTel. OH CMEWHO M yBnekaTenbHO pacckasbiBan 0 TOM, YTO
€ro He B34/M B KOCMOHABTbI N3-3a AETCKOrO PaHEHUS rOM0BbI, YTO
OH «xoaun» 6ubnuoTekapem Ha NOABOLHON NOAKE TUXOOKEAHCKOTO
¢dnota, 6narogapa 4yemy Bblyuyun Hausyctb «EBreHuns OHeruHay,
OrPOMHbIE KYCKM M3 KOTOPOTO, KCTaTh, 4acTo LuTMpoBan...

OpHuUM 13 cambix NiereHaapHbix 6bin Mug 0 ero pomaHe ¢ YUTHU
XbilocToH. Kakue nucbma oHw npucebinanu apyr apyry! OH nucan:
«f 3actent Tebe noctenb nenectkamu 6enbix po3. A 6yay
HEXHO LlapanaTb HOFTAMW TBOM SITOAULbI U MOKYCbiBaTb WEK...»,
a OHa oTBevana: «BaxHee Bcero B Xu3HW — N60OBb, AYXOBHOE
efVHeHNe. OTO He LOpKaHbe MOMOBbIX OPraHoB, a eOUHEHMEY.
OHn nepenucbiBanucb AOBONbHO fonro, noka Cepera He pewun
OTAATb CBOI0 XM3Hb CBOEMY KyMUpYy 1 He cchabpukoBan oyepenHoON
MU 0 CBOEN CMepTH.

Ewe Obin Mudbl (CNOBECHbIE U XMBOMUCHbLIE) O TOM, YTO OH Bpat
[KOKOHAbI MNu MHOMNAHETAHWH, unu Bamnup. OH Beab nucan o6
3TOM B cTaTbe «MepTBble ugyT» U pucoBan B CBOMX kapTuHax. OH
yMen ynoBuTb FMaBHOE B MENKWUX JeTansx Halero noCTCOBETCKOrO
6biTa M TpaHcopMupoBaTh 3TM getanu B rnobanbHbin abeypa,
kak B «MHCTPyKUMAX NO BbOKWBaHUK AnNd rpaxnaH 6ObiBlero
CCCP». OH coBetoBan: «Ecnu B Bawei KBapTupe OTKMIOYMIIM
BOAY, HO BaM XOYETCA CXOAUTb B TyaneT M HE Xo4eTcsi, YTobbl
CTOSiNA BOHb B KBApTUpE, — CNPaBRsiNTe HYXAY B NONN3TUNEHOBbIE
MEeLWOoYKM...». MHorne obbiBaTENN CYMTanNM, YTO OH CeKCyalbHblii
MaHbsK, NOTOMY YTO €ro Xy0XECTBEHHbIE TEKCThI MO CEKCYaNbHbIM
npakTukaM Henb3s 4uTaTb Ha pOBHOM AbixaHuu. OH paxe

npuayman apoTU4ecKkue BpeMeHa roga v Lukn kaptuH «Kasaxckas
KamacyTtpa». A ewie OH Ha OHOW 13 BbICTAaBOK B [0CYyAapCTBEHHOM
My3ee KacTeeBa BbIMWN OCTaBLWYKCH B Yalke KPOBb CBOEW
yYyeHuUbl, KoTOpas oTAana ee AN PUCOBAHWA KapTUH CBOEMY
oboxaemomy yyutento. 3a 3TO €ro yBONUMM U3 XYAOXKECTBEHHOIO
konneaxa u kak Obl MWK BO3MOXHOCTU YUYNTb.

A OH 6bIn KaHOnaaToM nejarormyeckux Hayk, a ele UHTepPeCHbIM
4YenoBeKkoM, O4YeHb nobun cBot OAWHOKYK MaMy, NeK KnacCHble
nupoxku u yrowan gpysen. OH pabotan cTopoxem B ranepee
«Bosigxep» 1 No HOYaM COUYUHAN CBOM TEKCTHI U MHOTUE MPOEKTHI.
Korga ctaHoBunocb TpyaHo WMHAHCOBO, OH MUCan CMUCOK CBOUX
KapTWH W moAcyuTbiBan, ckonbko 6bl OH 3apaboTtan, ecnu Obl
BCE OHW 6binn npogaHbl. KapTuHbl mpoaaBanucb peako, XOTs
xusonucb MacnoBa sBNAeTCA CTOMb Xe KaHeCTBeHHOVI, Kak ”n
BCE ero ocTallbHble unocrtacu. 310 no4yemMy-T10 XOpOLWO NOHNUMAIOT
3a rpaHulei, rge OH C YyCNexoM BbICTABMSANCA Ha MPECTUXHbIX
nnowiagkax, 1, KOHEYHO Xe, NI0X0 — Y Hac.

locne ero cmeptu octanocb 6Gonblioe Hacnegue — KapTWHBbI,
TEKCTbl, WHCTannAauWu, npoekTbl, OONbWMWHCTBO W3 KOTOPbIX
BOLWO B kaTanor «3gecb Obin MacnoB», BbIMYLEHHbIA ranepeei
«Bosaaxep» B 2004 ropy.

lOnns CopokuHa
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SURVIVAL INSTRUCTIONS FOR EX-USSR CITIZENS

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

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

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

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

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

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

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

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

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

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

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

Sergey Maslov
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AKTyanbHbln Apxus

MckycctBo LleHTpanbHon Asun

WHCTPYKLIWW MO BbIXXMBAHWUIO ANA MPAXAAH BbIBLWEIO CCCP

— Ecnu Bam B TeyeHue ANUTENbLHOrO BPEMEHM HE BbINMAYMBAKT 3apnnaty, BHUMMATENbHO OCMOTpUTE
CBOE NpeanpusTUe, HaBEepHSIKa TaM CTb TO, YTO MOXET HalTh cObIT Ha pbiHke Tuna «Tactaky. O6bIYHO
Te, KTO He BHUMATENEH K NoAsM, NIOX0 CNeauT 3a MMYLLECTBOM. TOproBbie onepayum ¢ 060pyLoBaHNEM
npeanpusTus Moryt obecneynTb Bam 3HauuTenbHO Gonee peHTabernbHoe CyllecTBOBAaHWE B CPABHEHWM
¢ 3apaboTHoil nnaToii.

- YacTo Ha AHe HaxoauMbIX BYTbINOK coBUpaeTCa XUAKOCTb, coaepxallas B CBOEM COCTaBe ankoronk.
C ee NOMOLLbLI0 MOXHO YCTPOUTb NpasaHUK AN AYLWU, CTOUT TONbKO METOAMYHO HavyaTb CNuBaTh BCE B
OAHY mocyAay. Ecnu kokTelnb NokaxeTcs BaM HEBKYCHLIM, MOXHO BBECTU €0 B OPraHuaM Yepes 3afHui
npoxod. Ang UHBLEKLMM MOXHO UCNONb30BaTh NNACTUKOBYI0 BYTHINKY U3-noa ®aHTbl unu Koka-konbl. T
e BYTbINKN C YAOBONLCTBUEM OOMEHMBAIT HA AEHbIM TOPToBLbl PA3MNUBHLIM PACTUTENbHLIM MACMOM.
OpnHa ByThiNKa - ofjHa TeHre, AecATb GYThINOK - AECATb TEHTE.

— Ecnu BbI cTecHsieTECH BOPOBATh, @ BbIXKWUTL BCE e XOYETCS, MOXHO HavyaTb COGMpaTb nyctble 6yTbIJ'IKM.
OO6bIYHbIMY MarasnHamm OHM NPUHMMAKOTCA NO TPU TeHre 3a WTYKY, a NyHKTamu 3aBoga-n3rotosutensa no
naTb TeHre. Baw ypo>Ka171 6yneT Gonee 06UNbHLIM, €CNU Bbl BCTAHETE nopaHbLle n obonpete Hanbonee
3MayHble MecTa: NoAbe3abl LOMOB, CKBEPbI M napku. iHoraa Tam ocTaetcs u 3aKycka.

— Munble XeHLMHbI, HOCMTE Bcerga ¢ coboil npesepBaTuBbl. Bbl MOXeTe cTaTh 06BHEKTOM CekcyanbHOro
pomoraTenbcTBa B nobom mecte v B noboe Bpems. Munuuns 3awmtuTb Bac BpSA nu cymeeT. B kpaiiHem
crnyyae, BO3bMeT C HaCUNbHWKA B3ATKY W OTMYCTWUT, @ BaM NOTOM XuTb. [locTapanTecb BOCMPUHSATb
NPOMCLIECTBNE KaK LUYTKY WIIM Kak XXepTBOMPWHOLIEHWE M YrOBOPUTE HanmadatLliero BOCMOMNb30BaTbCS
npesepBaTMBOM. B 3TOM cnyyae CyLLeCTBEHHO CHUXAeTCs puCk 3aboneBaHns BeHepu4yeCckumn 6onesHaMu
n CMWOom, Begb neyeHne cerofHa Mano KOMy no kapmaHy. Ecnv xe Bbl pelwnTe poxaTb U BOCIMTbIBATb
pebeHka, 370 06oNgeTCs 3HAUYMTENbHO AOPOXKE.

- He cnewwute pacctaBaTbcs ¢ 3aBapkoit. [onue vai, aKKypaTHO co6epMTe 3aBapKy B YMUCTYO NOCYAUNHY,
3anenTe XONOAHOW BOZOW W NPOKUNATMTE 4Yaca ABa-TpW, NPEeABapPUTENbHO MOMOXWB TyAa 4YucTyr
TPANOYKY. Korga y Bac He 6yneT O€EHer Ha 3aBapKy, Bbl CMOXeTe OTpPbIBATb KyCOYKM TPAMNOYKK U COCATb.

— JleTom npupoga 3a6oTNNBO OAapUBAET HAC ypoxaeM (PYKTOB 1 Arod VX MOXHO MOCYLWINTL UK CBAPUT
BapeHbe. [laxe ecnu HeT caxapa. Koraa nosiBUTCS caxap - CMelaiiTe ¢ BapeHbeM, BaM NOHPaBUTCS.

N3 3acoxwux kyckos xneba nonyvaoTcs BKYCHble KOTNEThI, €CNM XNeb pa3mMoynTh 0TXaTb U CMELLaThb C
HebOMbLWMM KONMYECTBOM MSCHOrO dhaplua u siua. Aila nyywe nokynats 6utsle, oHu Ha 50% aelwesne,
a no BKyCy HM4YeM He oTnuyawTcs. HexHoe MsCO, HanoOMUHalLWee KypuHOE, BCTPEYAeTCs Ha 3adHWX
nankax y nsrywek. XXupHble narywku o6unbHo BoasTcs B AsponoptoBckom 1 [epBomaiickux o3epax.

— Ecnu B Bawwen kBapTupe OTKNOYNNN BOAY, HO BaM XOYETCS CXOANUTD B TyasneT U He Xo4eTcs, YtTobbl cTosna
BOHb B KBapTUpe - CMpaBNnsANTe HyxAy B MONM3TUNEHOBbIe MELWOYKkM. HOYb0 MX MOXHO BbIOPOCUTH M3
OKHa UM OTHECTU Ha nomoiiky. Jlyywe 6pocaTtb Ux Nog AepeBbs, Beflb UM TOXe He XxBaTaeT yaobpeHun

- Ecnu B BaweM goMe Hu3kas TemnepaTypa, Bbl MOXeTe OTannueaTbCs MeTannuyeckoit GaHkon ¢
KaMHAMW, NpeABapuUTENbHO MOCTABEHHOW HAa ra3oBYl WNWM ANEKTPUYECKyl NauTy. YTobbl CYeTymK
3NEeKTPO3HEPrUN BbICTPO He Bpaljancs, AUCK MOXHO 3achUKCMpOBaTb MOACTPYraHHOW CMUYKORA UMK
KyCOYKOM (HOTOMMEHKM.

— Ecnny Bac npoTepnuch Ha KoNeHsx OPtoKM MM KONFOTKM, N3 HAX JIETKO CMACTEPMUTb LUOPTbI UIW TPYCUKY,
[0CTaTOYHO 0Ope3aThb BETXMN HU3. Kycoukn BETXOW TKaHW MOXHO NPUMEHSATH B Ka4YeCTBe yTennuTens 4ns
TeX Xe TPYCHKOB.

- HauGonee AocTynHbIM MeANLMHCKUM NpenapaToM Ans Hac ABnseTcs Moya. OHa eCTb Y KaxAoro yenoseka
W HUYero He CTONT. CMOYeHHbIe eii paHbl BbICTPO 3axuBatoT. Mpu Npuéme BHYTPb, COrnacHo Teopuu Mons
Bpara, oHa cnoco6Ha naneunsaTb MHOTME BHYTPEHHWE GONE3HN U OMONaXuBaTh OpraHu3m.

Cepreit Macnos
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Rustam Khalfin

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

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

Rustam Khalfin The Pinch, drawing, early 1990s
Pyctam XanbouH «llenotb», 6ymara, kapaHaaw, Hayano 1990-x rr.

Rustam Khalfin Pulota, drawing, early 1990s
Pyctam XanbduHn «Mynota», 6ymara, kapaHgaw, Hayano 1990-x rr.

has done it yet, and of the passionately created project currently
only odd fragments have been left. The owners of the vegetable
store, which had been rented for the gallery, considered the art-
ist's work and the gallery insignificant and obliged Rustam to de-
stroy the clay space himself. The artist obeyed the landlords and
deconstructed the object tying to save some parts at least.

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

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

Yulia Sorokina



Pyctam XanbpuH

Pyctam Xanb®uH — ognH U3 KOpudeeB COBPEMEHHOrO UCKYCCTBA
KaszaxctaHa. OH HauyuHan elje B 3aCTOMHbIE COBETCKNE BPEMEHA
kak oauWH M3 apxutektopoB Anma-ATbl. B 80-e B cBoG60OAHOE OT
cnyx0bl BpemMs OH yBne4yeHHO paboTan Kak XyLOXHWK, BXOLWI
B KPYyXOk nocneposaTenen CTtepnuroea M BMeCTe C XEHOW —
XypoxHuuen Jlugnein bnuHoBON — reHepupoBan MHHOBALMOHHbLIE
XYROXeCTBEHHbIE naeun. Ero xuBonucb TOro BpeMeHu nponutaHa
NpeKknoHeHWEM nNepefj HAcneguem pycCKOro aBaHrapga W
nonbITKAMKW MPOBECTW B3aMMOCBA3b MEXAY 3TUM Haclneguem W
cBOMM TBOpYecTBOM. B ato xe Bpemsa Pyctam u [lnansa genaioT
nonbITkKM npoBefeHus nepsBbix B KasaxctaHe nepdpopmaHCOB W
CO3[aHUSI XyJOXECTBEHHbIX 06bEKTOB. Torga e UMW BnepBble
NOAHUMAETCS MOHATUE «TAKTUNbHOCTUY. CO BpEMEHN CTAHOBMNEHUS
HesaBucumoro KasaxctaHa Pyctam HauuHaeT pabortatb Kak
Kypatop u 6onee 4YeTKO OpPMEHTMPYeT CBOe TBOPYECTBO B
HanpaBneHUU WUCCreAoBaHUSA U KOHCTPYMpPOBaHWUSA 0coboro nyTw
COBpPEMEHHOro nckycctea Kasaxcrana. OH pa3BuBaet CBOM cTapble
naeu, kK coxaneHuto, yxe 6e3 paHo ywepgwen u3 XusHu Jlugun.
Ero uHTepecylT B3aMMOCBSA3M KOHCTPYKTMBHbIX UAEi aBaHrapaa,
Tpaguumit KOYEBHUKOB, COXPAHEHNE PYKOTBOPHOCTU UCKYCCTBA.

nobanbHbiM npoekToM 90-x aBnseTcs ero «NUHSHbIA NPOEKT».
lepou npoekTa pa3HoobpasHbl U TPYAHOOOBACHUMBI, 3TO: 06BEKT
«nynota» (Cnemok C MycTOro BHYTPEHHEro NMpPOCTPaHCTBa PYKH,
ckatoil B Kynak, Hamogobue nopgsopHoit Tpy6bl, camo CrnoBo
06pa3oBaHO OT COCTABMEHMS CMOB «MyCTOTa» W «MNOJIHOTa»),
FMUHSAHbIE  BMOEO00OBLEKTh, [AEeMOHCTPUpYHOLMEe NEePBUYHOCTb
FMUHbl Kak MaTepuana Ans COTBOPEHWUS Mupa (BUAEO MUKLWMPYET
N0BOBHbIA KT MYXYMHbl U KEHWMHbI U NEpeMellnBaHue TNUHbI),
TMUHSAHBIA YenoBeK, npopacTakwWmuii CKBO3b LOKOMbHbIA 3Tax
CO3aHHON UM (COBMeCTHO C [eoprnem TpsKkuHbIM-ByxapoBbim
n fOnnen TuxoHoBoi) B Anma-Ate ranepen «LOOK» (HasBaHue
GanaHcupyeT Mexay aHrMACKUM «CMOTPU» W PYCCKUM «NyK» B
namsitb 0 nepsom nepgopmaHce Jlnugun BnuHoBOW C MeLwKamu
penyaTtoro nyka), HacToslMe MaHeKeHWMLbl B «3KCTpeManbHOM
pedune» (3pecb XYAOXHMKM Kak 6bl BbICTymaloT AeMuypramu,
TBOPALWMMMU HOBYI EBY M3 rnuHbl u nnotu). epoeB «MUHAHOrO
npoekTa» Tak MHOro, 4To AnA ux 0603HayeHns u 06bACHEeHMS
Heobxoguma uenas MoHorpacgus. K coxaneHuo, Takoi
MOHOrpacum noka He CyLecTBYeT, Aa U Tak CTPACTHO CO34aBaeMblil
NPOEKT C ranepeei B CBOEN OCHOBe cenyac npeacTaBnseT cobon
NUWb HEKWe OCKONMKKW. Xo3deBa apeHAyemoro Ansg ranepeu
oBOlleXpaHunuwa nocYnTanu AEeATEeNbHOCTb XYAOXKHWKA YeM-

TO Hecepbe3HbiIM W He3HauyuTenbHbIM W o06s3anu PycTtama
COOGCTBEHHOPYYHO Pa3pyLWUTb NUHSAHOE MPOCTPAHCTBO ranepeu.
XyBOXHUK NMOAYMHUNCS AABNEHUIO M NPOU3BEN AEKOHCTPYKLMWIO
06bekTa, NONbITaBWNUCL CNACTU €r0 YacTH.

B 370 xe Bpemsa Pyctam XanbuH nonyyaet n3 CLUA npurnaweHue
NPUHATL yyacTue B XyJOXeCTBeHHOW peanaeHuun “World Views”,
B “World Trade Center”, ¢ mas no Hos6pb 2001 r. Ho nepea cambim
oTbesnom B Hblo-Mopk Pyctama pasbuBaeT MHCYnbT, U BMECTO
aMepUKaHCKON Pe3nfeHLUM OH OTNpaBnseTcs B anma-aTUHCKYH
6onbHuyy. A 11 ceHTabpsa 2001 r. pesmgeHyns “World Views” B
Hbto Mopke 6bina paspylieHa, NockonbKy Haxoaunacs B OAHON 13
aTakoBaHHbIX Teppopuctamm HalweH-6nm3HeL0B.

[Mocne  ato  mucTuyecko  uctopum  Pyctam  genaert
aBTob6uorpaguyeckun npoekt «Mou  pyMHbI», B  KOTOPOM
uccnegyetr UM COMOCTaBNAET paspyWwuTenbHble WCTOPUW, Tak
CUNbLHO NOBANABLIME Ha ero cyabby n cyabby ymBunusayun. 3T0T
NpoekT, rae ucnonb3ywTtcs doTorpadnmn, 06BLEKTH U LOKYMEHTHI,
SBUNCA Kak 6bl KBUHTICCEHLMEN B OLLYLIEHUN XYLOKHUKOM CBOEN
HEpaspbIBHOCTU C HEMpoCTbIMM CyabbamMum COBPEMEHHOro Mwupa.
Cenvac Pyctam cHOBa BEpHYNCS K XWBOMUCKU, YTO He MelaeT emy
3aHMMATbCA apXMBMPOBAHMEM BCEX CBOMX MPOEKTOB, KOTOpPbIE,
6e3ycnoBHO, NOBNUANM Ha CUTyalLWI0 B COBPEMEHHOM MCKYCCTBE
KasaxctaHa u LleHTpanbHo# A3uu.

tOnus CopokuHa



AKTyanbHbll ApXuB

MckycctBo LleHTpanbHoi A3nm.

Rustam Khalfin. In honour of the rider. Performance, 1997
Pyctam XanbtuH. B yecTb BcagHuka. MepdopmaHc

Rustam Khalfin, Julia Tikhonova. Northern Barbarians. Part 2. The Love Races. Video, 2000
Pyctam XanbduH, Onus TuxoHosa. CeBepHble BapBapbl. YacTb 2. Jllo6oBHbIe ckayku. Bugeo
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Yulia Sorokina

The Millenium is a bitter time of reality

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

A “Dastarkhan” for all

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

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

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

Zhanat Elubayeva, Kanat Ibragimov. Shamanistic orgy. Action, 1997
Xanat Eny6aesa, Kanat Mbparumos. Opranctuyeckne kamnanus. Akuns
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It was necessary to unite. The Soros Center for Contemporary Art - Aimaty (SCCA),
founded in 1998, often played the role of consolidating center. All the modern artists
of Kazakhstan contributed to its founding. In those years we, not hoping in anyone,
ourselves corporately determined the direction of the movement, prioritized types of
activities, studied at seminars, participated in competitions, were immersed in thought,
and implemented exhibit projects.

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

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

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

Zitta Sultanbaeva, Ablikim Akmullaev. Asian route. Video-installation, 2000
3utTta Cyntanbaesa, Abnukum Akmynnaes. AsnaTckuit mapwpyT. BugeonHctannauyns
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Erbossyn Meldibekov. Pastan. Action in Janatas, 2002
EpbocbiH Menbaubekos. MactaH. Akuymusa B 1. XaHaTace

The Non-silk Road

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

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

In 2000, two leading artists, Dana Safarova and Larisa Pletnikova, found-
ed in Karaganda the center “Desht-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 Alexander Malgajdarov were invited to the center to lead a
seminar for young artists of Karaganda. The results of this seminar and
workshop included the overwhelmingly interesting exhibit “Simply Ku”,
about problems of competition among young participants from the indus-
trial city. After this exhibit, the art-scene of Kazakhstan was marked by
several remarkable artists, like Natasha Kim, Lali Modebadze, and Valery
Kaliev.

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

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

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

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

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

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

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

Almagul Menlibaeva. Eternal Bride. Video performance, Almaty 2002

Anwmarynb Mennnb6aesa. Beynas HeBecTa. Bugeonepdopmanc, Anmartsl
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IOnna CopokunHa

MunneHnym — ropbkoe BpemMs peanibHOCTH

KoHey XX - Hauvano XX| Beka Ans COBpPEMEHHOro MCKyccTBa
KasaxctaHa — Bpems cnoxHoe. lpexne BCero noTomy, 4to 3TO
BPEMS peanbHOro CyLeCcTBOBAHNSA, @ HE MOTEHLUMANbHOTO, Kak B
npenbigywee AecAtunetue. 3170 Bpems OYpHOro CTaHOBMNEHMWS
W CO34aHMA WHCTUTYUWIA, BpPEMS packona, yTpaTtbl WAMKO3MA,
NPOTUBOCTOSIHMA MO3MLMIA M KOYeBbs 3a rpanuyy. Ckopee Bcero,
npolueccsl, NpoUCxoauBlwmMe B 370 Bpems B KasaxcTaHe, B YeM-
TO CXOXMW C aHaNOrMYHbIMU MUPOBLIMU NpOLECCaMU U NpoLeccamm
Ha MOCTCOBETCKOM npocTpaHcTBe. HO Heob6xoaumo yuuTbiBaTh
0COOEHHOCTN a3MaTCKoro MeHTanuTeTa W CIOXMBLIMXCA MECTHbIX
Tpaguymit. Cpegn MHOrMX (pakTopoB, Mo-HaWeMy, No-Ka3axcku,
KOPPEKTUPYIOLLMX BCE U BCS, MOXHO BbIeNNTb: 3aByanupoBaHHOCTb
npoBnemMHbIX MOMEHTOB; N060Bb K MU ONOTN3aLUM; PYKOTBOPHbII
xapakTep apTtedakToB, [Jaxe Mnpu MCMNOMNb30BaHUN «HOBBIX
Mefmay; CKNOHHOCTb K KpailHe MyNbTUKYNbTYPHON UOEHTUYHOCTH,
ncnonb3ywleit cmewanHoe Hacnegne 138 npoxuBawwmx 3aechb
HauuoHanbHbIX Anacnop.

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

EneHa Bopo6besa, Buktop BopobbeBs. Mpowanne knaccuku ¢ Hapoaom. AKLus

O6wuit pactapxaH

[lactTapxaHoM Yy Hac Ha3blBalOT «KPYrMbliA CTON», 3a KOTOPbIN
npurnawawpTcs BCe ApYy3bs M COpaTHUKM, — 3TO CBOeobpasHblii
WHCTPYMEHT 0D EeHNs U NupLIecTBa, OH 06beANHAET 1 HaCbILaeT.
C 1997 ropa Xu3Hb aKTyanbHbIX XyAoxHWkoB KasaxcTaHa
HanoMuWHana pactapxaH. Bce nokanbHble WAEW, Ha4YWHaAHUA W
WHULMATUBbI MTHOBEHHO cobupanu npuBepxXeHLEeB COBPEMEHHOTO
ncKyccTBa M OCYWeECTBNANUCb B BUAE  KONNEKTUBHOTO
mMo3rosoro wrypma. OuyeHb 4acTo KpeaTWBHble MNpPOLECCH
CONpPOBOXAANMCb COBMECTHbIMM  MUPYLIKAMW, HA  KOTOPbIX
3apOXAanucb MHOTUE UHTEPECHbIE NPOEKTHI. [TyCKOBBIM MOMEHTOM
AVUHAMWUYHOTrO pas3BuTUA COOBLITWMIA CTan CemMuHap no Teopuu u
npakTuke COBPEMEHHOro wuckycctsa «ApT anmckypc-97». Tpu
HOoBOOGpa3oBaHHble anMa-aTUHCKNE UHCTUTYLMN: O6LeCTBEHHbIR
doHa «Asua-Apt», ObwecTBeHHoe obbeaunHeHue «Bosgxep» u
ranepes «Kokcepek» npu noaaepxke ®onaa «Copoc — KasaxctaH»
obbeaAMHUNM CBOM YCWAMS U NpUrNacunu Ha 3TOT CEMUHap
mockoBckux konner: Esrenns bapabaHosa, Miogmuny Bpegunxuny,
Onera Kynuka, Buktopa MusuaHo, KceHuto Kuctakosckylo. atb
AHel B BbiCOKOropHoi obcepeatopuu nog Anma-ATon npownu
HanoMHeHHble BbICTABKaMU, aKLUAMU, NEKLUAMU, LUCKYCCUAMMU U
HedopmanbHbIMK 3acTonbaMu. [1o CMX NOp YyBCTBYETCH OTPOMHOE
3HayeHue, KOTOpOe 3TOT CeMUHAp OKasdanm Ha Ka3aXxCTaHCKYH
XYOOXECTBEHHYI cuTyauuto. WmeHHO Torga Bnepsble 6binu
BbISIBNEHblI OCHOBHbIE [BUXYLiMe CUMbl U ONpOBOBaHLI OCHOBHbLIE
CTpaTeruMy KasaxCcTaHCKOro akTyanbHOro MckyccTtBa, 0603HayeHbl
noTeHUWanbHble ONacHOCTM W TpygHocTW. Bnepsbie 6bin uM3gaH
kaTanor cobbiTus, Hag co3fgaHnem KoToporo paboTanu Bce
yYaCTHUKN npoekTa. Ho camoe rmaBHOe — Mbl BbILWKW 3@ Npeaenbl
MeCTe4YKOBOro Mupka.

WmeHHO Torga oTOXAECTBReHUe cebs ¢ npeAcTaBUTENsSMM
MWUPOBOTO COBPEMEHHOrO UCKYCCTBA MOATONKHYNO KAa3axCTaHCKMUX
XYOOXHNKOB K 6oree TOYHOMY MO3ULMOHUPOBAHWIO W MOBAMANO
Ha AanbHeilwee BbiCTpauBaHue 06LWEN NONUTUKIA Ka3axCTaHCKOro
COBPEMEHHOro uckyccTea. Torga, B koHue 90-X, OTHOWEHWe K
«KOHTemnopapuyukam» Oblfo OYeHb XecTkoe. Ham npuxogunocs
NPOTMUBOCTOSATbL HAaTUCKY KOMMEPYECKNUX ranepeil h KOMMepYeCKnx
XYOOXHNKOB, MapruHanbHOM 3aKOCHENOCTM MECTHbIX AeaTenen
UCKycCTBa, OTCTaNnoM MONMMTUKE My3eeB M BbICTABOYHbLIX 3aMOB.
Kaxgoe cobbiTMe COBPEMEHHOro WuckyccTea 06opayuBanoch
ckaHAanoMm W npespawanoch B MaHudect. Heobxogumo 6bino
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obbeguHeHne cun. B ponu koHconuaupylowero LyeHTpa O4YeHb CKOPO cTan BbICTynaTb
cospaHHbin B 1998 rogy Copocosckuit LieHTp coBpeMeHHOro uckycctea — Anmartbl
(CUCW — Anmartbl). Hag ero cosgaHuem camooTBepXeHHO paboTanu Bce XYAOXHWKM
coBpeMeHHOro uckycctsa KasaxctaHa. B Te roabl Mbl, HM Ha KOro He Hajescs,
caMu 1 KonnernanoHo ONpeaensinu HanpasBfeHWe ABUXEHWUSA, NPUOPUTETHbIE BUAbI
[BEATENbHOCTU, YYNNWUCb HA CEMMHAapax, y4yacTBOBanW B KOHKypcax, 3agymbiBanu U
OCYLECTBNSANMN BbICTABOYHbIE NPOEKTbl. IMeHHO Tak, coobwa, B cnopax n AUCKYCCUSX
6binn paspaboTaHbl M OCylWeCTBNeHbl KPynHelwue BbICTaBOYHble NpoekTol: lepBas
roposas BbicTaBka CLICW - Anmatel «CamoupeHTudukauynsa: ®OyTtyponornyeckue
nporHo3bl», Hosbpb 1998 ropa, B 3anax ObiBwero marasuHa «MockBa», u BTopas
- «KommyHukaumu: OnbiTel B3aumogencTeus», ceHtsabps 2000 roga, B BbICTABOYHOM
naBnnboHe «ATakeHT». OTW BbICTaBKM 3aBUNIM O cylecTBOBaHUM B LleHTpanbHon Asun
MPUHUNNNANBHO HOBOM XYAOXECTBEHHOM MOMUTWKW, BbiABUTAOWEN PUrypy XYAOXKHUKA
B CUTyauuld reononuTUYECKUX U MUYHOCTHbIX KOHTEKCTOB. OTW BbICTaBKM AoKasanu
HEeob6XOANMOCTb U [ENCTBEHHOCTb MHCTUTYTA KypaToOPCTBA U NPOEKTHOTo MeToga paboThl.
BbicTaBKM TOTOBMNUCL Ha KOHKYPCHOW OCHOBe, BkNiovanun B cebs Bce Hapgnexaliue
3NeMeHTbl COBPEMEHHOTO XYA0XECTBEHHOTO WOY, HanpumMep Takue, Kak AUCKYCCUOHHBIN
dopym n obpasoBaTenbHas nporpamma. [IpuSTHbIM pe3ynbTaTOM 3TUX BbLICTABOK
ABUNCA (pakT npurnaleHns Ka3axCTaHCKUX XYAOXHUKOB Ha KPYMHble MeXAyHaponHble
Xy#oxecTBeHHble cobbiTus. Tak, EneHa u Buktop BopobbeBbl 6binu npurnaweHsl Ha
VI Ctambynbckyto 6ueHHane, kypatop kotopoi Maono Konom6o 6bin B coctaBe xtopu
MepBsoit rogoson BbicTaBku CLICHU.

KpaliHe BaXHbIMM NS CTAHOBMEHWS COBPEMEHHOro uckyccTea KasaxcTaHa sBRSOTCS
CEMMHapbl W KOHKYPCbl, OpPraHN30BaHHble KONMMEernansHo W NPOXOAMBLUME MOL 3ruAoN
CLCW: cemunap «Llkona kypaTopoB», NeKL1nM N0 COBPEMEHHOMY UCKYCCTBY, FPaHTOBBI
koHkypc CLLICW «HoBble TexHonoruu B uckycctee». MocneaHmnit KOHKYpC CNPOBOLMPOBanN
Lenbii pag NpoekToB, YaCTb M3 KOTOPbIX MMena BMocnencTBMKW 6GONbLIOA pe3oHaHC.
Apkuit npumep - «[NUHAHBIA NPOEKT» XyAOXHMKa-kypatopa Pyctama XanbdguHa.
[poekT cTan KBMHT3CCeHUWeN BCex npeablaywmx paspaboTok aBTopa. B nomewenun
CTaporo oBolWexpaHunuia GbiBleid NapTUAHON WKONbI B ABYX YPOBHSAX, NOABANbHOM
W LOKOMbHOM, rpynnoi xygoxHukoB (Pyctam XanbguH, Teopruit TpskuH-Byxapos
n Onna TuxoHoBa) 6bina coopyxeHa urypa nexawero rAWHAHOTO Konocca, Kak
Obl MpopacTaBlWero CKBO3b BCE MOTONKM M CTEHbl. JTa rMUHAHAA Qurypa nocnyxuna
KOHTEKCTOM MHOXECTBY BWAEOUHCTANNAUMIA, akuuih, BbLICTABOK W nepdOpMaHCcoB,
OCYLECTBMNEHHbIX B paMkax npoekta. [loctenenHo npoekT nepepoc B ranepet «LOOK».
K coxaneHnuto, ranepes npocyuwectsoana Hegonro (1999 - 2001 roasl), HO ycnena
cTaTb, MO CYTW, EAUHCTBEHHOMN KOHLENTyanbHo ranepeen permoxa.

JTa HacblleHHas coGbITUAMM pasHoobpasHoro GopmaTta XyAOXKEeCTBEHHAs XKM3Hb
npueena k npu3HaHui (akTa CylecTBOBAHUA COBPEMEHHOr0 uckyccTBa B KaszaxctaHe
W OLHOBPEMEHHO K packony B psiaax npefcTaBUTEneil 3TOro UCKYCCTBa, KOTOPLIM CTano
TECHO B pamKkax OAHOW MHCTUTYLMU. Hayanack anoxa cBOGOAHbIX KOYeBHIA.

Gauhar Kiekbaeva. Shymyldyk. Video-installation, 2000
layxap Kuekbaesa. WbiMbinabik. BuaeonHctannayus
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“LOOK” gallery, fragments of Exposition
[anepes «LOOK», dparmeHTbl 9kcnoamyuu

Alexander U, Roman Maskalev. “Armored Train” group. The Grieving. Video, 2004
AnekcaHap Y, Poman Mackanes, rpynna «bpoHenoesa». Ckopbsiwme. Bugeo

HewenkoBbln NyTb

«llenkoBbIit NyTb» — 3HAMEHMUTbI B NPOLWIOM TOPrOBbIA MYyTb MEXAY
Esponoit n Asueit. 3To cumBOon AoctaTka M cTapol fobpoi asmaTckom
3k30TukM. Cenvac akTyanbHbl Apyrue «npsHocTu» Boctoka — HedTb,
TEeppopu3M, BOeHHble 6a3sbl, COBeTCKOe Hacrneawe, arpeccuBHas
ucnamusauyus. XyOoXHWKM COBPEMEHHOrO uckyccTBa KasaxctaHa He
1cnonb3ykT NoHATME «LLlenkoBbIA NyTby», CYMTAS Er0 CIIULWIKOM FNamMypHbIM
1, MO CYTW, ONNO3ULMOHHBIM aKTyanbHbIM, TPOUCXOAALNM 34€ECh U Ceilvac
cobbiTuam. C 2001 ropa akTyanbHoe uckycctBo KazaxctaHa uaeT ckopee
no «Hewenkosomy nytu». OTAENbHble NMYHOCTM UNKM 06LECTBEHHbIE
opraHusauuu, He MMetkwue NOCTOSHHOrO LEeNeBoro pMHaHCUpOBaHUS,
npu BCEM WX 3HTy3MasMe W npodeccuoHanuame, He B COCTOSHWUM
noaAepxueatb cTabunbHOCTL KyNbTypHOro npouecca. C gpyroit CTOpoHbI
— 3TO TpyAHOE BpeMS CTUMYNMPOBANo NosiBMeHWEe psaga XyLOXHWKOB U
KypaTtopoB — opu-naHCcepoB, 4To Aano 60nbluyo MaHEBPEHHOCTb. IMEHHO
dhpu-naHcepbl WHULWMPOBANN HECKOMbKO NMPOrpamMMHbIX ANs WCKyccTBa
KasaxcTaHa npoekTos.

Ocenblo 2000 ropga xypoxHuk Cepren Macnos npoeoanT HebonbLwoi, HO
OYEeHb BaXHbIW MpoekT «[llpowsnoe rae-to pagom...». 370 Obina nonbiTka
OCMbICNIUTL KOPHW aKTyanbHOro uckycctBa KasaxcTaHa, BCe afenThl
KOTOPOro HauMHanu Kak XMBOMUCLbI, CKYNbNTOPbI, rpaduku. Jkcnosuyus,
cocTaBneHHass U3 paboT 3TUX XYAOXKHWKOB, cTana OHOM AN akuuu.
YYyacTHUKM U NpurnalieHHbie BCMOMUHANM obliee COBETCKOE MpoLnoe:
BCE SBUITUCb B PETPOKOCTIOMAax; B LeHTpe 3ana Obll HAKpbIT PeTpocTon
B NTyYWMUX COBETCKMX TPagauuusix C KUIIbKOW B TomMaTe W MOPTBEHOM;
FOCTW YMTANU COBETCKUE CTUXM, NENU NECHW, UTPanu B UTPbl MMOHEPCKOro
petcTBa. BoicTaBka, npoxoguBlias B ranepee «Bosgxep», He Hecna
Haneta Ha3WAaTeNbHOCTW, HO NErko W TOYHO nokasana obbiBaTenam u
NPOTUBHWKAM COBPEMEHHOr0 MCKYCCTBA, YTO aKTyanbHblE XYLOXHMKM
NOSIBUNUCL 3AECb HE BAPYT W He CRyyamHo.

B 2000 ropy gBa uckycctsosepa, flava Cacdaposa u llapuca NnetHukoBa,
ocHoBanu B ropoge KaparaHge ueHTp «[JewT-n-ApT», KOTOpbIA NOCTaBUN
CBOEN LEeNbl0 OXWUBUTb XYAOXKECTBEHHYIO CUTyaluio B PErMOHEe 4vepes
pasnuyHble obpasoBaTenbHble NPOrpaMmMbl N0 COBPEMEHHOMY UCKYCCTBY.
Ocenblo 2001 roga uckycctBoBeag Hasuna ExeHoBa, kypaTop lOnus
CopokuHa W xypoxHuk Anekcangp Manbraxgapos 6binu npurnaweHs
LEHTPOM C Lenblo NpOBeAeHUS CeMUHapa AN MOMOAbIX XYAOXHUKOB
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KaparaHgbl. PesynbTaToM 3TOro cCemMuHapa W BOpKwona crtana
Hebonbwasa uHTepecHas BbicTaBka «[Mpocto Ky», 0 npocTbix
KOHKpeTHbIX ~ npobnemMax  KOHKPETHbIX  MOMOAbIX  XuTenen
WHOycTpuansHoro ropoga. [locne 3ToM BbLICTABKM apT-CLUEHa
KasaxctaHa oboratunacb  HeCKONbKUMM  3ameyaTeNlbHbIMU
XYBOXHMKaMu, Takumu kak Hatawa Kum, lanm Mopebapse,
Banepuin Kanues.

B Havane 2002 roga B lXHOKa3axcTaHCKoM ropoge LbimkeHTe
no wHuumatuee rpynnel «Kbi3bin TpakTop» W ee pyKkoBOAWUTENS,
kypatopa Butanua CumakoBa, 6bin oTKpbIT LleHTp coBpemMeHHOro
nckycctsa MexayHapOLHOrO Ka3axCKO-TYpeLKoro yHuBepcuteTa
umenun Xooxu Axmeta fAcaBu. 3aecb NpOBOAUTCA psAl CEMUHAPOB,
KOH(epeHUMA W BbICTABOK, NMPOAONKAIOWMNX TpaHcaBaHrapaHble
NO3ULUN LWLIMKEHTCKOW XYA0XeCTBEHHOW Wwkonbl. Wkonkl, B cBOE
BpeMS [aBLlIeil CTapT TakMM W3BECTHbIM XYLOXHWKaM-liamaHaM,
kak Mongaryn HapumbetoB n Caug Atabekos.

BecHoi 2002 ropga MHMLUMaTUBHAsA rpynna XyAoXHUKOB — EpBocbiH
MenbaubekoB, Enena n Buktop BopobbeBbl u kypaTtop HOnus
CopoknHa - wuHuuunpoBana MexayHapoaHblil nNepeLBUKHON
BOPKWON «HewenkoBbI NyTb — as3naTckui 3KkcTpum». Bopkwon
npoxoaun noa arngon ObuwecTBeHHoro doHaa «A3na-ApT+»
npu QuHaHcoBOi noaaepxke WHcTuTyTa OTKpbITOrO ObLeEcTBa
- bypanewt u ppyrux KOMMEPYECKMX CMOHCOPOB. Y4aCTHUKM
«3KCTpUMa» B TeYeHWe [ByX Hefenb MNyTelwecTBOBanu no
fOxHoMy KasaxctaHy Ha aBTobyce, akTUBHO pearnpoBanu Ha BCe
NpouCXoaMBLINE N CO3AANN MHOXECTBO MHTEPECHbIX apTedakTos.

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

«[pownoe rae-10 psAAOM...» BeYepUHKa Ha OTKPLITUN BbICTaBKM, KypaTop
Ceprent Macnos, ranepes «Bosaxep», Anmartbl

93

XynoxHuk EpbocbiH MenbaubekoB npoBOANUT B paspyliaioliemcs
nocTUHAYCTpUanLHoM ropoae XaHatace akLWio, NOKasbiBaL Y0
Hally NONMTMYECKY CUTyaLuio 6e3 cnekynsaTUBHBIX TPUKPAC (MPOEKT
«MacTtaH»). B pesynbtate akuuu rpynna 6bina genopTupoBaHa
W3 ropoAa MeCTHbIMW Bnactamu. XynoxHuku EneHa u BukTop
BopobbeBbl, pa3BepHyB B NyTU MNepefBUXHY (HOTOCTYANIO,
npeanarann MecTHbIM XuTenam cdoTorpacdupoBatbCad Ha (oHe
Ondeneson 6awHu, KpacHon nnowaan n bGaweH 6nusHeLos B
Helo-Mopke (npoekT «doTorpadus Ha namaTs, unu Ecnu ropa He
npet k MaromerTy...»).

Wtorom atoit noes3gku ObiNo co3gaHWe MeXOYHapOLHOW CeTw
XYROXHUKOB-NOMYTYMKOB-COPATHUKOB — y4YaCTHUKM BOpKLIONa
COBCEM nO-Apyromy penpeseHTuposanu KasaxctaH u ero
XYOOXECTBEHHYI0 CUTyaLul B CBOMX CTpaHax, aTo Obina gpyras,
HoBas hopmMa COCyWecTBOBaHMA OONbLWON rpynnbl XyOOXHUKOB
C pasHbIMU MCUXOMOTUYECKUMU, MEHTANbHBIMW W KYNbTYPHbIMU
yHaameHTamu. Tak, Hanpumep, B opbUTY LLEHTpanbHOa3MaTCcKkoro
KOHTeMnopapu Oblna akTUBHO BOBNEYEHa MONO4eXHas ka3axcTaHo-
Kbiproidckas rpynna «bpoHenoesg» B coctaBe AnekcaHapa Y u
Pomana Mackanesa.

MapannenbHo ¢ dpu-naHcepamm CBOK NONUTUKY PasBUTUA
COBpeMeHHOro uckycctea passueaer CLCW - Anmatel nog
PYKOBOACTBOM MCMONMHWUTENbHOTO Aupektopa Banepun Nbpaesoi.
LlenTp npoBOANT pa3HoobpasHbie 06pasoBaTesbHble MEPONPUATHUSA:
CEMMHapbl, BOPKWOMbI, «KPYrnble CTOMbI», KOHMepeHUUn ANS
MONOAbIX XYyJOXHWUKOB M HauyuHawwux kypatopos. B 2002 rogy




Obln MpoBeAEeH KasaxCTaHCkuii decTuBanb «WHBEHTapusayusy,
a B 2004-m LeHTpanbHoa3naTCKuii BugeodecTuBanb
«Bupeonpgentudukauuna. CakpanoHole mecta LieHTpanbHon Asumny.
Bupgeodectnsanum AalT BO3IMOXHOCTb HE TOMbKO NMPEACcTaBUTb
pernoHanbHyl BUAEoapT-CLieHy B COBOKYMHOCTM, HO M obcyanTb
npobneMHble BOMPOCHI HOBOFO ANS perMoHa XyA0XeCTBEHHOro
meToga.

HauynHaa c¢ 1998 roga Bepgylwume KasaxcTaHCKMe XYOOXHMKM
COBPEMEHHOTO WCKYCCTBA MOCTOSHHO Y4acTBYKT B Pa3nuyYHbIX
BbICTABKax, CEMWHapax M KoHdepeHuusx 3a pybexom. C 2000
roga yvyacTne B MeXAYHapoAHbIX nNpoekTax npuobpetaert
xapaktep ocoboin kouyeBon ctpateruu. B 2002 rogy npoxogut
yenoln pag seictaBok. CLUICWA - AnmaTtbl coBmecTHo ¢ [lomoMm
MUPOBbIX KynbTyp npoBoauT B bepnuHe BbicTaBky «No Mad’s
Land», a B XeHeBe BbicTaBky «Trans Forma», COBMECTHO C
LUCW - XKeHeBa u ¢ ®oHgom Nawao Production. B Beitmape B
ranepee coBpeMeHHOro uckycctea «ACC» npowen cumMnosnym
no npobnemam LleHTpanbHoi A3un, a 3atem 6onblas BbiCTaBka
coBpeMeHHoro uckycctsa LleHTpanbHoi Asum «Re-Orientation».
BricTaBka nocBswanacs namatu Cepres Macnosa (1952 - 2002).
OT1o 6biNa HacToflwas KynbTypHas WHTEPBEHUWSA, NpeBpaTuBLLas
ranepenHyio nnowaaky, pacnoyioXeHHY0 B CAMOM LieHTpe ropoaa,
B 0CTPOBOK LleHTpanbHOW A3uu ¢ HaCTOAWMUMU TIOPKOS3bIYHBIMU
BblBECKAMU-HA3BaHWAMMU  ynuly, KapaBaH-capaem, YanxaHoMn,
lopTon M Hapaxonkoit. Ha BbicTaBke Lapuna ywTHas AOMaLUHAS

aTMocdepa, nofgAepkuBaeMas MOCTOSHHbIMU Mpe3eHTaLUsMu
Ka3aXCTAHCKMX XYOAOKHMKOB.

[MaBHbIM pe3ynbTaTOM BCEX 3TUX KOYEBbIX BbICTABOYHbIX
NpoeKTOB cTana Bce 6bonee wupokas MexayHapogHas TpaHcnaunus
cOBpeMeHHOro uckycctBa KasaxctaHa wu LleHTpanbHon Asun.
Hac cTtanu akTWBHO mpurnawatb K COTPYAHWYECTBY pasnuyHble
MeXAyHapoaHble UMHCTUTyuun: |FA-ranepes B bepnuhe u
WryTrapTe (roe Takxe npoluna BbiCTaBka COBPEMEHHOTO MCKYCCTBA
LleHTpanbHoit Asum «OT KpacHoi 3Be3abl fo ronyboro kynona),
Bputancknin CoBeT u gpyrue.

Kaszanocb 6bl, BCe ugeT 3amMeyaTenbHo, HO KOrga Mbl
BO3BpallaeMcs [OMOW, TO MOHMMaeM - 3aecb, B KasaxcTaHe,
No-NPeXHEMY HeT YeTKo 0003HAYEHHOW KYyNnbTYPHOW MONMUTUKM
B OTHOWEHMM COBPEMEHHOro MucKkyccTBa. Haw okpenwwun
Ou3Hec npeanoymMTaeT nomoratb MCKYCCTBY, KOTOpPOE MOXeT
CNYyXWUTb YKpalleHWEM WHTEPLEPOB, a MPOTMBOCTOSIHUE MEXAY
nepepsoBbIM W KOMMEPYECKMM MCKYCCTBOM Nepewno B CTaguto
CNEKYNATUBHOTO  MCMONb30BaHUS  COBPEMEHHOr0  MCKyCcCTBa
KOMMEPYECKUMU XYJOXHMKAMK W ranepesmu. HecmoTps Ha 370,
CUTyauus npeacTaBnseTcs NoTeHuuanbHo o6HajexuBawoLle,
MOXHO HaAesTbCs, YTO NpPeoAoneHue TPYAHOCTEH MO3BONMUT
HaleMy COBPEMEHHOMY WCKYCCTBY pa3BWBaTbCA AWHAMUYHEE U
WHTEpEeCHee.

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

EneHa Bopo6besa, Buktop Bopobbes. ®otorpacus Ha namsTb,
unu «Ecnu ropa He naet k Maromerty...»
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Said Atabekov

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

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

The series of performances and videos, the main character of
which is the same strange dervish “The dream of Genghis Khan”
(1998), “Caution, Landmines” (2000), “Neon paradise” (2003),
“Noah’s Ark” (2004) are reflections of the conflict between a man
and nature, family, power, civilization, and religion. Thriftily us-
ing montage effects, sound and visual repetition, strict selection
of decorative motifs an exceptional sense of rhythm break free
from flashy Asian aesthetics and create audiovisual environment,
fascinating the audience with truthful reproduction of archaic feel-
ing. Free shift of senses arising in a dialogue with modern motifs
emphasize the eternity of the conflict between an individual and a
society, traditions and innovations, aggression and compromise.

The only way to survive in so cruel world is irony, achieved by
countless imitation games: a rosy-cheeked fat baby (“Holy Fam-
ily”, 2001) is lying in a crib, the handle of which is a wooden copy
of a Kalashnikov automatic gun; camouflaged fabric, (diptychs
“Winter” and “Summer”, 2002) is likened to a landscape painting.
The most “senseless” of his works is surely “The Observatory of
the Miserable” (1998) - a pyramid of megalith stone blocks, built
in the uninhabited steppe of Southern Kazakhstan. Said’s country-
man, a Middle-Age Sufi Khodja Akhmet Yasavi spent the rest of
his life in a deep hole, not leaving it until his death. The Pyramid
is a hole overturned into heaven. A dervish and Genghis Khan, a
child and a father of four children, patriarch Noah and a home-
less beggar -all of them are his characters, observed through
the glimpses of “Kazakh Stonehenge” — sharp silhouettes of the
miserable appearing against the background of stars.

Valeria Ibrayeva

Said Atabekov. Holy Family. 2001
Caunp AtabekoB. CBATOE CEMENCTBO
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Canp AtabekoB

CamblM MOLWHbIM TBOpYecknm umnynbcom pns Cauga
Atabekoa saBnsetcs HOxHbin KasaxctaH - 3emns,
CBSi3aHHas C 3aBoeBaHWAMM YuHrucxaHa, MECTHON
nerexpgoi yTeepxgatollei, 4yTo HoeB KoBYEr ocTaHOBMIICS
He Ha Apapare, kak B bubnuu, a Ha rope Kasrypt Heganeko
0T YMMKeHTa; COXpaHMBLLUMECS OCTATKN rOPOLOB-KpenocTen
Otpap, Canpam, CaypaH - XuBble HamoMUHaHWA 00
uMmnepun TamMepnaHa — HanomNHEHbl N8 HEro cakpanbHbIM
CMbICNOM, 34eCb ero fapbl W NeHaTbl; CTENU U 0a3ucChl
- MacTepckas u kabuHeT ans pasgyMuin; nNau, pacTenus,
NMPUPOAHBIE CTUXWUU — XYAOXKECTBEHHbIE MATEPUAnbI.

3aKkoH4MB YNMKEHTCKOE XYAOXKECTBEHHOE yynnuwe B 1992
roay, Caup AtabekoB ctan YneHom nereHaapHoro «Kbiabin
TpakTop» — O0O0bEAWHEHUS XYAOXHMKOB, NOCTaBUBLIMX
ans cebs 3agavyy peaHumauuum LOMCNAMCKOrO MPOLUNIOro
M M3y4eHMS NpupoAabl NAHTENCTUYECKUX PUTyanos,
elye COXpPaHMBLWINXCA B MeCTHOM ObiTy. B nepBbix ero
paboTax TKaHb, CTPYYKM akauwWu, OPEXOBble MNUCTbS,
[OEpEBAHHbIE UM MeTannuyeckue JAeTanu MHKPYCTUPYHT
MacnsiHble  XOMCTbl, MaTepuannsys BONHYyKLWMWE, HO
no MOMOAOCTM elle [O0CTaTOYHO CMYTHO OljylLlaeMble
npobnembl: OAMHOYECTBO, CMepTb, BEYHOCTb, BOIHA,
OyHT, %u3Hb («PaHeHble» 1992, «Cap Tumypa», 1993,
«[lesywka B napangxe», 1994). MepBas nepcoHanbHas
BbicTaBka Caupa HasbiBanacb «f He Mbi», U 3TO cBATas
npaBAa, MOCKOMbKY 3HEpretuka ero MHAWBWUAYaNbHOCTH
1 NPUPOLHONA NNACTUYHOCTM HACTOMbKO CUMbHA, 4YTO OH
cam no cebe sBnAeTca ob6bekToM uckyccTBa. Mpn aTom
y Caupa Tak MHOro 4yyBcTBa CO6CTBEHHOr0 AOCTOWHCTBA,
4yTO TUNUYHOE onpedeneHue nogobHOro poda nwaen kak
rOPOACKMX cymacweplwnx «He pabotaeT»: oH Gonbuwe
MOX0X Ha (hEHMMOPKYNEepcKoro MHAEeMLa — MONnYanuBebli,
ropablil, BHeaMouMoHanbHbIA. OH ocTaeTcd  Takum,
Jaxe HageB CBOW POCKOWHBIN KocTioM gepsuwa (1997)
- 0T[eNnbHOe NpousBeaeHme, caenaswee 6bl YeCTb CamMbiM
npocnaBneHHbIM au3anHepam. C gpyroit CTOPOHbLI, B 3TOM
KOCTIOME HE MOXET HAaXx04WUTbCA HUKAKOW LpYroi YenoBek,
a Tonbko Camg, ¢ ero nepBo6bLITHON rpayMen BbIMEPLIETO
CbipapbUHCKOro TUrpa.
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CepusanepdopmaHCOB M BUAEO, TMABHBIM FEPOEM KOTOPbIX
ABNAETCA 3TOT CTpaHHbIN gepBuw — «CoH YuHrncxaHa»
(1998), «OcTopoxHO, NnpoTBONEXoTHbIe MUHbI!» (2000),
«HeoHoBbIt pai» (2003), «Hoes kosyer» (2004),
— pasMblWNEHUss 0 NpuposLe KOH(AUKTHLIX OTHOLIEHUN
yenioBeka C NpMpoaoW, CEMbEl, BMacTbio, LMBUNM3aLmen
penurnen. OKOHOMHOCTb B MPUMEHEHUW MOHTaXHbIX
a(pekToB, 3BYKOBas M BU3yanbHas pedpPeHHOCTb
CTPOroCTb W CKynoi nogbop m3obpasnTenbHbiX MOTUBOB
NCKMIOYNTENbHOE YYBCTBO pUTMa pa3buBatoT cTaHaapTHbIE
npencTaBlieHUs O COBPEMEHHON a3naTtcKoil KUTYEBOW
9K30TUKE W co3galoT 060cobneHHyl0 ayanoBu3yanbcHyto
cpeny, 3aBOpaxwBalLWylw afekBaTHOCTbI nNepeAayun
apxaunyeckoro mupoouyueHus. CeobogHoe nepetekaHne
CMbICIIOB, BO3HUMKAIOWMWX B Juanorax ¢ COBPEMEHHbIMM
MOTUBaMU, yTBEpXAaeT HENpPexoAslecTb W BEYHOCTb
KOH(NMKTAa MexXay WHAWBMOYYMOM UM  0OwwecTBOM,
TpaguuMen u UHHOBALWEN, arpeccueil n KOMNpPOMUCCOM.
EAVHCTBEHHAA BO3MOXHOCTb MEPEXUTb CTOJNb XECTOKNE
BbIBOAbl — WPOHMS, AocTUraemass MHOFOYMCNEHHbIMU
WUMWUTALMOHHBIMU  UrpamMu:  PO30BOLWEKWIA  TONCThINA
mnageHey  («Cesatoe  cemenctBo, 2001) nexwurt
B NIONbKE, pyyka KOTOpPOA — [AepeBsHHAs Konus
asTomata KanawHukoBa, a KaMmMydpnsxHas TKaHb
HaTaHyTas Ha nogpaMHuku (auntux «3umar» n «Jletoy,
2002), ynopobneHa xuBonucHomy nensaxy. Camoe
«beccmbicneHHoe» ero nponssegerune — «ObcepBatopus
obesgoneHHbix» (1998), nupamnaa 3 mMeranuTUyeckux
kameHHbIXx  ONMOKOB, BbICTpOEHHas B  6e3nwpHoi
ronoin crtenn HKxHoro KasaxctaHa. 3emnsak Cawupa,
cpeaHeBekoBbI cycuin Xogxa Axmer fAcaBu, nposen
0CTaTOK XW3HW B rnyb6okon siMe, He BbIXOAA M3 Hee A0
camoil cBoeit cmepTyn. Mupamuga — 370 iMa, ONPOKUHYTas
B He6o. [lepBuw n YnHrucxaH, pebeHok n oTel YeTbipex
aetei, natpuapx How u Huwmin 6popsira — Bce ero
amnnya, pacCMOTPEHHbIE CKBO3b NPOCBETHI «Ka3aXxckoro
CToyHxegxa», — 4YeTkue CUNYaThl 06e3[0MEHHbIX
NCTOPUEN M XU3HBIO HA (hOHE 3Be3n.

Banepus Wbpaesa
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Said Atabekov. Sniper. Video, 20 minute, 2005
Caunpg Atabekos. CHalinep. Bugeo




Yelena Vorobyeva and Victor Vorobyev

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

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

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

Yulia Sorokina

Yelena Vorobyeva & Viktor Vorobyev. Kazakhstan. Blue period. Photo, 2002-2005
Enexa Bopobbesa, Bukmop Bopobbes. Kazaxcmar. lony6ol nepuod. ®omo
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EneHa n Buktop BopobbeBbl

EneHa v Buktop BopobbeBbl — XyA0XHUKM, 06pasytolwme ceMeiHyo 1 TBopYeckyto napy. OHM HauynHanu
cBOI0 kKapbepy B Hayane 90-x, no oTAenbHOCTK: JleHa Kak xuBonucel, Buktop kak ckynobntop. B kakoi-1o
MOMEHT pewunu nonpoboBaTb paboTaTb BMecTe, Tem 6onee 4To COBPEMEHHOE UCKYCCTBO Npeanonaraet
npuemnembln 4ns Tako paboTel opmat npoekta. Buktop wyTtut: «CHavyana Mbl NPON3BOAUIMN Ha CBET
3amevaTelNlbHbIX J€Tell, MOTOM pewunu, a noyemy Obl He AenaTb BMecTe WUCKYCCTBO?». OHM XMBYT
B cobcTBEHHOM Aome, B nocenke Akbynak, Ha okpauHe Anma-ATbl, 34€Cb 3@ OKHOM OTKpbIBaeTCs
BMA Ha MONS W HWKAKO CYeTbl W CYTONOKW. OTO Kak Henb3s Nnyywe npegpacnonaraet XyAOXHUKOB K
KOHCTPYMPOBaHMI0 CBOEro 0COBEHHOr0 XYyAOXECTBEHHOrO MMUpa. JTOT MUP KAaTeropuyecku oTsepraet
BCAkuit napoc. OCHOBOM 3TOr0 MUpa SABNSAETCS €XeLHEeBHAs XW3Hb aBTOPOB M WX HEMOCpPeACTBEHHAs
peakuus Ha BCe XWU3HEHHble MOMEHTbI. EneHa u BUKTOpP OTKPOBEHHO UrpalT C 3TUM MUPOM, UCMONb3YS
ANs 3TOro: XuBonuch, oTtorpaduto, OMOp, KaMeHb, BULEO, OBOWM C Oropofa, peakuuio niogen, ga
W Mano nu euwe 4vero. Ho npu Bceit NepeMELAHHOCTM TEXHWUK U KaHPOB B pe3ynbTaTe Mony4vawTcs
CTUNbHbIE MHOTOCIIOHbIE MPOU3BELEHMS, NO3BONSAKLWMNE OOHUM NOAAM 3a4yMaTbCA Haj Cepbe3HbIMM
XW3HEHHbIMU Npobnemamu, ApyruM NpoCTO NOPaAOBATHCS XKNU3HU.

B 1999 r. BopobbeBbl NepBbIMM U3 Ka3aXCTAHCKMX XYLOXHUKOB OblnN npurnalleHbl ns yyactus B 6-
o Ctambynbckol BueHHane coBpeMeHHOro uckyccraa. Mx npoekTt «[lpowaHue knaccuku ¢ HapoaoM»
npeacTasnan coboi CNOXHYK akLuui — CropaHne OrPOMHbLIX BOCKOBbLIX CBEYEN, OTMMUTLIX XyAOXHUKaAMK
B BMJE KNaccuyecknx ckynbntyp — BeHepsbl, Fomepa, JlaokooHa u T.n., KOTOPblE 3aXUranuch B CyMepkax
Ha NOAHOA NEWeXO[HON YNuLe U NPOBOLMPOBANM MPOXOXNUX K TOW UM MHOW peakunm.

BopobbeBbl BCcerga v Bce TpakTytoT no-ceoemy. Korga B Mx oropoge octanucb HeA03peBLUNE 3ENEHbIE
NOMUAOPbLI, OHW PELINNN MOMEHATb WX KaYyeCTBO, HAHECNW Ha HUX YepHble MONOChl, U NMOMWUAOPbI
npespaTunuck B apbysbl Ha opmaTHoi oTorpacun u3 npoekta «A npeanoyutato apbysbi». Bo Bpems
MexayHapogHoOro nepefBuXHOro Bopkwona «HewenkoBbin NyTb — a3naTckuil aKkCTpum» BopobbeBbl
nepeMewanyu xuteneil fanekux KaszaxCTaHCKMX NMPOBUHUMA B LEHTPbl MUPOBOM KynbTypbl: Mapux,
Mocksy, Hblo-Mopk. B atom npoekTte «®oTorpacdus Ha namate, unu Ecnu ropa He naet k Maromerty...»
npocTble Ni0AW, HUKOrAa He ObiBaBlWMe 3a rpaHuLEen, UMENU BO3MOXHOCTb coTorpadmpoBaThCs Ha
oHe 0AHOro U3 Tpex 3aAHukoB: dipenesoit bawHu, HaweH-6nmaHeyos, MockoBckoro Kpemnsi. B
NPOCTPAHCTBO CHUMKOB MONajanu Takxe YacTu NPOBUHLMANBHON MECTHOCTH (CTEMNb, NONYpaspyLIEeHHbIE
Aoma, pasbutble goporu). Kaxabli xenawowmuini cmMor BNOCNEACTBMM NONYYMTb CBOe (hOTO MO MoyTe.
MpoekT nogHMMan o4eHb Cepbe3Hble ryMaHuTapHble Npobnembl ONAThb ke C NOMOLLbI0 BeCbMa NPOCTbIX
BENCTBUIA, kKak 6bl urpatyn. HecMoTps Ha XW3HEYTBepXAaloWyk NerkocTb co3gaHus apTedaktos,
npoekTbl BopobbeBbIX BCe 0CTpee NMOAHMMAKT couuanbHble Bonpockl KasaxcTtaHa, LieHTpanbHoih A3nu
n Bcero mupa. OguH M3 nocnedHux NpoekToB, «TpaHchopmauusa ronyboro», uccnegyer nNpouecchl,
CBSi3aHHble C mepexofom KasaxcTaHa OT COBETCKOW «KPacHOM» CUMBONMKM K HOBOW «ronyboit».
locynapcTBeHHbl dnar Kasaxctana 6upto3oBo-rony6oii; MHTepeCcHo, YTO 3TOT (akT popmupyeTt B
CO3HaHWW Ka3axcTaHLeB HOBble KONOPUCTUYECKNE CTEPEOTUNbI, FAE CaMblit NONYNAPHbIA LBET UMEHHO
aToro HebecHoro otTeHka. MM kpacst ceityac Bce: 3abopbl, NO3YyHIU, KpblWW, Kynona, ABEPU U T.M.
B aTom npoekTe XyAOXHMKM, Kak BCerga, cTaBAT CBOW MPOHWU4YHbIe BOMpPOChbl 6€3 TeHU 3aurpbiBaHns
C KOHBIOHKTYPHBIMW KyNbTYypHbIMU LEHHOCTAMKU. Bugmumo, no aT1oi npuymHe BopoObeBbl M3BECTHbI U
BocTpeboBaHbl 3a pybexom u HenonynsapHbl B KazaxcrtaHe.

fOnua CopokuHa
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Kazakhstan. The blue period

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

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

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

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

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

Elena Vorobieva

Yelena Vorobyeva & Viktor Vorobyev. Kazakhstan. Blue period. Photo, 2002-2005
EneHa Bopobbsesa, Bukmop Bopobbes. KazaxcmaH. lony6ol nepuod. omo
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KasaxctaH. lony6oi nepuog

«CouManbHO-KONOPUCTUYECKUMUY» OTHOWEHMAMMU Mbl 3auHTEpecoBanuch B 2002
rofy,BoBpemsnytewectsmsanoiory KasaxcraHa. Kak y4yacTHUKMU MeXAYHAPOJHOTO
NpoeKTa «HelwenkoBblit nyTb», Mbl 061>e3p,v|11v| HECKONbKO NPOBUHLWNANbHBIX
roponoB. B ropone Tapaze Ha OlHOM M3 CTapblX aAMUHUCTPATUBHbLIX 34aHUI Hale
BHUMAHUe NpPUBNEKNU AeKopaTuBHble Gapenbedbl C M306paxeHuemM ronyobix
3HameH. PaHblwe, oHW GbINM KpacHbIMU. OTKPOBEHHAR MepeKpacka COBETCKOro
yKpaweHus Gpocanach B rnasa W, Kak Henb3s Jyyle, UANIOCTPUPOBANa CMeHyY
MCTOPUYECKUX INOX.

KaHOHM3MDOBaHHbIe KOMMYHUCTaMMU TOCCUMBOJIbI NOABEPrIUCH TOTaNbHOM
«hecakKpanusaunnx. KpaCHbIVI UBET, KAK OCHOBHOM NPU3HAK «KCOBETCKOro» 6bin
BbITECHEHHAaBCEM NOCTCOBETCKOM NPOCTPAHCTBE APYTrUMU NMPUBUNETUPOBAHHBIMU
LuBeTamu.

KasaxctaHckuit dnar, nocine o6baBneHua pecny6aMKoil HE3aBUCUMOCTH, CTan
rony6biM. BepHee, LUBET €10 MOXHO Ha3BaTb NO-Ka3axCKW - KKOK». ITUM CNOBOM
0603HayatoT U rony6oi n 3eneHsbin uBeta. Kpome, Toro, «Kok» - 370 elie u Hebo,
KKOKTEM» - BECHA, KKOKTey» - 3eNeHeTb U T.f,. MHOro3HauymTenbHO CUMBONM3NPYA
Maccy Beleil - «OBoxecTBeHHble Hebeca» B TEHIPUAHCTBE, A3blYeckoe
npa3fHoBaHMe BECHbl «Haypbi3», ronybble Kynona WCNaMCKUX MeyeTel,
MEUYTYy 0 HefOCTYMHbIX MOPCKMUX MpPOCTOpax, ronyboi LBeT YCTPOUN MHOTUX U
BOWeN B CO3HaHMe Macc, Kak NyYWWN, «npaBuibHbIi» LBeT. OH cTan Nniobum
HapoAOM, MHAye, KaK MOXHO 0O6BACHUTL 3TO MOBCEMECTHOE MepeKpalnBaHue,
HanmoMMHalwWylo HaBA34YNBYlO naeto. Bonpocos o konopucTuke yxe He BO3HUKaeT
- eC/lU HYXHO, Y4TO-TMGO OKpacuTb, BCErfa €CTb rOTOBOE pelleHue — LBeT
«Kok». Celyac, 3To camas xofoBas kpacka. Elo kpacAT Bce: 3a60opbl, KUOCKM,
CTEHbl, CKamMeiiKu, MorunbHble KpecThl U T.4. Cchepa npUMeHEHUA «rony6U3HbI»
WKMPOKA, KaK cama Xu3Hb. 06beKThl «rony6oro nepuopa» HaxoAATCAs BCIOAY
B CaMblX pa3HblX MeCTax W CTPaHHbIXx coyeTaHuax. Co3paercsa ouwyleHne, 4To
XWUBEWb BHYTPW «npoekTa», a (Tenb, Kak rMraHTCKoe 3KCNO3ULUOHHOE none,
AEMOHCTpUPYeT Habop aptedakToB. VMIMEHHO Tak BOCMPUHUMAKOTCA Tenepb
«KYNbTYPHbIE» HACNOEHWA, YTO HAaKONMUIUCbL 3[4eCb 3a BCe BPeMs OCBOEHUA ee
yenoBekoM. MaTepuanu3oBaHHas B LBeTe «rojybas MeyTa» 0 «BEYHOW BecCHe»
pasnunace no Bceit Tepputopun KasaxcraHa, A06aBUB Hallei HEAPKON CTeNHOM
NpUpofe oNTUMUCTUYECKOTO BiecKy.

BO3MOHO, TaKMM06Pa30M, COLMYM, KTOCKYA» 0 6 b1 LeNOCTHOCTM, pearmpyert Ha
HECTabMNIbHOCTb M MOABMIKHOCTb CUTYaL MK NEepexoaHoro Bpemenun. CTpemnerme K
eANHEHMIO, MOACO3HATENIbHO, PEANU3YEeTCA B BUAE UAEHTU(HMKALMOHHBIX 3HAKOB
— LUBETOBbIX METOK, 0603Ha4YaloWmnX He TONbKO NPUHARNEKHOCTb K KOHKPETHOMY
C006WeCcTBY, HO U MPUYACTHOCTb K «6OXKECTBEHHOMYY», K BNACTU.

370, cBOErO POAa, 06eper, NpUMEHAEMbIN «Ha BCAKUIA ciyYai»...

Enena Bopobbesa
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Almagul Menlibayeva

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

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

Almagul Menlibaeva. SteppenBaroque. Video 2002

Anmarynb MeHnu6aesa. CtenHoe bapokko. Bugeo

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

Yulia Sorokina
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AKTyanbHbll ApXuB

MckycctBo LleHTpanbHoi A3nm.

Anmarynb MeHnnnbaesa

Anmarynb MeHnuGaesa — Yenosek mupa. OHa XMBET B NPOCTPAHCTBE NMMaHeTbl, NEerko
nepeMellascb U3 OfHOW cTpaHbl B fApyryl. OHa sBnseT co6ol coBpeMeHHbI 06pa3
KOYEBHMLbI, CTPAHCTBYS B UCKYCCTBE Tak ke CBOOOAHO, Kak B XWU3HW. Byepa oHa nucana
KapTWHbl W Bansna BOWMOYHble KOBpbl — TekeMeTbl. CEerofHs oHa MULIET KapTUHbI U
CHUMaeT BupeonepdopmaHchl. Ee kapTUHbl CO3AAlOT CTpaHHYl 3CTETUKY W3 CMecH
[eKopaTMBHbIX CUMBONOB M XWUBOMUCHOro drniokcyca. OHa cBo6ogHo nossonser cebe
3CcTeTUYecKoe XYNUTaHCTBO, HampuUMep, PEXeT Ha NoNIoCKM COOCTBEHHYI0 akBapenb U
nepenneTaeT UX C NIEHTAMMW W NIIOPEKCOM, co3flaBas ceputo «lMnatbe Ans WamaHay.

Ee nepthopMaHChl BbI3biBAOT Cie3bl BOCXULWEHHOTO YMUMNEHUS U OCTABNAIT OWYLeHNe
BCTPeuu ¢ YyaoMm. Tak, B nepcopmaHce «BeyHas HeBecTay OHa Bbilwma Ha ynuLbl Anma-
ATbl B 6enoM BO3JYWHOM NnaTbe HEBECTbl OAHUM XMypbiM MapTOBCKUM YTpoM. Bbino
elle XOMof4HO, Najan MOKpbIA CHer — a oHa Gpoguna no ynuuam, 3axoauna Ha 6Gasap,
TaHleBana ¢ HUWMUM, pasropapusana ¢ yAMBNEHHbIMU NPOXOXUMU, 0OBACHANA UM, YTO Y
Hee CEeroAHs Xopollee HAacTPoeHMe U MOITOMY OHa Hagena 3T0T 0COBeHHbIN Hapad, YTo
€€ XKEHNX rge-To 34ech, PALOM; OHA Bbina kKak uppeansHoe BUAeHUE, HanoMuHasLwee 06
N3BEYHOCTU KPacoThl B 0ObILEHHOM MUpE.

O6pa3s HeBecTbl, N0 cnoBam Anmarynb, «NNaBHO Mepewen B 7 CNyYyailHbIX CHEXHbIX
npuHyecc» B BupgeonepdopmaHce «Ana», a notoMm M B 06pasbl CEMWU Npeakos,
koTopbiM noceswaeTcs BuaeonepdopmaHc «CtenHoe 6apokko». 3pecb CnunIuchb
BOELWHO [eKopaTMBHbIE MOWCKW, HayaTble XyAOXHWLEA B KapTWHax M BOMNOKax, C
nocnaHuaMu nocnepgHux BuaeonepdopmaHcoB. Ha doHe o4yepTaHWi CTENHbIX Ma3apoB
(MycynbMaHCKMX ycbinanbHWL) pasBopaynBaeTcs yepeaa TpaHcopmalmnii 06HaxeHHbIX
BOCTOYHbIX XEHLWNH B HEKNE KOCMOTOHWYeckue cywecTa. Ha ux obHaxeHHble durypol
BOPYr «HaBoOpauuBalTCA» AeKOPaTWBHbIE 3NEMEHTb U3 TopOaHOB, Wwanei, NNaTkos u
6or 3Haet yero ewe. Bo3HukawT HoBble 06pasbl, HamoOMUHaKWMe TO M AEMOHOB U3
«TbICAYN M OLHOM HOYWY», TO NN WHOMMAHeTAH B napaHaxe. OwyllieHne MppeanbHOCTH
co3gaeT wucnonb3oBaHWe «addekrta 3epkana» npu CbemMke BWAEO, YTO penaet
urypbl abConOTHO CUMMETPUYHBIMW N NOJOOGHBIMU MbILHOMY [EeKOpaTUBHOMY Y30pYy,
BENCTBUTENbHO CMaxuBalLemy Ha 6apoyHblii gekop.

«CtenHoe 6apokko» Tak xe, kak u «BeuHas HeBecTay, OCTaBASAET OLyLEeHNE HAaBaXAEHNS,
YTO, HAaBEpHOE, M ABNANoCh Uenblo Anmarynb. OHa cyuTaet cebs npeacTaBuTenem (unu
nepBOOTKPbIBaTENEM?) NaHKk-waMaHn3Ma, 4To No3BONAET €N TEM He MeHee yBneKaTbCs
cydpusmom, 6ygansmom, nocewatb dectusanu cydues B LleHTpanbHoi Asuun, nareps
nocBsileHHbIX B MHANM W nofgBepraTb BCe 3TO CTPaHHOW nepennaBke B COOCTBEHHOM
TBOpYeECTBE.

HOnus CopokuHa

Almagul Menlibaeva. A Wild Sheep Chase. Video 2002
Anmarynb Mennunbaesa. Oxota Ha oBel. Bugeo
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Almagul Menlibaeva. Vagon. Video 2002
Anwmarynb Mennu6aesa. BaroH. Buaeo




Erbossyn Meldibekov

Erbossyn Meldibekov. Pastan

Ep6ocbiH Menbgubekos. MactaH

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

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

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

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

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

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

Yulia Sorokina
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MckycctBo LleHTpanbHoi A3nm.

EpbocbiH Menbanbekos

Ep600bIH MenbanbekoB — €OUHCTBEHHbIN XYOOXHUK KasaxctaHa, KOTOpOMY yAanoCb TOYHO
BOMNNOTUTb 06pa3 XyOOXHUKa — aamaTa/BapBapa.

Oco3HaBasi CBOWM HalUWOHamnbHble Kasaxckue KopHu, EpGoCbIH npeanoynTaer YeTKo
no3nLMOHNPOBaTh cebs Kak COBPEMEHHbl KOYEBHWK, HACNEAHMK Heoby3faHHbIX CTEMHbIX
nnemeH. MoaToMy Ans ero TBOPYECTBA XapaKTepHbl KpanHAS CTeneHb Aecakpanuaauuu BCero
W BCA, aKTyanuaauus Mudonorum n no6osas KecTkocTb NoAayn. [ns AoCTUXKEHNS CBOMX 3adad
XYBOXHUKY YAAETCH OpraHUYHO COBMECTUTb rpybyt apxauky XY[OXeCTBEHHbIX XECTOB, TakuxX
Kak 3aknaHue 6apaHa, CUMYMsALMUA a3MaTCKOM Ka3HU, PYKOMPUKIAACTBO U U3bICKAHHOCTb HOBbIX
Meana — oTo, BUAEO, AUTUTANbHbLIX TEXHONOTUH.

Tema ucnama nogaetcs UM C 3TON Xe No3uLUN MU(a O HEBO3MOXHOCTM BCETO CBATOMO B MUpE
BapeapoB. OH co3[aeT HeKoe BUPTyanbHoe asnaTckoe rocynapcTso — MacrtaH, rae cylwecrtsyoT
BCE ero repov: npecrapenas napa B 4anme W napaHoxe 43 amepukaHvckoro dnara, niau,
npoaamnLMecs B MelkKax, Kak puc UM Myka, M, HakoHel, OH caMm, A06POBONLHO M36GuBaeMbIit
PYKOW HEW3BECTHOrO Mof 3BYKM CTPALIHEMIWMX Ka3aXCKUX pyraTensCcTs.

[MocnegHas wHCTannsuus u3 atoi cepum — «flactaH-6» — OEMOHCTPUpPYeT XapaKTEPHYI
ANS  asuaTckoro ayna camaHHyl (FrnuMHa C COnomoi) CTeHy/KOMHaTy, [eKOPpUPOBaHHYI0
TPaAULNOHHBIMY OBNUBHBIMU Kepamuyeckumn 6noaamMm, LEHTP KOTOPbIX HEOXWUAAHHO yKpalleH
tdoTorpacmamu Canapmypata HussoBa (npesnaeHT TypkMeHUCTaHa, KOTOPOro y Hac Ha3biBaloT
Cynepmypar), afepHbIMW paKkeTHbIMW yCTAHOBKaMWU W pajapamu, 3akpensieHHbIMW Ha CAWHaX
0CNoB 1 BepOnaoB, asMatoB C nuctoneTamu Bo pTy U T.m. Mepen 3Toi CTEHOW Ha nony B
BMAE MYCYNbMaHCKOro MOMUTBEHHOIO KOBPWKA MOCTENEHO Clo3aHe (TpaAaWLNOHHBIN y36eKckuit
koBpuKk-o6eper, yKpaleHHbIA pacTUTENbHbIM OPHAMEHTOM), B LEHTP KOTOPOro MNOMELEHO
n3obpaxeHne astomarta KanawHukoBa, ero pasbopHble getann C ykasaTensMu HasBaHWUh u
nopsgkom c6opku.

Cam EpbocbiH roBopuT, 4TO OH NOBMT paboTaTh C pasnUyHbIMM MaTepuanamu u Gakramu,
cMeWwuBas BCe AN co3gaHus ceoeil Mmudonoruu. OH yTBepxAaeT, YTO ceiyac HacTynuno
«BpeMsi dapaoHOB», TO €CTb NONHOBNACTHbIX NpaBUTENEeN, U BCE UAEONOrMYECKNE UHCTUTYThI U
penurus B TOM Yucne, NOAYMHEHbI HYX4aM 3TOTO BPEMEHN.

Epb6ocbiH Menban6ekoB — MOCTOSIHHBIA Y4YaCTHUK pasnuYyHbIX MeXAYHapOAHbIX BbICTaBOK,
HEW3MEHHO BbI3blBalOWMNA UHTepec 3apybexHbix konner k cBoemy TBopyectBy. OH paput
3anagHon nybnuke TOoT 0b6pas «Bpara ¢ Boctoka», KOTOpbI BUTAeT B BO34yXe MOCNELHErO
[BECATUIIETMS, @ TEM, KOMY NOCYaCTAMBUTCH NMO3HAKOMUTHLCSH C HUM nobnuxe, OH LapuT CBOe
Aobpogywue, xu3Hentbue 1 TanaHT 3amevyaTenbHOro nosapa, o6oxawwero rotoButb ey u
yrowartb gpyse.

fOnua CopokuHa

Erbossyn Meldibekov. Supermurad, zhitomir granite. photo, 2004
Ep6ocbih Menbaunbekos. Cynepmypap, XUTOMUPCKUA rpaHnT. ®oTo
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VIDEO ARCHIVE / BUJEOAPXVB
Almaty Radical Performances of the 1990s

AnmMmaTunHcKnM pagunkanbHbii nepdopmaHc 1990-x

. Shai-Zia. Opening Ceremony. 1990

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

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

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

. The Group of Four. Unfolding. 1998

0 N O O A W N -

In the 1990s, performances by artists in Almaty (then still the cap-
ital of Kazakhstan) usually consisted of radical gestures. Their
goal was to foment a breakaway from Soviet ideas and predisposi-
tions about what types of art were legitimate, the place and role
of artists in society, and the mechanisms of art’s representation
in exhibition praxis. Arising the aftermath of the Soviet Union’s

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

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

. Waw-3us. Opening Ceremony. 1990

. T'pynna 3enexbinn TpeyronbHuk. Coxxenne. 1991

. Pyctam XanbduH. OceHHue xecTbl rHeBa. 1996

. Kanat W6parumos. Neue Kasachische Kunst. 1997
. Kanat W6parnmos. Mtuya Kopas. 1998

. Cepreit Macnos. BocTok-feno ToHkoe.1998

. EpbocbiH MengubekoB. Aanatckuit nneHHuk. 1998
. pynna vetbipex . Pacnenenanue. 1998

0 N OO OB W NN -

MepdopmaHebl, ocywecTBneHHble B 1990-e roabl XyLoXHUKaMK
AnmaTtbl, B TO Bpems ctonuubl KasaxctaHa, obpaljanucb, kak
npaBuno, K pagukanbHblM xecTam. Wx uenbio 6bina nowmka
COBETCKMX NMpeACTaBNeHWn O neruTumauunm UCKyccTBa, 0 MecTe
W PONM XYyAOXHMKA B 06LEeCTBE, O BbICTABOYHONM penpeseHTayuu.
Co3paHHble B nepuog passana Cosetckoro Cow3sa, Bceobuero
Xaoca W WH(POPMALWOHHOTO Bakyyma, 3T paboTbl MporpamMmHo
nopoxaanu cuTyauuu [OecTpykuuu, npoBOKaLMM W  puUcka,
HapylWeHNs MNOBEAEHYECKUX M MOpanbHbIX HOpMaTWBOB. Tak,
MCNbITbIBAS HA MNPOYHOCTb OCHOBHbIE MNapameTpbl (PeHOoMeHa
MCKYCCTBA, XYAOXHWUKN 3a0XNNU OCHOBbLI HOBOW XyLOXEeCTBEHHOM
CLEHbI.

CoctaBuTenu nporpammsl: Banepus N6paesa, PomaH Apedbes. Anmartbl
(KasaxcTaH)
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MckycctBo LleHTpanbHoW A3nmn. AkTyanbHbil ApXxuBs

VIDEO ARCHIVE / BUJEOAPXVB
“Red Tractor” Group, Shymkent (Southern Kazakhstan) Performances 1999-2003
Npynna «Kbi3bln Tpaktop». YumkeHT (KOXHbIM KadaxcTaH). NMepdopmaHcbl 1999-2003

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

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

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

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

In contrast to the artists of Almaty and their cult of destructive
actionism, the performances of the “Red Tractor” group adhere to
the norms of reconstruction. These Shymkent artists rediscovered
the archaic world of pre-Islamic Kazakh culture, which they juxta-
pose with classical official art. In these works, traditional ethnic
values (nomadism as a way of life, collectivism as a method of
survival, improvisation as a style of creation) are placed into aes-
thetic categories (such as local mythologies and rituals) through
references to real everyday occurrences, using typical local mate-
rials (leather, wood, felt). The group’s strategies intuitively adhere
to the idea of the unity of art and life, and the rejection of tradi-
tional artistic professionalism.

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

1. Mongakyn Hapbimbetos, Cmann basnues, Cang Atabekos.
Mwmetowmne npaso. 1999

2. Monpakyn HapbeimbetoB, ApbicTaH Lanbaes, Butanui
Cumakos, Canpg Atabekos. Mamsatn Matucca. 2000

3. Mongakyn HapeimbeTos, Cmaun basnues, Butanuin Cumakos,
Caung Atabekos.Cepnsa munu-nepcdopmarcos «Mudonorun tOrax.
2000

4. Caunp AtabekoB. OCTOPOXHO, NPOTMBONEXOTHbIE MUHbI. 2001
5. Cmaun basnues. lMtuua Cemypr. 2002
6. Canp AtabekoB. HeoHoBbI# pait. 2003

B oTnuune oT anMaTUHCKMX XYA0XKHUKOB, KYNbTUBMPOBABLUMX KECThI
AecTpykyuu, nepdopmanckl rpynnsl «Kbidbin Tpaktop», cnegosanu
3afavyaMm peKoHCTPYKLMN. YNMKEHTCKIME XYLOXKHNKN OTKPbIBAKT ANS
ceba mup apxawku, goucnamckoe npownoe KasaxcraHa, kotopoe
OHUM NPOTMBONOCTABNAKT knaccuuusupywuwemy oduunanbHoMy
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MCKyCCTBY. TpagWuMOHHbIE 3TUYECKME LEHHOCTU (HOMaﬂ,VISM
kak cnocob CylwecTtBoBaHnga, KONNEKTMBM3M KakK CpeacTBo
BbIXXWBAHNA, UMNPOBKU3aALNA KaK MeTo[ TBOp‘-IeCTBa) nepesoaAaTcA
MMU B KaTeropum a3cTtetuyeckme nocpeacrtsom 06paLLlEHVI‘r'I K
peanbHbIM ObITOBLIM cueHaM, MECTHbIM MU ONOrnam u putyanam,
Mcnonb3oBaHUA TUNWYHBIX ANA pernoHa matepuanoB — KOXWU,
gepesa, Bomnoka. CTpaTeFVI‘r'I rpynnbel — UHTYUTUBHOE ChefoBaHue
noee CIAUTHOCTM MUCKYCCTBa W XWU3HWU, OTpuuaHue Tpaguuumn
XYyOO0XeCTBEHHOTIo npodeccnoHanuama.

CocTtaButenu nporpammsl: Banepus W6paesa, Poman ApedbeB. AnmaTbl
(KasaxcTaH)



VIDEO ARCHIVE / BUJEO APXVB

Video Karaganda-Rudnij (Northern Kazakhstan). 2001-2004
Bupeo Kaparanpa-PygHbin (CeBepHbii KazaxcTtaH). 2001-2004

. Alexander Malgajdarov. The Gathering. 2001

. Alexander Malgajdarov. Morning. 2002

. Natasha Dyu. Fight. 2001

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

. Valery Kaliev. To the Bottom. 2001

. Valery Kaliev. Why Lenin? 2004

. Alla Girik n Oksana Shatalova. Hole. 2004

0 N O O A W N -

The distinctive features of this small Northern Kazakhstan art
group include its sense of humor, the youth of its members, and
its use of modern technology.

The foundational motif of this collection is the “little” man or wom-
an, shown in unusual situations of everyday life. In their works,
simple scenes, observations, and sketches supply a general pic-
ture of life in a provincial mining town, typical for Kazakhstan’s

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

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

. AnekcaHgp Manbraxgapos lMocugenku. 2001

. AnekcaHgp Manbraxgapos. YT1po. 2002

. Hatawa [w. Fight. 2001

. Hatawa [ito. A nwbnw Haomu, Haomu nobut dpyktsl. 2001
. Nana Wepanosckas. Mupy mup. 2001

. Banepuit Kanues. o gHa. 2001

. Banepuit Kanues. NMoyemy JleHnn? 2004

. Anna T'mpuk n OkcaHa Watanosa. Ama. 2004

0 N o OB W NN -

OTnuyutenbHas yepTa HebonbLworo XYA0XKECTBEHHOrO
coobuectsa CeBepHoro KasaxctaHa — 4yBCTBO lOMOpa, MONOAOCTb
aBTOPOB M WCMONb30BaHWE BbICOKMX TexHonoruit. OCHOBHOW
MOTUB — «MamneHbKWi» 4YEnoBeK, Noka3aHHbll B ObITOBbIX, HO
HeopAMHAapHbIX cuTyaumax. B ux pabotax HezaTennueble CLEHKH,
HabnoaeHns, 3apMcoBKM CknafbiBatoTCs B 06L Y10 XapaKTepUCTUKY
KW3HW NPOBWUHLWAMNBHOIO LWAXTEPCKOro ropoga, TUMUYHOTO ANs
ceBepHblx obnactet KasaxctaHa. OTopBaHHOCTb OT 6YypHbIX
NOMNTUYECKUX NPOLeCCOB, NMPOUCXOAALNX B OCHOBHOM, Ha HOre
CTpaHbl, KOMNEHCUPYETCS MOYTW HAPKOTUYECKUM MpuUcTpacTuem
k rnobanbHblM WH(OPMALNOHHBIM CETSM, NPU CONOCTABMNEHUN C
KOHTpacTUpyloLleit peanbHOCTbIO AAOLUM NNLLY AN pa3MblLUNEHUA.
BesgeHexbe, 6e3paboTula n NPOBUHLNANBHASA CKyKa ULLYT BbIXOA
B CO3A4aHUN WNIO30PHOT0 MUpA W KOHLENTYanbHO-NpUCTanbHOM
BHUMaHUN K 6bITOBBIM MeNoYam.

CoctaBuTenu nporpammsl: Banepus N6paesa, PomaH Apedbes. Anmartbl
(KasaxcTaH)
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VIDEO ARCHIVE / BUJEOAPXVB
Videos Almaty-Shymkent. 1994-2004
Bunpeo Anmatbl-HumkeHT . 1994-2004

. Shai Zia. Anti-butya.1994

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

. Zitta Sultanbaeva and Ablikim. Media Aitis. 2001

. Maxim and Valery Zadarnovsky. Bio-toilet. 2003

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

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

a B~ w NN -

In Southern Kazakhstan, video-art is a fairly well-developed art
form, covering many different themes and aesthetic viewpoints.
Including styles such as documentalism, historicism, and deco-
rativism, video is utilized by a rather substantial number of art-
ists from different generations. Social anthropology is one of the
strongest directions for artistic exploration: artists examine the
‘new’ inhabitants of a new country from completely different points
of view, using completely a broad variety of different artistic lan-
guages. This is natural in a country that is famous for its multiplic-
ity of religious confessions, nations, and attitudes, and has now
essentially become a new experimental laboratory in which the
USA, China, and Russia are attempting to exert influence (includ-
ing cultural influence).

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

1. Wan 3us. AHTnbyTsa. 1994
2. Pyctam XanbduH u Penat Kocait. JlangwadTel Tena. 1999
3. EpbocbiH Mengubekos. Mon MoT. 2000

4. 3utTa CyntaHbaeBa n Abnukum Akmynnaes. Megua anThic.
2001

5. Makcum n Banepuit 3apapHoBckue. buotyanet. 2003

6. AnekcaHap bakaHos u AHHa MeTyxoBa. Mopos 1 conHue u
CoepuHeHrHble Wrtatel AMepuku. 2003

7. AnekcaHpap Yrait u Poman Mackanes. Ckopbswue. 2003
8. Anmarynb Mennn6aesa Ana. 2003
9. Canpg Atabekos. Hoes koByer. 2004
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Ha lOre KasaxctaHa BupgeoapT - [OCTAaTOYHO pas3BUTbIA BuUp
nckycctsa, obnagawwuin mHoroobpasnem TeMaTuK M 9CTETUYECKMX
nnatdopM. lokyMeHTann3m, pOMaHTU3M, NCTOPU3M, [EKOPaTUBN3M
— HanpaBneHus, B KOTOpbix paboTawT [JOBOMbHO Gonbuwoe
KONMYECTBO XYAOXHWKOB CaMblX pasHbix reHepauuit. OpgHa u3
CaMbIX CUIbHbIX TEHAEHUWIA XyJOXECTBEHHOTO MCCnefoBaHus —
coumManbHas aHTpononorus, pacCMaTpuBarwLLas HOBOro YenoBeka
HOBOWM CTpPaHbl C CaMblX pa3nuYHbIX TOYEK 3PEHUS NOCPEeACTBOM
NCNONb30BaHNA CaMbIX Pa3nUYHbIX XYAOXKECTBEHHbIX S3bIKOB,
YTO, B MPUHLWMNE, €CTECTBEHHO NS CTpaHbl, M3BECTHOW CBOEN
MHOTOKOH(eCCN-0HanbHOCTbLHO, MHOTOHALWOHANbHOCTbIO,
MHOTOYKNaJHOCTbIO M SBNAKWENACH, N0  CYyTU, HOBbIM
9KCMEPUMEHTaNbHbIM MONUTOHOM, Ha KOTOPOM WCMbIThIBAOTCA
BNUSAHUS — W KyNbTypHble B TOM yucne — CWA, Kntas n Poccun.

CocTaBuTenu nporpammsl: Banepus M6paesa, Poman ApedbeB. AnmaTtsl
(KasaxcTan)
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A CONTEMPORARY ARCHIVE
UZBEKISTAN

AKTYAJNTbHbBIN APXWNB
YSBEKUCTAH



Svetlana Gorshenina

Art of Uzbekistan of the 1920 — 1950s:

The Relativism in Evaluating the Orientalization of Russian Avant-garde

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

Colonial Artists

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

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

Alexander Volkov. Caravan. 1920 s.

AnekcaHap Bonkos. KapasaH. 1920-e roasl.

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

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

Orientalists Looking for Exoticism?

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

Avant-gardists

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

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

Propagandists of Arising Socialist Realism

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

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

“Bourgeois” Formalists

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

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



CeetnaHa lopweHunHa

NckyccTBo Y3bekuctaHa 1920-1950-x ronos:
PEeNaTUBN3M B OLLEHKAxX OPUEeHTann3aLmnm pycckoro aBaHrapaa

Obpawascb k Hacneguio xypoxHukoB Yabekuctana 1920 - 1950
rogoB, Hem3bexHo nonagaewb B cepy KpalHEro pensaTusuama,
npegnarawoliero guameTpanbHO NPOTUBOMONOXHbLIE OLEHKM 3TOT0
ABneHns. KonoHnanbHble XyaoxHUKU? OpUeHTaNUCTLl — UCKaTenu
9K30TMKM? ABaHrapaucTbl, nepecTpavBallme MWUP NO 3aKOHaM
nckycctsa? [lponaraHgucTel Hapoxgawlierocs coupeanusma?
«MpuxBOCTHM BypXya3Hoit KyNnbTypbi» U hopmanucTl? Fepoun nnu
XepTBbl pexuma? OcTaBnss B CTOPOHE HAacnegme XyA0XeCTBEHHON
KPUTUKM, KOHCTAHTHO OTpaxaslueit rOCNOACTBYHLWY UAE0NOTNI0,
nonsiTaeMcs npoaHannanpoBaTh faHHbI eHOMEH, OTTaNkUBasCh
OT HEKOTOPbIX U3 NPELNOXEHHbIX NOCLINOK.

KonoHnanbHble XyOOXHUKM

Mocne pesoniounn gopmyna Poccus-metpononus — TypkecTaH-
KONOHMA, NPOM3BOAHAA KNacCMYeckoil CXembl €BpOMnenckoro
umnepuanuama, obuwenpuHatas kak B Espone, Tak u B Poccun,
HECMOTPS Ha O0COBEHHOCTM pYCCKOW WMNEPCKON [LOKTPUHBI,
MyccupoBaBluel ¢ Havyana XX Beka WMAEKw He 3aBOEBaHWd, a
BO3BpalleHWs K nepeoucTokam, TpaHcdopmupyetca B 1920-e
roabl B MUonoremy AByX YpOBHeN.

Ycunusmu  uctopukos (M. H. TMokposckuir, M. T. Tanyso)
popeBoniouuoHHas Poccus B COOTBETCTBMM C  paHHed
OonblWeBNCTCKON  AOKTPUHOA  BUAWTCA  TOMbKO  «THOPbMOM
HapoaoB», a TypkecTaH — «KONOHMe pycCKOro uMnepmanusmay, B
TO BpeMs Kak nepuog nocne 1917 roga BocnpuHMmaeTcs 3noxo,
03HaMeHOBaHHOW  [J06GPOBONMbHLIM  COK30OM  0CBOGOXAEHHbIX
HapodoB, TrOTOBALWMX MupoBYK pesontwuuio. 1930-e rogbl
NPUBHECNN WHOE NPOYTEHMEe WMNEPUANUCTUYECKON OPMYNbI:
Waes KOmNoHWanbHbIX 3axBaToB 6GeCNOBOPOTHO Wcye3aeT U3
NEeKCUKOHa UCTOPUKOB, €il Ha CMeHy NPUXOAAT Maes O «MUPHOM
npucoeguHeHun Hapogos CpeaHeit Asun k Poccum» n nporpammHas
yCTaHOBKa Ha CTPOMTENbCTBO cOLMann3Ma B «OTAENbHO B3ATOM
CTpaHe», NMEpPecTPOEHHOW K 3TOMYy BpPeMeHu B pecnybnuku no
HauuoHanbHO-TeppuTopuanbHomy npuHuuny (1924 - 1936 rr.).
Mopo6Hoe BHeKonoHWanbHoe npo4YTeHuMe ucTopunM TypkecTaHa
WCKNIOYano OLeHKYy NepBOro MOKOMEHWS COBETCKUX XYOOXHWKOB
Y3bekucTaHa Kak KonoHuanbHbIx. BMmecTe ¢ TeM, 3a UCKNKYEHNEM
Y. TaHcbikbaeBa u b. Hypanu, oHu Bce dhopManbHO NpuHagnexanu
K, UCnonb3ys TEpPMMUH 3NOXM, «Benukopoccam». PoauBwuch B
TypkecTaHe unu npuexas ctofa no cobCTBEHHOW Bone, MaHAaTy
TypUWKa pns «pa3BuTus KynbTypbl M WUCKYCCTBa», B pamkax
aAMWHUCTPATMBHOrO HakasaHus unu ¢ Lenbio n3bexaTb TakoBoOro,
OHW, BHE BCSAKOrO COMHEHWs, 4yBCTBOBanu cebs HocuTensmu
fonee BbLICOKOW KyNnbTypbl, KOTOpYl Heob6XxoaWmo 6bino JOHeCTH
B[O «Ty3eMUEB», yTpaTWUBLUMX NpUHLUNLI 1306pasnTensHOro
nckycctsa. COOTHOWEHWE [OMUHUPYIOWNA — LJOMUHUPYEMBIN,
XapakTepHoe AN CUCTEMbl METPOMONUS — KOMOHWUSA, COXPaHANOCH B
pamkax pycudukayum — coBeTU3aLumn co3HaHNUs u hopm obyyeHus
MECTHOTO HaCeNleHMs BOCTOYHbIX OKpauH.

MomuMo 3TOro, pacnpefeneHue XyAOXKECTBEHHbIX CUNT  Ha
«CoBeTckOM BoCTOKe» Takke YyknaAbiBanocb B KONOHUANbHYIO
LEHTPOCTPEMUTENbHYI0 CXeMy: TalKEHT, CTONMLA TYPKECTaHCKOro
reHepan-rybepHaTopcTBa, elwe [ONTO COXpaHsn 3a coboit ponb
OCHOBHOTO LieHTpa CpefHea3naTCckon XyLOXKeCTBEHHON XU3HN.

Alexander Nikolaev (Usto-Mumin). Friendship. Love. Eternity. 1928
AnekcaHap Hukonaes (Ycto-MymuH). Apyx6a. Jllo6oBb. BeyHocTb
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MckycctBo LeHTpanbHoi A3nm:

OpVIEHTaJ'IVICTbI — UCKaTenun 3K30TUKK

Mo cpaBHeHMID C NEpBbIMA MNOKOMEHUAMU PYCCKUX XYAOXKHWKOB,
cBAi3aHHbIX ¢ TypkectaHom 1860 — 1910 rogoB, korga cocTosnoCh
nognuHHoe oTkpbiTue CpenHel Asnu Poccueir m EBponoit, XyaoxHUKY
NOCTPEBOMIOLNOHHBIX AeCATUNETU N3HAYaNbHO He Bbinn nckatenamm
9K30TWUKM B cobBCcTBEHHOM cMbicne cnoBa. [lonyyeHHoe Hacnegue
- 1 B Buge aTHorpaduyecku-6eiTonncatensckux pabor, u B dopme
NOMNTU3NPOBAHHBIX WAMICTPALNA POCCUMICKOTO 3aBOEBaHWA — He
BAOXHOBNANO K nofobHbIM mouckam no npuyuHe bneknocTn yxe
co3gaHHoro obpasa TypkecTaHa M paankanbHOro M3MeHeHUs BUAEHUS
nonnTuyeckoin uctopun. Nommmo 3TOro, CTepKHeM 3noxu Obinn He
pOMaHTUYeCK1e HTepnpeTaLmoTAaneHHOro B KybTYPHOM OTHOLLEHUM
MUpa U He KynbTWBMPOBAHWE TpajuLWi BOCTOYHOrO McKyccTBa (TO
€CTb MO CYTW — CO3J4aHNe KNacCU4eckoh OpPUeHTanUCTCKO ANXOTOMMUN
3anaga u BocToka, Mupa CBOEro W 4yxoro), a co3faHue HOBOro Mupa
cornacHo nekanam 60MbWEBUCTCKOA YTONUM NPWU aKTUBHOM y4acTuu
HOBOTO UCKycCTBa. ATHOrpaduyecknir «<naynduam» XIX Beka yctynun
MEeCTO BOWHCTBYILEMY aBaHrapay.

ABaHrapaucTbl

Ysbekuctanckne xypoxuuku 1920 - 1930-x rogos, npuexaswue B
CpepHioto Asuio u3 Mocksbl, JleHunrpapa, Kneea n Cubupu, Gbinu
aBaHrapaucTamu «BTOpOro npu3biBa», KoTopble, Oyayun euwe
CTYAEeHTaMW, NpowWnNW MuCKyc pa3HoobpasHbix (HOpManuCTUYECKnX
yBrneyeHuit o1 Manesuya go Konuanosckoro. He 6ygyun noctaBneHb
nepen Heo6XOAMMOCTbIO pa3pbiBa C NPEAbIAYLLAM ONbITOM MUPOBOM
Xuonucn (3To yxe 6bINO COENaHo MX M3TpamMu) W OKasaBLIUCL B
CUTYaLMN OTCYTCTBNUA M306pa3nTENbHOrO NCKYCCTBA HAa MYCYIbMaHCKON
OKpauHe uMnepuu, OHW, 4yBCTBYs cebs KynbTypTperepamu,
n3bpanu He nyTb becnpefMeTHWYECTBa, HO OTAANW NpefnoyvTeHue
y3HaBaemomy u3obpaxeHuto mupa. logpacTepsB nepBoHayanbHbIil
pagukanuam pycckoro aBaHrapga B YycnoBusx CcBoeobpasHom
9K30TUKM TypKecTaHckoro Boctoka, XygoxHukn n3bpanu BaxHedwmnm
NnpMOpUTETOM CO3J4aHWe HOBOW, OWUNONAPHOA  XyAOXECTBEHHOM
CUCTEMBI, y4UTbIBAOLEN (DYHKLMOHMPOBAHNE aBaHrapAHOro UCKyCCTBa
B BOCTOYHOM KOHTEKCTe, NpefnaraBlweM «OpUeHTanbHbli» aHTypax u
cBoeobpasHble TpaanLMN AeKOPaTUBHOMO UCKYCCTBA.

Pa3BuTue cpepHeas3naTckoro asaHrapga, nowejwero no nyTtu
OpueHTanus3auum, npoTekano B [BYX OCHOBHbIX HamnpaBnNeHUsX,
HECMOTPS Ha HanuyMe MHOTOYMCNEHHbIX, HEPEAKO OMMO3ULMOHHbIX
no NpUHUMNAM, XYLOXECTBEHHbIX TPYNNUPOBOK (B 4aCTHOCTH,
B3aumouckniovatowme AXPP u «Mactepa Hosoro Boctoka).
B 1o Bpemsi kak A. Bonkos, H. Kawwuna, . Masenb, B. Ydumuyes,
H. KapaxaH u pgp. npo6oBanu c nomowbl M300pasuTenbHbIX
NPUHLUNOB, POXAEHHBIX HOBEALINM PYCCKO-eBPONENCKAM UCKYCCTBOM
(KOHCTPYKTWBM3M, [EKOpaTUBU3M U MPUMUTUBU3M), CO3[aTb HOBbIE
WHTepnpeTaLum BoCTOMHOrO MaTepuana, A. HukonaeBs (YcTo-MymuH),
A. Ucynos, O. Musrupesa u b. Hypanu nbiTanucb CUHTE3MpPOBaTb
npuemMbl BOCTOYHOW XMBOMWUCKU, NPENMYLIECTBEHHO MWUHWATIOPbI, C
WWNPOKO MOHUMAeMON eBPONENCKON Tpaguuneil, BknoYvaiowen B cebs
MCKYCCTBO PYCCKOW WKOHbI, UTanNbsHCKOr0 PeHeccaHca 1 eBponeiickoro
aBaHrapga XX Beka.
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Victor Ufimtsev. Semipalatinsk. Camel. 1922
Buktop Ydpumues. Cemunanatuxck. Bepbnioa

Alexander Volkov. Going of brigade out to field. 1930 s.
AnekcaHap Bonkos. Beixoa 6puraasl B none. 1930-e roasbl.
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MponaraHAMCTLI HAPOXAAKLErocs colpeanuama

Pyccknit aBaHrapf, npeTeHAylWMUA W3MEHUTb OCHOBHI MuUpa,
MMMOPTUPYS PEBOMIOLMI0 Ha BOCTOYHble OKpPaWHbl COBETCKO
MMMNEPUM, He MOr ycTosTb neped cob6nasHoM He TOMNbKO
BOCMPON3BEEHUS XenaeMmblx TpaHcgopmauuit BocToka, Ho
W aKTUBHOMO y4yacTUs BO BCEX MOMUTUYECKUX aKLuUAX HOBOWA
Bnactu. CoxpaHsis BOCTOUHbI aHTypax «MecTa LEWCTBUS», TO
eCTb apXuTeKkTypHoe obpamneHue, nei3axu, TpagnULUOHHbIE
KOCTIOMbI U 3THUYECKMUE TUMbI, C OJHON CTOPOHBI, U MOAYEPKHYTO
LeKopaTUBHbI XapakTep XWUBOMUCHU — C [pYroi, CpeAHeasmnaTckue
OpMEHTANUCTbl U3MEHUNU «AeNCTBUE», CKOHLEHTPMPOBABILUCH Ha
n3o6paxeHnn «HoBoil xu3Hu CoBeTckoro BocTokay, rge oHu camu
BbINK yxKe akTUBHbIMU JEACTBYIOLWUMI NULAMY.

B pesynbtate 4ero npakTMyecku HesameTHO Ans camux cebs
aBaHrapaucTel, Bce 6Gonee n 6onee «OpPUEHTANNU3UPYACHY,
npespaTUAUCL B coupeanucToB. [lepexoa Obln OTHOCMTENbHO
6e3bonesHeH, bo n aBaHrapf, 1 coupeannam TBOPUIM MO 3HAKOM
YyTONUM: N5 NepBbiX 370 BbINO TpaHCLEHAEHTHOE NpeobpasoBaHne
«mupa BoobGLWE», AN BTOPbIX — OTOOpaxeHue KOHEYHoro,
elle He CyllecCTBYlWLero pesynbTata TONbKO BYepa HayaTblx
KOMMYHUCTUYeCcKUX NnpeobpasoBaHmnit. C MUHCTUTYLLMOHANbHON TOYKM
3PEHNS, HAa CMEHY XYLOXECTBEHHbIM TpPynnUpoBKaM MNpPUXOAAT
LEHTpanu3upoBaHHble, C YETKO ONpefeneHHbIMU YycTaBamu,
Cotosbl nucatenei n xypoxHuko (1934 — 1957 rr.) n Akapgemus
XypoxecTB (1947).

«BypxyasHble» hopmanucTbl

CTanuHusaums coBeTcKOW KynbTypbl (koHely 1920-x — 1940-e
rr.) no-pasHOMy oTpasunacb Ha TBOpYecTBe MNpeAcTaBuTenei
cpeAHeasnaTCKoro aBaHrapfja, MHOTWE W3 KOTOPbIX OKasanucb
penpeccupoBaHHbIMM B XO4€ CTaNUHCKMX YNCTOK KoHUa 30-x rofos
(M. Kyp3uH, A. Hukonaes u ap.). OgHako 60nbwmrHCTBO 6€3p0N0oTHO
nepewno K CTEPeOTMMHbIM MNPUHLWUNAM COLMaNUCTUYECKOTO
peanusma, wnsberas BceMM BO3MOXHbIMM CpefcTBaMu ObiTb
obbaBneHHbIMM  «dpopmanuctamu». W nuwb  OTAenbHble
XYAOXHUKM B MOWUCKAX HOBbIX «COLWNANUCTUHYECKUX» TEM CTanw
paspabaTbiBaTh WMHYK KM300pa3nTenbHyl CTUAMCTUKY, OnNuU3Kyio
nouckam MeKCUKaHCKMX MoHymeHTanuctoB kpyra [. Pusepbl (A.
BonkoB, H. KapaxaH u gp.). [pu aTom odpuymansHas actetuyeckas
AOKTPUHA «HAPOAHOCTU» U «MCKYCCTBA, HALMOHANBHOTO No popme
W COLMannCTUYECKOro No COAEPXaHMio», pa3BNBaBLIASACS BKYNe C
©a30Boit MAeEN COBETCKO NponaraHabl O BEMKOM UCTOPUYECKOM
npowWwnomM cpefHeasnaTckux HapodoB (¢ Havana 1940-x rogos),
cnocobcTBOBana noagepxke uHTepeca k ONbKNOPHON CTOPOHe
HapogHOro UCKycCTBa M, CNEA0BATENbHO, K €70 OPUEHTANNCTCKUM
nHTepnpetauuam. OpueHTanusm, XoTb U C OroBOpPKaMu, nMonayyun
BO3MOXHOCTb Pa3BMTMS BHYTPW COLMANMCTMYECKOro peanusma
N ana y3bekncTtaHCKMX XYROXKHWKOB, CPefu KOTOPbIX K 3TOMY
BPEMEHM YyXe NOABUNIUCL HauuoHanbHble kaapsl (Y. Axpapos), no
CyTH, CTan eANHCTBEHHO BO3MOXHbIM MyTEM CaMOBbIPAXEHNS.

Takum o6pa3oM, KpailHMiA pensTMBW3M aHanM3a MCKyccTBa
Y3beknctana 1920 - 1950-x rr. oTpaxaeT CNOXHOCTb 3TOro
SIBNEHNS, BNUCHIBAIOWErOCS B NOHATUE OPUEHTanu3mMa, B KOTOpom
KaXablil M3 NpuMBEAEHHbIX Bbllle aCNEKTOB PEKOHCTPYWpyeT B
ANanekTMyeckon NocnepoBaTeNbHOCTM 3Tanbl OpPWEHTanu3auuu
PYCCKO-COBETCKOrO MCKycCTBa, NpeTeHAO0BAaBLIEro CNyXWTb W B
onpefeneHHON Mepe CNyXMBLIEro MPOBOLHUKOM €BPONeicKoi
KynbTypbl B CpefHea3naTckoM Mupe.

Pavel Benkov. Proclamation of the Uzbek Soviet Socialist Republic. Thend of the 1920 s.
Masen BeHbkoB. MpoBosrnawexune Y3CCP. KoHew 1920-x ropos.
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Boris Chukhovich

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

of the 21 century

Métissage as a real purpose of an utopian project

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

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

Djavlon Umarbekov. Homo sapiens. Canvas, oil, 1979-80
[lxaBnoH Ymapbekos. Yenosek padymHblit. Xonct, macno

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

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

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

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

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

baxogbip dxananos. [loa cBOAOM BEYHOCTH

®parmeHT peckn B Mysee uctopuu Yabekucrtana. dckus ppeckn yTBepxaeH Ha
3acefaHun cneyunanbHoit komuccun Akapemun Hayk YabekuctaHa B pespane 1995
roga. B 2002 rogy ®pecka 6bina yHU4TOXEHA NO NOCTAHOBMEHNO AKafleMUK HayK.

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

Uzbek Art Today

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

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

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

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

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

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

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

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

Grigoriy Koelet. Instructions. Installation project, 2002

Ipuropuit Koanet. MHCTpykumumn. MpoekT nHcTannayum




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

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

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

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

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

He is also curator of the “Musée d’art centre-asiatique” virtual
project.
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AKTyanbHbil ApxuBs

MckycctBo LeHTpanbHoi A3nm:

Bopuc HYyxoBuy

NckyccTBo Y3bekmucTtaHa BTOpon nonoBmHbl XX Havana XXI| BB.

MeTucax kak peanbHas uyenb yTONN4YeCcKOoro npoekTa

MaTpuua Bceobuero obbeanHeHns, 3anoxeHHas 6onblieBMKAMU B NPOEKT «HOBOTO
BocToka», nopoguna B 1960-e rogbl Hemano (PeHOMEHOB XYAOXECTBEHHOro MeTucaxa,
BblpaxaBLlWerocs B CKPELMBAHUU Pa3NNYHbIX ICTETUYECKUX «UHTPEJUEHTOB», B KOTOPOM
nocrnefHne He nepemMelWNBanuCb 40 HEY3HaBaeMOCTHU, HO COXPaHANN CBOIO aBTOHOMHOCTb W
coBCTBEHHbIN cneunduyeckunit «Bkyc». Tak, Haubonee n3BeCTHOE Npon3BeaeHue y3bekckon
apXuTEeKTypbl 3TOro BpemeHn — [laHopaMHblil kuHoTeaTp apxuTektopa Cepro CyTaruHa —
6bIn0 coeanHeHnem Byx 06bEMOB: Npo3payHoro gone B MUHUManucTckom ctune bayxaysa
nrnyxoro o6bema 3ana, BbINONHEHHOTO B hOpMe cpe3a A0pMYeCcKON KOMOHHbI. Mx BpacTaHue
APYr B [Apyra Hepeako KOMMEHTWPOBANoCb Kak B3aWMOMPOHMKHOBEHWE «OTKPLITOrO
3anafHoro» M «3akpbITOro BOCTOYHOrO» Hayana. He mMeHee eMKMM CMMBONIOM MeTucaxa
cTan rpagoCcTpouTENbHbLIA NPOEKT LeHTpa TawkeHTa, 06 beANHAIOWNA BOKPYT LEHTPaNbHOro
napka, HanOMUHAaKLWero yTonuyeckne ropofa-cagbl Ha4ana XX Beka, 4Be 4acTu: perynspHyto
«EBPOMENCKYI0» W XUBOMUCHO-«BOCTOYHYIO». MpeTeHgys Ha yHMBepCanbHOCTb, NoAobHas
CTPYKTYypa bblna oTKpbITa AN MHOKYNbTYPHbLIX MHbEKUWUIA. CKaxeM, Ha LLeHTpanbHON nnowaau
apxutekTopbl oTcTpounu B 1970-e rogbl aHcambnb, BOCNPOM3BOAALNIA Bpa3nnbCKyo yTONMIo
Humenepa.

MokoneHue xypoxHukoB YabekuctaHa 1970-x ropgoB — baxapbip [xananos, [xaBnoH
Ymapbekos, [aitpaT baitmaToB, no3xe Bayecnas AxyHos, Cepreit Annbekos, Anekcanap PasuH
— [leMoHCTpupyeT cnocobHocTb, Nnoao6HO kapponnosckon Anuce, cBobogHO nepemewiaTbecs
no obe CTOPOHbI OPWEHTANUCTCKO-eBPONEUCTCKOro 3epkana. HeogHOPOAHOCTb W MyTauuu
MX WAEHTUYHOCTWM OTYETNIMBO BbLIPAXKAKWTCA Ha MNACTUYECKOM YpoBHe. [okasaTenbHbIM,
Hanpumep, sBNSETCA CTPEMNEHUE COEAMHWUTb B OLHOM MNPOWU3BELEHWM pauKkanbHbli
cdurypaTusuam, Bocxoasawuni kknaccuke XVIliseka, nabcTpakTHY0 XUBONUCH, aCCOLUUPYEMY IO
TO C «akafeMnyeckum aBaHrapaom» 3anajga, To C reoMeTpuyYeckuM UCKYCCTBOM MCIIaMCKOro
Mupa. PacnnbiB4aToCTb M TMOKOCTb accounaynin genaeT BO3MOXHbIM ynoTpebneHne aTtoro
npuHymMna, kasanocb Obl, COBEPWEHHO Pa3NINYHBIMKW XYLOXHMKaMu: ckaxem, Baxagbipom
[OxananoBbiM, CO34aBLIKM HEMANO NPONU3BELEHNNA, aHTAXMPOBAHHbIX Y30eKCKOW BNacTbio, 1
BsyecnaBom AXyHOBbIM, CTOMb Xe cTabunbHO OCTaBaBLIMMCS B ONNO3NLUM OULNANBHLIM
XYBOXECTBEHHBIM UHCTUTYTaM.

OduymanbHOe UCKYCCTBO 1 ABREHNE aHaeprpayHaa

OTHOCUTENbHAsA MATKOCTb OPULMaNbHbIX 3CTETUYECKNX YCTAHOBOK Ha Nepudepun CoBETCKOro
rocygapctsa ocTaBnsfna HeKOTOpPOe MPOCTPAHCTBO AN (POpManbHbIX 3KCNEPUMEHTOB. Te,
KTO He xenan crefosaTh B papeaTepe COLMANNCTUYECKOro peanuama, UMenm BO3MOXHOCTb
OTKNOHUTLCA Kk abcTpakTHon xusonucu (KOpuit TangbikuH, Bnagumup BypmakuH) wnw,

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

Bayecnas AxyHos. Knemka dns soxded. B 2001 200y uHcmannayus 6b11a 3anpewjeHa K NoKasy 8 pamKax
TawkeHmcko2o GueHHane
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Bahadyr Djalalov. Comprehension of unity. canvas, acrylic
Baxoabip xananos. Oco3HaHne eanHCTBA. XONCT, akpun

Vlyacheslav Ahunov. Pastoral. Canvas, oil, 1997
Bsuecnas AxyHoB. actopanb. Xonct, macno

ckaxem, k runeppeanusmy (Fappn 3unbbepman), nuwb 6bl 3TN OTKIIOHEHUS
He Obinu Hapo4nTo HanpaBlieHbl NPOTUB COBETCKON naeonoruu.

Hapsigy ¢ couuanucTMyeckum peanusamMoMm U Kak Gbl B ero pamkax B
pecnybnuke nosBnseTcs ele OAWH BUA OMMLMANBHOTO WCKYyCCTBa,
aKTUBHO MOALEPXMBAEMbli MeECTHOW MONMUTUYECKON 3anuToin. Peub
naeT o «HauuoHanbHOM pPOMaHTU3ME», B LEHTpPe KOTOPOro ocraeanach
durypatMBHas  KMBOMWUCb, YCIOXHEHHAs MHOXECTBOM MNNAHOB U
nepcnekTUBHbIX NocTpoeHuit. Ee copepxaTenbHbIM CTEpxXHEM Obin
KynbT cpefiHeasnaTckol APEBHOCTM U aKLEHT Ha TeMe KOPHEN M UCTOKOB
cpefHeasmaTckux HapogoB. Takum obpasom, aHaeprpayHg B Y3bekucraHe
aomkeH Obln NMPOTUBOCTOSTb  Cpasy [ABYM NpOTMBOGOPCTBYHOWMM
ouymanbHbIM AOKTPUHAM.

AHpeprpayHn npefnoyen «napannenbHoe WCKycCTBO», MOCTPOEHHOE Ha
camopedepeHuuax M nepexuMBaHWM CO3BYYHbIX €My XYLOXECTBEHHbIX
SBNIEHMIA, nonafaBWuX B Y30ekncraH U3 «BHEWHEro Mupa» OKOMbHbIMM
nytamu. Moxet 6biTb, Hanbonee OpuUrMHanNbLHOW W YKOPEHEHHOW B €ro
MHTENNeKTyansHOM KOHTEKCTe Obina rpynna ¢epraHckux XyAOXHMKOB,
nopoAuBlIas POACTBEHHbIE XYAOXECTBEHHbIE (EHOMEHbl U TEKCThl,
CBUAETENbCTBYOWME He Tonbko 06 ofwem wHTepece rpynnbl K
«knaccmyeckomy BocToky», HO u 06 ocoboit ponn, KOTOPYKW UrpawT B
MX OYXOBHOM MWpe HeKoTOopble eBpomneickue aBTOPbl, Ybe TBOPYECTBO
HanonHeHo Temamu OpoAskHMYeCTBAa UM W3rHaHuWa. B vacTHoCTM,
«Mnagodepradlibly  BAOXHOBMSIKTCS UTaNbSAHCKAM TepMeTU3MOM U
CpefLM3eMHOMOpPCKON no33nen BoobLe, «MUHYS (MO BbIpaXEHWUID OLHOrO
13 nugepos aToi wkonbl. — b.4.) pycckyw nutepatypy». COOTBETCTBEHHO
1 paboTbl (PepraHCcKkUx XyAOXKHUKOB HacbIWeHbl MNNOTHbIM CIOEM
MHTEPTEKCTYaNbHbIX U MHTEPBU3YaNbHbIX LUUTAT, KOTOpble NpubAMXawT K
MHTENNEeKTyansHOMY NOCTMOAEPHU3MY UX TPaAWLWOHHO CUMBONMUYECKYHO
1 npuxotnueo npopaboTaHHyto xusonucb ([puropuint Koanet, Ceprent
Anunbekos, Bayecnas YceuHos).

WckyccTBo Y3bekuctaHa cerogHs

OduumnanbHoe wuckycctBo. B ycnoBusx Bo3Bpata Kk TOTanuTapHom
nonuTuYeckon cucteme ysbekckoe ouynanbHoOe UCKYCCTBO BbICTpanBaeT
HOBYI0 XaHPOBYIO Mepapxuio. HaBepxy nupamuabl HaXo4ATCS NPON3BefeHMs,
3aKasaHHble BbICWIEN BNacTbl, Kak, Hanpumep, nNamsTHUK Tumypy B
TawkeHTe, My3eit uctopun TumypuaoB unu dpecka 8 Mysee uctopuu. 91u
paboThl KaXyTCs OPUEHTANNUCTCKMMU BapuaLnsmMu Ha coupeanucTuyeckmne
TeMbl, kasanocb Obl, HaBeku norpebeHHble NOA KyNbTYPHBIMW CIOSAMMK
nepecTpoeyHbiX KaTaknuamoB. HekoTopble dparmMeHTbl coupeanu3ma,
TpeboBaBwero n3o6paxeHns «XU3HW B e PEeBONIOLUOHHOM PasBUTUMY,
okasanuce 6€3B03BpaTHO yTpayeHHbIMM, Apyrue, nNpeAcTaBneHHble
«MONOKUTENbHLIMU TEPOSIMUY» N «HALMOHANBHO! POPMOIA», — COXPaHUANUCH
Hennoxo. «Benukoe npownoe» cTtano 3epkanbHbIM OTpaxeHnem Gbinon
coypeanucTuyeckoit pytyponorum.

Akagemunyeckoe NckyccTBo. B oTnuyme ot coBeTckux Bnacten, ysbekckue
MAEONOr He NbITalTCs yNpaBnaTh opManbHbIMM noMckamMu u Tem bonee
3anpewatb Ux, ByAb To akafemmnyeckas abeTpakuns nan HeoMONbKNOPHbIN
NPUMUTUBM3M. TeM He MeHee, AeATenbHOCTb AKagemMun Xy[oxecTs,
obbeguHAWen  npodeccuoHanbHbIX — XYAOXHMKOB  YsbekucTaHa,
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MckycctBo LleHTpanbHon Asuu:

ocTaeTca BnneTeHHOW B oOWyl couuManbHyw Wepapxuw, M B
Hel camol Takke NpPOCNEexXUBATCA Wepapxuyeckue CTPYKTYpb
«BTOPOr0 nopsigka», onpeaenswline 3HaYUMOCTb TOr0 UK
WHOTO HanpaBneHus B y3beKckoM uckyccTee. [loMUHUpPYeT 3aechb
MOWUCK 3CTETUYECKOro 3KBMBANEHTa MONUTUYECKOMY AUCKYpCYy O
BO3POXAEHHOW Tpaguuuu, NpepBaHHOM B Xode KOMOHM3auunW U
coBeTnsaunu. eomeTpusayms, MuHWaTpU3aLng U apxausauus
XYROXECTBEHHOr0  93blka  NpM3BaHbl  NPOJEMOHCTPMPOBATH
CTUNNCTUYECKYIO CBA3b aKaAeMMYEeCKOro MCKYCCTBA C NaMATHUKaMK
ApeBHei 1 cpeaHeBekoBOM KynbTypbl CpegHel A3umn, a ctpemneHue
K HOBbIM Meaua — o6HOBNEeHWEe APEBHEN KynbTypbl U OpraHnyHoe
HapoX4eHue MHHOBaLMil U3 Tpagnuuni.

AHpeprpayHs M WCKyCCTBO MMMUrpauun. XoTs MOYTM BECH
y3bekckuit aHpgeprpayHg 1980-x okasancs B amurpayuu nocne
nepecTpoiikn, HeKOoTOpble €ero npeacTaBUTENM MNO-NPEXHeMy
paboTatT B Y3bekucrtaHe. TBOPYECTBY TEX W APYTUX CBONCTBEHHbI
TEMbl HOMAAW3Ma, WM3rHAHHWMYECTBA, CKPELlEHHbIX XPOHOTOMOB,
W UHTENNeKTyanbHbIX PEMWHWUCLEHLWUN, B KOTOPbIX BCMMbIBAKT
BpeMS OT BPEMEHM pasfUYHble MUKW COBETCKOM YTOMUM.
MapapgokcanbHblM 06pa3om, okasaBlWwuch Ha 3anage, XyLOXHWUKM-
SMUTPaHTHI CTankuBawTCcs C ewe 6onee HaMBHBIMK, HO HE MeHee
BMNACTHbIMW OPUEHTANUCTCKUMM KNULLE, HEXENN Te, 4TO ObITYHOT
B TOW cpefe, KOTOPYW OHU MOKMHYNM. XYAOXHUK AomxeH nubo
npeabaBuTb nybnuke oXuaaemyw OT HEro 3K30Tuky, nubo
CMEHUTb MOEHTUYHOCTb (HEpPeAKO XYAOXHMKM M3 Y3bekucTaHa
npeactasnsawT cebsa Ha 3anage «pyCCKUMM», «apMSHCKUMMY,
«EeBpPENCKUMUY XyOOXHMKamMun), Nnbo, HakoHel, NPOAOMXUTb CBON
TBOPYECKMA MOMCK B CTaTyce 3amafHOro XyAOXHMKa, NpuHumas
HOBble MpaBuna Urpbl 1 nNepexons W3 CTaguu W3rHaHHUYECTBa K
aKTUBHOMY AENCTBUIO B HOBOM KOHTEKCTE: YOMSIHEM B 3TOI CBSI3M
uMmeHa AnekcaHgpa PasuHa, KoHcTaHTuHa TutoBa, [puropus
KoaneTa, Wpunbl 3aBbsnosoii, Tumypa [I'Batca.

MCKyCCTBO cakBosxa. Kak # BO MHOrux CTpaHax, He umeBLWnx Ao
KONMOHM3aLuun TpaguLMin CTAHKOBOM XWBOMUCK, CNPOC Ha KAapPTUHbI
B Y3bekucraHe onpefenseTcs B 3Ha4YMTENbHON YaCTU NPUEIKUMU:
TypucTamu, guniomMatamMum M KOMMEpPCaHTamu, COTPyLHUYaWNMK
¢ Y3bekuctaHoM. [ins ux ycnyr co3gaHo HEMano XyAOXECTBEHHbIX
CaNioHOB, B KOTOPbIX HepeaKko BbICTaBNAKT CBOW Npou3BedeHUA
KaK Manou3BecTHble, Tak U UMEHUTbIe XYOOXHUKWU. 3,Cler Takxe
npeobnagaet opueHTanucTtckas npobnemaTuka: kak npasuno,
B rnasax nokynatens npuobpetaemoe nNpOW3BEAEHWE [OJIKHO
ObITb penpeseHTaTWBHBIM ANS TOrO peruoHa, rae OH okasancs.
CywecTBeHHOe 3HayYeHne npuobpetatoT rabaputel paboT, KOTOpbIE
OOMXKHbI ObITb Nerko TpchnopTaGeanbl M He AOCTaBUTb XNOMNoT

Alexander Razin. Black Box. 1999, ready-made
AnekcaHOp PasuH. YepHas kopobka
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ux Bnagenbuy, yknagbisatowemy 6arax nepef Bo3BpalieHueM Ha
POANHY.

Contemporary art. Ecnu noHumatb N0J  «COBPEMEHHbLIM
NCKYCCTBOM» TBOPYECTBO B HETPAafMLMOHHBIX MeAna, TakoBOe
nosensetcasY3bekuctaHe ¢ 1980-xrogoB, Korga BbIpUCOBLIBATCA
ABa HanpaBneHus, npetepneBatwlyne Metamopdosbl No et AeHb.
[pu BCeN yCnoBHOCTW TEPMUHOB, UX MOXHO Bbino Obl HasBaTb
3anagHUyeckuM N MOYBEHHUYECKUM.

B pamkax nepBoro HanpaBnewus Obina cAenaHa cTaBka Ha
BOoCnpon3BefeHne u obbirpoiBaHne B y36EKCKOM KOHTeKcTe
HekoTopbiX uaei, anpobuposaHHbix Ha 3anage. Mpumepom Tomy
MOTyT CNYXMUTb BbICTABOYHble OMNbITHI rpynnbl «Peabunutauns
BO3MOXHOCTEN», KOTOpas cnoxunacb Bo BTopon nonosuHe 1980-
X TOAOB W pacnanacb NOCNe 3MUrpauuu rmaBHbIX AENCTBYHLWMX
nuy. flaxe ecnu npoToTMnbl HekoTopbix paboT rpynnbl Gbinu
0YeBUIHbl — KOMBUHALMM NepeKpalleHHbIX AWMKOB KaHLenapekux
wkaoB CO BCEM WX COAEPKUMbIM SIBCTBEHHO HamoOMUHamM,
Hanpumep, paboTbl Jlyns HeBenbCOH, — XYAOXHWKA CTPEMUAUCH
afanTupoBaTb 3aMMCTBOBaHHble uaen Kk ObICTPO MeHsBLelics
y3bekckoit pencteutensHocTu. Ckaxem, obopaymBanme 06bEKTOB,
cTaBluee Ha 3anaje NoYTH akafeMUYeCKUM KaHPOM COBPEMEHHOTO
nckycctsa, Oyayyum npumeHeHHsIM K 6rocTam  pykoBoauTENS
pecnybnuku nepuofa «3actos» lWapada Pawwuposa, nopoxaano




Alexander Nikolaev. Aquarium. 2004
Anexcanap Hukonaes. Aksapuym

Alexander Nikolaev. Chain. 2003
AnekcaHap Hukonaes. Llenb

He TONbKO HOBble Ans Y3beknctaHa 3cTeTU4eCKkue peanuu, HO W paclINpsano
ropu3oHTel cBOGOAbLI TBOpPYECKWX BbiCKa3biBaHUW. OCOOEHHO BaxHbIM B
AeaTenbHOCTU rpynnbl 6biN0 NpeacTaBNEHNE BbICTABKM KaK CNEKTakns — apTUCTbI
CO3HaTeNbHO NNaHupoBanu BO3MyLeHMe NyO6NnuKM W LanbHendwyw nepebpaHky
C HeW, ycTpauBanu KOCTHOMUpPOBaHHble ponesble obcyxaeHus u T1.4. 70
CTpEMNIeHMe K TeaTpanus3auuv eABa He BbIMMMNOCh B OCYL,ECTBIIEHME MpoekTa
CMeKTaknsd, Wrpaemoro XyAoXHWKamW no Xo4y CO3JaHus XYAO0XEeCTBEHHbIX
npousBefeHunit: peyb wna o nofgobuu puan-woy, nocewas KOTOPOe 3puTenu
CTAHOBWMUCb COY4YaCTHMKaMKU COBMECTHOrO KpeaTuBHOro akta. B 1990-e
rogbl 3Ta nepdopmaTUBHOCTL Obina pas3BUTa B HECKONMbKMX KOMNEKTUBHBIX
MHCTaNNSUMOHHbIX NpoekTax «lpekpacHblie 70-e», «M3 BUrBama B BUrsam» u T1.4.
(Opken Karapos, Muxaun [OxanansH, Tumyp Axmepnos, AnekcaHnap Hukonaes),
npegcTaBnswwmx coboit Heky TeaTpanbHyl aekopayunio, Tem 6onee yMeCcTHylo,
4TO ycTpauBanuch atu akuum B oie teatpa «Mnbxom» n «Joma kuHO».

«oyBeHHMYeckoe» HanpasneHue ObINO OTKPLITO nepdopmaHcom «JlecTHULbI
B Hebo» n uHBalpoHmeHTamn «Twopkckui npoekt | n |I» BayecnaBa AxyHoBa,
OCYyLWeCTBNEHHbIMU 3TUM XyaoxHukom B Wcdape (Tapxukuctan) u gonune Yy
(KblpreiacTaH). 3aecb B OCHOBe «akTyanbHOro» nexano obpaljeHne kK ApeBHEMY
W apXxau4yHOMy WCKYCCTBY perumoHa, ero BTOpUyHas nepepaboTka u HaxoxpeHue
Ha nepecevyeHUN UCTOYHMKA W nepepaboTaHHOro NPOAYKTa HOBbIX 3CTETUYECKNX
apektoB. Ta ke nporpamma obbeguHana rpynny Ab6ayxakuma TypabieBa u
kpyr «lWamaH-apT», chopmupoBaBwmiica Bokpyr JHrens McxakoBa. XyAOXKHUKY,
BXOAMBLUME B 3TN 0ObeaMHEHNs, CTapanuch pa3faBUHYTb XaHPbl TPAAULMOHHOTO
CT@HKOBOTO TBOPYECTBA WNM BOBCE WX MNOKWHYTb, obpawascb B nouckax
anbTepHaTMBbl K NOKanbHOW Tpaguuun. Mpu 3TOM OHM He GbinnM HaueneHbl Ha
pa3obnayeHne Kakux-To NpeablayLMX 3CTETUYECKUX LEHHOCTE, YTO XapakTepHo
ANS cou-apTa MM COBPEMEHHOro MCKycCTBa 3anaja: HUTUMU3MY XYLOXHUKM
NPOTUBONOCTABNAKT yBaXeHWe K Tpaguuum n CO6CTBEHHY KOHCTPYKTUBHOCTD.
Ninpepom atoro Hanpasnexus B koHue 1990-x n Hayane 2000-x rogoB CTaHOBUTCSA
[xamon YcmaHOB, 4YbM «CYy(PUCTCKME WHCTANAALUWY», HE Tepss NUPUYHOCTM
XMBOMUCHK, COCPeOTOYEHbl HA pa3paboTke HOBbIX Ans Y3bekuctaHa anemMeHTOB
BM3yaNlbHOTO XY[JOXECTBEHHOTO f3blka: Urpe CO CBETOM, MPOHWKAWLLUM CKBO3b
MPOCTPAHCTBEHHbIE CTPYKTYPbI, UNTW XE OPHAMEHTaL MM NNOCKOCTM N NPOCTPaHCTBA
C MOMOLYbK HETPaLWLMWOHHBIX MaTepnanoB. 3aMeTUM, 4TO, NOCKONbKY BUAEHUE
«MCKYCCTBA Kak xpama» npu 3TOM He NoABepranocb COMHEHUIO, MOYBEHHNYECKOE
aKkTyanbHOe WCKYCCTBO MUPHO COCYLEeCTBYeT C akafeMW4eckum W 4acTto
pacTBopsieTcs B HEM, Tepss cOoOCTBeHHble Lenn. 3ameTHOW CTaHOBUTCS Moja
BHOCUTb KOCMETMYECKMe 3NEeMEHTbl MHCTannauuin u nepdopmaHca He TOMbKO
B akajeMuyeckne BbICTABKM TPaAWLWOHHOTO CTAHKOBOTO wuckycctBa (Akmanb
Hyp, ®ansynna AxmaganueB u Ap.), HO Jaxe M B KOMMEPYECKOE WCKYCCTBO,
BbICTABNAEMOE B Xy[JOXECTBEHHbIX canoHax (ranepes «KapasaHy).

K Hauany 2000-x rofoB B COBpeMeHHOM UckyccTBe Y3bekncraHa BbipucoBbiBaeTcs
U TpeTbs MNepcrnekTuBa, Bbipaxawwascs B ONNO3ULUKM NEPBbIM [BYM W
OTCYTCTBWUM CKOMbKO-HWOYAb OTYETNMBOW NPUBA3KM K «EBPOMEUCTCKOM» UMM
«OPUEHTANUCTCKOMY MOEeHTUYHOCTU. XyAoxHuku, paboTalowne B pamkax
3TON Mmapajurmbl, Takke MOryT BAOXHOBNATbCA apxaukoil (BsyecnaB AxyHos,
«Wymepckas knuHonucb», 1996; Anekcangp Hwkonaes, «Kosuer», 2003) unu
Xe HefaBHUM npownbiM (MUHMManUCTCKne MHcTannauun Enensl KamBuxoi,
kak, Hanpumep, «3anag wun Boctok», 2004). OpgHako CyWeECTBEHHbIM e€e
OTNNYUEM SBNSAETCA HE «3CTETU3ALNU NONUTUKUY, HO «MONUTU3ALNS ICTETUKMUY,
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MckycctBo LeHTpanbHoi A3nm:

CBOWCTBEHHAs, CKaxXeM, MHCTannAuMoHHbIM onbiTaMm Bsayecnasa
AxyHoBa. Wx  coumanbHylw  3HAYMMOCTb  MapajoKcanbHO
obHapyxnBaeT TOT ¢akT, 4To 60NbWUHCTBO PaboT, NOCBALEHHbIX
«bpeHHOCTM Bnactu» («JleHUHckue ropku», «[eHbrn - necok
— [eHbrn»), 6bINn BbICTABNEHbl NUWb B MAacTepCKON XyLOXHWKa.
EavHCTBEHHYI0 nonbITKy ux o6HapogoBaHna AkagemMus XyLoXecTB
onepaTWBHO npecekna, 3anpeTuB nokas «Knetkn ans Boxgen» 3a
10 MuHYT Bo oTKpbITMA TawkeHTckon BueHnane 2001 roga.

lMapagokc 3aknioyaetcs M B TOM, YTO cama Bbicwasn ysbekckas
Bnactb npuberaeT NOpoil K OPUrMHambHbIM KPEaTUBHbIM aKTam,
koTopble Mornu 6bl BbITb KnaccuduumpoBaHbl kak contemporary
art. OgHon n3 Hanbonee BbIJAKWMNXCA NHCTANAALNA, CO3AAHHbBIX B
Y3bekucTaHe, sBnsetca namaTHuk HesaBucumoctu Y3bekncraHa,
B KOTOPOM COCYLWECTBYOT aneMeHTbl ready-made (noctameHT
npeabiayliero namaTHuka JleHuMHy) u  cloppeanucTUyeckoro
rpoTecka (rmobyc OTAeNnbHO B3ATOM cTpaHbl). OTBnNekascb OT
NOBEPXHOCTHbIX O(ULMANbHLIX TONKOBAHUA 3TOr0 MOHYMEHTA,
TPYAHO He yBuAeTb ONM30CTb €ro NNacTUYeckoro A3blika
TOW TeaTpanu3auwu, KOTOpas CBOWCTBEHHA CEroAHfLIHEMY
akTyanbHoMy uckycctsy 3anaga. CpaBHuBas rnobyc, HaHM3aHHbIN
Ha OndeneBy 6alH0 1 NOCTABAEHHbLIN HA BEPLUNHY NPa3AHNYHOTO
TOpTa (3HAMeHUTash MHCTANNALMS UCNAHCKOrO XyAOXHUKA AHTOHU
Mupanbga «MepoBbiin mecsau», 1989), u rnobyc Yabekucrana,
BOAPYXEHHbIN Ha neHWHckuit noctameHT (1992), ocosHaelb,
4yTo C OpManbHON TOYKW 3PEHUS 3T COOPYXKEHWUS MOYTH
TOXAECTBEHHbI.

ABTOp  sABnAeTCS  Hay4yHbIM  cOTpyAaHukom  JlabopaTtopum
akcnepumeHTansHon myseonorun (LAMIC, Musée d’art contem-
porain de Montréal) n mexancunnnMHapHON MccnesoBaTenbCKol
rpynnbl «Le soi et I'autre».

OH Takxe SBNsieTCS KypaTopoM BMpTyanbHOro npoekta «Myseil
LeHTPaNbHOa3NaTCKOr0 UCKYCCTBaY.

Jamol Usmanov. The Blind Men and the Elephant. 2003
[lxamon YcmaHnos. Cnenubl n CnoH

Fayzulla Akhmadalie, Jamol Usmanov. X Position 2005
®ansynna Axmapanues, [Ixamon Ycmanos. X Position
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Vyacheslav Akhunov

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

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

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

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

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

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

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

Boris Chukhovich

Vyacheslav Akhunov, Sergey Tychina. Money-Sand. Sand-Money. 2004
Bsiuecnas AxyHoB, Cepreit TeiunHa. [leHbru-Tecok. Mecok-fleHbru
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Bayecnae AXyHOB

TeBopuecTBO BsvyecnaBa AXxyHOBa COOEPXWT CNeAbl MHOXECTBa MAEHTUYHOCTEHN:
KaKk aBTOp akagemuyeckoil aGCTPAKTHOM XKWUBOMUCK, OH, KAXeTcs, He MMeeT Touek
COMPUKOCHOBEHUS C TBOPLOM CBOMX MHOTOYUCIEHHbIX WHCTANNAUWiA; Kak nucaTeNb-
dunocod, paboTawwmit Hag NOCTMOAEPHUCTCKAM CIUSAHUEM 3CCe U poMaHa, OH HUYEM
He HanoMuHaeT XYAO0XHWKA, YBIEYEHHOTO HOBbIMY (DOpMaMu NONNTUYECKON caTUpbl.

B Hayane 1980-x rooB OH ObIN M3BECTEH KAaK MHULMATOP NepPBbIX Y30EKCKNX XeNNEHUHTOB
(«Mpeomonenune nponactu», 1980; «CmbiBaHue n cxuraHune Tekcta», 1981; «Cnapkas
peka», 1981) u 0gQHOBPEMEHHO — Kak XMBOMUCeL, B MUKY OPULMANbHOMY WCKYCCTBY
OTCTauBalLWMA XaHP «MO3TUYECKOro Heopeanuamay» («lopswun gom», «Mapagurma
Benoro KoHsa», «dom OgnHokux», «XygoxHuk Manu»). B Havyane 1990-x oH npeTeHayeT
Ha W3rHaHWe W3 CBOEro MNacTM4Yeckoro CroBaps BCEro, YT0 HE WMeeT OTHOWEeHMS
COOCTBEHHO K XWBOMUCHOM peun (cepusi «ToTanbHas XWBOMUCbY»), HO OAHOBPEMEHHO
CO3AaeT nepBble CpeaHeasnaTCkne MHBAMPOHMEHTbI («THPKCKWIA KypraH», «THPKCKUi
npoekt» u 1.4.). B Havane 2000-x rogoB, 3aHMMasACb B OCHOBHOM WHCTannAUUAMU U
nuTepaTypHbIM TBOPYECTBOM, OH BHE3aNHO BbINONTHAET CEPUKD XNBOMUCHbLIX KOJ'IJ'I&)KGVI,
0CTpOyMHO nepedpa3supys 3HameHUTbie paboTbl pycckoro opueHTanucta Bacunus
Bepeljaruia u opraHusys BUpTYyanbHY0 BCTPEYYy AOKONOHWANLHOTO W KOJNIOHMANbHOrO
npownoro CpegHen A3un ¢ ee NMOCTKONOHWANbHLIM HacTosAwWwMM («Anoeos BOWHbI |1,
«BopoTta TamepnaHa Il»). B 3TOM MHUMOM WAEHTUPUKALMOHHOM Xaoce SBCTBEHHO
BblIpUCOBbLIBAOTCA ABe CUNOBbLIE NMUHUU, KOTOPbIe Nnerye NoHATb Ha (*)OHG nepexogHoro
nepuoga, nepexunsaemoro uckycctsom CpepHeit Asuum B nocnefHue pecatunetus XX
BeKa.

KnsonucHoe obpasoBaHue, nonyyeHHoe AxyHOBbIM B CypUKOBCKOM WHCTUTYTE
Akagemun xypoxects CCCP B MockBe, NO3BONMMNIO €My cCbirpaTb POJSib TPOSHCKOrO
KOHS, BHELPWBLIErocs B CUCTEMY KOHcepBaTWBHOro yabekckoro wuckycctsa 1970-x
ropoB. CyducTckue MOTWUBBI, NOsSBMBLIMECA B ero TBopyecTBe B 1970-e rogbl BMecTe
¢ obpasamu NTUL W XKMBOTHbLIX, @ TakXe B pa3HooOpa3HOM BapbWPOBAHUN TeMbl FMUHbI,
necka u 3emnu, 6bINM NOAXBaYeHbl U Pa3BUTHI NOKONEHWEM XYAOXHUKOB NEPECTPOEYHOrO0
M MOCTNEPECTPOEYHOr0 BPEMEHM, MPOAOMKAKWMNX ISKCNNyaTUpoBaTb 3TU CHXETHI
BNNOTb O cerogHswHero AHa. Cam xe AXyHOB ObICTPO OTOWEN OT TEMAaTU4ecKoro
curypaTnsuama u anpobupoBan B CBOUX KMBOMUCHbIX paboTax HECKOMbKO CMEHSIOLLMX
apyr apyra napagurm. CHavana 6bina abctpakuns kak TakoBas, 3aTeM HanoXeHWe apyr

Vlyacheslav Akhunov, Sergey Tychina. Ascent. Video. 2004
Bsuecnas AxyHoB, Cepreit TelunHa. Bocxoxpaenne. Bupeo
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AKTyanbHbil ApxuBs

MckycctBo LeHTpanbHoi A3nm:

Ha apyra cnoes abCcTpaKTHOW XMBOMNWCU M peanuCcTUYECKUX penpe3eHTaLui, a Takke
cBoeobpasHas cepuorpadus Ha akafeMuU4Yeckuih naj, nepeBopavuBaBlias C HOM Ha
ronoBy uaeu JHau Yopxona. 3Ta B OCHOBE CBOE MOLEPHUCTCKAs NMUHUSA OKa3blBaeTcs
npepBaHHON — NNK Xe 3aBepllieHHoin — B cepeanHe 1990-x rogos.

MapannenbHo ¢ NOABEAEHUEM MOAEPHUCTCKUX MTOroB AXYyHOB npuberaet k gopmam
COBPEMEHHOT0 UCKYCCTBA — MHCTaNNALNAM, NHBANPOHMEHTAM, XENMEHUHTaM U, HaKoHeL,
BULeoapTy — obHapyxuBas npyu 9TOM AE€CTPYKTUBHOE OTHOLWEHMWE K TON ypOaHNCTUYECKON
XYBOXEeCTBEHHON KynbType, B paMkax KOTOPOW YCMeWHO OCYLEeCTBAAETCA ero kapbepa
xusonucua. MNepBoHayanbHble OMbITbl @KTyanbHOr0 UCKYCCTBA CBA3bIBANUCH AXYHOBbLIM
C MUCTUYECKN BOCMPUHATLIMU «BOCTOYHBIMIUY JOKTPUHAMMU — A33HOM U CYPU3IMOM (aKL UK
«Megutauyuu, unn HukyemMHoe BpeMAnNpenpoBOXAEHMe NaHTensmatukosy, 1979 — 1991).
B panbHelwem akueHT cmewaeTcs B CTOPOHy Oonee counanbHO OPUEHTUPOBAHHOTO
WCKyCCTBA, Mrpawmlero nONUTUYECKMMU  KOHHOTAUWAMM  (Cepus  MHCTannayui
«CTpaHcTBytowme bapxaHbl», «[lecok 3abeenus», «JleHnHckne ropku», «Knetka gns
Boxaeny, koHel 1990-x — Havano 2000-x rr.). HakoHel, B Hayane 2000-X rogoB Xy[oXHUK
ocyuwecTBnseT nepsble paboTbl B 06nacTu BuLeoapTa, B KOTOPbIX BHOBb BO3HMKAET TeMa
cycuctckoro Mytun («BocxoxpeHne», 2004) n octaHoBOK Ha HeM («Yrony, 2004).

B nocnepnHue roabl AXYHOB aKTUBHO COTPYLHUYAET C XYAOXKHUKOM U Au3anHepom Cepreem
TbI4MHOM, CTABLUUM €ro COaBTOPOM NpU CO3JaHUM HECKONbKUX BUAEONPOEKTOB («Yromny,
«Bocxoxgenuey, 2004) n nHctannsuuin («JeHbrn — necok — geHbru», «Agam, EBa u...
apyruer, 2004).

HeobxoanMMo OTMETUTH, YTO Kaxaas MAEHTUYHOCTb AXYHOBa nopoxaana B Y3bekucTtaHe
BOMHY NocrejoBaTeneil, 4acTo TanaHTNMBLIX, KOTOPble pas3BUBann 3anoXeHHble B
Helh noTeHumu. Mpn 3TOM MHTENNEKTYanbHbIA HOHKOH(OPMU3M AXYHOBA OCTaeTcs no-
CBOEMY YHUKaNbHbIM B XyAOXECTBEHHOW XNU3HU pecnybnukun, rae cerofHs npeobnagatoT
paccnabneHHas co3epuaTenbHOCTb U dNerns.

Bopuc Yyxosny

Vyacheslav Akhunov, Sergey Tychina. Corner. Video. 2004
Bsavecnas AxyHoB, Cepreit ToiunHa. Yron. Bugeo
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Alexander Nikolaev

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

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

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

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

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

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

Nigora Akhmedova

Alexander Nikolaev. I want to Hollywood. Video, photo, documents. 2004
Anekcanop Hukonaes. Xoyy 8 lonnusyd. Budeo, pomo, dokymeHmbsl.
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AKTyanbHbil ApxuBs

MckycctBo LeHTpanbHoi A3nm:

AnekcaHgp Hukonaes

AnekcaHap HwkonaeB - XyLOXHWK, aKTMBHO MLWYyWMUA COBCTBEHHY WHAWBMAYANbHOCTb B
KOHTEKCTE COBPEMEHHbIX TeHAEHLUUA, W [enaeT 370 OH LeneycTPEMNEHHO W ANHAMUYHO. Ero
TBOPYECTBO IEMOHCTPUPYET OAWH M3 NyTell BbIXOAA UckyccTBa LieHTpanbHoasmaTckoro pernoHa
W3 Kpyra TpaauLNOHHbLIX NPEACTaBNEHNHA.

CospgaB nepBble WHcTannsuuu, Hukonaes yTBEpAWNCS B CBOeR NO3MLUKW pa3BUBATbCH Ha
CTblke 3kcnepumeHTa u Tpaguuun. OH paboTaeT ¢ maTepuanamu (rmuHa, Mecok, TEKCTUIb),
KOTOpble ABMATCA apxeTunamu, a Takke CO3[JaeT KMHeTMYeckue 0ObekTbl, Onuskne mnaesam
KOHCTPYKTMBM3MA. [1N5 Xy A0XKHUKA BaXHO Kaxa0e ABNEeHNEe NepeBeCTH B 3HaK, «NepekoanpoBathby,
HanonHUTb ero PunocoCcKkMM CMbICIIOM Auanora payuoHanuama 3anaga u MetagopUYHOCTM
BocToka.

Co BpemeHeM MpoeKTbl, B KOTOpbIX Hukonaee ob6beguHaeT uHcTannauuu, o6bekThl, HOTO W
BMAEO, CTanu [ONS HEro OpraHuyHbiM cnocoboM pa3MbiWNeHus O coBpeMeHHOM obuecTBe.
XyLOXHWUK CTAaBMT B HEKOTOPOM CMbICMe Knaccuyeckue npobnemsl, HO, Kak BUAUM, He TepsiloLLMe
CBOEel aKTyanbHOCTU: LMBUNN3ALNS U KyNbTypa, ypbaHU3m 1 TpaguLMOHHbIE LIEHHOCTH, YENOBEK
W counym, mudsl ctapble n HoBble. CBOM NpON3BEAEHNS OH BbICTPAWBaET Ha paMaTU4eCcKOM
npoTuBopeynu ypbaHmama m Xpynkoro Mupa npupoabl, Ha KoHTpacTe 06e3NnYeHHbIX KBapTanos
xene3o0eTOHHOTO ropoaa u ctapbix y3beKkckux kBapTanos.

Bugeodunbm «Xovy B Fonnusya» (2002) — upoHW4YHOE NOBECTBOBAHME O MONOJOM YENOBEKE,
CTaBLEM 3aN0XHUKOM CBOE MeUTbl monacTb Ha cusatowuin Onumn. MocTeneHHo, Kaap 3a Kagpom,
OH TepseT MHAUBMAYANbHOCTb, MbITasiCb COOTBETCTBOBATL CTepeoTuny. B 3TomM npousBeaeHum
Hnkonaeea HeoXWAAHHO packpbiBaeTcs (parMeHT Hekoraa rpaHAMO3HOM «KapTUHbI Mupay»
COBETCKOr0 yernoseka, ero mMudbl o 3anage, nokasaH NMCUXONOTMYECKUA KOMMNMEKC «COBKa».
OcTeTuka 3Toro BUAEO NPUHLMNUANBHO He MOCTAHOBOYHAsA, OHa 6nu3ka NoOUTENLCKOA CbeMke.
Co3paetcs adhhekT nonagaHus B CKPbITbIA OT NOCTOPOHHUX FN1a3 MUP KOHKPETHOTo YenoBeka.

CoyeTaHue aksucTeHunanmama BocTtoka u coymanbHbix npobnem nccneayetcs B BUAeOdunbme
Hukonaesa «flom» (2004). B cormacuu c Tpaguuuein BocToka HU4YEro He 3aocTpsetcs,
He [ppamaTu3upyetcs. [locTeneHHOe, CNOBHO pacTAHYTOe BO BPEMEHM, packpbiTue uAew
yepes KOHTpPacTbl CMbICNOB, pPaKypcoB, YCUNEHMe KOMOpPUCTUYECKMX NOAXOA0B. Baymumsoe,
COCpPeAO0TOYEeHHOE Co3epLaHne MoXeT NpMBNM3nTL KO MHOTUM TaitHaM, 3acTaBuT 3agymaTbCsa O
cepbesHbix npobnemax, CYynTaeT XygoxXHUK. M OH 3afymbiBaeTCca: CoXxpaHunach nu NOANUHHOCTb
3TOr0 TPaAWLWOHHOTO MUpa, UMK 3TO NUWb (opmMa OTCTAaNoOCTU W KOHcepBaTW3Ma obliecTsa.
Kak ©bl TO HM 6bITO, NPOLWNOE BO MHOTOM OOBLSACHNAET Halwy XM3Hb. MeHSAKTCS BEKa, CUCTEMBI,
HO BocTOKk coxpaHsieT CBOK W3BEYHYI0 UPPALMOHANBHOCTL W TalHy.

[na nodyepka XyAOXHWKA CTAHOBWUTCA XapakTepeH KuMHemaTtorpaduyeckuin npuem: eauHuULen
Npou3BEfEHNS ABNAETCA XOPOLO BbICTPOEHHbIN N 3 dekTHbIN kaap. Ecnu panblie AnekcaHap
Hukonaes Obin yBneyeH HOBbIMW TEXHUYECKUMW MPUEMAMM, OPUTUHANBHBIMU KOHCTPYKLUAMM,
TO Tenepb OH BCe Bonblue fJoBepseT CO3epLaTenbHON UHTYULNW, NPOHMKAETCSH YeT0BEYECKUMU
npobremami u NO3ITUYECKON KPACOTON peanbHOCTH, B KOTOPOW OH XUBET.

Huropa AxmepnoBa
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VIDEO ARCHIVE

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

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

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

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

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

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

8. Elena Kambina. Zone of the Untouchables. 2004

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

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

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

Video program compiled by Vyacheslav Akhunov and Alexander Nikolaev

1. Fayzulla Akhmadalie, Jamol Usmanov. X Position 2005
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BUAEOAPXUB

Y3bekuctaH: nepdopmMaHc, MHCTANNAaUnNa, BUOeo-apT.
2000-2005

2. Jamol Usmanov. Mupax 2001. Cnenubl 1 cnoH 2003

3. Vyacheslav Akhunov, Sergey Tichina (rpynna VVS). Pai 2005, Cenaaxue 2005
Anawm, EBa u... ipyrue 2004, feHbru-Mecok-Aenbrn 2002, Boxab 2001

4. Vyacheslav Akhunov. CtpaHcTBytowue gioHbl - | 2001, KneTtka gnsa soxaein.1998
Mupamugbl 2003, Strain — sand-hills pierced by arrows 2003, CTpaHcTByWLWMe AOHbI —
Il. MocBAweHne amurpantam. 2003, KOna (¢ ¢parmeHTamm uHcTannsuum «Marmyeckui
Kpyr» ®ansynnel Axmaganuesa. 2004)

5. Vyacheslav Akhunov, Aguc Ceiitanues (Kuprusns) «OrHeHHble 3Haku»

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

7. Bayecnas YceunroB. KoHctanTa 2005

8. Enena KambuHa. 3oHa Henpukacaembix. 2004

9. Bnagumup Enusapos, AHapei EBcturHees, MpnHa EBcturneesa. MeHesuc 2005
10. Myxammag ®osunu, Mypog ®osun All and Nothing. 2005

Camo mosiBNeHWe MOANWHHOrO COBPEMEHHOr0 WUCKYCCTBA B KOHTEKCTE MAE0NOrMyecku
npeaonpeaeneHHoi W BNacTHO CTPYKTYPUPOBAHHOW XYAOXKECTBEHHOW peanbHOCTH
Y3bekucrtaHa — SBNEHUE NOYTU HEBEPOATHOE. bonbwas 4acTb BKIOYEHHOTO B AaHHYI0
BMAEONporpaMmy maTtepuana — AOKYMeHTaLMs BbICTaBOK M WHULMATMB, COCTOABLIMXCS
B MoflyneranbHbIX aHA3rpayHAHbLIX yCNOBMAX. TpaKkTUKYIOLLNE Xe 3TO MCKYCCTBO aBTopbI
nosnunoHupyoT cebs kak cooblecTBo pafukanoB W COUWanbHbIX aKTMBUCTOB. A uX
TBOPYECKME MOWNCKN CBA3aHbl HEOOXOAMMOCTbI COBMELLEHNS WMMYNbCOB, NPUXOASALLMX
C MWpoBOW rnobanbHOM CUEHbl CO CBOMM KpailHe CneyuduUYeckum MCTOPUYECKUM
HacToswuM. Ecnn nepeoHavyanbHo BefylwnmMu opMamu TalKEHTCKUX XYJOXHUKOB 6binin
WHCTannaunsa u nepgopmaHc, To B HacTosllee BpeMs HaubonblWwmnil MHTepeC Bbi3biBaeT
BMAE0-apT.

O6paleHHOCTb CO3faHHbIX B mocnefHuWe roabl BUAEO paboT k cdepe [OCTOBEPHOrO
COLManbHOro CylecTsoBaHna cybbekta, UX nofyac SKCNepUMEHTanbHbIN XapakTep
oKasanucb NPOTUBOpeYalMMN XECTKUM acTeTnyeckum Taby oduunanbHON KynbTypbl.
Tak, oTkpbiBWwasca 15 anpens atoro roaa lMepsas BoicTaBka COBPEMEHHOTO UCKYCCTBa
Y3bekncTaHa, Obina 3akpbiTa BNacTaMu yepes ABa AHA. M BCe Xe HETPYAHO 3aMeTUTh:
coumManbHbll  KOHTEKCT — He EAMHCTBEHHbIi 00pasHbil MCTOYHUK COBPEMEHHBIX
TALIKEHTCKMX XYLOXHWKOB: B HUX MPOCNEXMBaeTCH NpuUcyliee LEeHTpanbHO-a3naTcKow,
BOCTOYHOW MEHTaNnbHOCTW CTPEMIEHNEe K NOUCKY rapMOHUK, K MeauTauun, obpalieHue K
cyduitckon anneropun u metagope...

CoctaButenb Bsyecnas AxyHoB, AnekcaHnap Hukonaes

134

Art from Central Asia. A Contemporary Archive



MckyccTtBo LleHTpanbHoh A3un. AkTyanbHblit Apxus

135




The organizers thank for assistance
and the provided materials:

Gamal Bokonbaev (Bishkek)
Svetlana Gorshenina (Lausanne)
Valeria Ibraeva (Almaty)
Auezkhan Kodar (Almaty)

Julia Sorokina (Almaty)

Boris Chuhovich (Montreal)
Dilyara Sharipova (Almaty)

Irina Yuferova (Almaty)

Olga Yushkova (Moscow)

The organizers also express their sincere appreciation
for assistance in the preparation of the exposition:

Eljar Alimirzoev (Baku)
Alena Boyka (Minsk)
Vladimir Bulat (KuweHeB)
Viktor Vorobyev (Almaty)
Yelena Vorobyeva (Almaty)
Nina Kotel (Moscow)
Andrey Melnikov (Tallin)
Zarukhi Ovanisjan (Yerevan)
Pavel Permjakov (Almaty)
Galina Pjanova (Almaty)
Oleg Timchenko (T6unucw)
Anna Fanygina (Riga)

Lolita Jablonskiene (Vilnius)

Special thanks to:

Ulan Djaparov for architectural concept of the design of
the exposition

Venera Usenova and Kseniya Kistyakovskaya for coordi-
nation work in the preparation of the project.

Special thanks to
For organizational support of the project

Ocobas 6bnarogapHoCTb
3a opraHu3aLMOHHY NOJAEPKKY NpoekTa
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OpraHusaTtopsl 6narofapaT 3a nomoub 1
npenocTaBneHHble MaTepuansl:

lamana bokoHb6aeBa (buwkek)
CsetnaHy lopweHuHy (JlosaHHa)
Banepuio N6paeBy (Anmathbl)
AyasxaHa Kogapa (Anmatbl)
tOnuto Copokuny (Anmatsl)
Bopuca Yyxosuya (MoHpeans)
Ounapy Wapunosy (Anmarbi)
Wpuny KOdeposy (Anmathbl)
Onbry Owkosy (Mocksa)

A Takxe BblpaXalT UCKPEHHIOK NPU3HATENNIbHOCTb 3a
copeicTame npun NoAroToBke akcno3nynn:

anbspy Anumupsoesy (baky)
AneHe boiika (Munck)
Bnagumupy bynaty (KuweHes)
Buktopy BopobbeBy (Anmarbi)
Enene BopobbeBoi (AnmaThl)
Hune Koten (Mockga)

Anppeto MenbHukoBy (TannuHH)
3apyxu OBaHucsH (EpeBaH)
Masny MepmsikoBy (AnmaTbl)
FanuHe MbaHoBOK (AnmaThi)
Onery Tumyenko (T6unucu)
AHHe ®aHbiruHon (Pura)
Nonute AbBnoHckeHe (BunbHioc)

Ocobas 6bnarogapHoOCTb:

Ynany [Ixanaposy
3a apXMTEKTYPHYK KOHLENLWIO AN3aitHa 3KCno3nLuu

BeHepe YceHoBoW 1 KceHun KuctsakoBCcKkom

3a KOOpAMHaLWOHHYI paboTy Npu NOATOTOBKE NpoekTa
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Translation of texts into English performed by:
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[lepeBOA TEKCTOB Ha aHTNUNACKUIA A3bIK:

Hopuc bpenbepu (Anmatbl)
Hasrynb Kemenbek kbi3bl (Buwkek)
Butanuit Hekyiko (Buwkek)
Jasug Pudd (Mocksa)

Kapn ®anncTpom (Buwwkek)

Metep ®eny (Anmarthl)
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