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2007. gada Latvijas kultara tika pabeigts pamatigs darbs -
savulaik filozofiju studéjusais publicists, ceJotajs un redaktors,
viens no retajiem latviesu intelektualiem Uldis Tirons no
krievu valodas uz latviesu valodu partulkoja Venedikta Jerofe-
jeva romanu Maskava-Gailisi.' Laudis, kuri lasijusi $0 romanu
talajos 80. gados, atceras, ka to sauc Moskva-Petuski.

Jau virsraksts parada, ka latviskots var tikt daudz kas, pat
vietvards, kas ir acimredzams absurds. ledomasimies latviesu
ciematu Ozolnieki, kurs, runajot par to krievu valoda, tiktu
nosaukts par Dubovki! Vai Skriveri tiktu nosaukti par Pisaki!

Lai veiktu celojumu laika, kurs kadam var skist
aizvesturisks, jo runa ir par padomju laiku, sodien ir
nepieciesams tulkojums. lespéjams, ka $is izstades jaunajiem
maksliniekiem ta Aizspogulija, kura savulaik bija jadzivo, ir
tikpat svesa ka sodienas Indija vai Malaizija. Garigais attalums
no Rigas lidz Maskavai jaunam cilvékam, kura celojumu
galapunkti bijusi Venécija, Berline, Kasele utt., ir ka no Rigas
lidz Kualalumpurai.

Jauniesi ta varétu uzskatit, ja vien telpa, kura vél arvien
fiziski un garigi dzivojam, nebatu nosaucama par “postpa-
domju”. Pat ja latviesu jaunais makslinieks neko nevélas
dzirdét par padomju alkoholizéto pelécibu vai sadziviskajam
un ideologiskajam ctcibam, kuras tik krasni valoda ietérpis
lerofejevs, — pat tad masu apkartné vél arvien nav izklidis
tvans, kurs$ saindéja gan Jauzu dvéseles, gan plasaku dzives
telpu. Neviena moderna tirgziniba, neviens lielveikals vai
serials, draugi, térpi, kafejnicas, stiligs dzivoklis vai masina,
sléposana Austrija, gramatas vai pasa veidota razotne nevar
pilniba attirit paaudzém tiramo dzives un dvéseju telpu.

Ari maksla nav nekada “kimiska tiritava”.

Tie, kas esam rosinajusi 3o izstadi — politiki, ari izstazu
nama vaditajs Leonids Bazanovs, kurs tagad ir piepulcéjies
toposa Latvijas Laikmetigas makslas muzeja starptautisko
ekspertu nelielajam lokam, izstades kurators, latviesu
makslinieks Ojars Pétersons — més nevaram ka nebijusu

“nokratit nost” pieredzi, kas veidojas tad, kad Padomju
Latvija atradas Padomju Savieniba. Kad brauciens no
Maskavas uz Rigu bija brauciens “na zapad”. Vél arvien
notiek sadi braucieni uz “nasa Jurmala”.

Sis pieredzes sekas nav tikai virtualas. Tas sastopam ik uz
soja, ja atminamies valsti un sabiedribu, kura ne tikai nebija
Laikmetigas makslas muzeja, ne tikai nebija “normalas”
starptautiskas izstazu aprites, bet traka pat elementaras
informacijas par makslas norisém talajos, “zaigojosajos”
Rietumos. Padomju tvans ta ir saindéjis Jauzu pratus, ka
vairaku paaudzu cilvéki Latvija uzskata, ka dzive bez
Laikmetigas makslas muzeja ir normalaka neka dzive ar to.
Tas, iespéjams, nav parak veiksmigs visparinajums, tacu $o
parspriedumu konteksta tas skiet visuzskatamakais.

Més varam iztélé mest tematisku loku, lai iezimétu
koordinates Sai Latvijas izstadei Maskavas Nacionalaja
Laikmetigas makslas centra. Kadé| tas jadara? Skaidribai -,
pieméram, lai partulkotu to, kas tulkojams, jo citadi pat
vienas izstades dalibnieki sazinas ka caur stiklu. Tad ir citi,
“tur ara”, kas kaut vai zinkaribas dziti grib pietuvoties
makslas darbam; tad tie, iespéjams, péksni sajuat papildus
nepieciesamibu iedzilinaties ta véstijuma, tad sak domat par
daudziem makslas darbiem kopa - izstadé vai muzeja. Tadiem
laudim viena bridi sak izziméties tas, ko sauc par kontekstu.
Jo vairak skaidribas par to, jo vieglak kliedét vismaz to
postpadomju tvanu, kurs daudziem jau skiet zudis.

Ja negribas steidzinat vésturi, nekas nav jakliedé. Tacu, ja
vélas kaut ko uzbavét, pieméram, Laikmetigas makslas
muzeju, ir japiestrada, un ne tikai ka rietumnieciskam
marketinga specialistam. Jabavé ir tad, ja ir zélums pret
bérniem, kuriem jaaug postpadomju nolemtiba, bet sis
zélums nav iepotéjams ar starptautiska biznesa metodém.

Katram domat gribosam cilvékam attieksme pret pagatni
caurvij tagadni, bet patosi ir dazadi. Ir viens, ko 1990. gada
mirusais padomju gruzinu filozofs Merabs Mamardasvili ir



saucis par “manu nepiedodo$o atminu”?. Kad pieminétais
latviesu filozofs Uldis Tirons vinam vaicaja: “Bet ka tu, Merab,
izdzivoji taja laika?” - vin$ atbildéja: “Tadé|, ka esmu gruzins.”’

Siir viena iespéja, viens koordinatu apraksts.

Cits patoss izspéléts izcila latviesu teatra rezisora Alvja
Hermana 2007. gada iestudéjuma bez vardiem Klusuma skanas.
Tris stundu garuma skan tikai Saimona un Garfunkela mazika
no koncerta, kur$ 60. gados nekad nenotika Riga, jo nevaréja
notikt. Komunalaja dzivokli jauni cilvéki etizu forma izspéle
savu dzivi, kura visos laikos, visas iekartas ir pilna milestibas,
greizsirdibas, sirsnibas, gramatu, bérnu, rotaju, apdullina-
$anas, radosa darba. Bet taja iekarta ik pa bridim bailes bija
ipasi spalgas, jo tas bija ideologiski raditas, iebiedétas
sabiedribas bailes. Tas uzplaiksnija, un tad cilvéki tas iestima
atminu kambaros. Bailes izradé, gluzi ka toreiz dzive, bija
marginalas. Tu klausies Rietumu muziku un tevi var “panemt
ciet”, un taja bridi tev bail pasam no savas énas. Tomeér
cilvéciskais siltums ieztizo spécigak, neka to spéj izardit bailes.

Ari tada ir iespéja, viens koordinatu apraksts.

Tadé| (ne jau tikai profesionalas varésanas dé|) toposa
Latvijas Laikmetigas makslas muzeja starptautiskajai ekspertu
komisijai* pievienoties ir aicinats Maskavas Nacionala
Laikmetigas makslas centra vaditajs Leonids Bazanovs.

Un tad vél ir profesionalas koordinates - tas, kuras veidojusas
izstades dalibniekus.

Makslas vide

Izstade aptver tris paaudzu latviesu maksliniekus - no “senio-
riem” piecdesmitgadniekiem lidz jaunajai Maijai Kursevai.
Vecakie - Andris Breze, Ojars Pétersons, Leonards Laganovskis
ir piedzivojusi, ka padomju laika cenzura - né, tas skan parak
abstrakti!, ta bija saujina iebiedétu Maskavas un vietéjas
komunistiskas partijas centralkomitejas darbonu - slédza vinu
izstades 1984. un 1985. gada. Vélak Sie pasi sledzéji partapa

parbuves “gaisajos® spékos”, un varbat labi, ka ta.

80. gadu sakuma vairaki masu makslinieki, kurus ta laika
valoda varétu saukt par “progresiviem”, zinama méra bija
saistiti ar Maskavu. Tie, kuri beidzot pieredzéja “brivlaisanu”,
tatad iespéju 80. gadu nogalé doties uz Rietumiem un savu
makslu izstadit netraucéti, naudu pelnija Maskava.

80. gadu sakuma “latviesu avangarda” parstavji (ta vinus
nodévéja dazi pazistami Rietumberlines makslas kritiki®)
stradaja un labi pelnija, noforméjot Vissavienibas Tautas
saimniecibas sasniegumu izstadi VDNH’. (Interesanti, lai gan
pilnigi cita konteksta, ka izstadi, kas tagad no padomju
sasniegumu liela skatloga partapusi par lielveikalu virkni,
savulaik un ari tagad vainago slavena Veras Muhinas milzu
bronzas skulpttra Stradnieks un kolhozniece, ari Mosfilm
studijas oficialais zimols. Tas ir zimigi tadé|, ka Latvijas
kulttrtelpa pastav isti neverificéjams mits par to, ka
pazistama télniece Stalina laikos esot glabusi no iznicinasanas
latviesu lielako svétumu - Kar|a Zales veidoto, 1935. gada
atklato Brivibas pieminekli, kuru rota uzraksts Tévzemei un
brivibai. Pieminek]a un uzraksta pastavésana visus padomju
gadus ir sava veida vésturiska neiespéjamiba. Pati Muhina
célusies no turigas Rigas tirgotaju dzimtas.)

Daudzi miti par talaika Maskavas nonkonformistisko vidi
isti nedarbojas §o0 musu makslinieku uztveré, jo vini bija
pazistami ar daudziem Maskavas kolégiem. Svarigi
atceréties — lai kadi zurnali vai gramatas tolaik bija pieejami
par starptautiskajam makslas norisém, tas bija informacijas
druskas gan Riga, gan Maskava. Ta bija slégta tipa
sabiedriba, kura bija daudz gudru, talantigu, radosu un
drosu, ta¢u no brivas pasaules noskirtu cilvéku. Doma,
iespéjams, spéj parvarét jebkuras robezas, tacu laikmetigajai
vizualajai makslai ir nepieciesama skatitaja klatbatne un ta,
kops 20. gadsimta sakuma klasiska modernisma
stravojumiem Parizé, Berling, Diseldorfa, Minhené un citur, ir
bijusi starptautiska paradiba.



Grati iedomaties, cik vajam jabut cilvekam, lai tikai oficiala
izglitibas sistéma un institucionala makslas vide veidotu vinu
par makslinieku. Ar maksliniekiem padomju un postpadomju
vidé nemaz nav bijis tik vaji. 70. gados Padomju Latvija radas
un, galvenais, istenojas lieli talanti (M. Polis, B. Vasilevskis,

I. Lancmanis, |. Blumbergs un citi), ari 80. un 90. gadi nav
bijusi makslas apdaliti.

Mes sodien atskiramies no Maskavas makslas vides ar to,
ka maza valsti ir vienkarsi skaitliski mazak makslas sapratigu
un izglitotu cilvéku. Uz tas ass, kas bija daudzkart aktivaka
par Rigas—Maskavas asi padomju laika, proti, Tallinas-
Maskavas ass, skaidri saprata un ari vardos spéja formulét to,
ko daudzkart privatas sarunas uzsveéris ievérojamais makslas
teorétikis Ants Juske: “Padomju laika bija tikai tris iespéjas —
socialistiskais realisms, salons un avangards.”

Postpadomju sekas ir smagi skarusas Latvijas vidusskiru.
Cik ir to arstu, advokatu, uznéméju, politiku, filozofu,
spekulantu, kam pieticis pasdisciplinas, lai iedzilinatos
sarezgitas musdienu literataras, mazikas, teatra, kino un
vizualas makslas paradibas? Es pazistu tikai vienu tadu
cilvéku, kurs sistematiska darba jau nobriedusa vecuma
desmit gados spéjis parvarét postpadomju inerci un
pasapmierinatibu, kas raksturo visus tos, kas salonu - kas
pats par sevi nav nekas Jauns, vél vairak - ir jauka dzives
komforta sastavdala - pielidzina tai laikmetigajai makslai, par
kuru intereséjas nopietni skatitaji un nopietni starptautiski
laikmetigas makslas muzeju specialisti.

Sis vienigais cilvéks, nosauksim vinu par K., biezi runa par
makslas darbu Ozols, kuru vins redzéjis Tate Modern. Ozols ir
augstu pie sienas piestiprinats plauktins, uz kura atrodas
piepildita tdens glaze. Darbu papildina apraksts: “Kaut ari tas
izskatas pec tdens glazes uz plaukta, makslinieks apgalvo, ka
patiesiba tas ir ozols. Krega-Martina apgalvojums vérsas pie
mums ar batiskiem jautajumiem par to, ko més saprotam ar
makslu, un par masu ticibu makslinieka spéjam. Sis makslas

darbs var tikt aplikots ka pétijums par Marsela Disana uzstadi-
jumu, ka jebkurs ikdienisks objekts var tikt atzits par makslas
darbu. Darba anotacija Kregs-Martins gan izvirza jautajumus,
gan sniedz atbildes, pieJaujot to, ka pret makslas parveidojoso
spéku vienlaikus var paust gan skepsi, gan uzticésanos.”®

Vairak tadus cilvékus arpus makslas vides Latvija man nav
nacies sastapt. Tas Bildungbuergertum’, kas Rietumos brauc
uz Kaseles documenta vai Venécijas biennalém, Latvija vél isti
nav izveidojies. Maksla maz izglitotajai vidusskirai Latvija ir
tikai gleznieciba, piedevam iespéjami krasna, estetizéta,
“interesanta” .

Vairakums Latvijas vietéja hierarhija izcelto gleznotaju
nevienu Rietumu Laikmetigas makslas muzeju neinteresé.
Nevar noliegt, ka musu glezniecibai ir nopietna tradicija, ta ir
Joti labs pamats makslinieku akadémiskas izglitibas iegusanai.
Tacu 3i gleznieciba, ar retiem iznémumiem, attistijusies
slegta, pat iekapsuléta sabiedriba un tas valodu noteikusi
savdabiga postimpresionistiska noskana, kuru piekopa daudzi
latviesu gleznotaji un kura neapsaubami bija “progresivaka”
par 1940. gada no Maskavas Latvija ieviesto kokaino,
stastoso socialistisko realismu. Un tomér latviesu profesors
Eduards Klavins$ jau 90. gadu vida ir rakstijis par
“postimpresionistiskajam banalitatém un masdienu vietéjo
autoritasu virtuozo dekorativismu”."

Ari Saja postimpresionistiskaja tradicija ir daudzi labi
meistari, tacu nevajadzétu izvairities no nopietna jautajuma,
cik liela meéra vini virzijusi uz priek§u makslu un izpratni par
to, vai ari vienkarsi nodevusies liniju un krasu jaukumam.
1951. gada ievérojamais gleznotajs Zans Dibifé (1901-1985)
sava lekcija Cikagas Makslas instituta sacija: “Es neuzskatu $o
funkciju - krasu izvietosanu jaukos salikumos — par ipasi
cildenu. Ja glezniecibas jega butu tikai sada, es nekad nebutu
veltijis sai nodarbei ne stundu no sava laika.” "

Maskavas profesionala makslas vide un ari skatitaji
parliecinajas par vienu véra nemamu muasu glezniecibas



skautni pasa padomju varas beigu perioda - vienas Padomju
Latvijas gleznotaju paaudzes liela izstadé Posttradicionalisms
1989. gada Maskavas Centralaja makslinieku nama (CDH).
Tur lielformata darbos Janis Mitrévics, leva lltnere, Dace Liela,
Edgars Vérpe, Sandra Krastina un citi” paradija Perestroikas
laika iedrosinasanos, vismaz Zesta varenibas zina.

Salidzinot divas latviesu makslas izstades, kas notika
gandriz vienlaicigi, proti, jau pieminéto Posttradicionalismu
Maskava un izstadi Riga - latviesu avangards 1988. gada
Rietumberling, jasecina, ka pédéja vairak atbilda
daudzveidibai un musdienigumam, ko jau tad spéja radit
latviesu maksla.

80. gadu beigas Latvija lidzas lielformata glezniecibas
darbiem uzplauka ne mazak konceptuala un sociali orientéta
maksla ka tolaik Maskava. Olegs Tillbergs tolaik radija instala-
cijas, kuras padomju ideologijas zimes, iek|autas télainas
telpiskas strukturas, veidoja jaunas, daudzplaksnainas nozimes;
pieméram, tads ir darbs Aurora (katram kartigam padomju
pilsonim pazistams kara kugis - kreiseris, no kura Péterburga
tika raidita pirma zalve, sakot ta saucamo Oktobra revoluciju
1917. gada), kura milzu vala kaulu balstija pionieru karodzini.

Lidzigi pardomatus konceptualus darbus veidoja Leonards
Laganovskis ziméjumu un objektu sérijas, Andris Breze, Juris
Putrams un Ojars Pétersons lielformata sietspiedés un
instalacijas. Multimediju patriarhi Hardijs Ledins un Juris
Boiko jau 80. gadu sakuma izvérsas ar video un foto
inscenéjumiem, ka ari skanu eksperimentiem.

Lai cik vareni justos uznéméji vai politiki, kuri par
laikmetigo makslu spriez tikai péc bildém, ko pakarina sava
mitekli vai biroja pie sienas vai ieliek savu banku seifos,
maksla, paldies Dievam un musu progresivajai izglitibas
sistémai Jana Rozentala Makslas skola, Rigas Dizaina un
makslas koledza un Latvijas Makslas akadémija, (ari) Latvija ir
daudz kas vairak neka tikai naudas izteiksmé un fiziskajas,
“pakaramajas” vienibas izmérams kapitalisma aktivs. Ta ir

daudz kas vairak par estétisku un emocionalu vienibu
humanitari nesistematiski izglitotu Jauzu labsajuta. Kas ta isti
ir un ar ko isti nodarbojas tie makslinieki, kurus interesé pati
maksla lidz tas galéji iespéjamajam robezam, nav citadi
atbildams jautajums, ka vien parltkojot visu Latvijas makslas
razu, ne tikai kada viena medija sasniequmus.

Postpadomju vidusskiras parstavji, kuri neiegulda darbu
pasizglitiba, nespéj saprast to nepiecieSamo jégas nobidi, kas
raksturo ne-salonu un par kuru latviesu filozofs Janis Taurens
teicis sekojoso: “Makslas darbs ir ka Vilhelma Tella bulta,
kura nomérkéta uz puisenam - skatitajam, kuram jasaprot
bultas lidojuma virziens, — blakus nokrituso abolu. Ta batu
metafora. Citiem vardiem sakot, jaunas makslas — kura ka
savu materialu var izmantot attélu, zimi, priekémetu, tekstu,
darbibu, skanu utt. - valodas nozimés ietverta nobide no
apkartéjas pasaules jéegveidojumiem. Sai nobidei raksturigi, ka
ta ir neliela, neuzkritosa, bet trapiga (ta pavésta mums kaut
ko batisku, kas pasakams tikai ar makslu).” "

Kads gan tam visam sakars ar latviesu makslinieku, ipasi,
jauno makslinieku?

Tam visam ir sakars ar tiem maksliniekiem, kuri vél
veidosies, un ar tiem, kuri no tagadéjiem izskirsies palikt vai
nepalikt “pie makslas”. Makslas vides (art scene) fenomens
nav otrskirigs apstaklis, kad cilveks pienem |émumu sevi veltit
tik neprognozéjamai nodarbei ka maksla. Nakotnes makslas
vidi nevarés neietekmét toposa Laikmetigas makslas muzeja
Andrejsala veidols un saturs. Stasts par tagadni un par
utopiju laikmetigaja latviesu maksla liela méra ir stasts par
Andrejsalu. Jau pieminétais Merabs Mamardasvili reiz sacija,
ka “dazas (un acimredzot cilvekam visbatiskakas) domas spéj
dzimt tikai agoras...”" Provinciala postpadomju agora, kura
|lémumus pienem tikai un vienigi salonisma pieladzéji, nevar
sekmét cilvekam visbutiskakas domas. Tiesi tadeé| likas svarigi
iepriekséjas rindas runat par to, ka postpadomju gaisotne
stindzina - brivu domu un makslu.



Demokratiska sabiedriba nav tik batiski, cik kuram domas
brivas vai maksla kvalitativa. Tacu kultarpolitiski ir svarigi
nepielaut vaju, starptautiski neinteresantu muzeju, un laikus
ir jaidentificé sadi provincialisma draudi.

Andrejsala ir Sodienas Rigas makslas visaktivaka agora, ta
vél pagaidam nav provinciala, un metaforiski tiesi no turienes
vilciens ir devies uz Maskavas izstadi.

Andrejsala un andrejsaliesi

Jaunie cilvéki, kas piedalas izstadé Maskava, iespéjams, nekad
nav Andrejsala izstadijusi savus darbus, tac¢u jaunas makslas
gaisotne no Andrejsalas izplatas uz citam Rigas
institucionalam un neinstitucionalam makslas sinam un
iestadem. Andrejsala pati ir sanémusi impulsus no visam
iespéjamam sinam, tacu tagad to makslinieciski veido ta
saucamie andrejsaliesi. Redzamakas ir daudzu makslinieku
apvienibu rikotas izstades (pieméram, Laikmetigas makslas
centrs telpa Ednica), izrades (umka.lv), dzejas lasijumi un
video demonstréjumi (Orbita), jaunas, eksperimentalas
muzikas koncerti (Skanu mezs), isfilmu demonstréjumi
(Futureshorts), pat makslinieku hostelis Singalonga utt.
Andrejsala virmo radoss un eksperimentals gars, tacu visi
zina, ka tas ir islaicigi, tas viss te turpinasies vél tikai dazus
gadus. Tad $i industriala teritorija tiks apbavéta, te ienaks
liela nauda - investicijas. Toposa muzeja vieta ir zinama,
makslinieku “kolonijam” bus jadodas citur.

2005. gada rudeni Latvijas presé bija lasams: “Visskaistaka
Andrejsala ir tdensmala un jaunie cilvéki, kas to apmekleé.
Var apgalvot, ka tiesi te isa laika izveidojies jauns
antropologiskais tips, kas nedaudz vizdegunigi uzskata: “Ja
tu neapmeklé Andrejsalas pasakumus, tad tu neapmeklé
vispar neko vai ari esi pilniga séne!” "

So jaunie$u vecums ir apméram no 16 lidz 35 gadiem, vini
regulari apmeklé Andrejsalas kulttras un makslas pasakumus

vai ari pasi ir 5o pasakumu organizétaji. Vinu pasakumiem
nav elitars, drizak masveida raksturs, lidz ar to runa ir par
saméra plasu pilsétas jauna cilvéka tipu.

Andrejsalietis ir jauna paradiba, kurs socialas dzives
“virspusé” ir paradijies, pateicoties $ai konkrétajai vietai un
laikam. Andrejsala, Gdensmala aiz Rigas pasazieru ostas, ilgu
laiku bija ta saucama “slegta industriala” zona. Kops 2006.
gada 18. maija, Starptautiskas muzeju dienas, to oficiali
apdzivo makslinieku grupas, kuram iespéju bez ires maksas
izmantot $§is teritorijas €kas un vidi uz laiku devis teritorijas
attistitajs Jaunrigas attistibas uznémums (turpmak - JAU).
Praktiski visas $is makslinieku apvienibas vai makslinieciskas
iniciativas ir pastavéjusas ari agrak, Andrejsala tam pieskirusi
koncentrétu non-stop raksturu.

Nosacitais antropologiskais tips andrejsalietis izriet no
urbanas uzvedibas formam, sava veida jauniesu subkultaras.
Andrejsaliesus raksturo visai ekstravagants un neformals
gérbsanas, runas un pat zestikulacijas stils, krasi atskirigs no
citadi “progresivo” cilveku, pieméram, jauno, veiksmigo, bet
“klasisko” uznémeéju, marketinga un komunikaciju
specialistu dzivesstila.

Tomeér andrejsaliesus neraksturo tikai un vienigi dzivesstils
(jateic, daudziem andrejsaliesiem ir pietiekami pasu vai
vecaku ienakumi, sai videi nav raksturigs trakums); tikpat
svarigas ir $ai subkultirai piemitosas simboliskas formas un
uzvedibu noteicosas ideologijas."

Ladzu divas jaunietes, andrejsalietes, aprakstit nosacito
jauno andrejsaliesa tipu:

“Manuprat, ir Joti grati definét tadu Andrejsalas “tipazu”,
jo tas sobrid ir tikai tapsanas stadija. Lidz ar to sniegt kadu
konkrétu raksturojumu pagaidam nav iespéjams. Andrejsalas
viesu saraksts ir Joti daudzveidigs, bet es domaju, ka visus
Andrejsalas apmeklétajus vieno tris komponenti - masdie-
nigums, aizrautiba un radosums. Manuprat, tie ir cilvéki, kas
nogurusi no vienveidibas un noslégtibas. Tadi, kas meklé sev



patikamu vidi un lidzigi domajosos. Es teiktu, ka ir izveidojies
tads Andrejsalas fenomens, kas radies, pateicoties
Andrejsalas pieejamibai un piedavato pasakumu klastam.
Manuprat, cilveéki dodas uz Andrejsalu jaunas un svaigas
“intelektualas baribas” iegtsanai, kas turklat lieliski
izklaide.” (Rita, 28 gadi)

"Rigas ‘underground’, radosa komuna, atdzimusi Veldzite
ir tikai dazi no apziméjumiem, ar kuriem var tikt raksturoti
andrejsaliesi jeb parsvara gados jauni cilvéki, kas regulari
apmeklé Andrejsalu. Vienojosais, manuprat, ir brivdomigie
uzskati, plasaka interese par literattru, makslu, maziku un
manifestéjoss vizualais izskats — izteiksmigas frizaras,
pirsings, kosakas drébes. Ka likts, daudzi andrejsaliesi
braukas ar veciem riteniem, pipés uztinamas cigaretes un
klausisies elektronisko maziku. Zimigi ari, ka Andrejsala ir
viena no retajam vietam Riga, kur nacionalai piederibai nav
nozimes.” (Zane, 27 gadi)

Andrejsaliesi tatad ir “maiga” alternativa tai patérétaju
sabiedribas dalai, ari jauniesiem, kuri klausas tikai
slagermuziku un brivo laiku pavada lielveikalos. Secinajumi
Andrejsalas sakara apgaz izplatito tézi, ka plassazinas lidzek]i
ir noteicosie dzives stila izvélé. Isi $adu pieeju raksturo
sekojoss, skiet, miljoniem reizu tirazéts citats: “Tagad
medijiem ir izskirosa loma, definéjot mums pasiem musu
pieredzi. Tie mums piedava vispieejamakas kategorijas, lai
klasificétu socialo pasauli.”™ Andrejsaliesu gadijuma medijiem
ir nenozimiga loma.

Andrejsaliesi savukart apstiprina ipaso “jaunatnes kultlras”
esamibu Rietumu sabiedriba. Si kultara nav iedomajama bez
tehnologijam, globalizacijas, multikulturalisma, popularas
kultaras, urbanizacijas un citam paradibam.' Tomér Andrejsa-
las gadijuma noteicosais ir radosums un eksperimenti.

Andrejsala svarigas ir grupas un individa attiecibas. Lai ari
aprakstamajiem andrejsalieSiem katram piemit sava un ipasi
izkopta (!) identitate, ta tomeér ir grupas identitate, tadéjadi

noradot uz noteiktu tipologiju. Mus intereséjosa konteksta
gan jauzsver, ka “prata piedévésana socialajam grupam”*
bltu aplama.

Te vélreiz jaatzime, ka andrejsaliesi nav Andrejsalas
“iedzimtie”, bet gan ir plasaks musdienu kulttras fenomens,
kurs izveidojies Andrejsala, pateicoties revolucionaram
parmainam, kas tur bija verojamas 2006. un 2007. gada ar
visu andrejsaliesu lidzdalibu. Vai andrejsaliesi bas toposa
Laikmetigas makslas muzeja auditorija? Vai vini bus i
muzeja lidzveidotaji? Vai varbat vinu pienesums bas
krasa konfrontacija ar toposo muzeju? Vai nedomat par
sadu perspektivu nozimé izniekot energijas ladinu, kurs
tik isa laika ir uzkrajies Andrejsala?

Jaatzimé, ka muzejam ir paredzéta vieta Andrejsalas
Zieme)u gala, bet Sodienas makslinieciskas aktivitates notiek
Dienvidu gala.

Andrejsalas spékstacijas éka, kas izvéléta Latvijas
Laikmetigas makslas muzeja celtniecibai, bavéta 1905. gada
(inzenieris Oskars fon Millers, 1855-1934, arhitekts Karlis
Johans Felsko, 1813-1902), un ir bijusi pirma Latvijas
elektrostacija, kura savu muzeju paredzéjusi veidot ari
energétiki, publiskai apskatei saglabajot vértigu aprikojumu
un iekartu detalas.

SIA “JAU", kas ar Rigas Brivostas pilnvarojumu apsaim-
nieko Andrejsalu un risina tas attistibas uzdevumus, ir
pasutijis teritorijas detalplana izstradi. To veido starptautiski
pazistams arhitektu birojs OMA (Office for Metropolitan
Architecture, Niderlande) pasaulslavena arhitekta Rema
Kolhasa vadiba. OMA jau ir izveidojusi toposa muzeja metu?'.

To visu aktivi atspogu|o portals www.andrejsala.lv.

Kads muzejs, tada Latvija

Vai Laikmetigas makslas muzejs ir vajadzigs tikai tadé|, ka ta
nav? Vai tas ir vajadzigs tikai valsts télam un prestizam? Vai
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tas ir tikai jégpilnaks laika pavadisanas piedavajums gimeném
ar bérniem (alternativa garajam stundam lielveikalos)? Vai ta
ir tikai nodeva vietéjai makslas videi vai, ka saka makslas
zinatniece Laima Slava: “Es |oti ceru uz jauno paaudzi, kas
izaugusi pasreizéja informativaja lauka, kurai jau sakotnéji
visa pasaule ir vala, tacu skaidri apzinos, ka tiesi viniem ka
nevienam pietrukst Laikmetigas makslas muzeja, kas tiesi
Latvijas makslas nesenas paradibas vésturiski un jéedzieniski
noliktu savas vietas, kur batu iespéja apjégt kontekstu un -
galu gala - tas iepazit originalos. (..) Vértibu mérauklas,
atskaites punktu raditaja loma ir neatnemama Joti gaidita
Laikmetigas makslas muzeja eksistences daja.”*

Vai Laikmetigas makslas muzejs ir tikai nepieciesamais
labums tarisma industrijas attistibai, tadéjadi vairojot
turigaku un izglitotaku Rigas apmeklétaju skaitu (ta saucamos
“kongresu turistus”) iepretim galvaspilsétas viesu sekstaristu
kuplajam skaitam? Vai ta ir tikai tolerances vairosanas vieta,
jo Laikmetigas makslas muzejs, ja vien tas nav pak|auts pilnigi
aprobezotiem un banaliem Jaudim, tomér ar savu véstijumu
vairo iecietibu pret citado - pret etniski, seksuali, religiski,
kulturali citado?

Tas visas ir Joti sociali svarigas muzeja darbibas skautnes.
Tomeér jau tad, kad KultGras ministrija sakam zimét pirmas
jauna muzeja aprises, starptautiskajai ekspertu komisijai
centos uzburt savu viziju par muzeju, kas nav tiesi
pragmatiska:

“Muzejs bas macisanas un tiksanas telpa caur kontekstu
un diskusijam.

Muzejs pirmkart ir muzejs - vieta, kura kolekcioné un
izstada makslas darbus. Ta¢u masdienu Rietumu civilizacija
“tiras” atminas uzglabasana, koncentréjot makslas darbus
kada vieta, vairs nav tik viennozimiga. Atminu ietekmé
Sodiena, bet pagatni ietekmé tagadne un nakotne. Katrs labs
makslas darbs k|ust par tagadnes reprezentantu, nevis
pagatnes informacijas neséju.

Tadejadi kolekcija un tas izstadisana nenozimé vairs lineari
tapusu darbu atradisanu, bet gan kontekstuali iekrasotu
véstijumu kopumu, pie tam konteksts nemitigi mainas.

Nevarot izvairities no masu sabiedribas spiedoga, kura
galvenais nav vis zina, bet tas raditais viedoklis, toposajam
muzejam vismaz viena zina ir jak|ast revolucionaram - katru
gadu bus nevis nemitigi jatransformé digitalu vai citu
informacijas neséju tehnologijas, bet gan janodrosina
informacijas saglabasana. (Pieméram, Ginta Gabrana makslas
darbs Starix nevar bat tikai VHS formata nemitiga transfor-
mésana, bet visu kontekstualo komponentu informativa
saglabasana cauri paaudzém un jauniem kontekstiem).

Muzeja virsuzdevums ir cina ar globalo ciematu - uzce|ot
muzeju Nujorka, no globala ciemata efekta tiek pasargata,
pieméram, Riga. Uzcelot muzeju Riga, no provincialisma tiek
pasargata ari Nujorka. Ja neveido izcilus muzejus, viss k)]st
par globalo ciemu.

Muzejam jatop par dubultu macibu iestadi:

Muzeja pusamfiteatra konferencu zale reizé kalpo par
nopietnu macibu telpu skolam un augstskolam, kura notiks
ari stundas un lekcijas par muzeja uzkrato, pirmo pasaulé
pilnigo WEB makslas un to pavadoso fenomenu kolekciju;

Par macibu lidzekli skoléniem, studentiem un ikvienam
apmeklétajam kalpo pati eka, kura vértigs industrialais
mantojums apvienots ar modernu arhitektonisko domasanu -
ta bas izcili fleksibla artefaktu, macibu, domasanas,
kontekstualitates un diskusiju majvieta.

Tiri politiski vajadzétu atsevisku telpa nelielai, nemitigi
mainigai dalai no Zentas Loginas gleznu kolekcijas, kura visos
laikos atgadinatu par makslinieka neatkaribu no politiskas
varas, par iespéju stradat, neizstadot makslas darbus - tikai
kalpojot pasai makslai. Visparinosi §i telpa atgadinatu gan
konkrétu cilvéku un vina darbu, tacu reizé ari kadu dzijaku
makslas nozimi arpus nemitigam diskusijam, kontekstualitates
un sabiedriskajam attiecibam.”*
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Var un vajag jauno muzeju uzlukot no jaunas, radosas
ekonomikas perspektivas. Taja, ka zinams, galvenais
pardosanas kodols ir one big distinctive idea jeb liela, atskiriga
ideja. Ta nav isti saistita ne ar mérkauditoriju pétisanu, ne ar
citam marketinga aktivitatém. Ta ir saistita ar radosumu, kas
spéj radit kaut ko principiali jaunu, par ko patérétajam vél nav
nojausmas, un kas saknojas ne tikai aptaujas un modelésana,
bet pietiekami plasa kulttras bazé un liela, energiska talanta.

Muzeja “biznesa” modeli $ada attieksme ir noteicosa. Ka
lidz tam nok|at? Diemzél tie, kuri veidos lidz galam muzeju ka
“produktu”, iespéjams, nesapratis, ka muzeja “slépta” dienas
kartiba veidos ta publisko télu ne mazaka mera KA LIELA
IDEJA. Biznesa ideja darbosies tikai tad, kad muzeja nekomer-
ciala, makslinieciska, pat revolucionara komponente bas tikpat
spéciga ka “pardodamais produkts”. Muzeja télu neveido tikai
apmeklétaji, bet ari viedok|u lideri un labi makslinieki, kuri
Vakareiropas kultara vél ir saglabajusi veselo sapratu.

Varétu muzeja uzdevumu dualismu, gluzi ka Andrejsalas
dualismu (liela maksla un liela nauda) salidzinat ar viena
cilvéka raditiem diviem artefaktiem. Si cilvéka vards ir Andrejs,
vins ir radijis vismaz divas ievéribas cienigas filmas. Vienas
nosaukums ir Cefojums uz Tukumu (1987), un to ir redzéjusi
krietni paris simti skatitaju. Man personigi un cilvékiem, kuru
viedoklis man ir dargs, $i filma skiet viens no izcilakajiem
Latvijas laikmetigas makslas darbiem. So filmu pazist labi ja
300 cilvéku. Otra Andreja filma - Rigas sargi (2007) ir pulcé-
jusi vislielako skatitaju skaitu kop$ Latvijas neatkaribas atjau-
nosanas, lielaku neka iepriekséjai Latvijas skatitaju rekordistei,
Holivudas Titanikam. Vai abam filmam ir kas kopigs?

Kada te paraléle ar toposo muzeju? Skistu, ka muzejam
neiespéjama veida, gluzi ka nakotnes Andrejsalai, gluzi
ka Latvijas sabiedribai butu jaspéj sasniegt abus mérkus un
satikties nesasniedzamaja - biznesa, Jauzu aktivitaté plus
prata saknota, unikala makslinieciska radosuma. Vai Celojums
uz Tukumu maz butu kaut ka jasameéro ar Rigas sargiem?

Ka izdarit neiespéjamo? Ka radit atskirigo? Varianti ir
iespéjami, pat tadi, kas “idejiski” spétu apvienot abas
Andreja Eka filmas. Viena liela atskiriga ideja un slépta dienas
kartiba batu ar muzeja kolekciju un programmam pétit
makslas robezas.

Cik Joti makslas robezas sasaucas ar dzives robezam? Vai
dzives robeza ir nave (un vai tadai attieksmei nebatu
janokaunas seno grieku prieksa?) Vai “kaila dziviba” ir visu
vértibu mérs, un vai vispar $ada skatijuma ir iespéjama kada
diskusija par vértibam? Vai varbat ari 3ai diskusijai ir robezas?

Vai “atvérta sabiedriba” ir vienigais sabiedribas modelis,
kura iespéjams diskutét par visu augsminéto? Cik Joti mainas
robezu izpratne?

Muzeja un sabiedriba, kura neizbégami bus Latvija
dzivojosa makslinieka “mali”, izpratne paredz konfrontaciju
ar jebkuru citu izpratni, bet makslinieks tikmér var modelét
savas iespéjamas pasaules, gluzi ka $is izstades dalibniece
maksliniece Katrina Neiburga pirms kada laika ir uzpro-
grammeéjusi savu, pilnigu jaunu valodu.

Vai muzejs/Latvijas sabiedriba/makslinieks bas pietiekami
brivi un spécigi konfliktam un izligumam, gréksadzei un
izaicinajumam?

Sobrid ir iespéjams dot jaunus impulsus nedaudz stagnéjo-
Sajai laikmetigas makslas videi Latvija. Tas, ka Latvija darbojas
labi makslinieki, nav prieksnoteikums dzivigai un spilgtai
makslas videi. Vérienigi notikumi/izstades, kuros pardomati
un parliecinoéi paradas labakais un progresivakais, ko pédéja
laika radijusi Latvijas makslinieki, pagaidam tiek marginalizéts
vai notiek arzemes - ka $i izstade Maskava, ka februari
notikusi Latvijas laikmetigas makslas izstade Time Will Show -
Laiks radis. Jauna Latvijas maksla Flensburgas muzeja Vacija.

Manuprat, izcilakais 2007. gada notikums Latvijas maksla
bija andrejsaliesa, festivala Skanu mezs rikotaja un reizé
laikraksta Diena korespondenta Viestarta Gailisa kuréta izstade
vél “neapguta” Rigas industriala teritorija — ta bija skanu
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makslas izstade Skan! kadreizéja Pardaugavas cigorinu un ma-
karonu fabrika. Ta bija ipasi marginala no sabiedriskas domas
viedok|a un pat netika izvirzita Dienas gada balvai kultara.

Pat Andrejsalas Dienvidu gala radosums nevar kompensét
pasreizéjo vériena un konteksta izjatas trakumu. Ir
nepieciesams muzejs, un so izstadi Maskava var uzlukot ka
pieturvietu cela uz to.

1999. gada $is izstades kurators Ojars Pétersons zurnalam
Studija rakstija, ka maksla beidzot ir atjégusies, atradusi savu
vietu realaja dzivé*. Tagad pienacis laiks, lai atjegsme notiktu
viedok|u lideru, [Emumu pienéméju, naudas devéju galvas. Te
diemzél Maskava mums ir priek$a — pat Kandinska balvas
nominantu izstade, kuru atbalsta lielais Krievijas bizness un
kuras norise Riga planota gandriz vienlaicigi ar $0 musu
izstadi Maskava, ir nesalidzinami profesionalaka un visadi
citadi progresivaka par jebkuru privatu kolekciju Latvija. Tas ir
paradokss - varena Krievijas komercija liek uzsvaru uz
makslas garigam, nekomercialam vértibam, savukart relativi
kuslais Latvijas bizness dod prieksroku komercialajai pusei.

Atjégsme Latvija nevar notikt tikai intuitiva limeni. Filozofis-
ki, pedagogiski, kultarkritiski, kultarpolitiski, antropologiski un
citi jautajumi, kas saistiti ar makslas izpratni, nevar kompensét
provincialo kolekcioné&sanas un izstadisanas praksi.

Paraléli makslas vides aktivizésanai ce]a uz toposo muzeju
var pétit bistamibas, kuras var raksturot ar daudziem “p” -

populisms, proletarisms, piekapigums, pragmatisms,
provincialisms, pieticiba, parprasana, principu trakums,
pasivitate, paternalisms. Kas ir $0 “p” pretstati?

Pasreizéja laika nogriezni nepieciesams intelektuals ieramé-
jums, lai parvarétu to provincialo makslas uztveri, kas dazbrid
Kluvusi pat naidiga. Pieméram, Valsts kontrole vél iepriekséja
valsts kontroliera laika 2003. gada nopéla Latvijas Laikmetigas
makslas centra pasu makslas darbu saturisko batibu.

Sakuma, pirms nav tapis Laikmetigas makslas muzejs, mérk-
auditorija ir viedok|u lideri - tie, kas varétu idejas skaidrot,

nevis tikai gaidit muzeju. Tatad task force: politologi, makslas
zinatnieki, uznémeji, reklamisti, humanitarie akademiki,
pedagogi. Tas, ka ir nobriedusi augsne cita limena publiskam
debatem, apliecina jaunais intelektualis un viedok|u lideris
jauna, radosa vidé Reinis Tukiss: “Manuprat, Latvijas publiskaja
telpa par lietam 3obrid ir liels pasparliecinatibas trakums. Ja
cilvekiem pajauta, ar ko vini nodarbojas, lielaka daja nemak
atbildét.” Turpat vins saka ari: “Sevi es uzskatu par |oti
konservativu cilvéku, un man ir grati dzivot valsti, kura nav
nekadu nopietni nemamu kultaras tradiciju”.”

Ari visas iepriekséjas si raksta rindas ir rakstijis konser-
vativs cilveks, jo uzskatu, ka Vakareiropas konservativisma
tradicija vieni no vissvarigakajiem jédzieniem ir izciliba un
personiga atbildiba.

Rezumeéjums

Sanemot davana gramatu Maskava-Gailisi no tas tulkotaja,
ieraudziju, ka vins titullapa ierakstijis vienu Venedikta
(Venickas) Jerofejeva teikumu: “Visam pasaulé janotiek lénam
un nepareizi, lai cilvéks nek|atu lepns, lai cilvéks batu skumijs
un apjucis.”

Aktiva domu apmaina agora, kuru uzsvéra kultara
“ierakstitais” Merabs Mamardasvili, centieni parvarét
provincidlismu un radit labu makslas vidi tomér nav centralais
jautajums, ja meés runajam par pasu makslu.

Batiskaka ir noskana jeb, ka raksta Maskavas—Gailisu tulks
Uldis Tirons: “intonacija, kuru Venicka bija ieguvis apmaina
pret pasauli.”** Neviens, pat vislabakais muzejs, vislabaka
sabiedriba, vislabaka makslas vide nespéj radit tadu sajatu.
To spéj tikai makslinieks.

Uzlakojot pasauli ar skumjam, tik tiesam nav svarigi, vai
apkartéja sabiedriba ir vai nav postpadomju fenomens. Svarigi
tas ir ce]a no Andrejsalas uz Maskavu, pat ja 3o braucienu
raksturo parmeérigs, labam maksliniekam nepiemitoss optimisms.
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2007 saw a lot of hard work invested in Latvia’s culture -
philosopher, journalist, traveller and editor, one of the rare
Latvian intellectuals Uldis Tirons translated Venedikt
Yerofeyev's novel Moscow - Petushki' into Latvian giving it
the title of Maskava - Gailisi.

The title alone shows that many things can be “Latvianised”,
even the names of places, which is obviously absurd. Imagine
a Latvian village called Ozolnieki (Little Oaks), which, if were
to speak about it in Russian, would be called Dubovki! And
would Skriveri (literally “Scribes”) be called Pisaki?

To make a journey back to a time, which some may
consider pre-historic because we are referring to soviet times,
today we need a translation. It is possible that for some of
the young artists taking part in this exhibition the Beyond-
the-looking-glass land we once had to live in is just as alien
as today’s India or Malaysia. For a young person whose
hitherto destinations have been Venice, Berlin, Kassel and so
on, the spiritual distance from Riga to Moscow is similar to
that between Riga and Kuala Lumpur.

Young artists could very well think so were it not for the
fact that the space we live in now is still physically and
spiritually referred to as “post-soviet”. Even if a young
Latvian artist does not wish to know or hear about the
alcohol-ridden soviet greyness or the everyday and
ideological nonsense that Yerofeyev describes in such
colourful language, even then our surroundings still carry the
fumes that poisoned both people’s souls and the wider living
space. No modern marketing, no supermarket or soap opera,
friends, clothes or cafés, stylish apartment or car, skiing in
Austria, books or self-made business can completely disinfect
the physical and spiritual space - this will take generations.

And art too is no dry cleaners’.

Those of us who proposed this exhibition - politicians, the
head of this art centre Leonid Bazhanov who has now joined
the small circle of international experts on the budding

Latvian Museum of Contemporary Art, the exhibition curator
Latvian painter Ojars pétersons — cannot simply write off the
experience we gained while Soviet Latvia was in the Soviet
Union as if it never happened. This was the time when a trip
from Moscow to Riga was a trip “na zapad” (to the West)
and even now there are still such trips to “nasha Jurmala”
(our Jarmala).

The consequences of this experience are not only virtual —
we encounter them at every step. Let us remember that we
lived in a state and society where there was not only no
Museum of Contemporary Art, not only no “normal”
international exhibition circuits, there wasn’t even any
elementary information on what was happening in art in the
far-off “shining” West. The minds of people have been so
poisoned by soviet fumes that many of them in Latvia from
several generations regard life without a Museum of
Contemporary Art as being more normal than life with it.
This, perhaps, is not too successful a generalisation, but in
the context of these reflections it seems to be the most valid.

We can draw an imaginary thematic circle in order to
mark out the coordinates for Latvia’s exhibition at Moscow’s
National Centre for Contemporary Art. Why should we do
this? For the sake of clarity; for example, in order to translate
what has to be translated because otherwise communication,
even for those taking part in the same exhibition, is like
talking through glass. Then there are others “out there” who
even just out of curiosity would like to get closer to an
artwork; then, possibly, they suddenly feel an additional need
to find out more about its message and then even more
suddenly they begin to think about many works of art
together — in an exhibition or in a museum. For these people
at one moment what may be called the context will begin to
make its mark. The more clarity about the context, the easier
it is to disperse those post-soviet fumes, which many
illusorily seem to think have already gone.



If you don’t wish to hurry history, then nothing has to be
dispersed. However, if you want to build something, for
example, a Museum of Contemporary Art, then you have to
work at it and not just like a western marketing specialist.
You have to build if you have any pity for the children who
have to grow up in post-soviet fatalism but this pity cannot
be implanted using international business methods.

For any thinking person, his attitude to the past
permeates the present but the pathos differs. There’s one
situation, which the Soviet Georgian philosopher Merab
Mamardashvili (d.1990) called “my unforgiving memory”.’
When the above-mentioned Latvian philosopher Uldis Tirons
asked him: “But Merab, how did you survive in those days?"”
he replied: “Because | am a Georgian."*

This is one possibility, one set of co-ordinates.

Another pathos is played out in the 2007 wordless
production Sounds of Silence by the outstanding Latvian
director Alvis Hermanis. For three hours the audience hears
only music by Simon and Garfunkel from a concert that never
took place in Riga in the 1970s because it couldn’t take
place. In a series of short studies, young people in a
communal apartment play out their lives, which at all times
and under all regimes are full of love, jealousy, sincerity,
books, children, toys, intoxication, creative work. But under
that regime, every now and then, fear was especially acute
because it was ideologically created and it was the fear of an
intimidated society. Fears flared up and then people shut
them away in their memories. The fears in the performance,
just as in life in those days, were marginal. You listen to
Western music and you could be “taken away” and at that
moment you're even frightened of your own shadow.
However, the power of human warmth to lull is greater than
that of fear to destroy this warmth.

And this is another possibility, a description of another set
of co-ordinates.

It is on this basis (and not just because of his professional
skills), that the head of National Centre for Contemporary
Art in Moscow Leonid Bazhanov has been invited to join the
international group of experts with the forthcoming Latvian
Museum of Contemporary Art.”

And then there are the professional co-ordinates - those
that have shaped the participants in the exhibition.

The Art Scene

The exhibition embraces three generations of Latvian artists -
from the 50 year-old “seniors” to the young Maija Kurseva.
The oldest, Andris Breze, Ojars Pétersons and Leonards
Laganovskis have experienced how the soviet censorship -
no, that sounds too abstract! It was a handful of timid
Moscow and local Communist Party Central Committee
functionaries - closed down their exhibitions in 1984 and
1985. Later these very same functionaries-censors
transformed into the “forces of light”® of perestroika and
that is probably just as well.

At the beginning of the 80s several of our artists who by
the standards of the time could be deemed to be “progres-
sive” were, to a certain extent, connected with Moscow.
Those who finally experienced "liberation” i.e. the possibility
at the end of the 80s to travel to the West and exhibit their
art without hindrance, earned money in Moscow.

At the beginning of the 80s representatives of the Latvian
“avant-garde”’ (so called by some well known West Berlin art
critics®) earned good money decorating the All-Union
Exhibition of Economic Achievement (VDNKh).? (It is interesting
to note, although in a completely different context, that the
entrance to the VDNKh, which has now been transformed
from a shop window of Soviet achievement into a chain of
supermarkets, was then and still is graced by Vera Mukhina’s
famous huge bronze monument Worker and Kolkhoz Woman
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that also became the symbol of the Mosfilm studios. This is
significant because in the Latvian cultural space there is an
unverifiable legend that in Stalin’s time, the well known
sculptor saved the Latvians’ most sacred symbol, the Freedom
Monument with its inscription For Fatherland and Freedom,
which was designed by Karlis Zale and opened in 1935. The
survival of the monument and its inscription through all the
soviet years is something of an historical impossibility. Mukhina
herself was born in Riga to a wealthy family of merchants.)

Many myths about the Moscow non-conformist scene of
the time don’t really work on the perception of our artists
because they knew many of their Moscow colleagues. It is
important to remember that whatever magazines or books on
the international art scene that were available at the time,
this was only fragmentary information in Riga as well as
Moscow. This was a closed circle in which there were many
clever, talented, creative and courageous people but who
were nevertheless isolated from the free world. Thought
might possibly be able to overcome any boundaries but
contemporary visual art needs the presence of the viewer and
ever since the early 20th century classical modernism
movements in Paris, Berlin, Dusseldorf, Munich and
elsewhere, this has been an international phenomenon.

It's hard to imagine how weak a person must be so that
the official education system and the institutional artistic
environment could make an artist of them. But the situation
with artists has not been so poor in the soviet and post-
soviet environment. In the 1970s Soviet Latvia saw the emer-
gence but what is more important, the realisation of great
talents (Miervaldis Polis, Bruno Vasilevskis, Imants Lancbergs,
limars Blumbergs and others) and both the 80s and 90s have
been no less productive as far as the arts were concerned.

Today we differ from the Moscow art scene in the fact
that in a small country there are simply fewer people who
have been educated in the arts and have a sensible attitude

towards them. Those on the Tallinn - Moscow axis, which
was far more active than the Riga - Moscow axis, understood
and could clearly formulate that which the notable Estonian
art theoretician Ants Juske has emphasised in many private
conversations: “In soviet times there were only three
possibilities — socialist realism, salon and avant-garde.”

In Latvia the post-soviet consequences have had a very
negative effect on the middle class. How many doctors,
lawyers, businessmen, politicians, philosophers, speculators
have had the self-discipline to examine in depth the most
complex phenomena of contemporary literature, music,
theatre, cinema or visual art? | know of only one such person
who, at an already mature age, undertook a systematic
examination and who, over a period of ten years, has
managed to overcome the post-soviet inertia and self-
satisfaction that characterises all those who would compare
salon (not in itself anything bad and a pleasant component
of life's comforts), with contemporary art that is the subject
of interest for the serious viewer and serious international
contemporary art museum specialists.

This one person, let’s call him K., often speaks about
Michael Craig-Martin’s work An Oak Tree that he saw in the
Tate Modern museum. The work consists of a glass of water
on a shelf high on the wall. The work is accompanied by a
description:

“"While this appears to be a glass of water on a shelf, the
artist states that it is in fact an oak tree. Craig-Martin’s
assertion addresses fundamental questions about what we
understand to be art and our faith in the power of the artist.
The work can be seen as an exploration of Marcel Duchamp’s
declaration that any existing object can be declared a work
of art. In his accompanying text, Craig-Martin provides the
questions as well as the answers, allowing the simultaneous
expression of scepticism and belief regarding the
transformative power of art.” ™
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Outside the art scene itself | practically haven’t met any other
people like that in Latvia. The Bildungbuergertum' who in
the West travels to the Kassel documenta or Venice biennales
hasn’t really developed yet in Latvia. Art for the poorly
educated middle class is only painting, moreover as colourful,
aestheticised and “interesting” as possible.™

The majority of painters revered by the local Latvian
hierarchy are of no interest to Western museums of contem-
porary art. Undoubtedly our painting tradition is in general
a serious one; it is a very good basis for the academic educa-
tion of the budding artists. Equally, it cannot be denied that
with rare exceptions, this painting developed in a closed,
even encapsulated society. Its language was determined by
a particular post-impressionistic mood that was pursued by
most Latvian artists and was undoubtedly more “progressive”
than the wooden, narrative socialist-realism introduced into
Latvia from Moscow in 1940. But already in the 90s professor
Eduards Klavins of the Latvian Academy of Art wrote on the
“Post-impresionist platitudes and the virtuoso decorativism of
the local authorities on art today”."

These post-impressionistic traditions also had many good
masters but the serious person should not avoid asking the
question - to what extent did they advance art itself and the
understanding of it or did they simply engage in the joy of line
and colour? In his 1951 lecture at the Chicago Art Institute,
painter Jean Dubuffet (1901-1985) said: “| do not regard this
function - the placement of colours in pretty arrangements -
as especially noble. If this was the only point of painting,
| wouldn’t have spent an hour of my time on this activity.”"

Moscow’s professional art circles and the viewers too
became convinced about an important facet of our painting
during the final period of soviet rule when they were treated
to the large-scale Posttraditionalism exhibition of works by
one generation of artists from Soviet Latvia in Moscow's
Central House of Artist (TsDKh) in 1989. With their large-

format works Janis Mitrévics, leva lltnere, Dace Liela, Edgars
Vérpe, Sandra Krastina and others” displayed the coura-
geousness of the time of perestroika, at least in terms of the
mightiness of the gesture.

If we compare two exhibitions of Latvian art that were
held almost at the same time, the abovementioned Posttradi-
tionalism in Moscow and the exhibition Riga - the Latvian
avant-garde in West Berlin (1988), we have to admit that the
latter was more representative of the diversity and con-
temporaneity that Latvian art was already then capable of.

At the end of the 80s, alongside the large-format works by
painters, Latvia also saw the blossoming of art that was no
less conceptual or socially oriented than in Moscow at the
time. In those days Olegs Tillbergs created installations where
symbols of soviet ideology were integrated into figurative
spatial structures resulting in new, multilayered meanings. For
example, the work Aurora (every self-respecting soviet citizen
knows the battleship of the same name in Petersburg that
fired the first salvo beginning the October revolution in 1917)
consisted of a huge whalebone resting on pioneer flags.

There were similarly thought out conceptual works are the
series of drawings and objects by Leonards Laganovskis, the
installations and large format screen prints by Andris Breze,
Juris Putrams and Ojars Pétersons. Back in the early 1980s,
the Latvian multi-media patriarchs Hardijs Ledin$ and Juris
Boiko became known with their staged video and photo
events as well their experiments with sound.

However mighty those businessmen and politicians may
feel who pronounce on contemporary art only through the
pictures they hang on the walls of their homes or office or
keep in bank safes, art, thank God and our progressive
education at the Janis Rozentals art school, the Riga College
of Art and Design and the Latvian Academy of Art, in Latvia
(too) is something much more than a balance sheet asset
that can be measured in terms of money and physical,
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“hangable” units. It is much more than an aesthetic and
emotional unit for the wellbeing of people with a
humanitarian yet unsystematic education. The question of
what it really is and what are those artists really engaged in
who are interested in art itself right up to its very limits
cannot be answered in any other way than by examining the
whole production of Latvian art and not just the
achievements of individual media.

Thos representatives of the post-soviet middle class who
don’t invest time and effort in their self-education cannot
understand the necessary shift in meaning that characterises
non-salon and of which the Latvian philosopher said: “A work
of art is like William Tell’s bolt aimed at the boy-viewer who
must understand the direction of its flight next to a fallen
apple. That would be a metaphor. In other words, the new
art, which for its material may use images, signs, objects,
text, action, sound and so on, in terms of language contain
a shift away from the meaning formations of the surrounding
world. Characteristic of this shift is that it is small, unobtru-
sive bet poignant (it tells us something essential that can
only be told through art).”*®

What has all this got to do with a Latvian artist, especially
a young one?

It all has to do with those artists who will still develop
and with those current artists who will decide to stay or not
stay “with art”. The phenomenon of the art scene is not
some secondary consideration when a person decides to
dedicate himself to such an unpredictable activity as art. The
art scene of the future cannot but be influenced by the form
and content of the nascent Museum of Contemporary Art at
Andrejsala. The story about the present and utopia in Latvian
contemporary art is largely the story about Andrejsala. The
abovementioned Merab Mamardashvili once said, “some (and
obviously for people the most essential) thoughts can only
be born in agorae...”" The provincial post-soviet agora,

where decisions are taken solely by aficionados of salonism,
cannot be conducive to man’s most essential thoughts. This
is exactly why it seemed important in the preceding lines to
speak of how the post-soviet atmosphere freezes free
thought and art.

In a democratic society it wouldn’t matter so much how
free someone’s thought are or how high the quality of the
art. However, in culture policy terms it is important not to
permit a week, internationally uninteresting museum and we
have to identify these threats of provincialism very early.

Andrejsala today is the most active agora for Riga’s art.

It is for now, still not provincial and metaphorically speaking,
the train has come straight from there to the exhibition in
Moscow.

Andrejsala and the Andrejsalites

The young people taking part in the Moscow exhibition have
possible never shown their work at Andrejsala, however, its
new art atmosphere spreads to other cells of art in Riga,
institutional and non-institutional. Andrejsala itself has
received many impulses from all manner of cells but now it is
being artistically formed by the so-called Andrejsalites. The
most visible things going on are the exhibitions organised by
art groups (for example, the Centre for Contemporary Art
space “Canteen”), shows (umka.lv), poetry readings and
video performances (Orbita), concerts of new experimental
music (Sound Forest), short film screenings (Future Shots) and
there’s even an artists’ hostel (Singalonga). Andrejsala
vibrates with a creative and experimental atmosphere but
everyone knows this is temporary, that this can only go on
for a couple of more years. Then this industrial territory will
be built on, a lot of money - investment will come in. The
site of the future museum is known but the artists’
“colonies” will have to move elsewhere.
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In the autumn of 2005, there was a claim in the Latvian press
that, “the most beautiful thing at Andrejsala is the waterfront
and the young people that frequent it. We can say that right
here in a short space of time, we have seen the emergence of
a new anthropological type with the somewhat snobbish view:
“If you don’t go to Andrejsala events, then you don’t go to
anything at all, either that or you're a total mushroom!” '™

Andrejsalites are a special breed of people. Their age is
generally between 16 and 35, they either regularly attend
the Andrejsala culture and art events or they or the event
organisers. These events are not elitist but rather mass events
in character and this means we may speak of a broad range
of the city’s young people.

Andrejsalites are a new phenomenon, which has appeared
or visibly consolidated on the “surface” of social life thanks
to this specific place and time. For a long time Andrejsala
and the waterfront behind Riga's passenger terminal was a
so-called “closed industrial” zone. Since 18 May 2006
(International Museum Day) it has been officially occupied by
these artists’ groups who have been given temporary rent
free use of the territory’s buildings and surroundings by the
developer “Jaunrigas Attistibas Uznémums”™ or JAU to use
its acronym. Practically all these artists’ societies and art
initiatives have also existed before but Andrejsala has given it
all a concentrated, non-stop character.

What we might call the anthropological type Andrejsalite
comes from urban forms of behaviour, a kind of youth sub-
culture. Andrejsalites are characterised by a sufficiently
extravagant and informal style of dress, speech and even
gesticulation that differs sharply from the lifestyle of
otherwise “progressive” people for example, the lifestyle of
the young and successful yet “classical” businessmen,
marketing and communication specialists and other lifestyles.

However, we cannot reduce the Andrejsalites to the
simple common denominator of lifestyle (it has to be said

that most of them have their own reasonable income or can
rely on their parents; poverty is not a characteristic of this
scene); equally important are the ideologies pertaining to this
subculture that determine its symbolic form and behaviour.”

| asked two young Andrejsala women to describe, what
we might call the Andrejsalites:

“1 think it is very difficult to define the Andrejsala “type”
because it is currently emerging. This means it is impossible
to offer a specific characterisation. The Andrejsala guest
book is highly diverse but | think all the Andrejsala visitors
have three components in common - contemporaneity,
enthusiasm and creativity. | think they are people who are
tired of uniformity and isolation and are looking for pleasant
surroundings and like-minded people. I'd say that we have
seen the birth of a kind of Andrejsala phenomenon, which
has been created thanks to its accessibility and the range of
events on offer. | think people go to Andrejsala to find new
and fresh “nourishment for the intellect”, which is great
entertainment at the same time.” (Rita, 28)

“The Riga ‘underground’, a creative commune, Veldzite®'
reborn, are only a few of the epithets that could be used to
describe the Andrejsalites or the mainly young people that
regularly frequent Andrejsala. What they have in common |
think are free-thinking views, a broader interest in literature,
art, music, and a manifest visual appearance - expressive
hairstyles, piercing and the brightest of clothes. As you'd
expect, many Andrejsalites ride old bicycles, smoke roll-ups
and listen to electronic music. It is also significant that
Andrejsala is one of the few places in Riga where nationality
plays no role.” (Zane, 27)

And so Andrejsalites are the “gentle” alternative to that
part of society (including the youth) that listens only to
Schlager music and spends its free time in the supermarkets
that have sprung up like mushrooms after the rain. The
Andrejsala example overturns the widely disseminated thesis
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that the mass media exert the greatest influence in the
choice of lifestyle. This approach can be briefly described by
this quote that has been heard millions of times: “Now, the
media play a crucial role in defining our experience for us.
They provide us with the most available categories for
classifying out the social world.”* In the case of the
Andrejsalites the role of the media is insignificant.

The Andrejsalites do, however, confirm the existence of a
special “youth culture” in Western Europe. This culture
cannot be imagined without technologies, globalisation,
multiculturalism, pop culture, urbanisation and other
phenomena.” However, in the case of Andrejsala, the
determining factors are creativity and experiments.

Individual and group relationships are important in
Andrejsala. Although the Andrejsalites described all have
their own specific and specially thought out (!) identity, it is
nevertheless a group identity, which thus points to a specific
typology. However, within the context we are interested in, it
should be stressed that, “ascribing reason to social groups”*
would be a mistake.

It should be noted once again that the Andrejsalites are
not Andrejsala “aborigines” but a broader phenomenon of
contemporary culture that appeared at Andrejsala thanks to
the revolutionary transformations that could be observed
there with the participation of all the Andrejsalites in 2006
and 2007. Are the Andrejsalites the future audience of
the Museum of Contemporary Art? Will they participate
in its formation? Or perhaps their contribution might be
a sharp confrontation with the future museum?
Wouldn’t ignoring this prospect be a waste of that
charge of energy that has accumulated in Andrejsala in
such a short space of time?

It should be noted that the site of the new museum is
planned for the northern end of Andrejsala while today’s
artistic activities take place at the southern end.

The Andrejsala power station that has been selected for the
new museum was built in 1905 (architects — Otto von Miller
and Johann Felsko). This was the first power station in Latvia
that was envisaged as a museum by energy workers in order
to preserve its valuable fixtures and fittings for public view.

The JAU company mentioned above that manages
Andrejsala on behalf of the Riga Free Port and is responsible
for its development, has commissioned the design of a
detailed plan for the territory. This is being done by the
internationally recognised Dutch architects’ office OMA
(Office for Metropolitan Architecture) under the leadership of
world famous architect Rem Koolhaas. OMA has already
produced sketches for the future museum.*

This is all actively reflected in the Andrejsala portal
www.andrejsala.lv.

The museum as a reflection of Latvia

Do we need a Museum of Contemporary Art only because
there isn‘t one? Is it only required for the image and prestige
of the state? Is it only a more meaningful way of spending
time for families with children (as opposed to spending hours
in the supermarket)? Is it just a token gesture for the local
art scene or, as art scholar Laima Slava puts it: “I have a lot
of faith in the young generation that has grown up in the
current information space, for whom the whole world was
open from the beginning. However, I'm fully aware that it is
they more than anyone else that need the Museum of
Contemporary Art that would place the recent phenomena of
Latvian art in their historical and conceptual place, where
there would be the possibility of understanding the context
and, in the end, to see the original works. [..] The role of a
measure of values and reference point indicator is an
inalienable and very much expected part of the existence of
the Museum of Contemporary Art.”’*



Is the Museum of Contemporary Art only a necessary amenity
for the development of the tourism industry thus increasing
the number of more educated and well-off visitors to Riga
(the so-called “conference tourists”) as opposed to all the sex
tourists? Is it only a place for increasing tolerance? After all,
with its message, the Museum of Contemporary Art, as long
as it is not under the control of the totally banal and narrow-
minded, increases tolerance of the other - the ethnically,
sexually, religiously, culturally and otherwise different?

These are all socially very important facets of a museum’s
operations. However, when we began to draw the first
outlines of the museum in the Ministry of Culture, for the
international commission of experts | tried to conjure up a
vision of the museum that wasn’t entirely pragmatic: “The
museum will be a place for learning and meeting through
context and discussion.”

A museum is primarily a museum - a place where works
of art are collected and exhibited. However, today and
tomorrow in the civilisation we call the West, the preserva-
tion of “pure” memory through the concentration of art
works in a single place is no longer as unequivocal as it may
seem. Memory itself is influenced by today but the past
influences the present and the future. Every good work of art
becomes a representative of the present and not a carrier of
information about the past.

Thus the collection and its display no longer means
showing works that were produce in linear succession but as
a body of contextually coloured messages where the context
is constantly changing.

Because it cannot avoid the stamp of mass society where
the main thing is not the message but the opinion it creates,
the future museum must become revolutionary at least in
one sense — every year we will no longer have to replace the
digital or other information carrier technologies but we will
have to ensure the longevity of the information. (For

example, Gints Gabrans’ work Starix cannot be just the
constant transformation of the VHS format but the informa-
tive preservation of all the contextual components for
generations and contexts yet to come.)

The chief task of the museum is the battle against the
global village - building a museum in New York, Riga, for
example, is protected from the effect of the global village.
By the same token, building a museum in Riga also protects
New York from provincialism. If we don’t build outstanding
museums everything becomes a global village.

The museum has to become an institution of twofold
learning:

The museum'’s semi-amphitheatre conference hall simul-
taneously serves as a serious place of learning for schools and
colleges where, among other things, there will be courses on
the museum'’s complete collection of WEB art and its
accompanying phenomena - the first of its kind in the world.

The building itself, where the valuable industrial heritage
has been combined with modern architectural thinking serves
as a learning aid for schools, colleges and every visitor, will
be an outstanding and flexible home for artefacts, learning,
thinking and contextuality.

In purely political terms there would have to be a small
space for a small, constantly changing selection from the
collection of paintings by Zenta Logina, which at all times
would serve as a reminder of the artist’s independence from
political power, of the possibility to work without exhibiting
the results — just serving art itself. Generally speaking, this
space would be a reminder both of a concrete person and
their work as well as some deeper meaning of art outside the
constant discussion, contextuality and public relations.”?

The museum can and should be seen from the perspective
of the new, creative economy. The core selling point of this,
as we know, is “one big distinctive idea”. This idea is not
really tied to target audience research nor with any other
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marketing activities. It is tied to a type of creativity that is
able to come up with something completely new of which
the consumer still has no inkling. This creativity is based not
only on surveys and modelling but also on a sufficiently
broad cultural basis and on great, energetic talent.

This kind of attitude is decisive for the museum’s
“business” model. But how do we get there? Unfortunately,
the people who would go all the way in having the museum
as a "product” may not, perhaps, understand that the
museum’s “hidden” agenda will shape its public image just as
much as the BIG IDEA. The business idea will only work when
the museum’s non-commercial, artistic and even revolutionary
component is just as powerful as the “saleable product”. The
museum’s image is formed not only by its visitors but also by
the opinion makers and good artists who in Western
European culture have still retained their common sense.

We could compare the dualism of the museum’s task, just
like the dualism of Andrejsala (big art and big money), with
two artefacts created by a single person. This person is called
Andrejs and he has made at least two noteworthy films. One
is called Journey to Tukums (1987) and has been seen by a
couple of hundred people. For me personally and for those
whose opinion | value greatly, this film is one of the most
outstanding works of Latvian contemporary art. This film is
known by 300 people, if that. Andrejs’ other film with the
title of Rigas Sargi (2007) has been the biggest box-office hit
since the restoration of Latvia’s independence, bigger even
than the previous record holder in Latvia, the Hollywood
blockbuster Titanic. Do these two films by Andrejs have
anything in common?

What is the parallel here with the future museum? It
would seem that in some impossible way, the museum,
just like Andrejsala of the future, just like Latvia’'s
society, should be capable of achieving both aims and meet in
the unattainable - in business, the activity of the people plus

unique artistic creativity based on reason. Do we even have to
somehow correlate Journey to Tukums with Rigas Sargi?

How to do the impossible? How to create the different?
There are possible variations, even those that could, on an “idea”
level, combine both of Andrejs’ films. One possible different
idea and hidden agenda could be to research the boundaries
of art using the museum’s collection and programmes.

To what degree do the boundaries of art correspond with
the boundaries of life? Is death the boundary of life (and
shouldn’t this approach be shameful in the eyes of the
ancient Greeks)? Is “bare life” the measure of all values and
from this point of view can there be any discussion on values
at all? Or perhaps there are boundaries to this discussion too?

Is the “open society” the only model of society in which it
is possible to discuss all the above? To what extent does the
understanding of boundaries change?

The “clay” of the artist living in Latvia will unavoidably be
in the museum and society and here, understanding foresees
confrontation with any other understanding. But the artist,
meanwhile, can model his possible world(s) just like Katrina
Neiburga (also participating in this exhibition) did some time
ago when she programmed her own, completely new language.

Will the museum/Latvian society/artist be sufficiently free
and strong enough for conflict and reconciliation, confession
and challenge?

Today we have the possible preconditions for giving fresh
impulses to the somewhat stagnating contemporary art scene
in Latvia. That there are good artists working in Latvia is not a
precondition for a lively and vivid art scene. Ambitious events/
exhibitions that thoughtfully and convincingly demonstrate the
best and most progressive output recently created by Latvian
artists are currently marginalised or they take place abroad -
such as this exhibition in Moscow or the exhibition of Latvian
contemporary art Time Will Show - the new Latvian art that
was held in Flensburg, Germany in February of this year.



26

In my opinion the art event of 2007 in Latvia was the sound
art project Skan! curated by the Sound Forest festival
organiser, Andrejsalite and one-time daily newspaper Diena
correspondent Viestarts Gailitis in one of the still “virgin”
Riga industrial territories — the former chicory and macaroni
factory. From the point of view of public opinion this was an
especially marginal event and wasn’t even nominated for the
Diena annual culture prize.

Even the creativity of the southern end of Andrejsala
cannot compensate for the lack of a sense of ambition and
context. We need a museum and this exhibition in Moscow
may be regarded as a stop on the way.

In 1999 the curator of this exhibition Ojars Pétersons
wrote in the magazine Studija that art had at last come to its
senses and found its place in the real world.” The time has
come for this to happen in the minds of the opinion leaders,
decision makers and those holding the purse strings. Here
I'm afraid Moscow is ahead of us — even the exhibition of
works by Kandinsky Prize nominees, which is supported by
big Russian business and is planned to take place almost
simultaneously with our exhibition in Moscow, is incompa-
rably more professional and more progressive in every other
way than any private collection in Latvia. There is a paradox
here; where mighty Russian commerce emphasises the
spiritual and non-commercial values of art, Latvia’s relatively
feeble business favours the commercial side.

Coming to one's senses in Latvia cannot happy only on an
intuitive level. Philosophical, pedagogical, culture-critical,
culture-political, anthropological and other questions related
to the understanding of art cannot compensate for provincial
acquisitions and exhibition practice.

On the road to the future museum, in parallel with the
activation of the art scene, we should also examine the
threats that may be described by many words beginning with
“p" - populism, proletarianism, passivity, lack of perception,

pragmatism, provincialism, lack of pretension, lack of princi-
ples, paternalism. How do we counter these “p” words?

From today’s aspect what is required is an intellectual
framework in order to overcome that provincial perception of
art that has sometimes even taken hostile form. For example,
in 2003, the State Audit Office (then headed by a different
Auditor General) lambasted the essence of the content of
works of the Latvian Centre for Contemporary Art.

Until the Museum of Contemporary Art has begun
operations, the target audience in the early stages is the
opinion makers — those could explain ideas instead of just
waiting for the museum, a task force if you will: political
scientists, art scholars, businessmen, advertising executives,
academics, social scientists, pedagogues. That the ground
has been prepared for public debate on a different level is
confirmed by Reinis Tukiss, a young intellectual and opinion
maker in the specific, new creative environment: “l think
there is a distinct lack of self-confidence today about things
in Latvia’s public space. If you ask people what they do, most
of them don’t know how to reply.”* Elsewhere he says: "I
regard myself as a very conservative person and | find it
difficult to live in a country where are no cultural traditions
that can be taken seriously”.*

All the previous lines have also been written by a
conservative person because in my opinion, two of the most
important notions in the Western European tradition of
conservatism are excellence and personal responsibility.

Résumé

When | was presented with the book “Moscow - Petushki” by
its translator, | noticed that he’d included a sentence by Vene-
dikt (Venichka) Yerofeyev in the title page: “Everything in the
world must take place slowly and wrongly so that man does
not become proud, so that man will be sad and confused.”*'
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Any active exchange of thoughts in the agora as emphasised
by Merab Mamardashvili, who has himself been inscribed in
the annals of culture, and any attempts to overcome
provincialism and create a good art environment is neverthe-
less the central issue, if we are speaking about art itself.

The most important thing is the mood or, as the
translator of “Moscow - Petushki” Uldis Tirons wrote, “the
intonation that Venichka had received in exchange for the
world.” No one, not even the ideal museum, the ideal society
or the ideal art scene can create this feeling. This can only be
done by the artist with his one head.

If we look at the world with sadness, then it really doesn't
matter whether the society around us is a post-soviet
phenomenon or not. This is important on the way from
Andrejsala to Moscow, even if this journey is characterised by
a level of optimism unusual for a good artist.

! Literally translated from the Russian word for rooster - transl.

2 Jerofejev, Venedikt. Maskava-Gailisi. [Moskva-Petushki] Translated from the Russian by
Uldis Tirons. Riga: Liepnieks & Ritups, 2007. p. 357 [2]. ISBN 9789984960937
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Gesellschaft fur bildende Kunst (Hrsg.). Berlin (West): Elefanten Press, 1988, p.84, ill..
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Helena Demakova et al. Warsaw: Zacheta Gallery of Contemporary Art, 1996, p.48. ISBN
8386277548,
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17 Mamardashvili, Merab. The Joy of Thinking, op cit p. 32.
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1691-2756
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B 2007 rony 6bina 3aBepweHa CywecTBeHHan Ana naTblw-
CKOW KynbTypbl pabota: Ynauc TupoHc — nybnuumct, nyre-
WecTBeHHWK, peaakTop, B CBOé BpeMA M3y4yaBwni puno-
couio, 0ANH U3 peaKux NaTbIWCKUX UHTENNeKTyanos —
nepeeen Ha naTbiWCKNA A3bIK pomaH BeHeaukTa Epocheesa
“Mockea-leTywkun”, B nepesone 3By4awmn Kak
"Maskava-Gailisi”'.

YXe 13 Ha3BaHUA BMAHO, YTO NPMAOATHL NaTbllWCKOE
3By4aHMWe MOXHO MHOIMo 4Yemy, flaxe Ha3BaHWIO MecCTa, 4YTOo
ABNAETCA o4yeBMaAHbIM abcypaom. MNpeacrasum cebe, 4yTo
NaTblWCcKMin nocénok O30NHMEKN B pa3roBope Ha pycckom
A3bike 6bin 661 HazBaH “[lyboBkn”! Unu [3nHTapwm
HasbiBanucb 6bl “AHTapn”.

YT06bI HayaTb NyTewecTeMe BO BPpeMA, KOTOPOE KOMY-TO
MOXEeT NoKasaTbCA NOUCTOPUYECKMM, TaK Kak peyb UaéT o
COBETCKOM BpeMeHU, CeroaHA HyxeH nepesof. BoamoxHo,
ONA 4acTU MONOAbIX XYAOXHUKOB, MPUHMMAIOWKNX yYacTue
B 3TOW BbICTAaBKe, 3TO 3a3epkanbe, B KOTOPOM KOrfa-To
NPUXOAUNOCH XWUTb, Takoe Xe 4yxoe, kak MHama nnu
Manansuna. flyxosHoe pacctosHue oT Purn no Mockesl ans
MONoQoro YenoBeka, ANA KOTOPOro UenAMu nyTewecTsnin
6binn BeHeuwsn, bepnuH, Kaccens n Tak nanee, cxoaHsl
C Tem Xe pacctoaHuem ot Purn no Kyana-Niymnyp.

Mononéxs MoxeT Tak nonaratb, ecnu 6bl TONLKO MpoO-
CTPaHCTBO, B KOTOPOM Mbi cenyac pmsnyeckm m QyxXoBHoO
XWBEM, He HYXHO 6bino Bbl CYyMTaTL “NOCTCOBETCKUM ",
faxe ecnu Monoaon NaTbIWCKUA XYAOXHUK HUYEro He
XenaeTt HW 3HaTb, HW CNbIWaTbh O COBETCKOW CePOCTH BKYyne
C ankoronusmMom, nnm o 6bITOBOM U MOEONOrMYECKOM CBUH-
C(TBe, KOTOpble Tak kpaco4yHo obnek B cnosa Epodees, -
faxe B TaKOM Cfny4yae B Hallem OKPYXeHUWN ele He paccenan-
CA TOT Yan, KOTOpPbIN OTpaBvn U nwackue aywu, n Gonee
WHUPOKOEe NPOCTPaHCTBO XU3HWU. HUKaKOW cOBpeMeHHbI
MapkeTWHr, HMW OAWH CynepmMapkeT Unu cepuan, aApy3bA,
onexpa, kadpe, cTUNbHaA KBapTUpa UNKM MallWHa, KaTaHue

Ha NbiXXax B ABCTPUWN, KHUIU UNKU CAMOCTOATENbHO CO3aaH-
HOe NMPOW3BOACTBO HE MOXET OYUCTUTb XWU3HEeHHOoe U ay-
XOBHOE NpoOCTpaHCTBO, KOTOpPOe Haao G)P‘IIET o4ynwaThb
MNOKONEHUAMMN.

N nckycctBo ToXxe He “XuMynctka”.

Te 13 Hac, KTo cnocobCTBOBAN CO30aHMIO 3TON BbICTABKWN —
NONUTUKW, PYKOBOAWTENb BbICTABOYHOro noma fleoHun
baxaHoB, NnpucoeanHUBWNINCA K HeBoNbWOMY Kpyry Mexmay-
HapoAHbIX 3kcnepToB 6yaywero Nlateuickoro Myses coepe-
MEHHOIro UCKYCCTBA, NaTbiWCcKnn XynoxHuk Ospc MeTep-
COHC, — Mbl HEe MOXeM “CTPAXHYTL" Kak He CylecTBOBaBWNA
TOT ONbIT, KOTOPbIN Hakannueanca tToraa, korna Coeerckasn
NNaTtena exonuna B coctae CoseTtckoro Colsa. Korna
noesnka u3 Mockebl B Pury 6bina noesnkon “Ha 3anan”.

o cux nop NpoucxodAT Takue noesnku B “Hawy Opmany”.

MocnencrsnA 3TOro onbiTa He TONbLKO BUPTyanbHbl. OHK
BCTPEYAaKOTCA Ha KaXOoMm LwWwary, ecnu BCNOMHUTL rocynap-
CTBO M ob6wecTBo, B KOTOPOM He 6bino He Tonbko Mysesn
COBPEeMEHHOro UCKyccTBa, He ToNbKo “HopmanbHoro”
DﬁDpDTE MeXOYHapoaHbIX BICTAaBOK, HO HE XBaTano gaxe
aNemMeHTapHON MHbopMaLUuM O TOM, 4TO NPOUCXOAUNO
B WCKYCCTBE Ha panekom, “cuamwem” 3anage. CoBeTCKUN
H4a[ Tak OTpaBun nioackue ymbl, 470 NOAU HECKONBKWUX NOKO-
neHnn B JlaTBUM CHMTAIOT, 4TO XM3Hb 6e3 My3es coBpemMeH-
HOIro UCKYCCTBa HOpmMmalnbHee, 4eM KOorga oH ecTh. 3T0, BO3-
MOXHO, He camoe yana4yHoe obobweHne, ogHakKo B KOHTeK-
CTe 3TUX pacCcyXOeHW OHO KaxeTcA Hambonee HarnAOHbIM.

B Boo6paxeHnn Mbl MOXEM NPOBECTU TEMATUYECKYIO
ayry, 4To6bl 0603HaAYNTL KOOPANHATLI 3TOM NAaTBUNCKOW
BbiCTaBKM B MOCKOBCKOM HaUuMOHaNBHOM UueHTpe Coepe-
MEHHOI0 UCKYCCTBA. 3a4eM 3TO HYXHO? [InA ACHOCTH, -
Hanpumep, AnNs Toro, 4Tobbl NepeBecTn To, HTO HYXHO
nepeeBecTn, NOCKONbKY MHa4Ye faxe y4acTHUKW OAHON
BbiCTaBkn obuwatotca, 6yaro ckBo3b ctekno. Ewé ects apy-
rue, “tam, cHapyxu"”, kotopble xoTA 6bl U3 niobonbiTcTBa
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XOTAT NPUBAN3NTLCA K NPOU3BEAEHMIO UCKYCCTBA; TOoraa
OHMW, BO3MOXHO, BHE3aMNHO OWYyWanT AONONHUTENbHYIO
Heo6XxoaANMOCTb NOrpPy3NTLCA B TO, O Y€M OHO MOBECTBYET,
a NOTOM Ha4YuUHaT AyMaTb U O MHOIMMX NPOU3BENEHUAX
WMCKYCCTBA BMeCTe — Ha BbiCTaBke unu B mysee. [INA Takux
niogen B KaKOW-To MOMEHT Ha4YynHaeT BbIPUCOBbLIBATLCA TO,
4YTO Ha3bIBAETCA KOHTEKCTOM. YemM 6onblwe 3TO ACHO, TeM
nerye 6nyxnaTth B TOM NOCTCOBETCKOM 4Yaay, KOTOPbIA
MHOIMMM KaXeTCA YXe NCYe3HYBLWNM.

Ecnn HeT XenaHuMA TOPONUTL UCTOPUID, TO HUYEron He
Hano paccenBaTtb. OQHaKO eCcNn XOYeTCA YTO-TO MOCTPOUTS,
Hanpumep, My3sen coBpeMeHHOro UcKyccTea, Heobxoaumo
NOTPYAWUTLCA, U HE TONbKO B Ka4yecTBe 3ananHoro
cneunanucta no MmapketuHry. CtpouTts Heobxoammo, ecnu
Xanbe Aeten, KOTopblie NOMKHbI PAacTU B NOCTCOBETCKOMW
06pe4€HHOCTN, HO 3Ta XanocTb He MoXeT BbiTh NPUBKUTA
MeTofamMun mexayHapoaHoro 6usHeca.

OTHOWeHKMe Kaxaoro aymalowero 4Yenoseka K npownomy
NpOHWKaeT B HacToAuwee, HO nadoc beiBaeT pasHbin. OauH -
TOT, KOTOPbIN COBETCKUI rPy3nHCKUA cbunocodp, ymepimnia
B 1990-m roay, HasbiBan “mMosA Henpowawwasa NnamaTe"”?’,
Korpa yxe ynomaHyTbin nateiwckuin dounocod Ynauc
TupoHc cnpocun ero: “Ho kak Tel, Mepab, BbiXun B TO
Bpema?” — ToT oTBeTUN: “MOTOMY 4YTO A rPy3KH"’.

3TO oAHa U3 BO3MOXHOCTEeWN, OHO ONucaHue KoopauHar.

Opyron eua nadoca pasbirpaH B cnektakne “3syku
TUWKHBI"Y - NnpeactasneHun 6e3 cnos, noctaeneHHom 8 2007
roay BblAAOWWMCA NaTbIWCKUM TeaTpanbHbIM PeXnccepom
AnBucom XepmMaHucoM. Ha NpoTaXeHUn TPEX YacoB 3BYYMUT
TONbKO My3blka n3 KoHuepTa CanmoHa n MNapdyHkens,
KoTopbin B 60-x rogax HMKorga He npoxoawun B Pure, Tak
Kak He MOr COCTOATLCA. B KOMMyHansHOW KBapTupe
Monoablie Noan B BUAE 3TIOAOB PasbirpbiBalOT CBOIO XWU3Hb,
KOTOpas BO BCe BpemeHa, npu nwbom cTpoe HanonHeHa
no60BbI0, PEBHOCTLIO, CEPAGYHOCTLIO, KHUFamMKn, AeTbMM,

Urpywkamw, ogypMmaHusaHuem, Teopyectsom. Ho npu tom
CTpoe cTpax BpemeHamun 6bin 0co6eHHO NPOH3UTENEH,
MOCKONbKY 3TO 6bIN CO3AaHHBLIA MAGONOrMen cTpax 3anyraH-
Horo obuwecrtsa. OH BCNbIXHYN, @ MOTOM NIOAW 3aABUHYNU
ero B 3aKoynkuv namatu. CTpax B CneKTakne, Tak Xe Kak
W KOrga-To B Xu3Hu, 6bin MmapruHaneH. Tel cnywaews 3anan-
HYI0O My3biKy U TebAa MoryT “3amecTn”, n B 3TOT MOMEHT Tbl
6ounwbca cobcTeeHHON TeHW. OQHaKo YenoBeyeckoe Tenno
ybalokmBaeTt cunbHee, 4eM MOXET U3MOTaTb CTpax.

ECTb U Takana BO3MOXHOCTb, Apyroe onucaHne KoopawmHar.

Mostomy (a He ToNbKO K3-3a NpocheccnoHanbHbIX
cnocobHOCTEN) NPUCOEANHUTLCA K MEXAYHapOAHOM
IKCNEpPTHOM Komuccun® cospnasaemoro flateuitckoro Mysesn
COBpPEMEHHOro uckyccresa 6uin npurnawéH pykosoauTens
Mockoeckoro HaunmoHanbHOro UEHTpPa COBPEMEeHHOro
nckycctea Jleonmn baxaHos.

A ewé ectb NpocheccnoHanbHble KOOpaANHaThl — Te, KOTO-
pble cchOPMUPOBANKN Y4aCTHUKOB BbICTaBKMN.

XynoxecTtBeHHana cpena

BbiCTaBKa OXBaTbIBAET TPU NOKONEHWA NATLIWCKUX XYOOX-
HUKOB — OT NATUAECATUNETHUX “BeTepaHOB” NO MONOOON
Main Kypwesoin. Camble cTapwue - AHgpuc Bpexe, Oapc
MeTepcoHc, JleoHapa JlaraHOBCKWC — Nepexunu BpemeHa,
KOrga COBETCKaA ueH3ypa (HeT, 3TO 3BYYUT CAULIKOM
abcrpakTHO! — 310 6biNa ropcTka 3anyraHHbIX MOCKOBCKUX

N MeCTHbIX PabOTHUKOB LEHTPaNbHOroO KOMUTETa KOMMY-
HUCTUYECKOW NapTumM) 3aKpbiBana ux BbicTaBku B 1984-m

n 1985-m ropax. MNo3gHee Te xe cambie noawn, YMNHOBHUKM,
NpeBpaTUNnCh B “CBeTNbIe cunbl”® NepecTponkn, HO, BOIMOX-
HO, 3TO U K nyyqwemy. B Hayane 80-x rogpoB MHOrmMe Hawwm
XYOOXHWKW, KOTOPbIX, BbipaXanach A3bIKOM Tex NeT, MOXHO
6bino 6bl Ha3BaTb “NporpeccuBHLIMK, B onpenenéqHHon mepe
6binn ceA3aHbl ¢ MockBoit. Te, KTO HaKOHEU-TO AOXAaNUCh
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“oTnyweHnA Ha Bon"”, NHLIMKM CNoBamMu, B KOHUe 80-x
roNoe MOrNM Bble3XaTb Ha 3anaa W BbICTaBMNATb CBOE UCKYC-
cTBO 6ecnpenATcTBeHHO, AeHbru 3apabaTwiBany B Mockse.

B Havyane 80-x npeacraBuTenu “naTtbiwckoro asaHrapna”
(TEK MX Ha3blBallh 3HAKOMbIe XYyOOXeCTBeHHbIe KPUTUKKW N3
3ananHoro bepnuHa)® pabotanu n Hennoxo 3apabaTbiBanmy,
othopmMnAs BbiCTaBKy NOCTUXEHWIA HAPOAHOro XO3AWCTBA
(BOHX)'.

MNHTepecHo, XOTA N B COBEPWIEHHO MHOM KOHTEKCTe,
BCMOMHWUTbL TOT (PaKT, YTO BbICTABKY, KOTOpas Tenepb U3
60nbWON BUTPUHbLI COBETCKMX NOCTUXEHMIN NpeBpaTUNach
B BEpeHMLUy CynepmMapkeToBs, B CBOE BPEMA, Kak U Teneps,
BeH4Yana 3HamMeHuTan ruraHTckaa 6poH3oBaA cKynbNTypa
Bepbl MyxuHon “Paboyunin n KonxosHuua”, cnyxuslas
TaKxe ouuManbHbIM CUMBONOM CTyaum “Moccunem”.

3TO BaXHO NOTOMY, YTO B KYNbTYPHOM NPOCTPAHCTBE
Nateun cywectsyeT HeNoaTBEPXAEHHbIN MU O TOM, YTO
3HaMEHWUTbIN CKYNbNTOpP B CTAaNUHCKWE BpeMeHa cnacna oT
YHUYTOXEHUA BENNYaNLWWYIO NaTbIWCKYIO CBATLIHIO — CO3AaH-
Hel Kapnucom 3ane n oTkpbIThiid B 1935 rogy MamMATHUK
Ceobopabl, KOTOPLIN yKpawaeT Hagnuch “OTevecTBy U CBO-
6ope”. CywecTBOBaHWE CaMOro NaMATHMKA M 3TON HaANUCK
Ha NPOTAXEHWUWN BCEro COBETCKOro BpeMeHW — B CBOEM pofe
MCTOpuyeckan HeBepoATHOCTb. Cama xe MyxuHa
npoucxoauna M3 poaa 3aXMUTOYHbIX PUKCKMUX KYMUOB.

MHorve mudbl 0 MOCKOBCKOM HOHKOHM(OPMUCTCKOMA
Cpene Toro BpemMeHwn He paboTaloT B BOCMPUATUM ITUX
HaWWUX XYNOXHUKOB, TaK KaKk OHW BbiNM 3HaAKOMBI CO MHOTK-
MW MOCKOBCKUMM Konneramun, BaxxHoO NOMHUTb — Kakune 6bl
XypHanbl UMW KHUTKM O MeXAYyHapoaHbIX COBbLITUAX B
NCKyccTBe He Bbinu NOCTYNHbI, 3TO 6biNK NUWL 06PbLIBKK
MHopmauun, kak B Mockse, Tak u B Pure. 3T1o 66110
O6UWeCcTBO 3aKpbITOro TUMNAa, B KOTOPOM 6biI0 MHOTO YMHBIX,
TanaHTNMUBbIX, TBOPYECKUX U CMEenbiX, OAHaKO OTAeNneHHbIX
OT ceobonHoro mupa niogei. BepoATHO, Mbicnb MOXeT

npeononeTb BCe Nperpaabl, 0AHaKoO COBPEMEHHOMY
BU3yanbHOMY UCKYCCTBY Heo6xonMmMo NpPUCYTCTBME 3pUTens,
W OHO, HA4YMHaA C TeYeHUWN KNaccm4eckoro MofaepHu3ma
Ha4vana 20-ro Beka B lMapuxe, bepnuxe, fioccenbaopde,
MioHxeHe n apyrux ueHTpax, Bcerna 6bino MexayHapon-
HbIM ABNEeHUEM.

CnoxHo npeactaBuTb, Kakum cnabbiMm nonxeH 6biThb
4yenoeek, 4Tobbl TONbKO othuunanbHas cuctema obpaszo-
BaHWA U UHCTUTYUMOHAaNbHaA XyNOXeCTBEHHaA cpefa Mornm
coenaTte U3 Hero xynoxHuka. OgHako ¢ XyaoXHWUKamu B
COBETCKOM N NOCTCOBETCKOW cpene 6biNno He Tak yxX u cnabo.
Kak B 70-e roabl B CoBeTckon JlaTBUN NOABNANUCHL W, rMas-
Hoe, peanu3oBbiBanu ceba 6onbwme TanaHTel (Muepsanauc
Monwuc, bpyHo Bacunesckuc, UmanTc NlaHumaHwuc, Nnmapc
bnymbeprc u npyrue), Tak 1 80-e n 90-e roasl He 6bINK
obneneHbl NCKYCCTBOM.

CeroaHa Mbl OTNNYAEMCA OT MOCKOBCKOW XyOXEeCTBEH-
HOW Cpefbl TeM, YTO B HaleWn ManeHbLKOW CTpaHe NpPocTo
4YncneHHo MeHble obpa3zoBaHHbIX U pasbupalowmnxcs B
UckyccTee nionen. Ha Tom ocu, kotopasa 6bina HaMHoOro
akTueHee ocn Pura — MockBa B cOBeTCKOE BPeM#A, TO eCTh
oCb TannuHH -~ MockBa, Y€TKO NOHANKU U CMOrNK cchopMmy-
nMpoBaTh B CNOBAax TO, 4TO B YaCTHbIX pa3roBopax nogyep-
KWBan BblAaKWWNCA TeOpeTUK nckycctea AHTc KOcke: “B co-
BeTCKOoe BpeMA 6bIN0 TONbKO TPU BO3MOXHOCTM — couMa-
NNCTUYECKUIA peannsm, canoHHoOe UCKYCCTBO W aBaHrapn”.

B JlatBuM nocneancTemA coBeTckoOro CTPOA TAXENO oTpa-
3UNNCb Ha cpeaHem knacce. CKONbKUM Bpadam, agBokaTam,
npeanpuHuMartenam, nonutukam, chunococam, cnekynaH-
Tam He XBaTWUNO CamMoanCUMUNNNHBI, YTOBbI NOrpysnThLea
B C/TOXHbIe ABNEHUA COBPEMEHHOW NUTepaTypbl, My3biKM,
TeaTpa, KWHO W BM3yanbHOro Uckycctea? Al 3Ha TONbKO
OHOro Takoro Yyenoseka, KOTOPbLIA NYTEM CUCTEMATH-
4eCckoW no3HasaTenbHOW paboThbl yXe B 3penom Bospacre
B Te4eHWe NecATH neT CMOr NpeoaoneTk NOCTCOBETCKYIO



MHepUWIO U CAMOAOBONBLCTBO, KOTOPOE XapakTepHo AnA
BCEX TeX, KTO canoHHOe UcKkyccTBo (KoTopoe camo no cebe
He ABNAeTcA 3nom, bonee TOro, ABNAETCA NPUATHLIM KOM-
NOHEHTOM KOMMOPTHOW XWN3HW) CTAaBUT Ha OAHY CTyNeHb
C TeM COBPEMEHHbIM UCKYCCTBOM, KOTOPbIM MHTEpPeCyloTCA
cepbé3Hble 3pUTeNnn U cepbesHbie MexayHapoaHble
My3eilHble CneunanncTbl N0 COBpeMeHHOMY UCKYCCTBY.

3TOT eANHCTBEeHHbIN Yenosek, HazoBém ero K., 4yacto
rosopuT o npousseneHunn “fly6”, kotopoe oH BuAen B ra-
nepee “Tate Modern”. “fly6"” npencrasnan co60n NONOUKY,
NPUKPENNéHHYIO BbICOKO Ha CTE@HEe, Ha KOTOPOW CToAN
CcTakaH, HanonHeHHbIn Bogon. PaboTy QoNONHANO onuca-
Hue: “"XOoTA 3TO W BbIFMAQWUT Kak cTakaH BOAbl Ha NONKeE,
XyNOXHWK yTBEpPXAaeT, YTO Ha CamMOM 3TO gene ay6.
YreepxneHne Kpenra-MapTtuHa nogHnumaet
chyHaaMeHTanbHble BONPOCHI O TOM, YTO Mbl NOHUMaeM
NOA WCKYCCTBOM, W O HalWwel Bepe B CNOCOOHOCTU XYAOXHM-
Ka. 3To Npou3BefeHne NCKYCccTBa MOXeET paccMaTpuBaThbCA
KaK uccnenosaHue yreepxnenna Mapcena [llowaHa, 4To
no6oit obbigeHHbIN NpeamMmeT MoxeT ObiTb NPU3HaH Npowns-
BeleHMeM nckyccTea. B aHHoTaumm K csoen pabote Kpewr-
MapTuH W 3apaeT BONPOChHI, U AaeT OTBEeTbl, AONYCKaA, HTO
Nno OTHOWeHUIO K Nnpeobpa3yowen cnne NCKYccTea MOXHO
BblpaxXaTbh ONHOBPEMEHHO KakK CKencuc, Tak u nposepue” %

Bonblue Takux nioae BHe Xy[oXecTBeHHOW cpefbl
NaTBun MHe BCTpevaTh He poeoaunocs. Tot Bildung-
buergertum’, koTopbl Ha 3anaage e3AUT Ha Kaccenbckue
BbicTaBku documenta B WK Ha BeHeunaHckne bbeHHane,
ewé Tonkom He cchopmmuposanca. NCKyccTBo ana
Manoo6pa3oBaHHOro cpeaHero Knacca — 3To ToNbKO
XWBOMUCbL, K TOMY X€ N0 BO3MOXHOCTA POCKOWHaARA,
3CTeTUIMpoBaHHan, “uHTepecHan" ",

BONBWMHCTBO XYAOXHWKOB, BbiA€NeHHbIX B MECTHOW
NaTBUCKOW Mepapxumn, He UHTepecyeT HU OAWH 3anafHbin
My3ei COBPEMEHHOro NcKyccTea. Henb3Aa oTpuuate, 41O

Halla XWBONWUCE NMeeT Cepbe3Hylo Tpaauuwnio, oHa ABNAETCA
O4YeHb XOpOLWen OCHOBOW ANA aKkagemMu4eckoro obpasoBa-
HUA XYAOXHMKOB. OQHAaKO 3Ta XWUBOMWUCL 38 peakuMu
MCKNIOYEHMAMIK pa3BuBanach B 3aKpbiTOM, Aaxe “3akancy-
nuposaHHoM” obwecTee, n eé A3bIK 6bin obycnosneH
cBoero poga NOCTUMMNPECCUMOHUCTCKUM HacTpoeHuem,
KOTOpOEe KyNbTUBMPOBANN MHOMME NaTbilWCKne XNBONUCUbI
1 KOTOpOe, HeCOMHeHHO, Bbino 6onee “NporpeccuBHLIM®,
yem B 3aBe3éHHbIn 1940-m roay B JlatBnio n3 MOCKBbI
fepeBAHHbIN, NOBECTBOBATENbHbIN COUMANNCTNYECKNI
peanusm. W Bce-Taku naTbiwckuin npodpeccop Sayapa
KnasuHbl yXxe B cepeanHe 90-x ronos nucan o “noctum-
NPeccMOHNCTCKUX BaHanbHOCTAX U BUPTYO3HOW NekopaTue-
HOCTU COBPEMEHHbIX MECTHbIX aBTOPUTETOB UcKyccTBa” '

N B 3TON NOCTUMNPECCMOHUCTCKON TpaauumMm MOXHO
Ha3BaTb MHOMO XOpPOLWMWX MacTepoB, OAHAKO Henb3A
niberaTbh CEpPbE3HOro BOMNpPOCa: B Kakon Mepe OHW ABUranu
BNepén WCKYCCTBO U ero NoHMMaHne, Unn Xe OHW NpocTo
oTAanUCch NpenecTy NMHWUMA 1 Kpacok. B 1951 roany nssecTHbIN
xynoxHuk Xan Jiobiodde (1901-1985) 8 cBoein nekuum
B XynoxecTBeHHOM WHcTuTyTe Yukaro ckasan: “fl He
cunTalo 3Ty PyHKUMIO — pacnonoxXxeHne UBETOB B NMPUATHbIX
coyeTaHunax — ocobenHHo 6GnaropoanHon. Ecnu 66l cMbICN
XnBonucK Bbin TONbKO B 3TOM, A Bbl HUKOrAa He NOCBATUN
3TOMY 3aHATUIO HX Yaca ceoero BpemeHn” . MNpodeccno-
HanbHaA XyaoXecTBeHHaA MOCKOBCKaA cpefa, a Takxe
3putenn ybeannuce B CylWeCcTBOBaHWM OOHOWN U3 NOCTONHOW
BHUMAaHWA rpaHn HalWwero UCKYccTBa B CAaMOM KOHLUe cyulec-
TBOBaAHWUA COBETCKOW BNacTn — Ha 60NbWON BbiCTaBKe
OAHOro NokoneHua xyaoxHukos Cosetckon flatemm — “lNocT-
TpaauunoHanuim”, npowenwen 8 1989 rony 8 MOCKOBCKOM
LleHTpanbHOM nome xynoxHuka (LAX). B pamkax 3ton
BbICTaBkK B KpynHodopmaTHbix pabotax AHnc Mutpesuu,
Weea UnTtHepe, [laue Nluena, arap Bepne, CaHapa
KpactuHAa n apyrve’”” nokasanu ganeko uwayuwue, BO BCAKOM
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cny4ae, C TOMKW 3peHUA WUPOThl XecTa, cTpemMneHuna
BpeMEH NepecTponKw.

CpaBHWBaA ABe BbICTABKMW NaTbIWCKOro UCKYCCTBa,
npowenwne NoYTM OQHOBPEMEHHO, @ UMEHHO, yXe
yrnoMsaHyTYyl0 BbicTaeky “lMoctTpanuunoHanmsm” B Mockse
W BbiCTaBkKy “Pura — naTbiWCKUA aBaHrapa”, COCTOABWYIOCA
B 1988 rony B 3ananHom bepnuHe, Npuxoauwb K BbiBOAY,
4yTO NnocnenHAn 6onblwe oTpaxana To mMHoroobpasve u
COBPEMEHHOCTb, KOTOPOEe yXe Toraa Morno cosgatb
NnaTbIWCKOe UCKYCCTBO.

B koHue 80-x ronoe B JlaTBM OAHOBPEMEHHO C KPYMNHO-
hOpMaTHLIMU XUBOMUCHBIMKU paboTamMn pacuseno He
MeHee KOHUenTyanbHoe U counanbHO OpUeHTUpPOBaHHoOe
MCKYCCTBO, YeM B TO Xe Bpema B Mockse. Oner Tunnbepr
B TO BPEMA CO3[aBan MHCTanNAUNKN, B KOTOPbIX COBETCKNE
npeonoruyeckme 3Haknm, BKnoYéHHoie B obpasHbie Npo-
CTPAHCTBEHHbIE CTPYKTYPbI, NopoxXaanu HOBbIE MHOrorpam-
Hble 3HaYyeHWA; TakoBa, Hanpumep, paboTta “Aspopa” (3Ha-
KOMbI KaXaoMy NOPANOYHOMY COBETCKOMY rpaKaaHuHy
BOEHHbIN Kopabnb — Kpewncep, ¢ kotoporo B MNeTepbypre
6bin BbINyWeH NepBbIv 3ann, Ha4yaslWWW TaK Ha3biBaeMyio
OkTAbpbckylo pesoniounto 1917 ropa), B KOTOPOW OrpoMHan
KUTOBaA KOCTb NOANEePXWBanack NMOHePCKMMK cnaxkamu.

Takue xe NpoayMaHHble KOHUenTyanbHbie paboTol
co3nasanu JleoHapn JlaraHOBCKWUC B CEPUAX PUCYHKOB
n obbekTos, AHapuc Bpexe, Opuc MyTtpamc n Osapc MeTep-
COHC B KpynHoOopMaTHbIX Wwenkorpauax n MHCTaNNAUNAX.
MaTtpuapxu mynsTumeanna Xapawiac NleanHbw v KOpuc bonko
yxe B Ha4yane 80-x rogoB NokasbiBanwn Buaeo- u poTo
MHCUEHWPOBKM, @ TakXe 3KCNepuMeHTbl CO 3ByKamu.

Hackonbko 66l HU YyBcTBOBanu ceba obnapawowmmm
BNacTbio Te NpeanpuHUMaTen U NONUTUKW, KOTOpble CYaAT
O COBPEMEHHOM WMCKYCCTBE TOMbKO MO KapTUHam,
pPa3BelWeHHbIM Ha CTeHax X JOMOB n 0hUCoB, UK
CnpATaHHbIM B 6aHKOBCKUX cendpax, UckyccTeo, cnasa bory,

6naronapa Hawew NPOrpeccMBHoOn cucteme obyvyeHus B
XynoxecTeeHHOW wkone um. fl. PoseHTana, B PuXckom
Konnepxe AM3anHa W UCKYCCTBA, a Takxe B JlaTBMACKOW
AkagemMun XynoxecTs, ABNAETCA W B JlaTBUKN 4eM-TO
6onbWKUM, Y€M NPOCTO aKTUB, KOTOPbLIN M3MEpPAETCA TONbKO
B N€HEeXHOM 3KBUBANEHTE N BblpaxaeTcAa B PU3NYECKUX
“nopBewmnBaemsbix” egnHMULAax.

370 HeyTo ropasno bonblee, HeXenn 3CTeTUYeckan
M 3MouUMoHaneHaa eanHUa AnNA NPUATHOINO CaMO4YyBCTBUA
nonen, He NPocBelWeHHbIX B rymaHutapHon cchepe. Ha
BOMPOC, 4YTO Xe 3TO TaKoe 1 YeM 3aHUMAITCA XYAOXHMKN,
KOTOPbIX MHTEpecyeT caMo MCKYCCTBO, AoXoasAuee Ao CBONX
Kpaﬁan BO3MOXHbIX rpaHWU, HEBO3MOXHO OTBETHUTE
MHaye, Kak TONbKO NPUBEA BeCb ypoXal UCKyccTea
HHTBHH, a He TONbLKO QOCTUXeHWA OOHOro U3 ero BUAOE.

Te npeacraBuTeNn NOCTCOBETCKOro CpeaHero Knacca,
KOTOpble He BKNaabiBaloT Tpya B camoobpasosaHue, He
MOTYT MOHATHL TOT He06XO0AMMBIA CABMUI CAMOrO CMbICNA,
XapakTepu3yowmnin He-canoHHoe NCKYCCTBO U O KOTOPOM
natbiwckunin hunocod AHMc TaypeHc ckasan cnegylowee:
“Mpown3BeneHne UCKyccTBa Kak ctpena Bunerensma Tenns,
HanpasneHHaA Ha Manb4yMka — 3puTensA, KOTOPbIA QONXEeH
NOHATL Uenb Nonéta cTpensl, — ynaswee pAagom AbnNoko. 310
6bina 66l MeTachopa. MHbIMK CNOBamMK, 3TO CABUM B Hanpas-
NeHUN OT CMbICNOBbIX NOHATUIA OKpYXalowero Mupa, 3aknio-
YEéHHbIAN B A3bIKOBbLIX 3HAYEHUAX HOBOINo UCKyCCTBA, KOTOpOE
B Ka4yecTBe CBOEro Mmatepuana MoXeT UCNonbL3oBeaTh
nsobpaxeHune, 3Hak, NpeamMeT, TEKCT, AeNCTBne, 3ByK 1 T.0..
[InA 3TOro cABura xapakTepHo TO, 4TO OH HebonbWwon, He
6pocaeTca B rnasa, Ho meTkui (oH coobuwaer Ham O YE€m-TO
BaXHOM, YTO MOXET BbIPa3uTb TONbKO MCKYCCTBO)

Kakana xe 30ecb CBA3b C NaTbIWCKUM XYOOXHUKOM,

w4

ocobeHHO ¢ monoabim?
370 BCE UMeeT OTHOWEeHNE K TeM XYAOXHWUKaM, KOoTopbie
ewé Tonbko 6ynet hbopMMpoOBaTHLCA, U C TEMU U3
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CerofiHAWHNX NpeacTaguTenen 3Ton cpeabl, KTo BbibeperT,
OCTaTbCA UNK HeT “C nckyccTtBom”. MeHOMEH XyaoXec-
TBEHHOW cpeabl (art scene) He ABNAETCA BTOPOPa3pPAAHbIM
06CTOATENLCTBOM, KOrla YenoBek NpuHUMaeT pelweHne
NOCBATUTL ce6A TakOMy HENPOrHO3NpyemMoMy 3aHATHIO
KakK UckyccTBo. Ha xynoxectBeHHyio cpeay 6yayuwero He
CMOXeT He BNUATL 06nuk n conepxaHune Mysen coepe-
MEeHHOro UCKYCCTBa, co3paloweroca Ha AHgpencane
(AHOnpeeBCKOM OCTpOBe).

Pacckas o HacTtosAwem m o6 yTonnun B COBpeMeHHOM
NnaTbilWCKOM UCKyccTBe — B 6onbwon mepe 310 pacckas ob
AHapencane. Yxe ynomaHyTein Mepab Mamappawsunu
oaHaxnabl ckasan, yto “HekoTopblie (1, O4eBMAHO, Cambie
BaXHble ANA YenoBeKa) MbICIM MOTYT POXAaTbCA TONbKO Ha
aropax...”"” MNpoBuHUManbHaA NOCTCOBETCKanA aropa, Ha
KOTOPOW pelweHna NPUHNManNUCh TONMbKO U eANHCTBEHHO
NnPUBEpPXeHLUaMMn CanoHHOro UCKYCcCTBa, He MOXET Bbi3biBaTb
camble BaXHble AnA yenoseka mblcnn. IMeHHO noatomy
B NpeabiAywmnx ctpokax 6bino BaXHO ckasaTb O TOM, Kak
NOCTCOBETCKWUI OyX yrHeTan cBoboaHyo MbICNb U UCKYCCTBO.

B nemokpaTtuyeckom obuwecTee He CTONb BaXHO,
HackonNbko cBoboOAHBI MbICTU UMW Ka4YeCTBEHHO UCKYCCTBO.
OQHaKo C TOYKWU 3PEeHUA KYNbTYPHOW NONUTUKWN BaXHO He
aonycTuTh cnabblin, HEMHTEPEeCHbLIN Ha MeXayHapoaHOM
ypoOBHE My3en, a Ana 3Toro HeobxoaMMo CBOEBPEMEHHO
moeHTUUUMPOBaTL Takylo yrpo3y NpoBUHUMWANN3Ma.

Ha cerogHAWHWI MOMEHT AHapencana ABNAETCA camon
aKTUBHOW aropown B PUXCKOM WMCKYCCTBE, OHa MNoKa ellé He
NPOBUHUMANbHA, N B MeTacpoOpUYECKOM CMbICNe UMEHHO
OTTyAa TPOHYNCA noesn, MAyw1Min Ha MOCKOBCKYIO BbICTaBKY.

OctpoB AHpencana n ero oburarenu

Monogble noan, NpUHUMaKLWne yyactme 8 MOCKOBCKOW
BbiCTaBKe, BO3MOXHO, HUKOIra He BbICTaBnAnNM CEOWN

paboTel Ha AHapencane, ogHako AyX HOBOTro UCKYCCTBA
OTTya pacnpoCTpaHAeTCA Ha APYrne UHCTUTYUMOHAaNbHbIE U
HEUHCTUTYUNOHaNbHbIEe XyOOXeCTBeHHbIe eANHNLbI U
yupexneHusa Purn.

Cam ocTtpoB AHapencana (AHOpeeBCKWIA OCTPOB) Nnony-
YU MHOXECTBO MMIMYNbCOB OT BCEX BO3MOXHbIX KNETOK,
OfHaKO cenyac ero coctaBnaT obutatenn octposa. Hanbo-
nee samMeTHbIMMW ABNAIOTCA BbICTaBKKW, OPraHmn3oBaHHble
pas3nuyHbIMM obbeanHEeHUAMM XyAOXHUKOB (Hanpumep,
LleHTp coBpeMeHHOro NCKyccTea B nomeweHnn “Crono-
Bon"”), npeacraenenunsn ("umka.lv”), noaTuyeckmne YTeHUA
n nemoHcTpaumsa supeopabor (“Orbita”), koHuepTbl 3Kcne-
pumeHTanbHon My3biku (“Skanu mezs” — “Jflec 3sykoB”),
AeMOHCTPaUnA KOpPOTKOMeTpaxHbix connbmos (“Future-
shorts”), naxe xocren anA xyanoxHukos “Singalonga”

W MHoroe gpyroe. Ha AHgpencane uapwvT gyx TBop4YecTea

M 3KCNepUMEeHTOB, OIHAKO BCE 3HAIOT, YTO 3TO CKOPOTEYHO,
BCE 3TO NPOANUTCA 3AeChb eWeé TONbKO HeCKONbKO neT.
MoTtom 3Ta MHAYCTPHansHaa Tepputopua Byner 3acTpoeHa,
B Heé bynyT BnoxeHbl 6bonblwne neHbrn — MHBECTULMW.
MecTto ana 6yaywero Mmysea onpeaeneHo, N “KONoOHMAM"
XYAOXHWKOB NPUAETCA uckaTb cebe apyroe mecTo.

OceHbio 2005 rona B NaTbIWCKON Nnpecce MOXHO Bbino
npoyectb: “Camoe npuAaTHOe Ha AHapewncane - 3T1o beper
pekun n Mmonofable Noan, KoTopble ero nocewatoTt. MoxHo
CKasaTb, YTO MMEHHO 3[1eCb 3a KOPOTKOe Bpems cchopmu-
pPOBaNcCA HOBbIN aHTPOMNONOrMYECKUA TUM, HECKONBKO
BbICOKOMEPHO CYUTAKOWMIA, YTO “ecnn Thl He nocewaeuws
MeponpuATUA, NpoxoanAlune Ha AHapencane, To Tkl Boobwe
HUYero He nocewaewsb UKW Tbl NPOCTO CTapbin NeHb!” '

ObutaTtenn octpoBa AHaopencana — 310 0cobbliin TUN
niogen B Bospacte npumepHo ot 16 go 35 ner, KoTopble
nnbo perynapHo nocewalT KyNnbTypHbIe U XyAOXeCcTBeHHbIe
MEPOMNPUATUA, NPOXOAALME Ha TEPPUTOPUK OCTpoBa, nubo
caMw ABNAIOTCA OpraHn3aTtopamMmuvm MeponpuaTUA. Xapakrep
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3TUX MEpPONPUATUIA BOBCE HE 3NUTapHbINA, OH CKopee
MaccoBblW, B CBA3N C YEM MOXHO FOBOPWUTbL O CPABHUTENLHO
pacnpocTpaHeHHOM TUne Takoro Monoaoro Yenoseka.

ObuTtaTtenn octposa AHapencana — 3TO HOBOE ABMEHUe,
NoABUBLIEECA Ha "NOBEPXHOCTN"” COUManbHOM XU3HWN
W CNNOYE€HHOE UMeHHO Gnarogapa KOHKPETHOMY MecCTy
n BpemeHn. AHapencana, 6eper pekum 3a Puxckum
NaccaxXmpckum TepMUHanNom — Aonroe Bpema 31o bbina Tak
HasblBaemas “3akpbiTafa nHAycTpuanbHasa 3oHa"”. HaunHan
¢ 18 man 2006 rona, MexnyHapoaHoro oHA My3ees, 3TO
MeCTO OPuuUManbHO O06XUNK rpynnbl XyOOXHWUKOB, KOTO-
PbiIM BO3MOXHOCTb MCNONb30BaTh 3aHUA U CaMy Teppu-
Topuio 6e3 apeHAHOW NNaTbl HAa BpeMA gano npeanpuaTue
no passutuio Tepputopun — “Jaunrigas attistibas uznémums”
(JAU). NpakTuyeckn Bce 3TV 06beaNHEHMNA XYAOXKHUKOB UMK
XyOoOXecTBeHHble MHULUMATUBbI CYLWEeCTBOBANU U paHee, HO
WMEHHO OoCTpoB AHapewncana npuaan um xabamep
KOHUEHTPUPOBAHHOI0 HOH-CTOMA.

YCNOBHbIW aHTPONONOrMYeckuin Tun — oburtarens
OocTpoBa, “aHapencaneu” — 6epért ceBoé Havano u3 dopm
ypbaHucTuyeckoro nogegeHus, U3 CBOero poaa Mosno-
A€xXHOW cybkynbTypbl. ObuTtatenen octpoea AHapeicana
XapakTepusyeT NOBOMbHO 3KCTPaBaraHTHbIN U Hedop-
ManbHbIN CTUNb OAEXAbl, PeYn U faxe XecTUKynaumm,
3HA4YUTEeNbHO OTNINYAKOWMNACA OT CTUNA XWU3HW NO-APYromy
“NporpeccneHbIX” nNioaen, HanpuMep, MONOAbIX, YCNeWHbIX,
HO “Knaccnyeckux” npeanpuHUmMmartenen, cneunanmcros no
MapKeTUHry n KommyHukaumam. OoHako obutaTtenen
OCTpoBa AHapencana HeNnb3A YPaBHATb, MCXOAA TONBKO W3
X CTUNA XKU3HU (HYXXHO OTMETUTb, 4TO MHOTMEe N3 HUX
pacnonaraloT QoCTaToOYHbIMUKU CpeacTBamMm, CBOMMU UNK
poauTenbCcKMMK, ANA 3TOW cpeabl He XapakTepHa 6eaHOCTb);
TaKUMK Xe BaXHbIMU ANA 3TON CyOKyNbTYpPbl ABNAIOTCA
npucywme en cumeonuyeckme popmbl U MOEONOMUA,
AWKTylOWan nosegeHune"’.

Mo moen npocbbe nBe monoabie o6UTaTeNnbLHULbI OCTPOBA
AHOpencana xapakTepusyioT YCNOBHbIA TUn obutaTtens
ocCTpoBa:

“Ha mown B3rnan, o4eHb CNOXHO AaTh onpepeneHue
"TMnaxa"” ¢ AHgpencansl, Tak Kak OH Noka HaxoauTca
B CTaAuMW CTaHOBNEHWA. B CBA3WM € 3TUM flaTb KOHKPETHYIO
XapakTepucTuky HeBo3mMoXHO. CNUCOK NOCeTUTENen o4YeHb
MHoroo6paseH, HO A lyMalo, YTO UX BCeX OObEeANHAIOT TPU
KOMMOHEHTa — COBPEMEHHOCTb, YBNEeYEHHOCTbL U KpeaTus-
HOCTb. [To-moemy, 3TO nwawn, ycTagwme oT OAMHAKOBOCTH
W 3aKpbITOCTK. Jlloan, KOTOopble UWYT NPUATHYIO ANA cebs
cpeay v eanHoMsbiWwNeHHWKOB. Al Bbl ckaszana, 4To
cchopmupoBanca ceoeobpasHbii heHOMeH OcTpoBa
AHapencana, NoOABUBWMIACA Bnarogapa AOCTYNHOCTH
OCTpOBa U MHOroob6pasunio npeanaraemMbiX MEpPONPUATUNA.
Oymaio, nioawn wayt Ha AHgpencany, 4Tobbl BKYCUTb HOBOW
M CBEXEeW "MHTennekTyanbHOW NUWKU”, KOTOPaA B TO Xe
BpeMA W npekpacHo pasenekaet” (Purta, 28 ner).

“Puxckuin “underground”, TBOpYeckan KOMMYyHa,
BO3poxnéHHana “Bengsnte”’™ — 370 TONLKO HEKOTOpPbLIE U3
0603Ha4YeHnn, KOTOPLIMU MOXHO OXapakTepusoBaThb
obutatenen AHOpPEEBCKOro OCTPOBAa WKW MONOAbLIX NO
6onblwen YacTu nionen, perynipHo NocCewalowmnx ocTpos.
Ob6beanHAIWMUM MOMEHTOM, Ha MOW B3rNAQ, ABNAIOTCA
csoboaHble B3rnAQbl, rNy6oKuiA MHTEpPeC K nuTepaTtype,
MCKYCCTBY, My3blKe N MaHUEeCcTUPYIOWNA BHEWHWA BMA —
BblpasuTenbHble NPUYECKN, NUPCUHT, ApKaa ogexaa. Kak
npasuno, MHorve “aHapencanbubl” pa3bes3xalT Ha CTapbixX
Benocunenax, KypaT caMOKpPYTKU U CNYWAIOT 3NeKTPOHHYIO
MY3bIKY. BaXHO n To, 4TOo AHOpewncana ABNAETCA OAHUM W3
peakux mect B Pure, roe HaunmoHanbHaA NPUHaONEXHOCTh
He umeeT 3HavyeHuUAa" (3aHe, 27 ner).

Wtak, obutaTtenn octpoBa AHapencana — 3to “markan”
ansTepHaTuBa ToM 4actm notpebutensckoro obuwecrea,
B TOM YUCNe U MONOAEXMN, KOTOPAA CNyWaeT TONbLKO
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wnArepsl, a ceoboaHoe BpemMAa NPOBOAUT B CynepmapkeTax,
pacTywmnx kak rpubel nocne noxan. Beisoasl 06 AHgpencane
OMNPOKWABLIBAIOT pacnpocTpaHéHHbIWN TE3UC O TOM, YTO
cpencTBa MaccoBon Hpopmauum BO MHOroOM ornpenensaioT
Haw BbIBOP XW3HEHHOW No3nunn. KopoTKo 3TOT NOAXOA
XapakTepusyeT cneaylowan, KaxeTca, MANNUOHBI pa3
noBTopéHHas unrtarta: “Tenepb cpeacTsa MaccoBown
MHOPMAaLWUKN UrpaIoT pelaioulyio pofib B POPMUPOBaHUK
Hawero cobcTBeHHoro onebiTa. OHW NpeanaralT HaMm camble
NOCTYNHbIE KaTeropuu AnA Knaccupukaumm counanbHoro
Mupa”'. B cnydae c obutatenamn AHOpPeeBCcKOro ocTtposa
cpeacTea MaccoBon MHOPMaLUN He UrpaloT Takow
3HaYnTeNnbLHOW ponu.

Camu xe OCTPOBUTAHE NOATBEPXAAIOT CylWecTBOBaHNe
ocobon “MononéxHon KynbTypbl” B 3anagHom obulecTse.
3Ty KyNbTypy HEBO3MOXHO NpeacTasnTb 6e3 TexHonoruu,
rnobanusaunmn, MynbTUKYNbTYPHOCTK, NON-KYNbTypsl, ypba-
HU3auum n apyrux aeneHnin’. OnHako B cnyvyae obutatenen
OCTPOBAa rNaBeHCTBYIOT TBOPYECKUIA NOAXOA U 3KCMNEepUMEHT.

Ha AHapencane BaXHbl OTHOWEHWA FPyNnbl U MHAWNBMAA.
XOTA y KaXAoro oCTPOBUTAHUHA WU eCTb CBOA 0C0B60 KynbTH-
supyemasn (!) MOEHTUYHOCTL, OHA, OAHAKO, ABNAETCA U rpyn-
NOBON WAEHTUYHOCTLIO, YyKa3biBaa Takum obpa3om Ha onpe-
nenéHHyio Tunonoruio. B nHTepecyowemM Hac KOHTeKcTe BCé
Xe HeobXxoanmMo NoavYepKHYTh TO, YTO “NpUNUCbiIBaHne
pa3yma coumanbHomn rpynne”*’ 6uino 66l HEBEPHbLIM.

3nech eweé pas Hafo OTMETUTb, YTO OCTPOBUTAHE He
“NpUpoXaeHHble aHapencanbUbl”, a ABnNATCA bonee
WUpOoKMM heHOMEHOM COBPEMEHHOW KyNnbTypbl,
cchopMMpOBaBWMMCA HAa AHIpeeBCKOM ocTpose bnaronaps
peBONIOLUMOHHLIM NepemMeHam, KoTopblie MOXHO 6bino
Habnwonate U B KOTOPLIX Ha npoTaxeHun 2006 n 2007
rofloB NPUHUManNK y4actue Bce octpoeutaHe, CrtaHyT nu
oburatenu ocrpoBa AHgpeicana aygutopuen byaywero
My3en coBpemMeHHOro nckyccrea? byayr nu oHm

coasTopamu 3Toro mysea? nu, MmoxeT, UX BKNagom craHer
pe3kaa KOH(POHTAUUA C cozpaBaeMbiMm Myseem? PasBe He
AyMaTh O TaKoW nepcnekTuee O3Ha4aeT pacTpaTuTe TOT
3apAf 3Heprumn, KOTopblil 3a TaKOW KOPOTKMIA nepuon
BpemMeHn Hakonunca Ha AHapencane?

Hapno oTMeTuTb, 4TO ANA My3€A BblAeNneHo MecTo
B CEBEpHOF‘I 4yacTwh OCTpoOBa, a cerogHAWHWe XyaoxXecTeeH-
Hble MEPONPUATUA NPOUCXOAAT B €r0 I0XHON YacTu.

CwnoBana ctaHuna Ha AHpeuncane, BbibpaHHas ans
cTpouTenscTea NlatBunckoro Mysens COBPEMEHHOro
nckyccrea, 6eina nocrpoera B 1905 roay (mHxeHep OTTO
¢hoH Munnep un apxutektop Kapnuc WoraxH ®ecko) un bbina
nepBon NaTBMINCKOW CMNOBOW CTaHUMEWN, B KOTOPOW CBOW
My3eil cobupanucb OTKPbITh U IHEPreTUKKn, npeanaras
wupokon nybnuke coxpaHueweeca ueHHoe obopynoBaHue
W getann pasnu4yHbiX YCTPOWCTB.

000 "JAU", koTopoe B pamKax NnpeaocTaBneHHbIX emy
Puxckum CeoboaHbiM NOpTOM nonHomouunn obcnyxuseaer
oCTpoB AHOpencana v pewaeT 3afayvm rno ero pasBuTuio,
caenano 3akas Ha co3flaHve fieTanbHOro nnaHa TeppuTo-
pvun. Ero BbiNnoONHAET N3BECTHOE Ha MeXAyHapoaoHOM ypoOB-
He apxuTtekTypHoe Biopo “"OMA" (Office for Metropolitan
Architecture, HupepnaHabl) NoA PYyKOBOACTBOM BCEMWPHO
n3iBecTtHoro apxutektopa Pema Konxaca. biopo "OMA” yxe
paspaborano 3cku3 byaywero myses®.

Bcé 310 moxHo yBuaeTb Ha noptane www.andrejsala.lv.

Kakon myzen, takasa v JlatBusa

Heobxonum nu My3en coBpeMeHHOro UCKYCCTBa TONbKO
NOTOMY, 4TO ero Het? Heob6xoauMm nNn OH TONLKO ANA
obpasa cTpaHbl 1 eé npectuxa? WUnu 3to scero nuws Gonee
OCMBbICNEHHOE BPeMANPEenpoBOXAEHWE ANA CeMen C NeTbMK
(anbTepHaTuBa gonNrum Yacam B TOProsbix UKeHTpax)? Unun
3TO TONBKO laHb MECTHOW XYNOXEeCTBEHHOW cpeae unu, Kak
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rOBOPUT XyAOXecTBeHHbIN KpUTUK Jlanma Cnasa: “fl oveHsb
Hagelcb Ha HOBOE NOKONeHWe, KOTOpPOoe BbIPOCNO B
COBPEMEHHOM MH(POPMaUWOHHOM Mnone, ANA KOTOPOro yxe
M3HaYanbHO BeCb MUP OTKPLIT: TEM HE MeHee, A YeTKO
0CO3HAalo, YTO UMEHHO UM KakK HUKOMY ApPYromMy He xBaTaeT
My3eA cOBpeMeHHOro UCKycCcTBa, KOTOPbIN Bbl NCTOPUYECKHN
WU NO coaepXaHWo paccTtaBun No mectam nocneaHue
TeHAeHUWW NaTBMIACKOro NCKyccTea, raoe 6oina Ol
BO3MOXHOCTb OCMbICIUTE KOHTEKCT U — B KOHLEe KOHUOB —
yBMAaeTb NPOW3BeNeHnn UckyccTea B opuruHane (...) Ponsb
Mepuna UeHHOCTeW, NnokKasaTenAa TOYeK oTcyeTa —
HeoTbemMnemas 4acTb gonroxagaHHoro Mysen
COBPEMEHHOro uckyccrea”®.

Wnn My3en coBpeMeHHOro UCKyccTBa — 3TO TONbLKO
Heo6XxoaAMMOCTb ANA PasBUTUA TYPUCTUYECKON MHAYCTPUN,
KoTopas Takum ob6pasom morna 6bl yBenuymBeaTe 4o
b6onee obecneyeHHbIx U 6onee obpa3oBaHHbIX noaen, no-
cewawowmx Pury (Tak HasbiBaeMblX “TypuUCTOB KOHrpeccos"”),
NMPOTUB TaKUX MHOMOYUCNEHHbIX NOCeTUTENEn CToNUUbI —
CceKc-Typuctos? Mnu 3TO TONbKO MeCTO ANA NPUYMHOXEHUA
TONepaHTHOCTKU, Tak Kak My3en coBpeMeHHOro NcKyccTea
(ecnn TOoNbKO OH HE HaxXoAUTCA B NOAYUHEHUWN COBEPLIEHHO
OrpaHuYeHHbIX U 6GaHanbHbIX NOAEN) BCE Xe yBennyneaer
TEPNUMOCTb K APYrOMY — B 3THUYECKOM, CeKCyanbHOM,
PENUrMo3HOM, KyNbTYPHOM U APYIrMUX CMbiCnax?

Bcé 370 oyeHb BaxHbie rpaHun paboTel mysea. OgHako
Korga mbl B MUHUCTEpCcTBE KYyNbTYpPbl €WE TONbKO Havanwu
Aenatb nepseblie Habpockn byaywero Myses, A NonbiTanack
NPencTaBuTh CBOE He TONLKO NparmMaTuyeckoe BUaeHue
My3eA MexXayHapoaHOW KOMMUCCUWU IKCMNEPTOB:

“My3en ctaHeT mecTomM ans oby4eHUAa u BCTpeY, BO3-
MOXHbIX B KOHTEKCTe N anckyccmax. Mysen B nepsyio
oYyepenb ABNAETCA My3eeM — MeCTOM, rae KOnnekKumoHu-
PYIOT 1 BbICTaBNAIOT Npou3BeaeHna uckyccrea. OaHako, Kak
Ha ceroqHAWHWA OeHb, Tak 1 B byaywem B TON UMBUNU3aA-

UMK, KOTOPYIO Mbl Ha3biBaeM 3anafHoOn, coxpaHeHune
“YNCTBIX” BOCMOMUHAHWUA C MOMOLWbIO KOHUEHTpauun

B ONHOM MecCTe Npou3BeeHNN NUCKYCCTBA YXe He ABNAeTCA
Takon ogHO3Ha4YHOW. Ha camn BOCNOMUHAHWA BNUAeT
CerofHAWHWN AeHb, a Ha Npolnoe BANAET HacToAllee

n bynywee. Kaxnoe xopolwee nponisegeHmne NCKyccTea
CTaHOBUTCA penpe3eHTaunen HacToALero, a He HoCUTenem
nHopMaUunUn O NPOWNOM.

Takum obpasom, cama KONNeKUUa U eé IKCNoOHWpoBaHWe
y)XXe He O3Ha4yaeT HaxoxaeHue B OIHOM MecTe IMHENHO
BO3HMKWMX paboT, a KOHTEKCTyanbHO OKpaweHHoe nocna-
HWe B UenoMm, B KOTOPOM KOHTEKCT NOCTOAHHO MEeHAETCA.

HeBo3mMOXHO 0cBOHOAMTBLCA OT NaBNeHWA MaccoBOro
obwecTBa, B KOTOPOM rnagHoe He HOBOCTb, @ TO MHEHWe,
KOTOpOEe OHa Nopoauna, 3aecb CTPOAWEMYCA My3elo Heob-
xoaumo byneTt 6biTb PEBONIOUNOHHBIM XOTA 6bl B OAHOM
CMbICNe — Kaxabli rog 6yneT HYXHO He TONbKO HenpecTaH-
HO 06HOBNATL Kak UM POBbLIE, TaK U APYrne HOCUTENN
nHdopmauun, Ho n obecneynBatb ANUTENbHOE CyWeECTBO-
BaHue camon nHdopmauuun. (Hanpumep, pabota NHTCa
FabpaHca “Starix” He moxeT 6bITb TONBKO MNOCTOAHHBIM
TpaHcdhopmupoBavuem cbopmata VHS, a gonxHa 6biTh
MH(pOPMATUBHBIM COXPaHEHUEM BCEX KOHTEKCTYasnbHbIX
KOMMOHEHTOB Yepe3 NMoKONEeHUA U HOBbI® KOHTEKCTbI).

Ceepx3apnada mysen — 6opbuba ¢ rnobansHON nepeBHen;
CcTpOUTENbCTBO My3eAa B Helo-Nopke 3awmTtuno ot acpdexra
rno6ansHon nepeBHW, Hanpumep, Pury. Mysen, nocTpoeH-
HbIll B PUre, orpanuT oT NpoBUHUManbLHOCTM 1 Helo-Wopk.
Ecnn He co3gaBaTh BbIAaOWKWXCA My3eeB, BCEé NpeBpauwlaeTcs
B rmobanbHy0 nepeBHIo.

My3en QonxeH cTaTb ABOMHbIM y4eOHbIM 3aBejeHUEM:

1) KoHdepeHu-3an mysena B Buae nonyamcurearpa
ONHOBPEMEHHO CNYXWUT CePbe3HbIM Y4€OHbIM NoMelweHnem
ONA WKON 1 BbiCWMX y4ebHbIX 3aBeaAeHnin, B HEM B Yucne
npoyero 6yaoyT NpoxoauMTb Nekumn o cobpaHun myses,



0 nepson B Mupe nonHon konnekumm WEB-nckyccrea
n heHOMEHOB, ero CoNpPoBOXAAOWMX.

2) YuyebHbiM nocobuem ansa wKon, BbiCwnx y4ebHbIx
3agegeHun n ana nioboro nocetutena Gyner CNyXuTb U
camo 3naHve, B KOTOPOM LEeHHOe nHAayCcTpuanbHoe
Hacneane o6beAUHAETCA C COBPEMEHHbIM apXUTeKTYPHbIM
MblWwneHnem — 3to 6ynet ynobHoe mecto Ana apTedakTos,
y4€6bl, pasMbilNeHNA, KOHTEKCTYanbHOCTH W ANCKYCCURA.

C NONUTUYECKON TOYKWN 3pEeHUA OTAeNbHOE NomMeuweHune
6b1n0 6bl HYXHO ANA He6ONbWON, NOCTOAHHO MEHAIWEeNCA
4acTU KONnekKunn KapTuH 3eHTsl JlornHon, BO BCe BpeMeHa
HanoMuHalouwen o He3aBUCUMMOCTU XYAOXHUKA OT NONUTKU-
YecKoW BnacTu, 0 BO3MOXHOCTU paboTaTb, He BbICTAaBNAA
cBOW paboTbl — cnyXa OAHOMY NUWb UcKyccTey. O6006WEHHO
3TO nomMeleHne HanomuHano 6bl OTAENbHOro YenoBeka,
ero paboty, HO BMecTe ¢ TeM U Hekoe 6onee rnybokoe
3Ha4YeHune UCKycCcTBa BHE NOCTOAHHDbIX ﬂHEKyCCHﬁ,
KOHTEKCTYanbHOCTU U OBWECTBEHHbIX OTHOWeHUA. " *

MOXHO U HYXHO paccmaTpuBaTb My3el B nepcnekTuee
HOBOW, TBOPYECKOW IKOHOMMKM. B HEN, Kak n3BecTHo, oc-
HoBa nponax — one big distinctive idea, To ecTb 60/1bWan,
oTANYUTEeNbHaA naea. 3Ta naesa He CBA3aHa HWU C U3yYyeHnem
ueneson ayauToOpMN, HU C APYTUMU MApKeTUHIOBLIMU
meponpuaTuamn. OHa cBA3aHa ¢ TBOPYECTBOM TaKoro
pofa, kKoTopoe Morno 66l NOPOANTL HEYTO NPUHLMNNANBHO
HOBOe, 0 4Y&M noTpebutens ewe naxe He noraabiBaeTcA.
3TOT TBOPYECKUIA HACTPON NMPONCXOAUT HE U3 ONPOCOB
M MOOENMpPOBaHWA, @ U3 AOCTAaTOMHO WNPOKOW KyNbTyPHOW
6a3bl 1 HONbLWOro 3HEPru4YHOro TanaHTa.

B “6usHec-monenu” myses Takow NOAXoa ABNAETCA
pewatwowmnm. Kak 3toro noctuyb? K coxaneHuio, Te, KTo
6yneT co3nasaTh My3ew A0 KOHUA Kak “npoaykT”,
BO3MOXHO, HE NOMMYT, 4TO “CKpPbITBIN" pacnopANOK AHA
My3eA TBOPUT ero nybnuuyHblih o6pas He B MeHblen
creneHn, yem 31o genaet BONbWARA WOEA. busHec-unen

6ynet paboTaTh TONbKO TOrAa, KOraa HEKOMMepYeckun,
XY[OXECTBeHHbIN, flaxe PeBONIOUNOHHbBIN KOMMOHEHT
My3eA 6yneT TakuMm Xe CUNbHbIM, Kak 1 “nponasaembii
npoaykt”. O6pa3s Mmy3es CO30alOT He TONLKO NOCETUTENN, HO
M NUAepbl MHEHWIA, N XOpoWWne XyA0XHUKKN, KOTOpbIe

B 3ananHoi EBpone ewé coxpaHunu 3apasbli CMbICA.

[lyanu3am 3apay my3esn, TakxXe Kak u nyanusm ocTpoBsa
Annpencana (6onbwoe nckycctso u 6onbwne fAeHbrn)
MOXHO CPaBHUTb C ABYMA apTedakTamu, Co3aaHHbIMU
OOHWUM YenoBekom. IToro Yenoeeka 30ByT AHApPeW, U OH
caenan, No KpanHen mepe, ABa 3aCNyXWBAKWOWNX BHUMaHWUA
cdbunbma. OanH U3 HKUX HasbiBaeTca “Celojums uz Tukumu”
(“Nytewectsue 8 Tykymc”) (1987), n ero Bunenn Bcero
NUWb Napa coTeH 3putenen. IM4YHO MHe 1 NIOAAM, Yb€ MHe-
HUEe MHe [OpOoro, 3TOT hunNbM KaxXeTca OAHUM 13 Hanbonee
BbIQAIOWMNXCA NPOU3BEIEHNA COBPEMEHHOro UCKyccTea
B JllatBuun. O6 3Tom hunbme 3HaT xopowo ecnun 300 yeno-
Bek. Bropon counem AHgpes non HasBaHwem “Rigas sargi”
(“Crpaxu Purn”) 2007 ropa cobpan Hanbonswee Konuyec-
TBO 3pUTenein Co AHA BOCCTAHOBNEHWA HE3aBUCUMOCTH
NaTteun, 6onblwee, HEXENW NpeabIAYWWIA PEKOPACMEH MO
KONUYeCTBy 3puTenen B JlaTBumn — ronnmeyacknin “TutaHmk”.
Ecte nun 4TO-TO Oobwee y 3TuX ABYX (PUNbMOB?

Kakan 3pecb napannens ¢ co3gaBaemMbimMm mMy3eem?
KaXeTcs, 4ToO My3eilo HEBO3MOXHbIM obpa3om, TaK Xe Kak
n octposy AHapeicana B 6yaywem, Tak Xxe Kak n obuecrtsy
Natemn HeobxoaoMMoO NOCTUYL 0benx uenenm n BCTPEeTUTLCA
B HEAOCTUXUMOM — B YHUKaNbHOW CNOCOBHOCTN TBOPUTL
MCKYCCTBO, YKOpeHeHHOW B Bu3Hece, YenoBe4eckon
aKTUBHOCTK NNIOC B pazyme. HYXXHO N COOTHOCUTb
“Mytewectene B Tykymc” co “Crpaxamu Purn”?

Kak poctuyb HeBo3MOXHOro? Kak cosgatbh oTnu4aio-
weecA? BO3MOXHbI BapuaHThl, faXe Takue, KOTopbie MOrnu
66l “npenHo” obveamHnTL 06a bunbma AHapea kuca.
OnHa 6onbwan oTNUYUTENbHAA MOEA U CKPbITbIA NOPAAOK



nHA nasanu 6bl BO3MOXHOCTbL C NOMOLWbIO My3€eWHOW
KONNeKumn n nporpamMmm m3iy4vaTb rpaHulbl UCKYCCTBA.

HackonbKo rpaHnubl NCKYCCTBa COOTHOCATCA C rpaHuua-
MW XU3HU? ABNAETCA NU CMEepPTb rpaHuuen XunsHm (n He
cTonno nu 6bl NPV TaKOM OTHOLWEHWN NOCTECHATLCA ApeB-
HUX rpekoB)? ABNAeTCA NN “ronas Xu3Hb" Mepunom scex
BewWwewn, 1 MOXHO NWU NPV TakoM B3rnAge Ha BelwW Auc-
KYTUPOBaTb OTHOCUTENbHO UeHHocTen? nu naxe y Takown
AUCKYCCUWN eCTb rpaHuubl?

flBnAeTca nn “oTkpbiToe 06WecTBO"” eANHCTBEHHOW MO-
nensio obuecrea, B KOTOPOM MOXHO ANCKYTUPOBaTb 060 BCEM
nepe4yncneHHom? Hackonbko MeHAETCA NOHUMaHue rpaHuu?

MoHnmaHue B My3ee n B obwecTee, KOTopoe HemsbexHo
cTaHeT “rmMHon” B pykax Xwusyuwero B JlaTBuM XynoxXHWUKa,
npeanonaraet KOHpPOHTaUMIO ¢ NO6bIM APYrMM NOHMUMa-
HUEeM, HO XYAOXHWUK TeM BpeMeHeM MOXeT MoaenupoBaThb
CBOW BO3MOXHbIE MUPbI, TaK Xe KakK U y4acTHUK 3TON
BbICTaBKWM xypnoxHuua KatpuHa Henbypra, koTtopan
HEKOTOpOe BpeMA Ha3af cnporpamMmmupoBana cBOW,
COBEPWEHHO HOBbIN A3bIK.

byayt nu mysen/nateminckoe obwecTBo/XynoXHMK gocra-
TO4YHO cBO6OAHBI U CNOCOOHbI BbiAepXaTbh KOH(PAMKT K Npu-
MUpeHne, NCNoBeflb W BbI3OB?

Cenyac MOXHO OaTb HOBblE UMNYNbCbl HEMHOTO
3aCTOMHOWN cpene COBpeMeHHOro uckyccrea B Jlatemn. To,
4TO B JlaTBuK paboTaloT xopolwune XyaoXHUKKN, He ABNAETCA
NPeanocbLINKOn BO3HUKHOBEHWUA APKON U XU3HecnocobHon
XyNoXecTBeHHOW cpenbl. 3Ha4YnTenbHble cOOBLITUA N BbiCTaB-
KW, Ha KOTOpPbLIX NPOAYMaHHO WU YBEepeHHO NpeacraBneHo
BCE TO Ny4wee U NPOrpeccMBHOeE, YTO 3a NocnegHee Bpems
co3ganu naTBUMUCKME XYNOXHWKW, NOKa MapruHanmsnpyetca
Wnu npoxoauT 3a pybexom — kak 3Ta BbicTaBka B8 Mockee
Unn npowenwan 8 doeBpane BbiCTaBKa COBPEMEHHOIO
nateliwckoro uckyccrea “Time Will Show — Jauna Latvijas
maksla” B my3ee Hemeukoro ropona ®nen3bypr.

Ha mown B3rnag, Hambonee Boigarwmmca cobeitnem 2007
rona B UckyccTee JlaTBum cTana BbiCTaBkKa Ha ewe “He-
OCBOEHHOW" MHAOYCTPManbHON TeppuTopuKn ObiBlWIEN MaKa-
POHHOW W uMkopueBon pabpukn — BbiCTaBKa 3BYKOBOIO
nckyccrea “Skan!” (3syun!), koTopyio KypupoBan oanH U3
obutatenen AHgpewcansl, opraHmsatop decrusana “Skanu
mezs” n koppecnoHaeHT raseTtol “Diena” Buecrapac
Fannutuc. C TO4KM 3peHna obwecTBeHHOro MHEHUA,
BbiCTaBKa npeacrapnanace ocobeHHo MmaprmHanbHOW, U OHa
Tak n He 6bina HOMMHNUPOBaHa Ha eXerofdHbl NPU3 raseTsl
“Diena”, npucyxpnaemsbin B 06nacTtm NCKyccTe.

Oaxe TBOpPYECKUW OyX IOXHOW YacTu AHApPeeBCKOro
OCTPOBa HE MOXET NoKa KOMMNEeHCUPOBaTk HEXBATKY
pasmaxa u YyyBCTBa KOHTekcTa. Heobxoamm mysen, un 3Ty
BblCTaBky B MOCKBe MOXHO paccMaTpuBaTh Kak NpomMexy-
TOYHYIO OCTAaHOBKY Ha NYTW K €ro co3faHunio.

B 1999-m rogy kypatop HbiHewWwHen BbicTaskn OApc
MeTepcoHC B XypHane no uckyccrey “Studija” Hanwucan, 4to
MCKYCCTBO HaKOHeU-TO OYHYNOChk W HaWwno cBoé MmecTto B
peanbHOW Xu3Hu.” Tenepb Npuwno Bpems, 4Tobbl Npobyx-
neHue CBepWwunockL B ronoBax NMAepoe, NPUHUMAaKIWLKNX
peWweHnA, N B ronoBax Tex, KTO Bbil€NAET Ha 3TO AeHbru.

B atom Mockea, yBbi, Hac obowna - gaxe nogaepxuwsaemas
6onbwnm poccnnckum busHecom BoicTaeka paboT Homu-
HaHTOB Ha NpemMmuio KaHAWHCKOro, OTKpbITUE KOTOPOM

B Pure 3annaHMpoBaHo NOYTU ONHOBPEMEHHO C Hawen
BbiCTaBKOW B MockBe, Heconamepumo 6onee npogeccno-
HanbHa U BO BCeX CMbicnax 6onee nporpeccMBHa, HeXenu
niobana YacTHasa KonnekuuAa B Jlateun. 3TO nNapagokc —
MOWHAA POCCMUCKAA KOMMEPUMA NOAYEPKMBAET NYXOBHbIE
N HEKOMMEpYecKne UeHHOCTN UCKYCCTBA, Toraa Kak
cpagHuTenbHo cnabbi natBUNCKMA Bmu3Hec oTnaér
npeanoyYTeHne KOMMep4YeckKon CToOpoHe aena.

NpobyxneHwne B laTBMN HE MOXET NPOU3OUATU TONbLKO
Ha UHTYUTUBHOM ypoBHe. Dunocodckmne, negarormyeckume,
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KyNnbTYPHO-NONMUTUYECKNE, aHTPOMONOrMYyeckmne n apyrue
BOMNPOChI HE MOrYyT KOMMNEHCUPOBaTb NPaKTUKY
MPOBMHUWANBLHOro Noaxoaa B KONNEKUMOHUPOBAHMW U
opraHu3auMm BbICTaBOK Takoro popa.

MapannenbHO € aKTUBM3aUMEN XyOOXeCTBEHHOW Cpefbl
Ha nyTn Kk byaywemy mMy3elo MOXHO MUccnenoBaTb ONacHoc-
TW, KOTOPbIE MOXHO XapakTepu3ioBaTb MHOXeCTBOM “n”:
nonynu3m, NponeTapHocTb, NOAXOA, NOAATANUBOCTS,
nparmMaTtvusim, NPOBMHUMANMN3IM, NacCMBHOCTb, NaTepHanuim,
npespaTHoOe NOHMMaHWe, a TakXxe NpPoABNeHne HeB3bicka-
TENbHOCTU N OTCYTCTBUE NPUHUWNOB.

Y10 Xe ABNAETCA NPOTUBOMOMNOXHOCTBLIO 3TKUX “n"?

Ha naHHOM oTpe3ke BpemMeHn HeobxoaMMO nHTennek-
TyanbHoe obpamneHune — 4Tobbl NnepebopoTb NPOBUHUMANL-
HOe BOCNPUATUE UCKYCCTBA, BpEMeHaMM CTaHOBALWeecs naxe
BpaxnebHbiM, K npumepy, NOCKOHTPONDL ele BO BpeMA pa-
60Tbl NpeabiAywero rocygapcTBeHHOro KoHTponépa s 2003
rogy ocyxmpan camy coaepxaTenbHylo CyTb Npon3BeaeHunn
nckyccrea Jlatemnuckoro LleHTpa coBpeMeHHOro UCKycCTBa.

B HayaneHOM cTanun, noka eweé He co3naH Myseun
COBPEMEHHOro UCKyccTBa, Lleneson ayautTopmuen ABNAIOTCA
3aKkoHoJaTenn MHeHU — Te, KTO MoxXeT 0ObACHATL naeu, a
He TONbKO XAaTh OTKPLITUA My3en. WTak, 3Tto task force:
NONUTONOIMN, UCKYCCTBOBEAL!, NpeanpuHUMaTeny,
peknamwmkn, rymaHuTapHslie akagemuku, negaroru. To,
4TO yXe rotosa nou4sa anAa NybnuyHbix nebatos Ha Apyrom
ypOBHe, NoATBepXaaeT MONOAOW MHTeNNeKTyan nu 3aKoHo-
nartens MHEHWW B HOBOW, TBOpPYeCKOW cpene PelHuUC
Tykunwc: “Ha moun B3rnAn, B ny6nM4HOM NpoOCTpaHCTBe
Nateun cenvac yyecTByeTcA Honbwan HeXBaTKa yBepeH-
HOCTK B cebe. Ecnn cnpocuTe Niogen, Yem OHU 3aHUMAIOTCA,
6ONbWMHCTBO HE CMOXET OTBeTUTL"”.” Tam Xe OH roBOpUT:
“CebA A CYNTAIO OYEHb KOHCEPBATMBHLIM YEeNOBEKOM, W
MHe 6bino 6bl TPYOHO XWUTb B CTPaHe, rae HeT HUKaKux
Cepbe3HbIX KyNbTypHbIX Tpaguumn”.?

Bce npeabiaywne CTpoKK 3TOW CTaTbn TOXe nucan
KOHCepBaTMBHbLIN YenoBek, MOCKOMbKY A CYMUTAIO, 4YTO

B TpPaAuMUMAX KOHCepBaTUBHOCTW 3ananHon EBponbkl oagHMMN
M3 BaXHenWnx TepMMUHOB ABNAIOTCA HE3aypPAQHOCTL

M NUYHaAA OTBETCTBEHHOCTb.

3aknw4yeHune

Monyyne kHury “Mockea-lNeTywkn” B nogapok oT eé
nepeBoAYMKa, A YBUAENa, YTO Ha TUTYNIbHOM NUCTE OH
npuBén oagHo npeanoxexHne BeHeawkTta (BeHeykwn)
Epocheesa: "Bcé Ha cBeTe QONXHO NPOUCXOAUTL MeanNeHHOo
N HEeNpaBuUNbLHO, YTO6bI He CyMen 3aropauTbCA YenoBek,
4yTo6bl Yenosek 6bin rpycTeH U pactepaH”.*

No6oi akTUBHLIN O6MEH MHEHUAMMW Ha arope, KOTOpPbI
noa4Yépkuean “BnucaHHbIn” B KynbTypy Mepab Mamap-
fnawsunu, niobbie NONbLITKA NPEoAONeTs NPOBUHUMANN3M
W CO30aTbh XOPOWYIO XYAOXECTBEHHYIO Cpeay BCé Xe He
ABNAIOTCA UEHTPanbHbIM BOMNPOCOM, €CNTU Mbl TOBOPUM
0 CaMOM WCKyCCTBe.

bonee cywecTteeHeH HacTpol unu, Kak NUWeT nepeeon-
4MK KHMrKM “Mocksa-lMetywkn” Ynanc TUpoHC, “MHTOHaUWA,
KoTOopylo BeHeuka nonyyun B o6MeH Ha mup”.** Hu oauH
naxe cambiv Ny4YWWA My3en, HA OAHO camMoe ny4liee
O6WeCTBO M HM OAHA CaMan Ny4YlWan XyAoXecTBeHHanA cpena
He MOXeT NoOpoAnTbL Takoe owyuweHne. 3To MOXeT caenaTtb
TONbKO XYAOXHUK, N TONBKO OH CaMm.

Korga cMoTpuilb Ha MUp € FPYCcTbiO, NEACTBUTENBHO
HeBaXHO, ABNAGTCA NN okpyxaluwee teba obwecTeo
NOCTCOBETCKUM (DEHOMEHOM MNKU HeT. TO BaXHO Ha NyTu
¢ AHOpeeBCKOro octposa B Mocksy, naxe ecnv 3Tou
noesnke NpuUcyw YpesmMepHbin, He CBONCTBEHHbIN
Xopowemy XyAoXHUKY ONTUMU3IM.
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