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OT peaakuum

Korga Npu3paky Ha4YMHAaT MyTUPOBATb

ITOT BTOPOII HOMEP TOBAPHUIIA BECTHUKA
maboparopuu MOCTCOBETCKUX MCCIeTOBAHUI
BK/IIOYAET B Ce0s1 pa3IMmIHble MaTePUAJIBI 1
TeMBbI, HaJl KOTOPBIMU MBI paboTanu Ha
IIOCTIeJHEM ceMecTpe HallnX 3aHATUIA.

Ham 6b110 04eHb Ba)KHO HATV HOBble BOSMOXKHOCTY ONMCAHMUsI TPAHC-
dbopmanyy Hac caMMX U Halllel Cpefbl 0OUTaHMsI, KOTOPBIE ITIOMOI/IN ObI
HaM IIOHATD IIPOILJIOE BO BCEI1 €TI0 IOB/IEIOIEN CIIOXKHOCTH, HAIIO/THEH-
HO€ BJIOXHOB/IAIOIIMMMI CKPBITBIMU COOOIIEHNSIMU, KOTOPbIE MbI BMECTE
nbITanuch pacumdpoarb. B Poccun, kak u Besfie, celuac mpOUCXOIUT
6opbba 3a mepe-MHTEPIPETALVIO ICTOPUY V1 HALIV CKPOMHBIE YCHIVS
MOTYT OBITh pacCIieHeHbI KaK MONbITKA HACTaVBaTh Ha BaXKHBIX TOCTTAHN-
AX PeNpeccupPOBAHHOIO MIPOIIJIOT0, KOTOPbIE OKA3bIBAIOTCA HEOXKMITAHHO
aKTya/IbHbIMU JI/I1 HAC CETOfHA.

B Ty ny6nmKanyio BOIIN TEKCThI, KaK yYaCTHUKOB Kypca, TaK U Be-
AYLIMX CEMUHAPOB, a TAKXKE pAJ, MaTepuanoB, KOTOpble IIOMOTAIOT pac-
KPbITb Pa3/IN4Hble IOAXOAbI K METOLOTIOI MY HAIIMX MCC/IeOBaHMUIA.

Mb1 He nIpecneoBay e/ COOTBETCTBOBATh KAKMM-TO aKaZleMU4eCKUM
KaHOHAM ITyO/IMKaIyy, CKopee I Hac ObIO BaXKHO CO3/1aTh IPOCTPaH-
CTBO I TMYHBIX XY 0)KeCTBEHHBIX BHICKa3bIBaHMII B (POpPMe [1eYaTHOTO
3MHa.

B mporjecce paboThbl HaZ IPOEKTOM MbI OKa3a/IVICh YBIeYEHBI TeOpueit
IIPU3PAKOJIOT NN, KOTOPasi, Ha HAlll B3IVIAM, YHUKAJIbHBIM 00pa3oM pas-
BMBAeT NPUK/IAJHbIE XyJ0KECTBEHHbIE ITOJXO/bI [/I1 ONMCAaHN TEKYIIeil
AVIHAMVKM Pa3BUTUA IIOCTCOBETCKOTO COCTOSAHMA. VI MHOTME TEKCThI
3TOT0 HOMepa, II0-CBOEMY, PACCKa3bIBAIOT HAM O TeX M/IM MHBIX popMax
KOMMYHMKALIMY C Pa3IMYHbIMU IPU3PaKaMy, IPUBUJIEHUAMY, HEKUTHIO
Yl APYTYMU CTPAHHBIMY 330TeprYecKMM GeHOMEeHaMM, Ha4yue KOTo-
PBIX OTYACTH IPOSICHSET HEKOTOPbIe 0COOEHHOCTH HAIIETO COLMATbHOTO,
ICUXMYECKOTO U TIOTUTUYECKOTO Pa3BUTHA.

B caMblif IMK IOATOTOBKYM MTOTOBOTIO IIPOEKTA, KOTZa 1II/I0 aKTMBHOE pas3-
BUTHE KOJJIEKTUBHOI PabOTHI, MBI, KaK 1 BCe, OKa3a/IIICh apaau30BaHbI
BTOp>KEHMEM BUpYca. ITO GeclperiefiecHTHOE COOBITIE CUIBHO M3MEHWIIO
IpOLleCC OKOHYaHMA HAlIMX XYH0XKECTBEHHBIX MCC/IElOBAHNII, KOTOPbIE
HIKOITIA He AIBJIAI0TCA HEMTPaTbHbIMMY, a IOTPY>KEHBI B aKTYaJIbHOCTD
HPOUCXOJSAIIETO C HAMM U HAIlIMM COOO0IeCTBOM. MbI BMecTe Iepexxuin
IIOK M30/IALUY, HEM3BECTHOCTH U, CKOpee BCEero ellle HaXOAMMCA B ITOCT-
TPaBMATUYECKOM COCTOSHUM, 3G (HEKT KOTOPOTO, OTIACTHU, MOXKET OBITH
CPaBHMM C TeM IIOKOM, KOTOPBI MPOIUIO Hallle 0011ecTBO B 90-bie TO/bI
B MOMeHT pacmnaja Coserckoro Corosa. VI ceityac nmocnencTBms TEKyIIMX
IPOLIECCOB HAM HEM3BECTHBI.

Brop>kenne Bupyca — TO 1 )XMBOIJ, TO I HEKMBOJ MaTEPUM, 0Ka3aloCh
CO3BYYHOI1 IMHUY HAalIUX ITIOMCKOB U, MHOTYE VICCTIEJOBAHNA U TEKCThI
CTa/Il MyTUPOBATD ¥ OINCHIBATh CeOs1 Yepes3 CUTYALNIO «3aPaXKeHHOCTI»,
MBI Ha4a/IM MICKaTh IMHUM CPOACTBA, KOTOPbIE /ja/u Obl HaM KaKye-TO
3aleNIKY MEX/Y IIPOLIbIM M HALUIVM TEKYILIUM ITOI0KEHUEM.

Tax cTasy BO3HMKATb HOBbIE NPU3PAKI-MYTAHTBI — C KOTOPBIMM HaM ellie
IIPEICTOUT JOJITO PasObupaTbcs, YTOOBI OTAEMUTD NIPAB/y OT BHIMBICTIA.

%%

Ham xouemcs evipazumv 6nazooaprocmo Pondy Posvt /Itokcembype
(Mockosckoe omdenenue) 3a uenesyto no0OePHcKy IMoii npozpammol, u
MbL 0ueHb HadeeMcs, 4mo pe3ynvmamol Hauletl pabomvt 6y0ym 8oc-
mpe606anvL U pa3éumot HOBbIMU NOKOIEHUS UCCTIe008amernel.

This second issue of our Laboratory for Post-
Soviet Studies’ comrade newsletter features
various texts, images, and issues that we worked
with during our last semester of classes.

We were most interested in finding new ways to describe our own
transformations and those of our habitat that would help us to grasp the past in
all its compelling complexity, a past filled with inspiring hidden messages that
we worked to decipher together. In Russia, as everywhere else, the struggle to
reinterpret history is ongoing, and our modest efforts can be seen as an attempt
to advocate for important messages from the repressed past that have become
unexpectedly relevant for us today.

This publication includes writings by both course attendees and seminar
instructors, as well as a range of content that explores our different approaches
to research methodology. We haven't striven to conform to academic
publication norms; rather, we sought to create a space for personal artistic
expression in the form of a print zine.

As we worked on our research, we became increasingly fascinated by
hauntology, which, in our opinion, has a unique contribution to make to
existing applied artistic approaches to describing the current dynamics of the
post-Soviet situation. And, each in their own way, many essays in this issue
narrate different modes of communication with all sorts of specters, ghosts,
undead beings, and other strange, esoteric phenomena whose presence
sheds some light on unique aspects of ongoing social, mental and political
developments.

At the very height of our preparations for the final project, when our
collaborations were well underway, we, like everyone else, found ourselves
paralyzed by the intervention of the virus. This unprecedented event
significantly altered the way we finalized our art research—a practice that is
never neutral, but always immersed in the urgency of what is happening to us
and our community. Together we have experienced the shocks of quarantine
and uncertainty, and we are likely still in a post-traumatic state whose effects
may be partly comparable to the shock our society experienced in the 1990s
at the moment of the Soviet Union’s collapse. We do not yet know what
consequences these developments will bring.

This intervention by a virus—potentially living, potentially undead matter—
resonated with our line of inquiry, and many of our research projects and
writings began to mutate and begin to locate themselves through a situation of
“infectedness.” We began to look for lines of affinity that could help reconcile
our past and our current situation.

And so, new ghost mutants began to emerge—and we’ll be dealing with them
for a long time yet if we want to distinguish truth from fiction.

%%

We would like to express our gratitude to the Rosa Luxemburg Foundation
(Moscow branch) for its targeted support of this program, and we very much
hope that the results of our work will be welcomed and built on further by
new generations of researchers

editorial

when ghosts start to mutate



Anuca, Mbl ceiiuac genaeM oueHb BaXHYHO 3
razeTy, KOTOpbIA Bbln PAcCKa3LIBATh O TEOPHA AnVcoHbKa, AaBal HapWCyem Npuspak

NpW3pakos, W TBOW PUCYHOK ANA HAc KOMMYHM3Ma.
AparoueHHas.

B ceicae?

Wy ana Bac oTBeT

Mouckatb B AHaexce [la NpocTo NpU3paKk KOMMYHW3Ma, Thi Xe

OTAMYHO pUCyYEllb.

Anwuca, I'ION(E.H}I’IFIC!’E, HE Hago0 B AHAEKCE Thl CaMa

NPEKPACHO PUCYELLb, HE HYKHbBI Ham NOACKA30K. OueHb MHTepecHo. Ho aaealTe Tenepk O
ApYTrom.
Xa, xopouwo, Bonslue He 6Byny

Anwvca, MHe oUeHb HY>KHO AnA paboThl, UTOBLI
Cnacubo, Hapucyi, Noxanyncra. MMEHHO Thbl HAPWCOBana NPU3paKn.

Mwobnw pucosarth. 3aboieac 060 BCEM W TBOPID,

A A yKe pucoBana. 3aduem Bam 31o?
TBODHD.
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AJINC A npuspakm KOMMyHU3Ma

cepua rpadpudeckux paboT (cTp 2-6) caenaHbix ANMCONM - rofioCOBbIM MOMOLLHUKOM AHOEKC,
B pesynbrate 06Cy>XaeHNa TeMbl U MPOCbObI BbIMOMHUTL PUCYHOK Ha 3Ty TEMY.

Cnacubo lNMetpy NprHeBY 3a 3HAKOMCTBO C BO3MOXXHOCTSAMW Anuchl

ALICE specters of communism

a series of drawings (see pages 2-6)
by Yandex’s virtual assistant Alice
based on discussions of this subject
and a request that she create

an artwork about it



MAPUA CMMAKOBA

[TocTCcoBeTCcKOe 0ecnokKoOUCTBO:
nonuTnyeckast MUHTYMuUmsi B NOUCKE CMbICNa

9Ta 3aMeTKa IIpefcTaB/AAeT CO60I pacCyKIeHIe O COBPeMEHHOI KyTbTypPHO-
MCTOPUYECKOI CUTYaly, KOTOPYI0 — 3a HeuMeHUeM (o/ee IPUTrOgJHOTO
O3HAYAIOIIero — s IpeJIaral0 MMEHOBAThb MOCTCOBETCKMM COCTOSHUEM.
CII0BO «IIOCTCOBETCKOE» TAHET 3a c000i1 cepbe3HOEe HEyFOOCTBO: OHO
IpeanonaraeT NpeacTaBlIeHne 0 COBETCKOM KaK 0 HEKOTOPOM CIIOIIHOM,
HepaspbIBHOM Ilepuofie, MIM Jake KaK O MOHOTUTHOM MCTOPMYECKOM
npoekre. Takoe mpeacrasienne, 0 CUX NMOP BeCbMa PacHpOCTpPaHEHHOE,
MCKIIOYaeT Pas3ioMbl ¥ BHYTPEHHME INPOTHBOpeuns, 0e3 NOHMMaHUA
KOTOPBIX HEBO3MO)KHO NPEACTABUTD ABIDKEHUE ICTOPUIL.

B 371011 CBA3M, TOBOPA 0 IOCTCOBETCKOM COCTOSHNM, A IIpefIara NOHUMaTh
€r0 KaK COBOKYITHOCTD Pa3pO3HEHHBIX YCTOBII — He TOMBKO OIP e e F0IIX
Halll ONBIT, HO M TNOMIEKAIMUX IOCTOAHHOMY KOHCTPYMPOBAaHMIO.
YunuThiBasAgd HECOBEPUIEHCTBO ONpeNeNeHNs IS 3TOT0 KOHCTPYKTa, A TeM
He MeHee HAacTalBalo, YTO NMOCTCOBETCKOEe COCTOAHNE — MOMMMO IIPOYero
— TIIpeacTaBiIsAeT c000ii HEKOTOPYH HOMUTUYECKYI0 WHTYMIUIO. IJTO
coo0pakeHNe BO MHOTOM MHCIOMPUPOBAHO MOHATHUEM «OOILIETO CMBICTIA»,
HEKOIJa mpemIokKeHHbIM AHTOHMO Ipammm. OOt CMBICT YeM-TO
HAaIIOMIHAeT CMBICT 3[IPaBblil, OHAKO yKa3aHNe HAa ero OOIIHOCTD, T.e. HA
€ro TPAaHCUHAMBIAYAIbHBIN XapaKTep 3[eCh MPUHIUINAIBHO. ITO TAKOI
PEeTrMOH CMBIC/Ia, B KOTOPOM IIeHHOCTM, YO eXXIeH:, HaJe>KAbl Y CTPeMIeH S
00pas3yloT reTeporeHHOE, HO HEMPOTUBOPEYNBOE eNMHCTBO. OOIIIIT CMBICT
MMHAMIYeH, HENOC/IeNoBaTe/leH, ()parMeHTapeH U HepefKo IOIaraeTcs B
KayecTBe CaMOOYeBUAHOro. VIM 000CHOBBIBaeTCA INOTyaBTOMATHYeCKOe
(T.e. HeMOCTATOYHO KPHUTUYECKOE II0 OTHOIIEHMI0O K COOCTBEHHBIM
IPeAIOChIIKaM) AelICTBYE WIN pelleHNe, OH e 3aJjaeT TOH B KyXOHHBIX
Oecegax o cyapb6ax Mympa, y4aCTHUKI KOTOPBIX MOTYT IIOHVMATh apPTyMEHTBI
APYT Apyra 6e3 TUITHNX CTOB. B TO ke BpeMs 001Iil CMBICTI COePXKUT HeKoe
3paBoe AApO, NpeObIBalollee B CIALIEM peXNMe, HEKMII IepBO3TeMeHT
KpUTH4ecKoii pednexcun. ViMeHHO MO3TOMY MOMMTIYECKasd MHTYUIVA KaK
IPOU3BOJHAA OOIEro CMpICTA YPE3BBIYANIHO BaXKHA ISl MCTOPMYECKOTO
cosHaHu. [Janee A1 mompoOyro cregoBaTh 3a 3TON MHTYMIMEN, MOIYTHO
IbITAsICh MPOOYANUTH ee KPUTIMYECKOE ARPO.

3ABPOINEHHBIE PYITHbBI

Bcsikoe cocTosiHMe IpearonaraeT IpebblBaHye Iie-T0, HEKOTOPOe IIPOCTPAHCTBO, KaK pU3ndecKoe,
TaK U conmanpHoe. HecMoTpst Ha co6/Ia3H NPMPABHATH IPAHMIIBI IOCTCOBETCKOTO IPOCTPAHCTBA
K TeppUTOpMA/IbHBIM IpaHMIaM cTpaH ObiBurero Coserckoro Coisa, B JaHHOM C/lydae pedb
o npyroM. Bcrmen 3a Aupu JledeBpom, s mpepjiaraio IIOHMMATb HPOCTPAHCTBO KaK IPOLYKT
I7106aIbHOTO KYJIBTYPHOTO IPOM3BOACTBA. IIpOCTpaHCTBO, MPOM3BOANMOE U BOCIPOU3BOAUMOE
B pernoHe «00Iero cMbIc/Ia», /leeBp HasbIBaeT MepPeXXMBAaEMbIM U CBSI3BIBAET €0 C OOBIJEHHOI
HpaKTV[KOﬁ, C yCTaHOBHeHI/ICM CBA3N Me>1<11y BPEMAIPENPOBOXIAEHNEM Y ITPOCTPAHCTBEHHDBIMMI
IIOKycaMI/[ (B KOTOPBIX MMEITCA SBYKI/[, 3amaxmu, BI/I3ya}IbeIe CUMBOJIBI U TaKTVU/IbHBIN Ol'[bIT).
VHbIMM CIOBaMi, COLMATbHO-(PU3NYECKOe MPOCTPAHCTBO JAHO HaM B €r0 IHOCTOSIHHOM M Crmabo
OCO3HAHHOM JICIIO/Tb30BAHMY — BHE 3aBVMCYMOCTY OT TOTO, VICHO/B3YeTCs MV OHO KaK pecypc s
TBOPYECKOI! IIepepabOTKY, WIN KaK ee MIPORYKT.

norpebneHns

IlokasarenbHOM 4YepTOil  KyIbTYPHOTO IIPOM3BOACTBA M IIOCTCOBETCKOIO
IIPOCTPAHCTBA ABNIAETCA IIOTOYHOE NPMCBOCHNE Pa3pO3HEHHBIX 3JIEMEHTOB KY/IBTYPBbI IIPOIIIOTO.
B otnuune ot MOJIEPHUCTCKUX croco6oB pa6OTaTb C IIpOLIJIBIM KaK C II€/TOCTHBIM MM(bOM, CErogHA
M1( O IPOLUIOM CKUMAETCS O GparMeHToB, 6yib TO 06pasLbl OTTEIEIbHOI MOJbI, MEIOAUN U
PUTMbI, HAIIOMIMHAIOMME O IIEPBBIX KOCMINYECKNX ITO/IETAX 1 COBETCKOI ]/IH)I(CHGPHOI?[ KynpType (T.H.
«soviet wave») (2), W fa>ke MCKYCCTBO XyIOXXHUKOB PYCCKOTO aBaHTapyia, y3HaBaeMble 37IeMEeHTbI
KOTOPOTO JIEKOPMPYIOT OO/IOKKIM KHUI, peK/IaMHble IUIAKaThl 1 Ja)ke MOCKOBCKMUIT asponopT. Bee
91 (parMeHThl HACTONYMBO BBIPHIBAIOTCS 113 60JIee IIMPOKOTO KOHTEKCTa, CTAHOBSICh CBOETO pojia
IPOBOJHUKAMI Ha TEPPUTOPUIO BOOOPa>KaeMOro COBETCKOro. Bce OHM OTOpBaHbI IPYT OT fipyra u
OT YC/IOBMII CBOETO BO3HMKHOBEHMs: 9TO MPOBONHUKU-CUPOTDI, 00€3apy)KeHHbIe ¥ IpU3BaHHbIE
00C/TyXMBaTb COBPEMEHHbII HOCYr. Tak BaXKHON 4Yeproil IIOCTCOBETCKOTO HPOCTPaHCTBA
OKasbIBaeTCsl €ro 3a6pouleHHOCMb HECMOTPA Ha TO, 4YTO BBIIICO3HAYEHHDBIC I3/IEMEHTBl —
«COBETCKME» 3BYKU, 3aIlaXM, BU3ya/TbHbIE CMBOJIbI — BKJIIOUE€HbBI B KYy/JIbTYPHOE€ IIPOM3BOACTBO.
Bce oHM OyKBa/IbHO BOHBOPSIOTCA — 3A0paculéarOmcsi — B 4y>KOe IMPOCTPAHCTBO HACTOSAILETO,
CTPYKTYPUPYs €ro COOTBETCTBYIOIIMM 00OpasoM. UTo, Kak HU 3aOpOIIEHHOCTb ONMLETBOPSET
€000t cTapyllKa, paclpoJalollylo KHUTH, 0OpeTeHHble B 70-e TOfbl I10 MaKy/IaTypHOI MOAMICKe?

HpI/IMe‘IaTe}IbHO, 4YTO IIOCTCOBETCKaA CI/ITyaHI/IH HPOHBTIHeT Ce6H B KadyecCTBe (beTI/[HII/ISaI_U/II/I
3a0pOIIEHHOCTH KaK TAaKOBOIL. ITOT IIPOLIECC JIETKO YTafbIBaeTCi B PabOTax XYHAOXKHUKOB,
¢dororpadoB u m3mareneif, BBINYCKAIOIIUX OecUncIeHHble anbOOMbBI CO CHUMKAaMM ITyCTHIX,
3a0pOIIEHHBIX IPOCTPAHCTB ¥ 0eCX03HBIX OOBEKTOB (0T 00pasmoB MOJEPHUCTCKOI
COI.U/IafH/[CTI/[‘IeCKOﬁ apXI/ITeKTypr oo 3aKprTbIX IOMOB KYIIbTypr). Yem 60)'[66 IVIAYE€BHO
cocrosiHre 00beKkTa, TeM 6Gornblie TpereTta ¥ MHTEpeca oH obewaet. ITogobHoro poma “lust for
ruins’, HeM30e>XHO COIPOBOX/AET KaK CKYYaIOIlero TyPUCTa, UIYIero HOBBIX OL[YIEHWI, TaK 1,
CKa>KeM, KPUTUIECKOTO JCCIENOBATeNsi ApXUTEKTYPhL. HeManmoBaKHO Takxke, 9TO (eTHIm3aris
3a0pOLIEHHHOCTY — Ba)kKHasi IpYMeTa PaCIIMPUTEIbHO HOHATON “ocTambruu’ (3) — COCENCTBYeT
C HpOHeCCﬁMI/I ,T_[eKOMMyHI/IE’)aI_U/H/I, KOTOpI)Ie HE yTI/IXaIOT Ha TeppI/ITOPI/H/I 6I)IBH_IeI‘O Bocrounoro
6710Ka, a B HEKOTOPBIX CTPaHAX BPOJie YKPanHbl IIPHOOPETAIOT 0CO60 0XKeCTOYeHHbIE POPMBL. DT
IPOLIeCChl IIPETEHAYIOT Ha «OKOHYATe/MbHOE peIleHIe COBETCKOTO BOIIPOCA», T.e. OLYCTOLIEeHIE
— I/I36aBHeHI/Ie OT CMMBOJIOB U NIaMATHMKOB, HAaIIOMMHAOIINX O CYH_[eCTBOBaHI/H/I COBETCKOTO
coumamama. VI B 9ToM cMbiciie peTunmsanys 3a6pOIIeHHOCTH, K KOTOPOil MO)KHO OTHOCKUTHCS
KPUTUYECKH, TIPENCTABISIET COOOI JBOSKOE SIBJIEHNE: C OJHOM CTOPOHBI, 3TO CUMIITOM IpoL[ecca
MICTOPIYECKOTO OIYCTOIIEHNS IIOCTCOBETCKOTO IIPOCTPAHCTBA, a C [APYroil — IOIBITKA BEPHYTDH
9TOMY IIPOCTPAHCTBY CMBICI. Tak, ecnu Banbrep Benbsmmu B cBoux «Tesmcax» ykasbIBaeT Ha
HeOOXOIMMOCTb PEBOIOLMOHHOTO «BOCKPEIEHVIsT» (CIIaCeH Vsl M OTIPABJIAHM ) YKEPTB [POIIIOTO U3
107, er0 06/IOMKOB, HI30BOJ MHTEpPeC K 3a0pOIIEeHHOCTH COBETCKOIO IIPOCTPAHCTBA OOHAPYXMBaeT
HNPYHLMIINAIBHYI0 HEBO3MOXXHOCTD YIX TIOXOPOHUTD (4)

BOWHA 3A MUP

Bropoit 4epToil MOCTCOBETCKOTO COCTOSIHMS SIBISIETCSI €ro 80eHHoe nosoixenue. HecMoTpsi Ha
IeK/IapypyeMblil pacnaf; OUIIONAPHOrO MYUpa, COBPEMEHHbIe IOJIMTUKI U IUAEPBI TOCYAApCTB BCe
qaire 06paIaloTCcs K PUTOPUKe [IO06GAIBHOTO MPOTHBOCTOSHYSL. [Ipy 9TOM mamsth 0 XO0MOFHOM
BOJHe BO MHOIOM OIIpefie/isieT, KaK HAL[MOHAJIbHOE CAMOCO3HAHMe CTPAaH OBIBIIETO COLJIareps,
TaK M IOCTCOBETCKYIO MAEHTUYHOCTb COIO3HBIX pecty6imk. Tak mpuspak XOMORHON BOJHBI —
Oynb TO CTONKHOBEHME BOOOpa)kaeMbIX COOOIIecTB, 60pbba Ha TeppUTOPUM MEMOPUAIbHON
HOJINTVKYL VIV TEXHO-3KOHOMIIYECKOe COpPEBHOBAHIIE — IIO-IIPEXXHEMY, OYOPaXXIT IOIUTIIECKOe
BOOOpakaeMoe.

B o6uem Brpie IIOHATME BOMHBI CONEPXXUT B cebe HEKOTOPBIN Mapafgokc. BoiiHa OfHOBpEMEHHO
o6o03HayaeT KOHPIUKT (IpeOpiBaHNe B KOHQNKTE) 11 CIocob ero pasperieHns. X0I0gHast BOHA
COXpaH:ATIa B Ce6e 9TOT ITapajoKC, 3aTyH_IeBbIBaH €ro BTOpyIO KOMHOHeHTy M IIBITAACH BCEMU IIyTAMA
u36eXaTh dCKaIaLy KOHGVKTA. B TOM 4nciie 3T0 fOCTHUraIoCh 3a c4eT BbIBeieHNsI KOHGPOHTALN
FOCY[iapCTB B IPOCTPAHCTBO BHY TPUTOCYAAPCTBEHHOI 60PbOBI, BBIPaXKasich B IIOMCKE MOIPbIBHBIX
anementoB. Hecnyuaitno JKak [leppupja, pearupya Ha aMepuKaHCKue coObitmsa 11 ceHTsAOps,



npusjekaer noHaTue ummyHnurera. Ilo eppusa, ¢ npexpamienueM X0lIOZHONM BOVHBL U i
CIIA, u gist CCCP nc4yesia npesi BHELTHETO Bpara, HO JIOTMKa I7I00aTbHOTO IPOTNBOCTOSHNS,
OTTOTOCKM KOTOPOTO MOXKHO YBUJETb B TEPPOPU3Me, IIePEePOCIa B ayTOMMMYHHBIN OTBET —
[eCTPYKTMBHOE IOBEfleHNe CYIeCTBa, KOTOpoe «paboTaeT Ha paspylleHue CBOEIl 3allfUThl,
UMMYHM3UPYs cebs OT CBOETO «COOCTBEHHOTO» MMMYHUTETa» (5).

3pecp Meradopa Jleppuia MHTepecHa He CTOJIBKO B KOHTEKCTE TeppOpM3Ma, CKOIbKO
BO3MOXKHOCTBIO €€ IIpMMEHEHMsA K COLMaJbHO-NIONMUTUYECKMM KOoHQuKTaM. BoeHHoe
IOJIOKEHNUE TIOCTCOBETCKOTO — 3TO elile M HeM3ObIBHOCTb MaMATH O [pakmaHCKON BOIiHe,
MCTOPMYECKUIT ONBIT KOTOPOM HYXJaeTCA B IEPEOCMBICTIEHNMM BOIPEKM YCTaHOBKE
TOCYHApCTBEHHOI KYIbTYPHON MOMNTUKY Poccuu Ha «mcTopmaeckoe mpuMuperne». Jnsa Toro
4TOOBI YBUAETb O€/bIX, KPACHBIX I 3€/IEHBIX KaK PeajIbHble IOINTIYECKUe CUIIBI, IMEET CMBICIT
IepecTaTb pacCMaTpUBATh UX KaK 0€3BO/IbHBIX IIPOBOJJHIKOB «CTAPOro» U «HOBOTO» HOPSAMKA,
U 0COOEHHO B KaueCTBe CPENCTB, MCIIONb3yeMbIX KOHKPETHBIMY JIIOIbMU B 60pb0e 3a BIaCTb.
[TonmTrdeckas MHTYULMSA «OOIIEro CMbIC/Ia» COCTOUT B OTKa3e IPMAaBaTh I'PakKIaHCKOIT BOJHEe
(TIpuyeM He TONBKO POCCUIICKOIT) CTATyC CIPOBOLMPOBAaHHOTO BEPOTIOMHBIMY 3aTOBOPIIMKAMYI
9KCIlecca, HO YBUIETb ee KaK BbIpa’keHMe PeasbHO CYI[eCTBOBABIIMX — ¥ CYI[eCTBYIOIINX
CETOfHs — COLMa/IbHbIX KOH(IMKTOB.

CBATAA ITPOCTOTA PbIHKA

TpeTbell 4epTOl HOCTCOBETCKOTO COCTOSTHMS SABIIACTCS CAKPANUIAUUS PbIHKA KAK
OHTOJIOTMYECKOr0 rapaHTa cBOOODI BO/MM 1 BbIOOpa. ColmaibHbI 1 SKOHOMUYECKMII yCIex B
[aHHOM C/Ty4ae MOXXHO PacCMaTpUBAaTh KaK CeKY/ISIPHbIII 9KBMBAIEHT O/1arOfaTy MM JaXke Kak
pe3ynbTaT eCTECTBEHHOTO COTBOPYECTBA Y€/IOBEKA M HEKOTOPOJ MHCTAHIM, HAXOJAILIENCA 3a
IpefenamMy €ro pa3syMeHNs U IIPOHM3bIBAIOIIEN CBOEN «9HEPIMEN» OTHOIIEHNS, IIOMBICIIBI I
TIEeVICTBUS.

B 1994 rony Erop lajiap mumer kuury «[ocymapcTBO 1 3BOMIOLNA», B KOTOPOIl OH IBITAETCA
OCMBICTIUTD XOJ] PBIHOUHBIX pedopM. B aT0it KHMre, mpencTaBAwlLeil co60ii Oy 4acTHON
COOCTBEHHOCTH KaK OCHOBE PasBUTMS XO3SJCTBA M YBa)XKEHMUSA K YETIOBEKY, OH JIETIaeT OfHO
3ameyaHme. Heynaua pbIHOYHBIX IIpeoOpasoBaHMil OODBACHAETCS KY/IbTYPHO-MCTOPUYECKON
crrenm¢ukon Poccun, cBefeHHOI K KY/JIbTY «CBALIEHHOTO rocygapcrsa». OH yTBEPXKJAET, 4TO
rOCYJapCTBEHHMYECTBO SIB/LIETCA IICEBJIOPENUINEll, TapaHTUpPYOLlell OpOKpaTHdecKuit
mponsBoIL. [ocymapcTBo B JaHHOM CyYae PacCMAaTPUBAETCA B KaueCTBe TYXOBHON KaTerOpyM,
€O06LIAOIelt CMBICI I3BIYECKMM PUTyaIaM BacTy (6). OToT Ky, 1o [ainapy, paspylunTeneH
I 001eCcTBa KaK FeTepOreHHOTO 1 OPIaHMYIeCcKoro o6pasosanst. Ho 4To MelraeT Tak HIOHATOMY
00IIeCTBY, PUTYya/ibl KOTOPOTO OTTIPAB/IAETCS B IpOLiecce 3aK/IIOYEHNUs CHENIOK, a JyXOBHO
KaTeropmeﬁ ABIAETCA PBIHOK C €TO MeTa(bI/ISI/I‘IeCKI/IMI/I I HEU3MEHHBIMM 3aKOHAaMM, CTATb
0011[eCTBOM MOLIHOTO Ky/bTa¢ VIMEHHO Ky/IbTOBbIE OCOOCHHOCTM KallMTaaM3Ma MOff9epKIBaI
BeHpsiMMH B cBOeM 9cce-Habpocke «KammrammsM Kak penurus». B kadectBe pemuruu
KaIlMTa/M3M OIIpENieNIeTCA UyBCTBOM BMHBI, PACIIPOCTPAHAEMBIM He TONMBKO Ha 4YelOBeKa,
OTYasTHHOTO V1 OTHOBPEMEHHO OTYAsBILIEr0Cs, HO 11 Ha 0 0XKECTBEHH Y0 MHCTAHIINIO, Y TPATUBILYIO
CBOIO TPAHCIEH/IEHTHOCTD B aTeMCTNIECKOM MVPE ¥ HAPAMYIO, Ha IPAKTVKe BOBJICIEHHYIO B
4esI0Be4ecKyto cynb0y(7). VIHTynnyAIOCTCOBETCKOT03aK/II0Yae TCABTOM, YTO TAKOV MHC TAHIIVel
CIy>XUT PBIHOK, BpEeMEHHOE U MIMPCKOE HECOBEPUIEHCTBO KOTOPOIO sKOObI OOBCHSET
9KOHOMIYECKYIe IIPOBAJIBI SMOXN, HO PHIHOK, COBEPIICHHBIN ITO CBO eI OHTOMOTIYEeCKOI TPYPOJIE;
PBIHOK, OO€IaoIINii BOSMOXKHOE JICIIe/IeHNe OT OOIIMX OIIMOOK IIPOLIJIOTO M IMYHBIX Heyhay.

* * *

Bcesixnmit mccnenoBaTe/b Ky/IbTYpbl 00paulaeT BHIMAHE Ha HeM30bIBHOCTb COBETCKOTO OIIBITA
Ha ypOBHe IIOBCETHEBHOCTM — IIPeAMETOB OBITA, ITPUBBIYEK, [TOBTOPSIOMIUXCS [EIICTBII
U, KOHEYHO, KOMMYHMKATUBHBIX CUTyauuil. Bce 910, Kazanoch Obl, IPUBOJUT K BBIBOAY O
MIPYHIUIINATBHONM HEBO3MOXKHOCTYE IIPEOfIONIETh MPOIIIoe, Ocefjaiollee BO MHOXXECTBEHHBIX
pe3epByapax IaMATH — OT TEJECHBIX ABVDKEHMI [0 MaTepyanbHbIX apredaxroB. OpHaKo
MONIVHHBIN A3BIK IPOIIIOr0 HEBO3MOXKEH IIOCTONDBKY, IIOCKOTIbKY DPasMBINIIAA O HeM
MBI C HEOOXO[VIMOCTBIO IpUMENIMBaeM K HeMy ‘HacTosiliee. Takoro popa MCTOPUYECKUIL
«KOPPEAIVIOHN3M» ABMIAETCA He IIPEIIATCTBYIEM, A TOMICIIOPhEeM /LA IIPOACHEHN MCTOPMYECKIX
00CTOSITEIbCTB, Beflb, [I0 METKOMY 3aMeyanuio Mapka bioxa, «6e3 CKIOHHOCTM K HaCTOSALIEMY
HEBO3MOXXHO ITOHATDH HPOMI0e». VcTopidecKoe Mpomrioe BCeTfa AAHO HaM yXKe KaK HedTo
MOJIepHU3MPOBaHHOE, B Ka4eCTBE KaKoii Obl «TPaAMIII» OHO HY M300peTanoch. DTO O3HAYALT,
YTO He TONIBbKO ITOCTCOBETCKOE COCTOSAHIIE B HEKOTOPOM CMBICIIE OTIPENEALTCA COBETCKIM, HO I
COBETCKas MCTOPMA — CO BCEMI €€ CIOMHOCTAMM U Pa3pbIlBaMi — JlaHa HaM VICK/TIOYNTETbHO
B KayeCTBe IIOCTCOBETCKON. TaKasd IMOCTCOBETCKas JICTOPMA HEPENKO DPACCKa3bIBaeTCA B
alOKa/IMITHYECKOM KJIIo4e, IpUYeM B KaueCcTBe KaTacTpO(UUECKO!l TOYKM OTCYeTa MOTYT
¢uryprposarb u OKTAOpPbCKas PEBOMIOLNA, M BeChb INepuof CymiecTBoBaHMs COBETCKOro
Coro3a, 11 ero Kpax, 1 gaxe KpusucHoe spems 90-x. CeropHs, Ha QoHe I/TOOAIBHBIX KaTacTPod
BpOie IaHAeMMUM MOXKHO HAOMIOFAaTh, KaK KOIANCHPYIOT JIOKA/JIbHBIE PBIHKM, KperrdaeT
MWIMTapUCTCKas PUTOPUKA, @ MHCTUTYThI COLIMA/IbHOI 3aIUThI pacTEpPsIHBI ¥ 3a0pPOLIEeHBI, KaK
MOJIEPHVCTCKIE PYUHBL BO3MOXHO, B CBeTe 3TUX COOBITUII IOCTCOBETCKAS MCTOPYS MOXKET
YBUIETbCA MHAa4Ye — HE Kak KaracTpoda, HO KaK MCTOpMs peopraHm3aly OOILeCTBEHHBIX
OTHOLIEHNI, HellpecTaBuMas 6e3 KOOpAMHALIMM «OOLIero CMBICTIa» 11 OOIIEero IeiiCTBYIL.
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MARINA SIMAKOVA 5
The Post-Soviet

Trouble:

Political Intuition
and the Quest

for Sense

This is an essay on the current cultural
and historical situation, which—in the
absence of a more adequate signifier—I
propose to define as the post-Soviet
condition. The very term ‘post-Soviet’
contains a serious flaw: it implies the
idea of the Soviet as a continuous,
seamless period, or even as a historical
project en bloc. Such an idea tends to
exclude historical breaks, ruptures and
internal contradictions, without which
it is impossible to grasp history in is
movement.

With these reservations in mind, I suggest
understanding the post-Soviet condition as
a set of disparate circumstances, which not
only determine our current experience but are
subject to an ongoing construction themselves.
Given the imperfection of the definition, I
would argue that a conception of the post-
Soviet condition is the outcome of a certain
political intuition. This intuitive approach is
largely inspired by the notion of ‘common
sense, introduced by Antonio Gramsci almost
a century ago. Common sense is close to
basic reasoning, or to ‘good reason, but with
a decisive emphasis on its commonality, i.e.
its transindividual status. This is a region of
meaning in which values, beliefs, hopes and
aspirations coexist in a heterogeneous but
noncontradictory unity. Common sense is
dynamic, inconsistent, fragmented and is often
proposed as self-evident. Quite frequently,
it stands behind a semi-automatic.— that is;
insufficiently critical in relation to its premises
— action or decision; it carries the day in
awkitchen conversation, when the engaged
speakers.grasp each other's arguments tacitly.
At the samestime, common sense contains
a certain grain of ‘reason, albeit dormant; a
primary element of critical reflection. This
is why the political intuition. derivative of
common sense remains crucial for historical
consciousness. Hereinafter, I will try to follow
this intuition, while simultaneously trying to
extract its kernel of critique.

RUINS IN THEIR THROWNNESS

Any condition involves being somewhere, a
presence in physical and social space. Despite
the temptation to equate the boundaries of the
post-Soviet space with the territorial borders
of the former Soviet countries, I will not do
so: for the purpose of my argument, ‘space’
signifies something different. Following Henri
Lefebvre, I treat space as a product of global
cultural production. Referring to the space
that belongs to the region of ‘common sense;
Lefebvre calls it ‘perceived’ (lespace per¢u) and

relates it to everyday spatial practices, namely
to operations that associate daily routines with
spatial loci (replete with sounds, smells, visual
symbols and tactile experiences). In other
words, socio-physical space is given to us in its
visceral—often unthought and non-reflexive—
use, regardless of whether this space is used
as a resource in creative production, or as the
product of the latter.

The post-Soviet space is produced and
consumed in this manner, which can be
characterized by the fluid appropriation of
disparate elements of the culture of the past.
Unlike modern imaginaries of the past as a
holistic myth, the contemporary myth of the
past splinters into fragments: styles, imagery
and symbols of the Thaw era, melodies and
rhythms reminiscent of the first space flights
and Soviet engineering culture (the so-called
‘Soviet wave’), or even the Russian avant-garde,
recognizable elements of which are used as a
part of décor and can be found on book covers,
in adverts and even on the walls of Moscow’s
airport. All these fragments are taken out of a
wider context and are meant to serve as guides
to the territory of an imaginary ‘Soviet. All of
them are torn from each other, as well as from
the conditions of their emergence: they are
orphaned guides, disarmed and called upon to
serve contemporary leisure. So a key feature of
the post-Soviet space is the thrownness of its
constitutive elements, even though the latter—
the ‘Soviet” sounds, smells, visual symbols—
are part.and parcel of the system of cultural
production. All of them are literally lodged—
thrown—in the alien present. What does an
old woman, selling the books she received
in exchange for her scrap paper coupons in
the 1970s, personify, if.not thrownness and
abandonment?

Interestingly, the post-Soviet. condition
manifests itself in a fetishization of thrownness
and abandonment as such. This is evident in the
work of artists, photographers and publishers,
the publication of countless albums containing
photos of empty, abandoned spaces ‘and
orphaned objects—from modernist socialist
architecture to shuttered community centers
(Doma Kulturi, or DK). The more dismal the
object is, the more awe and interest it promises.
This ‘lust for ruins is familiar both to the
bored tourist seeking new sensations and to
the critical researcher of socialist architecture.
It is also important that the fetishization
of thrownness and abandonment, ‘which is
a distinctive feature of so-called ‘ostalgie’
broadly understood, has arisen in parallel to
the process of decommunization'that continues
in the territories of the former Eastern bloc,
and, in countries like the Ukraine, has assumed
an especially fierce form. This process aspires
to provide ‘the final solution of the Soviet



question, i.e. to devastation—getting rid of symbols and monuments reminiscent of the existence of Soviet socialism. And in this sense,
the fetishization of thrownness and abandonment, which merits a dose of healthy critique, is a twofold phenomenon: on the one hand, it
is a symptom of the process of historical devastation of the post-Soviet space, and on the other, an attempt to make this space meaningful
again. So, if Walter Benjamin in his Theses on the Philosophy of History exposes the need for revolutionary ‘resurrection’ (salvation and
redemption) of the victims of the past from under the ruins of history, one’s interest in the abandoned Soviet space, perhaps, reveals the
impossibility of their burial.

WAR FOR PEACE

The second feature of the post-Soviet condition is its state of war. Despite the declared breakup of the bipolar world, today’s political
leaders refer to the rhetoric of global confrontation with increasing frequency. At the same time, the memory of the Cold War continues to
frame both the national identity of the countries of the former socialist camp and the post-Soviet identity of the former Soviet republics.
The ghost of the Cold War—be it as a clash of imagined communities, political struggles of memory, or techno-economic competition—
still haunts the contemporary political imaginary.

As a concept, war is paradoxical. It signifies both a conflict (a state of conflict) and the way in which this conflict is resolved, through its
violent escalation. The Cold War retained this paradox intrinsic to the concept of war, yet its antagonists obscured its second component
in attempting to avoid the escalation of conflict by all means. This resulted in a transfer of geopolitical confrontation to an intra-state
level, which manifested itself in the hunt for ‘subversive’ elements. It is no coincidence that Jacques Derrida, reacting to the September 11
attacks, employs the concept of immunity. According to Derrida, with the end of the Cold War, the idea of an external enemy, for both the
USA and the USSR, disappeared, and terrifying confrontation—now seen as being echoed in terrorism—engendered an ‘autoimmune’
response: the destructive behavior of a creature that “works to destroy its own protection, to immunize itself against its ‘own” immunity””
Derrida’s metaphor is instructive here not so much in the context of terrorism, but if we apply it to socio-political conflicts. Above all,
the post-Soviet state of war expresses itself in the inescapability of the memory of the Civil War. This memory calls for rethinking of the
latter as a crucial historical experience, as against the current Russian cultural policy of ‘historical reconciliation. In order to recognize
the White, the Red and the Green as real political forces, it is well worth ceasing to consider them as ‘will-less’ mediators of the ‘old’ and
the ‘new’ orders, and especially ceasing to see them as means used by concrete leaders in their struggle for power. The political intuition
of ‘common sense’ consists in refusing to confer upon the civil war (and not only the Russian one) the status of an excess provoked by
treacherous conspirators. Instead, it suggests seeing it as an expression of social conflicts that existed—and actually exist—today.

SANCTA SIMPLICITAS OF THE MARKET

The third feature of the Post-Soviet condition is the
sacralization of the market, which is meant to serve
as an ontological guarantor of free will and free
choice. In this case, the social and economic success
of an individual can be regarded as the secular
equivalent of godly grace, or even as a result of a co-
creative process, which engages a human being and
a certain transcendental authority whose ‘energy’
penetrates human attitudes, thoughts and actions.
In 1994, Yegor Gaidar published his book State

and Evolution: Russia’s Search for a Free Market,

in which he reflected on the course of the market
reforms he architected. In this book, which is an ode
to private property as the basis both for economic
development and respect for people, he makes one
curious statement. He explains the failure of his
radical free market reforms by Russian cultural

and historical specificities that are reducible to the
cult of the ‘holy state! He claims that for centuries,
statehood has persisted as a quasi-religion, fostering
the arbitrariness of bureaucracy. The state, in this
case, is seen as a spiritual category that paganizes

all rituals of power and makes them meaningful.
For Gaidar, this cult is destructive for society as a
heterogeneous and organic entity. But what could
prevent Gaidar’s society, whose rituals are officiated
in transactions and whose spiritual category is

the market with its metaphysical and unchanging
laws, from becoming a society of cult? In his

sketch Capitalism as Religion, Walter Benjamin
pays attention precisely to the cult-like elements

of capitalism and claims that the latter is a purely
cultic religion. As a religion, capitalism is defined by
a guilt that applies not only to a human being, both
reckless and desperate, but also to a divine authority
that, in the atheistic world, has lost its transcendence
and has become directly and practically involved

in human destiny. According to the post-Soviet
intuition, it is the market that serves as such an
instance. Its temporary and worldly imperfection is
supposed to explain the economic failures of the era,
while it is seen as being—ontologically—perfect; a
market that promises to heal the common afflictions
of the past, as well to save the individual from his or
her personal failures.

%%

Any cultural researcher pays attention to the inescapability of the Soviet experience at the level of everyday life, which
engages objects, habits, repetitive actions and, of course, communicative situations. Thus, it could be said that it is
impossible to overcome a past that is present in multiple reservoirs of memory—from bodily movements to material
artifacts. At the same time, the authentic language of the past is not attainable: while reflecting on the past one necessarily
smuggles the taste of the present into it. This kind of historical ‘correlationism’ is not an obstacle but is actually an aid to
clarifying historical circumstances, because, as Mark Bloch aptly noted, “without looking at the present, it is impossible
to understand the past.” The historical past is always given to us as something already modernized, regardless of which
form of ‘tradition’ is being invented. This means that not only is the Post-Soviet condition determined by the Soviet,
but Soviet history too—with all its ordeals, ruptures and gaps—is accessible for us only as a post-Soviet one. The post-
Soviet story is often recounted in an apocalyptic vein, with catastrophe as its opening sentence. This catastrophe is,
variously, represented either by the October Revolution, or by the entire period of the existence of the Soviet Union,
by its collapse, or even by ‘the wild ‘90s. Today, against the backdrop of global disasters like the current pandemic, one
observes how local markets collapse, how militaristic rhetoric grows stronger, how social institutions are weakened
and abandoned like socialist ruins. Perhaps, in light of these events, post-Soviet history can be seen differently—not
as a catastrophe, but as a history of the reorganization of social relations, unimaginable without a synchronization of
‘common sense’ with common action.
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B cBoeM coopuuke scce "IIpuspaxu moeit >kusuu" 2014 roga 6pUTAHCKUIT KPUTUK KYIbTY-
pbl Mapk ®@umep nuuier Npo "MOCTENIEHHYI0 OTMeHY OyAgyliero" — yrpary cmocoGHOCTI
NPeACTaBUTh cebe MUP, OTINYAIOLINIICA OT TOT0, B KOTOPOM MBI JKUBeM. B monmtudeckoii n
9KOHOMMYECKOI1 cpepax 3TO OTpaXkaeTcs B IIOBCEMECTHOII Bepe B TO, YTO )KU3HECIOCOOHOIT
a/IbTepHATUBBI KAIMTATU3MY He CyLIeCTBYeT. B on-KyIbType 3T0 03HaYaeT KaIUTY/IAINI0
K HOCTAIbIny ¥ 6eCKOHeYHOe BOCIIPOU3BOJCTBO CTapbIX cTuIeil. B3tk xoTh xut 2018 roga
"2002" 6puranckoit neBuisl Aunsi-Mapuu (Anne-Marie), KpaiiHe pacciaGrneHHbII IpUIIEB
KOTOPOT0 — 3T0 MUKCT 6 meceH nepuopa 1996-2004. Vi peTpo cTIb MOKPOCTKOBBIX KpaM,
HamnpuMep, Sex Education uiu Stranger things, c noMeneHHBIMHU B aHA/TOTOBbIe MUPBI TIO[{b-
mu coBpeMenHocTH. Netflix "cosmaer MecTo, B KOTOPOM IIpoLITIOe He yMupaeT", — OTMedYaeT
aBTop caiita The Atlantic Codu JKunpbep, — ¢ ero HOBbIMU cepuanamMu, "'BbUIEITIEHHBIMU
W3 PeNUKBUIL, 0CBOOOX/JEHHBIX OT O6peMeHY TOBOPUTD O Y€M-TO AeiICTBITETHHO HOBOM '

Omrerfom/Istioniast IIOBCeMeCTHAsI HOCTA/IbIUM MOXKeT OTPaKaTh ITyOOKMIT eCCUMU3M B OTHOLIEHNM Gynylie-
TO. "ECJII/I ThI IBVDKENIbCA B HEBEPHOM HAIIPaB/JI€HNN, M C KaXKIBIM JHEM BCE CTAaHOBUTCA xy)Ke, TOTaa ThI qyB-
CTBYyelllb, YTO IIPEbIAYIINIL JeHb 6b11 }Ique", — TIOACHAET XYJTOXHUK U MCCIENOBATe/Ib COLMAIbHBIX CeTel
Ixomrya Cutapenia, KOTOPBIi paHee MCCefoBal MPOHMYHYIO TonUTUKy ITokonenus Z. B kakoit-To Mepe HO-
CTanbIA HOpMajbHA — Ka)XK/j0e ITOKOJIeHe UCTIBIThIBAET €€ — HO II0X0)Ke HOCTAIbIMYeCKOe OKHO 3HAUNTe/b-
HO Cy3m10Ch. "BMecTo paMku B 25 JIeT IPUXOAUT paMKa B 20 JIeT, TOTOM B 15, I IIOCTeIIeHHO OHY COMDKAIOTCS
— roBoput Curapena. Ceifqac MOAPOCTKY AeMAI0T MHCTAarpaM-MeMbl ¢ HocTanbruelt mo 2015.

Curapera 0CBelaeT KOHLENT "XOHTONMOMM ', Ha3dBaHMe KOTOPOro 06pasoBaHo cavssHueM coB "XoHT' [haunt
—] u "onTonorusa" [punocodckoe yuenne o 6uiTiN], BBefeHHBI (paHIysckuM pumocodom XKaxom Jleppuna
B ero kHure 1993 ropa "Ilpuspaku Mapxkca". OtBeyast Ha komnancupoBanne CoBerckoro Coosa 1 Tak Ha3bIBae-
Mbli1 "KOHel ucropun”, 06bABnIeHHbI nomronoroM Ppsucucom Pykyamori, Jeppuia yTBep>KaaeT, YT0 MapK-
cn3M 6yzeT "ipec/iefOBaTh 3aafHOe OOLIECTBO 1 13 MOTMIBL', He jaBas HAM COITIACUThCS Ha "yboroe yIoBIIeT-
Bopenue" [oT] kamuranusma. B cepenune 2000-x Mapk ®@uiep, CaitMoH PeltHONbAC U ApyTyie KPUTUKM CTAIN
JICTIONIb30BATh 9TOT TEPMMH B OTHOIIEHMN COBPEMEHHBIX MCIIONTHUTENel, TaKuX Kak Burial, William Basinski
1 My3bIKaHTOB Jieiiba Ghost Box. 91u "xonTtonornuusie” [“mpu3pakonornyubie”| UCIONMHUTENN PA3Le/A0T
"9K3MCTEHINAIbHYIO HAalpaB/lIeHHOCTD"; @uiep nuuret B "TIpuspakax’: "oHYM IPONUTAHbI HEIIPEOOIUMOI Me-
HaHXOTH/IeI‘/J[" " OJ1€P>KNMbI pa361/IBKOI/uI IIaMATH, KOTOPbIE BbIPAJKEHDI B IINIIEHNE TZIEHKN VIV IIOTPECKUBaHMEM
BuHWIA. 'TIpu3pakonornyHoe” UCKYCCTBO OTPaXkaeT HOCTA/IbIMIO IO YTPadeHHBIM BapuaHTaM OYAyIIero, Win
YTOHI/IHM, KOTOPBIX MbI TaK M HE€ JOCTUITIN. GhOSt Box 6bIHI/I 3aXBa4Y€HbI KOMyHaTIbHI)IM }lyXOM 6PI/ITaHCKOFO
rocyfiapcTBa Bceoblulero 671arococToAHUA — 00I0)KKM KHUT U3JaTelIbCTBA Penguin 1960-x rogoB B CeTOYKY,
mpudynnusble cayHackeiinst Radiophonic Workshop Bu-6u-cu — 3T0 661710 3a TOLBI 1O TOTO, KaK Ha (oHe 3Toi!
MeuThI TOsIBIIAch TaTuep 1 06bsIBMIA “OTCYTCTBIE a/IbTePHATUBBL PHIHOYHOI S9KOHOMIKE.

Moruat JlJoMa [eMOHCTPHUPYIOT BIIOTIHE HETIOCPEACTBEHHOE BIMsAHIE OPUTAHCKIX XOHTO/IOTOB, M My3bIKa IPYII-
IIbI BBI3BIBAET COOTBETCTBYIOLIVE MYKM TOCKM. “DTO KaK KOIZIa BBl OFMH B TOPTOBOM I[eHTpe, HO BAC IIOYTH
yTelaeT TOT (aKT, 9TO BBl B HeM OHM, HOHNMaeTe?” — roBoput Hat. “BoT Takoe y MeHs 6bIIO OLIyLIeHHe OT
mpocymusanys Momrdar [Joma”. “9To moxo)ke Ha IPU3PAK TOTO, ITO MOITIO 6bI OBITH”, — TOBOPUT OCHOBATENIb
Sacred Bones Kane6 Bpoaiiren (Caleb Braaten) 06 nx sBydanmu, — “kak 6YATO eCTb anbTepHaTUBHbIE 1980-€,

xorga Mormyar [JoMa Harmo/MHsI TOProBble [IEHTPbl AMEPUKIL.

Curapeia BUGUT “IPU3PAKOIOTMIHOCTS B COBETCKMM MOJEPHUCTCKUM 3[aHMNU Ha 06T0XKe anbboma ITa-
I, TAKKe I3BECTHOM Kak oTenb Panorama B Crropakuu. OpHa u3 nony/isipHsix facebook-rpynm, nocesenHas
apxuTekType — Brutalist — fake IpOCKUT IOTEHNINATBHBIX YIACTHUKOB II000EIATh, YTO OHM He OyAyT Imy6/u-
KOBaTh 06I0XKKY 9T0oro anbboma (“MBI Bce 9TO BUAENN, U OHA MyOINKYeTC KaXAbIL AeHb ). XOMIOfHbIE reo-
MeTpHUdecKye 67I0KH C/IOXKeHbI B HAKIOHHYI0 KOHCTPYKIINIO, KaXK[BIi1 CIOI BBICTYIIAET 3a MPeAbIAYIMit. DTOT
CTWJIb APXUTEKTYPBI CBA3aH C aMOULO3HBIMY SKCIIEPUMEHTAMI B C(pepe COLMATbHOIO XIIbsL B IIOCTIEBOEHHYIO
amoxy 6marococtosHms. “OO6Iuit OCHUI [CKPBIBAIOIINIICA 32 0O/IOKKOI] 3aK/II0YAeTCsE B TOM, YTO B HACTOsAIIEe
BpeMs1 Mbl HAXOAMMCS B IUIOXOI Bepcun 6yayiero” — sasaBisier Cutapemta, — “u Momyar JJoMa OKpY>KeHbl
CTpOI/ITeTIbeIMI/I 6HOKaMI/I 3TUX MO)IepHI/ICTCKI/IX yTOHI/I‘{eCKI/IX HPOCKTOB, y KOTOpI)IX 6I)I]Ia XOTA 6I)I He60}IbIIIaH
Hafiexpa 4151 OyAyIero, a He MeJIJIEHHOTO, YIIPAB/ISIEMOTO Claja, B KOTOPOM MbI HAXOJMMCS celfyac’

Bpsip v 6onpiunHcTBO moppoctkoB Ha TikTok 3aborut “xoHtomorus” win npuspak Mapkca, IpOBO3I/IALIEH-
uble [leppunoit. [I71st MHOTUX, BEPOATHO, 9TO CBOAMMO K LIepoxoBaTsiM Baitbam Tumblr. Ho ects uto-TO, 4TO TO-
BOPUT 00 9TO TATe K COBETCKOI ICTETHKE, U O IPUATHBIX BOCIOMIHAHISX 06 9II0XaX, KOTOPbIe MOJIOZbIE TIONY
HUKOTAA He ycibIThiBamu Ha cebe. TikTok — 3T0 y6ep-kanuTamucTiudeckoe MpeApusTiie, OPIUEeHTIPOBAHHOE
Ha ayfUTOPUIO, KOTOPast He IOMHUT XM3HU 6e3 MTHOBEHHOTO CTUMY/IMPOBAHNUS OT CMapT(HOHOB; 9TO KOHEUHAs
TOYKA yTPaThl KOHIIEHTPALUI BHUMAHILS; €T0 ITMIEPCKOPOCTb 3aCTaB/IsIeT IPOIIYIO Hefle/ll0 YyBCTBOBATh KAk
IIPOLUIBII BeK. DTOT 6€3yMHBIII TeMII, a TaK>Ke IOCTOSIHHAS ITOTOHS 38 BHIMAHIEM U XappacMeHT Ha IIatdop-
Me MOTYT OTTaJKMBaTh U yTOM/IATb. I10/Ib30BaTeN MOTYT CIIPABUTHCA C PAs/IMIHBIMIU BIAAMIU HOCTAIBTUN OF-
HOBpPEMEHHO: OHM MOTYT HafeTb BeTpoBKy 80-x 1 motaHueBaTs mox L'Trimm — Cars That Go Boom, BepHyTbCs
K mobyuMoMy nHAu-non Ha Tumblr Havama 2010-x win BcnoMHuTb mpoctoty atMocgepst TikTok mera 2019.
Vnu ouyt moryt cayurate Momdar [loMa 1 MedTaTh O TOM, YTOObI 06€HETh, HO CTAaTh CYACT/IVBEE, BPEMEHHO
HOKMAAst IPOO/DKAIOLINIL YXY/ALIATHCS M.

Ilepeson: Onbra Pycakoa

CAT ZHANG
Belarusian Post-Punks
Molchat Doma and
the spirit of hauntology

In his 2014 essay collection Ghosts

of My Life, the British cultural critic
Mark Fisher writes about the “slow
cancellation of the future,” or the gradual
deterioration in our ability to envision

a world different from the one in which
we already live. Within the political and
economic sphere, this materializes in
the pervasive belief that there are no
viable alternatives to capitalism. Within
the realm of popular culture, it means
capitulating to nostalgia and the endless
regurgitation of old styles. Consider the
2018 hit “2002” by British singer Anne-
Marie, whose atrociously lazy chorus

is six songs from 1996-2004 smashed
together. Or the retro glow of teen
dramas like Sex Education and Stranger
Things, which situate modern characters
in analog worlds. Netflix is “creating a
space where the past never dies,” The
Atlantic’s Sophie Gilbert observed earlier
this year, with new shows “formed out
of pieces of relics, liberated from the
burden of having to say much that’s new
atall”

The mind-boggling pervasiveness of
nostalgia may reflect a deep pessimism
toward the future. “If youre moving in

a bad direction, and every day is worse,
then every previous day feels like it was
better,” explains the artist and social
media researcher Joshua Citarella, who’s
previously investigated the irony politics
of Gen-Z. To some extent, nostalgia is
normal—every generation experiences
it—but the window for nostalgia seems
to have contracted significantly. “Rather
than a 25-year frame it becomes a 20-year
frame, then 15, and it slowly gets closer,”
elaborates Citarella. Now teenagers are
making Instagram memes expressing
nostalgia for 2015.

Citarella highlights the concept of
“hauntology”—a portmanteau of “haunt”
and “ontology;” the philosophical study

of being—coined by French philosopher
Jacques Derrida in his 1993 book Specters
of Marx. Responding to the collapse of
the Soviet Union and the so-called “end of
history;” as heralded by political theorist
Francis Fukuyama, Derrida argued that
Marxism would “haunt Western society
beyond the grave,” refusing to let us settle
for capitalism’s “mediocre satisfactions”
In the mid-2000s, critics like Mark Fisher
and Simon Reynolds began applying the
term to modern artists such as Burial,
William Basinski, or the Ghost Box label
roster. These “hauntological” artists
shared an existential orientation, as Fisher
wrote in Ghosts: They were “suffused

by an overwhelming melancholy” and
fixated on the breakdown of memory as
expressed by tape hisses or vinyl crackles.
“Hauntological” art reflects a nostalgia for
lost futures, or the utopias we never quite
reached. Ghost Box was obsessed with
the communal spirit of the British welfare
state—the gridded style of 1960s Penguin
paperbacks, the quirky soundscapes of
the BBC Radiophonic Workshop—in the
years before Thatcher clawed through that

fragment of the article published at the Pitch

dream and declared “no alternative” to the
market economy.

While Molchat Doma shares few of the
direct influences of UK hauntologists, the
band’s music conjures a similar pang of
longing. “You know when you’re alone

in a shopping mall, but youre almost
comforted by the fact that youre alone

in it?)” Nat asks. “Listening to Molchat
Doma felt like that” Perhaps we could
think of Molchat Doma’s synth-specked
post-punk as a nighttime counterpart to
the vaporwave subgenre “mallwave,” which
sounds like a eulogy to the lost promise of
suburban idyll. “It does feel like the ghost
of what could have been,” says Sacred
Bones founder Caleb Braaten of their
sound, “like there’s an alternative 1980s
where Molchat Doma filled the malls of
America”

For Citarella, “hauntology” is evoked

by the Soviet modernist building on

the cover of Etazhi, also known as

the Hotel Panorama in Slovakia. One
popular Facebook group about Brutalist
architecture actually asks potential
members to promise they won’t post the
album cover (“We've all seen it and it gets
posted every day”). Cold, geometric blocks
are stacked in a slanted formation, each
layer jutting past the one prior. This style
of architecture is associated with ambitious
social housing experiments of the post-
war welfare era. “The implicit messaging
[behind the cover] is that we’re currently
in the bad version of the future,” Citarella
states, “and Molchat Doma is surrounded
by the building blocks of these modernist
utopian projects that had at least a bit of
hope for what the future would be, rather
than the slow, managed decline that we are
in now”

Few of the teenagers on TikTok likely

care about “hauntology;” or the spectre of
Marx as articulated by Derrida. For many,
it probably does boil down to grungy
Tumblr vibes. But there is something
telling about this gravitation toward Soviet
aesthetics, and the fond reminiscing

of eras young people have never really
experienced. TikTok is an uber-capitalist
enterprise geared toward audiences who
don’t remember life without the instant
stimulation of smartphones. It’s the
endpoint of our vanishing attention spans;
its hyper-speed makes last week feel like
last century. This frantic pace, as well as
the constant clout-chasing and harassment
on the platform, can be alienating and
exhausting. Users can cope by indulging
in multiple types of nostalgia at once: They
can don "80s windbreakers and dance to
L'Trimm’s “The Cars That Go Boom,” re-
evaluate their favorite early 2010s Tumblr
indie pop, or reminisce about the simpler
atmosphere of summer 2019 TikTok.

Or they can listen to
Molchat Doma and dream
of being broke but happier,
temporarily escaping a world
that’s only getting worse.

https://pitchfork.com/thepitch/how-belarusian-post-punks-molchat-doma-became-a-tiktok-meme/?fbclid=Iw
AR3r4vVEkhX0FseZOmW 1bLy2YSd_TJk2f5iqogvg CHWZ7T5umd181Z0CToM



MAKCUM EBCTPONOB 8
[NMPU3PAKN BYAYLWIEE HAPO[]

[1] VInTepec K mpuspakaM M NPU3PavYHOCTH, B IOCIEJHEEe BpeMs:d
BO3POCHINI B 1€BOM cpefie, Ha NEPBbINl B3IIAM, yIUBIAET. Benb npuspakm
«OOBIYHO» CTOAT HA CTPa)ke PA3HOTO TONKA KOHCEPBATMBHBIX IOBOPOTOB
- NUX WNCHOIb3YIOT, 4YTOObI HAaBA3aThb BO3BpAIAIOIIEecA IPOIIOE,
KOTOpO€ BCE€ HUKAK He MOXKeT Npoitn. MeXpmy TeM, JieBble IPOEKTbI
Oyayimero B COBpeMEHHOCTH OKa3a/lIliCh OTTECHEHbI B IPOIIIOE — BMeCTe
¢ MOOBIMU npoeKTaMu Gyayuiero Boo6me (6yagb OHM yTONMYECKUMM VTN
MMCTONWYECKNMHN) — CTaB 0€CKOHEYHO BO3BPAIIAIOMIMMIICA NPU3paKaMu
- KaKOBBIMN, BIIpOYeM, OHM OBIIM ¥ paHbIIe, y>Xe Ha 3ape CBOEro
BO3HNMKHOBeHNA («mpuspak 6poaut no Esporre...»).

Camomy 3TOMy BO3BpallleHMIO IPU3PAYHOCTY B /IEBBINl KOHTEKCT TaK)Ke He MEePBbIil JIECATOK JIET,
n XKax Heppupa B «IIpuspakax Mapkca» yXe aKIleHTMPOBaJA BCKO €r0 CTPaHHOCTb. IIpu Bcém
CBOEM MaTrepuanusme MapKc, JKemas MOKOHYUTD C IIPU3PAKaMU U YTBEPXK/asd 3Ty BOT KOHKPETHO-
MCTOPUYECKYIO JKM3HD, OTKPBIBAET ABEpY 6eCUMCIIEHHOMY COHMY npuBuaeHuit. KoHeuHo, Ty BoT
KOHKPETHO-JMICTOPUYECKYIO JX/3Hb HENb3s IIOHMMATD «BYJIbTapHO-MaTEPUANTNCTUYECKI» — TIOTOMY
4TO 3TO >KM3Hb COlMasbHaA (a TaM, IJje COOMPAIOTCs JBOE WM TPOE, TaM U IPU3PAK IIOCPelN HUX).
ITpuspaxonorusA — Bo MHOroM 6y1arogaps Mapky ®uiiepy — mpeBpaTuIach B 9JIeMEHT COBPEMEHHOI
IION-KY/IbTYPbI, ¥ BMECT€ C TEM CTajla PAaCCMATPUBATbCA KAK OflHA U3 €€ CYLIeCTBEHHBIX 4YepT,
6onee TOro — Kak BBIpaKeHHUe Ayxa BpeMeHM. Ho uTo 910 3a BpemA? BpeMmsa «KOHIa MCTOpMMN»,
«IIOCTUCTOPUYECKas» 3II0Xa, IHepexuBluas cobcTBeHHOe Oynmymiee. OTHAKO C KOHLIOM HMYEro
IIPOCTO TaK He 3aKaHYMBAeTCsA (B KaKOM-TO CMBIC/IE, 3aKaHUMBAETCA TONbKO CaM KOHel), 1
HacToslee-6e3-0ynyIero Npogo/KaeT AMUTbCA, ¥ TAK MOKET HPOJIO/DKAThCS O4eHb OO (B 9TOM,
BO3MOYKHO, CEKPET JMONTOXUTUS IMyTUHU3MA U IPYTUMX COBPEMEHHBIX aBTOPUTAPHBIX PEXXUMOB —
OHM TIPOJO/DKAIOTCA YoKe KaK ObI IT0C/Ie KOHIIA, TO3TOMY MM CaMMM Y He BUIHO KOHIIA).

Ho, co6cTBeHHO, HACKOJIbKO HACTOAIMM ABIACTCA TO HACTosAllee-6e3-6yAylero, Koropoe Bcé
IUTCA? JTO ellé He XKU3Hb, IIOTOMY YTO >KM3HIU KaK TaKOBOI ellé He 6bI/I0, TOIBKO CMyTHas
HocTanbryA. Ho 3To yxe 1 He cOBCceM >KM3HB, 3TO ObITHE postmortem, COCTOsSHUe HeXUTH, undead.
Mpl He TONbKO XMUBEM BO BPEMEHMU U IPOCTPAHCTBE, HACENIEHHOM IpPMU3PaKaMM, HO Mbl U CaMIu
Hace/IAeM ero Kak Ipuspakiu: Hac, paKTHIeCKy, HeT, MBI — HEPEXUTKU caMuX cebs. DTO COCTOAHNe
OTYYX/IEHUA OT «OBITUA»: 3TO HE 5, X BCE, YTO IPOMCXOANT, IPOMCXOJUT He CO MHOIL, €C/i BOOOIIe
npoycxonut. Ho aTo 1 06HaxeHMe «ObITIA», Beb OHO KaK pa3 ¥ eCTb TO, YTO OCTA&TCA, UM, BEpHee,
BO3BPALAETCA, KOT[ja HUYErO ¥ HUKOTO Y)Ke HeT.

Jleppupna msobpeTaeT I 3TOTO HEeM3OBIBHOTO BO3BpAlleHMA NPUBMUCHUII MM «XOHTONMOTHA».
CosByune C «OHTONIOTMEN» 3/IECh HE CIy4YaliHO: BElb OHTONIOIUSA — 3TO OJEPKUMOCTD IPU3PAKAMU
(npuspakoM «bbITHA», Hampumep). Ho m Hao6OpOT: B XOHTONOTMY, HPM3BAHHON CMECTUTDb
OHTOJIOTMIO, TA COXPAHAETCA KaK BO3Bpallaoluiicsa npuspak. Haie XonTonornyeckoe BpeMs HeT-
HeT Jla U OKa3bIBAeTCA CBA3AHHBIM C HEOIpPee/IEHHBIM OKUAHUEM PelleHNsA HaCUET «OBITHA», C
HEKOTOPOII «JIETKOJ1» OHTOTIOTMYECKOil HOCTaIbIMeil (4TO IPOsABILAET cebs, HAPUMeD, B IIOACITYTHOM
OXXIJJAHNUY AaLIOKATUIITUYECKOTO COOBITIA, KOTOPBIM, PaKTUUECKH, MBI IO CHX IIOP SKUBEM).

VI ecnu OBl CeTORHA MBI IBITAMNCh CO3[JaTh TaKyl OHTOJNOTMIO, KOTOpas OMMCBHIBAaja OBl Hally
TEKYIYI0 CUTYalMIO, TO 9TO ObI/Ta OB XOHTOJIOIMA, HO TO/IBKO B3ATasA KaK Obl CO 3HAKOM IITIOC, He
penyLypyeMas K MPOHMIU. XOHTOJIOIMA KaK OHTOJIOTHA HPENCTAaBIACT CO6OIT TOT y3elI, YT ceifyac
LA HAaC CBA3BIBAET «BCE» (IIO Ty CTOPOHY LIeIOCTHOCTU U eAMHCTBA): Hamle 3deMepHOe «KUBOE
HPUCYTCTBYE» ¥ Hallle «<HeKMBOE» (Hac KaK He-)XMBBIX U He-)XMBOE B HAC), Hallle ObITHe B KadecTBe
«IIOMUTUYECKMX TPYIOB» ¥ CMYTHYIO HafIeXX[y BBIATH U3 ObITHA. B KOHIle KOHIIOB, 3TOT y3el
BIIyTHIBAET U HAIly CTPAaHHOCTD, laXkKe Yy[JOBUIHOCTb, Hallle OTYasHHOE I MTOJaBJIEeHHOE Hey4YacTue
B UCTOPUM, KOTOPOIL HET.

[2] ITpuspaku cramm MHTEpecOBaTh HAC 3a0nro Ao maHgemuu. Torma

Ka3aJ10Ch, YTO3TOBPeM s 6€CKOHeYHOT 0 KOHIIA — M BOT OH 3aKOHYIICcA. YTo-TO,
OIIpee/IEHHO, CTYINI0CH — HO 3P PEKT ITOro COOBITHA OCTAETCA HEBHATHBIM.
Ecmn paHbllI€, HECMOTPs HAa BCE YCUINA, HUYETr0 HE IIPONCXOAUTIO, TO TEIIEPD
YTO-TO IPONUCXOONUT, OMHAKO PN 3TOM HE IPENNO/TIAracT HUKAKOTrO HeﬁCTBMH.
MbI BOB/I€Y€E€HBI B COﬁbIT]/Ie, HE MpERyCMATPNBAOIIECE HANIETO YIACTUA KaK
NCTOPUYECKNX VI IMMOTUTUIECCKUX CY6’beKTOB, HO MBI YYaCTBY€M B HEM KakK
MPeCTOBYTast «TOasi )KU3Hb» — KaK OMOMOINTIUYECKOE TET0, KOTOPOEe MOXKET
OKa3aTbCA 3apa3HbIM I IIOMEIEHHBIM HAa KapaHTIH. MbI ObUIN IPU3paKaMIU,
MOCKOJIbKY HUYEr0o HE IMMPONCXOAWNIO0, TENEPD K€ YTO-TO IIPOUCXOAUT — HO
MPOUCXOJUT U IPH ITOM YTO-TO C HAIEll MPU3PAYHOCTHIO?

CaMm 1o cebe Bupyc, He OyAy4u HU BIIOJIHE XXMBBIM, HU COBCEM MEPTBBIM, SB/ISET COOOI Kak
Obl OyKBa/IM3aLMI0 COCTOsIHMA Hexnty, undead, KOTOpoe HpPUMEHNUTENBPHO K cebe caMuM MBI
BOCIIpMHMMAaeM Bc€ ewé cmikoM MeTadopuuecky. HeBUAMMBIIL, HepasIMYMMBbIl ¢ «OOBIYHON
IIPOCTYAOII», BUPYC paspylLIaeT Hallle AbIXaHIe, IIOZOOHO COHHOMY Hapaandy CaBluBaeT HALIy
rpyab. M Tak manee — CHEKyIALNUM HA TeEMy IPU3PAYHOCTM BUPYCA JIEKAT HA MOBEPXHOCTH, ITie
emé 0Aro GYAyT COXPaHITh CBOI BUPYCHYIO XKM3HeCIOcOOHOCTb. ORHAKO, IIOMUMO IOZOOHBIX
CIIEKY/IALINIL, IPUXOJ, «<KOPOHBI» OKa3a/ICA CONPAXXEHHBIM 1 C BO3BPAIlEHNEM PAfla JPYTUX, B TOM
4JICTIe He CAMBIX OYE€BU/THBIX IIPUBUEHNIA.

XoHTosmorust 6bl1a CUMIITOMOM OTCYTCTBUSA OYAYLIEro — MosiBUIOCH /iu Oyayiiee ceityac? O4eBNUAHO,
KaKoOe-TO IIPOJO/DKEHNE CIIefyeT — HO He Oy/eT /i OHO IPORO/DKeHeM BCE Toit e KpuBoit? U 6yaer
M OHO MMETb KaKyIo-TO CBsI3b C BOOOpaXkeHMeM, ¢ paHTasMaMu OYAYIIEro y>ke IPUPYIEHHOTO U
00XKUTOrO — OYAb OHO YTONMYECKMM MU AUCTOINYecKM? BMecTo Oyayliero B NpoIUIOM, BMECTO
OTCYTCTBUsI OYAYILEro KaK BO3MOXKHOCTH IIOSIBIIOCH Gyayliee anodaTndeckoe: 6yfieT HEU3BECTHO
9TO, IIPU 9TOM HafieAThCs 0000 He Ha YTO, HACTYMaeT 6e3a/IbTePHATUBHOCTD STUKO-TUTMEHNIeCKI -
TIONIMIIEVICKOTO KOHCEHCYCa, KOTOPBIII IHbIE PACLEHMBAIOT KaK HOBOE «EVIHCTBOY.

BapraruBHbIMU 371EMEHTaMM «IIONMLENCKOTO KOHCEHCYCa» MOTYT OKas3aTbCA BCEBO3MOXKHBIE
«MATKIE» TEXHOIOTMM KOHTPOJIA U MHCTUTYLVIOHA/IbHOI 320 0TI, 3aIIPE ThI Ty O/IYHBIX MEPOIIPUATHI
U IPOIAHMS C YMEPLUIMMMU U T.JI., — HO OCHOBHBIM TYT, ITOXKA/TYJi, ABJAETCA IPECIOBYTOE COLIMATbHOE
IMCTAHLMPOBaHMeE, IPEAIIO/arallee UCKIIOYEHNe IPUKOCHOBEeHNS, KOHTaKTa. CaMa ycTolunBas
dbopMynupoBKa «colaabHasA AVCTAHIMA» PA30M ¥ BBISbIBACT MHOTO BOIIPOCOB, M BHIFAET CIMIIKOM
MHOTO€: [0YeMy BAPYI TMIMeHMYecKas AMCTAHLNA, O3BOMAIAs M30eXaTh 3apakeHMsA, CTaja
MMeEHHO colanbHoi? Kak eciy 661 peyb 37ech I/Ia MMEHHO O TOJI IYICTAHIINY, YTO BXOJUT B COCTaB
CaMoJl COLMAZIBHOCTU — O TOM PAacCTOAHMM, YTO HO3BOMACT APYIMM ObITb ApyruMu. IloMemenue

«COLVA/IBHOM AUCTAHIMM» B MEAUIHBI (OKYC MPOM3BONUT OLIyIIeHNEe COMULAPHOCTI Y TeX, KTO
paspendaeT ato pasfenenue. OTHAKO HEACHBIN SHTY3Ma3M IO MOBOMY CIVIOUEHNA U3OMMPOBAaHHBIX
Te/ UAET pyKa 06 pyKy ¢ ppycTparyeit o IIOBOAY «yIpasfHeHus OnskHero». B camoMm fente, MoxkeT
JIN COYYacTHe B pUTYanax 6€30I1aCHOCTI HAKOHEL[-TO CIVIOTUTD HaC — Kak... HapOxI?

Brpouem, c110BO «Hapon» B OPUIMATIBHOM AUCKYpPCe Tellepb IOo4YTH OTCyTCTBYeT. HecMoTps Ha TO,
YTO IMAHJEMIS 9TO UTO-TO BCeX Kacalieecsi (OYKBaIbHO — «BCEHAPORHOE»), Ceifuac, KaK KaKeTcs,
MBI MaKCHMA/IbHO Ja/eKV OT BOSMOXXHOCTH TAaKOJ «BEIji», KaK Hapof (K TOMy e, 9TO BOBCe He
Belllb — VIV, €CIIY BOCIIO/Ib30BATbCS OJJHOI PACcXOXKell (X)OHTOMTOrMYeCKOl pOPMYIMPOBKOIL: «YTO-
TO, He SIBJ/IAAOLIeeCs: 4eM-TO»). Hapop cTaHOBMUTCA «IIpm3pakoM» — MpuU3pavHOe COOOIeCTBO MIn
CO0011eCTBO IIPV3PAKOB, KOTOPBIMY MbI CTA/I (M/IM BCETTIA YoKe OBUIN), OTIYXKAEHHBIE OT CAMUX CeOs1.
OpHako BMecTe ¢ «OyRymmM» «HapOf» OKA3ajICsA M TeM HeO4YeBUAHBIM (paHTOMOM, BO3BpalleHIEe
KOTOPOT0 OBIIO MHBOLIMPOBAHO «KOPOHOI». HeBO3MOXKHBIIT «<HAPO» HALIETO OXXUAAHMS (KOTOpoe
OH 3aHMMAeT NMOfJ0OHO aNOKa/IMITUIECKOMY COOBITUIO) TMIIEH KaKIX-TO BHATHBIX 4epT. [Ipuspak
«HapOfa», HOKOOHO «OyAyILIEeMY», CTaJl IIPefeNbHO anoaTIIeCcKIM — HO U OH 60JIblile He pa3MeléH
B IIPOLJIOM KaK METTAHXONMYIECKY yTPadeHHasd BOSMOXKHOCTb.

[3] Ha 4yTo MBI MOXXeM HaJeATbCA — €CTh M Yy NIPU3PAYHOCTU KaKaA-ToO
0CBO0OOK/Iar0Iasa 4acTh?

Briepsbie mpovecTd neK1yo Ha TeMy «Kak IpaKTMKOBaTh IPU3PAYHOCTh?» MHE JOBENIOCh 1eToM 2019
Ha BbIcTaBKe IOpb1 Ko3/moBa — Xymo)HIMKa, KMBYIIETO 1 PabOTAIOLIEro B IICHXOHEBPOIOIMYECKOM
nHTepHaTe. Ope CBOIICTBEHHO MacTepcKoe obpaieHre ¢ coOCTBeHHOI 6uorpagueii, KOTOpoOMy
MorM Obl II03aBUIOBATH MHOIVE BeAYIIMe «HOPMaJbHYIO» J>KM3Hb, Befb OHO IpEANonaraer
CIIOCOOHOCTD IIPOXKMBATh CPa3y HECKOJIbKO XI3Hell B Pa3HBIX BpeMEHaX U IIPOCTPAaHCTBAX, KOTOPbIe
HAYVHAIOT, TAKUM 00pa3oM, mepecekars Apyr apyra («f popuics 8 CMorneHcke, Ha BacumbeBckom,
Ha 4-o11 1uHUY, ToM 19, kBapTupa 12, TpeTuit atax, Mexay mdramu. Marb ¢ oTioM yurwim. Mama
- ure¢-moBap, KopMmIa nofelt — pabounx, Kpectbsin»). OauH U3 IIaBHBIX CloXXeToB FOpbI — 91O
IPUBUJIEHNS, OH PUCYET UX IIOCTOSHHO, MHOTTIA OHM HEOT/IMYIMMBI OT JTIOfIElf, MTHOT/IA Ha JIFOJIEli COBCEM
He TIOXOXXN. MeHs MOTPAC/IO TOTfa 3TO YMEeHMe CYLeCTBOBATh Pa3oM B HECKOMbKMX MICTOPUYECKUX
KOHTEKCTaX, U s IOfyMasl, 4YTO €C/I Mbl HE HAyYMMCS XUTb CPasy He eIUHOX/bI, MbI IIPOCTO HE
BbDKMBeM. Tellephb ke 6e3 3TON paclieNIéHHOCTH BOoOIe HuKyAa. [Ipu3pakyt MOTYT IIPOXOUTD
CKBO3b CTEeHBI, ()aHTOMA He MOJMAIOT MEHTbI, B)KHEIIIMM MOMEHTOM AB/IAETCA TAKXKe TeHepHas
HEOIIPefIeNIEHHOCTb, TEKY4eCTb MM >Ke KBUPHOCTb INpuBujeHuit. Mopuc braHmo HasbiBaeT
3a4apOBAHHOCTDBIO CTPACTb K 00pa3y-IpU3paKy, OMMChIBas €€ KaK IPUKOCHOBEHME Ha PACCTOAHUA
(koTOpOE CTaHOBMTCH TaKXKe IIPUKOCHOBEHMEM pacCTOAHMA). UTOOBI BBDKUTD B YCIOBUAX
HETaTUBHOI COMUAAPHOCTH, armo(aTNIecKOMy «HAPORY» OCTAETCS YIUTHCS NMPUKOCHOBEHNSM Ha

paccrosm. BBIDKIBYT TONBKO He->KUBbI€ — OCTAaHYTCA NMPU3PAKIL.

Maxcum Eécmponos - xydomcHnux, mysvikawm, umocod. Yuacmuux zpynnvt {podunaj,
3aHumaswelics  IKCNepUMeHmMAanvHoIM  nonumuveckum  uckyccmeom  (2013-2018),
ocHosamenv napmuu mépmevix. Kanouoam dunocodcxkux nayx, ooyenm, cneyuanucm no
dpanuysckoii (nocm)dpenomenonozuu, aemop xkuuzu «Onvimvi NPUOTIUNCEHUS K «UHOMY»:
Bamaii, /lesunac, Branuwo». C 2005 no 2018 npenodasan unocoduio é psioe ynusepcumemos
Tomcxka.

Texct npommnoctpupoBan paboramu IOpus Kosnosa



Maxim Evstropov

[SPECTERS THE FUTURE THE PEOPLE]

[1] At first glance, the recent growth in interest in specters and the
spectral on the left is surprising: specters usually stand guard over various
different conservative turns. They are used as enforcers of a recurring past
that just can’t seem to pass by. Meanwhile, contemporary left visions of the
future (along with any other visions of the future at all, be they utopian or
dystopian) end up driven back into the past, becoming eternally recurring
specters—which, of course, they were already, ever since their dawn
(“A specter is haunting Europe...”).

This return of the spectral on the left is now in its third decade, and Jacques Derrida
highlighted its deep strangeness as far back as Specters of Marx. For all his materialism, Marx,
in his efforts to kill specters off and insist on precisely this concrete, historical life, opens the
door to a countless host of ghosts. Of course, precisely this concrete, historical life shouldn’t be
interpreted in a “vulgar materialist” way: it is a life in and of society (and where two or three
gather, the specter is among them).

Thanks in large part to Mark Fisher, hauntology has been incorporated into today’s pop
culture, while at the same time, it has attained the theoretical status of one of culture’s key
traits, even that of an expression of the spirit of the times. What times, though? The time of
“the end of history;” a “post-history” age that has already experienced its own future. However,
things don't end that easily at the end (one could even say only the end itself ends). The
present-without-a-future keeps on keeping on, and it may do so for a long while. (This may be
the secret to the long life of Putinism and the other authoritarian regimes of today—they keep
going even after what seems like the end, and so there is no end to them in sight.)

But how real actually is this present-without-a-future that keeps on going? It’s not quite a life,
because no life as such has happened yet, just vague nostalgia. And yet it is a not-quite life, a
postmortem existence, a state of undeadness. We not only live in a time and place inhabited

by specters, we ourselves inhabit it as specters. For all intents and purposes, we don't exist; we
are vestiges of ourselves. This condition is one of alienation from “Being”: this isn’t me, and
whatever’s happening isn’t happening to me, if it’s happening at all. But it is also Being exposed,
for Being is exactly what remains, or rather, recurs, when nothing and no one is left.

Derrida coins the name “hauntology” for this persistent spectral recurrence. Its resemblance
to “ontology” is no accident: ontology is the state of being haunted by specters (the specter

of “Being,” for example). The contrary is also true: the hauntology summoned to replace
ontology actually preserves it as a recurrent specter. Every once in a while, our hauntological
time turns out to be linked to the limbo of waiting for a decision on Being, to a sort of low-
grade ontological nostalgia (which manifests itself, for example, in a covert waiting for the
apocalyptic event that we are all actually still living). If we were now to try to establish an
ontology capable of describing our current situation, it would be a hauntology, but one with a
kind of plus sign in front of it, one not reducible to irony.
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For us today, hauntology as ontology is the link that connects “everything” (everything on the
other side of wholeness and unity): our ephemeral “living presence” and our “nonlife” (us as
non-living and the non-living in us), our existence as “political corpses,” and our vague hopes
of escaping Being altogether. Ultimately, this link ties in our strangeness, even monstrosity, as
well, our desperate and deflated not-taking-part in a history that isn’t.

[2] Specters came to our interest long before the pandemic. Back then,
it seemed that ours was a time of the never-ending end—and then it ended.
Something definitely happened—but its effects remains hard to make out.
If, earlier, nothing happened despite all our efforts, now, something is
happening, and yet it doesn’t require any action. We are caught up in an
event that doesn’t make room for our involvement as historical or political
subjects; we participate in it as notorious “bare life”—as biopolitical bodies
that may end up infectious and placed in quarantine. We were specters
because nothing was happening. Now something is happening—but given
that, is anything happening to our spectrality?

On its own, the virus, being neither fully alive nor fully dead, embodies almost literally the
state of undeath that we still regard too metaphorically when applied to ourselves. Invisible,
indistinguishable from a common cold, the virus wreaks havoc on our breathing and, like sleep
paralysis, constricts our chest, and so on. Speculations on the virus’s spectrality lie around on
surfaces where they will stay virally active for a while yet. However, even aside from these
speculations, the corona’s coming turned out to be fraught with the return of a number of
other, not always so obvious, ghosts.

Hauntology was a symptom of a lack of a future: has a future now appeared? It is clear that
some sequel awaits us, but won't it just be another segment of the same curve? And will it
have any connection to the imagination, to the phantasms of a future already tamed and lived
in, whether utopian or dystopian? Instead of a future in the past, instead of the future as a
possibility being absent, we are now faced with an apophatic future: we-don’t-know-what will
happen, there’s nothing much to hope for, and a lack of alternatives to the ethical/sanitary/
police-state consensus (in which some see a newfound “unity”) bears down on us.

Optional elements of the “police-state consensus” may include all sorts of “soft” mechanisms of
control and institutionalized concern, bans on public events and funeral services, etc., but the
key element here is likely the notorious social distancing, which requires avoiding touch and
contact. The fixed phrase “social distancing” itself both raises many questions, and reveals too
much: since when did the distance sanitarily necessary to avoid infection become social? As if
this were precisely about the distance that makes up the social itself, the distance that allows
other people to be other. Putting “social distancing” in the media spotlight creates a sense of
solidarity among those united by their observing this divide. However, vague enthusiasm for
uniting isolated bodies goes hand in hand with frustration at the abolition of “the neighbor”
Could collective participation in rituals of safety actually unite us as... a “people”?

By the way, “the people” barely figure in official discourse now. Despite the fact that a pandemic
is something that affects everyone (its Latin roots meaning literally “all” and “the people”),

it seems that the possibility of such a “thing” as the people is currently very far off. (Besides,
they’re not a thing at all—or, to use one in-demand hau/ontological phrase, they’re “something
that isn’t anything”) The people become a “specter”—a spectral community or a community of
the specters that we've become (or that we already were), alienated from ourselves. But, along
with “the future,” “the people” are revealed to be one of the non-obvious phantoms whose
return was invoked by the virus. The impossible “people” of our expectations (which they
occupy like an apocalyptic event) lack any legible features. The specter of “the people,” like that
of “the future,” has become apophatic in the extreme—but it is also no longer placed in the past

as a melancholy lost possibility.

[3 ] What can we hope for? Is there anything liberatory about spectrality?
I first had occasion to give a lecture titled “How To Practice Spectrality” in summer 2019
during a show of work by Yuri Kozlov, an artist based in a group home for people with
developmental disabilities and mental illnesses. Yuri’s work is characterized by its consummate
treatment of his own life story—one that gives many livers of “normal” lives cause for envy,
since it involves the ability to live several lives in different places and times at once that thus go
on to intersect. (“I was born in Smolensk, on Vasilevskiy Island, at 19 4™ Line, in apartment no.
12, on the third floor, between the elevators. My mom and dad homeschooled me. My mom
was a chef, she fed people: workers, peasants”) One of Yuri’s main motifs is ghosts. He draws
them constantly. Sometimes they are indistinguishable from people, sometimes they look
nothing like people at all. I was shocked at that time by his ability to exist in several historic
contexts at once, and I thought that if we don’t learn to live more than once at once, there’s

no way we'll survive. We won't get anywhere without that kind of fracturing today. Spectres
can walk through walls, phantoms go uncaught by cops. Another essential point is ghosts’
gender ambiguity, fluidity, or queerness. Maurice Blanchot calls this desire for the image/
specter “fascination,” describing it as contact at a distance (which also becomes contact with
the distance). To survive in conditions of negative solidarity, the apophetic “people” are forced
master contact at a distance.

Only the undead will survive; only specters will remain.

Maxim Evstropov - artist, musician, philosopher. Member of the group, Rodina (Homeland),
engaged in experimental political art (2013-2018), founder of the Party of the Dead.
Candidate of Philosophy, Associate Professor, Specialist in French (Post) Phenomenology,
author of the book “Experiences of Approaching the “Other ”: Bataille, Levinas, Blanchot.”

The text is illustrated by drawings of Yuri Kozlov
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CKBO3b OKOHHOE CTEKIIO

Kaxxpgoe yTpo s moagxo>Xy K OKHY CBO€ll KBapTHPbl B MHOTO3Ta>KHOM
HOBOCTPOJIKe M BUXKY JOMA CIIaJIbHOTO KBapTana 3acTpoiikm 70-x-80-x
rofos. [Joma 06pa3yroT cTporue y30pbl, B KOTOPBIX, Ka)KeTCH, 3aCThI/Ia
BCAKasA )KI3Hb.

ApXHMTEKTOPBI XMIOJ 3aCTPOVKI O3JHETO COBETCKOTO Ieproaa
BBIPMCOBBIBA/IN CBOY JIETHIIA TeOMeTPUYECKNMH Y30PaMMU, YTOOBI YeTOBeK
Oyayiero BOCXMIINAICA MU CBePXY, ¢ He6a. Benb mokopenne Heba,
KOCMOCa, BOOOIIe — )KU3HI 3BYyYa/o eI TMOTIBOM TOro nepuopa. Ceiruac
’Ke 3TH JoMa 0003peBalOT )KUTETN HOBBIX MHOTO9Ta)KeK, BIIVICAHHBIX B
cTapble Cla/ibHbIe PajiOHbI TOYEYHOM 3aCTPOIIKOI - OFHOIO U3 NPU3HAKOB
Halllero BpeMeHI.

ST cmoTpro 13 OKHa 1 BCoMmHa MbIcib Mapka ®Oumepa n3 “Kannranncrideckoro
peam3Ma’ O TOM, YTO COCTOsAHIE COBPEMEHHOTO MIpa - a [/IsA HAaC 3TO MUP IIOCTCOBETCKIMIT

- OTMeYAeTCsI POCTOM IICUXMYECKMX 3abomeBanuit. Takum 06pa3soM MHAMBIZ IIBITAETCS
CIIPaBUTBCA C OKPYIKAIOIIEl ero AeiiCTBUTeIbHOCTI0. ONIH U3 PacIIpoCTpaHEHHBIX
JMaTHO30B IIOCTIE[THETO BPEMEHM - CMH/IPOM HaBA3YMBBIX COCTOSHMIA. PUTMIYHbIE,
MOBTOPAIOIMECA TAHEbKY KaK HeIb34A Ty4lle ITIOCTPUPYIOT HaBA3YMBOE IOBTOPEHME.
IIpocTpaHCTBEHHYIO TOBTOPAEMOCTD JOIOMHAET HOBTOPAEMOCTh BpeMEHHaA -
HeOOXOAMMOCTb KOXK/J0€ YTPO IIOAXOAUTD K OKHY, YTOOBI yBUAETh — 4T0? Hudero HoBoro?
IIpu sTOM Ceitdac, BO BpeMs CaMOM3O/ALINMMN, IIOBTOPAOIINIICA 30 THA B IeHb BUJ, U3 OKHA
CTaJl HaBA3YMBON peasbHOCTDHIO 71 MHOTUX. POH, Ha KOTOPOM MOYKHO Y>Ke II0-HacTOALEMY

BO BpeMeHM — C OFHOJ CTOPOHBI, OTPUIIAHNE CTAPOTO, CYLIECTBYIOIIETO, HO C JPYTOM
CTOPOHBI, OFHOBPEMEHHO, 3TO TaKXKe ¥ BO3MOXHOCTD YTBEPK/IEHS HA 9TOM MeCTe 4ero-To
HOBOTrO. Vi, roBopst cnioBamu Bajipio, 910 COOBITHE, KOTOPOE IPECTABISIET COOOI PaspbiB
C MOBCETHEBHOCTDI0. HO pasphIB 3TOT Beerga MpoMCXOANUT Ha OCHOBE YoKe MIMeIoIIericA
YYBCTBEHHO IaHHOJ peaTbHOCTH, KOTOPYIO JO/DKHA OTIOTHUTD HEKas AeTalb «M3BHe»,
an6aBqubn71 1 OJHOBPEMEHHO BHE-HaXO[ VMBIl 57IEMEHT.

Ha6monenne 13 okHa - armodeo3 maccuBHOCTY. Mup 3a OKOHHOJN PaMoif Ka)KeTCs
[IpefCTaBIeHNEM, Pa3bIIPIBAEMBIM /IS AMHCTBEHHOTO 3puTessi-Habmopgatorero. CobsiTue,
BPBIBAIOIIEECsT B TIOBCEHEBHOCTb, BBI3BIBAET TPEBOTY, HO 1 MAHNT 32 coboit. OfHako
pellieHne oCcTaeTcsA 3a HAbMONAIM — M3MEHUTD CBOIO TTO3UIINIO C TACCUBHOM Ha aKTUBHYIO
VIV JK€ OCTATbhbCA 3PUTENIEM U, TAKVM o6pa30M, OCTAaBUTDH C06I)ITI/Ie JINIIb B IIOTCHIINN,
HEpeanM30BaHHbIM. Ho ecnmn mbr TOBOPUM O IIOJINTNYIECKOM CO6bITI/II/I, O)IHOI?I BOIN cy6"be1<Ta
IUIA OCYILeCTBIeHN COObITHA HenocTaTo4HO. [TonuTnyeckoe cobbiTie Beerna Tpedyer
KO/UTeKTUBHOCTH. Torma Bompoc — Kak cpopMmpoBaTh 9Ty KOMIEKTUBHOCTD B YCTOBISIX
ATOMM3VPOBAHHOIT )KU3HY OONTaTeNell HOBOCTPOEK — IOBMCAET B BO3AYXe.

Hapsasunsas IIOBTOPAEMOCTD — croco6 YCTaHOBUTD KOHTPOJ/Ib. HapszunBas IIOBTOPAEMOCTD
- C110co6 yTBEpAUTH HACTOsALIee KaK BedHO ralieecs. Y [lenesa coObITue KakK pa3 yCKO/Ib3aeT
3 HACTOSIIIETO, HACTOSIIETO HeT, OHO PAaCIIoN3aeTcs Ha IpoIIoe 1 6ymyIee.

CoBeTcKue apXUTEKTOPBI IIOBTOPSIEMOCTBIO CBOMX Y30POB TOXKe YTBEPK/Ia/MN KOHTPO/b
4e/I0BeKa HaJl CBOEN SKM3HbIO 1 Oyaymym. COBETCKUIT Ye/TOBEK IIOKOPSUI IIPUPOARY U KOCMOC,
[IOBOPAYMBA/I PeKM BCILSITh U YBEPEHHO CMOTpeTI B Oyayiiee.

Ceityac xe, B y>Ke IOCTCOBETCKOM BpPeMeHM, 5 KaXK0e yTPO MOAX0XKY K

COWTHU C yMa.

Sl cMOTpIO M3 OKHA U [yMalo O TOM, YTO Pa3opBaTh 3TY HABA3UUBYIO IOBTOPSIEMOCTb MOXKET
TOJIBKO MCTUHHOE COOBITHE, KOTOPOE, 110 Xalierrepy, BBIXOANUT 3a PAMKU IIPOCTPAHCTBA I
BpeMeHN (1 OKOHHBIE paMbI?), ycKo/mb3aeT oT Hux. OHO 3bI6KO, HeCXBaThIBaeMO. Bo3MOXXHO,
IIpocayMBaeTCs yepes Len, B KOTOPBIX, KaK B CBOe BpeMs mucan Muxawnn JIusmm,
IIPOMCXOMUT YTBEPKEHNE BCETO HOBOTO M YAMBUTENbHOTO. DTV IYCTOTHI, 3TV IPOBAJIBI

Every morning in my high-rise, new
construction apartment building,
I walk over to the window and see
the 70s- and 80s-era buildings of my
suburb. They form strict patterns
where, it seems, no life stirs.

The architects of late Soviet residential
developments drew their brainchildren in
geometric patterns, so that the people of
tomorrow could admire them from above,
from the sky. After all, conquering the
sky, outer space, and even life in general,
was that period’s rallying cry. Now it is the
residents of the new high-rises inscribed into
the old commuter neighborhoods as infill
development, a characteristic sign of our
times, who survey their buildings.

I look out the window and remember
Mark Fischer’s idea in Capitalist Realism
that today’s world—and for us, that means
the post-Soviet world—is characterized
by increasingly widespread mental illness.
Individuals attempt to cope with the world
around them through these illnesses; one
common diagnosis of late is obsessive-

compulsive disorder. Rhythmic, repeating
prefab buildings are the perfect illustration
of this obsessive repetition. To repetition in
space is added repetition in time: needing
to go over to the window every morning to
see—what exactly? Nothing new? What’s
more, in lockdown, the views from the
window that recur day after day are now
many people’s obsession-inducing reality.
They now actually do set the scene for us to
go crazy.

I'look out the window and think about how
this obsessive repetition can only be broken
by a true event that, according to Heidegger,
transcends space and time (and the narrow
perspective of the window), that eludes them.
Something unstable, impossible to capture. It
may seep through the cracks (shcheli), where,
as Mikhail Lifshitz once wrote, all that is new
and surprising comes into being.

These emptinesses, these lapses in time are,
on the one hand, a negation of the old, of
what is, and yet also an opportunity to assert
something new in their place. Or, in Badiou’s
terms, this event represents “a rupture with
normality” But this rupture always takes

Natalya

OKHY CcBOell KBapTHUpbI. S K11y, KOIfa ’Ke 3TM KBapTabl, IOCTPOECHHbIE
Ha I3J/IeTe COBETCKOTO IepMofia U NMOMaBIINe B 3aIlyCTeHNe BpeMeHN
MOCTCOBETCKOI0, YBUAAT CBOE COObITHE.

Hamanvs Pvibanko xoopounupyem JJK Po3vi u npenodaem pycckuil A3vik Muzpanmam,
XOMST 8 00HOM QUNTIOME HANUCAHO - PunocoP, 8 Opyzom - nepesoduux. Kax xydomnuya

npoxpacmunupyem s Hu uvezo00enamo

place within a preexisting, sensually given
reality, augmented by some new, detail
“from the outside™: a surplus element that is
simultaneously outsided.

Watching from the window is the pinnacle of
passiveness. The world beyond the window
frame looks like a performance played out

for a lone spectator/observer. The event

that breaks into normality disturbs, but also
beckons to them. But it’s up to the observer to
change their position from passive to active—
or to remain a spectator and thus leave the
event only a potential, unrealized. But if we
are talking about a political event, the mere
will of the subject is not enough to make the
event a reality. Political events always require
a collective. And the question of how to create
this collective, given the atomized lifestyle of
the new building’s inhabitants, is still up in
the air.

Obsessive repetition is a way to establish
control. Obsessive repetition is a way to
establish the present as perpetual. For
Deleuze, the event is something that “eludes
the present” (there is no present) and “divides
itself in past and future”

Rybalko

With their repeating patterns, Soviet
architects also asserted human control over
life and the future. Soviet people conquered
nature and outer space, reversed rivers’
courses, and looked confidently towards the
future.

Today, in times now post-Soviet,

I walk over to the window of my
apartment every morning. I wait for
these city blocks, built during the
Soviet Union’s decline and fallen
into post-Soviet disrepair, to finally
see an event of their own.

One of her degrees may read “Philosophy,” and
the other, “Translation,” but Natalya Rybalko
(b. 1982) is an organizer at Rosa’s House of
Culture, in addition to teaching Russian to
immigrants. As an artist, she procrastinates at
the Research Institute for Doing Nothing

THROUGH THE WINDOWPANE



PABOTAMU BONbIUE!
OTAbIXAWN BONbLE!
~ CNOT CNOMAHHOW
TEMIMNOPAJIBHOCTW *

Joporue unTamomye 3TO NpUIIAIleHNe B C/IOT CIOMAHHOI TeMIIOPaTbHOCTH,

BbI 3HaeTe, YTO CO BpeMeHeM UTO-TO IMpoucxoguT. OHO MICKPUTCA, HarpeBaeTcs,
Te4yeT ¥ IIpepbIBAeTCA. ByIM/IbHMKM TUKAIOT IO CBOMM KaJIeHIApsAM MUpHagaMu
PMHITOHOB, IlepepacIpefienssa MOTOK) IPUBBIYHOIO BpeMEHH, Pas3/ie/IeHHOTO
MeXIy HaM1. ByIuapHUKY 1 [pyTie MAalIHKY BpeMeHU IPOU3BOIAT CBOIO
XPOHOIO/INTYIKY — TOT CIIOCO0 IIPOXKMBaHM BPEMEeHH, OMYaHNA 1 6e3BpeMeHbsA
BO BpeM: ITaH/[eMIY, 3BOHOYKOB, JIe[l/IaJHOB VI YCKOPEHHbIX BUICHNII Oy yIIero.
Yro OyzeT ecny BpeMsi BEPHETCS Ha MeCTO? A TJie ero MeCTO B ITOCTCOLManu3Me?
He T011 cKynHOI HaBsi3aHHOII reorpaduyl pyuH u 6€JHOCTH, HO ITT06AIbHOTO
COCTOSTHVSA, OIIPeNeIIANIero GOpMBI KI3HIL.

Cprosen bak-Mopc 3ameTnma, 4To IpUCTaBKa IIOCT B IIOCT-COBETCKOM MapKI-
pyeT OHTOJIOTMIO BpeMEH!, B OT/IN4MEe OT OHTOTIOTUY KOJITIEKTUBHOCTH, KOTOPAs
€CTb B COBETCKOM. DTa OHTOJIOTVSI BpeMEHU, 3aKpeI/IeHHasA B IIPUCTABKe IIOCT-
nofipa3yMeBaeT OTCYTCTBME ITpaBa HA COBPEMEHHOCTD, 3aK/Ia/JbIBaeT YeTKIe
OTHOULIEHNA JOMUHUPOBAHNUA U TOTYNHEHN .

Ho uro ecnut aTa HeCTabMIBHOCTD, IBVYKEHNE OOPATHO U OTCYTCTBME YTOIM-
YyecKoro ropusonra u ectb CTPa@aHHHHOE BpeMs nocTtcounarimima,
ero KBMp TeMnopanbHOCTb?

Benep 3a pemMmHMCTCKMMM MCCTeTOBaTeIbHULIAMY /1/ MOXKHO CMOTpETh Ha IOCT-
coLManu3M U3 1eKOJIOHNA/IbHOI IIePCIIeKTUBBI KaK Ha KBYUP TEMIIOPA/TbHOCTD. B
KOTOPOI1 MOTYT OBITh OOHAPY>KEeHbI HEOJHOPOSHbIE OTHOIIEHS C ICTOPUYECKUM
IPOLUIBIM /2/ v OYLyIIVM ¥ HEOXKVJAHHBIE CBA3Y, MHOXKECTBEHHBIE ITO/INTIYe-
CK¥ie JKeJIaHVIsI U HeOTIPefie/IeHHOCTI, KOTOPbIe COIPOTHUBILIOTCS HOPMAaTUBHBIM
— JIVHEAPHBIM U Te/IEOJIOTMYECKM — KOHI[EIITaM BpeMeH!. JTa TeMIOPaTbHOCTD
MOYKET COIPOTUBIIATBCA “straight Bpemenn’, BOupas pasnudable GOpMBbI XKM3HU
¥l He-CUHXPOHV3MPOBaHHbIe CYO'beKTUBHOCTHU. EC/iu IOHMMATh KBMp BpeMsI IIu-
POKO — TO 3TO Pa3pbIB IPUBBIYHBIX PUTMOB, BpeMsI IIPOTUB BOCIIPOM3BOACTBA,
(He)paspeneHHas YTONNS, BOIUIOLeHMsI OyAyIero 3a0bIThIX HAyYHBIX (haHTa-
CTHK, 9TO — HOYb.

STUM ITMCbMOM MBI ITPUTTTAITAEM BAC ITPEJJIOKUTD AKTUB-
HOCTb, BKJIIOUAIOIYIO CBOV/OUIVIBKY/PA3PBIB/C)KATVE BPEMEHMU
I[TOCTCOLMAIM3MA:

BpemeHHOII C/IOT OKeH BK/II0YaTh B ce6s1 cOOI BpeMeH ) IIOCTCOLMan3Ma —
BpeMeHHbIe 60MObI, 3BoHKM U3 npountoro, SUMMER MIX 2027 necun, - koToO-
pble ObI BOIIPOLIA/IN XOf BpeMeH!, OTCYMTHIBA/IN OBl BpeMs Hasaf|, aTaKoBajIi

oynyuee.

1 CEKYHOA -1 10[ - 2032 - HO4Yb

CroT clloMaHHOTO BpeMeHM ObUT paciipesiernieH 1o Hepernte PaboTait bonbiue!
Ortppixait bonbiue! 22-28 nronsa 2020, mty, BO3MOXHO, 33 €€ paMKaMMI

IIpumevanus:

1/(Re)thinking Postsocialism: Interview with Neda Atanasoski and Kalindi Vora.
Interviewed by Lesia Pagulich & Tatsiana Shchurko. https://feminist.krytyka.com/
en/articles/rethinking-postsocialism-interview-neda-atanasoski-and-kalindi-vora
2/ KoTopoe He 00:3aTeIbHO BKIIOYAET OIIBIT TOCYAAPCTBEHHOTO COLVIAIM3MA.
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WORK HARD!

PLAY HARD!
~ SLOT OF OF BROKEN
TEMPORALITY *

Dear readers of the invitation to the slot of broken temporality,

You know, that something happens to time. It sparkles, overheats,
leaks and disconnects. Alarm clocks are ticking according to their own
calendars through a myriad of ringtones, redistributing the streams of
conventional time, shared between us. Alarm clocks and other devices
produce their chronopolitics — the way of living time through, of
running wild and getting lost in time during the pandemic, of warning
signs, deadlines and accelerated visions of the future. What happens

if time gets back to its place? And where is its place in postsocialism?
Not that scanty imposed geography of ruins and poverty, but as a
global condition that defines living forms.

Susan Buck-Morss admits that the prefix post in post-Soviet marks
the ontology of time in contrast to the ontology of collectivity implied
in the Soviet. This ontology of time, anchored in the prefix post-
implicates the lack of right to be contemporary, embeds the clear
relations of domination and submission.

But what if this uncertainty, this moving backwards and the lack of
utopic horizon is the very queerrrr time of postsocialism?

Following feminist scholars /1/ one can see post-socialism from
decolonial perspective as a queer temporality. Where different types of
relations with historical past /2/ and future, unexpected connections,
multiple political desires and uncertainties, that resists normative

— linear and teleological - concepts of time could be found. This
temporality can confront “straight time”, by amassing various forms of
life and non-synchronised subjectivities. To think the notion of queer
time broadly, is to think it as a rupture of regular rhythms, as the time
against reproduction, (non)shared utopia, manifestations of forgotten
sci-fies, as the night.

BY THIS LETTER, WE INVITE YOU TO PROPOSE
ACTIVITY, THAT IMPLIES FAILURE / ERROR / RUPTURE /
CONDENSATION OF POSTSOCIALIST TIME:

The timeslot should include time failures — time bombs, calls from
the past, songs from SUMMER MIX 2027 - something that would
question the stream of time, counting time backwards, attacking the
future.

1 SECOND -1 YEAR - 2032 - NIGHT

These slots of broken temporality were spread throughout the week
of Work Hard! Play Hard! 2020 (June 22-28)

Footnotes:

1/ (Re)thinking Postsocialism: Interview with Neda Atanasoski and
Kalindi Vora. Interviewed by Lesia Pagulich & Tatsiana Shchurko.
https://feminist.krytyka.com/en/articles/rethinking-postsocialism-
interview-neda-atanasoski-and-kalindi-vora

2/ That does not necessarily include the experience of state socialism.

HTTP://WORKHARDPLAY.PW/



s xomena Hanucamv 4mo-mo

o Ppunvme Illanmanv Axepman
“D’Est", no menepv amo cxkopee
npeonoz, umo6vi Hanucamo o uem-
1Mo coéepuleHHo Opy20M, XOMA U
ceasannom. To ecmv — nucamv «c
Bocmoxa».

©OunbM, cHATHI B 1993 rony, no cux nop
nonb3yeTcs 6onbpumM ycrexom. Ha camom
Tere, sL HYU pa3 yMaJa, 94To 5 efHCTBeHHa,
KOMY OH He HPaBUTCSL: XOTSI ObI IOTOMY, YTO OH
HEeyMBIIIIEHHO HeTloc/efoBaTernieH. B mepsom
OIIMCAaHNUY ClieHapysi AKepMaH rOBOPUT, YTO,
OTIIPAB/IAACD B "BE/IUKOE My TEIIeCTBIE 10
Bocrounoit EBporne", oHa maHupoBana CHITb
¢msM 06 Aune AxmaroBoit. ITosxe, B He-
CKOJIBKMX MHTEPBBIO OHA TOBOPIIIA O KeTaHWUM
3a(pUKCHPOBATD IIPOVCXOMSIIIVE MSMEHEHNIS,
boKycupysich Ha 0OBIIEHHOI XM3HYU OBIBIINX
coLyanucToB ¥ KoMMyHucros. Ho B ee rjurarax
MIPUBOAMMBIX B CTaTbSAX JPYTUX Mofelt (Bcerna
XBajIeOHBIX) HIYETO He TOBOPUTCS O KUSHIL
BMmecTo 3TOTO, BCe Te >Ke 0011ye MecTa 13 pyc-
ckoit ucropun: I'YJIATL, Cranun, YajikoBckuii,
Cranmunrpag... KoneuHo, 3Ta ncTopus oTpasu-
7ach ¥ Ha "0OBIEHHO XXM3HN , HO He IlepeBe-
IeHHbIE OCKOPOJIeHMsI, KOTOpPbIE Moy 6pocanu
B CTOPOHY ee HaBsI3YMBOIT KaMepbl, KOMMEHTa-
UM O HeKeJTaHNH MTONACTh B Kafip, BOIIPOCHI,

C KOTOPBIMI JIFORM 06pAIaIich K Hell — TaK
K€ Ba)KHBI JI/1 IOHMMAHUsA C/IOXKHOCTY 06111eit
uctopuu BocToka.

B ¢unbme mokasaHs! yeTbipe ce3oHa B lep-
manuy, [lompure n Poccun, Kak 6yaro mcro-
pudeckue usMeHenus B Bocrounoit EBpore
MIPOMCXOJVIIN TaK JKe eCTeCTBEHHO, KaK CMeHa
noropbl. HesicHast dpaHTasus o 6ynymem Boc-
To4YHOI EBponbl — o mmporpecce, cAeaBIINM
HEHY>XHO 30-7IeTHIOI0 MICTOPUIO IIPOTPECCH-
BU3Ma — (GopMuUpoBanach Ha ¢poHe 00X
I/IAHOB 3K30TWYECKIX, 0 ee MHEHMWIO, CIIeH:
MMIIPOBU3MPOBAHHBIX YIMYHBIX PBIHKOB Y
MeTpO, KPeCTbSAH, NAYIINX IO He 3aCeTHHBIM
TI0/IAAM, TIPOEe3KAIOIIUX IO PasbUTHIM TOPO-
ram 3V1JIoB, 3acHeXeHHBIX yInLbl MOCKBBI,
MOTYa/IMBBIX CeMell ¥ TOJII JTIOfiell OXKMIAIOLINX
00111eCTBEHHBII TPAHCIOPT, KOTOPbIJI HUKOIAA
He TIpyue3KaeT.

B 1990-¢ rozpl 6bu1a OCYIIECTB/IEHA ITOIIBbITKA
HaIMCcaTh UCTOPUIO MOCTCOLMATUCTUIECKIX
CTPpaH 3aHOBO — B 3TOT a3, KaK IIOBTOpe-

HIE Y>Ke cocTosBUIeNicA uctopun 3anaja. B
IryMaHUTAPHBIX HAyKaX M ICKYCCTBE 3TOTO
nepuoyia CyIeCTBOBAsIa TEH/IEHLIUA OfIHOO-
Opa3HOro NpeCTaBIeHNs IOCTCOLMANNCTIYE-
cxoi1 EBpoIIbI KaK OJHOPOJHONM MUCTUYECKOI
tepputopun. B 1994 ropy, yepes rog nocine
3aBeplieHus paborsl Hap pubmom “D’Est”,
6bU1a u3gana kHura 'Vizobperas Bocrounyio
EBpormy” amepukanckoro y4aeHoro Jlappu Byib-
¢a. Ee r1aBHBIII apryMeHT B TOM, 4TO, Ha4MHasA
IIpUMepHO ¢ 14 Beka, GyHkumsa Boctounoi
EBpomnbl 3ak/m04anach B CO3/JaHMM uen 3ama-
Zia, 0f00HO TOMY, KaKk Ko/oHu3auus cdop-
MUpPOBaJa IpefiCTaBeHNe O LMBUIN30BaHHOM

EBpomne. Onncanns BOCTOYHOEBPOIIEIIIEB B

Iy TEeBBIX 3aMMCKaX U TNYHBIX MICbMaX Iy Tellle-
CTBEHHIKOB KaK [IYIKapeil, OTCTAJIbIX, TeHNBBIX
KPeCTbsH, JO/DKHBI OBUIN IeMOHCTPUPOBATh
OTHOCKTE/IbHOE TIPENMYIIECTBO IPOCBELeH-
HBIX eBporeliles. V3gaHne Takoli KHUTU B
TIEPYOJ, XOIO[JHOJ BOVIHBI B YCIOBMAX B3aMM-
HOTO aHTAaroHu3Ma 6bU10 6bI HEBO3MOXXHOM, HO
B 90-e 06061maroiye aprymeHTsI 0 BocTouHOI
EBporte 3By4any yoenuTenbHo.

Ira xHura o Boctounoit Esporne He crama
(yHJaMEHTaIbHBIM UCCIeOBAaHVEM: OHa YacTO
LUTUPYETCs B AHIVIOA3BIYHBIX MICTOYHMKAX, HO
03a/ja4uMBaeT BOCTOYHOEBPOIEICKIX MICTOPH-
koB. Taknue npoussenenns, kak "Vsobperas
Bocrounyto EBpony” n “D'Est", siB/siI0TCS BBI-
paKeHyeM OTHOCUTEIBHOTO 3aIIaJHOTO IIPeBOC-
XOJICTBa, BBICOKOMEPY, KOTOPBIE TI03BO/IAIOT
KY/IBTVBUPOBATH U0 aOCOMIOTHOTO 3HAHNS
He3aBJCMMOTO OT ero oObekra. JTa IornKa
H03BO/IN/IA BKMIOUNTb "V306perenne Bocrou-
Hott EBpomnsl” B 3amajHblit KaHOH 6e3 ofo6pe-
HIIS He3aIlafHbIX YYEHBIX, a TAK)Ke I03BO/INIA
AKepMaH 3aHATb HEKPUTUYECKYIO TTO3VULIUIO 1
3aMKCHPOBATh CTATMYHBIN 06pas BocTouHoI
EBporIbI cornacHo co6cTBEHHOMY BOOOpaxe-
HIIO, BMECTO TOTO, YTOOBI 0TOOPAsUTh reTepo-
TeHHBIII ITPOLIecC Pa3BUTHA MICTOPUY B TOCTCO-
LMaMCTUIECKNX CTPaHaX.

To, 4T0 06BIYHO MOHMMAETCS KaK BocTounas
EBporra, He 6bUI0 OIIpefe/IeHO O CEPeNHbI
1980-x romoB. 3HaueHue 11060ro 06061IaK0-
1IIeT0 TOHATHA OINIpefeAeTcss KOHTEKCTOM U3
KOTOPOT'O OHO ITPOVICXOJUT; OGHOPOJHOCTD
crpaH BocTtouyHnoit EBponbl BecbMa cOMHU-
Te/bHa, eC/IM TO/IbKO He CMOTpPEeThb M3BHE He
0CO3HaBast HPOU3BOIBHOCTY COOCTBEHHOrO "s1".
B nocneguee mecsaTuimeTie X0MOLHONM BOIHBI
Bocrounoit EBpomnoit Ha3bIBanuch TeppUTOPUN,
rzie HeonubepanbHble peOpMbl IPHOTIVDKAIIN
Kpax COIMAMMCTUYECKUX peKUMOB. BocTouHas
EBporma AkepMaH 1MeeT TO e 06MaH4nBOe
UMeONOTMYeCK HelITpalbHOe 3HaUeHNe, B yXe
KOTOPOTO 9KOHOMMUCThI Bcemuproro banka
OIMCHIBAIN COLMATMCTIYECKNEe CTPAHBI KaK
Teppa MHKOTHUTA, YTOOBI OIPaBAaTh Paspy-
HINTENbHYI0 SKOHOMIYECKYIO ONTUMU3ALNIO.
Imo6anmcTsl 0Ka3bIBaIOTCs O/IVDKE K IIPU3HA-
HUIO COOCTBEHHOI HPEAB3ATOCTI, HOCKONBKY
HEeCOCTOATEIbHOCTD IJTAHOBOJ 9KOHOMYIKY
ABJIAETCA KPaeyrolbHbIM KaMHEM MX MUPO-
BO33pPE€HMs, 2 KOJUIAIC COLMAaNNCTUIECKOI
CHCTeMBI OBUI X KOHEYHOII Lje/bl0. AKepMaH,
KaK IIpefiCTaBUTENb YUCTOrO U KPACUBOTO, YHU-
BepCa/IbHO Ba’KHOTO MUPA MCKYCCTBA, MOITIa He
3ayMBIBATbCS O MIPOMCXOXAeHNN "BocTouHO
EBpormbr".

Ee ¢umipM ObIT CHAT A7Is1 IIEPBOTO IIPOEKTA O
BOCTOYHO-eBpoIeiickoi ugeHtnynoctn Walker
Art Center B MunHeanonuce. Tpuauars et
cycta Knap bumon Hasoser 3amasiHble Kypa-
TOpcKue MpoeKThl 1990-X rofioB B MocTcoLua-
NUCTUYECKNUX cTpaHax "apT-cadapu’. Konrekcr,
B KOTOpOM 6b17T cfienaH ¢puibM AKepMaH He
6b171 6b1 BaxkeH, ecu Obl M106as UIEHTUYHOCTD
Obl/1a 4eM-TO peaIbHBIM, & He MHO>KECTBOM,
OpraHM30BaHHBIM B OIIPEIe/IeHHOM MICTOPH-
4eCKOM KOHTEKCTe, MM eC/ ObI UCTOpUde-
CKMII KOHTEKCT He ObUI OIpefie/ieH Tpafuiuert

IIPeCTAaB/IATh COOCTBEHHBIE (paHTa3MN KaK

a6 COMIOTHYIO MCTUHY.

Kak u MmHOrMe B Hauaste 1990-x rofos, Axep-
MaH IIOHMMaJIa pacraj BocrouHoro 6moka

KaK [peficKasyeMoe My HeoOX0oaumMoe pas-
BUTHE UCTOPUN. 3aIIafi, IPU 3TOM, OCTAJICA He
3aTPOHYT ITUM TEKTOHWYECKVUM CABUTOM I

He MMeJI COOCTBEHHBIX — KPOMe YHIBepCaib-
HBIX TYyMaHUCTUYECKIX — VHTEPECOB B €T0
cepuiernu. 5 roBopio 06 sTom dubMe Kak

o TunmyuHoit Gpopme obpaeHns k Bocrou-
Hoit EBporie, moTomy uTo 60/1ee MaciiTabHble
BBIBOJBI YK€ CAeTIaHBbl: B TO Bpemsi Kak “D'Est”
ewle He OBUI 3aKOHYeEH, [leppuja ommcan aTo
HecATHIeTHE KaK BOIHY IIPOTUB MapKCU3Ma 1
MapKcucToB. @uibM AKEpMaH — TeXHUYECKU
Yl KOHTEKCTYa/IbHO — BCETO JIVIIb OTBETHAS
peakiys Ha IOUTUYeCKoe KMHO 50-x 1 70-X
rofoB. 3Tu GpuIbMbl, KAKUMIL ObI 3HAMEHUTHIMUI
OHM HY OBUIH, HUKOTZA 6B He OTYYMU/IN TAKOTO
Bceobiero ofobpenns. IlogobHoe ofHO3HAY-
HOe IpU3HaHMe II000r0 JOKYMEHTaTbHOTO
¢uIpMa eBpPOIIEIICKOTO PeXIccepa 0 Maoy3Me
U CTaJIMHU3Me — BMECTO IIPOBOKALIUI CIIOPOB
" OOCY>KIEHMIT — CYNTATIOCH ObI aOCOMIOTHBIM
[IPOBAJIOM.

Bosmoskno, “D'Est" monb3yercst BceoOwmm
IpV3HAHMEM VIMEHHO KaK IIpeliefieHT Ipef-
CTaB/IeHA BOCTOYHOEBPOIIeIIIeB KaK KOMMY-
HYCTOB 6e3 npeonorny 1 uctopun — 6es Toro,
4TO OT/IMYAET FepoeB B Kafipe OT MacCOBKIL. B
Haybo/Iee YaCTO UTUPYEMBIX CLIeHaxX (uIb-
Ma, Kafipbl 113 KOTOPBIX IIOABMINCH B aHOHCAX
HECKOJIbKMX Bujeo-nporpamm B 2019 rogy, pas-
JIMYUTD YTO KOHKPETHO FOBOPAT JIIORY B TONIIE
HOYTY HEBO3MOXKHO, TaK KaK IO/IOCA CIMBAOTCS
C YIMYHBIM IIYMOM. JIByX4acoBoit GpuibM,
cofiepXuT Bcero okono 40 ckneek. Korpa s
cmotpio “D'Est", st ayBcTBYyI0 cebsi pebeHKOM

32 IPVMCTABHBIM CTO/IVIKOM, KOTOPBIIT HE MOXET
BCTaBUTh C/IOBAa B MOHOTOHHYIO B3POCIYIO
6eceny.

Ceifyac MbI BUAMM, YTO TuOeparIbHbIM MeaIaM
¥ TOPKECTBY IIPaB YeNOBeKa He ObIIO CYXKEHO
craTh HammM 6ymymym. IenHoCTH 1 ybexpe-
HII5I, KOTOPBIE Mbl PETPOCIIEKTUBHO OMUCHIBAEM
KaK yIafloK Ky/JIbTyPbl ¥ yCTaHOBJIEHNE I€reMO-
HUU Heonubepannusma, pacpoCcTPaHsINCh KaK
VHBa3MBHas1 O0JIE3HD CPeny II0feNt, OCIab/IeH-
HBIX XKECTKMMU YBOTIbHEHUSIMY B IIPUBATU3U-
POBAHHBIX OTPAC/ISIX B CTPAHAX, 00€3/10/IeHHbIX
BHELIHVMM FOCYHApCTBEHHBIMY JONraMu. Bume-
CTO KaKOJ-TO CTabM/IbHOCTY JIIOISIM TIpefjIara-
JI0Ch BHIOMPATD M3 MHOXKECTBA UAEHTUIHOCTE
IJIs1 BpeMEeHHOTO KoMdopTa.

AxepMaH, BEepOSITHO, IIPEfCTAB/IsAIA Ce0s1 Ha
CTOPOHeE KepTB yTHeTeHM:. 3adueM elle eit
UCIIONIb30BaTDb BU3Ya/IbHbIe MeTadOpbl KOH-
LIeHTPaLIMOHHBIX JIarepeit - oT4asHue JIIofel,
0060CTpeHHOE CKYKOIL, B O>KIAHNI COOBITHS,
KOTOpOe HMKOI7]a He HACTYINUT? DCTeTu3a-
LISl PyMHUVMPOBAaHHOTO KOMMYHM3Ma OblIa
BO3MO>KHa 6/1arofiapsi yBepeHHOCTH B TOM, UTO
IIEPEXOHBIN IIEPUOJ], — 3TO KaKOe-TO Bpe-
MeHHO€ MCIIbITaHNe, OUNIlieHNe OT Hacefus
KOMMYHI3Ma, KOTOPOE IOJDKHO 3aKOHYMThHCA
BKI0YeHueM BoctouHoit EBporisl B 1106a1b-
Hylo cucreMy. Terepb Mbl 6€CIIOKOMMCH, YTO

TATbAHA BOIrAvYEBA

€C/I11 MbI HE YCTaHOBVIM BpEMEHHbIE PAMKU /151
3TOTO IPOLIECCa, U eC/IU MBI He 00'beIMHIMCS
B 60pbbe ¢ HacuIneM, KOTOpOe HaulHAeTCs
K4K 9KCTPeHHBIE MepbI B 06PasIjoBO 1eMOKpa-
TUYIECKUX CTpaHaX Y CTAHOBUTCA HOpMOﬁ, OHO
6yfeT IpOfO/DKATHCS IPOM3BOIBHO C HAapacTa-
IOIIM TEMIIOM.

VIHTYUTVMBHO OHa II0Ka3ajIa IIpeHebpexxeHme

K JaCTHOII KU3HMU, MCIIO/Ib30BAHIE OTHOCH-
TeJIbHOI CVIIBL 751 YCTAHOBJIEHMs TOCIIOfICTBA,
KOTOpBIE y)Ke IIOBepraich KPUTHKE U CTAIN
KaMHeM [PeTKHOBEHIIs JIsl 3aIIa/JHBIX IEBBIX
" 6peMeHeM MCTOPMYECKOTO COLMAM3Ma.
3amapHble nHTEIEKTYasIbl 20-TO BEKa, KOTO-
PpbI€ KPUTUKOBAJIV IIPABbI€ IIPABUTEIBCTBA 1
KaJIOBA/IVCh Ha JIeBble, IPOJJO/DKAIII TOBOPUTD
O JXepTBaX YTHETEHNA B TPEThEM JTINIIE.

BeposaTHo, AkepMaH, cTaja Ty4IIUM COIO3HM-
KOM, ITOTOMY YTO IIPORO/DKIIA ITY TPAJULIVIO,
a He HapyIlIMIa ee. AKepMaH 1300pasuia o-
CTCOBETCKMX XXMUTeJIel KaK KOIfa-TO 3alagHble
sTHOrpadsl 306paxkanu KOpeHHOe HacelleHue
MECT, B KOTOPBIX OKa3bIBa/IVCh: IIPOHNMKAS B

X JIMYHOE IPOCTPAHCTBO, 3aMUChIBAs Peyb,
BMECTO TOTO, YTOOBI IIOTOBOPUTH C HIMU, Ha3bl-
Basi KaKle-TO KOHKPETHbIe CUTYALNH, KOTOpPbIe
OHa yBUJE/MU — TPARULIMAMMI, 3aCTPSBLINMIA BO
BpEMEHU, U TaK janee. [/laBHOe — OHM HaXOMU-
7 1 GUKCHPOBA/IN YTO-TO, YTO MOXKHO ObITIO
oIycaTh Kak pobieMy, peleHe KOTOpoit yKe
6BLIO TOTOBO.

[TosToMy npeficTaBleHMe O MOCTCOBETCKUX
JIOFAX KaK OTYIEBUINX OT CKYKM M CTpaJjaHMs,
MOTYa/IMBBIX U ITACCUBHBIX — CO3/jaeT BO3-
MOYXHOCTb I IIOHVMAaHY 3TOJ CUTYal[uy Kak
VICK/TIOYEHNS MMEHHO [OCPeCcTBOM obpalile-
HUA 3aIIaJJHOTO B3I/IAAA B CTOPOHY BocTouHOI
Eppomnel. Onpenenns Bocrounyo Espomny kak
nepudepuio 3amaja, Mbl BUAVM CBSI3b MEX/Y
IIOCTCOBETCKUMM JIOIbMIU U PYTYMU KOJIO-
HUSMPOBAHHBIMI U IIPOYNM 00Pa3OM UCKITIO-
4eHHBIMU MI0bMIU. OOIINM, YTO TO3BOTISET
06pasoBarbcst apPeKTUBHBIM CBA3AM MEXAY
HUMI, ABJISETCS MMEHHO B3I/IAJ C '3amapa’, Iof,
KoTopbIM 1 Bocroynas Espomna, n bavxamii
BocTok, cIMBaIoTCsA B OfHO.

VI3BecTHO, YTO MO3T KOMIIEHCUPYeT IpeKpallle-
HIe IOCTYIIeHN NH(OPMaLUY OT OFHOTO Op-
raHa BOCIIPUATUA, aKTUBUPYA Apyrue. Y joge,
[TOTEPSIBIIVX 3peHNe WM CIyX, 060CcTpsieTcs
YyBCTBUTEIBHOCTD JPYTUX OPTaHOB BOCIIPUA-
TVSI, @ KOTAA B BUJEO IPOIAfaeT M300pakeHN
WLV 3BYK — Hallle BOOOpakeHne HadMHaeT
paboTaTh MMEHHO B HAIIPAB/IEHUI BOOOpa-
>KE€HUA 4ero-TO, 4YTO MOITIO ObI OBbITH TaM: KaK
OBl ieflaeT BUAVMMBIM 3Ty MeX/IYHApOHYIO
CONMUMIAPHOCTD, KOTOPast He IMeeT OTHOLIEHN
K 3amagy.

Marepnasn IpOUIIIOCTPUPOBAH KapaMu 13
¢wabma lMlantans Axkepman “D’Est»

Tans Boeauesa usyuana nocmxoioHuab-
HY10 Meopuio U 3aHUMaemcst Uccnedo8anuem
2endepHoii noaumuxu (u) uckyccmaa nepuooa
Xonoowoti Botitut



I wanted to write about your film D’Est, but at this point, the film is just a pretext to
write about something completely different, although related. That is to say, to write
“from the East.”

The 1993 film still enjoys great success. In fact, I have an eerie feeling I am the only
one who does not like it.

For one, I find it unintentionally inconsistent. In the original concept statement

b

for your script, you say that, going on a “great journey across Eastern Europe,” you
plan to make a film about Anna Akhmatova. In several interviews, you say that it
was conceived as an attempt to bear witness to the transformations taking place in
the countries of the former socialist bloc by focusing on the everyday life of former
socialists and communists.

And yet, your commentaries that I find in other people’s essays—always praising your film—
nothing is saidsay nothing about the real life. Instead, it is allthey contain more of the same,
common placesstock Russian history tropes from the inventory of Russian hHistory: the

Gu-lag, Stalin, Tchaikovsky, Stalingrad... I"m not saying that this that history hasn"t affected
everyonepeople, but that the untranslated slurs invectives that people spat in the direction of

your intrusive camera, their reluctance to be filmed, and their unanswered questions to you left
unanswered — are just asequally relevant for the understanding of the complex common history of
the people you described as “the East” and its their transformations.

Your film, is better best understood as an a element moment of in the process of dis-coveringry of
Eastern Europe which that was taking place post-Cold War. In the 1990s, the history of Eastern
Europe was being written from scratch. This time, as the younger sibling of the West, it was
destined to follow in its footsteps. In Wwestern academia and global art nar-ratives, thise period is
characterisedcharacterized by a galore plethora of homeostatic images of Eastern Europe. In 1994,
a year after the completion of D’Est, a book entitledLarry Wolft’s book "Inventing Eastern Europe”
was publishedreleased. Its main argument is that, since around the 14th century, the function of
the East was has been to define the West as the colonized defines the colonizer. Eastern Europeans
were have traditionally been described as brutes, backward people, lazy peasants, and savages,
demonstrating by contrast the ad-vantages superiority of the men of Enlightenment. The Cold War,
in Wwestern narratives, was an exception al period in that it was a period of mutual antagonism,
rather than one-sided disdain.

This book aboutInventing Eastern Europe did not becomenever became a seminal study: it is
frequently cited in anglophone academia, but its argument baffles Eastern European histori-

ans. Notwithstanding such an ambiguous reception, it' is still considered a success. Your film is
entangled in Western triumphalism and arrogance, the in the idea of knowledge that is not affected
by anything outside its own field sphere of influence. It . This logic allowed to in-cludefor the
inclusion of "Inventing Eastern Europe" in the Western canon without its being legitimized by non-
Wwestern scholars and it made it possible for you to take assume an the uncritical position of the

an omniscient author artist and masterlymasterfully creatinge an im-age of Eastern Europe as you
wishedin accordance with your own vision, rather than to bearing witness to the its transformations.

You made the film over four seasons, as if to suggest the that these historical changes in East-ern
Europe are were received as uncritically as the the changing e of weather. You filmed peasants, rural
roads, snowbound streets, lonely people in their homes, groups of people with absent blank faces
waiting for public transport in Poland, Germany, and Russia. You opted for long shots, like a passing
traveller glancing overgazing at a landscape. The fanta-syFantasies about of the a future of post-
socialist futurem — a vague foreign concept of pro-gress that wiped outnegated the previous 30
years of progressivism— could not have been better justified than in contrast withto the your shots
of improvised street markets with insol-ventlow- quality goods.

What is commonly understood as Eastern Europe did not appear in political or cultural dis-
course until the mid-1980s. It Eastern Europe is, in fact, a plurality whichthat is constantly and
arbitrarily assembled. In the last decade of the Cold War, Eastern Europe was used as a deceptively
ideologically neutral term to describe the territory where neoliberal reforms were nearingbringing
about the collapse of socialist regimes. The idea of a homogeneous Eastern Europe is highly
questionable, unless you are looking in on it from the outside without any awareness of your own
fractured self.

You used “"the East™ as a deceptively ideologically neutral concept, in the same way it was used
by the World Bank to describe the socialist countries as terra incognita in order to downplay
the destructive force of economic “optimizsation” GrantedGlobalists , globalists engage with the
concept of ideology because the insolvency of the planned economy is the cornerstone of their
worldview and the collapse of the socialist system was their ultimate goal. You, however, inwhile
making D’Est, did not; you were able tocould avoid the question of ideology altogether as a
representative of the pure and beautiful, and global and universally relevant art world.

Of all places, it was the Walker Art Center in Minneapolis, with their first project on Eastern 1 3
European identity, that allowed you to realise make this project a reality. It is as if identities

were something real, not randomly constructed in a certain given historical context, or as if

the historical context was not relevant. Thirty years later, Claire Bishop was to will call the Wwestern
curatorial projects of the 1990s in post-socialist countries “"art safaris"” I imagined you, equipped
with your camera and a vague idea aboutfor the film, going blast fishing in Eastern Europe.

Like many in the early 1990s, you misunderstood the collapse of the Soviet Union and the
dissolution of the Eastern Bloc as a logical development of history. Another wall had fallen, all for
you. You didn"t see it these events as something you to be can perceiveexperienced intimately, in a
conversation with the people who were directly affected by and affecting this tectonic shift. I only
dare take this accusatory tone because there this is no personal fault of yours: wWhile you were still
working on D’Est, Derrida described the decade as the that of a war against on Marxism.

Your film — technically and culturally — is merely a rejection of the political cinema of the 50s and
70s. Those films, however famous, would have never enjoyed such universal approval as yours. Such
univocal reception ofunanimous praise for any a documentary on Maoism and Stalinism by any of
the European director's documentary would be condemn it as an embar-rassing failure. Perhaps,
your film enjoys universal acceptance precisely as abecause it sets a precedent of for imagining
Eastern Europeans as a communists without communism, Marx-ism, or dialectics — without
anything, that helps lets usto see them as people, rather than a crowd. In the outside exterior

shots, it is difficult to distinguish voices in amidst the noise of the street noise. As for the viewer"s
perceptionexperience, when I watch D’Est, I feel like a child at a sidethe kid’s table who can"t get a
word in in the a monotonous adults’ monoto-nous conversation. The two-hour film with just only
about 40 cuts puts the viewer in a trance-like state, preventing, rather than incitingprovoking, any
soul-searching.

I wonder who is responsible for answering the question of why it has taken a definitive global turn
towards oligarchy-backed up fascism, to make the idea of international solidarity rele-vant again.
We see now that it was far fromcertainly not liberal ideals and the triumph of hu-man rights that
were destined to become our future. The values and beliefs that we retrospec-tively describe as the
decline of culture and the rise of neoliberalism were spreading like an invasive disease among people
weakened by the ruthless lay-offs in privatizsed industries in the countries states incapacitated by
the foreign state debts. Instead of being offered of a sense of belonging and stability, people were
invited to choose from among an array of tem-porarily comforting identities for temporary comfort.
You, however, could yet not see the ru-inated communist countries as something which hads always
been an integral part of your world, instead clearly delineating an “us” and a “them” making a clear
distinction between them and us.

As a matter of fact, you probably imagined yourself to be on the side of the people who suf-fered
and persevered. Why else would you use the visual metaphors of concentration camps, with their
boredom as the wait for an event that will never come? In several interviews, you said you wanted to
make D’Est while there was still time. You were afraid that the countries once united by a common
history would set off in different directions. Now it is more worry-ingthe greater concern is that

if we do not set a time frame for a given historical process, or if we do not start to fight systematic
violence that is disguised as exceptional emergency measures, it will continue arbitrarily at an
increasing pace.

Intuitively, you showedYou intuitively depicted the disregard of for the sanctity of private life,
shameless leveraging of relative power to establish authority, painting flattening of na-tional
culture with broad strokes, and historical revisionism of history , all of which that had already been
criticized by and become historically been a stumbling blockpoint of contention for on the Western
Left and the peril ofa cross to be borne for socialists. Western intellectuals in the 20th century have
lamented the right-wing governments and complained about the left-wing governmentsones, but
those who suffered the most are were spoken to or about.

Oddly, you are likely a better ally because you continued in this tradition, rather than dis-rupting
ed it. No Third World intellectual produced a meaningful reaction when the Soviet Union was
shattered. The cCritics of an objective representation, orientalism, and tokenism, also bypassed
Eastern Europe — although it that began at least inas early as the 1970s with the publication of
Edward Said’s "Orientalism" by Edward Said — but by blending in the voices of people with the
noise of the street, you amplified all the voices that have been tradi-tionally erased, untranslated,
muted, brushed off, and side-lined. It is like when the ear pawnsyour ears need to be popped,
and you , we can hear the sounds of the objects things we you can see but wouldn"t otherwise pay
attention to: the repositioning of a small object shift-ing nearby, the friction of something against
skin friction, a yawn. And you make it easier for us — your Central, Middle and Far East — to
empathiseempathize using around common grievances without having common references.
Tatiana Bogacheva has studied postcolonial theory and currently researches gender politics and/in
Cold War-era art.

Material illustrated with stills from the film Chantal Ackerman «D’Est»
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AHHA ABEPBLAHOBA
[1bINbHas KapamernbKa: acce/gomMallHumn becrnopsgok

MeuTaeT NpIWINIHYTH K OHOI M3 CTOPOH
BOPOT OMHAaPHOCTH

IIpibHAA KapaMenbKa

TIOCTCOBETCKOI CEKCYyaTbHOCTH

Ho MuUxpoHbI ee MOMOUTHNUIIBI

CHMMAIOT C ONIIO3UIIMY YeTOBEeYeCKIX

U cneraer npoTodeMMHNCTKA NPU3PpAYHAS
B mapacynnup mwin camonoBpexieHue
Kaxk ke Kak ke yIlakoBaTth ee B paHTUK

c noprperom Ppeiiga?

Ee MO>XHO TOIBKO HAIITH Iie HUOYAD

3a IKa(doM HeOXKNTAHHO,

HMCIYTaBIIVCh U3PATHO BCTPeUN

C pealbHbIM

Mama rosoput u3 60-X, Korja Haxoguiaa
KapaMeJIbKY, MbI/IA IIOf; KPAaHOM U Chefjaja

TaMm Ha TpoCcTOpax 3KCTEPPUTOPUATLHOCTH,

MeX/Ty 3[JaHMIT TOCONbCTBA UAEHTUYHOCTHU U TOCYAPCTBEHHOTO
o611ero nmpoexTa:

— Thi 6a/raHCHpYeIb Ha TPaHu

— S w ecTb 3Ta rpaHb

rosoput JoH Dmakc, reporHs aBaHTAPAHOTO HAyYHO-
¢anTacTMYeCKOro KubepIaHk My/IbTcepuaa Mpo BUPYCHBII
aTIOKaJINIICYIC, KOTOPBIN TPaHCIMPOBasICA Ha ameprkanckom MTV ¢
1991 ropma

A s XJIONYIIKY Halll/Ia Ha IOMOJiKe B 90-X, OTIyCKa/M I'y/IATh 32
3a60p, XOTe/Ia JOCTaTh IIBETHbIE KPY>KOUKM IIePErOPOAKI U3 Teblja
Tybyca n 6yx — manpunk 60-60.

Mawmbl HeT Ha fjade, 6a0yIka 3yOHas Bpadnuxa — OIepaTopKa
60pMalINH C HOXHBIM IIPUBOJIOM — BCET/a PacceKaa CTAKaHIMK
MODPOXXEHHOTO — BepPTMKa/IbHbIil HaJ[pe3 O4eHb XOJIONHOr0 — Ha
iBe 4acTu

Marnenbkas Bepa Ha mapkeTe Hac/aXgaeTcs

Moit menyuika yfapua HOXKOM JIF0OOBHUITY CBOETO ChIHA U CbIHA
PaHNT ¥ yMep Yepe3 HeCKONbKO /IeT

CeMeitHble MarHO3bI

Opraanyeckne MOpaXXKeHN MO3Ta VS TePOMHOBAs 3aBUICIMOCTD
Hap poc reappeiiniamu Tenepb OCTaBU/IM BOEHHBIX MM OY€Hb
TSKENI0 — AeIpeccus

Sl HacmaXkAaCh Ha TONATKAX MTOBEPXHOCTHIO CBEXKe YI0KeHHOTO
JTaMIMHaTa

Marp Manenbkoii Beppl, Kak HaBOfiAIas MOPAJOK, yAEP>KMBAOIASA
CTPYKTYPY, MaTePMHCKOE O>KeCTOUeHe — elrie offuH apdext —
MOT7Ia OBI CIeIaTh PEBOIOLIIO

Mawma 60uTCs CTaTh MIPOFABIINIIEN 13
MarasuHa 24 yaca, ocobeHHoO Korja B 10-x
ujeT 3a bproT, MpICTIEHHO M3BMHAACD Ha
Kacce

K em. Kapasean

MarneHnbkas Bepa Ha oy Mexpy paboroiit npu ¢papMa-opHoO
KanmmrTaan3me 1 COBETCKUM IIAMITaHCKUM — HpOTO(i)eMI/IHI/ICTKa B
MapacynIufaabHOM aKTe TPAHCTPECCHL.

KpacnBo 3ByYnT [MarHoCcTiKa — KaK Ha3BaHME «HACTOSAIIETO»
3cce, KPUTUIECKOTO 9CCe PO NATOMOTU3ALNI0, OMOIIONNTHKY,
MeVIIVHCKMIL JUCKYPC

Caxap pacTBopsieTcs B Mblie. PasHnija Mexxy AByMA BepcuaMu
MynbrduibMa «Moinoabip» 43 1 56-IT — Kob6aB/IeH IpUIIeB
«Beunas cmaBa Boje»

Paiix ToxXe 1cKas BbIxop depe3 addekT, aIKcTas, oprasm
ITpoTodeMnHN3M IepexnBaga — OTBEYao,

Ho 3a mapacynuuy He BO3bMYCb, TOJIbKO ABepfio3,
CaMOIIOBpeX/atolee

boima na Heo-Palixmanckux nmynbcanusax; ele u3 IpoXXUToro —
HOJTy4y/Ia 3afaHue OCTaBaThcsi B Marpuite; Ha mynbcarsix tebe
anadparMy CEABIVBAIOT, OOHMMAsI TBOMMI >Ke HOTAMM, IIOTOM
OTIIYCKAIOT pe3Ko. bbelllb MopyIKoii 06 IO/, CMOTPUILb B I7Ia3a
TPaBMMPOBAHHO XKEHII[VHE V1 CATAHNHCKIM TOHOM KPUYMIIb YTO-
TO IOfipa3yMeBalolliee «3aCylLIeCTBOBATh B HECYIECTBOBAHMI»* 1
CMeX BeIbMUHCKUIL IIPOCTYIIAeT, @ OHA IIaYeT OT 3aBUCTHU

O! n emmje unTana TYT U3 KIMHNKMA 3/I0BEIIee:

«O0Ho1i u3 xapaxmepHvix uepm 00cned08aAHHBIX HEHUUH

€ NOZPAHUMHBIM PACCIMPOTiCINEOM TUUHOCHU Obia Ux
CnOCcoOHOCMY 6 psAde CIyuaes 6bIX00UMD C Mepaneemom Ha
KauecmeeHHO UHOTI yPOBEeHb IMNAMUHECKUX OMHOUleH U,
KOmopblii 3aKA104aNCA 8 UX CHOCOOHOCIU «NPOHUKAMDY 6 OYULY»
mepaneema, co30a6amv CUNbHOE HEOObIMHOE, PAUUOHATIVHO He
00BACHUMOE HYBCE0 0C6€00MIEHHOCHU 0 HAUOO0Tee UHMUMHDBIX
e20/ee nepexcusanuax u cexpemax. Bosnuxnosenue maxozo
uyecmea évi3viéaem y mepanesma 00bI4HO NOA6/IEHUE MPeEBO2U,
CEA3AHHOII C NePeHUBAHUEM BIMOPIHEHU 6 2PAHULDL €20 I20-
cuctmembl, HApyuieHUe HY6CMEa cenapamnocmu u 6e30nacHoti
U30TUPOBAHHOCIU O NAUUEeHMKU»**

CTPYKTYPA UCCIIEJOBAHWUA:

ITar 1. Kapamesnbka coBeTcKas, 3a mKadoM HalijjleHHasA, HUKOMY
He HY)KHasl, TO/IbKO IeTAM UCTOPUN

ITar 2. IMapacymmup manenbkoit Bepsr 80-x,
poTodeMMHNCTCKAA Ha IOy Ba/IAeTCA — LIAMIIAHCKMM JIMIIKUM
obmuBaeTcs

IITar 3. Kapamernbka n3 xmmma 90-x Vipuasr CanTbIKoBOIT
«Tomy6bre rmaskm»:

«Tpyono 6vumv 00unoxoii, Ho ne2ko 6vimv c600600HO1I
Boimv nuuveii u 0anexoii kax 36e30a-0a

TpyoHo 6vimv 00uHOKOI, yMHOUL U
cymac6poonotiHexncnoii 6vimo u scecmokoii unozoa-oa»

Nuayrypanusa rpanguossoro Hyna-dyrca, B Mofie
IIpefjaTe/IbCTBO, TOPMOHAIBHBIN OXKAb, IyOepTaT
VICTOPUU, POXKJEHIE Y CMEPTb KBUP 3CTETUKI***.

FROM RUSS
WITH LOVES

SCANDAL

GERALDO

BASEBALL ’89

SUSAN SARANDON

14

B coBeTckoM MyIbTUIbME IEBOYKA FOBOPUT XUBOTHBIM: « K110
noxeanum mMeHsA nyvuie ecex, mom nonyuum eKyCcHy1o

xongﬁemy». Ee naspiBarot KpacnBoli TOMTBKO B MOMEHT IIOTY4EHNSA
HEOXXUJAHHON TPaBMbl — YKOJIa UIJION, TIONb3YACh apdexTom,
paspensaor KoHdeTy Ha BCeX ¥ 3epKaJiblie 33 OIHO 0600611eCTBIIAIOT.

[Te1bHYI0 KapaMenbKy He IPMBECTH B TOBAPHBIIT BUJ, OHA
0603Ha4aeT HUYEIHYIO TepPUTOPUIO, TMHKYETCA ¢ OOMbLINMMU
TAHHBIMM MVpa Belllell — 3CTeTndecKast ONTIKA HaM HOf[pyra —
pacronoxeHne B IPOCTPAHCTBE B CBA3Y C APYTUMU 00beKTaMM

ITporoH: npoToQeMIHN3M IBIIbHO KapaMenbKy 60-X, TapacynImy
ManeHbKoii Bepor 80-X, rpanauosubii Yyna-uymnc 90-x m...

IIar 4. «Paxossie meitki» — co BKYCOM TIBI/IN
Candy Crash **** test kapamenbku.

ITpuUK/IIOYEHNUS YUCTOTHI, pealbHOe MBI IIpAYeM B KOpoOku Vikea
IIpucAarass MUHUMANIN3MY B 9CTETUKE. Ecmu AETCTBO NCTOPUU
3aKOHYIMIOCD, IPUJEThCA HaBpaTh cebe ¢ Tpu Kopoba, 4To Obl
CBHECTD NBIIbHYIO KaPAMENbKY.

IIpexx/ie YeM yCTaHOBUTb HOBOE BOOOpaXkaeMoe:
Candy Crush ne Tax 6e3061aHa, KaK KaXXeThCs
YT0O6BI IPUKOCHYTLCA K KOY, Hy>KeH IIPUIIbIIeHHbIi nHTepdeiic

— TaK BOT K€ OHa, TBOA HOBasA MaMa

ITpumevanus:

* — Jlexuus Amnel Mutpodanosoit “Kak 3acyujecTBoBaThb B
HecylecTBoBaHUM  Ha youtube kaHane IK Po3br

** — VI3 pesoMe Kadeppl ICUXUATPUM HAPKOJIOTUHN 1
ncuxorepanuy HMI'Y «IlorpaHn4HOe NMCYHOCTHOE PACCTPOVICTBO
y >keHIMH» https://cyberleninka.ru

*** — Jlekums Pomana OcbmuHKuHa «PoXXieHe 1 CMEPTDb KBUP-

3CTETMKU B IOCTCOBETCKOM MCKYCCTBe» Ha youtube kanane JIK Possr
*** — Tlono B. Ilpecnapo «Candy Crush wmm npucrpactue B

9Py TeeKOMMYHUKaIy/K06aBKa K 9pe TelneKOMMYHUKALN/
3aBJICHMOCTD B 9Py TeJIeKOMMYHMKauum» https://cyberfemzine.net/
slash_transl/

Anna Asepvanosa — yuacmuuya epynnot Camoopeanuszavust JJK
Po3vi; VHocenepKa e0pMOHANbHOLL NPOKPACMUHAUUU H U L e20 0 e
714 M b; 3AHAMA COYUATLHBIMU MEXHON0ZUAMU U UCHONHUMENbCKUM
uckyccmeom. http://averdose.ru




It dreams of sticking to one side

of the gates of binarity,

The dusty candy of post-Soviet
sexuality

But the microns, its helpers, remove
it from the human oppositions.

And the ghostly protofeminist

flies off

Into parasuicide or self-harm
Justhow does one packitin a wrapper
with a portrait of Freud?

Only ever found unexpectedly,
somewhere behind the wardrobe,
pretty darn scared of meeting the real.

My mom speaks from out of the
‘60s, when she found the candy,
washed it off in the sink and ate it

There in the expanses of extraterritoriality,
between the buildings of the Identity Embassy
and the state’s common project:

- You're skating the edge

- T am the edge

says Zon Flux, the titular heroine of the
avant-garde sci-fi cyberpunk animated show
about a viral apocalypse that was broadcast
on MTYV starting in 1991

Meanwhile in the 90s I found a party popper
in a dumpster—they had let me go for a walk
out past the fence

I went to take the colorful discs sectioning the
little tube’s body out and pow—a finger owie
Mom’s not at the dacha; Grandma’s a
dentist—a handler of foot-powered drills—
she always sliced through pre-packaged sugar
cones of ice cream—a vertical incision into
something very cold—making two halves

Little Vera is enjoying herself

on the hardwood floor

My grandfather stabbed his son’s lover and
wounded his son and died a few years later
Family diagnoses

Organic brain lesions vs. heroin addiction
Now the national guard’s been subordinated
to the military and they’re having a rough
time—depressed

I am on my shoulder blades enjoying the
surface of the freshly laid laminate flooring
As an orderer, Little Vera’s mother holds the
structure together,
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a maternal bitterness—yet another affect—she
could have made a revolution

My mom is afraid of becoming a
cashier at the 24/7 store, especially
when she goes to get brut in the
2010s, mentally apologizing at the
register

Little Vera is on the floor between work
under pharmacopornographic capitalism
and Soviet cham-pagne—a protofeminist in a
parasuicidical act of transgression.

The diagnosis sounds beautiful—like the title
of a “real” essay, a critical essay on pathology,
bio-politics, and medical discourse

Sugar dissolves in soap. The difference
between the 1943 and 1956 versions of the
cartoon Moydodyr[1] is the added refrain
“Eternal Glory to Water.”

Reich also sought for a way out through
affect, ecstasy, or orgasm

I went through protofeminism, I //keep my
word

But I can't go for parasuicide, only
Averdosing, the self-harmful

I've been to neo-Reichian pulsations; amongst
my other experiences was being tasked with
staying in the matrix; at the pulsations they
squeeze your diaphragm, embracing you
with your own legs, and then drop you, hard.
You hit the floor with your pillow, look the
traumatized woman in the eyes, and shout
something in a satanic tone to the extent of
“starting existing in nonexistence,”* and the
witch’s laughter shows, and she weeps with

envy

Oh, I've also been reading some ill-boding
stuff in clinical studies:

“One of the characteristic features of the
women with borderline personality disorder
surveyed was their ability in a number of
cases to establish a qualitatively different
sort of empathic relations with the therapist
based in an ability to ‘get into his or her soul;
creating a strong, unusual sense, unex-
plainable by reason, that the woman was
aware of his or her most intimate experiences
and secrets. This sense is usually associated
with anxiety on the part of the therapist,
caused by experiencing a violation of the
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boundaries of his or her ego system and sense
of separateness and of being safely isolated
from the patient”™**

OUTLINE OF THE STUDY:

Step 1: A Soviet candy, found
behind a closet, unwanted by
everyone but the children of
history

Step 2: Little Vera’s 1980s
parasuicide: a protofeminist rolling
on the ground, sticky champagne
getting her doused

Step 3: The candy in Irina
Saltykova’s 90s music video for

“Blue Eyes”™:

“It's hard to be lonely, but it’s easy to be free
Yeah, to belong to no one and be distant

as a star

It’s hard to be lonely, a smart and wild girl
Yeah, to be gentle, sometimes cruel”

The inauguration of the immense Lollipop,
betrayal in style, hormonal rain, history’s
puberty, the birth and death of queer
aesthetics.***

In one Soviet cartoon, a girl tells the animals,
“Whoever gives me the best compliment gets
a yum-my candy” They call her beautiful only
in a moment of unexpected injury—poked
by a needle, taking advantage of the affect,
they divide the candy among everyone and
common the mirror while they’re at it.

You can’t make a passable commodity out of
the dusty candy: it denotes a no-man’s land,
links up with the big data of the world of
things—the lens of aesthetics is our friend—
a location in space in connection with other
objects

Run it through: the 60s-era proto-feminism
of the dusty candy, the 80s parasuicide of little
Vera, the immense lollipop of the 90s and...

Step 4: Crab Necks[2] with a hint
of dust. The candy’s crash test.****

The adventures of cleanliness; we hide 1 5
the real in Tkea boxes

swearing allegiance to minimalism in
aesthetics. If history’s childhood is over,

you'll have to tell yourself a pack of lies in
order to eat the dusty candy.

Before you install a new imaginary:

Candy Crush is not as harmless as it seems

To touch the code, you need a dusty interface

—that’s your new mom right
there[3]

FOOTNOTES:

* “How to Start Existing in Nonexistence,”
lecture by Alla Mitrofanova, available on
Rosa’s youtube channel

** From the abstract for “Borderline
Personality Disorder in Women,” Novosibirsk
State Medical University

w0+ “The Birth and Death of Queer Aesthetics
in Post-Soviet Art,” lecture by Roman
Osminkin, available on Rosa’s youtube
channel

**#** Paul B. Preciado, “Candy Crush Rehab,”
An Apartment on Uranus

TRANSLATOR’S NOTE:

[1] the titular character is a sink who teaches
the boy protagonist the importance of
washing.

[2] indeed the name of a Russian brand of
caramel.

[3] this phrase come from a broadly
lambasted ad for the 2020 constitutional
amendments, which both reset the clock for
Putin’s presidential term limits and officially
enshrined heterosexual marriage. In the ad,
set in the dystopian future of an un-amended
Russia, a newly adopted boy asks where his
mom is as he exits the orphanage—only to
be presented with his dad’s effeminate gay
partner! The line has since become a meme.

Anna Averyanova is a member of the Rosa’s
House of Culture Self-Organization Working
Group, Hormonal Procrastination Engineer
at the Research Institute for Doing Nothing,
and a social engineer. Site: averdose.ru

The Dusty Candy: An Essay/Household Disorder

Figure 1: The 9-volume USSR Commodity Dictionary
Figure 2: The protagonist of Little Vera (dir. Vasili Pichul, 1988) on the cover of Playboy
Figure 3: Poked with a needle, banana-flavored—attendees of Elena Kostyleva’s seminar

®doto 1 ToBapHkI crioBapb CCCP B 9 Tomax.
®doto 2. Ha obnoxke Playboy rmaBHas repounHs

dunbma ManeHbkas Bepa. Pexwuccep B.[Nuuyn.

1988

®doto 3. [NpukonoTtas urmnom, co BKycom 6aHaHa
— npuyacTve cnylatenbHuLam cemMmmHapa
«CekcyanbHOCTb MOCTCOBETCKOrO» OT EneHsbl
KocTtbineson.

®doto 4. [nakat ManeHbkas Bepa

®doTo 5. Bepcust norotuna paspabotaHHOro
Metpom MNManacoBbIM ANs HOBOTO NPUIOXEHUSI
Easy2Cam, yctaHOBMB KOTOpO€e BeGKaMm
MOZENN CMOryT TpaHCNMPOBaTh 3POTUHECKOE
LLIOY Ha MakCMMarbHOE KONMYecTBo nnatgopm
ogHoBpeMeHHo. O Takow MyTauum uaeT pedb

i

doTo/Figure #4

B cTaTbe Mpecbsgo “Msrkas Tiopbma: 4o6po

noXanoeatb B JOMaLUHKOKO Tene-pecny6nvu<y”.

B Hawwm goma c kapaHTuHom COVID19
nepeycTtaHoBneHa Bepcus dhamako-nopHo
KanuTanuama, elle B koHue 20 Beka Tak
BbICTpOeHa bbina nHdpacTpykTypa ocobHsika
PlayBoy. OTnoxeHHoe, npokpacTUHMpyeMoe,

nepBepcnBHOE XenaHne CoOBETCKOIro NpoekTa,

TPEBOXHO N TOYEYHO nepenneBasLLeeca B
MaprmHasibHOM NMNOTePAHHOM NPOCTpPaHCTBE
NOCTCOBETCKOW MblfK, TYT X — He
nepemMecTmBLUNCDL C Nona, oka3anocb

MOOMIM30BaHo, CTepunn3oBaHoO U ynakoBaHoO B

cBepkatowme nHTepdencol.

on post-Soviet sexuality take communion
Figure 4: Poster for Little Vera

Figure 5: One version of a logo developed by Petr Papasov for the new application
Easy2Cam, which will allow webcam models to broadcast erotic performances on as many
platforms as possi-ble simultaneously. Preciado discusses this mutation in his article “The
Soft Prison: Welcome to the Telerepublic of your Home.” In our COVID-19 quarantined
homes, a version of pharmacoporno-graphic capitalism has been reinstalled that hearkens
back to the late 20th-century infrastructure of the Playboy mansion. All of a sudden, without
budging from the floor, the put-off, procrastinated, perverse desire of the Soviet project that

anxiously and surgically flows over into the marginal lost space of post-Soviet dust has

been mobilized, sterilized, and packaged into sparkling interfaces.

Casy @ Ca

dPoto/Figure #5
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JIAOA BAPUNYEBA

dopMMpoBaHNE 330TEPUYECKOro NOCTCOBETCKOIO
CO3HaHUA Yyepes marnyeckoe Boobpaxkaemoe

Hu pgna xoro He cekpet, yro pacmapn Coserckoro Coro3a mpuBen >KHUTenen
on1Bmrero CCCP k xomrekTuBHOI TpaBMe. JKecT pacnmajga aBnan co6oit B3Max
IVIeTH, X/IBICTa OCBOOOXEHM:A, KOTOPbIiI B WMTOre CTal BbICBOﬁOECIerM
o6mero Tema. Tpancrpeccus XIbIHYyIa He TOMBKO B KadeCTBe MOMNTHYECKOTO
JKecTa — HO UM B KOHTEKCTe KYIBTYPHOTO [OCYra, BBICTPAMBAaHNA HOBBIX
KOMMYHMKAIMii, BCTPAaMBAaHNA B KaNNTATNCTHYECKYI0 MOJEIb LIS HIIL.
PBIHOK, € er0 HOBBIMY YCTIOBUSIMU, HanioMuHan urpy focioguua i 0.

ITo Teremo - 4enoOBeK CyBepeHeH, eCIM OH CMOTPUT B I7Ta3a CBOeil CMepTH.
CyBepeHUTET YTBep)K[aeT cBOe ObITHMe, VI CTAaHOBUTCA TocnognuoMm, a Pa6
TpeICTaBIseT cO60il YNCTYI0 BOMIO, He YCTPEMIEHHYIO K eI, MHCTPYMEHT,

poneBoOli Urpbl, B KOTOPOIl CaKpaJlbHOE M 330TepuYecKoe B cob

HOBBIe (POPMBI cIaceHN s, 6ercTBa OT BBIHYK/I€HHOV TPAHCIPECCUN I TPaBMBI.
OHU CTyXaT TOAYIIKOi 6E30MaCHOCTH B TOMCKAaX MOJeNeil peaGumiuTami.
Eme coBerckoe, HO Temephb yXKe pa3beJUHEHHOE ¥ AVICCOIMATIIBHOE TENO
U CO3HaHMe, MIIYT CIHAaceHU:A B HOBBIX MeAMa, AKTUBHO INOABASAIOUIVIXCA C
KaKapIM AHeM. V3 3aramouHoro ammka Ilanmopsl, KOTOpBI € mepexxun
nn¢poBy0 TpaHchopManmio, pasHOCATCA Nepefayy O Iia, M JIeTAINX
TapenoK, O MOXMINEHNM WHOIUIAHeTSHaMI 3eM/IAH, 0 HapaHOpMalbHOM I
3KCTPACEHCOPHOM, O CEeKTaX KpPMIIHAMTCTBA, MOPMOHAX, CBUMfieTeneii Vierosoi,
0 HAaTATbHBIX KapTaX, TOPOCKONAX, (peH-1Iyil ¥ TyHHBIX KaneHgapax. K 6amery
«JIebeguHOE 03€pO» HOBbIE MeVIa He BEPHYTCA elle ONTO. .. -

>

~ v‘.*

(l)YHKI.H/IIO BI)ICTpaI/IBaeTC}I HOBas, HUKOMY €1II€ HEM3BECTHAA MOHmHOqueaanOCTI)

x* * * * * * * *

TpaBmatudeckuit adp¢eKT OTIeTeHNs] TMIHOTO Tella OT KOIEKTUBHOTO Tela
MaTepu (GOpMUPYeT HOBYIO MOJANBHOCTD B BHje HaMBHOIO M [XOBEPYMBOTrO
MbinUTeHus peGeHka. COBETCKUII YeNOBEK, C €r0 HayYHO-aTeMCTUIeCKUMMU
B3ITIA/IaMU, C BepOil B CBETIbIi KOMMYHN3M M HAaMBHOCTBIO IIepeXNBaeT
Pe3KyI0 eKOHCTPYKuuio. Mopmenb Mupa M Bepbl Bceil KM3HM PYXHyIa, W,
BBIXOJl TOTHKO OMH — BBICTPaMBaTh HOBYIO, Y)Ke, 0CO3HaBAaeMYI0 TeIeCHOCTb
M OCBOOOZMTH CO3HaHUE OT BHEAPSIEMO HACUIBCTBEHHBIX KOIEKTMBHBIX
3HaHuIl. bpicTpo ycTapeBIINMII IVIACT HABBIKOB M 3HAHUA, YKe, OKa3bIBaeTcs,
He NMPUMEHUM B HOBOM Mupe 0eCYyBCTBEHHOIO OTI{a, KOTOPBIIl IMPeACTaBIeH
B (¢opme kanmuranmsma M ero pemMHsa orHomeHmii. «HoBag MomambHOCTD
peOeHKa» - 3TO THI MBIIUIEHNUsI IOCT-COBETCKOTO 4YeTOBeKa, KOTOPBIN ¢
Ka)KIBIM JTHeM, ¥ ¢ KaKABIM LIATOM 3HAKOMUTCA C TONbKO GopMuUpyromummcs
OOHYIEeHHBIM >KeCTOKMM MUpPOM. PeGeHOK, TYI BBICTyIaeT B POIU 3alUTHOI
(YyHKIIM NCUXVWKN, B XOfle Pe3KOil M paHHEM cemapamyy, KaK CIefCcTBHe
HA/IO)KVIBIIIEJI OTIIEYAaTOK B BUje pacuienieHus co3Hanus. COBeTCKMIT YeTOBeK
B Xofie adpPpeKTa cTanKMBaercs, Kak OyATo ¢ IUCCOLMATUBHBIM PacCTPOIICTBOM
mugHocTH. Temeps ero Ba, TakoB MO004HBIIT 3P PEKT OT BCceobiero packona.
Teno Bce emre nepexxnBaeT TpaBMy pa3pbiBa, padbeguHenna. HacunbcrBeHHas
U pe3Kasl cemapaiys OT COBETCKOI MaTepy OTIIYCTHUIA «COBETCKOTO B3POCTIOTO
pebeHKa» B HOBYIO MAaTpuiy, 6e3 KaKux-1u6o MHCTPYKIUIT K BBDKUBAHNUIO U
MHCTPyMeHTOB. KcTaT, oTIm4mrenbHOI 4epTOil COBETCKOTO MbINITEHUS U
Tena 6bUIAa JOBEPYMBOCTD M OTKPBITOCTH KO BCeMY HOBOMY M HEOIIO3HAHHOMY.

B cragum ¢opmMupoBaHuA HOBOTO CO3HAHNA, NMOCT-pe0EHOK B TO M [eN0
BCTYNAT B {0BepHUTEIbHbIE MATHMECKHUE UIPDI C PeaTbHOCTDIO. B 6e3HanekHOI
U TEeMHON chyell}Mn, €r0 ANYHBIE KOHTYpPbI INPEACTaBIAEMOro  MUpa,
ObITM  OrOpOKEHbI KOMIOYEil NMPOBONMOKOW - 4YTOObI €€ YHIMYTOXWUTb, Ha
NOMOIIb NPUXOAUT MarusA, €€ Urpbl, NPOBOFHUKN M CHOCOOBI CO3MAHMA
HOBBIX ,JTKOB M IUIACTOB  3alUTHOM P$a6I/IHI/ITa1[I/IOHHOI7[ CX€MBI.
C moBepYNMBOCTHIO U BEPOJi HOBBII YeI0BEK CMOTPUT nepegayn npo HIIO, mpo
3araJlOMHbIX CyIeCTB, KOTOpbIe KPaJyT ero cooTedecTBenHnKos. Hamexma Ha
CIaceHMe OffHa — Bepa B NOXMINEHVE, B 3HAYNMOCTh COOCTBEHHOIO pecypca
B MEeKIanaKTU4IecKoii Mmonb3bl. YyBCTBO HeM3BECTHOCTM, YYBCTBO CTpaxa
¥ CKOBBIBaHIII, OIIYUICHNE 3ABUCAHMA B BOS/yXe, NMyCTOTA - 3TH MOHATHS
;IBJI}A OCHOBHBIMM [BIDKYIIMMYM SMINPUYECKUMHU IIOCT- a(bq)el%raMM,
CHPOBOUMPOBAHHBIMY OT TONBITOK 3aIIAHYTh B 3aBTPALIHUIL ncﬂb.
Ionneiimmii 3¢ dpexr «bapaTxémon». bymymee
OHO BOOO1III€e TeNeph eCTh. ‘
* * b* i * * oy *

r

ITocT-pe6eHok, ¢ mpUCyIM eMy YyBCTBOM HaWBHOCTY f/l\me'pm; HaXOAUT /s
ce0s HOBOe pa3BedeHye — ropockonsl. BMecto co6panmit maptuit IIK KIICC, ¢
3aKOAVIPOBAHHOTO Marmieckoro skpana semaet IlaBen I'to6a. HeyBepeHHOCTD
M HeOIIpeAeNeHHOCTD, IPUIIPAaBIeHHbIe YYBCTBOM YA YIIAIOILEro CTpaxa, TyT XKe

OpMMPOBaHO, He paKT 4To anc il

CXO[ISIT HAa HeT, U MosAB/sIeTcA Bepa B «JleHb». Boixox u3 bopmo okassiBaercs
HalileH, I NyTh eMy HPOKIafbIBaeT BooOpa)kaeMoe, a TaK >ke Bepa BO
BIVAHNE COETMHEHUA IUIaHeT, KOTopble (OPMUPYIOT €ro CerOgHALIHMII
JeHb, MecAl, rof. Jopockonm MpoOrHo3upyeT M BBICTPAaMBaeT HAaCTpOeHWe,
COOBITHS, BCTPEYN, ONMACEHNS M HAJe)KAbI CETOHSIIHETO THA. «Paku, ceromHs
HeoOXOTUMO OCTATbCA AOMAa, M BO3JEPXKAThCA OT KAKUX-TNOO0 KOHTAKTOB.
IIpoBepute 3TOT AeHb ¢ camuM co0oii. beperure Horu, a Tak ke Be4yepoM
Oyner yaspuMa 1es. OBHBI, CerOTHS Bac >KJeT HeOObIYHAA BCTPeYya, COBETYIO
MOATOTOBUTbCA, HO COXPAaHATh CBOJi OTHEHHBI TeMIepaMeHT. IIporHos
Ha 3aBTpa...». Jopockonm ¢opmupyert, 3aKIagbIBaeT, ¥ YKpeILAeT LIaTKYIo
JaeT HaM cHacaTelIbHBIN >KIWIET HafeXK[bl, MpeRyNnpexmaer
Hac 00 OmacHOCTH, HMPOAB/IAA TeM CaMbIM 3a00Ty O Hac M HalleM TeJe.
CoBeTyeT CMUPUTBCA C 00CTOATETbCTBAMMU, M He /1e3Th Ha poKoH. IIpuHATH
INPOKPACTUHALNIO, He BBIXOMUTH Ha PaboTy, He pacCTpaMBaThCA MOHANPACHY.
CaTypH B HaTalbHOV KapTe TOBOPUT HaM O Hammx O0ONe3HAX M KapMme,
Benepa - 0 1I000BHBIX OTHONIEHMSAX, A ACIEHAEHT 3HaAKa — 3TO HAallla MacKa
obmectBe. ITo HaTanbHOI KapTe MOXXHO ONpPENENTNTh YAAYHOCTh COI03a,
CIUTh COBMECTMMOCTb, IIPOYMTATh O CBOell KapMe M Heygadax.

\

ma pacmainca Coserckmuit Corws - Caryps,
NTyH, U Ypan Opvim B 3Hake Kosepora.

Temo, oTgeneHHOe OT NOMMTNYECKUX ¥ OOIIECTBEHHBIX IIPOLIECCOB, B
3a0bITbe JOBEPYMBO YXOAUT K HOBBIM YYBCTBEHHO-PEIUTVIO3HBIM OIBITaM,
K CBOOOIHBIM NpaKIMKaM \TaHLd, K TeYeHMAM CeKT ¥ HOBBIX BOXJeill M
3aTeM TOCTCOBETCKOE YCTanoe Teao MPUXOANT K yKOpeHeHmio. OT ECTKuX
KO/IEKTVBHBIX MPAKTUK M TaHI[EB, OHO YXOAUT B yeTWHEHNE, PAaCTATUBAACH
Ha NEeHOIUTACTOBOM KOBpNMKe B mo3e nbBa. Ilepe-n3006peTarorcss OTHOLICHNA
AMYHOM YYBCTBEHHOCTH C TE/IOM, IIOCT-COBETCKUII YelTOBeK YUMTCA
CIBIIIATD CBOe TelIo, M Ja)ke OOHapy>KMBaeT Ha HeM OJHepreTmyeckme
CTYCTKM, VMEHyeMble 4YakpamMm. Temo M KIETKM OOpeTa0T HaKOHEI-TO
cBOOORY, M JIeTKMe HAYMHAIOT OCBAaMBAaTh HOBBbIE [bIXaTelbHble IPAKTUKM.
Jducconmanus NpeoioNieHa, cenmapanmsa 3aBepIIaeTcs. ITyrem
330TepMYEeCKNX YHPaKHEHMII  BBICTPOEHA  «IHepreTmyecKas  3allyTa
Tela», 3TO HOBOE TEIO0 Mara TrOTOBO BCTYOUTh B CHOPMUPOBAHHOE
UM OKe Oynmyliee, KOTOpoe eMy PasIOKUT cOcegKa Ha KapTax Tapo.

* * * * x* * * *

Ilpomecc ¢opmMupoBaHMA 330TepPUYECKOTO INN3OCO3HAHUA IPOU3OIIET B
KayecTBe 3alMITHOTO MeXaHM3Ma, MarNIecKoro IMTKaBooOpakaeMoro. YTo6b!
ns3 Th TPaBMbI IIOTHOTO PACIIEIVIeHNsA — HeoOXOAuMO ObIIO YBepOBaTh.
IIpONCXOMUT MoOMHasE MOfenb Tepensobperenns Bora. Bor He emuumdeH, oH
TOXKe MOABEpPrcsA pacnagy Ha KOUIEKTUBHOe, bor TpaHCIEHAeHTHO pacmancs
Ha BUPYCHI, KOTOpble IPOHUK/IN B Mea-CETMEHT, 1 1O cell JeHb PO 0/DKAIOT

3apaykaThb yMbl OOBIYHBIX y)Ke IpakgaH. B 330TepuyeckoM M HaXOAUTCA
TOT blii pafMKaJbHBIN >KeCT IpeofoNeHNsl HAUBHOMN, I B TO JKe BpeMA
KaTeTrOPMYHOI COBETCKOII MEHTaTbHOCTH. MOTIKAa BUPYCa M paclaBIIerocs

bora npep;CTaBneHa B BUJIe 3930TepPUYECKOTO caMu3/iaTa, GMIbMOB U Nepenay
npo HJIO, Bupyc cnaceHnd u pa3pacraerca B yTONN4ecKoM Boo6pakaemom. B
MUpe, Ifie Thl IyTellecCTBYellb 0 CHAM, OYNIIaeNIb YaKPbl OCTe HENPUATHBIX
Oeceq ¢ KONIET0li, BBICTpaBaelllb SHEPTreTHMYECKYI0 3allITY B BarOHe MeTpo,
He CTpIKellb Bd‘nqcm Ha yOBIBAIOIYIO TYHY, HPAKTUKYellb CIIOCOOBI JIOB/IN
IPU3PAKOB Ha 6110/I0KaTOPHbIE PAMKI I CHILb FO/I0BOJI HA BOCTOK; CETOFH A, BCE
9TOIPOMCXOT C HAMM KaK- -6b1 B HOPA/Ke Bellleif, IOTOMY YTO B IIOCT- co:jfcxom
nepv’ TPOUCXONMNIO  Mepe- 1300peTeHNle PHUTYal0B IOBCETHEBHOCTH,
KOTOpble 06/1aaloT HOBOII conmo-06pasyromeii Gpynkuueii. C npuMeHennem
MOBCETHEBHBIX, YK€ PYTUHHBIX MaIMYeCKUX NMPAKTHUK, Halle GeCCO3HATENbHOE
BCe ele 0CcTaeTcs PYIKUM, HO IOCT-COBETCKOE Ja7I0 €My HeOO/IbIIYI0 HAe)KAY
Ha Me4YThl M CHACeHNe B BHJe 9TOI‘WCS}7MHOI‘O Marm4ecKoro KapHaBaja.

!

/lada. Yice, M02y. Wsaﬁb cebst xyooncHuuell, U 0asxde uccredosamenem 6 obnacmu
6eHH020-6ecCOSHAMEnbHO20, 6006paNaemMozo u mazuueckozo. B chepy moux
8X005M: MazuecKuil peanusm, HAYKa, NCUXOAHANIUS, SCience- apm, 330mepuKa Kax
ancopmayuy peanvHozo u nosue 011 PoKycos, axeapensv Kax mpaxcueHoeHmHoe.



Itis no secret that the Soviet Union’s collapse inflicted a collective trauma on the inhabitants
of the former USSR. This gesture of disintegration came as a flick of the whip, of the scourge
of liberation, that ended up becoming the freeing of a common body. This outpouring of
transgressionwasnotonlyapoliticalgesture;italsoseepedintocontextslikeculturalrecreation,
emergent forms of communication, and the all-absorbing capitalist model of social relations.

The market and its new conditions resembled a game of Master vs. Slave. According to Hegel,
man is sovereign when helooks his deathiin the eye. Sovereignty asserts its Being and becomes
a Master, while the Slave is pure will undirected towards a goal—an instrument, a function. A
new,asyetundiscovered model wasbeingbuilt: that of amarketrole-playing game, in which the
sacral and esoteric appear as new forms of salvation and escape from obligatory transgression
andinjury. They served asanairbag for people searching for potential models of rehabilitation.

People’s still Soviet, but newly disjointed and dissociative bodies and minds sought salvation
in the new media that multlplled by the day. From Pandora’s mysterious box (which
had also been digitally transformed) emerged shows about fallen flying saucers, about
earthlings abducted by aliens, about the paranormal and extrasensory; about Hari Krishas,
Mormons, and Jehovah’siWitnesses; about natal maps, horoscopes, feng shui, and lunar
calendars. But new media were not to revisit Swan Lake for a while... (see translator’s note)

*
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The traumatic affect of an individual body being separated from the collective body of the
mother created a new modality;ithat of children’s naive and trusting way of thought. “Soviet
people,” with their scientific atheism, their faith in the promise of communism, and their
naivety, were abruptly deconstructed. Their lifelong pattern of peace and trust collapsed,
and there was only one way out: building a new, now intentional way of being in their bodies
and freeing their consciousness from collective knowledge implanted by violence. Their
accumulated skills and knowledge were quickly rendered obsolete, inapplicable to the new
world of the insensitivefatherjrepresented by capitalism and its social-relations-as-“the-belt.”
“The new modalityofithe'child>*wasawayofithinking for post-Soviet people encountering an
as yet emergent{cruel, zeroed-out world every dayiand at every step of the way. In this abrupt
andearly, sep@tmn that, by extension,takesatoll, fracturing the consciousness, the child acts
as a mental defense mechanism. As they expenence?n?faffect Soviet people are confronted
witha kdeof dissociative personality disorder. _'_l'heyqnbecome two. Such is the side effect of
this tﬁor@ughgoing split. Their bodies arestill trh{!;‘ﬁ'atized by separation and division. This
sudden andgolent! separation from the Sovbﬁrgother released the “grown Soviet child” into
a new social matrix without! anjf survival guldeyor tools. In fact, Soviet thinking and bodies
had always been ¢ distinguished by blind\trustiand openness to everything new and unknown.

During the stage when their new consciousness was emerging, these post-children
occasionally engaged in magic games of trust with reality. In this dark and hopeless situation,
they found the contours of their personal imaginable world fenced off with barbed wire.
But magic came to their aid in destroying the wire: its games, guides, and ways of creating
the new twists and folds of a defense mechanism for recovery. With blind trust and faith,
these “new people” watched programs about UFOs and mysterious creatures that stole
their fellow countrymen. They had only one hope for salvation: their faith in kidnapping,
their belief that they were a precious asset to the good of the universe. The feeling of
uncertainty, the feeling of fear and being trapped, the feeling of being suspended in the
air, the emptiness: these concepts are the primary, driving empirical post-affects elicited by
attempts to sneak a peek at tomorrow. The effect was exactly that of the Tibetan Book of
the Dead. The future is still unformed; there’s no guarantee that it exists at all anymore.

* * * * * * *

The post-children, with their inherent sense of blind trust and faith, discovered a new
source of entertainment: horoscopes. Instead of the Communist Party Central Committee’s
party meetings, the coded magic screen now broadcasts astrologer Pavel Globa. Their
doubt and uncertainty, seasoned with a hint of suffocating fear, are immediately quelled,
and replaced with faith in “the Day” They have found the exit from the bardo, and it
was the imaginary, as well as faith in the power of the planetary conjunctions that shape
their days, months, and years, that paved the way. Globa’s horoscopes fortold and brought
order to the moods, events, encounters, fears, and hopes of the day. “Cancers, you need
to stay home today and avoid all contact. Spend this day with yourself. Take care of your
legs. Your neck will be vulnerable tonight, too. Arieses, an unusual encounter awaits you
today. I recommend you prepare for it but keep your temperament fiery. The forecast for
tomorrow...” The horoscope creates, builds up, and reinforces a shaky reality. It gives us
the life jacket of hope and warns us of danger; in so doing, it shows concern for us and

our bodies. It advises you to make your peacelwithiyourfconditions and keep your 1 7
head down. To accept procrastination, not leave or We k‘ not get upset in vain.
T

When the Soviet Union cbllaps‘é?, Saturn, Neptune,
and Uranus were in Capricorn.

Post-Soviet bodies, now separated from social and political life, gullibly moved towards new
sensual/religious experiences, the freedom of dancing, the trends of cults and new leaders,
until, tired, they took root. From rigid collectivity and dancing they moved into seclusion,
stretching out on a foam mat in the lion pose. Personal sensuality’s relationship to the body
was reinvented. Post-Soviet people learned to hear their bodies, and even discovered the
clots of energy on them known as chakras. Their bodies and cells were finally freed, and their
lungs began to master new ways of breathing.

The dissociation had been overcome; the separation was complete. The body’s defensive
“energy field” had been set up. This new magician body was ready to enter the future it itself
created, the future laid out by its neighbor in tarot cards.

The establishment of an esoteric schizoconsciousness served as a defense mechanism, a magic
fuse box for the imaginary. In order to avoid the trauma of complete fragmentation, you had
to come to faith. We see a complete pattern of reinventing God. God is not one—he, too, has
been disintegrated into the collective. God transcendently disintegrated into viruses that
have infiltrated the media sector and continue to infect the minds of now ordinary citizens
to this day. But it is in that esoteric that we find this same radical gesture of overcoming
the naive yet simultaneously black-and-white Soviet mentality. The semiotics of viruses and
of a God falling apart appear in esoteric samizdat, movies and shows about UFOs. In this
utopian imaginary, the virus of salvation metastasizes. In this world, you travel through
dreams, cleanse your chakras after unpleasant conversations with colleagues, set up energy
fields on the subway, avoid cutting your hair under a waning moon, practice ways of catching
ghosts with dowsing rods, and sleep with your head facing east. Today, all that happens to us
seemingly as a matter of course, because the post-Soviet period saw the reinvention of rituals
of everyday life that came to possess a new society-constituting function. Even as we put
everyday, now routine magic into practice, our unconscious remains fragile. But the post-
Soviet did give it a taste of hope for dreams and salvation in the form of this crazy magical
carnival.

Omnm.

TRANSLATOR’S NOTE:

Swan Lake would have been a trigger for newly post-Soviet people, as it was broadcast on TV
during the 1991 failed coup attempt by Soviet officials opposed to Gorbachev’s reforms and
decentralization that accelerated the Soviet Union’s collapse.

Lada Baricheva can now call herself an artist—even a scholar—of the artistic/unconscious,
the imaginary, and the magical. Her interests include magical realism, science, psychoanalysis,
science art, esoterics as a means of transforming the real and a space for magic tricks, and
watercolors as the transcendent

LADA BARICHEVA
The Emergence of Esoteric Post-Soviet
Consciousness through the Magical

Imaginary
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[MepudepanbHblie AccneagoBaHus
KBup n ®eepunyeckoe HecyuwecteBoBaHme

Tepmunsl peri-fairy, perifairal — nepudepanpHoe, nepudepanbHOCTh —
00pa3oBaHbI CIMAHUEM [IBYX C/IOB C Pa3HOI 3TMMO/IOTNeEN, HO CXOXell ce-
MaHTHKOIL: epcupckoro mepu (FU¢ — peri) n anrnmiickoro fairy — ¢es.
Vicropusa BO3HNKHOBEHUs TePMUHA U CBOeoOpa3Hble KOHHOTAIUN, B KO-
TOPBIX CMEUINBAETCA CMBICTBI Marm4eckoro, ¢eMuHHOro, KBUPHOTO M IIie-
pudepuitHOro, HAaBOAAT HAa MBIC/Ib, YTO KaTeropus nepudepaabHOro MoOria
OBI 3aHATH MECTO B COBPEMEHHO AUCKYccHM 00 sMaHCHIannyu, 0603Havyasa
chepy mapaHOPMATbHOTO/HECYL[eCTBYIOLIETO, YbY MOMUTUYECKNE MMIIIN-
Kalyy CBA3aHbI C JeKONOHMANbHBIMU KBUP* mpakTukamu. Ilonumasa us-
BeCTHYI0O HEYMECTHOCTb pa3roBopa o HapaHOpPMaabHOM, MbI, TeM He MeHee,
yCMaTpuBaeM B 3TOM AMCKYCCHY HOTEHIVIAT COPOTNBIIEH NS IIOBCEMeCTHOI
NPUHYAUTEIbHON HOpMa/mm3anuu. Bo3sMOXHOCTD 3asBUTh O CBOEN COMN-
FapHOCTH C niepu U ¢pesAMU — 3TO OAUH U3 COCOOOB TOBOPUTH O HeCYIIie-
cTBOBaHUM (ecriu He 0 60’KeCTBEHHOM, KakK y Meitscy, To o KpaiiHeil Mepe 0
¢deepuueckoM) 1€BOro AeKOTOHIIHHOTO KBMpa B IleHTpansHoil A3umn.

BosMoskHO, c1oBo-TIOpTMOHE peri-fairy BOSHMKIIO OKO/IO cepefiHbI 19 Beka BO BpeMsI TaK
Ha3bIBaeMoOTo “TypHupa TeHeir” (HeM. Schattenturnier), Kak MHOTZIa Ha3bIBAIOT Hepuof bpu-
TaHCKO-Poccuitickoro comepHnyecTBa 3a KOHTPob Haf Tpancokcuanoit (1). Kak usBectHo,
Ba)KHOIT 4aCTHIO 9TOTO COIIEPHIYECTBA ObUIN UMIIEPCKIUE HAyIHbIe 9KCIIeAIINI, HEKOTOPbIE
13 KOTOPBIX ObIIV He BIIOIHE HAYIHBIMI, CKOPee HAIIOMMHAIOMIMMM HEeYTO BPOJie KPUIITO-aH-
Tpomnonoruu. Tak, B 0T4eTaX YIIOMIHAIICH PACCKa3bl OUEBU/ILIEB O BCTPEYAX C Iepy — Heo-
Hpefe/IeHHBIMIL CYIHOCTSIMH, SIKOOBI TPUHIMAIOMINMI KEHCKUIT OO/IUK U OTBETCTBEHHBIMIU
3a CO3JlaHMe TaK Ha3bIBAEMBIX OYAPOBAHHBIX (DEHOMEHOB BPOJie HOUHDBIX CBEUYEHIT, Ta/ITIOL -
HAIWIT ¥ PasHOTO POJa CEHCOPHBIX aHOMAINIL. II0CKOTBKY Iepu 1 eu — CyIjecTBa B 4eM-TO
CXOXKI1e, Cpeiut GPUTAHCKMX AHTPOIIOTIOTOB TOTO BPeMeH IOTYIIIO XOXKIeHNUe LIy TIUBOEe
BbIpa)KeHNe peri-fairy, KoTopbIM 0603HaUaMNCh HAOMIOEHIS, UMEBIIE XapaKTep (haHTa3nu
wiy o6MaHa 4yBcTB. OfHNM U3 IPUMEPOB MOTYT OBITh CBUIETEIbCTBA, CBSI3AHHBIE C Ka3aX-
cKoli nerenpoit o bapca-Kenbmec — cTpase nepu, 3aBufieB KOTOPYIO, My>K4/Ha ITOTHOCTbIO
yTpaunBaeT KOHTPO/Ib Haf| COOOIL:

“B301i0s1 Ha 20pY, OAHCUUM 6CKPUKHYIL U OPOCUIICS Oexrcamb, HO ObL YOePHcaH t NPUMIHY M 6HU3
6 COBEPULEHHOM UCCIYNTIeHUU, TueHHbL 0apa peuu. Cycms mpoe CymoK OH HA4as 2060-
PUMb U paccKasa, umo 3a 20poti ysuden NpekpacHyo 00IUHY, U300UTYIOULYI0 APOMAMHBIMU
ysemamu, mpasamu u nao0osvimu depesvsimu [...J”. (2)

To, 4TO MBI Ha3bIBaeM OHTOJIOTMYECKUM IIOTPAHNYbEM, B MOJIEPHUCTCKOI KY/IbType IIpUHAJ-
nexnT obmacTy GpanTasun u (geTckoro) BoobpaxxeHus. Ho ckasku—He eAMHCTBEHHBII CIIO-
co0 IIPOHMKHOBEHNA NeplepaTbHOTO B IOBCEAHEBHOCTD. IIOHMMaHIe 3TOrO COMPSDKEHO C
IpeofioIeHNeM IUXOTOMUY IPUPOJA—KY/IbTYPa. AKTUBHOCTb BOOOpasKeHNs, 00YC/IOB/IeHHAS
(cexcya/npHBIM) SKeaHVeM, B PAaBHOI Mepe IIPUHAJIEKNUT MIPY BHY TPEHHETO U BHEIIHETO —
BCIIOMHIM, K IIPMMePY, KOHIENIIO JKeTaIoIlero IPOM3BOACTBA U3 «AHTU-Opuma» (3).

B njeHTpanbHOa3MaTCKUX 061IeCTBAX pasHOOOpa3ue HereTepOHOPMATIBHOTO >KeTaHNs MaHNU-
bectupyet cebst B mepudepanbHbIX cloxeTax. Tak, B ckaske «’KesTolpHakuy, mepu u Mamari»
IPOTArOHUCT OMUCBHIBAET CBOU MEUTHI:

«Cpedu Oessimu cviHOBell,— Havasl OH CBOJT paccKas,— y MeHs Obiia edurcmeenHas 004 bu-
kewt. VI nepeas most meuma — 3mo ecniu 6 004b MOST Obl1a MYHHUHOLL, 4 CHIHOBYS HEHULUHAMUY.

(4)

Erte o mo60i1 nHTEpIpeTanny 3Ta ppasa OTKPbIBAET BOOOpaKaeMoe IIPOCTPAHCTBO
TPAHCTEeH/IEPHOCTH U YKasbIBaeT Ha IIpobeMaTrKy KBup-pogactsa (queer kinship). Sddexrsr
KeJTaHMsI, BBIPOKEHHBIE B eHOMEHAX 04apPOBAHHOCTY — IPUPOJOKYIBTYPHBI, OHI He YK/Ia-
IBIBAIOTCS B KATETOpMaIbHbIe CXeMBbI €CTECTBEHHDIX VTN COLMAIbHBIX HAYK I PACTBOPEHBI B
noBcegHeBHOM. Tak BOOOpakeHIe TPaHCTeHePHOCTI B TpaHCKOCHaHe HAXOUT CBOE MECTO
Ha nepudeprnn HOPMATUBHOTO HOPSI/KA B3POCIIBIX:

«[lesouky odesaiom manvuukom Ko20a Hem coima: y 6pama Cake ecmo 13 nemuss 004b

KOMopyt oH 00esaem Kax CbiHd, HA batice OHA cKauem Kak MALbUUK».

«Kvicmane — manvuux 00emuiii 0e60UKOLL, 4mMoObL CKPbIMb €20 UCMUHHDBLTL NOZL U 0OMAHYMb
8paxcoebHvle CUbL»,

«Yenam, yeyn — colH, max Ha3vL8om 0e80UKY, K020d, 008 ee 8 KOCMIOM MAIbYUKA, 0enalm
8U0, Umo amo oeticmeumesnvHo coit». (5)

I[TepeoneBanue 1 o6MaH—IpyUsHaKY Hepudepanproro. [loTeHIManbHas TPABMATUIHOCTD
HPSIMOTO KOHTAKTa C HECYIIEeCTBYIOLIMM YCTpaHseTcs: ppeiiMOM UTPBL: POLUTENN He TIPUHY-
MaIoT pebeHKa KaK ChIHa, HO «IeMaloT Buf». bomee rrybokas «mHTepBeHIus (eit» Moria Osl,
OYEBUHO, IPMBECTH K PaspyLIEHUIO POICTBEHHBIX CBA3€Il. BbITb MOXKET, T03TOMY CTydan
TEeCHBIX KOHTAKTOB pefKi. Yalie BCTpeun ¢ mepudepanbHbIM MIMOIETHBI U OTMEYaIOTCsI
CTIOBHO ObI KpaeM BHMMAHIS, ITO Je/IaeT UX HeTOCTOBEPHBIMH, B 4eM-TO TOXOKMMM Ha CHO-
BUJIEHUS VIV APYTUe COCTOSHNUA M3MEHEHHOTO CO3HaHMA. TaKue CBUIeTeNIbCTBA, KOHEUHO, He
MOTYT He BbI3BaTh COMHeHMIl. VI TeM He MeHee, cOO01IeHMs O Hepu(epanbHOM BCTPEYaloTCs
U 'y CaMbIX aBTOpUTETHBIX yueHbIX. Hampumep, IL.I1. Ceménos-Tan-1llanckuit Tak onmcpiBan
CBOII IIepBBIiT BU3UT B ANIMaThl B 1856 rogy (Ha TOT MOMEHT — yKpeIlleHue BepHoe):

“Ha nocnednem Hawiem nepezote om Anmamurckozo nuxema 0o Beproeo (35 eépcm) yace
COBEPUIEHHO CIMEMHETO, A K020a Mbl CIANU NO0Be3Hamb K BepHomy, HACmynuna mémuas
Houb. Tem appexmiee npedcmasunico MHe COBEPUIEHHO HEOHUDAHHO HA BCEM WUPOKOM

NPOCMPArCmee MOILKO 4O OCHOBAHHO20 YKPeNnieHUs 6ecénvie pA3HOUBemHble 02HU
UATIOMUHAYUY, Komopas npedcmasuna mie Beproe 6 cosepuentio deepuueckom sude. S
3HA7, 4mo 00Mo6 6 Beprom, Kkpome HACKOPO BbicmpoeHHo020 domuKa npucmasa bomvuioil
0pObl, ey He cyujecmeyem, a mexoy mem brecmsusue pasHoUsemHble WKATUKY 0603HAA-
T KPpacusvle Pacadvl MHONECMBA IMUX Hecyuecmeyiousux 0omos. Kozda sce st npocnyncst
Ha 0py20ti OeHb 6 NPULOMOBTIEHHOTI MHe NPOCHIOPHOLL T0pIMe U 6bIULeN U3 Heé, Mo HUKAKUX
00MO08 U 00MOBbIX (pacados He 0KA3An0C .

OHromornyeckoe MorpaHidbe, KOTOpOe Mbl HasblBaeM IepriepaTbHOCTDIO, II0-PA3HOMY
odopmIsieTcst M OCMBICIMBAETCS B PA3HBIX KY/IbTypax. 3amafHas MOGEPHOCTB C ee IOf03pPu-
TENBHOCTDIO U, KaK CIECTBIE, OYaPOBAHHOCTHIO poLefypamu Bepubukaunu u danpcudu-
KaIym, KaXeTcs: 03a004eHHOIT TeM, ITOOBI eprdepanbHble GOPMbI XKI3HM He BBIXORMIN 3a
paMKu fieTcKoit nuTeparypsl. B IleHTpanbHoll A3uy usrHaHMe deil 3a Mpeebl [eliCTBUTENb-
HOCTH OCYIIeCTB/IANIOCHh B TOM YMCIIe U IIOf] STMAO0I COBETCKOI MO3UTUBUCTCKON IapafurMBl,
HOMeIIaBIIelt Bce HEOCTOBEPHbIe HAbMIoeHns B pyOpuKky donbkmopa. OgHako IOCTIe TOTO,
kak Coserckuit Coro3 1 caM IPEBPATM/ICS B ONMH U3 NIPU3PAKOB TPaHCOKCHAHDI, CUTYalMsA
M3MEHIIACh: CETOHS caMit apTeaKTbl ¥ MHPPACTPYKTYPbI COBETCKOI HAYKM CYIECTBYIOT
rfie-To Ha mepudepuu (HAIMOHATBHOTO) CO3HAHNSA, IOCTEIIEHHO CTAHOBSICh YaCThIO IIepH-
¢depanpHOro Mypa. MoxxHO ObII0 GBI Ha3BaTh HECKOIBKO IIPMMEPOB COBPEMEHHBIX TeOpe-
TUYECKUX [TOFXOM0B, B KOTOPBIX KOHTAKT ¢ eprdepanbHbIM He 6511 661 TabyrpoBaH. It
IpUMepbl MOXXHO HAIITHU TaM, [7ie CeTOHsI IIPOUCXOUT Iepeolpeie/ieHIie TPAHNIL] MeXIY
BO3MO>XHBIM U HEBO3MO>KHBIM — KaK, Haripumep, B « Ipanc AunMusmax» Abpaxama JIx.
JIpiomca, Te TpaHC* UCTOPUY IPOUNUTHIBAIOTCA Yepe3 UX CBsI3b C AaHMMMICTUIECKIMH ITPAKTH-
KaMI U Cyba/ITepHbIMY HedeloBeueCKIMU CyLHOCTAMIL (6) Hartre mpepnoxenne coctout B
TOM, YTOOBI YBU/IETh OUEPTAHN IeKOJIOHUATIbHOI ITpu3pakoyorny B KasaxcTaHe Kak MecT-
HYI0 GOPMY IYBCTBUTENIBHOCTH K IPUPOLOKY/IBTYPHBIM O4aPOBAHHBIM CU/IAM, YTO 3asIBIIAIOT
0 cebe MHOXKECTBOM HEOUYEBU/IHBIX CIIOCOO0B 1 IOAMUTHIBAIOT CKPBITOE 32 MINPMOIL FeTePO-
HOPMAaTMBHOCTH KBUPHOe pasHOOOpasnue. 3a 9TUM IpeIOKeHNeM MasInT HafieX/ja Ha To,
YTO MPU3HAHNE OYAPOBAHHOCTY KaK (POPMBI XKVM3HIU MOXKET UMEThb 3HaUeHNe /LS TeX, Ubsl
peasbHOCTb B KadeCTBe IIO/THOMPABHBIX COLIMAIBHBIX AKTOPOB BCe ellje ocrapuBaercs. Onuu
U3 U3BECTHBIX [IPUMEPOB OYaPOBAHHOCTH B IEVICTBUM — 9TO UCTOPYS MEKIYHAPOHOTO 3a-
mpeTa KUTO60IHOTro mpombicia B 1980-x rogax. ITOT 3arpeT cTal BO3MOXKEH 61arofapsi ToMy,
YTO B CeMU/IeCSThIE TOAbI IO HAKOHEL] en masse CMOI/IU YC/IBIIIATh MarndecKye pUTyaib-
Hble IleCH! KnToB (Ha anbbomax Songs of the Humpback Whale (1970) n Deep Voices (1977)),
B pe3y/ibTaTe 4ero 0KasasIich 3a4apoBaHbl aTuMu HecHam (7). Kutel, Takum o6pasom, gaior
BJJOXHOBJISIOIINIT IIPMMeEP TOTO, KaK IeprdepanbHas Marus B COI03€e C TEXHONOTUAMMI CII0C06-
Ha [IelICTBOBATH JakKe Ha apeHe I7I00aTbHOM TOMUTUKIA.

BeiTh B comupmapHOCcTM ¢ mpuspakamu u desmu B Kasaxcrane TpynHee, 4eM
MO>KeT IT0Ka3aThCsA. DTO O3HAYAET 3aHATIE CTIOKHO COaIaHCYPOBAHHOI 03N~
IIVIM, Ybsl MHTEPCEKIVMOHATBHOCTD JOCTATOYHO CU/IbHA, YTOOBI YUUTHIBATD OH-
TOJIOTMYECKIIe V1 SIICTEMOJIOTMYeCKIe MepapXyi, a TAK)Ke MHOXECTBO «IIpPO-
IPEeCCUBHO-PETPECCUBHBIX» KOJUIM3UI JIEKOTIOHMA/IbHON JIEBOM. DTO O3HAYaeT
TaK>Ke CIIOCOOHOCTH CIIBIIIATD, KaK I7Ie-TO 32 TOPM3OHTOM MECTHBIX COOBITII
— 3a nomre3HbIM dacagom opuimosa, 3a 6eTHOCTHIO KXKITOHEBHON peasib-
HOCTM ay/IOB ¥ TOPOJOB — MepLaT (GOPMBI KU3HY, Ubs CMabOCTh 1 Heybe-
JIUTENbHOCTD IIPUBOAUT K UX CUCTEMaTH4ecKoMy obeciieHnBanuo0. Hecmorps
Ha 9TO, epu u ey XXMBYT 371eCh, KaK ¥ paHblle. BO3SMOXXHO, 4TO M3MeHeHVe
OTHOIIEHMS K HUM CO CTOPOHBI IIOJTHOIIPABHBIX I'PaKIaH C/ieaIo Obl MECTHBIN
nmaHpmadT 601ee MpUBIEKATe/IbHBIM U IPUTOSHBIM IJIS )KM3HM BeeX. [ aToro
HY>KHO He TaK MHOT'O — IIPM3HATh, YTO OHM €CTb U IIepecTaTh 60AThCA HaC.
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The perifaery (perifaeral) is a portmanteau word produced
as a linguistic blend of two words with different etymologies
and similar semantics: the Persian peri (fu¢l[ ) and the
English faery. The history of the term and its peculiar set of
connotations, which blend the magical, feminine, queer and
peripheral, suggest that perifaeral as a term could find a place
in contemporary discussion of emancipation as a designator
for a sphere of the paranormal/nonexistent whose political
implications are connected to decolonial queer* practices.
While realizing the inevitable pointlessness of discussing
the paranormal, we nonetheless see here a potential for
resistance to widespread forced normalization. To declare
solidarity with peri and faeries is a way to talk about the
(if not divine, as for Meillassoux, then at least about the
enchanted) inexistence of a left queer* movement in Central
Asia.

The neologism peri-faery may first around the middle of

the 19th century during the so-called “shadow tournament”
(German Schattenturnier), as the period of the British-Russian
rivalry for control over Transoxiana (1) is sometimes called.
An important part of this rivalry were imperial scientific
expeditions, some of which were not entirely scientific; rather,
they resembled something like crypto-anthropology. Some of
the reports mentioned encounters with peri—elusive entities,
supposedly of feminine appearance, who were responsible for
inducing enchanted phenomena such as night luminescence,
hallucinations, and various sensory anomalies. Since peri and
faeries are somewhat similar, the peri-faery came into usage
among the British anthropologists of that time as a humorous
expression denoting observations that are characteristic of
fantasizing or the senses being deceived. An example here may
be testimonies related to the Kazakh legend of Barsa-Kelmes,
a fairyland inhabited by peri that cannot be visited (by men)
without a complete loss of self-control:

Once he reached the top of the hill, the dzhigit cried out and
went to run, but was restrained and pulled down in a complete
frenzy and unable to talk. Three days later, he began to speak
and said that on the other side he had seen a beautiful valley
full of fragrant flowers, herbs, and fruit trees. (2)
In modernist culture, what we now call ontological borderland
belong to the sphere of fantasy and the (childish) imagination.
But fairytales are not the only way the perifaery can enter
the everyday. Understanding this requires overcoming the
nature/culture dichotomy. The activity of the imagination,
caused by (sexual) desire, belongs equally to the external and
the internal, as it does, for example, in the case of desiring-
production in the Anti-(Edipus.(3) In Central Asia, the
diversity of non-heteronormative desire manifests itself in
perifaeral motifs. Thus, in the folktale “The Jeztyrnaks, the
Peri, and Mamai,” the protagonist describes his dreams thus:

“Among the nine of my sons,” he began his story, “I had

my only daughter Bikesh. And my first dream was for my

daughter to be a man and my sons to be women.” (4)
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Even before any interpretation, this phrase opens up a
transgender imaginary space and points to the problematic of
queer kinship. The desire effects that are expressed in the form
of enchantment are nature-cultural: they don't fit into the
categories of the natural or social sciences and are dissolved in
the everyday. Thus, the transgender imaginary finds its place
on the periphery of the normative order of adults:
They dress a girl as a boy when there is no son: Sake’s brother
has a 13-year-old daughter whom he dresses as a boy; she
takes part in the Baigue horse race as a boy.
“Kystane’ is a boy dressed as a girl in order to hide his gender
and deceive hostile forces. Uglan or ugul means son, which
is the name given to a girl when parents dress her in boy’s
costume and pretend that she is really a son.(5)

Crossdressing and deceit are the signs of the perifaeral. The
potential trauma of direct contact with the non-existent is
eliminated by framing it as a game: parents do not fully accept
their child as a son but do pretend that this is the case. A
deeper “intervention” by the fairies could possibly destroy the
family ties. Perhaps that is why close contacts are rare. More
often, encounters with the perifaeral are evanescent, taking
place at the edge of perception, which makes them unreliable,
somewhat like dreams or other states of altered consciousness.
Evidence of that kind, of course, cannot be taken without a
grain of salt. Nonetheless, reports of the perifaeral were made
even by the most respected scientists. Take, for example,
Pyotr Semyonov-Tyan-Shansky’s own story of his first visit to
Almaty (then Fort Verniy) in 1856:
On our last stretch from the Almatinsky checkpoint to
Verniy (35 miles) it got very dark, and when we began to
approach Verniy, a dark night fell. All the more spectacular
did appear, quite unexpectedly, across the wide space
of the freshly-founded fortification, the illumination by
cheerful, many-colored lights that showed me a completely
enchanted-looking Fort Verniy. I knew that there were as
yet no buildings in Verniy, except for the hastily built house
of the Marshal of the Great Horde, and yet the brilliant
multi-colored lanterns outlined the beautiful facades of a
great number of these non-existent buildings. I woke up the
next day in a spacious yurt that had been prepared for me,
and when I went outside, there were no buildings and no
facades. (6)

The ontological borderlands that we call the perifaeral are
shaped and interpreted differently in different cultures.
Western modernity—which is suspicious and, as a result,
enchanted by the procedures of verification and falsification—
seems to be concerned that perifaeral life forms do not go
beyond the scope of childrenss literature. In Central Asia, the
expulsion of fairies from the real world was implemented

in part under the auspices of the Soviet positivist paradigm,
which labeled all doubtful observations as folklore. However,
after the Soviet Union itself turned into one of the ghosts of
Transoxiana, the situation changed: today the artifacts and
infrastructures of Soviet science themselves exist somewhere

on the periphery of (national) consciousness, gradually 1 9
becoming part of the perifaeral world. We could name

a few examples of modern theoretical approaches

where direct contact with the perifaeral is not taboo. Examples
can be found in places where the boundaries between the
possible and the impossible are currently being revised—

like, for example, in Abraham J. Lewis’s Trans Animisms,
where trans* stories are read through their connection with
animistic practices and subaltern non-human entities. We
propose that the outlines of a decolonial hauntology in
Kazakhstan be viewed as a local form of sensitivity to nature-
cultural enchanted forces that make themselves known in

a variety of unobvious ways and feed on the queer variety
hidden behind compulsory heteronormativity. This suggestion
is made with the hope that recognizing enchanted life forms
may have an impact on those whose existence as social actors
in their own right is still contested. One well-known example
of enchantedness in action is the story of the international
whaling prohibition in the 1980s. It was made possible due to
the fact that in the 1970s, people finally got to hear, en masse,
the whales’ magical, ritual songs (on the albums Songs of the
Humpback Whale [1970] and Deep Voices [1977]), and ended
up enchanted by them.(7) The whales, therefore, provide an
inspiring example of how perifaeral magic, in conjunction
with technology, is able to act even in the arena of global
politics.

To stay in solidarity with peri and fairies in
Kazakhstan is more difficult than it might seem.
This means taking a meticulously balanced position
whose intersectionality is strong enough to take into
account ontological and epistemological hierarchies,
as well as the many “progressive vs. regressive”
clashes on the decolonial left. It also means the ability
to hear, beyond the horizon of local events—behind
the pompous facade of officialdom, behind the
poverty of the everyday reality of auls and cities—the
flickering life forms whose weakness has led them
to be systematically depreciated. Despite this, peri
and fairies live here as they long have. It is possible
that a change in rights-bearing citizens’ attitudes
towards them would make the local landscape more
attractive and livable for everyone. Not much is
needed to achieve this—for a start, people need to
admit that they exist and stop being afraid of us.

NOTES:

1) Transoxiana is a toponym that we use as a synonym for Central
Asia.

2) From Encyclopedic Lexicon, St.Petersburg, vol. VI (1836), 35,
reprinted in Perterburgskie vedomosti no. 17 (1889), 75-77. See:
A. Omelin, Barsa Kelmes, in: Kazakhstanskaya Pravda 10/06/1945.
Cited from: Kazakhskiye Skazki, vol. 1, ed. V. M. Sidelnikov
(Alma-Ata: 1958), 234.

3) “The fact there is massive social repression that has an enormous
effect on desiring-production in no way vitiates our principle:
desire produces reality, or stated another way, desiring-production
is one and the same thing as social production. It is not possible to
attribute a special form of existence to desire, a mental or psychic
reality that is presumably different from the material reality of
social production” From Gilles Deleuze and Felix Guattari, Anti-
Oedipus, trans. Robert Hurley, Mark Seem, Helen R. Lanepage, (U
of Minnesota P, 2000 [1983]), 30.

4) Kazakhskiye Skazki, ed. V. M. Sidelnikov, vol 3 (Alma-Ata:
1958), 73.

5) E. A. Fielstruop, Iz obryadovoi zhizni kyrgyzov nachala 20 veka,
6) Pyotr Semyonov-Tyan-Shansky, Puteshestviye v Tyan-Shan in
1856-1857 (Moscow: OGIZ, 1947), 141-142.

7) This is also mentioned by Timothy Morton in: Timothy Morton,
Ecology without Nature: Rethinking Environmental Aesthetics
(Boston: Harvard UP, 2007), 96.

Krélex zentre is an imaginary art-institution and a theoretical
platform designed for cultural workers with clearly multiple/
mixed identities and weak sense of belonging — queer,
translocal, uprooted, diasporic, fluid, ghostly, neither fish nor
flesh, etc.). It is also a poetic/artistic collective consisting of
Maria Vilkovisky, Ruthia Jenrbekova, Ramil Niyazov, Maria
Neff and other less identifiable and more facultative members.
Krélex zentre does not exist but rather oscilates between
Almaty and Vienna since 2012.

KRELEX ZENTRE

Perifaeral Studies.

Queer* And Enchanted Inexistance



HAQOEXAA NEPENbMAH. °
MPU3PAK XYOOXHMWL DI

B camom konme 2019 rogma B OfHOM W3 YacTHBIX apXMBOB
IlerepGypra ObiIa cuenaHa HaxofKa, KOTOPYI0 HOMCTHHE MOKHO
Ha3BaTh

ceHcanuonHoit. Cpeau

Kacaloumuxcsa XyAoxKecTBeHHON xu3Hu Jlenmnrpaga 60-x - 70-x

pa3INM4YHbIX TOKYMEHTOB,

TOTOB, HBIHEITHMMM BIAJeTblAMU apxuBa (TUIIb HETABHO

MOTYYMBIIMMY €T0 B HACTeNCTBO) ObIa 00Hapy)keHa HeGombImas
BeTXasd KapTOHHasdg INAamnKa, Ha THUTylIe KOTOPOil 3HAYMINCh
nannuansl H.II. Copepxnmoe manku, BecbMa CKpOMHOE B CBOEM
KONI4ecTBe, 0Ka3am0Ch KOMOCCATbHBIM 110 CBOEMY 3HAYEHNIO - B HEM
pacKpbUIach cyab6a u TBOpueckas Ouorpadus HbIHe COBEpPLIEHHO
3abbrToit xymoxxamnbl Hapexpor Ilepenpman. Pag moxymeHTOB,
OTHOCAIMXCA K TBOPYECKOMY HACIEAMIO CaMOil XYJOKHUIBI M
HeCKOMbKo ¢oTorpaduit, Ha KOTOPHIX OHA 3aMeYaTIeHa B KOMIAHUN
U3BeCTHEIIINX AesATeNneil Heo(UIManbHOM KyIbTypsl JleHUHTpaja,
nocTaBwM ObI UCCTeToBaTeNneil B TYIMK, eCii ObI K HUM He MPUIaranoch
HeCKONTbKO /HCTOB BOCIOMMHAHMIT, OCTaBlIeHHbIX 0 IlepenbMan 6mm3ko
3HABIINMM ee OBIBIINM BIafienblieM apxuBa. C 01opoil Ha 3TV BOCHOMUHAHUS,
¥ KOHEYHO Ke caMy OKyMeHTbI IlepenbMan, 11 HamyucaH HIDKeCTeRyOIii
OYepK O >KV3HM ¥ TBOPYECTBE 3a0bITON XYTOKHUIBL.

Hapexpa Iepensman pomynach B Jlennnrpage B 1938 rofy B cembe Bpaya 1 XygoxxHuipl. Oter
OB perpeccupoBaH He3afoNro A0 ee POXKJEHMUs, Marh morubna B 6mokany. braromapsa 6abymike,
BBIITyCKHUIIE BecTyxeBckux Kypcos, [lepenbman paHo mpuoOLInIach K UCKYCCTBY U Hayke. B 1944
rofy oHa mocrymaer B crymuio CormoMoHa JleBMHa, 3aTeM CTaHOBUTCA BONbHOCTYLIATETbHMUIEN B
CXII, rpe sHakomMutcs ¢ MapuarHoit bacMaHOBOI, TPy COfEMCTBIN KOTOPOJ BXOAUT B KPYT CEMbI
Tpayrot. Tam oHa 3HaKOMMUTCS ¢ ydeHnKamu MaseBuda v OUIOHOBa, 1033Kell 003PNUYTOB, @ TAKXKe
C XYHOXXHUKaMM ApedbeBCKOTO Ky ¢ koopsuit ocodeso chmixiercs. BMecTe ¢ apedbeBIiaMy OHa y4acTBYeT B
UX JIereHAapHbIX “Oonraiikax” - (IIPOTYIKYM, BO BpeMsl KOTOPBIX YYaCTHUKM, OOITAsCh 110
ropopy, 6onramy Mexay coboit ¥ NN U3 YallHUKA, B KOTOPOM pasbanTbiBany ObIBIINIT B
Ha/IM4My a/lKoronb). B atom e kpyry Ilepenbman sHakomutcs ¢ ¢ororpadom AjexceeM
COpOKMHBIM, OTOXX/ECTB/IABIINM Cebst ¢ BArMHOBCKIM P1yIoCcTpaToM, KOTOPBI CTAHOBUTCS
ee OIVDKAIINM JPYTOM {0 KOHIIA XV3HHL.

V1 paHblie mpusHaBas 3a MPOTyYIKaMy 0COOYIO pO/Ib B CBOEN >KM3HM, [lepe/ibMaH HadMHaeT
BUJETb B HUX CaMOCTOSTEIbHYI0 (GOpMy MCKyccTBa. IIepBBIM CO3HATEIBHBIM OIBITOM B
9TOM HAIIPaBIEeHNMM CTAHOBUTCS HpPaKTUKa “‘MeHTa/mbHOTrO Imer3aXka” - OOBIYHOTO IIEHIPa,
B KOTOPOM KapTMHA MUIIETCS TOMBKO MBICIEHHO, @ XOJICT OCTA€TCSl YUCTHIM (IIPU 3TOM OH
IIOATIVICBIBAETCSI Y HA3BIBAETCS).

Ilopg Bmuanmem Poanpma Manpgenbintama IlepenbMmaH yBileKaeTcs I033Mell M pelnaeT
noctymnarb Ha gpundax JII'Y, B cBA3K ¢ YeM OHa OPraHN30BBIBAET aKIMIO “CMEPTD XyTOKHMUIIBI
Hanenbku I1, koTOpasi 3aK/IH04anach B TOM, YTO KXKABII U3 ee IPy3ell XyT0XHIKOB BbIOMpaT
MOHpaByBIIMecA KapTuHbl IlepenbMaH, M TIyasaa BMecTe C Hell, NOABICKMBAN OAA HUX
“9KCIIO3UIMOHHOE” MECTO B TOPOAICKOM NaHpuIadte, e KapTuHb 1 “XopoHumcs . [1o aToit
NIpU4YMHE, HY OJHONM COXpaHMBILENCA KapTuHbI [lepenbMan ceituyac HemsBecTHO. B 1956 romy
nopiBepraiorcs apecty npysbs Ilepenpman Muxaun KpacunbHukos, Anekcannp Apedbes u
Ponnon Iynsenko. Hasnmo mocTurmemy ee yHbIHMIO, OHa Geper cebe mceBnoHnM Hapmexpa
I[TepemeH. Boiifis B muTepaTypHbIe KPYTY TOPOia, OHA 3HAKOMMUTCS C II09TaMU (PMIOTIOIMYECKOI
wkonbl, Anekcanapom Konpgpatossim (Caxpu Konpapn), Anekceem XBoctenko, VMocudpom
BpoackuM - [pyruM CTpacTHBIM JI00UTeIEM IPOTYIOK,  CO BTOPOII ITOIOBUHBL 60-X 6/I113KO0
obmaercs ¢ Xenenykramu. B koHie o6y4enns Ha ¢pwidake I[leperbMan ycTpanBaeT aKIjuio
“Cmeptp mostecchl Hapenpxu I17, moBropus creHapuit “CMepTit XyHOXXHMULBL, C TeM
OT/INYMEM, UTO B HeJl y4acTBOBAIM IOITHI U ee MOITUYeCKNe Ipou3BefieHNs... Tak y Hac He
COXPAHMIOCh HY OJHOTO IuTepaTypHoro npoussefenns Hapexnpl [lepenpman.

Hakomnen, rme-to okomo 1962 roga crpemnenus llepenbMaH OCMBICIUTD IPOTYIKM Kak
CaMOCTOATENIbHYI0 (POPMY JMCKYCCTBA, IPUBOIAT €€ K CO3[aHUI0 TOTO, YTO CTA/IO IIaBHBIM
mpoekToM ee xusHu - “Jlaboparopun ITporynok, Ilporyneimkos u ITporynos npu VacTuTyTe
Hapexxnor [Tepemen”™

B apxuse IlepenbMaH COXpaHMIOCh HECKONBKO JOKYMEHTOB, KOTOPbIE JAl0T HaM (OYeBUHO
OYeHb OJIefHOe M OT/aleHHOe) IpeficTaBaeHre 06 3Toit maboparopun. CaMo ee HasBaHNe,
BUJYIMO, 005I3aHO OYXY SIIOXM, KOTZia IO BCell CTpaHe CTPEMUTENbHO PACUIMPSIACh CETh
HWV. BosMOXHO, CKa3amuch 3[eCh ¥ BIIEYAT/IEHUA OT PACCKAa30B YYEHMKOB ManeBnuda o
nmaboparopusix [THXYKa,a Takoke c;1oBa cCaMOTr0 XyIO>KHIKA B cepefuHe 20-X yTBEP)K AABILETO,
4qTo COBpeMeHHOf/l (bOpMOf/l B MICKYCCTBE ABJIACTCA Hay‘{HO—I/ICC}IeI[OBaTe)'[I)CKI/H/uI MHCTUTYT.

CoxpaHuUnoch MpoekTHoe omucanye Jlabopatopuu. dmurpadoM K HeMy B3ATa LUTaTa U3
“Xymoxxuuka coBpemeHHoit xn3Hn” bopnepa: “Etre hors de chez soi, et pourtant se sentir
partout chez soi” (6pITb BHe JOMa 1 IIpU 3TOM YyBCTBOBATb Cebs1 foMa MOBCIORY). VIHTepec
K IIPAKTUYECKOMY ¥ TEOPETUIECKOMY M3YUeHIIO IPOTY/IOK B 9TOM OMMCAHUN MOTUBUPYETCsI
TeM, YTO “TIPOIY/IKA eCTb CPEACTBO YITH OT HEXKEIaTeIbHOI PeaIbHOCTH, IIPY 9TOM OCTABAsICh
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B peajibHOCTU ¥ NprobpeTras BOSMOXXHOCTbP MaHMIYIMPOBaTh e0’. [oBops 0606iieHHO,
TOpOfCKast cpefia BOCIpuUHUMaeTcs IlepebMaH Kak CeMUOTUYECKOE I0JIe, KOTOPOe MOXKHO
[IepenuchIBaTh 110 CBOEMY YCMOTPEHMUIO - CTUpas OJHM 3HAKU ¥ yCTaHaB/IUBas Jpyrue.
[Iporynka, TakuM o06pa3oM, CTaHOBUTCA JyIA Hee CPEACTBOM COIPOTUBIICHUA dYepes3
YCKO/Ib3aHMeE, IIAPTU3AHCKOM UTPOIL, TUXO AUBEPCUEN M MaIrM4€eCKOI NPOLENyPOIL.

Yckonb3aHne Kak MeTOZ OOBACHACT 1 ee MHTEePeC K IMPOryIbIIMKaM ¥ IPOTyaaM, KOTOpble
MOXXHO HasBaTh (urypamm ¥ IpoLiefypamyu ycKomb3aHus. Kak ckasaHO B ONMCaHMM:
“HpOTy/IBIIVK HAXOAUTCS HE TaM, Iie eMy HO/DKHO ObITh - OH CaM BBIOVpaeT MPOCTPAHCTBO
KM3HU U CTQHOBMUTCS BJIACTENMHOM CBOero BpeMmeHn. Ho MOHATBII Takum o6pasom
IPOTY/IBIIMK HE >KAET HaKa3aHMs - CKOpee OH paspylIaeT €ro BO3MOXXHOCTb. Takym
o6pa3om, Ha sA3bIKe 60JIee MO3/IHET TeOpuy, IPOry/Ka IpeBpaiaercs y [lepenbMaH B cioco6
[leTepPUTOPH3ALINIL.

B apxuBe XpaHUTCs TAKXXe JOKYMEHT C OIMCAHMEM DAa3IMYHBIX BULOB Iporynok. Cpenu
HUX yHOMI/IHaIOTCHI IKCIIEOMIIVIA; SKCKprI/IH; BO}I].HC6HaH CKa3Ka; IBVMJ)KEHVIE€ BHE, HE BbIXOIA
n3 cebst; KOHBOW 3aK/ITIOYEHHOTO; OXUaHME COOBITUS; GErCTBO OT COOBITHS; 3aMOPCKUIL
II0XO/[; BbIXO[ 13 IIOABasa. HO Hap;my C HUMU U TaKue HpI/IBbI‘IHI)Ie Kak: OSHOPOBI/ITC}IBHaﬂ,
BeJIOCHUIIefHAsE, poMaHTHYecKast. KaxjoMy BUIy COIyTCTBYeT He6GO/IbIIOE OIICAHNE.

M comepxar
OIVICaHNMS IPOEKTOB IPOTY/IOK M VX pe3yabTarsl. Hanpumep, B omucanun JTabopaTopHOTo

Heckonbko [JOKyMEHTOB HOCAT 3aroloBOK JIabopaTOpHBIN OIBIT No

ombiTa Ne 103 “Tme xe Cepebpsiublit [JBoper?” cKa3aHO, YTO Lie/Ib €0 COCTOUT B TaKOM
BBICTPAMBAHNY APAMATYPrUM HPOTYIKH, YTOOBI ee CIOKETOM CTAHOBIIOCH BCe Oorblmee
HArHeTaHe O>KUAHS, KOTOPOe PaspelIanoch 65l B TOI TOUKE, Ifie 3HAYMMOCTb OTCYTCTBIIS
060padunBaeTcss INPVCYTCTBMEM CMBIC/IA, JWIM MHAde - MHPUCYTCTBUE OOpeTaercs Kak
orcyrcrBue. OCyIeCTB/IATbCA TaKas POTY/IKa JO/DKHA B MOTYaHNUNL.

Hawnbomee e mobonbiten JlabopatopHsiit onblT Ne 71, pacCYMTaHHBIN Ha TPYIILY OKOJIO
10 uenoBek, IOA HasBaHMeM “YpOK TpaHcrpeccun’. TepMUH TpaHCrpeccusi 3[ech, Kak I
y Crpyraukmx, BUAMMO, O3Ha4aeT MarM4ecKuil CIoco6 IepeMelieHNs B IIPOCTPAHCTBe,
ucyesHoBeHre. COOCTBEHHO 3ajadell KaXKJOrO YYaCTHMKA 3TOM HPOTYIKM M ABIAETCA
He3aMeTHOe [I/IsI BCEX OCTa/IbHbIX ICYUe3HOBEHIE - 3a/ja4eil yCTIOXKHAIOLIETCs [0 Mepe yObIBaHIMsA
y4acTHMKOB (mocmemHuit octaercsa opue). OfHAKO CTpaHHBIM 06pasoOM TpaHCrpeccus
37eCb COOTHOCUTCS M C MCIIONb30BaHMEM STOTO TepMMHA B 3amapHoil ¢punocodun. Tak, B
OIMCAHNM TOBOPUTCA, YTO “MCUE3HOBEHME TAKOIO PO fAB/IAETCS BBIXOLOM 3a Ipefesbl
TPyHIIBl M 3a Ipefenbl HPOTYIKM, M TaKMM 0OpasoM ABJIAETCA peleTHLuell CMepTH,
IIOCKOJIBbKY ¥CYe3as, YYaCTHVK JIMIIaeT ceba MpOomo/mKeH A, BhIYepKUBaeT ceba u3 croxeTa’

Ilo cmoBam aBTOpa BOCHOMMHAHWII, JAHHBII ONBIT OB TOBTOPEH B
Hayane 70-X TOlOB - eil YAaJIOChb TOIAAa He3aMeTHO JCYE3HYThb O[HOI
U3 IepBbIX, M MCYE3HYTh, KAaK IIOTOM BbIACHIWIOCh, OKOHYATEIbHO.
bonpine ee HUKTO He BUjeENI.

Cynp6a n tBopuectBo Hagexppr ITepensman (Hamexxpst IlepeMeH) sIBISAIOTCS IIOTEPSIHHOMN
Y BHOBb OOpeTEHHOJI CTpaHuUIlell B MCTOPYUM JIEHVHIPAJCKOTO MCKYCCTBA. DTO He TONBKO
VHUKQ/IbHBII IIPUMEP CAMOCTOSITENbPHON M 3SHAYMTENIbHON JKEHIVHBI-XyHOXHMIBL B
TOM MCTOPMM, ILe IOYTM BCe MMeHa MpMHAMIEKAT MY>K4IMHAM, HO TaKXe U IIpUMep
KOHIIETITya/IbHOTO TBOPYECTBA, HAPYIIAIOIINII IPMBBIYHOE IPEfICTAB/IEHNE O IEHUHTPA/ICKOM
JICKYCCTBE KaK 00 3KCIPECCMOHMCTCKOI Tpaguuuu. Ee cympba yauBuTEeNbHBIM 00pasoM
HAIOMMHAET CyAbOy 6/1nsKoil croppeanuctam xygoxunis JKoctia OpaHk - Tak e 3a6bIToll
Y1 IVIIb HETaBHO OTKPBITON BHOBD, TaK )K€ OJHAXK/bI MCYE3HYBIIEN, M TaK JKe IOPasUTeIbHO
OllepefMBIIIel CBOE BpeMsl.

Wean Kamun. Vckyccmaosed, apm-kpumux.

ITocnennas ussectHas ¢pororpadusa Hapesxnasl [TepenbMaH, cieaHHasI He3aTOMTO JO ee
ucyesHoBenust. Pomoepagus Banenmuna Ilempyruna.

Ha crnumxe: Mpuna Mecc, Bnaoumup Spnv. /leon Bozdaros u Hadesxoa Ilepenvma. Jlenurepao.
Hauano 70-x (Ha amom useecmHom ce200Hs cHumxe Ilepenvman paree 6vina o6pesana).



At the tail end of 2019, a private
St. Petersburg archive was witness to
a discovery that can only be called
sensational. Among various documents of
the Leningrad art scene in the 1960s and
70s, the archive’s current owners (having
only recently inherited it) found a small,
dilapidated cardboard folder initialed
“N.P” Though modest in number, the
contents of the folder turned out to be of
tremendous value: they revealed the life
story and creative achievements of the
now wholly forgotten artist Nadezhda
Perelman. A number of documents
related to her artistic legacy, as well as
several photographs capturing Perelman
in the company of legendary figures of
the Leningrad underground, would have
stumped researchers completely, had they
had not been supplemented by several
pagesofreminiscences of Perelman written
by the archive’s former owner, who knew
her well. It is on these reminiscences, and
of course on Perelman’s own documents,
that the following essay on the life and
work of this forgotten artist draws.

Nadezhda Perelman was born in 1938 in
Leningrad to a doctor and an artist. Her father fell
victim to Stalin’s purges shortly before her birth,
and her mother died in the Siege of Leningrad.
Thanks to her grandmother, who graduated from
the Bestuzhev Courses (one of the first higher
education institutions for women in the Russian
Empire), Perelman was introduced to the worlds
of art and research at an early age. In 1944, she
began studying under Solomon Levin, then
audited classes at the Leningrad Secondary Art
School, where she met Marianna Basmanova, who
introduces her to the Traugot family and their
circle. There, she encounters former students of
Kazimir Malevich and Pavel Filonov, the poetry
of OBERIU, and artists from Alexander Arefiev’s
circle, with whom she becomes particularly

close. She takes part in the Arefievites’ legendary
“mixers” (boltaiki): walks where the participants
would weave their way through the city (boltatsia),
chatting (boltat’) and drinking from a teapot

in which they mixed (razbaltyvat’) of whatever
alcohol they had on hand). Here Perelman meets
photographer Alexey Sorokin, who identified
strongly with Konstantin Vaginov’s Philostratus;
they become lifelong friends.

Perelman, who had always granted a special place
in her life to walks, now begins to view them as
an artistic medium in their own right. Her first
intentional experiment in this field was “Mental
Landscape painting”: a normal plein air session in
which the image is only painted in the mind, and
the canvas remains blank (but signed and titled).
Under the influence of Roald Mandelstam,
Perelman is increasingly drawn to poetry, and
decides to apply to study philology at Leningrad
State University. In light of this, Perelman
organizes a happening, The Death of the Artist

Nadya P, for which each of her artist friends
would choose their favorite painting of hers, and,
on a walk with her, look around for an “exhibition”
site in the urban landscape to host the paintings’
“burials.” For this reason, no surviving paintings of
Perelman’s are known today.

In 1956, Perelman’s friends Mikhail Krasilnikov,
Alexander Arefiev, and Rodion Gudzenko

were arrested. Defying the despondency that

has befallen her, she adopts the pseudonym
Nadezhda Peremen. (Peremeny being Russian

for “changes”; her first name means “hope.”)
Entering the city’s literary circles, she meets the
poets of the “philological school”—Alexander
Kondratov (Sandy Conrad), Alexei Khvostenko,
and Joseph Brodsky (another passionate walking
aficionado)—and, starting in the late 60s, becomes
close with the Khelenukts. At the end of her time
in the philology department, Perelman stages

the happening The Death of the Poet Nadya P,
repeating the script of The Death of the Artist, but
with poets and her works of poetry... And so, not
one of Nadezhda Perelman’s literary works has
been passed down to us.

Finally, somewhere around 1962, Perelman’s
desire to explore walks as an artistic medium
in their own right leads her to embark on what
becomes her life’s greatest project: The Strolling,
Skipping, and Shirking Laboratories at the
Institute of Hope for Changes.

Perelman’s archive contains several documents
that give us an (obviously very pale and abstract)
idea as to what this laboratory was. It seems to owe
its name to the spirit of an era when a network

of research institutes was rapidly expanding
throughout the country. It may also have been
influenced by hearing Malevich’s pupils’ tales

of the GINKhUK laboratories, as well as by
Malevich’s mid-1920s claim that the research
institution was the artistic form of the hour.

The Laboratory’s mission statement has survived.
Its epigraph is taken from Baudelaire’s “The
Painter of Modern Life”: “Etre hors de chez soi, et
pourtant se sentir partout chez soi” (“To be away
from home and yet to feel at home anywhere.”)
The statement explains Perelman’s interest in the
practical and theoretical study of walks in its claim
that “walks are a means of escaping an unwanted
reality, while still remaining in reality and gaining
the ability to manipulate it.” In broad terms,
Perelman perceived the urban environment as a
semiotic field that can be rewritten at leisure by
erasing some signs and inscribing others. Thus,
for her, the walk becomes a means of resistance
through elusion, a guerilla game, a subtle
diversion, and a magical procedure.

Elusion as a method also explains her interest

in “skipping” and truants, which we might term
the procedures and subjects of elusion. As the
statement says, “the truant is found where he
should not be: he chooses a space to live in and
becomes the master of his own time.” But, as
Perelman puts it, the truant doesn’t wait around
for punishment: rather, he subverts even its
possibility. Thus, in the terms of later critical
theory, Perelman turns the walk into a method of

deterritorialization.

The archive also holds a document
describing different type of walks. It
mentions, among others, expeditions, field trips,
magical fairy tales, moving outwards while turning
inward, prisoner convoys, waiting for an event,
running from an event, crusades in distant lands,
and emerging from basements. But we also find
familiar walks there—walks for exercise, romantic
strolls. Each type is accompanied by a small
description.

21

Several documents are titled “Lab Experiment
#__” and contain descriptions of plans for walks
and their results. For example, the description

of Lab Experiment #103, “So Where Is the Silver
Palace?” states its purpose as structuring the
dramatic arc of the walk so as to make a plot out
of the growing weight of expectation, which would
then be resolved at the point where the importance
of absence transforms into the presence of
meaning, that is to say, presence is discovered as
absence. Said walk should be conducted in silence.
The most curious of all is Lab Experiment #71,
designed for a group of around ten people and
titled “A Lesson in Transgression.” The term
transgression here apparently means a magical
way of moving through space, a disappearance, as
it does for the Strugatsky brothers. And indeed,
the task of each participant in the walk is to
disappear unnoticed by all the others—a task

that becomes more complicated as the number

of participants decreases (the last participant
remains alone). However, strangely enough, the
meaning of “transgression” here also corresponds
with its usage in Western philosophy. Thus, the
description states that “a disappearance of this
kind means crossing the borders of the group and
of the walk and is thus a rehearsal for death. For in
disappearing, the participant deprives himself of a
sequel; he excises himself from the plot”
According to the author of the memoirs, when this
experiment was repeated in the early 70%s,

Perelman was one of the first to quietly disappear—
to disappear, as it turned out later, for good.
No one ever saw her again.

The life and work of Nadezhda Perelman (Nadezhda
Peremen) is a lost but now restored chapter in the
history of Leningrad art. It is not only a unique
example of an independent and significant woman
artist in a history where almost all the big names
belong to men, it is an example of conceptual work
that goes against the familiar image of Leningrad
art as an expressionist tradition. Perelman’s fate
is surprisingly like that of Justine Frank, who was
close with the surrealists: similarly vanishing,
similarly forgotten and only recently rediscovered,
and similarly surprisingly ahead of her time.

Ivan Katin, art historian and critic

The last known photograph of Nadezhda Perelman, taken shortly
before her disappearance. Photograph by Valentin Petrunin

Left to right: Irina Mess, Vladimir Ehrl, Leon Bogdanov, Nadezhda
Perelman. Leningrad, early 1970s. (This now famous photo had
previously been cropped to exclude Perelman.)

NADEZHDA PERELMAN:
THE GHOST OF AN ARTIST



APTEM TEPEHTLEB OBOPBAHLDI

«V KaxcOvLTl MeCAY, NOCHLIAT NUCLMO O
dasHo ymepuiezo k mepmeoi. CooOueHUs wnu
0M K HUKO20 HUKOMY»

Tionmep Andepc «Kamaxombvr Momoccuu»

9ro Takaa wurpa. Conb, KpacHble KOH(eTsI,
BUHOTPAJi NIAMIAHCKOTO, HAKyCaHHbIE MOHETBI
CTOMMYHOM BOAKM, CIIMYKM-MHUINKA, marlboro,
OWIeTHMK INpe3epBaTUBBI, CBUHKAa W3 MOPOINKA
Jocsa, KpacHoe Macno, pacHyXIIMii OT BOJBI
NOMHMK B [iepeBHe, Na/VIAJUYM, XPaHMBIIMIICS
B adumHCcKOM OpexTeiloHe W, MO IpPeJaHMIO,
ynasumii ¢ He6a. Bce 9T0 BeIpBIBanach maabamim.
Ilepeco6upanoch B KOMIO3UIIMM ¥ 3arajKu.
Cx1aspIBaoch B KOPOOKY.

Kopo6xa 6b11a 13 cCaHOro KapTOHa. BO3MOXKHOCTD COKPBITYS
Y PUTYAIbHOTO MpeXbsBIEHMS MpUAaBamo 0b6OpBaHIAM
CaKpaJbHbII CTAaTyC. OJTUKeTKY, (QaHTUKM U TOBapHbIE
3HaKM IIpeBpallla/Ch B WU300paXKeHUs, J[EeTCKUe S3BIKI,
Kaprorpaduio ¥ apxXmMTeKTypy. B Moux BoCHOMMHaHMAX
COXPaHWINCh TaK K€ TAaKTU/IbHbIE IEPeXXMBaHUA PBAHOCTU U
CTepTOCTM ¥ MH(EKIVA IBUIY B aIbBeO/IaX — aHTUCAHUTAPUA.

Kopobxa nepekodeBana B K/IafflOBKy, IIOTOM B IIOfBAJI, IOTOM
B rapax, morom uctiena. Ho gymaro, s1 COXpaHui aTy KOpoOKy
Jydine, 4eM Mor 6bl mpupyMarb. OCeHbBIO U 3UMOJ XONVUIN
[OIIPOLIAKY, MIPOCHIN XTebyuika. Sl MOHMMa, 4TO OHM
JIVILIEHBI Y€TO-TO YTO €CTh Y MeH:A, HO 3aBUJOBAJl MM, BUMIA U3
OKHa, KaK OHU POIOTCA B MycOpKe. JleTu HMYETro He TEPSIOT.
Kaszasocp, manbIibl Bcerga IMofiCKa3bIBaIi IM 9YTO MOYKHO €CTh,
a YTO HET, U Ka3a/I0Ch — OHM MIPUIyMBIBAIOT CAaMU YTO HalyT
VI CIPSIYYT B KAPMaHBbI, 4eM OYAyT HAaCBILIEHBbL.

N3 O0BPAJKEHUE:

Hudero mexpy ob6opsanumamu. Hudero mexpay ¢ernurem
OTIENPHOTO ¥ BOIUIOWeHMeM nenoro. Hudero mexnmy
30 peHNYecKol MMOUANHAIBHOCTDIO IETCTBA Y IMIVICBMOM.
TaM rzie 06pbIBaeTCsA COBETCKOE 1 0OPBIBAETCA OCTCOBETCKOE
3usAeT MOTeps — He CO3HAaLias cebA 3aBUCUMOCTD MEXZY
MEpPTBBIM POLUTEIEM U MEPTBBIM peberkom. ITucpma ¢ ogHIM
U TeM >ke HabOpOM CJIOB, 3apaHee HAIMCAHHBIE YMUPAIOLINM
MOPAKOM U3 JJaTIbHEr0 IJITaBaHuA, UAYT 0 CMEPTH afpecaTa 1
IIpomo/DKaoT UATH. Kak cyla 1 Boga OHM pa3opBaHbI IEHOI.
VccnepoBaTenb pa3spbIBOB MOXKET CTIEAUTD 3a ee 00pa3oBaHeM

“And every month he would send a letter from that long-
gone man to the dead woman. The messages went from no
one to no one.”

Giinther Anders, The Molussian Catacomb

It was this game. Salt, red candy, champagne grapes,
knawed-on coins that came with Stolichnaya vodka,
Misha the Olympic bear matches, Marlboros, a ticket-
like pack of condoms, the little Dosia detergent piggy,
red oil, Little House in the Village dairy products
swollen with water, palladium preserved in Athens’
Erechteion that, legend has it, fell from the sky. It had
all been torn free by fingers, had been recomposed as
assemblages and riddles, had been placed in a box.

The box was made out of pissed-on cardboard. The fact that
the ragamuffins could be concealed and ritually displayed
granted them the status of something sacred. Tags, wrappers,

mucyesanmeM. VI ecm MOHTaX U/I€ONMOTMIeCKMX KOHCTPYKIIUIA
U aHa/M3 MEPTBOTO IMCbMA HE €r0 CTUXMA, TO 32 Pe3y/nbTaT
UCCNIEOBAHNA MOXKHO  OymeT BBIJaTh  VICYE3HYBILIYIO
VCTOPUIO, MEPTBYI0 PBIOY B TaseTe WM Ieii3ax 6e3 BCero.
Takoil Iei3ak He MO/DKEH OBITb y3HaBaeMbIM — He JO/DKEH
VIMETD CJIEJOB 3aMbIC/Ia apXUTEKTOpPa VIV aCCOUMMPOBATHCA
C BO3BBIIEHHBIM mpupopsl. OH He [O/DKeH OBITH
[IeKOPaTUBHBIM — KOHCTPyMpyomum cebs 4epe3 CUMBOIIBL,
L[BET MV OTKPOBEHHYIO KOHIENTyaIbHYI0 reoMeTpyio. OH He
JIOJDKEH CYIeCTBOBATD U OBITh BUFVMBIM — €C/i OBl He B3I
KaMepbl, OH OBI TAK U OCTAJICS HECYILECTBYIOIINM HEBUAVIMBIM
Teii3a)KeM, BHEHAXOVIMBIM NIPU3PaYHbIM IPOCTPAHCTBOM.

JETCKUE A3bIKU:

Ckaska He MeTadopa ¥ MHOCKa3aHMe, B Hell Bce OYKBaIbHO.
EcTb cTpaHHBle CKa3KM M CKa3KJM, HAIlMCaHHbIe Ha JIETCKUX
A3BIKaX — HellepeBOAVIMbBbIe. B HUX He ObIBaeT MOpamu, HO
ecTb 000poTHMYecTBO M mpuBopor. Jlobumas ckaska —
9T0 cOpIBapoliee Ces MPOPOYECTBO MIM IIPOPOYECTBO OT
nporusHoro. Kakyrwo xaury Ham ¢ T060i1 podects? Kak ToI
Oy/ellp mepeXXxnBaTh HACWINE, YTO B TBOEI TETPAAN B KIETKY
OymeT 3HaUUTD K/IeTKa Wi Tl Gyzerus pucoBars? S Ol Ha3Ban
Te6s1 Chraxbias — yepHast cobaka. Cobaka ¢ 4epHOII OmaIeHHOI
Moppoit u raasamu. UToObl ero MOOUTh OH HO/KEH XOTb
HEMHOTO OBITh aHTPOHOMOpPGHBIM - HOBbIT pebéHok. OH
B menéHKax Oymer? Mo)keT B WMIPYyLIEYHON WIKype BOMKa?
LIseT ko1 y Hero xak y Hac? Y Hero koxa? Hukorzma ne
3aBepIIEHHBI OH 3a0ymeTCst M He BepHETCsl — pebGEHOK u3
conenoro Tecta. Ho ecm He mycTOmmTh KapMaHbI, pBaTh 1
6pocaTb 1o opore x71e6, He eCTb €ro paHbllle BpeMeH, TOr/a
IpolLlefiliee He MOrMOHET U BO3MOXKHO ZOTOHUT COH B HY>KHOM
BpemeHn 1 Mecte. IIpopodectBo cOymercs amodarideckos
paHoIl, paHa OTKPOETCA M BBIBEpHETCS HayM3HAHKY. BesHue
HOPYTaHHOTO U PacTIEHHOTO HPOLUIOr0 BO3HMKHET BHOBD,
OBEIeCTB/ICHHOE YUCTBIM TEIeCHBIM OIIBITOM Pa3phiBa.

KAPTOTI'PAOVA:

VIIpoleHHBI €BPONENCKUIT JyanusM KapTbhl ¥ KaJabKu
6ecuyBCTBEHEH K AVHAMUKe BCTpeun. B kaprorpaduposanmmn
HET HMYEro OKOHYATENbHOr0, KaK B paHe Ha pyke. MecTHOCTHI
MOTYT OTKpbIBaTbCA BHOBb. VccremoBaHue IOCTCOBETCKOTO
5TO PasTOBOpPBI O HaIleM [eTCTBE M CHaxX, KOTOpble HaM
cHmch. OfMH COH IpeciefioBajl MeHA B IeTCTBE: S BBIXORNII
U3 JIeca, MOJI IBOP HEMHOT'O MEHS/ICS ¥ OBUL CTPAaHHO OCBEIlleH
PaHHUM CBETOM, A 4YYyBCTBOBaJ, YTO OKas3bIBaJCA TaM He
BOBpeMsA M 4YTO MHE HY>XHO #oMoit. S 3axomun B mombesf,
IJie MEHSA He IOKMJANIO OIlyIIeHMEe IIO[IMEHBI, IIONHMMAJICI
Ha CBOJ 3Ta)XX, MHOIZA IOJHMMAACDH BbIIIEe YeM HYXXHO, Tyha

and logos transformed into images, kid talk, cartography, and
architecture. The tactile experiences of tornness and fadedness
and alveolar dust infections—unsanitary conditions—linger in
my memory, too.

The box migrated to the storage closet, then to the basement,
then to the garage, then rotted away completely. But I think I
preserved the box better than I could have planned. Beggars
did their rounds in the fall and winter, asking for bread. I
knew they lacked something that I had, but I would grow
jealous when I saw them digging through the dumpster out
the window. Kids never lose things. Their fingers always
seemed to tell them what they could eat and what they
couldn’t; they seemed to invent ahead of time the things they
found and hid in their pockets, the things by which they
would be filled.

IMAGE:

Nothing between the ragamuffins. Nothing between
fetishizing the particular and embodying the whole. Nothing
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Troe NMeCTHUILbI 6bUH/I YaCTU4YHO paspymeHbI. s MOTI' TOYHO
OIIPENENINTh PACIIONIOKEHNE MOEIl IBEpM, HO Ha ee MecTe
Bcer/a Ob11a ipyrasi ABepb, HE3PMMO OTINYHAS OT IPUBBIYHOIL.
Yaine Bcero gBeph 6buta He 3amepra. Ho 3a Heil Bcerma 65110
4TO-TO HEBOOOPasMMO cTpairHoe — s mpochimancst. Korma
MHe MOC/IETHUI Pa3 CHUICS 9TOT COH sI CMOT BOWTHU B JiBEPb
M He INPOCHYTbCS. BBUIO TO >Ke oOlnyljeHme yTpa, OIMKK
HM3KOro COJIHIIa B HepeBbHX ¥ HalIn cepre 3O0aHMA BOAIN.
Sl HemoO3BONMTENBPHO MONIO IIEN, KaK BCETfAa C CEBEPHOTO
HAIIPaBJIeHsI, MEHs 3aBOPAXXIBA/IN OJIMKI U OLIYIIEHNE YTPA.
Ho gem 67yxe 51 IOAXOANII K JOMY, TeM CHJIbHEE OLYYIajIoCh,
9TO MOe€ OTCyTCTBI/IC 6bUIO OOJNIrMM UM BCE€ M3MEHMIOCH. s
CHOBa TIPOIIET IO OOBETIIAIBIM JIECTHUIIAM, CHOBA OKAa3a/ICst
Y CBOE€I-4y>KO0J1 BepU U Bollen B Hee. JJoma GBIV POUTENN.
OHI/I 3aHMMa/IVICb CBOMMMU e/IaMU U IIOYTU HE 0TpearMp0BaIH/[
Ha MO€ IIOsBJIEHUE. HO OHU 6bUH/[ CTapI)IMI/I, 3HAYUTE/IbHO
CTapme, YyeM Ha TOT MOMEHT. S 9TO-TO CMCKHY}I U TIOLIeNT K
3epkaiy, 4To6bl yBuaeTh cebs1. Ho st ocrascst Takoil xe Kak
ecTh — peOEHOK.

APXUTEKTYPA:

CBajka cny4aiiHa 10 cofepxaHuo u 6GecopMeHHa, HO
npefcraBsaeT coboit HeuTo uenoe. OHa 0OHeceHa 3a60pOM, HO
eIVHCTBEHHO TOTanbHAa U OesrpaHuyHa. CaHMTapHBIE MePbhI
BHECIM B Hee 3/IeMEHT KOHTPOJIS, a HaHJeMUYecKlie TeMIIbI
moTpe6IeH sl TIPEBPATMIIN €€ B OOMNK MTOBCENHEBHOCTI. JTO
6OIbIIIe HE MECTO JIETEIT, 2 HE-MeCTO, 30Ha 3a00T/IMBBIX ITPABIIT
u mecTpoit ckyku. Tam, rie Buepa 6bUIM YXOBKA U HET/IEHKA
Tenepb Hudero. HecObIBIIAsCsl yTOmMsI Mycopa M MOHTaXa
OblTa CTEPUIN30BaHA MUPOM TPUYMH U IPENTOKEHMUIL,
KOTODBIif IIOMHUT BCe Hamepeyq. VICTOpUIO MOMCKOBBIX
3aIpOCOB  MI00E3HO IPEeRoCTaBUT CMapT(OH-TIOOOBHIK,
ero rojiasi NOTEHLMATbHOCTD U HepaspbiBHAs IOBEPXHOCThb
CHUMYT OTHIEYaTKM NanblieB. [7aBHBI Tepoii BTOPO
Ba)KHOI UI'pbl — De3bIMAHHBIN — 3araflouHbll 6eCCMepTHbH71,
MOKPBITBIIT CTPAIIHBIMM IIpaMaMy. PaHee OH IIPOXWMI
MHOYXECTBO XM3HEI, HO Tellepb He IIOMHUT HY CBOETO IMEHN,
HU, KTO OH, HI YTO C HUM Ipousouuio. B ponu bespiMsanHOrO
UTPOK IyTelIecTBYeT 1o ropoxy CHUrmi, a Takxe IO pasHbIM
mupaM (IJIaHaM) B HafieX#e NPOIUTb CBET Ha TailHY,
OKPY>KaIOIIYI0 ero IpoLUIoe M HacToAllee. B mpomecce k HeMy
MIPUCOEAMHAIOTCS HECKOIbKO IEePCOHaXKel, KOTOpble YoKe
CTaJIKMBA/INCh C HUM B IPOILUIOM, ¥ Ha KOTOPBIX €T0 JeiICTBIS
OKa3a/u Kakoe-1ubo BIUSHIE.

Apmem Tepenmves 1992 e.p., KuHopexcuccep, Uccne0osameny
8U3YANLHO20

between the schizophrenic libidinality of childhood and
writing. A loss gapes where the torn edges of the Soviet and
the post-Soviet fail to meet: the unconscious dependencies of
dead parents and dead children. Letters with the same set of
words, written in advance by a dying sailor far at sea, going

up until the addressee’s death and then keeping going. Like
dry land and water, they are torn apart by foam. Tear studies
specialists might watch it form and disappear. And if building
ideological assemblages and analyzing a dead letter is not
their element, they can pan off a vanished story, a dead fish
wrapped in newspaper, or a landscape of nothing as the results
of their research. Said landscape shouldn’t be recognizable: it
should have no traces of architectural intent or be associated
with the sublime in nature. It should not be decorative,
constructed using symbols, color, or explicitly conceptual
geometry. It should not exist or be visible: if it were not for the
camera’s gaze, it should have stayed a nonexistent, invisible
landscape, a ghostly outsided space.



KID TALK:
A fairy tale is not a metaphor or an allegory: everything in it is literal. There are strange fairy
tales and tales written in kid tongues, untranslatable ones. They don’t have morals, but they do
have shapeshifting and bewitchment. Your favorite fairy tale is a self-fulfilling prophecy or an
inverted one. What book should you and I read? How will you experience violence, what will
the grid in your graph paper notebook mean, or are you going to draw instead? I'd name you
Sy’akydz, “black dog” A dog with a scorched black face and eyes. He should be at least a little
anthropomorphic to be lovable, a new baby. Should he wear diapers? Or maybe a toy wolf pelt?
Is his skin the same color as ours? Does he have skin? Never finished, hell be forgotten, never
to return, a Play-Doh child. But if you don’t empty your pockets, don't tear bread up and toss it
in the path, don't eat it before the time is right, then the past won’t perish and may even catch
up with your sleep in the right place and time. The prophecy will come true in an apophatic
wound, and the wound will open and turn inside out. The spirit of the desecrated and defiled
past will appear again, materialized in the pure bodily experience of being torn apart.

CARTOGRAPHY:

The simplified, European dualism of map vs. copy is insensitive to the dynamics of the
encounter. In mapping, as in a wound on the hand, nothing is final. Places can reopen. Post-
Soviet studies are a conversation about our childhoods and the dreams we have had. There

was one dream that haunted me as a child: I was coming out of the forest. My yard was

slightly different and lit strangely by the early light. I could tell that I had gotten there late for
something and needed to get home. I'd open the door to the stairwell, plagued by the feeling
that something was off, and climb up to my floor, sometimes climbing higher than I needed,
up to where the stairs were breaking down in parts. I could pinpoint my door exactly, but there
was always another door in its place, invisibly different from the one I was used to. Most of the
time, the door was unlocked, but there was always something unimaginably scary behind it. I
would wake up. The last time I had that dream, I was able to walk through the doorway without
waking up. There was the same morning feeling, the glare of the low sun on the trees, our gray
buildings in the distance. I walked for an inexcusably long time, from the north as I always did,
and I was spellbound by the glare and the feeling of morning. But the closer I got to home, the
more I felt that I had been gone a long time and everything had changed. Once again, I walked
up the dilapidated stairs, and once again, I found myself at the door that was mine and yet not
mine and went through it. My parents were home. They were busy with their own affairs and

ARTEM TERENT’EV
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barely acknowledged my appearance. But they were old, considerably older than they actually
were at that time. I put the pieces together and walked over to the mirror to see myself. But I
had stayed the same as I was: a kid.

ARCHITECTURE:

Dumps are formless and random in content, but they’re a kind of whole. They are fenced,

but uniquely total and limitless. Sanitary measures have introduced an element of control to
them, and pandemic rates of consumption have turned them into the new face of our everyday
life. Dumps are no longer a place for children; they are non-places, zones of kindly attentive
rules and a motley boredom. Where timeless cultural treasures and people’s life’s works

stood yesterday, now there is nothing. This unrealized utopia of trash and electronic guts has
been sterilized by a world of deals and reasons that remembers everything in advance. Your
smartphone lover will kindly provide your search history, its naked potential and seamless
surface will fingerprint you. The Nameless One, the protagonist of another important game, is
a mysterious immortal covered with terrible scars. He has lived many lives before this, but now
he can’t remember his name, or who he is, or what happened to him. As the Nameless One, the
gamer travels through the city of Sigil, as well as through different worlds (planes) in the hope
of shedding light on the mystery surrounding his past and present. He is joined along the way
by several characters who have already encountered him in the past and been influenced by his
actions in some way.

Artem Terentev (b. 1992) is a film director and visual studies researcher.

RAGAMUFFINS
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