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MogepHusatopckas naes ans [etepbypra — HeuTo Bpoae BPOXAEHHON TPABMbI: TOPOL CO3AABANCA KAK MHHOBALMS. XOTS N0 €BPONENCKON MepKe,
rPABOCTPONTENBHBIE U QPXUTEKTYPHBIE MOAXOAb, NPMMEHEHHBIE B HOBOI CTONMLE, Bbinvt ckopee yctapensimu. Kpome Toro, oxu Gbinv yTonmyHbIMK, —
TO €CTb, MO-YECTHOMY, HE HYXXHBIMM HUKOMY, KDOME OTLG-OCHOBATENS FOPOAQ.

2Ta CTPAHHGSA CMECh HOBATOPCTBA, YCTOPESOCTH U YTONM3MA MPOHU3LIBAET NMPAKTUHECKM NII0OGOE MECTHOE XYAOXKECTBEHHOE HauMHaHKe. Bo Beskom
Cnyyae, €CiM OHO KACAETCs rOPOACKOM CPea.

MogepHusaTtopckas uaest Bend 1 KypaTopos 3Toro npoekTa. Henbas xe Tak, B KoHUE KOHLOB: [leTepbypr cnbiseT kynbTypHo# cTonuuei Poccmy,
COMbIM EBPONEMCKIM FOPOAOM CTPAHI, 11 AAXE MPOCTO EBPONENHCKVM FOPOAOM — HO TO, HTO CEFOAHS 3AECh CTPOUTCS, BO3ABMIAETCS, BHIBELLMBAETCS, OT HEGOCKPE6OB 1O PEKNAMHBIN
0BbBABNEHMI, — CUMNTOMbI GONE3HM MO, HA3BAHWEM QHAXPOHU3M. [ToTeps cebs B cTopu 1 uctopun B cebe. OTCyTCTBIE YyBCTBA HOBOTO — OTCIOAA YMUNEHME NEPEL 3ABMTYLIKAMM
n duntndniowkamn. OTCyTCTBIME HyBCTBA BPEMEHHOM IMCTAHLMM — OTCIOAA BAPBOPCKOE OTHOLIEHME K MOMSATHUKAM, KOTOPLIE MK CHOCST, 1K nepectpamsaiot. OTcyTcTaume cTvns,
TAKTQ, BKYCQ, 4yBCTBA Mepb. OTCYTCTBUE OPUEHTUPOB BHYTPM U BOBHE.

[opos, CO3AaHHbIM LOPCKOM BONEN, EAMHON 1 MOYTM HEAENMMON, BO3HWKAN KOK Weaesp pauoHaniama. CerogHs, B nopy ynpasnsemoi AeMOKpaTUu, oH nprobpetaer sug
MONCOBOrO ATTPAKLUMOHA, MCEBAOKNACCUYECKOTO AUCHENNEHAQ.

MOXHO € 3THM CMMPHTBLES, KaK C BeneHuem Bpemeru. MoXHO NbiITaTbest cConpoTHaasTLCs. MOXHO MCCNEAOBATb U KOMMEHTUPOBATS.

«[lonesble NCCNENOBAHYS» — Xy[OXECTBEHHbIN NMPOEKT, B KOTOPOM U KyPATOPbI, U XYAOKHUKM MPAKTUKOBANN METOL, BKIIOYEHHOTO HABMIOAEHMS. TO €CTb BHEAPSIM B TOPOACKYIO CPedy
PA3HOOOPA3HbIE OOBEKTH 1 COBHITHS, PETUCTPHPYS CUNY COMPOTMBIIEHMS STOM Cpeas.

PeaynbTaT ccnenoBaHya TaKOM: COBPEMEHHOE MCKYCCTBO B rOPOACKON cpefe [ leTepbypra okaaanoch NPMEMIEMO — ECIIM MASIO3AMETHO. TEPMIMMO, KaK HEBUHHOE PA3BIEYEHME,
HEHOBSI34MBbIN ATTPAKLUMOH, MUumoneTHas 3abasa. W oTtopraeTtcs, eciv TpebyeT k cebe Cepbe3HOro OTHOLWEHMS, Tem BONEe, ECIM NLITAETCS YTO-TO B STON XU3HW MEHSTS.

C 60nbWMM YA0BONLCTBIEM TDAXAAHE COMAIANMCH NPUNEUs HA PACKNOAYLWKM MOA NOPTHKOM MaHEeXa 1 NocnywaTs yMMpOTBOPSIOLLYIO My3biky DHH PoceH.

Betontbie Tymbouku MNaena LLyryposa ¢ nostiieckumm HOANUCAMIM, NOYTH CIMBAIOWMECS CO CPEAOM, NPOXOXME HA JIUTEMHOM NpOCNekTe 0OXOAMNM, NOXAB NNEYaMM.

Mouwroe nonyppu ns narpuotuyeckmx necex, cobpaxHoe Brikoit MnowknHol 1 ornawasliee 6anTuickme npoCcTopsl C KPOHLITOACKOTO MASKQ, TAKXE CMBANOCH CO CPENO —
NPOEKT BOCTIPUHMMANCS KAK My3bIKANbHOE OPOPMIEHIE FOPOACKOTO NPA3AHMKA.

Co cnerka pasapaxeHHsIM NoGONLITCTBOM NyBKa IABMPOBANG MEX 30rPOAMTENbHLIX 6APLEPOB, YCTAHOBNEHHbX Tomacom Hurperom B npoxoarom asope Mywkurckoii 10.

C HeCOKpYLWMMbIM CTIOKOMCTBHEM NOCETUTENM TOProBOro LeHTpa META BOCHpUHMMAnK BUAEO PYCCKMX U CKOHAMHABCKMX XYAOXKHMKOB. XOTH paBOTH OTEMPANUCH NO NPUHLMMY «4To6
6110 HEMOXOXE HA KOMMEPHECKYIO PEKNAMY> 1 Bbinlii MOSTOMY AOBOSLHO HEMPUSTHL, CKA3ANIACH NPMBLINKA HACENEHMS NOKOPHO NOMOWATE BCE, YTO MOKA3LIBAIOT C SKPAHA.
[MpobnemHbie NPOeKTH BCTpeuant ropasno Gonee TpyAHb npuem.

Moyt wygom ocyuwlecTsunacs apamatuyeckas supeouHcTannsums Buktopa Pemmwesckoro 8 Mopckom cobope Kpowwraara, nocssiwenHas xeprsam KpoHwrtoprckoro
soccTanms 1921 rona.

C GOMbLMM HANPSXEHNEM NOCETATENM KPOHLITAATCKOTO PHIHKA BOCTIPUHMMANHN coLmonoryeckuit onpoc «Kporwraar 8 pokyce» AnHe-bputt Pare n Nynnxinsa Bake.

Tskkuit drinem Anree OnadccoH — o CTpaxe, HACKNMK U KPUMMHONBHOCTY B BOMbLIOM ropofie — 8 KHikHOM knybe «byksoene» npaktuyecku nopsepres GOMKOTY.

Xy>xe BCero 610 ¢ NOMLITKAMM «BOMBLIOTO NPOEKTA>.

Onu yBA3aNM B rylie pa3pelleHnil, PErNAMEHTOB U pPe3oniolyi. Heckonbko MPOEKTOB CKAHOMHABCKMX XYAOXHWMKOB, NErKO OCYLIECTBAEHHHX B EBPOMENCKMX FOPOAAX,
0KQ3QNMCh COBEPLUEHHO HepeanbHbimm B [letepbypre. [poekT, KOTOPLI BCE-TOKM PEWMINCL AENATb - BENUKONENHAA UHCTANISLMA GUHCKON xyaoxHmus Kaapursl KalikorHer,
Nafbs M3 PA3BEBAIOLMXCS HA BETPY Pyballek HOL 3MMHEN KAHABKOM, KOTOPOM HOANEXANO BCTYNWTh B AMANOr C MMNEPCKON apxuTekTypol [sopuosoii nnowaam, norvbna
B NPOLECCE COMACOBAHMIA.

[NaBHbI BLIBOA NOYTU AByXNETHENM nporpammsl public art: cosakme nybnvku e xenaer menstoes. CoBpemenHoe nckyccTso B [letepbypre [0 Cux NOP OCTAETCH MUKHUKOM
Ha obounke.

Mapura Kongobekas

ROADSIDE PICNICS

|deas of modernization are a kind of an inborn frauma in Petersburg: the city itself was launched as an innovation. Though, from a European point, the urban planning and architectural
approach of the new capital were rather obsolete. Also, they were utopian: never really wanted by anybody but the city’s founding father.

This strange mix of novelty, obsoleteness and utopia is inherent in almost all local art, - at least as far as it concerns the city's public space.

It was the idea of moderization, foo, that guided the curators of this project. The facts seemed unbearable: Petersburg is a city often called the cultural capital of Russia, Russia’s
most European city, or just a European city, while all that is being built, erected, displayed, exposed, from skyscrapers to commercial billboards, are symptoms of a disease called
anachronism. A loss of oneself in history and of hisfory in oneself. No sense of the new, hence an obsession for curls, volutes and other pretty thingies. No sense of time gap, hence
a barbaric attitude towards monuments and sights being either demolished or rebuilt. No style, no tact, no taste, no sense of proportion. No guiding line, either in one’s mind
or oufside.

The city created by the Emperor’s will, united and almost indivisible, was started as a masterpiece of rationalism. Nowadays, in the era of dirigible democracy, it takes on the look of
a pop enterfainment, a pseudo-classical Disneyland.

One could well reconcile with that, take it easy, as a dictate of the epoch. One could try to resist. One could research and comment.

Field Studies are an art project in which both curators and artists practiced the method of an insider’s investigation. They intervened in the city space with various objects and events,
recording the sfrength of resistance of the space.

The result of the study was as follows: inserted in Petersburg urban space, contemporary art proved appropriate if invisible or barely noticeable. Tolerated as an innocent entertainment,
a break just for fun. And rejected if it demanded a serious attitude, moreover if it attempted at changing lives.

The citizens were eager fo lie on matiresses at the steps of the Manege and listen fo Ann Rosen's relaxing music.

Pedestrians at Liteyny Prospect shrugged and passed fast by Pavel Shugurov's concrete pedestals with poetic inscriptions on them, almost totally merged in the street environment.

A robust pot-pourri of patriofic songs comprised by Vikioria llushkina and sounding from a lighthouse in Kronstadt above the Baltic shores also merged with the environment: the project
was easy fo mistake for a soundirack for a local party.

With curiosity and a bit of irritation, the viewers maneuvered between barriers placed by Thomas Nygren in the courtyard of Art Center Pushkinskaya 10.

With an indestructible tranquility, the shoppers at MEGA mall viewed videos by Russian and Nordic artists. The audience's habit of consuming all that's broadcasted on TV screens
persisted, even though the works had been specially selected “so that it is unlike TV commercials” and were largely annoying.

Problematic projects faced a much colder reception.

| was almost a miracle that the dramatic video installation by Victor Remishevsky dedicated to the victims of the 1921 Kronstadt Rebellion was finally realized in Kronstadt Naval
Cathedral.

The sociological poll Attention Kronstadt by Anne-Britt Rage and Gunnhild Bake was a stress for shoppers of Kronstadt market.

Annee Olafsson’s dreadful video about fear, violence and crime in a big city was in fact boycotted by the audience at Bookvoed book club.

It was the worst with attempts of a “big project”. They sunk in a sea of permissions, resolutions and authorities. Several projects by Nordic artists, shown with no slightest problems
in European cities, proved to be absolutely impossible to make out in Petersburg. The project intended for this program, a marvelous installation by the Finnish arfist Kaarina
Kaikkonen — a boat made of men's shirts waving in the wind above the Winter Channel, a work that was to form a dialogue with the imperial architecture of Petersburg’s Palace
Square — was buried in bureaucratic obstacles.

The main conclusion from this two-year-long public art program: the audience is unwilling to change its mind. Contemporary art is sfill @ “roadside picnic” in Saint Petersburg.

Marina Koldobskaya



NYBJIUKA NOA BONPOCOM

AHMIMIACKOE, @ 3HQYMT CeMYac 1 MexayHapOaHoe BbipaxeHue «public art» Ha pycckuii a3bik He Tak yx nerko nepesecty. «[lyGandHoe uckyccTeo»2
Ho co croom «nyBamdHOCTb» B HaLIEM POIAHOM S3bIKE CBA3GHB COBCEM HEXENATeNbHble KOHHOTATH. CTApoe NATUHCKOE CIOBO, YBbI, MOANOPTHANO
csowo penytaumno. «ObLLecTBEHHOE WCKyCCTBO»2 — 1 3pech He u3bexaTs sonpoca «I1o kak? ObuwectsenHo 3Hauumoe?> Cpasy sbinesaet
coupanbHblit koHTekcT. «OBLecTBO» B PyCCKOM A3bike NOKPHIBAET HECKONLKO APYrHe CMbicnossie nons, yem «publics. Ecav g 18-19 ss. brbnnoteku
CMOKOMHO HA3bIBANM «MYBIMYHEIMUY, TO CERYAC 3TO CNIOBO CTHIANMBO MPSHYT 30 POCCUICKAS HALMOHAIBHAS» UM «LEHTPANbHAS FOPOACKAS.

C uyem 3710 cBs3aHO? He ¢ Yem MHBIM KOK C HEBMAVMBIM M3MeHeHem cTaTyca nybauku. Kakas ny6nmka kak roBopuTcsi, Takas v nyGamMyHoCTe.
«MyBnvika» pacTeoprnack B «roCy[OPCTBE», «OBLIECTBE» — OHA MPOCTO... pacteopynack. Ecnn cnoso «nyGnmkas (Hanpumep, & oipaxermn «Hy 1 nyGnka Tyt cobpanacs!») crano
PYraTefbHbIM, TO HE 3HAK IV 3TO TOTO, HTO 1 COMA «MyBOKOYBAXAemas nybnrKka» TPAHCHOPMUPOBANACS 4O HEY3HABOEMOCTUE HO MMEHHO K HEW UK K TOMY, YTO OT Hee OCTANOCH
annenupyoT xynoxHiiku 8 npoexTe «[lonessie nccnenosanms». O COBCTBEHHO U UCCNIEMYIOT BOMPOC — 3AIMYyCKAsh 30HAb, NPUKNGALIBAS K TPYHTY CENCMOrpadsl — NALUMEHT CKOpee
XVIB, MW NALMEHT CKopee MepTa?

Ho ¢ cammum public art Toxe HyxHo ele pasobpartscs. «/ckyccTBo B 06WECTBEHHLIX NPOCTPAHCTBAX» BHBAET ABOKKOrO POAQ.

HepBbM — 3TO KOHUEeNTyanbHOe MCKYCCTBO, KOTOPOE HE MOXET CYLLECTBOBATL B ranepee, mysee, B NaBMIbOHE HA 6uenHane 1 s NPOYNX UHCTUTYANNUIMPOBAHHBIX APT NPOCTPAHCTBAX.
|_|y6ﬂM‘-lHOCTb TAKMX pO6OT — 3TO X BOAA, BO3AYX, €CTeCTBEHHAA CTUXNA obuTaHms. BeiHb 1x 13 3ToM cpefpl M OCTAHETCA OAHA NULLb OKYMEHTALMA cobbiThS. O,DHO 0eno NoMecCT1Tb
CTATHIO XYAOXHMKA, CUMYNTMPYIOLLYIO CEPbE3HOE HAYYHOE U3LICKAHWE B XXYPHAI - COBCEM APYroe, NOBECUTL €€ MNoj, CTEKNIOM Ha 6enoi CTeHe BLICTABOYHOTO NPOCTPAHCTBA.

B otnumume ot nepsoro unaa nybnnyHOCTM MyGAMYHOCTS BULG BTOPOTO — CKOPEE SKCMEPUMEHT, BbI3OB /1S CAMOTO XyOXHMKA, O HE <[5 YENOBEKA C YNLb». XYAOKHUK NPOBEPSET,
HOCKOSBKO XMBYYEN OKAXeTCsi ero paboTa, ecnn BhIHECTU ee 34 Npefdensl 6e30MaCHON ranepen, NoCeTUTEN KOTOPOK, CKOPee BCErO WK KypPATOPS, Ui APYI1e XyHAOXHUKH,
WNK KONNEKLMOHEPS!, MW [PY3bs XYAOXHUKA, TO €CTb SIOAN TOTOBIE YECTHO MOCBATUTL MO HYACA CBOEH XMU3HM PASMAALBAHMIO M 06CyxaeHHio paboTs. Bee coBcem no-gpyromy
B OOLLECTBEHHOM NPOCTPAHCTBE! HA YIMLE MM B MAFA3MHE. DTO SKCNEPUMEHT U3 CEPUM — 3AMETHT UK HE 3AMETAT. DTO UrPa C NPOXOXMMI B NPSTKM B NOAAasku. B Hee ocoberHo
NIOBST UTPATb MEANA XYAOXHMKM — MO TEXHUYECKMM NPUYMHAM. MIHcTannsumm, dpoTorpadun, Buaeo Gonee npucnocobneHsl K BEXMBAHMIO B «OBLIECTBEHHOM CPeae», Yem, HaNPUMEP,
pucyHok. [Nponaraxaa v peknama — GoTorpadui, NNAKATs, BUASO HA SKPAHAX — YXe [IABHO BPE3AIOTCH OCTPLIM HOXOM B MATKME MO3M MPOXOXMX. XYAOXHUKM MAYT NO Mx Creqy.

B cnyuae npoekta «[lonessie 1ccnenosanms» skcnepumeHT Gbin HeoaHO3HAYHBIM. CKOHAMHABCKUE XyAOXHMKM JOMXKHL ObM BCTPETUTLCA C POCCUIACKON NyBankoi. 3apaHee um
HYXHO BbINO NOHSITh, NPedyrafaTs HenssecTHoe. Kak kypatopy MHe Gbino MHTEPECHO BNEpBbiE PEANM30BAT: NPOEKTH B IAHHOM HANPABNEHMA. A kak Mccnenosarenio — HabnoaaTs
30 TeMm, TAe 3pUTENM OKA3LIBANMCH Bonee NOAATIMBLIMM, FAE YAGBANOCh WX 3QLENUTL, O FA€ OHWM OCTABAMMCH PABHOAYWHbIMA. Dydyun cpeaHnm 3seHom mexay ny6mvkoin u
XYHOXHWKOM, CKOPEE COEIMHSIOLIMM, YEM AMKTYIOLMM CBOM NPABMAA, s HOBNIOAANA 1 30 XYAOXHMKAMM — UX XENGHUEM UM HE XENaHUem paboTaTs ¢ nyOnrkom, YMeHMeM unm
MPVMHUMNMONBHBIM OTKA3OM WATU HO Komnpommcce. W s nocTosHHO 3anasana cebe BOMPOC — MPUMEHMMA W K aHpy public art kypaTopckast makeuma: «xy[oXHIK BCEraa npae»?
Yo Takoe B COBPEMEHHOM UCKYCCTBE, PAboTaloWEM C NyBIUKOM, «BONS» XYAOXHMKA, HOCKOMBKO BAXHO Er0 «COMOBLIPAXEHNE»?@ Bonpocsl COBCEM HE NPA3AHbIE, YHUTHIBAS TO, Y4TO
COBPEMEHHBIX XYAOXHUKOB YXe [GBHO CTVMYMIMPYIOT y4ACTBOBATS B PA3HLIX KPEATUBHBIX COLMANbHLIX MPOEKTaX (Hanpumep, B ronnaxackoit opranmsaun Waag Society). [oTos
M XYHOXHMK CTQTb «COLMASbHBIM MHKEHEPOM»@ HyXHO MK 3aWMLLATE TPAAMLMOHHYIO GBTOHOMMIO TBOPLA B HOBBIX YCIIOBMSX, MW [OMXHb MPOMU3ONTH UBMEHEHMS, KOTOPbIE TAKME
npoekTsl Kak «[lonessie MCCNenoBaHMs» NLITAIOTCS BLISBUTL AEAOBCKMM CNOCOBOM «POB, OLIMOOK U CIIYHANHOTO BE3EHMS»2

AnHa XapbkuHa

PUBLIC IN QUESTION

What is public, and what does it mean for art to be public? If the very word “public” has become problematic, does that mean that the public itself has radically changed? Problematic
nature of public art is connected with an invisible shift in the status of public. “Public” has dissolved in “state”, in “society”, or just dissolved. And yet, the public — or what was left from
it —is what artists address in the project Filed Studies. That is the problem they study — launching probes, pressing seismographers to the ground — is the patient dead or alive?

Public art can be of two different kinds. The first is conceptual art that can not exist in a gallery, museum or other instituional art spaces. Public nature of such works is their air, water,
natural environment. Subtract this environment, and there will be nothing left but documentation. An arfist's article simulating a fundamental scientific research published in @ journal is
something quite different from the same article hanging in a frame on a white wall in a gallery.

On the other hand, there is other public art whose publicity is a challenge for the arfist rather than the viewer. The artist tests his work: will it survive if placed outside the safe gallery space
where the audience consists of artists, curators, collectors and art lovers who are always ready fo spend half an hour of their lives viewing and discussing the artwork. Public space,
a street or store, is completely different. It is an experiment of being noticed or not, playing hide-and-seek with the people around. For technical reasons, media arfists are especially
fond of such play. Installations, photographs, video are better suited to survive in public space than, say, graphics. Propaganda and commercial art — photographs, posters, video - are
used every day as sharp knives stabbing the soft brains of the “wide audience”. Arfists follow their way.

In Field Studies, the experiment was controversial. Nordic artists were to meet Russian audience. They had fo pre-think, to foresee the unfamiliar public. As a curator, | was excited to
work on such project, that was my first experience of curating public art. As a researcher, | was equally excited to evaluate the points at which the audience suddenly tumed submissive,
or started to react, or remained indifferent. Being a mediator between the arfists and the audiences, rather connecting than seffing some rules, | also watched the artists: their desire
or unwillingness to work with the public, ability or straightforward refusal to compromise. And | was constantly asking myself a question: is the curatorial maxim, “Artist is always right”,
applicable to public arte What is “artist's will” in this specific case, and to what extent is “self-expression” important? These are not idle questions: note that artists are often stimulated
to participate in various social projects (e.g. in Dufch organization Waag Society). Are artists ready to become “social engineers”2 Should we defend the tradifional autonomy of
a creative individual in the new situation, or should we let changes occur which projects like Field Studies will uncover using the old method of trial, error and lucky chance?

Anna Kharkina



B Hens namatu Kpowwraarekoro socctanms 1921 roga (17 mapta 2006) cneunansHo M3roToeneHHbIe XyaoxHkom Brukropom Pemuiuesckim mynsTrmeauiiHsie 4acs B TeueHie 4aca
otcumnteiBany Ha dacage Mopckoro cobopa peanstoe «KpoHwraarckoe spems». Hacs 06pasosarsl Gurypamu niofer, kotopele uepTsT uudpsl dakenamu s neizaxe Purckoro
3QIMBA, MX ABUKEHMS 3ACHSTH HA BUAEO W CNIPOELMPOBAHS HO dacag cobopa. DTO MOMLITKA XyAOXKHUKA YBEKOBEUMTL NAMsTb normbwmx Ha Kpowwraarckom neay 8 mapte 21 roga
CIYXUT CBOETO POAA 3AMEHUTENEM NAMSTHUKA XEPTBAM BOCCTAHMS, 3ASIBNIEHHOTO, HO TOK IO CWX MOP W He cosganHoro s KpoHwragre.

3ByKOBOL;1 pag ong 3Toro npoekTa 6bin CneunanbHO CO3AAH KOMMNO3NUTOPOM AaneeM MGKOpOBb\M C MCNOJb30BAHMEM APXMUBHbIX 3anuncen COBETCKOro BPEMEHN (peweﬂ TpOLLKOFO,
peBOJ’I}OLLVIOHHb\X TMMHOB, BOEHHbIX N\C]pLUelZ 4 ﬂp)

Victor Remishevsky's multimedia clock was ticking the actual “Kronstadt time” at the fagade of Kronstadt Naval Cathedral for an hour on 17 March 2006: the anniversary of the
Kronstadt rebellion (1921). The clock was formed by figures of people drawing numbers with torches against the background of the Finnish Gulf. The artist made a video of the
living numbers” and projected it on the cathedral fagade. With this work, Victor Remishevsky was trying to commemorate all those who died in Kronstadt rebellion in March 1921:
it may be understood as a subsfitute for a memorial to the rebels (local administration planned to erect a monument in Kronstadt but it never came to exist)

The soundrack for this project was specially composed by Andrey Makarov. The composer included sound recordings for the Soviet era for the soundirack: revolutionary songs,
military marches, Trofsky's speeches, etc

KpoHwraprcknii Mopckoit cobop | Kronstadt Naval Cathedral



Buktopua UniowkuHa (Poccus). MecHb MasKa. 21 uions 2006

Viktoria llyushkina (Russia). Song Of the Lighthouse. 21 July, 2006

Buiktopus MiniowkiHa — monopas netepOyprekas XyAoKHULA, Ybe UMS GCCOLMMPYETCS B NEPBYIO OYepeds C OXMBIEHeM namsTHKos” . "Dupmenbiit cTis” MniowkuHoit — 1o
oxueLune namsTHUkK. Eie Byayun cryaeHTkom MHctutyTa ProArte, oHa caenana tporatensHyio ayamomnHcTanasumio 8 Mysee ApTinnepum: ee CTOPAHSIMK BLICTABNEHHBIN BO ABOPE
My3€si OTPOMHBIF TAHK MeN BOEHHbIE NECHM, CTABLUME POAHBIMIA ANs Lenoro nokonewus poccusH. B Kpowwraare MniowknHa “ossyumnsaet” mask Ha 6epery Purckoro sanusa.
Bricokas Genast Galuksi C NAOMNOYKON HOBEPXY OXMBAET U HAUUHOET NETh NECHM, CTABLUME GONbKNOpoM pycckoro pnota (KpoHwTaar — uenrkom $notckuit ropog, masHas 6a3a
BM® Poccim, 3necs “nom” BoeHHbix kopabrei u NoABOAHbIX TOAOK, 3AECh KPYMIbi FOA XMBYT 1 paBOTAIOT MATPOCH, MOpCKMe oduuepsl 1 Gyaylume mopsikv). Mask noet mopckue
MECHM O MOABMIAX, O AONTE U O MOGBM B UCTIONHEHMM Myxckoro xopa A. B. Anekcannposa u xopa vm. YIIGKOBA, M OPKECTPOBLIE MPOV3BEAEHIS (BONLCH, MOMYNSPHLIE COBETCKME
nechu). DoHorpammy nepebUBAIOT 3BYKM ABMFATENS NOABOAHOM NOAKM, 3BOH KOPAGENLHOM PhIHAH, KPUKM YCEK, Wym MOpPS. B MHCTAnNALMM MCONb30BQHb ABC BAPMAHTA NECHM O
3HaMeHUTOM nogsure Kpevicepa «Bapsr — «[newwyT xonoaHsie BonHb» 1 «Bpary He caaetcs Haw ropasit «Bapsar, «lechs o rbenn Creperyiiero», o Takke GPArMEHTs 3HAMEHMTbIX
BaNbCOB: «AMypckue BonHb, «Ha conkax Maruxypums, «Hag sonamu», «[yHaiickie Bonkbl», < pPyCTHbIA CTAPMHHBIA BANLCS.

HPOSKT MniowkmnHoni NOCBALLEH NAMATM MOPAKOB, OTAABLUMX XU3Hb 3C POJZI,VIH\/. Ha NnoAxXoAe K MAdKy Ha 3emiie nexar 6ec1<o3b\p><w, KAK NaMATL O repodx.

Viktoria Ilyushkina is a young artist from Saint Pefersburg whose work is mainly associated with “animated monuments”. Monuments brought to life are Ilyushkina’s trademark. While
studying at Institute Pro Arte, she has created a touching audio installation at local Museum of Artillery: she made a huge tank exhibited af the museum yard sing Russian songs from
the fimes of World War Il, the songs that embodied patriotism of a whole generation of Russians. In Kronstadt, llyushkina “animates” a lighthouse at the shore of the Finnish Gulf. A tall
white tower with a lamp at the top comes alive and starts singing songs that form the folklore of the Russian Navy (Kronstadt is an entirely naval town, the main Russian naval base,
a home for military ships and submarines; marines and marine officers live and work here at all seasons). The lighthouse sings about wars and heroes, about duty, glory and love, as
well as waltzes and popular songs from the Soviet era. The music is mixed with sounds of sea, noise of a submarine engine, ship bell tolling, seagulls’ screams. The artist employed
two versions of the famous song about the heroic death of the crew of Varyag marine cruiser: “Cold Waves Splash” and “Our Proud Varyag Won't Surrender”, as well as “The Song
Of the Death Of Stereguschiy” and fragments from the popular waltzes: “The Waves Of Amur”, “On the Hills Of Manchuria”, “Above the Waves”, “The Danube Waves”, “A Sad
Old Waliz".

llyushkina's project was dedicated to the memory ff the marines who died at wars for their nafive land. She has put sailor’s caps on the ground af the path leading to the lighthouse,
in memory of the heroes.

Masik Ha Yerb-Poratke, Kporwraar | Ust Rogatka Lighthouse, Kronstadt



"33+1" - 310 aBTOPCKMI NPOEKT NeTepbyprekoro xynoxHiika Maena LLyryposa, mrummukpupyiowmii noa rpynnosyio ssictasky. LLyrypos npraymeiBaeT Tpuauats Tpex xyaokHUKOB,
MULIET A5 KAXKAOTO TBOPHECKYIO GUOTrpadMIo, CO3AAET NPOU3BEAEHMS M TDOEKTLL... O B HOLIEM Cly4ae — 1 matepuanuayeT ux. B Metepbypre 33 yuacTHrka npoekTa - He BbiAyMaHHbIE
NEePCOHAXM, O PEAsbHLIE MONOAbIE NIOAN.

B npoexre “3necs 6uin Bacs” ce Tpuanats Tpu xyaoxHuka nnoc metaxyaoxHuk LLyrypos otmetunucs Ha Jnteiinom npocnexre, B camom LeHTpe [Netepbypra — nprmepHo yepes
kaxasie 100 meTpos pasmecTny GeTOHHbIE TyMEbl, HO KOKOH M3 KOTOPbIX GbM HAMMCAHS MMS XYAOXHWKA M HO3BAHWE ero paboTs. OGHOBPEMEHHO 1 CaM XyQOXECTBEHHbI
XECT, 11 — OT 3TON ACCOLMALMM HEBOBMOXHO M3BABUTLCA — HAATPOBHLI NAMATHUK XyLOXKECTBEHHOMY YCUIMIO, 1 NPOCTO NAMATHMK MY, U NOMLITKA CAUTLCS € TKAHBIO FOPOAC, BELb
GETOH — 3TO MAOTb COBPEMEHHOIO FOPOAA, MABHBIA 1 COMBIV AEMOKPATHUHBIA CTPOUTENbHBIN MATEPUAI.

Cam Lyrypos rosoput o npoekte: “Bce yuacthnku coobluectsa & pasHoe spems Guinn 8 Carkt-MNetepbypre. M tak cnyumnocs, 4to nmerHo Ha JluteitHom npocnekTe kaxasii 13
HOC NEepEeXMBON KaKMe-To BaxHble Ans cebs oLLylienus, YyBcTsa... [Ipoektom «3peck Gbin Bacs» mbl noctasmnm nepea cobor 30Aady BCMOMHUTb STV NEPEXUBAHMS, AOTb VM MM
M «30PUMKCMPOBATL UX B UCKYCCTBE, TO €CTb BHATHO M MHTEPECHO PACCKA3ATL O CBOEM «COKPOBEHHOM> OKPYXGIOLLMM NIOASM...

Yro moxeT EbiTb npoLye? Hituero He uasimas u He AO6ABAAR, KPOME TABNUKM C OPUTMHAbHBIM HO3BAHMEM U3EPAHHOTO MOTUBA Ha JTMTEHOM NPOCNEKTE 1 CBOETO MMEHM, OOBSBHTL
3TO MECTO HCKYCCTBOM. HT0 MoxeT BbiTs coxHee? Baats Ha cebs npaBo «HA38aTE» CaMyIO AOPOryI0 TeBe HOCTb FOPOAA, NOANUCATLCS CBOMM UMEHEM, U GbiTb OTBETCTBEHHBIM 30 TO,
KOKyIO PEaKLMIO BEI30BET 3TO HO3BAHME Y MHOXECTBA TBOVIX 3pUTENElt — NPOXOXVX Ha npocnekTe.”

33+1, initiated by Petersburg artist Pavel Shugurov, is an art project that mimics a group exhibition. Shugurov invents thirty-three artists, writes a CV for each artists, makes their works
and projects - and, in this case, brings them to reality. In Petersburg the 33 participants were real young people, not imaginary characters.

In the project Vasya Was Here, all the thirty-three arfists and Shugurov as the meta artist made out af Liteyny Prospect in downtown Petersburg: at each hundred meters of the prospect,
they placed concrete pedestals. On each pedestal, the name of the arfist and fitle of his work were written. These were art statements, but at the same time (a resemblance one can't
get rid ofl) gravestones for art statements, as well their monuments and as well as attempts to merge with the city, concrete being the flesh of a modern city, the main and the most
democratic building material.

Shugurov says about his project: “All of the participants have been in Saint Petersburg, different times. Oddly enough, it was at Liteyny Prospect that each of us had some important
personal experience, some events or feelings. In the project Vasya Was Here, we aimed to re-create those experiences, to give them names and to “fix" them in art, that is, fo tell
the people a consistent and interesfing story about our personal experiences.

What could be simpler? Never subtracting or adding anything but a plate with the original name of the chosen story af Liteyny Prospect and the artist's own name, we declare that
place to be a piece of art. What could be more difficult? Taking on the right to “name” the part of the city you love the best, signing it with one’s own name, and being responsible for
the way your numerous viewers, the passers-by, will react af that name.”

BEMIE

AL

Cankr-Metep6ypr, Jiuteiinbiii npocnekt | Saint Petersburg, Liteyny Prospect



Jlapc Appennyc (LBeuus). “Ynuua”. 2 - 8 okta6pa 2006

| .

Jlapc AppeHruyc — M3secTHbIN WBEACKMI XyaoXHHK. B caomx pabotax (rpaduyeckmx MHCTaNASUMSX U aHUMaumsx] Apperuryc MCnonbayeT MMKTOrPaMMEI M YHWUBEPCASbHBIE CUMBOS,
C KOTOPBIMU KXV 13 HOC EXEAHEBHO CTANKMBAETCS — 3TO YEMOBEUKU, MALIMHKN U POUME CTUIM3OBAHHBIE GUIYPKM, KOTOPHIE Mbl BUAMM HA JOPOXHBIX 3HAKAX, YKA3ATENSIX, MKOHKAX
KOMMBIOTEPA 1 BCEX NPOYMX 0OE3NMUeHHbIX OBPALLEHAX, KOTOPbIE AOMKEH NOHATS MO0 rPAXAAHWH, AaXe HerpamoTHbt. Y AppeHnyca “denosek 6es csolicTs” — waraiowmii
yenoseyek U3 cBETOGOPA — XMBET CBOEH XM3HBIO! POXACETCS, PACTET, NOCTYNAET HA PABOTY, E3MMT B OTNYCK, BNIOONAETCS W KEHUTCS, POXAET AETEN, M3MEHSET XeHe, NonyYaeT
nossilwerme no cnyx6be, Goneer, ctapeet, ymrpaer... B sugeo “Ynnua” asTop nokassiBaeT Lensii M p TAKMX YENOBEYKOB — YAUYHBIX TPOXOXMX, OPUCHBIX POBOTHUKOB, NoceTUTenel
KOHTOP, NAUMEHTOB GOMbHUL. BE3NUKMIA MUP BUHTUKOB rOCYAAPCTBEHHOMN CHCTEMBI. XPYNKMIA MUP “ManeHbKoro yenoseka'”.

Pa6ota «fonoca 3emnn-2006» Gbina suinonHera cneumansHo ans npoekta «labavk Apr. [Nonessie vccnenosarss. Punsm pacckasbiBaeT MCTOpyio TBOPEHHS, KOTOPAs HaYMHAETCS
C poxaenus 3emnu, Kak ByATO YBUAEHHOMO HO 3KPAHE POAAPA HECKOMLKO MUAMIMAPAOB NET HO3GA. Benen 30 atmochepoi Ha niaHeTe MosBASETCs XW3Hb, BO3HMKAET U PACTET
lopop. Conoctasngs Makpo- U MUKPOCTPYKTYpsl, Jlapc Apperunyc ynopobaset passutie LyBUAM3aLMN POCTY OPFraHUMYECKON MATEPMM, NPEACTABASS NIAHUPOBKY FOPOAA NOXOXel
HQ CTPYKTYPY NPOCTEMLIMX MHOTOKIETOYHbIX.

Mpoobpasom [opoaa & 31oit pabote nocnyxun Carkr-lNetepbypr. On npeacTasneH 3gech Kak XMBOM OPraHM3M, CO3AAHHLIN BONEBBM ycuivem [letpa Ha nyctom mecre,
OTPA3MBLLMI B CBOEM OBNMKE CMEHY PA3NWuHbIX 3MOX — OT NpoceeLlerHoro abcomotama XV seka 4o mMobansHOro KOHCHIOMEPHM3MA HALLVX AHEM.

Lars Arrhenius is a well-known Swedish arfist. In his works (graphic installations and animations) Arrhenius employs pictograms and universal symbols which we all face every day:
stenciled figures of people, cars and other stuff we can see in road signs, direction plagues, computer icons, and all other impersonal information that must be clear to any person, even
those who can't read. Arrhenius” “Man Without Qualities” — the walking man from traffic lights, - lives a life: we see his birth, then he grows, studies, gets a job, goes for vacations, falls
in love, gets married, gets babies born, commits adulteries, gets promoted at work, falls ill, gets older, and dies... In Street, Arthenius displays a whole world of such stenciled humans:
street walkers, office workers, bureau clients, hospital patients. An impersonal world of small screws in the state system. A fragile world of ordinary people.

Project Murmurs Of The Earth 2006 was made specially for Field Studies. It is a film showing the story of Creation starting with the birth of the Earth billions years ago, shown as if on
the screen of a radar. After the completion of atmosphere life appears on the planet, the cities start and grow. By combining macro- and microstructures, Lars Arthenius assimilates
the deve\opmem of civilizations with the grth of organic matter, representing city p\onmmg as similar to the structure of primitive metazoa.

It was Saint Petersburg that the artist chose as a prototype for the City shown in his film. It is represented as a living organism, that was brought to life by Peter the Great's will and effort
its look and style reflecting reflected the succession of different epochs: from enlightened absolutism of the 18th century to today's global consumerism.

Kumxwbiit kny6 “Byksoes Ha Boccranms” | Book club Bookvoed Na Vosstania



Aute-bput Pare u l'yHHxunb/ bake (Hopserus). KpoHwTaar B thokyce. 25 Hos6ps 2006

Anne-Brit Rage and Gunnhild Bakke (Norway). Attention Kronstadt. 25 November, 2006

Hopsexckuit gyt Anre-bput Pare u l'ynrxunsa bake npuexani 8 Kpowraar - ropogok nog [etepbyprom, ManeHbkui v HENPUMETHBIN, HO CO CAOXHON UCTOPUEN — BOOPYXEHHbIE
MUKPOGOHOM 1 BIMAEOKAMEPOI. XyAoXHHLE x0oannn no KpoHWTaaTy 1 304aBany BCTPEUHbIM OAKH 1 TOT xe sonpoc: “Yro sul sHaete o Kporwraare? Yro Bol 0 Hem aymaete? C yem
CBA3QHO Yy BAC HA3BAHMe 3Toro ropoaa?’ Te xe Bonpock oW 3aaasany npoxoxum Ha yamuax Cankt-Metepbypra u Ocno.

[Monyuuncs Gpunbm, BECb COCTOSMI 13 GECKOHEUHOM Yepebl ML, PECIOHAEHTE XYAOXHML — MyXUUHbI 1 KEHLLMHE, MOMOABIE 1 CTAPLIE, OBPA3OBAHHBIE 1 MPOCTHIE; KTO-TO BMEPBLE
cnbiwmT Hassarre “KporwTtaatr”, kto-To crsiwan o KpoHLwTaaTe kak 0 BoeHHO-MopcKoit 6ase, KTo-To BcnomuHaeT KpoHWTaaTckuii mstes, kTo-To — castoro Moarna Kporwraarckoro.
Kro-to Guisan B KpoHLtaaTe, KTo-TO TONbKO YKATAN O HEM, KTO-TO, HAOB0POT, 3aeck xmBeT. KTo-To BAPYT HOYMHAET NOAPOBHO, C NEPEUMCIEHEM TOUHBIX AT, PACCKA3LIBATS MCTOPHIO
3TOro ropoaa-kpenocTu Ha octpose B Purckom sanuee banTuickoro mops, KOMy-To BOBCE HANAEBATS.

MpuknaarHas couronorus, KOTopo 3ammaiotcs 8 csoem npoekte Awre-bput Pare u lywmxunbn bake, cocpemotounnace He Ha TeopeTMyeckom BOMpoce Wiv GoMbLIOM
CTATUCTMYECKON BHOGOPKE, G HA NPeAMeTe, O KOTOPOM €3 HYX MHOMVE U He y3HanM Obl — Ha HeGonblom mopckom ropoge nog [letepbyprom. S1a HeobasaTensHOCTL BHGOPA,
570 U3BHITOYHOE, KA3ANOCh Obl, BHUMOHME K HEB3PAYHOMY OCTPOBKY Ha bantuke u aenaiot "KpoHWTaar B $okyce” He CouMonorueckim 1CCneqoBaHMem, O MPOU3BEAEHMEM
vekycetsa. Orn xe poxaaioT addekT nopmniHocTy: KpoHWTAAT NPeAcTaeT He NPOCTO TOYKOM HA KAPTe, HO MPEAMETOM MBICIW, OMBITA U OYEHb NEPCOHABHOTO 3HAHMS AECATKOB
niofer — nepeceyemem cyneb ofHux, 06bEKTOM GAHTA3MM APYIUX, MYCTHIM MECTOM ANIA TOETHMX.

Armed with a camcorder and mike, the Norwegian duet Anne-Britt Rage and Gunnhild Bakke came in Kronstadt, an island town near Saint Petersburg, small and modest but with
a remarkable and complex history. The artists walked Kronsfadt and asked the citizens: “What do you know about Kronstadte What do you think about ite What doest its name
associate withe” They also asked these questions in the streets of Saint Petersburg and Oslo.

The poll resulted in a video which represents a seemingly endless succession of faces. The respondents were men and women, young and old, educated and simple, some of them
never heard the name of Kronstadt, some knew it as a naval base, some could recall the Kronstadt rebellion, some mentioned Saint John of Kronstadt, the Russian Orthodox church
saint. Some have been in Kronstadt, some have only read something about the town, some lived their entire lives in it. Some suddenly started to tell a detailed story of that forfress city,
listing precise dates.

An applied sociology developed by Anne-Brit Rage and Gunnhild Bakke in their project was not focused at a theoretical question or a large scope of respondents but on something
that you could have never known otherwise: a small naval town in Petersburg. This optional choice, this seemingly excessive inferest towards that unremarkable island in the Baltic Sea,
make Attention Kronstadt a work of arf, not a sociological research. They also give rise to an effect of authenticity: Kronstadt appears not as a dof on a map, but an object of thought,
experience, and a very personal knowledge of scores of people: a destiny for some, an object of fantasy for others, a blind spot for the rest.

Kponwragar, ropoackoii puitok | Kronstadt, central market

[G,]



Tomac Hurpen (LLBeuws). U3Menan asuxienue. 16 — 17 pekabps 2006

Thomas Nygren (Sweden). Rearranged Movement. 16 — 17 December 2006

Llsenckuin xynoxHuk Tomac Hurpen uccnenyer 83aMMOCES3b NCUXONOTMHECKOTO BOCMIPUATUS ABUXEHMS U PEANBHOTO NepemelleHits B NpocTpaHcTse. [1poxoas ofHOM 1 Tol xe
AOPOrOW KAXAbIA AEHb, Mbl 06bIYHO BEGMPAEM CaMBIN KOPOTKMI MyTb. Ho 4TO Mbl NpKt 3TOM TEpsiem?

O ceoem npoekte Tomac Hurper nuwert: «ExegHesHo otnpasnsscs 13 Touku A 8 Touky B, niogn He Tonbko nepemellaioTcs B GU3NYECKOM NPOCTPAHCTBE, HO W COBEPLLAIOT
nyTelecTame B CBOEM CO3HaHMK. [laxe npocTo coBepwias nporysiky, Msl He CBOGOAHSI. B roposie 3HakM NoackasLBaioT, Kyaa MATM 1 KOK OPTOHM3OBATb CBOE ABMKEHME NO OTHOLEHMIO
K ApyrUm. Mbl HOTPEHUPOBAUM CBOE YYBCTBO KOOPAMHALMM, YTOBH COOTBETCTBOBAT TPEGOBAHMSM rOPOAA. Mbl XOTVM NPUCMOCOBUTLCA K HALLIEMY OKPYXEHMIO, HANTU ONTUMANBHYIO
popory. Tem He MeHee, Mbl TAKXE HOAEEMCH COXPAHUTL YyBCTBO CBOOOMB UHOMBMAYANLHOMO BHGOPA HAMPABEHMS [ABVXEHUS B TOPOLE M KM3HM.

OpHako ABMXEHUE OTHMMAET BPEMS M CHMlbl, M MOSTOMY Mbl YaLLE BCErO BHIOMPAEM KpaTyaiillee paccTosiHie MeXOy ABYMS TOUKamu. Ho Kpatyaiwmi nyTe — He BCEraa Cambiit
MHTEPECHBIN, NErKMA U NPUATHBIA...»

B Metepbypre Hurpen "namensn neuxerne” B AOBONLHO 3QMYTAHHOM, W OTTOTO NULLB ele Gonee MHTEPECHOM MPOCTPAHCTBE APT-LEHTPA “HyLIJKMHCKCIﬂ 10" - camoro 3HameHuToro
B POCCMM xy,uoxecmeHHoro CKBOTQ, HblHE npespomsmerocq B O(bVlU,MOJ'IbHO !'IpMG}HC]HHbIl;\ X\/ﬂOXGCTBeHHbIﬁ U,eHTp. Xyﬂ,O)KeCTBeHHb\e Te4YyeHUa 1 NoKOoNeHUs OprJ],eﬂTeJ'lelZ Ha
Mywkurckor 10 Tak e nepenyTaHsl U nepenneTeHsl, KaK NPOXOAHbIE ABOPL, B KOTOPLIX Oe3 KAPT Nerko notepsitecs. BuicTpoeHHsie HiurpeHom BOpoXkm 1 30NpeTHbIe 30HI
OTPAXAIOT CIIOXKHYIO KyTbTYPHYIO TOMOrpadmio 1 3Toro 3Hakosoro ang [letepbypra mecta, v Nio6oro CoBPEMEHHOTO rOPOAa.

Swedish artist Thomas Nygren investigates the connection between psychological perception of movement and real movement in space. Walking the same road every day, we tend
fo choose the shortest way. But by doing that, what do we lose?

Thomas Nygren writes: “Every day, setting off from point A to point B, people do not only relocate themselves in physical space but also make a travel in their minds. Even on a simple
stroll we are not free. In a city there are signs that tell you where to go and how to organize your movement in relation to others. We train our sense of coordination to comp\y to
demands of the city. We want to get accustomed to our urban environment, fo find the optimal way. Nevertheless, we hope also to keep the freedom to individually choose our
direction to move in this city and in this life.

However, movement takes time and effort, so most often we choose the shortest way between two points. But the shortest way is not necessarily the easiest, the most interesting or the
most pleasant one.”

In Petersburg, Nygren “changed movement” in the rather infricate but interesting space of Art Center Pushkinskaya 10: once Russia’s most famous squat populated by artists and
musicians, now an officially acknowledged art center. Art trends and generations at Pushkinskaya 10 are as tangle and infricate as local courtyards in which one can easily get lost
without a map. Roads, paths and prohibited areas built up by Nygren reflect the complex cultural topography both of this place, so significant for Petersburg, and of any modern city.

Jlurosckuit npocnekt u asop Apt-uentpa “Mywkunckas, 10” | Ligovsky Prospect and the yard of Art Center Pushkinskaya 10



AHHee Onodhccon (LLiBewus). lypHoii rnas. 9 uioHs 2007

Annee Olofsson (Sweden). Evil Eye. 9 June 2007

Lsenckas xynoxHuua Arnxee Onodecon xumset 8 CTokronsme 1 npenoaaeT 8 Koponesckoit Akaaemuu MckyccTs, MONYTHO BHCTABASSCH NO Bcemy mipy. Buaeo pabota «[yproit
rmas» («Evil Eye») 6eina cosnama 8 Heio-Mopke.

B kagpe Mbl BUAVM TOMKO IMLO XYAOXHWLS — OHQ NEXUT B CBOEH MOCTENM, rOoBA HA M3MATON NOAyLUKe, MA3a CMOTPAT B NYCTOTY. 30 KAAPOM XyAOXHMUQ YUTAET UCTOPWH,
ONyBIMKOBAHHbIE B KONOHKE KPMMMHANbHLIX HoBocTel B rasete «New York Times». Bce oHu o nioasx, nponaswux 6e3 Becty, youTbix, NONABLWMX B KATACTPOPY, B HECUACTHbINA
CNyYait... AHHEE MOMEHANT B TEKCTAX XPOHMKU MMEHA XEPTE M MECTOMMEHMS «OH» U «OHA» - Ha «»: "Moe Teno oBHapyxmau Buepa Ha 3aaHem cuaeHse mawuhel. 4 6sna 3anmta
KPOBbIO, MOSt OfEXAA BbINa PA30PBAHA... 1 cTana xepTeoit noxapa. OYeBMAHO, 5 30CHYNA C HENOTYLLEHHON CUTAPETON; PACCNIEAOBAHME NOKA3ANO, YTO NOXAPHASA CUTHANM3AUMS
8 Moem flome BHNa HeWcnpageHa... 1 nosecunacs B uynaHe CBOEro oMa Ha COBCTBEHHOM rancTyke... § BHNANG 13 OKHA ABeHaAUATOro Taxa...” DTo pacckas oT Nepeoro nMua,
NPAMON, TPEBYIOWMIA HENOCPEACTBEHHOTO OTKIMKA 3pUTENel; Anst POCCHICKOro NOKa3a GbiNa CAENAHA AyBNMPOBAHHAS BEPCUS GUIbMA.

"Hyproit mas * OnodccoH — 0aHOBPEMEHHO PasmblLLNeHe O TOM, KOK MACC-MEMA KOHCTPYMPYIOT TOT MMP, B KOTOPOM, KOK Mbl CUMTAEM, Mbl KMBEM — 11 HOMOMMHAHME, YTO Kbl
M3 HOC HE W30NIMPOBAH OT OBLECTBA M OT KAXAOTO M3 APYIWX MIOAEN, YTO 6O ORHOTO — 3TO BOMbL BCEX, 1 4TO NIOBOI 13 3pUTEnei B NIOGON MOMEHT MOXET OKA3ATLCA KAK HO MECTE
Be3bIMAHHbIX KEPTB N3 KPUMUHANLHOM XPOHUKM, TAK M HO MECTE XyAOXHULH, KOTOPAs He B cuaax 6eCCTPACTHO NEPENUCTHYTL FA3ETHYIO CTPAHHLY C KPOBABLIMM NOAPOGHOCTAMM.

Swedish artist Annee Olofsson lives in Stockholm and teaches at Royal Academy of Fine Arts, while exhibiting her works worldwide. Evil Eye is a video piece she made in New York.
On the screen, we can only see the face of the arfist: she is lying in her bed, head resting on a pillow, eyes staring straight forward. Off screen, the artist’s voice reads sfories published
in the criminal report section of The New York Times. They are about people murdered, injured, about catastrophes and accidents. Annee puts “I" in the place of “He" or “She": "My
body was found in the backseat of my car. | was covered with blood, my clothes were ripped... | was the victim of a fire. | must have fallen asleep with a cigarette; investigation proved
that the fire alarm system in my house was out of order... I hung myself in a garret on my own tie... | fell out from the twelfth floor window...” This is a personal, direct story, demanding
an equally direct response from the audience. For the show in Russia, a dubbed version of the film was made.

Olofsson's Evil Eye is both a meditation on how the media construct the world we [believe to) live in, and a warming that nobody is isolated from the society and from any other
individual, and that every viewer may at any moment find himself in the role of those anonymous victims from the criminal report - or in the shoes of the artist who is powerless to bluntly
close the newspaper full of bloody defails.

Kumxwbiit kny6 “Byksoes Ha Boccranms” | Book club Bookvoed Na Vosstania
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PeknaMHasn nay3a. lporpaMMa BuaeoapTa u3 CeBepHbiX cTpaH U Poccuu. 2 - 10 uona 2007

Commercial Break. Video from Nordic Countries and Russia. 2 — 10 June, 2007

Toproebiit ueHtp “META [Ipi6enko” | MEGA Dybenko shopping mall

l'yctas Cnapp (LWseums), <Konus», 2004 /
Gustav Sparr (Sweden) “Copy

Jlapc Cuntéepr (LWeeuns), <Meppopmarc csoboaroro
BAAAEHNs ofHOBPemMeHHO asyms pykamu — N25 uz 8», 2006 /
Lars Siltberg (Sweden) “Ambidexirous Performance — N5 of 8"

Buaeonporpammy “PeknamHas naysa” nokassisany He B XyAOXECTBEHHOM ranepee u He & kuHoTeatpe. Ee KpyTnm HO NAG3MEHHBIX NOHENSX ANS PEKNAMbI, PACNONOXEHHbIX
B KpynHediwem netepbyprckom Toprosom ueHtpe "META Ouberko”. Jliogn npuxoast ciona nokynats onexay v mebenb, NPOAyKTH W TEXHKKY, CbeCTs rambyprep B $pacT-dya-
Kade, Pa3BNEYLCS KATOHMEM HO KOHBKAX — HO TOSIbKO HE YBMOETb BIAEO COBPEMEHHBIX POCCUICKMX M CKAHAMHABCKMX XYAOXKHUKOB. Mexay Tem MMEHHO KOpOTkiMe BUAEOPABOTs
AEMOHCTPUPOBAMCh 30€Ch B MPOMEXYTKAX MEXMY PEKIAMHBIMA POIMKAMM.

Mporpamma “PexnamHas naysa” paccimtaHa HA «HEMOATOTOBNEHHOTO» 3PUTENS, BO3MOXHO, BMEPBIE CTANKMBAIOWETOCS C NPOM3BEAEHMAMM COBPEMEHHOTO MCKYCCTBA W,
B 0cObeHHOCTY, ¢ BraeoapTom. Bee BupeopaboTs, yHacTsyowme B NPOTPAMME, TOK WM MHAYE CBI3AHL C TEMOI 0bLeCTBa NoTpebneHis, cyasbel Yenoseka 8 3Tom obwecTse,
BAMSIHUS TAKOTO OBLIECTBA HA MIOAEN M PEAKLMM TIOAEN HA TOBAbHLIA KOHCIOMEPU3M — OT BOCTOPXEHHOTO NPUHSTUS A0 PE3KOTO NPOTECTA, TOHKON UPOHMK Ui NPOCTO CKYKM.
Ecnu anst npensinywero NokoneHms BUASOXYAOXHWMKOB CTPAH bantiiickoro pervoHa Guio XapakTepHo 0BPaLLEHIe K XAHPY MCMOBEAM, TO MONIOALIE OBTOPE YACTO MPEANOYMTAIOT
CNIOBOM [EMCTBMS, NPSMOM KPUTUKE — NAPOAMIO, pacckasy — cosepuanme. Kaxabiih XydoXHMK, Ublt pOBOTs NPEACTABNEHb B NPOTPAMME, HE HYXAAETCS B PEYM ANS TOrO, HTOOH
CAENATb CBOE XYHOXECTBEHHOE 3asBNEeHue. DT paboTsl NOHTHE Ge3 cnos.

The program Commercial Break was not shown in an art gallery or a cinema. It was broadcasted on commercial LCD screens in Petersburg’s biggest shopping mall, MEGA Dybenko.
People come here to buy clothes or fumiture, food or home appliances, to eat a sandwich in a fast food cafe, to skate — whatever, but definitely not to see video by contemporary
artists. Meanwhile, it was precisely that: video by Nordic and Russian artists was displayed in breaks between commercials.

The program Commercial Break was made for non-professional audiences, for those who encountered contemporary art and, specifically, video art for the first time in their lives. All
works included in the program focus on consumerism, on the position of human being in a consumerist society, the impact of such society on people and people’s reaction to global
consumerism, from enthusiasfic asserfion to energefic protest, sophisticated irony or just boredom. While the previous generation of video artists from the Baltic region tended to make
their works a kind of confession, younger arfists pre{er action instead of words, porod\/ instead of direct criticism, comemp\ohom to story—te\\imgv Each arfist represemed in the program
needed no words to make his or her arfistic statement: those works do not use speech, they are clear without words.



Totte Kowoy Jlyna (Hopserus), «<Ha nuke ckykms, 2005 /
Lotte Konow Lund (Norway) “At the Peak of Boredom

Caapa kerpém (Purnanams),
«[lomawhnii HatiopmopTs, 2004 /
Saara Ekstrém (Finland) “Domestic Nature Morte”
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Mupserta bpangep (Purnanams),
«[azoH», 2006 /

Pirjetta Brander (Finland) “Row of the Lawn”

Tea Makunaa (Purnsraus), «Moanyms, 2006 /
Tea Makipaa (Finland) “Catwalk

Anekcarapa MuTnssckas (Poccus),
«Manenskune pagoctiy, 2002 /

Alexandra Mitlyanskaya (Russia) “Small Pleasures”
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Anna Konocosa (Poceus),
«Maraaun Ha aneare», sepcua 2007 ropa / Kcetms Mepetpyxuta (Poccus), «fambyprep», 2005 /
Anna Kolossova (Russia) “Shopping Channel’ Ksenia Peretrukhina (Russia) “Hamburger”
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HUKAJIbHbIE

XanHa Mapust Avtrina (Purnanams), Xanry Kapiianauten (Purnaqans),
«MosepxHocTb», 2001 / «Yenosex B rony6oit pybawke», 2006 /

Hanna Maria Anttila (Finland) “Surface” Hannu Karjalainen (Finland) “Man in a blue shirt’



IuH PoceH (LLiBeuus). MepeasuiHan CTaHUMA penakcauuun. 21— 23 asrycra 2007

Anne Rosen (Sweden). Portable Relaxation Station. 21 - 23 August 2007

Lllsenckas xynoxHuua, pabotaowlas co 38ykom, DHH PoceH AenaeTt 3BykoBble MHCTAMNSLMM, O TOYHEE 3BYKOBBIE CPEfb. B KaXOyio M3 HUMX HYXHO MOTPy3uTbCs, 3GKPLITh 1A3d,
BCNYLIQTHCS — W TOTAQ Bbl OKOXETECH B COBCEM [PYrOW, HOBOM amoumoHansHol cpepe. Ceon pabotsl Pocen Hassisaet «walk-in compositions», «portable relax stations», «deputy
silences» / «komnoauumm 'soiianTe BHYTPS », <NePEmBYXHBIE CTOHLMM PENAKCALMMY, <TPEACTABMTENM TUlMHB». Ee cayHm-MHCTannauMm He aTakyioT 3puTens, a TpebyioT roTOBHOCTH
BKIIOUNTLCS B UTPY, KOTOPYIO NPEANAraeT XyA0XKHNLA — FOTOBHOCTY CIYLIAT HAMOMHEHHYIO 3BYKAMM TULLMHY, FOTOBHOCTY NPOCTO MPUAOXMTb YXO K HAMOMHEHHOM 3BYKAMM 1 BO3MYXOM
NOAYLIKE WK HOAETb HA FONOBY BEAPO C KOMOHKAMM BHYTPMU.

B Metepbypre v Kponwraare SuH Pocen nposoanT akumo «[lepeasuxHas cTanums penakcauums. Ee paboTel NOKa3bIBAIOTCS HE B rANepee 1iu BLICTABOYHOM 3051E — OHM BLIXOAST
HO ynnLpl, K OBbIYHBIM NIOASM, YIMYHEIM NPOXOXMM. VIHCTanAsumMs DHH Pocen cocTomuT 13 HanonHeHHbIX BO3AYXOM MOAyLeK, K KOTopbim npucoeanHersl MP3-nneepsi. Jliobori
XENQIOLMIA MOXET NOAONTH, NMPUXATECS WEKON K My3bIKQNILHON NOAYLIKE, NPUKPLITE MA3A, 306LITCA — W CIYLIATL 3BYKM, M3AABAEMBIE STUMU CBOEOOPA3HEIMM GOMBLIMMM 1 MATKMMN
KOSIOHKAMU.

"MepensuxHas cTaHuma penakcaum” DrH Pocen — npekpachbiit obpasew Toro, yto [Nonb Bupumvo Hassan “scretvikoit opyxeniobus”: NpoekTa, HaUENEHHOrO HA B3AMMOAENCTBUE
CO 3pUTENEM W NPEOCTABNAIOWIETO 3PUTENIO HEKYIO HEODLIYHYIO, HENPUBLIYHYIO, HO NPUSTHYIO YCryry. H4ToBk NOy4aCTBOBATL B TAKOM NPOEKTE W NOSY4UTL OT HETO YAOBOMLCTBME,
He 0653aTerNbHO PA3BMPATLCS B MCKYCCTBE! JOCTATOYHO ObiTb OObIYHBIM MPOXOXIM, PA3BE HYTO HE CIMLIKOM POBKMM. ICKyCCTBO TAKOTO POAG CTOBMT CBEM LEMbIO NPEXAE BCEro
PACWMPHTE TPAHMLI OMBITA 3PUTENS, NO3BONMTE EMY B3ISIHY T HO MUP C HOBOWM, HEOXIAAHHOW CTOPOHbI — U YXE NOTOM 30/yMATECSt O TOM, CKPBIBAIOTCS /1 6ECKOHEYHbIE BOIMOXHOCTH
HOBBIX OLLYLIEHMI B TBOPYECTBE XyAOKHMKA UM B €70 COBCTBEHHOM, 3PUTENLCKON, rON0BE.

Swedish sound artist Anne Rosen makes sound installations, or rather sound environments. Dealing with such works you are to immerse yourself and sink in them, close your eyes and
listen thoroughly, and then you find yourself in a completely new and different emotional environment. Rosen describes her works as “walk-in compositions”, “portable relax stations”,
"deputy silences”. Her sound installations do not attack the viewers but invite to join the game, to simply agree to press your ear to a pillow filled with sound and air, or to put on your
head a bucket with speakers inside.

In Petersburg and Kronstadt, Anne Rosen brings Portable Relaxation Station. She does not show her work in a gallery or museum: she comes out to the streets to address ordinary
people, those who pass by. Ann Rosen’s installation consists of pillows filled with air connected with portable MP3 players. Anybody can come up, press his cheek to the musical pillow,
close his eyes and relax listening fo the sounds of those big soft “speakers”.

Ann Rosen's Portable Relaxation Station is a perfect example of what Paul Virilio has called an aesthetics of friendliness: a project aimed at inferaction with audience and offering the
audience an unusual, uncommon but pleasing service. It is not necessary to be a connoisseur of art to take part in such project and to enjoy it: it is enough to be an ordinary passer-by,
it only not too shy. Art of this kind is aimed ot pushing the limits of its audience’s experience, enabling the viewers to look at the world from a new, unexpected point — and only after
that, to reflect on the question, if limitless opportunities of new experiences are hidden in the mind of an arfist or in the viewer’s own mind.
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Mcaakuesckas nnowans, y exopa B LIB3 “Mawex” | St.Isaac Square, at the entrance to Mahege Exhibition Hall
Ynuupl KpoHwragra | Streets of Kronstadt
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