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Mpeouncnosue

MpoekTbl MaBna OTaenbHOBA pacCMaTpUBAOT TOUKM HA KapTe
rOpoACKOro naHawadTa, KOTopble He NPUBNEKAKT BHUMAHUE:

nonas Tyza, 60NbLWNHCTBO Nt0AeN 06bIYHO TYT XKe CTapakTCcs

MX NOKMHYTb. Hanpumep, 6biBLIME MPOM30HbI, YaCTUYHO NOTepaBLLME
WU NOMHOCTbIO U3MEHMBLUME CBOK (DYHKLMOHANBHOCTb, FapaxMy,
CKNTafCKMe NOMeLLeHuUs, — BCe 3TU MeCTa HaXOAaTCsa Ha OKpauHax
roposa v 0603HavaoT ero peskuit KoHeu, 0bpbIB, NOC/Ie KOTOPOro
NpoCTMpaeTCca yxoasuwmii B 6eCKOHeYHOCTb nersax. B HoBon BbicTaBke
«Pycckoe Hurge» MNaeen OToenbHOB NPOAOMKAET aHANIU3UPOBATh
Takue NpocTpaHcTBa. B kauecTBe ctoxeTa oH BbiIbMpaeT MecTa,
KOTOpble 0OHapy>Xun B pe3ynbTaTe CBOMX MyTELECTBUM MO OHNAMH-
KapTaMm, U UCNONb3yeT UUTaThl U3 TEMATUYECKUX COODLeCcTB

B COLMANbHbIX CETHX.

B ceoeit npakTuke Nasen OtoenbHOB 06pallaeTcs K Xy40XKeCcTBEHHOMY
MCCef0BaHMIO U NPEUMYLLECTBEHHO 33eMCTBYET XMBOMUCH.

Ho ¢ kaxapIM 3ax040M OH NOAK/0YaEeT HOBble Meaua, KOTopble
JAt0T BO3MOXHOCTb BbIATM 33 €e paMKU U pacLlUMpPUTb Yron 3peHus
Ha 0603Ha4veHHble Nnpobnemsbl. B cBoeM nocnegHem mMacwtabHoOM
npoekte «[Mpom3oHa» (2019) xynoxxHUK npuberan K pacckasy,
LOKYMEHTaNbHOM BUAEOCHEMKE, UHCTANNSALMAM U3 HAWLEHHbIX
NpeLMeToB U faXe 3anaxoB, KOTopble BMeCTe COeAUHUAUCH

B KOMMIEKCHbIA MHOFOCIOMHbIA KOPMYC, MO3BOAMBLUMIA 3aTPOHYTb
He TONbKO BOMPOCh! penpe3eHTauumn NpoCTPaHCTBa, HO TakxXKe
copepXaTenbHO nepewTn K npobnemMam UCTOpUKM U MOCTNAMSATH.

B cepumn «Pycckoe Hurpe» OTaenbHOB npoaosikaeT 6onee nioTHO
paboTaTb C TEKCTOM — HaWAEHHbIE B CETU LUTATbl XYAO0XKHUK
npeBpaLlaeT B CBETOBbIE MHCTANNALMM, HAMOMMHAILLME BbIBECKU
6nmkaniero paioHHOro MarasmHa, v ganee BCTpauBaet

UX B AeNCTBUTENbHbIN naHawadT Ha ¢poTorpadmsax. Takum obpasom
OH pocTuraet addekTa oCTpaHeHus.

MaBen OToenbHOB OTOAET ce6e OTYET B HEBO3MOXHOCTU
HenocpeaCTBEHHOM Nepeaayn peanbHOCTU U NPUMEHSET pasHyio
OMNTMKY — MALUMHHOTO M KO/JTIEKTMBHOIO NHOACKOI0 MHTENNEKTA. ITO
MO3BOJIIET €0 OTHECTU K MNOCTKOHLENTYyanbHOM Tpaamumm. Obpawasch
K BbIK/TIOYEHHbIM M3 MNOCTOSSHHOIO 06palleHNs U 0OUTaHMS NaHAWaPTaM,
XYOOXXHWUK YTBEPXKOAET MX CYLLECTBOBAHUE M MpeanaraeT onpenenarb
MX Yepes OTpuLLAHME: 3TU MECTa eCTb, HO ONMUCaTb U UAEHTUDULMPOBATD
nX, AaKe MMest TOYHOoe M300paXkeHne, He NPeACTABNASETCS BO3MOXHbIM.
JTO «HMUrOEe», Ha CaMOM [ene, OKa3blBaeTCs BE3AE U BO3HUKAET

M3 MyCTOTbI, KOTOPas B A€MACTBUTENbHOCTU SIBNSIETCS [NABHbIM

repoem pabot OTaenbHoBa.

MapuHa bobbinesa



Pycckoe HuUrge

OOHa#ObI pAHHUM ympPOoM 51 0KA34/ICS Ha 00HOM U3 60/IbLUIUX B0OK3A/I08.
To iu ¥dan omkpsimusi Mempo, mo U cobupancsa Kyoa-mo exams —
yIe He NoMHIo. Ha ynuue 66110 04eHb X07100HO, MEMHO U HEYHMHO,

U 5 pewus CKopomams 8peMs OXUOAHUS 8 NPUBOK3AIbHOM Kade.

Kynun cebe 4aii 8 n1aCMuUK080M CMAKAHYUKE U NOWEN UCKams, 20e

6b1 cecmb. Bce mecma Obiiu 3GHSMbI OXUOAIOWUMU U OpeMioujuMu
naccaxcupamu ¢ 60a6LWUMU CYMKAMU, U MHE NPULLIOCL NOOCECMb K 080UM
MYX¥UYKaM pazHo20 803pacma, KOmopble 8e/U OXHUBNEHHbIU pa32080p.
Moxoxe, 4mo oHU 30€eChb e U NO3HAKOMUJIUCH U yXe ycneau coobpazums
Ha dsoux. 0ba, ckopee 8cez0, 0KA3anuch 30ecb npoe3dom. Kozoa s cen

30 UX CMOJIUK, 8 UX pa32080pe B03HUKAA 00/12as nay3a, 01Uswascs,
Kasanocs, beckoHeuHo. Kak 6y0mo npodosiame Hayameili paz2o8op

8 MoeM npucymcmeuu 66110 HEBO3MOXHO U HYHHO Bbl10 Halimu HOBYH0
memy. BOpyze mom, komopelili nocmapuie, 06sesn 8321900M C06pasLILXCs
30 CMOUKOM U npousHec: «Bom celiuac Mol ace pazvedemcs. Tl K cebe,
2 8 (OH Hepa3bop4UBO NPOU3HEC HA38AHUE KAKO20-MO He3HAKOMO20
HaceneHHo20 nyHkma). OH (NoKa3ei8as HA MeHs]) Moxce Kyda-mo. —
He3Hakomeu euje pa3 obsen ecex 832/1500M U 8bidepxan nay3y. — M saom
ge30e, se30e 00Ha u ma xe x**Hal.»

MHe 6bl XO0Tenocb BEpPHYTbCS K pa3MbIWAEHUSM O HEMECTaxX, Ha4aTbIM

B MOMX npoekTax «BHyTpeHHee [leryHnHo» u «TLL». Obe cepumn bbinm
OCHOBaHbI Ha HENOCPeACTBEHHbIX HABMAEHMSIX 33 U3MEHEHUIMM
OKpauHHbIX NaHAawadToB 60nbWwMX ropofoB. B HOBOM npoekTe,

Hag KOTOpbIM 1 Hayan paboTaTb B KapaHTUHe, 1 0bpaTuncs

K BUPTyasnbHbIM 06pa3am. lNeli3axu, yBuaeHHble KamepaMm MaLlivH
Slnpekc n Google, MakCcMManbHO Aaneku oT uaeanusauuu U aBTOPCKOro
B3MN543. Y 3STUX CHUMKOB HET aBTOpa M ero OTHOLWEHUS K YBUAEHHOMY:
B354, aBTOMaTMYECKOM KaMepbl MakCMManbHO becnpucTpacTteH

M AUCTaHUMPOBAH.

[lna co3paHmsa Moux KapTuH 1 BbibMpan camble 6aHanbHble U TUMINYHbIE
CHWMKM, KOTOpble€ MOXHO CAenaTb NoYTH B I0OOM yrosike CTpaHbl.
Bo BpeMsi kapaHTMHaA Yy MeHS Bbl10 OCTaTOYHO BPEMEHM, YTOObI
«0B60MTN» MHOIO ropoAo0B Hallel HeOObATHOM CTPaHbI U YBUAETb
MX He TONbKO C MapafHOM CTOPOHbI. B MOMX npepbiayLmx cepusx

1 NbITaNCA NpeacTaBUTb MEHAIOLWMNCSA TOPOACKOM NEeM3aXK, KAKUM
6bl OH MOT BbITb 3aneyaTieH B pexuMe time-lapse («<BHyTpeHHee
[leryHMHO»), nn NCKan ToUKy 3peHns Ha OKPYXKatoLWMiA NaHawadgT

B BooOpaxkaemom byaywem («TLL»). B HOBOM npoekTe 5 0b6palLatoch
K He3aMHTEpeCOBaHHOMY MALUMHHOMY 3peHWI0, 419 KOTOPOro HeT
pasHuWLbl Mexay NoBepPXHOCTbIo Mapca v yanuein pogHoro ropoa.

B nocnenHue HeckonbKo NeT NOSIBUIOCh HOBOE MOKONIEHWE Noaen, Ans
KOTOPbIX OKPYXXatoLWMIi MX NOCTCOBETCKUIM NaHAWwadT OKasancs cBa3aH
C camoupeHTudurkaumein. MoXKHO roBopuTb SaXKe O POMAHTM3ALMM



COBETCKOro MPOLIOro 1 ero aTpnbyToB NOKOJIEHWEM NOLEN,
poamBlumxca B 1990-e. [1ng Takoro poaa sIBNEHUSI NOSIBUIOCh AaXe
Ha3BaHMe: «heHoMeH JlaneHKo». B couceTax o4yeHb MOMyASapHbI

rpynnbl «3cTeTuka ebeHel», «<bepeska», «Pycckas cmeptby, Outskirts,
«B ntobom ropope Poccuny», «HenspectHast Poccmsa», «PoMaHTHKa
ropoACKMX oKpamH», «C KakabiM OHEM BCE PafOCTHEE XWUTb» U OpYyrue.
B 3Tnx nabnmkax exenHeBHO NyBGAMKYIOTCS MHOTOYMC/IEHHbIE

CHUMKMU, KaK MPaBUI0, CaMbIX 3aypsaaHbIX Ner3axen. Kaxabin
NoAo6HbIM CHUMOK aKTMBHO 06CY»KAatoT, NP1 3TOM KOMMEHTATOPbI
COPEBHYIOTCA APYr C APYroM B 0CTPOoyMUKU. OfHM U Te e pernsimku
MHOFOKpaTHO MOBTOPAIOTCA, a MOMYAAPHbIE WYTKM CTAHOBATCS MEMaMMU.
MoBTOpSAOWMECS KOMMEHTAPUM MHE KaXKyTCS O4€Hb XapakKTePHbIMU —
OHM OAKT MOHSATb TOUYKY 3PEHMSI MOMIOAOr0 NOKOIEHUSI HA OKPYXKatOLLMIA
MX NlaHAWadT. O TO OAHOBPEMEHHO MOMbITKA POMAHTU3MPOBATh MECTO
CBOEro npebbiBaHMSl, 3CTETUYECKN OCMBIC/IUTb U NPUHATb €r0, U MOMbITKA
BbICTPOWTb MPOHMYECKYIO AUCTAHLMIO, HAMTKU CBOKO TOUKY 3pEHMUSI.

Nei3axu, CTaBWME pe3ynbTaTOM BUPTYaNbHbIX NPOryNoK, i NOKa3biBato
BMeCTe C KOMMEHTapuaMu 13 NabamMkoB B COLCETIX. JTU KOMMEHTapuu
g NpeBpaTu B 06beMHble CBETALLMECS BbIBECKM, Hanogobwme
«LLUnMHOMOHTaXa» nnu «larepouku», ux dopmMa 1 WpUPT yKa3biBAOT

Ha peanbHOCTb, KOTOPas AENCTBUTENBHO CTOUT 3a 3TUMU pasamu.

$1 nOMeCcTun Ux B peasbHble Nen3axu 1 caenan HebonbLylo CepuUto
dotorpaduit. TakuM 06pa3oM KOMMEHTapuu 13 coLceTer, obpalleHHble
K OKpY>KatoLen 0encTBUTeNbHOCTU, CTaNn ee YacTbio.

Buaeo «Monutea» CHATO Ha rpaHmue MOCKBbI, FAe MOET 3aCTPOMKa
noriMbl pekn CxogHU. MeCTHbIN akTUBUCT, NPOTECTys MPOTUB 3aCTPOMKMU,
BbIKOMaN B 3€M/E TMraHTCKMe OYKBbI, XOPOLLO 3aMeTHbIE CO CMYTHMKOB
Google: «MyTnH, nomorn CxopgHex». OoHaKo NpsSMO Ha MecTe HaAMUCK
BCKOPE BbIPOC MHOTO3TAXHbIM XXMA0M KOMMNIEKC. DTOT XKe aKTUBMUCT,
pa304apoBaBLLMCb B AEMNCTBYHOLLEN BNACTWU, HENOAANEKY BbIKONAN
HOBYIO HaAMMCb, 06pawasch K 6onee BbICOKOM MHCTAHUMMK: «[ocnoam,
nomoru Poccuus». 3Ta HAANMUCb, Kak U MOMELLEHHbIE B peanbHble
naHawadTbl CBETAWMECS BbIBECKM-KOMMEHTApUK, HE NMetoLme
ABTOPCTBA, 3BYYMT KaK rofioC CaMoM 3eM/IN.

MaBen OToenbHOB



["eTepoTOonumu
MaBna OTnenbHoOBA:
Kpbiiba Hag, «Pycckum Huroe»
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*3auenmH K. A. dHurma-
TUYeckuii nemsax // MNpo-
cTpaHcTBO B3rnsaa. Mckyc-
ctBo 2000-2010-x rogos.
C6opHuk cTaTeit. Camapa:
KHWXHOe u3natenbCcTBo,
2016.

?Mpum. pen.: TepMuH
«HEe-MECTO», UCTONb3Y-
€eMblii cpasy HecKonb-

KMMU HanpasieHUsMn
rYMaHUTapHbIX HayK, UMeeT
pasnMyHoe HanucaHue Kak
B PYCCKOM,TaK M B aHMUIA-
CKOM f13bIKe. YnoTpebnerue
3TOrO MOHSTUS C AeUCoM
XapaKTepHO A4/15 ONUCaHUS
XYL,OXKECTBEHHOM KOHLIeMN-
unm Pobepta CMUTCOHA,
peyb 0 KOTOPOM noWAeT
nanee B TeKCTe, 419 Ky/b-
Typonoruu (cM., Hanpumep:
X. boppuitap. Cumsonu-
4yeckuit 06MeH 1 cMepTb),

a TaKxke A4S aHTpononaorum
(cm., Hanpumep: M. Oxe.
BBeneHwue B aHTpononoruio
runepmoaepHa). B 1o xe
BPEMsi B UCCNIEA0BAHMAX
yTOMUK U B ypbaHUCTUKE
3TOT TEPMUH MpenMylLe-
CTBEHHO ynoTpebnsertcs 6e3
neduca (Hanpumep, Opnem
CanpbiknHbiM). Cnepyer,
BMPOYEM, 3aMETUTb, YTO

B PYCCKOSI3bIYHOM aKaje-
MUYECKOM U nybauumcTnye-
CKOM AUCKYypCe [0 CUX Mop
He CyLLecTByeT ycTosBLUe-
rocs c/10BoynoTpe6neHus
3TOr0 TEPMUHA, @ B HEKO-
TOPbIX Cy4asix OH MOXeT
MMeTb pa3Hble eKcuyeckue
3HaYeHus.

Hogas BbicTaBka xynoxHuka Masna OTaensHOBa, NpoxoasLLas

noA, CUMBOJIMYHBIM Ha3BaHWeM «Pycckoe Hurge», octaBnseT
BMevaTNieHne 3aBOpaxuBaloLLee, B YEM-TO CO3BYYHOE HACTPOEHUHO
dunbmos [3suaa JinHya. Ecnm nonbitatees chopmMynnpoBaThb
CONpOTUBAAKOLMIACS Bepbanm3aLmMm 3pUTeNIbCKMIA OCTAaTOYUHbIN WNend,
MOXXHO CKa3aTb, YTO NPeACTaB/eHHbIE HA BbICTABKE «IHUIMATUYHbIE
nensaxm»' aBNAOT CO60M NapafoKCanbHOE COYeTaHUe KpartHen
OTCTPaHEHHOCTM U MAaTEPUANbHOCTU CO CBEPXYENOBEYECKON HEXHOCTBIO,
nepexoasiLein B MUCTULLU3M.

B HOBOM UMK/ XYAOXKHUK BO3BPALLAETCS K TEME KHE-MECT»?

M MPOAOMKAeT UCCNefoBaHme ryobuH Hawero KOANeKTUBHOMO
6ecco3HaTenbHOro yepes HaBeaeHue Gokyca Ha MapruHanum
yp6aHu3Ma, HO Tenepb ero N03TMKa He-MecT oborawiaeTcs obpaweHnem
K BMPTyasnbHbIM 06pa3aM. B uckyccTBoBeAEHMM TEPMUH «He-

MecTO», BBEAEHHbIN M3HAYaNbHO OCHOBaTeneM fieHa-apta Pobeptom
CMUTCOHOM, UCnonb3yeTcs Ans 0603HaYeHUS NOPOXKAAEMbIX FOPOACKOW
UMBUIIM3ALMEN 30H KPAaTKOBPEMEHHOIO M aHOHMMHOTO NMpebbiBaHUS
4yenoBeKa, CTMPAOLLMX YENOBEYECKYH UAEHTUYHOCTb. B ¢punocodum,
BCneq, 3a Muwenem ®yko, ng nx 0603HaYeHUs NPUMEHSAETCS TEPMUH
«reTepoTonusa» (rpey. «4Apyroe MecTo»), rge Mecto uaeHTuduumpyeTcs
yepes OT/IMYAIOLLMI ero 0CobbIN PEXUM XXU3HM U 0CODBIM XPOHOTOM.
beckoHeuHble Ka3eMaTbl rapaxen, yxoaawme B HAKYAA MYCTbIHHbIE
Tpacchl, NPOM30HbI, aBTOAOPOXHbIE Pa3BA3KU U Apyrue KHUYENHble
NPpOCTPaHCTBa» ropoacKMX oKpauH «Pycckoro Huraes, — Bce To,

4TO MOXET OTKPbITbCS 3a JIVObIM MOBOPOTOM HALUMX MPUBbIYHbIX
XM3HEHHbIX MapLWpPyTOB (5 AyMa, 3TO KapTUHa, a 3TO XU3Hb»), —

3TO M eCTb MPMMEPBLI FETEPOTONUI CO CBOEN 0C0B0M 3CTETUKOW

M MPOCTPAHCTBEHHO-BPEMEHHOW KOHUrypaumei. letepotonum / He-
MecTa HoBoro umkna MNaena OTaensHOBA CTOMb Y3HAaBAEMbl KaXKA0MY,
KTO XXMBET B Poccuu, UTo BbI3bIBAKOT HEM3OEXHbIN 3 eKT rMyOUMHHOro
[LeXaBI0, Yepes KOTOPbI OTKPbIBAETCS BEYHO PYCCKOE: «Be3e 0A4HO

N TO XXe».

Hekorga Maptun Xangerrep B goknage «CTpowTb, MbICIUTD,

XuTb» (1951), npountaHHOM UM Ha KoHdepeHumu B JapMiuTante

no NoBOAY CTPOUTENBCTBA MOCTA, NOKa3as, YTo MAEHTUYHOCTb MecTa
CO3[aeTCcs OJHOBPEMEHHO KakK ero 06beKTUBHbIMU NPOCTPaHCTBEHHbIMU
napameTpamu, Tak 1 ra3om cMmotpswero. [pu paccMoTpeHum
retepotonuii HoBoro umkna MNaena OTaensHOBa B ronose

Cpa3y BO3HMKaeT BONpOC 06 3TOM rnase, OTBET HA KOTOPbIN, KaK
NpeLCcTaBnsSeTcs, IBASeTCs KAYOM K MUpY «Pycckoro Hurae».
3HamMeHuTbIN Bonpoc Muwwens MyKo «KTO rOBOPUT?» B CJlyyae
BM3YyaslbHbIX UCKYCCTB CiefyeT nepedopMyIMpoBaTh B «KKTO CMOTPUT?.
Ecnu B npeablaywmnx cepmax Maena OTaenbHOBA MCMOMAHEHHbIN
Munocepams B3rnaa4 Ha n3obpaxkaemble UM He-MeCTa MOXHO ObLIO



npunucaTb YenoBeky u3 byayuiero®, 7o B «PycckoM Hurge» nonobHas
nepcnekTMBa B3rNs4a CTAHOBMTCS HEBO3MOXHOM — yMLa JHTY3MaCTOB
6onblie HUKYAa He BeeT,a HA 3aKPbIBAKOLWEM BECb FOPU3OHT
MOHOMIMTHOM 6eTOHHOM 3abope, 306pakeHHOM Ha OHOM U3 KapTUH,
HauyepTaHo: «byaylee Tak v He HACTYMUIO.

B «PycckoM Hurge» MNaeen OToeNbHOB YYTKO YI10BWA 3TO HEAABHO
BO3HMKLLEe B KO/IEKTUBHOM YYBCTBEHHOCTU NEpPEXMBAHUE YyTPaThl
OyoyLLEero Kak 4YesoBEYECKOro NpoeKkTa. Yenosek 60nblle He NPOEKT
camoro cebs, oH 6onblue He BEPUT YTPATMBLUMM Had HUM BNACTb
Mudam o ToM, 4To Byayluee B ero pykax. MHMUMATUMBY NepexBaTuIn
HeyenoBeyecKne akTopbl: NPMPOAHAS SHTPONMS, NepeBapMBaOLLAS

M CTUpatoLLAs C ML 3eMIM OCTaHKM MPAHAMO3HbIX COLMANbHbIX
YTONMUI, CNPOBOLIMPOBAHHOE 3KOMOMMYEeCKOM KaTacTpodon HawecTeme
HOBbIX CMEPTOHOCHbIX BUPYCOB, TasiLLee Yyrpo3y CaMOABUXKEHME TEXHUKM.
Ecnu 6yoyuwee v npeacraeT neped HaMM CErOAHS, TO TONbKO B Moayce
JIMYHOM 3CcxaTonorum («Poccus — 370 Kpan vygec, poaunca B Hel

W B HEN ncyes»).

Tak yen e rnas CMOTPUT HA 3TU AeryMaHU3MpoBaHHbIE NPOCTPAHCTBA
TaK OTCTPAHEHHO, TaK AUCTAHLMPOBAHHO, CIOBHO C BbICOThI

nNTM4Ybero noneta? MoxeT ObiTb, 3TO B3rNA4 MalKnHbI? B camom

nene, B «PycckoM HUrge» NnpuHLMNUANbHO UCMOb3YeTCs TOMbKO
MalUMHHAs ONTUKa: U B poTOrpaduueckmx, u B XKMBONMUCHbIX paboTax
CepuM He HYXAAKLWMecs B YenoBeYeCKOM NpUCYTCTBMM NaHAWwadThl
durKCMpyoTCs Kak 6bl 6ecCcTpacTHbIM Ma3oM MaLMHbI. Xy40XKeCTBEHHbIN
XecT, KOTopbIv 3aecb BBOAMUT NaBen OTaenbHOB M KOTOPbIN elle

6onee ycunuBaeT XxapaKTepHbI ANs ero NpoLsbix paboT apdekT
OCTPaHeHUs, — B34Tb 3@ OCHOBY CHUMKMU, CeNIaHHbIe KaMepaMu SHaekca
n Google, 1 BOCCTAHOBUTb MO HUM XUBOMUCHOE M30OpakeHue, —
NOABOAMT K CBOEMY NMpefeny TeMy AeryMaHu3aumMm n306paxxeHHoro
NpOCTPaHCTBA U CMepTH cybbekTa B uckyccTee. CaM XyLOXKHUK Ha3biBaeT
3TOT NPUEM KMPUHLUMOM CMOAENUPOBAHHOIO YAANEHHOrO B3rNsaa».

OpHako, ec/iv 3T0 CMOTPUT MallUMHa, MOYeMyY TOrAa NPU B3rNa4e Ha 3Tu
CTaTUUHbIe NeM3aXKM HAC He MOKUAAEeT TpeBoXallee npeayyBcTeme,
YTO 33 BUAMMbIM HaMU COKPbLITO HEYTO HEBMAUMOE, OYATO YTO-TO
Npou30LW0 nam BoT-BOT npousonaet? OTKyaa 34ecb Bubpaumm

TOCKM, LLEMSILLLEN HOCTANbIMKM, PAHTOMHbIE 6ONIM MO yleaLWel 3noxe

M paCTBOPMBLLEMYCS B 3TUX AENYMaHM3UPOBAHHbIX NeM3axax
yenoeKy? [10 TeM OTCYTCTBYIOLWMM HA KapTMHAX TEHSM KOr4a-To
30,€Cb XMBLUUX, CTDOUBLUMX, MEYTABLUMX, YbM MeYTbl 06paTUNUCD

B Npax U BbIbeM NOpoCan. Mnm no TeM, KTO BCE eLLe NPOAO/IKAN XUTb
nocpeam yHbIbIX He-MeCT, B 6e3MepHbIX 06e3/IMYEHHbIX MPOCTPAHCTBAX
YXOOALWEN Ha HAWMX rNa3ax Mnog, 3eMJ/0 U NofA TOHHbI CMPECCOBAHHOMO
BPEMEHM COBETCKOW (PYCCKOM?) ATnaHTUAbl, TaKKe CTaHOBATCS
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* Cm. Monsikoea C. B. He-me-

CTO B UCKYCCTBE M B NMOCTYe-
nosevyeckom mupe // Ouanor
nckyccrs. 2017. N2 4.

* lononHuTeNbHbIM CMBICA
1Cronb3oBaHHble B paboTax
¢dpasbl 0bpeTatot, ecu
3HaTb, YTO KPACHBIN WPHUPT
LIS HUX HaMepeHHO 3aka-
3aH B TOW e KOHTOpe, KOTo-
pas U3roTaBMBAET BbIBECKM
TaKuX TUMOBbIX 3IEMEHTOB
NaHAwWadTa ropoacknx
OKpawH, Kak CTpoUTeNbHble
PbIHKM MW CETb MarasuHoB
«Marepouka».

HEeBMAMMbIMU, NPeBpaLLasAcb Ha kapTuHax [Masna OTaenbHOBa

B €4,Ba Pa3NIMUMMYI0 METKY, MyCTOM 3HaK YenoBeka, B Mpu3pak. 310

He yenoBeYeckui B3rNsA: YeIoBEeK B NPOCTpaHCTBe «Pycckoro Hurae»
[eMaTepuann3oBaH (ero oLyTMMOe OTCYTCTBME AAEeT MOLHbIM TONYOK
BOOOpaXkeHut0). Ml He MalMHHbIN. MalMHbI HE HOCTaNbIMPYHOT, U MUP
He OTKPbIBAETCS MM KaK NpucyTcTBue. Toraa yer B3rnsn Ha 3eMi0
oTpaxeH B Huzdee MaBna OTaenbHOBa?

Tak Mor 6bl CMOTPETb Ha 3TM MOHOTOHHbIE, MOYTH INLEHHbIE KPACOK,

B MPSIMOM CMbIC/1e Henemnble Nen3axu (KHUKaKoM 3CTETUKM B 3TOM HET»)
oAvH u3 aHrenoB Buma BeHpepca 3 «Heba Hap bepnuHom» (1987),
Kaccmanb, Ybe M3HAYaNbHOE MPU3BAHUE COCTOUT B TOM, YTOObI

cobpatb, 3aCBMAETENLCTBOBATL, COXPAHWUTbL PeaNbHOCTb. MUK BTOpO
aHren BeHpepca, [laMunanb, KOTOPbIM, COCTPaAast XXMBYLLMM 30€Ch,

[0 TaKOM cTeneHn NPOHUKAETCS 3TUM HECOBEPLUEHHbIM MUPOM,

YTO rOTOB NMPOMEHSITb CBOE BeccMepTHe Ha TO, YTOObl YBUAETL €r0
rnasamu obbIYHOro CMEPTHOrO, HaNpMMep NOYYBCTBOBATb «CMECh
rPyCTU, HOCTaNbIMM, POMAHTUKM U, HABEPHOE, 6e3bICXOAHOCTMU,

0 KOTOPOW co0bLWaeT 0gHa M3 aHOHMMHbIX HAAMUCEN, BbIHYTbIX
Maenom OToenbHOBBLIM BYKBA/IbHO M3 HALLIEro KOJJIEKTUBHOIO
6ecco3HaTenbHOro — U3 coumanbHbIX ceTei. B cepum dotorpaduii

OH C NO3TUYECKOM TOYHOCTbI MCMOJIb3YeT A0CI0BHbIE LMTATbl YACTO
MOBTOPSIOLLMXCS KOMMEHTAPUEB M3 NABAMKOB, MOCBSILLEHHbIX 3CTETUKE
NacMypHbIX 3aX0yCTUI, UK, MUHYS 3BhEMM3MBI, PYCCKOM paspyxe®.

PyuHbl, 6e3 COMHeHUs, 0gHa U3 peneTUTaTUBHbIX CTPYKTYP

B pabotax [Masna OTaenbHOBa. B ero xynoxectBeHHOM MUPE PyWHbI
He CTONbKO penpe3eHTUpPYIOT COBbITUS NPOLLIOro, CKONbKO HaMeKakT
Ha HEBO3MOXHOCTb TaKOM penpe3eHTauun, Ha repMeTUYHOCTb OMbITa
NPOLLIOro An9 Hac. XOTS ero ucyesarlume Ha rnasax ciefbl ewe
MPUCYTCTBYIOT B HACTOSILLEM, OHO HE CYMTLIBAETCS HAMU U MOTOMY
y)XXacaeT 1 NpUTArMBaeT 04HOBpeMeHHO. BnpoueMm, ecnu nocMoTpeThb
Ha BeLLM C OPYroi CTOPOHbI, HE-MeCTa, KOTOPbIMK, BOMPEKU BCEMY
CKa3aHHOMY, C MOMOLLbK0 MarM4yecKom CUbl MCKYCCTBA 3aCTaBASeT Hac
nobosatbes MaBen OTaenbHOB, BO3MOXHO, NOC/eAHee NpubexuLe,
rae MOryT elle YKPbITbCS OCTaTKM M3rOHSEMOrO YeI0BEYECKOro

OT YyNaKOBAHHOIO B [MSHeL, Teppopa CUMYISTUBHOM peanbHOCTU. U raoe
cpeny HeMOTCTBYHOLMX, MYCTbIHHBIX 3aX0NYCTUIA C UX BEYHO CEPbIM
HebOM 1 pa3pexeHHbIM CBETOM, BbiTb MOXET, TOIbKO eLLe U MOXHO
BCTPETWUTDb aHrena.

CseTtnaHa lNMongakosa
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Pavel Otdelnov’s projects focus on urban locations that attract little
to no attention — most people, if they happen to go there, try to leave
as soon as possible. This might be former industrial sites that have
lost some of their function or been repurposed entirely, parking
garages, warehouses — all such places are located on the outskirts
of the city and mark its abrupt termination, a cliff with nothing but
an endless landscape over its edge. The new exhibition by Pavel
Otdelnov, Russian Nowhere continues his analysis of these spaces.
The subject matter comprises places, which he discovered when
browsing online maps, and social media comments.

Otdelnov’s practice is in artistic exploration, mostly through

painting. Each new iteration, however, taps new media which

enables the artist to expand the boundaries and widen the angle

of view on the problems considered. In his most recent large project
Promzona (2019), Otdelnov employed storytelling, documentary
video, found-object installations and even smells that all came
together into a wholistic multi-layered body, addressing the meanings
of history and postmemory as well as representation of space.

In the Russian Nowhere series, the artist continues to actively engage
with text: he transforms snippets of text found online into light
installations, reminiscent of a corner store sign, and then incorporates
these quotations into real-life landscapes through photography.

The resulting effect is defamiliarisation.

Pavel Otdelnov is aware that direct replication of reality is impossible,
so he uses different optics — machine vision and collective human
intelligence. This typifies his work as postconceptualism. Turning

to landscapes that are no longer utilised or populated, the artist
reaffirms their existence and proposes to give them a negative
definition. These places exist but their description or identification,
even supported by an accurate image, is not possible. This “nowhere” is
actually everywhere, emerging from the void, which is, in fact, the main
character in Otdelnov’s work.

Marina Bobyleva



Russian Nowhere
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One early morning | happened to stay around a large train station.

I might be waiting for the subway to open, or be waiting for a departure —
I cannot quite recall. It was freezing cold outside, dark and drab, so

| decided to kill the time in a station café. | got myself a dixie-cup tea

and went on to look for a place to seat. Everything was occupied by other
people waiting or napping, large luggage, and | had to land near two men
of different ages who were engaged in a lively conversation. Apparently,
they just met right there and then, and had already fixed something

to tank up. Both were, most likely, making a transit connection.As I joined
their table, there was a protracted silence that seemed to drag on forever.
The conversation could not continue given my presence, and a new
subject was in order. Then the older guy looked around the table and said:
“So we are all going to part ways now. You'll head your way, I'll go

to (he mumbled an unknown destination). This one (he pointed at me)
goes someplace else”. The stranger looked around the table once again
and held a pause. “Wherever, everywhere it's the same sh*t all over!..”

I would Llike to revisit my reflections on non-places that | began

in Inner Degunino and Mall. Both series were informed by direct
observation of the changing landscapes on the outskirts of major
cities. The new project that | started during lockdown deals with
virtual images. As captured by Yandex and Google street view cars,
landscapes are completely devoid of any idealization or an author’s
view. These pictures have no author or author’s attitude towards
the seen: the lens of an automated camera is perfectly impartial
and disengaged.

| based my paintings on the most banal and typical images that could
be made anywhere in Russia. During lockdown, | had enough time

on my hands to browse through many cities of our extensive nation
and see their unretouched side as well. My previous series were

an attempt to represent the changing cityscape as it could be depicted
in a timelapse (Inner Degunino) or a search for a vantage point located
in an imagined future (Mall). The new project turns to the disinterested
machine vision, which does not differentiate between the surface

of Mars and a hometown street.

A new generation of people has emerged over the recent few

years who rely on the surrounding post-Soviet landscape for self-
identification. Arguably, there is a trend among people born

in the 1990s to romanticise the Soviet past and its attributes. A recent
coinage even terms it as the “Lapenko Phenomenon”. A great many
subscribers follow such social media communities as The Beauty

Of Blight, Birch Tree, Russian Death, Outskirts, Any Russian City, Each
New Day Is Brighter Than The Other, etc. These communities make
numerous daily posts, mostly of photos with extremely mundane



landscapes. Each such picture generates active discussion, making 18
the comment section into a competition of wits. Certain phrases are

spammed repeatedly, and popular jokes are memed. | think these

repeated comments are quite telling — they provide an insight

into the younger generation’s outlook on the surrounding landscape.

It is both an attempt to romanticise the place of own existence,

aesthetically conceptualise and accept it,and an attempt to build

an ironic distance, find a personal point of view.

The landscapes that resulted from my virtual walks are exhibited
alongside the social media comments. | have transformed them

into neon signs, like Pit Stop or Groceries, their shape and lettering
hinting at the reality that actually underlies these phrases. | planted
them into real-life landscapes and made a short series of photographs.
The social media comments, directed towards the surrounding
environment, have thus incorporated themselves into this reality.

The video Prayer was filmed on the outskirts of Moscow, where

a residential project is in development in the flood plain

of the Skhodnya River. To protest the development, a local activist
dug out huge letters in the ground, so big as to be clearly seen

on Google satellite images: “Putin, save Skhodnya”. However, a high-
rise residential project was soon built right on top of the letters.
Disillusioned with the government, that same activist dug out

a new message nearby, now appealing to a higher authority: “God
save Russia”. These letters, similar to the glowing neon comments
placed in real-life landscapes and attributed to no author, sound like
an utterance by earth itself.

Pavel Otdelnov



Pavel Otdelnov’s
heterotopias: Wings
of the Russian
Nowhere
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1Zats.epin K. A.
“Enigmatichesky Peizazh”
[Enigmatic Landscape]

// Prostranstvo Vzglyada.
Iskusstvo 2000-2010kh
Godov [The Space of Vision.
Art of the 2000-2010s].

In Russian. Collection of
essays. Samara: Knizhnoe
|zdatelstvo, 2016.

’Editor’s note: as used

in several humanitarian
disciplines, the term “non-
place” has different forms
in both Russian and
English. The variant “non-
place”is typical of Robert
Smithson’s artistic concept,
which is discussed
further in the text,
typical of culturology
(e.g., see Symbolic
Exchange and Death

by Jean Baudrillard),

and of anthropology (e.g.,
see Non-Places: Introduction
to an Anthropology

of Supermodernity by Marc
Augé). Another variant,
“nonplace’, is current

in studies of utopias

and in urban studies
(e.g., Yury Saprykin’s
writings). Note, however,
that the Russian
academic and journalistic
discourse is yet to settle
on an established usage
on this term,and it may
have different meanings
depending on the context.

*See Polyakova S.V.
“Ne-mesto v Iskusstve

i v Postchelovecheskom
Mire” [Non-place in Art
and in the Post-Human
World] // Dialog Iskusstv
[Dialogue of Arts].

In Russian. 2017. No. 4.

The new exhibition by Pavel Otdelnov, symbolically titled Russian
Nowhere, makes a mesmerising impression, in a way evocative

of David Lynch movies. Trying to articulate its aftereffect on the viewer,
which does not quite lend itself to verbalisation, it can be argued

that the “enigmatic landscapes™ on display are a paradoxical
combination of extreme defamiliarisation and materiality, on the one
hand, and superhuman tenderness that ventures into mysticism,

on the other.

The new series by the artist revisits the subject of “non-places”™

and continues the deep exploration of our collective unconscious

by focusing on urban marginalia. This time, however, the poetics

of non-places is enriched by an infusion of virtual imagery. The term
“non-place” was originally coined in art criticism by the founder

of land art Robert Smithson, and it has been used to denote the zones,
produced by the urban civilisation, that are occupied for short

periods of time and anonymously, and that erase personal identity.

In philosophy, as introduced by Michel Foucault, such places are
termed “heterotopia’”, from the Ancient Greek for “other” and “place”.

A place is identified here through a differentiating, special mode of life
and a special chronotope. Endless casemates of garages, deserted
highways going nowhere, industrial estates, road junctions and other
“disowned spaces” in the urban outskirts of Russian Nowhere — all that
can await us around any corner in our familiar daily routes (| thought
it was a painting, but this is life”) — these are examples of heterotopias
with their particular aesthetic and space-time configuration.

The heterotopias / non-places in Pavel Otdelnov’s new series are

so well known to everybody who lives in Russia that they unfailingly
produce an effect of stark déja vu, which reveals the eternally Russian
“it'’s the same everywhere”.

Back in 1951, at a Darmstadt conference, Martin Heidegger made

a presentation “Building, Dwelling, Thinking” on a bridge construction
project, where he argued that the identity of a place emerged from
both its objective spatial parameters and from the eye of the beholder.
When presented with the heterotopias in Pavel Otdelnov’s new

series, the question of that eye immediately comes to mind, which
can, once answered, serve as the key to the world of Russian Nowhere.
The seminal question posed by Michael Foucault “who is speaking?’,
as applied to visual arts, should be restated as “who is looking?”
Whereas the past series by Pavel Otdelnov offered a most sympathetic
view on the depicted non-places that can be attributed as a view

of a person in the future®, in case of Russian Nowhere such perspective
is no longer possible: Enthusiasts Street now leads nowhere,

and the monolith concrete fence spanning over the entire horizon
bears the inscription: “The future has never come”.



In Russian Nowhere, Pavel Otdelnov has aptly captured this recently
emergent phenomenon in the collective sensibility of dealing with
the loss of the future as a human project. A person is not a personal
project anymore, the person has now denounced the myths, which
used to hold power over us, of being the architects of our own futures.
The initiative now lies with non-human actors: the natural entropy
that prevails and erases from the face of the earth the remains

of grand social utopias, the onslaught of new deadly viruses brought
about by the environmental disaster,the menacing self-animation
of technology. Even if the future were to present itself today, this
would be through personalised eschatology (‘Russia is the land

of fascinating wonder: Start your life here,and it all goes under”).

So whose eye is it, contemplating the dehumanised space with

such defamiliarisation and distance as if from a bird’s eye view?
Might this be a machine eye? Indeed, the optics used in Russian
Nowhere is on principle that of a machine: both in the photographs
and in the paintings of this series, there is no need for human
presence in the landscapes captured by dispassionate machine

vision. The artistic gesture — newly introduced here by the author

and amplifying the already existing defamiliarisation effect — consists
in painting the canvases from images found on street view by Yandex
and Google,and in recreating a painterly image from that; this takes
to the extreme the themes of dehumanisation of the depicted space
and of the subject’s death in art. The artist himself calls this technique
the “principle of simulated remote view”.

If this is a machine looking, though, why do we get a persistent
anxious apprehension from these landscapes, as if something unseen
is lurking behind the seen, as if something has happened or is just
about to? Why the presence of vibrating sadness, piercing nostalgia,
phantom pains over the era long gone and the man dissolved

in these dehumanised landscapes? Over the paintings missing

the shadows of people once living, building, dreaming here, whose
dreams were turned to dust and faded into oblivion. Or over those
who, continuing to dwell in the drab non-places, in the dimensionless
faceless spaces of the Soviet (Russian?) Atlantis, which is submerging
underground and under tonnes of compressed time right before our
eyes, are also becoming invisible, turning on Otdelnov’s canvases
into barely distinguishable marks, an empty sign of a person, a ghost.
This is no human view: a person in the space of Russian Nowhere is
dematerialised (their palpable absence gives a powerful impetus

to imagination). Neither is the view that of a machine. Machines

have no nostalgia, and the world does not present itself to them

as presence. Still, whose eye could be looking at the lands in Pavel
Otdelnov’s Nowhere?
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“The phrases used in these
works take on an additional
layer of meaning when

one learns that the red
lettering was made to order
by the same company

that manufactures signs

for such outskirt regulars
as construction supply
markets or Pyaterochka,

a value grocery chain.

The one looking at these monotonous, almost fully devoid of colour,
literally in-congruous landscapes (“there is no aesthetic in it”) could
be one of the Wim Wenders’s angels from Wings of Desire (1987),
Cassiel, whose original purpose was to observe, witness and keep
record of reality. Or Wenders’s other angel, Damiel, who is sympathetic
to the people on earth and appreciates this flawed world so much
that he becomes willing to give up his immortality in order to see it
through the mortal’s eyes or, say, experience a “mixture of sadness,
nostalgia, romanticism and, probably, hopelessness”, as relayed in one
of the anonymous sentiments that Pavel Otdelnov has retrieved
literally from our collective unconscious — from the social media.

His series of photographs is poetic in its precise use of verbatim
quotations from recurring comments in social media communities
focused on the “aesthetic of gloomy nowhere”, or, to cut through

the euphemisms, on the ruination of Russia.*

Ruins are definitely featured among the repetitive structures

in Pavel Otdenov’s work. In his artistic world, ruins are not so much
a representation of past events as, rather, a hint at the impossibility
of such representation, at the contained isolation of past experience
from us. Although its progressively disappearing traces are still
present, the past is not meaningfully perceived by us, which makes
it simultaneously horrific and alluring. Yet, taking a different angle,
the non-places — that, despite of all of the above, Pavel Otdelnov
makes us admire by virtue of the magical power of art — might

be that last haven where the vestiges of humanity can find rescue
from the glossy terror of simulated reality. And where amidst

the voiceless deserted middle of nowhere, with its invariably grey
skies and washed-out lighting, it is the only remaining place to,
perhaps, encounter an angel.

Svetlana Polyakova
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Huzde. 3cmakada
2020

Xonct, Macsio
100 x 200 cm

Nowhere. Overpass
2020

Oil on canvas
100 x 200 cm
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Huede. Ynuua 3Hmy3uacmos
2020

Xonct, Macsio

100 x 200 cm

Nowhere. Entuziastov Street
2020

Oil on canvas

100 x 200 cm
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Huede. lLimeHdep
2021

Xonct, Macno
100 x 200 cm

Nowhere. Stander
2021

Oil on canvas
100 x 200 cm
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Huede. KpacHsili aHeap Nowhere. Red Barn
2020 2020
Xonct, Macno Oil on canvas

100 = 200 cm 100 *x 200 cm
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Huzoe. Kenmas mpy6a Nowhere. Yellow Tube
2020 2020
XoncT, Macno Oil on canvas

100 = 200 cm 100 *x 200 cm
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Huede. 3eneHsili 3a60p Nowhere. Green Fence
2020 2020
Xonct, Macno Oil on canvas

100 = 200 cm 100 *x 200 cm




Huzoe. Jlywa Nowhere. Puddle
2020 2020
XoncT, Macno Oil on canvas

100 = 200 cm 100 *x 200 cm



Huzoe. bnoku
2020

Xonct, Macsio
100 x 200 cm

Nowhere. Blocks
2020

Oil on canvas
100 x 200 cm
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Huede. Capau
2021

Xonct, Macno
100 x 200 cm

Nowhere. Sheds
2021

Oil on canvas
100 x 200 cm
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Hueoe. /lom
2020

Xonct, Macno
100 x 200 cm

Nowhere. Scrap
2020

Oil on canvas
100 x 200 cm
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Huezoe. Naxensbku Nowhere. Blockhouses
2020 2020
XoncT, Macno Oil on canvas

100 = 200 cm 100 *x 200 cm
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Huede. bemoHHsili 3a60p Nowhere. Concrete Fence byodywee Future
2020 2020 2021 2021
Xonct, Macno Oil on canvas Xonct, Macno Oil on canvas

100 x 200 cm 100 x 200 cm 45 x 60 cm 45 x 60 cm



Hukakoli acmemuku 8 3momM Hem There is no aesthetic in it
2021 2021

Xonct, Macsio Oil on canvas

180 x 260 cm 180 x 260 cm
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lapawu

2020

Xonct, Macsio
100 x 150 cm

Garages

2020

Oil on canvas
100 x 150 cm
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cK

2020

Xonct, Macno
90 x 160 cm

Garage Construction Co-operative
2020

Oil on canvas

90 x 160 cm
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lapasu. [aHopama
2020

Xonct, Macsio

115 x 345 cm

Garages. Panorama
2020

Oil on canvas

115 x 345 cm
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80 6pemena nepewen nion dauie
OBPaINTCA K 0Bpasan MPOWTOro.
310,€710C06 CRpasuTscs Co CTpec-
COM OT HECTAOATHOIO KACTORLErD.
Tpownoe ycnokansaer, kaxerca
Hem6reom

XKymeH Zhuten (Creepo)
2020 2020

XoncT, Macno Oil on canvas
115 x 345 cm 115 x 345 cm
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benvili nedizax
2020

Xonct, Macsio
60 x 80 cM

White Landscape
2020

Oil on canvas
60 x 80 cm

Cepeili netizax
2020

Xonct, Macio
60 x 80 cM

Gray Landscape
2020

Oil on canvas
60 x 80 cm
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XKenmebili nelizaxc
2020

XoncTt, Macio

60 x 80 cM

Yellow Landscape
2020

Oil on canvas
60 x 80 cm

YepHelili nelizax
2020

Xonct, Macno
60 x 80 c™m

Black Landscape
2020

Oil on canvas
60 x 80 cm
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Bo-nepaebix, 3mo Kpacuso

2020

LieeTHas neyatb, nnactudmkaums
45 x 68 cm

First off, it is beautiful
2020

C-print on paper, Diasec®
45 x 68 cm
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— 0 2e0/10KAUUI0 MOXHO?

— 8blbepu cam

2020

LieeTHas neyatb, nnactudukaums
45 x 68 cM

— can you send the location?
— pick it yourself

2020

C-print on paper, Diasec®
45 x 68 cm
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— Kakoli 2007

— 3mo syepa

2020

LieeTHas neyatb, nnactmdukaums
45 x 68 cm

— what year?

— it’s yesterday

2020

C-print on paper, Diasec®
45 x 68 cm
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Hukakoli acmemuku 8 3mom Hem
2020

LiseTHas neyatb, nnactudukaums
45 x 68 cm

There is no aesthetic in it
2020

C-print on paper, Diasec®
45 x 68 cm



80-nepeblX, 3mo Kpacuso
Acmemuka nacMypHsix 3axonycmu17
cmemuka omepamumeslbHoeo
HUKakoli 3cmemuku 8 3mom Hem

Kpacoma x

CMeCb epycmu, Hocmasseuu, poMaHmuku u,

HasepHoe, 6e3bIcx00HoCMuU
8e3de 00HO U Mo e
naacmmaccossiii Mup nobeoun

— Kakoli 200?
— 3mo s4yepa

2020-2021

MHcTannsums, ceeToBble 6YKBbI, akpus,
antoMuHueBble Tpy6bl, MBX

Pasmepbl BapbupyioTcs

first off, it is beautiful
aesthetic of gloomy nowhere
aesthetic of the revolting
there is no aesthetic in it
what beauty indeed

mixture of sadness, nostalgia, romanticism and,
probably, hopelessness

it’s the same everywhere
the plastic world has taken over

— what year?
— it’s yesterday

2020-2021

Installation, illuminated letters, acrylic, aluminium
pipes, PVC

Dimensions variable

70

71

— 0 2e0/10KAYUI0 MOXHO?
— 8blbepu cam

2 0ymMana, 3mo KapmuHa, a 3mo Hu3Hb
dom cmoum, ceem 2opum

U3 OKHa 8UOHA 0aTb

mak omkyoa y Koma ne4ans?
CMabunbHOCMbI0 NAXHY/I0

8C51 HU3Hb 630-mpun

yHuUgepcanbHole ebeHs

0, 51 30ecb wugy

— Ymo 3a CMaHyus maxas?
— KOHeyHasa

2020-2021

MHcTannsums, ceeTosble 6YKBbI, akpus,
antoMuHueBble Tpy6bl, MBX

Pasmepbl BapbupytoTcs

— can you send the location?
— pick it yourself

I thought it was a painting, but it is life
the house is up, the light is on

the window opens into long horizons
so why is the cat so sad?

a breeze of stability

my whole life is a bad trip

universal bumblefuck

oh, it's my home

— what is this station?
— termination

2020-2021

Installation, illuminated letters, acrylic,
aluminium pipes, PVC

Dimensions variable



Monumea
2020
Buaeo
2'41"

Hapnucb «focnoam, nomoru Poccum»
BblkOMan xuTenb CxoaHu AHapeit
MUHOHYEHKO PSAOM C paioOHOM MUTUHO.
Konan nBa Mecsia. 310 yxe BTOpas
MacwTabHas dpasa ero aBTopcTBa. [lepeas
rnacuna: «MyTuH, nomorn CxonHex». AHapen
TakuMm 06pa3oM NpoTecToBan NpoTuB
3aCTPOMKM BOJOOXPAHHOM 30HbI CXO4HM.
Ho MeHbLUe yeM Yepes rog Ha MecTe nepeom
HaAnuCK pasBepHyYNoCh MacwTabHoe
CTPOMUTENBCTBO, M TENEPb TaM HOBbIN XWUN0OM
Komnnekc. PazoyapoBaHue OT TOro, YTo
nepBas HaAnMUCb He AOCTUIIA pe3ynbTaTa,
3aCTaBuI0 06paTUThCs K Honee BbICOKOM
MHCTaHLUMK.

Prayer
2020
Video
2'41"

The message “God save Russia” near Mitino
District was dug up by Andrey Finonchenko,
a Skhodnya local. It took him two months
to complete. This is the second large-scale
wording he has done. The first one said
“Putin, save Skhodnya”. This was Andrey’s
way to protest development in the water
conservation area of the Skhodnya River.
Nonetheless, major construction began less
than 12 months later right on top of the first
message. It is now a new residential project.
Disillusioned after the first attempt, he
decided to appeal to a higher authority.
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Masen OToenbHoB poannca B 1979 rony B [3epxxuHcke Huxeropoackown obnactu.
Co3paeT KapTUHbI, MHCTANNALUMK, BUAEO M doTorpadun. Y4acTHMK BbicTaBok € 1996 ropa.
B HacToswwee Bpems xuBeT U paboTtaeT B Mockse.

O6pazoBaHue

B 2015 rony MNasen okoH4YMn MHCTUTYT NnpobneM COBPEMEHHOIO UCKYCCTBA,
B 2005 rogy — MOCKOBCKMI roCyAapCTBEHHbIN akafleMUUYECKMI XYA0XKECTBEHHbIN
MHCTUTYT nMenun B. U. Cypukosa.

M36paHHble NnepcoHanbHbie U FPYNMoBble BbICTaBKU

«— A reonokaumio MoxHo? — Bbibepu cam» (2020, MexxayHapoaHas spMmapka
coBpeMeHHoro nckycctea Cosmoscow, [ocTuHbIv aBop, Mocksa), «IokoneHune XXI.
[ap Bnagumupa CmupHoBa u KoHctaHtuHa CopokuHax (2020, Hosas TpeTbsikoBka,
MockBsa), «[pom3oHa» (2019, MockoBCkuit My3eit coBpeMeHHOro UCKyccTBa), «l1o
kpasm» (2018, naBunboH N264 «Ontukax», BOHX, MockBa), «3aBoackue aHeKaoTbI»
(2018, TBopueckuit uHpyCcTpUanbHbiv knactep «OkTaBax, Tyna), «benoe mope. YepHas
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