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ANAKCEX BAPHCEHAK, BOJBI'A CACHOYCKAA.

«&CTOMIEHACBIb MATOPHANY»: BIANAIITHYHAE BHMAPOHLHE

TN GEENCTVIWY ©OPMH LIMHHI AK O®OPMH HOBA CALHAJIBHACHLUI
NSRSV FNN O FORMS OF SILENCE AS FORMS OF COMMONALITY

TNV TN [TAKANIEHBPHE «TATYHAK SPECIAL»
SNSRIV EGINNE GENERATION «HATUNAK SPECIALEY»

EIWWSCIBVNIUICHE SCTOTHUHH POXHM HOBAR T'EHSPALNI
TGINATNR: TSI EIW THE NEW GENERATION’S AESTHETIC REGIME

L[S RN IEN LOOKBOOK. INA=-BEEJAPYCKY
(ORGSO 1.0OKBOOK. BELARUSIAN VERSION

PRI E Y] TEPAALONBBANUYH ¥ CABE «TYTORMHX»

NPy ee ptel] OVERCOMING THE LOCALS

[N NBNSFEN [TPA [IEPAEMHACHIL ¥ BEIAPYCKAl GATATPASII
FCIREPEE ] ON CONTINUITY IN BELARUSSIAN PHOTOGRAPHY

NI R0 (o [MANITHKA IHCTAJNALHI
VN0 QYN0 CYIAPIWIIBACBID JH IHMAE APT-NPAEKTY «XXY»

AR ERIen VXN AW BHEPAHAE 3 «KHII'I INAMHIAK>»

TYTAPKA 3b NGV EISeTTRIANNIN

A TALK WITH pBRuEm ey eivagysipoys

IIAKAJIEHBHE, (HE) TPAYMABAHAE «CAYKOM»: INEhRE)/EEVEIGVRE:
THE GENERATION NOT INJURED BY (NON)«SOVOK»: FRINERWVAGINESY

NGRS IVIE: N «EOJNbI 3A AI0O» AK KPOK ¥ SKIEKTHKY

AILAM TJOEYC . JEaigatiaes
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(CTOMAEHACD

b MATOPbIAAY:

[13pcaHanbHbl npaekT Opbl LlycTa «Paksiem na HosbiM roaze (lanepas «Y», MeHcK, CTyA3eHb 2014)

Y capapsiHe cbHexHA 2014 ropy y benapyci ycnbixHyna
CnaxblBeLKasa JfixamaHka, afjHak fAe naplTypxHyna He
TpagbiubliHaa nepajHaBarogHAA 3pdabblua nafjapyHkay i
npagykTay Ana cbBATOYHAara ctana. fle Bblkfikana paxa BanHbl
Ha ycxopase YKpaiHbl 1 aH3kcii KpbiMy — nag3eHbHe pacerickan
BaNioTbl (AK HACTYNCTBa YBAA3EHbHA 3Ypanenckix caHKublay
cynpaupb Pacei), a cbnefam i 6enapyckara pyons, a Takcama
XOpCTKifA 3axaabl 3 60Ky 6enapyckan A3apxasbl Y AaublHEHbHI
fja gpobHara mAacuoBara npagnpbiManbHiLTBa (HanpbiKnag,
3aKpblUbLE Ha N3YHbl Yac HanbyNHeNWbIX IHTIPHIT-Kpamay i
raHanéBbIX LIHTPay). [5Tbl Npausc akTyanizaBay KaneKTblyHYO
namaAUb Npa 3KaHaMiyHbl Kpbi3bIC i g3Banbeaublio 2011 rogy.
He yvakatoubl Kanancy skaHomiki benapyci, Akaa 36onblara
OyHKUbIAHYe 3a KOWT YniBaHbHAY pacelckara Kamitany,
6enapyckae HacenbHiLTBa MaTapblani3aBana cBae ¢iHaHCbl ¥
po3Hara KLTanTy TaBapbl, ixamaHkaBa HabbiBatoubl ix, anbb6o
nepasofs3ina rpoLlbl y 3amMmeKHYI0 BasoTy.

CTpyKTypHas UblKAiYHAaCbLb KPbI3biCy — af3iH 3 NaHATKay,
AKiMi  yacTa AwY> 3 yvacoy Mapkca xapakTapbidyeyua
rnabanbHas KaniTanicTblyHas 3KaHOMIKa, f3€ HAMAa poyHaMn
npauArnacbLi nami>k MOMaHTami 3aHAMagy, a éH y PO3HbIX
dopmax ynneueHbl y TKaHiHy 3KaHaMiyHara napy. Mapo6Hyto
CXeMmy MOXHa HasipaLb i y 6enapyckiMm KaHTaKcbLe. [la NnaHATKY
UbIKNiYHacbLi Y 60MbL WHIPOKIM C3HCE 3bBAPHYYCA rog Tamy
n mactak lOpa Wyct y npaekuye «PakBiem na HoBbim
ropgse». Ajie nixamaHKasbl QOH anoLLHiX Nag3eay akTyanizaBay
Wwapar BbiNyyaHbIX Tafbl MacTakoM TOMay, Naka3Baloubl, AK
UblKNb 3aMblkaelua Ha cabe. Tamy 3BapoT fa MaTapbiany
raTan BbICTaBbl 3HOY CTaHOBIiUUAa aKTyanbHbiM. Tak, agHa 3
KMouaBblX KaHU3MUbIAY, Ha AKoM Oyayeuua BblKa3BaHbHe
Llycta, — ubikniyHae pasymeHbHe Yacy y anasbilbli ga
niHeapHacbui. bonbw nagpabasHa npa ratbl $3HOM3H niwa
rictopblk i aHTpanonar ne6 HeBawoy, ag3Havaoubl Tol GakT,
LITO Yy MeXax LblKNiYyHara yacy nayaTak cynagae 3 KaHLoOM, TO
60K rata 6aCKoHLbl KpyraBbl pyX. Tagbl AK liHENHbI Yac — raTa
«He38apOMHbI NPAyY3C 3bMeHbl AKMYasibHa2d CMAaHy», AKi Mae
Ha yBa3e naHATaK 6yayublHi K HiKONi paHel He nepaxbliBaHara
LOCbBefy, a Takcama HasyHacbLb MavaTKy 1 KaHua (CbBeTy).

Y N3pCnaKTbiBe UblKJiUHara ycnpbiMaHbHA Yyacy nago6HbiA
i3 aKTyanbHblA MeHaBiTa 3apas, ysecHy 2015 rogy.

DKcnasblLblA BbiCTaBbl «P3KkBieM na HoBbIM rogse» ynyuae
Habop ab'ekTay, ab'sAgHaHbIX y LWMATCNAEBYD MacTaLKylo
iHCTanALUbIlO — 3MMaTblYHY0 NPacToOpy, LU3NbHacblb AKON
3a6scbreyBaeLLa TPbIBOXKHAWM My3blKall i UblPBOHA-3A1EHBIM
CbBATIOM. Y TOW Xa 4ac ab'ekTbl LLlycta camagactaTkoBbIA 1A
MOTyUb Obilb BbICTayNneHbIA y PO3HbIX KambiHaublAX (lWTo 1
afb6binoca nasbHel: aasiH 3 ab’'ekTay ayTaHOMHa 3CnaHaBayca
Ha KanekTblyHal BbicTaBe «OFFSIDE», npbicbBevyaHam cnopry).
Mpauytoubl ca 3Hakami 6enapyckan wroa3éHHackLi, lOpa LWycT
KaHU3HTpYye Y agHbiM ab'ekue HeKaTOpylo Hampy»kaHacblb,

KaHONIKT, HepaanizaBaHylo NaTaHUbIO. (JlenwbiM NpbIKIagam,
mMabbllb, MOXHa Ha3BaLb AroHylo Mpauy ANA BOKNaAKi
KaTanéry BbICTaBbl CyyacHara OGenapyckara mactauTtesa ¥
BinbHi «Opening the Door? Belarusian Art Today» — TyT
dopma OpbUIbAHTY HOBaW HaublsHanbHaW 6ibniATaKi Gblna
3bMellYaHan Ha nagcTayLbl rnéodycy.)

BoicTaBa tOpbl Lycta Hanagae Ha TblAa
HelMaTiKiA MpacTtopbl KambopTy, AKiA
3acTanica Yy cydacHara ©Oenapyca,
Kani  3bHACINbBa/ibHAaA  WTOA3EHHACHLb
paccTynaeyuya nepag
SKCTATbIYHbIM  KasleKTblyHbIM
nepakbiBaHbHEeM CbBATa.

HoBbl rog 3bAynseuua HanbonbL
HaTypanizaBaHall npaKTblkall MacaBau
SMNaTbli, 3HAX0A43AuYblCA Npbl 3TbIM
3a paMKami KaHKpP3THbIX ig2anérin i
paniriay. [5Tae cbBATa HA Mae BigaBOYHam
nanitoluHam adpapboyKi (AHO ag3Havaeyya
y 6onbluacbLi A3spxKaBay) UiigdanariyHbix
KaHaTaubiay (y appo3bHeHbHe aj
caBeuUKal cnaguyblHbl — 8 cakaBika, [HA
KacTpbluHiukan paBantoubli — anbbo
TaKiX Yy>KO CyyacHbIX cbBATay 6enapyckan
A3ApayHacbLi, AK [13eHb He3anexHacbui
3 nineHA). Mabbiub, y caublAKYNbTYpHaMn
npactopbl  benapyci, pA3e panirinHbl
ObICKYpC He apbirpbiBae BaAnikan poni,
HoBbl ros a3Hauae cabom KynbmiHaLblAHbI
NYHKT, wTo cynpaBajkaeuua
cnaubipiyHbIMI pbiTyanami, AKiA Telvayua
AK npbiBaTHara (ynpbiroxxBaHbHe AaMOY,
KyniHapHblA  MNpaKkTbiKi, CycTp3ya ca
cBafAKaMi 1 cAbpami), Tak i rpamagskara XbilbLa (Macasbis

CbBATKaBaHbHI Ha By”iUbl, CanT, TaneBi3iNHbI 3BapoT
NpP33blA3HTA).
«HamypaneHaceyp — [...] e>ma ani6i, Akim

npeikpsieaeyya epamacskas 6onewaceys», i lOpa LycTt
Tpannse y agHy 3b eliHbiXx 6ofieBblX Kponak i «ewiAynsae
nad makoli HamypanbHAcbylo 3akoH»'. LlycTt Bbinyyae
K/IloYaBblA if3anArivyHblA 3bBA3KI ¥ TKaHIHe HaTypani3aBaHara
cbBATa. AKpama panirinHbIXx gblicKypcay (naraHckara u
XpbICbLifAHCKara), CloAabl yny4yaeuua iHayCcTpblA ClaXkblIBaHbHA
M Haknagsawuua igsanAariyHola - QiNbTpbl  CyvyacHara
naniTblyHara ysayHara: ypaubicTad npamMoBa Mp33blAdHTa Ha
msKbl 00:00 i A3ApKayHbl FMiMH cbiiefam 3a 60em KypaHTay, a
Takcama CbBATOYHaA TpaHcdapmaublis rapaj3Kon npacTopbl.
Takim ublHam, HanboNbLL Ba*KHbIMi TSMaMi BbiCTaBbl «P3KBiem
naHoBbIM roa3e» CTanica CyBA3b CbBATKaBaHbHA 3 LibIKNiYHbIM
yacam (1) i KpbITbiIKa KaHCbOM3pPbI3MY 1 GiAnaniTbiKi, WTO
MecbUALLa ¥ pbITyanbHbIX NpaKTbiKax igdanérii (2).



LLbIKAIMHACDBLLb

CbBATa HoBara rogy yaynaeuua Ak HewTa He3BblYanHae,
HewToA3éHHae, HOBae, afHaK, fAK Yy /060N Tpaabiybli,
naytapanbHacbUb i npafkasanbHacbUub —  AroHas
Heag'eMHana yacTka. 3 agHaro 60Ky, AroHaa NpbiCyTHacbLb
CTPYKTYpye KanAHAapHbl yac i He Aa3Bande naTaHyub Yy
WwToA3€éHHacbUi. AfHaK nacTynoBa 3ajaBalibHEHbHe af
YaKaHbHA 1 NpadyyBaHbHA CbBATA, IHTOHCIyHAaCbLUb AroHara
nepablBaHbHA 3bHiXKalLULUa, BblYu3pnBaoLLa — Marybima,
3 NpblYblHbl CYTbIKHEHbHA »aJaHbHA He3BblyaWHara ="

nayTopy pbiTyany.

3b iHWara OOKY, pbiTyasa CbBATKaBaHbHA,
XYTU3M, P3MNP3CIYHbI: éH He CMNaHTaHHbI,
a 3amaulaBaHbl Yy KaneHpgapb U
P3MAM3HTaBaHbl AK CallblA/ibHaA MPaKTbIKa.

[3Tbl  KaHPRIKT  namix  HaBi3HOWM-He3BblYaMHaCbLO

7 naytapasibHacbLl0-p3rAAMIHTaLbIAN ipaHiyHa
afnCTpaBaHbl Y rajaBolii nagbopubl caBeLKix vaconicay
«HoBbIn Mup» 3a 1984 rop? npapctayneHbiX y BbiCTayHal
npacTopbl. LisHTpanbHbl ab’eKT BbICTaBbl — HemapKaBaHbl
KaHKP3THbIM pbiTyanam pbiTyasbHbl €pL, AKi ybipae y cabe
aTpblbyubllo cbMepui (Mpa3 naxaBanbHbI

BAHOK) i »KblubuAa (Npa3 HaBarofgHisa
ynpbiroxaHbHi). ManobHas apatopbis
p3KBieMy  HaynpocT  ajcbinae  fAa

pa3bBiTaHbHA 3b MEPTBbIM. TbiM CambiM
LWycT nagkpacbniBae HenapblyHYto CyBA3b
MapHaBaHbHA 11 NanayHeHbHA, XblLbLA 1
cbMmepui, AKadA, agHaK, BbluAcbHAeuLa 3
MaTpbIUbl LbIKiYHara yacy n 3acraeyua
[J3HaTypani3aBaHal i agxineHan.

®inin Ap’ec Bbinyyae HekasnbKi

3Tanay  TpaHchapmaubli  CTayneHbHA

Ja cbMmepui Yy 3axogHesypanemnckan

KynbTypbl. EH cbubBApaxae, wTo V

XX cTarog3bAsi pasbBiBaeuua cTpax

nepag cbmepul I AbiCKypcam npa se.

Tol 3Tan Ap’‘eCc Ha3blBae «CcbMepyb

nepasepHymas», Kani AHa agmaynsaeuua,

XaBaeuua, CTaHoBIULa BeNbMi

iHTbIMHal0 cnpaBan, a MEpTBae uUena n

AroHaa isianéria BbikNikaloub arigy?.

XBapoba ¥ cbMepub BblUACbHALOLLA

ca cohdopbl WTOA3EHHAcbLi Y cdapy

M3AblubiHbl. [Tpauarnae, KanekTblyHae 1

AOMaHCTpaTblyHae anjlakBaHbHe fepacTae npakTblkaBaLlLa.

Kbiubué " cbmepub YKnAuvalouua y 6iananiTbluHylo

3auikayneHacbub A3ApxaBay. CyyacHbl KaniTanicTblUHbI

N HeanibspanbHbl Mapajak, AKi KynbTbiBye luyacble,

Managocblb i iIMFTHEHHaCbLb-iHTIHCIYHACbLb NepaXbiBaHbHA

KOXHara MOMaHTy, npbiMywlae Haoryn 3abblyua mnpa

cbmepub. MépTBbif, Ha AymKy K. Bagpbiapa, 3bayndaouua

neplbimi, Karo BblKfYaloLUb: «AOHAK écbyb AWYS a03iH

aKm 8bIKJII0YIHbHA, AKi aobblyca paHel 3a yce iHwbelA U

6b1y 60/1bW pAObLIKANIbHBI, YbIM BbIK/IIOY3HbHE 8ap’amay,

03ayel i Hix3Uwbix pacay, Aki nanap3oHiyay im i cayxoly

o4 ix y3opam, AKi Haoayn naXelyb y dcHoee Ycél

“paybiaHanbHaceyi” Hawal Kynbmypbi: 22ma 8blK/1I043HbHE

mépmeaesix i comepyi»*. PbiTyanbHbl €plu HA TONbKI 3BOA3ILb Y

afHoO navarak i KaHel, (ycé-Taki TpagblLbla BblKapblCTOYBaLlb

raniHbl efiki AK Ha NaxaBaHbHi, TaK i ¥ cbBATKaBaHbHi HoBara

rofa icHye fayHo), ane 1 aransde BbITBOPYYHO i CNaKbiBELKYIO
YacTKy pbiTyany cbmepLi i navaTtky.

JliHenHbl yYac neparykaeuua 3 igdanériai nparpacy 1
MaAspHi3aubli, a Takcama >KaHamiyHara poOCTy cCy4acHara
KaniTaniamy, a 3Haublub — 3 pPaXKbIMaMi NagnapagkaBaHbHA 1
aKkcnnéaraupli (pacypcay i npaLoyHbIX) i HApOLIYBaHbHA KaniTany
(3 cnagapoX<HbIM MaBefiy3HbHEM pa3pbiBy Mamipk 6HaraTbiMi
n 6enHbiMi). LibiIkniuHbl yac nagkpacbfiiBae HenmapblyHacbLb
yanaBeka 1 acApoAsbAsn, fa3Bajnse 3pasymelb YasaBeuyae
dYHKUbISHaBaHbHe 11 cnocabbl yOyaoyBaHbHA y Aro. Y ratan
M3PCM3KTbIBE KaHLU3MNUbIA LblKMiYHara Yyacy naatpbiMiiBaewua
KpbITblKan KaniTaniamy, AKi écblb CbICTIMAK SKcrnéaTaubli
NPbIPOAHbIX P3CYypcay i, agnaBefHa, HenacpagHal NpblyblHai
3bMeHbl KnimaTy. PanpaciyHbl paxbiM iHAYCTPbIAAbHANA i
aAMiHicTpaubliHai BbITBOpYacbLi APOOHIUb WToA3EHHACbUDb i
P3rnAM3HTYe NpauoyHbl (Hanpblknag, 5-A3€HKa) i BONbHbI Yac
(BbIXOZHBIA), AKi MaTpabyeuua Ans agHayneHbHs cinay. Takim
YyblHaM P3XKbIM iIMKHeLLa NiKBigaBaLub «4ac HepaublAHabHaum
pacTpaTbl», WTO YynicBaeyua Yy T33bic JI. AnbTycapa npa
aflHayneHbHe BblTBOpYan cinbl. (LUTo Thiubiyua Benapyci, y
raTylo Nériky ybyaaBaHblA AbICKYCii Npa wkogy Aapmaepay i
Y3bHiKHEHbHe afnaBefHbIX 3aKOHay.)

AQHaK y CbBATNe cCyyacHbix — nocTdapAbiCUKix —
yMOBay BbITBOpYacbLi, a MeHaBiTa Y CyBA3i 3 MaBeniuysHbHEM
poni HemaTapblANbHaM, MpP3KapHanM npaubl, 3bMAHAeULa
M pbicnasbiublis cBabogHara W npauoyHara uvacy. 3 agHaro
60Ky, Msa MaMi>k npauali i BoONMbHbIM Yacam pa3mbiBaelua
npasb HeparnAM3HTaBaHblA NPaLOYyHbIA raA3iHbl M Mecubl
(bpbinaHc), a Takcama nNpas BblKapbiCTaHbHe 3neM3aHTay 3abaBbl
Y CyyacHbIX MpaLoyHbIX 3HOCIHaxX (KapnapaTblyHaa KynbTypa 3
cBO€acabniBbIMi pbiTyanami, G3HOMIH «Kp3aTblyHara Kiscy»).
3b iHwara 60Ky, BOMbHbI Yac KaniTanisyeuua, ynydaloublca

y iHOYCTPbIO CnabiBaHbHA 11 3ab6aBbl, — i HaBaT HabbiBae
panpaciyHbl XapaKkTap: af uabe natpabytoLb, kab Tbl BecAniycs,
aTpbiMniiBay  3ajaBanbHeHbHe.  TakiA TpaHchapmaubli

KynbTypbl anicalouua y T3pMmiHax nNag3enHara Kanitanismy
(eventcapitalism), aKi Apo6HiLb KapHaBasIbHACbLb, HanayHsoUbl
€10 WTOoA3EHHACbLb, a CbBATaM — caMy CTPYKTypy npaubl.
MoXxHa HaBaT napayHaub Cy4yacHbl MNO3bHeKamniTaniCTblYHbI
amanb PanirivHbl KynbT npaubl Ha 3HOC, Npaubl, AKaa Hikoni
He 3aKkaHuBaelUa 1 A3e iHAbIBIA aguyxaeuua ag cabe asena
«MiCTblYHara cato3y 3 abCTpakTHbIM MaTokam rnAabanbHara
Kanitany»®, 3 CyyacHbiM Mmopgycam 3abaBbl, 3KCTaTblyHara
3bHACINEHbHA, HapKaTbluHara agiyysHbHA af poasibHacbLi 1
csbe, «party till you drop». HeabxonHa pa3ymeLb BaXkHacbLib
HOBbIX Narpo3say, AkiAa Toiub y cabe nocTdaphblCUKi pPaxbIM
npaubl 3 ycimi npabnemami npakapbi3aubli 1 HAYCTOMNIBaCbL
" nasbbAraub ix pamaHTbi3aubli. AGHaK 6AccnpayHa BarKHbIMI
3acTallua aHapxiclKafa pajacbub agMOBbI aj npaubl,
yuékiaaabicubinniHbl, AKaA Npairpaeyuay u4bikniyHam
CTPYKTYpbI Yacy (A0 npayoyHal 3melki 0a He-npayoyHau
3cmamelikiy’). HeabxogHa gpabiub yac npaubl 1 BofibHara vacy,
3bIXOA3A4bl Ca CBaix iHTapacay i cin, na-6apTaycKy 3Haxopsiub
npauy y camim agnaubiHky («Tp36a HA npocma Ha npaysa2y
npayoyHaza OHA MeUb HA yed3e 8A4Y3pHis 3a0aeasibHeHbHi
(2ama Ui écbyb 6aHanbHae), ane i Haadsapom, Kab 3b 8A4Y3PHAU
acanoowl ¥ pawye pawim HapaoXanacs xadaHbHe oayakayya
3aympawHaA2a 0HA U 3HOY NpbIHAYYA 3a npayy»®).

Tpadblubla CbBATKaBaHbHA Hosara rogy y
CaBeukim Catose 3axoyBania y cabe anemaHT
KapHaBanbHacbLi, ObICKYPCiyHa 3bBA3aHau
3 YakaHbHeMm Uuydy, Kaskal, cCbUipaHbHEM
MeX<ay | 3bMeHal CaLblANbHbIX Ma3blLblAy.

dpblk Xo6c6aym Bbi3HAyae BbIHAXOA3TBA TpPaAblLbli
AK «Habop npakmelK, AKiA 38bi4aliHa Kipyloyya aokpeima
anbbo 8bIzHavYayya Mmaykniea npelHAmMelmMi npasinami
pbimyasibHati abo ceimbaniyHali npbipodel, WMo iMKHeyya
yKapaxiyb n3yHula KawmoyHaceyi U HOpMbl NAgoo3iHay 3
danamoezall naymapsHeHA, AKoe aymamamelyHa ¢apmye




KAHMbIHYA/IbHACbYb  3...  NPbIOAMHbIM  2iCMAPbLIYHBIM
MiHynbIM»®.  ACHOBaTBOPHbI ~ 3NEM3HT  KapHaBanisaubli,
nasoane baxuiHa, — rata cbmex, BbiCbMelBaHbHe AK ynafbl,
TaK i cAbe. KapHaBanisaubla CTPyKTypHa Ba)kHaa AnA ynagpbl,
60 pasBande acnabiub caublsfibHae Hampy)kaHbHe, MaKiHyUb
3a AyXKami dKaHaMiYHblA 1 NaniTblYHbIA LUAXKaCcbLi, LWTO
acabnisa akTyanbHa y raTbiM roase gna 6enapyckara KaHTIKCTy
y CbBATNE 3KaHaMiyHara Kpbi3biCy. baxuiH, BbiBy4atoubl
KynbTypy CApagHsABeuyya npa3 TBopuyacbub ®paHcya Pabne,
XapaKTapbi3ye KapHaBan fK acabniByto caLblASIbHYI0 MPaKTbIKY,
[3e nepakynbBatoLLa 6iHapHbIA anasbiLbli: XbILbLE 1 CbMepLb,
My>UblHCKae 1 »aHouae, cy6'ekT i ab'ekT ynagpl®. Ane Kani y
CApP3AHABEYHal KyNbTypbl KapHaBan 6bly 30Haii BbiNaA3eHbHA 3
caublANIbHbIX CTPYKTYpay i NpbINbIHEHbHA YNaAHbIX 3HOCIHaY, TO
CEHbHALLHI MNOCTIHAYCTPbIANbHDLI KaniTaniam, y AKi YKAYaHbIA
CyyacCHblA CbBATbI, YyTPbIMAiBae y CBaiM AApbl afpO3bHEHbHe,
6araubLe 1 pa3HacTallHacbLb agHavyacoBa.

PbITYAADBHbIA [MPAKTbIKI
IASAAETII

AQHbIM 3 BaXHbIX ab'ekTay 3Kcnasbllpli, AKi HaympocT
He cCTacyeuua 3 Tamanm HoBara ropy, ane KpbiwTanisye
JauyblHEeHbHi ynafbl, WTO npauylub Yy cyyacHan benapyci,
3baynseyya readymade-ab'ekT — Ky6ak nepamoixubl, AKi
cKnagaeuua 3 AByX Lenay 6apLoy, WTo nepakigsaoub
aAsiH agHaro npasb cbyArHo. Lyct pagae nagcrayky ana
Apyron ¢irypbl  TakiMm UblHaM 3aMaLjoyBae Y3aemMagaublHEHbHI
nacTasiHHal 6apaLb6bbl. Ha sikoli 6bl nagcTayubl Hi cTasy Kybak,
afsiH ca 3marapoy 3aycéabl akaszBaeLua nepamoXaHbiM. Takim
yblHaMm, y AaAa3eHbiM ab'ekue LLyct panpa3sHTye ipsanériio
HAaMiHaHTbI, Kani NaHOYHbI AbICKYPC ynafbl NagnapagKkoysae n
MapriHanisye niobbla afxineHbHi ag marictTpanbHai niHii.

AdiubIHaa KynbTypa (AK i ManiTbika)

MaHananisaye  npaea  Ha  nybsiyHae
BblKa3BaHbHE 1 AFOHYIO IHT3PMNP3TaLbIo
1 BbIKMOYae «MiHapbITapHbIA» [OblCKYPChI,
BbILIACBHAKOYbI iX 3 IHCTbITYLIbIIHAM MATPbILbI.

A6'ekT pobiub 6GayHbIMI
anasbiuplto 1 KaHONIiKT, ane
3amauoyBae HemarybiMacbLib
pa3HacTamHacbUyi
BblKa3BaHbHAY. Y ToM Xa 4ac
ab'ekT apcbinae fa cnopty —
ALY afHOM HaTypani3aBaHal,

ynapga6aHaw ynapgam
NnpakTbIKi. MakonbKi
6enapyckaa [A3sApxKayHan
insanéria nepasaHa
6ygyeuua Ha nepamose Y
Opyron cycbBeTHan BaliHe
AK  KMO4aBOM AnAa  Haubli
nagsei " He rpyHTyeuua

Ha nepaemHacbLi n
HaublAHaNbHam rictopbli
(. AHp3pcaH), AK TraTa
XapaKT3pHa AnA cTaHdapTHara
bapmary HaublAHanNbHam
A3ApKaBbl, TO cnopTt
3bAynAeLLa BenbMi 3py4YHbIM
iHCTPyM3HTaM  BblITBOpYacbLi KajsekTblyHara uena na-3a
BifaBOYHbIMI ig3anériami. CnapToBblA NPAKTbIKI  BigaBOYHa
CNasHblA 3 MparmaTblyHbIMi iHTapacami ynapgbl: 6yaayHiuTea

CnapToBbIX Nanauay, acabictas 3auikayneHacblb Np33blA3HTa
y cnopue, igsansrisaubla npasAa3eHbHA YsmniaHaTy cbBeTy
na xakei y 2014 rogse y MeHcKy, yraHapaBaHbHe crnapToyuay
y3Harapopami reposay benapyci. MlaHATaK HaublAHanbHara
roHapy 3bBs3BaeLlla ca CNapTOBbIMi facArHeHbHAMI,
aflHaK CrnopT ranoyHbIM YblHam npbinicaHbl Aa npadaciiHam
chapbl. MMakasbHiK «cnapToBal Haupli» ubicTa 6lopakpaTbly-
Hbl — r3Ta KOMbKacbLib CTBOPaHbIX i KaHTPansABaHbIX A3ApKa-
Ball CNapTOBbIX MAALOBAaK i 3aBasABaHblX mM3fanéy. CnopT TyT
MarybiMbl TONbKI Y AblcKypce npadaciaHaniamy; facArHeHbHi 1
cnabopHIUTBbI AK aKTblyHaCbllb, apraHi3aBaHas A3AprKaBato I
nagKaHTponbHasA én, NAKanizaBaHbIA ¥ aAMbICII0BbIX MPacTopax
i BbIMApaloLLa KonbKaCcHbIM MakasbHiKam, AKi ycnpbiMaeuua
HA N3YHbIM >KbIBbIM LieNiaM, Npasb AroHae nepakbiBaHbHe, a Ha
adiubINHBIM Y3POYHI. Y U3/bIM CNOPT Takcama €cblb agHbIM 3
KNI0YaBbIX BY3/10Y 3aMaLlaBaHbHA AblCLUbIMIiHbI, KAHTPOJIO Hag
uenam i ynicBaHbHA Aro Ba ynagHblf JaublHEHbHI.

ParnAamaHTaubia pa3HacTarHblX CbBATOYHbIX pbiTyanay —
af acabicTbix (gHi HapopsiHay, BAcenbni, MNaxaBaHbHe)
Ja KanekTblyHbIX (p3aniriiHbla 1 A3ApXKayHblA CbBATbl) —
ynicBaeuua ¥ nayHbl 6iAnaniTbluHbl nNapajak, 3bBA3aHbl
3 KaHKp3THawm ricTapbluHai KaHoirypaublsid, ynacbLiBam
nayHai KpaiHe. Miwanb DyKo passaxae npa 6iAnanitToiky
AK MNpa CTPYKTYpy ynicaHbHA N parynABaHbHA ¢dopmay
XbiubLA (@60 cbmepui) y AaMiHOYHbIM AbICKYpcCe ynagbl.
[5Ta 3bBA3aHa 3 TpaHcdapmaLbiall CTPYKTYpPbl KipaBaHbHA
nibspanbHbIMi  rpamag3tBami 1 3bmeHali ¢oOKycy 3b
dikcaBaHara Kanitany Ha bIBbl KaniTan — raTa 3Haubllub
y3HayneHbHe paboyail Cifibl (parynaubis HapaaXanbHacbLi,
KaHTPOJb Hag HacenbHIUTBaMm, Mirpaubliain, axoBan 3gapoys,
ririeHanm i r. g.). Oyko na3Hayae rata AK nmepaxon aj
«npbiMyciub namepui ab6o pasBoniub XKbiub» Aa
«npbIMYCilb XKblLb abo gasBoniub namepui»'. PoiTyan
cbBATKaBaHbHA HoBara rogy ykniouae Habop NpakTbiK, AKiA
3bBA3aHbIA Ca CTPYKTypan agnayblHKy W npaubl i, TaKim
UblHaM, 3bAYyNAOLLA YacTKal OGisnaniTblyHara napagky.
biananitToika cy6’'ekTbiBye niofi3ei y AKacbli HacenbHiLTBa
N parNAM3IHTYye iXHae XblubU€ caublAbHbIMI Npblnagami,
3bBA3aHbIMI 3 HapagX3HbHEM,  p3npagyKublNHbIMI
TaXHanériAmi, axoBan 3gapoys, ririeHan i r. g.

TakiMm ublHam, OisnaniTblka ajgcbilfae He fAa camora
MOMaHTY CbBATKaBaHbHA (r3Ta 3bBA3aHa 3 PO3HbIMI
CbBeUKiIMi 1 panirinHbiMi  cbBATami), ane pa Habopy

caublANbHbIX NpakKTblK,
AKiMi CTPYKTYypyeuua
cbBATa. KapHaBanbHacblb,
ynicaHaa ¥ 6iananitbluHbl
napagak, pobiub
CbBATa paubliaHanbHam
npoinagan, Akaa npagykye
BbITBOPUYIO Cifly. DNEM3HTbI
KapHaBanbHacCbUi:
npo 6ipaHbBHE,

ynpbiroXBaHbHe,  3aKynbl,
UbICbLiHA n 6pya,
NiMiHaNbHbI CTaH, —
HiB3OOLLA Aa afaHbHA
3anoyHiub npavuoyHbl
yac nacbfAa  BbIXOAHbIX
abo BaKaLblAy. HoBbl
rog pobiub BigaBoYHalm
PbITOPbLIKY  AbICKYPCiyHbIX

ceTak, y Akix papmynioeyua

6iananiTbluHbI napapgak.

Hanpbiknag, y CbBATOYHbIX

npamoBax Mp33bl3HTa, A3e
apbbiBatoLLa MaHinynaAubli 3b «s» W «Mbl», IKCANEaTyloULa
BOGpa3bl cAMeNHacbLi — TaKkiM YblHaM ynaja npabipaeuua
y camae capua iHTbIMHbIX y3aeMafaublHeHbHAY ™.



CTon 3 wamMnaHCKiM, HaKpbITbIM MarifibHam MAiTon (Awus
aA3iH ab'ekt iHcTansaubli LycTa), agcbinae ga Hekanbkix
caublANbHbIX  MNpaKTbik. [a-nepwae, wWamnaHckae —
TpagbiLbliHbl CbiMbOanb Cy4yacHara CbBATKaBaHbHA HoBara
rogy. MNa-gpyroe, anbkaronb (3pawWTbl, YacbLUen BiHO, YbiM
lWlaMnaHcKae) — 3BbIKAbl aTpblOyT aAKpbiubLA BbICTaBbI.
| cam xapakTap raTbix naf3esy, i cTaH an’AHeHbHA Obl
3bAynAloLULa CpoaKaMi pa3bHABOSIEHbHA 1 YyMOYHara Bbixagy
3a MexXbl WToA3EHHacbui. Ane nnita, AKaA Hakpbiia Kenixi,
nakasBae HemMarubiMacbLb ratara ctaHy. Pasam 3 Tbim BapTa
npbiragaub, wWto y benapyci BbiITBOpYacblb i CMaXblBaHbHE
anbKarono KaHTpanuLua A3ap)KaBai, AHa K aTpbimaiBae 1
npbi6bITak af Aro npofaxy. Anbkaronb — raTa feritbiIMHas,
KaHTpanAaBaHasA BECANOCbLb, KapblCHbI AN1A CbICT3Mbl CpoAakK
3bHAUbLA calblifibHara HamnpykaHbHA, y TbIM JiKy crnocab
dapmaBaHbHA MpacTopbl CbBATA, AKOe CTBapae HauyHacblb
nayHawm chapbl cBabobl.

DKCnasblLblA BbICTaBbl yBOryne agMeTHasA CKnagaHacbLto
LUMaT3HaYHacbLo ab’'eKTay, BilaBOUHbIX CbiMbanay, 340/bHbIX
npbl r3TbiM Bblpa3Ha 1 faknajHa KamyHikasallb 3 nybnikain 6e3
naTapHanicuykara cynpaBafj»afibHara ayTapckara TIKCTY, AKi
anssnioe Aa arynbHam KynbTypHar 6a3bl. Takasa camacTonHacbLb
BaXKHaA Y KaHT3KcbLe 6enapyckai KynbTypHal i nanitbluHanm
npacTopbl, NpacAKHyTanW camaldH3ypan, HAYMN3yHeHacbLio
N camakansHi3aublan, 3bBA3aHbIMi Ca CTpaxaM 3aaBiub npa
CBalo NasblLbllo 1 CaMaCTOMHA BblKa3Ballb MepPKaBaHbHi, WTO
acabnisa npblIKMeTHa Y cbiCTaMe afyKaubli, nabynaBaHai Ha
icHaBaHbHi NpaBinbHara agkasy. 3 agHaro 60Ky, 3KCnasblublA
CTaBiub Nafg CymHey HaTyparsi3aBaHblAa NPaKTblKi 1 Tpagbiubli.
3b iHWAara — 4YblpBOHa-3ANéHae CbBATNO, AKOE 3ananaHsae
npacTtopy BbiCTaBbl, YacTKoBa 6nakye cBabopy
iHTOpnpaTaubIAy i C3Hcay, AK i MarinbHaa nnita, WTO
HaKpblBae Kenixi.

YcoabinpaHikanbHae CbBATIO MaHipaCTye
HenasbbexHacblb  —  HEemMarybIMacblib
BbIXaZy 3a PaMKi CbICT3Mbl, — arasiAoybl TaKiM
YblHaMm ChabpblkaBaHacCbLb MITY Mpa Hosbl
rof AK npa Max<iBacCbLib NepaagoneLlb Mexbl
lWTOA3EHHACLL, M3pblAg  NliMiHa/IbHACbL),
YacoBay aAMOBbI afl CaublASIbHbIX HOPMAY,
nasblUblAY i JaUblHEHBHSAY.

Hapgnic «bygyublHa» Ha cbusHe — wpbidTam, AKi
3BblYallHa BbiKapbiCTOyBaeLLa y mM3AblA AK afpcbiika fga
«benapyckacbLji», — TakcaMa apTblKynioe npabnemaTbluHaCbLb
KaHCTPYKTYy OyayublHi. ByayublHA Hep3anbHasA, HsbauyHas,
HeajuyBasbHas, HefacAaXHas. Bapbanizaupis n
MaTapblsfizaubia § popme Hagnicy — rata cnpoba yxaniub
Ae 1 3adikcaBaub. Y niHeapHal KaHL3MUpli yacy 6yayubiHA —
rsta focbBes, AKi Mbl AWYD HiKONi He nepaxbiBani. Ane WTo
rstana caublAfibHadA, NaniTblyHaA M dKaHaMiyHaA p3anbHacblb
MOXKa MpanaHaBalb Yy fAKkacui OyayublHi, akpamsa 6GscKoHUara
nayTapaHbHA IHTOHCIYHara mnepakblBaHbHA CyvyacHacbui W
agMayneHbHA cbMmepui? ApsiH 3 ab'ektay 3Kcnasbiubli —
naHuyr y dopme ripnaHabl — aacbinae fa agBapoTHara 6oky
CbBATKaBaHbHA — fAa CTPYKTypay NaHaBaHbHA 1 KaM3pLiblHai
iHOYCTpbli, AKaA nNpaBaKye »afaHbHe crablBaLb. Y BbiNagKy
Benapyci ayTapbiTapHbl p3XXbiM He [a3Banse cabe Apabiupb i
TbIM CaMblM TyOMsiLb KaHTPONb Haf KaneKTblyHbIM Lenam —
CbBATa U3HTpYyeuua Bakon adiubiiiHbix gaTay i HoBara
ropay. Takim ublHam, CbBATa, AKOE MaBiHHa 3bMAlYaLb Yy cabe
aHapXICUKYI0 KapHaBanbHY MPaKTbiKy, CTanaca CTPyKTypHai
yacTKato bisnaniTbluHara napagky, r. 3H. KaHTpPono ynagbl Hag
KbILUbLIEM HacenbHiLTBa.

Hibbita maTany, AKki, MaHaTOHHa npauyloubl Y M3XaHi3bMe,
XyTKa 3HOLBaeLua, KaneKkTblyHamy Leny HeabXofHblA iHLbl
pbITM, WTYPLWOK, AKi 34bIMe caublAfbHY0 CTOMIeHacblb i
HaHOBa CNpagykKye BbITBOPUYIO Ciny.
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Mapblia AwyaHKa

AHTOH CAPOKIH:
HOBAM CALLbIANIbHACHLLI

Kani mbl dacmaem mikpaghoH i Hauickaem Ha kHonky 3ATICY, mel
8blpabsisem acmameasaceyp. Mol dyem oanel 3a HeabxoOHackUp.
[3masa acmamkasaceys 36Ay13eyua mM30blloMam MixxCyb'ekmaolyHAcoU.
[3ma maHigscmauyeia 0asepy, Kab Hekamopel 4ac HA 8edaub ceaé
«nampabasaHeHe». [lasep y npaysce, 0agep — 23ma t écblyb NPaysc.

YuAarHyTacbUb y npactopy rykay —
HaTypanbHbl CTaH yYanaBeKka. [3Tad
yusrHyTacblb, fAKas  p3anisyeyua
naciyHa M Ha fAKOW 3BblYalHa Mbl
He ¢akycyemca, natpabye, apgHak,
agMmbiciioBan  yBari y MacTauTse,
M3AblloMamM  Akora  écbub  [YK.
[yk, BbIXAIJIEHbl 3 p3anbHacbLi,
3axaBaHbl Y namsdi, ryK, AKi BaHgpye

na cbBAgOMAcbLUi 1 BbiliBaelLUa
y HOBbIA dopmbl navyubLay,
HacTanbrii, npagyyBaHbHA; anbbo

ryk Y P3AJIbHACbLII — Ak yacTka
CbBEeTY, YaCTKa ArOHbIX MallblHay,
M3XxaHi3may i AoMaHay, AKia cTBapatoLb
MPACTOPY TYKY. Acapopak ryKky,

y CcBalw uapry, — raTta YymoBa
pa3bBilbUa 1 pyxy rpaman3Tsa, rata
cBoeacabniBas CTPYKTYpHachLb,

anbbo daKTblYHaCbLb, Y FbIGiHI AKON
3apagkaelLa 6yayubiHA.

LITO BbI YYEWE ¥ LIWbIHI?

MeHaBiTa Takoe nbiTaHbHE, LWTO
3abnbiTBae cBaéil cynAp3uniBacbLio:
«Lli MOXHa Yyub Y UillbIHI?» — y3bHiKae
Mpbl 3BapoLie fa NpaekTy benapyckara
cayHa-mactaka AHTOHa CapokiHa
«benapycb 4'33. ®opmbl LiLbIHI»?,
WTO YynepuwbiHO O6bly npagcTayneHb
Yy Mexax BbicTaBbl «[paguyBaHbHe
BalHbI» Y Y3CKiM KyNbTYPHBIM LSHTPbI
y bapniHe yBoceHb 2014 rogy. Ha3Ba
npaekTy W MpauAriacblb KoXKHara
ayAbIETPIKY — 4 XBiniHbl 1 33 COKyHAbI —
aacbinae pga npaubl koHa Kenpgxa,
AKI Awus ¥ capapsiHe XX ctarog3sbasa
nagpbixtaBay  nycTylo  MapTbiTypy
ANA  BblKaHAaHbHA YaTbIPOX XBiNiHaY
i Tpbiuuaui TPOX C3KyHAAY UilblHI
(Bigaub, Moa BblKOHBaLLa nobon
KONbKacbLl My3blkay — sicl), Tbim
CaMbIM MaLLbIPbIYLIbl pa3yMeHbHe Taro,
LITO Takoe «My3blKa» N «My3bluHae». Y
Me>Kax BbICTaBbl, AKasA pa3ropTBanaca
Bakon ig3i BaviHbl (AK y 6enapyckim
ricTapblyHbIM ~ MiHYNbIM, Tak | Yy
CyyacCHacHbIM rpamagsKiMm gbicKypce),
pasymMeHbHe <UL bIHI» Habbl1o

naniTblYHbl XapakTap. To 60K LilbIHATYT
nepLu 3a ycé ctanacA rpamag3ka 3HauyHawu,
ane AHa n(e)pakbiBaeLlla KOXHbIM
NMaacobKy — UilbIHA MapaHoika W
6yHTapa, LiWbIHA CYMNeHbHA W AYMKi,
y TbiM iKYy W UiWblHA MayKniBan
BaAyHivacbui. [lpa3 npbi3My ryky
AHTOH CapokiH 3bBApHyYycA [Ja
p3afnbHbIX  ManiTblyHbIX  nNapseay:
XopcTkara 3[ylW3SHbHA npaT3cTay Ha
nnowybl HesanexHacbui y MeHcky Y
2010 rogse («UiwbiHA 0»), acyaX3HbHA
ABYX YaniaBeK 3a TIPaKT Yy MEHCKIM
M3TpOo y 2011-m («UiwbiHA 1»), yuicKy
rpamagssaHckix npasoy y benapyci
(«LiwbiHA 2»). Y raTbix aygblénpauax
MacTak nepagycim cbBepubllb, ane
agHayacoBa N pa3bbipae M3axaHi3Mmbl
rBafTy M iXHbl Ybly Ha CbBAAOMACbLb
noasen  (tak, Hanpbiknag, rykK
MiniUbIAHCKIX 60Tay — r3Ta HA TOJbKI
daKTbluHaA ¢i3blYHAA HebAcbneka,
ane N 3aceneHbl y CbBAAOMACbLi
cTpax).

[yKaBblA MaHinynALubli Hag 3anicami
p3anbHbIX NaniTblYHbIX nagseay
yTBapawLUb HOBblIA  C3HCbl.  Tak,
«LliwbiHA 1» cTBOpaHasa Ha MajcTaBe
3anicay cypoBara nacefaHbHA na
cripaBe T3paKTy Yy MEHCKIM M3Tpo,
nagyac AKora nasbHen acyAXaHbla Ha
CbMApPOTHae MakapaHbHe [13bMiTpbl
Kanasanay i Ynapsicnay Kasanéy
afKa3Bawub Ha CTaHAAPTHbIA
CNpaBaBOAHbIA MblTaHbHi. Y raTan
npaubl  Mikparyki  3Bbl4aliHa  He
3ayBaxatouua, Ha nepwsbl nNAAH
BbIXOoA3ALb ryKi ¢doTaycnbiwak,
APYKaBanbHbIX MaLllblHAK, LUArHIKY Y
M3Tpo. Cami X CNnoBbl — MbITaHbHI 1
agKasbl magyac cyga — BbIKOHBaWLb
ApyrapagHyto ponto (xoub 3BblYaiHa
nepluae, WTO Mbl Yyem i pacnasHaem
y LWTOA3EHHbIM XblUbli, — raTa
MeHaBiTa raBopka). AnblTaHKa
npagcrtayHika ynagbol nayTtapaeuua
OBOMYbl, a ajKasay nafcymHbixX
NpakTbl4Ha He 4YyBaub. TakiM YblHaMm,
MallblHa  MpaBacyA3bA3a  npauye
afjHabakoBa 1  3abAcbneyBaeuua
WMaTNiKiMi M3xaHi3mami abcTpyKupbli.
AOCTpaKTHbIA TyKi 1 mepawkogbl

K GOPMb

Ultra-red accosiation'

CTaHoBsALLa 60MbLU ryYHbIMI 1 Y paLiLe
p3WT MepaTBapaLla Y  LU3IacHbI
pacnosep. LLlym y3mauHsAeLua, a notbim

p33Ka abpbiBaeLa, nakigawoubl
y Bywax cayxadya ny/ibCOYHYIO
LilbIHIO: rata pasbBA3Ka,

3bf3AICbHEHbHE CbMAPOTHara npbicygy
anbbo KaHYaTKOBasi afMOBa af yazeny
Yy ublpky npaBacyasbasa. (MapobHas
CbiTyaubld nakasaHaa Yy o¢inbme
«JleBiadaH» AHAP3A 3bBAriHUABA, A3e
abcypaHacbLb cygoBara nacAg»KaHbHA
nepagaeuua 3 pamnamoran MNpPamoBbl
CyA3bA3i, CKasaHanW Ha He3BblYyanHaun
XyTKacbLi,—3paaeLua, raTaHemMarybima
Hi BbIMaBiLlb, Hi 3pasymeLb.)
llym axonnisae ©n 3anayHAe raTbl
nacTaHOBayHbl CM3KTaKajlb, Y AKim
BblKa3BaHbHi  3anilWHia, yniyBawubl
TON aKT, WTO yce paldHbHI X0
NPbIHATbIA.

PyX LArHIKY, NapbiBbl BETPY 1
LilblHA — r3Ta YC&, WTO 3amAHAe
pasBari.

MPA WTO HAM
HA1)-BAPTA MAVYAILLD?

3bBA3BaHbHe rykasan p3anbHacbLii
MW p3yYaicHacbui caublfafibHara CbBeTYy
nago6HbIM YblHaM mpauye 1y iHWbIM
npaekue AHToHa CapokiHa «MawnapTt
a6’ekTy»?3, nagpbiXTaBaHbIM
aambicnoBa anAa BbicTaBbl «OFFSIDE»,
AKan agbbinaca y ranepai «¥» y MeHcky
y TpayHi 2014 rogy, nagyac YsmnisaHaty
CbBeTy Nna XxakKei. Y raTbiM npaekue ifgan
MaHinynABaHbHA 3anicaHbiMi ryKami
HabbiBae 60Mbll ManAAbIYHYIO GOpMY:
ryK nf3a aj KaHbKa, AKi cbhaisrauiyb
na négse, pbiTM Npaupbl Ha GyaayHiubIxX
NAALoYyKax, BakasibHbl GpParmMaHT, AKi
akasBaeuua csoBaMi  MpP33blAdHTA
(3 npblublHbI  apganeHacbui  ryky
W WwMmaTpas3oBara pa3xa CcrnavyaTky
CKJlaflaHa pa3abpalb raTylo NpaMoBy).
ATa npbiknag «KaHKp3THam
My3blKi»*, sAKaA cKnagaeuua 3b

LL



MY v sunmyxy. HDararso, aneit. 20I3
Wanted. Oil on canvas. 20I3



nepayTBOpaHbIX i anpaLaBaHbIX rykay
HaBaKonbHara acApoasbp3dA. [lpas
HacTomniBacbLlb, 3b AKOW CypoBas
p3anbHacbUb HabbiBae HebsCbneyHa
My3blYHbl XapaKTap, Takasa akypaTHas
dikcaublia rykay HaBakonbnA HarafBae
MOMaHTbl 3b ¢inbmy Jlapca ¢oH
Tpblepa «TaHUOPKa ¥ Lempbi»°.

Cama Has3Ba «[awnapt ab'ekTy»
y3bHikna 3 anto3ii Ha wWbbdbl Ha
OyaayHiubIxX NIsALOYKaX, KOJbKacbLb sKiX
p33ka namHoxbuiaca Yy MeHcKy nepapg
ysmniaHataM. MeHasiTa y ratan rykasom
paanbHacbli — OygayHiyara Lwymy, 3b
AKora BblpacTasi KBapTasbl, LUTO 3bMAHi
ycnpbiMaHbHe ropagy, — i Hapag3sinaca
Bblka3BaHbHe AHTOHa CapokiHa npa
XaKeMHae  «CbBATa». MackapaHbHe
OymayHiubIX T3MMay 3HaWLWNO apjio-
CTpaBaHbHe y BbirnAA3e pbiTMay, AKiA
nakassatLb Ha «byaayHiubl mparpac»®
y CcTaniubl W p3ari€Hax, — nparpac,
WTO anpayaBaeuua Ha ManiTblYHbIM

Y3POYHi in3ami npbIApbITITAY
pa3bBiubUs  caublanbHanm  ch3pbl,
ane y canpaygHacbLi XaBae
p3anbHblA  M3Tbl:  A3MaHCTPaLbllo

ynagbl, aAsfap)kayneHbHe CcnopTty Wi,
BeparofgHa, aTpbiMaHbHe pJaxogay
HenacpafgHa yuArHy TbimMi y 6ygayHiuTea
6akami. [pamapg3kacbub 3agaeuua
iHWbIMi NbITaHbHAMI: WITO 6yA3e, Kani
YsMnisAHaT CKOHubILULa, ANA Karo
6yayiouLa raTbiAa NAA0BbIA Nanawbi?
3a uble pacypcbi? | i HAMaA iHWbIX,
60nblWl  BaXHbIX MNpbIAPbITITAY
pa3sbBiubua caubianbHal c¢3pbi?
Tak, BblpacTalolb HOBbIA pPaéHbl,
i MeHcK 3bmAHAe cBaé abniuua,
ane Ha Kapbicbub Karo? [5TbiA
NbiTaHbHI aAcbUlalOUb Aa aHTblyToMii
«KatnaBaH» AHpp3A [InatoHaBa, y
AKOW pacKa3BaeLlLia npa naseniysHbHe
Tamnay 6ygayHiubix npauay y 1930-a:

— He y6eisarom nu soou 8

yyscmee  cgoel  XKU3HU, Ko20d
npubeigatom nocmpouku? — He
pewasnca eepums  Bowes. —

[lom uenogek nocmpoum, a cam
paccmpoumca. Kmo xume moeda
bydem? — comHesanca Bowes Ha
X00Y.

Haypap ui npbluarHeHbHe WMaTikix
pacypcay npbiBANO Aa  3HaAYHbIX
CTaHOYUbIX  3bMeHay  rapafjskora
acApoasbA3Aa MeHcKy. XyTusm 3a ycé,

r3TblA P3CYypCbl NepapasbMepKasanica
Ha KapbliCbLb HABbI3HayaHara (?) Kona
acobay. «MawmnapTt ab'ekTy», TaKim
YyblHaM, abcmpakmua W  My3bIYHA
KpbITbIKye CapToBae MepanpbiemcTBa
3b ArOHbIMI aTpblbyTami —
Koy3aHKaMi, 6ygoynami, CbBATOUYHbIMI
ynpbiraxsHbHAMI Y Bbirnagse «3ybpay
3 K/OWKami», a Takcama YAYHbIMI
ceabopjaln i racbuiHHacbLUlO Haupbli
(3rapanma, HanpblKNag, yacoBae
«3bHALbLe 3abapoHbI» Ha Y>KbiBaHbHE
anbKaroJsio y rpamafsKix mecuax anb6o
cnpawysHbHe Bi3aBara paXKbiMy, fAKif,
aflHaK, HA 3bMeHLWbITi 6lopaKkpaTbi3m
i UicK CcblICTaMbl  «ManiL3NCKan»
A3Ap>KaBbl).

XTO CTBAPAE HALL TOPAL?

Toma 3bMeHJliBara ropagy
BbiAynAaeuyua ” y npaekue «bir
MeHcKy», AKi 6bly cTBOpaHbl AHTOHaM
CapokiHbim i Anakceem HaBymubikam y
2013 rogse. [5Tbl NpaekT cknagaeuyua
3 aypblémikcay i ¢oTasgbimkay,
3bBA3aHbIX 3 Nag3esami Ha [lnowybl
y 2010 rogse, y MEHCKIM M3TpoO N
WTOA3EHHbIM  »KbILUbLEM 3HaKaBara
AnAa ctaniybl KiHaTaaTpy «[lepamora».
KoXHbl MIiKC paknagHa mnpbiBA3aHbI
fJa n3yHan Kponki Ha mane MeHcky.
Y raTbix npauax macTaki agaaninica
ag agkpbiTal JakyMaHTanbHacbui 1
Bblpa3HbiX YacaBblXx abmexaBaHbHAY
panpa33HTaubli. MyKi mecuay
NMaxoA3fAub 3 pP3aibHbIX 3HaKaBbIX
nagseay, i Tamy nepw 3a ycé mawooub
3HaUsHbHe ANA KblXapoy ropagy,
AKiA Moryub pacnasHaub acobHbiA
MOMaHTbl MeHaBiTa [3TAM rykasom
p3anbHacbLi.

A6'eKTblyHacblLb  P3MP333HTaLbli
Mecuay, BbibpaHbIX y ropagse, agHak,
He 3bAyndAeuUa camamaTan. Knioyasbim
MOMAaHTaM T[3TbIX MApauay, XyTuysu,
écblb BbI3HaU3HbHe «nadyyysys /
ao4yedHbHs Mecyd», [[OCbBeJ sKora
Yy cdapbl rykaBalm  p3asibHacbLi
anicay M'ep Wsdap, yBEYWDHI TIpMiH
«soundmark» («rykaBbl apblEHTbIP»),
aHanAariyHbl aHrenbckamy «landmark»
(<apbleHTbIp 'y npacTopbi»). Lsdap
Bbi3Hauae soundmark AK ryk, Ha
AKi rpamagsTBa 3bBApTae YyBary,
a TakKi «3ayBaKaHbl» coLbllOMaM
ryk 3acnyroyBae Jikcaupbli,
3axaBaHbHA, apxiBaubli. Takim
yblHaM, cApoA 3agavay npaekty «biT
MeHcKy» — 3axaBaHbHe 1 pacnayciog
«TYKaBblX apbleHTblpay» i TbiM CaMblM
BbI3HaU3HbHe TbIX caublAnbHa-
NaniTbl4HbIX YMOBAY, Y AKiX 3HaxoAsiyua
6enapyckae rpamagstBa. ®parmaHTbl
3b «biTy MeHcKy» maHinyntoloLb Hallan
rykaBom mnamaubLlo, pactaloub 3b
MiHynara 3Haémblsl SMOLbli, 3bBA3aHbIA
3b Mecuami, nepaanpauaBaHbiMi VY

npaekue (agcbinka pga «nauvyubusa /
afuyBaHbHA» Mecua), i TakiM YblHam
MaTbIBYIOLb Hac NamATaub 3HaKaBbIA
ANA Hac i rictopbli Hawara ropagy
npactopbl 1 nag3ei.

lpoAa  Taro, WTO  aKyCTbIYHbI
acApofdak écblUb YMOBaK pasbBilbLA
rpamag3TBa W Yy3aemadadblHEHbHAY
YHYTpbl Aro8, Takcama pacnpataBaHas
Wsdspam Awus y 1950-x. IMKHEHbHe
nayyub  HaBakoJibJle, HacTpoiuua
Ha AroHbIA TrYKi, WTO iCHyOLUb
6ecbnepanbiHHa Y AKacbli 3Bblkfara
boHYy, a Tamy = He3ayBakHblf,
CTaHOBIiULa  caublAfibHa  3HAYHbIM
A3eAHbHeM. [laBeniusHbHe Y3pOYHIO
ryKy HekaTopbix GpparmaHTay y npatax
CapokiHa gae Ham MarybimMacbLb na-
HOBaMy iX Nayyub, aCoHCaBaUb i Takim
YblHaM 3aHALb aKTblYHYIO Na3sblLblio Y
JauyblHEHbHI Ja YMoBay caublanbHam
npacTopbl.

AKpama rykay, 3bBfA3aHbIX 3
KaHKP3THbIMI  Mag3eami 1M Mecuami
(«<soundmarks»), AHTOH CapokiH

BblKapbicToyBae y «biue MeHcKy» i
My3bIYHbIA TP3Ki, He3ayBa)kHa AnA
c/lyxaya MiKCytoubl ix y rykasbl NaTok
i naka3Baloybl TaKiM YblHAM Marybimyto
aNbT3PHATbIBY «ryYyaHbHA mecua». [ina
CTBAp3HbHA anbT3pPHaTbIBbI, NPa AKYIO
i3e raBopKa, BblKapbicToyBatoLLa

cyyacHas 3/IeKTPOHHaA anb6o
KNACbIYHAA MY3blKa, cayHpg-aprT,
Tpanikanii — ycé Toe, WTOo NpakTblYHa
Lankam apcyTHivYae Yy rpamagskam

npactopbl benapyci, y agpo3bHeHbHe
ag uwnArepay 1980-1990-x anbbo
neceHb Yy cTbili EypabayaHbHA. Y
3bBA3KY 3 r3TbIM Y3bHiKae MblTaHbHE:
a Ui moxa rpamagsTBa CTBapbilb
ryyaHbHe mMmecua (cayHTATPIK)
camacToliHa, He Tpanasw4bl Napg
ynably HayMbICHbIX aTYNJieHbHA
n igsansarizaybli? Cam naHATakK
rpamagskara (y agpo3bHeHbHe agj
npbiBaTHara, acabictara) y benapyci
He abaBsA3KoBa a3Hauyae arynbHae,
y TbiM NiKy 1 A3MaKkpaTblyHae, éH,
XyTUsal, Habni>kaeuua fa naHsALbLA
«[3ApXxKayHara» (Taro, WTO agyyxae,
CTaHAapTbI3ye, agpanse). y
KaHT3KCbLle  iCHaBaHbHA  pa3pbiBY
Ba Yy3aemapjs3eAaHbHi rpamapsTBa =
Genapycka A3Ap)aBbl (Kani KOXHbl
3NeM3HT  OyHKUbliAHYye y  CBaix
iHTapacax) nmpaubl AHTOHa CapokiHa

AKpa3 MakasBaluUb  MarybiMacbLii
rpamaj3Kkara CTBap3HbHA «MecLay»
na-3a y3aemagaublHeHbHAMI 3

ynagam ui Hacynepak €n. Y raTbiM
CKpbIKaBaHbHi yAyHal [AyXoyHacbli
M ig3anbHacbli ryKy, ki Mmoxa Obllb
iHTOpnp3TaBaHbl AK ayTaHOMHbl N
acabicTbl, i ryky AK maTapblanbHara
cTaHy ¢dapmaBaHbHA  rpamap3TBa
MacTakoMm y3fbimaeLLa nbiTaHbHE npa
TOe, Ui MOXa caublanbHaA npacTtopa
ObiLib 3arMoyHEeHas aNibTIPHATbIYHbIM
AblCKypcam?




MeHagita y rata npacTopbl
MNaMiX HaAYHbIMI  ab'eKTblYHbIMI
yMOBaMi 1 iHAbIBILYyanbHaw
cyb'ekTblyHacbLUtO, Ase
agbbiBatoLLa KaHTaKT i
yzaemaynsbly, MOTYLUb
Hapagxauua HoBblA GOpPMbI
caublanbHacbLi.

MATYBIMA, FVK HE ICHYE?

npaubl  AK  npagmet
MacTauTBa Maloub
cBal0 acabniBacbub —
HeMamspblAabHACbYb.
AHbI CTBOpaHbIA
niybaBbIMi  TIXHaNEriami
M icHyloub y niubaBai
npactopbl  anbbo Y
iHTOpH3Ue Yy BbirnAaa3e
Hynéy i apsiHak. [a ix
MOHa 3bBAPHYLLa
y nobblM  Mecubl W
y nobbl yac. fAHbl He
naTpabywoub  3HauyHaw
iHPpaCTPYKTypbl Hi ANA BbITBOPYACHL
(MaMcTapHi), Hi gnAa cnaxbiBaHbHA
(my3310). 3Ta paTblubiiua 1 npauyay
AHTOoHa CapokiHa. HArnegsaubl Ha
TOe, WTO MHOrA AroHbIA MNpaeKTbl
TOMaTblYHa MPbIBA3aHbIA Aa KAaHTIKCTY
MeHcKy 1 nepluianavatkoBa 6bini
BbICTayJIeHbIA ¥ PO3HbIA N3PbIAAbI Yacy
N Ha PO3HbIX MAALOYKaX MeHaBsiTa Yy
cTaniubl, AHbI Takcama nayHarnpayHa
iCHyloUb i Y IHTOpH3Le.

[ykaBbiA

HoBbl  g3MaKpaTblyHbl  MOMAHT
MacTauTtBa Obly Bbl3HauyaHbl AWYS
y 1970-a rapgbl, Kani 3bABinica igoi
LblpoKara pacnayctogy 1 cnakblBaHbHsA
KynbTypbl Macami. [3TbiA inoi

3acHaBaHbIA Ha 36MiX3HbHI MacTauTBa
ca wToA3€éHHacbUld 3 panamoran
BblKapblCTaHbHA HOBbIX TIXHaNEriay.
Toe camae apb6biBaeuua w uaAnep:
CyyacHae MOCT-iIHT3pPHIT-MacTauTBa
aKTblyHa 3maraeyuua 3a Bbl3HauydHbHe
cBaén poni y rpamansTee, agctornBae
CBOW KPbITbIYHbI MAT3HLbIAN | BblAYNAe
XapaKTapbICTbIKi, AKiA apa3anAawoub

«MacaByo» (HEKPBITBIYHYIO n
3abaynanbHy0) KynbTypy #  Tbifl
dopMbl, fKia  3bMAHAUb  anbbo

iHakWw dapmyniooLb «CTaH p3vay».
Y chapbl rykaBora mactaurBa raTbis
MblTaHbHi acabniBa aKTyanbHbIA: Ui
3MOXa AHO 3abAcbneubiub MpacTopy
KpbITblYHal aanernacobui n3ens
Taro, Kab cynpaubcTasub «cbsemy,
AKi npaysazeae mpeiMayb nicmansem
kans easnoeay so03el»’? A6G0 fAro
HeMaT3pbiANibHacbUb i Nérkacbub
npanrpaBaHbHA ©W pacnaycioay
cbBefvalub MeHaBiTa npa AroHae
6Acbcinbne (Hanpbiknag, Tamy LWTO
KaHTIKCThI, Y AKIX F3TblA NpaL bl MOTyLb
OblLb BbIKapbICTaHblA, 3Haxog3Auua
na-sa cdspato  ynnbiBY MacTaka)?
AAKim  4yblHamMm  HemaT3pblANbHaCbLb
rykaBora macTauTtBa apgbiBaeuua Ha
pa3yMeHbHi ayTapcKal BbITBOPYAChL,
i Ui 3acTaHeuUa raTas BblITBOpYaCblb
HAGayHaw i Tamy HAynivaHan?

Ha raTbiA  nbiTaHbHi  HANErka
3HalNcbUi apgkas, afle Hekatopblia 3
agmMeTHacbuAy  HemaTapblAnbHacbLi
MacTauTBa ryky acabniBa akTyasbHbis
ansa 6enapyckara KynbTypHara
acapopky. TyT, A3e MacTak aka3Baelua
amanb  uankam | i3anAeBaHbIM  ag
rpamagskanm cdspbl, A3e MnpakTblyHa
aAcCyTHivaloUb M3XaHi3Mbl NaATPbIMKi
TBOPYbIX iHiUbIATbIBAY, €H Bblpallae
cam y3fub Ha cAbe afKasHacbLb i 3a
BbITBOpYaCbLb, i 3a pacnayciof cBaix
npauay. Ton ¢akTt, WTO ayabiésanichl
MOryub nawsblpayua 3 Jganamoran
niybaBbiX  BbiCTaBay  (Hanpbiknag,
afjHayacoBae  aHNamH-«agKpbILbLE»
BbicTaBbl «OFFSIDE» Ha naprtane
34mag.net) anbbo icHaBaub Ha
n3pcaHafnbHbIX  CaWTax  MacTaKoy,
3abAcbneyBae iM yBaxof y rpamagski
OblcKypc  (y  TbhiIM  NiKy  AblCKypC
6apaubbbl 3a TIPLITOPLID ropagy Ui
My3310).

[STaa 6apalpbba 360Mblilara i
CTBapae yHyTpaHbl 3bMeCT npauay,
NPACAKHYTbIX T3MaMi P3KIAMaLbli
rpamagskan npactopbl. MeHasiTa
TaKiA «<HEMAT3PbIANbHbIA» NPaLibl 1
MOTYLb 3HANCbLi y8axo0 360KY, HA
CTYKaloubICA Y aA3iHbIA 3aUblHEHbIA
A3bBepbl.

y N3YHbIM C3Hce rykasblf
npaubl 3bAynAamoyLa HanamiHam
npa Toe, AKiA M3xaHi3mbl 6apaubObl

JacTynHblA 1 M3TasrofgHbla. Takisa
TBOpPbI ha3Banfawoub 3bABiLLa
arynbHacbLi anbT3pHaTblyHara

MbICbJIEHbHA N A3eAHbHA, CTBapamLb
MarybiMacbUb iCHaBaHbHA AblANEry,
AKi He nagTpbimniBaeyua n,
Takim ublHaM, He nagpbiBaeuua
iHCTBITYUbIAMI. Kani Aw4s Ha navyaTtky
1990-x rapgoy wWKonbHaA pAblCKaTIKa
6blna  npactopato  ¢dapmaBaHbHA
anbT3pHaTblyHan KynbTypbl, F3Takcama
AK 6bly i 3acTaeulua anbT3PHATbIYHbI
My3blUHbl  acApofak, TO  raTan
HemaTapblAfibHacbUb i HAM3YHaCblb
ryky écbub HeabxofHai ymoBato Ans
CTBApP3HbHA acApPOA3bA3A, 3[40MbHara
acnpsyBalb  CaublANbHbIA  3bABbI
M O6ygaBalb HOBbIA  KYJbTYypHbIA
dbopmbl. MagblloM ryKy, HECYMHEHHa,
fJa3Banse cTBapaub namsub,
agA3eneHyio an (n3AprkayHa-
iHOyKaBaHbIX) crnpobay nabygaBaub
HaubIAHANbHYIO iA3HTbIYHACbUb, €H
dapmye arynbHacbUb i MbICblieHbHe
na-3a mexami HaayHbIX (i akynaBaHbix)
KaHanay i TakiM ublHam 3aBaéyBae
npacTtopy, HaBaT KaJfi rata TONbKi
npacrtopa ayMki.

'Y ayablénpauax acauplALbli MacTakoy
Ultra-red i y ixHbiM «T33bice mpa
BaAyHiYae rykasae pacbCbfiefaBaHbHe»
raBopka ig3e npa  ayablésanicol
KanekTblyHbIX cxopay-npartacTay,
AKiA  apraHisaBaHbiA  6e3  3aragsn
chapmynaBaHbix  naTpabaBaHbHAY i
nasbiublay, ane dapmyloLb pasymeHbHe
HeabXoaHbIX naTtpabaBaHbHAY
«cymecHa».  Ayablésanicbl  nasbHen
3bAynAoLLa NaacTaBa ana HOBbIX iA3N,
dapmynéBak i HOBbIX AacbnefiaBaHbHAY.
Bonbw nappabasHa: http:/www.ultra-
red.org/directory.html

2 3 npaektami AHTOHa CapokiHa MOXHa
nasHaémiyua Ha canue macTaka: http://
antonsarokin.com

* CymecHaa 3 ¢atorpadam Anakceem
HaBymubikam MynbTbIM3AbIHAA
iHCTanAybIA.

s [5TbI T3PMiH npbiniceaoLb
dpaHuyckamy Kamnasbltapy n
aKcnapbiMaHTaTapy Mepy LWadapy, aki
HanpblkaHubl 1940-x ragoy npanaHasay
cabpaub acobHblA TryKi HaBakosfibHara
acApoA3bA3a N CTBapalb  My3blKY,
abanipatoubicA Ha My3blUHbIA «aTambl».

¢ Maeuua Ha yBa3e necbHA KBanbApl,
BblkaHaHaA B'épk mag ryk ¢pabpbluHbix
M3XaHi3may i malubiHay.

Benapycb 3Haxoasiuua Ha 16-m mecubl
Y CbBelle Na KosbKacbLi NAA0BbIX apaHay
Ha apAsiHKy HacenbHiutBa. [laBoane
facbriefaBaHbHA MixHapopaHan
dapspaublixaketo, 32003 rogy ¥ benapyci
3bABinacA 19 HoBbIX NafO6HbIX ab'eKTay.
IXHaA arynbHaa KonbKacbub — 33. Y
nepaniky Ha KonbKacblb HacesbHiLTBa
Ha ajHy NnAAOBYID ap3Hy npbinagae
320 863 wuwanaseki: http:/naviny.by/
rubrics/economic/2014/06/19/ic_
news_113_437710/

7 Bbly anybnikaBaHbl Ha NapTane aHNanH-
yaconicy 34mag.net 19  CbHeXHA
2013 ropy, npa3 Tpbl ragbl nacbna
npaTacTay, AKia agbbinicA cbnepam 3a
nepaebl6paHbHeM nepluara i ajsiHara 3
MOMaHTY aTpbIMaHbHA He3anexHacbLi y
1991 roase npa3sbigaHTa benapyci.

8 Ak i yAyneHbHe npa Toe, WTO My3blKa,
CTBOpPaHaA y M3YHbl MN3pbIAA  vacy,
BblAYNAe npau3chl, AKIA Npbiniceaouya
raTamy rpamafsTey.

°Taafop AfOpHa WMATCNOYHa pa3Bakae
npa naniTblYHy0 yuArHyTacbLb
macTayTsa y Takcbue «Commitment» ca

360pHiKy «Notes to Literature».






Maria Yashchanka

ANTON SAROK

A human being is naturally immersed
in the world of sound. This immersion is
passive and usually goes unnoticed, except
when it becomes an object of attention in its
own right, such as in the art forms that utilise
the medium of sound. Sound as used by the
artist can be both subjective — becoming
attached to personal memory, emotions
and meanings; and objective — sounds
attached to things in the world, changing
with it, creating an external environment
of sound. This objective acoustic world (the
environment of sound) is the condition
of the reproduction of society, the factual
material circumstance within which the
futureis born.

WHAT CAN YOU HEAR IN SILENCE?

A question — albeit a little strange —
«what is the sound of silence?» — arises
when one approaches the work of sound
artist Anton Sarokin Belarus 4'33.
Forms of silence? exhibited as part of the
Apprehension of War project in Berlin. The
title and the length of each piece of audio
— 4 minutes and 33 seconds — refers to the
work of John Cage, who in the middle of the
20th century composed an empty score to
perform four minutes and thirty three seconds
of silence. In the context of an exhibition that
revolves around the idea of war (in Belarusian
historical past and in its prominence in
the public discourse most recently) — the
silence that the artist is referring to is socially
significant, which is also being internalised
and manifested subjectively. The starting
point of the audio-works are factual political
events, which are looked at through the
sometimes overlooked materiality of the
sonic: there is the violent crackdown on
protests in the Nezaleznasci square in 20103,
the prosecution of two people the state has
proclaimed responsible for the 2011 Minsk
metro bombing®* and on-going attacks on
privacy in Belarus. Sarokin is producing an
evidence and an account of these events,
through engagement and a reworking
of the contemporary silence, in its social
dimensions and personal consequences.
This attentiveness to the aural reality of
the contemporary events renders new
meanings produced within the work, and by
the audience.

To look more closely, in one of the four
audio-works the magnification of the micro-
sounds, habitually unnoticed or requiring
an attuned ear, come to the forefront: The
ambient hum of the underground station;
metrodoors closing lead into a court hearing,
where only one side of the conversation is
heard, accompanied by multiple machinic
interferences (typewriters, sounds of lights
flashing). This work s based on the recording
of the court hearing of the two men later
accused of the metro bombing, Dmitry

When we take the microphone out of the box and switch it to RECORD, we produce a
remainder. We hear beyond need. This remainder is the medium of inter-subjectivity. It is
a manifestation of trust to be without demand for a time. Trust in/is the process.’

Konovalov and Vladislav Kovalev, who are
responding to the standard legal questions
at their trial (of their names, occupation,
status etc.). The questions are repeated
twice, but the place of the response remains
almost entirely silent. It does not seem to
be incidental that the machinery of justice
is operating one-sidedly, supported by
multiple mechanisms of obstruction. The
abstract and interfering sounds, which
grow into noise, gradually become a single
storyline. The noise magnifies and rises, and
then ends abruptly with a pulsing silence
in the listener’s ears, as a resolution, a
final death sentence or a final withdrawal
from participation in the circus of justice.
The noise covers and overflows the staged
spectacle, in which utterances of speech are
redundant, given all the decisions had been
already taken®.

Moving trains, gusts of wind and silence —
these are what replace the reasoning.

WHAT WE SHOULD
(NOT) BE SILENT ABOUT?

In other works Sarokin also addresses
contemporary events, such as in the
installation Passport of the Object for
the exhibition Offside that took place
in Y gallery in Minsk during the World
Hockey Championship in 2014. The idea of
manipulating the recorded sounds in the
project takes a more musical form: a subtle
melody of the ice-skates sliding on a slick
surface, in the rhythm of the construction
sites, in a vocal fragment (that of the
president’s speech multiplied by the echoes
into complete indiscernibility). It is an
example of ‘music concrete” composed
through arrangement of sounds recorded
from natural sources.

The work is entitled Passport of the
Object as a construction site board, which
is a reflection on the growing number of
construction sites that the artist observed
in the time before the Championship.
The work has emerged in the midst of
building noise from the new high-rises,
which changed the appearance of Minsk
and testify to the building acceleration.
This building acceleration was justified at
the political level by the priorities of social
sphere development. However at a closer
look, it appears it aims to disquise the real
purposes, such as power manifestation,
ideological manipulation, and even the
monetary returns for those directly involved.
The city-dwellers are logically concerned
with other questions: what will happen
once the championship is over, and for
whom are the ice-rinks being built?
Who pays for them? Or would there be
no other more important social sphere
development priorities? The buildings
arerising, and it cannot be dismissed that

Ultra-red

Minsk is changing its appearance, but for
the benefit of whom? Platonov’s 1930s
dystopia of collectivisation and increased
tempo construction work reads:

Man put up a building — and falls
apart himself. Who'll be left to live
then? — doubted Voshchey, lost in his
passing thoughtfulness (p.9)

The mobilisation of resources has hardly
lead to positive transformations in the city
environment, rather the processes benefited
an undefined (?) group of people. Sarokin’s
work, therefore, offered a critical look at the
sport event as a top down celebratory en-
forcement with its attributes — ice-rinks,
building sites, decorations such as aurochs
with hockey-sticks — as well as temporary
liberation and national hospitality (which in
no way undermined the prevailing bureau-
cracy and the ‘police state’ functioning).

WHO MAKES OUR {TY?

An even more explicit attention to the
notion of changing landscape in the city is
taken in the project Beat of Minsk’, created
by Anton Sarokin and Alaksiej Navumcyk
(Alexey Naumchik) in 2013. Audio-mixes are
published together with a corresponding
depiction of a place — Square, Metro,
Cinema — referring to particular locations
in Minsk as re-imagined by the artists,
lacking objective precision and defined
time boundaries. When listening to the
audio mixes there is a sense of floating in
time. For example, in Pieramoha: from the
day of the inauguration of the cinema in
1950, to the all-too-familiar purchase of the
cinema ticket and a half-tone conversation,
to the cinema soundtrack, back into a voice
introducing the film, and falling again into
Hiroshima Mon Amour®.

If accuracy of representation of each
of these places is intentionally
forgone, whatis prominentin the
work is the accuracy of the feeling
of the place. A relevant term for
such feeling is coined by Pierre
Schaeffer, who proposed to use
the term «soundmark», which
is an analogy of «landmark». He defines
«soundmark» as a sound that is noticed
and regarded by a community, and
therefore deserves to be protected. The
meaning of the project Beat of Minsk’ can
be said to be the capturing, rearrangement
and recirculation of the fragments of aural
reality; these fragments, in turn, evoke a
recognisable feeling or impression, undo
the forgetfulness of mind, draw back the
moments which seem to be lost. Thinking
this way, the importance of the work lies
precisely in this record; or, in other words,
the production of the evidence of a set of
conditions within the society.



The idea that the acoustic environment
is the condition of reproduction of the
society and the relations within it° was also
developed by Schaeffer back in the 1950s.
Through such an understanding, listening
to the environment and getting attuned
to the sounds produced as a background
becomes a political gesture. The increase
in the sound level of some of the aural
fragments (however marginal they may
seem), as it takes place in the works of
Sarokin, eventually renders the possibility
of new comprehension, and therefore
the creation of an active listener who is
capable of producing new conditions of
social space.

Additionally, the audio mixes in Beat
of Minsk bind together the identified
soundmarks with music, which was
subjectively chosen by the artist and woven
into the sound flow. Modern electronic,
sound art, tropicalia, and classical music —
which is almost entirely absent from the
public space (as opposed to the prevalent
schlager of 80s , 90s and Eurovision style
contemporary pop) — functions as if to
point to a possible alternative sounding
of the place. This raises a question: can a
community endow a public space with
a soundtrack of their own (not imposed
by an ideological, intentionally
debilitating refrain)? As the very notion
of the public (as opposed to private) in
Belarus does not necessarily mean shared,
common, inclusive, and democratic, but
is most certainly close to state owned
(alienating, average, repulsive), the artist’s
work points to the potential of creating the
sound of the place, or, the appropriation of
the place to function with purposes other
than those imposed top-down. In pointing
to this intersection of the apparent
immateriality and ideal nature of sound
that can be interpreted as non-interfering

! «Some theses on militant sound investigation, or, listening for a change»,
see  http:/inthemiddleofthewhirlwind.wordpress.com/some-theses-on-
militant-sound-investigationor-listening-for-a-change/

? Further details on Anton Sarokin’s projects can be found at http://
antonsarokin.com

* The protests that followed the re-election of the first and only President of
Belarus since its independence in 1991 were violently suppressed. Up to 700
opposition activists, including 7 presidential candidates, were arrested in the
post election crackdown.

and private, with the sound as a material
condition of production of place, the Beat
of Minsk purposefully inquires if the social
space can be filled with an alternative
discourse.

It is in this space between
the material conditions and
the individual subjectivity that
friction occurs, and new forms of
social organisation can emerge.

DOES SOUND REALLY EXIST?

As a form of art sound works have a
particular feature — immateriality. The
works are displayed in a digital format
coded in zeros and ones, exhibited on
websites, and attended to at a convenient
time and place, potentially as a solitary
experience, without the need for social
infrastructure (either for their creation
or reception). This is very much relevant
to the works of Anton Sarokin, which
emerged in the context of Belarus and
then were exhibited here at various points,
but also have a separate existence on the
internet.

A kind of humanistic view that art
will become widely accessible through
its fusion with technology and would
thus come close to everyday life was an
important democratising point in the
1970s. Nowadays, with the emergence of
democratic access to new technologies,
the discussions of post-internet art
continue to be situated around questions
of the role of art in society and its critical
potential. If the very medium of art is
(fleeting) sound, these questions become
profoundly important: is the sound art
capable of providing space of critical

*The explosion in Minsk metro on April, 11th 2011 took the lives of 15 people
and was classified as terrorist attack. Two men were executed following their
confession. Some believe they were forced to confess. (http://www.bbc.
co.uk/news/world-19012541)

5 Asimilar situation occurs in Leviathan, a film of 2014 by Andrey Zvyagintsev,
where the absurdity of the spectacle of a court hearing is shown through
the judge’s speech, which is performed at an increased speed (which seems
impossible either to utter, or to comprehend)

© This term is attributed to Pierre Schaeffer, who in the late 1940s proposed
to collect sounds of various objects and compose relying on musical atoms
decoupled from their environment

distance so as to resist the world, which
continues to hold a pistol to the heads
of human beings'? Or does sound’s
immateriality and ease of circulation
precisely point to its impotency?
Further, does sound’s immateriality
underscore the insignificance of the
producer’s labour, which remains invisible
and unaccounted for?

While there cannot be a definite answer
to these difficult questions, the feature of
immateriality is of particular importance
in the Belarusian cultural context. With
a situation of near total invisibility for
Belarusian artists in the public sphere, and
in view of the apparent lack of support
mechanisms for art initiatives, artists are
determined to take the responsibility
to produce and to show their own work.
Factual immateriality (or digitality) in
this situation is a helpful feature, as it
permits entering into the public domain
irrespective of the obstacles on the way,
and the obstacles themselves become
the content of the work to a significant
extent. In other words, the sound works
are a particular reminder of how the
struggle can happen — utilising sound’s
particular fleeting medium. Sarokin’s
sound art succeeds in producing a
commonality of alternative thinking
and doing, and facilitates dialogue that
is not supported by institutions, and
therefore not undermined by them. If,
back in the beginning of 90s, the space
of a school disco was one of formation for
an alternative culture — as also was and
remains the alternative music scene —
then the immateriality of sound provides
an appropriate medium to contest social
phenomena and to build new cultural
forms. It definitely makes possible the
creation of memory decoupled from
(state-induced) attempts to build national
identity. It forms a commonality outside

of existing channels, and
thus reclaims space; even
if it is only a space in one’s
thoughts.

”Launched in the online magazine 34mag.net on 19th December 2013, three
years after the protests that followed the re-election of the first and only
President of Belarus since itsindependence in 1991

& Alain Resnais’s film extract which is used in the Pieramoga audiomix

° Similar to ideas that music composed in a particular point in time reflects the
state of society of its origin

1See Theador Adodrno Commitment in Notes to Literature.
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biHa Paxnen

NAKAJIEHLHE «TATYHAK SPECIAL»

Mui — acabnisbin. Hasbisanue Hac nepwbim 6enapyckim anb60 anowHim

caseuKiM NOKANEHbHEM, ane MEeHaBITa Mbl PACbli U CTAHABINICA HA HOTi
apHavacosa 3 kpaiHawu. Y Hac HAMa KpPbIyaay Ha «caBoOK», @ aaKa3bl Ha yce
napgnertkassbia quo vadis mbi Wykani paiam 3 Hosan a3spxasan. Benapyckyro
MOBY 3HOYKY Npbigymani ana Hac. | céHbHAa Mbl — HOBLI 6enapycki Hapartbly.

Mbl Hapaggsinica y 1980 (nnioc-miHyc Tpbl ragbi?), Kani
BpaxHey AwY> Bapywbly 6pbiBami, nepabynoBa He mavyanacs,
a KaMyHi3m npaudaresay 3gaBauua ycé 6nixsnwbim. CaBeuki
Calo3 npbinay Ha LygoyHae niAH3pCcKae A3ALUiHCTBa: Mbl XaA3ini
na Manako gnAa cycefsnay-naHciAH3pay, pbixTaBani KaHU3PTb,
ManABajli HacbLEHrasaTbl, Y Me)Kax aryfbHallKoJsibHara
caucnabopHiuTBa 3b6ipani MakynATypy 1 M3Tananom, y 3aknag
Byubli Ha namaub «MepgHara BeplHika». Mbl npauasani
Yy LWKOJIbHbIM My33i napTbi3aHCKara cynpauiBy, a paHiuami
CTaHaBinicA nepap wkonar Ha 3apafky (nag «Modern Talking»,
Japaybl).

«[3AHicKaBbl anaBAfaHbHi» BYYbUli Hac, WTO TaeMHae
3aycédbl CTaHe BifaBOYHbIM, a GP3M3HCKIA My3blKi — LWWITO
nanauay BabHbIA CKAAMEHbHi He 3aMeHsLb HiKoJi cBaboApbl.
Hawbis caBeukia agHarogki — raTa 6eckapbiCbniBbia I
KamnaHenckis nisHapbl Anica CenasbHéBa 1 6paTbl DNEKTPOHIKI.

| nea3bBe Mbl HaBYYbITICA YblTalb i NiYblUb, AK MPbIALIOY
nagJsieTkaBbl Y3pOCT, a 3b iM — i pa3Ban BenisapHal KpaiHbl,
AKaa He nacbnena cCTaub Hawaw. [3Ta BblpaTaBana Hac ag
naniTakaHoMii, nanitiHgapmaubli 1 iHWbIX dopmay naniTbiuHara
3ambaBaHbHA. |, mMaruybiMa, Mbl cTani 6 cambiM CaBeLKim
nakaneHbHeM, AKOe HacTanbrye na A3AuiHCTBe, 43e Mapo3iBa
na 10 kaneek, 6i6niaTaka ima Knapbl LI3TKiH i CTbinéBbis
WKAAHbIA OyTanbKi manaka. Ane na-6enapycky 3araBapbly
KnacHbl KipayHik. AroHae pacerickae «4amy» pa3ana Byxa, ane
MOBa cama na cabe 6bina BesibMi apraHiyHai. Ypoky rictopbii.
LanepawHamy yacy 1 acapoasbgsto. Mbl npanwwni Hekanbki
nagpyu4Hikay rictopbli 3a rop: HoBblA KHiXKi 6e3 apsiHai
KapuiHKi pa3BanbBanica y pykax, 3aToe Mbl nepaxblBani Yce,
LITO Y Xaoce HapaA»anacA Ha HalbIX Ba4OX.

A Ha Bakaubisax? Mbl 6b11i y BECLbI, A3€ 6abyns 3b A3Aaynem
Kynini fomik, A3e 6bini cbipafoin, camapobHae macna, nea3saHbis
KPbIHIUHbIA P3UKi, a cycen3i pa3maynsasni na-6enapycky.

5Ta 6bina HawaA npbiwysnka 6enapyckacbLto. «A gpyron
TaKOW CTPaHbl He 3Halo» MepaTBapbliaca y «A Hapaa3iyca TyT».

MoTbim, nNpayda, 3 KpaiHaW BenbMi XyTKa 3papblycA
JlykalwsHKa. Ane Halae MaKkaneHbHe AfiA Aro 6b10 Yo
cTpavyaHa. Mbl ab'apgHoyBanica Yy «3bBA3bly, Xad3ini Ha
KaHu3pTbl N.R.M. y napk lopkara, ybitani ras3aty «Mms», 6bii
cAbpami cTyasHUKara npadcatosy (Tagbl AwWY npadcatosHara
npadcatosy, a He A3ApKayHara) i 3 afHaKypcbHikami 3b6ipanica
cnayaTky Ha YapHoObUIbCKi wWnAX, a noTbiM — Ha niga. |
acabicTblA A3EHbHIKI BANI Na-6enapycky.

Hawbla manogwbis 6patbl 1M CEcTpbl, AKiA (aKTbluHa
He 3acbmeni Hi CCCP, Hi 6enapyci3auplito, pacbni 6osnbLu

nparMaTblyHbIMi — y KpaiHe 3 MaryTHam B3PTbIKaabJIIIo,
cauplanibHaM  A3Ap)KaBal i MOUHbIM AYLWIKOM CaBeLKan
HacTanbrii.

[na Hawbix 6aLbKoy, Npayaa, ycé 6buio iHakw. CaBeLiki Cato3
6bly ixHal HenapylHaln papgsimai. [3Auer AHbl Hapagxani
Ba YMoBax, HabniaHblX [a caublANICTbIYHbIX, a rajaBalb
JaBAnocA Ha abnomkax imnapbli. MoBa? HaupbliaHanbHam igaan
cAM'I0 He Hakopmil. Mepuwbis Bbi6apbl Np3a3biasHTa? bl i
BblbGipaLb HAMa 3 Karo.

Hawbia 6aubki, 3HaéMbla 3 nasXami N TYpPbICTbIYHBIMI
cbLeXKaMi calo3HbIX pacny6nik, Benbmi xaueni, ka6 Mbl 3a
ix ybaubini cbBeT. | pasmaynani 3b im Ha AroHai MOBe, MOBe
IyniHa Bo, Mapkeca, ®paHcya3bl CaraH anb6o Pamapka. Y cBae
ZBauuaLub Mbl exani 3a MAXy HauyHbIMi ayTobycami, KaTanica na
Jypanemnckix KpaiHax aytacnbiHam, cnasni y Bap3sibHi Y HOBbIX
cAGpoY Ui y napkax. | xai Hawblsa anoBefbl npa benapycb 6bini
yCé 60nblU ricTapblYHbIMI SKCKYpCaMi, Hac NaBaxa’i 3a Toe, AK
Mbl NaBa<asi cBato pafsimy, 3b AKoW Ntoboyto ublTani 6enblis
BepLbl TauaHbl Canay i cbnABani npa KynaniHky.

MamaTalo, AK nonbcKki ayTobyc Ha Y3bixod3e COHUa
nag'exay ga Msxbl Banikabpbitanii, i ¥ goyran vap3e mas
«YblpBaHaCKypas nawmnapliHa» (CTapbl 3ameXkHbl MalnapT
CCCP) BbIkniKana He3gapoBylo LikaBacbLb. A MAHe Hiyora He
6AHTXKbINA, A Oblna Y 3rog3e 3 ycimi A3Tansimi raTan cbiTyaubli: 3
CBaiM A3ALiHCTBaM Yy NO3bHecaBeLKal igblii (QNOLWHAN y WKosne
3bHANa NIAH3PCKI ranblUTyK: 3aHaATa Obly Kosiep NPbIroXbl), 3
HOBall, Maéil ynacHam KpaiHai, 3 y3bixogam coHua. You think
you are something better? A a gymaio, WTO pa3maynsaw na-
aHrenbCKy HA roplLu 3a Bac.

Maé nakaneHbHe BApTanacs 3 yponbl 1 AM3pbIKi 11 6aubina
H3acaBeLKylo CbICTaMy JlyKalsHKi iHaKw, MeHWw daTanbHa. Y
paLue pawT, ObiubLE Bbl3HaYae CbBAZOMAcCbLb. A Mbl 6aubisi
Benapycb, a 3a €0 — cbBeT 653b MeXay i 6ap'epay. AK Kaxka
Tonik y canayéyckan «4opHawn py»bl...», Mbl — BOJIbHbIA NIOA3I
y cBabopgHal KpaiHe.

Bagoma, Ha ycé 6blno Tak 6AcxmapHa 1 npocta. Hanérka
3Halcbli cAbe, Kani wyacble — Yy AylWwsyHal payHaBase,
AKYI0 Hf BbIMepaell rpallbiMa anbbo ctatycam. [bl i KbiBeLu
y bBenapyci, a sie Ak 6bluuam HAma. TBaA p3anbHacblb
3anapasneneHad He3pa3symenamy paHTomy. [iaH3pbl 3acTanics,
a npbiknagay Hama. bbly ycanakara KwWtanTty 3ckani3m y cato
«CBAabOAHYI0 KpaiHy». Benbmi WMaT My3biKi, WMaT KHir. LUmaT
anbkaront. | BenbMi WMaT anbKkaront. bbini agHarogki, Akia
namipani ag nepapgosy, KaHdyani camarybcrtBam, Tbif, LITO
nanwni 3 XblubLA ManagbiMi...

Mbl — nakaneHbHe paMaHTbIKay. Y cBaéin 6onbliacbLi Mbl
HA 6erni 3a pgoyrim py6ném, a cbiiwni 3 ranaBon y Toe, WTO
nio6im. Tak, He 3pabini Kap'epbl, HA KiHyNi naniub i He 3bMsAHINI
NasniTblYHbl 1ag. 3aTO€ Mbl ¥ Mipbl 3 Caboi i CBaiM CyMNEHbHEM.

MeHasgiTa TaMy Mbl — HOBbI 6enapycki HapaTbly. benapycbi,
ane He napTbi3aHbl 1 He MayuyHbl, XyTY3l, LAPMiMbIs, YblM
TanepaHTHbIA. Mbl agKkaXam Ha raHebHbl YuyblHaK, abapoHim
cnabora " mactaim 3a Toe, y WTO BepbiM. Mbl MaeM ynacHae
MepKaBaHbHe i1 BefaeM cabe uaHy. Tak, Mbl HA 1e3eM y 6OWKY,
AKYIO HSl 3MOXKaM BblrpaLlb, ane HA Oyf3em xafsilub CTPoeM i
6534yMHa BbIKOHBaLlb 3arajpl.

Manopuwblisa 6paTbl 1 CECTPbI UATHYMICA 3a Hami, 6pani
npbiknag 3 Hac. 3bsKAMani, ByublUlica, BApTanica Ui HaBaT
He. [anoyHae, wWTo cTani acob6ami, NoA3bMi, AKiA Aymaoub,
naTpbléTami.

Morkaue Ha Hac pasbniuBaub — i y 3Banmoupbli benapyci, i
y paBantoubli. Mbl — BblgaTHbl MagMypaK, acHoBa cBabopgHal
KpaiHbl AnA BOMbHbIX fog3en. HapgsenHbld, afkpbITbis,
6enapyckis. MNakaneHbHe «raTyHak special».
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Maryna Rakhlei
GENERATION «<HATUNAK SPECIALNY»

We are really special. View us as the first Belarusian or the last Soviet generation,

it was us who matured and found feet at the same time with the new-born country.
We have no hard feelings for the Redlands, and looked for answers to all teenage
quo vadis with the new government. Belarusian language was reinvented for us.

And today, we are a new Belarusian narrative.

We were born in 1980 (+/- three years?), when Brezhnev
was still moving his eyebrows, Perestroika didn’t yet begin,
and communism was seemingly approaching. The Soviet
Union was our blissful pioneer childhood: we did groceries for
the retired neighbours, prepared concerts, pencilled school
newspapers, competed in all-school challenges in picking up
old paper and scrap metal, memorised Pushkin’s «The Bronze
Horseman» on a bet. We worked at a school museum on
partisan resistance, and started our day with gymnastics in
front of the school (with «<Modern Talking» tunes, by the way).

Popular stories about little Deniska taught us that there is
nothing kept secret that will not come to light, and together
with a jazz cartoon about Bremen town musicians we sang that
«no arches of tempting palaces can substitute our freedom». Our
Soviet counterpart was Alisa Seleznyova, a big-eyed pioneer
from the future, and brother-robots, altruistic and matey.

Hardly had we learnt to read and count, adolescence broke
out, together with the breaking apart of the big country,
which didn’t yet become ours. It saved us from all kinds of
indoctrinating subjects such as political economy or political
information. And, perhaps, we would be the most Soviet
generation, nostalgic about young years with ice cream for
10 kopeks, libraries named after Clara Zetkin and stylish
glass milk bottles. However, our history teacher switched
to Belarusian. His Russian grated on the ear, but Belarusian
language as such felt natural. In his class, in the new time and
environment. We swallowed several history textbooks that
year to adjust to the new programme; these books without a
single picture were hastily printed and quickly fell apart, but
we knew we experienced history being born in chaos before
our eyes.

And on vacation? We were out of town where
grandparents bought a cottage; here cows were milked,
butter was homemade, rivers were ice cold, and neighbours
spoke Belarusian.

This was our Belarusian vaccination. Instead of the popular
Soviet song line in Russian «/ know of no other such country» it
was rock in Belarusian «/ was born here».

Very promptly, however, Lukashenka happened to Belarus.
Our generation was already lost for him. We experienced
life in a way that later became impossible: we founded our
own organisations, went out to rock concerts in public parks,
read quality press, joined student unions (real unions, not
state controlled as they are now). With the fellow students
we went to protests first, and then to grab a beer. And our
private diaries were in Belarusian. Our younger brothers and
sisters, who actually missed both the USSR and Belarusian
renaissance, grew up more pragmatic — in a country with an
omnipotent vertical of executive power, in the welfare state
with a strong whiff of Soviet nostalgia.

And for our parents, however, it was all different. The Soviet
Union was their infrangible motherland. They got kids in what
they thought was socialism and had to raise them among the
rubble of their empire. Belarusian? National idea can't feed
your family. First presidential elections? There is no one to our

fancy anyway. Our parents knew beaches and hiking trails of
only the Soviet republics and wished for us to explore the rest
of the world for them and speak its languages, the tongues of
Evelyn Waugh, Marquez, Frangoise Sagan and Remarque. At
nineteen, we went abroad by night buses, hitchhiked through
Western Europe, slept in the kitchen of new friends or in
parks. Although our tales about Belarus were more historical
overviews than contemporary, we were respected for the
respect of our homeland, for the love with which we recited
white verses in Belarusian and sang folk songs.

| remember as at sunrise a Polish bus arrived to the border
of the United Kingdom, and my old Soviet, as poet Mayakovsky
called it, red-skinned passport caused an unhealthy interest
in that long international queue. | couldn’t care less, | was at
peace with all the details of this situation: my childhood in the
late Soviet idyll (I was the last one at school to part with my
bright red pioneer tie, the colour was too cool), my citizenship,
my own country, the sunrise. You think you are something better?
And | think my English is as good as yours.

My generation was returning from Europe and America and
viewed the neo-Soviet system of Lukashenka differently, less
fatalistic. After all, being determines consciousness, and we
saw Belarus, and behind it a world without borders and limits.
As Tolik says in one of the films of Vladimir Solovyev in mid-
1980s: We are free people in a free country.

But not everything was so rosy and easy, of course. It is
hard to define yourself when your happiness is in the balance
of mind, which cannot be measured in money or status. Not
to forget that the Belarus you live in doesn't really exist; your
reality evolves simultaneously with an incomprehensible
phantom. There was every kind of escapism into your own
«free country». Through a lot of music, a lot of books. And
a lot of alcohol. Like: a LOT of alcohol. There were peers to
die from overdose, those who killed themselves; many passed
away so yound...

We are a generation of daydreamers.

Most of us aspired to no fame and no fortune, but devoted
ourselves to things we love. Yes, we made no career, never
gave up smoking and didn’t change the political system. But
we are at peace with ourselves and our conscience. That'’s
why we are a truly new Belarusian narrative, a new breed.
Belarusians, who are not traditional «partisans»; yes, we
are composed, but rather tolerant that indulgent. We will
respond to a dishonourable act, protect the weak and stand
up for what we believe. We have our own opinion, and are
aware of our worth. Right, we do not enter the fight that
can’'t win, but we will not throng or mindlessly follow orders.
Younger brothers and sisters followed in our footsteps, took
our example. They left, they studied, came back or stayed
away. The main thing is that they became individuals, free
spirits, thinking people, patriots.

You can count us in for the evolution of Belarus and for
the revolution. We are a great foundation, a solid basis for
a free country for free people. Reliable, open, Belarusian.
Generation of a special sort, <hatunak specialny».



AurHranaxmypras goracscig. 2000-g
Anti-glamour photo session. 2000s




Hatana lapauvas

3CTI3TbIYHbI P3>XbIM HOBAU FEH3PALLDII,

anbbo

«KAJNI TAPA HE i13E 0 A MATAM3A»

Mpausc >cTaTblyHara 3acBaeHbHA
CcbBeTy, fAKi cnacbuiraloub BaybiMa
AK OpraHami 3poKy, npauysc, wWTo
Ha npauAary TbicAYaroAsbassay Obly
acHoBal0  MacTauka/  TBOpYachLii,
CEHbHA 3racae. HepapayHa HasbiBalb
usnepawHae  apT-QyHKLUbIAHABaHbHe
NAACTbIYHBIM ~ MacTauTBaM —  AHO
axblubuaynaeyya y dopmax i
CbITyaublfiX, TpaHiyHa apdaneHbiX af
nepLwaBbITBOPHbIX. Managbl 6enapycki
MacTakK, AKi 3Haxogsiuua Yy KopHax
MK CTPYKTypan apgykaubliHai Al
BbiXxaBayyall CblCTOMbl 1 KpblTapami
CycbBeTHara nagbixogy fa  apT-
npaw>scay, BbIMyLLIaHbl yBeCb Yac WyKallb
WwnAxi, Kab HA ckouBaLLa Y KaMnpamic i
cbnAnoe nagnapajgkaBaHbHe.

CéHbHA Mbl pPa36nbITBaEM Npasan
y uvace: i BbITBOpUa, i ChaxbiBew,
npbiro)kara, i MNacApP3AHIK MamMixk imi
yctynaoub y XXI| crarogsbase, He
NaBapblyLWbICA Y KaTnax KyIbTYpPHbIX
npauacay, AKia iwni y ublBinizaBaHbIm
cbBeue Y XX. Tamy usanep BigaBOYHbI
MOLHbI HaxXin y 6OK BbICbBAT/IEHbHS
CTacyHKay 3 MacTautBaM MiHynara.

DCT3TbIYHbI P3XblM HOBaMm
reHspaupli, AKi  dpapmyeuua TaKim
YblHaMm, afdpo3bHiBaeLLa CKpa3HoW

nepaemMHacbLlo: Managoe MacTauTsa
3axoryliBae  yce  marybimacbli 1
aKTyanisaupli raTara napblagy,
nasbaynsaioubl ix NpblUblHHA-BbIHIKOBara
LicKy niHelHal ricTopsbli 1 nepaBoA3aYbl

Yy PaXbIM «TYT i uAnep» — raTKae
pbI3blKOYHae najapoxxa Aa
npabnembl — 4yopHal pA3ipkKi, fAkanA

yTpbiMAiBae Yyce HapoAXKaHblid 1
Ma<niBblAa Managbla 30pKi benapyckan
MacTaLKan CbICTIMbI.

Henbra ckasaub, WTo MeHCK — y
AKacbUi CTaniypbl U 3 ynikam NpbiBA3aHbIX
npa3s rata abaBA3Kay KynbTypHara
anippilwya — Hapae BANiIKyl yBary
afKpbILbLIO HOBbIX  TaleHTay.
fopag, Ha Xa”nb, 3yCiM He acaupblioelua
3 MacTauTteam, Tamy Yy Oonbluacbui
BbiNagkay mManagoe nakaneHbHe
Mae Yy cCBaiM apcCaHane HaBy4YaHbHe
Yy 3aMeXHblX MacTauKix YCTaHOBax.
Ane i cyvacHblA apT-NpakTbiki AnA
Managbix Takcama He 3HaxofsAuua
Yy chapbl  A3ApKayHbIX  BbICTAYHbIX
NNAUOBAK i IHCTbITYLbIAY. 3 WTOragoBam
napblAgblYHaCbL 0 npaxopasiyb
«Manap3éBas BbiCTaBa», arpaHizaBaHas
agHanMeHHam COKUbIAN Catozy
MacTakoy, y uaconice «MacTtaursa» rog
Tamy 3bABinaca pybpbika «lakaneHbHe

NEXT» 3 arnagam nN3pCnaKTblYHbIX
TaneHTay, a My3si cyyacHara mactauTBa
HamaraevLa MpblyHecbLi akTblyHacbLb
npas BbICTaBbl 3 M3TaHakipaBaHa
Manag3ésaln cnaubidikan i agnaBegHbIM
CcKnagam ypasenbHikay. Ycé rata 3b
BANIKIM HaMaraHbHEM MO>KHA 3aniubllb
Ja cnpaBbl MNaATPbIMKI  Managora
MacTaLKara nakaneHbHs. BaxHa
af3Haubllb, WTO Yy napTdonié mancrpa-
nayaTkoyua 3a3sblyal Ecblb YaTblpbl-
naub «Manag3éebix BbICTaBay», AKiA
pasrnagaioyua iMm i Kypatapami HA AK
3nabbiTak, a AK HeabxopgHbl JocbBen
NPbIHIXK3HbHA, NPONA3EeHbI Y CTYA3HLKIA
yacbl xaua 6 AnAaTaro, Kab aguyub CyBA3b,
y3aemaynnbly TBOPY 1 MPacTopbl, AKOW Y
TbIM »a Manaubl MacTauTsa 6arara.

MpbiBaTHbIA abo  Hep3ApXayHbIA
iHILbIATBIBbI Ma MaATPbIMLbl Managora
nakaneHbHsA apT-g3eavay KyAbl
60/bll  pa3HaCTalHblA N MJIEHHbIA:
KOHKYPCHbIA n apgyKaublAHbIA
nparpambl, CrapagblyHblA  BbICTaBbl
M akubli. HA nepwbl rog 3adynse npa
CBal0 A3enHacbub npaekT «Ha wnaxy
Ja CyyacHara My33i0», 4ac aj uacy
CTaHoBIiLLA  arynbHbIM  3AabblTKam
NNéH  WMamiikix  mMepanpbleMcTBay
AnA  manafgbiXx Obl  TaneHaBiTbIX Y
ranepsi «Y», AaBofi akTblyHal Nasbiupli

npbiTpbIMAiBatoLLa mMacTaykia
baKynbTaThI ory (Hampbiknag,
LwKona LitPro). Ane HanbonbL

UikaBbIMi nagawouua iHAbIBiAyanbHbIA
nayblHAHbHI: dbaKkynbTaTblyHbIA
3aKpbITbiA nekubli «PamonT. YHOBUC.
3a wbipman TpaKTapHara 3aBopy»
Caprea Llla6oxiHa, Aro X cynpaua 3
m3dblavaconicam  34mag.net, BblHiKam
Akon cTay Aabick «CyyapT» a Takcama
AroHas camas cbBexkas iHiupisToiea— OAK
(PakynbTaT AKapgamiuHam KpbITbiKi).
Yce raTbiA A3ei agHO TOMbKI  CBaim
iCHaBaHbHEM KPbITbIKYIOLb A3ApXayHbl
NP3CiHI, ane Takcama afMeTHblA TbiM
dakTam, wTto cam Csapren LUaboxiH,
AKi  A9MaHCTpaTblyHa KiHYy By4o0y
y benapyckanm akagsmii macTauTsay,
uAanep 3bAynAeuua afgHbIM 3 CaMbiX
3auikayneHbiX 3Marapoy 3a fKacHylo

afiyKaublto Managora rnakasieHbHA
TBOpPLAY.
MoxHa 3 ymayHeHacbLuo

CKaszallb, WTO Yy MeHCKy nadbiHae
3bAYyNALULA ayablTopbia, | MacTak
CTaHoBiULUa nybniyHan dirypan,
abekTam  yBari  HA  TOMbKI
3amoyuay abo npadaciaHanay,

ane 1 MakCbiMasibHa LWblpoKara 1
aJHavacoBa XOL|b Obl MiHIManbHa
nagpbiXTaBaHara rnegava.

[a kaTaropbli HasipanbHikay MOKHa
3aniubiyb i Genapyckara KpbiTblka, 60
3 6onbluacbUi NyHKTay rnepkaHbHA EH
TaK i 3aCTaeulua TOMbKi KaHCTaTaTapam.
KpbITbik y 6enapyckix paaniax — rata
3yCiM He caHiTap necy: TyT Managbia
MacTaki  3bHiWwvawouua MayyaHbHem
KPbITbIKi, @ HA ylacHa KpbiTbiKam. A WTO
TblUbILILIA LUMATFAaA0BbIX HaBeABasbHIKay
pasHacTalHbIX TYT3MWbIX BbICTABAY,
npabnema pacrna3HaBaHbHA
nepliacHara i ApyracHara macrauTsa
na-paHenwamy BblpallaeLLa imi
nepaBa)Ha Ha MayyubLEBbIM Y3POYHI:
bGeckapbiCbiiBbl  FNsgay pasam 3
anTbIMICTbIYHAM MAT3HUBIAN  HACE Y
cabe 11 M3CbIMICTBIYHYIO  iH3PUbIIO,
AroHasA ymnayHeHacblb, WTO MacTauTBa
HaneXbllub i MaBiHHa Haneaub AMmYy,
cnapag)ae po3Hbia Gopmbl «A  He
pa3symeto cyyapT». Ane, AK i 3aknagseHa
Yy MapTH3PCKiX, Yy3aemaBbiragHbiX i
y3aemanaBa/iBblX 3HOCIHAaX, KOKHbl
60K naBiHEeH npancbli HacycTpauy
APYroMy CBal0 YacTKy LWAAXY, HaBaTt
Kani Managomy MancTpbl 1 gasagseuua
Yakalub MapyfHara rnegaya Ha MsXbl
Ui rynAuua y «kani rapa He ig3e pga
Maramapa».

Mpausc ycnpbiMaHbHA MacTauTBa
CNaxblyLoM CTaHOBIULA MarybiMbimM
TOMbKI MacbnAa Taro, AK YyBoOA3iuua
aAMbIC/IOBasA OMTblKa, LWTO pAa3Bansae
y6aublub «3CTITbIYHBI P>KbIM»
npa3sHTaubli. [13bBe BbicTaBbl AyreHa
Wapko, snAkia ap6buica y ranepai
«Y», aAnoCTPOoyBaloLb nepLubis
Kpoki y nyb6niuHacbub AnAa Managora
TBOpUbl 1 BblOyAoyBaHbHE  MOBbI
panp333HTaBaHbHA. Toe, WTO Yy Manowm
3ani ranepai 6bI0 Nef3b 3ayBaXkaHbIM
Ha MiHi-BbicTaBe «Y acbnannanbHa
6enbix  Kanigopax» (cakasik 2013,
nparpama «CTAPTY), packpblnaca
HaBaT HAy36poeHamy BOKy npa3
CbiTyauplio, abbirpaHylo y npaekue
«Escape» (cakaBik 2015, ranoyHas
3ana ranepsi «Y»). Makonbki nepuato
MacTaK cnacbLirHyy MeHaBiTa npactopy
3CT3TblYHAra paxbiMy, y AKOW TBOPbI
BbiAaynaouua (Ayren npauaeay 3b
6enbiMi ab'ekTami Y nepubiM BbiNagKy
" 6enail, amanb UHaTniBal, 3anak — y
OpyriM, M>TaHakipaBaHa mna3bbsray
lWMaTrpaHHalm iHbapmaTblyHacbUi), To
BifJaBOYHa, LITO yce aKLudHTbl Managbl
MancTpa nepaHéc Ha KaHUINTyanbHYIO0




TIPbITOPLIO YCNPbIMaHbHA MacTauTBa.
CknagaHbifa y3aemagaublHEHbHi
MacTaka 3 ny6nikain fAyren Llagko
KaHCTaTaBay i y cBaén npamexkasaw
npaubl «Mmagay i écbub 3abonuam» y
2013 ropgze. [31a 6bina cnpoba Bbikaszalb
abypaHbHe cynpaub  cnpollyaHara
TpaHcdapMaBaHbHA TBOpay Ha CBOW
naj BOHKaBbIM HasipasibHiKaMm, WTO HIiAK
He BbiNpaynAeuua YMAWAHbHEM apT-
KpbITbikay abo HeabxopgHaln 6a3aBan
agyKaublan, fAKylo naBiHHa Obina 6
apraHisaBaup A3Ap»KaBa.

Mopblag, Kani Mactak  «HOCiLb»
3MiT3T «Managbly, [aBONi KapoTki. Y
nayHal cTyneHi éH nasbaynse Teopuy
HaynpocTaBan afjka3HacbLli 1 gae gaBepy
Ha napy ragoy Hanepag, fAkia Mactak
MOXa BblKapbICTalb MaXkafaHbiM AMY
cnocabam—3anoyHilb 3anamiHanbHbIMi
XyniraHCKimi akubiami Ui nacbnAagoyHa
npacoysaub afHa3HayHblA  Ma3blbli.
AcHoyHaa acabniBacbub raTara
napblAgy — ArOHbl SKCM3PbIMHTAMbHbI,
cBabogHbl  dapmaT, aaKpbiTbl  Ans
noLuykay HoBara v Ans «HANPaBifibHbIX»
xafoy. CéHbHA Manafas macTauka AniHa
LBapkoBa, yA3enbHIK KaneKTblYHbIX
npaektay i nneHspay, agmayndeyua
aj 3anpalsHbHAY fda  BblCTayHau
[A3eHacbli, 3bBApPTalUbICA Aa Mpasa
nepaHakipaBaLLa 1 3bMsAHiLb NOrNAAbI,
ajlWyKalb HelTa pagblkanbHa HOBae Ba
ynacHal macTaukanm mose. Ane Henbra
He afi3HaublLb, LUTO fiHA KO HE aiHONYbI
3apaKamaHfaBana cAbe AK TBOpPLUY
3 TOHKIM apyyBaHbHEM i YMeHbHeM
npanpawuoyBalb HeagHa3HauYHblA TIMb.
Ha BbictaBe «SORAM», apraHisaBaHam
pasaMm 3 CTyAdHTami-nanaeyHikami y
2013 rop3e, AniHa Bblkasana cBaé
6ayaHbHe  XicTKalW  cbiTyaubli Y
crnpaBe  pacKpbiubUA  NaTaHUbIANY
Manajgora MacTaka. CapoBbiA
pXaBblfl HaXHiubl, NagBelaHbiaA Hag
6ANIOTKIMI NanoTHamMi — MNOMHiKaMi
HeHanicaHbIM TBOpaM, HACYLb
afHa3HauHbl  cbiMbaniam  Hasicnam
narpos3bl 1 N3pMaH3HTHara agyyBaHbHA
JanikaTHacbLi W XicTKacbli cBawro
Bblbapy Oblub MacTakom. [5Tbl Bblbap
AniHe gaBAfg3elLUa Aaka3Balb HA TOMbKi
cabe, ane 1 CBaiMy acApPOA3bA3io,
uikayHamy rnegavy n HasaT YCén apT-
CynosibHacbLi.

Mpa3 iHiLbIALbIIO criapgybiHam
3KCNp3CifAHiCLKal  WKOMbl  3HaULIOY
cson wnax ag dartarpadii fa xbiBanicy
Managbl mactak 3 CmaproHi AHpo
(AHppann Porau). 3b iHwara 60Ky,
pafblkasibHa 3bMAHIYLWbI KipyHaK cBaéin
A3enHacbli, éH npagsMaHcTpaBay
[aBoJli aKTbIyHYI0 MacTaLKYIo Nas3biLblio,
3a [OBa rafbl CTaywbl YA3esbHikam
KanA wacbli BbiCTaBay, WTO HAMana
ana navatkoyua. [llpaektam «LOST»,
Hag Akim AHpO npauaBay amanb
[Ba rafbl, MacTak nabypaBay cyBs3b
M  ¢oTadikcaBaHbHem abniyya 1

yTBap3HbHEM CaMOV TKaHiHbl Yanaeeyvan
HaTypbl, BOJIbHall af CT3P3aTbiMHbIX
XapaKTapbICTbIK, packpbiub  AKYHO
MarybimMa TOJIbKi MOBalo MmacTaLTBa.

Bigaub, Ui HA camMbiM CaMaCTOMHbIM
ManagblM MACcTakoM KpaiHbl MOXKHa
Ha3sBaub Bazinato, AKi He TpbiBae
Hifikara yMsALWaHbHA y CBalo TBOPYaCbLib

i rpabye npaBinami KypaTapckan
cynpaubl. Tamy — npbl ya3ene y
WMaTAIKIX rpynasBbiXx BbiCTaBax —

yNacHbl NPAeKT Ha MeHCKan NaALoyLbl
MacTak npaséy ynepuwbiHio ¥ 2014-m i
3p3XKblCaBay CBOW «aKT y TPOX A3eAxX»
BbIKNIOYHA NaBoAne cBaix npasinay. HA
Tpa6a HaBarT i Kasalb, WTO TyMaubllb
cBalo fA3elHacbUb rnepgavy Bazinato
Hikoni HA Mey naTtpa6bl, agHaK
aTpakublHACcbLb  KOXKHAW  AroHam
aKkubli He nakifae CymMHeBY, WITO fAHbI
ycnpbimaloLuua ayabiTopbliad - AaBofi
NpbIXinbHa 1 p33aHaHCHa.

Kani Mbl cTaBiM nblTaHbHe npa
ayTaHOMHaCbLb MacTaka y KpaiHe, Mbl
BbIMYyLLAHbIA CKipoyBauua aa céhapay,
WTO ajKa3Baloub 3a He3aNeXHacblb
TIPbITOPbIi, Ha AKOM 3Haxo43Auua
MacTauKifa iHCTbITyUbli, 3a LikayHacbLb
MarybiMbIX MAKYMHIKOY, 3CT3TbIYHbIA
NpbIAPbLIT3Tbl, a Takcama KpbITapbl
3anicy macTauKix nagseay y apxiy. Yce
r3TblA COFM3HTbI MaBiHHbI NpaaynAyua
y Mexax pA3Ap)KayHan KynbTypHamn
nanitTolki. ¥ npaekue «XaTHi nanau»
(@@3iH 3 BbICTayHbIX  NpaeKkTay
nparpambl «Pannika», ranepas
cyvyacHara macTautea «Y») mae mecua
PbI3bIKOYHbI, ane naéHHbl 3BapoT Aa
camora naHATKY ynagbl W Aa NbiTaHbHA
Ae  UdHTpanisaubli. [l3ena  raTbix
M3Tay MacTak Ynagsimep lpamosiu
agmoBiyca ajg  cxembl  Cynpauisy,
Maloubl Ha YyBa3e, WITO AHa — npa3
imiTaupllo paanbHal nNpabsiembl — HA
3[00NbHaA agocTpaBalb canpayaHbia
cynAapaYHacbLi nami>x ceTKan
iHCTBITYLbIAY | YanaBekaM. Ynagsimep
cknay dopmyny cyafiHOCiHay «nycTbIX»
ypagaBbiX nanauay, AKiA JamiHyoub
npas namepbl W MaHaniTHaCbub, i
O6sCKOHLara  apHaM3HTY  CnasibHbIX
paéHay, afHOMbKaBblX YyBa Yyce u4achbl
Yy nobbiM  6onbl-MeHW  BylHbIM
ropapse KpaiHbl. 311y4anbHbIM 3bBAHOM
cTaycAa 3anathl  M3Tap OpyKaBaHKi
AK cbimbanb wWwTyyHara pabpabbity,
JacTynHara KokHamy. [lpa3 Takyto
imiTaubllo 3naaaHacbli, 6biyLam Obl
HenapylwHara Yy3aemaynnbisy Ynaasb
3aKpaHyy MblTaHbHE pamak, 3a fAKiA
CKflafjaHa BbINCbLi, He naxiCHyyuwbl
MpbIBiA CbICTIMBI, LUTO HibbITA Npavye.

lOpa WycT y cBaiMm napcaHanbHbIM
npaekue «PskBiem na Hosbim rogse»
pasrnagay MpbiHUbIN  nayTopy  AK
KanAaHgapHan ceTki, Tpbllomdam fAKora
Ha nocTcaBseLKal MpacTopbl CTaHOBILLA
cbBATKaBaHbHe HoBara ropgy, wWTo,

y cBalo uapry, écblUb BAPLIbIHAI
npbiWYsnaeHan Ham KynbTypHanm
AblCUbIMAIHBI 1 CTPYKTypaBaHacbLii

nagy Xoiubuda. Mbl Xagaem ysaABiub
CbBeT, Y AKIM HAMa MecLa CbICTIMHaMmy,
naniTelyHamy CTpaxy, IMKHemcA pa
CYKYMHacbLi KybTYPHbIX i caLblAibHbIX
KalTOyHacbUAY, afpOo3HbIX ag TbiX, LTO
6aublm Bakon cAbe: afi TbiX, AKisA aaaaloub
nepaBary KafieKTblyHbIM YanaBeyblm
NMamkKHeHbHAM, a He  acabictamy
abo  HaubiAHanbHamy — [abpabbiTy.
CbBATKaBaHbHe Hallan cBaboppl
MacTak naxaBay nag MapMypOBbIM
Hagmarinbaem, nagkpaCbAiywbl TbiM
CcaMblM, WTO YAyHbl nib63paniam —
yCAro ToNbKi Ha3Ba cymeci dataniamy i
Kamnpamicy.

«CamakaHTponb» Anskcea
TanctoBa, npaekT, 3nagXaHbl Ha
nnALoYLbl rasiepsi cyyacHara mactalTsa
«Y» y KacTpbluHiky 2013 roay, agKasay Ha
MbiTaHbHE Npa HaAyHacbLb y 6enapyckim
Managbim  GpoHUe TBOpUaY, SAKis
CyyacHa gymaroLib, raToBblf pa3maynalb
Ha rnAGanbHbIA T3Mbl 1 NPbI ITbIM He
capometoLa BblkasBalLa NAACTbIYHaN
(ui, wWoipan, — Bi3yanbHaw) moBal i He
aAuyBatoLb NaTpa6bl 3bMsAHILb Npbipoay
cBaém npadacii — iMKHyLUa TONbKi
Nawbipbilub TPaAbIUbIAHbIA YAYNEeHbHI
npa enHbla 3afjaybl W MarybiMacbLii.
[5Ta a3Hauae 3bAyneHbHe Y npadacii
NpagcTayHikoy 3BasnioubliHan, a He
paBanioupbliHan CbBAZOMACbL.

Ton a  3BaloOUbIAHbI  LWAAX
pa3bBilbLA mMoBay bamiHizmy
Genapyckara «Kpow» MPbIKMETHbI
nabynose skcna3biybli Aneci 2KbITKeBiu
Ha KanekTblyHan BbicTaBe «SORAM»
i, 3ycim BigaBouHa, y iHTapd3Ncax
HeBANIKIX MP333HTaublAy TBOPYACbL
MacTauKi, AKiA cynpaBagXkani npaekTbl
¥y ranepai «¥» Ui y BbiCTayHai npacTopbl
«U3X». OnTbika 1 moBa Aneci ynyyatoub
y cabe panp333HTaLbli0 CalpblafbHara,
naniTblyHara, igsanariyHara nakanbHara
KaHT3KCTY  packpblupua  6a3aBbix
G3MIHICTBIUHBIX T33bICay. Takim uYblHam
AHa dapmMye HeliKylo 6yd3pHYl0 30HY
panp333HTaubli MacTauTBa, 30HY MiX
iA3A1 i XblUbLEM, afanTye akTyanbHyIo
TOMaTbIKy ANA IeHaBaTara rnegaya i gns
A3ApXaBbl, AKaA CTaiub Ha Ma3sblLblAX
HeyMALlaHbHA n irHapaBaHbHA
npabnemay, BbIHOCAYbI iX 33 MAXY CBaé
afKkasHacbli M ynacHa 3a @i3blyHyt0
MAXY KpaiHbl.

Managoe nakaneHbHe TBOpUAY Y
HepayHa3HauyHal CTyneHi nagsaninacs:
80-90 ajcoTkay cKnapatoub
CTBapanbHikKi Kiy-canéHHara macTauTsa,
a HewmMmaTtnikaa pa3lWTa, YacTKy 3b
AKOM A nacnpabaBana akpacbiiub Yy
r3TbiM apTblKyne, CbBAAoMa Bbibipae
akTyanbHacbub. |, agymaeuua, TaKki
nagsen anbbiBaeula HS  TOMbKi 3
NpPblYblHBbI  PIU3NTYPHara Xapakrapy




npaektay i cTtpaTariay (Aak Obluuam
AIHbl YCe Y3ATblA 3 afHON KyniHapHan
KHiri nagrnagaHbHA 3a CYCbBeTHbIMI
TOHA3HUbIAMI). MoXa, NpblublHa ALY
M y TbiM, WTO Y aTmacdapbl HAMa
pbi3bIKi: 3paeyua, BbIKNiK écbub, a
ratoyHacbli npawrpaub — HAma. A
AK MOXHa CKa3aub ALY He CKa3aHae,
He pbI3blKylOYbl BbIMaBilb «HA TOEe»,
packpbiuua, aTtpbiMaub 3a raTa na
ranaee?

Tak, canpaygbl, TaneHT He
npan‘ew, pykanicbl He rapaub, a
Managbl napactak npab’euua n npas
cnon acdanbTy. Ane KaHcTaTaubla 1
aryuBaHbHe npabnembl KaniHA CTaHyLb
nepwbsiM Kpokam pana acabictara
acdHCaBaHbHA, TO, MoOXa, xaua ©
3bMeHLaUb KOsbKacblb MblTaHbHAY
npa Managylo LWnaHy, WTO MaBiHHA
cbuepui 3 TBapy 3AMAiI nanAp3AHiAa

HamaraHbHAMI. AfHak naycrtae
nblTaHbHe, nagkasaHae HallbIM
NaniTbl4HbIM agvyaem: Ui 3MOXaM Mbl
aryubllb »afaHbHi, WTO HA MawLb
ronacy npbl CEHbHAWHIM nagse? MHe
Xouaula Bepbiub, WTO 3moxaM. [na
ratara Tpa6a npbirneg3seuua ga HoBbIX
Mafanay KynbTYpPHbIX i caublAibHbIX
naBof3iHay, acabniBa Aa ix icHaBaHbHA

TYT anicaHbl 300nbliara CyMHb

MY33MHbIX NiHaKaTIKay i ¥ apTbiKy”nbl

Harnensausl Ha TO€, WTO 3 LWKOMbHBIX

npas CyMecHbl

OOK  yTBAp3aHbHA  Managom

reHspaubli, — r3Ta KapuiHa
p3anbHara YHECKy ¥ 6enapyckae  C3HC  cynonbHacbli
MacTauTsa. cTBapaeuua

AHpo (AHgpa11 Poray; Hap. y 1989)

CKoHublY ByuYanbHio ima KpaciHa y MackBe, 3aiimayca
macTaukan d¢artarpadian ga 2013 rogy. YasenbHik
rpynaBebix BbicTaBay. KbiBe 1 npauye y CmaproHi
(Benapycb).

Bazinato (Irap CraxieBiu; Hap.y 1984)

HaByuaycsa y benapyckim g3ap»kayHbim nagarariuHbim
yHiB3pcbiToUe iMA Makcima TaHka 1 Dypanenckim
lymaHiTapHbiMm YHiBapcbiTale. biBe 1 npauye Yy

ManapseuHe. lMapcaHanbHbI npaekT «BAZINATO» (2014,
Fanepaa cyuacHara mactayrsa «Y», MeHcK).

Vnapsimep NpamoBsiy (Hap.y 1989)

CkoHubly TlimHasilo-konegx ima |. AxpamublKa.
MNpauyaresae HaByuyaHbHe Yy benapyckanm pasapxayHau
akapamii mactaurBay (MeHcK). YAsenbHiK rpynasbix
BbIiCTaBay.

Anecsa XbiTkeBiu (Hap. y 1990)

Apykaublio aTpbimana y rimHasii-konegbl
macTtaurBay ima . Axpamubika (MeHcK). 3baynaeuua
cTypdHTKan  benapyckain  p3ApxayHain — akafdMii
macTauTBay. Ya3enbHiua KanekTblyHbIX BbiCTaBay.

nakaneHbHi, 3aHecbli

KYNbTypHbl JOCbBej
Mbl 300JIbHbIA CMa3Haub csAbe, cBaiwo
3bMEHNIBYIO if3HTbIYHACbLb. 30aPOBbI

y ny6niyHam cdapbl, agHbIM  3b

iX y cbnicbl HewMaTnikix auanenbix 3Snem3HTay

aAKon, Marybima, 3baynaoyya

nagpyuHikay. Tonbki MactauTBa W AroHbIA  iHCTbITYLbIi,

HOBbIX reposy.

nakaneHbHAY
KaNneKTblYHbIMi

Anakcen TancToy (Hap.y 1984 )

MbiBe 1 npauye y MeHcKy. HA mae mactaukaim
apykaupbli. NapcaHanbHbl npaekT «CamakaHTponby» (2013,
lanepasa cyyacHara macrayrsa «Y», MeHcK).

fAlyren Wapko (Hap.y 1987)

HaByuayca y ByuanbHi ima A. [ne6aBa (MeHck,
Benapycb), Ba YHiBapcbiTaue ima Mikanaa KanspHika
(TopyHb, MMonbwya). lMapcaHanbHbl npaekT «Escape»
(2015, Fanepaa cyyacHara macrauTBa «Y», MeHcK). XbiBe

1 npauye y bapbicaBe (benapycb).

Anina lLiBagkoBa (Hap.y 1989)

MacTtaukyio agyKaublio aTpbiMana y riMHasii-kone bl
macTtauyreay ima l. Axpamubika. lNpauArsae HaByuyaHbHe
y benapyckall p3apxayHal akapsmii macrtaursay
Ha dakynbToLE MaHyM3HTaNbHa-A3KapaTblyHara
MacTauTBa. YA3enbHila rpynasbiX BbiCTaBay.

IOpa WycT (Hap. y 1983)

Apykaubllo atpbimay y 3IY (BinbHioc, JliTBa),
Kapaneyckan akapamii npbiroxbix mactaursay (leHT,
banbria). MapcaHanbHbl npaekT «P3kBiem na HoBbim
roase» (2014, lanepaA cyyacHara macraylTBa «Y», MeHCK).
Lanep xbiBe y bpycani i npauye y l'eHue (banbris).

3 imcrananui «Morixnxi». Ilpaext &Replika». 20I4
Sﬂ Cemetery, installation. «Replika» project. 20I4

nafcinKaBaHblsl HECYNbIHHAW NbIHbHIO
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Natalla Haracaja

THE NEW GENERATION’S AESTHETIC REGIME,

OR

If the Mountain Won’t Come to Mohammed

The process of the world’s aesthetic
assimilation, which for thousands of years
has been evolving as the basis of artistic
creation through one’s sight as a sense
and through one’s eyes as human organs
nowadays is disappearing. It is absurd to call
the current art functioning as plastic art — it
is carried out in the forms and situations very
far from being primary. Young Belarusian
artists who find themselves stuck between
the structure of educational and training
systems and the criteria that characterize
the global approach to art processes have
to be in a constant search for the options
that would prevent them from falling into a
compromise and blind obedience.

Today we unravel a gap in time: beauty
producers and consumers, as well as their
mediator, enter the XXI century without
going through the mill of cultural processes
that took place in the civilized world of
the previous century. Thus, a strong bias
towards clarification of the relationship
with the art of the past is obvious now.
The aesthetic mode of the new generation,
which is formed in such a way, is marked
with a clear succession: the young art grasps
every opportunity to actualize this period,
depriving it of the pressure of the cause-
effect linear history and switching into the
«here and now» mode — a sort of a risky
journey towards the problem — a black hole
which contains all the possible young stars
of the Belarusian art system, those which
have already appeared and might come up
in future.

One cannot say that Minsk as the capital
and consequently as a place which bears
obligations of being a cultural stronghold,
pays great attention to the discovery of
new talents. Unfortunately, the city is not
synonymous with art, therefore, in most
cases, the younger generation has at its
disposal studies at art institutions abroad.
But contemporary art practices for the youth
do not lie in the sphere of public exhibition
venues and institutions, either. Youth
Exhibition organized by the eponymous
section of the Artists’ Union is annually
held, a year ago the Belarusian magazine
«Mastactva» («Art») launched a section
«Generation NEXT» featuring reviews
of promising talents, and the Museum
of Modern Fine Art tries to formulate its
strategy through the organization of youth-
specific exhibitions and the invitation of
young participants. All these manipulations
can loosely be considered as supporting the
young artistic generation. It is important
to note that the emerging artist’s portfolio
usually enlists four or five of such Youth
Exhibitions, which are seen both by them
and by curators not as an accomplishment
but as a necessary experience of torture and
humiliation artists have gone through when
being students at least in order to feel the
relationship and mutual impact a work of

art and space have, especially taking into
account how extremely rich in space the
Palace of Arts is.

Private or non-governmental initiative
is much more diverse and fruitful in
granting support to the young generation
of art-makers — there are competitive and
educational programs, sporadic exhibitions
and actions. It is not for the first time that
the project «Towards a Modern Museum»
has been active in this regard, numerous
enterprises for the young and talented
initiated by ¥ Gallery of Contemporary
Art sometimes bring results, a fairly active
position has been characteristic of the
Art Department of the EHU (for example,
LitPro school). But individual initiatives
seem to present the highest interest: Sergey
Shabohin's optional lectures «Repair.
Unovis. Behind the Tractor Plant Screeny,
Sergey’s cooperation with 34mag.net
media magazine, which resulted in the
appearance of Suchart CD, as well as his
most recent initiative FAC (the Faculty of
Academic Criticism). All these actions only
through their mere existence criticize the
governmental pressure, but at the same time
they present a certain interest by the fact
that Sergey Shabohin who demonstratively
abandoned his studies at the Belarusian
Academy of Arts, is currently one of the
most committed fighters for the quality of
education of the young generation of artists.

One can clearly note that
the audience starts to appear
in Minsk, too, and the artist
becomes a public figure, the
focus of attention of not only
customers or professionals, but
also of the widest and at least
minimally prepared public.

Belarusian critics can also be placed
into the category of observers, because in
most cases they still remain only those who
merely state facts. A critic in the Belarusian
reality is not «a forest purger» at all: here
young artists are destroyed by the critics’
silence, not by the actual criticism. As for the
perennial visitors of a variety of local shows,
the problem of distinguishing real art from
second hand replicas is still solved by them
mainly at the sensory level — disinterested
spectators together with their optimistic
potential carry a pessimistic inertia: their
belief that art belongs and must belong to
them gives rise to various forms of «/ do not
understand contemporary art» statements.
But, as partnership, mutually beneficial and
mutually respectful relationships imply,
each side has to step towards the other one,
even if the young artist will have to wait for
the slow spectator at the border or play the
game of «if the mountain will not come to
Mohammed».

The process of art perception by the
spectator becomes possible only after the
introduction of special optics that would
allow him/her to see its «aesthetic regime»
of presentation. Jatihien Sadko’s (Jauhien
Shadko) two exhibitions that took place at
the Gallery ¥ represent the young artist’s first
steps towards publicity and the formation
of representation language. His mini-
exhibition In Dazzling White Corridors (START
program, March, 2013), hardly noticed in a
small gallery hall, was revealed to the naked
eye through the project Escape (Gallery
Y, March, 2015). Since the artist was first
working with the space of aesthetic regime
in which the works were shown (in the first
case Jatihien made use of white objects and
white, almost virginal, room, whereas in the
second show he deliberately avoided the
multi-faceted informativeness), it is obvious
that the young artist put all the emphasis
on the conceptual territory of art. Jatihien
Sadko revealed complex relations between
the artist and the audience in his interim
work The Viewer is the Killer in 2013. It was
an attempt to express his outrage against
a simplified subjective transformation of
works made by outside observers that in no
way is corrected through the interference of
art critics or the necessary basic education,
which should have been provided by the
state.

The period when the artist is defined as
«youngp is quite short. To a certain extent, it
deprives the artist from direct responsibility
and gives him/her unconditioned trust a
couple of years ahead, which can be used in
any way (s)he likes — through memorable
hooligan actions or through consistent
putting forward of one’s firm positions. The
main feature that characterizes this period
is its experimental, free format, openness to
the search for the new as well as for «<wrong»
movements. Today, the young artist Alina
Sviadkova (Alina Shviadkova), a participant
of collective projects and plain airs, refuses
invitations to take part in exhibition
activities, referring to the right to redirect
and change her views, to find something
radically new in her own artistic language.
But it should be noted that not once she
has stepped forward as a creator with a fine
feeling and skill to work through ambiguous
issues. At the exhibition SORAM, organized
together with like-minded students in 2013,
Alina spoke about her feeling of shaky
situation in revealing the young artist’s
potential — rusty garden shears hanging
above the snow-white paintings that stood
for the monuments to unmade works of art,
had a clearly distinctive symbolism of the
impending threat and a permanent feeling
of delicate and hesitant nature of one's
choice of becoming an artist. This choice will
have to be proved not only to herself, but to
her environment, to curious spectators and
even to the whole art community.




Anro (Andrej Rohac), a young artist from
Smarhon, found his way from photography
to painting through the initiation of native
expressionist school. On the other hand,
having radically changed the direction of
his activities, he has shown a fairly active
artistic position, in the course of two
years becoming a participant of about six
exhibitions — the number being quite big
for an emerging artist. In his project LOST,
which Anro had been working with for nearly
two years, the artist builds a connection
between the photographic documentation
of one’s appearance and the creation of
the very fabric of human nature, free from
stereotypical characteristics, which only the
language of art can verbalize.

BAZINATO can boast being close to the
country’s most independent young artist,
who does not tolerate interference and
ignores the rules of curatorial collaboration.
Therefore, having participated in numerous
group exhibitions, the artist showed his own
project on a Minsk site for the first time in
2014. His «performance in three acts» was
staged exclusively according to his own
rules. One should not even mention that
BAZINATO has never thought of explaining
his activities to viewers, although the
attractiveness of every performance of
his leaves no doubt in terms of their being
perceived in a rather active and thought-
provoking way by the public.

If we raise a question about the artist’s
autonomy in the country, we have to turn
towards the areas responsible for the
independence of the territory where art
institutions are located, as well as towards
possible buyers’ curiosity, aesthetic priorities
and the criterion for recording of artistic
events into the archive. All these segments
have to appear within the state cultural
policy and its priorities. In the project
Home Palace (one of the projects exhibited
within the program Replica at ¥ Gallery
of Contemporary Art) a risky but fruitful
appeal to the very concept of power and the
question of its centralization takes place. For
this purpose the artist Uladzimir Hramovi¢
(Uladzimir Hramovich) refused the scheme of
resistance, bearing in mind that through the
imitation of the real problem it is will not be
possible to reflect the actual contradiction
between the network of institutions and
people. He coined a formula of the relations
between «empty» governmental palaces
that dominate in size and solidity and the
endless ornament of residential sleeping
quarters, at all times identical in any more
or less big city in the country. The golden
meter of pavement became a linking
element seen as a symbol of the artificial
prosperity available to everyone. Through
this simulation of coherence, a seemingly
unshakable mutual influence, Uladzimir
voiced the question of limits one cannot go
beyond without disturbing the ghost of the
governing system.

In his personal project Requiem for
the New Year Jura Shust considered the
calendar’s principle of repetition with the
celebration of the New Year as its triumph
at the territory of the former Soviet Union,
which in its turn has become the peak of
cultural discipline and lifestyle structure
inculcated on us. We want to imagine the

world where there is no space for systematic
political terror, we are committed to the
aggregate of cultural and social values,
different from those we see around — those
which give preference to collective human
aspirations rather than personal or national
well-being. The artist buried the celebration
of our freedom under a marble gravestone,
thus underlining that the current liberalism
is just a name given to the mixture of
fatalism and compromise. Aliaxey Talstou’s
Self-control is a project set at the site of ¥
Gallery of Contemporary Art in October
2013 where the artist answered the question
about the presence of modern-minded
artists who are willing to speak on global
issues and not to hesitate to use plastic
(or putting it in wider terms — «visual»)
language and have no need to change the
nature of their profession — only seeking to
extend traditional ideas about its challenges
and opportunities at the arena of Belarusian
youth front. This means the appearance
of the representatives of evolutionary, not
revolutionary consciousness within the
given profession.

The same evolutionary path of
development of the Belarusian language
of feminism is visible in the construction
of Alesia Zytkievi¢'s exposition at the
collective exhibition SORAM. Also it
is obvious in the interfaces of smaller
presentations of the artist’s creative works
which accompanied various projects at
the Gallery ¥ or at CECH exhibition space.
Alesia’s optics and language include the
representation of social, political and
ideological local contexts of articulation
of basic feminist theses. Thus, she forms a
kind of buffer zone of art representation, the
area between the idea and life, she adapts
topical themes for the lazy viewer and for
the state, which stands for non-interference
and ignoring the problems, bringing them
beyond its responsibility as well as beyond
the proper physical borders of the country.

The younger generation of artists in the
inadequate ratio got split between 80-90%
of those who create kitsch-salon art and
a much smaller number who consciously
prefer topical issues. In this article | have
tried to outline the latter group. And |
think this division occurs not only due to
the prescription nature of the projects and
strategies (as if they all have been taken from
aworld trends voyeuristic cookbook). Maybe
it also happens because the atmosphere
lacks risk: there seems to be a challenge,
but there is no readiness to lose. And how
else can one say what has not been said yet,
without risking to pronounce «the wrong
stuff», to reveal oneself, to be punished for
this?

Despite the fact that here a
largely sad side of the young
generation’s formation has been
described — this is a picture of
the current contribution to the
consequences of the Belarusian art.

Indeed, talent is stronger than booze,
manuscripts do not burn, and a young
sprout will break through the layer of
asphalt. But stating and articulating the
problem, even without claiming it to be

the first step in one’s personal reflection, at
least will be able to reduce the number of
questions about the young punks who are
responsible for obliterating the previous
generations, putting them into the lists
of museum pinacotecas and schoolbooks
articles. It is only through common cultural
experience that we are able to know
ourselves, our changing identity. The
common sense of generations’ community
is created by the collective efforts. However,
the question raises prompted by our
political despair, whether we will be able to
speak up our wishes which possess no voice
in the existing system. | want to believe that
we will. To do this we need to give a closer
look at new models of cultural and social
behavior, especially at their existence in the
public sphere, where art and its institutions
strengthened by the endless range of new
heroes probably still represent one of the
few remaining elements.

Jauhien Sadko (1987) studied at AK.
Hlebal College (Minsk, Belarus), at Nicolaus
Copernicus University (Torun, Poland). He
is the author of Escape personal project
(2015, ¥ Gallery of Contemporary Art,
Minsk, Belarus). The artist lives and works in
Barysa, Belarus.

AlinaSviadkova(1989)received herart
education at L.V. Achrem¢yk Art Gymnasium-
College. She currently continues her studies
at the Belarusian State Academy of Arts at
the Faculty of Monumental and Decorative
Art. She takes part in collective exhibitions.

Anro (Andrej Rohac) (1989) finished
Krasina College in Moscow, Russia. Till 2013
he had been involved in art photography.
Anro takes part in collective exhibitions,
He currently lives and works in Smarhon,
Belarus.

BAZINATO (lhar Stachijevi¢) (1984)
studied at Maxim Tank Belarusian State
Pedagogical University and at the European
Humanitarian University (Vilnius, Lithuania).
Now he lives and works in Maladzie¢na. He
is the author of BAZINATO personal project
(2014, Y Gallery of Contemporary Art, Minsk,
Belarus).

Uladzimir Hramovi¢ (1989) received
his education at V. Achrem¢yk Art
Gymnasium-College. Now he studies at the
Belarusian State Academy of Arts (Minsk). He
takes part in collective exhibitions.

Jura Shust (1983) got his education
at the European Humanitarian University
(Vilnius, Lithuania), the Royal Academy of
Fine Arts (Ghent, Belgium). He is the author
of Requiem for the New Year personal
project (2014, Y Gallery of Contemporary Art,
Minsk, Belarus). He currently lives in Brussels
and works in Ghent, Belgium.

Aliaxey Talstou (1984) lives and works
in Minsk, Belarus. He does not have a formal
art education. He is the author of Self-
control personal project (2013, ¥ Gallery of
Contemporary Art, Minsk, Belarus).

Alesia Zytkievi¢ (1990) received her
education at I.V. Achrem¢yk Art Gymnasium-
College. Now she studies at the Belarusian
State Academy of Arts (Minsk). She takes
partin collective exhibitions.
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HAJAYHIX

yacoy

yBamwno

Yy AblCKypC

cyyacHam monafsi, y WbIPOKiM C3HCe
MasHayvaloubl BOHKaBbl BbIrnAg, Bobpas
yanaBeka — 36opHae cnanyysHbHe
aA3eHbHA, abyTKy, akcacyapay,
bpbi3ypbl. MaBoane agHaro 3 anicaHbHAY
Ha TOMaTblUHbIM Manag3ésbiM caliue,
«JIyK» yaynae cabolo «kHecmaHoapmHel
e8obpas, AKi cmeapaeyuya 018 mazo,
Kab sebutydblyya 3 wspal  mdacel
acmammHix nwood3ell i 8viAsiyb cearo
iHObIBIOyaneHacbyp...  yce  look’i
sviknaosaoyya y iHM3pH>M Ha
n3yHelA catimel, Kab iHWoiA N003i mazni
iX ayaHiys, nakiHyyb ceoli KAM3HmMap
i, mazybima, 0ayb KapeicHyl0 napady
na CcymMAWY3HbHI mMbIx Yi iHWbIX
npaomemay look’a». Bax<Ha ag3HaubiLp,
LITO raBoOpKa Y Takim BbiMafKky iA3e He
npa cnaublanisaBaHblA  PICypCbl Npa
mMofy W CTbib: abmepkaBaHbHEM
i npacoyBaHbHeM CBaix «ayKay»
3aMmatouua  3BblYaliHbiA  Manapgbla
A3Ay4aThbl 1 XA0NUbl, Tbifl, KAro MOXHa
CyCcTpaUb y rpamapskiMm TpaHcnapue,
ysprax y Kpamy, y cTtanoyubl anb6o

3ani KiHaTaaTpy. MNapBblwaHaA
3aKknanoyaHacblLib BOHKaBbIM
BbIrAgaM  AayHo KaHcTaTyeuLa

CyYyacCHbIMi ncbiIxonArami AK apHa 3
KN0YaBbIX XapaKTapbICTbIKay Managom
reHspaubli, i «JiyK» — TP3HA Y F3TbIM
pakypce — ycAro TONbKi agHa 3b
Bi4aBOYHbIX NpasBsay.

Anakcen
npayye 3
6enapyckan
3b BANiKan
ipOHii.
yacTky

HaBymubIK
«nyKami»
monapasi
nonan

Y apHalMeHHYylo
npaeKkTy €H
3bmAwYae  ¢artarpadii
BbIMaAKOBbIX  XJIOMUaY,
AKIX CYCTP3y Ha TycoyKax
i Y Kypblnkax, Ha yBaxogse
Yy ObICKaT3Ki, Knobbl 1
Ha «nayi». @®apmanbHa
npbiTpbIMNiBalubICA
iHT3pPpH3T-KaHOHaYy
KnAacbl4Hara «NYKY»,

daTorpad cTBapae HeBANiki KaTanér
THINOBbLIX [ANA  AroHara acApoAKy
BoGpasay, AkKia, y cBaw uvapry,
Jaoub rnegady AwYs  aAsiH - Kiod
aa pasymeHbHA KawToyHacbLAy
6enapyckara «NAKasjaeHbHsA Y».
3bHEeWHi BbIMMAL Managbix nog3en
Ha 3ObIMKax canpaygbl aAMeTHbI
cBaéil 3KMeKTblYHacbLUo — 360pHaio
canAHKam  CTbinAy i Hanpamkay,
3HapoubICTal HAag6anHacbLi y
CnanyusHbHi 3 cbimbonikal BblpasHbIX
a3Tanay. TyT «0/10CKY/1bHbIA» CKYyPaHbIA
6apcaTKi ¥ cTbli raHanapoy 3 1990-x
cycefHivawoLb 3 TaTyipoyKall — BbliBalo
repoa amspblKaHCKara MynbTCIpbIAny
bapta CbimncaHa, a  cKypaHaA
poKepckaa Kacyxa — 3 ¢yTbonkam 3
naratbinam «Nike»., 3 agHaro 60Ky, sK
npbi3Haeuua y IiHT3PBIl0 HAMeuKamy
pacypcy «DW» Ansakcen, cTaBaubl nag
CYMHey CT3p3aTbiMHblA YAYNeHbHi npa
i3anAupito benapyci ag sypanewnckan
KynbTypbl, TaKifa «ayKi» uLankam marni
cycTpauua y nioboi iHwal KpaiHe, y
AKOM BbiNana nabbiBaub datorpady.
Ane, 3b iHWara 60Ky, y TOW »a Yac fiHbl i
MapKipyoLub cnaubldiuHbl NepaxoHsbl

sTan ia3HTbIYHACbL 6enapyckam
monapgsi. AHanisytoubl npaekT
HaBymublka, cTyAsHTKa ¢inAsodpckara
bakynbTaTy bay Maprapbita
Poy6a aj3Hauae, Hanpblknaga,
WTO Ha 34bIMKax «Mbl 6aqsim
sypaneizagaHelx nad cmaHOAapm
manadeix  so03ed, naHasaHoHe

nasepxHi U npeiMimoiyHblad CPOOKi
camaapeleHmaybli, WMo cnasyyaeyya
3 noyHali 033apbleHmayblAl».

LlikaBbim Takcama
napayHaHbHe raTanm YacTKi
AnAkcea 3 Hawymenam  C3pblAn
paceickara ¢artorpada Hacrtacbci
baramonasan «LOOKBOOKY,
nakasaHau y Mmexax BblCTaBbl «<Managom
pacenckan ¢atarpadii» «He [cBaé]
YyacoBae» Yy KacTpblyHikKy 2014 ropy
Yy MeHckanm npacTtopbl «L3X». «JlyKi»
Hactacbci dakTtbiuHa yaynsoub cabown

nagaeuua
npaekTy

ayTanapTpaThl A3AYYblHbI, AKanA
npoiMApae Ha cAbe paanbHbiA Y6opbI
N KacmaTblKy cBaén maui. [lpbl
6onbl MNiNbHBLIM aHanise AHbI MOryub
Oblub iHTIpMp3TaBaHblA fAK Crpo6bl
30a6biLbLA CaMai3HTbIYHACbL,:
nowyKi BblTOKay, KapaHéy,
HanagXBaHbHe — Yy  JafA3eHbiM
BbIMagKy Bi3yanbHbIMi cpofkami —
CyBA3AY MNami>K nakaneHbHAMI. | Kani
nybniyHaa  Tapania  baramonasan
3paeuduya npakTbikaBaHbHEM,
BblKaHaHbIM «Ha BblaTHa», TO rewTanbT
6enapyckara dartorpada 3acTaeyua
He3aBeplaHbiM.  3HOMA3eHbIA im
Yy 3aAbIMAIeHbIX  Kypblikax, 4acTa
HeLbBAPO3biA, 3aTyMaHEeHbIA  WIyKi»
¢dikcytoub HecnanyyanbHblA GparMIHTbI

[33apbleHTaBaHara «fA» bGenapyckau
monapggai.
VX0 nas6ayneHbin

HacTanbrii na caseuykim, y
TOW XKa Yyac yHyTpaHa ratbisi
noasi AwYs He agvyyBawLUb
ca6e sypaneiiyami.

DiHanbHbIM akopfam capbli Anskcen
HaBymubiKa 3bAynaeLua napTpaT AWYD
agHaro HeracpsgHara  YA3enbHika
naninéry Ha T3My if3HTbIYHACbL.
[3>Ta mapTpaT ropagy, Ha Tne fAkora
pasropTBaeula aKTblyHae >KbllUbLé
cTaniyHan monapasi, — mecua, LWTo HA
TOJSIbKi p3arye Ha elHblA A3eAHbHi, ane,
y CBalo yapry, Takcama ix Bbi3Havae. Y
«MeHCKy managbiM» ropag 3bayndeuua
BiJaBOYHbIM  CbiMbanem  mpauaCcy
rnabanisalpli, LUTO NacTyrnoBa NpaHikae
y benapycb: CEHbHA Mbl CTaHOBIMCA
MiMaBONbHbIMI  CbBeAKkaMi 3abynoBbl
cTaniyHara LUOHTPY  XMapayocami
ca WKNab3ToHY, raHgnésbimi
L3HTpaMi, riraHuykimi raTanAami,
byHKLUbIAHaNbHACbLb AKX BblKiKae
CyMHey. Takora KWTanTy apxiTakTypa
XapakTapbi3yeyua Bblpa3Ham
Bi3yanbHal npbiBA3KAN Aa Tbinosara



Jypanemnckara n amMapblKaHCKara
Maramnoficy — ropag canpaygbl
rnabanisyeuua, ane ui cynagae
ArOHbI T3MMN 3 YHYTPaHbIMi 3bMeHaMi
y CbBAAOMACbLi caMmix Xblxapoy?
CynactayneHbHe nepanoyHeHaMn
nycTbiMi  ypb6aHiCTbIYHbIMI  KpasaBigami
yactki «fopag» 3 6nékami «LOOK» i
«ManagocbLb» flae rnepavy BblpasHbl
ajKas.

MapayHaHbHE
6nékay 34bIMKaY
BblKJliKae Y Hac HAémKae
nauyubué 36010,
AbicrapmoHii. YbpaHas
napayka, fAKas mnasye
Ha Tne  anesHara
naoTy 3 Wblbfan, WTo
nakaspae dartarpadito
acbBeTneHara
3ixaTnisbimi HaYHbIMI
arHAMi amapblKaHCKara
M3ranosnicy, Bbirnagae
He CbBATOYHA, a, Xy TU3N,
camoTHa W” aTynena.
Hi6bl Bblpa3aHblis
dboTapspakTapami 3
afHOM p3anbHacbui,
ManapgblAa nopsi
3pauua 3bmelyaHbImi
y  iHWbl,  4yXbl 1
HA3BbIK/bI  iM  CbBeET,
3b  AKIM  AHbl  AWYD
He HaByublnica
y3aemapg3enHivaup.

Anakcen

HaBymubliK  Tak

KaM3HTye 3bMeHbl

abniyya cTaniubl,

AKiA  ypasini  Aro

anowHiM  yacam:

«A namamaio,

wmo, Kani y6a4ely

2inapmapkem

ca crnosam “All”,

HanicaHe m

86 AniKimi

YblpBOHBGI MI

nimapami, aouyy,

wmo 23ma yxo

HA MeHcK, 23ma

3ycim iHwas

mapeimopeid,

AHa Y  MsAHe

acayeliioeuyya

3 “Awanam”

y [lMonswuydsl.

Finapmapkemel,

nycmelsi napKoyki,

8a/liKia npacmopel

Ha YycKpaiHe

2opady, — makoza y MeHcKy paHeli He
661710, AHbI 3bA8INICA MYyM 3 NPbIYbIHbGI
enabanizayeli, HansyHa. | y e>mai
enabanizayeli écbyb Helikaa ceas,

iHwaa 3H3pzemeoika» (IHT3pBIO
HAmeLKkamy «DW», cTyaseHb 2015).

DHapreTbika ropagy BefbMi
Bblpa3Ha nepagaeuua dpatorpadpam
y TpauAam  4actubl  «MeHcKy
Managora». Ha KaHTpacbue 3b
MiTycbniBbIMi,  pacdakycaBaHbIMi
34bIMKaMi  Mofiag3i  akypaTHbif,

«MNpaBifibHbIA» KamnasblLbli
ypb6aHicTbIYHbIX NyCTa4Yay BbIFNAaOLb

ynayHeHa 1 MmaHanitTHa.  lopap
CbUbBApAXae  CBaé  MepLlblHCTBO:
€H BiJaBOYHa He 3bbipaeyua

napgnag)kBauua nag cCBaiX KbIXxapoy,
gywaubl TO TyT, TO TaM CBaiMi
reamaTpbIYHbIMI MawTabami n
LYbINbHACBLD NyCTaThl, AKasA nanoxae.
Dinésad Maprapbita Poy6a
Ha3blBae raTyl0 NyCTa4y «ririeHiyHam»,
afj3Havaloubl, WTO UiWbIHA ropagy Vy
npauyax HaeBymubika He 3bAynseyua
«8ApmaHbHem y cnakodl... Xymusu 3a
yCé, 23meblA 3aK/TI0YHbIA homa3zobIMKi
ympesimaiearoyb y cabe Maxkcelmym
mpelgoei, A 6 Hasam ckasana,
2ieieHiyHal  xyodaceyi,  nasepxHi,
npayépmati cbnipmaebiMm pacmeopam.
Ycé 3bHiwyaHa U 3agpap6asaHa, a
noo3sel 6eblyyam 6bl naHecna npsy
sempanm...».

MappabszHbl aHani3 TaMmay,
AKIA  y3gbimae y cBaiXx npaekTtax
Anskceir HaBymublk, pgae 6enapyckim
KpbITblKam i Ny6niLbl BeNibMi Cyp'é3HbiA
naacTasbl npauarealb pa3moBy
HA TOMbKi Mpa HaAyHacblb TP3HAY
«managaa 6Genapyckaa dartarpadisn»,
ane N, HeCyMHeHHa, npa AroHae

pa3bBiybyé n
BbikapbicTOyBawUbl
y  cycbBeTHalh  ¢daTtarpadiuHan
cynosibHacbLi Bi3yanbHyl0  MOBY,
fJaknagHa nag6ipaloubl  TIXHIYHbIA
NpbIéMbl Nag 3aAyMaHY0 KaHLMLUbIo
npaekrtay, ¢atorpad 3akpaHae BefbMi
BOCTPbIA ANA Hallara rpaMagsTBa TIMb
camaigaHTbidikaubli mMonaasi, cdapol
eMHbIX KallToyHacbuay, npabnemay i
LAXKacbLAY, 3bBA3aHbIX 3 aganTaublian
y 6ecbnepanblHHa 3bMeHNIBbIM
ypb6aHicTblUHBIM  acapoaky. Ak
A3MaHCTpye npaekT «MeHCK Managbl»,
6enapyckae «nakaneHbHe Y» CEHbHA
3HaxoAsiuua Yy [A33apbleHTaBaHbiM,
nagaBewaHbiM cTaHe: ix «LOOKBOOK»
ToNMbKi  dapmyeulla, 'y  31YYSHbHI
aTpbibyTay i CTbIAY, He3pasymenan
AnAa monapgsi Hacranbrii  na
caBeLKiM i naKynb AlWY3 He Aa KaHUa
ycbBAfOMIEHa «3ypanemncKacbLi»
éH apgnwocTpoyBae cnpo6bi
CKaHCTpyABalb HeWTa, WTO MOXHa
6bi10 6 Ha3Baub AaknagHa cBaiM —
6enapyckim.

yMaluaBaHbHe.
akTyalibHYyl0
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The question about the existence

of the brand «young Belarusian
photography»presents more than just
a curious topic for reflection. While
in the context of our geographical
neighbors from «the

Northern
capitaln»
itscounterpart —
«young  Russian
photography» — is
closely connected with
the informational center-
bureau  «Foto Departament» and
the activities of the curator, lecturer
and critic Nadya Sheremetova in
particular, with her playing a central
role in making this visual trend match
such characteristics as «reflecting,
«difficult to comprehend»,
«conceptual». Meanwhile in Belarus
there are still only two features which
might be used in relation to «young
Belarusian photography». They are,
literally,«young» and «Belarusian».
Another visual criterion can be
tracedwithin the thematic component
of the photography — a case when
a young photographer formulates
documenting everyday activities of
his/her peers as the main task of the
photo series.
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In this regard in Belarusian
photography one immediately recalls
the figure of Alaksiej Naumcyk (Alexey

Naumchik),
whose
projects
about the youth
from the Belarusian capital

have been recently presented at a
number of exhibitions, including
the international ones. The
exhibitionWe'll never get olderwas
travelling aroundGermany as a part of
BY NOW project (if a Gallery in Berlin
and Stuttgart), whereas the project Y
Minsk (Young Minsk)was presented at
the exhibition Process, held in 2013
as a collective display of theresults
of the educational course on
photojournalism (CECH, Minsk), and
also formed a part of the exposition
of the Belarusianproject Appreciations
of War (the Czech Culture Center in
Berlin, October, 2014). Belarusian mass
media and specialized art magazines
have repeatedly wrote about both the
projects and their author (<Mastactva»
magazine, ZHATA online resource on
professional photography in Belarus).

Y Mencx (Memcx uazaxs)
Y uinsk (Young Minsk)
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Volha Bubiéd

However so far there has been no deep
visual analysis of these seemingly
«home shots». A better understanding
of Alaksiej Naumcyk’s projects
unexpectedly discloses several inner
layers with their revelation allowing
us to make conclusions about the
values of the current generation of
Minsk dwellers and the problems it
faces while attempting to adapt to
evolving processes. In doing this
the youth still tries to make
keeping the pace remain
not so much painful for

them.

THE
YOUTH:
FORM AND
CORTERTS

The topic of the routine, of
ordinary people’s intimate, private
lives is no longer a new word in
contemporary art and documentary
photography. A sort of revolution
which marked the transition from
«direct» documenting of family
realities shaped by social and cultural
rituals is associated with the name
of Nan Goldin. In the early 1990sher
photographs which dealt with the lives
of her close circle not only produced
a direct and obvious impact on the
method and contents of «home»
photography, but also shaped new
standards of the genre.

The technical and compositional
features of Goldin’s series seem to
imitatethenaturalirregularwaypeople
perceive the world around them. The
technical method characterized by the
purposeful demonstration of formal
mistakes, «random shots»appears



to be imitating the pictures made by
an unskilled photographer. But it is
through them that Goldin transmits
private experience, signaling the
intimacy of the relations between
the photographer and those she
shots. She permits her pictures to be
out of focus, they are blurred, fuzzy,
people in them can be captured in
some unexpected moments, caught
in the course of actionsor when
expressing emotions which used to
be unacceptable in traditional home
photography. Instead of embellished
aesthetics of deliberately correct and
neat family snaps, the viewer is shown
the emotional flip-side of the lives of
Nan’s circle: their sadness, quarrels,
diseases or harmful addictions. The
works also focus on the non-events
of the American routine such as
sleeping, phone talks, travelling by
car, experiencing boredom or just
keeping silence.

One can undoubtedly apply the
same characteristics when describing
Alaksiej Naum¢yk’s series We'll never
get olderand Y Minsk (Young Minsk).
The project selected by the German
curators to make a part of BY NOW
centers on the private emotions and
natural states of doubts, anxieties and
fears felt by the young people born
in Belarus in the 1980s and failing to
become adults in the 2000s.

Young Minsk formally
continues researching the
issue of the young Minsk
dwellers’ values with a
shift of the visual focus
towards the problems of
self-identification of the
new generation in the
environment of fast social
transformations.

Claiming his inability to establish
emotional click with the existing
documental projects about Belarus,
Alaksiej starts his independent search
for conscious links with the reality
that surrounds him. In one of the
comments to Y Minsk he explains:
«Presenting the country through the
optics of such clichés as dictatorship,
the Soviet past and the country’s
isolation creates a picture with which
| find it difficult to identify myself. |
observe my surroundings and my city
as being recently changed [..] New
buildings started to sprout replacing
the old landscape, the capital’s

cultural lifeis no longer at a complete
stand still, the city began to get
filled in with motion. With all these
external changes in my protagonist
excluded from the situation created
by the system of stereotypes | feel a
hidden, subtle sense of anguish and
anxiety, a lack of clear guidelines for
the future».

Such epithets as «subjective» and
«bold» can be definitely used to de-
scribe the methods of both the series
made by Alaksiej Naumcyk. In Young
Minsk technical negligence is brought
to the extreme, transmitting the gen-
eral tone of a nihilistic and lost mood,
even painful emptiness in the young
people who surround the photogra-
pher. It seems that the young genera-
tion of Minsk dwellers — Young Minsk
random characters — find themselves
in constant chaotic convulsive move-
ments. They smoke, dance, hang out,
getinto fights, fall down and, laughing,
try to get back on their feet: in a hurry
to live they ignore the search for the
answers to the main questions, they
forget about the necessity to act con-
sciously. Or maybe the question «what
for?» must not necessarily be con-
nected with the issue of «the youthy,
must it? And the photographer’s ob-
servation to a greater extent can be
described as pseudo-empathic than as
a genuine desire to truly understand
(accept?) the new generation, which
replaced his own«generation X»?

BELARUSTAN TOOK

Alaksiej Naumcyk's project Y Minsk
(Young Minsk) in the format of its
first presentation to the Minsk public
was displayed in three horizontal
series placed one above another
which  successively reveal three
conceptual blocks. The photographer
conditionally named them as «LOOKb»,
«The Youth» and «The City». If one
can guess the contents of the second
and third groups simply judging from
their names, then the «LOOK» section
deserves a more attentive study.

The slang word «look» itself has
recently entered the discourse of the
contemporary youth, in a broad sense
meaning a person’s appearance, his or
her image: a collective combination
of clothes, shoes, accessories and
hairstyle. According to one of the
descriptions provided at the thematic
youth website, «look» is defined as «a

non-standard image, which is created
in order to make you stand out from
the dull masses of other people and
express your individuality... all the
looks are downloaded on the Internet
particular sites for other people to
assess them, leave their comments and
probably give a reasonable piece of
advice on how to combine some look’s
attributes». It should be mentioned
that in that case amateur resources
on fashion and style are meant: it is
ordinary young girls and boys who
deal with discussing and promoting
their «looks», the young people you
can encounter on public transport, in
shop queues, in cafes or cinema halls.
The increased concern about their
appearance has long been mentioned
by contemporary psychologists as
one of the key features of the young
generation and «look» — seen in this
respect as a trend— is just one more
of its visible manifestations. Alaksiej
Naumcyk treats the «looks» of the
Belarusian youth with a considerable
irony. In his eponymous part of
the project he puts together the
photographs of random guys he has
met at parties and smoking spots, at
the entrance to discos and clubs.

Formally sticking to
Internet standards of
the classical «look», the
photographer creates a
small catalogue of the
appearances typical of
his surrounding, which,
in their turn, provides
the viewer with one
more clue to understand
the values of the
Belarusian«generation Y».

The appearance of the youth
presented in the snaps is really
distinctive for its eclectics: a mixture
of styles and trends, deliberate
carelessness combined with the
symbolismofspeakingdetails.Here «old
school»leather purses characteristic
of the 1990s traderscoexist with a
tattoo with the American cartoon
character Bart Simpson, while a
leather rocker’s jacket — with a «Nike»
logo T-shirt. On the one hand, as
Alaksiej admits in his interview to
the German resource DW, doubting
the stereotypes about the isolation
of Belarus from the European culture
such «looks» might have been found
in any other European country the
photographer has happened to visit.
But, on the other hand, they certainly




highlight a specific transitional stage
of the Belarusianyouth identity.
When analyzing Naumcyk’s project,
the young philosopher Marharyta
Roliba notes, for example, that
in his photographs«we can see
Europeanizedyoung  people, the
domination of the surface andprimitive
meansof self-orientation, combined
with theircomplete disorientation».

It also seems interesting to
compare this part of Alaksiej's
project with the acclaimed series
of the young Russian photographer
Anastasia Bogomolova «LOOKBOOK»,
presented at the exhibition of young
Russian photography We-ll-timed in
October 2014 in Minsk art-space CECH.
Anastasia’s «looks», in fact, are the
girl's self-portraits who tries on her
mother’s actual clothes and makeup.
Through a much closer look, they
can be interpreted as an attempt of
gaining self-identity: searching for
the origins, for roots, for adulthood, in
this case by means of visual channels,
trying to establish links between
generations. And if the public therapy
of Bogomolova's turns out to be an
excellently performed exercise, the
gestalt of the Belarusian photographer
remains incomplete. Often drunk
and blurred these «looks» found in
smoky corners capture incompatible
fragments of the disoriented "self"
of the Belarusian youth. Already
deprived of nostalgia about the Soviet
past, at the same time, internally, they
still fail to be completely identified as
European.

CITY "FOR"NOORE

The final part of Alaksiej Naumcyk's
series  portraits another direct
participant of the polylogue on the
topic of identity. This is a portrait of
the city, which presents a background
for the active life of the capital’s young
people to evolve — a place that not
only responds to their actions, but, in
its own turn, also determines them. In
the Young Minsk the city is an obvious
symbol of globalization, which is
gradually penetrating Belarus. Today
we become unwilling witnesses of
the development of the capital’s
downtown, concrete and glass
skyscrapers, shopping malls, giant
hotels, the functionality of which is
put in doubts are being erected. This
kind of architecture is characterized
by a clear visual reference to a typical
European and American metropolis —
the city really gets globalized, but does

the speed of these transformations
match the pace of internal changes in
its residents’ minds? The comparison
of «The City» part crowded with
empty urban landscapes with the
parts under the names of «<LOOK» and
«The Youth» provides the viewers with
a clear answer.Putting these parts
aside triggers in us an uncomfortable
feeling of fault, or disharmony. A
festively dressed couple posing in
front of an iron fence with a poster of
the radiant night lights of an American
metropolis does not look festive at
all, but rather lonely and lost. As if cut
out by some photo editor from one
reality, these young people seem to be
relocated into a different world, which
seems strange and unfamiliar to them,
with which they still have not learned
to interact.

This is how Alaksiej Naumcyk
comments on the transformations
in the city’s look that have recently
impressed him: «I remember that
when | saw a hypermarket with the
world ,All” written in huge red letters,
| felt that it was not Minsk any more,
it was a completely different territory
which for me was more associated
with a Polish ,Auchan”. Hypermarkets,
desolate parking lots, enormous
spaces in the city outskirts — Minsk
did not use to have it before, they
did appear here because of the
globalization. And this globalization
possesses some other sort of energy
of its own» (From the interview to the
German DW, January 2015).

The energy of the city is very
expressively transmitted by the
photographer in the third part of
Young Minsk. In contrast with fussy,
blurred photos of the youth these
neat «correct» compositions of the
urban void look self-confident and

monolithic. The city points at its
superiority: it is obviously not going
to adjust to its people, suppressing
them here or there with its geometric
scales and frightening density of
voids. The philosopher Marharyta
Rouba calls this emptiness «hygienic»,
she also remarks that the silence of
the city in Naumcyk's works is not a
«return to tranquility... These final
photographs are most likely to contain
the maximum of anxiety, | would
rather say, a hygienic horror, a surface
cleaned with a solution of alcohol. All
has been destroyed and painted over,
and people seem to have been carried
away by the wind... ».

A detailed analysis of the topics
raised in Alaksiej Naumc¢yk’s projects
gives Belarusian critics and the
public very serious grounds not
only to continue the conversation
about the presence of the trend of
«young Belarusian photography»,
but also obviously about its further
development. Making use of the
visual language relevant in the global
photographic community, carefully
selecting the techniques adequate for
the concept of the projects he plans
to implement, the photographer deals
with the issues of young people’s
identity which are seen as extremely
topical for our society now, as well as
raising the themes of the sphere of
their values, problems and difficulties
of adaptation to the constantly
changing urban environment.

As the project Young
Minsk demonstrates,
nowadays the Belarusian
«generation Y» finds itself
in a disoriented state, in
hesitation.

Their «LOOKBOOK»
is only being formed —
through a combination

of attributes and styles,
through a nostalgia for the
Sovietthatthey already feel
as something unfamiliar
and through not yet fully
perceived «Europeanists»,
the photographer reflects
their attempts to construct
something that could
be felt as completely
belonging to themselves.
Something genuinely
Belarusians.



Y Y Meucx (MeHck Maraxm)
siejl Navundyill(Alexey Naumchik). [REEREISNELTRTRIEEEIY
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Bonbra by6iu

AJIECYH >KbITKEBIY:

MNEPAALOJIbBAIOUYbLI Y CABE «TyT3NLLIbIX>»

HA namATalo yxo, 3b AKomn
MeHaBiTa 3KCMNa3sblLUblAN i Y AKIM My33i
SDyponbl A ynepLublHIO CyTbIKHYynacs
3 CyYacHbIM MacTauTBaM, y3ragsato
TONbKi afuyaHylo XxanogHacbLb
Hepa3yMeHbHA 11 HemnpabiyHyio
CTIPbliIbHACbLb MeKay Nami>k MHOM
i ab'ekTami. 3pasymena, 3 NpblYbIHbI
Maliro BisyanbHara gocbeeay
CnaupbIPiKi caupblANbHA-KYNbTYPHbIX
KaHTIKCTay HA yCe 3HAUY3HbHI 1
C3HCbI CYBITBANICA MHOIO LiasikaM,

HA yce TSPMiHbI ¥ anicaHbHAX Ha
3aMerKHal MOBe 371yyanica Y CTPOVHYIo
in3t0. 3aToe AKia * 6blni SMoLbli

1 iHT3NeKTyanbHae 3axanfieHbHe
nasbHei: pa3rnagaoubl ab'ekTbl 3
pa3pa3aHbiX WbIHAY i NaNOTHbI 3b
6ACKOHLbIMI BbiCMaMmi, NagobHbIMI Aa
Bauali nAnek, A raasiHami 6nykana na
to6ineliHan BbicTaBe Kapana Pama y
TypblHe, a 6paluypbl 3 sKcniKaLblAn
[a dKCnaHaTay asiAaukKix nasinbéHay
Maén nepLuaii ybauaHaw y>KblByio
BaHaubIAHCKal GieHane ckpynynésHa
AHAMI HaNpanéT BbIByYanica YKo
noma. Ane mecuia TBopay 6enapycKix
MacTaKoy y noni cyyacHara MacTauTsa
npauAreana 3actaBaula Ansa MaHe
3aragkam.

MawTabHblA BbICTaBbl akTyasibHara
6enapyckara apTa y MNanaubl
MacTauTBay, Kyabl Mbl, CTYAHTbI
IHCTbITYTa 3aMeXKHbIX MOBaY, 3
NpblYbliHbI rearpadiyHai bniskacbLi
YHIB3PCbIT3TY 11 HaTypasibHam
ANA Hallara y3pocTy UikayHacbLi
HaBegBasnica ¥ «HynABbIX» faBONi
yacTa, BbIKNiKani WTO 3ayrogHa, ane
He iHTaNeKTyanbHae 3axanyieHbHe.
Kani npaupl 3axogHesypanemnckix
MacTaKoy HA3bMeHHa acaublABanica
3 rafiaBasiomkanm, AKylo CTpaLlHa
Xauenacs pasrafab, kab noTbim
HaLleLblLLa TOHKACbLIO 3bBA3KaY,

la To# Gox UpPHENHNY acaxome. 20I4
Beyond the Pleasure Principle. 20I4

lAlesia Zytkievid.

YHiKanbHan npacTtaTon Li, HaagBapor,
CKJNaflaHacbLlo Aacbneayan antosii, To
6enapycki cyyacHbl apT amanb 3aycéabl
BbIKNiKay 3bA3iyneHbHe, a Yacta —
HaBaT cnayyBaHbHe. Tak, Bblpa3Ha
namaATao, AK HanpbikaHubl 1990-x — Ha
nayatky 2000-x 3 BbICTaBbl Ha BbICTaBYy
BaHApaBari XblBaniCHbIA NpaLibl
3bmiuepa BiwHésa «MaplLu neBan» i
«lMax mapbixyaHbi». [yCTa 3aceneHbis
daHTacMarapblUYHbIMi lane3HbIMi
iCTOTaMi — TPbIBOXHbIMI Fibpblaami
npycakoy, — amarb ifoHTbIYHbIA,
pa3bMeLlyaHblA agHa nobauy 3 gpyrow,
KapuiHbl, TbIM HA MEHLL, Hacini 3ycim
pO3HbIA Ha3Bbl 11 pacnaBagani,
XYTuU3ii, Npa «ayTapcKif NaKkyTbi»,
a HA «ayTapcKylo nasbiybiio» [1],
nasHavaloybl TakiM YblHaM Ana MAHe
acabicta aacyTHaCbLb pa3yMeHbHsA
«CyyacHacbLji» N KpbITblYHara
acaHcaBaHbHA, aHanisy benapyckara
KaHTIKCTY.

AlHaK 3a anoluHAe a3ecAuiroasbase
iHTaneKTyanbHaA atMacdapa Ha
BbICTaBax CyyacHara MactauTBa, y
npbiBaTHacbL, y fanepai «¥», navana
yCé y 6onbluall CTyneHi HaraaBaLb
afuyBaHbHI af aHaNAriYHbIX MaCTaLKiX
nnAuoBak 3axofHAN DYponbil.

CEHbHA Wapar KpbiTbiKay af3Havyae
aKTbIBi3aUblto akTyanbHara 6enapyckara
MacTaLKara nons, 3bAyneHbHe HOBbIX
diryp, ubls 43eHacbLb fa3Banse
KaHCTaTaBaLb CTaHOYYblA 3pyXi Y
rMbiGiHi aHani3y payvaicHacbLi 11 3
anTbiMi3MaMm Kasalb Npa 3bMeHy
pa3yMeHbHA MNaHATKY «Cy4yacHae
6enapyckae macTalTBa».

Ak ag3Havae dinézad
Bonbra Wnapara, «nakaneHbHe
ABaLjLaLiragoBblix benapyckKix
MaCTakoy, 34aeLlLla, raBopbiLb
Ha YO TPOXi iHWan MoBe

N BblKapblCTOYBae iHLUbIA
Bi3yasnibHblA 1 CbIMOaniuHbIA
TaKTbIKi. benapycb y

IXHbBIX IHT3PMNP3TaLbIAX
nepaTtBapaeLua y 6onbL
CKagaHyto naniTelYHY1o,
CalblANbHYO, SKaHaMIYHYO
naycan3éHHyo pPaasibHacbLb,
AKasA Mae naTpa0y Y
CKPYMYNE3HbIM AacbeaasaHbHi,
HaKipaBaHbIM Ha CTBaP3HbHE
YaroCbLji HaKLWTaAT “KPbITblYHAN
aHTanérii Hac camix” Miwana
Oyko» [2].

ApHon 3 ayTapak, AKia npauytoub
Haj CTBap3HbHEM r3TbIX MaT3pbianay
LA Marubiman 6ynyydan 6enapyckan
«KpbITblYHaW aHTanérii», 3baynaeyua
Managas MeHcKana mactavyka Aneca
KbITKeBiy, Yble TBOPbI ANOLWHIM
Yyacam parynapHa BblCTaynaouLua
Ha CTaniyHbIX NAALOYKaX Y Mexax
3KCnasbllblAYy po3Hara KLWTanTy:
«Becoming an Artist. CraHayneHbHe
y yaTblpox rictopbiax» i «KREPLIKA»
(kypaTap Hatans lapauas, lanepas «¥»,
2014/ 2013), «Soram» (apT-npactopa
L3X, 2013), «Manan3ésas» (Manay
MacTayTsay, 2010/ 2011/ 2012),
bacTbIBaNb 3KCM3pbIM3HTaNbHara
macTautBa «[]ax-2011» i iHw. Anecio
3aniyBatoLb fa «benapyckai apT-
reHspaubli Z» — nakaneHbHA Managbix
MacTaKoy, Ublé CTaHayneHbHe
ap6biBaeLUUa y uanepaluHsae
Asecauirofsbfse, pa3ropTBaloybica
AK MpauAr HapaTbIBY Cy4yacHara
Genapyckara macTalTBa, cBoeacabnisas
NAriYHan paakubla Ha «NErKi
napTbi3aHcKi pyx» 1990-x i «TaTanbHbI
Hynb» 2000-x [2; 3].



KamaHTytoubl acabnisacbui
Taro acApoAKy, y AKiM agbbiBanaca
dapmaBaHbHe elHara macraikara
nornagy, BbinyckHiua benapyckan
akapgaMii MacTauTBay ratara rogy
He Bblflyyae CAPOA HAaTXHANbHbIX
dakTapay cBato Byuoby. Anecs
MKbITKeBiY anicBae akagamito,
XapaKTapbI3yloubl fie ABYMa TParnHbIMi
CNOBaMi — «KaHC3PBaTblYHACbLib»
i «knaHaBacbLb». [3Ta Tbif
NpPbIYbIHbI, 3b AKIX Y MacTaLlKi CbBET
yacTa TpannAwLb BbiNafKoOBbIS,
iHT3MeKTyaNnbHa Aa ratara He
nagpbixTaBaHbla nog3i. Mactauka
Takcama afi3Hayae, WITO canpayfHbiA
CYp'é3HbIA 3bMeHbI ¥ KNACbIYHAN
afjykaubli y raniHe macTauTsa y
benapyci marubimMblA TONbKi Npbl yMOBe
«noyHara pa3bypsaHbHsaA» akafamii 1 Ae
HacTynHal KaHU3NTyanbHan agbynosbl
3 «YblCTara apKyLy».

«Y aka0damii ycé kaHcapeamelyHae,
asne, AK Hi 03iyHa, 2ma He
nepawkod3ina acabicma mMHe yeaticoyi
y ch3py cyyacHaza macmaymead. 3apas
y benapyci aHa nakyne yaynse caboro
nycmyio Hiwy, AKas moJsibKi naysiHae
3anayHayya. [TlyHkmam aoniky ona
cs16e s 1ivy 2000-1. 3 23maeza 4yacy mol
Y’KO MOXKAM Ka3ayb npa n3yHae Kona
macmakoy, AKia cmana npayyroyb
y e2amati c¢hapsl Macmaymea. Ane
ycé adHo makix no03el nakyso
senibmi mana. | mamy mel, /11003i
CYyYdCHbIs, HA MOXXaM He ao4yeauyb,
wmo meHasima makis apm-03eaHbHi
3apas 3anampabasatis... Yamy
0714 MAHe 8a)KHAe MeHAsima makoe
macmaymea? 3 enabaneHaza nyHKmy
2/1€0)KAHbHA, Mbl Xbl6eM Y CK/1a0aHbIM
cveeye, ase 071 MAHE 8AXKHA,
wimo A Xbley meHasimay
benapyci, mamy a cmaparocs
p3gnekcasayb Ha moe,
wmo adbeieaeyya y coeeye,
npas npei3amy ceaéli KpaiHel.
CyyacHae macmaymea easiooae
Hawmam 6osbWeIMi CpOOKAMI
Ui cmpamaeiami 0na mazo, kab
3b8APHYUb y8azy Ha basioybis
npabnemoi 2pamao3mea.

J1é3yHei, akybli, napghopmaHcel
U iHWbIA MaxHiKi cyyacHaza
macmaymea eesbMi Xbiea U
Henacp30Ha y3v03eliHiyaroys
Ha 2nedaya U 300/1bHblA
3anyceyiyb xeasio epamaoskaza
P33aHaHcy».

Aneca npbiragsae,
LUTO 3HaYHaW KpblHiLam
iHbapmaupbli, AKasA
KaMmnaHcaBana afCcyTHacbLb
aKTyanbHbIX AblCUbINAiHaY Y
Akagsmii macTauTsay, cTayca

MMa To# Gox NpHHENHOY acaxoxu. 20I4
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Alesia Zytkiewvidc.

HedapmanbHbl ayTapcKi Kypc ieKkubiay
na Cy4yacHbIM MacTauTBe, AKi npayblTay
afHoNYbl ANA YCiX 3aLikayeHbIx
macTak Csapren LLIaboxiH. «Y akadamii
y 2as0yHbIM Kopnyce 3apas iose
pPamoHm, i Mbl AWY3 KOJ1bKi 2a00y
mamy nepaexarni y 6yoeIHaK 6bi10t
wkonbl Ha TpakmapHeiM 3aeoodse,

03e HAMA XXxopcmKau npanyckKHou
cbicmamebl. Tak ampseimManacs, wmo
mam nayay papmasayya n3yHsl
aHO3p2payHOHbI acapooak. [jea zadel
mamy 0a Hac, cmyd3Hmay, npelliwoy
Capeeti lLla6oxiH 3 npanaHosatu
4bImayb aymapcki Kypc 1eKkyslsy

na cy4acHelM macmaymee, AKoaa

Ham mak Hecmaeasna y akaoamii: i

0a céHbHAWHA2A OHA MAm HAMA Hi
3KCN3pbIM3IHMAsIbHAl KAM30pbl, Hi
Kama0pel Cy4ydcHdza macmaymea.
Pacnassadatoybi Ham npa cy4acHae
cycbeemHae macmaymad, npa moe,

3b AKimi hopmami ti cmpamaeziami
npayyroys macmaki Ha 3axaose, y
Am>3apbiysl U iHWbIX KpaiHax, Capeel
Llla6oxiH 3Ha4YHA 3anOyHiy 23mbl
npa6en. MHe 30aeyuya, 22ma HAMxHina
canpayobl MHO2iX, Mbl 3pa3ymeJti, Wimo
mp36a He 6aayya 3Kcn3peIM3HMAsayb
icnpabasays npayasayb y makim
KipyHKY».

Takim ublHam, Kani
Capren LLlaboxiH dakTblyHa
3a6ACbNeyYbly Managblx
MaCTaKoy 3KCMIPbIM3HTaIbHa-
IHCTPYM3HTanbHam 6a3al, To
3bMACTOYHbI KAMMAH3HT AHbI
Ccami Marni Nérka 3HamcbL y
Henacp3AHbIM KaHTaKLe 3b
benapyckam paanbHacbLto.

| canpaygbl, y agpo3bHeHbHe af,
CBaix NanAp3fHikay KaHua 1990-x —
nayaTky 2000-x, Aneca »KbITKeBiY,
raTakcama fiK i iHLWbIA NpagcTayHiKi
«reHapaubli Z», afbIxoa3iub ag
daHTacmaropbify KacbMiyHara
3CKani3my, agAatoybl nepasary
HaynpocT 3BapoTy Aa 6enapyckix «TyT
i uAanep». Y akacbui G3HaMaHaNAriYHbIX
«T3ray» emHbIX npaway MoxHa
Ha3BaLb «arpacito», «cBabopy»,
«NagnapajkKaBaHbHe», «xreHO3PHYIO
ObICKPbIMiHALbIIO®, CIKCi3M», ane y
KOXXHbIM 3 p3ani3aBaHblX MpaeKTay
Anecs HA3bMEeHHa pPacKpbIBae iXHYy10
CYTHacCbLb Ha Npbiknag3e 6/i3kara
&1 CbBeTy TpbIBOray iHAbIBigyanbHanm
wToA3éHHacbkLi. Harnep3aubl
Ha dapManbHae HaByuYaHbHe Ha
KaTagpbl rpadiki, MacTauka yBecb
Yac 3KCN3PbIM3HTYe 3 popMami 1
CTbUTICTbIYHBIMI NPbIEMaMI, agAatoybl
nepasary pbITOPbILbl HA3bMEHHA
aflBaXkHaw i npaBakaLbliHal. Tak, y
¢datarpadisax 3 capbli «Acabictae —
raTa naniTbiyHae» (2013) sHa nagsiub
rYNbHIO 3 BbIKapblCTaHbHEM LU3pary
npblémay — afi M3TaHimii, CiH3Kaaxi y
3aMeHe MOMHIKY JIeHiHy Ha CKynbnTypy
3 kabeTall 3b BACIOM HacynpaLpb
Homy ypagy y MeHcKy aa HynAaBon
Mapdambl 3aKkpbiTar 6enapyckim
CbLAram »aHubiHbl. [TpblEéM CiH3KAAXi
AHa BblKapbIcTOYBae 1y ab'ekue «Pori
agHapora» y mexax npaekty «[lMa
TOW 60K NpbIHLbINY acanoabi»
(2014). A y ab'ekue «MaHyMaHT»
3Nlyyae apbiriHanbHylo MaTapapy
3b 6s3biTacHal G3aMiHiCTbIYHAN
rinap6anai: ceimbanb rpamaj3Kkara
1 nanitblyHara nigspa 3aMeHeHbl
Ha afKpbiTa NpaBaKaLblNHbl 3HaK
MYCKYmiHHaCbLi.

«lpaekm “lMa mot 60k
npeIHYbIny acanoodsl” — 2ama
Mae paseazi Ha m3mMy 2eHO3pHaA-
C3KcyanoHal cghapbl Xbiybys
yanaseka, 0acbie0as8aHbHe
y3aemaoaqbiHeHbHAY
epamadskaaa, cayplsAsbHaaa U
nanimelyHaza 3 iHObI8iIOyanbHbIM.
Kaniy epamadsmee icHye nayHae
adkpsimae cmaysieHoHe 0a
yena, eblwsliwsbIMi cmaHosayya
A20HbIA cCamaioaHmMbigikaywis
U nayyybyé ceaboobi — i
Haadeapom. Jacmamkoea
npsizadays caseykae miHynae
anvbo “1984" 1xopoxa Opyana,
03e 8i0aso4Ha packpeisaeyya
y3aemacyesso Namix
30yw3HbHeM C3KCyanbHacbyi
U y3apacmaHeHeM npbl2Hémy
acobel, AKaAa cmaHosiyya
ab’ekmam KipasaHbHA. Ceabooa
acobbl HA MoXa icHasayb 6e3
na4dyysys cea6oosi ceatizo U
uy)Koea yesna, 6e3 aoyyeaHbHs,




wmo abcasomHae npaead Ha uena

mae moJibKi A20Hbl Y/1a0a/1bHIK, —

613 22maza He ampeoiMigaeyya
cmadHaysieHoHe 4a/108eKa AK
cayplanbHaza cy6'ekmy. Ha xane,

y benapyci, Ak i yea ycix iHweix
nocmcaseykix KpaiHax, 0azamy’ie icHye
CKAXKOHae ycnpbIMaHbHe YanecHacsyi».

Mpaubl Aneci MKbITKeBiY Bblpa3Ha
[3MaHCTPYIoLb afCyTHaCbLb
npbIxinbHacbLi fa agHOW N3yHawn
¢dbopmbl BbisiyieHYara MacTaLTBa:
fAIHa Cbmena 1 3rogHa 3 MacTaukKkam
KaHL3MUblAK 3bBApTaeLLa aa
daTarpadii, ckynbnTypbl, npawye 3
ab’ekTami 1 TKaHiHaMi. «[Tpa3 yce mae
npaekmel npaxo03iyb NiHis npamacmy
cynpaub npel2HEMy yasaseka Ak
aco6el. ’>ma mamy, wmo mel Xxvieem
y acapo03b03i, 03e moe nivybiyya
Hopmau. Ane mHe camoli xo4ayya
nas6asiyya ad 2amaaa, aovyyyp
cs6e ceaboOHbIM Yanasekam. Kani s
KAy, Wwimo MHe Xxo4ayua 3bMsHiyb
cbeem, MHORifl 3 22maeaa cbMAyua.
Asle — mak, MHe xo4ayuya s20
3bMAHIYb, Xouayya, Kab y Hac 6b110
na-iHwamy, ka6 n003i addysani cabe
sa/ibHeliWbIMi, He 6asnica Kasaub
npa moe, wmo ix npbi2HAMae,
wmo im He nadabaeyya. Ysxayckae
“mp36a na kponni ebiyickayb 36 csa6e
paba”, Ha xanb, 3acmaeyya 015 Hac
aKkmyanbHbIM», — KaM3HTye Aneca
MKbITKEBIu.

AHanisytoubl HOBYIO reH3paLblo
6enapyckix mactakoy, Bonbra Lnapara
afi3Hauvae, WTO «iHWas p3abHacbLb, 3b
AKOW Npauye Manafoe naxkaneHbHe. ..
CKnajaeuua 3 wapary anasbiublay: rata
wapar "¢i3biki" (Lankam TpagbiLbIAHbIA
dopmebl npbiMycy) i "MikpadisbIki"
(HAGaUHbIX | pacbceaHblx dopmay
KaHTPOSIO 1 KipaBaHbHA» Ynagpl,

3 apHaro 60Ky, i Habop cTpaTariay
cynpadisy im, 3 gpyrora» [2]. lag3eHbia
anasbllbli MOXHa NErka BbiABiLlb

i y npauax Aneci MKbITKeBiy, AKas
HaynpoCT pa3rnagae rpamagskis
«HapbIBbI», LITO, NMa CyTHACbLii, MO>KHa

la To# Gox UpPHENHNY acaxome. 20I4
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BbI3HAublLb AK LIDHTPaNbHYI0 COHCaBYIO
KanAaiHy TBOpYacbLi MacTauKi.
Hanpbiknag, ¢isbika i1 mikpadisbika
ynagbl 3HaxoA3AUb CbiMbaniyHae
yBacabneHbHe y capbisix «Ma Tom

60K NpbiHUbINY acanopbi» (2014)

i «lgaHTBIPiKaLbIA 3 arp3capam»
(2013). AnowHi npaeKkT ab’agHoyBae
Wwapar ab’ekTay, HaynpPoOCT 3bBA3aHbIX 3
JdMaHCTpaublian arpacii y rpamag3Tsee.
AKpams YHiBapcanbHbIX ab'ekTay,

AKiA packpblBatoLb npabnemy arpacii
Ha rnAadanbHbIM Y3POYHi, MacTauka
TakcaMa 3bMsLLYae Y CIPbIo 3HaKi,

AKiA xapaKTapbI3yoLUb HenacpsgHa
benapycb. Banikae smaubiniHae
y3bA3eaHbHe pobiub LbiTaTa 3b

BEpLUY MaJsieHbKara Xionybika:
«Cmasni 3e8apsl KanA 0368ap3u, y

ix cmpanani, aHel namipani», — p3e
ObICKYPC arpacii TpbIBOXKHA CycefHivae
3b Henacp3AHacbLo 1 FyNbHEN Ba
yCrnpbiMaHbHi CbBeTy A3iuém. [pyri
KaMMaH3HT anasbiubli ynagpl, AKi yaynae
caboto dikcaublto cTpaTariay cynpadisy,
y TBOpuYacbLi Aneci ?KbITKeBiY MOXKHa
npacaubiub y capbli «<CBabopga —

raTa Bbi6ap cymneHbHa» (2014).
Copbis ab’'agHOYBae Wpar CbLAroy

3 HaHeCeHbIMi Ha iX 3HaKaBbIMi

Ana 6enapyckara acApog3basn
BblIBaMi: NIACKaHbHE Y AaNOHi, »K3CT
«Mip», apbiTak TpapapaTy-rpadiui 3
napTpaTam Bsgomara 6eapyckara
3marapa 3a ceabopy Kactycs
KaniHoyckara. 3bMAHAYbI HenacpaaHbI
KaHTIKCT iXHai Np333HTaLbli, MacTauka
pa3am 3 rnegadami padnekcye 3
Harofbl 3bAyfeHbHA HOBbIX Bi3yaslbHbIX

MapKepay canigapHacbLi — npblkMeTay

3apagKoHbHA 1 pa3bBiubLA iHLWaN,
caublfafibHa akTblyHal, CbBAZOMaW i
HeabblsikaBan benapyci.

«Kani 6 y Hac He cmasani makis
NbIMAHbHI, K, HANPLIKAAO,
napywsHbHe npaeoy Yanasekd, Mol 6

3HAX003iNi iHWbIA M3Mbl, — pa3Baxae
Anecsa KbITKeBiy. — HanayHa, maodel 6
Mbl npauyaeani 3 6onvw 2n126anbHbIMI

NeIMAHbHAMI, a 3apa3 HaMm ycé X
maki 0aeo0siyuya nepaadosibeaub

melA npabnemel, AKia écoyb y Hac.
Macmaki — 2ama ak nakmycasas
nanepka, eesibMi a04y8aibHblA
J11003i. IHbl p3azytoys Ha yceé,

wmo adbeisaeyya y 2pamacsmee.
He psazaeayb 661710 6 npocma
6eccapomHa 3 Hawaza 6oky. fl 6a4y
Benapyce yxo He izanseaHnaii
KpaiHaii, MHe xoyayua, ka6 i cami
6enapycel nayani aduysayb, Wmo
AHbI 3bAYNAIOYUA YACMKAU y3aaa,
wmo AHbl Y0 He “mym>twebia”.
Xouauyya, kab mbl nepaadosniesi ceae
cmpaxi G addyni cabe ysnacHau
aodsiHkal coeemy. MHe 30aeyya, maé
nakasneHvbHe 23ma Yo ycoeedamise,
ao Hawblx nansap30HiKay Mol
aopo3bHisaemMcsa moiM, WMo Mbl
Hawmam 601bW c8a600HbIA U wmam
4azo Y»Ko He 6aimcar.

[1] Ao6poBonbckui B. ABTopnTapHas
BNacCTb M COBPEMEHHOE UCKYCCTBO:
6enopycckuii BapuaHT // Xy[oXeCTBEHHbIN
XypHan. 2013. N 89 (http://morebo.ru/
books-all/item/1381170851032).

[2] Wnapara O. 3ByKx MosYaHuA:
6enopycckme XyfoKHNKM B MoncKax
HOBbIX apT-CTPaTErnn N TakTUK //
XynoXkecTBeHHbIN XypHain. 2012. N2 84
(http://permm.ru/menu/xzh/arxiv/84/
schparaga84.html).

[3] ApuimoBiu T. REPLIKA:
6enapyckas apT-reHepaLpla Z
(http://partisanmag.
by/?p=10290).

TEoNiHy BOoLY

€702 °wedeoedde e BFHOeATOHIHEXT H

€102 °10ssaxFFY oU3 UTM uoT3eoTITiuopI [REH






Volha Bubi¢

ALESIA ZYTKIEVIC:

OVERCOMING THE LoCALS

Now | do not remember exactly at
which European museum and within what
exposition | first faced contemporary
art. But | do remember the feeling of the
detached coldness of misunderstanding,
that impenetrable sterility of boundaries
between me and the objects | was
observing. | should confess that at that
time due to my poor visual literacy
and the specificities of socio-cultural
contexts not all the meanings were
completely decoded, neither were all the
terms | encountered in the descriptions
in a foreign language put into one
coherent idea. But what emotions and
intellectual delight did | experience
when the meanings successfully matched
my understanding: for hours | had
been browsing through a Carol Rama’s
anniversary exhibition in Turin, examining
the objects made of cut tires and the
collages of dolls’ eyes. After returning from
my first Venice Biennale | spent days in a
careful examination of the brochures from
the Asian pavilions seen with my own eyes.
Meanwhile the place that the Belarusian
artists’ works cheerfully placed into a
«contemporary art» category has always
remained a mystery to me.

Large-scale exhibitions of
contemporary Belarusian art in the Palace
of Arts, which we, Linguistic University
students, due to its proximity and natural
curiosity characteristic of our age, used
to attend in the 2000s quite often caused
anything but intellectual delight. The
exhibits of European artists were invariably
associated with a puzzle that one badly
desired to solve, and on doing this to enjoy
the subtlety of metaphors, its unique
simplicity or, on the contrary, complexity
of the research allusions. In its turn, the
Belarusian art accompanied by the epithet
«contemporary» almost always evoked
confusion and rather often — sympathy.

I clearly remember, for example, those
Zmicier Visniol’s paintings wandering
from exhibition to exhibition in the late
1990s — early 2000s. Densely populated
with phantasmagoric tasteless creatures
— alarming hybrids of cockroaches —
almost identical paintings were placed
side by side, but nevertheless might
have quite different titles Marching Left
and Marijuana Smell. My brain failed

to recognize them as contemporary,
decoding exclusively «painter’s personal
torments» and not «painter’s viewpoint»
[1] that rather highlighted a significant lack
of understanding of the term itself as well
as the absence of the critical reflection and
analysis of the Belarusian context.

However, in the last ten years
the intellectual environment of the
contemporary art exhibitions, in particular
those held in Gallery ¥ in Minsk, has been
increasingly resembling the emotions
obtained when attending similar art sites
in Europe. Today, a number of critics speak
about the activation of the Belarusian
art environment and the emergence of a
number of new figures whose intellectual
activities allow them to trace a positive
change in the depth of the analysis of the
current situation and the beginning of an
optimistic talk about the changes in the
concept of Belarusian contemporary art.
As the researcher Volha Sparaha (Olga
Shparaga) noted in one of her critical
texts, «the generation of the 20-years-
old Belarusian artists seems to speak a
slightly different language as well as to
use different visual and symbolic tactics.
In their interpretations Belarus gets
transformed into a more complex political,
social, economic and everyday reality,
which requires a meticulous research
aimed at the creation of something like
a Michel Foucault’s «critical ontology of
ourselves». [2].

One of the authors who has been
recently working on the creation of the
works for a possible future Belarusian
«critical ontology» is a young Minsk
artist Alesia Zytkievi¢, whose works are
regularly exhibited within the capital’s art
platforms at the expositions of various
scales (REPLIKA and Becoming an Artist.
Formation in Four Stories at Gallery ¥
(2014, 2013), SORAM at CECH art-space
(2013), Young Art at the Palace of Arts
(2012, 2011, 2010) and at the Festival of
Experimental Art DAH-2011). Alesia can
be named as one of the representatives
of Belarusian art-generation Y, which
stands for the generation of young artists
whose formation occurs within the current
decade evolving as a continuation of the
contemporary Belarusian art narration,

a peculiar logical reaction to the «light
partisan movement» of the 1990s and «a
total zero» of the 2000s [3, 4].

When commenting on the specific
features of the environment that
contributed to her formation, this year’s
Academy of Arts graduate does not
present among the inspiring factors
the process of formal studies at this
educational establishment. Alesia Zytkievi¢
describes the Academy using only two
precise concepts — «conservatism» and
«tribalism». The latter refers to a feature
due to which random people, who are
often intellectually not ready for this,
get involved into the world of art. The
artist also notes that major changes in
the classical art education in Belarus are
possible only on the condition of the
Academy’s «complete destruction» and its
subsequent conceptual reformation.

«Everything is very conservative at
the Academy, but, oddly enough, it did
not prevent me personally from entering
the contemporary art domain. Now in
Belarus it is still seen as an empty niche
which is only beginning to be filled in. |
see the 2000s as a starting point for these
processes. Since that time we can already
speak about a definite range of artists who
work in this artistic field. But still, these
people are very few. And that is why we, as
contemporary human beings, cannot but
feel that there are exactly these actions
which are demanded.

Why is this type of art important for
me? We live in the complicated world, |
mean in Belarus, and that is why | do my
best to reflect on what is happening in
the world and in this country, in particular.
Contemporary art possesses many
more means and strategies of drawing
people’s attention to the sore spots of our
society. Art makes use of slogans, actions,
performances and other contemporary
techniques which in a very lively way
produce an immediate impact on the
viewer and are able to raise a wave of
public response».

Alesia recalls that one of the significant
sources of information which managed to
compensate the absence of topical courses



and disciplines at the Art Academy was the
artist Sergey Shabohin, who delivered his
own course of lectures to everyone willing
to attend it.

«The main building of the Academy is
under reconstruction now, and we moved
into an abandoned school near the tractor
factory. Formally, it is easy to access it, and
it happened so that a certain underground
environment began to develop there.
About two years ago Sergey Shabohin
came to us with a proposal to give us a
course of lectures on contemporary art,
which the Academy lack so much where
so far there has been neither Experimental
Department, nor the Department of
Contemporary Art. With his lectures
Sergey just made up for their lack, he told
us about the world contemporary art,
about various forms and strategies artists
work with in the west, in America and
other countries. | think it really inspired
many of us and we realized that we should
not be afraid to experiment and try to
work in this area».

And if Sergey Shabohin, in fact,
provided the young artists with the
experimental and instrumental base,
they could easily find their own contents
components in a direct contact with the
Belarusian reality. And indeed, in contrast
to their predecessors of the late 1990s -
early 2000s, Alesia Zytkievi¢, as well as
other representatives of the «generation
zero» move away from the phantasmagoria
of space escapism, preferring to handle
directly the Belarusian «here and now».

As phenomenological «tags» of her work
one can name «aggression», «freedomy,
«submissiony, «xgender discrimination» and
«sexism», but in each of the implemented
projects Alesia always reveals their
essence at the example of the world of her
individual daily anxieties.

Despite being formally taught at
the Department of Graphics, the artist
keeps on experimenting with forms
and stylistic devices, demonstrating
permanence in showing her
very brave and provocative
rhetoric. The photographs from
the series Personal is Political
(2013) contain controversial visual
codes, starting a game by means
of a number of stylistic methods:
from the metonymy traced in the
replacement of a Lenin statue with
a statue with a woman holding a
paddle in front of the Government
House in Minsk to the zero
metaphor present in the picture
with a woman covered by the
Belarusian national flag. The device
of synecdoche can be discerned
in an object with the unicorn’s
horn in the project Beyond the
Pleasure Principle (2014), whereas
the combination of the original
metaphor with the ruthless
feminist hyperbole — in the
object The Monument, where the
symbol of a public political leader
is replaced with a bare masculinity
symbol.

«The project Beyond the
Pleasure Principle reveals my
reflections on people’s gender
and sexual sphere, a research on

the relations between the public, the
social and the political with the sphere of
the exclusively personal. If people have
an adequate relation to their body, the
bigger importance is given to their self-
identification and the feeling of freedom.
It is enough to recall the Soviet past or
George Orwell’s «1984» where there is an
obvious link between the suppression of
sexuality and a resulting rise of oppression
of the individual and his/her domination.
Individual freedom cannot exist without
the feeling of freedom towards one’s own
body and that of another person, without
the feeling of the absolute right on one'’s
body which only the person to whom

it belongs has. Without this right there
would be no formation of the human as a
social subject. Unfortunately, in Belarus,
just like in other post-soviet countries,
there is still a wrong, distorted perception
of physicality».

Alesia Zytkievi¢ works also clearly
demonstrate the absence of her adherence
to one of the artistic genres: she makes a
courageous use of photography, sculpture,
objects and tissues making them correctly
express her artistic concept. «Through all
my projects there can be drawn a line of
the topic of protest against the oppression
of the human personality. It happens
because we all live in the environment
where it is considered to be a norm. But
as far as | am concerned, | would like to
get rid of these constraints and to become
a free person. When | say that | want to
change the world, many people start
laughing at me. But | truly want to doit. |
want to live in a different environment, to
see people who feel freedom and who are
not afraid of talking about something that
oppresses them, something they do not
like. <\We need to drop by drop, squeeze
the slave's blood out of ourselves,» — do
you remember what Chekhov say?» —
Alesia Zytkievi¢ comments.

When analyzing the new generation
of the Belarusian artists, the critic Volha
Sparaha describes it as embracing a

CpaGoma — BHGap cyuieHbHZ. 20I4
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number of oppositions: a «physical»
component represented by rather
traditional forms of oppression and a
«microphysical» component of power —
«dispersed invisible forms of control and
management», on the one hand, and «a set
of resistance strategies — on the other».
These oppositions can be easily traced

in Alesia Zytkievi¢'s works, who directly
observes social «traumas», which generally
can be defined as the central semantic
direction of her creative life.

For instance, the physics and
microphysics of power find their symbolic
embodiment in the series Beyond the
Pleasure Principle (2014) and Identification
with the Aggressor (2013). The latter brings
together a number of objects directly
related to the demonstration of aggression
in the society. Apart from the unique
objects that point at the problem of
aggression at the global level, the artist
also places in her project some markers
that directly characterize Belarus. A little
boy’s quotation given to accompany one
of the objects produces a great emotional
impact. It says: <here are the animals
standing at the door, they are shot at
and so they fall down and die». Thus the
discourse of aggression is disturbingly put
aside with the spontaneity and play in the
child’s perception of the world.

The second component of the
opposition to power, representing the
fixation of resistance strategies in Alesia
Zytkievi¢'s works can be traced in the
series Freedom is a Choice of Conscience
(2014). It combines a number of flags with
the images significant for the Belarusian
environment. Among them there are, for
example, clapping hands, a gesture of
peace, a print with a stencil portrait of
Kastu$ Kalinotlski's — a freedom fighter
famous in the history of Belarus. Changing
their immediate context of presentation,
the artist together with the audience
reflects on the emergence of new visual
markers of solidarity, which highlight the
birth and development of another, socially

active, thinking and caring Belarus.

«If there were no such issues,
as for example, violation of human
rights, we would find other topics,
— Alesia Zytkievi¢ assumes, — then
we would be handling more global
problems, and now we do have to
overcome those problems which we
are topical for us here. Artists are
like a litmus test, they are extremely
sensitive people. They produce a
very deep response to everything
that occurs in the society. Remaining
indifferent would be just shameless
on our part. The point is that | no
longer see Belarus as an isolated
country. | would like the Belarusians
themselves to start feeling they are
a part of the whole, that they are not
«the locals» any more, | want them
to overcome their fear and feel that
they are a holistic unit of the world.
It seems to me that our generation
already realizes this fact and we
do differ from our predecessors by
being more free and fearless of many
things».
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[EPAEMHACbHLb

Y BEJIAPYCKAU OATAIPADII

Bonvaa by6iy

Y 0ao3eHbl MOMaHm s — HynAgsl y3poseHsb benapyckati
i03HMBbIYHACBY.

AnsakcaHoap Beneosimosiy, 6enapycki pamozpadp,
ao03iH 36 hinanicmay npaekmy «BY NOW»

CraH 6enapyckal datarpadii CEHbHA — afHa 3 TbIX
TaMay, AKiA Hanbosbll akTblyHa abmApkoyBatoLLa ¥
KYnbTypHbIM acapoa3ba3i benapyci. Npa HeabxogHacbLb
BbIBYYIHbHA Pa3bBilbLiA 1 aKTyaNbHbIX TOHAIHLbIAY
daTarpadii HeagHapa3oBa abBsAwWwYanaca nagyac ny6niyHbIX
abmepKkaBaHbHAY (HanpbIKnag, Ha KPYrbiM cTane
«PakaHcTpytotoubl dpaTarpadiuHyto rictopsbiio: ag “MeHcKal
wkonbl” ga nakaneHbHA “By Now"»), raTae nbiTaHbHe
parynapHa naycTae y apTbikynax, anbbomax i KHirax. BaxHbim
AnA 6enapyckan KpblTblYHal CynosnbHacbLi cTayca Bbixag
anbbomy «HoBasi xBans. benapyckan ¢atarpadia 1990-x»

y «Kanekubli nAPTbI3aHa» 11 360pHiKy apTbikynay «TBopyas
datarpadin y benapyci. locbBeq ranepai BizyanbHbIx
macTauTay NOVA i1 6enapyckara daTarpadiyHara B36-
anbmaHaxy PHOTOSCOPE.BY. 1996-2013».

BbiByusHbHe daTarpadii i BbiayneHbHe TIHAHUbIAY
nepaemHacbLi LecHa 3bBA3aHblA 3 6antoyal AnA HaC Tamal
KynbTypHara camaBbi3HausHbHA. PaTarpadia, acHOYHbIMI
bYHKLbIAMI AKOW CAPOA iHWbIX 3bAynAloLLa paricTpaubls
p3anbHacbLi 1 3K3bICTIHLbIMHbI MOWYK ayTapa-paTorpada,
Jae Y raTbiM acnakue Aacbsiefublkam Hanbarauenibl
MaT3pblAa ANnA aHanisy. iHa Banogae Beni3apHbIM
naTaHUbIANAM Yy 3HaXO4KaHbHi afKa3ay Ha MbiTaHbHI Npa
TpaablLbli Bi3yanbHbIX Aacb/ieAaBaHbHAY, Npa TaMbl, AKiA
A3ecauirof3basami 3actalolua y ab'ekToiBax ¢otakamapay,
npa Toe, AKiA PbiCbl KaneKTblyHara nagcbBagomara MoryLb
CKnagalb acHoBY benapyckara xapaktapy. Acabnisyio
LiKaBacbLb Y 3bBA3KY 3 r3TbIMi MbITaHbHAMI YAYynAe npaekT
«BY NOW» — BbIHiK ambiubliiHara KOHKypcy, NpaBeA3eHara
y 2013 roa3e HAMeLKiMi KypaTapami MaTbiacam Xappaspam
i FaHcam Minepam. benapycki datorpad AHapaN

JIaHKeBiY, apT-M3H3K3p NPAEKTY, Ha3blBae aCHOYHalo
maTato «BY NOW» cTBapaHbHe «npocTara npaekTy npa
cyyvacHyto 6enapyckyto datarpadito», AKi np3TaHAaBaY
6bl Ha dikcaLbllo NpamexKaBara «3p33y» anbbo «masaiki»
ycaro Taro, wWto afg6biBaeyua y rata cGapbl anoLuHin

A3ecAub ragoy.

3HauHacbLb «BY NOW» 3bBA3aHas, nepu 3a ycé,
3 TbIM, LUTO MeHaBiTa ratbla 16 abpaHbix KypaTapami
Bi3yasibHbIX BblKa3BaHbHAY CEHbHA 11y GnixanwbiA
ragbl 6yayub dapmasaLpb yayneHbHe sypanenua
npa benapycb. Any6nikaBaHbl Na BbIHiKax KOHKYpPCY
afgHaliMeHHbl anbboM MOXHa cBabogHa HabbiLb
y Jypone, a BbiCTaBa nNpauay ya3enbHikay y
KacTpbluHiky 2014 rogy agkpbinaca y cbLeHax
63pniHckal ranepai «ifa-Gallery Berlin», a y niotbim
HacTynHara rogy 6biia np333HTaBaHan Y «ifa-
Gallery Stuttgart».

«BY NOW» y ubimcbLUi cTayca cbimbanem Mmanagom
6enapyckai patarpadii, TbiM, LITO 3aapbinacs 3
MapKeTblHraBara nyHKTY rnef»aHbHA cBoevyacoBa 1y
naTpa6HbIM Mecubl.

Cama HasBa XiTpal aHrenbcka LIMaT3HauYHacbLo
ambiubliHa HamAKae Ha HeabxofHacCblLb acdHCaBaHbHA
ycAaro, wTo apb6blIocA Y HawbiM BisyanbHbIM Mo «Aa
usnepawHara MOMaHTY», ajHayacoBa MpanaHoyBawubl
HeliKi HOBbl aKTyaNlbHbl MNOrNAA Ha KpaiHy 3 rearpadiuHbim
CKapausHbHeMm «BY». He BbinagkoBbiM Cynag3eHbHeEM
3aaeuua Ton GaKT, LUTo poyHa ABauLaLb ragoy Tamy, Takcama
Y KacTpbluHiKy, TonbKi 1994 roay, «ifa-Gallery Berlin» yxo
BbICTYNana y AkacbLUi NAALOYKI, Ha AKON WbIpoKal ny6iubl
np333HTaBaycs Bi3yanbHbl 3p33 6Genapyckan pa3anbHacbLii.
BoictaBa «Fotografie aus Minsk» cabpana npaubl Managbix
y Tbifl Yacbl paTorpaday, MHOria 3b AKiIX 3HaxoA3ini cTbimyn
Ja TBopyacbli Y cTyabli Banepbia Jlabko, nereHpgapHan
acobbl, wWTo 3pabina BaAniki yHEcak y dapmaBaHbHe W
pa3bBiubLé Genapyckai datarpadii y 1980-1990-a. Kani
raptaew anb6om «Fotografie aus Minsk» 3 npauami reposy
3yCiM iHWara nakaneHbHs, 3aKkaHaMepHa y3bHikae XaJaHbHe
3HOY y3bHAUb T3MY NepaemHacbLi y 6enapyckan patarpadii,
nacrnpabasalb MapayHalb Ha Npbikiaj3e MaTapbianay gByX
doTaanbbomay nbiTaHbHI, AKIMI 3agaBanica aytapbl ¥ 1994 i
20714 rapgax, a Takcama afikasbl, AKia AHbl cBaimi paTtarpadiami
dapmynsBani.

Ui moxam Mbl npacaybilb HENKyl 3akaHaMepHYIo
nepaemHacblb y Oenapyckah  dartarpadii  anowHix
ZABauuaui ragoy? Anb6o 11 y Bi3yanbHal nnockacbli Mbl

Takcama acyfXaHbla Ha «abHyneHbHe» N BeYHbl KOMIMJIEeKC
BbIHAaXOAHiKay poBapay?

B 5E3 ACOBb

Y wWbIpOKiM C3HCE fa »KaHpy MapTpaTy Y XbiBarice,
datarpadii n nitapaTypbl 3aniyBaloub ManoHakK anbbo
anicaHbHe mMacTauUKiMi cpoakaMi Yanaseka Ui rpynbl nogsen,
AKiA icHyloub Ui icHaBani y p3yvaicHacbui. KynbTyponari
afi3Havaloub, WTO Yy MacTauTBe NapTpaT yaynae cabow HA
TONbKi MpairpaBaHbHe BOHKaBbix acabniBacbuay iHAbIBIAA,
ane 1 BblAYNeHbHE ArOHbIX YHiKaNbHbIX CKNagHikay —
pacKpbiubLEé acobbl YBa YCEM MmayHaue elHara yHyTpaHara
cbBeTy. [lapayHoyBatoubl BbifiBbl ftof3et y anbbomax
«Fotografie aus Minsk» (1994) i «<BY NOW» (2013), Mbl 3HaxoAa3im
y iX LiKaByto TOHAHUbIIO.

Ha ycix 3gbimkax 3 anbbomy 1994 rogy npbicyTHivamoLb
noA3i, afHak amanb Ha HiBOAHaW BbiAABE rnefjayvy He faeuua
MarybiMacblb Uankam pasrfiegseub MapTpaTaBaHara. Y
copbiax lrapa CayuaHki, Caprea KaxkamsakiHa n Ynapsimepa
MapdaHKa Mbl 6aubiM TOMbKi YacTKi uyanaseubix ¢irypay,
3adikcaBaHbla ¥ HA3BbIKNbIX pakypcax i / anbbo 3
SKCTP3ManbHbIM  KagpaBaHbHeM. Y npauax [aniHbl
Mackanégait i Ynapsimepa Llaxnesiua Tama napTpaTy
paanisyeuua npbl Aanamo3e TbhipaXkaBaHbHA BblABbI, fA3e
Cyu3/bHaA iA3HTbIYHACBLUb M3pCaHa)a yaynseyua Hiobl
cabpaHali 3 ¢parmaHTay Ui naytopay Kagpy. Akpams
Taro, ¢i3blyHaA HemarubiMacblb yb6aubilb TBap YanaBeka
abbirpoiBaeyya (Hanpoiknag, Ynaasimepam [MapdsHkom)
npa3 Bob6pa3 MmackKi: Ha 3AabimKax capbli «Persona Non
Grata» afi3iH 3 repoAy ubiTae ra3aTty «CoBeTcKasa KynbTypa»,
3aKpblBaloybl TBap cyrnpaubrasam, y TOl 4yac AK arosieHas
napa nasye 3 rajaoBaMi, 3aropHyTbIMi Yy TKaHiHY, LbITYOubl
BAAOMbI ClOPP3anicTbluHbl CloXK3T PaH3> Marpbita. Anbbom
6enapyckix datorpaday «HynaBbix» npauAarsae TpagbiLblio
agbixofy aj «KnAcblYHara» napTpaTaBaHbHA. (DakTbluHa
iI3HTbIYHBbIA 3AbIMKaM 3 anbbomy «Fotografie aus Minsk»
KaZpbl 3 3KCTP3ManbHbIM KajpaBaHbHEM Mbl 3HaXOA3iM Yy
npaektax Bonbri CacHoyckain, Anakcea HaBymubika 1
Caprea l'yasinina.




MapTpaT y AroHbIM TpagbiLubIiHBIM C3HCE [A3MaHCTpye
TSHASHUbBIIO 3acTaBalua ¥ Mexax KamapubliHara dapmary.
Y anbbome «Fotografie aus Minsk» raTylo Hiwy 3aimae
capbia Caprea KaxamsakiHa «[3iusubl anbb6om», y «BY
NOW» — 3pbimki lyreHa KaHannésa-Jlemgsika «Qata-
MapraHa». KamaHTytoubl i3t0 C3pbli, ¥ iHTIPBilO AnNA canty
ZNATA KaxamakiH pacnaesgae: «®DaTorpad-pamecbHik
3abiMae  AsAuen i cTBapae aHTypax. Heinkaa psiyHan
yHidopMma, AKasa, naBoasie AroHbIX yayneHbHAY, NaBiHHa ObILb
npbiBabHam Ana KnieHTa. TyT HamALaHa BefibMi LIMaT Yaro —
danbKnép, acTpaga, 31eM3HTbl BaliCKoBail ¢opMbl, CaBeLKas
ambnematbika. Ma cyTHacbui, TYT BbiAynAwLLa KynbTypHbI
6arax patorpada, AroHbl ryct, CTapaaTbinbl, yaAyneHbHe npa
NpbIra)koCbLib i WWMAT Yaro AwY>s. | Ha rnegayoy TpaHcbaeyUa
yBeCb r3Thbl Kiy. |HWbI NAacT — Kani rAg3iw Ha yce npaubl
pasam, Ha “O3iuaubl anbbom”. Ecbub 3ycim maneHbkisa asewi,
écblub CTapanwbla, €cbUub i Aapocnbld Asecbui nobau. |
pasymeell, AK YanaBeka yoyaoyBaloLb y rpaMmaasTBan.

Y Takim »Ka KiyaBbIM K/OYbl, agbirpaHbiM MaBogse
3aKOHay yAaYyneHbHA Mpa «CMayHacblb», COKCYyasibHaCbLb
i npbiBabHacbLb ANA MacaBara rnefava, BbiGyaaBaHbIA
napTpaTol Tpblé «Tonnec», AKiA afKpbliBaloub anbbom
«BY NOW». HaArnegsaubl Ha BigaBOYHbIA afpO3bHEHbHiI
y nag6opbl reposy, datorpad fAyreH Kanannéy-flenpgsik
npauAreae TpaAbilubllo Maka3Baub rnefadyy 6e3abniyHbiA
NAOCKiA KapuiHKi. |03anbHblA ¥ TIXHIYHbIM BblKaHaHbHI, AHbI
He Aalub HiBOAHara HaMéKy Ha canpayfHbl XapakTap —
iHObIBigyanbHacbUi A3ayyaT. Mago6Hbia BbiABbI Marni 6 Gbiub
3pobneHbls GakTbluHa ¥ N06ON KpaiHe CbBeTy, AKaa rynse
naBoAfie 3akoHay KamapubliHanm ¢atarpadii. Ane, akpamsa
KamapubliHara CKNafHiky, fHbl Ma cyTHacbli abcanioTHa
HiubIM He agpo3bHiBaloLULUa af KagpaBaHbIx 3abiMKay Caprea
KaxamskiHa anbbo Irapa CayuaHki: rnagay 3Hoy 3acTaeuua
Cam-HacaMm 3 MbITaHbHEM MpPa ig43HTbIYHACbLb M3PCaHaxay.

AOHbIM 3b NATIYHBIX TAYMausHbHAY TIHASHUbII Aa
BblAYNeHbHA y 6enapyckan d¢artarpadii 6esabniuHara
nspcaHaXa Moa cTaub T33biC KynbTyponara Bbapbica
MapkaBa, AKki 3bBA3Bae cTpaTy acobbl ca cTpaTai
iA9HTbIYHACbLI — AK Ha Y3POYHi KOXHal KaHKp3THan
iHAbIBiAyanbHacbLi, Tak i ¥ AaYyblHEHbHI fa U3nara Hapoay.
«KoxHbl yanasek, KoxHasa 2pynda, Hapod nasiHHwel 106IYb
i yxeanayb AK ceol B80OHKABbLI B8ble7A0, MAK i Kynemypy
U 38bi4ai, i eaHapelyya imi, kab HA cmpayiys cabe U He
pacmaapesiyya y iHwelx, — niwa Mapkay y KHize «KynbTypa
wrtoa3éHHacbui». — [lpabnema cmpamel (U 30XA8AHbHSA
i03HMeblyHACLYi na-canpayoHamy moxa 6elyb ac3HcagaHas
Ha Y3poyHi HA cmonbkKi [03anézii, Koneki nceixanézii G
Hasam (izianézii nwod3eld. [03HMbIYHACBUL — 23ma
nNcoIXacamamelYHsl CMAH; AHA ynydae y cAabe HA MOJbKi
8e0dHbHe npa moe, xmo A, ajie U nadyyysyé ynayHeHacobuyi,
2oHapy U nasazi 0a ca6e».

Ak BAgOMa, 6enapychbl ¥ raTbiM CIHCE — HaLbldA, AN AKON
XapaKT3pHbIA «afCyTHacblb BbIPa3HbIX HalblAHaNbHa-
KynbTypHbiX ¢opmay» i HaBbI3HayaHacbub Yy nabygose
AbIANEry 3 ynacHbIM KanekTblyHbIM «fA», WTO BblAynAeuwua
y CbiTyalbli A3bBIOXMOYS, HaCbLAPOXaHbIM CTayNeHbHi AK
fa ricTapblyHara MiHynara, Tak i Aa HasyHan cnagublHbl,
a Takcama Yy bGecbnepanblHHbIX CMp34Ykax npa Toe, Aa
AKora reananiTblyHara nAarepy pganyubiuua. Ak 6aubim,
nagobHblA M3HTaNbHbIA acabniBacbLi 3HaxoA3Aub CBaé
aancTtpaBaHbHe 11y Tpaabiubli ¢daTarpadasaHbHA. Mol
anbbo Bbicbnidreaem 3-nap ab’ekTbiBay doTakamspay,
anbbo npbITpbIMAIBaEMCA NpaBinay HaBA3aHalk HamM 3BOHKY
rynbHi.

| AK MasTbluHbI P3GPIH TIHASIHLbIi NP333HTaLbli YanaBekKa
y 6enapyckan ¢atarpadii ryubiib dpopmyna benapyckara
¢dinésada BanaHuiHa AKygoBiva: «MaHe HAMa».

Il BE3bIMEHHAA NPACTOPA

Awys agHbIM LiKayHbIM acnaKTaM Npbl napayHaHbHi
anbbomay 3 npabenam y 20 ragoy 3bAaynseuua nagbixon
6enapyckix ¢atorpacday ga dikcaBaHbHA HaBaKOJIbHaM
npacTopsbl. Y ¢atarpadii nansaxay, AK i y naptpaTax, im
A3iYHbIM UblHaM yfaeuua NpbiTpbIMiBaLLa abpaHal niHii
6e3bIMeHHacbLi 11 cloppaaniamy. [lacTaTKoBa cynacTtasilb
capbio Ynagsimepa Napdsanka «[l3isocHan manéabii
HecTae HalbIM afjaHbHAM (Aputop Pam6b0)» 3 poTakHiri
«Fotografie aus Minsk» i y>ko nasHaBanbHbl CTbIb Managbix
MeHcKix ¢paTorpaday Makcima Wyminina n Mixaina
JlewyaHKi: cnakomHbl, afne HacToMNIBbI afKa3 paanbHacbLi,
fIkas He 3afjaBalibHAe ayTapay, cnpoba yuéKay y cbBeT
Ha MAXbl CHY 1 aluYBaHbHi MOMaHTY, CTBap3HbHe
ynacHara, He nagobHara fja ycAro HaBakosnbHara,
cycbBeTy. KamaHTyloubl BbicTaBy «Caf» TaHAaMy Makcima
WyminiHa i Mixaina JlewyvaHki, mactak Capren Lla6oxiH
niwa: «nedzsaysl Ha pamazpadii 3 capeli “Cad” i 6onbw
pAHbHIS npaypl, ycbeedamssew, WMo Yy ix HAMA HifKix
aobimkay cydacHaul ysiginizaysli, “kancynay dyacy” —
ab’ekmay, AKia xapakmapei3yloys Mecya U 4yac mazo, wmo
aobsigaeyya y kaopel. Yce npaomemel Ui 806passl npocmela
U nasHasasnbHbid, AHbI AK bbiUUam icHasasi seyHa. Ycé
sblayneHa U pacmeopaHa, “mimanézis 3gelyatHaza’, yeicmas
wyelpaceys, npacmama t 2apmoHia. Damoepadhel, Ak AHebl
cami niyaye, “3eaynaoyya npasaoHikami Helikal iHwad,
sanikal ipayvblaHanLHAU cinel”, mamy iHmyiysla y ixHad
meopuyaceyi 3atimae 3Ha4Hae mecya.

Cioppaani3m naycray y dypone Ha nayatky XX
CTaroA3bA3A AK p3akLbla MacTalKix po3ymay Ha
y3pacTaHbHe aHTbIFyMaHi3My 1 AYXOYHYIO AblCrapMOHito
KaniTanicTbluHara cbBeTy. Y nowykax «canpaygHam
p3anbHacbLi», AKaA gassonina 6 cnacbuirHyyb acobacHa-
nauyubuésyto cyb'eKTblyHacbLb i Bbi3BaniuLUa aj
NPbIFrHETY calublAnbHara wicky, MacTaki absawuyani
CBaiMi aCHOYHbIMi KalToyHacbLAMi cBabopy 1
ipaublAHanbHacbub. AfHaK Kani na Mepbl CTaHayNeHbHA
cloppsaniam nacTynosa afblWoy aj nanABaHbHA 3a
HeKpPbITbIYHbIM NAACbBAAOMbIM, CACTYMiyLWbl MecLa
npagyMaHbIM pa3yMHbIM 3KCN3PbIM3HTaM, HaKipaBaHbIM
Ha NpaBaKaLblio 3BbIK/bIX YAYNEeHbHAY, TO Y BbINaAKy 3b
6enapyckaii datarpadiain éH 3actaeyua, Ha Mo nornag,
LlecHa 3bBA3aHbIM 3 camaniobaBaHbHeM, 3axanieHbHeM
YHiKanbHacbLo YnacHara uixamipHara cbBeTy. YUéki y
cabe, AKia 6bIni 3aayMaHbia clopp3anicTami AK NnepLubl
KPpOK fa p3Banioubli, 3aBAfi ayTapay Ba yTynbHbl TyniK,
HacesieHbl CbiP3HaMi, LWTO 3acnakomsawLb iX. «Tym yac
cnsiHAeyya, — Kaxa Makcim Wyminin, — ygeco Haw
maeopysl Npays3c — 23ma Hibsl YUéki y pali ad HagakonvbHal
paaneHaceyi». Tak, fa 6e3acobacHara npagcTayneHbHA
YanaBeka Yy 6enapyckai ¢artarpadii gagaeuua Taki x
6e3acaboBbl Naka3 HaBaKoJibHal NpacTopbl, Gapmytoubl
arynbHyo KapuiHy TaTasbHara M3HTanbHara Bakyymy —
YHiKanbHal 3HauyHa HynABon mapdambl, AKON Nayctae
benapycb Ha aypanenckam cuysHe.

Ane ui Tak rata Hacampay? Kani pa3rneaseub
¢dartarpadii Ha ctapoHkax anb6omy «BY NOW» i napayHaub
nagbixoabl Managbix ¢atorpaday ca cTpaTariami ixHbix
nanap3AHikay, BbiABiLb HOBbIA TOHbI YC& X Marybima.



Il HOBbI nornAaa

Kani HA HoBylo, To, 6e3ymoyHa, iHwWYl Bi3yanbHyio
MOBY MOXHa BblifiBiLb Yy C3pbli AnAakcaHgpbl CanpaTtaBan
«KaHikynbl y ropagse», Kani napayHoysaLlb KaHTIHT «BY NOW»
3 anbbomam «Fotografie aus Minsk». AnAakcaHgpa aka3Baeuua
npakTblYHa af3iHaln ayTapkan 3 16 ya3enbHikay npaekTy, AKan
3aliMaellia BbiIBYUY3HbHEM Genapyckal WToA3éHHAcbLi na-3a
30Hal KyxoHHarakamdopTy. EliHbifA npaLbl pacKpbiBaloL b TIMY
ypbaHicTbluHbIX OyAHAY 3BblualiHara Mecbliiya, Nakassarubl
Aro HenaTpabaBanbHbIM NaBOJIbHbIM Ha3ipasibHikaM XblLbLiA
KpaiHbl y paxbiMe «stand by».

IHWbIM  HeapAblHAPHbIM  MNpbiKNagam écblb  C3PbIA
Caprea T[lypasiniHa «[pbiBaTHbl [Ip33bIA3HT», Yy AKON
npasBaKaubliHbl panapTap «Hawan Hisbl» npauye 3 Taman
npoiBaTHara 1 ny6niyHara. KapbicTaloubicAd  Bi3yasibHbIM
Npblémam [O3KaHCTPYKUbli, NanyaapHbiM AwYd Yy 1990-x
cApon b6enapyckix ¢atorpaday (3ragalima, Hanpblknag,
Ynagsimepa LWaxnesiua, Bagsima KauaHa), TygsiniH, Tbim HA
MeHLU, Aa3BanAe na-HoBamy 3ipHyLb Ha MeXbl AblCTaHLbli 1
iXHYI0 BbIMYLUaHY0 TpaHChapMaLbilo Y CyuyaCHbIM M3AbIAHbBIM
rpamag3Ttee. Capren nagae napTpaT npa3big3HTa benapyci
CopbIAN  ¢parmMaHTay 3AbIMKAY, 3PO6NEeHbIX 3  3KpaHy
Tanesizapy. OPapmyeuua napagokc: nigsp, AKi HeagHapa3oBa
3aAynsAe nagyac cBaix BblCTynay npa 6niskacbub fa Hapoay,
canpayabl ¢apmasnbHa aka3Baelua Ha «npbiBaTHal» af Hac
agnernacbui. AgHak To GaKT, WTO Mbl HA MOXaM 3bBefallb
Aro, yb6aublub AroHbl MAPTP3T Yy TPaAbILUbIAHLIM Pa3yMeHbHi,
dapmye pa3mbiTbl, 6€3abniuHbl BOOpa3 3 ¢pparmaHTay TBapy,
pyxay, aTpblbyTay af3eHbHs.

Awys agsiH npbiknag iHWara nornAagy Ha TpagblublAHYO
oMy — ¢atarpadii AHAp3A JIsHKeBiYa, NpbiCbBeYaHbIs
TOMe BaeHHara miHynara 6enapycay. Aytap ykniodae y cBol
MalTabHbl MpaeKkT npa KaneKTblyHylo MNamALb afBakHae
cnanyysHbHe pasHacTalHbIX HOBbIX ANA Bi3yanbHara nons
6enapyckan datarpadii npbliémay, capon AKix, Hanpblknag,
apxiyHbl 3AbIMaK i ArOHae nepaacs3HcaBaHbHE Y CEHbHALLIHIX
p3aniax, nc3yaafakymMsHTafbHaA  MacTtaHoyka,  ryri-
TaxHanérii. AcabniBaii yBari 3acnyroysatoub AbINTbIXi, AKisA
ynyuatoub ryrn-3abiMky 6enapyckix Byniuay, Ha3BaHblX y roHap
reposy Banikan AnuybiHHaM BalHbl, i HAYMbICHa HejAKNaAHbIA
apxiyHblA NapTpaTbl M3TbIX CaMbiX repoAy. PasbmsAlyaoubl
BblABbl NagobHbIM YblHam, daTorpad 3agaeuua nbiTaHbHEM
npa ix p3anbHacbLlb, 3HAYIHbHE Y KaNneKTblyHan CbBAZOMACbL,

HapoZy, Npa $p3HOMSH ricTapblyHai namaALi. ikoe 3HausHbHe
MatoLb AnsA 6enapycay Ha3Bbl Byniuay Mapbli MenbHiKanTa,
Jlinii KapactasaHasan, [Matpa Mawspaga? 3BbIKNbIA 4NA CNbIXY
iMEHbl JayHO nepacTani acaubiaBayLa 3 NoA3bBirami reposy,
AKia abapaHani Pag3imy, ixHbia daTtarpadii He BblknikaoLb

y Hawam namsAui Hiakix 3ausanak. bonbL «p3anbHbIMI» Ham
3patoLLa KaMnyTapHbIA ManoHKI FYFA-M3nc, AKiA WapbIMi
niHisMi achanbTy 1 63TOHY NepacsKkaLb 6enacbHeXHYI0
CTapOHKY.

Ha3BaHbla ayTapbl BbIBOA3ALb Managyto 6enapyckyto
¢dartarpadito Ha HOBbI BITOK pa3bBiLlbLiA, NpanaHyybl
iHWbI NOrNAg Ha BAAOMbIA T3Mb, AKiA MaloLb AayblHEHbHE
[la Taro, LITO MOKHa 6bino 6 Ha3BaLb «6enapyckam
p34vaicHacbLto». TakiM UblHaM, afiKa3Batoubl Ha MblTaHbHe
npa nepaemHacbLb y dpatarpadii anowHix geauuaui ragoy,
A xauena 6 3anApaybiyb Aymubl paTtorpada AnakcaHgpa
Benepsimosiua, cpapmynasaHan y anirpade ga apTbiKyny.
Y dinbme Makcima bargaHoBiva, 3bHATbIM NMpa ya3eNbHiKay
npaekty «BY NOW», Ha nblTaHbHE Npa nepaeMHacbLb
BenepnsimoBiy Bbi3Hauae cs6e «HynsABbIM Y3pOYHeM
iA3HTbIYHACHLi», 3ayBa)Kaloubl, LUTO €H CaM TOJIbKi NayblHae
nayysauLa «4anaBeKkaM, AKi XoLb AKIM UblIHAM MOXa
acaublsiBaLb csA6e 3 raTal KpaiHai.

A6MiHaloubl TOE, LITO «HYNABOW YanaBeyan
iI3HTbIYHACBLIO» KYNbTYPONATi Ha3blBaloLb FreHA3PHYI0
iI3HTbIYHACbLb, aA3HAYbIM, LUTO iCHAaBaHbHe Nitobow
KynbTypbl Hemarybimae 6e3 TpagblLbli, He3anexxHa aj
Taro, Ui NpbITPbIM/IiBAEMCA Mbl A€ CbBAAOMA, Ydpratoybl
iHbapmaupblto 3 bapmanbHbIX, CTPYKTYypaBaHbIX KpblHiLay,
npagcrayneHblX, Hanpblknag, agyKalblHbIMI nparpamami,
ny6nikaubliami anbbo BbiCTaBaMi, Li cxoniBaem
CTbIXiHA, YacTa HecbBAfOMa. HapagX3HbHe HOBara
npagyrnea)kBae 3acBaeHbHe BblHiKay nanAapsgHAn
A3eNHacbLi — r3Tbl arynbHbl 3aKOH pa3bBilbLA Npauye i
y cd3apbl KynbTypbl. Ha NycTbiM MecLbl, «<BbIMELIEHbIM» af
KYNnbTypbl, CTBapaLb HOBYIO Ky/bTypy HemarybiMa. Ha Hynb,
AIK BAAOMa, A3ANiUb Henbra, a 6e3acaboBacbLb Y BblAYNEHbHI
noa3en i cbBAAOMbIA YUEKI af payaicHacbUi 34atouLua Takimi
»K MayHaBapTacHbIMi XapaKTapbICTbIKaMi, AKiA cbBegyalb npa
nepaemHacbLb y 6enapyckain datarpadivuHai Tpaabiubli, AK
i cTanana yBara fa T9Mbl 4aYHO MiHYNbIX BOMHAY i )agaHbHe
narynaub 3 paxbiMam.

Henbra KoXHbl pa3 nayblHaLb 3 HYNs, 3b AKIMI 6
acobacHbIMi AyXOYHbIMI NOLYKaMmi Mbl ¥ flafi3eHbl MOMaHT
csabe Hi acaubiABani.
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20 YEARS LATER,
or ON CONTINUITY IN
BELARUSIAN PHOTOGRAPHY

Volha Bubic

«At the moment | represent the zero level of Belarussian identity».
Alaksandr Vieledzimovi¢, Belarusian photographer,
one of BY NOW project finalists

The state in which Belarusian photography finds itself
nowadays is one of the most debated issues in the country’s
cultural environment. The need to study the development and
topical photographical trends has been repeatedly articulated

in public discussions (for example, at the roundtable discussion
«Reconstructing photographical history: from Minsk school to By
Now generation»). Moreover, this problem is regularly dealt with

in articles, albums and books. In this regard the publications of
the album «New Wave. Belarusian photography of the 1990s» in
the «pARTisan collection» and the collection of essays «Creative
Photography in Belarus. The Experience of Gallery of Visual Arts
NOVA of the Belarusian Photographic Web Almanac PHOTOSCOPE.
BY. 1996-2013» became significant events for the Belarusian critical
community.

Exploring photography and establishing
continuity trends are closely associated with the
topic of cultural identity — the issue which still
remains painful for us.

Photography has always been characteristic of such main
functions as reality registration and the photographer’s existential
search, and in this aspect it provides researchers with rich data for
analysis. Certainly, it possesses a huge potential in finding answers
to the questions about visual research traditions, as well as topics
that remain in focus for decades and some features of collective
unconscious which in their turn can form the basis of the Belarusian
identity.

In regard to these questions BY NOW is a project of a particular
interest. It was the result of the ambitious contest held in 2013 by
the German curators Matthias Harder and Hans Pieler. Its main
goal, articulated by the Belarusian photographer Andrei Liankievi¢
who had a role of the project’s art manager, was in creating «a
simple project on contemporary Belarusian photography», which
would claim to reflect an intermediate «selection» or «<a mosaic» of
all that has been happening in Belarusian photography for the last
decade. The significance of BY NOW is primarily linked with the fact
that there are these 16 visual statements chosen by the curators
that today and in the upcoming years would form in the minds
of the Europeans an image about Belarus. The self-titled album
which contains the contest’s photographic results can be freely
purchased in Europe, whereas the exhibition of the participants’
works opened at ifa-Gallery Berlin in October, 2014.

To some extend BY NOW has become a symbol of young
Belarusian photography having occurred from the point of
view of marketing in time and in the right place. The name

itself through its cunning multiple interpretations encoded

in its English title ambitiously drives us to the need to reflect

on everything that occurred within our visual field «<by now»,
simultaneously suggesting a new topical perspective on the
country with the geographical abbreviation of «BY».

It seems to be a sort of logical coincidence that exactly twenty
years ago, in October of 1994, ifa-Gallery Berlin already acted

as a platform for the presentation to the general public a visual
selection of the Belarusian reality. The exhibition brought together
the works of young photographers, whereas the stimulus for those
photographs to appear was largely provided by Valera Lobko'’s
studio with this figure’s being a legendary personality, who had
made an enormous contribution to the formation and development
of the Belarusian photography of the 1980-1990s. Looking through

the album «Fotografie aus Minsk» which puts together the works of
the heroes of the entirely different generation, a desire to raise once
again a painful problem of the continuity in Belarusian photography
which still makes many people dwell on it naturally appears. Thus,
there comes a desire to compare through the materials provided by
the two albums the questions the photographers in 1994 and 2014
were addressing, as well as the answers they formulated in their own
creative projects.

Can we trace a certain continuity in Belarusian
photography within the last twenty years? Or actually
in the visual sphere we are also doomed to keep
«resetting» everything over and over again, doomed to
suffer from the eternal complex of those who reinvent
the wheel?

B FACELESS

In a broad sense an image or a description by artistic means of a
person or a group of people who exist or existed in reality refer to the
portrait genre in painting, photography and literature. Specialists in
Culture Studies point out that in art the portrait assumes not only the
reproduction of some external characteristics of an individual, but
also revealing his/her unique components — a complete disclosure
of the personality’s inner world. Comparing the photographs with
people depicted in them in the albums «Fotografie aus Minsk» (1994)
and BY NOW (2013) we can trace an interesting tendency.

In all the photographs of the 1994’s album there are people
present, however in almost none of them the viewer is given a
chance to give a closer look at a person portrayed. In the series
made by lhar Saticanka (Igor Savchenko), Siarhiej Kazamiakin
(Sergey Kozhemyakin) and Uladzimir Parfianok we see only some
parts of human figures, captured in unusual angles and/or extreme
cropping. In Halina Maskalova’s (Galina Moskoleva) and Uladzimir
Sachlevi¢’s (Vladimir Shachlevich) works the topic of the portrait is
realized by means of duplicating the image, where the character’s
integral identity is presented as if being assembled from pieces
or through the repetition of the same shot. In addition, physical
inability to see a person’s face makes play with the image of a mask
(for example, by Uladzimir Parfianok): in the shots from the series
Persona Non Grata one of the characters reads an issue of «The
Soviet Culture» newspaper having his face covered by a gas mask,
whereas a naked couple poses with their heads wrapped in a tissue
which somehow seems to refer to a famous surrealistic plot of Rene
Magritte’s. The young Belarusian photographers’ album continues
the tradition of distancing themselves from «classical» portraiture. In
Volha Sasnouiskaja’s, Alaksiej Navumcyk'’s and Siarhiej Hudzilin's
projects we find shots which are virtually identical with the abruptly
cropped

The portrait in its traditional sense tends to remain in commercial
photography. In the album «Fotografie aus Minsk» this niche is taken
by Siarhiej Kazamiakin’s series Children’s Album, while BY NOW — by
the photographs by Jauhienij Kanaplou-Lejdzik Fata-Morgana.
Commenting on the idea that underlies the series in his interview for
the site ZNATA Kazamiakin said:

«A professional for whom photography is a craft takes pictures of
children and creates entourage. | is some sort of a strange uniform
that, to his own mind, must seem attractive to the client. Here very
many things are mixed up — folklore, estrade, military uniform
elements, Soviet emblems. In fact, his cultural background, tastes,
stereotypes, ideas about beauty and many other things are revealed.
All this kitsch is directed at the spectators. Another layer is revealed
when you look at all the pictures together, at the Children’s Album.
There are some very little kids, there are those who a little bit older,
there are the bigger ones, somewhere around. And you realize how a
person is made to fit the society».

The portraits of the trio «Topless» band, which appear on the first
pages of the BY NOW album are made in the same kitsch way, staged
according to the ideas about what is tasty, sexy and attractive in the
mass audience’s eyes. Despite the visible diversity in selecting his




characters, the photographer Jathienij Kanaplou-Lejdzik continues
the tradition of showing to his viewers impersonal insensible
images. Being technically perfect, they fail to transmit even a hint
at the real nature of the girls’ personalities. If to put aside the formal
geographical aspect, we may claim that such images might have
been made practically in any country of the world which follows the
rules of commercial photography. In point of fact, they absolutely
do not differ from those cropped photographs made by Siarhiej
Kazamiakin or Ihar Salicanka. The viewer is again left face to face with
the question about the nature of the characters portrayed.

One of the logical explanations of the tendency of depicting in
Belarusian photography the faceless characters can be found in the
thesis provided by the culturologist Boris Markov, who links the
loss of the face with the identity loss that can occur both at the level
of every particular individual and referring to the whole people.
«Every person, every group or people should enjoy praising their
outlook, their culture and customs, be proud of them in order not to
lose themselves and not get dissolved in others, — wrote Markov in
his book ,Culture of Everyday Life". — The problems of the identity
loss and preservation can be fully understood not so much at the
level of ideology, but through psychology or even physiology of
people. Identity is a psychosomatic condition; it includes not only the
knowledge of who | am, but also a sense of confidence, pride and self-
respect».

As we know, in this regard the Belarusians present a nation that is
characterized by «the absence of distinct national and cultural
forms» and by the uncertainly in establishing the dialogue with
their own collective «self», which is manifested in the situation of
bilingualism, a cautious attitude to their historical past and current
heritage, as well as by the endless debate on which geopolitical
camp to join. As we see, these mental specificities get reflected in
the photographic traditions, too. We either escape from the camera
lenses or stick to the rules of the games imposed on us from the
outside.

And, as a poetic refrain in the tendency of
the presentation of an individual in Belarusian
photography there stands out a philosophical formula
of the Belarusian philosopher Valancin Akudovi¢. I am
not here.

B NAMELESS SPACE

When comparing the albums with 20 years of distance
between them, we can also give a closer look to the approach the
Belarusian photographers use in capturing physical space around
them. In photographing landscapes as well as in portraits, they
miraculously manage to stick to the same line of namelessness
and surrealism. It is enough to compare the series by Uladzimir
Parfianok La Musique Savante Manque a Notre Desir (Arthur
Rimbaud) found in the photobook «Fotografie aus Minsk» and
the widely recognized young Minsk photographers’ Maksim
Sumilin and Michait Les¢anka’s style whose series were chosen
to become a part of BY NOW. Both visual selections reveal a calm,
but persistent answer given to the reality by the authors who
are dissatisfied with it. It is an attempt to escape into another
universe found at the edge of the dream and the perception of
the moment of now, the creation of the world of their own which
is unlike everything that surrounds them.

Commenting on the exhibition «The Garden» held by the
tandem of Maksim Sumilin and Michait Le3¢anka, the artist Sergey
Shabohin wrote: «Looking at the photos from the series The Garden
and some earlier works, you realize that they are deprived of any
traces of modern civilization, of ,time capsules” or any objects that
characterize the place and time of the events captured. All the items
and images are simple and recognizable, as if they existed forever.
Everything has been made clear and dissolved in the shots, it is ,the
mythology of the ordinary”, pure sincerity, simplicity and harmony.
The photographers, as they state themselves, ,are agents of some
other larger irrational forces”, so the role of intuition in their works
comes to be so important».

Surrealism originated in Europe in the early XX century as the
artistic minds’ reaction to the growing inhumanity and spiritual
disharmony of the capitalist world. Searching for the «true reality»
that would allow them to grasp their personal-sensual subjectivity
and get liberated from the yoke of social pressure, artists proclaimed
freedom and irrationality as their key values. However, if in the
course of its formation, surrealism gradually ceased hunting for
the uncontrolled subconscious, giving way to thoughtful clever
experiments aimed at provocation of everyday notions, in case of
Belarusian photography, it remains, in my opinion, closely connected
to narcissism directed at the uniqueness of one’s proper serene
universe.

Escape into themselves, planned by the surrealists as a first step
towards the revolution, brought the authors into a cozy deadend,
populated by lulling sirens. Again quoting Sergey Shabohin's review
to the project «<The Garden», one of the photographer’s statements
can be recalled: «Here, time stands still, — says Maksim Sumilin —
our entire creative process is like an escape to a paradise from the
reality that surrounds us».

So, impersonal representation of a man in Belarusian
photography can be enriched by a similar characteristic but in terms
to the view of the surrounding space, forming an overall picture of
the total mental vacuum — a unique meaningful zero morpheme,
which represents Belarus on the European stage. But is it really so?
Looking at the photos on the pages of BY NOW and comparing
the approaches of the young photographers with those of their
predecessors, one can also discover a few new tones.

B A DIFFERENT PERSPECTIVE

If not entirely new, then definitely just a different visual language
can be traced in the series made by a representative of the young
Belarusian photography Alaksandra Saldatava Holidays in the
City, if to compare BY NOW content with the album «Fotografie aus
Minsk». Alaksandra virtually turns out to be the only photographer
out of 16 project’s participants to deal with the exploration of the
Belarusian routine out of «the kitchen comfort zone». Her works
reveal the topic of urban everyday life of an ordinary city dweller,
showing him/her as an undemanding uninvolved observer of the
country set in «stand by» mode.

Another extraordinary example is provided by the series Private
President made by Siarhiej Hudzilin. There the provocative reporter
of the «Nasha Niva» newspaper handles the topic of the private
and the public. Making use of the visual method of deconstruction,
already popular in the 1990-s among some Belarusian
photographers (such as, for example, Uladzimir Sachlevi¢, Vadzim
Kacan), Hudzilin, he, nevertheless, manages to give a brand new look
at the borders of distance and their forced transformation in the
contemporary media society. In Siarhiej’s series the portrait of the
President of Belarus is presented through a set of photo fragments
made when photographing a TV screen. A paradox is formed:
the leader who repeatedly mentions his closeness to the people
actually does get closer to us, finding himself at a really «private»
distance. However, the fact that we fail to recognize him, to have his
face seen in the traditional meaning of the portrait genre, forms a
vague, impersonal image composed from the fragments of the face,
gestures and clothes attributes.

One more example of another perspective applied to a familiar
topic is a project made by Andrei Liankievi¢, who works with the
issue of the war past of the Belarusians. The author incorporates in
his large-scale series about collective memory a bold combination
of various methods which are seen as new for the visual field of
Belarusian photography. Among them there are, for example,
archive photographs and their rethinking in today’s realities,
pseudo-documental staging and google technologies. Particularly
noteworthy are his diptychs which include google-shots of the
Belarusian streets named in honor of the Great Patriotic War heroes
and their deliberately blurred archival portraits. Placing the images
in this way, the photographer addresses the issue of their reality and
their meaning in people’s collective consciousness, as well as the
phenomenon of historical memory. What meaning do the names of




Maria Mielnikayte, Liliya Karastoyanova, Petr Masherov have for the
Belarusians? A long time ago familiar names ceased to be associated
with the deeds of the heroes who defended our Motherland, the
photos of their faces do not trigger in our memories any clues.
Computer images from Google-maps with gray asphalt and concrete
lines crossing the snow-white page seem more real to us.

These authors take young Belarusian photography

to a new level of development, offering a different
perspective on familiar topics related to what might
be called «Belarusian reality».

Answering the question about continuity in Belarusian
photography of the last twenty years, | would like to argue the
opinion given by the photographer Alaksandr Vieledzimovi¢
that was chose as the epigraph to this article. In the documentary
film made by Maksim Bahdanovi¢ about the participants of BY
NOW, Vieledzimovi¢ reacts to the problem of continuity defining
himself as a «zero identity level», noting that he is just starting
to feel like «a person who somehow can associate himself with this
country». Even if we do not take into consideration that in Culture

Studies «zero human identity» actually stands for gender identity,
we can agree that the existence of any culture is impossible without
traditions, regardless of the fact whether we follow them consciously
or not, when obtaining information from formal, structured sources,
represented, for example, by educational programs, publications

or exhibitions, or grasping it spontaneously, often even out of our
control.

For something new to be born it is necessary to assimilate the
outcomes of the previously performed activities. This general rule
of development is also applicable to the sphere of culture. From
scratch, devoid of any culture, it is impossible to create a new
one. It is common knowledge that one cannot divide by zero, and
impersonality in depicting people as well as conscious escape from
reality seem to be full-fledged characteristics suggestive of the
continuity in the Belarusian photographic tradition. Other features
can be seen in our constant attention to the subject of bygone wars
and our wish to play with the regime.

You cannot start every time from scratch, whatever personal
spiritual quest we currently associate ourselves with at the moment.
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[TAJITTBIKA THCTAJIALLBII

bapsic I'poiic

Cdopa macTauTBa § HalIblA AHI YacTa arasgcaMiliBaenua 3
MacTalKiM pbIHKaM, a TBOP MacTal[TBa Hailllepll pasIyiAfaellia
¥ AKacbLi IpagMeTy CHaXbIBaHbHA. Toe, IITO MacTanTBa
(GYyHKUBIAHYe § PBIHKaBBIM KAaHTIKChILle I INTO KOXKXHBI TBOP
MacTanTBa €cbllb TaBapaM, HiKiM He acmpayBaenua. Y TON Ka
Yac MacTalTBa CTBapaela 11 BbICTay/asdela 1 g ThIX, XTO He
3bOipaelija cTaHaBillja Ka/leKLbITHIPAM, a TaKifd JIOA3i AKpas i
CK/Tafialollb OOMBLIYIO YaCTKY MacTauKall ayabITopsri. lllaparoBbra
HaBe[IHiKi 3a3BbIYail He YCIPBIMAIOLb BBICTAYIEHBIS IPALbl ¥
AKachlli IpajMeTay CIa)XbIBaHbHA. Y TOI »Ka 4Yac KOJbKaChLb
MamTabHbIX BbicTaBay: «Documenta», «Manifesta», 6Oienane,
TpbleHasme, — OeChIlepanblHHA TaBsUTiYBaera. Hsarnenssusl Ha
BAJII3HBIA TPOLIBI M SHSPrilo, iHBICTaBaHBIA § TaKisf BBICTaBHI,
yce SAHDBI apbleHTaBaHbIA HA CTONbKi Ha MaKyIHIKOY MacTalTBa,
KOJIbKi Ha IIBIPOKYIO ny6niKy — aHaHiMHara HaBefgHiKa, fKi,
XyTuail 3a ycé, Hivora He Habynse. Aje i MacTaukis Kipmamisr,
Ila CyTHacblii IpPBI3HAYaHBIA MIJIA a6cnyro§rBaHbHH MMaKyIHiKOY,
ycé 6O0IBII TIepaTBapaoIa ¥ mapsei niA mblpokait my6siki, Axas
anpbo He 3allikayneHas ¥ HaOBIIbI[I MacTalTBa, anbbo HA Mae
I3end raTara (piHaHCAaBBIX MaXKTiBacblAy. MacTalkas ChICT9Ma,
TaKiM YbIHaM, IACTyIIOBa CTAHOBIiIIIJa YaCTKAO TOV caMali MacaBaii
KY/IbTYpBI, AKYIO sHa T3TaK JOyra iMKHy/macsA AbICTAaHLbIAHaBaHA
Hasipalb i aHaji3aBalb. MacTanTBa CTAHOBIIIIA YaCTKAK0 MacaBall
KYZIbTYpPBI /1 HA CTONBKi BBITBOPYACHIIIO iH/BIBilya/TbHBIX NpaLiay
IJIL MacTallkara pBbIHKY, KOJbKi BBICTayHail IPaKTbIKal, fAKad
cnajy4ae apxXiTaKTypy, AbI3aliH i MORY, — TaK, AK IaTa yAYIAI
cabe HaOO/MbII BHIOITHBISA ABAHTAPABICTHI, HAIPBIK/IA[, MACTaKi
Bayxaycy a6o BXYTEMACYy, siirus y 1920-x ragax.

CyyacHae MacTanTBa, TaKiM YBIHaM, MOXKa ObIIb
acHcaBaHae IepajyciM fAK BBICTayHas [A3€iHAChIb.
I'sta asHavae, cApop iHNIara, mWTO ycé 6ONbII CK/IagaHa
afipo3bHiBallb [3bBe STOHbIA AaCHOYHBIA Qirypsr:
MacTaka if KypaTapa.

TpapbIUbliiHbl Mafi3en Ipalbl § MacTalKail ChICTOME ObIY
BbIpasHbl. TBOpBI MacTalTBa BbIPAGIAIiCSA MacTakami, a 3aTbIM
apmbipamics 1t BbICTay/msricss KypaTapami. Aje, TpblHaMmci, 3
yacoy [l3lomaHa raThl Magsen mavay cblipana. CEHbHA HAMA
Oonbll HisIKall aHTAMATIYHAN PO3BHILBI MaMiX CTBapIHbHEM
MacTalTBa i Ar0 JI9MaHCTpaubiAil. Y Cy4acHBIM MacTalKiM
KaHT9KCbI[e BBIPAO/IAIp TBOP MACTAallTBAa asHayae BBICTAYIIALD
mobyo pad y rarait Axacbli. TaMy y3bHikae mNbITaHbHe: IH
MarvbiMa fAIIY3 afpPO3bHillb pONi MacTaka i Kyparapa 11, Kami
TaK, TO AKiM YbIHAM — Ba YMOBaX 3bHiKHEHbHA PO3bHIil[bI MAMiX
BBITBOPYACHIIIO MACTALITBA i SITOHAT FaMaHCTpalpisit. S copabyro
amicallb MardbpIMachbLlb TaKora IIafi3e/ly 3 JallaMOral aHamisy
afpO3bHEHbHAY IAMiX CTaHJAapTHall BbICTaBail i MacTalKail
incranaupiai. KanBsHUbIIHaA BbICTaBa yAyade caboro 360p
MacTalKix a6’ekTay, pasbMeIIYaHBIX Yy BBICTAyHAIl IIPACTOPBL ¥
ISYHBIM IApajKy [3e/id IAChAANOYHAara arisamy. Y ISThIM C3HCe

BBICTaBa (QYHKIBIAHYe AK INpalAr HIyTpajbHara myoOmiyHara
rapajiskora acsApofi3bA3sl — IITOCbLi HAKIUTAIT IIJIaTHara
3aBYJIKY, y fAKi 3a CBLIIUIYI0O CyMy MO>Ka 3aiiCbhlli KO>XHBI MiHaK.
IlepamsmrysHbHe HaBeHiKa Y BbICTAyHall IPacTOpbl HarajiBae
IIMAIBIp I1a BYJIIIBI /I pasIIsAflaHbHe apXiToKTypbl OymbiHKay. He
BbIIafikoBa BanbTap BanbAMiH y npaekne «ApKajbl» IpaBoA3ilb
aHanériro mamix rapagskiM ¢aHspaM i HaBegHiKaM BBICTABBIL.
enariefava y Taxol ChITyalbli 3acTaelllla I1a-3a 30HA0 MacTalTBa:
MAcTalTBa 3bMsIIIYaelnla mepaj HasipanbHikaM — 1i Toe abeKT,
ni mopdopmanc abo ¢inmpMm. ApmaBenHa, BBICTAyHAs IpacTopa
pasyMeerja TyT sK IIyCTOe HIyTpanbHae IyOaiuHae MecIa, sK
cpIMOasTiyHas rpaMafi3kas ylIacHacbllb. Afi3iHas QyHKIBIA IaTail
[PACTOpBI MassArae ¥ ToiM, Kab 3pabimb MacTanki ab’eKT JaCTyITHBIM
IMAfanKaMy IMO3ipKy.

Kypatap apranisye BpicTajHyI0 IpacTopy afi iMs rpaMafi3TBa AK
ATOHBI NpafiCTayHiK. AfIaBefiHa, 3a7lada KypaTapa — 3aXaBaHbHE
myOnivHara CTaTycy TaTail MpacTOpbl 3a KOIIT 3abAChIIeYaHbHS
rpamajskara JIOCTyIly Ja pasbMeIlYaHbIX Yy €11 iHZbIBiJyaJbHBIX
TBOpay. BigaBouHa, MTO iHALIBiAyanbHbIA TBOPHl HA MOTYIb
caMacTolHa 3abAChIIeYbIllb CBal 0ayHACchLb i IIPBHIIATHYLD
yBary HasipanbHika. [I3ensa rarara iM HecTae BiTa/lbHacChIli,
9H9prii 7 3papoys. Cam ma cabe TBOp MacTallTBa MaycTae XBOPLIM
i 6esmamaMOXXHBIM, Kab Aro y6a4blnp, INsAfad NaBiHeH OBIIb
IpBIBE3EHBI Jla AT0, HAKIITAAT Taro, AK M3ACACTpa MPBIBOA3IIb
HaBeJHiKay Ma INpbIKyTara fa Tacblie/li NalbleHTa. 3yCiM He
BBINAJIKOBA, IITO C/IOBBI «KypaTap» (curator) i «iekaBaHbHe» (cure)
SThIMA/ATiYHA 3bBA3AHDBIA: KypblpaBallb — 3HAYbIIIlA JIeKaBallb.
KypaTapcTBa /1eKye HsAMOIIAChLIb BBIABBI, €/HYI0 HA3LATHACBIb
fla caMaIp333HTalbli. BricTayHas f3eiiHachIlb — T'3Ta ThiA CAMBblA
JIeKi, AKis falamMaraiolb XBopall BblsiBe, 3a05ChII€YBAIOIb EIHYIO
HpPBLICYTHACBI[b, 6aYHACDIIb, BBIBOJ3AIIb sie HAa IpaMafI3Ki mparisp i
cys. TeIM caMbIM KypaTapcTBa MOXKHA a3HAYbIIb SK JaNayHeHbHe
(supplement), HakWITaNT GapmakoHy ¥ HIPBIABIAHCKIM C3HCe:
KypaTapcTBa JIEKye BBIABY 11 y TOM >XKa 4ac cafi3eliHidae IpausAary
XxBapoObr'. [kaHaOOPCKi MATIHIBIAT KypaTapcTBa ObIY YIEPIIbIHIO
pasanisaBaHbl y [JaYblHEHbHI [Jla caKpaJbHBIX IIpagMeTay
MIiHYVIIYBIHBI, Ka/li SHBI ObI/Ii IepaTBOPAHBIS ¥ MacTaliKisl a6’ eKThl
LIIAXaM iX pasbMALIYSHBHA y HIyTpajbHali, IIyCTOM BbICTAyHAM
MpacToOpbl MY3310 Iii ranepai. MeHaBiTa KypaTapbl, ¥ ThIM MiKy
MY33JIHbIA, CTalicsA IepLbIMi CTBapajbHiKaMi Macranrba
ATOHBIM Cy4YacHBIM pasyMeHbHi.

IMepurbisi MacTalKisi My39i ObIIi 3acHaBaHBIA HANPBIKAHIIBI
XVIII — na mavarky XIX crarofsbiss i pasbBiBajica Ha ycim
IIpalIATY Ma3aMiHy/Iara CTarofi3b3sA A3sAKYIOYbI iMIISPCKiM 3aBaéBaM
i paspabaBaHBHIO HeaypameiicKix KynbTypay. PasHacTaiiHbia
HOpPBITOXKBIA IpafiMeThl, IepHIANIayaTKOBa IPBI3HAYAHBIA [/
Ky/lbTaBBIX MOTay, H9KApaTBIHbIA 3JEMIHTBI IHTIpEpy anbbo
aTpbIbyThlacabicTara baralblis KaeKI[bIsTHABATICS 11 BBICTAY/IsIIiCS
¥ sikachIi MacTankix TBOpay, TO 60K A9(yHKLbIsSHATi3aBaHBIX
ayTaHOMHBIX ab'eKTay, afj3iHBIM IIpPBI3HAY9HBHEM fKiX cramacs



ix cysipanbHe rmemadom. JIro6oe MacTalTBa 6sAps CBOIT IMavaTak
y ObI3aifHe — Ii Toe AbI3ailH KYIbTY anb0o ylafbl. Y Cy4acHBIM
CbBelle /IbI3aliH TaKcaMa MalApafHidae MacTalTBy. [egsa4nl Ha
pasHacTaliHbIA a0’eKThI, BBICTAY/IE€HbIs ¥ CEHPHALIHIX My335X, HA
BapTa 3abbIBalllla, ITO Y30pbl CydyacHara MacTal[TBa y HAIIbLA
oHi écpup mepapyciM [3QYyHKIbIsSHaNi3aBaHbIMI 97eM3IHTaMi
npizaiiny. HesanexxHa ap Ttaro, Ii ObIy €H Mac-KyAbTYpPHBIM —
ap «PaHTany» [IslomaHa #a yopramayckait «Kapo6ki bpoimo» —
anbbo yramiunbeiM — ap IOrenpctoimio ga bayxaycy it ax pyckara
aBaHrapgy fa [onanbpa [Ixkama, — TIaTbl [bI3aiiH 3aliMaycs
nomykaM GopMbl 1A Oyfydara Hoéaza xuiypys. MacTanTsa —
T3Ta ABI3aliH, MITO CTaycs HeQYHKIBIAHANIBHBIM, 60 TpaMaj3TBa, y
AKiM éH ObITaBay, 3bHiK/Ia, AK iMIapbla inkay ni CaBenkas Paces.

Y HoBbl yac, ajHaK, MacTaKi mavami abapaHAnb ayTaHOMiIO
CBajir0 MacTalTBa, AKYH pasyMeni fAK He3aJleXHacblb
ag my6mivHBIX alPHaK 1 Trpamajskara TrycTy. Macraki
samarpabaBazi IpaBa NpbIMallb CYBIPIHHBIS BBIPAIIIHDBHI
HaKOHT 3bMecTy I ¢opMbl cBaix mpauay 6e3p sKix-HeOyA3Db
BBIT/IYMaYdHbHAY anbb0 ampaymaHbHAY mepaj TpaMag3TBaM.
I takoe mpaBa ObIO iM Hajjafi3eHae, aje TOMbKI ¥ M9YHBIX
mexax. bo cBabopma cyBapaHHail TBOpYachli He rapaHTaBana
MacTaKy MardyeIMacblli myO6niuHa BBICTAyIALLA. YTydYsHbHE
nobora Macralmkara TBOPY ¥ MyO6nidHyo BbICTaBY MaBiHHA
ObIIlb — MpBIHAMCI, IATIHLBINIHA — IyOTiuHA BBITIyMadaHae
I aprymMsHTaBaHae. Xalld MacTaK, KypaTap i KpPbITBIK Malolb
mpaBa cBabOfHa BbIKa3Ballla 3a anbbO CyIpalb AIMaHCTPALbIi
AKiXChbIIi Tpalay, KOXXHae TaKoe BbIKa3BaHbHe IIaJpbiBae
ayTaHOMHAChlb i CyB3pSHHACBIb MacTaljKall TBOpPYAacblii, AKif
abapaHsTa Mafi9pHicIKae MacTanTBa. bo KoxXHae MepKaBaHbHe,
AKO€ JIETiIThIMye MacTallKi TBOp i ATOHae 3bMANIYSHbHE HAPOYHi
3b IHIIBIMI § aTyIbHYIO MY6/MIYHYIO BEICTAYHYIO IIPACTOPY, MOXa
pasraAfana AK 3aMax Ha IaThl TBOp. KypaTtap BbicTynae HeliKiM
nacApafHiKaM IIaMiXXK TBOpaM i IJlefadoM, y pOYyHail CTyIeHi
acmab/IAI0Ybl TasbIIbli IK MacTaKa, Tak i rimefgada. TaMy MacTauki
PBIHAK 37jaelilla 6O/IbII IPBIXiNBHBIM [ja CyYacHara ayTaHOMHara
MacTalTBa, YbIMcA MY33it 1i KyHctrane. Ha apT-pblHKY TBOpBI
LBIPKYIIOIb i3a/1gBaHbIMI, MNa30ayleHbIMi KaHTIKCTYy It
KypaTapckail ameki, IITO JasBajisde iM J3MaHCTpaBallb CBalo
VAYHYI0 Hesale)XXHAchlb afj sfiKora 6 Hi 6blI0 macspagHinTBa.
Macranki pblHaK (QYHKIBIAHYe IaBOAJe MHpaBinay moTmada,
aK €H Oby amicanblr Mapcanmem Mocam i JKopxxam Bataem.
AyTaHOMHaMy palI9HBHIO MacTaka BeIpabilb TBOp, AKi HI Mae
HaTpaObl ¥ /eTiThIMallbl, afiaBsAae ajy TaHOMHAe BBIPAIISHbHE
IpbIBaTHara MakyIHika 6e3 pasBaray samallilb 3a TITBl TBOP
HeCyBBIMEPHBbISA I'POILBI.

IIto > pAaThIYBILIA MAcTalKiX iHCTanALBIAY, TO AHBI He
ubIpKymomonb. HaagsapoT, AHBI iHCTamoOKLbL yc€ TOe, HITO
3a3BbIYall LIBIPKY/IIO€ y Hallail IbIBi/li3alibli: a6’eKTbl, TIKCTHI,
dinpmbl 71 ga T. . PasaM 3 ThIM iHCTa/sALbIA HaBOMI pajjbIKanbHa
3bMsHSAEC PONMIO I (PYHKIBIIO BBICTayHail IIpacTopbl. IHcTamAunbIA
(GYHKUBIAHYE A35AKYI0Ybl CBIMOasIiuHall IpbIBAThI3Allbli TyOIiYHA
IIpacTOPBI BbICTABBL. |HCTANALBIA MOXKa BHIITIAAALb CTAHAAPTHBIM
KypaTapcKiM IIpaekTaM, ajie eliHas IIpacTopa apraHisaBaHas ¥
aZillaBeIHAChIIi 3 CYB3P3HHAIO BOJANM iHZBIBiJyaJbHara Macrakxa,
AKOMY He narpabHa ny6iuHa ampaynBalb BeIOAp THIX a00 iHIIBIX
ab’extay Ii ymapagxkaBaHbHe BBICTAyHAll HPAacTOPbl § LIS/IBIM.
[HCTanALbIIO YacTa He MPBI3HAIOLb Y AKACBIi aiMbICTIOBall GOpMBI
MAaCTalTBa 3 IPbIYbIHbI HEBiIaBOYHACHIi CTATYCy €/1HATa MOIbIIOMY
(medium). TpapbllbliiHbI MacTalKisgs M3/blsl BBI3HAYAICA
croubIhiYHBIM MATIPBISIBHBIM HOCHOITaM: ManmaTHOM, KaMeHeM
anp6o QinpmaM. Di3blyHAI0 acHOBal MIABIIOMY iHCTaIAIBI
écplb caMa mpacTtopa. [laf3eHas akajiuyHachbllb He a3Haudae, ThIM
HS MeHUI, HellKall iMMarapblAnbHachli iHcTanAubl. HaagBapor,
iHCTanAnbIA MaTIpblANbHAA par excellence 3 HpbIYBIHBI CBaix
Gi3BIYHBIX  XapaKTapbICTBIKAy: IIpalAraacbllb y  IIPacTOpbI
3pAyngena rajoyHait IIPBIKMETAI0 MaT3PbIAIbHACHIII.
IHcTanAubA TpaHcapMye IIYCTYIO, HOYTpalbHYH I'PaMaji3Kyio
npacTopy ¥ iHABIBigyasbHBI MacTanki abekT 1 3ampainae

HaBeJHiKa VCOPBIHALLL T3TYI0 T3PBITOPBHIIO AK YHYTPaHYIO
TaTani3aBalbHYI0 NpPacTOpPy MacTalikara TBOpPY. Ycé, IITO
aKasBaellla y e Y/Iy4aHbIM, CTAHOBIIII[a YaCTKAl TBOPY y>XO 3
IpBIYBIHBI 3bMeNIYaHachlli Ycapansiny saro. ITagsen ab’exkray Ha
3BbIYAifHBIA JI MacTallKifA CTaHOBilIla TYT HEiCTOTHBIM. 3aMecCT
raTara BbIpallla/ibHbIM CTAaHOBIiIjlla Taj3eNl HeMapKaBaHail
ny6mivyHait i MapkaBaHait mpactopbl iHcranAunsi. Kani
Mapcanbs Bpoaxapc (Marcel Broodthaers) mpagpcraynay cparo
iHcTanausilo My3sii cyuachaea macmaymea, Add3en apnoy
(Musée d’Art Moderne, Département des Aigles) y Kyucrrane
Oycanpmopdy y 1970 ropse, €éH ma3Hauybly KOXXHBI SKCIIaHAT
Hajgmicam: «[3ama HA meop macmaymea». Y LIMbIM, afHaK,
AroHas Ipalia Obl/a MpbI3HAHAs TBOpPaM MacTalTBa — i HA 6e3
nagcraBay. [HCTanAIbIA Z9MaHCTPYe faKlIafHbl afbop ab’exray,
CTPOTYI IacChAAJOYHACbUb 3SKCIA3BILbIIHBIX BbIPALISHbHAY,
NETiKy YAy4YsHbHA I BBIK/IIOY9HBHA. Y TITBIM fAHA NafobHas fa
KypaTapcKail BBICTaBbl. AJIe YCsA CyTHAChbIlb MeHaBiTa § THIM, IITO
TyT agbop i cmocab pampa3sHTalbli 3bAYIANIA BBHIKIIOYHA
IIp3pararbiBail MacTaka.

SHbl yrpyHTaBaHBIA Ha acabicTail, CyBIpIHHAI
Na3bIIbli, AKaA HA Mae NaTPI0bI § HeMKiX MaJaTKOBbIX
anmpayflaHbHAX ILi  JerirbiManbiaAXx. Macrankas
iHCTamANBIA — T3TAa CHocab TmepaHechbli MeXbl
CYBI3P3HHBIX IIPaBOy MacTaka 3 iHJbIBiJgyanbHara
a6’eKTy Ha yCI0 BBICTayHYIO IPacToOpYy.

I'sta asHavae, ITO MacTalKas iHCTaNALBIA €CbLIb IIPAacTOpail,
y KOl afpo3bHeHbHe IIAMIX IHJBIBiIyanpHait cBabopail
MacTaka J1 IiHCTBITyuUbIfiHali cBabofall KypaTapa CTaHOBilla
HemacpafHa BiflaBOYHBIM. 3BbIYaliHa MiYbIIIa, IITO P3KbIM, YBa
yMoBax sKora MacranTBa (YHKLBISIHYe § CydacHall 3aXOfHsAN
KYJIBTYpBL, FapaHTye cBaboay MacTalTBa. Aje cBabopja MacTarkaii
TBOPYAChlli a3Ha4yae PO3HbIA P3Ybl [UIA KypaTapa il [jid MacTaka.
Ax A yxo 3ragBay, KypaTapbl, yAy4aldbl He3a/leXHBIX, ¥y
KaHYaTKOBBIM BBIHIKY aXXbIIBLAYIAOLb afbéop TBopay ap imsa
I9MaKpaThlYHara rpaMasi3TBa. JI3ems Taro kab Hecblli affKa3Hachlb
Hepaj, rpaMaj3TBaM, KypaTapy He a0aBsA3KOBa 3Haxonsinma ¥
paMKax HeNKix (l)apMaanblx IHCTBITYL[bIAY, €H YXKO 3bAynAena
IHCTBHITYyUBIAN IABOJIe a3HAYSHBHA. TaMy Ha Kyparapa
yckmamaenia abaBsgsak IyOniyHara aOrpyHTaBaHbBHS CBAiro
BbIOapy, i ObIBae, WITO €H 3 THIM abaBsA3KaM i He cIpayisena.
3pasyMena, AMy [faji3eHae IpaBa IyOmiyHa abapaHsALb CBawo
Ias3pIbIIO, ajIe T3Tae IIpaBa HA Mae Hiuora aryjapHara ca cBabopaii
MacTalTBa, sKas pasyMeella gK cBabofa IpbIMallb IPbIBaTHBIS,
iHABIBifyanbHBIA,  CYO'eKTBIYHBIS ~ ayTaHOMHBISA ~ MacTalKis
BBIpAII9HbHI 043 >KagHBIX alpaylaHbHAY, TIYMausHbHAY abo
neriTbiManbli. Ba yMoBax TBOp4ait cBaGORBI KOXKHBI MacTak
Mae IIpaBa CTBapalb MacTalTBa, abMe)kaBaHae TOJbKi SITOHBIM
acabicTeIM yaynenbHeM. CyBIpIHHACBLb aj TAPCKiX BBIPAIIIHBHAY
y IIpBIHIIbIINTE IIPbI3HAaHA S Ti69panbHBIM 3aX0OfJHIM I'PaMai3TBaM 5K
TacTaTKOBasA MaficTaBa s JeriThIMalibli MacTaljKai MpPaKThIKi.

IIppr  r3TBIM TBOpP MacTaliTBa MOXXHa, 3pasyMea,
KpPBIThIKaBallb i afMaynALb, ale TONbKi ¥ ATOHAl I[3/TaCHACHIIi.
HenapasuHa KpbITBIKaBallb acoOHBIA ayTapCKis BBIPALISHBHI,
y/Iy4sHbHe 71 BHIK/IIOY9HbHE THIX 11i iHIIBIX 37IeM3HTay. AfiTaBefiHa,
TaTa/bHYI0 MACTALKyIO0 iHCTA/IALIBII0 MOXKHA TaKcaMa afillp34bllib
tonbki mankam. Hikomy, HampbIKiaj, He MpBIAMIIO 6 y TamaBy
KpBITbIKaBallb IHCTamALBIIO DBpopmxapca 3a HasgyHaceub abo
aJICyTHACBIIb Y €11 AKiX-HeOyn3b Bigay apioy.

Apncronp BBIHiKae, INTO IaHATAK CBabOJbI V  3axofHiM
rpamMaj3TBe 3yCiM He aJjHa3Ha4YHbl — i HA TO/bKI ¥ MacTalKait, aie
i1 y naniTeraHait chapsl. CBabopa ¥ 3aX0qHiM pa3yMeHbHi fasBase
IpbIMallb NpPbIBaTHBIA, CYB3PSHHBIA BBIPALISHBHI § PO3HBIX
rajliHax canblANbHAM NPaKTbIKi, i IaTa 6yn3e iH[IbIBiflyasibHaE
CIIa>KbIBaHbHe, KipaBaHbHE JIaCHBIM KalliTanaM, Iii BbIOap pasirii.
Ase y mapary iHmbix cdapay, acabniBa ¥ mamiteranaii, cBabopa




pasyMeellia IIepaBaXkHa AK IIpaBa Ha IMyOniyHae abMepKaBaHbHe,
rapaHTaBaHae 3aKOHaM, TO OOK SK HeCyBapaHHasd, abyMojeHas,
iHcTBHITYIBIANMI3aBaHasA cBabopa. BaymoMa, y 3axogHiM rpamMansTse
TaKcaMa J IIpbIBaTHbBIA, CYBIP3HHDLISA BBIPAlISHbHI y I3yHa
CTyIlEHi IaJIKAaHTPO/IbHBIA TpPaMaji3Kall AyMUbl i IaiTBIYHBIM
incTeiTyTaM (yciM BsAROMBI 3HakKaMiThl 71€3yHI: «[IppiBaTHae
écpup mamiteryHbIM» («The private is political»)). 3p inmara 60ky,
Y agKXpbITyI0 Ha/liThIYHYIO OBICKYCiI0 9ac afi 9acy yphIBawIla AK
HapTHIKY/IAPHbIA, CYBIPIHHBIA BBIPANISHBHI 3 OOKY MaliTHIYHBIX
n3esd4ay, TaK 1 MaHIIyJALbli, IpajblKTaBaHbld IIPbIBAaTHBIMI
inTapacami (AKkisg TakiM YBIHAM CIy)Xallb IIpPbIBaTbI3allbli
majiTelyHara). Y TOM >ka 4Yac MacTak i KypaTap y Haj3BbIYail
Har/AHal GopMe FBacabIAIOLb ISTHIA JBA PO3HBLA THIIIBI CBAOOBL:
CYB3P3HHYI0, 6€3yMOYHY0, Ta/TiTBIYHA He3aaHIa)KaBaHY0 CBaboy
MacTaljKkara CaMaBbIAYIE€HbHA 1  iHCTBHITYLbIAHA/Ii3aBaHYIO,
HajTiTBIYHA ajKasHylo cBabofgy KyparapcTBa. Y HpPBIBaTHACBII,
raTa asHavyae, IUTO MacTallkasd iHCTanAUbIA, Yy AKOM akKT
TBOPYAChlli CyHajiaé 3 MOMAaHTaM IIP339HTalibli, CTaHOBillIla
i3anbHall SKCI3PBIMIHTA/IbHAN IJIALOYKal [/ BbIAYIEHbHA 1
Jacb/eflaBaHbHA TOM JBaicTachblli, AKasA yaacbliBasd 3aXOLHAMY
pasyMeHbHIO cBaboAbL. Y amoOLIHiA [3eCALirof3basi Mbl cTamics
CbBeJKaMi Y3bHIKHEHbHA HaBaTapCKiX KypaTapCKiX IpaeKTay, AKid
JaBajli Kyparapy Mar4bIMacblib CTallb ajyTAHOMHBIM. AJHa9acoBa
MBI Hasipasi /I y3SbHiKHEHbHE MacTallKiX IIpaeKTay, AKid iIMKHyILIa
Ia KansgbapaTbIyHAcblli, [3MaKpaTbli, [3LSHTpamisaipl i
aHaHiIMHAacCbIIi.

Camnpaypapl, iHcTanAnblA CEHPHA 4YacTa pasTafafaenlia AK
cmoca® [9MaKparbI3albli MAacTaKOM CBaiir0o MacTauTBa,
HpBLIHALBIA Ha cs16e CalbLATbHBIX abaBs3alieNlbCTBaY, y THIM
MKy abaBssKy fA3elfHidalb af iMs KaHKpPITHAM CyIOIbHACHI]
ab0 HaBaT rpaMaj3TBa ¥ LINMBIM. Y TITBIM C3HCE 3bAYICHbHE
MacTallKall iHCTanAlbli MOXXHa Ha3Ballb CHIMIITOMaM aJMOBBI
aJi MaJdPHICHKiX JlaMaraHbHAY Ha ajTAHOMIIO 11 CYB3PIHHACHIID.
PamsnbHe MacTaka yIychlillb MHOCTBAa HaBeJHiKay y IpacTopy
TBOPY MO>Xa ObIllb BRITIyMadaHae K J9MaKpaTbluHae afKPhILbI[E
isansaBaHall MacTankail TappiTopbli. CTBapaenija ypa’kaHbHe,
IITO TITas 3aKpbITas Ipactopa TpaHchapmyenua y IUIALOYKY
IIA  TpaMajisKix  [IBICKYCiAY, [3MaKpaThIYHBIX  aKLbIAY,
KaMYHiKallbli, HaJlafl)KBaHbHA CYBA3AY, HaBy4aHbHA it T. 7. Taki
IOT/IAJ, Ha MAacTaLKYI0 INPaKTBIKY iHCTanALBI irHapye, afgHak,
akT cpIMOamiyHall NppIBaTBI3anbli NyOmiuHAM BBICTAyHAil
IPpacTopbl, AKi ManAgpsfHiYae aKTy afgKpbIUbLid iHCTaNAILbI
IJIA TIAjJaLKal CynmonbHachli. K A y>Ko ajsHavyay, TOpHITOPbIA
TpajbIIIBIifHAN BBICTaBBl €ChIb ChIMOamivHall TrpaMaj3Kait
y/lIacHaChbLl0, a Kyparap, fAKi apra”isye T3TyI0 IIPacTopy,
n3eiiHivae af iMa rpaMajskai nymki. HaBegHik TpappinbiiiHai
9KCIA3bILbli 3Haxonsinma ObirjaM ObI Ha CBaéil TOPBITOPBI
¥ sAxacpii cpiMbaniuHara yaachbHiKa TOM HpPacTOpPhI, y AKOI
TBOp MacCTallTBa TpaIlifde Iaj mornAyn i ansuky. Ilpactopa x
MacTalKail iHCTamsIbli 3bAyiseria, HaafBapoT, cbIMOaTiuHail
OpbIBaTHAM yIacHAChII0 ayTapa. 3axof3Adbl § se, HaBelHIK
Hakifgae My6IiYHYI0 TOPBHITOPHIIO A9MAaKpaThIYHAl JIeriThIMaIibli
I Tpamisie § 30HY HeabMe)kaBaHara ayTapckara KaHTPOIIO.
HaBenuik y magseHbIM BBIIA[KY akasBaellja, Tak Ob MOBIIb, Ha
9y>KOil TOPHITOPHIi, Y BBITHAHbHI. EH meparBapaenua ¥ 6exxanua,
BbIMYILIAaHAra MajilapafkaBaljlla Yy>KbIM 3aKOHaAM — TBIM, fAKis
BBI3HAYBIY /171 ATO MacTaK. TyT MacTak BBICTYIIae 3aKaHazay1am,
CyB3p3HaM IIpacTOpbl iHCTAJALBI — i, MardyeiMa, IepagyciMm
MeHaBiTa Tafbl, Kaji 3aKOHbI, BbI3HAYaHbISI MacCTaKOM /I
IIAfalKal CYyIONbHACKI, 3bAYIAI0LIIA AOMaKPaThIYHBIMI.

MosxHa  cpubBApAXKalLlb, ILITO IHCTAAALBIA  BBIKpbIBae
IepllanavyaTkoBa  YAachliiBbl  KOXXHAMy  JI9MaKpaTblYHAMY
PKBIMY ayTapbITapHbI, yIaZHbl XapaKTap. Yce Mbl BeJaeM,
LIITO [A3MAKPATbIYHbI IIapaflak HIKOAI He 3alavaTKoyBaela
I3MaKpaTbIlYHBIM ILIJIAXaM, aje 3ayCénbl y3bHiKae y BBIHIKY
rBajTOyHall paBamoneli. IIppIsHAYBID 3aKOH — 3HAYBINIA,
mapywmbinb sAro. Ilepmbl 3akaHajayla HiKomi HA [3eifHivae
JIeTa/IbHBIM 4YblHaM, €H CTBapae MajiTbIYHbBI Iapajiak, ajge He

CTAHOBIIIIIA STOHAl YaCTKal0. EH 3ajiMae 3bHENIHION0 V BaYyblHEHbHI
fa raTara IHapajiKy Masbllbllo, HaBaT Ka/li IasbHell BbIpallae
fmobpaaxBoTHa fAMY IajmapajkaBania. Ayrap MacTralkail
IHCTa/IALBII TAKCaMa BBICTYIIA€ ¥ POJIi TAKOTa 3aKaHaJay1ibl, AKi fae
I7TIAfALKAN CYIIONbHACBLIL IIPACTOPyY /I caMapaajli3allbli /I BbI3Ha4Yae
IIPaBi/bl, AKiM I3Tasd CyIONbHACHLb IIABiHHA IajIapajKaBalla,
aze pobilb rata, He NpbIHAIEXaubl fa [aj3eHail CYIOIbHACBIL,
3acTarwydbicA Na-3a €10. ['aTae cTaHOBiNTYa 3aX0yBaelllla HaBaT Tafbl,
KaJli MacTaK Bblpalllae layyblljlla Ja CTBOpaHail iM CyIonbHAChIIi.
I'3TBI fpyTi 3Tanm He IaBiHeH 3acaHsANb CabOIO NepLIbl ST, Ha
AKIM aXbILbIAYAAEIA CYyBIPIHHBI )K3CT MacTaka. AKpaMs Taro,
HA BapTa 3abbIBaljlia, LITO ITaChisA YBAA3EHbHSA HOBara Iapajxy,
ISy Hall nanimoii, HeKaTOpa I/IAallKali CyI0/IbHAChLi CTBapaAbHiK
IHCTa/lALBI IaBiHEH cHaj3fdBallla Ha MacTalKiA iHCTBITYLbIi
Yy mObITaHbHI NaATpbIMAaHbHA TI3Tara MapagkKy, KaHTPOIK Haf
HecTabi/IbHAI NaiTHIAN IVIefadoy iHCTanALBII. AIiCBalOYbl POJIIO
maninpliy n3sapkase, Kak [Iapbifa colbBApaKay y cBaéii kHise «Cina
3akoHy» («La force de lois»), mto, Xo11p maminbli HameXBIb TONBKI
QKBIIBLAYIALD HAI/AJ 3a BbIKaHAHbHEM HasAYHBIX 3aKOHay, /13-
¢dakra sHa JH3enbHiUae ¥ iX CTBapIHbHI. AXXBILbLJIeHbHE 3aKOHY
asHayae 11 fAroHae NacTasgHHae aJiHayleHbHe. [lapbiga iMKHelIa
TYT NMaKasallb, IITO IepUIala4aTKOBbI TBAJITOYHBI, P3BaNTIOLbINHbI,
CYBOP9HHBI aKT yBSA3€HbHA 3aKOHY il IapajKy HsA MOXa ObIIb
machiasl IjanKaM 3abbIThI, aje LITO, HAaajBapoT, fia 3bIXOfHAra
aKTy TBaJTy BApTawIa 3HOY i 3HOY. I'aTa acabmiBa BimaBO4YHA
CEHbHA, y HAIIyI0 310Xy TBa/JTOyHara SKCHapTy, YBAJ3€HbHA i
HafTPbIMaHbHA JAoMakparbli. | TyT HA BapTa 3a0bIBalllla Ha TOe,
HITO MpacTopa iHCTanALbl pyxoMasd. [HCcTanALbIA HA Mae CTporait
JsIKaJIbHA IPBIBASKI 1 MOXKa OBILIb pa3TOPHyTasl ¥ TI0OBIM MeCIibl
¥ m10651 yac. Y ToJ Ka 4ac He ITaBiHHa OBILb 1/TF031i, IITO MarybiMas
Hejlkas XaaTblyHas, AK rata ObIo ¥ mamaicray abo y Fluxus,
IpacTopa iHCTa/ALbl, cBabOgHAA afi AKOTa-HeOY3b KaHTPONK. Y
cBaiM 3HaKaMiTbIM Tpakrane «Ppanuyysvl, AUU3 a0HO HamazaHvHe,
Kani vl Jaddeue cmayy pacnybnikanyami» («Frangais, encore un
effort si vous voulez étre républicains») mapkis g Caj nagay ynacHae
6auanbHe imsanmpHa cBabofgHAra rpaMaj3TBa, LITO AAIPIYBIIb
yce 3aKOHBI, fAKif icHaBa/li paHeln, i yBAJ3e TONbKi ai3iH: KOXXHbI
nmaBiHeH pabiub Toe, LITO XO4Ya, YIy4HA 3b JI0OOra KIITAITY
3/madyblHCTBaMi?. Ajle, mTo acabmiBa IikaBa, 19 Caj agHavacoBa
3asgynse Tpa HeaOXOZHAChLb Hasildlickara IPBIMYCY HJIA
IpajyXilleHbHsA PIaKUbIHBIX CIPO6ay HEKaTOPBIX TpafbllibIiiHa
HaCTPOEHBIX I'PaMa/I3sH afiHaBilb CTapyI0 PSIIPICIYHYIO I35 pXKaBY,
sKas abapaHse cAM'I0 11 Kapae 371a4bIHCTBBI. [laninbia aka3Baelia
nmaTpabHali Takcama Ji [yis abapOHBI 37aUbIHCTBAY i 37aubIHIIAY
aJj 3aMaxay pOoaKLbLAHSPAY, AKiA HaCTaJbIYIOLb I1a MapaJbHBIX
aCHOBAaX MiHyJIara.

I Jcé >x TrBanTOYHBI aKT 3acHABaHbHA [3MaKpaTbIYHa
apraHisaBaHara rpamMajj3TBa He NaBiHeH OBII[b IHTIPIPITABAHBI
AK CYIAPIYHBI ATO JiI3MaKpaTblyHail mpbiponse. CyBapsHHaA
cBabofa BifjaBOYHA HeJSMaKpaTbIYHAs, TaMy sHa 3[aela
AHTBI3MAKpaThIuHal. ThIM HA MEHII, HAT/Ie[354Ybl HA BiJaBOYHYIO
mapajaKcaqbHachlib, CyBIpIHHasA cBaboga &cpbllb abaBsA3KOBail
HaIsIpIfHA yMOBall y3bHIKHEHbHs i060ra [sMaKpaTbluHara
napy. I 3HOY mpaxTbIKa MacTalKall iHCTaIALBI CIYXBIb KOOpail
imfocTpamplfAil T3Tara mpasima. TpapblnbplfiHasg MacTaljkas
BbICTaBa IIaKiflae HaBeJHiKa ¥ afi3iHOLlE, [a3BajAIOYbl AMY
caMacToliHa TapayHoOyBalb i Cysipaljb BBICTAay/IEHbIS a0eKTHI.
ITepamsamyarousicss af afHaro abeKTy pAa iHmIara, HaBemHIK
masbayeHbl MardbIMachlii allaHIillb YCI0 BBICTAYHYIO IPacTOpy
Y LSAbIM, YKIIOYal4ybl ylacHylo § €1 masbiibiio. Macrankas
iHCTanmALBIs, HaafBapoT, QapMye CYIOJIbHACHIb IJIefad0y
BBIK/IIOYHA IIPa3 I3MACHYI0 iHCTalALBIIHYIO IIPAcTOpy, AKas
ab’sHOYBae TI3TyI0 CYNONbHAchlb. CalpayiHbIM HaBeZHiKaM
iHCcTanmALBI 3bAYsella He acOOHBI iHABIBI, a rpyma. IIpacTropa
BBICTaBBI SIK TaKas MOXa OBbIL[b YCIPBIHATAsS TONbKI IIsAfalKail
Macail, Kaii xodalie, MHOCTBaM (multitude), AKoe caMo CTaHOBIII[a
YaCTKail BBICTABBI [/Is1 KOKHAara acobHara Iylefiada, raTakcaMma, sk
i, HaaBapOT, KOXKHBI HaBe/IHiK CTAHOBIIIIla YaCTKA0 BbICTaBbI /I
acTaTHiX e HaBeJHiKay.



I'sta 4yacra Hefaalj3HEHae BBIMAPIHbHE MacaBali KYIbTYDBbI,
AKOe CTaHOBII[IIa acabliBa HAT/IAZHBIM Yy KaHTSKCBIIE BBIAYIeHYara
mactaurBa. Ilom-KaHUSPT Ii KiHac’aHC TakcaMa (apMyolb
CYNO/NbHACBLI CBaix yAsenbHiKay. YanbLbl TITBHIX YacCOBBIX
CYTOTbHACDIIAY He3HaéMBbIA afjHO 3 afHBIM, iXHae absHaHbHe
BBINIAJIKOBA€E; 3aCTaelllla HE3pasyMe/bIM, afKy/Ib SHbI HPBIANII
JI KyZIBl CBIMYLb; iM HSIMA 4aro CKasallb aJjJHO aJHaMYy; y iX HAMa
aryJpHail i HTBIYHACHLI ab0 IepajricTopeli, AKas [a3Boiina
6 iM magsAnminp arynabHBIA YCIAMiHBL TBIM HS MeEHII TI3Ta
cynonbHachIli. SIHBI Malonb HajabeHCTBAa 3 TpymNail IacakbIpay
IATHiKa a60 caMasnéra. IHaKII Ka)XkKydbl, I'9Ta calpayabl CyqacHbIA
CYNO/NbHACBL, fAKiA 3pAynAonna TakiMi § 3HauHa OGosbluait
CTyIeHi, YBIM pOJrifiHbIA, NaITBIYHBIA Li IpadaciiiHbLA
a0’imHaHBHI. Yce TPambILBIIHBIA CYIOIbHACDHII 3aCHaBaHBIA Ha
HDamyIIYoHbHI, ObIIIaM IiXHBIA VA3eNbHIKI af caMara Ia4aTKy
3bBA3AHbIA YBIMCBI, IITO JISDKBILD Y MiHY/IBIM: ary/JabHaii MOBali,
Bepail, TaJliThIYHal ricTOpBIAI, BbIXaBaHbHeM. Takis cynmonpHachIi
iMKHYyIIIIa TpaBechblli MeXBI MaMiX caboil i 4y>XbIMi, 3b AKiMi ¥ ix
HsAMa 3/1y4a/bHara arylabHara MiHyara.

[Ta xaHTpacblle 3 TI3THIM MacaBasg KyIbTypa d¢apmye
CcymonbHachlli 6e3agHOCHA Aa aryIbHara MiHy/Iara — cBabOfHbIs
CYIIOJIbHACPI[i HOBAara TBINY. Y T3THIM Ia/lArae iXHBI BBICOKI
MaJ9PHi3albIiHBl TATOHLBIAN, AKi dYacTa BbBIIyCKaellla 3-Iaf
yBari. ThIM HA MeHII MacaBas Ky/IbTypa Hs ¥ CTaHe caMacTOlHa
acsHCaBalb i PACKPBIIb TITHI CBOI MATIHLBLAN, 60 CYIOIbHACDII,
AKis sHA CTBapae, HeJacTaTKOBa YCbBeNaMIALb csibe § rarait
akacpli. Toe X MOXXHa ckasallb IIpa Machl, AKif HaBe[BalOLb
CTaH/JAPTHYIO BBICTAYHYIO IIPACTOPY Cy4acHAara Mysaio abo raaepai.
Yacra Kaxylb, IITO My33i s/miTapHbIa. MAHe 3ajcénbl 3bA3iynana
raTae BbIKa3BaHbHE, IKOE CYIISIPIUBILb MalIMy acabicTaMy JOCbBELY
ya3eny y OecblepalbIHHBIM PYXy I/IsfallKall Machl IIpa3 BHICTABbI
i1 3ai1i My3asy. KoxxHamy, XTo Xoub pas crpabaBay mpblnapKaBariiia
nobay 3 MysseM, 3[allb MalTiTO ¥ rapaapod Mysso abo Tpaminb
TaM y HpbIGipanbHIO, [aBOA3iMacsA YCyMHIiLa ¥ 9IiTapHAChI
raTara iHCTHITYTY. I'9Ta acabmiBa THIUBILI[A THIX YCTAHOBAY, AKist
MivaIfia Hatbo/bII SMITAPHBIMI, HAKIITA/IT MaTpanoniTaH-My3310
a60 MoMA ¥ Hpro-Epky. CydacHbIst [116aNbHBIA TYPBICTBIYHBIS
IUIBIHI 3bMSATAONUDb TI00YI0 IPITOH3II0 MY39I0 Ha 9MITapPHACBIb,
O3MAHCTPYIOYbl € CbMAXOTHAchblb. [ KXajmi T3ThIA IJIBIHI
MavyblHAIONb aOMiHAIlb SKYI0-HeOY[3b BBICTABY, €HBI Kypartap
3ycimM Hs1 6yAse YcbllelIaHbl §I 3a3Hae He MA4yLbLE abpaHAchIi,
a CKpaifHse 3aCMy4YsHbHe afi Taro, IITO HA 3MOT IpapBalla fia
MacaBara Ir7efada. Aje T3ThI IVIAa4 He yCbBefaMilsie csibe Macai,
€H He ¢apmye sAKOI-HeOyA3b MamiThli. [apBI3OHT KaHLIPTHBIX
¢anaTay 1i KiHarIeavoy — cu9Ha ab0 9KpaH — 3aHAATA A aIeHbI,
Kab afj9KBaTHA JCIPBIHALD i acoHCaBalb IPACTOPY, Y SAKOI SHBI
3HAXOf351111a, 00 CYIIOIbHACKII], YaCTKAlI SIKiX AHBI cTamics. ['aTa it
€cpllb TOII THII padriekcii, Ha sIKyI0 MpaBaKye I7Iefadoy mepagaBoe
CydJacHae MacTalTBa — Ii raTa 6yf3e MacTalTBa IHCTA/ALBI, L
SKCI3PBIMIHTAIbHbIA KypaTapCcKis MpaeKThl. ATHOCHAA i3aIA1bld,
sAKas CTBapaellla IIpacTopall iHCTasALbli, a3Hayae He IaBapoT
CbIIiHali 1a CbBETY, a, Xy T3, I3/ AKAITi3aLbIIO V I3TIPhITAPhI3aLIbII0
YaCOBBIX MAacC-Ky/IbTYPHBIX CYIIOIbHACBLUAY TaKiM 4YbIHaM, AKi
JasBazisge iM acsHCaBallb CBAal0 Y/ACHYIO CBITYallbllo, 3ipHYIb Ha
cs16e 360Ky. IIpacTopa cydacHara MacTalTBa [ae MardbIMacbhllb
YajlaBedYbIM MHOCTBaM 3bBSIPHyLLA fia cs16e i1 mpacimasiub csbe,
AK y XpaMax i Iajlaljax paHeiIIbIX 3110Xay 3aXalllAlica Kapanami
it manaBani 6aroy. (Mysait ¢ararpadii Tomaca lIrpyra (Thomas
Struth) BenbMi faknafHa mepajae raTae BBIMSAPIHbHE CydacHara

My3310: T3Ta V3bHiKHEHbHE W HeJayraBeYHachbllb YaCOBBIX
I/IALKiX CYIOIbHACBIIAY.)
Incrananpia, AK HigKad iHIDasA HOpakKThIKa,

Aga3BajAe€ PpyXOMbIM 4YajlaB€4YbIM MHOCTBaM 3a3Hallb
al9yBaHbHC 3HAXO’)KaHbHA TYT i nAamnep.

IncranAnbia  €cbub Halllepll Mac-Ky/AbTypHail  BapciAit
amicanara boHbsminaMm iHpbIBigyanpHara ¢usHIpcTBa 1 3
IpPBIYBIHBI T3TATa — MeCIiaM 3bAyIeHbHs aypbl 11 mpadaHHara

a3apaHbHA. Y II9MBIM iHCTAIALBIA QYHKLBIAHYE K 3BAPOTHBI 60K
P3IpajyKLbli, BbIBOJ3AYbl KOIIiI0 3b HeMapKaBaHall, aJKpbITai
IIPAacTOPbI aHAHIMHAI LIBIPKY/IALBLI J1 3bMALIYAIOYBI sie — XOLlb OBl
TONMbKI i1 Ha 4ac — y QikcaBaHBbI, CTaOIMIbHBI, 3aKPBITI KAHTIKCT
TanajAridHa CTpora akpacbieHara TyT i umsmep. Cy4acHbI CTaH
KYJIBTYPBI Hs MOXa OBIIIb PIyKaBaHBI Ia CBITYAllbli CTPAThI ayphl,
fa IBIPKY/LALBI pIIPagyKLbLi I1a TOV 60K TyT i Lisinep, sIK raTa ObII0
anicaHa baHbAMIHAM Y ATOHBIM 3HaKaMiTbIM 3¢3 «I'BOp MacTanTBa
J omoxy Aro TOXHiUHall ys3HaymsanbHacbli»’. CydacHas sIoxa,
HaaBapoT, QapMye CKIaflaHyI0 KaMOiHALIBIIO II€pPacOyBaHbHAY
i BAPTaHbHAY, N3T3PbITAPBIANI3ALbIAY 1 PITIPBITAPBIANI3aLbIAY,
CTpaTay ayphl I i€ aJlHayIeHbHAY.

bsnbaMin majssange Bepy BbICOKara MaJIspHiCIIKara MacTalTBa
Ba yHiKa/bHACHIb ATOHAT'a HAPMAThIyHAra KAHTIKCTY. 3bIXO3AYbI
3 T9Tall IepafilyMOBbI, CTpaTa BBIK/IIOYHACBLi, apbIriHa/JIbHACBI
KaHTOKCTYy as3Hayae /[ad TBOPY MacTallTBa KaHYaTKOBYIO
CTpaTy AroHall aypbl, IlepaTBapsHbHE AT0 § KOIiI camora
csibe. ApHajneHbHe aypbl iHABIBiTyanbHara TBOpPY marpabye ¥
T9THIM BBINAAKY CakKpasisaubli ycéit TopbITOpsli mpadaHHalL,
TallajATiYHa HABbI3HAYaHall MacaBali LBIPKYIALB — Yy YbIM,
HeCYMHeHHa, 1 [amAray TaTaaiTapHbl (alIbICIKi IpaeKkT. Y
T9THIM TajioyHas mpabrema pasparay BoHbsMiHa: €H ycmpbiMae
30Hy MacaBara abapauysHbHs KOIii, L[BIPKY/IALBIIO HAOTYN, K
YHIBOPCANbHYI0, HOJTPaNbHYI I TaMareHHYK Mpacropy. EH
HaCTOViBae Ha Bidya/bHail HeaJ|pO3HAChI}i, HA CaMaiJ[3HTHIYHACHL
Komii y mpalace ejiHail LBIPKYIALBIL ¥ IPacTOpbl CydacHail
KyIbTYpbl. Ajle abofiBa 3TafjaHbIsl MPBIHLBIIOBBIS NANYIIYIHBHI
y Tokcpblie BoHbAMiHa mpabneMarhluHBbIA. Y MeXKaX CydacHai
KY/IbTYPbl Ma/llOHAaK IAacTasHHA NepaMsALIYaellia 3 aJfHbIX M3/blsA
Ha iHIIBIA 71 3 afiHaro 3akpbiTara KaHTIKCTy ¥ iHImbl. OparMsHT
¢inpMy, HaIpPBIKIAaA, MOXKa OBIIb [AKa3aHbl ¥ KiHAT9ATPbI, 3aThIM
KaHBIpPTaBaHbI ¥ /miu6aBbl papMar i BBICTA§/IeHBI HA HEYBIIM BIO-
caifife. A6o makasaHbl Ha KaH(IPIHLbI ¥ sKachli imocTparsii,
ab0 mparyiefKaHbl MPBHIBATHBIM YbIHAM JOMa I1a TI/eBi3apel, abo
3bMEIIYaHbl ¥ KAaHTIKCT MY3diiHail iHcTanAnbl. TakiM 4yblHaM, 3
[lallaMoraii IIMaTCTAHbIX KAHTIKCTAY I MO bIsA IITHI KiHaparMaHT
TpaHcapMyellla pO3HBIMI IIparpaMHBIMI MOBaMi, IparpaMHbBIM
3abechbITY9HbHEM, (papMaTaMi sKpaHy, CTAHOBINIYAM y IIPACTOPBI
iHcTanAnpI 1 I. #. IIi MaeM MbI CIIpaBy yBeChb I'3ThI 9ac 3 afiHbIM i
TBHIM Xa KiHapparmanram? 11i spsaynsenua éH fakaafgHal KOsl
JaKMafgHal Komii fakmajfiHara appiriHany? Tamanérisi céHpHANIHIX
CeTaK Ilepajaybl, BBITBOPYACHIli, TlepayTBapIHbHA 11 paclayciopy
MajIIOHKay Ha[i3BBIYail TeTopareHHas. BblsaBbl OechIepallblHHA
TpaHchapMyOIIa, nepasalicpamolla, panarymona n
IepanparpaMmyiona y Ipalisce pacnayClofly Ila ceTKaX, i Ha
KO>KHBIM 3Talle AHbI NI€Pa’KbIBAIOIb Bi3ya/lbHbIA 3bMeHbI. CTaTyc
Komlii AK KOIii CTaHOBillla CyYacHall Ky/IbTypHall YMOYHAacCbIIO,
AKOIt HeKami ObIy craTyc apbiriHany. BoHbsAMiH Mspkye, wITO
O3AKYIOYbl HOBBIM T3XHAJIETiAM [JaK/IaJHACcbllb Y3Hay/IeHbHA
apbITiHAITY YCé maBsIiYBaellia, Tafbl SK HacaMpad ycé afObIBaeria
poyHa HaagBapoT. Cy4yacHbIA TOXHAETii MBICH/IALLD TAKaIEHbHAMI:
Hepacanb iHpapMalblio 3 anapaTay i IparpaMHara 3a6echIsTYSHbHS
aJjHaro MaKajeHbHs Ha HOCHOITBHI iHIAra MaKajeHbHs a3Hadae
icroTHa se 3pMsAHIIb. MaTadapplyHBl MAHATAK IAKaJeHbHS,
AKi BBIKapbICTOYBaellla CEHbHA § TOXHANATIYHBIM KaHTIKChIIE,
raBopeillb caM 3a csibe. Tam, Ase icHyoUb MakaaeHbHi, Mae
Mecua Ippinay KaHQIIKT MaKaleHbHAY. Yce MBI pasyMeeM, LITO
3HaYbILb NlepafiaBallb I3YHYIO Ky/IbTYPHYIO CIAJ4YbIHY aJf aJHAro
IaKaJleHbHA CTY[9HTAY iHIIaMy.

MpI HA ¥ cTaHe 3aMallaBallb CTaTYC KOIIii, raTakcaMa fK i cTaTyc
appirinany. He icHye Be4HBIX Komifj, AK HAMAa 11 HA3bBMEHHBIX
apbirinanay. PampagykaBaHbHe ¥ TOM >ka cTymeHi iHdikaBaHa
apbITiHAJIPHACBLO, Y AKOM aloOWIHAS axXoIjleHas Bipycam
panpagykaBaHbHA. LIBIpKymIOIoubl ¥ MHOCTBE KaHTIKCTay,
KONifl CTAaHOBilllla C3PbIAN PO3HBIX apbiriHanay. Ko)kHasa sbMeHa
KaHTIKCTY, M00ast 3bMeHa M3bIIOMY MOXKa ObIIb iHTOpIpITaBaHasa
AK aJIMOBa aJ CaMOra CTaTyCy KOIIii, AK CYyTHaCHBI Pa3phbly, AK HOBbI
Mavarak, fKi afIKpblBae HOBbIA TapbI3OHTHL. Y T'3TBIM C3HCE KOMiA




HiKOJIi HA €cbLib KONiAM y IOYHBIM C3HCE, aje, XyTudil, HOBbIM
apbITiHa/IaM y HOBBIM KaHTIKcblje. KoxxHast Komis cama ma cabe
3bAyAAena PnaHapam, sIKi MepakbiBae dac afi dacy npagaruae
asapavvHe, IITO IepaTBapae se ¥ apbiriHan. Komisi cTpaubae
CTapblis aypbl I HabbIBae HOBBIA. 3aCTAIOUBICS, MardbIMa, yCé TOit
’)Ka KOIliAM, sfHa afiHa4YacoBa CTAHOBILILJa iHINBIM apbITiHa/IaM.
Ycé rata pmsMaHCTpye NOCTMAafSpHICUKI IIPAeKT TIMaThI3alibli
y3HaynANbHAra, IIMAaTKPOLb IIayTOpaHara, panpajyKaBaHara
XapakTapy (marxHEéHBI  baHbsAMiHaM), TraTakcama
TapajaKcanabHbl, AK i Ma3PHICIKi IPpaeKT TO9MAThI3aLlbli apbIriHaTy
11 HOoBara. Bimanp, MeHaBiTa TaMy NOCTMaJj9pHiClIKae MacTalTBa
IMKHeIl|a la rpaHiYHali BOHKaBall HaBi3HbI, HaBaT KaJli, JaKIafHell,
MEHaBiTa TaMy, LITO sHO CKipaBaHae CylIpalb CaMOIa IaHATKY
HoBara. Hamae paursHbpHe IpbI3HAIb HENKYIO BBLABY KOMistit abo
apbIriHa/lIaM 3aJ/IeXXbILb afl KAHTIKCTY, a]] TOJ ChITYallbli, y IKOJ IHO
npeiMaenia. ['ata pamsHbHe 3ayCENbI CydacHae: AHO HalIeXXbIlb HE
ma miHynara abo ga 6ymydbiHi, a TONMBKI fja UsimepurdsIHbl. | raTae
panIsHbHE TaKcaMa 3ayCéfbl CyB3pIHHae. IHCTanAnblA 1A TaKix
PalISHBHAY CallpayAbl 3bAYIAela NPACTOpail, y AKON y3bHiKae
mym i ysmep i adbviéaenya npagantdae asapsHvHe Mac.

BbIABbBI

Bapra 3ayBaXkpIllb, IITO MPAaKThIKa iHCTaNAIbIi agHaYacoBa
BBLAYIIAE 3a/e)KHACBIb KOXKHAN I9MaKpaTbIYHall IpacTopsl (y
SIKOVI CaMapaIIpa3sHTYIOLLIa Mackl 800 MHOCTBBI) afi HPBIBATHBIX
CYBIPIHHBIX BHIPAIISHBHAY MacTaKa AK 3aKaHagayIbl. [9Tbl paxT
OBy oOpa BAOMBI CTapaXKBITHATPILKIM MBICBHIApAM, I'aTaKcaMa
AK 1 apra”isaTapaM paHbHIX [3MaKpaTbIYHBIX P3BaJIOLbIAY.
Y amomHi 4ac raTae BeJaHbHe OBIJIO KpBIXY BBILleCbHEHae
INaMiHOYHBIM NaliTBIYHBIM AbICKypcaM. Ilacena dyko Mbl mavami
3axamsnla MOIIyKaM KPbIHIIBI yaazbl ¥ aHAHIMHBIX CyBA3AX,
CTPYKTYpax, IpaBiNax i mpaTakonax. AJIHaK raTas 3allbIKJIeHaChIlb
Ha aHaHIMHBIX M3XaHi3MaXx y/Iazibl I1aBsA/Ia HAC aJ] YyChbBeLaM/IEHbHSA

Ba)KHACBLi  iH/BIBiAyaZlbHBIX, QAYTaHOMHBIX pAlISHBHAY i
VYbIHKAY, AKis 3bJ3AMCHHAIONLA Y IPHIBATHBIX Te€T3PAaTOIHBIX
NpacTopax, — Kaji BBIKapbICTallb IpamaHaBaHbl PyKo TIpMiH.

CydacHas f[sMaKpaTbldHaA ylajia TaKCaMa Mae M3TacallblAIbHbIA,
M3TaNyOIiYHbIA, TeTIPATONHBIA BBITOKI. Sk afgsHavamacsa paHer,
MAacCTaK, AKi CTBapae HeKYIo IPacTOPY iHCTalALbli, He HaNeXbIIlb
Ta fge caM, €H TeTIPaTOIHbI, CTAPOHDBHI ¥ MaYblHEHbHI fa fe. Aje
CTaHOBiIITYa Ty>KOTa He 3aycEMIbl a3HaYae HeabXOHACHIIb YTy YSHBHSA
rsTara CTapOHbBHATA § CALbIA/IIbHYIO IIPACTOPY /A HaJ3sA/I€HbHA
Aro ynafai. 3aBajmojalib yraajali MOXKHa TaKcaMa MLUIAXaM
BBIK/TIOY9HBHSA, acaOjiBa caMaBBIKIIOUYSHBHA. TOi, XTO 3aiiMae
3bHEIIHIOI ITa3bIIbII0, MOXKa ObIIIb MaryTHBIM MEHaBiTa 3 IIPbIYBbIHBI
HeNaJIkaHTPOJIbHACBLII TpaMaj3TBy, HeaOMe)XaBaHachlli cBaix
CYBIPIHHBIX YYBIHKaY AKiM-HeOyA3b I'paMa/i3kiM abMepKaBaHbHEM
a60 ajcyTHachIi HeabXOHACHI ¥ MyOMiYHBIM caMaalpayaHbHi.
Bpito 6 HACIYyIIHBIM MepKaBaHbHe, IITO Taki TBHIN ylagHara
ayTcaliiapcTBa MOXKa OBIIb ITaJIKaM 3bHINTYaHbl IparpacaM Hosara
4acy 1 A3MaKpaThIYHbIMi paBanonbiaAMi. [Iparpac panblAHaIbHbL
AJte He BBIITaIKOBA MaCTaK y Halllall Ky/JIbTYpbl Oaubllilla Bap sATaM
a60, mppIHaMci, anmaHTaHbIM. QYKo ObIY YIS¥HEHBI, IITO IIaMaHBbI,
BeI3bMaKi il MpapoKi OO/MblI He afbITPHIBAIOLb IPBIKMETHAI
pomi ¥ HamBIM IpaMaj3TBe, IUTO SHbI CTajai BbITHAaHbHIKaMi,
3bMENIYaHbIMi § ICBHIXiATPBIYHBIA NAKApHi. AJle Hallas Ky/abTypa
3pAyAdena nepafgyciM KyabTypal 3HaKaMiTacbUAy, HaKaagHerl,
30paK, Ipbl THIM LITO HiXTO HA MOXXa CTallb 30pKall, Kaji €H HA
écpp BapATaM (Ui, IpbIHaMci, He HpbIKigBaenna Takim). dyko,
BiflaBOYHa, YbITAy 3aHA/ITa LIMAT HABYKOBAJl MiTapaTyphl 11 3aMasa
JKOYTall IP3IChl, iHAKII €H Begay OBl JIEII, KOe Meclja ¥ coupiome
3ajiMalolb CEHbHA Bap ATHL. Hi [/1s Kora He CakpaT, IITO CYy4acHbIA
IIaTiTBIYHBIA JTITHI TAKCaMa €ChbIIb YaCTKAIO IIsA0aIbHAll KyIbTY b
30paK i 3 raTall NpbIYBIHBI 3HAXO3AILIA NIa-3a TPaMafi3TBaM, AKIM
Kipytolb. [71510a/1bHBIS, HaXJ9MaKpaTbIYHBIS, TPAHCBA3SAPXKayHBLA,
3bHEIIHiA ¥ JaublHeHbHI f1a M1000J1 I9MaKpaTblYHa apraHi3aBaHail
CYIONIbHACDHIIi, Y30pHA IIPbIBATHBIA, TI3ThIA IIIThl HacaMpad
CTPYKTypHa Bapsnkisa. [lajseHbls pasBari ObUIO0 6 HACTyLIHA
IHT3pIp3TaBallb y SKAChbli KPBITBIKI iHCTANALI AK MacTalKail
¢ opMBI IIIAXaM arajieHbH: efiHara CyBIpoHHara Xapakrapy.

Mb>srait MacTanTBa y KaHYaTKOBBIM BBIHIKY
3bAYNANIIA He CalbIANbHbIA 3bMEHbI, AKiA 1
06e3 Taro OechmepambiHHAa apgObIBamonna. Pons
MacTalTBa MajaArae, XyT4di, y [3MaHCTpalbli,
Bijyamisanpli p3aabHAchUAy, AKid 3BbIYaAlIHA
BBINIYCKAIOIIIIa 3-TIaj] yBari.

OKCIUTIIBITHA TPBIMAIOYbl 3CTITHIYHYIO afIka3Hachllb 33
adapM/IeHbHe IIPACTOPBI iHCTA/ALBI, MACTaK BBIAY/se CXaBaHae
ayTaHOMHae BBIMAPIHbHE CydacHara fisMaKpaTbl4Hara Iapafky,
sKoe OO/IbIIAChIh MAMThIKAy IMKHyLLA yTain. Y MHIpacTopsl
iHCTanALBI Iepaji HaMi HelmacpsjHa Iaycrae ABAiCThl XapaKTap
CydacHara pasyMeHbHs CBabombl, sikasi (pyHKUbISHYe y HAIIBIX
I3MaKpaTblAX IapajenbHa AK CyBIPSHHAA 1 AK iHCTBITYIIbIiHAA
cBabopa. Macraiikas iHCTa/IALbLS, TAKiM IbIHAM, ECBIIb IPACTOPAI0
HecXaBaHAcCblli, HAYKpbITachli (y rajifjarepblIHCKIM C3HCe) TOi
reTopaTollHal, CyBOP3HHAM ynagbl, fAKasg Toila 3a yAYHai
IPa3pbICTACHIIIO ISMaKpaTbIYHATA PI)KBIMY.

Ilepaxnad 3 paceiickaii mosvi. Kpviniya: Re: Museum. T6inici, 2014.

Ynepwvinio makcm 6vLy anybnikaeéanvi Ha anzenvckati mose y e-flux
journal # 2 (01 /2009).

Bapeic SdimaBiu TI'poiic, TIapaTeiIKk MacTanrba, ¢inésad,
micbMeHBHIK, myOmiupict i Kyparap. ILlsamep mpadacap paceiickait
MOBBI i1 cnaBicTeiki ¥ Horo-Epckim yuiBapcoitane 31ITA i crapaiimbi
JachlefublK Ba YHiBIpCHITALe MacTauTBa it Api3aiiny ¥ Kapnbcpys
(Hsamewusina). Ayrap pyHmaMsHTanpHbIX mpanay ma ¢inasodckai
iHTIpIIpaTaLBli pacelicKall KYIbTYPBI, IIePUIBI JaChIeTYbIK GPIHOMIHY
Mackoyckail KaHI3NTyanbHall mMKonbl. AyTap KHir «Creinp Cramin»
(1988), «[I3énbHik dpinésadar (1989), «Mactarra yromii» (1993), «Ilag
nagaspsHbHeM. ®aHaMaHanéris Mapgbisa» (2000) i inm.

! Derrida J. La dissemination. Paris: Editions du Seuil, 1972 (Oeppupa . [JucceMmnamus.
Exarepun6bypr: Y-®akropus, 2007).

2 Marquis de Sade. La philosophie dans le boudoir. Paris: Gallimard, 1976 (Mapkus xe Cap,.
dunocodus B 6ynyape. Tepesa-dunocod. M.: PUA ICT-BECT, MockoBckuit paboumii, 1991).

> Benjamin W. The Work of Art in the Age of Mechanical Reproduction, in: Illuminations:
Essays and Reflections, ed. Hannah Arendt; trans. H. Zahn. New York: Schocken Books, 1969
(BCHI)SIMM“ B. “p()"SBC)]CHMe MCKYCCTBA B 3IOXY €To0 TeXHUYIECKOI BOCIIPOM3BOAMMOCTII:
Ns6pannsie scce. M.: Meguym, 1996. C. 15-65).
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AHTOH bapbiceHKa

T oN 3 opaexty «Inciting Force». 20I5
«Inciting Force» project. 20I5






A — ua re¥#. Bizmsa I3'48. Mencxk, 2008
PRSP I'n not a gay. Video I3’48. Minsk, 2008






Ka6 3pabiub npouinactayneHbHe na3blTblyHa i H3raTblyHam
Bi3ii AWu3 60NblW BbIPa3HbIM, Xauy CKapbiCTaLLammaTadpapbluHanm
anasblublAn JBaHrenbne / KaTtaxoH (3anasblyaHall MHO Y

iTanbAHCKara dinészacda Maona BipHa). CbBeT
DBaHrenbna — raTa cTaH pobpanm BecTKi npa
npbixoa M3cii, AKi Yycix BblpaTye, 3anaHye pabpo,
a 3/10 Hasay»XAbl 3bHiKHe. CbBeT KaTaxoHy — raTa
CTaH Aa npbiIxoay Macii, Kani 3710 nacTadAHHa Bakon
Hac i Mbl cnpabyem Amy cynpauiynauua, yacam
nacbnaxoBa, 4Yacam — He. Y AKacbui napagbirmaTbiyHara

npboiknagy KataxoHy BipHa npanaHye 3biIxon Aayp3ay 3 3rinTy n
iXHbIA capakarafoBblia 61yKaHbHI i abypP3HbHI ¥ MYCTbIHI.

Y aki 3 AByx cbBeTay Tpannde apT-npaekT «XXY»? Kani
Mbl FNAA3IM Ha Aro AK Ha HAygauy (agmoyHasa Bi3iA), — To ycé
ap6biBaeyLa Y cbBele DBaHrenbna, A3e akaspaeuua, Wrto gobpas
BeCTKa reHA3pHan TIO0pbli, WTO pa3Hociyua KBip-anocTanami,
camapasbypaeuua 3 npblublHAy 3aHaaTa APoO6HbIX anbbo
BbINaAKOBbIX, Kab cTaBiuua 1 Aa raTbiXx NpblubiHaY, i fa camora
nacfiaHbHs cyp’'é3Ha. Kani X, y pawuye pawT, mbl 6aubiMm y apT-
npaekue nocbnex (nNasbiTblyHaA Bi3ia), — To Yycé apbbiBaeyua
y cbBeue KaTaxoHy, f3e 3HauyHa BbIW3K 33 AO6pPYI0 BeCcTKy W
anolwHae pawsHbHe LUdHiuUua 6scKoHUae cynpaubCcTasgHbHe
BeUYHbIM HebACbneKam i NnacTagHHas marybiMacblb HA3rogbl. Ha
Mal X AyMKy, «XXY» Tpannae Akpa3 y npactopy namix AByma
CcbBeTaMi — ca CBaiMi, XyTUY31, 3BaHrenbCkal KaHU3MNUbIANW i,
XYTU3, KaTdXaHiYHbIM YyBacabneHbHeM.

apred MacoxiH.

ergey [Shabohin
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KamMy Hanexblub Maé iMa?

| Ha MHe aaknaaHa.
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HanayHa, MaiM 6aubkam,

9Kig aJHOWYbI BbIpaLlbI/i,

WITO & raTa gHo,

i nepakaHani acTaTHix.

HansyHa, TbiM, XTO Mae npasa

nicaub 9ro y AakyMaHTax

i nobau Kneiub

MOV ¢oTazabiMak 6e3 yCbMeLlKi,
3nyvaloubl Toe, WTOo 9 aTpbiMana

Ha YCE XblIUbLE, i COKYHAHYI0 Cnadacblipb.
KaHeuHe, 9HO Hanexhblub Tabe,

Xaugd Thl HA YacTa iM KapbICTaecbCs.
9HO HanexXbilb MaiM CI6paM i 3HAEMBIM,
gKig, nabaublyubl Y HATOYNE,

HacaJ KBalolb MIHE Ha KPY4YoK iMeHi

i naausarsaoub 61iXKIN.

Maé iMs Hanexbllb KOXHaMY,

XTO 4ro Beaae,

i 6ya3e Hanexaub KOXXKHaMy,

XTO Mpa gro aasHaeuua.

Ane MHe HiKoni...

Y A3quiHcTBe 9 cnpabaBana sro
Ha 93blK, 9K HOBYIO LLALIKY.

9 pabina Haj, iM aoCbneapl,
A3engubl Ha cknajbl,

MAHSIOUYbI MecL.aMi NliTapsbl,
WYKAubl, IKad 3b iX NilIHAG,

a aKyio 9 Moba 60nbLW 3a YCE.
I a mo6ina nepuyio,

i APYrylo, i Tp3uolo,

a 9Hbl MIaHe He,

Maé iMs cnyxanacg iHwbIX,
a g cnyxanacs gro.

9 Hanexxy cBaMy iMeHi,
a He 9HO MHe.
9 Ba ynajze raTbix ManeHbKix

IR
I C

YU3MNICThIX NiTapay,
r3ThIX NPaHi3bAIBbIX ryKay,
WTO NpaMayngioua YyKbiMi pTami.

[39Kkyn Tabe, Maa racnagbiHg,
A39KyM Tabe, MoM racnajap Imq,

3a Toe, WTO He namipaio

aj ronaay i caMoThl,

3a Toe, WTO Y vanaBeubiM CyCbBeLe
Malo CBaAé HaMMeHbHe,

a 3Haubllpb, CBAé 3aKOHHae MecLa,
cTpora abMmexkaBaHae

C/TIOVHIKaBbIM apTbIKy/1aM.

He azpaubicd, HI CKiHYLb,

HS 3bHilWYbILb,

Ha Mecupbl namepnara iMeHi

Ha mMaiM uemeHi

HexTa abaBg3koBa naca/3iub HoBae —
Hs BbipBalb i

Hg BbipBauLUa.

Kamy Hanexblub Maé iMa?
Ha MHe.

Anbrepay b.

[amixx HaMmi cnos.a.

9 Malo y poue 9ro navaTtak,

a Tbl — 4ro KaHel,

Cnosa — raTa naeBeTpaHag pbiba.
Mol 3ybami yuaninica y e

i aanyckaub HS XouaM.

Cnosa nérkae

i pobiup NErkimMi Hac.

Beuep naapiMae pbibiHY c/10Ba
i HACe, 9K Na LSU3HbHI,

V UyXKbls CKa3bl,

Y UyXKbls TIKCTbI.

NI0Ba Bix/se XBACTOM

y usbe y poue,

rnaa3iub He Miprawubl
CbNi3KiMi BaubiMa y Mato IMoTKy
i Nnaaaaeuua napbiBam.

Hawbl uensl He aaapBaub aj, C1oBa,
He pacxiHalubl BYCHay,

He pacbLjicKalubl CKiBiLay,

H9 6auaubl g93blka aAHO aaHaro,

Mbl cnpabyem raBapbllb Namixk cabow,
a namixx Hami pbI6iHa,

AKYIO Mbl H MOXXKaM BbIMYCbLLillb,
CNIOBAQ, 9KOE Mbl 6aIMCA BbIMaBillb,
BOOpa3s, 9Ki Mbl H9 Xouam

La/IKaM ac3HCaBallp.

“M
Wi

Ane, Kani Mbl aanycbLiiM
pbIGiHY Ha BOJMIO, Ui BbIXXbIBE SHA
i Ui napasymeemcs Mbl?

Byniua

Byniua mMyciupb

CNYXbilb MALLbIHAM | Mewaxo/aam.
Byniua mMyciup

a/J CKPbIKaBaHbHS Aa CKPbIXKaBaHbHS
Oblub pOyHaW i naaaTniBaw.

Byniua, Ha3BaHag aj, HApaAK3HbHS

y roHap BycaTara reHspana,

MYCillb NMa-A359B04Ybl MPbIF3HA YCbMiXaLLa
CBaén 6enasybamn najzsangnasHam
nanacom,

Nnakynb BipNaBoKid CbBET1AaPOopbI

"I Welpakanaeublsd XpyLIYyoyKi

6yayub caubilb 6€3b nepaabixy
3a UbICbLHEM 9e nagckaTara uena.

Ane HIXTo 3b iX H9 Bejae,

' wTo Byniua npapacrae YHyTp,
! WTO ByNiLA BbIXaBasna naJj, cabon ropbi,

AKid UArHyuua naxinbiMi BApLUbIHAMI
Ja caMara U3HTPY 39M/i;

WTO BY/iLA BbINYCbLiNA 3b cA6€e paKi,
9HbI, CbMEIOUbICS, BO/IbHA CbLFKaloUb,
nasbbgraiousl rp36n9y i MacToy.
Byniua nerna teapam yHis,

i Nakynb Tonuyuua na éx newaxoabl
i KOnami NpblUicKaloLUb 9€ MallblHbI,
BY/liLA LiXa ¥ NAWYOTHA CbngdBae

" Hease Tam y Aylibl,
' naj, achansram.

AaMoOyHacbUb

Taga MoBa, Ha 9KOM 9 Mary raBapbilpb,
[3Ta He Mad MoBa.

A Tag, Ha 9KOW Xauy raBapblib,

He yknapaeuua y ClOBbI,

, 9dkia 9 Beaato,

He 3bMdluuae Bobpassl,

dkisa a 6auy.

Jng Maén MOoBbl HAMA CNIOYHIKaY,
[na 9e He cpapmaBaHa npasinay.
[3Ta MoBa 19 ublTaHbHY Npa cs6e,
JNg ubITaHbHS 3 NaMbIIKaMi,

bo npaBepbllb HAMA KaMmy.

MNicaub Ha én 9 He 3Mary Hikoni.

Kani Tbl ublTael raThl Bepl,
Thl H9 MOM UbITau.




PA3BYPbILIb CTIP2SATDBIND,
KAb 3ACTALLA AKAHYBIHAKD

F'ytapka 3b lOnanm LlimadeeBan

3 BOKNajKi enHara neplara nasTbiyHara 360pHiKy «KHira
namblnak» Ha MAHe rnAA3iub A3AY4YblHA 3 BOrHEHHbIMi Banacami 1
byKeLikaM KBeTaKy pyu>s (kapuiHa «LleHb KaxaHbHA» DHTaHi CaHuica).
3a BoOpasam KpoxKara CTBap3HbHA [JakKnajgHa npaybliTBaloLULa
MOL, 3H3Pria i — poyHacbub. [13AyuyblHa-ApanexHiua, A3AY4blHa,
AKana ymee nagaub Y KaxaHbHe, NpakbiBaloubl KOXHbIM MifliM3Tpam
CBaéN iCTOTbI ArOHbIA »Kapcbui. Ane, nagatroubl, MarybiMa, Befatoubl
npa 6onb, AKi cnacblirHe y diHane, AHa 3acTaeyua ¥ nepLuyio yapry
camoit caboto. bo KaxaHbHe — ycAro TonbKi Haroga, MaruybiMacbLb
afuyLb, WITO XblBbl, IPACTOPa, y AKON XblLbLIE MOXHa CNacbLUirHyLb
y NOyHau CTyneHi.

Bepwbl nastki  Onii
X aguyBaHbHAMI. Papgki,

LlimadpeeBaii HanmoyHeHblA  raTbIMi
BOCTPbIA, YacaM na-ApanexkHilKy

HebACbNeYHblA, NPacAKHYTbl 6A3bMeXHal LWYbIpacbLo: ayTapKa 6bl
arandeuua, ane rata pobiub Ae AWYS 60NbL MOLHAN i ynayHeHan y
cBaén yHikanbHa ayTaHOMHali npacTopbl, A3€ IHLbl — YCATro TONbKi
NI0CTPa, Kab ybaubiLb camo KbllbLé.

— lOnsA, Tbl Na3TKa N nepaknagubiya. Lli pasbgsansaew
acabicta gna cab6e raTtbia A3bBe inactaci? Li écbub
NpbiApbIT3TbI? XTO Nnepubi: IOna LlimadeeBa-nastka anb60
nepaknagubiya?

IOna UimadeeBa: [3Tbix inactacay y msaHe 6onbly, a uanep
[a Taro > A HaBy4alCA ¥ MaricTpaTypbl 1 3aiMaloCcA BblByYIHbHEM
TBOpYAaChbLi AWYS afHOM Na3TKi — am3apblKaHKi SapbleH Pbiy. Tak
WTO A AWYS N Jacbnefublk — y HelKal nayatkoBan dopme. Ane,
Kani passaxaub npa nas3ilo " nepaknagubiuKylo A3enHacblb, A
6 He ckasana, WTO pPa3bA3ANAlo r3TbiAa A3bBe CPapbl, Tamy LWTO Y
nas3ilo MAHe NpbIBANI MeHaBiTa nepaknagbl. [3Ta ¥ no6bIM BbiNagKy
y3aemajsesHbHe 3b NiTapaTypall, ans cAbe acabicta A TyT He mary
npasecbLii BeNbMi BbIPa3HYIO MAXY.

— Ane, Kani Tbi nepaknagaeu ‘-Ible-HeGyA3b Bepubl,

HaKoJbKi ynnbiBae TBoOM acabicTbl TBOpUbI NavaTak?

10. L.: MNaguac nepaknagay A cTapaloca He Aajasaub cBaé
acabictae. MHe Ba)kHa HA CTOJNbKi YKnacbLi ¥ nepaknag cabe, KONbKi
BbIABiLb, NepaAaLb rosac nasTa Ui nasTki. 3pasymena, A Tam Takcama
écblb, ane iMKHYCA MiHiMani3aBalb raTyio NpbICyTHaCbLb.

— HanpbikaHuybl miHynara roay Bbifillay TBOW nepLubl
360pHik nassii «KHira nambinak», y aHaTaubli ga AKora
nasHavaHa, WTO r3TbiA TBae Beplibl Kigawub «BbIKIiK

3BbIK/IbIM YAYJeHbHAM npa XaHublHy». LllTo rata 3a
BbIKNiK, i WITO €cbUb Yy HaWbIM KaHT3KCbLe «3BbIKJbIMi
YAYNEeHbHAMI Npa KaH4blHY»?

10. L.: A HA Toe Kab Kigal BbIKNiK, i 1 6 He ckasana, WTo
raTa Mad M3Ta, AHO, MOXa, Tak camo aTpbimniBaeyua. Cnpaa y
TbiM, WITO HEKATopblia Jacbiegublubl fivaub, OblLLAM XaHouas
nassia — raTa TakaA acobHaA niTapaTypHaa MblHb, KipyHak,
AKi Mae CBOW ronac, N3yHbl HAbop Tamay, Tpaabiubiay i r. A. Tamy,
Kani A Ka)ky npa BblKNiK, r3Ta, XyTUsl, XafjaHbHe He agnaBajalb

Tamy Bo6pa3sy nasTKi, AKi NPbIHATbI ¥ rpamaj3TBe — Mailo Ha
yBase naTpbiAapxajibHae rpamagsTBa. A raTa Bobpa3 »aHublHbl
nacnyxmaHan, amaubliiHal, yBeCb Yac 3akaxaHall — i Mpblubim

3aKaxaHa” MeHaBiTa HALWYacHa, cnaboi i pamaHTbluHawn. |
CNoBbl, 3NiT3Thl, M3Tadapbl, LUTO AHa Nagbipae, — rata Taki N3yHbl
Habop, AKIM r3TblA aHYblHbl MaBiHHbI KapbicTauua, Kani sHbI
X0uyLb, Kab ix ycnpbimani Ak nastak. LLTo TeiublLLa XXaHpy, TO raTa
y acHoYHbIM No60oYHanA Ui npbipofHan Nipbika, 3pasymena. Kani a
yblTato 360pHiKi 6enapyckix nastak XX ctaroasbf3a, Hanpblknag,
TO aj3Hauval, WTO amanb yce MiWylb Npa KaxaHbHe, Npbipoay
anb60 noboy fa poaHara Kpato.

Y cBaénm xa na3sii A cbBAJOMa 3bBAPTAOCA Aa LUANeCcHacbLli.
Y Hac ycé Awys NpbIHATA Nivbllb, WTO XKaHYblHA HA MYCilb nicalb
npa C3KcyasibHacblb, MasTKa MaBiHHa Obiub cbuinnai. Ane MHe
nagabaewla nicaub npa uena, pasymeLpb Aro, agyyBaub Aro YacTKato
cabe. 3pa3ymena, 3ragaHblsl acabniBacbLUi Tblvalila HanepL Halara
KaHTIKCTY, Tamy LWTO Y 3axofHesypanenckan Li amapblKaHCKaWn
niTapaTypHai Tpagbiubli r3Tbl BbIOYX agoblyca Awys y 1960-70-1.

— To 60K Halas caKcyanbHas p3BanioLbia AWYD 6yase?

10. L.: ymato, Tak, AHa AWYS He aabbinaca, acabnisa ¥ »aHouan
niTapartypbl.

— Tbl HasbiBaew cA6e d¢omiHicTkal i y agHbim 3
iHTOpBil0 Kaxalw, WwTo «6bl1a 6 padas, kani 6 mae sepwbl
amasacamnieanica 3 pamiHiamam», ane «cnad3aK0Ca, 23ma Ha
ycé, wmo y ix MoxHa 3Halicbyi». To 60K pamiHizam ana yabe
AK ANA ayTapKi N3YHbIM 4YblHam écblb abme)KaBaHbHeM,
Tak? ik yBoryne Tbl aKkpacbniBaew anA cabe ¢pamiHiam?

10. L.: Y nepwyto yapry ¢amiHi3Mm gns MAHe — raTa poyHbls
MarybimacbLi Ana paanisaubli cBaén acobbl, — He3anexHa aj
Taro, XaHublHa Tbl Ui My>XUblHa, — TO OOK ANA aXblLbLAYNEeHbHA
CBaiX [HTNEKTyaNnbHbIX i MPbIPOAHBIX MaMKHEHbHAY 6e3 yuicKy
3 60Ky naTpblfpxanbHara rpamagstsa. A raTbl yuUick aguyBaeuua
BesibMi MOLHA, Y TbIM NliKy 1 Yy moBe. Kani Tbl Managas, Abl AWY3 i
MaHublHa, YacTa raTa CTaHoBiUUA MajCTaBal He ycrnpbiMaub usabe
AK CamajacTaTKoBYl acoby 3 ynacHbIM MepkaBaHbHeM. To 60K
Kani Mae BepLbl aTadcamnisaoLlb 3 pamiHisamam, AnAa MAHe rata He
abmexaBaHbHe, a NpbI3HAHbHE.



Kani X A Kaxy, WTo, cnag3naca, mae Beplbl ¢3MiHi3Mam He
BblU3pMBaloLLa, A Malo Ha YBa3e, LTO A pa3mMaynsAo 3 r3TbiM CbBeTaM,
3 afgHaro 60Ky, AK »aHublHa, a 3 apyrora 60Ky — A Takcama iMKHycA
fa n3yHan yHiBapcanbHacbLi, a iHT3NeKTyanbHbIX aaKpbILbLAY, ane
iy Aa ix cBaim WwnaAxam, ca CBaim, MEHaBITa »KaHOUbIM, JOCbBeAaM.

— Ha npa3sHTaubli Katanéry Jliogminbl Pycasan Apam
FmoGyc, aki po6pa Bepay sie, ag3Haubly, WTO AHa yBecb
yac 6bIna cynpaub Taro, ka6 HasbiBayua macta4kKAU, a He

MacTaKoM, i yBoryne mapbuia 6bilb My>KUbiHam. MpbITbiM
Aacbsiefublki 3apa3s cbmena 3aniuyBalub fAe Aa neplubix
d>smiHicTak y Benapyci...

10. Li.: A1 6 ckazana, WTo eHasA nasblubls — raTa Tpoxi iHwae. [3Ta
TakcamMa fie NpaTaCT, TaMy LITO Aa anoLHAra 4Yacy Ha nocrcaBeLKan
npacTopbl XaHo4yae MacTauTBa, nitapatypa Yy TbiM NiKy, niybinaca
HIXKOMWBIM Na AKacbUi 3a «MY)XUblHCKae» N abmexaBaHbIM Y
cBaén yHiBapcanbHacbLi. MHe xauenaca 6 Akpa3 pa3dypbilb Taki
CTp3aThin i Mpbl F3TbIM 3acTauua KaHuyblHal. f1 He Xauyy Obilb
My>UblHaM, Kab MsAHe, Hanpblknag, HasbiBani masTam, He. Tpaba
CBalo XaHoLKacbLib HeCbLji rogHa.

— Lli MoXKHa YKo Ka3salb npa icHaBaHbHe ¢pamiHicuKan
nnbiHi y 6enapyckai nassii?

10. U.: He mary pgaknagHa ckasaub. Moxa, mbl 6 Xaueni Tak
AyMaub, Malo Ha yBa3e, Mbl — Tblfl MA3TKi, AKiA A3KNAPYOLUb CBalo
daminicukyto nasbiubito. Ane MHe nagaelua, Hac Nakynb af3iHki. Xaus
TYT, BAAOMa, HeCTae flacbneayblkay, AKia 6 raTa npaaHanizaBani, 60 Mbl
3HaX0A3IMCs KOXHasA Ha CBaél BbiCMayLbl, HELITa Po6im i fymaem, LuTo
Hac Bo6bmanb. HapayHa s npaubitana KHiry «Ckpagatoubl MOBY» mnpa
3bAyneHbHe XaHouaw nassii y AM3pbiLbl 1 Nagymana, WTo, Marybima,
Kani npaaHanizaBaub Tbisi MpaLIChl, AKiA agbbiBaloLLUa ¥ Hac uanep,
BbICbBeTNILLA, WTO GpaMiHICLIKaA NiblHb YO iCHye, WTO ECbLib N3yHae
Kona Tamay, ynacHaa moBa 1 . . To 60K, MHe nagaeua, rata, XyTusi,
nbiTaHbHe JNiTapaTypHbIX AacbiiefaBaHbHAY, AKX Ham BigaBOuYHa
6pakye, acabnisa 3 NYHKTY rnegxaHbHA GpamiHicLKal KPbITbIKI.

— LWTo yBoryne apa6biBaeLla Y cyyacHbIiM G6enapyckim
niTapaTypHbIM Moni 3 NYHKTY rnef)KaHbHA CYTbIKHEHbHA
nakaneHbHAy? Bbo A Tak pasymelo, WITO TBOW <BbIKAIK»
cynpaub FM3YHbIX YAYNEHbHAY Mpa »XaHouyl nassiio
Tbiubilla Yy nNepuwyio 4Yapry crap3iwwan niTapatypHam
reHspaubli, AKanA, AK nNpaeBina, BefibMi KaHCO3pBaTblyHasA N
TpaAabiubliiHasA Na cBaim cbBeTanornagse.

10. I.: Marubima, A He 3ycim mary agkasalb Ha MbiTaHbHe npa
CYTbiIKHEeHbHe MakaneHbHaY, 60 nMakynb, MHe Magaeuua, cyyacHas
nas3iAa Hawbix 25-30-ragoBbix ayTapay AWY> He npaybiTaHasA. 1 mato
Ha YBa3se, WITO HAMA JacbfieflaBaHbHAY, AKiA 6 ab'agHani ayTapay y
N3YHbIA NAbIHI, NPaaHanizaBani ToSMbl, NA3TbIKY 1 I. 4. YBOryne ratas
nas3ia NaKkynb, Ha Xasb, He YnicaHaa y KaHT3KCT, He NpajacTayneHas
AK 3bABa. HA BbiAyneHa, npa WTo niwyub r3TblA ayTapbl, 4aro Xouyub,
WITO Y iX HOBara y napayHaHbHi 3 nanapagHikami. MHe acabicTaratara
BesibMi 6pakye. Y npo3e, Ha Malo AYMKY, CbITyaLiblsl enLwan: 3bAsinica
npamii, AKia cTani cTeiMynam Ana TBopuay, niwyuua paysHsii. A Bocb
nassia — Ma mMaim aguyBaHbHi — Mavana cbixof3iupb Yy LeHb. [pa ae
HA TaK WMaT NiwyLb i raBopalb, y IenLWwbIM BbiNaAKy Nacbna nayHamn
napsei — ¢>3cTbiBanio, NP333HTaLUbli KHiXKI — 3acTaeuua TONbKi
doTa- Ui BigdapakyMaHTaubls, ane paudH3iAY, HellKal KpblTbluHaM
padnekcii mana.

— Ane, Kani Ha T3ap3TblYHbIM Yy3pOYyHi ratae
CyTbIKHEHbHE MNaKaJleHbHAY He 3pasymenae nakynb, Ha

SHOpPreTbi4YHbIM Y3pPOYHi AHO aguyBaeuua? Lli cyTbikanaca
Tbl acabicTa 3 KaM3HTapaMi HaKWITaNT: raTa He MacTauTBa,
60 He 3aHaATa, HanpbiKnag, pyxoyHae?

10. L.: bbiBae. Ane ratae cTayneHbHe, XyTusi, 3bBA3aHae 3
«Aa3BosieHbIM» BO6pa3am nasTki, Npa AKi A Kasana paHein. Tamy wrto
Kani Tbl »kaH4blHa, Xall HaBaT i TBOPLA, TO NaBiHHa ObiUb cbuinnan,
NpbICTOMHANM... [1asT moxa 6biub XyniraHam, ane ui mMoXa Obilb
xyniraHka nastka? Hakonbki siHa 6ya3e npbiHATaA? Hakonbki éi
Ja3BandAeuua raBapbllb Npa CBakl CIKCyanbHacbUb i uena? ¥ Hac i
uAnep raTblA NbiTaHbHI 3acTaouLa CNP3YHbIMI.

— ApfHOMYbI  Tbl af3Haubyla, WTO Tbl LanKkam
3apaBoJieHan XKbilb Yy cy4yacHyilo snoxy. lto ana uyabe
asHavae cy4yacHacbub?

10. U.:figy ap agBapoTHara. Yce anoxi Mbl MO»KaM agHo yaynaub
cabe, Mbl BefaeM TONbKi Toe, WITO NpaybiTani npa ix, canpayaHsbl,
npbIHaMCi, 60NblU-MEHI canpayfHbl, uAnepawHi MOMaHT. fl xauy
XblUb NpPOCTa TYT i UAnNep, Xbiub y cabe. A rata gna MaHe 1 écblpb
blLb Y CyyacHacbLi.

— LUikaBaAa rynbHA cnoBay aTpbiMiiBaeula — Xbilb
y cabe. '3Ta 3Haubiub 3axoyBaub ayTaHOMilO apg Taro,
WTO aabbiBaeuua HaBOKad, anb60 O6biub MaKcbiMalibHa
aaKpbITbimM?

10. LU.: [57a, xyTusn, i Toe, i gpyroe. 3 agHaro 60Ky, Tbl XbiBelLL
y cBaén npacTopbl, Tbl cam cabe vac, ane, 3b iHWara — Tbl Takcama
ynnbiBaelw Ha Toe, WTO apbbiBaelua HaBOKas, Takcama TBOPbILW
raTylo cyyacHacbUb. Kani yBoryne Kasaub npa paanbHacblb, rata X
Takcama afHOCHbI NaHATaK. Tbl caM TBOPbIL F3TYIO p3asibHacbLb, Tbl
Ae BbIbipaew y 6onbLai CTymneHi, Ybim AiHa Lsbe.

— Ane écbub TO3MbI, NMpa AKiA Tbl 6 cKa3ana, WTO AHbI
HA 3po6sauLa a6’ekTam TBaéil TBOpYacbli, TaMmy WTO rata

3aHaATa HaTypanbHa Ui 6aHanbHa?

10. L.: A He mary auaHiub 6yayublHIO, A XKbIBY Y CyyacHacbLi.
MHolo HanicaHa HA Tak WMaT, A He axamifa AwWY> Beni3apHylo
KONbKacbLb TIMay, TaMy He Mary ckasalb, LUTO BOCb Mpa raTa A 6 He
nicana. Takix Bbinagkay, Kab s BenbMmi xalena npa HewTa Hanicalp,
ane ycTpbimanaca 6 3b HelKix npblubiHay, AWYS He 6b10. Marubima,
y Gyayublm TaKisi TIMbI 3bABALLA, 8, MarybiMa, i He.

— TBae Beplubl WYbIPbIA N aAKPbITbIA, asie AKaa MAXKa
raTam agKkpbitacbui?

0. Ll.: MayHasa maxa écblb, 3pasymena. Helkia iHTbIMHbIA paybl
A abmiHalo, TaMy LUTO, Kani Tbl NilaL, Tbl CTBapaeLl N3yHbl CbBET, r3Ta
He 3yCiM Tbl. [3Ta ¥>KO iHWaA MaTapbifA, r3Ta He 3yCiM TBae dMOoLbli L
AYMKi, r3Ta cKnaAaHbl cnnay.

— Ybim Ui Kim Tbl anowHim Yyacam HaTxHAecbcA?

10. L.: LUanep mbl 3 Anbrepgam baxapasiuam, maim my»kam,
ybiTaeM nekubli Mepaba MamappalwwBini, Benbmi HatxHAe. MHe
nagabaeula TOe, WTO A YblTald MpPa aM3PbIKAHCKYI XaHOYYyIo
nitapatypy, npa ¢amiHiCLKYI0 KPbITbIKY, TBOPbI DpbleH Pblu, — rata
afKpblBae MHe HOBbI CbBeT.

Fymapeoina Taua Apyimosiy




BREAKING THE STEREOTYPES

10 REMAIN A WOMAN

A talk with Jula Cimafiejeva

A girl with fire hair and a bunch of flowers in her hand looks at me from this
poetess’ first collection of poems The Book of Mistakes (Anthony Sandys’ painting
Love’s Shadow). Power and energy are clearly identified in this image, as well as
equality. A predator-girl, a girl who can fall in love and feel the passion with each
millimeter of her personality. But when falling and probably being aware of pain she
can experience at the end, she first of all remains herself. Since love is just an excuse,
an opportunity to feel you are alive, a space where life can be grasped in its full extent.

Jula Cimafiejeva’s poems are filled in with the same emotions. The endless
sincerity is heard in abrupt, sometimes dangerously predatory lines: the author
seems to be getting naked, but this makes her even stronger and more confident
in their unique autonomous space where the Other is just a mirror to see life itself.

— Jula, you are a poet and an translator. Do you personally draw a clear line
between these two faces? Or there are some priorities? Who takes the first place: Jula
Cimafiejeva as a poet or as an translator?

Jula Cimafiejeva: | have many more than just two roles to perform, now | am also
doing my Master’s being engaged into the study of one more poet’s creative way —
an American Adrienne Rich. Thus, | am also a researcher, at some emerging stage. But
if to speak about poetic and translating activities, | would not say that | divide these
spheres, because it was translation which brought me into poetry. In any case it is
interaction with literature, and personally for myself | cannot draw a clear distinction.

— And when you translate someone’s poems, to what extent does your own

creativity influence it?

J.C.: When translating | try not to add anything personal. For me it is important
not to bring myself into translation, but to reveal and express the voice of the poet. |
am undoubtedly present there, but | do my best to minimaze this presence.

— At the end of the last year, your first collection of poems The Book of Mistakes
was published, and in its annotation one can read that these poems «challenge
conventional ideas about a woman». What challenge is meant and what does the
phrase «conventional ideas about a woman» imply in our context?

J.C.:1do notreally challenge, and | would not claim it to be my purpose, it might
happen on its own. The thing is that some researchers believe that women’s poetry
is such a separate literary movement, a direction that has its own voice, a certain set
of topics, traditions, etc. So when | speak about challenges, it is rather a desire not to
conform to the image of the poetess, which has been adopted in the society, | mean
patriarchal society. This image draws a picture of an obedient emotional woman who
is constantly in love and being in love she still feels unhappy, weak and romantic. The
words, epithets, metaphors she chooses represent a typical set these women should
use if they want to be perceived as poetesses. As for the genre, it is basically love or
nature lyrics, of course. When | read the collections of Belarusian poetesses of the XX
century, for example, | notice that almost all of them write about love, nature, and
love for their land.

In my own poetry | consciously appeal to physicality. We still have a wide-spread
assumption that a woman should not write about sexuality, the poetess should be
modest. But | enjoy writing about body, to understand it, to feel it as a part of myself.
Of course, these features relate primarily to our context, because in Western European
or American literary tradition this explosion took place back in the 1960-70's.

— So, do you think that sexual revolution is still to come?

J.C.: Yes, | think so, it has not happened yet here, especially in women’s writing.

— You claim to be a feminist,and in one of the interviews you said that you would
be glad if your xpoems were associated with feminism», but at the same time «hope that

itis not all that can be found in them». Thus, feminism presents a certain limitation for
you as an author, doesn’t it? What is your personal definition of feminism?

regardless of the fact whether you are a male or a female. That is the realization of
one’s intellectual and natural aspirations without any pressure from the patriarchal
society. And this pressure is felt very much, in language, too. If you are young and you
are a woman, too, these things become a reason for other to perceive you not as a
self-sufficient person with your own viewpoint. That is, if my poetry is identified with
feminism, for me it is not a limitation, but recognition.

When | say that | hope that my poems are not limited by feminism, | mean that |
speak to this world, on the one hand, as a woman, and on the other hand, | aspire to
a certain universality, to intellectual discoveries, but | move towards them in my own
way, with my own experience of being a woman.

O ud d

her well said that she always objected to being called a «woman-painter», and was
actually dreaming of being a man. At the same time contemporary researchers now
bravely put her into the category of the first feminists in Belarus ...

protest because, until recently, in the former Soviet Union women's art, including
literature, had been considered as a low quality imitation of <men’s» art, being also
limited in its universality. | would like to destroy this stereotype and at the same time
to remain a woman. | do not want to be a man, for example, to be called a male poet,
no way. One should proudly bear her status of being a woman.

Can we assert that a feminist trend in Belarusian poetry do xist?

J.C.: | cannot say exactly. Maybe we would like to think so, | mean, we, women
poets, who declare their feminist position. But | think we are still not numerous.
Although there are certainly not enough researchers who have analyzed it, as we
each find ourselves on our own little islands, we do something and we think they
almost totally miss. | have recently read a book entitled Stealing the Language by
Alicia Ostriker about the emergence of women'’s poetry in America, and | thought
that maybe, if we analyze the processes that are currently evolving in this country,
we would find out that feminist movement does already exist, that there is a certain
range of topics, their own language, etc. That is, | think it is more a question of
literary studies, which we clearly lack, particularly in terms of feminist criticism.

— Whatis going on in the contemporary Belarusian literary field in terms of the
clash of generations, in general? After all, as | understand it, your «challenge» was
aiming at certain ideas about women’s poetry which are, first of all, characteristic
of the elder literary generation, which tends to be very conservative and traditional
in their outlook.

J.C.: Well, | cannot really answer the question about the clash of generations,
as long as the contemporary poetry of our 25-30 year olds seems not have been
read yet. | mean, there are no studies that would group the authors in certain
directions, analyze the themes, poetics, etc. In general, this poetry, unfortunately,
has not been inserted into the context, not represented as a phenomenon. It
has not been found out what these authors write about, what they want, what
new things they have in comparison with their predecessors. | personally really
lack this. In prose, in my opinion, the situation is better: prizes have appeared
becoming an incentive for authors, reviews are written. Whereas poetry, as it
seems to me, has started to move into the background. Not so much is written
about it and said, in the best case, only when a specific event — a festival, a
presentation of the book — is over. So only photo and video documentation
remains, whereas some critical reflection is missing.

— But when at the theoretical level this clash of generations is still not clear, is
it felt at the energetic level? Have you ever faced any comments claiming that, for
example, your poetry is not art, since it lacks, say, spirituality?

J.C.: It happens. But this attitude is more connected with the established
image of the poetess | have mentioned before. Since when you are a woman, even
awoman in art, you have to be modest and decent... A male poet is allowed to be a
hooligan, but can a female poet be such? To what extent will she be accepted? How
much is she allowed to speak about her sexuality and her body? Even now these
issues remain controversial.

— Once you said that you were completely happy that you were living in the

given period of time. What does «<now» mean for you?

J.C.: | part from the opposite premise. We can only imagine all the previous
epoches, we form our ideas about them from what we have read about those times,
and only our «<now», our present moment seems to be the only true reality. | just
want to live here and now, to live inside myself. And this is what it means for me to
live at present.

— It turns out to be a peculiar play on words — to live inside oneself. Does it
mean to keep one’s autonomy from what is going on around you, or to be as open
as possible?

J.C.:Itis likely to be both. On the one hand, you live in your space, you are your
own time, but again you also influence what happens around you, you create this
present time. If in general to speak about reality, it is also a relative issue. You make
this reality, you choose it to a greater extent than it chooses you.

— Are there any topics about which you would say that they would never
become a subject-matter of your creative acts, due to their being too natural or
too trivial?

J.C.: I cannot predict future, | live at present. | have not written so much, | have
not embraced a huge number of topics so far, thus | cannot say that | would never
write about this or that. | have never found myself in situations when | was really
eager to write about something but | did not do it because of some reasons. Such
topics might come up in future as well as they might not.

r poems are sincere and open, but what is the of this openness?

when writing you create a certain world, it is not fully you. It is already a different
matter, not purely your own emotions or thoughts, it is a complex mix.

— What or who have you recenly been inspired by?

J.C.: Together with my husband Alhierd Bacharevi¢ we read book of lectures
by Merab Mamardashvili, it inspires a lot. | enjoy what | read about American
women'’s writing, about feminist critics, Adrienne Rich’s works — it reveals a brand
new world to me.

Interviewed by Tania Arcimovic¢







NMAKAIIEHBHE,
(HE) TPAYMABAHAE

<KCAYKOM>»




MAPTbISAHKA?

HapayHa Ha OyKCTapbl 3bABinacA Maé HoBae anaBsAgaHbHe
npa Toe, K Mbl 3b cAbpaM BblXbIBani Yy ITanii, i agpa3y Bbinesna
napTbi3aHKa — naniubla, XOBaHKi ¥ nece n r. 4. HA Bepato, na maim
afuyBaHbHi, 6enapycbl — HaublA HAYAauHiKay: Mbl npairpani yce
arnolwHiA BOWHbI, NPbIXOA3iNi akynaHTbl i, Tak, HaTypanbHa, Tp36a
6b1710 MpbicTacoyBauua. XTocbLi Tak i 3pabiy, a XxTocbLi nanwoy y
napTbi3aHbl.

Lli npbicTacaBaycsa A, HA Befal — AwWYS Managbl. MaTpabHa
cnayatky xoub HewTa 3pabiub, Kab 6bino WTO cKasaub. Ane,
na Maim aguyBaHbHi, i He acabniBa nmpbicTacaBayca, 60 Yy Takim
BbINaAKy MaTapbliAsibHa 3HaxoA3iycA 6 y iHWbIM cTaTyce. A Tak
3aKaHuBal 3apa3 lopdak, mangy, HansyHa, y npakypartypy. Xauey
6bl macnpabaBaub Nabaubilb CbICTIMY 3HYTPbI, MarybiMa, aniwy ca
CBaNro pakypcy, a npa3 ragoy gsauuaub XTocbUi npaybitae. MHe
nagaeuua, Tam HA Tak YCE NIOCKa, ECbLb CBae NaABOAHbIA KaMsAHi.
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«bOAbLL 3A IO

9K KPOK V' KA

—KThIKY

Hap’a TpangsH

KynbTypa # coubliom 6auyaub TonbKi fABa reHaspbl, ¢3amiHHacbLb
cynpaubnacTaynseuua mackyniHHacbli 643 npaBa Ha Yy3aemanpaHikHeHbHe.

Matarpadii MyXublH y CyKeHKax — Tr3Ta royxa

rpamagskamy rycry,

KaHppaHTaLbIA Y AaublHEHbHI Ala KAaHCIPBaTbIYHbIX MaHananictay ag MmactayTBea.
BbicTaBa «bonbu 3a AlO» § mexkax KBip-$pacTbiBanio «[oTbIK» 3bAynAeuLa TbiM
JOYyrayakaHblM afibTIPHaTbIyHbIM MepKaBaHbHEM, siKoe 6bino Tpa6a BbiKa3alb

npa Taby 6enapyckara MackynbTy.

Kcna3biyvia:

HOnis Kanannésa-/letiozik — «/eichysisax» (2005), «[1T» (2010-2013)

Taca XKelykasa — «Drag and Drop»

AHamone banoy — «3ckizel 2002-2010»

lypa KaHoryarka — «laic» (2011) — npaexm «Eastern Europe in Drag»

L3emimper Cycnay, laHHa babiukaa — eiosa «Drag Activismy» (2011), «Drag
Show» (2011) — npaexm «Eastern Europe in Drag»

Kypamapel — [aHHa JIok, [3emimper Cycnay

FanHa JloK, cykypartap BbicTaBbl: «Ha BbicTaBe Mbl npas
KBip-NiH3bl nNarnAagseni Ha MacKyniHHacblb, AKaA Y TpaAblLblAHbIM
rpamag3TBe Basiofae TaKiMi XapaKTapblCTblkaMmi, AK LbBEpAacblb,
XOpCTKacbUb, Yy npouiBary ¢amiHHacbLi AK CbBATNA, MAKKacbLi,
nérkacbui. MaHublHbl — r3Ta TpagblubliHa My3bl, >KaHUblHbl —
Mag3ni, AHbl Ha ManaTHe, @ My>XUblHbl BbICTYNani y AKacbLi TBOPLbI, 3@
Manb63pTam. XTO X AHbl — repoi Hallal BbicTaBbl? “bonbu 3a AF0” —
napcaHasbHbl MYHKT afniky, Tama ans abmepkaBaHbHs, Ae HeabxofHa
npauarsaub i ganayHAub — AKiMi 6yayLb HACTYMHbIA SKCNAaHATbI?»

BbicTaBa «bonbw 3a AO» — aA3iH 3 camMbiX BaXHbIX NpaekTay
KBip-KiHadacTy «[JoTbik». M3Talo paCTbIBaNIO 3bAYNAELLa CTBAPIHbHE
6scbneyHblX  npacTtopay AanAa  ceabopHara  abmepkaBaHbHA
MbITaHbHAY, 3bBA3aHbIX 3 iA3HTbIYHACLLIO ¥ PO3HbIX KaHT3KCTaxX
i vyacaBbix M3pcnaKTbiBax. Kani inbmbl, AKiA gsmaHcTpaBanica y
MeXKax P3TPacnaKTblyHa nparpambl $3CTbIBaNIO, y»KO CTasli YacTKato
KnAcbluHara KiHamaTorpady 1 ycTynini ¥ AblANEr 3b HeKanbKiMmi
nakasieHbHAMI rnefayvoy, To BbicTaBa — rTa ronac
CyyacHacbLji, AKi ryybllb y raTan caublAKybTypHam
npactopbl, AKi 3bBApTaella fAa MoCTcaBeLKix
paaniay. ®3cTbiBanb NAAHyeLUa HA AK pa3aBae
MepanpbleMCTBa, TaMy MOXKHa Ka3sallb rnpa
6yayublHIO KBip-KynbTypbl Y Benapyci.

Cama Ha3Ba BbICTaBbl apbleHTYye rnefjava

Ha MbITaHbHI M3yHara xapakrapy: WTO

TaMm, 3a MeXaMi KaHLNTY MacKyniHHaCbLi?

BornbL 3a Toe, — raTa 6arata, pas3HacTaiiHa,

rata A3dKaHCTPyKublA Taby, rata pasantoubliiHas
SKNEKTblKa 3NeM3HTay, AKiA Tpajbiubla npbinicBae
ABYM PO3HbIX MOMIOCaM XblLbLA — MY>KUbIHCKaMy
1 >kaHouamy, 6pyTanbHamMy I nAWYOTHaMy. Yamy
X ab'ekTam y faf3eHbiM BbINagKy BbICTYNiY €H,

a He AHa? fIK KOXHbl 3 HaC 3bBA3aHbl 3 KBip-
npabnematbikain? Ak psaraBalb Ha BbIKJIK
HalbIM YAYNEeHbHAM Mpa HOPMY NaTapHY
naBoA3iHay i BOHKaBara Bbirnagy?

«bonbw 3a AFO» npaTsHAye Ha
nawblp3HbHE MeXay, fAKif »KOpCTKa
KaHTpaniowoub Halwy KynbTypy
" naycapn3éHHae KblLbLIE.
[aBopKa ig3e ¥ nepuwyto yapry
npa nepaagonieHbHe MsXbl,

AKYI0 MPaBOA3ALb BaKO My>KUblHCKara 1 »kaHouara y rpamagsTsee 3
reHaspHai 6iHapHacbLo. MNbiTaHbHI iA3HTbIYHACLL, COKCyaNbHacbLi
N reHAspy NpbIHATA 3aniyBaub Aa CPapbl iHTbIMHAra, BbiCTaBa X
BbIHOCILb iX y My6iUHYI0 NpacTopy, apTblKy/oe Ha Y3POYHi WblpoKai
ayabiTopbli. Toe, WTO 3BblYaliHa XaBani cAPoA WKineTay y wade, ctana
6auHbIM. | capbia dpaTtarpadiay tOnii KaHannégaii-Jlenasik «bipy3is»
nakaseae, AK r3Ta MOXa pacrnayaub p3aKkubllo: YCNpbIMaHbHe
reHaspy AK CN3KTPY pasmbiBae KniWws A Aae marybiMacblb A3ens
y3aemanpaHikHeHbHA ABYX CbBeTay, AKiA MPbIHATA Niubllb Yy>KbiMi,
pa3bBA3Bae pyki AnA MHOCTBa KambiHaubliay 3 anemaHTay. Keip —
rsTa anaHTaHbl MaHanér nNacbna CTarof3bA3ny MayyaHbHsA, MyHCOBasA
namaga i BOCTpblA abuacbl, Ha fAKiA rnAa3iub yBecb ropag, — Y
npouisary 6binoi HAGayHacbLi.

«bonbuw 3a AFO» — raTa caublAKYNbTYpHas 3bABa, AKaA NP3TaHAYe
Ha YMsAlWaHbHe Yy WToA3EHHacbUb, Y Mo6bITaBblA MpaKTbiKi. [epoi
daTarpadiay Ha naYHbI nNpamexak uvacy cabaTaBani reHA3PHYO
6iHapHacbLb y MPbIBaTHbIM XbILbLi, i r3Ta ObINO 3agakyMaHTaBaHa
N npanaHaBaHa rpamap3TBy fAK MbiTaHbHe, AK XajanlHiyTBa ab
neparnaase Hopmay i Tpaapiublay. CamaBbi3HausHbHe AK M3pdOpMaHC,
XKblUbLE AK MacTauTBa, afKpbiTaCbLlb HOBaMy fAK HaNBbIW3NLWIAA
KallToyHacbUb. A3HausHbHe 3CTbIBaNIO AK KBip-npaekTy Yo
apTbiKynioe BbIMyLLaHyl0 aAuy»aHacbLb ratara CbBeTaafuvyyBaHbHA
afl reremMoHii rerapaHapmatblyHacbLi.

ALlHaK BapTa af3HaublLb, LUTO Na CBaéw CyTHaCbL
KBID-KY/bTypa He BapOXasa TpafblLblAM i 3aKOHaM,
AKiA cknanica ¥ MacTauTBe, — AHa ToMbKi abBAwYae
CBaé npaBa icHaBallb, POOAYLI XKblLbLE «3a0bITbIX»
noazert bauHbIM.

KBip-KynbTypa — rata He gobpaaxBoTHa canapaTbicLKia cdapbl,

a Toe, WTO TaKiMi 3pyyHa Niyblupb y reTspaHapmaTtblyHbIM rpaMag3Tse:

Kani npagMeT mMmacTauTBa TakK Ui iHaKW 3bBA3aHbl 3b iHLWbIMI

iAoHTbIYHACbUAMI, Aa Aro fenAub APAbIK Taro, WTO apbleHTaBaHa

TONbKi Ha KBip-NoA3en, BbIKNOYaloUYbl MarybiMacblb AblANEry.

A MacTauTBa X BeflbMi p3CypCHae y fAKacbli neparaBopHan

nAALoYKi, AHO MOXa BbIKOHBalLlb MipaTBopuylo GyHKLbIIO,

na36aynsaub af KCaHado6ii, Kani TBoOpLa i rnAgay HaCTPoeHbIA

Ha Yy3aemapsesHbHe. Takim ublHam, BbicTaBa «bonbw 3a

ArO» HakipaBaHaa Ha LUbIPOKYIO ayAbITOPbIO, @ HA TOMbKI

Ha KBip-cynonbHacbLb. BbicTaBa npaxoasina y ranepsi «¥», i

raTa Mae Ha yBa3e BbIxaj «3 Wwadbl», apbleHTaLblo Ha itobora

rnepava: AK Ha Taro, WTO MPbIALWOY M3TaHaKipaBaHa, Tak i Ha

YCiX TbIX, XTO anblHyycA Tam 6e3 nanapagHAra abaymBaHbHA KBip-
CbBeTaafuvyBaHbHA.

«bonbuw 3a AFO» — rata cBoeacabniBbl TICT Ha KC3HaPO6I0
n padnekcinHacbLb, AKi MHoria 6enapycbl npaBanini
nacbna nepamori KaHubiTbl BypcT Ha «dypabayaHbHi».
Y [papseHbiM BbiNafKy raBopKka npa NAKanbHYO
KYNbTYpHYIO Maf3elo, WTO TOMbKi MNagKpaCbhiBae
aApacHylo HakipaBaHacbLb: Kani «JypabauaHbHe»
He agpacyelua KaHKp3THa 6enapyckamy rinegauy,
TO BbicTaBa «bonbw 3a AFO» — rata JOTbIK KBip-
KYNbTypbl la NNAYa KOXKHara, rata nbiTaHbHe,

aj AKora Hemaruybima yxiniyua.

BricraBa «Boxbsm 3a ATO0» . RICEL sk
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ToKCTbl, AKIMi  CynpaBajanaca BbiCTaBa, NaAKpaCbhiBaloLb
efHyl0 CyBA3b 3 YacaM i npacTopan, fawub yayneHbHe npa Toe,
HAKOJbKi MOLHbIA pP3aKLbIAH3PbI aJ MacTaLTBa:

«/J3ay4biHka tOns syyeinaca y Akadamii Macmaymeay aoHou
36 Banikix CmabinbHbix []3apxasay cycegemy. | 8oce adHoU4sl
80 Oani 3a0aHbHe — nakasaus ‘“Obighy3itd” KAHU3NMYyasbHa,
8blbpaub Maoani, NpuldyMaub akmyassHsl imMiox. Kona cnpasinacs
3 3a0aHbHeM. EUHas npaua mak wakasana 8bikaadusikay, wmo
Capbif ‘[lbighy3ia” 6bina cxasaHas 3a 3aublHeHeiMi 03b8ApbIMA, i
Hagam HA yce maoani 3maesi yoausiye 8uiHiK. Cmpaxe.

[aHHa Jlok, «Kaska npa Koo, Oeighy3ito U cmpax», ypel8ak

Taca MblykaBa 1 Onia KaHannéea-Jlenasik pgagawoub ga raTara,
WTO reHpspHaa OGiHapHacbUb — r3Ta TypMma, fKyl0 HeabxopgHa
nepaagoneulpb cnayatky ycapapgsiHe cabe, cbubBepAsilb cBabony Y
acabicTaii npacTopbl — i NOTbIM 3HalCbLi Aapory ¥ nyoniuHae:

«Cgaboda mae Ha Yysaze acabicmyro adkazHaceye. [fayHo
8A00Ma, WMO MHOeif /1003, AKiA Npassaii 2adsl y Mecyax
3bHABO/IEHBHS, NAYBIHAIOUb NAHIYHA 6aAYUA 8bIX003iUb HA 8OO —
AHbI HA 8€0aloyb | He pasymeioys, Wmo iM mam padiye.

fOnia KaHannésa-/letiosik

«AnbIHAUUA Na-3a 0anyuwdasibHeiM CmaHoapmam He3seiqatiHa
U He3py4Ha. HamaysaHbHe csbe 8wikiikae Y nenwisiM 8bindoky

34mag.net, pARTisan) i «KamiH AyT» (BepaceHb 2014, Makeout), y
BepacbHi 6yn3e META-kBipdacT (Makeout). MpblubiMm apraHizaTtapsl
ycbBepamnsAtoub natpaby ny6niki ¥ iHbapmaupbli, i mepanpblemcTBbl
He npaxof3Aaub y dapmaue npocTail A3MaHCTpaubli BbiCTayHara
MaTapbianly abo KiHO — raTa agbbiBaelua pasam 3b NeKublsMi,
ObICKYCiAAMi Ha acHoBe [AaKyMaHTaNbHbIX ¢inbmay. Y cyKynHacbui
rsTa canpayabl Mo)Ka npauaBalb AK afyKalbliiHasA, acbBeTHiLKan
cina. MNawbip3HbHE ayabITOPbli — T3HASHUbIA KBip-KynbTypbl. Kani y
npac-panise ga BbicTaBbl «XXXY» CKa3aHa, LWUTO AHA «He paKaMaHayeLua
pja nparnagy acobam, AKis MpbITpbiMiBaloLLa KaHCIPBaTbIYHbIX
nornagay Ha C3KCyasibHblAl Y3aemagaublHeHbHi», TO apraHisatapbl
«KamiH AyT» cbubBApAXaloUb: «BaXHa pasymeys, Wmo 2as80opKd
He i03e 8bIKMIOYHA NpA "20MACIKCyasibHbIA" KamiH-aymel, i cam
dpomanpaekm — 6onblibl, YeiM 014 i npa JITBTK-kam'ioHiui. 3
danamoeali npaekmy Mel cnpabyem pacnaqays obisnée, AKi mMoe
66l danamazyel nepaadonieys Maxy namixk ‘mei” U0 “aHol”. ‘flomeik”
i eeicmasa “bonbw 3a AFQ” Ak [20HAs 4acmka nadmpeimiieae
DLIMOPBIKY, 3aCHABAHYIO HA Y3aemad3eaHeH), a He Npasad3eHbHi
mexay: “yce Mol y Helkad CmyneHi ysiaem y MyX4elH [ KAHYbIH, Y MbImM
NiKy 3 0anamoeati Hawiaza a03eHbHs, MAKisxy, pyxay i NAACMbIKI™.

KBip-kynbTypa ¥ benapyci y»xo cknagaeuua y HewTa nsyHae,
HamaliBae CBalo Japory ga po3ymay i capuay, Bbibyaoysae Ablanér
3 npacTopain i noA3bMi. 3bAynalouUa napcaHanii M KynbTypHa-
afyKaublNHbIA NpaeKTbl, AKiA MNP333HTYOUb | NanynApbI3yoLb KBip-
To0pbIto. | Toe, WTO rata HekanbKi NpaekTay i iMéHay, 3baynaeyua
cBoeacabniBaii cTpaxoykall aj 3niTapHal 3amKHEHacbLi Ha cabe,

> rapaHtye apgcyTHacbUb ayTapbiTapHacbLli 1 MaHananicukara

KO3blm, yaceyeu — . nagbixogy fAa MacTtautsa, Kani
MJTOCHACbUb, 2A/IABAKPYXIHbHE ) -, ! . CaMOTHbl  ronac  CTaHoBiLLa
U yoywwa. AdkasHaceUs 3a ALY e npaygsisbiM  npocTa  npas
yyxoe  JcnpbiMaHeHe 300Ky r . w’ aficyTHacbLb  anbTapHaTbIBaY.
VKIIK04ae aXOJHbIA MIXAHI3MbI», ' '_.l"@-' | Fpstinn 4 Wi Mniopanism ~  naabixopay i
- JTT ! I '1" ! MepKaBaHbHsAY, YaCTOTHACbLb

Taca Xelykasa e N S it Al i pasHacTallHacblb

\ * L T H}ﬂ‘fﬂqu MepanpbemcTBay

y apTbiKyne AHTOHa i FLei ! Bblpalwawlulb Takcama
BapbiceHkKi «bonblu 3a BbicTaBy»" “E‘ﬁ"'—‘*"f-?'f“‘-ﬁ-tt npabnemy HeublTabenbHacbLi
YO  y3gbiManacAa  nblTaHbHe FEA o 3Hakay i HepacTaTKoBachlii,
npa KypaTapcKki TIKCT i iHWbIA - He3pa3vymenaCbL|i KypaTapCKi)v(
TIKCTbI, AKiA cynpaBafxatoLib fe :"'ﬂﬁc_f TIKCTay  ANA WbipoKail
3KCMasbiLplio. | nbiTaHbHe i ey ayabITopbli: Kani TaMy
raTae  HeMmanaBaxHae: TOKCT ;"l;ll LF we L - abmApKoyBaloUb i aHanisyioub,
Ha BbICTaBax TaKora KWTanTy #ﬁ% = — 3bHikae natpaba y pa3ropHyTbix
BbIKOHBae TAymavanbHa- %C( ’J‘:.:;.J - TIYMaU3HbHAX. Toe, wTo
apbleHTaBasIbHYy0 byHKLUblIO, W 'm_,ﬁ s ‘:f::f zl)ﬂnep uKnﬂCbId)iKyeuLl,a AK
WwTo fasBanae npbl . A PbIK-IIOY,  3MaTaX,  MoXa
HeabxoAHacbLi  «MaguUArHyLb» = cTaupb naycag3éHHanm paaniﬂl?lf
rnepgaya Ha HanexHbl Y3poBeHb i HOHKaHOPMHbIA  NOA3I

pa3ymeHbHA. AGHaK aA3iHKaBbl TOKCT HA MOXa 3aMAHILb TON KOMMJIeKC
y3bfi3esAHbHA, AKi BbIXOYBae TajfiepaHTHae rpamapsTBa. JKCMPIC-
nikbe3 He cnpauye cynpaupb lLuMaTragoBal 3BblUKi Npagy3AaTacbLi
N agmayneHbHs, i aA3iHKaBae NAKanbHae y3bf3eAHbHE HA CTaHe
naHau3Aam — XyTUsi, TPbINYTHiIKaMm, AKi A3eLi NpbiKnagaoub Aa paHKi
Ha KaneHupbl. BbicTaBa appacaBaHaa LWbIPOKaN ayabITopbli, enHas
M3Ta fIKpa3 y TbiM, Kab HA Gbilub caMapaTbiCLKiM, CYOKYNbTYPHbIM
MepanpbleMCTBaM «AfA CBaix», ane rata HA 3Haubllpb, WTO ¥ Mexax
agHaro f3efHbHA MOXHa Bblpalbiub npabnemy nocTcaBeLKan
reTapaHapmaTblyHacbLi AK fagy XblLbLA 1 AK 3aKOHY MacTauTsa.

Myctas npacTopa cbueHay Y AaA3eHbIM KaHTaKcbLe — raTa
TakcaMa cBoeacabnisada iHcTanAubla. Kani rnagsiw Ha mecua, Akoe
Marfio Obllb 3aHATae MNpaeKkTami iHWbIX ¢daTorpaday i MacTakoy,
MiXBONi 3alyMBaecbCsA Mpa Toe, YaMy X raTara He afbbliocs, aaKkynb
Yy Hac raTblA KynbTypHbiA npabesnbl, Ui 6yayub AHbl 3anoyHeHbla ¥
6ynyublHi.

Hakonbki  CTpalHa BbIWCbLI 3 Typmbl, 3b
OAacneyHam chapbl «yxBaneHbix» Tamay, Li KpaHae
MacTakoy Toe, WTo afbbiBaelila Tam, A3e Noasi, —
BOoMbLY, YbiM éH abo AHa?

flk naka3Bae npakTblka, npabnembl pP3MNpP333HTaUbli  KBip-
cynosibHacbLUAY, rpynay, niofasen y mactaurse M M3AblA XBasnloloLb
HA TOMbKi apraHizatapay i yasenbHikay ¢acty «[oTbik»: y 2014 i
2015 rapgax agbbuiica BbicTaBbl «XXY» (BepaceHb-KacTpbluHik 2014,

(raBOopKa HA TONMbKi Npa reHasp, ane N npa CdKcyasnbHacbLlib)
nepactaHyub apuyBaub csf6e i3anABaHbIMi 1 aguyKaHbiMi aj
KYNbTYPHbIX Npawscay i panpa3aHTaubli Y M3abiacdapbl.

Kani pasrnegseub BbICTaBy AK Masaiky, A3€ KOMXHbl 3/1€M3HT
Mae camacToHae 3HausHbHe, ane Mpbl r3TbIM NpaLlye Ha arynbHylo
KapuiHy, TO MOXHa 3ayBaXbllb, AK MaTbly 3KNeKTblYHACbL
3bAynAeuUUa W y cKnagse 3Kcnasbiubli. JKNeKTblka, NpbiBeg3eHan
Ja rapmoHii. MantoHki AHaTtona BanoBa naka3sBawub iHWACbLb

po3Hara KWTanTy: romaspaTblyHbiA MaTbiBbl MepannATarouua
3 reHpspHain  cybBapciaii, ToMbl  di3bluHara reanty n
camasafjaBasibHEHbHA cTaAub nobay. Y raniHe rymaHiTapHbIX

HaByKay KBIip-T30pblA 1 T30pblA MepacAuYsHbHAY Habnixalouua
afHa da afHoOM, i r3Ta MOXKHa MpbiKaacbLi Aa Aaf3eHan BbICTaBbl,
«Majoybllb» eliHylo TaMy, 3abAcbneybilyb rnefaya AafaTkoBbIMi
iHCTpyM3HTami aHanisy pavaicHacbui, 6onbll aguyyBanbHal pa
AblCKpbIMiHaUbli onTbikan. «Eastern Europe in Drag» — Kypatapcki
npaekT AAsbmiTpbia CycnaBa — Obly npafacTayneHbl poTacapbian
«Taic» Wypbl KaHoHuaHKa, «Drag Activismy, «Drag Show» — Ak
npanaHoBa BbIACbLi 32 MeXbl, CyryyHaa TomMe fIK BbICTaBbl, TaK i
dacTbiBanio ¥ usnbim. | Kani BbicTaBa NpaBakye KPOK 3a reHA3pHYI0
6iHapHacbLb, To «Taic», «Drag Activism», «Drag Show» — raTta
nawbip3HbHe rearpadiyHbiX i STHAKYNbTYPHbIX MeXay, NapayHaHbHe
AOCbBeAy iHWbIX KpaiHay 3b 6enapyckim, ybyaoyBaHbHe Haluai
KyNbTYpHa npactopbl Y arynbHacycbBeTHyt. «Drag Activismy,
«Drag Show» CycnaBa 1 babiukain — AckpaBae [3elicTBa, AKoe
na ¢opme HaragBae KapHaBajl, ajfe Ma CyTHacbLi HaynpocT
npoduinernae siMy: NoA3i He NpbIMsApPaloLb iHWbI BO6pa3 y BbirnAg3e

* Auron Bapeicenka. Bonbin ubiM BeicTaBa. pARTisan web-uacomic. Axpac gocrtymy: http:/partisanmag.by/?p=11411




KapoTKaT3pMiHOBara 3KCM3pPbIM3HTY — npa3 napdopmaHc, npas
TpaHcdapMaLblio CBAiro BOHKaBara BbIrisify siHbl CbLibBAPAMaloLb
CBal0 Camacblb, CBalo afjpo3Hacblb af TbiX, XTO Mpblknagae Aa
XKblLbLIA TONBKI YopHae i 6enae Ak MepKi abcantoTHaii npayasisacbLi.
MepaanpaHatoubics, repoi ¢oTa cTaHOBAUUA caboil — TbIMi, XTO
3Maraeuua 3a ycearysbHae npaBa Ha pa3HacTanHacblb; TbiMi, XTO
KaXka npa CBalo MpPbICYyTHaCbLb HA CNOBaMi, ane KOXHal KneTaykaw
uena. «Drag Activism» i «Drag Show» — y3aemaganayHsnbHbIsA
3NeM3HTbI, AKiA Naka3BaloLb KBip XblBbIM, AblHAMIYHbIM, 3 M3YHbIM
Mecuam y npacTopbl. [3Ta 1 pyx — i 3amepni iMrHeHbHi »blLbLA, AKiA
MatoLb MpaBa 6bILb 3ajaKyM3HTaBaHbIMi 11 3aXaBaHbIMi.

Makynb [Meus, repon capbli «Odbipysia» (Onia Kanannésa-
JNlenpsik), 3agae cabe 11 rmegauyy MbiTaHbHIi Npa Toe, WTO Takoe
i9HTbIYHACBLb | AK sie 3HANCbLi, 9KCNa3blLblA CTaHOBILILLA ThbiIM CaMbIM
aZlka3am, faknagHen, Aro BapblAHTaM, i r3Ta BApTae Aa ycnpbiMaHbHA
BbICTaBbl fIK 3KNEKTbIKi 3fIeM3HTay, MarybiMacbL Ay, cnocabay. Capbis
Taci »KblykaBal €cbLb COMaHTbIYHBIM GiHaNaM BbICTaBbl, i F3Tbl GiHan
aaKpbIThl. IHCTanALbIA 3 6paH3aneTam, NP333pBaTbiBaM i TP3IHaXKOpaM-
3CnaHgspamM afcbiae Hac Aa YCNpbIMaHbHA FeHAdpPY K CNIKTPY,
A3e HAMa Bblpa3HbIX Mexay, ane écblUb y3aemaabymoyneHacblb,
y3aemacyBsA3b i y3aemanpaHikHeHbHe.

[eHO3P AK aKpy»HacCblb, @ HA AK KpPOrKa.
[eHO3p AK AblHaMika, a HA AK BAOOMbl af
HapaaXKaHbHA aaKas.

MoTasabIMKi, 3pobnieHbIA Ha ByNiLbl, KaxyLb rnefgavy npa Toe,
WTO 3 TypMbl BbIxoA3iLb HeabxofHa, WTO nNaBeTpa 1N npactopa
naTpa6HbIA YanaBeKy, Kab HA CTpbIMAiBaLb CbMesbl KPOK. Ane
Kygbl HakipaBaub ratbl Kpok? Quo vadis? | KoxHbl Bbipaluae cam. |
KOXHbI cnanyuae i 3bMeLuBae. AflKasbl BapbIATbIYHbIA.
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T3papsbICT

AA3iH ia3e Ha cbBYTa, Kab narnags3eub, ApPYri ia3e Ha
TOe )X CbB4Ta, Kab cabe nakasaub.

9 He 3bbipayca NnakasBaub cg6e, i He 6bI/10 Y MIHEe HAaCTPOIO
pazam 3 nayMinbéHam 6enapycay rnaj3eub Ha ThbiX, XTO
BbIpalbly NMakasaub cd6e Ha /[l3eHb He3anexxHackui. Kapauen,
Ha CbBYTA 9 He XaA3iy i HA 6aubly TOW, 3N1a/1KaHbl TIPAPbICTaM,
BbIOYX, a/1 9kora naugpnena 6onbll 9K N9Ub/A39CaT UanaBek.

3a He3anekHacbuUb Tp36a nnauiub! KpbiBéo! Yce Hapoabl
nnaugub KPbIBEID 3a CBalo He3anexxHacbub. benapycsl — He
BbIKNOU3HbHE, [nauini, nnauiM i 6yaszeM nnauiub 3a cBako
CBab04y XbllUbLGMI 1 KPbIBEIO.

HikoMy He3anerkHacbLb benapyci, akpom camix 6enapycay,
He naTpabHag. Higakix ino3igy Ha raThl KOHT Y HAc AayHo
Hama. lNpbIHaMCi, y TbIX, XTO MbICbAILUb LbBAP03a. AACTOVBALb
HaWy He3anexHacbub JAaBdj3euua He aasiH pas. Ui
NaapbIXTaBaHbIA Mbl /1A 3MaraHbH4, Aa 6apaubobl 1 a3 BalHbl,
Kani Toe cnatpa6iyua? CKkaxky Wwublpa, He NaJpPbIXTaBaHbIS.

HaBaT THpapbICTbIUHYIO aTaky, WTo aabbinacd Ha [I3eHb
He3aneXxHacbllj, WMaT XTO VYCNpbIHAY 9K BbINAAKOBACbLb i
XyAiraHcTea. Hay»Ko naycoTHi napaHeHbIX Siiu3 3amana, Kabd
3aayMalua Haja 6gcbiekato 6enapyckan A3spKaBbl?

AAKIHYYWbLI naTtac, 9 pacnaeBgay CBakl TiCTOPLIIO npa
3HAEMCTBA 3 TIpapbICTaM. Mon acabicTbl BOMbLIT Y CTACYHKAX
3 TOpopam A0ChILb Marbl, ane €H écblib.

9 Bepay TOMbKi  aaHaro npayasieara  ubliinckara
TopapbicTa. 3Bani aro Kapnsc. Y csae naTHauuaub ragoy €H
naaknay 6omM6y y aytobyc. 3ariHyna uyaTbipbl UanaBeki.

Kapnac yuék 3 Ublini, XXbly y MMapbixkbl, Nakylb TaradacHbld
niHau3Tayckis ynaabl He abBgaCbUini 9ro y MiKHApPOAHbI
po3wyk. 3 ®panupli Kapnac nepabpayca Ba Yexoani Bapnin,
aATyNbL npblexay y MackBy, a 3 MackBbl nepaxaBayca V
MeHcK. Y benapyci Kapngac npaugarHyy Bydoty Y M3/blLbIHCKIM
IHCTBITYLE.

Jla Hac, y MancTIpHIO akaaasMii MacTauTsay, aro rnpbiBey
MOV aaHaKypcbHik Nena. En naabauay Kapnacy Hanicalb Sromsi
napajHbl NAapTP3T canpayaHara 3Marapa v p3BarntolblgHapa.
Kapnsc pgaBoni cyp'@3Ha nacTtasiycs Ja nasipaBaHbHS #
rajasiHami caazey y MamcTapHi. llpa wto Mbl TONbKI 3b iM He
neparasapbini..

Ceae nornaabl Kapnac ve xasay. EH 6bly nepakaHaHbIM
KaMyHiCTaM, éH Bepbly Y NEPMaH3HTHYIO P3BAoLbIO, BEPLIY
Yy nepamory KaMmyHIiCTbluHaW ial2anérii yBa VYCiM CbBeLgE.
Cnpavauua 3b iM 6bINO0 UgXXKa, 60 aaHa crnpaBa — ublTaub
npaupl /leHiHa Ui cnyxaub npa ix Ha 3aHyaniBbiX 3aHATKax na
HaBYKOBbIM KaMyHi3bMe, a iHLIAag P34y — ublTalp iX, 9k Kapnac,
XaBaloUbICA ¥ MEepaxoyBaloubiCad Ha 9BauHbIX KBAaT3apax. Ycix,
XTO KpbITbIUHA BbIKA3Baycd npa AbIKTaTypy MpaneTapbiaTy,
Kapngac agpasy 3aniusay y ¢palbICThbl.

«Tbl He npbiMaell AbIKTaTypy MpaneTapbiaTy, 3Haubilb
Thl — QaWbICT, i MoxXxaw icbuUi aAa lMiHAU3Ta ® naubICbUiUb
aMy 60Tbl..» Icbui aa lMiHau3Ta Y MAHe KaJaHbHA He ObINo, i
UbICbLiLb 60ThI AbIKTaTapy 9 He 3b0ipaycd. Ane 1 narajykauua
Ha AbIKTATypy NpanetapbisaTy XajaHbHA He Y3bHikana. Kani
VKO W pasrngjaub ricTopblio 3 KA9CaBbiM NaabixoAaM, JAblK
CINsHKa 3b cIAproM MgaHe 6onbll Babina, ubiM NpaneTap ca
CBAiM ManIaTKOM.

Kapngc, ublé A3¢9uiHCTBa Mpaviuio y ayTapamMOoHTHam
MamCT3PHI, He Xauey HaBaT uyLb Npa PoyHacbLb NpaneTapbiay
3b CangHaMi. HenaxicHacbub Kapngca 3acmyuana. 94 Ha
MOl 3pa3yMelpb uYanaBeka, 9Ki MnpbHEC 60MOYy Y cBaio
ayTapamMOHTHYIO MaUCT3PHIO, Y CBOWX ayTanapk.

«SIHbI HE NaBiHHbI ObINi BLIXOA3iUbL HA Npauy! Mbl A4aMOBIfica
Ha 3a6acTtoyky! A dHbl — WTPIMKOp3IXepbl — 34pajsini #
BbIALWII! SHbI Npaaani Hac, 9Hbl Npajani CBOX HAapo/, SHbI
3acn1yXKblni cbMepub. 9 naknay 6oMoy v ayTobyc, skiM KipaBay
WITP3MKOPIXEP, Y ayTobyce exani WTPIarkopaxepbl, 3APaHiKi.
9 ix y3apBay, i 9 He wKaayw npa 3pobneHae. Mol dwu3
BepHeMca YV Ubini! Tel narngasiu, 9K Mbl BEPHEMCS Y Ubini #
oyasem cyasiub lNiHauaTtal»

9 Ha Bepbly, WTO Kapnac BepHeuua Ha pajsiMy ¥ LWITO
MMiHauaTa, 9ki aaaaBay 3arajbl ab KaTaBaHbHAX NO43eM Ha
CTaJbléHax, HeXTa Hekani éyase cyasiub. Taabl Kapngc, ka6
pa3bBeslb Maé HsBep'e, 3anpaciy MsHe Ha ublniicKkae CbBYTa.

Ha Toe cbB4Ta 9 MYCY MpbIACLLI 3 KapuiHami, i Ha
NnpocTa 3 KapuiHaMi, a 3 KapuiHami paBanioubliHbIMI, 9
naHamManéyBay paBanioLbIsH3Ipay 3 NaxoHsIMi, NaHaManéysay
iX y akcnpaciyHan cTbinicTbiubl [Jasiga Cikerpaca, Taro
camara C(Cikenpaca, ¢GKi  3bA3SMCbHSIY  T3PApPbICTbIUYHYIO
akuplio 3aboinctea Tpoukara. EH cTpanay y Tpoukara npasb
CblUFHY 3 OyMHakanioapHara Kynaméerty. Crpandy, ane He
nauaniy, TeiM pasam Jlasia Tpouki 3acTtaycsd Xbiub, a Jlasij,
CikeXpac BIpHYYyCS Aa CBaiX p3Ba/oUbIiHbIX CblLeHanicay. 3b
AroHbIX CbUEHanicay, Japaybl, i Nayanaca XxBang TatanbHara
rpadiTbi3My.

Kapnsc 3aMoBiy MHe BAMi3HbIS P3BANIOLbIMHBLIA MAMIOHKI, | 9
iX 3pabiy, 3a WTO aTpbiMay A3bBe OyT3INbKi Cyxora ubipBoHara
BiHA 1 MaruybiMacblb NANPbLICYTHIYALb HA CbBILE Y Ybl/liACKan
rpamajize. Mbl TaHubINi, CbngaBani, Becaninica...

YBa YCEM raTav KapHaBanbHayv, ane Be/bMi 3MPOYHaW,
ricTopbli Npa Maé 3HaéMCTBA 3 TapapbicTam Kapndacam écblb
TOMbKI aZiHA Ma3bIThlyHAd A3Tanb. Kapngac BbIBY4YbIYCS Ha
JIOKTapa v cTay npauasalb reHikonsaram.

XiTpaaVILUHIK

YaMmy yBa VCiX XiTpaayuwHikay, 9KiX 4 Bejay i Beaato,
XKbIUbLUE CKanaca kenckar 3aaeanaca 6, ycé mycina oblub
poyHa HaaagapoT. XiTpacbub Tak 67i3ka N9XKbiUb Kang
PO3yMy, WITO 60/MblIACLLUL N0A3€eM | aJPOo3bHilb iIX HI MOXa.
[l3e Taa XiTpacblpb, a [3e ToX po3yM? XiTpaayliHiK npa Toe
LyJOYHa Bejae # rynde Ha raTeiM. EH Tak 3axanngeuua
FYALHEIO 3 PO3yMaMm, WITO Y paliue PILWT caM cabe 1 abaypsae.
Y XiTpaaywHika HecTae AyXy Mpbi3Hauua Yy napase, €H
npaugreae xiTpasalb, NMpaudarsae Aypblilb ranaBy iHWbIM i
cabe. 9dro HiXTO VX0 He YcnpbiMae YCyp'és, Aa SroHbIX cioBay
HE MNPbLICIYXOYBAOLLA, S9r0 TIKCTbl HEe ublTallb, @ €H yCé
QY3 NMOYHbI HaA3eay abaypblilub YBECh BANiKi CbBET.

Crapbl XiTpaaywHIK — MYp30THae BiJoBilWya. 9my 6
cnbiHiLUa, sMy 6 asipryuua. He! EH MiTyciuua Y HICIbIHHBLIM
npausce. EH H9 MOXa npbi3Hauua camoMy cabe, WTOo WAaX
AroHbl OblY | 3acTaeuua NamblKOBbI.

XiTpaAyLWHIK HA MOXKa 6bILb MPOCTHLIM, @ TaMy 1 CBAOOAHbIM
&H 6blub Ha Y cTaHe. EH 3anexHbl an, abcTasiHay, BapyHKi
3aycébl MauHenwbis 3a aro. EH pa6 asapTy, éH 3axonneHs
rynbHE. Tbl 9ro chblHIEW, Kaxkall, WTO XbiUbLE MpocTae,
a én Tabe Hga Bepbiup! EH ayMae, WTo yce XiTpyHbl, WTOo yce
inryupb i y ryni rynaioup.
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XiTpaayuwHik Bepbiub Yy ¢apT! [pocTamy danaBeky H4
Tp36a Bepbiub Y GapTyHy, V BbiNaaak, y uya. Jlng npocrara
M Tak yCcé gdcHa ¥ 3pa3symena. A Anga XiTpaayllHika ycé
KblUublLE — CcKNaaaHbl N96ipbIHT. HaBaT y BbiNpacTaHbiM
cloX3le éH 6aubilpb 3abnbiITanyio iHTPLIry. EH cnipabye se
pasraaaub — i 3a6/1bITBaeL A KaHYaTKoBA. Taabl XiTpaayWHIK
nausiHae nraub. EH inka, inx3, inxa.. En narpysawusae ryp6eoi
NKbIBBIX Ap0o6a349y. EH ToHe Y HenaTpabHait apabase nobau
3 MPOCTLIM WwngxaM. EH ToHe, 3axnbiHaeuua ” npaugrsae
Bepbilub Y GapT, 9Ki 9ro ypatye. MeHaBsiTa Ha rata v usaxka
rnaa3eub. Tl 6aublll, 9K XiTPAAYLHIK TOHE, 6aublll, 9K 6/1i3Ka
NAXKbILUb BblpaTaBaHbHe, ane Janamarybl HS Moykaw. CBow
PO3YM Y Uy KYIO FanaBy He YKaj3elll.

Bocb npocTbl npbikaaa.. Tel Manaabl # 3akaxaycs, usbe
Kaxaloub, Tbl axkaHiycs, i y Bac 3basinica a3eui. pocTta. Y
xiTpaaywHika Tak Ha 6yase. EH i § cTacyHkax 3 XaHublHaMi
wykae Bbiroaay. EH axsHiuLa He Ha KaxaHai, éH BblKapbicTae
KaxaHbHe, Kab MNpbICBAaubILLA [Aa Uellybl, 9Kasd 3Moxa sMy
najapasaub KBaTipy. XiTPaAyWHIK H49 6aublib Taro, wTo
droHas uellya Kynnge KBaTapy He aMy, a Ang aaduki. | Ha
nacaay uewda ynaakoyBae xiTpaayluHika, kab y JoMe Jauki
BS/CS MPOLbl, @ XiTPAAYLWHIK r3Tara H9 6aubilb, 60 BepbIlb
y CBAl0 BAMNIKYIO XiTpacblib.

Ui apyri npbiknaa.. Tabe 3axauenacsd BbiMilub rapanki,
Thl Navwoy Ja cabpoy i BbINY rap3/ki npocTa Tak, A3end
BECI/NOCbLi W 3aJaBa/ibHEeHbHA. XiTPAAVYIWHIKY Kani W
3aMaHelua BbiMiub rapanki, AblK €H Habyase nNAswKy n
noiase Ja BsJaoMara uyanaseka. EH ckaxka Tamy uanabeky,
WITO APbLIHEC NAYacTyHaK aJj, Wyblpara capua. HaesaT npocTtae
M9HCTBA XiTpaAylHIK cnpabye nepaxiTpasalb.

XiTpaAyWwHIiK Hikoni H4 3po6iub Hiyora mMananatpiabHara,
Hiyora H4 3po6iub AN AyLbl.

XiTpaAylWHIK Bepbilb Y TasMHiLy, EH Bepbllb, WTO MOXHA
Aasejauua TasMHILY W, A39Kyloubl FITan TagdMHiubl, 3MoXa
V3BbICiLUA HAJ acTaTHIMi, MeHW XiTpbIMi, YanaBeykaMi.
TamMy ana XiTpaaylwHika BelbMi BaXKHbIS UblHbl ¥ nacajpbl,
PO3HbIS JOMYCKi i CTyNeHi raTelX gonyckay. En Moxa Haear
nakyTaBalpb Npas Toe, WTO Y Sro A0MNYyCK HY WOoCTan, a TONbKI
TPAUaX CTyneHi. Ane, HaBaT 3aMMeyilbl JOMNYCK LWOCTan
CTyneHi, XiTpaaylwHiK He y3paayeuua ¥ He cynakoiuua.
En yciM naBokan 6yase nraub, WTO Mae AONYCK cémai
CTyNeHi, a 3 NAswWKan jgaparora KaHbskKy 6y/a3e nesbui jga
M0A3en 3 JoNyCcKaM A39BaTan CTYMNeHi. Y pawue pawT Moa3i
3pasyMelollb, WTO XiTPAAYLIHIK HS BeTbMi Pa3yMHbl M 3YCiM H4
IWYLIPLI YanaBeuak, i kapepa sroHas CKOHUbILLA, i AOMYCKi
dMy He Janamoryub, Abl ¥ 3a69pyub Y 9ro Thid JA0ONYCKi, WTO
pasyMHa.

[TycTabpax

Mparnsaaio canTbl, aiHLIM BOKaM KacaBypyca Ha Tanesizap,
rapTaio rasaTbl W NaycClob, 3@ HEBAMIKIM BbIHATKAM, 6auy #
uylo TaTanbHae nycTabpaxcTaa.

KoxxHae, HaBaT camMae ManasHauHae, 34ap3HbHe
abpacTae Tako¥ KOMbKAcbLlO anaBsdAanbHikay, WTO VSBilb
TOe 34apa3HbHe, abanipalubiCd Ha CTPaKaTbid KapLUiHKi M
LIMATCNOYHbIS aniCaHbHi, HEMArubiMa.

A6BSIWIYALL BavHy WIMATraaoBbIM, WMATAOMIUHLIM i
WMATMOYHbLIM NycTabpaxaM He BbiNajae. bo icbui BasBaub,
3araji3g Bejaioubl Npa napasy, He pa3dyMHa. Afe nakasaub
nyctabpasxa “ napa3sBaxaub MNpa SroHyl HiKU3MHacblb,
nivy, BapTa.

3aayMauua npa nycrabpaxcTBa MAHE 3MYCiY KiHAPXXbICIP
Mixankoy. Y HawbIM  T3aTpa’ibHa-MacTaukiM  iHCTbITYUE
NaA3inica CcycTpaubl 3b BIAOMbIMI M1043bMi. [lpbixoa3iy Ha
Takylo CYCTP34y ranoyHbl KiHaiHA3eeu, — [ovka Miuiy,
npbixoA3iy i MikiTa Mixankoy. Tl CycTpaubl pajasani
npocTacbLio y3aeMaJaublHEHbHAY i aACYTHACBLLLIO MXKbl, SKad
HaBaT Y BIJOMBbIX i CbMENbIX NI0J3EM 3a3Bbluak 3bayngeula
nepaj, kKamspan i MikpadpoHam.

Ha naaobHblg cycTpaubl MacTakoy Mpbixoa3ina 3aycéabl
6onen, ubiM akTopay i paxbicopay. Tamy ¥ raBopka 3b
MixankoBbIM Nanwna npa »kbiBanic...

3 ycén Banikam cam’i MixankoBbix acabicta MHe nagabaeua
KbIBanic a3eaa Mikitel — [laTpa KaHuanoyckara, aki pasam
3 JlapblEéHaBbIM i MaWKoOBbLIM CTBapbly TFYPT 3b /J3Ep3Kak
Ha3Balo «3BAHKOBLI BaneT». [3Tbl «BaneT» nabiy 3MPOUHbI
Nncayaapa3aniam i iHGaHTbINbHAe «MipiCKyCbHILTBa». «Banet»
CTBapbly Pycki Ky6i3M, 3a WTO ¥ Naeara g9My, i nawaHa.
Mixankoy HaaT Bblbauaycd, WTO HY BeNbMi 3axanngeuua
JKbIBaMicam ceanro a3eja KaHuanoyckara v ceamro npajsena
CypblkaBa, 60 3HaxoA3iuua Yy 3CTITbIUHLIM Mo ®aa0TaBa,
A39KYIoUbl 9KOMY CTBapae Bi3ya/lbHbl BOOpa3 KiHAaCTYXXKi npa
A6bnomaBa. He Mmary He cKasaub: 3KpaHi3aublq pamaHa IBaHa
[aHUapoBa — Ha MOW po3yM, Hawnenuwas KiHanpaua MiKiTbl
MixankoBa.

MNaauac ToM cycTpaubl Mixankoy To/nbKi agHOMuUbI 3b6iyca V
pa3MoBe 3 poyHaW TaHanbHacbli. 3b6iyka 6blna 3bHiTaBaHag
3b ¢inbMaM «Y vaubBep, i 60/bl HikOAi». Mixankoy Ha3Bay
TOM }inbM «lWblPppaBaHbLHEM MYyCTATbI», MAYNSy, Kasi /1o439M
HIMa 4aro ckasallb, SHbl MaublHaOUb 3 PA3yMHbIM BbIM1s4aM
pacnaegjaub npa po3Hyl HenaTpadwubiHy. lNaraasiuua 3b
MixankoBbIM 6bIN0 LFKKa, 60 Y pilbMe packasBanacsd rictopbid
KaxXxaHbHA. Manaabl MyXXublHa, CbirpaHbl Aneram Jlanem,
Ha aJ3iH /J13eHb 3bdXK/)Kae Ca CBAEW KaxaHKalo 3 ropaay y
BECKY, @ HACTYMHbLIM JHEM EH BApTaeuua y ropaj, BapTaeuua
J1a CBAéW XOHKIi. Ha Tne ManyMmaHTanbHa-npanaraHabICLKiX
dinbMay nipbluHag ricTopbig Npa HAcnpayxaHae KaxXaHbHe
rnga3enaca BefbMi CbBe)ka M 3paTbluHa. Ha  A3iBa, wTo
MaMCTpy npanaranbl MixankoBy dHa He cnaaabanacy, i Ha
npocTa He cnaaabanacy, a BblKNikana abypsHbHe.

CnoBasnyusHbHe «wblppaBaHbHE MyCcTaTbl» 3aMoOMHINAcs.
3 Taro yacy s wWMaTKpoub npbiraaBay 4ro, Kani 6aubly
XanTypHbl PinbM Ui ublTay 693 4apHbl TIKCT.

LbippaBanbkik NycTaThl ¥ €CblUb MyCcTabpPIX.

CaM na cabe nycTabpax — 69CKpbIYAHAd HIKU3IMHACbLLb,
ane WKoAy Vyaynde HeBeparoAHas KOMbKacbllb 3TbIX
nycrabpaxay. Ceaim HeCyNbIHHbIM LyMaM-3BOHaM-
6an6aTaHbHEM SHbI 3aMayHSIOLUb 3T3P Tak, WTO nauylpb ronac
pasyMHara yanaseka amasib HemMarubima.

[lycTtabpax 3roaHbl  pasBaxkaub Ha MOOYI0  TaMy,
abmgapkoyBaub 1t060e nbiTaHbHe. /119 nyctabpasxa He icHye
HigKix HopMay i abMmexxaBaHbHaAY. EH npatye, 9Kk MocTapKa; i,
9K Y MIOCTIPKY, V iM HAMA Hi MbIOiHI, Hi UINNa, Hi GakTypbl.
3atoe Yy iM écblb MNaakacblb, MYHUABITas MMSIMypHAaCcbLb i
Bi/laBOUHACbLb a6'eKThbIYHACHLL.

MycTabpax-My>KublHa 3a3Bbluar ajinyckae JarnejKaHblq
BYCiKi, Kab Haaaub cBanMy abniuuy HerKylo NnepakaHayuacbllb.
JKaHublHa-nycTtabpax nobiub 3anakoyBauua y XakeT abo
MiHXXakK Wapa-cTanbHora konepy — A3end yayHa canigHacbL,.

Teapbl NycTabpaxay nagobHbls Aa TIaTpaibHbIX Macak 3
HamMangBaHam Jo6pasbluniBan ycbMeLwaukalo.

3aasanacs 6, wTto Tp3ba y3dub BaxkKi ManaTok i pa3boilb
NyCTaBOKYID Macky nycTabpisxa, ane Takoe MNaMKHEeHbHe
namblikoBae, 60 NycTabpax i Tak MEPTBBI.



[ManiTBap'sThbl

MacTakoyckae BOKa 3ayxXAbl MNpbiBabnisana ajamMeTHad
3bHelHacblb. 9HO 1 3pasymMena, 60, CTBapalubl 3bHellIHIe —
$hopMy, MacTak yBaJiHauackce CTBapae v 3bMecT.

YacamM 3aMoyupl CTaBdlb Mepaj, MacTakoM amaib
HeBbIpallanbHylo 3aJady. Hanpeiknaa, npocdub HaMansgsaub
Mpapoka, 9Kora MacTak HiKo/i H9 6aubly i 6aubilb HA MOT.
3ajgaua nacrtayneHad W natpadye BbIpaldHbHA. MacTtak
navblHae WyKatllb Bbipa3Hbig TBapbl, aAMETHbIS NocTali. llykae
€H naycionb i 3ayxAabl. Hivora AsiyHara HaMa # y TbIM, WTO
naaobHbIA NOLWYKI NPbLIBO/3INI MAacTaka Y MecCLbl, CXaBaHbId
a/l 3BblUalHbIX Baud¥. MacTak Mor Mandgsaupb i Y aHaTaMiuHbIX
TIaTpax, i ¥ TypMmax, i ¥ Bap9THax. TaMmy Yy MacTakoycKiM
acapoaKy BbIMI91aM BapsTa Hikora HS 3bA3iBiLl.

MacTaki HaByublNiCd CnakoMHa VYCrpbiMalb 3bHELIHIOW
BbIPO//liBaCblb, SK i 3bHELIHIOW MNPbIFrAXKoCblb, Aap3ybl. A
SW4U3 9Hbl HABYUbIMICS HY ropll 3a JaKTapoy a/po3bHiBalb
XBOpara uanaeeka aj, 3aaposara.

Acabicta MgHe Hd MouHa npbiBabniBani naxoapl Y
aHaTaMiuKy ¥ MangBaHbHe MnasensgHesnbiX i 3adapManiHeHbIX
Tpynay. Ane 4, 9k i yce npad3CitHbia MacTaki, xaasiy y
CbMSP/13I0Ubl @HATaMiUHbl T3aTap i BbiBydyay MASCTbIUHYIO
AHATOMII0O HS TOMbKiI T3ap3TbluHA, @ ¥ MpaKTbluHA — ca
CKanbna/ieM y pyua. Ha Maén KHi>kHan naniupl J0yri yac ctaay
canpayaHbl, @ He MYAS)KHbI, YanaBeubl usparn, ylacHapyyHa
BblKarnaHbl HA MEHCKiX Morinkax. AjyKaubiMHbl  NpaLaC
BbiIMaray Jaoyrara MandBaHbH9 Janabeuara uwkineta, Hy a
yspan ysa yCiM Wkineue — A3Ta/lb HauranoyHeuwas.

IKCKYPC Yy MiHylae MHe cnatpa6iyca ang Ttaro, kKab
Hanicaub a/i3iH CKas.. 3b BANiKak BeparoAaHacbL0 npayabl 9
Mary ajpo3bHilb YanaBeka HapmasibHara aj, Bap'gTa.

9 MangBay i aniceay camblX PO3HbLIX BapsTay wWMaT
pasoy. Y raTbiM 3¢3 9 nacnpadyio 3padbiub Hakia Aa NapTpaTy
HavHoylwara 6enapyckara naniTBap9ta. [llpawuypa ratara
AYPHS TOMbKI aaHOMUbLI Y Hallak NiTapaTypbl Nakasay SHka
Kynana, Hanicaywsbl Tparikamdapito «TyTanwbig». MikiTka
3HOCaK ca CBaiMi rapnanaHCcTBaM i YCKpbIKaMi «1a10y-1a1oy»,
6e3yMoyHa, npalyyp cYuacHara naniTeapsTra.

Bap'aTbi-NaniTelki Ha HawbIX BYNiLAX 3b9BiNIiCA HA TaK i
AayHo. [loyri uac y nanitelKy He/bra 6bi/10 NPbLIACLLL 3 BYAiLbl,
i 3 TOM Banikav Nanitblki HeNbra ObINO HA BY/iLY BbIACHLI.
Lganep naniteluHae XbiUbLUE TaK Cnpacklinacy, wWTo WwMaT
M0A3€e1 NPoCTa 3 ByAilbl TPaNiai y NaniTblKy, a NOTbIM iX 3 TOM
NaniTblkKi Ha Tyl0 )X By/iULy ¥ BbIKiHyNi. Ha A3iBa, wWTo wMat
XTO 3 3KC-MaNiTbikay Hs BbITPbIMAY MPbIHIXKIHLHS 1 3Bap’auey.

3aMmecT Taro kab navaub HoBae 6ecrnaniTbluHae XbIUbLE,
naniTeap’aThl cNpabyioub rpalb PoNio canpayaHbIX Naniteikay.
Y NoAHbIX Mecu,ax sHbl Pasry/ibBaolb 3 MPbILICHY ThIM J1a ByXa
COTaBbIM T3/1ePpOHaM i pobsLb BbIrMG, WTO AAOUb IHTIPBIIO.
TBapbl ix naciHeni aj n'aHcTBa. BonpaTka naabHowBanacy.
Pyxi 3pabinica H3pBOBbLIMI, @ ranacbl — XpbIiNaTbiMi. Bouki ix
MiTycauLa...

ManiTBapgtay He wWKaaylo. SHbl Y MgHe BblKAIKaoUb
ariay. Yamy? A Tamy, WITO ynacHa nasniTbiKaMmi SHbl HIKOMi #
He Obini. Higkix naniTbluHbiX norngaay Ha meni. Kani 6 gHbl
Mefi ManiTbiUHbIA NOMNg/Abl, 9Hbl 6 Npauasani aHaniThiKami,
arnajansHikami,  pacnpaudoysani ¥ yaackaHanbBani 6
NapTbiMHYIO npaudy, ublTani 6 nekubli ¥ KaHcynbTaBani 6
Monaa3b. A raTbid nparni aaHo ynajbl, @ Kani de cTpauini,
navani Hy/a3iuLa, cbniBaula ¥ Bapauelb.

Y Bap9THi, WTO Mecbliuua Y MacTauky Cnaboaka, npa
naao6HbIX NM0A3en Kasani, WTo gHbl pa3Maynsioub 3 KocMacam.
MNa BaMiKiM paxyHKY, sHbl 1 pa3mayndioub 3 KocMacam, i mecua
iMm y TOM xa X Cnaboaubl. TonbKi Hawa ny6nika gwds He
NMpbI3BbIYAINACa Aa NpPoCTan AYMKIi, WTO M capoa Nnanitbikay
MOTyUb Obllb canpayaHbigd BapaThbl.

Jla Taro, wWTO Bap€Tbl Tpanagouua capoj MacTakoy
i mastay, yce AayHO NpbIBbIKN. HaBaT MNpbIBbIKNI Aa TakoM
Aypackli: 6bluuaM 6bl CcIpog, nalsTay i MacTakoy BapsTay
3HauHa 60nbl, UbiM CAPOJ, PaAboUbIX Abl CINSgH. MO BOMbIT i
Mae J10Ccb/eabl nakasani uankam cynpaubieribia Aa/13eHbis.
9kpa3 60/bluacblUb XBOPbLIX HA ranaBy — Mi0/A3i NPOCTbIF 1 Aa
TBOPLLAY aHigKara JaublHeHbHS H MaloLb. AnaBeaHa, Banikam
LWKO/bl MPOCTLI BapaT 3pabilb H9 MOXa. A BOCb 3Bap'suenbl
naniTblk Moyka Hapabiup WMaT WKoabl. Tamy Ja ycix BapsTay
Tpa6a npbirngaauua ninbHa, acabniBa uganep, Kani capos ix
3b9BiNica HoBabenapyckis rapaskia nanitBapaThbil.

AKTOP-P3XbIC3P

Kencki ToM akTop, 9Ki HA Mapbilub CTalb PIXKbICIPaM..
Mpayaa? Narnap3iM-narngagsiMm..

AcabicTta 9 He M6 NaABOEHbLIA MPO3bBIllYbLL. Yce MThid
MNMuwbikaebl=Aynnetasbl Abl CTpyMeHi-bapuiuaiki natbixatoub
MarinbHan nasamiHynacbUlo J3eBaTHauuaTara craroasb/ass.
dwus MeHex 9 naBaykalo NajBoeHbIs npadacii KWTanTy raTara
camara akTopa-paxbicapa. Ane 4 nobno C/10BbI, HanicaHbIg
npa3 A3¢ic, TaMy 3b HEMPbLITOEHLIM 3axangeHbHEM Haniwy
npa akTopa-paxbicapa.

CyuacHbls akTopbl Crpabylous paxbicaBalb CLU3HKI Ha
TanebauaHbHi. YaMy He? Tanesisia ugnep cknajaeuua 3b
O9CKOHUbLIX aHAHICTBLIYUHBLIX Migapayak «cam cabe akTop-
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P3XKbICIP-CURHAPLICT-(GiHAHCICT».  YC& qw4d  ans3paTtapsl
BblAyyalouLua Y acobHyl KacTy, ane rata Ha jgoyra oyase
uarnyuua. Kani yanepaka ¢oTtaanapatay Ha 3amni 607bl
3a moA3en, AblX XYTKa yce raTbid anapaTtbl nepaTtBopaila
V Kamapbl. [lpaudc ia3e. Hey3abaBe Haw akTOP-pPIXKbICIP
nacTasilupb Mapy Kam3p Ha WTaTbiBbl — i Nauwno-naexana
6e3 ansparapa.

Ane BepHeMcd aa pacnopenay npa akTopa-paxbicIpa.
[ycTbl yanasek. 3yciM NyCTbl, UbIM 6O/bLLI Y IM NYCTAaTbl, ThiM
nenen. bo y ratyio nycraty MOXHa Hanamnoysalb poni 3
KICTaMi, 3 JIYMKaMi, 3 XapakTapami.

Ecbupb, KaHewHe, i XapaKTapHbld aKTOPbl-P3XKbICIPbI:
6apapartag JKaHUbIHA, MY KUbIHA-TIraHT, nininyuiki,
BbIPa3Hbld  MPAACTayHIKi  3aHaManbIX  HaUMEeHLWacbUsy,

KapblkaTypHaTBapbid W KapblkaTypHauenbia MnpaacTayHiki
HauoboNbLIACLLAY, MYyXXublHa-6aba-ara, >KaHublHa-3bMSIOKA...
Tol pasymeew? Bajoma, pasymeew! Ane rata 60nbll UBIPK,
UbiM T3aTap, 60/bl AP3HA, YbIM CUIHA. AJ Takix BbICTyNoyuay
aA3iH KPOK Aa cnapTaHuay-crnaptoyuay, a Tam uJanaBevae
naubiHae 3bHiKalub | MNaublHae npasynauua >XblBENbHA-
npbipoaHae. TaMy BEpPHEMCS Ja MycTaTbl akToOpa-pakbICIpa,
y SKVIO 3araHgeuua pons.

Pa3zyMHbI aKTOP-PKbICIP — MACTYXMSIHbI aKTOP-P3KbICIP.
En cnyxae npapasiocapa-rpawagayuy, €H 3aByusae coBa v
CNOBa TIKCT MMechl, éH anpaHae Toe, WTO pailb MacTak, éH
rnaasiub Tyabl, Kydbl ckaxka anspaTtap. [eHidanbHbl akTop-
PKbLIC3P MOXKa Aarajsilb aapasy Veéi 3apiMauHan rpyne. Ex
MOJKa Jaraji3iub gius ¥ MilbEHAM CBaiX Meadoy-cayxXadoy.

Haw akTop-paXbIC3p 3a3Bbluai BbIBOA3iLLA 3 MNpocTa-
akTopa. Kani cnaea npbixoA3iub JAa akTopa, €H i naublHae
3aAyMBaUUa  Mnpa  PIaKbICOPCKYIO  Kapepy, Mnpa  ponio
nanbkaeoaa.. Hy wro TyT usxkkara? 9 Toicaubl pa3oy 6aubly,
9K rata pobiuua? 3mary!

AKTOp nauvblHae nepaMalb MNABOA3IHbI  PIXKbICIPA,
3bHellH9e neparMaHbHe Y 9ro aTpbiM/iBaeuua BblaaTHA.
JK3CThl, KPpblKi, KaMaHAHbLIS iHTAHaubl, CNANINSa/1bHbIA
MOrnabl — PIXKbICIP CaMbl canpayaHbl! Ane )X C/10Bbl, Y SKiX
naBiHeH Obllb dlIUY W C3HC, HE iAylb, He fielua NneceHbka,
neceHbka Hg wWasze. CnoBbl €cCblb, a C3HCAY VY iX Opak.
AbpakajabpbluHaga TapabapluubiHa cbinfeuua 3 aktopa. Kani
pa3yMHbl, AaBoA3iuua aacTynaub, JaBoj3iuua 3acTaBauua
akTopaM. llIMaT XTo 3 akTopay y Takisd MOMaHTbl MaubIHAE Millb.
Haynaua 3araHge aktopa y A3npacito, i éH nauybiHae 3anisaub
CBAlO NyCTaTy rapankawn. TatpanbHblga 6ydpaThl namaTaolb
ThiCAUbl aKToOpay-M9Hilu. Ane écblb TYMbid ¥ HaxabHbI,
VYNapThbid ¥ HACTBIPHbIS, | 9HbI HS MO | HE aJCTyMnaloLb, SHbI
TpaHcpapmyioLLa Y akTopa-paKbicapa.

HewTa g ycé npa aaMoyHbid 6aki 3 XXblUublLd aKToOpa-
paXbICOpa pacnaBgalo, a €cblb )Ka CIpoJ iX BblAATHbIA
MaWCTPbl  CBaéh Cnpasbl, E€Cblb TreHii. AKTOP-pPIXbICIP
raBopblub — i Thl My Bepbill! Bepbiw, WTO €H i ECblUb KAponb
Nip. Tel Begaew, wWro TyT — T3aTap, WTO HA CU3HE aKTop-
P3XKbICIP, WTO yCe C0Bbl HeKasni JayHo-AayHO NasT Yinbam
Lskcbnip Hanicay, wTo Haw nasT-Kaypyk [aypyk nepaknay,
WTOo.. Bepbiw! | pasam 3 raTbiM He 3bHiKae MsKa namixx Taboto
M CuU3dHa0, HaBaT MaMik aKTopaM-paXXbiCIpaM i Kapaném
NipaM 3acTaeuua HenapylwaHas Ms)ka, ane gHa He 3aMiHae
aTpbIMAiBaUb acanoay aj, BiJosiwua.

HacamMpau y  aKTOpCKa-paxbICOPCKIM  MaWCTIPCTBE
HaWcKNajaHerlbl 371EM3HT — raTa S9Kpa3 3axoyBaHbHE MSIXKbl
Mami>k paa/ibHbIM CbBETAM i CbBETaM PYKATBOPHbIM, MaMix
NPbLIPOAHBLIMI 3b9BaMi W 3b9BaMi MacTaukiMi. Kab mae passari
BbirNsgAani 60bl NepakaHayya, 9 3rajato aJHaro planbHara
aKTopa-paKbicapa, gkora TyT HaszaBy — lIrap Miposiu-
KpbiBeHKa.

Byublyca Yy 6enapyckan Akaasmii  MacTtaureay Taki
yBeCb BiAHbl 3b c496e camel, Irap Miposiu-KpbiBeHKa. 3b
nepliara Kypcy €H naday najnpauoysailb Ha TanebauaHbHi.
BbiwTykoyBay Irapok nouwnbig, HibbITa CbMELLHbIA, CIOXILLKI
AN9 CaMbIX PO3HbIX NiJapauak. AAHOMUbI 3Tl M3racamel,
MipoBiu-KpbiBEHKA BbIpallbly JABECbLi YCIMY CbBETY, WTO
V Hawan Japaror CTaniubl XbiBYlLb >XOPCTKId, XUiBbId #
abblgkaBblg oa3i. Ha ayTobyCcHbIM MpPbINbIHKY, 9Kpa3 nobau
3 poJHaM AKaJsMian MacTauTsay, Irap Myciy 3pakbicaBaub
i coirpaus ponio 3noa3ed. EH nasiHeH 6blY Ha MNpPbINbIHKY
BbIXaniub 3 PYK BbIMNAJKOBa¥ >XaHUblHbl CYMKY W yUdubl Y
aBop. CxaBaHas Kamapa Mycina Toe 3acbHsub. [MoTbiM Irap
3b0ipaycs BApHYLL CYMKY ¥ TpariuHbIM ronacam rnase/amilip,
WTO HiIBOAHAS /13bBIOXHOras cKaliHa HaBaT HA PbIMHYyAAcy,
ka6 Janamarubl abpabaBaHan rKaHublHE. AKTOP-P3XbIC3P
Irap MipoBiu-KpbiBeHKa 3bHillubly, 9K BaHAaAbl PbiM, MKy
namixk MacTaukiMm i canpayJHbiM cbBeTaM. CanpayaHbl CbBET
HeuakaHa naycrtay, 9Kk y TbiM Xa X PbiMe naycTtani pabdbl
naj, KipayHiuTeam Ha3noMmHara CnapTaka; CbBeT naycray
i Ha ayTOOYCHbLIM MPbINbLIHKY Hapaasly repod. Ton aarHay
aKTopa-paxbiC3pa, nacTaBiy sMy MNAAHOXKY W 31amay
HayJanamy iMnpasizaTapy Hary v Tpbl pabpbiHbl. [epon 6iy
aKTopa-paXbIc3pa Harami. EH nyniy pabayHika, éH Ha Beaay
Hi Mpa Tanekamdpy, Hi Npa 34bIMAuYHYI0 FPpyny J3gprkayHara
TanebauaHbH4g. [epo Ha BeJiay npa Msxy, skaa ajjssnge
p3anbHbl CbBET a/i MpblayMaHara. A Haw akKTop-p3aXXbICIp
BeJay npa Tyl MsKY. 9 aMy HeKkasnbKi pa3oy Taymaubly npa
qe. MapHa. Hs 3Mor s nepakaHaup Irapa y 3araHHacbLii SroHbIX
Hamepay. Kaiocga. He aauicHyy.

[epo” HaHEC ©6bl 3yCiM CTpaWHbIg NAlWKOAXKaHbHI
3710/13€10-aKTOPY-PIXKbICIPY, KAb 9ro He aJudarHy/i anspatap
3 paaakTapam. lepo Mor 6bl HaBaT 3abiub.. J3akyn bory,
abbiwocs 643 Tpynay. HaBaTt abpabaBaHag kKaHublHA XyTKa
BSPHY/ACa ¥ HApMa/ibHbl CTaH.

9 Obly NnepakaHaHbl, WTO 37ap3HbHE HA ayTOOYCHbLIM
MpbINbIHKY HaByubllb Irapa Miposiua-KpblBEHKY MaBaalib
HA6AUHYIO MAXKY, 9Kag aaA3sn1se planbHacklb a/, MacTauKara
cbBeTy. He! Irap Tak i 3acTtaycd HeHaByuyaHbIM aKTopam-
P3XKbIC3PaM 3 Nparaio Napyw3HbHSA YCINFKIX HOpMay i Mexxay.

AKTOP-pP3)XbIC3P He pasymee MpocCTbid CMOoBbI: «Kecapy
KecapaBsa, a bory borasa». Takag 6aa.
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