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METATEOTPA®UA:

8 Yol L& \ NPOCTPAHCTBO — O6PA3 — AEMCTBME

OTOT MEXIMCUUIUIMHAPHBIH MPOEKT IIOCBSIICH Npo0iieMaM MeTrareorpa-

R

(um — obnacTu 3HAHUS, KOTOpast HAXOUTCA Ha CThIKe Ppriiocoduu, UCKycCTBA U Ha-
. yku. C xonna 1960-x rojoB, KOrjia Ha4aakCh PEryJIIPHBIC aBUACOOOIICHUS U ObUTH
! L — = _ C/IeNaHbl epBble CHUMKU 3eMJIH 13 KOCMOCA, IIPEJICTaBICHHS O IPOCTPAHCTBE U BpE-
' L gp MEHH, TPaHHUIAX JIOKAILHOTO M III00ATBHOTO, KATETOPUAX «IAJIEKOT0» U «OJIN3KO-
TO», «BHYTPHU» U «CHAPYXM» MOABEPIIIHCH PaIUKAIFHOMY TepecMoTpy. B HacTos-

. o, . Couadabs b i mee BpeMs mporecc riodain3aniy Ho0yKAaeT K HOBOMY IEpeXUBaHUIO, MOJIEIH-

r i | r - "'. ! - - -'.. s E.\ | .-.,-: s =
i ol L y L e B . Cn 1 = BTHAE POBaHMIO M PENpEe3eHTalMK MPOCTPAHCTBA, B KOTOPOM CYOBEKT TAK)KE BBIHYXKICH

b BE o f s ; el __;; js KOHCTPYHMPOBATh Ce0s 3aHOBO.

=" o Ty i BER ! A A '
g Bl i ol . P s '{ﬁ.":-‘ﬂ Wi ITpoexT oOBeauHAET OMBITHI reorpa)oB M XYAOKHUKOB, NPHHAUICKALINX
§ o 3 = L 1 T K TPEM MOKOJIEHHUSIM poccuiickoro nckyccrsa 1960—2000-x rogos. B pamkax mpoex-

“a ' ===

T . . W \ Ta MPOU3BENICHUS] COBPEMEHHOT'O HCKYCCTBA OyIyT COIOCTAaBIICHBI C HCTOPHYECKUMU

KapTaMH ¥ T'e0JIe3NUeCKMHU HHCTpyMeHTaMu u3 ['ocynapcrsenHoro Mcropudeckoro
r1 | PP - : My3est 1 MOCKOBCKOTO rOCyIapCTBEHHOI'O YHUBEPCUTETA FE0E3UU U KapTorpaduu.

3K01103Lllﬂlﬁ BbICMABKU CO30AHA NO npunHyuny OmxKpslmozco ﬂaHdltlad)ﬂIa, 6 KO-

MOPOM NPOU38edeHUs UCKYCCMEA U apmedhakmul He 0eMOHCIMPUPYIOMCA, d CKopee
CONnpUCYymcmeyion 8 00HOM MeCme €O 3PUMENAMU.

Pacuger eBporneiickoii reorpadguu coBmai ¢ poxxJeHUEM HAIIMOHAIBHBIX TOCY-
napctB. OHOM M3 OCHOBHBIX 3a1a4 reorpaduu ObUI0 yupexIeHHUe, 3aliTa U yIIpaB-
JICHWE HAIMOHAIBHBIMH TeppUTOpHsiMu. OOCITy)KMBaHWE WHCTUTYTa YacTHOH coO-
. - CTBEHHOCTHU Ha 3eMJII0 TaKXK€ MIPAj0 HEMAIYIO pOjib, OCOOEHHO B MPAKTUKAaX KapTo-

rpadupoBaHusl, KOTOPBIE HapsAAy C IEePEIHCHIO HACEIEHUS U My3€eM CTaIU OJHUM M3
IJIaBHBIX HHCTPYMEHTOB MOIUTHYECKOM BiiacTu B HoBoe Bpems. [Ipounsomino Hanuo-
L B4 _ HaJIbHOE ¥ KAITUTAINCTHIECKOE «IPHCBOEHME» npocTpaHcTsa. B Coserckom Corose
] 000011IeCTBIEHHOE IPOCTPAHCTBO NPEBPATHIIOCH B crienuduiecKyto GpopMy BIacTH.

[TosTomy kaptsl n rpanuiel CCCP nproOpenu KyIbTOBbIH, aOCOIIOTHBIH CTaTyC.
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CoBpeMeHHBIH d3Tanm TiI00anu3alyy, NOCTMOJEpHa M TEXHOKANUTAIU3Ma
CTUMYJIUPYET MHOXKECTBEHHBIE MPOLIECCHl JEJOKANN3AlMUA U JEeTePPUTOPU3ALHH.
CyOBeKT, HaZleTIeHHBIH CBOOOI0M MEepeaBIKEHIS B pealIbHOM WIIM IO KpaiHel Mepe
B BHPTYAJIEHOM IIPOCTPAHCTBE, CTAHOBUTCS HOMAIOM (T.e. KOYCBHHKOM), KOTOPBIH
OTPBIBACTCA OT MECTa, ONYKIaeT M 3aBUCACT B «HHUT/AE». Kak peakmus Ha 3TOT TJ0-
GaJBbHBIN TpoLiecC B PA3IMYHBIX COOOIIECTBaX HAOMIOAaeTCs MPOLEcC peruoHaIn3a-
LIUH ¥ BO3HHUKAET 3alpOC Ha TEPPUTOPHAIBHYIO UIEHTUIHOCTD.

.HIO}II/I OCO3HAaIT 3BI6KOCTB YCTaHOBJICHHBIX TI'paHUI], OTHOCUTCIHLHOCTb —
MOHATUH «IEHTP» U «IIepH(epHs», OTPaHHYCHHOCTh KOCMUYECKOTO IPOCTPAHCTBA,
KoTopoe B XX Beke Ka3anoch OecKOHEYHBIM. OTOPBABIINCH OT 3eMIIH B IIpOIECcCe
WHAYCTPUATU3AINH  OCBOCHUS KOCMOCA, JIFOIA HUKY/Ia HE YIIETSITH U BBIHYKICHBI
3aHOBO OCMBICIISITH Ce0s1 B 36MHOM IPOCTPAHCTBE U OCBANWBATh €r0 IIyTeM BOOOpaske-
HUSA U JICUCTBHUSL.

Ha KOHICIITYAJIbHOM YPOBHE ITPOUCXOAAIIHNE MPOLECCHI OCMBICIIAIOTCS B paM-
Kax moctreorpaduu Uiau Merareorpaduu. OTO HOBBIC KOHIICTIIIMH, B KOTOPBIX BCE
reorpapuuecKoe MPOCTPAHCTBO TPAKTYETCA KaK «IPUIyMAHHOE» W CKOHCTPYHPO-
BaHHOE. [103TOMYy OCHOBHOE BHHMaHUE yIENSCTCS aHAIN3y 00pa30B M MpeIcTaBie-
HUH 0 IPOCTPAHCTBE U, COOTBETCTBEHHO, O «YeJIOBEYECKOM». PasHuIIa Mex 1ty 3TuMH
JUCUUIIMHAMYU B TOM, YTO MocTreorpadus OoJbllle HalpaBlieHa Ha aHaIN3 U JJEKOH-
CTPYKLMIO reorpaduyeckux «pyuH», a Merareorpadus — Ha MpoLecc MOPOKICHUS
1 GYHKIMOHHPOBAHIS MHOXKECTBEHHBIX IreorpaduecKux o0pasos.

Ceifgac yxe 04eBHIHO, UTO reorpaduieckre o0pas3pl BCETAa BIHIN Ha TIPH-
HSATHE KOHKPETHBIX MPOCTPAHCTBEHHBIX PEUICHUH — HE TOJBKO XYIOKECTBEHHBIX,
HO M MOJIMTHYECKHUX M COIMANBHBIX. [Ipo0iiemMa B TOM, 4TO cO BpeMEH BO3HUKHOBEHHS
TpaAuIMH HAIMOHAJIBHOTO Ieif3aka B PYCCKOM, COBETCKOM H JIaXKe IMOCTCOBETCKOM
HCKYCCTBEC U3 ITOKOJICHUA B IMTOKOJICHUEC HacTOMYHUBO BOCHPOM3BOJUTCA BIIOJIHE OIPEC-
JEJICHHBII KOJ MPOCTPAHCTBA-BIACTU: 3TO MEHW3aX C HU3KUM TOPH30HTOM C HEKHM
3HaKOM — OCTaHOBKOM Ha ITyTH B OECKOHEYHOCTb. MOIOIbIE Xy TOKHIUKH YacTO BOC-
MIPOU3BOJIAT 3TOT KOJI, OITYCTOIIasl MJIH BOBCE yOMpast 3HAKU B CTPEMIICHUH BBIUTH U3
«IypHOU OECKOHEYHOCTH» 3aJaHHOro koja. OmycTomeHne 3HaKOB — 3TO IOMBITKA
JEKOHCTPYHPOBAaTh KAHOH, HAIl[yNaTh €ro IPeJIelibl, U 3TO NEPBHIi 1Iar Ha MYTH «BO3-

BpAICHUS IPOCTPAHCTBAY.

Huxonat CMuUPHOB

METAGEOGRAPHY:

SPACE — IMAGE — ACTION

This interdisciplinary project is dedicated to matters of metageography —
a field of knowledge that lies at the intersection of philosophy, art, and science. Since
the end of the 1960s, when regular air travel had begun and the first pictures of Earth
from outer space appeared, the concepts of space and time, local and global bounda-
ries, and the categories of “far” and “near,” “inside” and “outside” underwent a radical
revision. Now the globalization process is driving a new experience, a modeling and
representation of space in which an individual also must reconstruct himself/herself
all over again.

The project unites the experiences of geographers and artists from three gen-
erations of Russian art from the 1960s to the 2000s. As part of this project, works of
modern art will be juxtaposed with historical maps and survey instruments from the
State Historical Museum and the Moscow State University of Geodesy and Cartog-
raphy.

The exhibition design is based on the open landscape principle, i.e. artworks
and artifacts are not put on display but rather co-exist in the same space with the
viewers.

The zenith of European geography coincided with the birth of nation states.
One of the main tasks of geography was the establishment, defense and governing
of national territories. Maintenance of private ownership of land also played a sig-
nificant role, especially in cartography practices, which, together with census taking
and museums, was one of the main instruments of political power in the modern era.
A national and capitalistic “appropriation” of spaces took place. In the Soviet Union
socialized space was transformed into a specific type of authority. Therefore, maps
and borders of the USSR obtained an iconic, absolute status.

The modern age of globalization, post-modernism and technocapitalism is
driving multiple processes of delocalization and deterritorialization. An individual
who is given freedom of movement in reality, or at least in virtual space, becomes
anomad who breaks away from a place, wanders and hovers “nowhere.” As a reaction
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to this global process, the process of regionalization can be observed in various com-
munities, and a demand for territorial identity is emerging.

People are becoming aware of the instability of established borders, the relativ-
ity of the concepts of “center” and “periphery,” the limitation of cosmic space which
seemed limitless in the 20th century. Having broken away from the earth in the pro-
cess of industrializing and exploring outer space, people did not fly away anywhere
and needed to reconceptualize themselves in earthly space and explore it through
imagination and activity.

On a conceptual level, the ongoing processes are conceptualized within the
scope of post-geography or metageography. These are new paradigms in which all
geographical space is interpreted as “invented” and constructed. Therefore, funda-
mental, primary attention is given to the visualization and conceptualization of space
and, accordingly, of a human being. The difference between these paradigms is that
post-geography is more directed toward the analysis and deconstruction of geographi-
cal “ruins,” while metageography focuses on the process of the creation and function-
ing of multiple geographical forms.

It is evident now that geographical forms have always impacted the adoption
of concrete spacing solutions—not only artistic, but also political and social. The
problem is that ever since traditions of the national landscape arose, Russian, Soviet
and even post-Soviet art has emphatically reproduced the fully determined pattern of
space-authority from generation to generation: a landscape with a low horizon and
a certain symbol—a stop on the path to infinity. Young artists often reproduce this
pattern, emptying out or completely removing the symbols in their quest to escape the
pattern’s “evil infinity.” By emptying out the symbols they try to deconstruct the can-
on and find its boundaries, and thereby take the first step on the path to the “recovery
of space.”

Further steps are tied to the appropriation and reappropriation of space by way
of imagination and action. This is one of the most pressing problems in modern art.
Various artistic communities understand that space has been plundered by large nar-
ratives and does not belong to them. Therefore, contemporary art does not represent,
but it produces spatial relationships.

In Russian science the concepts of metageography and post-geography are be-
ing developed by Dmitri Zamyatin, who asserts that in the modern age all earthly
space is becoming its own frontier and transcends itself. Thus, the idea of co-spati-
ality is emerging, suggesting that several different spaces can coexist in one place.
As a result, the difference between “inside” and “outside” positionsdisappears. This
is a metageographical vision of the future. For metageography, the future is the total
frontier.

NIKOLAY SMIRNOV
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METATEOTPAOUA:

HA NYTU K CO-B-MECTHOCTH

Merareorpadus — MeXIUCHUITIMHAPHAs 001acTh 3HAHUS, HaXOsIascs Ha
CThIKE HaykH, prtocodun U UCKyccTBa (B IIMPOKOM CMBICIIC) M M3y4arolias pa3jiny-
HBIE BO3MOXKHOCTH, yCJIOBUS, CIIOCOOBI M AUCKYPCHI Teorpa)uyeckoro MbIIUICHHS
u BoOoOpaxkeHHs. Bo3MOXHbIE CHHOHUMBI MOHATHUSI MeTareorpaduu — ¢uiocodus
nmannmadra (mei3axa), reopunocodus, Grmocopus MpocTpaHCTBa (MecTa), IK3H-
CTeHIMaIbHas reorpadusi, reocodusi, B OTACIBHBIX CiIydasx — reorpadus Booodpa-
XKEHUsI, IMakKnHasbHas (0OpasHast) reorpadus, reono3THKa, HOITHKA IIPOCTPAHCTBA.
[NousiTre Metareorpaduu BhIAEISETCS 10 aHAJIOTUU C aPUCTOTEJICBCKUM BBIEICHH-
eM (U3UKH 1 MeTahU3UKH U HECET MPHOIM3UTEIIFHO TOT JKE JIOTHUSCKUH 1 CoflepxkKa-
TEJIbHBIH CMBICIL.

ParonanucTudeckne U CHUEHTHCTCKHUE MOAXOAbI K 3TOMY MOHSATHIO (PHKCH-
PYIOT nipenMer Merareorpaduu Ha U3y4eHHH o0LMX (TeHepaIu3upOBaHHbIX) reorpa-
¢uueckux 3akoHOB. Takue MOAXOIbI MEPBOHAYAIBFHO Pa3BUBAIMCH HA Oaze oOmiero
3emiieBeJIeHUs 1 0011el pusnueckoil reorpaduu B nepBoi nmonoBuHe XX Beka, XOTs
TIepBOHaYaIbHbEIE (DyHIaMEHTAJIbHbIEC MOJOXKEHUs, KOTOphIE B COBPEMEHHOIN MHTEp-
MpeTaluy MOXHO Ha3BaTh MeTareorpadMuecKiuMu, ObUTH BHICKAa3aHbl YK€ B IIEPBOM
nonoBuHe XIX Beka HemenkuM reorpadom Kapnom Purrepom'. CyiectBeHHas poib
B CTaHOBJICHHH OCHOB MeTareorpaduu NpUHaJIeKUT KIIaCCUYECKOM reoIoIMTHKE (KO-
Her| XIX — ragano XX Beka), B KOTOPOU TpaJUIOHHAS Treorpaduaeckas KapTa cTana
OCMBICISITBCS KaK TpeAMeT MeTapu3nIeCcKuX U re0COPCKUX CIIeKYISIA. YCuieHne
WHTepeca K MeTareorpaduu B paMkax reorpadudaeckoit Hayku B 1950—1970-x romos

Pummep K. Vinen 0 CpaBHUTEILHOM 3emieBeieHHH // Mara3uH 3eMIIeBEICHHUs U IyTemecTBuil. [eorpaduueckuii
cbophuK, m3naBaemelii Hukonaem ®ponoseim. T. 2. M., 1853. C. 353-556; I'emmnuep A. Teorpadus. Ee ncropus, cym-
HocTb ¥ Metobl. JI. 5 M., 1930; 3anusimun /].H. MeTomoNnOrH4eckuii aHaIu3 XopoJorniecKoil KOHIENIMH B reorpaduu //
W3ectus PAH. Cepus reorpaduueckas. 1999. Ne 5. C. 7-16.

3amsmun J]. H. TeonoluTHKa: OCHOBHBIE PoOIeMbl U UTOTH pa3ButHs B XX Beke // TTonmc. TTonuTnueckue uccieno-
Banus. 2001. Ne 6. C. 97-116.
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OBLTO BBI3BAHO BHEAPCHUEM MAaTEeMaTH4YECKUX METO/IOB, CHCTEMHOT'O ITOAXO0/a U MPH-
MEHEHHEM Pa3INYHBIX JIOTHKO-MAaTeMaTHIeCKIX MOJelNel, TPU3BaHHBIX OOBSICHSATH
W MHTEPIIpETUpOBaTh Haubosee obinue reorpadpuyeckue 3akoHb’. B manpHefinem,
K KoHITy XX — Hadarmy XXI Beka, moHATHE MeTareorpaduu ObIJIO TIOABEPTHYTO KPH-
THKE C TOYKH 3PECHUSI TPAJAUIIMOHHON CIUEHTHCTCKON MapaurMbl, OpUEHTHPOBAHHON
Ha JIOMHHUPOBAHHE MICCICIOBaHUI B yxe case-study, ¥ MPaKTHYeCKH BHITECHEHO Ha
JMCKypcuBHYIO mepudepuro’. BmecTe ¢ TeM HesiBHbIC (JIATCHTHBIE) MeTareorpadu-
YEeCKHe IMOCTAHOBKHU IPOOJIEM IMOCTOSIHHO MPHCYTCTBYIOT B COBPEMEHHBIX HCCIIENO-
BaHMSX JIAaHIMAPTHEIX 00pa3oB, reorpa)uuecKoro BOOOPa)KeHUs, CUMBOINYECKUX
naHamadToB, COOTHOIICHUS TaHAMA(TOB U MaMSTH .

B pamkax ¢unocopun AUCKYpCUBHBIE BO3MOXHOCTH Pa3BUTHUS IOHSTHS
MeTareorpaduu OBLTH OTIpe/IeIICHBI B ITIepBO MoJoBHHE XX BeKa paboTaM1 HEMEIIKO-
ro ¢purocodha Mapruna Xaiinerrepa — Kak B paHHEH (hEHOMEHOIOTUICCKON BepCHU
(xamra «bertme m Bpems», 1927), Tak m B Oonee MO3IHUX IKIUCTEHITHATHUCTCKIX
Bepcusx (psag acce 1950—1960-x romos, B ToM yucie «CTPOUTh OOUTATH MBICIHTEY,
«IlosTryecku oOUTaeT uenoBek», «MICKycCTBO M MPOCTpaHCTBO», «Bemby u ap.)°.
Hapsiny ¢ aTum metareorpadusdasupyercs U Ha pa3iIndHOro posia (heHOMEHOIOTHYe-
CKUX MTYIUSX POCTPAHCTBA M MECTa — 371€Ch K (pyHIaMeHTaIbHBIM paboTaM MOKHO
oraectd Tpyas! I. banusipa 1940-1950-x rogos’. Pa3Butie ceMHOTHKH, TOCTCTPYK-
TypaJii3Ma B MOCTMOJEPHU3MA CITIOCOOCTBOBANIO OXKUBIICHHIO (PHIIOCO(PCKOTO WHTE-
peca x MeTareorpadudeckuM mpodiemam B koHIe 1960-x — 1980-x romax (paboTs
M. ®yxo, K. lené3a u @. I'Barrapu, BBeAeHNe B (GMII0COPCKHUNA AUCKYPC TMOHITUAN
reTepPOTONHHU, TeOMHIOCOPHHN, ACTCPPUTOPHATHU3ANUN U PETEPPUTOPHATH3AIINH)E.
HaxkoHer, ”HTEHCHBHBIE TPOIIECCHI TII00ATN3AIMH BKYTIE ¢ KOHIEITya IbHBIM «IpEii-
¢dom» ¢uocopun K U3yHUEHHIO NIMPOKUX MEKAUCIUIUIMHAPHBIX 00JacTeld 3HaHUS

3

Bynee B. Teopernueckas reorpadust. M., 1967; Ioxman B.M., I'vpesuu b.JI., Caywrun FO.I" TIpobinemsl Merareorpa-
¢uu // Bonp. reorpadmu : c6. 77. M., 1968; Xapsei /] Hayunoe oObsicaenne B reorpadmu. M., 1974; Caywxun FO.I.
OKoHOMHYECKast reorpadusi: HCTOPHsI, TEOPHUsl, METOABI, pakTuKa. M., 1973; Acianuxawesunu A.@. Merakaprorpadus.

OcHosHble npodnemst. Towmmcn, 1974; Hukonaenko /1. B. BBenenne B Metareoputo metareorpadun. Cumdepornons, 1982.
4 Lewis, M. W, Wilgen K. E. The Myth of Continents: A Critique of Metageography. Berkeley and Los Angeles, 1997.

Tuan Y. Realism and fantasy in art, history and geography // Annals of Association of American Geographers. 1990.
Ne 80. P. 435-446; Soja E.W. Postmodern Geographies: The Reassertion of Space in Critical Social theory. London,
1990; Schama S. Landscape and Memory. New York, 1996.

6 Xaiioezeep M. Boitue u Bpemst M., 1997; On oice. Bpemst u 6bitne. M., 1993; On oce. CTpoutb 0OUTaTh MBICTUTS //
TTpoexr international. 2008. Ne 20. C. 176-190.

Bawnsp I Bona u rpe3sl. OnbiT 0 BooOpaskeHnn Matepur. M., 1998; O oice. Tpessl 0 Bozyxe. OnbIT 0 BOOOpasKeHUH
nBrwkeHnst. M., 1999; On oce. 3emutst n rpessl Bos. M., 2000; O oce. Tloatuka npoctpanctsa // U36panHoe: ITosTrka
npoctpancTsa / I. Banumsap. M., 2004. C. 5-213.

8 Jenes XK., T'eammapu @. Anrtu-Opun. Karmmtanmsm n musodpenns. Exarepun6ypr, 2007; Onu oce. Yro Takoe
dunocodpus? CII6., 1998; @yro M. pyrue npocrpanctsa // @yxo M. VIHTENIEKTyallbl M BIACTh : CTaTbH U HHTEPBBIO,
1970-1984 : B 3 u. Y. 3. M., 2006. C. 191-205; 3amsamun /[.H. Tereporonus. Marepuaibl K CJIOBapi0 r'yMaHUTapHON
reorpaduu // T'ymanurapHas reorpadus. HayuHslid 1 KynbTypHO-IPOCBETHTEIbCKHIT anbMaHax. Bem. 5. M., 2008.

B KoHIle XX — Havase XXI Beka 00yCIIOBMIIN TOTYOK B pa3BUTUN MeTa(pu3n4ecKux
HCCIICZIOBAaHHUI 36MHOTO TIPOCTPAHCTBA’.

B uckyccrBe cobcTBeHHO Merareorpaduueckue mpoOiieMbl Ha4aid OCMBIC-
TATHCS B Hadae XX Beka — B iaTepatype (mpomsBenenus [pycra, Jlxotica, AHIpes
Benoro, Kagku, XneOHrnkoBa, )KHBOMUCH U TeOpeTHYECKHE MaHU(DECTHI (QYTYpUCTOB,
KyOHCTOB, CyIIpeMaTHcTOB, apxuTekrypa @. JI. Paiita). DTo XyZoKeCTBEHHOE OCMBIC-
JIEHHWE 3€MHOTO MPOCTPAHCTBA LIJIO MapauIeNbHO HayYHOMY IEpEeBOPOTY B (usmke
(Teopust OTHOCUTENHHOCTH, KBAHTOBAs TEOPHS ), PA3BUTHIO reorpadun demoBeka (aH-
Tponoreorpadun). VIcKyccTBO XyI0KECTBEHHOTO U JINTEPaTYpHOTO aBaHrapaa (Ipe-
K€ Bcero nesrenbHocTh Kangunckoro, Manesnua, Onb Jlucunkoro, Kiee, ITmaro-
HOBa, Jleonnnosa, Beenenckoro, XapmMmca, uyTh nmo3nHee bekkera) paccmarpuBaio
1 BOOOpakasio MpOCTPAHCTBO KakK, 1O CYTH, SK3UCTEHIINATIBHYIO OHTOJIOTHIO YEII0BE-
ka. Bropas BonHa eBpomnelickoro xynoxecTBeHHOro aBanrapaa (1940-1960-e roxer)
(haKTHYECKN BOCIIPOM3BOIMIA TE KE XyHOKCCTBCHHBIC MO3UINH, HE BHECS HHYETO
paavKaiIbHO HOBOTO. B pamkax 3Toil Tpaauiuy BaXKHO HCIOIB30BAHUE CUHTETHYE-
CKHUX IPOCTPAHCTBEHHBIX OINBITOB KUTAWCKOTO M SIMTOHCKOTO MCKyCCTBa (KHUBOIIKCH,
rpaduka, Kaurpadus, mo33us, HalpuMep npousseneHus A. Muio).

K magamy XXI Beka merareorpaduuecKkiue ONBITHI M HCCICAOBAHHUS Pa3BH-
BAJINCh IPEUMYIIECTBEHHO B cdepe JuTeparypbl, (Guiiocopuu, UCKYCCTBA; pOIb
HAyYHBIX pENpe3CHTAlii ObUIa He3HAaunTeNnbHOH. [[ns Merareorpadmu B 1enom
XapaKTepHO CMEIIEHUE U COCYIIECTBOBAHUE PA3IMYHBIX TEKCTOBBIX TPaJULMH: XyI0-
KECTBEHHBIX, (PMI0CO(CKHUX, HAyUHBIX; CEPhe3HOE 3HAYCHHUE TPUOOPENT JTUTEPATYP-
HBIN JKaHp 9cce, MO3BOJSIONIMN Hanboee CBOOOIHO CTaBUTh U MHTEPIPETUPOBATH
Merareorpadpudeckue mpobiueMsr'’. BEICTpoe pa3BUTHE TEXHOIOTHH (KOMITBIOTEPHI,
Buzeo, VIHTEpHET) COCOOCTBYET IMOSBICHHIO HOBBIX MeTareorpauyeckux perpe-
3€HTALMH W MHTEPIPETANi (TeMaTHKa BUPTYaJIbHBIX MPOCTPAHCTB, THIIEPTEKCTOB,
JIMIIb KOCBEHHO CBSI3aHHBIX C KOHKPETHBIMH MECTaMH U TEPPUTOPHUSIMH).

B conepxxarenpHOM ItaHe merarcorpadus 3aHsATa MPOOIEMAaTHKON 3aKOHO-
MEpHOCTEN 1 0COOCHHOCTEI MEHTAIFHOTO JMCTaHIIMPOBAHHMS 110 OTHOLIEHHIO K KOH-
KPETHBIM OIIBITaM BOCTIPHSATHS M BOOOPaXEHHSI 36 MHOTO NMpOCcTpaHcTBa. CyIecTBeH-

HBIM DJICMCHTOM HO)IO6HOFO JAUCTAaHIUPOBAHUS SABJIACTCA aHAJIU3 OK3UCTCHIUAJILHOT'O

ITooopoea B. A. Beipaxenue u cMbic : JlanamadTasie Mupsl Gpuiocopun: C. Kupkerop, ®@. Huryure, M. Xaiinerrep,
M. Tlpycr, ®. Kadxa. M., 1995; Hancu JK.-JI. Corpus. M., 1999; Cromepoaiix I1. Chepsr. Makpocheponorus. T. 2 :
T'no6ycser. CII6., 2007.

10 3avsmmun JI. H. Merareorpadus: IIpocTpaHcTBO 00pa3oB M oOpassl mpocTpaHcTBa. M., 2004; Paxmamyniun P.

Mocksa — Pum. Hossrit cuer Cemuxonmus / HI' Ex libris. 2002. 10 okr. C. 4-5; On oce. JIBe MockBbl, nin Meradusuka
cromuupl. M., 2008; [orosanos B. Octpo, nin OnpajnaHue 6ecCMBICIEHHBIX IyTemecTsuid. M., 2002; On orce.
TIpoctpancTBa M n1abupunTel. M., 2008; bandun A. Tlporsokenne Touku: JluteparypHele myrtemectus. Kapamsnn
u Iymkun. M., 2009.
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OITbITa TIEPEKUBAHUS PA3IMYHBIX JIAHJIAQTOB U MECT, KaK CBOETO, TaK U UyXOTO.
C TOYKHM 3peHHs aKCHOMAaTHKH MeTareorpadus IpearoaracT CyIiecTBOBAaHHE
MEHTaJIBHBIX CXEM, KapT 1 00pa30B «IapajuieNIbHBIX» MPOCTPAHCTB, COMYTCTBYIOIINX
COIIOJIOTHYECKH JOMUHHUPYIOIINM B OMPENEICHHYIO 310Xy 00pa3aM pealbHOCTH.
Pa3zBuTHe M comnmonornyeckoe JTOMHHUPOBAHHE MAaCCOBOW KYJBTYPBHI BEIYT TaKkKe
K TIOSBICHUIO TPHU3EMIICHHBIX TapaHAay4YHBIX Bepcuid Merareorpaduu (OMm3KIx
o0OHBIM BEPCHSIM CaKpaJIbHOM reorpaduu), OpHEHTHPOBAHHBIX Ha MIOUCK U (PHKCa-
LU0 PA3IMIHOTO POJA KMECT CHIIBDY, KTAMHCTBEHHBIX MECT» H T.1I.

Merareorpadudecknii (heHOMEH MpeACTaBIsIeT OO0 AOCTaTOYHO CBOOOIHO
HAOTIOMAeMyI0 B WACHTH(QHINPYEMYIO CHCTEMY IPOCTPAHCTBEHHBIX BOOOpaKECHHIH,
Pa3BHUBAIOIINX, MPAKTHYECKH OJTHOBPEMEHHO (MMEETCsl B BUAY UCTOPHYECKAsK OJTHO-
BPEMEHHOCTh B €€, BO3MOXKHO, M ICXaTOJIOTHYECKOM BapHaHTE), OMHY U Ty JKE CO-
JIepKaTeNbHYI0 TEMY, BBIXOAANLYIO 3a ITPEAEIbl TPAJAUIIMOHHBIX, YKOPEHEHHBIX B JIaH-
HOM KyneType, MeTadusmuecknx wHTeprperanuit'!. BakHo MOXYepKHYTH, YTO 3Ta
CHCTEMA «3aBs3aHa» U Ha TO MECTO/TIPOCTPAHCTBO, B KOTOPOM OHA pa3BUBaeTCs (MHA-
Ye TOBOpPS, KOHKPETHOE MECTO SBIACTCS HEIPEMEHHBIM, 00A3aTEIbHBIM YCIOBHEM
€e Pa3BUTHs), U Ha MPHUHIMITHAIBHYIO IPOCTPAHCTBEHHYIO BOOOPAXKaeMOCTh CaMOM
cebs (IpOCTpaHCTBEHHOE BOOOpAKEHHUE «B KBaIpaTe)), UTO U CO3/AAaET BHEIITHUAN KOT-
HUTUBHBIHN 2 PeKT PeHOMEHaTbHOH MeTareorpaiuHOCTH — OUYEBHIHOTO U Kak ObI
Jla’Ke «HEMBICIIMIMOTOY» BBIXOJa 32 MPE/IeIbl HAaOMIOACHNUS OOBIYHBIX Teorpaduiaecknx
(eHOMEHOB (HarpuMep, U3BEPIKEHUE BYIIKaHa, 9KOJIOTHYECKH IPS3HOE IPOU3BOICTBO
Ha Oepery yHHKaJIbHOTO 03€pa, CIEHKH U3 XH3HH «MHPOBOTO TOpOAa», THIHYHAS
CeNbCKasl acTopalb, MOJUTHYECKAs EMOHCTpaNus, ObITOBAsI ClieHa B KOHKPETHOM
nmanamadre, 3penuie MpUPOJHON MM TEXHOTEHHOH KaTacTpo(dbl U T.J. — TPHUYEM
MBI 3HaeM, TOYHO WJIM TPHOIU3UTENHEHO, MECTO MPOUCXOAAIIEro coObiTrs). Takum
o0pa3zom, Mmerareorpadudecknii peHoOMEeH MOXXET BOCIPHHHUMATHCS, C OIHOW CTO-
POHBI, KaK CBOETO poOja «rojiorpadus MecTay, ero «HEeCIbIXaHHOE» BOOOpakaeMoe
pacimpeHue U, Hapagy ¢ 3THM, «3aKphITHE» TPAAHUIIMOHHO HaOmomaeMoi («perpe-
3€HTAaTUBHOM» B COLIMOJIOTHUECKUX TEPMUHAX) MECTHOMH, JIOKaJIbHON AEeHCTBUTEIb-
HOCTH/PEanbHOCTH; C JAPYTOd CTOPOHBI, KAK OHTOJIOTHYECKOE «HEYTO», B paMKax
KOTOPOTO TPOLEIYPHI JIF000H JOKaTU3alui KOHKPETHOTO COOBITHSI 00OPETAIOT CTaTyc
«IIPOCTPAHCTBEHHO HE OMPEIEIICHHBIX)» HIIH «HE JOONPEICTCHHBIX.

Jnst merareorpaduyeckoro nojixoaa XapakTepHO codeTaHne (heHOMEHONIOTH-
YECKHX, KYJIBTypPOIOTHUECKIX M I'YMaHHUTApHO-TeorpapuIecknx Croco0OB aHaIN3a

W Cns 3amsmun JI.H. Metareorpaduyeckue ocu EBpasuu / TTosmuc. TTonmmtnueckue uccnenoanus. 2010. Ne 4. C. 22—

48; On oce. Crpena u map: BBeeHHe B Merareorpaduio 3aypanbs // CHOMPCKUI TEKCT B HAI[MOHAIBHOM CIOXKETHOM
npocrpanctee. Kpachospck, 2010. C. 7-27.

TEKCTOB M Pa3JIMYHOTO POAA IMPE/ACTABICHUH, BEIPAKEHHBIX Yallle BCETO TEMH HIIH
uHbIMA TekcTamu'?. CoepiKaTensHoe SAPO MeTareorpaduIeckoro moaxoxa — 310
BBISIBJICHUE, PEKOHCTPYKIIUS MeTareorpauuecKoro Mol WiIM MeTareorpaduieckoro
MIPOCTPAHCTBA, B KOTOPOM MOTYT JIOCTaTOYHO CBOOOIHO COCIUHATHCS M B3anMOJEH-
CTBOBATh pa3InYHbIE reorpaduyeckue o0paspl. B oTian4me oT TpaauIMoHHOM reorpa-
(um, Takoe MPOCTPAHCTBO HE PENPEICHTUPYETCS MapKepaMu, CHMBOJIAMH 1 00pa3aMu
TIOBCETHEBHOCTH WM JICHCTBUTEIILHOCTH, TOHUMAaEeMOH (PU3NUECKH WITH (PU3HOIOTH-
yeckd. Hamuro oueBuaHOE CXOACTBO ¢ MeTahU3UKOMH, HO MeTarcorpadus, B OTIHIHE
OT Hee, OllepUpPYET MEHTAJIBHBIMU 00pa30BaHUSIMH — reorpadMuecKuMu 00pa3amHy,
3apaHee AUCTAHIUPYSCh OT KAaKUX-JINO0 BO3MOXKHBIX HHTEPIPETAIMN 1 CIEKYIIALINH,
CBSI3aHHBIX C BOCIIPUSITHEM U BOOOpaKEHNEM KOHKPETHBIX MPOCTPAHCTB, MECT U TEp-
putopuii. lHaue roBopsi, MeTareorpa)uuecKiue MPOCTPAHCTBA W KaPThl, NMEIOIINE
HOMHMHAQJIBHOE OTHOILIEHHWE K KOHKPETHBIM NPOCTPAHCTBAM, MOXKHO IPEICTaBISITh,
pHCOBaTh, ONMMCHIBATH, HO 3TO HE 3HAYMT, YTO METarcorpad)uueckuil aHainu3 U ero
Pe3yabTaThl MOTYT OBITh NMPSIMO SKCTPAIIONMPOBAHBI B 00JIACTh TPAIUIIMOHHBIX TIpE-
CTaBJICHUH TeorpauIecKuX WIN KyJIbTYPHO-Teorpa(puiecknx IpoCcTpaHCTB.

B mpeonornueckoM KoHTEKCTe Merareorpadusi ¥ KOHKPETHbIE MeTareorpa-
(uuecKe ONMBITBI MOTYT OKa3bIBaTh BIMSHHE HA Pa3BUTHE XYIOKECTBEHHBIX Tede-
HUH, HAayYHBIX U QUIOCOPCKUX HAIpaBICHUH, COINOMOIUTHYECKHX U COLMOKYJIb-
TYPHBIX HPEICTABICHIH HHTEIUICKTYalbHBIX COOOIIECTB. B KOHIIENITYaIbHOM ILTaHE
MeTrareorpadus CoIepIKaTelbHO B3aUMOJACHCTBYET ¢ TYMaHUTApHOM M KyJIBTYPHOU
reorpadueii, TeomodTuKor, reorpadueil mckyccTsa, reoduiaocodpuer, cakpaabHOH
reorpadueri, apXuTeKkTypoii, mudoreorpaduei, reoKyasTypoIoruei, pa3muuHbIMA
Xy/I0XKXECTBEHHBIMH 1 JINTEPATypPHBIMHU ITPAKTHKaMHU.

Merareorpadust ectb 00001IeHNE/00001IECTBICHNE MaKCUMaIbHO BO3MOXK-
HBIX KYJIBTYpPHBIX TUCTaHIMH B OMPENCICHHONW IMBIIM3AINH, MPHCYIIUX Mpooie-
MaTHKe MPOCTPAHCTBEHHOTO BOOOPAKEHMsSI KaK TAKOBOM; TOTNA €€ MOXXHO CUHMTAaTh
TaKXKe M OHTOJOTMYECKUM «CIIETIKOM» IPOCTPAaHCTBEHHOW aHTPOIOJIOTHH, B3SITOH
B €€ He-MHOKECTBEHHOCTH HJIH TPEI-MHO)KECTBEHHOCTH. B TakoM ciryyae MOXKHO To-
BOPHTSH O ITPUHINIHATIBHON HEPACWICHIMOCTH BOOOPAXEHHSI M IPOCTPAHCTBA B TIpe-
JieNiaX uX OBITHHCTBEHHOM CO-B-MECTHOCTH. MECTO Mpe/nonaraeTes 31ech Kak oopas
OBITHS, COBMECTHOTO CaMOMYy ceOe MPOCTPAaHCTBOM CO-CPEIOTOUYCHHOTO MBIIIICHNUS.

He-reorpaguueckoe mpocTpaHCTBO, WM IMOCTreorpaguyeckoe MNpoCTpaH-
CTBO, — TIOHATHE, KOTOPOE MOXKET OBITh OJHMM W3 KIIOUEBBIX OIS NPOCTpaH-

CTBEHHBIX aHTpomoioruid. YUenoBek, Tpymma JOfCH, YenoBeueckoe COOOIIECTBO

2 cma Samsmun JI.H. Merareorpadus: ITpoctpancTBo 06pa3os. ..
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«IIPEOJI0NEBAIOT» COOCTBEHHO reorpaduueckoe MpocTpaHCTBO — TIeorpadudeckoe
MIPOCTPAHCTBO KaK TAKOBOE, MBITASCh HAWTH MPOCTPAHCTBO, B KOTOPOM MX 00Opa3bl
OKa3bIBaIOTCS CO-B-MECTHBIMU M NPOCTPAHCTBEHHBIMH OIHOBpeMeHHO. [Ipobnema-
THKa COBMECTHOCTH B €€ SK3UCTEHIIMAIBHOHN ACCTPYKTUBHOCTH, Pa3pyIINTEILHOCTH
10 OTHOIIEHHUIO K TPAJAUIIHOHHBIM MPEACTABICHUSM reorpapuuecKkoro MpoCcTpaHcTBa
(4TO HE O3HAUAET CO3HATEIBHOTO PA3PYIICHHS TPAJUINOHHBIX reorpaduIecKux JIuc-
KypCOB, a JIMIIb CUTHAIN3UPYET 0 HEOOXOIMMOM JTUCKYPCHBHOM JHCTAaHIIMPOBAHHH
10 OTHOIICHUIO K HAUM) MOXKET pacCMaTpUBATHCS B MPOCTPAHCTBEHHBIX aHTPOIONO-

IrusiX Kak 0a3oBasl.

JAmutpruit 3AMSATUH

METAGEOGRAPHY:

ON THE WAY TO CO-EMPLACEMENT

by DMITRY ZAMYATIN

Metageography is an interdisciplinary area of knowledge, which resides at the con-
junction of science, philosophy, and art (in a broad sense), and studies possibili-
ties, conditions, methods, and discourses of geographical thinking and imagination.
Synonymic to the term “metageography” are probably the philosophy of landscape
(paysage), geophilosophy, philosophy of space (or place), existential geography, and
geosophy, and in some cases — the geography of imagination, imaginary (or imagi-
native) geography, geopoetics, and the poetics of space. The notion of metageography
is being distinguished in a similar way to the Aristotelian distinction of physics and
metaphysics and bears much the same logical and conceptual meaning.

Rationalist and scientist approaches to this notion commit the subject of meta-
geography to studying general (generalized) geographical laws. Such approaches
have originally developed in the first half of the 20" century and were based on gen-
eral Earth sciences and general physical geography although the initial fundamental
factors which could be called metageographical in a contemporary interpretation had
been put forward already in the first half of the 19" century by German geographer
Karl Ritter.! A significant role in laying the foundations of metageography was played
by classical geopolitics of the late 19" and early 20" centuries in which the traditional
geographical map started to be conceptualized as a subject for metaphysical and geo-
sophical speculation.! An increase in interest towards metageography within the geo-
graphical science in the 1950s to 1970s was due to the introduction of mathematical
methods and systemic approach, as well as to the use of various logico-mathematical
models to explain and interpret the most general geographic laws.?> Further on, by

late 20" and early 21* centuries, the notion of metageography has become subject to

' p. Zamyatin. Geopolitika: osnovnye problemy i itogi razvitiya v XX veke (Geopolitics: Major Problems and Results of

its Evolution in the 20" century) in Politicheskiye Issledovaniya (Political Studies). 2001. Ne 6, pp. 97-116.
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criticism from the standpoint of a more traditional scientist paradigm aligned with the
“case-study” type of research, and was then almost driven to a discursive periphery.?
Still, non-apparent (latent) metageographical problem statements are always present
in today”’s studies of landscape imagery, geographical imagination, symbolic land-
scapes, and relations between landscapes and memory.3

In philosophy, metageography”s discursive possibilities were defined in the
first half of the 20th century by German philosopher Martin Heidegger — both in its
early phenomenological version (Being and time, 1927) and in later existentialist ver-
sions (a number of his 1950-60s essays, including Building Dwelling Thinking, Poet-
ically Man Dwells, Art and Space, The Thing, etc.)*. But metageography is also based
on various phenomenological studies of space and place, with works by G. Bachelard
created in the 1940s and 1950s’ being fundamental here. The emergence of semiot-
ics, poststructuralism and postmodernism contributed to a revival of philosophical
interest towards metageographical problems from the late 1960s to the 1980s (works
by M. Foucault, G. Deleuze and F. Guattari, introduction of such terms as heteroto-
pia, geophilosophy, deterritorialization and reterritorialization, into the philosophical
discourse)®. Finally, active globalization processes combined with the philosophy”s
conceptual drive towards studying broad interdisciplinary areas of knowledge in the
late 20" and early 21* centuries were key to a rise in metaphysical studies of the global
space.’

In art, metageographical problems per se came to be thought of in the early 20™
century — in literature (Proust, Joyce, Andrei Belyi, Kafka, Khlebnikov), in painting
and theoretical manifestos by futurists, cubists, suprematists, and in F. L. Wright”’s

2 MW Lewis, K. E. Wilgen, The Myth of Continents: A Critique of Metageography. Berkeley and Los Angeles, 1997.

3y Tuan, Realism and fantasy in art, history and geography in Annals of Association of American Geographers, 1990,

Ne 80, pp. 435-446; E. W. Soja, Postmodern Geographies: The Reassertion of Space in Critical Social theory, London,
1990; S. Schama, Landscape and Memory, New York, 1996.

4 M Heidegger, Bytie i viemya (Being and Time). Moscow, 1997; Idem, FViemya i bytie (Time and Being), Moscow,
1993; 1d., Stroit obitat myslit (Building Dwelling Thinking) in Project International 20, October 2008, pp. 176-190.

S oG. Bachelard, Joda i grvozy. Opyt o voobrazhenii materii (Water and Dreams. An Essay on the Imagination of
Matter), Moscow, 1998; Idem, Gryozy o vozdukhe. Opyt o voobrazhenii dvizheniya (Air and Dreams. An Essay on the
Imagination of Movement), Moscow, 1999; Id., Zemlya i gryozy voli (Earth and Reveries of Repose), Moscow, 2000;
Poetika prostranstva (Poetics of Space) in Idem, Izbrannoe: Poetika Prostranstva (Selected Works: Poetics of Space),
Moscow, 2004, pp. 5-213.

5 G Deleuze, F. Guattari, Anti-Edip (Anti-Oedipus), Yekaterinburg, 2007; Idem, Chto takoe filosofiva (What is
Philosophy?), St Petersburg, 1998; Michel Foucault, Drugie prostranstva (Other Spaces) in Idem, Intellektualy i viast
(Intellectuals and Power), Part 3, Statyi in intervyu (Articles and Interviews), /970-1984, Moscow, 2006, pp. 191-205;
D. Zamyatin, Geterotopiya. Materialy k slovaryu gumanitarnoi geografii (Heterotopia, Materials for a Dictionary of
Humanitarian Geography) in Gumanitarnaya geografiva. Nauchny i kulturno-prosvetitelsky almanalkh (Humanitarian
Geography, a Scientifc, Cultural and Educational Almanach), Volume 5, Moscow, 2008.

7w Podoroga, Jyrazhenive i smysl: landshaftnye miry filosofii (Expression and Meaning: Landscape Worlds of
Philosophy), Moscow, 1995; J.-L. Nancy, Corpus. Moscow, 1999; P. Sloterdijk, Sfery. Makrosferologiva (Spheres.
Macrospherology). II. Globes, St. Petersburg, 2007.

architecture. This artistic apprehension of the global space was evolving simultane-
ously with the scientific breakthrough in physics (the relativity and quantum theories)
and the developing human geography (anthropogeography). The artistic and literary
avant-garde and above all the works of Kandinsky, Malevich, El Lissitzky, Klee, Pla-
tonov, Leonidov, Vvedensky, Kharms, and later — Beckett) viewed and imagined the
space as an essentially existential ontology of the human being. A second wave of the
European artistic avant-garde (1940-1960s) has in fact reproduced the same artistic
positions without adding anything radically new. Within this tradition, the use of syn-
thetic spatial practices in Chinese and Japanese art (painting, drawing, calligraphy,
poetry, for example the works of H. Michaux) is important.

By the beginning of the 21st century, metageographical practices and studies
have been primarily evolving in literature, philosophy, and art, the role of scientific
representations being minor. What is typical for metageography in general is mixing
and coexistence of various textual traditions: artistic, philosophical, and scientific;
the genre of essay has become very important as it allows to state and interpret meta-
geographical problems in the freest way possible.® The rapid evolution of technology
(computers, video, Internet) contributes to the emergence of new metageographical
representations and interpretations (the theme of virtual spaces and hypertexts only
indirectly linked to some specific places or territories).

In terms of meaning, metageography is dealing with the problematics of pat-
terns and specifics of mental distancing from specific experiences of perceiving and
imagining the global space. Analyzing the existential experience of various landscapes
and places — both one’s own and foreign — is a significant element of such distanc-
ing. From the axiomatic point of view, metageography suggests that mental diagrams,
maps and images of “parallel” spaces exist and coexist with representations of reality
that sociologically dominate during a certain epoch. The evolution and sociological
domination of mass culture also lead to the emergence of down-to-earth parascientific
versions of metageography (close to similar versions of sacral geography) focused on
searching and capturing various “sacred” or “secret” places, etc.

This metageographical phenomenon is a fairly freely observable and identi-
fiable system of spatial imaginations that are almost simultaneously elaborating (by

these simultaneity I mean its historical and probably eschatological version) one and
8 p. Zamyatin, Metageografiva: Prostranstvo obrazov i obrazy prostranstva (Metageography: The Space of Images and
Images of Space), Moscow, 2004; R. Rakhmatullin, Moskva — Rim. Novy Schet Semikholmiya (Moscow — Rome. A New
Count of Seven Hills) in NG ExLibris, October 10, 2002, pp. 4-5; Idem, Dve Moskvy, ili Metafizika stolitsy (Two Moscows,
or the Metaphysics of the Capital), Moscow, 2008; V. Golovanov, Ostrov. Opravdanie bessmyslennykh puteshestviy (The
Island. An Apology of Meaningless Travels), Moscow, 2002; Id., Prostranstva I labirinty (Spaces and Labyrinths), Mos-
cow, 2008. A. Baldin, Protyazhenie tochki. Karamzin i Pushkin (Extending the Point. Karamzin and Pushkin), Moscow,
2009.
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the same meaningful theme that transcends the limits of traditional metaphysical in-
terpretations rooted in a culture’. It must be stressed that this system is tied both to
the place/space in which it evolves (in other words, a specific place is an essential
condition for this system to evolve) and to a fundamental spatial self-imaginativeness
(spatial imagination “squared”); this creates an external cognitive effect of a phe-
nomenal metageographicity — an obvious and seemingly even “unthinkable” spillo-
ver of conventional geographical phenomena beyond the limits of observation (e.g.,
a volcano eruption, an environmentally hazardous industrial facility on the shore of
a unique lake, street scenes in a “world city”, a typical rural pastoral, a political rally,
an everyday scene in a specific landscape, the spectacle of a natural or man-made
disaster, etc. — and we know, precisely or approximately, the place where the event
is taking place). Thus, the metageographical phenomenon can be considered, on the
one hand, as a sort of a “holography of the place”, its “unheard-of” imaginary exten-
sion, but also as the “closing” of the traditionally observed (“representative”, to use
a sociological term), local realness / reality; and on the other hand — as an ontological
“something” within which the procedures of localizing a specific event acquire the
status of a “space of the non-defined” or “under-defined”.

A metageographical approach is characterized by a combination of phenome-
nological, cultural and human geographical methods to analyze texts or various rep-
resentations expressed mostly by texts!®. The meaningful core of the metageograph-
ical approach consists in identifying and reconstructing a metageographical field or
space where various geographical images might conjoin and interact fairly freely.
Unlike conventional geography, this space is not representable with markers, symbols
or images of the everyday or reality, understood physically or physiologically. This
brings out an obvious similarity with metaphysics but metageography, unlike the for-
mer, deals with mental formations, that is geographical images, and « priori distanc-
es itself from any possible interpretations or speculations related to perceiving and
imagining specific spaces, places, and territories. In other words, metageographical
spaces and maps having nominal relation to specific spaces can be imagined, drawn,
and described but this does not mean that a metageographical analysis and its results
can be directly extrapolated into the area of traditional representations of geographical
or cultural spaces.

% Cf:D. Zamyatin, Metageograficheskiye osi Evrazii (Metageographical Axes of Eurasia) in Politicheskie Issledovaniya

(Political Studies), 2010, Ne 4, pp. 22-48; Id., Strela i shar: vvedenie v metageografiyu Zauralya (An Arrow and a Globe:
an Introduction to the Metageography of Trans-Urals in Sibirsky tekst v natsionalnom syuzhetnom prostranstve (Siberian
Text in the National Narrative Space), Krasnoyarsk, 2010, pp. 7-27.

10 ¢f:p. Zamyatin, Metageography...

In an ideological context, metageography and specific metageographical
practices can influence artistic currents, scientific and philosophical disciplines, so-
cio-political and socio-cultural representations of intellectual communities. From the
conceptual standpoint, metageography meaningfully interacts with humanitarian and
cultural geography, geopoetics, geography of art, geophilosophy, sacral geography, ar-
chitecture, mythogeography, geocultural studies, various artistic and literary practices.

Metageography is generalizing/communalizing as much cultural distance as
possible in a certain civilization — distance that is inherent to the problematics of
spatial imagination per se; then it could also be considered as an ontological “impres-
sion” of spatial anthropology taken in its non-multiplicity or pre-multiplicity. In this
case, one can speak of a fundamental indivisibility of imagination and space within
the limits of their ontological co-emplacement. The place is suggested here as an im-
age of being which is co-emplaced with itself by the space of con-centrated thinking.

The notion of a non-geographical or post-geographical space can be essential
for spatial anthropologies. An individual, a group of individuals, a community of in-
dividuals “overcome” the geographical space proper, the geographical space as such,
trying to find a space where their imagery turn out to be co-emplaced and spatial at
the same time. The problematics of this co-emplacement, in its existential destructive-
ness with regard to traditional representations of geographical space (which does not
mean a conscious destruction of traditional geographical discourses but only signals
the necessary discursive distancing form them) can be considered as basic in spatial

anthropologies.
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0 NPOU3BOACTBE MPOCTPAHCTB
B COBETCKOM U NOCTCOBETCKOM
JAHAWAO®DTE

Huxro He oTpumaer, 4To KaTeropusi NPOCTPAaHCTBA B MCKYCCTBE SBISETCS
6a30B0i1, OTHAKO MHOTHE 3PUTEIIH JIO CHX ITOP HOJIATaI0T, YTO UCKYCCTBO Pa3IMYHBIMU
croco0aMu pernpe3eHTHPYET IPOCTPAHCTBO WIIM MPEACTABICHUS O HEM, XOTS Xy/I0-
YKECTBEHHBIN OIBIT — 3TO OIMBIT HE PENpe3eHTallll, a MOACIMPOBAHUS IPOCTPaH-
CTBa Ha OCHOBE MIEH M OMBITOB CAMOTO PA3HOIO NMPOHMCXOXKICHUS, Oydb TO reoMme-
TpHs, aKyCTHKa, aCTPOHOMHUS, MyTEIIECTBUS, MeauTanuu u T.1. Ha Bompoc, MOXHO
JIM TIPEeJICTaBUTh YeTBepToe n3Mepenne, CTuBeH XOKHUHI OJHAXKIbI OTBETHII, YTO OH
C TPYZIOM HpENCTaBIsIET cede JaKe TPEeThe N3MEPEHHE, HE TOBOPS YXKE O YETBEPTOM.
Tem He MeHee nzest 4eTBEPTOTro U3MEpEHHs, OepyIas CBOe Ha4yallo B TEOPUU OTHOCH-
TeIBHOCTH, BIOXHOBIIA Kaznumupa ManeBruda Ha co31aHue CyIpeMaTH4eCcKON CucTe-
MBI, KOTOpas MpeArnonarajga 0CBOOOXKICHNE )KUBOIMICHBIX JIEMEHTOB OT MPUBBIYHON
TpaBHUTAIMM B IIpEAEax KapTuHbl. B paborax ManeBnda Bce 3JI€MEHTHI, By XMEPHBIE
10 CBOEMY XapakTepy, CIIOBHO «3aBHUCAIOT» MEXJy BTOPEIM U TPETHUM H3MEPEHUEM,
KOTOPOE€ NEePEeKUBACTCS KaK MOTCHIMAIbHAS IIPOCTPAHCTBEHHAs OECKOHEYHOCTb.

B sK3UCTEHIIMATIBHOM CMBICIIE 3Ta OECKOHEYHOCTh BIIOJIHE COOTBETCTBOBAJIA
HUIIIIEAHCKOM IIyCTOT€ COBPEMEHHOIO YeNIOBEKa, YTPAaTHUBIIETO CUCTEMY TPaluIlH-
OHHBIX CBSI3€H, HepapXUu U aBTOPUTETOB. B nckycctBe XX Beka Oeble «ITyCTOTHD)
BOCIIPOM3BOMIINCH TTOCTOSHHO M JaXK€ CTallM IEPBBIM YCIOBHUEM XYIO)KECTBEHHO-
IO BOCIIPHATHS, CTHUPAIOIIETO TPAHUIBI KATETOPHH «IYCTOTa» M «IIPOCTPAHCTBOY.
B pesynbrare k 1960-M rogam npaxTrka co3aaHusi HHBAHPOMEHTOB, IEppOPMaHCOB
1 00BEKTOB MPHBEIA K YHHYTOKEHHIO TPAHUI] MEKAY MPOCTPAHCTBAMH B IIPOU3BE-
JEHUAX MCKyCcCTBAa M IpocTpaHCTBaMu 3puteneil. KymprypHas peomromms 1960-x
CTHMYJIMPOBAaJa HOBBIE IIPAKTUKH IPOU3BOACTBA IIPOCTPAHCTB U OblIa 00yCIOBIICHA
HaCTOSIIMMH OTPBIBAMHU OT 3eMiH Onmarozaps mojeram B KocMoc, HApKOTHYECKUMHA
«TPUIIAMNY, PETYSIPHBIMHA aBUACOOOLIEHUSIMH, a TAKXKE TYPHU3MOM, KOTOPBII B 3TOT
MIEPUOJ] CTaJ MACCOBBIM SIBJICHUEM.
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B pamkax MHIYCTpHaNbHOW M IOCTHH/IYCTPUAIBLHON KYJIBTYyphl OTHOIICHHE
K POCTPAHCTBY PUOOPETAET, MOXKHO CKa3aTh, IPOM3BOJICTBEHHBIH XapaKkTep, U eCliu
Ha IEPBOM 3Talle Mbl UMEEM JIENIO C MPOU3BOACTBOM HMHAYCTPHAIBHBIX JIaHIMIA(-
TOB, TO HA BTOPOM — C TOTQJIBHON TYpUCTUUYECKOW MHIYCTPUEN MO MPOU3BOJCTBY
Iy TeIEeCTBUH, KyJIbTYPHBIX M IPUPOAHBIX JOCTONIpuMedarenbHocTell. Ha aTom sTa-
TIe pHUpoJa B IPUBBIYHOM IPEACTABICHUH HCUE3aeT M MOABEpraeTcst «Myseeduka-
LUU» B BUJE 3aKa3HUKOB M PE3EpBATOB, T.€. KOHTPOJIUPYEMBIX U OXPAHSIEMBIX 30H.
[MapaienbHO ¢ pa3BUTHEM TYPUCTHYECKOW HHAYCTPHU (OPMHUPYETCS 3aIIpOC Ha JIO-
KaJbHOCTh M ayTEHTHYHOCTH IIPH TOM, YTO OOJBIIMHCTBO O4aroB TPaJULMOHATN3MA
OKa3bIBAIOTCS BTSIHYTBIMHU B TypOM3HEC: MECTO (POJIBKIIOpA 3aHNMAET KBa3H- U ITOCT-
(onbKIIOp, BMECTO 00Pa3LIOB TPaIUIIMOHHOTO peMecia Ha PIHKE MOSBIISIOTCS Cyppo-
raTHbple 00pa3Ibl CyBEHHUPHOH MPOIYKIIHH.

OTH mpolecchl HAOMIONANNCh BO BCEX MHAYCTPHAJIBHO Pa3BUTHIX CTpaHax,
Bkitouass CCCP, Ho B CoBerckoM Coro3e NMPOM3BOJACTBO MHAYCTPHANBHBIX JIAH-
madToB OBUIO HANPSIMYIO CBS3aHO C HAeonoruei. Tak, 3aKyHmodHass KOMHCCHSA
MoOITIa He OZOOPHTH I€H3ak TOTO MIIM MHOTO XyIOXKHHKA, €CIIM B 3TOM MeH3axe He
COZIEPXKAIMCh XOTS Obl MHUHHMMAJbHBIE 3HAaKH «COBETCKOCTH», HallpUMep, OIOpHI
9NIEKTpOIIepeiadl, OTCHUIAIONINE K JICHUHCKOMY IUIaHy SJIEKTPU(QHKAIMH CTPaHBIL.
Taxoe HaBsI3UMBOE acCOLMUPOBAHME UHIYCTPUU C UJCONOTHEH 3a4acTylO BBI3BIBAJIO
OTYYXK/ICHHE U HETIPUSTHE: XyJIOKHUKU U TIHCaTeNn OexKalli B IEPEBHIO, 4TOObI 3are-
YaTJIeTh OCTAHKU TPAJUIIMOHHON KyJIbTYPbI, HCUE3AIOIIEH B IIpoLecce ypOaHH3aLum.
HexotopsiM n3 pencTaBuTeNneii HHTEIIUTCHINN, BEPOSITHO, Ka3aJI10Ch, YTO OHH TPH-
00IIAroTCsl K MCTOKAMHM, XOTS TaKoe NMPHOOIIEHHE CE30HHOTO AaYHHKA MO OOJIBIIO-
My CYETy MajJo OTIMYACTCS OT TyPUCTHUECKOHM IMOE3/IKH B MOMCKAX MICHTUYHOCTEH
u ayreHTHuHOCTeH. Crneayer otMeTuTh, uTo B CCCP B pazHoe Bpemsi CyIeCcTBOBAIN
MacIuTaOHbIe MporpaMMbI 110 KOHCTPYHUPOBAHUIO HaHHOHaHBHOﬁ ", COOTBECTCTBCHHO,
TEpPUTOPUATTBHON HICHTHYHOCTH,  TAKIKE [10 BO3POXKICHUIO TPAIUIIOHHBIX PEMECE.
B KOHTEKCTE MI€0IOTUHU BCE 3TO ACCOLMUPOBATIOCH C «HAPOAHOM KYJIBTYypOil» B Mpo-
THUBOBEC MHIYCTPHAJIBHOW MacCOBOM M, 3HAYHT, «OE3IyXOBHOW» KyIbType Oypxyas-
Horo oOmecTBa. B noznuecoBerckuil nmeprosa Habupaia 000pPOTHI U TypHCTHUYECKAs
WHIIyCTpUS, MOPOIUBILAS LENBIA PsI TAKMX MeTareorpaMuecKux «peannii», Kak
30J10TOE KOJIBII0 — CEPHIO MOMYJSPHBIX MAPIIPYTOB IO APEBHUM PYCCKHM IOpoJaM,
pa3paboTtanHy0 Tocie omHouMeHHO# crathu Opust Brraxoma, omyOnmkoBaHHON
B 1967 roxy B razetre «CoBeTcKas KyJIbTypay.

[Tpou3BONCTBO «TPaJUIMOHHBIX» LEHHOCTEH OCYIIECTBILUIOCH B IIpolecce
WHTEHCHBHOW WHIYCTpUAJM3alMd U O HWHAYCTPUAIBHBIM HpUHIUNAM. [losTomy
TPaAMIMOHAIIN3M B COBETCKOI KYJIBTYpe OBbLII 4acThiO 00IIEro MOAEPHUCTCKOTO PO-

ekTa. TouyHO Tak ke HUACOJIOTHA IPOJIETAPCKOIr0 HHTEPHAITUOHAIU3MAa» U <<6paTCTBa

HapOOB» COYETANIaCh C MPUHIMIIAMH UMIIEPCKOTO (MJIM KOJOHHAIBHOTO) CO3HAHMS,
MIPEATNOIAraloIMME JKECTKYI0 UepapXuI0 U CYOOpAMHALIMIO «LEHTpa» U «repude-
pun», a Taxke nuddepeHnnamo Joneil Ha «KyIbTYPHBIX» B «oTcTansix». [locie
pacmtama CCCP 0COOGHHOCTH HMMIEPCKOTO CO3HAHUS CHITPAOT PEIIAIONIyI0 POJIb
B IPOLECCaX CaMOKOJIOHM3AIMHU: BILIOTH JI0 TOCIJIEIHETO BPEMEHH MHOTHE POCCHSI-
HE OCTPO OLIYIIAIN CBOIO NEepH()EPUITHOCTD U IIOJYMHEHHOCTh B OTHOIICHHH aTJIaH-
THUYECKOTO IEHTPa» W MPH STOM BOCHPUHUMAIH ObIBIIME peciyOonukn COBETCKOTO
Coro3a Kak «30HBI BIUSHUA» Poccuiickoit Oeneparmu.

[IpuHIMNManBHOE 3HAYEHHE B COBETCKOHW KYJIBType HMEIO IPOU3BOACTBO
HAEOTIOTUIECKOTO JIaHAma(Ta, KOTOPOE HA4YalIoCh C JECHHHCKOTO IUTaHa MOHYMEH-
TaJbHOW IPOIIaraH/ibl, a HEKOTOPBIE MPOEKTHI OBIIM 3aBEPIICHBI YK€ TOCHIEe paciaia
CCCP. IIpou3BoACTBO HAEOIOTHH OCYHIECTBISUIOCH MO HPUHIMITY KIOHHPOBAaHUS
«UeHTpa» Ha «nepudepun», odecnednBas eAMHCTBO U TOMOT'€HHOCTH COBETCKOTO
npoctpaHcTBa. Ha BceM ero npotsbkeHuH co3iaBajiuCch NaMATHUKM JIeHUHY, MOHY-
MEHTHI TeposiM OKTAOpbCcKOil peBomonny U Bennkoit OTedecTBEHHON BOWHBI. DTOT
MIPUHINT KIOHWPOBAHUS MAJIO OTIMYAJCS OT MPAKTUKH BOCIPOU3BOACTBA «IICHTPA»
B Poccuiickoit mmmepun XIX Beka, korma ObUTH pa3pabOTaHBI THUIOBEIE OOpa3IlbI
LIEpKBEii, BOK3aJI0B, 3/IMUHUCTPATUBHBIX 30aHUH.

ITepexon x nocturycTpuanbHoi KyneType B CCCP konna 1980-x — Hauana
1990-x 3aKoHUWJICA pacmagoM CTPaHbl, IMOCIEYIOMIeH IeHHIyCTpHaTU3aIen
U omycrouleHHeM naHmadra. YacTb MOHYMEHTOB IOJABEPINIACh AEMOHTAXY, HO
B IIEJIOM TIOCTCOBETCKUH JTaHAIIA(T COCTOSI (M IO CHX TIOpP COCTOUT) U3 PparMeHTOB
COBETCKOTO Haclyieusi — OyKBaJIbHBIX PYHH WM IYCTHIX MJCOJIOTHYECKHX 3HAKOB.
OtaenbHBIE OCTPOBKH MOJCPHU3ALNH, [PKEHTPU(PUKALUHN 1 KOHCIOMEPU3Ma IT0Ka YTO
HE MOTYT OIpPEEISITh HOBBIH KyJIBTYypHBIHA JTaHa]T, TOCKOIBKY OHH COCEACTBYIOT
C IpU3paKaMH NPOLUIOr0 W BOCIPHHUMAIOTCS KaK MaJeHbKHE KOJIOHUaJIbHbIe Qop-
MOCTHI «IMBUIN3ALUN» B OTPOMHOM HEOIIO3HABAEMOM IPOCTPAHCTBE. B 3HaUnMTEIH-
HOM CTETIEHH OHM TIOKa YTO MPEACTABIISIOT CO00i Takue ke (haHTa3Mbl, TOIHKO HHOTO
TIPOUCXOKICHHUSL.

I'moGanbHOE HACTYIUIEHHE HHCTUTYTOB HeoMrOepain3Ma paciaraio He TOJIb-
KO KOHIETIIMIO HaIlMOHAJBHBIX TOCYIApCTB, HO U CaMy HJIEI0 TOCYIapCTBEHHOCTH,
XOTsl B cOBpeMeHHoi#1 Poccuu, rie rocynapcTBo npeBpartuiioch B OM3HEC-KOpIiopa-
LU0, YCTAHOBKA Ha BO3POXKICHUE TPAJUIMOHHBIX LIEHHOCTEH COYETAETCs C JENO-
BOI HeonmmOepanbHON puTopukoi. [Ipm 3TOM IOmM TepecTann MBICIHATH B OIpe-
JICTICHHBIX, 3aJlaHHBIX KEM-TO T'PaHMIAX, a TPaKTHKa PEaJbHBIX W BHPTYAIbHBIX
ITyTEIECTBUI MOIHOCTHIO M3MEHMIIA MPEACTABICHNE O MMPOCTPAHCTBE U reorpadu.
Ceituac noTeHIMaIbHas BO3MOXXHOCTD TTOOBIBATh «BE3/IE» COUETACTCS C OLYIICHHEM

Hpe6I)IBaHI/IH B «HUTACH. U sror CTPECC KOMIICHCHUPYETCA HOJI'MMU BUPTYyaJbHBIMU
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My TEIIECTBUSIMH, TPOJBIKEHUEM ce0sl B COLMANIBHBIX CeTsIX, (ororpadusmu Ha
(oHEe M3BECTHBIX JOCTONpUMedaTenbHocTeil. MHIycTpus Typu3Ma mpenocTaBisieT
KIIMEHTY BO3MOXHOCTb CKOpEE II0IIaCTh B KAPTUHKY, YEM COBEPIINTH MyTEIIECTBUE,
KOTOPOE BCEI/Ia AIUTCS BO BPEMEHH, @ BpEMEHH Y KIIMEHTa, KaK IPaBHII0, OYCHb MaJIo.
Mapkc cuuTai, 4Tto B MpoLEecce Pa3BUTHA KalNTAIMCTHUECKOTO OOMEHa KaTeropus
IIPOCTPAHCTBA MOTEPSIET CBOE 3HAYEHHE, MOCKOJIBKY AMCTAHIMH OyIyT COKpAaleHBI
10 MUHUMYMa. KOHEYHO, «IIPOCTPaHCTBOY» HE UCYE3HET, HO B COBPEMEHHOW CUTYaIHH
€ro HeoOXOIMMO 3aHOBO «M300PECTH» U CMOJICIHPOBATH.

Ceifgac My3€eH CTaJH CBOEro poaa GpadpuKaMu IO IIPOU3BOIACTBY HOBBIX IIPO-
CTPAHCTB, M KaXas BHICTaBKA NTPHU3BaHA IPOAEMOHCTPHPOBATH OUEPEIHYIO «OTIBIT-
HYI0 Mozienby. [IpaBaa, criocoObl MPOM3BOACTBA MMPOCTPAHCTBA 3a4aCTYIO 3aMMCTBO-
BaHbI U3 MHIYCTPHH PA3BICUCHHH C TTAPKAMH aTTPAKLIMOHOB U «IICIIEPaMH Y)KaCOB).
U 310, MOXKHO CKa3aTh, XpOHWYECKas MMpodiema, sl pelieHusi KOTOpoi Tpedyercs
OTKa3aThCsl OT caMoro (hopMara «BbICTABKI» U IPUHIKIA TepHOPMATHUBHOCTH.

B xagectBe anpTepHaTuBH Yke ¢ 1960-x TOIOB 3amamHbIe XyOOKHUKH
BBIXOJSIT U3 BHICTABOYHBIX 3aJI0B B OTKPBITOE MPOCTPAHCTBO M HAYMHAIOT 3aHUMATh-
Csl «3eMJISIHBIMH paboTaMmy, MPaKTUKOBATH ABTEPHATUBHBIE MyTEIIECTBU, IICHX0-
reorpaMuecKie MCCIEA0BaHMUs C MHANBUAYaIbHBIMHU ITPUHIMIIAMA KapTUPOBAHUSL.
Ha »ToM myTH MCKyCCTBO, Ka3aJ10Ch Obl, TEPSIET aBTOHOMHIO ¥ CMBIKA€TCSI C IPYyTUMHU
cepamu, IPExKe BCEro C HAYUHOU eI TeNIbHOCThI0. HO Tepsisi aBTOHOMUIO, OHO MpH-
o0peTaeT CMBICI, HOCKOJIBKY AA€T 3pUTEISIM HHCTPYMEHTBI JUT IIPOU3BOACTBA M BOC-
MIPUSATHS TPOCTPAHCTB.

KomnuectBo «reorpadmueckux» IMPOEKTOB HA MEXIYHApOIHBIX XyIOXKe-
CTBEHHBIX (popymax ceifyac Bo3pacTaeT, 1 camu (GopyMsl SBISIOT cO00it reorpadude-
CKyI0 Mozenb Mupa. OHUM W3 ITpUMedaTeIbHBIX XYI0)KECTBEHHBIX coObITHH Bene-
nuaHckon ouenHane 2015 rona cran mpoekt «CekpeTHas BiacTh» CaliMoHa JleHHH,
npencrasistomero Hosyro 3enanauio. B atom npoekre [leHHN HccneayeT BU3yaib-
HYIO0 KyJIBTYpY OU3aifHepOB ATEHTCTBa HalMOHaIbHOU Oe3omacHocTH (NSA) u yya-
ctue Horoit 3enmannuu B Anbsiace «[Iatu rmasy (Five-Eyes-Allianz) — rio6ansHOMH
CHCTEeME KOHTpPOJS dYepe3 MacCOBble KOMMYHHUKalUWH. VHCTauMs BBIIOJIHEHA
B CTHIJIMCTHKE Xail-TeK, HO yJauyHO BIIMCAaHA B KJIACCHYECKUI MHTEphep OMOIMOTEeKH
MapumaHa ¢ >XMBOIMCHBIMU MaHHO X VI Beka, B KOTOPBIX OTPayKEeHbI INI00AIbHBIE 110-
JTUTHYECKUE aMOMIINH paBUTeNel BeHenmanckoi pecmyOmiKu.

CkBo3p mpusMy wucropmdeckoii Benemmm Jlennnm mnpexacrasun Hosyro
3enaHaMIo KaK IEHTP MHUPA, BEpPHEE, OJMH N3 MHOTHX IEHTPOB, a0COIIOTHO PEAIbHBIX
1, KOHEYHO, MU (OIOrH3upoBaHHbIX Onarogapst CMU.

OTKpBITHE, OCBOCHUE U O3HaUMBAHUE MPOCTPAHCTBA B COBpeMeHHOM Poccumn
TOJIBKO HAYMHAETCSI, U BLICTABKA B TPEThAKOBCKOM rajaepee akKyMyJIUpyeT ONbIThI Xy-

JIO’KHUKOB, BCTYHAIOIIMX Ha 3€MIIIO MOCIIE JUTMUTENBHOIO MOoJIeTa B KOCMUYECKOH Hn
9K3UCTEHIUANIBHOM mycTtoTe XX Beka, a TakkKe MOCie JO0JIroro (ppycTpupoBaHHOTO

CKUTAHUS CPEAN PYUH COBETCKOI'O ITPOIJIOTO.

Kupunn CBETISKOB
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ON PRODUCTION OF SPACE
IN THE SOVIET & POSTSOVIET LANDSCAPE

by KIRILL SVETLYAKOV

No one negates that space is one of the basic categories of art but many viewers
still believe that art somehow represents space or different notions of it although an
artistic experience deals not with representation but with modeling of space on the ba-
sis of ideas and different kinds of experience such as geometry, acoustics, astronomy,
travelling, meditation and so on.

Stephen Hawking was asked about the possibility to imagine the forth dimen-
sion and he answered that he can hardly imagine the third dimension to say nothing
of the forth one. Nevertheless the idea of the forth dimension that originated from the
theory of relativity inspired Kazimir Malevich to create a suprematic system liberat-
ing the pictorial elements from the usual gravitation of the painting. All the pictori-
al elements of Malevich’es works are two dimensional and are situated somewhere
between the second and the third dimension that is experienced as a potential spatial
infinity.

In the existential sense this infinity perfectly corresponded with the nietzschean
emptiness of the contemporary human who lost the system of traditional connections,
hierarchy and authorities. White hollow spaces were often reproduced in the art of
the XX century and became a condition of the artistic perception that blends edges
between the notions “emptiness” and “space”. As a result by the 1960-ies the practices
of environments, performances and objects erased the edges between the spaces in the
works of art and viewer’s spaces. The Cultural Revolution of the 1960-ies stimulated
new practices of the production of spaces and was caused by the real take off from the
Earth to the Cosmos, drug trips, regular air service and tourism that by that moment
became a mass phenomenon.

In the frame of industrial and postindustrial age attitude to space literally be-
comes industrial. The first stage is production of industrial landscapes and the second
is a total industry of production of travels, cultural and natural places of interest.
On this stage nature in its familiar notion disappears and undergoes museumification

transforming to the wildlife preserves, reservations and other zones that are somehow
controlled and protected. A demand for locality and authenticity goes along with the
development of touristic industry as long as most of the hotbeds of traditionalism be-
come involved in the touristic business: folklore is replaced by quasi or post folklore,
surrogate souvenirs replace specimen of the traditional manual crafts.

These processes were spread in all the developed industrial countries including
USSR but there the production of industrial landscapes was closely related with ideol-
ogy. For example procurement commission had a right not to approve a landscape on
the painting if it lacked minimal signs of something soviet for instance electrotrans-
mission posts reminding about Lenin’s plan of electrification.

This obsessive association of industry with technology often provoked alien-
ation and rejection: artists and writers fled to the countryside to depict the remains
of traditional culture that extinct in the process of urbanization. Some members of
intelligentsia could believe that they join the origins although these communions of
summer residents (dachniks) all in all are not much distinct from the touristic trips
with an aim to find identities and authenticities. Let us note that in the USSR in dif-
ferent times there were large-scale programs constructing nationalities and territorial
identities and reviving traditional manual crafts. The ideological context associated it
with opposing “people’s culture” to spiritually impoverished industrial mass culture
of the bourgeois society. In the late soviet age touristic industry gathered pace. It gave
birth to such metageographical realia as “the golden ring” - a series of popular touris-
tic routs connecting ancient Russian towns that was worked out after Yuri Buchkov’s
article with the same name was published in the newspaper “Soviet culture” in 1967.

The traditional values were produced on the industrial principles in the in-
tensive process of industrialization. That’s why traditionalism of the soviet culture
was a part of the general modernist project. The ideology of the “proletarian inter-
nationalism” and “the brotherhood of the nations” corresponded with the principles
of imperial (or colonial) conscience with a strict hierarchy, subordination of “center”
and “periphery” and division of the people on “cultured” and “retarded”. After the
breakup of the USSR the features of imperial conscience play the main part in the
process of autocolonization: up to this moment a lot of citizens of Russia had a strong
feeling of belonging to periphery and being subordinated to Atlantic “center” and the
former soviet republics were perceived as “zones of influence” of Russian Federation.

Production of ideological landscape had the leading part in the soviet culture.
It started with Lenin’s plan of monumental propaganda and some projects finished
after the breakup of the USSR.

Ideology was produced on the principle of cloning of the center on the pe-
riphery providing unity and homogeneity of the soviet space. Monuments to Lenin,
heroes of the October Revolution and the Second World War were spread everywhere.
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This principle of cloning was not much distinct from the reproduction of the “center”
in the Russian Empire of the XIX century with its type design of churches, train
stations and administrative buildings. The shift towards postindustrial culture in the
USSR in the late 1980-ies — early 1990-ies finished with the breakup of the country
resulting in the deindustrialization and devastation of the landscape.

Some monuments were removed but generally the landscape consisted (and
still consists now) of the fragments of the soviet heritage: ruins and empty ideological
signs. Separate islands of modernization, gentrification and consumerism can not de-
termine the new cultural landscape because they are situated near the signs of the past
and are perceived as small colonial outposts of civilization in the large unidentifiable
space. In general they still are the same phantasms but with different origins.

Global occurrence of neoliberal institutions shook not only the conception of
national states but the hole idea of statehood but in Russia of our time where the state
became a business corporation the putting of the revival of the traditional values goes
with the business neoliberal rhetoric.

At the same time people stopped thinking in limits set by someone and prac-
tice of real and virtual travels completely changed notion of space and geography.
Now the potential possibility to visit “any place” combines with the feeling of be-
ing “nowhere”. This stress is compensated by long virtual travels, promoting oneself
in social networks, portraits with sights on the background. Touristic industry offers
a possibility to get on a picture rather than to go to a journey that always lasts for some
time and clients often lack time. Marx considered that in the process of development
of capitalistic exchange the category of space will lose its importance because distanc-
es would be as much reduced as possible. Of course “space” will not disappear but in
the up-to-date situation it must be “reinvented” and designed a new.

Now museums became a kind of factories producing new spaces and each
exhibition aims to demonstrate a new “test model”. But the ways of production are
usually borrowed from the entertainment industry with amusement parks and “horror
caves”. It is a serious problem and to solve it we should reject the form of the “exhi-
bition” and the performative principle.

Since the 1960-ies western artists go out of the exhibition halls to the open
space and as an alternative start to do “earth works”, practice alternative travels,
psychogeographical research with individual principles of mapping. On this way art
seemingly loses its autonomy and interlocks with other spheres, in the first place —
with science. Without autonomy it gains sense because it gives viewers instruments to
produce and perceive spaces.

Today the number of “geographical” projects on the international art forums is
growing and the forums itself represent the geographical model of the world. One of
the notable art events of the Venice Biennale 2015 was Simon Denny’s project “Secret

power” presenting New Zealand. In this project Denny explores visual culture of the
National Security Agency (NSA) designers and New Zealand’s participation in the
Five-Eyes-Allianz — a global control system via mass communications. The instal-
lation was modeled in the high-tech style but it fit the classical interior of Marciana
Library with its picturesque panels of the X VI century where the global political am-
bitions of the rulers of Venetian Republic are reflected. Denny presented New Zealand
as the center of the world through the prism of the historical Venice. To be precise —
as one of the many centers which are absolutely real and surely mythologized by
the media.

Discovery, developing and indication of space in modern Russia only starts
and the exhibition in the Tretyakov Gallery accumulates experiences of the artists
who step on the land after a long flight in the cosmic or existential emptiness of the
XX century and a long frustrating wandering among the ruins of the soviet past.

39



METATEOTPAOUA:

83 OPUEHTUPOBAHMUE B NMPOCTPAHCTBAX

MOXXHO TOBOPUTH O YETBIPEX pPETUCTPaX IOHMMAaHMS MeTareorpadumu.
Ha wmoii B3m1s11, OHM HEe IPOTUBOpPEUAT APYT APYTY.

IlepBBIil CBs3aH C MOSIBIEHHEM 3TOTO TEPMUHA B COBETCKOM HAyKe OKOJIO
1967 rona. B CCCP npobnemsr MeTareorpaduu MoJHAMAIN CTOPOHHUKH MaTeMa-
traeckux moxenerd B.M. Toxman, B.JI. T'ypesny, 0.I. Caymkun. Buaumo, MoxxHO
YTBEpIK/IaTh, YTO TEPMHH «MeTareorpadus» 0but ckoHcTpyrpoBa 0. CaymkuHbM

BO BTOpOIi monoBrHe 1960-X romoB Ha BOMTHE MHTEpeca K MEeTaHayKaM H IO TpUMe-

i =

py «mMetakaprorpadumn», TepMuHa n3 kHuru B. Bynre «Teopernueckas reorpadus»,

TIepeBEACHHON Ha PYCCKHUH SA3BIK Kak pa3 B 3To Bpems. B 1967 rony BrIIeymnoMsHy-

! TBHIN KOJIJIEKTUB aBTOPOB YyiKe Jienal Aokiaj B ['aare Ha 7-M koHrpecce MexayHapo-

—

HOIi acCOLMaly PErHOHATIBFHOM HAayKH 0 6a30BbIX MpobiemMax Merareorpaduu’.

B nonnmanuu CayiiknHa Metareorpadusi, Kak ¥ Jiro0ast MeTaHayka, 9TO «Ha-

YKa 0 HayKe», TO €CTb TCOPETUIECCKAsd NUCHUININHA, 3aHUMAIOIAsACA U3YUCHUEM T'€-

ik

orpaduu. Merareorpadus B 3TOM CMBICIIE MTBITACTCS BBIICHATh 3aKOHOMEPHOCTH, —
COINIaCHO KOTOPBIM OpraHM3yeTcsi reorpauyeckoe 3HaHHE, «pa3BeAbIBACT IOTEH-

[[1aJl, BOBMOXXHOCTH reorpaduueckoil HayKH, BBIABISIS ¢ DIyOHHHYIO CYHIHOCTB)

4 . 1 ONUCHIBaeT 0a30BbIe TeorpaduuecKue MOHATHS, TaKne, HalpuMep, KaK «IIpOCTpaH-
3 i, CTBO».
™, b | Btopoii peructp MmoHMMaHMS BO3HHK B TOH e cpeme. Merareorpadus
x - % = . o
e : N T ObLTa TIpUpaBHEHA K TEOPETHUECKOH reorpaduu, TO €CTh 00IacTH 3HAHUS, KOTOpas
- ot 2 e © 1
8 . Gokhman V., Gurevich B., Sauskin Yu. Some basic problems of metageography. Moscow, 1967. (A report at the
sl 3
A Seventh Congress of world association of regional science. Hague, 1967).
e e
ks -t 5 o 2 Toxwan B.M, T'vpesuu B.JI., Caywrun FO.I! TIpobnems! metareorpaduu // Bonp. reorpadun : ¢6. 77. M., 1968. C. 3.
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3aHUMaeTcsl M3yYeHHEM W KOHCTPYHUPOBAaHHEM TEOPETHYECKHX MOAENeH B reorpa-
¢un. Hampumep, Momens pa3BUTHS TOPOACKOW aritoMeparui. Momenn MOTyT ¢ TOH
WIN UHOH CTETEHBI0 TOYHOCTH OMMCATh MPOUCXOISIIUKA B reocdepe mpoiecc, Bbl-
Pa3uTh €ro HaMISIHO U MaTteMarndecku. OIHNM U3 co3/1aTenei TEOpeTHIECcKoi reo-
rpadun CaymikuH o0bsBIII cBoero MoJjionoro komiery bopuca Ponomana. 1o cioBam
TIOCTIETTHETO, «OOBSICHATH, YTO TAKOE TEOpPETHUIECKas Teorpadus, — 3T0 3HAUMUT U3Ja-
rath coJep)kaHue Merareorpaduu. A B3I CO CTOPOHBI Ha MeTareorpauio — 31o
yXKe MeTameTarcorpadpus»’,

Tperuii perucTp akTHBHO pPa3BHMBAJICS B aHINIO-aMEPHKAaHCKOW Teorpaduu
B pyciie KpuTmdeckoil Teopuu U power talk. 3mece merareorpadus — 3TO HEKHe
KOHIICTITYalIbHbIE PaMKH, KOTOPBIE 33/Ial0T Halle MEHTaJbHOE «YyIaKOBBIBAHHE
Y MIOHMMaHKE 3€MHOTO IPOCTPAHCTBA*. PaAMKH 3TH ONPEIENAIOTCS KyIBTYpOid, HCTO-
pHel, HalMM «O3KIpayHI0M», IO3TOMY MOXKHO TOBOPUTH HE 00 OIHOMW, a 0 MHOTHX
MeTareorpausax, 0 KapTe Merareorpaduii, JOMHHUPYIOIINX MeTareorpausx U T.n.
Merareorpadusi CTaHOBUTCSI HEOOXOAMMBIM HHCTPYMEHTOM YIIPABJIEHHS TPOCTPaH-
CTBOM, KOHTPOJIb HaJl HEH, HapsAy ¢ MPAMBIM (PU3NIECKUM KOHTPOJIEM NPOCTPaH-
CTBa, CO3JIaCT IOJIHOTY BJIACTH.

MozanyHo-HalMOHANbHast ~ Merareorpadust  sBIsIeTcsl  Ipeobraaronien
B COBPEMEHHOM MHpe. MBI, KaK MpaBWIO, NMPEACTaBIsIEM MHP B BUJE CKOIUICHHS
apeayioB, KOTOpbIE B OCHOBHOM COBMAJalOT C HAIMOHAJIBHBIMH TOCYJapCTBaMH.
Kaxnplif anemMeHT 3Toi MO3auky UMeeT IUIOIaAb, COCEeH U IpaHUIbl, B TOW MU
MHOH CTENICHN HETIO/IBIKHBIE U «CBAIICHHBIEY, HO B TO JKE BPEMsI 4ACTO SIBIISIOIIUCCS
o0beKkToM criopoB. [lpu Takoil MeTareorpauu akIEeHT CTaBUTCS HA DJIEMEHTHI M X
B3aNMHOE IOJIO’KEHNE, caM 00pa3 MUpa CKOHCTPYHPOBAH 3PEHHEM CIIOBHO C BBICOTHI
NITHYBETO I0JIeTa WIK M3 KOCMOCA, OH BU3YyalleH W INpEAroaraeT cyObeKT B3IIsa.
IIpu 3TOM pa3sHOOOpa3HBIE CETEBBIE NMPOIECCHI, BPEMEHHbBIE MOTOKH, HEIHMHEHHbIE
CBSI3M M aHAPXUCTCKUE ITPOCTPAHCTBA OCTAFOTCS «HEBUANMBIMID).

UYeTBepThIif perucTp MOHUMAHHUS MeTareorpauu yXomuT OT NPSMOTO KpH-
THYECKOTO BBICKA3bIBaHHs, KOHIEHTPUPYSCh HA (DEHOMEHOJIIOTHYECKUX U OHTOJIOTH-
YECKHX aCHEKTaX «IPOCTPaHCTBa 00pa3oB». DTOT MOAXOJ YTBEP)KAACT NMPHHIIHIIH-
QIBHYI0 HEBO3MOXKHOCTB ITO3HATh MHp 3a NpeesiaMH YeJIOBEUYECKOTO BOCHPHSTHUS
(mpoctpancTBO — Beeraa (heHOMeH), a 3HAYHT, JIF000e reorpadrdeckoe 3HaHUE eCTh

o6pa3. [IpocTpaHCTBO 0OPa30B MOMYYACTCS «BOCIIAPCHHUEM» HaJl 3¢MHBIM POCTPaH-

Poooman B.b. Merareorpadus // Pooovan b.B. I'eorpadus. Paiionnposanue. Kaprounsi : ¢6. TpynoB. CMOneHcKk,
2007.C. 97.
Lewis M.W., Wigen K. The Myth of Continents: A Critique of Metageography. Berkeley and Los Angeles, 1997.

CTBOM B IIPOCTPAHCTBO SA3bIKa U MOXKET PACCMaTPHUBATHCS KaK OTAEIbHAS CYI[HOCTS,
(bYHKIIMOHUPYIOIIAS TI0 CBOMM 3aKOHAM (OHTOIOTH3UPYETCs)’.

Ha motii B3mIsia, 3TH KOHIETIMK MeTareorpaduu padoTaroT Kak MepeKioya-
€MbIe M COBMEIIAEMBIC PErHCTPHl. Benb Kak TONBKO MBI HAaUMHAEM 33JTyMBIBATHCS
0 TOM, YTO TaKoe reorpadusi, KakoBHI IPeJeibl TeorpaguIeckoro 3HaHus, HEN30exK-
HO BO3HHKAeT (HIBTP YEIOBEUECKOTO BOCTIPHUATHS, IPOCTPAHCTBO SA3bIKA U 0OPa3HI.
B 3TOM cMbIcie JIF00OW CIIUCHTUCTCKUM, MPETCHAYIONMNA Ha OOBCKTUBHOC 3HAHHE
MIOAXO]] y’KE CYIIECTBYET B MPOCTPAHCTBE SA3BIKA, & TFOOBIE MOEH YK€ CYyTh 00pasbl.

Bonee Toro, 3T perucTpsl He ABISAIOTCS UCTOPUYECKOM pacKiIaikod, Belb,
HarpuMmep, pEeHOMEHOJIOTHIECKOe TOHIMaHNE TIPOCTPAHCTBA MOXHO MPOCIEANTH OT
M. Mepno-IlonTu u HaliTH ABHBIE MapajIeNn Aaxe paHblle — B apxauke. Kpuruue-
CKHH MOAAX01 00J1a1aeT IPYTHM paKypcoM CKopee Oarogapsi IpyriM HEsiM: CTaBUM
MBI CBOEH 3a/jaueil JeKOHCTPYHPOBaTh 00pa3bl M paMKH BOCTIPHUSITUS UM CMOTPUM Ha
HUX KaK Ha OPTaHU3MBI, KUBYIIFE TI0 CBOMM 3aKOHAM, 1 JTIOOyeMCs HX MPUIyIITHBON
XKHM3HBI0. BocnpusiTie npocTpancTBa 00pa3oB Kak KOHCTPYKTa WM KaK OpraHu3Ma,
KakK TOMYHKYJIa, CO3aHHOTO aJIXMMHKOM B TPOOMPKE, MM KaK CyIIECTBA, POIUBIIIC-
rocsi €CTeCTBEHHBIM IIyTEM, — BOT Ta T'PaHUIIa, KOTOPAs OTAENSIET KPUTHUECKUH THC-
KypC OT OCTaJIbHBIX. «CXJIONBIBAaHHE) MPHUPOTHOTO W NHU(PPOBOTO, X HEPA3NUICHHE
MIPUBOAUT K TOMY, YTO PETHCTPHI emle Ooubie commkatorcs. Ecim wynoume dpan-
KEHIITEHHA yKe CO3/1aHO, TO OHO JKUBET U CTAJO0 PAaBHO OCTAIBHBIM M Ha €T0 XH3Hb
MOYKHO CMOTPETh KaK Ha «OPTaHUKY).

Teneps, xorga sicHO, 4TO JHOOOE MPOCTPAHCTBO — 3TO KOHCTPYKT, BOOOpa-
JKEHUE, OPraHU3M, MOXKHO TOBOPUTh O Pa3HBIX MPOCTPAHCTBAX, UCATh UX UCTOPUIO
1 aHTPOTIOJIOTHIO, YUYUTHCS OPUEHTHUPOBATHCS B HUX.

3anmaya 3Ta OYCHb aKTyaJbHAs. BONBIIMHCTBO JfOAEH MPUHUMAIOT IPOCTPaH-
CTBO, B KOTOPOM XHBYT, KaK JaHHOCTb, HE OCO3HABasl €ro MPUPOIY M I'€HEaJIOTHIO,
HE UMesl HABBIKOB OPHEHTHPOBAHUS U — YTO BaXKHO — W3MEHEHHS €T0. 3eMHOE IPO-
CTPAHCTBO IEPEBOAUTCS B MPOCTPAHCTBO reorpaMueckoe 4epe3 MHOXKECTBEHHBIE
IIPOLIECCHl BOOOpaXKeHUsI, TIPON3BOJACTBA, KOHCTpYHUpoBaHHs. UenoBeKk — KEHTaBp,
HaXOIIHUIICS TETIOM B 36MHOM ITPOCTPAHCTBE, CO3HAHHEM — B IPOCTPAHCTBE Ieorpa-
(uueckoM, B IPOCTPAHCTBE si3bIKa. B 3TOM cMbICie Hallle BocnpusaTHe JaHmadra —
9TO €ro HEMOCPEACTBEHHOE BOCIIPUATHUE IIIIOC PAMKHU BOCHPUSTHS, U IepBasi COCTaB-
JISFOIAst OUYSHb MaJla ¥ ONpENesieTCs BTOPOH, a TaHAmAadT — 3TO BCETAA JOBYIIKA,

HaTpaBIIAONIas HAC 110 TeM KaHajlaM, 10 KOTOPHIM OH OBLII CKOHCTPYHPOBaH.

Samsmun /]. H. Merareorpadus: IIpocTpaHcTBO 06pa3oB n 00pa3sl npoctpancTsa. M., 2004.
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IIpocTpaHcTBa HAIMOHANBHBIX TOCYAApCTB, 3aJalOIIUX BCE €IIe JOMUHH-
PYIOIIYIO CerofHsi mMerareorpaduio, CIOXWINCh HE Tak JaBHO. Taiickuii reorpad
Txour4ait BUHHYaKyIT OTIHCAIT 3TOT MPOIIECC KaK «KOHCTPYHPOBAHUE T€0TENa HAIIU»S.
CyTb 37€Ch B TOM, UTO TaKue MOHATHS, KaK «Halus» U «PoauHay», HaTypaausupy-
IO0TCSI — HA4YMHAIOT BOCIIPHHUMATHCS KaK IPUPOAHBIE, OMoorndeckne o0pasoBaHusL.
B oTcuecTBEHHOM KOHTEKCTE OKOHYATENbHOE (HOPMUPOBAHHE HALMOHAIBHOTO
MIPOCTPAHCTBa Mpousouulo, Hanpumep, B 1930-1940-x ronax B CCCP, xorna kapra
cTaJa elle U CBoeoOpa3HO ruIeppeaIbHOCThI0, PABHOM TEPPUTOPUH .

Opnaxo 3amajHasi IIMBUIIM3AIINS, BIIYCTUB B cebs cienbl J[pyroro B mpoiecce
KOJIOHM3AIMH, [TapaJuIeNbHO HHUIIMMPOBAJIa IIPOLECC «PACIIaThIBaHUS MO3aHYHO-Ha-
UOHAJBHOW MeTrareorpaduu, BOOOpaXkEHHs U CO3JaHUsl «IPYTHX» IPOCTPAHCTB.
C omHOIl CTOPOHBI, 3TO IU30()PEHNMUYECKUH MTPOIIECC, CIOBHO KOJOHH3ATOP COIIEN
C yMa U Terepb OTOXKAECTBIsieT cebsi ¢ abopureHamu. C Ipyroil — 3TO MOXKHO
paccMmarpuBarh Kak JajdbHEHIIYI0 KOJOHHU3AIMIO — TENeph YK€ MaTTepHOB BOOOpa-
JKECHUs.

Tem He Menee XX BEK CMECTWJI aKLUEHT Ha <«IpYTrHe» IPOCTPAHCTBA.
MHorouucieHHbIe TOPOACKHE MPAKTUKH, MosBUBIIKECS B 1960-x romgax, Hampumep
nicuxoreorpadusi, ObUIM HaNpaBiIeHbl Ha pa3pylIeHHe HEBHIMMBIX CTEH, 3aJaHHBIX
IMOTOKaMHM «BJIACTW» U CYHICCTBYIOUIMX B IMPOCTPAHCTBE ropoaa. MHOro4ncIeHHbIE
00pa3Hble BOCCTaHMUS, OCYIIECTBIIIEMbIE BOOOPAKEHHEM M JCHCTBHEM B TOPOICKON
cpene, ObUIM TPSMOM JEKOHCTPYKIHMEH «OOJBIIMX» MPOCTPAHCTB. BriOOp Mexay
cBOOOJION M rapMOHHMEH ObUI clieNlaH B HOJIB3y MepBOi. BriocinencTBum XymoXHUKA
U TOpOXKaHe MepeluId K 6onee co3uaaTeNbHBIM TakTUKaM. bonbInoit HappaTtuB ObLI
paspylieH, Terepb SHEeprHsl HalpaBlieHa Ha CO3aHUE IIPOCTPAHCTB ANBTEPHATHBHO-
TO OombITa, 4aCTO «HEC BUIAALIUX)» APYT Apyra, CyHI€CTBYIOUIMX B HEKOTOPLIX IMOYTH
TapaJuUIebHBIX peabHOCTAX. [opox mim new habitat Kak OCHOBHOE JKMITHILE COBpE-
MEHHOTO YeJIOBEKa CTaJl MECTOM TOTAJbHON MHOXXECTBEHHOCTH M B3aMMHO CJIETIBIX
HappaTUBOB pa3HOro Macirada.

B oskcmosunmu BhicTaBkH «Metareorpadus. IIpocrpanctBo — obpas —
JIEWCTBHE» MBI IBITAINCH OTPA3UTh 3TO JBMXKEHUE MBICIH U nuBHIH3anuu. OT oco-
3HaHMS TOTO, YTO JI00Aasi KapTa — 3TO 00pa3, 32 KOTOPHIM CTOST YbHU-TO MHTEPECHI,

qYepe3 ACKOHCTPYKUIUIO «OOIBIINX) MNPOCTPAHCTB Ha IPUMEPE J'IOKaJ'ILHOﬁ, oTcyc-

Thongchai Winichakul. Siam Mapped: A History of the Geo-Body of a Nation. University of Hawaii Press, 1994.

bapon H. TlpocTpancTBa yTomuu: reoaesus, kaprorpadus u BusyanbHas Kyastypa 8 CCCP, 1918-1953 rr. // I'eorpa-
¢ust uckycersa. Boim. 5. M., 2009. C. 7-38.

8 Amin A., Thrifi N. Cities: Reimagining the urban. Cambridge, 2002.

CTBEHHOH MCTOPHH K CHTYyallul MHO>KECTBEHHOCTH MTPOCTPAHCTB, IJI€ YACTHOE MOXKET
OBITh NPUPABHEHO K TOCYJapPCTBEHHOMY, & BOOOpa)KCHHE OKa3bIBaeTCsS JNEHCTBHEM.
U 310 ecTh OTpakeHne MacCOBOH MOJIUTUKH: TENEPb KaXKAbIH MOXXET BIUSATH Ha MPO-
CTPaHCTBO, CO3JaBaTh CBOE «UYHLOBHINE», SKCKIFO3UBHOE MPaBO OOJbLIC HE MPHHA-
nexxuT OpaHKeHIITEHHY, XOTSI OH BCE €IIE «B UTPe».

CeronHs KapTa IpeANIeCTBYeT TEPPUTOPUH, a reorpaduaeckre oopassl Ipo-
M3BOJAT MPOCTPAHCTBO, MECTa W COIMAJbHBIC MPOLECCHI, BIMAS Ha yIpaBicHUE.
U HOBO 37€ch HE TO, YTO 3TO TaK, a TO, YTO 3TO oco3Hamu. KaprtuHka m o0pa3
BXOJSIT Kak MeQuaTopbl BO BCE BHUIBI JICATEIBHOCTH, IIPEIIISCTBYIOT €l
U MEJHAIU3UPYIOT MPOCTpaHcTBo. Hambonee spko 310 mposBisiercs B MU(POBBIX
Y BUPTYaJbHBIX IPOCTPAHCTBAX.

B mponecce GeckOHEYHOTO YMHOXKEHHS NPOCTPAHCTB BO3HHKAET BOIPOC,
Kakoil CcyOBeKT M Kakas «IpaBia» Mpou3BofsTcs. O4YeBHIHO, YTO KHOEpIpOCTpaH-
CTBa POXKICHBI BHYTPH KYJIBTYpHI IO3HEro kamuranuima. Kak yrepxknaer [JoHHa
Xappaysii, UX H3Ha4anbHas [eJb — 3TO YKPEIUICHUE UMIIEPUH 3allaJHOr0/CeBEpHO-
TO/TIEpBOTO MUPa M TOCIIOACTBO HE XKMBOTHOTO, TUKAPS WITH JKCHIIUHBI, HO MY>KYHHBI,
KOTOpBI siBisieTcs aBTopoM Kocmoca, HazsiBaemoro Mcropueit. HoBble TexHOMOrMK
1 mudpoBble MPOCTPAHCTBA OCYLICCTBISUIMCH KaK CPECTBA YCHIICHHS KOHTPOJLA
u, 1o cnoam Denukca I'BarTapu, MoKa TOIBKO YCHIMBAIOT OTUYXICHHE’.

OpnHako NMPOCTPAHCTBA, BBHIPAIMBACMBIC BHYTPU CHCTEMbI TEXHOKAIIMTAIIH3-
Ma, JUI KOTOPOH JeTeppUTOpHAIU3ALUL U PETePPUTOPUAIN3aIUI — 3TO CPEACTBO
YBEJIWYCHUS aCCOPTUMEHTa TOBapOB, TEM HE MEHEe MEHSIOT CaM CTaTyCc-KBO, IPH-
BOJAT K (DOPMHUPOBAHUIO NMPHHIMITHAIBHO JPYyrux oOpa3oB Mupa. Y moxanyi, 3to
JaeT HaJeXOy Ha opMupoBaHre OanaHca MEXIy CBOOOMOW M TapMOHHEH, a caMoe
IJIaBHOE, HA TO, YTO «JPYT'He» MPOCTPAHCTBA, JIydlIne, CBOOOAHBIC, TapMOHUYHBIE
U CIIPABEIJIMBBIC, BO3MOKHBI H MBI MOXKEM YYacTBOBATh B UX CO3IaHUH. Benp n3me-

HUTD MPOCTPAHCTBO O3HAYACT U3MCHUTDH )KNU3Hb.

Hukonait CMUPHOB

9 Pickles J. A History of Spaces: Cartographic Reason, Mapping and the Geo-Coded World (Frontiers of Human
Geography). London, 2003.
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METAGEOGRAPHY:

NAVIGATING THE SPACES

by NIKOLAY SMIRNOV

We can speak of four registers of understanding metageography. In my view, they do
not contradict each other.

The first register relates to the emergence of this term in the Soviet science ca.
1967. In the Soviet Union, metageographical problems were first raised by proponents
of mathematical modeling V.M. Gokhman, B.L. Gurevich, and Yu. G. Saushkin. The
term “metageography” was probably constructed by Yu. G. Saushkin in the late 1960s
amid interest for metasciences and following the example of “metacartography” —
a term that W. Bunge had coined in his book “Theoretical geography” which has just
been translated into Russian at that time. In 1967, the above-mentioned group of au-
thors was already presenting a paper on basic problems in metageography at the 7th
Congress of the Regional Science Association International in The Hague.!

In Saushkin”s view, metageography, just as any other metascience, is a “sci-
ence about science”, that is a theoretical discipline studying geography. In this sense,
metageography is trying to identify patterns according to which the geographical
knowledge is being formed, it “explores the potential and the possibilities of the ge-
ographical science by bringing out its fundamental nature™ and describes basic geo-
graphical notions such as “space”.

A second register of understanding has emerged in the same milieu. Metageog-
raphy was assimilated with theoretical geography, that is, an area of knowledge that
studies and constructs theoretical models in geography, for example, a model of evo-

lution of metropolitan areas. With various degrees of accuracy, models can describe

Gokhman V., Gurevich B., Sauskin Yu. Some basic problems of metageography. Moscow, 1967. (A report at the
Seventh Congress of world association of regional science. Hague, 1967).

2 Gokhman V. M., Gurevich B.L., Saushkin Yu. G.. Problemy metageografii (Problems of Metageography) //

Voprosy geografii, vol. 77, 1968, p. 3 .

a process that takes place in the geosphere and express it visually and mathematically.
Saushkin declared a young colleague of his — Boris Rodoman — one of the found-
ers of theoretical geography. According to Rodoman, “explaining what is theoretical
geography means setting out the contents of metageography. And taking a detached
view on metageography means talking about metametageography”.?

The third register has been actively developing in the Anglo-American geog-
raphy in the vein of critical theory and power talk. Metageography here is a certain
conceptual framework that defines our mental “packaging” and understanding of the
global space.* This framework is defined by culture, history, our background, so we
should rather speak of not one but many metageographies, of a map of metageog-
raphies, of dominating metageographies, etc. Metageography becomes an effective
tool to manage space; controlling metageography and physically controlling the space
creates the plenitude of power.

In today”s world, a patchwork-type national metageography is dominating.
We usually imagine the world as a constellation of areas that mostly coincide with the
borders of nation states. Each element in this patchwork has a land area, neighbors
and boundaries that are more or less fixed and “sacred” but at the same time they
often become disputed. This type of metageography focuses on elements and their
relationships, while the image of the world is constructed as if from the bird”s eye
view or from the outer space; it”’s visual and involves a subject of looking. But vari-
ous networking processes, temporary streams, non-linear connections and anarchistic
spaces remain “invisible”.

The fourth register of understanding metageography avoids direct criticism
and focuses on phenomenological and ontological aspects of the “space of images”.
This approach asserts a fundamental impossibility to cognize the world outside of the
human perception (a space is always a phenomenon), which means that any geograph-
ical knowledge is an image. The space of images appears then as “floating” over the
global space into the space of language and can be considered as an entity of its own
functioning according to its own laws (it is thus ontologizing).’

In my view, these concepts of metageography operate as switchable and com-
patible registers. Because as soon as we start thinking of what geography is and what
the limits of geographical knowledge are, a filter of human perception, the space of

3 Rodoman B. B. Metageografiya (Metageography) / Rodoman B. B. Geografiya. Rayonirovaniye. Kartoidy

(Geography, Zoning, Cartoids), Smolensk, Oikumena Publishers, 2007, p. 97.
4 Lewis MW, Wigen K. The Myth of Continents: A Critique of Metageography. Berkeley and Los Angeles, 1997.

Zamyatin D. Metageografiya: Prostranstvo obrazov i obrazy prostranstva (Metageography: the Space of Images and
Images of Space), Moscow, 2004.
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language and images inevitably arise. In this sense, any scientist approach claim-
ing objective knowledge already exists in the space of language, and any models are
essentially images.

Moreover, these registers are not a historical schematic because a phenomeno-
logical understanding of space, for example, can be traced from M. Merleau-Ponty,
and apparent parallels can be found even earlier, in antiquity. The critical approach
has a different angle thanks rather to different goals: whether we set ourselves the task
of deconstructing images and frameworks of perception or look at them as entities
(bodies) living according to their own laws and enjoy observing their whimsical lives.
Perceiving the space of images as a construct, as an entity (body) or as a homuncle
created by an alchemist in vitro or as a creature that was born naturally — that”s the
limit separating the critical discourse from all others. An “implosion” of the natural
and the digital, their indiscernibility causes the registers to get even closer to each oth-
er. If the “Frankenstein”s monster” is already created, it lives and has become equal to
others, and its life can be considered “organic”.

Now when it has become clear that any space is a construct, an imagination,
an entity, we can speak of different spaces, write their histories and anthropologies,
learn to navigate them.

This task is very exciting. Most people take the space where they live for grant-
ed without realizing its nature or origin, they do not have any skills to navigate it or —
more importantly — to change it. Global space is translated into the geographical
one through multiple processes of imagining, producing and constructing. The human
being is a centaur whose body dwells in the global space, and his mind — in the ge-
ographical one, in the space of language. In this sense, our perception of landscape
means its immediate perception plus the perception framework, the former compo-
nent being minor and is defined by the latter, while the landscape is always a trap
guiding us along the channels on which it was constructed.

The spaces of nation-states that still define today”’s dominating metageog-
raphies, have been formed quite recently. Thai geographer Thongchai Winichakul
described this process as “constructing the geo-body of a nation”.® It means that such
notions as “nation” or “Motherland” are being naturalized, that is, they begin to be
perceived as natural, biological entities. In the Russian context, the national space
was finally formed in the 1930s and 1940s in the Soviet Union, when the map became
a sort of a hyperreality equal to the territory.’

6 Thongchai Winichakul. Siam Mapped: A History of the Geo-Body of a Nation. University of Hawaii Press, 1994.

Baron N. Prostranstva utopii: geodeziya, kartografiya i vizualnaya kultura v SSSR, 1918-1953 (Spaces of Utopia:
Surveying, Cartography and Visual Culture in the Soviet Union from 1918 to 1953) // Geografiya iskusstva (Geography
of Art), vol. 5, Moscow, 2009, pp. 7-38.

The West, however, having let in the traces of the Other during colonization,
has at the same time initiated a process of “shattering” the patchwork-type national
metageography, imagination and creation of “other” spaces. On the one hand, it is
a schizophrenic process as if the colonialist has gone crazy and now identifies himself
with the aboriginals. On the other hand, it can be viewed as further colonization —
that of the imagination patterns.

The 20th century has nonetheless moved the focus onto “other” spaces. Many
urban practices that emerged in the 1960s, such as psychogeography, aimed at de-
stroying the invisible walls established by the streams of “power” and existing in the
city space. Many imaginative rebellions carried out by the imagination and action in
the urban environment were a direct deconstruction of “grand” spaces. The choice
between freedom and harmony was made in favor of the former. Artists and towns-
people have subsequently got more creative. The grand narrative was destroyed, and
now the energy is aimed at creating spaces of alternative experience, often unaware of
each other and existing in almost parallel realities. The city or the new habitat as the
main dwelling of contemporary humans has became a place of a total multiplicity and
mutually blind narratives of different sizes.®

We tried to reflect this movement of thought and civilization in arranging our
exhibition Metageography. Space — Image — Action from realizing that any map is
an image with someone”’s interests behind it to deconstructing the “big” spaces as ex-
emplified by a local history (that of Russia) and on to the situation of the multiplicity
of spaces where the private can be assimilated with the public, and where imagination
turns into action. And this is a reflection of mass politics: everyone can now influence
the space, create one”’s own “monster”; Frankenstein has no more exclusive rights for
it although he is still “in the game”.

The map today precedes the territory, while geographical images produce the
space, places and social processes, influencing the governance. What”s new here is
not that it is the case, but the fact that it is has now been acknowledged. Pictures and
images enter as mediators into all kinds of activities, precede them and medialize the
space. It is the most pronounced in digital and virtual spaces.

In this process of an infinite multiplying of spaces a question arises as to
what subject and which “truth” are being produced. The cyberspaces were obviously
born within the culture of late capitalism. As Donna Haraway points out, their initial
goal is to strengthen the empire of the Western/Northern/First world and to ensure
the domination of males as the authors of the Cosmos called History, not of ani-

8 Amin A., Thrifi N. Cities: Reimagining the urban. Cambridge, 2002.
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mals, savages or females. New technology and digital spaces materialized as tools to
strengthen control, and, according to Felix Guattari, only strengthen the alienation so
far®.

But spaces that are grown within the system of technocapitalism, for which
deterritorialization and reterritorialization are means to increase the range of goods,
are nonetheless changing the status quo and lead to the formation of a fundamen-
tally different representation of the world. This perhaps gives us a hope that a bal-
ance might arise between freedom and harmony, and, most importantly, that “other
spaces” — better, free, harmonious and fair — are possible, and we can participate in
creating them. Because changing the space means changing life.

9 Pickles J. A History of Spaces: Cartographic Reason, Mapping and the Geo-Coded World (Frontiers of Human
Geography). London, 2003.




MOW FrEOrPA®OWNYECKWUE KAPTOUADI

leorpadmueckumn kaprompamu (TE€OKapTOMIAaMH) HA3bIBAIOTCS UYEPTEXKH,
N300pakaloIye peajbHyI0 WM BBIMBIIUICHHYIO TEPPUTOPHIO YIPOIIEHHO, 0e3
00s13aTeTTFHOTO COOMIONEHUST BCEX IMPaBHI KIACCHYECKOH Kaprorpadmuu, Hampumep
6e3 npoekiun, 6e3 MacTada, ¢ «4pe3MEPHBIMY CIIPSIMICHUEM JIHHUH, OrpyOIeHHeM
KOHTYpOB 1 T.A. C TOUKH 3pEHUS COBPEMEHHOHN POeCCHOHANBHOM KapTorpaduu Mbl
MOIJIM OBl OTHECTH K JKaHPY KapTOMJOB M3BECTHBIE y NIEPBOOBITHBIX HAPOIOB KapTo-
rpaduueckre pUCYHKH OXOTHHKOB, BOMHOB, [IACTYXOB, UCKATENEH 30J10Ta U KJIaJ0B;
HEKOTOpPbIE CPETHEBEKOBBIE KAPThl MUPA; YIIOBAaThle KOHTYPbl KOHTHHEHTOB, MOpEii,
CTpaH Ha Iulakarax, QJarax, 3HadKax, ’TUKETKaX, OOJI0XKKaxX KHUT U T.I1.

CamuM CyIlecTBOBaHUEM MPOAYKTHBHOTO Cy(h(hUKCa «-OUI» CIIOBO «KapTOUI»
06110 0OpeUeHo Ha MOsBIEHUE paHo WK 1mo31Ho. IIpumepHo B 60-x rogax XX Beka
OHO ITIPO3BYYaJIO B Halllel CTpaHe B y3KOM KpYry KaprorpagoB u reorpados, mepBo-
HavyaJIbHO HaJIeJICHHOE HEraTHBHBIM CMBICIIOM: 0003HAYasIo KapTy BeCbMa HETOYHYIO,
rpy0Oy10, IPIMUTHBHYIO, JDKUBYIO. Takoi IJI0X0i MOrya OBITh M MPOYKIHUS BEICOKO-
KBaJTU(UIUPOBAHHBIX CIIEHAINCTOB KapTorpadudeckoit padpuku, BHPTYO3HO HUCKA-
XKABIINX AECHCTBUTEIBHOCTh COITIACHO MHCTPYKIMAM LEH3YPHI (KapThl aAMUHNCTpA-
TUBHOTO AEIEHUSI, KAPTOCXEMBI IS TYPUCTOB U T.I1.).

BriepBble ycnblaB CIOBO «KapTOMI» OT OXHOTO M3 KapTorpadoB, s CTal
YHOTpeOJIATh €ro B MO3UTUBHOM CMbICIE AT OOO3HAUCHUs HPHMEHABIINXCS
MHOI0O 0C000r0o pozja HaydHbIX Kaprorpaduueckux Mopeneil. Ho Takue ueprexu
He OBUTM HOBOCTBIO B CEPbE3HOW HayKe, HU B OTEUECTBEHHOH, HH B 3apyOe)KHOM.
Eme B 1826 rony «mekneHOyprekuid nmomeimuk» HMorann ¢oH TioHeH omyOiaukoBan
TUIIMYHO HAaYYHBIH reorpadMuecKuii KapTona, Koraa BCTaBmil B cBoe «M3onnposan-

HOC rocy1apCTBO» (Ha6op TOYHO BBIYHCJICHHBIX 3KOHOMHWYCCKHUX 30H) BTOpOfI ropon,
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a K TOMy e U peky. KapTouasl NpuMeHsIM U IpyTrue Hallld NPeAlIeCTBEHHUKHU 10
JMHUYU TeopeTndeckol reorpaduu: Bennamun [lerpoBuu CeméHoB-Tsu-11lanckuii
n Asryct JI€m. Bor yxe Gornee cTa jeT KOUyIoT 110 y4eOHUKaM CXeMBI ITPOCTUPAHUS
PacTUTENbHBIX U JaHAMIA(THBIX 30H Ha «U/ICATEHOM KOHTHUHEHTE, CBSI3aHHBIE C IMe-
HeM mBeinapckoro reoborannka Mapuu bpoxman-Eporm. TTogoOHBIX aGCTpaKTHBIX
MojeJ el HeMaJlo B TeOJIOTHH, B Iajieoreorpaduu, B TEOPUH TPaZoCTPONTEIHCTBA.

Kapronasl HeN3MEHHO COXPaHSAIOT [Ba MPU3HAKa TPAJUIMOHHBIX T€OKAPT —
HaIISITHOCTh M XapakTep M300pa3suTenbHBIX cpeacTB. Ha kapronmax mpuMeHSIOTCA
Te ke CrocoObl M300paKEeHUs, 9TO U Ha TEMATHYECKHUX TeorpaduuecKuX KapTax,
HarpuMep 1BETHOH (DOH, U30JIMHKY, JTMHUM JABHKCHHS, PaH)KUPOBAHHbBIC TPAHUIIBI,
HO BMECTO KOHKPETHBIX LU(P Ha MoJie U300paXKeHUs U B €T0 JIEreH/Ie MOT'YT CTOSTh
anredpandecKkre CUMBOJIBI U IPYTHE 3HAKU, TOKA3bIBAIOIME OTHOLICHUS «O0JbIIe —
MEHBIIE» B CBS3H C OTHOIICHUSIMH «OJIMKE — JaIbIIe).

Kaproun Moxker OBITH pe3ysibTaToM TIe€Hepalu3alui TPaJAULMOHHOW Kap-
TBl 10 OOBIMHBEIM TIpaBWiaM. Jlajmeko 3amrenamnass TreHepalu3alus YHUUTOXKa-
€T KapTy, IIepeBONsl BCE €€ COAEpKaHMEe B TEKCT, Kaprorpaduieckoe u3o0pa-
JKEHHE IpeBpalaeTcss B MycTod JucT Oymard, B HEKOTOPBHIH «besblii kBagpar.
Wzywas kaprorpaduio, MOXHO JIy4Il€ MOHSATh WCTOPHUYECKHH IMyTh >KHBOIHCH OT
peanu3Ma K aOCTPaKIIHOHU3MY.

Ha npumepe onHOro u3 ueprexeil ¢ Haleil BBICTABKM PACCKa)XeM, Kak
C TIOMOHIBIO KapTOMIA BBIPAKAETCA HEKOTOpask 3aKOHOMEPHOCTh. B TeopeTnueckoin
reorpaduy pasIMyarOTCS PAOHBI Y3J0BbIE M OXHOPOIHBIC. Y Y3JOBBIX PaiiOHOB
UMEIOTCS (DYHKIIMOHANBHBIE LEHTPbl — Y3JIbl KOMMYHHUKALUM, LEHTPbI BIUSHUS
U BiacTd. TakoBbI BCce aJMHUHHCTpaTuBHbIE paioHbl (B Poccum — obnacrtu, xpas
U T.IL), HO HE TOJIbKO OHH. VHTepecyronme reorpadoB y3jI0Bble paliOHBI CO3JaHBI
JIeITeNIbHOCTBIO JIIONIEH, HO B IIPUPOJIE TOXKE BCTPeYaroTcs (Hanpumep, B pacipesene-
HUH MYPaBEHHUKOB, BOTYBHX JIOTOB U JIp.).

OnHOpOAHBIE palioHBI BBLACISAIOTCS O OJHOMY TOCIIOACTBYIOIEMY IPU3HAKY,
KOTOPBIN paclpoCTpaHeH Ha UX TEPPUTOPUH MOBceMecTHO. (PakTniyeckn omHOPOI-
HOCTb M TIOBCEMECTHOCTB YCIIOBHBI, 3TO TOXKE MPOIAYKT reHepann3anu.) TakoBsl Bce
npupoaHbie (pu3uKo-reorpapudeckne) obmactu, Hanpumep benopycckoe [onecne,
IIpuBomxckasi MPOBUHLINS IIMPOKOJIMCTBEHHBIX JIECOB, [IpuaoHCcKkuil MenoBoil pailon
n T.0. «[Ipy mpodynx paBHBIX yCIOBHAX (KOTOPBIX HMKOTAA HE OBIBACT B peasbHOU
JKU3HH, OHH BBIBIIIIOTCS TOJBKO HA MOZENAX, HA UACATBHBIX 00BEKTaX, CO3aHHBIX
(byHIaMeHTaNbHOM Haykol) (DYHKIMOHAIbHBIE LIEHTPHI Y3JIOBBIX PAilOHOB U TeoMe-

TPUYECKUE LICHTPBI ONHOPOJIHBIX PaliOHOB B3aUMHO OTTAJIKUBAIOTCS».

YenoBeueckne MOCeIeHUs] CKIOHHBI BOZHUKATh HA IPAaHMIAX JIBYX — a €elle
JIy4Ile: TPeX — Pa3InuHbIX IPUPOAHBIX PAiOHOB, JJIsl ONITUMAJIBHOTO HCIIOIB30BaHUS
pasHbIX pecypcos. [outu Bce IpeBHHE pycCKUe Topojia HMENU IPH Ce0e II0JIeChe
(MCTOYHMK APEBECHOTO CBHIPHS) U «OIOJIBE» (apeaj 3eMJIe/eNns, TAe TTOYBHI IIJI0/0-
poxnHee).

MockBa BBIpOCIIa Ha CTBIKE TpeX NMPUPOAHBIX oOiacteil. Ha ceBepo-3amane
npoctupaercsi MOCKOBCKash BO3BBINIEHHOCTb, Ha fore — MockBopenko-OKckas

9pO3MOHHAs paBHUHA (CTapeimee «omoibe» MOCKBEI), Ha BOCTOKe — Memép-

MONSPHOE PACMNO/MIOXEHUE
Y3J0BbIX U 0OAHOPOAHBLIX PANOHOB

z

3

*

Puc. 1
CKasi HU3MEHHOCTh. B IIeHTpe OmHOH M3 3THX MPHUPOAHHEIX obmactei, MemepckoH,
Ha KiennkoBCKkHX 03épax, CONUTHCH TPAaHUIIBI TPEX aIMUHUCTPATUBHBIX 00JacTe —
MockoBckoii, Bnagumupckoii u Psizanckoii. Tpu crapbie ryoepHun (ObIBIIME KHSDKE-
CTBA) MOACIWIN MEXKAY c0o00i onHO «monechey. [lomyunnock «IlomsipHOe pacmoso-
JKEHHE Y3JIOBBIX U OJTHOPOJIHBIX paiiloHOBY (puc. 1).
55



Puc. 2

v pRtsd rrna d a8 ¢ g s

W3 HecKoNbKHX JECATKOB CO3JaHHBIX MHOIO KapTOWIOB CaMblil H3BECT-
Heli — «[lonsipuzoBanHas 6uocdepa» (puc. 2), Tounee, «CeTeBoi MOMIPU30BAH-
HeIi nangmadT». OH n3o0pereH B 1970 romy M mokasbIBaeT KeJaTeJIbHOE COoveTa-
HHUE TPHUPOIHOro JaHAmadTa ¢ TOPOACKOH cpenoi NpH MHUHUMYME KOHQIIHKTOB.
Topox m mukas nmpuposa paccMaTpUBarOTCs Kak Ba 1ojroca dnocdepsl, paBHO HEOO-
XoZuMbIe denoBeKy. OHH paseIeHbl IPOMEKYTOUHBIMH 30HAMH, B KOTOPBIX CTEIICHb
ypOaHU3anny, WHTEHCUBHOCTH XO3SMCTBA, IJIOTHOCTH HACEJEHUS BO3PACTaeT OT
MIPUPOJHOTO TOJIOCA K TOpoAckoMy. DyHKIHMOHAIBHBIE 30HBI «IOJIIPU30BAHHOTO
nmaHamadTay pacrnoiIokeHsl Ha OECKOHEUHOW paBHUHE 0€3 BOJOEMOB U C TOPOIAMHU
OMHAKOBOTO pa3Mepa. DTO TUIHUYHBINA KaJleWIOCKONMUYecKuid KapTona. B HeM, kak
B KPHCTAJUNIMYECKOH pelleTke, MHOTO pa3, 0 Pa3HbIMU yIIaMHu, GUIYpUPYeT OAUH
U TOT K€ TPAHCIISILIMOHHBIN SJIEMEHT B BUJIE TPSIMOYTOJILHOTO TpeyroyibHUKa. J{i1st 1o-
KyMEHTaJBHOCTH ITPOEKTa MOXKHO H300pa3HuTh TOJIBKO OAWH Takoil parMeHT, HO Juis
MIOHUMaHHS MJIeU 3TOT0 HegocTarouHo. Kaprouny, kak ¥ HacTosien reorpaduyeckon
KapTe, Hy)KHa HaDAIHOCTh M CHHONTHYHOCTH (BO3MOXKHOCTH OOO3DEHHS LIEJIOTO).
B opurunane u npu myOIMKansX B HayYHO-TIOMYJISIPHBIX XKypHAJIaX 3TOT KapTOW/
packpamieH BCEMHM LBETaMU pPaIyr'd, HO B HayYHBIX M3JaHUSAX IPUMEHSIOTCA
YepHO-0esIble BapHAHTHI, B KOTOPBIX [IBETHOHM (JOH 3aMEHEH IITPHXOBKOM.

B HmkHEW yacTH udepTexa MOKa3aH PEe3yNbTaT IEpBOTO MIara BO3MOMKHBIX
TparcdopMmarmii 0a3MCHOTO KapTonaa — BBEIEH BOJOEM (MOpe HIIH 03€p0), OTYETO
BCs KOH(UTYpaIus paauKaibHO H3MeHmIack. OHa eme 60IbIne mpeodpasurcs, eciu
MBI BBE/IEM PEKH, TOpbl U T.J1. Tak MOXKHO mepeiiTh oT BooOpakaeMoil MECTHOCTH
K peaJIbHOM.

Kaprounsl mpeaHazHa4eHb! 715 HCIIOIB30BaHUS HE BMECTO KJIACCHYECKUX I'€0-
KapT, a Kak JIoNoJHeHne K HUM. Hacrosiiasi, moHoneHHas reorpaduyeckas Xxapakre-
PHCTHKA TEPPUTOPHU €CTh OPraHMYECKOE EAMHCTBO Pa3HBIX CIIOCOOOB OTPaKEHHS —
OT YHCTO M300pa3UTENBHBIX JI0 BepOabHbIX. Pa3nnyHble 3HaKH Ha KapTe U B JIETCHE
CITy’KaT TOCPEIHUKAMHU MEXIy PUCYHKOM M CI0BOM. OHM OOBEJUHSIOTCS B CBOETO
poza «IOJMMEPHYIO IIEeTby, HAadaJlo KOTOPOH HaXOmWTCsS B peajbHOM JaHmmadre,
a OKOHYaHHUE MOTPY>KEHO B CIIOBECHOCTD.

Pabora ¢ xapTommamu JHOTHAN pa3 yOeXKAaeT, YT0 KOHCTPYKIMA (QyHIaMEH-
TaJbHOW HayKH, BEIPAKCHHBIE B BUJIE PUCYHKOB, 00JIaIal0T BBICOKUMH 3CTETHUECKIM
JOCTOMHCTBAaMH, KaK U TBOPCHUS MPHPOABI, KPUCTAIUIBI, JIUCTBS, NEPbs, PAKOBUHBI
U T.IL; U3 HUX IOJIy4aroTCs TPEKPACHBIC OPHAMEHTHI.

Kaprounpl — cnenupuueckoe W BaxkHEilee s3bIKOBOE CPEACTBO Teope-

THYECKOU reorpa(bm/l, HC CTOJIBKO 06cny>I<HBanmee, CKOJIBKO MOpOXAaromee €c.
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[IpumepHO Tak e B aHTHYHOE BpeMs ¢ reorpaduieckoil KapTel HaYWHaIach reorpa-
¢ust (310 croBo OyKBaJIbHO O3HAYANO «pHcoBaHue 3emun»). Cam 1o cebe mpouecc
CO3/IaHUsI KAPTOMJIOB €CTh PAa3BUTHE TEOPETHUECKOH reorpaduu.

leorpadmueckue KapTOMIBl BBIXOAAT, U JAXE PBYTCS, 3a MpENENBl Teorpa-
¢uueckoil Hayku. MiMM MOKHO KapTHpOBaTh CaMble pa3HbIE YCIOBHBIE NPOCTpaH-
crBa. OHM IPUMEHHNMBI, HAITPUMEp, B TICUXOJIOTHH, IOPUCIIPYACHIINH, HAYKOBEICHUN
(xaptel Haykn). Vcmomp3oBaHme TeorpadUYecKuX METOHOB IS PEIIeHUS Hereo-
rpaduvecKux 3amad s HazBaj «mapareorpaduein». S i ceOs HadepTHa mapareo-
rpaduueckuii KapToH, TOKAa3bIBAOIINNA MOM HMHTEpechl (puc. 3). Ha Hem Het rpa-
HUII MeXAy npodeccueid u xo00u. [loutn mo BceM TeMam, 0003HAYEHHBIM BHYTPH
OOJIBIIOr0 MYHKTUPHOTO Kpyra, sl BBICTYIAJ KaK aBTOpP CTaTed W KHUI, JOKJIATIUK
B Hay4HbBIX M YYEOHBIX ayUuTOpHsX. JIMIIb BHE MYHKTHPA TOHKUM CJIOEM 0003HauYeHO
MacCUBHOE TOTpeOIIeHHEe MHOIO HEKOTOPBIX MPOAYKTOB KYJIBTYPBI, HO M OHH CIIy’KaT
CTPOUTEIBHBIM MaTE€pPHUAJIOM IS HOIYTIPO(EeCCHOHAILHOTO TBOPYECTBA.

Hpyroit maparcorpapudeckuii deprex, «Ce30HHBIE PHTMBI B IKH3HH
B.b. Ponomanay, moxox Ha nanamagTHbII TpO(HIIE MECTHOCTH, B KOTOPOM UMEIOTCS
XOJIMBI M HU3MHBI, XpeOTh! U yimenbs. He cirydaiiHo mapareorpadudecKie YepTexu
MIPUBJICKIIM HA Hallel BHICTaBKE OOJbIIce BHUMAHNE ITyOIHKH, 9eM reorpaduuecKue
(MomenupyIomHe TEPPUTOPHIO). ITO IMOKA3BIBAET, HACKOJIBFKO COBPEMEHHAs KyJIbTypa
HYXJIaeTCs B IPOCTPAHCTBEHHBIX METOAX W BU3YalH3aLUH.

«Kaprounpr PogoMaHa» — 3TO moka YTO JIMYHOCTHBIN, aBTOPCKUN KaHP
reorpaMueCcKoro NCKYCCTBa; BO3MOXKHOCTH MX MacCOBOTO ITPOHM3BOJICTBA U MPHUMe-
HCHMA IO TEM XKE ITpaBUJIaM HpO6J'IeMaTI/I‘IHI)I. VYV HOBBIX ABTOPOB HABEPHAKA MOABATCA
CBOM BHJbl KapTrorpauyeckux Mojejeld M HHOe BHJCHHE HAIIUX KapTOHJOB.
Wx pa3zHooOpa3Hasi MHTEpIpeTalys JaeT OOraTylo MHIY BOOOPaKCHUIO W OTKPHI-
BaeT HEIpe/CKa3yeMble BBIXO/IBI B KOHIIENITyaJlbHOE HCKyccTBO. CoBpeMeHHas
KOMIIBIOTEpHAsI TEXHUKA MPEIOCTaBISICT OECKOHEYHbIE BOBMOKHOCTH ISl rpaduye-
CKOTO MOJICJIUPOBaHMS B cepe I'yMaHUTAPHBIX HAyK, HO XOTEJOCH ObI, YTOOBI MpH
9TOM HE HTHOPHPOBAINCH NTPEKHNE JTOCTIKEHNUS, HE H300pPETANINCH BEIOCHIIE/IBI, HE

3a0BIBajICS ¥ OBLT BOCTPEOOBaH HAKOIIUBIITHICS OTIBIT TeorpadnIecKoi KapTorpagum.

boruc Ponoman

WHTEPECbl B.B5.POJAOMAHA
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MY GEOGRAPHICAL CARTOIDS

by Boris Ropoman

Geographical cartoids (or geocartoids) are diagrams depicting a real or an imagi-
nary territory more simply, without necessarily complying with the rules of classi-
cal cartography, for instance, without projection or scaling, and with exaggeratedly
straightened lines, coarse outlines, etc. From our today’s professional map-making
perspective, cartographic drawings known to have been used by prehistoric hunters,
warriors, shepherds, gold finders or treasure hunters but also some medieval world
maps, cragged outlines of continents, seas, and countries featuring on posters, flags,
badges, labels, book covers, etc., could all be considered as part of the cartoid genre.

The word cartoid was destined to be born sooner or later by the very existence
of this productive suffix “-oid”. In Russia, it first emerged roughly in the 1960s in
a narrow circle of mapmakers and geographers and was initially pejorative as it meant
a map, which was inaccurate, approximate, primitive or misleading. It could also refer
to the products of map-making facilities (maps of administrative divisions, tourist
maps, etc.) where the highly-skilled professionals were brilliantly distorting reality as
part of the censorship effort.

When I first heard the word cartoid from a geographer, I began using it in
a positive sense to refer to special scientific cartographic models I was then utilizing.
But these drawings were nothing new for the serious science — both in Russia and in-
ternationally. Already in 1826, Johann von Thiinen, a “Mecklenburg landowner”, has
produced a typically scientific geographical cartoid when he inserted a second city and
ariver into his Isolated State (a set of rigorously calculated economic zones). Our other
predecessors in theoretical geography, including Veniamin P. Semyonov-Tian-Shan-
sky and August Losch, also used cartoids. For over a hundred years, diagrams of how
plant and landscape zones were spread over an “ideal continent”, associated with the

name of Swiss geobotanist Marie Brockmann-Jerosch, have been migrating from one
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textbook to another. There exist quite a few abstract models in geology, paleogeogra-
phy, and urbanism.

Cartoids always preserve two features of traditional geomaps, that is the clarity
and the format of artistic tools used. The same presentation methods such as color
backgrounds, contours, streamlines, graded boundaries are used both for cartoids and
themed geographical maps but algebraic symbols or other signs showing the “more/
less” relations in the context of “closer/farther” relations could feature in the picture
and in its legend instead of specific figures.

A cartoid can be a result of generalizing a traditional map using conventional
rules. A generalization that went too far destroys the map by turning all its contents
into text; a cartographic picture thus becomes a blank sheet of paper, a certain “white
square”. By studying cartography one can better understand the evolution of painting
from realism to abstractionism.

Using the example of one of the drawings in the exhibition, let us discuss
how a cartoid is used to express a certain pattern. In theoretical geography, there is
a distinction between the nodal and the homogenous regions. Nodal regions have
functional centers — communications hubs, centers of influence and power. These in-
clude all administrative regions (in Russia, these are oblasts, krays, etc.) but not only
them. Nodal regions that geographers are interested in have been created by human
activity but also occur naturally (for example, in how ant-heaps, wolf dens, etc. are
distributed).

Homogenous regions differ by one and only dominating feature, ubiquitous
within its territory. (In fact, both homogeneity and ubiquity are tentative; they are also
a product of generalization.) These include all natural (physiographic) areas such as
Polesye (Belarus Woodlands), Volga River basin broadleaved forest province, Don
River cretaceous region, etc. “All other conditions being equal (which is never the
case in real life as they are only revealed in models, in ideal objects created by fun-
damental science), functional centers of nodal regions and geometrical centers of ho-
mogenous regions repel from one another”.

Human settlements tend to spring up on the boundaries of two, or better three
various natural regions in order to use available resources in the most efficient way.
Almost all of the ancient Russian towns had woodlands (to source wood) and plains
(to grow crops where the soil is more fertile) adjacent to them.

Moscow grew at the junction of the three natural areas — the Moskovskaya
(Moscow) Upland that lies to the northwest, the Moskva-Oka erosion plain situated
to the south (the oldest plain around Moscow), and the Meshcherskaya lowlands that

spread to the east. Borders of three administrative regions — Moscow, Vladimir, and
Ryazan oblasts — converge at the center of one of these natural areas — the Meshch-
erskaya, namely at Klepikovskiye lakes. These three old governorates (former princi-
palities) share one wooded area. The result is the “Opposing arrangement of nodal and
homogenous regions” (fig. 1, p. 54).

Of a several dozens of cartoids that I created, the most well known is the “Po-
larized biosphere” (fig. 2, p. 56), or, rather, “A networked polarized landscape”. It was
invented in 1970 and shows the desired combination of natural landscape and built-up
environment with conflicts reduced to minimum. The city and the wildlife are con-
sidered as two poles of the biosphere that the man equally needs. They are divided by
intermediary zones with the degree of urbanization, intensity of economy, population
density increasing from the natural pole to the urban one. The “polarized landscape’s”
functional zones are located on an infinite plain without water and with cities of the
same size. That’s a typical kaleidoscopic cartoid. In it, one and the same translational
element repeatedly features in the form of a rectangular triangle many times, at dif-
ferent angles, as in a crystalline grid. One can depict only one such fragment to make
the project documentable but that’s not enough to understand the idea. A cartoid, just
as any geographical map, needs clarity and synopticity (a possibility to overview the
whole). Originally and in mainstream publications, this cartoid was painted in all
colors of the rainbow but scientific journals used black and white versions where the
color was replaced with hatching.

The lower part of the drawing shows the result of the first step of possible
transformations of a basic cartoid — some water is introduced (a sea or lake), and
this radically changes the entire configuration. It will do even more so if we introduce
rivers, mountains, etc. This is how we can move from an imaginary terrain over to
the real one.

Cartoids are not designed to replace classical geomaps but to complement
them. A real full-fledged geographical characteristic of a territory is an organic unity
of different methods of display — from purely visual to verbal. Various signs on the
map and in the legend serve as intermediaries between the picture and the word. They
combine into some kind of a “polymer chain” stemming from a real landscape and
with the end being submerged into language.

Working with cartoids makes it once again evident that constructs of funda-
mental science expressed in the form of drawings have great aesthetic qualities, just
as the works of nature such as crystals, leaves, feathers, shells, etc.; these make for

perfect ornamental elements.
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Cartoids are an idiosyncratic and essential language tool for the theoretical
geography, not so much serving it as engendering it. That was roughly how geography
was born from the geographical map (the word “geography” literally meant “drawing
the Earth”). The process of creating cartoids is in itself a development in theoretical
geography.

Geographical cartoids want to go and even rush beyond the limits of geograph-
ical science. They can be used to map the most diverse imaginary spaces. One can
employ them in psychology, for example, in law, science studies (maps of science).
I called “parageography” the use of geographical methods to solve non-geographical
problems. For myself, I have drawn a parageographical cartoid, which shows my
interests (fig. 3, p. 59). There are no boundaries in it between the profession and the
hobbies. For almost all of the themes defined inside the large dotted circle, I authored
articles and books and presented papers to scientific and academic audiences. Only
outside the dotted line there is a thin layer that depicts my passive consumption of
some cultural products but even they serve as building material for semi-professional
creative work.

Another parageographical drawing called “Seasonal rythms in the life of Boris
B. Rodoman” looks like a landscape profile of some terrain with hills and flatlands,

ridges and gorges. It is no wonder that the parageographical drawings have drawn

more interest at the exhibition than the geographical ones (those modeling the terri-
tory). This shows how much contemporary culture needs spatial methods and visual-
ization.

“Rodoman’s cartoids” are for now only a personal genre of geographical art;
producing and using them en masse according to the same rules is problematic. New
artists would definitely have their own types of cartographic models and a different
vision for our cartoids. Interpreting them in different ways really feeds the imagina-
tion and opens unpredictable ways into conceptual art. Today’s computer technologies
offer unlimited opportunities for graphic modeling in humanities but it would be great
not to neglect previous achievements so as not to reinvent the wheel but to leverage

expertise that we have gained in geographical mapping.
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KABWHET FEOrPA®A U METATEOIPA®A

KAPTbI
«KAPTOUAbI»
OBPA3HbIE KAPTbI

Pacuger eBponeiickoii reorpaguu conai ¢ (OpMUPOBaHHEM HallMOHAIBHBIX
rocynapcts. Benukue reorpadudeckue OTKPBITHS «3aMKHYIIN» TOBEPXHOCTH 36MHO-
TO 1apa, 1 modyc nprodpern KyasToBoe 3HadeHne. OIHON U3 IIaBHBIX CTpaTernye-
CKHX 3aJa4 reorpaduu ObUIO yupexkIeHHUe, 3allUTa U YNPaBICHUE TEPPUTOPHUAMH.
OOciy)xMBaHNE WHCTUTYTa YacTHOM COOCTBEHHOCTH Ha 3€MJIO TaKXe HIpajo
HEMallyl0 pOjib, OCOOGHHO B IpaKTHKax KapTorpa(upoBaHUs, KOTOpbIE HapsAmy
C IMEPEeNHChI0 HACEIEHHs CTAIN OJHUM W3 IVIaBHBIX MHCTPYMEHTOB ITOJIUTHYECKOH
Biactd B HoBoe Bpemsi. B XIX Beke mpou301L10 HALIMOHAIIBHOE U KallUTaIUCTAYe-
CKO€ «IIPHCBOCHHUE» MPOCTPAHCTBA, W MOJIUTHKA CTaJIa TEOIOIUTUKOM, MOCKOJIBKY
OHa OblJIa CIPOELIMPOBaHa Ha KOHKPETHYIO TEPPUTOPHIO U CIasHa ¢ Hell. B MaccoBoM
CO3HAHWH MOJIUTHYECKHUE I'PaHUIIBI U [IBETHBIE CHIIY3ThI TOCYJapCcTB, 0003HAYCHHBIX
Ha KapTe, MOTy4UIn aOCOMIOTHBIN, MKOHHYECKUN CTaTyC.

ITocne Bropoit MuUpOBOH BOMHBI M OKOHYAHMSI 3TIOXU UMIIEpHATIN3Ma HA4aJI0Ch
OCMBICIIEHHE Teorpaduu y)ke Ha ypOBHE KPUTHUECKOH Teopuu. 1 caMbIM BaXKHBIM
CTaJl BONPOC, OT YbEr0 MMEHH «TOBOPAT» KAPThl M KAKOTO CYOBEKTa OHM KOHCTPYH-
pyot?

B coBerckoii Hayke NMOTHOLEHHBIH KPUTHYECKHUN JUCKYpPC ObLT HEBO3MOXKEH.
Opnako B 1970-¢ romsr bopuc Ponoman pa3paboran KOHIEIIUIO MOISIPU30BAHHON
6nocdepsl, KOTOpasi Hallla CBOE BOIUIOLIEHHE B TaK Ha3bIBAEMBIX «KapTOMIAax».
B Hux, no cioBam Pojomana, «otpasuiicsi cBoeoOpasHblit sanamadt, chopMUpoOBaH-
HBII B HaIllel CTpaHe M3-32 YCTOHYMBBIX 0COOEHHOCTEH €€ TOCyIapCTBEHHOTO CTPOS
U XO35HICTBEHHBIX YKIIAI0BY.

K xoHmy XX Beka, B 310Xy MOCTMOIEpHH3MA, cdepa reorpaduuecKux
IpencTaBIeHud 1 o0pa3oB cTaja OCO3HABAaThCA KaK CaMOLICHHAs U NPAKTHYECKH

HEe3aBHCUMas OT pealbHbIX NPOCTPaHCTB. M ecny paHbllle kKapTa BOCIPUHHMANACh




KaKk H300pakeHUE TEPPUTOPHUU, TO CeHdac 3pUTENb OCO3HAET BCIO YCIOBHOCTb
Kaprorpadudeckux «iereHa». Tak Bo3HHKaeT (eHOMeH Mmerareorpaduu, HayKw,
KOTOpasi 3aHUMaeTCs reorpaMuecKUMU NPeICTaBICHUSIMH 1 00pa3aMu, ImepeceKasich
C XyHOKECTBCHHBIMH MTPAKTHKAMH.

Cam TepmuH B 1967 romy ObIT Ipe/uIoxkeH cOBETCKUM reorpadom HOmmanom
CaymIKMHBIM Ha BOJIHE YBIJICUCHHS METaHayKaMH (HayKaMH O HayKax) B KauecTBE
CHHOHMMAa TeopeTHueckoil reorpaduu. B mnonmmanmm [Jmutpus 3amsaruna
Merareorpadusi — 93TO TPOCTPAHCTBO BOOOpaKEHHS, MPOCTPAHCTBO 00pa3oB

U TIpe/ICTaBIICHUH.

GEOGRAPHER’S & METAGEOGRAPHER’S STUDY

MAPS
“GEOGRAPHICAL CARTOIDS”
IMAGE MAPS

The zenith of European geography coincided with the birth of nation states. The Age
of Discovery encircled the surface of the Earth and the Globe became iconic. One of
the main tasks of geography was the establishment, defense and government of na-
tional territories. Maintenance of private ownership of land also played a significant
role, especially for cartography practices, which as well as census taking became one
of the main instruments of political power in the modern era. In the XIX century
a national and capitalistic “appropriation” of the space took place and politics became
geopolitics: it was projected on the particular territory and became soldered with it.
The colored outlines of the states indicated on the maps obtained an iconic, absolute
status in the collective consciousness.

After the Second World War and the end of the Imperialist Epoch the geogra-
phy started to be comprehended on the level of critical theory. The main question was
“on whose behalf do maps speak and what subject do they construct?”.

The full-fledged critical discourse was impossible in soviet science. But in
the 1970-s Boris Rodoman created the conception of polarized biosphere that was
embodied in so called «geographical cartoids» («xaprouas», further «geocartoids»).
According to Rodoman “They reflect a specific landscape formed in our country due
to the steadfast features of its political system and economic mode”.

By the end of the XX century, in the Postmodern Age, the sphere of geographic
notions started to be conceived as self-sufficient and almost independent of the real
space. Before that the map was perceived as an image of a territory and now the view-
er realizes all the conventions of the cartographic «legends». This is where the phe-
nomenon of metageography emerges: a science that deals with geographical notions

and images and meets with art practices.



The term was first used by Julian Saushkin as a synonym of theoretical ge-
ography at the time when the idea of metasciences (sciences studying sciences) was

popular. According to Dmitri Zamyatin metageography is a sphere of imagination,

images and notions.




Regionum Septentrionalium Muscoviam Rutenos, Tartaros, Eorumque ordas Conprehendentium,
ex Antonii Jenkensonii et Sigismundi Liberi Baronis Herberstein inerariis Nova Descriptio

Hosoe onucanue Ceseprulx paiionos Mockosuu, Pycckux, Tamap, a pasno ux Opo u3 nymesuvix
s3amemok Anwmonus Jicenxuncona u Cueusmynoa, cé0600no2o bapona I epbepuimeiinckoeo

Awmcrepaam, 1562-1572

Cocrasutenn Moxanuec u Jlykac JeTeKymbl
I'paBropa. O6mmit pazmep: 51,7 x 107,0 cMm (1o pamke)
I'MM. UnB. I'O-6350/1-3

Regionum Septentrionalium Muscoviam Rutenos, Tartaros, Eorumque ordas Conprehendentium,
ex Antonii Jenkensonii et Sigismundi Liberi Baronis Herberstein inerariis Nova Descriptio

A new description of the northern areas of Muscovy, the Russians, the Tatars and their hordes
from the travel notes by Antony Jenkenson and Sigizmund, a free Herberstein baron

Amsterdam, 1562—-1572

Compiled by Johannes and Lucas Detecum

Engraving. Overall size: 51.7 x 107.0 cm (frame size)
The State Historical Museum (SHM). Inv. 'O-6350/1-3

(c. 74-75)
Orbis Terrarum Typus de Integro Multis in Locis Emendatus auctore Petro Plancio

Buo 3emnozo wapa, ucnpasnennulii 6 HeKOMOPLIX MECMAX U NPUBCOCHHBII 8 6E3YNPeynbill BUO
asmopom Ilempom Ilnanyuem

Awmcrepnam, 1594
I'paBropa. 44 x 60,5 cMm (smcT)
I'MM. T'O-5973

(p. 74-75)
Orbis Terrarum Typus de Integro Multis in Locis Emendatus auctore Petro Plancio

The view of the Earth corrected in some places and brought to a perfect state by its author
Petro Plancio

Amsterdam, 1594
Engraving. 44 x 60.5 cm (sheet)
SHM. I'0-5973



ore Petro Plancie 1sse. ||/
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Kapma nonspnuix paiionoeé Bunnema bapenya

Hupnepnannsl, 1598

Cocrasurens Bunxenmo beprapno. I'paBupoBan banrtucra Jletexkym
I'paBropa, ryamib, 3o504eHune, cepedpenue. 44,5 x 59,5 cm (smcr)
I'M. Uus. TO-6881

The Map of the Polar Area by Willem Barentsz

Netherlands, 1598

Compiled by Vilhelmo Bernardo. Engraved by Baptista Detecum
Engraving, gouache, gold and silver plating. 44.5 x 59.5 cm (sheet)
SHM. Inv. I'O-6881




Bnanumup lNonunsia

3axeam rxononuii. 1935
Bymara, akBapens. 53 x 86 cM (o0umii pamep)
CobpaHue ceMbU XyIOKHUKA

Vladimir Golitsyn

Capture of the Colonies. 1935
Watercolor on paper. 53 x 86 cm (overall)
The artist’s family collection
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Bnanumup Nonunsia

Tupamur. 1934
Bymara, akBapens. 50 x 86 (o6umii pasmep)
CobpaHue ceMbU XyIOKHUKA

Vladimir Golitsyn

Pirates. 1934
Watercolor on paper. 50 X 86 cm (overall)
The artist’s family collection




Pexa epemen unu smbnemamuieckoe uzoopadcerue 6Cemupro UCmopuu
om Hauana mupa 0o HolHewHux gpemer (no 1818 200)

CII6., 1818
Cocrasurens @penepux Crpacc
I'paBropa packpaiieHHas, Oymara, 1yOnupoBaHHAs Ha TKaHb, IEPEBO,

OKJIEEHHOE MpaMopHoii Oymaroii, Touenue. 170 X 75 cm
I'M. UnB. 'O-7688

The River of Time, or a Symbolic Image of the World History
from the Beginning of the World till Present (up to 1818)

Saint Petersburg, 1818

Compiled by Frederic Strass

Colored engraving, paper, copied on cloth, wood,
covered with marble paper, grinding. 170 x 75 cm
SHM. Inv. 'O-7688
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Bopuc Ponoman

Cezonnvie pummul 6 sncuznu b.b. Pooomana. 1984
bymara, cmemanHas TexHuka. 65 X 89 cm
[penocrapieHo aBTOpOM

Boris Rodoman

Seasonal Pulse of B.B. Rodoman's Life. 1984
Mixed technique on paper. 65 x 89 cm
Property of the author
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Hpyroii napareorpaduyecknii yeprex, «Ce30HHbIE pUTMBI B %H3HU b.b. Potomanay,
MOXO0X Ha JIaHJIAQTHBIN MPOQHIHL MECTHOCTH, B KOTOPOM UMEIOTCS XOJIMBI ¥ HU3H-
HBI, XpeOTHI U yienbs. He cimywaiiHo mapareorpaduyeckue 4epTeky MPUBICKIN Ha
Hallel BbIcTaBKe OoJblliee BHUMaHHE MyOIHKH, YeM reorpaduieckue (MOAEIUpYIo-
L€ TEPPUTOPHIO). DTO MMOKA3BIBAET, HACKOJIBKO COBPEMEHHAs KYJIbTypa HyKAaeTcs
B IIPOCTPAHCTBEHHBIX METOAAX U BU3yaIU3alllU.

Another parageographical drawing called “Seasonal rythms in the life of Boris B.
Rodoman” looks like a landscape profile of some terrain with hills and flatlands, ridges
and gorges. It is no wonder that the parageographical drawings have drawn more
interest at the exhibition than the geographical ones (those modeling the territory).
This shows how much contemporary culture needs spatial methods and visualization.



B crieransHO CHATOM [T BRICTaBKH «Merareorpadus» uaTepBbio bopuc Pogoman
TOBOPHUT O TeOpeTH4Yeckoi reorpaduu, Mmerareorpaguu 1 CBOMX KapTOUAAX.

This interview was taken specifically for the Metageography exhibition. Boris
Rodoman speaks here about the theoretical geography, metageography and his
mapoids.

Fopuc Poooman

Buneo. 2015
Huxonait CmupHoB, I1étp XKykos
IIpenocrasneno aBTopamu

Boris Rodoman

Video,2015
Nikolay Smirnov, Piotr Zhukov
Courtesy by authors




3emnoe niockowapue. Cocmasneno ona Cankm-Ilemepdypeckoco eopuzonma u mepuouana

CII6., 1838

CocraBurens I1. Bopo6séB
I'paBropa, akBapens. 55,5 x 106,5 cm
I'M. UnB. T'O-2756

The Flat Sphere of the Earth. Compiled for the Horizon and the Meridian of Saint Petersburg

Saint Petersburg, 1838

Compiled by P. Vorobyev

Engraving, watercolors. 55.5 x 106.5 cm
SHM. Inv. 'O-2756



Knuea enaconemas KOSMOZpa¢uﬂ nepeee()eﬂa ovbicmb ¢ PUMCKO2O A3blKA 6 Hell ONnucaHol
zocy()apcmea U 3emjiu U 3HamHsle ocmpoed u 6 KomopozZ uacmu Jrcueynm Kaxkue 00U U 6epbvl UX
U Hpaevl u 4mo 6 Komopozl 3emiie podumca u 0 mom 3nadyum 6 COHYUHEeHHOM OKpy3e cem

Poccus, nocnenuss tpets X VIII Bexa
I'paBropa, akBapenb. 65,5 X 56,5 cM (71Ba JIMcTa B COSIMHEHUH)
I'M. Uns. 5930

The Book Called Cosmography Translated from the Roman Language, herein are Described
Countries, Lands, Famous Islands and the People Living in Different Parts of the World, their
Religions, Morals, and What Grows in Every Land

Russia, the last third of the 18th century
Engraving, watercolors. 65.5 x 56.5 cm (double-page)
SHM. Inv. 5930
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Bnanumup Nonunsia

beanvie. 1938
Bymara, akBapens. 77,5 x 61,5 cm (o0mmmit pazmep)
CobpaHue ceMbU XyIOKHUKA

Vladimir Golitsyn

On the run. 1938
Watercolor on paper. 77.5 x 61.5 cm (overall)
The artist's family collection

S - Rl T

(DOPM(I Medncesoll Kapmbl, Komopasi usvsejisient, Kak Meolcdy CMEINCHBIMU noMeujuxamu
NPUMEPHDBLSL 3eMIU oenums u 0 npomuem

CII6., 1755

Cocrasutens M. [lenenen
I'paBropa. 39,5 x 50,5 cm
I'M. UnB. I'O-527

A Boundary Map which Shows How to Divide Land between Neighboring Landlords

Saint Petersburg, 1755
Compiled by M. Dedenev
Engraving. 39.5 x 50.5 cm
SHM. Inv. ['O-527



Obwas kapma Poccutickoul umnepuu Ha cOpok Ha 064 HAMECMHUYECMBA PA30eNeHHAs

CII6., 1792

CocraBurens A.M. Bunbopext; kapryiu no pucynky U.®. Tynsiiesa
I'paBuposanu I'. Xaputonos, Y. Konnakos, I'. Memkos u K. Yiakos
I'paBropa, axkBapens. 75 X 156 cm

I'M. UnB. T'O-1801

The General Map of the Russian Empire Divided into Two Governorships

Saint Petersburg, 1792

Compiled by A.M. Vilbreht, cartouche based on a picture by I.F. Tupylev
Engraved by G. Kharitonov, I. Kolpakov, G. Meshkov, K. Ushakov
Engraving, watercolors. 75 x 156 cm

SHM. Inv. I'O-1801
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IIpoexT paccmarpuBaeT MeTareo-
rpadguyeckyro MuzaHncueHy CumOupcka
koHa XVIII Beka. IlyraueBckoe Boc-
CTaHHE — BpPEMsI POXIEHHS MHOTHX
TIEPBOIIPOXO/IIEB PYCCKOH JIMTEPaTypHI:
Hepxasuna, Kapamsuna, JlMutpuesa,
KpbutoBa. Mx o0wmmit B3misiy ObLT M3HaA-
YaJIbHO yCTPEMJIEH Ha BOCTOK, 3a Bomry.
3710 0pOPMUIIO TIEPBYIO KapTy PYCCKOTO
CO3HaHMS B KIACCHUYECKOM EBPOIICHCKOM
TIOHUMAaHHH, KapTy, Ha KOTOPOH CTOPOHBI
CBETa O3HAYaJM 3HAYAIFie MECHTAJIbHBIC
BEKTOPBI.

OnHUM U3 caMbIX SIPKUX IIpeAcTa-
BUTEJIEH 3TOTO TOKOJICHHSI OyMasKHBIX
mroHepoB Obul Hukomait MuxaiimoBud
Kapamsuna. O pommics B CuMOmpcke
B 1766 rony.

Msl 3HaeM ero Kak 3anajHHKa,
OJTHOTO M3 IJIaBHBIX HAIIUX eBpoIeil-

1eB (B IMOJMTHYECKOM, KYJIBTYpooOpa-
3yIOLIIEM CMBICIIE), OJHAKO Ha4yajlo €ro
2eo3peniiis ObII0 BOCTOUHBIM.

IlepBrie roabl xu3nu Kapamsuna
OBUIM OCBEIIECHBI 3aPEBOM ITyTau€BCKOTO
OyHTa.

CumOupck HaOmozan 3a OyHTOM,
3TOT Topoj OBII «IJ1a30M» EeKaTepHHUH-
ckoit Poccun: B HeM pacronarascst mrab
[IpaBUTENICTBEHHBIX BOcK. U 1oHbIi Ka-
pam3uH cMoTpel BMecTe ¢ Poccueit atum
BOCTOYHO-YCTPEMJIICHHBIM «TTIa30M».
B pe3ynbrare ncxoaHas BOCTOUHAs ONTH-
Ka JIeryia B OCHOBY €ro (XOpOILO CIpsITaH-
HOH, yKOpeHEHHOH) (rocopum.

SamagangyectBo Kapamsuna Opu10
y4e0oi, Lenpl0 KOTOpOil cTalo OcBOe-
HUE T'YMaHUTapHOM LUBWIM3ALMOHHON
TexHUKH. C TOMOLIbIO 3TOH TEXHHKH
PyCCKOE CO3HAIOIIEe COCIOBHE CHOPMU-

Wuvad raasa

pOBAJIO HAIll COBPEMEHHEBIH S3bIK U camy
apXUTEKTYpy CO3HaHUS. OTO CO3HAHHE
ClIelyeT IPU3HATh «ONHOKYIISIPHBIMY.
OTy yOBOCHHYIO ONTHKY W pac-
cmarpuBaer npoekT «Ilepsas kapra Ka-
pam3uHay. Ha ero Matepuane Mbl MOKEM
HaOMIoaTh MEHTAJIBHBIE TIPEJebl pyc-
CKOTO f3bIKa, MEPEXMBIIETO B MOMEHT
cBoero poxnaenus: (xoHernm XVIII Beka)

The project focuses on the metageogra-
phy of Simbirsk at the end of the 18th
century. The Pugachev’s rebellion was
the time what many pioneers of the Rus-
sian literature were born, e.g. Derzhavin,
Karamzin, Dmitriev, Krylov. From the
beginning they were focusing on the
space to the East of the Volga river. It
formed the first map of the Russian con-
sciousness. It was a map in the European
style, where the significant mental vec-
tors denoted the cardinal directions.

One of the brightest people in this
generation was Nikolay Mikhaylovich
Karamzin. He was born in Simbirsk in
1766. We know him as a Westernizer, one
of our main Europeans (in a political and
cultural sense), but at the beginning his
geovision was focused on the East.

The first days of Karamzin’s life
were marked with the Pugachev’s re-
bellion. Simbirsk was watching the re-

Anppeit bannun

Ilepsas kapma Kapamsuna. 2015
Kosnasx, menkorpadus, mepo. 60 x 66 cm
[penocrapieHo aBTOpOM

Andrey Baldin

Frist map of Karamzin. 2015
Collage, screen print, pen. 60 x 66 cm
Property of the author

OCHOBOIIOJIAraloIe «reorpaduieckuer
YYyBCTBA.

[IpoekT mpencTaBIsIeT KOJUTAXK
«TPaBHPOBAHHOHN KapThD) U TMTOSICHUTEIb-
HOM 3amUCKH, TEKCT KOTOpPOM pacroiio-
JKEH B MIPOCTPAHCTBE KapTHl M Ha €€ MO-
JSIX.

AHAPEN BAanaun

bellion, it was the “eye” of the Russian
Empire. The governmental troops head-
quarters were located there. As a result,
young Karamzin adopted the Eastern-fo-
cused philosophical perspective.

Karamzin learnt to be a Western-
izer by mastering the humanitarian civili-
zational techniques. By these techniques
the Russian elite formed our contem-
porary language and the architecture of
consciousness. This consciousness has to
be called binocular.

This doubled optics is the subject
of “The First Map by Karamzin”.

We can study this material to de-
termine the mental limits of the Russian
language which was born then (the end of
the 18th century). The project is a collage
of an “engraved map” and the concept
note, which is printed on the map.

ANDREY BALDIN



Kapma 6yoyweii Esponvi (kak ee ne oyman eudems Bunveenvm «yaps Eeponetickuiiy)

M, [1914]
JIutorpadust MmuoronsetHast. 53,5 x 71 cm
I'M. UnB. I'O-2703

The Map of Future Europe (as Wilhelm the German Emperor Never Thought to See It)
M, [1914]

Chromolithography. 53.5 X 71 cm
SHM. Inv. 'O-2703
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Cumeonuuecxas kapma Esponvl. Eepona ¢ 1886 200y

Cankr-IletepOypr. 1886 rox
I'IM. HuB. I'O-6040

A Symbolic Map of Europe. Europe in 1886

Saint Petersburg, 1886
SHM. Inv. 'O-6040
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Kapma soennvix oeticmesuii 6 Poccuu. Ionoscenue pponmos k 1 mas 1919 2.

[Omck], 1919
Cocrasurens: Boenno-ronorpaduueckas yacts otnena ['enepanbHoro mraba

Jlutorpadus. 40 x71,5 cm
I'M. Uns. I'0-908

Map of Military Actions in Russia. Front Position by May 1, 1919

[Omsk], 1919

Compiled by: Military Topographic Department of the General Staff
Lithography. 40 x71.5 cm

SHM. Inv. 'O-908
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KAK NMOAENEH

Kax nooenen mup

Cepust yueOHBIX IUIAKATOB ISl KOMCOMOJIBCKHMX HOJIUTYUTOK B IEPEBHE
M., [1920-¢]

CocraBurens: Otaen y4eOHbIX ocoduii [TaBnonurnpocsera
JIurorpadust MHOTOKpacouHast. 36 X 54 cM

I'M. UuB. 'O-3006

How the World is Divided

A series of educational posters for the Komsomol political education in villages
M, [1920s]

Compiled by: The Textbooks Department of Glavpolitprosvet
Chromolithography. 36 X 54 cm

SHM. Inv. I'O-3006




Kapma ¢ noxazanuem 6noeb 3ansameix namu paiionos, 2oe eoccmanosnena Cosemckas
eracmv — eracmo pabouux u Kpecmvsim, Kk 16 aueaps 1919 e.

[IIr], 1919
Jlutorpadus. 35 x 26 cm
I'MM. UuB. I'O-1597

Map Showing the Areas where the Soviet Power is Restored — the Power of Workers &
Peasants, by January 16, 1919

[Pg.], 1919
Lithography. 35 x 26 cm
SHM. Inv. 'O-1597

Koncrantun 3Be3104ETOB

Poouna. 1981-1983 (mosTop 1994)
Bymara, ¢omacrep. 47 x 62 cm
IpenocrapieHo aBTOPOM

Konstantin Zvezdochiotov

Native land. 1981-1983 (replica dated 1994)
Paper, fibrepen. 47 X 62 cm
Property of the author



Mpad recrpadgwyeckoro obpasa rdipuseaun (WeaHoackan obn.)
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Tarbsina Boposnen, Esrenus 1lIsen, Bukrop Cakcon, Binagumup SceHoBckuii moj
pyxoBonctBoM Jmutpust u Hagex bl 3aMATHHBIX

Hccneoosanue eeocpaghuuecrkozo obpasza 2. IOpvesey. 1999
I'pad reorpaduyeckoro obpasa r. FOpreren

bymara, neuars. 63 x 46 cm

[penocrapieHo aBTopaMu

Tatiana Voronets, Evgenia Shvets, Victor Saxon, Vladimir Yasenovsky directed by Dmitry &

Nadezhda Zamyatin

Research of geographical image of Yurievets town. 1999
Yurievets town geographic image diagram

Print on paper. 63 X 46 cm

Property of the authors

Tarbsina Bopounen, Eprenus 1lIBen, Bukrop Cakcon, Brnagumup SceHoBckwit,
Anexceii SImonaun

HccnenoBanue reorpaduueckoro oopasa r. FOpeeserr (MBanoBckas oonacts). 1999
Kypatop npoekra: JImurpuii 3amstus

PyxoBonutenu sxcnenunuu: Jmutpuii 3amstun, Hanexna 3amsatuna

B xozie 3KCIeAnIMU OBUTH MCCICIOBAHBI KIIFOUEBbIC Teorpadudeckue obpa-
361 KOpbeBIla, BBIZIETIEHBI OCHOBHBIC 3HAKOBBIE MeCTa. M3yuanach pojib TEeHHEB MECTA
B (opMupoBaHum 0Opasa ropomaa (Ipexae Bcero, KMHopexuccepa Axapes Tapkos-
CKOT0, apXUTEKTOPOB OpaTheB BecHUHBIX). Kaxkplii U3 YYaCTHUKOB COCTABHUII CBOM
CIMCOK 3HAKOBBIX MECT rOpojia C JAETANbHBIMH ONHCAHUAMM, A TaKKe IMOCTPOMIT
obpasHo-reorpaduyecKyr0 Kapty. B pesyabTaTe COCAMHEHHS HCCICIOBATEIbCKIX
MPOEKTOB BCEX YYAaCTHHKOB Oblla pa3paboTaHa KOMIUIEKCHAs (CHHTETHYECKas)
obOpasHo-reorpaduieckas kapra FOpbesiia (rpag reorpaduueckoro oopasa), cCocTa-
JieHa o01Iiast KapTa 3HAKOBBIX MECT TOpo/a.

MATEPWAJIbI AKCNEAULIUK:

1. Cxema MaplIpyTOB y4aCTHUKOB 3Kcreaunuu. bymara, npunrep. 50 x 35 cm

2. 3nakoBble MecTa I. FOpbeBen. bymara, npunrep. 34 x 48 cm

3. Tenepanu3oBaHHas cxeMa CMOJIEITMPOBAHHOIO MpoTooOpasa. bymara, mpuntep. 52 x 31 cm
4. CxeMa UCIIOJIB30BaHMs TPOTOOOPA30B IIPU MOCTPOCSHHUHU reorpaduieckoro odopasa

r. FOpbeBen. bymara, npunrep. 48 x 34 cm

5. I'pad reorpaduueckoro obpasa r. FOpeesen. bymara, npunrep. 63 x 46 cm

Tatyana Voronets, Evgeniya Shvets, Viktor Sakson, Vladimir Yasenovsky,

Alexei Yamoldin

Research of the Geographical Image for the Town of Yuryevets (the Ivanovo Region). 1999
The project’s curator: Dmitry Zamyatin

Expedition trip leaders: Dmitry Zamyatin, Nadezhda Zamyatina

The expedition trip researched the key geographic images of Yuryevets and outlined
its key places. It focuses on the genius loci and their roles in forming the town’s image
(first of all, among them are the director Andrey Tarkovsky and architects the Vesnin
brothers). Every expedition participant made a list of significant town places with
detailed descriptions and created a figurative and geographic map. The participants’
projects were used to create a complex (synthetic) figurative and geographic map of
Yuryevets (a graph for geographical image). As a result of the project a common map
for the town’s significant places was compiled.

THE EXPEDITION TRIP MEDIA:

1. The routes created by the expedition’s participants. Paper, printer. 50 x 35 cm.
2. Significant places of Yuryevets. Paper, printer. 34 x 48 cm.

3. Generalized scheme of modeled proto-image. Paper, printer. 52 X 31 cm

4. Generalized plan of the proto-images used to build the geographical image of
Yuryevets. Paper, printer. 48 x 34 cm.

5. Graph for the Yuryevets geographical image. Paper, printer. 63 x 46 cm.



B crienmanbHO CHATOM 1St BBICTaBKU «Metareorpadusi» HHTEpBbIo JMutpuii 3amsi-
THH paccKasblBaeT O TYMaHHWTapHOW reorpaduu, merareorpaduu, oOpasHO-Teorpa-
(uvecKux KapTax, FreOKATNrpa(ui 1 TeOKaITHKPATHH.

In this interview, taken specifically for the Metageography exhibition, Dmitry
Zamyatin speaks about the humanitarian geography, metageography, figurative and
geographical maps, geocalligrathy and geocalligraphy.

JImumpuii 3amamun

Buneo. 2015. 28” 50”
Huxonait Cmupnos, I1érp XKyxos
Ipenocrapneno aBTopamu

Dmitry Zamyatin
Video, 2015, 28” 50”

Nikolay Smirnov, Piotr Zhukov
Courtesy by authors



ITaBen ®uoHoB

Dopmyna Beenennoti. 1925-1928
Bymara, akBapens. 23 x 14,5. cm
Wus. PC-4977

I'TT.

Pavel Filonov

Formula of the Universe, 1925-28
paper, watercolor, 23 x 14,5 cm
Inv. PC-4977

State Tretyakov Gallery
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Huxomaii Jlammma

Cmapunnas kapma mupa

Wnmoctpanus x kaure H. Koncrantunosa «Kapra pacckassiBaer» (J1., 1934)
Kaneka, Tyms, nepo. 11,4 x 11,4 cm

I'Tr

Nikolay Lapshin

Old world map

Ilustrations for the N. Konstantinov book “The Map is Telling” (Leningrad, 1934)
Ink, pen on transparent paper. 11.4 x 11.4 cm

State Tretyakov Gallery



U.B. Cmanun na ¢pponmax I pasicoarnckoii éotinwr 1918—1920 ee.

K mectunecaruneTuo Benukoro Box s Haponos Tos. M.B. Cranuna
CocraBurens: [1aBHOe ynpaBnenue reoae3uu U kaprorpaduu mpu CHK CCCP
M., 1939

Bymara na xoncre, nedatb MHOrokpacousas. 107 x 130,5 cm

I'M. UnB. T'O-5668

Joseph Stalin at the Fronts of the Civil War (1918—-1920)

On the sixtieth birthday of the great leader of nations, comrade Joseph Stalin

Compiled by: Central Office of Geodesy and Cartography in the Council of People’s Commissars
M, 1939

Paper on canvas, polychromatic printing. 107 x 130.5 cm

SHM. Inv. 'O-5668

Huxkomnait Kosnos

T'enwmaboeckas uepa. 1991

Opranut, Oymara, CHHTETHYECKas BEPEBKa, INIACTHK, METAJLI, SMaJlb, aKPUJI
OO0mmwmit pazmep BapbHpyeTCs

I'TT. UuB. HT O-179/1-44

Nikolay Kozlov

Game of the General Staff, 1991

Fiberboard, paper, synthetic rope, plastic, metal, enamel, acryl
Total size varies

State Tretyakov Gallery. Inv. HT O-179/1-44



dénop PemerHukoB

I'enepanuccumyc Cosemckozo Corwoza U.B. Cmanun. 1948
Xonct, macio. 147 x 119 cm
I'TT. UuB. 27940

Fiodor Reshetnikov

Generalissimo of the Soviet Union Joseph Stalin, 1948
Oil on canvas. 147 x 119 cm
State Tretyakov Gallery. Inv. 27940

Onbra Diirec

Bocxoocoenue. HactonbHas urpa. 1930-e
Bymara, ryams. 38,3 x 53 cm
IIpenocrasneHo ranepeeit «Kopuer», Mocksa

Olga Eiges
Ascent, Board game. 1930s

Gouache on paper. 38.3 X 53 cm
Courtesy by Kovcheg Gallery, Moscow



I A. T'apGy3oBa

Dckusz ysemosoeo ogopmaenus monoepaguuecoil kapmol. 1961
Kypcogoit npoekT (5-i Kypc kapTorpagudeckoro Gpakynsrera)
Bymara, Tymis, akBapens. 16,5 x 25 cm

MHWUTAuK

G.A. Garbuzova

Sketch for topographic map in color, 1961

Term project Student (5th year, Faculty of Cartography)
Ink, watercolor on paper. 16,5 x 25 cm

Moscow State University of Geodesy and Cartography

B.A. I'punenko

Dckusz opopmnenus yuebnou kapmeot « umanauy. 1950-1960-e
Kypcogoit npoekT (4-i Kypc kapTorpagudeckoro ¢Gakyisrera)
Bymara, Tymis, akBapens. 13 x 28,5 cm

MUUTAuK

B.A. Grinenko

Sketch for the map of the Himalayas, 1950—1960s

Term project Student (4th year, Faculty of Cartography)
Ink, watercolor on paper. 13 x 28.5 cm

Moscow State University of Geodesy and Cartography



A.N. Crapsirus

Dckusz ysemosoeo ogopmaenus monoepaguuecoil kapmol. 1961
Kypcogoit npoekT (5-i Kypc kapTorpagudeckoro Gpakynsrera)
Bymara, Tynis, akBapens. 14,5 x 33,5 cm

MHWUTAuK

A.lL Starygin

Sketch for topographic map in color, 1961

Term project Student (5th year, Faculty of Cartography)
Ink, watercolor on paper. 14.5 x 33.5 cm

Moscow State University of Geodesy and Cartography
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[Térp CxBopuoB

[etizasicnas scusonuce
Bymara, macino. 29 x 32 cm#
MUNHNTAuK

Piotr Skvortsov

Landscape Painting
Oil on paper. 29 x 32 cm
Moscow State University of Geodesy and Cartography

CkBoprioB [1érp AnekceeBud (1895-1975) — cnenuanuct B 001acté 0hopm-
JICHUS KapT, aBTOP HOBATOPCKUX METOI0B 0(OPMIIEHHS KapT 110 IPUHIIUAIIAM XHBOIIHU-
CH, XY OXKHHK, CO3/1aTellb psiJia YHUKAIBHBIX KapT-KapTHH, MeJIaror, BO3IaBIIBIINHA
mxoiy opopmienus kapt MUNTAuK.

[Térp CxBOPIIOB PyKOBOIMII IIPOIIECCOM CO3AaHUs yHUKaIbHOM kapTel CCCP,
BBITNIOJIHEHHOH U3 IParoleHHbIX KaAMHEN 1 MHHEPAJIOB ¥ NONy4HBIIeH bonbioi mpus
Ha BcemupHoit BeicTaBke 1937 roga B Iapuxe. JInuHO Uiy ¢ ydeHHUKaMU — CTY/JCH-
tamu MUUTAuK — I1€rp CxBOpLIOB 0OPMUIT GONIBIIOE YHCIIO KHBOIHCHBIX KapT.
Ora paboTa uMela TBOPYECKHUH U NCCIIeJOBATENILCKIIA XapakTep. Tak st TOro 4ToOsl
co3aarh e maTuMeTpoBble KapThl CCCP, KOJUIEKTHB POXOANI NPaKTHKY B TpeThs-
KOBCKOH rainepee.

OCHOBHBIMH HaNpaBJICHUSIMH HaydHbIX uccienoBanuii Ilerpa CxBoprosa
OBLIM TCOPHS I[BETOBOM IUIACTUKU M IBETOBOC odopmicHue penbeda. OH paspado-
Tax 0co0yI0 KHUBOMUCHYIO THIICOMETPHUYECKYIO IIKATy — CO MHOXXEGCTBOM OTTEHKOB
ugera. Kaprter mkonsl CKBOPIIOBA CTPEMSATCS BHIDIAJACTh Kak JaHImadThl, paccMa-
TpUBaeMble ¢ OOJIBIION BBICOTHI, YCIOBHOCTh CTPEMHUTCS K MUHEMYMY. 3/1€Ch Hanbo-
JIee SIPKO MPOSIBUIICS «KapTorpaduieckuii peann3my CTaIMHCKOH 31T0XH, KOTJa KapTa

CTaHOBHTCS PaBHOH TEPPUTOPHH H 00pa3yeT CBOCOOPa3HyO THIIEPPEaTbHOCTb.

Skvortsov Piotr Alekseevich (1895-1975) — a map designer, painter, teacher.
He conceived new methods of designing maps to look like paintings, created a num-
ber of unique maps-paintings, headed the map design school at MIIGAIK.

Piotr Skvortsov headed the work on the unique USSR map which was made
of precious stones and minerals. It became 1937 Grand Prix winner at the Paris Inter-
national Exhibition. Piotr Skvortsov alone and with his apprentices (students of MII-
GAIK) executed a great number of maps. This work included both creative practices
and research. The team went through an internship at the State Tretyakov Gallery to
create two five-meter USSR maps.

The main scientific interests of Piotr Skvortsov were plastic color theory and
relief color scheme. He developed a special pictorial hypsometric scale — with many
shades of color. Skvortsov’s maps try to look like landscapes viewed from great al-
titude. “The cartographic realism” of the Stalin era is most prominently shown here,
when a map is equal to the territory and forms a special hyperreality.






NMPOCTPAHCTBO-BJIACTD

PABHUHA YTONKA

C mepuona (GopMUpOBaHUS HAMOHAJIBHOTO Ieif3a)ka BO BTOPOH ITOJIOBHHE
XIX Beka 1 10 HACTOAILEr0 BPEMEHU B POCCUKMCKOM UCKYCCTBE IMOCTOSIHHO BOCHPO-
M3BOIUTCS KO MPOCTPAHCTBA-BIACTH MU BIACTU-TIPOCTPAHCTBA: HU3KHE TOPH30HTHI
C MUHMMAaJIbHBIM Ha0OPOM MOTHBOB-3HAKOB, OTCHIIAIONINX K OECKOHEYHOCTH.

B pycckoM sI3bIKE CyIIeCTBYeT MHOTO CHHOHHMOB, 0003HAYaIOMIUX OONBIIOe
MIPOCTPAHCTBO: IIPOCTOP», IIUPHY», «Jallb», HAKOHEL, IPAaKTHUYECKH HENepeBOIH-
MOE CJIOBO «BOJIS», KOTOPOE MOXKET YKa3bIBaTh HA CBOOOAY CyOhEKTa, HAXOIAIICTOCS
B IIPOCTPAHCTBE, U HAa CBOOO/Y MTPOCTPAHCTBA, HE3AHITOIO HUKAKMMH CyOBEKTaMH.

WucTuTyT 9acTHON COOCTBEHHOCTH Ha 3eMiTto B Poccuiickoit mmmepun oQop-
muJics Toabko B koHIe X VIII Beka, korjga moMecTbst (3eMIIH, TaHHBIE BO BPEMEHHOE
ITONIb30BaHNe) OBLIN MPUpPAaBHEHBI K BOTYMHAM M CTalld COOCTBEHHOCTHIO YaCTHBIX
BianenbleB. Jlo cux mop 0osIbIIeH YacThiO TEPPUTOPHIA BIIaJACH KHS3bs U Iapu. Kpe-
CTBsIHE TTOJIH30BAJIMCH 3eMJIEH Ha IpaBax OOMIMHHOTO (KOJJIEKTUBHOTO) BIIaICHUSI.

Ha orHouIeHre K MPOCTPAHCTBY BIIUSUIT U PEIIUTHO3HBINA (DaKTOp: 3eMiIst TIpH-

HaJuIeXKajia BCEM U HUKOMY.

Poccuiickas umriepusi B OCHOBHOM DPa3BHBAJIACh «BIIMPb» — KaK €IHHOE

TEJIO: MEXIy LIEHTPOM M Iepudepueid, METpOIoIne U KOJIOHHUSAMH HE CYIIECTBO-

BaJI0 €CTECTBEHHBIX NpErpaj, Kak B CIyyae C €BPOIEHCKHMHU TOCYIapCTBaMH. JTO

no0yXIaJ10 K YHU(DUKAMHA NPOCTPAHCTBA M MMOCTOSIHHOMY BOCIIPOU3BOJCTBY LICH-
Tpa Ha nepudepun, HapuMep K CTPOUTEIBCTBY TUIIOBBIX 3aHUH. DTOT IpoLEeCe Mo-
Jy4dJT POJODKEHHE U B COBETCKUI MEPHOJ, KOTIa IPaHULBI IPOCTPaHCTBA-BIACTH
oopmunmcy okoHuarenbHO. [1o Bcel cTpaHe MOSIBIIINCH OJHU U T€ K€ NaMATHUKH
Jlenuny (Cranuny), IIaBHBIE YIUIBL, HOCSIIME UMeHa Box e, u T.a. U ecim o Ok-
TAOPHCKON PEBOIIIOIMH OCHOBHASI Macca JIFOJCH Obliia CKIIOHHA acCOLMUPOBAThH Cels

C PETUOHOM IIPOUCXOXKACHUA: JIIOAW Ha3bIBAJIA cebs (PAZAHCKUMN», «SIPOCIIaBCKU-
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MUY, «BOJIOTOJICKMMHY, TO B CTAJIMHCKHUH ITEPUOJ Pa3BUBAETCS MBIIIUICHHE B MaCIIITa-
0ax Bcel CTpaHBI, 4eMy HEMaJO CII0COOCTBOBAIN KapTHI.

Ha HuX oTMeyanuch He TOJBKO pealibHbIe, HO U IUIaHUPYEeMble OOBEKTHI, Ta-
KHM 00pa30oM, pa3HHUIIa MEKTy BOOOpaKaMbIM M PEaIbHBIM IPOCTPAHCTBOM «CXJIO-
MBIBAJIACH», M COBETCKOE IMPOCTPAHCTBO BOCHPUHHUMAJIOCH yXX€ KakK HpPUPOIHBIN
«ECTECTBEHHBIN) OPTaHM3M.

B nocnesoennoe Bpems, B anoxy HTP u ocBoeHust kocmoca, IpoU30LLIeNn OT-
PBIB OT 3€MJIM M JIIOAM HAYaJId MBICIUTH B IUIAHETAPHBIX KOCMUYECKUX MacIITadax.
Jnst MHOTHX XYJO)KHHKOB, YBJICUCHHBIX METAa(H3UKOH M KOCMOCOM, 3TO OBUI TakxkKe
OTKpPBIB OT HJCOJIOTH3HPOBAHHOTO CTAJIMHCKOTO MPOCTPAHCTBA. 17100anbHOE MBIII-
JICHWE W BUJICHHE MOIJIM COYETaThCsl ¢ OETCTBOM B Chepy MHTUMHBIX IEPEKUBAHUI
WM B JIOKAJBbHBIC 30HBI, Yallle BCETO JEPEBHMU, THOHYIINE B MpoLiecce ypOaHU3aLMH.
[IpoGnema oTHOMIEHNH ITOOATBHOTO U JIOKAJTBHOTO HAaMETHIIach yxe B 1960-e rozsl.

B coBpemenHoil Poccun monmuTuka OO CHX NOp CWIIBHO HaTypalli30BaHa
B TNIPOCTPAHCTBE, MPHUUYEM COBETCKAas BHU3YyaJbHOCTh OIpEeNseT XapakTep JaH-
madToB, XOTS OHA YTpaTIiia CBOH NMEepBOHAYAIBHBIN CMBICT M OTIYKICHA OT JFOICH.
Bmecre ¢ TeM HacTymieHHe NI0OATBHOTO, BCe HUBEJIUPYIOLIEr0 IPOCTPaHCTBA 000-
CTpSIET KPU3UC WACHTUIHOCTH U YCHIIMBACT UyBCTBO «3aBHCAHMS» B KHHUTIEY.

Mornozple XyI0)KHUKA 9aCTO BOCIPOU3BO/ST PYHHBI COBETCKHX MPOCTPAHCTB
KaK HEKYyI0 «BTOPYIO NPHPOLY» W HEPENKO TEpPSAIOTCS, BMAJAIOT B (hpyCTpaIuio,
MIPOBAJIMBAIOTCS B MeTapHU3NYECKUe Meif3aKy, YBUACHHBIE UMM B CKJIAJIKaX oOfesia
WM HEPOBHOCTSIX CTPOUTENBHON MEHBI, OTHICKMBAsI TaM CJIEABI HEKOTZA PEabHBIX

MIPOCTPAHCTB.

SPACE-AUTHORITY.

PLAIN UTOPIA

Since the second part of the XIX century when the national landscape started forming
till the recent moment the code of space-authority or authority-space is constantly
reproduced in Russian art: low horizons with few motifs-signs referring to infinity.

There are a lot of words that define open space in Russian language: «mipoctop»
(expanse), «mmpb» (wideness), «manb» (distance), and almost untranslatable word
«Bois» (freedom) that may define a freedom of a subject situated in the space as well
as freedom of the space that is not occupied by any subject.

The institution of private ownership of land finally formed in Russia only by
the end of the XVIII century when the country-seats («momectbs», the lands given
for a temporary use) were equaled to patrimonial estates and became private owners’
property. Till that moment the large spaces were owned by the knyazes and tsars. The
peasants used the land on the conditions of communal (collective) ownership.

Religion also influenced attitude to the space: the land belonged to everyone
and to no one at the same time.

The big body of Russian Empire generally was growing broadwise and unlike
European countries there were no natural barriers between center, periphery, parent
state and colonies. It demanded unification of the space and constant reproduction of
the center in the periphery, for instance, the standard construction. It developed during
the Soviet era when the borders of the space-authority finally formed. Identical mon-
uments to Lenin (or Stalin), major streets named after the political leaders and other
examples of this process appeared all over the country.

Before the October Revolution of the 1917 most of the people used to identify
themselves with their native region and called themselves Ryazanian («pszanckue»,

from Ryazan), Yaroslavian («sipocnaBckue», from Yaroslavl), Vologodian
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(«Bomorozckuey, from Vologda) etc but during Stalin’s reign the self-consciousness
of the soviet men and women started to operate the scape of the hole country and the
maps contributed to this.

The real objects were mapped together with the planned ones and the differ-
ence between real and imaginary spaces disappeared. The soviet space was perceived
as one natural organism.

After the War during the scientific and technological revolution and the explor-
ing of the outer space people could separate from the Earth and think in the cosmic
scope. For many artists excited by the cosmos and metaphysics it was a breakaway
from the ideologized Stalinist space. Global thinking and sight could lead to escape
to the sphere of intimate feeling or to the local zones, most likely in the countryside
that were slowly perishing in the course of globalization. The problem of connection
between global and local began to show in the 1960-ies.

Nowadays politics in Russia is naturalized in the space quite a lot and the
character of the landscape is mostly determined by the soviet visuality although today
it has lost its original sense and is alienated from the people. At the same time the
on-coming global space that levels everything aggravates the identity crisis and the
feeling of being suspended in the middle of nowhere.

It is typical of the young artists to reproduce the ruins of the soviet spaces as
the second nature. They often get lost, feel frustration and fall into the metaphysical
landscapes seen in the blanket folds or texture of the foam isolation and search for the

traces of spaces that were real once.
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KapTtuhky OBICTPO MEHSIOTCS MEpe]] IIa3aMH, COOBITHS TECHSATCS 3a OKHOM,
e/1Ba TIPOMENbKHYB, YIUIbIBasg HaBcerga. CMa3zaHHBIE CKOPOCTBIO Il HAHU3BIBA-
JOTCSI Ha CTQJIBbHBIE CTEPIKHHU PENbC, BEPTHKAIIM 3aBAIMBAIOTCS B TOPH3OHTAlb, BCE
JeTaly yIpa3gHeHbl. Tak MOKHO €XaTh O4eHb JOJITO. 3/eCh HET aBaHTapia. 3/1ech
HET aKTHBH3Ma. 37IeCh HEeT Oy/aylIero. 3/1ech HET BATOHHBIX CIIOPOB. 31€Ch €CTh Bpe-
Msi. 31ech HET BBIMBICIA. 31€Ch HET NIyOMHBL. 3/1eCh €CTh TOJIOC. 31eCh €CTh JIBU-
JKeHHe. 37eCh HeT NeHCTBU. 371eCh €CTh I0pora. 3/1ech HEeT 3a1auu. 31eCh HET UPO-
HUU. 31€Ch HET UCTOPUU. 3€Ch HET KPHU3HUCa. 31€Ch HET KPUTUKH. 371€Ch €CTh JIMHHSL.
3nech HET MalllMHbBI BPEMEHH. 3/1eCh HET Mera-Mera-JIuKuX-IITyK. 371ech HeT o0lie-
CTBEHHOTO MIPOCTPAHCTBA. 37IECh HET OMMO3UIIMU. 37IeCh HET OCTAaHOBKH. 3/1eCh HET
TOJINTUKU. 3/1€Ch HET Mpomnarausl. 31eCh €CTh MPOCTPAHCTBO. 31€Ch HET MPOTECTA.
3nech HET pa3BUTH. 37€Ch HET PEAIbHOCTH. 37IeCh €CTh CaMOolleH3ypa. 3/eCh HET
CMBICTIA. 3/1eCh HET COBPEMEHHOCTH. 31€Ch HET COIIMAILHOI OTBETCTBEHHOCTH. 371ECh
HeT CIOKeTa. 3/1eCh €CTh TeKCT. TpeHCHOTTUHT. 31eCh HET YCTOIUMBOTO pPa3BUTHA.
3meck HET LEH3YpHl. 3/eCh HET YellOBeKa. 37eCh HET YUyBCTB. 37€Ch HET AMOIIHM.
3mech HET aa. 3mech HET 34eCh. 30eCh €CTh €CTh.

Ora paboTa OnsATh HaBesHA MOporoil. Ha 3ToT pas — moes3moM U TeM CIiell-
UPUUECKIM MEJUTATUBHBIM COCTOSHHEM, B KOTOPOE MOTPYy»KaeT M0YeMy-TO TOJIBKO
pycckuil meifzax 3a OKHOM. 37€Ch Ha IOBEPXHOCTH CO3HAHUS ITOCTOSTHHO BCIUIBI-
BAIOT «IPOKJIATHIC» PYCCKHE BOIPOCHL, KOTOPBIE HEBO3MOXKHO IPHUITUCATh TOJb-
KO TEpPUTOPHH WIM TONBKO CO3HaHHUIO. [loaTOMy s mocTpomia CBOW MOHOJOI Ha
MEpLAIOIIEM «37IECh», KOTOPOe OTHOCHTCSA TO K MpoOeraeMoMy Mei3axy, To K ak-
TyaJbHOH CHUTyaIlMM, TO K MOUM JIMYHBIM HEPEKUBAHUAM TOTO M JPYroro. JTO Io-
BTOPSIIOIIEECS «3/IECh» HAallOMUHAET (QyHKUUIO mHdTEpa B JIUHIBUCTUKE — SI3BIKO-
BOTO 3HAKa, KOTOPBIH «HAMOJIHEH O3HAYCHHEM) TOJBKO ITOTOMY, YTO OH «IIyCTOM».

PedepeHThl «31€Ch» MEHSIOTCS MECTaMM 110 Mepe pa3BOpauMBaHUs TEKCTa, KOTO-
PHBIi IPOUUTHIBaETCs IMOO KaK BBICKA3bIBaHHE 00 aKTyalbHOM ITOBECTKE, JINOO Kak
KOMMEHTapHii WK K BUIe000pasy, WM K caMOMY TPOCTPaHCTBY BbIcTaBkU. C ogHON
CTOPOHBI, 3TO BBIHYKJICHHOE «MHOCKa3aHHE» B CUTYAI[MM HEBO3MOXHOCTH IPSIMOTO
BBICKa3bIBaHMsI, C IPYTOH — MPeporaTiBa HEOAHO3HAYHOCTH UCKYCCTBa BOOOIIE.

Pictures are rapidly changing in front of the eyes. Events are jostling one another
behind the window, barely flashing by, vanishing away forever. Sleepers lubricated
with speed are strung on steel cores of rails. Vertical lines flop down into horizontal.
All details are abolished. The trip can continue a long time... There’s no aim here.
There’s no action here. There’s no activism here. There’s no avant-garde here. There’s
no censorship here. There’s no critic here. There’s no aim here. There’s no crisis here.
There’s no depth here. There’re no emotions here. There’s no future here. There’s no
history here. There’s no invention here. There’s no irony here. There is line. There’s
no man here. There’re no mega-mega wild things here. There’s no modernity here.
There is movement. There’s no opposition here. There’s no politics here. There’s no
progress here. There’s no propaganda here. There’s no protest here. There’s no public
space here. There’s no reality here. There is road. There is censorship. There’s no
sense here. There’s no social responsibility here. There is space. There’s no stop here.
There’s no sustainable development here. There is text. There’s no time machine here.
There is time. There’re no train talks here. Trainspotting. There is voice. There’s no
“yes” here. There’s no “here” here. There is “there is”.

This work is again inspired by the road. That is the train trip and Russian landscapes
behind the window that provoke the specific meditative state of mind. Here the
“cursed” Russian questions constantly emerge on the surface of the consciousness, the
questions that cannot be attributed neither to the territory only nor to the consciousness
only. Therefore my monologue is structured by the flickering “here” that refers now to
the landscape passed by, now to the actual situation, now to my personal experiences
of both. The “here” repeated reminds the function of “shifter” in linguistics, a language
sign that is filled with sense because it is empty. The references of “here” are changing
places as the text unrolls and the text itself is perceived either as a message upon the
urgent agenda, or as a comment on the video image or the exhibition space itself. On
the one hand, it is a kind of forced indirectness in the situation of impossibility of the
direct statement, on another it is a prerogative of ambiguity of art in general.

Exarepuna Jlazapea Ekaterina Lazareva
30ecv nem. 2015 There is no... 2015
OnnokanansHoe HD-Buzeo co 3Bykom. 5' Single channel HD-video with sound, 5'

IpenocrapieHo aBTOpOM Courtesy by authors



Buxkropus Mankosa, [Tonnaa Mocksuna

Ilepexpoimus. 2015

WHCTamsuus 13 4eThIpeX 00beKTOB

BeToH, MeTau1, MOHTaXKHas! [IeHa, YTeIUIUTENb, XOJICT, CMEeLIaHHAs! TEXHHKA
OO6muuit pazmep Bapbupyercs

IpenocrapneHo aBTopamMu

Victoria Malkova, Polina Moskvina

Covering. 2015

Installation of 4 objects

Concrete, metal, foam, insulant on canvas, mixed technique
Total size varies

Property of the authors

B uckyccTBe ceromHs Hepenko OBIBACT TakK, UTO XYIOKHUKAM MEHEE UHTEPEC-
HO CO3[JaHUE 3aKOHYEHHBIX CAMOIOCTATOUYHBIX MTPOU3BENIEHUH - CKOpee UX 3aHUMAIOT
KOH(UTYpaluy HAHICHHBIX U JOMOJHEHHBIX IPEAMETOB, HX (DOTO U BUICONU300pakKe-
HUs. B MHOTOCIIOWHOW SKCIO3UITMOHHON Cpesie, CO3JJaHHON TaKUMHU KOH(UTYpaIlH-
SIMH, OOBEKTOM PACCMOTPEHHUS CTAHOBATCS HE KypPhE3HBIC COUCTAHHS OKPYKAFOIIUX
HAC BeIIeH, HO B3N] U BOCHPHUITHE caMoro 3puteis. KoHdurypaims, npeacras-
neHHas B pabote «I[lepekpriTusi», BecbMa XapakTepHa Jis MOCKBEI: 00pa3bl, CBO¥-
CTBCHHBIC CTPOHKAM U PEKOHCTPYKIIHSIM OOJIBIIOTO TOPOJIa, OKUBAIOT MO/ B3IIISIOM
3alepToro B IYNIHOM Meramoiuce oObiBaTens. buarogaps cuine GpycTpUpOBaHHOTO
BOOOpaXCHUSI CTPOUTEIILHBIC MEPEKPHITH, MOHTaXHAs MEHA, OOPBIBKU MPOBOOB
U CKOTYa - CIpSITAHHBIC HEMPUIISTHBIE MaTepuajbl, U3 KOTOPHIX BBIPACTAaeT BTO-
pUYHAs TOPOJCKAs MPUPOJA - OKA3hIBAIOTCS MPOBOJIHUKAMH B HEOOBIYHYIO BEPCHUIO
CO3/1aHHOM 3aHOBO MEPBUYHON NPUPOIHOI Cpebl.

It often happens in modern art that artists are less interested in creating complete and
self-sufficient artwork being more occupied by configurations of found and comple-
mented objects, their photo and video representations. In a multi-layered exposition
environment created by those configurations, the objects to be reviewed are not pe-
culiar combinations of items that surround us, but the view and perception of the
beholder. The configuration presented in the “Layers” is quite common for Moscow:
images typical for construction and reconstruction sites of a big city come to life in the
eyes of an inhabitant locked up in a stuffy metropolis. Through the power of frustrated
imagination, brick and concrete structures, sealing foam, pieces of wire and tape — the
hidden unsightly materials from which the secondary urban nature grows — appear as
guides to an unusual version of a re-created primary natural environment.

Buxropus Mankosa, [Tonnaa Mocksuna

Ilepexpoimus. 2014
Buneo co 3Bykom. 8' 25"
[IpenocTaBneno aBTopamu

Victoria Malkova, Polina Moskvina

Covering. 2014
Single channel video with sound, 8' 25"
Property of the artists



Codpbs "aBpuitoBa coBmectHo ¢ Kupnmiom lInpoxoBsim

Teppumopuanvuvie yenocmuocmu. 2014
BuneonHcTamiAnms co 3ByKoM
IIpoexrop, 3Byk. 6' 02"

IpenocrapneHo aBTopamMu

Sofia Gavrilova feat. Kirill Shirokov

Territorial Integrities. 2014
Video installation with sound
Projector, sound, 6' 02"
Property of the artists

«TeppuropuanbHble IETOCTHOCTUY» — CBOETO poJa My3bl- KaJbHBIH KIIHII,
cozmanHblil coBMecTHO Codbeit [aBprioBoit n Kupuinom lupokoesiM. Ha skpa-
He 110 Mepe pa3BepThIBaHUS MYy3bIKaJIbHOM JpaMaTypruy Nocae0BaTeIbHO CMEHSIOT
ZIPYT ApyTa 3aBsA3Ka, KyIbMHHAIWA U pa3Bsi3ka. CHauaia BO3HUKACT JIMHUS TOPU30HTA
€O c11a00 Pa3IMYMMBIM IIBETOBBIM JIeJIeHHEeM HeOa M BOJHOM MM MECYaHOH MOBEPX-
HOCTH, 3aTeM JIAHAMA(T NOCTEe- TIEHHO 3aIOTHACTCS IPUPOTHBIMH ¥ aHTPOIIOT ¢HHBI-
MU JETaJsIMH, JOXOAS 10 HEBO3MOXKHOTO JUIsl pEaIbHOTO BOCIIPUSTHS, U 3aTEM LUK
TIOBTOPSIETCSA C HOBBIMH I€if3akaMu. 371€Ch 3pUTENb CTal- KMBACTCS C BU3YyaJIbHOU
9KOJIOTHEH, KOTOpasi U3y4aeT yPOBEHb M BIMSHHUE Ha IICUXOJIIOTHYECKUN (OH «3pHUMO-
TO» IIyMa B TOPOCKOH MIIH MPUPOTHOH Cpefie, B KOTOPOH KOM(OPTHO KHUTh YEIOBEKY.
Pabora pazBuBaeTcs IMHEHHO U [TOCIIEIOBATENLHO, €€ TPHHIUITEI CPOTHH ITPUHIIAIIAM
KOHCTPYKIMH MY3BIKAIBHOTO MPOM3BENEHHS, 3TO MOMBITKA CO3aTh CHHTETHYECKUN
JKaHp Ha OCHOBE MY3bIKHU, KAPTUHOK M MOHTaka, cBoero poja Gesamtkunstwerk — to-
Tallb- HOE TIPOU3BEEHHE, TOBECTBYIONIEE O BOSMOKHOCTH HATIONHEHUS TEPPUTOPHU

1 HCBO3MOXHOCTH B OTOM CJIy4ac K YEMY-TO BO3BpallaTbCA UJIN YTO-TO COXPAHATD.

“Territorial Integrity” is a kind of music video, created by Sofia Gavrilova with Kirill
Shirokov. On the screen, in keeping with the unfolding of the musical dramaturgy,
come the opening, the culmination and then the denouement. First the line of the
horizon arises, with barely perceptible color divisions between the sky and the water
or sand surfaces. Then the landscape is gradually filled with natural and anthropo-
genic details, even those imperceptible to authentic perception, and then the cycle is
repeated with new landscapes. Here the spectator is confronted with a visual ecology
that studies the extent and influence of psychological “visible” background noise in a
city or natural environment within which life is comfortable for a person. The work
is developed linearly and systematically, its principles akin to those employed in the
construction of a musical work; it is an attempt to create a synthetic genre on the basis
of music, pictures and montage, a unique kind of Gesamtkunstwerk, a total composi-
tion telling of the potential for the filling up of territory and the impossibility in such a
case of returning to something that has passed or of preserving anything.



Hgaas wprwand "

Oo6benuHeHne «Beepx!»

Poccus esepx! 2010

WHcramsmums 13 Tpex 00beKTOB

Tenesuzop, noacraska, BUAEO co 3BykoM, 12' 14"
IIpenocrasneno aBTopamu

Up! Community

Up Russia! 2010

Installation of 3 objects

TV, podium, video with sound, 12' 14"
Property of the artists

Russia upward!




Hanexna Audanosa

U3 pomonpoexma «lllupoka cmpana most poonasi...». 2015
Iudposas meuars Ha poToOymare. 4 pororpaduu — 40 x 60 cM (kaxxaas)
[penocrapieHo aBTOpOM

Nadezhda Anfalova

Photo project “Wide Is My Motherland...”. 2015
Digital print on photographic paper. 4 photography — 40 x 60 cm (each)
Property of the author



Erop IlnotHuKOB

Cnyuaiinvie netizasxcu. Asmonopmpem. 2013

Uncrannsaus

XoJcT, nambe-mailie, IepeBo, Macio, akpui. O6umil pa3mep BapbHpyeTCs
[IpenocrapieHo aBTOPOM

Egor Plotnikov

Random Landscapes. Selfportait, 2013

Installation

Papier-mache, oil, acryl, wood on canvas. Total size varies
Property of the author

Pabora npencrapiser coOOW aBTOMOPTPET XYIOKHHKA.

3auem mamsATh (PUKCHPYET OOJBIIOE KOJUYECTBO BIIEUATIICHHUN, HEPUMEHH-
MBIX U JIMIIEHHBIX MPAKTHYECKOW MOJB3BI? «3aI0KyMEHTUPOBAB)» TAKOM Psjl, aBTOP
MBITAETCS] OTBETUTD HA ITOT BOMPOC. [IPeICTABIAETCS, UTO «CIIyYaliHbIE TTeH3aXH» —
9TO 30HA CAMOM3OJIAIMHU, YOKHUINE IJISI CO3HAHUS, HAXOMAIIETOCS B TOCTOSHHOM
MOTOKE BBIMBICIIOB M MMHTAIMA. JTH (QparMeHThl MPOCTPAHCTBA YKIIAIBIBAIOTCS B
MaMSITH TI0 TOMY K€ TPUHIIUITY U C TOM e OeCropsIOYHOCThIO, KaK HHTEPHET-TTO-
Gopku HOBOCTEH niu jieHTa «DeiicOyKkay», HO, COXPAHSSICh, BRITECHSAIOT U 3aMEMIai0T
rurabaiTel BUPTYaTbHON MH(GOPMAIIHH.

P.S. KOHe‘IHO, «CJ'Iy‘IaﬁHI:IMH» HX MOXHO Ha3BaThb JIMIIb YCIIOBHO, Mbl BUIUM
TO, YTO XOTUM BHUJCTH, U 3a4aCTyI0 3aMCYCHHOC MHUMOXO/IOM Ha CJICAYIOMICM JTare
CTAHOBUTCA KIIIOYCBBIM.

Project represents artist’s selfportait.
Why our memory keeps so much impressions inapplicable and not for use of the
business?

Author documented a number of impressions for answering of this question.
“Accidental landscapes” present as zone of himself’s isolation, refuge for mind
which being in constant stream of fictions and simulations. Fragments of space take
in memory by same principle and with same disorderliness as news inthernet-sets or
Facebook news feed but kept supplanted gigabytes of virtual information.

P. S. Of course we could call these landscapes as “accidental” just relative, we
would see that what we wanted and often noticed in passing had become key.



[IpencraBnennsbie 31ech paboTHl — YacTh Moero npoekra « TL». B atom mpo-
€KTe s Pa3BHBAIO TEMY I[BETHOTO capash, pacCMaTpPUBAIO ITOT CHENU(BHUECKUN ap-
XUTEKTYPHBIN (peHOMEH uepe3 MeTadopy KOMIBIOTEPHOTO COOsI, TIIHTY.

I'muty-n3o00paxkeHne OOBIYHO NpENCTABIIET COOOM pacmaj W pacclOoCHUE,
OHO JIMHAMHWYHO, OHO 3alleyanieBacT MOMEHT TpaHchopMmarmu. Ecian mocMoTpeTh Ha
tunuanbid T1[ B3mIs0M time lapse, TO MOXXHO YBUAETH, KAK CMEHSIOT JPYyT JAPyra
BBIBECKH, KaK MEIILKAIOT OaHHEPHI, U ATO MEIbKaHUE OyJIeT OueHb MTOXOKHUM Ha TIPO-
rpaMMHbIH cO00i. T B MOCTCOBETCKOM Mer3axe MOKHO YCJIOBHO OMUCATh KaK HECTa-
OMJIBHOE SIBJICHUE B CTAOMILHOM IIPOCTPAHCTBE.

Presented works are part of my project “Mall”. In this project, I am extending the
theme of “colorfull barn”. I’m considering this special architectural phenomenon
through the metaphor of a computer bug, glitch.

One of the most typical reasons for the occurrence of glitches is the non-
compliance of the software with the task set by the user. A mall as a glitch may be
described as a metaphor of the non-compliance of post-Soviet social reality and the
market relations of the emerging capitalist era. The glitch usually represents decay
and stratification, it is dynamic and records the moment of transformation. If you
view a typical mall through the prism of a time lapse, you can see how the bright
signs come and go interchangeably and how the banners flicker, and such flickering is
extremely reminiscent of a computer bug. The mall in the post-Soviet space could be
described hypothetically as an instable phenomenon in a stable place.

ITaBen OtnenbHOB

TI. LEGO. 2015
Xouert, macio. 120 x 166 cm
[penocrapieHo aBTOpOM

Pavel Otdelnov

LEGO mall. 2015
Oil on canvas. 120 x 166 cm
Property of the author
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ITaBen OtnensHOB

TI] Ne 6. 2015
Xoucr, macno. 150 x 200 cm
TIpenocraeneno ranepeeit « Tpuymd», Mocksa

Pavel Otdelnov

Mall Ne 6. 2015
Oil on canvas. 150 x 200 cm
Courtesy by Triumph Gallery, Moscow



Huxkonait JlenucoBckuit
U3 cepun «JloObrua 301m0Ta»

Paspabomka kapvepa cmapamensmu. Ipuuck « Comnumensvhoiiiy. 1930
Xouct, macio. 99 x 124 cm
I'TT. UuB. KC-3133

Nikolay Denisovsky
From the Gold Mining series

Excavation by miners. Dubious mine. 1930
Oil on canvas. 99 x 124 cm
State Tretyakov Gallery. Inv. )KC -3133



Esrenus bypasnesa

Uepa 6 msu. 2014
Xonct Ha KapToHe, Macio. 40 x 50 cm
IpenocrapieHo aBTOpOM

Evgenia Buravleva

Ball game. 2014
Oil on cardboard, canvas. 40 x 50 cm
Property of the author

EBrenns bypasnesa

Oxmsops. 2014
Xonct Ha KapToHe, Macio. 40 x 50 cm
[penocrapieHo aBTOpOM

Evgenia Buravleva

October. 2014
Oil on cardboard, canvas. 40 x 50 cm
Property of the author



EBrenus bypasnesa

Pexa. 2014
Xonct Ha KapToHe, Macio. 150 x 150 cm
[penocrapieHo aBTOpOM

Evgenia Buravleva

River. 2014
Oil on cardboard, canvas. 150 x 150 cm
Property of the author

EBrenns bypasnesa

3a copooom. 2014
XosieT Ha kapToHe, Macio. 150 x 150 cm
IpenocraBneHo aBTOpoM

Evgenia Buravleva

Country side. 2014
Qil on cardboard, canvas. 150 x 150 cm
Property of the author

PEABWJINTALIUA

OKpy)XCHHBIH BEPTHKAJIAMH JOMOB, TOPOXXAHUH PEIKO BHAUT TOPU3O0HT.
Jlenrta B «DeiicOyke» yCTpeMIIIeTCsl BBEPX, IiepeOruBaeMast JIUIIh CTPOKAMH KOMMEH-
TapueB. BHYTpEeHHss aHTHHOMUS TIOJICITYTHO BO3/ICHCTBYET Ha 3aJI0KHUKA OCCKOHEY-
HOTO JBM)KCHHSI BBEPX, TOJKAsl €ro Ha Y4acTO OECCO3HATENBHOE pa3pyllIeHHEC BHOBb
Y BHOBB CO3/IaBACMBIX OOIIECTBOM BEPTHKAJICH.

KoHreniuys peabrinTanuy NCUXUISCKUX OOIbHBIX UMEET JTAll PeaIanTaliH,
MIPUCIIOCOOICHUS K )KM3HHU U TPYIOBOM IEATCILHOCTH BO BHEOOIBHHUYHBIX YCIOBH-
siX. BOocCTaHOBIICHHE TOPU30HTAIN MOKET OBITh BOCIIPUHATO KaK OMH U3 CIIOCOOOB
3aropoIHON peamanTalui. beckoHeuHas KeCTKasi TOPU30HTANIb PYCCKOTO TMei3axa,
JIECONMATM3UPOBAHHOTO, OMTYCTOMICHHOTO U 00E3THUCHHOT0, TAKKE HYKIAeTCA B pe-
a0WIUTAIMK ¥ HOBOM OCBOCHUHU.

JlaTuHCKOE 3HAYEHHUE CIIOBA «pPCaOMIMTAIUS» MOIPAa3yMEBAaCT MPUMHUPCHUE,
BOCCTAaHOBJICHHE, OMpaBaaHue. BoccTaHOBICHHE YEIOBEKAa KaK BEPTHUKAJHU, CTOJIIA
B MOHOTOHHOH MPOTsHKEHHOCTH. [IpMUpEeHUE ¢ Oy CTONICHHBIM Ticii3axkeM. Ompas-
JTaHKE TOTPEOHOCTH MPOTONTATH COOCTBEHHYIO TPOMUHKY MO0 OSCKOHEYHOM rOPU30H-
TaJIbHOM TJIOCKOCTH.

REHABILITATION

The citizen rare sees skyline in the city because of surrounded vertical lines of
buildings.

Fb News Feed is directed up and only interrupted by comment lines. Inside
antinomy latently influences on hostage of endless movement up and incites him to
often unintentional destruction of created by society verticals.

Rehabilitation of mentally sick patients has the part of readaptation that is
accommodation to life and working activity out of mental hospital. Reconstruction
of skyline could be taken as one of methods of country readaptation. Endless
hard horizontal line of Russian landscape which was desocialized, devastated and
depersonalized is in need of rehabilitation and new reclamation.

Latin meaning of word «rehabilitation» implies reconciliation, reconstruction,
justification. The reconstruction of person as vertical and pillar at monotonous
extension. The reconciliation with devastated landscape. The justification of need to
tread own path at endless level.



A ﬁ\h\

Erop Actamuenko

Jon. I'panuya. 2014
Oprerekio, akpui. 29 x 41 cM (KaXAbIi JTHCT)
IpenocrapieHo aBTOpOM

Egor Astapchenko

The Don. Border. 2014
Plexiglas, acryl. 29 x 41 cm (each sheet)
Property of the author
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PaboThl OCBSILEHBI Pa3MBILIIICHUSIM HaJl 00pa30M IPaHHIIbI ¥ IOUCKY B TOM
(eHOMeHe M300pa3UTENHHOTO SI3bIKa. [ paHUIIBI 31€Ch HE TIPOEKINH peallbHbIX Oapbe-
POB, IIPUIYMAHHBIX YEJIOBEKOM, a BCETrO JIMIb I'€OMETpHsl a0CTPAKTHBIX JIMHUN Ha
KapTax, U3 KOTOPBIX BBIPUCOBBIBAIOTCS YCIOBHBIE MEW3aKH, HAIIOMUHAIOIINE MTAHO-

pamsbl lona.

These works are devoted to the reflections on identity of the border and for searching
the visual language of this phenomenon. The border here is not the projection of real
barriers that invented by the humans but just a geometry of abstract lines on maps that
emerges the conventional landscape which reminiscent the panoramas of the river
Don.



«MJIOLLAIb» U «NPOLIECCHI 3AMELLIEHWA»

Nucrammiuus «Ilnomaaey — 3T0 HPOSKT 0 paboTe BPEMEHH M €ro Cleaax,
00 MCKyCCTBE Kak CIoco0e 3armeyanieTh X B CBSI3SIX JIMYHOM, JIOKABbHOM 1 TII00aih-
HO#1 obmecTBeHHO# ncTopun. Crebl HCTOPUH XyI0KHHUK OTHICKUBACT B BUJIE 3HAKOB
U PyHMH B IPOCTPAHCTBE. XyIOKHHK CO37aeT (h)parMeHT IUIOLIAH, C OTHOH CTOpO-
HBI, MECTa, OTKPBITOIO U CO3JaHHOIO AJIS TOPOXKaH, C APYroil — MecTa HPOSIBICHUS
UJICOJIOTHH ¥ KOHTPOJISL. IIpOUCXOIIHE IO BCeMY MUY PEBOIOLIMOHHBIC BOJTHEHHS,
Kak [PaBUII0, HAYMHAIOTCS C TUIOMIaIeH, hparMeHThl KOTOPBIX JIETKO HMPEBPAIIaloTCs
B Opyausi OOpBOBI.

®orocepust «IIporeccsl 3aMeIIeHHs» — 3TO YTPAThl, MOJMEHBl U MalCHb-
KHE PEBOJIOINH, KOTOPBIE XyIOKHUK HAXOMHUT B OKPY)KAIOIIeH ero roposIckoil cpene.
MarepranbHble 3aMEIIeHUs, HAlpUMep yTparhl IUIMTKA Ha IONY, HEOXHIAHHO
OKa3bIBAIOTCS TIOZOOHBIMU OOJIBIIMM HCTOPUYSCKUM H3MEHEHHSIM, Pa3HHIA MEXIY
HMMH — B Macmitade.

Onbra 30BCKAS

“SQUARE” & “SUBSTITUTION PROCESSES”

by OLGA ZOVSKAYA

The installation “Square” is a project on the work of time, its traces. It explores art as
a way to imprint the traces of time in their relation to the personal, local and global
Onbra 3osckast Onbra 3osckas public history. The artist is looking for the time traces as signs and ruins in the space.

U3 npoexra «TOpH3OHTH OxKUTAHMID H3 npoexra «TOpH3OHTE! OXKUTAHNID The artist creates a fragment of a city square — the place which is open and created

for people on the one hand, but on the other is a space where ideology and control are
ITnowaos. 2015 IIpoyeccor 3amewyenus. 2014-2015 p p . ’ u. . P W gy R

. manifested. Revolutionary actions in the whole world normally start in squares, the

Mucramnsuus. beron. 150 X300 cm ®dotobymara, nBeTHast nevarb. 10 X 15 oM (kaxplit) ) : .

fragments of which easily turn into weapons.
Olga Zovskaya Olga Zovskaya The photo series “Substitution Processes” is about losses, substitutions and
From the Expectations Horizons project From the Expectations Horizons project small revolutions which the artist finds in the urban space around them. Material

substitutions, e.g. the absence of tiles on the floor, suddenly become similar to big
Square, 2015 Substitution Process, 2014-2015 historical changes, the only difference is in the scale.

Installation, concrete. 150 x 300 cm Color print on photography paper. 10 x 15 cm (each)



KonnexkruBHble AeHCTBUSA
[ 1205 ha 600onao

IpuexaBmne nmo npuriameHuio 3purend (15 yenoBek) ObLIM HpHBEASHBI Ha Kpai
3aCHEXXEHHOTOo noisi. B Teuenne mocnemyromux cemu MuHyT H. ITanuTtkoB Geran B pasHOM
TEMIIE U B Pa3HBIX HANPABJIEHHAX IO TOJII0, HHOTA OCTAHABINBASCH, aJjas, ¥ 3aKOHYMII CBOM
Oer, BcTaB MOCEPEIUHE TIOJISI CO CHATOIH MIANKOH B pykaX. B 9Toif mo3e OH HEMOABIKHO CTOST
B TEYEHUE TPEX MHUHYT. 3a 3TO BpeMs 3pUTENAM ObUIM PO3JAHbl PEHPOINYKLUH C KAPTHHBI
kuTaiickoro xygoxauka XV Beka ®au L[3b1 «[ a8 Ha Bomomamy». Crano sCHO, YTO CIiel Ha
cHery (TpaekTopus 0era) BOCHPOM3BOANI PUCYHOK ITOH KapTHHBI.

MockoBckast o6nacTs, SIpocnaBckast xenesHas gopora, cr. «TapacoBka»
12 ¢peBpans 1981

H. [TanutkoB, A. Monacteipckuii, H. Anekcees, I. KuzeBanbrep, C. Pomamiko,
U. Maxkapeuy, E. Enaruna. B. Hekpacos, H. A6anakosa, C. I'yuanax, I'. Bepreiin,

A. Annxkees, 10. Anp6eprt, A. XKuranos, H. Koznos, 1. FOpHO u emie HECKOIBKO YETIOBEK.

A. Monactsipckuid. [Toe3nkn 3a ropox. T. 2

Kollektivnye Deystviya (Collective Actions)

Gazing At The Waterfall

The invited guests gathered at a snowy field’s verge. For the next 7 minutes N. Panitkov was
running to and from across the field at various speed and directions, stopping and falling from
time to time. Finally he stopped and stood in the middle of the field with his hat in hands for
3 minutes. Meanwhile the viewers were given replicas of a 15th century Chinese artist Fen
Xi “Looking at a waterfall”. Later it became apparent that Panitkov’s footprints on the snow
duplicated the picture’s pattern.

Moscow region, Yaroslavskaya railway line, Tarasovka station
12th February, 1981

N. Panitkov, A.Monastyrki, N. Alexeev, G. Kizevalter, S. Romashko, I. Makarevich,
E. Elagina, V. Nekrasov, N. Abalakova, S. Gundlakh, G. Berstein, A. Anikeev, Yu. Albert,
A. Zhigalov, N. Kozlov, I.Yurno + others.

A Monastyrki. Journeys To The Countryside. Volume Two



Wpuna dunarosa

W3 cepun «/leTckue cHaps b

Kauenu. 2014
Xomnct, maciio. 110 x 140 cm
[penocrapieHo aBTOpOM

Irina Filatova
Children’s Equipment series

Swing, 2014
Oil on canvas. 110 x 140 cm
Property of the author

Hpuna dunarosa

W3 cepun «/lerckue cHapaap

Topxa-naymunxa. 2014
Xoucr, macno. 110 x 140 cm
IpenocrasneHo aBTOpOM

Irina Filatova
Children’s Equipment series

Space dome, 2014
Qil on canvas. 110 x 140 cm
Property of the author

B cBoeit cepun «Jlerckue cHapsab» s M300pakal0 KOHCTPYKLHUH C COBET-
CKMX M INOCTCOBETCKHX AETCKHX IUIOIIAJ0K. JTO Kadenu pazHooOpasHoil (opmbl,
Kapyceiu, rOpKHU-IIayTHHKHU. S [moMemar 3TH NpeaMeThl B a0CTpakTHOEe OecKoHed-
HOE MPOCTPAHCTBO C JIMHUEH Topu30oHTa. C OTHOM CTOPOHBI, 3TO 00pa3 MPOCTPAHCTBA
Poccun BooO1ie, ¢ pyroit — nopo0Oue 30HbI 0CBOEHHS, (PPOHTHP, BO3ZMOXKHO, BOOO-
1€ JpyrHe IJIaHeThl. DTO MOX0KE Ha COBETCKUE JBOPHI B CIAIBbHBIX HOBOCTPOWKAX
13 MOETO JIETCTBA.

In my Children’s Equipment series I portray constructions from Soviet and Post-
Soviet playgrounds — various forms of swings, carousels, geodesic dome climbers.
I put these objects in an abstract infinite space with a horizon. On the one hand, it’s
an image of the Russian space for me, on the other hand — it looks like areas of
appropriation, a frontier, or probably even like some other planets. And it reminds me
of Soviet courtyards in residential areas from my childhood.



Erop AcranueHko

[Tamams o 6yoywem. 2014
OnHOKaHaIBHOE BUJEO CO 3ByKOM. 2' 22"
IIpenocraBneHo aBTopoM

Egor Astapchenko

Memories of the Future. 2014
Installation of 3 objects

Single channel video with sound, 2' 22"
Property of the author

OCHOBOW IJIs1 CO3MaHUS BHUAECOPAOOTHI IMOCTYXWIA PAa3MBIIUICHUS HAa TeMYy
OecrpepbIBHOTO 3aII0JHEHHS IPOCTPAHCTBA OOUTAHMS YEIOBEKa OTPOMHBIM KOJIHYe-
CTBOM HOBBIX MAaTE€PUAIILHBIX CTPYKTYp. B CBSI3U ¢ 3TUM BCTaeT BOIPOC O BO3MOMKHO-
CTH CaMOOYHMIIEHUS cpelbl. B cBoel paboTe st mombITancs CONOCTaBUTh HEMOCTOSH-
HBIE, 3bI0KHE apXUTEKTYPHBIE KOHCTPYKIIMH, KOTOPBIE YXOAAT TOA 3€MJII0, OCTaBasCh
JIMIIb B ONPEEICHHBIX BPEMEHHBIX MPOMEXYTKaX MPOILIOro, U CTaTHYHOE, HEOOb-

SATHOC MPOCTPAHCTBO CHEXKHOI'O 1TOJIA, CYHICCTBYIOIICEC BHC BPCMCHU.

Reflections on the theme about the constant filling of human space habitation by a
huge amount of new material structures formed the basis for the creation of this video
work. It raises the question about the possibly of self-purification of the environment.
In my work I tried to compare non-permanent architectural constructions leaving

under the ground and remaining only in certain time intervals in the past and static

unbounded space of the snowy field which exists outside the time.




Huxomai OHuIieHKO

Kierkegor. 2015
Buneo co 3Bykom, 06' 44"
IIpenocTaBneHo aBTOpOM

Nikolai Onishchenko

Kierkegor 2015
Video with sound, 06' 44"
Property of the author




FMOBAJIbHOE BUAEHMUE:

3EMJNIA — 3EMJIS. BHYTPWU = CHAPYXMH

Caepx3anaueit Haykn HoBoro u Hogeiiero BpeMeHH ObIII0 KapTHPOBATh BCIO
3emimo. Meuta 0o0pecTH YHHBEPCAIBHBIA «BCEBUAALINI» B3TISAA MPOMCXOTUT M3
MeTa(U3UKH U CBsI3aHa C MJeel CMOAEIMPOBATh OOKECTBEHHOE OKO, YBUJETh «BCE
LEIUKOM» U HAKOHEL-TO MTOHATH, YTO 3@ 3TUM «BCEM» CTOMT.

B meproii momoBuHe XX BeKa CHCTEMBI aOCTPAKTHOTO MCKYCCTBA IPEIBOC-
XHTHIIM COBPEMEHHOE TOTAJIbHOE KAPTUPOBaHKE U II00aIbHOE BUICHHE CPEICTBAMHU
HoBeimmx TexHonorui. Ilocne nepBrix myoOnmkanuii GOTOCHUMKOB 3EMIIH U3 KOCMO-
ca B 1968 roxy 4enoBe4ecTBO CIOBHO YBHEIO cedsi cO CTOpOHBI. HeMHOTMM paHblie
apxurekrop bakmuHcTep @ymiep HaprcoBai KapTy 3eMiy, Iie cylia H300paxanach
KaK eIWHBIH OCTPOB B OECKOHEYHOM okeaHe. Ha 3Toit kapre He ObUTO Bepxa M HU3a
U (UKCHPOBAIUCH TOJBKO OTHOIICHUS «BHYTPH» M «CHApYXW». 3allaTeHTOBaH-
HBIi ¥ MHOTOKPaTHO pa3sMHOKCHHBIH DymiepoMm reonesuveckuii kymoa — cdepa,
TIOKPBITast TPHAHTYJIIIUOHHOM CETKOM, — CTall OIHUM M3 CaMbIX U3BECTHBIX 00pa3oB
YIPaBIsIEMON TIIAHETHI 3eMII.

B CCCP wuneun TOTanbHOW TpHAHTYISALIUH 3eMIIM pa3pabaThlBAINCh yXKe
B 1920-X romax ¥ acCOIMUPOBAINCH C MICSIMH II0 CO3AAHHUIO €IUHOTO «Oe3rpaHud-
HOI'0» NPOCTPAHCTBA MHUPOBOW peBONIOLMU. HauBHBIMU OTTOJOCKaMHU 3THUX HUAEH
CTaJM JKWIBIE KOpIyca B NMUOHEPCKHX JIarepsx W Jaxke >KUBOTHOBOIUECKHe Qep-
MBI, octpoeHHble B 1950-1960-e roxer mo npoexkram Muxauna Tynonesa, a Takxe
TOPKU-TIAyTUHKH, KOTOPbHIE MOSBUINCh HAa BCEX AETCKHUX Iuromagkax CoOBETCKOro
Coro3a. Bce oHn oueHp noxoxu Ha reozezndeckue cepsl bakmuncrepa Oymiepa.
Tak mio0anbHBIE 00pa3bl «BCETO MUPaA» Pa3sMECTHIIMCH B OIPAaHUYECHHOM JIOKAJIHN30-

BaHHOM IIPOCTPAHCTBE COBETCKUX JBOPOB.




GLOBAL SIGHT:

EARTH — EARTH. INSIDE = OUTSIDE

160

The top priority for the science of the Modern and Contemporary history was map-
ping of the entire Earth. The dream to have a universal all-seeing sight is generated by
metaphysics and is closely connected with the idea to construct the eye of God , see
“everything as a whole” and understand what stands behind that “everything”.

The systems of abstract art of the first half of the XX century anticipated the
contemporary total mapping and global sight of the brand new technologies. After the
first photos of the Earth taken from the Cosmos were published in 1968 the humanity
say itself from the side. A little earlier an architect Buckminster Fuller made a map of
the Earth where the land was shown as a single island in the endless ocean. That map
had neither top nor bottom and only the inside-outside relations were set. Fuller’s pat-
ent and multiplied geodesic dome, a sphere covered by a triangular net, became one
of the popular images of the planet Earth under control.

The ideas of total triangulation of the Earth were worked out in the USSR al-
ready in the 1920-ies and were connected with the ideas of constructing one boundless
space of the mondial revolution. The buildings of the soviet pioneer summer camps,
cattle-breeding farms of the 1950-ies and 1960-ies designed by Mikhail Tupolev and
spider webs slides typical of the soviet playgrounds became naive echoes of these
ideas. All of them remind Buckminster Fuller’s geodesic domes. In that manner the
global images of “the world as a whole” found their place in the limited local space

of the soviet playgrounds.




Jmutpuit Benkos

Tonosoxpyoicenue. 2014
Bupneo 0e3 3Byka. 12' 36"
IpenocrapieHo aBTOpOM

Dmitry Venkov

Vertigo, 2014
Video without sound, 12' 36"
Property of the author

CoBpeMeHHas BU3yaJIbHAS CUTYALUs] XapaKTepU3yeTCsl 0OMINeM BUIOB CBEPXY.
Kaprsr Google, criyTHUKOBBIE CHUMKH, CHEMKH C OCCIIMIIOTHUKOB H TIP. JENAf0T BUJ
cBepXy Bce Oornee MpuBBIYHBIM. OJHOBPEMEHHO C 3THUM JIMHEIHAS IIEPCIIEKTHBA, CO-
NPSDKEHHAS ¢ MTOHATHEM TOPH30HTA U IIPEAIIONATAIoNIas eIMHUYHOTO HabmonaTens,
HaxOIALIEToCs B CTAOMIBHOM IIOJIOKEHHUH 10 OTHOIICHUIO K H300paKeHHIO, TePsieT
CBOIO 3HAYUMOCTH B HOJIb3Y MHOXXECTBEHHOI'O MOOWJIBHOTO B3IVIAIA, HE UMEIOLIETO
oz coboid ONOpEI B Ka4ecTBE TOPU3OHTA. B cBoeM BHIEO s mpeyiararo ocMOTPETh
Ha NPEAMETHl B IPUBBIYHOM PACCMOTPEHUH C TOYKH 3PSHHUS 3eMHOT0 Habromares,
a 3areM Opocuthes Ha HUX a fond perdu (Oe3HamexkHO), MOTOOHO TOMY Kak ATOPHO
OIUCHIBACT MPOLECC MTO3HAHMS, CIIOCOOHOTO NPUHOCHTH IUIOABL: HCIBITATh TOJIOBO-
KpYy>KEeHHe, KOTOPOe MO3BOJIUT Pa3inyarh NPeIMEThI U aBaTh UM UMEHa.

Today there is an abundance of images photographed from above. Google maps,
satellite and drone footage, among others, make the view from above ordinary. At
the same time, linear perspective, which is connected with the idea of horizon and
centered on a single and stably positioned observer, is giving way to a pluralistic
mobile gaze irrespective of the horizon. In this video I first look at objects from the
ground level and then drop the drone at them from above. It is meant to elicit a vertigo,
which, according to Adorno’s description of the cognitive process, will allow us to
distinguish objects and give them names.




Wnbsa Opnos

Dr. Strangelove or: How I Learned to Stop Worrying.

Buneo co 3Bykom
[IpenocrapieHo aBTOPOM

Ilya Orlov

Dr. Strangelove or: How I Learned to Stop Worrying.

Video with sound
Property of the author
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JBa dpoTodmnbpMa mpeacTaBiIsIFOT cOO0M HCTOPHIO OAHOM apXUTEKTYPHOH Pop-
MBI — T€0lIe3NIEeCKOH chepsl. ITO 00pa3 TPHAHTYIUPOBAHHOTO (TO €CTh MOKPHITOTO
CETKOHM M3MEpHTENbHBIX JINHMI) 3eMHOro mapa. C TpHaHTYISIUeH cBA3aHa IaBHSSA
MeuTa 4eJ0BeUeCTBAa 00 M3MEPEHNN 3eMIH M yNpaBieHUH eio. DUIbMBI KacarTcs
ocobenHocreit ncropuu reogesndeckux cep 8 CCCP u CIIIA B XX Bexke.

1. «Teomesnyeckast yromusny. POTOGUIEM U3 KOJUIESKIIUH M300payKeHUH To-
POK-TIayTHHOK Ha JETCKUX IuTomiagkax MOCKBBI M apXUBHBIX (DOTO «reose-
3UYECKON yTOIMHUHM» — OCOOOTO OOJBIIEBUCTCKOTO OTHOLIEHHS K MPOCTpPaH-
CTBY KaK K MHTEPHAIMOHAJIFHOMY IPOCTPAHCTBY INEPMAHCHTHONH MHPOBON
peBomroninu. CoBerckue reofe3ucTsl 1920-X romoB XOTeNu HMOKPBHITh TPHUAaH-
TYISIIIMOHHOMN CETKOH BCIO CTPaHy M BCIO 3eMITI0, X JCATEIBHOCTD OblIa IpH-
ocraHoBneHa B 1930-e. Ha cMeHy «reofe3ndeckoll yTOHMY MPHIIEI «KapTo-
rpadU9IecKuii peaan3my».

2. «Jluans DEW». ®orodmnem u3 apxusa nmuann DEW — BoeHHBIX paja-
POB B aMEPHKAHCKOM CEKTOpe ApPKTHKH. Pamapsl ObIIM 3aKIIIOUCHBI B Te0JIe-
3WYeCKUe KyToia KOHCTpYKInK bakmuHcTepa @ymiepa. MeTtagopuyaecku ux
TIOBEPXHOCTH BEIpakasia TO, YTO OHH COAEPKaJIN BHYTPHU: CETh KOMMYHHKAIMN
¥ TEXHOJOTHYECKOH nHppacTpykTypsl. Cam 00pa3 reome3ndeckoil cepsl sB-
JISICS OMHOM M3 MKOH aBrkeHust The Whole Earth, TecHO cBsi3aHHOTO ¢ Kaju-
(hopHMIICKOH MIEOTOTHEH.

Hukonait CmupHOB

Jlunus DEW. 2015
dotodpunsM co 3BykoM. 4' 22"
[penocrapieHo aBTOPOM

Nikolay Smirnov

Line DEW, 2015
Foto film with sound, 4' 22"
Property of the author

Two photo films present the history of an architectural form — the geodesic dome.
This is an image of a triangulated Earth, that is, the Earth covered with a network of
measuring lines. Triangulation is the humanity’s old dream to control and measure
Earth. The photo films tell the history of geodesic domes in the 20-century Soviet
Union and United States.

1. Geodesic Utopia. This photo film is composed of a collection of pictures
of child climbers in the form of geodesic domes in Moscow and archival
photographs of a geodesic Utopia — a special Bolshevik attitude to space as
an international space of permanent world revolution. The Soviet surveyors
in the 1920s wanted to cover all of the Soviet Union and the entire Earth with
a triangulation network. Their activity was suspended in the 1930s when the
‘geodesic Utopia’ was replaced with ‘cartographic realism’.

2. DEW Line. This photo film consists of archival images of the DEW line —
a chain of military radars in the Canadian and American Arctic. The radars
were enclosed in geodesic domes designed by Buckminster Fuller. Their
surface was a metaphor of what they contain and protect inside — a network of
communications and technological infrastructure. The geodesic dome became
one of the icons of The Whole Earth movement closely associated with the
Californian Ideology.

Hukonait CmupHOB

T'eooezuueckasn ymonus. 2015
dortodpunsMm co 3Bykom. 1'41"
ITpenocraBneHo aBTOpoM

Nikolay Smirnov
Geodesic Utopia, 2015

Foto film with sound, 1' 41"
Property of the author



THE NAMELESY RIVER
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Anexcannp bponckuii, Unes YTkun

Besvivannas pexa. Bymaoicnas apxumexmypa. 1986
Bymara, odopt. 78 x 59,5 cm
I'TT. UuB. 'PC-10748

Alexandr Brodsky, Ilya Utkin
Nameless River. Origamic architecture, 1986

Etching on paper. 78x 59,5 cm
State Tretyakov Gallery. Inv. TPC-10748
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Toran Kysenbaes, BsiuecnaB Apucros, Aunpeii 1Banos

Onnom 6o3podicoenus. 1985—-1989
Bymara, menxorpadus. 86 x 61 cm
I'TT. UnB. I'PC-11320

Totan Kuzenbaev, Vyacheslav Aristov, Andrey Ivanov
Propugnation of Reneissance, 1985—-1989

Scree print on paper. 86 x 61 cm
State Tretyakov Gallery. Inv. TPC-11320




Haranus I'onuaposa
W3 cepun GecripeIMETHBIX KOMIIO3HIMH, TOCBSIIEHHBIX TEME KOCMOCa

Ipocmpancmeo. 1958
Xomct, macino. 61 x 50 cm
I'TT. XK-1654

Natalia Goncharova
From the nonfigurative composition series devoted to the cosmic subject

Space, 1958

Qil on canvas. 61 x 50 cm
State Tretyakov Gallery
Inv. XK-1654

Haranus I'ongaposa
W3 cepun GecripeIMETHBIX KOMIIO3HIIMI, TOCBSIIEHHBIX TEME KOCMOCa

Ipocmpancmeo. 1958
Xoucrt, Macno. 99 x 64 cm
I'TT. UuB. XK-1655

Natalia Goncharova
From the nonfigurative composition series devoted to the cosmic subject

Space, 1958

Qil on canvas. 99 x 64 cm
State Tretyakov Gallery
Inv. XK-1655



Haranus I'onyaposa
U3 cepuu GecripeIMETHBIX KOMIO3UIINIA, TIOCBSIIEHHBIX TEME KOCMOCa

IIpocmpancmeo. 1958
Xorncer, Macio. 55 x 46 cm
I'TT. UuB. XK-2217

Natalia Goncharova
From the nonfigurative composition series devoted to the cosmic subject

Space, 1958

Oil on canvas, 55 x 46 cm
State Tretyakov Gallery
Inv. XK-2217

Haranus 'onyaposa

Opnamenmanvras komnosuyus ¢ envimu aunusaviu. Bropas nogosuna 1950-x
Opranut, Macio. 55 x 74 cm
I'TT". UnB. XK-1850

Natalia Goncharova

Ornamental composition with white stripes, late 1950s
Oil on fiberboard. 55 x 74 cm

State Tretyakov Gallery

Inv. K-1850



W3 HecKoNbKHX JECATKOB CO3JaHHBIX MHOIO KapTOWIOB CaMblil H3BECT-
- Helii — «[lonsipuzoBanHas 6uocdepa» (puc. 2), Tounee, «CeTeBOH MONIPU30BAH-
HbIi nangmadT». OH u3zodpereH B 1970 romy M mokasbIBaeT KeJaTeJIbHOE COoUeTa-
HUE MPHUPOIHOro JaHgmadra ¢ TOPOACKOM cpenod NpU MHUHUMYME KOHQIIHKTOB.
Topon u nuxas mpupoja paccMaTpUBAIOTCA Kak [Ba Iodroca Ouocepsl, paBHO
HeoOxoanMble YenoBeky. OHM pa3/iesieHbl IPOMEKYTOUHBIMH 30HaAMH, B KOTOPBIX CTe-
NeHb ypOaHW3aluK, UTHTEHCUBHOCTH XO3SIHCTBA, TNIOTHOCTH HACEJICHHSI BO3pacTaeT
OT IIPUPOAHOTIO IOJIOCA K TOPOCKOMY.

B HwxHe# yacTH uepTexa INMOKa3aH Pe3yNnbTaT IEepBOro Miara BO3MOMKHBIX
TpaHchopManuii 6a3uCHOr0 KapTouga — BBEJEH BOAOEM (MOpE WM 03€PO0), OTUEr0o
BCs KOH(UTyparys paJuKaibHO H3MeHuIacs. OHa eme Oonble IpeodpasuTcs, eciu
MBI BBE/IEM PEKH, TOpbl U T.J. Tak MOXKHO mepeiiTh oT BooOpa)kaeMoil MECTHOCTH
K peaJIbHOH.

Of a several dozens of cartoids that I created, the most well known is the “Polarized

biosphere” (fig. 2), or, rather, “A networked polarized landscape”. It was invented in

1970 and shows the desired combination of natural landscape and built-up environment
; with conflicts reduced to minimum. The city and the wildlife are considered as two

poles of the biosphere that the man equally needs. They are divided by intermediary
' zones with the degree of urbanization, intensity of economy, population density
increasing from the natural pole to the urban one.

The lower part of the drawing shows the result of the first step of possible
transformations of a basic cartoid — some water is introduced (a sea or lake), and this
radically changes the entire configuration. It will do even more so if we introduce
rivers, mountains, etc. This is how we can move from an imaginary terrain over to
the real one.
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Bopuc Ponoman

Honapuszosannas ouocgepa (u6). 30 mapra 1973
bymara, Tyms. 86 X 62 cm
[penocrapieHo aBTOpOM

s petedanead G g pa Boris Rodoman

Polarized Biosphere, 30 March 1973
Paper, ink. 86 x 62 cm
Property of the author




MONSIPHOE PACNONOXEHUE

Bopuc Ponoman

Tonapnoe pacnonodicenue y3108vix u 00HOPOOHbIX pationos. 9 uons 1990
Bymara, cmemanHas TexHuka, 65 x 90 cm
[IpenocrapieHo aBTOPOM

Boris Rodoman
Opposing arrangement of nodal and homogenous regions, 9 June 1990

Paper, mixed media, 65 x 90 cm
Property of the author

B Teopernueckoii reorpaduu pazinnvaroTcs paioHbI y3JI0BbIE U OHOPOIHBIE.
VY y3510BBIX palilOHOB MMEIOTCSl (PYHKIMOHAIBHBIE IEHTPBI — Y3JIbI KOMMYHUKAIUH,
LICHTPHI BIUSHUS U BIacTH. TakoBbI BCe a/IMUHUCTPATHBHBIE paiioHbl (B Poccun —
obnactu, Kpas ¥ T.I..), HO He ToJbko oHH. MHTepecytomue reorpadoB y3ioBble paii-
OHBI CO3/IaHbI JIEITEILHOCTBIO JIIOICH, HO B IPUPO/JIC TOXKE BCTPEUAIOTCs (Hanpumep,
B pacrpe/esIieHnl MypaBeiHUKOB, BOJYBHX JIOTOB U JIp.).

OnHOpOIHBIE PalOHBI BBIIENSIOTCS 110 OJHOMY TOCIIOACTBYIOIEMY IpPH-
3HaKy, KOTOPBI pacHpoCTpaHtH Ha WX TeppuUTOpuH moBcemecTHO. (DakTHyecku
OJHOPOAHOCTh M ITIOBCEMECTHOCTH YCJIOBHBI, 3TO TOXX€ HPOAYKT T'eHEpaIn3alHu.)
TakoBel Bce mpupoanble ((u3uKO-reorpadpuyeckue) o00NacTv, HaupuMmep,
benopycckoe Ilonecbe, IlpuBomxkckass MPOBHHIMS IIHPOKOIUCTBEHHBIX JIECOB,
IIpunoHckuit MeIOBOM palioH U T.II.

In theoretical geography, there is a distinction between the nodal and the homogenous
regions. Nodal regions have functional centers — communications hubs, centers of
influence and power. These include all administrative regions (in Russia, these are
oblasts, krays, etc.) but not only them. Nodal regions that geographers are interested
in have been created by human activity but also occur naturally (for example, in how
ant-heaps, wolf dens, etc. are distributed).

Homogenous regions differ by one and only dominating feature, ubiquitous
within its territory. (In fact, both homogeneity and ubiquity are tentative; they are
also a product of generalization). These include all natural (physiographic) areas
such as Polesye (Belarus Woodlands), Volga River basin broadleaved forest province,
Don River cretaceous region, etc.



EBrenuii Pycakos

U3 cepuu «Iopoo y mopsiy. 2005
Bymara, nBetHo#t ¢utomactep, nacreins. 29,5 x 42 cm
IIpenocrasneno ranepeeii «Kosuer», Mocksa

Evgeny Rusakov
City and the Sea series, 2005

Color fibrepen, crayon on paper. 29.5 x 42 cm
Courtesy by Kovcheg Gallery, Moscow
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EBrenuii Pycakos

U3 cepuu «I'opoo y mopsy. 2005
Bymara, uBetHoit ¢uiomactep, nacrens. 29,5 x 42 cm
IIpenocrasneno ranepeeii «Kosuer», Mocksa

Evgeny Rusakov

City and the Sea series, 2005
Color fibrepen, crayon on paper. 29.5 x 42 cm
Courtesy by Kovcheg Gallery, Moscow



EBrenuii Pycakos

U3 cepuu «I'opoo y mopsy. 2006
Bymara, nBetHoit ¢utomactep, nacrens. 32,5 x 50 cm
IIpenocrasneno ranepeeii «Kosuer», Mocksa

Evgeny Rusakov
City and the Sea series, 2006

Color fibrepen, crayon on paper. 32,5 x 50 cm
Courtesy by Kovcheg Gallery, Moscow

EBrenuii Pycakos

U3 cepuu «I'opoo y mopsy. 2006
Bymara, usetHoit ¢uiomactep, nacrens. 32,5 x 50 cm
IIpenocrasneno ranepeeii «Kosuer», Mocksa

Evgeny Rusakov
City and the Sea series, 2006

Color fibrepen, crayon on paper. 32,5 x 50 cm
Courtesy by Kovcheg Gallery, Moscow



Mutpodan bepunros

Cesepnas conama. 1927
Xomct, macio. 89 x 103 cm
I'TT. UuB. XKC-752

Mitrofan Beringov

Norhern Sonata, 1927

Qil on canvas. 89 x 103 cm
State Tretyakov Gallery
Inv. JKC-752



Bstuecnas Koneiiuyk

IIponem neonosnanuvix 06vekmog 6 Heuzgecmuom nanpagienuy. 1982
dortobymara, nBeTHas Qotoredars. 28,5 X 48 cm

Uus. HT I'd-165

I'Tr

Vyacheslav Koleichuk

Flight of the unknown object to the direction unknown, 1982
Color photoprint on photography paper. 28.5 x 48 cm

Inv. HT T'®-165

State Tretyakov Gallery




FMOKAJIbHOCTb U MPOCTPAHCTBO-BbITUE

DeHOMEH TepPUTOPHATHHON HISHTHYHOCTH BO3HUKACT TOTIA, KOTJa HEKas
0OITHOCTH (TpyIa JIOAEH, MECTHOE COOOIIIECTBO, HAITHS) COOTHOCHT CceOsl ¢ oIpeze-
JICHHOM TEPPUTOPHUECH, MECTOM, JIOKYCOM.

Bo Bropoii nonoBuHe XX Beka BO BCEM MUPE HAYaJICs KPUZHC TEPPUTOPHATH-
HOW HACHTUYHOCTH. DII0Xa TPAHCKOHTHHEHTAJIBHBIX IIEPEJICTOB M MUTpalnii pabouen
CHJIBI CO3/1ajla HOMQJIUIECKOTO, T.e. KKOUEBOT0», CYyOhEKTa, KOTOPBIH HE MOXKET JKECT-
KO MICHTH(PHUIUPOBATH ce0sl ¢ KaKOW-TO ONpeneieHHOW TeppuTopueil. B xadectBe
peaKIy MOSBUIICS OTBETHBIN COLMAIBHBINA 3arpoc Ha (HOPMHUPOBAHUE TEPPUTOPH-
QIBHOW MJCHTUYHOCTH KaK CBOCOOPA3HOW MCUXOIOTMYCCKON «IIPUBA3KI» KOUCBBIX
CyOBEKTOB U OMTHOBPEMEHHO KaK TOBapa Ha III00aIbHOM PBIHKE TyPUCTUIECCKIX YCIYT.
OTOT PEeHOMEH «II00aTN3aINIY» JIOKATHHOTO MOIYYIII Ha3BAHNE «TIOKAITBHOCTDY.

XyIOKHUKA aKTHBHO BKJIIOYHIIUCh B KOHCTPYHPOBAHHE MHOKECTBECHHBIX
IIOKAIBHOCTEH, TIIe KaXI0e, Jaxe caMoe nepudepuitHoe, MECTO MOXKET PACKPHITh-
cs KaK IMOTEHIIMAIBHBIN IEHTP: MOJIYYHTh CBOIO COOCTBEHHYIO CHCTEMY KOOPAWHAT,
COOCTBCHHYIO MU(OJIOTHIO — U TaKUM 00pa30oM YPaBHSATHCS MO CBOCH 3HAYUMOCTHU
C PETHOHATBFHBIMHU W HAIIHOHAILHBIMU IEHTPAMH.

ITepeBon JIOKaTbHOW HIASHTHUYHOCTH B IIMPOKUN (UIOCOMCKHNA PETHCTP
MO3BOJISICT BOCIPUHKUMATH JIFO00E TPOCTPAHCTBO Kak TelecHoe. [eorpad JImutpuii
3aMATHH TOBOPUT O MPOCTPAHCTBE-OBITHH, TIPOCTPAHCTBE KaK OTIEIEHON CYIIIHOCTH,
MPOSBIISIONIEM ceOs TOKaIbHBIMHA MICHTHYHOCTSIMH M TeHUSMH MecTa. B Takoi To-
TaTbHO TEJICCHON TPAKTOBKE KaXIbIil YSIOBEK — 3TO OTACIHHOE MPOCTPAHCTBO, KO-
TOpPOE CO-CYIIECTBYET B PEXKHME CO-IIPOCTPAHCTBEHHOCTH C MHOTOYHCICHHBIMU JPY-

TUMHU IPOCTPAHCTBAMH Ha PA3HBIX YPOBHAX. CaMoonpeﬂeneHI/Ie Haluy UJIM MECTHOT'O
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coo01ecTBa 3aMITHH TakXKe TPAKTYeT Kak (pOpMy *KH3HENESTEIbHOCTH MPOCTPaH-
CTBa, 00pa30BaHHOTO «TEJIaMM» PAa3HOrO MacIiTada: OT BCEro 3eMHOTO MIapa JI0 OT-
JEIIbHOTO YEJIOBEKA.

C mosiBJIeHUEM KOYEBOTO CyObEeKTa JIOKaJIbHAS! HASHTHYHOCTD Mepelia B Ipy-

TOH PETUCTP U CTaIa TaKOH kKe TeKydel U MOOMIFHOM, KaK HOMaJIHICCKUHA CyOBEKT.

OETEPPUTOPUANTU3ALINA U PETEPPUTOPUAJIU3ALINA

188

ITonsitue nerepputopuanuzauuu npempioxunu Xuns enés u denukc I'sar-
Tapu. B o0miem cMmpIciie OHO O3HadaeT MOKHUIAHWE, YXOI C OCBOCHHOH TEPPUTOPHH,
OPUYEM [TOHATHE KTEPPUTOPHUS MOHUMACTCS HE TOJIBKO B (PH3HMUYSCKOM, HO i B MCH-
TaJbHOM ILIaHE: KaK WIS, MBICIb, KOHIICTIT. B 3TOM KOHTEKCTE JIF000e TBUKCHUE,
1 TaXXe IBIDKCHHUE MBICIIH, OMMCHIBACTCS C IIOMOIIBIO AETEPPUTOPHAITN3AIIIH.

IIpomueccol aeTeppUTOpHATU3allii, MPOUCXOSIIINE B COBPEMEHHOM MHpE,
MMOPOXKIAIOT W OOpaTHBIA MPOILECC — PETePPUTOPHATH3AINHN, KOTJa BO3HHKACT
cBOEOOpa3Hast «TOCKa 10 YTPaueHHOMY», KeJIaHHE BEPHYTHCS Ha OOKUTHIE CTaphie
«TEPPUTOPUN», YTOOBI MTOYYBCTBOBATh YCTOMUUBOCTH, «IPUBSI3AThCSI K MATEPHUKY)

" OLIYTUTH ce0s KaKk HeYTO MOCTOSTHHOE.

THE GLOCALITY & THE SPACE-BEING

The phenomenon of the territorial identity arouses when a community of people
(a group of people, a local community, a nation) correlates itself with a specific terri-
tory, place, locus.

The second half of the XX century is characterized with the crisis of the terri-
torial identity. The age of the transcontinental flights and migration of the labor force
created a “nomadic” subject that can’t identify him or her self with a specific territory.
As areaction to that a social demand for a territorial identity aroused. On the one hand
it was aimed to tie the nomadic subjects to a certain place and on another it was an
article of trade on the global market of tourism. This phenomenon of the globalization
of the local was named the glocality.

Artists took active part in the construction of multiple glocalities where every
space even the most peripheral one can manifest itself as a potential center: it can get
its own coordinate system, its own mythology and thus become as significant as the
regional and national centers.

The shift of the local identity to the wide philosophic register lets us perceive
any space as corporal. When Geographer Dmitry Zamyatin speaks about space-being
he defines space as an independent essence that manifests itself in local identities and
multiple Genios loci. In such totally corporal interpretation each person is a separate
space that coexists with other multiple spaces in the co-spatial mode on different
levels. Dmitry Zamyatin interprets the self-determination of the nation or local com-
munity as a form of life activity of the space made up by the bodies of different scales
such as the globe or a certain person.

The emergence of the nomadic subject led to the shift of the local identity into

another register and it became as flexible and mobile as the nomadic subject.
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DETERRITORIALIZATION & RETERRITORIALIZATION

The term deterritorialization was proposed by Gilles Deleuze and Félix Guat-
tari. In the general meaning it is leaving, abandoning the reclaimed territory and the
notion “territory” refers not only to the physical but to the mental aspect as well, it
can be an idea, a thought, a concept. In that case any movement even the movement
of a thought is described with the help of deterritorialization.

The processes of deterritorialization that happen in contemporary world lead to
the inverse processes of reterritorialization — a particular longing for something that is
lost, a desire to come back to the old reclaimed territories to feel tied to the mainland,

stabile and permanent.
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Enena bepr

Taiiea. 2004
Bupneo 6e3 3Byka. 62' 11"
[penocrapieHo aBTOPOM

Elena Berg

Taiga, 2004
Video without sound, 62' 11"
Property of the author




PA3TAIKA

O rpaHMIax MpoCTpaHCTBA MOJ Ha3BaHWeM Poccus, 0 mouckax IeHTpa u Ie-
pudepun, o Mmecte Poccuu B COBpeMEHHOM MUDE s 33]lyMajicsi O4€Hb JaBHO, H ITOMY
MOCBSIIIEHO HEMaJIo MOMX padoT. Poccust B BUIle KapThl KoUYeBaJla y MEHs M3 OIHOU
paboThl B Ipyryro, CTaB BIIOJHE >KUBBIM, MEHSIOIIMMCS nepcoHaxkeM. OHa TO Mcye-
3aja, TO MOSIBJISUIach B MHOM M3MEPEHHH, TO Halaajia Ha camy cebs, TO IIPOTUBOIIO-
cTaBisia cedsi KOMY-TO, TO CTAHOBMJIACHh €/1Ba 3aMETHOH OnenHoit Tenpto. Tak win
HHa4e, 3TO BCE «CIIOP CIAaBSH MKy cO000», OTpaKeHHE BEYHOTO CIIOpa 3alaIHUKOB
U CIIaBIHO(UIIOB, MPUHUMABIIICTO 32 J[BA CTOJICTHUS CaMbIe Pa3HbIC (JOPMBI.

CaM 4 He OTHOIIIYCh HH K TeM, HH K IPYTUM, COOJTIONIal0 TUCTAHIIUIO, HAXOAACh
B «HEUTpaJbHOI 30HEe». Mexay HUMH, MeXay BocrokoMm u 3amamom, MexIy JHEM
U HOYBIO, B CYMEpPKax, B «I0JI0CE HepasnuueHus». J{ist MeHs 3To Haubosee aqeKBar-
Hasl O3UIKS, 3bI0Kast U HEeYsA3BUMasi ONTHOBPEMEHHO. B 3TOM MeHTalIbHOM NPOCTpaH-
CTBE 51 4YBCTBYIO ce0s1 Hanbosiee KoM(pOPTHO.

Cama Poccust st Mupa B KaKOM-TO CMBICJIE — OTPOMHAs U 3arajgodHasi Hel-
TpaJibHasi 30Ha, KOTOPYIO, KaK MasTHUK, UCTOPHUS PACKauHUBAET TO B OJIHY, TO B APYTYIO
CTOPOHY, TOBOAMT /10 KpaifHOCTEH U omATh pa3BopadnBaeT odparHo. [laccaxupsl Ha-
OuBaroT cebe MpH 3TOM CHHSKH, HO C 3aBH/IHBIM YIIOPCTBOM BCE €Ile KPEIKO YAePKH-
BaIOTCSI Ha TOBEPXHOCTH.

B moeit naBueii cepuu 1987 rona «3arankay s, HOXadyi, BIEPBBIE HCIIOIB30-

BaJ Kapty Poccun kak mepconax. OHa U €CTh «3arajkay, TOJIBKO €€ HIIyT CpeTHEeBe-
KOBBIM CXOJIACTUYECKUM METOAO0M Torcka bora uepe3 oTpuiianue, ¢ nepeyucieHieM
BCEro Ha cBeTe. Y MeHS MEepEeUHCISIOTCS BCce 0OMTaeMble MaTEpPUKU C MPUCYIIUMU
UM cBoiicTBaMH, HO Ha KapTax Poccust orcyrctByer. OHA, KOHEYHO, TaM €CTh, HO
MIPUCYTCTBYET B MHOM H3MEPEHMH, MEPHECHINKYISIPHO OcTanbHOMY Mupy. U ecnu
Ha KapTe Mupa MOCKBa — 3TO KpacHas TOYKa B ITyCTOM IIPOCTPAHCTBE, TO B Iep-
MEHAUKYJSIPHBIX Teii3akax Poccuy KOHTHMHEHTHI CTaHOBATCA oOimakamu, MockBa
oka3biBacTCst conHieM. CepeOpsiHbIe MApUKU, HAXOASIIHECS B TPETHEM U3MEPCHHH,
00pasyroT HeKHe NCEeBI0HaYYHbIE IPa(UKU C OITOPHBIMU TOUYKaMHU, Y€M OKOHYATEIEHO
3aMyTHIBAIOT JIFOOOTO, KTO TOMBITAETCS HAUTH MPOTAXY.
Bnanumup Muposenko Yepes HECKOJIBKO JIET TOCIIE CO3MaHMs 3TOM padOThI s HA IOJTUE TOABI OKa-
3ajicst JkuTeNneM 3anaaHoi EBporsl 1, Oposis o TAMOLITHUM MY3€siM, yOSAHIICS B TOM,
YTO JACHCTBUTENBHO HUKakoW Poccnu Tam HeT. OHa, KaK MPaBUIIo, ONUCTATENBHO OT-
CYTCTBYET B KPYIIHEHIIINX MYy3€sX €BPOIEICKOroO U a3uaTcKoro uckyccrsa. Hy yem He
3arajaka?

3acaora. 1987

Uncramnaaus

JlepeBo, MmiacTuk, Kiesimas IJIeHKa, opakai, cepedpsiHas ¢onbra. 42,7 x 42,7 x 3 cM (kaxaas)
IpenocrapieHo aBTOPOM

Vladmir Mironenko BaagumMup MUPOHEHKO

Mpystery, 1987

Installation

Wood, plastic, glue film, oracal, silver paper. 42,7 x 42,7 x 3 cm (each)
Property of the author



THE KEY

by VLADIMIR MIRONENKO

Long ago I started to think about the borders of the space called Russia, the search for
the center and the periphery, the place of Russia in the contemporary world — and
quite a few of my works conceptualize this. The image of Russia as a map travelled
from one of my works into another, becoming an alive and changing character.
Sometimes it disappeared and then appeared in a different dimension, attacking itself,
opposing itself to somebody, or becoming a weak shadow. This or that way, all of this
is the “slavonic kin among themselves contending”, a reflection of the eternal dispute : " E

between the Slavophiles and the Westernizers, which took different shapes over two i Frm LR TR R neTT i FEA EL IPTHIL DR (TP
centuries. | ANy

I don’t join this or that side, staying at a distance in the “neutral zone” —
between them, between the East and the West, day and night, in the twilight, in the
“indistinction band”. It is the most adequate position for me, shaky and invulnerable
at the same time. I am most comfortable in this mental space.

Russia is a huge and mysterious zone for the world, which swings like
a pendulum from side to side, goes to extremities and then turns back. The passengers
get bruises, but obstinately cling to the surface.

In my series of 1987 called “Mystery” I used the map of Russia as a character
for the first time. It is the “mystery” itself, but it is being solved with medieval
scholastic means, when people were searching for the God through negation, naming
everything else in the world. I show all the inhabited continents with their features,
but Russia is absent on these maps. Of course, it is present there — but in a different
dimension, perpendicular to the rest of the world. If Moscow on the world map is
a red dot in empty space, in the perpendicular Russian landscapes the continents turn
into clouds, Moscow turns into the sun. Silver balls in the third dimensions form some
pseudoscientific graphs with reference points, by which they confuse anybody who is
looking for the loss.

In a few years after this work I became a resident of the Western Europe for
many years, and walking along the European museums I saw that indeed there is no
Russia there. It is normally brilliantly absent in the biggest museums of European and
Asian art. Isn’t it a mystery?
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NOBOPOT PEK

Haspanme paOoOTHl HAIOMHHAET O TPAHIMO3HOW COBETCKOW aBaHTIOpE —
ITOBOPOTE CEBEPHBIX peK. M XOTA TOT HE CITYIHBIINIACS IIOBOPOT YKE B IIPOIILIOM, HEI-
HEIIHUE 3aTeH 10 MePEKPOIKE MOMUTHYSCKON KapThl HOPOH HE YCTYMAIOT eMy B 0e3-
OTBETCTBCHHOCTU. B 3TO# KHUTe Tomorpadudeckne mpeodpa3oBaHus pycia Boiru
JUIIE MeTadopa IMEHTPOOCKHBIX aMOUIHIA MOJUTHKOB, MICOJIOTOB H MPOKEKTEPOB,
3a0pIBarOINX, 4To Ha Bonre, mo cmoBam B.B. Po3aHoBa, Bce «cBsi3aHO U pa3BsA3aHO,
0000IIeHO OJJHIM JAYXOM ¥ OTHOIO MTUTATEIFHOO BIArol0 BOJ ATOTO Tea — Bour...
¥ JaBHO CJIEAOBANO OBl HE pa3lelisaTh Ha TyOCpHUH 3TOT MU — JIO TOTO CBA3aHHBIN
W eIUHBIN, 10 TOTO OOIIHIA M Hepa3IeIbHBIA — a CIIUTh €T0 B OTHO!»

EBreuuit CTPEJIKOB

Esrenunii Ctpenkos

Ilosopom pex. Knura xynoxxsuka. 2004
Bymara, menkorpadus. 23 x 34 cm
IIpenocrasneno aBTopoM

Evgeny Strelkov
River turn, Book of the artist. 2004

Screen print on paper. 23 x 34 cm
Property of the author
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RIVERS REVERS

by EUGENE STRELKOV

The title of this work is reminiscent of an epical Soviet-era venture: reverse of the
Northern rivers to the south. Although that turning did not take place and is far back
in the past, modern contrivances to redraw the political map are sometimes little less
irresponsible than that project. Topographic transformations of the Volga river bed
described in this book are only a metaphor for centrifugal ambitions of ideologists
who forget V.V. Rosanov’s words stating that on the Volga “everything is united by a
common spirit and the common nourishing sap of the waters of this body, the Volga...
and ages ago one should have stopped separating this world, so connected and united,
so integral and inseparable, into provinces and merge them into one!”
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BEHEPA W IONUTEP. KATAJIOT NPOCTEWULUMX HABJTOAEHWIA.

B pabote oTpaskeH MHTEPECHBIH acTpOHOMHUYECKHU (GeHoMmeH. Peus maer o
SIBJICHHH, KOTJIa /1Ba HEOSCHBIX Tela, BUJUMBIX Ha HEOe, CTOSIT PSIIOM — aBTOp MMell
BO3MOXKHOCTH HaOJIOIAaTh €r0 BO BpeMsl MOPCKOro moxona y oeperos CeBepHoit Ad-
PHUKH KOTJIa MAKCHMAJIbHO COMM3MINCH IIaHeThl Benepa u FOmuTep.

B kHHre 5TH /Be SpKHE TOYKHU I0JAraloTcsi OCHOBHBIM (DOKYCOM Ka)XJIO0TO
nu300pakeHns. PHCYHKH NPHUXOTINBO «IIJIABAIOT» MEXIy HAaTYpPHOM 3apHCOBKOH U
uieorpaMMoii-pedycom. XyInoKHUK 0003HauaeT 3/1eCh O4epeTHOMN «Kpail cBeTa»: mo-
Oepexbe CeBepHOl ATinanThku, Marpub anb-Akca («kpaiiHuil 3amazy), npeBparias
00BIICHHOE B «HE3HAEMOE», B OeJble MATHA Ha KapTe, TPEOYIOIe HOBBIX OITUCAHUIA.

MeauanpunoxxeHre K KHUI'e — aHUMalMoHHbIH ponuk «Underway» — urpa-
€T POJIb BCTABHOI HOBEIJIBI, HO B TOXE BpEMsI SIBJISETCS] CAaMOCTOSTENIbHON PaboTOl.
B ¢unbmMe mintrocTpupyoTes oTAeIbHbIC U3BICYCHUS U3 MeXIIyHapOAHBIX MTPaBUII
IpeAynpexIeHUs] CTONKHOBeHUs cyfoB B Mope (MIIIICC-72), 4ro mo3BoisieT Hc-
NOJIb30BaTh €r0 B KaUeCTBE HAINISTHOTO ITOCOOHS.

Anjapreit CY3IANEB

VENUS & JUPITER. A CATALOGUE OF THE SIMPLEST OBSERVATIONS.

by ANDREY SUZDALEV

This work focuses on an interesting astronomic phenomenon: two visible celestial
bodies coming close to one another. The author saw it with his own eyes during a
marine tour near the shores of the Northern Africa when Venus and Jupiter got as near
as possible to each other.

In the book these two bright spots form the main focus for every image. The
pictures sway between a sketch from nature to an ideogram, a puzzle. The artist shows
a “world’s end”: the shores of the northern Atlantics, Maghreb al-Aqsa (“the extreme
West”), thus turning the trivial into the unknown, into white spots on the map which

Angpeit Cysnanes require new descriptions.

The book has a media appendix — an animation movie “Underway”. It is an
Benepa u IOnumep. 2015 insert story and an independent work at the same time. The film illustrates closures
Kapron, Gymara, nu¢poBast nedars, BEIpyOKa, JOIOTHUTEIbHBIE BKISHKH. 28 X 15 x 8 cm from the International Regulations for Preventing Collisions at Sea and can be used

Co0OCTBEHHOCTDH aBTOPa . .
P as a teaching aid.

Andrei Suzdalev

: E ""':“,1'1.
Venus and Jupiter, 2015
Cardboard, paper, digital print, cut, insets. 28 x 15 x 8§ cm ‘ L
Property of the author & - <ok
- > T n e
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Kupunn CapueHkoB

Echo. 2015
Hd-Buzeo co 3Bykom, 12' 48"
[penocrapieHo aBTOPOM

Kirill Savchenkov

Echo, 2015
HD-video with sound, 12' 48"
Property of the author

ABrop oOpamaercs K mpoOieMaTnke KOHCTPYHPOBAHUS HAEHTHYHOCTH
B KOHTEKCTE IIOCTCOBETCKOI'0 TOPOICKOT0O IMPOCTPaHCTBA. Takoe MPOCTPAHCTBO MOXO-
e Ha pyHHY HJeH, Jexalieil B GQyHIaMeHTe COBETCKOTo npoekTa. OHO 3KJIEKTHYHO
COWIEHSET B cee CIIeAbl COBETCKOTO IPOSKTa M (pParMeHTH COBPEMEHHOTO KaluTa-
nmu3Ma 00pazoB. HeynuBuTensHO, 9TO MeTareorpadusi CTAHOBHTCS CaMOW aJJleKBaTHOU
MIPAKTUKON OHUMAHUS TaKOIO CIIOKHOTO MPOCTpaHcTBa. Buaeo sBiseTcs skpaHusa-
1yel aBTOPCKOM KHUTH «AiicOoepry.

B HoBesie meperuieTaroTcsl TPY YacTH, KaKaash U3 KOTOPBIX siBisiercst (op-
MOW BOCHPHUSTHA NEHCTBUTEIBHOCTH M OTHOLUIEHHH C MaMATBIO ITPOTArOHUCTA.
IepBast yacth — 3T0 (paHTacTHUECKHH paccka3 O KOJOHHM3ALMH WHBIX MHPOB (COH
MIPOTAroHUCTa), BTOpas 4acTb — BOCIIOMHHAHHSA O €T0 IOHOIIECTBE, U TPEThSI —
pasroBOp JABYX IEPCOHAXEH (IMaor B3AT W3 OpHIMHAIBHOrO cepuana Mad Man),
OJIUH U3 KOTOPBIX — HadaJIbHUK COBPEMEHHOTO KPEaTUBHOIO areHTCTBA, a BTOPOil —
MIOAYMHEHHBIN, OBIBIINI XyTOXKHUK-(POTOrpad (ansrep ro nporaroHucra). B Buaeo-
paboTe nepernIeTarTCcs BHEIIHEE U BHYTPEHHEE, OIBIT 1 3HAHNE TOBCEIHEBHOM JKU3-
HU CHIaJIbHOTO paiioHa. ITox coMHEHHEeM OKa3bIBAETCS pa3rpaHUUCHUE HEPEAIbHOCTH
1 JeWCTBUTEIHFHOCTH MpOoTaroHucTa. [1omoOHOe HapsHKEHHE B YeM-TO CBOMCTBEHHO
MHpOCHCTEME 00pa30B U CMBICIOB, CHOPMHUPOBABILIEHCS B TOCTCOBETCKOM IPOCTPaH-
ctBe B 1990-2000-x rogax.

The author investigates the process of construction of the identity in the context of
post soviet urban landscape. Such landscape is similar to the ruin of the idea, which
gives a rise to the soviet project — today this ruin combines the footprints of soviet
project and the fragments of contemporary capitalism of images. It’s not surprising
that metageography became the most adequate practice of understanding such
complicated space. The video is the screen version of the self published artist book
Iceberg.

There are three main narratives mixed in the book — each one is the form of
perception of the reality and relations with memory of the protagonist. One of the
narratives is a fantastic story about the colonization of alternatives worlds, the next
one is some memories of protagonist’s childhood, and the last one is the dialogue
extracted from the Mad Men series. There is a interlacement of the inner and outer,
experience and knowledge of everyday life. The ability to divide the unreality and
reality of the protagonist. Such tension is inherent to the world-system of images and
meaning, formulated in post soviet space in 1990s—2000s.



EPHOARTOAOrHYECK AN
KAPTA COCH

LARE CRLAACTH FCH O FHE R S PLEC T o

Banepuii Kinamm I'eopruit Kusesanstep

Poounxu na kapme. 2009-14 Bocnomunanue o Axymuu. 1988
®dorobymara, nevars. 20 pororpaduii — 21 x 30 cm (kaxknas); kapra — 120 x 120 cm CwMmemanHas TexHuka. 125 x 204 cm
CoOCTBEHHOCTB aBTOpa I'tr

Valery Klamm Georgiy Kiesewalter

Moles on a Map, 2009-14 Reminiscing Yakutia, 1988

Print on photographic paper. 20 photography — 21 x 30 cm (each), map — 120 x 120 cm Mixed technique. 125 x 204 cm

Property of the author State Tretyakov Gallery



C 2013 mo 2015 rox s pororpaduposan B Pecriyonrike Mapwuit 9 — Tam yxe
MHOT'0 BEKOB HBeT Hapoj Mapu. Koraa npuesixaro B MapuiicKue JepeBHHU, OKPYIKEH-
HbIC APpEMYYUMHU JIECAMHU, BCCTJla BICUHATIIACT TUIIMHA, KOTOPYIO MHOT/Ia HapyUIaroT
BeTpa W MeHHE NTUll. MEeCTHBIC KUTEIH MHOTIA PACCKA3hIBAIOT O OCJIOi M yepHOU
Marvy U JpyruxX HeoObIYHbIX siBlIcHusIX. Koria st ObL1 B MApUICKOM JIecy, CIIyIIIal, Kak
BETEP KOJIBIIIET 6ep630BI)Ie BCTBH, U 3TO HAIIOMHHUJIO MHE O KOJIJOBCTBEC, A3BIYCCKUX
60rax " CBEPXBECTCCTBCHHBIX ABJICHUAX, O KOTOPBIX pacCKa3bIiBaJll MCCTHBIC.

Hxyry KyBAKUMA

Hkypy KyBamxuma

Llecmv pomoepapuit uz cepuu «Mapuii dny. 2014
dotobymara, 1iBeTHast meyath. 40 X 60 cM (Kaxmas)
[IpenocrapieHo aBTOPOM

Tkuru Kuvadzhima
6 fotos from the Maryi El series, 2014

Color print on photography paper. 40 x 60 cm (each)
Property of the author

PTG

From 2013 to 2015, I photographed in the Mari El Republic, where the Mari people
have been living for many centuries. When I visit their villages surrounded by the
deep forests, I’m impressed by the silence, which is intervened the shivering branches
and the songs of the birds. The locals sometimes tell you about white and black magic
and other strange phenomena. One day, when I was in the forest in Mari El, I heard the
birch’s branches sway, which somehow reminded me of the witchcraft, Mari’s gods
and supernatural phenomena that the locals talked about.

IkurU KuwaJiMa

Me.: 8927871777
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Kapma aomunucmpamusnoco denenus Aovieetickotl agmoHomMHol obaacmu

Kpacronap, ragano 1930-x
Ileuats MHOTOKpacouHas. 62,5 x 82,5 cm
I'M. Uns. 4926

The Administrative Map of the Adygea Autonomous Region

Krasnodar, the beginning of 1930s
Polychromatic printing. 62.5 x 82.5 cm
SHM. Inv. 4926




Omuoepaguueckas kapma napooa Poccuu uz pakcumunbrHo2o uzoanus nepeo2o moma
«Yepmeoicnoii knueu Cubupuy Ceména Pemesosa 1701 e.

M., 2003

[Teuars MHOTOKpaco4Has. 56 x 80 cM (pa3BopoT)
WuB. TO-12554/1

I'mm

The ethnographic map of Russia from a facsimile edition of the first volume
of the Atlas of Siberia by Semen Remezov (1701)

M, 2003

Polychromatic printing. 56 x 80 (double-page spread)
Inv. T'O-12554/1

SHM




HWpuna JIyOposckas

Tenecpamma. 2004 Banepwii I'epnoBun
Mera, miactMacca, Gymara, 1epeBo, akpiJl, KapaHaall, Tunorpadckas rneJyarb,
MAaIIMHOIMCHBIN TEKCT, JIaK. 42 X 32 x 26 cM quamMeTp 26 cM I o6yc CCCP. 1970-¢
Wue. HT O-360 Kapton, Gymara, miacTMacca, MeTaul, KoJulax, peau-meitn. Beicora 57,5 cm; nuamerp 41 cm
I'Tr Wus. HT O-507
I'Tr
Irina Dubrovskaya
Valery Gerlovin
Telegram, 2004
Metal, plastic, paper, wood, acryl, pencil, typographic print, Globe of the USSR, 1970s
typed text, varnish. 42 x 32 x 26 cm, diameter 26 cm Cardboard, paper, plastic, metal, collage, ready-made. Height 57.5 cm; diameter 41 cm
Inv. HT O-360 Inv. HT O-507

State Tretyakov Gallery State Tretyakov Gallery
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Kuura nocesiieHa poccuiickoMy akazeMuKy Hatypanucty Camymny Lotauly
I'eopry I'menuny, coctaBuBmemy B 1770 rogy Tabnumy npuObUIM U yOBUTH BOXBL B
Bonre npu AcTpaxaHu M OTNPaBHBIIErocs ABYMs FOJaMH NO3KE B IPUKACIHUNCKHE
CTpaHBl, Te OH ObUI 3aXBa4eH B IIJIGH XaHOM YCMeeM U ymep B 1774 rony B 3aTo4eHHU
OT BCEBO3MOXKHBIX JIUIICHUI B AXMEIKEHTE.

B kHure npuBonsTCS OTPHIBKU U3 IIyTE€BOTO JHEBHUKA ITyTEIICCTBEHHUKA, A
TaKke 00paboTaHHbIe (PPArMEHTHI €T0 3aPUCOBOK: NTHUIEI M IPBI3YHBI — OOUTATENN
BOJDKCKOM JENBTHI, KapThl, YBPA)KH, H300pKEHUs PHIOALIKUX CHACTEH U TaTapCKUX
MY3bIKaJIbHBIX HHCTPYMEHTOB. JOMOMHUTENBHBIM BU3YalIbHBIM PSIIOM CTaJId PUCYH-
KU U3 CTapUHHBIX SHIUKJIONEIUH 1 aTiIacoB, a K TeKCTaM J0OaBHIICS HOCBAIIECHHBIN
repol0 KHUI'M aBTOPCKUH CTUXOTBOPHBIM KoMMeHTapuil. HakoHel, Ha 4eTbIpex cTpa-
HHLaX KHUTH [IPUBEAEHBI IpadUKy NOCTPOSHHBIX Ha Tabnunax I'MenHa namepeHnit
YpoBHS BoAbI B AensTe Bonru BecHoit 1770 roxa.

MenuanpunoxeHue K KHUTe — aHUMAIIMOHHBINA POJIUK CO 3ByKOM, CHHTE3H-
POBAaHHBIM M3MEHEHHEM YPOBHS NaBoaka. Tabmuma U3 map 4ducen Ha KaKIbIH JIeHb
(dyTer 1 mroiimbl) ykpacuiaa Bropoit Tom «Ilyremectsuii...» Camyuina ['menuna. AB-
TOPBI POJIMKA IPEBPATHIIN 3TOT YHCIOBOM MAacCHB B MY3bIKaJIbHYIO TPEIb — BBICOTA
«CTOIOMKAY YPOBHS BOABI ONpeesisiIa BEICOTY TOHA B 3BYKe.

Esrennii Ctpenxos, npu yuactun Anekces [{nbepesa u Jmurpust Xazana

Tabnuya I'menuna. 2015
Bymara, kaproH, menkorpadus, nudposas neyarb, BRIpYOKH, BKieiiku. 24 x 17 x 3 cm
IpenocrapieHo aBTOPOM

Eugene Strelkov, with participation of Aleksey Tsiberev & Dmitry Khazan

Gmelin's Table, 2004
Cardboard, paper, screen print, digital print, cut, insets, 24 x 17 x 3 cm
Property of the author

The book tells about Samuel Gottlieb Georg Gmelin, marine biologist, Russian
Academician, who made up a table of water onflows and outflows in the Volga
River near Astrkhan in 1770, and two years later left for Caspian countries, where
he was imprisoned by Khan Usmey and died in 1774 of ill treatment in captivity in
Akhmedkent.

The book includes fragments of the notes of the traveller’s journey, as well as
processed drawings by Gmelin: of birds and rodents living in the Volga estuary, maps,
etchings, drawings of fishers’ tackles and Tatar musical instruments. Additional images
are taken from old encyclopediae and atlases, and the original texts are supplemented
with the authors’ comments in verse about Gmelin.

The book is supplemented with a video clip accompanied with sounds
synthesized from the shape of variations in the water levels tabulated by Gmelin. The
table consisting of a pair of numbers (feet and inches) per day adorned the second
volume of Samuel Gmelin’s “Travels...”. The authors converted this array to a melody,
where the height ofd the water column determined the sound pitch.







NCUXOTEOrPA®UA

Wnes ncuxoreorpaduu, npeanoxeHHas: GpaHIly3cKUMHA CUTYallUOHUCTaMH B
1960-e roxsl, npeanonaraeT NPakTUKy MHIMBUAYaJIHHOTO MM TPYIIIOBOTO IICHX0a-
HaJlu3a TeX WIN WHBIX MyOJINYHBIX MPOCTPAHCTB, U MIPEXK/E BCEro ropoackux. Pyko-
BoJCTBYsICh Te3ucoM Kapia Mapkca, KOTOpBIit yTBEp KA, 4TO B KAIUTATHCTHUECKOM
ob1ecTBe BpeMsl yOHBaeT MPOCTPaHCTBO, CUTYALMOHUCTHI MBITAICh BEICTPOUTH HO-
BYIO CHCTEMY TPOCTPAHCTBECHHBIX OPHEHTHPOB B IPOIIECCE MPOTYIOK O€3 LETN W ¢
abcypIHbIM crieHapueM. TakuM 00pa3oM OHHU pa3pyLIaiy aIrOPUTMBI KIIPABHIBHOTO
TICPE/IBIKEHUS», 3aJaHHOTO CUCTEMOM FOPOACKUX YIIHII.

[cuxoreorpady He 00s13aTeIBHO (PUKCUPOBATH CBOU HAOIONCHHUS, TIOCKOIBKY
ropasio BakHee JJIsl Hero J0OMThCsS M3MEHEHUH B co3HaHUM. [IpakTUKY IIPOryIoK BO
BTOpPO# mostoBuHE 1960-X Taxke MCTIOBEIOBAIN aMEPUKAHCKHIE W aHIIMACKUE TIPEea-
CTaBUTEIH JICHI-apTa U KOHIIENITYaJIbHOTO UCKYCCTBa, Takue Kak Pobeptr CMHUTCOH 1
Puuapn Jlonr.

B CCCP HexoTopble acleKThl cuxoreorpaduu MposiBUINCH B MACCOBOM TY-
PHUCTHYECKOM ABHXXEHHH, HO TIOJUIMHHBIM 00pa3IoM IcUXoreorpapuieckoil paKTu-
Ku cTana nmoBectbh Benemukra Epodeena «Mockpa — IleTymikm», a TakiKe psi aKIHid
rpymmsl «KomieKTuBHBIE AeHcTBUS» U Tpynnsl «Myxomopy. Bo BpeMs oqHo# U3 Ta-
KHX aKIUH{ y9aCTHUKH IPyHIbl « MyXOMOp» LENbIil 1eHb — OT OTKPBITHS O 3aKpPbl-
THSI — TPOBeJI B MOCKOBCKOM METPOTIOIMTEHE, BCTPEUasiCh CO CBOMMH 3HAKOMBIMH
Ha pa3HbIX CTAHLUIX U BETKaX.

I'eorpa¢ bopuc Pogoman Ha MpoTsSHKEHUH MHOTHX JIET CKPYIYJIE3HO 3aIUChI-
BaJI CBOM €XKEHE/IENIbHBIC MEIIEXOIHbIC MAPIIPYTHI BHIXOJHOIO JHS, a TAKXKE IPyrHe
myTemecTBus. Ero JbDKHBIE MapuIpyThl, OTOOpPaKCHHBIE B «KapTOMIAX)», MOXKHO
BOCIIPHHUMATh KaK TOMBITKY ()OPMUPOBAHMS JIMYHBIX NMPOCTPAHCTB, albTEPHATHB-
HBIX OOIEMY NPOCTPAHCTBY C CHCTEMOH 3aJlaHHBIX LEHTPOB W OPHEHTUPOB. DTH
IIPOCTPAHCTBa, 00yCIIOBIEHHbIE JINYHON UCTOPUEH M MHIUBHUAYaIbHOW MU(DOIOTHEH,
y)Ke MpHHaUIekaT reorpaduu mocTMoJepHa, B KOTOPOW MCYE3ar0T TPaaHIHOHHbIE
HOHSATHA LIEHTPa U epudepuu.
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PSYCHOGEOGRAPHY

The idea of psychogeography was proposed by the French situationists in the 1960-ies
and suggests a group or individual psychoanalysis of certain public spaces, first of all,
urban spaces. Guided by Karl Marx’s thesis that in the capitalist society the time kills
the space the situationists tried to build a new system of spatial reference points in the
course of hanging around without any aim or with an absurd scenario. In this manner
they destroyed the algorithms of the proper behavior predetermined by the system of
city streets.

A psychogeographer doesn’t have to fix the observations because the change in
the state of mind is more important. In the second half of the 1960-ies American and
English land artists and conceptual artists such as Robert Smithson and Long Richard
also practiced this kind of walks.

In the USSR some aspects of the psychogeography became a part of mass
tourism but the best example of psychogeographic practice is Venedikt Yerofeyev’s
story “Moscow-Petushki” and actions of art groups “Collective actions” and “Fly ag-
aric” (Myxomop). In the course of one of such actions the members of the group “Fly
agaric” spent all day in the Moscow metro since it opened till it closed and met their
friends on different stations.

Geographer Boris Rodoman meticulously put down the routs of his weekend
trips and other journeys for many years. His ski routs mapped in the geocartoids can
be perceived as an attempt to form a personal space that would be alternative to the
common space with predetermined centers and reference points. These spaces de-
termined by a personal story belong to the postmodern geography where traditional

notions of the center and the periphery disappear.




Jmutpuii [1naBunckuit

Kapmoepadghus cmpaxa. 2005

Xoicr, akpui, cMmernanHas TexHuka. 100 x 100,5 cm (kaxaast 4acTh)
Wug. KC-6917/1-4

I'Tr

Dmitry Plavinsky

Cartography of Fear, 2005

Aryl, mixed technique on canvas. 100 x 100.5 cm (each)
Inv. XKC-6917/1-4

State Tretyakov Gallery



JIbDKHbIE MAPLLPYTbI NOAMOCKOBbS

3T0, CTPOrO TOBOpS, HE COBCEM KapTOWI, a KapTOCXeMa, COCTaBIICHHAs IO
mpochk0e PyKOBOACTBa BCECOrO3HON HaydHO-HCCIENOBATENbCKONW JTa00paTopun Ty-
pusma u 3kckypeuit (BHUJITD) na CxomHe, TA€ 4 B Ka4eCTBE HAyYHOTO COTPYIHHUKA
HecKoNbKo JieT (B 1986—1990 rogax) momydai 3apruiaTy nociie u3rHanusi u3 MockoB-
cKoro yHuBepcurera. Ha cxeme nmpHOIU3UTENBHO, B IPUHIMIIE, TIOKA3aHbl MOH JIIO-
OUMMBbIE JIBDKHBIE MAapUIPYTHI, 10 KOTOPHIM XOIWIN THICSYH, a B HAIIH JTHH €11 XOIAT
COTHH JIBDKHUKOB — TYpPHCTOB BBIXOAHOTO JHA. S| Ha3bIBaro 3TH MapUIPyThl TpaBepc-
HBIMH, IIOTOMY YTO OHH KaK OBl HATSHYTHI, IPOBUCAIOT MEXIY OCTAHOBOYHBIMH ITyH-
KTamH (1mIat¢opMaMy) IPUTOPOIHBIX AIEKTPONOE3I0B U MEPECEKAI0T MAJOMIOAHYIO
JIECUCTYIO MECTHOCTb, PACIIOIIOKEHHYIO ITOCepeinHe My TH (KaK MMPaBUIIO0, HA TPaHHIIE
aJIMUHUCTPATUBHBIX PallOHOB), Il YCTPaMBaeTCs MPUBA B 00/ C KOCTPOM.

TpaBepcHbIE JTBDKHBIC H MEIINE MapIIPYThl BEIXOAHOTO JHS — 3TO, MOXKAITYH,
YHHKaJIbHast 0COOCHHOCTH [10IMOCKOBBS, pe3ynbTaT HAIOKEHHS Ha JIECUCTHIN JTaHd-
madT CTPOro paguaIbHON JKEJIE3HOMOPOKHON ceTH (Tepecajiok ¢ JNEKTPUYKU Ha
aBTOOYCHI TYpPHUCTBHI MOETO MOKOJICHHUS M30eranu). MapupyThl HAUMHAINCH U 3aKaH-
YHBAJIMCH Ha 3€JICHBIX CTAHIUIX — JKEJIE3HOJOPOXKHBIX TIaThopMax, BO3JIe KOTOPBIX
OBLJT JieC U cpazy MOXHO OBbLIO CTaTh Ha JbDKU. YeM ganbiie oT MOCKBBI, TEM JIJTHH-
Hee MapIpyT: OH MOT OBITh M JIByXJHEBHBIM, C HOUEBKOW B MaJlaTKaX WM JIaXKe TI0]
OTKpPBITBIM HEOOM Ha 3emJie, IPOrPETOi KOCTPOM. A JIIOOHMTENN CTOKHIOMETPOBOK
HepeceKay 3a ICHb 1Ba-TPU MEXOKEIE3HOIOPOKHBIX CEKTOPa.

T'eorpadsr, naxe uensiii MuctutyT reorpaduu PAH, a Takxe HekoTopbie pa-
OOTHHMKH TPaIOCTPOUTENBHBIX YUPESXKIACHUH B mocienHeil Tpetu XX Beka Cepbe3HO
3aHUMAJIMCh pEKpeanueil ¥ mpeasaraid COXpaHUTh U Pa3BUBATh CO3IAHHYIO CaMoJIe-
ATEJILHBIM HAPOJOM YHUKAIBHYIO MIOJMOCKOBHYIO HH(PPACTPYKTYPY MacCOBOTO HpH-
TOPOJIHOTO OT/AbIXa, HO Hallla CTPaHa MOIUIA [0 IMyTH YHHYTOKEHHS 0OIIECTBEHHOTO
HPOCTPAHCTBA U APOOJICHUsI 3eMJIM Ha YaCTHbIC yAesbl. YpOaHu3alus, aBTOMOOHIIH-
3alus U KOTTeHKHAS 3aCTPOiiKa YHUUTOXKMIIN OOJNBIIYIO YacTh ATHX 3aMeyaTelbHbIX
MapIIPyTOB, HO KO€-YTO OCTAJIOCh.

boruc Pogoman

SKI ROUTES AROUND MOSCOW

by Boris Ropoman

Strictly speaking, it is not quite a cartoid, it is a sketch map generated at the request of
the Soviet Research Laboratory for Tourism and Excursions in the Skhodnya district.
I worked there as a research associate (in 1986—-1990) after I was exiled from the
Moscow University. The map roughly shows my favorite ski routes, which thousands
of skiers used to pursue for a weekend. Even nowadays hundreds of people still go
there. I call these routes traverse, because they seem to be hanging, seem to swag
between the stations (platforms) of suburban electric trains. They are crossing the
almost empty forest areas which are in their middle (as a rule, on the borders between
administrative districts), where the tourists stopped to cook their lunch on a fire.

Traverse ski and walking weekend routes are a unique feature of the Moscow
area, it’s a result of the radial networks of railways being imposed on a forest landscape
(the tourists of my generation tried not to take buses after the electric trains). The
routes started and finished at the green stations — railway platforms which were close
to forest, where one could start skiing immediately. The farther from Moscow, the
longer the route, it could take two days and the tourists slept in tents or even on
the ground warmed with fires. Those who enjoyed covering a hundred of kilometers
crossed two or three interrail sectors in a day.

Geographers, even the whole RAS Institute of Geography, as well as some
members of urban planning establishments took recreation seriously in the last third
of the 20th century. They even suggested to expand the unique infrastructure of the
mass suburban recreation activities, which was created by the enterprising people
around Moscow. But our country took the path of demolishing the publish space and
splitting the lands intro private areas. Urbanization, automobilization and cottage
housing destroyed most of these wonderful routes, but some are still left.

Bopuc Ponoman

Jviorcnvie mapuipymor. 1990
Kanbka, Tyms. 51 X 61 cm
IpenocrapieHo aBTOPOM

Boris Rodoman

Ski trails, 1990
Ink on tracing paper. 51 x 61 cm
Property of the author



Buranuii besnanos

Maps. 2013-2015
Bymara, xomax. 29 x 42 cm
CoOCTBEHHOCTB aBTOpA

Vitaly Bezpalov

Maps, 2013-2015
Collage on paper. 29 x 42 cm
Property of the author

B nannoii cepum pabor Oymara BEICTYyNaeT B CBOEM KauecTBE NEPBHYHOTO,

0a30BOT0 MaTepHaa, 3TO «BELIECTBOY», HA30BEM €T0 TaK, TAKXKE HANpPSIMYIO CBA3aHO
C SI3BIKOM ITOCPEICTBOM N300PETEHUS TEXHOJIOT MU MeYaTH 1 TOCIIETYFOLIETO BIUSHUS
9TOH TEXHOJIOTHH Ha SI3BIKOBYIO KyJIBTYpy. PBaHast Oymara kak CHMBOJI PacIeIUICHHO-
CTH S3bIKa, ¥ €CJIM MBI IIOMBITAEMCSI HANTU UCTOKU 3TOTO PACHICIIIIEHUS, TO PUAEM
K TPEM HMCKJIIOUYUTEIHHO BaYKHBIM HMCTOPUYECKUM COOBITHSM, IOBJIEKIINM 32 COOOM
pazbenuHeHune Mupa Ha Boctok n 3aman. Cama 1o cebe kapTa Kak CUCTEMa CyTb SI3bIK,
penIaMEHTUPYIOIINI IPOCTPAHCTBO, HO CYLIECTBYIOIIUI HA HAJ-pealbHOM ypOBHE,
Ha ypOBHE OTCBUIKH K TOPOJLY, HO HE B TOPOZIE€ KaK TAKOBOM, UTO JI€NaeT KapTy, B IPUH-
IHIIe, aBTOHOMHBIM 00BEKTOM, HEe HMEIOIINM K H300paKeHHOMY IIPOCTPaHCTBY HHUKa-
KOTO OTHOLICHUS. SI3BIK IIPH 3TOM BBICTYIAET B POJIM CHCTEMBI aTPHOYIIMN OTCHUIOK.
C noMoI1b10 OOroCIOBCKOr0 METO/Ia Yepe3 AmopaTIKOG — OTpUllaHue paboTa IIpous-
BOAUTCSA Yepe3 IUIesay pa3pbIBOB, Pa3-MMEHOBAHUH IS TOTO, YTOOBI BBIICHUTH, YTO
TaKo€ S3bIK ¥ YEM OH HE ABISETCA.

In this series of works paper is in its favor as a primary base material, is a “‘substance”,
as we call it, is also directly related to the language by the invention of printing
technology and the subsequent impact of this technology on the language culture.
Torn paper as a symbol of the splitting of the language, and if we try to find the
origins of this splitting, we will come to three very important historical events which
caused the separation of the world into East and West. By itself, the system card is
the essence of language, regulating space, but existing in the above-real level, at the
level of a reference to the city, but not in the city as such that makes the card virtually
autonomous entity with no image of the area to nothing. Language thus acts as a
system of attribution of references. Using theological method through dmopotikcog —
denial, the work is done through the galaxy breaks, time-naming in order to find out
what language is and what it is not.



0CBOBOXIAEHUE KAPAYAPOBO

JloxymeHTaIus uccieaoBaHus U IeHCTBUN B TOpOIICKoi cpene (paiion Kapauaposo)

YYACTHUKMN: TTETp XKyxos, Imurpuii 3amsitun, Erop Komrenes, Erop ITnotaukos,
Huxomnait Cmuphos, Amutpuit @unumnmos, Upuna [prxanckas,
Pycram lledup3ssHon

KAPAYAPOBO: T'eorpaduueckoe monoxenune KapauapoBo Mo-CBOEMY YHHKAIBHO —
paiioH 3aMKHYT C TPEX CTOPOH TpeMs KEJIC3HOMOPOKHBIMH BETKAMH, YTO 00paszyer
cBOeoOpa3Hblil aHKIaB. B xoxe mpeaBapuTeNbHOTO MOJEBOTO MCCIIENOBaHHS ObLIO
BBISBJIIEHO CEMb IEMIMX CHOCOOOB NMPOHMKHOBEHUS HA TeppUTOpHIO. Tarke Oblia
cocraBjieHa oOpa3Ho-reorpaduueckas kapra KapadapoBo mo meromuke JMutpus
3amMaTHHA — Pa3HOBHIAHOCTH mental map, Ha KOTOPOH HAMEYEHBI KOHIIENTYaIbHbIE
LETMOYKH MEeTareorpapuuecKoro pacuiupeHusi TCPPUTOPUH parioHa.

LENCTBUE: Cemp yuacTHHKOB (IO YHCTy OOHAPY)KEHHBIX BXOIOB HA TEPPHTOPHIO)
BCTPETHJIUCH PAJIOM C YaCOBHEH MaMATH MOTHOMIMX IMyTEIIeCTBEHHHUKOB, I UM
ObUTH po3maHbl KapThl KapauapoBo ¢ OTMEUYEHHBIM ITyTeM MPOHUKHOBEHHS (KaXkKIo-
My — CBO# myTh). Takke KakaoMmy ObLT BeITaH «J/[HCBHUK HaOIIOICHHS 33 TEPPH-
TOpHEW» U MHCTPYMEHT KapaHAalll, C TIOMOIIBI0 KOTOPOTO YYAaCTHHUK HCCIICIOBAHUS
JoIkeH ObUT (PUKCHPOBATh CBOW HaOmoeHus. Ha teppuropun Obliia Ha3HauUeHA TOY-
Ka BCTPEYM M BpEMs BCTPEUH, IJI€ YUaCTHUKH COBEPIIMIN HEKOe ACHCTBHE, MOCIE
Yero KakaoMy ObLT Ha3HaYeH MHAWBUAYAIbHBIN IMyTh YXOAa C TEPPUTOPHUU.

NHCTANNALMS: 1) xycoxk pybepouna ¢ kaptoii KapauapoBo; 2) KoHIenITyanbHas KapTa
KapauapoBo (mental map) Ha aKpUJIOBOM CTEKJIe, BUCSILAs IEPE] — «Haa» — Kap-
TOM paiioHa; 3) THEBHUKH MPOHUKHOBEHHUS M KapThl palilOHA, BBIAAHHBIC YIACTHUKAM,
COOTHeceHHble MH(pOrpadukoil ¢ MyTsMH MIPOHUKHOBEHHS HA TEPPUTOPHIO (CEMb
KOMILJIEKTOB); 4) HayIIHUKH C ayarodaiiioM o0cyxaeHui neiictBuii post factum.

THE LIBERATION OF KARACHAROVO

Documentation of the research and action in the urban environment (Karacharovo
district)

PARTICIPANTS: Piotr Zhukov, Dmitry Zamyatin, Yegor Koshelev, Yegor Plotnikov,
Nikolay Smirnov, Dmitry Filippov, Irina Tsykhanskaya, Rustam Shefirzyanov

KARACHAROVO: the geographical location of Karacharovo is unique in a way — the
area is locked on three sides by three railroads, thus forming an enclave. During
the preliminary field research, 7 paths to penetrate into the area by foot were
identified. Also, a figurative geographical map of the area was made using Dmitry
Zamyatin’s method — a variety of a mental map. On this map, conceptual strings for
metageographical expansion of the area have been drawn out.

ACTION: 7 participants (as per the number of paths to penetrate the area by foot) met
near a chapel dedicated to the memory of perished travelers. They received the maps
of Karacharovo with an individual path to get into it (to each — their own path).
Each participant has also received a Diary of Penetration into the Area and a pencil
to record their observations. The meeting point and time were marked on all maps.
At this meeting point, after having penetrated into the territory, the participants have
carried out a certain activity and then have left Karacharovo along their individual
paths.

INSTALLATION: 1) A piece of roofing felt with a map of Karacharovo; 2) A conceptual
map of Karacharovo on acrylic glass hanging over the first map; 3) Diaries of penetration
into the area and individual participants’ maps correlated using infographics with
paths they used to enter the territory (7 sets); 4) Headphones with discussion between
participants post factum.

Hukonait CmupHOB

Ocsobooicoenue Kapauaposo. 2015

Uncramnsaus

AxpuiioBoe cTekI1o, pybeponn, Oymara, IapukoBasi pydka, KapaHiarll.
OO6mwii pa3mep BapbUpyeTCs

[penocrapieHo aBTOpOM

Nikolay Smirnov

Liberation of Karacharovo, 2015

Installation

Acrylic glass, asphalted paper, paper, pen, pencil. Total size varies
Property of the author



VHTepec XymoKHHKA, KOPEHHOTo IeTepOypiKia, K perpe3eHTaun OI0Kaabl

BO3HMK W3 OCO3HAHMS CKYIOCTH BH3YyaJbHOW MH(POPMAIMHU O HEH, 4TO CBI3aHO BO
MHOTOM C T€M, YTO CHHMaTh B OCaKJECHHOM Topojie ObIJIO pa3perieHo TOJIBKO KOp-
PECIIOHIIEHTaM TOCYAAapCTBEHHBIX CPEACTB MH(POPMAIMH, a YAaCTHBIM JIMLAM Kare-
TOPUYECKH 3arpenieHo. M3BecTHa HCTOpHUS JICHUHTPAJCcKoro (oTorpada-mroouTens
Anekcannpa HukuTHHa, OCYKIEHHOTO 3a TONBITKY (oTorpadupoBars B ropoae u
MIOTUOLIET0 B 3aKITIOYCHUH.

B mpoexte «Kapra u Teppuropus», peannsoBanaoM B 2013-2014 ropax, xy-
JOKHHK HCCIIEZIOBAll, B YaCTHOCTH, ()EHOMEH 3arpera Ha 00pa3 Kak HHCTPYMEHTA TO-
TAJILHOTO KOHTPOJIS BIAacTell HaJ penpe3eHTanuel, a Takke B3auMOIIPOHUKHOBEHHE
BBIMBICTIA M PEATBHOCTH («KapThl U TEPPUTOPUI») B UCTOpUH. [IpencraBieHHbIH Ha
BbIcTaBke «Merareorpadus» gparMeHT NpoeKTa COCTOMT M3 TPEX OTIEYaTKOB Haii-
nenHoi B MHTepHeTe Hemenkoi aspodorocheMkn okpanH Jlenunrpana 1941-1942
rofoB u (ororpaduii ropoackux 00bexToB, caenanHsix Lllepom B 2013-2014 romax
B paiioHaXx, Ha 3Toi aspodorocremke 3adpuxcupoBanubix. Tak Illep uccnenyer ponb
¢dororpada B hopMuUpoBaHUM NPEICTABICHHIA O MPOILIOM U OJIHOBPEMEHHO CO3/aeT
JMYHYIO MHA(OIIOTHIO, HAITOIHSAS TOPOJCKOE MPOCTPAHCTBO HOBBIMHU CMBICIIAMH M BU-
3yaJbHOCTBIO, KOTOPOW eMy He XBaraeT B UCTOpuH. OH CJIOBHO OBl OCYIIECTBIISIET TO,
3a YTO €ro Kojiera ObUT OCYKAEH U Oru0, «BO3Bpaliasy IPOCTPAHCTBO ropoza cede
1 3pUTEIIO.

The artist — a native of St. Petersburg — became interested in the representation
of the 1941-44 Nazi Blockade of Leningrad when he realized how scarce the visual
information is about it. It was largely due to the fact that it was strictly prohibited to
photograph in the blockaded city unless you were a correspondent of the State media.
A story of an amateur photographer named Alexander Nikitin has emerged recently:
for an attempt to photograph in the street he was convicted of espionage and later died
in prison.

In Map and Territory, a project created in 2013-2014, the artist explored the
ban on image as a tool to control the representation, as well as the convergence of
fiction and reality (‘map and territory’) in history. A fragment of this project displayed
as part of Metageography consists of three printed German aerial photographs shot in
1941 and 1942 over the outskirts of Leningrad and found over the Internet and of pho-
tographs of various buildings and structures, which Sher took in 2013 and 2014 in the
areas depicted in those aerial photos. Sher thus explores the role of the photographer
in shaping the representations of the past and at the same time creates his personal
mythology, filling the city space with new meanings and visuality that was scarce for
him. He seems to be doing what his earlier colleague was convicted and died for, thus
‘returning’ the city space to himself and the viewer.

Maxcum Illep

Kapma u meppumopus. 2013-14

®dotobymara, 1BeTHas1, UepHO-Oenas nevatsb. 2 pororpapun — 100 x 100 cm (kaxmas),
18 dororpadmii — 30 x 30 cm (kaxast)

IpenocraeineHo ranepeeit «Tpuymb»

Max Sher

Map and Territory, 2013-14

Color and b/w print on photography paper. 2 photography — 100 x 100 cm (each),
18 photography — 30 x 30 cm (each)

Coutresy by Triumph Gallery, Moscow



IIceBnoTypUCTHYECKUI MApIIPYT MO OJTHOMY U3 CIaJbHBIX palOHOB MOCKBBI

COCTAaBJICH 10 BCEM ITpaBWIaM pa3pabOTaHHBIX IEMIEXOAHBIX TYPHCTHIECKUX MapIil-
pyTOB, rie Kaxzaas (ororpadusi COOTBETCTBYET OINPEIEICHHOMY CXEMaTHYeCKOMY
0003HaYECHUIO, NCXO/S U3 MIATHAALATH KaTerOpHH, pa3padoTanHbIX LleHTpaapHBIM co-
BETOM IO TypHu3My U 3KkcKypcusiM (LleHTpansHoe pexiiaMHO-uH(pOpMaloHHOE OF0po
«Typuct», Mocksa, 1975): «Mecto xynanus», «VICTOpuIecKuii maMATHHK», «My-
3ei», «OnacHast Bona» u ap. Huke npuBenena nurara n3 onvcanus Mapupyra: «Paii-
oH MockBsl bupronéso BocTouHoe — 3TO YHUKAIBHBIN pedyc cO CBOMMU 3araJKaMu,
pacundpoBaTh KOTOPHIE OH MpEAJiaraeT KaKAOMY 3arIsIHyBIIEMY B HEro IyTHHKY.
Haunnaercs nemuii MapipyT y ceBepHbIX rpanull paiioHa bupronéso Boctounoe u
3akaH4ynBaercs Ha rpanuie ¢ MKAJI Ha rore. Takum 00pa3oM, TeX, KTO HaXOJHUT B
ce0e CMENOCTh M CHIIBI TIPEOJIONETh CYpOBbIE IepeBalibl bupronésckoro nenapomnap-
Ka, MHOTOYHCJICHHBIE JOCTONPUMEUATEeIbHOCTH paiioHa, JKAeT oTAbIX Ha Oepery [ep-
LIEHCKOTO ITpy/Aa. YYaCTHUKH 3TOTO YBIEKATEIBHOTO Ty TEHIECTBHSI, KOTOPOE OOBITHO
JUIUTCSL LIECTh-BOCEMb 4aCOB, UMEIOT BO3MOXHOCTh YBHJIETh B €CTECTBEHHOW Cpezie
oOuTaHMs HACEIIEHNE paiioHa, a TaKKe MOOBIBATh MPAKTHYECKH BO BCEX YPOAHUCTH-
YECKHUX 30HAaX M MECTax OTJbIXa. TYpUCTUYECKUN MemeXoHbli MapupyT Ne 5.7.95
(bep + FOm) mnst caMOCTOSTENTFHOTO OT/ABIXa PAacCUYMUTAH Ha MIECTh 4acoB. J[aHHBIN
NS TyPUCTHUECKUI MapLIpyT B IIOJIHOI Mepe OTBEYaeT BOCITUTATEIBHBIM U 03/10-
POBUTEIBHBIM 3a/1a4aM TypHUCTa.

This fake-touristic route of one of the Moscow’s residential districts has been composed
according to all the rules of hiking routes, where every photograph corresponds to
a schematic indicator, based on fifteen categories, designed by the Central Council
of Tourism and Excursions (Central Bureau of Advertising & Information “Tourist”,
Moscow, 1975)— “Swimming area”, “Historical monument”, “Museum”, “Dangerous
water” and others. Please find a quote of the route description below: “Every year
thousands of people choose the touristic route they like the most and rush to search
new impressions and emotions, desiring to discover the world. Hiking route begins at
northern borders of the Biryulyovo East and ends at the border of the Moscow Ring
Road, in the south. Therefore, those who have the courage and strength to cross the
hills of the Biruliovsky Park and numerous attractions in the area can afterwards relax
by the Gertsen pond. The participants of this exciting journey, which usually takes
from six to eight hours, have the opportunity to look at the population of the district
in their natural habitat, as well as to visit almost all its urbanistic areas and places of
leisure. The touristic hiking route Ne 5.7.95 (Ber + Ul) should take around 6 hours.

ER)

This hiking travel route best meets educational and recreational goals of the tourists”.

Kpucrtuna Pomanosa

Mapwpym Ne5.7.95 (bep+HOn). 2014

Uncramnsaus

®dorobymara, 1iBeTHast neyarb. 58 npeTHbIX oTorpaduit — 10 x 15 cM (kaxnas),
3 xaptel — 21 X 30 cM (kaxxpast), myreBoauresb — 21 % 30 cm

IpenocrapieHo aBTOpOM

Kristina Romanova

Route Ne5.7.95 (Ber+Yul), 2014

Installation

Color print on photographic paper. 58 colour photography — 10 x 15 cm (each),
3 maps — 21 x 30 cm (each), guide — 21 x 30 cm

Property of the author



Exarepruna BacuibeBa u ['anna 3yOxoBa

Pesontoyuonnas oco. 2014
Buneo co 3Bykom. 61' 36"
CoOCTBEHHOCTB aBTOPOB

Ekaterina Vasilieva & Hanna Zubkova
Revolutionary axis, 2014

Video with sound, 61' 36"
Property of the artists




NMPOW3BOACTBO MPOCTPAHCTB

Hauunas ¢ 3moxu MopepHH3Ma HCKYcCTBO B XX BEKe 3aHIMAJOCh HE perpe-
3eHTanuen (M300paKeHNeM), a KITPOU3BOACTBOM MIPOCTPAHCTBAY. DTOT TEPMHUH ObLT
npeioker B 1960-¢ rogst Aupu JleeBpoM, KOTOPBINA MHUCaT O COCTOSHUH «PacXH-
IICHHOW ITOBCETHEBHOCTI, 3HAKOMOH, HO yke Hem3BecTHOH. [1o mHeHuro Jledenpa,
MIPOCTPAHCTBO OOBIIEHHOTO C(HOPMUPOBAHO «OONBIIUMHU HAPPATUBAMUY) — TOCIIO/-
CTBYIOUIMMH CHCTEMaMH BJIACTH M 3HAHUS, a 3HAUUT, OTUYKJCHO OT JIIOJIEH U MOXH-
mieHo v HuX. Ho BBIXOJ €CTh, MMOCKONBKY MPOCTPAHCTBO KaK TPUESTUHCTBO (pr3mde-
CKOTO, MEHTQJIFHOTO M COIIMAIBHOTO CO3/1aeTCSI MHOKECTBEHHBIM JIEHICTBHEM, H KaX-
JIbII YEeTIOBEK MOXET «IIPOU3BOANTHY MPOCTPAHCTBO, MEHSISI €0 JaXKe B TEX CIyJasX,
KOTJIa OH IPOCTO TYJSET MO YITHIIE.

Ha ocnoBe uaeii Jleperpa B reorpaduu pa3BHiICs MEIbIH P HAPABICHMI:
panukanbHas reorpadus, HOBas KyJIbTypHas reorpadus, Kputudeckas reorpadusi,
aHapxu9ecKas reorpadus.

B pesynprare chopmupoBangack HOBas aHTPOHOIOTHS MPOCTpaHCTB. Jloruka
penpe3eHTauy CMEHWIACh JIOTUKOW TMPOW3BOACTBA M MHOXKECTBEHHOTO COCYIIIe-
cTBoBaHUA. BMecTo Meradopsl 3epkaiia, OTpaKalomero MUp, craja Ooiee yMecT-
HOW MeTadopa pa3dUTOro 3epKajia, KayKAbI U3 OCKOJIKOB KOTOPOTo (hopMupyeT cBOE
OTpakeHHe, HO yxke 0e3 00Iieii cortacoBaHHOCTH M BOBMOKHOCTH YHHUBEPCAJIBHOTO
B3MJIsAa U KOHTPOJIA.

HudpoBeie TEXHONOTHH CHOCOOCTBYIOT YMHOXXCHHIO HPOCTPAHCTB, M MHP
CTaHOBHUTCS MTOTEHIIUAJILHO OECKOHEUHBIM HAa0OpOM CIIOEB M IOTOKOB. buHapHas jo-
THKa TOBEPXHOCTH U Tella MPOMaNacT, BOSHUKACT (PEHOMEH «IIPO3PauHON 3eMITH».

I'eorpad [Ixon [Tukic Ha3BIBAaET 3TO IOTPYKEHUEM TeJ B ITyOUHY MTPOCTPAHCTBAY.
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Wudopmanus Bce Gonblie opraHuzyercsl B BHIEC T€OMH()OPMAIMOHHBIX CH-
crem (I'MC), xorma K KaxIoMy MeCTy HpHBsi3aHa Ta WM uHas uHbopmarms. [o-
CTETICHHO BCsI 3eMJIst OITM(POBBIBAETCS, CTAHOBSICh THTAHTCKOW reOMH(DOPMAIIMOHHON
cucremoii (mpumepsl — Beb-cepsucel Google Earth n Wikimapia).

Cam MennyMm, Ha KOTOPOM «BBIPacTaroT» 3TH MPOCTPAHCTBA, — UX MaTepH-
asnpHas 6a3a, 3TO JIOTHKA HYJS M €AMHUILEI, OMHApHAs 10 cBoeMy npuHOumy. OgHako
9TO JaeT BO3MOXKHOCTh KapTHPOBAaTh NPUHIMUIIHAIBGHO JPYTHe MHUPHI, BHIPAIUBaTh
UX BHYTPH OECKOHEYHO IPOOSIINXCS ITPOCTPAHCTB. DTO MPUBOAUT K (POPMHUPOBAHHIO
HOBBIX 00pa30B MUpa U, BO3MOXKHO, BIIOCJIEACTBIH IPUBEICT K HOBBIM METOAM CO3-

JaHus BUPTYaJIbHBIX TPOCTPAHCTB, UCTUHHO MHOXCCTBCHHBIX B CMBICJIC MCH1A.

PRODUCTION OF SPACES

Since the age of modernism the art of the XX century dealt not with the representation
of the space but with “production of the space”. This term was proposed in the 1960-
ies by Henri Lefebvre who wrote about the «stolen daily routine», familiar but already
unknown. According to Lefebvre the space of the daily routine is formed by «big
narratives», predominat systems of power and knowledge, and is alienated from the
people and stolen from them. But an exit exists: the space is the triunity of physical,
mental and social and is created by a multiplex action. Anyone can produce the space
and change it even in a course of a walk.

Lefebvre’s ideas lead to the appearance of such new trends as radical geog-
raphy, new cultural geography, critical geography, anarchic geography. As a result
a new anthropology of the space was formed. Representation logic was replaced by
production logic and multiplex coexistance.

The metaphor of a mirror was no longer appropriate. It was replaced by a meta-
phor of a broken mirror with multiple fragments when each has its own reflection and
there is no unified coordination or any opportunity for a universal sight and control.

Digital technologies contribute to the multiplication of the spaces and the
world becomes a potentially endless set of layers and streams. The binary logic of the
body surface passes and a phenomenon of the “transparent Earth” arouses. Geogra-
pher John Pickles describes it as “investing bodies in depth of space”.

Information starts to be organized as geoinformation systems where specific
information is tied to each place. Ehe Earth gradually digitalizes and becomes a gigan-

tic geoinformation system, for example see Google Earth and Wikimapia.

239



240

These spaces “grow” on the soil of their medium, their material resources, the
binary 1-0 logic. But it gives an opportunity to map fundamentally different worlds
and to grow them in endlessly dividing spaces. It makes the new images of the world
appear and may lead to the new methods of creating virtual spaces that are truly mul-

tiple concerning the media.




WBan Yyiikos

Ilanopama-2. 1976

JlepeBo, opranurt, 3Maisb. 43 x 64,5 x 64,5 cm
Wus. HT O-117

I'Tr

Ivan Chuikov

Panorama-2, 1976

Wood, fiberboard, enamel. 43 x 64.5 x 64.5 cm
Inv. HT O-117

State Tretyakov Gallery

Maxem 2eodezuueckozo cuenana

JepeBo. 120 x 50 x 37,5 cm
MUUTAuK

Survey signal. Maquette

Wood. 120 x 50 x 37.5 cm
Moscow State University of Geodesy & Cartography



Mepnas yens

Mertann. [ynuna 24 m
MUNTAuK

Measuring chain

Metal. Length 24 m
Moscow State University of Geodesy & Cartography

Jleonun Jlapronos
U3 npoexra «DHEPrUs BEIOOpay

Duepeus svibopa 1-3. 2015
Crans, nasepHas pe3ka. Pasmepel BapbupyroTcs
CoOCTBEHHOCTD aBTOpa

Leonid Larionov
Choice Energy project

Choice Energy 1-3, 2015
Laser beam on steel, sizes vary
Property of the author
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S nnst cebst HauepTHil mapareorpadryecKuii KapTou/l, MOKa3bIBAIOIUA MOH
uHTepecs! (puc. 3). Ha HéM Het rpanunn mexxay npodeccueit n xo66u. IToutn o Bcem
TeMaM, 0003Ha4E€HHBIM BHYTPH OOJIBIIOTO MyHKTHPHOTO KPyTa, s BEICTYHaJ KaK aBTop
cTaTeil ¥ KHHMI, JOKJIAJYUK B HAyYHBIX M Y4EOHBIX ayIUTOpHsX. JIMIIb BHE ITyHKTH-
pa TOHKHMM CJIOEM BBIIISIIUT ITACCHBHOE MOTPEOJICHNE MHOIO HEKOTOPHIX IPOAYKTOB
KYyJIBTYPBI, HO M OHH CJIy>KaT CTPOUTEIBHBIM MaTepPHaIOM JJIsl TIOJYIIPO(ecCHOHaIb-
HOTO TBOPYECTBA.

For myself, I have drawn a parageographical cartoid, which shows my interests
(fig. 3). There are no boundaries in it between the profession and the hobbies.
For almost all of the themes defined inside the large dotted circle, I authored articles
and books and presented papers to scientific and academic audiences. Only outside the
dotted line there is a thin layer that depicts my passive consumption of some cultural
products but even they serve as building material for semi-professional creative work.

Bopuc Ponoman

Hnmepecwol b.5. Pooomana. 1978
bymara, cmemianHas TexHuka. 86 X 62 cm
IpenocrapieHo aBTOPOM

Boris Rodoman

Interests of B.B. Rodoman, 1978
Mixed technique on paper. 86 x 62 cm
Property of the author

Amnacracus Ps6oBa

Uneenmaps. 2013-2015
CmeranHas TexHuka. OOmui pasmep BapbUpyeTcs
ITpenocraBneHo aBTopoM

Anastasia Ryabova

Inventory, 2013-2015
Mixed technique. Total size varies
Property of the author



Muxaunn TapxaHos
U3 cepun «Kocmoronus»

Pooicoenue 3emau. 1938
Bymara, akBarpagus. 25 x 35 cm
Wus. PC-5518

I'Tr

Mikhail Tarkhanov
Cosmogony series

Birth of the Earth, 1938

Color aquagraphics on paper. 25 x 35 cm
Inv. PC-5518

State Tretyakov Gallery

Muxann TapxaHos
U3 cepun «Kocmoronus»

Poocoenue Mops. 1939

Bymara, akBarpagus. 20,8 x 29,8 cm
HuB. PC-5516

I'Tr

Mikhail Tarkhanov
Cosmogony series

Birth of the Sea, 1939

Color aquagraphics on paper. 20.8 x 29.8 cm
Inv. PC-5516

State Tretyakov Gallery



Muxaunn TapxaHos
U3 cepun «Kocmoronus»

Poowcoenue oonaros. 1941
Bymara, akBarpagus. 22,7 x 29,8
Wus. PC-5517

I'Tr

Mikhail Tarkhanov
Cosmogony series

Birth of the clouds, 1941

Color aquagraphics on paper. 22.7 x 29.8 cm
Inv. PC-5517

State Tretyakov Gallery

Muxaun TapxanoB

3emns ¢ bonvuor evicomnr. 1920-¢ — nHavano 1930-x
Bymara, usetnas akBarpadwus. 36,2 x 53,7

HuB. PC-5504

I'Tr

Mikhail Tarkhanov

Birth of the clouds, 1920s — early 1930s
Color aquagraphics on paper. 36,2 x 53,7
Inv. PC-5504

State Tretyakov Gallery



9XO0 YEr0-TO NMPEKPACHOI0

Mbl BHIMM «OCTaHKH» COOPY)KCHHI COBETCKOW 31moxu Ha (oHe mneiizaxkeid
CaxanuHa, Anras u JluBHoropwsi. Bpemsi mopaborano ¢ HMMH B JIyXxe MHUHHMMa-
JU3Ma M JISHI-apTa: JHIIMIO YTUIMTAPHOCTH M HpHunaio ¢popMy crnenuduueckux
00BEKTOB, YTBEPKIAIOUIMX CBOE MPHUCYTCTBUE KAaK HAllOMUHAHWE OO0 yTpayeHHOM.
JluMa mpeBpamaer 3T CKOpOHbIE Mei3aKH B MaMITHUKH, a KapTy CTpaHbl —
B TOTaJIbHBIN MY3€ii IO/l OTKPBITHIM HEOOM.

Hccnenys mocTcoBeTCKOE MPOCTPAHCTBO Yepe3 TMUHYIO HCTOPHIO, OH BBICTpa-
WBAET CBSI3U MEX/1y MOKOJIICHHEM OTIOB U JIeTeil, eHTpoM U nepudepueii, ypoanu-
CTHYECKHUM U NpUpoaHbIM. [ToKoNieHne neTel, Kak U IOKOJICHHUE OTLIOB, OOHAPYIKHIO
cebs cpean pa3ouThIx WwnTo3uil. Ho Oyaydn HOCHTENsIMH pa3HBIX KOHTEKCTOB, OHU
HaxoIATCs Ha ONPOMHOM JUCTaHLMU APYT OT apyra. B Buneosanucu nuanora J{umsl
C OTLIOM 3TOT KOMMYHUKAaTHBHBII KpU3UC IIPEACTAET BO Beel Harore. I1o ero noruke,
€/IMHCTBEHHBIM BBIXO/IOM MOXKET CTaTh CO3[aHUE CHTYalMi, MOOYKAAIOIINX K Jna-
JIOTY, ¥ OTHOLICHHIA, MPOHUKHYTHIX YTOMMYECKUM CTPEMIICHHEM NPEOI0JIeTh pa3o0-
MIEHHOCTD JIIONIEH, MPOCTPAHCTB U BPEMEH.

Anna KomuccaroBa

ECHO OF SOMETHING BEAUTIFUL

by AnNNA KoMissAROVA

We see remnants of soviet era constructions in the landscapes of Sakhalin,
Altay and Divnogorye. Time has worked on them in the spirits of minimalism and
land-art: they are deprived of their utility and given the shape of specific objects,
asserting their presence as a reminder of the lost. Dima turns these landscapes into
monuments and a map of the country — into a total open-air museum.

Exploring post-soviet space through personal history, he creates a link between
the generation of fathers and children, the centre and the periphery, the urbanistic

Juma Oununmnos and the natural. The generation of children, just as their fathers, found themselves
among broken illusions. But being the bearers of different contexts, they are at a
Ixo. 2015 great distance from each other. This communication crisis appears in all nakedness in

JIByXKaHaIbHOE BUEO CO 3BYKOM, Kaxoe 27' 00"

dialogue with his father. The only solution is to create situations that encourage the
HpeI[OCTaBJ'IﬁHO aBTOpPOM

dialogue, and relations, imbued with utopian desire to overcome the fragmentation of
Dima Filippov people, space and time.
Echo, 2015

2-channel video, 27' 00"

Property of the author



Habidatum+Matrioshka

Bpems: 6uo ceepxy. 2015
Buneo 6e3 3Byka
CoOCTBEHHOCTB aBTOPOB

Habidatum+Matrioshka

Time. Top view, 2015
Video without sound
Property of the artists







KPYINbIK CTON

«METATEOTPA® NS >»

YYACTHUKN: Imutpuii 3amsatun, Bnanumup Karanckuii, Exatepuna Jlasapesa,
Erop IInornuxos, Banepuii ITonopora, bopuc Ponoman, Kupunn CeeTisikos,

JAmutpuii @UInNmos.

MOJIEPATOP: Huxkonaiit CMupHOB

Meponpusitue ckopee HOCHIIO XapaKTep HaHEeJIbHOH JUCKYCCHH WM KOPOTKO-
IO CUMIIO3HyMa, YeM KPYIVIOTO CToja. bosbIoe Koln4ecTBO BHICTYAONIHX (8 derno-
BEK, HE CUUTAasi MOZIEPATOpPa) B yCIOBUSX KECTKOTO PerIaMeHTa OIpeenin Gopmar,
IIPU KOTOPOM Y KaXKJOT'0 U3 yYacTHUKOB ObUIO Bcero 10-15 MUHYT Ha BBICTYIJICHUE.
[Tpu 3TOM JOKNIaIBI HEM30EKHO TPHOOPETH TE3UCHBII XapakTep.

Jnst Moneparopa ObUIO BaykHEE 331aTh MOBECTKY W 00O3HAYMTH CMBICIIOBOE
rosie Merareorpauu, 9YeM yCTPOHUThH AMCKYCCHIO MEXIy ydacTHHKamu. [Ipu sTom
OONBIIMHCTBO YYaCTHUKOB 00JIa/1a)I0 SICHOM apTHUKYJIMPOBAaHHOHW B CBOMX Tpy/Aax IO-
3WIMEH, TakxKe ObUIO N3BECTHO 00 MMEIOIINXCS B MPOIIIOM HE COBCEM YIadHBIX T10-
IIBITKaX 0OMEHA MHEHHSAMH MEX/y YacThIO BEICTYIAIOMINX. B TakuX ycloBusx Te3nc-
HBIE BBICTYIUICHHUS CTAJIH TeP()OPMATHBHBIMH, KOT/]a BAXXHBIM CTAHOBHJIOCH ITPEIbSIB-
JICHWE TOM WJIM WHOW TIO3HIIMH TIPH CHIDKEHHOM YPOBHE 00paTHOM CBS3H.

Lens MeponpusaTst — 0003HAYUTh TOCTMOAEPHUCTKUH Te3aypyC MM KOHLIET-
TyaJbHBIA CIOBaph METareorpa(puyeckoro AUCKypca, Korna Bce TOUKH 3PEHUS SBIISI-
IOTCSI PAaBHOIIPABHBIMH U COCYIIECTBYIOIIUMH.

BHaauane Tpu nokoneHus reorpadoB NpPEACTaBWIM CBOE NOHMMaHHUE MeTa-

reorpadun. Bopuc PogomaH pacckasan o 3apoxKICHHH TEPMHHA B COBETCKOH Hay-

259




260

ke B KoHIe 1960-x rT, cBuAereneM yeMy OH ObLI. DTO OAMH U3 HMPUHIHUITHAIBHBIX
MOMEHTOB IIPOEKTa — 3aKPEIHTh 32 OTEYECTBEHHON HayKOW IEPBEHCTBO B METareo-
rpagun — Benb Jaxke 3apyOeKHbIE HCTOUYHHKH CCHUIAIOTCSI HA COBETCKUX YYEHBIX.
B poccuiickoM jxe KOHTEKCTE 3TO, KaK 4acTo OBIBACT, HEOYEBHU/IHO.

Bnamumup Karanckunii ckasai, 4To He BUAWT NPOTUBOPEUMSI MEXKIY MeTare-
orpadueii-1.0 mmu merareorpadueit «mmo CaymkuHy» (0 4eM mepex HUM TOBOPHI
Bopuc Pomoman) m metareorpadueii-2.0 «mmo 3amaruay». bomee Toro, Ha BEICTaBKe
B TperpsxoBckoii ramepee , ckasan Bmagmmup, mpenacrasinera merareorpadus-3.0,
KOTJIa MPOCTPAaHCTBEHHBIE TPAKTHKH, X UCIIOIHEHHUE U U3yUCHUE BBIXOJUT 3a IpeJie-
JIbI HAYKH U JaXXE UCKYCCTBA.

Jlanee Hay4HBII KOHCYJABTAHT BBICTABKHU JMUTpuUil 3aMATHH Te€3UCHO 0003Ha-
YHJI CBOIO KOHIETIMIO MeTareorpaduu, B KOTOPOH peliaroiias pojib OTBOIUTCS I'e0-
rpadguyeckuM obpaszamM, BOOOpaKEHUIO U cdepe A3bIKa.

[Tocne reorpadoB ObUTM 03BYYEHBI /iBa BAXKHBIX B3IJISA «CO CTOPOHBD).
Co croponsl ¢punocoduu — Banepuii [Togopora, n co CTOPOHBI HCTOPUH HCKYCCTBA —
Kupunn Ceemnisxos.

I'eorpadust, no muenuto Banepus [logoporu, koTopast BeLABUTACTCS B chepy
SI3BIKA, TEPSIET CBOIO LIEJIFHOCTH KAK KJIAaCCHYECKast HayKa M BBIXOIHUT Ha Toie uio-
coun. Ho, B TO Bpems Kak ¢pumocopusi 0O4eHb JaBHO UMEET JEII0 C MMPOCTPAHCTBOM
yepe3 MOCTOSHHOE YCTaHOBJICHHUE TPAHUIL, Teorpadust BBOXUT HESICHOE TIOHSTHE I'€0-
rpau4ecKoro NpOCTPAHCTBA U, TEM CaMbIM, CHIIBHO PACIIUPSET CBOM MPEIMET, CMbI-
KasAck ¢ pruocoduelt U pUCKys MOTEPSITh UACHTHYHOCTb.

HckycctBoBen u kyparop Kupuiut CBETIISIKOB TOBOPHII O BAXKHOCTH U aKTyallb-
HOCTH NPOCTPAHCTBEHHBIX NPAKTHUK B UCKyCcCTBe, HaunHas ¢ [lona Ce3aHHa, U 3aKaH-
YHMBasi COBPEMEHHBIM CHHTE30M HayKH M HUCKYCCTBa BIUIOTH /IO CHUTYyal[H Hepasiu-
yumoctd. Ocoboe BHUMaHHe CBETISKOB YJENUI B3aMMOOTHOUIEHHSIM TJI00AILHOTO
1 JIOKaJIBHOTO U HOBBIM OLIYIIEHHsIM npocTpaHcTBa B XXI Beke, a Taxke paboram
IJIaBHOTO repost BeIcTaBky «Metareorpadus» bopuca Poromana.

Bo Bropoil uactu Bcrpeun xynoxHuKd Hmutpuil ®@ununmnos, Exarepuna
JlazapeBa u Erop IInoTHMKOB paccka3ali O CBOMX MPAaKTHKAax pabOTHI ¢ IIpo-
cTpaHCTBOM. VX MOKmamsl BRINIAAETH Ooliee SMITMPHUYECKUMH, YeM y reorpados.
CoOCTBEHHO Ha 3TOM B3aMMOJIOIOIHEHHH W OBIIa BBICTPOCHA IPaMaTyprus Mepo-

IpUuATUA: OT 06H.[I/IX TCOPETUYCCKUX BOIIPOCOB K KOHKPECTHBIM TCIICCHBIM ITPAKTHKaM.

B 03ByueHHBIX MO3ULUAX HE XBATAJIO SICHO APTUKYIHMPOBAHHOTO KPUTUYECKO-
ro peructpa merareorpaduu. OfHAKO 3Ty HUIIY B KaKOH-TO CTENEHHM BOCIIOJIHMIIA
caMa BBICTaBKAa M YacTh NPOEKTOB, HAa HEH INpencTaBICHHBIX. MOXHO 00OOIIUTS,
YT0 JIAaHTAPTHO-MOP(OIOTNIECKUE «ITO3UTUBHCTCKHE» CXEMBI TEOPETHYECKOU
reorpadMM TEPEBOIATCS B SI3BIKOBYIO ITIOCTMOAEPHUCTCKYIO cdepy uepe3 CTpyK-
TypHbIE ¥ (POPMANTNCTHIECKNE TEOPUH NCKyccTBa XX Beka. MckyccTBo, reorpadus
n punocoust 0Ka3bIBAIOTCS MHTEPECHBIMHU JIPYT APYTY, HO 9acTO HE C TEX CTOPOH,

YTO OHH CaMH OKHAXOT.
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PANEL DISCUSSION
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“METAGEOGRAPHY”

PARTICIPANTS: Dmitry Zamyatin, Vladimir Kagansky, Ekaterina Lazareva,
Yegor Plotnikov, Valery Podoroga, Boris Rodoman, Kirill Svetlyakov,
Dmitry Filippov.

MODERATOR: Nikolay Smirnov

The event had more resemblance with a panel discussion or a short symposium
than with a round-table. In the frame of the strict time limit a big number of the speak-
ers (8 people other than the moderator) led to the format where each one has only
10-15 minutes in disposal and the speeches inevitably obtained the form of theses.

The moderator’s priority was to set the agenda and outline the meaningful field
of metageography rather then to arrange a discussion among the participants. At that
the majority of the participants had a clear position articulated in their works. Also
it was known that a number of participants had several attempts to debate in the past
but they were not very successful. In these conditions speeches in the form of theses
became performative and the most important was to put different positions forward
while the feedback was minimized.

The aim of the event was to indicate the postmodernist thesaurus or conceptual
vocabulary of the metogeographical discourse where all the points of view are equal
in rights and coexist together.

In the beginning thee generations of geographers presented their understanding

of metageography. Boris Rodoman told how the term appeared in the soviet science

in the late 1960-ies as he witnessed that. One of the principle aspects of the project
is to secure the first place in metageography for the soviet science — as even foreign
sources refer to the soviet scientists. As it usually happens in the Russian context it is
unobvious.

Vladimir Kaganskiy said that he sees no contradiction between metageography
1.0 mentioned by Boris Rodoman (metogeography by Saushkin) and metageography
2.0 (metogeography by Zamyatin). Moreover Vladimir Kaganskiy noted that the ex-
hibition presents metageography 3.0, when space practices and their study exceed the
bounds of science and even art.

After that the consulting scientist of the exhibition Dmitry Zamyatin outlined
in theses his conception of metageography where the leading part is after geographical
images, imagination and the language sphere.

After geographers finished their speeches two important points of view “from
the side” were voiced. The view from the side of philosophy was presented by Valeriy
Podoroga and the view from the side of art history — by Kirill Svetlyakov.

According to Valeriy Podoroga geography moves to the language sphere, loses
its wholeness typical of classical sciences and gets to the philosophic field. But while
philosophy is dealing with space for a long period of time by means of constant setting
of boundaries geography puts forth a vague notion of geographical space and by doing
that widens its object of study, links with philosophy and risks to lose identity.

Art historian and curator Kirill Svetlyakov spoke about importance and actu-
ality of spatial practices in art starting with Paul Cezanne and up to the contemporary
synthesis of art and science and even the situation of indistinguishability. Kirill Svet-
lyakov payed special attention to the interconnection of global and local, to the new
feeling of space in the XXI century and to the works of the main participant of the
exhibition Boris Rodoman.

In the second part of the meeting Dmitry Filippov, Yekaterina Lasareva and
Yegor Plotnikov told about their practices of work with space. Their speeches were
more empirical than the speeches of geographers. In fact this mutual complementarity
outlined the dramatic concept of the event: from theoretical questions to the corporal
practices.

The voiced points of view lacked clearly articulated critical mode of meta-

geography. But this niche was in a way filled by the exhibition itself and some of the
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projects presented there. It can be generalized that landscape-morphological “positiv-
ist” schemes of theoretical geography are moved in a language postmodernist sphere
through structural and formalist theories of art of the XX century. History, geography

and philosophy become interesting for one another but often from the unpredictable

aspects.

ll'liium._




KPYINbIK CTON

«FOPO4 U COBPEMEHHOE UCKYCCTBO.
NCCNEAOBATEJIbCKVE U KPUTUYECKMUE
FTOPOACKWNE XYAOXECTBEHHDIE NMPAKTUKW>»

YYACTHUKW: Unbs Byapaiitckuc, Amutpuit 3amsitun, bopuc KironiHukos,

Urops Ionocos, Kpuctuaa Pomanosa, Aracracus Pa6osa, Amutpuit @uimmnmos.
MOJEPATOP: Huxkonait CMupHOB

[enmp1o BTOpOTro KpyIvioro crosa ObIIO 3a/aTh TOBECTKY M B HEKOH nepdopma-
TUBHOH (popme cKopee MPEeABsIBUTH Pa3lINYHbIC TO3ULINHU, YEM IPOU3BECTH CHHTES.
A WMeHHO: 0003HAa4YHTh JUCKYPC HCCIIEAOBATENHCKUX M KPHUTHYECKHUX TOPOACKUX
Xy/I0KECTBEHHBIX IIPAKTHK, OTAEINB UX C OHON CTOPOHBI OT 0OBEKTHOTO MabInK-ap-
Ta, C JIPyrod — OT TOPOJACKOTo IepdopmaHca Kak TakoBOro. beuio MOHATHO, yTO,
BO-TIEPBBIX, 3TO MPAKTHKH 110 IPEUMYIIECTBY HEOOBEKTHBIE, BO-BTOPBIX, OHH JICJIAI0T
yIOp Ha MPOIECCyalbHOCTh, YTO CaMo I0 cede XOPOIIO MOAXOIUT JJIsl HCCIe0Ba-
TEJIBCKUX M KPUTHUECKHX 3a/a4.

Buaugane moneparop Hukonait CMUpHOB KOPOTKO HaMETUI 3TAIbl CTaHOBJIE-
HUsI ypOAHUCTHUECKOTO METAIlOBECTBOBAaHMS: OT GUrypbl (uianepa u Tpynos beHb-
smuHa, Jledgespa u [le Cepro depe3 ncuxoreorpaduo u crpoutonoruto’ Jlomuyca
Bypkxapara K COBpEMEHHBIM TEOPHUSM TOPOJCKOI Cpelpl C aKI[EeHTOM Ha MHOXe-
CTBEHHOCTD aJIFTEPHATUBHBIX COOOIIECTB, OPTaHU3YIONINXCS B Pa3INUHbIC CETH.

VYp6anucr, reorpad u sccerct IMuTpuii 3aMaTHH 0003HAYMIT TUCKYPC HOCT-
ropojia KaK CUTYallMi0 MHO)KECTBEHHOCTH IIPOCTPAHCTB, COOOIIECTBO PACXO/SIIUXCS

1 o
CTpOJ’IJ’IOJ’lOl‘"H (ﬂpOMCHa}IOJ’lOFHH) — «HayKa O IporyJkax», H306pCTCHHaH LIBEUIIAPCKUM HCCIIEI0BaTEIIEM Jlroum-

ycom Bypkxanrom B 1980-¢ rr 1 n3ydeHust ropojickoit cpensl. Ilperonasas B Kaccene, Bypkxapar npoBomit 0coObiM
06p330M OpraHMU30BaHHBIC KOJUIEKTUBHBIC «IIPOTYIIKH» C LIEJIbI0 CO31aTh 0COOBIi OMBIT BOCHPHUATHA NIPOCTPAHCTBA U
aJIbTEPHATHBY TEXHOKPATHYECKON PacIaHpOBaHHOM cpejie. Pe3ynbTaTsl NpeICcTaBIsIM HHTEPEC Ha T10JIE HCKYCCTBa,
ypGaan’mKn 1 COIIMOJIOTHUH.
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BCEJICHHBIX YEJIOBEYECKOT0 OIBITAa U Pa3pbiBa BepOAILHOTO U BU3YAILHOTO. A TOCT-
TOPOZACKOE MPOCTPAHCTBO C TOYKH 3PEHUS JOKIAJUMKa — 3TO TOTAJIBHOE MPOCTPaH-
CTBO HOBOM CaKkpaJbHOCTH.

Xynoxxuuk Kpucruna PomanoBa roBopuna 0 CKpelUIMBAaHUU HayKH M HCKYC-
CTBa, XyIOXKHHKE KaK UCCIIefoBaTelie B KOHTEKCTe arts and social science.

Kyparop u xynoxuux JImurpuit @ununmnos cornacuics ¢ iMmurpueM 3aMsaTH-
HBIM B TOM, YTO 33/1a4a Xy/I0’KHUKA CETOHS — 9TO OCTaBaThCS HEBUIMMBIM, CO3/1aBaTh
MECTa HOBOT'O OIIbITA X TO3BOJIATH MECTaM IrOBOPUTH Y€PE3 XYAO0KHUKA.

XynoxHuk AHacracus PsiboBa pacckasasia 0 CBOEM MHOTOCOCTaBHOM ITPOEK-
Te «3Be3IHbI mpocnekT». HauaBmch B HTaJIBIHCKOM TOPOJIe, CETOAHS OH IPOOJI-
xaeTcs B MOCKBe, yUaCTHUKH NPOEKTa UMEIOT JENI0 C CUTyalUusIMH, CO34aBaeMbIMU
B TOPOJCKOM IPOCTPaHCTBE. IIpOEKT TOHKO COUYETaeT 3almIaHUpPOBAaHHBIE NEHCTBHA
Y THUOKOE B3aUMOJICHCTBHE CO CPEIOi.

AxtuBrct Urops [ToHOCOB caenan KpaTKHid OuepK pa3BUTHS YIUIHOTO UCKYC-
CTBa, OCOOBIi aKIEHT ObUI ClIe/laH Ha OTEYECTBEHHOM KOHTEKCTE.

3aBepraromuMu ObIITM JTOKJIA/BI JIBYX TeopeTHKoB: bopuca Kimomramnkosa
u Uneu bynpaiitckuca. IlepBblii B CBOEM 3a04YHOM BBICTYIUIEHMM ITOMYEPKHYJI 3HA-
YUMOCTB PabOThI ¢ 00IIECTBEHHBIMH NTPOCTpaHcTBaMu B Poccun, ocoboe BHUMaHKe
YIEJINB MOCJEeIHEN HA MOMEHT MeponpusaTus akuuu Ilerpa [laBnenckoro y asepei
JlyGstaku. [To MHEHHIO HOKJIaAYMKa €CTh BAXKHOE PazIHMyhe MEXIY «MOHYMEHTaMH
CBEPXY» M «MOHYMEHTaMH CHH3Y», KPUTHUECKOE HCKYCCTBO JIOJDKHO TEMaTHU3UPO-
BaThb TO, YTO CKPHIBAET «MOHYMEHT CBEpXy». B 3ToM cmbicne akiuu [laBiaeHckoro
— 3TO TaBTOJIOTHUS UM YABOEHHE BIACTH.

Wnes BynpailTckuc B cBOEM JTOKIIa1€ TOBOPHII O TOM, YTO 3a/1a4a XyAOKHUKOB,
B YaCTHOCTH CUTYyal[HOHHCTOB U [ [leOopa, Oblia ¥ ecTh B TOM, YTOOBI pa3opBaTh
TOTAJIBHOCTh a0CTpaKuuii, MOMOOHBIX TOPOACKOMY IPOCTPAHCTBY, TPYAY, ACHBraMm,
KOTOpBIE CO3[AI0T «HJUIIO3MIO MPO3padyHOCTH» B TepMuHonorun Anpu Jledespa.
B pesynbrare BO3HHKAET BUAUMOCTD PACKOJIAOBBIBAHUS M IOHUMAaHUS MHpPa, B KOTO-
POl MOHOIIONHKS HA Yy/0, HAIPUMEpP Pealn3yeMoe B IpoLeccax MHKCHTPUPUKALUHY,
3aKperuIsieTcs 3a rocyaapcTBoM. Takum 00pa3oM co3iaercs elle oHa ToTajbHas a0-
CTpaKIHMs — Y>K€ CONUATBHO-TIOIUTHYECKAs, ¥ pab0Ta XyJZ0>KHUKOB JOJDKHA OBITH Ha-
HpaBJieHa Ha OCO3HAHKE MPUYNHHOCTHU 3TOM a0CTpaKIMU U pa3pbiBa €€ TOTATLHOCTH.

[Nocne noxnana cocrosiack HeOOIbIIAS AUCKYCCHS O MOCKOBCKHX ITpoIIeccax
JokeHTpUUKAIMKA B CBeTe AoKiana Wb ByapaiTckuca, B KOTOPOH ydacTBOBAIU

HAmutpuii Gunumnmnos, SIHa ManuHOBCKas U €1e HECKOJIbKO CIIyIlaTeNeH.

B 1enom kpymiblii cTonm 0003HAYMII aKTYalbHOCTb 3asBIICHHBIX BOIPOCOB
1 HEOOXOIMMOCTH TIPOIOIDKEHISI 00CYKICHUH B Ooee KOHKPETHOH 1 muddepeHITH-

POBaHHOH TI0 TeMaM (GopMme.

* B cocrapienun Marepuaia UCIoiIb30BaHa paciinppoBKa KPyIyIoro CToja, pou3Be-

nenHas Ceetnanoi 'ycapoBoit
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PANEL DISCUSSION

“CITY AND CONTEMPORARY ART. RESEARCH &
CRITICAL URBAN ART PRACTICES”
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PARTICIPANTS: Ilya Budraytskis, Dmitry Zamyatin, Boris Klyushnikov,

Igor Ponosov, Kristina Romanova, Anastasiya Ryabova, Dmitry Filippov

MODERATOR: Nikolay Smirnov

The aim of the second round table was rather to set the agenda and put different posi-
tions forth in a performative form than to make a synthesis. That is to indicate the dis-
course of exploratory and critical city art practices separating them from object public
art from the one side and city performance from the other. It was clear that in the
first place all these practices are mainly non-object and in the second place they lay
emphasize the processuality that goes very well with exploratory and critical tasks.

In the beginning moderator Nikolay Smirnov briefly indicated the stages of
establishment of the urban metanarrative starting with the figures of the flaneur and
works of Walter Benjamin, Henri Lefebvre and Michel de Certeau through psycho-
geography and strollology' of Lucius Burckhardt and finishing with contemporary
theories of the city enviroment with the accent on multiple alternative communities
that become organized in different nets.

Urbanist, geographer and essayist Dmitry Zamyatin indicated the discourse
of postcity as a situation of multiple spaces, a community of dispersing universes of
human experience and a rupture between verbal and visual. From his point of view
postcity space is a total space of the new sacrality.

1 Strollology (promenadology) — «a science studying strolls» was invented by the Swiss researcher Burckhardt in the
1980-ies. He gave lectures in Kassel and organized collective «walks» to create a new experience of percieving space as

an alternative to techocratically planned enviroment. The results are interesting from the point of view of art, urbanistics
and sociology.

Artist Kristina Romanova spoke about crossing of science and art and an artist
as a researcher in the context of arts and social science.

Curator and artist Dmitry Filippov agreed with Dmitry Zamyatin’s opinion that
today the artist’s task is to stay invisible, create places of the new experience and let
the places speak through an artist.

Artist Anastassia Ryabova described her complex project “Zvezdniy Pros-
pect”. It started in an Italian city and now goes on in Moscow. Members of the project
deal with situations created in the city space and planned actions are finely combined
with flexible interaction with the environment.

Activist Igor Ponosov featured street art development with emphasize on Rus-
sian context.

Two theorists concluded the round-table: Boris Klushnikov and Ilya Budrait-
skis. The first of them noted the importance of work with public space in Russia
paying special attention to Pyotr Pavlensky’s action at the doors of the Lubyanka.
According to the speaker there is a difference between “monuments from above” and
“monuments from below” and the critical art should thematize something that “monu-
ment from above” hides. In this sense Pavlensky’s actions are tautology or redoubling
of the power.

Ilya Budraitskis noted that task of the artists specifically situationists and Guy
Debord was to rupture the totality of the abstractions like city space, labor and money
that create an “illusion of transparency”, a term of Henri Lefebvre. As a result visibil-
ity of removing the spells and understanding of the world appears and a monopoly on
a miracle that can be realized in gentrification processes or something of that kind is
assigned to the state. Thus a new total abstraction is created — t is social-political and
the work of the artist should tend to understand the reasons of this abstraction and the
rupture of its totality.

After the speeches there was a brief discussion between Dmitry Filippov, Yana
Malinovskaya and some other listeners about Moscow gentrification in the context of
Ilya Budraitskis’es words.

In general the panel discussion indicated the actuality of the announced ques-
tions and the need to continue the discussion in more specific and thematically differ-

entiated form.

* The text is based on the transcript of the round-table made by Svetlana Gusarova.
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APKTUYHOCTb 1, 20

AYAWNOBMN3YAJIbHBIA NEPOOPMAHC / LIVE-CINEMA

YYACTHUKM: TTétp XKykos, Hukomait Cmupros, Cama Enina, Kupun Hlupokos,
Cama Mopo3

ITponomKHUTETPHOCTD BAPHUPYETCSI.

IIpoexT co3nan no pe3yasraramM dKCeaunuu Ha TaliMbIp, OpraHU30BaHHOMN Ta-
OGopaTopueli TeOKyIbTYPHBIX HCCIIEIOBAaHUN MPU APKTHYECKOM MHCTUTYTE (SIKyTCK)
ocenbio 2014ro roga. CoBmMecTHO ¢ XynoxaHukoM Hukomaem CMUPHOBBIM poU3BeIe-
Ha cepHs BUJEO U ayano paboT, HCCIENYIONINX 0COOEHHOCTH MECTHON T€OKYJIBTYPHI
(uccnenoBaHuUsA MPOBOAWINCEH B ropoze yanHKa W Ha CTOMOMIIAX BOKPYT MOCENKa
ra3oBUKOB TyxapT) U JOKaJbHOTO HNPOCTPAHCTBEHHO-BPEMEHOI0 KOHTHHYYMa, BXO-
JISIIIUE B KOHTAKT C apKTHYECKUM 9POCOM.

CoOpaHHBIH ayTMOBH3yaIbHBIH MaTepHal, HapaBHE C IOJEBBIMH 3allUCSIMH
U TEKCTaMH, JIET B OCHOBY paOoThl. MoHTax 00pa30B IPOUCXOIUT HEIOCPEICTBEHHO
BO BpeMs JAEMOHCTpaLUK ITPOU3BEIACHUS, COPOBOXKAAEMbIH YTEHHEM apKTHYECKUX
TekcToB. MicToprueckux n Mudpmdecknx. CrenuanbHO NPUMIAMEHHBIN TOATOTOBICH-
HbII My3blkaHT Camra EnvHa ucnonHser no BUAEO NapTUTYypEe My3bIKalbHOE IIPOH3-

BCICHNUE, 3aMbIKass YyBCTBCHHOCTD B CJIOKUBIIEMCA BPEMCHH.

BWLEO: TTétp XKyko, Hukomait CMupHOB
O®JIEATA: Cama Ennaa
YTELLbI: Kuprn Hlupoxos, Cama Mopo3
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AUDIOVISUAL PERFORMANCE / LIVE-CINEMA

PARTICIPANTS: Petr Zhukov, Nikolay Smirnov, Sasha Elina, Kirill Shirokov,
Sasha Moroz

Duration varies.

Project created as the results of the expedition to the Taimyr Peninsula, organized
by the laboratory of geo-cultural research at the Arctic Institute (Yakutsk) at autumn
2014. In collaboration with artist Nikolay Smirnov series of audio and video works
were produced, exploring the peculiarities of the local geoculture (research carried
out in the city of Dudinka in the camp and around Tuhart gas industry village) and the
local space-time continuum, coming into contact with the Arctic eros.

Assembled audiovisual material on par with field recordings and texts forms
the basis of work. The final cut of images takes place directly during the demonstra-
tion of the work, followed by the readings of the texts of Arctic. Historical and myth-
ical. Specially prepared guest musician Sasha Elina performs music by video-scores,

putting sensuality into the existing closed time structure.

VIDEOQ: Petr Zhukov, Nikolay Smirnov
FLUTE: Sasha Elina
READERS: Kirill Shirokov, Sasha Moroz




BO3BPALLEHWE KYPLUCKOI0 NUJOTA

AYIMOBU3YAJIbHbIW NEPGOPMAHC / LIVE-CINEMA
YYACTHUKMN: TTéTp XKykos

Buneodunem mccnenyer MudoIoruueckoe MmpocTpaHcTBO KypHickoil KOoch
B JIMTOBCKOM HCTOPHYECKOM KOHTEKCTE, IIPOITYyIIEHHOM Yepe3 OIBIT MPSIMOTO aBTOP-
CKOTO TIepeXHBaHUs. B paccianBaronieMcs ¥ niepeTekaroneM Janamadre JroH Ipo-
SIBIISTIOTCSI IPU3PAKU IPOIIUIOTO M HACTOSIIIET0, BHEMITIOIIHE O OyayIIeM.

B ocHoBe QuiabMa JNSKUT CIHPUTHICCKUIA CEaHC, B PAMKaX KOTOPOTO MEX-
JQyHapoaIHas TPyIIa XyI0KHHUKOB BBI3BIBAET Kypuickoro [Iunora, B JaBHHE BpeMeHa
HE3aBUCUMOCTHU JIMTBHI yieTeBIIEro MpoKiaapBaTh Jopory Ha Maaarackap. Meauym
MIPOBOJIHT BO33BABIIUX CKBO3b YEPEAY MCTOPUKO-KYIBTYPOIIOTHIECKUX BUACHUH Ha-
BCTpeuy JIIOOBH.

OuIeM SBWICA PE3yIBTATOM JBYXMECSYHOTO HCCIIEIOBAHMS, IPOBEIEHHOTO
B Nida art colony B koHre 2013 roga. BoJdbIIMHCTBO IEHTPANBHBIX CIICH MTOCTPO-
€HO TI0 MOTHBAM IMEPCOHAIBHBIX UCTOPUI CTOJKHOBEHHUS C NMPH3PAKaMU M TyXaMH,
3aIlMCaHHBIX CO CJIOB MECTHBIX JKUTENCH U pa0OTArOIIUX B PE3UCHIINU XYJO)KHUKOB.
Bropoit miact, ¢popmupyromuii MOJOTHO H300paKeHHs - KyJIBTYPHOE MHQOIOTH-
YeCcKoe U UcTopuueckoe Hacieane Huapl — 3TO UM MHTEJUIMIEHLMsS] OT HEMELKHX
SKCIPECCHOHUCTOB, uepe3 Tomaca Manna k CapTpy; HCTOPHS 3aKPBITOH JETHOU
IIKOJBl M YEXaBIIUX KypIlel; OKYTHIBAIOUINM BCE MPUPOIHBIN 3alOBEIHUK Ha MOJ-
BIDKHBIX JIOHAX.

Pabora uccnemyer BO3SMOXKHOCTH YYBCTBEHHOTO MOJXOAa K MOHTaXKy H OCBO-

OOXIeHHEe ero OT TOTAJWTApPHOH CYIIHOCTH. Bumeo cocTOMT W3 TPEX IMOTOKOB:
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MMOCTAHOBOYHBIE CIIEHBI, BOCCTAHABIMBAIOIIUE COOBITHS IMPOIUIOTO MM BHJICHUI,
JOKYMEHTAIUs CEaHCOB, IOKYMEHTAJIbHBIE CHEMKH MPOCTPAHCTBA M OBITA KOCHI.
OTH HOTOKH, CYIIECTBYIOIIME CAMOCTOATEIBHO U CBOOOIHO, UCIIONHUTENb CMEIIH-
BaeT B ONpENEIEHHOM MAapTUTYpoil mopsake. Happartus BeIcTpauBaeTcsl HEMOCPEN-
CTBEHHO B IPOCTPAHCTBE U B 3pUTEIIE, B 3aBUCUMOCTH OT €r0 BHUMAHUS M UyBCTBU-
TEJBHOCTH K OIIPE/ICNEHHBIM 00pa3aM, BpEMEHHBIM HHTEPBaJIaM.

Buneo ucnonnsercs ¢ BapbupyeMoi ATUTEIBHOCTBIO IO MApTUTYpE, 3a CUET

Yero ayJuoBH3yalbHAS TKaHb (DHIIbMA COOMpaeTCs MPH KaXXJOM MOKa3e 3aHOBO.

PEXWCCEP: ITéTp XKykos

WUCMONHEHUE ®WJTbMA: Kupusn Lupokos

OMEPATOP: Huxkwura ITaBnoB

MNEP®OPMEP: Jlynza Hobpera

MEHUWE: Drie Mapunynaiiteite

MY3bIKA: JTanuun 3unyenko, Auton Kypsimes, Anekceir Akumos, WOLFFX
[pu coyuactun: Taasu Cywucany, 'anc I'pyoep, SAun Bannepwme,

Tomac Maprumayckuc, Kyaurynna /lunenkaute, Jlunac Pamanayckac,

Teyn Kapence, Huosu ®otonoynoy, JJean3 Caiksl.

KOCTHOMbI NPEOCTABJIEHbI: AutonuHoit baesep, Bnagumupom CriekTopoMm,

AHHO [[paHMIIHUKOBOM




THE RETURN OF A CURONIAN PILOT

AUDIOVISUAL PERFORMANCE / LIVE-CINEMA
PARTICIPANTS: Petr Zhukov

The project is a visual research of mythological landscape of the Curonian Spit.
It is performed in a form of live cinema, where different times, documental and staged
materials, history and myth unite into one multidimensional layer of the projected
image.

The film is based on a spiritual seance held by international group of artists
as well as on dreams and stories collected in Nida and cultural landscape of the spit
(Thomas Mann, Sartre, closed flight school, etc.). These different streams are mixed
in real time, while film is performed by special made scores. Duration is variable and
equals to one bottle of wine to be drank.

Project was made in Nida Art Colony in collaboration with Luisa Nobrega (per-
former) and Nikita Pavlov (cinematographer). Song “ZvaigzdZiy broliui” performed

by Eglé Marciulaityte.
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DIRECTOR: Petr Zhukov

PERFORMING VIDEO: Kirill Shirokov

PHOTOGRAPHY DIRECTOR: Nikita Pavlov

PERFORMER: Luisa Nobrega

SONG: Egle Marciulaityte

MUSIC: Daniil Zinchenko, Anton Kuryshev, Alexey Akimov, WOLFFX
IN COLLABORATION WITH: Taavi Suisalu, Hannes Gruber, Yann Vanderme,

Tomas MartiSauskis, Kunigunda Dineikaite, Linas Ramanauskas, Theun Karelse,

Niovi Fotopolou, Deniz Sayki.
COSTUMES GIVEN BY: Antonina Baever, Vladimir Spektor, Anna Dranishnikova
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NPUHATBIE COKPALLIEHUSA

Axagemus ThlIa M TpaHCHopra — BoeHHas akajgemuss Thlla M TPAaHCIOPTa
(1956-2012), ¢ 2012 — BoeHHas akageMus MaTepHAIbHO-TEXHIYESCKOTO 00 CIIeUeHUS
nMeHn reHepana apmuu A.B. Xpynésa, Cankr-IlerepOypr

I'MM — Tl'ocynapcreeHHslil Mcropudeckuii myseil, Mocksa

[maBmonutpocBeT — [TTaBHBIIN MOTUTHKO-TIPOCBETHTENBHEI KOMUTET PeciyOnnku
I'TT" — I'ocynapcrBenHas TperbskoBckas ranepes, Mocksa

MUUNTAuK —MockoBcKur# TOCyIapCTBEHHBI YHUBEPCUTET I'e0Ie3UH U KapTorpaduu

HTP — nHay4HO-TeXHUYECKas! PEBOJIIOLIUS

ABBREVIATIONS

Logistics and Transport Academy — The Military Academy of Logistics and Transport
(1956-2012), since 2012 — The Military Academy of Material and Technical Supply
named after Army General A.V. Hrulev, Saint Petersburg

SHM — The State Historical Museum, Moscow

Glavpolitprosvet — The Central Committee of the Republic for Political Education
STG — The State Tretyakov Gallery, Moscow

MIIGAiK— Moscow State University of Geodesy and Cartography

STR — scientific and technical revolution
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