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B KOHLIE 50-X

B xonme 1950-x — naugane 1960-x rr. FOpwuit [TumeHoB, 10 3TOTO CO3MaBIIHI
KaHOHMYECKHe 00pa3sl MHIycTpHanbHOro jJanamagpra 1920-x («/laems Tspxemyro
HHIYCTpUIO!») U cTanuHCcKoro riiamypa («HoBast MockBay), TUIIET HECKOIBKO MOJIO-
TEH, 3HAMEHYIOIINX POXICHIE HOBOI rOpOCKO cpebl. «PaiioH 3aBTpamHero JH»,
«CBannba Ha 3aBTpamHeit ynure», «[lepBple MOTHHUIIBI HOBOTO paiiloHa» BOCIEBAIOT
HOBOCTPOHKHU-XPYIIEBKH, C HEOOM, pacuepueHHBIM CTpellaMH CTPOHUTEIBHBIX Kpa-
HOB, IITa0EIIMHA OCTOHHBIX TPYO, [0 KOTOPHIM PE3BO OEryT Ha KaOIydKax ACBYIIKA
B SIPKUX Pa3BEBAOIINXCS IUIATHIX, M KCHUXOM U HEBECTOM, IMECTBYIOMIUMH IIPSMO
IO TIPOJIO’KEHHBIM TI0 TPSI3U AEPEeBSIHHBIM MOCTKaM. [IpuMepHo B TO ke Bpems [Imu-
Tpuit [llocTakoBud mumieT cBoro omeperty «Mocksa. UepeMyIKm», a BCKOPE BBIXO-
JUT ee SKpaHu3alys, IPOCIaBISIONIas HOBOCTPOHKHI KaK BOZMOKHOCTH BBIPBATHCS U3
3aTXJIOT0 CTapOro MUpPa KOMMYHAJIOK K HOBOMY OBITY — aCKETHYHOMY, CBOOOTHOMY
(XpymieBkHu obecreunBald MPUBATHOCTH), OTYASTHHO MOJIOJAEKHOMY, MOJEPHOBOMY
U JaXe WHTepHAIMOHambHOMY. B miosukie [epbepra Pammomopra (pomusriierocs
B Bene u o smurpamuu B CCCP B 1936 roay OpiBiero accuctenrom [eopra I1a6-
cTa, ¢ KOTOpbIM OH pabotan B [epmanuu u B [ommmByne) mapomupyrot «Becrtcaiia-
CKYIO MCTOPHIO» U TAHIYIOT POK-H-POJII MPSMO Ha IMOJBEIICHHON K KpaHy IaHelu
crposiuierocst goma. s IlocrakoBuua, [Tumenosa, Panmonopra, mroneit mokosieHus
IIEPBOTO aBaHTapAa, OTTEIENIbHBIE HOBOCTPOHKU OBIIM BO3BPAIICHHEM K MOACPHU3-
My, 0OpanIeHHOMY He B MH(HYECKOE TPOIILIOE WM BEYHOE, KaK CTATMHCKUH aMIThp,
HO B OyayIiee, B TO caMOe YIOMSHYTO€ B Ha3BaHMAX MOJOTEeH [InMeHOoBa «3aBTpay,
KOTOpOE eIle He HACTYITIIO, HO 00S3aTeIbHO HACTYIIUT, — TaK 4TO ITOKa MOXKHO 0e3
HBITHSI IEPEHOCUTH BpeMEHHBIE HEyA00CTBa, Xa0C CTAHOBJICHHUS U TPs3b, KOTOpas Ha
MMUMCHOBCKUX KapTHHAX BBITVITUT 3HAKOM OPTaHWYCCKON BUTAIIEHOCTH CTPOSIIETO-
¢s HOBOTO MHpa.

PoManTHUYCCKHIT Opeo, OKpYKaBIIMKA HOBOCTPOHKH B OTTEICNBHBIC TONEI,
K 3II0X€ 3aCTOS OKOHYATENHHO YAeTydmIcs. TUITOBBIE MHOTOATAXKH Ha OKpaHAaX CTa-
JIU TIPUBBIYHBIM 00pa30M OTYYKICHHOCTH — OyIb TO Ha YIWBJICHUE JETPECCHBHAS
JUISl TTIaBHOM HallMOHAJIbHOM HOBOTOJHEW CKa3Ku poMaHTHUecKas komenus «ponus
CynbOBD), 0E3BICXOMHO-IK3UCTCHIMANBHAS paMa «OTIYCK B CEHTIOpE» WU JKUBO-

MUCh OTEUECTBEHHBIX (POTOPEATUCTOB, CTPEMSIIMUXCS, BIPOUEM, 38 CUET «(pHpPMEH-



HOW», «3araJHONW» KUBOMHUCHON (DaKTypbl 0OpPAaTHTh «PYCCKYIO XaHIpY» B MO100HE
«aHIIUIKOTO CIUTMHA». B mpuHIHMIIE, XPYIIEeBCKO-OpEKHEBCKNE MHOTO3TAXKKH BIION-
HE 3aCIy’KHUBAJIHM y4acTH OYEHb IOXOXKEro Ha HUX JKWJIOro KoMmruiekca Pruitt-Igoe
B Cenr-Jlynce. IToctpoennsie B 1956 Toqy MHOTOATaKKH U3 PAllMOHAIBHON yTOIIHH
MIPEBPAaTWINCh B HEMPHUTOMHOE UISl KHJIbS TeTTO, Tak 4To B 1972 romy oHu Obuin
B30pBaHbI, YTO [UII aMEPUKAHCKOTO apXHUTEKTOpa M McKyccTBoBena Yapms3a JkeHk-
ca cTajno, Kak U3BECTHO, JaTOW CMEPTH MOAEPHU3MA U POXKICHUS IMOCTMOAEPHU3MA
B apXUTEKTYPE.

Jlns Ilapna OTnenbHOBA, YK€ HECKOJIBKO JIET B CBOEH HBOIUCH HCCIIETYI0-
IIETO ICTETHKY MOCKOBCKHX CITJIHBIX PaifOHOB, MOCTCOBETCKUI MOCTMOAEPHHU3M
B apXUTEKTYpe, €CIM TAKOBOW M UMEJ MECTO OBITh, — JTO HE JY)KKOBCKHE OarieH-
KM, 2 TOPTOBBIE IIEHTPBI Ha OKPAWHAX, BBIPACTAIOIINE CPEAN M3BEUHBIX OPEKHEBCKUX
MUKPOPaoHOB U mycTeIpeil. C MOSBIEHUEM ITHX COOPY)KEHHI B MPUBBIUYHO-CEPOM
apXUTEKTYpHOM JaHAmAa(Te MOSBHINCH XOTh Kakhe-TO IBeTa. KHcIoTHO-spkne
PacuBETKH TOPrOBBIX LIEHTPOB JIENIAIOT UX Kak-Obl HE BCAMJICIUIIHBIMU 3AaHHUSIMHU,
a THTaHTCKUMH UTpyIIKaMd. BBoauBIIME sSipKHe JOKaIbHBIC IIBETA B ApPXUTEKTYPY
aBropsl De Stiil Toxke, BO3MOXHO, BIOXHOBJISIIUCh MIESIMH Pa3BHUBAIONINX UTPYIIEK
Monreccopu. Ho B UrpymeyHOCTH MOCKOBCKMX OKPaHHHBIX MOJIOB, KOHEYHO, HET
nponeneBTHYecKuX yasgHuil. Ckopee, UX CTPOUTEINH, PEIIUBIINE CENATh HEUTO, ApY-
KECTBEHHOE M0 OTHOIIEHHIO K ITOCETHUTEIIO, BIIAJH B TOT K€ JICTIETyIIIe-3aHCKHUBATO-
LIMH TOH, YTO U 3JI0yNOTPEOIISAIONINE YMEHBIIUTEIBHBIME CyQdrKcaMy peKIaMITUKH
1 COCTAaBUTEH MEHIO, B3bIBAIOIINE K HalIeH MH()AHTUIEHOCTH.

Brpouem, Ha nonornax ITaBna OTaenbHOBa TOProBBIE HEHTPHI MPEOBIBAIN
OE3MIONHBIMU: WX MHTEPHEPHI HAIIOMUHAIH 3a0pOIICHHBIE KOCMHYECKHE CTAHIMU
HEBEIOMBIX LUBWIN3AIUI, a UX Pa3HOIBETHBIC MapajuleNenue sl Ha CTBUIBIX ITy-
CTHIPSIX JIETall MX TOXOKHMHU CKOpEe Ha OTPOMHBIC CKYIBNTYPHI, YEM Ha 3/1aHHSA,
B KOTOPBIE MOYKHO MOMACTb.

B HOBOM LIMKJIE OHM OKOHYATEINHEHO 000PaYNBAIOTCS MUpaKaMu. 31aHUN yxKe
HET — HEYMECTHO SIPKHE I[BETa 3aBUCAIOT B MCKOHHOM CEpPOCTH OKpauH KakK ITINTY,
U(POBOH TITIOK, MMOABHCIIAS «MaTPUIa». B MOMEHT cBOEro ncue3HOBEHNUS 3TH (haH-
TOMBI BBIVIAST OCOOCHHO OCIIETIUTENIbHO — CIIOBHO JIa3epHBIE 1110y, CBETOBas (hee-
pus Jlac-Beraca. Ho onu ctonb 3¢eMepHBI, 4TO Jaxe He OTPaKalOTCS B M3BEUHBIX
JIy’aX OKpauHHBIX ITyCTBIpEH.

Hosrrit mpoexr IlaBma OtnenpHOBa BHIIVISAAT TaK 37T000AHEBHO HMMEHHO
CerofiHs, KOTria MBbUIbHBIMH IY3bIPSIMU JIOMAIOTCS PAaOCTH OOIIECTBA MOTPEOICHUS

1 HaACXKIbl HA XOTh KaKOC€-TO OKYJIBTYPHUBAaHUE MECTHOI'O COIMMAJIBHOIO W XKU3HCH-

HOTO MPOCTpaHCTBa. be33a00THBIN MOCTMOAEPHU3M Tak M He HacTynwi. Ilectpbie
KyOWKH 3IaHUH-UTPYIIEK OCTaJINCh KOMITBIOTEPHOW MOJIENbBI0, HaJOKEHHOH Ha Oec-
LBETHBIN JIaHIIIA(T CHAJbHBIX PaiOHOB, KOTOPBIE TaK U HE MIPOCHYJINCH, Ha 3aCTPO-
CHHBIE KPETOCTAMH MHKPOPAHOHOB ITyCTBIPH, KOTOPBIE TAaK M HE CTAIH TOPOIOM,
Ha CJISIKOTH, JUI KOTOPOM Tak M He HACTaJIO TO 3aBTpa, B KOTOPOM OHA NPEBPaTUTCA
B yAHILy. A CaMBbIM aI€KBaTHBIM SI3bIKOM OIHICAHHS 3TOH peallbHOCTH OKa3bIBAIOTCS HE
Kakue-HUOy/Ib HOBBIE TEXHOJIOTMHU W HOBEHIINE TeUeHHUs, a QUTypaTHBHAS KHUBOIUCH,
xoropyto ITaBenm OtnensHoB m3ydan B8 MITAXU mm. B.W. CypukoBa, B MacTepckon

OIHOT'O U3 OCHOBOIIOJIO)KHHUKOB «CYPOBOI'O CTUJISI» ITaBna Hukonoga.

Npruna Kvinuk



AT THE END OF THE 1950s

In the late 1950s-carly 1960s Yury Pimenov, who had until then created ca-
nonical images of the industrial landscape of the 1920s (You give heavy industry!)
and Stalinist glamour (New Moscow), painted several canvases to inaugurate the birth
of a new urban environment. The District of Tomorrow, Marriage on the Streets of
Tomorrow, The First Fashion Ladies of the New District glorify Khrushchev’s new
prefabricated residential districts, against the backdrop of a sky blackened by the gib
arms of building cranes and the stacks of concrete pipes on which they run sport-
ily on their heels in brightly fluttering dresses, future husband and wife, parading
directly on wooden bridges laid down in the dirt. At exactly the same time Dmitry
Shostakovich was writing his own operetta Moscow. Cheremushki, which was shortly
thereafter adapted in a screen version, glorifying the new housing developments as
an opportunity to break away from the musty old world of communal flats to a new
life — ascetic, free (the so-called “Khrushchevka” flats ensured privacy), desperately
young, modern and even international. In Herbert Rappoport’s musical (born in Vien-
na and until his emigration to the USSR in 1936 the former assistant of Georg Pabst
with whom he had worked in Germany and in Hollywood), they parody West Side
Story and dance rock and roll directly on the panel of the house being built suspended
on the crane. In the case of Shostakovich, Pimenov and Rappoport, people from the
first avant-garde generation, the new housing developments of the thaw era marked
a return to modernism, an appeal not to the mythical past or the eternal present as in
the Stalinist Empire style, but rather to the future, at the time mentioned in the names
of Pimenov’s canvases - Tomorrow, a time that has still not arrived, but will definitely
come — so that one can for the time being endure patiently temporary inconvenienc-
es, the chaos of the establishment of the new and the dirt, which is presented in Pimen-
ov’s pictures as sign of the organic vitality of the new world being built.

The romantic halo that surrounded the new developments in the thaw years
had definitively melted away by the onset of the stagnation era of Brezhnev. The
typical suburban high-rise buildings became a standard form of alienation — whether

it be the surprisingly depressing romantic comedy The Irony of Fate as the country’s

main New Year story, or the desperately existential drama Vacation in September, or
the paintings of domestic photo realists, who sought incidentally, through “branded”,
“western” picturesque textures, to transform the “Russian distemper” into something
akin to “English spleen”. In principle, the high rises of the Khrushchev-Brezhnev eras
deserved the fate of the Pruitt-Igoe residential complex in Saint Louis that was so
similar to them. The high-rises built in 1956 were transformed from a rational utopia
into ghetto housing that was so uninhabitable that they were blown up in 1972. As we
know, for American architect and art historian Charles Jencks this was the date of the
death of modernism and the birth of post-modernism in architecture.

In the case of Pavel Otdelnov, who has already studied for several years in his
paintings the aesthetics of Moscow’s commuter districts, post-Soviet post-modernism
in architecture, if there has been any, is represented not by Luzhkov’s towers, but
rather by the shopping centres in suburbs, growing in amongst perennial Brezhnev
residential districts and waste lands. Following the appearance of these structures in
the typically grey architectural landscape, at least some colours have appeared. The
acidic, eye-grabbing colours of the shopping centres turn them into mock buildings,
and even giant toys. The bright local colours introduced in the architecture might also
have inspired the authors of De Stijl to come up with Montessori educational toys.
However, naturally there are no didactic aspirations in the toy nature of Moscow’s
suburban moles. It is highly likely that the builders, who had decided to do something
appealing to visitors, had been overcome by the same babbling and obsequious tone
as advertisers and the compilers of menus, who abused diminutives, appealing to our
infantile nature.

Incidentally, in Pavel Otdelnov’s canvases, the shopping centre are devoid of
people — their interiors are reminiscent of neglected space stations of unknown civil-
isations, while their multicoloured 3D boxes on stale wastelands rendered them more
similar to huge sculptures than buildings that you can climb into.

In the new cycle they definitively devolve into mirages. There are no longer
any buildings — the inappropriately bright colours stand out in the primordial grey-
ness of suburbs as a glitch, a digital malfunction, a suspended “matrix”. At the time
of their disappearance, these phantoms looks particularly resplendent — laser shows,
the gaudy fairy show of Las Vegas. However, they are so ephemeral that they are not

even reflected in the eternal puddles of the suburban wastelands.



Pavel Otdelnov’s new project would appear extremely topical today when the
joys of the consumer society and hopes for some cultivation of the local social and
living space are bursting like soap bubbles. Carefree post-modernism did not come to
pass. The motley cubes of the toy buildings remain like a computer model imposed on
the colourless landscape of the commuter districts, which have not stirred from their
sleep, on waste lands built by the fortresses of the residential districts, which have not
turned into cities, while the slush waits in vain for the tomorrow that will transform
it into a street. Furthermore, it transpires that new technologies or state-of-the-art
trends do not provide the most appropriate language to describe this reality: rather, it
is the figurative art that Pavel Otdelnov studied at V. Surikov Moscow State Academy

Art Institute, at the studio of one of the founding fathers of Pavel Nikonov’s “austere

style”.

IriINA KULIK
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Toproseie nenTpsl (TL[) — onHa U3 BayKHBIX MPUMET HAIIIETO BpeMEHH. 3a Mo-
cinennue 10—15 neT oHM cTaau OCHOBHBIM MECTOM IPOBEACHUS CEMEMHOIO 10CYyra u
JOMHHAHTaMH B TOPOACKOM IIPOCTPAHCTBE, NX HEBO3ZMOXHO HE 3aMETUTh. TUITHYHBIN
TLL 0ObIYHO MpencTaBIsACT OO0 HENenoe, C TOUYKU 3PCHUS apXUTCKTYPHI, 3laHHE,
ITOCTPOCHHOE W3 BPEMEHHBIX MaTepHalioB. HampammBaeTcss MBICIb, YTO apXUTEK-
topoB TIL[ B mepByro odepenp MHTEPECYIOT OOBEMBI TOPTOBBIX IUIOIIAACH W B IO-
CJICJTHIOI0 —KaKUM 00pa3oM 3TH 0OBEKTHI BIIUIIYTCS B CYIIECTBYIOLIYIO TOPOJICKYIO
cpeny. Uem Oosee BBI3BIBAIONINMH OHH BBITIIAT, TEM JIy4Ile — TaK OHH OOJbIIE
KOHTPACTUPYIOT C OKPYKAIOLINM Ieif3akeM M IMPUBJICKAIOT elle OoJbIiee BHUMAHHE.
Taxum 0Opa3oM BBIpACTaOT pa3HOLBETHHIE capal U3 IUIACTHKA, KOMIIO3UTHBIX MaHe-
neit u nmonukapoonara. Otu T1l 0OBIYHO COCTOAT U3 MHOKECTBA MAara3uHOB, apEHITY-
IOIIMX TOPTOBBIE IUIOMAAN. TOPTrOBBIE KOMITJIEKCHI YaCcTO OOBEIUHIIOTCS C aBTOBOK-
3aJaMu, KHHOTeaTpaMH, peanpustusiMu cdepsl yeryr. CHapyxu ¢acanst TL yacto
MPEJCTABIAIOT COOOH BH3YalbHBIA IIYM: HAa HUX TOSBISIOTCS pa3HbIC pEKIAMHBIC
BBIBECKH, KaX/1asi M3 KOTOPBIX CTPEMHUTCS IIEPEKPUIATh JIpyTHE.

Hacneaue coBeTckoit 3MOXU MOAEPHU3ALMN — 3TO JMHUU 3JEKTpoIepeaay,
BOILTOTHBIIIHE MOJACPHHUCTCKYFO MeuTy JIeHuHa 0 BceoOmen aeKTpruUKaIiH, THITO-
BOE KWJIHMIIIHOE CTPOUTENLCTBO — (pacaibl OJOYHBIX JOMOB, OOIIMPHBIC MPOM30HEI.
OTH 2MeMeHTHI Ieif3aka a3 MPUBBIK BOCIPHHUMATh Kak HEYTO CTAOMIIBHOE, Kak
¢on. Ha 3ToM oHE 1 BO3HUKAIOT 00BEKTHI COBPEMEHHOW TOPTOBO-pa3BIIeKaTeIbHON
HHOPPaCTPYKTypbl. MaccoBOe CTPOUTENBCTBO KPYITHBIX TOPTOBEIX IIEHTPOB B EBporie
u CIIA nauanocs npumepHo B 1950-x, B Poccun ¥ Ha mOCTCOBETCKOM MPOCTpaH-
ctBe — B 2000-X ¥ mpomoipKaeTcs IO CUX TOpP, PACIPOCTPAHSISICh OT TOPOIOB-MUII-
JTUOHHUKOB K OKpaumHaM. DTH OeCUrCIeHHBIE IIEHTPHI TOPTOBIH U JOCYTa BO3HUKAIOT
B COCE/ICTBE CO CHAJIbHBIMU PaliOHAMU U IPOM30HAMU, OHHU BBIPACTAIOT B PALIUOHATb-
HO pacIUIaHHPOBAaHHOM ropojckoi cpene kak puzoma. Takoit TLI, BeIpocmmii Ha Oec-
KpallHUX MpOCTOpax Halleil CTpaHbl, Cpeu MOCTCOBETCKUX MHUKPOPAHOHOB U rapa-
e, OYCHb HAMIOMUHACT KOMITBIOTCPHYIO OIIMOKY, MPOrPaMMHBII COOM, IITUTY.

OnvH U3 caMBIX THITUYHBIX CIIyYaeB BOSHUKHOBEHHS TIIUTYa — HECOOTBET-
CTBHE NPOTrpaMMHOr0O oOecredeHHs 3ajade, KOTOPYI CTaBUT Moib3oBaredb. TLI-
DIMTY MOXKHO OIMCaTh Kak MeTadopy HECOOTBETCTBHUSI MOCTCOBETCKOW COLUAIIb-
HOW peallbHOCTH W PHIHOYHBIX OTHOIICHUH 3IOXH 3apOXKJAOIIETOCs KamuTaln3Ma.
I'muty-m300parkeHue OOBIYHO MPENCTABISIET COOOH paciaj U paccioeHue, OHO JMHA-

MHUYHO, OHO 3arc4yariceBacT MOMCHT TpaHC(l)OpMaIlI/II/I. Ecnu MMOCMOTPETh HAa TUITAY-
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weiid T1] BoisioMm time-lapse, TO MOXKHO YBHIETh, KAK CMEHSIIOT IPYT IPYTa BBIBECKH,
KaK MEJbKaroT OaHHEPHI, M 3TO MEIbKaHHue OyJeT OUYeHb IOXOXKHM Ha MPOTPaMMHBIN
c6oii. TL] B moCTCOBETCKOM Ieii3ake MOXKHO yCJIOBHO OIKCATh KaK HECTAOMIBHOE
SIBIICHHE B CTA0OMIILHOM IPOCTPAHCTBE.

JlesaTeThbHOCTh TOPTOBBIX IIEHTPOB OYCHH CHIIBHO 3aBHCUT OT OJAarOmONyYHs
1 JOCTaTKa TMOSIBIISIONMIETOCS «CPETHETO Kiacca».B CBs3M ¢ MOCIeIHUMH SKOHOMH-
YECKUMHU COOBITUSIMU (Kpu3uc, caHkiuu, nHsus) T1] Teprat Oonbinue yOBITKH.
B ITonMocKoBBe MOSBISIOTCS TIEPBBIC OpoIIeHHBIe HenocTpoeHHbe TL, B nampHei-
IeM BO3MOKHA BOJIHA 3aKPBITHSA ATHX IICHTPOB HIONIHMHIA M KYyJIBTYpHOTO JOCYTa.
DTy 3aBUCUMOCTb TOPTOBBIX IIEHTPOB OT SKOHOMHUYECKOH CUTyalluH U €€ KOJTU3UN
MOXXHO MeTa(OpHUICCKH IPEACTABUTh KaK IPOTPaMMHBIA cOOW, MMEepMaHCHTHBIN

TJIATY.

ITABEA OTAEILHOB
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Malls represent one of the most important signs of our time. Over the
past 10-15 years they have become the main venue for family leisure, and they
dominate the urban landscape to such an extent that they cannot be ignored.
A typical mall usually consists of a building that is absurd architecturally, built
from non-permanent materials. It feels as if the architects of malls are primar-
ily interested in the volume of the shopping areas and only to the last degree
how these facilities will fit into the surrounding landscape. The more provoca-
tive they look, the better — this is how they achieve a greater contrast with the
surrounding landscape and attract even more attention. And so multi-coloured
sheds grow from plastic, composite panels and polycarbonate. These shop-
ping complexes usually consist of a large number of shops, as leased retail
space. The malls are frequently combined with transport, entertainment, and
other service enterprises and institutions. The external walls of the malls fre-
quently look as visual noise: they boast various advertising signboards, with
each one seeking to shout down all the others.

The vestiges of the Soviet era of modernisation — these are the power
lines, which embodied Lenin’s modernist dream of universal electrification
and standard house construction — the facades of modular houses, and ex-
tensive industrial zones. We are accustomed to perceiving these aspects of the
landscape as something stable, like the background. Against this background
the construction of state-of-the-art shopping and entertainment infrastructure
is emerging. Major shopping centres started appearing en masse in Europe
and the USA in the 1950s, and in Russia and the post-Soviet space in the
2000s, and continue appearing to this very day, spreading from cities with a
million-plus population to the periphery. These countless shopping and lei-
sure centres turn up in close vicinity to commuter cities and industrial zones.
They grow into the rationally planned city environment like wildfire. Such a
shopping complex, which grew in the wide open spaces of our country among
post-Soviet residential districts and garages, is reminiscent of a computer er-
ror, a software bug, or a 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 usu-
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ally 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.

The activities of malls are highly dependent on the wellbeing and pros-
perity of the emerging “middle class”. In connection with the most recent eco-
nomic events (crisis, sanctions, inflation), the mall is suffering serious losses.
And now the first abandoned, unfinished malls are appearing in the Moscow
suburbs, and we may subsequently see a wave of closures of such centres
for shopping and cultural leisure. This dependence of malls on the economic
situation and its collisions one can metaphorically describe as a software bug,
permanent glitch.

PavEL OTDELNOV
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TL] #1. 2015. Xorct, macmo. 210 x 260 cm
Mall #1, 2015, oil on canvas, 210 x 260 cm
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TL] #2. 2015. Xoncer, macno. 180 x 230 cm

Mall #2, 2015, oil on canvas, 180 x 230 cm
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TL] #3. 2015. Xoncer, macno. 180 x 230 cm
Mall #3, 2015, oil on canvas, 180 x 230 cm
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TL] #4. 2015. Xoncer, macno. 180 x 230 cm

Mall #4, 2015, oil on canvas, 180 x 230 cm
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TL] #5. 2015. Xoncer, macno. 160 x 300 cm
Mall #5, 2015, oil on canvas, 160 x 300 cm
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TL] #6. 2015. Xoncer, macno. 150 x 200 cm
Mall #6, 2015, oil on canvas, 150 x 200 cm




TL] #7. 2015. Xoncer, macno. 150 x 200 cm
Mall #7, 2015, oil on canvas, 150 x 200 cm




TL] #8. 2015. Xoncer, macno. 150 x 200 cm
Mall #8, 2015, oil on canvas, 150 x 200 cm
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TL #9. 2015. Xoncer, macno. 150 x 200 cm
Mall #9, 2015, oil on canvas, 150 x 200 cm
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TL] #10. 2015. Xonct, Macno. 160 x 230 cm
Mall #10, 2015, oil on canvas, 160 x 230 cm
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TL. Uumepvep. 2015. Xoner, macno. 180 % 260 cm
Mall. Interior, 2015, oil on canvas, 180 x 260 cm




TL. Glitch. 2015. Buneo. 30”
Mall. Glitch, 2015, video, 30”
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lanepes «Tpuymd»

EMEnbsiH 3AXAPOB, PA®Adns OUINHOB,
Hmutruit XAHkuH, BEPA KpPioukoBa,
MaruHA BosbinEBA, AHA CMYPOBA,
Hatanbst HycunoBa, Muxauin MAPTKOBUY,
Kpuctnna PomanoBa, UBan Inak,
I'puropruit MEJEKECIEB,

BAJNEHTUHA XEPACKOBA,

Anekceit IIIEPBAIIN/I3E,

AHnPEN ['PUIIKOBCKHIA,

MAPHHA 3ACOPHHA,

Bunagumupr UypaHoB, MAPusi UyBAPOBA,
Konctantun Angsand, Coounst KoBAJEBA,
Cowdbst CuMAKOBA, EKATEPUHA MIBAHOBA

Tekct
Hpuna Kyiuk, uckyccTBOBen, KypaTop
[TaBED OTAEIBLHOB

IlepeBon
b23un BANIATYET

Penakrop
Buagumupr PeibAKOB

Ju3aiiH ¥ MOATOTOBKA K MEeYaTH
NBan IInak

Hamneyarano B tunorpaduu
«Asryct bopr», Mocksa. Tupax 500 3xk3.

TL]. Glitch. 2015. TIpoeKT HHCTAUISLUK B OOLIECTBEHHOM MPOCTPAHCTBE
Buzeo co3nano npu nopnepikke ponna V-A-C B pamkax npoexra "TpaHchopmarust Bocnpusits'
ABTOp BU3yaNH3aLHN
Iarpux Mopan

Mall. Glitch, 2015. Project of public installation
Video is created with the support of V-A-C Foundation within “Transformation of Perception” project
Author of visualization
Patrick Moran
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