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HEﬁTECb, CIIE3bI, CKA3AJIA CTIOAPJECCA

JIropu B 061LIEM U LIETIOM MEPEKUBAIOT CBOKO COBpe-
MEHHOCTb KaK Obl HAMBHO, HE OT/JaBasl JOJKHOE ee
rIyOMHHOMY COJIEP>KAHUIO: OHU JIOJKHBI CIiEpBa
HEKUM 00pa3oM B3IUISIHYTh Ha HEE CO CTOPOHBI; TO
€CTb COBPEMEHHOCTb JIOJIKHA MPEBPATUTHLCS B MPO-
1JI0€, YTOObI Mbl CMOTJIN ONIEPETHLCS HA HEE B CBOEM
CY>KJIEHUU O OyayLIEeM.

3urmyHn Orena, «BYIYIEE OJHON WILTIO3UN»

Py paboThbI, TPU >KaHpa, TPA BEPCUM OYAyLIEr0 — TaKOBA CTPYK-

Typa BbicTaBku [Imutpust BenkoBa u Antonuns! baesep «Bpewme-
HM OoJiblie He OyneT». BriepBble noka3aHHblii Ha beprenckorn accamobiee
B npoekte Exarepunbl [lérote n daBupa Pudpda «IlonepenbHuk Haum-
HaeTcsl B cy000Ty» ¢uiibM «CJIOBHO CONHILE» HCHOJb3YyeT KUHEMAaTo-
rpauyecKoe MOBECTBOBAHKE: HECKOJIBKO MAPAJUIEIbHO Pa3BUBAKOLIMXCS
CIOKETOB NEPENJIETAlOTCSl B KOHLIE U MPUBOAAT K pa3Bsizke. «[Iporpamma
,HeBpeMsi”» cumyaupyeT amepukaHckue late night show, 3amensist repoeB
Mequa, KUHO M TOJUTHUKU Ha XYH0XXKHUKOB. CoJibHAasi BUJCOMHCTAILIISILMS
AnTonunbl Baesep «OcTtaBaiiTech CO MHOI» MOCTPOEHA HA CTPYKTYPHBIX
3JIEMEHTAX KJIACCMYECKOr0 BUIE0APTA: XyJOXKHHUK 00pAILAETCs K 3pUTEIIO
OT MEPBOro JIMLA, UTHOPUPYS YE€TBEPTYIO CTEHY 3KpaHa. Bce npoussene-
HUs 00J1a/]at0T KOHKPETHOW BPEMEHHON MPOTSI’)KEHHOCTBIO, U MOJTy4aeTcs,
YyTO O0IlEee HA3BAHVE BBICTABKU IPOTUBOPEUYUT €€ TEXHUYECKOMY COEp-
>KaHuto. 3[1eCb BpeMsi, OJHAKO, CHHOHUM COBPEMEHHOCTH, MOrPY>KEHHO-
cTU B HacTosmii MomeHT. OTMmeHsist Bpemsi, BenkoB u BaeBep nepeHnocsit
3puUTENs B CUTYalK, HE BbIBOIUMbIEC U3 HAKOMUBILIMXCS B HAILIEM ONbITE
npeanocbuiok. C oiHOIM CTOPOHbI, 3TO Pa3roBop 00 UCTOPUUECKOM MOMEH-
T€ Yepe3 HayYHO-(paHTACTUUYECKOE NHOCKA3aHUe, C APYro — MX paboThI
SBIIAFOTCSI AJIbTEPHATUBOM OINPEJETICHHOMY CIOCO0Y >KUTh B HACTOSILIEM,
o0beuHAIOLIEMY B 0oOLIee MyOJUIMCTUYECKOE TOJIE COTHU U ThICSYU
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rOPOJICKMX HEBPOTHMKOB MO BCel CTpaHe, a To U njaHere. KoHcTpyupys
napasuiesibHble TaK Ha3bIBAEMON KU3HU (TO €CThb, JIMUHBIM OLLYILEHUSIM
HEKOTOPBIX COLMAJbHBIX TPYMN M UX OTPAXKEHUIO B MeJiMa) CLEHApuH,
BenkoB u Baesep npokiafbiBaloT HOBbIE BEKTOPBI K Oy/1yllleMy, KOTOpOe
JI71s1 MHOTUX U3 HAC MCUXOJIOTMYECKU HEJOCTOBEPHO [axKe KaK KOHUENHs,
HE TO YTO HajIeXK/a.

OnepanuoHke, Ha KOTOpOi paboTaeM BCe Mbl, YeJIOBEKOMAIIMHbI B UH-
(hopMallMOHHOM MPOCTPAHCTBE, HY>KHbI BUPYChI. I Tpu paboThl Ha BbI-
CTaBKe MO-Pa3HOMY CTaBST NaJIKU B Kojieca 6€30TBETCTBEHHOMY aBTOMa-
TUYECKOMY MPOU3BOACTBY peanbHOCTU. CTeneHb BO3JENCTBUS UCKYCCTBA
Ha yTomarouMx B MH(pOpMauuu AucKyccuoHHa. B crtatee «Temporality,
Storage, Legibility: Freud, Marey, and the Cinema» amepuKaHCKUIl KCTO-
pUK KMHO Mapu DHH JIOoyH npeanonaraer, YTo «B KMHO, KaK U B TICUXO-
aHanm3e, BpeMsl Co3/1aeTcsl Kak a(peKT, YaCTUUHO NpeiHa3HAUEHHBIN /17151
TOr0, YTOOBI 3AlLMTUThL YeJIOBEKa OT CYMOYPHbIX MEepe>KUBaHWIA, CBSI3aH-
HBIX C TOTAJBHOW BUIMIMOCTBIO, CO3[IaHHOI HOBBIMM Mefina»'. (3ameTnm,
YTO CTaThs BbIlLIA B 1996 rony, 3a10ro g0 BceoOUIEro pacnpocTpaHe-
HUS COLMaNbHBIX ceTel). BoicTaBka «Bpemenn 6osblie He OyieT» KasKeT-
Csl MSITKOM aJIbTEPHATHUBOI CYLIECTBOBAHMIO B PEAIbHOM BPEMEHH C €ro
CTUMYJIAaMU U TIPUHYXJeHUeM K peakuuu. KoHeuHO, TepaneBTHYECKoe
BO3/IEMICTBUE KUHO- U BUIEOMCKYCCTBA OCTAETCS COMHUTENbHBIM. B Kiac-
CUYECKMX CTaThsIX 00 UCHTU(UKALUU U NIEPEeHOCEe B KUHO (PPAHILy3CKUI
ncuxosior 2KaH JlenproH NoguepKuBaeT CXOJICTBO MICUXOJOrMYECKON Npo-
€KLMH U KUHOMIPOEKUMU: «J10 HUX MOM KOMIUIEKChI CYLIECTBOBAJIM BO MHE,
HO Y MEHsI He ObLJIO NpaBa UX YBUIETD, 1 BCET/]a CTAIKUBAJICS C HEBEJJOMBIM.
OKpaH npuAaeT Komiuiekcam (opMmy, MOMELaeT UX B MHUpE, KOTOpbIii,
Oyayuyd MOMM COOCTBEHHbIM, OCTA€TCsl MUPOM BooOIe. OHU yCKOJIb3a-
IOT OT MEHs, s YCKOJIb3al0 OT HUX»?. [lepeHOC — TJIaBHbBIN CMBICI Tepa-
MU — B KUHO TOXe HeBo3MoxkeH. CoryacHo [lenprony adpdekT punbma

! Doane, Mary Ann. Temporality, Storage, Legibility: Freud, Marey, and the Cinema.
Critical Inquiry. Vol. 22, No. 2 (Winter, 1996). P. 343.

2 Deprun, Jean. Cinema as Transference. Translation by Annabelle J. De Croy, 1947.



Ha CO3HaHMe Bcerja 1Mbo MeHblle, 1160 6obliie, YeM NMEPEHOC, — B TOM
cilyyae, ecliu JIeCTBUE KMHOM300paskeH!sl PUBOIUT K KOPPEKLMU MOBe-
neHust 3purtenisi. Bonpoc o Bo3feiicTBUM BUIe0apTa elle ClIoXKHee: ITOT BUJL
HCKYCCTBA C TMEPBbIX €ro HIaroB CBsi3aH C caMoII000BaHueEM (00 3TOM NU-
meT, B yactTHocTH, Po3anunn Kpaycc). Hapuuccnsm, oqHako, CBOMCTBEH
MHOTMM XYJIO>KHUKaM ellleé CO BpeMeH BO3HMKHOBEHHUSI aBTOPCTBA Kak
couuanbHOro craryca B peHeccancHoi EBpone. Kpome Toro, nosesieHue
JIMYHOCTHU B OOILIECTBEHHOM T10JI€ HbIHE OMNpE/IEISIeTCSl Yepe3 pa3Ho YyeT-
KOCTU HapLUUCCUYECKUE 3epKasla B BUJIE aKKAyHTOB B COLMAJILHBIX CETSIX.
Ecnu vt pansiue no npepnoxkeHHomy Kpaycce nyTH, crielyet roBopuTh
O BUIMMOCTU KOHTPIEPEHOCA KaK B KJIAaCCUUYECKOM BUJIEOAPTE, TaK U BO
MHOTUX mpou3BefieHusix uckycctBa XX n XXI BeKoB. 3pUTesb HafeeTCs
Ha WIEHTU(PUKALMIO C KUHO- UM BUICOM300pasKeHUEM, 3a/jaua XyI0KHN-
Ka 3Ty WAECHTU(UKALUIO 3aTPYJHUTH U TOCTABUTh HA MECTO MepcoHaXxa
B MOBECTBOBAHMM Ce€0s1 M CBOM MHAUBUYATbHBIN MU(. [ToHITH 3TOT MK
MO>KHO TOJILKO C MOMOLIbIO KOHTEKCTA U NMPEAbICTOPUH, (PYHKIIMOHUPYIO-
HIMX KaK CeMeHas UCTOpUS MaleHTa. A 3HaHue KOHTEKCTA U MPEeIbICTO-
pUM SIBJISIETCS. HACTOJILKO CHELMAbHBIM, YTO BbIIEPXKATh KOHTPIEPEHOC
CO CTOPOHBI XYJJO>KHUKA MOT'YT He MHOTHe. OMBIT TAKOr0 NOrPy>KeHUs J10-
CTYIEH TOJIbKO Ha YPOBHE 3aMHTEPECOBAHHOI YaCTU MHTEIJIEKTYaNOB, YTO
U JIellaeT COBPEMEHHOE UCKYCCTBO MAPTMHAILHBIM 110 OTHOILIEHUIO K JIPY-
I'MM NPAaKTUKaM ujeHTuguKanum B uckycctse. C Apyroii CTOPOHbI, IMUHOE
BpeMsl Mepef] CTOJb TPeOOBAaTENbHLIM MPOU3BEIEHUEM OCTAHABJIMBAETCS.
[TonynsipuzaTopbl COBPEMEHHOIO UCKYCCTBA TPEOYIOT y 3puUTes 3a0bITh
PO OT/IbIX U NPOJIeNiaTh BHYTPEHHIOIO PabOoTy, HO 3a0bIBAIOT CKAa3aTh, [J1s1
4yero. A TOHSTh XY/IOXKHUKA — 3HAYUT MYCTUTH ero/ee B psii 3HAKOMBIX
JIMYHOCTEN Ha MpaBax Kak MUHUMYM coOece/IHMKa, BCerjja roTOBOro U3JIo-
>KUTb CBOM MpoOJieMbl (BakHeree cioBo!). BenkoB u baesep npoBopsT
rMOKYI0 'paHb MeX/y BTOP>KEHUEM B JIMYHYIO XKU3Hb U HE3aMHTEPECOBAH-
HbIM B YYaCTHUU 3pUTEIISI TOBECTBOBAHUEM.

B pa6ore AnToHuHbI BaeBep nojico3HATEILHOE OXKU/IAHUE KOHTpIIEpe-
HOCa OKa3bIBaeTcsl 0OMaHyThIM. [lepen 3puTenemM BO3HUKAET /IEBYILKA U3
OyaylLIero, HO €l He XOUeTCsl MPOPOYECTBOBATD, IEJIUTHCS NepeXKUBAHUSI-
MU WM AEMOHCTPUPOBATH CUMIITOMbI TICUXOJIOMMUYECKOT0 UM COLUATIBHO-
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ro pacmnajia yepes3 psj pUTyalbHbIX AericTBuii. OHa oOpalaeTcs K HaMm CO
3HAaKOMbIM MPU3BIBOM OCTaBaTbCA Ha JMHUKM. KoMdopTHOE oXupaHue u
€CTb cofiepKaHue padoTbl. CUTyauusl y3HaBaemasi, CJIMIIKOM y3HaBaemasi:
OXUJJAaHME KAaK 3CXATOJOTMYECKOE YYyBCTBO XaPaKTEPHO JJIsl BKJIFOYEH-
HbIX B MEJUAKPYTrOBOPOT MHAVBUOB; 37ieCh e baesep cHUMaeT ero rpys
Y MIEPEHOCUT B aOCTPArMpOBAHHOE HE-BpeMs U He-MecTO. OJHOBPEMEHHO
3pUTeb 3a(pMKCUPOBAH B OJHOW TOYKE — MPUCYTCTBUE HA BLICTABKE CO-
MPOBOZKAAETCS] MPOCHOOIN OCTAaThCs Ha Hell. [IBe ipyrue paboThl BbIBOSAT
OXKUJIaHKWE U3 pa3psia CaMOBOCITPOU3BOMSIIMXCS COCTOSIHUI B OoJiee pas-
BJIEKATEJILHOE U3MEPEHNE C OMOLBIO 3JIEMEHTOB HAYYHOW (PaHTACTHKM.
DTOT >KaHp NEPEXKUBAET HACTOSALLMI PACLIBET B TO BPEMsl, KOI/ja OOILECTBY
HE0OXoMMO (PUKTUBHOE NMEPEKMBAHUE CLICHApUEB OJIv>Kauilero oyayle-
ro — Kak MOTEHUMAJIbHO KaTacTpO(PUUECKMX, TaK U BHYIIAMOIIMX Hafe-
xk7ay. To, 4To HbIHE cunTaeTcs Knaccukoin H®, Bo3HMKaeT B HaNps>KEHHOM
MOJIMTUYECKON 00CTAaHOBKE Mocje BTopoil MUpOBOI BOWHBI, KOT/a BCJE]
3a pasjenoM ['epMaHnm 3a UIEONOrMYECKUi KOHTPOJIb MUPOBOI TOBECTKH
nHs 6oposnch fiBe ceepxaepkaBbl — CCCP u CHIA. [TapannensHoe pa3-
BUTHE KOCMUYECKON NPOMBILIJIEHHOCTH IBYX CTPaH BbI3bIBAET K >KU3HU
MOAPOOHYIO INTEPATYPY O APYTUX IJIAHETAX , UX OOUTATENSIX , ITUYECKUX U
COLMAIIbHBIX MMPOOJIEMAaX , CBSI3aHHBIX C BCTPEYaMU Ha HE3HAKOMOW YeJI0Be-
Ky Teppuropuu. JIuteparypa, npeicTaBisomas coO0i aHTUY TONMUYECKHE
W/VJY TApAHOUIATIbHBIE POUT PIBAHUS UIE0IOTMYECKOM OOPBObI, MOSIBIIS-
ercs B Te Xe rofbl. CTpeMIIeH!e K 3Be3/1aM U UHbIM MHpaM yPaBHOBELLIN-
BAETCSl KPUTUKON KOHKPETHBIX OOCTOSITENILCTB, BOIIOILIEHHON B (popme
FPOTECKHOM 3CKAJIAlMK TOrO WJIA MHOTO aCMEeKTa B3aUMOJIEVICTBHS IEPKaB
Y MX BHYTPEHHEN NMOJUTHKMU.

B Hame Bpemsi CHOBa 3aXOIUT peyb O XOJIOAHOMN BOWHE, IByX HECOBME-
CTUMBIX CUCTEMAaxX LIEHHOCTE — KakK Obl TPAJULMOHHON U €BPOINECKON.
[TpaBpa, y Poccun y>xe HeT MOHONOJIMM Ha OCOOBIN My Th, TOCKOJIbKY B ITpe-
CJIEIOBAHNY AJIbTEPHATUBHBIX O0pPa30B YKWU3HU NEPBEHCTBO MPUHAMJIEKUT
[PYTUM CTpaHaMm C APYTMMHM B3aMMOOTHOLUEHUSIMA C MUPOBOW 3KOHOMM-
KON — OHM Jm60 nuaepsbl, Kak OAD u Kurtail, 1M60 mouTH 4To >KEPTBbI,
Kak Yranga u Hurepus. [IluHamuka nepeMeleHuil HaBsi3aHHOW U/WJY MO-
MyJISPHOI MOpaJX OOLIECTBA U3 €BPONEVCKOro MpocTpaHcTBa Ha BocTok
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1 o0paTHO co BpeMeH [leTpa Benukoro BbI3biBasia B pOCCUICKON MyO0JIu-
UCTHUKE CIOPbI O MpUHUMNAX ¥ no3uuusax. Mpeosornyeckue cnopsl Ben
cnaBsiHO(MIIbI U 3anagHuk XIX Beka, KOHCTPYKTUBUCTBI U HACIIECHUKA
nepeaBr>KHUKOB B 1920-e rofibl, CHOBa 3aNaJHUKU U iepeBeHIIMKU 1970-x.
N3 pa3nBoeHHOCTH NMyOJIMYHBIX JIMYMH CIIEAOBAJIA U PA3[IBOEHHOCTb BHY-
TPEHHSIsI, KOTOpPasi MPOSIBIISNIACh B HEBO3MOXKHOCTH OTHECEHWSI TOW WJIH
VHOV peaJui YaCTHOW YKM3HU K OJJHO3HAYHO «3aMaJHbIM» WUJIM OJHO3HAYHO
«BOCTOYHBIM» (peHOMEHaM. BbIX010M 13 MOJI0KEHUS BUJIENICS CUHTE3, KaK
B pomaHe cumBoaucta ®Penopa Cosoryda «Kanmu kposu». ['aBHbIi re-
poit, xumuk ['eopruit Tpuponos, o0bsicHseT [lepByro MUPOBYIO KaK CTOJI-
KHOBEHUE XPUCTUAHCTBA U Oy[/IM3Ma, B KOTOPOM HE MOKET ObITh OJJHOIO
no6eaurensi: «Mbl BUUM JBa TeUeHUs1, paBHO Moryuue. CTpaHHO JyMaTh,
YTO OIHO U3 HUX NMOOEAUT. ITO HEBO3MOXKHO. Henb3s yHUUTOXNUTE NOJI0-
BUHY BCEI NICTOPUUECKOI SHEPTUM» . B OTBET Ha BO3pakeHne cobeceTHIKa
TpuponoB yTBepKpuaet: «byaeT cunres. ... Bel ero npumMere 3a absiBoJia».
Bormpoc o reorpaduyeckoii JoKanu3auyum 3Toro CUHTE3a B pOMaHe He Mpo-
SICHEH, HO MO>KHO MPENOJIOXUTh, YTO MECTOM CJIUSTHUSI XPUCTUAHCKOW U
OyIIMCTCKOM pek siBysieTcs Poccust.

OO6pa3 peiicTBuil TyIaBHBbIX repoeB puiibMa «CIIOBHO COJHUE» BbIIAET
B HUX KoJuier Tpuponosa, XoTsi mpoecCuoHanbHask IPUHAIIEXKHOCTb MO-
JIOIOrO YeJIOBEKa W JIBYX JIEBYLIEK OCTAETCsl TaiHOW. ['eonomuruyeckoe
NPOCTPAHCTBO KAPTUHBI YUYNUTHIBAET OMMCAHHbIE TPUPOOBBIM TEUEHUS U
NpeiaraéT MPOHUYECKYH0 BEPCUIO CUHTE3a, JIOKAIN3Ys €€ KaK pa3 Taku
B Mockse. HacTb IefiCTBUSI TPOUCXOAUT B XPUCTUAHCKON AMEPHKE, TOYTH
4yTO B KOoBUere — 6aze «buocdepa 2», mrat ApuzoHa, UCTIONB3YIOIIEH-
cs sl u3ydeHust 3emnd. [Ipyras 4acTb pa3BepThIBAETCS B YTONMYECKOW
KOMMYHE AypOBWJIIb, OCHOBAHHOW MO 3aBeTy OOpla 3a HE3aBUCHUMOCTH
Nupun ot Benukooputanuu [llpu AypoOunjo. [IBa TeueHust BCTpedaroTcst
B ctosmue Poccuu, B ctapom coBetckom HUW, rine coOpaHHbIe reposiMu
00pa3upl JA0T UCKOMBII CUHTE3. ByJieT 1M OH NPOyKTUBHBIM — BOIPOC
OTKpbIThIA. biarogapst HONOJHUTENBHOMY MCTOYHUMKY TeIula reorpadu-
yeckoe nonoxenume Poccum Mexx BocTokoM M 3amajioM CMecTUTCs Ha
10T, B CTOJIb JKEJIAHHbIM KJIMMATUYECKUI MOSIC. A MOXET, BO3HMKHOBE-
HME TMOMN-apTOBCKOW KOMWMU CBETWJIA JIENAE€T U3 HAllel MJIAHETbI IPYTYIO:
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BTOpOE (TpeThe, MATOE) COJIHLE B HAYUHO! (PaHTACTUKE BEPHbIN MPU3HAK
WHOM CUCTeMbl. 3HAUUT, CHHTE3 HEBO3MOXKEH?

Carupuueckas urpa ¢ OyyliuM U OXujaHusiMu npoucxoaut B «IIpo-
rpamme ,,HeBpemsi”», LENMKOM MOCBSILIEHHON BbIlyMaHHbIM aBTOpaMU
COOBITUSIM OJIMXKAMILIEe UCTOPUA. 37eCh AaeTcs pyTypOSIOruyecKuii mpo-
THO3 O POJIM XY/IO’KHMKA U npou3BefeHust Ha 10—20 net Bnepen. AHTUYTO-
NUYECKUI MTPOTHO3 fIEJIAeTCS He BCEPbe3. 3/IECh BasKHA CaMa BO3MOXKHOCTh
NpbIXKKA Yepe3 dHEPruYHOe CTPEMJIEHUE COBPEMEHHUKOB MOCTaBUThL Bpe-
MEHU OKOHYaTeJbHbIN Auarno3. Hacrosiuee Bce yallle nepeskuBaeTcsl Kak
HaBSI3UYMBOE COCTOSIHKME, BBIXOJJOM M3 KOTOPOTO MOXET ObITh TOJLKO Ka-
TacTpoda, — U BO BCeX 00JIACTSIX MOJUTUYECKOrO CIIEKTPa HeMaJlo (Bep-
Hee, MOoJlaBJisioniee OONBIIMHCTBO) JIIOfIEN, KOTOPble KaTacTpody JuOo
NpU3bIBAIOT, JIMOO AEMOHCTPUPYIOT CBOIO FOTOBHOCTH K PaMKalbHbLIM
nepeMeHaM, 4ero Obl OHM HU CTOWJIM. BO BHELIHUX MPOSIBIEHUSIX TAKUX
CBUJIETENeN KaTacTpodbl OYEBHHA 3aKOJIBLOBAHHOCTH W3JIFOOJIEHHOrO
BapMaHTa Pa3BUTHSI COOBITHIL: EpeMeHbI LIEHHbI caMU N0 cebe, Tocse HUX
Bce OyfleT MHaue — Jiy4lle UK XyXe, He CTOJIb BaxHO. [Torpy>keHHOCThb
B ANOKAJIMNTUYECKUE CLEHAPUM HE HOBA JIJIsl XPUCTUAHCKOW KYJbTYPbI.
Ho ceropust y cBuereneil KaTacTpogbl €CTh HAMHOTO OOJIblIE 1IAHCOB
CO3J]aTh UMEHHO TaKyl0 KapTUHY HACTOSIIEr0 MOMEHTA, KOTOpas ujealb-
HO TIOfIBOAUT K MX JIMYHOMY, KAPMaHHOMY AMNOKAJMIICUCY: MponaraHjia,
KOHTpIponarasja, (pakTbl U UCKPEHHUE 3a0Jy>KJeHUsl CIY>KAT Hfieallb-
HbIM CTPOMTENILHBIM MaTEpPUAJIOM J|JIsl TOBECTBOBAHUI U UHTEPIIPETALMIA.
C Kax/bIM MPUIMBOM MH(MOPMALIMOHHOTO NMOTOKA Ha Geper BHIHOCUT BCe
60JbllIe LIEHHbIX 00JIOMKOB, JIETKO BCTPAUBAIOLMXCS B OOLLYIO KAPTHUHY .

B Takom KoHTeKcTe MOJUepKHYTO (paHTaCTUYECKUE CLieHapUu Oyy1ie-
ro Jlaxke HeT CMbICJIa 3alMILIATh OT OOBUHEHUII B ackanu3me. be3ycnosHo,
3TO YXOJi OT MOBECTKHU JIHSI, HO OHA Be/lb HE JJaHa HaM BO BCEH MOJIHOTE.
Hu WikilLeaks, nu DOnBapn CHOyjieH He pacCKaxKyT HaM O TOM, Kak 00-
CTOSIT fleJla Ha BCEX 3TaKax MPUHSTHUS PELIEHU! B COBPEMEHHOM MUDE.
HecmoTpsi Ha npo3payHOCTh, KOTOPOI Bpojie Obl JOOMBAIOTCSl BU3MOHE-
Pbl UHTEPHET-TEXHOJIOTUI, Mbl HAXOJUMCSL B 3aTYMaHEHHOM MMUpE, NEpef
HaMU BCE BPeMsl pacroJiaraeTcsl Henpo3pauHblil 3kpaH. OH — MeK1y HaMu
Y CTOJIKHOBEHMSIMU MOJIMTUYECKUX MO3ULIMI, 32 KOTOPLIMU Mbl HaOJIOa-
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€M TIpY NOCPETHNYECTBE PA3IMUHbIX Mea. OH — MeKIy HaMH 1 HalllM
COOCTBEHHBIM TOJIOKEHNEM, SKOHOMUUYECKUM U JINYHBIM MHTEPECOM, He
roBOpsl y>Ke O ITyOMHaX TOJICO3HATENIbHBIX MOTUBUPOBOK JIJISI CMUPEHUS
M nporecta. PaHTaCTUIECKOE — 3ITO EIUMHCTBEHHAsT BO3MOYXKHOCTh TO-
CMOTPETh CO CTOPOHbI Ha MHCTUHKTBI M CTEPEOTHIbI, KOTOPBIE JIBUKYT
HaMM B peajibHOM.

BAREHTHH JIbSIKOHOB

FLOW, MY TEARS, SAID THE STEWARDESS

People in general experience their present, as it
were, naively, without fully recognizing its deeper
content: they must, to begin with, in some way look
at it from without; that is to say that the present must
turn into the past for us to rely on it for our judg-
ments about the future.

SIGMUND FREUD. “THE FUTURE OF AN ILLUSION”

hree works, three genres, three versions of the future — this is the

structure of the exhibition “Time Shall Be No More” by Dmitry
Venkov and Antonina Baever. First shown at the Bergen Assembly as part
of Yekaterina Dyogot and David Riff’s “Monday Starts on Saturday” proj-
ect, the film “Like the Sun” employs cinematic narration: several plotlines
developing in parallel intertwine in the conclusion, bringing a denoue-
ment. The “Nevremya” Show simulates an American “late night show”,
replacing media, film and political figures with artists. Antonina Baever’s
solo video installation “Stay with Me” is built on the structural elements
of classical video art: the artist addresses the viewer in the first person,
ignoring the screen’s fourth wall. All of the works have a specific temporal
length, and the exhibition’s title appears to contradict its technical content.
Time here, however, is a synonym for modernity, for being immersed in
the present moment. Abolishing time, Venkov and Baever transport spec-
tators to situations that cannot be deduced from the premises that have
built up in our experience. On the one hand, this is a discussion of the his-
toric moment through sci-fi allegory, on the other hand, their works are an
alternative to a certain way of existence in the present, uniting into a com-
mon journalistic field hundreds and thousands of urban neurotics across
the entire country, if not the entire planet. Constructing scenarios running
parallel to so-called life (which is to say the personal perceptions of cer-
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tain social groups and their reflection in the media), Venkov and Baever
lay out new vectors to the future, which, for many of us, is psychologically
inauthentic even as a concept, not to mention as a hope.

The operating system that we are all running, as human-machines in the
informational environment, needs viruses. Three works at the exhibition,
in different ways, throw spanners into the process of this irresponsible,
automated production of reality. The extent of the influence of art on those
drowning in information is debatable. In the article “Temporality, Storage,
Legibility: Freud, Marey, and the Cinema”, the American film historian
Mary Ann Doane assumes that “in the cinema, as in psychoanalysis, time
is produced as an effect, at least in part to protect the subject from the anx-
ieties of total representation generated by the new technological media™'.
(We should note that the article was published in 1996, long before the uni-
versal dissemination of social networks). The exhibition “Time Shall Be
No More” appears to be a mild alternative to the existence in the present
with its stimulants and compulsions to reaction. Of course, the therapeu-
tic influence of film and video art remains dubious. In the classic articles
on identification and transference in film, the French psychologist Jean
Deprun stresses the similarity of psychological projection and film projec-
tion: “Prior to them, my complexes existed within me, but I didn’t have the
right to see them, I always came up against the unknown. The screen gives
form to complexes, places them in a world which, being my own, also
remains the world in general. They slip away from me, and I slip away
from them’”. Transference — the main point of therapy — in cinema is
also impossible. According to Deprun, a film’s effect on the consciousness
is either more or less than transference where the impact of the film image
leads to a correction in the viewer’s behavior. The issue of the influence of
video art is more complex — this form of art, from its very first steps, has
been linked to narcissism (Rosalind Krauss has written about this in par-
ticular). Narcissism, however, has been characteristic of many artists ever

! Doane, Mary Ann. Temporality, Storage, Legibility: Freud, Marey, and the Cinema.
Critical Inquiry. Vol. 22, No. 2 (Winter, 1996). P. 343.

2 Deprun, Jean. Cinema as Transference. Translation by Annabelle J. De Croy, 1947.
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since authorship arose as a social status in Renaissance Europe. What’s
more, the behavior of the individual in the public field is defined today
through narcissistic mirrors of varied precision in the form of accounts in
social networks. If we are to go further along the path proposed by Krauss,
we must recognize the semblance of counter-transference in classical vid-
eo art and in many works of art of the 20™ and 21* centuries. The viewer
hopes for identification with the film or video image, and the aim of the
artist is to complicate that identification and to put himself and his own
individual myth in place of the character of the narration. That myth can
only be understood with the aid of a context and a prehistory that function
in the same way as the family history of a patient. But knowledge of the
context and the prehistory is so specific that few can withstand the count-
er-transference coming from the artist. An experience of such an immer-
sion is only accessible on the level of the engaged section of intellectuals,
which is what marginalizes modern art in relation to other practices of
identification in art. On the other hand, personal time, in the face of such
a demanding work, stops. The promoters of modern art demand that view-
ers forget about recreation and carry out internal works, yet forget to say
why. But understanding an artist means allowing him/her into the ranks of
familiar individuals with the rights, at a minimum, of an interlocutor who
is always ready to share his or her problems (a crucial word!). Venkov and
Baever trace a fine line between the intrusion in personal life and a narra-
tion that has no interest in the participation of the viewer.

In Antonina Baever’s work, an unconscious expectation of counter-
transference is betrayed. Before the viewer arises a girl from the future,
but she doesn’t want to prophesize, to share her emotional experiences or
demonstrate the symptoms of a psychological or social collapse through
a series of ritual actions. She appeals to us with a familiar call to remain
on the line. A comfortable process of waiting is, in fact, the content of the
work. The situation is recognizable, all too recognizable: waiting as an
eschatological feeling is characteristic for those individuals engaged in
the media-cycle; Baever unburdens it and transfers it to an abstracted non-
time and non-place. At the same time, the viewer is locked into a single
point — presence at the exhibition is accompanied by a request to stay at it.
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Two other works take waiting out of the ranks of self-replicating condi-
tions and into a more entertaining dimension with the aid of sci-fi elements.
This genre is really flourishing at present as society requires the fictive
anxieties of scenarios for the near future, whether potentially catastrophic
or inspiring hope. What are today regarded as sci-fi classics arose in the
tense political environment of the post-War period when, following the di-
vision of Germany, two superpowers — the USSR and the USA — fought
for ideological control of the global agenda. The parallel development
of the aerospace industries of these two countries engendered a detailed
literature on alien planets, their inhabitants and ethical and social issues
associated with meetings on territories unknown to man. A literature that
in itself represented a dystopian and/or paranoid scrolling through the sce-
narios of ideological struggle also appeared during this period. Reaching
for the stars and other worlds was put on a par with criticism of the con-
crete circumstances embodied in the form of a grotesque escalation of one
or another aspect in the interaction of the superpowers and their internal
politics.

In our own era, there is again talk of a cold war, of two incompat-
ible value systems — the allegedly traditional and the European. True,
Russia doesn’t have a monopoly on any special path, as in the pursuit
of alternative ways of life the lead is taken by other countries with dif-
ferent relationships with the world economy — they are either leaders,
such as the United Arab Emirates and China, or veritable victims, like
Uganda and Nigeria. The dynamics of the displacement of imposed and/
or popular societal morals from the European space to the East and vice
versa, since the era of Peter the Great, has inspired in Russian journalism
disputes on principles and positions. The ideological debates were waged
by the Slavophiles and Westernizers in the 19" century, the Constructivists
and the heirs to the Itinerants (Peredvizhniki) in the 1920s, and then the
Westernizers again and the Villagers (Derevenshchiki) in the 1970s. The
duality of these public guises aped an internal duality that expressed itself
in an inability to ascribe one or another reality in personal life to an unam-
biguously “western” or unambiguously “eastern” phenomenon. A way out
of this situation was seen as being a synthesis such as that in the Symbol-
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ist Fyodor Sologub’s novel “Drops of Blood.” The central character, the
chemist Georgii Trirodov, explains the First World War as a confrontation
between Christianity and Buddhism in which there can be no sole victor:
“We see two movements, equal in might. It would be strange to think that
one of them might win out. It’s impossible. You cannot destroy half of
the entire history energy.” In answer to the objections that are raised in
the discussion, Trirodov asserts that “there will be a synthesis ... You will
mistake it for the devil.” The issue of the geographical localization of this
synthesis in the novel is not clarified, but one can assume that the site at
which the Christian and Buddhist rivers merge is Russia.

The mode of action of the central characters in the film “Like the Sun”
reveals them to be colleagues of Trirodov, although the professional affi-
liations of the young man and the two girls remain a mystery. The film’s
geopolitical space takes into account the movements described by Triro-
dov and proposes an ironic version of this synthesis, localizing it in Mos-
cow. Part of the action takes place in Christian America, almost in the
Ark — in the Biosphere 2 base, in the state of Arizona, which is being used
to study Earth. Another section unfolds in the utopian commune Auroville,
founded by the testament of Sri Aurobindo, who fought for the indepen-
dence of India from Great Britain. The two movements meet in the Rus-
sian capital, in an old Soviet research and development institute where the
samples collected by the characters produce the sought-for synthesis. The
question of whether it will be productive is left unanswered. Thanks to an
additional source of heat, Russia’s geographic location between the East
and the West shifts southwards, into the desired climactic belt. Or perhaps
the appearance of a pop art copy of the sun will transform our planet:
a second (or third, or fifth) sun in science fiction is a sure sign of another
system. Does this mean that a synthesis is impossible?

A satirical game with the future and expectations takes place in the
“Nevremya” Show, which is entirely dedicated to the events of the near fu-
ture as invented by the authors. Here, a futurological prognosis of the role
of the artist and the work is given for the next 10-20 years. The dystopian
prediction is not entirely serious. Here, what is important is the very possi-
bility of a leap by means of energetic striving of contemporaries to provide
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a decisive diagnosis for time. The present is with increasing frequency
experienced as a haunting condition that can only be escaped through ca-
tastrophe — in all spheres of the political spectrum there is no shortage of
people either calling for catastrophe or demonstrating their readiness for
radical change, whatever the cost. To be more precise, such people con-
stitute the overwhelming majority. In the external manifestations of these
catastrophe’s witnesses the circular nature of the beloved variant of the de-
velopment of events is clear: changes are valued in themselves, everything
will be different after such changes — whether it will be better or worse
isn’t that important. Immersion in an apocalyptic scenario is not new in
Christian culture. Today, however, the catastrophe’s witnesses have far
more chances of creating the specific picture of the present moment that
ideally leads them to their own personal, pocket Apocalypse: propaganda,
counterpropaganda, facts and sincerely held delusions serve as ideal con-
struction material for narrations and interpretations. With each new surge
in the information current, larger chunks of precious debris are thrown up
onto the shore, and they are easily built into a general picture.

In this context, there isn’t even any point in defending a markedly fan-
tastical scenario of the future against accusations of escapism. It is un-
doubtedly an avoiding of the order of the day, but it is not given to us in
all its fullness. Neither WikiLeaks nor Edward Snowden will tell us what
is going on at every level of the decision-making process in the modern
world. Despite the transparency that appears to be sought out by the vi-
sionaries of Internet technologies, we are in a hazy world, before us there
is always an opaque screen. It stands between us and collisions of the po-
litical positions which we can observe through the agency of varied media.
It stands between us and our own position, our economic and personal in-
terests, not to mention the depths of unconscious motivations for submis-
sion or protest. The fantastical provides the only opportunity to impartially
observe the instincts and stereotypes that drive us in the real world.

VALENTIN DiacoNov
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pexxuccep U BUICOXYJOXKHUK, KMBeT B MockBe. OKOHUMI Ma-
ructpatypy OperoHckoro yHUBEPCUTETA IO CHELUATbHOCTU «UCTOPUS
KMHO» U oTjesienne «HoBble Meara» MOCKOBCKOM TIKOJIbI (hoTorpadum
u MynbTuMeana uM. A. Poguenko. Ero paGoTel OblIM MOKa3aHbl KaK Ha
KMHO(ECTUBAJISIX, TAK U B XY/JJO’KECTBEHHbIX U aKaJJIeMUYECKUX UHCTUTY-
nusix. B 2012 ropy nosyuni 3BaHue jiaypearta npemMun KaHauHCKOro B HO-
MUHaIMU «MoJiofiof XyIOKHUK» 3a puiibM «be3yMHble moppakaTesn.
B 2013 rogy Bomen B wopTt-imcT npemun «MHHOBauys» B HOMUHAUMU
«HoBas renepauys». I30panHbie BoicTaBKU: «JloOupasice BMecTe» (rane-
pes «Tpuymd», Mocksa, 2013), I beprenckast accam6unes «IlonenenbHuk
HauuHaeTcs B cyo6oty» (bepren, Hopserus, 2013), V MockoBckast OueH-
HaJle COBPEMEHHOTr0 ucKyccTBa «bosbiie ceeta» (Mocksa, 2013).

HMI/ITpI/H‘/’I Benkos (p. 1980, HoBocnOupck) — pOCCUICKHIA KUHO-

mitry Venkov (born 1981, Novosibirsk) is a Moscow-based

film-maker and video artist. He holds a Master of Arts in film
studies from the University of Oregon and is a graduate of the Rodchenko
Moscow School of Photography and Multimedia (the new media depart-
ment). His works have reached out to artistic, film, and academic institu-
tional contexts. In 2012 he was awarded the Young Artist Kandinsky Prize
for his film “Mad Mimes”. In 2013 he was nominated for the Innova-
tion Prize in the “New Generation” category. Recent exhibitions include:
Getting There Together (Triumph Gallery, Moscow, 2013), the 1* Bergen
Assembly “Monday begins on Saturday” (Bergen, Norway, 2013), the 5*
Moscow biennale of contemporary art “More Light” (Moscow, 2013).
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AHTOHI/IHa Baesep (p. 1989, MockBa) — Xyl0>KHUK, paboTaeT npe-
MMYIIECTBEHHO B >XaHpe Bujeo. ¥Yuunack B MI'YKHW u Mockos-
ckoil mkose gotorpadpuu U MyabTumenua uM. A. PogueHko (oTaeneHue
«HoBble Megua», mactepckas Kupumia I[TpeoOpakeHcKoro). ¥Y4yacTHU-
na cgecruaneit Bugeoapta B Opedpo (Illseuus) u Keavhe (I'epmanusi),
XXXV MMK®, XII Kanuckoro BuaeodectuBais, nooeaurens pecTrba-
as ESF’13 (Mocksa). M30paHHble BbIcTaBKU: «JloOupasicb BMecTe» (ra-
nepest «Tpuymd», Mocksa, 2013), I beprenckas accamones: «[lonenensb-
HUK HauuHaeTcsd B cyo0otry» (bepren, Hopserus, 2013), «XKeHumHa B
nevictBun» (ITpuBoskckuit pumman I'IICH, Huxnuit Hosropop, 2013). B
2013 rogy Bouwia B JOHr-auCT npemun Kanpuuckoro B HomuHauuu «Mo-
JIOAOW XYJOXKHHUK» W B IIOPT-JIUCT npeMun «VIHHOBauus» B HOMUHALMU
«HoBas renepauyst».

Antonina Baever (born 1989, Moscow), artist, works predominant-
ly in video. Studied at the Moscow State University of Culture
and Arts and at the Moscow Rodchenko School of Photography and Mul-
timedia (the new media department, in Kirill Preobrazhensky’s studio).
Participant in video art festivals in Orebro (Sweden), Cologne (Germa-
ny), the 35" Moscow International Film Festival, the 12" Cannes Video
Festival, winner of the ESF’13 festival (Moscow). Selected exhibitions:
“Getting There Together” (Triumph Gallery, Moscow), “Monday Starts on
Saturday” at the 1* Bergen Assembly (Bergen, Norway, 2013), “Woman
in Action” (Privolzhsky branch of the State Modern Art Center, Nizhny
Novgorod, 2013). In 2013 was long-listed for the Kandinsky Prize in the
“Young Artist” category and short-listed for the Innovation Prize in the
“New Generation” category.
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B aneHTuH [bsikoHoB (p. 1980, MockBa) okonuun Poccuiickuii ro-
CYHApCTBEHHBIl TYMAHUTAPHbIA YHUBEPCUTET MO CNELUATLHOCTU
«T€OpUs U UCTOPUS KYJbTYpbl». 3alUTUI IUCCEPTalMIO 00 opUIMaIIb-
HOM M HEO(pUIMAITLHOM UCKYCCTBE B anoxy orrenesu. C 1998 roga nuier
00 uckyccTBe B nmpoduiibHble u3nanus («HoBbI MUp MCKyCcCTBa», «ApT-
Xponuka», «Aptl'un», Frieze, artinfo.com). C 2009 roga — KoppecrnoH-
JIGHT oTaena KyJbTyphl razetbl «Kommepcantb». B 2006 rogy BmecTe
¢ MocKynbTlIporom («MOCKOBCKME KYJIbTYPOJIOTMYECKUE MPOTYJIKK»)
NPOBEJ 3KCKYPCHUIO MO KOJILIOEIM POCCUICKOTO aHerpayHia — panoHy
JInanozoso. B 2010 ropy coBmectHo ¢ Kandower Stiftung (IllTyTrapr,
['epmanusi) opraHu3oBasl BBICTABKY TBOpYeCKoro oobeguHeHust «IIpo-
cnekT CnaBbl» noj, Ha3BaHueM «boubliie BcTpeun» B ranepee XL (Mo-
ckBa). B 2012 rogy OTKpbUI «camblil OOJIBLION peiu-Meni B MUpe» (OH
ke ExatepuHOyprckuii My3ei U3sIHbIX UCKYCCTB Ha yauule BoeBoanHa)
B pamkax II MunycTpuanbHoi 6uennane B EkarepunOypre. B Tom xe ropy
KypUpoBaJl NpoeKT «Puocodusi oOLIEro faena» — UCKYCCTBO XX BeKa
B IlepMckoll rocygapcTBeHHON XyjoxKecTBeHHOU ranepee. B 2014 ropy
KypupoBajl BbICTaBky ayaTta MumMam «OI'JIAHA3» B ranepee «Po3a
A3zopa» (Mocksa).
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Valentin Diaconov (born 1980, Moscow) graduated from the Rus-
sian State University of Humanities with a degree in cultural
studies. His PhD dissertation is devoted to the official and underground
art of the Thaw period. Since 1998, contributes to specialized art editions
(New Art World, ArtChronika, ArtGuide, Frieze, artinfo.com). Since 2009
serves as a staff arts writer for the Kommersant newspaper. In 2006, to-
gether with MosKultProg (Moscow Culturological Explorations) orga-
nized a guided tour of the cradle of Russian underground art — Lianozovo
district. In 2010, in partnership with Kandower Stiftung (Stuttgart, Ger-
many) organized “Great Encounters” — an exhibition of “Prospekt Slavy”
art association at XL Gallery, Moscow. In 2012, inaugurated “the largest
ready-made in the world” (a.k.a. Ekaterinburg Museum of Fine Arts at Vo-
evodina Street) as part of the 2™ Industrial Biennale in Ekaterinburg. The
same year, curated the project “Common Cause Philosophy” — 20™ cen-
tury art at Perm State Gallery of Arts. In 2014, curated a solo show by
an artist duo MishMash OGLYANAZ at Roza Azora Gallery (Moscow).
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JmuTpuit Benkos npu yyactin AHTOHUHBI Baesep.
«CnoBHo CogHue». 2013. Bujeo. 60 MuH.

., Cospano npu noppepxkke beprenckoit accamb6nen u ranepeu «Tpuymd»
\

N
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@HHLM «CnoBHo ConHUE» COCTOUT W3 TPEX CHOXKETHbIX JIMHUM,
Kaxjasi M3 KOTOPbIX IOCJIE0OBATENILHO NPEJICTABISET TIJIaBHbIE
00J1aCTM YEJIOBEYECKOrO MO3HAHWSI — HAayKy, UCKYCCTBO M PENUTHIO.
Tpu nepcoHaka — IINMMOH, XYJOXKHUK M feBylIKa. Tpu mecTa jei-
ctBusi — «buocdepa 2» (Apuzona, CIIIA), Mocksa (Poccust), Ayposunib
(Mupums). B npouecce MHAMBUAYaJbHOTO M3YyYEHMs] HOBBIX Cpejl oOuTa-
HUSI — WJECAJIBHOIO IOpPOfia IyXOBHOTI'O COLMANN3Ma WA UCKYCCTBEHHOM
9KOCUCTEMBI IOCPEI APU30HCKOM MYCTBIHU, UM K€ BO BpEMsl IICUXOre0-
rpacguyeckoro fpefica no yimuaM MockBbl — TJ1aBHbIE repou (pUiIbMa,
HE MOAO03pEeBaoIe O CYLIECTBOBAHUM JPYT Jpyra, AEHCTBYIOT 3a0[HO,
B COOTBETCTBMU ¢ oOuiein muccueil. [lo mepe packpbITusl yTONMYECKOMH
NIPUPOJIbI OOBEKTOB MCCIIEOBAHMS (MIEANIbHBIA FOPOJl HE COOTBETCTBYET
OXKMJIAHUSIM €70 JKUTEJIEN, Hay YHO-(PaHTaCTUYECKasl MEUYTa O CO3[JaHUU UC-
KYCCTBEHHBIX OMOJIOTMYECKMX CUCTEM U NPpeoOpa30oBaHny OOLIECTBA Yepe3
HCKYCCTBO OKa3bIBa€TCs HECOBITOUYHOM) repon (puibMa OObEANHSIOTCS U

CO3/Ial0T HOBYIO KYJILTYPY.

Dmitry Venkov in collaboration with Antonina Baever,

“Like the Sun”, 2013, video, 60 min. Commisioned by Bergen Assembly. |

Realized with the support of Triumph Gallery L
—_—Q —

’ \

Like the Sun film is organized in three story lines, which stand for
three distinct types of utopia and at the same time represent three
grand areas of human inquiry — science, art, and religion. Each is asso-
ciated with a character, central to that particular research endeavor, and
a location being scrutinized. Three characters: the Spy, the Artist, and
the Girl. Three locations: Auroville (India), Moscow (Russia), and Bio-
sphere 2 (Arizona, USA). Either through the exploration of a new type
of habitat — an ideal city of spiritual socialism or an artificial ecosystem
amidst the Arizona desert, or through the psychogeographical drift in the
streets of Moscow — the protagonists, although unaware of one another,
act in concord and share a common mission. As the projects reveal their
utopian nature (the ideal city fails to meet the expectations of its citizens,
the science-fiction dream of creating man-made living systems and the
situationist agenda of transforming society through art turn out to be un-
realizable), the characters come together with irreducible extracts of these
experiences to create a new culture.




AntonuHa Baesep u [Imutpuii Benkos. ITporpamma «Hespewmsi». 2014.

TeneBI/meHI/Ie KaK CpEJCTBO MacCOBOW JA€3MH(OPMalyMy MCIOJIb-
3yeTcsl aBTOpaMM JJIsl TOrO, YTOObI MPEAbSIBUTL HECKOJIBKO CaTH-
puueckux cueHapueB 6yayuiero. B «IIporpamme ,,HeBpemsi“» Begyiuuit
NO/IBOAUT UTOTU BTOPO¥ MonoBuHbI X XI Beka U HAlIOMUHAET 3PUTENISIM O
KJIFOUEBBIX COOBITUSIX B 00JIACTY COBPEMEHHOI'O MCKYCCTBA. | JTaBHBIM 130-
OpeTEeHNEM CTaHET «TabJIeTKa IS MOXMEJIbsh», MOrpy>Karolias Kakjoro
KEJIAIoUIEr0 B 3K3MCTEHLMAJbHBII Y>Kac MyCTOTbl U OJMHOYECTBA, a Ca-
MOOPraHu3auusi XyJa0>KHMKOB, O KOTOPOI Tak MHOTO FOBOPUTCS Ha (POHE
HECTAOUIIBHOWM 9KOHOMMKH, OyJeT MPOXOAUTH TOJ| 3rM0 MUHUCTEPCTBA
o6opowbl. «[Iporpamma ,,HeBpemsi“» OqHOBpEMEHHO U KJlacCMUYecKasl aH-
TUYTONNS, U NAPOJMs HA MPayYHbIE 3aBbIBaHUsI IKCNIEPTOB U (PyTYpPOJIOrOB.

Antonina Baever and Dmitry Venkov, “Nevremya” Show, 2014.

elevision as a mass medium of disinformation, is used by the

authors to present several satirical scenarios for the future. In the
“Nevremya” Show, the host sums up the second half of the 21 century
and reminds viewers of the key events in the sphere of modern art. The
main invention is the “hangover pill”, which puts those wishing to take it
into an existential horror of emptiness and loneliness, and the self-organi-
zation of artists, of which there has been so much discussion against the
background of an unstable economy, will take place under the auspices of
the Ministry of Defense. The “Nevremya” Show is at once both a dystopia
and a parody of the gloomy wailing of experts and futurologists.
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Antonuna Baesep. «OcTaBaiitech co MHOI» . 2014, IHTepakTUBHAST BUICOMHCTAILISILMS Antonina Baever, ”Stay with Me”, 2014, interactive video installation

3npaBcTBYTE, Balll BUBUT OYEHb BaXKEH JIJIs1 MEHS. Hello, your visit is very important for me.

[ToxanyiicTa, mpogosxKanTe qBUKEHUE. Please, keep moving.

Cnacu60, 4yTO BbIOpany Hally BbICTABKY. Thank you for choosing our exhibition.

[ToxxanyiicTa, ocTaBailTeCb CO MHOM. Please, stay with me.

Haperoch, 4To B ciiefyrolmii pa3 Bbl CHOBa BbIOEPETE HAC. I hope that next time you will choose us again.

Bauu Bu3utT ouenb BaxkeH i1 MeHs. [loxanyiicra, octaBailTeCb CO MHOM. Your visit is very important for me. Please, stay with me.
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