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10:00-12:30
CECCH{ «BUININMEPOBCKUE YTEHUS. IIPOBJIEMATUKA»
Mogpeparop: VipuHa bakaHoBa (Poccus)
SESSION: VIPPER CONFERENCE. PERSPECTIVES
Moderator: Irina Bakanova (Russia)

ITutep Oc60pH (BenukoOopuTaHUs)
OCOBPEMEHUBAS KJIACCUKY / KJIACCULIU3UPYS COBPE-
MEHHOCTbB
B noknane 6yayT pacCMOTPEeHHI OTHOLLIeHUs MeXY BpeMeH-
HBIMU U IIepUOINYeCKUMHU KaTeropusiMy KJ1acCuieckoro,
MOIepHM3Ma U COBPeMeHHOTO UcKYyccTBa. OTTanKuBasiCh
OT 3HaMeHWTOr0 pa3MblllyieHuss JpHcTa [oMbpuixa Ha TeMy
«CTUJIMCTAYeCKre KaTerOpry MCTOPUH UCKYCCTBa» U3 3cce
1963 roga «Hopma u ¢popMa», 6YyayT NOAHATH BOIIPOCHI:
«B yeM 3ak11049aeTCs UCTUHHBIN OTIUUYUTESIbHBIN IPU3HaK
COBpeMeHHOCTU?» 1 «Kakyto OH Urpaet poJb?»
Peter Osborne (UK)
CONTEMPORIZING THE CLASSICAL / CLASSICIZING
THE CONTEMPORARY
This talk will reflect on the relations between the tem-
poral and periodizing categories of the classical, the
modern and the contemporary, and their rearticula-
tion in the project of Pushkin Museum XXI. Setting out
from Ernst Gombrich’s famous account of ‘the stylistic
categories of art history’ in his 1963 essay “Norm and
Form”, it will ask, “Wherein lies the true difference of
the contemporary?”, and “What work is it doing here?”

Kpacumupa JlykudeBa (Poccus)

MHTEPIIPETAIISA KJIACCUYECKOTI'O HACJIEAUSA B TEOPUA
U MPAKTUKE UCKYCCTBA BTOPO# IMOJIOBUHEI XX —
HAYAJIA XXI BEKOB

B noknazge 6yneT pacCMOTPeH CJIOXKHBIN U HaNPsKeHHBIN
KOHTEKCT OCMBICJIeHUS TPo6JieMbl «Kj1acChuka — COBpPeMeH-
HOCTb» BO BTOPOM II0JIOBUHE IIPOLJIOTO CTOJIeTU: U3Me-
HeHUs B UHCTUTYLIMOHAILHOM CTaTyce XYA0KeCTBeHHOI0
[IpoLecca, BOSHUKHOBEHVe reTeMOHUM HOBBIX TeXHUK U TeX-
HOJIOTMM, HOBBIX XYJ0XXeCTBeHHBIX IPAaKTUK; paluKalbHOoe
repepoXxaeHue B CBA3U C 3TUM BHU0BOM U )KaHPOBOM CTPYK-
TYpPLI MCKYCCTBA 3TOrO0 nepuopa. byaer paccMaTpuBaThCa
pasBepHYTas B 06/1aCTU TEOPUX UCKYCCTBA AUCKYCCHUS 110
BOIIPOCY O «KOHLIe MCKYCCTBa» U, B [IePBYI0 O4epenb, ee
CaMbI/ aKTUBHBIV [1epuof, npulleamumiica Ha 1980-e rogsl
(A. OanTto, X. BenbTuHr u ap.). KpoMe Toro, aBTop 3aTpoHeT
npobseMy nepecMoTpa KaTeropui «liefeBpa», «KJIaCCUKU»,
«TpagyuLUM» B TEOPUU U NTPAKTUKe MCKYCCTBA MOCTIeJHUX
necaruneTuil XX BeKa; a Takke HOBOTO IIOHUMaHUSA «HOP-
MbI» U «06pasua», GOpMUPOBaAHUS ajlbTePHATUBHOTO Kpyra

(heHOMEHOB UCKYCCTBA, HaJleJIeHHbIX CTaTYCOM «KJlaccuye-
CKUX». BYoyT npoaHanus3npoBaHbl pasdHele (POpMbI fyanora
C UCKYCCTBOM ITPOLLIJIIOTO, C eT0 KJIacCuYeCcKUMu obpasuamy,
VX TBOPYECKUH MOTeHuMas, GYHKLWY U LeJIU, TPaHULbl UX
cMBIcI006pa3yourx 1 opMoo6pasyouX BO3MOXHOCTEH.
Krasimira Lukitcheva (Russia)
INTERPRETING THE CLASSICAL HERITAGE IN THEORY
AND PRACTICE OF ART OF THE SECOND HALF OF THE
20th — BEGINNING OF THE 21st CENTURY
The talk will address the complex and tense context
of understanding the problem of “the classical vs. the
contemporary” in the second half of the 20th century:
changes in the institutional status of the art process,
hegemony of new technologies and media, emergence of
the new art practices, and subsequent radical transfor-
mation of genre structure in the art. It will touch upon
the discussion in the field of art theory on the “end of
art” and its escalation starting from the 1980s (A. Danto,
H. Belting, and others), and reconsideration of catego-
ries of the masterpiece, classics, tradition in theory and
artistic practice of the last decades of the 20th century,
as well as the new understanding of the norm, shaping
of alternative range of art phenomena endowed with
the status of the classical. Different forms of dialogue
with art of the past, its classical examples, their creative
potential, functions and goals, borders of their semantic
and formal possibilities will be analyzed.

Nnbsa JopoHueHKOB (Poccust)
HOBA{ ®PAHIIY3CKA{ JKUBOIIMCb, COBPEMEHHOE PYC-
CKOE UCKYCCTBO U INIPOBJIEMA MY3E{. 1900-1910-e I'O4bI
OpHa 13 LeHTpaIbHbIX KOJIJIM3UI MCKYCCTBA Havana
XX BeKka — MHTerpauus HOBO KUBOIIMCU B KJIACCUYECKUL
My3ell 4, TakuM 06pa3oM, — B Xy[0KeCTBeHHYIO TPagUuLIUIO.
B ne6artax pycCcKuxX MOLEePHUCTOB 1 aBaHTapAUCTOB Ha 3TY
TeMy KJTII0YeBbIM ObUT BOIIPOC O TOM, KaKOe MeCTO B HOBOM
My3ee [0JIKHA 3aHATh COBpeMeHHas (paHIy3cKasi )XUBOIMUCH.
HaxkaHyHe peBonouyu 1917 roga KpUTHKU Kpyra XypHa-
7a «ATI0JIJIOH» chOpMUpPOBaNU crieliuruyeckuil IUCKYpC,
KOTODBHIi, 6y1arofaps aneyyialuy K «MY3eiiHbIM» KaTeropusM,
cHesas XXUBOMMCh UMITPeCCHOHK3MA U TTIOCTUMITPeCCUOHU3MA
rpuemsieMoi 11 06pa3oBaHHOM aynuTopuu. [Ipobiema Gblna
IocTaBJieHa 3aHOBO Mociie OkTaA6ps, koraa B 1918 —-1920 ro-
JlaX MOCKOBCKUM MY3elHbIM CO00111eCTBOM ObUI TPesIOKeH
psL anbTepHATUBHBIX KOHIIEMLIWI HOBOTO My3es, B KOTOPOM
coBpeMeHHas dpaHIly3cKkas XUBOMKUCh CHOBA 0Ka3asiach
LIeHTpaJIbHBIM 00BeKTOM Auckyccuit (Myseit XynokecTBeH-
HO KYJIbTYphl, My3eu HOBOTO 3allalHOTO UCKYCCTBA, TPOEKT
peopraHusauuy Myses U3SIIHBIX UCKYCCTB [TaBia Mypartosa).
Ilia Doronchenkov (Russia)
NEW FRENCH PAINTING, CONTEMPORARY RUSSIAN
ART AND THE PROBLEMATICS OF THE MUSEUM.
1900-1910s
One of the central collisions of the early 20th century
art was integration of new painting into a classical
museum, and therefore into artistic tradition. In the de-
bates on this topic between the Russian modernists and
avant-gardists the key question was about what place
modern French painting should occupy in a new muse-
um. On the eve of the 1917 revolution, critics affiliated

with the Apollon journal came up with the specific dis-
course, which, by appealing to the museum categories,
made the impressionist and post-impressionist painting
acceptable by the educated public. The problem was set
again after the October, when in 1918 —1920 the Moscow
museum community proposed a number of alternative
concepts of the new museum, where modern French art
was once again the central point of discussion (Museum
of Artistic Culture, Museums of the New Western Art,
Pavel Muratov’s project of reorganization of the Muse-
um of Fine Arts).

AnexkcaHapa Oaununosa (Poccus)
COBPEMEHHOE MCKYCCTBO U IPOBJIEMA MY3EVHO
PENPE3EHTAIIMU. OCOBEHHOCTHU BHICTABOYHON
CTPATETUH
BToprasicb Ha TeppUTOPHIO0 COBPeMeHHOT0 UCKYCCTBA, Kiac-
CHUYeCKU My3seil Hen36eXXHO CTaJIKUBaeTCs C IpobsieMon
perpeseHTallUM U I0KCKA aleKBaTHLIX IPHeMOB 3KCIIOHUPO-
BaHU aKTYaIbHOTO0 MCKYCCTBA. [10sBIeHrie COBpEMEHHOT0
MaTepuasa CTAHOBUTCS IOBOZIOM IiJ1s1 TOTAJIbHOTO IlepecMoTpa
BBICTABOYHBIX CTpaTeruii 1 MeTO0B 3KCIIOHUPOBaHUS. [JoMuU-
HupoBaBiag emfe 30—40 yieT Ha3a/ KOHLIEMIMS KJIaCCUUeckoro
Mys3ed Kak pacckasa 06 UCTOpHU Le[leBPOB KaxkeTcsd 6e3Ha-
Ile’KHO ycTapeBlIel, ¥ [I0CTeleHHO HauyHaeT IOAMEeHAThCS
TIPUHLIMIIOM «O0KYMeHTalbHOCTU» (TepMuH H. Byppuro) unu
HIeosioryell ayTeHTUYHOCTH MOMeHTa. B To ke BpeMs M0SB-
JieHVie COBPeMeHHOT0 MCKYCCTBA B «KJIaCCUYeCKOM aHTypaxe»
TI03BOJISIET 3PUTEJII0 «CMEeHUTh ONTUKY» — IIPOYYBCTBOBATh
U OLIeHUTb U3MeHeHU s, IPOr301IeIlIrie B CaMOli CLCTeMe BU-
neHusd. [Ipoling yepes ysiiedeHve CpaBHeHUAIMU B 1990-e rofsl,
OTIaB OOJDKHOe «BHeJpeHUsIM-UHTepPBEeHLIUSIM», COBpeMeHHbIe
My3eu Bce 60bllle OTAAIOT IpefIoYTeHre BHeCHCTEMHOMY
U BHEHCTOprUYeckoMy «KapaMmbosnsskHoMy» (JK.J0. MapTeH)
B3I, IpenrosaraiolleMy MakCUMabHbIN IPOCTOP acco-
Lyalyi, CpaBHeHU, UHTepIipeTaluii. B To ke BpeMs pa3iuyd-
Hble My3eH, Takue Kak JIysp, Bepcars, [Ipano, Busia boprese,
IeMOHCTPUPYIOT Pa3HO06pasHble cTpaTeruu paboTel C COBpe-
MEeHHBIM MaTepuanoM. OLieHKa «IJII0COB U MMHYCOB» MHTepHa-
LIMOHAJILHOTO OIbITa — OJHA U3 HACYILLHLIX TP06JieM CO3NaHus
KoHLlennuiuy Myses XXI Beka.
Alexandra Danilova (Russia)
THE CONTEMPORARY ART AND MUSEUM REPRESENTA-
TION. ASPECTS OF THE EXHIBITING STRATEGIES
Entering the territory of contemporary art, the clas-
sical museum inevitably encounters the problem of
representation and search for adequate methods of
exhibiting contemporary art. Contemporary material
becomes the reason for a total reconsideration of exhi-
bition strategies and methods. The concept of a classic
museum as a narrative of the history of masterpieces
that was predominant 30—40 years ago, today seems
hopelessly outdated and is gradually replaced by
the documentary principle (N. Bourriaud’s term) or
by the ideology of the moment’s authenticity. At the
same time, contemporary art in the classic entou-
rage allows the viewer to change the optics — to feel
and evaluate changes that have occured in the very
system of vision. Following the period of fascination
with comparisons in the 1990s, and paying tribute to

interventions, contemporary museum increasingly
prefers extra-systematic and extra-historical caram-
bolage (J.-H. Martin) view that assumes the maximum
scope of associations, comparisons, and interpreta-
tions. At the same time, different museums, such as
Louvre, Versaille, Prado, Villa Borghese, demonstrate
various strategies of work with contemporary mate-
rial. Evaluation of the pros and cons of international
experience is one of the pressing problems in creating
the concept of the 21st century museum.

14:00-16:30
CECCHS «KOHCTPYKTHI UCTOPUU NCKYCCTBA
1 COBPEMEHHBIN XY/IOXECTBEHHBI! IMMPOIIECC»
Mopnepatop: Unbs lopoHYeHKOB (Poccust)
SESSION: CONSTRUCTS IN ART HISTORY AND CON-
TEMPORARY ART PROCESS
Moderator: Ilia Doronchenkov (Russia)

Haranbsa CunoBckas (Poccus)
CIIOP IPEBHUX U HOBBIX. POCCUVICKUY U3BO[,
B 1694 rony, 30 aBrycra, B0 ®paHIy3CcKOi akageMuu CoOCTOs-
JI0Ch MYB6IMYHOe TTPUMUpeHue BOXIel BpaXXIYIouX apTUil
NpYBepsKeH1eB KIacCU4Yeckoi TpPaAULMY U HOBBIX BO33PeHUI.
Bpsn 11 yuaCTHUKY 3TOM IMOJIEMUKU, BOLIEAIIe B MCTO-
puio Kak «Criop ApeBHUX Y HOBBIX», TIPeII0Jiaraiau TOTAa,
YTO BO37eJIasiy MoJie [J1l TPeXBeKOBLIX TOPIYUX AUCKYCCHUIA,
BIIepBLIe B eBPOMeNCcKOoi NCTOPUU CO3MaBas ITpeLieleHT
OCO3HAHHOTO pa3phiBa C Tpanulivel ¥ IPOTUBOIIOCTaBIeHUS
ell CoOBpeMeHHOCTHU. JII060TBITHO, KaK TOYHO 3TOT «IPeBHUI»
Terepb [JI1s HAacC CIIOP OTMEeTHUJI pellepHble TOUKU 1 BeKTOPhI
JarbHeNIINX OUCKYCCUI: «MCKYCCTBO 1 BJIACTh», «MCKYCCTBO
U TeXHU4eCKUH porpecc», HallMOHanbHas MpobieMaTuKa,
cB0OO/IA TBOPYECTBA U MHAWBUIAYAbHOCTb. OQHAKO IPaBo Ha
rocseqHee (B OMIMO3ULIMY K COBepIIeHCTBY MacTepCcTBa U I10-
JIUTUYeCKO! aHTaXKUPOBAaHHOCTH) B TOM CIlOpe ObLII0 apry-
MEHTOM «JpeBHUX». Ho elle 60iee 11060MNBITHO POCIeOUTh,
Kak Te Xe apryMeHThl UHTepPIIPeTUPOBAJIKCh B NTOC/IeIY IOLIUX
CIIOpax HOBLIX «HOBBIX» C HOBBIMU «IPEBHUMU» B IPYTUX Ha-
LIMOHANBHBIX KOHTEKCTax. B poccuiickoM M3Bofe, HanpuMep,
B 3TOM CIIOpe, pa3ropesiieMcs Ha pybeske XVIII-XIX BeKoB,
«HOBBLIe», paTOBaBIIMe 32 YTBepXIeHNe HallMOHaIbHOU JiiTe-
paTypsl, MOMUPaIu «JIKUBBIN BeK», BHOBb «B306paBIIKCh HA
Jieyr» aHTUYHOM MaCTOpasiu.
Natalya Sipovskaya (Russia)
QUARREL OF THE ANCIENTS AND THE MODERNS.
RUSSIAN VERSION
August 30, 1694 the French Academy held a public rec-
onciliation of the leaders of the warring parties of the
adherents of the classical tradition and the new views.
It is unlikely that the participants of this debate, which
was later called The quarrel of the Ancients and the
Moderns, were then supposed to have cultivated a field
for three centuries of heated discussion, for the first
time in European history creating a precedent for a con-
scious break with tradition and opposing the new to it.
It is interesting how precisely this ancient for us now
dispute pointed to the reference points and vectors of
further discussions: “art and power”, “art and techno-
logical progress”, national issues, freedom of creativity



and individuality. However, the right to the latter (in
opposition to excellence of mastery and political bias)
in that dispute was the argument of the ancients. But it is
even more curious to see how the same arguments were
interpreted in subsequent disputes of the new moderns
with the new ancients in other national contexts. In the
Russian version, for example, in this dispute, which
erupted at the turn of the 18—19th centuries, the
moderns, who stood up for the affirmation of national
literature, trampled on the “lying century”, once again
“climbing the shoulders” of the antique pastorale.

Bpyk XonmMmc (CIHA)
HEYCTOMYUBAA AHTUYHOCTL: PASMBIIIJIAS O OTHO-
MEHUAX KJIACCUKU U COBPEMEHHOCTHU
Knaccuka, a TouHee KJIaCCULIM3M, B HACTOSIIeM SBJISIeTCs
pecypcoM, He UMeIOLIUM OTpenesieHus. [IoHATHe 1leHHOCTU
CaMbIX 3HAKOBBIX IIPEIMETOB aHTUUYHOCTH, CUUTAOIIUXCS
KJIaCCUYeCKUMHU, OTIpefesiseTCss Kak BHeBpeMeHHoe. B aToM
OTHOIIIEHUU OHU MapagUurMaTuyiHbel TOMY, 4To 1o Yan
Ha3BaJl «XpOHOJIOTUYEeCKUM UCKYCCTBOM» — MCKYCCTBOM Ha
CTOpPOHe XpOoHOca (BpeMs B UCTOPUY, NU3MepeHHOe BpeMs,
a TakXe BpeMs, KOTOpOe 3aMupaeT B 6e3BpeMeHbe), a He Ha
CTOpOHe Kalipoca (MOMEeHT CBOeBpeMeHHOCTU, BpeMs CMepT-
HOCTU, BpeMsl HeOXUIaHHOTO, BpeMs HellpecKa3yeMoro,
IHaMUKa (opMel).
Hepenko Bo3HUKaeT cobsia3H 0TKa3aThCs OT KJIaCCU4YeCckoro
HCKYCCTBA B 110J1b3Y He 06peMeHeHHOT0 UM COBPeMEeHHOTO.
Ho 1nenkas u npecnenyionias kjiaccyuka yrnopcrayert. Oco-
6eHHO B MYy3ee, Ille OHa HEOTbeMJIeMO CBsi3aHa C MOHATUSIMU
KCKYCCTBA, IIeHHOCTH ¥ KPacoTkl. BMecTo TOTo, YTOOHI IIkI-
TaThCS YKJIOHUTBHCS OT KJITACCUYeCKOTO WIM Jaxe U36aBUThCS
OT TOHSTHS KaK TaKOBOTO, B JOKJIaLe ITpefjaraeTcs repeoc-
MBICJIMTh UCTOPUIO KJIaCcCHLIM3Ma KakK Bajluaaluyv rpedyeckomn
aHTUYHOCTH B pekrMe HeyCTONYUBOCTH.
Ha satoM doHe 6yzeT oco6eHHO UHTepPecHO, K YueMY MOXeT
TIpUBeCTY NepeMellleHrie KYypaTOPCKOro BHUMAaHUS OT COXpa-
HeHUs1 00beKTOB B My3eiHOi 06CTaHOBKe, K KYJIbTUBUPOBA-
HUI0 B3AMMOOTHOILEHUS MeXIY «KJIaCCUYeCKUM» MTPOILIBIM
U «COBpeMeHHBbIM» HACTOSIINM.
Brooke Holmes (USA)
LIQUID ANTIQUITY: THE RELATION BETWEEN
THE CLASSICAL AND THE CONTEMPORARY
The classical — and, more specifically, classicism —
is an ambiguous resource in the present. The most iconic
objects from an antiquity deemed classical are bound
to a notion of value as timeless. In this respect, they are
paradigmatic of what Paul Chan has called chronological
art — art on the side of chronos (the time of history,
measured time, but also time that congeals into timeless-
ness), rather than that of kairos (the time of the oppor-
tune moment, the time of mortality, the time of the unex-
pected, the time of the unpredictable, dynamic body).
The temptation is thus often to refuse the classical
altogether in the name of a contemporary unburdened
of it. But the classical persists, at once tenacious and
haunting, and especially in the museum, yoked to the
very notions of art, value, and beauty. Rather than
try to evade the classical, or even redeem it as such,
the talk suggests we rethink the history of classicism’s

valorization of Greek antiquity in the mode of liquidity.
Against this backdrop, it is especially interesting to see
as well what it would mean to shift curatorial attention
from the preservation of objects, in the museum setting,
to the cultivation of the relation between the classical
past and the contemporary present.

HBan Tyukos (Poccus)

KJIACCUYECKAS TPAOUILIVIS U BUJIJIA JIAHTE B BAHbSIVIS
Ivan Tuchkov (Russia)
CLASSICAL TRADITION AND VILLA LANTE AT BAGNAIA

Aptypo l'anancuso (Uranus)
MMAJIALIIINO CTPOLIIIM U COBPEMEHHOE NCKYCCTBO:
HOBBII1 PEHECCAHC BO ®JIOPEHIIUU
B IManauno CTpouLy, BeJIUKOJIenHOM ABopLie YMHKBeYeH-
TO, HAXOIUTCS OJIHA U3 BaXKHeNIINUX B ITalluy MHCTUTYLIUI:
BBICTABOYHOE NPOCTPAHCTBO U Iy1aTdopMa IJjisl KYIbTYPHBIX
3KCIIePUMEHTOB.
B nocnennue roael Ilananno CTpouy Hayaa HOBYO aMOMLIU-
03HYI0 [IpOrpaMMy, HalpaBeHHYI0 Ha BhICTparuBaHue nuajo-
ra Mexay MCKYCCTBOM MOJlepHM3Ma 1 COBPeMeHHOCTH C OJIHOM
CTOPOHEI U UCTOpHe U KJlTacCU4eCcKUM UCKYCCTBOM C APYTOH,
KOTOpas Tpu3BaHa U3MeHUTh BOCIIpusATHe DIopeHLnH.
Dr. Arturo Galansino (Italy)
PALAZZO STROZZI AND CONTEMPORARY ART:
NEW RENAISSANCE IN FLORENCE
Palazzo Strozzi, one of the finest Cinquecento palaces,
hosts one of the most important institutions in Italy: an
exhibition space and a hub for cultural experimenta-
tion in the center of Florence. In the last years Palazzo
Strozzi started a new ambitious program of modern and
contemporary art in dialogue with history and classic
art which is reshaping the perception of Florence as
a contemporary destination.

Katu Yyxpos (Poccus)
IMMOHATHUE KJIACCUYECKOI'O 1 ITIOJINT3KOHOMMUSA
COLIMAJIN3MA
TpanULMOHHO NOHATHE KJIaCCUYeCKOro acCoLUMUpyeTcs
C IOPSAOKOM, TapMOHUEN, IpeANCaHHbBIMY KaHOHAaMU KOM-
MO3ULIUK Y CTPOTOCTHIO0 POPMEL. B YCrioBUSIX COBpEMEeHHBIX
KYJIbTYPHO-XYL0XeCTBeHHbIX MPAakTUK KJ1acCUKa CKopee
CYUTaeTCsd KYJbTYPHBIM HacjenureM, HeXXeJli akTyaJIbHbIM
pecypcoM XynoxeCTBEHHOTrO [IPOM3BOACTBA.
B noknazne 6ymeT nmpennpuHATa MONbITKAa IT0Ka3aTh, KaKUM
o6pasom leresnb 1 nocse Hero Mapkc, JIykad, JIudmig
U VIbeHKOB OTKPBUIM B IMTOHATUM KJIACCUYECKOT0 — 3TO
BOBCe He KaHOH, HO CKOpee fuajieKTu4eckoe cpalleHue uue-
QJIbHOTO U MaTepuasibHOT0, MBICJIU U BelllW, 3HaHUS U YYyB-
CTBEHHOCTH, 1 3Ta CUHepPrus OCYIecTBIsSeTCs TOIbKO Oa-
rogaps 3KCTpeMaJbHOMY OIBITY CaMO-pe3UHbILNU. VIMEeHHO
[103TOMY COLMANINCTAYeCKas 3TMKA B KOHEYHOM UTOTe
n3bpasia MMeHHO YHUBepCaabHYI0 Kj1acCU4Yeckylo KYabTypy
KakK BbIpaXkeHUe 3TUKU U 3CTeTUKU 6Yynyllero KOMMyHMU3Ma.
Keti Chukhrov (Russia)
THE CONCEPT OF THE CLASSICAL AND THE SOCIALIST
POLITICAL ECONOMY
Traditionally the notion of the classical is associat-
ed with order, prescribed canons of composition and

rigidity of form. In the context of contemporaneity it

is considered to be rather the cultural heritage than
the actual means of artistic production. The talk will
endeavor to show that what Hegel, and after him Marx,
Lukacs, Lifshitz and Ilyenkov revealed in the regime of
the classical is meanwhile not the canon, but rather the
dialectical convergence of the Ideal and the material,
of the spirit and the object, of mind and sensuousness;
and this convergence evolves as the procedure of self-
resignation and social zeal. That is the reason why the
socialist ethics chose to rely on this regime as the aes-
thetic and ethical prospect of the future communism.

Omutpuii 'yros (Poccus)
MAHCTEP 3KXAPT, JKUBOIIUCH CETYATKU U MAPKCHUCT-
CKA{ TEOPUS OTPAJKEHUSA
B 1912 rogy Ha pYCcCKOM g3bIKe 1eyaTaoTcs «[JyXOBHbIe
MIPOTIOBeIN 1 paccyxkaeHusi» Malictepa DkxaprTa B [lepeBofie
>KeHbl MakcuMunvaHa Bosnoiria Mapraputsl CaballiHUKO-
BO1. [I719 MOHMMaHW4 POXIOEeHV 3CTeTUKU aBaHrapaa 3Ha-
YyeHMe 3TOT0 COOBLITUS Helb3s ITepeolleHUTh. TeopeTruyeckue
Tpynbl ManeBruya, 060CHOBEIBaOLYe GecripeIMeTHOCTh, 10
CYTH, TIOBTOPSIOT 3KXapTOBCKOe (pOPMYJIMPOBKY OTHOIIEHUS
K TBApPHOMY, BUAMMOMY MUpy. Ha MecTo bora 31eck cTaBUTCA
SKMBOIIMCh, @ BBIXOJI K ee CYTH IOCTUTaeTCsl JINIIb OTKa30M
oT o6pasa TBapHOTO MUPA, OT TPeIMeTHOCTH, 3aMYTHSOILe-
r'0 XXUBOIMMCHOCTb. MOXHO 71 CYUTATh B TAKOM CIyyae, uTo
CyInpeMaTu3M U eCTb BBIXO[, K TOMY HUYTO, O KOTOPOM IUIIIeT
JKXapT Kak 0 eIUHCTBeHHOM Criocobe NOCTIKeHUs abCcomoT-
HOT0? B MapKCUCTCKOM aHaM3e 3TOM npobieMaTruky Mare-
BUY He TOJIbKO He 0Ka3blBaeTcs NocjiefjoBaTesieM JKXapTa,
HO IIpY BCeM BHeIIHeM TeopeTUYeCcKOM CXOJICTBe SIBJISIeTCsI
ero NpsiIMbIM U1 HarboJiee MOCJIe0BaTeNIbHBIM OTPULIAHNeM;
HeraTUBHas CBS3b C MUPOM Belllell 37leCb OKa3bIBaeTCsl paau-
KaJIbHeli, YeM B TpagULIMOHHOM MCKYcCTBe. B nokane 6ynyt
paccMOTpeHHI KJlloueBble BOTIPOCHI Tpo6ieMaTHKY BbIXOAa
K abCOII0THOMY B MapKCUCTCKO TEOPUU OTPakeHusl.
Dmitri Gutov (Russia)
MEISTER ECKHART. RETINAL PAINTING AND
THE MARXIST THEORY OF REFLECTION
In 1912, Meister Eckhart’s Spiritual Preaching And
Reasoning is published in Russian translated by Maxi-
milian Voloshin’s wife Margarita Sabashnikova. To un-
derstand the emergence of the avant-garde aesthetics,
the significance of this event cannot be overstated.
Malevich’s theoretical works justifying non-objectivity
repeat Eckhart’s formulas of the relation towards created
visible world. He puts painting in the place of God, and
the way towards its essence is achieved only by aban-
doning the image of the created world, of objectivity
blurring the painting’s nature. Is it possible in this case to
regard suprematism as a way towards nothing that Eck-
hart describes as the only way to achieve the absolute?
In the Marxist analysis of this problem, Malevich not
only does not turn out to be Eckhart’s follower but with
all formal theoretical similarity is his direct and most
consistent denial; a negative relationship with the world
of things here is more radical than in traditional art.
The talk will consider the key questions of the problem of
reaching the absolute in the Marxist theory of reflection.

17:15-18:30
NMPE3EHTAIINSA «CO3JABASA ODMAJIOTU B NCKYCCTBE. JE-
CATDb JIET KYPATOPCKHUX ITPOEKTOB IMTAJTAIIIIO ®OPTYHU»
Hanuesna ®eppettu (Uranus)
Axkcenb BepBopar (benbrus)
Mananio @opTyHU — 30aHKe OBIBILIETo aTeslbe U J0Ma OU-
3aiiHepa MapuaHo @OpTYHU. 31eChb Ha IPOTSKEHUU T10CTIef -
HUX [eCATH JieT NPolia Cepyrs BEICTABOK, OPraHU30BaHHbIX
Axcenem BepBoparom u [lanuenoil @eppeTTH, MOIYUYUBIINX
BBICOKYI0 OlleHKY: Artempo (2007), Infinitum (2009), TRA
(2011), Tapies. B3z2asad xydoxcHuka (2013) u Proportio (2015).
B nocnenHei BeicTaBKe cepu, «MITHTYyuLUs», 6bLJI0 coefyiHe-
HO KJIaCCHU4YeCKOoe, MOJePHUCTCKOe U COBpeMeHHOe UCKYC-
CTBO Y BBICTPOEHEBI CBA3U MexXny dhunocodueit, Haykow,
MUS3BIKOH, MCTOPH e, TBOPYEeCKMM HacjlefyieM U UCKYCCTBOM.
B pamMkax npesedTtanuu [laHuesna @eppeTTtu U Akcenb Bep-
BOPZAT 06paTaTcs K uctopuu [Nanauiio ®opTYHU U TUYHOCTU
ero ObIBLIEro Bnageablia Mapuano ®opTyHU U pacckaxyr
0 IIpOeKTax, OPraHN30BaHHbIX UMY COBMECTHO 3TOM 3[IaHUU.

CREATING DIALOGUES IN ART. CURATING TEN YEARS
OF EXHIBITIONS IN PALAZZO FORTUNY

Axel Vervoordt (Belgium) — curator, collector, found-
er of the Kanaal Project

Daniela Ferretti (Italy) — Curator, Director of the
Palazzo Fortuny

Palazzo Fortuni is the building of the former stu-

dio and residence of designer Mariano Fortuni. Here,
during the last ten years, a series of highly acclaimed
exhibitions was held curated by Axel Vervoordt, Daniela
Ferretti: Artempo (2007), Infinitum (2009), TRA (2011),
Tapies. Lo Sguardo dell’Artista (2013), and Propor-

tio (2015). Intuition, the final exhibition in the series,
combined classical, modern and contemporary art, and
built links between philosophy, science, music, history,
creative heritage and art.

Within the presentation Daniela Ferretti and Axel
Vervoordt will introduce the Palazzo Fortuny, its build-
ing’s story and the artist who used to live there: Mari-
ano Fortuny, and will talk about the different projects
they did inside of the Palazzo.

27 ®EBPAJISA, BTOPHUK
[I3B «MYCENOH» (KonbIMakHbIH ep., . 6, CTp. 2),
AYIOUTOPUY 101
27 FEBRUARY, TUESDAY
AUDITORIUM 101, MUSEION EDUCATIONAL
CENTRE, 6 BLDG. 2 KOLYMAZHNY PEREULOK

09:30-12:30
CECCUS «OBPETEHHUE HOBOTO SI3bIKA U TEJIECHBIY OIBIT
BOCIIPUATUSA»
Mopepatop Onecsa TypkuHa (Poccus)
SESSION: THE ACQUISITION OF A NEW LANGUAGE
AND THE SOMATIC EXPERIENCE OF PERCEPTION.
Moderator Olesya Turkina (Russia)

Hpuna AaTponosa (Poccus)
HEJIOTUYHOE INPOCTPAHCTBO: PENIPE3EHTALIUS KJIACCHU-
YECKHX OBPA30B B COBPEMEHHOM BUJOEOAPTE



CoBpeMeHHbIe XY 0KHMUKM 06paliaTcs K NCKYCCTBY CTApPbIX
MacTepoB b0 HanpsaMylo, JiMbo orocpenOoBaHHO, Yepe3
uneu, 0eKOHCTpYyrupysa Mudel, BCTpauBas UX B CUCTEMY Iep-
LIeNITUBHLIX WJITIO3UI, CBepXHAaChIlas cTapble 06pa3bl HOBbI-
MU aCCOLMATUBHBIMU CBS3SIMU U KOHHOTAUUSIMU. [Ipy 3TOM
COBpeMeHHbIe IPOU3Be/leHNs B COBDeMeHHOM MUpe, BhINOJI-
HeHHble COBepIIeHHO UHBIMU XYA0KeCTBeHHbIMU CPe/iCTBa-
MU, TPUOOpeTaroT U HOBLIM CMBICJI, U HOBOE 3MOLIMOHAIbHOe
HarnosiHeHue. B goknaae 6YAyT npoaHaau3upoBaHbl TpU
paboThl COBpeMeHHbIX BU1e0apTUCTOB 06 aHaMop@do3e,
nedopMaluy peasbHOCTU U TPUCYTCTBUU CBepXpeanbHOCTU
C meTanbHOM NpopaboTKo U Jelin(poBKOY CUMBOJIOB: Buiit
Buona «OH peimaer no tebe», lOnuan Posedensar «Iymo-
BUK», «[IpoBMBbI3a» (I'aninHa MeIsHMKOBa, Cepreii [IpoBOpOB)
«Be4yHOCTb», @ TAaKKe IPUeMbl M MeTO/Ibl BUIeOMCKYCCTBA,
HCI0JIb3YeMble XYL 0XKHUKaMU.
Irina Antropova (Russia)
ILLOGICAL SPACE: REPRESENTATION OF CLASSICAL
IMAGES IN VIDEO ART
Contemporary artists turn to the art of the old masters,
either directly or indirectly, through ideas, by decon-
structing myths, by embedding them into the system of
perceptual illusions, by oversaturating the old images
with new associative links and connotations. At the same
time, contemporary works in contemporary world,
made with completely different artistic means, acquire
new meaning and new emotional content. The talk will
analyze three works by contemporary video artists on
anamorphosis, deformation of reality, and presence of
super-reality, with detailed elaboration and decoding of
symbols: Bill Viola’s He Weeps for You, Julian Rosefeldt’s
The Soundmaker, and ‘Provmyza’s’ (Galina Myznikova,
Sergei Provorov) Eternity, as well as techniques and
methods of video art employed by the artists.

Hdanuna bynaros (Poccus)
BEHCKUM AKIIMOHU3M U TPAOUIINS ABCTPUVICKOT'O
JKCITPECCUOHHN3MA
CrieunryecKkrii MCTOPUYECKU U XYO0XKeCTBeHHbIN
KOHTEKCT ChITpaJl BaxkHeMIIYIo PoJib B GOPMHUPOBAaHUU
panuvKaJibHOIO aKLIMOHM3Ma BeHCKMX XY 0KHUKOB, TPOM-
KO 3asgBUBLIMX O cebe B Hauasie 1960-x ronoB. B ux TBOp-
4JeCTBe NPOCJIeXXrBaeTCs CBA3b He TOJIBKO C peanusMu
MIOCTHALMCTCKOM ABCTPUM, IepexXruBaBlIell 6YpHbII 3K0-
HOMUYeCKHUI oAbeM, HO U C TBOPYEeCTBOM aBCTPUMCKUX
3KCIIPeCCUOHMCTOB Havyasa Beka, Takux Kak Ockap Kokoika,
Puxapp I'epctib u 3roH use. [TocnenHue CIYKUIy BaXKHBIM
OpPUEHTUPOM [1J1 BeHCKUX aKLIMOHUCTOB U U3-3a CBOero Je-
MOHCTPaTUBHOI0 npeHebpeskeHNs K 06111eCTBEHHON MOpanu
U obpaleHus K TabYyrpoBaHHEIM TeMaM, U IIOTOMY YTO B UX
paboTax BepBble HAIJIO BhIpa’keHue TO JOJIMYHOCTHOe
1 mMbuAvHaNbHOe B YeJioBeKe, UTO NapaieslbHO OTKPhI-
BaJia B HeM COBpeMeHHa4 rncuxuaTtpud. Kak B aBCTpUIICKOM
3KCIIPeCcCUOHMU3Me, TaK U B aKLIMOHV3Me CPeICTBOM BhIpaxe-
HMS 3TUX ITYOMHHBIX CJI0€B YesI0BeyeCKOou IICUXUKU CTajio
4yejioBeYyeCcKoe Tejl0 — KOHBYJIbCMBHOE U HeBPOTUYeCKoe,
6ome3HeHHOe 1 XpYIKoe, XMBOe U CTpafalolee

Danila Bulatov (Russia)

VIENNESE ACTIONISM AND TRADITIONS OF AUSTRI-

AN EXPRESSIONISM

Specific historical and artistic context played a crucial
part in shaping radical actionism of the Viennese artists,
who loudly announced themselves in the early 1960s.
Their work has connections not only with the realities
of the post-Nazi Austria experiencing a rapid economic
recovery, but also with the work of the early 20th cen-
tury Austrian expressionists such as Oskar Kokoschka,
Richard Gerstl, and Egon Schiele. The latter were an im-
portant reference point for the Viennese actionists due
to their demonstrative disregard for public morality, to
addressing the tabooed topics, and because their works
for the first time explored the prepersonal and libidinal
in man — subject of interest of contemporary psychia-
try. Both in Austrian Expressionism and Actionism, the
means of expressing these deep layers of human psyche
was human body, convulsive and neurotic, sickly and
fragile, living and suffering.

Anexkcangpa Crapycesa-IlepieeBa (Poccus)
BHUPTYAJIbBHASA PEAJIBHOCTb KAK MUCTEPU4I
B mokinaze npencTaBiieH MOAX0/ K OCMBIC/IEHUI0 BHeIPeHUs
BUPTYaJIbHO peasbHOCTU KakK 3BeHa B lienu KojebaHui
3arnagHoN KYIbTYpPhl MeX1Y OpreHTalell Ha ONTUYeCKUui
60 KUHeCTeTUYeCKUi KaHasl BOCTIPpUSTHS nHMOopMaIuu
(1 B YaCTHOCTHU MCKYCCTBA).
['vrioTe3a COCTOUT B TOM, YTO B BUPTYaJbHON peasnbHO-
CTU BH3yanbHOE U TeJleCHOe NepeXrBaHus CMbIKAIOTCH,
a rpaHula Mexnay 3puTeseM U Ipou3BeleHNeM hcyes3aer,
Y 3TO OTKPBIBaeT IJig XYL0XXHNKA BO3MOXHOCTU IOCTUTATh
CWJIbHeNIINX 3cTeTuueckux 3¢ ¢exToB. Jokaz NOCBsIIeH
He TOMY, 4yeM VR gBisgeTcq ceiiyac, HO TOMY, YeM OHa MOXeT
cTaTh. ABTOD MpeanprHUMAET IOMNbITKY MPOCIeIUTh reHe-
aJIOTMI0 BUPTYanbHOM peasbHOCTH Kak Mequyma, Hacneny-
I01I[eT0, C ONHOM CTOPOHBI, 3CTETUKY 3KPaHHBIX MCKYCCTB
(KkoTOpBIE 3a4acTYI0 0Ka3bIBAIOTCS CKOMIIPOMETUPOBaHbI
WHOYCTPUel pa3BieyeHuil), ¥ ¢ IPYroil CTOPOHBI, BbIpa-
3UTeJIbHOCTb UHCTAJUISLIUY U CKYJIBIITYPHl, KOTOpPHIe Ial0T
XYOOXXHUKY AOCTYI K KOMMYHUKAIAU CO 3pUTEJieM yepes
IJ1aCTUKY ¥ TO, uTO B.P. Bunmnep HaseiBan «0CcA3aTeIbHON
cunomn ybexmeHus».
Alexandra Staruseva-Persheeva (Russia)
VIRTUAL REALITY AS MYSTERY
The talk presents an approach towards understand-
ing the introduction of virtual reality as a link in the
chain of fluctuations between optical and kinesthetic
channels of perception in the Western culture. The
hypothesis is that virtual reality combines visual and
bodily experiences, while the boundary between the
viewer and the artwork disappears, resulting in the
possibilities for the artist to achieve the strongest
aesthetic effects. Rather than to see what VR it now,
the talk aims at showing what it can become. The
author endeavors to trace the genealogy of virtual
reality as a medium that inherits, on the one hand,
the aesthetics of screen arts (often compromised
by entertainment industry), and on the other hand,
the expressiveness of installation and sculpture that
allows the artist to access communication with the
viewer through what B. Vipper called the tactile power
of persuasion.

CeBepuH ®pomeska (IlIBeliiapus)
BJIAJEHHME NJIJIO30PHOCTBHIO. BbI3OBbI KYPUPOBAHUSA
BBICTABOK NIEP®OPMATHBHOI'O NICKYCCTBA
B LileHTpe BHMMaHUS AOKJIaAUnKa — BOMPOCH CJIOXKHOCTHU
UMIUIeMeHTaluu rnep(opMaTUBHLBIX MTPAKTUK B BEICTABOY-
HOM IpOCTpaHCTBe. [Ipe3eHTalyst HAYHETCS C BLICTABKU
«[TepcomaHc-IIpouecc, NoAXon K nepopMaTUBHOMY
UCKYCCTBY» B My3ee [IX. TOHIVIK, KOTOpas BKJIl04Yasia HOBbIE
U yke peasn3oBaHHble Nep(opMaTUBHLIE TPOEKTH Holee
4yeM 50 aBTOPOB, XKUBYILIMX WK paboTatoiux B llIBeliiapuu.
Hanee 6yneT paccCMOTPeH KPYr BOIIPOCOB, KOTOPHIe IOSIBU-
JIMCh B XOJle paclIMpeHHOro KoJy1abopaliioHHOTOo TpoeKTa
«[TepdomaHnc-IIpouecc», npouexnuiero B Mmy3ee Ix. TaHIU
B KasepHe (basens) u B Kynctxamnne (basens). lens — uc-
cienoBaTh pa3Hble KYpaToOpckye CTpaTeruy, KoTopble Cro-
COOHBI BbI3BATh TeJieCHbIe OLIYLeHUs OT JKUBOTO COOBITHS
B CTaTU4eCKOM ITPOCTPAHCTBe My3es, IpefHa3HauUeHHOM [IJis
IIeMOHCTpaLUU HeMbIX 3KCIIOHATOB.
Cpeny BOIIPOCOB, IOJHUMaeMbIX B Iokiaze: Kak BnucaTh
B BBICTABOYHBIN KOHTEKCT 3dheMepHble CBOKCTBA KUBBIX
nepdOpMaTHBHEIX TPAKTUK C Y4eTOM BpeMeHU U MecTa?
Moryt nu apTedaxThl, peKBU3UT U APYTHe PeIukBUM XU-
BOTO MCKYCCTBA COXPAHUTb UX 3HEPreTUKY I0CJIe TOTo, Kak
nepdopMaHCc 3aBepilieH? Bceraa v OMbIT, IPOXMBaeMblil Ha
CaMOM MepOIpUsTHs, ABsieTcs boJiee IPKUM, YeM BIledarT-
JIeHUs], TI0TYuyeHHble T0OCPeCTBOM AOKYMeHTalluu COOBITHS
WY Yepe3 apXMBHbBIE MaTeprasbl?
Séverine Fromaigeat (Switzerland)
CAPTURING EPHEMERALITY: THE CHALLENGES OF
CURATING EXHIBITIONS OF LIVE ART
The core of the presentation will focus on the complex-
ities of featuring performance in an exhibition. Start-
ing from the exhibition curated at Museum Tinguely,
PerformanceProcess, an Approach to Performance Art,
comprised of newly commissioned and recent per-
formances by more than fifty artists from or work-
ing in Switzerland, the talk will expand the questions
raised by the larger collaborative exhibition project
PerformanceProcess, taking place at Museum Tinguely,
Kaserne Basel, and Kunsthalle Basel. The aim is to ex-
plore different curatorial strategies that can conjure the
corporeal feeling of the live event in a static situation like
amuseum, dedicated as it is to showing silent artifacts.
The presentation will address such questions as: How
can one render in an exhibition context the ephemeral
qualities of time- and site-specific live performance?
Can the artifacts, props, and other relics of live art retain
their energy after the event is over? And is the live expe-
rience of an event always necessarily more vivid than its
experience through archive and documentation?

KupctuH Posncropd (JaHust)

VCKYCCTBO KAK ATEHT. POXXOEHHUE ®OPMBbI 13 TbMbI

B dokyce noxnaga — XynoxkecTBeHHOe JII0OOMBITCTBO,
YYBCTBUTEJIbHOCTb U UMIYJIbC AJ151 IPOLABUKEHUS BIlepes,

B a”AmadTe uckyccrsa. MiIckyccTBO MOXeT ObITh HALIKM I10-
MOLIHUKOM B MUpe, [1I03B0JISs HaM BBIMITU Ha HOBBIN YPOBEHb
CJIOXKHOCTU. TBOpUYeCKuii poLecc MOKHO paccMaTpyBaTh
KakK IBUXXKeHUe UM [AbIXaHue, a He C TOYKU 3peHMs FTOTOBOro
NpOoAYKTa (Mpor3BeneHus uckyccrea). Cosuaanue nogobHo

MBIIIILIe, KOTOPYIO MOKHO TPEHUPOBATh, KAk U JIDOYIO ApY-
ryio MBILILY B HauleM Tejie. KiiloueBoe TIOHATHE AOKJIama —
3TO, B CUJIY OTCYTCTBUS O0Jiee TOYHOTO TePMUHA, «IIpef-
co3pmaHue». 9TO CBOEro pofa ThMa, Kak epBOHavalbHOe
OTCYTCTBUeE (POPMBI U KaK OTKPbITas GopMa, KOTOPYIO MbI
YyeCcTBYeM, KOrzia BCTpedaeMcs € Heil B uckycctBe. OHa Takxke
SBJISEeTCA TOM 3Hepruey, KOTopas noMoraet HaM IIpU CTOJI-
KHOBeHUU C 0611ecTBOM. Ha caMoM [iesie BCe, UTO MOSIBIISIETCS
B PKOM CBeTe [H4, BKJl0ouas HaC CaMuX, IPOUCXOAUT U3 OT-
KPBITOY DOPMBI THMBI. B TeMHOTe Mbl BUIUM CHBL U 6e3 CHOB
HeT BUAeHul. BumeHuii, KOTopble BeqyT HacC B 6ynyiiee.
Kirstine Roepstorff (Denmark)
ART AS AN AGENT. THE BIRTH OF THE FORM FROM
DARKNESS
The talk is focused on artistic curiosity, sensitivity and
what pushes the artist forward in the landscape of the art.
The art can be our assisting agent in the world allowing
us to develop more complexity. The process of creation
could be considered as a movement, as breathing, rather
than a finished product (work of art). Creation as a mus-
cle, which we can train like any other muscle in our body.
The key issue of the talk is, for a lack of better word, the
pre-creation. It is the darkness, as the non-form before
the form or the open form, which we celebrate and adore
when we recognize it in the arts. It is also the energy of
our own lives assisting in confronting society around us.
In fact, everything, including ourselves, that occurs in the
bright light of the day comes from the open form of the
darkness. In the darkness we dream, and without dreams
there are no visions. Visions to bring us into the future.

MapuanHa Xecke (Hopserus)
1 IIOKAXY TEBE I'OPbI
[Tomo6HO cTapbIM MacTepaM, XyooKHuIIa MYTelllecTBYeT 110
ponHbIM TaHAmadTaM B ropax Hopeeruu. Ho BMeCTo MOJib-
6epTa, X0JICTa U KPaCOK OHA M0JIb3YeTcs ITaTUBOM, KaMepoi
U NIOPTaTUBHBIM BUIEOMOHUTOPOM. MapriaHHa Xecke JIOBUT
Ha J1eHKY (hopMy rop ¥ MeHsollleecs OCBellleHre, U B 3TOT
MOMEeHT Ha 3KpaHe MOHUTOpa BO3HMKaeT KOMIIO3ulys. B cBo-
ell MacTepCcKoii OHa MepeBOIUT 3TY CXBaueHHble 06pa3bl Ha
XOJICT C TIOMOIIIbIO X POBOIA MeyaTu. XYNoKHULY 3aHUMAaI0T
BOIIPOCHI 3CTETUYECKOTO OMbITA U ero KOHLIeNTYaIru3auuu. Pas-
BUTUE BbICOKOTEXHOJIOTUYHBIX CPeICTB KOMMYHUKALIUY CaMO
110 ce6e He rapaHTUPYeT JIY4lllero MOHUMaHus 0KpYKarolllero
Mupa. Xecke MbITAeTCs COeAUHUTH COBpEMEeHHbIe TeXHOJI0TUN
C MMPOM NIPUPOZRL: B ee paboTax 06pasbl TOp HeecTeCTBeHHOT0
«KOMIbIOTEPHOTO» LIBeTa BbI3BIBAIOT YYBCTBO M3YMJIEHU .
B nocrnenHue necsaTUNeTs peallbHOCTb He Oblj1a akTYaibHOM!
KOHLIeNnuuen. «3eKTPOHHbIe» ropkbl XecKe Nal0T He0O6XOIUMBbII
VMITYJTBC [JIs1 TBOPYECKOTO COTPSKEeHYS TTPUPOIBI U KYJIETYPHI.
Marianne Heske (Norway)
I BRING YOU A MOUNTAIN
Just like the old masters, Marianne Heske travels among
her native landscapes in the mountains of Norway.
But instead of their easel, brush and palette, she uses
a tripod, a camera and a portable video monitor. She
catches the shifting light of the forms and atmosphere
of the mountains, composing the images on the monitor
screen. Back in her studio, with a digital ink machine,
she transfers these catches on canvas. m Marianne



Heske’s work is concerned with aesthetic experience
put in a conceptual structure. Development of high-
tech systems of communications does not guarantee

a better understanding of the diverse aspects of a global
society. Heske attempts to merge electronics into the
world of nature: her images of electronic mountains in
all their breathtaking computerized color collide with
a state of natural wonderment. Reality, for the past
decade or so, has been a lost concept. With Heske’s
electronic mountains we are given a refreshing view of
a necessary tension between nature and culture.

14:00-17:30

I'NTABHOE 30AHUE I'MUU um. A.C. [TYIIKNHA,

(yn. BonxoHka, . 12), UTAJIbIHCKUNW OBOPUK
THE ITALIAN COURTYARD, THE MAIN
BUILDING OF THE PUSHKIN STATE MUSEUM
OF FINE ARTS

CECCH4 «YTPO3bI 1 BbI3OBbI COBPEMEHHOCTU B MY3EE.
HOBBIE KJIACCUKHU 1 HOBBIE KOJIJIEKIIMH »
Mogepartop: Onbra IIuniko (Poccust)
[uvckyccuio BeneT MuneHna OpsioBa (Poccus)
SESSION: THREATS AND CHALLENGES OF CONTEMPO-
RANEITY AT THE MUSEUM. NEW CLASSICS AND NEW
COLLECTIONS
Moderator: Olga Shishko (Russia)
Moderator of the discussion: Milena Orlova (Russia)

JKan-l06ep MapreH (®PpaHLMs)
9XO0 DIMOX. YYBCTBEHHBIN OIBIT U BHEUCTOPUYECKOE
MBIIIJIEHUE
B noxnazne 6yneT 3aTPOHYT OMBIT MapTeHa B IpOBefeHUun
MeXHCTOPUYeCKUX U MeXXKYJIbTYPHBIX BbICTABOK. MBI He
MOXeM paccMaTpUBaTh MIPOLUIOe NHaUe Kak yepe3 Mpru3my
Halllero HACTOSIIero U CKJIOHHBI MCKaTh OT3BYKU U TIO[I-
TBEPXKIeHUs HAIlMX pPelleHnil U MPeAIiouTeHni B UICTOPUU.
[TopsmOK XpOHOJIOTMYeCKoH KiaccrurKkalum, TakuM obpa-
30M, CTAaBUTCS [0/l COMHeHVe. AHAJIOTUU 1 COOTBeTCTBUS, 6e3
TIPUBS3KY K JOKa3aHHBIM HCTOPHUYECKUM KOHTaKTaM MeXIy
KYJbTYpaMy, BbI3BalM HOBYIO BOJIHY MHTepeca. AHaioruye-
CKUM 06pa3 MbILIJIeHY S, KOTOPHI JOJIr0e BpeMs CUUTaIICs
HeHayYHBIM, BO3BpalllaeT YYBCTBEHHOe MT03HaHWe U BU3Y-
aJIbHOe MBILIEHVe B KaueCTBe OCHOBBI TBOPYECKOTO ITPo1iec-
ca. [mobanu3anys BeIHYXKAaeT Hac YUTH OT KOJIOHUAIbHOM
1 eBPOLIeHTPUCTCKOM MCTOPUHM UCKYCCTB, YTOOBI Pa3BUTh
6oJlee LIMPOKUI NTOAXOM K MeXKYJIbTYPHBIM Pa3IuyKsIM.
Jean-Hubert Martin (France)
ECHO OF THE EPOCHS. SENSUAL EXPERIENCE AND
BEYOND-HISTORICAL THINKING
The talk will touch upon Martin’s previous experiences
in transhistorical and transcultural exhibitions. As we
cannot see the past other than through our present, we
tend to seek echoes and confirmations of our choices and
tastes in history. The order of chronological classifica-
tion is therefore questioned. Analogies and correspond-
ences, away from asserted historical contacts between
cultures, have gained new attention. The analogical way
of thinking which has been repressed for a long time as
non-scientific, brings back the sensitive judgement and

the visual thinking, that is at the heart of the creative
process. Globalization forces us to get away from our
colonial and Eurocentric history of art, and to get a more
open approach of the cultural differences.

MapuHa Jlomak (Poccust)
INEPECEYEHUE KYJIBTYP HA IPUMEPE ITPOEKTOB
B I'MUHU um. A.C. IYIIKWUHA
OpnHa 13 BaXXHeNIIMX MUCCUI My3es Kak YHUKaIbHOTO NHCTU-
TYTa NaMsATy, HAykKu ¥ 06pa3oBaHus — KUTb B COBDEMEHHOM
MUpe 1 YYTKO PearupoBaTh Ha U3MeHeHUsl, KOTOpble TIPOUC-
Xon4T BOKpYr. ITocnennue nate et B TIMUM uM. A.C. TTym-
KMHa peanunsyeTcsd KOHLeNys pa3BUTUS, OPMeHTUPOBaHHAaA
Ha MpYBJIeYeHVe HOBOTO 3pUTesid 3a CUeT BKJIIOUeHUs CO-
BpPeMeHHOI'0 UCKYCCTBA B KOHTEKCT TPaIWULIMOHHOTO My3esl.
B 2017 rozmy My3eti 06bIBWJI O CO3IaHUM HOBOT'O HarpasJie-
HUA fedTellbHOCTH — «[IymKuHCcKkui XXI». B 0CHOBY 3TOTO
aKTyasbHOIO Halpas/leHNd MOJI0KeHO coelMHeHre 06pa3oBa-
TeJIbHOM, UCCJIeJ0BaTe/IbCKOM Y BbICTaBOYHOM [esTeJIbHOCTU
KOTOpPOe MO3BOJIMT PACKPHITh 3BOJIOLMIO XYL 0KeCTBEHHOTO
o6pa3sa OT TPaAULMOHHBIX METOLOB 10 COBPEMEeHHBIX TeXHO-
noruii. B manpHenueM «[Iymkunckuil XXI» cTaHeT caMOCTO-
ATeJIbHBbIM T0ZIpasesieHreM My3es 1 IIOJIYYUT COOCTBEHHOe
3naHue. Ha maHHBI MOMeHT pa3pabaTtbiBaeTcs IiaH GopMu-
pOBaHMs KOJJIeKLIMY, KOTOpas B [lepcrekTHBe 0yneT MOCTOsH-
HO TOIONHATHCSA KaK BHOBb CO3[,aBaeMbIMU NTPOM3BeleHUIMU
COBpPEMEeHHOr0 MCKYcCTBa (61arofaps BbICTaBOUHBIM MTPO-
rpaMMaM HarpasjieHUs), Tak U paHee CO30aHHBIMU, ITprobpe-
TaeMbIMU | BiaziesblieB, IpY NOAepKKe MapTHepoB «IIyi-
kuHcKoro XXI». C 2015 ropa 661 MPOBeieH Psif BBICTABOYHbBIX
MIPOEeKTOB Ha TeppUTopuu My3sesi. OLHUM 13 MTePBBIX KPYMHBIX
MIPOEKTOB My3es Ha BHELIHel MI01aAKe B KOHTeKCTe aKTy-
anbHOTO MCKYCCTBA CTasla BbICTaBKa «YesoBeK Kak MTULA.
0O6pa3ssl myTelIecTBUI» B paMKax [lapasnienbHON IPOrpaMMel
BenenuaHckoi 6uenHane 2017 roga.
Marina Loshak (Russia)
CULTURAL CROSSING ON THE EXAMPLE OF PROJECTS
BY THE PUSHKIN STATE MUSEUM OF FINE ARTS
One of crucial missions of a museum as a unique institu-
tion of memory, research and education is to stay up to
date and to react sensitively to changes that take place
around. Within the last five years The Pushkin Museum
realizes the concept of development oriented towards
attracting the new audience by means of incorporating
contemporary art in the context of a traditional museum.
In 2017, the museum announced a new line of activity —
Museum Pushkin XXI. The basis of this current direction
is a combination of educational, research and exhibition
practice, which allows revealing the evolution of artistic
image, from traditional methods to contemporary tech-
nologies. In the future, Pushkin Museum XXI will become
an independent department of the museum hosted in
its own building. At the moment, the museum develops
a plan of forming the collection, which in the future will
be constantly replenished with both newly produced
artworks (thanks to exhibition projects), and previously
created and acquired from the owners with the support of
the Pushkin Museum XXI partners. Since 2015, a number
of exhibition projects has been held at the territory of the
museum. On of the first off-site large-scale projects in the

context of contemporary art has been the exhibition “Man
as Bird. Images of Journeys” within the Collateral Events
of the Venice Biennale in 2017.

JHH JenimecTtep (HunepnaHabl)
TPAHCUCTOPUYECKUI MY3E U OBPA3 MBIIIIJIEHUA
XYOOXHUKA
XYOOXXHMKUA — He ONUHOKYE BOJIKY, U OHY He ObIJTU BOCIIUTAHbI
B IIOJIHOM M30J14LMHY, KaK yTBepxKaasn Kacmap Xaysep. Kaxnasii
XYL OXXHUK OTMeueH IeyaThio CBOero BpeMeHH, a Takke MofiBep-
SKeHbl BO3[IeMICTBUIO ITpeIIlIeCTBOBABILEN UM (KYJILTYPHO)
ucropuu. BsaMomencTere MexXay COBpeMeHHbIMU XY 0K-
HUKAaMU U TeMU KTO UM ITpeIIecTBOBaJI, YaCTO HATIOMUHAET
VHTeJUIeKTYalbHbIN Pa3roBOp, BBIXOMSALINI 3a Tpefesibl IPOA0J-
SKUTeJIbHOCTH XU3HU. Kakylo posib MOXeT UrpaTh My3eil B IOJIu-
(hoHMYeCKUX TOCMepPTHBIX pa3roBopax MexXny XYooKHUKaMu?
Myszeu, [ymalolre TpaHCUCTOPUUECKHy, CTIOCOOCTBYIOT
BCTpeye U AUaJIOTy MeX1Y CTapbIM U HOBBIM, TIOABEPraT
COMHEHUIO TPAAUIIMOHHBIE (XYI0XKeCTBeHHO-UCTOPUYeCKUe)
KaTeropuu U reHeprpyloT HOBble BO3MOXHOCTU AJ1 UHTEeP-
TpeTaLyy Mpou3BeneHui MckycctBa. OHU NOTOJIHSAIOT CBOIO
Cc0o6CTBEHHYI0 My3elHY10 MeTO[0JIOTUIO C TOMOLIbIO (XYdo-
3KeCTBeHHOTO0) 06pa3a MbIIIIeHNs, KOTOPbIM CHUMAaeT orpa-
HU4YeHUs BpeMeHHU, IPOCTPAHCTBA, KYJLTYpPHI U reorpaduu.
OHU CTUMYJIMPYIOT Ilepexor, OT JIMHeHO 3arnagHon (popMbl
XYA0XeCTBeHHOU UCTopruorpaduy K MHOXeCTBEHHOCTU
HUCTOPUM, KOTOPble He 06513aTeIbHO Pa3BUBaIOTCS XPOHOJIO-
rM4yecky, a OCHOBBIBAIOTCS HAa BU3YalbHOM U (hpopMaibHOMN
acCOLMaTUBHOCTU U He 06513aTesIbHO OTpaHUYeHkl IipefieiaMu
eBpO-aMepUKaHCKOoM cdeprl. B MUpe, KOTOPBIN CTAHOBUTCS
Bce 60j1ee MOHOKYJILTYPHBIM U B KOTOPOM UHTepechl UHAU-
BUA CTAHOBATCS BCe 6oJiee JOMUHUPYIOIIUMU, 3TO KOHTPMa-
HeBp. TpaHCcHCTOPUYECKUe My3eH SBJITI0TCS IVI00aIbHBIMUY 110
onpeneneHno. OHY 3aMHTepeCcOBaHbI B IepecTaHOBKe U Iepe-
MMCHIBAaHUY TeKYlleil pacCTaHOBKU CHUJI, B pa3paboTKe HOBBIX
KOH(urypauuii cMmeicia. Takve My3eu Bcerzia pacCMaTpUBaloT
(kJ1accuyeckoe, MOIEPHUCTCKOE U COBpeMeHHOe) UCKYCCTBO
B MaTpulle U3MeHeHUs NOJINTUYeCKUX OTHOIIeHUI.

Ann Demeester (The Netherlands)

THE TRANSHISTORICAL MUSEUM AND THE ARTISTS’

MIND

Artists are not lone wolves, nor have they been

brought up in total isolation, as Kaspar Hauser claimed

to have been. Every artist is affected or stamped by

his or her own time, as well as by the (cultural) history

preceding his or her practice. The interaction between

contemporary artists and those who preceded them

often resembles an intelligent conversation that goes

beyond the limits of the grave. What role can the mu-

seum play in the polyphonic and posthumous conver-

sations between artists?

Museums that think transhistorically facilitate such

a dialogue and rendezvous between the old and the

new, question the traditional (art historical) categories

and thereby develop new insights into the meaning

and interpretation of objects (of art). They complement

their own museum methodology with an (artistic) way

of thinking that cuts right through the constraints of

time, space, culture and geography. They stimulate

a transition from one linear Western form of (art) his-

toriography to a multiplicity of histories, which are not
necessarily chronological but are associative visually or
formally, and they do not necessarily respect the limits
of the Euro-American sphere. In a world that is becoming
increasingly monocultural and in which the interests of
the individual are becoming ever more dominant, this is
a countermovement. Transhistorical museums are, by
definition, global. They are interested in reshuffling and
rewriting current power relationships, in developing new
configurations of meaning. Consequently, such museums
always think about (old, modern and contemporary)

art — within the matrix of changing power relationships.

Kacnep Kénur (TepmaHusi)
MVY3EW KAK MAIIMHA BPEMEHU
«[lepe[l 3aKOHOM» — IIPOTPaMMHas BbICTABKa, B KOTOPOI 6N
NpecTaBiieHbl GUrypaTuBHas OC/ieBOeHHast CKYIbITYpa
1 IPOM3BeeHNs COBPEMeHHOr0 UCKYCCTBa, — CTajla 3HAaKOBBIM
cobreiTeM niepel yxonoM Kacnepa Kénura c mocra gupekTopa
Myaes JTltogeura B KénbHe. 3aMCTBYs Ha3BaHUe U3 pacckasa
Kadxu, BeIcTaBKa COBMeCTWIa IPOU3BeleHNs], pacCMaTpu-
BaloIllKie 3aKOH KakK BJIacThb, UeJIoBeueckylo IpUpoay U ee
XPYTIKOCTb, U TIOPOANIIA BU3YaJIbHBINM O1AJIOT, 0XBaThIBAOLIUI
60 net. Ha ocHOBe 3TOro npuMepa B foKnage 6yayT paccMoTpe-
HBI TaK/e BONPOCHI KaK CO3[laHKe BbICTaBOK Ha 6a3e MY3eiiHOro
IIPOCTPAHCTBA U BO3POK/IeHVe YaCTUYHO 3aKOHCePBUPOBAHHBIX
Kosutekuui. Taioke 6YoYT pacCMOTPeHbl HEKOTOPhIe aCleKTh
onbiTa KEHura B kauecTBe Kypatopa «MaHudecTri-10», KoTopas
npouwia B 2014 rony B CaHkT-IleTepbypre u Oblia MOCBsIIeHa
250-neTHEeMY 106MIEI0 DpMUTaXKA.
Kasper Konig (Germany)
MUSEUM AS A TIME MACHINE
Before the Law is a programmatic exhibition combining
figurative post-war sculptures and spaces of contempo-
rary art, marked Kasper Koenig’s leaving as director of
the Museum Ludwig in Cologne. Borrowing its title from
a story by Kafka, the show combined pieces dealing
with law as authority, and the human condition and its
fragility, and generated a visual conversation spanning
sixty years. Using this example the talk will address
questions of museum-based exhibition-making and how
to revive a partially sleeping collection. It will also dis-
cuss some aspects of Manifesta 10 which Koenig curated
on the occasion of The State Hermitage’s Museum 250th
anniversary in 2014.

MsTh10 et (BetukoGpuTaHus)

MOCTOSTHCTBO U U3BMEHEHUSI. PA3MBIIJISISI OB 3KCIIO-
3ULIVU [TIOCTOSITHHOY KOJINIEKIIUU TATE MODERN

B 13HM Mys3es CyleCTBYeT HaNpsoKeHWe MexXAy (opManb-
HOCTBIO Y TIOABMKHOCTBIO. B pasHbIX MecTax 3TO MPOSABIIA-
eTCsl C pa3HO CTelleHbI0 04eBUIHOCTU. 11 6e3YCI0BHO 3TO
BepHo AJ1a Tate Modern, TTie Mbl peTYJIipHO MeHsieM rajepeu,
NpencTasgole IPOU3BeeHrs U3 HalliOHAaIbHOM KOJIJIeK-
LIM1 MOZIePHUCTCKOIO ¥ COBPEMEeHHOI0 UCKYCCTBA HauYnHas

€ 1900 rozma. Bo MHOTMX CMBIC/IaxX CIIOCO6BI 3KCIIOHUPOBA-
HMA MCKYCCTBA OTPaXKaloT Hallle BUZleHMe HacC Xe CaMuX,
MMpa U Halllero npefcTaBieHus 0 OyayiueM. B atu ranepen
NIOCeTHTeN! BO3BpallaloTcs, YTOObI YyBUAETh JII0OMMbIe
paboTel M BCTPeTUTb He3HAaKOMbIe IIPOM3BeleHUs, KOTOPbIe



MOTYT CTaTh TeM MarHUTOM, KOTODBIY TPUTSIHET UX 06paTHO.
HanpsixeHne MexXay NOCTOSHCTBOM Y M3MeHeHHeM CTPYK-
TYPUPOBAHO B 3KCIIO3ULMOHHO IesiTeIbHOCTY B KauecTBe
6a30B0O¥ XapakTepUCTUKN MHCTUTYLIUMU.
Matthew Gale (UK)
PERMANENCE AND CHANGE: SOME THOUGHTS ON
DISPLAYING THE COLLECTION AT TATE MODERN
In the life of the museum there is a tension between
formality and flexibility. This is evident to different
degrees in different places. It is certainly true of Tate
Modern, where on a regular basis we change the galler-
ies showing works from the national collection of mod-
ern and contemporary art since 1900. In many senses
the ways in which we display the art in them reflects
our developing view of ourselves, of the world, and of
what we imagine of the future. They are the galleries
to which our audiences return to see favorite works,
and encounter unfamiliar works that may become the
magnet that draws them back. The tension between
permanence and change is structured into our activities
as a fundamental characteristic of the institution.

BapTtonomeo IIberpomapku (UTanus)
MNEPEOCMBICJISIF KJIACCULIVI3M B MOOEPHUCTCKOM U CO-
BPEMEHHOM MCKYCCTBE UTAJIUU
Jnanor ¢ KJacCULM3MOM WM OIINO3ULMS K HeMY Bcerna
6BbLIM OOHOM 13 3HAUUMBIX TeM XYI0XeCTBeHHOT0 UCCllefo-
BaHu4 B Mtanuu. O6palieHre K KpUTePUsIM KJlacCuieckoro
HCKYCCTBA MMeJIo pa3Hoe 3HaueHNe B 3aBUCHMMOCTH OT Iie-
puona: Metadr3uyveckoro, HeOKJIacCu4eckoro, abCcTpakiuo-
HM3Ma, apTe [10Bepa, allpoNpuaLiu U TpaHCaBaHrapaa.
KJtaccuuuam MoCcTOSHHO MPUCYTCTBYET B XY 0KeCTBEeHHOM!
Y BU3YasbHOU KYynbType MTanuy; 4acTo XYILOoXKHUKU UM
BIOXHOBJIFIOTCS, IIpefJjiaras Ujiu BepHYThCS K ero Xymoxe-
CTBEHHBIM KpUTepUsM, WY NTofBeprasi COMHeHUIO ero Xyno-
>KeCTBEHHYI0 LIeHHOCTb.
IMonbopka 11eneBpoB Harbosiee BaXKHBIX MpecTaBUTeseil Mo-
TIePHUCTCKOTO I COBPEMEeHHOT0 UTalbssHCKOTO MCKYCCTBA [103BO-
JIUT pacCMOTpeTh 3TY TeMy C Hayasia XX BeKa [0 HalllUX JHen.
Bartolomeo Pietromarchi (Italy)
RETHINKING CLASSICISM IN MODERN AND CONTEM-
PORARY ITALIAN ART
The dialogue /contrast with classicism has always
been one of the essential themes discussed by artistic
research in Italy. Addressing the criteria of the classical
art had different significance depending on periods:
metaphysic, return to order, abstractionism, Arte Pove-
ra, Appropriation Art and Transavantgarde.
The classicism is strongly present in the artistic and
visual culture of Italy; artists often take inspiration from
it, suggesting a return to the aesthetic criteria or evo-
cating a critic consideration of artistic value.
Through a selection of masterpieces by the most impor-
tant protagonists of modern and contemporary Italian
art, the talk will address this subject starting from the
beginning of 20th century until today.

Omutpuii O3epkosB (Poccus)
TOCYOAPCTBEHHBIY 3PMUTAX Y COBPEMEHHOE UCKYC-

CTBO: UTOI' U1 NIEPCIIEKTHUBBI

10

B oxTa6pe 2017 roma nmpoekTy «3pMutax 20,/21» WCIIONTHUIOCh
10 s1eT. 3a BpeMs CYlLlleCTBOBAaHMS OTAes1a, ObIJI0 OpraHrU30Ba-
HO 6071ee 40 BbICTAaBOK MUPOBOTO COBPEMEHHOT0 MCKYCCTBa,
MIPY3BaHHBIX PACKPBITh OCHOBHbIE TeHAEHIINY Ha MUPOBOM
apT-phIHKe, a TaKXKe PsifI BCTped, CUMITI03UYMOB U KOH(epeH-
uuiil. Bel10 BEIOPaHO MATh OCHOBHBIX JIMHUI Pa3BUTUS: MOHO-
rpaduyeckue 3KCIO3ULUY BCEMUPHO NPYU3HAHHBIX MacTepOB;
TPYIIIOBLIE BEICTABKY MOJIO[IBIX ITePCIIeKTUBHBIX XYIOKHUKOB;
apxuTeKkTypa; ororpadus; cKyabntypa B BoibiloM ABOpe.
Bbu1 chopMyIMPOBaH «3pMUTAKHBIN CTUIIb» — MOCTpOe-
HUe BbICTAaBOK Ha JIMaJiore C KOJIIeKLrel CTaporo UCKYcCTBa
(®paHcuc bakoH, gH @abp) ¥ fuanore XyaoxKHUKA C TPOCTPaH-
ctBOoM (AHcenbM Kudep, duToHu lopmnu, Mapkyc JlionepL).
I[Tpu co3panuu popMaTta MpUILIOCh UCKATh CITIOCOOBI YIATU OT
CTepeoTuIa «JpMUTaX — 3TO MY3eli CTapblXx MacTepos». [1pu
(hopMUpOBaHUY KOJIJIEKLIMY OCHOBHOM 3afiaueli ctasa rnpobiie-
Ma ru3bexxaTb CYyObeKTUBHOCTU BbIGOpA. [IJIs1 KaTaloru3aluy,
XpaHeHUs U pecTaBpalliy IPOr3Bele U, CO3aHHbIX ITPY M0-
MOLIY HOBEMILYX TeXHOJIOTW, OblJT OCHOBAaH «3KCIIepUMeHTalb-
HbIV QOHI» KOJUIeKMU. B pamKkax paboThl C ayAUTOPUeH Mof
KaXAy1o BbICTaBKY pa3pabaTbiBaeTcs 06pa3oBaTesibHas po-
rpaMma COBMEeCTHO ¢ MoJIofIeXKHbIM LIeHTPOM DpMuTaxa. Teopust
rpoexTa «3pMutax 20/21» rosoxkeHa B 0CHOBY KOHLIETILIUN
«JpMUTaxX — Mocksa».
Dmitry Ozerkov (Russia)
THE STATE HERMITAGE MUSEUM AND CONTEMPO-
RARY ART: RESULTS AND PERSPECTIVES
In October 2017, the Hermitage 20/21 project has
celebrated its 10th anniversary. Along the period of its
existence, the Department has organized more than
40 exhibitions of international contemporary art aimed
at revealing the main trends at the global art market, as
well as a series of meetings, symposia, and conferences.
Five main directions of development have been chosen:
solo exhibitions of world-renowned masters; group
exhibitions of emerging artists; architecture; photogra-
phy; sculpture at the Grand Courtyard. The Hermitage
style has been formed: designing exhibitions based on
a dialogue with the old collection (Francis Bacon, Jan Fa-
bre) and on a dialogue between the artist and the space
(Anselm Kiefer, Antony Gormley, Markus Lupertz). When
creating the format, we had to find ways to evade the
stereotype of “Hermitage as a museum of old masters”.
When forming the collection, our main task was to avoid
the subjectivity of choice. For creating inventory, stor-
ing, and restoring works created by means of the latest
technologies, an experimental fund was created. Within
the work with audience, each exhibition is accompanied
by educational program developed together with the
Hermitage Youth Education Center.
The theory of the Hermitage 20 /21 project formed the
basis of the Hermitage — Moscow concept.

daunHa banaxosckas (Poccus)

OINBITBI HACTOAIIETO «<BTOP>XXEHUSA» B DKCITO3UILIUIO
TOCYOAPCTBEHHO!M TPEThSIKOBCKOM TAJIEPEU

HA KPBIMCKOM BAJIY

To/IBKO B [10C/IeJHUI T'OL B [TIOCTOSHHOM 3KCII03ULIUY TpeTbaKOoB-
CKOI rajiepeu NosiB/IsIUChL paboTsl JleoHuna CokoBa, TuHo Cera-
J1a, MpoekThl MoCKOBCKOM 6ueHHane. OHU SIBUJIUCh BTOPXKeHVeM

B ITPOCTPAHCTBO, TTOJTHOE IPOTUBOPEYMIA U MPOTUBOIIOCTAB/IEHNH,
B HEHANMCAHHY IO NCTOPUIO POCCUIICKOTO UCKYCCTBa XX Beka.
B 0IHOM NMPOCTPAHCTBe 371eCh CYLeCTBYeT UCKYCCTBO O(ULIaIb-
HOe 1 HeohuLIMaibHOe, 06palleHHOe K TPAIULIMKI U K MHHOBALIUSIM.
B noksiazie 6YayT pacCMOTpeHbI pa3Hble hOpMaThl TAKUX UHTEP-
BeHLIMIA: JUAJIOT ¥ MOHOJIOT, @ TAKKe TIOBO/IbI, IPUYMHBL U MeCTa
VHTepBeHIW. BymeT mpennpuHsTa MOIBITKA ITPOaHaIM3uPOBaTh
TI03UIIMIO 3PUTEJIS ¥ eT0 TOTOBHOCTh K BOCTIPUSTUIO MHTePBEeHLUI.
Faina Balakhovskaya (Russia)
EXPERIMENTS OF “INTRUDING” INTO THE EXHIBITION SPA-
CE OF THE STATE TRETYAKOV GALLERY ON KRYMSKY VAL
Only in the last year the space of the permanent exhi-
bition of the Tretyakov Gallery hosted works by Leonid
Sokov, Tino Sehgal, and the Moscow Biennale projects.
They appeared as a kind of intrusion into the space full of
contradictions and oppositions, into unwritten history of
the Russian 20th century art. Here, in a single space dif-
ferent types of art coexist: official and unofficial, oriented
towards tradition and towards innovation. The talk will
consider different formats of such intrusions: dialogue
and monologue, as well as reasons and locations for inter-
ventions. It also endeavors to analyze the position of the
audience and its keenness to perceive intervention.

AnHa I'op (Poccus)
HNCTOPHSA NCKYCCTBA KAK METOOMKA IBUXXEHHUSA
K COBPEMEHHOCTH
B HuxxHeM HoBropoze npu pelieHnu 3aga4u My3enHoro
CTPOUTEIbCTBA MBI C CaMOT0 Hauasia CTaBUJIU ABe 3a1a4u:
110Ka3bIBaTh COBpEMeHHOe NCKYCCTBO Kak HeoTbeMJIeMyIo
4yacTb 0611ero mpoiecca MCTOPUY UCKYCCTBA, U CBSI3bIBATh
ero MarucTpaiabHble TPeH I C JIOKAJIbHBIM KOHTEKCTOM.
B nocnenHee nBanlLaTuieTue, KOraa «eJUHULIEN MY3eiHo-
ro M3MepeHus» IpakTUyecky repectaeT ObITh IOCTOSHHAS
3KCIO3ULIMs, 3Ta QYHKLYS ITepexoquT K BeICTaBKe. IHCTUTY-
1us npyroro Maciutaba v npoduss, Hexxelau TpaaUulMOHHBIN
Mys3eli, CTOUT epeJ, He06X0OWMOCTbIO BEIOUPATh 0COOYI0
crparteruo. OHa SBNIgeTCS My3eeM IpoLiecca, MoKa ele JIu-
LIeHHBIM KJIacCU(PULUMPYIOMUX KOHCTAHT. YTO MOXeT cTaTh
WHCTPYMEHTOM UX Iorcka? MbI pelnsy, 4YTo 3T, Tapamok-
canbHbIM 06pa3oM, OMATh KilacCu4yeckoe UCKYCCTBO3HAHUe.
[I71s1 coBMellleHusl IBYX CTpPaTeruii 6bLT MprUayMaH HOBbIM (hop-
MaT — (pectuBasb Bazapu. Kpome yxe 0603HaueHHON CBepx3a-
Ilauyl, ero LieJibIo SBJIsieTCsl BbiBelleHre NCTOPUY UCKYCCTBa U3
aKkasleMrU4ecKol pe3epBalvi Yepe3 HOBble (hOpMaThk pernpe-
3eHTalMH (TeaTpaiabHble ep(opMaHChl, KOHLIePThI-JIeKLNH,
110y KPUTUKOB, IVAJIOTU U NTaHeJIbHble IUCKYCCUM).
Anna Gor (Russia)
HISTORY OF ART AS A METHOD OF MOVEMENT
TOWARDS THE CONTEMPORARY
In Nizhny Novgorod, when solving the problem of
museum construction we have initially set two tasks: to
show contemporary art as an integral part of the overall
process, and to link its main trends with the local context.
In the last twenty years, when the unit of museum
measurement is no longer a permanent exhibition, this
function goes to a temporary exhibition. An institution
of a different scale and profile than a traditional museum
faces the need to choose a particular strategy. It is the
museum of a process, as yet lacking classifying constants.

What can be the instrument of their search? We decided
that it is, paradoxically, again classic art history.

To combine the two strategies, we came up with a new
format — the Vasari festival. In addition to the above-
mentioned super-task, its goal is to bring the history of art
out of the academic reservation by means of the new for-
mats of representation (performances, concerts-lectures,
critics’ shows, dialogues, and panel discussions).

28 ®EBPAJIY|, CPEOA
113B «MYCEMOH» (KonbIMaXXHbI# 1ep., 4. 6, CTp. 2),
AYOUTOPHUA 101
28 FEBRUARY, WEDNESDAY
AUDITORIUM 101, MUSEION EDUCATIONAL
CENTRE, 6 BLDG. 2 KOLYMAZHNY PEREULOK

12:30-18:00
CECCHU4 «“BHYTPEHHEE 3PEHUE” VERSUS PETUHAJIbBHOE»
Mogeparop: I0nus I'paynkoBa
SESSION: “INTERNAL VISION” VERSUS RETINAL
Moderator: Julia Grachikova (Russia)

Onera byrkosa (Poccus)
OIITUYECKHUE N3N B COBPEMEHHOM NCKYCCTBE
N PABOTAX CTAPBIX MACTEPOB
MacTepa coBpeMeHHOr0 CTpuT-apTa IxxynuaH busep u Kypt
BeHHep 1CIO/Ib3YIOT B CBOMX paboTax WIN03UU pa3pylieHns
TIJIOCKOCTMU: TIO], OTIpelieJieHHBIM YIJIOM u306paskeHure Ha IJ10-
CKOCTH IIPOU3BOIUT BIleyaTiieHre TpexMepHOoro. [1ofo6HbIe
aHaMopd03bl, CO3al0IINe UIITI03UM TPeXMepHOTro IIPOCTpaH-
CTBa, HepeKo UCII0Ib30BaJICh MacTepaMy 6apOKKO — K IIpHU-
Mepy, Aunpea ITono. B3aMOIIpOHUKHOBEHYE UIITI03UU
U peasyIbHOCTU cOmnykaeT MHOTHe SIBJIeHUSI COBDEMEeHHOI0
MCKYCCTBA C TBOPEHUSIMU XYA0KHUKOB 6apoKko. bapouyHas
SKMBOIIUCh Yallle «pa3pyliaeT» MOTOJIOK, a COBPeMeHHbIN
CTPUT-apT — «I10YBY» MO HOoTaMu. COBpeMeHHbI! CTPUT-apT
YacTo «LIUTUPYeT» CTapbIX MacTepOoB, T0PO¥ TOCTMOLEePHUCT-
CKY TIepe0CMbICIIMBas UX. VIIUTI031s TPeXMepPHOTo POCTPaH-
CTBa mpupaeT o6pasaM 0coO6YI0 CYrreCTUBHOCTb.
Olga Butkova (Russia)
OPTICAL ILLUSIONS IN CONTEMPORARY ART AND
THE WORKS OF THE OLD MASTERS
Contemporary street artists Julian Beever and Kurt
Wenner use illusions of destruction of a flat surface in
their works: at a certain angle, the image on the plane
provides an impression of three-dimensional. Similar
anamorphose creating an illusion of a three-dimensional
space were often used by the baroque masters, for exam-
ple Andrea Pozzo. Interpenetration of illusion and reality
brings together many phenomena of contemporary art
with the works of the baroque artists. Baroque painting
often “destroys” the ceiling, while contemporary art —
the ground. Contemporary street art often references the
old masters, sometimes reinterpreting them in a post-
modernist way. The illusion of a three-dimensional space
gives a special suggestivity to the images.

ExaTepuna NMHo3eMueBa (Poccus)
HECKOJIbKO 3AMEYAHUI O TOJIOBOKPY>KEHUU

WNJIN 3ABEPIIEHME 3I10XU «<MEJUA KAK ITPOTE3A»
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(HA MATEPUAJIE ITIPOU3BEIEHUM XAPYHA ®APOKH,
AJIPUAHA TTAYH, X0 3Y HBE, 3PBAHT I>KAHUKSAH, AHXXEJIbI
PUYYU JIYKKU U OPYTUX)
B coob1ieHUM paccMaTpUBAIOTCS TapafioKChl 3peHus 1 B3TJIS-
[1a B TaK HasblBaeMkbIX collage videos B cBeTe Teopuu Menua,
TpenJiaras aJisTepPHAaTUBHYIO TPAKTOBKY HEKOTOPKIX 0COOeH-
HOCTel noAo6HbIX TpousBeneHuit 2000—2010 ronos.
Hoxkiam oTTajkvBaeTcs OT uaeu Jlieonruaa JIMnmaBcKkoro, KOTo-
pbiii B Hauase 1930-X rogoB € IPOPOYeCKOM TOYHOCTHIO IIpef -
CKa3bIBaeT X0 NUCTOPUM Mefivia U oTlepekaeT pa3MbIIIJIeHUs,
Hanpumep, XK. bonpurigpa, pa3ByBarollero MakjiloeHOBCKUMN
MIPOEKT paclIvpeHys YejoBeka B TPOCTPAHCTBe 3a CYeT TeXHO-
JIOTUYeCKUX «IIpoTe30B». [IpoelyipoBaHHbIe pPYKU JIMIIaBCKOIO
€CTb CUMBOJTMYeCKYe WU LU(POBBIE ITPOTe3bl, YTO MOXKET
6BITh IOHATHO GYKBaJIbHO: pYKa IMIPOA0JIKAeTCs KUCThIO, I71a3
MIPOMIOJDKaeTCs KaMepoil. YKe JaBHO He BbI3bIBaeT COMHEHUH],
YTO XYA0KeCTBeHHOe BUleHMe KaK TakOBOe He UHCTPYMeHTap-
HO, B3IJISI[T OTHOCUTCS K «MBIIIJIEHUIO TeJla», TeJIeCHOCTH B IIU-
POKOM IOHMMaHUU. Y B 3TOM CBA3Y KpariHe MHTepeCHO B3IVId-
HYTb Ha TakK HasbiBaeMble collage videos, BHIeo, COCTaBIIeHHbIE
Y3 Pa3JIMYHbIX KUHO(PArMeHTOB WM JOKYMEeHTa/IbHBIX CheMOK
C N03ULIMI CO6CTBEHHO BUIEHNS, B3ITIAA, OTHOCSILErocs
K 06J1aCTH TeJleCHOTO. [Tie e JIeXXUT «TelleCHOCTb» B3IIaaa?
TereceH 71 OH BOOO11le, ec/iv pedb UeT O KOJUTaKe U3 pelu-
MelizioB? Wy TeJsleCHOCTb IePeHOCUTCS Ha caMy UCTOPUI0
KVHO (XYO0XXeCTBEeHHOr0, JOKYMEeHTaIbHOTr0)?
Ekaterina Inozemtseva (Russia)
A FEW REMARKS ON VERTIGO OR THE END OF
THE ERA OF “MEDIA AS PROSTHESIS” (BASED UPON
THE WORKS OF HARUN FAROCKI, ADRIAN PACI, HO
TZU NYEN, YERVANT GIANIKIAN, ANGELA RICCI LUC-
CHI, AND OTHERS)
The talk will discuss the paradoxes of vision and the so-
called collage videos in the light of media theory, and
offers an alternative interpretation of some features of
some works of the 2000—2010s.
It is based on the idea of Leonid Lipavsky, who in the early
1930 with prophetic accuracy predicts the course of the
history of the media and is ahead of the reflections of,
for example, J. Baudrillard, who develops the McLuhan
project of human expansion in space through technologi-
cal prostheses. Lipavsky’s projected arms have symbolic or
digital prostheses, which can be understood literally: the
hand continues with a brush, the eye continues with the
camera. For a long time there is no doubt that the artistic
vision as such is not instrumental, the gaze refers to bodily
thinking, corporeality in the broadest sense. And in this
regard, it is extremely interesting to look at the so-called
collage videos, videos made up of different film sequences
or documentary shootings, from the perspective of vision
itself, related to the field of the corporeal. Where is the
corporeality of the gaze? Is it even physical, if this is about
a collage of ready-mades? Or is corporeality transferred to
the very history of cinema (artistic, documentary)?

HNpuna CuporkuHa (Poccus)

«IIECTOE YYBCTBO», <MOTOPHA{ 3HEPTUS», NJIN KNHE-
CTE3USA B IINIACTUYECKHX NCKYCCTBAX 1 TAHLIE

To, yto B. Burnnep Ha3Bajl «MOTOPHOM 3Hepruer» — 4YyBCTBO
COOCTBEHHOTO TeJla B IBMXKEeHUH, OLYLleHKe 10JI0KeHUs
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B I[IPOCTPAHCTBE, Ceivac MPUHATO Ha3bIBaThb «KUHECTe3nen».
K ponu ocsi3aHus, IPUKOCHOBEHNS, KUHeCTe31r B BOCIIPUS-
THU NTPOM3BeleHNI1 MCKYCCTBa B pa3HOe BpeMs IIpUBIieKanu
BHUMaHUe Anonbd dhoH IM'umbaebpaHar, Anous Purib, lTeHpUx
Bénndnun, Bacunuit KannuHckuil. Ha pybesxe XIX 1 XX BekoB
yJyeHble aKTUBHO KCCJIe[I0BaI KUHEeCTe3UI0, a XYIOXKHUKU
OTKpBIBaNY 4151 cebs BO3MOXKHOCTHU «ILIeCTOr0 YyBCTBA».
Bo MHOTOM 3TOMY CIIOCOOCTBOBAJI BO3HUKIIMWIA B 3TU TOIbI
«CBOOOAHBIN», WU «IIJTaCTUYeCKUii» TaHel. Ero co3gare-
U — Avicepopa [IyHkaH, AnekcaHnp Caxapos, Pyt Cen-IeHu
U Opyrve — B CBOell xopeorpaduu ik OT CKYJIbITYPHI,
YacTO BOCIIPOU3BOIS B IBUKEHUU M3BeCTHbIe ITPOU3BeleHUs
CKYJIBIITYPHI WIX Ba30BO XUBOMUCU. OHU TIepeoTKPhUTN IJIs
ce0s ¥ UCTIOJIb30BaJIU Te XKe MPUHLIUIBI, KOTOPbIe 3aJI0KeHbl
B @HTHUYHOM CKYJBbITYpPe Y IJIaCTUKe: «Xrha3M», «KOHTPAToCT»,
u ap. OgHako eije 60ee BaXKHBIM [IPUHIIMIIOM HOBOTO TaHILia
CTaJsl IPU3bIB K TAHL[OBIIMKAaM CO3[laBaTh CBOM TaHell «U13-
HYTpU», ONIMpasiCh Ha BHYTPEHHUe TeJleCHble OIIYLIeHUs OT
IBUKeHUs], — Ha KWHeCTe3ul0. B IoKkiaze rnoiineT peys O CBO-
eobpa3HOM COTPYIHUYECTBE XYA0KHUKOB 1 TAHL]OBLIUKOB
B M3Y4YeHU!U XY 0XKeCTBEHHbIX BO3MOXXHOCTEe! KMHeCTe3UH.
Irina Sirotkina (Russia)
“SIXTH SENSE”, “MOVEMENT ENERGY"”, OR KINESTHE-
SIA IN PLASTIC ART AND DANCE
What B. Vipper called motor energy — the feeling of one’s
own body in motion, the sense of position in space, is now
commonly called kinesthesia. To the role of touch in the
perception of works of art at different times attracted the
attention of Adolf von Hildebrandt, Alois Riegl, Heinrich
Wolfflin, Wassily Kandinsky. At the turn of the 19 and
20 centuries, scientists actively explored the kinesthesia,
while the artists discovered the possibility of a sixth sense.
In many respects it was promoted by the free dance that
appeared in those years. Its creators — Isadora Duncan,
Alexander Sakharov, Ruth St. Denis and others — in their
choreography departed from sculpture, often repro-
ducing known works of sculpture or vase painting in
the movement. They rediscovered themselves and used
the same principles as the antique sculpture: chiasmus,
counterpost, etc. However, an even more important prin-
ciple of the new dance was the call to dancers to create
their dance from within, relying on internal bodily sensa-
tions from movement, kinesthesia. The talk will deal with
the unique cooperation of artists and dancers in studying
the artistic possibilities of kinesthesia.

KoucranTun Boxopos (Poccus)

CYBBEKTUBU3ALIUA 3PEHUA

TeMa nokJaza MHMLMMPOBaHa NPo61eMOoii, KOTOPYIO KYJib-
Typosior MapTuH kel 0603HAUUIT KaK «JHUKeHre 3peHus».
YMo3ak/ioueHye, 3pyyalliee NapafoKCcaabHO B 3TI0XY, KOTrAa

U 3peHus osIBUJIach COBCeM Iipyras cTelleHb CBOOO0/IbI B IOTpe-
6J1eHUM 1 IPOM3BOCTBe 6eCKOHeYHOT0 pa3Ho06pasus UCKYC-
CTBEHHBIX 3pUTeJIbHBIX 00Pa30B, CO30A0LIMX BUPTYaJIbHYIO0 ajlb-
TepHaTMBY NIPMPOHON peaslbHOCTU. BupTyanusauys BUIUMOro
BTOPITIaCh Ha TEPPUTOPHIO, paHbllle 6e3pa3nesibHO IprHazie-
KaBLLIYIO MCKYCCTBY, KOTOPOe Telepb BEIHYXKAEHO CYUTAThCS

C Hel, y4acTBYs B HaBSI3bIBAEMOM ell Urpe B 03HauMBaHUe.
MeTo[0M KPpUTUYECKOTO OCMBICTIeHUS CEMUOTUYeCKOM
IIPUPOBI BU3YaIbHOM PeasibHOCTY B UCKYCCTBe SBJIIeTCd

«CybbexTBaLMS 3peHus1». 3peHne, Ka3anock 6bl, — areHT
TIPUPOIHOTO, OTCTPAHSETCS B XYL0KeCTBeHHBIX [TPAKTUKaX,
TpeBpallasCh B MPOTArOHUCTA, ITpeTepIieBaollero B Ipoek-
Tax XYOOKHUKOB KOHLENTYaJIbHbIe IePUTeTHN.
Jlokyiaz CTaBUT BOTIPOC, HACKOJIBKO 3peHUe KakK JenHCTPY-
MEeHTaIM3UPOBAHHLIN CYO'bEKT PeBOTIOLMOHU3UPYET XYA0-
>KeCTBeHHBIV IUCKYPC U KaKYI0 OMaCHOCTh CerOAHS HeceT OHO
COBpeMeHHOMY XYA0KHUKY KakK (haHTOMHOMY TBOPILIY.
Te3ncbl 6YnYT PACKPHITEL HA OCHOBE aHAJIM3a ONTUYeCcKOi
CTPYKTYPHI XYA0KeCTBEHHBIX ITPOU3BeIeHUH 1 IIPOeKTOB pas-
HBIX 3TI0X: OT aHTUYHOCTHU [0 KOHLIeNTYaJIbHOTO UCKYCCTBA.
Konstantin Bokhorov (Russia)
SUBJECTIVIZATION OF VISION
The topic was initiated by the problem that cultural
theorist Martin Jay defined as the denigration of vision.
The conclusion is paradoxical in an era when the eye
has a completely different degree of freedom in con-
suming and producing an infinite variety of artificial
visual images that form a virtual alternative to natural
reality. The virtualization of the visible invaded the
territory formerly undividedly owned by the art, which
now has to reckon with it, participating in the game of
signification imposed on it.
The method of critical reflection on the semiotic nature of
visual reality in art is the subjectivization of vision. Sight,
it would seem, is an agent of the natural, but it is removed
in artistic practices, turning into a protagonist, undergo-
ing conceptual vicissitudes in the artiststic projects.
The theses will be developed on the basis of an analysis
of the optical structure of works of art and projects from
different eras: from antiquity to conceptual art.

Anuna CTpensLoBa
UCTOPUS KAK JKU3HEHHBIY ONBIT B COBPEMEHHOM
MCKYCCTBE U MACCOBO¥ KYJIBTYPE
BHUMaHMe K MeCTHOM MCTOPUU — Ba’kHad TeHeHLIUs Cerom-
HALIHero Uckyccrsa. Ha KpynHeIX MeKIYHAapOAHBIX BBICTAB-
Kax, TAe XYA0KHMKY BMeCTe C YieHaMU pa3jIu4HbIX C000-
1IeCTB CO3al0T MHOTOYMCJIeHHbIe IIPOU3BeleHUs Ha TeMbI
VICTOPUY MeCTHOTO0 Kpas, BOCCTaHaBIUBAIOT YTpayeHHbIe
peMecsia WiM CoLlMaibHble TPakTUKY, paboTaloT C KOJJIeKTUB-
HBIMU TPaBMaMU, BOCCTAHABJIUBAIOT [AOIOIHUTEJIbHbIE CBA3U
MeX[Y XKUTeJIIMY OOHOT0 rOpoAa Wiy rnoceska. Takue npoek-
TBI, [IPMHAAJIeXaT JIM OHY XYILOXKHUKY, KYpaTopy WK apT-
pe3uaeHIny, JIeTKO HaXOOAT MOALEePXKKY, [IOCKOJIbKY YacTo
CTUMYJIMPYIOT NeATeJIbHOCTh MeCTHBIX NpeNlpruHrMaTese,
a XYLOXHUK B HUX BBICTYIaeT YYTh JIK He B POJIY COLIMA/IbHO-
ro paboTHYKa 1y ncuxosora. CTpaterus nepenpoxuBaHus
UCTOPUU MOXEeT pacCMaTpUBAThLCA Kak ellle OZlHa [10IbITKa
cIesiaTb COBPeMeHHOe MCKYCCTBO AOCTYIHBIM [axKe TeM, KTO
Ma’sio CBefylll B HeM, He CHIXKas YypoBeHb paboT. ITOT acmekT
1103B0OJISIeT 3aTPOHYTh BOIMIPOC O Pa3fIMYHbIX CI0c06ax NHTep-
MpeTalyy MCTOPUY B MacCOBOY KYJIETYpe U B M306pa3uTesb-
HOM MCKYCCTBe. B okiafe paccMaTpUBalOTCA IPYMephbl Ha
CTBhIKe IBYX chep 13 OpuTaHcKoi KYabTyphbl XX —XXI BeKOB.

Alina Streltsova (Russia)

HISTORY AS LIFE EXPERIENCE IN CONTEMPORARY

ART AND MASS CULTURE

Attention to local history is an important trend of to-

day’s art. There are a lot of works at large international

exhibitions where artists together with members of
different communities create works on the themes of

the local past, restore lost crafts or social practices, work
with collective traumas, create additional connections
between the inhabitants of one city or village. Such
projects, whether they belong to the artist, curator or art
residence, are easily supported, because they often stim-
ulate the local economy, and the artist in them appears
almost as a social worker or a psychologist.

The strategy of reshaping history can be seen as another
attempt to make contemporary art accessible to people
far from it, without reducing the level of work. This aspect
allows us to touch upon the question of various ways of in-
terpreting history in mass culture and visual arts. The talk
studies examples at the junction of the two spheres from
the British culture of the 20—21st centuries.

AnHa Yypenkas (Poccus), cTaplunii HaY4HbIM COTPYAHUK
I'MUU vim. A.C. TTywikuHa; 'anuna 3pikoBa (Poccus), npo-
(heccop @unonoruvyeckoro ¢gakyasrera MI'Y um. M.B. Jlomo-
HocoBa; Enena Ilenckas (Poccus), pykoBoautensb HIKoIb
(hunonoruu Briciue MKOJIbl 9KOHOMUKH.
«MEXOY CJIOBOM U N30BPAKEHHUEM»: O BO3MO>XHOCTAX
MHTETPAIIVU OIIBITA TBOPYECKHUX INPAKTUK B IINPOKOE
NNYBJIMYHOE IMTPOCTPAHCTBO
Iokmaz nocssieH nabopatopun «CiioBecHOe ¥ BU3yabHoe»,
KOTOPYI0 MJIaHUPYeTCsl OpraHU30BaTh HA OCHOBE KOJUIeKLIUU
Bc. Hekpacosa, nepenanHoi B TMIU ero HaciieqHUKaMU
B 2012 rony. Bc. HekpacoB — I03T, XYA0KeCTBeHHbIN KPUTUK,
TeOpeTHK U «C0aBTOP» KOHLIeNTYaJIbHOro McKyccTBa. OLHUM 13
Haubosee 3HAYMMBIX IPUOIVKeHUI-B3aMOIPOHUKHOBEHU
SKMBOTIMCH U T1I033UH1 B UCTOPUM OTeYeCTBEHHOT0 MCKYCCTBa
CTaJjIo er0 MHOTOJIeTHee TBOPUeCcKoe COAPYKeCTBO C XYIOXKHHU-
KoM 9puKoM BynaToBeiM. Ero pe3ysbraToM cTasa, Kak Ha3Basl
ee Hexpacos, «BykBeHHas KapTHHA», U3MeHSI0I1as TPaauLy-
OHHOEe XXUBOIMCHOe NTPOCTPaHCTBO. V3yueHye MHTe/JIeKTyallb-
HOT0 KOHTEKCTa ¥ TBOPYeCKUX 3KCIIePUMEeHTOB, JieXKallrX B 0C-
HOBe C03[aHV4 «HOBOM ONTHUKU XYIOXKHMKA U [103Ta», — TAKOM
BUIWTCS LieJib CO3aHus JJabopaTopuu. [ToHsITHe «JlabopaTo-
pun» NpeqrosaraeT CoefyHeHe Tpaguliiy U 9KCIIeprMeHTa,
aHaK3a, CUCTeMaTHU3allly OTbITa U IMYBINYHOTO IIPeIbsB-
JileHUs pe3YJIbTaToB. [I7aHbl JTabopaTopuu MpeanoiaraloT
He TOJIbKO paboTy c TBOp4YecTBOM Guorpaduyuecky 611M3K1UX
HexpacoBy XymoXHUKOB 1 1103TOB (3. bynartos, O. Bacuises,
4. CatryHoBckuii, M. COKOBHMH), HO 0XBaThIBalOT 60Jiee LKpo-
K1e BpeMeHHble Y KYJIbTYpPHbIe I1J1aCThL.
Anna Chudetskaya (Russia) — Senior Researcher at
The Pushkin State Museum of Fine Arts; Galina Zykova
(Russia) — Professor at the Faculty of Philology of the
Lomonosov Moscow State University; Elena Penskaya
(Russia) — Head of The School of Philology of the High-
er School of Economics.
BETWEEN WORD AND IMAGE: ON THE POSSIBILITIES OF
INTEGRATING THE EXPERIENCE OF CREATIVE PRACTICE
IN A WIDE PUBLIC SPACE
The talk is dedicated to the laboratory “Verbal and
Visual”, to be organized on the basis of the collection of
Vsevolod Nekrasov, donated to The Pushkin Museum by
heirs in 2012. Vsevolod Nekrasov was a poet, art critic,
theorist and “co-author” of conceptual art. One of the
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most significant approximations-interpenetrations of
painting and poetry in the history of Russian art was
his many years of creative collaboration with the artist
Erik Bulatov. Its result was, as Nekrasov called it, the
Alphabet Picture, which changes the traditional pictorial
space. Studying the intellectual context and creative
experiments that underlie the creation of a “new optics
of the artist and poet” is the goal of creating the labo-
ratory. The concept of laboratory involves the combi-
nation of tradition and experiment, analysis, systemati-
zation of experience and public presentation of results.
Theplans of the laboratory not only include research of
creative work of artists and poets biographically close
to Nekrasov (Erik Bulatov, Oleg Vassiliev, Yan Satuno-
vsky, Mickhail Sokovnin), but cover wider temporal and
cultural layers.

Onecsa TypkuHa (Poccus)
«BHYTPEHHEE 3PEHUE» B KOCMUYECKOM ITPOCTPAHCTBE
KocMuueckasi TeMa Hen36eXHO [TOPOaWIa «BUPTYalbHbIN»
xapakTep BoobpaxeHus. BMecTe ¢ peasbHBIMU KOCMUYeCKU-
MU nosieTaMu B 311oxy HTP kocMoc cTasn BOCIIPpUHUMATBCS
XYO0XKHUKAMU KaK OOHA U3 BO3MOXHBIX chep puMeHe-
Husi. KocMoc — 3T0 Touka 3peHus, 110 onpeneeHuto JKaka
JlakaHa. ¥ LIM0/IKOBCKOTO KOCMOC — 3TO MeXaHHW3M, «BOJId
BceneHHo», IpUHLIUI paboTHI KOTOPOTO, OH CPaBHMBAJ
C KMHOOIIepaTopOM, 3aCTaBg0IleM TOBOPUTh U XOOUTb TeHU
KUHO. B moxmnane 6ynyT pacCMOTpeHbI IPOK3BeieHNs pyc-
CKUX XYIIOKHUKOB, BOOXHOBJIEHHBIMU KakK U esiMU PYCCKOTo
KOCMM3Ma, TaK U HapaboTkaMu B 06/1aCTU TOYHBIX HaYK.
Olesya Turkina (Russia)
INNER VISION IN OUTER SPACE
The cosmic theme inevitably spawned a virtual character of
the imagination. Together with real space flights in the ep-
och of the scientific and technical revolution, space was per-
ceived by artists as one of the possible spheres of applica-
tion. Cosmos is a point of view, by the definition of Jacques
Lacan. According to Tsiolkovsky, space is a mechanism, the
“will of the Universe”, the principle of which he compared
with the cameraman, who makes the shadows of the cinema
speak and walk. The talk will consider the works of Russian
artists, inspired both by the ideas of Russian cosmism, and
by the developments in the field of exact sciences.

18:00—-19:00
TOPHU BPOHEC O PUCYHKE 3BYKOM 1M CBOGOJE HEBEP-
BAJIBHOTO 13bIKA
3AJI MUKEJIAHIPKEJIO, ITTABHOE 3JAHVE 'MUU nm. A.C.ITYIIKMHA
HMcrnonb3ys 3BYK, MY3blKaJibHble UHCTPYMEHTBI, KOCTIOMBI,
IeKopalyy, apXUTeKTYpHble U CKYIbITYpPHBIe (GOPMBI,
Topu BpoHec Bunou3MeHseT CBOell 00K U cO37aeT HOBbIe
puTyansl 4 CKa3o4yHble coueTaHusd. B cBoeli mexuyu Bponec
[OKaXkeT Kak OHa paboTaeT cO 3BYKOM KaK CKYJIbITYpPO Ha
npyMepax 13 cBoero oy Hot Pocket B HalloHanbHOM My3ee
Hopserunu u cait-crneyududeckoro nabauk-apra. OHa Takxe
pacckaxeT 0 CBOeM COTpYIHUUYeCTBe € coob1iecTBOM Red
Comunitaria Trans B BoroTe u paboTe ¢ UBOBbIMU (prieiiTamMu,
TPaIULVOHHBIM HOPBEXCKMM HapOAHBIM UHCTPYMEHTOM,
a TakXe KoJjiylabopauuu ¢ xopeorpadom Ariopaaxu AneBae
fApo B Jlaroce, Hurepus.
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MICHELANGELO HALL, THE MAIN BUILDING OF THE
PUSHKIN STATE MUSEUM OF FINE ARTS

TORI WRANES ON DRAWING WITH SOUND, AND THE
FREEDOM OF A NONVERBAL LANGUAGE

Tori Wrénes'’s use of sounds, musical instruments, cos-
tumes, props, architecture and sculptures deforms her
appearance and creates new rituals and dreamlike con-
stellations. In this talk Wranes will describe how she works
with sound as sculptures. She will show examples from her
show Hot Pocket at the National Museum in Norway, and
also site-specific outdoor examples. She will talk about
her latest collaborations with Red Comunitaria Trans in
Bogota, and the work with willow flutes, a traditional
norwegian folk instrument, and her collaboration with the
choreographer Ajodaji Adewale Yaro in Lagos Nigeria.

YYACTHUKU
PARTICIPANTS

HNpuna AuTponoBa (Poccusi) — ucToprk-apxyUBUCT, TEOPETUK,

aBTOp CTaTel M0 UCTOPUU U MCKYCCTBO3HAHUIO, Y4aCTHUK OTKPBITOM

naboparopuy 'MUU um. A.C. [TylIKK1HA. 3aKOHYUIIA UCTOPUYECKUI

(hakymbTeT YpasibCKOro rocyAapCTBEHHOTO YHUBepCUTeTa 110 CIiely-

aJIbHOCTU «UCTOPUK-aPXUBUCT», UHCTUTYT CcTpaH A3uu u Adpuku MI'Y

uM. M.B. JIOMOHOCOBa IO CIIeLMajIbHOCTU «IIperlofiaBaTeslb UCTOPUN».
Irina Antropova (Russia) — historian-archiver, author of
papers on history and art, participant of the Open Laboratory
of The Pushkin State Museum of Fine Arts. Graduated from
the History Department of the Ural State University and from
the Institute of Asian and African Studies of the Lomonosov
Moscow State University.

HNpuna BakaHoBa (Poccusl) — kaHounat Guiioioruieckux Hayk,
IIOLIeHT, 3aMecTuTesib aupekropa 'MUU um. A.C. TTyikurHa 1o Hay4-
HOI1 paboTe, aupekTop MyseiiHoro uexntpa PITY.
Irina Bakanova (Russia) — Associate Professor, holds
a Candidate Degree in Philology. Deputy Director of The Push-
kin State Museum of Fine Arts, Director of the Museum Center
of the Russian State University for the Humanities.

®auHa banaxosckas (Poccusi) — xynoxkecTBeHHBIN KPUTHK
U KYypaTop, NepBeIil COBeTHUK fupekTopa ['ocymapcTtBenHon Tpe-
TbIKOBCKOM rajiepeu. ABTOp CcTaTeu [Jid XYpHaJIoB «ApTXpOHUKaA»,
«TimeOut MockBa» u raseTsl «Bpemsa HoBocTeil». Kypatop
BBLICTaBOYHBIX NTPOeKTOoB: «['enuit Kopxkes» (I'TT), «Jleonun COKoB.
HesabriBaeMble Bctpeun» (I'TT), Schriftbild. Russiche Avantgarde
(HeMeukas HallMoOHasbHas 6ubnuoTeka, Jlednuur).
Faina Balakhovskaya (Russia) — art critic and cura-
tor, Advisor to the General Director at the State Tretyakov
Gallery. Author for magazines: “Artkhronika”, “TimeOQOut
Moscow” and the newspaper “Vremya Novovstey”. Curated
a number of museum exhibitions: “Gelyi Korzhev” (State
Tretyakov Gallery), “Leonid Sokov. Unforgettable meetings”
(State Tretyakov Gallery) and “Schriftbild. Russiche Avant-
garde” (Deutschen Nationalbibliothek, Leipzig).

KonctanTun BoxopoB (Poccusi) — kyparop, apT-KpUTHK, JOLEHT

kadenpsl NIPUKIAAHON MH(GOPMATUKKU U MYJITUMeAUIHBIX TeXHOIOTUIL

B MOCKOBCKOM roCyfapCTBEHHOM IICUX0JIOT0-T1elaroruyeckoM YHU-
BepcuTeTe, KaHAUAAT KYJIbTyposioruu. YneH MCX, MexxnyHaponHOMi
accouvaluy XynoxKeCTBeHHbIX KpUTUKOB (AICA). OpraHusaTtop BeICTa-
BOK COBPeMeHHOI'0 PYCCKOT0 UCKYCCTBA Ha MeXXOYHapOIHbIX OMeHHa-
Jle: BeHeLMaHCcKo (1996—1999), crambynbcekoit (1997), B Can-Ilaymny
(1997). Pycckuii COBETHUK Ha BbICTaBKe «JlokymeHTa 12» (2007).
Konstantin Bokhorov (Russia) — curator, art critic, Asso-
ciate Professor of Applied Informatics and Multimedia Technol-
ogies at the Moscow State University of Psychology & Educa-
tion. Holds a Candidate Degree in Cultural Studies. Member of
the Moscow Union of Artists and International Association of
Art Critics (AICA). Organized several contemporary Russian
art exhibitions at the international biennials: Venice Biennale
(1996—1999), Istanbul Biennial (1997), Sdo Paulo Art Biennial
(1997). Russian advisor at Documenta 12 (2007).

Onbra byTkoBa (Poccust) — kaHauOaT KYJIbTYpOJIOTHY, J1ek-
Top-uckyccrsoses 'MUU um. A.C. [TywkrHa. OKoHYMIa GakyabreT
Myseosnoruu PITY. PaboTana BefyIlUM pefakTOpoM, PYKOBOOUTEIeM
nyTepaTypHO-ApaMaTypruieckoii yacty focynapcTBeHHOTo akazje-
Mu4deckoro Marsoro tearpa (1997-2012), Hay4YHBIM COTPYLHVUKOM
TocymapCTBeHHOr0 UHCTUTYTA UCKYCCTBO3HaHUA (2012—2015).
C 2015 roma — crapluunii npenopasateb BIUK.
Olga Butkova (Russia) — Lecturer of The Pushkin State
Museum of Fine Arts. Holds a Candidate Degree in Cultural
Studies. Graduated from the Department of Museum Studies
of the Russian State University for the Humanities. Served as
chief editor and head of the literature and drama department
of the State Academic Maly Theatre (1997—-2012) and research
associate of the State Institute for Art Studies (2012—2015).
Since 2015 — Senior Lecturer at the Gerasimov Institute of
Cinematohraphy (VGIK).

HJanuna BynaTros (Poccust) — MCTOPUK MCKYCCTBA, HAYYHBIN
COTPYAHUK U Kypatop 'MUU M. A.C. [TylIKKHA. COKYpPaTOP MeXAY-
HapOIHOT0 BEICTAaBOUHOTO MpoekTa «JIMoM K 6yayiieMmy. MIckyccTBo
EBpornbl 1945—-1968» (2016—2017). ABTOp MOHOrpaduu «Bospoxne-
HYe MOZlepHM3Ma: HeMellKoe UCKYCCTBO 1945—1965 ronos. Xynoxe-
CTBEHHasl TeOpy4 U BbICTaBOYHas [IpakTuka» (2017).
Danila Bulatov (Russia) — art historian, Research Associate
and Curator of The Pushkin State Museum of Fine Arts. Co-cura-
tor of the international exhibition “Facing the Future. Europe-
an Art 1945-1968" (2016—2017). Author of the monograph
“Renaissance of Modernism: German Art 1945—1965. Artistic
Theory and Exhibition Practice” (2017).

Axkcenb BepBopart (besbrusi) — xypaTop, KOJUIeKLIKOHED,
OCHOBaTeJb npoekTta Kanaal, npencenarens poHna Akcens v Maii
Bepsopar.
Axel Vervoordt (Belgium) — curator, collector, founder
of the Kanaal Project, chairman of the Axel & May Vervoordt
Foundation.

Topu BpoHec (HopBerusi) — nesuia 1 XynoxHuK, paboTta-

eT Ha CThIKe epdopMaHCca, CKYJIbITYPHI, BUAEO0 U UHCTAJUIILH.
HMcrionb3y4g 3BYK, My3bIKaJibHble UHCTPYMEHTHI, KOCTIOMBI, leKopa-
LMY, apXUTeKTYpHble U CKYJIbITYPHble (DOPMBI, OHA BULIOM3MeHseT
cBOeli 06JIMK M CO3[aeT HOBble PUTYaJibl U CKa30UHble COUeTaHUS.

B nocnenHee BpeMs BpoHec 3aHuMaeTcs pa3paboTKoil cCOOCTBeHHOM

TPOJIJIb-TEXHUKU — MMIIPOBU3VIPOBAaHHOTO HEBEpGHHbHOFO A3bIKa,

OCHOBAHHOT'O Ha pUTMe U TeMIiepaMeHTe. Ee pab0Thl yuacTBOBaIu

B 19-11 BueHHase coBpeMeHHOro nckyccrsa B CunHee (2014), dbectu-

Bajie «<PERFORMA 13» B Hb10-MlopKe U MHOTMX APYTUX. XYAOKHUILY

npexncrasisgeT [anepes Kapna @punmaHa (JIOHZOH).
Tori Wranes (Norway) — is a vocalist and artist, and has
a trans medial artistic practice, which unfolds as performance,
sculptures, videos or installations. Her use of sounds, musical
instruments, costumes, props, architecture and sculptures
deforms her appearance and creates new rituals and dream-
like constellations. Lately, Wranes has been occupied with
developing her own Troll-technique, an improvised, non-ver-
bal, language based on rhythm and temperament. Her works
were commissioned by the 19th Biennale of Sydney (2014), by
PERFORMA 13 in New York, etc. Wrénes is represented by Carl
Freedman Gallery, London.

ApTtypo l'anancuno (Uranus) — nupexrop ®@oxpa [Nananuo
Crpouuy, KypaTop, JOKTOP UCKYCCTBOBefeHUs. PaboTan B Mysee
Jlyepa, KoponeBckoi akageMyu XynoxecTs 1 HalioHambHOM raje-
pee B JIoHAoHe. KypaTop 1 cOKypaTop MHOXeCTBa BbICTaBOK, B UKC-
Jie KOTopbIX «JIt0-CsaomyH: Murpauuu» (2016), «Ait Beii-Beit. Libero»
(2016), «bumnn Buona. 3nekTpoHHbIY PeHeccaHc» (2017).
Arturo Galansino (Italy) — General Director of the Fon-
dazione Palazzo Strozzi in Florence since 2015. Art historian,
curator and academic scholar. He worked in international
museums such as the Musée du Louvre in Paris, the National
Gallery and the Royal Academy of Arts in London. He curated
and co-curated several exhibitions including “Liu Xiaodong:
Migrations” (2016), “Ai Weiwei. Libero” (2016) and “Bill Viola.
Electronic Renaissance” (2017).

MbsThio leiis1 (BeTMKOGPUTAHUSI) — KYpaTop U I/1aBa BLICTa-
BOYHOTIO OTZesia raniepeu Tate Modern. iMeeT HOKTOPCKYIO CTelleHb
WHcTutyTa nckycersa KypTo. Kypatop u cokypaTop psiia KpYMHbIX
BBICTABOK, Cpefy KOTOPLIX «JIxKopaxko Mopannu» (2001), «<KoHcTaHTUH
Bpaukysu: Cyte Bewein» (2004), «danu u kuHo» (2007), «@panHcuc
Bakon» (2008), «dytypusm» (2009), «Apumn l'opku» (2010), «’Koan
Mupo: JlectHuua nobera» (2011), «[laysnb Kiee: Jenas Buaumoe»
(2014), «KpacHas 3Be3na Haz, Poccueii: PeBoiioLvis B BU3yasibHOM
KyneType 1905—55 romos» (2017).
Matthew Gale (UK) — Head of Displays and Curator (Mod-
ern Art) at Tate Modern, PhD (Courtauld Institute of Art). He
has curated and co-curated a number of major exhibitions
including “Giorgio Morandi” (2001), “Constantin Brancusi:
The Essence of Things” (2004), “Dali & Film” (2007), “Francis
Bacon” (2008), “Futurism” (2009), “Arshile Gorky” (2010),
“Joan Mir6: The Ladder of Escape” (2011), “Paul Klee: Making
Visible” (2014), and “Red Star Over Russia: A Revolution in
Visual Culture 1905—55" (2017).

AnHa I'op (Poccus1) — nupexrop Bonro-Bsitckoro ¢u-
nuana ['ocynapcTBeHHOr0 MY3eMHO-BbICTABOYHOIO LieHTpa
POCH30. C 2000 rozma npencenatens npasienus ®oHna «Kynstyp-
Hag cronuua [ToBoKba». YieH MexxayHapooHOM accouyaly Xyno-
JKeCTBeHHBIX KpUTHUKOB (AICA), CoBeTa 110 COBpeMeHHOMY MCKYCCTBY
MuHucTepcTBa KyneTypel PO. KaBanep opaeHa MckyccTB U nurepa-
TYphl (PpaHLys), 3aCIyKeHHbI pab0THUK KYIbTYphl Poccuiickoi
®depnepauuy, NoYeTHbIN yiieH PAX.
Anna Gor (Russia) — Director of Volga-Vyatka Branch of
the State Museum and Exhibition Center ROSIZO. Since 2000 —
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chair person of the executive board of «Volga Capital of
Culture» Foundation. Member of International Association of
Art Critics (AICA); member of Contemporary Arts Council of
the Ministry of Culture of the Russian Federation; Holder of the
Order of Arts and Letters (France); Honorary Member of the
Russian Academy of Arts; Honored Cultural Worker of Russia.

Omutpuii I'yroB (Poccust) — XxymokHUK, TEOPETUK UCKYCCTBA,

npernogaBaTesnb. OKOHYWII OTAesleHre NCTOPUHU U Teopyuu 13obpa-

3UTeJIbHOTO uckyccTBa CaHKT-IleTep6YprcKoro rocynapcTBeH-

HOTO MHCTUTYTA XUBOMKUCH, CKYJIbITYPHL U aPXUTEKTYpPbl UMEH!

W.E. Periuna (1992). B 1994 rony opranu3osas B Mockse «VIHCTUTYT

JIndbmuna». dkcrnonupyercs ¢ 1988 roma B Poccuu u 3a pybexxom

B IrOCYAApCTBEHHBIX U YaCTHBIX UHCTUTYLUAX. YUaCTHUK KpYIHe-

LIMX MeXIYHapOIHBIX U POCCUIICKUX OrieHHare.
Dmitri Gutov (Russia) — artist, art theorist, lecturer.
Graduated the I. Repin St. Peterburg State Academy Institute of
Painting, Sculpture and Architecture of the Russian Academy
of Arts in 1992. Founder of the Lifshits Institute in Moscow
(1994). He has been exhibited widely in Russia and abroad
since 1988. International and Russian Art Biennale participant.

Anexkcangpa JanunoBa (Poccusi) — uckyccTsoBen, Kyparop,
CTapluUi Hay4HbeI cOTpYOHUK 'MW um. A.C. [TywmkuHa. [Ipenona-
eT NCTOPMIO COBPEMEHHOT0 MCKYCCTBA B PA3JIMUHBIX BBICIIUX Yueb-
HBIX 3aBefleHUaX. KypaTop BEICTABOYHBIX [IPOEKTOB, CPeiu KOTOPBIX
«Hpro-ropkckag mkoaa» (FTMUY, 1999), «B3rnan us 'epmanHuu.
HemeLxoe nckyccTBo U3 Kosuiekuuu omnde bauk» (FTMIUN, 2004),
«Hoseil1 CBeT. 300 s1eT aMeprKaHCKOro uckyccrea» (F'MIY, 2007),
«dyrypusmM. PanukanbHas pesonwouusd. Poccus — Uranusa» (TMUU,
2008), «MHTepnpeTanysa obbekTa» (3-9 MockoBckas 6reHHare,
2009), «ITone pericTBUs. MOCKOBCKas KOHLeNITYaJabHas LIKOJIA U ee
KOoHTeKCT» (®oHp KynbTyphl «EKATEPMHA», 2010), «MUMUKDPUS.
Bum [lenbBya B [TymkuHCcKoM My3see» (I'MUHY, 2014).
Alexandra Danilova (Russia) — art historian, curator,
Senior Research Associate of The Pushkin State Museum of
Fine Arts. Teaches history of modern and contemporary art
in several higher education institutions. Among her curato-
rial projects: “The New York School” (1999), “The View From
Germany. German Art from the Deutsche Bank Collection”
(2004), “The New World. 300 Years of American Art” (2007),
“Futurism. Radical Revolution, Russia — Italy” (2008), “Inter-
pretation of Object” (3rd Moscow Biennale, 2009), “Field of
Action. Moscow Conceptual School and Its Context” (Ekaterina
Foundation, 2010), “Mimicry: Wim Delvoye at the Pushkin
State Museum of Fine Arts” (2014).

9HH JletimecTep (HuHOepmaHabl) — Kypartop, AUpeKkTop Myses
®panca Xanbca B XapseMe, 4ieH npasieHus lleHTpa nepdopman-
ca Veem House B AMcTeppaMe U lleHTpa COBpeMeHHOT0 UCKYCCTBa
De Vieeshal (Munmenbypr). Beayiias TejernporpaMmbl «CMOTpEThb
celiyac» Ha rOJJIaHZICKOM HallMOHAJILHOM TeJleBuAeHUuU. PaHee 3a-
HUMaJsia OOJIKHOCTb OYpeKTopa XYL oKeCTBeHHOro LieHTpa de Appel
B AMCTepliaMe U KypaTopckoii nmporpaMMel de Appel. CoocHOBaTesb
nnporpaMumel Galerist ranepeu Fair.
Ann Demeester (Netherlands) — General Director of the
Frans Hals Museum | De Hallen Haarlem, curator. Board mem-
ber of Veem House, center for Performance (Amsterdam) and
De Vleeshal, center for Contemporary Art (Middelburg). Hosts
the art program “Nu te Zien” on the Dutch national television,
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and is a columnist in the TV program “Buitenhof, Schuim&As”.
Earlier she was a director of de Appel arts center Amsterdam,
head of de Appel Curatorial Program and the co-founder of the
Gallerist Program with the Fair Gallery.

Unbsa JopoHuyeHKOB (Poccusl) — kaHaUoaT UCKYCCTBOBeIeHUs,
npocdeccop CaHKT-ITeTep6yprckoro rocyAapCTBeHHOTO akafeMu-
4eCKOT0 MHCTUTYTA XXUBOIUCH, CKYJIBITYPLL U aPXUTEKTYPhl UMEeHU
U.E. PentunHa nipu PAX, mpodeccop ¢akynbTeTa UCTOPUN UCKYCCTB
EBpomnerickoro yHuBepcurerta B CaHkT-IleTep6ypre, npurialieHHbIi
npodeccop YHuBepcureta bpayna (CILIA), @paiibyprckoro yHusep-
cuteta (l'epMaHus), BeHeaHCKOTO MeXIYHapOgHOI0 YHMBepPCUTe-
Ta (Mrtanug). ABTOp HAay4HbIX MOHOTpaduil.
Ilia Doronchenkov (Russia) — Candidate of Art History,
Professor of the I. Repin St. Peterburg State Academy Insti-
tute of Painting, Sculpture and Architecture of the Russian
Academy of Arts. Professor of Art History at the European
University at St. Petersburg, Visiting Professor at Brown Univ-
erisity (Providence, RI), Albert Ludwig University of Freiburg
(Germany), Venice International University (Italy). Author of
academic monographs.

Tanuna 3beikoBa (Poccus) — nokrop dbunonoruuyeckux Hayxk,

npocdeccop MI'Y uM. M.B. JlomoHOCOBa, podeccop l'ocynapcTBeHHOTo

HaYYHO-UCCIIef0BaTeIbCKOT0 YHUBEpCUTeTa «BhICIas MmKosIa 3K0HO-

MUKU». OCHOBHas cepa MccienoBaTebCKUX HMHTepecoB — pyccKkas

JUTepaTypa, UCTOPUS 3CTeTUUeCKUX YdeHui, TuTepaTypHas KpUTHKa.
Galina Zykova (Russia) — Professor of the Lomonosov
Moscow State University and of the National Research Univer-
sity “Higher School of Economics”. Holds a PhD in Philosophy.
Main research interests: Russian literature, history of literary
criticism, aesthetics history.

Exatepuna lHo3eMiueBa (Poccust) — xypaTop, apT-KpUTHK.
Okonuusia MI'Y um. M.B. JIoMmoHOCOBa, BepiivHCKUi1 yHUBEpCUTET Me-
Hu 'ymbomnbaTa. B 20032011 ropax sBsyiack KYpaToOpoM 1 KOOPIMHA-
TOPOM BBICTAaBOK B [0CYIapCTBEHHOM LieHTpe COBPEMEeHHOT0 UCKYC-
CTBa, rasepesx l'apu TatuHugHa v [TIPOYH, MynstrMenua Apt Mysee
(MAMM). B 2011—-2014 rozmax — IJIaBHBIV KYpaTop U 3aMeCcTUTe b
nupextopa MAMM. C 2014 roga — KypaTop MeXAYHapOOHbBIX BEICTaBOK
Myszesi COBpeMeHHOTr0 NcKYccTBa «['apax». Cpeny ee IPOeKTOB — Bbl-
craBkU Pupkpura TupaBanuu, Bukropa ITnBoBapoBa, TapyH CaiiMOH,
Takacu Mypakamy, a Takxke TpreHHasie poCCHICKOrO COBPeMeHHOT0
nckyccrsa. Jlaypear npemun «Kapuarupa».
Ekaterina Inozemtseva (Russia) — curator, art critic.
Graduated from the Lomonosov Moscow State University and
from the Humboldt University of Berlin. In 2003—2011 was
curator and exhibition coordinator at the National Center for
Contemporary Arts, Gary Tatintsian and PROUN galleries,
Multimedia Art Museum. In 2011 -2014 was chief curator and
deputy director of the Multimedia Art Museum. Since 2014 —
curator of international exhibitions at the Garage Museum
of Contemporary Art. Among her projects are exhibitions of
Rirkrit Tiravanija, Viktor Pivovarov, Taryn Simon, Takashi
Murakami and Triennial of Russian Contemporary Art. Winner
of the Caryatid Award.

Kacnep Kénur (FTepmanusi) — npodeccop. Kypatop 60761100
KOJIYeCTBa IIPOEKTOB, CPeiv KOTOPLIX BLICTABKa HAU YopXxosa

B CTokronbMe (1968), Westkunst B KénbHe. OOVH 13 U1€0I0TOB

U co3pareneil pectrBang «CKYJbNTYpHbIE IPOEKThI» B I. MIOHCTep
(1977) , a Takke XynoxKeCcTBeHHbIN IupekTop (ectuasns (2017).
[IpeKkTop XYAoKeCTBEHHOTO KoJiyieaxa Bo @paHkdypTe-Ha-MaiiHe
(1989—-1999), ocHOBaTeJsIb U AUPEKTOP BbICTAaBOYHOrO 3aia «[lopTu-
Kyc» Bo @paHkdypre-Ha-MaiiHe. C 2000 o 2012 — nupekTop My3es
Jlrogeura B KénbHe. KypaTop eBporieiickoii 6rieHHae COBpeMeH-
HOro uckyccra «Manudecta 10» B CaHkT-IleTep6ypre (2014).
XyIoxeCcTBeHHBIV AupeKTop decTuBans «CKYIbITYpHbIe IPOEKThI»
B MIOHCTepe.
Kasper Konig (Germany) — Professor, curator. Curator of
numerous exhibitions, among them Andy Warhol in Stock-
holm (1968), Westkunst in the Cologne Exhibition Hall (1981).
Co-initiator of the Skulptur Projekte Miinster 1977, recently he
was artistic director of Skulptur Projekte Miinster 2017. From
1989 to 1999 director of the Stddelschule in Frankfurt and
founding director of the exhibition hall “Portikus” (Frankfurt
am Main). From 2000 until 2012 Kasper Koénig was director of
Museum Ludwig, Cologne. In 2014 he curated Manifesta 10 in
St. Petersburg.

MapuHa JIomak (Poccust) — nupekrop 'ocymapcTBEHHOTO MY-
3es n3006pasuTenbHbIX MCKYCCTB MMeHU A.C. [TymkuHa ¢ 2013 roza.
Kyparop, ¢unosnor. B pasHoe BpeMs Bo3riaisina MoCKOBCKUI
ueHTp uckycctB (MLNW) Ha HernuuHoM, Gary Tatintsian Gallery
1 My3selfHO-BbICTaBOYHOE 00beiluHeHue «MaHeX», 0CHOBaTeJIbHULIA
ranepeu «I[IpoyH». UneH skcrepTHOro coseta (2010) u xiopu (2014)
npemyy KaHauHCKOTO.
Marina Loshak (Russia) — director of The Pushkin State
Museum of Fine Arts since 2013. Curator, philologist. Former
Head of the Moscow Center of Art at Neglinnaya Street, Gary
Tatintsian Gallery, and Moscow Museum and Exhibition Associ-
ation “Manege”. Founder of the Proun gallery. Member of the
expert board (2010) and jury (2014) of the Kandinsky Prize.

Kpacumupa JIykudeBa (Poccust) — xaHIunaT UCKYCCTBOBee-
HUS$, NOLIeHT, 3aMeCTUTeIb IMpeKTopa o Hay4yHoi pabote HUU Te-
OpUM U UCTOPUM U3006pa3uTenbHbIX uckyccTB PAX. B 1991-2016 ro-
Iax — npenonaBaTesib PITY, 3aBenoBana Kadenpoii Bceobiueit
HCTOPUU UCKYCCTB.
Krasimira Lukicheva (Russia) — Associate Professor,
Deputy Director for Research of the Institute of Theory and
History of Fine Arts of the Russian Academy of Arts. Holds
a Candidate Degree in Art History. In 19912016 was lecturer
and the Head of the Department of Art History at the Russian
State University for the Humanities.

JKaH-I0Gep MapTeH (®@paHIIMA) — KYpaTop, OLUH U3 OCHO-
BOTIOJIOKHUKOB HOBOT'O XYA,0’KeCTBEeHHOTO MO/IX0la B OpraHMU3aLluu
BBICTAaBOYHBIX IPOEKTOB. B pazHoe BpeMs BO3IJIABJISI Takye NHCTHU-
Tyuuu Kak Kyacrxasnne (Bepn), entp [lomnuay v myset OkeaHuu
u Adpuku (I[Tapux), Myseit Kyucrnanac (Joccenbnopd). Pabotan
kypatopoM [ocynapcTBeHHOr0 My3esi COBDeMeHHOT'0 NCKYCCTBa
B ITaprke, oouH 13 ocHoBaTesen llentpa IToMnuny. Kypartop psana
OGrieHHase U KPYMHBIX BEICTABOK, B YaCTHOCTY, «[Tapux — MockBa»
(1979), «Bomne6Huku 3emnun» (1989), «Kapamborsk» (2016).
Jean-Hubert Martin (France) — curator, art-novator in
transcultural and transhistorical art exhibitions approach. He
has been director of several museums (Kunsthalle Bern, Musée
d’art moderne Centre Pompidou, Musée des arts d’Afrique
et d’Océanie, Paris and Museum Kunst Palast, Disseldorf),

curator of the Musée d’Art moderne in Paris. He has been cu-
rator of numerous biennales and large exhibitions like: Paris —
Moscou (1979), Magiciens de la terre (1989), Carambolages (2016).

Omutpuii O3epkoB (Poccust) — kyparop, apT-KpUTHUK. 3aBe-
IYIOLIMI OTAEeI0M COBDEMEHHOI0 MCKYCCTBA U XpaHUTesb (hpaH-
11y3ckoy rpaBropsl XV—XVIII BekoB ['ocymapCcTBeHHOTO DpMUTaXa,
kaHpunat unocodcekux Hayk. Kypuposan BeicTaBku I'ocyaap-
CTBEHHOTO DpMUTa)ka B 3pMUTAXHOM LieHTpe B JIonagoHe (2006)
U Ha BeHellnaHCKO! 6MeHHasle 1306pa3uTeNbHOr0 NCKYCCTBA:
«ImMutpuii [Ipuros: Omutpuii [Ipuros» (2011) u Glasstress 2015
Gotika (2015). YneH-koppecnoHgeHT PAX, oTeneHus NCKYCCTBO3-
HaHU ¥ XYA0KeCTBeHHO! KPUTHKMU.
Dmitry Ozerkov (Russia) — curator, art critic. Head of the
Contemporary Art Department and Curator of French engrav-
ings of 15th—18th centuries in the State Hermitage Museum.
Holds a Candidate Degree in Philosophy. Curated the Hermitage
exhibitions at the Hermitage Centre London (2006) and at the
Venice Biennale: “Dmitry Prigov: Dmitry Prigov” (2011) and
“Glasstress 2015 Gotika” (2015). Corresponding Member of the
Russia Academy of Arts, Department of Art Criticism.

IMutep OcGopH (BenmukoGpuTaHusa) — npodeccop COBpeMeH-
HOW eBponeickoi dpunocoduu u nupekTop LleHTpa uccaen0BaHUl
B 06Js1aCcTU COBpeMeHHOM eBporneiickoit hunocopuu (CRMEP) Ha
6a3e KuHrcroHckoro yHuBepcuteTta (JIOHIOH). ABTOP Hay4YHBIX
TPYAOB, a TakKe CTaTel, MOCBALIeHHbIX KPYITHBIM MeXIYHapOAHbBIM
cobbITHAM B chepe uckyccrea («Manudecra 5», BueHHane coBpe-
MeHHOr0 UcKkyccTsa B CuHee) U XYL0KeCTBeHHEIM ranepesaM (Tate
Modern u np). dBnancsa cokypaTopoM HopBeXcKoro rnaBUiIboHa
Ha BeHelnaHckol 6veHHasne (2011), KJII0YeBbIM JOKIaAYMKOM Ha
2-M BcemupHoM 6ueHHanbHOM opyme (CaH-ITaymo, 2014).
Peter Osborne (UK) — Professor of Modern European
Philosophy and Director of the Centre for Research in Mod-
ern European Philosophy (CRMEP), Kingston University
London. Author of academic monographs, catalogue essays
to Manifesta 5, Tate Modern, Biennale of Sydney, Walker Art
Center Minneapolis, National Museum of Art, Architecture and
Design Oslo, CGAC in Santiago de Compostela, and Reina Sofia,
Madrid. He was co-curator of the Norwegian Representation
at the Venice Biennale 2011 and keynote speaker at the 2nd
World Biennial Forum, Sao Paulo (2014), Making Biennials in
Contemporary Times.

Enena IleHckas (Poccusi) — nokTop duionoruu, oparHapHbIi
npodeccop, pykoBoputesns lIkone! punonoruu HAY BIIIS. Bos-
IJIaBJIsieT UCCIiel0BaTeIbCKYe MTPOeKTHI [0 MeXIUCIUTUIMHAPHOMY
U3YYeHUI0 UHTEeIJIeKTYaIbHBIX, UCTOPUYECKUX U JIUTePATYPHBIX
KOHTeKCTOB XIX—XXI BexoB.
Elena Penskaya (Russia) — Ordinary Professor, Head of
the School of Philology of the Higher School of Economics.
Head of research projects in the interdisciplinary field of
European and Russian crossroads of historical, cultural and lit-
erary contexts of 19—21th centuries. Holds a PhD in Pholology.

Bapronomeo IIberpomapku (UTanusa) — xyparop, aprt-
KpuUTUK. Jupexktop HanoHansHOoro Mysed uckyccrea XXI Beka /
MAXXI B Pume. lupextop Mysesl COBpeMeHHOI'0 NCKYCCTBa B Pume
(2011—-2013); paboran B ®oHpae AnpuaHo OnusetTu (1998—-2007,

€ 2003 — B goykHOCTU HupekTopa). Kypatop ®oHna «Hangar
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Bicocca» B Munane (2007—-2011). KypupoBas UTanbsSHCKUI 1aBUIbOH

55-11 BeHelimaHcKou 6ueHHasne (2013).
Bartolomeo Pietromarchi (Italy) — critic and curator of
contemporary art. Director of MAXXI (National Museum of the
21st Century Arts, Rome). In 2011—-2013 — Director of MAC-
RO (Museum of Contemporary Art), Rome; in 1998—2007 he
worked at the Fondazione Adriano Olivetti, first directing the
Foundation’s Contemporary Art program, then stepping up as
Director of the Foundation in 2003. In 2007—2011 — curator at
the Fondazione Hangar Bicocca, Milan. He curated the Italian
Pavilion of the 55th Venice Biennale (2013).

Kupctus Poenicropd (JaHus) — xynoxuuk. B 2017 rony
npeacTasiana JaHuio Ha 57-11 BeHenaHcKoi 6vieHHase. Ee paboTh
y4yacTBOBaIU B BhICTaBKax B EBpore 1 AMepuike, BXOIAT B COOpaHus
Muyseda coBpeMeHHOr0 uckycctsa MoMA, l'anepeu Caatuu, JlaTckon
HallMOHAJIbHOU ranepeu U T.1.
Kirstine Roepstorff (Denmark) — visual artist. She was
appointed to represent Denmark in the Danish Pavilion at the
57th International Art Exhibition — La Biennale di Venezia
2017. Her works was exhibited throughout Europe and America
and included in permanent collection of MoMa, Saatchi Gallery
and The National Gallery of Denmark among others.

Haranbsa CuanuHa (Poccust — Benuko6puraHus) —
albIOHKT-KYpPaTOp POCCUICKOTr0 UCKYCCTBA B ranepee Tate Modern
npu nognepxke V-A-C Foundation. 3aKOHYMJIa MarucTepckyio
nporpaMMmy ynueepcureta Cop6oHHbI — Ilapux IV u umeet goKTop-
CKYIO CTereHb MIHCTUTYTA XYLOXeCTBeHHLIX UcciiefoBaHuil. Cpenu
ee HelaBHUX NIPOEKTOB: «KoCcMOHaBTEL: PoxXIeHre KOCMUYeCKOn
3pel» (JIonnmos, 2015; Mocksa, 2016), «dpuk bynaTtos: Briepen»
u «KpacHas 3Be3na Han Poccueii: PeBomonyig B BU3YaJIbHOM KYJib-
Type 1905—-55 romos» (Tate Modern, 2017). KyprpoBaa BbICTAaBKU
U nocTosiHHble akcniosunuu B I'TT, ranepee Tate Modern v Mysee
Hayku B JIoHIOHE.
Natalia Sidlina (Russia — UK) — Adjunct Research Cura-
tor in Russian Art at Tate Modern supported by V-A-C Foun-
dation. MA (Sorbonne — Paris IV) and PhD (Institute of Art
Research). Her recent projects include Cosmonauts: Birth of
the Space Age (London 2015 and Moscow 2016), Erik Bulatov:
Forward (Tate Modern, 2017) and Red Star Over Russia:
A revolution in visual culture 1905—55 (Tate Modern, 2017).
She curated exhibitions and worked on displays at the State
Tretyakov Gallery, Tate and the Science Museum in London.

Hatanbs CunoBckast (Poccust) — nokTop UCKYCCTBOBEIEHNs],
nupekTop l'ocynapcTBeHHOr0 UHCTUTYTA UCKYCCTBO3HAHUSI MUHUCTeD-
cTBa KY/abTyphl PO, uneH coBeTa AMpeKTOPOB MeXXIyHapoOHOU acco-
LMalyy Hay4HO-UCCIe0BaTeIbCKUX NHCTUTYTOB UCTOPUY UCKYCCTB
(RIHA). YupenuTesib U IVIaBHBIN pelakTOp ajlbMaHaxa U Usfaresib-
ckoro noMma «[TnHakoTeka». ABTOp HayyHbIX MOHOrpaduii, KaTajoros,
HayuHbIX Mybnvkauuil. Kyparop BeictaBok ('MW nM. A.C. [TyuikrHa,
LOX u op.). O6nanarenbHULIA 30710TOM Mefasnu PAX, MOYeTHBIX TPaMoT
MunucTepcTsa KyasTyphl PO u [Tanel PuMckoro MoanHa-I1asna I1.
Natalia Sipovskaya (Russia) — Director of the State
Institute for Arts Studies in Moscow, member of the board of
directors of The International Association of Research Insti-
tutes in the History of Art (RIHA). Holds a PhD in Art History.
Initiator and editor-in-chief of Pinakoteka almanac and
publishing house, author of research monographies, papers
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and catalogues. Exhibition curator (The Pushkin State Museum
of Fine Arts, Central House of the Artist and others). She is

the holder of the gold medal of the Russian Academy of Arts,
honorary diplomas of the Ministry of Culture of the Russian
Federation and of Pope John Paul II.

Hpuna CuporkuHa (Poccus) — Benyuinit HAy4HbINA COTPYIHUK
VHCTUTYTa UCTOPUM eCTeCTBO3HaHUA U TeXxHUKU PAH, aBTOp KHUT
«CB06GOIHOE OBUXXEHMe U MJIacTU4Yeckuil TaHel B Poccuu», «Illectoe
YYBCTBO aBaHrapza: TaHell, IBWKeHUS U KUHeCTe3us B KU3HU I103-
TOB U XYIOXHUKOB».
Irina Sirotkina (Russia) — Leading Research Associate
of the Institute of History of Science and Technology of the
Russian Academy of Sciences. Author of books: “Free Move-
ment and Plasic Dance in Russia”, “The Sixth Sense of the
Avant-garde: Dance, Kinaesthesia and the Arts in Revolution-
ary Russia”.

Anexkcangpa Crapycesa-Ilepmeesa (Poccusi) — uckyc-
CTBOBe]l, BUZIeOXYIOXHUK, Npenogasaress B [lIkone gusaiHa HUY
BIIID. OkoHumna dakynisreT uckyccts MI'Y uM. M.B. JIoMoHOCOBA 10
crienyanbHOCTU «CeMMOTHKA M 0011as Teopusl UCKYCCTBa», IIpoIlsia
Kypc noBullieHMs kKBanudukauyy Bo BI'UK no crenyanbHOCTA «KH-
HOpexuccep». B paMkax Marucrepckoi KBalu(rUKaluOHHON PaboThl
HauaJsa MCCileoBaTh 3CTeTUYeckre 0COOeHHOCTY BHe0apTa, 3Ta
paboTa 6blna mpoAoKeHa B aciupaHType BI'VKa, pe3ynibraToM ee
CTaJjia nucceprauys Ha TeMy «Bblpa3uTesibHble BO3MOXHOCTY MOHTa-
’Xa B BUzeoapTe».
Alexandra Staruseva-Persheeva (Russia) — art histo-
rian, video art, lecturer in Art and Design School of the Higher
School of Economics (Moscow). Graduated from the Lomon-
osov Moscow State University, department of arts specializing
in semiotics and art theory, upgraded the qualification in
Gerasimov Institute of Cinematography (VGIK) as film director.
Working on her MA thesis she made a research in the field of
video art and in the candidate’s thesis devoted to the aesthetic
problems of editing in video art.

Anuna Crpensuosa (Poccust) — samecTuTesnb IJIaBHOTO peakTo-

pa XypHana «VIcKyccTBO», apT-KPUTHK. KaHINUAAT HAYK, YUTaeT Jiek-

uyuy Ha akymbreTe XypHanuctuky MI'Y um. M.B. Jlomonocosa u B I'TT.
Alina Streltsova (Russia) — Deputy Chief Editor of the Art
Magazine “Iskusstvo”. Art critic, lecturer at the Department of
Journalism of the Lomonosov Moscow State University and at
the State Tretyakov Gallery.

Onecsa TypkuHa (Poccus) — Begyiunii HAY4HBINA COTPYL-

HUK OTIesla HOBeHlIMX TeueHU Pycckoro my3ses, noueHT CII6-

I'Y, mevicTBUTeNnbHBIN UsieH @enepanv KOCMOHaBTHUKU Poccuu.

Kyparop 6osnee 100 MexX1yHapOOHBIX ITPOEKTOB, B TOM UUC-

ne: «MIR: Made in the XX century» (Poccuiickuii maBUJIbOH Ha 48-0U

BeHenyaHckoi 6uenHarne, 1999), «Habnwonenue» (I'AO [TynkoBckas

o6cepBartopus, 2007).
Olesya Turkina (Russia) — Senior Research Fellow at the
State Russian Museum, Associate Professor at St. Petersburg
State University, member of Russian Federation of Cosmo-
nautics. Curated more than 100 international projects, among
them: MIR Made in the XXth Century (Russian Pavilion at the
48th Venice Biennale, 1999); Observatory (Pulkovo Observato-
ry of Russian Academy of Sciences, 2007).

HBaH TyukoB (Poccust) — noxtop nckyccTBoBeneHus, mpodec-
cop, IekaH uctopuyeckoro ¢axkyabrera MI'Y um. M.B. JIoMOHOCOBa,
3aBenyooImi Kadenpoit Bceoblei UCTOPUU UCKYCCTB. ABTOP Kypca
JIeKL[Ui1 TT0 UCKYCCTBY, NpernonaBaTesb GunocoGckoro 1 3KOHOMU-
yeckoro dakynsreToB MI'Y M. M.B. JIoMOHOCOBa, a Takxe PITY. AB-
TOpP HaY4HBIX TPYAOB U MOHOrpaduii, yaocroex IyBanoBCKoOi
npemuu MI'Y M. M.B. JlomoHOcoBa (1994) 3a MmoHorpaduio «Kmnac-
crveckas TpaJulvs U UCKYCCTBO Bo3poxneHus».
Ivan Tuchkov (Russia) — Professor, Dean of the Depart-
ment of History of the Lomonosov Moscow State University,
Head of the Department of Art History. Holds a PhD in Art His-
tory. Lecturer in art history at the Departments of Philosophy
and Economics of the Lomonosov Moscow State University and
of the Russian State University for the Humanities. Author of
monographies, he was awarded the Shuvalov Prize (1994) for
his book Classic Tradition and the Art of the Renaissance.

HNanuena @eppettu (UTanusa) — nupexrop Ianauuo ®opry-
HMU, IJlaBa TpeTheil 30HbI 00111eCTBeHHbIX My3eeB BeHennu: Myseit
Ka-ITesapo, Mysei1 ®opTtyHu u Xpanunuile Bera. B 2012—-2015 ro-
Ilax paspaboTasna HOBble My3elHble 3KCII03ULKUU 1151 Myses Kpyxke-
Ba, Ka-Ile3apo, Myses creksa, a Takke KOMHaT KaHOBEI B [0poACKOM
Mysee Koppepa B BeHenuu. Ee npodeccroHanbHbIN ONBIT BKJIOYaeT
He TOJIbKO NM3aiiH 9KCIIO3ULIMM, HO TaKXe BKJII0UaeT KypaTopckue
3aZlayy 1 00O1IYI0 OpraHU3alMI0 BEICTaBKU.
Daniela Ferretti (Italy) — Director of the Palazzo Fortuny,
Chief of the Third Area of the Musei Civici di Venezia, which
includes Museo di Ca’Pesaro, Museo Fortuny and Vega Stock.
Between 2012 and 2015, she designed in Venice the new mu-
seographic settings for Museo Del Merletto, Ca’ Pesaro, Museo
del Vetro and the Canova’s rooms in Museo Correr. Her profes-
sional experience is not solely focused on the display design,
but also includes curatorial tasks and the overall organization
of an exhibition.

CeBepuH @pomexxa (IlIBeiiliapusa) — UCKYCCTBOBeN, KYypa-
TOP, apT-KPUTHK, penaktop. Kypatop Myses TaHINIU, paHee KYypa-
TOp apT-Koyutekuuu [Tukre (JKeHesa), cCOTpynHMUYaia C MyseeMm
COBpEMEeHHOTr0 UCKYccTBa B JKeHeBe. JIeKTOp U MperofaBaTesb
COBpEMEeHHOT0 UCKYCCTBA B PA3/IMYHBIX BLICIINX JueOHBIX 3aBelie-
HUSIX, COOCHOBATeJIb BEICTABOYHOTO apT-MPOCTPAHCTBA «3a6pUCKU
[TonHT» B JKeHeBe. Y4acTBYeT B CO3AaHNU KATAJIOTOB 1 XYPHAJIOB,
TOCBSILeHHBIX BBICTAaBOYHBIM ITPOEKTaM, B UacTHOCTH, Kunstbulletin,
Sikart, Le Phare, Art Collector, u Code 2.0.
Séverine Fromaigeat (Switzerland) — Curator at Muse-
um Tinguely, art historian, curator, art critic, and editor. She
was previously curator for the Pictet Art Collection (Geneva),
and collaborated with MAMCO (Museum of Contemporary Art
Geneva). She lectures and teaches contemporary art in various
institutions (Head, Ecav, MCB-a), co-founder of the art space
Zabriskie Point in Geneva, and regularly contributes to exhibi-
tion catalogues, and magazines, such as Kunstbulletin, Sikart,
Le Phare, Art Collector, and Code 2.0.

MapuanHa Xecke (HopBerusi) — mennaxynoXHUK. YUuiach
B HallmoHanbHOM KoJlle[ike MUCKYCCTB U Au3aliHa B beprene,
HauroHanbHOM BBICLIEN LIKOJIe U3SALIHBIX UCKYCCTB B [Taprke,
KoponeBckoM Koitenke UCKYccTs B JIonnoHe. C 1970-X rofoB ee
paboThl 3KCIIOHUPYIOTCS 110 BCeMY MUPY; Cpeliy KPYIHBIX MeXay-

HapOAHBIX BLICTABOK BeHellnaHckas 6veHHasne (1986), 6ueHHane

B Can-ITaymy (1996). B 2005 rony 6bl1a HOMMHMPOBAHA Ha IIPeMUI0

LleHTpa MCKYCCTB U MeayiaTexHoorun «ZKM» (Kapsicpys).
Marianne Heske (Norway) — is a media artist. She stud-
ied at the National College of Art and Design, Bergen, at the
Ecole Nationale Sup rieure des Beaux-Arts, Paris, and the Roy-
al College of Art, London. Since the 1970s her works have been
exhibited all over the world, including the biggest internation-
al events such as the Venice Biennale (1986), and the Sao Paulo
Biennial (1996). In 2005, she has been nominated for the ZKM |
Center for Art and Media Prize (Karlsruhe).

Bpyk Xonmc (CIIA) — npodeccop [IpUHCTOHCKOTO YHUBEPCUTE-
Ta, obyazaTesb HAY4uHBIX cTeneHel B KomymbuiickoM YHUBepCUTeTe
u Cop6oHHe. PykoBoauTesib MexXAVCLUUIITMHAPHON JOKTOPCKOM
[IpOrpaMMEl 110 F'yMaHUTapHbIM HaykaM (IHUM) u nocTkiaccuums-
MaM (IIpuHCTOH), aBTOP MHOTOYUCJIeHHBIX HAaY4YHBIX UCCIIeJOBAaHUN
U MoHorpaduii. YieH McnonHutenbHoro koMmurera CeMuHapos ayc-
ca, YIeH-KOpPpPecrnoHaeHT daKyJibTeTa CPaBHUTEJIbHOM JIMTepaTyphl
U YJHUBEPCUTETCKOTO 1JeHTPa YeJloBeuyeCckrX LIeHHOCTel, acCoOLUUpPo-
BaHHBI} [TpernojaBaTesb IPOrpaMMbl MCTOPUU HayK.
Brooke Holmes — Professor in the Humanities and Professor
of Classics at Princeton University. Directs the Interdisciplinary
Doctoral Program in the Humanities (IHUM) and Postclassi-
cisms (Princeton), author of number of academic studies and
monographs. Holmes holds a B.A. (Columbia University), M.A.
and Ph.D. (Princeton University), D.E.A. (Sorbonne — Paris IV).
Member on the Executive Committee of the Gauss Seminars in
Criticism and an affiliated faculty member of the Department
of Comparative Literature; associated faculty member of the
Program in the History of Science.

AnnHa Yypneukas (Poccust) — kaHnumat UCKYcCTBOBeeHUS,

BeJyLUUNI HAYUYHbIM COTPYLHYK OTHesa JIMYHBIX Koyulekuyil T'MUN

uM. A.C. [TymkuHa, crapmmii npernogasartesns PITY. Xpanurens

KoJiekuuu BeceBonona Hekpacosa, kypatop 6osee 40 BEICTABOYHBIX

TIPOEKTOB, MOCBAILIeHHBIX NCKYCCTBY BTOPOU MOJIOBUHEI XX BeKa.
Anna Chudetskaya (Russia) — senior researcher of the
Department of Private Collections of The Pushkin State Muse-
um of Fine Arts, senior lecturer at the Russian State University
for the Humanities, curator of Vsevolod Nekrasov collection.
Holds a Candidate Degree in Art History. Curator of more than
40 exhibitions devoted to Russian Art of the second half of the
20th century.

Katu YyxpoB (Poccust) — noxrop dunocodckrx Hayk, AOLEHT
kadenpel Bceobieit ucropuu uckyccrea PITY. JoueHT IIKobI
KynsTyposiornu HUY BIIID. PykoBoauTesb HAYYHO-TEOPEeTUYeCKOro
otaesna 'MICU (2012—2017). HayuHblil COTPYAHMK NIpOrpaMMel Mapu
Kropu Ha kadenpe Teopuu UCKYcCTBa YHUBepcuTeTa BynBepxem-
ntoHa (Benuko6puTaHus). ABTOP MHOTOYMCIIEHHBIX IMY6IUKALWI TT0
¢unococduu, Teoprun MCKYCCTBA, KYITYPHI U MOJTUTUKU.
Keti Chukhrov (Russia) — art theorist and philosopher.
Holds a PhD in Comparative Literature and in Philosophy. She
is Associate Professor of the Department of Cultural Studies at
the National Research University “Higher School of Econom-
ics” in Moscow. In 2012—2017 — head of the Theory Depart-
ment at the National Center for ContempoOrary Arts. She is
currently Marie Curie fellow at the Wolverhampton University,
UK. Author of numerous texts on art theory, culture, politics
and philosophy.
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