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Hiivasti, lda!
Hiivasti, Narcissus!

Tanel Rander

ALLASURUTU
NAASMINE

Ida-Euroopa on mineviku kiilge
aheldatud kollektiivne identi-
teet, mis pdhineb iksnes sellel,
et kilma s6ja ajal jagunes
Euroopa kaheks — Idaks ja Laaneks.
Ja kuigi see sdda loppes ja
raudne eesriie langes, jatkati
kahe Euroopa eristamist ja
mottelist lahushoidmist. Algselt
peeti selle pdhjuseks ,Laane
pilku”, mis vaatas Ida-Euroopa
peale vodristuse ja umbusuga.
Varane Ida-Euroopa diskursus
pohines paljuski selle ,Laane
pilguga” spekuleerimisel, eri-
nevuste rohutamisel ja alla-
surutud maluga tegelemisel.

Ja siis korraga tekkis Idal
justkui eneseteadvus. Allasurutud
malu korvale tekkis nostalgia.
See, mida varem pdlati ja habe-
neti, muutus niiud millekski
eksootiliseks. Korraga muutus
Ida-Euroopa populaarseks ja sai

endale kogu maailma tahelepanu.
Aastatepikkune Vene propaganda
koos Ukraina rindamise ja Krimmi
annekteerimisega olid arvatavasti
Ida esilekerkimise peamisteks
pohjusteks. Voimalik, et tegemist
oli allasurutu tagasitulekuga
deformeerunud kujul. Mitte kill
selle akuutse Oudusena, mis
tabas meid moodunud aastal. Vaid
pigem kommertsliku palaganina,
mille juured naisid kinnituvat
vaid noukogude impeeriumi
tumedasse lahiminevikku. Kogu
Ida-Euroopa koiges oma mitme-
kesisuses leidis ennast ,Uueks
Idaks” sildistatuna hiiglasli-
kult maa-alalt, mis jai Aadria ja
Balti mere ning Vaikse ookeani
vahele. Riigid ja piirkonnad,mis
olid vabanenud okupatsiooni

alt, demokratiseerunud ja saavu-
tanud iseseisvuse, leidsid end
nitdd uuesti sellest geo-
poliitilisest sfaarist, kuhu nad
50 aastat kuulunud olid. See ,Uue

Ida” nimeline laadateater pani
Balti riigid Uheskoos Venemaa,
Balkani, Kesk-Aasia ja Kesk-
Euroopaga kasikdes tantsima.
Esiplaanile kerkisid ikka vene
ja noukogude kultuuri jaanukid
nagu paneelmajad, babuskad ja
gopnikud.' Siin-seal vilksatasid
Georgi lindid ja Vene tankid.
Ajastule omaselt ja sotsiaal-
meedia véimendusel kujunes nuid
,laane pilgu” asemel ,globaalne
pilk”.

See koik toimus méddunud kim-
nendil, mida voiks iseloomustada
kui politiseerumise ja polari-
seerumise ajastut. Toimus Venemaa
pehme jou vohamine ja selle
sujuv Uleminek sdjaks ja vagi-
vallaks. Kuid 2014. aasta
slindmused ei toonud mingipéarast
kaasa sellist murrangut nagu
toimus eelmisel aastal. Mida see
murrang poliitiliselt tahendab,
teavad koik. Mida see aga meiega
teeb ja kuidas see kultuurile
moéjub — sellest saame aimu ehk
kunagi tulevikus. ,Hivasti, Ida!
Hivasti, Narcissus!” on katse
motestada seda praegu toimuvat
suurt muutust.

AJALOO INGLI
KADUMINE

Kohe s6ja alguses meenus mulle
Paul Klee ,Angelus Novus”,

mis Walter Benjamini traagilises
1940. aasta nagemuses muutus
"ajaloo ingliks". Ja seejarel
avastasin, mida Carl Gustav Jung

0li 6elnud Teise Maailmasdja
16pus: ,Nuid, kus ajaloo ingel
on sakslased maha jatnud, otsivad
deemonid endale uut ohvrit. Ja
see pole lildse raske. Igalks,
kes kaotab kontakti oma varjuga
ning iga rahvas, kes peab end
ilmeksimatuks, langeb kergesti
nende deemonite saagiks”.
Moodunud aastal sai selgeks, kuhu
need deemonid on pugenud. Ikka
sinna, kus armastatakse ilm-
eksimatust ja ei teadvustata endale
oma varjukilge. Ilma varjuta
olendid on teatavasti vampiirid,
kes toituvad teiste eluenergiast.

Koos ajaloo ingli lahkumisega on
kadunud usaldus ajaloo vastu -
Ida-Euroopa ajaloo vastu. Ja kuna
Ida-Euroopa eksistents on seotud
vaid oma lahiajalooga, vdiks
isegi 6elda, et kadunud on usal-
dus Ida-Euroopa vastu. Voibolla
oli kogu see Ida-Euroopa esile-
tous, milles ka minul oli kunst-
nikuna oma pisike roll, ihe
kGinilise geopoliitilise pro-
jekti gentrifitseerimine ja Ida
identiteedi taha oli tegeli-
kult varjunud ,Russkii mir”.0On
ju kunstnikud gentrifitseerinud
igasuguseid kinnisvaraprojekte -
miks nad ei voiks siis tegutseda
mone diktaatori maailma-
vallutusplaani hiivanguks? See
pole mitte tdsine oletus, vaid
pigem eneseslidistamine, mis
kaasneb reostusega, saastumisega.
See on sarnane olukordadele,

kus sa avastad, et sind on pikka
aega vaarkoheldud ja kuritahtli-
kult ara kasutatud. Ning asjad,

! Head néited on Nublu video , Fiir Oksana“ ja Tommy Cash’i video ,,Give me your money*.



mis naisid olevat sulle omased
ja slndinud sinust enesest, tun-
duvad niid kui voora manipulat-
siooni tagajarg. Just see reostuse
tunne oli kadesoleva naituse
korraldamise vahetuks ajendiks
ja motivatsiooniks. Arvan, et
see tunne jaab veel tikiks ajaks
alles.

Euroopa jagamine Idaks ja Laaneks
ei ole enam pohjendatud. Ida-
Euroopa on osutunud eksitavaks
identiteediks, mis hoélmab alu-
setult suurt osa meie planee-
dist ning homogeniseerib selles
sisalduvat mitmekesisust

pelgalt Uhe lihikese, 50 aastase
ajalooepisoodi téttu. Ule 30
aasta on moodas Berliini midri
langemisest. Vahem kui 20 aasta
parast on moodunud uus 50 aas-
tane periood. Kas sotsialistlik
minevik jaabki meid ja paljusid
teisi igavesti defineerima?

IDA-EUROOPA KUI
NARTSISSISTLIK
KONSTELLATSIOON

Ida-Euroopat voib naha kui
pstihilist kogemust. Samuti kui
Uht suurt konstellatsiooni ja
vastastikméjude slisteemi, mille
keskpunktis on nartsissistlik
vaarkohtleja. See ei taandu ainult
riikide ja regioonide
vahelistele suhetele. See kons-
tellatsioon on abstraktne ja
universaalne, see puudutab
eeskatt kollektiivset psillhet ja

realiseerib end indiviidide
kaudu. Ida-Euroopa kollektiivse
psiuthe kandjaks vdiks olla see
hiipoteetiline olend homo post-
soveticus ehk ndukogudejargne
inimene. Arvasime, et neid ei
ole enam olemas aga ennde! Kes
nad siis on? Nad on sdjatraumaga
vanaisad-vanaemad, nad on
rahuajal Ules kasvanud isad-emad
ja nende jareltulijad, kes on
slindinud noukogudejargsel ajal,
voibolla isegi 21. sajandil.
Uheskoos moodustavad nad Ida-
Euroopa kollektiivse psihe,
milles hoitakse traumaatilist
minevikku latentsel kujul elus
ja muudetakse seeldbi trauma
kordumine voimalikuks. Just selle
trauma konserveerimise

ja transformeerimise mustri tottu
pole sellel psiiliihel voimalik
terveks saada.

Mind on vaga palju inspireerinud
Austraalia psiihhoanaliiiitiku
Neville Symingtoni kasitlus
nartsissistlikust konstellatsioo-
nist, trauma konserveerimisest

ja transformeerimisest. Arvan, et
selle abil on véimalik raakida
Ida-Euroopast kui kollektiivsest
pstiihest. Kindlasti ei ole mul
ambitsiooni ega voimekust teha
seda professionaalsel viisil ja
psihhoanaliitiku tasemel, kuid
arvan, et sarnaselt kollektiivse
traumaga, mis on leidnud laial-
dast kasitlust, voiks piida loo-
minguliselt motteid arendada ka
kollektiivse nartsissismi tee-
mal. Eeskatt seetdttu, et trauma

ja nartsissism on Uksteisega
tihedalt seotud.

Symingtoni jargi on nartsissismi
Uheks kdoige olulisemaks valjen-
duseks elust voi elu-

andjast keeldumine. Kujutan ette,
et see on nagu paikesevalgusele
selja keeramine. Nartsissistlik
konstellatsioon on aga psiihe
Ulesehitus, mis seisneb jargne-
vatest elementidest moodustunud
mustris: slilditaoline seisund,
kdikvoimas valine jumal, polastus-
vaarne ussike ja vedeldajad.

Stlditaoline seisund viitab sel-
lele, et inimene on traumeeritud
ja tal puudub keskne organiseeriv
kese. Tema psilihe siltjat massi
kujundavad valised objektid, mis
sisaldavad jumalat. See kova ja
karm jumal kehastub tavaliselt
pjedestaalifiguurides, milleks
on Uhiskondlikud autoriteedid.
Nartsissistlik psiitihe kleepub
selliste autoriteetide kiilge
nagu liim. Samas kipub ta klee-
puma ka endast vdetimate
olevuste kiilge, keda nahakse
hapramana kui nad tegelikult on.
Po6lastusvaarne ussike on
inimese sisemine uskumus oma
olemuse kohta. Sisuliselt on see
jumala vastand. Molemad - nii
jumal kui ka ussike — hoiavad aga
inimest justkui vangis ja
valistavad tema vaba loovuse.
Vedeldajad, milleks on kadedus,
ahnus ja kiivus, hoolitsevad
selle eest, et siltjas mass
plisiks vedel. Symington kutsub

neid vedeldajaid trauma kest-
likeks eluvormideks. Nende abil
plisib trauma elus.

Ajend selle nartsissismi-
kasitluse toomiseks Ida-Euroopa
konteksti tekkis mul he Madina
Tlostanova kunagise artikli
tottu, kus ta kirjeldas Venemaa
o0igeuskliku traditsiooni inim-
kadsitlust, milles ndhakse inimest
kui nuhtlust ja ussikest.?
Tlostanova toob pdohjuseks selle,
et Venemaal ei labinud kristlus
reformatsiooni ja nonda tekkis
omaette antropoloogia, milles
inimene nadeb iseennast kui ussi-
kest ja voib vaid ette kujutada,
kuidas ta ndeb koiki teisi. Siia
voiks veel juurde lisada karmi-
kdelise jumala ja pjedestaali-
figuurid, ning ettekujutus Uhest
kollektiivsest psilitihest on kerge
tekkima.

Symingtoni jargi toimibki
nartsissistlik stltjas psiihe
skaalal, mille Uhes otsas on
ussike ja teises otsas jumal.

Ja neile vastavad kaks nartsissist-
likku tudpi, kellest Uks on
selline, kes Ulbelt ringi arpleb —
jumal. Ja teine selline, kes end
pidevalt halvustab ja enda pa-
rast vabandab - ussike.

Sellele moeldes tekib kuidagi
vaga kodune tunne. Nagu oleks
seda palju nahtud, telekast
vaadatud, raamatutest loetud.
Meenub Ida-Euroopale omane eba-
stabiilsus ja kontrastsus. Pidev
ohu- ja &arevuse tunne, pidev

2 Madina Tlostanova, Towards a Decolonization of Thinking and Knowledge:
a Few Reflections from the World of Imperial Difference, 2009.



vajadus seda kompenseerida voi
tuimestada. Ja kuidagi hiilivalt
tuleb pahe ka mote ,mistilisest
vene hingest”. Hiilivalt lahe-
vad motted Venemaa peale, sest
Ida-Euroopa on lehtri kujuline
anum, mille pohjas on auk, mis
avaneb Venemaa kohale.

ALATEADVUS JA
ARHETUUPIDE
TAGASITULEK

1990ndate alguses ilmus Boris
Groysi tekst ,Venemaa kui Laane
alateadvus”, mis on minu arva-
tes Uks olulisematest Venemaa
kollektiivse nartsissismi simp-
tomitest. Groysi tekst raagib
sellest, kuidas Vene kultuuri-
traditsiooni hulka kuuluv ,vene
idee” valistab psilihhoanaliilsi
omaksvotu. Koik margid viitavad
Groysi teksti juures sellele, et
Venemaa on justkui nartsissist-
liku isiksushaire all kannatav
inimene, kes osutab teraapiale
tugevat vastupanu, keeldudes
aktsepteerimast, et ta on selline
nagu koik teised - et tal on
teadvus ja alateadvus. Nartsissist-
1lik Venemaa n&dib hoolivat

ainult asjaolust, et alateadvus on
vOoimas nagu jumal, mistottu

saab Venemaa identifitseeruda
Uksness sellega. Ta ei saa ju
olla midagi vahemat kui jumal!
Ja nii ta elabki oma nartsissist-
likus ,erilisuses”, hodoivates
tohutult ruumi ja pannes koik
inimesed enda Umber kannatama.

Viidates Venemaa koige esimeseks
filosoofiks peetud Pjotr
TsSaadajevile, Utleb Groys, et
Venemaa ei suuda mitte midagi
ise luua, sest loovus on voima-
lik ainult teadliku kogemuse
aegruumis. Teadvuseta Venemaal,
kus nii ruum kui aeg lahevad
kaotsi, lagunevad ka kdoik teiste
rahvaste saavutused, minetades
oma selgepiirilisuse ja sattudes
liksteisega meelevaldsetesse
seostesse. Kolab nii nagu raagi-
taks vampiirist! Ja just
sellised meelevaldsed seosed ja
tiihjaks imetud ning mirgiga
taidetud identiteedid olid omased
ka ,Uuele Idale”.

Arvan, et miski ei sobi paremini
kujutama moodunud aastal ala-
nud sdjast tingitud protsesse
kui Ukraina kunstniku Kateryna
Lysovenko maalid. Tema looming,
mis moodunud aastal hakkas kii-
resti Uleilmset tuntust koguma,
annab aimu sellest, et Ukrainas
ja Ukraina diasporaas on alanud
renessansilaadne protsess, mis
purustab sajanditepikkusest Vene
imperialismist tekkinud must-
reid. Lysovenko on oma loomingus
juba varem kasitlenud antiik-
ajast parit mitoloogilisi olen-
deid, kuid nende ilmumine keset
praegust so6da kinnitab meile
meie naasmist arhetiilipide juurde.
Samuti seda, et me oleme osa
ajaloost ja sarnased nendega,
kes olid enne meid. Ja me labime
nendega sarnaseid protsesse,
mille voimalikkus oli alles hiljuti

lisna ebatoendoline.

Lysovenko teosed, mida me kéaes-
oleval naitusel ndeme, viitavad
aga rituaalidele, mida voiks
seostada antiikolimpiamangudega,
kui seal ei oleks teatud elemente,
mis praeguse sO0jaga esile on
kerkinud - inimlikkuse taielikku
kadu, samas kui inimlikkuse vorm
on sailinud. Lysovenko teostes
olevates inimfiguurides on
midagi stitut. Neil nagu puuduks
teadvus ja nad oleksid justkui
mingisse konstellatsiooni
asetatud. Neis valjendub Venemaa
teadvusetus. Kui antiikaeg
parandas maailmale olimpiamangud,
siis ndukogudejargse Venemaa
parand on justkui véimla, kus
sooritatakse johkrusi.

Arhetliipide juurde naasmisest
koneleb ka Ukraina kunstnik ja
kunstiajaloolane Svitlana
Biedarieva oma 2017. aasta t00s
,S0ja morfoloogia”. Selle t060
esteetiline lahendus pohineb
keskaegsetel illustratsioonidel,
millega kujutatakse inimeste
transformeerumist sojakateks
olenditeks. Keskajale omaselt
on nendel olenditel taiesti
neutraalne ja tuim ilme. Sest
sO6ja-arhetliipideks taandumisel
toimub isiksuse purunemine ja
seestumine. Samasugust tuimust,
voibolla isegi nailist suitust
voib margata ka Lysovenko tdddes,
kus johkruselt ja vagivallalt on
eemaldatud emotsioon, sest
emotsioon tdhendab inimlikkust.
Sedalaadi tahtmatu transformatsioon

muudab ka s6ja justkui millekski,
mis ei s6ltu inimesest. Sdda on
nagu loodusjoud, millele vastu
ei saa. Sest inimene on vormitu
mass, millel puudub oma tahe,
emotsioon, inimlikkus.

MINEVIK, MIS EI
SAA OTSA

,Mis siis, kui minevik ei saagi
otsa?” kisib Valgevene parit-
olu kunstnik Aliaxey Talstou oma
samanimelises videos, mis kes-
kendub monumentaalsele ndukogude
parandile, mida LukasSenka
korrumpeerunud reziim enda huvides
ara kasutab. Video on tehtud
Brestis, samal ajal, kui
Valgevenes o0li pingeline periood
ja meeleavaldustele vastati
vagivalla ja repressioonidega.
Lukasenka ja Putini reziimid
toituvad kollektiivsest trau-
mast, mida Uhiskond kompenseerib
nostalgiliselt minevikku klam-
merdumisega. Monumendid just
sellist klammerdumise voimalust
pakuvadki. Tahaks isegi 0Oelda,
et selleks need monumendid ongi
loodud. Aga viimased 9 aastat on
toestanud, et monumendid on
samaaegselt ka ohtlikud relvad.
Talstou viitab oma poeemis

Hito Steyerli artiklile, milles
raagiti Uhest Kostjantonivkas
pjedestaalilt alla vdetud

ja sbjategevuses inimeste tapmi-
seks kasutatud tankist.® M6odunud
aastal juhtus teispool Narva
joge midagi vastupidist — t66-
korras tank soitis ise omal joul
pjedestaalile.

3 Hito Steyerl, A Tank on a Pedestal: Museums in an Age of Planetary Civil War, 2016.



Monumendid on pjedestaalifiguurid
sbna otseses mottes. Oma
olemuselt on nad Uhtaegu nii
haprad kui ka tugevad.

Leedu kunstnik Paulina Pukyte,
kes kureeris 2017. aasta Kaunase
biennali pealkirjaga ,Monumendi
voimalikkus/voimatus”, viitas oma
kuraatoritekstis Jacques Derridale,
kelle sonul pole voimalik
armastada monumenti ilma selles
iseenda ebakindlust ja haprust
ara tundmata.* Asi ongi just
selles, et monument on ajutine

ja surelik. See ehk seletab ka
praegust vajadust ndukogude monu-
mentide eemaldamise jarele. Uhelt
poolt tdestab nende eemaldamine
nende haprust, ajutisust ja inim-
likkust. Teiselt poolt kinnitab
ka nende tugevust, voimsust ja
ohtlikkust.

Monumendi hapruses voib naha
ussikest ja tema tugevuses jumalat.
Samamoodi vdivad ussike ja jumal
peituda sellistes kontsept-
sioonides nagu ,rahvas” voi ,ida-
eurooplane”. Seda siis, kui
,rahvas” on lhelt poolt ,kdrgeim
voim” voi kdikidest kannatustest
puhtalt valja tulev joud. Ja
teiselt poolt on ta ohvri-
rollistatud, koigest ilma jaetud,
paljaks roovitud jouetu mass,
milles 100b korra majja vaid tugev
autoriteet. ,Idaeurooplane”
kipub samas olema iks ,rahva”
versioonidest, mis millega kaib
kaasas ohvrirollistamine, pdlga-
mine ja segu enesehaletsusest ja
-uhkusest.

VAIMUD JA VARJUD

On paradoksaalne, et miski, mis
tundub vaga tugev, voib samal
ajal olla ka vaga habras.
Naiteks on Valgevene diktaator
Lukasenka vorrelnud oma riiki
kristallvaasiga — ta on suur-
sugune ja Orn ning seetottu peab
ta kindlates kates olema. Pole
kahtlustki, et tema korumpeerunud
slisteem on habras ja puruneb
kohe, kui peaks sattuma tema
isiklike kate vahelt mujale.
Selle silisteemi purustamise
rituaali viis labi Aliaxey Talstou
moned aastad enne suurte meele-
avalduste algust. 0li 3. juuli,
Valgevene iseseisvuspadev, kui ta
laks Minski vabaduse valjakule,
kaasas kotitdis kristallnodusid,
mida ta sealsamas puruks peksma
hakkas. Hiljem viis ta killud
ihe Bresti kindluses asuva
punamonumendi ette, mis kannab
slimboolset nime ,Julgus”. Just-
kui oleks see hommage Talstou
aktsioonile.

Paulina Pukyte kutsub just sel-
liseid kristallnousid ,Vaimudeks”,
mis parinevad allasurutud ja
labito6tamata jaanud minevikust.
Just sellisel minevikul Ida-
Euroopa identiteet pohinebki.
See on minevik, kus so0jast,
kiilditamisest voi muudest
repressioonidest traumeeritud
inimestel puudus ligipaas
psiihhoteraapiale ja uhiskonnas
tegeleti varjude kinnikatmise

ja allasurumisega. Samuti on see
minevik, kus vagivallatsejad ja

* Jacques Derrida, Acts of Religion, London and New York: Routledge, 2002.

represseerijad said karistama-
tult tegutseda. Ja lhiskond tun-
nustas neid selle eest. Kuidas
saabki varju teadvustada, kui
pole teadvust? On vaid ala-
teadvus ja traumade kordamine.
Nditusel ,Hivasti, Ida! Hivasti,
Narcissus!” ndeme ka teist
Pukyte teost nimega ,Varjud”.
See on installatsioon, mis muu-
dab silmale nahtamatud varjud
materiaalseks ja ruumiliseks
reaalsuseks. Pukyte loob varjud
sinna, kus neid muidu ei oleks -
nahtava koha peale, kus neid
pole voimalik ignoreerida. Oma
materiaalsuses sarnanevad need
varjud tuhale, mingi pdlengu voi
katastroofi tagajargedele.
Havingule, mille on esile kutsunud
kurjadest vaimudest viidud

ja ilma varjudeta inimesed.

KUS MARKAD MAGE,
SEAL OTSI AUKU

Kristallvaasid sobivad suurepa-
raselt siimboliseerima nartsis-
sistlikku psiihet ja konstellat-
siooni. Nad on lheaegselt o6rnad
ja tugevad. Ning seest o6onsad,
mistottu nad vajavad pidevat
taitmist, kompensatsiooni. Kisi-
mus on selles, kas kristallvaas
on miski, mis sisaldab 60nsust
voi on see hoopis ise iks kristalli-
seerunud 60nsus? Pigem kaldun ma
otsustama viimase kasuks, kui-
vord Ida-Euroopa psiiiihe lheks
oluliseks valjundiks naib olevat
auk — puudujaak, o6d6nsus. Voib-
olla vastab see auk trauma kest-
likele eluvormidele - ahnusele,
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kadedusele ja kiivusele.
Ahnusest tekkinud killus on
alati seest 6o0nes. Tulles tagasi
Lukasenka reziimi juurde, mee-
nub Uks lugu ahnest varblasest
(,Maailma rikkaim varblane”,
Zdenék Miler), kes ei tahtnud
oma varandust teistega jagada ja
leidis end peagi lksinda suu-

re viljakuhja otsas. Selle loo
jutustas Eesti kunstnik Holger
Loodus oma maaliga ,Vilja
riigile” (2021), mille nimi
tsiteerib kuulsat Viktor Karruse
1953. aasta maali, mis kujutab
sundkollektiviseerimisele jarg-
nenud viljakoristustood. Looduse
maal aga kujutab vangikongile
sarnanevat ruumi suure kuhjaga,
millel keksleb liks vaikene lind.
Maali Umbritsevad raamid on pa-
rit Karruse originaalteose
imbert. Teatavas mottes valjendab
see suhet ahne varblase ja ndu-
kogude parandi vahel. Pealkiri
,Vilja riigile” valjendab aga
valet, mille abil varjati ahnust
juba Stalini ajal ja varjatakse
ka nidd. Just sel pdhjusel ei
tohi minevik otsa saada. Minevik
kaitseb milrina seda vangikongi,
mille keskel on kuhi ja selle
otsas diktaator. Selline vaate-
pilt lausa sunnib moétlema puudu
jaagile — kohale, kust kogu see
vili ja killus on kokku varastatud.

Ida-Euroopa ks alustekste on
kindlasti Andrei Platonovi

»Auk”, mille sisuks on vundamendi-
augu kaevamine varajase kommunismi
tingimustes ja ideoloogiliste



loosungite saatel. Platonovil on
uskumatu voime kirjeldada selle
olukorra siirreaalset eba-
inimlikkust. Sundkollektivisee-
rimise kaigus surevad inimesed
nagu karbsed, siligavate eksis-
tentsiaalsete ja ideoloogiliste
diskussioonide kestel 1l&éovad
nad Uksteist nagu muuseas maha.
Esineb olukordi, kus inimene ja
loom vo6i inimene ja ehitus-
materjal on Uheks saanud. Raamatu
16puks pole vundamendiaugus
mingit erilist progressi
toimunud. Just selline arhe-
tlldpne auk haigutab Ida-Euroopa
kollektiivses psiihes, mis on
seest 00Ones nagu kristall-

vaas ja vajab pidevalt kompensa-
toorset taitmist. Ka Looduse
maalil kujutatud kuhi on oma
olemuselt seest ddnes. Ja
Karruse maalil oleva viljapdllu
all on porine vundamendiauk.

KONSTELLATSIOONI
PURUNEMINE

Aliaxey Talstou aastate tagune
aktsioon Minskis valjendab
tahet purustada LukasSenka
reziim, mis minu arvates pulsib
elus toore jou tottu ja kol-
lektiivsele nartsissistliku-
le konstellatsioonile, mis ei
piirdu ainult Valgevene ja
Venemaaga, vaid holmab ka lahi-
naabreid ning neid, kes seda
konstellatsiooni eemalt imet-
levad ja toetavad. Kuid kristall-
vaasid on 1lohutud! Ja moodunud
aastal hakkas kogu
konstellatsioon lagunema.
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Eesti kunstniku Elo Liivi kristalli-
kildudest koosnev installat-
sioon kujutab seda hetke, kus
me praegu oleme. Kristall-
kausid on puruks 166dud aga
laiali lennanud killud piisivad
veel ohus ja me ei tea, kuhu ja
kuidas need maanduvad. Me asume
keset plahvatusi ja me ei nae
homset. Aga me vdime silmitseda
neid ohku paisatud tikke, just
nii nagu me vaatame tahis-
taevast. Kristallide all on
jonni-punnid koéikuma 1lo66dud.
See, mis meil tahendab ,jonni-
punn”, on Venemaal ,Vanka-
vstanka” ehk ,Vanja, tduse
liles!”. Toepoolest, Vanja! Aeg on
Ules tousta!

Nartsissism ei ole midagi sel-
list, millest saab lihtsalt
vabaneda. Temast ei peagi tingi-
mata vabanema. Nagu (tleb Eesti
psthhoanaliidtik Endel Talvik,
nartsissism on nagu kehatempe-
ratuur — see on meil koigil.
Monel on see aga ohtlikult
korge. Symingtoni kasitlus raa-
gib just sellest liiga koOrgest
temperatuurist, patoloogiasse
kalduvast nartsissismist, mis
hoiab traumasid elus ja takis-
tab vaimse tervise praranemist.
Tahaksingi selle teksti lope-
tada Symingtoni vaimse tervise
definitsiooniga:

,Vaimselt terve on inimene, kes
on voimeline looma endas
emotsionaalse suutlikkuse, taot-
lemaks tode, armastust, vaprust,
terviklikkust ja sallivust.”
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Ma tahaksin elada sellises
reaalsuses, mis soosib just
sellise vaimse tervise
tarkamist.

2023, Berliin

PS:

PUHA TUHIK

Aastal 2017 eemaldati Berliinis Volksbiihne katuselt
,O0ST” (,IDA” saksa keeles) silt. Justkui reaktsioonina
sellele siimboolsele Zestile heiskas Kirill Tulin samal
aastal ,IDA” EKKM-i katusele. Ta tegi seda oma naituse
,Abiks keskkittekatla kitjale” raames. Kuigi nii
,0STi" kadumise kui ka ,IDA"” tekkimisega on seotud vaga
erinevad motiivid ja taustsilisteemid, voib neid siind-
musi nadha kui Ida-Euroopa siimboolset plinelt kadumist
ja taas esilekerkimist.

EKKM on voibolla kogu endise Ida-Euroopa ainus pjedes-
taal, mis kuulutab niivord otseselt Ida identiteeti.
Olukorras, kus toimub ndukogude monumentide massiline
eemaldamine, samuti olukorras, kus toimub Ida-Euroopa
kui nartsissistliku konstellatsiooni purunemine,

annab see meile hea voimaluse mbéelda, mis saab siis,
kui ,IDA” peaks pjedestaalilt kaduma.

Praegu on ,IDA” delikaatselt integreeritud Sigrid Viiri
teosesse ,Holiday”. Kui ,IDA” sealt eemaldada, jaab
alles tekst ,hol___y", mis annab aimu kahest asjast:

1. Sellest, et praegune ,Holiday” tdhendab sisuliselt
,Holy IDA"” ehk ,Piiha IDA".
2. Sellest, et ,IDA” kadumisel jaaks alles piliha tihik.

Sellist tihikut tunnen ma parast Ida-Euroopaga hiivasti-
jatmist oma hinges. Mis minust kiill saab, kui ,IDA”
kaob? See tunne on nagu auk, tihi kristallvaas, puudu-
jaak. Narcissus naib olevat purustatud aga see piliha
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tlihik mojub veidi nagu tuha sisse hooguma jaanud soded.
V6i mulla sisse peitunud nartsissisibulad. Kui ,IDA”
kaob, peab sinna midagi paratamatult asemele tulema.

Osalesin ka ise ,IDA” pjedestaalile upitamises, kirju-
tades Kirill Tulini naituse jaoks teksti ,Abiks ida-
eurooplase inkubeerijale”, mis praegu naib mulle nagu
tdiesti ebavajalik tulle kallatud 61i.5 Alustasin seda
teksti LukasSenka tsitaadiga ja ldpetasin vaese homo
postsoveticuse pohmellihommiku kirjeldamisega. Viima-
sel ajal Tuliniga kirjavahetuses olles hakkas mulle aga
tunduma, et pohjus, miks ta ,IDA” pjedestaalile tostis,
vOois olla hoopis empaatia, kaastunne voi koguni armas-
tus katlakiitja vastu, kelle rolli ta ise oma naitusel
astus. Midagi sellist nagu Karl RoBmanni usaldus ja
kaastunne laevakiitja vastu.®

Nartsissistlikus konstellatsioonis ei tohiks kaas-
tundele kohta olla, valjaarvatud juhul, kui see asub
nartsissistlikust psiihest valjaspool — naiteks Echo
rollis. Endel Talvik on nimetanud Echot Narcissuse
peegliks ja vorrelnud teda vaasi sisemusega — puudu-
olekuga.’” Meenutagem niid uuesti kristallvaaside d6dnsat
olemust ja Ida-Euroopa psiliihes sisalduvat auku! See on
Echo. Taiesti slimptomaatiliselt kerkis ta selles teks-
tis karakterina ja eraldiseisva kontseptsioonina esile
alles niiid. Kuigi ta on Narcissuse miilidi lUks peatege-
lastest. Miildis armus ta Narcissusesse, kuid too oli
kiindunud iseenese peegelpilti ja ei teinud Echost val-
jagi. Oma tagasiliikatud armastuses jai Echo kajana kor-
dama Narcissuse so6nu. Ja kui Narcissus Ukskord iseenda
imetlemisest kurnatuna suri, olid tema viimased sonad
sellised: ,0h imeline poiss, ilmaaegu armastasin sind!
Jaa hiivasti!”. Ja Echo kordas tema jarel: ,Hivasti!”.

Kateryna Lysovenko. ,,Siiiitus® / «Hesunucors» / Innocence (2022)

®Tanel Rander, , Abiks idaeurooplase inkubeerijale®, 2017. Kiittesaadav: http://barokkputo.blogspot.com/
6 Karl RoBmann on tegelane Franz Kafka romaanis ,,Ameerika“.
“Endel Talvik, Narcissus ja Echo. Miiiit ja analiiiis. Tallinn: Pilgrim 2016.



16

Austatud Tanel,

Olen viimase kuu jooksul meie kirjavahetust (ile lugenud
ja moéelnud, kuidas oma tekstilist panust voéimalikult
lihidalt ja selgelt sdnastada. Teema on suur ja selle
ile métlemine parajalt raske. Voibolla oleks parem
sellest koigest moneks ajaks eemalduda, mitte nii seotud
olla. Pealegi kirjeldasid sa seda oma tekstis juba
kiillalt hasti ja mina ei ole psiihholoogias nii padev,
et midagi vordvaarselt tdhendusrikast lisada.

Tegelikult ma ei ole kindel, kas peaksin sellel teemal
lildse edasi kirjutama. Iga kord, kui ma uuesti alustan,
taban end kordamast neidsamu kommentaare ja avaldusi,
mida tegin juba aastaid tagasi. Nagu kordaksin mantrat.
Nii et, kas olen mina kuskile kinni jaanud voi pole
kontekst muutunud. Vdibolla mdlemat. Tegelikult olen ma
parast ara kolimist piliidnud unustada, mida tahendab
olla idaeurooplane voi valgevenelane. Jatta see identiteet
moneks ajaks korvale. Ma kahtlen, kui edukas ma selles
olen, aga mul on veel lootust. Voibolla kolab see para-
doksaalselt, eriti naitusele tulevate toode konteks-
tis,aga patriootlik kuuluvustunne on mulle alati kuidagi
vulgaarne tundunud. Kuigi me madngime endiselt riike

ja kodanikke, ning ilmselt ei Onnestu meil sellest
rahvusblirokraatiast paaseda, ei lasu kellelgi kohustust
ilmtingimata oma passi armastada. V6i antud juhul oma
paritoluregiooni armastada.
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Aga tegelikult ei raagi me vist geograafiast ning minu
jaoks tundub igati loogiline, kuidas sa kirjeldasid
Ida-Euroopat pigem erinevate suhete vorgustikuna. Minu
jaoks on kilisimus rohkem ajas. Ma oletan, et seda on
naha ka minu toodes. Kogu see kleepuv mustus, mida ma
iritan oma nahast valja kiliirida on ajaline maaratlus,
tuleviku véimatus, eelnevate perioodide taasesitamine,
piinlik lippude ja paraadidega kostlumipidu. Ja see

ei loe, et sa seda ei usu voi kriitiline oled, kogu su
energia ja aeg kuluvad nendele larperitele, selle
muinasjutu, selle nostalgilistele minevikuihalejatele
méeldud stsenaariumi kummutamisele. Neist raakides...
saad vist juba aru, et mul on tekkinud teatud kahet-
sused, millega saabuvat keskeakriisi tdita. Aga kui
tosisemalt raakida, siis ongi paris imelik elada
Umbritsetuna kellegi teise elu vaimudest, monumentidest,
rituaalidest ja isegi soOnadest. Kasvada ililes nende
jubedate odavast vineerist, varviga llevdédbatud deko-
ratsioonide keskel. Ja seejuures on suur hulk inimesi,
kes seda koike usuvad. Sealhulgas Laane vasakpoolsed,
kes millegiparast seisavad koos Putiniga NATO vastu.
Totaalne ignorantsus. Antiimperialistlik impeerium.
Samuti naitas (ldine reaktsioon sellele tdiemahulisele
invasioonile, kui siligaval mineviku stereotilpides
Euroopa veel elab, kui suures osas ollakse veel kinni
kilmas s6jas ja 20. sajandis. Venemaa mind ei llatanud,
mineviku poole pddrdumine on nende ainus viis ellu
jaada (Valgevene teeb seda isegi palju edukamalt), aga
teiste reaktsioon lllatas mind siiski.

Soda muudab sellest valjapaasemise, piiride lohkumise
veelgi raskemaks. Kui aus olla, olen endiselt sonatu,
ma ei leia 0igeid sonu, et sellest kirjutada ega 0igeid
motteid, mida mdéelda. Elan justkui kahte elu: lks on
see, mis uudistes toimub, teine védljaspool, siin selles
kaunis linnas. Kogu selle hullumeelsuse ja valu taustal
ei oma see muidugi suurt tahtsust, see on lihtsalt
tahelepanek selle 1ohe osas. Nagu asuksin toesti Ida

ja Euroopa vahel. Motlen, kuidas see 1loppeb ja milline
maailm ootab meid parast seda. Pilan mitte mdelda
sellele, kas see lildse 1loppeb. Nagu see Narva tanki
juhtum, millest sa mulle kirjutasid, voi see, millest
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radkis Hito Steyerl tekstis, mida sulle mainisin.
Elu koos vaimudega, on need kunstlikud voi ehtsad — kes
suudab vahet teha?

Sa mainisid, et liks naitusel osalev kunstnik viitab
kristallvaasidele kui vaimudele. Kdlab usutavalt.
Suudan Ida-Euroopat fantoomina ette kujutada kill.

Ei Euroopa ega Ida. Euroopa jaoks jaab ta killalt
moistetamatuks, Venemaa jaoks on tegu vaid ajutise
kultuurilise konstruktsiooniga. Miski, millesse

keegi Oieti ei usu. Moodunud aasta t6i muidugi nii ehk
naa kaasa selle taieliku killustumise.

Soojade tervitustega,
Aliaxey
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Aliaxey Talstou. Videodokumentatsioon performanceist ,Onne jaoks!“ / Bupeopoxymenramus
nepgopmanca «K cuacroioly / Video documentation of the performance For Happiness! (2016)
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Soja morfoloogia:
uuskoloniaalse
nartsissismi vastu

Svitlana Biedarieva

Projekt ,S6ja morfoloogia“
peegeldab nii johkrusi kui ka
valeinfo lainet, mille Venemaa
kallaletung Ukrainale on

valla paastnud. 2017. aastal ehk
kolm aastat parast sdja algust
kui selle projektiga alustasin,
radakisin kahe vastaspoole
tekkest ja sellest, kuidas Uhis-
konnas vaenlase kuju luuakse.
Seeria juurde kirjutatud tekst
motiskles toonase hiibriidsdja
stiindmuste Ule; tollal oli veel
lootust, et seisukohtade palju-
susel on veel kohta:

,S0ja morfoloogia“ keskendub
ideele, et iga Uhiskond slnnitab
oma koletised ise. Konflikti-
aegadel koletised aga paljunevad.
Sober muudab kuju ja temast saab
vaenlane — voO0ras, naeruvaarne
ja voimalik, et ka ohtlik. Ta
1abib pohjalikud morfoloogilised
muutused. Massimeedia kaudu
leviv propaganda mojutab kollek-
tiivset alateadvust ning ndnda

slinnivad ideoloogilised
y,koletised”, kes kehastuvad siiski
reaalsetes inimestes. See
projekt peegeldab irooniliselt
relvastatud konflikti koledust,
mille agressiivsus moonutab nii
pilti kui sisu, kuid samas uurib
projekt ka seda, kuivord siliga-
vale visuaalkultuuri on niisu-
gused havituslikud instinktid
juurdunud. Vaataja saab osa
saturnaalidest nende algseimal
lihahimulisel tasandil. Uhtlane
koletiste rivi meenutab surma-
tantsu silimboolikat, millega
Ingmar Bergman votab kokku oma
filmi ,Seitsmes pitser”.

Niisugune kasitlus viitab olu-
korra sligavale hibriidsusele,
mida peegeldab ka surmatantsus
osalevate koletiste kimaarlik
valimus. Postkoloniaalses teoo-
rias defineeritakse hibriidsust
kui kahe sageli vastandliku —
koloniseerija ja koloniseeritu —
narratiivi péimumist. See

loogika toimib kahekordselt kui
rohuja rohutavale omistatavaid
jooni Ule hakkab votma. Kui
2017. aasta tood raakisid veel
seesugusest pdoimumisest, siis
2022. aastal alanud taiemahuline
johker kallaletung Ukrainale
pani selgelt paika vajaduse
agressorile vastu astuda ning
juhtida tahelepanu agressori
tegevust motiveerivale ja
varasemalt moeldamatuna tundu-
nud arutule ja kontrollimatule
kurjusele.

Sestpeale kui ma ise ja kogu
Ukraina tlhiskond sellest aru
saime, on koik teisiti. Hibriid-
sO0jast on saanud otsene

laastav sO0jategevus, mis lahus-
tas endas igasuguse post-
koloniaalse hiibriidsuse ja
mitmetimdistetavuse ning isegi
méistliku kahtluse — eelneva
agressiooni tunnistajatest on
niiidseks saanud kas selle ohvrid voi
taideviijad, tihtipeale s6ltub
see sellest, kuidas paiknetakse
Ukraina ja Venemaa piirialadel.
Adrmise végivallaga silmitsi
seistes on voimatu erapooletuks
jaada; selle sdja eest vastu-
tuse votmine voib olla ainus
viis inimlikkust sailitada kui
inimene taipab, et on vagivalla
ja johkruste suhtes lkskoikne.
Mida kauem ilhiskond soda peab -
métlen siin Vene Uhiskonda -

ja seda rada kaib, seda vahem
ollakse suutelised ara tundma
sligavale ulatuvat lagunemise ja
moondumise protsessi, mis vois
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kill kunagi olla pelgalt meedia
toovahend, kuid millest niitd-
seks on saanud eluviis. Ukrainas
sodimise pohjuseks toodavates ja
hiskonna siivakihte puudutavates
valedes plisivalt elamine muudab
nii valist kesta kui ka asjade
sligavamat olemust, aga ometi
jédéb see metamorfoos médrkamata
just neil, kellega see toimub.

Siin on marksonaks nartsissism.

Uuskoloniaalsuse poole puidlev
riik vaatab peeglisse ja néaeb
enda Umber imperiaalset minevikku,
meeldides enesele mitte oma
praeguses olekus, vaid
koloniaalse ,hiilguse” kuhtuvas
peegelduses, mille propaganda-
masin on milddiks tlendanud ja
mida aina levitab. Uus-
koloniaalse riigi siigav nartsissism
on sissepoole podratud ja seega
ei lase ta end valisel pilgul
mojutada. Lihtsa vaevaga jaab
tal enese koletislik valimus
kahe silma vahele, ta ei marka,
et niisugune metsik orgiastiline
tants juhib ta koos kodanikega
otse sligavikku. Teiste silmis on
selle peegeldus aga 6dOvastav.
Selline moondumine on epis-
teemilise vagivalla tulemus, mis
kaasneb kehalise johkrutsemise
ja iga koletise kaudse panusega
sellesse. Moonutus, mille rahva
toetus sO0jale Vene ihiskonnas
esile kutsub, vormib aga sdja-
tegevusest klantspilti: alates
laialdastest aruteludest selle
tile, et ,koik ei ole ikkagi nii



heselt moistetav” kuni Vene
suunamudijateni, kes nende oma
sOjavae poolt havitatud Mariupolis
fotosid lavastavad. Niisugune
nailine ,mitmetimdistetavus”,
mida vahel ka rahvusvahelises
meedias armastatakse, tundub
sligavalt anakrooniline ning
vaatamata pilildele hibriidsusele
rohuda, toodab koletislikkust
juurde olukorras, kus ainus
voimalik variant on lahtipdimitus.

Olen kunstiajaloolasena viimasel
ajal palju sdja tottu esile
kerkinud dekoloniseerimise
vajadusest ja sellega kaasneva
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mitmetimoistetavuse kadumisest
kirjutanud. Et mitte sligavikku
langeda, tuleb nartsissismile
vastu seista ja arendada voimet

episteemilist moondumist tajuda.

Imperialismi hipnotiseeriv
peegel teeb aga oma t60.

Sellises surmatantsus osale-
mine voib tantsijate silme

labi teistsugune paista, kuid
groteskse etenduse katastroofi-
line 1d6pp ja nartsissistliku
uuskolonialismi langus on
valtimatu.
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SURMATANTS

Surm veab ringméangu,
ent Uhe tantsija
jalad on kdéverad ja masajad
ja ta vaaratab,
astub teise jalale,
kes ehmub,
lendab uperkuuti,
tirides kolmandat kaest.
Kolmas ei joua
neljanda kaest lahti lasta,
too kukub vasakule ninali -
ja et ta on raske
nagu minu sida
tombab ta llejaanud kaasa.
Doominoefekt
ja vilets koreograafia
kisuvad kiiva Surma tantsu
nagu igat teist.
Uksnes Surm piisib,
kaotades koik oma tantsijad
viimases ringis.
Naabrikoer Kerberos
vaatab kohmakat balletti
laisa pdlgusega.
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Svitlana Biedarieva. ,S6ja morfoloogia®“ / «Mopdoaorus soitus /| Morphology of War (2017)
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Intervjuu Elo Liiviga

TANEL RANDER:
Kisin sinult kui avaliku ruumi
skulptorilt, samuti sinult kui
aktivistilt, kelle fookuses oli
kunagi Eesti vabadussammas: Milline
méju on praegusel noukogude
slimboolika ja monumentaalse
kunsti eemaldamisel? Kas ja
kuidas on see vajalik? Ja milles
see vOiks seisneda - kas silma
alt araviimises, havitamises voi
Umberkontekstualiseerimises,
nii et tankist pjedestaalil saab
muuseumieksponaat?

ELO LIIV:
Teeksin siinkohal kéigepealt
selguse terminites, kuna tundub,
et monumente ja monumentaal-
kunsti oma sarnase kdla tottu
vadralt samastatakse. Monument
tahendab kitsalt vdetuna ainult
malestusmarki — (ladinakeelsest
sbnast monumentum ,mdlestus-
mark”), ajaloolise siindmuse
voi isiku, ka looma, eseme vOi
tegelaskuju malestuse jaadvus-

tamiseks loodud rajatist. Sona
monumentaalne tahendab suure-
mootmelist, voimast, pdhjalikku,
laiahaardelist, kapitaalset.
See, et miski avalikus ruumis
olev monument on monumentaalne,
ei tahenda samas veel, et tegu
oleks monumentaalkunsti teosega.
Igasuguste monumentaallahenduste
puhul tasub aegajalt lle vaadata
nende sobivus, sisu ja kunsti-
line vaartus.

Narva tank ning paljud puna-
monumendid ei ole plistitatud
kunstiteostena, vaid tegemist
on anastajate ja kolonisaato-
rite igavese hiilguse ja vdoimu
visuaalse propagandaga. Vastu-
pidiselt nende propageeritud
ideaalidele on nad paradoksaal-
selt tehtud halvasti, kiiresti,
stamplikult, kanoniseerituna.
Kas ajaloo maletamiseks on vaja
lenineid voi tanke meie linna-
ruumi? Kindlasti mitte! Kas
kunagised orjastatud voi genotsiidi

talunud rahvad vajavad oma-
aegsete kolonialistidest ,kultuuri-
toojate” monumente? Ei, kind-
lasti mitte! Kuigi valus on
skulptorina kujude paid veeremas
ndha, siis tuleb aru saada, et
paradigmad on muutunud. Selliste
kujude koht on ajaloo-
muuseumis, Uhiskond on liikunud
edasi. Avalik ruum peab vibree-
rima oluliste teemadega seotud
eluenergiast, mitte surnud vagi-
vallatsejate varjudest.

Laiemas diskursuses on peaaegu
iildse puutumata jaanud reli-
gioosse misjoni tahised kauge-
mast ajaloost, meil on té&naseni
avalikus ruumis esindatud kiriku
kui ajalooliselt vagivaldse

ja kolonisaatoritega koostodd
teinud institutsiooni plitd end
visuaalselt kehtestada. Et antud
teema pole praegu lldse tdstatu-
nud, on selgeks margiks, et min-
gil ajahetkel sulandub ohvrite
kultuur kokku anastajate omaga.
On vaid aja klisimus, mis hetkest
ka punasimbolite ja monumentide
nagemine meile enam haiget ei
tee. Ukraina soda tombas haavad
taas lahti.

On selge, et arenevale avalikule
ruumile ja teadvusele ette
jaavad propagandaobjektid on
ahistavad ja suretavad ruumi,
nad lahevad hapuks, haisema.
Mida poliitilisem ja vagi-
valdsema véimuga seotum on monu-
ment, seda varem see kukutatakse.
Kasvasin lles ajastul, mis varjas
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diktatuuri, tapmist, anastamist
ja kildditamist suurt Uhist
vennasrahvaste soprust kujutava
visuaalse propaganda taha. Uhe
kdega tapeti, teisega loodi
vOoltspaatoslikke teoseid. Olen
seisnud Tonismdel Enn Roosi ja
Arnold Alase loodud pronks-
soduri ees oleva ,Igavese tule”
auvalves, moeldes, kui tobe see
koik on. Samas see on just iks
nendest monumentidest, millel ma
oleks viilinud maha viisnurgad
ja andnud vormiliselt uue
tahenduse. Ja jatnud ta kéikide
IT MS-is hukkunud soédurite
malestusmargina oma kohale.
Praegune Tonismde plats tundub
siiani mulle tidhi ja volts.
Kaitsen tulihingeliselt ka
teiste voimekate arhitektide ja
skulptorite noukogude aegseid
monumentaalkunsti teoseid, mis
muutsid punavoimu tellimused
ajatuteks kunstiteosteks, millel
on igavikus suurem vaartus kui
ihe terroririigi voéimuambitsioon
ja kultus. Selliseid to6id voiks
alles hoida ja Umber motestada,
margistada.

Iseseisva Eesti monumendi suurim
tili on seotud olnud meie kdige
suurima vaartusega — vabadusega.
Vabaduse valjaku risti plstita-
mine tekitas suurt vastasseisu
ja mitte ainult kultuuriinimeste
seas."’ Suur osa Uhiskonnast oli
valmis vabadust kui Glimat
vaartust tunnetama ja ka kujutama
palju laiemalt kui keskpéarase
ristina klaassamba otsas.

! Elo Liivi initsiatiivil korraldati 2008. aastal petitsioon selle klaassamba vastu, mida
me praegu tunneme Vabadussoja voidusambana Tallinnas, Vabaduse véljakul.
Koguti umbes 10 000 allkirja. Rohkem infot: http://www.vabadusesammas.co.ee/lingid.html



Konkursi zirii valik (véahene
kunstnike ja arhitektide kaasa-
tus) ja kogu samba pistitamise
lugu matkis justkui totalitarismi,
millest tahtnuks erineda.

Meie vaikese riigi jaoks on ise-
seisvus midagi Ulimalt olulist
ja peale okupatsiooni oli auasi
taastada kdéik okupatsioonieelsed
sO0jamonumendid ja samas ajalukku
,raiuda” need olulised tegela-
sed, kes andsid oma elu Eesti
vabaduse ja kultuuri plisimiseks.
Nild voiks selle ca 30-aastase
perioodi enam-vahem lopetatuks
pidada ja alustada uue avaliku
ruumi monumentaalkunsti mdétesta-
mise ja elluviimisega.

TANEL.:
Kas praegust monumentide
eemaldamise protsessi voib naha
vajaliku kollektiivse rituaalina?
Kas ja miks me neid rituaale
vajame?

ELO:
Eks kogu maailma toimimist saab
vaadata 1labi rituaalse varvi
spektri, seda nii Uksikindiviidi
kui ka Uhiskondlikul, kollek-
tiivsel tasandil. Seda, kui
sisulised on voi peaks ltlema,
kui sisulistena tajutakse erine-
vaid rituaale, sO0ltub palju
sellest, kui palju sisu rituaali-
des suudetakse edasi anda voi
neis vaatajana ara tunda, nendega
samastuda. Rituaalid, mis on
minetanud sisu voi ei oma reso-
neerumiseks sarnase haalsusega
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inimesi, kukuvad tiihjade kotti-
dena kokku nagu diktatuuride
monumendid.

Riikliku tellimusega tehtud
monumentaalkunsti teosed ja monu-
mendid on justkui riigivoimu
(ideaalis rahva enamuse) mani-
festatsioon ja nende abil pre-
senteerib riik (ideaalis rahva
esindajad) kombetalitustena oma
pohiseaduslikke vaartusi.

Rituaalne on ka ajaloos iliha
uuesti ja uuesti korduv vanade
monumentide havitamine ja uute
asemele paigaldamine, hale-
naljakas on pealt vaadata seda
loomadelegi omast margistamis-
rituaali: ,mina olen piirkonna
boss, minu s...junn on varskem
ja pealmine!"“. Samas riikide
0igust oma iseseisvust kehtestada
el saa vorrelda diktaatorite

ja anastajate voimuvoitlusega.
Eestis ja teistes postsovetlikes
maades on olnud tegemist pigem
kodu puhastamisega vagivalla
slimbolitest ja see on olnud oma-
moodi teraapiline tegevus kogu
rahva jaoks.

Me elame demokraatlikus rii-

gis ja ei tohiks praegu loodud
monumente ja rituaale samastada
kunagiste punamonumentidega ja
nende Umber toimunuga. Monumen-
tidel kui monumentaalkunstil on
oma oluline koht meie avaliku
ruumi ilmestamisel, et luua sisu
ja tahendusvalju, narratiive ja
ka just nimelt rituaale.

TANEL.:
Oled oma loomingus tegelenud
vaarkohtlemise temaatikaga.
Praegusel ajal toimub vaar-
kohtlemine tohututes mastaapides.
See on ka lhe riigi poolt taiesti
normaliseeritud. Koik, mida
inimestele on kunagi opetatud
(alustades kasvoi sellest, et
elu tuleb hoida, et rahu on olu-
line jne), on justkui pea peale
podratud. Uhel véi teisel viisil
ulatub see Ule agressorriigi
piiride. Kas naed paralleele
vaarkohtlemisega individuaalsel
tasandil? Kuidas sellega toime
voiks tulla?

ELO:
Jah, nden. Kahjuks mitte
ainult Uhe riigi poolt, vaid
neid riike on jatkuvalt liiga
palju... Maailm on ohtlik paik,
kus vagivallatsejaid voib leida
igalt tasandilt ja neil jatkub
oma tegevusele alati o0igust ja
pohjendusi. Ohvrid omandavad
vastukaaluna jumaliku ande trans-
formeerida kdéik heaks ja kui
onnestub vagivaldsest suhtest
vdljudes sooritada metamorfoos,
on tegu todelise kangelasteoga.
Moeldes, kui palju transformat-
sioone ja kangelastegusid peavad
sooritama inimesed véi ka rah-
vad kollektiivselt igapdevaselt
genotsiidi all olles, aga laie-
malt ka inimihiskonna haardes
agav looduskeskkond, siis see on
toeliselt masendav.
Peale taasiseseisvumist oli mul
tunne, nagu oleksime kollektiivselt
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eemaldunud vagivaldsest suh-
test. Kahjuks pole aga abuserist
voimalik saja-protsendiliselt
eemalduda, taipasin seda

alles 2014. aastal seoses Venemaa
sissetungiga Ukrainasse. Meie
eluga jaabki ilmselt taagana
kaasa kaima pidev vaimne arevus
vOoi pinge voimalike kannatuste
ees tulevikus ning kunagiste
valude malu. Koik lahisuhte-
vagivalla opiku punktid voib
kanda silimboolselt lle meie suure
idanaabri praegusele ja ka endi-
sele tegevusele nii oma enese
rahva, meie hoimurahvaste kui ka
koikide endiste naabrite suhtes.
Ja need pole ilhekordsed vagivalla
aktid, tegemist on silisteemsete
ja korduvate repressioonidega.
Venemaa (nii nagu ka teiste dikta-
tuuride) inimesed on sajandeid
kestnud vagivalla ohvrite menta-
liteediga. Me imestame, miks nad
vastu ei hakka - aga pohjus on
ju sama, miks lahisuhtevagivalla
ohvrid ei suuda abuserist
eemalduda voi ise abuseriks
muutuvad. Nende minapilt ja
vaartus on deformeerunud, ainsaks
ellujaamisstrateegiaks ongi
vagivalla Umbermotestamine mil-
lekski heaks ja vajalikuks. See
aga loob (ha uuesti ja uuesti
tingimused uute manipulatiiv-
sete juhtorganite tekkeks. Kui
lisada sellesse annus suur-
Sovinismi, siis saabki alguse
valu kanaldamine naabrite
ahistamiseks ja inimdiguste
mahatampimiseks. Oleks vaja
mitut pdlvkonda, kes kogenud



inimdigusija demokraatiat, et
tslklist véaljuda.

TANEL.:
Mida tahendavad sinu jaoks kris-
tallid, mis moodustavad enamiku
sinu installatsioonist? Miks
just kristallid?

ELO:
Kristallid on puhtuse, lootuse,
vabaduse, aga ka vaimse rikkuse
stimbol. Kui vaimsed ja inim-
o0igustega seotud vaartused
eemaldada, jaab vaid maine rikkus
ja ndilisus. NSVL-i aegses
totalitaarses diktatuuris omanda-
sid kristallid just sellise
draspidise tahenduse. Installat-
sioon ,(Uni)stus” toetub minu
lapsepdlve sovetiaegsetele
malupiltidele, mil valitses
totaalne vaesus - aga palju-
del olid kristallvaasid riiulil
vOoi kristalllihtrid laes. See
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oli aeg, mil tegelikkusest oli
saanud paralleelmaailm, unistus,
valikuvoimalusteta uni. Orjaaegne
must lagi? koos okupatsiooni-
aegsete kristallidega viskavad
tadnapdevani ulatuvaid tuhandeid
tumedaid varje kogu Uhiskonnale.

Totalitarismi lammatavat
illusoorsust tootev maailm pole
kahjuks kuhugi kadunud, koik
see, mis praegu Venemaal toimub,
on justkui okupatsiooniaastate
taasvaatamine reaalajas.
Mastaapne Opitud abituse siindroom
taastoodab uut nogise lae alust
massi, mille suurust on kris-
tallide nailistele vaartustele
pihendudes raske tahele panna.

Installatsiooni osaks olev Jonni-
punn ehk Nevalyashka voi Vanka
Vstanka koigub militaarse marsi
taktis edasi ja Umber ei kuku.

2Viide Juhan Liivi luuletusele ,Must lagi on meie toal“, orjaaja kannatuste siimboolne kujund.
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Elo Liiv. Vaade teosele ,(Uni)stus“ / Bux na paory «Meuray» / Exhibition view of the installation Dream



Vaimud

Paulina Pukyte

20. sajandi keskklassikodudes
leidus sageli kristallndusid.
Kui kunagi peeti kristalli
puhtuse kehastuseks, siis
tanapdeval ei ole see enam nii.
Praegu seostatakse seda

pigem lahiminevikuga, tapsemalt
,halva” ja ,rapase” noukogude
ajaga, olgugi, et toona hinna-
ti kristalli just seetottu, et
meenutas inimestele sodade-
vahelise perioodi head elu. Sona
,kristall” toob motteisse haa-
vatavuse, naiteks kui meenutada
ajaloost tuntud Kristallnachti
ehk juudi paritolu inimeste (n-0
Teise) vastu suunatud vagivalla-
lainet. Upris ldhedane seos on
ka kristallkuul - ese, mille
abil saab vaidetavalt tulevikku
ennustada.

Sarja ,Vaimud” eksponeeriti esma-
kordselt 2022. aastal Vilniuse
rahvusgalerii (endine Noukogude
revolutsiooni muuseum) modernist-
liku hoone erinevates nurkades.

Teos 0li paigutatud nii, et
kristallesemed mojusid raaba-
ka ja haavatavana — mitte nagu
kunstiteosed, vaid kui tummad
voorad mingist teisest kultuuri-
lisest paradigmast, mis mingis
mottes justkui tahavad seal
olla, aga samas on voimetud oma
kummituslikkust minetama. Selles
kontekstis on kristallnoud aga
Uksnes millegi puuduoleva
dublandid. Anumad seisavad
postamentidel, pliides olla nagu
minevikukangelaste blistid —
valjapaistvad ja aukartust-
aratavad, kuid samas on nad ka
haprad ja silmnahtavalt

tihjad (kui just vihmavesi pole
neile taiteks sattunud). Nad
asuvad lUhtaegu sees- ja valjas-
pool, voi pigem — nad ei asu ei
sees ega valjas, vaid on loksus
majataolises puuris, mille on
teinud keegi teine kunstnik Uhe
teise naituse tarbeks. Et
anumaid lahemalt naha, peab
naitusekiilastaja ettevaatlikult

vabisevale raudkarkassile
astuma ja see muudab temagi oma-
moodi haavatavaks.

»,Vaimud, " kirjutab Avery Gordon
raamatus ,Ghostly matters”, ,ei
kuulu lihtsalt minevikku, vaid
niisugusesse minevikku, mis on
alla surutud ja problemaatiline
ning ilmutab end seetdttu just
kummituste kaudu.” Kirjandus-
teaduses viitavad vaimud sageli
korvaletorjutud, marginaliseeritud,
pagevale teadmisele, mis lahtub
valjastpoolt teadmusloomeinsti-
tutsioonide hierarhiat. Samas on
kummituste abil voimalik
kujutleda ka seda, mis on kaduma
lainud voi seda, mida pole kunagi
olemas olnudki ning kujutleda
tulevikku, mis voiks tekkida
valjapoole meile moistetava
haaret, ning naha teise pilguga
nii meie maailma asju kui ka
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ajalugusid, mis on need voimali-
kuks teinud.

Kusagil tulevikus on need
kristallanumad juba purunenud.
R.W. Fassbinderi filmis ,Hoiatus
piiha hoora eest” ootab igav-

lev ja meeleheitel vottegrupp
madramatu aja filmivotete alga-
mist — juuakse Cuba Libresid ja
loobitakse kristallklaase haar-
beri pdrandale puruks. Veelgi
suuremas ahastuses rezissoor
viskab viimaks ka oma klaasi
kildudeks ja ttleb: ,Kui ma ei
saa midagi lohkuda, voiksin sama
hdsti ka surnud olla.” ,See film
on johkrusest,” tunnistab ta
hiljem ajakirjanikule, samas kui
koik kohalolijad naivad kdigisse
armunud olevat. ,Millest muust
ikka filmi teha,"” vastab too.



Varjud

Paulina Pukyte

Valgusallikat, mis ,varje” teki-
tab ei ole naha, pigem tundub
valgus hoone seintest immitse-
vat. Akki see ongi see kurikuulsa
uue homse koidukuma, mis kunagi
paevaks ei paisunud — ndukogude
parema tuleviku lubadus, mis
iialgi ei taitunud?

Sotsioloog Avery Gordon on 6el-
nud, et kaotatu on Uksnes naili-
selt puuduolev, kuna teatud
Uhiskondlike aspektide voimen-
datud ,kadumine” heidab koigele
olemasolevalt tugevaid varije -
olevikku painab alati mineviku
vaim. Vahetevahel joonistuvad
seesugused vaimud selgemini
valja.

Naitusekilastajad sekkuvad taht-
matult ,varjude mangu“ — varjudele
kogemata peale astudes, nende
kuju muutes, piirjooni hagustades,
jalgadega méoda galeriid laiali
tassides ja aegamddda need ole-
vikku laiali puistades.

,Need on toeliselt kaalukate
inimeste kadumise tagajarjel
vagivaldselt jalataldadelt
lahtikistud nahk. Neid inimesi
on olnud nii palju, et arve-
pidamine laheb segamini. Nende
kadumise raskusest ja marras-
tustest jaavad maha pehmete ja
ornade taldade jaanused,
nahatiikikesed, -ribad ja -rullid,
mis maarduvad ja tombuvad oma
pisisuses ja armetuses hilppelaua
servas paikese kaes aina
tumedamaks. Need muudkui kogune-
vad, hodrduvad ja segunevad.”’

! Katkend David Foster Wallace’i novellist ,,Forever overheard“.
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Paulina Pukyte. Vaade installatsioonile ,, Varjud“ / Bux va nncramrsmmo « Tern» / Exhibition
view of the installation Shadows (2022-23)
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Kahjuks ei jadnud ta

J

pilgule selles vaenlaste toas

muud puhkepaika

Aitah kirja eest, see viis mind tagasi varasemasse

aega ja konteksti ning pakkus mulle seeldbi praeguses
olukorras teatud pslithilist abi. Tunnen nagu oleksin
keerleva karusselli sisemisse ringi 1loksu sattunud,
kuid puuhobuste asemel ajavad seal liksteist taga hoopis
varahaldurid. Aeg-ajalt suudan selle pdédrlemise hetkeks
oma peas peatada ja mul on tunne, et see on lihtsalt
ks jube film v6i sotsiaalmeedia voog, nii et selles
voib naha teatavat korda ning teha Escheri-stiilis
jareldusi. Siis aga hajub hetkeks vaigistatud kaader
taas ning kdrgsageduslik tagaajamine jatkub (loomuli-
kult ei peatunud see tegelikult nanosekundikski) ning
koik, mis ma suudan eristada, on vaid fataalselt halb
enesetunne.

Ma ei tea, kas asi on minu armastuses aurupungi vastu
voi mones muus taustateadmises, aga ma ei saa kasutada
selle kohta sd6na ,apokaliipsis”, nagu sina seda tegid,
seega tahaksin tegelikult sult maskide langemise ja
paljastuse teemal rohkem kuulda.

Loeksin hea meelega ka pikemat teksti sinu uurimis-
t00st, et mdista paremini nartsissistlikku kompensat-
siooni temaatikat, millele sa viitad ning mille sisu ma
praegu vaid intuitiivselt aimata voin. Vabandan, kui

mu vastus fragmentaarne voi liialt hajus tundub, piian
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justkui tabada erinevaid akorde, et vaadata, kas miski
meie edaspidises vestluses voiks kokku haadlestuda, kui
sa siis ikka veel vestlust jatkata soovid...

Vaatasin uuesti 1labi oma Katlakiitja naituse arhiivi
materjalid ja leidsin sealt muidugi ka sinu selleks
puhuks kirjutatud teksti, mille tahtsin enne sulle
vastamist uuesti lle lugeda. Ma ei maleta, et oleksin
Ida méistet enda jaoks kunagi pariselt sonastanud, see
tundus olevat liiga suur, et see mikroskoobi alla
panna, ja liiga vaike, et sellele teleskoobiga laheneda.
See-eest instrument, mida tal on alati onnestunud kdige
paremini &ra petta, on kell. Vahetuste graafik, sage-
dusega 24 tundi ON ja 3 pdeva OFF, oli ainus juhuslik
(voi siis mitte) kronomeetria, millega mul Onnestus
sellele laheneda. Ma usun, et koik end idaga seostavad
kollektiivsuse vormid voiksidki toimida sellisel sutki
cherez troe pohimottel. Ma arvan, et minu vaade idale
on paris puudulik, arvestades, et mind ei huvita hetk,
mil see (surnult) siindis voi nurisinnitusel suri... voi
mis iganes valjendust selle algse trauma kirjeldamiseks
kasutama peaks. Voi tegelikult huvitab mind kill see
hetk ise, see kummaline ajaihik, kuid mitte nii véaga
see slindmuste jada, millest see konkreetne hetk esile
tousis. Sellepdrast (kui sa lubad mul vabalt tdlgendada)
tahaksin ma keskenduda sinu teksti viimasele osale -
metamorfoosile —, kus Samsa/katlakitja mangu tuleb.
Sinu teksti viimasest 16igust porkudes, tunnen ma ara
midagi, mis asub selle keskmes, kuidas ma nden enda
suhet idaga — see on mingi radikaalne muutus ajavoolus
ja selles, kuidas see aeg Uldse voolab, ja meie suhetes
Umbritseva maailmaga. Muutus oli see jah, aga selline,
mis elimineeris selle aine, milles see muutus Uldse
aset leidis. Ja see leidis aset ,mitte-ajas”. Sul voib
endiselt olla kaks jalga, aga nad konnivad niiid erine-
vas ritmis, void raakida ikka sama keelt, aga niidd on
sellest saanud dialekt, ja see juhtus kiirusel, mida
pole voimalik tajuda... jah, pohmellijargne hommik. ..
mis saabus juba enne koidikut.

Selle tahendusniansi moéistmiseks voiksime vaadata vana
prantsuse filmi Themroc (vaadatav veebilehel: archive.
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org), kus mangitakse 1labi teistsugune — “laanelik” -
metamorfoos: see on aeglane ja ajas arenev, kasvatades
oma OOnestavat potentsiaali paevast padeva, koigepealt
lks kohatus, siis kaks, .. siis varisenud seinad, siis
vardasse aetud politseinik. Michel Piccoli kehastatud
tegelaskuju maailm jaguneb kaheks: nendeks, kes temaga
kampa lodvad (see leiab taaskord aset jargemdodda,

14dbi meelituste ja jdljendamise) ja nendeks, kes on
tema vastu — seda koike saatmas erootiline mang, kus
teise grupi tegelasi meelitatakse esimesse 1labi teatud
ileminekuriituse — see on initsiatsioon, et astuda
,opositsiooni” orgialikku kollektiivi. Vastandlikud
pooled tegutsevad sinkroonis, huplik roopmontaaz

aitab sellele kaasa ja voimendab seda, samuti teevad
seda simbolid, mida luuakse ja havitatakse. Tegemine ja
arategemine plsivad tempos ning vallapaastetud naudin-
gute oiged kajavad vallutamist ootava linna fassaa-
didelt ja tihermaadelt vastu. Koik see oli peategelases
kasvanud (iha suureneva voorandumise surve all, ja niid
see plahvatas ning paiskus tema roduks muutunud toast
valja maailma. Tahendusvaarne on ka see, et Themroci
dra-pooranud-tehasetd6oline ja tema mass ei vaja abi,
vOoi nagu mulle tundub, toimivad nad isegi sellest
dimensioonist véaljaspool .. jah, sa vdid kill koos temaga
seinu lohkuda (nagu seda teeb (hel hetkel iiks tema
naabritest hddise haamriga 6rnalt tagudes), aga tema
katt hoiad sa ainult juhul, kui sa sellelt grillitud
liha jarad.

Samuti ei leidnud ma abi teemat sinu tekstist ,Abiks
ida-eurooplase inkubeerijale”, ometi on see voOib-

olla oluline, isegi kui varjatud (ja seda olulisem) osa
IDAst?' See sisaldab endas ideed abist kui millestki,
mis on vaga tihedalt seotud koos veedetud ajaga, mitte
nii vaga vastastikuse hoole artefaktide ja rituaalide
vahetamisega. Ma pakun, et kui ma teaks, kuidas
defineerida seda abi, mis pole ei hool ega toetus... See
on abi, mis variseb kokku, kui aja vooluga jannatakse
ja samuti on see abi, mille kaudu aeg varem voolas...
IDA... Kui ma teaksin, milliste sdnadega seda kirjeldada,
kolaks see ilmselt veel romantilisemalt, kui see, mis
ma just kirja panin, ning endise keskkiittekatla kiitmis-

! Teksti autor ja kunstnik Kirill Tulin viitab siin néitusele ,,Abiks keskkiittekatla kiitjale“ (2017),
mille raames piistitati EKKMi katusele tema teos tihtedega IDA.
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el ja sildi kettidega katusele vinnamisel poleks mingit
motet. Seda Oeldes ei pea ma silmas, et sellel ildse
mingi mote oleks olnud... peale selle, et mingil maaral
onnestus kulka raha kokku hoida nende kolme kummalise
tahe pealt, mis hiljem HOLIDAY sisse ara kadusid.

Miks sa midagi ei ttle? Sa pead ju
Miks sa seda koike talud? enda eest seisma.

Sa pead lubama, et teed,
nagu ma utlen, et mina ei saa sind

sest mul on alust arvata, enam kuidagi aidata.

Kaadrid Jean-Marie Straub and Daniele Huillet’ filmist , Klassisuhted, mis pohineh
Kafka romaanil ,,Ameerika“.
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Themrocis kasutatud rodpmontaazi asemel annab siin pikk
staatiline kaader tunnistust tegelastevaheli-

sest flilsilisest eemaldumisest: kdte koreograafia, kus
kujuna seisva katlakitja katt kobav ,abi pakkuv” kasi
tommatakse eemale (ja asetatakse abitult lebama pahk-
luule kaadri keskel), seda saatmas soOnad: ,Mina ei saa
sind enam kuidagi aidata”. Kaader, mis toob valja abi
kui voimatuse mootme. Katlakiitja on leidnud ajutise
liitlase, kes esiti soovib tdesti abiks olla, eba-
0iglust heastada, kuid leiab peagi, et abi andmine pole
voimalik — nii seedttu, et kasu pole tema soOnadest

kui seedttu, et katlakiitja suutmatus enda eest seis-

ta valistab samuti abi voimaluse. Olen sellest saadik
moelnud, kas viimane vastab tdele (nii Karli ja katla-
kitja puhul kui ka tldiselt)?

Tosi, filmis ei palunud katlakitja kunagi Karli abi
(vastupidi, Karl, kes vajas abi oma kohvri leidmisel,
sattus laeva sisemusse eksides katlakiitja otsa), ta ei
palunud relvi ega laskemoona, ... seda kirjeldaks aga
paremini sbéna ,toetama”, mis on tanapdeval asendanud
sonaga ,abi”. Seda on teinud need, kellele meeldib toeta
mise abil olla ,inimlik”. Ka katlakiitja ei olnud tege-
likkuses abitu, vaid astus enda eest valja ja sililidistas
oma Ulemust ebadigluses. Ma ei hakka sind siin episoodi
pikema lahkamisega koormama, annan lihtsalt pogusa
Uilevaate, kasutades filmi ,Klassisuhted” (mis on nii
filmi pealkiri kui ka meetod) kui optilist viidet.

Karl reisis laeva odavsektsioonis ja Ameerikasse
joudes, vahetult enne laevalt lahkumist, sattus ta
kokku katlakitjaga, kellel paistis olevat — nagu sina
seda nimetasid — ,pohmellihommik”. Katlakiitja kirjel-
das talle tehtud llekohut (eeldatavalt natsionalist-
likus tdhenduses) ja vahetult enne seda, kui ta Utles,
et tunneb end selles uues maailmas/paadis justkui vales
kohas, soOnastas ta ka enda ja Karli vahelise suhte,
oeldes: ,Ma tean, et sul ei ole méjuvoimu ja sa oled
samuti vaene poiss”. Jargmine stseen — allutamise tants -
kapteniruumis erineb oluliselt Kafka algsest teks-
tist, kus katlakiitja korvale heidetakse ja tal ruumist
lahkuda palutakse - ,Selle vastuse peale vaatas kitja
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Karli poole alla, nagu oleks Karl tema sida, kellele

ta tummalt oma hdda kaebab”.? Samas kui filmis saadab
katlakitja Karli lihtsalt pilguga, kui too teda kapteni
ette kaitsma laheb. Ma arvan, et filmi selline tdlgen-
dus annab moista, et abi voimatust nahakse siin rohkem
klassisuhetest lahtuvana, mis tingis ka eelpool maini-
tud kate koreograafia, mida raamatus polnud. Parast
ootamatut kohtumist oma kdrgklassist onuga (samas
stseenis) saab Karl enesekindlust juurde ja loodab, et
uus staatus voimaldab tal katlakitjat paremini kaitsta, ...
aga see pole nii ning see loob nende vahele 1lohe, mida
abi ei suuda enam tasandada. Tsiteerin raamatust kat-
lakitja motte, mis demonsteerib, kuidas toetus kui
vahetuskaup on asunud tdelise abi kohale: ,See Oepoeg
(niiud ndeb ta Karli eelkdige ,0epojanaja”) oli muide
katsunud talle enne seda mitu korda kasulik olla ja
tananud teda seega ette juba ammu enne dratundmist enam
kui kiillaldaselt temapoolse teene eest (loomulikult
peab ta siin silmas nii Karli kui ka tolle mdjukat onu);
kitjale ei tulnud pdhegi temalt veel midagi nduda. (...)
Vastavalt sellele arvamusele katsus kitja Karli poole
mitte vaadata, kuid kahjuks ei jaanud ta pilgule selles
vaenlaste toas muud puhkepaika.”

Kirill Tulin

2 Franz Kafka, ,Ameerika“, tolkinud Mati Sirkel. Tallinn: Tanapédev, 2006
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SVITLANA
BIEDARIEVA

on Ukraina kunstnik, kuraator ja
kunstiajaloolane, kes tegeleb
oma loomingus s0ja, identiteedi,
malu ja vastupanu teemadega.
Tema projekti ,S6ja morfoloogia”,
2017 on naidatud Mehhikos,
Pueblas Museo Taller Erasto
Cortés’is, Mexico City National
Center of Arts’is ja Ukrainas,
Odessa 5. rahvusvahelisel bien-
naalil. Svitlanal on doktorikraad
kunstiajaloos Courtauldi Kunsti-
instituudist ning ta on koosta-
nud ka mitmeid Ukraina kunstile
pihendatud raamatuid. 2019.
aastal kureeris ta koos Hanna
Deikuniga naituse ,Rindejoonel:
Ukraina kunst 20613-2019", mis
tegeles Venemaa sd6jaga Ukrainas
ning mida naidati Mexico Citys
ja Winnipegis. 2022. aastal val-
iti ta 2023. aasta Prince Claus
Seed Award’i laureaadiks. Samuti
on ta 2022-2025 CEC ArtsLink
Internationali stipendiaat.

ELO LIIV

on skulptor ja pedagoog, kelle
loomingut iseloomustab mitme-
kilgsus, installatiivsus ja
eksperimentaalsus. Kunstniku
toodes kajastuvad maailmavaate-
lised ja sotsiaalsed teemad, sh
lahisuhtevagivald, usuvabadus ja
keskkonnahoid, aga ka sligavam
psihhoanaliiis ja mentaalsed

seisundid. Liiv on osalenud
installatsioonide ja skulptuuri-
dega naitustel (le 30 aasta,
lisaks on tema kde all valminud
ka mitmed Eesti monumendid ja
monumentaalkunsti teosed. Valgus-
kunsti edendamiseks on Liiv
seotud mitmete valgusfestivalide
korraldamisega Eestis — nii
peakorraldaja kui peakuraatorina.

HOLGER LOODUS

on Eesti kunstnik, kes tootab
peamiselt maali ja installat-
siooni vallas. Tema loomingu lks
labivaid meetodeid on igapaevaste
kogemuste mistifitseerimine.

Kui tema varasemaid toid voib
iseloomustada maagilise realismi
kaudu, siis hilisemate teoste
tarvis tunduvad sobivat ulme voi
alternatiivse ajaloo kategoo-
riad. Tema teos ,Vilja riigile”
0li osa tema 2021. aasta isiku-
naitusest ,Taasluues neid vanu
nolvakuid” Tartus Kogo galeriis,
mis keskendus Dante purgatooriumi
kontseptsioonile.

KATERYNA
LYSOVENKO

on kunstnik, kes tootab
monumentaalmaali, joonistuse ja
tekstiga. Ta uurib maalikunsti
ja ideoloogia suhteid, ohvriku-
vandi loomist nii poliitikas kui
ka kunstis antiigist tdnapadevani.

Lysovenko laheneb maalikunstile
kui keelele, mida on voimalik
instrumentaliseerida voi
vabastada. Ta on pikemalt elanud
ja tootanud Ukrainas, Kiievis.
Praegu elab ja tootab ta
Austrias, Viinis.

PAULINA PUKYTE

on kunstnik, kirjanik ja
kuraator, kes elab ja tootab nii
Londonis kui ka Vilniuses. Ta
tegeleb kohaspetsiifiliste
sekkumistega, tootab nii staati-
liste kui liikuvate piltidega
ning loob kontseptuaalseid
projekte, dekonstrueerides sotsiaal-
ideoloogilisi multe ja sotsiaal-
kultuurilisi kliSeesid. Ta votab
sona avaliku ruumi ja malestami-
sega seotud teemadel ning 2017.
aastal kureeris ta 11. Kaunase
biennaali ,0n ja ei ole ka:
Monumendi véimalikkusest ja
vOoimatusest”. Lisaks eelnevale
kirjutab ta kriitilisi ja satii-
rilisi artikleid kunsti ja
kultuuri teemadel, nagu ka eks-
perimentaalset kirjandust,
luulet ja naidendeid.

TANEL RANDER

on Eesti kunstnik, kuraator ja
kunstikirjutaja. Teda on alati
huvitanud subjektiivsuse ja seda
vormivate valismojude vaheline
pinge. Alates 2010. aastast on
ta tegelenud Ida-Euroopa identi-
teedi ja dekoloniaalsusega.
Viimastel aastatel on teda haka-
nud huvitama vaimne tervis ning

kunsti teraapiline ja lepitav
moju. Tema viimaseks isiku-
naituseks oli ,Angelus Novus”
(2022) Tallinnas, Hobusepea
galeriis.

ALIAXEY TALSTOU

on kunstnik ja kirjanik. Tema
toode peamisteks teemadeks on
sotsiaalsed ja poliitilised pin-
ged, tehnoloogia ja selle moju
inimmoéistusele, o6koloogilised
katastroofid ja kriisid laie-
malt. Oma kunstipraktikas tootab
Talstou maali, joonistamise,
video, performance’i, protsessi-
pohiste osaluspraktikate ja
tekstiga. Talstou on siindinud
Valgevenes, Minskis, kuid elab ja
to6tab praegu Saksamaal,
Hamburgis.

KIRILL TULIN

on katlakitja. 2017. aasta tal-
vel kittis ta noukogudeaegse
kdasiraamatu jargi EKKMi naituse-
pinna soojaks. See oli osa tema
kuraatoriprojektist ,Abiks kesk-
kittekatla kitjale”, mille raa-
mes plustitati EKKMi katusele
silt ,IDA”. Kitmine toimus vahe-
tustega ning selles osales tei-
sigi inimesi. Uhtlasi vdis see
olla ilks vaheseid kordi, kui
EKKMi ruumid talvel soojaks said.
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IIpomaii, BocTok!
IIpomaii, Hapmucc!

Tanesns Paugep

BO3BPALLLEHUE
YIHETEHHbIX

BocToyHaa EBpona — aTO Kon-
NeKTUBHas UAEHTUYHOCTb, 3auu-
K/leHHasi Ha MpowsoM, OCHOBaHHas
WUCKJINYUTENIbHO Ha TOM $akTe, 4TO
BO BpeMs XOJloAHOW BOMHb EBpona
6blla pas3fesieHa Ha fABe 4acTu —
BocTok n 3anan. W xoTa aTa BOWHa
3aKOH4YMNacb, a Xene3Hblll 3aHaBec
nasna, pasMmMexeBaHWe W YCJIOBHOe
pasneneHve Mmexny [AOByMmsi EBponammu
HUKYyAa He uc4yesnu. [epBoHavanb-
HO cuUMTaNnocCb, 4YTO 3TO CBA3aHO

C «3arnafHbiM B3rsAoM», KOTOPbIN
cMoTpen Ha BocTouHyw EBpony c
OTUYXOeHMeM U HepoBepueMm. PaH-
HUA BOCTOYHOEBPOMEUCKUN AUCKYPC
BO MHOIOM OCHOBbIBAJICA Ha cre-
KYNnsauusx 9TUM «3anafgHbiM B3rnsa-
LOM», MOoAYEepPKUBAHUM pPa3IUUUN U
pa6oTe c nofaBfieHHON MaMATbIo.

N TyT BHesanHo BocTok Kak 6yaTo
oyHyncsa. W Hapsagy c nopaBfieHHOM
namMsiTbio BO3HMKIIA HOCTaNbrus.
To, 4TO paHble npesupanu, 4ero

CTHANNUCE, MpeBpaTUIOCb B HEYTO
3K30Tu4Yeckoe. BocToyHasa EBpona
BOPYr cTana nonynsipHoOM W npu-
Bnekna kK cebe BHUMaHuMe BCEro
mupa. [ofgpl poccuMCKoOW npona-
raHapl B coyeTaHUWM C HanageHuem
Ha YKpavHy u aHHekcueln Kpbima,
BEPOATHO, O6bIJIN OCHOBHbLIMU MPU-
YyMHaMu BO3pOCWEro MHTepeca K
BocToky. BO3MOXHO, Mbl MMeeM
Jeno C BO3BpaWeHneM YrHeTeHHbIX
B HekoeMm [OedopMMPOBaAHHOM BUAE.
N 3TO He OCTpbHIN ykac, KOTOPbIN
nopasus Hac B MNpoOWSoM rogy.
Ckopee, 9TO NOXOXe Ha KOMMep-
YecKyl sipMapKy, KOPHM KOTOpoW,
Kasanocb 6bl, YXOOAT B HefaBHee
TeMHOe Mpowsoe COBETCKOW umne-
pun. Bca BocTtoyHaa EBpona — BO
BCEM CBOEM pa3Hoo6pasvuM — oKa-
3anacb «HoBbiIM BOoCTOKOM», pac-
KMHYBWMMCHA Ha OrPOMHOM Yy4yacTke
3emMnn mMexpy AOpuaTUYecKum u
banTuinckum mMopsaMM M TUXUM OKe-
aHoM. CTpaHbl M perunoHb, KOTO-
pble ocBO6OAMNNCH OT OKKynauuwu,

JeMoKpaTuU3npoBannucb M obpenu
He3aBUCUMOCTb, Tenepb CHOBa
oKasasMcb B TOW FeonoIMTUYEecKoM
coepe, 4YacTbl KOTOPOM OHU 6bIK
B TeyeHue 50 neT. 3TOT dApma-
pOYHbI 6anaraH noj Has3BaHUEM
«HoBbI BOCTOK» 3acTaBun CTpaHbl
banTun BhINAsSicbiBaTb NOJL PYYKY C
Poccuenn, bankaHamu, LeHTpanbHon
Asunenn n lleHTpanbHon EBponon. Ha
nepBbI MfaH Bce ele BbCTynanm
pYLVMEHTbH PYCCKOM M COBETCKOW
KYNnbTYypbl, TakuMe KakK MaHesbHble
noma, babushk u w ronHukn. TyT n
Tam MefibKanu reoprueBCKUE JieH-
Tbl U pycckue TaHku.' U BOT, B
COOTBETCTBUM C [JYXOM BPEMEHU U
BO MHOIroM 6riarogaps pacnpocTpa-
HEeHUI couManbHbIX CeTen, BMecTO
«3anagHoro B3rnsga» cdopmmpo-
Basica «rjobasbHbli B3rnsaL» .

Bce aTo npousowno 3a nocnegHee
JecAaTuneTve, KOTOPOE MOXHO Oxa-
pakTepu3oBaTb KakK 3Moxy MNoauTu-
3aunn 1 nonspusaummn. lMpounsowno
pacrnpocTpaHeHne pOCCUNCKON
MSACKOM CWUMbl U ee MaBHbI nepe-
X0[ K BOWHe M Hacunuio. O0gHaKo
cobbiTHA 2014 ropga oT4Yero—To

He MpuUBESN K TaKoMy Mnepesiomy,
Kak B npownom rogy. Monutuye-
CKOe 3Ha4yeHue 3TOoro nepesioma
M3BECTHO KaxaoMmy. Ho kak OH oT-
pasuTCs Ha Hac U Kakoe BIUsiHUE
OKaxeT Ha KyNbTypy, Mbl, CKopee
BCEro, CMOXeM MOHATb JiNWb Korpa-
HMO6Yab B 6yaywem. «[llpowan,
BocTok! Mpowan, Hapuyucc!» —
9TO MombiTKa pasobpaTbCs B Tex
OFPOMHbIX MepeMeHax, YTO Mbl
HabnwaaeM cenyac.
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NCYHE3HOBEHUE
AHI'ENNA UICTOPUN

B camom Hauyane BOWMHb MHE BCMOM-
Hunca «Angelus Novus» MNayns
Knee, KOTOpbW B Tparnyeckom
BUgeHun BanbTepa beHbsimmHa 1940
rofa npeBpaTWCA B aHrena UCToO-
pum. A nNoTom A y3Hajn, 4YTO ckasan
Kapn lNyctaB WHr B KoHUe BTopon
MUPOBOM BOWMHbI: «Ternepb, Korpa
aHren UCTOpuMM MOKMHYN HEMLEB,
JeMOHbl 6ynyT MCKaTb HOBYI0 XepT-
BY. W aTo 6ymeT HeTpyaHo. Bcsa-
KW 4YenoBeK, KOTOphA yTpauuBaeT
CBOI00 TeHb, BCAKas Hauus, KoTopas
yBepyeT B CBOW HEMOrpewnMmocThb,
cTaHeT [obblyen». B npownoMm rogy
cTano fAACHO, Kyga nepebpanucb 3TU
neMoHbl . WmeHHO Typa, rpge npouse-
TaeT YyBCTBO COGCTBEHHOM He-
norpewnMocTn, rae He 0CO3HaWwT
CyWecTBOBAHUA COOCTBEHHON TEHMU.
CywecTBa 6€3 TeHM M3BECTHbl Kak
BaMnupbl, KOTOpble MUTANTCH XU3-
HEHHOW 3Hepruen Opyrux.

C yxopnoMm AHrena McCTopuuM MCYE3so
JoBepve K UCTOpMM — K UCTOpun
BocToyHon EBponbl. A mockonb-

Ky caMmo cylecTBoBaHue BocTou-
Hon EBponbl CBA3aHO TOJIbKO C ee
HeLaBHeN UCTOpUEen, MOXHO Jnaxe
ckasaTb, 4YTO yTpayeHo goBepue K
BocTouHoOM EBpone. fl B KauyecTBe
XYHJOXKHMKA Chirpan CBOKW ManeHb-
Kyl pofib B MOBbIEHUN UHTepeca K
BocTo4uHoM EBpone. OpHako MoxeT
3TOT MHTepec 6bi NOCTO NposiBie-
HMEM «ob6naropaxmBaHUA» LUHUYHOIO
reonosIMTUYECKOro MnpoekTa U Mnoj
NPUKPLITUEM BOCTOYHOEBPOMENCKON
MOEHTUYHOCTU Ha CaMOM fgenie CKpbi-
Bancsa «Pycckuin mup»? Bepgb ecnu
XYOOKHUKM W paHblle 3axBaTbiBanu,
IKeHTpudMUMpOoBanM pasHble Teppu-

! Xopormumn nipumepami MoryT ciay:xkuth Bugeo Hy6uay «Fiir Oksanay» u sugeo Tommu Kama «Give me your money».



TOpMM B 0651aCTV HELBUKMMOCTMU, TO
noyemy 6b UM He nopaboTaTb Ha
6naro nnaHa Kakoro-Hubygb OuKTa-
Topa no 3axBaTy TeppuTopum mupa?
9TO He cepbe3HOe MpennosioXeHue,
a cKopee CcaMOO6BUHEHME, KOTOpoe
noeT pyka o6 pyKy C 3arpsi3HEHHO-
CTbl0, HEUYMCTOTOM. ITO MOXOXKE Ha
cuUTyauun, Korpa Bbl OOGHapyxuBaeTe,
YTO B TeYeHWe [IUTENIbHOrO BPEMEHMU
nofBeprasnucb HacWuaui U XeCcTOKOMY
obpaueHnio. N Bewn, KoTopble Kasa-
JIMCb TMPUBBIYHBIMA U €CTECTBEHHbIMM,
BOPYI OKasblBalOTCSA pe3ysbTaToM 4y-
XOM MaHUNynsauun. WMeHHO owyuweHune
3arpsA3HEHHOCTU MOCYXWUSIO Herno-
CpeAcTBEHHOM MOTMBAUMEN WU MOBOLOM
ONA opraHMsauu M 3ToM BbicTaBKu.
LyMmal, 4YTO 3TO YyBCTBO €elle [OJIro
He TMOKMHET MeHs.

PaspgeneHne EBpornb Ha BocTOK u
3anaj 6onblle He UMEeT OCHOBaHWM.
BocTouHas EBpona okazanacb Nox-
HOM, O6MaH4YNMBON UOEHTUYHOCTHIO,
HeO60CHOBAHHO OXBaTUBLEN HeManyw
YacTb Hawewn njaHeThl U FOMOreHU3u-
pywouen copepxaueecss B Hell pasHO-
o6bpasne Ha OCHOBaHUW NWb OJHOI O
KOpPOTKOro 50-neTHero mucrtopuye-
ckoro anmsofga. C MOMeHTa najeHus
BepnuHckon cTeHbl npowsno 6onee 30
net. MeHee ueMm 4epes 20 net
3aBepuwnsics HOBbLIM 50-neTHUN nepu-
of. Heyxenu couuanucTuyeckoe npo-
W10 e HaBcergja ocTaHeTcsa ornpege-
NAWMM 08 HAcC M MHOMUX ApYyrux?

BOCTOYHAA
EBPOIMNA KAK
HAPLUNCCUNYECKAA
KOHCTEIAUNA

BocTouHyl EBpony MoxHO paccma-
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TpvBaTb KaK MCUXMYECKUNA OMbIT.
Takxe KakK efuHYyl KPYMHYKW KOH-
CTeNnnAuuK U CUCTEeMy B3aumomen-
CTBMMA C HapUMCCUYECKUM MaHUMynsi-
TOPOM B LEeHTpe. ITO He cBoaUTCA
NWb K OTHOWEHMSIM Mexhy cTpaHamu
U pervoHamu. Takas CTpPyKTypa
abcTpakTHa W YHMBepcanbHa, OHa B
nepByw oyepeib KacaeTcHA KONJeK-
TUBHOWN MCUXUKK U peanuayeTcs 4e-
pes uMHOMBMAOB. HocuTenem Konnek-
TUBHOWN NMCUXUKKM BocTouHow EBponsl
MOrfi0 6biTb 3TO FUMoTeTUYeckoe
cywecTtBo homo postsoveticus, TO
eCTb MOCTCOBETCKUA 4YesioBeK. Mol
nyMmanu, 4To ux 6onblie He cyle-
CTBYeT, HO BOT rnagu-ka! Tak

KTO Xe OHM? 3TOo pefnb-6abywku,
NepexmMBlLIME BOEHHbIE TpaBMbl, 3TO
OoTUbI-MaTepu, BbHpPOCWME B MUPHOE
BpeMsa, U MX MOTOMKMW, POAMBLNECSH
B MOCTCOBETCKME BpPEMEHA, MOXeT
6bITb, paxe B XXI Beke. BmecTe
OHU 06CYXJaeTCs KOJUIEKTUBHYI
ncuxe BocToyHom EBponbl, B
KOTOpOWN TpaBMupyllwee npowsnoe
COXpaHsieTCcs B JlaTEHTHoM dopme

M TeM cambiM feslaeT BO3MOXHbIM
NoOBTOpPEeHUEe TpaBMbl. VIMEHHO K3-

3a 3TOro naTTepHa COXpPaHeHUsa U
TpaHchopmauum TpaBMmbl MCUXE U He
MOXeT MUCLEeNUTbCH.

MeHsa o4YeHb BAOXHOBWA MOAXOn4
aBCTpPaJMMNCKOro MncuxoaHanmTuKa
HeBunna CUMMHrTOHa K Hapuuccu-
YECKOW KOHCTENNALMU, COXPaHEHUI0
n TpaHcdopmaumm TpaBm. A Oymaw,
4TO, MNpuUIepxMBasiCb 3TOro nopg-
Xo04a, MOXHO paccmaTpuBaTb Boc-
TOYHYyW EBpony Kak KOJIIEKTUBHYIO
ncuxe. Y MeHsl, KOHEYHO, HeT Hu
amMbuuMin, HU crnocobHOCTEN 3aHU-
MaTbCA 3TUM MNPO¢eCcCUOHaNIbHO U
Ha ypOBHEe MncuxoaHanuTuka, Ho 1A
OyMaw, 4TO MO aHanorum C KOmek-

TMBHOW TpaBMOW, KoTopas obcyxaa-
eTCA [O0BOJSIbHO WWMPOKO, MOXHO Obl10
6b Monpo6oBaTb TBOPYECKM pasBUTb
M TeMy KOJIJIEKTUBHOINO HapuuMccus-
ma. [lpexge Bcero nNoToMmMy, 4TO
TpaBMa M HapuMCCU3M TECHO
CBsi3aHbl Mexay Co60M.

CornacHo CMMWMHITOHY, OOHVMM U3
Hanbosnee BaXHbIX MPOSABIEHUA Hap-
uuMccmama SIBNSeTCS O0TKAas OT XU3HU
UNn paputensa xXusHu. A nonaratw,
9TO TO Xe camoe, 4YTO OTBEpHYTbCH
OT COJIHeYHoro ceeTa. Hapuuccuye-
CKasl KOHCTEeNNAuMA Xe npeg-
cTaBnseT cobol CTPYKTypy ncuxe,
cocTofllyyl M3 naTtTepHa, chopMmmpo-
BAHHOIO U3 CclieAyownx 37eMeHTOB:
XeneobpasHoOro COCTOSIHUSA, BCEMO-
rywero BHeWHero 6ora, HUYTOXHOIO
yepBsa W pasbaBuTenen.

XeneobpasHoe cocTosiHMe npepnona-
raeT, 4YTO 4YesloBeK TPaBMUPOBaAH WU
HEe WMeeT LEeHTpasibHOrO OpraHuay-
owero cTepxHs. CTygeHucTas macca
ero ncuxe GopMupyeTcs BHEWHUMU
ob6beKTamu, cogepxawumm 6ora.
9TOT XeCTKUMN U CypoBbIN 60r
06bIYHO BoOMJowaeTcsa B durypax c
nbegecTana, KoTopble ABAANTCA
coumanbHbLMM aBTOpPUTETAMM.
Hapumccuyeckasa ncuxe nUMNHeT K
TakuM aBTOpUTeTaM Mofo6HO Kielw.
B TO Xe BpeMss OHa TaKXe CKJIOHHa
NIMNHYTb W K cywecTBaMm criabee Hee,
KOTOpble KaxyTcsa 6ofiee Xpynkumu,
yeM ecTb Ha camom pnene. [pe-
3PEHHbIN YepBb — 3TO BHYTpPEH-
Hee y6exaeHuMe 4enoBeKa O CBOEW
npupofe. Mo cyTu, 3TO NPOTMBO-
nonoxHocTb 6ory. 06a, u 6or, mu
yepBb, KaK Obl gepxaT 4yenoBeka B
nieHy, He Mo3BoSAA eMy CBOGOAHO
TBOPUTL. PasbaBuTeNn, Takue Kak
3aBUCTb, allYHOCTb U PEBHOCTb,
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cnepgAT 3a TeM, 4YToObl CTYAEeHU-
cTaA Macca ocTaBajlacb [0CTaTOYHO
Xngkon. CUMMHITOH HasbiBaeT 3TwU
pas6aBuTeNn ycTonymBbiMM dopMamu
XU3HU TpaBmbl. C UX Momouwbl TpaB-
Ma OCTaeTCA XWBOW.

MNoBOLOM MpPUBHECTM 3TOT MNOAXOQ4

K Hapumccusmy B BOCTOYHOEBPO-
MENCKUN KOHTEKCT cTana [hOaBHASA
cTaTbss MaguHb TnocTaHoBOW, B
KOTOpPOM OHa onucana OTHOWEeHue K
YesioBeEKY B PYCCKOM MpaBOC/aBHOM
Tpaguuum, B KOTOPOM 4YenioBeK pac-
cMaTpuMBaeTCs KakK npax U 4epBb.?
TnocTaHoBa O6BACHAET 3TO TeM,
YyTO XpUcTuMaHcTBO B Poccuu He
npowno 4yepes Pedopmauuw, un Ta-
KUM 06pa3oM BO3HUKNA OTAeNbHas
QHTPOMOJIOrNsi, B KOTOPOM 4esioBeK
BMOMUT cebsi YepBeM U MOXHO TOJb-
KO poragbBaTbCA, KEM Xe OH BUauUT
BCeX ocTasibHbiX. Ecnn npubaBuTb K
3TOMy Kapawuyl 60Xbl LECHULY U
BO3BE[EHHbIE Ha MbefecTan Qurypsl,
TO MOXHO C JIerkKOCTbW COCTaBUTb
npeacTaB/ieHMe O eAuMHON KOMeK-
TUBHON pyue.

CornacHo CUMWHITOHY, CTYAEHU-
cTas Hapuuccuyeckass ncuxe pas-
MewaeTcs M OeNCTBYyeT Ha wkane,
Ha OLHOM KOHLle KOTOpPOW 4epBb, a
Ha gpyrom — 6or. U um cooTBeT-
CTBYIOT [Ba HapuUCCUYECKMX Tuna,
OOVH W3 KOTOPbIX — BbICOKOMEPHbLIN

M Kuuynueblin 6or. WU BToponm, TOT,
KTO MOCTOSIHHO MPUHUXaeT cebs U
KaeTcA — 4epBb. Korpa Bbl Oymae-
Te 06 9TOM, BO3HMKaeT Kakoe-To
3HaKoMoe 4yBCTBO. Kak 6yATO yxe
BMIENN MHOrO MOJOOGHOr0, CMOTpEenu
no TeneBM30py, YMTanM B KHUrax.
Ha yM npuxogAaT HecTabuNbHOCTb U
KOHTpacThl, npucyume BocTouHOM
Espone. [llocToAHHOe 4yBCTBO onac-

2 Madina Tlostanova, Towards a Decolonization of Thinking and Knowledge:
a Few Reflections from the World of Imperial Difference, 2009.



HOCTU N 6ecrnokoncTBa, MOCTOAHHAaA
NoTpebHOCTb KOMMEHCUpPOBaTb WK
3arnyunTtb 3TW yyBcTBa. U

Kak-TO He3aMeTHO MnofkpafnbiBaeT-
CSl MbIC/Ib O «3arajo4HON pyCcCKoM
aywe». Meicin o Poccum BO3HUKAWOT
notomy, 4yTto BocTouHasa EBpona —
3TO BOPOHKOOGPas3HbLIN CcoCyh C
OTBEpPCTMEM Ha [He, KOTopoe
oTKpbiBaeTcs Hag Poccuen.

NOOCO3HAHUE U
BO3BPALLEHME
APXETUMNOB

B Hayane 1990-x rogoB nosiBUSICS
TekcT bopuca lpomnca «Poccusa kKak
noacosHaHve 3anafja», KOTOPbIM, Ha
MOW B3rnsfh, SABNSETCA OLHUM U3
BaXHENWNX CUMNTOMOB POCCUNCKO-
ro KOJIEKTUBHOIO Hapuuccusma. B
TekcTe [ponca roBoputcs O TOM,
UTO «pyccKada upes», ABALWAACSH
YacTbl PYCCKOW KynbTYpHOW Tpagu-
UMM, MUCKIIYaeT MpUHATUE MNcuxoa-
Hannsa. Ecnu onupaTbcsA Ha TeKCT

lpoiica, Bce MpU3HaKU yKasbiBawT
Ha To, 4To Poccuss noxoxa Ha 4e-
noBeKa, CcTpajawwero Hapuuccuye-

CKUM pacCTPOMCTBOM JIMYHOCTU, KO-
TOpbIN pewnTensHO comnpoTuBnsieTcs
Tepanuu, oOTKasbBasACb MpU3HaThb,
YTO OH TaKoOW Xe, Kak Bce, 4To

y Hero ecTb cO3HaHuMe U 6eccos-
HaTenbHoe. Hapuuccuyeckylw Poc-
CVI0, KaxeTcs, BOJIHyYeT TOJIbKO TOT
¢akT, 4YTO MoAco3HaHWe CTOoJSIb Xe
MOrywWecTBEHHO, KakK 60r, noaTomy
Poccusi MmoxeT oToxpmecTBnATb cebs
WUCKIYNTENbHO C HMM. OHa Befb

He MOXeT 6blITb YEeM-TO MEHblUM,
yem 6or! W noaTomy Takon 4yeno-
BEeK XMBET B CBOEN HapuuccuyecKon
UCKJTOYNTENBbHOCTU, «OCOH60OCTUY,
3aHMMasi OrPOMHOE MPOCTPaHCTBO U
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3acTaBnAsa cTpajaTb BCEX Naen
BOKpPYr ce6s. Ccbinasicb Ha MeTpa
YaapaeBa, KOTOpPOro cUYMTawT nep-
BbIM poccumnckum é¢unocodom, [pomnc
roBopuT, 4YTo Poccus He moxeT
HU4Yero cosgaTb CaMOCTOSITENbHO,
NOCKOJIbKY TBOPYECTBO BO3MOXHO
JMb BO BPEMEHHOM MpPOCTpPaHCTBe
co3HaTeNbHOro oneita. B 6eccos-
HaTenbHOM Poccum, rpe yTpauyeHs

W MpOCTpPaHCTBO, W BpemsA, pacna-
JalTca U BCe AOCTUXEHUSA ApYrux
HapoLoB, Tepssa 4YeTKUe rpaHuLbl

M BCTynasi B MNPOU3BOJIbHblE CBA3U
Opyr c gpyrom. 3By4uT Tak, 6ynaTo
peyb mgeT o Bamnupax! U nMeHHO
Takue MNpou3BOJIbHbIE CBA3U U UOEH-
TUYHOCTU, BLICOCAHHbIE OO AHa U
HaMoMIHEHHblE AAOM, OblIM XapaKTep-
Hol M gna «HoBoro BocToka»x.

A pymai, 4TO HMYTO TaK He nopg-
XOOUT ANA U306paxeHus npoueccos,
BbI3BAHHbIX HayaBWENCS B MPOWIOM
rogy BOMHOM, KaK KapTWHbl YKpauH-
CKOM XyOOXHUUb KaTepuHbl
NlbicoBeHko. Ee TBOpYecTBO, KOTO-
poe B MpOWIOM rogy Hayasno CTpemu-
TeNlbHO 3aBOEBbIBaTb MUPOBOE MpuU-
3HaHWe, [JaeT npeAcTaBlieHME O TOM,
4YTO B YKpavHe U YyKpauHCKOW ama-
crnope Havasncsa npouecc BO3poxpe-
HWSA, noMawwmin WabnoHbl, CO3[aHHble
BEKaMW pPYCCKOro wumnepuannama.
JllicoBeHKO paHee yxe ob6pawanacb K
aHTUYHOW MWUGOSIOrMM, HO MOSsIBIEHUE
B ee TBOpYECTBE [ApPEBHUX MUPoNOrun-
YeCKMX CylecTB B pasrap HblHEWHewn
BOMHbI MOATBEpXaeT BO3BpaleHune

K apxeTunaMm. A Takxe TO, YTO Mbl
ABISAEMCHA 4acCTblo UCTOPUM U MOXOXM
Ha Tex, KTO Obl O Hac. U wmbl
NPOXOOUM 4epes TO Xe,

yepes 4YTO MPOXOAWMSIN OHW, XOTHA MNo-
[obHOe [0 HefjaBHeEro BpPeMeHW Kasa-
NIOCb ManoBepoATHbLM. OfHako paboTsl

JlbicoBEHKO, KOTOpble Mbl BUOUM Ha
3TON BbICTABKE, OTCHUIAWT 3pUTESIS
K puTyanam, KOTOpble MOXHO O6blfl0
6bl CBA3aTb C aHTWUYHOM OnuMmnuazon,
ecnn 6bl He onpefesieHHble 3NeMeH-
Tbl, KOTOPble BO3HMKIIM C HbIHEWHEN
BOMHOM — MOJIHAA MOTeps 4esioBey-
HOCTW NPV BHEWHEN COXPaHHOCTU
yenoBe4yeckoro o6nuka. EcTb 4TO-TO
HEBWHHOE B YeNIOBEYECKUX PuUrypax
Ha KapTuHax JllicoBeHKo. Kak 6yaTo
OHW He WMEeT CO3HaHuA u
HaxXoOATCA BHYTPU KakoW-TO
NMCUXONIOrNYECKON KOHCTENNALMN .
Yepes HMX BblpaxaeTcs poCCUICKOe
6ecco3HaTenbHoe. Ecnu aHTUYHOCTb
3aBewana mvpy OnUMNUACKKME Urpbl,
TO Hacnegue nocTtcoBeTckon Poccum
NMoxoxe Ha crnopT3an, rpae BepwaTcs
3BepcTBa.

0 BO3BpalleHNM K apxeTunam roBo-
pUT M YKpavHCKasa XyOOXHuua U
nckyccteoseq CeutnaHa bepapeBa B
cBoen pa6oTe 2017 ropa «Mop¢o-
NIOrUsi BOWMHbI» . JCTEeTUYECKoe pele-
HMe 3TOro Mpou3BeNEHUS OCHOBaHO
Ha CpedHeBEKOBbIX WIIOCTpaUMAX,
n3obpaxaiwmx npeBpaleHve Nioaen B
BOMHCTBEHHBIX CYWECTB. TUMUYHblE
onsa CpegHeBeKOBbS, 3TW CywecTBa
MUMET COBEPWEHHO HEeNTpasbHbIi U
6e33MoLMOHaNbHLIA BUA. MoTOMy 4TO
Mpu perpeccum K apxeTurnam BOWHbI
npoucxoguT pacnaj U WHTepHanusa-
UMA IMYHOCTM. Takoe Xe oueneHe-
HMe, MOXeT OblTb, [axe Kaxylywcs
HEBMHHOCTb MOXHO 3aMeTUTb U B
paboTax JlbiCOBEHKO, rAe XeCcTOKOCTb
W Hacuive JSIMWEHbl 3MOLMIA, MOTOMY
YTO OMOUMA O3HayaeT YeslIoBEYHOCTb.
Takoro poja HernpousBOJibHas TpaHC-
dopmauma Takke [enaeT BOWHY 4YeM
-TO, 4YTO He 3aBUCUT OT 4esnoBe-
ka. BowmHa nopmo6Ha cune npupogpl,
KOTOPOWN HeNb3si NpoTMBOCTOSATL. W60
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yenoBek — 6ecdopmeHHas macca, n-
weHHaa CO6CTBEHHOW BOJIN, SMOLMUNA,
YenoBEYHOCTH .

NPOLLJIOE, KOTOPOE
HUKOI OA HE
3AKAHUMBAETCH

«YTto, ecnu npownoe He
3aKOHYNTCA?» — crpawmBaeT Xy[OX-
HUK 6enapyccKoro MpoUCXOXAEHUSA
Ansikcen TancTtoy B CBOEM OfHO-
UMEHHOM BWAEO, MNOCBAWEHHOM MOHY-
MeHTasIbHOMYy COBETCKOMY Hacnegui,
NCMoSIb3YEeMOMY KOPPYMNUPOBaHHbLIM
pexuMmom JlykaweHko. Bugeo 6b10
cHATO B bpecTe, korpa benapycb
nepexusana HanpsxXeHHbN Nepuog,

M Ha NpoTecThl JAen BnacTu
oTBeYanuM HacuimMem u perpeccu-
AMn. Pexumbl JlykaweHko u [llyTuHa
NUTanTCA KOJIIEKTUBHOM TpaBMOW,
KOTOpyl 06WecTBO KOMMEHCUPYET,
HOCTaNbrMYeCcKN Lenasascb 3a npo-
wnoe. [laMATHUMKK npepnaranT UMeH-
HO TaKyl BO3MOXHOCTb YLEnuWTbCSH
3a MuHyBWee. f 6bl Jaxe ckasan,
YTO ANA TOro 9TU MaMATHUKK U
co3pgaBanucb. Ho nocnegHue 9 net
JOKasanu, 4YTO MOHYMeHTbl OfHOBpe-
MEHHO ABMAKNTCHA OMacCHLIM OPYXUEM.
B cBoei noame TancToy cchaeTcs
Ha cTaTbl XuTto llTeepna, B KOTO-
pon roBOPUNOCb O TaHKe, CHATOM

c nbegecTana B KoHCTaHTUHOBKE M
NCMNONb30BaBWEMCA ANA YHUUTOXKEHUA
nogen Ha BovHe.® B npownom rogy
Ha gpyrom 6epery HapBCKOM peKwu
nponsowno o6paTHOe — MUCMpaBHbIN
TaHK CBOMM XO[OM Bbexas Ha nbe-
jecTan.

MOHYMeHTb — 3TO B OGyKBasbHOM
cmbicne ¢urypel Ha nbegecTtane. o
cBOeN npupofe OHU OJHOBPEMEHHO
M XPYNKW, W MNPOYHbl. JInToBCKasn

3 Hito Steyerl, A Tank on a Pedestal: Museums in an Age of Planetary Civil War, 2016.



xypoxHuua MaynuHa lykuTe, Ky-
pupoBaBlwas KayHacckyw 6ueHHane
2017 ropga non Ha3BaHuMeM «B 03-
MOXHOCTb/HEBO3MOXHOCTb MOHYMEH-
Ta», B CBOEM KypaTOPCKOM TeKCTe
cocnanacb Ha MKaka [leppupa,
COrflacHO KOTOPOMY HEBO3MOXHO
nobuTb MNaMATHUK, He Mpu3HaBas B
HEM CBOW COGCTBEHHYW HEyBEepeH-
HOCTb W XPYMKOCTb.* [leio B TOM,
UTO MaMATHUK — O6BEKT BPEMEHHbIN
M CMEpPTHbIM. OTUM, BO3MOXHO, W
06bSICHAETCS HblHEeWHsAs Heob6xoau-
MOCTb [EeMOHTaxa COBETCKWUX MNaMAT-
HUKOB. C OOHOW CTOPOHBI, MUX ypa-
NleHne [pokasbiBaeT MX XPYNKOCTb,
BPEMEHHOCTb M 4YenoBe4yHocTb. C
IPYron Xe CTOPOHbI, MoAgTBepxpaeT
UX CUy, MOlWb M OMACHOCTb.

B XpynkocTu namsATHMKA MOXHO
YBUAETb 4YepBsA, a B €ro MpoyYyHo-
cTM — 6ora. TOYHO TaK Xe 4epBb

M 60r MOryT 6bITb CKpPbITH B TaKux
MOHATUAX, KaK «Hapog» WU «BOC-
To4yHoeBponeeyl». Korga «Hapopg»

— 9TO, C OOHOW CTOPOHbI, «BbIC-
was cuna» WKW cuna, BO3HUKawWas
UCKJTIYNTENBHO U3 BCEX MEPEXUTHIX
cTpagaHum. A c OpYyron CTOPOHbI,
OH — BUKTUMU3UPOBAHHasA, JMlWEHHas
BCcero, orpabneHHas 6ecnpaBHas
Macca, M HaBecTU MOpPsLOK CMOCOo-
6€eH NMWb CUNbHLIAN aBTOpUTeT. [pK
3TOM «BOCTOYHOEBpoOMneeLu» TAroTeeT
K TOM Bepcuu «Hapogfa», KoTopas
COMpPOBOXAAETCH BUKTUMHOCTBIO,
npespeHnemM, a TakKXe CMechblo
XanocTn K ce6e W FOpAbIHM.

NMPU3PAKN N TEHU

[TapagokcanbHO, HO TO, 4YTO Ka-
XeTcAa O4YeHb Npo4YHbIM, OAHOBpPE-
MEHHO MOXeT 6HTb O4YeHb XPYNKuUM.
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Hanpumep, 6enopycckuin gukTaTop
JlyKalWweHKo cpaBHUI CBOW CTpaHy

C XpycTanbHOM Ba3oW — OHa Be-
NMYecTBEHHA M Xpynka, a MnoTomy
HyX[oaeTca B HafexHblx pykax. Her
HUKAKUX COMHEHWN B TOM, 4YTO €ro
KOpPPYMNUPOBaHHaA cucTeMa Xpynka
N pasobbeTcs, KaK TONbKO Bbina-
JeT U3 ero pyk. Anskcen TancToy
npoBen puTyan paspylweHus 3Ton
CUCTEMbl 3a HECKONIbKO NeT Ao
Hayana MacwTabHbIX MaHudpecTauLUn.
boino 3 wiona , [eHb HesaBucumocTun
benapycu, korga oH OTnpaBuUACA Ha
nnowanb Ceo6oapl B MUHCKE C CyM-
KON XpycCTasnbHOM nocynpl, KOTOPYIo
TYT Xe Hayan pas6uBaTb. 3aTeM OH
OTHEC OCKOJIKM K OfHOMY M3 CO-
BETCKUX MaMATHUKOB B bpecTckon
KpPenocTu, KOTOPbIN HOCUT CUMBO-
nyeckoe HasBaHue «MyxecTBO».
MOHYMEHT Kak Obl CTan OMMaxeM Ha
aKUMK XY[OXHMUKA .

Takune xpycTanbHble cocypgsl [aynu-
Ha [ykuTe HasbiBaeT «MNpuapakamm»,
NOPOXAEHHbIMU MOAABNEHHbIM U He
npopatoTaHHbIM OMbITOM MPOWOro.
IMEHHO Ha TakoM NpoWsioM U OCHO-
BaHa BOCTOYHOEBpPOMNencKas WAOeH-
TUYHOCTb. 3TO Mpownoe, Korpga
nogn, TpaBMUpPOBaHHbe BOWHOMW
jernopTauven uavM OpyrvmmM pernpec-
CUAMM, He uMenu pocTyna K MCUxo-
Tepanuu, a o6WecTBO 3aHMMaNoOChb
COKPbLITUEM W MOJABIIEHNEM TEHEN.
3TO Takxe npowsoe, B KOTOPOM
NPecTYNHUKN U penpeccopsl MOraun
JencTBoBaTb 6e3HakasaHHO. U npu
3TOM MOSb30BaTbCSA O6WECTBEHHbLIM
ofobpeHuem. Kak MOXHO OCO3HaTb
cyuwecTBOBaHWE TEHU, eCNn HeT COo-

*Jacques Derrida, Acts of Religion, 2002.

3HaHUA? ECTb TONbKO MNoACO3HaHue
W NOBTOpPEHWEe TpaBM.

Ha BoicTaBke «[lpowan, BocTok!
Mpowan, Hapumucc!» Mbl yBUAUM ©
apyryko pa6oTy lykuTe nop HasBa-
HUeM «TeHu». ITO MHCTansauus,
KoTopas npeBpawaeT HeBUAUMblE
rnasy TeHW B MaTepuanbHyl U npo-
CTpaHCTBEHHYW peasibHOCTb. [lykuTe
cosfaeT TeHW TaMm, rge Mx MHade
He 6bl10 6bl — Ha BUOHOM MecTe,
roe ux Henb3a He 3amMeTUTb. B
CBOEN MaTepuanbHOCTU 3TU TEHMU
HanomMuMHawT nenen, nocfeacTBUs
KaKoro-To rnoxapa uaM KaTacTpodsi.
PaspyweHunsa, coTBOpeHHOro

NMoAbMU, YHECEHHbLIMU 3JIbIMKM [y XaMmu
N JINIEHHbBIMWN TEHEen.

OE YBUONLb TOPY,
TAM UL AMY

XpycTanbHboie Basbl mpeanbHO MOAXO-
OAT ONs CMMBONM3auuu Hapuuccuye-
CKON Mncuxe n KoHcTennAauuun. OHm
OfHOBPEMEHHO HeXHble U MpoyHble. U
nycToTeNble, MO3TOMY OHU HyXAaAWT-
CA B MOCTOSIHHOM 3aroJIHEHUU, KOM-
neHcaumn. Bonpoc B TOM, fBndeTcCH
NN XpycTafibHas Basa 4YeM-TO, 4TO
COOEepXUT MycToTy, WM OHa cama

— KpucTannusoBaHHaa nycrtoTta? f,
CKOpee CKJIOHAKNCb K MOCNefHEMY,
MOCKOJNIbKY OJHWM M3 BaXHbIX MPOAB-
NIeHMN BOCTOYHOEBPOMENCKON MNcuxe,
no-sBuauMomMy, sBNAeTCA Ablpa —
nycTtota , nofsocTb. BoaMmoxHo, 9Ta
Oblpa COOTBETCTBYeT YCTOWYMBLIM
dopmam nposiBNeHUs TpaBMbl — any-
HOCTM, 3aBUCTU U PEBHOCTHU.
N306unune, nNOpoxAeHHOE anyHoOCTbH,
Bcerga nycTto BHyTpu. BosBpawa-
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ACb K pexumy JlykalWeHKo, He Mory
He BCMOMHUTb CKasKy MpPO XagHoro
BOpo6bs («CaMmblil 6oraThili BOpo6en
B Mupe», 3peHeK Munnep), KoTo-
pbii He XOTen AenuMTbC A CBOUM
60raTCTBOM C [pyruMMuM U BCKoOpe
oKasascs B OfMHOYecTBe B 6OMbWOMN
Kyye 3epHa. 9Ty UCTopui paccka-
3an 9CTOHCKUM XYROXHUK Xonbrep
Noopgyc Ha cBoen KapTuHe

«Xne6 — rocygmapcTtey» (2021), B
Ha3BaHUM KOTOPOM OH MPAMO LUTU-
pyeT 3HaMeHuToe MoNoTHO BukTopa
Kappyca 1953 roga, usobpaxawuee
c6op ypoxas nocne MNpUHYAUTENbHON
KoJileKTuBusauumm. Ho Ha KapTun-

He Jloogyca u3ob6paxeHa KOMHaTa,
NMoxoxas Ha THPEeMHyl Kamepy, a B
HEeNn — orpoMHas ropa 3epHa, no
KOTOPOWM npbiraeT ManeHbKasa NTU4Y-
Ka. ObpamneHne KapTUHbl B3ATO C
opuruHanbHon pa6 oTbel Kappyca. B
HEKOTOPOM CMbiC/le KapTUHa CUM-
BONMU3UPYET CBA3b MEeXAy XaaHblM
BOPO6LEM U COBETCKUM Hacneguem.
HasBaHue xe «Xne6 — rocygapcTtBy»
BblpaxaeT JIOXb, KOTOPOW MPUKPbI-
Baslacb ajlYHOCTb elle BO BpeEMeHa
CTannHa, M KOTOpPOM OHa MacKupy-
eTcs M cerofHsi. UMeHHO no 3ToMn
NpPUYMHE MNpowWwnoe He [OJSIKHO 3a-
KaHuyuBaTbcA. lpownoe, Kak cTe-
Ha, 3awuwaeT 3Ty TEMHULY C rOpoMn
3epHa B LEeHTpe U OUKTaTOpOM Ha
BEpWMHe 3TOM ropbl. ITO 3penu-

We [faxe 3acTaBnseT 3afymMaTbCs O
nycTtoTe, BO3HUKWEN TaM, OTKyga
6biIM YKpaLeHbl BCe 3TO 3epHO U
nsobunue.

OfHMM M3 6a30BbiX BOCTOYHO-€B-
pornenckux TekcToB, 6e3ycroB-

HOo, sBnsieTtcs «KoTnosaH» AHApes
lnaToHOBa, B HeM onucaHbl Jiau,
Konalkuwne KOTnoBaH noj ¢yHOaMeHT.
[lecTBMe MoBecTWM MpoMCXoauT B



YCJIOBUAX paHHEro KOMMyHW3Ma U
COMPOBOXAAeTCA NAEONOrNYeCKUMU
nosyHramu. fMnatoHoB o6bnapgaeT
HEBEPOSATHOM CMOCOGHOCTbI OMNu-
cbiBaTb ClppeanncTuyeckyl 6ecye-
NIOBEYHOCTb 3TOW cuTyauun. Jliogm
MPYT, KaK MyXu B Xxofe MpuHyan-
TeNbHON KOMNeKTUBM3aumm, Kak Obl
Mexgy npouum 3abuBanT Apyr LpYy-
ra 0O CMepTu BO BpeMs ry60oKmnx
SK3MCTEeHUManbHLX U UAEONOrn4YecK
UX pUcKyccuin. OnucaHbl cuTyauuu,
Korja 4esioBeK M XMBOTHOE WM
YesioBeK U CTPOUTENIbHLIM MaTepuan
CTaHOBATCA OfHMM uenbiM. K KOHuy
KHUIKM ocoboro nporpecca B pbiTbe
KoTnoBaHa He HabnwpaeTca. UmeH-
HO Takasa apxeTunuyeckas pApipa,
KOTNOBaH 3UAeT B KOJIIEKTUBHOM
ncuxe BocTouyHon EBponbl, KOTO-
pas BHyTpWM nycTa, KakK XpycTalb-
Haa Basa, W MOCTOAHHO HyxpaeTcs
B KOMMEHCATOPHOM HamoJIHEHUN .

W ropa sepHa, nsobpaxeHHaa Ha
kapTuHe Jloogyca, Takxe no cBoeWn
cyTu nycTa BHyTpu. U nop nuwe-
HUYHbLIM MofieM Ha KapTuHe Kappyca
CrnpsATaH rpA3HbLIA KOTNOBaH

PaspyweHne KoHcTennauuu

Akuma, KoTopyw npoBen Anakceun
Tanctoy B MMHCKe HECKOJIbKO neT
Hasapg, BblpaxaeT XeslaHue cnomaTb
pexum JlykaweHKO, ocTawwerocsa y
BNnacTu Nuub 6narogapsa rpyéown
cune U KOJINIEKTUBHOW Hapuuccuye-
CKOM KOHCTEeNnnsauuuM, oxsaTbiBawuemn
He ToNbko benapycb u Poccuw, HO
Takxe 6nMxanuwmx cocenenm n Tex,
KTO BOCXMUWaeTCs W noggepxusaeT
3Ty KoHcTennAuuw. Ho xpycTtanb-
Hble Basbl pa36uTbl! A B MpowWsom
rofy Havana pywuTbCs BCSH KOH-
CTennAauns .
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WHcTannsaumMs 9CTOHCK ON Xypo-

HU Ubl 3no Jlune, cocToAwas U3
OCKOJIKOB XpycTans, unsobpaxa-

€T MOMEHT, B KOTOPOM Mbl cendyac
Haxogumcsa. XpycTanbHas nocy-

na pasbuTa, HO pasfieTeBWMecCs
OCKOJIKW BCe elle BUCAT B BO3AY-
Xe, W Mbl He 3HaeMm, rpge M Kak
OHW npusemnaTcsa. Msl Haxogumcs B
3MULEHTPe B3PLIBOB U He BUAUM 3a-
BTpawHero gHsA. Ho Mbl Moxem BcMa-
TpuBaTbCA B 3TWM B3MeTHyBUMWECS B
BO3/[YX OCKOJIKM, KaK Mbl CMOTPWUM
Ha 3Be3gHoe Hebo. [log xpycTanb-
HbIMM OCKOJIKaMM packaudmBawT-

cA HeBanswku. To, 4YTO OIS Hac
«HeBansdwka» B Poccun HasbiBaeTcA
«BaHbKka - BCTaHbkKa», TO eCTb
«Bans, BcTaBan!». W npaBpg a,
BaHa! [opa BcTaBaTb!

Hapumccusm — 3TO He TO, OT 4ero
MOXHO MpOCTO M36aBUTbCA. [la U He
o06s3aTeslbHO OT Hero U36aBnAATbCS.
Kak roBOpUT 3CTOHCKWUIA McUxoaHa-
mTuK 3Hpgenb TanbBUK, HapUUCCU3M
NMOXOX Ha TemnepaTypy Tesla — OHa
ecTb Yy Kaxgoro m3 Hac. OpgHako

Yy HEKOTOpPbIX OHa OMacHO BbiCOKA.
CUMWHI TOH TOBOPUT MMEHHO 06 3TOMN
Ype3MepHO BLICOKOMN TemnepaType,

0 MaToNIOrMYecKoOM Hapuuccusme,
KOTOpbI neneeT TpaBMbl U Mnpe-
NATCTBYET pPasBuUTUI NCUXUYECKOI O
3p0poBbsi. A1 xoTen 6b 3aKOHYUTb
3TOT TEeKCT onpefefsieHneM ncuxumye-
CKOro 340poBbA MO CUMUHITOHY :

«JlyweBHO 300pOB TOT YeJIOBEK,
KOTOpbI crnocobeH co3paTb B
cebe 3MOUMOHanNbHYKW CMoCO6HOCTb
CTPEMUTBLCH K UCTUHE, Jb6BYU,
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CMeNoCTn, 4YeCTHOCTU MU
TEPNUMOCTU» .

A1 xoTen 6bl XUTb B peaslbHOCTH,
KoTopas 6naronpusaTcTByeT
pPasBUTUI MMEHHO TaKoro
NCUXMYECKOro 3 [OpPOBbA.

2023, bepnuH

P.S.

CBATAA NMYCTOTA

B 2017 rogy c Kpblwvu TeaTpa OonbkcbiHe B bepnnHe cHANM
Tabnmuky «0ST». CrnoBHO B OTBET Ha 3TOT CUMBOJIMYECKUN
xecT Kupunn TynuH B TOM Xe rogy Boapy3usn Ha kpbiwy EKKM
(9cTOHCKUI My3eil COBPEMEeHHOro UCKycCcTBa) Tabnuuky «IDA»
(BocTok). OH cpenan aTO B pamMKax CBOelN BbiICTaBKM «B mo-
MOWb KoYyerapy KoT/ia LeHTpasbHOro OTOMAeHus». XOoTa U uc-
yesHoBeHue «0ST», n nossneHne «IDA» MMeWT O4YeHb pasHble
MOTMBbl WU MPEANOCHIIKM, 3TU COOLITUA MOXHO paccMmaTpuBaTb
KakK CUMBOJSIMYECKOE WMCYE3HOBEHWE U BO3poxAeHue BocTouyHoM
EBponbl. EKKM, noxanyi, eAauWHCTBEHHbIM MNbefecTasl BO BCeW
6biBWen BocTouyHon EBpone, Tak MpsMO MpPOBO3rjalwaiwmii
BOCTOYHYW MOEHTUYHOCTb. B cuTyaumm maccoBOro cHoca co-
BEeTCKUX MaMATHMKOB, Korpga BocToyHas EBpona pacnapaeTtcs
KaK HapumMccuyeckass KOHCTennsaumsa, eCTb XOpoWwuh MoBofg
3aflymaTbCcs O TOM, 4TOo 6bu10 6bl, ecnu 6bl «BOCTOK» wncues
C NbefjecTana.

B HacToAwee Bpema cnoBo IDA pgenukaTHO MHTerpupoBaH

o B npousBeneHuve Curpup Bunmp Holiday. Ecnu u3s cnosa
Holiday y6paTb IDA, ocTaHeTcs 6ykBoco4yeTaHue hol___y,
Jaww ee npencTaBfieHMe O ABYX Bewax:

1. 0 Tom , 4yTO HbiHewHun Holiday, To ecTb «[pa3gHuUK» Mo
cyTn o3HayaeT «Holy IDA» unu «CBATOM BocTok».

2. 0 ToM, 4yTO C ucYyesHoBeHMeM «IDA» ocTaHeTca cBATada
nycrtoTa.
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Takyl NycToTy S owywawo B CBOeN Aywe nocsie npowaHu c
BocTouyHon EBponon. YTo 6yAeT CO MHOWN, €CNv UCYE3HEeT
«BOCTOK»? 3TO 4yBCTBO MOXOXe Ha [Abipy, MNYCTyKW XpycTaib-
Hylo Basy, OTcyTcTBue. Hapuucc KaxeTcs pasfaBlieHHbIM HO
3Ta cBATas NycToTa HEMHOro MoXoXa Ha yrau, Thewowue nopg
cnoeMm nenna. Wnu Ha crnpaTaBuMecs B 3eMsie JYKOBMULbI
HapuuccoB. Ecnu «BOCTOK» mcyesHeT, UYTO-TO HeusbexHo
[OJNIKHO 3aHATb ero MecTo.

f1 cam npuvHMMan ydacTuve B BO3BefeHUM «BocToka» Ha nbe-
JecTan, HanucaHuu TeKcTa [Afs BbicTaBku Kupunna Tynu-

Ha «B nmoMmowb BOCTO4YHOEBpoOMenckomy MUHKy6aTopy» (“Abiks
idaeurooplase inkubeerijale”), 4TO cerogHsi KaxeTcsi MHe
COBEPWEHHO HEHYXHbIM MOASMBaHMEM Macna B OroHb.5 { Haudan
9TOT TEKCT C uuMTaThl JlyKaweHKO W 3aKOHYM/T ero OnuMcaHuem
NMoXMesibHOro yTpa 6eAHOr0 XOMO rnocTcoBeTukyca. B nocnep-
Hee BpeMs, Korpa s nepenuchiBanca C TynuHbIM, MHe cTarno
KasaTbCs, 4YTO MPUYMHOWM, MO KOTOPOW OH BO3BeN «BOCTOK» Ha
nbefecTan, MOrjo 6biTb COMEpexuBaHWe, COYYBCTBME WU Aaxe
noboBb K onepaTopy KOTesibHOM, Ko4derapy, B POSiM KOTOPOro
OH BBHICTYMMUN Ha CBOeW B bicTaBke. YTo-TO Bpode HoBepus wu
cumnaTum Kapna PoccmaHa K cyfnoBoMy Koderapy.®

B Hapuuccuyeckor KOHCTENNAUUM He [OSKHO 6biTb MecTa Co-
cTpafaHuio, 3a WUCKJIYEeHMEeM cllydyaeB, Korjpa cybbeKT Ha-
XOOMUTCS BHE HapUMCCUYECKOW Mncuxe — Harnpumep, B posu
3xo. OHpenb TanbBUK HasBan HuMy I9xo 3epkanom Hapuucca
M CpaBHUN ee C COLEPXWMbIM Basbl — C MycToTou.’ A Tenepb
BCMOMHUM MYCTOTY XpycCTalibHbiX Ba3 W Ablpy B BOCTOYHOEBPO-
nemckom ncumxmke! 310 9x0. COBEPWEHHO CUMMTOMATUYHO, YTO
OHa TONIbKO cen4yac nosiBUiaCcb B 3TOM TEKCTe KaK MepcoHax
M KaK oTghesbHas KoHuenuusa. XOoTA OHa — OAMH M3 TaBHbIX
nepcoHaxen mu¢a o Hapuucce. B mupe oHa Bnwbunacb B Hap-
uMcca, HO OH 6bil BNKWOGNEH B CBOe COBCTBEHHOE OTpaxeHue

W paxe He 3amevan 9xo. CTpagas OT OTBEprHyTon nwbBu IXO
cTana noBTOpATb cnosa Hapuucca. W korpga ogHaxgs Hapuucc
yMep, W3HeMoras OT BOCXMUWeHUss cobon, ero mnociegHUMu
crnoBamu 6bin: «0 4YydecHblin Howa, s fbun Tebs uenyw Be4d-
HocTb! MMpowan!».

® NocrymHo 3aeck: http://barokkputo.blogspot.com/
6 Kapa Poceman — nepconax pomana ®panna Kapru «Amepukan
“ Endel Talvik, Narcissus ja Echo. Miiiit ja analiiiis. Tallinn: Pilgrim 2016.

55



56

Hoporoii Tanesn,

B TeuyeHue nocnepgHero Mecsiya WM OKOJIO TOro s nepeyn-
ThiBaN Hawy npenbaylyil nepernucky, gymas O TOM, KaK MHe
crienyeT KpaTKO M SICHO coopMynupoBaTb CBOW TEKCTOBbIN
BKnag. Tema obwupHas, U OCMbIC/IMTb ee — HenpocTas 3aga-
ya. MoxeT 6bITb, Jyywe Ha HEKOTOpPOe BpeMsi oTopBaTbCA OT
KOHTEeKCcTa, He ObiTb HAcTONIbKO BOBJIeYeHHbM. Kpome ToOro,
Tbl yXe [OOCTaTO4YHO XOpOoWo onucan 3TO B CBOEM TeKcTe, a
S He HacTOJIbKO XOpowo pa3bupancb B MCUXONOrUU, 4YTOGHI
[006aBUTb YTO-TO CTOJIb Xe 3Hayumoe.

Ha camom pene, s He yBepeH, CTOUT I MHe BooOOWe MNpo-
nonxaTb nucaTb Ha 3Ty Temy. Kaxgapli pas, korpga s Ha-
yMHaw, A foBM cebs Ha MoBTopax, BO3BpaWasiCb K TeMm
KOMMEHTapUsM U 3asiBJIeHUsIM, KOTOpble A feflan MHOro net
Hasapn. Kak 6yaTo noBTOpss MaHTpy. To fiM A 3aBUC, TO /K
KOHTEKCT He uaMmeHuncs. MoxeT 6bITb, M To, U gpyroe. 4YTo
A OeNCTBUTENbHO MbiTalCb cAenaTb C Tex Mop, Kak nepee-
Xan, TaK 3TO pasyynTbeCs 6bITb BOCTOYHOEBpoOMenuem wunm 6e-
napycom. HeMHOro OTCTpaHUTbLCH OT 3TOW UAEHTUYHOCTM. He
yBepeH, HacCKOJIbKO MHe 3TO yjgasnocb, HO BCe ele ocTanacb
HekoTopas Hagexga. 9TO MOXeT MokasaTbCs MapafoKcalibHbiM,
0CO6EeHHO B CBA3M C paboTamu, KOTopble 6yAyT MoKasaHbl,

HO s Bcerpa Haxogua 9TO YyBCTBO MaTPUOTUYECKOM MNpUHaf-
JIEXHOCTWU [OBOJIbHO BYJNbrapHbiM. XOTs Mbl BCe ele urpaem

B rocygapcTBa W rpaxgaH, BeposiTHO, OT 3TOW CBS3aHHOM C
HaUMOHaNbHOCTbI0 6lOPOKPaTUM HUKYyHOA He [LeTbCsA, HO 3TO He
o3Ha4yaeT, 4YTO 4YesioBeK 06s3aH NwbuTb cBoM nacrnopT. WUnu,
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B OaHHOM KOHKpPEeTHOM cJiy4dae, 4TO6bI eMy HpaBwunca perunoH
ero npouncxoxpneHusa.

TeM He MeHee, s Aymaw, 4TO Haw pas3roBOp He O reorpadwuu,
M ecTb HemMano cMmbicsla B TOM, KakK Tbl onuceiBaewb BocTouHyw
EBpony B BoWHa MewaeT Bbi6paTbCcA, pa3opBaTb MyThl.

YecTHO roBopsi, A BCe elle COBEPWEHHO 6GEe3MOSIBEH, He MOry
HaWTWU HYXHbIX CJIOB, 4YTOObl HanMcaTb 06 3TOM, WU BEPHbIX
MbICNIEN ONS pasMbiWIeHUN. ITO KaK XUTb OBYMS XU3HAMM:
ofHa B HOBOCTAX, Apyras CHapyxu, B 3TOM MWUJIOM FOpPOAE.
9TO onpefeneHHo HUYTO MO CPaBHEHMUK CO BCeM 6e3yMueM, Cco
Bcen 60Nbl — MPOCTO HabnwaeHWe 3a packosiom. Kak 6yaTo
Haxoauwbcsa 6ykBanbHO Mexpay BocTokom m EBponon. WHTepec-
HO, 4YeM 9TO 3aKOHYUTCA, U 4YTOo 6yaeT noToMm. Bugnte nn, 1A
cTapawcCb He gyMmaTb, 3aKOHUYMTCHA JM 3TO BoobGuWe. Kak ToOT
TaHK Ha nbefecTane B HapBe, 0 KOTOpPOM Tbl MHe nucan, Wau
TO, 4TO XuTO liTerepnb BbL6GpPan B TOM TeKCTe, O KOTOPOM S
yrnomvHan. XvM3Hb C npu3pakamu, UCKYCCTBEHHbLIMU WM pearib-
HbIMM — KTO UX pa3bepeT?

1 MOMHI0, Tbl FOBOPWUSI, YTO OAMH XYAOXHMUA Ha 3TOWN Bbi-
CTaBKe HasblBaeT XpycTasibHble Basbl npuapakamu. [loBONbHO
BepHOo. f mMor 6bl npencTaBuMTb BocTouHyw EBpony Kak cBO-
ero poga ¢aHToM. Hm EBpona, HM BocTok. HepgocTaTo4yHO
NOHATHbIM ana EBponbl, He 6o5lee YeM BPEMEHHbIN KYJbTYPHbIN
KOHCTPYKT gna Poccum. YTO-TO, BO 4YTO Ha cCaMOM fesfie HU-
KTO He BepuT. Ho B nwb6oMm cnydae nocfiegHuWi rog rMpuHec C
cobon nosHyw ¢parmeHTauui 3TOro npouecca.

C Hanny4wuMmm mnoxesaHusMu,
Ansxceit
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Mopdosorna BoitHbI:
MPOTHUB HEOKOJOHUAJIBHOIO
HapICCU3Ma

Cruriana Benapesa

«Mopdonorunsa BOWHbI» - 3TO MpPO-
€KT, KOTOPbI CNYKUT OTpPaxXeHneM
3BEpCTB M Oe3uHdopmauuun, BbIBBAH-
HbiIX BOWHOM Poccuu B YKpauHe. B
2017 ropy, korga 6bu1 cospaH 3ToOT
NPOEKT, s FOBOpPUSIA O MOJSIOXEHUN
OBYX MPOTUBOCTOSWMUX CTOPOH M O
TOM, Kak nponaraHga pa6boTaeT C
9TuMn Temamu. Monm conpoBogu-
TeSIbHbIA TEeKCT [LNs cepuum oTpasun
BUIEHWE TOrpjawHen rnépugHon BOM-
Hbl, CcloxXuBuweeca nocne 2014 ropa,
Korpja Hagexpna Ha OTHOCUTESIbHOCTb
nosuunin 6bina ewe npueMmnemMbiM Ba-
pUaHTOM :

«Mopdonorunsa BOWHbI» COCPEenoTO-
YyeHa Ha ugee, 4YTO Kaxpgoe obue-
CTBO MOpPOXAaeT CBOUX COBGCTBEHHbIX
MOHCTPOB. Bo BpeMeHa KOHOIMKTOB
OHU pa3MHoxawTcA. [pyr MmeHseT
CBOe 06/5MYMe U CTaHOBUTCSH Bparom
— He3HaKOMbIM, HenenoiM U noTeHun-
anbHO onacHeiM. OH npeTepneBaeT
cepbesHble Mopdonormyeckme nUs-
MeHeHuns . KonnekTuMBHoe 6ecco3Ha-
TeJsibHOe noa BJUAHMEM nponaraHabl

CMW nopoxpaeT MAOEONOrn4yecKmx
«MOHCTPOB», BOMJIOWEHHbBIX B peasb-
HbIX JIOAAX. ITOT MPOEKT sABnAeTcA
UPOHUYECKUM OTPaXeHWeM Ypoan-
BOCTU BOOPYXEHHOro KOHOIUKTA,
KOTOPbIN CBOEN arpeccuen nckaxaetT
n dopmMy, M copepxaHue, a Takxe
39TO UCCnefoBaHMe TOro, HacKoJbKO
rny6oKo paspywnTesibHble WHCTUHKTSI
YKOpPEHEHb B BU3yasnbHOW KyrnbType.
3puTenb CTaHOBUTCSA CBUIETEsNEM
3TON caTypHanuMuM B €e M3Havallb-
HOM nnoTosAAHOM nopbiBe. HenpepbiB-
Haa 4epefa MOHCTPOB HamnoMWHaeT
CUMBOJIMKY TaHLa CMepTu, KOTOpYi
WHrmap beprmaH ucnonb3osan Aans
3aBepuweHna csoero ¢unbma «Cepb-
MaA neyvyaTb».

Takas KapTUHa yKasbiBaeT Ha rny-
60Ky TMOPUOHOCTb CUTyauun, KO-
Topas oTpaxaeTcss B XMMEpPUYECKOM
06/1MKe MOHCTPOB, BOBJIEYEHHbIX B
cCMepTenbHbL TaHely. B nocTko-
NOHWANbLHOW Teopun TUBPULHOCTb
onpepensieTcsa Kak 4acTo KOH(INK-
Tywlwee eOWHCTBO [OBYX HappaTuUBOB,

NpoAyLUPYEMbIX KOJIOHN3AaTOPOM W
KONIOHU3MpyembiM. Takasa noruka pa-
60TaeT B 06e CTOPOHbI, M Hepenko
yrHeTaTenb HauyMHaeT npuobpeTaTb
yepTbhl yrHeTeHHoro. Uukn 2017
roga ewe rosopusn o6 STOM CMewe-
HMM, a nosiHoMacuwTabHoe XecTokoe
BTOpPXeHNe B YKpauHy B 2022 rogy
npuMBesio K 060CTPEHHOMY W Mposic-
HEHHOMY MOHUMaHWK HEOBXOAUMOCTH
COMpPOTUBIIEHUA arpeccopy, nogyep-
KHYB paHee Ka3aBWYWCHA HEBEPOAT-
HOM npaBAy O HEMOMEPHOM U HEKOH-
TPONMpYyeMOM 35ie, CTOslleM 3a ero
LenCcTBUAMN .

C Tex nop, Kak Mpuwao 3TO MOHMU-
MaHune, AOnA MeHA U BCero yKpauH-
CKOro obuecTBa BCe€ W3MEHWUIIOChH.
mbpugHaa BOWHa npeBpaTunacb B
nosHoMacwTabHyw ropsivyyl BOWHY,
pa3BesiBUWYW BCH MOCTKOJOHUANIbHYIO
rMO6pPUAHOCTL U aMObUBaNEHTHOCTb, a
TO WU CBOWCTBEHHbIE 3[paBOMbICINI0
COMHeHUA, Korpga 6biBUME cBuageTenun
arpeccuu npeeBpaTUINCb NM60 B ee
XepTB, 60 B ee CYy6BLEKTOB, 4TO
HepenKo Onpenensanocb rpaHuuen,
pasgenswwen TeppuTopun YKpauHsl u
Poccun. B cuTyauum akcTpemanb-
HOro Hacunus 6ecnpucTpacTHOCTb
oKasajlaCb HEeBO3MOXHOW; W B3ATb
Ha cebsa OTBETCTBEHHOCTb 3a 3Ty
BOMHY U yBUAEeTb B cebe 4yenoBeka,
paBHOAYWHOI0 K Hacunauw n 3noged-
HUAM — 3TO eﬂMHCTBeHHHﬁ BapuaHT,
KOTOPbIN MOXET COXPaHUTb 4YenioBe-
yeckue 4epTbl. OOHaKo uem panbue
poccunckoe obwecTBO MNognuTLiBaeT
BOWHY, TEM MeHblle OHO crnocob-

HO 0CO3HaTb, CKO/Mlb FJly6oka 3Ta
TpaHcdopMmauumsa, Bepywas K pacnagy

W YpPOACTBY, KOTOpas ABNAETCA yxe
HEe WHCTPYMEHTOM Megma, a YCloBu-
eM cyuwecTBoBaHuA. [lorpyxeHve B
3Ty danbcudmukaumio sK3UCTeHunanb-
HbIX MPUYUH CTOJNIKHOBEHUSA MPOBOLM-
pyeT U3MeHeHMe KaK BHeWHero 06-
NMKa, TaK WU BHYTPEHHeW npupogsl,
ofHaKo 3Ta MeTamopdo3a ocTaeTcs
He3aMe4yeHHOMW ee Cyb6beKTamu.

3TO CBA3AHO C HApLMCCU3MOM.

HagMeHHOe HeOoKOJIOHManbHoe rocy-
[apcTBO CMOTPUT Ha cebsa B 3ep-
Kano v BungnTt ceba B CBOEM WM-
nepckom rnpowsiom, nwbs He cBoe
HblHEWHee COCTOAHME, a yBAgawlee
OTpaxeHue CBOEN KOJIOHMaNIbHOMN
«CnaBbl», BO3BeAeHHOe B paHr muda
O MpoWsoM, CO3[4aHHOro0 M pacnpo-
CTpaHAeMoro ero nponaraHgucTCKOM
MawumHomn. [Ny6oKUA HapLMCCU3M
3TOr0 HEOKOJIOHMaNbHOr 0 rocy-
napcTBa obpaleH BHYTpb cebs U,
cnefoBaTeNlbHO, Cflen B OTHOWEHUW
6ynywero. OHO He 3amevyaeT c06-
CTBEHHOI0 4YyJdOBUWHOIrO0 BuAa U He
0CO3HaeT, 4YTO AuKasa opruactuye-
CKaA nnAcKa cMmMepTu BepeT ero u
ero rpaxgaH B 6espgHy. Ho ero oT-
paxeHue B rnasax [OpPYyrux yxacHo.
06e306paxmMBaHMe ecTb pes3yJib-

TaT 3NMUCTEMUYECKOIrO Hacuanma Kak
no6o4YHOro npouecca ¢U3nM4YeckKoro
3/104eAHnAa U KOCBEHHOIro y4yacTtuAa B
HeM Kaxporo MoHcTpa. WckpusneHue
ONTUKK, KOTOpPOE MaccoBas noj-
[epxKa BOWHbl BHOCUT B POCCUINCKOE
o6WecTBO, BMECTO 3TOro ¢okycupy-
eTcsA Ha TweTe BOWHbI: OT Monynsp-
HbIX ﬂMCKyCCMﬁ O TOM, 4YTO «He BcCe
TaK 0QHO3HA4YHO», [0 POCCUNCKUX



WHleHCepoB, Aenanwnx nocTaHo-
BOYHble doTorpadéum B Mapuynone,
pas3pyweHHOM UX xe apmuen. Kaxy-
WaAcsa «HEeOAHO3HAYHOCTb» CUTya-
UMM, KoTopas MHOrga neneetca U B
MexayHapognHeix CMWU, okasbiBaeTcs
rny6oKo aHaxXpPOHWYHOW W, B MOMbIT-
Kax BEpHYTb MMOPUAHOCTb, NUlb
YMHOXaeT 4YyLOBMWHOCTb CUTyauuu,
Korja eAMHCTBEHHO BO3MOXHOE pe-
weHne — pacnyTaTb ee.

Kak MCTOpWK MCKyccTBa, A He Tak
[laBHO MHOrO Mucasa O Bbi3BaHHOM
BOMHOW [EeKOJIOHNanbLHon TpaHcop-
MaLuK, 4YacTbi KOTOpPOW ABNAeTCSH
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yTpaTa ambuBaneHTHocTu. [lpeo-
loNleHne Hapuuccusma U yMmeHue
BUOETb 3MNMUCTeEMNYeCKOoe UCKaxXeHue
— 3TO CNOCO6HOCTU, HEOo6XoauMmble
ONia TOro, 4To6bl M3bexaTb 6e3aHbl.
0fHaKo Marmyeckoe rUMNHOTUIUPYI-
uee 3epkaso uMmnepuanvMama npomos-
XaeT penaTb CBOW paboTy.

YyacTHMKM 3TOro Makabpuyecko-
o TaHUa MOrytT BOCMNpWUHUMATb ero
no-pasHoOMy; OAHaKO KaTacTpodu-
YEeCKUA KOHeL, 3TOro rpoTeCKHO-
O CneKTakna BMeCcTe C nageHunem
HapLUMCCUYECKOr0o HEOKOJIoOHManuaMa
HensbexeH .
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TAHEL, CMEPTHU

CmepTb BeleT XOpoBOf
Ho oguH TaHuop
Kyprys n KpuBoHOr
CnoTbikaeTcs
HacTynaeT Ha HoOry pgpyromy
ToT oTwaTbBaeTCcs
[lapaeT HaB3HUYb
TAaHeT 3a pyKy TpeTbero
TpeTun He ycneBaeT
OTNyCcTUTb pYKYy 4eTBepToro
KoTopbin nagaeT BNeBO U Brepep
N noToMmMy, UYTO OH TSXKESbIN
Kak moe ceppue
TsAAHeT 3a co60M BCexX OCTallbHbIX.
AdPeKT [OMUHO
N pypHom xopeorpadum
PaboTaeT B TaHUe CMepTwu
Kak n B niwbom gpyrom TaHue.
ToNbKO CMepTb COMpPOTUBASETCS
Tepsasa Bcex CBOMX TaHLOPOB
Ha nocnegHem Kpyre.
Cocepnckuin nec Llepbep
Ha6nopaeT 3a 9TUM HeyKJloXum 6aneTom
C neHuBbLIM MNpe3peHneM.
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NHTEPBbBIO
C 9J10 JINNB

TAHEJ1b PAHLEP:
Crnpowy Tebs KakK CKyJbMTOPKK
0o6WecTBEHHOr 0 MpoCTpaHcTBa, a
TakXe KakK aKTUBUCTKU, B LEH-
Tpe BHMMaHUA KOTOPOM Korpga-To
6blT 3CTOHCKUN MOHYMEHT [lo6eap
B OcB0o60OAUTENIbHON BOMHE: Ka-
Koe BJINSIHWE OKas3blBaeT HblHEWHWN
[EMOHTaX COBETCKOW CUMBOJIMKMK U
MOHYMEHTaNbHOro MckyccTBa? HyxHo
nm aT1o0? W B yem 3TO Morjo 6bl 3a-
Kni4yaTbca — ybpaTb M UX C rnas
[ONION, YHUYTOXUTb WM U3MEHUTb
KOHTEKCT, 4YTo6bl TaHK Ha Nbene-
cTafle cTan My3elHbIM 3KCMOoHaTOM?

9J10 NUNB:

[lna Hayana A 6b paso6panacb C
TepMMHaMu, MOCKOJIbKY MoJsaraio,
YTO HeNb3A OTOXKAECTBNATb MOHY-
MEHTbl M MOHYMEHTaslbHOe TOJlb-

KO M3-3a UX CXOXero 3By4YaHus.
MOHYMEHT B Yy3KOM CMbiC/le O3Haya-
eT TONbKO MaMsaTHUK — (OoT na-
TUHCKOro monumentum ‘nNaMATHbLIN
3HaK'), O06bEKT, CO3daHHbIN Ans

yBEKOBEYEeHUs namaTu 06 ucTopu-
YecKOM CO6bLITUN Unu yesqioBeke, a
TaKXe O XMBOTHOM, nNnpegMeTe uun
nepcoHaxe. CrnoBO MOHYMeHTaslbHbiN
O3Ha4yaeT MacwTabHbiA, MOUHbIN,
OCHOBAaTeJSIbHbI, BCEO6bEMIOWNN,
KanuTanbHbih. Ecnn 4To-TO B Ob6UWeE-
CTBEHHOM MNpPOCTpaHCTBe ABNAeTCA
MOHYMEHTaJlbHbIM, He O3Ha4yaeT, 4TO
3TO npounseegeHne MOHYMeHTaJIbHOIo
nuckyccTtBa. Jlw6oe MOHyMeHTanbHoOe
peweHne CTOUT BpeMAa OT BpPeEMEHU
nepecmaTpuMBaTb Ha npegMeT ero
YMECTHOCTU, COLEPXaHUS U Xy[oxe-
CTBEHHOM LEHHOCTHU.

HapBCkUIN TaHK U MHOruve «Kpac-
Hble» MOHYMEHTbl BO3BOLMIUCH He
KaK npou3BefeHus uckyccTBa, a
KaK BUW3yasbHas nponaraHga BeYHON
cnaBbl U MOrywecTBa y3yprnaTopoB MU
KONOHU3aTopoB. Bonpeku unpeanam,
KOTOpble OHW MponaraHaupywT, OHU
napagokcasnbHbM 06pa3oM caenaHsl
naoxo, BTOPOMAX, WX BUA WTaM-
noBaH, KaHOHM3MPOBaH. HyXHbl 5K

MHOIO4YUCIIEHHbIE JTEHUHbI UIN TAHKU B
HaweM FOpPOACKOM MpOCTpaHCcTBe Afs
TOro, 4YTO6bl Mbl MOMHUAM UCTOPWUID?
OnpepeneHHo HeT! HyxHbl NM Hekor-
[la rMopaboWeHHbIM UM MepexmnBlLnm
reHouna Hapodam MaMATHUKW «MpU-
HecwMM KysnbTypy» KoOJIOHM3aTopam?
HeT, pasymeeTcsa HeT! XoTA MHe Kak
CKYNbNTOpKe 60/bHO BUAETb, Kak
KATATCA MO 3emsie roJjioBbl CTaTyﬁ,
HYXHO MOHMMaTb, 4YTO nNapagurmbl
n3MeHunMcb. MecTo Takumx cTaTym

— B MUCTOPUYECKOM My3ee, 06WecTBO
npoABuHynocb panbuwe. O06wecTBEHHOe
NPOCTPaHCTBO [LOSIXHO BUOPMPOBATbH
XU3HEHHON 3Hepruen, CBSA3AHHOWN

C BaXHbIMM TeMaMn, a He C TeHAMU
MEepPTBbIX MPECTYMHUKOB .

B 6ofiee WMpOKOM AMCKypce ocTa-
NIMCb MOYTU MOSIHOCTbI0 HEe3aTPOHY-
TbIMM 3HAKW PENUrMO3HON MUCCUWN U3
[lanekoro npowsioro, coxpaHunacbh
nonbiTKa BU3YyasnibHOrO YyTBEpPXAeHUS
npeLcTaBfieHHON B My6JIMYHOM Mpo-
CTpPaHCTBe LEPKBM KaK UcTopuye-
CKM HACW/IbCTBEHHON WHCTUTYLMM,
COTpYyAHVWYaBlWEN C KOJIOHM3aTopa-
Mu. To, 4YTO 3Ta Tema B HacTosA-
uee BpemMs BOOGWe He noAHMManach,
ABNAETCA sIBHbIM MPU3HAKOM TOro,
UTO B KaKOM-TO MOMEHT KyJbTy-

pa XepTB C/IMBaeTCA C Ky/bTypoWn
y3ypnaTtopoB. W Cc Kakoro MoMmeHTa
Ham 6onble He 6yaeT 60/bHO BUAETb
KpacHble CUMMBOJIbI U MaMSATHUKU — 3TO
BCEr0O JMWlb BOMPOC BpPeMeHu. BoiHa
B YKpavHe BHOBb pas3bepepnusia paHbl.

MOHATHO, 4YTO O6bLEKTHI MponaraHgbl,
cTosiyMe Ha NyTW pasBuBalWerocs
ny6JMYHOrO0 MPOCTPaHCTBA U CO3Ha-

63

HUA, TECHAT W yb6uBawT 3TO MNpPoO-
CTPaAHCTBO, OHW CKMUCaKWT, CMepaAT.
Yem 6onee NoNMTU3MPOBAH MOHY-
MeHT, 4eM 6o0Jiee XecToka BfacTb,
C KOTOPOW OH CBfAI3aH, TeM cKopee
OH 6yaeT MOBEpXeH.

f1 Bblpocsia B 3Moxy, KoOTopas CKpbl-
Bana AuKTaTypy, ybunmcTtBa, y3yp-
nauvio U genopTauuio 3a BU3yasb-
HOM nponaraHgon BEeNMKON [pPYXOb
elMHbIX 6paTcKux HapogoB. OgHoOM
pykou y6uBanu, [pyrom cospaBanu
npovM3BeaeHusi, HarosIHEeHHble ¢anb-
wvBbLIM nMa¢ocom. {1 cTossa B noyeT-
HOM Kapayslie y «Be4HOro orHsi» Ha
ThIHUCMAMM nepef co3[aHHbIM JHHOM
Poocom n ApHonbgom Anacom 6pOH-
30BbLIM COMJAaTOM M fymana, Kak xe
BCe 3TOo rayno. OgHako 3TO OAWH
M3 TexX MOHYMEHTOB, C KOTOPbIX £l
6bl cnununa NATUKOHEYHble 3Be3fbl,
npuaaB MaMsTHUKY HOBbIM cMbicn. U
ocTaBuna 6bl ero Ha CBOEM MecTe

B KayecTBe MNaMATHMKA BCEM COJ-
jaTtaMm, normébwvm BO BTOpon Mupo-
BOM BOWMHe. HbiHEWHAA nsowagka Ha
TbIHUCMAMM [0 CUX MOP KaxXeTcs MHe
nycTtom u ¢anbumson. A co Bcemn
CTpacTbl 3awuwan MOHYMeHTaslbHble
npovM3BefeHNss COBETCKOIro BPEMEHMU,
CO3[aHHble OpYruMuM TanaHT/IMBbIMU
apxXuMTeKTopaMM U CKynbnTopamu,
npeBpaTUBWMMW 3aKa3bl COBETCKOWN
[epxaBbl BO BHEBpPEMEHHble Mpou3Be-
IEeHUs UCKycCTBa, uUMelwue ropas-
0O 60/bly LEeHHOCTb rnepepn NULOM
BEYHOCTU, YeM BfacTHble amMbuuumn u
KY/bT OQHOIFO TEeppOpPMUCTUYECKOro
rocypapcTtBa. Takue paboTbhl CTOMU-
10 6bl COXPaHUTb U MEPEOCMbICSIUTD,
OTMETUTDL .



Camas 6onbwasi npobnema c na-
MATHWKOM HE3aBUCUMOCTM ICTO-

HMM CBA3aHa C Hallel Benu4yanuwen
LeHHOCTbI0 — cBo6ogoln. BosBeneHue
KpecTa Ha nnowaan CBo6oapl Bbi3BA-
/10 cepbe3Hoe MpPOTMBOCTOSHME, U
He TONbKO cpean aeATenen Kynb-
Typbl.! bonbwaa yacTb obwecTBa
6blla rOTOBa BOCMPUHUMATb CBO6GO-
Iy KaK BbiCWlYl0 LLEHHOCTb, a TaKxe
TpakToBaTb €e ropas3fo Wupe, Yem
NMOCPEeACTBEHHbIN KPeCcT Ha BeplunHe
CTEeKNAHHOro cTonba. Bbi6op xiopu
KOHKypca (C MUHWUMasbHbIM MpuBEe-
YeHMeM XYOOKHUKOB M apXUTeKTOo-
pOB) M BCS UCTOPWUS C BO3BeLEeHUEM
KOJIOHHbI, Kasaslocb, KoMnupoBanu
TOTanuTapuaM, OT KOTOpPOro Tak
XOTenocCb AMCTaHLUMpOBaTbCSH.

Ins Hawen ManeHbKOW CTpaHbl
HEe3aBUCUMOCTb SIBNISETCA YeM-

TO 4pe3BblYalNHO BaXHbIM, W MO-
c/le OKOHYaHWA OKKynauuu 6bis1o
6bl OesioM 4YecTuM BOCCTAHOBUTb
BCe BOEHHble MaMsATHUKWU, ycTa-
HOBJIEHHblE [O OKKynauuu v npu
9TOM YBEKOBEYUTb B UCTOPUU Tex
repoeB, KOTOpble OTAann CBOMU
XW3HW 3a coxpaHeHue cBob6ofpl U
KynbTypbl 9CTOHMM. Tenepb 3TOT
nepuop, 3aHABWMKA oKosio 30 nerT,
MOXHO cuuTaTb 605ee UM MeHee
3aBEepWEHHbIM U MOXHO MPUCTYMNUTb
K OCMbIC/IEHMI0O U CO3[aHU0 HOBOIO
MOHYMEHTasNIbHOr 0 UCKyccTBa [Ans
obwecTBEHHOrO MNpocTpaHcTBa.

TAHEJ1b:
MOXHO M paccMmaTpuBaTb HblHEWHWN
npouecc AeMOoHTaxa MaMATHUKOB
KaK Heo6XOoOuUMblA KONTEKTUBHbIN

puTyan? HyXHbl 1M Ham 3TuU puTya-
Nbl U 3a4em?

9N0:

Hy, Ha ¢yHKUMOHMpPOBaHWE BCErO
MMpa MOXHO CMOTpeTb 4epes3 MpusMy
puTyanoB, KakK Ha WHAUBUAYANbHOM,
Tak M Ha O6WEeCTBEHHOM, KOJeK-
TUBHOM YypoOBHe. HacKonbKO 3HayuMbl
pasnuyHble puTyansl, WAK, BepHee,
HaCKOJIbKO 3HaYUMbIMKU OHW BOCMPU-
HUMaKWTCA, BO MHOMOM 3aBUCUT OT
TOro, MOXeT fuM 3puTesnb pacrnos-
HaTb, nepepaTb pUTyansl, OTOX-
JecTBUTb cebs C HUMK. PuTyansl,
KOTOpble MOTEepPsANN CBOE COAEepXaHue
WM He crnocobHbl pe3oHUpoBaTb C
nioAbMK, onajanT, KakK MycTbhe Mew-
KW, KaK MNaMATHUKW AuKTaTypam.

HpomaseneHMﬂ MOHYMEHTaJ/IbHOI O
UCKYyCCTBa M NaMATHUKKU, CO30aHHble
no 3akasy rocypapcTtsa, ABNAWTCS
KaK 6bl MPOABNEHUEM TOCY[apCTBEH-
Hol BnacTu (B maeane — HapogHo-
ro 60/bWWHCTBA) U C MX MOMOWbIO
rocypapcTso (B ugeane — npepacTa-
BUTENW Hapofa) npencTaBfiseT CBOU
KOHCTUTYUUOHHbIE LEHHOCTU KaK
puTyan.

PuTyanom Takxe CTaHOBUTCHA MOBTO-
psleeca CHoOBa W CHoOBa paspyle-
HWe cTapbiXx NaMATHUKOB U BO3BE-
JeHVe Ha WX MecTe HOBbIX, CMEeWHO
HabnwgaTb 3a 3TUM CBOWCTBEHHbIM
JaxXe XMBOTHbIM pUTyasibHbIM CTpeM-
NIeHVeM MOMeTUTb TeppuTopuio: «f
30eCb XO03fIMH, MOe [epbMO CBexee
M Kyda Bbiwe!». B TOo xe BpemAa
npaBo rocyfapcTB Ha YCTaHOBJIEHWUE
CBOEN HEe3aBUCUMOCTU HeNb3s cpaB-

' B 2008 roay no ununuatuse dio JIniis Oblia cocTaiena NeTHIN IIPOTHB HTOTO CTERISHHONO ¢T0J10a, KOTOPLI n3BecTeHn

Ham kakmMouyMeHT [ToGepr B OcBoboguTebHOI BoitHe u crout B Tammuune, Ha miomaam CBoGoapl. Beuro coGparo oroso 10 000 mox

muceit. ITogpoduee:http://www.vabadusesammas.co.ee/lingid.html.

HMBaTb C 60pb6oi 3a BNacTb AUK-
TaToOpoB M y3ypnaTtopoB. B 3cToHumu
N Apyrmx noCTCOBETCKUX CTpaHax
peyb wna ckopee 06 ouuUweHMM Aoma
OT CWUMBOJIOB Hacwunimda, M 3TO OKa-
3blBaeT Ha Becb Hapoj CBOero poja
TepaneBTUYecKoe [HOeNcTBue.

Mbl XMBEM B OeMOKpaTUYecKowm cTpa-
He M co3JaBaeMble cendac namaT-
HUKWU U puUTyanbl He LOO0JIKHbl OTOX-
[eCTBNATbLCA C NPEXHUMU KPpaCHbIMU
namMATHUKaMM U Tem, 4YTO MPOUCXO-
ANNo BOKPYIr HUX. [TaMATHUKN KakK
MOHYMEHTaJIbHOE€ UCKYCCTBO 3aHWUMa-
T BaXHOe MeCTO B OXUBJEHUN Ha-
wero ny6sMYHOro nNpocTpaHcTBa Ans
co3[4aHNnA cogepxaHna M CMbICTIOBbLIX
nosnen, HappaTWBOB.

TAHEJb:
B cBoen pab6oTe Tb 3aTparusBana
TeMy XecTokoro o6paueHus. B
Hawv OHW HeHapslexalee ob6paleHue
npuobpeTaeT MaccoBble MacwTabsl.
0gHMM rocypgapcTBOM 3TO gaxe non-
HOCTbI0 HOpMann3oBaHO. Bce, udemy
Korga-nuéo ydyunu niogen (HaduHas
C TOro, 4YTO XU3Hb HYXHO 6epeub,
YTO BaXeH MMp M T. n.), 6bIO
nepeBepHYTO C HOr Ha ronoBy. Tak
WA UHa4ye, BCe STO MPOHMKAeT 3a
npefess cTpaHbi-arpeccopa. Buauuwb
N Tbl Mapanneny c XecTOokuMm obpa-
eHneM Ha WMHAUBMIYallbHOM YpoBHe?
Kak ¢ aTum cnpaBuTtbca?

9J10:
lla, A Bumxy. K coxaneHuw, Hacu-
nMe UCXOOUT He U3 OOQHOW TOJlb-
KO CTpaHbl, Takux CTpaH BCe ele
C/IMWKOM MHOro. Mup — 3TO onacHoe
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MEecTO, rjhe BWHOBHbIX B Hacunuu
MOXHO HaWTK Ha N6OM YpPOBHE, MU

Yy HUX Bcerpa HaxoauTcs fgocTa-
TOYHO onpaBAaHuMM MU 060CHOBaHUM
ONs cBOMX OencTBun. B kadecTBe
npoTuBOBECA XepTBbl MpuobpeTawT
60XeCcTBEHHbIN gap npeobpaxaTb Bce
BO 6naro, M ecnu MM ypaeTcs co-
BepwnTb MeTamopdo3y nocrsie paspbi-
Ba OCKOPOMTESIbHbLIX OTHOWEHWUN, 3TO
HacToAwun nogBur. Ecnu nomymaTtb
O TOM, CKOJIbKO TpaHcdopmauun u
repouvyeckux MoABUIOB JIOASAM WK
HaUMsM MPUXOAUTCS KOJUIEKTUBHO
coBepwaTb eXeAHeBHO, HaxoAsiCb

B YC/IOBUAIX FeHouupa, a B 60-

Jlee WMPOKOM CMbic/le — O TOM, Kak
npupoAHasi cpefa CTOHeT B TUCKax
yesioBevyeckoro oébuecTBa, 3TO Oen-
CTBUTENIbHO YyrHeTaeT.

[locne BoccTaHoOB/IEHUA He3aBu-
CMMOCTW MHE KasasioCb, 4YTO Mbl
KONNIEKTUBHO OTOWM OT XecTo-

KWX HACWUSIbCTBEHHbIX OTHOWEHWUN .
YBbl, MOJIHOCTbI0 OTCTPaHUTbLCA OT
abblo3epa HEBO3MOXHO, S MoHsNa
3TO TONMbkKO B 2014 rogy B CBA3MU
C BTOpxXeHnem Poccum B YKpauHy.
MocTossHHas TpeBora WM Hanpsxe-
HMe B cTpaxe nepef BO3MOXHbIMU
cTpajaHusiMM B 6yayuwem U BOCMOMU-
HaHMe O npowsion 605U, BEPOSTHO,
OCTawTCs B Halen XW3HW HaBcerga.
Bce MyHKTH y4debHMKA MO Hacuiuw B
6/IM3KUX OTHOWEHUSIX MOXHO CUMBO-
JINYECKM MepPEeHecTU Ha HbHEeWHue u
npowsnsle AencTBUA Hawero 605b-
Woro BOCTOYHOrO cocefa, Kak Mo
OTHOWEHMWI0 K CO6CTBEHHOMY Hapo-
Ly, HaWwuvM pOACTBEHHLIM Hapogam,
Tak U KO BCeM 6biBWMM cocefsM.



W aTO He pasoBble akTb Hacwunua,
3TO CUCTEMHble U HeOoOHOKpaTHble
penpeccuun. Jiioon B Poccuum (kak wu
B APYruX IOUKTaTypax) MNpuLepxu-
BalTCsA MeHTanuTeTa XepTB MHO-
roBeKoBOro Hacunusa. Mbl 3apgaemcs
BOMPOCOM, [MOYEMY OHU He Ccomnpo-
TUBNAKTCA HO B KOHLE KOHLOB
npuyMHa Ta Xe, Mo KOTOpPON XepT-
Bbl HAaCW/IMA CO CTOPOHbBI MapTHepa
He MOryT YWTW OT abbwsepa. WUx
camooueHKa U OOCTOMHCTBO WUCKa-
XEeHbl, W eQUHCTBEHHON cTpaTeruvemn
BbXMBAHUA SIBNSieTCA MepeocMbicie-
HMe Hacuaus BO YTO-TO Xopouee U
Heob6xogumoe. OQHaKO 3TO CHOBa U
CHOBa co3fjaeT YCJIOBUA [Os MNosAB-
JIEHUA HOBbLIX MaHUMNYNATUBHbLIX Op-
raHoB ynpaefeHus. Ecnu po6aBuTb
K 3TOMYy 003y BEeJSIMKOLEPXAaBHOI O
WOBMHU3MA, TO W Ha4yHeTcHA nepe-
HanpaB/fieHne co6CTBEHHOMW 601 Ha
TpaB/io cocefen M nonpaHue npas
yenoseka. YTo6bl BbpBaATbCSH U3
3TOr0 3aMKHYTOro Kpyra, HYXHO
HECKOJIbKO TMOKOJIEHUN, KOTOopble
NpoXuam 6bl B YCNOBUAX [LeMOKpa-
TUM N COBNWAEHUS MpaB 4YesloBeKa.

TAHEJ1b:
YTo onAa Tebs 3HayaT KpucTan-
Nbl, M3 KOTOPbBIX COCTOUT 6osblias
YyacTb TBOeN MHcTannauum? lMouyemy
UMEHHO KpucTans?

ANO0:
KpVICTaJ'IJ'IbI ABNANTCA CUMBOJIOM
YNCTOTHI, HO ewe U CUMBOJIOM
6oraTcTBa. Korpga AyXxoBHbe U
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npaBo3aWWUTHbIE LEHHOCTU ybupalwT,
ocTaeTcsa NUwWb 3eMHoe 60raTcTBO
M unnwsusa. B ycnoeuax ToTanu-
TapHon pukTaTypbl CCCP kpucTanmsl
npuobpenn MMeHHO Takoe ade-
MepHoe 3HayeHue. WHcTannauusa
"MeyTa" ocHOBaHa Ha MOUX [OeT-
CKMUX BOCMOMUHAHUAX O COBETCKUX
BpeMeHax, Korpma 6bla mnoJjiHas
HUWeTa, HO Y MHOrMMUX Niaen 6bn
XpyCTasnbHble Ba3bl Ha MOJIKE WU
XpyCTasnbHble JIOCTPbl Ha MOTONKE.
3To 6bI10 Bpems, Korpa pealb-
HOCTb CTafla napansefibHbiM MUPOM,
MeyTon, cHoM 6e3 Bbi6opa. YepHbin
noTonok pa6cTBa,? BMecTe C Kpu-
cTannamuM okkKynauum, oT6paceiBaeT
TbICAYN TEMHbIX TeHel Ha obue-
CTBO, MNpOCTUpPawWMXCH [0 Hawux
oHen.

Mup, nopoxAawwuin ygywawouyw
WUNK3ul ToTanuTapusama, K cCo-
XasieHuw, He uc4yes, U BCe, 4TO
npoucxoaut cerogHa B Poccunm,
Nnoxoxe Ha MOBTOpHOe Habnnae-
HMe 3a OKKYMaLUWMOHHbLIMW Fogamu

B peaJibHOM BpeMeHuW. MaccoBbIi
CUHOPOM 3ay4yeHHON 6eCrnoMowHOCTH
BOCMPOM3BOANT HOBYI Maccy nof
YepHbIM MOTONKOM. Pa3Mmep aToM
Macchl CJIOXHO 3aMeTUTb Ha ¢oHe
BUIOWMbBIX LIEHHOCTEN KpUCTasnos.
HeBansiwka, wnnm BaHbka-BcTaHbKa,
ABNANWMUACA YacTblo UHCTaNNAUUM,
BCe elle packaymBaeTcsa B TakT
BOEHHOMY Maply M He nepeBopayn-
BaeTCA.

2 Orepuika k cruxorsopenuio I0xana Jluiisa « Tepen moToM0k B HALIEM 10ME),
CUMBOJIMYECKOMY M300PaKeHNI0 CTPAIAHUI SII0XH 10padoIeHns,
https://et.wikisource.org/wiki/Juhan_Liivi_luuletused/1910/Must_lagi_on_meie_toal.
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B 20 Beke xpycTanbHasa nocypna
yKpawana WMHTepbepbl MHOMMX [OMOB
U KBapTUP, NPUHAANEXABWMX CEMbSM
cpegHero pgocTtaTka. LeHuBuuincs
TOorga 3a Mpo3payHOCTb, CerofHs
OH YXe He BOCMpUHUMAETCs TaKuM,
Tenepb Mbl OTHOCMM €ro K Hawemy
CaMOMy HefaBHeMy npowsoMy — njo-
XOM U «HEYUCTON» COBETCKOW 3Mno-
Xe, — XOTs B COBETCKOEe BpeMs TOT
Xe XpycTanb 6epernm, Kak CUMBON
XOpOWeN MNpowson XU3HWU B MNEPUOL
MEXBOEHHOMW HEe3aBUCUMOCTU. «Xpy-
CTallb» TaKXe Bbi3biBaeT accouuaumu
C YAI3BUMOCTbl, OCOOGEHHO C UCTO-
PUYECKUM TEPMUHOM «XpycTanbHas
HOYb», BHe3arHom BCMbIKOMA Hacu-
nua NpoTuB eBpeeB (Tak HasbiBa-
eMbIX «IpYrux»). Mbl Takxe 3Haem

0 «XpycCTanbHOM wape» — npubope,
B KOTOPOM SIKOGbl MOXHO YBUAETb
6yAayuee .

BrepBble OHWM 6biN BbLICTaBMIEHb B
2022 rofy Ha nomy B pasHbIX yrnax
MOLEPHUCTCKOro 3paHua HauuoHanb-
HOM XYOOXEeCTBEHHOM ranepeu B
BunbHioce (6biBUMin Myseit peBosio-
UMK), nokasaHbl Kak 6bl MOHUKXEH-

HbBIMM B CTaTycCce U YA3BUMBIMU — He
HacToswne MNPoOU3BEAEHUA UCKYC-
CTBa, a HEMOHATHblE MpuUWesNbLbl U3
OpYyron KynbTYpHOW Mnapaaurmsl,
Xenawwue 6bITb TyT, HO BMECTO

9TOro npucyTcTByllune nuib B BUOE

«MpU3paKoB». 3[Aecb XpycTalbHble

yawu SABNASWTCS NWWb 3aMeHOW Ye-
ro-To peaflbHOroO, 4Yero, BO3MOX-
HO, HeT (Hanmpumep, «npu3pakamm»

HasbBalT KapTOHHblE MapKepbl B

6ubnmoTeKkax Anda obo3HadeHUA OT-
CYTCTBYWWUX Ha Mosike KHUI). OHu

CTOAT Ha NbepgecTanax, CJ/OBHO

6ICTbl KaKUX-TO repoes npownoro,
npunogHATbIE U «UMMO3aHTHbBIE», HO
npn 3TOM XpynkKnue M ABHO MNYyCThle

(ecnu Tonbko [OOXAb He fO6aBUT

UM cofepxumoro). OHWM CHapyXu K
BHYTPWU OAHOBPEMEHHO, BEpHEE, HU
CHapyXu, HW BHYTpW, 3anepThie B

3TOM MOXOXeMW Ha AOMUK KIeTKe,

CAenaHHOM [OPYrUM XYJOOXHUKOM ANs

LpYyroin BbicTaBkM. YT06b yBU-
OeTb UX, HYXHO O4YeHb OCTOPOXHO
HacTyNMUTb Ha WATKYK Xesie3HYlo
KOHCTPYKLMI0, 4YTO 3acTaBUT Bac
nMo4yyBCTBOBaTb cebsA Takxe
YS3BUMBIM .

Mpn3pakn He MpoOCTO M3 MPOWIO-
ro, a «u3 MNogaB/IEHHOr0 U He-
paspeweHHOro npowsoro, KoOTopoe
naeT o cebe 3HaTb 4yepes HuUx». B
nuTepaTypoBefeHun npus3pak 4yacTo
«MPUHAONEXUT K «AMCKBanUGuum-
pPOBaHHbLIMY» , MaprUHANN30BaHHbIM,
YCKONb3aWwmMmM, HU3KMM o6nacTsm
3HaAHMN M HaxogUTCHA BHe oduumn-
anbHbIX UHCTUTYUUI, MNPOU3BOAAWMX
3HaHMA» . Ho npuspaku cyuwecTByWT
W Ons TOro, 4To6bl «MOMOYb Bam
npefcTaBUTb yTpayeHHoOe U TO,
yero paxe He cywecTBOBasnio», U
«npefcTaBuTb 6yayuee 3a npepena-
MW TOro, 4YTO YyXe [HOOCTYMHO MOHMU-
MaHu», «MOo-ApPYroMy YBUAETb Kak
BeWM Hawero mupa, TaK U ucTopum,
KOTOpble chenanm Ux BO3MOXHbI-
Mu» . (3nBepun FoppoH, [puspadHbie
nena).
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[pe-To B 6yayweMm 3Tu XpycTaib-
Hble YalWu yxe, BO3MOXHO, pa36u-
Tol. B ¢unbme P. B. dacc6buHpepa
«MpepocTepexeHne cBATON 6nypn-
HUUbI» MpasfpHas M oT4yasBwasa-

CA CbeMOYHas rpynna B OCOOGHAKE
6EeCKOHEYHO XAeT CbeMoK ¢unbMma,
nbeT «Kyb6a nubpe» n pasbuBaeT
XpycTanbHble 6okanel 06 non. Ewe
6ofiee OTYasABWMNCA KMHOpPEXMUccep
B KOHLE KOHLIOB TOXe pasbuBaeT
cBon 6okan u 3aaBnseT: «Ecnu f
He Mory pas6uBaTb Beww, A BCe
paBHO 4YTO MepTB». «3TO OWUIbM O
XECTOKOCTU», — FOBOPUT OH MO3Xe
XypHanucTy, B TO BpeMs KaK Bce
TaM, Kasanocb 6bl BOGMAEHb Apyr
B Apyra. «0 4yeMm Xe ewe CcHuMMaTb
ounbM?» — oTBevyaeT TOT.
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McTouHnK ceeTa, co3fanuuin aTu
«TE€HU», He BUAeH, KaK 6yATo OH
TauTca roe-To BHYTPM CTeH 3aa-
HUA. MoXeT 6biTb, 9TO TaK U He
B3oWeawas npecsioByTas «3aps
HOBOrO 3aBTpa» — ob6elaHHoe B CO-
BETCKMe BpeMmeHa flyduwee 6yayuee,
KOTOpOe TaK M He HacTynuio?

Mo MHeHMW couuonora 3dneepu
FOpfioH, OTCYTCTBME YTpayeHHOro

— Nllb BUAMMOCTb, TaK KaK Bbl-
HYX[OEHHOE «CraxuBaHue» rpaHen
coumasnbHOro npojosixaeT 3aTmeBaTb
BCe TO, 4YTO OCTasfloCb: npouwsnoe
Bcerjga npecfiefyeT HacToswee. 370
npecriefoBaHnMe BpeMeHaMn MOXeT
CTAHOBUTbLCH 60Jiee HaBA3UYMBLIM.

MoceTUTeNW BLICTABKM HEBOJIbHO
B3aMMOOENCTBYHT C 3TUMU «TeHs-
MW» — HeYasHHO HacTynalwT Ha HuX,
MeHAs GopMy TeHen, pasMbiBas MX
oYyepTaHus, MEpPeHOCAT MX Ha CBOMUX
CTYMHSIX MO ranepenHoMy MNpocTpaH-
CTBY M MOCTEMNEHHO pacTBOPSANT B
HacToAWeM.

«Koxa, cTepTas C HOI pe3KuMm
ncuyesHoBeHMEM Naen c peanb-
HbiM BecoM. TyT 6blJ1I0 Tak MHOIro
nogen, 4To TPYAHO MocyuTaTb,
He cébuBuKUCL. Bec M TpeHwue

OT UX WCYE3HOBEHMA OCTaBMA-
0T KpoleYHble YaCTUYKU MATKOWU
HEXHOM KOXM — 4YacTU4KKU, le-
NyXy WU 3aBUTKU KOXWU, — U Te
naykawTcsa, TeMHewT K 6ypewT,
KpoleYHble M pa3masaHHble Mnop,
COJIHLUEM Ha KOHLe [JoCKu. OHu
KOMATCA, pas3masbiBalTcs U cMme-
wmBawTca» .’

T OrpeuiBok u3 pacckasa Hosuga Pocrepa Youreca «Beuno nasepxyn.
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Paulina Pukyte. Vaade installatsioonile ,,Varjud® / Bug na uncrammsiuio « Ternn» / Exhibition
view of the installation Shadows (2022-23)
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Ho B 97001 BpasmaedHoi

KOMHATE He 0CTABaJO0Ch
MHOI'0 TIPUOEKUIIA I eT0

rjasd

Cnacubo Tebe 3a MUCbMO M 3a TO, YTO BEPHYJNl MEHs B Mpex-
HUA KOHTEKCT, MOCKOJIbKY 3TO, MoXajlyl, okKasbiBaeT MHe
HEKOTOPYI MCUXMYECKYK MoMowb B HbiHEWHen cuTyaumm. 4
YyBCTBYl cebsa 3anepTbiM BO BHYTpPEHHEM Kpyre Bpalawwencs
Kapycenu, HO BMECTO [AepeBsiHHbIX JIoWwafoK TaM Briafesblipl
aKTMBOB, KOTOpble OyMawT, YTO FOHATCA ApPYyr 3a [LPYroM.
BpemeHaMu MHe ypaeTcsa ObICTPEHbKO MPOrHaTb KapTUHKY B
yMe, W KaxeTCs, 4YTO 3TO MPOCTO YXaCHbM GUIbM WM Mpo-
KpyuMBaemasi JleHTa B CoOLMalibHbIX CeTAX, M, CcllefoBaTeslbHO,
BEpPUTCHA , YTO eCTb KaKOoM-TO MOpPsSAoOK, MocfieqoBaTeflbHOCTb
MOXeT ObiTb HapucoBaHa B cTwuie Juwepa, HO 3aTeM Kagp uc-
yeszaeT, M BO306HOBNAETCH 6eCKOHeYHOoe MeSibKaHue MOoroHu
(KOHeYyHO, OHa He npekpawanacb HU OOHY Ha HaHOCEKYHOy),
M BCE YTO s BUXY — JUWb CMepTesibHas XBOPb.

f1 He 3Haw, M3-3a MOEN 51 3TO YBJIEYEHHOCTU CTUM-TMaHKOM
NN U3-3a KaKoOM-TO APYron MnpegpcTopuM, HO S HE MOry
HasBaTb 9TO C/IOBOM anoKasjuncuc, KOTOpPOe Thl MCMOonb30Ban,
No3TOMYy si XOTen 6bl ycnbiwaTb OT Tebsa 6osiblie O MafeHuu
MacoK W pasobnadvyeHusx.

f1 6bin 6bl paf Takke MpoynMTaTb 6Gosiee [LSIMHHbLIA OTPLIBOK M3
TBOEro UCCrefoBaHuUs, 4YTOO6bl Jy4lwe MOHATb HapLMCCUYECKYio
KOMMEeHcauuw, O KOTOPOW Tbl YMOMSAHYN, HO KOTOPYKW Ha AaH-
Hbll MOMEHT S MOT'Y MpO3peTb JNlb WMHTYUTUBHO. [lpowy npo-
WeHUs 3a ¢parMeHTapHbM M, MOXeT 6biTb, pas3MbiThA XapakTep
MOero oTBeTa, 9TO 60/blie MOXOXEe Ha MOMbITKY ChirpaTb pas-
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Hble aKKopAbl U MOCMOTPEeTb, KaKOW MOMOr 6bl HaM HACTPOUTb-
Csl Ha OfHYy BOJIHY B pasroBope, ecln Tebe 3To 6yneT Bce
elle MHTEpPEecHO. ..

1 pbinics B cBoeM 6yMaxHOM apxuBe B nouckax paboTbl O KO-
yerape M, KOHEYHO Xe, HaTKHYJICA Ha TBOW TEKCT, HanucaH-
HblM MO 3TOMY CJlyyal, KOTOpPbLA A XOTen nepeunTaTb, npexne
yeM OoTBeTUTb. 1 He MOMHI, 4YTO6bH Korga-HuMbyab Mo-Ha-
cTosiweMy copmynmpoBan gns cebs KoHuenuuw BocToka, OH
Kasasicsa CJ/IMWKOM 60SbWMM A/ U3YYeHUs Noj MUKPOCKOMOM,
C/IMWKOM MafleHbKUM 0S8 Teneckorna, HO WMHCTPYMEHTOM, KO-
TOpbI OH Bcerpga obmaHbiBan 6osiblie BCcero, 6bM 4Yackl. 24y
BKNT 1 34 BbIKJT — aTo rpaduk mexypcTB CTpaHHbIM 06pa3oM
(HY... MAX He OYeHb), Obll eOMHCTBEHHON XPOHOMeTpuewn, ¢
KOTOpPOM s MOI K HeMmy nogouTu. § cumTaw, 4TOo nwbas dopma
KONNTIeKTUBHOCTU, paboTatwass nop aTum Tarom (“BocTok”),
JOoNXHa ¢YyHKUMOHMpOBATbL CYTKM 4yepe3 Tpoe. § monaraw, 4ToO
B MOeM nogxofe K BOCTOKY ecTb cepbesHbld npobes, Tak Kak
MeHs1 Mano 3ab60TUT MOMEHT ero pOXOEHWUs, MepTBOPOXAEHUS,
abopTa ... WM KakuM ApyruvMm CJIOBOM Mbl MOran 6bl onucaTb
ero M3HavasnbHyl TpaBmy. Wnu, Ha camoMm fefie, MeHs BOJIHY-
eT caM MOMeHT, 3Ta cBoeobpas3Has eAuHuLa BpeMeHW, a He
nocriefoBaTeNIbHOCTb COGbITUIA, BHYTPU KOTOPOM 3TOT MOMEHT,
no-BMaAMMOMY, BCKUMen. BoT nodemy, yx npocTu 3a BOJb-
HOCTb TOJIKOBAHUA, s XOTes 6bl COCPefoTOYMTbCA Ha nocneg-
Hel rnaee TBOero TekcTa — MeTamop¢o3e, — rpae nosiBiseTcs
3amza/Kodverap. lopgcTpamBasicb Nog puUTM TBOEro camoro
nocnepHero a6saua, s BUXY TO, 4YTO JIEXMT B OCHOBE MOWUX
OTHOWEHUN ¢ BocTokOM — Kakoe-TO paguKasbHoe M3MeHe-

HMe Te4YeHuss U pycria 3TOro BPEMeHM — TBOEro OTHOWEeHWe C
OKpYXawWumM MUPOM .

N3meHeHMe, fa, HO Takoe, KOTOpPOe yCTpaHWio camo Belje-
CTBO, B KOTOPOM MPOU3OWI0 3TO M3MEHeHMe, MPOM30WSI0 «B
MrHOBeHMe Oka». Bo3MOXHO, y Teba BCe elle eCTb ABE HOrMU,
HO OHM 3anfeTanTcsa, Thl BCE elje MOXellb NTOBOPUTb HA CBOEM
A3bIKE, HO Terepb OTO [AuaneKkT, 3TO MPOM30WSI0 TaK CTPeMu-
TeNbHO, 4YTO W He YNOBUlb... Aa, Ha clefywuee yTpo... HO
1o paccBeTa.

YTO6bl OLEHUTb 3TOT HIAHC, MOXHO MOCMOTPEeTb CTapbii
dpaHuy3ckun ¢unbMm «Tempok» (JocTyneH Ha archive.org),



rOoe pasbirpplBaeTcA MHAA — «3anagHas» — mMeTamopdo3a: OHa S He MMeK B BMAY, YTO 3TO MMENI0O KaKOW-TO CMbLIC/T B JIl06OM
MeLNleHHas ¥ nocTynaTefnbHasa, AeHb 3a AHEM HakanauveaeT criyvae...3a WUCKJ/IIYEHUEM TOro, 4YTO A CIKOHOMUST HEMHO-
CBOM MNOAPLIBHOW MOTeHuuan, MNoTOM pas-ABa... W MOpYWEeHHbe ro AgeHer Ky/nbTYpPHOro KanuTana Ha Tpex 6yKBax B CJloBe
CTEeHbl, MOTOM MNOAXapeHHbIN MNonuuenckun. Mup BOKpyr repos HOLIDAY.

Muwens MNukkonu paspendeTcAa Ha TexX, KTO npucoeguHAeTcA
K Hemy (onATb Xe MOCTEMNeHHOo, 4Yepes3 coBpalleHne u noppa-
XaHue) U Tex, KTO C HuWM 6opeTcsa, BMecTe C 3pOTUYECKOW
Urpon nepeMaHMBaHWUs M3 BTOPOW FPYMMb B MNepByw 4epes
0o6psan nepexoga — MHULMALMM B OPryuacTUYECKYK KONNEeKTUB-
HOCTb «Oonnos3vunm» . ﬂ,Ba NMPOTUBHUKA CUHXPOHU3NPOBaAHDI,
cKaykoob6pasHoe napannenbHoe AeNCcTBMEe, a TaKxe co3fpa-
HMe CUMBOJIOB U WUX pa3pylleHne noaTBepxpawnT U ycunumBawT
a¢PeKT, OencTBMe M NPOTUMBOAENCTBME MAYT HOra B HOry,
CTOH OCBOOGOXAEHHbIX OT 3anpeTa YAOBONbLCTBUN MpoKaTbiBa-
eTcs 9XOoM Mo ¢acapam M nycTHpsAM ropoja. Bce aTo pocno
BHYTPU Hero, Bbi3peBaso noj HapacTawwuvm [aBJfieHUEM OT-
YyyXxgeHnAa U Tenepb B30OpBaJZioCb U uU3nydaeTcda B MUP U3-NoA
ero KBapTupbl, npeBpaTUBWENCA B BepaHay. Tbl 3amevaelb,
4TO oguyaBWUN-GabPUYHBIN-PaboOYMn TeMpPOK U ero BOCCTaHue
He TpebywT nomown, M paxe 6osiee TOro, A rnofaraw, OHWU
LEeNCTBYIT COBEpWEHHO 3a rnpefenamuM 3TOr0 M3MepeHus.. 4a,
MOXHO MPUCOEOVMHUTBLCS K HEMY, COKpylwawuemy cTeHy (Kak

B KaKOWM-TO MOMEHT fefnaeT ero cocef C ero nocTyKUBaHUEM
XJIMNKOr0 MOSIOTOYKA), HO Thl HE AepXullb ero 3a pyKy, a
eCnin N pepxuvilb, TO TOJIbKO AndA TOro, YTO6bI OTrpbI3Th OT
Hee KYCOK XapeHoro msca.

Y i 1 Modemy Tbl HUYEro He CKaxelub? Tbl e [OMKEH OTCTanBaTh Ce6A.
He cMmor s HanmTu cnoso «abiks»' m B TBoem TekcTe «Help g ] e B S A

for the Incubator of Eastern Europe», a BeAb OHO MO-
XeT 6bITb CKpbIThIM, @ oTToro (60f5iee) BaxXHbIM CMbICSIOM CfloBa
IDA??2 3To npeacTaBfieHME O MOMOWM KaK O 4YeM-TO, 4UYTO OYeHb
MNOTHO CBA3aHO C MOTOKOM BPEMEHU, KOTOPOE Mbl MPOBOLUM
BMecTe, a He C OO6MeHOM apTepakTamMuM U puTyanamum B3auUM-
HoOW 3ab60Tbl. Bblcb 06 3aknag, 4TO ecnnm 6bl A 3Han, Kak
Has3BaTb 9Ty MOMOlWb, KOTOpas He SABMASETCA HU 3a60TOW, HU
noafepXKon, nomolub, KoTopas pas3pywaeTcs, ec/in BMme-
WwaTbCA B TeYeHMe BPEMEHM, W BCe Xe MoMolb, 4Yepes3 KOTOo-
pyw paHblle 3TO camoe BpeMs MPUBLIYHO Tekso...B IDA,

ecnu 6bl 1 3HaN 3TW CJloBa, OHW, BEPOATHO, MNpPoO3By4anu 6bl
ewe 6o5ee pPOMaAHTUYHO, YeM Te, 4YTO A TONbKO 4YTO Hanucarn,
M He 6bI10 6bl CMbiC/a TOMUTb ObIBUWYI KOTENbHYI W Ha Le-
nsX BOAPYyXaTb Ha eé Kpblwy 3ToT 3Hak (IDA).loBops 3To,

Tbl fOMKEH noobeLatb CAyLaTbCA MEHA,
NOTOMY YTO Y MEHA eCTb Cepbe3Hble
NPUYUHbI onacaTbCA, 41O A 6onblue Yy>Xe He CMory nomoraTtb Tebe

Hii,’l])bl us3 (bm.‘lea «Kaaccosbie oTHomenns» m'{‘|)ii)'6ii u [Oiie 1o HesaBepuieHHoMy poMaHy

o
! «abiks» B repesojie ¢ 9CTOHCKOr0 — B OMOILb. ABTOP CChLIAGTCS Ha HasBaHne Ragxu «Amepurar
BBICTABKU M KHHUTH, B KOHTEKCTE KOTOPOil 06110 yeranosaeHo cioBo « DAy na kpeine EKKM.
2 «(IDA» B iepeBojie ¢ 3CTOHCKOTO — BOCTOK.
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BMecTo pgxamn-kaTa, Kak B TemMpoke, 34eCb [OJIMHHbIN
CTaTUYHLIN Kagp CBUAETENbCTBYET O PU3MYECKOM paspbiBe
Mexny nepcoHaxamu: Xopeorpadus pyk, B KOTOPOW
«nofalkwas rnomoub» pykKa npukacaeTCs K pykKe Ko4yerapa,
BO3BblLAWErocs, Kak cTaTys, oTaepruBaeTcsa (4YTOGbI
6ecrnoMolHO onepeTbCs Ha JIOAbKKY B CaMOM LieHTpe
Kagpa), W 3a 3TUM clefyeT: «y MeHsl eCTb CepbesHble
NMPUYMHBl onacaTbCs, 4YTO s 6oSiblie yXe He CMOory rnomoraTb
Tebe». Pa3pbiB, KOTOPbLIA pacKpbiBaeT CMbIC/T MoOMOWM Kak
HEBO3MOXHOCTb. Kouyerap Hawesn BPEMEHHOr O COW3HMKa,
COW03HMKA, KOTOPbLIM CHa4yana CTPeMUTCHA MOMOYb, MUCMpaBUTb
HecrnpaBefMBOCTb, HO BCKOpe OGHapyxuBaeT, 4YTO U ero
crnioBa 6eccufibHbl, @ HecrnocobHOCTb Ko4yerapa nocTosATb 3a
ceba penaeT noMmollb HEBO3MOXHoM. f Bcerpga 3ajnaBalics
BOMPOCOM: [OEACTBUTENIbHO NI MMeeT MecTo BTopoe (Kak pns
Kapna ¢ Kouyerapom, Tak u B LenoM)?

W npaBpa, koyerap B ¢uibMe HUKOrga He MPOCU MOMOWMU Yy
Kapna (coBcem Hao6opoT, 3To Kapn vweT nomowu B roucke
CBOEro 4yemopaHa v, 3abnyauMBWMCL BO BHYTPEHHOCTSX CcygHa,
HaTblKkaeTCA Ha Ko4yerapa), OH He MPOCUJT HU OpPYXUS, HU
6oenpunacoB, ... HO 3To 6bUIO 6b Ha camMOoM fene nyduwe
onucaTb CNOBOM MOAAEpPXKa, KOTOpPOEe CEerofHsa 3aMeHWuno
noMolb B COMHUTENIbHON KOHKYpeHUunn Mmexpay Temn, KTO
6onblie NnogaepxuBaeT U, clefoBaTesflbHO, 6osee «ryMaHeH».
Cam Koyerap Toxe He 6bl1 6ecromoueH, OH CTos/ 3a cebs

M O6BUHAN CBOEro HavallbHMKa B HecnpaBenInBoCTH. A

6bl He cTan obpeMeHATb Tebs AONTMMU PacCCyXOeHUsiMU O
paccmaTpuMBaeMoM anu3oge, a nonsiTascsa 6b AaTb Svub
KpaTKoe onucaHue, UCnoNib3ya ONTUKY KJlacCoBbIX OTHOLWEHUN
(4TO sBNAETCA M HasBaHMeM ¢unbMa, M ero MeTOLOM) .

Kapn nyTewecTBOBan B TpeTbeM Kjiacce W Mo MNpubbLTUN B
AMepuKy, He3afonro Ao TOro, Kak MOKMHYTb CYLHO, OH
CTallKmBaeTCsl C KOYerapom, KOTOPbIM, KaxeTcs, nepexuvBaeT
TO, 4YTO Thl HasbiBaellb COCTOAHMEM «Ha criefyluee yTpo».
Koyerap onucbiBaeT MPUUYMHEHHYK €My HecnpaBennMBocTb (B
npenckasyemMo HauMOHaANMCTUYECKUX TepMuUHax) u, npexne
yeM ckasaTb, 4YTO OH He HaxoauT cebe MecTa B 3TOM HOBOM
MUpe Kopabrne,oH ¢opMynupyeT npepgnosiaraembie ycrioBus
cBoero cowsa c Kapnsom, roBopsi: «fl 3Halw, 4YTO Bbl He
MMeeTe HUKAKOro BIIMAHUA, U Bbl caMu GefHblid lHowa» .
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Cnepywwas cueHa — npasgHWK cy6opauHauMM — B KanMTaHCKOW
KalnTe UMeeT BaxHoe OT/MUYMEe OT OpPUrUHANbHOro TeKcTa
Kadpku, rpe, Korga ero oTBEpriM U MOMNPOCUNN MOKUHYTb
KawTy, «Koderap ob6paTun cBoil B3rnag Ha Kapna, cnoBHO
TOT Obl1 ero cepiueM, Koemy OH 6e3MOJIBHO XasjioBasics Ha
cBoe rope», B TO BpeMa KaK B QunbMe Ko4yerap TONbKO
cneguT 3a Kapnom rnasamu, Korga MOSOAON 4YenoBeK uaeT

K KanuTaHy, 4YTo6bl 3aumTuTb ero. f 6b cKasana, 4To
KMHemaTorpaduyeckaa UHTepnpeTauua 4depes

Takue OT/IM4YMSa BbABUraeT 60siee «KJ1aCCOBOOPUEHTUPOBAHHOEY
NpPoYTEHNEe HEeBO3MOXHOCTW MoMmMowu, AnA 4ero u nusobpeTtaeT
xopeorpaduio pyK, KOTOpPYH Mbl BMAMM B Kagpe, HO KoTopas
OTCYTCTBYET B KHUre. [locne HeOXMOaHHOM BCTpeYu Cco

CBOVM BbICOKOMOCTaBMIEHHbHM Asner (Ta xe cueHa) Kapn
YyBCTBYET MPUIMB CUN U HageeTCsA, UYTO ero HOBbM cTaTyc
NMoMoxeT Ko4derapy 6blTb YCJblllaHHbIM, ... 3TO He TaK, U 3TO
daKkTMyecKkM cosgaeT Mexay HUMK MponacTb, KOTOPYK MOMOLlb
yXe He MOXeT npeofosieTb. [pouMTUPY U3 KHUIU BHYTPEHHIOW
MbiC/Ib KOYerapa, KoTopas MnokasbiBaeT, KaK Jjloruka obmeHa
NoAAEepPXKON 3aHMMaeT MecTO MOMOWWU: «ITOT MIEMAHHUK
(3ameTb, OH BocnpuHMMaeT Kapna Kak «MieMsHHUKa» )
cerofHa He pas nbiTanca 6biTb €My Mose3HbM U NoToMmy 6osee
yeM [JOCTaATOYHO OT6Marofapus ero 3a HevyasHHyl YCnyry
(pasymeeTcsi, OH UMeeT B BWUIOY BOcCcOoefuHeHWe Kapna c ero
LAnen-ceHaTopoM), Ko4yerapy U B FOJSIOBY He MPUXOAUIO
Tpe6oBaTb OoT Kapna 4yero-nu6o ewe. (...) B cooTBeTcTBUM
CO CBOMM HaMepeHMeM Koderap cTapajsica He CMOTpeTb Ha
Kapna, HO, K coxaseHuw, B 3TON BpaxnebHOM KOMHaTe He
ocTaBanoCb MHOro npubexuwa Anaa ero rnas».

Kupwmn Tymnun



Kto ecTh KTO

CBUTJ1AHA BEOAPEBA

YKpanHcKasa Xy[oxHuua, KypaTop U
WUCKYCCTBOBEf, Chneuvanuaupywas-

CA Ha TemMax BOWHbI, WMAEHTUYHOCTH,
namsaTu M conpoTuBrneHus. Ee npo-
eKkT «Mopgonorua BonHbl» (2017) 6bin
npeactaBneH B Mysee 9pacTto KopTeca
B [yabne, Mekcuka, HaumoHanbHOM
LeHTpe UCKyccTB B Mexuko u Ha 5

- 1 MexgyHapogHon Opecckon 6ueH-
Hane B YkpauHe. CBuTnaHa nony4una
JOKTOPCKYK CTeneHb Mo UCTOPUM UC-
KyccTB B WHCTUTYTe uckyccTB KypTo
(BenukobpuTtaHua), a Takke oTpefak-
TMpOBasia HECKOJIbKO KHUI, MOCBAWEH-
HbIX YKPauvHCKOMY WMCKyccTBy. B 2019
rofy OHa KypupoBana BbiCTaBkKy «Ha
NIMHMM $pOHTa; YKpamHCKOe WCKYCCTBO
2013 - 2019» (coBMecTHO C A HHOM
JleikyH), npoeKT o BoWHe Poccumn

B YKpanHe B Mexuko 1 BuHHUNere.

B 2022 romy oHa cTana naypeaTtom
Prince Claus Seed Award 2023 ropa.
OHa Takxe ABMAeTCA MexAyHapOnHbIM
ctuneHgnatom CEC ArtsLink Ha 2022
- 2025 rosl.

3710 TMB

CKynbnTOpKa W nejaror, 4Ybe TBOP-
YeCcTBO OT/IMYAETCSH MHOIOrpaHHO-
CTbl0, WMHCTaNNIATMBHOCTbLIO U 9KCne-
pUMEHTaNbHOCTbI0. PaboTbl XyOOXHM

Lbl OTpaxawT MUMPOBO33pPEHYECKME U
coumnanbHble Mpo6semMbl, B TOM 4ucine
HacunMe B 6IM3KUX OTHOWEHUSIX, pe-
JIMrMO3HYK CBO6GOAY WM MPOGIIEMbl OKPY-
Xauwen cpefpl, a TakXe Yry6eHHbIN
NMCUXoaHann3 1 MCUXMYECKME COCTOS-

Hus. JlunB 6onee 30 neT ydyacTByeT B
BbICTaBKaX WMHCTa/NSAUMA U CKYNbNTYp,
KpoMe TOro, Mnon €e pPyKOBOACTBOM
6bI0 CO3[0aHO HECKOJIbKO 3CTOHCKMUX
NamMATHUKOB U MPO W3BEOEHWUNA MOHY-
MEHTaNbHOr0 MCKyccTBa. B uensx
nonynsipusaummM CBETOBOIMO WUCKYCCTBaA
Jiune y4dacTBOBana B OpraHu3auuu
HecKosbKMX ¢ecTvBanen ceeta B
9CTOHMM — B Ka4yecTBe JIaBHOW opra-
HU3aTOPKM U TNaBHOM KypaTOPKMU.

XOJIbl'eP J10O40yC

9CTOHCKUA XY[OOXHUK, paboTawwmn

B OCHOBHOM B 0651aCTVW XMBOMUCU U
UMHCcTannsAuMn. OOMH M3 pacnpocTpa-
HEHHbIX METOLOB ero TBOpPYecTBa —
MUCTUOMKALMA MOBCEAHEBHOMO OMbl-
Ta. Ecnu ero paHHue paboTbl MOXHO
OXapaKTepu3oBaTb 4Yepe3 Maru4yeckui
peanusM, TO AN ero 6osiee Mo3pHUX
paboT cKopee, 65M3KU KaTeropuu
Hay4HOM ¢aHTaACTMKU WM anbTep-
HaTUBHON UcTopuM. PaboTa «Xne6

— rocypnapcTBy» 6blla YacTbio ero
nepcoHasnbHOM BbiCTaBkM 2021 ropa
«Taasluues neid vanu ndlvakuid»
(BoccosnaBasi aTW CTapble CKIJIOHbI),
npoxoguewen B TapTy, B ranepee
Kogo v onupaBwencsa Ha KOHLEMLMI
uncTunuua [laHte.

KATEPUHA
JIbICOBEHKO

Ee megna — MOHyMe HTanbHas XMBO-
NUCb, PUCYHOK M TekcT. OHa 3aHu-
MaeTCs U3YyYeHUEM B3aUMOCBSA3N MeXOy

NOEONIOrNEN U XMBOMUCHK, CO3AaHUEM
obpasa XepTBbl B MOSIUTUKE U UCKYC-
CTBE, OT a@HTMYHOCTM OO0 HaWWX OHEN.
JILICOBEHKO CMOTPUT Ha XMBOMUCH

Kak Ha f3blK, KOTOPbLIN MOXET 6biTb
WHCTPYMEHTaNN-31MPOBaH MpOBaH Wau
packpenouweH. OHa xwuna u pa6oTana B
KueBe, YkpauHa. B HacToswee Bpems
XMBET M paboTaeT B BeHe, ABcTpusA.

MAYJIMHA NMYKNUTE

Xy[oxHuua, nucaTenbHuLa U KypaTop,
XuBywas B JloHOoHe n BunbHioce.

OHa co3paeT apT- HTepBeHUMM Ons
KOHKPETHbIX JIOKaLWUA, HEemnoABUXHbIE W
IBUXYWMECA U300paXeHUs M KOHLEenTy-
anbHble MPOEKThl, pas3pyuwas
coumanbHO-UaeoNIornyeckme Mudbl m
COLMOKYNbTYpHble Knuwe. OHa BoBJe-
yeHa B AMCKYPC O6WECTBEHHOro Mnpo-
CTpaHCTBa M namaATu, a B 2017 ropy
6b1a KypaTopoMm 11-1 KayHacckom
6veHHane «Tam u He Tam: (He)Bo3-
MOXHOCTb MOHYMeHTa». Kpome Toro
OHa MUIWET KpPUTUYECKMe U caTupude-
CKMe cTaTbM MO BOMpPOCaM WCKYCCTBa
N KynbTypbl, @ TaKxe 3aHWMaeTcs
9KCMEepUMeHTaNbHON OM NUTepaTypow,
noasven u gpamaTypruven.

TAHEJ1b PAHOEP

ACTOHCKUA XYOOXHUK, KypaTop M
apT-nucaTtens. Ero Bcerga umHTepe-
COBaJi0 HanpsiXeHWe Mexny Cy6beKTUB-
HOCTbI0 U GOpMMPYHWMMU €€ BHEWHVMU
BamaHMAMM. C 2010 rogpa 3aHuUMaeTcs
BOCTOYHOEBPOMENCKON UOEHTUYHOCThI0
N [OEeKOJIoOHManbLHocTblw. B nocnegHue
rogpl OH 3aMHTEpPecoBasiCA MCUXUYe-
CKUM 300pPOBbEM U TeparneBTUYECKUM U

NPUMUPUTENbHLIM 3d$PEeKTOM MUCKycCTBa.
Ero nocnepgHein nepcoHasbHOM BbicTaB-
Kon 6bina «Angelus Novus» (2022) B
TannuHHe, B ranepee Hobusepea.

AJTAKCEN TAJICTOY

Xy#OXHVUK M nucaTenb. OH paboTaeT

C TakMMW TemaMu, KakK coumanbHas U
NoNIMTMYECKAs HaMpPsKEHHOCTb, TEXHO-
JIOTUM U UX BIMSIHAE Ha YenloBeYeCKui
pasyM, 4pesBblyarHble IKOJIOrnYecKue
cCUTyauuMm M Tema Kpusuca B LESIOM.

B cBoen XypoxecTBEHHOM MpaKTuKe
TancTtoy ucnosnb3yeT TakuWe cpeacTsBa
KaK XMBOMUCb, PUCYHOK, BWAEO, Mep-
dopmMaHC, MpOLECCHO-OPUEHTUPOBAHHbIE
NPaKTUKN y4yacTuss U TekcT. Poguncs
B MuHcke, benapycb, B HacTosuee
Bpemsi npoxuBaeT B [ambypre, [epma-
HUSA .

KUPWJI1 TYJINH

Koyerap. 3umon 2017 roga oTaniu-
BaJsl BbiICTaBOYHOe rnpocTpaHcTBO EKKM,
NnoJib3yAACb CTapbiM, €elle COBETCKUM
PYKOBOACTBOM. IJTO 6blI0 YacCTbio

ero KypaTopcKoro npoekta «B no-
MOl KOYerapy KoTjia LeHTpasibHOro
OTOMJIEHUSA», B paMKax KOTOPOro Ha
Kpbiwe EKKM 6bina ycTaHoBneHa BbiBe-
cka «IDA» (BocTok). KoTten Tonwnu
NMOCMEHHO M B 9TOM y4acTBOBamu u
apyrve nwogu. Bo3MoxHO, 3TO 6bin
OOMH U3 HEMHOrMX MOMEHTOB, Korpa B
rnomeweHnax EKKM aumon 6bio Tenso.
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Goodbye, East!
Goodbye, Narcissus!

Tanel Rander

THE RETURN OF THE
REPRESSED

East Europe is a collective
identity chained to the past,
based solely on the fact that
during the Cold War Europe was
divided into two - East and
West. And even though the war
ended and the Iron Curtain fell,
the distinction and mental sep-
aration between the two Europes
was kept alive. Initially, the
reason for this was thought

to be "the Western gaze” that
looked upon Eastern Europe with
uneasiness and distrust. The
early discourse of East Europe
was largely based on speculating
with “the Western gaze”, empha-
sizing differences and working
with repressed memory.

And then suddenly, the East
seemed to gain a consciousness.
Alongside repressed memory, nos-
talgia appeared. What had previ-
ously been despicable and cause
for shame, now became something
exotic. All of a sudden,

East Europe became popular/hyped
and held the world's atten-
tion. Years of Russian propagan-
da together with the attack on
Ukraine and the annexation of
Crimea were probably among the
most relevant reasons the East
rose to the forefront. Possibly,
this was the return of the re-
pressed but in a deformed shape.
Although not as the acute horror
that fell upon us last year. But
rather as a commercial sideshow
with roots that seemed to ex-
clusively connect to the dark
recent past of the Soviet
empire. The whole Eastern Europe —
in its broad diversity — now
labelled as “New East”, found
itself lumped together in a
gigantic territory between the
Adriatic and the Baltic Sea and
the Pacific Ocean. States and
regions that had been freed from
the occupation, become democrat-
ic and independent, once again
found themselves in the same
geopolitical sphere they had

belonged to for 50 years. This
circus called the New East made
the Baltic states dance together
with Russia, the Balkans,
Central Asia and Central Europe.
And once again, the remnants of
Russian and Soviet culture such
as concrete housing blocks,
babushkas and gopniks were high-
lighted. Here and there, the
Ribbons of Saint George and
Russian tanks made an appearance.’
Typical of the times and ampli-
fied by the social media, what
had been “the Western gaze”, now
became “a global gaze."

This happened in the last
decade, an era of politicization
and polarisation. The soft

power of Russia flourished and
gradually transformed into war
and violence. Although for some
reason, the 2014 events never
brought about an upheaval like
we saw last year. Everyone knows
what this upheaval means polit-
ically. What it does to us and
how it impacts culture? That we
will only know sometime in the
future. Goodbye, East! Goodbye,
Narcissus! is an attempt to
analyse the massive change cur-
rently in progress.

THE DISAPPEARANCE
OF THE ANGEL OF
HISTORY

Right at the beginning of the
war, I remembered Paul Klee's
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Angelus Novus, which in Walter
Benjamin’'s tragic vision of 1940
became the angel of history.
Soon after I discovered what
Carl Gustav Jung had said at the
end of the Second World War:
“Now that the angel of history
has abandoned the Germans, the
demons will seek a new victim.
Finding one won’t be difficult.
Every man who loses his shadow,
every nation that falls into
self-righteousness is their
prey.” Last year, it became
clear, where these demons had
nested. Of course, it is a place
where self-righteousness is
loved and shadows go unacknow-
ledged. As we all know, creatures
without shadows are vampires,
feeding on the life force of
others.

With the departure of the angel of
history, trust towards history,
Eastern European history has
disappeared as well. And since
the existence of East Europe is
exclusively tied to recent his-
tory, it could even be said that
trust towards East Europe has
disappeared as well. Perhaps
the rise of East Europe, in
which I as an artist have also
played a tiny part, has been
nothing but the gentrification
of a cynical geopolitical
project and the East was simply
a mask of Russkiy Mir. Artists
have gentrified all

kinds of real estate projects —
then why couldn’t they work

T A few great examples: Nublu’s video Fiir Oksana and Tommy Cash’s video Give Me Your Money.



for the sake of some dictator’s
project of conquering the
world? This is not a serious
hypothesis but rather the kind
of self-blaming that comes
with contamination and pollu-
tion. It is not unlike a
situation, where you discover
that you have been abused

and taken advantage of for a
long time. And things that

you felt were familiar and had
considered as your own
creation, now seem like an out-
come of a strange manipula-
tion. It was precisely the
feeling of contamination that
became the immediate incen-
tive and motivation to create
this exhibition. I think this
feeling will linger for a long
time.

There is no justification

for dividing Europe into East
and West anymore. It is

clear now that East Europe as
an identity marker is misleading,
as it lumps together a
pointlessly large part of our
planet and homogenises the
diversity found within

that designation based on

a short, merely 50-year-long
historic episode. Over

30 years have passed since the
fall of the Berlin Wall.

In less than 20 years, another
50-year-long period will

have passed. Will the
socialist past keep defining
us and many others forever?

EASTERN EUROPE AS
A NARCISSISTIC
CONSTELLATION

East Europe can be viewed as a
psychic experience. Also, as a
large constellation and a system
of interactions, in the centre
of which stands the narcissis-
tic abuser. It cannot be merely
reduced to relationships

between states and regions. This
constellation is abstract and
universal but, above all, it
forms a collective psyche, which
is realised through individuals.
The carrier of the collective
psyche of East Europe could be
the hypothetical creature

homo postoveticus or post-Soviet
human. We thought these had

gone extinct but lo and behold!
But who are they then? They are
grandfathers and grandmothers
with war-trauma, fathers and
mothers who grew up during peace
time as well as their chil-
dren, who were born during the
post-Soviet period or perhaps
even in the 21st century.
Together, they form the collective
psyche of East Europe, where

the traumatic past is latently
kept alive and through that,

the repetition of the trauma is
made possible. And because of
this pattern of conservation and
transformation of the trauma,
this psyche cannot heal.

I have been greatly inspired by
the Australian psychoanalyst
Neville Symington and his idea
of narcissistic constellation,

trauma conservation and trans-
formation. I think that through
these ideas, we can discuss East
Europe as a collective psyche.
I definitely do not have the
ambition or the capacity to do
this in a professional way and
on the level of psychoanalysts
but I think that similarly to
the widely discussed collective
trauma, we could try to discuss
the idea of collective narcis-
sism in a creative way. Primar-
ily, because trauma and narcis-
sism are closely tied together.

According to Symington one of
the most prominent expressions
of narcissism is refusal of life
or the life-giver. I imagine,
this is not unlike turning your
back to sunlight. The narcissist
constellation is a structure of
the psyche, consisting of a pat-
tern of the following elements:
jelly, omnipotent external god,
despicable worm and liquifiers.

The idea of the jelly refers to
a person being traumatised and
lacking a central organising
core. The gelatinous mass of
their psyche is shaped by
external objects that contain
god. This hard and strict god is
usually embodied in figures who
are put on a pedestal, such as
figures of authority in society.
The narcissist psyche

sticks to such figures like
glue. It also tends to stick to
lesser creatures, who are seen

as more fragile than they

really are. The despicable worm
is the person’s internal belief
about its own core being. Essen-
tially, this is the opposite of
god. Both the god and the worm
keep the person almost as their
prisoner and deny the person the
capability for free creativity.
Liquifiers — envy, greed and
jealousy - take care of keeping
the jelly liquid. Symington
calls these liquifiers the
sustaining life forms of trauma.
These are what keep the trauma
alive.

The impulse to bring this
approach to narcissism into

the East European context was
sparked in me by an article by
Madina Tlostanova, where she
describes how the Russian Orthodox
tradition looks at the human -
it is seen as a nuisance or
worm.? According to Tlostanova,
the reason for this is that in
Russia, Christianity never went
through reformation and so, a
particular kind of anthropology
was formed, in which people see
themselves as worms, so we can
only imagine how they see every-
one else. Here, we could add the
image of a stern god and pedes-
tal figures, and the imaginary
of one collective psyche easily
takes a form.

According to Symington, the
narcissist jelly-like psyche
operates on the scale where a worm

2 Madina Tlostanova, Towards a Decolonization of Thinking and Knowledge:
a Few Reflections from the World of Imperial Difference, 2009.



is on the one end and god is in
the other. And to these extremes
correspond two narcissist types,
one of whom is arrogant and
brags — the god. And the other,
constantly putting themselves
down and apologising — the worm.
When I think about this, every-
thing sounds so familiar. I feel
I have seen it so many times —
on television, in books. What
comes to mind is the instability
and contrasts so characteristic
to East Europe. A constant sense
of danger and anxiety, the
ever-present need to numb or
compensate for it. And somehow
the thought about the “mysteri-
ous Russian soul” creeps into

my thoughts as well. I cannot
help my thoughts veering towards
Russia, while East Europe feels
like a funnel-shaped vessel with
a hole in the bottom, opening
just above Russia.

THE UNCONSCIOUS
AND THE RETURN OF
ARCHETYPES

In the beginning of the 199@s,
Boris Groys published the text
Russia as the Unconscious of the
West, which I believe is one of
the most significant symbols of
Russia’s collective narcissism.
Groys' text discusses how the
“Russian Idea” that is part of
the Russian cultural tradition
excludes accepting psychoanaly-
sis. In Groys' text, all signs
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point to Russia as being similar
to a person with a narcissist
personality disorder, one who
strongly resists therapy, re-
fusing to accept that they are
just like everyone else — that
they have a consciousness and

an unconscious. The narcissist
Russia only seems to care about
the fact that the unconscious is
powerful like a god, which is
why this is the only thing Rus-
sia can identify with. It cannot
be anything less than a god! And
so, it lives in its narcissist
“exceptionality”, taking up so
much space and making everyone
around it suffer. Referring to
Pyotr Chaadayev, who is con-
sidered to be Russia’'s first
philosopher, Groys writes that
Russia cannot produce anything
by itself, because creativity is
possible only in the space-time
of conscious experiences. In the
consciousnessless Russia,

where time and space are lost,
achievements of all other
peoples disintegrate, forfeiting
their clear boundaries and
ending up in arbitrary constel-
lations. Sounds like he was
talking about a vampire! And the
same kind of arbitrary constel-
lations and identities that are
sucked dry and filled with
poison are characteristic also
to "the New East”.

I think that there is no bet-
ter expression of the processes
provoked by the war that began

last year than the paintings by
the Ukrainian artist Kateryna
Lysovenko. Her work that quickly
started to gain global recog-
nition last year indicates that
both in Ukraine and within the
Ukrainian diaspora, a process,
resembling renaissance has begun
and is picking apart patterns
that had formed during centuries
of Russian imperialism. Lysovenko
has worked with mythological
creatures from the antiquity
previously as well, but as they
have now appeared in the midst
of the war, we can really see
ourselvs returning to arche-
types. And also, that we are a
part of history and similar to
those who came before us. And
that we go through similar pro-
cesses, which we thought rather
unlikely only fairly recently.
Lysovenko’'s work we see in

this exhibition, evokes rituals
we could associate with the
ancient Olympic games, if not
for certain elements that have
been highlighted in connection
to the war happening right now —
the complete evisceration of
humanity, while the human form
remains intact. There is some-
thing innocent in Lysovenko’s
human figures. They seem to lack
consciousness and look as if
positioned in a kind of a constel-
lation. They express Russia’s
consciousnessless. While the
antiquity’s legacy to the world
is Olympic games, the legacy of
post-Soviet Russia is similar

85

to a gym, where brutalities are
carried out.

The work Morphology of War
(2017) by Ukrainian artist and
art historian Svitlana Biedarieva
also refers to our return to
archetypes. Aesthetically,

it references Medieval illus-
trations that depict people
transforming into war-hungry
creatures. Characteristic to
Medieval drawings, the crea-
tures have an utterly neutral
and blank stare. When a person
reduces to this kind of war
archetype, their personality is
broken and they become possessed
in a similar manner. The same
kind of numbness, or perhaps
even seeming innocence is
present in Lysovenko’'s work, where
brutality and violence have

been stripped of emotion, since
emotion signifies humanity. This
kind of unwilling transforma-
tion seemingly makes even the
war into something that is not
dependent on the will of people,
making the war into a force of
nature that people can do nothing
about. Because a person is
merely a shapeless mass without
will, emotion and humanity.

THE NEVER-
ENDING PAST

“What if the past never ends?”,
asks Aliaxey Talstou, an artist
of Belarusian origin, in his



video of the same title, focusing
on the monumental legacy of

the Soviet Union that Lukashenko’s
corrupt regime is taking advan-
tage of. The video is made in
Brest, during the period of
tensions and protests in Belarus,
which were met with violence

and repressions by the authori-
ties. The regimes of Lukashenko
and Putin feed on the collective
trauma that the society tends

to compensate by nostalgically
clinging to the past. And monu-
ments offer the perfect thing

to hold on to. I'd even say

that this is what monuments are
created for. But the past nine
years have proven that monuments
can simultaneously be dangerous
weapons. In his poem, Talstou
refers to an article by Hito
Steyerl that discusses a tank
that was taken down from the
pedestal in the town of Kon-
styantynivka in order to use

it to kill people in war.® Last
year, the opposite happened on
the Russian side of the river
Narva — a fully functional tank
drove onto a pedestal.

Monuments are objects that are
put on the pedestal in a very
literal sense. In essence, they
are simultaneously fragile and
strong. The Lithuanian artist
Paulina Pukyte, who curated the
Kaunas Biennial under the theme
of (Im)possibility of a Monument
in 2017, referred to Jacques
Derrida in her curatorial text,
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more precisely to his idea that
it is impossible to love a mon-
ument without recognising your
own uncertainty and fragility.*
And that is the thing - a mon-
ument is temporary and mortal.
This can perhaps also explain
the current need to remove Soviet
monuments. On the one side, the
removal proves their fragili-
ty, temporary and human nature.
On the other, it also confirms
their strength, power and the
danger they pose.

In the fragility of a monument,
we can see the worm, and in its
strength - god. Similarly, the
worm and god may hide in con-
cepts like “people” or “East
European”. This happens when
“people” are understood as “the
highest power” or a power that
manages to endure all suffer-
ing. And at the same time, as a
victimised, dispossessed, robbed
blind and feeble mass that can
be only set on the right path by
strong authority. “East Euro-
pean” tends to be a version of
“people”, rooted in victimisa-
tion, disdain and a mix of self-
pity and pride.

GHOSTS AND
SHADOWS

It is a paradox that something
that seems so strong can also be
extremely fragile. For example,
the Belarussian dictator

3 Hito Steyerl, A4 Tank on a Pedestal: Museums in an Age of Planetary Civil War, 2016.
* Jacques Derrida, Acts of Religion, London and New York: Routledge, 2002.

Lukashenko has compared his coun-
try to a crystal vase — it is
magnificent and fragile and that
is why it needs to be in sure
hands. No doubt that his corrupt
system is fragile and shatters
as soon as it should leave his
grasp. Aliaxey Talstou conducted
the ritual of breaking this
system a couple of years before
the massive protests began. It
was 3 June, Belarussian Inde-
pendence Day, when he stepped
onto the Independence Square in
Minsk, and having brought a bag
full of crystal tableware, he
started to break the items. Lat-
er, he took the crystal pieces
in front of a Soviet monument in
the Brest Fortress, symbolically
named Courage. As if this were a
hommage to Talstou'’s action.

Paulina Pukyte calls this type of
crystalware ghosts, remnants of a
suppressed and unprocessed past.
This is the kind of past the East
European identity is based on.

In this past, people who had been
traumatised by war, deportations
and other repressions lacked
access to psychotherapy and
society at large was too busy
with covering up and suppressing
shadows. It is also a past, where
abusers and repressors could act
with impunity. And they were
publicly recognised for it. How
could you acknowledge something
if you have no consciousness?
There is only the unconscious and
repetition of trauma.
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At the exhibition Goodbye,

East! Goodbye, Narcissus! Pukyte
presents her other work titled
Shadows. It is an installation
that makes shadows that often
go unnoticed into material and
spatial reality. Pukyte created
shadows in places they should
not be — in very visible spots,
making it impossible to ignore
them. In their materiality, her
shadows resemble ashes, the
aftermath of a fire or a
catastrophe. Destruction caused
by shadowless people possessed
by demons.

NOTICE A MOUNTAIN,
LOOK FOR A HOLE

Crystal vases are the perfect
symbol for narcissist

psyche and constellation. They
are simultaneously fragile and
strong. And hollow, constantly
needing to be filled and
demanding to be compensated for
the lack. The question is,

if a crystal vase is something
that includes the element

of cavity or is it, in fact, a
crystallised cavity.

I tend to think the latter,
since one of the more prominent
features of the East

European psyche seems to be the
hole - the lack, the cavity.
Maybe this hole corresponds to
the sustained life-forms of
trauma — greed, envy and
jealousy.



Abundance created by greed is
always hollow. Coming back to
Lukashenko's regime, I am re-
minded of a story of a greedy
sparrow (The Richest Sparrow in
the World by Zdenék Miler), who
did not want to share his for-
tune with anyone and soon found
himself sitting on a large heap
of wheat all alone. This story
was told by the Estonian artist
Holger Loodus with his painting
Crop for the State (2021), the
title of which refers to the
famous 1953 painting by Viktor
Karrus, depicting the harvest
following the forced collecti-
visation in Estonia. Loodus’
painting depicts a space resem-
bling a prison cell and a large
heap on top of which a little
bird dances. The frame around
Loodus’ painting was original-
ly from Karrus’ piece. In some
ways, this shows the relation-
ship between the greedy sparrow
and the Soviet legacy. The title
Crop for the State expresses a
lie that greed was hidden behind
during the Stalin era just as it
is now. And precisely for this
reason, the past cannot come to
an end. The past protects the
prison cell like a wall — with a
heap in the middle and a dicta-
tor on top of it. A picture like
this almost forces us to think
about the lack - the place these
crops and abundance have been
stolen from.

Andrei Platonov’'s The Foundation
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Pit is definitely among the
foundational texts of Eastern
Europe — a story about digging a
foundation pit in early commu-
nism, accompanied by ideological
slogans. Platonov was incredibly
skilled in describing the
surreal inhumanity of the situa-
tion. During forced collectivi-
sations, people died like flies,
and while the deep existential
and ideological discussions were
taking place, they killed each
other almost without thought

in the background. There are
situations, where a person and
an animal or a person and con-
struction materials become one.
By the end of the book, little
progress has been made with the
foundation pit. It is exactly
the kind of archetypal pit that
sprawls in the East European
collective psyche, hollow like

a crystal vase and in constant
need on compensatory filling
out. The heap Loodus depicts

is, in essence, hollow as well.
Similarly - under the field of
wheat lies a muddy foundation
pit.

BREAKDOWN OF THE
CONSTELLATION

The intervention in Minsk Aliaxey
Talstou undertook years ago
expresses a will to shatter
Lukashenko's regime, which in

my opinion is upheld by brutal
force as well as a collective

narcissist constellation, not
only limited to Russia and Be-
larus but it also includes their
close neighbours and those who
admire and support the constel-
lation from afar. But the crys-
tal vases have been broken! And
last year, the whole constella-
tion began falling apart.

An installation consisting of
pieces of crystal, created by
the Estonian artist Elo Liiv,
depicts the moment we are cur-
rently at. The crystal bowls
have been shattered but the
little pieces still remain up in
the air and we do not know where
and how these fall. We stand in
the middle of explosions and are
unable to see a tomorrow. But we
can look at the pieces scattered
in the air just as we would at
the starry sky. Under crystals,
the wobbly dolls are waver-

ing. In Russia, wobbly dolls

are called vanka-vstanka, which
translates to Vanya, stand up!
Indeed, Vanya! Time to stand up!

Narcissism is not something you
can get rid of easily. It is not

PS:

HOLY VOID

even really necessary to get rid
of it. In the words of the Esto-
nian psychoanalyst Endel Talvik:
narcissism is like body tempera-
ture, we all have it. In some,
however, the level is danger-
ously high. Symington discusses
cases in which the temperature
is too high, the kind of nar-
cissism that verges on the edge
of pathology, keeping traumas
alive and interferes with mental
health. So, I would like to end
this text with Symington’s defi-
nition of mental health:

“A person is mentally healthy
when they are capable of
creating inner emotional
capacity to seek truth,

love, courage, integrity and
tolerance.”

I would like to live in a re-
ality that contributes to the
awakening of this kind of mental
health.

2023, Berlin

In 2017, the sign “OST” (“EAST” in German) was removed
from the roof of Volksbiihne in Berlin. As if a reaction
to this symbolic gesture, Kirill Tulin mounted a sign
that reads “IDA” ("EAST” in Estonian) on the roof of
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EKKM. He did this as part of his solo exhibition Help
for the Stoker of the Central Heating Boiler. Although
the disappearance of 0ST and the appearance of IDA are
stemming from very different motifs and backgrounds,
these events can be read as the disappearance and
appearance of East Europe in the symbolic arena.

Perhaps, EKKM is the only pedestal in the former East
Europe, declaring their East identity in such a

direct manner. In a situation, where Soviet monuments
are being removed en masse, while East Europe as a
narcissist constellation is shattering, this gives us a
great opportunity to think what might happen when IDA
disappears from the pedestal.

Currently, the IDA sign is delicately integrated into
Sigrid Viir's piece Holiday. If we remove the letters
IDA, what remains is “hol___y"”, pointing to two things:

1. The fact that the current sign “Holiday” can essen-
tially be broken apart into “Holy IDA” or “Holy EAST”".

2. The fact that if IDA disappeared, a holy void would
remain.

This is the kind of void I feel in my soul after saying
goodbye to East Europe. What will happen to me if IDA
disappears? This feeling is like a pit, an empty
crystal vase, a lack. Narcissus seems to be broken but
the holy void feels a little like coals smouldering in
ashes. Or narcissus bulbs hidden in dirt. If IDA disap-
pears, inevitably, something else needs to replace it.

I, too, took part of putting IDA on a pedestal - I
wrote a text titled Help for the Incubator of the Eastern
European, which by now seems to me like adding un-
necessary fuel for the fire.® I began that text with a
quote by Lukashenko and finished with describing a hun-
gover morning of the poor homo postsoveticus. However,
thinking of our recent correspondence with Tulin, it
increasingly seems to me that the reason he put IDA on
the pedestal might actually have been empathy, sympathy

®Tanel Rander wrote this article about Kirill Tulin's exhibition project

Help for the Stoker of the Central Heating Boiler, during which Tulin's work with the letters

IDA (meaning EAST) was installed on the roof of EKKM.
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or even love towards the stoker of the central heating
boiler, a role he personally took on for the duration
of the exhibition. Maybe something like Karl RoBmann’s
trust and sympathy towards the stoker on a ship.®

In a narcissistic constellation, sympathy does not have
a place, except for when it is located outside the nar-
cissist psyche - in the role of Echo, for example. En-
del Talvik has said that Echo acts as Narcissus’ mirror
and compared her to the interior of a vase — a lack.’
Let us now remember the hollowness of crystal vases and
the hole in East European psyche. That's Echo. It is
entirely symptomatic that as a character and an inde-
pendent concept, she only appears in this text at this
point. Even though she is one of the main characters of
the Narcissus myth. In the myth, she fell in love with
Narcissus, but he was in love with his own image and
ignored Echo. Rejected, Echo was left repeating Narcis-
sus’ words as an echo. And when Narcissus finally died,
exhausted of admiring himself, his last words were:
“Oh, marvellous boy, I loved you in vain. Goodbye!”.
And Echo repeated after him: “Goodbye!”

6 Karl Rossmann is the main character in Franz Kafka's novel Amerika.
“Endel Talvik, Narcissus ja Echo. Miiiit ja analiiiis. Tallinn: Pilgrim 2016.
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Dear Tanel,

During the last month or so, I was rereading our pre-
vious correspondence thinking about how I should for-
mulate my textual input in a short and clear way. The
topic is big and reflecting on it is quite a task.
Maybe it would be better to detach from the context
for a while, not to be so involved. Also, you already
described it well enough in your text, and I am not so
fluent in psychology to add something equally meaning-
ful.

Actually, I am not sure if I should keep writing on
this subject at all. Every time I start, I catch my-
self on repetitiveness, returning to those comments

and statements I was making years ago. Like repeating

a mantra. Whether I got stuck or the context hasn’t
changed. Maybe both. What I am really trying to do
since I moved out is to unlearn how to be Eastern
European or Belarusian. To let this identity stay a bit
aside. Not sure how much luck I have with it, but I
still have some hope. It may sound paradoxical, espe-
cially in connection with the works that will be shown,
but I always was finding this feeling of patriotic
belonging quite vulgar. While we still play in states and
citizens, probably, there is not much escape from this
bureaucracy of nationalities, also it doesn’t mean that
there is an obligation to like one’s passport. Or in
this particular case to like the region of your origin.
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Still, I think that our conversation is not about
geography, and there is much sense in that how you
describe Eastern Europe more as a pattern of relation-
ships. For me, it is more about time. You can see it

in my works, I guess. All this sticky dirt that I try
to wash out from my skin is the mode of time, the
impossibility of the future, this reenactment of previous
periods, a cringy cosplay with flags and parades. And
it doesn’t matter if you are not a believer, if you are
critical, these larpers will take your energy and the
time of your life, that you’ll spend on confronting
this fairy-tale, this scenario for nostalgic oldtimers.
Talking about them, you see that I already have some
nice regrets to entertain my upcoming middle-age
crisis. But seriously, it is quite strange to be
surrounded by these ghosts of someone else’s life,
monuments, rituals, and even words. To come to age in
these creepy decorations of cheap plywood and paint.
And there is a mass who really buys all of this. Even
those Western leftists who somehow solidarize with
Putin against NATO. Absolute ignorance. Antiimperialist
Empire. Also, the general reaction to the full-scale
invasion showed how deep is Europe in its past stereo-
typic architecture, and how much it is in the cold war,
in the twentieth century. I am not surprised about R
ussia, it is the only way it can survive, reemploy-

ing the past (Belarus however is much more successful
in this), but I was quite surprised by the reaction of
others.

War makes it harder to get out, to break the bound.
Frankly, I am still quite speechless, can’t find the
right words to write about it, or the right thoughts

to think. It is like living two lives: one in the news,
another outside, in this nice city. It is definitely
nothing compared to the whole madness, the whole pain —
just an observation of the split. Like being literally
between East and Europe. I wonder how it will end, and
what we will have after that. I try not to think about
if it will end at all, you see. Like that tank on a
pedestal in Narva, you wrote me about or that Hito Steyerl
picked in that text I mentioned. Life with ghosts,
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artificial or real - who can tell the difference?

I remember you mentioned that the other artist in this
show refers to crystal vases as ghosts. True enough.

I could imagine Eastern Europe as a kind of phantom.
Neither Europe nor East. Not understandable enough for
Europe, no more than a temporary cultural construct for
Russia. Something that no one really believes in. But
the last year brought a complete fragmentation of it
anyways.

Warm regards,
Aliaxey
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The Morphology of War:

Against Neo-Colonial
Narcissism

Svitlana Biedarieva

The Morphology of War is a project
that acts as a reflection

on both the atrocities and the
misinformation brought about

by Russia’s war on Ukraine. In
2017, three years after the
beginning of the war, when this
project was initially created,
I spoke about the formation of
the two sides of the struggle
and the ways in which society
produces an image of an enemy.
My text accompanying the series
reflected on the vision of the
then-hybrid war, when the hope
for the relativity of positions
was still an acceptable option:

The Morphology of War focuses

on the idea that each society
gives birth to its own

monsters. In times of conflict,
they procreate. A friend changes
his shape and becomes an

enemy - unfamiliar, ridiculous,
and potentially dangerous. He

experiences severe morphologi-
cal changes. Collective uncon-
scious influenced by mass media
propaganda produces ideological
“monsters” embodied by real peo-
ple. This project is an ironic
reflection of the ugliness of

an armed conflict that distorts
the image and the content with
its aggression but it is also an
exploration of how deeply these
destructive instincts are rooted
in the visual culture. A viewer
is a witness of this saturna-
lia, in its initial carnivorous
impulse. The continuous line of
monsters is reminiscent of the
symbolism of the danse macabre
taken by Ingmar Bergman for the
conclusion of his film The
Seventh Seal.

Such a vision refers to the
profound hybridity of the situa-
tion, which is reflected in the
chimaera-1like appearance of

the monsters involved in the
deadly dance. In postcolonial
theory, hybridity is defined as
the often-conflictive unity of
two narratives — that of the
colonizer and that of the colo-
nized. This logic works two-fold
when the oppressor typically
begins sharing the features of
the oppressed. The 2017 series
still spoke to this entangle-
ment, while the full-scale bru-
tal invasion of Ukraine in 2022
brought about a sharpened and
clarified understanding of the
necessity of resistance to the
aggressor, while also highlighting
the previously inconceivable
truth of the unreasonable and
uncontrollable evil behind the
aggressor’s actions.

Everything has changed for me
and the entire Ukrainian society
since that insight occurred. The
hybrid warfare has turned into

a sweeping hot war, which dis-
solved any postcolonial hybridity
and ambivalence, or even common
sense doubt, when the former
witnesses of aggression have
turned either into its victims
or its agents, defined by the
borderline dividing the territo-
ries of Ukraine and Russia. In a
situation of extreme violence,
impartiality proved to be impos-
sible; and taking responsibility
for this war is the only option
that may preserve human traits,
as the understanding of oneself
as a human being concerned about
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violence and atrocity. However,
the longer Russian society fuels
the war either by their direct
actions or by their indiffer-
ence, the less they are able to
see the profound transformation
of decay and disfigurement that
has transformed from media tool
to their way of life. The immer-
sion into the process of fal-
sification of the existential
reasons to keep fighting against
Ukraine provokes both appearances
and inner nature to change, yet
this metamorphosis remains
unnoticed by its subjects.

This has to do with narcissism.

The aspiring neo-colonial state
looks at itself in the mirror
and sees itself within its im-
perial past, loving itself not
in its current state but in the
fading reflection of its colo-
nial “glory”, elevated to a myth
which is created and dissemi-
nated by its propaganda
machine. The profound narcissism
of this neo-colonial state is
inward-looking and, therefore,
blind to any outside perspec-
tive. It easily overlooks its
own monstrous appearance and
does not notice that the wild
orgiastic dance of death leads
it and its citizens to the
abyss. Yet, the reflection of
this in the eyes of others is
horrifying.

The disfigurement is the result



of epistemic violence that
accompanies the physical atroci-
ties and every monster’'s indi-
rect participation in it. The
distortion that the popular sup-
port to the war brings upon Rus-
sian society focuses instead on
the vanity of the warfare: from
the popular discussions on “not
everything is that unambiguous”
to Russian influencers taking
staged photographs in Mariupol,
a city destroyed by their army.
The seeming “ambiguity” of the
situation that sometimes is also
cherished in the international
media appears profoundly anach-
ronic and replicates monstrosity
as a result of the attempts of
invoking hybridity in the situa-
tion when the only reading pos-
sible is a disentangled one.
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As an art historian, I have
recently written much about

the decolonial transformation
brought about by the war, loss
of ambivalence being part of
this process. The defiance of
narcissism and the ability to
see the epistemic disfigurement
is a capacity that is needed for
avoiding the abyss. The magical
hypnotizing mirror of imperialism,
however, keeps doing its work.

Participation in this danse
macabre may be seen differently
by its participants, how-

ever, the catastrophic end to
the grotesque performance
together with the fall of the
narcissist neo-colonialism is
inevitable.
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THE DANCE OF DEATH

Death leads the roundelay
But one dancer
Has his legs crooked and short
And he stumbles
Steps on the foot of another one
Who recoils
Falls backwards
Pulls the hand of the third one
The third one is late
To release the hand of the fourth
Who falls to the left and forward
And because he is heavy
As my heart
Pulls all the rest.
The domino effect
And bad choreography
Works in the dance of Death
As in any other.
Only Death persists
Losing all his dancers
In the last round.
The neighbour’'s dog Cerberus
Watches this clumsy ballet
With lazy disdain.



Interview with

Elo

TANEL RANDER:
I ask from you as a sculptor who
works with public space, as well
as you as an activist who once
targeted the Estonian Cross of
Liberty: what is the effect of
the current removal of Soviet
symbols and monumental art? Is
it necessary and if yes, in what
way? And what might it actually
consist of — removing these
symbols from view, destroying
or re-contextualizing them in a
way that the tank on a pedestal
becomes an item of display in a
museum?

ELO LIIV:

First of all, I would like to
clarify the terms, as it seems
that monuments and monumental
art are often incorrectly con-
sidered the same due to their
similar sound. Strictly speak-
ing, a monument means only a

Liiv

memorial — (from the Latin word
monumentum “memorial”), a struc-
ture created to commemorate a
historical event or person, as
well as an animal, object or
character. The word monumental
means large-scale, imposant,
comprehensive, extensive, capi-
tal. The fact that a monument in
public space is monumental does
not mean by itself that it is
also a work of monumental art.
For any monumental structures,
it is worth re-evaluating from
time to time their suitability,
content and artistic value.

The tank in Narva, as well as
many other Soviet monuments have
not been created as works of
art, instead they represent the
visual propaganda acclaiming
for the eternal glory and power
of the occupants and coloniz-
ers. Contrary to the ideals they

promote, they have paradoxically
been produced in a poor, quick,
clichéd and canonized manner.

Do we need Lenins or tanks in
our public space to remember our
history? Definitely not! Do the
formerly enslaved peoples or na-
tions who have suffered genocide
need monuments of colonialists
who “brought culture to them“?
No, definitely not! As pain-

ful as it is as a sculptor to
see the heads of statues roll-
ing, one must understand that
paradigms have changed. These
statues belong to the history
museum, we have moved on as a
society. The public space should
vibrate with the life energy of
important issues, not the
shadows of dead agressors.

The wider discourse has not
touched almost at all upon the
symbols of religious missions
from distant history, the visual
representations of the church
that was a historically violent
institution which collaborated
also with colonizers are still
present in our public space.
The fact that this topic has
not been raised at all up un-
til now is a clear sign that at
some point in time the culture
of the victims merges with that
of the agressors. It is only a
matter of time that the soviet
symbols and monuments will not
hurt us anymore. Yet, the war
in Ukraine has opened up the
wounds once again.

It is clear that for a thriving
public space and consciousness
the objects of propaganda feel
harassing and debilitating, they
start to stink and rotten. The
more political and the more tied
the monument is to a violent
regime, the sooner it will be
brought down.

I grew up in an era that con-
cealed dictatorship, killings,
usurpation and deportation be-
hind the visual propaganda of a
great common brotherly friend-
ship. They killed with one hand,
while creating works reeking of
fake pathos with the other. I
have stood as a guard of hon-
or for the "Eternal Fire"” in
Ténismde in front of the bronze
soldier created by Enn Roos and
Arnold Alas, thinking how silly
it all is. At the same time, it
is one of the monuments I would
have liked to give a new mean-
ing to by altering its form and
eliminating the pentagons from
it. And to leave it in place as
a memorial to all the soldiers
who died in the Second World
War. The current Tonismde square
still feels empty and fake to
me. I also passionately defend
the Soviet-era works of monumen-
tal art done by other competent
architects and sculptors that
turned the commissions of so-
viet power into timeless works
of art, giving them an eternal
value that surpasses the pow-
er ambitions and cult of one

!In 2008, Elo Liiv launched a petition against the statue that we currently know as
the War of Independence Victory Column in Freedom Square, Tallinn. About 10,000 signatures were collected.



terrorist state. I think these
works should be kept, reassessed
and accompanied by explanatory
labels.

The most important debate over a
monument after the restoration
of independence in Estonia was
related to our greatest value -
freedom. The cross erected in
Freedom Square caused a lot of
controversy, and not only among
members of the cultural field.’
A large part of the society was
ready to acknowledge and also
visually interpret freedom as
our supreme value in a much more
broad-minded way than as a
mediocre cross on top of a glass
pillar. The choice made by the
competition jury (which didn’t
include enough artists and
architects) and the whole story
of setting up the column seemed
to mimic totalitarianism, with
which we wouldn’t have wanted to
have any connection with.

For our small country, indepen-
dence is of extreme importance,
and after the occupation it was
a matter of honor to restore
all the pre-occupation war
monuments and to “carve” into his-
tory the important figures who
had sacrificed their lives for
the preservation of Estonian
freedom and culture. Now it
might be time to call this
period of about 30 years more or
less bygone and to start with new
approaches for conceptualizing

and implementing monumental art
in public space.

TANEL.:
Can the current process of
removing monuments be seen as a
necessary collective ritual? Do
we need these kind of rituals
and why?

ELO:
I guess it is possible to look
at the functioning of the whole
world through the spectrum of
rituals, both on an individual,
as well as on a societal, col-
lective level. How meaningful
these different rituals are - or
maybe it’'s better to say how
meaningfully they are perceived
— depends a lot on how much
content is communicated through
these rituals or how much the
audience is able to recognize,
to identify with them. The ritu-
als that have lost their content
or do not resonate with people,
collapse like empty sacks simi-
larly to the monuments to
dictatorships.

Works of monumental art and
monuments commissioned by the
state are like a manifestation
of the state power (ideally

of the majority of people) and
through them the state (ideally
the representatives of the peo-
ple) presents its constitutional
values as rituals.

Destruction of former monuments

and replacing them with new ones
is also a historic ritual that
is repeated over and over, a
tragicomic labelling ritual akin
to animals: “I am the boss of
this territory, my turd is the
most fresh and goes on top!”
At the same time, the right of
states to declare their inde-
pendence cannot be compared to
the power struggles of dictators
and occupants. In Estonia and in
other post-Soviet countries, it
has been more of a question of
clearing up one’s home from the
symbols of violence which has
also served as a therapeutic act
for the whole nation.

We live in a democratic country
and the monuments and rituals
created now should not be
equated with the former soviet
monuments and everything that
surrounded them. Monuments that
are a form a monumental art have
a significant role in enriching
our public space, creating
content, semantic fields and
narratives. And definitely rituals.

TANEL.:

You have tackled the subject of
abuse in your work. In this day
and age, abuse is taking place
on a massive scale. It has also
been completely normalized by
one country. Everything that
people have been taught thus far
(starting with the fact that
life must be preserved, it is
important to keep the peace,

etc.), seems to be turned upside
down. In one way or another, it
goes beyond the borders of the
aggressor state. Can you draw
parallels with abuse on an indi-
vidual level? How could we deal
with this?

ELO:
Yes, I do see parallels. Unfor-
tunately, it doesn’t concern
only one country, there are
still too many countries like
this... The world is a dangerous
place where aggressors can be
found at every level, and they
always find enough excuses and
justifications for their
actions. The victims on the other
hand, gain a divine talent of
transforming everything into
virtue, and if they succeed in
going through a metamorphosis
after leaving an abusive relation-
ship, it is a real act of heroism.
Considering how many transfor-
mations and heroic deeds must be
performed on a daily basis by
people or nations under genocide
individually or collectively,
not to mention the natural
environment that is groaning in
the grip of humanity, it feels
truly depressing.

After the Estonian restoration
of independence, I felt as if we
had collectively moved away from
an abusive relationship. Unfor-
tunately, it is not possible to
completely remove oneself from
the abuser — I only realized



this in 2014 when Russia invaded
Ukraine. Our lives will probably
never be completely free

of the constant mental anxiety
or tension related to possible
future sufferings and memories
of past pain. All the points in
the textbook on intimate
relationship violence symboli-
cally apply to the current and
past actions of our big eastern
neighbour, both towards their
own people, our tribal peoples
and all their former neighbours.
And these are not one-off acts
of violence, but systematic and
repeated repressions. The people
of Russia (as well as of oth-

er dictatorships) have a victim
mentality that has been induced
through centuries of violence.
We wonder why they don’'t fight
back, but it is for the same
reason why victims of intimate
partner violence are not able

to move away from their abuser.
Their self-image and worth have
been deformed, their only strategy
of survival is to see the
violence as something good and
necessary. This, however, allows
for the emergence of new mani-
pulative governing bodies once
again. By adding a dose of great
Russian chauvinism, the pain
gets channelled into harassing
and suppressing the human rights
of their neighbours. It would
take several generations of peo-
ple who have experienced human
rights and democracy to break
the cycle.

TANEL.:
What meaning do the crystals
that form a large part of your
installation have to you? Why
crystals?

ELO:
Crystals are a symbol of purity,
hope and freedom, but also of
mental wealth. If we remove the
mental values or the values that
are related with human rights,
all we have left is material
wealth and illusions. In the
totalitarian dictatorship of the
USSR those crystals obtained
exactly that kind of twisted
meaning. The installation Dream
is based on my childhood memories
of the Soviet era, when total
poverty reigned, yet many people
had crystal vases on their
shelves or crystal chandeliers on
the ceiling. It was the time when
reality had become a parallel-
world, a dream without an alter-
native. The black ceiling from
the era of slavery? together with
crystals from the era of occupa-
tion still tend to cast thousands
of shadows into the society of
nowadays.
The world that produces a suffo-
cating illusion of totalitarian-
ism hasn't disappeared anywhere.
Everything that is now taking
place in Russia feels like re-
al-time re-witnessing of the
years of occupation. The large-
scale syndrom of learned help-
lessness reproduces the mass
under the sooty ceiling, but the

2 Reference to Juhan Liiv’s poem Must lagi on meie toal (Our Room Has a Black Ceiling)
which serves as a metaphor for the sufferings of serfdom in Estonian history.

viewers don’'t notice this because
they are focusing on the crys-
tals.

As part of the installation, the
Nevalyashka doll or Vanka Vstan-
ka, sways to the beat of a mil-
itary march, but does not fall
over. Humanity is represented
as a murky mass characterized
by the syndrome of learned
helplessness, but the viewers
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don’'t notice this because they
are focusing on the crystals.
The Ukrainian musician Masha
Kondratenko refers to Vanka
Vstanka as to the Russian
occupier in her song by the
same name: “Vanka, stand up,
what's wrong, there’'s no point
in running, there’s nowhere to
run, get your bag ready, the
Cossacks are coming.”



Ghosts

Paulina Pukyte

In the 20th century, crystalware
decorated the interiors of many
middle-class homes. Once valued
for purity, today crystalware is
no longer seen the same way. To-
day, it is often associated with
our recent past, more precisely
the “bad” and “impure” Soviet

era — even though in the Soviet
times, the same kind of crystal
was cherished as a representation
of the good life in the previous
past — the inter-war indepen-
dence period. The word “crystal”
also evokes associations with
vulnerability, for example, when
we think of the historical term
Kristallnacht, a sudden outburst
of violence against Jewish

people (the so-called Other).
There is also “the crystal ball” -
a devise that allegedly shows you
the future.

The series Ghosts was first ex-
hibited in 2022 on the floor in

various corners of the modernist
building of the National Gallery
of Art in Vilnius (former Museum
of the Soviet Revolution). It was
displayed to show the items as
degraded and vulnerable - not as
artworks, but abstruse strangers
from another cultural paradigm;
wanting to be there, but instead
only “ghosting”. Here the crys-
tal bowls are mere stand-ins for
something that is perhaps miss-
ing (like cardboard markers
called “ghosts” in libraries
that indicate a book miss-

ing from the shelf). The bowls
stand on pedestals, like wannabe
busts of past heroes, elevated
and imposing, yet also fragile
and clearly empty (unless rain
happens to lend them some sub-
stance). They are outside and
inside at the same time, or
rather neither outside nor in-
side, entrapped in a house-like
cage, made by another artist for

another exhibition. To see them
you need to step very carefully
on a wobbly iron structure that
makes you feel vulnerable too.

Ghosts, as Avery Gordon writes
in Ghostly Matters, are not
simply from the past, but from
the repressed and unresolved
past that is making itself
known through them. In literary
studies ghost often refers to
“disqualified”, marginalized,
fugitive knowledge from below
and outside the institutions of
official knowledge production.
But ghosts are also there to
help you imagine what was lost
that never even existed, and to
imagine the future beyond the
limits of what is already
understandable, to see differently
both the things of our world

and the histories that have made
them possible.

Somewhere in the future, these
crystal bowls could already be
broken. In R.W. Fassbinder'’s
film Beware of a Holy Whore an
idle and desperate film crew
waits indefinitely for the
shooting of a film to start,
drinking Cuba libres and smash-
ing their crystal glasses to the
floor of a mansion. The film
director, even more desperate,
finally smashes his glass too
and says: “If I can’t smash
things I might as well be dead”.
“It's a film about brutality,”
he later says to a journalist,
while everyone there seems to

be in love with everyone else.
“What else would one make a film
about,” the other replies.

Paulina Pukyte. ,Vaimud® / «[lyxu» / Ghosts (2022-2023)



Shadows

Paulina Pukyte

The source of light that creates
these “shadows” is not visible
but rather seems to fester in-
side the walls of the building.
Perhaps it is the infamous dawn
of a new tomorrow that never
broke — the Soviet promise of
the better future that never
came?

According to sociologist Avery
Gordon, the lost is only seemingly
absent because the forced
“disappearance” of aspects of
the social continues to shadow
all that remains - the past
always haunts the present. At
times, this haunting can also
become more intense.

Visitors to the exhibition un-
wittingly interact with these
“shadows” — unintentionally
stepping on them, changing their
shape, blurring their outline,
carrying them around the gallery
space with their feet and

gradually dissolving them into
the present.

“They are skin abraded from
feet by the violence of the
disappearance of people with
real weight. More people than
you could count without losing
track. The weight and abrasion
of their disappearance leaves
little bits of soft tender feet
behind, bits and shards and
curls of skin that dirty and
darken and tan as they lie tiny
and smeared in the sun at the
end of the board. They pile up
and get smeared and mixed to-
gether.”!

! Excerpt from David Foster Wallace’s short story Forever Overhreard.
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Who is who

SVITLANA
BIEDARIEVA

is a Ukrainian artist, curator,
and art historian with a focus

on the topics of war, identity,
memory, and resistance. Her pro-
ject The Morphology of War (2017)
was presented at the Museo Taller
Erasto Cortés in Puebla, Mexico,
the National Center of Arts in
Mexico City, and the 5th Inter-
national Biennale of Odesa in
Ukraine. Svitlana holds a PhD in
History of Art from the Courtauld
Institute of Art and has also
edited several books dedicated to
Ukrainian art. In 2019, she
curated the exhibition At the Front
Line; Ukrainian Art 2013-2019
(with Hanna Deikun), a project
about Russia’s war in Ukraine
that was presented in Mexico City
and Winnipeg. In 2022, she has
been selected as the 2023 Prince
Claus Seed Award laureate. She is
also the 2022-2625 CEC ArtslLink
International Fellow.

ELO LIIV

is a sculptor and pedagogue whose
work is characterized by versati-
lity, installative practices and
experimentation. She focuses on
subjects that reflect the ques-
tions of worldview and social
issues, such as intimate partner
violence, religious freedom and
environmental issues, as well as
psychoanalysis and deeper mental

states. Liiv has participated in
exhibitions with installations
and sculptures for over 30 years,
she has also authored several
Estonian monuments and works of
monumental art. Both as the main
organizer and the main curator,
Liiv has also been involved in
the organization of several light
festivals in Estonia to promote
light art.

HOLGER LOODUS

is an Estonian artist who works
mainly with painting and ins-
tallation. One of the essential
methods of his practice is the
mystification of everyday expe-
riences. While his earlier works
can be characterized by

magical realism, the categories
of science fiction or alternative
history seem more fit concerning
his later works. Loodus’s work
“Crop for the State” was part of
his 2021 solo exhibition
“Reimagining Those 0ld Slopes” at
Kogo Gallery in Tartu, focusing on
the concept of Dante’s Purgatory.

KATERYNA
LYSOVENKO

works with monumental painting,
drawing and text. Her media is
monumental painting, drawing and
text. She is engaged in the study
of the relationship between ideo-

logy and painting, the production
of the image of the victim in
politics and art, from antiquity
to the present day. Lysovenko
looks at painting as a language
that can be instrumentalized or
liberated. She has been living
and working in Kyiv, Ukraine.
Currently she is living and
working in Vienna, Austria.

PAULINA PUKYTE

is an artist, writer and cura-
tor based in London and Vilnius.
She makes site-specific inter-
ventions, still and moving image
and conceptual projects, deconst-
ructing socio-ideological myths
and socio-cultural clichés. She
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interested in tensions between
subjectivity and its external
influences. Since 2010, his work
has been focused on East Euro-
pean identity and decolonia-
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2017, he heated the exhibition
spaces of the Contemporary Art
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