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06bIuHO Kax/1aA BbICTaBKa PaccMaTpUBaETCA aBTOPOM KaK UTOT, KaK pe3ynbTat onpegesneHHoro nepuoga. U uaiue Bcero 10CTaTouHo
AnuTenbHoro. Jlo HefiaBHero BpemeHH Takoi MeTog 6bin 06ienpusHanHbIM. CeroHA 10T noaxoz be3HaaexHo ceba ucuepnan. lMpuumHoii
TOMy CTpemuTeslbHas CMeHa CTUNeil, HanpaBneHuii, NPUOPUTETOB U TBOPUECKUX YCTPEMAEHUI CAMUX YYaCTHUKOB XyLOXeCTBEHHOro
npouecca. Buepa 310 6bia1 06beKT, MHCTANNALMA U NepdOpMEHC, cerogHA BUAeo, dotorpadua v akuum obLLecTBEHHO-NOANTUYECKOTO
XapakTepa, €amoro LUMPOKOro AuanasoHa, OT PUCKOBAHHOTO loMopa A0 AEHCTBUIA, NPOBOLMPYIOLNX NPABOOXPAHUTENbHbIE OpraHbl.
Bnpouem, aHpoBble U BpeMeHHble rpaHuLbl BecbMa YC0BHbI. (06bITMA 06LIECTBEHHO-NONMTIYECKIE MOCYXUNM NOBOAOM U ANIA
ouepefiHoi BbiCTaBKy Banepua Pynnens. Mpousoweswwne B Kbiprbi3cTaHe 3a nocnegHue rofbl nepemetbl, B TOM YMCIe Be HELYTOUHble
peBonitoLMM, NOBNEKLUMe 3a C060i1 CaMble HeraTUBHbIE NOCNEACTBYA, He MOTYT HIKOTO 0CTABUTb PaBHOAYLLHBIM, @ XyZA0XKHMKA TeM 6onee.
B utore TemMoil BbICTABKM CTAHOBUTCA BbIHYAEHHAA MMMUTPALNA, U He TONbKO PYCCKOTO HaceNeHIs, Ho U MHOTUX NpeacTaBuTeneil Tak

Ha3blBaeMON, «TUTYNIbHON HaLMI» T.e. KbIPrbi30B.
Banenmun Kopkur 8 mas 20712

Usually, authors view exhibitions as an end, as a result of a certain period. Quite a lengthy period at times. This approach was widely
accepted, until recently. Today it is obsolete. The reason for that is impetuous change of styles, directions, priorities, and of creative aspira-
tions of participants of the artistic process. Yesterday they included objects, installations and performance; today video, photography, and
the widest range of public and political activities - from risky humor to actions that provoke law-enforcement bodies. But genre and time
boundaries are quite relative. The political and societal events served a reason for yet another exhibition by Valery Ruppel. The changes that
took place in Kyrgyzstan in the past several years - including two serious revolutions that entailed the most negative implications - cannot
leave a person indifferent and an artist more so. As a result the theme of the exhibition is forced immigration, not only immigration of ethnic
Russian population, but of many representatives of so-called «titular ethnic group», the Kyrgyz.

Valentin Korkin May 8, 2011



A, Tbl, OH, OHU — (HegoymeHue yemoaaHa) BUHTaXHble Ye-
MOZaHbl B CrieLKe CrpyannmcL nepes ckopoit soporoii. Copok net
Ha3ag, otnpasnac B MuwyHay, Gyxymm uam ATy, yemogaHbl Obian
0XBaueHbl PaflocTHbIM B30y aeHUeM B MpenBKyLUeHUn be3ma-
TeXHOro oTzbIxa y MopA. CerofHALIHee B036yx/eHue 6n13Ko K na-
HUKe 1 CTPaXy Nepes HeU3BECTHOCTBIO. 3a4eM HYXKHO ObiNo CHUMATD
11X, AABHO BbILUEALIMX M3 MOAbI, 00PeTLLMX aHTMKBAPHBIA CTaTyC,
A06pOCOBECTHO OTCYKUBLLIX CBOV BEK, C MbUTbHBIX aHTPeconei Tu-
MOBBbIX ABYLLEK M TPEXKOMHATHbIX PacnaLLOHOK. 3auem HyXHo 6bino
KNeuTb Ha KpbILLKY YHU3UTeNbHble Mectoumenua OH, Mbl. . ., uto-
T0 yrposatoLLiee ecTb B 3TUX yepHbIx BykBax. KTo pewwmn, uto moii
CoCefl, TaKoiA e KOPUYHEBBIIA M TAKOTO Xe pa3mepa, 0603HaueH Me-
CTOMMeEHVeM BTOPOro L, a A TpeTbero. A OHI, nouemy He cneLwar,
Hab/1104al0T CO CTOPOHDI, Befb TOXe cobpanuch, v BYKBbI Ha KpbILLKe
(amble KpynHble. Vnu um elwe He Bpems, He Bce paBHbI, Y KOro-To
ecTb Bblbop?

I noyemy octaetca KpacuBblii, cTapblit cTyn? CTapblii, Ho eLe
NPOYHbIii W TaK Niobum Bnagenbuami. U 3auem cnomanu rutapy,
0e3 Manoro Copok NIeT Beuepami yTewwaBLuylo CBOUM FyboKiM
TeM6pom, unbLioB foma. bonblume nogpamHukm 6e3 xoncta. Mpu-
KONOTbIE K HIM 3TioAbl. HepaBHOAYLUHbIE, MeX Ay NpounMm, STiogbl. B
HUX €CTb TO, Pajyt Yero XyAOXHUK C STIOAHMKOM BbIXOBUT U3 [LOMA,

YNOBUTb MUMONETHOE COCTOAHME TNy6oKoro Heba, BblbeneHHbIl
COMHLYEM TNMHAHBII 06pbIB, CbIPOIl OCEHHNIA Beyep WK rpA3Hyio
Koneto MapToBCKoiA Joporu. [laxe npu TOM, UTo 3ameyateNbHblil
PYCCKWiA MCaTeNb Ha3blBaN 3TOT XaHP KaneHZapHoi ApebefeHbio,
HI1 OfMH XYZOXHUK He MIAHOBAN 3T0if LUKONbI. BorbLume nospamHu-
Ku 663 XoncTa — BIWAMMO B (BA3Y CO CMELUHbIM 0THe3/10M HaTypHble
3TH/IbI He YCMeny pean3oBaTbea B 6oNbLuoIi cepbe3Hoil KapTuHe. B
cepuio 6onbLIMX PaboT, CyAA N0 Ce30HHBIM NPUMETaM — OT PaHHeil
BeCHbI 40 3TIONI0B C 3aCHeXeHHbIM nonieM. A BO3MOXHO 6bina 3a-
[yMaHa BbICTaBKa Neii3axeil Tex MeCT, YTO Xy[OXKHUK XOPOLLO 3Han
C [IETCTBA, He CyYaiiHO OrpaHUYeH Kpyr MOTUBOB U BHUMATENbHO
npopaboTaH Kaxzblil 3TioA.

becTonkoBo CrpyavBLUMECA YeMOfiaHbl, CIOMaHHaA ruTapa,
nofpamHUKI 6e3 XoncTa, Mbl Bce COBpaHbl 3ecb, uTo6bl Ha3BaB-
LIMCb MHCTanAALMeA, CO3AaTb aTMOCepy BAPYT HAPYLLEHHOTO YKNa-
[ia, PUTMa, pa3MepeHHOro TeueHNA XIU3HM, BNafeNbLEB 3TUX TPex-
KOMHaTHBIX PACMaLUOHOK, aHTUKBAPHBIX UeMOfJAHOB, MeGenu 1 co-
MaHHOI ruTapbl — TaKUM 06pa3oM OTUAsHHO MaTepuanu3oBanacb
MeTadopa npepBaHHOi My3blki. Bipouem, My3bika 3ByunT. 3ByuuT
nonynApHas B KoHLe 70-X necHa «PouHa Mos» B UCNONHeHMH 3Be3-
[bl coBeTcKol 3cTpaabl Codun PoTapy. 3ByunT 1 03ByuMBaET UyBCTBO
LemALLeid HOCTaNbIUV 1 OLLYLLEHUe NoTepy 60bLIOrO 1 BaXHOTO.



1,YOU, HE, THEY (A Suitcase in Perplexity) — vintage suitcases are hurriedly piled up before imminent departure. Forty years ago, when depart-
ing to the summer resorts of Pitsunda, Sukhumi, or Yalta, the suitcases were jittery from joyful anticipation of careless seaside vacation. However,
current excitement is more like a panic and fear of the unknown. Why bring down them, the long out of fashion, antiquated, well-worn suitcases from
dusty closets of standard two-and three-room cramped apartments (raspashonkas). Why glue humiliating HE, WE. . . pronouns on their cover? Some-
thing is intimidating in those black letters. And who has decided that my neighbor, a similarly brown, similarly sized suitcase is marked by second-
person pronoun, when | was marked by a third-person pronoun. And THEY, how come they are not in a hurry, how come they watch from aside? Weren't
they also getting ready? The letters on their tops are the largest. Perhaps their time has not come yet, not everybody is equal, some have a choice?

And how come the handsome old chair stays? True, it’s old yet sturdy and so dearly loved by the owners. And why did they break the guitar that
comforted the inhabitants in the evenings with its deep timbre for almost forty years. Large stretchers have no canvas on them. There are sketches
pinned to them. By the way, the sketches were not indifferent. There is something in them that makes the artist with the sketch leave the house to
catch the fleeting image of the deep sky, sun-bleached clay ditch, damp autumnal evening or a muddy track of a March road. Even though great Rus-
sian writer called this genre calendar rubbish, not a single artist could escape this school. Large stretchers without canvas — perhaps due to hasty de-
parture the sketches of nature did not materialize in a serious painting. A series of big works, according to seasonal signs — from early spring to sketches
with snow-covered fields. Or perhaps the idea was to exhibit landscape paintings of places that the artist knew from childhood - it is for a reason that
the number of scenes is limited and every piece is finely detailed.

Senselessly piled suitcases, broken guitar, empty stretchers — we are all collected here to create (after being named aninstallation) an atmosphere
of interrupted rhythm of life of the owners of these three-room old apartments, of antiquated suitcases, of furniture and the broken guitar — in this
way the metaphor of a broken melody would materialize. Wait, the melody can still be heard. A popularin 1970s My Motherland song performed by
popular Soviet star Sophia Rotaru is heard and brings to life the aching nostalgia and perceived loss of something big and important.




OTLIbI U AETUN — Bo3MOXHO Ha3BaHMe 370/ paboTbl He COBCEM
TOYHO 03HAuaeT ee CMbICA, CKOpee BCero XyAOXHMKa, npuenekna
06BEMHOCTb, MHOrO3HAUHOCTb 1 HENPEXOAALLAA AKTYaNbHOCTb 30N
dopmynbl. Ha nepBbiii B3rag TpaauLmoHHoe npon3seaeHiue B 3cTe-
TUKe pean-Miif. bpyTanbHas BeCOMOCTb MYXCKOI BepXHei 0fex-
Abl, TPOraTenbHaa Kypry30CTb AETCKIX KypToueK, CTbIANMBOE yMU-
ieH1e M1 BUAE KPOXOTHBIX KPOCCOBOK, MYraolLiaa MeANLMHCKUM
KOHTEKCTOM «CMCTeMa» AN1A BHYTPUBEHHbIX MHBEKLMIA; CTaHOBUTCA
MOHATHBIM - CNOHTAHHOE TBOPYECTBO U3 HIYETO, MOCTE BXOXAEHNA
penu-M3iif B 0611aCTb MCKYCCTBA, KAXKETCA HAUBHDIM.

0 yem roBopAT Belyy cobpaHHble B BbICTABOUHOM NPOCTPaH-
(TBE 11 pa3MeLLeHHble UIMEHHO TakiM 06pa3om? O Tom, uTo KpacHo-
peumBble XecTbl 06bEKTOB MHCTANNALMM BbI3bIBAIOT B NaMATH, M0
MeHbLUeil Mepe, Tpi TUna 06pa3oB. [pUBETCTBEHHO pacnaxHyTble
PYKY, Ka3Hb Tpex 6ubnelickux nepcoHaxeli u oropopHoe nyrano. U
BCe TP TMNA COTNIACHO YCTYNakoT MecTo ofuH apyromy. M pagoctHo
NpUMBETCTBYIOLLEE OTOPOJHOE Myrano, 1 nyrano — pacnatue, A T0ro
11 BbICTaBMeH Obin Ha 0603peHue CbiH YenoBeyeckuii, u 4eTH NOBTo-
pAtowye (6a30Bblit MPUHLMN 06yyeHnA) xecTbl 0TLOB. W XmBONMCH
Ha CoCefiHeli (TeHe, KPACHOMOAYLLEYHDIN TPUNTUX, CMATaA MoCTeNb
€0 CleZiamMu ieGnopavLyn — Mecto, Fie IETV CTaHOBATCA OTLAMMU.

KctaTu xxuBonuch nopaepuBaeT uam nyullie ckasatb, yuacTsy-
eT B 0QOPMAEHUN NPOCTPAHCTBA BCell BbICTABKM. ITO He yTBEpX fie-
Hue, ckopee BONpoC. B uem HoBI3Ha Takoro npuema? MocpeacTBe-
HOIA KMBOMUCbIO ABTOP NOAYEPKMBAET aKTYaNbHOCTb UHCTANAALMH,
KaK MHHOBATUBHOIO »XaHpa PacCuMTbiBas Ha CHUCXOAUTENbHOCTb
3putena? Unu yteepxaaet npodaHHoe B CBOEN 3HAYUMOCTH, He-
CMOTPA Ha CtoppeanucTuyeckue aetanu B «OTuax U aeTax», Bep-

6anbHyl HappaTUBHOCTb B «HapofHOM JOCTOAHWU» WAN «TOBO-
pALLyio» cnekTakynapHocTb B «f, Tbl, OH, OHW». B niobom cnyuae
amObuBaneHTHoe NoNoKeHUM XMBOMUCY B MHCTannALuAX B.Pynnena
YBNEKaeT HeyCTOIUMBOCTbIO OnpezeneHuii 1 fOnYCTUMON CTeneHbio
HEACHOCTM BbICKa3blBaHNA.

YcnoBHo 060cobneHHoiA Temoii B MHCTaNNALIM ABNAETCA 00yBb.
XyBOXECTBEHHDIA 3NeMEHT, UMUTUPYIOLUMIA Hekylo nunydylo cy6-
CTaHLYH, C OZHOIA CTOPOHBI OCTPOYMHO UNMIOCTPUPYET U3BECTHOE BU-
bneiickoe BbipaxeHue: «KTo He 63 rpexa. . .», CpYroil CTOPOHbI 3TOT
e MEMEHT CTaHOBUTCA TeM UHHOBALMOHHBIM KECTOM, KOTOPbIN
NPUBA3bIBAET NPOdaHHble BeLLM, B HALLIEM CTyyae BUAABLLYI BUbI
06yBb, K TPAANLIM, HO KOTOPbIE, UIMEHHO N03TOMY, B TOI e CTeneHu
OT/IAYAIOTCA OT 3TUX NPODAHHDIX BELLEiA, Kak 11 0T caMoil TpaaMLN.
Ecn Opeiig Banopu3oBan cHbl 1 6e3ymiue, To 3T0 He 03Hauaer, uTo
cnawme unm 6eymubl nprobpeny 6oNbLUNI COLMANbHBIA CTaTyC, HO
NULWLb TO, YTO TaKoil cTaTyc npuobpen ncuxoaHanus®. Takum obpa-
30M, TeMa 06yBY B MHCTannALun <OTub! 1 AETI» CIYXMT (BOETO POAA
KIIK0UOM K NOHUMAHII0 PONI peiin Meiif} B COBPEMEHHOM MCKYCCTBe.

*WHHOBATVIBHOE NPOU3BEAIEHHE CKYCCTBA NOCPEHUYAET MEXAY Bano-
PU30BaHHOI KyNbTYPHOI NAMATBH0 11 NPOGAHHOI CPEROIA, HO OHO He MOXeT
33KOHOAATeNbCTBOBATL HaJ HAMY, NOAYNHNTD X Cebe, BbICTYNas Kak Bbl-
paX<eHue Kakoro-n6o BbicLuero aBToputeta. OHO He MOXET Takxe 1 BNoA-
He penpe3eHTUpOBaTb 11X, MOCKONbKY ero CoBCTBeHHaA NPUPoAa oCTaeTca
JABOVICTBEHHOIA.

*B. Ipoiic «0 HoBom» 1992r.



FATHERS AND SONS — perhaps the title of this work does not accurately convey its essence. The artist was attracted by the voluminosity, the
deep meaningfulness and imperishable topicality of this formula. At first it looks like a typical piece of ready-made esthetics. Brutal heaviness of men’s
outer ware, touching smallness of baby jackets, shy affection at the sight of tiny running shoes, intimidating by its medical context intravenous line for
injections. It becomes clear that spontaneous creativity from nothing — after the ready-made made it into the art — appears naive.

What do the things brought together in the space of an exhibit and placed this way tell us? The eloquent gestures made by installation’s objects
bring to memory at least thee types of images. Welcoming wide spread arms, execution of three biblical characters, and a scarecrow. All three types
agreeingly give each other space. The cheerfully welcoming scarecrow, and the scarecrow — crucifixion, for that reason the human son man was placed
in observation, and the children who repeat (basic principle of training) gestures of their fathers. And the paintings on the nearby wall, the red-pillow
triptych, the untidy bed with signs of defloration — the place where children become fathers.

By the way, paintings support or better say, participate in beautifying the exhibition. This is not a statement, but rather a question. What is so
new in this approach? Does the author try to emphasize the modern nature of the installation as an innovative genre by placing mediocre paintings,
hoping for viewer’s leniency?* Or does he assert the profane inits value - in spite of surrealistic details in Fathers and Sons - verbal narration in People’s
Property or «talking» spectacularity in I, YOU, HE, THEY. In any case, the ambivalent positioning of paintings in Ruppel’s installations engages by
unstable definitions and acceptable degree of vagueness of statements.

The shoes are conditionally stand-alone topic in the installation. An artistic element imitating some sticky substance, on the one side, wittily
illustrates a well-known line from the Bible — <He who is without sin . . .», on the other hands, this same element becomes that innovative «gesture»
that links profane items - in our case old shoes that have seen better days - to tradition, but which in the same degree differ from these profane things
and from the tradition. If Freud valorized dreams and folly it this doesn't mean that those who sleep or with folly gain greater social status, only
psychoanalysis gained that status.* Thus, the topic of shoes in the Fathers and Sons serves as a key to understanding the role of the ready-made in
modern art.

*innovative piece of art mediates between valorized cultural memory and profane environment, but it cannot legislate over them or subdue them by acting as
an expression of some higher authority. It also cannot represent them, since its nature remains ambiguous. B. Grois, About New. 1992.
* B. Grois, About New. 1992.




HAPOJHOE AOCTOAHUE — wueHTpanbHbIM, MO BECOMOIA
MaTepuanbHOCTA 1 MECTOMONOXKEHMH, INEMEHTOM UHCTaNAALMN
ABNAETCA Kyya CTapoi, IManNpoBaHHoI 3eneHoi nocyabl. [pakti-
YeCKM BeCb aCCOPTIMEHT CaMOii MONYAAPHOI KyXOHHO-X03ANCTBEH-
HOIi yTBapH COBETCKOrO Nepuoda NpeacTaBeH B 3Toil (Boeobpas-
Hoil ckynbnType. Mexay Tem QYHKUMA «<IManupoBaHHON CKyfb-
NTYPbI» He OrPaHNYEHA PONbIO BIU3YaNbHOrO LIEHTPA MHCTaNAALMN.
Ha Kaxgom npesmeTe uMmeeTcA Hajmucb, XapakTepusyiLias
NPeXHIO AOYTUNM3ALMOHHYIO XM3Hb KacTpIoNM, YaiiHuKa, Tasa,
Kpyku. [lynbmaHonoruy. 0T4., yponoruy. oT4., CrepunbHo, nuLLe-
610K 4, ANA aHann308, ANA WNPULEB U T.A. IMaNUpOBaHHaA nocyaa
HaxXoAuna WNpoKoe NpuMeHeHue B MeAULIMHCKUX YUPEX AeHNAX.

becnopanouHas Kyua cTapoii nocyabl NPeANpUHMMAET XKan-
Kyl MOMbITKY BOCCTAHOBUTb MPUHAANEXHOCTb K BEUKOIA Moxe
BENMKOro rocyaapctBa. Ho coxpaHuslumeca Haanucu ¢ obe3sopy-
KIBatoLLeR MPAMOTOA OTMEHAIOT 3TU NOMLITKW. «IMANNPOBaHHAA
CKyNbNTypa», TOT Cyvall, [Ae UPOHUA BOCCTaHABNMBAET TO, UTO
notepan nagoc. HappaTMBHOCTb «CKYNbMTYpbI» 3aTparuBaer ele
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OfIHY cdepy OLLyLLeHII — KpaWiHIOK CTeneHb AMCKOMQOpTa OT npe-
0bIBaHMA Ha 60NbHUUHON Koilke. bonblume OTpeLeHHO-MyCTbIH-
Hble Neii3aXm 3aMblKaloLLyie NPOCTPAHCTBO UHCTANNALIAN, U yCuau-
BAIOT CYITECTUBHOCTb «BONbHUYHOTO», 11 B MOMHOI Mepe 03HaualoT
CapKa3m 1 MPOHINK NOHATUA <HAPOJHOE JOCTOAHMEY - HAPOAY NpU-
HaZNEXUT HeUuTo HeompefeneHHoe, He UMeloLiee HI GOpMbI, HNI
FPaHuL, Mo CyT! HUYero.

Bocemb uBeTHbIX nutorpaduii «llonuTnyeckoit GoTaHuUKm»
2005 ropa. co3paHHbIX MO CNefam PeBOMOLMOHHBIX COObITMI B
mapte 2005 rofia, CTaHOBATCA CBA3YIOLLMM 3BEHOM BCero npo-
CTPAHCTBA MHCTANALMIA. 3Ty GYHKUMIO yOeaUTENbHO BBINOMHAKT
CloppeanucTuyeckine 306pakeHna TionbnaHo. CUMBON «LiBeT-
HoW» peBonioLMM B rpaduyeckoli epum CTaHOBUTCA KapuKaryp-
HbIM M306paxeHieM NpeTeH3uil n ambuLwii Ntofei, NONYYMBLLNX
BNaCTb B pe3ynbraTe nepemeH COBEPLUEHHbIX HApOAHbIMY Macca-
mun. Ewe ofHa chepa 06LLeCTBEHHON XIU3HN, Te pa3oyapoBaHme i
KpyLUeHWe HaZeX [ CTaHOBUTCA OCHOBHBIM HacTpOeHUeM B obLLe-
(TBeE.



NATIONAL PROPERTY — the central - in terms of weighty materiality and location - element of the installation is a pile of old green enam-
elware. Practically complete range of the most popular kitchen utensils of the Soviet era is presented in this peculiar sculpture. However, the func-
tion of the enameled sculpture is not limited by its role as a visual focus of the installation. Each piece of which it comprises has a sign suggesting
previous pre-utilization life of the pan, kettle, basin, mug - Pulmonology Unit, Urology Unit, Sterile, Nutrition Unit # 4, For tests, For syringes, and
50 on. Enamelware was used in medical institutions widely.

Untidy pile of old ware makes a poor attempt to restore the sense of belonging to a great era of a great country. However, the remaining signs
negate these efforts with disarming frankness. The Enamel Sculpture is the case where irony restores what pathos lost. Narrative nature of the
sculpture touches upon one more area of perception — extreme degree of discomfort from being on a hospital bed. Huge empty and detached
landscapes close down the space around the installation and enhance the suggestiveness of medical air, and in full measure indicate sarcasm and
irony of people’s property — something indefinite, without form and boundaries, in essence the nothingness that belongs to people.

Political Botany’s eight color lithographs created in 2005 right after the revolutionary events of March 2005 link the whole space of the instal-
[ation. This function is confidently performed by surrealistic images of tulips. The symbol of color revolution in a graphic series become caricature
image of claims and ambitions of people who came to power as a result of changes carried out by masses. One more area of public life where
disillusionment and crash of hopes becomes the prevailing mood of the society.
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TionbnaH TopMeCcTBYIOLWMii

CemeitcTBo nuneiiHble Liliaceae Juss

(mamyc — BUZ LUMPOKOTO apeana B CTPaHaX C BbICOKO Pa3BUTON KOHOMU-
KOW, HayKol, KynbTypOil 1 MHOTONIETHIMI AeMOKPATAYECKUMIA TPaJMLNA-
M. Y3K03HAEMUYEH B CTPaHaX TPETbEro Mupa.

06ujee pacnpocmpareHue — BbICOKOPa3BUTbIE CTPaHbI, pernoHbl obnapato-
Lme 6ONBLIMMI 3aMacaMV NPUPOLHOTO Fa3a, HeGTY, aNMa30B, 30110Ta U Ap.
Mecmoo6umarue — yxoxeHHble nona AnA ronbda, MATKMi, yMepeHHblil
KNMMaT CTeKNAHHbIX Hebockpe6oB, aTMochepa cammuTa B [lasoce.
YucnerHocmb — unCneHHOCTb 0cobeli onpesenuTb Kak NPaBu0 HEBO3MOX-
HO BBYAY OnpezieneHHoil aTMOChepbl LiapALLeil Ha TOpKeCTBax.

[TpuyuHb! U3MeHeHUA YUCTIEHHOCMU — N3MEHEHMA YNCIEHHOCTU He 0TMEYEHo.
Kynemuguposarue — yCnewwuHo BbIPaLLMBAETCA U3 NYKOBHL-AETOK-yCrexa.
Mepbi oxparsi cyujecmayioujue — B3AT NOZ OXPaHy 11 PEBHOCTHO OXpaHAETCA
KaK roCyapCTBOM, TaK 1 YaCTHBIMM CTPYKTYpaMU PasfinuHbIX BeOMCTB.
HeoBxodumble Mepsl OXpaHel — YCUUTL PEXUM OXPaHbl, OpraHW30BaTh
MOHUTOPMHT 33 COCTOAHMEM NONYNALWIA, 3aNpeTUTb MPOAAXY LIBETOB Y Bbl-
KanblBaHMe NyKOBML.

TionbnaH y6expatowmii

CemeitcTBo nuneiiHble Liliaceae Juss

(mamyc — yrpo3bl MCYE3HOBEHNA BUAA HET. [leKopaTUBeH.

06ujee pacnpocmpareHue — BUR, paCNpOCTPaHeH LUMPOKO BBUZY Heobxoau-
MOCTH CyLLeCTBOBAHMA UMEHHO TaKoro BIAa-cnocoba yoexaeHus.
MecmooGumatue — Kynyapbl, CTENKM, CXORHAKM, MECTa He CTON OTAANEHHbIE.
YucnerHocms — B NoAAepaHInM OnpeieneHHoi YNCIEHHOCTH 3auHTepeco-
BaHbl OMpezieNeHHble Kpyril onpeeneHHbIX COLManbHbIX Co0BLLECTB.
[lpuyuHbI U3MeHeHUS YUCTeHHOCMU — eCTECTBEHHbIE MPUUMHDBI U3MEHEHNA
UMCTEHHOCTY BUAA — HACUbCTBEHHAA CMEPTb.

Kynbmusuposarue — B KyNIbTUBMPYETCA CMOCOBOM MHTPOAYLMPOBAHNA B
CeLyupeXxaeHUAX 3aKpbITOro TUNa.

Mepbi oxpansl cyujecmayroLue — 0XpaHa BOOpYeHHas.

HeoGxodumble mepbl OXpaHbI — YCUIUTD PEXUM OXPaHbl, OPraHU30BaTb
MOHUTOPMHT 3a COCTOAHEM NOMYNALMIA. 3anpeTUTb NPOAAY LBETOB U Bbl-
KanblBaHue NyKoBMuL.
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TionbnaH npotecTyiowWwmin

CemeiicTBo nuneiiHble Liliaceae Juss

(mamyc — BAZA LWNPOKO PacnpoCTPaHeH NouTH MOBCEMECTHO. Y3K03HaeMuU-
YeH B CTpaHax C BbICOKVM ypoBHeMm xw3Hu, Kyseiit, OmaH, 0A, fekopaTuBeH.
06ujee pacnpocmparerue — pa3BUBALOLLMECA CTPaHb, AOTALMOHHbIE peru-
oHbl Poccun, ctpanbl CHI.

Mecmoo6umarue — KamMeHNCTble CKNMOHbI 06aHKPOTUBLLNXCA MPEANPUATHI,
6onoTucTble NoYBbLI TeHEBOTO 6u3Heca, 06bEKTbI CTPOUTENLCTBA B CTaMN
HyNeBoro LKna 1 T.a.

YucnenHocms — uncneHHoCTb 0cobeli B coobiectBax coctasnset 100 u 6o-
nee Ha 1 KB. KM.

[TpuuHe! U3MeHeHUS YUCIeHHOCMU — POCT WM COKPaALLIeHIne NOBOJ0B MpoTeCTa.
KynbmusuposaHue — Henpuxotaue B KynbType, C APeBHEMLLUX BpeMeH
WHTPOAYLMIPOBAH B CaMblX Pa3HbIX COLMANbHBIX COAX YeNoBeYeckix Co-
06uwects.

Mepo oxpansl cywjecmayrowjie — B3AT NOZ 0XPaHy ONMO3NLMOHHBIMI (paK-
LMAMU, UHCTUTYTOM OMOyZAcMeHa, HIO n ap.

Heo6xodumble mepbl 0XpaHbl — YCUAWTb PEXMM OXpaHbl, OPraHM30BaTb
MOHUTOPMH 33 COCTOAHMEM NONYAALWIA, 3aNpeTUTb MPOJAXY LIBETOB U Bbl-
KanblBaHue NyKOBILL.

TionbnaH BBepXCTpeMALLUIicA

(CemeiicTBo — nuneiiuble Liliaceae Juss

(mamyc — BUZ LUNPOKOTO apeana, AeKOPaTUBEH.

OcoberHocmu 6uosiozuu — MHOTOMETHee TPAaBAHUCTOE NYKOBUYHOE pacTe-
Hte, LBETET NOCTOAHHO B CBA3N C APKO BbIPAXKEHHDIMI YyBCTBAMM TLLECNA-
BIA, CAMONIOOUA 1 6ONE3HEHHOTO XKeNaHNA CAMOYTBEPXKAEHNA.

06ujee pacnpocmpaeHue — BU, LIMPOKO PACNPOCTPAHEH BHE 3aBIUCMMOCTY
OT YPOBHA 1 KaUECTBA KM3HM TOTO UM MHOTO COLMANBHOTO CIOA.
Mecmoo6umarue — cnocobeH K afianTauuin 1 akknMMaT3aLum B Niobbix
YCTIOBUAX.

YucneHHocmb — {OCTATOYHO BENMKA, YT06b1 060CTPUTL OTHOLLEHNA B CAMOM
3/10pOBOM KONNEKTUBE.

[puyuHel U3MeHeHUs YUCTIeHHOCMU — NPOABYMKEHME N0 CTyXebHOi necTHY-
Lie ¥ CIIBUHYTblE CPOKY eXXeKBAPTANbHON M NOAYTOA0BOIA POTaLIAM.
Kynemusuposarue — (BefieHIli HeT.

Mepe! oxparsi cywjecmeyioujue — CNOCOOEH K CAMOCOXPAHEHIIO.
Heobxodumsle mepel 0xpaHsl — nocobeH NPUHATL HeobXoaUMble Mepbl K
C06CTBEHHOII 6€30MacHOCTH.



COH UMMUTPAHTA — nHCTannAwmMA u3 yeTbipex TabypeTok ¢
NPUBA3AHHBIMU K HUM KPacHbIMI NogyLLKaMu.

baHanbHble TabypeTku, He MeHee 6aHanbHble MOAYLIKY.
HactopaxuBaet apyroe — To, kak npuBA3aHbl nopywwki. C ofHoN
CTOPOHbI, KPacHBIA LiBET NOAYLLEK OTCHINAET K M3BECTHBIM B COBET-
CKOI XKMBOMUCK U306PaXeHNAM YIOTHON Cenbckoil u3Hu; A. Mna-
ctoB, B. (Toxapos, 0. PakLua. 3necb KpacHblil - CUMBON KpacuBOro,
6narononyyHoro. C Apyroit CTOPOHbI, MOCTeNbHAA MPUHAANEX-
HOCTb B0O30YX/aI0LLEro LiBETa, CKopee CMPOBOLMPYET HECCOHHMLY,
yeM rny6oKuii, 6e3MATEXHblii COH. AMOMBANEHTHOCTb KPACHOIA No-
LYLLKN TepAET CMbIC CBOUM MeCTOMoNoXeHueM K TabypeTke. A6-
CYPAHOCTb CUTYaLlM, TAe NOJYLUKM 0Ka3blBAKOTCA NPUBA3AHHBIMMN
K HOXKe TabypeTkn, k 06paTHOli CTOPOHE CUAEHNA WA BTUCHYTOI
BO BHYTpeHHee MPOCTPAHCTBO TabypeTki, CTAHOBUTCA WAMIOCTPa-
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umeil K gypHomy, becnokoiiHoMy cHoBUAEHMIO. Takoe COCTOAHMeE
MOHATHO YesoBeKy, Oka3aBLuemyca B 6eCTBeHHOM, YacTo 6e3Bbl-
XOAHOM NONOXKEHUN bexeHLia.

Takum 06pasom, AedyHKLMOHANM3ALMA NOLYLLIKI CTAHOBUTCA
KNioueBbIM NONOXeHeM B GOPManbHOIl opraHu3aLmu npousge-
LeHuA. YepHblilt noguym nog entoil TabypeTkoil M KpacHoil no-
AYyLIKOiA, 6e3yCNI0BHO, acCOLMMPYETCA C roCyAapCTBEHHBIM dnarom
bnarononyyHoil fepmaHuy, Kak camoil XenaHHoii LiefIbIo Kaxaoro
UMMUTPaHTa.

B wenom pabota xapakTepHa AnA KNaccMueckoro aBaHrapaa,
MpeAnouynTaBLLET0 WUCMONb30BaTb HETPAZMLMOHHbIE NPOdaHHble
00beKTbl, UTo6bl NPOAEMOHCTPUPOBATL MOHYI0 (BO6OAY XYAOX-
HUKa B NPUCBOEHNM 3TUM 06beKTam HOBbIX, 34ecb U ceitvac no-
PO AEHHbIX 3HAYEHWIA.



AN IMMIGRANT’S DREAM is an installation made of four stools with red pillows tied to them.

Ordinary stools, and not less ordinary pillows. What puzzles is how the pillows are tied to the stools. On the one hand, the pillow’s red color
refers us to Soviet paintings that depicted cozy country life; A. Plastov, V. Stozharov, Y. Raksha. Here the color red is a symbol of things beautiful
and happy. On the other hand, a linen of such provoking color is more likely to bring insomnia than deep and peaceful dream.

The ambivalence of the red pillow dissipates by being placed where it is placed on the stool. The absurdity of tying the pillow to the stool's
leg, the bottom of the sitting side or tucked under the stool becomes an illustration to a disturbing dream. This condition is known to a person
who finds oneself in an unfortunate and often helpless situation of a refugee.

This way the defunctionality of the pillow becomes the key position in a formal organization of the work. Black podium under the yellow
stool and red pillow openly hints at a national flag of prosperous Germany, as the most desired country for many immigrants.

Generally the work could be called a piece of classic avant-garde with its use of profane objects to demonstrate artist’' complete freedom in
assigning the objects new meanings created here and now.
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