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ARTBATFEST 2013: NPOBJIEMATUKA

[Mpobnemartuka nabnuk-apTa,
ArtBatFest’a,
Npou3BeAEeHNA WCKYCCTBa C TFOPOACKOW CpPedoW.

KoTopasi MocCTaBneHa B LEHTP

BHVUMaHus COCTOMT ~ BO  B3aMMOLENCTBUM
B otnuune
OT TPaAMLMOHHOW TFOPOACKOW MOHYMEHTanbHOW CKynbnTypbl,
pelwaBwen no OGombller YacTu rpagocTpouTenbHble 3agauu,
nabnuk-apT No-HOBOMY OCMbICIISIET ropoackoe obLecTBEHHOe
NPOCTPaHCTBO, CNOXUBLUMINCSA

co3gaeTr  «MHTepBeHUUU» B

KOHTEKCT, BbICTpaMBaeT WHble MOAENVM  B3auMOOENCTBUS
ny6nmyHoOro M NpUBATHOMO, XYAOXECTBEHHOrO U MpPOdaHHOro.
Mpou3BeneHnss nabnuk-apta He SIBMASIOTCS HU CTPYKTYPHbIMU
3MeMeHTamMy TOPOACKON MIaHUPOBKM, HU «[AeKopauuen»; K ToMy
e, BONbLUMHCTBO M3 HUX HOCWUT BPEMEHHbIN XapakTep. BbiHocs
npousseaeHne B ypbaHUCTUUECKYIO Cpely, XYAOXKHUKM paspyLuatoT
rpaHvubl  TPaAMLUMOHHOW €ero penpes3eHTauuu, anennupyroT
K MacCOBOMY 3pUTENo, peanusyloT uaer MNpUHaanexHOCTM
MCKYCCTBa COLMYMY U NPSIMO KOMMYHUKALIMWN C HUM.

[opoackon naHawadT Kak none Ans BbiCKa3blBaHWSA
CTAHOBUTCS OCOGEHHO akTyarneH pAans TeX, KTO OCO3HaHHO
n3beraet My3enHbIX U ranepemnHbix 3KCNo3nummn, cosgaeT paboTol,
NMPUHLMMINANBHO TeHoeHUUn

HeoTAaenumble OT  KOHTEKCTa.

AHTUNCTEGNMLLMEHTA, [ABUXEHWSI HaBCTpevy  3puTernto,
OPUEHTUPOBAHHOCTb Ha [AOCTYMHOCTb UCKYCCTBa (He B CMbICne
obrafjaHnsi U He B CMbICMe MOMyNsipU3aTopcTBa, a B CMbICHe
HEeonocpeoBaHHOrO KOHTaKTa C MPOW3BELAEHVUSIMA U  [axe

y4acTusi B X CO3A4aHWN) 30ECh UrPatoT KITYEBYH POrb.

PE®EPEHLNA B UICTOPUN UCKYCCTBA

BaxHbiMn Temamu paboT nabnuk-apta CTaHOBATCS KapTorpadus,
naHgwadra,
pa3pabaTbiBaBLUMECS (KaK B TeOpWUM, Tak U Ha MpaKTUKe) elle B

ncmxoreorpadust ropoacKkoro aKTVBHO
1950-e — 60-e uneHamun CutyaumoHucTckoro MHTepHaumoHana.
CuUTyaumMoHNCTBl B pe3ynbTaTe «akTUBUCTCKUX WCCRELOBaHUA»
Mapwxa, nNogpobHOrO M3y4YeHWsi B3aMMOCBSI3EN OKPYXEHUS 1
nHaMBMAa (M — YTO HEMANOBaXHO — LienblX couuanbHbIX rpynn u

KOMbIOHWUTW) Me4Tanu BbICTPOUTb CTpaTernto TpaHchopMaumui —

APTBAT2013
AN MATBbI

XOoncCcT

«PEBOMIOLIMM MOBCEAHEBHOW XM3HWY», KOTOpas Obina Tak BaxHa
AN UX nporpaMmmbl. VI MMeHHO TlatenbHO npoaHanuaupoBas
ncuxoreorpadunyeckyto  cneunmduky TOW UMM MHOM FOpOACKOMN
30Hbl, CUTYaUMOHUCTbI MPUCTYNanM K «KOHCTPYMPOBaHWUIO
CUTyaLuiiy, T.e. CO3AAHMI0 HEKUX NPOBOKATUBHbBIX OBCTOATENbLCTB,
pacluaTbiBaloLLMX CyLUECTBYOLLEe MONIOKEeHWe Bellen, 4YTo U
paccmaTprBanoch UMW Kak OCHOBHOE CPeACTBO TpaHchopMaLmia.
Mo3gHee, B 1978 roagy, Ha CeBepoamMepuUKaHCKOM KOHTUHEHTE
Pobept Moppuc nybnukyeT B «Art in America» BaxHyl0 CTaTbio
«[MpoCcTpaHCTBO B HACTOSILLIEM BPEMEHMY», B KOTOPOWN, NPOTECTysi
NpOTMB reoMeTPUYHOro, 6e3NMKOro, «KaHOHMMHOTO» NPOCTPaHCTBA,
MaHuUecTUpyeT »enaHue WUCKYcCTBa BbIATU B KU3HEHHbIE,
eXe[JHeBHO ucnosb3yemble 1 0bycrnaenuBaioLLMe onpeaeneHHble
Mogenv noBeaeHUs 1 NCUXOMOrnio NPOCTPaHCTBA.

site-specific,
KOHKPETHOTO  MECTOMOMOXEHNS, —

KoHuenuus 3aBMCUMOCTH oT ycrnosum
KnoyeBas ans  nabnuk-
apta — npuHagnexut Pobepty CMUTCOHY (OH dopmynupyet ee
ewe B Tekcte o «CnupanbHonm Aambe», ogHoM u3 Haubonee
BaXHbIX «3K3EMMNNAPOB» IN3HA-apTa, KOTOPbIA, B OTNM4YMEe OT
nabnuk-apta, B KayecTBe «XOrncTa» paccMaTpusan NpUpOAHbIN
naHgwadT). K oprveHTMpoBaHHOCTM Ha MecTo dobaBnsercs u
anennsAuMa K KOHKPETHOMY MOMEHTY BpemeHu (time-specific),
paboTa C TekyLM UCTOPUYECKM MOMEHTOM, NpobnemaTn3aums
aKTyarnbHbIX, 3N0OOAHEBHbIX, HACYLUHbIX — B MEpByl0 ovepenb
coumanbHbIX U MOMMTUYECKUX — BOMPOCOB.

KX — BOMPOCOB.



AIMATbI

Anmatbl B 3TOM CMbICie NPeaACcTaBnsieT YHKanbHoe npobnemHoe
none Ans XyOOXXeCTBEHHbIX WUHTepPBEHUUA. PacnonoXeHHbln Ha
nepeceyeHnn MOEeHTUYHOCTEN (HauuoHanbHOW, 3THUYECKOW, Aa
[axe reorpadnyeckon, Ha rpaHuLEe ONMHbBI Y FOp), COEANHSIIOLLN
B cebe Hacnegve npowrnoro (Kkak COBETCKOrO CO BCeWl ero
pPUTOPUKOW, Tak U Bonee paHHero, BpeMeH Poccuiickon nmnepun)
N HbIHELUHNE COXHble MPOLECChl BbICTpaMBaHUA COBCTBEHHOO
reononMTMYeckoro cyobekTa, ropos NPefocTaBnseT XyAoXKHUKam
MHOXeCTBO OOBLEKTOB M TeM ANs aHanusa, cneumdguyeckux
NPOCTPaHCTB ANs peanu3auuy CBOUX MPOEKTOB. AnMMaTUHCKWN
genius loci — ueHTpanbHass Tema dectuBana 2013 roga —
npegnonaraeT cosgaHue paboT, YKOPEeHEHHbIX B T[OPOACKOM
naHpwadgTe, npobneMaTusnpyoLmx ero NpoLLioe U HacTosilee
(v npoekunn B Byayuiee), KPUTUYECKUIA aHanNU3 MONUTUYECKMX,
KyNbTYPHBIX, COLManbHbIX OCOBGEHHOCTEN, rpagoCTPOUTENbHOM
cneumdukn M ICTETUYECKOrOo  CTPOsi  3TOro  ropoaa,
paccmaTpyBaeMOoro Kak LEeNoCTHbIN NOABWKHbIN OpraHn3m.

MnaHvpoBka B BuAe MNPSIMOYrONbHOM CUCTEMbl KBafpaToB —
XapakTepHasi 0COBEHHOCTb BOEHHbIX MOCENEHNI eLle CO BpeMeH
OPEBHUX PUMMSH — Nnerna B OCHOBY CTPOUTENbCTBA YKpenneHus
BepHoe, a reHnnaHoB Arnmatbl, MPUMEHSIBLLUMXCS
npu 3actporke 1860-x, 1880-x, 1930-x, 1960-x, 1990-x un
NoHbIHE. BaxkHoW rpagocTpouTenbHOW KoHuenuuen Gbina naesi

3arem

«AMHaMUYECKOro LeHTpa», BriepBble urypmpytoLlasl B reHnnaHe
1968, -
CrieqyHoLLEro 3a pasBUTUEM FOPOACKOTO OpraHu3Ma.

nepeMeLLaloLLerocsi,  «HOMaAM4eckoro»  LeHTpa,
Ocobyto ponb npu nnaHMpoBke M (POPMUPOBAHUN TUMOBOM
3aCTPOMKM WrpaeT u Takon akTop, Kak CEeNCMOAKTUBHOCTb,
onpenenuBLUNA UCTOPUYECKMI (BOMBLUMHCTBO pPaHHUX MOCTPOEK
— [epeBsiHHbIE) W COBPEMEHHbIN (JTAXKHOCTb U CTPYKTYPHbIE
0COBEeHHOCTY 3aaHuin) obnuk ropoaa.

Elle ogHMM CyLleCTBEHHbIM acnekToM, MOBMWUSBLUMM Ha 06nmk
Anmatbl — uges ropofa-caaa, BOCXOAsLLAst K rpafoCcTponTenbHbIM
1 coumanbHbiM yTonuam koHua XIX — Hadana XX Beka. [lopoackune
napkv ¥ CenbCKOXO3SINCTBEHHbIE Yyrofbs (B NepByl oyepenb
SA0NoHeBble cadbl 3HaMEHWUTOro «AnopTa») — CyllecTBEeHHas

BU3yanbHasi UM cucTemoobpasyiollas AOMMHaHTa ropoja U

€ro MpeaMecTU, HeCKONbKO yTpaTuBlUasi CBOE 3HaveHue

B TMOCTCOBETCKME [OECATWNeTMsi, HO B nocrnegHve rogbl
BO3pOXAaLLAsCs.

NNOLWAOKA
B «kayectBe ocHoBHOW «nnowagku» B 2013 BbICTynaet

AnmanuHckumn panoH. MiMeHHo 3aecb 6epeT cBoe Havarno KpenocTb
BepHoe, nerwas B ocHoBy ropoga BepHoro, nepenmeHoBaHHOrO
B Anma-ATy B 1921 rogy, a B 1927 obbsBMEeHHOro cronuuen
Kazaxckon CCP. B 1930-e rogpl parioH Hocwn umsi CTanmHcKoro, ¢
1960-x oo cepeguHbl 1990-x — CoBeTckoro. B HacToAWwmiA MOMEHT
AnNManuHCKMN panioH $IBASIETCA CPegoTOYMEM MOMUTUYECKON,
9KOHOMMUYECKOW, KYNbTYPHOM XU3HM Anmatbl U reorpaduyeckum
LieHTPOM  ropoAa,
«Y3I10BOrO MyHKTa» YyTb Bblle — [OCTMHOABOPCKOW nNnoLwiaau

M3HavanbHO pynnMPOBaBLUErOCS  BOKPYT

(HbIHe 3eneHbi 6asap). 34ecb pacnonaralTCst My3eun 1 Teatpsl,

CKOHLEHTPMpPOBaHbl  y4yebHble 3aBefdeHusi, HO OTCYTCTBYET
CYLECTBEHHbIA 3MEMEHT COBPEMEHHON WHCTUTYLIMOHANbHOW
MHAPACTPYKTYpbl — LEHTP COBPEMEHHOIO WCKYCCTBa (XOTsi

haKTN4eckn egMHCTBEHHAs akTVBHO M MOCTOSIHHO AeNlCcTBytoLLas
Ha CerofHsWHNA AeHb UHCTUTYLMSI COBPEMEHHOTo UCKyccTBa —
ranepes TeHrpu Yman — pacnonoxeHa MMEHHO 34ech). «Bbixog
Ha ynuubl» 1 NpsiMasi KOMMYHUKaUMSt ¢ NYOIUKON, «OKKynaLmsi»
XyOOXHUKaMU
0b6bsIBNEHNe ero BpeMeHHbIM My3eeM COBPEMEHHOIMO WCKYcCcTBa

OOLLIEeCTBEHHOrO  MPOCTPaHCTBa  panoHa U
non OTKpbITbIM HeboM HamevaeT nyTM [Ans AanbHenLwero
pPa3BUTUSI XyOOXECTBEHHOW WHPACTPYKTYpbl, Befb OTCYTCTBUE
WHCTUTYLMOHANbHON  cUCTEMBI

Anmatbl, ga u Bo Bcem KasaxcrtaHe, B 3HauMTenbHOM Mepe

COBPEMEHHOro  WUCKycCTBa B

OCMOXHSIET PpaboTy XyOAOXKHWKOB W WX B3aMMOAENCTBME CO
3putenem.

Oapbs lNMbipkuHa



ARTBATFEST 2013:MSCEJIEHAMA

ArtBatFest  6acTbl

MacerieHamachbl

HasapblHa  KOWbIFaH  Nabnuk-apTTbiH,
- eHepAiH Kananblk opTaMeH e3apa KapbiM-
KaTblHacbiHAa. KebiHe kana KypbinbiCbl MacenenepiH LeLleTiH
O9CTypni KananblK MOHYMeHTanAbl CKynbhnTypara KaparaHaa,
nabnuk-apT Kananblk KOFaMAbIK KEHICTIKTI )aHalla onnactbipagpl,
KanbinTackaH KEeHICTIKke «MHTEPBEHUMS»  KarnbinTacTelpagbl,
KewenikTiH,  KapbIM-

Mabnuk-

KOFaMAbIK MEH KEKEeHiH,
KaTblHacTapablH ~ kaHa
apTTbiH  TyblHAbBINAPbI

Kepkem MeH
MogenbaepiH  kepcetesi.
KananblK >KocnaprapgbiH KypbiibIMAbIK
3aMNeMeHTTepi emec, TiNTi onapfa «gekopauusi» a eMec; OfFaH
Koca, onapdblH GacbiMbl TeK yakbITLLa cunaTTaFbl 3MeMeHTTep.
TyblHAbIHBI  Kananblk KEHICTIKKe LiblFapFaH Ke3ge cypeTwinep
onapAbl YCbIHyAbIH O9CTYpri ekTeynepiH by3aabl, oHbl 6apLua
KepepMeHre binaviblKTarabl, eHep XanblKTiki AereH ongpl xysere
acblpabl XaHe xanblKneH Tikenen cevnecesi.

Kananblk naHgwadt mysennep MeH ranepesnapgaH
caHanbl Typae KawaTtbiH agamaap YLiH cyxbaTtTacygblH aca e3ekTi
anaHbl Gonagbl, CONM apkbifibl MATIHHEH ablpamac eHbekTep
TyblHAANAbI. [ereHimvia
KOpPEPMEHHIH anfblHaH LWbIfy [OereH Kosfarbic,

AHTUNCTEONULLIMEHT  TYXbIpbiMAAPbI
on eHepaiH
KonawnblfbiHa GafrbiTTanfaH (MeMAeHy YFbiMbIHAA EMEC, OHbl TaHy
yFbIMbIHAA, OHbl yCTan kepy, TiNTi onapAbl X)acayfa kaTbicy), byn
OHbIH, 6acTbl peni.

©HEP TAPUXbIHOAFblI PE®EPEHUUANAP

Mabnuk-apTTaFbl XymblcTapablH 6acTbl TakplpbinTapbl: kananbik
bonyga,
onap (Teopus XaHe npakTuka TypiHoe) coHay 1950-wi — 60-

naHowadgTTbiH,  KapTorpaduscbl, ncmxoreorpaduscol

Wbl Xbingapbl CUTyauMoOHWUCTIK VIHTepHauMoHan MyluenepimeH
benceHai ownacTblpbinifaH egi. CuTyaumoHucTep e3gepiHiv

Mapwxpgeri  «BenceHai i3geHicTepi» HaTwxeciHOe, KopLuaFaH

opTa MeH
HoTWXeciHAe (TINTi TOMblK 9NeyMEeTTIK TONTap MEH KOMbIOHUTU)

WHOVMBUWATIH  KapbIM-KaTblHACblH  TOMbIK  3epTTey

TpaHcdopMaLuus cTpaTerusacbiH Kypyabl apmaHaanbl — «KyHAenikTi
eMip peBonUUSACLIH», cebebi on onapabiH 6baFrgapnamach yLiH

ARTBAT2013
AJTTMAT®bI:

K AN A
KEHET
TOPI3[I

aca MaHbi3abl efi. XKeHe Oe kananblk aymMakTblH aHay Hemece
MblHay Mcuxoreorpausanblk epekwenikTepiH MykusT Tangan,
CUTyaLMOHUCTEP «CUTyaumsnapabl KypacTbipyFa» KewTi, on
[OereHimi3 xxaHa NpoBOaKTMBTI XaFgannapabl xacay, aliHanaHbiH,
3aTTapdblH  kanbinTackaH KannblH LuankaTaTbiH XarAannapgbl
Xacay, con Llavkaynapabl onap TpaHChOpMaUWsHbIH, Heri3ri
Kypanbl fien TaHblabl.

Kewipek, 1978 xbinbl, ConTycTik AMepuKanblk KOHTUHEHTTE
Pobept Moppuc «Art in America» rasetiHge «Kasipri kesgeri
KeHICTik» aTTbl MakanacblH xapusnagbl, OHAA Ol reOMeTPUSANbIK
TY3Y,
eMipniK, KYHAEniKTi KeHiCTiKKe LWbIFybIH HacuxaTTagbl, cebebi eHep

OHCI3, «aHOHWMAi» KEeHICTIKKe KapCbl LWbIKTbl, ©HEepaiH,

KEHICTIKTiH, XYPIC-TYPbICbIH X8HE MCUXOMNOrMSAChIH aHbIKTanabl.

TyxblpbiM  site-specific, HakTbl  MekeH-xaW  LapTTapbiHa
OannaHbICTbl, — nabnuk-apTa yWiH aca MaHbi3bl 30p, —
6yn wuvpea Pobept CwmutcoHFa Tuecini (on  wnpesHbl

«Cnupanbai gamba» MakanacblHAa >XasfaH, On NaHA-apTTbiH

MaHbI3abl  «3K3eMnnsapnapbiHbIHY - Oipi, on nabnuk-apTTaH

anbipMallbInbiFbiHAa  TabufFn  naHgwadTini «KeHeny» gen
KapacTblpabl). XKepre binanblkTayFa Kasipri yakbiTka binamnbikTay
Kocblnagbl (time-specific), afbiMgarbl Tapuxu COTNEH XKYMbIC,
©3eKTi, KYHAenikTi, MaHpI3abl MaceneHamanap — OipiHWi ke3ekTe

eneymeTTiK X8He cadacun — macernernep Kocblnagbl.



AINMATbI

Anmatbl Oyn yfbiMAa LWiblFapMallbinblK MHTEPBEHUMSANap YLiH
Oiperen npobnemanblk anaH 6onyga. Tofbicynap opTacbliHAa
opHanackaH kana (ynTTblK, 3THUKanbIK, reorpadusinbik, Aana MeH
Tay KMbINbICbl), ©3iHAE eXemnriHiH MypacblH XWHaKTaraH (6apnbik
puTopuKacbiMeH KeHecCTiK OdyipAiH, ogaH epTepekTericiH, Pecen
UMMNEPUSCBIHbIH) XOHE Xeke reocasicn CyObeKTiHiH Kasipri kypaeni
YPAiCTepiH KanbinTacTbipFaH, Oyn kKana cypeTwinepre kenTtereH
HbICaH YCbIHabl )XaHe 63 xo0banapblH Xy3ere acblpy YLUiH epekLue
KEeHiCTikTepai Tangay ywiH ycbiHagbl. Anmatbifblk genius loci
— 2013 xbInfFbl pecTMBanbAblH, OpTanblk TakbIpblObl — kananblk
naHpwadpTTa TaMblpnaHfaH eHbekTepai xxacayabl kes3aeni, cebebi
onap OHbIH ©TKEHI MeH bonaluafbiHbIH NpobrnemackiHa ToKTanagpl
(bonawwakka kapayfa bafbiTTanagpl), casicu, MoAEHM, aneymMeTTiK
epekLenikTepaiH KpuTuKanblk Tangaybl, TyTac Ko3fanbiCTaFbl
opraHu3m Tapi3ai kapanatbiH Oyn KanaHblH 3CTETUKAnbIK KanmbiH
)KOHE Kara KypblSbiCbl EPEKLLENIKTEPIH KAapacTbIpybl.
TypiHgeri
— exenri pumaepaiH 3amaHblHaH KenreH acKepu MekeHaepre

LLleHBepnepaiH, TepTOYpbIWTLl  XYNECi xocnapnay
Tuecini xxocnapnay — BepHoe 6ekeTi KypbInbICbIHbIH HerisiHae,
KeriH oHgaw >xocnapnay AnmaTbiHbiH 0ac xocnapbiHa eHai,
on xocnapnap 1860-wbl, 1880-wi, 1930-wbl, 1960-wbl, 1990-
Wbl X8He kasipri KypbinbicTapga kongaHyaa. MaHpisgbl kana
KYPbINbICbl TYXbIpbiMAAPbIHLIH Bipi - «AMHaMUKanblK opTarnbiky
naescbl, on TyHfbIW peT 1968 xbinFbl 6ac xxocnapga KepiHgi, —
Kananblk OpraHM3MHiH [Jamybl COHblHAH €preH KoafasnbiCTafbl
«KOLLNeHAINIK» opTanblK.

TunTiKk  KypbINbLICTBI  XOcnapnayaa

XeHe KanbinTacTbipyaa

aca MaHpi3gbl pen cencmobenceHgikke Gepinegi, cebebi
cencmobenceHaik KanaHblH Tapuxu (aFaLl yrunep) xaHe 3amaHaym
(kenkabaTTblK NeH FuMapaTTapablH, KypbinbiMAbIK epeKLenikTepi)
KenbeTiH aHbIKTanabl.

AnmaTbl kanacblHblH kenbeTiHe Tafbl Aa Oip epekwe acep
eTkeH kafnga — bak-kana ugescbl, on XIX facblpablH COHbI -
XX facblpablH 6acbiHOafbl kana KypbifbiCbl X9HE 9neyMeTTiK
kuangapra epnenai. Kananbeik 6aktap mMeH ayblnapyalubinbig

ericTiktep (BipiHLWI Ke3ekTe anrini «AnopTTbiH» anva 6akrapbl) —

KanaHblH >KoHe OHbIH ayMaFblHbIH MaHbI3[bl KOPHEKi XaHe Xyiie

KanbinTacTbipyllbl JOMMHAHTACkl, Of ©3iHiH MaHbI3blH KeHec
3aMaHbIHbIH, COHFbl OHXbINAbIKTAPbIHAA XOFaNTbIN angel, ananaa

COHfbl Xblngapbl 6yn naen kanTta xaHfblpyaa.

ANAH

Heriari anaH peTiHge 2013 xbinbl AnManbl aygaHbl KepiHAi.
BepHoe ©OekeTi gan ocbl xepgeH 6Gactay anfaH, KewiH on
BepHoe KanacblHbIH Herisi 6onfaH, an 1921 xbinbl Anma-Atara
1927 xbinbl Kaszak KCP actaHacbl 6onbin

xapusananfaH. 1930-wbl xbingapel 0yn aygaH CtanuH eciMiMeH

aybICTbIPbIFaH,

atanfaH, 1960-wwbl XbingapabiH optacbiHaH 1990-1wbl Xblngapably

optacbiHa AeviiH — CoBeT aygaHbl atanfad. Kasipri kesge
Anmvanbl aygaHbl AnmMatbl KanacbiHblH Casic, 3KOHOMUKarbIK,
MOAEHM OMIpiHIH LUOFbIpNaHFaH xepi xaHe Anmatbl KanacblHbIH
reorpacuanblk opTanbifbl, epTefe kana «TopanTbl MyHKT» -
loctvHogBopckass nnowagb (kasipri Kek 6asap) maHavbiHAa
TonTackaH edi. byn xkepae myselinep MeH TeaTprap opHanackaH,
oKy OopblHAapbI
VHCTUTYLUSINBIK KYPbINbIMHBIH, 3NIEMEHTI KOK — 3amMaHayil eHep

LIOFbIpiaHfaH, ananga OyHoa 3amaHaymn
opTanbifbl (ananga kasipri TaH4a >kanfbi3 9pi TypaKTbl >KyMbIC
iCTENTiH 3amMaHayn eHep UHCTUTYUUACHI — ranepes TeHrpu Yman
— [on ocbl aygaHAa opHanackaH). «Kelwenepre LbIFy» >XoHe
nybnvkameH Tikeneu kapbiM-KaTbiHacTa 0601y, ayaaHHbIH KOFaMablK
KEHICTIFH CypeTLLinep «OKKynauusinaybl» XoHe OHbl allblk acnaH
acTblHAafbl 3aMaHayi eHepAiH yakbiTwa My3eni gen xxapusnay -
LblFapMaLLbInbIK MHPaKYPbINbIMHBIH, angafbl AaMybiHbIH, XaHa
Kongapbl awbinybliH Ke3geunai, cebebi Anmatbiga, TinTi Gykin
KasakctaHga 3amaHayn eHepaiH WHCTUTYUMANbIK  KypbinbIMbl
bonmay dakTici cypeTwinepaiH XyYMbICbIH X8HEe KepepMeHMeH
KaTblHACbIH KypaeneHaipeai.

Oapbs MbipkuHa



ARTBATFEST 2013: CHALLENGE

The main challenge of public art in the spotlight of ArtBatFest
is the interaction of the pieces of art and urban environment. In
comparison to traditional urban monumental sculpture, which
aims mostly at solving town planning issues, public art gives new
understanding to city public space, creates interventions in the
existing contexts, and introduces new cooperation patterns of
the public and the private, of the artistic and the unsophisticated.
Public art pieces are neither structural elements of city planning
nor scenery; besides most of them are temporal. Introducing
their art into public space the artists break the limits of traditional
representation, appeal to mass viewers, and implement the ideas
of art belonging to the people and direct communication with the
audience.

The urban landscape as a place for free expression is particularly
topical for those who consciously avoid museums and galleries
and create works that are essentially inseparable from the context.
The key role is played by anti-establishment trends, movement
towards the audience, art availability (not meaning possession
or promotion, but direct interaction of art and viewers including
participation in creation of art).

REFERENCES IN ART HISTORY

Important topics of public art works are mapping, psychogeography
of urban landscape, which was developed (both theoretically and
practically) by members of the Situationist International in 1950-
60s. As a result of ‘active exploring’ of Paris thorough investigation
of relationships between an environment and an individual (and
what is remarkable — of entire social groups and communities)
the Situationists hoped to build a transformation strategy — The
Revolution of Everyday Life, which was essential for their program.
Later after detailed analysis of psychogeographical features of an
urban area the Situationists initiated ‘construction of situations’, i.e.
creation of some challenging circumstances that loosen the status
quo and are considered as the main means of transformation.

Later in 1978 in USA Robert Morris wrote an important article The

ARTBAT2013
ALMATY:

CITY AS
CANVAS

Present Tense of Space for Art in America magazine; protesting
against geometrical anonymous space the author makes manifests
to the art tending to enter real space, used every day and causing
certain behaviors and certain ways of thinking.

Robert Smithson developed a key concept for public art - site-
specific concept, dependence on conditions of a certain location;
he defines it in his work Spiral Jetty, one of the most important
samples of land-art, in comparison to public art the natural
landscape was considered a canvas. Site-specific concept is
accompanied by time-specific concept, association with existing
historical moment, depiction of vital existing issues, first of all
social and political ones.



ALMATY

Almaty is a unique challenge for artistic interventions. It is located
at the intersection of different identities (national, ethnic, and
even geographical, as a border of a valley and mountains); it is
connecting the legacy of the past (of both Soviet period and earlier
times of the Russian Empire) and contemporary complex process
of state establishment. The city provides the artists with numerous
objects and topics for analysis and specific sites for their projects.
Almaty genius loci is the central topic of festival 2013, it involves
works rooted in city landscape, expressing its past and present
(including future projections), critical analysis of political, cultural
and social features, special aspects of town planning and aesthetic
approaches of the city, since the city is being considered as an
integral flexible body.

Town planning as a rectangular grid of squares is a unique feature
of military settlements from the times of ancient Romans; it was
used for planning Verniy Fort, and later for master general plans
of Almaty development in 1860s, 1880s, 1930s, 1960s, 1990s
and up to now. An important architectural concept was the idea of
dynamic center, which was first initiated in the master city plan in
1968; the dynamic center is defined as a moving ‘nomadic’ center
following the development of city organism.

Seismic activity plays a special role in typical building planning;
it has determined historical (most early building in Almaty are
wooden) and modern (limiting number of floors and structural
features of buildings) city image.

Another essential aspect influencing Almaty layout is the idea of
garden city dating back to the planning and social utopias of the
end of XIX and beginning of XX centuries. City parks and farm lands
(first of all the gardens of famous Aport apples) are a significant
visual and backbone idea of the city and its suburbs; it was slightly
lost in post-Soviet decade but not it is slowly regenerating.

SITE

Almalinski District is the main site in 2013. Here Verniy Fort was
started, which gave its origin to the city of Verniy, renamed as Aima
Ata in 1921 and declared the capital of Kazakh SSR in 1927. Since
the 1930s the district was named Stalinskiy and since the 1960s
and up to the middle of 1990s it was renamed as Sovetski District.
Currently Almalinski District is the heart of political, economic and
cultural life of Almaty and geographical center of the city, initially
the center was grouped around the junction point a little bit higher
Gostindvoskiy Square (currently the Green Bazaar). This is the
location of museums, theaters, and educational institutions, but
there is one missing element of modern infrastructure — there is no
center of contemporary art, though Tengri Umai Gallery is located
here, which is actually the only active ongoing organization of
contemporary art. Entrance to the streets and direct communication
with the audience, ‘occupation’ of public space in the district
by artists and declaration it a temporary outdoor museum of
contemporary art suggests ways to further development of art
infrastructure, as lack of organizational system of contemporary art
in Almaty and in Kazakhstan in general significantly complicates
the activities of artists and their interaction with the viewers.

Darya Pyrkina






CbIPTbIHOA
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Mpynna 310 //Otey abnok// Ctput-apt, 2013, Poccus
Ton 310 //AnmaHsbiH atacbl// Ctput-apT, 2013, Pecen
Group 310 //Father of the Apples// Street Art, 2013, Russia

CospgaHHass B non-apTUCTCKOM JyXe,
KOMMO3WLUMA  UNMCTpUpyeT ClOXeT
ofHoro M3 MmndoB O Ha3BaHUW ropoga:
3TUMOSIOTUI0  MPOUCXOXKAEHMST €ero  OT
Ka3axXCKuMx Crios -A6noko n
-oeqn. HassaHue

MOXHO nepeBecTu Kak «Hbnoko-Aen»

«anmva»

«arta» «Anma-Ata»

mnn «OTel AGNOK».

Mon-apTucTik pyxTarbl Oyn KoMNo3uuusi
KanaHblH, aTaybl Typarnbl aHbl3aapablH
OipiH cypeTTeinai: kasak Ce3AepiHiH,
3TUMOSIOTUSACHIHA CyeHceK
-96rnoKko xeHe «aTta» -ged. «Anma-
Ata» artayblH fanve-gan «sonoko-
Oen» Hemece «Oteu AGnok» aen
aypapyra 6onagpbl.

«anma»

13

Created in the spirit of pop artitillustrates
one of the myths about the origin of
the name of Almaty; etymologically
it derives from Kazakh words ‘alma’
(apple) and ‘ata’ (father, grandfather).
The word ‘Alma-Ata’ can be translated
as ‘Grandfather-apple’ or ‘Father of the
Apples’.
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Gola //Bonnb// CtpuT-apT, 2013, Utanusa

Gola /Mnyll Ctput-apt, 2013, Utanus
Gola //Howl// Street Art, 2013, ltaly

PaboTa cmBonuanpyeT MoLlb Npvpoab!
1 onuuetBopsieT OblTve, co3gaHHoe
13 anemeHToB nopbl K ayHbl ©
obpasytouiee coboin copmMy BotoLero
Bonka. OT yacTHoro k obuemy, ot
OOVHOYHBIX M3006paXEeHUA KUBOTHBIX,
[epeBbeB, KAMHEN U BOAbI K 6ornbLuemy,
K camoi npupoge, Botllen o cyabbe
onevyaneHHou nnaHeTbl 3emns.

EHGek TaburaTTblH KYLUiH
cypetTenai xeHe cnopa MeH dayHa
GernweKkTepiHEH KypbliFaH TipLUiniKTi
onap OGipnecin ynbiFaH

GeriHeciH

Kkepcetesi,
KacKblpablH Kepceteai.
[apanbikTaH xannbinblkka, >xekenereH
Tac neH cygaH
TaburaTTbl{  ©3iHe, MyHAbl  Xep
fanamLwiapblHblH, ~ TaFgblpbl  XKaunnbl
ynblfaH TaburaTka xetenengi

XaHyap, afaul,
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This piece of art stands for the power of
nature and represents objective reality
created with elements of flora and fauna
and forming the shape of a howling wolf.
From the particular to the general, from
single images of animals, tees, stones
and water to a bigger picture, to the
nature itself, which is howling for hard lot
of the Earth.



Teopuyeckoe obbeauHeHune «Nebulay //M/B// CmewaHHas TexHuka, 2013, KazaxctaH
«Nebula» weirapmawbinbik 6ipnecriri //A/K// Apanac TexHuka, 2013, KasakctaH
Nebula art group //BW// Mixed media, 2013, Kazakhstan

Hawe obuecTso GonbLue
CTaHOBUTCH  WH(OPMAaLUMOHHbIM, @
peanbHOoCTb Bce Oonble  yxoguT
B BUPTYarbHyto NMoCKOCTb.
WHTepnpeTaumsa MHdopmaumm
CTaHOBWTCS efBa N He BakHee camom
nHdopmaumm. MoToknM 13 mMunnuappos
edVHUL, U Hymewh  execekyHAoHo
npespaLyatT pa3obpaHHbIi "
HVWYero He 3Hayalwun Habop 3HaKoB
B 4YMT@eMble YENOBEKOM CUMBOIbI,
BMXKyanbl, TEKCTbl U 3Byku. B kaxgoun
m3 10 pesHbIX pamMoK, KoTopble
KpenaTcsa Ha 3abopbl 1 hacapbl ropoaa,

pa3melleH QR code ¢ 3alimdpoBaHHOM

BCe

B HeM M3BECTHOMN KapTUHON.
LLinpokasi pesHass pamka MapkupyeT
NPUHAANEXHOCTb K NCKYCCTBY.
OpHako, 4ToGbl yBUAETb M300paxeHue
npousBeaeHus, Heobxoanmo
npockaHupoBaTb kog. W3obpaxeHne
n3obpaxaemMoro He  TOXOECTBEHHO
nsobpaxaeMomy, HO 3amevaeT M
3Ty  npobrnematuky  COBpPEeMEHHOoe

o6LecTBo? MynsTMRNUUMPYS BUxKyarl,
VHTEpHET [ecakpanuavpyeT OOBbeKT U
npeBpaLlaeT ero B CUMBOJS1, KOTOPbIN, B
CBOI OuYepenb, OTAENSETCs OT CaMoro
06bekTa M HauMHaEeT CyLlecTBOBaTb B
BaKyyMHO HE3aBUCUMOCTH, rAe OH Kak
Obl HE MPUHAANEXWUT HUKOMY KOHKPETHO
11 MO3TOMY NPUHAANEXUT BCEM.

bisgiH Kofam aknapaTtTblk  KOfam
6onbin Gapa xaTbip, On LUbIHANBINbIK
BUPTYyanabl  KeHiCTikke  anHanyga.
AknapatThbl MHTepnpeTauusnay
TiNTi aknapaTTblH, ©3iHeH Ae KyHAObl
6onbin Gapa xaTblp. MunnuapararaH
Gipniktep MEeH HenaepaeH
ceKyHAcalblH KypanaTblH afbiMaap
M8HCI3  caHAapAblH  KUbIHTbIFbIH
agam  okuTbliH  Genrinepre,
BMXyangapblHa >xeHe [AblObicTapFa
anHangbipyaa. KanaHblH,
nap6asanapbl kacbeTTepiHe
KarbinFaH ap 10 oronbl pamanapablH

MOTiH

MeH

opKancbliHAa aurini CypeT )acblpblfiFaH
QR code inyni. KeH otonbl pama eHepre
nereH Genrici.
Ananga, cypeTTi Kepy YLiH, KOATbl
ckaHeprney CypeTTenreHHiH
CypeTi cypeTTenreHre TeH emec, Gipak

TaBbIHYLIbINbBIKTHIH

Kaxer.

on akaydbl kasipri kofram 6Gavikangbl
mMa? Bwxyanapl mynsTvnnukauusnay
apKbIsbl fanamTop HblcaHabl
[ecakpanusauuanayaa xeHe OHbl e3
KeseriHae HblCaHHbIH 63iHeH 6eniHeTiH
alHangblpagsl, XoHe
BaKyymAbl KEHIiCTiKTe TipLUinik eTkiseai,
Tmecini

CcumBOIiFa

BaKyymaa Ofl eLKiMre HakTbl
eMec Te, COHAbIKTaH [fa Xannbifa
opTak.

Our society is turning more and more
informative; our reality is increasingly
changing into virtual. Information
interpretation is becoming almost more
important than the information itself.
Every second series of billions of ones
and zeros are turning dissembled
meaningless set of characters into
readable symbols, visuals, texts and
sounds. In each of ten carved frames,
which are mounted on fences and
facades of the city, there is a QR code
with a famous painting encrypted. Wide
carved frame indicates art, though
one needs to scan the code to see the
picture. The image of the depicted is not
identical to the depicted subject itself,
but does the modern society see this
challenge? Trough multiplying the visual
subject the internet desacralizes it and
changes it into a character, which in its
turn is separated from the subject itself
and starts its existence in a vacuum
independence, as if it does not belong to
anybody specifically and consequently it
belongs to everyone.
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Sallamari Rantala & Kata CyBopoBa //O6blkHOBEHHbIE repoun// Fopoackas NHTEPBEHLMS,

2013, duHnanausa — KaszaxcraH

Sallamari Rantala & Katsi CyBopoBa //Kapanavibim 6atbipnap// Kananblk MHTepBeHuuanap,

2013, duHnaHonsa — KazakctaH

Sallamari Rantala & Katya Suvorova //Ordinary Heroes// Urban Interventions,

2013, Finland — Kazakhstan

Group 310// Father of the Apples// Street Art, 2013, Russia

B Hawem wmwupe pfoeneetr crtepeotun
CUMbHBLIX  NOEPOB. B pamMkax
MudconorMm nuaepcTea, BO-NepBbiX, BCe
ocTarnbHble fan He npeanpuHUMaroT
HUKaKUX  pelunTenbHbIX  OENCTBUN,
ynoBasi Ha CUMbHbIX MUPa Cero, KoTopble,
K NpUMepy, HaKOHEL-TO BCTaBAT HOBblE
CTekrna BMECTO BbIOUTbIX B MPOLUIIOM
Bo-BTOpbIX, HEKME WHCTUTYTbI
— nonutuyeckne n mMegma — GepyT Ha
cebs Muccuio otbopa U yTBEPXKAEHUS
MMEH repoeB, 4acTO PYKOBOACTBYSICb
CBOUMUW €XKEMUHYTHbIMU Hyxdamu. Tak
NOSIBMSIOTCS  BaXKHble MMeHa Halmx

BeKe.

repoes.
A 4TO, ECN CErofHs reposiMm SIBMSIOTCS
COBCEM WHble noAM, Yem Te, YbM
MMEHa BbiCEYEeHbl Ha NaMATHUKAX U
MemopuarbHbIX [ocKax B ropoae?
BO3MOXHO, YenoBeK, KOTOpbI HUKOMY
HUKOTAA He npuuMHUn Gonm u Jaxe
HUKOraa He ofHapogoBan 3TOT aKT,
GorbLue MMeeT npaea GbiTb Ha3BaHHbIM
repoeM, Yem BblOAIOLMACA MOSUTUK,
NOXEePTBOBABLUIA KN3HAMU MUNSIMOHOB
ONS NPOABMXKEHUS K HEeZOCTWKMMOW
uenu.

Bisgin 3amaHga MbIKTbI
KewbacLubinapabiH, cTepeoTunbl
6acbIM 6onbin 6apaabl. KelubacLubinbIk
MudonorusceliHaa, GipiHwWiaeH,
Gaplia XypT el HakTbl opekeTTep
kabbingaman, 3aMaHHbIH
MbIKTbINT@apblHAa faHa CeHiM apTbin
oTblpa Gepepni ekeH, onap, Mbicansbl,

TEeK

O©TKEH facblpAa CblHFaH Tepesenepgi
ocbl facblpaa ayblCTbipaabl. EkiHLWIAEH,
Kenbip WMHCTUTYTTap — casicu >XoHe
Meama — esgepiHe ipikTey KbI3METiH
kabbingangel, xaHe kahapmanzapabl
TaHganabl, ananga on TaHgayga
onap kebiHe e3aepiHiH BGipMUHYTTBIK
KaXXeTTepiH
Conanwa

Baclublnblikka — anagbl.
kahapmaHaapbIMbI3abIH,
»aHa ecimaepi naviga 6onagpl.

An  6yriHri  TaHoa  Kanambl3garbl
kahapmaHngap TinTi 6acka, kapanarbim
apampap ©Gonca kalTemis, aHay
eCcKepTKiLL TakTaga ecimgepi
XasblnFaHgapaaH 6Genek?  MyMKkiH,
ewbip XaHfa apa canvaraH, e3iH
ellkawaH fga naw eTnereH agam,
opblHAANMac MakcaTblHbIH, KOmnblHAA
MUNNUoHAaraH agam emipiH kyp6aH
eTKeH oWrini cascaTkepgeH apTbik
Wwblfap, Aan con Hafbli3 kKahapmaH
WwbiFap, 6ankim.
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The stereotype of strong leaders
prevails in our society. According to
leadership mythology first of all ordinary
people do not take any action relying
on the high and the mightiest to do so,
for example the leaders are to set glass
in windows broken long ago. Secondly,
many political and media institutions
take over the mission of heroes selection
and approval, often they are guided by
their immediate short-term needs. That
is how many names of our important
heroes are introduced.

But what if now some other people are
real heroes, not those whose names
are printed on the monuments and
memorial tablets? Possibly someone,
who has never hurt anybody and would
never boast about it, has more rights
to be called a hero than a prominent
politician, who sacrificed the lives of
millions for some unattainable goal.



WHcTannaums «Cenno» B
onpeneneHHoMm

npoaosiKeHmem Uu 4acTbio 6onbLioro

CMbIcne ABNAETCA
npoeKkTa, CBSA3aHHOMO C HaLuMOHalbHOM
urpon N pasBuBaroLLEeroca
Ha  NpoTaXeHun HECKOJIbKNUX  NeT.

«Koknap»

KoueBoW Hapoa n3apeBne cHnTaeT KOoHs
6OoMbLUMM ApPYroM U 4acTblo YeroBeka.
Kasaxy O4eHb TPyAHO
npoaBuratbcst Brnepeg Mo 6GomnbLuomy
MyTtn CerogHa  MHorue
CpaBHMBAKT aBTOMOOWIb CO CKaKyHOM.
WHctannauma «Cegno»  anennupyet
K 9ToM  MeTadope, conocTaenaga
MpoLUMoe 1 HacTosILLee N peTpaHCnmpys

be3  KkoHs

B XWU3HW.

Tpaguuukw B COBPEMEHHble peanuun.

«EpTokbIM» MHCTanNAUMsAChI Gip
XafblHaH yNTTblK «Keknap» oMblHbIMEH
GannaHbICTbl  obaHblH  anfachl
XoHe 6ip Geniri Gonbin Tabblnagwl,
Xoba  GipHelle >Xbin apanbifbiHaa
oambin  kenepi. KewneHai  xanbik
XKbINKbIHBI adaMHbIH alHbiMac [docbl
»KoHe eMipiHiH 6ip Geniri gen caHaraH.
AcTblHOa aTbl XOK KasakTblH ©Mip
aTTbl YIKEH XOMAa XbIMKybl KUbIHFa
Byrinaoe kebi aBTomMOOUNbAI

«EpTokbIM»
cesre pJernen,

COKKaH.
atneH canbiCTbipagp.
WHCTannsAUMUACLl  OCbl
oTKeH MeH OyriHai canbicTbipagbl,

onapabl epTeHri KyHre xeTtenenai.

Abunbcang Atabekos //Ceanol// CkynbnTtypa, 2013, KaszaxctaH
O6incaug Atabekos //EpTtokbiM// CkynbnTypa, 2013, KasakctaH
Abilsaid Atabekov //The Saddle// Sculpture, 2013, Kazakhstan
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The Saddle Installation is in some way a
continuation and a part of a big project,
which started several years ago. It is
associated with Kazakh national game
Kokpar. The nomads always believe
that a horse is a great friend and a part
of a human being. A Kazakh man would
find it difficult to go without a horse
along his way of life. Nowadays many
people compare cars to racing horses.
The Saddle installation appeals to this
metaphor through comparing the past
and the present and retransmitting this
tradition into contemporary realities.
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Cayne CynenmeHoBa //Tenn npegkos// Ctput-apT, 2013, KazaxctaH
Coayne CynenimeHoBa //babanap keneHkeci// Ctput-apt, 2013, KaszakctaH
Saule Suleimenova //Shadows of the Ancestors// Street Art, 2013, Kazakhstan

Jlloam xopsT no ynuuam, crnewiart no
CBOVMM [Jernam, ropog MOfioH TeHewn
niogen, [epeBbeB, MalUVH, [LOMOB.
30ecb e M TeHW Halux Npeakos, U
HEMOHSITHO, TO NN OHW — HaLUW CUIY3Tbl
B COMMHEYHbIX fyvax, TO MM Mbl — WUX.
N306paxass TeHW [aBHO YyLUEALMX
nofgen Ha acdanste, XyOOKHUKU Kak
Obl HamoMWHalT, OTKyAa Mbl, 4YTOObLI
NOHSITh, Kyaa Mbl uaem. 310 GykBansHO
BblpaXXeHO B MpoeKkTe — nogn uayT no
acdaneTy Kyaa-To Bnepen, otopaceias
CBOW TEHW, KOTOpble MepenneTawTcs C
TEHSIMWN NPEAKOB.

kewe Gownan xypeai,
Kana
agaMpapablH, arawTtapablH, KenikTiH,
ynnepaid, keneHkenepiHe Tonbl. [Hden
oblHga  6isgiH ~ 6abanapbiMbl3gblH
na keneHkenepi 6ap, Tek 6ip Hepce
TYCIHIKCI3 — onap KyH ceyneciHgeri
6i3ain KeneHkemis e, anne
6i3 - onapablH KeneHkecimia 6e?
Basirbiga Gaku GonFaH ajampaapabiH
acanbsTTarbl KeneHkenepiH cyperren,
cypeTwi 6i3giH KangaH kenreHimisgi,
XoHe kanaa 6apapbIMbl3fbl MEH3ENAI.
Byn aranfaH  kobaga  >xakcbl
cypeTtTenreH — acdanst YCTiHae
agampap anfa  kelpkbin - Gapagbl,
an KkeneHkenepi apTtTa Kanyga, on
KeneHkenep GabanapbIMbI3ablH,
KerneHkenepiMeH apanachbin xaTblp.

Apnampap
63 KyMbICTapblHa acbifagpl,
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People are walking on the streets, going
about their business; the city is full of
shadows of people, trees, cars, and
buildings. Here are the shadows of our
ancestors and nobody knows if they
are our outlines in sunbeams, or we are
theirs. Through depicting the shadows of
long-gone people on the pavement the
artists remind us of where we come from
and help us understand where we go. It
is literary shown in the project, people
make their way on the pavement and
their shadows are intertwisting with the
shadows of the ancestors.
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cBOem pabote
COBPEMEHHOr0
MY>XYUHbI "
XKEHLUMHbI, YepHoro 1 6enoro, cunsHOro
n cnaboro. 3aTparuBaetcs npobrnema
Hegosepus niogei  apyr - Apyry,
MNcYe3HOBEHMS YyBCTBa Aonra. B Bbinbie
BPEMEHA MYXYUHbl [apunu LBEeTbl C
YyBCTBOM (JOCTOMHCTBOM) 1 € 60nbLUNM
yAoBonbCTBMEM. B coBpemeHHOM mupe
BCe 9TO JAenaeTcs pagu CUMUHYTHOTO
XKenaHus 1 4acTo MexaHU4ecKu.

XyOO0XKHUK B
TpaHcnvpyetr  obpa3
B3aMMOOTHOLLEHUS

CypeTwi o3 eHberiHge epkek neH
anengid, aK neH KapaHblH, KywWwTi MeH
anci3aiH, 3aMmaHaym kapbIM-KaTbIHACbIH
GeviHenenai. AgampapablH 6ip-GipiHe
CeHiM XoFanTy TakblpblObl, Napbi3 6eH
Gopbllw  ce3iMAepiHiH  KyHCbI3AaHybl
Kosfanagbl. Eptepekte ep agampap
anengepre rynai cesiMMeH
(MaKTaHbILLNEH) XaHe 30p KyaHbILLUMNeH
CbIinanTbIH. An kasipri 3amaHga ryn
chblinay >xal faHa cumBongbl Gonbin
KeTTi, OGipMUHYTTBI cesimai 6ingipin,
TINTIi MexaHukanblK Typae [fOecek Te
KaTenecnemnmia.

Coipnbibek bekboTaes //Maku// Topoackas ckynentypa, 2013, KazaxctaH
Coipnbibek bekboTaes //Kbisrangaktap// Kananbeik ckynbntypa, 2013, KasakctaH
Syrlybek Bekbotaev //Poppies// Urban Sculpture, 2013, Kazakhstan
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The artist in his work transmits the
image of contemporary relationships
between the man and the woman, the
black and the white, the strong and
the weak. He mentions the problem of
mutual distrust and fading sense of duty.
In days gone by men gave flowers with
feeling (dignity) and more pleasure. In
modern times people do it for immediate
desire and in a mechanical way.



3onoton keBagpatT Anmatbl
KyNbTYpHbIM LIEHTPOM BCEro pervoHa.

ABNANCA

Ho ceiiyac Tonbko apT-akuusiMm MOXHO
BEPHYTb €My 3TOT yTpaYeHHbIn cTaTyc.
XyOOXHUK BblbvpaeT npocTble 06bEKTbI
ropoackon cpedbl U 0OOpPMISET KX,
NPUMEHsIS  MeTodbl  XyOOXEeCTBEHHOM
TpaHccopmaumu. Hanprmep, o6bl4Hble
nepuna w13 MeTtanna
cycasnbHbIM 30110TOM U MHKPYCTUPYHOTCS
cTpa3zamun «CBapOBCKMY.

Bce k yemy npukacarncsa Llapb Mugac,
npespaljanocb B
XYOOXHUK MOXET «O030M0TUTb» ropof,

NOKpbIBAKOTCA

30n0T0. Tak m
TaK CUINbHO MNOCTpPafaBLUNIA OT TeX, KOMY
oH HE IOPOT. O6LecTBO LIEHUT TONBKO
«nNpe3peHHbIn  MeTanny». boratctBo u
ycnex B TpeHae. YTo nogenatb?

AnmartblHbIH anTbiH LWapLbICbl ByKin
ayMakTblH MdJeHW opTanbifbl 6onyaa.
Ananpa kasip ofanfaH MapTtebeciH
TEK apT-akuuMsnapMmeH faHa kanTapyra
6onagbl. CypeTwui KanaHblH,
KapanambiM  HblCaHZapblH — TaHgan,
onapabl  6e3eHgipeni, 6eseHpipyne
LWblFapMaLlblSblK TpaHcdhopMauus
TocingepiH  kongaHagbl.  Meicansl,
GacnanpakTblH, TeMipaeH >xacarnfaH
XKan faHa ycTarbllTapbl anTblHMEH
antanbin, «CBapoBCkM» TacTapbIMeH
eHaenen.

Exenge Mwupgac naTwaHbiH  KOnbl
Here Tuce, comn anTbliHFA anHanyLubl
eni. [lon conan cypeTwwi Ae KanaHblH,
KagipiH  GinMenTiHaepAiH  KonblHaH
3apdan LWeKKeH KanaHbl anTblHMEeH
antayga. Kofam Tek «CyMm anTtbiHObI»
faHa Kkypmettengi. bBannblk neH
maHcan baranaHyga. Kavtemis?

Cepuk Bykcukos //3onoTon kBagpat// Ctput-apt, 2013, KazaxctaH
Cepik bykcukos //AnTbiH wapwbl// Ctput-apT, 2013, KasakctaH
Serik Buksikov //Golden Square// Street Art, 2013, Kazakhstan
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Almaty Golden Square used to be the
cultural center of the whole region, but
currently only street art can restore its
‘golden’ status. The artist chooses simple
objects of urban environment and dresses
them up with artistic transformation. For
example ordinary metallic banisters are
covered with leaf-gold and incrusted with
Swarovski crystals.

Whatever King Midas touched turned into
gold. So the artist can ‘engolden’ the city,
which suffers from those who DO NOT
APPRECIATE it. The society appreciates
the *filthy lucre’ only. Wealth and success
are in trend. What can we do?



27



28



MpoekT nocesiLLeH npobneme
He[oBepUs YeroBeka Kak rpaxaaHuHa
K CcOBCTBEHHOW CTpaHe, MOCTOSIHHOMY
YyBCTBY oXxvaaHus obmaHa,
HeXernaHuilo BepuTb B TPagWLMOHHbIE
Ons cTpaHbl LeHHocTU. B pesynbrate
CMeHbl CTpOSl, MOCTOSIHHOW KPWUTUKM
MNCTOPUU U NOMbITOK €€ NepenncbiBaHus,
Mbl MIMEEM HEe OJHO MOKOSIeHVE NoAEN,
KoTopoe He pfoBepsieT CoOCTBEHHOM
nnatcopme 1 BOCMPUHUMAET €€ Kak
BpaxaebHyto cpegy obutaHus.

YKoba apamHblH, asamaT peTiHae,
©3iHiH MemMmneKkeTiHe CeHiMci3aiK, OHbIH,
TapanblHaH yHeMi angaygbl KyTy, en
YLWiH A8CTypni KyHAbINbIKTapFa ceHbey
MacereciHe apHanfaH. KypbirbICTbIH,
e3repyi, TapuXTbl YHeMi  CblHfa
any, OHbl KaWTa xagy HaTwkeciHae
OipHelwle ypnak ©3iHiH KypblibiCblHA
CeHiMCIi3fikneH eMmip cypyade >xoHe
ONn KypbifbICTa XayAblH opTacbiHAa
TipLWinik eTymeH TeH kepyae.

Jlexa Mapukoswuy //3acapgal/ CmelwaHHas TexHuka, 2010, Poccus
Jlexa MapukoBwuy //Topybin// Apanac TexHuka, 2010, Pecen
Lekha Garikovich //Ambush// Mixed media, 2010, Russia
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It is an environment sculpture in
location, stipulating direct
contact with the audience and possibility

constant

to enter the piece of art and get a feeling
of its interior space. Its structure, color
and name refer to sun-scorched grass
as the most important component of
steppe landscape. This installation
can be considered an attempt to give
some spontaneous structure to urban
environmental order.
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lopoackast  cpega TepsieT
hyHKLMM 0BLLECTBEHHOTO MPOCTPaHCTBa

vacTto

— MecTa BCTpeuu nogen, obuieHns u
BbICKa3blBaHWNst MHeHWI. O6LLecTBeHHOe
NpOCTPaHCTBO
dakTopam, [Jdanekum OT MNOHUMaHWs
BaXXHOCTMN OencTeus
rpaxxgaHnHa. «PexuMHbIN narepb», C

nog4vynMHeHo MHOIMM

cBoGoabl

OfHOW CTOPOHbI — CUCTEMA KOHTPOns
1N uccnedoBaHus uHdopmauun, a ¢
OpYro — 370 NPOCTPaHCTBO, B KOTOPOM
nogn cMoryT camu cosgaBaTb CBOM
nocrnaHusi 1 obLatbca Apyr C APYroM.
«PeXunMHbIN narepb», HECMOTPS Ha CBoe
Ha3BaHWe, CTaHET XMBbIM CBOOOAHBIM
pasBuBaloLLMMCst opraHu3Mom, B
KOTOPOM MOMUMO anmaaTvHueB OyayT
npuHUMaTb XYLOXHUKM
tbecTmBans.

yyactne wu

Kananblk opTa Xui KoFamablK KeHICTiK
—afjampapably Kesgecy OPHbIH,
cyxbatTacy xaHe nikipnepimeH Genicy

KbI3BMETIH  XOfanTyaa. Kofamablk
KEHICTIK KenTereH bakTopnapra
Toyendi, onap asamaTTblH  epKiH

iC-KMMbINAapbIHbIH MaHbI3ObIfbIH

TyCiHydeH apa. «Pexvumai narepby,
Gip afblHaH — Bakblnay xymneci MeH
aknapatTapabl
XafblHaH — agamaap e3aepi 6ip-6ipiHe
xonpay
XacanTblH KEHICTIK. «Pexxumainarepby,

3epTTey, an ekKiHwi

Xasbin,  KapbiM-KaTblHaC
O3iHiH aTtayblHa KapamacTaH, epKiH
Tipi gambin Kene >xatkaH oOpraHuam
bonmak, ofaH
Hacka decTvBanbablH cypeTLlinepi ae

anMartblnblKTapaaH

KaTtbiCa anagbl.

It is an environment sculpture in
location, stipulating direct
contact with the audience and possibility
to enter the piece of art and get a feeling
of its interior space. Its structure, color
and name refer to sun-scorched grass
as the most important component of
steppe landscape. This installation
can be considered an attempt to give
some spontaneous structure to urban
environmental order.

constant

Ipynnuposka «3UMM» //PexnmHbii narepb// IHTepakTnBHas uHctannaums, 2013, Poccus
«3UMy» Tontamacesl //Pexumai narepb// HTepakTneTi nHctannaums, 2013, Pecen
ZIP Art Group //The Regime Camp// Interactive installation, 2013, Russia
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CpepoBasi
pasmelLeHuns],

HernocpeacTBeHHbIN
3pUTENEM C BO3MOXHOCTBIO  BOWTU
BHYTPb paboTbl 1 MOMYyYnTb OLLYLLEHUS]

CcKynbnTypa
npeanonaratoLas
KOHTaKT co

MNOCTOAHHOIO

oT BHYTpPEHHEro NpocCTpaHCcTBa.
Ee CTPYKTypa, LUBEeT W Ha3BaHue
OTCbINAOT K BbIXOKEHHOW  COMHLUEM

TpaBe — BaXHeWLWen CocTaBnsLLen
cTenHoro naHawadrta. PaboTy MoxHO
pacueHuBaTb Kak MOMbITKY BHECTU
B yNopsi04EHHOCTb ropozckon
cpedbl  CTPYKTYPHYH  CMOHTaHHOCTb
HaxogsiLerocsi BHe eé.

TypakTbl opHanacTbIpbInaTbIH
opTanblk CKyfbnTypa, KepepMeHMeH
ThIfbI3 GainaHbic opHaty

MYMKIHAIrMEH, KepepMeH TinTi OHbIH
opTacbiHa Kipin KeTyiHe >XaHe iLuKi
KeHicTikTi cesiHyiHe 6Gonagbl. OHbIH
KypbInbiMbl, TyCi MeH artaybl KyHMeH
Ky/ireH Luernke anapafbl — ganarnbik
naHpwadTHbIH MaHbI3abl Geniri. byn
eHbeKTi Kananblk opTaHblH PeTTiniriHe
ofjaH Thic Kepaeri  KypbinbIMAbIK
HapceHi eHridy gen TyciHyre 6onagpi.

Banepun Kasac //Tpasa// Uictannsuusa, 2013, Poccus
Banepun Kasac //Wen// NHcTtannaums, 2013, Pecen
Valeriy Kazas //Grass// Installation, 2013, Russia
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It is an environment sculpture in constant
location, stipulating direct contact with
the audience and possibility to enter
the piece of art and get a feeling of its
interior space. Its structure, color and
name refer to sun-scorched grass
as the most important component of
steppe landscape. This installation
can be considered an attempt to give
some spontaneous structure to urban
environmental order.



33



B npouecce ropoackoro
naHgwadTa XYLOOXHULbI
NMPUBMEKM pPasHOro pofa HaBsi34MBble
o0ObekTbl, BTOprawwecs B  €ro
TKaHb, Hapyllalolme CroXuBLLNECS
NMPOCTPAHCTBEHHbIE U BU3yarnbHble
YUTtobbl  MOAYepkHYTb 3Ty
XapaKkTepHyto 0COBeHHOCTb, co3faeTcs
Mo3aunyHasi oT Takmx
006bekToB Ha acdarnste B CTUMUCTUKE
TpaaMLIMOHHbIX OpHaMeHTarbHbIX
KOBPOB. B Kakom-TO MOMEHT OHSA TeHb
OT NPVBMEKWNX BHMMaHWE aBTopa
3NIEMEHTOB MOSIHOCTBLIO coBnafeT cC
KOHTYPOM “KOBPOBOTO MOKPbITUS”.

N3yveHuna
BHUMaHue

CBA3N.

«TEeHb»

Kananblk  naHgwagTbiHbI
ypaiciHae CYpEeTLUiHIH HasapblH
TYpNi  KanblKTblpaTblH  HblcaHAap
ayjapabl, onap kanaHblH  KaHblHa
eHin, KanbIinTbl KEHICTIK  >XaHe
BM3yanabl GannaHbicTapabl Oy3yaa.
Con cunatTbl  epekwenikTi Garkaty
VWiH acdanbta con  HbicaHaapablH
Mo3auKarnblK «KerieHKeci» xacanagbl,
onap nactypni oKnbl Kinem
ctuninge kacanfaH.  KyHHiH  Gip
MesrifniHge  aBTOpAblH  HasapblHa
KeHin aypapraHgapablH KerneHkenepi
«Kinemai  kabydblH»  KOHTYpbIMEH
colkec keneqi.

3epTrey

Mapus KoweHkoBa //TeHb// Mo3anyHoe naHHo, 2013, Poccusa — danua
Mapus KoweHkoBa //KeneHke// Mosankanblk naHHo, 2013, Pecenn — daHus
Maria Koshenkova //Shadow// Mosaic panel, 2013, Russia — Denmark
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In exploring the urban landscape the
artist gets interested in various intrusive
objects intruding into the landscape
fabrics and violating the existing spatial
and visual connections. To emphasize
this characteristic feature the artists
creates a mosaic ‘shadow’ from these
objects on the pavement in the style
of traditional ornamental carpets. At
some time of the day the shadow from
the attractive elements will completely
coincide with the contour of the ‘carpet’.
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Angpen KyabknH /11412318 916 1 — 15 8 99 3// MNMepdomaHrc, 2009 - 2013, Poccus
Angpen KyabknH //1 412318916 1 — 15 8 99 3// MNMepdomaHnc, 2009 - 2013, Pecen
Andrei Kuzkin /14123189 16 1 — 15 8 99 3// Performance, 2009 - 2013, Russia

MyTem nepeHoca W3 kapmaHa 3puTens
Ha ©Genbim nuct Gymarn  GbiToBOM
npegmet Obl B
KocMoce, BHE BpEMEHU M NPOCTPaHCTBa.
OH
3HAUUTENBHBIM,
npeacTaBnsTb CBOEro Brafenbla, cBoe
BpPeMsl, CBOE OKpY)XeHUe B YCMOBHOM

OKasblBaeTca Kak

CTaHOBUTCA HEBEPOATHO
eMy BblNana gonsa

BEYHOCTW, OLHOBPEMEHHO C 3TUM OH
Hec4yacTeH W noTepsH B 3TOW HOBOW
cuTyauun. Lindppel, pacnonaratowmecs
no yrrmam, ecTb KOCMUYeckasi Moasus,
HenoagnacTHas Hallemy pasymy.
Pabota oTkpbiTa Ans npovteHusi. Kro-
TO MOBEPUT B MWUCTUYECKUA CMbICI
npoucxogswero un  Oyger  XxpaHuTb
KapTo4Ky co cBouM npeameTom. Kro-
TO COYTET 3TO pPasBfieYEHMEM U He
npuaact emy ocoboro 3HauyeHusi, KTo-
TO MoaymaeT, 4YTo ero oOMmaHbIBatoT.
Peakums nybnukn B 3TOM [AeNCTBUM
HaCTONbKO e BaxHa,
OencTBre, N UMEHHO OHa MEHSIET CyTb
paboThbl.

Kak 1 camo

KepepMeHHiH, kanTacblHaH TYPMbICTbIK
3aTThbl aK Napakka Kok apkbifibl aBTop
on 3aTTbl fapblllka YylIblpFraHdan
Gonafbl, YyakblT TMNeH KeHICTiKTeH
TbiC on OyibIM aca MaHbI3abl 6onbin
KepiHedi, ofaH ©3 WeCiH, 63 yakblTbliH,
63 avHanacblH LWapTTbl MBHrifnikTe
yCbiHy GakbITbl TyCTi, anamga con
OaKbITTbl  COTiMEH  KkaTap  »aHa
Xaraavga 6akbITCbI3 opi 83iH XoFanfaH
cesineni. bypblwTapaa opHanackaH
uncpnapga fapblWThlk Mod3us 6ap,
on noasusi 6i3aiH caHaMbl3Fa Tayencia.
EHBek okbinyra awblk. Bipey 6onbin
KaTKaHHbIH MUCTMKarbIK MafFblHacblHa
CeHin, e3 Oy/bIMbI KOMbINIFaH
KapToykaHbl caktap. An eHai Gipey
OHbl OMbIH Kepin, aca keHin Gernwmec,
eHgi 6ipey oHbl anpan Typ gen ounap.
Byn epekeTTepae nybnukaHbiH Mikipi
09N apeKkeTTepAiH e3iHaen MaHbI3abl,
nikip eHOeKTiH MaHiH Kiprisea,.
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Through moving from the pocket of
the viewer on a white sheet of paper
an ordinary object turns out to be in
cosmos, beyond time and space. It
becomes incredibly significant; it has a
chance to present its owner, its time, its
surroundings in a conditional eternity. At
the same time it is unhappy and lost in
this new situation. The figures located in
the corners are cosmic poetry, which is
not subject to our mind.

The work is open for interpretation.
Someone might believe in the mystical
sense of what is happening and will
keep the card with its object. Someone
might find it an entertainment and will
not give it much importance, someone
else might think that this is cheating.
The public reaction to this action is as
important as the action itself, and that is
what changes the essence of the work.
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MvwMauw //Monoca 6e3 npenstcteun// UHctannauus, 2013, Poccusa
MuwMaw //Kegepricia xonak// Uhctannaums, 2013, Pecen
MishMash //Lane without Obstacles// Installation, 2013, Russia

KoBpoBasi [gopoxka KpacHoro LBeta
KaKk cumBon  oduuMo3a  NPOXOAUT
ynuuam,  3abopam,  rasoHam,
noctpoikam — 6e3 NpensiTCTBUA OHa
npoknagbiBaer MNyTb 4Yepe3 rOpoA.
Ytobbl criegoBaTb MO Hel, Tam, rae
cama OHa nerko obneraeT nperpagy,
Ons YyeroBeka NocTaBneHbl MOAMOpPKM,
nectHuubl. Ytobbl ocTaBaTbCcsi  Ha
KpacHOW [OpoXKe, NPUAETCS Kpernko
nepxatbes! 3putenu BOJIbHbI
NPUHOCUTL  CBOM  MpucnocobneHust
n obycTpanBaTb
NpeofoneHns npensTcTBUN,
CMyYMIock okasaTbCsl Ha MyTU-A0POXKKeE.
B pesynbrate [OOMKHBI  CKOMUTBLCS
nanvgapHble, rpybble HarpomMoxaeHusl,
KOHTpacTupytoLne c nagocHbIM
KpacHbIM KOBPOM.MMEHHO OHa MeHsieT
CyTb paboTbl.

no

HOBble  Crocobbl

KOTOpPbIM

KbI3bIn TYCTi Kinnem TeceHiwi opuumnos
Genrici keLwenepmeH, napbasanapmeH,
KerangapMeH, KypbirbiCTapMeH —Kana
iwinae es3iHe kegepricis xon canyaa.
OHbIMeH eTy YLWiH, keaeprinepi 6ap
Xepriepde, ajampapFa KeHin ety
ywiH Gacnangakrap, opblHObIKTap
KoMblIrFaH. Kpi3bln TOCEHILLTE Kany yLuUiH
MbIKTbI yCcTaHy kaxeT! KepepmeHaep
KepeprinepaeH cypiHben ety yuiH
e3aepiHiH  Kocankbl  xabablKTapbiH
akenin kotofa Kykbinbl. CanpgapbiHaa
wanksiManbl Kbi3bln  kinemge Hebip
KOKbIC-KababIKTap XuHaKTanagbl.
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Red carpet as a symbol of officialdom
is laid without barriers through the
streets, fences, lawns, and buildings,
so it paves the way across the city. In
any place difficult for passage there are
props and ladders to support the goers.
To keep one’s way on the red carpet the
audience has to hold tight! Spectators
are free to bring their tools and equip
new ways to overcome obstacles that
might happen to be on the way-track.
As a result there should be accumulated
many piles of lapidary rough tools,
contrasting with the pathetic red carpet.



B 3TOM NOCTMUHMMArIUCTCKOM
obbekTe 3puTenb He3aMeanuTenbHO
Yy4YacCTHUKOM urpbl
NPOCTPaHCTBA, CO34aHHOW XYOOXHMKOM.
NMHWMKM  paccekatoT
ropoga wu
BM3yanbHO BTOprawTcs B naHawadT
Bowigsa BHyTpb, 3puTens
MOXET Ha CeKyHAY «BbIKIOYUTbY cebs
ropoackoro CocTaBHble
3MeMEeHTbl MaKCMMarbHO OCBOBOXAEHbI

CTaHOBUTCA

BonHoo6pasHble
CMOKOVHOE NPOCTPaHCTBO

MEeCTHOCTU.
n3

Lwyma.

OT Kakux-nnmbo o6pasos, OTYMLLEHbI OT
nobbix accoumnaLmii.

Byn  nocTMUHUMaNUCTIK
KepepMeH [fepey cyperTLi
KEHICTIK  OMbIHbIHbIH,  KaTbICYLUbICHI
6onbin TonkplH  Topi3gi
CbI3blKTap KamnaHblH 0asy KeHCTiriH
Oy3aabl Oa, kepHeki Typae KanaHblH
naHawadTbliHa eHeni. lwiHe kipin,
KepepMeH BipHeLle cekyHaKa kananbiK
wyaaH e3siH «elwipe» anagbl. Kypama
GernwiekTepi  Makcumangpl  Typae
Typni  GeliHenepaeH TYpni
yKcacTblkTapaaH Aa TaszanaHfaH.

HbiCaHOa
canfaH

KkeTeqi.

ana,

In this post-minimalist object the audience
immediately becomes a party in a space
game created by the artist. The wavy
lines cut through the quiet space of the
city and visually intrude into the natural
landscape. Once inside, for a moment
the viewer is able to ‘turn oneself off’ from
the city noise. The constituent elements
are maximum free of all images and
cleared from any associations.

JlopaH Pevine //BHyTpu — cHapyxwu// Hctannsaums, 2013, ®paHuums
JlopaH Pevine //lwinge — CeiptbiHaal// MHcTtannaums, 2013, PpaHums
Laurent Reynés //Inside — Outside// Installation, 2013, France
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YyBcTBO 6GOMbLUIOrO MpOCTpaHcTBa U
CTpPEMIEHNE K [ABUXKEHWIO (OCBOEHUIO
NpoCTpaHCTBa), 3aroXeHHOe B OCHOBE
cTepeoTvna  noBefeHust
KO4YeBOro Hapopa, BOMMOWEHO B
CTOMNKHOBEHUMN aTpubyToB ABYX
BPEMEHHbIX KaTeropuii — MpoLusioro
Kpome
MOXeT

NOTOMKOB

n COBPEMEHHOCTN.
WMHCTannAauna
npo4ynTaHa Kak akuma gecakpanmdamu

Toro,
ObITb

HaLMOHanbHON KynbTypbl,

BblBOJa €e 13 apxandecCKoro konnanca
MUPOBOro
pa3BUTUA UCKYCCTBa. MpencraBneHHbIN

1 BOBJiIeHEHNE B KOHTEKCT

06beKT — cBOero poaa anbrepHaTmMBa
ncnosnb3yemMbim B Kasaxctane B
nopo6Horo poaa ynu4HbIX decTmBansax

opTam — anMﬁyTaM YJIIN4HOrO BecenbA.

YnKkeH KeHICTik ce3iMi MeH Kosfarbicka
OereH yMTbinbIC  (KEHICTIKTI urepy),
KeLuneni en ypnakrapblHblH MiHE3iHAE
kanbinTackaH kafuaa, eki MepsiMaik
KateropusnapablH ~ atpubyTTapbiHaa
TOFbICKAH  — MeH  Kasipri
OraH Koca, uHcTannsauus

OTKEeH
3amaHga.
YNTTbIK MOAEHUETTIH Aecakpanusauns
aKkumsicbl Aen TaHblnybiHa 6onaapl, OHbI
eXenri KonnancTaH LWblFapbin, eHepaiH
anemaik Aamybl [OeHreviHe eHrisin.
¥cblHbINFaH HblcaH — KasakcTaHga
decTmBanbaapbiHaa
KonZaHbinaTtblH KWi3 yinepre Gaceke

Kelle

- Kelle cayblfblHbIH aTpubyThl - Aen
TaHyfa 6onagabl.

Mapat Carut //HebecHoe vyBcTBO// UHCTannauus, 2013, KazaxctaH
Mapat Carut //Ackak cesim// HcTtannaumsa, 2013, KasakctaH
Marat Sagit //Heavenly Feeling// Installation, 2013, Kazakhstan
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The feeling of great territory and the
desire to move (and explore the space)
is the foundation element of nomadic
people behavioral stereotypes; it is
embodied in the collision of attributes
of two time categories — the past and
the present. In addition the Installation
can be interpreted as a performance of
national culture desacralization,

Its withdrawal from archaic collapse and
inclusion into the context of the global
art. The presented object is a kind of
alternative to yurts, which are widely
used in Kazakhstani street festivals as
attributes of festival entertainment.
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EkartepuHa CucdonTtec //Apxetunel nogcodHanus// Muctannaums, 2013, Poceus — LBeumns
EkartepuHa CucdonTtec //CaHa apxetuntepil// Mnctannsaums, 2013, Pecen — LeBeuns
Ekaterina Sisfontes //Archetypes of Subconscious// Installation, 2013, Russia — Sweden

B exegHeBHOM 3abere no kpyry
XKWU3HM Mbl BbIHY>XAEHbI BOCMPUHUMATb
MHopMaumo

YBenuumsas

MOJTH/EHOCHO.
CKOPOCTb  BOCTIPUSITUSA
OKpY)XatoLLero Hac mMvpa, Mbl C rofioBo
norpyxaemcsi B CEMMUOTNYECKYHO
cuctemy. OfHako CUMBOMbI  Hallero
BPEMEHN OTNINYaKTCS OT CTapUHHbIX
repanbanyecknx obpasoB. Hawwm
cMMBOMbl — 3TO OpeHOoBble OykBbI
MaknoHanbaca, [Honede un [abbaHa,
3anaTas HukoHa, mManbyuk U gesodka
Ha faBepsix Tyaneta. W Mbl yxe He
0CO3HaeM, YTO PUCYEM 3HAYKU B CBOMX
ronoeax, kKorga npocTo obwaemcs,
rynsiem no ropoagy unu cobupaemcst Ha
BeyepuHky B Gap. Pacckas XyLoxHuka
— 0 «JINYHbIX CUMBOMAX» Kaxgoro w3
Hac, 0 NpocTbIX rpadunyecknx obpasax,
JIMHEapHO BCTPOEHHbIX B KPyr Hallewn
NOBCeAHEBHOMN XKN3HU.

KyHaenikTi eMip Tipwiniringe
6i3 aknapaTTbl YCTipT Kabbingan
YMpeHaiK. KopLuaraH opTaHbl
Ce3iHy  XbiNAamAblFblH - KYLLENTIM,
bi3 6acbiMbI3beH TYHFUbIKKA
CcyHrin  keTtemis. Anainpga  6i3giH

3aMaHbIMbI3[blH, CMMBOMNAAPbI EXenri
repanbaukanbik GeliHenepaeH
Myngem backa. bisgiH cumBongap —
6yn MakgoHanbacTblH, [onbve MeH
[ab6aHaHbIH 6peraini epinTepi, HukoH
VTipi, @XeTxaHa eciriHgeri yn MeH
Kbl3gblH, GenHenepi. bi3 MubiMbI3ga

Genrinepain cypeTTepiH canbin
XKypreHimiagi  kenge Garikamanimbl3
na, TinTi cewnecin oTblpfaHAa Aa,

Kanaga cepyeHgen KypreHge ae
HeMece Gapfa Keluki Aemanbicka 6apa
xaTkaHga pa. CyperTwiHiH oHrimeci
— OpPKIMHIH ©3 «wKeke cuMBonaapb!»
Typanbl,  KapananbiM rpaduvkanblk
GeliHenep Typanbl, cebebi onap 6i3ainH
caHamblI3Fa 964eH kipin anfaHbl hak.
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n daily race in the circle of life we have
to take in information at the lightning
speed. Increasing the speed of the world
perception we head into the semiotic
system. However the characters of our
time are different from the old heraldic
images. Our characters are branded
letters on the signs of McDonald's, Dolce
and Gabbana, Nikon’s comma, boy
and girl figures on toilet doors. Finally
we do not realize that we are drawing
characters in our heads when we simply
communicate, walk around the city or go
to a bar party. The artist tells a story of
our ‘personal’ symbols’, simple graphic
images built-in in our daily lives.



ApXMB — TO MeCTO WCTOPUYECKOro
KOTOPOM  rOBOPUT
BeHbaMuH B cBOem acce «O MOHATUM
Ho Oynet
ocTaBaTbCs NycTbiM 6e3 YenoBeveckoro
[Moatomy
HanonHWTbL  ero

OoXunaaHua, (0]

NUcTopumn». 3TO0  MecCTOo

npuCyTCTBUS. Halla
3agaya noasmu,
coBpeMeHHVKamu. [nsa aToro cosaaeTcs
©KUBOW apxvB», B KOTOPOM moau —
BCe, KTO MOXenaeT MPUHATb yyacTve
YUTAKOT [OOKYMEHTbI W
nucbma 13 apxmsa. Mbl XoTUM, 4TO6bI B

B MNpoeKkte —

HallnXx rofiocax, o3By4mBaoLLnX CTapble
nncbMa, 3BEHEeNM 3XOM «rofioca HblHe

YMOJIKLUNE.

[MpoekT  sBNAETCA  NPOAOIHKEHNEM
[ONrOCPOYHON  «3rorneny, Hayvatom B
Mockse.

Myparat — BeHbaAMUH e3iHiH « Tapux
Typansl acceciHge anTbin
OTKeH Tapuxu KyTy OpHbl. Ananga
Oyn OpblH agaMHblH KaTblHACbIHCbI3

VFBIM»

6oc kanagbl. CoHAablkTaH aa, GisaiH
MakcaTbiMbl3 ~ OHbl  agaMaapMeH
TONThIPY, 3amaHgacTapbIMbI36eH

TonThipy. Con ywiH «Tipi MyparaT»

KanblNTacTblpbliagbl, oHOA xobara

KaTbicyra  HWeT  eTkeH  GapnblK
agjampap - MypafaTTafbl XxaTTap
MEH  KyXaTTapabl  OKuAbl. Ecki
xaTTapdbl  Okbin  TypfaH  6i3giH

[aycbIMbI3[aH «OLUKeH paybicTap»
KkanTa Tin katca genmis. bByn xob6a
Mackeyne 6GacrtanfaH y3akmepsimai

«3anonesdaHbIH» Xarnfachbl

Xaum Cokon /XKneown apxus// Akums, nictannaums, 2013, Poccusi
Xaum Cokon //Tipi myparat// Akums, nHctannsaums, 2013, Pecen

Haim Sokol //Living Achieve// Installation, 2013, Russia
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Archive is a place of historical
expectations as it is described by
W.Benjamin in his essay On the Concept
of History. But this place is empty without
human presence. Therefore we have to
fill it with contemporary people. To do
so a ,living archive® is created, where
people wishing to take part in the project
read documents and letters from the
archive. We want to make our voices
give sound to old letters and ‘echo the
voices infolded in silence’.

The project is a continuation of a long-

term ,epic tale” project started in Moscow.
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leoprun TpsakuH-byxapos //TMelA3// NHcTtannsaums, 2013, KaszaxctaH
leoprun Tpsakun-byxapos //TMelA3// MHcTtannsaumsa, 2013, KasakctaH
Georgiy Tryakin-Bukharov //PeGAZ// Installation, 2013, Kazakhstan

WHcTannaums cebs

MHOXXeCTBO CUMBOJIUYECKNX BIIEMEHTOB

BKIno4aeTt B

— ras, HedTb, rasetol n T.4. VIMEHHO
3T 06BbEKTbI COCTaBMAT MPUPOLHbIE
W KynbTypHble GoratctBa KasaxcTtaHa,
CTOfMb BaXHble AN HauMOHarbHOW
VMOEHTUYHOCTU, NONUTUKM, SKOHOMMUKMN.

MHcTannauust KypamblHOa KenTereH
cvMBOnabl anemeHTTep 6ap
MyHaW, rasetTep oHe T.6. gan ocbl
HblcaHgap  KasakcTaHnHblH  Tabufn
KoHe MafeHn 6GalnbifblH  Kypanapl,

— ras,

onap ynTTblK MyAAenik neH cascar,
9KOHOMWMKA YLUIH aca MaHbI3abl.
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Installation
elements — gas, oil, newspapers, etc.
These particular objects are natural
and cultural values of

includes many symbolic

resources
Kazakhstan being very important for
national identity, politics, and economics.
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MpoekT n3
6eCKOHEYHbIX
KOH(NMKTOB 1
Anponpunpys

CUCTEMbI ropoackoro 3HepI'OCHa6)KeHVIF|

nocesilleH  BbiXxoay
MeXayHapOoaHbIX
BOWH 3a pecypcsbl.

cton6 W 3MNeMeHTbl

W Hafenssi X «yCUnutenem Lyma, He
HecylwMMm Ha cebe HUKakon BUAMMOM
npakTuyeckomn DyHKLMN, aBTop
CYMBOMMYECKN 3a0CTpsieT npobnemy.
3acTaensis «3By4YaTb» camble
00blAeHHbIe, NOBCEAHEBHbIE OENCTBUS,
MHOrOKpaTHO ~ ycunueasi  exedHeBHO
Npon3BoAMMble 3BYKM, XYLAOXKHUK
npvernekaeT BHMMaHWE K SIBNEHUsIM,
HaCTONbKO MPOYHO MHTErpMpoBaHHbLIM
ObIT, 4YTO Mbl

BOCMNPUHNUMaEM UX KakK OaHHOCTb U He

B HaWy XWU3Hb W

npyYAaem M HU ManenLero 3Ha4eHus.

Byn xoba pecypctap VyLWiH y3ak-
COHap xanblkapanblk KaKTblFbicTap
MeH CofbicTapaaH LbIFyFa
apHarnfaH. BaraHa MeH Kananblk
3MNeKTp KyaTbIMEH KamTamachi3 eTy
KYMEHIH KongaHy
apKbInbl onapabl  «LWyabl
30PbITKbILUNEH»  KYLIERNTin,  aBTop
KacakaHa Gyn npobrnemaHbl KyluenTe

3NEeMEHTTEPIH
XeHe

Tyceni. KyHoenikTi emipgeri 6araHara
Oblbbic 6epy apkbinbl, AblbbicTapgbl
30paiiTy apkbinbl  cypeTwi  6i3fiH,
eMipimisre abadeH Kipin anfaH y-Llyfa
Hasap aypapTagbl, cebebi KyHaenikTi
Tipwinikte 6i3 onapfa TiNTi  MeH
Gepmelimias.

Angpen YctuHos //lUymHbIn cton6// WHcTannauus, 2013, Poccus
Angpen YctuHos //lUynbl 6araHal// Unctannaums, 2013, Pecen
Andrei Ustinov //Noisy Pole// Installation, 2013, Russia
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The project is dedicated to the end of
endless international conflicts and wars
over resources. Trying the pole and the
elements of urban energy supply and
providing them with ‘noise amplifier’
without apparent practical function,
the author symbolically highlights the
challenge. Forcing the most ordinary
actions to ‘sound’, repeatedly reinforcing
the daily produced sounds the artist
draws attention to the phenomena,
which are integrated into our lives and
are taken for granted without slightest
value.
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3osa danbkoBa //Topoackune 6anbanbl// UHcTannauus, 2013, KazaxctaH
305 ®anbkoBa //Kana 6anbangapbl// MHctannaums, 2013, KasakctaH
Zoya Falkova //City Balbals// Installation, 2013, Kazakhstan

Banbanbl — ApeBHETIOPKCKNE KAMEHHbIE
KoTopble  ObiNMM  LUMPOKO
Ha obwupHerwen
MoHronuu ao
TepMuH
BepTUKanbHO
BPbITbIA Y MOMWHANBHOIO COOPYXEHUSI

N3BasiHUS,
pacnpocTpaHeHbl
TeppuTOpUn or
HOXKHOPYCCKUX
«Banban»

crenen.
o3Havan

KaMeHb, CMMBOMU3NPOBAaBLLNIA
ybutoro Bpara. COBpEMEHHbIN MUp
nepewen B KayeCTBEHHO  [pyroe
n3mepeHve, " Mudporormyeckoe

MbILUMEHWE, U OPEBHME BUTBbI KaxyTcst
HeconocTaBMMbIMU C HUM. Ho Mbl BeaeM
C peknamon,
ype3MepHbIM noTpebneHnem, Becom — y

HEeCKOHYaeMble BOWHbI

BCeX CBOe nore HeBuammoro 6os. MpoekT
CTaBUT CBOEN Lenbio 0603HaYUTbL 3TU
nons n 6utebl. O6pasbl, co3gaHHble C
NoMoLLbl0 MepdopaTopa U Kpacku U3
OpOoLUEHHbIX Kene3obeToHHbIX 6anok n
NnuT, — 3Haku Toro, Yto CpeaHve Beka,
30eCb, HECMOTPS HY Ha Kakoe BHellHee
obpamreHne, BO3MOXHO, HUKOT4a U He
KOHYarnmce.

Ban6angap — exenri Tac
MyciHaepi, onap
XepiHEH OHTYCTIK OpbIC Xa3blKTapblHa
neviH keH TaparaH. «ban6any» yfbiMbl
Xepriey  OpHblH  GenrinentiH  Tik
OopHaTbIfifaH Tac MYCiH, ofn enTipinreH
xay bacblHAa KorbinaTtbiH. 3amaHayu
OyHue Backa cananbl yakbIT eniiemiHe
oTTi, Kasip MuUEONOrnAnbIK ON MeH
exenri wankactap Kasipri 3amaHMeH
TeH kenmengi. Ananga 6i3  kyHae
TaycbInMac xapHamameH, MernLiepaeH
TbIC TaMaKTaHyMeH, apTblK cariMakmneH
KypeceMi3a — apkiMHiH e3iHiH kepiHGec
xaybl 6ap, wavkac anaHpl ga 6ap.
YKobGaHblH MakcaTbl — oOn Lankac
anandapblH - aHblkTay. [lMepdopaTop
MeH 6osly apkblibl TacTanFaH Temip
GeToH Gankanap MeH nnuTanapgaH
XacanfaH OGeliHenep - el CbIpPTKbI
KepiHicTepiHe KapamacTaH, 6yn
xepae Oprta facblpriap ani 6itnereHiH
OenHenena,.

TYPKi
coHay Monfon
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The project is dedicated to the end of
endless international conflicts and wars
over resources. Trying the pole and the
elements of urban energy supply and
providing them with ‘noise amplifier’
without apparent practical function,
the author symbolically highlights the
challenge. Forcing the most ordinary
actions to ‘sound’, repeatedly reinforcing
the daily produced sounds the artist
draws attention to the phenomena,
which are integrated into our lives and
are taken for granted without slightest
value.



Pukapg ®opeyc //OcsoboanTtenbHbin namaTHuk HenssectHomy// MHctannaum, 2013, Weeums
Pukapg ®opeyc //Benricisre asatTbik eckepTkili// UHcTannaums 2013, Leeuuns
Rikard Fahraeus //Freedom Monument to the Unknown// Installation, 2013, Sweden

Xyﬂ,O)KHVIK cosepwumn  nyrtewlecrteue
asTocTtonomMm u3 Leeuun B KasaxcraH.
Bo BpemaA 3TOoro nyrewecrasuna

0ObeKkToM ero uccriegoBaHust cTano
usyyeHve eHomeHa cBobodbl U
KM3HEHHbIX LIeHHOCTel, rae ceoboaa,
KaK HWM napajokcanbHo, TpakToBaHa
aBTOPOM KaK He4YTo OrpaHu4yeHHoe
caMum cBOWM onpegenexHvem. [Ons
Toro, 4ToObl  MPOAEMOHCTPUpPOBaTh
Benuyne 4yenoseka U ero crnocobHOCTb
HagensTb
OEeNCTBUSA, XYOOXHUK TpaHcdopMmupyet
KameHb, OCTaBLUMICS B Anmartbl nocne
cenun 1978 roga, B napsiLnin Haa 3eMnen
obbekT. KameHb ocBoboxaaeTrca oOT
TOW cpefbl, B KOTOPY ero nomecTuna
npupoga, W HanoSHSETCs NEerkocTbto,
MEHSIET CBOW KOHTEKCT NOCPEACTBOM
YyCUnuiA XyaoxHuka. ABTop MHTErpypyet
B KaMeHb 4YTOObI

CMbICITOM 06bEKTHI n

nponennep,
MOAYEPKHYTb, YTO MyTELeCcTBUE KaMHs
TOMbKO HauvHaeTcs, U OH B3MblBaeT B
BO3AYX, yMeeT netatb. [lenas He4to
Takoe TsKeroe, Kak KameHb, NeTy4YnM,
XYAOXKHUK HANOMUHaET 0 Ge3rpaHnyHoN
cune 1 BO3MOXHOCTSIX YerioBeka.

CypeTwi aBTocTon
WseunanaH KasakctaHra
Byn casixat GapbicbiHAa epKiHAgiK neH
eMipniK  KyHAbINbIKTap  (OeHOMEHIH
3epTTey OHblH MakcaTbl Gongabl,
OHbIH, niKipiHLWi epKiHaiK, e3
VFbIMbIMEH — aHbIKTanaTtblH  KeHICTiK.
AZLaMHbIH, ackakaTbIFbIH XoHe
OHblH HblCaHAapAbl MOHMEH >kaHe
apeKeTTepMeH aHAaHablpy kabinerti
MYMKIHAIMH  naw eTy YLWiH, cypeTLi
Anmatbigarel 1978 XbingaH kanfFad
TacTbl Xep YCTiHAe KanblkTan TypFaH
HblCaHfa TpaHcdhopmauuananabl.
Taburat XapartkaH
B6ocatbinbin,  KeHinaikke
CYPEeTLWiHiH KyWiMeH ©3iHiH,
ABTOp Tacka
nponennep opHatagbl, COM apkbinbl
OHbIH casxaTbl eHzi faHa GacTanfaHblH
GarikaTagbl, CypeTLliHiH nikipiHWe on
Tac TiNTi acnaHfa keTepine ae anagbl,
ywana anagpl. Ablyp TacTbl YLbIpY
apKpinsbl, cypeTwi ajam Kabineti
LLIEKCI3 EKEHIH alTKbICbl KeMnreHi pac.

caaxaTbiMeH
XKETKEeH.

Tac o3iH
OpHbIHaH
TOnbIN,

MOHIH aybICTblpaabl.
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The artist hitchhiked from Sweden to
Kazakhstan. During the trip, his research
object was to study the phenomenon of
freedom and life values, where freedom
is paradoxically interpreted by the author
as something limited by its very definition.
In order to demonstrate the greatness
of the man and his ability to impart the
meaning of objects and actions the artist
transforms the stone remaining after 1978
Almaty mudflow into an object hovering
above the ground. The stone is released
from the environment, in which it was
placed by nature, and filled with ease.
It is changing its context through the
efforts of the artist. The author integrates
stone with a propeller to emphasize that
the journey of the stone has just begun,
it leaps into the air, and it can fly. Doing
something as heavy as putting a stone
into the air the artist recalls the infinite
power and possibilities of man.
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OcHoBHoM adhdpekT paboTbl MOCTPOEH
Ha wnaee HenpepbIBHOrO [ABMXKEHUS,
cosparollero, Mo MbICIM  aBTOpa,
OLLyLLIEHVE BEYHOCTU 1 anennupyowero
KaKk K MaTepuanbHOMy, Tak W K
OyxoBHOMY Havany. CuMBonuam Hedptu,
«4epHoro KaK WUCTOYHUKa
3HEPrun, OCHOBbI CbIPbEBOWN 3KOHOMMUKM
" mopynsitopa
B3aUMOOTHOLLEHUI, TaKkKe HEeBEPOSITHO

BakeH Ans aToi paboThl.

3o0nota»

NOJNINTUHECKMNX

EHGekTiH 6GacTbl ocepi TokTamac
KO3fanblC  UAesCblHA  HerisgenreH,
aBTOPAbIH OMbIHLLA, MOHFINIKTI Ce3iHy
MeH MaTepuangblk XaHe pyXaHu
bacTayfra MyHan cumBonsl,
«kapa anTblH» peTiHae Oyn KyaTTblH,
LIMKI3aT ~ 9KOHOMMUKACbIHbIH  KoHe
KapbIM-KaTblHACTapAbIH,
MoaynsATopbl, 6yn xarbl Aa eHbeK yLiH
aca MaHbI3fbl.

Heria.

cadacu

ApbictaHbek LLanbaes //TnbetHedTs// MHcTannsaums, 2013, KasaxctaH
ApbictaHbek Lan6aes //TubetmyHan// Muctannaumsa, 2013, KasakctaH
Arystanbek Shalbayev //TibetOil// Installation, 2013, Kazakhstan
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The main effect of the work is built in the
idea of continuous motion, according to
the author it creates a sense of eternity
and appeals to both the physical and the
spiritual principles. The symbolism of
oil, ‘black gold’ as the source of energy,
and basis of raw-material economy and
modulator of political relations is also
incredibly important for this work.



° Ipynna «Kei3bin TpakTop», MNepdopmanc, 2013, KazaxctaH
«Kpi3bin TpakTop» T06bI, MNepdopmaHc, 2013, KazakctaH
Kyzyl Tracktor Art Group, Performance, 2013, Kazakhstan
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MpoekT //Freeworth2: HedTb, a6noku, ceoboga//
/IFreeworth2 »Kobackl: MyHan, anmanap, epkiHgik//
/I[Freeworth2: oil, apples, freedom//
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Pukapg ®opeyc — COBpEMEHHbIV
XyooxHuk n3  Ctokronbma, LBeuun.
[Mocne nonyyeHus cTeneHun Mmaructpa
N3SLLHBIX nckyccTB B 1999 OH perynsipHo
pabotan u BbicTaBnsncs B LlUseuun
n no Bcemy Mupy. B nocnegHue rogpl
rmaBHbIMW TEMaMy €ro BbICTaBOK Obinn
OTHOLLUEHUS Tiofe U Takue MOHATUS
kak GanaHc, COBpPEMEHHbIE LEHHOCTH,
cBobobl, pacxodblBaHWe pecypcoB
Hallen nnaHeTbl.

MpoekT Pukapna ®opeyca «Freeworth»
- 910 cobbITMe, nepeBopavMBaloLLee
Bcé Havanocb 19 wmapTta
2013 roga. Okono mecsiua XyOoOXHUK
pa3bupan  cTapble  Mpou3BeneHusi
MUCKyCcCTBa W pasgymbiBan Hapg Tew,
KaKkoBa e LEeHHOCTb BCEX aTuX
Bewen. OH npuHeC Bce HaWfeHHble
06beKTbl M NWYHble  Bewu B
Crokronbmckyto  ranepet  «Ctyaus
44» N3 Yero M Crnoxunacb BbiCTaBKa

HKU3HN.

«Frivard»(«Freeworth»). B TeueHne 10
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OHeN OH npogasan W pasgaBan BCH
CBOK COBCTBEHHOCTb, MPUYEM, HUKOrAA
He HacTauBasi, a npegrarasi 3puTento
caMOMy OLEHUTb TO, YTO TOT cobupancsi
3abpaTb U3 ranepemu.

Takum obpasom, 27 masa 2013 roga, B
neHb ceoero 45-netua Pukapg octancs
6e3 geHer n Kaknx-nmbo matepmanbHbIX
LIEHHOCTEN.

Yepes 100 pgHen
BbicTaBku  Pukapg
nyTewecTtsue  aBTOCTOMOM,
n3baBmB cebsl OT nHOObIX

nocrne nepeown
oTnpaBuncs B
YTOObI
3apaHee,
pacnucaHvin U NnaHoB, MOHATb, YTO
Takoe cBobopa, rge oHa HayuMHaeTcs
N MOXeT N OblTb abConTHOWN.
ABTOCTONOM Ha BOoCTOK. Yepes Poccuto
1 KasaxctaH nuvib C CyMKOW Ha nnede.
MepexuTb yHUKanbHbIA OMbIT AYXOBHOIO
nepepoXxaeHus, HanTK rpaHunLbl
cB0obOAbI, YBUAETH HOBbIE NULA, UAEW,
LlEHHOCTU, NEePEeoCMbICIIUTL HEKOTOopbIe
OCHOBbI UCKYCCTBa.
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Pukapa dopeyc —CTOKronbMHaH
(LWseuus) LbIKKaH 3amaHaymn
cypetwi. 1999 xbinbl Kepkem eHep
MarTcTp AeHrewiH anfaHHaH KeuiH

yHeMi xymbicTa Gongbl xeHe LlBeuuns
MeH  Bykin KepmenepiH
yibiMaacTbipabl. COHFbI XblNAapbl OHbIH

anemae

TYbIHAbINAPbIHBIH, 6acTbl TakblpbIObIHAA
agaMm  KaTblHacTapbl MeH TeHrepim,
3aMaHayu  KyHObIbIKTap,  epKiHAik,
fanaMLiapbIMbI3apblH, XepacTbl  KOpbIH
WbiFbIHAAY YFbIMAapbl 6onyaa.

Pukapa
xobacbl — 6yn emipnepai TeHKepeTiH
Bapnbifbl 2013 xbingbiH, 19
HaypbI3blHAa H6acTangbl. bip aiFa XyblK

dopeycTbiH, «Freeworth»

oKuFa.

CypeTwWi ecki TyblHAbINApPbIH akTapbirn,
KYHAbINbIFbI
KaHLWWanbIKTbl eKeHi Typanbl ownaHAbl.
On  TabbinfaH  OyhbiMaapsbl
xeke 3atTapbiH «CTyausi 44» atThl
CTokronbm
con xepae

on 3atTapgblH emipgeri

MeH

ranepedcbiHa anapppbl,

«Frivard»(«Freeworth»)
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kepmeci Kypbingbl. CypeTwi 10 KkyH
601bl ©3 MEHLUIriH caTTbl, kenbipiH TeriH
TapatTbl, KEpepMeH ranepesaH esiHe
yHafaH 3aTblH caTbin anapga OHbl e3i

Garanagpl.
COHbIMEH, 2013 KbINAblH, 27
MamblpblHAa, ©3iHiH  45-ke  TonfFaH

TyFaH KyHiHAe Pukapg akwachi3 api eLu
mMaTtepuangplk KyHObIbIKTapchl3 kangbl.
O3iHiH, GipiHWIi kepmeciHeH keWniH 100
KYHHEH coH Pukapa aBTtocTon TacinimeH
casixaTka aTTaHAbl, On Typni kectenep
MeH >ocnaprnapaaH aga 6onbin, TonblK
KaHObl MafblHaga LIEKCi3  epKiHAIKTI
cesiHyre keLwTi. ABTOCTOMMEH LUbIFbICKA.
Pecen meH KasakctaHObl WbIKTafbl
CeMKeCiMeH faHa kewin eTTi. PyxaHu
XaHfblpyablH  Giperen  TexipnbeciH
cesiHy, epKiHAIKTIH LekapacbiH Taby,
»XaHa GenHenepai, vnaesnapasbl,
KyHOBINbIKTApAb! Kepy, eHepdiH kenbip
HerisgepiH kanTa kapay.



Rikard Fahraeus is a contemporary
artist from Stockholm, Sweden. After
obtaining his degree of Master of Arts
in 1999 he worked hard and had many
exhibitions in Sweden and abroad. In
recent years the main themes of his
work are human relations and such
concepts as balance, contemporary
values, freedom, and exploitation of
Earth resources.

Freeworth project by Rikard Fahraeus
is a life-altering event. Everything
started on March 19, 2013. For a month
the artist was reviewing some old art
works, some things he bought, and was
wondering about the value of all these
things. After that he brought all the
stuff he found to the Studio 44 gallery
in Stockholm and arranged the Frivard
(Freeworth) exhibition. Within 10 days
he was selling and giving away all his
property, and without any pressing he
proposed the audience to give heir own
value to everything that they were going
to take from the gallery. Every last piece
of his clothing was a part of a creative
process, the essence of which partly
came down to evaluating some certain
things.

At the end, on May 27, 2013 on the
day of his 45th birthday Rikard was
left without a penny in his pocket and
any property to possess. People, who
were not limited by any borders, usually
took away the items for free. This led
the artist to reflections on the limits of
freedom, and what with it was or was not
limited. How freedom was manifested
in its space and its context. After that,
he resumed his work and got ready for
the next step. The definition of freedom
became the next and important part of
his project.

100 days after the first exhibition Rikard
went hitchhiking in order to understand,
being free from any schedules and
plans, what freedom was, where it
began and if it could be absolute.
Hitchhiking to the East through Russia
and Kazakhstan with just a bag on his
shoulder, he got a unique experience of
spiritual rebirth, found the boundaries of
freedom, saw new faces, ideas, values,
and reconsidered some of the basics of
art.
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MpoekT //BekTtop Mepmu//
/[Mepmb BekTOpbI// XKoback!
/IVector of Perm// Project
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B wmartematnke BekTOp —  3TO
HanpasneHue, KoTopoe 3agatT
UNM  HaxodaT B OnpefeneHHoun
cucteme
KOTOPbIX MeHsieT
camoro Bektopa. B aTtom dopmyne
XYOOXHUK - BEMUYMHA MepeMeHHas, a

NCTOpUA MecCTa — MNOCTOAHHadA, XOTA U

KoopauHar, n3MeHeHue

HanpasneHue

TpyaHoonpeaenuMas.
Kynetypa Mepmn,
Ha Mudbl K OoNbKIop,
paclmpsieT CcBOW TpaHuLpl,
B CBOe MpOCTPaHCTBO cBOGOAHbIE
CTUNMCTUYECKME
COBPEMEHHOM

MbICMUN, OTKpbIBasi HOBbIE M3MEPEHUS B

onvpatoLascs
cB06OAHO
BKItoYas

npoasneHna
Xy,D,O)KeCTBeHHOVI

TBOPYECTBE XYAOXHUKOB.
Csoto nosnumo o)
cchopmynuposan Bwutanui  [Nautokos,
Kypatop [locygapcTBeHHOro  LieHTpa
COBpPEMEHHOro UcKyccTBa  «....[NMpoekT

npoeKkTe

«BekTop lMepmu» B CBOEN [OCTATOMHO
mMozenu
HOBYIO  TOYKY
npouecchel, npoucxogsiime B
BW3yarnbHO-CMbICIOBOW KynbType

ackeTn4eckomn
0oBHapyxuTb
Ha

HageeTcs
3peHust

ropoga. O6pasHocTb MpoekTa
CTPEMUTLCA K TOW LESIOCTHOCTM W
OHOBPEMEHHO MHOFOCMOMHOCTH,
o] KoTOpOW CBUOETENBLCTBYIOT
BU3yanbHO-NNacTuyeckne  BEKTOPbI
NepMcKoro  kpasi, WX CMbICrioBasi
Tonorpacusi, 3THO- KySbTYpHbIE KOPHU
N UHTennekTyanbHasi  pecdnekcus.
CTpyktypy TpoekTa, €ro opraHuky,
COCTaBMslOT  He  TOMbKO  Takue
TPaAMLUMOHHbIE XaHpbl Kak )XUBOMUCH,
rpacvka u ckynbntypa — Ans ee
06BEMHOrO MOHMMaHWs  BKIHOYaeTcst
BMOEO WMHCTaNMsSILUMOHHbIE  (hOPMbI
— KaK [oMnosiHUTeNbHas BO3MOXHOCTb

OVHaMU4eckoro 0CO3HaHus
MHOrOMepHOM XKM3HU KynbTypbl
Mepmu...»

B coaBTOpCTBE CO BCEMM XYA0XKHVKAMU
M KypaTopamu uoes  npoekTa
Obina peanu3oBaHa kak BbICTaBKa,
NoABOASLLAs MPOMEXYTOUHbIA  UTOT
pasBuTUs uckyccTBa B [epmu ans
Tex 3puTenen u XyaoXKHUKOB, KOTopble
ycTpemneHbl B GyayLuee.
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MartemaTnkaga BeKTop AereHimia — on
KoopauvHatTapablH,  6enrini  xyneciHae
aHblKTanfaH Hemece TabblFaH GarbIT,
onapablH e3repyi BeKTopablH e3repyiHe
okeneni. byn dopmynaga cypetwi -
aybicnanbl KepceTKill, an OpbIHHbIH
Tapuxbl - Kypaeni
aHblKTanaTblH KOPCEeTKiLL.

Mepmb aHbl3gap
cbonbknopFa HerisgenreH, on  O3iHiH
KEHiCTiriHe 3amaHayn Kepkem OWAblH
KepiHIiCTEpPIH
€Hri3reH LekapanapblH epKiH KeHiTyae,

TypakThl,aca

MaaeHueTI MeH

EepKiH  CTURMCTUKanbIK

CYpPETLUIHIH LWblFapMaLLbInbIFbIHAA XaHa
enwemMzaep awbinyaa.

YKoba Typanbl esiHiH nikipiH 3amaHayu
eHepaiH MemnekeTTik  opTanblifblHbIH,
Kypatopbl Burtanui [MautokoB 6binan
TyviHgedi  «.... «Bektop  [epmu»
obachkl ©3iHiH XeTKiMiKTi ackeTukanblK
yAriciHae KanaHblH KepHeKi-MaHbl3abl
MaeHMWETIHAE OpbIH anaTblH ypaictepre

XaHa  KeskapacblH Tabyfa  CeHiM

Gepepni. XobaHbliH Giperenniri MNepmb
OIKeCIHiH,
BEKTOpMapblH pacTanTbiH TYTacTbInbIK

KepKeM-nnacTukanbik
neH KkenkabaTTblblkka YMTblNaabl,
onapgblH  MaHAiK  Tonorpadusacsl
- 9THO- M®oAeHM  Tamblpriap MeH
VHTennekTyanabl pednekcusi.
YKobaHblH, KYPbIbIMbIH, OHbIH,
OpraHukacbIH, nacTtypni cyperT,
rpadmka MeH CKynbnTypa Topisai
XaHprap  faHa Kypamangbel  —
OHbIH ~ Kernemgai TYCiHiriHe Buaeo
VHCTaNnAUMAnbl  nNilwiHaep KipreH —
on [epMb MaOEHUETIHIH KenKbIpsbl
OMIpiHiH CesiHyaiH
KOCbIMLL@ MYMKIHAIr Tapiaai. »
Bapnblk cyperTulinep

KypaTopnapmeH bipre aBTopnac 6ona
Typa, XobaHbIH naesicel kKepme Topiaai
on Gonatuakka
MeH

AVMHAMVKacbIH
MeH
Xy3ere acblpbingbl,
YMTbIfIFaH KepepmMeHaep

cypeTwinep yuwiH Mepmbaeri eHepaiH
AaMyblHa apanblk KopbITbIHAbLI 6Gonyaa.
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In mathematics a Vector is a segment
directed or found in a particular
coordinate system, change of this
direction changes the direction of a
vector itself. In this formula an artist is
an alternating quantity and the history
of a place is a constant though hardly
determinable quantity.

Perm culture is based on myths and
folklore; it is expanding its borders,
introducing in its own space free stylistic
manifestations of contemporary art
ideas, opening new dimensions in the
work of artists.

Vitaly Patsyukov, curator of the National
Centre for Contemporary Art expressed
his vision on the project: “In its rather
ascetic model Vector of Perm project
hopes to find a new point of view on
the processes occurring in the visual
and conceptual city culture. The Project

imagery strives towards the integrity
and at the same time to multi-layering,
as evidenced by visual and plastic
vectors of Perm region, their semantic
topography,
roots and intellectual reflection. The

ethnic and cultural
structure of the project and its core
issues are formed with not only such
traditional genres as painting, drawing
and sculpture; video installation
genre is introduced to contribute to
deeper understanding as additional
opportunity for recognition of dynamic
multi-dimensional cultural life of Perm”.
In association of all artists and curators
the project idea was realized in the
form of an exhibition, making the
subtotal of art development in the city
of Perm for those viewers and artists,

who are looking forward to the future.
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BbicTaBka //lMoxuiieHne EBponbi//
/[EyponaHbl ypniay// Kepmeci
/IThe Rape of Europa// Exhibition
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Kak 6bl Mbl He y6exxaanu cebs v gpyrux B
MHOTOMOMSPHOCTM COBPEMEHHOIO MUpa,
MCTOpWST UCKYyCCTBa BCE XXe OCcTaetcs,

B OCHOBHOM,  €BPOMOLEHTPUYHOW.
OcobeHHo Ha NOCTCOBETCKOM
npocTpaHcTBe,  4To0  0OYyCroBMeHO
VNCTOPUYECKUMU U TeOmNONTMTUYECKUMU
NnpuUYnHamu. MHTepnpeTtaumm "
nepeocmbicrieHne €eBpOonerncKoro
nckyccTBa COBPEMEHHbIMU

XyAOXHUKamMn KasaxctaHa — fOBOMbHO

OONnbLIOA W  WHTEPECHbIN CEermeHT,
TpebytoLmin (HheHOMEHONOrM4ecKoro
nogxopa. [aHHas BbICTaBka —

nepsaa nonbITKa nogo6Horo aHanusa.

biz  esimi3ai Gackanapgpl
Kasipri oneMHiH  kennonsapnirive
KaHLanbIKTbl CeHAipcek Te, eHepaiH,
Tapuxbl Herisinge eyponanbik-
opTanbIkTbl Gonbin kanyga. Ocipece
KeHec ykiMeTi  KeHicTiringe, ©6yn
Tapuxu XeHe reocasicn cebentepre
HerisgenreH. KasakcTaHHbIH 3amMaHaym
cypeTwinepiHi{  eyponanbslk  eHepgi
WHTEprnpeTauusnaybl  MeH  KawTa
omnaybl — aca ipi 8He KbI3bIKTbl
on  deHoMeHonornaAnbIK
AtanfaH

XoHe

CErMeHT,
KeskapacTbl Tanan eTegi.
Kepme — Topi3gi TangayablH OipiHLi
Toxipunbeci
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No matter how much we convince
ourselves and everybody in multipolarity
of contemporary world the history of art is
still generally Europe-centric, especially
in post-Soviet countries, where it is
associated with historic and geopolitical
reasons. Interpretation and rethinking of
European art by Kazakhstani artists is a
large and interesting segment requiring
a phenomenological approach. This
exhibition is the first attempt of such
analysis.
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ApT npoekT //MTo cribiwart pakywku?//
/IKabblpaktap HeHi ectuai?// ApT-xobacskl
//What Seashells can hear?// Art Project
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OTOT NPOEKT — pe3ynbTaT TBOPYECKOro
nceneaoBaHus MpocTpaHcTBa ropoaa
Anmartbl.

[MpocTon ropoXKaHWH MCMOMHSN B 9TOM
npoekTe porib NPOBOAHMKA NO AOPOroMy
eMy MecTy B ropoge, npuBoas
Tyoa XyOoXHUKa, y KoToporo 6binu
3aBsa3aHbl rnasa. MssecTtHo, 4To A0 90%
MH(OpMaLMM YenoBeK NoryyaeT vyepes
rnasa. OTO caMblil NPUBbLIYHLIA KaHan
BOCMpUsiTUS Mupa. YTto Oyget, ecnu
XO0Ts Obl pa3 MonbiTaTbCsi BOCMPUHATL
MUp MHave? XyOOXHUKW He BUAEnu aTo
MEeCTO [0 3aBepLUEHMs NpoeKTa.

OHM cnywanu, 4YTo pacckasbiBaet
BedyLwui nx NpoBogHuK. Ha ocHoBaHum
3TOr0  OnMcaHMss U COBCTBEHHbIX
OLUYLLIEHNIA Y XyAOXKHUKA CKrafblBaeTcs
KapTUHKa, 3aTeM OH JenaeT CBOM

pabory.
ABTOp wumaenm un Kkypatop, [ynbHyp
KynkelbaeBa, o npoekre: «3T10

3KCMEPUMEHT C TeM, Kak B3rnsg
OfIHOTO YernoBeka MOXET OTPasuUTbCs
Ha BOCMPUATUM Apyroro. ATO TO, KaKoi
Nepuoa KU3HU MNepexmBan XyLoXHUK
K MOMeHTy nyTewecTsusi. W kak ogHu
3BYKM HAMoOMUHAKT OAHOMY YerioBeKy
0fHO, a Apyromy — Apyroe.

Mbl o6Gpallaem BHUMaHWE He TOMbKO Ha
NPOCTPaHCTBO, HO U Ha NiofdeMn, KoTopble
OKpY)KaloT Hac, KoTopble SBMATCS
4acTblo 3TOrO MPOCTPAHCTBA, U KOTopble
— KaXObll U3 HUX — camy SABMATCH
OrPOMHBLIM MUPOM».
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Bbyn xoba — Anmatbl KanacblHbIH
KEHICTIMH LblFapMaLlbInblK 3epTTeyain
HOTWXECI.

KapanaiibiMm kana TypfbiHbl 6yn xobaaa
Kanagafel e3iHe KblMbaT >keprnepmeH
TaHbICTbIPY XXOHiferi XXONCepiKTiH peniH
aTkapAbl, On epre kes3iH GainaraH
cypeTwWiHi akenai. Agam kabbinganTbiH
aknapatTbiH, 90% Kke3 apKbifbl anaTblHb
6enrini. On anempai TaHyaarbl eH aurini
apHa. ©nemai 6ackalua TaHyFa ymMTbInca
He B6onagapbl ekeH? CyperTLlinep on xeppai
oba asikTanfaHLa KepMereH.

Onap e3agepiHiH »oncepiriHiH aHriMeciH
faHa ecrTigi. YKoncepikTiH cunattamachbl
HerisiHae »>keHe e3aepiHiH  cesimaepi
HeridiHae OHblH Ke3 anabiHAa cypet
nanga 6onagbl, keliH on e3 eHberiH
Kafasfa Tycipeai.

M aesHbIH aBTOpbl MEH KypaTopbl [ynHyp
Kynkibaesa xoba Typanbl 6binai gengi:
«On 6Gip agamMHblH Ke3kapacbl eKiHLUi
afjaMHblH Ke3kapacblHa Kkanaw ocep
eTyiHe akcrnepumeHT. On cypeTLiHiH
casixaT CoTiHe ©MIpiHIH Kal Ke3eHiH
KewyiHe HerizgenreH. Bip gpibbic ap
afjamra opTypni acep eTyi XaHe Typni
OKWUFaHbl ecke TYCIpyi aHbIK.

Bi3 HasapbIMbI3abl TEK KEHICTikKe faHa
emMec, alrHanambl3gafbl  agampapra
ayaapambl3, cebebi onap con KeHICTIKTIH
Gip Geniri, >xeHe onap — 6Gi3aiH Gipimis —
€H, YIIKeH ar1eMHiH, 6ipi».
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This project is a result of art study of
Almaty space.

In this project a simple citizen plays a
role of a stalker for a place in the city
precious for him, he brings an artist
there with artist’s eyes closed. It is well
known that up to 90% of information we
perceive from our eyes, it is the most
familiar way of perception. What would
happen if we try to perceive the world
in a different way for once? The artists
have not seen the place until they finish
the work.

They are listening to a stalker, based on
these descriptions and their impressions
the artists make up a picture and then
the finish their work.

Gulnur Kulkybayeva, idea author and
curator, on her project:

This experiment is based on how one
person’s vision can influence another
person’s perception. And it is about in
what period of his life an artist lived at
the moment of travel, and how some
sounds remind one thing to one person,
and some other — to another person.
We pay attention not only to the space
but to the people surrounding us, who
are part of this space, and each of whom
is a big world themselves.
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ARTBAT2013
ALMATY: APTBEAT2013
AN MATHBbI:

CITY AS K AN A
CANVAS KEHET

ToPI34l

APTBAT2013
ANMATBI:

roprPopf
K A K
XoncrT




PYTIMA 310 //OTEL ABNOK//
CTPUT-APT, 2013, POCCUA
GOLA //BONMb// CTPUT-APT,
2013, NTANNA

APTBAT2013
ANTMAT®bI:

ropopg
K A K
XOoOncCcrT

MPOEKT bI

FPYMNMUPOBKA «3UIM»
HIPEXXVIMHBIN NATEPb//
NHTEPAKTUBHAA NHCTANNALNA,
2013, POCCUA

TBOPYECKOE OBEbEJMHEHUE
«NEBULAY //M/B// CMELUAHHAA
TEXHWKA, 2013, KASAXCTAH
SALLAMARI RANTALA & KATA
CYBOPOBA //OBbIKHOBEHHbBIE
FEPOW// TOPOCKAA
NHTEPBEHLNA,

2013, NHNAHONA — KASAXCTAH
ABUITbCAM ATABEKOB //CEONO//
CKYIbITYPA, 2013, KABAXCTAH
CAVJIE CYNIEMMEHOBA

/[TEHW NPEOKOB// CTPUT-APT,
2013, KABAXCTAH

CbIPIbIBEK BEKEOTAEB //MAKW//
FOPOACKAA CKYINbITYPA,

2013, KABAXCTAH

CEPWK BYKCWKOB //30/10TOW
KBAOPAT// CTPUT-APT,

2013, KABAXCTAH

JIEXA TAPUKOBWY //SACALOA/

BANEPWW KA3AC //TPABA//
NHCTAJITALUNA, 2013, POCCUA
MAPWA KOLWEHKOBA //TEHb//
MO3ANYHOE MAHHO,

2013, POCCUA — JAHUNA

AHIPEW KY3bKUH /14123189 16
1-15899 3// MEP®OMAHC,

2009 - 2013, POCCUA

MULMALL //MOJNTOCA BE3
MPEMNATCTBUN/ UHCTANNALNSA,
2013, POCCUA

NOPAH PEMHE //BHYTPW —
CHAPYXW/I VHCTANNALNA,
2013, PAHLINA

MAPAT CAI'MT //HEBECHOE
YYBCTBO// UHCTANNALUNA,

2013, KABAXCTAH

EKATEPUHA CUCPOHTEC
IIAPXETUIMbI NOOCO3HAHUA//
MHCTANNAUNA,

CMELIAHHAA TEXHWKA, 2010, POCCUA 2013, POCCUA — LUBELINA
L § |
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XAVM COKON /PKUBOW APXWB//
AKLVMSA, UHCTANIALMSA,

2013, POCCUSA

TEOPT U TPAKNH —BYXAPOB
/IMETA3// UHCTANNALMSA,

2013, KASAXCTAH

AHIPEW YCTVHOB //LLYMHbIV
CTONB// UHCTANNALMS,

2013, POCCUSA

3051 GAIIbKOBA //FOPOACKUE
BANBANbI/ MHCTANNALMSA,
2013, KASAXCTAH

PUKAP[, ®OPEYC
//OCBOBOAUTESbHBIN MAMATHUK
HEW3BECTHOMY// UHCTANNALMS,
2013, LUBELINS

APbICTAHBEK LUAJTBAEB
/ITUBETHE®Tb// UHCTANNALMSA,
2013, KASAXCTAH

FPYMMA «KbI3blJT TPAKTOP»,
NMEP®OPMAHC,

2013, KASAXCTAH

FPYMMA «KblI3blJT TPAKTOP»,
NMEPGOPMAHC,

2013, KASAXCTAH




TOMM 310 //ANMAHbBIH ATACbI//
CTPUT-APT, 2013, PECEW
GOLA /¥NY/I CTPUT-APT,
2013, NTANNA

APTBAT2013
ATNTMAT®bI:

K AT A
KEHETM
ToPI3[l

XOBANAP

«3UM» TOMTAMACHI

[IPEXMAI JTATEPb//
WHTEPAKTUBTI MHCTAIIIALINA,
2013, PECEM

«NEBULA» WbIFAPMALLBITBIK
BIPNIECTITI //A/K// APANAC
TEXHUKA, 2013, KASAKCTAH
SALLAMARI RANTALA & KATS
CYBOPOBA //KAPATAMbIM
BATHIPNAP// KANATbIK
WNHTEPBEHLISANAP,

2013, GUHNAHANA — KASAKCTAH
SBINICAV ATABEKOB //EPTOKbIM//
CKYNbMATYPA, 2013, KASAKCTAH
COYIE CYNEMMEHOBA

/IBABAJIAP KONEHKECI// CTPUT-
APT, 2013, KASBAKCTAH

CbIPIbIBEK BEKEOTAEB
/IKbISFANOAKTAP// KANATBIK
CKYNbMTYPA, 2013, KABAKCTAH
CEPIK BYKCUKOB //ANTbIH
LWAPLLUbI/ CTPUT-APT,

2013, KASAKCTAH

TNEXA FTAPUKOBUY //TOPY I/ APAIAC —

TEXHWKA, 2010, PECEN

BAJIEPUW KA3AC //LLer/
WHCTANNALNSA, 2013, PECEW
MAPUA KOLIEHKOBA

/IKOINEHKE// MO3AUKATbIK MAHHO,
2013, PECEV — OAHUA

AHIOPEWN KY3bKUH /1412318 9 16
1-15899 3// NMEP®OMAHC,

2009 - 2013, PECEV

MULLMALL //KEOEPTICI3 XKOITAK//
WHCTANNALNSA, 2013, PECEW
NNOPAH PEMHE //ILUIHOE-
CbIPTbIHAOA/ UHCTANNALINA,
2013, PPAHLINA

MAPAT CAFWUT //ACKAK CE3IM//

WHCTANNAUNA, 2013, KASAKCTAH

XAUM COKON //TIPI M¥PAFAT//
AKLMSA, UHCTANNALMSA,

2013, PECEV

TEOPT VI TPAKVH —BYXAPOB
/IMETA3// UHCTANNALMSA,

2013, KASAKCTAH

AHIOPEN YCTVMHOB

/YNl BAFAHA/ MHCTANNAUMSA,
2013, PECEV

3051 GAIIbKOBA //KANA
BANBANOAPBI/ MHCTANNALMS,
2013, KASAKCTAH

PUKAPL, ®OPEYC

//[BENTICI3TE A3ATTbIK
ECKEPTKILLI/ UHCTANNALMSA, 2013,
WBELMA

APBICTAHBEK LUAJTBAEB
IITUBETMY¥HA// UHCTANNALMSA,
2013, KASAKCTAH

EKATEPVHA CUCOPOHTEC
[ICAHA APXETUITEPI/
WHCTANNAUNA,

2013, PECEN — LUBELA
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«Kbl3blJ1 TPAKTOP» TOBbI ,
MNEP®OPMAHC,

2013, KABAKCTAH

«KbI3blJT1 TPAKTOP» TOBbI ,
NEP®OPMAHC,

2013, KABAKCTAH
]




GROUP 310 //[FATHER OF

THE APPLES// STREET ART,

2013, RUSSIA

GOLA //[HOWL// STREET ART,

2013, ITALY

NEBULA ART GROUP//B // MIXED
MEDIA, 2013, KAZAKHSTAN
SALLAMARI RANTALA & KATYA
SUVOROVA //ORDINARY HEROES//
URBAN INTERVENTIONS,

2013, FINLAND — KAZAKHSTAN
ABILSAID ATABEKOV //THE SADDLE//
SCULPTURE, 2013, KAZAKHSTAN
SAULE SULEIMENOVA

/ISHADOWS OF THE ANCESTORS//
STREET ART, 2013, KAZAKHSTAN
SYRLYBEK BEKBOTAEYV //POPPIES//
URBAN SCULPTURE,

2013, KAZAKHSTAN

SERIK BUKSIKOV //GOLDEN
SQUARE// STREET ART,

2013, KAZAKHSTAN

LEKHA GARIKOVICH //AMBUSH//
MIXED MEDIA, 2010, RUSSIA

ARTBAT2013
ALMATY:

CITY AS
CANVAS

PROJECTS

ZIP ART GROUP

/ITHE REGIME CAMP// INTERACTIVE
INSTALLATION, 2013, RUSSIA
VALERIY KAZAS //GRASS//
INSTALLATION, 2013, RUSSIA
MARIA KOSHENKOVA //[SHADOW//
MOSAIC PANEL,

2013, RUSSIA — DENMARK
ANDREI KUZKIN //14123 18916 1
—15 8 99 3// PERFORMANCE,
2009 - 2013, RUSSIA

MISHMASH //LANE WITHOUT
OBSTACLES// INSTALLATION,
2013, RUSSIA

LAURENT REYNES //INSIDE —
OUTSIDE// INSTALLATION,

2013, FRANCE

MARAT SAGIT //HEAVENLY
FEELING// INSTALLATION,

2013, KAZAKHSTAN

EKATERINA SISFONTES
/IARCHETYPES OF SUBCON-
SCIOUS// INSTALLATION,

2013, RUSSIA — SWEDEN
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HAIM SOKOL //LIVING ACHIEVE//
INSTALLATION, 2013, RUSSIA
GEORGIY TRYAKIN-BUKHAROV
/IPEGAZ// INSTALLATION,

2013, KAZAKHSTAN

ANDREI USTINOV //NOISE
POLE// INSTALLATION,

2013, RUSSIA

ZOYA FALKOVA /ICITY
BALBALS// INSTALLATION,
2013, KAZAKHSTAN

RIKARD FAHRAEUS
//[FREEDOM MONUMENT TO THE
UNKNOWN// INSTALLATION,
2013, SWEDEN

ARYSTANBEK SHALBAYEV
/[TIBETOIL// INSTALLATION,
2013, KAZAKHSTAN

KYZYL TRACKTOR ART GROUP,
PERFORMANCE,

2013, KAZAKHSTAN

KYZYL TRACKTOR ART GROUP,
PERFORMANCE,

2013, KAZAKHSTAN




KAPTA ®ECTUBATIIA
SECTUBAITBAIH KAPTACHI
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