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THE
CHRISTENSEN ®»OH/A KPUCTEHCEHA

FUND

®0HO ocHosaH 8 1957 200y 8 KanugopHuu (CLLUA) AnneHom u KapmeH KpucmeHceHamu, udum C8010
MUCCUIO 8 MOMOWU AOAM U OpP20HU3AUUAM, KOomopble sepam 8 buosozuvyecku pa3Hoobpa3Hbil,
00yxomeopeHHbIl XyO0oHecmeeHHbIMU MPOABAEHUAMU MUpP, U CMAPAOMCA COXPAHUMb MpeKpacHele,
weodpble u uzHecmolikue yKaa0bl ¥U3HU U AaHOWagmeol.

Ana seinonHeHusa ceoeli muccuu ®oHO KOHUEHMPUpPyemcsa HA 2pAHMOBbIX NpPo2pammax 8 namu
peauoHax, a makxe @GUHAHCUPpyem CKB8O3Hble UHUyuamuesl, crnocobcmesyroujue aKmMuU8HoOMy
pacrnipocmpaHeHurw Hoeoli 6uokyanemypHol napaduemel Ha enobanvHom yposHe. QOOHUM U3
npuopumemHolx pe2uoHo8 PoHOa, 8bI6PAHHbIX 3G UX MOWHbIU MOMeHyuaa npomusocmoame 2106a16Hol
3po3uu pazHoobpasus, Hapsady c CesepHoli Aecmpanueli, D2o-3anadom CLUA u Mekcukoli, AgppuKkaHcKuli
pugpmosol 30HOU u MenaHe3uell, agnsemca LleHmpasabHas A3us — UeHMpP MnpPouCXoHOeHUa MHo2aux
8UO008 KynbmypHbIX pacmeHull, pe2uoH CAMbIX PAHHUX 0MNbiMo8 00OMAWHUBAHUA CKOMAd, pe2uoH
6ozameliwezo KynbmypHo20 Hacaedusa U NPeKkPacHbiX AaAHOWagpmos.

®oHO KpucmeHceHa Hauyan pabomy 6 LeHmpansHol A3uu 68 2003 200y, nocsedo8amesibHO
noodepxusaa xpaHumesneli 6UOKYAbMYypHO20 PA3HOOOPA3UA U UX CMOPOHHUKOB 4Yepes MnpoeKkmel,
Komopbele yenybaaau u pacwupAanu MNOHUMAHUE Hepa3pbieHbix ceA3zeli Mewoy KyabmypHbsIM,
AUHeBUCMUYECKUM U buosioc2uvyeckum paszHoobpasuem, YKpenaaau #udHecmolikocms aAaHowagpmos u
CMUMyAuUpPo8aaAU 8 HUX NO3UMUBHble USMeHEeHUA. [Tpumepamu makux Npoekmos Asasemca U 3auuma
CB8AWEHHbIX MEeCm U MpPAaduUyUOHHbIe 3HAHUA KOYEBHUKOB;, CMApPUHHbIe 06psA0bl, C8A3AHHbIE C CEe/MbXO03.
pabomamu, U COXpaHeHUe CeMAH, Npu4YemM He MOJIbKO 8 XpaHuauwax, ambapax u eeHHbix 6AHKAX, HO
Makxe 8 MecHAX, Npumyax, e2eH0ax U CKA3aHUAX;, 3mo U 803poxoeHuUe XapakmepHol 017 pe2uoHa
nompsacarouweli My3olKaabHoU UMIPOBU3AYUUOHHOU Kyabmypbl U COXpAHeHUe pa3HoobpasHbix, bo2amebix
aepoakocucmem; nedaezoauveckue UHHOBAYUU U mMpaduyuoHHble pemecda.

www.christensenfund.org

THE CHRISTENSEN FUND

The Christensen Fund was founded in 1957 in California (USA) by Allen and Carmen Christensen. Its
mission is to back the efforts of people and institutions who believe in a biodiverse world infused with
artistic expression and work to secure ways of life and landscapes that are beautiful, bountiful and re-
silient.

To pursue its mission, Christensen concentrates its grantmaking in five regions as well as on cross-
cutting global initiatives, which promote bjo-cultural themes at the global level. Central Asia is one of
the priority regions, chosen by Christensen for its potential to withstand and recover from the global
erosion of diversity. Other regions include Northern Australia, South-West USA and Mexico, The African
Rift Valley and Melanesia. Central Asia is the center of origin of many important crops, a region with
ancient experience on the domestication of animals; full of rich cultural heritage and beautiful land-
scapes.

The Christensen Fund started its activity in Central Asia in 2003. The program consistently supports
stewards of biocultural diversity and their allies through various projects, which deepen and expand
understanding of the inextricable connections between cultural, linguistic and biological diversity, as
well as strengthen resilience of landscapes and stimulate positive change. Examples of such projects
could be protection of sacred sites, revitalization of traditional pastoralists’ knowledge and ancient cer-
emonies of farming cycles; saving of seeds not only in storage and gene banks, but also in songs, leg-
ends, and stories; the revival of the stunning culture and traditions of musical improvisation; the main-
tenance of rich and diverse traditional agroecosystems; and pedagogical innovations and traditional
handicrafts.

www.christensenfund.org
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BO3BPAUIAACb K NCTOKAM - NEPEOCMDbBLIC/IUBAA CEBA

LWaapbek AMaHKyn

JAupexkmop LleHmpa CospemeHHo20 Uckyccmea «6’Apm KoHmemnopapu»

Mpuctynas K  npoekty «Kouyesoi Jlarepb  UcKyccTs:

XyZOXKecTBEHHOE OCMbICNIEHUE BUOKYNBTYPHOrO Hac/ieaus ropHbIX
NaHpwadTos LleHTpanbHOM A3uM» Mbl HEe 3HaAAW, 4TO cobbITMA B
Halwem obLecTBe NPUBEAYT K KapaMHANbHbIM U3MEHeHUAM 061MKa
CTpaHbl. [lorpy)eHHble B o4epeaHOlM BOAOBOPOT PEBOJIOLUNA,
3aXBaTOB M B/IAaCTHbIX MepefenoB, naea NPOeKTa, CToALaA Hapg,
pamKaMu MONIUTUKU U UFP BAACTU NpM3BaJia HAac K MHOM CTOPOHE.
OHa nos3Bonnia Ham obBpecTu POCKOLWb OCMbICNEHUA, KOTF4a Thbl,
KaK OepBuL, CTOA Ha rope, Habnogaewb cobbiTUA, cosepuas ux.
OTmeuy, 4YTO MOSUTMYECKan HecTabuabHOCTb B CTpaHe CKasanacb
Ha TOM, YTO MPULLIOCH NMEPEHECTU NMPOEKT Ha roA nosxe. B 1o xe
BpeMs, C/I0XKMBLUMECA YCN0BMA, NPpUbBaBUAN MHTEPeC K Kblprbi3cTaHy
M Hallemy MPOEKTy CO CTOPOHbl MHOMMX npeacTaBuTenei mupa
MCKYCCTBA, KOTOpble Mpuexann ANA yvyacTUs B MPOEKTe, TaKum
06pasom, pacliMpuB COCTaB Y4aCTHUKOB.

C no3numMu KypaTopa yxBaTuTb TeMy BUOKYAbTYPHOrO Hacneaus,
O0Ka3aNoCb He MPOCTO MO HECKO/NbKUM MpuyMHam. Bo-nepsbix,
aKTya/NbHble TEHAEHLMU COBPEMEHHOro Wckycctea B CpegHel
A3uu, nogorpesaembie MOANTUYECKMMMU COBLITUAMMU B YAaCTHOCTU B
Kbiprbi3cTaHe, caenanm 4OMUHUPYOWUM TPEHA,0M A4/1A XYA0XKHUKOB,
paboTbl, BbINOJIHEHHbIE B PaMKaXx OCTPbIX MOANTU3IUPOBAHHbLIX TEM.
Bo-BTOpbIX, Cnabas WHTENNEKTyaNbHas MNPaKTMKa B OCMbICAEHUU
3HAYMMOCTU BUOKYNLTYPHOTO Hacneams, Hapagy C MPaKTUYECKU
OTCYTCTBYIOLLMM BHUMaHMEM 0bLLecTBa K 3Tol Nnpobaeme, npusena
K HEKOTOPOW pPacTepAHHOCTM — KaK 3TO Bblpa3uTb WU AoHecTw?
PaboTa Hag OCHOBHOW TeMOW NPOEKTa BblfiBUAA, TaKKe, Nnpobaemy
XYAO0MKECTBEHHOW OPMEHTALMWU NOKANbHbIX XYAOMHUKOB - HUKTO
M3 HUX He paboTaeT ¢ 3TON TeMOM, U YacTo, UX PaboTbl OTpaXKaloT
3aaHHble MHOCTPAHHbLIMM KypaTopamu Tembl C OPUEHTMPOM Ha
mogay. B-TpeTbnx, NOHMMaHNe BUOKYAbTYPHOrO Hacneaus, Kotopoe

o6beaunHuno B cebe ero coctaBasiolmMe: NMPUPOAHOE, KYNbTypHOE,
[OYXOBHOE, /NIMHIBUCTMYECKOE, OKas3aioCb A0BOJbHO WMHTUMHbIM
npoueccom, Tpebyowmm paboTbl CO CBOEN MAEHTUYHOCTbLIO.
MOCKONbKY 3TO NOHUMaHWe BO MHOTOM 3aBUCUT OT JIMYHOIO OMbiTa
M WHAMBMAYA/bHON AMCTAHUMM MO OTHOLWEHWUIO, Hanpumep, K
ob6uwecTsy MmaccoBoro noTtpebneHus, MNOHUMaHWIO CcBO6OAbI M
ecTecTsa.

OcHOBHas KOHUENUMA NpoeKTa CTpouiacb Ha ABYX OpraHW4HO
COeAMHEHHbIX Mexay Ccobolt AelCcTBMAX: KOYEeBOW narepb
MCKYCCTB Ha bepery ropHoro osepa U nposejeHue Ha ero ocHoBe
XYA,0KEeCTBEHHOro CUMMNO3MYyMa 1 3aK10UYNTENbHOM BbICTaBKM paboT
XYAO0MHMKOB. [loc/fie MHOTOUYMCAEHHBIX AWCKYCCMI B Nporpammy
NpoeKTa AOMOAHUTENLHO Bbin BKAKOYEH dpecTuBanb BUAEOPUIbMOB,
KOTOPbIN CTa NepBbiM B pecnyb/iMke MeponpuaTUem, MOCBALLEHHbIM
Teme 6MOKYAbTYPHOro pasHoobpasus.

Ha nepsom sTane npoekTa nepes Hamu cTosa 3afa4a Co34aHuA
atmocdepsbl, pacnosaratwoLelt K Xy40KeCTBEHHOMY UCCef0BaHUIo
6UOKY/NBTYPHOTrO HacneauMa BO BCeX ero nposasaeHuax. [na
adpdeKTMBHOW paboTbl bbln pas3buT Kouesol narepb WMCKycCTB
Ha toKHOM bepery osepa MWccbik-Kynb, B cene Tocop. B 3Tom
NPOCTpaHCTBE 26 XYAOMKHMKOB M3 PasHbiX CTPaH B MHTEHCUBHOM
WMHTENNEKTYya/ibHOM MOUCKe W Auanore, B YCNOBMAX KO4YeBOW
UMBMAM3ALMM (MWL, KUAULLE, PeMec/io) co3haBann cBou paboTbl
M3 MECTHbIX MaTepuasoB OAHOBPEMEHHO, Cco34aBad HoBble
$bOpMbl  UCKYCCTBA, a TaKXe MOAAEPNKMBAA AMANoOr O CBA3U
COBPEMEHHOTO MCKYCCTBA C OKpYKalowel cpefoi v npupoaow,
BAOXHOB/AACH atmocdepoit OKpYKatoLero navpwadra.
BbINONHEHWIO 3TUX 3a4a4 cnocobCTBOBANO MOCELLEeHNE U3BECTHbIX
MEeCTHbIX NPUPOAHbIX AOCTONPUMEYaTeIbHOCTEN, OCYLLeCTBAeHNe
COBMECTHbIX aKUWi, NpoBefeHWe MacTep KNAacCoB C yvacTuem
MECTHbIX KUTeNel U LWKONbHUKOB, AUCKYCCUU, OBMEH MHEHUAMM,

npodeccMoHanbHbIM OMbITOM, CO34aHNe O6BHEKTOB M3 MPUPOLHbIX
Matepuanos noad OTKPbITbIM Hebom. B  KoueBom narepe
MCKYCCTB MOXHO 6bin0  Habnogatb 3ameyvatesnbHblii  Npumep
B3aMMOZEeNCcTBUA TPaAMLMOHHOTO WM COBPEMEHHOro WCKyCCTBa.
MoHUMaHWe KynbTypHOro MHoroobpasusa cnocobcTBOBaNO Ayudllein
KOMMYHUKALUN MEXAY XYAOXMHUKAMM, 3aHWMAIOWMMU eauHoe
[YXOBHOE W KyNbTypHOE MPOCTPAHCTBO. 3a 3TO Bpems Mbl Bce
CAPYKUAUCH, U co3aanack ocobas aTmocdepa, KoTopas, Hageemcs,
BCKOpE NPUHECET CBOM NIOAbI U MNONOKUTENbHbIE Pe3ybTaThbl.

CnefyoWwmm 3Tanom MPOEKTa CTano nposefeHue dectnsans
Buaeoodmnobmos B PecnybnmkaHckom [ome KuHo. PaboTbl, npea-
CTaB/eHHble Ha decTusane, NoAHWManU nNpobrembl KyabTypHOro
pasHoObpasuA € MO3MLUN MECTHbIX U 3apybexkHbix aBTopoB. Kak
MOKasa/nu no3xe pesyabTaTbl, ¢ectusanb BUAO0OUAbMOB 6bin
NpPOCTO HEObXOANM ANA MEeCTHOro coobLecTsa, rae BuaeodUabMbI
NPUBAEKAN BHUMaHMe cneumanmctos u CMU K Teme 6MOKYAbTYPHOTO
pa3Hoobpasus. B nocnegHuit aeHb dectrBansa Hbln KOHKYPCHBbIN
nokas pabot aBTopos U3 LleHTpanbHoi A3umn B popmaTe: BUAEO-apT,
aHUMALMA U KOPOTKOMETPAXKHbIE AOKYMEHTasbHble PUAbMBI.

B 3aK/Nt0MMTENbHOM YacTu NpoekTa 6blna NnpoBeseHa pUHaNbHanA
BbICTaBKa YYaCTHMKOB KOYEBOro narepa WMCKyccTB B Kblprbiackom
HaumoHanbHom ArpapHom YHuBepcuTeTe. BbicTaBKa nokasana, 4to
KoueBOe Hacnegue ApeBHEN LMBUAMU3AUUM SABAAETCA OLHUM U3
BAYKHbIX U HEOBOXOAMMbIX KOMMOHEHTOB A/A CaMOUAEHTUDMKaL MK
M camopeanu3auuu KbIprbi30B W APYrUX KOYEBbIX Ky/AbTyp B
COBPEMEHHOM MUpe.

OCHOBHafA LLEHHOCTb MPOEKTa, Ha MOW B3rNAf4, CoCToAnach B
Aunanore, B TOM, YTO pa3Hble NMOKO/NEHUA XYOOXHWKOB M3 PasHbiX
cTpaH pabotann Bmecte. Camomy B3pOC/OMY Y4aCTHUKY NpoeKTa
ncnosiHMnock 76 net, ato - batblp JKanves, HAPOLHbIW XYAOKHUK
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KbiprbidctaHa, kuonuceuy, u rpaduk, B nocnegHuve ropabl
paboTatowmin B MHCTannaumm n nepdopmaHce. OTmeuy, 4To B
nepuos, y4acTua oH cTan npagesom, 3TO CTano NO3UTUBHbLIM 3HAaKOM
ANA BCeW rpynnbl y4yacTHMKOB. CamoMy MONOAOMY Y4YaCTHUKY
ncnosHmMnocb — 19 net. XyAOXHWUKM, KypaTopbl, 06beanHeHHble
naee NpoeKkTa, U3 pPasHbIX KYAbTYPHbIX TPaAULMKA, CMOMIM He
TO/IbKO 0B6MEHATLCA OMbITOM, HO U UCCNEA0BATb OTHOLEHWUA MEXKAY:
«4e/I0BEKOM M NPUPOJOIN — YeNoBEeKOM W yenoBekom». Kouesoi
narepb UCKYCCTB A3/l BO3SMOXHOCTb MEXAYHAPOAHbIM YYaCTHUKAM
OLLYTUTb NPUPOAY HALLEro Kpas U 3amneyvaTieTb INYHble HabaoaeHUn
M OLLyLWEeHNA, YyBCTBA, cBA3aHHble ¢ KblproisactaHom. OHKM cTanu
CBUAETENAMM SKCTPAOPANHAPHBIX CLEH C BapaHamMu, Koraa Ux MotoT,
Korga uUm ycTpamBatoT 6aHHbIM AeHb B 03epe. Bce 3Tv oulyeHus —
3TO B3MNAA XYAO0XKHMKA, KOTOPbIA AyMaeT O CerofgHAWHeM Mm1upe u o
TOM, KaK Ba)XHO CerofiHA BbIXXMBaTb B TaKOM KPAaCMBOM OKpYKatoLLen

cpefie Ha nnaHeTe. Kak CKasasna ogHa M3 y4aCTHWL, CMMMO3MYyMa:
«ITO OYEeHb KPacWUBbIN, 3ameyaTesibHblii BanaHc mexay npupoaomn
M YeNOBEYECKMM CYLLECTBOM - YAWMBUTE/bHbIA OMbIT KOYEBHUKOB-
MacTyXoB, KOTOPble OTHOCATCA C YBaXXEHWEeM K 3KO/MOrMU U
OKpY*KatoLel nux npupoae».

OKa3anocb, 4YTO 6MOKY/IbTYpHOE HacneAuMe MOXKET CAYXWUTb
0CHOBOW N5 60/iee 06CYKAAEMOT0 CEeroAHa Ananora LMBMAN3aLnii,
MOCKOJ/IbKY, HECMOTPA Ha KYNbTYPHbIE, PEIUTMO3HbIE U COLMaNbHbIe
pasfniMumA, ecTecTBO ABAAETCA WCXOAHOW TOYKOM ANnA Aogen
M3 No60OM TOUYKM MMUpPa M KyNbTYpHOM Tpaauumu. besycnosHbIM
OOCTUNKEHMEM MNpOeKTa f CYMTAD  YHUMKaNbHy aTmocohepy
OTKPbLITOCTM W MPaBAMBOCTM, UYTO, K COXKa/NeHWIO, Aaxke B mupe
XYAOXHMKA y3Ke CTaHOBUTCA pPeaKoCTbio. Ycnex NpoeKkTa B TOM, 4TO
YYaCTHMKM BblM, KaK AeTW, HauMHaNW CBOE WMCKYCCTBO C YMCTOrO
JINCTa — HUKTO He Bbl/l Bblle, HUKTO He Bbla HUKe. XyAO0KHMKM CO
3BaHMEM «HAPOAHbIN», a TaKXKe BCEMUPHO M3BECTHbIE yYacTBOBAIM
HapaBHE C HaAYMHAOWMMKM MONOAbIMU Y4YaCTHUKAMKU. HO HUKTO
He BblAEeNAACA CBOMM NPEBOCXOACTBOM. He 6bi10 HM BOXKAKOB, HU
NMOAYMHEHHDbIX, HUKAKUX MEepapxXMYeckux NecTHUL, CBA3AHHbIX C
onbIToM M npodeccmoHannamom. bbina anwb fobposkenatenbHas,
TBOpYecKan cpesa. MHOKeCTBO PasHOO6Pa3HbIX SMOLMIN YUaCTHUKK
NOMIY4MAN BO BPEMA Y4acCTMA B TBOPYECKMX IKCMNEpuMMeHTax, npu
3TOM, fA3blK WUCMONIHEHUA U TeXHWKa, Kakon 6bl NPUMWUTUBHOWN,
HaMBHOW WU [OETCKOW OHA He Ka3anacb Ha nepsbli B3rnag, 6bian
NMOHATHbI NtO6OMY HeI0BEKY, HE3aBUCUMO OT YPOBHA 0Bpa3oBaHmA 1
NPUHAANEXHOCTM K TOW MAN MHOM KyAbType.

MOXHO CKasaTb, 4TO 3TO 6blI0 KaK OAMH MNPEKPaCHbIA MWUT.
CHavyana MHOrMe He 3HaaW APYr ApPyra, a NOTOM BCE CAPYKUAUCH.
3tomy cnocobcTBoBana HoBas aTmocdepa - PALAOM C 03e€pOM U
ropamu, AepeBeHCKan efa U Kaxkao4HeBHbIN Taxenbl Tpya. Koraa
NOAN CTanM XUTb He 61aroycTPOeHHO, a B YCA0BMAX CE/bCKOM
MECTHOCTW, OKa3aBLUIMCb B JIOHE MNPUPOAbI, Yy BCEX MOoABMAACH

)Kaxpa TBOpYecTBa, Bce 6blM HAaCTO/bKO CBOBOAHbLI, YTO MOTIU
cebe NO3BONNTbL MHOTME BeLLM, KOTOPble He MOTYT MO3BOIUTL B
UMBMAM30BAHHOM obwecTee. OHM MOYYBCTBOBAAM eLMHCTBO,
notomy 4yto obef, YKWH, 3aBTpak — Bcerga 6bian Bmecte. Mo
Beyepam BMeCTe Menu W KIAU KOCTPbl, CMOTPEenn Ha 3Be3fbl,
M 3Ta nNpupogHas cpepa cbausmna mHorux ntogein. MHorue
XYLOKHWKW KUBYT B Meranoauncax, 8 ypbaHusnpoBaHHOM cpege v
no4yT 99% yyacTHUKOB 6bIAKN U3 TOPOAOB. HO 34ech OHM BCe CTanu
COBEpPLUEHHO APYrMMU U OTKPbIZIN HOBbIE FPaHU CBOEro Ta/laHTa.

B Hawe BpemAa rnobanusaummn, UHTErpauuuM pasanyHbIX
coobLlecTs, pa3BUTUA NepefoBbIX TEXHONOMMI U HAYYHOrO Npo-
rpecca NPoOMUCXOAMUT CAUAHUE, obbefUHeHMe, CTUPaHUE TpaHuL,
MeXAy Hapofamu M KynbTypamu pasnyHbIX CTpaH. Bmecte c
TeM, KaXAblil HapoA CTPEMUTCA COXPAHUTL CBOIO CamMObBbITHOCTD,
Tpaguumu, obbluan, TBopyeckoe cBoeobpasme. B aTux ycnosuax
B KbiprbiscTaHe cOCeACTBYET MHOXECTBO Pas/IMYHbIX HauWi,
COUMANbHbIX W KYAbTYPHbIX T[Pynn, BWAOB TPaAULMOHHOIO
MCKYCCTBA, KOTOPOE MOXKeT BbITb UHCMIMpPaALMe 418 COBPEMEHHOTO
MCKycCTBa.

Henbsa He OTMEeTUTb 6e3ycn0BHbIN couuanbHbIn
BKNA4 NpOeKTa, KOoraa XYAOMHWUKM W3 pasHbIX CTpaH mumpa
obpawanvcb K oblwecTsy ¢ MaHMbeCTOM, cofepKaumM NpPU3bIB
COXpaHUTb b6MOKy/NbTYpHOE pa3Hoobpasue, Kak uYacTb cebs,
CBOElM WAEHTUYHOCTU. B 3TOl CBA3M, XO4y BbIPAa3UTb 0CObYylO
6narofapHocTb PoHAy KpucTeHceHa 3a reHepasibHYo NOAAEPHKKY
NpoeKTa ¥ BHUMaHMe K CTO/Ib PeKON B Halleln «peanbHOM XU3HU
nepemeH» Teme. TaKe, Bblpaxkato 6narogapHocTb MoconbcTBy
®paHumn B KbiprbidctaHe, XaaTt PuprkeHcu buwkek, LeHTpy
6MOKYNbTYpPHOro pasHoobpasma Kbiprbi3ckoro HauMoHanbHOro
ArpapHoro YHuBepcuTeTa M Bcem, KTO Obln 3ageicTBOBaH
B MNpOeKTe Ha CTaguMu ero noAroTOBKM UM BOMJOLWEHUA,
NpPOLEeMOHCTPUPOBAB B3aMMONOMOLLb U NOAAEPXKKY.

Mo cBoum macwTabam, npeacTaBAEHHOCTU YYACTHUKOB W
oxBaTy (reorpadua cTunei, HanpaBAeHUI M KAHPOB) HaACTOALMI
NPOeKT He Mmen npeueneHTa B Kblprbi3cTaHe, nNpesocTaBuB Ham
BCEM YHWKaNbHYO BO3MOXHOCTb TBOPYECKOrO COTPYyAHMYEcTBa,
3HTY3Ma3M, OTKPbITOCTb U A0OPOXKENaTENbHOCTb, COMPUKOCHOBEHMWE
C NPUPOAOHN, KYIbTYPON U UCKYCCTBOM. be3ycnoBHO, 3TO 3HauMmoe
CobbITUE B KYNIbTYPHOM KM3HU HE TO/bKO Kbiprbi3cTaHa, HO U BCEro
CpefHea3naTcKoro permoHa.

M3 06LWeHUA € y4acTHUKAMM NpoeKTa A ybeauacs, 4To oH 3asan
TBOPYECKUI MMNYNbC ANA MHOTUX. B Haw Bek ypbaHu3auuu, korga
CylLecTBYeT Takaf npobnema, Kak WMCYE3HOBEHWE YHUKANbHOCTU
OTAENbHbIX KyNbTYp U BUoorMyeckoro pasHoobpasus, oT KOTOPOro
3aBUCUT BbIXKMBaAHWE YE/0BEYECTBA, UMEHHO XYA0XHUKN CNOCOBHbI
06HaXKMTb 3TU NPOBNEMBI, 3aCTaBUTb NOAEN 334YMATbCA , UCNONb3YA
A3bIK COBPEMEHHOro UCKyccTBa. Bonpocbl HauuoHanbHOU ¥
KYNIbTYPHOU MAEHTUYHOCTM, TAPMOHUUN NPUPOAbI U YCKOb3AOLWLEro
BPEMEHU 0OHAXKMAUCH AR HAC OCTPEe M 3afanu NepcneKkTUBy ANA
PasMblLUEHUI U SKCMEPUMEHTOB, KOTOPbIE, A YBEPEH, KaK KPYru no
BoAe ByayT elle AONTO PACXOAUTHCS.

Haw npoeKkT umeeT [AOArOCPOYHbIE LEAW MO  CO34AHUI0
L,EeNCTBYIOLLEro Ha NOCTOAHHOM OCHOBe «KoyeBOoro lareps UCKYCCTB».
OCHOBHbIM pe3ynbTaToM W BKA3ZOM AnA obuwecTsa cTaHeT
co3faHne MexAyHapoaHoW nnatdopmbl coTpyaHuyecTBa ¢ chdepe
COBPEMEHHOro MCKYCCTBa M My3es Mo OTKpbITbiM Hebom. Hauano
My3€en MOJIOXKEHO HAWMM NPOeKToM M, 6e3ycnoBHO, HeobxoaMmo
npoAo/KaTh 3Ty Tpaauumio. Ha 3ToW OCHOBE MOXKHO OXWMAATb
NoAB/JEHUA HOBbIX PaboOT M TBOPYECKMX UHWULMATUB BCEX KTO Obin
33/,eMCTBOBaAH B 3TOM MpoOeKTe. JIMYHO ANA MEHA MPOEKT OTKPbIA
HOBble NEePCNEKTUBLI A7 PAa3MbIWIEHWUI U TBOPYECKUX HAYUHAHUIA,
M A HajelCb BOMJOTUTb UX B CAeAylolWMX UHULMATUBaAX «B'ApT»,
KOTOpble He 3aCTaBAT cebs KAaTb Nocae CTO/b YCMEWHOro Ha Mo
B3/1A4 3KCNEPUMEHTA, KaK «KoueBol narepb MCKYCCTBY.
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GOING BACK TO BASICS — A RETHINKING

Shaarbek Amankul
Director Center for Contemporary Art «6’Art Contemporary»

In the initial development of the project Nomadic Art Camp:
Reviving Bio-cultural Heritage of Central Asian Mountain Landscapes,
we did not foresee how tumultuous political events would lead to
such drastic changes in the appearance of our nation’s landscape.
Conceived during a time of whirlwind revolutions, conquests, and
power redistribution, the idea of the project, standing in contrast to
the policy framework and competing authorities, couldn’t have come
at a more crucial time. Like a dervish standing on a hill watching the
activities of the events in the valley below, this project allowed me to
gain a better understanding of luxury as | observed the dynamic ex-
change of artistic energy. | should note that political instability in the
country forced us to push the project back a year later. Ironically, cur-
rent conditions have added international interest in Kyrgyzstan and
to our project, with many respected professionals in the international
art community journeying to participate in our Nomadic Art Camp.

Acting as a curator for bio-cultural heritage was not easy for sev-
eral reasons. First, the current trends of contemporary art in Central
Asia, fueled by political events in Kyrgyzstan in particular, have domi-
nantly favored artists whose work highlighted themes supported
within the politicized realm. Second, in Kyrgyzstan there is currently
only a weak intellectual practice in understanding the importance of
bio-cultural heritage, along with virtually no public attention to this
problem. This led to some confusion — what was the best way to ex-
press and convey these issues? Work on the project also identified
a problem in the creative orientation of local artists — none worked
within this theme, and usually only reflected the local culture through
an external curator’s perspective and topic. Third, understanding bio-
cultural heritage — including natural, cultural, spiritual, and linguistic
element —was an intimate process that required working closely with
each individual. This understanding is largely dependent on person-

al experience and individual distance in relation to, for example, a
society of mass consumption or the understanding of freedom and
nature. It was therefore imperative to bridge the gaps between par-
ticipating artists of different cultures.

The basic concept of the project was based on two organically
interconnected parts: the Nomadic Art Camp, consisting of an artistic
symposium, workshop, master classes, and the presentation of the
final exhibition of works by artists. After much discussion, the organ-
izers added the Nomadic Video Festival to the program, which be-
came the first regional film festival dedicated to issues of bio-cultural
diversity.

In the first phase of the project, we were faced with the task of
creating an artistic atmosphere to inspire the study of bio-cultural
heritage in all its manifestations. For this we selected a nomadic camp
on the southern shore of Lake Issyk-Kul, in Tosor village. In this space,
26 artists and curators from Kyrgyzstan, Tajikistan, Kazakhstan, Tur-
key, Mexico, France, Spain, and Japan gathered in an intimate intel-
lectual setting to begin a dialogue within this nomadic settlement
complete with traditional Kyrgyz food and housing. From here, they
created their own works, using local materials to create new forms of
art as well as a dialogue about how contemporary art deals with the
issues of the environment and nature. The atmosphere and surround-
ing nature of Tosor village perfectly complemented and helped along
these goals. Further education on the natural landscape of Kyrgyzstan
was provided through field trips to well-known local natural attrac-
tions, joint master classes and workshops with the participation of
local residents and students, and a series of discussions and informal
exchanges between participants from different professional back-
grounds. The works created at the Nomadic Art Camp were profound
examples of the interaction between traditional and contemporary
art. One of the many positive outcomes resulting from the artists

sharing a common cultural and spiritual space was a heightened un-
derstanding of cultural diversity, which promoted better communica-
tion. During this time, we all made many friends, and it is my hope
that these friendships will endure and promote positive growth and
fruitful work in the years to come.

The next stage of the project was the Nomadic Video Festival at
House of Cinema in Bishkek. Work presented at the festival raised
issues of cultural diversity from the perspective of both local and in-
ternational filmmakers. The Nomadic Video Festival was extremely
advantageous for the local community, as these videos have turned
the attention of experts and the media to the subject of bio-diversity.
The final day of the festival featured a competitive display of works by
filmmakers from Central Asia in the forms of video art, animation and
short documentaries.

The project concluded with an exhibition of contemporary art
in the Kyrgyz National Agrarian University. The exhibition illustrated
how the nomadic heritage of ancient civilizations is an important and
necessary element for self-identification for the Kyrgyz people as well
as other nomadic cultures in the modern world. The most significant
value of the project, in my opinion, were the robust dialogues that
took place, and the fact that different generations of artists from dif-
ferent countries were brought together. The most celebrated adult
participant of the project was 76 year-old Batyr Djaliev, Kyrgyz folk
artist, painter, graphic, installation and performance artist, who be-
came a sort of grandfather figure to the entire group of participants,
including a 19 year old artist — the youngest participant of the project.
Artists and curators contributed to the idea of the project by calling
upon the wisdom of their unique and varied cultural traditions. They
not only shared their experiences, but also began to investigate the
relationships between man and nature, and man and man.
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Nomadic Art Camp provided an opportunity for participants to
experience the natural landscape of our region and augment this with
personal observations and feelings, in addition to specific feelings
about our country and its people. Participants witnessed the tradi-
tional methods in which we prepare our sheep for a feast. They felt
the relaxation and simple pleasure of a bathing day on the shores of
Lake Issyk-Kul. All of these memories are integral for a modern artist,
who must reflect on the world today and man’s interactions with this
sacred and beautiful planet. As one of the participants of the sym-
posium said, «It is very beautiful here, a wonderful balance between
nature and human life. It was a wonderful experience to see nomadic
herders, who treat their surrounding environment with respect and
care.»

We discovered that bio-cultural heritage could serve as a basis
for a dialogue across cultures, because in spite of cultural, religious

and social differences, nature is the starting point for people from all
over the world and a core element of cultural tradition. This project
achieved a unique atmosphere of openness and honesty, which un-
fortunately is becoming a rarity even in the artistic world.

The project was successfully designed so that all participants
would begin on the same level — from scratch. This way, no one
had any advantage over the others. Internationally recognized art-
ists worked alongside younger, more novice participants. Yet no one
stood out as more exceptional than anyone else. There were no lead-
ers, no subordinates, and no hierarchy associated with experience or
profession. It was truly a creative, supportive environment. Partici-
pants had much to gain from these open experiments with language,
performance, and technology, no matter how primitive or childish the
exercises initially seemed.

It was a beautiful moment for art and intercultural exchange.
Most participants came to the Nomadic Art Camp without knowing
anyone else, but they soon made close connections. It helped that
they were all thrown together into a new atmosphere—between a
lake and a mountain range, complemented by rustic food and every-
day hard work. Tosor village is not a well-developed area. The rural,
natural landscape inspired a drive for creativity, and afforded a de-
gree of freedom of expression that cannot usually be found in many
“more civilized” societies. Participants found meaning in simple luxu-
ries that many cultures now take for granted — eating meals togeth-
er, singing by the fireside, looking at the stars, and appreciating the
wilderness that envelops them. Many of these artists live in big cities
— in fact almost 99% percent of participants were from urban areas.
Here, they were quite out of their element and this helped them open
up new channels for creative thought.

In our current time of globalization, the integration of different
communities, the development of advanced technology and scientific
progress help to merge and erase the boundaries between people of
different cultures and nationalities. However, each nation must still
seek to preserve its own identity, traditions, customs, and creative
originality. Kyrgyzstan’s neighbors are comprised of many different
nationalities, social and cultural groups, and have a diverse array of
traditional art forms. The familiarization with these varying lifestyles
can serve as inspiration for our own artistic practices. During this
time of urbanization, there is a discernable problem of disappearing
uniqueness of individual cultures and biological diversity. Mankind’s
survival depends on resolving these issues. Artists can help with this
process by addressing these problems through contemporary art.

The extensive contributions to this project should not go
unrecognized, in view of how artists from around the world collaborat-
ed to present a manifesto to the public declaring the need to preserve

bio-diversity as a part of their identity. In this regard | wish to express
special thanks to the Christensen Fund for their generous support of
the project and dedication to our «Changing the World» theme. Also,
| express my gratitude to the Embassy of France in Kyrgyzstan, Hyatt
Regency Bishkek, Center Biocultural Diversity of the Kyrgyz National
Agrarian University and to everyone who was involved in the project
at every stage of preparing and implementing it.

The scale, scope and representation of participants in this project
(geography, styles, trends and genres), had no previous precedent
in Kyrgyzstan. This endeavor has truly become a landmark project
in many ways. Realizing this project required a strong creative drive.
Questions of identity, harmony, and the relevance of nature served
to sharpen our perspectives and promoted new thoughts and experi-
ments, which I’'m sure as circles on the water will be dispersed over a
long period of time. This was a significant event not only in the cultur-
al history of Kyrgyzstan, but to the entire Central Asian region as well.

Our project has a long-term goal of operating the Nomadic Art
Camp on an ongoing basis. The ultimate objective and societal con-
tribution of this project is to create an international platform of co-
operation within the field of contemporary art and the opening of
an open-air museum, starting with the museum created in the begin-
ning of our project and building on this tradition. We can expect the
emergence of new work and creative initiatives from all who were
involved in our project. This project has opened up new perspectives
of thinking and creative endeavors for me personally, which | plan to
incorporate into future initiatives launched by B’Art after such a suc-
cessful experiment with our Nomadic Art Camp.
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MEXAYHAPOAHbBIVW KOYEBOW JIATEPb UCKYCCTB

CapsuHo3 XoOxuesa, uckyccmsosed

Cekpemape MpaeneHusa Coto3a XyO0HHUKO8 M0 C8A3AM € 0bwecmaeeHHocmobto Pecnybauku Taoxukucma

[nasHoM 3apaven COBPEMEHHOro MCKyCCTBA CTpaH
LleHTpanbHOM A3un sBnseTcs GopMMpPOBaHME HOBOFO MbILLIEHMA,

CMeHa WAeo/soTuM U BHEAPEHUE WHHOBALMOHHBIX CPEACTB,
CnocobCTByOWMX nporpeccy. B coBpemeHHoOW KynbType LA
Mbl  BUAMM CTPEeM/IEHWE K COXPaHEHUID Hacneaus, CBOeM
HaLMOHaNbHOW U  KyNbTYPHOW WAEHTUYHOCTM, CTPEMEHUE K
AManory c KynbTypamu Apyrux CTPaH U HapOA0B, YUTO U OTPaAXKaeTca B
npoekTe MexayHapoaHoro ¢ectmsana «Ko4yeBoi narepb UCKYCCTBY,
NOCBALLEHHOro NPo6ieMam KysbTypHOro pasHoobpasus.

MHol co3paH onpeaeneHHbl BuAeomatepuan no AaHHOM
npobnematuke B BUAE TENEBU3MOHHbIX CHOXKETOB O TBOpYECTBe

MHOMMX COBPEMEHHbIX XYAOMKHWKOB, a Takxe 6eces C HUMMK O
pa3sBMTUM UCKYCCTBA, B KOTOPOM OTPAXKAETCA CEroAHALWHUIA
Mup. U 6bi10 04eHb UHTEpecHo HabalaaTb HAa AAHHOM MPOeKTe
MeayHapoaHoro «KoueBoro snareps MCKYCCTB», KaK XYAO0MHUKM
BMeCTe C KypaTtopamu W3 pasHblX CTpaH CO34aBajiu HOBble
MHTepecHble wuAeiHble paboTbl, oborawas Apyr Apyra Bce
6onee  HOBbIMM  MoJavamMu  XYAOXKECTBEHHOro  mpolecca.
OuuieHne UCKycCcTBa M OBHOB/EHWE XYLOXECTBEHHOro A3blKa
TpebyeT HOBbIX, CBEXUX CUA, CBOBOAHLIX OT MHOTOBEKOBOrO
onbiTa  u3obpasuTenbHoro  uckycctBa.  CerogHsa,  Korga
WCKYCCTBO BbIHY>/AEHHO BbIKMBATb B CYLLECTBYIOWMX peanunsax,

XYAOXeCTBEHHble MPOEeKTbl MPU3BaHbl  MNONYAAPU3NPOBATL U
cnocobCcTBOBaTbL MEPEOCMbIC/IEHUIO  LLeHHOCTE  COBPEMEHHOTO
obuecTtsa. YBennyeHve pasHoobpasns BHyTpu obLiecTsa genaeT ero
6onee CUbHBIM U YyCKOpAET pa3sutue. Bee KynbTypbl v LMBMAK3ALMK
OBUKYTCA B O4HOM Hamnpas/ieHUK, B CTOPOHY BONbLIEro yBaXKeHun
JINYHOCTK, ee 6oNblUEN TONEePaHTHOCTMH.

Ha atom mexxayHapogHom «KoyeBOM narepe UCKYcCTB», KOTOPbIN
B MepBoOW YacTu npoxoann Ha bepery o3epa Uccbik-Kyab, cobpanuco
XYAOXKHUKM U KypaTopbl pasHbiX cTpaH: TaaxukucTaHa, KasaxctaHa,
KbiprbidctaHa, Typuun, ®paHuum, UcnaHum, MeKcukmy, fepmaHum u
ANoHWMM. Kaxapbll y4acTHWK BHEC CBOW BKAag, B CO34aHME UTOroBOWM
BbICTABKM W, CamMoOe [MlaBHOE, COBMECTHaA paboTa u obLieHne fanm cBou
naoapbl oboraweHns 1 BHeCEHUA Pa3HOO6PasMA B KaXKA0ro yYacTHUKA,
3 PaBHO B KaXKAY0 CTPaHY YYaCTHMKA TaK, Kak KaxkAabli, BHOCA B CBOIO
pPaboTy KynbTypy CBOEro HapoAa, YHOCWMA € cOBOM 3HAHMA 1 OMbIT APYroro.
B pamKax npoekTa cToAna 3afaya, He TO/IbKO NO3HAKOMUTL 3puUTenei
C COBPEMEHHbIM WMCKYCCTBOM, B3MNIAHYB HA BbICTABKY C Pa3/IMYHbIX
TOYeK 3peHusA, HO W JaTb BO3MOMKHOCTb Pa3peLnTb XYAOXKHUKaM
coobuia co3aaBaTb MHOOPMALLMOHHOE Mosie, B KOTOPOM BblparkaeTca
WX BHYTPEHHUI MUP. XYLOMHMK BCerga cTapaeTcs oboralatb CBOé
MWPOBO33PEHNE U KyNbTypy HaLMi, 0OMEHMBAACb MAEAMM BO BCEX
06/1aCTAX UCKYCCTBA: KMBOMUCH, CKY/IbNTYPbI, APXUTEKTYPbI, BUAEO apT
nT.4. Naes npoekTa faéTt NnpaBo Ha cBOOOAY MbILWNEHMA U TBOPYECTBA,
HO W eA1Ha B CBOEM HamnpaBaeHUMN.

McKyccTBO npu3BaHO MNOAYMHUTBL 3pUTENA, 3acTaBuUTb ero,
4acToO He nojo3peBaloWero, CTaTb YacTbl XYAOXKECTBEHHOro
npouecca. Xy4O0KHUK MNpU3biBaeT CaMOro 4esioBeKa W3MeHATbCA,
[enatbCa COBEpPLEHHEee, YTO MNOYYyBCTBOBA/OCb BO BTOPOW
yacTM npoekta ¢ectuBana BuageoduabMoB No npobaemam
KYNbTYPHOTO pa3Hoobpasun yepes ApKue, 3pennLLHblIe
NPOEKTbl aBTOPCKOrO BbICKAa3blBaHWA M BOBJIEYEHUA 3puUTeNna B
NPOCTPAHCTBO COBPEMEHHOro MCKyccTBa. O6LWECTBO NPUHMMAET
BbI30B HOBOTO BpemeHu, Tpebywuwero cBoboabl BbipakeHUs,

YTOObl XY[0KECTBEHHOE COBPEMEHHOE WMCKYCCTBO CTasN0 BAXKHOW
OBUXKYLLEN CUION NPOrpecca, OCHOBHbIM CPEACTBOM AOCTUMKEHUA
€MHCTBA B Ky/IbTYPHOM pa3Hoobpasuu.

MepBblit WAr K Hayany COBMECTHOTO TBOPYECTBA XYAOKHUKOB
pasHbIX CTpaH no npobnemam KynbTypHOro pasHoobpasua —
COCTOANCA TaK, Kak camMa WuaeAa WTOroBOW BbICTaBKW, KOTopas
npowna 8 Kbiprboiackom HaunoHanbHom ArpapHom YHuBepcutete
ABWNACb He TOJIbKO PACKPbITUEM BCEX BHYTPEHHWX NOTEeHLManoB
YYaCTHUKOB, HO COTPYAHMYECTBOM U AMANOrOM PasHbIX KyabTyp.
McKycCcTBO [0O/KHO He TONbKO pafioBaTb a3, HO M 3acTaBUTb
3puTena 3agaymatbca. XYAOXMHWMKM [OMKHbI OblTb XYA0MKHUKaMM
cBOero BpemeHu. M, koraa nyabc TBOpYecTBa COBNaAaeT C Ny1bCOM
BPEMEHM, TOorAa MOMHO CKas3aTb, YTO TBOPYECTBO MOJOAOr0
XYZAOXKHMKA OTBEYAET COBPEMEHHbIM TpeboBaHUAM.

CTpemneHue K AeMOKpaTuyeckum csobogam MoryT npegocra-
BUTb  XYAOXHMKAM HOBble NepcrnekTUBbl ANA  TBOPYECKOM
0EATeNbHOCTU, Pas3BUTUIO HOBbIX TEXHO/MIOMMA B WMCKYCCTBE,
cnefoBaTeNbHO, HOBOTO MbilwieHUA. HblHe MCKYCCTBO pa3BuBaeTca
€CTeCTBEHHbIM MyTeM W JIMWEHO BCAKOW CUCTEMHOCTU. TBop-
yeckas cBoboga MmacTepa MNpPOUCTEeKaeT M3 ero CobCTBEHHbIX
r'YMaHUCTUYECKUX WAEAN0B, JIMYHbIX WHTEPEecoB, KOTOPbIMWU OH
CTPEMUTCA BO3AENCTBOBATb HA 3puTens. Takoe paclwmpeHue 3agay
MCKYCCTBA M MHULMATMB XYAOXHWKA COMPOBOMAAETCA pa3BUTMEM
NAOAOTBOPHbLIX MAEN, MOMCKOM HOBOW CW/bl MPOM3BEAEHUA, ero
3MOLMOHANBbHOCTU. XyAOXKECTBEHHAA KyNbTypa CTOUT CerogHs Ha
pyberke HOBOro atana pasBUTUA MHHOBALMOHHbLIX popm nepenayn
MWPOBO33PEHNA, N TNaBHAA 334a4ya IEKUT Ha MNJieYax OpraHM3aTopoB
TAaKMX MNPOEKTOB, KaK MeXAyHapoaHblii cumnosnym «Kouyesoit
narepb UCKYCCTB: XyA0XKeCTBEHHOE OCMbIC/eHMe BUOKYAbTYPHOro
Hacnegusa ropHblx naHawadTos LeHTpanbHOW A3uu», KoTopble
NMOMOTatoT PACKPbITb U NPUYMHOXUTb BCE TBOPYECKME MOTEHLMAbI
YYAaCTHUKOB W NPOABUHYTb COBPEMEHHOE WCKYCCTBO BNepés,
pa3BMBaA MEXKYNbTYPHbIN Ananor.
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INTERNATIONAL NOMADIC ART CAMP

Sarvinoz Hojieva, art critic

The Secretary of Public Relations of the Union of Artists of the Republic of Tajikistan

The main task of contemporary art in Central Asia is the forma-
tion of new thinking — a change in ideology and an innovative means
to facilitate progress. In Central Asian contemporary culture, we see
the desire to preserve the heritage of national identity, alongside the
desire for dialogue with other cultures and peoples. This dedication
to issues of cultural diversity was the primary focus of the recent in-
ternational festival, Nomadic Art Camp: Reviving of Bio-Cultural Her-
itage of Mountainous Landscapes of Central Asia.

| created a video on the subject, in the form of television stories
about the work of many contemporary artists, as well as conversa-
tions with them about how the development of art reflects today’s
world. It was fascinating to watch the unfolding of the International
Nomadic Art Camp. Artists, along with curators from different coun-
tries, created new and interesting ideological works, enriching all in-
volved, and ultimately creating new feeds to the artistic process.

Updating and purifying art and artistic language requires new,
fresh energy, free from centuries of practice in the fine arts. Today,
artis forced to survive in the existing realities, and art projects are de-
signed to promote and encourage a rethinking of modern societal val-
ues - increasing diversity within the community, making it stronger,
and encouraging further development. All cultures and civilizations
should move in one direction - toward greater respect and tolerance
for the individual.

At the International Nomadic Art Camp, which began on the shore of
Lake Issyk-Kul, artists and curators gathered from a multitude of dif-
ferent countries: Tajikistan, Kyrgyzstan, Kazakhstan, Turkey, France,
Spain, Mexico, Germany, and Japan. Each participant contributed to
the creation of the final exhibition. Teamwork and communication
brought concentration and diversity to each project, and every par-
ticipant’s country and culture was represented in the work of its peo-
ple, carrying with it a knowledge and experience of another foreign
land.

This project was an opportunity to introduce audiences to new
forms of contemporary art, and encourage them to look at the
exhibition from various perspectives. But it also enabled artists
to work together to create an information cache in order to bet-
ter express their inner worlds. The artist is always trying to en-
rich their worldview and knowledge of other cultures, exchang-
ing ideas in all fields of art: painting, sculpture, architecture, video,
etc. As a result, the project gave the right to individual freedom of
thought and creativity, but was ultimately united in its presentation.

Art can subdue the viewer to make them, often unsuspecting,
part of the artistic process through which the artist encourages the
person to change, perfect, and add to the work or themselves. This
was strongly felt in the second part of the project, the Nomadic Video

Festival, also centered on the idea of cultural diversity. Through the
bright, spectacular designs and statements, the audience became
directly involved in the realm of contemporary art. Society accepts
the challenge that modern times require freedom of expression,
and contemporary art has become an important driving force for
progress, the primary means of achieving unity in cultural diversity.
This was undoubtedly a crucial step towards the joint work of artists
from different countries on issues of cultural diversity. The final exhi-
bition, held at the Kyrgyz National Agrarian University in Bishkek, was
not only a showcase of the internal capacities of participants, but rath-
er a display of cooperation and dialogue between different cultures.

Art should not only please the eye, but should also make the
viewer think. Artists should be artists of their time. And when the
pulse of creativity coincides with the pulse of time, we can say that
the creativity of the young artist meets modern requirements.

The desire for democratic freedom can provide new opportuni-
ties for artists. Creative projects and development of new technolo-
gies in art can create new thinking. Art can now develop naturally,
devoid of any systematic requirements. Creative freedom stems from
each artist’s own humanistic ideals and personal interests, which
they employ to influence the viewer. This expansion of the task of
art and artist initiatives, accompanied by the development of new
ideas, leads to new strength in the overall body of artistic work.

Artistic culture is now at the turn of a new stage in development
of innovative forms of communication philosophy. The task now lies
on the shoulders of the organizers of such projects as the Internation-
al Nomadic Art Camp, which helps to expand and multiply the crea-
tive capabilities of participants and propel contemporary art forward
towards developing a more comprehensive intercultural dialogue.



YYACTHUKWN / PARTICIPANTS

YnaH bameipbekos (Koipabiscmar) / Ulan Batyrbekov (Kyrgyzstan)
CynmaH bokoHb6aes (Kbipabizcmat) / Sultan Bokonbaev (Kyrgyzstan)

bomacaH (bomazo3 Epzanuesa, KasaxcmaH) / Botasan (Botagoz Ergalieva, Kazakhstan)

AnekcaHOp BepewaauH (KeipabizcmaH) / Alexander Vereshchagin (Kyrgyzstan) CUumMIiToO3INYM XYy ,[l OMMHMUKOB
Bameip Axcanues (Kvipabizacmat) / Batyr Djaliev (Kyrgyzstan)
SYMPOSIUM OF ARTISTS

JluoHesns Kambrope (bpaHyus) / Lionel Camburet (France)

Pacyn Koukopbaes (KbipebiscmaH) / Rasul Kochkorbaev (Kyrgyzstan)
Cadeipbex Makees (Kbipabiacmat) / Sadyrbek Makeev (Kyrgyzstan)
EseeHuli Makwakoe (Keipebizacmat) / Evgeny Makshakov (Kyrgyzstan)
Cunssu MapwaHo (®paryus) / Sylvie Marchand (France)

UpuHa Macnukosa (Kazaxcmar) / Irina Maslikova (Kazakhstan)
Pakesnb Podpueec (McnaHus) / Raquel Rodriquez (Spain)

Anmacbex CamuduHos (Keipabizscmar) / Almasbek Samidinov (Kyrgyzstan)
Anbbepmo ®epHaHdes (Mekcuka) / Alberto Fernandez (Mexico)

Teeu XopHb6pyK (fepmaHus) / Tavy Hornbrook (Germany)

MypodxoH Lllapugos (Tadxwukucmar) / Murodjon Sharifov (Tajikistan)
CynalimoH LWapugu (Tadxurkucmat) / Sulaimon Sharifi (Tajikistan)
Skmen Ipmat (Typyus) / Ekmel Ertan (Turkey)

& PeH Amayuyu (AnoHus) / Ren Yamauchi (Japan)

YyacmHuKu coemecmHsbix akyuli / Participants of public action

®damux Aydo2dy (Typuyus) / Fatih Aydogdu (Turkey)

Cepuk bykcukos (KazaxcmaH) / Serik Booxikov (Kazakhstan)

Mapk Mepcoe (bpaHyus) / Marc Mercier (France)

Bbakmeibek Mycaes (Kbipabiscmat) / Baktybek Musaev (Kyrgyzstan)
KapumxaH XacaHoe (Keipesbizacmat) / Karimjan Hasanov (Kyrgyzstan)
CapsuHo3 Xooxcuesa (TadxcukucmaH) / Sarvinoz Hojieva (Tajikistan)

KOYEBOW JIATEPb UICKYCCTB TOCOP
JeHus 3p6ac (Typyus) / Deniz Erbas (Turkey) NOMADIC ART CAMP TOSOR

27.08-02.09. 2011
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nomadicartcamp

CUMMNO3UYM XYAOXKHUKOB / SYMPOSIUM OF ARTISTS

YCTAHOBKA IOPTbl. COBMECTHAA AKLMNA
OB MWUN BUJ NTATEPA

YURT BUILDING. PUBLIC ACTION
GENERAL VIEW OF THE CAMP
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CO CTPOUTE/NIBCTBA OPTbl HAYNHAETCA APXUTEKTYPA

damux Aydoedy

Meicau o npoekme «Kouesoli /lazepb Uckyccme», npowedwem Ha o3epe Mccbik-Kynb u 6 2opode buliKex.

A LO/MKeH NpU3HATLCA YTO, KOr4a MeHA npurnacuam netom 2011 r.
B KbIproi3cTaH MPUHATHL yyacTue B XYAOXECTBEHHOM MpPOoeKTe, 3Ta
cTpaHa 6blaa AN MEHS BCEro /Mlb NATHOM Ha KapTte. O npuumHax
A 06bACHIO 6osee NoAPOBHO B CAeAylOLLEM TEKCTe — A CK/IOHEeH
nsberaTb TakMX KPATKOCPOYHbIX MPWrAalEeHUi, 13-3a OTCYTCTBUA
BO3MOXHOCTM M3yUUTb 4O CO3AaHWA npoeKkTa. OQHaKo Ha cei pas
Moe cObCTBEHHOe /106OoNbITCTBO M ybeauTeNnbHble YCUANA MOEro
Kosinern IKkmens IpTaHa, 3aCTaBUAN MEHS NPUHATb NPUrAalleHne ¢
61arofapHoOCTbIO.

Ha nyTv 8 Kbiprbi3cTaH MeHs TPEBOXMW/IM HECKO/IbKO BOMPOCOB:
KaKoBO COCTOAHME 3TON cTpaHbl 6yayun B cocTase 6ObiBweit
Coumanuctnyeckoi pecnybamku, KOTopas Korga-tTo npuHagsieskana
Esporne v 6blia BHE3anHO oTAaeneHa Kak LleHTpanbHaa AsumaTckan
CTpaHa nocne He3aBUCUMOCTU, obbaBaeHHoN B 1991 roay? Kakumu
MOryT 6bITb HOBbIE MOUTUYECKME, COLMANbHbIE UK UCTOPUYECKME
MPU3HaKK, KOTOpble 3aMeTHbl BO Bpemsa (GOPMYIMPOBKM HOBOW
HaLMOHaIbHO-KYIbTYpHOW ocobeHHOCTU? Kakoe B3amMmogencrsve
MeXaHM3MOB MAEHTUPUKALUMN HYKHbI, YTOBbI yTBEPAMTL Kblprbi3cTaH
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KaK HOBOTO YneHa r106asbHOro HauroHabHOro coobuecTsa? Kakue
BMeyaT/ieHUa OCTaHyTCA, KOrAa 3aKOHYWUTCA 3TOT ABYXHeAeNbHbli
BU3WT B Kblprbi3cTaH?

Moe nto60nbITCTBO 6110 ONPeesIeHHO CBA3AHO C COLMabHbIMMU
W KyNbTYpPHbIMU Npobaemamu. 1 u3yyan pasHble TpaguLmm, pasHble
KYNbTypbl, CO34aHHble TPYNNamu PasanyHbIX MPOUCXONKAEHWUN,
M paBHbIM AOCTYMOM K KOTOPbIM, Mbl Hageemcs, obnagatoT Bce
He3aBMCMMO OT K/1acca, STHUYECKOW NPUHAANENKHOCTU UK NONa.

MbiTaficb  BHWKHYTb B 3anagHyto  KyabTypy,  4TO6bI
npoaHanu3MpoBaTb €e XxapakTep M UcCaenoBaTb  MNOHATME
«rMBPUAHOM MAEHTUYHOCTUY HYXKHO UMETb 1e/10 HeNocpeaCcTBeHHO
¢ rno6anbHbIMKU BOSTHAMU ABUXKEHUSA, KaK BBEAEHO KONOHWANbHbIM
nepvoaomM W MNpeycneBWUMM B NOCTKONOHManbHOW 3pe. C
O4HOI CTOPOHbI, NPUHATUE UAEHTUOUKALMM BHE HALMOHANbHOM
«MNPOCTPAHCTBEHHO-BPEMEHHON  CTPYKTYpbl»  MNpefocTaBieHo
BO3MOXHbIM B npefenax 3Tux ob6LecTs, Torga KaKk, Cc Apyrow
CTOPOHbI, pazHoobpasue AOMKHO Bce ele bbiTb B Npegenax 3Toi
HaLMOHaNIbHOW «NPOCTPAHCTBEHHO-BPEMEHHOW CTPYKTYPbI».

O4HaKo, NOYTM  HEBO3MOXKHO OOBACHWUTL  CoLManbHOe
obpasoBaHMe KbiprbiacTaHa B npegesax orpaHuyYeHHoi obnactu
3TOM 3anagHoW MoLenwu, Koraa yHWKasbHasa UCTOPMA 3TOW CTpaHbl
Np13bIBaeT K NPUHATUIO HOBbIX METOLONOMMIA, YTOBbI MOHATb 3KC-
KOMMYHMCTUYECKOE NpoLwaoe 1 Bceraa 6biTb MHOrOHaUMOHANbHbIM.

Bonpoc Toro, Kak obuwectBo (Kbiprbiackaa Pecnybaunka)
opraHusyeT cebs Kak 3THUYECKOe rocyfapcTBO C MHOTO3THUYECKMM
M MHOTOA3bIYHBLIM MPOUCXOXKAEHUEM, C APEBHUMU KOYEBbLIMU
TPAAMLMAMMU, MHOTUMU PENUTUAMU U MeHbMHCTBAMKU (y36eKkn,
PYCCKMe, YWrypbl, YKpauHUbl, TaZKMUKK, TaTapbl, Kazaxu U apyrve
3THMYECKME rpynnbl), UMeeT 0CObeHHOEe 3HaYeHne B 3TOM CMbIC/Ie.

YT106bl 6bITb B COCTOAHWM OTBETUTb HA 3TOT BOMPOC, HYKHO
NPUMIUTM K TMOHATUIO O TOM, 4YTO HALMOHANbHO-KYNbTYpHas
ocobeHHOCTb popmupyeTca rnobanbHbIM PasBUTUEM U BbipabOTKOM
TakTMKkK. CeroaHa wcnonHeHHas «6opbba 3a HaLMOHANbHO-
KY/NIbTYPHYIO 0COBEHHOCTb» BO MHOTMX YacTAX MWPA, B OCHOBHOM
pe3ynbTaT CTPYKTYPHbIX UW3MEHEHW, KoTopble caeayloT 3a
TpaHCcHauWoHanusauunel pbiHkoB MU CMW. 3To M3meHeHWe npo-
MCXOAUT 4acTO MECTHbIMU MONUTUYECKMMM OpraHamu, Kak
yrposa aBTOHOMMMU 3THMYECKOTO FOCYAapcTBa W LENOCTHOCTU
NPeACcTaBAEHHOrO HALMOHANbHOIO CamMOCO3HaHuA. [pyrue pas-
HOOB6pPa3Hble KOMMOHEHTbI HALLMOHANBHO-KYNbTYPHOM 0COBEHHOCTH,
TaKMe KaK Kaacc, MecTOMoJIOXKeHWe, NoJ, NOKOAeHUE, STHUYeCKas
NPUHAL/NENKHOCTb, PenurMs W MNOJSUTUKA, OLHAKO, MNOAYMHEHbI
rNaBHOM M HaTypPaNN30BaHHOM KaTeropum cooTeYecTBeHHMKa.

KyNbTypHbI XapaKTep HaLLMOHANbHOTO CAMOCO3HAHUSA, KaK ACHO
chopmMynMpoOBaHHO B 0PULMANBHOM MOJIUTUKE U PAacNpPOCTPAHEHHbIN
B MOMNYyAAPHbIX MeToZaX HaUMOHANbHbIX TFOCYAapCTB, 4O CUX
nop, 6bin  COMHMUTENbHbIM MPOEKTOM, KOTOPbIM  OTpuLaeT
CyLLeCTBOBaHUE [M06aNbHbIX U MEXKHALMOHANbHbIX KOHTEKCTOB.
B To Bpems, KaK MeXXHaLuMOHaNbHble KOMMYHUKALMOHHbIE CETU
OTAalOT MpeanoyYTeHne cylecTsylowMM GopMam HaLMOHaNbHOMW
ycTapeBlwei MAeHTUOUKALMK, OHM 3aMyCKAlT HOBblE BO3MOMKHbIE

obA3aTenbcTBa, HOBble GOPMbI COAMAAPHOCTM U  HOBblE UH-
CTPYMEHTbI, YTOObI CPOPMMPOBaATL KYNbTYpPHbIE cOObWecTBa.

OCHOBHbIe Ky/bTypHble KOMMOHEHTbl 3TOM pa3BMBatOLLENCA
rnobanbHOW KynbTypbl — 3TO HOBble KOMMYHWKALMOHHbIE Tex-
HO/IOTMW, KOTOPbIe aAanNTUPYHOT CTPAaTErMM MaccoBOn MHbOPMaL MK
M MEHAIT MX NOoCpeACTBOM YpPe3BblYAWHOIO CXaTUA BPeMeHU U
npocTpaHcTBa.

Moe 3ameuyaHue, KaK XYLOXHWKa, OOBACHAET cneayouue
npobnembl,  CBA3aHHbIE  WUCK/IOYUTENIBHO C  €BPOMENCKOM
NepcneKkTMBOn M ee KONOHMANbHOW ucTopuen: rnobanusaums —
OYeHb C/NOXKHOE fIBJIEHME, HAayaToOe B KOHUe 15-0ro ctonetua Kak
CNeACTBUE YUPEKAEHUA NYTEN MUPOBOI TOProBAN Yepes cpeacTBa
KOJIOHManM3ma. ITO AB/NEHUE CTaNo O4YeBMAHbIM K KoHuy 20-oro
CTONETUA U CTANOo rNyH6OKO BHEAPEHHbIM B NOBCEAHEBHOW KU3HW,
KaK cneAcTBMe NpeKpacHoW MHTErpaLMm MMpPoOBOI SKOHOMUKM.

Cpegu CywecTBEHHbIX M3MEHEHUI, KoTopble «rnobanusauma»
BBE/1a B KOHLLe 20-0ro cToNeTUs: paspyLleHmne AMXOTOMUM, TaKMUX KaK
«A,0M M 32 TPaHULEN», KTYT M TaM», KLLEHTP U nepudepusy, «Kutb u
nyTewwecTBOBaTbY.

MoaBUNKHOCTb B dOpMe MaCCOBbIX NEpPEMELLEHNUI U MaccoBOro
TYPU3MA TaK¥Ke, KaK MEeXHAUWMOHANbHOIO W TPAHCKYNbTYPHOrO
NOTOKa M3006pa)KeHUi, uaei u ToBapoB, UMeET, CNefoBaTesbHO,
A0 CYLLECTBYIOLMX HOPM U UX MePecmoTpa.

®oTtorpadpun, Puabmbl O  NyTewWweCcTBUAX, HayyHble U
XY[0¥KeCTBEHHble pacckasbl perynspHo obecneunBanu obuiee
BOODOparKeHMe 3NUTbI CPeACTBAMU 0COBEHHOCTU. ITU U306paKeHUA
MUrpann OrpoMHYH poOab B NPOU3BOACTBE  KONOHWANbHOIO
NPOCTPAHCTBA TaKMKe, KaK MUCbMeHHas wcTtopua 3anagHoro
MOZEPHU3Ma, KaK YKazaHo Xomu Baboli: «YCTPOMCTBO HALMOHANbHO-
KYNbTYpPHOW OCOBEHHOCTM UM pasivuma  BblI0 OCHOBAHO Ha
n3obpakeHnsax, KoTopble noayymnu ybeputenbHoe BAUAHME B
3HAYUTENbHOM cTeneHn GaKTOM TOro, YTO OHM BbINN NpeaCcTaBAEHbI
“B nytn” u “ram”». (baba 2000, 369)
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Pacckas eBponenckoin COBPEMEHHOCTU, MNOA4Pa3yMeBatoLen

cTpemAawmmunca nytewecTtBeHHNKamu KaK noesaKa B
«Apyroe MecTo» W OTHOWeEHWe C «Apyrum», 6bin peannsosaH
B yaobountaemble U yao6Hble GOpPMbl BbipaXeHus, KOTopble
nepesenun Ha 06bEeKTbl aCCUTHOBAHUA U KOHTPOA. DTU CNELMaNUCTbI
— NyTewweCcTBEHHUKN (MCCNefoBaTeNIn, aBTOPbI, XYA0XKHUKM, yYeHble,
aHTponosiorn wu T.p..) Urpanan rnaBHyrO pPoab B MAEO0/I0TMYECKOM
dbopmupoBaHmMM 3anafHoro moaepHusama, obecneymsan obwecTso
6eCC03HaTeﬂbeIM, MYIbTUANCUUNINHAPHDBIM, MEeXXaHpPOBbIM
MPOM3BOACTBOM  KapTWH, B  KOTOPOM  pasBuUTME  Mexay
aKageMunyecknmu, AAMUHUCTPATUBHbIMU, TEXHUYECKUMMU, no-
NYAAPHbIMU, KYAbTYPHBIMU U apPTUCTUYECKUMWU NpeacTaBAeHUAMM
NPOMCXOANNO0 NNABHO.

BoobpaxkeHne 0 «Apyrom» cjedyeT 3a oOnpeaeseHHbIMM
napameTpamy  MOKas3a; OrpaHUM4YeHHble, YMC/IOBble  BXOAbl
(3HauMTeNbHO pacnpocTpaHeHHble M306pakeHus, cnoBa U T.4.),
KOTOpble C/1ef0BaTe/IbHO OMPEAENAIOT, YTO, M KaK, Y/IeHbl Ky/bTypbl
BMAAT, U KaK OHM OLLEHMBAIOT KaKOW U3 HUX OYEBUAHbIN.

3710 AaBNeHne obnaaaeT 60nbLION CMNON 0COBEHHO B BOCMPUATUM
N NpeAcTaBAEHUM (KYNbTYPHbIX) Pa3NNYMiA. «3aMeYeHHbIN - pexXae»
CNOCO6HO K NpeacTaB/ieHnto cebn Kak GMAbTP, KOTopbIn NpubbiBaeT
[0 COCTOAHMA BOCMPUHATOM, KOTOPbIM B CBOK ouyepedb MNOPTUT
MEKKYNbTYPHOE CTOIKHOBEHME NPeaB3ATbIMU HOPMaMK U NAEAMM.
34ecb YMECTHO MepecmoTpeTb TEePMWH «KynbTypa» WU ero
ncrnosbsosaHune. MHOGAALMOHHOE MCMNONb30BaHME 3TOrO TepPMMHA
— NpM3HaK 4a/ieko MAYLEro Kpusmca Mo3HaBaTe/bHbIX 06LecTs,
KOoTOpble MOryT 6bITb MpuUnMcaHbl HeAaBHeMy CTaTycy HayK M
3HaYeHMIo NPON3BOACTBA.
HeorpaHuyeHHas [OCTYMNHOCTb TEPMUHA KKYAbTYpa» NpUBOAUT
K 0BWWPHON MoTepe ero OpWUrMHaNbHOro 3HayeHus. KynbTypa,
KaK noTpebnaemblii O0OBLEKT, CTAHOBMTCA deTuiem U  MOXKeT
MCMo/b30BaTbCA A5 N106Or0 MHCTPYMEHTAZIbHOTO KOHLA.
3TO TOYHO, MOYEMy Yy MacCOBOWM KynbTypbl €CTb OFPOMHbIM
MHTEPEC K KyNbTYPHOMY M3YYEHMIO B KOHTEKCTE ero Npou3BOACTBa,
paccmaTpuBaeMblit NPOAYKT A0/XKeH 6bITb B COCTOAHWUM NPEAN0KUTb
ero noJsiyyatesiaiM BO3MOXHOCTb AaTb MHOE TOIKOBaHME U NOBTOPHO

GoOpMUPOBATb OPUEHTUPbI COMNACHO COOTBETCTBYHOLLMM COBLITUAM
M BOCMOMMHAHWAM M NPeACcTaBUTb BO3MOMHOCTb B r106anbHOM
MacwTabe, NPUHATb YaCTUYHbIE TPebOoBaHUA Ha PaCCMOTPEHME.

HoBble TexHO/MOrMM CTAaHOBATCA CNOCODOCTBYIOWMMKU yNpaBs-
NeHnto MHbOpMAUMENn W HanagKe 3TOrO0 COMMACHO OTAENbHbIM
TpeboBaHuam. Kak HoBble CMW BBOAAT BO3MOMKHOCTb aKTUBHOIO
YyYacTuA, 3TU TEXHONOTUU NONYYAOT AOMNONHUTENbHYIO BaXHOCTb B
pacnpoCTpaHEHUU MECTHbIX TPaHWL, B KOraa-anbo AO0CTUraoLLyto
o06nacTb robanbHoro.

XoTA COTPYAHMYECTBO B TeyeHWe [ABYX Heaeslb, KOHEeYHO,
HefoCTaTouyHo, 4Tobbl choOpmMynMpoBaTb OTBETbl W pELUEHMA
MHWLMUPOBAHHbLIX AWCKYCCUI, OHO, KOHe4yHo, obecneumBaeT
TBEPAYI MOYBY, HA KOTOPOW MOXKET UMEeTb MeCTO 3[aHue HOBOW
ceTun Ans AanbHellwero 3anpoca.

C 0ZHOI CTOPOHbI NPO6/EMbI, KOTOPbIE A NOMbITANCA NOAHATH
Bbllle, JO/MKHbI ObITb MOHATbI KaK TO/MYOK, KOTOPbIA HauesneH Ha
TO, YTOObI BAOXHOBAATH U CTUMY/IMPOBATb HEMPEpPbIBHOCTb 06Cy K-
AEHWI, U C APYrol CTOPOHbI, OHU JOKHbI 6bITb NPUHATHI KaK OTBET HA

0CHOBY, KOTOpYto paspaboTanu mou LleHTpanbHoasmaTckue Apy3ba:
naes COBPEMEHHOW HaLMOHa/NIbHO-KY/NbTYpHOW 0cobeHHOCTH,
KOTOpas [Ao/KHa 6biTb MOCTPOEHAa Ha COXPaHEHUW MPUPOLHbIX
pecypcoB 1 NPOAO/IKEHUN PA3BUTUA KOUEBbIX TPAAULMIA.

Crapas KoyeBas nocnosuua rnacut o Tom, uto: «Co
CTPOWTENbCTBA OPTbl HAYMHAETCA apxuTekTypa». B TeueHwue
3TUX ABYX HeAenb Mbl Y3Ke MOCTPOWUAN HECKONbKO lpT BMmecTe,
Tenepb [AaBaiiTe HaLENUMMCA K apxXUTEKType, KoTopas KacaeTcs
06LWECTBEHHbIX ABUKEHWUW, KPUTUKM U TpeboBaHWN K Apyrum
coumanbHbiM npobaemam.

bubnuozpacgpus:

Xomu K. baba, Die Verortung der Kultur, TobuHzeH: Stauffenburg 2000
Cmiwoapm Xon, «Der Westen und der Rest: Diskurs und Macht»,
in: Rassismus und kulturelle Identitit (Ausgewdhlte Schriften 2),
2ekmozpamm Hopa Pamsens, fambype / beprauH: ApeymeHm 1994.
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WITH THE CONSTRUCTION OF THE TENT, THE ARCHITECTURE BEGINS.

Thoughts on an Art project: «Nomadic Art Camp» held in Issyk-Kul and Bishkek

Fatih Aydogdu

| must confess, at the very beginning, when | was invited in sum-
mer of 2011 to Kyrgyzstan by Bishkek Art Centre to realize an art
project, this country was for me a blank spot on the map. Normally
— for reasons | will explain in more detail throughout this text - | tend
to avoid such short-term invitations, for the lack of a possibility to
carry out initial research prior to the formation of the project. This
time however, my own curiosity fused with persuasive efforts of my
colleague Ekmel Ertan, and | decided to accept the invitation with
gratitude.

On the road to Kyrgyzstan, | had few questions in mind: How one
was to feel as member of a former Socialist Republic that once be-
longed to the «good old Europe» and has suddenly been relocated
as a Central Asian country following the independence declared in
19917

What may be the new political, social or historical indications
that are observable during the formulation of a new cultural iden-
tity? What type of identification mechanisms interplay as to assert
Kyrgyzstan as a new member of the global national community? What

kind of insights will remain when this two weeks visit to Kyrgyzstan
comes to an end?

My curiosity was specifically directed towards social and cultural
issues so | sought for a compact analysis of a variety of traditions as
framed by questions of cultural diversity, created by groups of differ-
ent origins; and equal access, hopefully enjoyed by all orientations
regardless of class, ethnicity or gender.

Trying to delve into Western Culture as to analyse its diasporic
character and investigate the notion of «hybrid identity» one needs
to deal directly with global migration waves, as introduced by the co-
lonial age and succeeded throughout the post-colonial era. On one
hand, reception of identification outside the national «space-time
structure» is rendered possible within these societies, whereas, on
the other hand, diversity is still to be experienced within this national
«space-time structuren.

However, it is almost impossible to explain the social organization
of Kyrgyzstan within the limited scope of this Westerner model as
the unique local history of this country calls for new methodologies

in order to decipher an ex-communist past and always being multi-
national.

The question of how a society (Kyrgyz Republic) organizes itself
into a nation-state with a multi-ethnic and multilingual background,
with ancient nomadic traditions, many religions and minorities (Uz-
beks, Russians, Dungan, Uyghur, Ukrainians, Tajiks, Tatars, Kazakhs
and other ethnic groups) is of extreme importance at this point.

To be able to answer this question one needs to come to terms
with how cultural identity is being shaped by local as well as global dy-
namics and policy making. Today the discharged «struggle for cultural
identity» in many parts of the world, is mostly the result of struc-
tural changes that follow the trans-nationalization of markets and
media. This change is often by local political bodies as a threat to the
autonomy of the nation-state and the integrity of national identity
represented. Other diverse components of cultural identity such as
class, locality, gender, generation, ethnicity, religion and politics are,
however, subordinated to the hegemonic and naturalized category of
the national.

The cultural constitution of national identity, as articulated in of-
ficial policy and propagated in popular practices by the nation states,
has so far been a precarious project that denies the existence of the

global and transnational contexts. While transnational communica-
tion networks render the existing forms of national identification
obsolete, they launch new possibilities of obligation, new forms of
solidarity and new tools to form cultural communities.

The essential cultural components of this emerging global culture
are new communication technologies that adapt mass communica-
tion strategies and redefine those through an extreme compression
of time and space.

My reservation, as an artist, has to do with the following concerns
related to a solely European perspective and its colonial history: Glo-
balization is a very complex phenomenon, initiated in the late 15th
century as a consequence of the establishment of world trade routes
through means of colonialism. This phenomenon became clearly visi-
ble by the end of the 20th century and grew deeply rooted in everyday
life as a consequence of the perfect integration of global economy.
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Among the major changes that «globalization» has introduced in
the late 20th Century is the deconstruction of dichotomies, such as
«home and abroad», «here and there», «centre and periphery», «liv-
ing and travelling».

Mobility in the form of mass migrations and mass tourism as well
as the transnational and transcultural flow of images, ideas and mer-
chandise, has consequently gave birth to the questioning of the exist-
ing norms and their renegotiation.

Photographs, travelogues, scientific and artistic narratives sys-
tematically provided the collective imagination of an elite with aids
for alterity. These images played a huge role in the production of the
colonial space (the «non-place») as well as the written the history of
Western modernism as pointed to by Homi Bhabha: «Constructions
of cultural identity and otherness were based on images that had per-
suasive powers gained in large part by the fact that they were pro-
duced ‘in transit’ and ‘out there’.» (Bhabha 2000, 369)

Stuart Hall provides a similar view: «In the discourse of the En-
lightenment, the West was the model, the prototype and the scale
of social progress. It was an advance, Western civilization and ra-
tionality, which were celebrated. And yet all this depended on the
discursive figures of the ‘good against the ignoble savage’ and the
‘raw compared to so-called civilized nations’, which were formulated
in the discourse of the ‘West and the rest’. So the ‘rest’ was crucial
for the formulation of the Western Enlightenment [...] The figure of
the ‘Other’, who [...] was constructed as the negation of all that, what
the West stood up for, turned up again in the centre of the discourse
of civilization, refinement, modernity and the development of the
West.» (Hall 1994, 173/74)

The account of European modernity, understood by motivated
travellers as a journey into «the elsewhere» and a contact with «the
other», was materialized into readable and familiar forms of repre-
sentation that translated into objects of appropriation and control.
These specialist travellers (explorers, writers, artists, scientists,

anthropologists etc.) played a major role in the ideological formation
of Western modernism, by feeding the collective unconscious with a
multi-disciplinary, cross-genre picture production, in which transitions
between academic, administrative, technical, popular, cultural and ar-
tistic representations took place fluently.

One’s imagination of «the other» is sculpted following these spe-
cific display parameters; limited, numerical inputs (vastly circulated im-
ages, words etc.) that consequently define, what and how do the mem-
bers of a culture see and how do they evaluate that, which is visible.

This phenomenon possesses high potency especially in the percep-
tion and representation of (cultural) differences. The «seen-before»
is capable of presenting itself as a filter that comes prior to the thing
perceived which in turn contaminates the intercultural encounter with
preconceived norms and ideas.

At this point it is appropriate to reconsider the term «culture» and
it usage. The inflationary usage of this term is a symptom of the far-
reaching crisis of cognitive societies, which can be ascribed to the re-
cent status of sciences and instances of production of meaning.

The unlimited availability of the term «culture» results in the ex-
tensive loss of its original meaning. Culture, as a consumable object,
becomes a fetish and is lifted from its constitutive reflexivity of the self
and can therefore be used for any instrumental end.

That is exactly why mass culture has an enormous interest in cultur-
ally contextualising its production; the product in question should be
able to offer its recipients an opportunity to reinterpret and reconfig-
ure reference points according to respective experiences and memo-
ries and present the possibility, on a global scale, to take local require-
ments into consideration.

New technologies become instrumental in manipulating infor-
mation and adjusting it according to individual demands. As new
media introduces the possibility of active participation, these tech-
nologies gain extra importance in diffusing local borders into the ever-
reaching domain of the global.

While nationalist politics try to resist transnational media sys-
tems, a substantial realisation of such an intervention is hardly pos-
sible, as many social groups within and beyond national borders have
evidently come up with informal strategies to create collective identi-
ties that are open to equal participation.

Although two weeks collaboration is certainly not enough to
formulate answers and solutions to the initiated debate, it certainly
provides a solid ground on which the building of a new network for
further inquiry can take place.

On one hand, the issues | tried to raise above should be under-
stood as an impulse that aim to inspire and provoke the continuity
of the kick-started discussions, and on the other hand; they should
be perceived as a response to the framework that my Central Asian
friends have formulated: the idea of a contemporary cultural identity
that is to be constructed on the conservation of natural resources and
the sequel and development of nomadic traditions.

An old nomadic proverb says: «With the construction of the tent,
the architecture begins.» During these two weeks, we have already
built a few tents together, let us now aim towards an architecture
that relates to social movements and criticism; and claims for other
social spaces.

Bibliography:

Homi K. Bhabha, Die Verortung der Kultur, Tiibingen: Stauffenburg
2000

Stuart Hall, «Der Westen und der Rest: Diskurs und Macht», in:
Rassismus und kulturelle Identitdt (Ausgewdhlte Schriften 2), hg. Nora
Rdthzel, Hamburg / Berlin: Argument 1994
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CUMMNO3UYM XYAOKHUKOB / SYMPOSIUM OF ARTISTS

AKUMA

ACTION
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CUMMNO3UYM XYAOXKHUKOB / SYMPOSIUM OF ARTISTS

CosmecmHas AKyus «Kosep KoyesHuka» — coeduHeHue amHo2pagu-
YecKo20 HApoOHO20 UCKyccmea u ocobeHHocmeli cospemeHHO20
Xy00xecmeeHH020 MblWAeHUS.

XYOOHCHUKU MO CBOUM 3CKU3AM C MOMOWbK HAPOOHbLIX Macmepuy

yyacmeyrom 8 c030aHUU MpPaoUYUOHHbIX 019 KOYEBHUKOS 80UiMOYHbIX
Kospos u3 wepcmu.

M3rOTOBAEHUWE KOBPOB (ATA-KUINMU3)
COBMECTHAA AKUMA « KOBEP KOYEBHUKA»

MANUFACTURE OF CARPETS (ALA-KI1Z)
puBLIC ACTION «NOMADIC CARPET»

The joint project «Nomadic Carpet» is a combination of folk art and
ethnographically - influenced modern artistic thought.

Artists fashioned their designs individually and with the help of local
folk art masters, created a traditional nomadic felted wool carpet.
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Macmepa npukaadHoz2o uckKyccmeaa u3 cesa Tocop nposeau macmep
KAaCCbl M0 U320Mo8seHUt0 80U/I04YHbIX KOBPO8 U KYypaKy: Ali2aHbiw
bankeesa, AliHaeyns Mankapaesa, ynbHapa Ycybanuesa, bakeim
KaHbimemos, 3n0usap UNbpaumos, TypeaH AbObiMomyHosa, Alzada
Oposbakosa, Ynv3uHa Opo3bakosa, Yornaee TokmocyH, Bakeim
Yonaes

Masters of applied art from village Tosor have given a master class on
manufacturing felt carpets and «Kurak»: Aiganysh Bapkeeva, Ajnagul
Malkaraeva, Gulnara Usubalieva, Bakyt Kanymetov, Eldijar Ibraimov,
Turgan Abdymomunova, Ajzada Orozbakova, Ulzina Orozbakova,
Chopaev Toktosun, Bakyt Chopaev

CUMMNO3UYM XYAOKHUKOB / SYMPOSIUM OF ARTISTS

M3FTOTOBJ/IEHWE KOBPOB (A/TA-KUKUN3)
COBMECTHAA AKUnAa « KOBEP KOYEBHUKA»

MANUFACTURE OF CARPETS (ALA-KIIZ)
puBLIC ACTION « NOMADIC CARPET»
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CosmecmHas Akyusa obuwezo Kospa «Kypak» cmaHo8UMCA CUMB0/IOM
06be0uHeHUA U C02/1aCUA. Y4aCMHUKU U3 Pa3HbIX CMPAH [1/10X0
3HaKomele Opyz2 ¢ Opyeom rpusesdnu ¢ coboli ompesbl ysemHsix
mkaHel. Bce amu a0CKymbl paspelearom U WM HECKOAbKO
/I0CKYMHbIX KOBPUKOB 110 C80UM 3CKU3AM, 8 KOHUEe COOPaHHbIX 8 00UH
06pa3 eouHsIl U MHO20AUKUl 00HOBPEMEHHO.

nomadicartcamp

This collaboration to make the traditional «Kurak» carpet is a sym-
bol of unity and harmony. Participants who were previously un-
familiar with each other brought lengths of colored fabrics from
their home countries. All of these separate patches and a few
torn patchwork rugs were sewn into their designs, and at the
end came together to form a single yet multifaceted piece of art.

CUMMNO3UYM XYAOXKHUKOB / SYMPOSIUM OF ARTISTS

W3rOTOBAEHUE TOCKYTHOTO OAEA/A
COBMECTHAA AKUMA «KYPAK MUPA»

PATCHWORK QUILT
PUBLIC ACTION « KURAK WORLD»
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EATBHIP AJINEB KelpeeiscmaH
MHCTANTAUNN

BATYR DJALIEV Kyrgyzstan
INSTALLATION

CUMMNO3UYM XYAOKHUKOB / SYMPOSIUM OF ARTISTS

CY/ZITAH BOKOHBAEB KelpabiscmaH
PACKPACKA CTO/160OB.

COBMECTHAA AKUWA C KHbBIMWU XYAOXHUKAMMW MOCEJTKA «TOCOP»

SULTAN BOKONBAEV Kyrgyzstan
THE COLORING OF THE PILLARS.

PUBLIC ACTION WITH YOUNG ARTISTS FROM THE VILLAGE «TOSOR»

43



44

nomadicartcamp

MYPOAMOH WAPU®OB TadrwukucmaH
MHCTANTAUNA

MURODJON SHARIFOYV Tajikistan
INSTALLATION

CUMMNO3UYM XYAOKHUKOB / SYMPOSIUM OF ARTISTS

JIMOHE/Tb KAMGBIOPE ®paryua

KOCMMUYECKAA PAKETA. /1I3HA APT UHCTANNAUNA

Mpocmas depesAHHAA pakema rnosemum 8 KOCMOC, Hagecmum
ConHye, 3emsto u JlyHy.

3mo Heumo, co30aHHOe 0717 8aC, YMobbl 8bI MO2/1U TOMEYMAMb -
Asmomobusb, ymobbl yiemems 8 6ecKoHe4YHoe npocmpaHcmaeo.
A cmpoun u3 depesa, KAMHA, CMPYKMYypbl 8empa U 02HA

A meyman o HebecHoM cg800e, A 8038€ apxumeKmypy u3 3emau u
8006/

A cosepwiun 0numensbHoe nymewecmaue 8 Mup 0yxos, Y¥mobbl
8CMpemumascA € MUBOMHbLIMU U OMKPbIMb Yesnoeexd

A nobbiean Ha HeU38eOAHHbIX U 0aaAeKUX MNAAHeMax, nymewecmasys
mesom.

A ecmpemun weHuwuHy, ConHuye u JlyHy

A ucnusn 800bI U3 pek, NocaAywan 20/40c 0epesbes

A nocmompen Ha mpasy U Ha Y8emsl, HG KOMOPbLIX MAHUYyOM
HaceKkomble

A nemen HAO 20paMu U PaBHUHAMU, Nes M00 00HOEM

A en KameHb, U nua u3 3emau

A meuyman o0 HU3HU...

LIONEL CAMBURET France

A ROCKET FOR SPACE. LAND ART INSTALLATION

Just a wood rocket to go to space, visiting the sun, the earth and the
moon, just something for you to dream.

A vehicle to fly away to endless space

| built with wood, stones, structures of wind and fire

| dreamed about the vault of heaven, | have built architecture of
ground and water

I made a long journey in the world of the spirits, to meet the animal
and discovered the man

I travelled on strange and distant planets, traveled in my stomach

| met the woman, the sun and the moon

I drank the water of rivers, listened to trees

I looked at the grass and at the flowers which dance at the rate of
insects

| flew over mountains and plains, sang the rain

| ate the stone, and drank the earth

| dreamed about life
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ANTEKCAH/AP BEPEUATWH KolpabiscmaH
MAHOPAMA. ®OTO-NPOEKT

ALEXANDER VERESHCHAGIN Kyrgyzstan
PANORAMA. PHOTO - PROJECT

CUMMNO3UYM XYAOKHUKOB / SYMPOSIUM OF ARTISTS

A/IBBEPTO ®EPHAHAE3 Mekcuka, PAKE/Ib POAPWUTEC Ucnarua

TEMACKA/Ib. UHCTAANAUNA

ALBERTO FERNANDEZ Mexicoob RAQUEL RODRIQUEZ Spain

Cnoso TeMacKasb npoucxooum om HayamssCKO20 A3bIKA U cocmoum
uz yacmuy «themes» (saHHa) u «calli» (Oom). Aaxwe ce2o0HA
Temackasns, Komopsil Makx#e Ha3bl8arom «OOMOM 20PAYUX KAMHeU»
ucnose3yemcs KOPEHHbIM HaceseHuem, Kak 06psd o4uuweHus.
Cywiecmeyrom mpu 0CHOBHbIX 8uda o4uujeHus: dyxoeHoe, nevyebHoe
u coyuansHoe. Mol nocmpounu oduH TeMackass HA meppumopuu
«Koyegozo nazepsa uckyccme», MomMomy 4mo Msl ygudesnu MHO20
cX00cm8 MewO0y MEKCUKAHCKUM HAapoOOM U Kolpebizamu. OOHa
MEeCMHAsA ¥eHUWUHA CKA3as1d, YmMO OHA 8UOes1a Kblpabi3CKUli apuaHm
amoli cayHel, HO OHa He Mo2sa 06bAcHUMb 6osiee... Mbl Ucrnosb308a1u
HAWU 3HAHUA U KbIpebi3cKul mpaduyuoHHsili mamepuan 05
yKkpaweHus Temackasne, 4mobbl 3ma UHCMANAAYUs 0CManacs Kak
HAMoOMUHaHUE 0 Hawem cxodcmee U Hawem NPUAMHOM COBMECMHOM
sopKuwiore 8 cese Tocop.

TEMAZCAL. INSTALLATION

The word Temazcal comes from the Nahuatl language and is a com-
posite of the word «themes» (bath) and «calli» (house). Even today
the Temazcal, which is also called the «house of hot rocks», is used by
the indigenous population in Mexico. This ritual includes three main
types of purification — spiritual, healing and social. We constructed a
Temazcal in the nomadic art camp, because we discovered lots of simi-
larities between the Mexican and the Kyrgyz people. A local woman
even said she has seen a Kyrgyz version of this sauna, but was unable
to explain more. We used our memory of the traditional form of it and
also used some Kyrgyz traditional material to decorate it. It will stay

as an installation and a remembrance of our similarities and our time
together in Tosor.
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CUMMNO3UYM XYAOKHUKOB / SYMPOSIUM OF ARTISTS

A/IBBEPTO ®EPHAHAE3 Mekcuka, PAKE/Ib POAPWUTEC Ucnarua
PUTYAJT OYNLIEHNA

ALBERTO FERNANDEZ Mexicob RAQUEL RODRIQUEZ Spain
CLEANING RITUAL
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MAHU®BECT® - KOYEBOW JIATEPb MUCKYCCTB

Mupenb bambu
Kypamop, meduamop cospemeHHO20 ucKyccmaa.

KoyeBoe WCKyccTBO, Kak W nwboe papyroe, maTepuanusyet
HalM OTHOLEHUA ¢ MUpPOM. PacnonoxeHHasa B crneumbuyeckmx
ycnoBuax, Tepputopua «KoueBoro nareps WMCKYcCTB» MOCTOAHHO
Mmoaennpyetca B KOHTaAKTe C HaWMMU JIMHHOCTAMMU, KaXpaaAa
M3 KOTOPbIX HECEeT YacCTUYKYy CBOEW CTpaHbl, CBOEW KYyNbTypbl.
MepBOHaYaNbHO, MECTHOCTb A0/IXKHa bblla MeHATbCA Mo ocobomy
cueHapuio, cocToAwemy W3  KOMBWMHAUUM  UHAMBUAYANbHbIX
OEeNCTBUM KaXKAoro M3 y4acTHUKOB. B xoae cOBMECTHbIX BCTped
M aKuMii Mbl npucrnocabnmeaem CBOU AEWCTBUA NOA YHWKaNbHble
MeCTHble ycnoBua. W 3To0 ABAdeTca HeobxoaMmoin Hopmoi
0N «COBMECTHOFO TMPOXWBAHUAY» B Jarepe W  AajbHenLwnx
XYA0XKECTBEHHbIX MCCAeL0BaHMNA.

Mbl  BbIHY)KAEHbl HWBE/NMPOBATb HaWy OPWUIMHANLHOCTb
M HenoBTOPMMOCTb, A[abbl COKPAaTUTb KONIMYECTBO YCUAMI MO
HaxXOXAEeHWIo MyTU HABCTpeuyy Apyr K Apyry B «KoyesBom narepe
ncKyccTB». besycnosHo, nog Bo3aencTBMEM 3TOro TpaHcdop-
MMPYIOTCA M HaLIW NPOU3BEAEHUN UCKYCCTBaA.

B TaKol CUTyauun BO3HUKAET OTBETCTBEHHOCTb B ONpeaeeHnn
TOro, KTO }Ke BCe-TaKu Brpase pelaTb, Kak CyLWwecTBoBaTb U TBOPUTL
BmecTe. «KoueBoi flarepb UCKYCCTB» 06beAnHUA KypaTopos, ¢oTo-

rpados, AM3alHEPOB M XYAOKHWKOB. OAHOBPEMEHHO, OHU Ke
CTanu ero 3puTeNAMMU M yyacTHUKaMKU. ITo 6bl10 HeuTo Gonbluee,
Yyem npocTo narepb. MOTOMY UTO KaxApbli foMKeH 6bia NOCTaBUTbL
Ha KapTy camoro cebs, CBOI XxapaKTep M cUTyauuto. M 3TOro MoxKHo
6b1710 O6MBATLCA NOAPYUHBIMM CPEACTBAMM, B3AB HA BOOPYKEHUE
NerkocTb B O6LEHUU, CBOM XOPOLWMWI BKYC M XYAOMECTBEHHOe
BUAEHUE.

3pecb HeT 3MNMYeckol MNosmbl, KoTopasa 6bl npasgHosana
TOP)KEeCTBO 34pPaBOr0 CMbIC/IA WUAW BOCXMLLANA CBOMM BHELIHWM
BMAOM M 3ByyaHuem. [laBaiiTe BmecTe 60poTbca ¢ danblubio U3-
HYTpH, a C ucTopueit ussHe! Hawm BHYTPeHHUE M BHELWHUE KOM-
NNEKCbl, KOTOPble Mbl 3alLULLAEM U NPUHUMaEM 3a Heobxoaumoe
KauyecTBO, MeLIaloT OCBOUTLCA NIOAAM APYroi KynbTypbl U 3aTpya-
HAIOT NPOLLECC KONNEKTUBHOMN AeATENbHOCTU.

1 maHugecm D.95/02 [ompedakmuposaHHas eepcusa] 08
66121 0puyuUanbHO U nybau4yHo npogoseaaweH 11 ceHmabpa 2008 a.
8 2. Mapcene. 10 okmabpa 2008 200a bbin0 pewieHO He Hecmu
omeemcmeeHHOCMb 30 0OPpMOOOKCAsbHOCMb OaHHO20 OOKYMeHmd.
JononHeHo 3 ceHmabps 2011 2. 8 2. buwKeke, Kbipabl3cmaH.

Mutenn KoueBoro nareps MCKYCCTB KUBbIE HOAM.

CuTyauun, QJeicTBuA UM BOMPOCHI, paccmaTpvBaemble B
KoueBom narepe MCKyccTB, BAOXHOBAAAN BYEPA U NPOLOMIKAIOT
BA,OXHOB/ATbL CErOAHA.

JNtoboe pencteune nam bespenctene B KoueBom narepe UCKycCTB
cuMTaeTca AONYyCTUMbIM.

NMo6an nucbmeHHan paboTa MoKeT 6bITb BbINOAHEHA A0 HaYana
KoueBoro nareps WCKycCTB M B AajnbHeillem MOXKeT 6biTb
npefcTasneHa obuiecTsy.

YyacTHuKM KoueBoro sareps UCKYCCTB MOFYT nepeaenbiBaTb
€ro, MeHsAs HEKOTOPbIE ero 3/1eMeHTbI N YacTU.

KoueBolii narepb MCKYcCTB CO34a@eTcA MNpAMO HA MecTe.
HeponycTumbl oWMBKM Npu ynoTpebaeHUn BPemEHHbIX WK
reorpaduyecknx NOHATUN.

KoueBoli narepb MCKYCCTB MOXKET CoAeprKaTb NOBEPXHOCTHbIE,
Kaxylimecs aencTaus.

BosmoxkeH n060i UrpoBOlM Kop, WUrPOBOE COrNalleHue U
CO3HaTeNbHAsA CCbI/IKA HA UTPOBbIE PEXMUMBI.

B KoueBom narepe UCKyccTB MOryT 6biTb MCNONb30BaHbI Ntobble
KOCTIOMbI, MAPUKK U FPUM.

[ekopauum — 3TO UMEHHO TO, YTO [O/IKHO ObiTb Ha MecTe
Kouesoro narepa wuckyccte. OHM  MOryT npetepnesaTb
M3MEeHeHMA B pe3y/ibTaTe KaKUX-TO aKL M.

B KoueBOM narepe UCKYCCTB He/lb3A MPUHOCUTL ¢ coboii mebenb
W aKceccyapbl. J/ltobble BELLM MOTYT NPUCYTCBOBATb TaM, TOJIbKO
€C/IM OHU B3ATbl U3 3TON MeCTHOCTU. Bce maTepuansl B paboTax
MCMO/Ib3YOTCA TONILKO NO Mepe HeEOBXOAUMOCTMH.

CBeT - eCTeCTBEHHbI WAW UCKYCCTBEHHbIN - NPOUCXOAUT U3
MCTOYHWMKOB CBETA U cylecTByeT B KoueBom narepe MCKYcCTB.
Nioboe n3ameHeHue, Heobxogumoe Ana paboTbl — NpupogHoe
WUAN NpeanpUHATOE YYaCTHUKAMU — ABNAETCA eCTeCTBEHHbIM.
3TN U3MEHeHMA AO0J/IXKHbI OCYLLeCTBAATLCA Ha BUAY, KaK 4acTb
nencrauma.

Ecam K MecTy [eiCcTBUA HEBO3MOXHO MOABECTM 3BYK OT
annapaTypbl, TO 3BYK M My3blKy A5 CBOUX PaboOT y4yaCTHWUKMK
C0343at0T CAMOCTOATENBHO.

3BYK HE MOXXET NMPOU3BOAUTLCA OTAENBHO OT U306paKeHUA, U
HaoboporT.

Noboe ycTpOWCTBO ANA NOJNYYEHUSA 3BYKa W M306paxkeHus
NPUHOCUTCA BPYUHY!IO.

KoueBolt narepb MCKYCCTB - 3TO KPacKMu.

He gonyckaeTcs HMKaKOro poga ontuyeckasa uam GunbTposas
obpaboTKa.

®opmaTt KoueBoro narepa UCKycCTB - 3TO MHAMBUAYANbHOCTb
Kaxporo. Bo Bpemsa paboTbl OH pyKoBOACTBYeTCA 06LWMMU
rnosefeHYecKMMU HOpMamMM.

B KoueBom narepe MCKYCCTB HUUTO He JO/KHO BbITb CKPbITO.
YyacTHMkam  KoyeBoro nareps  MUCKYCCTB  He  [0JIXKHa
0Ka3blBaTbCA YECTb M NPU3HATENBHOCTD.
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MANIFESTO? — NOMADIC ART CAMP

Mireille Batby
Visual dramatist, mediator of contemporary art, curator

Nomadic Art Camp, as every art, materialize our relationship with
the world. Camped in their specificities, these territories are modeled
constantly in contact with our individuals and in relation to our
citizenships. Initially, they’re scripted by our personals movements
and their combinations. Our meetings, with them, the adjusting our
movements, are the crucial issue of «living together» regulated for the
camp and coordinated in our artistics investigations. Undoubtedly,
if we are forced to blur our singularities, to reduce the size of our
movements to meet other personal in a Nomadic Art Camp, our
creation is there by changed. The question of liability is so essential
in the determining what is an authority on how to be and to create
together.

Nomadic Art Camp’s actors — curators, photographers, graphic
designer, artists — spectators and participants — are, in far, greater
that a Nomadic Art Camp. Because every one owe to himself to
force the nature of their characters and situations be them at stake.
There’re by that with all means available and at the cost of good taste,
of ease and all artistics considerations.

Here, no epics that celebrate a great common sense, or hitting the
spectacular sight and hearing. Just do together with our the falsehood
from within, and history from the outside. Intruders, internal and
external, that we will defend as the marks of our commitment to
doubt our eagerness to help in a foreign setting, and our ability to
interrogate the construction of a collective work.

1 manifesto of D.95/02 [edit] 08 was officially and publicly
proclaimed September 11, 2008 in Marseille. On October 10, 2008, it
was decided not to bear the responsibility of orthodoxy in the matter.
Rewritten September 3, 2011 in Bishkek _Kyrgyz Republic

Nomadic Art Camp actors are alive. ex. [FR les acteurs d’un
Nomadic Art Camp sont vivants.

Situation, action, matters discussed in Nomadic Art Camp are
inspiration in the world of yesteday and today.

in Nomadic Art Camp, any movement or non-movement is
possible.

writing could precede a Nomadic Art Camp and could be
represented it in public.

actors in a Nomadic Art Camp can rework it, changing elements
or parts.

Nomadic Art Camp is created on the spot.

misuse temporal or geographical is impossible.

Nomadic Art Camp can contain superficial action.

any game code, play agreement and conscious reference to a
mode of play is possible.

all costume, wig or makeup could be used in a Nomadic Art
Camp.

the decor is the one of Nomadic Art Camp place. Possibly
modified it by the action.

furniture and accessories are not brought in Nomadic Art Camp.
They're present only because they belong to the place. They're
only used because essential to the action.

light - natural or artificial — originate in light sources has existing
in Nomadic Art Camp place. Any change, essential for the action,
is natural or made by the players in Nomadic Art Camp. It's
visible and as part of the action.

if not broadcast by the place, the sounds and music are made or
issued by the players in action.

sound can not be made separately of images, and vice versa.
any capture device is carried by hand.

Nomadic Art Camp is a color.

any treatment - optical or filter, is impossible.

Nomadic Art Camp format is the individual scale. His time is
taken to the action conduct.

in a Nomadic Art Camp, nothing is hidden.

any Nomadic Art Camp actor can not be credited.



B 3aKaw4yumenoHelli 0eHb cumnosuyma 8 myseli nod OMKpPeIMbIM
HeboM, C030aHHbIU cuaamu y4acmHukos «Koyeeozo snazeps
uckyccme», 6blau npuaaaweHsl ¥umenu cena Tocop. XyOOHHUKU
sbicmynuau ¢ rnpeseHmayueli ceoux meopyeckux udeli neped
nocemumensmu UMMPOBU3UPOBAHHO20 My3es U Mposesau roKa3

pabom cospemMeHH020 UCKYcCmMed, CO30aHHbIX 10 MOMUBAM Ko4egol
Kyaemypol.

nomadicartcamp

On the final day of the symposium, residents of Tosor village were
invited to view the open air museum created by members of the
Nomadic Art Camp. The artists made a presentation of their creative
ideas to the visitors of the museum and had an impromptu display of
land art works created based on nomadic culture.

CUMMNO3UYM XYAOKHUKOB / SYMPOSIUM OF ARTISTS

NMPE3EHTALUWNA NPOEKTA 2 CEHTABPA 2011 TOA4A.

KOYEBOW /TATEPb MCKYCCTB Ceno Tocop

PROJECT PRESENTATION 2 SEPTEMBER 2011.

focmu nazeps MpoOemMoHCMpPUPOB8AAU XYOOHHUKAM 3aeMeHmbl
Kblpebl3cKolU HayuoHanbHoU Kyaemypel u 6bima: demu ycmpouau
MPadUYUOHHbIE CKAYKU HA OCAUKAX, Cbl2panu 8 HAYUOHAAbHYIO uepy
«YyKo otoH» (anb4uku), a mecmHoll [om Kynbmypsl 0aa KOHYUepm
XxyooxcecmeeHHol camodeamenbHocmu. MecmHsle  WKOAbHUKU
Makxe op2aHU308asU 8bICMABKY 0eMCKO20 meopyecmsa.

NOMADIC ART CAMP Tosorvillage

Guests of the camp showed the artists Kyrgyz elements of national
culture and way of life: children staged a traditional donkey race,
played the national game «Chuko Oyun» (alchiks), and the local House
of Culture gave an amateur concert. Local students also organized a
children’s exhibition.
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KOYEBOUW NyTh !

«4YTObbl 6bITb KOYEBHUKOM, CHAYAJIA AOJIXEH bbliTb OCE/J1blM» Bunem ®nioccep?

Anu de MopaH

OwyTnTb cebs B HENOCTOSHCTBE HE O3HAYaeT ObiTb 40BO/IbHbIM
3apaHee COCTaBNEHHbIMW OTBETaMW, a NPeAsIOKWUTb MOCTyAaT,
HeoObIYHbIV paKypc pasmblWieHns O peanbHocTM. Kpome TOro,
HayaTb C MOHATUA O Pafyluu, a TaKXKe O MecTe, KOTOPOEe MOXKET,
CNYXUT ANA NO3TUYECKOro npoAasieHUA.

Kakoe KoueBoe yTBepAeHWe MOXeT ObiTb npencTaBieHO
Hallemy MOCTOAHHOMY MWPY M KaK 3TOT C/Ayyail MOXKeT 6biTb
NPOAYMaHHbIM, Kak MCKYCHbIM? OT LOPOrU K JOPOXKKE, UCMO/b3yA
KapaBaHbl, MasiaTKU U TPAHCMOPTHbIE CETU, @ TaKXKe NPOC/EKMUBaHNE
HOBbIX NPUBOPOB, TaKUX KaK: MOBUNbHblE TenedOHbl, HOYTOYKN U
GPS-ycTpolicTBa, HaBUraTopbl, KOTOpPble Tenepb MO3BO/AT ObiTb
4OCTynHbIM B Nto6oe Bpemsa. COBpeMEHHbIE MacTepa CBOEro Aena,
Tenepb 6osiee, yem Korga-nMbo, MoOryT cTaTb MOJSIHOLEHHbIMMU
KOYeBHWKamu. B Tom uyucne, HabnwgaTtenm B cBoem noaxoge, u
B MOBTOPHOM OTKPbITUM CMbIC/IA Pa3MblLUJIEHUA, YTO KOr4a-To
NMOKMHY/I0 UX, OHU CYUTALOT cebs cueHorpadamm neisaxa. lreorpadsi,
KapTorpadbl, a MHOrga W 3THOrpadbl, B MNOWCKAX MOCAEAHUX
NPU3HaKOB pPOAOBOrO Ko4YeBOro 06pasa KM3HWM OKasbiBaOLLMX
B/MAHME HA peasibHble WAM BblAyMaHHble MpeAcTaBAeHUs,
OHM MOJIHAA NPOTUBOMOJIOKHOCTL MaccoBoro Typusma.  Kak
npopuuaTenu, CTPaHHUKMN-MYTELWECTBEHHWUKM npeacrasnaoT
3CTEeTMYECKOE M faxe MOPabHOE MOHATUE NepeMELLEHUA.

Ha nepsom 3Tane, npuuuMHa, KOTOpas TO/IKAeT XYLOXKHUKOB,
BbI6paTb KoYeBOW 06pa3s KU3HM — 3TO YWTU OT CTeH, KoTopble
NpenaTCTBYIOT MM, a TaK}Ke 3aCTaBAAOT U3yyaTb Npeaesbl U CBOU
nopagku. Ux uenbto aBseTcs cocpeaoTouYUTbCA HAa NOCTOPOHHEM:
3a npegenamu, Ha nepudepuu, Ha KPato UK B MPOMENKYTKAX, 4TO6bI
OTKPbITb HOBbIE MYTK. B CBA3M C NPOLL/bLIM, HO TaKKe 1 ¢ 6yayLiMM OHK
BbI6GUPAIOT NepemeHbl 418 TOro, YTo6bl NpeooeTb Nnpobaembl MUpa
B poLecce nepemeH. }enaHue nyTewecTBoBaTh, YTO6bl OCTAHOBUTH
npoAo/KeHue, YTobbl 3aBNafeTb CBO6OAHbIMM MECTAaMU, OTPaXKaeT

He TOJ/IbKO JKaKAy He3aBMCMMOCTM W CTpaxa YCTaHOBKM Xoga
pasBUTKSA, HO M 3KocodMUyecKkoe noHaTUe 06 uckyccTee. MNepeskmsan
3aMelleHne, OHW CMPaBAAIOTCA C HEMOCTOAHHBIMK MepCcrnekTUBamMm
BMpPTyasbHOro mupa. Kpome Toro, 3To Aeno ouylieHusa ceba B
COBPEMEHHOM MWpeE, B TO BPEMSA KaK MPUXOAUTCA CHOBA HaXxo4WTb
MecTO 417 AeATebHOro napTHepa.

Mcnonb3oBaHWe MNPOCTPaHCTBA, KOrga cpeda He fAsaAeTca
HOBLUECTBOM, HO 3TO CBA3@HO C WCMOMIHUTENbCKMM U u306pa-
3UTeNbHbIM  BMAOM  WMCKYCCTBA, B MOAb3y AWMHAMMWYECKOro
COCTOAHUA COeAMHEHUA U ABUKeHUA. ITM paboTbl HayaTbl B
OCHOBHOM KaK caiT-crneumbumyeckme nepeskuBaHMaA, Ha MmecTe,
NpoBOAMMbIE B WCTOPUYECKON MPOSOHTaLMMU aBaHTrapAUCTCKUX
OBUMXKEHUWA, Takux Kak  daykcyc  uam  CUTYauMOHMCTCKUM
NHTepHaumoHan 3. Ho oHK TaKe 0XBaTblBalOT HEKOTOPbIE aCneKTbl
TpaguuMiAi KOYeBOW Ky/lbTypbl B TOM CMbIC/Ie, KaK MHTEHCUMBHOE
B3aMMOLENCTBME MEXAY YenoBeYEeCKMM MPUCYTCTBUEM M €ero
06pa3om. ITO TaKXKe 04Ha U3 NPUYMNH, MOYEMY, HE Kenasd CTaBUTb UX
NpoTMB NPMBbLIYHOrO 0bpasa mbicael, Mbl NpeanoYnn 6ol noaxos, K
HUM C TOYKM 3pEeHUs KoYeBOoro obpasa U3HU. McKyccTBO KouyeBoro
06pasa }KMU3HM KIMMATONOTMYECKOE, U B TO }Ke BPeMs, 3TO UCKYCCTBO
MECTOMO/IOKEHUA W WUCKYCCTBO YCTPOWCTBA MECTOMONOMKEHUSA
mexay cobon.

CornacHo Teopwuu, BbIABUHYTOM ¢unocodom M TeopeTUKom
MCKyccTBa Bunem ®dnioccep, HbIHELWHUI KOYEBHUK [O/MKEH TaKKe
ymMeTb OCBauBaTb HOBble TEXHONOTMM M MNO/b30BATbCA Pa3Bu-
TUEM MPOHULATENbHOCTU AR TOro, YTobbl pacwmpsATb CBOU ropu-
30HTbl B MynbTUMeauliHOW cpene. Kpome TOro, HOBbIM OMbIT U
COBMeLLEHME BUPTYabHbIX U peasibHbiX U306paxKeHUt 3acTaBnseT
COBPEMEHHOr0 YenoBeKa, CTONKHYBLUEroCA C HEMpepbIBHbIMU
W3MEHEHUAMM, MPUHATb TOYKY 3peHus Kouyesoro obpasa
KU3HU. OTHOCUTE/NIbHO KOYeBOro WCKYCCTBa, OAHO MrHOBEHWE
nornowaet 3emao. OAWH HaNONHAET ero MPUCYTCTBMEM. 3aTem,

OZMH NONYYaeT MHOXeCTBO MHPOPMaALMKN, CBA3AHHOWN C 3eMnel U
ee 3aHATOCTbIO, 3 APYroi TepnesmBo obpabaTtbiBaeT HAaKOMIEHHbIE
3anucK, 4Tobbl CO34aTb BOKPYr OCHOBHOrO COObITUA BCHO Wrpy
COOTBETCTBYIOWMNX AENCTBUIN, KOTOPblE MOXHO Obl10 6bl OTHECTU
K cbopy M KoTopble, cnefoBaTesibHO, MO3BO/AT APYrOMy BHOBb
caenatb cobblTMe B XYAOMECTBEHHOM ABWXKEHUU. BO3MOXKHO,
NMOCTPOMB OPTY, CO3JaB KOYEBYH [AEPEBHIO WM HalaA HoBble
nyTW, OCTaBAAA CAefbl, BCA pexuccepckaa pabota AnA KOYeBbIX
XYOOXHUKOB MPUAYMaTb TPAEKTOPWUIO Tak, 4YToObl YCTaHOBUTL
nepexos W3 npejena BO YTO-TO BMpTyasnbHoe. lMosTomy crneayet
CKa3aTb, YTO KOYEBOE MCKYCCTBO — 3TO UCKYCCTBO MPOrHO3MPOBaHUA
M B3aMMOOTHOLLEHUA, MOCKO/IbKY ABAAETCA 3HAKaMM UCCNeayeMOoro
nepuoga, Korga WCKYCCTBO CTPEeMUTCA O3HAaMeHOBbIBaTb Apyrue
NPOCTPAHCTBA U U3MEPEHUA, KoTopble Bbinn NpeaHa3HavYeHbl 40 ceit
nopbl.

Anu ge Mopah, 2011

MypHanucm, kKpumuk u npenodasamesns McrnonHUMeNbCKO20 8udd
uckyccmea, Anukc de MopaH eedem ¢ 90-x 20008 uccaedosaHus
no xyooxecmseHHOMY KoyesoMy 06pa3y HU3HU, cosepwas
npoaynku u calim-cneyuguyeckue onsimel, npogodumsie 8
obuwjecmseHHbix Mecmax. Asmop o4epkos u cmameli, docmuena
PHD no XydoxcecmeeHHOMY Ko4egomy 0Opa3y MuU3HU: Icmemuka,
YHusepcumem [lapux X-HaHmep, 2007 200. B amu 2006l OHa
compydHu4ana ¢ Gigacircus u, ciedosamesnbHo, MPUHAAA yYyacmue 8
MuepuposaHHoli Akademuu xydoxcecms 8 bepauHe 6 2010 200y.

1 Smom  meKkcm COKpaw,eHHasn u  0bHOBnEHHOA
sepcus «Koyegoeo npoussedeHus», Anukc O0e MopaH, erepsvie
6bin onybauko8aH 8 MypHane «McKyccmeo 8 20p00CKOM
npocmpa+Hcmee: cospemeHHoe co3daHue 8 Kayecmee
uHcmpymeHma», noo pedaxyueli Circostrada Network, HorsLesMurs,
ceHmabps, 2008 200

2 Bunem ®nwoccep, Csoboda Kouyrowuxca: Bospaxce-
Hua HayuoHanuszmy, YpbaHa u Yukaeo, YHusepcumem Llmama
UnnuHolic lpecc, 2003, nepsoili aHeaulickuli nepesod KHuz2u 8 1994
200y, «Von der Freiheit des Migranten»

3 «Hoesbili BasusnoH», 20p0od paspabomaHHbili AHMOHOM
HeroseHxycom KoHcmaHma 8 1959-1974  2o00ax, bbina
OCHOBAHA HA udee cMpPOUKU MOCMOAHHO20 sazepa 047 Ubl2AHCKUX
naeepeli, komopolil oH ysuden 8 Anvba, cegepHol Umanuu (KapmuHsi
KoHcmarHma). OH xomen 0ame apxumeKkmypHbil 06auUK cyujecmayto
WUM Ce30HHbIM /1a2epAM Ubl2aH, Komopsle Kaxobil 200 cmpounu
na2epa  Ha mom xe mecme. 3amem cnedya cumyayuoOHUCMCKUM
udeam 06 ypbaHusme u nod eausHuem mpakmama MWoxaHa
XélizuHea o «Yesnosek ueparowjuli», OH cosepuieHcmM808as smy uoero
20p00a MOsIbKO HO 0CHOBE CO30AHHOU HUumeaamu ammocgepsi.
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A NOMADIC JOURNEY!

«TO BE UNSETTLED, ONE FIRST HAS TO BE SETTLED» Vilem Flusser?

Alix de Morant

To place oneself in mobility is not to be satisfied with pre-
formulated answers, but to propose a postulate, an unusual angle
of approach for considering reality. It is also to start from an idea of
hospitality, and of the place that one’s may hold for the intrusion of
the poetic.

What kind of nomadic proposition could be introduced into our
settled world and how can this be experienced, be measured as an
artistic one? From the road to the walkway, using caravans, tents and
transportation networks as well as the traceability of new tools such
like mobile phones, laptop and GPS devices that now allow them to
be, like navigators, findable and reachable at all times, contemporary
artists have, now more than ever, become full-fledged nomads. In-
cluding spectators in their approach, and rediscovering the meaning
of a mediation that had once escaped them, they consider themselves
to be scenographers of the landscape. Geographers, cartographers,
and sometimes ethnographers, on the lookout for the latest signs of
an ancestral nomadism influencing the real or fictitious climates, they
are the exact opposite of mass tourism. As visionary travellers, they
introduce an aesthetic or even an ethic notion of displacement.

In a first phase, the reason that pushes the artists to opt for the
nomadic life is to escape the walls that would like to contain them,
and to explore borders or their own disciplines. Their goal is to situate
themselves on the exterior: outside, on the periphery, on the border
orin between in order to open new trails. In connection with the past,
but also with the future, they opt for mobility in order to overcome
the interrogations of a world in transition. The desire to travel, to
break with a continuation, to take possession of vacant spaces, re-
flects not only a thirst for autonomy and the fear of setting a process,
but also an ecosophical conception of art. Experiencing the concept
of displacement they chose to cope with the shifting landscapes of a
virtual world. Furthermore it is a matter of situating themselves with-
in modernity while rediscovering space as an active partner.

The use of the space as a medium is not new, but it is pertinent
within this continuation of performing and visual arts moving to out-
door expressions, in a transversal logic between disciplines and to
the benefit of a dynamic state of articulation and movement. Land-
scaped itineraries, contextual experiences, or manoeuvres carried
out in the public space, from wastelands to encampments, confront

artists as well as the audience with the sense of places. These works
mostly initiated as site-specific experiences, in situ, are carried out in
an historic prolongation of avant-gardist movements such as Fluxus
or Situationist International®. But they also embrace some aspects of
the tradition of nomadic culture in the sense of an intensive inter-
action between human presence and its inscription in the scenery.
This is also one of the reasons why, without wishing to place them
in opposition with sedentary mindsets, we would prefer to approach
them from a nomadic point of view. Nomadic art is climatologic, and
it is both the art of the site and the art of the organisation of sites
between themselves.

According to the theories put forth by the philosopher and art
theorist Vilem Flusser, today’s nomad should also be able to assimilate
new technologies and take advantage of the growth of his perceptive
field in order to extend his reasoning into a multimedia environment.
Moreover, new perceptive experiences and the superimposition of
virtual and real images force the contemporary receiver, confronted
with incessant changes, to adopt a nomadic point of view. In the logic
of nomadic arts, one momentarily occupies a ground. One sows it with
a presence. Then, one extracts an ensemble of information having to
do with the ground and its occupation, and one patiently cultivates
the accumulated traces in order to establish around the prime event
an entire game of related operations that one could relate to harvest-
ing, and which therefore allow one to resituate the event within an
artistic movement or as an echo of other performances or poetic en-
terprises carried out at other times or simultaneously in other places.
Thus the real importance of navigating tools and technologies that
allow one to both capture the fleeting nature of a gathering or event,
and then to anchor it within the weavings of the network’s widened
tapestry. Whether we build a yurt, we set up a nomadic village or we
trace a new path with our own footsteps, the entire directorial work
for nomadic artists is to invent a trajectory so as to branch out ones

extension into the virtual. It therefore follows to say that the nomadic
arts, these arts of forecasting and connection, are inasmuch signs of
an exploratory phase, where art is looking to inaugurate spaces and
dimensions other than the ones that have been reserved for it up
until now.

Alix de Morant 2011

Journalist, critic and lecturer in Performing arts, Alix de Morant leads
since the ninetees researches on artistic nomadism, performing walks
and site-specific experiences conducted in public spaces. Author of es-
says and articles, she achieved a PHD, on Artistic Nomadism: Aesthet-
ics, University Paris X-Nanterre, 2007. In these past years she collabo-
rated with Gigacircus and therefore participated to the Migrating Arts
Academy in Berlin 2010.

1 This text is a shorter and updated version of «Nomadic crea-
tion», Alix de Morant, firstly published in «Arts in the urban space:
contemporary Creation as a tool», edited in Circostrada Network
magazine, HorsLesMurs, september 2008.

2 Vilem Flusser, The Freedom of the Migrant: Objections
to Nationalism, Urbana and Chicago, University of Illinois Press,
2003, first English translation of 1994 book, «Von der Freiheit des
Migranten».

3 «New Babylon», the city designed by Anton Nieuwenhuys
Constant during the period 1959-1974 was based on the idea of buld-
ing a permanent schelter for a gypsy camp he saw in Alba, northern
Italy (images of Constant). First, he wanted to give an architectural
shape to the existing seasonal camp the gypsies were rebuilding each
year at the same place. Then following the situationnist ideas about
urbanism, but also influenced by the thesis of Joseph Huizinga about
«The homo ludens», he developed this idea of a city only based on
atmospheres the inhabitants will activate.



TYPELKAA MNPOTPAMMA / TURKISH PROGRAM

AeHus 3pb6ac / Deniz Erbas

AcmuH O3xcaH Kas / Yasemin Ozcan Kaya
HepumaH Monam / Neriman Polat
lynscuH Akcoli / Gulcin Aksoy

Hunebap Mopew / Nilbar Gures

bacak KanmaH / Basak Kaptan

®epxam O32yp / Ferhat Ozgur

Cyam Oz2ym / Suat Ogut

JeHus3 lons / Deniz Gul

3kmen 3pman / Ekmel Ertan

®PAHLY3CKAANPOrPAMMA/FRENCHPROGRAM

Mapk Mepcoe / Marc Mercier
Pobepm KaeH (®paHuyus) / Robert Kaen (France)
MyHup ®ammu (Mapokko) / Mounir Fatma (Morocco)

Cunveu MapwaHo; /luoHenb Kambrope
/ Sylvie Marchand; Lionel Camburet

AHHU Owap Azemma / Annie Auchere Aguettaz:
®usun Acmope / Philippe Astorg

« Spuk Banem / Eric Valette

Basnepu Pye / Valérie Rougé

Tamu HomcaHﬁ,: JlaypeHm Mapewan

/ Tami Notsapi; Laurent Mareschal.

Bywpa XanuAu'/ BouchragKhani-aw'

Mexdu Medoacu /*-\. ehdi'Meddaci
3ynuxa bya6denna / 'Zo%i_kba Bouabdelfah
Mackane /lues, Bgr;ca i

+

JloHHa KOH@? |

i

KOHKYPC / COMPETITION
LenmpaneHoasuamckas lpozpamma
/ Central Asian Program

TAAXUKUCTAH / TAJIKISTAN
CapeuHo3 Xodxueea / Sarvinoz Hojieva
Mymmo3s Kamosnzoda / Mumtoz Kamolzoda
Lxncamwed Xanukos / Jamshed Kholikov
A3uza Pycmamosa / Aziza Rustamova
Anekceli PymaHyes / Aleksey Rumaynzev
MypoodxoH Llapugos / Murodjon Sharifov
CynatimoH LLapugu, / Sulaimon Sharifi
Osap LWapudgu / Ozar Sharifi

KA3AXCTAH / KASAKHSTAN
Bbomazo3 Epzanueea / Botakoz Ergalieva
Manuk 3eHeep / Malik Zenger

UpuHa Macaukoea / Irina Maslikova
Acenb Kanuesa / Asel Kalieva

KbIPIbI3CTAH / KYRGYZSTAN

lynv6apa Tonomyweea / Gulbara Tolomusheva
Alidoc Tokmobaes / Aidos Toktobaeva

TanaHm Mamb6emos / Talant Mambetov
Adunem Kapxcoes / Adilet Karzhoev

Anuxcar Hacupoe / Alijan Nasirov

PECTUBAJIb BUAOEODPUITIDBDMOSB
VIDEO FESTIVAL

AOM KUHO BULLKEK
DOM KINO BISHKEK
04.09. - 06. 09. 2011
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TYPELKAA NPOTrPAMMA

®ecmusane 8udeopunbmos bbla  CHOKYCUPOBAH HA B80MpPOCcaAx
KynemypHoz2o0 pasHoobpasuA. Ha ¢ecmusane 6biau noKasaHel
npeseHMayuu GPaHUyy3CKUX U mMypeykux Kypamopos, makxxce
npowes KOHKypc cpedu ¢punemos KazaxcmaHa, TaducuKucmaHa
u KelpebiacmaHa. [lepseili OeHb b6bla npedcmasseH mypeuyKkol
npoepammod. [JeHu3 3pba3, 00uH u3 ocHosamesel u KOOpOUHAMOpP
Hafriyat  Karakoy 6 Cmambyne cOenana  npeseHmMayuro
sudeogusnomos mypeyKux
Haselganacs «f[lpomusononoxHeie yanael Kynbmypbi» u nokasana

XYOOXHHUKOS. lpoepamma
socemb  8udeogunbmos, Komopele  bbiau  cocpedomoyeHsl
Ha 83aumodelicmeuu MecmHol camobbimHol  Kynemypel U
HAUUOHA/AbHO20  CAMOCO3HAHUA,  2n06anbHOU  Kynemypel U
nompebumensckoli 3KOHOMUKU. 3KMesn 3SpmaH, ocHosamesns U
xydoxecmeeHHblli dupekmop amberPlatform (BIS, Beden-islemsel
Sanatlar Dernedi / Body-Process Arts Association) makce esicmynusn
¢ npeseHmayueli o Cmambysnsckom gecmusasne HOBbIX YUpposbix
mexHonoeuli «kAmber Art and Technology Festival».

®PAHLY3CKAA MPOTPAMMA

Bmopol OeHb 6bin nocesweH GpaHyy3ckol  npoepamme.
Mapk Mepcbe, ocHosamesnb U xyO0oxecmeseHHbIl Oupekmop
MexdyHapoOoHozo Budeo ®ecmusana «Les Instants Video»,
npedcmasus HeKomopsie udeu, Kacaruwjuecs omHoweHul mexoy
nossueli, noaumukol U mexHUKol u nokazan pabomesl 08yx
sudeoxyooxHuKkos: Pobepma KasHa (®paHyus) u MyHup ®ammu
(Mapokko). 3amem 6biau noKasaHel gudeopabomel  Cunbsu
MapwaH0 u J/luoHens Kambrope 0 83aUMOOMHOWEHUAX Yen08eKkd u
npupodsbi 8 Mekcuke u Amepuke. B 3aKka104eHUU sevepa ppaHyy3ckuli
Kypamop AHHU Owap Azemma npedcmasusna C80K [PoO2PAMMY
«Ko4yesHUKuU u rnepexod», 8 Komopol pa3Hbie 8UOeOoXyOOHHUKU
10KA3a1U 8aUAHUE KYAbmypHO20 MHO2006pa3usA HA UCKYcCcmMeo.

nomadicartcamp

UEHTPA/JIbHOA3ZUATCKAATNPOTrPAMMA

Tpemuli OeHb 3a8epwiuscsa KOHKYPCHbIM MOKa3om. [lpedcmassieHHble
hunbmel €030080UCL 8 M0CAE0HUE HECKObKO aAem. Hekomopesie
U3 HUX yxce nosayyunu memoyHapooOHoe fnpu3HaHuUe, opyaue meHee
u38ecmHbol.

Uckyccmeosed CapsuHo3 Xoducuesa u3 [ywaHbe npedcmasuna
s8uUOeouUIbMbl  MAOMHUKCKUX XYOOHHUKOB8, XyO0OMHUK bomako3
Epeanuesa u3 Asamamel [0KA3G7AG KA3aXCKUE QAHUMAUUOHHbIE
dunemel, U KuHoKpumuk [ynebapa Tokmomywesa u3 buwkeKka
MOKA30a10  KOPOMKOMEMpPAx(Hble  OOKYMeHMmMaAsnbHble UMbl
KbIp2bI3CKUX pexcuccepos. MexOyHapoOoHoe 3iopu cocmosujee u3
Mapka Mepcoe (bparyus), Ikmena Spmaxa (Typuyus) u lynvbapel
Tokmomywesoli (KeipebiacmaH) ommemuso nobedumened.

B xaHpe «sudeouckyccmso» yodocmousnucb Hazpad eudeo
«3Haku» CynalimoHa LWapugu u «famak» MypodwoHa Lapugposa
(TadrukucmaH). B xaHpe «myasmunaukayusa» paboma «Kopomkue»
Manuka 3eHeepa (KasaxcmaH) u 8 xaHpe «O0OKymeHmMasbHbll
punem» paboma «/lazepb poeamozo ckoma» AnuxaHa Hacuposa
(KbipebiacmaH).

8-20 ceHmAbpsa nocae OucKycculi 6biau nodgedeHsl umoau
hecmugans. Henb3ssa He yuumbI8ameo noseseHue Ha MocmMco8emcKom
npocmpaHcmee LleHmpanbHol A3uu makoeo A87eHUs KAk eudeo
apm. 3mo ¢peHomeH 2opodckoli HeghopmanbHOU Kynemypel U, K
coxcaneHuro, y Hac noka npedcmasseH caabo.

GECTUBAJIb BUAEO®U/IbBMOB / VIDEO FESTIVAL

TURKISH PROGRAM

The videofestival was focused on issues of cultural diversity. It included
an initial presentation from french and turkey curators and a subse-
quent competition between Central Asian films from Kazakhstan,
Tajikistan and Kyrgyzstan. The first day consisted of a Turkish program.
Deniz Erbas, one of the founders and general coordinator of Hafriyat
Karakoy and an independent artist run space in Istanbul, presented
video works of eight turkish artists. The video selection «Culture’s Op-
posite Corners» brings together videos that are focused on the inter-
action between the local cultures of Turkey and the national identity,
global culture and consumerist economy. Ekmel Ertan, the founder
and artistic director of Istanbul based amberPlatform (by BIS, Beden-
islemsel Sanatlar Dernegi / Body-Process Arts Association) presented
the Istanbul Festival of new digital technologies, the “Amber Art and
Technology Festival».

FRENCH PROGRAM

The second day was devoted to a French program. Mark Mercier,
founder and artistic director of the International Video Festival «Les
Instants Video» declined some ideas concerning the relationship be-
tween poetry, politics and technology and introduced the work of
two video artists: Robert Cahen (France) and Mounir Fatmi (Maroc-
co). Then video installations about relationship of man and nature in
Mexico and America by Sylvie Marchand and Lionel Camburet were
shown. The evening was concluded with the French curator Annie
Auchere Aguettaz and her program «Nomads and Transition» in which
different filmmakers demontrated the reflection on cultural diversity
in the arts.

CENTRAL ASIAN PROGRAM

The third day included competitive show. The videofilms presented
were created over the past few years. Some of the films had already
received international recognition, while others were less known.

Art critic Sarvinoz Hojieva from Dushanbe presented video art of tajik
artists, artist Botakoz Ergalieva from Almaty showed Kazakh anima-
tion films, and film critic Gulbara Tolomusheva from Bishkek showed
documentary short films by young Kyrgyz directors. Jurors to award
prizes included Marc Mercier (France), Ekmel Ertan (Turkey) and Gul-
bara Tolomusheva (Kyrgyzstan). The selected winners were: (video
art) «Signs» of Sulaimon Sharifi and «Gamak» of Murodjon Sharifov
(Tajikistan), (animation) «Shoties» by Malik Zenger and (documentary
film) «Cattle Camp» of Alijan Nasirov (Kyrgyzstan).

The festival concluded on September 8th with a panel discussion. The
overall message from the panelists was that one cannot ignore the
emergence of post-Soviet Central Asian video art. However, this phe-
nomenon of informal culture is so far in Kyrgyzstan because it was
represented poorly.
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AEHN3 3PBEAC

NMPOTUBOIMOJ/IOMHBIE YI/ibl KY/ZIbTYP bl

Konnekuyua BMAeodMNbMOB «lMpoTnBononoOXHble  Yrabl
KynbTypbl» paccmaTpusaeT BoceMb BUAEOdUIbMOB, KOTOpble CO-
CcpenoToYeHbl Ha B3aMMOAENCTBUM MECTHON CAMOBbITHOM KybTypbl
M HaLMOHANbHOIO CAaMOCO3HaHMA, IM06anbHOM KyAbTYpbl U NOTpebun-
TEe/IbCKOM 3IKOHOMMUKW. 3ITU CTONKHOBEHUA WHTEPNpPEeTUPYIOTCA
XYAOKHUKAMU C CUNbHBIM YyBCTBOM MPOHWW M MOKa3blBaOT, Kak
KYNbTYpHOE MHOroobpasune paboTaeT Ha MMKPO U MAKPO-YPOBHSAX.

KynbTypHoe MHoOroobpasve — 6onbluasa Tema, KOTopas npu-
CYTCTBYET B 9KOHOMMUKE U MOAUTUKE, COLMONOTUM U aHTPO-NONOTUN,
reHaepa U B MccnenoBaHuax npobaem meHbWKUHCTBA. Konnekums
AaeTKpaTKninob3op o poansuaeonckycctea B Typumm. CoBpemeHHoe
MCKyCcCcTBO B TypLMM raBHbIM 06pa3om GpoKycupyeTcs B COLMAbHbIX
BOMNPOCAx M MNOAUTUYECKUX Mpobnemax CcTpaHbl U rnobanbHoOro
mupa. Tpy ctonba ABAAIOTCA LOMUHUPYIOLLMMM B 3TOM TBOpYeCTBe:
peumprynauMAa  TPAgMLMOHHOIO  MPUKAALHOFO  WMCKyccTBa B
paboTe  COBPEeMEHHOro  UCKycCTBa,  TpaHchopmupytowmecs
Kannurpadmvm,  MWUHWATIOPbI,  AWU3aANHbI KOBpPOB M T.4.
CoumanbHaa M NOAUTUYECKAN KYNbTYPHAA KPUTUKA CO CpeacTBamMu
MaccoBol  MHPopmMauMm U UMPPOBbBIMM  M306paKEHUAMMU,
reHaepHbiMM npobnemamu, GeMUHUCTUYECKUM KPUTULU3MOM U
No3ULMOHNPOBAHMEM B UCKYCCTBE.

3To NPOM3BOACTBO TaKKe NpeBasmpyeT cuabHbIMKU 3ddeKTamm
Ha Yyp6aHW3MPOBAHHYIO W3Hb: OHW MOKa3blBAlOT HeusbexxHoe
CO3HaHMe, KOHLEHTPaLMI M NPUBAEKATENbHOCTb XYLOMHUKOB
B WX ropojax; COCyL,eCTBOBaHWE B ropoge TPagULMOHHON,
COBPEMEHHON M NOCTMOLEPHUCTCKOW KyAbTypbl; ropoa, oTpa-
eHHbIW B doTorpaduax unm BugeomsobparkeHuun, penaet
BUAMMbBIM OBLWMPHBINA COLMANBHO-MONUTUYECKMIA U IKOHOMMUYHBIN
maTepuan rnobannsaumm Kak GoH namaTu.

nomadicartcamp

JeHu3 3pbac Kypuposasna B8bICMABKU U y4acmeoseand 8
mMexOyHapoOHelx ecmpevyax e Cmambyne, Hukocuu, EpesaHe,
EpnaHeeHe, MrwoHxeHe, Tbunucu, [lapuxce, bepauHe, bapcesnoHe
u bproccene. [leHuz Spbac senaemca 0OHUM u3 ocHosamesnel u
2eHepasnbHbIM Oupekmopom «HafriyatKarakoy». C 2008-2010 ee.
pabomana 3amecmumenem Oupekmopa npoekma «Bu3yasneHoz20
uckyccmea» 8 Cmambyne. OHa Mmakie KoopOuHuposana «Port-
able Arts and Lives and Works» u «Kadirga Art Production Center».
B OaHHoe epemsa npoxusaem e [lapuxe u pabomaem Haod
ceoeli mazucmepcKkoli duccepmayueli 8 obaacmu scmemuku u
ucmopuu UCKyccme Ha ucmopu4yeckom ¢hakynsmeme [lapuicKoz2o
YHusepcumema.

ACMWUH O3AH KAA
«TpaHcgep-suzumy,
4’58”, 2007

EACAK KAMNTAH
«/lobosoe cmeKsno. Cmpameauu»,
5’13 “, 2008

HEPUMAH MNOTAT
«/lee Kypornnamku»,
4’54 “, 2005

QEPXAT O3ryrp
A moey neme,
7’00”, 2008

rYAbCWUH AKCOWU CYAT OryT
«Typ», «[ucko fjucko Hegpmb»,
5497, 2004 518", 2009

HUW/TBEAP THOPEL AEHWN3 THOJ1b
«HeuzsecmHelili cnopmy, «Kpu3suc»,
12’54”, 2009 9’17”, 2009

GECTUBAJIb BUAEO®U/IbBMOB / VIDEO FESTIVAL

DENIZ ERBAS
THE OPPOSITE CORNERS OF CULTURE

The video selection «The opposite corner of culture» brings to-
gether 8 videos that are focused on the interaction between the lo-
cal cultures of Turkey and the national identity, global culture and
consuming economy. These encounters are interpreted by the art-
ists with a strong sense of irony and they show how cultural diversity
works in micro and macro levels. Cultural diversity is a large topic that
appears in economy and politics, social studies and antropology, gen-
der and minority issues. The selection gives an overview of the video
art in Turkey. The contemporary art production in Turkey is mostly
focused on social and political issues of the country and the global
world.

Three axes are dominant in these creations: re-cycling of tradi-
tional arts and crafts into contemporary art works, transforming
calligraphy, miniatures, carpet designs etc... into today’s aesthetics
and contents and socio-political-cultural criticism with media and
digital images and the Gender issues, Feminist criticism and position-
ing in art. This production is also dominated by the strong effects
of urban life: they show an imminent consciousness, concentration,
and fascination of the artists to their cities; traditional, modern and
post-modern culture coexist within the city; the city reflected in the
photography or video image makes the vast socio-political and eco-
nomical material of globalization visible as a memory-background.
In this selection while some works are documenting cultural diversi-
ties, others create occasions in a performative manner to make cul-
tural diversity visible.

Deniz Erbas curated exhibitions and attended international meetings
in Istanbul, Nicocia, Erlangen, Munich, Tbilisi, Paris, Berlin and Brus-
sels. She was one of the founders and general coordinator of Hafriyat
Karakoy an independent artist run space in Istanbul. Between 2008
and 2010, she was the deputy director for Visual Arts Projects in Istan-
bul/ Agency where she coordinated Portable Arts and Lives and Works
in Istanbul main projects as well as the Kadirga Art Production Center.
She is currently living in Paris for her research master in Aesthetics and
Art History Department of the University Paris.

YASEMIN OZCAN KAYA BASAK KAPTAN
Windshield Strategies,
5’13”, 2008

Transfer Visiting,
4’58”, 2007

FERHAT 60ZGUR
| CAN SING,
7°00”, 2008

NERIMAN POLAT
Two Partridges,
4’54”, 2005

GULCIN AKSOY SUAT O0GUT
Tour, Disco Disco Petrolium,
5’49”, 2004 5’187, 2009

NILBAR GURES DENIZ GUL
Unknown Sports, Crisis,
12’54”, 2009 9’17”, 2009
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MAPK MEPCbBE

KY/ZIbTYPA BCTPEY UJIN BCTPEYA KY/ZIbTYP

nobannsauma  SKOHOMUKM  MOMKET  OKasblBaTb  MJOX0e
BO34ENCTBME Ha XYOOXECTBEHHYI NPOAYKUMIO, NpuMBOAS K
«MaKAOoHanu3auum» KynbTypbl B Lenom. Hactynuno Bpemsa Aans
MN3YYEHUS BO3MOXKHOCTU ANanora KyibTyp U NpeacTaB/ieHU pasHbIx
KOHTUHEHTOB. [la)ke ec/nvM Mbl MNOCYMTAEM HYMKHbIM MPUHATH BO
BHMMaHME UCMNOJ/Ib30BaHWE BUPTYAJIbHbIX MHCTPYMEHTOB 0bLLEeHMA
ONA coaAencTBMA B3aMMOOOMEHY U OTKPbLITUIO HOBbIX BO3MOXKHOCTEN,
Mbl HE A0/KHbl 3abbiBaTb, YTO HAZO0 COMPOBOXKAATL 3TOT AManor
peanbHbIMK BCTpeyamu, obecrneymBaTb MOBUNBHOCTL XYA0MHUKOB
M BOBNEKATb MEXAYHApPOAHbIX MapTHEPOB B [AeWCTBUTE/IbHOE
NOJIOXKEeHMe Bellen Ha 3eme.

[eHb 3a AHEM Mbl Hacnaxkgaemca NPUBUAETUAMU IKCNe-
PUMEHTUPOBATb C HOBbIMM MO3HAHUAMM WM 3aBOEBbLIBATbL AOBEpue
MHOTMX BCEMMUPHO M3BECTHbIX XYAOXHWKOB, PasNNYHbIX MNy6AuMK,
WMHCTUTYTOB M GUHAHCOBbLIX MAPTHEPOB.

Ha camom e pgene, sTa NpUBWUIErMs COCTOMT B TOM, 4YTObbI
OENUTbCA 3HAHUAMM, CNOCOBHOCTAMM, CTPACTblO, KPUTUYECKOM
MeTOL0/10T1el CO BCEMU TEMM, A1A KOTO Ky/AbTypa — HeuTo bonblue,
Yem NpocTo passsievyeHne. NTak, Mbl PeNIM OTCTOATb 3Ty TOYKY
3peHua. KynbTypa, Kak AWMHAMUYHAA TeppuTopuA, T4E MOMKHO
nonpoboBaTb NOXKUTb BMECTE U NOAYMaTb 060 BCEM MUpe, AO/KHA
06beaMHUTbL BCEX TEX, Y KOr0 eCTb KesaHue CTaTb apXuTekTopamu
CBOEro BpeMeHMu.

Co3paHue BUAEO M MynbTUMeANa Bceraa 6bi10 OCHOBOM Halel
aeatenbHocTn. Opopmnsaa cBOM BONPOCHI C MOMOLLbIO MO3TUYECKMX
WMHCTPYMEHTOB M MOAUTUYECKUX 3aABIEHUI, Mbl MOXKEM UCCNef0BaTb
coBpeMeHHoe BOObpa)keHMe, paBHO KaK WM Hawy NOBCeAHEBHYIO
YKM3Hb. MeX Ay MCKYCCTBOM U XKM3HbIO CYLLLECTBYET AMaNeKTuyeckasn
CBA3b. Hawa »KM3Hb U3MEHYMBA, U3MEHYMBO U UCKYcCTBO. OaHa U3
Halwmx 06A3aHHOCTEN — 3TO CONPOBOXKAATb 3TU USMEHEHMUA.

www.instantsvideo.com

POGBEPT KAEH ®paHyusa

Boax

[OHKOH2CKaA necHA
21’30, 1989

TauHcmeeHHbIl ocmpos
167, 1991

Houb ceeuyeli
117, 1993

CaHaa, Y4epHsie npoxoosl
7’, 2007

nomadicartcamp

MYHWUP ®ATMMU MapoKko
Taxenas 20n08a

[TomepAHHbIE
9°20, 2005

Ja npocmum meHs locnods!
8’15, 2004

HoxcHuyb!
12,2003

Bbi3bieaHUe 0005
67,2003

MaHunynayuu
6’50, 2004

TexHUKa
57,2006

GECTUBAJIb BUAEO®U/IbBMOB / VIDEO FESTIVAL

MARC MERCIER

THE CULTURE OF ENCOUNTERS OR THE ENCOUNTER OF CULTURES

The globalization of economy can have a very bad consequence
on artistic productions, a «macdonaldisation» of culture. Here comes
the time to explore the possibilities of dialogue between cultures and
imaginaries of the different continents. Even if we consider that it is
important to take into account the exploitation of the virtual tools of
communication to facilitate exchanges and to open new potentiali-
ties of creation, we mustn’t forget to accompany this dialogue with
real encounters, to support artists’ mobility, to involve international
partners in the realities of the ground.

Day after day, we enjoyed the privilege of experimenting new pos-
tures and winning the confidence of a large number of international
artists, of the audiences, of the institutions and financial partners.

Indeed, it is a privilege to share a knowledge, an ability, a passion,
critic methodologies, with all those who consider culture as some-
thing else than an entertainment. So, we decided to protect it. Cul-
ture, as a dynamic territory where can be experienced possibilities to
live together, to think the world, should bring together all those who
have the desire to become the architects of their times.

Video and multimedia creation has always been in the heart of
our activities. While interrogating this field, in a poetic and political
way, we can explore the contemporary imaginary and also our day to
day life. There is between art and life a dialectical relationship. Our
life is changing and art is changing. One of our responsibilities is to
accompany these mutations.

www.instantsvideo.com

ROBERT CAHEN France

Voyage

Hong Kong Song
21°30, 1989

Mysterious Island
16%, 1991

The night of candles
11°, 1993

Sanaa, Black Passages
7’, 2007

MOUNIR FATM I Marocco

Hard Head

The Lost Ones
9’20, 2005

May God Forgive me
8’15, 2004

The Scissors
12°, 2003

Rain Making
6’, 2003

Manipulations
6’50, 2004

The machinery
57,2006
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AHHW OWAP ATETTA
KOYEBHUK U NEPEXOA

«Jeuxcyujueca obpassl 8 0guaroU,eMca Mupe»

onanmn ACTOPT
nomad/mirador
1’, 2011

IPUK BAJIET
romance
5730, 2003

BAJIEPU PYMXE
sans titre
5’05, 2010

TAMW HOTCAHMU;
JTAYPEHT MAPELWA
mues

10, 2006/7

EYIWPA XAJTUTUN
straight stories 1
10’, 2007

MEXAW MEAAACH
Alger la blanche
2’35, 2009

3Y/INXA BYABAOEJIJTA
dansons
57,2003

MACKAJIb IMEBPE
belly dancer
3’34, 2009

la France qui travaille
4’05, 2008

MWEPPUK COPUH
portrait de ville
57,2006

XOH TABPUE/Ib MEPbO
les barbares
5%, 2010

MUWUXAWN TPECY
centipede sun
10’, 2010

AOHHA KOHJ/IOH
coexistence
5726, 2003

GECTUBAJIb BUAEO®U/IbBMOB / VIDEO FESTIVAL
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ANNIE AUCHERE AGUETTAZ
NOMAD AND TRANSITION

«Moving image in a moving world»

PHILIPPE ASTORG
nomad/mirador
1, 2011

ERIC VALETTE
romance
530, 2003

VALERIE ROUGE
sans titre
5’05, 2010

TAMI NOTSANI;
LAURENT MARESCHAL
mues

10, 2006/7

BOUCHRA KHALILI
straight stories 1
10, 2007

MEHDI MEDDACI
Alger la blanche
2’35, 2009

ZOULIKHA
BOUABDELLAH
dansons

5%, 2003

PASCAL LIEVRE
belly dancer
3’34, 2009

la France qui travaille
4’05, 2008

PIERRICK SORIN
portrait de ville
5, 2006

JEAN GABRIEL PERIOT
les barbares
5%, 2010

MIHAI GRECU
centipede sun
107, 2010

DONNA CONLON
coexistence
5726, 2003
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BO3BPAUIAACb U3 BULUKEKA:

MOE NYTEWECTBUE YEPE3 COBPEMEHHOE MCKYCCTBO U ABUMNKYILUNECA OBPA3bI

AHHU Owap Aeemma
Kypamop u meduamop 8 opaaHu3ayuu «Imagespassages»

HaumHas co gHA cBoero ocHoBaHuA B 1993 roay, opraHusaumat
3aHMMaeTca BOMPOCAaMW M3MEHEHWI, KOoTopble HeceT c coboi
npuxoasuiee ctonetme. Camo Ha3BaHWe Imagespassages oTHoCUTCA
K U3MEHEHMAM CTaTyca UCKYCCTBA MOJ BAUAHMEM HOBbIX LLUPPOBbLIX
BO3MOXHOCTEM, KoTopble OHO npuobpeTtaeT (cm. PASSAGE de I'image
B MapuKcKom LeHTpe Momnuay 1991 roga). Accoumaums nbitaetca
NMoKasaTb, KaK XYA0XHUKMN BblpaxkaloT ceba B Mupe, rae ABuKeHue
M KOMMYHMKauusa (Kak peanbHas, Tak W BUpPTyasbHas) cTanu
NOCTOAHHbIMW BeNMYMHAMK. Imagespassages He MMeeT NMOCTOAHHOMN
WTab-KBaAPTMPbI, HO KaK «rasepea» B ABUKEHUWN 3aKpensieHa B AHCH.
TeKyLWuii NPOEKT, CBA3AHHbIN C JIMOHCKOM BbICTAaBKOW, MpPOXoauT
nog HasBaHuvem «Le nomade et la transphere», uto noapasymesaer,
HACKONIbKO Celvyac BaXKHO KPUTMYECKM B3IAHYTb Ha pe3y/bTaTbl
rnobanusauumn.

«KoueBol narepb MCKyccTB» B Kblprbi3cTaHe cTasn npekpacHoi
BO3MOHOCTbIO HayaTb 3TOT HOBbIN MPOEKT, TaK Kak BONbLIMHCTBO
noaei Ha 3anage npeactasasaioT CpegHiolo A3Mi0 Kak Heyto
3K30TMYeCKoe, a MX 3HaHMA 06 3TOM pervoHe o4YeHb CKygHbl. K

COXa/leHUt, MHe He A0BeNoChb nobbiBaTb Ha o3epe M nosTomy

A 4yBCTBYIO ceba HemHoro aytcaigepom (4To, B CyLLHOCTH,
CBOWCTBEHHO M KO4YeBHMKaMm). fl ¢ pagocTbio NpucoeguHUNach K
3TOMy COO6LECTBY XYAOXKHUKOB M KypaTOpoB, MNpUralleHHbIX
B 3TOT camblii «Ko4yeBOM fnarepb MCKycCTB». Bce OHM M3 pasHbix
CTpaH, HecyT ¢ cob6OM KaKAblii CBOKO KyAbTypy U HOBW3HY, CBOM
06pasbl, CBOW AOCTUNEHWUA KaK MOpPasibHble, TaK U PYKOTBOPHblE —
CKyNbNTypa, $OTO, BUAEO... KOHEYHO, 3TO CTaN0 B 6O/bLION CTeNeHN
3KCMNEPUMEHTOM — MOMNbITAaTbCA BHWKHYTb B HEYTO COBEPLUIEHHO
HOBOE, NYCTb Aaxe Tbl y3Ke paboTan c 4em-To NoA06HbIM.

He 3Hasa TOYHOro KOHTEKCTa [0 CBOEro npuesna, Ho Kenas
npoaBuTb cebs, A Kypuposana BUAEONPOrpPaMmsbl, YTOBbI NONYYUTb
npescTasneHve O TOM, Kak Mbl (KaK MHAMBUAbI WM, Kak 4acTb
KO/IIEKTUBHOrO couuanbHoro coobuiectsa) cerogHa Bo dpaHuun
cnpaBasemcs ¢ BONpocamu 06 MAEHTUYHOCTU, HALMOHANbHOCTH,
NOAUTUYECKMUX WM 3KoNOrMyeckux npobnemax. W, He Kak Bonpoc
OTYETHOCTW, @ KaK BOMPOC XYAOXECTBEHHOCTWU, C KOAUYEeCTBOM
OTBETOB  pPaBHbIM  KOAMYECTBY  BWAEHWIN, OTpa)eHHbIM B

BugeopaboTtax. XyaoxHuku: duamnn ACTOpr, B WMHCTANANALUK
«méme pas peur» Ha BbiCTaBKe (ArpapHbllii YHUBEPCUTET) M MOTOM
Ha BuaeodecTMBane Nokasaa «mupagop» BKAYMB CBOE TE/O B
Hawe rnobanbHoe ABMNKeHWe. 3aTeM IpUK BaneTT Ha yanue 3acHAN
MONOAbIX NtOAEN, NOKA3blBaa 3TUM, KaK HaCUIME U HEXKHOCTb
MoryT 6bITb 6aM3KKM. YTO KacaeTca nopTpetos, Banepusa Por
[,0CTUINA B OCHOBHOM MAaeu npeacTaBieHns o6pas3os BO BpeMEHM
M 3apaBanacb BOMPOCOM, YTO €CTb PeaibHOCTb ... B TO Bpems Tamu
HoTcaHu n JlopaH Mapecyan B «mues», paboTan ¢ 3-ma rpynnamu
noapocTkos Bo ®paHuum, B U3panne un B NanectnHe, no sonpocy
O IMYHOCTHOM UAEHTUYHOCTH.

3atem B paboTte bByxpbl Xanunum 6bln XOPOLWO BbIPAXKEH
BOMPOC O HAXOXAEHWUWU NO Ty UAN UHYKO CTOPOHY rpaHuLLbl. Maen
nepeaBUXeHUA TakxKe 3P¢PeKkTMBHO oTobparkeHa B paboTax
Mexaun Meppacu «sans titre Alger la blanche», a Takxe 3ynuxu
byabpenna «dansons», u [Mackans Jinespe «belly dancer».
3TOT XYLOXHUK M Tbepuk CopeH B tOMopucTUYecKoin dopme
paccmaTpuBaloT BOMPOC O «HALMOHANbHOW WAEHTUYHOCTUY,
npepocTaBasa HaM AoragatbcAa 060 BCem, YTO C 3TUM CBA3AHO.
aH labpuanb Mepbo paccmoTpen BOMPOChbl O BapBapcTBe, Kak
TAaKOBOM, 1 O MpaBax YesoBeKa. [1ocsie 3TOro A 3aHANACH APYTUMMU
BOMPOCAaMM, KacaTeslbHO OKpyKatowen cpelbl, a He noaein. 3Ty
BO3MOMHOCTb MHe ganun paboTbl «montagne» JlopaHa lMNepHo, a
TaKkxe «centipede sun» Muxana [peKy, a TakKe paboTa «coexist-
ence» [JoHHbl KOH/OH.

Takne nNporpammbl U BbICTAaBKWM 3aZyMaHbl ANA yAy4YleHUA
HaLWWX NO3HAHWM O APYrUX U MOSYYEHUIO OTBETOB O MMUpe, boratom
pasnnumMaAMK. 3Ta MeXAyHapoaHaa BCTpeya No3Boinaa OTKPbITb
FrOpHYH CTPaHy KOYEBHMKOB, OKpY¥Kalolyl cpeay, nNpupoay,
TENNOTY U FOCTENPUUMCTBO HALIUX KbIPrbI3CKUX Koaner. 3To byaer
He3abblBaeMbiM MOMEHTOM B MOEM XU3HU U NPOdEeCCMOHANbHbIM
onblTom. Cnacnbo 3a 3TO BpemMa COCyL,ecTBOBAHMA, r4e Mbl BXO-
LUV B KOHTAKT C HOBbIMUW peanbHOCTAMM, NOy4asa YTO-TO HOBOE.

Jltoav ecTb 04U, AlaKe ecv OHU Npruobpenn cBom cnocobHOCTH
B pPa3HbiX (3KOHOMMUYECKOM, MNONUTUYECKOM, KYNbTYPHOM) KOH-
TeKcTax. XyLOXHUKM MOTYT CBOHOAHO BbIpaKaTb CBOM KCOBCTBEHHbIE
naen» O mupe no-cBoemy (B 3aBUCMMOCTM OT KOHTEKCTa, a He
pbIHKa) 1 cdepbl, B KOTOPOWN OHM BPALLAIOTCA KaXKAbI AEHD ...

[Burascb, nepemelyancb, MPOUCXOAAT wu3MeHeHus. Koue-
BHMYECTBO He TO/IbKO 3THOC ceroaHs, 6biTb MOMKET — 3TO JIyyLImnid
LWIAHC, 4TOBbI OTKPbITL CBOW YM AN5 APYTUX.

Ewie pa3s orpomHoe cnacubo Bcem COMpUYacTHbIM B peasimsaumm
3TOr0 BAXHOTO MPOEKTa 33 HOBYIO XYAOMKECTBEHHYI CeTb M OT-
KPbITUIO HOBbIX TOPU3OHTOB.

1 Imagespassages —  HeKOMMep4ecKasa — opaaHu3ayus
no eonpocam U306pa3umMesnbHO20 UCKyccmed, CO030aHHAA 8
1993 200y 80 ®paHyuu. Pabomaem 6 cgepe cospemeHHO20
ucKyccmesa, 3aHUMaemcAa npe3eHmayuamu pabom KakK mMona00bIXx,
maK U B8CEMUPHO U38ECMHbIX a8MOPO8, Kypupyem 8bICMmasKu,
rnokassisaem 8udeo apm U OOKYMeHMasbHble huabmel O
co8peMeHHOM XyooxecmeeHHOM meopyecmee. OpeaHU3ayus He
umeem nocmoAHHolU wmab-Keapmupsl, HO MOCMOAHHO cmpoum
BaM(HbIE 83AUMOCBA3U HA OCHOBE MECMHO020 U MexOyHAapoOHO20
compyoHu4yecmesa. [TocnedHue sbicmasku 8 2011 200y Kypuposasa 8
JluoHe, 8 Tnamenosnko (Mekcuka) u e /luccaboHe (llopmyaanus).
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BACK FROM BISHKEK:

ON MY NOMADIC WAY THROUGH CONTEMPORARY ART & MOVING IMAGES

Annie Auchere Aguettaz
Curator, Médiation «Imagespassages»

Since its origin in 1993, Imagespassages® works on displacement,
on mental & physical shifts by the new century. Imagespassages
through its name already refers to the change of statutes relevant to
digital opportunities in art (ref. PASSAGE de I'image in centre Pompi-
dou, Paris 1991). In a world where movement, communication (vir-
tual & real) is permanent, the association tries to show how artists ex-
press themselves on today‘s world. As Imagespassages has no venue,
it is a nomadic «gallery» anchored in Annecy, France which develops
animportant local & international partnership. Our current project in
resonance with Lyon biennale is titled «Le nomade et la transpheére»,
meaning how important it is today, to have a critical view on the ef-
fects of globalization.

Nomadic Art Camp in Kyrgyzstan was a great opportunity to start
this new project, as most occidental people don’t know much about
Central Asian countries but in an exotic way.

Our concern with video art works specifically approaches reality
& imaginary, the creation with digital media to give account of the
present, without cancelling past & future in our environment. Unfor-
tunately, | wasn’t at Issyk-kul lake, and if | feel a little bit as an outsider
(which is proper to actual nomadism), | entered with great pleasure
the community of artists & curators invited for this Nomadic Art
Camp, coming from different countries, carrying their own traditions

& newness, their images, their manual & mental items: sculptures,
photos, videos of course it was a big experiment to have to manage
with «something» new & different from your usual practices even
when you are working in the same field.

Not knowing the exact context before my arrival, but wanting to
commit myself to the reflection on bio & cultural diversity in art, |
curated a video programme to give an idea of how (as an individual
but also as part of a collective social body) in France today we deal

with the questions of identities, nationalities, political concerns,
ethics & esthetical & environmental items, not as a report but just as
artistic answer, with as many «entrances» as video pieces presented
on that occasion. The artists were: Philippe Astorg, in the installation
«méme pas peur» (Agrarian University) and introducing the video
programme «mirador» involving his body in the endless movement of
our globe. Then Eric Valette filming young people in the street, show-
ing how close violence & tenderness can be. Concerning portraits,
Valérie Rouge approaches mainly the idea of representation of an im-
age through time & wonder what is real while Tami Notsani & Laurent
Mareschal in «mues», worked with 3 groups of teenagers in France, in
Israel and in Palestine on the question of personal identity.

Then the question of being on one side or the other of a border
was well expressed by Bouchra Khalili. The idea of displacement is
very effective with «sans titre Alger la blanche» by Mehdi Meddaci,
«dansons» by Zoulikha Bouabdellah and «belly dancer» by Pascal
Lievre. This artist and Pierrick Sorin refer, in a humorous way, to what
is called «national identity» and we can guess all the questions linked
to this statement. Jean Gagriel Périot, editing from lots of archives,
questions about barbarians in the world & the chart for human rights.
After that, | made another approach, no longer on human bodies, but
mainly on environment, thanks to «montagne» by Laurent Pernot and
to «centipede sun» by Mihai Grecu, a bit of a desperate approach,
and, to finish off, a more optimistic one through «coexistence» by the
artist Donna Conlon from Panama and her revolutionary ants.

Such a programme & exhibition were conceived to enlarge our
guestioning on the other, not to give any answer in a world rich of
differences & exchanges. This international meeting allowed the
discovery of Central Asian people, environment and works, the
warmth of our hosts, which will be an unforgettable moment in one’s
life and professional experiment. Thanks for this time of co-existence,
where we came in contact with other realities getting something new
from the confrontation.

People are people, even if they have developed their abilities in
different (economical, political, cultural...) contexts. Artists are free
to express their «xown» «ideas» about the world in their own way (ac-
cording to the context, not to a market) and the sphere around which
they are revolving every day ...

By moving, displacing, changes occur. Nomadism is not only eth-
nic today; maybe it’s the best chance to open one’s mind to the other.

Thanks again to Nomadic Art Camp project, for this wonderful op-
portunity, this new artistic web and opening branches.

1 Imagespassages is a non profit organization created in 1993
for visual arts in Annecy/Haute-Savoie/Rhéne Alpes/France. Images-
passages works in the field of contemporary art by presenting video
works of internationally well known artists as emerging ones, by curat-
ing exhibitions of vidéo installations, by screening videos from artists
and documentary films about today’s artistic creation. Imagespas-
sages is a nomadic space with no venue, but which develops an impor-
tant partnership on a local & international ground. Some of the main
exhibitions & video programme curated during the last years are 2011
«Le nomade et la transphere» in resonance with Lyon biennale, «the
commitment of young video artists» in Tlatelolco, Mexico, «Corpus in
Urbe» in Lisbon/Portugal.
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TAOMUKUCTAH - CAPBUHO3 XOAMKUEBA
TAJIKISTAN - SARVINOZ HOJIEVA

e -

MYMTO3 KAMOJ/I304A

lMouck
4’, 2008

MUMTOZ KAMOLZODA
Search
4’, 2008

AXAMIWEAL XO/TUKOB
TaHey 02HA.
3’20”, 2010

JAMSHED KHOLIKOV
Dancing of fire
3°20”, 2010

A3U3A PYCTAMOBA
ewe...
2’337, 2007

AZIZA RUSTAMOVA
more...
2’33”,2007

A/IEKCEN PYMAHLEB
Taxenasa Hoyb
4’, 2009

ALEKSEY RUMAYNZEV
A hard days night
4’, 2009

MYPO/AMOH LWWAPUD®OB
Owubka

2’ 26”. 2010

Maduamop

6’39”. 2009

Jlronu

1’38”. 2010

famak

1713”7, 2009

MURODJON SHARIFOV
Error

2’ 26”. 2010

Gladiator

6’ 39”. 2009

Luli

1’38”. 2010

Gamak

1’ 13”. 2007

nomadicartcamp

CYNAUMOH WAPUDU,
O3AP WAPUDU
Memamopgo3sbl

2’ 39”. 2008

Apbakew

3’21”. 2008

3Haku

1’ 44", 2008

SULAIMON SHARIFI,
OZAR SHARIFI
Metamorphosis

2’ 39”. 2008

Arobakash

3’217, 2008

Signs

1’ 44", 2008

®ECTUBA/Ib BUJEO®U/TbBMOB / VIDEO FESTIVAL

AXAMIWEOL XO/IMUKOB
becrnodHeIl ysemok.

5, 2007

JAMSHED KHOLIKOV
Barren flower (falak).

5, 2007
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KA3AXCTAH - 60TAro3 EPrAJIMEBA
KAZAKHSTAN - BOTAGOZ ERGALIEVA

MAJZINK 3EHTEP NMPUHA MACJ/INKOBA,

Kopomkue ACEJIb KAJIMEBA
Bon appetite
MALIK ZENGER 3. 2007

The shorties
IRINA MASLIKOVA,
ASEL KALIEVA

Bon appetite

3. 2007

MAJIWK 3EHTEP
lNocnedHue SmHuyeckue KoyesHUKU

MALIK ZENGER
The Last Ethnic Nomads

GECTUBAJIb BUAEO®U/IbBMOB / VIDEO FESTIVAL
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KblPIrblI3CTAH - ry/lb6APA TO/TOMYIIEBA
KYRGYZSTAN - GULBARA TOLOMUSHEVA

Lo

ANAOC TOKTOBAEB

KazaH

12’, 2011, Mpouszsodcmeo:

®PK, KTY «MaHac»

dunbm nocssauieH XyOoHHUKY, Komopbll neimaemcsa packpsime 0bpa3s
sesnuKkozo MaHaca cKeo3b mnpusmy cobcmeeHHO20 Meop4yecmsd.
Malipamkyn — manaHmaussili Xy0orHUK u3 Hapodd. MHoaue 200bl
OH pabomaem HaO co30aHUEeM KapmuHsl cgoeli #u3HU «KazaH» .

AYDOS TOKTOBAEYV

Kagan

12’, 2011, production of KTU Manas

The film is dedicated to the artist who is trying to reveal an image of
the great Manas through the prism of their own creativity. Mayram-
kul, a talented artist who live in the village. For many years he is work-
ing on a picture of his life, «kKagan».

nomadicartcamp

AONJTTET KAPXOEB

Capebl Ol

187, 2011, Mpouszsodcmeo:

KTY «MaHac» npu ydyacmuu Internews/Kg

dunem nosecmsyem o yenoseke — bepKkym4yu, Komopell xusem 8
omoaneHHom palioHe ¢ cembel, socniumsigaem u oby4yaem 08yx
Ooyepell. Muea «8 Ho2y cO spemeHem» NpPoooaHaem 0esno ceoux
omuyoe u 0edo8 Ha npomsaxeHuu decamuaemud.

ADILET KARJOEV

Sary Oy

18’, 2011, production KTU Manas & Internews/kg

The film tells the story of an eagle hunter, who lives in a remote
area with his family, educates and trains two daughters. He is keep-
ing track with time but continues to do the work of his fathers and
grandfathers.

®ECTUBA/Ib BUJEO®U/TbBMOB / VIDEO FESTIVAL

TAJTAHT MAMBETOB

He3do

187, 2011, Mpouszsodcmeo: KTY «MaHac».

nasHo2o 2eposa amozo ¢uabma 308ym Tazali. OH xueem 8
maseHbKom cene. Tazali — omauyHsIli cedenvHUK. Bom yxe name
nem oH 6e3 xceHol socnumeleaem 08yx do4vepeli. Tazali neimaemcs
coxpaHume cemeliHyto mpaduyuro pemecsao 015 MOMOMKOS8.

TALANT MAMBETOV

The Nest

18’, 2011, production: KTU Manas.

Tagay is the main hero of this film. He lives in one of the village of
mountainous Kyrgyzstan. For five years he has been raising his
two daughters alone. He is keeping his family tradition, by making
saddles.

AJITMMAH HACUPOB

Cmolibuwe

28’, 2009, lNpoussodcmeo KTY «MaHac».

B ¢husieme MoKa3aHa #u3Hb 00HOU CembU 8 8bICOKO20pbE, 20e CMo2ym

8bIHUMb MOsLKO 00U, AKU U 80sKU. Monodol pexcuccep AnuxmaH
Hacupoe moyHo noyyscmeosasn meliHcmpum ce200HAWHE20 OHA HA
scem npocmpaHcmee b6oisweao CCCP.

ALIJAN NASIROV

Cattle Camp

28’, 2009, KTU “Manas”,

The film shows the life of one family in the highlands, where only
people, yaks and wolves are able to survive. Young director Alizhan
Nasirov has precisely felt a mainstream of today on all space of the
former USSR.



YYACTHUKWN / PARTICIPANTS

®amux Aydo20y (Typyus) / Fatih Aydogdu (Turkey)
MaHapbexk AmaH (Kyrgyzstan) / Janarbek Aman ( KeipebizacmaH)

Gununn Acmope (bparHyus) / Philippe Astorg (France)

EezeHuli bolikos (KeipabiscmaH) / Evgeny Boikov (Kyrgyzstan) B bl CTABIKA COBPEMEHHOTO UCKYCCTEBA
CynmaH bokoHbaes (KbipebiacmaH) / Sultan Bokonbaev (Kyrgyzstan)
CONTEMPORARY ART EXHIBITION

bomacaH (bomazo3 Epzanuesa, KazaxcmaHx) / Botasan (Botagoz Ergalieva, Kazakhstan)

Cepuk bykcukos (KazaxcmaH) / Serik Booxikov (Kazakhstan)

AnekcaHOp BepewaauH (Keipabizcmat) / Alexander Vereshchagin (Kyrgyzstan)

Bameip Axcanues (KoipebiacmaH) / Batyr Djaliev (Kyrgyzstan)

Bnadumup 3yxuH (KeipabiacmaH-U3pauns) / Viadimir Zuhkin (Kyrgyzstan-Israel)

JluoHesno Kambrope (bpaHuyus) / Lionel Camburet (France)

Pacyn Koukopb6aes (Kvipabizacmar)/ Rasul Kochkorbaev (Kyrgyzstan)

Cadsipbex Makees (KoipabizcmaH) / Sadyrbek Makeev (Kyrgyzstan)

Cunseu MapwaHo (®paHyus) / Sylvie Marchand (France)

Mapk Mepcoe (bpaHyus) / Marc Mercier (France)

UpuHa Macnukosa (Kazaxcmar) / Irina Maslikova (Kazakhstan)

Pakenb Podpuzec (McnaHus) / Raquel Rodriquez (Spain)

- Anmacbek CamuoduHos (KeipebizacmaH) / Almasbek Samidinov (Kyrgyzstan)
‘fi_h-. Anbbepmo ®epHaHoes (Mekcuka) / Alberto Fernandez (Mexico)
KapumxaH XacaHoe (Keipesizacmat) / Karimjan Hasanov (Kyrgyzstan)

Y - ‘: CapsuHo3 Xodxmcuesa (Tadwcukucmat) / Sarvinoz Hojieva (Tajikistan)
"b.- E;r& . Teeu XopHb6pyK (lfepmaHus) / Tavy Hornbrook (Germany)

: MypodxcoH Lapugos (Tadxwukucman) / Murodjon Sharifov (Tajikistan)

CynalimoH Lapugu (Tadxukucmat) / Sulaimon Sharifi (Tajikistan)

a5

4 K wl-ﬁ'ﬁOHcmaHmUH LWkypnena (KeipesiscmaH) / Konstantin Shkurpela (Kyrgyzstan)
r "y i
T @ " “".fOpucmanbex Llibizaes (Keipewbizacmat) / Yuristanbek Shygaev (Kyrgyzstan)

: KbIPTbI3CKMU HALMOHAIbHBIA ATPAPHBIN YHUBEPCUTET BULLKEK
i ! / Skmen Spma (Typyus) / Ekmel Ertan (Turkey) KYRGYZ NATIONAL AGRARIAN UNIVERSITY BISHKEK
| 1 : Per Amayyu (AnoHus) / Ren Yamauchi (Japan) 07. 09 — 10.09. 2011
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GuHaneHas  ebicmaska  y4acmHukos — «Kowyeeozo  nazeps
ucKyccme» cocmosnacek 8 Kelpabi3ackom HayuoHaneHom A2papHom
YHugepcumeme, 8 KOMOPOM MAKHE MPUHAAU Y4aCMUe HECKObKO
u3BeCcMHbIx BUWKEKCKUX XyOoHHUKo8. [Tpedcmasumenu cospemeH-
HO20 UCKyccmea U3 pasHbIX CmpaH npodemMoHCmpuposanu pas-
Hoobpasue memodos8 U nodxo0o8 K MNpobaemMam KysnbmypHO20
duasnoza 8 OUHAMUYHO pPA3BUBAIOWEMCA COBPEMEHHOM Mupe.
OcHogHoOl selimmomueg 8bIcmasKu — KysbmypHoe Hacaedue, KaK
UCMOYHUK 800XHOBeHUA 0718 CO30aHUs Mpou3seedeHuli coepemMeHH020
UCKYcCmaa ¢ MoMOWbio HOBbIX 8U3YaAsIbHbIX MexHoA02ud.

nomadicartcamp

The final exhibition of the Nomadic Art Camp was held at the Kyrgyz
National Agrarian University and was attended by several prominent
artists in Bishkek. The representatives of contemporary art from dif-
ferent countries demonstrated a variety of methods and approach-
es to intercultural dialogue in the dynamic modern world. The main
theme of the exhibition was how cultural heritage can act as a source
of inspiration for contemporary art and how new visual technology
can be employed to convey these traditional values.

BbICTABKA COBPEMEHHOIO MCKYCCTBA / CONTEMPORARY ART EXHIBITION

OmKpbimue 8bICMABKU COMPOBO#AAA0CL IKCEPUMEHMANbHLIM
nepgomaHcom My3blIKaHMO8 Oxca3 epynnbl «CoseHble OpewKu»,
akmepos meampa «CaxHa» u  epynnel «Teamp [».  CuHmes
usobpasumesnbHO20 UCKYyccmed, My3biKU U MAACMUKU, 8 KOMmopbiX
ompasusnace  Koyeeas  Yueuau3ayus, CoomHoweHue — Mexoy
Hapodom u 3emneli, mewdy ceoeli HAYUOHAAbHOU Kynbmypol u
ceoeli cobcmeeHHoU udeHmMuU4YHoCmMblo0. B pamkax 8bicmasKku 6blau
MOKA3AaHbI UCKpeHHUEe cmydeHyeckue ¢unbmel Llenmpa My3eliHbix
Unuyuamus AYUA u O® «Taaaum - Popyma».

The opening of the exhibition was accompanied by performances from
the experimental jazz musicians «Salty Nuts», and the theater groups
«Sahna» and «D Theater». This synthesis of fine arts, music and sculp-
ture worked as a reflection on nomadic civilization, the relationship
between people and land, and between their national culture and their
own identity. Also during the exhibition, student films were shown
by the Museum Center at AUCA and Initiatives Foundation «Taalim -
Forumn».
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BbICTABKA COBPEMEHHOIO MCKYCCTBA / CONTEMPORARY ART EXHIBITION

BCTPEYHA KOYEBHUKOB.

NOMADIC ENCOUNTERS.

OQATUX AYAOTAY Typyus
I, 11, 111, 1V, V, VI C-MEYATb

FATIH AYDOGDU Turkey
I, I, 11, 1v, v, vi C-PRINTS
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CYNAUMOH WAPUOU, MYPOLMKOH LUAPUDOB TadwurkucmaH
CETU. NEPOOPMAHCE, ®0TO

SULAIMON SHARIFI, MURODJON SHARIFOYV Tajikistan
NETWORK. PERFORMANCE, PHOTO

Yenoseyecmso, paseusas yusuaAU3AUUK, 3ax8ameigaem po-
cmpaHcmeo npupoOdsl. Tam ede AHOOU OCMAHABAUBAKOMCA, MPUPOOd
nepexodum & HacmynsaeHue, omeoesvisas ceoe. MyuyuHa u
MEeHWUHa, neimaromca u3 mupa awdeli nepelimu 6 mup Oukol
npupodel. [aa amo2o OHU pucyrom HA meaax MAmHa, Yewyr u
npespawatomcs 8 Aeonapda u pelby. Ha skpaHe passopavusaemcs
cuyeHa u3 OuKoli npupoodsl, 20e XUWHUK npecsedyem xepmay.

This performance focuses on humanity, building civilizations, and the
nature of space. The man and woman in the piece attempt to move
people from the world of human constructs into the world of wild-
life. To do this, they drew on their bodies a series of spots and scales
and thus turn themselves into a leopard and a fish. They then emerge
into a scene from the wild, where they are predators pursuing their
prey.

BbICTABKA COBPEMEHHOIO MCKYCCTBA / CONTEMPORARY ART EXHIBITION
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CUNNbBU MAPWAHA, TUOHE/Ib KAMGbGIOPE ®paHyua PAKEJIb POAPUTEC HcnaHus
KOCMOC 3. o070, BUJEO, UHCTANNALUNA KPACHbBIE UBETbHI A4/14 AOYEPU. UHCTANNAUNA B 3BYKE
SYLVIE MARCHAND, LIONEL CAMBURET France RAQUEL RODRIQUEZ Spain

COSMOS 3. FOTO, VIDEO, INSTALLATION RED FLOWERS FOR A DAUGHTER. SOUND INSTALLATION

lymewecmeue o ecemy mupy: Paboma ekaouaem 6 cebs coOepiaHue HeKomopbIX Kblp2bl3CKUX

KaHada, MoHzaonus u Keipabi3cmaH - rneceH, @ makxe moli cobcmaeHHbIl 0rMbim epemMeHU MposedeHH020
Hascmpeuy Kovegbim Hapodam, 8 KblpabiscmaHe. B uHCMaAAayuU  UCMO/b3080HbI  HECKO/bKO
Mymewecmsue 8 6eCKOHeYHbIl KocMOc. KbIP2bI3CKUX 1eceH, UCMOMHEeHHbIX HeHWUHamu ceaa Tocop. eHwuHa
— amo camoe nepsoe cywecmso, Komopoe 0bbACHAeM 0emsAM, KaK
A travel around the world,
Canada, Mongolia and Kyrgyzstan
Meeting nomadic people

A travel to endless space

ycmpoeH mup. Yepes asnemeHmsl, Komopole Mosenaomcsa 8 fecHe,
Mbl MOXEM U38/1e4b HEKOMopble udeu Kbipabl3cKo20 8UdeHUs Mupa,
4Ymo, KoHeYHo xce, 6yoem 00nosHeHO MOUM COBCMBEHHbLIM OMbIMOM,
npuobpemeHHbIM 30€eCh.

This installation makes references to the content in some Kyrgyz songs
and to my own experiences for almost two months in Kyrgyzstan.
Some Kyrgyz songs from women in Tosor are used in the installation.
As women are the ones that first explain the world to children, through
the elements that appear in this song we can extract little ideas of the
Kyrgyz vision of the world, which are mixed with my own experiences
here.

BbICTABKA COBPEMEHHOIO MCKYCCTBA / CONTEMPORARY ART EXHIBITION
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BbICTABKA COBPEMEHHOIO MCKYCCTBA / CONTEMPORARY ART EXHIBITION

«theCube» Asnsemca nybaudHLIM  apPM-MPOEKMOM, KOmMopell
npedcmasnsem coboli CKyaAbmmypy, a makxe oHaaliH-2anepero.
«theCube» — Ky608UOHAA CKYynbNIMypa, pa3mMmeuw,eHHasA 8 nybau4HoOm
npocmpaHcmse. CKyanbnmypa pasmepom 8 00uH Kybuveckuli memp
6710ka cmoum Ha 00HOM U3 e20 Y2708, KOmopwbili paspezaemcs
YacmMu4HO 1038074 Kyby cmosme no Oua20HAAU K 3emsae. Ima
no3uyus noseosnsgem amum 3 epaHAM Kyba 6bimb yO0ObOHbIMU U
sudumeimu 01a obuwecmeeHHocmu. 3mu mpu 2paHuU umerom 3
paznu4Helx QR-koda, no kKomopeim Kyb coeduHaem arodeli 8 mpex
3as10ax oHnaliH-eanepeu.

«theCube» sensemca seb-eanepeeli. CmMpaHuybl eanepeu CeA3aHbI
Cc 00HOU u3 cKynbnmyp 8 nybau4HOM npocmpaHcmee. 3mo Kak
8eb-cmpaHuya, Komopas umeem HecKosbKo uduyeckux osepel,
U moy4ku docmyna 8 pasHule y2osKu 3emMHo20 wapa. OpeaHuzayus
unu  xy0odHUK, Komopblli compyoHu4Yaem 8 u320moeaeHuu u
pasmeuwjeHuU CKya6nmypeol 8 mybau4HOM MPOCMpPaHcmeae u Kypupyem
8bICMABKU HA Pe3epB8UPOBAHHLIX CMPAHUYAX OHAAUH 2anepeu.
Aydumopusa Hyxodaemca 6 smartphone c¢ npunoxeHuamu QR-
Codereader, ymobbl 0obpameca 00 e2anepeu 4Yepe3 CKyabImMypy.
Kak obwecmeeHHaa xydoxecmeeHHasa paboma «theCube» 3a-
xeameigaem ece bonbwee 4Yucao MobuUbHEIX 2a0demos U
npedaazaem ucrnonb308ames OAHHYIO MEXHO102Ut0 018 KyAbmypHbIX
ueneli.

«theCube» ebidsuzaem easneperd HA yaAuyy 8 YAcCmMHOM MopAOKe
yepes mobusnbHble ycmpolicmea. «theCube» 6ydy4u cKynbnmypol
u obwecmeeHHoli xydowecmeeHHoU pabomoli umeem MHO20
docmuxeHull, nozsonsem benavim Kybukam (ycnoeHoli zanepee)
sbilimu Ha nybauky, coeduHsem eupmyanbHbll U u3udeckuli
mupsbl, 06veduHAsem ux 8 00HYy MexOyHapPoOHyto 2anepeto. Takie
noseossaem aasnepee bbimos 8uouMoli u docmynHol 048 mex, Kmo He
nos163yemca UHMepHemMom.

3KME 3PTAH Typyus
KYB. UHCTANNAUMNA

EKMEL ERTAN Turkey
THE CUBE. INSTALLATION

«theCube» is a public art project, which is a sculpture as well as an
online gallery.

«theCube» is a cube-like sculpture placed in a public space. The sculp-
ture is a one cubic meter of block and it stands on one of its corners
which is cut partially to let it stand diagonally in relation to the ground.
This position makes it possible to expose three faces of the cube to
public. Those three faces have 3 different QR Codes, by which the cube
connects people to the three halls of the online gallery.

«theCube» is a web-based gallery. The pages of the gallery are con-
nected to one of the sculptures in a public space. It is like a web page
that has several physical doors/access points in different locations on
the globe. The organization or the artist, who collaborates in creating
and placing the sculpture in a public space curates the exhibitions in
reserved pages of the online gallery.

The audience needs a smart phone with a QR-Code reader applica-
tion installed, in order to reach the gallery through the sculpture. As
a public artwork, «theCube» involves increasing number of mobile
gadgets into consideration and suggests using the technology for a
cultural purpose.

«theCube» moves the gallery out to the street in a private manner
through the smart mobile devices. As a sculpture and a public art
work «theCube» has many achievements, letting the white-cube (the
conventional gallery) be shown to the public on the street, connecting
virtual and physical world, uniting them into one international gallery.
It also makes the gallery be visible and accesible for people who don’t
use internet.
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CY/ITAH BOKOHBAEB KbipabiscmaH
®OTO: TEBU XOPHBPYK lepmaHus

MOPE. KAMHMUA.

SULTAN BOKONBAEV Kyrgyzstan
FOTO: TAVY HORNBROOK Germany

THE SEA. STONES.

BbICTABKA COBPEMEHHOIO MCKYCCTBA / CONTEMPORARY ART EXHIBITION

MAPK MEPCbE ®paHyusa

MO3TUHYECKUE U YPBAHUCTUYHYECKUE NOJTUDPOHUN. BUAEO MHCTANNALUNA BTIPOTPECCE

MARC MERCIER France

POETIC AND URBAN POLYPHONIES. VIDEO INSTALLATION IN PROGRESS

Budeopaboma, 8 komopoli 8udeo u 38yK UCMOAb3YIOMCA U3 mMpex

ucmoyHukos. Mdesa y meHs 3apodusace 8 mo epems, Koada s
Haxooduscs 60 BeemHame 8 2opode Ha TpaHz no npueaaweHuro
Komumema HapoOHbix npedcmasumersel, ymobsl omoams OaHb
nos3suu u sudeopabomam xy0oxHUKa [xaHHU Tommu. A 8CiomHus,
4umo 80 8pems 8oliHbl Tommu roexas myoda 8 Ka4ecmae creyuaabHo20
KoppecrnoHOeHmMa umanbAHCKOU  KOMMyHUcmu4yeckol — 2azemsi
«tOHUMa». OH 6bi1 Mo20a apecmosaH U npu2osopeH K cMmepmHol
KA3HU 8bemHAaMCKUMuU aHMUKoOMMyHUcmamu. E20 #u3Hb 6bl/la
craceHa, MomMomy Ymo 8 e2o CyMKe 0Ka3a/1acb KHU2a CO CMUXamu u3
19-20 seka: «Kum BaH Kuy» nod asmopcmeom HeyeH [y.

Takum 0bpaszom, noa3us cama no cebe crnocobHa cesnams Yean08eKa
c80600HbIM. A pa3006bla 0PU2UHAA MEKCMA HA 8bEMHAMCKOM f3bIKe
u nonpocun awdell Ha yauyax 8bEMHAMCKO20 20podd 3a4umame
MHe HeKkomopble OmpbI8KU U3 cmuxomeopeHul. Bce amu 2onoca
06pasyrom Moamu4yecKyro rnoaugoHuto.

Bmopasa 4Yacme bbina 3anucaHa 8 2opode Pamanna, HA OcHoge
cmuxomeopeHua Maxmyoa [Japsuwia «A 8uxmcy, 4mo Xody»,

npoyumaHHol ¥umenamu 20poda Ha POOHOM A3bIKe 103MA.

Tpemoesa Yacme 8udeo Ha ocHose cmuxomeopeHusa Imuns HeanueaHa
«3UMHUl ee4yep», UCMOMHEHHO20 HA (PPAHUY3CKOM A3biKe, bbiaa
CHAMA 8 KAHAOCKom 2opolde Keebek.

JTrooel,
CMUXOMBOPEHUSA U y4usau MeHa Yumame e20 Ha A3bIKe OpU2UHAAA.

KOmopbix A 8cmpe4yasn HA  yauyax, npo4umsl8anu
Bce mpu pabomesi npedcmasseHsbl sBMecme 6e3 cybmumpos, Ymobbi
nepedams U od4epKHymMb Mes100Uko C/108 U 20/10C08 KOMopble OHU
npousHocam. lopoda 2080pAM ycmamu c8oux xumesned.

This is a video work in progress in which images and sounds are taken
from three sources. The idea came to me while | was in Vietnam (Nha
Trang), invited by the Provincial People’s Committee to pay a tribute
to the poet and video artist Gianni Toti. | remembered that during the
war, Toti went there as the special correspondent for the communist
Italian newspaper «Unitd». One day, he was arrested and sentenced
to death by anti-communist Vietnamese. His life was saved because
in his bag he had a poetry book from the 19th century: «Kim Van KiG»
by N’Guyen Did.

Poetry is therefore able to free a man. | found the text in Vietnamese
and asked some people | met in the street to read an extract. All these
voices are forming a poetic polyphony. It was the beginning of this
installation.

The second film was recorded in Ramallah with a poem by Mahmoud
Darwich «I see what | want», spoken in his mother tongue by inhabit-
ants from the town.

The third film was recorded in Quebec City (Canada) with a poem by
Emile Nelligan «Soir d’hiver», spoken in French.

People | met in the streets would read the poem and teach me to read
it in the original language — the nomads of the language.

The three parts of the work are presented together, without any subti-
tles in order to emphasize the melody of the words and the voices that
pronounce them. The towns are speaking through the voices of their
inhabitants.
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CEPUK BYKCUKOB KasaxcmaH
CYTAVNMOH LWAPU®U Tadwmukucmax
TEBU XOPHBPYK lepmaHua

UHTUKATOPbBLI MNMOTPYMEHUA.
®0TO

XYLOXKHWUKM M3 pasHbiXx CTpaH cobpanvcb Ha o3epe Wccbik-Kynb
npeacTaBnss 3THOKY/NbTYPHOE MHOroobpasue pasHblX COLMYMOB.
Hegaento knnu BopTax, CHAMaNU GUAbMbI, TUCANN }KAHPOBbIE 3TIOAbI,
OeNanu NHCTanNAunn n nepdopmancel. M camun ctanm matepmanom
ONA apT npoekta. ®otorpadmm CHUMaNUCb B UMMNPOBU3UPOBAHHOM
doTonabopatopun. JIMLO KaXKAOTO XYAOXHMKA 6Obl0  HEKUM
NAEHTUPUKALMOHHBIM CMMBOJIOM, 3HAaKOM CBOEro Ccouuyma, U
KOMMO3MLMA M3 3TUX 3HAKOB, MO CYyTU — MoOJie B3aUMOAEWNCTBUA
KYNbTYpP U MHOroobpasusa. Ha npoTAaKeHUU HECKONbKUX AHEW Mbl
CHMMann B OAHOM paKypce AULO U YacTu Tena. 20 nNuUYHOCTEW B
COCTOAHUUN OTKPbLITOCTM 3TOMY MUPY. [lyXOBHbIE, CBET/IbIE, CO CBOEWN
NCTOpUEN 1 CO CBOMM MOCAAHUEM.

SERIK BOOXIKOV Kazakhstan
SULAIMON SHARIFI Tajikistan
TAVY HORNBROOK Germany

INDICATORY IMMERSION.
PHOTO

Artists from different countries gathered in Issyk-Kul, representing
the ethnic and cultural diversity of society. For one week they lived in
yurts, made films, wrote genre sketches, and completed installations
and performances. And they themselves also became the material for
the art project. Photos were taken in a makeshift darkroom. The face
of each artist was kind of an identification symbol, a sign of its society,
and the composition of these signs became the field of interaction be-
tween different cultures and diversities. For several days we shot the
artists from the exact same angle. Twenty people in a state of open-
ness to the world. Spiritual light, with its history, and its message.
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AJIMACBEK CAMUWAWNHOB KelpabiscmaH
TPEX3TAXHAA WOPTA. UHCTANNAUNA

ALMASBEK SAMIDINOV Kyrgyzstan
A THREE-STOREY YURT.

INSTALLATION

BbICTABKA COBPEMEHHOIO MCKYCCTBA / CONTEMPORARY ART EXHIBITION

Teopey, Kak Hekomopsele «bypaecku», co30asa asmornopmpem,
«0s8oliHble mena», Ko4yesoli 2epoli 8 KoMbOUHe30He, C MOHKOU
wankol U y3enKkom, 2yaawouwuli mo ecemy cospemeHHOMY Mupy,
U Mbl, He 3HaeM, c4acmsaue AU OH UAu revyasneH, cobpasnca Au oH
nolimu Kyda-nubo.... OH Asademcsa cumsoauyeckol ¢uaypoli
8 cospeMeHHble 8peMeHd, C8A3AHHbIU C HEMbIM KUHO MAKMe, KaK
coyuasnbHble ycnosua Hawux OHel, 30ecb 8 s1ecy, KaK 8 CKA3Kax,
«BHYMPU» UMU «BHE» BHEWHE20 MUPA, Mbl HE 3HAEeM, KPOMe moeo,
Ymo oH Yyyscmeyem cebs oceswum uau 6bime ¢ 0oCMasnbHLIMU... Bce
Ymo OH umeem, 3mo 8ce Ymo 8 e2o y3esnKe U e2o ceoboda. B Hawe
spemsa bbimb 8 Mymu, 3mo, 8 Mo xe spems, 6bimb U3OPAHHLIM U
110/102aMbCA HA HU3Hb, 6bIMb AUYHOCMbIO U Yes108€KOM 0bWecmaa.
B ceoem meopyeckom nosedeHuu Punaunn Acmope 8ce20a ysseKasncs
udeeli o «nonpowatike», pueypa cpedHUX 8eKos, 8pode bpoodseau....KaK
npobsemamuKa 8e4HO20 U BHewIHe20 «s8pode bbl He ucnyaanca» (3ma
¢hpasa 8 0CHOBHOM UCMO/b3yemcs 0embMu, K020a OHU CMaparmcs
cdesname 4Ymo-mo HOB0€, HO 8 MO e 8PEMA ONACHOE 08 HUX Uau
3anpeuwjeHHoe U 3mo 0718 HUX 8p00€e UCMbIMAHUS).

eUANNN ACTOPT
BPOAE Bbl HE UCNNYTAJICA. UNKA

PHILIPPE ASTORG
MEME PAS PEUR. LOOP

The artist, as some «burlesques», has created a selfportrait, a
bodydouble, a nomadic character in a boiler suit, with a soft hat and
a balluchon who walks endlessly through our contemporary world we
never know if he’s happy or sad, if he intends to go somewhere...

He is the emblematic figure of the nomad in modern times, linked to
mute cinema as well as today social backgrounds, here in a forest like
in fairy tales «in» or «out» of the rest of the world, we don’t know just
that he does not feel like settling or being socialized...

All he has got, is in his balluchon and his freedom Today, being «on
the road» is at the same time chosen and imposed by life, as an
individual and as a social body In his artistic bahaviour, Philippe
Astorg has always been involved in the idea of «le gueux», a figure
from the middle ages, a kind of tramp... so the problematic is eternal
and environmental «méme pas peur» (not even afraid...) is a sentence
used mainly by children when they are going to try something new or
dangerous or forbidden is a kind of challenge to themselves.
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ANNEKCAHAP BEPEUATUH Koipabiscman
AOPOTA U3HUN (APXAPDI). v0TO

ALEXANDER VERESHCHAGIN Kyrgyzstan
LIFE ROAD (MARCO POLO). PHOTO

BbICTABKA COBPEMEHHOIO MCKYCCTBA / CONTEMPORARY ART EXHIBITION

MAHAPBEK AMAH KolpebiscmaH

OBUTE/NIb KOYEBHMUKA. CEPUA ®OTOTPADUUI, UNOPOBASA MEYATH

JANARBEK AMAN Kyrgyzstan

ABODE OF THE NOMAD. A SERIES OF PHOTOGRAPHS, DIGITAL PRINTING

C02/10CHO MUPOBO33PEHUI KOYEBHUKA, HU3Hb —8eYHbIU Myms. Kouys,
OH 03HAB8ASA MHU3Hb, HAbAOAn cMeHy epemeH 200d, 38€30HbIX
UUKs108 HO Hebe, MOHKO 4y8cmeosas oKpyxarouiee u ymesa 6eims
8 2apMoHUU ¢ npupodoli. OH padosascs ayyam seceHHez2o CosHYaA,
HosopoxoeHHoU JlyHe, nepsbiM pOCMKAM 3eseHol mpasel, nepsomy
seceHHeMy MO/OKY. Bce amo 0515 Hezo — ecmecmeeHHoe rpossseHue

MUusHu.

According to my worldview, the nomadic life is the eternal way.
Roaming, man lived and learned and watched the seasons, the cycles
of stars in the sky, and subtly felt around him that he was in harmony
with nature. He rejoiced in the rays of the spring sun, the moon in
its everlasting rebirth, the first stirrings of green grass, and the first
spring milk. All this for him was a natural manifestation of life.
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EATBHIP AJINEB KelpeeiscmaH 6EOTACAH bomaeos Epeanuesa, KasaxcmaH

BECblI BPEMEHMWU. UHCTANAAUNA OBJ/TEMUXA UCCBIK-KY/IbCKAA. NEP®OPMAHC
BATYR DJALIEV Kyrgyzstan BOTASAN Botagoz Ergalieva, Kazakhstan

MEASURE OF TIME. INSTALLATION SEA BUCKTHORN OF ISSYK-KUL. PERFORMANCE

Obsenuxa — KYCMapHUK, 46U 8emKu ujedpo obsemnneHsl yenebHbimu
nnodamu. Kaxudas [2000, KAK KPOXOMHOe CO/HbIWKO, Oapum
mensao u padocms Hezabbleaemozo eKyca. M3obunue obaenuxu Ha
UCCbIKKYbCKOM nobepexcbe nopaxcaem soobpaxceHue. Ho He Kaxobili
0MBaMUMbCA copeams MpPeKpacHelli N100: ee Koaw4yue 8emku
HaOexHo ee 3auwjuujarom. Hedapom HazeaHue 3mozo KycmapHUKa
HO aH2/UGCKOM A3bIKE 38y4UM KAK «NecYaHas Komwovka». Ho mex,
KMo e8ce-maKu omeaxcumecs Ha cbop A200, #oem 8KYCHAA HA2paod
— 0bs1enuxosoe sapeHse.

Sand thorn is a bush whose branches are plastered with a healing fruit.
Like a tiny sun, each berry gives warmth and the joy of an unforget-
table taste. There is an amazing abundance of Sand thorn on the coast
of Lake Issyk-Kul. But not everyone would dare to collect the beautiful
fruit — its prickly branches reliably protect it. No wonder the name of
this bush in English sounds like «sea buckthorn». But for those who
brave the thorns to collect berries, a tasty reward awaits — sand thorn
jam.

BbICTABKA COBPEMEHHOIO MCKYCCTBA / CONTEMPORARY ART EXHIBITION
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BAAAUMMUP 3YXUH KeipebiscmaH-U3pauns
KOPMUJTULUA. OEBbEKT

VLADIMIR ZUHKIN Kyrgyzstan-Israel
NURSE. OBJECT

BbICTABKA COBPEMEHHOIO MCKYCCTBA / CONTEMPORARY ART EXHIBITION

EBIFEHUUW 6O0MKOB Kbipabiscmar
ronyeb MUPA HAMUCAHHbBLIN BAPAHOM. BUAEOUHCTANNALNA

EVGENY BOIKOV Kyrgyzstan
PEACE PIGEON DRAWN BY A RAM.

VIDEOINSTALLATION
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UPUHA MACJ/IMNKOBA KazaxcmaH

PbIEHOE XO3AMUCTBO. ¢0TO U BULEO UHCTANNALMNA

IRINA MASLIKOVA Kazakhstan
FISHERIES. PHOTO AND VIDEO INSTALLATION

105

Paboma nocssaweHa npobaemam aKoa02uuU U ucyesaroujeli hayHol 8
s800ax Uccoik-Kynsa. HalioeHHblie Ha bepeay o3epa KamHu nooxooaueli
¢opmbl bblau cmuau3oeaHsl Nod pelbOK nocpedcmeom pocnucu
QKPUOBLIMU Kpackamu. Bce xenarowjue moeau npuHame yyacmue
8 «pazsedeHuu pblbok», HO Haubonbwuli uHMepec K daHHoU pabome
nposAsuau mecmsele demu, KOmopsiM bblaa 0aHA MoaHAsA ceoboda
meopvyecmsa. B umoze, obpasosaswytoca cmaliky pblboK, asmop
0XCUBU MPU MOMOUWU MEXHUKU MOKAadposol GHUMAYUU U «8blMycmus
8 800y ».

This installation is devoted to environmental issues and the vanishing
of the fauna of Lake Issyk-Kul. Suitably — formed stones found on the
shore of the lake were polished and styled as fish with acrylic paint.
Everyone could take part in the «breeding of fish» but local children
showed the greatest interest in the project and were given complete
creative freedom. Later, the artist was able to revive this flock of fish
with technology and time — lapse animation and afterwards released
them back into the water.
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PACY/l KOYKOPEAEB KoipabiscmaH
ABCTPAKLUUMUNU. CEPUA MUBOMUCHBIX PAGOT

RASUL KOCHKORBAEV Kyrgyzstan
ABSTRACT. SERIES OF PAINTINGS

BbICTABKA COBPEMEHHOIO MCKYCCTBA / CONTEMPORARY ART EXHIBITION

Lenb e2o pabomsl — nonsimka 3acHAmMb epems. domozpaguu,
cOeslaHHbIE UHMepP8asom 8 3 MUHymel, pasdesnsdem 0eHb Ha MesKue
eo0uHuUbl om socxo0ad 00 3aKama coaHud. Ymo moxcem coenameo
meyeHue 8pemMeHU — 8UuOUMbIM. 3mom akm co30asa mpucma
¢omoepacgpul, u oHU pacnosoxeHsl 8 sude Kpyaa, 0758 Mo2o Yymobbl

MoKasame meveHue spemeHu OHA 0414 3pumesned.

PEH AMAYYU AnoHus
AEHb. o0TO UHCTANNAUUA

REN YAMAUCHI Japan
THE DAY. PHOTOGRAPHY INSTALLATION

Production was carried out as an attempt to seize the day. The photos
were taken in three minute intervals, dividing the day into small mo-
ments, from sunrise till sunset. This made visible the passage of time.
Three hundred photos were taken and arranged in a circle to relive the
day’s time for viewers.
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ITOPUCTAHBEK LbITAEB KbsipabiscmaH KOHCTAHTUH LWKYPITE/IA KeipabiscmaH
CEPUA CBUTKOB HA TEMY 3KOJIOTUWNU. XO/CT, AKPUJI 100X200 JIEHWUH C MY30#h. OBAMA C MY30M.

ANNTUX MO MOTUBAM KAPTUHbBI PYCCO «MY3A, BAOXHOB/IAIOLUWAA NO3TA»
YURISTANBEK SHYGAEV Kyrgyzstan

A SERIES OF SCROLLS ON THE THEME OF ECOLOGY. CANVAS, AKRYL 100X200 KONSTANTIN SHKURPELA Kyrgyzstan
LENIN AND THE MUSE. OBAMA AND THE MUSE.

DIPTYCH BASED ON ROUSSEAU’S PAINTINGS «MUSE, INSPIRING THE POET»

BbICTABKA COBPEMEHHOIO MCKYCCTBA / CONTEMPORARY ART EXHIBITION
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BO3BPALUEHUE U3 KbIPITbI3CTAHA

Mapk Mepcee
Les Instants Vidéo Numériques et poétiques

B nepuog 26 aBrycta no 9 ceHtabpa 2011 roga y meHs, Kak y
XYLO0XKHUKa U aAupekTopa ¢paHuysckoro sugeodectusansa Les In-
stants Vidéo, 6bina yauBUTENbHAs BO3MOMHOCTb y4acTBOBaTb B

Tpex He3abbiBaeMbIX COBLITUAX: MeXKAyHapoaHOM «Ko4yeBoi narepb
MCKYCCTB» Ha 10}KHOM bepery ropHoro o3epa Mccbik-Kynb, dectusane
Bugeo B JJome KWMHO M BbiICTaBKe COBPEMEHHOrO WCKycCTBa B
Kblprbiackom HaunoHanbHom ArpapHom YHuBepcutete B bulikeke.

HA3BAHUWE MECTA

MHe He BblJ1I0 U CeMHaALaTh IeT, Koraa MoK MOAHbIN Baarmx
HaMepeHuit npenogasaTenb 06pPaTUN MOE BHUMAHWE Ha KHUTY,
KOTOPYIO ero nepeBoAYmK, Jlyn AparoH, Ha3Bas camoil MpeKkpacHomn
B MUpe uctopuen o Ntobeu - «Axamuna» YuHrmusa AiitmaToBa. 370
6b1710 ewe Bo Bpems cywectsoBaHuna Cosetckoro Cotosa. Ta KHUra
6blna BbiMyWeHa Noa 3rnaon GpaHUy3CKOW KOMMYHUCTUYECKOM
naptum muspatenbctsom Messidor, a AparoH 6bin B Te BpemeHa
HOMMWHA/IbHbIM  [/1aBOM  WHTENNIEKTYa/NlOB-KOMMYHUCTOB. YuTan
KHUTY, A Niakan. XoTA CloXeT pomaHa passuBaeTca B Kbiprbi3cTaHe,
N OPWUTMHANbHbLIK TEKCT 6bln HanuMcaH Ha KbIPrbiI3CKOM A3bIKe,
A npuHAN Toraa AMTmMaToBa 3a pycckoro nucatens. B moem
npeacTaBAeHUn, MeCcToM AeNcTBMA Obll HEKU MNOyCenbCcKui
npuropofs Mocksbl. Koraa nmnepus yepecyyp LeHTpaansmpyeTcs,
€e OKpauHbl CTaHOBATCA 0COOEHHO Ma/I03aMETHbI.

OAHMUM U3 TNaBHbIX AOCTUKEHUI MexayHapoaHoro «Koyesoro
narepa WUCKYCCTB» CTasio TO, YTO HUKOMY [Jocene HeusBecTHoe
MECTEeYKO OTKPbIIOCb MWpYy, cobpaB BmecTe ABaguaTb WeCTb
XYAOXXHUKOB W KypaTopoB w3 KbiprbiscTaHa, TaAXMKUCTaHa,
Typuuu, KasaxctaHa, ®PpaHuuu, AnoHuu, Mekcuku, WcnaHum
W Apyrux ctpaH. BepHyswucb B Mapcenb, A BHOBb NpoyuTan
NCTOPUIO O Nto6BM NpeKpacHoi [Kamunum n 3aragodHoro laHuapa,
YBUAEHHYIO rnasamu pebeHKa, KOTOPbIM CTPEMMUTCA 3aHUMMATbCA
KMBOMUCbIO, HECMOTPA Ha TO, YTO CEMbA CMOTPUT Ha 3TO KakK
Ha HeuyTo, HU4Yero He cToswee. dTa 6opbba 3a TO, YTObLI Yepes
TBOPYECTBO 3aHATb CBOE MECTO B COBPEMEHHOM MUpe, U cTana,
no MOemMy MHEeHMU, Kaw4yeBbiMm Bonpocom «KouveBoro nareps
MNCKYCCTB», O KOTOPOM HUXKE A CKaXKy HECKOJIbKO C/I0B.

MEXAYHAPOLAHbIA KOYEBOU NTATEPb UCKYCCTB
(CEMUHAPBI, CAMMNO3NYMbl, BICTABKU HA MATEPUAJIAX MECTAMTPOBEAEHUNA)
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B TeyeHue wectu AHEN Mbl KUAM Ha toKHOM Gepery o3epa
Mcebik-Kynb okono cena Tocop B tOpTax, KOTOpble MeCTHas cembs
KOYEBHWMKOB MPUroTOBMAA AN5 HAc. 0 3aMbICy Mbl 4O/IXKHbI BblK,
C OAHOI CTOPOHbI, CO34aBaTb PaboTbl HAa MecTe, UCMO/b3ysA BECb
mMaTepuan, KOTOpbIM MpuUpoAa MOria Ham npefocTasuTb (nec,
KameHb, NecoK, BoAa, WepcTb U T.4.), C APYrOi CTOPOHbI, HYKHO
6b1710 ycneTb NOArOTOBUTL PaboTbl, KOTOPbIE AO/KHbI 6bIAN BbITh
nokasaHbl Yepe3 Hegento B BuwKeke (CKyAbMNTypbl, PUCYHKMK,
dotorpaduun, Buaeo, MHcTannauuu u T.4.). Pabotatb MoXKHO 6bin0,
KaK Mo OAMHOYKe, TakK W rpynnamu. B To e camoe Bpems, mbl
NPMHUMAAN ydacTMe B 3MM3043aX MOBCEAHEBHOM KM3HW M BbiTa
cembM, KoTopas MpuMHMMana Hac B KayecTBe rocTtei. Mol
NPUCYTCTBOBAM NPU UCMONHAEMbIX UMM PUTYasax - CMecu ncnama u
NPaKTMK WaMaHW3Ma - M M3y4anu Kak 4enaTb ana Kniinsbl (BoMN0YHbIE
KOBPMKM) NO TPAAMLMOHHOM KbIPrbi3CKOW TeXHONOTMKU. HekoTopble
M3 3TUX ana KWMINU30B BblN TaKKe BKAOYEHbI B 3aK/IOUYUTENbHYHO
BbICTaBKY B BuluKeKe.

HakoHeL,, MOMEHTbI KONEKTUBHbIX 06CYXAEHUI (CUMMO3UYMbI
M HeodpuuManbHble O0BCYKAEHMA) NPeaoCTaBUAM BO3MOXKHOCTb
MOHATb TO, YTO Mbl MCMbITbIBa/M, MPOBOAA BPEMSA M 3aHUMasACb
TBOpYecTBOM coobuwa, Beab Mbl 6blIM OYEHb HEOLHOPOLHbLIM
cobpaHmem B NiaHe Ky/bTypbl, A3blKa, N0/1a, BO3pacTa, Pe/iMrMo3HoM
NPUHALANENKHOCTH, XYA,0KECTBEHHbIX METOA0B U T. 4.

Mbl CTaBW/IM BOMPOCHI O B3aMMOCBA3AX MEXAY MPUPOLON U
MCKYCCTBOM, MEXAY TPAAMULMOHHBIMU METO4aMM1 U COBPEMEHHbIMMU,

MeXay WCKYCCTBOM W NpPUKAALHbIM pemecnom. 3afasanuch
BOMPOCOM O KOYEBHMYECTBE, KaK TAKOBOM, NMOCKO/IbKY Cam TEPMUH,
0YeBUAHO, MUMEET HEOAMHAKOBbIN NOATEKCT. byayun HOPMabHbIM
ABneHnem 3aecb, B KbiprbisctaHe, Bo ®paHuuu, Hanpumep,
KOUYEBHMYECTBO MOMKET PAcCMaTpMBaTbCA, KaK HermpuemieMoe U
[aXKe MPOTMBO3AaKOHHOE, Hanpumep, KaKk B c/iydae ¢ GpaHLy3CKUMM
ublraHamu. Bblna nogHATa Takke npobnema Asbika: 06Cy»KAANUCD,
KaK obLlenpuHaTble pedyesble crnocobbl 06LWeHUsa (xoTA B 3TOM
OTHOLIEHMMU Mbl BblIM HacToALWMM BaBunoHCKMM CTONNOTBOPEHMEM
— BeAb AaKe aHMMMCKMI A3bIK HE MOXKeT OblTb Mo-HacToAwemy
eAuMHO06pasHbIM B MasiouncsiieHHoM coobuwiecTBe, rae nwoau
rOBOPUAN HA KbIPrbI3CKOM, PYCCKOM, TYPELKOM, TaAKWKCKOM,
dpaHLY3CKOM M WCMAHCKOM A3blKax), TaK W XYLO0XKeCTBEHHble
TEPMUHbI, @ TAK¥Ke A3bIK Te/la M }KeCTbl, CBA3AHHbIE C PUTyanamu, ¢
TaHLEM UM NEHNEM.

OT 3TOro U306UANA KYNbTYPHbIX U XYL0KECTBEHHbIX METOL0B,
TaK e KaK OT fA3blKOBOro pasHoobpasua nepeno MHOM BO3HUK
Bonpoc o6 yHMBEpPCanbHOCTWU, Kak TakoBoW. Kak npeacTaBuTesb
3anagHou UMBMAM3ALUW W JIMYHOCTb, B3palleHHas B Tpaguumax
dpaHLy3cKoro pecnybanMKaHCTBa, A MOHA/, HACKO/IbKO MyH6OKO Mbl
NPUBLIKAN OLWYyLWaTb 3Ty KOHUEeNuui BHYTpM cebs, cuuTatb ee
r'YMaHUCTUYECKN 0BYCNOBAEHHON LENblo, YeM-TO, YTO Mbl AOJIKHbI
NPUBHOCUTb B 3TOT MUP B Jly4lIEM C/ly4Yae, a B XyALWEM - HaBA3bIBATb
ee emy, AKobbl B LeNAX rymaHHOCTU. Mbl, dpaHLy3bl, NPUBbLIKAK
AymaTtb, 4to «[llpaBa Yenoseka u paxgaHuHa» WAKU, K Npumepy,
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MOAEeNb AEeMOKpPaTUK, yxoAfawaa KopHAmu B [pesHiowo [peuuto,
yHuUBepcanbHa. Ecan roBoputb 0 COBpeMEeHHOM MUCKYcCTBe, TO Ha
3anage  AOMWHMpYlOWeEN  wuaeonorven  asnseTca MMEHHO
OOCTUXKEHWE YHUBEPCANbHOCTM KaK B NiaHe Gopmbl, TaK U B NnaHe
cofepraHua. Ho celyac, Kak MHe Ka)eTca, MpuWao Bpems
nepecMoTpeTb OTHOLUEHME K YHUBEPCA/IbHOCTW, AaxKe ecau npu
3TOM Mbl CTOJIKHEMCS C YeM-TO Bpoge oTuyxaeHua (I’'enclosement)
— 06 3tom nwucan nost c Kapubckux ocTposoB dayap [numccaH.
[asaliTe  NpeanonoXuMm, 4YTO  AyyYWwWMn  cnocob  [OCTUYL
YHUBEPCaNbHOCTU — BoObLEe 3abbiTb O TOM, YTO OHa Heobxoguma.
3avacTyto, 32 MeyToi 06 YHMBEPCANbHOCTM KPOETCA NpPeTeH3nsa Ha
yHUBEpCasbHOE roCnoACTBO. PUCKHY OTMETWUTb, YTO TEPNUMOCTb K
TOMY, YTO OT/IMYHO, ABNAETCA KyAa MEHbLUMM 310M. TepNMMOCTb U
Muaocepame - NpUBUAETUA CUIbHBIX. B «kKoueBom narepe UCKyccTB»
YY4aCTHMKAM He MNPUXOAWMIOCH OTHOCUTbCA ApYyr K Apyry C
TepPnMMOCTbIO, OHM NPOCTO OTKPbIAW APYT APYra 3aHOBO.

MoaBeprHyTb COMHEHUIO YHUBEPCANbHOCTb — 3HAYUT NPU3HATb,
YTO Pas/IMyHble HapoAbl MOTYT UATU CBOMMM COBCTBEHHBIMM MY TAMM
pPa3BUTUA. 3HAYUT BbITb OTKPLITLIM AR TOTO, YTO OT HAC OT/IMYaeTcs,
M He 3aJencTBoBaTb NpPWM 3TOM 3apaHee MpeayCcTaHOB/EHHYIO
nepapxmio. 3HaUUT 6ECKOPBLICTHO MHTEPeCcOoBaTbCA APYr APYrom M
BOCNPUHMMATb KPYroBOPOT B3aUMOB/IMAHUIA U TO, KaK Mbl BAUAEM
APpYr Ha apyra. Mpruyem NPOUCXOANTb 3TO AOIKHO He 06A3aTeNbHO B
OAHO 1 TO e Bpemsa. KTo 3HaeT, Kakum 06pa3om M CKONIbKO pas To,
4YTO Mbl HabAOAANM 32 TEXHONOTUAMM NPOU3BOACTBA KbIPTrbI3CKMX
KOBPOB, Te NECHM 1 C/I0BA, YTO HAaM [,0BEI0CH YCAbIWaTb U pPUTYyanbl,
B KOTOPbIX [A0BENOCb MNOy4yacTBOBATb, MOBAMAOT Ha Hawe
cobcTBeHHOe TBOpYecTBO? KTO 3HaeT, Korga M B Kakol dopme
KbIprbl3, KOTOPbIM NPUHMMAA, CAywan Hac U Habngan 3a Hamu,
BOCNPOM3BEAET YAaCTUUYKY HAC B CBOMX COOCTBEHHbIX AEeUCTBUAX?
BO3MOXHO, O4HaXAbl 3TO NPOU30MAET, BOSMOXKHO, 3TOro He byaeT
HUKOrAa....

®ECTUBAJIb BUAEO B JOME KUHO

MHe pafocTHO, 4TO, B 6O/MblIEN WAW MEeHblUel CcTeneHwu,
¢decTmBanb Les Instants Video nosaunsan Ha ctaHosneHne decTuBanem
BMAeomnckycctea B Mapokko, ApreHTuHe, Cupuun, lNanectuHe u
APYTUX MecTax.

Tenepb M Kblprbl3cTaH MNPUCOEAMHUACA K 3TOMY paclmpsa-
lolemMyca co3Besguio. B TeyeHne nepBoro Bevepa Mbl CMOTpenu
nporpaMmmy TypeLKoro BWAEOWMCKYCCTBa, a 3aTeM MnpeseHTauuto
no maTepuanam Kypatopa Ctambynbckoro flHTapHoro dectusans.
Btopoli Beuyep 6bin nocBauweH ¢paHuy3ckol nporpamme. A
npeactasun Buaeodectmsanb Les Instants Vidéo u onposepr
MAEeN OTHOCUTENbHO B3aMMOCBA3EN MeXAy N033uei, MONUTUKOMN
N TexHonoruewn. MoKasan HekoTopble paboTbl MyHupa datmu,
B3AB B pacyeT ero [ABOWCTBEHHOE MapOKKaHO-dpaHLy3CcKoe
NpoucXoXeHune, a TakKe paboTbl PobepTta KasHa, obnagatouiero
NPUCTaNbHbIM  B3rALOM  NyTewecTBeHHWKa. 3aTem, Cuabsu
MapuwaHg pacckasana o pabote kKonnektuea Giga Circus u
npeacTaBuMna HamM CBOK WMHCTaNANAUMIO Mo Ha3BaHMem AmeXica
Skin. Beyep 3aKoHUYMACA BMAEONOKA30OM, NOArOTOBNEHHbIM Images
Passages.

MNocnefHWn pAeHb 6bl1 KOHKYPCHbIM MOKA3oM, T[Ae Kiopu
(fynbbapa TonomylieBa, dkmenb dpTaH n Mapk Mepcbe), Bbibpano
ABa duibma M3 yeTblpex NpeAcTaBAEHHbIX PaboT Kblprbi3CKUX,
TAOKMKCKUX U Ka3axCKMX aBTOPOB B KaHPaX «BUAEOUCKYCCTBO®,
KMYNBTUMAUKALMAY U «OOKYMEHTasnbHbI  duabm». PaboTbl
«Shorties»  (mynbTunanKaumsa) Manuka 3eHrepa M «3HaKU»
(BuaeonckycctBo) CynaiimoHa Lapudm u «lfamak» MypogrKoHa
LllapndoBsa, «Jlarepb poratoro CKoTa» (LOKYMEHTaNbHbIN Guabm)
AnunxaHa HacupoBa ya0CcTOMAUCH Harpaa,.

Ewe He obpeTs pasmax, 3TOT decTMBanb y)Ke MOATBEpXKAaeT
HEOOXOAMMOCTb  HAxoXAeHUs HoBblX GOPM  BblpaXKeHuA B
COBpPEeMeHHOM UCKycCTBe. TaKkKe OH NMokasa/l, YTo BUAEOUCKYCCTBO B
CpepHen A31Mm L,OCTOMHO 3aHATb CBOE MECTO B Chepe COBPEMEHHOTO
MNCKYCCTBA.

BbICTABKA COBPEMEHHOTIO MCKYCCTBA
B KbIPTbI3CKOM HALUWOHAJIbHOM ATPAPHOM YHUBEPCUTETE TrOPOA4A BULIKEK
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B peKkopgHoe BpemAa Bce XYAOXHWKKW, paboTatouwime BO
BCEX Chepax COBPEMEHHOro W TPajMLMOHHOTO WMCKyccTBa (Mau
yauBUTeNbHaA cMecb 060ux), Bbinn 3aHATbI, YCTaHABAUBAA CBOWU
paboTbl (CKyNbNTYpPbI, KapTUHbI, doTorpadumn, BUAEO) OT 3EMAUN A0
noTo/Ka. HekoTopble M3 NOKa3aHHbIX PaboT bbinM caenaHbl B BO
BpemMsA BbICTaBKW, B TO Bpems, Kak Apyrue 6bian yxe npusBeseHsl
c coboi.

YTo KacaeTcAa meHA, A YCTaHOBW/ CBOK BWAEOWMHCTANNALMIO
«MHorodanblmnsan lopoackan MoaTuka» HaTpuakpaHa (NhaThang,
KBebek, Pamanna), noiTatolwyoca caenaTb NO3TUYECKUIA BKAAL, B
Halle KON/NIeKTUBHOE pa3mblllsieHne O KyAbTYpHOM HOMaAu3Me.
nro,qw Ha yaunue npoyYnTtannm MHe CTUXU Ha A3blKax OPUTMHANOB.
HekoTopble U3 y4aCTHMKOB npeagnaranmM MHe NoBTOPATb 32 HUMMU
MUX KOYeBble A3bIKWN.

Bce paboTbl co34anu  ranakTUKy TreTeporeHHbix ¢opm,
HEMOXOXMX ApYyr Ha papyra. /llobonbITHO, OHW CTOAAM BMecTe
M cospasann  pauanor. CTPYKTypbl  BUCAWEN  ApeBecuHbl
(npeacTaBasAoWmMe KOCMOC) CO34aBanu CKyAbNTypbl M3 Jeca,
B3ATOr0 M3 AUKOW MeCTHOCTU. OrpoMHble KapTUHbI XaOTUYECKM

3ano/IHUAN TOPU3OHTANbHble GOpPMbl, BCE e no3BoauB cebe
6bITb OCMAPMBAEMbIMU FAPMOHUYHBIMU 06pPa3LaMM KblPrbi3CKUX
KoBpoB. [yra, cbopmupoBaHHAA ManeHbKMMU NPOBOYHBIMU
ropwkamu, NpoAneHHasa WX OTPa*KEHMEM B 3epKase, Kas3anoch,
OTKpbIZIa COTHU MNPUOCTAHOB/IEHHbIX W300PaXKEHUH, KoTopble
NMoKasain MUMONETHOE BPEeMs, MOKasbiBas JIeTKUE U3MEHEHWUA
B rpyZe Mecka OT BOCXOAa COMHLA A0 3akaTa. Kblprbi3ckui
nepdopmaHc, NpeacTaB/eHHbIi BO BPeMSA OTKPbITUA BbICTABKM
(7-oro ceHTAbBpA), NoOKasan LEeHHOCTb 06pasa XKM3HU, OCHOBAHHOIO
Ha pa3sHo06pasuMmM M NNOAOTBOPHbLIX BCTpeyax. TaHel, 06beanHuUA
TPAaAMLMOHHbBIE  KeCTbl C HOBLUECTBAMW: UMMPOBU3aLUEN
cakcopoHucTa, KoHTpabacucta u bapabaHwmka. CBoero poaa
cBOBOAHbIN A)Ka3, KOPHU KOTOPOro 6bian bbl He U3 AbpuKK, a U3
CpegHeit A3um (oTmeudy, YTO STOT BUA ABUNKEHUN - TBOPYECKUE
apendbl cylwecTBYT, Takxke, Bo ®PpaHuun, AxKasucT bepHapp
JNly63T, co3paeT CBOK My3blKy Ha TAaCKOHCKOM KynbType). Mbi
Hy)XXAaemca B 3TUX BuAax rubpupa, Kak CMenbIX HOBLUECTBAX,
4YTO6bl HE YMepeTb B BaKyyMe HalMX HECOMHEHHbIX GpaKTOB.
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BOMNPOCHI HA NMNEPCMNEKTUBY

Pe3ynbTaTbl 3KCMNEPUMEHTOB, MNPOBOAMMbBIX B TpW 3Tana
«KouyeBoro nareps UCKyccTB», OblNIM, CTPOTO rOBOPS, LOKUPYHOLWMUMMU.
OHM HensbeXHO NPUBOAAT HAaC K TOMY, YTO B MUpPE, rae rnobannsauma
CTpeMUTCcA NpMBECTM BCE K eAMHOMY W YHUBEpCasbHOMY
CTaHOApPTy, 3acCTaBWUTb BCEX Ha MJaHETe XWUTb WU MbICAUTb NO
eauHOMY 06pasLly, YTO-TO He TaK. Bce, KTo He nognagaeT nog aTy
rpebeHKy, NoApasymeBaloLLyto eAuHbIN COLMANbHbIN, KYNbTYpPHbIN
M NONUTUYECKMI CTaHAapT, obpeyeHbl Ha M30MALMIO MU [axKe
Ha BparkaebHoe oTHoweHue K cebe. Ecan mbl He 3agymaemca Hapg,
3TUM, TO BCKOpE BCE YEe/I0BEYEeCTBO CTaHeT MUTaTbCA OAMHAKOBO
(MakaoHanusauma), caywaTb O4HY M Ty JKe MY3blKY, YATaTb OAHU U
Te e KHWUMMU, CMOTPETb OAHO M TO XKe KUHO, XOA4UTb Ha O4HU U Te XKe
BbICTaBKM, MO O4HOMY KPUTEPUIO BbICTPAMBATb CBOIO MONUTUYECKYIO
JKU3Hb.

Kbiprbi3cTaH, MNO  MHOTMM  NpUYMHAM, KOTOpble  CTOUT
npoaHanuM3nposatb rNy6xKe, BCe ele YacTUYHO OrpakaeH oT
TOTaNbHOTO KOHTPOAA PbIHKA M MAEO0NOTUU, KOTOPYID OH HeceT ¢
cobon.

MorpysKeHue B KyNbTYPHYHO }KM3Hb HO3KHOTO 6epera o3epa Mccblk-
Kysib, C ee puTyanamu, codeTaowumm B cebe anemeHTbl UCAama K
LWaMaHn3Ma, OCeayio M KOYEeBYH KynbTypy, a Takxe ¢uHanbHan
BbICTaBKa B CTO/IMLE, F4€ COBPEMEHHbIE M TPAAULMOHHbIE MCKYCCTBA
CAMAUCb BOEAMHO — BCE 3TO 3aCTaBM/IO MEHS Kak 3amagHoro
YyesioBeKa 3agymatbes. C paHHero sospacrta i MPMBbIK AymaTb, 4TO
MHOTME U3 KyNbTyp M 06pa30B MblWAEHMSA AONKHbI YITU B NpoLioe,
YTO ecTb Bceoblyee cTpemMAeHMe K LMBUAN3ALMU, AOCTUYD KOTOPYIO
NMOMOFatoT HEKME YC/IOBHbIE JOCTUNKEHMA: Mepexos OT YCTHOM peun K
NMUCbMEHHOM, OT GUrYPanbHOro K abCTPaKLUMM, OT YaCTHOTO K 06LLemy
1 eguHoOMY.

B Hauane 90-x, npu OTKpbITUM Les Instants Vidéo (torga
npoBOAMMOro B Mecteyke MaHOCK y MogHOKbA HOKHbIX Afbn BO
dpaHuMM) A MONPOCUA OAHOMO M3 TEeXHWYECKMX pPaboTHMKOB,
KOTOPbIN, Kpome TOro, 6bln eule M MPeKpPacHbIM My3blKaHTOM,
MCMOMHWUTb Ha CBOEN CTapOi CKPWMKE HECKO/IbKO TPaAMUMOHHbIX
NpoBaHCaNbCKMX NeceH. C rpynnoi HapoAHbIX My3bIKaHTOB OH UMenN
06bIKHOBEHME MPMHMMATL YyyacTMe B KOHLEpPTax BO MHOIMX
LepeBHAX, rae MPOoBaHCANbCKan Ky/nbTypa (A3blK, TaHew, NecHs, 1
T.4.) BCe ewe MONyaApHbl. DTOT 4YesoBeK, KOTopbiiM 6bin TOrga
HEMHOrO  3auMHTpUroBaH  BuAeopaboTamu,  KoTopble  Mbl
npeacrasaanan, Asnan  coboit  coyeTaHuMe ABYX MOAXOAOB,
COCYLLECTBYHOLWMX OLHOBPEMEHHO M B OAHOM MpOCTpaHcTBe. B
Luenom, aygutopma ofobpuna Hawy MHUMLUMATMBY CMELIMBAHUA ero
MY3bIKM C BUAEOMNPOrpammon. Ho 6binn TakxkKe U Te, KTO Bbla 0YeHb
HeL0BOJIEH, CYNTASA, UTO HE/Ib3A CTaBUTb GO/IbKNOP HA OAUH YPOBEHb
C coBpeMeHHbIM McKyccTBoM. ®onbkaop? BoT umeHHo! Ho 6bin in
370 ¢donbkaAOp? YTO pJenaetT CTapuHHble ¢Gopmbl  TBOpYecTBa
$ONbKNOPOM — 3TOWM HamepTBO 3acTbiBlieil, HGecYyBCTBEHHOW U
MYMUOULMPOBAHHOM YacTblo McKyccTBa? [loxKanyi, 3To M ecTb
BOMPOCHI, Ha KOTOpble CTOMT OTBETUTb HaMm, MNpeACcTaBUTENAM
3anagHoM KynbTypbl, B KOTOPOW MpouBeTaeT KynbT nporpecca,
TEXHONOTUI 1 COBPEMEHHOCTM.

EcTb No KpaltHel mepe ABa yca0BMA Npu coba04eHUN KOTOPbIX
TBOpYeCKas Tpaguuma He CTAHOBMUTCA donbKkNOpOM:
1) coobuiecTBO A0MKHO 0CO3HaBaTb cebA, KaK HEKyl COBOKYM-
HOCTb M BbIpa)kaTb 3TO Yepes AaHHYK Tpaauuuio; 2) Tpaguuua
L0MKHaA OblTb MONUTM3MPOBAHA, TO eCTb MOoApa3ymeBaTb HeKoe
KonnekTuBHoe byayuee. TpaAnLMA LONKHA UBMEHATLCA NOJ CTaTb
BPEMEHU, 4YTobbl MpPoAoKaTb ObiTb KOHKYPEHTOCNOCOOHONU B
COBPEMEHHOM MWpe WucKyccTBa. Mpu cobnogeHun 3TUX ABYX
YC/I0BUIA MOXKHO FOBOPUTb O TOM, YTO TPAAMULMA CTAHOBUTCA YIKe He
NPOCTO  «Ky/NbTypol» (TO ecTb 4Yem-To, U4TO CyLiecTByeT
HEenoABUKHO), @ KUCKYCCTBOMY (TO €CTb YEM-TO, YTO U3MEHAETCA U
He CTOMT Ha mecTe). Takum o6pasom, Mbl gocTuraem spdekTa
XYO0KEeCTBEHHOIO  KecCTa, Koraa BCTPeuun, KOHOpOHTauum,
B3aMMOAENCTBMA APYr C APYroM, C APYrMMU MeToAaMu, ApPyron
3CTETUKOM CTAHOBATCA BO3MOMKHbIMW U AaXKe NNOLOTBOPHbIMU ANA
pa3BuUTHA.

B L,e/10M, MOXKHO TOBOPUTbL O KOYEBHUYECTBE HE TOJIbKO KakK O
YMCTO GU3NYECKOM ABNEHUM, HO U O NepeceneHnn Mmbiciel, YyBCTB.
Bysyyu noscefHeBHOW NpaKTUKOM B KbiprbiscTaHe (M B TOM U B
APYrOM CMbICNE), BO MHOTMX €BPOMEWCKMUX CTpaHax 3ToT obpas
XU3HU CHUTAETCA NPOTUBO3AKOHHbIM.

HeHaponro BepHycb K donbkaopy. MepTBas npaKTuKa.
KynbTypHasa npaKkTuKa, oTpe3aHHas OT Bcex obnacTei peanbHOM
Ye/I0BEYECKON KM3HU. [paKkTMKa, MMELaa CBOW TpaHuUbl U
CTPOro OrPaHUYEHHYIO LLeIEBYIO ayaMTOpUI0. HeuTo, B LOCTAaTOYHOM
CTENeHW UHTErpupoBaHHOe B TN06aNbHYIO 3SKOHOMWKY, HO
NOIHOCTbIO IULEHHOE Yero-anbo, c YeM HeKas HapoOL4HOCTb MOT/Ia
6bl accoummpoBaTb ceba noanTUYeckn. Mbl MoXeM 3apaTbeA
Bonpocom: «Pa3Be BCe 3TU KpUTEpPUM He ecTb cocTaBaAlowWme
cygbbbl  TOMY, 4YTO HaMblWEHHO Ha3blBalOT COBPEMEHHBIM
MCKYCCTBOM Ha 3anaae?»

NAAHbl HA BYAYLWEE

Opranusauma «KouyeBoro nareps wuckycctB» B popme
CUMMO3NYMOB, XYA,0KECTBEHHbIX CTYAMI U BbICTAaBOK U T.4. B LLeNAx
YACHEHUA MNO3ULUMIA KOYEeBHWYEeCTBA B COBPEMEHHOM MUpe.
KouyeBHMYECTBO KaK nNpoABAEHWE KyNbTYPHOW, MNOJAUTUYECKOMN,
XYO0XeCTBEHHON, PUNOCODCKOW M MOITUYECKOM KU3HU. Mounck
HOBbIX 06Pa30B MblLUNEHWA U TBOPYECTBA, B 06X0[ yCTOABLUMXCA, @
TaK)e BCeX BO3MOXHOCTEW YCTaHOBUTb B3aMMOCBA3b MeXAy
COBPEMEHHbIM W TPaAULMOHHBIM UMCKyccTBOM. OpraHusauus
BCTpeY BeAyLlWMX NpeactaButeneit aTux obnacreit UCKyccTaa.

PasnuyHble nNpoekTbl, B KoTopbix Les Instants Vidéo
HamepeBaeTCA NPUHATL y4yacTue, yKe OblNM YNOMAHYTbI: BCTPEUU
MeXAY XYA0XHUKaMK, KypaTtopamu, punocopamm u wamaHamu B
Cnbupu, OemoHCTpauuuM BUAEOUCKYcCTBA B ApeBHem KapasaH
capae, cToALEM OKO/0 rpaHuubl mexay KeiproiactaHom n Kutaem
Ha BbicoTe 3 000 meTpoB Hag ypoBHem mopAa. B Mapcene, c Hawmmum
napTHepamu, npeacTaBuTenamu npoekTta les grands terrains,
BefeTcA obCyKAeHMe NMpoeKTa No co3AaHuto UHTepHeT-nopTana,
roe 6bl 06CyXKAanUCb BOMNPOCHI KOYEBHMYECTBA M COBPEMEHHOM
MaCcCOBOW KynbTypbl. Bcem, KTO He ocTaBW/ MOMbITOK NPUMEpPUTL
Ha ceba Kpbliba W B3neTeTb, NogobHo muduuveckomy MUkapy,
poneteswemy go ConHua, A ob6baAsnAl: Mkap He wumeet
HaLMOHaNbHOM NPUHAANEKHOCTH!

MpoponxeHue cneayer...

Mapk Mepcbe

Instants vidéo numériques et poétiques
www.instantsvideo.com

Mapcenb. PpaHuma
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RETURN FROM KYRGYZSTAN

Marc Mercier
Les Instants Vidéo Numériques et poétiques

From the 26th of August to the 8th of September 2011, | had this
incredible opportunity to be invited (both as director of the French
video festival Les Instants Vidéo and as an artist) to participate to
three unforgettable experiments: The International Nomadic Art
Camp (on the shore of the Lake Issyk-Kul), The Nomadic Video Festi-
val at Dom Kino (Bishkek) and The Contemporary Art Exhibition in the
Kyrgyz National Agrarian University (Bishkek).

THE NAME OF THE PLACE

| was not 17 when a well-intentioned professor invited me to read
the book described by his translator Louis Aragon as “the most beau-
tiful love story of the world”, “Djamilia” by Chingiz Aitmatov. It was
still during the Soviet Union. At that time the publisher was called
Messidor (under the aegis of the French Communist Party), Aragon
was the figurehead of the Communist intellectuals, and in short, |
read the book moved to tears. Although the plot of the novel is lo-
cated in Kyrgyzstan and the original text was written in Kyrgyz, | took
Aitmatov for a Russian writer. | located this land in a rural hinterland
of Moscow. By centralizing excessively its power, an empire always
makes insignificant its outskirts.

One of the first successes of the International Nomadic Art Camp,
bringing together twenty six artists and curators from Kyrgyzstan,
Tajikistan, Turkey, Kazakhstan, France, Japan, Mexico, Spain ... is to
have named and located a place (unknown) in a relationship with the
world. When | came back to Marseille, | read again the love story of
the beautiful Djamilia and the mysterious Daniiar, told through the
eyes of a child who, wishing to paint, overcomes the disapproval of
his family for a passion said to be frivolous. This struggle to express
artistically one’s own place in the contemporary world, is, in my opin-
ion, the key issue of this Nomadic Art Camp about which | will now
say a few words.

NOMADIC ART CAMP (WORKSHOPS, SYMPOSIA,
EXHIBITIONS IN SITU)

For six days we lived by the Lake Issyk Kul near the village of Tosor
in yurts that a local family of nomads made available for us. The
project was on one hand to create works in situ, using all the mate-
rial that nature could offer (wood, stone, sand, water, etc) and on the
other hand, to prepare (the) works that will be exhibited the follow-
ing week in Bishkek (sculptures, drawings, photos, video, rugs, patch-
work, etc) with the possibility to work either alone or in teams. In the
meantime, we shared some moments of the daily life of the family
who welcomed us. We attended rituals, combination of Muslim and
Shamanistic practices and learned how to make rugs according to the
Kyrgyz traditional technique. Some of these rugs were also included
into the final exhibition in Bishkek.

Finally, collective moments of reflection (symposium or informal
discussions) were developed to try to understand what we were ex-
periencing, sharing and inventing collectively. We were a very het-
erogeneous assembly (concerning cultures, languages, sexes, ages,
religions, artistic practices, etc).

We questioned the possible relationships between art and na-
ture, between contemporary and traditional practices, between art
and crafts. We asked the question of nomadism, which does not have
the same connotation depending whether it is still a current practice
in Kyrgyzstan) or a rejected one, even criminalized, as it was recently
the case in France with the Roma.

The issue of languages was also raised: common languages (we
were a veritable Babel Tower, (although- even English was not unani-
mous in our small community, where people spoke Russian, or Kyr-
gyz, Turkish, French, Spanish, etc) and artistic words, languages of
bodies, of gestures related to rituals, to dancing or singing.

From this abundance of cultural and artistic practices as well as
languages, the question of the universal became essential to me. As

a westerner (individual brought up in a republican French tradition) |
realized how this concept is so deeply rooted inside of us as an obvi-
ous fact, a humanist horizon to reach, to share with the rest of the
world at best, or to impose on at worst (in the name of humanitar-
ian intervention for instance). In France, we got used to believe The
Rights of Man and of the Citizen, and the democratic model inspired
by the ancient Greek, as universal matters. In terms of contempo-
rary art, the dominant ideology in the West is to achieve universal
both in form and substance. But | think it is now appropriate to con-
duct a review of the universal even if we have to risk the enclosure
(I'enclosement), as wrote the Caribbean poet Edouard Glissant. Let’s
pretend that not caring about the universal is the best way to reach
it. The concern of the universal is the alienated opposite of the claim
to dictate universally (typically bound in the western mentality). Dare
say that tolerating what is different is a lesser evil. Tolerance is com-
passion, a privilege of the powerful. In Nomadic Art Camp, partici-
pants did not tolerate each other, they discovered each other.

To criticize the universal is to recognize the own steps of different
peoples. It is to be open to the relationship with the alien without re-
gard to pre-established hierarchy. It is to be interested in each other
unselfishly and to accept the circular motion of mutual shared influ-
ences but not necessarily at the same time. Who knows how many
time and in what ways, the traditional techniques of carpet making
we have learned, the songs and the words we heard, the rituals we
observed, will have a tangible impact on our artistic practices? Who
knows when and in which form the Kyrgyz who welcomed, listened
and observed us will incorporate part of ourselves in their own prac-
tices? Maybe one day, maybe never....

NOMADIC VIDEO FESTIVAL
AT DOM KINO IN BISHKEK

| was lucky, with a greater or lesser involvement of Les Instants
Vidéo to participate in multiple births of new video art festivals in
Morocco, Argentina, Syria, and Palestine, etc. Here Kyrgyzstan was
added to the widening constellation. The first festival of video art in
Kyrgyzstan took place from 4th to 6th of September. During the first
evening, we discovered a program of Turkish video art, followed by a
presentation of the Amber Istanbul festival.

The second evening was French. | presented Les Instants Vidéo,
declined some ideas concerning the relationship between poetry,
politics and technology and presented some works by Mounir Fatmi
because of his dual Moroccan and French culture, as well as Robert
Cahen’s work and his traveler’s gaze. Then Sylvie Marchand explained
the process GigaCircus and presented his installation AmeXica Skin,
built on the murderous border between the United States and Mex-
ico. The evening ended with a video selection proposed by Images
Passages.

The last day was a competition where a jury (Gulbara Tolomush-
eva, Ekmel Ertan and Marc Mercier) had to choose among four vid-
eo works (video art, animation and documentary) from Kyrgyzstan,
Tajikistan and Kazakhstan. “Shoties” (animation) by Malik Zenger and
“Signs” (video art) of Sulaimon Sharifi will be scheduled during the
24th edition of Les Instants Vidéo in Marseille (in November 2011).
Two other quality films were awarded: “Cattle Camp” of Alijan Na-
sirov and “Gamak” of Murodjon Sharifov.

Still modest, this festival confirms the need to invent new lan-
guages to say the contemporary world in its diversity. He confirmed
the relevance of Central Asian video art Central Asia in the field of
contemporary arts.
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CONTEMPORARY ARTEXHIBITION ATTHE KYRGYZ
NATIONAL AGRARIAN UNIVERSITY OF BISHKEK

In a record time, all the guest artists in all disciplines, contempo-
rary art and traditional art (or an amazing mixture of both together),
were busy setting their works (sculptures, paintings, photos, video)
from the ground to the ceiling. Some of the exhibited works were
done during the time of the stay other were had already been real-
ized.

As for me, | set my video installation Polyphony Urban Poetics
(Polyphonie Poétique Urbaine) over three screens (Nha Thang, Que-
bec, Ramallah) trying to make a poetic contribution to our collective
reflection on cultural nomadism. People in the street read to me po-
ems in their original languages. Some of the participants invited me to
repeat after them: the nomadic languages.

All of the works created polyphony, a polychrome, a galaxy of
heterogeneous forms. Curiously, they stood together and dialogued
together. Structures of hanging timber (such as a cosmos) responded
to sculptures, a sort of “ready-mades” of stone or wood taken from
the wild and arranged. Huge pictures filled horizontal forms chaotic
let themselves be challenged by the harmonious patterns of Kyrgyz
carpets. The arc formed by small pots of jam prolonged by their re-
flection in a mirror seemed to open hundreds of images suspended,
which showed the passing time by entering light variations on a pile
of sand from sunrise to sunset...

The Kyrgyz performances presented during the opening of the
exhibition (the 7th of September) had obviously a value of manifest
for a way of life and creation based on diversity and fruitful meetings:
dances articulating traditional gestures with innovations improvised
by a saxophonist, a bassist and a drummer. A kind of free jazz whose
roots would not come from Africa, but from Central Asia (note that
this kind of movements, creative drifts exists also in France as the
jazzman Bernard Lubat transplants his music on the Gascon culture).
We need this kind of hybrid daring innovations not to die in the vacu-
um of our certainties.

QUESTIONS FOR OUTLOOK

The experiments conducted during the three phases of the No-
madic Art Camp are properly spoken, shocking. They necessitate a
common reflection in a world where what we call globalization tends
to standardize, universal, all modes of life and thinking of the planet.
Those who do not follow this cultural, social and political leveling are
marginalized or even opposed. Soon, if we are not careful, the whole
humanity will eat the same thing (McDonaldization), listen to the
same music, read the same books, watch the same movies, attend the
same contemporary art exhibitions, and democratize its own political
life by the same criteria...

Kyrgyzstan, for many reasons that should be analyzed in depth,
is still saved in part by the totalitarian control of the market and the
ideology that goes with it.

Immersion in the local cultural life of the Issyk-Kul’s shore, with
its rituals combining Islam and Shamanism, sedentary and nomadic
culture as well as the final exhibition in the capital combining contem-
porary and traditional arts ... All this raises questions for a western
individual who has learnt from an early age that there would be cul-
tures and ways of thinking that belong to past, that there is a move to-
wards civilization through different checkpoints : the transition from
oral to written, from figurative to abstraction, and from particularism
cultural universalism ...

In the early 90’s, at the opening of Les Instants Vidéo (then set-
tled in Manosque in the French south Alps) | had invited a technician
(who was also a great musician) to play on his old violin traditional
Occitan songs. This man, who until this time was still a bit intrigued
by the video art works we were presenting, lived this moment as a
connection between two artistic approaches coexisting in the same
time and same space. With a group of folk music, he used to host balls
in a number of villages where Occitan culture (language, dance, song,

etc) is still quite active. The local audience has generally approved our
initiative of mixing his music with the video art program. But we also
earned the ire of some artists claiming to contemporary art, saying
it was impossible to put art and folklore on a same level. Folklore?
Yes! Was it folklore? What are the requirements to become old artis-
tic practice folklore, frozen in a dead form, neutralized, anesthetized,
mummified? These are questions we must ask ourselves here in the
West, in societies where the cult of progress, technology and moder-
nity is so present.

There are at least two conditions for an ancestral tradition not
to become folkloric: 1) One community must recognize itself and
read his collective past and present in this tradition. 2) The tradi-
tion should be politicized, that is to say carrying a collective future.
Its form should be overcome, it may agree with the issues, the new
challenges of our times ... When these two conditions are realized,
then we are no longer solely on the ground “cultural” (the things that
are) but we enter the field of “art” (which is what comes from an act,
something which changes). In such conditions, we reach the artistic
gesture when meetings, confrontations, interactions with each other,
with other practices, other aesthetics become possible and fertile.

At this time we can actually talk about nomadism not only physi-
cally but nomadism of thoughts and feelings. Cultural practice, still
alive (physically and mentally) in Kyrgyzstan nomadism is criminalized
in many countries of Europe.

I will quickly come back to folklore. Dead practice. Cultural prac-
tice cut from all the ties of the real life of people. Practice confined to
special areas and aimed at a targeted audience. Exercise integrated
to the global economy market and emptied of any political vision to
which an entire people can identify. We can wonder. Aren’t all these
criteria the fate to what is pompously called contemporary art in the
West?

PROSPECTS FOR FUTURE ISSUES

Organizing Nomadic Art Camp on every continent in the form
of symposium, artist studios and exhibitions, etc to establish a first
global overview of the state of nomadism today. Nomadism in the
sense of a cultural, social, political, artistic, philosophical, and poetic
practice. Starting to move overly our thoughts and artistical practic-
es. Imagine all the possible bridges between contemporary art and
traditional cultural practices. Meetings between the lead actors of
these practices.

Different projects have already been mentioned which les In-
stants Video intend to take part, a meeting between artists, curators,
philosophers and Shamans in Siberia, a demonstration of video art
in a caravanserai at 3000 meters above sea level near the border be-
tween Kyrgyzstan and China. In Marseille, with our partners of les
grands terrains, discussions are under way to create a platform on
the Internet to publish shared reflections on nomadism, and contem-
porary popular culture. Putting together, in an informal international
organization, all those who have not given up wearing wings, like the
mythical Icarus (who made himself wings of wax to achieve the sun):
an International Icarus!

To be continued ...

Marc Mercier

Instants vidéo numériques et poétiques
www.instantsvideo.com

Marseille. France
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KPATKWE BUOTPA®UYECKNE CBEAEHWA / SHORT BIOGRAPHICAL DATA

OATUX AYAOTAY Popunca B 1963 rogy B Typuun. XKuset un
paboTtaet B BeHe u Crtambyne. Yumnca B XypoxKeCcTBEHHOW AKajemun B
Ctambyne n okoHunn Akagemuio MpuknagHbix UckyccTs B BeHe (ABcTpus).
Aporay ABNAETCA XYAOMHUKOM, [U3aliHepOM, 3BYKOpexXuccepom u
KypaTopom, cocpefoTo4YeH Ha KOHUEeNnunn meana sCTeTUKN U INHTBUCTUKE.
MpuHMMan yyacTne B MHOro4mncaeHHbIX BbicTaBKax B EBpone n CLUA.

AEHW3 3PBAC Pogunacb B 1978 rogy 8 WM3mupe. Kuset un
paboTtaet B Ctambyne u Mapuke. [eHns Ipbac KypupoBana BbICTaBKU
M yyacTBOBasa B MeXAyHapoaHbix BcTpeyax B Crambyne, HuKkocuu,
EpeBaHe, EpnaHreHe, MioHxeHe,  T6uaucwy, Mapuke, bepnune,
BapcenoHe u bpioccene. OHa ABAAETCA OAHMM U3 OCHOBaTenen u
6blna reHepanbHbIM KoopauHaTopom «Hafriyat Karakoy» He-3asucumoit
NAOWAAKM ANA XYAOXKHWKOB B Crambyne. B 2008-2010 rr. paboTtana
3aMecTUTeNeM AMPEKTOPA NPOEKTOB «BM3yasibHOro UCKycCTBa» B AreHTCTBE
Crambyna, rae KoopauHuposana npoekT «Portable Arts and Lives and
Works» u Take «Kadirga Art Production Center».

SKMEN 3PTAH KypaTop,

OCHOBaTe/ieM U XyA0XeCTBEHHbIM pyKoBOAMUTeNeM OcHOBaHHoro 8 2007 roay

XYAOXHUK, neparor. flenaerca
8 Ctambyne «<amberPlatform» (by BIS, Beden-islemsel Sanatlar Dernegi/Body-
Process Arts Association), KOTOpbIVi ABNAETCA HAYYHO-NPOU3BOACTBEHHOM
nnaTGopmoi Mo BOMPOCAM MCKYCCTBA M HOBbIX TexHonornin. MHuumatop
«amberConference», eauHcTBEHHON KOHdepeHLUMn B TypLmmu No Bonpocam
HayKW, TEXHUKM W WCKycCcTBa, dpTaH ABNAETCA KOOPAMHATOPOM caiTa
n MECTHbIM AVpPEKToOpOmM HECKONIbKNX MeXAYHapoaHbIX NPOEeKToB
6asupytowmxca 8 Typuun n EBpone B 061acTu UCKycCTBa M TexHosoruin /
HoBsble meama. C 1999 roaa npenogaeT mynbTumeamna / AnM3aiH BU3yasibHOMN

KOMMYHUKaLMK B pase yHusepcutetos Ctambyna.

dUNNNN ACTOPT Poaguncas1958roay B /lakape, CeHeran. MaTb
13 Appuku, otew, n3 dpaHumu. uset B AHCU. B cBOMX NnacTUYeckux pabortax
MCNONb3yeT XUBOMUCb, NHCTANNALMN, BUAEO U TEKCTbl. HeKoTopble u3 ero
paboT 6blNM NOKazaHbl BO DpaHuUmMM 1 B paznunyHbix roposax EBponsl, a Takke
B MeKcuKe, BocToHe 1 Hblo-Mopke.

AHHW OWAP ATETTA Xusetu paboraet s ropoge AHcu, PpaHupms.
KypaTtop Megumaunu (Imagespassages) v MexxayHapoaHbIX BbICTAaBOK B pAje
cTpaH mupa. PaboTaeT B cdepe COBPEMEHHOrO MCKYcCTBa, 3aHMMaeTcs
npeseHTaunamm paboT, Kak MO0AbIX, TaK U BCEMUPHO U3BECTHbIX aBTOPOB.
OCHOBHble BbICTaBKM WM BUAEONPOrpaMmbl, KOTOpble OHa KypupoBana B
nocnegxue rogbl: 2011 le nomade et la transphére, coBnasliee ¢ BbiCTaBKoM

8 J/InoHe, the commitment of young/video/artists 8 ropoae Tnatenonko 8
MeKcuke, corpus in urbe B /luccabore, 8 MopTyranuu.

MUPENDb BATB WU Kypatop ¢ 2003 roaa; BU3yasbHbli ApamaTypr B
TeaTpe, MeMaTop COBPEMEHHOrO MCKYCCTBA. 3aHMMAEeTCA UCCNef0BaHNAMM
MU BOMPOCaMM MCKYCCTBA M HayKu. TaKke 3aHuMmaeTcs UHCTannaynamm v
nepdopmaHcamu B TeaTpasibHOM popme.

NUWOHENDb KAMBIPE
Nanrpe (BoctouHasa ®paHuus). B 1990 rogy okoHumn Lkony WMckyccts

Poannca B 1963 rogy B ropoge

BesaHcoH (®paHuua). Mocne yuebbl yexan xutb B KaHagy. Cnycta 4 roga
npucoeanHUACA K ACCoLMaLMN PeanbHOro BPeEMeHM U KOYEBOMY KOITEKTUBY
MYNbTUMEANNHBIX XYAO0XKHUKOB, rAe CTan 3aHMMaTbCA apaHXUPOBKOM 3BYKa
n cueHorpadueint mynbTumeauiiHbIx MHcTan-naumii. C 1999 roga npenogaet
CKYNbNTYpy 1 aHumaumio B LLIkone NckyccTs besaHCoH.

CUNbBU MAPLWAHA
YHuepcutetr CopboHHa (Mapuik), nonyuymna cTeneHb [OKTOpa Hayk

Poaunacb Bo ®paHumn. OKOH4YMNA

aHTpononormn B HaumoHanbHOM WHCTUTYTe fA3bIKOB WM BOCTOYHbIX
Uusnnusaumii. Buaeo-xyaoxHUK u aHtpononor. B CLUA BbicTynuna c
nepdopmaHcamn (Hosblit Myseii/Hblo-Mopk). Bo ®paHuum oHa cosgana
MYNbTUIKPaAHHbIE LIMd)pOBbIe UHCTaNNAUnN N NHTEP-aKTUBHbIE MPOEKUUN.
B maHHOe Bpema npenogaet B EBponeiickom Konnepxe M306pasutenbHbix
McKyccTs.

MAPK MEPCbE Xuset B Mapcene un paboTaeT KakK KOYEBHUK.
[lnsa Hero BUAEO0apT ABAeTCA 06pa3om Xu3HU. 03T, pexuccep, KypaTop 1
BMAEO apT KPUTUK, OH TaKKe NPenofaeT UCTOPUIO BUAEeOapTa. Yupeautens
N XYOO0XKEeCTBEHHbIN aupekTop dectusana JSlec MHcTaHT Bugeo (Mapcenb)
c 1988 roga. Coyupegutens dpectusansa suaeoapta B Kacabnanke (1993),
«Bupaeoasuc» B nyctbiHe dury 8 Mapokko (1997), dectusanb Makagamus
B8 ByaHoc-Aiipece, ApreHTuHa (2003) u ¢yTypuctudeckoro dectusana B
AnekcaHgpwuu, Erunet (2009) u dectusana (cosmectHo ¢ Qattan Founda-
tion) B8 ManectuHe (2009). B 2006 roay oH ony6a1MKoBan UCTOPUIO BUAEOAPTA
nof HassaHuem «Time at work, fri(c)tion», HexpoHonornyeckyo nctoputo
dectusans.

PAKENb POAPWUINEC Poaunacb B 1981 roay B bapcenoHe
(Mcnanma). B 2000 ropy 3akoHuuna CtuseHcoH Konnepk, 3SauHbypr
(WoTnaHaua). C2001 ropa yumnack B YHuBepcuteTe bapcenoHsl. B2005-2006
rofax cTaxmposanach B HaunoHanbHOM YHuUBepcuTeTe Mexuko (MeKcuka). B
2007 rofly noslyumna rpaHT Ha obyyeHune B AKagemum Xynoxkects B MoHXeHe
(fepmaHmns). B paHHOe Bpems CTaXKMpyeTcs B pPe3UAEHLMU UCKycCTBa
«Domagkateliers» B MtoHxeHe.
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ANbBEPTO ®EPHAHAE3 Pogunca B 1979 roagy B8
MekKcrke, poaom U3 TPaAMLMOHHLIX MEKCMKAHCKMX HayaTnos. Yumaca 3
roga B LieHTpe aHTPOMOAOrMM U COLUMANBHbBIX MCCNEeA0BAHUN KOPEHHbIX
HapozoB B Kannynnu Koakanko. MuseT u paboTaeT TaTyMpoBLLMKOM B
MtioHxeHe (fepmaHus). MpoBen pas MEKCUKAHCKUX LiepeMoHuit Temackanb.
B HacToAwWee Bpema ABAAETCA O4HUM U3 KYpaTOPOB U XYA0XKHUKOB NPOEKTa
«[leHb MepTBeL0B», KOTOPbIV BKAOYaeT B ceba pas/iMyHble KoHbepeHummn
AHTPOMNO/I0roB U3 MeKCUKHK, C KPYMHbIMU UHCTANNALMAMM B UCMONHEHMM 13

XYZOXKHMKOB U3 PasHbIX YrOJIKOB MUpa.

CAPBMUHO3 XOAOXWUEBA }Kuser u pabotaetr B [ywaHbe.
B 1983 rogy oKkoHuuna PecnybnvKaHckoe XyAoXecTBeHHoe Yuunuuie
um. M. Onumosa u B 1992 ropy TagKuKcKuii locyaapCTBEHHbIN
WUHcTuTyT A3bIKOB MM. Cotuma VYnyraoga. C 2000 ropa — cekpeTapb
MNpasneHna Cotosa XYAOXHMKOB  TagXKMKUCTaHa, MCKyCCTBOBEA,
C 2010 roaa — uneH-koppecnoHaeHT Akagemumn XygoxkecTs TagKMKUCTaHa.
YYacTHUK  MeXAyHapoaHbIX ¢ecTuBaneil, CUMNO3NYMOB, BbICTABOK,
CEMUHapOB.

CYNTAMNMOH WAPUDU Poaunca e 1958 roay 8 [ywaHbe. YneH
Coto3a XyA0KHWKOB Tag)XMKUCTaHa. PaboTaeT B »KMBOMUCKU, B KHUMKHOM
rpaduke M B cOBpeMeHHOM ucKyccTBe (POoTo, BMAEO, MHCTaNAAUMA).
YYacTHUK MHOTOYMUCNEHHbIX HALMOHA/bHbBIX U MEXAYHapPOAHbIX BbICTABOK.

MYPOAOXOH WAPUDOB Poauncs B8 1984 roay B [lywaHbe. B
2006 roay oKOoHUYMA daKynbTeT Kueonucu TagKukckoro focyaapcTBeHHOro
MHcTUTYTa UcKyccTB. PaboTaeT B Pas/IMUYHbIX HaMpaBAEHUAX: XMUBOMUCH,
BUAE0apT, MHCTannauma, ¢oto. YneH Cotosa gusaiHepoB TaaKMKUCTaHA.
YYacTHUK HaLMOHANbHbIX U MeXAYHaPOAHbIX BbICTABOK M apT MPOEKTOB.

BOTACAH (BEOTATO3 EPTANUEBA) Poounacb m
KuBeT B Anmatbl. B 2006 rogy okoHumna dakynbteT MexayHaponHowu
KYPHa/IUCTUKM U MACCOBbIX KOMMYHMKauuii (KUM3I). Craxkuposanacb B
LleHTpe coBpemeHHOro nckycctsa 8 Anmatbl U Féte MHcTuTyT KasaxcraH.
YyacTBoBa/ia B BbiCTaBKax B AsimaTbl.

CEPUK BYKCUKOB Pogunca s KasaxctaHe B ATbipay. B 1995 roay
nocTtynun B Kasaxckyto HaumoHanbHyto AKageMunio UCKYccTB nm. ypreHesa
B AAMaTbl. Y4acTBOBa/1 B MONOAEXKHbIX BbICTaBKax «Kurep». Tak»Ke Bo Bpems
yyebbl 6bln aKTUBHBIM XYLOXHUKOM Tranepey COBPEMEHHOTO WCKYCCTBA
«Kokcepek». B 2011 roay OTKpbIa peKkaamHoe areHTcTBO «Lama Advertising»
M OfHOBPEMEHHO NPOAO/IXKAET MPAKTUKY COBPEMEHHOTO XYA0XKHUKA.

UPUHA MAC/TUKOBA Pogunacb 8 1978 rogy B Aamatbl. B 2003 rogy
oKoHumna Kasaxckyto [ocypapctBeHHyto Akagemuto Wckyccts wmm. T.
ypreHeBa B Anmatbl. usonuceu, Buaeo, GOTOXYAOMHMK. YUaCTHUK
BbICTaBOK B KasaxcTaHe, KbiprbisctaHe n Utanuu.

PEH AMAYYU Popunca B 1978 rogy B ropose CaiTama. useT u
paboTaeT B ropoge Mbapaku (AnoHus). B 2002 rogy okoHumn dakrynbret
3KOHOMUKM YHMBepcuteTa KokyrakyuH. B 2009 roay 3almMTUA MarncTepcKyo
AuccepTaumio No UCKyccTBy B yHuMBepcuTeTe Llykyba. flBnfetca yneHom

accouMaumnmn ANOHCKUX XYA0XKHMKOB «Sougakai».

TEBU XOPHBPYK Poausca B XeHwTeAaT -Yn3bypr Ha cesepe ropoaa
lfambypr (fepmaHus). Mocne yyebbl B rMmHasuMmM ropoga bByKkcTexyn OH
nepeexan B KoiprbidctaH B 2009 rogy. M3yyaet aunsaitH B MexayHapoaHom
YHuBepcuTeTe MeHeaKMeHTa 1 AnsaitHa B buwkeke ¢ 2010 roaa.

BNAAUMMUP 3YXUH Pogunca B 1946 roay B buwkeke. B 1979 roay
OKOHYMN DpyH3EHCKOE Xy 0KecTBEHHOe yunanwe. YneH Coto3a XyA0KHUKOB
Kblprbi3cTaHa ¢ 1988 roaa. YYacTHUK pecnybMKaHCKUX U MeXAYHapOAHbIX
BbICTABOK 3a pybexom. C 2004 roaa »useT u paboTaet B U3paune.

XXAHAPBEK AMAH Popgunca 8 1982 roay B buwkeke. Yuunca B
Kbiprbiackom locygapctBeHHOm [leparormyeckom YHusepcutete um. WU.
ApabaeBa n KaBkasckom MHctutyTe Meauna B EpesaHe. XuseT u pabortaet
B buwkeke, Anmarte n ActaHe. YYaCTHUK MeXAYHAPOAHbIX XYA0KeCTBEHHbIX
BbICTABOK.

LWAAPBEK AMAHKYAN Pogwnnca 8 1959 rogy B buwkeke. OKOHYUA
dpyH3eHCKoe XypoxecTBeHHoe yuyunuwe U Kolprbi3ckuii HaunoHanbHbIN
YHusepcutetr. Ynen Coto3a xyaoxHukos KP c 1991 ropa. Yuactsosan
B 06pa3oBaTeNbHbIX  NPOrpammax,  pesuaeHuMaX,  CUMMO3Uymax,
KoHdepeHLMAX U BbicTaBkax B Espone, Asum u CLIA. Kypatop npoekTtos
no coBpemeHHOMy McKyccTBY B KbiprbidctaHe. C 2007 — gMpeKTop LeHTpa
coBpemeHHoro nckycctea b’Art KoHtemnopapu.

EBFEHUM BOMKOB Poaunca s 1960 roay 8 baky (Asep6aiigxaH). B 1980
rofly okoHumn AsepbaiakaHckuii focyaapctBeHHblit MHCTUTYT ®usmnyeckoit
KynbTypbl. C 1981 roga xuseT u pabotaeT B buwwkeke. B 1985 rogy oKoHYMA
CTYAMIO KMBONUCU U rpadukn B Bulukeke. MpepcTaBuTeNb MOKONEHUA
XYAOXHMKOB chopmuposaswmxca B 90-e, B nepuos CTaHOBAEHUA
XY[OXKEeCTBEeHHON cpeabl noctcoBeTckoro KoiprbidctaHa. YneHw Cotosa
xypoxHukos KP ¢ 1996 roaa.
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YNIAH BATbIPBEKOB Poawunca B 1985 roay. Yunnca B HaumoHanbHom
Akagemun XypoxectB um. T. CapgbikoBa W Kbiprbidacko-Poccuiicko-
CnaBaHCKOM YHuBepcuTeTe Ha aKy/bTeTe apxXUTEKTYpbl. YUYacTHUK
XY[LOXKEeCTBEHHbIX BbICTAaBOK B buLlLKeke.

FTAMANl BOKOHBAEB Poaunca B 1958 rogy. OkoHunn ®PpyH3EHCKUit
MonuTtexHuyecknin UHCTUTYT, dakynbTeT apxutekTypbl B 1981 rogy. Pabotan
apxutektopom ¢ 1981 no 1985 roabl. [peacTtaButens MNOKOAEHMUA
XY[LOXHUKOB chopmupoBaBwmxca B 90-e, B nepuos CTAHOBAEHUA
XY[LOXKeCcTBeHHOW cpeabl noctcoBeTckoro KbiprbidcTaHa. YneHn Cotosa
xygoxHukos KP ¢ 1996 ropa. Y4YaCTHMK BMAeOnporpammbl MaBUIbOHA
LleHTpanbHoOM A3nmn Ha 51-011 BueHHane coBpemMeHHOro UcKyccTsa B BeHeunn
B8 2005 roay

CYNTAH BOKOHBAEB Poaunca s 1975 roay B buwkeke. OKoHYUA
Kbiprbidckoe MocyaapcTeeHHoe XyaokecTBeHHoe Yumnuue um. C. Yyiikosa B
1995 roay u Kbiprbisckuii focyaapcTBeHHbi Megarornyecknini YHuBepcutet
um. U. Apabaesa B 2003 rogy. Boinrpan rpaH-npu BbICTaBKM-KOHKypca ¢poTo
nnakata 8 2011 rogy. Y4acTHUK Xy[,0XKeCTBEHHbIX BbICTAaBOK B bullikeke.

ANEKCAHAP BEPELLATUH Poaunca B 1954 roay B ropoae Kapakos.
OkoHunn Kapakonbckuit TocymapcTBeHHbIV Meparornyeckuii MHCTUTYT B
1975 rogy. C 1999 roga no HacToALlee BpemMmsa - 3aMecTUTeNb AMpPeKTopa no
Hay4yHoi paboTe CapblyaT-IPTALICKOrO FOCYAAPCTBEHHOIO 3anoBefHUKaA.
YneH Coto3a xypoxHukosB KbiprbisctaHa ¢ 2011 ropma. Y4acTHUK
XYA,0XeCTBeHHbIX BbICTAaBOK B buiikeke n Kapakone.

BATbIP AXXANTUEB Poaunca s 1935 roay 8 Owe. B 1964 rogy okoHuuA
DpyH3EeHCKOe XyAoXKecTBeHHOe yuuauwe. YneH Coto3a xyaokHuKos KP ¢
1968 rona. *usonuceu, rpaduk, CKynbnTop. ApKUIN NpeacTaBuUTENb HOXKHOM
LUKO/bI KMBOMUCK B pecnybinke. HapoaHbIi Xya0xHMK KP.

PACY/N1 KOYKOPBAEB Poguncsa B 1985 rogy. OkoHumn Kbiprbisckuii
focyfapcTBEHHbIV YHUBEPCUTET CTPOUTENBCTBA, TPAHCMOPTA M apXUTEKTYPbI,
Kadenpa «CTaHKOBasA KMBOMUCb U MOHYMEHTasbHasa usonucb» B 2009
rogy. Ynen Coto3a xypoxHukos KbiprbisctaHa ¢ 2011 roga. Y4YacTHUK
MeXAyHapoaHbIX pecTusBanein, CUMNO3MYMOB M BbICTAaBOK.

CAObIPBEK MAKEEB Pogunca B 1954 rogy. OKoHumn ®pyH3eHcKoe
XyfoxecTBeHHoe yumnuwe B 1979 roay u Keipreiackuii focyaapcTBeHHbIN
Meparornyeckunin YHusepcutet um. U. Apabaesa 8 2004 roay. Ynen Cotosa
XypoxHUKoB KP 1992 ropa. YYacTHUK pecnybiMKaHCKUMX BbICTaBOK W
MeXAyHapoAHOro cumnosvyma AWy Mo COBPEMEHHOM CKynbnType
8 2011 roay.

EBFEHUA MAKLUAKOB Poaunca 8 1984 roay s bulikeke. Yuunca s
Kbiprbisckom focypapctBeHHOM MHCTUTYTe CTPOUTENbCTBA, TpaHcnopTa
W apXuUTeKTypbl Ha Kadeape pausaliHa. 3aHumaetca rpaddutn un
XYAOXEeCTBEHHON TaTyMpoBKOMW. YyacTBOBaN B MeXAyHapogHOM
BOPKWOMNE WCKYCCTBO B o0b6WecTBeHHOM npocTpaHcTee (BUwWwKek,
2008), mexayHapoaHom decTuBane YAMYHOrO UCKyccTBa M rpaddutun
(ExkaTepuHbypr, 2011), Mabauk ApT BopKwon (Mepbm, 2011) nu nporpamme
pesngeHuunn foban ApT lab (Hblo-Mopk, 2011).

BAKTbIBEK MYCAEB Poaunca B 1956 rogy 8 ropoae Kapakon. B
1980 roay oKoHYMn PpyH3EHCKOE XYAO0XKEeCTBEHHOe yuyuauwe. YneH
Coto3a xyaoxHuKos KbiprbidctaHa ¢ 1991 roga. Opranusatop Corosa
XYAOXHUKOB Mccblk - Kynbckolt obnactm B 1989 roay. YyacTHUK
rpynnoBbiX BbICTABOK B pecnyb1uKe 1 3a pybexom.

ANMACBEK CAMUAWHOB Poaunca B 1955 roay. B 1975 roay
OKOHuYMA [kanan-Abapckuin Meparornyeckuin TexHukym. Ynen Cotosa
XyAoxHUKoB KP ¢ 1988 ropa. YYacTHUK MHOTUX pecnybanKaHCKuX
N MeXAYHapoAHbIX XYAOXeCTBEHHbIX BbICTaBOK. [lpousBeaeHun
XYAOMKHUKA HAXOAATCA B My3eAX M YAaCTHbIX KONNEKLUAX MHOTUX CTpaH
mupa.

KAPUMMXKAH XACAHOB Pogunca B 1958 rogy B ropoae Kapakon.
OKOHUMN  KapaKoNbCKUI  neparornyeckuini - MHCTUTYT  OTAeNeHue
XyLOXecTBeHHO-rpaduyeckoro pakynbteta B 1980 roay. *Kusonuceu,
rpaduk. PaboTtaeT B Coto3e XyA0XKHMKOB Kapakona. YYaCTHUK BbICTaBOK
B Kapakone n buwkeke.

KOHCTAHTUH WWKYPNENA Poauncas 1951 roay B ropose Kapakos.
OKOHYMA  Xy[oXKecTBeHHO-rpaduyeckun  dakynbteT MOCKOBCKOTro
neparornvyeckoro MHCTUTyTa UM, B. JleHnHa. YneH Coro3a XyA0XKHUKOB
KbiprbiacTaHa. MMOCTOAHHbIN Y4aCTHUK BCeX pecnybIMKAHCKUX BbICTaBOK
¢ 1974 no 2011 r.

IOPUCTAHBEK LWWbITAEB Poaunca 8 1957 roay. OKoHuYnn CaHKT-
MeTepbyprcknMin MHCTUTYT KUBOMUCK, CKYABNTYPbl U apXMTEKTYPbl UM.
M. E. PennHa Akagemun xypoxects CCCP B 1984 roay. C 2005 ropa -
HapogHbii XyA,0KHUK Kbiprbizckoi Pecny6aunkun. C2007 roga — Akagemuk
Akagemuun xygoxects Pecnyb6amkum KasaxctaH. C 2009 roga — Akagemuk
MexayHapoaHoi Akagemun UCKYCCTBa U KynbTypbl B Mockse. C 2008
roga pabotaet gupektopom B Kbiprbi3ckom HauuoHasbHom Mysee
N306pasunTenbHbix UckyccTB meHu Manapa AiiTuesa.

123



KPATKWE BUOTPA®UYECKNE CBEAEHWA / SHORT BIOGRAPHICAL DATA

FATIH AYDO GDU Bornin1963in Turkey. Lives and works in Vienna
and Istanbul. He studied at the Academy of Fine Arts in Istanbul and gradu-
ated from Academy of Fine Arts in Vienna. Aydogdu is a visual artist, designer,
sound artist and curator focused on concepts of media aesthetics and linguis-
tical issues. He participated in numerous exhibitions throughout Europe and
USA, such as Diagonal 05 & 08, Gastarbaiteri, Videoist II.

DENIZ ERBAS Bornin1978in Izmir. Lives and works in Istanbul and
Paris. Deniz Erbas curated exhibitions and attended international meetings
in Istanbul, Nicocia, Erlangen, Munich, Thilisi, Paris, Berlin and Brussels. She
was one of the founders and general coordinator of «Hafriyat Karakoy» an
independent artist run space in Istanbul. Between 2008 and 2010, she was
the deputy director for Visual Arts Projects in Istanbul / Agency, where she
coordinated «Portable Arts and Lives and Works» in Istanbul as a main project
as well as the «Kadirga Art Production Center».

EKMEL ERTAN Artist, curator, educator, founder and artistic di-
rector of Istanbul based «amberPlatform» (by BIS, Beden-islemsel Sanatlar
Dernegi / Body-Process Arts Association), which is a research and production
platform on art and new technologies. He is the initiator of xamberConfer-
ence», the only Science, Technology and Art Conference in Turkey. Ertan is
also working as the site coordinator and local director for several interna-
tional projects based in Turkey and Europe in the field of art and technology
/ new media. He has exhibited his new media installations and cooperative
performance works in several local and international venues. Between 1999
and 2006, he taught multimedia / visual communication design at Istanbul
Bilgi University, istanbul Technical University, and Yildiz Technical University
and since 2006 he has been teaching at Sabanci University.

ANNIE AUCHERE AGUETTA Z LivesandworksinAnnecy,France.
Curator, Médiation (Imagespassages), which curates exhibitions of video
installations, by screening video from artists and documentary films about
today’s artistic creation. Some of the main exhibitions & video programmes
curated these last years are 2011 le nomade et la transphere in resonance
with Lyon Biennal, the commitment of young/video/artists in Tlatelolco/Mex-
ico, corpus in urbe in Lisboa/Portugal.

PHILIPPE ASTORG BorninDakar/Senegal in 1958, just in postco-
lonial times, from an African mother and a French father. He lives in Annecy
where he works as a plastician using painting, installations, video, texts. Some
of his pieces have been shown in France and in different cities in Europe, as
well as Mexico, Boston and New York.

MIREILLE BATBY Visual dramatist, mediator of contemporary
art. Curator transdisciplinary since 2003. Since 2009 working with the label
marseille association, Marseille (France), investigations between arts and sci-
ences, amateur and professional season.

LIONEL CAMBURET Born1963inLangres (eastof France).In 1990
he graduated from the Art School in Besangon (France). After this he lived
and worked in Canada. Four years later, he joined the Real Time Association,
a nomadic collective of multimedia artists, where he started to accomplish
sound creations and stage design for multimedia installations. Since 1999 he
is a teacher for sculpture and animation movies at the Art School in Besangon.

SYLVIE MARCHAND Bornin France. Graduated from the Univer-
sity of Sorbonne (Paris), received a Ph.D. in Anthropology at the National Insti-
tute of Languages and Oriental Civilizations. Video artist and anthropologist.
She made a performance in the United States (The New Museum / New York).
In France, she created a digital multiscreen installation and interactive projec-
tion. Currently she teaches at the «Ecole Européenne Supérieure de I'lmage
de Poitiers» (European College of Fine Arts).

MARC MERCIER Livesin Marseille and works as a nomad. For him
video art is a way of life. Poet, filmmaker, curator and video art critic and a
teacher of video art history. Founder and artistic director of the festival Les
Instants Vidéo since 1988. Co-founder of the Video art festival in Casablanca
(1993), the VidéoAsis in the Maroccan desert of Figuig (1997), the Festival
Macadamia in Buenos Aires, Argentina (2003) and forthcoming a Futurist fes-
tival in Alexandria, Egypte (2009), and: /si:n/ festival (with the Qattan Founda-
tion) in Palestine (2009). In 2006, he published a history of video art «Time at
work, fri(c)tion», a non-chronological history of the festival.

RAQUEL RODRIQUEZ Born1981inBarcelona(Spain).n2000she
graduated from Stevenson’s College, Edinburgh (Scotland). In 2001 she com-
pleted her fine arts studies at the University of Barcelona. From 2005-2006
she had an exchange residency at Escuela Nacional de Artes Plasticas at Uni-
versidad Nacional de México city. In 2007 she received a grant to study at the
Akademie der Bildenden Kiinste, Munich (Germany). Since 2007 she has an
atelier in the art colony «Domagk Ateliers» in Munich.

ALBERTO FERNANDEZ Bornin1979in Mexico. His original roots
are from the Mexican tradition nahuatl. He studied for 3 years in the Center
of anthropology and social studies of the indigenous people, Kalpulli Koaka-
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Iko a.c. Alberto Fernandez lives and works in Munich (Germany). Between his
occupation as a tattooist, he is one of the curators and artists of the project
“Day of the Dead”, consisting of different conferences from Mexican anthro-
pologists. 13 artists, coming from different places of the world, participate
in this project, where a group of traditional Mexican musicians implement
workshops about their traditional instruments.

SARVINOZ HOIJIEVA Lives and works in Dushanbe. In 1983 she
completed the Republican Art School and in 1992 the Tajik State Institute of
Languages. Since 2000 she is the secretary of the board of the Union of Artists
of Tajikistan, art critic. Since 2010 she’s a corresponding member of the Acad-
emy of Arts of Tajikistan. She participated in numerous festivals, symposiums,
exhibitions and seminars.

SULAIMON SHARIFI Bornin 1958 in Dushanbe. Member of the
Union of Artists of Tajikistan. Works in painting, books, graphic and contem-
porary art (photo, video, installation). Participated in numerous national and
international exhibitions and symposiums.

MURODJON SHARIFOV Bornin 1984 in Dushanbe. He gradu-
ated from the Faculty of Painting of the Tajik State Institute of Arts in 2006.
He works in a variety of directions: painting, video art, installation, photos.
Member of the Union of Designers of Tajikistan. Participated in national and
international symposiums and exhibitions.

BOTASAN (BOTAGOZ ERGALIEVA)BornandlivesinAlmaty.
Graduated in 2006 in International Journalism and Mass Communication
(KIMEP). Participated in seminars in Soros Center for Contemporary Arts in
Almaty and Goethe Institut Kazakhstan. Participated in group exhibitions in
Almaty.

SERIK BOOXIKOV BorninAtyrau, Kazakhstan. He graduated from
the Kazakh National Academy of Art in Almaty. From 1998-2000, he worked
in «Millenium Party» project in a creative group under the Astana city admin-
istration. In 2011, he opened the advertisement agency «Lama Advertising».

IRINA MASLIKOVA Bornin1978in Almaty. Graduated 2003 from
the Kazakh Academy of Arts in Almaty. Photo, video artist, painter. Partici-
pated in exhibitions in Kazakhstan, Kyrgyzstan and Italy.

REN YAMAUCHI Bornin1978in Saitama. Lives and works in Ibaraki
(Japan). In 2002, he graduated from the University of Kokugakuin. In 2009,
he completed a master’s degree on art at the University of Tsukuba. He’s a
member of the Japanese artist’s association «Sougakai».

TAVY HORNBROOK BorninHenstedt-Ulzburginthe North of Ham-
burg (Germany). He moved to Kyrgyzstan in 2009 after studying at a Gymnasi-
um in Buxtehude. Since 2010 he studies design at the International University
of Management and Design in Bishkek.

VLADIMIR ZUHKIN Bornin 1946 in Bishkek. Graduate of Kyrgyz
State College of Arts in Bishkek in 1979. Member of the Union of Artists of
Kyrgyzstan from 1988. Participated in numerous group exhibitions in Bishkek
and abroad. Lives and works in Israel since 2004.

JANARBEK AMAN Bornin1982in Bishkek. Studied at Kyrgyz State
Pedagogic University in Bishkek and Caucasus Media Institute in Erevan. Lives
in Bishkek, Almaty and Astana. Participated in group exhibitions in Kyrgyzstan
and abroad.

SHAARBEK AMANKUL Born 1959 in Bishkek. He holds degrees
from Kyrgyz State College of Arts and Kyrgyz National University, respectively.
Participated in several educational programs, residencies, symposiums, festi-
vals, conferences and exhibitions throughout Europe, Asia, USA. Curator of
contemporary art projects in Kyrgyzstan. Since 2007 directs the organisa-
tional development and creative initiatives at B’Art Contemporary in Bishkek.

EVGENY BOIKOV Bornin 1960 in Baku (Azerbaijan). Graduate of
Azerbaijan Institute of Physical Culture in 1980. Resident of Bishkek since
1981. Representative of the generation of artists of the 90-s, when post-So-
viet art was formed in Kyrgyzstan. Member of the Union of Designers of Kyr-
gyzstan since 1988. Member of the Union of Artists of Kyrgyzstan since 1996.
Participated in numerous group exhibitions in Bishkek and abroad.

ULAN BATYRBEKOV Bornin1985. Studied at National Art Acade-
my and Kyrgyz Russian Slavic University. Participated in exhibitions in Bishkek.
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GAMAL BOKONBAEV Born in 1958. Graduate of the architec-
ture department of Frunze Politehk Institute in 1981. Architect, freelance
designer. Representative of the generation of artists of the 90s, when post-
Soviet art was formed in Kyrgyzstan. Member of the Union of Artists from
1996. Participant in the video pavilion of Central Asia at the 51st Biennale of
contemporary art in Venice, 2005.

SULTAN BOKONBAEV Bornin 1975 in Bishkek. Graduated from
Kyrgyz State College of Arts in 1995 and Kyrgyz State Pedagogic University in
2003. Winner of Grand prix of exhibition-competition photo-poster in 2011.
Participant in exhibitions in Bishkek.

BATYR DJALIEV Bornin 1935. Graduate of Kyrgyz State College of
Arts. Member of the Union of Artists of Kyrgyzstan from 1968. Painter, graph-
ic, sculptor. Representative of the southern school of painting of the country.
People’s Artist of Kyrgyzstan.

KARIMJAN HASANOYV Born1958inKarakol.In 1980, he graduat-
ed from Karakol State Pedagogical Institute. Painter and graphic. Participant
in exhibitions in Karakol and Bishkek.

RASUL KOCHKORBAEV Bornin 1985. Graduated from Kyrgyz
State University buildings, transport and architecture, department of “easel
painting and monumental painting”. Member of the Union of Artists of Kyr-
gyzstan since 2011. Participated in international festivals, symposiums and
exhibitions.

SADYRBEK MAKEEV BorninKyrgyzstan. Graduated from Kyrgyz
State College of Arts in 1979 and Kyrgyz State Pedagogical University. Mem-
ber of the Union of Artists of Kyrgyzstan from 1992. Participant in national
exhibitions in Bishkek and Ashu International Symposium of Contemporary
Sculpture in 2011.

EVGENY MAKSHAKOV Born 1984 in Bishkek. Studied at Kyrgyz
State University building, transport and architecture. Participated in the in-
ternational public art workshop (Bishkek, 2008), international festival of graf-
fiti and street art (Yekaterinburg, 2011), public art workshop (Perm, 2011) and
Global Art Lab residency (New York, 2011).

BAKTYBEK MUSAEV Born 1956 in Karakol. Graduate of Kyrgyz
State College of Arts in Bishkek in 1980. Member of the Union of Artists of
Kyrgyzstan from 1991. He set up the Union of Artists in the Issyk-Kul region in
1989. Participated in numerous group exhibitions in Kyrgyzstan and abroad.

KONSTANTIN SHKURPELA Born in Karakol. Graduated from
Pedagogical Institute in Moscow. Member of Union of Artists of Kyrgyzstan.
Participated in national exhibitions from 1974 till 2011.

ALMASBEK SAMIDINOV Born in 1955. In 1975 he graduated
from Jalal-Abad Pedagogical Technical School. Member of the Union of Art-
ists of Kyrgyzstan since 1988. Participated in numerous group exhibitions in
Kyrgyzstan and abroad. His works are in museums and private collections in
different countries.

YURISTANBEK SHYGAEV Bornin1957. Graduated from Sankt-
Petersburg Institute of painting, sculpture and architecture under the name
of I. E. Repin Art Academy in 1984. Since 2005 - People’s Artist of Kyrgyzstan.
Since 2007 - Academic of Academy of Arts of Kazakhstan. Since 2009 - Aca-
demic of International Academy of Arts and Culture in Moscow. Since 2008
— director of Kyrgyz National Fine Arts Museum in Bishkek.

ALEXANDER VERESHCHAGIN Bornin1954inKarakol.In1975
he graduated from Karakol State Pedagogical Institute. Since 1999 deputy di-
rector of Sarychat-Ertash State Reserve. Member of the Union of Artists of
Kyrgyzstan since 2011. Participant in exhibitions in Bishkek and Karakol.
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