KULTUREL FARKLILIKLAR: BIR "BASYAPIT"IN URETILMESI

Yakin zamanlara dedin en kdékten ilerici kiiltiirel kesim, farkliliklari savunma
arzusuyla Ozdeslesmisti; farkli olma hakki ve farkli olanlarin haklarz.
Rusya'da, estetik farkliliklarindan otlrid baski altinda tutulan muhalif bir
azinligin olusturdugu kiltiirel yeralti hareketi, bu kesime tutunuyordu. Bu
cekisme bir rekabete indirgenmisti. Bir yanda, ideoloji,
usmerkezcilik,geleneklestirilmis akilcilik ve ahlak, &te yanda, karsi-ideoloji,
alternatif (akil oncesi) biling, gizli alay ve ahlaksizlik. Bunlar koktenci
kesimi, bltinlik, birlesme ve ayni diizeye getirme egilimi gdsteren "gic¢li" bir
sOylemciligin idstesinden gelmeye itiyordu. Bu "gi¢li" sdylemcilik, gli¢gli soylemi
cOzmeye ve Ogeleriyle oynayarak deJistirmeye Ozendiren bir "zayif" sdylemcilik
araciligiyla etkisizlestirilmisti. Ardindan gelen toplumsal déniisim,
epistemolojik felaketlerle delik desik edilmisti. Yalnizca siyasal imparatorluk
degil, ideolojik, kiltirel ve estetik imparatorluklar da enkaz haline gelmisti.
Rekabet ise "varolus nedeni"ni kaybetmisti. Bitin kurgulanis bigcimleri un ufak
olunca, ¢o6zme eylemi de anlamini yitirir. Alternatif biling¢ de kurumsallasma
karsisinda etkisini kaybeder. Ahlaksizlik, enkaz ortasinda beylik bir ahlak
disiliga dontsir. Ayirma gereksinimi, dizenli bir ayrimcilida indirgenir;
farkliligin Ozrid tasrali bir cehalete donlistir. Kisacasi, farkliliklarain
savunulmasi, yerini, bunlarin gerceklesmesi ic¢in gerekli kosullarin
olusturulmasina birakirsa, zayif sOylemciligin, gergek tretim dederi olmadigdi
ortaya ¢ikar. "Basyapit" (chef d'ouevre) (1) sorunu farkliliklarin iyice
sisirilmesiyle yasama gecger; belirtileri ise iletisim bosludu, diyalodun
kesilmesi, de§erlerin gecerligini yitirmesi ve ilUretimin tekdiizelesmesidir.
"Basyapit" glicli sOylemcilik big¢imlerini yeniden sayginlastirmayi, yaraticiligi
ve sanatsal eylemin yapici nitelidini yeniden olusturmayi, diller arasi
sinirlarin ve sdylemler arasi mudahalenin 6tesine gecmeyi hedef alir. Onemli
olan kiiltlirel degerlerin yatay yapisinin ve onlarin yan yanalidinin uUstesinden
gelebilmektir; "basyapit" ancak temel Onermelerin yeniden olusturulmasi ve
degerlerin hiyerarsisinin kurulmasiyla olanaklidir. EJer sanat, ilretim ve
kisisel basari stratejileri olarak tanimlanir, anlatimin 6z de sosyo-kiltirel
ve kurumsal baglamdan kurtarilamazsa, "basyapit"a ulasilamaz. Tam tersi, onun,
bagimsiz 6zl ve askin boyutlari olan bir yapit olarak kabul edilmesiyle es
anlamlidir. BoOylece, varolus gene yerlesik bir temel kazanir ve "basyapit" bunun
dolaysiz tirevidir. Miellif, sanatsal arastirma konusundan uzak durmaktan
vazgecger; alay ve ahlaksizlik azalir; ic¢tenlik ve sorumluluk geri gelir.
"Basyapit" miellifi yeniden yasama dondiriir; artik o, dilbilim ve sOylemin
i¢inde yuvarlanip gitmek yerine, dil ve sOylem iUreten bir Ornektir.

Farkliliklar -estetik, siyasal, kiultlirel, cinsel- artik biitin acikliklariyla ele
alinmaktadir. Onlar bazen ulasilamaz ve kati olan mikroideolojilerin
niteliklerini kazanmistir. Sonu¢ olarak, ayrinti ve parcalarin kaleydoskopunu
asarak, evrensel bir antropoloji tirt ve yeni bir enerji gereksinimi dogar.
Timevarimin timdengelimi, pragmatizmin Utopyayi, Olcilii davranisin tarihi
blitiniyle yenmesi, yeni bir teleoloji ve yeni bir yasam umuduyla yikld bir bakis
acis1l varsayimini dodurur. Imparatorludun yeniden kurulusunu duyurma cesaretini
toplama istemi so&z konusudur.

Bu yeni imparatorluk totaliter degil, bir bitin; baskici degil, kucaklayiczi
olmalidir. Yeni Utopya kendisini baskici bir recete olarak sunmak yerine, olaszi
bir olanak olarak ortaya koymalidir. Korumaci disiince gene evrensel dislnceyle
karsi karsiya gelir, ama bu evrensel bir projeyi, evrenin bir projesi olarak
iretmemelidir. Imparatorluk, artik hic¢ bir bicimde baskent ve cevre karsitligdi
izerine kurulmamali, c¢inkl artik bir baskent yok, baskent her yerde. Mutlak
irade kendi i¢inde benzer olanin belledini koruyacak, farkli olanin bellegini de
secip ayiracaktir. Bir baska deyisle, farkliliklar artik kendilerini
essizliklerini kanitlamaya adayamazlar, onlar evrensel olani yansitmak



durumundadirlar. Ancak bunu yaparken mutlak evrenselin, bitin farkliliklarain
evrenselliginin bitinid oldudunun bilincinde olmalari gerekir. Farkli
evrensellerin rekabeti felaketlerle doludur, ama onun c¢eliskili yapisi
dondurulmali; ahlaksal iradenin ve benligi koruma ig¢gidisiinin korunmasi
desteklenmelidir.

Yeni imparatorlugun gorevi, farkliliklarin kendi evrensel ¢esitlemesini kapsamli
bicimde isleyebilecedini garanti etmektir. En onemlisi ise, farklilik ic¢in
farklilik diyalodunu olusturacak kosullarin yaratilmasidir. Farkliliklari,
farklinin tartisilmasina dogru itmek abes bir hatadir; yasanan son olaylar bu
sorunsalin verimli olmadigdini ve tikendigini sezindirir. Farkliliklar diyaloga
girebilir ve tartisma konusu evrensellikse, diyalog son derece yerinde ve
verimli olur.

Sanatsal sahne, ideolojik ag¢idan birlik olanlarin savas alani ya da ben
merkezli stratejilerin gercgeklestidi bir ortam dedil, dodrunun arandigi bir alan
olmalidir. Sergi artik taraf tutmanin bir araci ya da yildizlar gecidi degil,
valnizca entelektiiel tartismanin araci olmalidir. Klratdr ise, benzer
disiinenlerin casusu ve istekli adaylarin menajeri dedil, esitler arasindaki
anlasmazliklarin arabulucusudur. Gorevi, evrenselin-herkesi ilgilendiren, ama
ayni zamanda her bireyden Ustin- tartisilmasina onayak olmaktir. Tartisma
konularindan biri de "basyapit" olabilir -sonug¢ta bu kisinin kendisini ortaya
koydugu en idst big¢im oldudu kadar, evrensel olani da tanimlayan en st bicimdir.
"Basyapit" sorunsali yapitlarinda da gorildigli gibi, Jurii Albert'i sanatsal
dilin kavramsal anatomisinden vazgecmeye zorlamistir. Albert temel dilbilim
yvapilarini etkileyebilmek ic¢in analitik islemler ilzerindeki bilgilerinden
yararlanir. En son yapitlarinda kullandidgi malzemeler, sanat dilinin en &nemli
medyalari: boyamalar (g¢ocuk ¢izimleri ic¢in sablonlar), dinya basyapitlarindan
parcali bulmaca resimler vbg. Calismalarinin sonucu mutlak durumunu tasir -
arastirdidi konulari tiketene kadar irdeler. Parcali bulmaca koleksiyonu dinya
basyapitlarinin varsayimsal miizesini olusturur, ama Albert sablonlari boyarken
bunlari Ureten firmalarin biutin terimlerini ustalikli olarak uygulamistir.
Yapit, bilin¢li olarak son derece yorucu bir calismayi da beraberinde getirir;
bulmacalarin, en karisik birlesimlerini toplamak; c¢cok genis kagit ylzeylerini
boyamak gerekir. Albert icin "basyapit", c¢ok uzun siiren gercek bir arastirmanin
sonucudur.

Jurii Avvakumov ile Sergei Shutov'un ortaklasa gerceklestirdidi enstalasyonda
"basyapit", isin bir parcasi olarak neredeyse harfi harfine yer alir. Shutov,
videosunda The Heavenly Crawler adli klasik filmden gorintiiler kullanmistir.
Avvakumov'un "Sovyet Sarayi" ve "Udarnik" sinemasinin planlarini gdsteren ozalit
¢izimleri, bu klasik yapi projelerinin mimari olan Boris Iofan'in arsivinden
gelmistir. Sovyet ideolojisi mitinin bu donemini islemek, ¢Ozme stratejisinden
kaynaklanmaz. Ideolojiler sonrasi cadda artik glicli sdylemle ideolojik mitin,
0zglin siirsel enerji medyasi olabilecedi anlasilmistir. The Heavenly Crawler'ain
Onemi, onun gdrsel ve siirsel kusursuzlugunda yatar (film savas konusunu savas
yillarinda islemesine karsin, sasirtici bicimde zaferin dokunakliliini ve kanli
sahneleri kullanmamistir); yapit filmin godrsel dokusu ile sanatg¢inin kisisel
yazin Uslubunu birlestirilmesine indirgenerek, betimleyici gdsterinin asil
degerini ortaya c¢cikarmaktadir. Iofan'in projesinin Onemi onun yapici
ustaligindan kaynaklanir (iki badimsiz projenin ist iste bindirilmesi sirasinda
her ikisinin de bir birine olan uygunludu ile ilging¢ bir etki elde edilmistir);
Avvakumov'un yapiti, yapilanmisligi kendi icg¢inde yeterli bir deder olarak ortaya
¢ikarir. Sonuc¢ olarak biitiin enstalasyon bir yeniden yapimdir. Her iki sanatg¢inin
da ilk kez 1987'de disindigi gergeklesmemis bir projenin yenilenmis
cesitlemesidir. Bu, toplumsal yenilesmenin hentiz basladidi, alternatif kiltirin
dinya Ulzerinde yolunu bulmaya c¢alistidi ve bagimsizligin coskulu enerjisi ile
vasadigi bir doénemdir. Avvakumoz ve Shutov ic¢in "basyapit" siirsel enerji



olusumunun en ari bic¢imini ve sanatin kesin kurallarini ortaya koyabilen bir
yapittair.

Konstantin Zvezcdochetov'un yapiti, tarih felsefesinin anlamlariyla ilgilidir.
O, tarihi, es mitlerin ve bic¢imlerin kag¢inilmaz tekrari olarak gorir -"benzerin
sonuna dek geri donmesi". Ancak tarihte, yerlesiklide egemen olan iki sey
vardir; dinyasal giinahlarla yiklid tutku ve tinsel yilicelikle karisik glizellik
O0zlemi. Teleolojik temellerin ortadan kalkmasiyla etik degerlerin ve estetigdin
Ssisirilmesinin de inké&r edildigdi varsayilir; tarihin dediskenligi ic¢inde,
yalnizca kendi kendinin farkinda olmanin disavurabilmesi ve yodunludu bir
0zglinlik tasir. Zvezcdovhetov ic¢in "basyapit" 0Ozglirliikten esinlenen bir sanatsal
eylemdir ve bu 6zglnliik gercekten esinlenmisse, glizellik ve kutsallik yapitta
yerini bulur.

Andrei Filippov icin tarihsel teleolojinin yok edilmesi, etikten kurtulus
degildir. Tarihin tekrarlayan dizilerinin ardinda, onun mantidi, yaplisi ve
yeniden yaratilan anlamlar sistemi gizlidir. Yerlesiklik durumu, anlamlarin
sonul ve &6zglin kaynagi ile blnyesindeki kusursuzluk olarak taninir. Sanat'in
¢izgisi, inatla ve gi¢li big¢imde varolusun temel kaynagina dogru ilerler,
kusursuzluk basamaklarini tirmanir. Filippov ig¢in "basyapit" bir "usta isi"dir
(masterpiece), ustanin c¢alismasinin inandirici ve hosnut kilici sonucudur.

BOLI grubu (Farid Bogdalov ve Giorgii Litichevskii) tarihi "sonsuz doniis" olarak
tanimlamak yerine anlamlari bigimlendiren ¢izgisel bir sltre¢ olarak alir.
Tarih'in sonunun a¢ik olmasi, tarihi bilme olanadini yok etmez -somut yorumsal
eylemde ve genis entelektiiel simgede ortaya ¢ikan bir bilis vardir. Ancak biling
disinda yatan yerlesik, tinsel O6rnedin varlidi inkdr edilir. Biling¢ eylemi ancak
sonug¢larin ifadesinin inandirici yapisina, simgenin kapsaminin Olg¢iisliine ve
malzemenin bilesiminin niteligine yakinlik duyar. Yerlesiklik ise, ancak,
bilgiye amag¢li bir yaklasimla Orlilebilir. BOLI grubu ig¢in "basyapit" kendi
icinde en fazla biling¢ gerilimi barindiran ve bilincin gergeklesmesinin en Ust
niteligidir.

Jurii Leiderman'in yapitlari var olmanin temellerini bulma pesindedir. O,
varolus kurgusunu, yaplisinl temel O0delere indirger; varolus ve dile; sonra bu
kategorileri kendi asal O6zlerine; varolus, yasam ve &6lUim titresimine, dil de
simgesel degis-tokus isleyisine. Varolus siireci, her hangi bir askinlik tasimaz;
varolusun 6lime giden yazgisi askin olandir. Askinlik dille bile anlatilamaz;
onun yerine askinlik dili tipkibasim ve yazi deliligine mahkum eder. Bu yolla
Leiderman'in varlik bilgisi, olumsuz varlik bilgisi niteligi tasir. Yapitlara
"basyapit" kategorisini tanir, ama kendisi "karsi-basyapit" Uretir.

Vladimir Kuprianov'un yapitlari varligin asal kurulusunun gorintsi Uzerinde
degil, bu catkinin ic¢inde yer alan seylerle ilgilidir. Fotodrafik medya ile
dizenli bicimde ilgilenmesi bundan kaynaklanir. Fotodraflarin belgesel niteligi
varlik icinde koklenir. Fotograf, &6limi ve dili ayni zamanda ac¢iga ¢ikarir. Bu
nedenle fotodgraf sanatinda Kuprianov ig¢in O6nemli olan onun estetik dederi degil,
iretken 6zUdir. Dolayisiyla yapitlarinin konulari toplum c¢gevresinde odaklanir,
yvani haber fotodrafc¢isinin cektigi onsel ve mutlak konu. Bunun ig¢in sanatc¢i ayni
zamanda fotograf tekniklerinin olanaklarini da irdeler; yapitlari "biyutilmis
kareler" ve modillerle olusturulan kompozisyonlar olarak dikkat cgeker ve
metinleri deigerir. Midahale islemlerini acik bir retoride indirger. Kuprianov
i¢cin "basyapit" varligin derinliklerinden gelen ve topluma ses veren bir
anlatimdir.

Dmitri Gutoff yapitlarinda mimesis ve poesis'in klasik siniflandirmalarini
sayginlastirir. Ozgunlestirilmis en eskinin tanimini yoksun birakan kavramsal
¢cOzlmlemenin lstesinden gelir. Sanat¢i ayrica, kacg¢inilmaz olarak dili, aci bir



kurala indirgeyen dilbilim tekniklerini de asar. Mimesis ve poesis anlatim
0zglrliglni ve tarafsizligi garanti eder, ayrica sanati anlatilamayan ve
tiketilemeyene dogru yoneltir. Ancak bugin bizim i¢in taklitgilikten c¢ok
sanatsal bicimlere kazinmis kiltirel bellek gecerlidir. Ozgur siirsellik,
anlatimin yapilanmisligini yadsimaz; yapit, Usluba, onun i¢ bituinligine ve
anlatima damgasini vuran 0zin kesinligine dayanilarak tretilir. Gutoff ic¢in
"basyapit" en gerekli degerlerin yodun bicimde ifade edildigi siirsel bir
anlatim ve big¢imsel kusursuzluktur.

Georgii Ostritsov tam bir biUtinlidli Uslup kategorilerine feda eder. Yapitlara
nesne-malzeme diinyasini kiiresel olarak yeniden big¢imlendirmeye yonelir. Ancak bu
dinya "art nouveau"nun uUsluplastirilmasiyla ya da Bauhaus'un yapimci
bigimlendirmesiyle es degildir. Ostritsov'un kdokeni, yapimci tutuculudun siirsel
mit yaratmanin zorunlu oldugu antik dinyadadir. Yapitlarinda ozglnlik,
entelektiiel bir gliciin hi¢ bir izi olmadigi en eski dogal nitelikler araciligiyla
kendini g&sterir. Yapitlari isinin ic¢tenliginden, vicdan rahatligindan, Tanri'yzil
memnun etmekten ve Tanri'dan aldigi esinden kaynaklanir. Ostritsov ic¢in
"basyapit" onun ortacad anlayisiyla siki sikiya baglidir. O, alcakgontllit bir
¢iragin yarattidi bir zanaat uUrinidir ve kendisinde Tanri'nin yarattidi evrenin
kiisiikevrenini barindirir.

Anatolii Osmolovskii ile REVOLUTIONARY CARRIER grubunun &bilir iiyelerinden
D.Pimenov, V.Shugalei ve N.Khalezin'in (hepsi ETI - Expropriation of Art's
Territory- grubunun iyesi) yapitlari yetkenin kutsadigi blitin dizenleri yikma
pesindedir. Avant- garde'in asiriliginin yeniden ortaya ¢ikmasi, varlikbilgisi
ve anlam enkazi -dil ve gercgek enkazi, kiUltir enkazi, salt eylemin
dislincesizligini tasiyan askinlik enkazinda varlik kazanir . Yapilanmislik
yvalnizca uygulanan hedeflerde korunur; bir ara¢ ya da daha dodrusu bir silah
olarak gereklidir -bir "devrimci tasit" (revolutionary carrier). Anlatim,
dayaniklilik olciitleri ve etki diizeyi dogrultusunda olusur, araclar sec¢ilir, bir
balta ya da sustali bicak gibi dayanikliklari kanitlanir. Glug¢li bir yapimci
sOylemcilik, kendi kendini yok etme enerjisinden kaynaklanir, ama son ufalanmaya
karsi sigortalidir. Yeni karsit nesnelerin kacg¢inilmaz yeniden dodumu gibi o da
kaginilmaz olarak yeniden dogar. Varlik, gercek, askinlik -eklemlenmis
anlamlarin o6biir yaninda edinilir- bu ana rahmi gibi eklemsizdir. REVOLUTIONARY
CARRIER ic¢in "basyapit" her seyin diizenini sarsan, ardindan yaklasan sessizligin
sagir edici ugultusunu birakan bir bombadir.

Igor Kaminnik, Vadim Fishkin ve Andrei Sholokov kiiresel anlatimin var
olabilmesini kanitlamak igin politikaya atilmislardir. Onlar daginik anlamlara,
uygun olmayan bigcimler kadar ve dislnce paradigmalari araciligiyla bir'lige
doniistirir. Ancak bir'lik bir alasim degildir, onlar coskuyu alayla, tinselligi
bilimsellikle, bigcimlenmeyi c¢epecevre kusatilmakla, bilimsel bilinmezlidi oyunla
birlestirir. Projenin evrensellidi biresim olmaya c¢alismaz, toplamda durur.
Projenin miellifleri ig¢in "basyapit" summa universalis'tir.

Victor Misiano

CULTURAL DIFFERENCES: THE PRODUCTION OF A "CHEF D'OEUVRE"

Until recently, the most radically progressive cultural stance was identified
with the desire to defend differences: the right to be different and the rights
of those who are different. In Russia, this stance was held to by a cultural
underground comprised of a dissident minority that was repressed for its
aesthetic difference. This conflict reduced to an opposition. On the one hand,
there was ideology, logocentrism, and a ritualized rationality and moralism. On
the other hand, there was anti- ideology, alternative (pre-rational)



consciousness, irony, and immoralism. Those fostering the radical stance strove
to surmount a "strong" discursiveness which tended to totality, unification, and
levelling. This "strong" discursiveness was overcome by resorting to a "weak"
discursiveness that aspired to deconstruct the strong discourse, to manipulate
its elements. The subsequent social transformation was riddled with
epistemological catastrophes. Now, not only was the political empire in ruins,
but the ideological, cultural, and aesthetic empires were devastated as well.
The opposition lost its "raison d'étre". The practice of deconstruction lacks
sense when all forms of construction lie in the dust. The alternative
consciousness loses its effectiveness in the face of institutionalizing tasks.
Immoralism amidst the ruins turns into a banal amoralism. The need for isolation
is reduced to a programmatic isolationism: the apology of difference turned into
a provincial obscurantism. In short, weak discursiveness turned out to be of no
real productive value in a situation where the defense of differences was
replaced by the task to build the conditions that make for their genuine
realization.

The problem of the "chef d'ouevre" (1) is called to life by the hypertrophy of
differences, the symptoms of which are a communication wvacuum, the removal of
dialogue, the entropy of values, the routine of production. The "chef d'ouevre"
presupposes the rehabilitation of the forms of strong discursiveness, the
restoration of the creative, constructive character of the artistic act, its
movement beyond the boundaries of intralanguage, intradiscursive manipulations.
The important thing is surmounting the horizontal structure of cultural values.
The "chef d'ouevre" is possible only when there is a restoration of an axiology,
a hierarchy of values. The "chef d'ouevre" 1is inaccessible if art is identified
with production and strategies of personal success, if the essence of expression
is inseparable from the socio-cultural and institutional context. On the
contrary, the "chef d'ouevre" is identical to its acknowledgement as a work of
autonomous essence, transcendental dimension. Existence again acquires a
substantive basis and the "chef d'ouevre" is its direct derivative. The author
ceases to be distanced from the subject of artistic investigation: irony and
immoralism are reduced, sincerity and responsibility return. The "chef d'ouevre"
resurrects the author: he is not any longer the result of linguistic and
discursive constellations, but an instance that generates language and
discourse. Differences (aesthetic, political, cultural, sexual) are now
explained in their utmost purity, they have acquired the character of micro
ideologies, at times irreconcilable and rigid. as a result, there arises a
demand for a kind of universal anthropology and a new energy which is capable of
passing above the kaleidoscope of particulars and fragments. The complete
victory of induction over deduction, pragmatics over utopia, discrete action
over history actualizes the demand for a hypothesis of a new teleology and a
new, life-engendering outlook. There is a desire to muster the courage to
proclaim the restoration of the empire.

The new empire should be total, but not totalitarian, all- embracive, but not
repressive. The new utopia should manifest itself not as a normative
prescription, but as a potential possibility. Projective thinking again meets
universal thinking, but it should not so much generate a universal project as a
project of the universal. The empire is no longer built on the opposition of
capital and periphery, but by no means because there is no longer a capital, but
because the capital is everywhere. The absolute inevitable will preserve in
itself the memory of the relative, and the single the memory of the different.
In other words, differences can no longer devote themselves to the confirmation
of their uniqueness, they should be made to express the universal. However,
while doing this, they should acknowledge that the final universal is the
totality of the universality of all differences. The opposition of different
universals is fraught with catastrophe, but its conflictive nature should be



frozen: hopes here must be invested in moral will and the instinct for self-
preservation.

The new empire's mission is to guarantee that differences can exhaustively work
through their version of the universal. Its highest task is to create for
differences the conditions that enable the dialogue of differences. It would be
a futile mistake to nudge differences into a discussion of the different recent
experience suggests that this problematic is unproductive and exhausted.
Differences can enter into a dialogue, and the dialogue can be of full value and
productive if the subject of the discussion becomes the universal.

The artistic stage should cease to be a place of ideologically united combat or
the realization of egocentric strategies. It should become a place for the
seeking out of truth. The exhibition should no longer be a vehicle for partisan
sallies, nor should it be a parade of stars, but it should be a wvehicle for
intellectual polemic. The curator is no longer the emissary of like-thinkers,
and he is not the manager of aspirants, but is a mediator of disputes among
equals. His job is to stimulate discussion of the universal -the problematics
which touch everyone, and which are simultaneously higher than each individual.
One of the themes for discussion might be the "chef d'ouevre", -after all, this
is the highest form in which the individual manifests itself, and it is at the
same time the highest form used in expressing the universal.

The problematic of the "chef d'ouevre", as designated in the work of Jurii
Albert, forced him to renounce the conceptual anatomy of artistic language: he
uses his knowledge of analytic procedures to effect fundamental linguistic
constructions. The materials used in his most recent works are the primary media
of art's language: colorings (stencils for children's drawings), puzzles
picturing world masterpieces, but in coloring the stencils Albert fully masters
the entire nomenclature of the firm that produces them. The work intentionally
presupposes an incredible laboriousness: it is necessary to gather the most
complex combination of puzzles, it is necessary to color the enormous surfaces
of paper. The "chef d'oeuvre" for Albert is the result of painstaking and
positive research.

In the joint installation by Jurii Avvakumov and Sergei Shutov the "chef
d'ouevre" is present in an almost literal way -- as a constitutive part of the
work. Shutov's video-remake uses classical cinema footage from The Heavenly
Crawler. Avvakumov has created an azure tracing paper with contours of the
"Palace of Soviets", and the cinema house "Udarnik" descends from the archive of
the author who designed these classical architectural projects, Boris Iofan.
This treatment of the epoch of the Soviet ideological myth is not rooted in the
strategy of deconstruction. It has now become apparent in the age of post-
ideology that strong discourse and ideological myth can be the media of
authentic poetic energy. The significance of The Heavenly Crawler is in its
plastic and lyric perfection (made during the war years and on a war theme, this
flick is startlingly devoid of victory's pathos and scenes of bloodletting): The
work reduces to a conjugation of the film's wvisual fabric with the author's
personal stylistics, which reveal the self-worth of the depictive spectacle. The
significance of Iofan's project in its constructive merits (the superposition of
two autonomous projects yields a surprising effect by virtue of the ideal way
they fit one into the other): Avvakumov's work reveal the constructedness as a
self-sufficient value. Finally, the whole installation is a remake, a renewed
version of an unrealized project which was first conceived by both authors in
1987. This was a time when social renewal was but beginning, a time when the
alternative culture, as it made its way out into the world, lived by means of
emancipation's turbulent energy. For Avvakumov and Shutov, the "chef d'ouevre"



is a work capable of manifesting the pure shape of poetic energy's formation and
the absolute laws of art.

Konstantin Zvezdochetov's work treats the field of historiosophic meanings. He
sees history as an inescapable repetition of identical myths and forms -the
"eternal return of the similar". there are but two things that have sway over
substantiality in history: a passion fraught with earthly sins and a yearning
for beauty that is mingled with spiritual loftiness. The removal of the
teleological basis presupposes the denial of the ethical and the hypertrophy of
the aesthetic: only intensity and the expressivity of self-realization has any
authenticity in history's kaleidoscope. For Zvezdochetov, the "chef d'ouevre" 1is
an artistic gesture inspired by freedom, and if this freedom is really inspired
then beauty and holiness will apposition themselves to the work.

For Andrei Filippov, the removal of historical teleology does not provides an
emancipation from ethics. Behind history's recurrent series hides its logic, its
structure, its system of re-creative meanings. Substantive status is recognized
as the final and original source of meanings and immanent perfection. For
Filippov, the "chef d'ouevre" is a "masterpiece": it is the result of the
master's work being content-laden and convincing.

The group BOLI (Farid Bogdalov and Giorgii Litichevskii) define history not as
an "eternal return", but as a linear process by which meanings are formed.
History's openness does not remove the possibility of knowing history -—-there is
a knowing that arises in the concrete interpretational act, in the capacious
intellectual symbol. However, the prescence of the substantive spiritualistic
instance which lies outside of consciousness is negated. Therefore, the act of
consciousness can appeal only to the convincing nature of the expression of its
results, to the measure of the symbol's capaciousness, to the quality of its
material embodiment. Substantiality is darnered only by the intentional
attention of consciousness, to knowledge. For the group BOLI, the "chef
d'ouevre" is a work enclosing in itself the maximum tension of consciousness and
the maximum quality of consciousness realization.

Jurii Leiderman's work strives to find the foundations of being. He reduces the
structure of existence to primary elements: existence and language. And then
these categories reduce to their primary essences: existence to the pulsation of
life and death, and language to the mechanism of symbolic exchange. The process
of existence is devoid of any transcendentalism: the dooming of existence to
finality is what is transcendental. Transcendentalism is not expressible even by
language: instead, the condemning of language to reproduction and graphomania is
the transcendental. In this way, Leiderman's ontology bears the character of a
negative ontology. His work acknowledges the category of "chef d'ouevre", but he
creates the "anti-chef d'ouevre".

Vladimir Kuprianov's work treats not the manifestation of the primary
foundations of being, but those things that lie within this framework. From this
springs his programmatic treatment of photographic media: the documentary nature
of photography roots it in being. Photography reveals death and language
simultaneously. Therefore what is important for Kuprianov in photographic art is
not its aesthetic self worth, but its reproductive essence. Therefore his works'
thematics center around community, that is, the a-priori and absolute subject of
the reporter's shots. Therefore, he simultaneously also affects the
possibilities of phototechnology: his work is characterized by "blow-ups" and
modularly constructed compositions, and it includes text elements. He reduces
manipulative procedures to a candid rhetoric. For Kuprianov, the "chef d'ouevre"
is an expression arising from the depth of being and giving voice to the
community.



In his work, Dmitri Gutoff rehabilitates the classical categories of mimesis and
poesis. He overcomes conceptual analysis as that which deprives the expression
of the authentically primordial. He also surmounts linguistic engineering as
that which inevitably reduces language to cruel canon. Mimesis and poesis
guarantee the expression of freedom and openness, and point art in the direction
of the inexpressible and the inexhaustible. The subject of imitation, however,
is not our present reality, but a cultural memory that is impressed in plastic
forms. Free lyricism does not negate the structuredness of the expression: work
is performed on style, on its inner completeness, on the precision of the
uttered essence which is impressed in the expression. For Cutoff, the "chef
d'ouevre" is a lyrical expression in which essential values are uttered with
utmost intensity and formal irreproachability.

Georgii Ostritsov imparts an utter totality to the category of style. His work
is directed to the global remodelling of the object-material world. However,
this world is not identical to the stylization of "art nouveau", or the
constructive modelling of the Bauhaus. Ostritsov's origins are in antiquity
where constructive fundamentalism and poetic myth making were superposed.
Authenticity manifests itself in his work by means of a primordially natural
quality that has no hints of intellectual effort. His work is rooted in the
sincerity and good conscience of his labor, in his pleasing God and his
inspiration by God. For Ostritsov, the "chef d'ouevre" is maximally related to
his medieval understanding. It is a crafted ware created by a humble apprentice
and bearing in itself the microcosm of the universe created by the Lord.

Anatolii Osmolovskii's work and that of his companions-in-arms from the group
REVOLUTIONARY CARRIER, D. Pimenov, V. Shugalei, and N. Khalezin (they are all
members of the movement ETI - Expropriation of Art's Territory), is directed at
the destruction of any and all order sanctioned by authority. The reissuing of
avant-garde extremism acquires being, on the wreckage of ontology and meaning -
on the wreckage of the transcendentalism found in the impulsiveness of pure
action. Structuredness is preserved only in applied goals: it is necessary as an
instrument, or more precisely, as a weapon -as a "revolutionary carier",
Expression is built, following the criteria of durability and effectiveness,
means are chosen, being verified for durability like an axe or a switchblade. A
strong consructive discursiveness is rooted in an energy of self-destruction,
but it is insured against a final disintegration. It is inevitably reborn as an
inevitable rebirth of new oppositional objects. Being, reality,
transcendentalism - acquired on the other side of articulated meanings- this is
the womb-like, the inarticulable. Therefore, for REVOLUTIONARY CARRIER, the
"chef d'ouevre" is a bomb which shakes the order of things after which there is
a deafening howl in the approaching silence.

Igor Kaminnik, Vadim Fishkin, and Andrei Sholokov have joined politics to prove
that global expression can find its way into existence. Scattered meanings, as
well as incompatible forms and thought paradigms are reduced by them into a
oneness. The oneness, however is not an alloy: they conjugate enthusiasm with
irony, spiritualism with scientism, formation with a round enclosedness,
scientific pendantry with play. The project's universalism does not aspire to
synthesis it stops at summation.

For the project's authors, the "chef d'ouevre" is summa universalis.
Victor Misiano

1. Preference is given to the French term "chef d'ouevre" owing to its greater
historical universalism and etymological accuracy. "Chef d'ouevre", that is,



"the main work", more fully captures the intent of the present exhibit and text
than does the word "masterpiece", literally, "a piece of the master".



