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TEMA HOMEPA:

Pa0ora nymm

'KN3HD?

Yro oO1ero
Me3K1y MHTPAHTOM
U TBOPYECKHM
PabOTHHKOM?

B moBcegHeBHO KM3HN 9TH /IBE KaTe-
ropuu Jiojieli ensa jiu nepecekaorcs. OT-
JINYAIOTCS. UX MAapHIPYThl BHYTPHU rOPO/A,
PacCIOpsIIOK HS OAHUX He ITOXO0XK Ha pac-
MOPSIZIOK JIHST IPYTUX, YaCTO OHU €JISAT Pas-
HYIO TIUILY 1 HOCAT Pa3HYyIO OJIEKY.

[TogpazymeBaeTcss, YTO OJHU 3aHSTHI
(pusuveckuM TPyIOM, a Ipyrue — TBOpUe-
ckuM. IlogpasymeBaercst, 4TO TPy OTHUX
OTUYIK/IEH, IPYTUX — COBIAJAET C CaMo-
peasnsaIeil 1 CAMOBBIPAKEHHUEM.

[logpasymeBaetcsi, 4TO y TeX, KTO 3a-
HAT TSUKETBIM (DPU3UIECKUM TPYAOM, KTO
paboTaer Topaso 6oIIbIIe, YeM TIOJI0KEHO
o TpymoBoMmy Kozekcy, y Tex, JUIsi KOTO
BBIUTH Ha YIIUILY — 9TO PUCK GBITH 3ajiep-
JKAHHBIM TIOJIUIINEN WM TOABEPTHYThHCS
PACHCTCKUM HamlajKaM, HEeT HU BPEMeHH,
HU CUJI 3aHUMAThCSI UCKYCCTBOM, a Te, TSt
KOTO HCKYCCTBO — 9TO TIpodeccust, CBOGO -
HBI [IeJIaTh, 4TO XOTAT. Ho Tak sm aTo Ha ca-
MoM siesie? Bejib, B MOMBITKAX YIOKUTHCS B
rpaduK 1 yCHeTh 32 HEYMOJIUMO HA/[BUTa-
IOIUMUECS JIe[TTAlHAMU, HICKYCCTBO PUCKY-
€T TIOTEePSITH CBOIO GeciabarHoCTh U yIIo-
JOOUTBCS JIIOGOMY IPYTOMY TIPOU3BOJICTBY
B YCJIOBUSIX 9KOHOMHUYECKOW TOHKH.

Bo BpeMms1 Hammx BCTPEY-KOHKYPCOB
MbI MHOTO FTOBOPHJIU O PUCKAX U OCOOEHHO-
CTSIX HEeHOPMHUPOBaHHOTO Tpyaa. Hu Tpy-
JIOBble MUTDAHTBI, HU XYAOKHUKHA HEe MO-
IYT PACCYUTHIBATH HU HA OIJIAYNBAEMBII
OTITYCK, HU Ha GOJHHUYHBIA UJIN TIEHCHIO.
N Te, u apyrue xajHO XBaTalTCs 32 pa-
60Ty 1 4acTo IOBOMAT cebst it 10 n3HeMO-
senus. CaMOIKCILTyaTaIs CTala Halei
o61eit yeproit. Haia Ku3Hb CTAaHOBUTCS
Haniell paboToii, a Hama paboTa — Hamei
KU3HBI0. PaboTa MPOCAYNBAETCS BO BCE
obJacTy Hallel KU3HHU, BKITIOYast ApyKOY,
mo60Bb 1 con. [Toxkayii, 370 IPOUCXOAUT
e1rie ¥ TTOTOMY, 9TO HalllUM TPY/IOM JBIKET
Bepa B BO3MOKHOCTb WHOTO, JIydtiiero Oy-
JYIIETO WJIM TApajlJieJIbHOI PeasbHOCTH,
Oyap TO o6pasoBaHue I pebeHKa, 1o-
CTPOIiKa HOBOTO [IOMa, YCOBEPIIEHCTBO-
BaHue OOIIeCTBA Yepe3 IMOUCK HCTHHBI
s13bIKa U (DOPMBI WU CO3/IaHUE AHKJIABOB
MPUYYATUBBIX (DaHTa3Wil ¥ HeCOBITOUHON
MeuThl. MOXKHO JIN 3aJIUTh TOILINBO 3THX
HaJesKJ U WIO3UK B APYroil MexaHusMm
obuiecTBeHHOTro ycrpoiictea? MoryT iu
WHAYe COIPSITaThCs TPY/L 1 TBOPUECTBO?

MpbI  TBITATHCh HAWTH MUTPAHTOB,
COBMEIIAMIINX 3apabOTOK € 3aHATUAMU
HCKYCCTBOM. B aTOM HOMepe Mbl I1y6Jim-
KyeM WHTepBbI0 U paccka3 Maxamkana
AbaykaxapoBa, KOTOPOMY yIaeTcs 3apa-
GaThIBATh HA KU3HD (HU3NYECKOH paboTOii
U BBICTYNIAThb B cleKTakiaax BceBosoza

JlncoBckoro <«AxwiH-Otniepay, 1e1sCh €O
3PUTEJIMU BIEUATICHUSMU OT KU3HU
TPYZOBOTO MUTPAHTA.

OnHOl M3 caMBIX WHTEPECHBIX HAXO-
JIOK 7T Hac CTaJ0 3HAKOMCTBO C HOBBIM
JKaHPOM HAPOJHOTO Pabovero TBOPUYECTHA,
MOJTy4uBIIUM B VIHTepHeTe Ha3BaHME «Y3-
Gek-mpukos»>. OH 1pezcTaBisger coboit
PEIHAKTMEHT MOIYJISIPHBIX MY3BIKAJIbHBIX
KJIWIOB WM CIEHOK U3 GOJIUBYACKUX
¢unbmoB. He mokupas pabounx  wmecr,
CTPOWTENIM WJIN COTPYIHUKU KyXHU Tiepe-
MPHUCTIOCAbIMBAIOT PaboUre HHCTPYMEHTBI,
«TIPeBpAIasT» UX B My3bIKAJIbHBIE U UMUTH-
PY$ HCIIOTHEHNE MY3BIKH, CHUMAIOT HOBBIE
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THIS ISSUE’S FOCUS:

Your Work
or Your Life?

What do migrants
and artists have in
common?

In their everyday lives, these two
groups rarely ever interact. They take
different routes around the city, the
daily routine of one is very different
from the other, they even eat different
kinds of food and wear different types of
clothing.

It is implied that one of these groups
is doing physical labor, while the oth-
er is doing creative work. It is implied

BoCEMS
yscoB

OTNA XA,
HY 4TO,
nou g€M
Nuea
BbITLEM 2

STo NAXATh MOXHo MO0 BOCEMS,

A UWAYUTE [PUXOANMTCH MO
ABEHAAUATS.

A Horse:
beer?”

“We’ve been working for eight hours now, how about we get some

A Donkey: “You can horse-around if you want to, but I have to work the twelve-

hour donkey shift!”

BEPCHH KJIUIIOB Ha MO6I/I]IbeIe TeJIe(l)OHI)I.
Kax BBISICHIIIOCH, aHATOTYHBIMU TIPAKTH-
KaMu 3aHMMaroTcs 1 paboune B JIaTHHCKOI
Awmepure. Takum 06pa3oM, MBI MOJKEM TO-
BOPUTH O HOBOM IJI002ILHOM KYJIBTYPHOM
(beHOMEHE, O CHHXPOHHOW MPHOCTAHOBKE
OTUYSK/IEHHOW paboTHI U MPEBPAICHUN €e
B TBOPYECTBO MOCPEJICTBOM €€ JKe MHCTPY-
MeHTOB. Bo3aMOXkHO, fake He TI0103peBast
0 CYIIECTBOBAHUU JIPYT JApyTra, paboune us3
Pa3HBIX CTPAH HA Pa3HBIX KOHTUHEHTAX CO-
BEPIIAIOT OHY U Te Ke NelCTBU O Ipe-
BPAIEHUIO HAEMHOTO TPy/Ia B CBOGOIHOE OT
3aKOHOB U 9KOHOMUKH KYJIBTYPUHIYCTPHI
uckycerso. dror Wurepuanuonan Obe-
nenHoro IlepepriBa MPHUOTKPBIBaET Iepen
HaMU, TBOPYECKUMU PabOTHUKAMU U pabo-
YUMU PUINIECKOTO TPY/IA, TTO-HACTOSIIEMY
PEBOJIIOIIMOHHYIO TIEPCIIEKTHBY.

that the labor of one of these categories
is alienated, while that of the other is
about self-realisation and self-expres-
sion.

We assume that those whose work
involves hard labor, who work for lon-
ger than they should according to the
labor code and for whom the simple act
of going outside means risking being
detained by the police or falling victim
to racist attack, don’t have the time or
the strength to do art; whereas those
who make their living doing art are free
to do as they please. But is this really
the case? In the process of keeping up
with a schedule, meeting mercilessly ap-
proaching deadlines in conditions of an
economic race, doesn’t art risk losing its
free-spirited recklessness and becoming

like any other form of production-line
labor?

During our meetings and the dis-
cussions that we held as part of our
Contest, we talked about the risks and
features of unstandardised labor. Nei-
ther migrant laborers nor artists can
expect paid vacations, sick-leave, or
pension plans. Both groups grab wildly
at any work they can get, often driv-
ing themselves to exhaustion in the
process. Self-exploitation is a trait we
both have in common. Our lives be-
come our work, our work becomes our
life. Work enters every area of our lives,
including friendship, love and sleep. It
may be also the case, because our work
is motivated by faith, and hopes for a
better future, or else a parallel reality,
whether that be getting an education
for one’s child, or building a new home,
or perfecting society by searching for
truth in language and form, or the cre-
ation of enclaves of whimsical fantasy
and castles in the air.

Could these hopes and illusions help
create a new societal structure? Is it
possible for art and labor to interact in
new ways?

We tried to find migrants who were
able to combine labor and art work.
In this issue, we publish an interview
and story by Ilhamjan Abdukaharov,
who makes his living doing physical
labor and performs as part of Vsevolod
Lisovsky’s “Aqyn-Opera”, sharing his
experiences as a migrant laborer with
audiences.

One of the most interesting discov-
eries for us during the research for this
issue became a new genre of folk art re-
ferred to in Internet as “Uzbek LOL.
This genre is defined by the reenact-
ment of popular music videos or scenes
from Bollywood films. Without leaving
their work stations, construction work-
ers or food processors readapt their
work tools, turning these tools into
musical instruments and imitating the
instrument’s use in performances which
they film on mobile phones. It turns
out, laborers from Latin America prac-
tice similar forms of performance. Thus,
we are in fact, witnessing a global cul-
tural phenomenon, the transformation
of physical labor into creative work by
means of its very own tools. Laborers,
perhaps without any prior knowledge
of one another, from different countries
and different continents are involved
in the transformation of hired labor
into new art form that is free from laws
of cultural industry economics. This
Lunch Break International opens new
and revolutionary prospects for both of
us: artists and physical laborers.




MHTEepHAIIMOHAJI 00€IEHHOI' 0
lepepbiBa

The Lunch Break International

HecocrosBiieecsa MHTEPBbIO

O kaHpe TTapoOVii Ha BUICOKJIUIIBI, KOTOPbIE CHUMAIOT paboure, HaM Ha-
CajIi BeAyIe CIeMaJiucThl B 061aCTH COBPEMEHHON MY3BIKH, KIHO,
nos3uu. Poccuiickast Xy/o:KecTBeHHast cpea Oblia riiyboKo BIledaTeHa
3TUM OTKPbITHEM. MBI 3aX0TeJN aTh CJIOBO TJIABHBIM Te€POSM, OJTHAKO WX
OYTO CJIe[ TPOCTHLI: HECMOTPSI Ha MIPOIOJIKABIINECS MHOTHE MECSI[BI IT0-
VCKH, PEAKIIUS TaK U He CMOTJIa HAWTH, KaK HU Pa3bICKUBAJIA, HU OJTHOTO
«MY3BIKaHTa» WJIH «PEKICCePay BUIAEOKIUIIOB...

MOKHO TMOHSITh, YTO MHOTHE TIPOCTO He
JKeJratoT cebst 0OHAPYKUBATb.

Heopv Kpasuyx: $1 mopnospesaio, 31ech
€CTh KaKOH-TO CKPBITBIA CMBICJ, TBOD-
Yyeckoe 3aJlaHue, I0JI0)KEHHOE B OCHOBY
pPOUKOB. [Ijist GOJIBIIMHCTBA CTOJUYHBIX
oObIBaTesIeil MUTPaHThI — 9TO Macca, ode-
3JIMYeHHas1 pabouast cuiia, OO UTHOPU-
pyemas, b0 paszpaxaiomasi. B arux
320aBHBIX BUJIE0 MMIPAHTBI CJIOBHO Obl
BO3BpalaoT cebe Jmia 1 o6peranT cob-
CTBEHHBII Tojoc. M mpu 9TOM OHU aHo-
HUMHBI. Be3bIMsSIHHBIE IIYTHUKH B OAHO U
TO 7K€ BPEMsI BBICMEUBAIOT BKYChI TOPOKAH

The Interview That Didn’t Happen

Leading experts in the fields of contemporary music, cinema, and Eoetry

have sent us commentaries on the genre of parody music videos s

ot by

workers. The Russian art scene was deeply impressed by this discovery.
We wanted to give the floor to the people behind the videos, but they seem
to have vanished without a trace. Despite many months of searching, the
editors have not been able to find, however hard they looked, any of the

“musicians” or “directors” of the music videos...

Instead, we publish here an argument
between the editors about why this hap-
pened.

Olga Jitlina: We really put a lot of effort
into tracking down the makers of the vid-
eos. We asked all our friends and all our
friends’ friends, and we put ads on web-
sites and in newspapers, but all to no avail.
We still don’t even know the names of the
people involved in making these videos. T
think this is a deliberate tactic that has to
do with the migrant workers’ fear of run-
ning into aggression from their compa-
triots. Along with the many enthusiastic

Jitlina: 1 think the reason is much more
commonplace. The migrants rightly mis-
trust the mass media, which mostly shows
them in a negative light.

Kravchuk: Maybe, but I am more at-
tracted by the hypothesis that this is a
conscious rejection of publicity. After all,
it matters here that this is not show busi-
ness, but the satisfaction of the ordinary
person’s natural need to create, to have
a fascinating hobby that brightens days
filled with grueling and poorly paid work.
The anonymity of the videos is a kind of
message: “Any of us can do this!”

Mbi iy GJIMKyeM Cop PEJAaKTOPOB O TOM,
0YeMy TaK BBIILIO.

Oavea Kumauna: M1 Ha camoM [ene
MPUJIOKUIA MHOTO YCHJIMH K TOMY, 4TO-
Obl pa3bICKaTh co3aTesiell BUACOPOIUKOB,
paccrpainBaIi BCeX 3HaKOMbBIX U MX 3Ha-
KOMBIX, Pa3MeCTI/IA OObSIBJIECHKS Ha Cali-
Tax ¥ B raserax, Ho Bce 6e3pe3yIbraTHO: 10
CHUX ITOp HEM3BECTHBI Jjaske MMeHa JIIoJIel,
HpI/IHHBH_H/IX y‘-IaCTI/Ie B CO3IaHUU 9TUX BU-
neo. [lymaio, 5T0 co3HarejIbHAs TaKTHKA,
OHa CBsi3aHa C GOSIBHBIO MUTPAHTOB Ha-
PBaThCSI Ha arPECCUI0 COOTEYECTBEHHUKOB.
Hapsuy ¢ 60J1bIIMM KOJUYECTBOM BOCTO-
p}KeHHbIX KOMMCHT&pI/IQB K BUJ1€0 MHE T10-
alajIich Ha rjiasa ¥ KpaliHe HeraTuBHBIE.
CJIO)KHO HOBepI/ITb, HO 9TUX OCTpoyMHbIX
TAIAHTJIMBBIX PEOAT OOBUHSIOT B TOM, UTO
OHM <ITO30PSIT CBOIO Hanuioy». [losTomy

(6€30 BCSIKOTO OCHOBAHHMS CYMTAIOIIUX
cebst B KyJBTYPHOM OTHOIIEHUM BBIIIE
[PUE3KUX, TOJBKO MOTOMY, YTO OHU —
MEeCTHBIE), THITAIOTCS 0OpPECTH MeCTO B
HOBOM JIJIs1 ce6s1 KyJIBTYPHOM apeajie U He
000pBaTh CBSI3€i CO CBOUM JIOMOM, CO CBO-
UM KJIACCOM, BE/lb ecii ObI OHU, MOJT0OHO
reposiM MHOTHX TIOMYJISIPHBIX POJIUKOB,
Havanu 3apabarThiBaTh Ha MeMe CHMBO-
JINYECKUU WM DPeANbHbIl KaluTas, OT-
KJINKasICh Ha 3aIPOCH] 3aNHTEPECOBAHHBIX
noJb3oBareieil (1mogobHo, ckaxeMm, To-
snbmkony KypbaHxaHOBY, OmyOIMKOBaB-
meMy xBajieOHylo necHio npo ITytuna),
OHY Obl BITUCAJIUCH B CTEPEOTHII «IIPOBHMH-
IIaJIa, TTOKOPSIOIIETO CTOJIHILY .

0. JK.: Uroppb, s gymaio, TpUIUHBI TOPa3-
110 6oJtee Ipo3anyecKre: MUTPAHTHI COBEP-
MIEHHO 0OOCHOBAHHO He OBEPSIIOT MacC-
Mejina, KOTOPbIEe B GOMBIMTIMHCTBE CJIYYAEB
MPEICTABJISIIOT UX B HETATUBHOM CBETE.

H. K.: MoxeTr ObITb, HO MeHsI OOJIbIIIe
YBJICKAET BEPCUSI O TOM, YTO HTO CO3HAa-
TEJIbHBIA OTKa3 oT mybinuHocTu. Benb
3/1eCh JKe BaKHO, 4TO HTO He 1I0y-OusHec,
a  Y/IOBJIETBOPEHWE €CTECTBEHHOH T10-
TPeGHOCTH  OOBIKHOBEHHOTO — Ye/IOBeKa
B TBOPYECTBE, B YBJEKATETBHOM X000W,
CKPAIUBAIOIIEM JIHHU, 3aTI0JTHEHHbBIE U3HY-
PUTENBHON U MJI0X0 OIIaunBaeMoil pabo-
TOii. AHOHUMHOCTb BH/IEO — CBOETO POjia
nocaanue: «Tak MOKeT Kaxplil n3 Hac!»

PeBaHIl mpocToro yejioBeKka

Kupunn Pasnoeos, kunoeeo

Cruxus caMoesaTeIbHOIO 9KPaHHOro TBopYecTBa B MHrepHere, u ocobenno B YouTube,
TpaHC(HOPMUPYET BUIOBOMH, JKAHPOBBIA M TEMaTUYECKUI MANa30H MPOU3BeIeHUH, Oy-
Iy4d cBOeOoOpasHBIM IIPOTUBOBECOM GOJIBIINM TeJEBU3HMOHHBIM M BUAEOCEpHasIaM, Ha-
XOJISAIIAUMCS B TIOCJIEJHUE JIECSTUIETHSI B 1IEHTPE 3PUTENBCKOrO BHUMaHusd. B atom
KOHTEKCTE KaHp «y30eK-MPUKOI» 3aHMMaeT KJIUEBOE MECTO, TIOCKOJIbKY COYETaeT B
cebe PernoHaNIbHYIO KYJIBTYPHYIO CIIENU(UKY, OIBIT IIOILYISIPHOIO Y36EeKCKOro KIMHeMa-
Torpada, 3aBIaJIeBIIEr0 BHUMAaHUEM MAaCCOBOU HAIIMOHATBHON ayUTOPUH W 3aHSBIIETO
Mecto bonmByna B nienTpanmpHoasuarckoit yactu CHI acreTuky Bumeokunma, u mnapa-
JIOKCATIbHYIO OJIM30CTH TIOCTMOAEPHUCTCKOMY CTeOY, KOTOPbIN HHBIE MOM KOJIJIETH TIOCTIE-
ITUJIN HAa3BaTh yCcTapeBMIMM. MOKHO CKa3aTh, YTO KJIIOY K MOIYJIIPHOCTH 3TOTO JKaHPA,
TaK MHOTO OepYILEro OT MACCOBOI KyIBTYPhI (B TOM YHC/IE, OT Pa3BIeKATEIbHON CTUXUN
Kapaoke), — B KyJIBTYPHOM PEBaHIIIe TPOCTOTO YeT0BEKa U3 pabodero Kiacca.
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comments to the videos, I also came across
extremely negative ones. Hard to believe,
but these witty talented guys are accused
of being a “disgrace to our people.” So we
can imagine that many of them simply
don’t want to expose themselves.

Igor Kravchuk: 1 suspect there is some
hidden meaning, some creative objective
reflected in these videos. For the
majority of the inhabitants of Moscow
and Petersburg, migrant workers are a
faceless crowd, an impersonal workforce
they either ignore or find annoying. In
these funny videos, the migrant workers
seem to regain their faces and find their
own voices. And yet they are anonymous.
The nameless jesters send up the tastes
of city dwellers (who baselessly consider
themselves culturally superior to the
migrants, if only because they are
locals) while also trying to find a place
for themselves in a new cultural habitat
without breaking ties with their home,
with their class. Because if they had, like
the people behind many popular videos,
begun making symbolic or real capital on
the meme by responding to the requests of
interested users (as, for example, Tolibjon
Kurbanhanov, who in 2012 posted a
music video on YouTube singing the
praises of Vladimir Putin), they would
fit the stereotype of the country boy who
conquered the big city.

The Revenge of the Common Man

Kirill Razlogov, a film scholar and cultural critic

The spontaneity of amateur screen art on the Internet, especially on YouTube, has
transformed the visual, generic, and thematic range of works that have acted as a kind of
counterbalance to the TV and video serials, which have been at the center of the viewer’s
attention in recent decades. In this context, the “Uzbek spoof” genre is a key element, as it
combines regional cultural identity, the know-how of the popular Uzbek cinema (which
has gained a mass national audience and supplanted Bollywood in the Central Asian
part of the CIS), the music video aesthetic, and a paradoxical kinship to postmodern
parody that some of my colleagues have been quick to dub obsolete. We can say that the
key to the popularity of the genre, which borrows so much from mass culture and the
entertaining element of karaoke, lies in the cultural revenge it affords the common man
from the working class.



CMmeiHo noaymath, i Kak padouemy-
MUTPAHTY MPEOA0JIETh OTUY K/IEHHE TPYya
C MIOMOIIbI0 MOOUIBHOIO TeaedoHa

Ilagen Apcenves, noam, puionoe, xyooxcnux

Yro MoxkeT ObITh Jajibliie IPYr OT Apyra, yem nep¢opMaTHBHBIE HCKYCCTBA
¥ OTYy:KAeHHbIi TpyA? YeM KyJabTypHasi HHAYCTPHUS U pabouyne MUTPAHTHI HA
crpoiike? U HakoHel, yeMm JereHmapHo-reponveckuii apanrapa u YouTube-

POJIMK, CHSATHBIH Ha TeaedoH?

Mexmy TeM BCE 9TO COEAUHSIETCS B HO-
BOM KYJBTYPHOM 00BEKTE, KOTOPHIH TOY-
Hee BCETo OBLITO OBl OTHECTH K KBA3M-’KAHPY
UHTEPHET-MEMOB, SIBJIEHUS, PACIIOJIOXKEH-
HOTO Ha TPAHCMEINATBHON TpaHMWIlE, TTOM-
YUHEHHOTO CKOpee (COINO )JIMHTBUCTIYE-
CKOif, 4eM MIacTu4eckoi Jyioruke. UTo6bi
TTOHMMATh, O YeM H/IET peyb, Jydllle Cpaszy
IIOCMOTPETh HECKOJILKO POJIUKOB.

Wrak, paboune Ha CTPONKE OCTABJISIOT
CBOE TIPUBBIYHOE JIEJI0 U MIPUHUMAIOTCS 32
KOJIJIEKTHBHOE TBOPYECTBO. 371€Ch €CTh He-
CKOJIBKO MapIIPYTOB JIJIsT MBICJIVL.

1) Onm gemaroT 3TO, CKOpee BCETO, B
cBOGOIHOE OT PabOTHI BPEMST, B TOT PEAKUI
MOMEHT, KOT/Ia €llle JOJIKHBI HAXOIUTHCS
Ha CTPOIiKe, HO yKe MOTYT He paboTarh.
To ecTb, BEPOSITHO, B O0€IEHHBIN TEPEPDIB.
Tem cambiM, B TouHOCTH 110 MasieBuuy, pa-
60ure OTBEPTAIOT <«XapUOBBIH TPUHITUTI>
(«Cymnpemaruam. Mup kak Gecrpeamer-
HOCTb, UJI BeyHbIii TOKOI1» ) U TPATST CBOE
cBOOOITHOE BPEMST Ha UCKYCCTBO.

2) OHU 1eMOHCTPUPYIOT PA3PBIB MEKITY
TBOPYECTBOM U TPYZOM (HO OJTHOBPEMEHHO
HaMeualoT MyTH TPEOJIOIEHNS 3TOTO pas-
pBIBA), C ONHOW CTOPOHBI, OTPHUIIAsT CBOW
CTaTyC OTYYKICHHBIX PaGOTHUKOB, C JPY-
TOH — IEMOHCTPUPYSI CKPBITYIO OTUIY KIEH-
HOCTh HEMATEPHAIBHOTO TPy/a (B 4ACTHO-
CTH MY3BIKQJIBHOTO UCTIOJTHUTEIS ).

‘TBopuecTBO, Kak MPUHSATO CUNTATh, €CTh
TUT HEOTYY KAEHHOTO (B Mzease) Tpy/a, B
KOTOPOM TIPOAYKT HEYTHJIUTADEH W TOXK-
JleCTBEHeH IIporieccy mpomsBozcTBa. OT-
Yy/KIEHHBII TP/ — 9TO TO, YTO BCETZA BO
BCEM ITIPOTHBOIIOJIO}KHO TBOPYeCTBY. [loM,
CTPOSIIHUICS PabOYNMH, CYIIECTBYET He
IUIST caMUX pab0uMX, OTIETbHO OT HUX, a
IIPOLIECC CO3JAHUST «KJIUIIA> YIIPABJISIETCS
VMW, KJIAT HEYTIJINTAPEH, OH CHIMAETCS
Onst-cebst. Ho, JIErKo MepeKJIioyasich ¢ OAHO-
rO BUJIA JIEATEILHOCTH HA JPYTOM, aBTOPBI
BI7IEO OZTHOBPEMEHHO BBIPAKAIOT POJIOBYIO
TBOPYECKYIO IPUPOLY TPYA U [eMOHCTPHU-
PYIOT JIOMUHHMPOBAHUE B COBPEMEHHOCTH
OTIpe/IeIEHHOTO THTIA TPY/a (HeMaTephaib-
HOTO, MyJTBTUMEANITHOTO). TeM caMbIM OHI
<«KPUTHKYIOT» TEX HEMATEPUATBHBIX PaboT-
HUKOB, KOTOpBIE, MOHOIIOJIM3NPOBAB CpPeJl-
CTBA MMPOU3BOJICTBA, HE MOTYT UJIU HE XOTST
«pa3BuBaTh UX B Ayxe conuanuamas (be-
HBSIMUH, <ABTOD KaK TIPON3BOUTEIB> ).

3) Orpuras cBoii CTaTyc yrHETEHHOTO
(B 060MX CMBICJIAX — TOJIBKO elile Hopsch ¢
HUM ¥ KOHCTaTUPYsI (GaKTUIECKOe eTo ysKe
OTCYTCTBUE), aBTOPbI KJIUTIOB OJIHOBPEMEH-
HO COTJIAIIAIOTCS C ATUM CTaTyCOM Ha JIpy-
roM ypoBHe. OHI TTO3BOJISIOT MTOHIMATh 1IX
[IParMaTUyYecKoe JeNCTBIe KaK MPU3HAHLE
KYJIBTYPHOU CBEPX/IETEPMUHAIINN 00Pa3Iia,
7 CJIe[IOBaTesbHO, KaK TPH3HAHUE CBOETO
MOAYMHEHHOTO TIOJIOXKEHHS 110 OTHOIIEHUIO
K TOCIIOZICTBYIOIIEMY TUMY (KYJBTYPHOTO)
TPOM3BOZICTBA-TIOTPebIeHus. To ecTh OHM
(akTIuecKr KOHCTATUPYIOT IPUHSTHE 3TO-
ro o6pasiia U CTPEMSITCSI €My COOTBETCTBO-
BaTh. Ecai oHM TIPOCTO CTpeMsATCS OT TpyAa
K TBOPYECTBY, OHU HAM HPABSITCS: OHU —
nporpeccuBHas  GUrypa  MPOJIETAPCKO
YyBCTBEHHOCTH U BCE TAKOE, HO KaK TOIBKO
OHU HAYMHAIOT TBOPUTH, CTAHOBUTCSI T10-
HSITHO, YTO OHU TIOTYUHEHBI CAMBIM J[yP-
HBIM TIPE/ICTaBIeHNUsIM O BKyce. 1 BoT
HAM YK€ CMEUHO NOOYMAamy, 9TO Mbl
MOTJIM TIPUHSTB 3TO 32 TIepeoIIpe/ie-
JIeHWe OTHOIIEHNH OTYY:KIEHHOTO
TPy/a U TBOPYECTBA, HO OIHOBPE-
MEHHO I03BOJISIET 9TO IPEIO-
JIOKEHHe JIOyMaTh 1 TPOV3He-
CTH BCIIYX.

4) DU BULEOPOIKH COO0-
TIAI0THEYTO BAYKHOE TTO TIOBO/TY
TEXHUKO-KOMMYHUKATUBHOTO

OCHAINEHHsI  TOCIIOJICTBYIO-
I[Er0 THUIA TBOPYECKOTO BbI-
ckazpiBanusa.  CoBpeMeHHast

puTopuKa (caMo)KPUTUKH KC-
KYCCTBa U CAaMU TICTIO3UTHBEI
HOBBIX M€/l TAKOBBI, YTO T10-
3BOJISTIOT OIHOMY U TOMY 3Ke
&KecTy OBITh TparMaTHYecKu

pacOKyCHUPOBAHHBIM: YTBEPXKIATh U OT-
PHITATh OTHO ¥ TO K€ — OTUY>KACHHBII WJIH,
HA000POT, HEOTUYIKIECHHBII CTATYC UCIIOJ-
HuTenell. ITo KosneGaHUE BBICKA3BIBAHMUS
WA CTEPEOCKOTHsI, COo3/[aBaeMasi TaKoTo
pofia OOBEKTOM, TO3BOJISIET COCYIIECTBO-
BaTh TaKUM JICHCTBUAM, KaK «OYHTOBaTh»,
«PacIIaThIBaTh OTPEIETEHHOCTh COOCTBEH-
HOU TIO3UITMN» U B TO K€ caMOe BpeMs ellle
U <«yTBEPXKAATb OTPUIIAEMOE MOJIOKEHUE
Bellleil Ha IPyroM ypoBHe». Takum 06pasom,
MbI OKA3bIBAEMCSI HE B COCTOSIHUM OKOHYA-
TEJIBHO OIPEIeJINTh WJIOKYTUBHBII CTaTyC
9TOTO OOBEKTA.

5) OHM TEXHUYECKU TPEOOPA3YIOT CBOM
opyouss mpyoa (KOTOPbIE, KaK MbI TOM-
HUM, MOTYT TakXe IpeBpaniaTthCs B OpY-
JKUe KJIACCOBOW BOWHBI) B UHCMPYMEHMbL
meopuecmea, COPUKOIUPOBAB X, TO €CTh
COOPY/INB MAITIHBI TBOPYECTBA U3 HETIPH-
CIIOCOOJIEHHBIX [T TOTO 0OJIOMKOB BCETO-
Yero-nonayno. CTPOUTENbHbII MYCOP ILJTIOC
CPEJICTBO CBSI3M C POTHBIMI JIAI0T B CyMMe
a(pdeKTUBHYIO TPOU3BOJCTBEHHYIO KOH-
CTEJUISIIIUIO JIJIS IOAKACT-TPAHCIISIIL

Taxum o6pazom:

A) B nienTpe aTOT0 HEY3HAHHOTO BCILIE-
CKa TIPOU3BOJICTBEHHUYECKOW TPAAUIIH
(morsm 61 IkmoBekmii ¢ TPeThSIKOBBIM
[IPEJICTABUTH MUTPAHTOB B POOAX, HA KPbI-
Ille, BOILIOMIAIONIMX WX TEOPETUYECKHIT
mpoekT? A mouemy Obl ¥ HET?) HAXOAUTCS
uziest Tpyza, 00peTIero hopmy KyIbTyPHOM
6GOpLOBI ¢ MOMOIILIO HOBEHIIUX MeAHapH-
TOPUYIECKUX HaXomoK. OTKPbIBas B caMOM
CBOEM HEXUTPOM TPYJIE UCTOK TBOPIECKOTO
OTHOIIIEHUS K TIPOIECCY U OILJIOAOTBOPSIS
3TVM HOBBIM TBOPYECTBOM CBOIO ITTOBCEI-
HEBHYIO [POM3BOJCTBEHHYIO MHPAKTHUKY,
pabourie W306pETAIOT TOYKY TOBOPEHMUS
HapO7Ia-CTaHOBSIIIETOCSI-PEBOTIOIIMOHHBIM.
To ecTb M300pPETAIOT ABAHTAPAHYIO TEXHUKY
BbICKA3bIBAHUS (He TOJBKO OPUTHHAIBHYIO
o ¢opMe, HO U TIOJIB3YIONIYIOCST MACCOBO
MOMYJISIPHOCTHIO), & TAKIKE COOTBETCTBYIO-
IIyI0 COBPEMEHHBIM IPOU3BOACTBEHHBIM
YCJIOBUSM WHCTAHITUIO B3TJIA/a M3HYTPH
OIBITA YTHETEHHOTO, B PACIIOPSIKEHUE KO-
TOPOTO MIPH 9TOM IIOIIAAI0T HOBEIIIIIe Me-
IIaTeXHIIECKUE CPEICTBA.

B) Onu gemoHCTpUpPYIOT (haKTUIeCKHit
OTPBIB MCKYCCTBA OT HApOJa, HO TYT 3Ke
KapHABaJIbHO €TO TIPEOJI0IEBAIOT 1 MIPEb-
SIBJISTIOT KOHKPETHBIE CITOCOOBI, KOTOPBIMU
MOKHO 3aHOBO YTBEPIMTD HIIEI0 KYJIBTYPbI
Macc Ha MeCTe MaccoBO#l KyJasTypsl llo
KpaliHell Mepe, B 3TOM OHH TIOJIHOCTBIO OT-
BEYAIOT MMOHSTUIO ABAHTAP/IA KAK TBOPEHUS
IPYTOH PeasbHOCTH, MYCTh 3TO TBOPEHWE
U [POTUBOPEYHT XOpoiremy BKycy. Kpo-
Me TOTO, B KaueCTBe KYJIBTYPHBIX OOBEK-
TOB, caMu 10 ceGe, 3TH KJIUIBI CHIMAIOT
OTIIO3UITUI0 MEKIY MTPOMECCHOHATIZMOM
ABTOHOMUU HMCKYCCTBA M KUTYEM, KAKOBasI
SIBJISIETCS UAEO0JIOTUIECKON KOHCTPYKIMEH
OypaKyasHoil uzeosoruu. VIMeHHO Ha 9TO 1
OblTa HATIpaBJieHa PaboTa TPOU3BOJICTBEH-
HOTO MICKYCCTBA.

C) Eciin uicropuyecku pou3BOICTBEH-

HUKU CTOJIKHYJIUCh C PEBOJIIOIIUOH-
HOH HeOOXOMNMOCTBIO OCTABHTH
KUCTH U BCTaTh 32 CTaHOK, TO
coBpemenHbiii  «lOro-JIED»
HAIIYIIBIBAET PEBOJIIOINOH-
HOCTH TIPOTHUBOITOJIOKHOMN
crpareruu. OHU «IIepeKo-
BBIBAIOT» Ta€UHBIE KJTIO-
y Ha OapabaHHbIE
nasnouku. Ilocie Toro
Kak TiepBble yTy-
PHUCTBI  CTOJIKHYJIUCH
Cc  Heu36eKHOCTHIO
COXpaHEeHNsI  WIeo-
JIOTUN KaK JIOTUKH
CaMUX O3HAYAIOIINX,
CTaJI0 OYEBUIHO, UTO
HYKHO HE IIPOTHUBO-
MOCTABJISATH TPy
CTeKYJASITUBHOCTHU
S3bIKa, HO, HA0OOPOT,
cbaskath ero ¢ pabo-
TO BBICKA3bIBAHUSI.

Funny to Think, or, How Migrant
Workers Can Overcome the Alienation
of Labor with a Mobile Phone

Pavel Arsenev, a poet, literary scholar, and artist

What could be farther apart than the performative arts and alienated labor,
the culture industry and migrant workers at a construction site, and, final-
ly, the legendary, heroic avant-garde and YouTube videos shot on mobile

phones?

All these things converge in a new cul-
tural artifact best describeﬁl in terms of the
meme, which in itself is a noncanonical
quasi-genre, situated on the transmedial
frontier, that conforms sooner to a socio-
linguistic logic than a figurative logic. In
the language of the ancients, the meme is a
category or a universal. It exists as entities
and types, and at the same time is insepa-
rable from specific examples. So you should
probably watch a couple of the videos to
understand what I am talking about.

Construction workers set aside their
usual work and engage in collective cre-
ativity. There are several ways to think
about this.

1. They are probably doing this in their
free time, during rare moments when they
still have to be at the construction site but
do not have to work, most likely during
their lunch breaks. Nevertheless, complete-
ly in keeping with Malevich, they reject
what he called the “nutritive principle” and
spend their free time making art.

2. They show the gap between creativ-
ity and labor, as well as ways of overcom-
ing it, by denying their status as alienated
workers, on the one hand, while underscor-
ing, on the other, the hidden alienation of
immaterial labor, in particular, of musical
performers.

What makes creativity different from
labor is that, ideally, it is a type of non-
alienated labor whose products are non-
utilitarian and actually coincide with the
labor process itself (the privileged nature of
artifacts that coincide with themselves) or
are localized within it. Alienated labor, on
the contrary, is something always opposed
to creativity in every way. The house be-
ing built by the workers is not being built
for them and exists apart from them, while
they are in control of making the video. Tt is
non-utilitarian and exists for itself.

Easily shifting towards the second type
of endeavor, the workers immediately ex-
press the generic, creative nature of labor
and showcase the immaterial, multimedia
tzpc of work that dominates the present,
thus critiquing those immaterial workers
who in no way develop the means of pro-
duction in the “spirit of socialism,” monop-
olizing them instead.

3. While denying their status as the
downtrodden (in both senses: while still
struggling against this status and acknowl-
edging its actual absence), they simulta-
neously consent to it on another level by
allowing us viewers to understand their
pragmatic action as recognition of the ar-
chetype’s cultural overdetermination and,
as a consequence, of their subordinate posi-
tion vis-a-vis the prevalent type of cultural
production/consumption. We thus can also
understand their action as faith in this type
of production/consumption and desire for

it, that is, we can see them as figures of the
rejected slave. If they still strive to make
the leap from work to creativity, we like
them: they are progressive figures of the
proletarian sensibility. But as soon as they

egin creating, it becomes clear that they
are bound by the worst sense of taste, and
we find it funny to think that we could have
imagined this as a redefinition of relations
between labor and creativity. At the same
time, however, their performance helps us
to figure this out and say it aloud.

4. The workers tell us something im-
portant about the techno-communicative
equipment of the dominant type of work/
creativity itself. The very ambiguity of
the contemporary rhetoric of self-critical
art and the dispositifs of the new media
themselves are such that one and the same
gesture can be pragmatically defocused.
The same thing can be both affirmed and
denied: the alienated or, conversely, the
non-alienated status of the performers. The
oscillating utterance or stereoscopic optic
suggested by this kind of artifact aﬁows the
coexistence of such actions as “rebelling
against” and “shaking the certainty of one’s
personal stance,” as well as “reaffirming the
same thing on a different level.” We are thus
unable to decide the artifact’s illocutionary
status.

5. They convert their work tools (which,
as we know, can also be turned into weap-
ons of class warfare) into instruments oé‘
creativity, or they fashion them throug
bricolage, meaning that they build creativ-
ity machines from unfit scraps and shards
ot whatever comes to hand. Construction
waste plus a means of communicating with
loved ones adds up to the most modern
constellation for producing podcasts.

A. At the center of this modern, unrec-
ognizable outburst of the Productionist
tradition stands the idea of labor takin,
the shape of a cultural struggle armed wit
the latest innovations in media and rheto-
ric. (Could Shklovsky and Tretyakov have
imagined migrant workers in coveralls on
a roof as the embodiment of their theoreti-
cal project? And why not?) Discovering
in their guileless labor itself the source of a
creative attitude to process and fertilizing
their daily work practice with creativity,
they have devised a point of articulation
for the people-becoming-revolutionary,
that is, by devising a rhetorical procedure
that is avant-garde (meaning, not only for-
mally original but also massively successful
communicatively), as well as a stance, con-
temporary with the conditions of produc-
tion, situated within the experience of the
oppressed (rather than that of the oppres-
sors), who at the same time are media and
technically savvy.

B. They highlight the virtual separation
of art from t%e people, but immediately
overcome it in carnivalesque fashion and
suggest specific means of reconquering the
idea of a mass culture. At least in this wise
they completely satisfy the notion of the
avant-garde as the creation of another real-
ity, even if it is contrary to good taste. In
addition, as cultural artifacts, these videos
in and of themselves abolish the opposition
between the professionalism of autonomous
art and mass kitsch, which is a bourgeois
ideological construct. The work of Produc-
tionist art was directed exactly against this
divide.

C. Whereas, historically, the Produc-
tionionists faced the revolutionary neces-
sity of throwing down their paintbrushes
and going to work on the shop floor, today’s
South LEF is testing the opposite strategy
for its revolutionary potential. They are
reforging their wrenches into drumsticks.
After the first Futurists faced the inevita-
bility of preserving ideology as the logic of
signifiers as such, it became obvious that
we must not oppose labor to the language
of theory, but, on the contrary, bring work
and utterance together.
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BI/II[COKJII/IH — Marn4e€cCcraia p€ajibHOCTb
Cepeeii Heeckuii, komnoumop

Buneoxnum — marndeckast peatbHOCTh, B KOTOPOW BCE BO3MOXKHO. Y €ro TepoeB HET BO3-
pacTa u Ha HUX, KaK IIPaBUJIO, He JIeUCTBYIOT 3aKOHbI husuku. [IpocTpaHcTBO BOKPYT
IOIOIIEr0 MPOTATOHICTA MEHSIETCST KaK 10 MAaHOBEHHUIO BOJIIIEOHON MAJIOUKU, ¥ MBI J[0-
BepsieM aBTOMATU3MYy 3TOM Maruu, HaXOJMM B Hell HeuTo ycrokauBaoiiee. Korpa-To gis
MeHsI OBLITO HEBEPOSITHBIM IIOKOM Y3HATh, YTO HEKOTOPBIE CaMble 3aBOPAKUBAOIINE BU-
JIEOKJIMIIBI CZIeJIaHbl He Ha KOMIIbIOTEpPE, a ABJSIOTCS CBOErO poja PyYyHOIH paboToii: ux
ChEMKA BBITIOJTHSJIACH TIPU TIOMOIIIH ACCUCTEHTOB U ObLIa TIOCTPOEHA Ha TIPOCTHIX KITHEMA-
TorpaduyeKkrx TPIOKaxX, JOCTYIHbIX elje XUuKoKy. Tak, B kjuie «Jamiroquai» «Virtual
Insanitys, cusitom BesiukuM /[skoHatanom [Jeiizepowm, 1ie1agd apMust aCCUCTEHTOB JIBUTA-
JIa TI0 CheMOYHOMY MTaBUJIbOHY KapKac U3 CTEH U IMTOTOJIKA TaK, YTO Y 3PUTEJIS CO3/IaBaJIach
WJLI03Us1, OYATO ABUKETCS CaM IO

B ne menee sHamenuToM ke IToma Makkaprau «Dance Tonight» (pesxuccep — Mu-
tresib ToHapu) BosieOHbIe 9Jb(hbl ¥ JAyXH, CMYIIAOIIAE TOYTAIBOHA, — HE TPOLYKT
KOMITHIOTEPHO Tpaduky, a GIUKH, OTPAKEHHS] aKTEPOB B OOBIYHBIX OKOHHBIX CTEKJIAX:
ACCUCTEHTBI JIEPKAT UX 10l 33/IaHHBIM YTJIOM M B IIPAaBUJIBHOM OCBellleHUU. TeM He Me-
Hee, MEHHOCTD JOOOTO KJINMA B CTIOCOOHOCTH PERUCCEPA CO3/IATh COBEPIIIEHHO 0cob0e
MIPOCTPAHCTBO: KJIUII MOJIETTUPYET CUTYAIINIO, KOTOPYIO, KAYKETCsI, HEBO3MOXKO BOCIIPOU3-
BecTH. «He mpITaliTeCh MOBTOPUTH ATO B IOMANTHUX YCJIOBUSAX> — ATOT TUTP TPEABAPSIET
sHaMeHuThIi Kaui « We Are Your Friends» rpymusl «Justice vs. Simian’s», ipeacrasiisio-
1Mt co60ii PaCTSHYTBIN Ha JBE C OJOBUHON MUHYTHI KACKaJePCKUN TPIOK.

A Music Video Is a Magical Reality
Sergei Nevsky, a composer

A music video is a magical reality in which anything is possible. Its protagonists are age-
less and exempt, as a rule, from the laws of physics. The space around the singer changes
as if by magic, and we trust this magic’s automatism; we find something soothing about it.
It was an incredible shock for me to learn that some of the most fascinating music videos
were not made on a computer, but were the result of manual labor. They were filmed us-
ing assistants and were based on cinematic tricks available way back in Hitchcock’s day.
So, in the video for Jamiroquai’s “Virtual Insanity, filmed by the great Jonathan Glazer,
a whole army of assistants moved a framework of walls and ceiling around the film set so
viewers would be under the illusion the floor itself was moving.

=

In the no less famous video of Paul McCartney’s “Dance Tonight” (Michel Gondry, di-
rector), the magical elves and spirits that trouble the postman are not the products of
computer graphics but ghost images, reflections of the actors in ordinary window panes,
which assistants held at a predetermined angle and in the right light. However, the value
of any music video lies in the director’s ability to create an utterly special space: the video
simulates a situation that, apparently, is impossible to recreate. “We insist that neither
you nor anyone else attempt to recreate or perform anything you have seen” is the title
that precedes Justice vs. Simian’s famous video “We Are Your Friends”, which is a series
of stunts stretched out over two and a half minutes.

Tem ynuBuTeIbHEE, YTO, BOIIPEKHU ITUM TIPEIOCTEPEKEHUSIM, JKEJAIONUX TOBTOPUTH CTa-
HOBUTCSI Bee GoJbiiie. CKopee BCETo, MEPBBIMU MPAKTUKY PEIHIKTMEHTa (TIOBTOPEHUS B
UHBIX YCJIOBUSX) BUAEOKIMIIOB IPOCTHIMU 3pUTENAMU ocBorau B Mumuu. Ha pybexe
TBICSIYEIETHI OTPOMHOE KOJMUYECTBO OOJUIMBYACKUX MIO3WKJIOB CHUMasioch B IIIBeii-
napuu. B pesysbrare BoiiHbl B Kaimupe 60JUIMBYACKHE CheMKH TIPHUIILIOCH TIEPEHECTH
B 9Ty eBporneiickyo crpany. Jlanamadrer [IIBeiinapuu, ocobento okpectHoctu bepna,
HaIlOMUHAJIA peskuccepaM U 3puTesisiM KaiMup, rie TpajuilMOHHO CHUMAJINCh TaHIe-
BaJIbHbBIE CIIEHBI, OTCHLIAIONINE K MHAYUCTCKOM Mudosornu. Beckope xxurenu bepua npu-
BBIKJIA K OTPOMHBIM TYPUCTHUYECKUM TPYIITIaM, BOCITPOU3BOISAIINM HA YJIUIAX CJIOKHbIE
xopeorpaduueckre KOMIO3UIUHI U3 HanboJiee MonyJIsapHbiX GuibMoB. UT0 B cBOIO 0ve-
pelib ObLIO TEMAaTU3UPOBAHO CJIEAYIOIINM SIIEJIOHOM UHANRCKUAX PEKICCEPOB.
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It is all the more surprising, then, that despite such warnings, the numbers of those want-
ing to recreate such things continue to grow. The practice of reenacting music videos
was most likely first mastered by ordinary viewers in India. At the turn of the millennia,
a huge number of Bollywood musicals were filmed in Switzerland. Because of the war in
Kashmir, the shooting of a many Bollywood musicals had to be moved to this European
country, whose landscapes, especially around Bern, reminded directors and audiences of
Kashmir, a traditional location for cinematic dance scenes referring to Hindu mythology.
Soon, residents of Bern grew accustomed to the sight of large groups of tourists recreat-
ing complicated chorographical numbers from the most popular films in their streets.
This, in turn, was thematized by the next echelon of Indian filmmakers.




[TocTeneHHO PEIHIKTMEHT CTAHOBUTCS MAacCOBBIM SIBJIEHUEM. BoJibilie Bcero Be3eT Koc-
MUYECKOI1 care «3Be3/[Hble BOWHBI», B KOTOPOW OEIHOCTH CIOJKeTa M AMaJOroB KOMIIEH-
cupyeTcst 60raTCTBOM JIEKOpaIiii 1 0OMINEM CYBEHHPOB, CO3[AHHBIX 110 MOTHBaM TIPO-
usBeenns. Eciu He ommbaioch, «3Be3/Hble BOWHBI» — 9TO NMEPBbINA (PUIbM, B KOTOPOM
JIOXOJIbI OT MIPOJAKU CYBEHUPOB MPEBBICUIIN JJOXO/IbI COOCTBEHHO OT TIpoKaTa. Hemype-
Hylo cary Jlykaca BOCIIpDOM3BOJAT B JIETCKUX CHAJIBHAX, HAa IIPOU3BOJCTBE U JlaskKe IIPU
nomortu hpurypok u3 «Lego».

The reenactment has gradually become a mass phenomenon. The big winner in this re-
spect has been the space saga Star Wars, in which the poverty of plot and dialogue is
compensated by a wealth of scenery and the abundance of souvenirs based on the film. If
I am not mistaken, Star Wars was the first film whose souvenir sales actually exceeded
its box office receipts. It is no wonder that George Lucas’s saga has been reproduced in
children’s bedrooms, in the workplace, and even using Lego figures.

PesHsKTMEHT caM cTaHOBUTCS TeMOH KuHouckyccTBa. CHauama B 0HOH u3 cieH y Ky-
CTPUIIBI B «APHU30HCKOH MeuTe» TJIABHBII Tepoil MyYUTENHHO BOCTPOU3BOIUT OUTBY
Kapu I'panta ¢ kykypysuukom u3 «K ceBepy uepes ceBepo-3anai» XUUKoKa. 3aTeM pe-
HHHKTMEHT CTAHOBUTCS TEMOH 11esioro ¢uiabMa, kKak y Mutesst [onapu B «Ilepemotkes,
/e BeCh CIOXKeT CTPOUTCS BOKPYT «IIePeCheMKUy» COTPYHUKAMHU [TPOBUHIIMAJILHOTO BU-
neocanoHa «OXOTHUKOB 32 PUBUICHUSMU» U IPYTUX (DUIBMOB.

Reenactment itself has become a subject of cinema. First, in a scene in Kusturica’s Arizo-
na Dream in which the main character agonizingly recreates Cary Grant’s battle with the
crop duster from Alfred Hitchcock’s North by Northwest. Reenactment then becomes
the subject of an entire film, as in Michel Gondry’s Be Kind Rewind, where the whole
plot is built around “remakes” of Ghostbusters and other films produced by employees of
a video rental store.

B 5TOM KITI0YE MaccoBbIe PEIHIKTMEHTHI BUACOKIUIIOB CPEHEA3NATCKUME PAabOuUNMI Ha
KpbIiax MOCKBBI ¥ IEPYAaHCKUMU — CPEY TOPHBIX TIeii3akell, HA TIEPBBII B3IJIS, JUIIIb
cremytoT obtieit TereH . YeT0BeK, KOTOPBIN MOBTOPSIET IBIKEHUS YCIOBHOM BpuTHU
Crupc, onoben Mome Hesepyiotemy, BraraiomemMy mepeTbl B padbl Mucyca: oH TbiTa-
€TCsT YIOCTOBEPUTHCS B MOAJIMHHOCTH OOKECTBA M MPUOIU3UTH K cebe MATHUECKYIO pe-
aJIbHOCTh BHeokaua. OH OYKBaJbHO ITBITAETCS HAPYIIUTD 3alpeT, JaHHbIA HaM B Ha-
YaJIBHBIX TUTPAX, U «IIOBTOPUTH ITO B JIOMAIIHUX YCJI0BUsIX». Bopuc [poiic cuuraet, uro
MMEHHO TaK MTPOUCXOANUT OOHOBIEHNE B NCKYCCTBE: YePe3 TECAKPATUIAINIO CAKPATHHOTO
u Basopusaiuio npodannoro. (b. Ipoiic «Ymonus u 06men».) C 1pyroii CTOPOHBI, B KOH-
TEKCTe COBPEMEHHOTO MOMYPabOBIAETHUECKOTO OOIIECTBA, B KOTOPOM ractapbaitep He
MMeeT HUKAKUX TIPaB, BceoOlliee YBIeUeHNe PEIHIKTMEHTOM CTAHOBHUTCST MOTITHBIM COITH-
AJIbHBIM JKECTOM. Y30€KCKUE 1 IATHHOAMEPUKAHCKUE CTPOUTENH, TAHIYIOTI[IE HA KPBIIIAX
U UTPaoIIKe Ha MEHOIMJIACTOBBIX TUTapaX, Kak OyATO rOBOPST HaM: «MBbI OTKa3bIBaeMCsI
ObITh HEBUAUMBIME. MBI cyrecTByeM. V1 Mbl HUYEM He XysKe MEIUNHHBIX GOrOB, CO3/IaH-
HBIX TeM 00IIECTBOM, KOTOPOE HAC YHUKAET». VI IeHCTBUTEIBHO, HHOT/IA OHU JIYYIIIE,

In this vein, the mass reenactments of music videos by Central Asian migrant work-
ers on the rooftops of Moscow and Peruvian workers amidst mountainous landscapes
seem, at first sight, merely in line with the overall trend. The person who reproduces
the movements of some Britney Spears or other is similar to Saint Thomas putting his
fingers in Jesus’s wounds: they are trying to verify the deity’s authenticity and bring
the magical reality of the music video closer to them. They literally attempt to violate
the warning given to us in the opening credits and “try it at home.” Boris Groys argues
that this is how art is renewed: by desacralizing the sacred and valorizing the profane.
On the other hand, in the context of the modern quasi-slave society in which the mi-
grant worker has no rights, the reenactment stands as powerful social gesture. Danc-
ing on rooftops and strumming on styrofoam guitars, the Uzbek and Latin American
construction workers seemingly say to us, “We refuse to be invisible. We exist. And
we are no worse than the media gods created by the society that degrades us.” Indeed,
sometimes they are better.
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Migrant:

We are grateful to Russia
and to Russians for giving
us the opportunity to feed
our families!

Migrant:

Brothers, don’t come
here! One should live
and work at home!

Private agent:

Your work permit isn’t
ready yet. Call back in
two weeks!

140,000 rubles

6 HACPEJAUH BPOCCUI Ne 3

Middleman:
He’s going to work for
Middleman: me non-stop! I’ve got his

Can’t seem to find a job, passport.

Brother? I can help you!

BYAET
Fasorar,

C 4OKYMEHTAMY
EPAT? [Totory
HAUTH pAsory/

Criacuso Foccy,,
hWpoccuananm
34 Bo3moxthoer,

Hy 34 170 TYAA
HE E3XAUTE/

Hapo ¥UTs
W pAEOTATS

e na
YyeMC
§

-~y

79 KBOTE
CTOABKO
onmsmos,

HE BO3BMEM;

FEDERAL MIGRATION
SERVICE

Federal Migration Service
employee:

We are going to regulate
migration NOW!



My UFEAAAM EM:
_ FOPUAMYECKY O BESOTTACHOCT,
—[TOBbILWE HNE [TPON3BOYN-
TEAbHocTH TPYA ,4/
"OCBOBOXpAEHUE oOT
COUNUAAbpprx OBSF3ATEACTA
ITEPE 4, COTPVAH”KA/Hq
—YI7A4Ty HA_/’OfOB ro ’
"IPow ot exemE

\
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IToka MbI 6€3 ycTaju padboTaju Haj
HOBBIM BBIIIYCKOM, YY4aCTHUKH KOHKYypCa
NEeJUINCh BIIeYaTI€HUSIMHU

oT co0cTBeHHOI padoThl B Poccuu...

VCIIEIITHBIY POCCUSHUH 11 MECHIIEB
PABOTAET JIOMA U { MECAI] OT/IBIXAET
3A TPAHUIIEN.

YCIIEHITHBIN JKUTEJIb CHT 11 MECAIIEB
PABOTAET B POCCHH 1 1 MECAI]
OTABIXAET JOMA.

THE AVERAGE RUSSIAN WORKER
SPENDS 11 MONTHS OF THE YEAR

AT HOME WORKING AND ONE MONTH
ON VACATION ABROAD.

THE AVERAGE WORKER FROM

THE FORMER SOVIET REPUBLICS
SPENDS 11 MONTHS OF THE YEAR
IN RUSSTA WORKING AND ONE
MONTH OF THE YEAR AT HOME ON

VACATION.

“Why is the Federal Migration Service
such a painful subject for you?”

\ YPMC —
TAEAS
b OAC3HeHHAI

While we worked tirelessly on this new
issue, contest participants shared with us
their personal experiences of working

in Russia...

/Mol 8060, kol
“boev basoron!

“We love our work!”

RUSSIAN WORKER: OH NO! MY BOSS
TOLD ME T HAVE TO COME TO WORK THIS
SATURDAY!

MIGRANT WORKER: OH NO! THEY TOLD ME
NOT TO COME IN TO WORK THIS SUNDAY!

— HELLO THERE, LITTLE BOY! WHAT
DO YOU WANT TO DO WHEN YOU
GROW UP?

— WHEN I GROW UP I WANT TO GO TO
RUSSIA!

POCCHUAHNH: BOT ZOCALA! IIPUAETCA

B IOTY CYBBOTY TOXE PABOTATD!
MUTPAHT: BOT JOCAZJIA! B 9TO

BOCKPECEHBE PABOTbI HE BYIET!

- MAJIBYHK, HEM ThI XOYEIIb
SAHUMATDBCA, KOTIA BBIPACTEIIb?

- [IOEXATDb B POCCUIO.

8 HACPEJAUH B POCCUI Ne 3

91O _He WAW Y0 HAAbHOCT)
Ne 0O Otpeu'uﬂ 4

“Uzbek isn’t a nationality, it’s a profession! ”



UuTepBhio ¢ Miaxamikanom
AbdayKaxapoBbIM

— Tlpexae Bcero, U3BUHUTE 3a OIIHO-
KU Ha PYCCKOM, IIOTOMY YTO S €ellle MJI0XO0
3HAIO PYCCKUH SI3bIK.

— Pacckaxure nemtoro o cede. Kro
Boi o npodeccun? Otkyna Boi ?

— 4 — Abnykaxapos Mixamskan (uim
npocto Wmapxom), poaumsics W BBIPOC B
ropoze Omr, B Kupruzun. 3akonuns ¢a-
KyJBTeT JKypHaIucTuku OIICKOTO TO-
cynapcrBenHoro yHuBepcureTa. Kak 3a-
konums B 2002 romy OmlY, cpasy ke
cran paborarh Ha TeneBuacHuU. [Toyemy
s BBIOpas uMeHHo Tesesuaenue? Hasep-
HO€, TIOTOMY YTO MOXKHO CPa3y IOJIYyYUTh
OTKJIMK HA CBON MHGMOPMAIIMOHHBIH MPO-
IYKT: BUAUIITH, KaK OTIEHWBAIOT JIIOJT TBOM
pernoprax. Boobiiie, st XoTes GbITh BPauOM.
A e x aTOM 1NN, Y MeHS MaMa XMMUK-
GUOJIOT, TTOITOMY S HETLTOXO 3HAJ TE Hay-
K11, 6€3 KOTOPBHIX He 0GOUTHCH OyayIeMy
Meauky. Ho BeIIIO Tak, 4To € TepBoi
MOTIBITKY 5T Ha Me/daK He Tonaa. 3HAKO-
Mast MOeil MaMbl TIPEJJIOKIIA TTOCTYTIUTh
Ha OT/eJeHue KypHaimuctuku Ha Ormly,
4TOOBI HE TEPSITh BpeMeHu 3pst. S mompasn
IOKyMeHTBL. boun 3auncien. Cryctst rof
poxutesnu ckasanu: «Hy Bce, morymsn u
xBatuT. JlaBaii 3aHoBO Ha Mendak». Ho s
OTKA3aJICsl — BTSHYJICS B HOBOE JUIst cebst
nesio. JKypHaIucTuka, Ky/aa Bosieil cy1n0bt
g TIONaJl, KPENKo Jiep:kaja MeHsI B CBOMX
pyKax.

— Kak gaBno Bbr paGoraere B Poc-
cun? Yem 31€ch 3aHMMaeTech?

— 4 maxoxycb B MockBe IATDH JIET.
B 2010-m B MoeM pOIHOM TOpOjie TIPO-
M30IIIA MEKITHUYECKTE CTOJTKHOBEHUS
(WmetoTcst B BUAY CTOJKHOBEHUS MEXKIY
ysbexkamu v kuprusamu B r. Om 10 — 13
utorst 2010 r.). TTocsie 3TUX COOBITUI HATIl
KaHaJ 3aKpbLIW, U s Cpa3y Ipuexail B
MockBy. PaboTas Tpy3uukoM, KypbepoM,
odunnanroM. Ha maHubIii MoMeHT pabo-
Tal0 B TOCTHHHUIIE.

— Kak navanocs Bame corpynnHuue-
ctBO co BeeBosonom JIcoBckuM u yya-
CTHE B CIIEKTaKJIAX ?

— Ouenp npocro. YsHain OGiarozapst
cTpanuile mpoekTa <«AkbH-Ornepas, mo-
3BOHUJI TI0 YKa3aHHBIM TaM HOMepaM | T10-
nan Ha Bcesosnoza. Ilocie ymaunoro mist
MeHSI KacTuHTa mpucoenunmics. I[loib-
3ysSICh CJIyYaeM, X0uy nobJarofapuTh pe-
skrccépa BeeBosozia 3a coTpyIHMUECTBO C
MUTPaHTaMIL.

— Yro Bam paetr yyactue B cnekTa-
KJISAX?

— Bo-1epBaIx, 51 BUXKY, 4TO MOTY TIPO-
JIOJKUTH 3aHUMATHCS TBOPUYECKOM siesi-
TeJBHOCTbIO. BO-BTOpBIX, KYJIBTYDPHO-
BOCIIUTATEIbHOE 3HAYEHUE: MUTPAHTHI,
KOTOpBIE UTPAIOT POJIb B TEaTpe, — Y HUX
€eCTb ellle U IyXOBHbIe MHTepechl. VHaue
oHM OBl He TPUIIIN cofa. B ToMm umcie
u .

— Kak ymaércs cosmemars 3apa6o-
TOK M BBICTYTUICHUS ?

— B MockBe KuUTb TPYIHO, 0COOEH-
HO MUTpaHTaM. S odeHb MHOTO paboTaio
JaKe B IeHb clieKTakJs. Beerpa mpuxoxy

3a yac /1o Havyasa. Yl Hazo caIbImaTh «BHI-
pPaKeHUsI> PEKUCCEPA 32 OMO3/AHUS, HO
g ¢ IyIoN OTHOMNIYCh K Tearpy W KOTAa
BIKY PEakiMio 3puTesiell, 1 Bcé 3abbl-
Bato. IMeHHO T0oCyIe CIeKTaKJs, a He BO
BpeMsI PETIeTUIINI, S TIOJy4Yaio OTPOMHOE
JIlyXOBHOE YZIOBOJIbCTBUE. XOTS U CUIBHO
ycTaro.

— Kak yacto Bsr Beictynmaere? Ilo-
ayyaere ju Bbl Kakue-To roHOpapsl 3a
yuyactue B cnekrakisnx? Eciu He cekper,
TO cKOJIbKO? CyliecTBeHHbIE JIH 3TO IS
Bac nenpru?

— Beoictymaem pas B mecsi. [onopap
mojiydaeM B 00sI3aTEIbHOM — TIOPSIIKE.
Cymma 3aBucur ot 3puresieir, ot 1000 mo
5000. 3HaeTe, B CIIEKTAKJISIX YUACTBYIOT HE
MIPOCTbIe MUTPAHTHI, @ TBOPYECKUE JIIO/IH,
FOTOBBIE BBICTYIATh U Ge3 JeHeT, MyCTh 1
He Bcer/ia.

— N3Becrtusl iu Bam ciyyan yvyacrust
Bammx apyaeii, npusresneil, 3HaKOMBIX,
POJICTBEHHHKOB B KAaKHX-TO HHBIX IIPOEK-
Tax, IOMUMO <«AKbIH-Onepsbi»> ?

— Nmenno B MockBe npyseii u 3Ha-
KOMBIX, YBJIEKAIOIIUXCS UCKYCCTBAMH, Y
MEeHsI MaJio, ¥ TIOAPOOHO TIPO HUX paccKa-
3ath s1 HUYero He Mory. Ho g cam HenaBHO
noyvyacTBoBas B BbicTaBke «Exhibit B»
10:)KHOA(PUKAHCKOTO XyAOKHUKAa bBpartra
boaiisn, KoTopylo B IpOILLIOM TOMY IpHU-
Be3J B MockBYy Ha (ecTuBasb « Teppuro-
pusi». Y MEHs eCTh JKeJanue nonpoboBaTh
cebs ere B KaKUX-HAOYIb TPOEKTAX.

— A 3aHnMaerech i Bl eme Kakoii-
60 TBOPUECKOI JIEATENBHOCTHIO?

— CB0OGOIHOTO BPEMEHU TIOYTH HET, HO
KOrJia st 0CBOOOKAAIOCH, TO IMPOIOJIKAIO
mucath KHUTY mpo cebst. [Toka uTo oHa Ha-
3biBaetrcst « CHbI, KOTOPBIE 51 yBUzea B Mo-
CKBE».

— Pacckassl, koTopbie Bol nummere, —
aBToOuorpaduyeckue?

— [la, npaBza, ato aBrobuorpadus. B
OCHOBHOM 3TO MOHOJIOTH: B HUX SI CBOUMHU
CJIOBaMU PACCKA3bIBAIO O MPUKJIIOYEHUSIX
MUTPaHTOB. KOHEYHO, TJIaBHBIA Tepoil B
pacckazax — s caM.

— HMeer 1u TPy/AOBON MUTPAHT BO3-
MOKHOCTb 3aHUMATbCs UcKyccTBoM? Ka-
KO€ HCKYCCTBO 9TO MOKET OBITh?

— A nouemy 6b1 u Her? Hampumep, s
Takoii yenoBek! Boibpan ais cebs Tearp.
A xro-To moet necuu. Ectb cyoBa, 4To nc-
KYCCTBO, KaK IPUPO/IA: €CJIN BbI HE ITyCTH-
Te €ro B ABEPD, OHO BOWIeT B OkHO. /[oKa-
3aresibcTBO TOMY — «Beronunmnaps. Eie s
ObI XOTEJI CKa3aTh, YTO CPEIU MUTPAHTOB
€CTb OYeHb MHOTO OJIAPEHHBIX JIIO/Iell, Ha-
CTOSIINUX MAaCTEPOB, KYJBTYPHBIX JIO/EH,
HO WX OYeHb TPYAHO PAasIJISeTbh, PacIlo-
3uath. [lepes BamiMu riia3zaMu 9TU JIOIM
XOMISAT CIOKOWHO, OCTOPO:XHO. Bemb oHmM
GBICTPO MPUCTOCAGIUBAIOTCS K 3/IELIHE
JKUBHM.

— Xorenoch Obl MOAPOOHEE y3HATDH
0 TOM, KaK pearupyeTt 3pHTeJb Ha CIeEK-
takau. Mosker ObITb, BaM 3amomHmiICa
KaKoi-TO OT3bIB WM XapaKTePHbI CIy-
yaii?

— B npomtom rony st pacckasbiBadt 1e-
YaJIbHBIH MOHOJIOT TIPO JleTel KNPTU3CKUX
MUTPAHTOB, KOTOPBIE PACTYT G€3 poanTe-
steii. HaswiBasicst on «Masenbkasi Ceto-
pa». S Buzen, Kak 3pUTENN B 3aje TIIaKa-
su. JlelicTBUTENBHO, MHOTUM IIPUXOIUTCS
OCTaBJIATh CBOUX JieTell ¢ GabylikaMu u
NeMYTIKaMU, ye3skast 3a pybex, a WHOT/IA
JeTSIM IIPUXOAUTC 3a00TUThCA O cebe ca-
MOCTOSITEITBHO.

— Kaxoii Bam Buaunrcs MockBa u
JIIOJIA B HEH?

— Mocksa — ropoy 6oraueii u GefHbIX,
CaMBIii CITOKOWHBIN W CaMBIi PUCKOBaH-
HBIIi, TOPOJ TIepeIOBBIX 3aKOHOB U TOPOJ
MOIIEHHUKOB. V1, KOHEYHO, 9TO HAIII TOPO/,
TOPOJ MUTPAHTOB.

The Interview With Ilhamjan
Abdukaharov

— Before we begin I must apologise for
my mistakes in Russian, my Russian is still
Very poor.

— Tell me something about yourself.
What do you do? Where are you from?

— T 'am Abdukaharov Ilhamjan (or just
Ilhom), T was born and grew up in the
city of Osh in Kyrgyzstan. I graduated
from the Journalism Department of Osh
State University. Right after graduation
I started working at a television station.
You're probably wondering why I chose
television. T guess it’s because with tele-
vision, you get an immediate reaction to
your informational product: you see what
the public thinks of your reporting. Actu-
ally, I always dreamed of being a doctor. I
strove toward that goal. My mother is a
bio-chemist, so I had a pretty good under-
standing of the sciences every medical stu-
dent must know. But I didn’t get into med
school on my first try. Then, a friend of my
mother’s suggested I try getting into the
Journalism faculty at Osh State Universi-
ty so as not to waste time. So, I applied and
was accepted. A year later my parents said
“That’s enough of that, you have to apply
to medical school again”. But I refused, be-
cause I was interested in the subject that I
was studying, it was new and interesting
to me. It was a chance of fate that brought
me to journalism, but once I had begun, it
took hold of me completely.

— How long have you been working in
Russia? What do you do here?

— I have been in Moscow for five years
now. In 2010 there were interethnic clash-
es in my hometown. (This is a reference to
the clashes between Uzbeks and Kyrgyz
that took place in the city of Osh from the
10th to the 13th of June 2010) After these
events our station was shut down, and I
left immediately for Moscow. I worked as
a mover, a courier, and a waiter. Presently,
I work at a hotel.

— How did you start working with
Vsevolod Lisovsky and acting in the the-
ater?

— Actually, it was pretty simple. I found
out about him through a leaflet about the
Aqyn-Opera project, called up the phone
numbers, and ended up eventually meet-
ing Vsevolod. I got through the casting
process successfully and joined the proj-
ect. If I may, I would like to take this op-
portunity to thank the director, Vsevolod,
for the work he does with migrants.

— What do you get out of your the-
ater work?

— First and foremost it is the possibili-
ty to continue doing creative work. Also,
I think it has cultural and educational
value: the migrants who work with the
theater have spiritual interests, if you know
what I mean. Otherwise they wouldn’t be
there. And the same goes for me.

— How are you able to combine work
and performances?

— Life in Moscow is hard, especially
for migrants. I work hard, even on the day
of a performance. I always arrive an hour
before the play starts. And sometimes the
director expresses his “feelings” about tar-
diness. But I love the theater with all my
soul, and when I see the audience’s reac-
tion, I forget about everything else. T get
such emotional pleasure out of perform-
ing. I don’t feel that way about rehearsals
though. But I do get tired out sometimes.

— How often do you perform? Do you
receive any wages for your participation
in the theater? I hope you don’t mind
my asking, but how much do you make?
Does the money make a difference in
your life?

— We perform once a month. And they
pay us regularly. The sum depends on the

audience, from 1000 to 5000 roubles. You
see, the migrants who participate in the
play aren’t just simple folks, they are art
lovers. That is why we could perform for
free; but we can’t do that all the time.

— Are any of your friends, colleagues,
or family members associated with other
projects, besides Aqyn-Opera?

—I'don’t have many friends or acquain-
tances in Moscow who are interested in
the arts, so I really can’t say. But recently
I worked with South African artist Brett
Bailey in his project “Exhibit B,” which
came to Moscow last year as part of the
Territory Festival. I would greatly enjoy
trying my hand at more projects of this
nature.

— Are you involved in any other cre-
ative work?

— I'hardly have any free time. But when
I do, I continue to work on a book I am
writing about my life. The working title is
Dreams I Dreamt In Moscow.

— Are the stories that you write auto-
biographical?

— Yes, I suppose you could say that. Al-
though for the most part it is made up of
monologues in which I talk about the ex-
periences of migrants. Of course, I am the
main character in the stories.

— Is it possible for a migrant laborer
to work as artist at the same time? What
sort of art should it be?

— Why not? This is who T am. I chose
the theater. Some people like singing. A
wise man once said that art is like nature,
if you don’t let it in the door, it will come
in through the window. The Betonchilaar
Band is proof of that. Also, I must say that
there are many gifted people amongst the
migrants, great specialists and cultured
people; but it is hard to see who they are,
to recognise them. They are very dis-
creet, very cautious, when they know you
are watching them. After all, they adjust
quickly to life here.

— Could you tell me more about au-
dience reactions to the play? Something
someone said, or something that stuck in
your memory?

— Last year T did a sad monologue
about the children of Kyrgyz immigrants
who grow up without their parents. It was
called “Little Setora.” I saw people in the
audience crying. And it’s true, so many
people have to leave their children with
grandparents in order to look for work
abroad, and sometimes the children are
left all alone to fend for themselves.

— What do you think about Moscow
and the people who live there?

— Moscow is a city of rich and poor
people, of calm folks and shady characters,
a just city and a city of swindlers. And of
course, it is our city, a city of migrants.
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N HepTHBIN YeJI0BEK

Hnxamoncan A6oyxaxapos

B :xu3HM MBI BCTpeyaeM pa3HbIX XapaKTepHbIX Jiogeii. Cpeau HUX ecThb MHEPTHBIE.
HuepTHBIE MOM — OHU HENOABUKHbIe. IHEPTHDIE JIOAH HE XOTAT YTO-THO0 MEHSATh
B cBoeii :xu3Hn. CaMoe riiaBHoe, OHH o4yeHb JeHuBbIe. Ilo 3TOi MpYKMHe OHU Bcera
CTaJIKMBAIOTCS ¢ MpobaeMamu. OTKyaa 51 BCE 910 3Ha10? [ToromMy 4To Moii ApyT ObLT MO
XapaKTepy HHEepPTHbIM. Mbl ¢ HUM NO3HAKOMUJIKCH 37iech, B MockBe. OH o npodeccuu
ObLT X1€00néKoM. TaKKX J0El Y HAC YBasKalOT, IOTOMY YTO OHHM KasK/blii 1eHb BCTa-
IOT Ha 3ape U [I0 paccBeTa TOTOBAT ropsryue JenenKu.

Ho, k coxanenmio, B 2010 roxy y Hac B ropoje Ol NPpOU30NLIH MeKITHHYECKHE
CTOJIKHOBEHHS. 37I00HbBIE JIOTH COKIIM UX oMa. I[03TOMY, OTAETMBIINCH OT OBCE/I-
HEBHOTO CyNIECTBOBAHMS, CI0/Ia IPUIILIH, YTOOBI 3apabaTbiBaTh M BOCCTAHOBUTH JIOM.

Nrak, 2011 rox. 5 paGoraio Ha Koubac-
HOM 3aBojzie B Mockse. Y MeHsI 6blia BO3-
MOKHOCTB CBOGOJIHO XOUTH MO TEXY.

Ha ITPpOMU3BO/ICTBE A YBHIEJI
O4Y€Hb CTPAHHOTI'O Y€JIOBEKA.

H"
A crazy nonan, ¥t °

The Inert Person

Ilhamjan Abdukaharov

In life, we meet all kinds of people with all kinds of dispositions. Among them, there
are people who are inert. Inert people are fixed and stationary. Inert people don’t
want to change anything in their lives. Mainly they are just plain lazy. And that is why
they’re always getting into trouble. How do I know this, you ask? Well, I had a friend
who was of that very disposition. We met here in Moscow. He was a baker by profes-
sion. Back home, such people are held in high regard because they get up at sunrise
and work until sunset making bread.

In 2010 our hometown of Osh was shaken by interethnic violence. Malicious peo-
ple burned down houses. So others was forced to separate themselves from their daily
lives and come here in search of work, so they could rebuild their houses.

It was the year 2011 and T was working

()]
= at a sausage factory in Moscow.
£ I was working on the shop
>e, when I noticed a strange fellow.
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Bot ma ero myTu mosiBusrch GpUTaups. S IyMa, 9To OH BUIET UX, HO HET. A g cam
He ycIiesl OCTAHOBUTD €T0, U OH CUJIbHBIM yapoM cBajimi Gpuragupa. beausiit Gpuragup
0060TITeNICS IETKUM YITHOOM, HO 3TOT CTPAHHDIH YETTOBEK TOCTATOUHO MHOTO TIOJTY M.

[ToToM g creraabHO MOIIE
K HeMY, YTOOBI TO3HAKOMUTHCSI.

ITorom mbt ¢ Mutieit paGoTtanu Ha Apyrom mecte, IIpogaBasu MOPOKEHOE B OTHOM 13
MOCKOBCKHUX IIapKOB. Muina nocjie MeHs ycrpousics. Ilepsbie quu Ha pabote Muiry Bce
yBakasd. [IoToMy 4TO OH BBITJISAIENT TaK, KaK JOJKEH BBITJISIETh aKKyPATHBIH, BEXKITH-
BBIN YyesioBek. KoHeuHo, yBaskenne k Muliie Tposio/iKanoch okoso Hezesau. [lorom Bcé
Hayanoch Hao060poT: Muiry TobKo pyrajiu. [louemy? A moTomy, 4T0 OH MHEPTHBII YeJ1o-
BeK; U rie Obl OH HY NOSBUIICS, TaM OAHU HenpusaTHocth, YI1.

MuwA,
TopMo3IA
@ nAoxHEL,
{ -. ‘\v- ..’.
74
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[Mapk. IlpusaBku ¢ MOpPOXKEHBIM ITy-
ctyioT. MBI BMecTe ¢ TTPOJIaBIUIEN KIEM

TOBApBI.
HPOXJIaI[HbIe HAIIUTKN U MO-

POKEHOE NOJI’KEH IIPUBE3THU HaM
rpy34yuK Murra Ha BeJIOCHUIIELE.

LAnTE AopPory !

Ay! Ymonrsro,
yuAUTE ¢ porory !

Topmosos wet///

qEAoBEK.

The factory managers crossed his path. T was sure he had noticed them, but it turned
out he hadn’t. I didn’t even have time to warn him; he knocked into one of the factory
managers really hard. The hapless factory manager was alright, he had a little bruise. But
the strange fellow got a pretty good socking for it.

That’s why I went up to him
to introduce myself.

Later, Misha and I worked at another place together. We sold ice cream at a Moscow
park. Misha got his job there after I did. The first few days, everybody seemed to like him
and get along with him. I think it’s because he looked clean-cut and polite. But this good
feeling lasted no more than a week. Suddenly, everything seemed to go in the opposite
direction and all anybody did was scold him. Why, you ask? Because he is an inert person.
No matter where he goes, he always manages to get into a jam, and trouble is soon to

follow.

One day at the park, the ice cream
counters were almost bare. I was with the
other salespeople, waiting for a delivery.

Misha was supposed to deliv-
er us cold drinks and ice cream

on a bicycle.

People: “Misha! Careful the brakes are bad!”

Misha:
aren’t working!”
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“Make way! Make way! Get out of the way, my brakes



2011 rom, aBryct mecsi. CHIbHBIH BeTep
nyeT. Mbl cpa3y OTIPABUJIUCH TI0 TOUKAM, YTO-
ObI OTIYCTUTH 30HTHL. ECJIM MBI HE OTIIYCTUM
30HTHI, TO BETEP JIETKO MEPEBEPHET XOJIOHIIb-
HUKW U TpUIaBKA. MBI pacnpenensaanuch, KTO
Ky/la TIOW/IET.

— A rne moit HartapauK Mwumra? —
cupamuBaeT bops u HauuHaer uc-
KaTb.

B 310 Bpemst Ha yJHiie OCAbITIAICS TpecK. MbI cpasy BTN HA YIUILY. YBUAEIHU, YTO
OGUOTYaJIETHI YT

— Oi1, Muma! — Bops cxBaTujl pyKaMu CBOIO FOJIOBY. — Beab OH B Tyajiere ObLIL.

— Yro?! Oii, Boxe Moii, a Hy-ka moMorute 6pictpee! — Tansg Bo3MyTHIaCh U BCEX pe-
6T 1I03BaJIa HA3al.

— Muma! Twi te?! — kpuuan bops. Tot He oTBeuaeT.

— KoHeuHo, OH He OTBeYaeT, ecii OH 6e3 co3HaHus JieskuT! — KpukHya Taus. — Yero
BbI croute! [Toguumure GpicTpee!

MbI Hauasm ogHUMAaTh KabuHKU. Bopst 30BeT Hac: «PebsiTa, BOT 3TOT TsiKesee Ipy-
I'UX, MOXKET, OH 311ech?>. Pas, nBa, Tpu! Ioxusu. Hery? IlocMoTpenn Bece KaOUMHKY — He
nanu! Ero ram ner!

Bce mosruanm.

Bapyr Buaum, Ha Toit cTopoHe cTouT Muliia u TOBOPUT CIIOKOIHO:
«QOit, pebsita, TyaJIeThl yIIaau?».

Tans xmypuia 6poBu. Buawo, 4yro
ceifuac ¢ eé sma kamaet six. OHa Havama
3JIUTRCSI, CAMOE TJIABHOE, He 3a0bI1a MATOM
pyrarbcs.

Bce paBHO MBI TTOGEKANN TIO TOYKAM,
HO TPH TOYKHU Y:Ke He YCIeJNU: OT CUJIBHOTO
BeTpa MPOAYKIINS Besjie Jieskajia Ha 3eMIIe.

Kro BunoBar? Koneuno, nuHepTHBII ye-
JoBex — Mumal

[Tocre aToro cayyass Munry yBosmn.
OH, HECMOTPST HA TAKOU UHIUIEHT, XOTeJI
octatbcs Ha pabore. OH BeUepOM TIOMO-
[eJs1 KO MHE U TIOMPOCHII, YTOObI s yTOBO-
pui HauaibHuKa. S obparuics Kk Tamune
BukropoBre: «fl BCIO OTBETCTBEHHOCTH
Gepy Ha cebs. Tonpko cormacurecs! On
Ha caMoM Jieqie Hetoxoii!». OHa cormacu-
sack. S xoren o6pagosarh Mutiy npusr-
HBIM M3BECTHEM, HO OH JiasKe He 0OpaTuI
BHUMaHW. OH IPUCTOHUIICS K [IEPEBY U O
YeM-TO JIyMaJl.

— Mua, moyemy TbI rpycTUIib? Benb
Tebst He yBosuu!

— 4 #e mosTomy... OH TPOYUCTHI TOP-
JIO, HAYaJl TOBOPUTD ¢ oTuasiHueM: «Cka-
KU, TIOKATYHCTa, TTOUYEeMy BCe HEeNpHsT-
HOCTU co MHOU mpoucxonar? [louemy s
neynauynuk?! Eciau ckaxyrt, 4To B Mupe
€CTb TOJIBKO /[Ba HECUACTINBBIX YEJIOBEKA,
TO OIUH M3 HUX — ITO S1».

— Ilouemy Ttax rosopums! Tsl Xopo-
muit yesoBek. [IpocTo TBOI Xapakrep He
MTO3BOJISIET TOTO, UTO THI XOUellb. Besb Th
otell Tpoux gereir. Ctapias 104b Ha hu-
JIOJIOTHYECKOM (DaKyJIbTETE YUUTCS.

— /la, kcTaTu, T0YKa MHE CEeTOHS Koe-
YTO CKa3aTh XoTesal

OH HEMHOro OXUBUJCS. DbI-
CTPO IO3BOHWJI JIOYKE M Hava
roBoputh. CIlielnaabHO BKJIIO-
YUJI TPOMKYTO CBSI3b.

It was the year 2011, in the month of
August, and a strong wind was blowing. We
were supposed to head to all of the salespoints
and let down all of the umbrellas. If we don’t
let them down, then the wind would knock
over the counters and refrigerators. We were
deciding on who should go.

“Where’s your partner Misha?”
asked Borya, and he started looking

around.

vagrant! Where the heck is he?”
By the way, if she really gets flustered,

Author: “This is our storekeeper, Galya.”
she starts swearing.

Galya: “Dammit! Good-for-nothing

All of a sudden, we heard a crash outside, we rushed out only to find that the portable
toilets had fallen over.

“Oh, poor Misha!” cried Borya, clutching his head “He must have been inside the toilet!”

“Oh no! My lord, come on, we've got to help him!” Galya was scared, she called everyone
over.

“Misha, where are you?” called Borya, but there was no answer.

“Of course he’s not answering, he’s probably been knocked unconscious!” cried Galya.
“Don’t just stand there! Let’s lift up the cabins!”

We started lifting the cabins and then Borya called out to us, “Hey, guys, this one’s
heavier than the others, maybe he’s in here?” One, Two, Three, we got it up. But he wasn’t
in there, we checked all of the cabins. He wasn’t anywhere to be found!

Everyone was quiet.

All of a sudden we see Misha calmly crossing the street walking
toward us: “Hey guys, what’s up? Did the portable toilets fall
over?”

Galya frowned deeply. I could tell that
she was about to sputter poisonous words.
She was very angry, and she didn’t forget
to add a few curse words, either.

Well, we rushed to our salespoints
but it was too late, the strong wind had
already knocked over three of them and
the produce was all over the ground.

Who’s to blame? The inert person,
Misha, of course.

After that incident Misha got fired.
Despite the mishap, Misha wanted
to stay on at the job. That evening he
approached me and asked if T could talk
the boss into letting him stay. So I asked
Galina Viktorovna. T said “T'll take full
responsibility for him. Only please, please
let him stay. He didn’t mean any harm!”
Finally, she gave in. T wanted to tell Misha
the good news, but when I did, he didn’t
pay any attention. He was leaning against
the door and thinking about something.

“Misha, why are you sad? I got you
your job back!”

“It’s not that...” he cleared his throat
and asked sadly “Why do these things
always happen to me? Why am I such a
failure? If someone said that there were
only two losers in the whole wide world,
I'm sure I'd be one of them.”

“Don’t say that! You are a good person.
But your disposition won't allow you to
get what you want. Still, you are a good
father, you have three kids. And youroldest
daughter is in the Linguistics Department
of the University, that’s something to be
proud of!”

He got a little more animated,
and immediately called up his
daughter and started talking to
her. He turned on speaker phone
so that I could hear.

A kak xe 8 7.

“My good little girl, what are you up to?

“Daddy, I'm so sorry I didn’t tell you, but I am getting

Misha:

How is everything?”
His daughter:

married next week!”
Misha: “Why didn’t you tell me?”
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— Mawma tak permmral OHa ToXe He XOTena...

— aii mame TesedoH.

— Tot mouemy Tak moctynuiaa? S Toxke 00 JOUKY, — ¢ BOSMYIIIEHIEM ckazaa Muria
JKeHe.

— V3BuHM 3a Takoe pelieHune, y MeHst GoJibliie He OBLIO BHIOOPA: TOKA ThI TIPHEIEID,
KYTHUIIb 4eTO-HUOY/b... JIydIiie ThI Ham TaM HysKeH!

[Tocse atux cioB Mutiie 110X0 craso. S faske UCyrajcs: BAPYT OH ¢ COOOM TTOKOH-
qut. 51 GBICTPO HAYAJ LyMaTh.

— Muinira, a Xouellnb, B IeHb CBaJIbObI MbI ¢ TOGON OPraHU3yeM BUICOCBSI3b 1 HETOCPE/I-
CTBEHHO YBU/IUM, KaK MPOXOUT TOPKECTBEHHOE MEPOTIPUSATHE?

— PasBe 310 MOXKHO?

— Jla, KOHEYHO, CaMbIi IIPOCTOIi CII0CO6 — HTO CKAMIL.

On nosecee.

Jlenb cBanpObl. MBI ¢ pebsTa-
M COOPAINCh Ha CKJIajie BOKPYT

“Mom said it would be better that way. She didn’t mean any—"

“Put your Mother on the phone.”

“How could you do this? Don’t you know I love our daughter too?” Misha said to his
wife with indignation.

“I'm sorry it had to happen like this, but I didn’t have any other choice. You would
have had to make the journey back here; and then buying all those gifts... This way is bet-
ter, we need you there!”

Upon hearing this, Misha grew pale and looked ill. T was frightened he might try tak-
ing his own life. I started to think fast.

“Misha, if you want, on the day of the wedding we can organise a video call so that we
can see the celebration taking place!”

“Really?”

“Yes, the easiest way to do it is on Skype.”

He brightened.

M WWA | TECTS HE AOAXEW TAK BHIAAAETS.
[lepEcAEspicA 1 NPHYEUHCS

On the day of the wedding,
we gathered around the laptop

HOyTOYKa, JKJIEM 3BOHKA. Bapyr
B KOMHATY BOIILJIA HaIlla KJIa0B-
nmuia lams.

--"""ﬂ-—‘
/

Haxoneri-To ¢Ba3b nossuiack. Muria —
cpa3y HayaJ 3HAKOMUTb HAC CO CBOWMM ®
OJINBKUMU.

— BoT 3a 5TUM CTOJIOM CUIST MOU JIPY-
3bsl, 2 9TO MOSI TEINA, PSAAOM CHIUT MOSI
JKeHa, a 9T0... (Muia 4yTb-4yTh pa3BoJ- “
HOBAJICSI W HayajJl TOBOPUTDH TIIIAKCUBBIM
rOJIOCOM) MO JI04b, OejHas Mos, JII0Ou-
Mast MOSI.

HeoxxunmanHo TaM Hayas TOBOPUTDH Be-
nmymuit: «Ceifyac y Hac eCTh MO3/IPaBJIeHUS
u3 Mocksbl. OTell HeBecTbl Ha CBs3U!».
A noarosnxuyn jsoxrem Mumy: «IoBopn,
Muira, oHu Ky T TEOsI!».

— 31paBc... 3/IPaBCTBYIiTe, 4... S x0Ten
OBl MO3APaBUTh... JJouka MOSI XOpOIIas,
U3BMHU, YTO 5 He PSAAOM C TOOOI, IPOCTH,
HECYACTHBIN OTEIl aske I[BETHI HE MOT TI0-
JAPHTb... 1 OO0 BaC...

Galya:
put on a clean shirt. ”

Muiira riryGoOKO B3[OXHYJI U GOJIbIIIE HUYETO He TOBOPHUIL. II0TOMY 4TO OH HAavas He-
3aMETHO TIJIAKATh.

Benyumii nan cinoBo HeBecte. OHa Havasia TOBOPUTb, eJie cepskuBas ciésbl: «Ilama,
s1 3HAI0, UTO ThI JOOPOLYIIHBIN, OT3BIBYMBHIH uesoBeK. TOBKO THI HE Oropyalics, OTOMY
4TO THI yKe Beé cenai. Ecm Obl ThI He OTIIPaBUJI IEHET HaM, MbI HE MOTJIN GBI OPraHU30-
BaTh TOPKECTBEHHOE MEPOIIPUSATHE. 3HAEIITH UTO, JIJIsI MEHSI JIydIiasi CBajibba — 9TO TBOE
MPUCYTCTBHUE, & HE POCKOTITHOE 3aCTONbe. XOTsI ObI MBI CH/ICJTH 32 MATIEHBKUM CTOJIOM!».
Bapyr csanu MeHst KTo-To BexaunbiBaet. CMoTpio: aTo Harma Tass. $1 661 v He Togymal,
YTO OHa 3ariader. A Muiira Betas u cpasy mobeskast Ha yiruiy. Mbl HIYero He TIOHUMAEM,
4To mpoucxoaut. Yepes gecAats MUHYT Muilia BepHYJICS, B PyKax y HEro GbLIM TOPT U
IIaMIaHCKoe.

— Pebsata, s1 Beerga cumras cebs HEYIAUHUKOM, a OKa3bIBA€TCs, 9TO He Tak. S camblii
CYACTJIMBBII YyesioBeK B MUpe. [T0TOMY UTO MEHST JIIOOUT MOSI CEMBST, MOST JIOYb.

MBI OTKPBUIH [IAMITAHCKOE U OTMETUIIN CBaAb0y MHUIIMHON T0uepu.

Komanna:

Anna Burkuna, Mapus Beiin (kypaTopckoe o6beaunenne TOK) — opranuzaTops
Oupra JKutimHa — Xy/0KHUK, PEAAKTOD

@ Amnppeii Jlocuy — usaiiH, BepcTKa
moprecroe HUrops KpaBuyk — peniaktop, KODPEKTOD
Kypatopon Poman Oc(b)MHHKHH — TI09T
Tomac Kamn6ewt, Ixxopax Tau— mepeBogunKu

Exarepuna CoitHuk, Mapust KonbiroBa — ororpadst

Anna Tepemkuna — Xy/105KHUK, UILTIOCTPATOP

Erop llImonun, {mMutpuii Moaesns — BuzieocheMKa

Awnzpeii SIKUMOB — 9KCIIEPT IO 3aIUTE TIPAB MUTPAHTOB, AHTPOIIOJIOT

www.tok-spb.org
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Alirynp A6aupacyiiosa, Juamypon Amunmskanos, Tuino Anrypos, Hogupa Badoesa, Jlaxo
Hapaxsenuzasze, Hana Jlamasu, Buktopus Jlomacko, [llyxpar Mancypos, Yeman Marmmapurios,
v Heroman, [Isxonaran [nart, Anuntep Paxumos, Mpuaa Cmuptosa, Otabek Typaes,
Caiipupnun Typaues, Myxpumaaun Tyxtae, Maxmymkon Tyxraes, Cona Cremansgn, Harama
XaiipyJuinna, Xasparaiu Xamunos, A6aypaxum Xosxues, KyBonubek Xosxue, OIMMAKOH
Xoxues, Xacan XoxioB, Myxammar [lame, Xycan Spbabaes, Madryna XaMmpaesa u apyrue

OraenbHas 61aroIapHOCTD:
Cepreto Abammny, /Imutputo Bopobbesy, Oubre Bpentukosoii, Oubre Tkau, Aurenute Cay.,
MOJIOAEKHOMY 00beauHenuio «Vommap»

IIpoeKT ocyIecTBIeH NPU NOAAEPIKKE
KeémpHckoit Akanemun Hckycers Mupa
Cauxr-ITerepGypr 2014-2015

IIpucebLiaiite HaM CBOM HIYTKU, UCTOPUH, PUCYHKH, CTUXH B rpyiy «KoHkypc nryTkn Xomku
Hacpennutas Ha caiite «OHOKIacCHUKIY 110 aapecy: http://ok.ru/group/53137290100835

Ira razera u3zaHa HeOOIBUIUM THPAIKOM, H BOBMOIKHO, Y aBTOPOB HUKOT/[a He Oy/eT JeHer
Ha nepeusnanue. He BoiOpaceiBaiite ee! Ilpownn — otaiite apyromy!

8 (OT COAHEYHOTO TENAA
9TA OAEXAA TIOBAEAWEM.
TAMS AAAM EMy cBoWo BEAVIO PYTEOAKY

“Misha, a father-in-law should look nice and spiffy. Brush your hair and

Misha had a black t-shirt that was almost new. He wore it everyday, and so it grew
faded from the sun’s warmth. Galya gave him a fresh white t-shirt to wear.

in the warehouse with the rest of
the guys. We were waiting for the
call to come through. Just then,
our storekeeper, Galya entered.

Finally, we got a connection and Misha
started introducing us to all the people
who are dear to him.

“Those are my friends sitting over at
that table and that is my mother-in-law.
Next to her is my wife, and this—(here,
Misha’s voice trembled and became thin)—
this is my daughter, my poor sweet lovely
little girl.”

All of a sudden the master of ceremo-
nies announced, ‘And now, we have well-
wishers all the way from Moscow! We
have the father of the bride on the line!”

I nudged Misha. “Say something,
Misha, they’re waiting!”

“Um, hello, I... T would like to send
my best wishes and... My dear Daughter,
please forgive me for not being there with
you. Forgive your Dad for not even getting
you flowers... I love you all so much...”

Misha took a deep breath and didn’t say anything else, because he had started to cry
quietly.

The master of ceremonies called on the bride. She started speaking, hardly able to
hold back tears herself, “Daddy, T know you are a kind and caring person. Please don’t
be upset, you have already done everything for me. If you hadn’t sent us money, why, we
would never have been able to have this wonderful wedding. For me, the best wedding
would be having you here with us, even if it meant having nothing to eat at alll”

At that, I heard someone let out a sob behind me. I looked back and saw it was our
Galya. T never expected that from her. And Misha got up and rushed outside. We didn’t
know what was going on. Ten minutes later, Misha came back carrying a cake and cham-
pagne.

“Guys,” he said “I always thought of myself as a failure, but it turns out that’s not true.
I am the luckiest guy on earth. Because my family and my daughter love me.”

We opened the champagne and celebrated his daughter’s wedding.
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