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Is the road just a line between the beginning and the end? Is it the end that matters?
What happens on the roads and roadsides of human life? Asphalt, its lines and lives be-
came our metaphorical lenses for asking the questions of the role of roads in people’s
lives, and roles of peoples lives in the histories of roads in the Inner Central Asia.

Since the beginning of social sciences, infrastructure has been inspiring researchers.
Were those sociologists researching what changes, when the train comes to the village,
or anthropologists, trying to find, what does not change, roads inspired questions. To-
day’s big infrastructure investments between China and Europe, cutting the landscapes
of Central Asia are inspiring new generations of researchers, who kindly invited artists to
cooperate and think together along the road lines.

The given frame involved looking into the art of regions which are geographically and
culturally very close. However, due to the historical roads linking them to the different co-
lonial centres (Moscow or Beijing), this closeness often still comes as a surprise.

In the presented online exhibition, we look at the different road dimensions with the sen-
sitive eyes of artists from the broader region of Central Asia. Our project aims to create a
new map of connections between the artists.

dBngaeTca nm gopora npocTo JIMHMEN MeXXay HavyarioM U KOHLUOM? BaXXHO v Hanpasne-
Hue? YTo npoucxoamuT Ha Aoporax u o6ounHax YesiloBe4ecKom XXusHu? Acdaner,

ero JINHNU XXU3HU CTaNn HaluMMmn MeTapopU4eCKMMU NUH3aAMMN ANA TOro, YTo6bl 3apaThb
BOMPOCbI O POJZIN AOPOr B YXU3HU NIOAEN U PONU NIOAEN B UCTOPUU AOpor B 6onee
LUMPOKOM pervoHe LleHTpanbHou A3uum.

C camMoro Havyana pasBuUTUSA COLMANIbHbIX HAYK UccneaoBaTenen BAoOXHOBNANA UHDpa-
CTPYKTYypa. Byab TO couunonoru, uccrnepyouwme, YTo MEHAETcH, Korga noesa npmxoauT

B AE€PEBHIO, U/IN AHTPOMNOJIOIU, NbiTaloLWMecsd HANTH, UHTO HEe MEHSeTCs: Aoporum
BOOXHOB/IAIN UX HA Bonpochbl. CerogHsa 6onbLuMe MHBECTULUUN B UHPPACTPYKTYPY MeXxAay
Kutaem u EBponomn, paccekawuwyio naHawadpTbl LleHTpanbHoOM A3UKU, BOOXHOB/SAIOT
HOBbI€ NMOKOJIEHUA UCCNiefo-BaTesien, KOTopble II06e3HO NPUrnacuin Xygo)XXHMKoOB K
COTPYAHUYECTBY U COBMECTHOMY pPa3Mbli-LUNIEHUIO BAOJIb JIMHUX Aopor. 3agaHHble paMKu
npeanosiarasivu UsydMeHue UCKyCcCTBa PermoHoB, KOTOpble reorpadumnyeckKu U KynbTypHO
O4YeHb 6nn3Kn. OgHaKoO N3-3a UCTOPUYECKUX AO0POr, CBA3bIBAIOLWMX UX C PAa3/IUYHDbIMM
rno6anbHbIMU LLeHTPaMU - MockBa unu NMeKUH - aTa 6IM30CTb YaCTO OKa3biBaeTCH
HEeOXXNAaHHOM.

Ha npeacraBfieHHOM OHTaMH-BbICTaBKe Mbl paccMaTpMBaeM pa3/iniHbie AOPOXXHble
N3MepeHUs Yyepes HyTKUMN B3rnaa XyAoXXHUKOB U3 peruoHa LleHTpanbHoun A3un. Hawu
NPoeKT HafnpaB/eH Ha co3AaHMe HOBOM KapTbl CBSI3eN MeXAY XYyAOXKHUKaMU

N KYNbTYPHbIMMN KOHTEKCTaMM.



SOCIAL AN-
THROPOLOGY
AND ART

Agnieszka Joniak-Luthi, University of
Fribourg, Switzerland

Head of the research project ‘ROADWORK:
An Anthropology of Infrastructure at Chi-
na's Inner Asian Borders’ and initiator of the
exhibition

Social anthropology has been very busy redefining
and re-inventing its relationship with museums and
with art over the past at least two decades. For a long
time, anthropologists and their journeys to places

far away from their homes were one of the chan-
nels through which museums have expanded their
overseas collections of indigenous art and objects of
everyday use to be displayed in the exhibition halls in
the Global North. Today the relationship between an-
thropology, museums and art is — to a great degree —
a different one. First, the rise of the post-colonial
debate has made ethnographic museums to the
hot-spots of the debate on ownership, cultural ex-
tractivism, and historical justice. Increasing global
connectivities have redefined the understanding of
‘near’ and ‘far’, and digitalization has transformed

access possibilities, making exhibitions available to

new audiences: virtual visitors. But also the relation-
ship between anthropology and art itself is dynami-
cally transforming. Social anthropology and art seem
to be getting closer together because there is a lot

of potential in this relationship. Conceptual artists

and social anthropologists tend to ask questions in a
similar way, sometimes they ask similar questions, too,
but they work with different sensibilities, execute their
projects methodologically differently, and the aim of
their work is different, too. This partial overlapping
and partial distinction can be a source of inspiration
for both.

For me as a social anthropologist, reaching out to

art has been part of the quest to break away from
the solely textual — and more broadly word-focused -
forms of communicating my research and my re-
search findings, and making them understandable
and available to non-academic audiences. One of the
projects that came out of this quest to expand on the
communicative repertoire without compromising

on complexity is the diamond Open Access journal
Roadsides which | co-founded with ten colleagues

in 2018. The journal is devoted to the social science

studies of infrastructure. With its innovative format of

combining textual interventions with images, videos,
audio recordings, drawings and more, we seek to find
a balance between words and other means of convey-

ing knowledge.

Another way to learn about other-than-textual
means of communicating ideas is by collaborating
with conceptual artists. The ‘messy’ reality that social
anthropologists usually encounter in their long-term
ethnographic research is not conducive to concise
bullet-point presentations — that is why we rather
prefer to tell stories that reflect this complexity. But
the question is: do we always need all these words?
And further, how could we mobilize other registers —
visual, acoustic and otherwise sensory — to make our
point? What is left of our research when we discard
the academic jargon and the ossified form of aca-
demic articles? Collaborating with artists and design-
ers, observing how they process the reality, and which
tools they choose to reflect on it has been an utterly

refreshing and instructive experience.

COUUAJIbDHAA
AHTPOMNOJIOI'N4A
U UCKYCCTBO

ArHewwka MoHmnak-IyTn, ®pmnbypckuin
yHuBepcurerT, LLiBenuapua

PykoBOOMTENb MCCNefoBaTENbCKOro
npoekta “ROADWORK: AHTpononormsa
MHPPACTPYKTYPbI Ha FpaHMLe Kntaa ¢
BHYTpPeHHeM A3men”, MHMLMATOP BbICTaBKM

CoumanbHag aHTPOMOIOrMA NepPeocMbiCNAeT

CBOW OTHOLLEHUS C My3esaMM N UCKYCCTBOM,

Mo KpanHen Mepe, B TedeHMe NoCcneHMX OBYX
necatmnetTmin. lonroe BpemMs aHTPOMNonorn u nx
nyTeLwecTBUS B MeCTa, yAaneHHble OT poaHbIX
MecT, 6bIT1 KaHanaMmu, 6narogapsa KOTopbIM My3eu
MOMOHANN CBOM KONNEKLMWM UCKYCCTBa KOPEHHbIX

HapOoO0B B BbICTaBOYHbIX 3a/1aX CTPaH Mmo6anbHoOro

CeBepa. K HacTosWeMy BpeMeH OTHOLLEeHUS
MeXKay aHTpononornen, My3esamMm m NCKYCCTBOM

- B 3HAUYUTENbHOM CTEMEHM NMOMEHANNCH. Bo-
rnepBbIX, MOCTKOMOHWAaNbHbIW ONCKYPC NPUBeN K
TOMY, UTO 3THOrpPadUUYecKme Mysen cTanm TeMon
OYKECTOYEHHbIX CMOPOB O MNpaBe COBCTBEHHOCTY,
KYbTYPHOM 3KCTPaKTUBM3ME N UCTOPUYECKOM
CnpaBeanMBOCTU. YKpenneHne robanbHbiX CBA3en
Mocnocob6CTBOBANM MepPEeOCMbICIEHNIO KOHLEMNLWN
“GnmkHero” u “ganbHero”, a umMdbpoBM3aumMa NoBuana
Ha BO3MOYKHOCTU, cAeNaB BbICTaBKM JOCTYMHbIMM
O/19 HOBOW ayauTOPUK - BUPTYasbHbIX MOCETUTENEN.
Ho 1 caMm OTHOLLEHWA Mexay aHTporonormen

M MCKYCCTBOM TPaHCPOPMUPYIOTCH LOBOMbHO
AnHaMumuHo. ColmanbHasa aHTPOMOMOrnsa U NCKYCCTBO,
rMoxoMe, CTaHOBATCH BGVKe Apyr K APYry, MOCKObKY
B DTUX OTHOLLEHMAX 3aN0XKeH BoMbLLOM NoTeHLMan.
KoHuenTyanbHble XyOOXHWUKU 1 coLlManbHble
AHTPOMOOIN CKIOHHbI 3aaBaTb BOMPOCHI CXOXKUM
06pa3oM, MHOIOa OHM 3afatoT U MOXOXKMeEe BOMPOCHI.
Ho paboTaloT OHM C Pa3HOM YYBCTBUTENbHOCTbIO,

MX MOOXOAbl K BbIMOHEHMIO MPOEKTOB OT/IMYatoTCH
METOA0MOMMYECKU U caMU paboTbl NpecnenytoT
pasHble Lienun. 3To YaCTUYHOe coBMagdeHme m
pasnuyre MoXeT CTaTb MCTOYHMKOM BOOXHOBEHUS

0159 Tex 1 4pyrux.

019 MeH4, Kak CoLManbHOro aHTPOMoora,
obpallleHne K UCKYCCTBY CTasio YacTbio CTPeMeHUa
OTOMTM OT UCKITIOUYUTENIbHO TEKCTOBbIX - U B 6onee
LMPOKOM CMbIC/I€ CMTOBECHbIX - GOPM Mepenaymn
MHbOPMaLMKM O MOUX UCCNEOoBaHUAX U UX Pe3yrlb-

TaTaX, U caenatb UX MOHATHbIMW N OOCTYTNMHbIMKA

0N HeakageMunyeckomn ayantopmun. OAHUM U3
MPOEKTOB, CTaBLUMX PE3YNbTaTOM TaKOro CTpeMNeHuma
pacLMpUTbL KOMMYHUKATUBHbIM penepTyap 6e3
ylep6a 4na CNoXHOCTU, ABNSETCA XKy pHal OTKPbITOro
pocTyna Roadsides, KoTopblh Mbl C 4ecaTblo Konne-
ramMmm ocHoBanu B 2018 rogy. XXypHan nocesLleH
COLLMOMOTNYECKMM NCCNeOBaHNAM MHPPACTRYKTYPbI.
Bnarogaps cBoeMy MHHOBaLMOHHOMY dopMaTy,
coueTaloLLeMy TEKCTbI C U306paXKEHUAMUN, BUOEO,
ayano3anmcaMm, pUCyHKaMm M MHOTMM OPYTUM,

Mbl CTPEMUMCA HaTK BanaHc Mexay cnoBaMu

M OpYrMMmM cpeacTBaMm nepenaym sHaHuM.

Ewle oouH crnocob y3HaTb O APYrX BO3MOXHOCTSX
nepenadn Maoen - COTPYAHMYECTBO C XyOOXKHMKaMM-
KOHUenTyannctamu. «CNosxKHas» peanbHoCTb,

C KOTOPOM 06bIYHO CTaNKMBAOTCA CoLlManbHble
aHTPOMOOIM B paMKax CBOUX A0NFOCPOUHbIX
3THOrpadUnUecKmnx nccnegoBaHuit, He pacrnonaraet
K TAaKOHUYHOCTM Npe3eHTaL M, MOSTOMY Mbl
npegnoYnTaeM pacckasblBaTb MCTOPUU, CMOCOBHbIE
OTPa3nTb 3Ty CIOXHOCTb. HO BOMPOC B TOM, BCeraa
N HaM Hy»Hbl BCe 3T cnoBa? KpoMe 3Toro, Kak
HaM 3a0eMNCTBOBaTb ApYyr1e perncTpbl - BUlyalbHble,
aKyCTUYECKME N CeHCOPHbIE - YTOBbI AOHECTU Hally
MbICMb? YTO OCTaeTcd OT Halllero nccnegoBaHmng,
KOrda Mbl OT6pachiBaeM aKageMnyecKmnit aproH

M 3aCTbIBLLYIO GOPMY HayuHbIX cTaTen?
CoTpyOHUYECTBO C XYOOXHMKAMU 1 AM3aHEpPaMU,
HabnaeHWe 3a TeM, Kak OHM 06pabaTbiBatoT
peanbHOCTb U Kakmne MHCTPYMEHTbl OHU BbiBUpatoT
09 ee OCMbICMTIEHUS, CTano Ype3BblYyaliHoO

ocBeXXalWwnM U NoyHYUTENbHBIM OMbITOM.



THE EXHIBI-
TION

The exhibition Asphalt — Lines and Lives has been
born out of this effort to observe and learn. The
guiding theme of the exhibition is roads. The focus of
the exhibition is closely linked to the research proj-
ect ‘ROADWORK: An Anthropology of Infrastructure
at China’s Inner Asian Borders' which | have headed
since 2018 and which has been based at the Univer-
sities of Zurich and Fribourg in Switzerland. Funded
by the Swiss National Science Foundation, the project
explores how new roads built in course of China’s Belt
and Road Initiative have transformed the lives of peo-
ple who live along them. We as a team are interested
in how the new roads inscribe themselves in local
life-worlds. The ROADWORK team focuses in their
research on a diverse range of topics but they all boil
down to an attempt to understand the social, cultural,

moral, and political complexity of roads.

When developing the idea for this exhibition my aim
was to shine the light on roads - a seemingly unpoetic
and banal object, which, however, matters immensely
in our lives not simply as a sort of conveyor belt for
vehicles, people, commodities, animals, viruses, spirits,
ideas and other objects and beings. Roads are omni-
present but the emotions they engender, memories
related to them, their role in migration, their aesthet-

ics are rarely consciously reflected on. As their users,

we rarely take the time to consider what they actually
do with us and to us, how they streamline our mo-
bility, where their quasi-agency to transform people
and places comes from, and why we are equally often
enthralled and annoyed by what they can do. The

aim of the exhibition is to meet virtually the artists
from the region at the center of our ethnographic
inquiry encompassing northwest and northern China,
Mongolia, Kazakhstan and Kyrgyzstan. Unfortunate-
ly, we were not able to solicit any art works from the
artists in Xinjiang Uyghur Autonomous Region, which
was my research site since 2011. The political situation
there makes collaboration with artists impossible.
This absence of artistic voices from within Xinjiang is
a significant silence. We did not try to compensate for
it — it is there and should not be concealed. Still, with
three interventions on Xinjiang we hope to make this

region visible in the exhibition.

All the artistic interventions that make up the Asphalt
exhibition are an inspiration to us not only in terms
of the language used to reflect on roads and travel,
but also as a way to learn about living with, next to, or
without roads through the eyes of the artists from the

region of broadly understood Inner Asia.

BbICTABKA

BbicTaBka “AcdansT - TMHUKM U KU3HKU" poannack 13
Hallero cTpeMneHua HabntogaTb U y4mnTbcs. [NaBHasa
TeMa BbICTaBKM - OpOorm. DOKyC BbICTaBKM TECHO
CBfAI3aH C MccneaoBaTenbCckuMM npoektoM “ROAD-
WORK: AHTpononorna nHepacTpyKTypbl Ha rpaHMue
KnTaa c BHyTpeHHel A3nein”, KOTopblin 9 BO3rNaBnsato
¢ 2018 roga 1 KoTopbIM BGasmnpyeTca B YHMBEPCUTETaX
Litopmxa n ®pumbypra B LLsenuapumn. MpoekxT,
duHaHcrpyembln LLIBEML@PCKUM HaLMOHaIbHbIM
Hay4HbIM GOHOOM, UCCeayeT, KaK HOBble [OPOorK,
MOCTPOEHHbIE B PaMKax KUTaNCKOM MHULMATUBDI
“Mosic 1 NyTb", USMEHUNN XXU3Hb NOOEN, UBYLLNX
BOOMNb HMX. Hally KOMaHAy, MHTEpPEeCyeT, Kak HOBble
OOPOrM BMUCHIBAKOTCA B MECTHbBIE YXM3HEHHbIE
peanun. KomaHga ROADWORK B paMKax cBOMX
MccnenoBaHUM 3aHUMAETCH PasHbIMUM TeMaMKM, HO
BCE OHU CBOAATCA K MOMbITKE MOHATb COLMaNbHY!O,
KYNbTYPHYO, MOPabHYO M MOAUTUYECKYHO CITIOXHOCTb

Jalelelelpt

MoeW uenbto npu paspaboTke naen 3Ton BbICTaBKU

6bin10 NpPonnTb CBET Ha AOPOrn - Ka3asioCb 6b|,

HEeMoO3TUYHbIN U BaHaMbHbI 0ObEKT, KOTOPbIN, OAHAKO,
MMeeT OFPOMHOE 3HaYeHMe B HalLel XU3HU He
TONMbKO KaK CBOEro poda KoHBelep Ond TpaHcrnopTa,
ntoaen, TOBapoB, YXKMBOTHbIX, BUPYCOB, AyXOB, MAEN U
OpYyrx o6beKToB U cyLlecTs. [lopory Be3gecyLiu, Ho
3MOLIMM, KOTOPbIE OHU BbI3bIBAIOT, BOCMIOMUHAHMS,
CBSA3aHHbIE C HUMU, UX POSTb B MUTPALMMN, NX
3CTeTUKa PeaKo NoABepratoTCa CO3HaTelbHOMY
OCMbICNIEHMI0. KaK UX Monb30BaTeNn, Mbl peKo
HaxXOAMM BpeMs, YTOObl MoAyMaTb O TOM, YTO OHU

Ha caMOM fene AenatoT C HaMK 1 A9 Hac, KaK OHK
YMopsaOo4MBatoT Hally MOGUNbHOCTb, OTKyda 6epeTca
MX KBa3M-areHTCTBO Mo npeobpasoBaHMio nogen u
MECT, M MoYeMy Hac OMHAaKOBO YaCTO BOCXMLLAET U

pa3gpaxkaetT To, YTO OHWM MOTyYT CcOenaTb.

Llenb BbICTaBKM - BUPTyalibHas BCTpeYa C
XYOOXXHUKaMK M3 permoHa, Haxoaaueroca B

LleHTpe Hallero aTHorpaduyeckoro nccrnegoBaHms,
KOTOpOe OXBaTblBaeT ceBepo-3arnan 1 ceBep Kutag,
MoHronuto, KazaxctaH v Kblprbi3cTaH. K coxxaneHuto,
HaM He yOanoch rNonyYnTb HU OgHOM paboTbl OT
XYOOXKHUKOB CUHbL3AH-YNIYPCKOro aBTOHOMHOIO
pernoHa, roe g nposoaunia nccnegosaHua ¢ 2011 roga.
M3-3a nonuTrn4ecKom CMTyaumm CoTpyaHMYECTBO

C XyOOXHMKaMKM OTTya CTaflo HEBO3MOXHbIM.
OTCyTCTBUE XYLOXKECTBEHHbIX FON1I0COB U3 CUHbL3AHA
— 3TO roBoOpALLEeE MOoM4YaHMe. Mbl HE MbITaNIMCb ero
KOMMEHCUPOBATb - OHO €CTb, M €ro HEeNMb34 CKPbIBaTb.
TeM He MeHee, C MOMOLLLbIO TPEX MHTEPBEHLNN,
MOCBALLEHHbIX CUHbLU3SHY, Mbl HaeeMca caenaTb

3TOT permoH BnamMmMbiM Ha BbICTaBKe.

Bce xyOoXecTBeHHble MHTEPBEHL MU, KOTOpbIe CTanm
YacTblo BbICTaBKM “AcdanbTt”, BOOXHOBMNAIOT HAC He
TOMbKO C TOYKM 3peHMNa 93blka, MCMOMb3yeMoro Ang
pa3MbilLIEHNIA O OPOrax U NyTeLlecTBUEX, HO U

Kak cnocob y3HaTb O XM3HU C oporaMu, panoMm
HUMU UK B3 HUX rMasaMm XyOOXKHUKOB U3 permoHa

LLUMPOKO MOHMMaeMbIM Kak BHyTpeHHAa A3ug.
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BJIATOOAP-
HOCTU

A xoTena 6bl Bblpa3nTb OrpoMHyto 61arogapHoOCTb
BCEM XYLOXKHMKaM, MPUHABLLUMM y4acTue B
BblcTaBKe. [Jna Hac 6onbluaga YecTb MPUHMUMaTbL Bac
Ha nnatdopmMe “Acdanbt”. BMecTe ¢ KypaTtopamu,
koMaHga ROADWORK no3aboTuTcs o ToM, 4Tobbl

BbICTaBKa 6bina AOOCTYIlHa OHNaMH ana Bcex

YKeNatoLLMX O3HAKOMUTBLCA C HEW KaK MOXXHO AOfblUe.

Bo-BTOpPbIX, A X0Tena 66l no6narofapunTb KypaTopoB
BbICTaBKMW. A Hagesanacb, YTO CMOry OpraHM30BaTb
BbICTaBKY, KOTopada 6yaeT KypmnpoBaTbCs
MeXOyHapoO4HOW KOMaHOOoW, MO KpalHen Mepe
MofIoBMHa KoTopok 6yaeT 13 camom LieHTpanbHom
A31U, M MONOBKMHA - COCTOATb U3 XXEHLWMH. 9 MeyTana
O KOMaHfe, B KOTOpOW CTapLume 1 Mnaglve
KypaTopbl OyayT coTpyaHMYaTb Ha paBHbIX. Bce
nony4nnoch naeanbHo. 9 cepaeyHo 6narogapto
yeTblpex KypaTopoB - Manroxaty buumk, Amgy
CynammaHkynoBy, YnaHa XXanaposa n @uavnna

ParxMmyTa - 3a UX daHTacTMUYeckyto paboTy 1 ydacTme

BO BPEMS TaKOro C/IOXHOIO AN BCexX Hac roga,
korga 6yMcTBoBana NnaHaeMma. Xo4eTca oTaebHO
no6narogapuTb HaTtanbto AHAPWAHOBY 3a AM3aNH
norotmna, Konumio KnpuyeHko 3a rpaduyeckum
OM3alH U OM3anH MHTepderca, a Takxke AnekcaHapa

AHMWNOBA M €ro KOMaH4y 3a peanmsaumio npoekxTa.

B-TpeTbux, 5 xoTena 66l NnobnarogapmTb KOMaHay
npoekta ROADWORK. Mges BbICTaBKM M KOHKYPC
pPaboT, KOTOPbLIN Mbl OMYBIMKOBANM Ha LLECTU A3bIKaX,
pa3BUBaINCh M TPaHCHOPMUMPOBANNCH B XOAE HaLLMX
H6ecef1, NO3TOMY Bbl, 6€3yCNOBHO, AOMKHbI CUMTATb
ceba coaBTOpaMu 3TOM BbICTaBKW. bonblloe cnacn6o
3a TO, YTO Bbl OblNIM TBOPYECKMMM, BOOXHOBMAIOLLMMU
W YBr1eYeHHbIMU cOpaTHMKaMU. HakoHel, A
6narofapto HalWmx LWeapbix CMOHCOPOB: YHUBEPCUTET
Litopuxa, LLIBeMLapCKMIM HaLWMOHaNbHbIM HayYHbIN
doHA 1 YHuBepcuteT Opmnbypra. DUHaAHCOBbIE
OTAENbl BCEX ITUX YUYpexaeHnn, n ocobeHHO Mupmam
BonbremMyT ¢ kadenpbl coLmanbHOM aHTPOMOMOM MK

W KYNbTYPHbIX MCCNefoBaHMIM B Litopuxe,

cAenanu Bce BO3MOYKHOE, YTOObl MOMOYb HaM, U
3PPEeKTUBHO pacnopaanTbCca HaLMM CKPOMHbIM
dUHAHCUPOBaHMEM. DTa BbICTaBKa- KOMTEKTUBHbIN
MPOAYKT MHOTMX YMOB W1 PyK, U 9 6eCKOHEeYHO

pafa, 4Yto 6bi1a YacTbio 3TOro NpoLiecca. Hagetoch
HabnoaaTh, KaK OHa pacTeT K TpaHchopMUpyeTcs BO

YTO-TO HOBOE B OHMTaH M 0dNalH MPOCTPAHCTBax.

CURATORIAL
SECTION
ON PROJECTS

The exhibition brings together 17 artworks from artists
from different regions of Inner Asia, from Kazakhstan,
Kyrgyzstan, Mongolia, the Uyghur homeland, and
Inner Mongolia, as well as perspectives by research-
ers and artists bringing their own look on the region

from outside.

Marat Rayimkulov's interactive animation takes us
to the artist’'s adolescence during the transformation
of the 1990s, as perceived through a recreation of
the daily trips on the trolleybus of Kyrgyzstan's cap-
ital Bishkek. In a similar vein, Shailoo Jekshenbaev
uses the materiality of the former airstrip of Bish-
kek’s old airport to take the viewer to the memory of
the dreams of freedom that stood at the beginning

of the artist’s career path.

Urban and rural roads and footpaths are the subject
of Sonata Rayimkulova's photo essays, as well as
Altyn Kapalova's video work, which looks at the ev-
eryday roads taken by women in Kyrgyzstan. Meder
Akhmetov takes the materiality of Bishkek's roads
as a starting point for a postmodern microscopic
exploration of the relation between the city and its

citizens.

Road infrastructure itself figures prominently in
several works. Zoya Falkova's augmented reality
explore how roads bisect nature, while Zulaa Ur-
chuud’s video work investigates the emergence of
modern road infrastructure as a spotlight on the
history of Mongolia and the gradual sedentarization
of the Mongols. Ikuru Kuwajima looks at the moun-
tain highways built through the Pamir mountains of
Tajikistan as part of the project of industrializing the
hinterland of the Soviet Union. Finally, Fatima Omir's
kaleidoscope videos are dedicated to the roads and

connections within Inner Asia themselves.

Roads to the motherland figure prominently in
several artworks: Lisa Ross & Mukaddas Mijit's video
work on the Uyghur homeland, as well as Ramil Ni-
yazov's travel to the Chinese-Kazakh border. Madlen
Kobi takes us to a culinary exploration of the ethnic
politics of food. In Said Atabekov's photography, the
road becomes a teleological metaphor for the politi-

cal and social transformation of the Kazakh nation.

Nazira Karimova's video work takes a look at the
human development, through the lens of the Cen-
tral Asian tradition of the transformation that takes

place every 12th year of the life cycle.

Finally, Davaajargal Tsaschikher's audiovisual work
leaves the physical world and enters the spiritual
realm to explore the spiritual roads of human lives,
as does Orna Tsultem’s curatorial project with the
participation of Mongolian artists Enkhbold Togh-
midshiirev, Munguntsetseg Lkhagbasuren and

Batzorig Mart.
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KYPATOPCKUWU

TEKCT

BbicTaBka «ACDOAJIBT: NUHUK XKN3HU» 06begmnHAaeT
17 paboT XyOOXKHUKOB 13 Pa3HbIX PErMoHOB
BHyTpeHHen A3nmn - KazaxcTtaHa, Kblprbl3cTaHa,
MoHronumu, Ynrypckom poauHbl (CUHbLU3AHb-
YMIYPCKOro aBTOHOMHOIO panoH Kntaq) m
BHyTpeHHeln MOoHIonnu, a TakKe Xy4oXXeCTBEHHbIe
MPOEKTbl UccriegoBaTenem 1 XygoXKHUKOB,

npegnaratolmx B3rnan M3BHe Ha 3TOT permoH.

B ¢doTo-cepum «dopora B Pum» Canpa AtabekoBa

nopora (v cnefbl Ha Hel) CTaHOBUTCS Tef1eono-

rMUYecKom MeTadopol Kak OpeBHMX KapaBaHHbIX nyTen/
cBA3e Mexay BocTokoM 1 3anagoMm, Tak M 3HaKaMm

COBpPEMEHHOW TpaHChOPMaLMM Ka3axCKOM HaL WM.

NHTepaKTMBHaa aHMMauma «[JoaeckageH»

MapaTa PanMKynoBa MepeHoCUT Hac B FOHOCTb
XyOOXHMKa B mepuog TpaHchopmaumm 1990-x
rofoB, BOCMPUHMMaeMyo Yepes Bocco3aaHme
eXxeflHEBHbIX Moe300K B Tponnenbyce N28 rno
Buwkeky - ctonmue Kblprbi3ctaHa. AHaIOrMYHbIM
obpazoM LLannoo OykekllieHbBaeB B CBOEM MpPoeKTe
«CTapblin asponopT» NpeacraBngaeT HebonblUyto
nctopuio 6biBLLEN B3/1€THO-MOCAA04YHOM MOoch!
cTaporo asponopTa Bulikeka (PpyH3e), UTobbl
nepeHecTu 3puTena He TObKO B CBOWM gaBHMe
BOCMOMMHAHMA O MeYTax, O MosieTe, HO U MoKasaTb
M3MeHeHWs, KOTopble MPONCXOAST B 0OLIECTBEHHOM

CO3HaHWM cenyac.

fopofckue 1 cenbckme OpPorn 1 TPoTyapbl -

TemMa poToacce CoHaTbl PauMKynoBOW, a TakxKe
BMOeopaboTbl «KeHckue goporn» ANTbiH
KananoBon, B KOTOPbIX paccMaTpmBatoTcs
noBcefHeBHblE OOPOMM, MO KOTOPbIM XOOAT
YKeHLMHbl B OTOa/IeHHbIX permoHax KbiproisctaHa.
Mepoep AXMETOB B CBOEM MpoekKTe «J1exxadumm
MOAVLENCKMIN» BOCTIPUHMMAET GaKTypPHOCTb
achanbToOBbIX AOPOT BULLIKeKa KaK «KMBYIO MaTepUIo,
KOTOpas obLLaeTca C HaMK Ha sA3blKe BUOpaLUity.

B cBoeM NOCTMOAEPHUCTCKOM BO MHOTOM UPOHUYHOM
MCCNedoBaHMM OH MblTaeTCs MoBedaTb 3PUTENIO
pa3Hble NCTOPUK, KOTOPbIE MOABNSIOTCS «MOL HOraMm».

CaMa OopoXKHasa MHOPACTPYKTYpPa 3aHMMaeT BaxKHOe



MECTO B HECKOMbKUMX paboTax. Buaoeoponmkm
OOMNONTHEHHOM peanbHOCTK 3on DanbKoBOM
NCCenyoT, Kak gOpOorM pacceKatoT npmpoay, a
BMOeopaboTa 3ynaa Ypuyyn UccneayeT nossreHne
COBPEMEHHOM OOPOXHOM MHPPACTPYKTYPbI B CBETE
NCTOPUKM MOHIONMKM M MOCTENEHHOWM 0CeasioCTn
MOHTIOJIOB. VIKypy KyBa)XrMa paccMaTpmBaeT
rOpPHble OOPOrM 1 TPOMbI, MPONOXEHHbIE Yepe3
MamMumpckme ropbl TaoXXMKMCTaHa No rpaHuue

c APraHMCTaHOM B paMKax MpPoOeKTa OCBOEHUS
BHYTpPEHHUX paroHoB CoBeTckoro Coto3a. M
HaKoHeLl, KanemaoCcKon BUAEOPOINKOB DaTUMbl
OMUP MOCBALLEH O0OPOraM, JIIoOAM U CBA3AM BHYTPU

caMomn BHyTpeHHeln A3nun.

[doporv Ha POAUHY 3aHMMaIOT BaXKHOE MeCTO B
HecKosbkUx paboTax: BuaeopaboTbl J1In3bl Pocc

1 MykKapgaca MyoxuTa o6 yMrypckom poauHe, a
TaKXKe nyTellecTBMe NnepcoHaxka 13 Bnaeo «fMmcbmMa
B BocTouHbIn TypKecTaH» PamMumng Huasosa m
AobIKapa..... K KUTaMCKO-Ka3axCKoW rpaHuLe.
MapneH Kobu npurnallaeT Hac Ha KynmnHapHoe

nccnegoBaHMe 3THMYECKOM MONUTUKKM edbl.

BurpoeopaboTa «ManablH MCUH WbliFapy» Hasmpbl
KaprMoBoOW paccMaTpUBaET pa3BUTHE HeNoBEKA
yepes NpU3My LLeHTpanbHOa3naTCKoM Tpagnumm
TpaHchopMaLMK, KOTOpada MPOUCXOAUT Ha

KaXXOoM 12-M rofly XM3HeHHOoro Lukia. HakoHel,
ayaunoBusyanbHaga paboTa «CoH B LLlambane»
Oasaaxxaprana Llawmxepa npencrasngaet [lyxoBHoe
nyTelwwecTBME K MMPOBOMY SHEpPreTUYeCcKoMy

LeHTPY: MoHacTbipto XaMap, B MPOBUHLIMMA

HopHorosu, MoHronmda. KypaTopckumm npoekT OpHbI
LlynTeM € ydaCcTMEM MOHIOMTbCKMX XyOOXHWKOB
SHx60on0a TorMuawmmpesa, MyHryHU3USra
JNxar6acypaHa 1 Bat3opura MapTta 3To BM3yasibHOe
roBecTBoBaHMe 06 U3MeHeHUSX, MPOUCXOOALLMX

B pe3yfibTaTe pa3fgenieHna n nepenneTeHms

rOPOACKOM M CeNMbCKOW peaibHOCTEN.

Mpurnawaem Bac oTNPaBUTbLCS B MyTb BMECTE C HaMM.

CURATORS

Gosia Biczyk

Anthropologist, Central Asian art and cul-
ture admirer

I am here because | believe that art has a great
power to connect people’s lives. And | believe that

it is what we need now more than ever - a moment
of break to meet along the road, a symbolic tea
time to listen to each other, to understand our dif-

ferent, and yet fundamentally similar paths.

Ulan Djaparov

Architect of the MUSEUM studio, indepen-
dent curator of contemporary art

| got engaged in “Asphalt” because of the friend-

ly relationship with the curatorial group: Gosiaq,
Philipp, Aida. Also, there is an opportunity to look
at the situation in our region in different optics, Oin
the context of different concepts of “Central Asia”
or “Inner Asia” that include the republics of Central
Asia, Mongolia and some regions of China. Interest-
ing new characters, discoveries, projects, connec-
tions.. | wonder what constellation of artworks and

the artists will turn out in our joint project.

Philipp Reichmuth

Researcher, consultant, art manager
in Central Asian projects

Two things got me interested in “Asphalt” — how
roads appear and disappear and shape the lives
and fates of Central Asian countries, peoples and
people; and how they connect them, shifting the
gaze from nations and their differences towards

what they have in common and how they are af-

fected by similar fates.

Aida Sulovaeichmuth
Art Producer, Curator

| came to participate in Asphalt project to recon-
nect with Central Asian art scene and to discover
new artists from China and Mongolia. Taking new
roads, starting new journeys, hearing the sound of
feet walking are the signs of life full of discoveries,

curiosity, and freedom.










FATIMA OMIR

Fatima Omir is a Kazakhstani artist with a classical
education in painting. Her versatile art expression
spreads out from classically impressionist oil land-
scapes and portraits, to performative art, video art
and sophisticated animal art. Critical topics of con-
nectivity, human relation, human animal relation,
but also deconstruction of common myths of capi-
talism and of political heroes are among the topics
coming back in her art in last years. A giant tumble-
weed with an inbuilt kaleidoscope could become
one of her iconic works, symbolizing constant search
for new artistic landscapes and new eyes to look at

the reality around her.

OATUMA
OMUP

datumMa OMUP, Ka3axCTaHCKasa XyOoXKHULA C
KaccuyeckM obpas3oBaHMEM B XXMBoMNucK. Ee
PA3HOCTOPOHHEE XyQOXKECTBEHHOE BblpaXkeHue
pacnpocTpaHAeTCd OT MacMAHbIX Nen3a)kein U
MopPTPETOB A0 NepdOPMaTUBHOIO MCKYCCTBa,
BUAEOaPTa U MCKYCCTBa C UCMOMb30BaHMEM
YXMBOTHbIX (HW OfHa YUTKa He nocTpaganal).
KpuTnyeckme TeMbl B3aMMOCBA3M, YeNTOBEYECKMX

OTHOLLUEHWM, OTHOLLIEHWI Mexay ntoabMn U

YKMBOTHbBIMU, @ TaK)Ke paspyLleHne oBLLMX MUPOB

O Karnutasnmame n NMoJTINTUHECKUX repPOAX ABJTAKOTCA
OOHUMU N3 TEM, KOTOPbIEe BO3BPALLLAKOTCH B

€ee NCKYCCTBO B rnocrnegHume rogbl. [MraHTCKUM

D & &

rnepeKaTU-rnosie cCo BCTPOEHHbIM KanenagoCKOMoM
MOXKET CTaTb OAHUM U3 €€ KyBTOBbIX
Nnpoun3BeaeHMM, CUMBOMUN3NPYS MOCTOAHHbIN MOUCK
HOBbIX XyOOXECTBEHHbIX aHALAadTOB U HOBbIX 133,

UTOObI B3IMM4AHYTb Ha pea/ibHOCTb BOKPYI Hee.

JOURNEYS
OF PERCEP-
TION

| am the Kanbak, the Tumbleweed, who moves driv-
en by the winds of life through time and space. One
may speak of postcoloniality, of a Central Asian so-
ciety made up of tumbleweed individuals who have
broken away or been torn from their roots, traveling
downwind in search of a new home. But the histo-
ry of civilization tells us that population migrations
have occurred throughout the world even before
the latest colonizations. And after them, in our

later times, before the pandemic, people were not
restricted to moving around the world, migrating
and emigrating. Although temporarily the pandem-
ic has slowed down these flows of travelers, on the
other hand it has sharpened the desire of some to
change their place of permanent residence dramati-
cally, and some may have realized that there is really

nowhere to go.

I, just like any other person, have a prism of percep-
tion, which is always with me, and of course | am
not always aware of it, but usually going somewhere
on a trip, | take a portable X-eidoscope with me to
capture the reality of my movements through the

prism.

Fatima Omir

NMYTELUECTBUE
BOCINPUATUA

A TOT caMblin KaHbak (nepekaTu-nosne) -

KOTOPbIN OBUMYKETCA FOHUMbIA BETPOM XU3HM

BO BPEMEHW U MPOCTPaHCTBE. MOXHO rOBOPUTb
O MOCTKOMOHWMANbHOCTK, O TOM, YTO OOLLLECTBO
LleHTpanbHOM A31M COCTOUT U3 TINYHOCTEN-
nepekaTmn-nosne OTOPBaBLUMXCS UM OTOPBaHHbIX
OT KOPHEN, MyTeLUEeCTBYOLLMX MO BETPY B
MoKncKax HOBOTIO MPUCTaHMLLA, HO UCTOPKA
LMBUNIM3ALMU FOBOPUT O TOM, YTO MUTPaLUM
nonynsaumMm naen Npoucxoamnia rno BceMy Mmpy
M 0O NocnenHmx KonoHu3saumm. M nocne HUX,

B Hally mocnefHue BpeMeHa, 4o NaH4eMuu,
NIOAM BObINN He OrpaHUYeHbl B MepeMeLleHnax
Mo MUPY, MUFPUPOBAaNM KU AMUTPUPOBaNU. N XoTb
BPEMEHHO NaHAEMUA MPUTOPMO3UIA 3TN MOTOKM
nyTeLlecTBYOLMX, HO C APYroM CTOPOHbI 06ocTpuna

XelaHne HeEKOTOPbIX MOMEHATb MeCTO NOCTOAHHOTIO

I'Ipe6bIBaHl/IFI KapAnHalibHO, a KTO-TO BO3MOXXHO

OCO3Han uTo, 6exxaTb COBCTBEHHO Hekyaa.

Y MeHs, TaK »Ke, KaK 1 y NMtoboro Apyroro 4enoBeka,
€CTb NpW3Ma BOCNPUATUA, KOTopas BCcerga co

MHOW, N 9 KOHEYHO He Bceraa 3TO OCO3Hato, HO
06blYHO HaMpaBNAaCh Kyaa-HMOyab B noe3aky, bepy
MopTaTUBHbLIN X-eMO0CKOM C co60oM, YTOBblI OTCHATL
peanbHOCTb CBOUX NepeaBuM»KeHU Yyepes Npmnsmy.l,
just like any other person, have a prism of percep-
tion, which is always with me, and of course | am not
always aware of it, but usually going somewhere on
a trip, | take a portable X-eidoscope with me to cap-

ture the reality of my movements through the prism.

QR CODE



Short videos made with use of caleidoscope / Cepusi KOPOTKMX BUAEOPOSTMKOB, CHATbIX C MOMOLLbIO KafleaocKona

Fatima Omir Fatima Omir



SONATA
RAYIMKULOVA

Born in 1996 in Bishkek, Kyrgyzstan. She is an artist
working in black and white graphics, sculpture and

animation. She was a member of creative group 705.

“I am interested not only in drawing, but also in
animation and sculpture. They let me enter into a
kind of dialogue with the outside world, to broad-
cast experiences, and to reflect on what is hap-
pening. Therefore, | am interested in topics related
to the formation of a person, their existence and
interaction not only with society, but also with the
space in which they live. Also how we work with

our memories.”

A4

PAUDIMKY-

COHATA
JTIOBA

Poounack B 1996 rogy B builukeke, Kblpi

XynooXHWLa, paboTatolllad B YepHo-6

CKyNbMAType 1 aHnMaLmu. Asnganac

TBOpYecKom rpymnnbl 705.

“MeHs nHTEepecyeT He TOJIbKC

aHUMauuns u cKynbntypa. O

BCTYNaTh B CBOEO6PA3HbIM

MUWUPOM, TOAHC/TUPOBATH.

PA3MBbILLISITD O MPOMUC,

MeHS1 MHTEPECYIOT TEM,

c popmMmupoBaHmneM 4

cyujecTBoBaHUEM U enicTBUeM He TO/IbKO
Cc 06L1ecTBOM, HO U C TPAOHCTBOM, B KOTOPOM
OH YXMBET. A TAK)Ke TO, KOK Mbl pa6oTaeM co

cBoeM namMaTbio”.

IDENTIFYING
A LEADER

“Identifying a leader” is a short study about peo-

ple and feelings. When | was a kid, going outside

in winter and seeing someone’s footprints made
me feel better and | tried to walk straight ahead

so | wouldn't end up knee-deep in snow, these
well-trodden paths made me feel safe and | never
thought about being in the wrong place, | always
knew that they would take me exactly where | was
supposed to be. And then on my way back from
school and seeing that barely visible dotted line turn
into a thick black line, | felt like | had made the right
choice. Occasionally someone would stray off the
road, and their narrow path would seem incongru-

ous and out of place.

Sonata Rayimkulova

BbI4ABJ/IEHUE
JTNOEPA

“BbliaBrneHue nuaepa” - 370 HeboblLoe
nccnegoBaHme o Nioasx U ollyLeHWax. B oetctee
BbIMAS Ha YIULY 3UMOM U YBUOEB YbW-TO Crienbl
MHEe CTaHOBW/IOCh CMOKOMHee, 1 A CTapanacb MATK
MPAMO MO HUM YTOBbl He OKa3aTbCA MO KOMEHOo

B CHery, 3TV NpoToNTaHHble MyTW FOBOPUIM O
HaOEXXHOCTW A0POru, U Nada Mo HAM 9 HUKorga He
ayMarna o TOM, YTO MOry BAPYr OKa3aTbCa He TaM,

A BCerga 3Hara, 4YTo OHU NpuBeayT MeHs UMEHHO

Tyda roe g 0onkHa 6biTb. A 3aTeM BO3BpaLLasgchb Co

LKONMbI U BUAA, KaK Ta eBa BUAHas MyHKTUPHas
NMHWA NPeBpPaLLanach B XXMPHYIO YepHYo Mosiocy,
a olUyllana, Y4To caenana nNpaBuiibHbIN BbIGOP.

Mopoi KTo-To cOMBArcs C OPOrU, 1 ero y3eHbkas

TPOMMHKa Ka3asiaCb MHe Hecypa3HoP1 n HeyMeCTHOPI.
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Sonata Rayimkulova

Sonata Rayimkulova



MopOo3HOEe YTPOo, BCE MOKa COHHO M CyMpaydHo,
COJMHLE TOMbKO NNaHnpyeT NoaBUTCA roe-HUbynb

Ha ropusoHTe. M BCe UTO A BUXKY 3TO NULLb Bernoe,
pbIX/10€ MOMOTHO, Koe KaK BpolleHHoe Ha 3abbiTble
ntoabMU NpeaMeTbl. OHO CTOBHO MPOLNTO METKUMM
YepPHbIMU CTEX-KaMW KOTOPble HEMOHATHO rae

Ha4as/lIMCb N He ACHO Kyda OHU Tebs npmeenyT.

Sonata Rayimkulova

.. .h

MHe Bceraa 6bI/10 MHTEPECHO YbM e 3TO cnefbl?
B3pPOCNOro YenoBeka Unm NoapoCcTKa, XeHLWMHbI

NN MY>KYUHbBI M KyOa OH MAeT?

Sonata Rayimkulova

MoueMy eLle MeHs NPUBEKaloT 3TU cnedbl, Tak 3To
MOTOMY YTO MO HUM 9 MOTY YBUOETb HACKOMb-KO
6e3omnaceH 3TOT MapLLPYT, HUKOMOa He 3Haelllb, YTo
CKpbIBaeTCs Mof 3TUM GapxaTHbIM OOes/IOM, U KaK
rNy6OoKO Thl MOXKELLIb B HEro NMpoBanuTbed. Magd Tak ¢

BUYKY YY>KME OMIOLWHOCTU U MOTY UX M36exaTb.



B pnetctBe g xoouna Tak 3a 6paTOM, TOYHO 3Ha4da

4YTO BCe ero warm BepHble 1 4 B4 J1M CMOTKHYCb

wnu ynaay.

MNHorga MHe BCe e yaaBanoCb BCTPETUTLCA
C 1toabMun NMMLIOM K Ly, yCinbllaTb X OManorn,

OHW Bcerga 6bi/in 0 YeM-To HaCyLIHOM, O LieHaX,

HO Yalle BCero o gpyrmnx Taknx »e ntogdax, KoTopbixX

OHMN o6cy»<nam/| N OCy>aoann.

Sonata Rayimkulova

Sonata Rayimkulova
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ZULAA
URCHUUD

Zulaa Urchuud was born in Ulaanbaatar in 1991.

In 2016, she graduated from Fine Art Insitute

of Mongolia with the major in graphic arts and
designer. Since 2016, she's been making video arts

and media art installations.

Since 2016, she's been working as a freelance artist.
Starting 2017, she's been working as a main designer
of Golden Ger International Film Festival

of Mongolia.

SYJ1AA
YPUYY

3ynaa Ypuyyn poannach B YnaH-batope B 1991 rogy.
B 2016 rogy oKoH4YMna MHCTUTYT M306pa3mTenbHOro
MCKycCTBa MOHIonmMm no crneumanbHOCTM
“MNpadumyeckoe NckyccTBo U ansamHep”. C 2016 roga
CHMMaeT BMAOL0APT U Meama-apT MHCTaNAauMn.

C 2016 roga paboTaeT Kak CBOBOAHbIN XYOOMHMK.

C 2017 roga paboTaeT rnaBHbIM AM3anHe poM
MOHFOTbCKOro MexxayHapoaHOro KMHopecTnBang

“3onoton lep”.

NOMADTITUDE

Using footage from socialist era Mongolia, this video
art deals with the nomadic people’s transitioning
from their lifestyles into urbanization... A changing
of roads throughout years and the movement of
people from all across the country to the cities... A
timeline of changing physical and spiritual paths.
Primary instincts of the nomads, such as having a
deep respect for natural surroundings, were force-
fully replaced by having to think of society and com-
monwealth in accordance with socialist dogmas
and later capitalist machinations. This work presents
the roads taken and not taken by the Mongolian

nomads up until now.

For generations nomadic people of Mongolia were
moving from one site to another depending on the
weather and animal conditions. Before choosing
the way and direction, they meditate, looking for
guidance from the environment. This visual art will
present the roads taken and not taken by nomads.
Although nomadic ways of life were part of our
culture for thousands of years, recent urbanization
and modernization of life is changing the attitudes
of Mongols. Since 1920 and the rise of Communism
in Mongolia people started to learn and embrace
living in communities and neighborhoods. Thanks
to socialist developments, countryside Mongolians
started flocking to capital city for permanent settle-

ment.

Zulaa Urchuud

With the settled way of living, came the need to
adapt behaviors such as being responsible for public
property, commmunication and co-existing with fel-
low citizens. All these posed great and novel chang-
es for Mongolians; however, they also stayed true to

nomadic values and consciousness.

1989 brought democracy to young modern Mongo-
lia, with free markets and a parliamentary system.
This sudden transition shaped generations of Mon-
golians trying to adapt to yet another new system.
This period marks extreme social divisions and
disparity. It's safe to state that average Mongolians,
who came of age during this period, have different
points of view, mentality and attitudes compared to

Millennials and Gen Z.

Primary instincts, such as living with the nature and

having deep respect for natural surroundings, were

forcefully replaced by having to think of society and

common wealth in accordance with socialist dog-

mas.

This was followed by democratic regulations of so-
ciety with human rights in the center and free will.
As a result Mongolians followed many paths and
crossroads, developing into people with different
points of views, mentality and values. Globalization
and immediate connection to modern world though
internet, as well as travelling abroad is the next high-

way for ever changing Mongolian society.

| was born and raised in Ulaanbaatar, thus | am far
distanced from nomadic mentality; occasionally this

causes minor misunderstanding and differences

between me and my friends; between city folks and
countryside folks. The artwork presents the chang-
ing roads and paths of Mongolian mentality from

perspective of city-born girl.

NOMAD-
TITUDE

Mcnonb3ys Kagpbl M3 MoHronmn BpeMeH
coumanmima, aToT BUOe0apT paccKa3blBaeT O
rnepexone Ko4YeBOoro Hapoda oT CBoero obpasa
YKU3HU K ypbaHm3aumm.. CMeHa [opor Ha
MPOTAXEHUW MHOMMX NET U NepeMeLLeHne nogen
CO BCEeW CTpaHbl B ropofa... XpoHOMorns usMeHeHusa

PU3NYECKUX U OyXOBHbIX MyTEN.

MepBUYHbIE MHCTUHKTbI KOYEBHMKOB, TaKMe KaK
rny6okoe yBaXkeHue K oKpy»KatoLLen npmposae, 6binm
HaCWbHO 3aMeHeHbl HEO0BXOOMMOCTbIO AyMaTb

06 06LLeCcTBe U CoOpyKecTBe B COOTBETCTBMM

C COLMANMUCTUYECKMMM JOrMaMm, a 3aTeM r
KanuTanmncTUyeCcKMMm MaxmHaumamm. B aton
paboTe NpencTaBneHbl NyTH, MPOVAEHHbIE N He
nMponaeHHbIe MOHIONMbCKMMK KOYEBHUKaMK [0

HacCTodALllero spemMeHn.




MpoekT byaeT NpencTasnaTb cobowm
KOPOTKOMETPaXKHoe B13yarbHOe UCKYCCTBO,
rMokasblBatollee nepexon KoYeBbIX MTO4en 1 nx
06pas »}U3HU B ypbaHM3aL Mo, XyooxHWLa 6yaeT
MCMOMb30BaTb apXMBHble aydMOBMU3YalbHble
MaTepuasnbl MOHIOMbCKOTrO MHCTUTYTa BUOE0apTa
019 MaHUNYMPOBaHWS, PeAaKTUPOBaHUS U
CO30aHNa KOHEUYHOTO pe3ybTaTa B COOTBETCTBUU CO
cBOUM BUOeHMeM. CIOXeT NpeacTaBUT U3MeHeHMe
OOPOr Ha NPOTAXEHWN MHOTUX JIET M NepemMelleHne
ntofer no cTpaHe 1 ropony. BpeMeHHada Wwkana
M3MEHeHNa GU3NYECKMX U OYXOBHbIX MyTel.
MynbTUMeONNHbBIV CIOXKeT ByaeT NpencraBnaTb
CcoBoM UCTOPUIO, CBS3bIBAIOLLLYIO BCE YXU3HU B
npoLwioM 1 6yaylieM. ByayT Mcnonb3oBaHbl YepHO-
6enble U LBETHble Kagpbl, 9KCMepUMeHTarlbHble
Kagpbl, M306parkatoLime Byayliee, B cCO4eTaHUM CO

3BYKOM.

Ha npoTaXeHUM MHOIMMX MOKONEHUIN KOYeBble
Hapoabl MOHIoNMKM Nepexogunnm c OgHOro

MecCTa Ha Opyroe B 3aBMCMMOCTM OT MOrogbl M
COCTOSIHUA YXUBOTHbIX. Mpexkae uemM BbibpaTb MNyTb
M HanpaB/eHUe, OHU MeQUTMPYIOT, ULLA MOACKA3KU
Yy OKpyKatoLlem cpefbl. 9To n3obpasuTenbHoe
MCKYCCTBO MPeacTaBUT 4OPOrK, Mo KOTOPbIM XOOAaT U
He XOOAT KOYEBHUKMN.

XoTa KoueBoM 06pa3 KM3HU Oblsl YacTbio HaLLemn
KYNbTYPbl Ha MPOTIXEHUU TbICAY NeT, HeAaBHASA
ypb6aHM3aumsa U MoaepHM3aLUMUS KU3HU MeHdaeT
B3rnanbl MoHronos. C 1920 roga 1 Npuxogom
KOMMYHM3Ma B MOHIonmuy nogn Hadanm yumTbea

N NPUHNMATb XXN3Hb B obLUMHaxX n KBapTanax.

Zulaa Urchuud

Bnarogaps counanmcTnyeckomy pasBUTUIO,
Ce/ibCKMe MOHTIOJ1bl Ha4all CTEKaTbCH B CTONULLY

Ha MOCTOAHHOE MeCTO XXNTeJ1bCTBa.

BMecTe ¢ ocef/ibiM 06pa3oM XM3HK MosBUIach
Heo6XxoOMMOCTb afanTaLmm TakMx Moaenemn
rnoBefeHus, Kak OTBETCTBEHHOCTb 3a 06LLEeCTBEHHOe
MMYLLIECTBO, Ob6LLIEHME U COCYLLIECTBOBaHME C
corpa)gaHamu. Bce 3To npuBeno K 60nblnM U
HOBbIM M3MEHEHUAM /19 MOHIOMOB, OAHAKO OHU
TaKXXe OCTarlnCb BEPHbI LIEHHOCTAM M CO3HaHMIO

KO4YeBHUMKOB.

1989 rog NpuHeC MoOMoaoM COBPEMEHHOM
MoHronmm nemMoKpaTuio, CBO60AHbIE PbIHKMN

M NapaMeHTCKYy CUCTEMY. DTOT BHe3arMHbIN
nepexof cbopMMpoBan MOKONEHUA MOHIOMOB,
MbITABLUMXCA MPUCIOCOBUTLCA K elLlle OHON HOBOW
cuctemMe. ITOT Nepuro O3HAMEHOBAaCA KpanHUM
couManbHbIM pasfneneHmneM M HeEPaBEHCTBOM.
MOYKHO C YBEPEHHOCTbIO YTBEPXAATb, YTO
cpefHecTaTUCTUYEeCKMe MOHIoMbl, 4OCTUNLLNE
COBEpLUEHHONETUS B 3TOT NEPUOL, MMEIOT MHble
TOUKU 3PEHUNS, MEHTATUTET U OTHOLLUEHMUE K XXU3HMU,

yeM MunneHmanbsl 1 MoKoneHune Z.

MepBUYHbBIE MHCTUHKTDI, TAKME KaK YXM13Hb C
npupoaon 1 rmybokoe yBaxeHue K eCTeCTBEHHOMY
OKPY>KeHWI0, BblNT HACUNTbHO 3aMeHeHbl
HeobxoaMMOCTbto AyMaTb 06 obLiecTBe U obLeM
6oraTtcTBe B COOTBETCTBUW C COLMANMUCTUYECKUMM

OorMamMun.

3a 3TMM NocnegoBasio 4eMoKpaTnyeckoe

perynmpoBaHue obLLecTBa C NpaBamMu YenoBeka B

LeHTpe 1 cBo60O0MN BONW. B pesynbTaTte MOHIOfbI
MPOLUVN MHOYKECTBO MyTen U NepeKpecTKoB,
NpeBpPaTUBLLINCH B TIIOAEN C PasHbIMW B3TNFOaMM,
MEHTalIUTETOM U LIeHHOCTAMMW. [NMobanmsaumsa n
HenocpeacTBeHHas CBSA3b C COBPEMEHHbIM MUPOM
uepes VIHTEepPHET, a TakxKe NyTellecTBMA 3a rpaHuLy
- 270 crenytollas MarmcTparnb 48 MOCTOAHHO

MEHSIOLLLErocd MOHIoONIbCKOro obLecTBa.

A poounca v Bblpoc B YNnaH-baTope, NosToMy

A fanek OT MeHTanmTeTa KOYEBHWKOB; MHOraa

3TO BbI3blBaeT HeBObLLVE HEAOMNOHUMAHMA U
pa3Hornacmsa Mexxay MHOM U MOMMU OPY3baMU,
MeXay FOPOACKMMU M CENTbCKUMU )uTenamu. B
STOM MpPOoeKTe 4 XoTena NPeacTaBUTb MeHgaLLmeca
OOPOrM U MYyTU MOHIO/TbCKOIO MEHTANIUTETA C TOUKU

3peHunsa OeBYLLKW, POOUBLLENCH B ropoae.

QR CODE

Video based on archival materials / Buaeo Ha ocHoBe apXMBHbIX AaHHbIX




MARAT
RAYIMKULOV

Born in 1984. Member of the group 705 since 2005. |
have been making short animations since 2006. My
animations were shown in the Central Asia pavilion
at the Venice Biennale in 2011 and at the exhibition
“Die Grenze” (“Border”, 2015-2019). Since 2014, he has
co-organised the Bishkek April Fools' Competition.
In 2020 he published a series of notebooks “Testa-

ment” about the artistic environment in Bishkek.
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Poounnca B 1984r1. YyacTHUK rpynnbl 705 ¢ 2005 T.
Oenato KopoTkme aHnMaLumm ¢ 2006 r. AHUMaLnm
OblSIM MOKa3aHbl B MaBUNboHe LleHTpanbHOM A3um
Ha BeHeUMaHCcKoM 6buHanne B 2011r. 1 Ha BbiCTaBKe
“TpaHmua” (2015-2019rr). C 2014T. cOOpraHmM3aTop
OULLIKEKCKOrO MepBOanpenbCKOro KoHKypca. B

oo

2020 r. BbINYCTWA Ceputo TeTpaaen “3aBellaHme” o

Xy[OOXecTBeHHOM cpefe B Bullikeke.

L1 T T ———

Video game

DODESKADEN

Two points in Bishkek are connected by a rather
long trolleybus route number 8. All through the
1990s, my brother Timur and | would take this trol-
leybus on weekends and make the almost hour-
long journey from Pishpek station to the East Bus
Station. We would sit by the window, looking at
passers-by, at the cars, imagining ourselves as the
trolleybus driver. It so happened that most of the
stops on this trolleybus route involved a life where
one faith was replaced by many other beliefs, reli-

gions and rituals.

OONECKALIEH

[Be Touku ropofa Bullkek coegnHAET 0OCTaTOUHO
ONTMHHbBIM TponnenbycHbin MapLupyT N28. Bce 90-bie
a9 1 Mow 6paT TUMyp B BbIXOAHbIE AHW CAAUNUCh Ha
3TOT TpoNnenbyc 1 NpoaenbIBaam NoYTH YacoBoe
nyTellecTBMe OT CTaHUMM «[Mnwnek» 0o BoctouHoro
aBTOBOK3ana. Mbl CafuInNCb y OKHa, BCMaTpuBaincChb
B MPOXOXUX, B MaLLUWMHbI, MpeacTaBnanm cebs
BoauTenemM Tponnenbyca. Tak Nony4mnoch, YTo
60MbLUMHCTBO OCTAaHOBOK 3TOIr0 TPONEeN6yCHOro
MapLpyTa 66110 CBA3aHO C XXU3HbIO, KOraa ogHa
BEpa CMeHATaCb MHOXECTBOM OPYrMxX MOBEpUM,

penurim n puTyarnos.

Marat Rayimkulov

QR CODE



MEDER
AKHMETOV

Master's Degree in Architecture DIA Dessau Insti-
tute of Architecture (Dessau, Germany), Diploma in
Architecture & Design at Kyrgyz State University of
Construction, Transportation and Architecture. Art-
ist, architect at MUSEUM studio, based in Bishkek,
Kyrgyzstan.

MELOEP
AXMETOB

CTeneHb MarmcTpa apxutekTtypbl DIA Dessau Insti-
tute of Architecture (deccay, lepmMaHug), AUNAOM
Mo crneunanbHOCTU “ApxmUTekTypa 1 amn3amH”
KbIprbl3CKOro rocygapcTBEHHOIO YHMBEPCUTETA
CTPOMUTENBCTBA, TPAHCMOPTA U aPXUTEKTYPbI.
XyOOXXHUK, apxmTekTop cTtyanm MUSEUM,

6asnpytollerica B bullkeke, Kblprbl3cTaH.

SPEED BUMP

The asphalt is the vibrant matter - it communicates
with us with the language of vibrations. | am the
artist-the translator (shaman). My art tools -

my “podrisuiki” are the mediators. They help me
and you to develop and read the ideas of what the

asphalt vibrant agency is telling us in indirect way.

The road under my feet tells the story. Let's read it

together.

Meder Akhmetov

Ao d

Ao d

S
>
h'd
O
S
Ll
- |
S
=
O

EXXA4YUA

J1
N

AcdankeT - 3T0 XMBag MaTepua - OH obLLaeTca C HaMu
Ha a3blke BUBpaLU. H - XyOOXKHWK - NepeBoaYmnK
(wamaH). Moun xynoyKeCTBeHHble MHCTPYMEHTbI -
MOU “nogpucymkmn” - aenatoTca nocpegHmkamm. OHM
MOMOTatoT MHe U BaM pPa3BUBaTb M YMTaTb Maeu
TOro, 0 YeM HaM KOCBEHHO coobllaeT acdansToBoe

BMGpMpYtoLLee MoOTHO.

[Jopora noa MOMMKM HOFAMKM PACCKa3blBAET MCTOPUIO.

HaBanTte npo4ynTaeM ee BMecCTe.




ESSAY 1.
EMERGING
STORY

OF ASPHALT.
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ESSEY 2 FOR
THE ADULTS:
ROAD GHOSTS

Meder Akhmetov Meder Akhmetov
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Meder Akhmetov




DAVAAJARGAL
TSASCHIKHER

Davaajargal Tsaschikher (DVJRGL) is one of the
leading contemporary artists of Mongolia, who
profoundly influenced in the development of sound
and media art in Mongolia. In the past he was invit-
ed to take part of numerous important international
art exhibitions such as 57th Venice Art Biennale (Ita-
ly), Today Art Festival (Holland), Taipei Dangdai (Tai-
wan) and others. His works have been displayed in
over 40 exhibitions in his home country and abroad,
collaborated with Mongolian traditional musicians
and artists from France, Germany, Belgium, Bulgar-
ia, Taiwan and USA.

Davaajargal is also vocal and musician of well-known
Mongolian ethno rock-n-roll band Mohanik. Mohan-
ik has invited numerous music festivals and show-
cases in Mongolia, Russia, China, Korea and Japan.
“Mohanik @ Amarbayasgalant” (2013), which is their
second album, was highly influenced by Mongolian
traditional melodies and modern rock elements
combined with Nomadic philosophy. Davaajargal

is one of the founding members of contemporary
art movement “Human — Nature — Love - Freedom”
(2013). The artists’ collective has been part of over
20 exhibitions, mostly with his sound compositions,

installations and mixed media works.

OABAAXAPIAJT

LACHUXEP

HaBaaxkapran Llacumxep (DVIRGL) - ogmnH 13
BeOyLLMX COBPEMEHHbIX XyQOXXHUKOB MOHIoAMN,
OKa3aBLUWMIK ry6oKoe BNMFAHME Ha pasBUTHE
3BYKOBOIO M Me[Ma UCKYCCTBa B cTpaHe. OH
MPUHMMaN y4actme B MHOMOYUCIEHHbIX BaXKHbIX
MeXOYHapOOHbIX XyOOXXECTBEHHbIX BbICTaBKaXx,
Takux Kak 57-9 BeHeuLMaHcKkaa xyooXecTBeHHadq
6ueHHane (UTanus), Today Art Festival (TonnaHgms),
Taipei Dangdai (TaBaHb) 1 Opyrux. Ero pabotbl
6bI1M NpefcTaBneHbl Ha 6bonee YeM 40 BbICTaBKaxX
Ha poAMHe 1 3a ee NpefenamMu, B COTpyaHMYEeCTBe
C MOHTOMTIbCKUMM TPAAULMOHHBIMU MY3blIKaHTaMM
U XyOOXHMKaMU n3 OpaHumm, lepmadunm, benbrmn,

Bonrapuun, TamsaHa n CLLA.

[aBaaxkapran Takke 9BAFETCA BOKAIMCTOM U
MY3bIKQHTOM U3BECTHOM MOHIO/IbCKOWM 3THO-POK-H-
pPOonnbHOWM rpymnnbl MoxXaHMK. MOXaHWK BbICTyManu
Ha My3blKasbHbIX GeCTMBaNAX 1 Loy B MoOHronuu,
Poccuu, Knutae, Kopee 1 4noHmnmn. Btopo anbbom
“MoxaHuK @ AMapbascranaHt” (2013) cosgaH nofa,
BTMAHMEM MOHIOMbCKMX TPAAULMOHHbBIX MENOOMI
M 3/1EMEHTOB COBPEMEHHOTIO POKa B coYeTaHUM

c dunocodmer KOYEBHMKOB. [laBaarkapran
ABNAETCA OOHMM U3 OCHOBATENEW OBUMXKEHUA
COBpPEMEHHOIo MCKyccTBa “Henogek - MNpupoaa -
Jto6oBb - CBo6oAA" (2013). KONMEKTUB XyOOMHUKOB
y4yacTtBoBan B 6oee YeM 20 BbiCTaBKax, B

OCHOBHOM CO CBOMMK 3BYKOBbIMU KOMMO3NLMNAMMU,

NHCTaNnndumamMm m cMellaHHbIMM MeQla pa6OTaMM‘

DREAM
IN SHAMBALA

| avoid “knowing too much”, environmental infor-
mation, and everything that is being wasted day by
day. Technological and economic evolution in this
contemporary life is too fast and powerful, but too
dangerous... While constantly realizing that we are

living in such a day, creative experiments are taking

place in the midst of the discovery of “our” root data.

It is thought that human intuition and spirituali-

ty awaken in a deep state of disconnection from
any environment. Those moments feel alive. What
bring it to that state, according to the artist, are the
moment, the process of creation, and the phenom-
enon of bringing others into that cycle. Conscious-
ness and unconsciousness, madness and peace, yin
yang... There is no limit, but if it is already there, it
becomes polarization. My work focuses on the pro-
cess of finding balance in these many dimensions,
or of breaking down an abstract system that seems

to be balanced.

Mongolia’s Gobi is spiritual, mysterious and fab-
ulous. This place is known as the ancient seabed
of our planet, the cradle of history, the “energy
center” and the “land of Shambhala”. This piece
is an experimental video or short film that might
combines nomadic wisdom with contemporary

language. Where do nomadic minds migrate today

Davaajargal Tsaschikher

in the midst of ever-changing natural challenges?
Migrating with what? Will it exist in the midst of
contemporary mindset? Or wander after them? Or
try to maintain a unique nomadic mentality and
communicate with humanity in a modern way? In
the midst of such reflections, you can feel the inner
explosion, the anxiety, and the meditation to focus

on the emptiness.
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A n3berato 60MbLIONO MOTOKA SKOIOMMUYECKOM
l/IHCbOpMaLI,VII/I M noBcegHeEBHOIoO WyMa.
TexHonornyeckas M aKOHOMMYeCcKaa 3BONOLUNN
NPONCXOOAT CITNLLKOM 6bICTpO M TaaT B cebe

6on bLUYH OMACHOCTb... [TOCTOAHHO OCO3HaBag,
YTO Mbl XXMBEM B TaKOe BpeM4d, KOrga TBop4yeckmne
SKCMNepUnMeHTbl MPONCXOOAT B Pa3rap OTKPbITUA

“Hawmnx” KNoYeBbIX AaHHbIX.

CumTaeTcs, UTo YenoBedecKkasd MHTYULMA U
OYXOBHOCTb NPOoBY»XKAaoTca B IMy60KOM COCTOAHUM
OTK/IIOUEHUS OT NI0BOro OKPYXKEHUS. B 3T MOMEHTbI
YyenoBeK YyBCTBYET cebd »KMBbIM. B 3TO cocTosiHMeE,
MO MHEHMIO XYOOXKHMKA, MPUBOOAT CAM MOMEHT,
rMpouecc co3gaHna U GeHoMeH BoBeYeHUs
OPYTrvX B 3TOT UMk, Co3HaHWe U 6eccosHaTenbHoe,
6e3yMue 1 NOKOM, MHb-aHb... Mpefena HeT, HO

€C/IN OH U eCTb, OH CTaHOBUTCA MongpusaLnen.
Mos paboTa cocpefoTodeHa Ha npouecce nomcka
HanaHca B 3TUX MHOTOYUCEHHbIX U3MEPEHUAX UMn
Ha pa3pyLUeHWM abCTPaKTHOW CUCTEMBI, KOTOpas

KaXXeTCH C6aﬂaHCl/IpOBaHHOIZ.

MycTbiHA 061 B MOHIOMUU - yXOBHOE,
TaUHCTBEHHOE U CKa304YHOEe MeCTO. 9TO MECTO
M3BECTHO KakK [peBHee AHO Hallew NiaHeThl,
Konbibenb UCToOpUK, “sHepreTnyeckni LeHTp”

n “3emna LLamb6anbl”. 3Ta paboTa npeacraBnsaet
coboin aKcnepuMeHTanbHoe BUOEO UMK
KOPOTKOMETPaXKHbIM GUAIbM, B KOTOPOM MyOPOCTb
KOYEBHWMKOB COYETaAETCH C COBPEMEHHbBIM S3bIKOM.
Kyoa MUrpUpytoT KodeBble YMbl CerogHs, nocpeam
MOCTOAHHO MEHSAIOLLMXCA MPUPOLHbIX BbI3OBOB?
Murpauma c 4em? CMOXKET I OH CYLLLEeCTBOBaTb
cpenmn coBpeMeHHbIX YMOHACTpPoeHMIn? Nnu
6ny>KOaTb BCreq 3a HUMM? Mnu nonbiTaTbes
COXPaHWTb YHWKaNbHbIM MEHTANIUTET KOYEBHUKA

M 0BLLATbCA C YeNToBeYeCTBOM Ha COBPEMEHHbIN
nap? MNMocpeau TakMx PasMblLlLIEHUIN MOXKHO
MOYyBCTBOBaTb BHYTPEHHUM B3PbIB, TPEBOIY U

MeOUnTaLlnto, UTOGbI COCpPeoTOHNTbCA Ha NMyCcToTe.
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Video / Bupeo

Davaajargal Tsaschikher



IKURU
KUWAIJIMA

Ikuru Kuwajima is a Moscow-based artist, photog-
rapher, videographer, writer and translator, origi-
nally from Japan and educated in the University of
Missouri, Columbia, as a photojournalism major. In
the past 11 years, he has been living and working on
personal projects in several Eastern European and
Central Asian countries (Romania, Ukraine, Kyrgyz-
stan, Kazakhstan and Russia). He is fluent in Japa-

nese, Russian and English.

KYBAO3SUMA
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Wkypy KyBaa3svma - XyOoxKHUK, doTorpad,
BMOeorpad, mmcatesnb U NepeBoavmK, POOOM

13 AnoHnK, MoNyUMBLLUNIM obpa3oBaHme

B YHUBepcuTeTe Muccypu, Konymoéuda, no
crneumanbHOCTU “doToxypHanmcTuka”. NMocnegHue s
11 NeT OH XXMBET N paboTaeT Haf CBOMMM MPOEKTaMM
B HECKOMbKMX CTpaHax BocTtouHom EBponbl u
LleHTpanbHoM A3unu, BKAOUas PYyMbIHUIO, YKpaUHY,
Kblprbi3cTtaH, KaszaxctaH 1 Poccuto. CBo60gHO
BlaeeT ANOHCKMM, PYCCKMUM M aHIMTUNCKUM

A3blKaMW.

TRAIL

| traveled to the Pamir mountains of eastern Tajiki-
stan in the winter, going up and down the rugged
road by car in the high mountains along the Panj
river that formed hundreds of kilometers of the
border with Afghanistan, which was literally within
a stone’s throw for many, many hours. From this
Tajik side, | kept seeing the thin endless trail on the
Afghan side.

On that trail, “Afghans” have been traveling on foot
and donkeys from village to village, from genera-
tion to generation, from century to century. Maybe,
Alexander the Great or Marco Polo, who travelled in
the region centuries ago, may also have taken the
same path. The two sides of the valley in the isolated
mountains were artificially divided by the narrow
river, as a result of the Great Game between the
Russian and British Empires in the late 19th century.
And today, they are still divided — between Afghani-
stan and Tajikistan. On the Afghan side, it looked as

if time has frozen.

Driving along the natural border, the scenery of the
thin trail seemingly lasts forever. Taking in this view
transports me through time and space - as if by
time-machine — to a scene from a distant past. My
reverie lasts along the long old trail until my con-

sciousness fades into the snowy valleys of High Asia.

Ikuru Kuwajima

TPOIA

31MoI g BbiNT B MaMUPCKUX ropax B BOCTOYHOM
TagKMKKMCTaHe. B Te4eHMe OoNrMx YacoB 4
rnogHMMarncs u crnyckasncsa Ha MallvHe no
TPYOHOMPOXOAMMOM Aopore BOOMb peku ManHmx,
06pa3syoLLei COTHU KUMOMETPOB MPaHULLbl C
AdraHMCTaHOM, HaXOAMBLUMMCS ByKBaNbHO B ABYX

warax. C TagyKMKCKom CTOPOHDbI A MOCTOAHHO BMAeN

TOHKYIO BECKOHEeUHYO TPOony Ha adbraHCKoOW CTOpoHe.

Mo aTom Tpone “adraHubl” XoOMUAIMN MNELLKOM U
rnyTeLlecToBany Ha OCax M3 KMLUaka B KMLWMIaK, 13
MOKOEHMS B MOKOMEHME, U3 BEKa B BEK. BO3MOXXHO,
AnekcaHap MakegoHCKuUim unm Mapko Nono,
nyTeLlecTBOBaBLUKME MO 3TOMY PErMOHY MHOIO
BEKOB Ha3af, TOXe xoaunm no aton Tpone. onvHa B

ropax 6blfla UICKYCCTBEHHO pa3sfefieHa Ha ABe YacTu

Y3KOWM peyKomn B pe3yrbraTe Bonblon urpbl Mexay
Poccmimckom n bputaHckom MMNepuamMm B KoHLE
XIX Beka. CerooHa oHa BCe elle pa3feneHa - Mexxay
AdraHUCTaHOM 1 TamXKMKUCTAHOM. KaykeTcsa uTo

BPEMS 3aCTbl/I0 Ha adraHCKoOM CToOpoHe.

Korga eoellb BOONb ECTECTBEHHOW MPaHMLbI, TOHKaA
TPOrMa, KaXXeTcd, TAHHEeTCH Be4YHO. J_|IO6yFICb

STUMUM BOaMU, 4 MepeHOLLYCb CKBO3b BpeMd U
MNPOCTPaHCTBO - C/TIOBHO Ha MallMHe BpeMeHUn B
CLLeHbl U3 JafeKoro npoLioro. Moe cosHaHue
6J'Iy)+(£l,aeT BOOJ1b CTapOlZ TPOnMbl, MOKa He NCYe3aeT B

CHEeXXHbIX OonmHax Bbicokon A3nun.






B







N

Tl X 2













_.‘J_m'-' = t:-_q — *

P,

‘o W

g = g e r| . - - i e
—i -._' st i ™ e et e e, il
—_—es . il p—— Wy Ll
















NAZIRA
KARIMI

Nazira Karimi's work exists on the intersections of
diverse media such as digital performance, installa-

tion, and video.

The relation to the stereotypes of female identity
represented in modern realities, as well as the criti-
cal reflection on concepts of cultural territories is an
issue of her work as the artistic mode of cooperation
and by that questioning the concept of ethnograph-
ically coded identities.

Karimi often uses her own body mixing its parts with
animation and sound to question alienation and the

concept of identity.

Her work was featured in venues and exhibitions
such as Vienna Wrong Biennale, Aspan Gallery, ART-
BAT FEST, FemAgora, as well as Tselinny Center of

Contemporary Culture in Almaty, Kazakhstan.

“Since early childhood, which | spent in Dushanbe,
I associated the number 40 with rituals.
40days after birth, 40 days after death, 40 steps

of purification in the necropolis of Shahi Zinda

in Samarkand. For this work, | have assembled
a handmade analog pinhole camera that uses
the camera obscura technology mentioned

in arab sources and works of Alhazem of the

X century. | use photography not as a tool for

documenting, but as a magic device, the purpose

of which is to fix the subtlety of the place, trying
to catch the spirits living in the necropolises of the
Mangystau region. | turn to a simple basic form —
a line, a point starting from the earth and going

up into the sky”.

HA3SUPA
KAPUMWU

PaboTbl KapyMu CyLLECTBYIOT Ha MepeceyeHnmn
Pa3nNYHbIX Meaua, TaKMX Kak LidpoBon nepdo-

PMaHC, UHCTannauna 1 sngeo.

CTepeoTUnbl YKEHCKOM MAEHTUYHOCTU, MpeacTa-
B/IEHHbIE B COBPEMEHHbIX Peanusx, a Takxxe
KPUTUNYECKOE OCMbICITEHUNE KOHLEMLMIN KYNBTY-PHbIX
TEPPUTOPUIN — UHCTPYMEHTbI PABOT XyOOMKHM-

LLbl, KOTOPbIMU OHa MCCNenyeT KOHLLEML MO
3THOrpadUUeCcKy 3aKogUPOBAHHbBIX UOEHTUYHOCTEWN.
KaprMmM 4acTo 1crosb3yeT cobCcTBEHHOE Tero,
aHMUMaLMIO U 3BYK, Pa3MbILLIAA 06 OTYy>KaeHWe

MOEHTUNYHOCTW.

Ee pa6OTbI 6bInn npenctaB/ieHbl Ha MNMolWaaKax U

BbICTaBKax, Takmx Kak Vienna Wrong Biennale, Aspan

Gallery, ARTBAT FEST, FemAgora, a TakXXe B BUOEO-
nepdopmMaHc anga LieHTpa coBpeMeHHOM KybTypbl

«LlenmHHbIn» B AnMaThl, KazaxcTaH.

“C caMmoro paHHero geTcTBa, KOTopoe g rnposesia
B AywaH6e, yncio 40 accoummupoBasioch

Y MeHS ¢ pUTyanamMu. 40 gHer Cco gHS POXKAEHMS,
40 co gHAa cMepTU, 40 CTyrneHem o4YnLeHNs

B Hekporiosne WWaxu 3uHaa B CamapkaHae. Ans
3TOV Ppa60OThI 1 CO6PAsT MMHXOT-KAMepy(CTeHor1),
KOTOopAs UCMOJIb3yeT TEXHO/IOMMI KaMepbi-
06CKypbl, Yy[TOMUHAEMYIO B Apa6CKUX UCTOYHUKAX
u pabotax AsnibxazeHa X BeKa. 1 UCrosb3yto
¢doTorpaguio He B KQHeCTBe UHCTPYMEHTA AJis
AOKYMEHTMPOBAHUS, HO MAru4eckoro rnpué6opaq,
Lesib KOTOPOro — 3a¢pUKCUPOBATH HEY/IOBUMOCTb,
U3bICKAHHOCTb MECTQ, MOorbITATbCS Y/I0BUTb AYXOB,
obuTaroLmMx B HEKpPOosisax MaHrbicTaycKou
o61acTu. 1 o6paALLAOCh K NMPOCTON popme —
JINHUN, TOUKE, 6epyLLUer Ha4yaao 3eMn

M yxoasiuien B He60”.

MAIDYN ISIN
SHYGARU

Roads are like metaphors for movement.

Roads as volatile/transitional objects: material, social

and metaphorical.
The cultural significance of the roads.
The way.

This year, | take the word “road” as part of my life
path, since this year | entered my second Mushel.
The traditional Kazakh calendar has a 12-year life cy-
cle called “Mushel”. The is a belief that the transition
from one cycle to another is considered as a danger-

ous but important period.

The word “Mushel” means “part”, “share”. Thus, the
magic number “twelve” is present in many import-
ant rituals. For example, it was believed that there
are 12 main parts in the body of humans and ani-
mals, the sacrificial lamb is divided into 12 parts,

in a year, respectively, 12 months.

Mushel Zhas (kaz. Year) brings change and even

a breakthrough.

Studying my traditions (claiming them back), | care-
fully follow them. This year | try to be neat, take care
of loved ones, give away dear belongings (as the

ritual says).

At the moment | started working on Maidyn isin shy-

Nazira Karimi

garu | was in the middle of my Mushel, while | slowly

started feeling changes and breakthroughs.

For Maidyn isin shygaru, | created a video about
the path/road that | went through, protecting it by
practicing stolen traditions and rituals, that | claim

and assign.

MAIDYN
SHYGARU

ISIN

[oporu — kak MeTadopbl ABVKEHUS.

Ponb YyenoBekKa B XXM3HW SOPOTr U POSib O0POr

B XXMN3HW YesioBeKa.

[doporun Kak l/I3Mqul/IBbIe/ﬂepeXO,D,Hble 06BbEKTDI:

MaTepuasbHble, couMarnbHble U MeTadpopUuyeckme.
KynbTypHoe 3HadeHre Jopor.
MyTb.

TpaOUMOHHbIM Ka3axCKUW KaneHgapb MMeeT
12-NETHUM >XMU3HEHHbIN LMK, Ha3blBaeMblM
«MyLien». CyLecTByeT MHEHME, UTO NMepexop,

OT OOHOIO LMKMa K APYroMy CHMNTaeTCd ONaCHbIM,

HO Ba>XHbIM NepmnogoMm.

B aTOM roay, 9 BocnpuHmMato cnoeo “gopora”
KaK YacCTb YXM3HEHHOIO MyTK, TaK Kak B 3TOM rogy
9 BCTyNWa B CBOM BTOpoW MyLuen.

" ou

CaMo crioBo B NepeBoge 03HayvaeT “yactb’, “gong”.
Tak, Marmyeckoe 4ymcno “gBeHaguaTh’ NpucyTCTByeT
BO MHOIMMX Ba)XHbIX pUTyanax. Hanpumep,
CUMTANOCD, YTO B TeNe YenoBeka U }XUBOTHbIX
NPUCYTCTBYET 12 rMaBHbIX COCTaBNAOLMX,

Ha 12 yacTeln 0enaT U epTBeHHOro 6apallkKa, B roay,

COOTBETCTBEHHO, 12 MecaLeB.

MyLien Xac (ka3. [oa) NPMHOCUT NepeMeHbl
M Ja)Ke NpopbIB.

M3yuaa cBom Tpaguuum (NpeTeHaya Ha HMX),

a BCcerga nx cobntogato.

Ona Maidyn isin shygaru a cosgana Buaoeo o Nyt
/ mopore, Mo KOTopow g npoLuna, obeperas NyTb
OTHATbIMU MPAKTUKaMU U pUTyanaMm, KoTopble

A MbITalkoCb BEPHYTb 1 MPUNCBOUTDb.
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SAID
ATABEKOV

Atabekov was born in 1965 in Bes Terek in the
Tashkent Province of Uzbekistan. After his studies
at the Shymkent Art College, he continued with the
education of upcoming artists and the organization

of exhibits of their work.

He began his career when the introduction of
perestroika in the Soviet Union which enabled him
to make use of the enlarged possibilities of artistic
freedom. In this time he founded the collective Kyzyl
Traktor (Red Tractor) and experimented with inter-
national modernism. In course of history, his region
had been under influence of four strong and often
conflicting ideologies: nomadic pantheism, islam,
Russian influences and western capitalism. The
deeper paradoxes of them can repeatedly be seen
in his work, such as from the time of Genghis Khan,
during communism and in the time following the

dissolution of the Soviet Union.

In 2011 Atabekov was honored with a Prince Claus
Award.

CAU
ATABEKOB

ATabekoB poaunca B 1965 roay B bec-Tepeke
TallukeHTCKoW obnactu YabekuctaHa. [Nocne yuebbl

B LLILIMKEHTCKOM Xy[0XXEeCTBEHHOM YYUSTULLLE

OH MPOOOMKN 0ByYEeHNE HAUYNHAIOLLLMX XYOOMHM-

KOB N OpraHmM3aLlnio BbICTaBOK UX pa60T.

CBOIO TBOPYECKYIO OeATENbHOCTb Hayan ¢

HayanoM nepectporkm B CoBeTckoM Cotose, YTo
MO3BO/INO €MY BOCMO/Ib30BaTbCA PACLUMPEHHbBIMM
BO3MOXXHOCTAMMW XyOOXECTBEHHOM cBO6oAbl. B 3TO
BpeMsa OH OCHOBasl KoNnekTuB “Kbi3blfl TpakTop”
(“KpacHbIM TpakTop”) 1 SKCMEePUMEHTUPOBAI C

MeXXOyHapoaHbIM MOOEPHN3MOM.

B xone NCTOPUIN ero permoH Haxogumrcad
noa BanmdHMeM 4etblpeX CUIbHbIX M 4aCTo

KOHCbFIVIKTyI—OLLLl/IX MOEONOrMNM: NaHTeEMU3MaA

KOYEBHMKOB, MUCMaMa, PYCCKOro BAUAHMS U
3amagHoro Kanmtanmsma. Mx ry6okme napamoKchbl
MOMXHO HEOAHOKPATHO YBMOETL B €ro paboTax,
HampuMep, BO BpeMeHa YMHrmcxaHa, BoO BpeMeHa
KOMMYHM3Ma 1 B MepUo nocse pacrana

CoBetckoro Coto3a.

B 2011 rogy ATabeKoB Oblf1 YOOCTOEH MpeMum

npuHua Knayca.

WAY
TO ROME

This project started in the late 2000s. As a photo
book or small stories (quotes) of what happened to
us and around us - political and natural disasters. In
the project it is as if the traveller follows in the foot-
steps of Attila, Genghis Khan or Marco Polo from the
territory of China to Europe, to Venice with photodo-

cuments.

But in fact it is a journey inside of the traveller and
reflection in the information space. Having a vast
territory in the Great Steppe, we do not have enough
documentary archives. If there are archives, they are

outside our country, i.e. in archives of other coun-

OOPOTA
B PUM

tries. All that we know was transmitted to us verbal-

ly, through poetry or oral masterpieces of akyns-im-
provisers. ITOT NPOEKT HauymHancsa B KoHue 2000 rogos Kak

L dOTO-KHUMa UK HeborblLLMe 3aPUCOBKU (LIMTaTbI)
For me personally it is important to study the past

. . . . ) M3 TOro, YTO MPOUCXOOMIMO C HAMU 1 BOKPYF Hac -
and find the right answers-ideas materialized in a

L nonuTUYecKme 1 NpUpPoaHble KatacTpodbl.
truthful artistic form.

B npoekTte nyTelwecTBEHHMK, l/IJ:LyLLI,l/IlZ no cnegam

My photos are made with simple frames - horizon ATTNGI, UMHFM3 XaHa unn Mapko Mono us

and objects and installations... | rarely use random
TepputTopun Kntasa oo EBponsbl, 4o BeHeLnn Kak 6bl

objects, in general | prepare sketches for a photo .
CTapaeTcd 3anevaTtneTb CBOM NyThb.

first. Then | create objects and installations.
A Ha caMOM fene 3To nyTellecTeme

nyTelecTBEHHUKA BHYTPb cebda 1 pasMbllUfIeHUE B
MHbOPMaLMOHHOM NPOCTPaHCTBE. MIMea orpoMHYyto

TeppuUTopUIo B BENMKOM CTenmn, y HaCc HeQoCTaTOYHO

Said Atabekov

LOKYMEeHTallbHbIX apXMBOB. ECIIM OHK eCTb, TO
HaxoOaTca BHe HalleW CTpaHbl, TO eCTb B apxMBax
OpYyrux cTpaH. Bce 4To Mbl 3HaeM HaM MepepaBanm
YCTHO, Yepe3 CTUXN nnn npomsseaeHma akbIHOB-

MMMNPOBMN3aTOPOB.

019 MeHa IMYHO BaXXKHO U3YYMTb MPOLUSIoE U HanTn
OTBETbI, @ TaKXXe BblPa3nTb, BOMNNOTUTb NOoeun B

npaBOMBOM XyOoOXXeCTBeHHOM dopmMme.

®doTorpacdum NpeacTaBnsoT 3pUTENIO MPOCTble
Kagpbl - FTOPU3OHT U 0BBEKTLI , MHCTANNALMU... 4
PenKO MCMOMb3yto CydYanHble 06beKTbl, B OCHOBHOM
cHavana rotoesto and dotorpaduin ackmsbl. A nocne

aenato 06bekTbl M MHCTaNNaUnn.

QR CODE
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SHAILO DJEK-
SHENBAEV

Shailo Djekshenbaev was born in 1947 in Kyrgyzstan.
After graduating with diploma in architecture in
1971 he began his professional career as an architect.
In 1979 his passion for cinematography led him to
the Cinema Academy of Goskino USSR in Moscow,
where he studied animation film direction. Until
collapse of the Soviet Union in 1991 Shailo Djekshen-
baev was creating animation films in the Kyrgyzfilm
studio. Since 1992 he has become a freelance pho-

tographer. He resides and works in Kyrgyzstan.

One of the main themes of his work is the series of
changes that have occurred in the Kyrgyz society af-
ter the country’s independence in 1991. This includes
architectonical and environmental changes as well
as the development of contemporary art in Kyrgyz-
stan. Shailo participates in many international art

exhibitions both inside and outside Kyrgyzstan.

LUAUO
IKEKLUEH-

BAEB

LLlanno OykeklweHbaeB poawnnca B 1947 rogy

B Kblprbi3ctaHe. ocre nonyyeHmna ounioma
apxuTekTopa B 1971 roay oH Hayasn cBOko
npodeccrnoHanbHyo kapbepy. B 1979 roay
yBlie4YeHmne KnHemMaTorpadom nprBesio ero B
KnHoakagemuto fockmHo CCCP B MockBe, rae oH
M3ydan pexxmccypy aHMMaLMOHHOIO KMHO. [10
pacnaga CoBeTckoro Cotosa B 1991 rogy LLanno
[keKlleHbaeB co3naBarn aHMMaLMOHHble GUbMbI
Ha KnHocTyaumn “Kelproiadumnbm”. C 1992 roga oH cTan
BHeLITaTHbIM poTorpadoM. MpoXxkmMBaeT 1 paboTaeT

B Kbiprbi3cTaHe.

OOHoOW 13 rMaBHbIX TEM ero |oa60T ABJTAETCH

R e

psn U3MeHeHUIN, Npou3oLLenLnx B

KblPrbl3CKOM 06LLLEeCTBE Nocie 06peTeHMa

CTpaHOM He3aBMCcKMMOCTM B 1991 roay, BKAtoYad
APXUTEKTYPHbIE U SKONOIrMYECKNE U3MEHEHUS,

a TaKXKe pa3BUTME COBPEMEHHOIO MCKYCCTBa

B Kbiprbi3cTtaHe. LLlanno y4acTByeT BO MHOIUX
MeXOyHapPOLAHbIX XyOOXXEeCTBEHHbIX BbICTaBKax KaK B

Kblprbl3cTaHe, TaK 1 3a ero npenenamum.

OLD AIRPORT:
MY PERSONAL
HOMELAND

A story about the old airport in Bishkek, a sacred
place of Shailo Djekshenbaev, where he began his

artistic journey:

“The old airport has a complicated story. Back

in 1961, | moved to Frunze to continue my studies
after 8 years of school in my home village. | settled
with my aunt, who lived near the airport. Back
then it was called “the Frunze Airport” without
the fact that it was old. Now it is old, yes, after the

new one was built.

1 fell asleep and got up to the roar of aircraft
engines. This roar became the first sign of urban
civilization for me. | had to adapt and study in the
capital. The hum was always different and I liked
it ... it helped to get involved in the rhythm of the

capital.

1 didn’t know that in many years this would be-
come the main theme of my photography.

I came back here many years Ilater...”

Shailo Djekshenbaev
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McTopua o cTapoM asponopTte B Bullikeke,
cakpanbHoM MecTe LLlano OxkeklieHbaeBa, roe oH

Hayan CBOM TBOPYECKMM MyTb:

“CTapbivi a3pornopT UMeeT CBOIO HEINPOCTYIO
uctopwuio. Ewye B 1961 rogy s1 npuexas Bo PpyHse
nMpoJo/DKUTL y4eby rnocse 8-71eT LWKOJIbI.
 nocenuncsa y cBoeu TeTu - OHA MPOXXKMBAJIA o4
60okoM aspornopTa. Toraa oH Ha3bIBAJICS MPOCTO
“@pyH3eHckui AspornopTt” 6e3 Toro, 4To oH
“ctapbin”. Cenyac oH cTapbi, A4A, Nocsie Toro, KaK

6bl/1 MOCTPOEH HOBbIM...

§l 3acbinan v BCTABAs rnog ry/ v pes geuratesnen
camosieToB. OTOT peB MHe CTAJ1 NepBbiM 3HAKOM
ropoackou umBunansaumnn. S gosmxkeH 6bis
aganTUPOBATLCA U y4NUTbCS B cTonmue. Iyn 6bi
Bcerada pasHbIA M MHe 3TO HPABUJIOCh...

3TO NMomMora’sio BK/1lO4YNTbCSH B PUTM CTOJINLbI.

1 He 3HQJI, YTO Yepe3 MHOIO J1IeT 3TO CTAHET
r/10BHOV TEMOM MOEro MCKycCcTBa ¢poTorpagpum.

{1 BepHysics croAd CrycTs MHOIO f1eT...




APXUTEKTYPA

“Kak-To ko MHe o6paTusicsa benek ApunagKaHos,
KoJ171era v XopoLUni 3HAKOMbIM, cAe/1aTb
doTorpapmnmn MakeTa apxXUTEKTYPHOIro KOMIiJieKca

“BusHec LleHTp” OT KAKOM-TO 4AaCTHOM pUPMBbI.

Toraga B nuxue 90-e OHU POC/IN KAK rPU6GbI N TAKXKe
ckopo ncyesanun. benek ob6nagasn yHMKAsIbHbIMU
Ka4yecTBAMU U TOrAd, KA3as10Ch, MPULLJIO

BpeMs A1 TAKUX NapHeun, KaK Apug>xaHos, rno
XOopoLUueMy LLYCTPbIX U MPO6UBHbIX, APTUCTUHHbIX

n yerneycrpemMsieHHbIX.

Ha kpato B31eTHOro ross, psiaoM ¢ oTensiMm

“NMuHapa - Ak Keme” Bckope, Ha Moe yauB/ieHue,

0 "f"!i;‘!_--:_ et s % : BO3HUK )K€/1e30-6€TOHHbIN KAPKAC 06beKTA
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Beneka. MoTtoM oH Ha gosirne rogbl 6bis

s “3amMoporkeH”, 3aTeM 1 BoBCe Mc4e3 ¢ KapThbl
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Shailo Djekshenbaev
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“Ad no6bunsn aTor 06beKT. OH 6bi/1 471 MeHs Bpoae

KAnMTAHCKOIro MOoCTUKA, OTKyAaaQ 1 Mor inue3pertb

cBou “crapbivi Asporiopt”.
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LISA
ROSS

Lisa Ross is a photographer, video artist and edu-
cator living in New York City. Ross's work revolves
around the liminal spaces in which faith, culture and
abstraction meet. Her immersive landscapes and
early black and white work explore the skin of the
land. In doing so, she reveals the texture of culture,
and, in time, the political realities inextricably bound

to place that emerge.

Meanwhile, her portrait work has sought to capture
intimacy, and touches on issues of identity, gender

and belonging.

Ross also investigates physical manifestations of
faith, with journeys to the Sahara and Sinai leading
to an ongoing body of work exploring pilgrimage.

In recent work, Ross made repeated visits in and
around the Taklamakan Desert — visiting sites of
Uyghur shrines. These hand-made markers of faith
leave an indelible mark on the landscape — touch-
ing on cycles of life and death, pilgrimage and saint-
hood. They are an affirmation of existence,

a collective experience that is overpowering in its

very humility.

The resulting large-scale photo and video works
have been exhibited internationally, and refer to the
site-specific traditions of land artists such as Andy

Goldsworthy, evoking the existence and awe-inspir-

ing power of landscape. The series culminated in the
book Living Shrines of Uyghur China, published by
The Monacelli Press and distributed internationally

by Random House.

U3A
OCC

myal

Jnza Pocc - doTorpad, BUOEOXYLOXKHUK 1 Neparor,
npoxxmBatoLlas B Hbto-Mopke. Pa6oTbl Pocc
DOKYCMPYHIOTCA BOKPYT IMMUHAbHbIX MPOCTPAHCTB,
B KOTOPbIX BCTPEeYatoTca Bepa, KybTypa 1 abcTpa-
KumMa. Ee MMMepPCUBHbIE MeM3aXKn U paHHME YepHO-
6enble paboTbl MccrenytoT “Koxky” 3eMnun. MNpr aTom
OHa MOKa3blBaET TEKCTYPY Ky/bTYPbl @, CO BDEMEHEM,
MONUTUYECKME peannm, HePa3pPbIBHO CBA3aHHbIe

Cc nccnegyemMbiM MeCTOM.

B cBOUX MOPTPETHbIX paboTax OHa CTPEMUTCS
3ane4yaTneTb MHTUMHOCTb W 3aTparMBaeT BOMpPOChI

MOEHTUNYHOCTW, MoJia N NMPUHaOIeXXHOCTU.

Pocc Takyke nccnenyet pUsndeckme npoaBieHms
Bepbl: B pe3ynbrate nyTewectsmi B Caxapy

M Ha CMHAMCKMIN MONYOCTPOB MOABUMINCH PaboThl,
MoCBSLLEHHblIe MAaNOMHMYecTBY. B paMkax paboTbl

Hag nocrnegHMMM NpoeKTaMm Pocc HEOOHOKPATHO

rmoceluana NycTbiHo Takna-MakaH 1 ee
OKPECTHOCTU, Mccnenys MecTa YMIrypCKMX CBATbIHb.
STU PYKOTBOPHbIE OOBEKTHI BEPbl OCTaBAAOT
Hen3rnaguMbl cnep Ha naHgwadTe, 3aTparmsas
LMKl YXM3HU 1 CMEePTU, MasIoOMHMYECTBa

M cBATOCTU. OHU ABNAOTCA NOATBEPKOEHMNEM
CYLLLECTBOBaHWUS, KOINEKTUBHbLIM OMbITOM,

Henpeoagos/iIMMbIM B cBoOeM CKPOMHOCTMW.

Co3fgaHHble B pe3yrbTaTe Moe3km KpyrnHo-
MacLUTabHble GOTOo- M BUOEOPabOThbl BbICTAaBAANNCH
Ha MeXAYyHapO4HOM YPOBHE U OTCbIS1atoT

K TPaOMLMAM ee 3eMNAKOB, TaKMX KaK dHOM
fonacyopTu, PaboThl KOTOPOro PAacCKa3blBaOT O CyLLe-
CTBOBaHWW U BriaroroBemHom cune naHgliadra.
KynbMMWHaLMen cepumn ctana kHmra “>Xuvpble
CBATbIHW yMrypckoro Kntaga”, onybnmkoBaHHas
mnspatenbctBoM Monacelli Press n goctynHas

rno BCeMy MUpPy.

MUKADDAS
MUJIT

Mukaddas Mijit was born in Urumchi, the capital
of Uyghur Homeland. She is an ethnomusicologist,

filmmaker, danseur and music manager.
In 2003 Mukaddas Mijit came to Paris to study classi-

cal music. The non-visibility of Uyghur culture made
her decide to study Ethnomusicology to enable her
to promote her own culture. In 2015, she obtained
her PhD degree on ethnomusicology, researching

about “Staging of Uyghur Dance and Music”.

MYKAOOAC
MMNXKUT

Mykagnac MugykuT pogunachb B YpyMum - ctonuie
pPOAUHbI yrypoB. OHa 3THOMY3bIKOIOT, PEXMCCEP,
TaHLOBLUMLA U My3bIKaSIbHbIY MEHEMXEP.

B 2003 rooy Mykaggoac MuUoKUT npuexana B
[Mapu, YTOObI U3y4YaTb KNACCUYECKYIO MY3bIKY.
HeBMOMMOCTb YMIYPCKOWM KyNbTypbl 3acTaBuia ee
MPUHATDL PeLUeHNE N3yYaTb STHOMY3bIKOMOTUIO,
UTOObl UMETb BO3MOXXHOCTb MPOABUIraTb CBOO
cobCcTBeHHYO KynbTypy. B 2015 rogy oHa rnony4una
cTeneHb AOKTOopa GUNOCOPUM MO STHOMY3bIKOTOTMK,
nccnenya temy “rMocrtaHoOBKU YUIYPCKOro TaHLa U

My3bIKWN".




EPIC FAILURE

IMPRISONED OUTSIDE OF “HOME"
Mukkadas Mijit

Year 2017,

a year when everything started to crumble for each
and every Uyghur soul in the world. No matter
where they were physically, nor which citizenship
they held, the sense of alienness grew, like a dark
mark on their forehead whose edges seeped further
outward with every passing day, slowly branding
them as someone different and apart. For those
stuck outside the homeland, the “Road Back Home"

became unbearably blurry.

The “Epic Failure 1, 2, 3, trilogy features one Uy-
ghur body, dancing in abandoned spaces, grieving

through the stages of the loss of the “Loved One.”

The body moves in the land of the Great Manas, but
the mind longs for the other side of the mountains.
Where is home? Why is there no way back? From
this historically familiar but now foreign place, the

“Uyghur” body sends out a choreographic elegy.
All three performances were created in 2017 by

Lisa Ross and Mukaddas Mijit, at Aalam Ordo, an
unfinished complex on the southern shore of Is-
syk-Kul Lake, Kyrgyzstan. Initiated by politician and
businessman Tashkul Kereksizov in 2007, Aalam

Ordo was meant to become a center of spirituality,

Lisa Ross, Mukaddas Mijit

culture, and science. Instead, Aalam Ordo remains
forever half-built, its structures and monuments
sprouting untended weeds and occasionally flaking

off slabs of decorative stone.

3AK/TIOYEHHbIN 3A NPEOENAMMU
“ﬂOMA"

MyKkagac MunopxmT

2017 ropn,
TOT rof, Korga Bce Hayano pyLMTbCa ONF KaXKaom
YMIypcKow ayuimn B Mmpe. HesaBMCMMO OT TOro, rae

KaXkObl¥ N3 HUX HaxogMncs CbI/IBI/I‘-IeCKl/I M Kakoe

MMen rpa>gaHcTBo, YHyBCTBO OTHY>XXOAEHHOCTU POC/O.

3TO Kak TeMHasa MeTKa, KOTopas C Ka)kablM AHEM Bce
Janblle pacnonsanacb, Knemmuna nx Kak apyrmx,
MHopoOHbIX. [1NF 3acCTpaABLUUX 3a NpefenamMu
poavHbl, “fopora goMon” ctana HeBbIHOCMMO

TPYOHOM U HeonpeaeneHHoN.

B Bnoeo Tpunormm “anmyeckada Heygada 1, 2, 3" Bbl
YBUOMUTE YUIYPKY, KOTOpas TaHLLyeT B 3abpOLLEeHHbIX
rNMoMeLleHUEX U MPOXXMBAET BCe CTadMM rnoTepu

“tobumMoro yenoseka”.

Teno gBmxeTca no 3emMne Benmkoro MaHaca, HO
pPa3yM Haxo4MTCS MO Ty CTOPOHY rop. Iae »e AoM?
[MoyeMy HeT NyTn Hazaa? M3 aToro Mctopmyeckm
3HAKOMOrO, HO TeMepb YY)KOro MecTa OHa TBOPUT

Xopeorpaduyeckyto aneruio.

Bce Tpu nepdopmaHca 6binm cosgarbl B 2017 roay

JTnzom Pocc n Mykaggac MuokuTt B Aanam Opao,
HeOOoCTPOEHHOM KOMMIEKCe Ha IOYKHOM Bepery
o3epa Mccebik-Kynb B KbiprbiacTaHe. 3agyMaHHbIN
MONMMTUKOM U BU3HECMeHOM TalLKy/TIoM
KepekcnsosbiM B 2007 rofy, Kak LLleHTP AyXOBHOCTH,
KynbTypbl M HaykK “Aanam Opgo” HaBceraoa ocrancs
rnonypaspyLeHHbIM. Ero cTpoeHna v MaMaTHUKMU
MoOpPOCN COPHAKaMK, a OT NJIUT LEKOPATUBHOIO

KaMHA BpeMd OT BpeMeHW OTC/1anBatoTCA KyCOYKN.

EPIC FAILURE 1.2.3

Lisa Ross

It was 2017, we had flights to Urumgi but we re-rout-
ed to Kyrgyzstan. Mukaddas told me the text said
something like, “It's a cold summer, better not to
come. You never liked the cold.” That was enough
for us to understand that something was going on
and it wasn't safe to travel there, and certainly not
with me, a foreigner. Anyone with Chinese citizen-
ship could be detained. That's what came to hap-
pen, to thousands of people and then hundreds of
thousands and then over a million. Things we could

never imagine were soon to unfold.

Kyrgyzstan is on the other side of the border. There
is a large Uyghur diaspora there. We began to walk
through the landscape, meet friends, listen to mu-

sic, hear stories and absorb everything through our

eyes. We were both foreigners here. When we drove
along the southern road of the Issy-Kul lake region
we passed a long running concrete wall painted
with colorful murals. Further on we passed the high
gold painted iron gates, and pulled over to see what
was there on the other side, along the lake. We saw
large stages and sculptures, a young girl on a camel,
a painted starry sky, a flying saucer made of gold
metal and roaming horses. It was an abandoned
park. It looked like the circus had come to town and
left suddenly. We walked around, and in the silence,
imagined actors and artists engaging in spaces.
There was an organic cinematic feel. We needed to
express ourselves and returned the next day. | loved
working with Mukaddas because we could let go
and explore using our bodies, the space, our skills,
vision and imagination; we could improvise togeth-
er. There was a level of trust, and it was an emotional
time. The site we happened upon felt like an invi-
tation to create. And so we did. These 3 videos are

a culmination of something we can’t put language
to. But the spaces we chose to work in, the sunlight,
the rippling waves of the lake, the atmosphere of
our journey, found its way to express itself here at
Aalam Ordo. And so the show went on, and the park
was used, and the stories were told, and perhaps the

park itself was no longer an epic failure.

Lisa Ross, Mukaddas Mijit

AMNHECKAA HEYAYA 1.2.3

J1nza Pocc

3710 6b171 2017 rof, y Hac ¢ Mykaggac 6biiu
3an/1aHMPOBaHbl Pernchbl B YpPyMuM, HO Hac
nepebpocunnm B KbiprbiacTaH. MyKagaac ckasana
MHe, UTO B COObLLEHMM BbINo YTO-TO Bpoae: “/leTo
XonoaHoe, nydlle He npues)kan. Tbl HUKOTAA He
noéuna xonon". 3Toro 6b1/10 OCTAaTOYHO, YTOObI
Mbl MOHANK, UTO exaTb Tyda Hebe30MmacHo, U YK
TOYHO He CO MHOW, MHOCTPaHKOMW. JTlo60o YeoBeK
C KUTAaWCKMM Ipa)4aHCTBOM MO ObITb 3adepyKaH.
TaK v cny4Ynnock. Tbicayum Ntoaewm, COTHU Tbicay, a
MOTOM U MUNJTMOHDI. TO, YTO Mbl Aaxe He Morfn cebe

npencrtaBrTb, BCKOPe NMpomn3oLlso.

Kblprbi3cTaH HaxoOUTCA MO OAPYTrYO CTOPOHY
rpaHuLbl. TaM NpoxmBaeT 6o/bluas yMrypckaa
auvacnopa. Mbl TaM rynanu, BcTpedanmchb

C APY3bSMU, CAYLLIANN My3blKY, UICTOPUU —
ByKBasibHO BCe BMNUTbIBaNu. Mbl 06e 6binv 30ech

MHOCTPaHKaMun. Korga Mbl exanu no FOXXHOM gopore

o3epa Kccbl-Kynb, npoe3»kanm MUMO ANTMHHOM
GETOHHOW CTeHbl, pacnMcaHHOM KPacoYHbIMM
dpeckamun. [Janee npoexanu BbICOKME »Kee3Hble
BOPOTa, pacnmcaHHble 30/10TOM, M OCTaHOBWIIUCH,
UTOGbI MOCMOTPETD, YTO HAXOAUTCH Ha ApYyron
CTOpOHe, BOONb 03epa. Mbl yBuaenu 6onblume
CLLleHbl U CKyNbNTYpPY LEBYLLKWM Ha Bepbntoae,
HapucoBaHHOe 3Be3aHoe HebOo, NeTatoLLYyIO Tapenky
M3 30/10TOrO MeTanna u 6poasaymx nowagen. 3to
6bln 3a6poLUeHHbIN Mapk. Kazanock, 4To LmpkK
npuexan B ropof 1 BHe3anHo yexan. Mbl xogmnnm
BOKPYTI M B TULLMHE MPEACTaBaNn, Kak aKTepbl

U XYOOXHWKM 3aHMMAOTCS MPOCTPaHCTBOM.

Mbl MOYyBCTBOBAM KMHEMATOrPadpUUHOCTb
MOMeHTa. HaM Hy»HO 6bl/10 Bblpa3nTb cebs, 1 Mbl
BEPHYNMNCb Ha Cnefywmim oeHb. MHe HpaBUIoCh
paboTaTb ¢ MykagaacoMm, MOTOMY UTO Mbl MO/
OTNYCTUTb cebsa 1 nccnenoBaTh, MCMOMb3Ya HaLLK
Tena, MPOCTPaHCTBO, HallW HaBbIKW, BUOEHWE

M BOOBPpaXkeHMe; Mbl MOV UMM POBU3UNPOBaTb
BMecTe. My 4yBCTBOBaiM JOBEPUE M SMOLLMO-
HanbHbIM MogbeM. MecCTo, B KOTOPOM Mbl OKa3as/uCh,
CaMo Npurnawano K TBop4YecTsy. M Mbl TBOpUAW.
ST TPU BUOEO - KyTIbMUHALMA TOrO, YTO Mbl HE
MO Bblpa3uTb CiIoBaMU. HO MPOCTPaHCTBO,
KOTOpOe Mbl Bbibpanu anga paboTbl, COMHEUHbIH
CBET, KOJblLWYLMECH BOMHbI 03epa, aTMochepa
MyTeLLeCcTBUA HaLLM CBOE BblpaXXeHWe 30eCh, B
Aanam Oppgo. M Tak oencreme NpoLo/mKanoch Bedb
aTMocdepa Napka No3BosIMIa HaM paccKkasaTb
MCTOPUU, 1, BOIMOXKHO, CaM MapkK rnepecTan bbiTb

aMMYeCcKom Heyga4vew.



EPIC FAILURE 1:

MM

A crumbling giant mural portrait of the legendary
Chinggiz Aytmatov and a minuscule dancing body
on the southern shore of Issyk-Kul. The dancer
searches for words for her elegy: spinning, raising,
stretching, stepping right and left, looking up and
down, running, sitting—all these movements only to

assemble a phrase to express the grief and the loss.

Just like a ballerina trapped in a music box, the
“Uyghur dancing body" is trapped in an infinite
world, right outside of “Home."” This is nothing but a
wordless lamentation, in an empty park in front of
Chinggiz Aytomatov's slowly vanishing portrait.

LR

A colossal mural painting with a gold, gaudy frame
is itself framed by nature— a still sky and rippling
waters. In the painting, a mountain is the back-
ground to an arm, hand and fingers raised high,

appearing to wave out to an audience. The paint-

Lisa Ross, Mukaddas Mijit

ing’s canvas is in a state of decay; the face is torn
and blowing in the wind. The eye appears and disap-

pears as it flaps in space.

Mukaddas moves gracefully, her arms forming

a multitude of arabesques. Her hands turn and
fingers bend. She spins, folds, and bows. Her back
arches followed by the roll of her arms. The pitch

of the music is playful and sorrowful. The oversized
face in the mural dwarves her body. When she steps
beyond the boundary of the mural, the sea and the
sky surround her, shifting the focus from the man-

made to a dialogue with nature.

AMNHECKAA HEYIAYA1:

MM

PaspyLUlatolLMNCa TMraHTCKUIM HaCTEHHbIN MOPTPET
nereHgapHoOro YmHrmsa AMTMaToBa U MUHUATIOPHOE
TaHLUyoLLee TeNo Ha toXKHOM Bepery Mccbik-Kyns.
TaHUOBLUMLA VLLET C/0Ba /19 CBOEW 3M1erunu:
KRY>XUTCH, MOOHMMaETCS, TAHETCS, LUaraeT BNpaBo

M BMIEBO, CMOTPWT BBEPX U BHWN3, OEXKUT, CUAUT - BCe
3TU ABMXKEHUS TONMbKO O/19 TOro, 4Tobbl cobpaThb

dpasy, BblparkatoLLyto rope 1 noTepto.

Mono6Ho 6anepuHe, 3aNepTon B My3blKasibHOM
LIKaTyKe, “TaHuylollee Teno” 3anepTo B
6eckoHeYHOM MUpe, NPAMOo 3a NpegenamMmu “doma’.
3TO He UTo MHOoe, Kak 6eccnoBecHble CTeHaHMA

B MyCTOM Mapke nepef MeafleHHO Mcuye3atoLmm

nopTpeToM YnMHrmsa AmMTmMaToBa.

np

KonoccanbHada HacTeHHasa »XMBOMKUCH C 30/10TOM,
ananoBaToM paMol caMa obpamMiieHa Nprpoaomn

- TUXUM HEBOM U »Xyp4allMMM BogamMm. Ha
KapTuMHe ropa asndaetcsa GoHOM A9 PYKU, KUCTb

M Nanblibl KOTOPOWM BbICOKO MOOHATHI M Kak Obl
MaLUyT 3pUTenam. NMonoTHO KapTUHbI Pa3pyLUaeTcs:
MO Pa30pBaHO M pa3BeBaeTCcd Mo BETPY. [Ma3

NnoABIFEeTCAH N MCHe3aeT B NPOCTPaHCTBe.

MyKa[oaac OBUXKETCH rpaLnMo3HO, ee PyKn obpasytoT
MHOYECTBO y30poB. Ee pyKu BpallatoTcs, a Nanbupi
crmubatotca. OHa Kpy>KUTCa U KrnaHaeTed. Ee cnivHa
BbirMbaeTca ayroi, 3aTeM creayoT B3Maxm pyK.
3BYKM My3bIKM UTPUBbI U MedanbHbl. Ha doHe
OFPOMHOTO ML Ha PPecKe ee TeMo KaeTcs
MeHbLle. Koroa oHa BbIXOAMT 3a rpaHuLbl Gpecku,
03ep0o 1 HeBOo OKPYXKAIOT ee, CMeLLas akLeHT

C PYKOTBOPHOCTM Ha OUanor ¢ Npmponown.

EPIC FAILURE 2:

MM

“Why am | here?”

“Why am | in someone else's Epic Story?”
“Where is my tale?”

“Where are my heroes?”

“Where is my home?” ...

LR

The establishing shot shows the mild hypnotic
waves of Ysyk-Kol Lake with a fallen decorative iron
fence in the foreground. At the edge of the water is
the deserted Aalam Ordo Park. The next sceneis a
tale told by a Mukaddas who charts the boundaries

of bare bleachers. The seats have become the stage

Lisa Ross, Mukaddas Mijit

set for this performance.

Within a tightly framed minimalist backdrop of
black and gray, the sound of gentle waves echo in
the calm and grace of the dance. Over time there is
a shift, and a dialogue with the space itself unfolds.
Mukaddas walks rapidly and repeatedly across the
grid of sun bleached granite tiles. She lies down on
a step in the mottled scenery of decay; rolling her
body onto the next step and the next, she merges
with the stone. Her legs fold and collapse beneath
her body and a toil ensues. Her sneakers cannot find

traction and there is a loss of control.

Wild green weeds shoot out of gaps and cracks,
bursting like wiry bouquets left to commemorate

the forgotten.

In closing, the view is widened; we see that the
stage is set in front of six concrete yurts connected
by walls that present a fort-like barrier. Behind the
yurts are layers of mountain ranges. We are left to

see the deteriorating arena.

AMNYECKAY HEYOAYA 2.

MM

“MoueMy a 3g0ecb?”

“MoueMy A B Yy»KOMN anmveckomn nctopmm?”
“Ine Mos cka3ska?"

“roe moun repomn?”

“me Mmom gom?" ...

P

B mocTaHOBOYHOM Kagpe MokKa3aHbl MArkme
rMNHOTUYECKME BOMHbI 03epa Mccbik-Kyrb ¢
MoBaNeHHbIM AeKOPATUBHbBIM YKere3HbiM 3a60poM
Ha NepefHeM MnnaHe. Y KPOMKU BOAbl HAXO4UTCH
3abpolleHHbIn Napk Aanam Opao. CnenytoLuas
CLEHa - 3TO CKa3Ka, pacckasaHHaa Mykagaac,
KOTOpasa 06XxoaUT rpaHuLLbl FoNbiX TPWMBYH. CuaoeHbs

CTanu geKopaumnaMm ang aToro CnekKrtakng.

B TecHOIM paMKe MUHUMaNMUCTCKOro ¢poHa YepHOro
M Ceporo LBeTa LWYM HEXXHbIX BOSTH OTpaXaeTcs

B CMOKOMCTBMU U rpaumm TaHua. Co BpeMeHeM
MPOUCXOOUT CABWT, U pa3BopaYmMBaeTca gmanor

C CaMUM MPOCTPaHCTBOM. Mykagaac 6bICTpo U

MHOIOKPAaTHO XOOMT MO peLlleTKe U3 BblOeneHHbIX



COMHLEM FPaHUTHbIX MINMTOK. OHa NTOXKUTCA

Ha CTyrNeHbKy B MecTpOoM Mnensaxe pacnana;
rnepeKaTbiBas CBOE TeM10 Ha CriedyoLLyto U
CnefyoLLyto CTYMNEeHbKY, OHa C/IMBAETCH C KaMHeEM.
Ee Horm noarnGatoTca v NpoBanmMeatoTca Nog ee
TenoM, HacTyrnaeT TPYAHbIM MOMeHT. Ee KpOCCoBKM
He MOTYT HaWTUK cueneHMe C MOBEePXHOCTbBIO, M OHa

TepseT 6anaHc.

N3 wenen un TPeWwmnH I'IpO6l/IBaI-OTCF| ONKne 3eneHble
COPHAKW, KOTOPble paCnyCKatkoTCH, KaK 6yKeTbI,

OCTaB/1IeHHbIE B MaMATb O 3abbITbIX.

O630p paclMpseTcs; Mbl BUOMM, UTO CLIeHa
YCTaHOBMNeHa nepep LWecCTbto 6ETOHHbIMU topTaMu,
COeMHEHHbIMW CTEHaMW, KOTOPbIe MPenCcTaBAsaloT
coboi Bapbep, MOXOXMIN Ha GopT. 3a topTaMu
HaxoOAaTCA ropHble XpebTbl. HaM ocTaeTca yBMAETb

pa3pyLUAOLLYOCH apeHy.

Lisa Ross, Mukaddas Mijit

EPIC FAILURE 3:

MM

The body of the dancer, trapped outside of “Home,”
wishes to explore foreign spaces, wishes to heal.
Could this be an opportunity to learn a new poetry?
Has the time come for her to sing in another lan-

guage, to be in another place and time?

Benevolent manaschi Saiakbai Karalaev watches her
moves over the top of the nearby mountains. The
“Uyghur dancing body” tries to imitate the Kyrgyz
storyteller without success. The “Uyghur dancing
body” tries to remmember her own language, her own
story, her own dance moves. She turns, runs, tries to
escape from her open-air cell. Exhausted, she finds

herself on the ground of the empty space.

Thus, trying to tell someone else’s Epic Story fails.

AMNYECKAY HEYAYA 3.

MM

Teno TaHLOBLMLbI, 3aMepToe 3a npegenamu “fdoma”,
yKenaeT UccnenoBaTh UyXKMe NPOoCTPaHCTBa, XenaeT
UCLUENnTbCA. MOXeT BbITb, 5TO BO3MOXXHOCTb NO3HaTb
HOBYO M0O33Ut0? MPULLIIO NN ONF Hee BpeMd NeTb

Ha OpPYroM A3biKe, OKa3aTbCd B ApPYyroM MecTe r

BpeMeHn?

[JobporkenaTenbHbl MaHacuu Caakban Kapanaes
HabntooaeT 3a ee ABMIKEHUAMU C BEPLLMHDbI
6nmsnexkalmx rop. TaHUOBLUMLA 6e3ycneLlHo
MblTaeTCA MO PaXKaTb KblPrbl3CKOMY CKa3uTeNto.
OHa NbITaeTcs BCNOMHWTbL CBOW COBCTBEHHbIN A3bIK,
CBOI COBCTBEHHYIO MCTOPUIO, CBOU CODCTBEHHbIE
TaHUeBallbHble ABMKeHKMA. OHa MoBOpaymnBaeTCy,
BEXKNT, NblTaeTCa BbIGPaTbCH U3 CBOEM KaMepbl Mof,
OTKPbITbIM HEGOM. I3My4eHHas, OHa OKa3blBaeTcq

Ha MycTowm 3emMrne.

TakmM 06pa3oM, MOMbITKa PAacCKasaTb YyXKyHo

SMNYECKYO NMCTOPUIO TepnNUT KpaxX.

SILENT
PROTEST
AGAINST
THE DISAP-
PEARANCE
OF UYGHUR
INTELLE-
CTUALS

6 METERS OF ETLES /
BROOKLYN BRIDGE

MM

Until just a few years ago, the world was unaware of
Uyghur suffering. Uyghur voices were silenced day af-
ter day, their existence reduced to nothing. The more
the Uyghurs suffered silently, the more the world

ignored them.

In 2018, among the countless atrocities committed
against the Uyghur people, Lisa Ross and | were

deeply concerned about the disappearance of many

Lisa Ross, Mukaddas Mijit

talented artists, intellectuals, and scholars living

in the Uyghur region.

In the Uyghur funeral tradition, 6 meters of tissue
is the length of material used to wrap the body
of the deceased. Wrapping up a living body on

a public space symbolises a silent cry for the suffer-

ing of innocent souls and an endangered culture.

Ao

NMCYHE3SHOBEH
YUrypCKmnx

MOJIYAJINBDI
NMPOTECT NPO

6 METPOB 3T/1IECA /
BPYKJTMUHCKNA MOCT

MM

ELLle HECKOMbKO NEeT Haza, MUP He 3Has O
cTpagaHuax yinrypos. C kaxabiM AHEM rofoca
YWIypoB 3aTvxarnu, Ux cyLLleCTBOBaHWe CBOAMOCH
K Hyo. YeM Bonblie ynrypbl Monda cTpaganu, Tem

6onblle MUP UX UTHOPUPOBAT.

B 2018 rogy Ha doHe BecuncneHHbIX 3NoaeaHMn,
coBepLUeHHbIX MPOTUB YNIYPCKOro Hapoaa,

Mbl € JTnzom Pocc 6binn rny60oKo o6ecrnoKoeHbl
MCUYE3HOBEHMEM MHOMMX TaNnaHTIMBbIX XyOOXXHWKOB,
MHTENNEeKTYanoB U yUeHblX, YXUBYLLMX B pervoHe.

B yMrypcKkom NoxXopoHHOM TpagmMumMm 6 METPOB TKaHMU
— 3TO O/IMHa MaTepuana, B KOTOPbIM 3aBOpavYMBatoT
Teno ymepuuero. lNokasaTesbHoe 3aBopadnBaHme
YXMBOIO Tena B 06LecTBEHHOM MecTe CUMBOJN-
31pyeT 6€3MONBHbLIN KPUK O CTPaAAHUAX HEBUHHbIX

Oy 1 1cuesatolle KynbType.



Do you know that I am with you

-

DO YOU KNOW THAT | AM WITH YOU

MM

Perhat Tursun is a famous Uyghur writer, poet, and
teacher who vanished into Chinese prison in 2018. His
poem “Elegy” is a strong testament to centuries of

Uyghur suffering.

“Do You Know That | Am With You" is Perhat Tursun’s

voice and this video work's call to action.

Lisa Ross, Mukaddas Mijit

3HAELLUb /11 Tbl, YTO 9 C TOBEOM

MM

MepxaT TYPCYH - U3BECTHbIN YUIYPCKUIN N1caTtensb,
MO3T U YYUTENb, KOTOPbINA UCYE3 B KUTAWCKOMN
TiopbMe B 2018 roay. Ero noama “dnerma” — MoLHoe
nuTepaTypHoe CBMAETENBCTBO MHOMOBEKOBbIX

CTpagaHun ymrypos.

“3Haellb 11 Thl, 4TO A ¢ TOHBOM" - 3TO rosoc MNMepxaTa

TypcyHa 1 Npu3bIB K OeNCTBMIO B 3TOW BuaeopaboTe.

TURPAN
MURALS

LR

This video work was originally intended as a test for

a future installation. In it, Mijit interacts with hang-
ing vertical scrolls, as she mirrors movements and
behaviors of the figures in the images. The two-sided
banners are installed to create a landscape of paint-
ings to be navigated by the viewer. The images in the
banners are sections of paintings from propaganda
murals Ross photographed in Turpan, a city in the Uy-
ghur Region of China, 2011. Ross chose to deconstruct
the murals, skewing their original intent by slicing
the horizontal murals into vertical sections, changing
the way the images are read. The original propagan-
da murals seemed absurd in their intent to direct and
control daily behaviors giving unsolicited advice for
living and working under state control. The murals
were painted on the mud brick walls of traditional

Uyghur homes on a long village street.

As an installation, viewers are intended to weave
through the hanging landscape, finding themselves
up close, bumping into the banners while physically
interacting with the deconstructed imagery. The orig-
inal propaganda murals are rife with a heavy handed
colonial intention and content. They have a childlike
quality that can easily be read as condescending.

And yet, in retrospect, looking at them from a lens of

Photography, performance, video art / ®oTtorpadus, neppomaHc, BUAEO apT

2021, the murals are almost utopic in vision as their
intention is not to erase Uyghurs and their culture,
but to direct, shape and modernize as Uyghurs were
permitted to maintain their own language, culture

and lives within colonial China’'s communist regime.

TYPOAHCKUE
DOPECKU

P

3Ta BuaeopaboTa M3HadabHO 3adyMblBanach
Kak TecT Ona 6yaylen nHCcTannaumm. B Hei
MUOKUT B3aMMOAENCTBYET C BUCALLIMMM
BEPTUKaNbHbIMU CBUTKAMM, MOBTOPAA OBUXKEHNA
duryp Ha nsobpaxkeHusax. [ByCTOPOHHME
6aHHepbl yCTaHOBNEHbl TaKMM 06Pa3oM, YTOObI

COo30aTb NMen3a) U3 KapTUH, MO KOTOPOMY AO/MKEH

Lisa Ross, Mukaddas Mijit

rnepemellaTbcs 3pUTenb. M306payxkeHna Ha 6aHHepax
- 3To dparMeHTbl KapPTUH C MPOoMnaraHgMCTCKMX
dpecok, kKoTopble Pocc choTorpadpmpoBana B
TypnaHe, ropofe B YNrypcKoMm permoHe Kurtas, B
2011 ropy. Pocc pelunna AeKoHCTPYMPOBaTb GpeckHy,
MCKa3MB UX MepBOHaYasibHbIM 3aMbICen MyTeM UX
Hape3KM Ha BepTUKalbHble CEKL MU, UTO U3MEHUIO
Ccrocob npouTeHUs n3obpaxkeHnn. OpurmHanbHble
nponaraHgucTckhe Gpeckn kasanmceb abcypgHbiMM
B CBOEM HaMepeHUM HanpaeBngaTb U KOHTPOIMPOBATb
rnoBcegHeBHOE NoBedeHMe, AaBag HenpoLleHble
COBETbI, KaK X1Tb M paboTaTb Nog KOHTpoNnem
rocygapctea. Ppeckm 6biM HApPUCOBaHbI Ha
IMMHOBUTHBIX CTEHAX TPAAMLUMOHHbBIX YMIYPCKUX

OOMOB Ha OJIMHHOM OepeBeHCKOM yrnLe.

B MHCTaNnNaumm 3sputenm AoMKHbl caMu NpobupaTtbea
yepes BUCALLIMIN Men3ark, HaTblKkasagCb Ha BaHHepbl

M B3aMMOLEMNCTBYS C OEKOHCTPYMPOBaHHbIMM
obpazamun. OpUrmHanbHble MponaraHaucIckme
PPEeCKU HECYT KONMOHMAMbHbIM NocbiN. OHK
HaMepeHHO MOo-4eTCKM HAapPUCOBAHbI, YTO NIerKo
MOXET 6bITb BOCMPUHATO KakK CHUCXOAUTENbHOE
OTHOLLEeHMe K 3puTento. OgHaKo, eCiv MOCMOTPETb Ha
HUX 13 2021 roga, dpecKu BbIrMaaaT MoYTU YTOMMYHO,
MOCKOJbKY X HaMepeHUeEM BbIfIo He YHUUTOXKEHME
YWUIYpPOB U UX KyNbTypa, a TpaHchopmauma u
MOOEepPHM3aLMS, MOCKOSbKY YNrypam 6biro
MO3BOMEHO COXPaHWUTb CBOW COBCTBEHHbIN A3bIK,
KYNbBTYPY M XKM3Hb B PaMKax KOMMYHUCTUYECKOIO

pexxnma K
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ALTYN
KAPALOVA

Altyn has been creating experimental art products,
combining science, art, and politics. She converts
the results of her anthropological research into art
works that aim to make the voices of vulnerable
communities louder for influencing political de-
cisions. Her curatorial expertise covers visual arts,

theater, and creative writing.
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ANTbIH CO30aeT 3KCMepUMeHTaslbHble
XyOOXeCTBEeHHble PaboTbl Ha CTbIKE HayKM,
MCKYCCTBa U MoNnTUKK. MNpeobpasys pesynbraThl
CBOMX aHTPOMONOrMYEeCKUX MCCeqoBaHnin B
XyOOXeCTBEHHbIE MPOoU3BeaeHs, OHa CTPEMUTCH
cOenaTb rofioca ya3BMMbIX COOBLLECTB CMbILLMMbIMU
W TPOMKUMM ONa 6oMblLUEro BAUAHUS Ha
nonuTUYEecKME pelleHns. Ee KypaTopCKMiA OMbIT
OXBaTblBAET BM3yallbHOE UCKYCCTBO, TeaTp U

TBOpPYeCKoe NMMCbMO.

WOMEN
& WAYS

The roads that women in Kyrgyzstan walk on acutely
demonstrate violence and injustice against wom-
en. The work consists of three parts. Trail 1tells us
about the lack of equality in feeling of the roads,

so different for men who ride a horse or drive a car,
and women who have to go by foot, often in wrong
shoes. Trail 2 points out endless chores of women,
who bring water homes day by day and step by step.
Trail 3 points out into the basic human security of

women on the roads.

Altyn Kapalova

XEHCKUE
OJOPOI'N

[oporu, Mo KOTOPbIM XOOAT YKEHLLUMHbI B
Kblprbi3cTaHe, HETKO OEMOHCTPUPYIOT Hacunme

N HecnpaBea/IMBOCTb B OTHOLLUEHUU YKEHLLUMH.
PaboTta cocTouT 13 Tpex Yacten. Tpona N21 paccka-
3blBaeT 06 OTCYTCTBMU PABEHCTBA B OLLYLIEHWUMN
[OpOT, CTOMb Pa3HbIX 419 MY>KUYMH, KOTOpble e304T
Ha nowanu Unuv BogaT MaLUMHY, U XKEHLLWMH,
KOTOPbIE BbIHY>XOEHbl XOAUTb MeLIKOM, HacTo

B Henoaxoadallen obysu. Tpona N22 ykasbiBaeT
Ha 6ecKOHeuYHble 0693aHHOCTU YKEHLLWH, KOTOpble
[eHb 3a AHEM MPUHOCAT BoAy B AoMa. Tpona N23
paccKasbliBaeT 0 6a30BOMN 6€30MaCHOCTM MWEHLWMH

Ha goporax.
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TRAIL #1

The lack of public transport and good roads primar-
ily affects women and children, because most men
travel on horseback or in their cars. Women, on the
other hand, have to walk long distances every day.
And this walking is not a pleasant walk for pleasure
and health. It's gruelling walking. Women only have
access to inexpensive, low quality shoes that con-
stantly wear out. One pair of shoes costs between
$10 and $20. Each woman buys 4 pairs of shoes a
year, children 5 pairs. The total annual cost of shoes
for the whole family is at least $400, which is a large

sum for the family budget. Buying women'’s and

children’s shoes is a huge problem for many families.

TPOIA N2l

OTcyTCTBME 06LECTBEHHOMO TPaHCMnopTa U
XOPOLLUMX OOPOT, MPeXae BCEro, CKasbiBaeTca Ha
YKEHLMHAaX 1 OeTaX, MOCKObKY 60/MbLLIWHCTBO
MYXUUH NepeaBUratoTcs BEPXOM Ha flolwaau, nnmbo
Ha CBOMX aBTOMOBUNIAX. XXeHLLUMHbI Y& OOMKHbI
npeoponeBaTtb 60MblIME PACCTOAHUSA MELLUKOM
Kakabl AeHb. M 3Ta xoabba He aBnaeTca NpUaTHON
MPOrynKom AN yaoBOMbCTBMSA M 300P0BbA. DTO
M3HypatoLLasa xoabba. XXeHulmMHaM JOCTyrMHa TONbKO
Hepoporas o6yBb HU3KOIO Ka4yecTBa, KoTopad
ObICTPO M3HalmMBaeTca. CTOMMOCTb O4HOW Napbl
06byBu BapbupyeTcs oT 10 oo 20 nonnapos. Kaxaas

YWEHLLMHA MOKYyraeT 4 napbl O6yBl/I B rog, netam

Altyn Kapalova

5 nap. B o6Len Co)XHOCTU rogoBag CTOMMOCTb
o6yBW ONng BCcel ceMbu cocTasnseT 400 0onnapos
MWUHUMYM - 6oMblIag CyMMa OJ19 CeMeMHOro

BropykeTa. MOoKyMKa »XeHCKOM 1 OeTCKoM 0ByBM

ABMSETCH OrPOMHOM NPOBAEMOM A9 MHOMMX ceMel.

TRAIL #2

For Kyrgyz villagers, access to drinking water is a
couple of hundred metres away. The main water
carriers are women and children. The direct link
between health and the availability of water in the
home is proven by science. The women in this vil-
lage understand the importance of having enough
water and bring 50 to 100 litres of water into the
house day after day. It's a long way to go because it's

hard to carry.

TPOINA N22

Lna >Xutenem Kblprbl3CKUX CENM MCTOUYHUK MUTbEBOMN
BO[bl YaCTO HAaXOOMTCS 3a Mapy COTEH METPOB OT
noma. MaBHbIMU HOCUbLLMKAMKM BOAbl ABNSAIOTCA
YKEeHLWMHbI 1 OeTu. MpamMada cBA3b MeXay 300POBbeEM
M HanmMymMeM BoAbl B AOMeE AOoKa3aHa HayKoM.
YKeHLMHbI B 3TOM cefne NOHMMAOT BaXKHOCTb
HanuymMsa BoAbl U OeHb 332 AHEM MPUHOCAT B OM OT
50 0o 100 nutpoB BoAbl. N3-3a TAXKeCTn HOLWW 3TO

LONTNIA 1 CNIOXHbIN MyTb.

Altyn Kapalova

TRAIL #3

Short distances often become endless for women
due to the lack of safety on the roads. In their inter-
views, women from Kyrgyzstan confess to often get
their children accompany them if they have to go
somewhere at night, because they believe the pres-
ence of a child will stop the rapists. But the harsh
reality proves this assumption wrong. Regardless of
the presence of children, dark roads become end-
lessly long and dangerous for women, and they are
not always lucky to shut the door behind them and

breathe a sigh of relief.

TPOIA N23

YacTo HebonbLUMe PacCTOSHUA CTaHOBATCS

OJ191 )KEeHLMH 6EeCKOHEUYHbIMU 13-3a OTCYTCTBMUA
6e30MacHOCTM Ha Aoporax. B CBOMX MHTEPBbIO
YKEHLLUMHbI Kblprbi3cTaHa roBOPAT, UTO YacTo GepyT

c cobow feTen, ecnv NpUxoamnTca MOTU B TEMHOE
BpeMs CyTOK MO yfimuaM, NoToMy YTO CUUTAIOT,

UTO HAaCUITbHMKOB OCTAaHOBUT MPUCYTCTBME pebeHkKa.
Ho peanbHOCTb MOKa3bIBAET, YTO 3TO OLLUMBOYHOE
MHeHMe. He3aBUCMMO OT MPUCYTCTBUSA OeTen,
TeMHble JOPOr1 CTaHOBATCH 6ECKOHEUHO OJTMHHbIMMU
M OMacHbIMM O YKEHLMH, U He BCerga UM yaaeTcd
3ax/10MHYTb 3a co60M ABEPb 1 BbIAOXHYTb

c obneryeHuvem.



MADLEN KOBI

Dr. Madlen Kobi is a social anthropologist working at
the Academy of Architecture of the Universita della
Svizzera ltaliana, Switzerland. As part of the project
“The City as Indoors: Architecture and Urban Cli-
mates” (http://www.roesler.arc.usi.ch), funded by the
Swiss National Science Foundation, she is currently
investigating the relations between architecture,
socio-technical knowledge, and everyday climate-re-
lated practices in residential spaces in Chongqing,
China. From 2010 to 2017, Madlen Kobi conducted
research on urban spaces in Xinjiang Uyghur Auton-
omous Region (PR China) with a special focus on

ethnic diversity.

She is single author of ,Constructing, Creating and
Contesting Cityscapes. A Socio-Anthropological Ap-
proach to Urban Transformation in Southern Xinji-
ang, P.R. China" (Harrassowitz, 2016) and co-editor of
“The Open Cut — Mining, Transnational Corporations,
and Local Populations” (LIT, 2016), “The Urban Micro-
climate as Artifact. Towards an Architectural Theory
of Thermal Diversity” (Birkhauser, 2018) and “Archi-

tecture and/as Infrastructure” (Roadsides, 2020).

Her articles have been published (among others)

in The International Journal of Urban and Regional
Research, Social Anthropology, TSANTSA, Inner Asia,
Eurasian Geography and Economics, Architecture

Beyond Europe and Central Asian Survey.

HokTop MagneH Kobu - colmanbHblA aHTPOMOSOr
13 AKageMUM apXUTEKTYPbl YHUBEPCUTETA
nTanbsHckom Lsenuapum (Universita della
Svizzera ltaliana). B pamMkax npoekTa “fopoa kak
noMeLleHMe: APXUTEKTYPA U FOPOACKOM KnnmaT”,
PrHaHcupyemMoro LLIBenuapcKMM HauMoHanbHbIM
Hay4YHbIM GOHOOM, OHa U3yYaeT OTHOLLUEHUA MeXay
APXUTEKTYPOMN, COLIMOTEXHUYECKUMU CUCTEMAMU U
MoBCEAHEBHbLIMU KIMTMMATUYECKUMU MPaKTUKaMU
B FOPOACKMX MPOCTPaHCTBax YyHLUMHa, Kutam.

C 2010 no 2017 ron MagneH Kobu npoBoawvna

MnccnegoBaHMA ropoacKmMxX npPoOCTpPaHCTB B

CUHBbLU3AH-YNIYPCKOM aBTOHOMHOM panioHe
(KHP), yoenssa ocob6oe BHUMaHME 3THUYECKOMY

pasHoobpasmto.

OHa gBNseTca aBTOpoM KHUrn “Constructing,
Creating and Contesting Cityscapes. A Socio-An-
thropological Approach to Urban Transformation in
Southern Xinjiang, P.R. China” (Harrassowitz, 2016) , a
TaKXXe copeaakTopoM KHUT “The Open Cut - Mining,
Transnational Corporations, and Local Populations”
(LIT, 2016), “The Urban Microclimate as Artifact. To-
wards an Architectural Theory of Thermal Diversity”
(Birkhauser, 2018) 1 “Architecture and/as Infrastruc-
ture” (Roadsides, 2020). OHa ny6nnKoBasacb B TaKMX
XypHanax, kak The International Journal of Urban
and Regional Research, Social Anthropology, TSANT-
SA, Inner Asia, Eurasian Geography and Economics,

Architecture Beyond Europe n Central Asian Survey.

TASTING POLI-
TICS ALONG
ROADSIDES

When | remember the city of Aksu (Southern Xin-
jiang, China), I'm thinking about the visual impres-
sions, the smells and sounds, the feeling of walking
up and down the streets. As a passionate urban
fieldworker, | enjoy sensing a city from its roadsides
including the taste of food. The project you just
experienced is my late memory of the time | spent
in Aksu during my anthropological fieldwork in the
early 2010s. Back then, | mapped Uyghur and Han
residences, shops and restaurants to get an under-
standing for the ethnic urban space use and to trace
the city’s social transformations. Years later, this ma-
terial helps me to bring back the colorful memories
of this place which are overshadowed by the recent

political developments in the region.

Madlen Kobi

OErNYCTALULNMWOHHA4
NMNOJIMTUKA
HA OBOYUNHAX

OOPOTI

Korga a BcrnoMmHato Akcy (KOxkHbIM CUHBbL3AH,
Kutan), 4 pasMbILLAA0 O BU3YyalibHbIX BeYaT/1eHUNAX,
3amaxax M 3ByKax, OLLYLLEHWMAX OT xo4bbbl MO ynuruam
ropopa. Kak cTpacTHbIM NoNeBOM nccnegoBaTesb
FOPOACTKUX MPOCTPAHCTB, § HAaCMaXXaakCb
ollyLeHeM ropoga ¢ ero 0604mH. MNpPoekKT, €
KOTOPbLIM Bbl TO/TbKO YTO MO3HAaKOMUNUCD, - 3TO

MO€e BOCMNOMUHAHKMe O BPpeEMEHU, NPOBEAEHHOM

B AKCy BO BpeMs paboyel noesnku B ropos B
Hadane 2010-x rogos. Torga 9 HaHoCKIa Ha KapTy

YUTYPCKME N KMTaNCKmMe (XaHbCKME) Knrble JoMa,

QR CODE

MarasuHbl U pecTopaHbl, YToBbl COCTaBUTL cebe
npencraBneHmne o6 3STHUYECKOM UCMOMTb30BaHUM
rOPOOCKOrO MPOCTPAaHCTBa U MPOCIeanTb
coumanbHble TpaHchopMaLmm B ropofde. CrycTa
rofibl 3TOT MaTepuasn NoMoraeT MHe BOCKPEeCUTb
Kpaco4YHble BOCMOMMUHaHMA 06 3TOM MecTe, KoTopble
Tenepb oMpaYeHbl HeJaBHUMM NONUTUYECKMMM

cobbITMamMm B permoHe.
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Uyghur shops & restaurants

- Han shops & restaurants

1. PRELUDE

When | remember Aksu, I'm thinking about the vi-
sual impressions, the smells and sounds, the feeling
of walking up and down the streets. As a passion-
ate urban fieldworker, | enjoy sensing a city from

its roadsides including the taste of food. Strolling
through Aksu leaves the visitor with a dazzling
impression: some streetscapes resemble eastern
Chinese cities with their offer of Beijing Duck, Lan-
zhou noodles, or Sichuan hotpot. In other places,

we encounter Uyghur presence in the form of lamb

Madlen Kobi

skewer stalls, naan bread stands, and supermarkets

with Turkish products.

In 2011 and 2012, | had many lighthearted encoun-
ters with local residents in and around food places.
This project revives some of the moments | spent
with Turakiz, a Uyghur woman in the same age like
me who had grown up in the city.

By moving the cursor on the map, you can hear dif-

ferent stories about food in Aksu. The soundscapes

in the background underline the different worlds
touching upon one another along urban roads. All

stories are based on real encounters from back then.

However, my memories are fading. They are blurred
in recent years by the shocking news of Uyghur
residents disappearing into Chinese state-controlled
detention centers. A bitter taste transforms the
colorful memories into dream-like black and white

film stills.

1. BCTYMJIEHUE

Koroa g BcnoMuHato AKCy, 1 AyMato O BU3yarbHbIX
BrevaTeHMAX, 3anaxax U 3ByKax, OLLYLLIEHNAX

OT x04bbbl MO yNnuuam ropoga. Kak ctpacTHbI
rmoneBow nccnenoBaTenb FOPOACTKMX MPOCTPAHCTB,
a N6t oLyLLaTb ropof, ¢ ero 0604UuH. Mporynka
rMo AKCY OCTaBJ/ISIET OLLEeNoOMAAOLLEE BMeYaTIeHMeE:
HeKOoTOopble YNIUYHbIE MeMN3aXKn HaNoMUHaKoT
BOCTOUHbIE KUTaNCKMe ropoAa C UX Be3fecyLlen
MEKUHCKOM YTKOW, NamnLlom Mo NaHbY>XOYCKU

WK CblYyaHbCKMM XOro. B opyrmx MecTtax Mbl
HabnofaeM ymrypckoe npucyTcTBme B Buae
KMOCKOB € 6apaHMHOM Ha LaMnypax, xN1eboM HaH

M CyrnepMapKeTOB C TYPeLKUMU MPOAYKTaMMU.

B 2011 1 2012 rogax g 4aCTo BCTpeYasniacb ¢ MecT-
HbIMU YXUTENAMU B MecTax 0OLLLeCTBEHHOro
MUTaHWA 1 PSOOM C HUMUK. DTOT MPOEKT BOCKpeLlaeT

HeKOTOpble MOMEHTbI, MpoBeaeHHble MHOM



¢ TypaKus, YMrypCKOM XXEHLWLMHOWM MOEro BO3pacTa,

BblpocCLLel B ropoge.

MNepeMellada Kypcop Mo KapTe, Bbl MOXXeTe yCnblllaTh
pa3nunyHble UCTOPUKU O efe B AKCY. 3ByKOBOe
COMPOBOXAEHWE MOAYEPKMBAET Pa3/INYHbIE MUPDI,
conpuKacaLmeca opyr ¢ PYroM Ha ropoackmx
noporax. Bce uctopmun oCHOBaHbl Ha peanbHbIX

BCTpe4daxX TOro repmnona.

OpHaKo MoM BOCMOMUHaHMA yracatoT. B nocnegHue
rofbl OHW Pa3MbIBalOTCA LLUOKUPYOLLMMU HOBOCTAMMU
06 UCUYE3HOBEHUW YMTYPOB B KUTAMCKMX “LieHTpax
nepeBocnUTaHMsa". FTOPbKUM MPUBKYC NpeBpaLlaeT
Kpaco4Hble BOCMOMMUHAHUSA B MOXOXKME Ha COH,

yepHo-6enble KUHOKaOPbI.

2. A SHAOKAO /-V/RESTAURANT

Without the company of Turakiz, | am free to go
to any restaurant, be it Chinese or Central Asian,
halal or not, expensive or not. One night, | enter a
cozy-looking barbecue restaurant. It has recent-

ly opened in Xiao Nanjie, a tree-lined street with
many restaurants from all over China. Every of the
only four tables has an own barbeque grill where
customers can prepare the food themselves. From
a large refrigerator, one can choose the prepared
skewers (/skjuwer/) with all kinds of vegetables,
meat and fish. The taste reminds me of my years as

an exchange student living in Beijing.

Madlen Kobi

The owners are a Han couple in their twenties.

The woman tells me that she is originally from the
neighboring province of Gansu. She immigrated to
Aksu 12 years ago because it is easier to make mon-
ey here than there. Her two siblings have migrated
to eastern China, to Beijing and Shanghai, but she
decided to try her luck in western China. Her hus-

band was born and raised in Aksu. They saw these

kind of barbecue bars on a trip to Chengdu and got

inspired. Later, they bought the table grills in Beijing
and opened this place. Their food is not halal so only
Han Chinese (and foreigners) eat and meet in their

restaurant.

2. A SHAOKAO /-V/RESTAURANT

Be3 Typakus g Mory cBo60HO NONTU B

nobo pecTopaH, Byab TO KUTaNCKUW MK
cpefHeasmnaTCKMM, XananbHbIM MW HET, LOPOrom
nnun 6roaykeTHbIN. OaHaXKabl BEUEPOM A 3aXOXKY

B YIOTHO BbIrMa4aLLMN pecTopaH 6apbekto,
KOTOPbIN HeAABHO OTKPbLISICA Ha yToMatowen B
nepeBbax ynuue Cao HaHbL3e, rae pacrnosoXmmcb
pecTopaHYMKKM C KyxHeW co Bcero Kmntaq. Y Ka)kgoro
M3 YeTblpex CTONTMKOB €CTb COBCTBEHHbIN IPUSb,
roe KNMeHTbl MOryT CaMUu MPUIroTOBUTL edy. M3
60NbLIOroO XONOANNIbHMKA MOYKHO Bbl6paTh roToBble
LWamMnypbl CO BCEMU BUOAMM OBOLLEN, MACA U
pbi6bl. BKyC HamoMmMHaeT MHe rofibl, koraa s 6bina

CTYOEHTKOM Mo obMeHy U xuna B MNMeKknHe.

BnapenbLbl pecTopaHa - XaHbcKas rnapa net

OBaguaTy NaTtu. XXeHLWMHa pacckasarna MHe, 4To

Madlen Kobi

OHa POAOM M3 CoCeHEN MPOBUHLMMK MaHbcy. OHa
MMMUIrpUpPoBana B AKCy 12 fieT Ha3ag, MOTOMY UTO
30ecb nerye 3apabotaTtb. Oba ee 6paTa 1 cecTpa
SMUIPUPOBanu B BOCTOYHbIM KnTal, B [eKkuH 1
LLlaHxaln, HO OHa peLUnna NonbITaTb CHACTbA B
3anagHoM Kutae. Ee My poanncsa 1 Bbipoc B AKCy.
OHM yBMaenu nonobHble 6apbekio-6apbl BO BpeMd
noesgku B YsaHAy v BOOXHOBUMCH 3TOW MOeen.
[Mo3Ye OHW KYMWAM HacToNbHbIE FPUAU B MNeKnHe
M OTKPbIIM 3TO MecTeuko. Ega B pecTtopaHe He
XananbHas, MO3TOMY Y HUX e4aT TOMbKO XaHbLbl

(M MHOCTPaHLbI).

3. BAHADIR

One day, Turakiz invites me to Bahadir restaurant,
a quiet oasis in this unspectacular desert town. It is
located on the first floor of an ordinary apartment
building close to the Uyghur-dominated Honggiao
district. In Bahadir, Uyghur culture is being cele-
brated with antique-looking objects, wood-carved
interiors, and paintings of traditional houses and
desert scenes hanged on the walls. The restaurant
was founded by a Uyghur businessman who was
trained in western cuisine. Besides Uyghur dishes
like laghman or polo, one can also order coffee and
pizza. Many well-to-do Uyghurs from Aksu come
here, families, friends, women cohorts, young and
elderly people. Sparsely, one can spot some Han
Chinese customers. But you wouldn't find roadwork-
ers or cleaning ladies because the dishes are quite

expensive.



3. BAXAOUP

OnuH pa3 Typakus npurnacuna MeHs B pectopaH
Baxagup - TUXUM 0a3MUC B 3TOM HEMNPUTNALHOM
NyCTbIHHOM ropoae. OH pPacronoXxeH Ha NepBoM
3Tayke 0BbIYHOIO XMMOro 30aHUA Hedanexko ot
paloHa XyHUSAO, rae B OCHOBHOM MPOXXKMBatoT
ynrypsbl. B Baxagupe ymrypckaa Kynstypa
NPOSBIAETCA Yepes aHTUKBaPMaT, MHTePbepbl,
yKpalleHHble pe3bb0oi Mo AepeBy 1 pasBellaHHbIMK
Ha CTeHax KapTUHaMK C U306paxeHneMm
TPaAVLMOHHbIX JOMOB W1 MYCTbIHHbIX CLIEH. PecTopaH
6blf1 OCHOBaH YMIYPCKUM BU3HECMEHOM, KOTOPbIN
M3y4dasn 3anagHyro KyxHto. MoMMMO yMrypCKmnx

6M100, TaKMX Kak narmMaH 1nm nomno, 30ecCb MOXKHO
3aKazaTtb Kode 1 nuuuy. Cloga NPUXo4saT MHOrMe
obecnedeHHble yMrypbl 13 AKCY, CEMbW, APY3bs,
YKEHLLIMHbI, MOMOAbIE 1 NOXWUble Moaun. B pegkmx
CNy4aax MOXHO 3anpUMeTUTb KMTanLes. Ho Bbl He
BCTPETUTE B pecTopaHe paboumnx nnm ybopLimL,

MOCKOJTbKY 6noaa 30echb 0OBOMbHO goporue.

Madlen Kobi

4. BEST FOOD BURGER

On a hot summer evening, we are having ice cream
and soft drinks with Turakiz and her elder sister in
Best Food Burger, an imitation of large Fast Food
chains such as McDonalds, Dico's or Burger King.
The interior in the two-storey restaurant is dominat-
ed by bright yellow and red colors with plastic tables
and chairs. At a self-service desk, you can buy your

food and take it on a serving tray to your seat.

Our main discussion on that day revolves around
the stay of Turakiz in the provincial capital Uriimai
where she is currently in a training for half a year.
The elder sister advises her that she shouldn't go out
too much, that she shouldn’t risk breaking up with
her husband, that she should behave like a modest
Uyghur woman. Turakiz defends herself vehemently.

She feels attacked and argues that she just wants

to have fun without giving up anything. The elder
sister wouldn't be able to understand her as she is
from another generation. People in her age would

see things differently.

4. BEST FOOD BURGER

B oOuH M3 KapKUX NETHUX BEYEPOB Mbl €OUM
MOPOXEHOE U MNbeM NPOoXaanTenbHble HaNMMUTKKN

c Typaku3 1 ee cTapllen cectpom B Best Food
Burger - MecTeuke, UMUTUPYIOLLLEM KPYMHbIE CETU
ObICTPOro NMTaHMs, TakMe Kkak McDonalds, Dico's
mnu Burger King. B nHTepbepe OBYX3Ta)KHOMo
pecTopaHa NpeobnanatoT ApKMe KenTble 1M KpacHble
LiBeTa, MNACTUKOBbIE CTOMbl U CTyNbs. Ha cToMkKe
CaMoOo6CYKMBAHUSA MOYKHO KYMMUTb efly U OTHeCTH

ee Ha CBOe MeCTO Ha noagHoce.

Hall pa3roBop B 3TOT AeHb KPYTUTCA BOKPYT
npebbiBaHMA TypaKns B CTONMLE MPOBUHLMMK
YpyMum, roe oHa NpoxoguT rnosyroqosoe obyyeHue.
CTapluad cecTpa COBETYyeT e He BbIXOOMUTb CIULLIKOM
4acTo Ha ynuLy, He PUCKOBaTb CBOUM BpaKoM,
BeCTU cebs KaK CKPOMHaaA yMrypcKas »eHLmMHa.
Typakuns apocTHO 3aLumiiaeTca. OHa YyBCTBYeT

ceba oCcKopbBNeHHOM U yTBEepPXaaeT, YTo MPOoCTO
XOYeT MoBecennTbCH, HM B YeM cebe He OTKasbliBas.
CTapluad cecTpa He MOXET ee MNoHATb, Beflb
ABMNAETCA YeNOBEKOM APYroro MokoneHusa. Jlitoau ee

BO3pacTa CMOTPAT Ha BELLM MO-APpYyroMy.

Madlen Kobi

5. LAMB MEAT

Food plays an important role in the daily perfor-
mance of Uyghurness in public and private spac-

es. Han eat pork and Uyghurs do not. Due to their
Muslim religion, Uyghurs prefer lamb or beef. In a
conversation, Turakiz stated once that Uyghurs are
proud to be careful about what they eat. They would
be different than the Han, who, in her words, “eat all
kinds of meat”. Buying lamb skewers or nan bread is
a matter of personal taste — but at the same time an

expression of ethnic belonging.

Lamb is the main dish on Muslim holidays. Turakiz
tells me that on Kurban Jie, they usually gather in
her mother’s house and the lamb usually has to
be slaughtered by a male member of the family. If
a family has no men who can do the slaughtering,

they have to mandate a butcher to do it.

5. BAPAHUHA

Eda vrpaeT BaXkKHYO porib B MOBCEOHEBHOMN
penpeseHTaunm yMrypoB B OOLLECTBEHHbIX

M YaCTHbIX MecTax. Kutanubl e0aT CBUHUHY, a
YUIypbl - HET. B cUNy penmrmo3Hbix yoexaeHnimn
YWrypbl npeanodmTatoT 6apaHnHy Uy roBaanHy.
B pa3roBope TypaKkm3 Kak-To cka3asa, YTo ynrypol
ropasaTca TeM, UYTo TLAaTeNbHO CNeddaT 3a TeM, YTo
yroTpebnatoT B nuLly. OHM OTIMYAKOTCH OT XaHbLEB,
KoTopble, MO ee crioBaM, “eaaTt noboe Maco”.
MNokyrka 6apaHuHbl Ha LWWaMnypax Unu xneba HaH
- 3TO [OeNo BKYCa, HO B TO YKe BpeMs 1 BblpaXkeHue

STHUYECKOM NMPMHaaNEeXXHOCTW.

BapaHuHa - rmaBHoe 611040 Ha MyCy/IbMaHCKMX
npasgHuKax. Typakus pacckasana MHe, YTo Ha
Kyp6aH-a)kme oHM 06bluHO cobupatoTca B JoMe

ee MaTepu, U Gapallka 0OblYHO AOKEH 3ape3aTb
MYXKUMHa - YneH ceMbW. EC B ceMbe HET MY>KUYUH,

KOTOpPble MO 6bl 3ape3aTb 6apaLUKa, 3TO Agesio

rMopy4atoT MACHMKY.
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6. HAN RESIDENTS' MEAT CHOICES

On a taxi ride through Aksu, the Han driver com-
ments that from all the meat types, he prefers lamb
and beef. “Too much pork is unhealthy”, he adds.
While he has accustomed his meat eating habits to
the local Uyghurs, he cannot understand why peo-
ple would buy the Uyghur nan bread. He wouldn’t
eat it as he thinks it is very unhygienic. According to
him, during the preparation, hair and sweat pol-
lutes the bread. On the other hand, like many Han
Chinese, he praises the lamb skewers sold at street

stands as delicious specialty of the region.

6. HAN RESIDENTS' MEAT CHOICES

Bo BpeM§a noesakum Ha Takcu no AKCy BoaMTENb-
KWUTaeLl, roBOPUT, YTO U3 BCEX BUOOB MACA OH
npegnovnTaeT GapaHuHy 1 roBaauHy. “CnmLIKoMm
MHOIO CBMHUWHbI BpefHO A9 300poBbs”, -
no6aBnaeT oH. XoTd OH nepeHan NpuBbIYKU
YUIYPOB OTHOCUTENbHO Bbi6Opa MACa, OH HEe MOXeT
MOHATb, MOYeMYy MoAM MOKYMNakoT YNTIYPCKUn Xneb
- HaH. OH He cTan 6bl ero ecTb, Tak Kak CYUTaET,
UTO 3TO OYEeHb HErMrMeHmnYHo. No ero criosaMm, Bo
BpeMsa MPUroToBeHUs BOOCHI W MOT 3arpasHatoT
xne6. C Apyro CTOPOHbI, KaK M MHOTME XaHbLibl,
OH XBanuT GapaHWHY Ha LWaMnypax, KOTOPYo
MpPOoOatoT C YIUYHbIX TOTKOB U CUMTAET €€ BKYCHbIM

dUPMEHHbIM BIOAOM PervoHa.

Madlen Kobi

7. HSUNDAY BAZAR IN YIGARQI

This Sunday bazar is located in the area West of
Duolang River where a lot of construction work is
going on to build a new center for the city. Resi-
dential compounds are mushrooming all over. The
Uyghur bazar is located at the roadsides of a newly,
four-laned asphalt street. Turakiz, who joins me to
the market, mentions that mainly people from sub-
urban or rural areas are coming here as the market
is known for its budget prices. They come to buy
clothes and other items for daily life. Most women
walking around wear headscarf while many men
wear the traditional Uyghur hat. The market seems
to be a place for mainly socio-economically poor

people. And the largest crowd gathers around the

food stands where one can eat freshly roasted lamb
skewers, water melons, Uyghur noodles (lampung),
ice cream, dumplings filled with lamb meat and

other local specialties.

7. BOCKPECHbIN BA3AP

STOT BOCKpPECHbIM 6a3ap pacrofoyKeH B paroHe
K 3amafy oT peku [yonaHb, rae MaeT akTMBHOE
CTPOUTENBbCTBO HOBOTIO LIeHTpa ropoda. lNoectoay
BbIPACTatoT XUSble KOMMIeKCbl. YIrypckuii 6asap

pacnonoXeH Ha 0604YMHE HOBOM YETbIPEXMONTOCHOM



achanbTUpoBaHHOWM aoporu. Typakus, KoTopas
npuLwna Ha 6a3ap BMecTe CO MHOM, FOBOPWUT, YTO

B OCHOBHOM Clofa Npue3»KatoT Ntoan U3 MpUropoa-
HbIX UTM CENbCKMX PaMOHOB, TaK KakK PbIHOK
M3BECTEH CBOMMMW BIOMKETHBIMU LieHaMU. OHU
MpMesrKatoT, YTOObl KyNUTb oaexxay v Apyrve ToBapbl
noBCceOHEeBHOro cnpoca. BoNbLIMHCTBO EeHLLMH
HOCAT MM1ATKM, @ MHOIME MYXXUUHbI - TPAONLMOHHYIO
YUMYPCKYHO Warnky. [Noxoyke, YTo Ha PbIHOK MPUXOAAT
B OCHOBHOM HeboraTble noau. Bonbline Tonnbl
cobupatoTcs y KMOCKOB C €001, FOe MOYXHO MOecTb
CBeXXe3aXKapeHHy BapaHWHY Ha WaMnypax,
apBy3bl, YUIypCKyto nanLly (MamMmyHr), MopoXeHoe,
rnenbMeHM ¢ 6apaHbM MACOM U APYrMe MecTHble

aennKaTtechbl.

Madlen Kobi

8. COLETTE COFFEEHOUSE

OTOT BOCKpPECHbIN 6a3ap pacnonoxeH B parioHe On
a lazy Sunday afternoon, Turakiz takes me out to Co-
lette coffee at the southern end of Century Square.
From the main door of the muiltistorey building

at the busy East Street, one of the main streets in
AksuU'’s city centre, you have to climb some stairs

to reach the entrance of the coffeehouse. Turakiz
fancies the Western lifestyle and associates with it
having a coffee and a cake. The style and decoration
of the restaurant is kind of international. Chandeliers
provide light, English music comes out of the loud-
speakers, and cozy sofa-style sitting corners invite

to chill. Prices are rather upper range and you get
everything from matcha coffee to Italian pizza, and
chicken rice. All halal. Both Han and Uyghur resi-
dents come to such non-ethnic restaurants which

are food places where ethnicity plays a minor role.

Madlen Kobi

8. KODEMHSA COLETTE

B ooVH U3 NeHUBbIX BOCKPECHbIX AHen Typakun3
BefeT MeHd B kodelHto Colette Ha IOXXHOM KOHLE
nnowanun CeHuypu. YTobbl MonacTb B KODEMHIO,
HYXHO MOOHATLCA MO IeCTHULLE OT IM1aBHOM
OBepmn MHOIMO3TaXXHOIo 30aHMNA Ha OXXUBNEHHOW
BocTouHoOM ynuLe, OgHOM 13 rMaBHbIX YL,

B LleHTpe AKcy. Typakun3 npeanoymTaeT 3anagHblv
06pas XM3HU 1 acCoLUMPYET ero ¢ nocmaenkamm
3a Yaleykow Kode ¢ MMPOXKHbIM. CTUAb 1 odop-
MNeHne pecTtopaHa B HEKOTOPOM CMbiICne
MHTEPHaUMOHanbHbI. JTIOCTPbI 0atoT CBET, 13
KOMMOHOK 3BYyYaT MeCHW Ha aHITIMNCKOM a3blKe, a
YIOTHbIE AMBaHYMKM MPUIMaLLatoT paccnabutbes.
LleHbl 4OBONBHO BbICOKME, HO Bbl MOXXETE HAWTU
TYT BCE UTO YrogHo: OT Kode € YaeM MaTya 4o
UTaNbAHCKOM MMLLbl M pUca C Kypuuen. Bece
xananb. I KnTanubl, 1 yYUrypbl NPUXoOaT B TakmMe
HEe3THWYECKMe pecTopaHbl - FAe 3THMYecKasa

NMPUHaOMEXHOCTb UIr'paeT BTOPOCTENEeHHYIO POJib.



8. EPILOGUE

My collection of food memories from Aksu has now
become a testimony for a specific time period in
Xinjiang when multiethnic coexistence in urban
public spaces was only partially burdened by state
politics. Since 2012, ethnic discrimination has cul-
minated in a highly unequal surveillance system. It
mainly targets Uyghur residents under the pretext
of combating terrorism. One million or more Uy-
ghurs have unjustifiably been detained in intern-
ment camps since then. | hope so much that Turakiz
and my other acquaintances from that time have
been spared from state violence and that one day,
we can together enjoy the taste of laghman, polo,

tschltschur and lampung again.

Madlen Kobi

8.3anunor

Mow BOCNOMKMHaHWA O efie B AKCy Tenepb CTanu cBu-
LeTeNbCTBOM KOHKpPEeTHOro nepuona B CUHbL3AHE,
Korfga MHOrosTHMYeCcKoe cocyLLlecTBoBaHMe

B FOPOACKMX OBLLECTBEHHbIX MPOCTPAHCTBAX NNLLb
YaCTUYHO 3aBUCUNO OT rOCYLapPCTBEHHOW MOMUTUKM.
C 2012 roga aTHMYecKasd ANCKPUMUHALLUG YCYTY-
6unacb KpaHe HepaBHOW CUCTEMOM Haa3o0pa.

B 0CHOBHOM OHa HanpaBfeHa NPoTUB YNIrypoB

rnof npeanorom 6opbbbl ¢ TeppopmaMomM. C Tex Nop

MWUMAMOH UK Bosnee yMrypoB HeOB6OCHOBaAHHO
ronanu B narepa Ang MHTEePHMUPOBaHHbIX. 9 OUeHb
Hagetoch, YTo TypaKkmns U Apyrme Mo 3HakoMble TOro
rnepuoda He NoaBeprakTca HACUMTUIO CO CTOPOHbI
roCyf4apcTBa M YTO OOHAXKObl Mbl CMOYXEM BMecCTe
CHOBa Hac/MaXaaTbCa BKYCOM larMaHa, rnosio,

LXKOTHYPa 1 TaMnyHra.

Interactive map, photography, fieldnotes / UHTepakTuBHas KapTa, ayAno-3anucb, 3aMeTKU Ha NOnsX

Madlen Kobi
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URANCHIMEG
(ORNA)
TSULTEM

Uranchimeg (Orna) Tsultem, received Ph.D. in art
history from University of California, Berkeley in
2009, and BA (1993) and MA (1995) in art history from
Mongolian University of Arts and Culture (MUAC).
She taught at MUAC in 1995-2002, National Universi-
ty of Mongolia (2013-2014), Yonsei University in South
Korea (2015), UC Berkeley (2010-2017) and National
University of Iceland (2018). She is Edgar and Dor-
othy Fehnel Chair in International Studies and
Assistant Professor of Asian art at Indiana Universi-
ty’s Herron School of Art and Design since 2019. Dr.
Uranchimeg has curated Mongolian art exhibitions
internationally since 1997 including E&J Frankel
Gallery in NYC (2000), HanArt Gallery (Hong Kong,
2011), 9th Shanghai Biennale (2012), and 56th Venice
Biennale (2015) and Sapar Contemporary in NYC
(2019). Her publications include six books in Mon-
golia, exhibition catalog essays for two museums in
Finland (2010-11); Fukuoka Asian Art Museum (1999,
2012); Ethnography Museum in Warsaw, Poland
(2011). Her recent academic articles were published
in South Asian Studies (UK), Artibus Asiae (Swit-
zerland), Third Text (UK) and Cross-Currents. Her
edited volume Buddhist Art of Mongolia: Cross-Cul-

tural Connections, Discoveries and Interpretations
Special Issue. Cross-Currents: East Asian History and
Culture Review, Special Issue. (Honolulu: Hawaii Uni-
versity Press, 2019). Her monograph A Monastery on
the Move: Art and Politics in Later Buddhist Mongo-
lia is published from University of Hawaii Press in fall
2020. Her current manuscript, titled Text, Image and
Imagination in Mongolian Buddhist Rituals is under
peer review at Columbia University Press. Dr. Uran-
chimeg’s work was awarded by American Society

of Learned Societies (2014-206), Library of Congress
(2013), among many more awards and grants. She

was awarded an honorary title “Cultural Envoy of

Mongolia” by the Ministry of Foreign Affairs of Mon-
golia in 2016.

YPAHYUMOIT
LYJIToOM

YpaH4ymmar LlynTtam, nonyymna OOKTOPCKYO CTEMNEHb
Mo NCTOPUK UCKYCCTBa B KanndopHMNCKOM
yHuMBepcuTeTe B bepkm B 2009 roay, a TakxKe
cTerneHb 6akanaBpa (1993) 1 MarmcTpa (1995) no
MCTOPUM MCKYCCTBa B MOHIO/IbCKOM YHUBEPCUTETE
NCKyCCTB M KynbTypbl (MYAK). MpenogaBana

B MYAK B 1995-2002 rogax, HaumnoHanbHoOM
yHuBepcutete MoHronmm (2013-2014),
YHusepcuteTte MoHcel B FOxxHoM Kopee (2015),
KanndopHuimckoM yHmnBepcutete B bepknum (2010-
2017) n HaumoHanbHOM yHMBepcuTeTe McnaHgmm
(2018). C 2019 roga oHa aBnaeTca NnpenogaBaTenem
Kadenpbl MexxayHapoOHbIX UCCNegoBaHWIM 3arapa
n Jopotn deHen u AoLeHTOM B LLIKone MCKYCCTB U
On3anHa XeppoH YHuBepcuteTa MHanaHbl. JJokTop
YpaH4YMM3ar KYpPUPYET BbICTaBKM MOHIOMIbCKOro
MCKYCCTBa Ha MeXOYHapoLHOM YpoBHe ¢ 1997
roga, B TOM ymncne B ranepee EQJ Frankel B
Hbto-Mopke (2000), ranepee HanArt (TOHKOHT,
2011), 9-1 LLlaHxancKkom bueHHane (2012) u 56-1

BeHelmaHckon 6ueHHane (2015) n Sapar Con-
temporary B Hblo-Mopke (2019). Ee ny6nmkaLmm
BKJTOYAIOT LWECTb KHUT B MOHIOMMK, 3CCe KaTasioros
BbICTaBOK A9 ABYX My3eeB B DuHngHgmm (2010-

11); My3es a3maTckoro nckyccrea ®@ykyoka (1999,
2012); My3eq aTHorpadmnm B BapLuaBe, Nonblua
(2011). Ee mocnegHue Hay4YHble CTaTby GbIn
ony6rnKoBaHbl B XypHanax South Asian Studies
(BenukobpuTtaHug), Artibus Asiae (LLsenuapus),
Third Text (BennkobputaHuma) n Cross-Currents.
Mopn ee pepakLmen Bbillen c6opHUK “Byaanmnckoe
MCKYCCTBO MOHIONMM: MeXKynbTypHble CBA3MU,
OTKPbITUSA N UHTePNPeTaumm CreumanbHbIn
BbIMyck. Cross-Currents: O630p MCTOPUN U KyNbTYpPbl
BocTouHom A3un, cneumanbHbIM BbiNycK. (ToHoMyny:
M3pgaTenbcTBO MaBamCKOro yHMBepcuTeTa, 2019).

Ee MoHorpadua A Monastery on the Move:

Art and Politics in Later Buddhist Mongolia 6yneTt
ony6rKoBaHa B M34aTeNbCTBE MaBaMCKOro
YHUBepcuTeTa oceHbto 2020 ropa. Ee pykonuch

rnopn HasBaHMeM “TeKcT, 06pa3 1 BoobpaeHue

B MOHIOMIbCKUX BYOONNCKNX pUTyanax” HaxogmTca
Ha peLeH31pPoBaHUKM B M30aTeNbCTBE
KonymMbuinckoro yHmBepcuTeTa. PaboTa gokTopa
YpaH4MMar 6bl1a OTMeYeHa Harpagamm
AMepUKaHCKOro obLecTBa Hay4YHbIX OOLLECTB
(2014-206), BubnunoTekn KoHrpecca (2013), a Takxke
MHOIMMMU OPYrUMK HarpagamMu u rpaHTamu. B 2016
rogy MUHUCTEPCTBO MHOCTPaHHbIX Aesl MoHronmu
MPWCBOUIO €N MOYETHOE 3BaHME “KynbTypHbIN

nocnaHHMK MoHronmm”.

BATZORIG
MART

Batzorig Mart (b. 1979), was educated in Fine Art
(BFA 2001, MFA 2003) at the Mongolian University
of Arts and Culture (MUAC). He taught at School of
broadcasting and media arts of MUAC, Ulaanbaatar,
Mongolia in 2001-2008. He had solo exhibitions and
participated in group exhibitions in Mongolia since

2001. His works were shown internationally in Hong

Kong, Japan, China, and South Korea.

BAT30OPUI
MAPT

BaTtzopur MapT (p. 1979), mony4unn obpaszoBaHue B
obnactn n3obpasmTtenbHoro nckyccrea (BFA 2007,
MFA 2003) B MOHIONbCKOM YHUBEPCUTETE UCKYCCTB
n kynstypbl (MYAK). B 2001-2008 rr. npenogasan B
LlIkone BellaHna n meanamckyccrtea MYAK, YnaH-
batop, MoHronma. OH NpPoBOLM NEPCOHalbHble
BbICTaBKM M y4acTBOBasI B FPYMNMOBbIX

BblCTaBKax B MoHronmm c 2001 roga. Ero pabotbl
OEMOHCTPUMPOBaINCh Ha MeXAYHaPOLHOM YPOBHE B

[OHKOHTIE, ANoHUK, KnTae 1 KOxxHom Kopee.



MUNGUNTSETSEG
LKHAGVASUREN

Munguntsetseg Lkhagvasuren, was educated in
Fine Art (BFA 2009) at the Mongolian University of
Arts and Culture (MUAC). She had solo exhibitions
and participated in group exhibitions in Mongolia
since 2009. Her works were shown internationally
in China and South Korea. Her residencies were in
Mongolia (2017) and China (2018). Her art received
awards from Xanadu Gallery in 2010, 2011, Grand
Prize from the 4th Land Art Biennale LAM 360 in
2016, and Grand Prize from the Joint exhibition of

Mongolian - Korean Young Artists.

MYHI'YHLUS3LII
NIXAITBACYPOH

MyYHIyHU3UST JIXarBacypaH, Nony4yuna obpasoBaHume
B 06/1aCTV M306pasmnTenbHOro McKyccTBa (BFA
2009) B MOHFONbCKOM YHUBEPCUTETE UCKYCCTB U
KynbTypbl (MYAK). OHa npoBouna NepcoHanbHble
BbICTaBKM M y4acTBOBasa B FPYMNMoBbIX BbICTaBKax B
MoHronum c 2009 roga. Ee paboTbl 6bif1M MoKa3aHbl
Ha MeXXOyHapOAHOM YypoBHe B K1Tae 1 FOXKHoM
Kopee. Ee pe3naeHLnM npoxoannin B MoHronmm
(2017) 1 KnTae (2018). Ee paboTbl Mony4namM Harpagbl
oT ranepen Xanadu B 2010, 2011 rogax, NpaH-npu 4-1
6ueHHane naHa-apta LAM 360 B 2016 roay U MoaH-
MPU COBMECTHOM BbICTaBKU MOHIO/10-KOPEMNCKUX

MOJ104bIX XyOOXXHUNKOB.

ENKHBOLD

TOGMIDSHIIREV

Enkhbold Togmidshiirev (b.1978), was educated in
Fine Art (BFA 2005) at the Institute of Fine Art in
Ulaanbaatar, Mongolia. He taught at Institute of Fine
Art of MUAC, in 2005-2010. Since 2005, he is a mem-
ber of Blue Sun Mongolian Contemporary Art Center

in Ulaanbaatar.

He had solo exhibitions (2011, 2014, 2016) and partic-
ipated in group exhibitions in Mongolia since 2006.
He represented Mongolia at the First Mongolia Pavil-
ion at 56th Venice Biennale in Italy in 2015. His works
were shown internationally in Hong Kong, Japan,
China, Australia, South Korea, Finland, Holland, and
UK. He was invited for international residences in
Holland (2009), Finland (2010), Jeju island in S. Korea
(2010), Manchester UK (2011), and China (2018). His
work was awarded as the “Best Work” in Mongolia

in 2016 and by a grant in 2016 from Art Incubator
Project, USA.

)

IHXBOJ14
TOrMNALLINNPIB

SHx60n4 TorMUALWKKMP3B (p. 1978), nony4uunn
ob6pasoBaHMe B 06/1aCTV M306pas3mnTenbHOro
nckycctea (BFA 2005) B IHCTUTYTe M306pasu-
TENbHOIO UCKYCCTBa B YnaH-baTtope, MoHronus.
MpenonaBan B MHCTUTYTE M306pa3nUTENbHOIO
ncrkyccrea MYAK B 2005-2010 rogax. C 2005
rofa 9BNAETCa YNEHOM MOHIOMbCKOrO LieHTPa
COBPEMEHHOIO MCKyccTBa “CuHee conHue”

B YnaH-batope.

MpoBoaonn nepcoHanbHblie BbicTaBKK (2011, 2014,
2016) 1 y4acTBOBa B FpPyMMOBbIX BbICTaBKax

B MoHronunum ¢ 2006 ropa. OH npencraBnan
MoHronuto B NepBoM NaBMboHe MOHIronumn

Ha 56-11 BeHelMaHckom bueHHane B Mtanum

B 2015 roay. Ero paboThl 6bifv MokasaHbl Ha
MeXAyHapoOoHOM YpoBHE B TOHKOHTIe, AnoHuu,
Kutae, ABcTpanuu, KOxxHom Kopee, DuHAaHOnM,
ronnaHouv n BennkobputaHun. OH 6bin mpurnatleH
B MeXAyHapoaHble pe3naeHuUum B fonnaHgnm
(2009), DrHAaHamm (2010), Ha ocTpoBe Yemyky B
tO)kHOM Kopee (2010), B MaHuecTepe (2011) n Kutae
(2018). Ero paboTta 6blna oTMedeHa Kak “JlyJylias

pabota” B MoHronuu B 2016 rogy U rpaHToM B 2016

rogy oT Art Incubator Project, CLLA.




SOME THINGS
IN A SPACE

Batzorig Mart has often resorted to the language of
road signs and maps in his paintings placing them
in various thought-provoking juxtapositions. In this
exhibition, he presents 2 assemblages paintings that

incorporate collages, objet trouvé and superimposition.

He questions the visual form of road signs as se-
miotics of “observations along the road” that are
created and placed to regulate the urban traffic, and
yet, obtain other meanings in his paintings. Batzorig
asks, "To what extend can the countryside folk mov-
ing to the cities for a new mode of life be regulated

by the semiotics of the signs?

Why do the Mongol urban citizens, young and old,
never stops seeking their ways to return to the
steppe? "He is primarily concerned about the com-
plexity of urbanization as a process that is layered
with persistent (and thus critical) urge and desire for
horses, and ger-based life in the steppe even when

they were born in the cities.

Batzorig Mart

HEKOTOPDIE
NMPOCTPAHCTBE

BELIN B

BaTt3opur MapT, COBpeMEHHbIN XyOOXHUK U
MCKYCCTBOBE/, YacTo NpuberaeT K 93blKy OOPOMHbIX
3HAKOB M KapT B CBOMX KapTMHax, noMellada nx

B Pa3/IMYHble MbIC/TUTENIbHbIE COMOCTaBEHMUS.

Ha 3Tol BbiCTaBKe OH NpeacTaBngeT 2 KapTUHbI-
accamMbna)ka, B KOTOPbIX MCMOMb30BaHbl KOMMaXMK,

objet trouvé n HanoxxeHue.

OH CTaBMUT NoJ, COMHEHMe BU3yarbHyto dopMy
[OPOXHbIX 3HAKOB KakK CEMUOTUKY “HabntogeHunn
BOOMb AOPOrK”, KOTOpble CO30at0TCH M pa3MeLlatoTca
ON8 perynmpoBaHmMs ropoacKoro ABMMXKEHUA, HO

B €ro KapTUHax NpMobpeTaloT Apyrme 3HadeHus.
BaT3opru cnpalwmBaeT: “B Kakom CTeneHn cenbckme

XUTtenun, nepee3xxarowme B ropoda 3a HOBbIM

06pa30M XU3HM, MOTYT YMPaBAATbCA CEMUOTUKOWM
3HaKoB? No4YyeMy MOHIOMTbCKME FopOoOXKaHe,

MOJI04ble U CTapble, HE MEPECTAOT UCKaTb NyTU
BO3BpalleHua B cTenb? ‘ Ero B nepByto odvepenb
BOTHYET CMOMHOCTb yp6aHM3aLUMmM Kak npoLecca,
KOTOPbIN HacnanBaeTCa Ha HAaCTOMYMBOE (M MO3TOMY

KpUTUYecKoe) cTpeMeHme K ToWaasM, XXU3H B

cTenuy, ropTaM, axke Korga oHmM pogunnmcb B roponax.

Painting / YXusonucb

Performance, painting / NMepdomaHc, >xusonuchb

YESTERDAY

Time : my feet turn cold, my palms
turn warm

Munguntsetseg Lkhagvasuren, a performance artist,
whose main idea is based in the experience and the

questioning of time.

“My feet turn cold, my palms turn warm” is a recur-
ring concept in her work that suggests the natural
rhythm of fleeing time, ever moving now, human

movements, and thereby of spatial experience.

Her works intentionally explore this idea through
two separate, but related works: in a two-dimension-
al work of oil-on-canvas, and in a performance along

a countryside, natural road.

BYEPA

BpemMa : MOU HOMM CTaHOBATCA
xonogaHbIMUA, MOUM NTaAOHU - TEMJ1IbIMU

MyHIYHLU3LUST JIXarsacypaH, XyAoXHUK-nepodop-
MaHCUCT, Ubsl OCHOBHAas UOEesi OCHOBaHa Ha onbiTe

1 BOMpoce 0 BpeMeHU. “Mou HOTM CTaHOBSATCS
XONOAHbIMU, MOW NAaOOHM - TeMMbIMUK" - 3TO MOBTOPS-
oLIaAcs KOHLUenumua B ee paboTax, KoTopas

npegnonaraet €CTeCTBeHHbIM pPnT™M y6era roulero

BPEMEHMU, BeYHO OBUIKYLLEroca cenyac, YesoBe-
UECKUX OBMXKEHUIN 1, TaKMM 06pa3oM, MpocTpa-

HCTBEHHOIO OnbITa.

OHa uccnenyeT 3Ty MAeI Yepes ABe OTAerbHble,
HO CBA3aHHble PaboThl: B ABYXMepHOM paboTe
MacsIoM Ha XoJsicTe U B nepdopMaHce BOOb

CenbCKoM, eCTeCTBEHHOM O0POorn.

3TK OBa CpeaCcTBa NMOMOratoT XyOoXKHMLIE Nepenatb
COBOKYMHOCTb OLLYLLIEHMN Yepes BM3yanm3saumio
OBUKEHUS, a TaKXKe YCIbILLaTb 3BYKU - Laru,
eCTeCTBEHHbIe 3BYKM TpaBbl 1 BETPa - BCE 3TO

MnpomncxoguT B CTenn, Korga 4enoBek NaeT no gopore

1 BOOJ1b Hee.

Munguntsetseg Lkhagvasuren



BLUE
AWAKENING

Enkhbold Togmidshiirev, a performance artist, takes
a traditional architecture of ger (yurt) for building his
own mobile homes as a tool for his exploration into

larger questions.

As he sates, "Everything in a ger structure connects
with traditional, spiritual customs and carries func-
tional and symbolic meanings: ger also connects us
inseparably with the surrounding landscape... Be-
sides its mobility, the ger explores the ideas of both
human communication with nature and animals as

well as human connections among themselves.

The ger connected with Mongolian concepts and
the worldview of universe. "In this performance with
his self-buit mobile home. Enkhbold'’s performance
work featured in video aims to “reflect on the spaces
in, outside or with the ger, taking the centre of his
ger "like an imagination of the world's centre,” says
the artist.

"My performance triggers a deep reflection through
sounds, colors, movements, and images. It is very
important to me how people experience my works
even virtually, and in my performance the core idea
is the exchange of energy through these experi-

ence.”

Enkhbold Togmidshiirev

NMPOBYXOEHUE

r’OJ1YBOE

SHx60n0 TOrMULAWNNPIB, XYOOKHUK-
nep®OPMaHCUCT, MCMOMb3YeT TPaOAULMNOHHYO
ApPXUTEKTYPY rapa (lopPTbl) An9 CTPOUTENbCTBa
COBCTBEHHbIX MepPedBUIKHbIX OMOB KaK MHCTPYMEHT
09 MccrnegoBaHMa rmobanbHbIX BOMPOCOB. 10

ero cnoBaMm, “Bce B CTPYKTYpe rapa CBA3aHO C
TPagMUMOHHbBIMU, OYXOBHbIMU 06bIYaAMU N HeceT
GYHKUMOHAsbHbIE M CUMBOIMYECKME 3HAYEHUSA: P
TaKXKe Hepa3pbIBHO CBA3bIBAET HAC C OKPYXKaoLLMM
naHawadToMm... [TIoMUMO cBOEM MOBUMBHOCTH,

rap nccnenyeT Maen Kak obLieHns YenoBeka ¢
MPUPOOON U XUBOTHBIMU, TaK 1 CBA3M YesloBeKa

Mexay cobou.

[3p Hepa3pbIBHO CBA3aH C MOHITONbCKUMM
MNOHATNAMU N MpeacTaBeHNAMN O BCeeHHOoWN.

B paMkax nepdopmMaHca ¢ ero nepeaBuMXXHbIM

[OMOM-CaMOJIeTOM, aBTOpP MbliTaeTca “OCMbIC/TUTb
MPOCTPAHCTBA BHYTPW, CHAPY>KU WU PAOOM
C r2POM, MPUHMMaZ LIEHTP CBOEro rapa “3a

BOOGpaXaeMblv LIeHTP Mmpa”.

Mow nepdopMaHcC Bbi3bIBaeT riybokume
pa3MbllUNEeHUNa Yepes 3BYKM, LIBETA, ABWIKEHUSA

M 06pa3bl. /15 MeHsa odeHb BaXKHO, KaK ftoam
BOCTMPUHUMAIOT MOW PaboThbl fake BUPTYyaribHO, U
OCHOBHOM mnogeemn Moero nepdopmaHca aBnaeTcsa

obMeH aHeprmemn yepes 10T OMbIT.”

Performance, video / NepdomaHc, Buaeo

Munguntsetseg Lkhagvasuren

QR CODE



ZOYA
FALKOVA

A graduate of Kazakh Academy of Architecture and
Civil Engineering (M.Arch), her area of interest is the
study and deconstruction of colonial and post-co-
lonial practices (gendered, political, ecological, etc.).
She has participated in various art-residencies, con-
temporary art exhibitions and festivals in the former
Soviet Union, US and Europe, including the unof-
ficial pavilions of Kazakhstan at the 57th and 58th
Venice Biennale. She works in installation, sculpture,
media art, photography, painting, drawing, and also

creates poetic texts.

DOAJIbKOBA

304

BbIMyCKHMLA Ka3axCKoW rofloBHOW apXUTEKTYPHO-

CTPOUTENbHOM aKkageMMK (MarmcTp

apPXUTEKTYPbI). B 06MacTb ee MHTepPeCcoB BXOOMUT

M3yYeHMe N OEKOHCTPYKLMA KOMOHMANbHbIX
M MOCTKOSIOHMANbHbIX MPAKTUK (reHOepPHbIX,
MONMUTUYECKUX, SKOMOTUYECKMX 1 T.4.). OHa
npUHKMana y4actme B passindHbIX apT-
pe3nOeHLMAX, BbICTABKax COBPEMEHHOIO MCKYCCTBA
M pecTmBanax B cTpaHax 6biBLlero CoBeTCKOro
Coto3a, CLLUA 1 EBpone, BKktoYasa HeodULManbHble
MaBMAbOHbI Ka3axcTaHa Ha 57-m n 58-1
BeHelMaHckoM bueHHane. OHa paboTtaeT B 06n1actn
MHCTaNNALUMM, CKYNbNTYpPbl, MEOMA-UCKYCCTBA,
doTorpaduu, )XUBOMUCK, PUCYHKA, a TaKXKe co3daeT

MO3TNHECKMe TeEKCTbI.

TITLE

When | remember the city of Aksu (Southern Xin-
jiang, China), I'm thinking about the visual impres-
sions, the smells and sounds, the feeling of walking
up and down the streets. As a passionate urban
fieldworker, | enjoy sensing a city from its roadsides
including the taste of food. The project you just
experienced is my late memory of the time | spent
in Aksu during my anthropological fieldwork in the
early 2010s. Back then, | mapped Uyghur and Han
residences, shops and restaurants to get an under-
standing for the ethnic urban space use and to trace
the city’'s social transformations. Years later, this ma-
terial helps me to bring back the colorful memories
of this place which are overshadowed by the recent

political developments in the region.

Madlen Kobi

TITLE

Koroa a BcnoMuHato Akcy (KOxkHbIM CUHbBL3SH,
Kutan), 9 pasMblLLIA0 O BM3YyalibHbIX BNEYaTNEHUSAX,
3amaxax M 3ByKax, OLLYLLEHUAX OT Xoab6bl MO yMLaMm
ropopga. Kak cTpacTHbIM NoneBon nccnegoBaTesb
FOPOACTKMX MPOCTPAHCTB, § HAaCNaXXaakCb
oLyLLeHVeM ropoaa ¢ ero o604MH. MNpPoekKT, ¢
KOTOPbIM Bbl TOJTbKO YTO MO3HAKOMMUIIUCD, - 3TO MOoe
BOCMOMMUHAHME O BPeEMEHMU, MPOBEAEHHOM B AKCY
BO BpeM4a paboyen noesgku B ropon B Hayane 2010-
X rogoB. Toraga a9 HaHoCKIa Ha KapTy YUIypcKue m
KUTaMCKMe (XaHbCKME) XMrble AoMa, MarasmHbl U
pecTopaHbl, UTOObl COCTaBUTb cebe NpeacTaBneHne
06 3THUYECKOM UCMONb30BaHMM FOPOOCKOro
MPOCTPaHCTBa U NpPOoCnegnTb coumanbHble
TpaHchopMaumm B roponae. Cnycra roabl 3TOT
MaTepmarn NoMoraeT MHe BOCKPECUTb KPaCcoUHble
BOCMOMUHaHMA 06 3TOM MecTe, KOTopble Tenepb
OMpayveHbl HeAaBHUMM MOAUTUYECKMMU COBBITUAMMN

B permoHe.

QR CODE



RAMIL
NIYAZOV

A graduate of Kazakh Academy of Architecture and
Civil Engineering (M.Arch), her area of interest is the
study and deconstruction of colonial and post-co-
lonial practices (gendered, political, ecological, etc.).
She has participated in various art-residencies, con-
temporary art exhibitions and festivals in the former
Soviet Union, US and Europe, including the unof-
ficial pavilions of Kazakhstan at the 57th and 58th
Venice Biennale. She works in installation, sculpture,
media art, photography, painting, drawing, and also

creates poetic texts.

PAMWJ1b
HUA30B

BbIMycKHMLLa Ka3axCKoM FrONOBHOM apXUTEKTYPHO-

CTPOUTENbHOM aKageMmmn (MarmcTp

apXUTEKTYPbI). B 06MacTb ee MHTEPEeCcoB BXOOMUT

M3yYeHMe 1N 0EKOHCTPYKLMSA KOMOHMANbHbIX
M MOCTKOMOHMANbHbIX MPAKTUK (FreHOePHbIX,
MOMUTUYECKMX, SKONOrMYeckmx 1 1.4.). OHa
NnPUHKMana y4actme B passindHbIX apT-
pPe3nOeHLMAX, BbICTABKax COBPEMEHHOIO UCKYCCTBA
M pecTmBanax B cTpaHax bbiBLlero CoBeTCKOro
Coto3a, CLLIA v EBpone, Bktovasd HeoduLManbHble
naBUIbOHbI Ka3axcTaHa Ha 57-m 1 58-1
BeHelMaHckoM 6ueHHane. OHa paboTtaeT B 06n1actu
MHCTaNNALUMM, CKyNbNTYPbl, MEOMA-NUCKYCCTBAa,
poTorpaduu, >XMBOMUCK, PUCYHKA, @ TaKXKe CO30aEeT

MOo3TNHeCKMe TeKCThbI.

TITLE

When | remember the city of Aksu (Southern Xin-
jiang, China), I'm thinking about the visual impres-
sions, the smells and sounds, the feeling of walking
up and down the streets. As a passionate urban
fieldworker, | enjoy sensing a city from its roadsides
including the taste of food. The project you just
experienced is my late memory of the time | spent
in Aksu during my anthropological fieldwork in the
early 2010s. Back then, | mapped Uyghur and Han
residences, shops and restaurants to get an under-
standing for the ethnic urban space use and to trace
the city's social transformations. Years later, this ma-
terial helps me to bring back the colorful memories
of this place which are overshadowed by the recent

political developments in the region.

Madlen Kobi

TITLE

Korga a BcnoMuHato Akcy (KOxHbIM CUHBL3SH,
Kutan), 4 pasMbILLAA0 O BU3YyalbHbIX BMeYaTIeHUNAX,
3amaxax M 3ByKax, OLLYLLEHMAX OT xof4bbbl MO ynuMuam
ropofa. Kak cTpacTHbI¥ NONeBON UccrnenoBaTenb
ropoaCTKMX MPOCTPAHCTB, A Hac/IaXXAatoCb
ollyLleHreM ropoga ¢ ero o604mH. MNpoekKT, ¢
KOTOPbIM Bbl TOTbKO YTO MO3HaKOMUINCD, - 3TO MOe
BOCMOMUHaHWeE O BPpEMEHMW, MPOBEAEHHOM B AKCy
BO BpeMda pabouer noe3gku B ropopn B Hadane 2010-
X rogoB. Torga 9 HaHOCKMMNa Ha KapTy YUINypCcKue m
KUTaMCKMe (XaHbCKME) XMble 4oMa, MarasuHbl U
pecTopaHbl, YUTOGbI COCTaBUTb cebe NpencraBneHmne
06 3THUYECKOM UCMOMb30BaHWKM FOPOLACKOro
MPOCTPaHCTBA U MNPOCNeanTb ColManbHble
TpaHchopMaumm B ropone. Cnycra rogbl 3TOT
MaTepuan NnomMoraeT MHEe BOCKPECUTb KPAaCoYHble
BOCMOMMUHAHMA 06 3TOM MecTe, KOTopble Ternepb
OMpayeHbl HeAaBHUMM MONUTUYECKMMU COBBLITUAMMN

B pervoHe.

QR CODE









