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Coobst [ABPUMOBA — XYAOXXHUK YHUKabHbIM. OHa OencTBn-
TeNlbHO pPaboTaeT Mo CrneunanbHOCTSIM, KOTOPbIE el MPUHEC-
JIN Kak NpoMUIbHOE XYOOXXECTBEHHOE, TaK W, Kak 3TO MPUHS-
TO rOBOPWTb, OCHOBHOE — reorpadunyeckoe obpasoBaHme. OHa
METOONYHO UCCRenyeT TeppuTopuasibHOE OKPYXXEHME, BIIUSIO-
LLee Ha 3MOoUMM 1 MNOoBedeHME YesIoBEKA, TO eCTb, 3aHMMAaETCH
ncuxoreorpaduern B TOM 3Ha4YEHN 3TOr0 TEPMMHA, KOTOPOE pas-
pabatbiBan ViBaH LLlernos, aBtop «CBOAAa NpaBua HOBOro ypba-
H13Ma». Codbs M3ydasia COBPEMEHHOE COCTOSIHUE TeppUTOPUN
OnokagHoro Kosblia JleHHrpaga, CHMasia nycTble NMOMELLEHUS
rnaBHOro 3gaHus MY, BuayanbHO nepenprcBanBaia cebe Tep-
putopun HoBo MOCKBBI, NPEBPALLEHHON B OO/bLLIYIO CTPOWKY,
COCTaB/sd/1a SMOLIMOHaUTbHYKO KapTy JIbOWHKK U elle Hagenmna
hOPMOM MHOIO APYrUX TeppUTOPUasbHbIX nccnepgosaHun. B 2013
n 2014 ropgax xygoXHuLa bbl1a HOMMHMPOBaHa Ha nNpemMuio KaH-
OMHCKOro, naypeat npemun ooHga Stella Art Foundation IX Bee-
POCCUMNCKOrO KOHKypCca B 061aCTV COBPEMEHHOIO BN3YasIbHOIrO
nckycctea VIHHOBALIA 2013.

B cBoemM HOBOM MpoekTe «Boobpaxaewmble TEpPUTOpUM»
Cothbs aBproBa CO30AET NNPUYECKYIO KAPTUHY PYCCKOro nen-
3aKa N ypbaHUCTNYEeCKOro NaHawadTa, Kak Moriv Obl genatb
COBPEMEHHbIE MEPEOB/KHUKL, — HE yTavBasi OT 3pUTeSIa ornac-
HOCTEWN, HAaBXKOEHUN VN LLEMSLLIEN TOCKW, KOTOPbIE MPO3AT Ye-
JIOBEKY MpW BU3YyasIbHOW KOMMYHUKaLMK. Byab TO npupoaHas nnm
ropoACcKas NMHWSA rOPU30HTA, B paboTax [[aBpunoBoOW OHK BCerga
NpPenocTaBNAoT BO3MOXXHOCTb SMOLMOHAIBHOrO OTKIIMKA 1 ped-
nekcun. MNogymatb O TOM, KakMe MMEHHO, MO C/ioBaM CUTyaum-
OHUCTOB, «MAKM NOL OYy/IbPKHVKaM MOCTOBOW», pasobpaTtbCs,
O 4YeM cerofHs Mor Obl MbICNIUTb MO3T PYCCKOW Npupoabl Ece-
HWH, 1 KaKOBa B LIE/TOM POJIb Nen3axka, OAHOMO 13 HU3KIX XXaHPOB
K/laccuumama, CO CKpUNoM BOCCTaHOBIIEHHOIO B Npasax napy Be-
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KOB Hagaf, a cerofHs TpebytoLLEero nepeoCMbICIeHVs B EMOKpPa-
TUYHBIX MPaKTVKax COBPEMEHHOIO NCKYCCTBaA.

BupoeonHcTtannaums «LLypdbl» — nensaxu, BbICTPOEHHbIE
MO CXeme reosiornyecknx Npob. MegutaTrBHOE CO3epLIaHVE Nemn-
3a>Ken, NoJoOHbIX COOEPXKMMOMY pPaspe3aHHbIX BAOb «Mpobu-
POK», OAET BOBMOXXHOCTb COCPEAOTOUNTLCA HA CaMOW JINHUM O-
PU3OHTA, KOTOPYKO YaCTO C/IOXKHO YBUAOETb B YPOAHN3MPOBAHHbBIX
TEPPUTOPUSX, HO KOTOpasd eCTb HeOTbeMJIEMasi 4aCTb Hallero
B3r/s94a Ha Mmp. ECiv BbiTb O4eHb BHUMATESbHBIM, TO B M300pa-
XKEHNN MOXHO 3aMETUTb MaslerLLne U3MEHEHNS, YTO TPebyeT OT
3pUTENS COCPEOOTOHEHHOCTU I TECTUPYET €ro Ha «MOJIHOTY MO-
rPY>XeHust» B paboTy.

[MaHopambl NnaHOWadToOB, HAHECEHHBIE HA 3epPKasibHYHO MO-
BEPXHOCTb, B WHCTaUIAUMM «HenpoHnuaemas toboBb PYyCCKO-
ro nemsaka» npegiaraloT JOCTPOUTb U30DpPaKeHWE, ONMPasiCh
NMLLb Ha ero B1UaMMble YacTu. 31a paboTa bykKBasibHO UCCNeayeT
SMOLVOHaUTbHbBIE OLLYLLIEHWS, BO3HUKAIOLLE MPW PE3KOMN HACWUIIb-
CTBEHHOW CMEHE OKPY>XEHWS, KOraa Nno OAHUM JMLLb (pparMeHTam
3pUTEb OOCTPaMBAET KAPTKVHY, MblITasiCb OTMECTU OOBEKTVBHYHO
peaslbHOCTb. 3OEChb Xe 06s3aTesIbHO BCMOMUHAETCA HEBBLIHOCK-
MO FPYCTHbIM MU O Hapumcce, O TOM, Kak MCKYCCTBO HE MbIC/IUT
cebs BHe camopediekcun, Hagensast gaxke n3obpaxkeHne naHa-
Ladrta BCTPOEHHbIMWN PparMeHTaMmm BbICTABOYHOW TEPPUTOPUN,
OTO y>KE HEe MPOCTO NIaKyHbl, HE MPOCTO MOMEHTbI, CMOCODOHbIE
ObITb AOMOJIHEHHBIMU 3PUTENEM, — 3TO BTOPXXEHME MY3ENHOMO
npocTpaHcTea. Cam NPOoLECC BNOSIHE CPOAHM NpeaMeTy n3obpa-
XKEHUST — POCCUMCKOMY NEN3axKy, MyCTb JaXKe BO BCEM €ro MHO-
roobpasuu.

«TepputopuasibHble LEeNOCTHOCTU» — CBOEro poaa My3bl-
KaslbHbI KWM, CO3OaHHbIM coBMeCTHO Codben [aBprioBon m
Kupwvnnom LLnpokoBbiM. Ha akpaHe o Mepe pasBepTbiBaHUS My-
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3blKaUTbHOWV ApamMaTyprm nocnenoBaTeslbHO CMEHSAOT Apyr Apyra
3aBsA3Ka, KySbMUHaLMA 1 padBsaska. CHadana BO3HWKAET JIMHNSA
FOPU30HTa CO Clabo pas3/IMyMMbIM LIBETOBbIM AeSIeHMEM Heba U
BOOHOW WU MECHYAHOW MOBEPXHOCTW, 3aTeM NnaHaadT nocre-
NEeHHO 3arnosIHAETCHA NPUPOLHBIMM 1 aHTPOMNOrEHHBIMI OETaNSMMU,
00X005 00 HEBO3MOXHOIO [/151 PeaslbHOro BOCTNPUATUS, U 3aTeEM
LK MOBTOPSETCSA C HOBbIMI Ner3axkami. 30ecb 3puTeNnb cTan-
KMBAETCH C BM3yaslbHOW SKOJIOMVEN, KOTopasi U3y4aeT YPOBEHb U
BINSHE Ha NCUXOJIOMMYECKNN (DOH «3PUMOrO» LlyMa B FOPOACKOWM
WA NPUPOOHON Cpede, B KOTOPON KOMMOPTHO »XUTb YESTOBEKY.
PaboTa pasBrBaeTCs JIMHENMHO 1 NOCNEA0BATESIbHO, €€ MPUHLMbI
CPOLHV MPUHLMMNAM KOHCTRYKLN My3blKaslbHOMO NMPOU3BEAEHNS,
3TO MOMbITKa CO30aTb CUHTETUYECKNIA XXaHP Ha OCHOBE MYy3bIKU,
KapTUHOK U MOHTarka, cBoero poga Gesamtkunstwerk — Totasb-
HOe NPOM3BELEHNE, MOBECTBYIOLLEE O BO3MOXXHOCTW HAMOJ/THEHUS
TEPPUTOPUN 1 HEBOSMOXXHOCTW B 3TOM CJlyHae K YeMy-TO BO3Bpa-
LLATbCS UM YTO-TO COXPaHATb.

Bce BMecTe NO3BOSET NOHATb, KaKOe MeCTO B 3TUX Nensa-
»Kax U ropofax 3aHMMaeT 3pUTeslb BbICTABKM, a KAaKOe — OHW B
HeM. 10 MbICIM XyOOXKHWLBI, (POPMaNN30OBaHHbIA €0 OMbIT YHW-
KauleH. Henb3s yBUAETb BXMBYHO T€ BUOb! JaHOWLAadTOB, KOTOPbIE
npencTaBfieHbl 419 NPOCMOTPA, NMOTOMY YTO MHOMVE 3TV Teppu-
TOPUM 3aCTPOEHbI, HEKOTOPbIE MYCTbIPY 3aPOC/N, BCE YEM-TO Ha-
nosiHWNOCk. [NpoxoanT Bpems, 1 NaHawadTbl MEHSAIOTCH, a Te, YTO
Ha BbICTaBKe, — 3TO MIHOBEHMUS MX CYLLECTBOBaHNS, B KOTOPbIX
ObITOBaN XyOOXHUK, byab To Kapenus, Ypan vav JansHuin Boc-
TOK. KaxkeTcs, Obino 6bl 300POBO WAMKCTPUPOBATh pabdoTamm
[[aBPUIOBOW LLKOJIbHbIE YYEDHVKM MO reorpadun 1 druonorum B
pasaenax SKoJ0rm NN ypobaHUCTUKK, TOYHO TaK »Ke, Kak KapTu-
HaMW NEPEOBVKHNKOB VITFOCTPUPOBATN YHEDHNKM UCTOPWN.

AHOPEM [APLLIVMKOB

SorFia GAVRILOVA is a unique artist. She works using both
her specialized artistic education and her “basic” education as a
geographer. She systematically studies the territorial surroundings
that influence people’s emotions and behavior, which is to say
that she works on the psycho-geography in the term’s sense as
developed by Ivan Shcheglov, the author of “The Code of Rules
for the New Urbanism.” Sofia has studied the modern state of
the territory of the Leningrad’s encirclement during the Siege, she
has photographed the empty premises of the Main Building of
Moscow State University, she has reacquired the territory of the
Novaya Moskva, which has been transformed into a vast building
site, she has compiled an emotional map of pieces of ice, and given
form to many more works of territorial research. In 2013 and 2014,
Sofia Gavrilova was nominated for the Kandinsky Prize, and she is
also a winner of the Stella Art Foundation prize at 9th All-Russian
Competition in the sphere of modern visual art, INNOVATION 20183.

In her new project, “Imaginary Territories”, Sofia Gavrilova has
created a lyrical picture of Russian landscapes and urban scenery
that might have been created by modern artists of the Peredvizhniki
(Wanderers) movement, not concealing from spectators the threat
of the dangers, the delusions or the nagging anguish that are
experienced by people engaging in visual communication. Whether
it’s a natural or a city horizon, in Gavrilova’s works they always
provide opportunities for emotional responses and reflections.
To consider which specific, to use the words of the Situationists,
“beaches beneath the bridge cobblestones,” to work out what the
poet of Russian nature Yesenin might contemplate today, and what
is, over all, the role of landscape, one of the lowest of classicist
genres, only restored to its rights with difficulty a couple of centuries
ago, and today requiring reconsideration within the democratic
practices of modern art.



The video installation “Dug Holes” features landscapes
laid out in accordance with plans for geological tests. Meditative
contemplation of the landscapes, akin to cross-section “samples,”
provide an opportunity to focus on the line of the horizon itself, a line
that can often only be made out with difficulty in urban territories,
but is also an integral part of our view of the world. If we pay close
attention, in the image we can see the slightest of changes — these
changes require a high degree of concentration from the spectator,
testing the extent of his total immersion in the work.

The panoramas of landscapes superimposed on mirror
surfaces in “Impenetrable Love of a Russian Landscape” call for
the images to be completed on the basis of their visible sections.
This work literally studies the emotional sensations that arise
during a sharp, forced change in surroundings, when, using
fragments alone, the spectator completes the image, attempting
to sweep aside objective reality. Here one unavoidably recalls the
unbearably sad myth of Narcissus about how art cannot conceive
of itself beyond self-reflection, endowing even the depiction of the
landscape with embedded fragments of the exhibition territory.

This is not merely a matter of lacunae, not merely moments
that can be filled in by the viewer — this is the imposition of the
museum space. And this process is entirely akin to the subject of
the image itself — the Russian landscape, albeit in all its variety.

“Territorial Integrity” is a kind of music video, created by
Sofia Gavrilova with Kirill Shirokov. On the screen, in keeping with
the unfolding of the musical dramaturgy, come the opening, the
culmination and then the denouement. First the line of the horizon
arises, with barely perceptible color divisions between the sky and
the water or sand surfaces. Then the landscape is gradually filled
with natural and anthropogenic details, even those imperceptible

to authentic perception, and then the cycle is repeated with new
landscapes. Here the spectator is confronted with a visual ecology
that studies the extent and influence of psychological “visible”
background noise in a city or natural environment within which
life is comfortable for a person. The work is developed linearly
and systematically, its principles akin to those employed in the
construction of a musical work; it is an attempt to create a synthetic
genre on the basis of music, pictures and montage, a unique kind
of Gesamtkunstwerk, a total composition telling of the potential
for the filling up of territory and the impossibility in such a case of
returning to something that has passed or of preserving anything.

All of this allows us to understand the place in these natural
and city landscapes that is taken up by the exhibition’s spectator
at the exhibition, and the place that they occupy within it. In terms
of the artist’s concepts, the experience formalized by her is unique.
We cannot see “live” the landscapes that are presented at the
exhibition, because many of the territories have been built over,
some of the wastelands have been grown over, they have all been
filled up in one way or another. Time passes, and the landscapes
change; what we see at the exhibition is the instant in their existence
where the artist was present, whether it is in Karelia, the Urals or the
Far East. It would be wonderful, you can’t help feeling, to illustrate
school textbooks on geography and biology, in their natural and
urban ecology sections, with Gavrilova’s works in the same way
that the pictures of the Peredvizhniki (the Wanderers) were used to
illustrate history books.

ANDREY PARSHIKOV



Auppeinn NMapwmkoB: [lasay nonpobyem cpasdy K geny. Ha-
CKOJIbKO B&XXEH JINYHbIA OMbIT B TOM [OBOJIbHO OTCTPAHEHHOM
NCKYCCTBE, KOTOPOE Thbl AeNaellb? STU Nen3aKy — OHU KaKM-TO
0bpaz3oM MNPOXKUTbI TOOOM? OTO AOBOMBHO peakas TeMa OaKe B
MVPOBOM COBPEMEHHOM VICKYCCTBE.

Codpbs FaBpunoBa: Hy, kak Tebe ckasdaTb... ITO C/OXKHbIN
BOMPOC. MeHst 4acTo OOBUHSAOT B HEVCKPEHHOCTU 1 YPE3MEPHOW
XONIOOHOCTM B MOMX paboTax. Ecam roBopuTb MPO KOHKPETHbIE
paboTbl, TO BCE 3TV KAPTUHKN 9 CHMMasa cama, W, cnegoBaTesib-
HO, NobbIBasIa TaM W, KOHEYHO, MponycTuna Yepe3 cedbs. MHorve
doTorpadum 9 cMoria OTKPbITb B MEPBbLIV pas 3a OOJIM0e BPEMS,
HACTOIbKO CUJTbHO HEKOTOPbIE N3 HUX Y MEHS CBSA3aHbI C JINYHBIM
OMbITOM.

A. II.: A 4yTO Thl TaM Aenana, eCiv He CeKpeT?

C. I.: Okcnegmupin. Bee o4eHb npocTo: paboTa.

A. I.: Ara, 1 MOMNyTHO Thbl CHMaUIA NMEN3aXKU.

C. I.: [onyTHO 9 npocTo cHMasta. CHavana Kak xo66m, NoTom
onee NpuLENsLHO.

A. I.: Ho oTkyga Takom UHTepec K aToMy? 4 MoHMMaro, ecTb
TBOE NepBOe 0OPAa30BaHME, M €CTb BTOPOE. Tbl 1X LiENIEHaNpaB-
JIEHHO TaK BOT HAMEPTBO CBA3ana”?

C. I.: CobCcTBEHHO, B OOHOM U3 SKCMeamLmn S MO3HaAKOMKIACh C
doTorpadom, KOTOpbIV NMOBEPUIT B MEHS 1 B NEPBbIV paad Aasl MHE
kKamepy. Bpy, He nepBbin pa3, KOHeYHO, — K, Bydy4uu elle noa-
POCTKOM, XoAmna B (DOTOKPY>KOK. A Mocsie TOW Noe3fdku, korga
OH CTall MEHS! Y4UTb, MOSI XKIN3Hb M3MEHWUNACh, N 9 PeLLia NoUTU
B LLIkony Poa4yeHko.

A. I.: Ho npn 3TOM BCe paBHO OCTaslaCb BEPHA Nem3axkam, Tep-
pUTOPUAM, NaHawadTamM 1 roprdoHTam. [lodemy Tbl cuMTaeLlb,
YTO MEen3aXK cendac BaxkeH? Y MOMHIO, Korga Thl 0OCyxgana C
TEXHNYECKMM AMPEKTOPOM BbICTaBKY, Thl O4EHb MHOIO FOBOpWIA

O MOTPY>XXeHUM B «LUypMdbl». BblO Takoe OLLYLLEHME, YTO Tbl XO-
Yellb, YTODObI 3pUTENb MPOHUKCSA OMbITOM, MOJTyYeHHbIM TO6on. B
YEeM LIEHHOCTb 3TOro onbiTa”?

C. I.: BOT Tbl nepeyvncnsellb Yeped 3anaTyto: naHawadT, Tep-
PUTOPUN, MEN3aXK — XOTH 3TO COBEPLLEHHO Pa3Hble BELLW 1 CIlO-
Ba. ¥l Obl CKa3asa, YTO S BCe-Taku Npo TEPPUTOPUN FOBOPIO.

A. I.: To ecTb, Nemsaxk — 370 He 0 Tebe? Ho BeOb BCe, YTO Mbl
BUOVM, — 3TO NMem3axun? A 4TO Takoe Tepputopumn? Kak Tbl 3T0
NMOHMMaELLb?

C. I.: Y10 Takoe B TBOEM MOHUMAHWW NEN3axK?

A. I.: V1306paxkeHne naHgadTa.

C. I.: Hy, He coBceM. MHe KaxkeTcs, He Noboe 0TODpaKeHWe
NaHawadTa nonagaeT Nof, ONpeaeseHe nensaa.

Bce-Taku nemsark — 3TO »KaHp, a 1 FOBOPHO O CBOEM OrbITe Nepe-
>KMBaHNA NaHOLWadToB.

A. I.: Hy ga, n Kaxobi XxaHp — 3TO U30bpaxkeHve. [ensax
n3o0bpaxkaeT NnaHawadT, baTasbHas XKXMBOMCb — MPO BOVHY.

C. I.: OTa BbICTaBKa ABISIETCS KIIIOYEBOW OJ151 MEHS, MOTOMY YTO
S CHadas1a Joro OTKasblBasiaCb paboTaTtb C 3TUM, OTKadblBaslaCb
CKpeLmBaTb reorpaduio 1 UCKYCCTBO, Xfla COBCEM B PEXMME
LLM30MPEHNI, a MOTOM fasia CNabyrHy 1 HECKOJSIbKO JIET NOCBATU-
nia aToMmy.

A. I.: A 6n1okagHoe KobLo? A HOBOCTPOVKK HoBow MOCKBbI?

C. I.: Hy, 310 BCe 6bINO Kak pa3 B nepuod, Korga g cebe a1o
paspeLlunsna, a oo 3Toro O6bII0 COBCEM APYroe, 1 9 O4YeHb pana,
4yTO Apyroe 6b1710. [NoHMaeLLb, MHE NTErKO 1 NPUSTHO paboTaTb C
naHawagTamMn, KapTamy 1 TEPPUTOPUSIMK, HO He BCeraa J1erko u
NPUATHO — 3TO €eLLE 1 NPOLYKTUBHO.

A. I.: A 4TO TaKOro Ba>KHOIO B TEPPUTOPUSAX? YTO Tbl XO4ELLb,
4TOObI 3pUTESb MOHAM B Maeane? Kakowm onbIT Tbl XOYeLlb TpaHC-
nmposatb? [NPOCTO BOT TO, YTO A FOBOPWIT O «MOMPYXKEHUM», U,



Hanpumep, TBOe BNOEO, rae cobupaeTcsa naHawadT, — MHe Ka-
XKETCS, B 3TOM €CTb YTO-TO TPAHCLEHOEHTHOE, NN HET?

C. I.: [Ja, 6e3ycnoBHO, BOOOLLE MHE KaXKeTCs, Mtobon OnbIT
TEPPUTOPUN, KOTOPLIN HE MPOXXUT TOOOM INYHO, MOXKHO Ha3BaTb
TPaHCUEHOEHTHBIM, U HE TOJIbKO OMbIT TEPPUTOPWN.

A.l'.: Ho paBam BCe e O TEPPUTOPUSIX.

C. I.: Hy, cmoTpu, TyT BCE O4YeHb MPOCTO: AECATb NIET dKCnean-
L, Kaxkaasi noe3aka — 3TO HOBast XKM3Hb, 3TO JIIOAM U CUTYyaLInK,
KOTOpPble HUKOrOA He MOBTOPSATCH, 3TO HENMHEMHOE pasBuTUE
>KM3HU, MOHMMaELLb? Tbl NepecTaellb NOHMAaTb, MAE PEaSIbHOCTb,
rAOe OOM, rae npaBuiibHas Xn3Hb. Tebs BbilUOaeT Ha ABa-Tpu Me-
caua, 1, NoBEPb MHE, TaM Tbl YUULLBCH XKU3HU Kak HAMAE.

A. I.: A kyga 6b1m sKcneguLv, Hanpumep?

C. I: [a Be3ne! OT Hopunbcka oo Kamuatkm, Kapenvs, BCs
Poccus. Ho BaxkHO He 3TO, a TO, 4TO 3TO W npaBaa noTpsicaroLLmin
>KN3HEHHbIM OMbIT.

A. I.: /I NpOBOOHMKOM B 3TOT OMbIT Obl/IN T€ CaMble TEPPUTO-
pun? OTO TO, YTO KOHCTPYMPOBAIO TOT OMbIT?

C. I.: KoHeyHOo, NpOBOAHMKOM Bbl/1 OTPbIB OT MecTa. 3Haellb, Ky-
npusiHOB (Npodeccop LLkonbl PogyeHko, n3BecTHbI dhoTorpad,
ymep B 2011 roay. — A. I1.) Bcerga roBopus, YTo Haa0 yesxaTtb 13
MOoCKBbI HE peXke, YeM paa B TpU Mecsdla. Tak BOT, HaOo — Yallle.
HaBepHoe, NOTOM 3TO MNOB/IMSANO HA BCKO MO0 XKN3Hb, MOTOMY YTO
TOJIbKO CMeHa TEPPUTOPUN OAET MHE HOBbIW OrbIT.

A. I.: Ho, B cmbIcne, yeaxaTb Ha npupoay? inn kyga yrogHo?

C. I.: [1a HeT, Kyaa yrogHo.

A. I.: Korga 6binn caenaHbl NOCAeAHNE ChEMKI MaTepuana ang
BbICTaBKW?

C. I.: Hy, g cHumana go nocnegHero.

A. I1.: XopoLuo, pebpom: Koraa 3akKOHUMNNCE TBOU SKCreanLmm?

C.I.: A, B atom niaHe — B 2011 roay.
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A. I.: A kyga 6bina NnocnegHsas aKkcneguUms?

C. I.: Ot KpacHosipcka BBepx Mo EHunceto, Yepes Vrapky v y-
OVHKY B HOpuibCK.

A. Il.: A pacckaxkyi HEMHOIO O «TeppuUTopUasIbHbIX LIENIOCTHO-
CTSX», MOYEMY Tbl UCMONB3YELLb My3bIKY, 1 PaBHOLEHHASA /1 3TO
4YacTb NPOV3BEOEHNA?

C. I: B koHUe npowioro roga KoHcepBaTopus BMECTe C npe-
Mren KaHOVMHCKOro 3anyctuiv npoekT «ARTUHKN C BbICTaBKW»,
rOe NPEONIoXUN MOIOAbIM KOMMO3UTOPaM COYNHUTL MPOU3BeE-
OEeHUs Ha Mobyto paboTy 13 akcnosuuumn. Moto paboTy Bbibpan
Knpunn Lnpokos. Korga g ee ycnbllwana, g dblna nopavkeHa, Kak
TOYHO OH €€ MOHSN K BocnpuHAn. Korga s 3agymMbiBasia 3TO BU-
0e0, MOS NMepBasi accouyaums bbina, 4To 3TO UCTOPUS, KOTopas
Pa3BMBAETCA MO 3aKOHAM MYy3bIKa/IbHOrO NPOM3BEAEHNS, OObLLE
4em Mo 3aKOHaM BpeMeHHbIX Megpa (time-based media), 1 s no-
3BOHWMa Knpunsy, Tak 4To Aa, My3blka TyT O4EHb BaXKHA.

A. I.: A yTO 6bINa 3a paboTa?

C. I.: PaboTta — TeHb OT 30HTKKA.

A. I1.: TeHb OT 30HTMKA — OHAa-TO HE O TEPPUTOPUSAX?

C. I.: HeT, cnasa 6ory, XOTa nges ee npuLiia ToXe BO BPeEMS
NOEe3aKN.

A. I.: MoXeT 6bITb, 3TO MOTOMY, YTO B Noe3aKax 0osbLUe Bpe-
MeHn? CnokonHee? ECTb BO3MOXHOCTb MPUTOPMO3UTb MOCKOB-
CKUIN PUTM 1 CMIOKOMHO MoaymMaTh, OTOPBaBLUMCH OT arpeCcCyBHO-
ro MHPOPMALIOHHOIO NOAA?

C. I.: AHOpen, BCe HEMHOIO CITOXKHEE. ITO XKEe B MEpPBYIO O4e-
penp Gusnonorvs: Tbl MbeLLb APYrYO BOAY, Ellb APYrie NpOayK-
Thl, 11 3TO HA4YMHaEeT paboTaTb.

A. I.: Hy, kakue »xe gpyrvie npoaykTbl? Jpyrne npoayKTbl — 3T0
B OPYroM NoyLLIapun.

C. I.: Tbl gaBHO cuaen Ha TyweHke? C KapTOLUKOW, KOTOPYO
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TBOW CTYAEHT nNombln Fairy?

A. N.: 4 — HuKorpa.

C. I.: Bot! A 4 cupgena!l KoHe4yHo, 3TO BCe BNUSET Ha Tebs, no-
BTOPKOCb, Ha4YMHasA ¢ (O13MOSI0MN U 3aKaH4YvBasi NPOCTO BU3yaJlb-
HOWV KapPTVHKOW.

A. I.: A Korga Bo ®paHumm ellb YyCTPULbI — 3TO TOXKE BNNGET?

C. I.: Ewe 6b1 — 10 xe uncTbi ahpoamanak! O6 3ToM U pedb:
YCTPWLbI BNINSKOT, TYLLIEHKA BNNSET, NMATU3BE3A04HbIE OTENN B/IVIS-
tOT 1 NOCNaTh MECSLIOK B BEYHOW MEP3/IOTE — TOXE BIINSET.

A. I.: <HenpoHuuaemas noboBb PYCCKOrO Mensaxka» MHe Ka-
XKETCSA O4YEHb MPYCTHOW PaboTon, Kak byaTo nereHga o Hapuucce,
Kak OYOTO 4 yXKe He YBMXKY Takune Memsaky B PeaslbHOCTW, Kak
MHOTIME XUTENN Meranoninca, kak 6yaro KapTyHKa y)xe He cocTa-
BUTCA.

C. I.: [a, kctatn, 0 Hapuucce — s He nogymMana, HO 3TO XO-
poLuas accoupaums, a KapTMHKa-TO M He COCTaBUTCS, U, CKOpee
BCEro, 3TVX TEPPUTOPUIN yXKEe HET, Kak 1 BCEX, YTO MPUCYTCTBYIOT
B paboTax.

A. IL.: [Nouemy?

C. I: Hy, B cnyyae «HenpoHuuaemon ntobBu pyccKoro nensa-
>Ka» MPOLEHTOB Ha OEBAHOCTO OHW 3aCTPOEHbI, K TOMY XXe, reo-
rpausa — 3TO 1 NPO BPEMS TOXE.

A. I.: A roe atn TeppuTopumn? 910 HoBag Mocksa?

C. I.: HeT, He coBcem, HO aT0 [oypanbe.

A. I.: To ecTb, OHO BCE MOYTU UCHES3O, TO, YTO Mbl BUOVM Ha
BbICTaBke? OTO Takne apTedakTbl? OTOro onbita y>ke 60bLUE HE
MOXXET C/ly4UTbCA?

C. I.: Cnywaw, Hy, OMbIT, Kak 9 Tebe roBopuia, 3aBs3aH He TOb-
KO Ha MEeCTe, a ellle Ha Ky4e Opyrnx BeLLEN, Hanpumep, Ha BpemMe-
HW. B ntobom ciyyae, gaxke ecnn Ha 3TUX MecTax He Mpom3oLuia
cenyac aackasi CTporka, TO OHM KakiM-TO 0Bpa3oM TpaHchop-
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MWPOBA/INCb, OHW XKE He CTaTu4yHbl BO BpeMeHn. Jliobas penpe-
3eHTauys naHgwadgTa — 37O Takow HaarpPOOHbIN MOPTPET.

A. I1.: [oTOMy 4TO Bpems pa3pyLuaeT Bce?

C. I.: [1a HeT, He paspyLlaeT, MeHseT. Kakne-To nycTbipy MOryT
3apacTarb, HanpyMep.

A. I.: Sapactatb. BoT B TBOe paboTe ¢ reHepupoBaHMeEM NaHd-
LadpTa OHM 3apacTatoT. Kakad Todka co3gaHuna naHalladgra cra-
HOBUTCS KPUTNHECKON?

C. I.: Tbl 3Haellb, 9 BOT He CKaxKy Tebe, Kak Tbl XOYeLLb OT MEHH
yCrbllaTk, MPO TO, YTO MJIOXME JIK0OM NOPTAT Npupoay. A Bepto B
NPUPOAHbIE LVKIbI 1 B 6aniaHC CUCTEMBI.

A. I.: 4 xo4y NOHATb, Kakor 0ObEM UHAOYCTPUANIBHOIO CTaHO-
BUTCSH KyJIbMUHALIEN 1 MOYEMY.

C. I.: BoT 4 Tebe 1 roBopto, 4TO COBEPLLUEHHO HE (haKT, YTO MO-
MEHT UHOYCTPUa/IbHOrO KPUTUYEH, — MPOCTO eLLE OAMH BAUTOK.

A.l.: B «lypdax» eCTb Takon MpUeM HOH-CMNEKTaKYISPHOM
CMELLIEHHOW aKTUBHOCTW. OTO »Ke TakoW, C OJHOW CTOPOHbI, O0-
BOJIbHO aTTPaKTUBHbIN, C OPYron — TPEOYIOLWM BHAMAHNSA MpuU-
eM, KOraa ikoBbl HAYEro He NPONCXOONT, HO EC/IM CMOTPETL OYEHD
BHVMATESIbHO, TO Thl Kak Obl y>Ke HE MPOCTO 3pUTESIb, a 3PUTESb,
obnagaroLLn TalHbIM 3HAHVEM, KOTOPOro HE AOCTUMIN Te, KTO He
YJIOBUJT MPOUCXOOSALLENO.

C. I.: [1a, Tak 1 ecTb.

A. I.: Tak BOT, 419 4ero Tbl UCMNONb3YyeLLb 3TOT npremM? OH xe
[0BOJIbHO paayikasibHbIA MO CYTU.

C. I.: HaBepHoe, MHE XO4YETCA HEMHOXKO 3acTaBWTb 3puUTe-
N9 CMOTPETb M BUOETb, HABEPHOE, S XO4Yy HEMHOrO ero 3aile-
MUTb — CJ/IMLIKOM HaOoesl 3TOT MOBEPXHOCTHbIM B3rg4 Ha ar-
TPaKTUBHbIE KAPTVHKM.

A. I.: 570 TO, 4eM B caMOM Hadvane nyTu 3aHnMancsa Brona.

C. I.: Hy ga, nockosnbKy 3TO MOsi nepBas BUaeopaboTa, HaBep-
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Hoe, s Vay NO CTaHOAPTHOMY MyTU PasBUTUS.

A. I.: A Kak BOOOLLE Tbl MpULLIIA K HEOOXOAMMOCTW 3aCTaBUTb
KapTVHKY OBUraTbCs?

C. I.: [1pOCTO B KAKOM-TO MOMEHT MHE CTas10 HEAOCTATOYHO CTa-
TUKN.

A. I.: Tl xOoTena otobpatb Yy 3puTens 6obLUe BpeMeHn? num
NPOCTO BBECTU TaKytO KaTeroputo B paboTbl?

C. I.: MHe xoTenoch aatb KOHMETKY TEM, KTO MPULLEN CMOTPETb
paboTy, a He 3aLlen U BbILLES.

A. I.: Tbl yacTo camMa BHUMATENIbHO CMOTPWLLL PaboTbl HA Bbl-
cTaBkax?

C. I.: Hea, ocobeHHO B1Oeo. A OTBpaTUTENbHbIV 3pUTENb, S Kak
pas 13 Tex, KTO, NoKa ero He NPUBSKELLb K KPeCsy, He MOCMOTPUT
BCe OT Ha4yana 4o KoHua.

A. I1.: 51K TEPPUTOPUIN, OHU, KaK OKaA3a/10Chb, JOBOJIbHO JINYHbIE,
EeCN MPOoYUTaTh Hal ¢ TOBOM TekcT. A 4To 06 aTon Aocke? Thbl
OEVCTBUTENBHO BCcerga B pasbesgax? Vnv npocTto apT-TycoBKa
CTas1a Takon HOMaaN4eCKOon?

C. I: Hy, 3TO HE TONBKO OT apT-TYCOBKM COOBLLEHNS, HO, MHE
KaXKETCS, 1 OBOJIbHO MHOIO €3)KY, HAPOL, Kak-TO MPUBLIKAET, YTO
S NOCTOSAHHO rae-To. B npoLuiom rofy noyTu noaroga npocuaena
B [Napwxe, Hanpumep. HOo, KOHEYHO, E€3)KY MeHbLLIE, YEM XOYETCH,
a C Opyrov CTOPOHbI, OT 3TOr0 TOXKE YCTaelllb.

A. I.: [1a, Tak 6bIBaET, XYOOXKHVKN U BCE COBPEMEHHOE XyOCO-
0BLLECTBO O4EHb MHOIO BPEMEHW NMPOBOAAT BHE MOCKBbI. TO, 4YTO
Tebsi BCe NOTeEPs/IN, — 3TO Tebe HpaBUTCA?

C. I.: MHe KaxeTCs, XyOOXKHVKM O4eHb Maslo e344T. WV oa, MHe
3TO HpaBUTCS.

A. IN.: B cmbicne? OHM TONBbKO 1 JenatoT C KaKoro-To MOMeHTa
BKJTKOYEHVISI B MHCTUTYLMOHASIbHYIO cpenly, YTo e304at. Haxke pa-
O0Tbl NEPECTAOT Aenatb. Y Hac gaxke B MOCKBE TakmMx NpUMeEpPOB
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macca. OanH 13 TakMx MOSIOAbIX NIEBbLIX AaXKE FOBOPWIIT: Kak »Xe 3TO
TSOKENIO — BCE BPEMS HAXOOUTLCA B MyTW, YTOObI NPeacTaBnsaTb
Poccuto 3a pybexxom. MHe BOObLLE apT-TyCcOBKa NpeacTaBsieT-
CS CaMOW HOMAAMYECKOW YacTbto OBOLLEecTBa. ITW JIOAM YacTo Ha
rpaHTax, B pe3naeHUmsX, Ha BbiCTaBkax, pucedax. MHe KaxkeTcs,
Kak pas 1M MMEET CMbICN N3y4aTb CBOW TEPPUTOPUN — BO3MOXX-
HO, YTO TOrga OHW ByayT 60/bLUe paboTaTh. Kak aymaellb?

C. I.: Cnywanm, 970 O4YeHb crnekynsaTvBHas Tema. [a, g mory
cKasatb — MyTELEeCTBYMTE MO HalLew BENVKOW poaviHe, Y Hac
O4YeHb KpacuBble naHawadThl, U 9TO O4YeHb BnarogaTHas noysa
ons paboTbl. Kak Tbl AyMaelllb, Kak 3TO NPO3BYYUT B CErOaHsILLI-
HEM KOHTeKcTe? 10 MeHbLUen Mepe, CTPaHHO. XOTd, 9 aymato,
YTO STOT OMbIT HEOOXOAWM. Hy, TO €CTb Thl MOXELLbL HE CMOTPETb
[NepBbi KaHas1, a MOXELLb CMOTPETb, YTOObI ObITb B KypCe, YTO
MO HEMY MOKa3bIBaKOT. A CMOTPHO — YTOObI BbITb B Kypce. U 4
4EeCTHO e3aua Mo CTpaHe, YTobbl 3TO BUAETb. S O4EHb CKy4ato Mo
TeMm BpemeHam. Celnvac HacTasnio BPEMS HOBbIX TEPPUTOPUIA. Tbl
MNOHVMAaELLb, 9 He YBepeHa, YTO BCS Hallla apT-TyCOBKa OTKpbITa
Ha CTO MPOLIEHTOB BOCMPUSTUIO 3TUX HOBbIX MPOCTPAHCTB. MHO-
r1e >Xe CBOpa4MBatOTC B KOKOH, HE XOTST YyBCTBOBATb, BUOETH,
oulyLaTh. V1 9 roBopto He TO/IbKO MPO CTapLUee NOKONeHWe, K Co-
>xaneHuto. BoobLue, HaBepHOE, Y KakOoro CBOW MEXaHV3M Bbipa-
faTbiBaHMS 3TOMO HOBOrO — Y MEHS, TaK C/IOXKWMIOChb, 3TO OnMbIT
NOe3O0oK. ¥ BOT Mpuexana B Havasie MapTa, U MHE Y>Ke HE TepMnnT-
Csl CHOBa yexaTb. 5 4yBCTBYHO cebsi HEKOMMOPTHO, Koraa s 40ro
CW>KY Ha OHOM MecCTe. Y MeHs1 Oblnia Takas yTonmyeckas Teopus,
YTO eC/N1 pPa3aennTb BCHO MOLLAAb CYLLUM Ha BCE HACEEHME 3EM-
M — TO NONY4YNTCS BMOJSIHE OrPaHNYEHHbBIN U OLLYLLIAEMbINA KYCOK
CyLLW, KOTOPbIN KaxKAOMY NpeaHasHadeH. /1 BOT Mbl Bce Bceraa
ero uuem. B obLiem — 3a onbIT HOBbIX TEPPUTOPNIA!
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Andrey Parshikov: Let’s try and get straight down to business.
How important is personal experience in the fairly alienated art that
you do? These landscapes — have you inhabited them in some
way? This is a fairly rare theme in international contemporary art.

Sofia Gavrilova: \\Well, how can | put it. It’s a complex question.
I’'m often accused of insincerity and an excessive coldness in my
works. If we’re talking about these specific works, | took all the shots
myself and, accordingly, | was there and | of course experienced
them. | was only able to look at many of these photographs again
after a long period of time, because some of them were so closely
linked to personal experiences.

A.P.: What were you doing there? If it isn’t a secret?

$8.G.: Expeditions. It's very simple: work.

A.P: Right, and at the same time you photographed the
landscapes.

8.G.: | just shot as | went along. First as a hobby, and then more
purposefully.

A.P.: But where did your interest in this come from? | know you
completed one higher education, and then another. Was it your aim
to lock them together in this way?

$.G.: Basically, on one of the expeditions | got to know a
photographer who believed in me and gave me a camera for the
first time. That’s a lie — it wasn’t the first time, of course. As an
adolescent I'd been in a photography club. After that trip, when
he began to teach me, my life changed, and | decided to go to the
Rodchenko School.

A.P.: But, nevertheless, you remained faithful to landscapes, to
territories, scenery and horizons. Why do you think that landscape
is important now? | remember that when you discussed the
exhibition with the technical director, you spoke a great deal about
going down into “dug holes,” and it’s as if you want the spectator to
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really be overcome by the experience that you’ve received. What'’s
S0 valuable about this experience?

$.G.: You list them all together — landscape, territories, scenery —
but they’re absolutely different things and words. | would say that
I’m actually talking about territories.

A.P.: So you're not dealing with landscapes? But what we're
seeing here are landscapes, aren’t they? What'’s a territory? What'’s
your understanding of the term?

$.G.: What's your understanding of a landscape?

A.P.: The depiction of the natural scenery.

$.G.: Well, not entirely. | don’t think that any depiction of natural
scenery can be defined as a landscape. Landscape, after all, is a
genre, but I’'m talking about my experiencing of natural scenery.

A.P.: Well, yes, and every genre is a depiction. A landscape
depicts scenery, battle-scene painting is about war.

$.G.: This exhibition is crucial for me, because at first | refused to
work on this, | refused to cross geography with art, | lived entirely in
this schizophrenic mode, and then | relented and devoted several
years to it.

A.P.: And the siege ring? And the new constructions in Novaya
Moskva?

$.G.: Well, that was all in the period when | allowed myself to do
that. Previously, there was something entirely different, and I’'m glad
that it was different. You see, it's easy for me to work with natural
scenery, maps and territories, and | enjoy it, but it’s not always
easy, enjoyable and productive.

A.P.: What's so important about territories? What is it that you
want the spectator to understand, ideally”? What experience do you
want to convey to them? Just that “immersion” that | was talking
about, or, for example, with your video where a landscape is put
together — it seems to me that there is something transcendental
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about that, isn’t there?

$.G.: Yes, definitely, | actually think that any experience of territory
that you haven’t been through personally could be described as
transcendental, and not just experience of territory.

A.P.: But let’s stick to territories.

$.G.: Well, this is very simple: 10 years of expeditions, every trip
was a new life, it's people and situations that will never be repeated,
this isn’t a linear development of life, you see”? You no longer realize
where reality is, where your home is, where proper life is. You’re out
of the loop for 2 to 3 months, and take it from me, you learn about
life there like nowhere else.

A.P.: Where were the expeditions to?

$.G.: Everywhere! From Norilsk to Kamchatka, Karelia — the whole
of Russia. But that’s not that important — what was important was
that this was a stunning life experience.

A.P. And the guide in this experience was the territories
themselves? The territories were what constructed this experience?

$.G.: The guide, of course, was the breaking away from a place.
You know, Kupriyanov [a professor of the Rodchenko School, a
renowned photographer, died in 2011] always said that you had to
get away from Moscow at least once every three months. You had
to get away that often. That, no doubt, influenced the rest of my
lie, because only a change of territory gives me a new experience.

A.P.: You mean in the sense of getting back to nature? Or to just
go anywhere?

$.G.: No, to go anywhere.

A.P.: The territories at the exhibition — where are they?

$.G.: From Karelia to Kamchatka, all mixed up.

A.P.. When were the last shoots of material for the exhibition
done?

$.G.: | was shooting right up to the last moment.

18

A.P.: Point-blank question, then — when did your expeditions
end?

$.G.: In that sense, in 2011.

A.P.: Where did you go on your last expedition?

$.G.: From Krasnoyarsk, we went up the Yenisei River, through
Igarka and Dudinka, to Norilsk.

A.P.: Tell us a little about “Territorial Integrity” - why do you use
music, and is that as essential a part of the work?

$.G.: At the end of last year, the Conservatory, together with the
Kandinsky Prize, launched a project titled “ARTinki s Vystavki”,
where young composers were asked to write works for any work at
the exhibition. My work was chosen by Kirill Shirokov. When | heard
it, | was stunned, he’d understood and taken it in so precisely.
When | came up with the idea for this video, my first association
was that this was a story that is being developed in keeping with
the rules of musical works rather than with the rules of time-based
media, and | phoned Kirill, so yes, the music is very important here.

A.P.: Which work was this”?

$.G.: Umbrella’s Shadow.”

A.P.: But “Umbrella’s Shadow isn’t about territories, is it?

$.G.: No, thank the Lord, although that idea also developed
during a trip.

A.P.: Perhaps it's because there’s more time when you're on
trips? More peace and quiet? There’s a chance to slow down the
Moscow rhythm and calmly think, having broken free from that
aggressive informational field?

$.G.: Andrei, it’s far more complicated than that, first and foremost
it’s down to physiology — you drink different water, you eat different
foods, and that starts to work on you.

A.P.: What different foods? You get different foods in the other
hemisphere...
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$.G.: \When was the last time you lived on a diet of tinned meat?
Or potato that a student’s washed with Fairy Liquid?

A.P.: Never done that.

$.G.: There you go! | have! That, of course, as | say, has an
influence on you, starting with your physiology and running right
through to your visual picture.

A.P.: When you’re in France eating oysters, does that also have
an influence?

$.G.: Of course! It's a pure aphrodisiac, that’s what we’re talking
about: oysters influence you, tinned meat influences you, five-star
hotels influence you, and sleeping for a whole month on permafrost
also influences you.

A.P.: “Impenetrable Love of a Russian Landscape” appears to
me to be a very sad work, as if it's the legend of Narcissus, as if I'll
never see such landscapes in reality, like many city inhabitants, as
if the picture won’t come together any more.

$8.G.: Yes, actually | hadn’t thought of Narcissus, but that’s a good
association, and the picture won’t come together, and probably
those territories don’t exist any more, like all of the territories in my
works.

A.P.: Why?

$.G.: Well, in the case of “Impenetrable Love of a Russian
Landscape” it’s a 90 percent certainty that they’ve already been
built over — geography is about time too.

A.P.: Where are these territories? Is it Novaya Moskva?

8.G.: No, not quite, it's the Ural region.

A.P.: So, what we're seeing at the exhibition has all almost entirely
gone? They’re artifacts? This experience will never happen again?

S.G.: Listen, experience, as | already told you, is by no means
always down to the place alone, it's down to a heap of other
things too, such as time. In any event, even if there wasn’t a hellish
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amount of construction going on in these places , they would be
being transformed in some way, they’re not static in time. Any
representation of scenery is a a certain kind of monument-portrait.

A.P.: Because time destroys everything?

$.G.: No, it doesn’t destroy it, it changes it. Wastelands can grow
over, for example.

A.P.: Grow over... In your work with the generation of scenery,
they grow over. Which point in the creation of a landscape is critical?

$.G.: You know, | can’t tell you what you want to hear from me,
about bad people ruining nature. | believe in natural cycles and
balance within the system.

A.P.: | want to understand what volume of industry becomes the
point of culmination, and why)

$.G.: And I'm telling you that it’s by no means a fact that the
industrial moment is critical, it might just be a single cycle.

A.P: In “Dug Holes” there’s a technique of non-spectacular
displaced activity. It’s both a fairly attractive technique, and a
technique that requires attention, with, allegedly, nothing happening,
but if you look very carefully then it’s as if you stop being just a
viewer, becoming a viewer with a secret knowledge that hasn’t
been acquired by those who haven’t worked out what’s going on.

$.G.: Well, yes, that’s right.

A.P.: So what do you use this technique for? It’s fairly radical in
essence.

$.G.: |, no doubt, want to force the viewer to look, to some
extent, and to see, | want to hook him slightly, I've got tired of this
superficial view of attractive pictures.

A.P.: So, that’s what Viola was working on at the outset.

S.G.: Well, yes — as this is my first video work I'm no doubt
traveling along a standard path of development .

A.P.: How did you end up needing to make the picture move?

21



$.G.: At some point the static element was simply insufficient.

A.P.: You wanted to take more time from the viewer? Or you
simply wanted to introduce that category into your work?

S8.G.: | wanted to give a treat to whoever came to see my work,
rather than just coming in and going back out.

A.P.: Do you often look at works that attentively at exhibitions?

$.G.: No, especially when it comes to video. I'm an awful viewer,
I’m actually the kind who won’t watch something from beginning to
end unless they’re strapped to their chair.

A.P.: These territories, it turns out, are fairly personal if you read our
text — what about this note board? Are you really always traveling?
Or has the arts crowd just become that nomadic?

$.G.: \Well, they’re not just message from the arts crowd. | think
that | travel quite a lot, people get used to me continually being
somewhere. Last year | spent almost half the year in Paris, for
example, but | travel less than I'd like to, of course. Although you
get tired of that too, on the other hand.

A.P.: Yes, that can be the case, artists and the entire contemporary
artistic community can spend a lot of time outside of Moscow. So
the fact that everyone’s lost touch with you is something that you
like?

$.G.: | think that artists travel very little. And yes, | like that.

A.P.: What do you mean? All they do after a point where they
enter into the institutional environment is travel, they even stop
producing works. Even in Moscow we’ve got a host of examples
of that, one of the young leftists of this kind even complained about
how hard it is to be continually traveling in order to represent Russia
abroad. | actually think that the arts crowd is the most nomadic
part of society — these people are often on grants, in residencies,
at exhibitions, on research trips. | think that it would make sense
for them to study their territories — then, perhaps, they would work
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more. What do you think?

S.G.: This really is subject for speculation. Yes, | can say that
you should travel around in our great homeland, we have beautiful
landscapes, and this is a very fertile soil for work. What do you
think? How will it look in today’s context? At the very least, strange.
Although [ think that this experience is needed. That’s to say that
you can avoid watching Channel One, or you can watch it in order
to know what they’re showing on it. | watch it in order to know what
they’re showing. And | honestly went round the country in order
to see. | really miss that time. Now the time for new territories has
come. You see, I’'m not convinced that our art crowd is 100% open
to taking in these new spaces. Many people wrap themselves up in
a cocoon, they don’t want to feel, see or sense. And I’'m not talking
about the elder generation, unfortunately. Everyone, no doubt, has
their own mechanism for the development of the new — for me it
worked out that it was this experience of travels. | arrived in mid-
March, and | already can’t wait to leave again. | feel this discomfort
when I'm in the same place for a long time. | actually had this
Utopian theory — if you divided up the entire area of dry land among
the Earth’s population, then you would get an entirely organic and
reasonable plot intended for a person. And we’re always in search
of it. Basically, to an experience of new territories!
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Codbs MaBpunoea (p. 1987, MockBa) — XyOgoXHUK, KypaTop,
paboTaeT NPEeNMYLLIECTBEHHO C (DOTO U MHCTanauuamn. B 2009
rogy OKoH4Mna reorpadudeckmnin dakynbtetr MIY nmenn M. B.
JlomoHOCOBa, rae BNOCAEACTBMM 3alUMTUIACE B achvpaHType.
B 2012-M okoH4rna MOCKOBCKYO LLUKOJSY hoTorpadoum v MyJb-
Tumeama um. A. PogyeHko (Mactepckasa Bnagucnasa Ecumosa).
Cobsa MaBpuioBa npuHUMana yd4actme BO MHOMX MPynnoBbIX
BbiCTaBkax B Poccum 1 3a pybexxom, ee paboTbl HAXOOATCH B KOJI-
nekumn Mynstnumvegma ApT Mysed, Mockea. B 2011 rogy oHa cta-
na naypeatomMm KOHkypca «CepebpsHasa kamepa», ABakapl BOLLNA
B LWOPT-N1CT npemun KaHgmHekoro (2012, 2013) n npemun «UH-
HoBaums» (2012, 2013), roe 6bina oTMedeHa cneuyiasibHbIM Npn-
3om Stella Art Foundation (2013).

[NepcoHasbHble BbICTaBkM: «CUCTEMOODPA3oBaHEe» (MapK UC-
KyccTB «My3eoH», 2013), «KoMy NpuHagnexxnT TeHb OT 30HTVKA?»
(coBmecTHO ¢ Anekceem Kopeu, E.K.Aptbiopo, 2013), «bnokana
NenvHrpaga» (ranepes BrownStripe, 2012). V136paHHbie rpynno-
Bble BbiCTaBku: «PoTorpadus 6yayliero» (Mysen MCKyCCTB 1 pe-
mecen lambypra, 2014), «JTabopatopus nbga» (Art & Science Lab,
2013), «Bpewms penetuupine (ranepes «Tpuymd», 2013), «Bapsa-
pbl» (LUTW «Dabpuka» 2013). KypaTopcKue NpoeKTbl: «YaMypTUS.
Research» (BMAMNHW, 2013), «KnHo. Pemapka» (MockoBckas
lKkona otorpachum n Mmynstumegna vm. A. PogudeHko, 2012),
«bes nckntoyernn» (MAMM, 2012).
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Sofia Gavrilova (born 1987, Moscow), is an artist and curator
who, for the most part, works with photography and installations.
In 2009, Gavrilova graduated from the geography faculty of the
Lomonosov Moscow State University, where she later completed
postgraduate research. In 2012, she graduated from the Rodchenko
Moscow Photography and Multimedia School (Vladislav Efimov’s
studio). Sofia Gavrilova has taken part in numerous group exhibitions
in Russia and abroad, her works featuring in the collection of the
Multimedia Art Museum, Moscow. In 2011, she was a laureate of
the Silver Camera competition, and she has twice made the short
lists for the Kandinsky Prize (2012, 2013) and the Innovation Prize
(2012, 2013), receiving the special prize of the Stella Art Foundation
(2013) in the latter.

Personal exhibitions: “System Formation” (Muzeon Park of Arts,
2013), “To Whom Does the Umbrella’s Shadow Belong?” (together
with Alexei Korsi, E.K. Art Bureau, 2013), “The Siege of Leningrad”
(Brown Stripe Gallery, 2012). Selected group exhibitions: “The
Photograph of the Future” (Hamburg Museum of Arts and Crafts,
2014), “Laboratory of Ice” (Art & Science Lab, 2013), “Rehearsal
Time” (Triumph Gallery, 2013), “Barbarians” (Fabrika Creative
Industries Center, 2013). Curatorial projects: “Udmurtia. Resarch
(The All-Russian Museum of the Decorative, Applied and Folk Arts,
2013), “Film. Remarque” (Rodchenko Moscow Photography and
Multimedia School, 2012), “Without Exception” (MAMM, 2012).
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