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Foreword

Art museums house artworks like universities harbour research and teaching.
These activities take place in institutions but are certainly not contained in them:
one prefers to think that art and research should roam free and intertwine in
prolific ways with the surrounding community.

These questions of art’s abode become particularly conspicuous when the art
is itself interested in the various forms of residence and dwelling, paying close
attention to the geographic, historical and cultural differences that govern lived
experience — thereby revealing something of the ideas that dwell within ourselves.

Bare house. Pori-Rotterdam—Ulaanbaatar is a project that looks at the human
world anew in its bareness and in its embellished diversity. It is a truly curatorial
project, a project of caring and enabling. It is also a project of exploration and
research with no ready answers, but many right questions that account for the
enlightening breeding space it creates for thinking.

Bare house is a project of multiple international institutional co-operations, but
most of all it is a feat of determination of curator Annu Wilenius and the artists and
writers involved — since things become possible only when persistent individual
action surpasses institutional involvement in order to realize the elusive visions
that only individuals and not institutions can have.

Harri Laakso

professor

Aalto University

Department of Art and Media Pori



©OMHex yr

YpnarunH my3enHyya Hb GyT33anyyaunr xagrangar Wur, ux cypryynuya Hb
cyaanraa 6oroH cypranTbIr A3MXUH XerKyynaar. 3Arasap yun axunnaraa
Hb GanryynnaryyabiH 4oTop siBaranar 60noBY T3Ar3apuMinH XyYpasHa
xsisraapnaragarrym 6a ypnar 6onoH 6yTaany cyganraa Hb 3pX 4erneeTaun
OpLUMXK, TYXalH XYP33M3H Oy OpuuHA ambaapaar ofloH HUMTT3N Yp LWMMTIN
3amaap yanaaH xon6oraox éCToN rax y3ax Hb 3yUT3N HOM.

Ypnar Hb eepee, razap3yinH, TYYXUINH GONOH COErbIH AnraaHyyn 33par
XYMYYCUMH aMmbaparnbIr TO4OPXOUNAOr XYUMH 3yUnyyassa HapumBynaH
XaHAax 3amaap Tepern GYpPUNH HyTarwmH aMmbApax Xan6apyyauinH Tyxan
coHuMpxAor 6onoxoop yprnarvuiH OpLINXYWH Tyxan acyyntyya Hb YYHUN
ynmaac unapxum 6onx 6airaa 6ereep MHracH33p33 GUAHUIN JOTPOO
3prauyynasar 6oaon caHaaHyyAbIr UNPYYI3H rapraH upx 6airaa oM.

HyueaH BatiwuH. lMopu-Pommepodam-YnaaH6aamap Hb XYMYYHUI
OPUNOHTI ©6PUNHX Hb TYYHUIA ‘HYLIr3H’ GONMOH YMM3rnan 6OfICOH ONoH TanT

YaHapyyAbIr LWUMH3 3aMaap CyAnaH xapx 6anraa Tecen oM. QH3 Hb XXUHX3IH3
ypnarvir xagranard, Tyraard, xamraarnard, xanamxnary 60rnoH 6onomxminr
6ui Gonrory Tecen M. QH3 Hb MOH AAMap HAr 63M3H XapuynT ongor
cyAanraa WUHXWNI33HUM Tecen 6uw 6a raraapyynaxyn 6onoH 6040xynH
OPOH 3aur 6ui Gonrory oflIoH X3apParu33T3aN acyynTyyAabIr raprax upx 6amnraa
Hb XaMrMWH Yyxarn oM.

Hyuye2aH BaliwuH Hb ONOH yncbIH 6GanryynnaryyabiH XamTapcaH Tecen
6onoB4, TecnuitH yaupaard kypatop AHHy BuneHuyc 60noH 6yx oposnuory
ypaH 6yT33nuua HapbIH HALALWIYA X646eNIMePUAHXee YP AYHraap, 6yTax
BonomMxXrym M3T Mepeeanuinur 6uenyynaxuinH Tyna, 6anryynnaryyabiH
Yyagaxryur XxyBb XyMYYC 11 raHLXaH XMXK YagHa ragruur 6atnaH, eepcounH
Wypryy ynnanasp GainryynnaryyablH X3BUMIAH OPOSILLOOHOOC X3TP3H
rapcHaap 3H3 Tecern Hb X3pP3NKMX 3amMaa OrficoH 6arHa.

Xappwu Jlaakco
Mpodpeccop Mopu xot gaxb Aanto Ux Cypryynb



Horse riding in the
Orkhon Valley with
Christian Mayer,
Saara Hacklin,

et. al., 2006.

Laying the House Bare
Pori—Rotterdam—-Ulaanbaatar

Introduction

In his preface to Mongolian Architecture, the historian N. Tsultem claims that the
study of architecture not only reveals peoples’ histories of dwelling and relation
to nature, but that it also “gives full idea of customs, beliefs, spiritual development
and aesthetic thinking of any people and any nationality”'. Another way of saying
this, is in Anthony Vidler’s words, describing all we now take ‘space’ to mean.
“Its contours, boundaries, and geographies are called upon to stand in for all the
contested realms of identity, from the national to the ethnic; its hollows and voids
are occupied by bodies that replicate internally the external conditions of political
and social struggle, and likewise assumed to stand for, and identify, the sites
of such struggle.” 2

Both of these quotes, in their own ways, testify to the idea that we are
formed by our surroundings as much as we form them — and that there is nothing
superficial about such matters , for example, as architecture and the design of
built environments. As Vidler’s tone suggests, one should not fill one concept
with everything lest it lose its meaning — still, to try to separate between what in
our persons is social and what is physical (and what possibly even metaphysical)
is as difficult as it is to say a building is only concrete and glass (brick and mortar,
felt and wood) rather than of traditions, cosmologies, building regulations and
utopian social dreams. Our persons, our personalities, are the tension between
the inside and the outside of ourselves. Keeping this in mind, instead of building

1 N. Tsultem: Mongolian Architecture, preface, Ulaanbaatar, 1988.
2 A.Vidler: The Architectural Uncanny, 1992, p.167.



ourselves and our houses out of standardised ‘dreams’ from ‘no-where’, we would
be better to get in contact with the world we have and get both personal and
visionary about that, lest we become strangers to ourselves.

There is no way out from where we are and who we are, no utopia that
can make everything anew. We need to learn to live with what is there, with
engagement and fascination. (Nietzsche writes that it is absolutely not enough to
only accept the inevitable, one has to love it...%) Foucault suggests, as Sven-Olov
Wallenstein writes: “We are irrevocably inside the process of Enlightenment, or
rather multiple processes of knowledge formation, that excess the horizon of
unitary “project”; we are inside variegated modes of rationalization, disciplining,
and subjectification, and it can never be a question of stepping out of them once
and for all, only of inhabiting and undergoing them in a more thoughtful way.” This
‘thoughtfulness’ — about architecture and urban planning as constituting modes of
life — is what the project Bare house. Pori-Rotterdam-Ulaanbaatar has tried to do.
To lay bare what is at the core of the relationship between man and house, and to
‘get back to basics’, in order to experience these things with renewed sensitivity
and intensity.

The Bare house project
emerged from another exhibition
exchange project, Mongolia:
Perception and Utopia, realised
between 2005 and 2008, also
in Mongolia and Finland.® While
the first project focused on
the merging of experiencing
the ‘real’ Mongolia with the
‘ideal’ images both Mongolians
and Westerners held about
it, the current project, Bare
house, focuses on the built
environment, and especially
on the tensions created by the
recent urbanisation processes
in Mongolia and other parts of
the developing world. Rapid
“modernisation” and urban

planning ideas and practices the Netherlands.
are now applied, although they
were created for very different

3 F. Nietzsche: Ecce Homo, Helsinki, 2002, p. 60.

4 S.-O. Wallenstein: Biopolitis and the Emergence of Modern Architecture, Amsterdam &
New York, 2009, p. 6.

5 Also published as book and DVD, S. Hacklin & A. Wilenius [Ed:s]: Mongolia: Perception
and Utopia, Kerava Art Museum Publication, 2008.



places and times. Mongolia — where nomadism and soviet city planning is
changing, with disorganized ger districts and staggering tower blocks — functions
as a reference point and perspective in the project, alongside the post-industrial
cities of Rotterdam in the Netherlands, and Pori in Finland.

The artists and architects featured in the exhibition come from Finland, Austria,
Germany, the Netherlands, Australia, Canada and Mongolia. Most of the works
in the show were created during artist residencies in Mongolia, the Netherlands
and Finland. The exhibition took place at Pori Art Museum, Poriginal Gallery, and
The Old Cotton Mill, spreading out on both sides of the Kokemaki River, from
museum and gallery spaces into old industrial environments and other outdoor
locations. Besides describing ways of inhabitation, the exhibition also commented
on different spaces of display.

In this publication, the works of the participating artists and architects are
presented, through visual documentations and texts, a DVD publication is
included with video material, or excerpts thereof, from several of the pieces.

The works are ordered, not alphabetically according to their authors, but in an
overlapping and looping thematic way. Four essays follow this presentation of
works. The first two of these, by Uranchimeg Tsultem and Saara Hacklin, discuss
selected works in the exhibition. Uranchimeg Tsultem references them to the
contemporary Mongolian art scene and Mongolian history and traditions, while
Hacklin’s text explores the ideas of appropriation, mimesis and re-enactment as
methods of contemporary art through the works of Mayer, Salokannel & Wilenius
and T. Enkhbold. In the third essay, Taina Rajanti writes ‘against utopias’ and
presents the ways we can better deal with being in this world. In the final essay,

| summarise some of the ideas I've gathered through the years in this project,
about how and what it could be that we might learn from (urbanising) nomads: an
oxymoronic ambience of chaos and grace.

| would like to express my gratitude to all the artists, architects and authors as
well as the institutions and foundations, Aalto University and Pori Art Museum in
particular, which have participated in the realisation of Bare house. Besides this, |
would like to give special thanks to Chris van Mulligen and Karin Suter at Stichting
Kaus Australis for the residency, which Enkhbold, Ganzug and | so enjoyed, to
Janne Ojanen and Aalto University for the opportunity to utilise the PORI AiR for
the project, to Blue Sun Contemporary Art Center for all the times and travels in
Mongolia, and to Uranchimeg Dorjsuren, Saara Hacklin and Harri Laakso for the
various ways in which they have helped in making the project come true.

Annu Wilenius
curator & editor
December 13" 2010, Pori, Finland



Ganzug, Bazo and Enkhbold outside Villa Mairea, Noormarkku, Finland.

BanwunHr Hyuranaxym Hb

Ypnar cyanaady, ypaH 6yTtaany H. Llyntam MoHronbiH YpaH Bapunra (1988) HombIHX00
©MHOX YraHA33, ypaH GapunrbiH Tyxail cyaanraa Hb XYMYYCUIH HyTarlimMH ambAapax
x3an63p 60noH Ganranbran xapbLax XxapbLaaHbl TYYX33C ragHa “siH3 6YpuUMAH YHOAICT3H
XYMYYCUIH ynamnarn, CO€rl, OyH CaHaaHbl XONKWUI, TOO3YWH CITranradHum Tyxam

”1

[3NT3P3HIyA MIAIINNUAT Xapyynxk 6aitraa tom”! rax xancaH 6anaar tom. AHToHu Buanep
Hb ‘OpPOH 3ai’-H 333MLUMUIAH TyXal 3H3 OMNTONTLIr @ep MasAraap Tain6apnaxgaa: “Tap
OpOH 3aiA, Xxon600ToN AYPCYYA, XWN Xs3raapyya, rasap3yvH 6ananyya Ho 6ue xyHum
YHA3CHUI GOMNOH ACTHbI TyXaW 6yxui N1 oMnronTyyaTan xapbuaaran 6ereeq, HUArMUH
GONOH yrnc TOPUINH TIMLWIMIAH ragaag Hexunyyauur 4oTooan00 XyynbapnacaH 1ap
6ueTyya Hb XOOCOH OPOH 3alr Ayypraaar 6a TyxanH TaMUnyyauinH 6anpnanyyabir
TOAOPXOMUMOXOA X3P3IrLa3Tan om”.2

SH3 X0EP ULWINANYYA Hb, OUOHUIT XYP33r3aH OpUUH 6ui 6onrogor 6a eepcaee 6ac
XYP3313H OpuYMHroo 6ac 6uit 6Gonrogor Tyxan 60MoH ypaH 6apunra 6onoH 6apuraman
XYP33/13H OPYMH Hb AMap HAraH Hyyunar Tanyya 6anxryi Tyxan eryyrmx 6anraa rom.
Buanep 6mup Har onnronTbIr 6yx 3yWnyyATan Xon6ox yTra caHaar Hb angayyrnax Xaparrym
rax 6onosy- 6uaHUI OTOP OpLUNX GUe XYMYYCUIAT HUAFrMUWAH GONOH GUeTUH (MeH
MeTadpM3MKUINH YaHapTan) raX Xo€p Tycas Hb aBY Y33X r3XX oponaox Hb GalumnHr
ynamxnanyyp, Hap capHbl TOXMonyya, 6apunrbiH Aypam Xypmyya 60M0H Terc HUIrM1MmMH
Tyxan MepeeanyyA3ac 6Ull 36BXOH LIeMEeHT 60MOH WnnNaap (Toocro, LWOXOoW, 3CTUA, MoA,
rax MaT) GYTASr raXx XanaxaA XauyyTal N aaunxaH rax xamk 6anvHa. bugHuin notopx 6ue
XYMyycC 60MOH XyBUWIAH LWUNHX YaHapyyA Hb OuaHui aotoon 60noH ragaap TanyyabiH
XOOPOHAOX TYBArTan 6ananbir 6ui 6onrogor oM. AH3 OUNronNThIr AaraBarn, 6ua xaaHaac
YYC3MT3l Hb M3A3rA3XIYN HAr XaBUIWH ‘Mepeeanyyn’-33c eepcaniiree 605oH ambapax
GanwmnHraa 6yTaax 6ancHaac, 6uMa XypaanaH 6yl OPYUHTONUIOO XONIGOO0 TOITOOX, TYYHTIN
XYBWUWH GONOH MP33AYNr XapcaH xapbLaar 6uih 60nrocoH Hb A433p 6ereepn, xapBaa
Taraxrym 6on 6ua eepcanee TaHUXIYW XYMYYC M3T 60k XyBUpHa.

1 H. Uyntam: MoHronbiH YpaH Bapunra, emHex yr, YnaaH6aartap, 1988
2 A.Buanep: YpaH bapunreiH Hyyunar Yanap, 1992, xyynac. 167



Ganzug experiencing the sea for the first time in Hoek van Holland, near Rotterdam,
the Netherlands, 2009.

Bupa xaaHa 6aipnax 6arraaraacaa, XaH ragraacaa X333 4 3alNCXMAXK Yaaaxrym 6a,
fAIMap 4 Terc epTeHL, GYrAvir WKB LWMHI Gonrox Yapgaxryw oM. (Huule, XyH 3ainwryim
6ananbIr 3yrasp HIr XynasH 3eBLUO6PeX Hb XaHranTryn 6uw 6ereea, TYyHUWAr
Xauprax x3aparTan M...r3x 6Mukaa) AykonTbiH agunaap, CeeH-ONoB xanaxaaa,
“Bua MaraapnuitH yinn siBy, 6yroy HIrAManN ‘Teces’-UitH XYP33HI3C AaBCaH M3AN3arumr
6ui 6onrory gaBxap npoueccyyabliH AOTOP 3PranT 6yLanTrynraap opliux 6airaa
1OM; 6UA TOAr33pP ONOH TanT YuMp WanraaHbIr Xalry, XypmbIr caxury, 3axupyynary
LWWMHX YaHapyyAbiH AOTOP opwwnxk 6airaa 6a TaAraapaac Har op 6onoH 6ypmeceH
Tycraapnax Tyxau acyyaan x3333 4 6aix 6onoxryn 6ereep 6ua 3eBxeH Tap AyHA
Topopxou 6ogonTonroop aMmbaapy, Tyynax n 6onomxrou oM.“ 4 YpaH 6apunra 6onoH
XOTXWUNTbIH TerleBneree Hb GMAHUI ambapax apra 3aMmyyAbIr TOAOPXOMNAOT FIC3H
OWNronTbIH Tyxaun ‘6oanorowpon’ Hb HyuraH BanwuH. Mopu-PorTepaam-YnaaH6aatap
TOCNUIH ron 3opunro 6arncaH oM. T3Araap Hb, XyYH GONMOH TYYHUI ambAapaar
Ganryynamx (6anwmH, 6apunra, rap, ypu rax MaTt) XoépbiH XOOPOHA0X XapunuaaHbl
ron LIOMUIT ‘HYLramk’, T3p GYXHUNIT WWAHIYUIICIH CITraXynraap GONoH 3pUUMTINraap
OWNroX yxaapaxblH Tyng TYYHUM ‘YHAIC yr YaHapbIr onox’ Tyxan oM.

Hyue3sH BaliwuH TecnuinH caHaa Hb 2005 oHooc 2008 OHbI XOOPOHA X3P3NKC3H
Monron ¥Ync: Xapargax Bangan 6a Terc XopBoo ragar H3pTan CONMUILIOOHbI
Y33CranaHraac TOpceH MmS. AXHUI Tecen Hb ‘60auT’ MoHronbiH Tyxan MoHronuyya
60noH 6apyyHbIXHbI OMNTONTYYAbIr HArTraX A433p UNYY UX aHxaapcaH 6on, HyuraH
BanwmH Tecen Hb MoHronp 60nMoH xenkux 6y opHyyAan CYYNUiH yea 3puumMTan
fABargax 6anraa XomKUnTbIH YN AABUbIH 61 6onrox 6anraa TyBarTan 6angan gasp
ron aHxaapriaa xaHayyncaH 6onHo. Xypaaurau siBargaax 6ainraa aHa ‘eepunent’, xot
TeneBNenTUiH Tyxan caHaaHyya GonoH aaanaryya Hb 6oauT 6anaana TyplmracaH
60noBY, T3Ara3p Hb XOOPOHA00 ANraartan raspyya 6a uar yet 3opuynaH 6yTaaracaH
toM. MoHrona HyyA3an4YHUn 6a KOMMYHUCT MasirbiH XOT TONIOBNONTUIH Xan6apyya
Hb eepunergex banraa 6ereen 3Araap amx 3ambapaaryi rap xopoosnyyzs 60onoH
CYHA3PN3aH 60COoX ©eHAep WUM3H 6apunryya Hb 3H3 TOCINUIH ron 3XNaX Lar
6ancaH 6a PuHnsaHA yncbiH Mopu 6a HuaepnaHa yncbiH PoTTepaam rax MaT ux ax

3 ®. Huuwe: Ecce Homo, XencuHk, 2002, xyyaac. 60

4 C. O. BanneHwrTeliH: Biopolitis and the Emergence of Modern Architecture, Amctepaam &
Hblo-Mopk, 2009, xyyaac. 6

5 MeH DVD —Tait HoM 60mnoH xaBnaracaH, C. XaaknuH & A. Bunenuyc: MoHron Ync: Xapazdax
Batidan 6a Teac Xopeoo, Kepasa YpnarbiH My3ei, 2008.



YNNABIPXKUNTUIAH Aapaax yea xamaapax (nocT-uHaacTpuan) XoTyyAbIH Tyxaun 6ac
XampyynaH cyaancaH 6anHa.

OH3 y33CranaHrumH ypaH 6yTaanyua 60MnoH ypaH 6apunrauma Hb PUHNSHA,
ABcTtpu, Hupepnaua, Asctpanu, KaHag 6onoH MoHron yncyyaaac oponuox 6anraa
FOM. QH3 Y33CranaHA TaBuracaH 6yraanyya He Monron, Hupepnana, ®uHnaxg
yncyyaaa siBaracaH pe3nasHc® -yyaAUNH yp AyHA 6yT33racaH 60nHo. Tap y33cranaH
Hb MopuruiH Ypnarbid My3en, MopurnHan Mannepen, XyyunH [laaByyHbl Taapam
(The Old Cotton Mill) 3a3par KokeMaku ronbiH Xo€p Tana TapxaH 6anpnacaH mysen,
rannepen 60M0H Xyy4MH aX YWNAB3PUMAH OPOH 3ainA ABaracaH oM. Y33CranaH Hb sIH3
OypuitH ambApax apra xan63apyyauvir TannbéapnacaH 6ereen TyYHUI xaxyyraap eep
XOOPOHA00 AriraaTa’ OPOH 3aWH TyXaWw eryyrncaH 6omnHo.

OH3 X3Bnanpg, Teceng oponuory ypaH 6yraanuua 6a ypaH 6apunraygbiH
GyTa3anyyauir Aypcnant 6apuMTyya, eryynnyyauiH Tycnamkxrairaap y3yymncaH
Gereen BUAeo GyTaanyyAviIr aryyncaH AUCKMIAT MeOH xaBcapracaH 6onHo. Teceng
oponuoryabiH 6yTaanyya Hb LaraaH TONroMH YCruiH aapaanaap 6uw, ToCnuiH ron
C3ABYYAUIH Aaryy 30XuoH Gawryynaracad. YyHun gapaa, LlyntamuitH YpaHunmar,
Caapa XaaknuH, TaniHa PaxxaHT¥ 60MOH MUHUI GUYCIH 3CCEHYYAUNT MOH OporLyyrcaH
6onHo. L. YpaHuMMaruiH acce Hb TyxaH 6yTaanyyauinr eHeernintH MoHronbiH
Aypcnax ypnar 6onoH MoHronblH Tyyx coénToi Xxon6oH eryyncaH 6on Caapa XaaknuH
3CCeHA33 Hb 333NA9X, Ayypuax 60M0H axMH-CIPraax rax Mat onnrontyyasir Manep,
CanokaHHen & BuneHnyc 6onoH T. QHx60nabIH 6YT33NYYA33C XULWII3 aBaH cyanaH
eryyncaH 6onHo. TallHa ©6epUINHXee 3CCEeHA3I ‘Terc epTOHLUMUINH ICPar "-MrH Tyxan
6uycaH 6a Tapaap GuasHA 6GoaUT XOPBOOA aMXKUITTTauraap OpLWNH aMmbapax Tyxamn

3amyyAabIr caHan 6onrocoH 6aiHa. bu TercrenuinH acceHpaa, 3Araap (xomkux 6anraa)
HYYA3NYANIAH 3MX 3aMGapaaryi LWMHX Tepx 6a roo y33cranaH XOpLICOH 3pC TAC
YaHapaac 6uA oy cypx 6onox, fax cypax Tyxan AYTHIH, 3HI Tecen A33p axunnacaH
XKUNYYAUWH TypLU LyrnyyrncaH OMnronTyyaaa HartraH 6M4caH 6onHo.

By 3H3 Tecenp oponucoH 6yx ypaH 6yTaanuua, ypaH 6apunraumg, 3oxuoryma
6onoH 6airyynnaryyaapn, Tap Tycmaa AantoruiiH Ux Cypryynb 6onoH MopuruidtH
Ypnarninth My3sei Xxo€pbIr OHLIOH GasipnacaH TanapxcaHaa UNapxuMnmk 6anHa.

YyHui xaxyyraap, 6u Kpuc Ban MynnureH 6onoH Stichting Kaus Australis ypnaruinH
GanryynnarbiH axuntad Kapen Cytep HapT T. 9Hx60na 6up Xx0€pbIH pe3na3aHc-uir
30xuoH 6anryyncanpg, XXaHHe OxaHeH 6onoH AanTtoruiH Ux CypryynuitH PORI AiR
(ByT23n4 Pe3naaHc) —bIr 3H3 TOCIUNAT A3MXKCIHA, Xox HapaH OpuuH YeunH Ypnaruinx
TeBuiiHxeHA MoHronpg 6aix xyrauaaHa Tycancasg, [lopcypaHruiiH YpaHuumar, Caapa
XaaknuH 6onoH Xappu Jlaakco HapT 3H3 TOCNMIT aXun X3par 6onroxon oNoH 3amaap
TycarncaH siBaang, oHLUron Tanapxanbir xypramaap 6aiHa.

AnHy Bunennyc
Kypatop & XaHaH Toxuongyynary
12-p capblH 13-Hbl egep, Mopu, uHNsHA Ync

6 YpaH 6yTa3an4 ToAopXon Xyrauaaraap Har rasap 6anpnax 6yTaan TyypBux ynanuinr xanaar.
Xyrauaa Hb Har 61peec 3x/aH GYTIH XN XypTan ypramkumk 6omnox 6a, ypaH 6yTa3ny Hb NX3BUN3H
WX CYpryynb, 4334 Cypryynb, alirinH 6yc ypnaruiii 6airyynnara 60M0H yprnaruinH TecnuinH
TycnamxTaiiraap YyHz xamparaax 60nomMxToi. ©reraceH xyrauaana ypaH 6yTaany Hb Har GyTaan 433p
aHxaapraa xaHayyrK apUYMMTai axunnax yypartai 6a Tap xyrauaa ayycaxas XvincaH 6yTaanaspas
Y33CTanaH raprax xuiicaH 6yTaanas 6ycaan TaHuynaar. OH3 yAnanuiir MoHron xanHaa Har yraap
opuyynaxag TyBarTan yuypaac AHIMN YIUIAr Hb XaB33p yna3dx, Ayyanaraap 6uynx awmrnacad 6onHo.



Kpuc BaH MyJIJIUIraH

chris van mulligen

Visual artist
Born in Steenwijk, the Netherlands 1954
Lives and works in Rotterdam, the Netherlands

Chris van Mulligen’s sculptures and drawings as well as his kitchen cupboards,
huts, houses, tree-dwellings and projects of no particular definition at all, all bear
an aesthetic of the organic, the haphazard, the already there, and most impor-
tantly of all, the connectedness of all these different entities. The aesthetic of

a French forest with a green tent up in the trees, an oil-barrel raft in Indonesia
becoming home to a little duck called Max, seedpots forming the maquette of a
utopian city.

In this series of drawings van Mulligen reflects on the interconnectedness of
things: the fragility between one thing and the other. One glides between night
and day, life and death — most of the time without thinking about it. One thing
leads to another, and another and who can say what the beginning was? A plane
crashes one night, a house stands still, witnessed by a starry sky... what you are
and what is outside of you are not separate, it's all connected as in the old idea
of the ‘ether’ — physically one, inseparable, forever and inevitably. We have the
outside inside ourselves and as much as we need to pay heed to that, so has the
outside to deal with the fact of us.

[text AW]



Night, day and man, drawing, 2008




Vliegtuig, drawing, 2008

Kpuc BaH MyJIJIUraH

Sterrehuis, drawing, 2008



Kpuc BaH MymJimraH

YpaH 6yTaany
1954 oHp HupepnaHg ynceiH CTUIRHBUK XOToA TOPCeH Gereen o4oo Tapasp Tyc
yrcbiH PoTTepaam xotof axunnax ambaapy bairaa.

Kpuc Ban Mynnuranum ypax 6apumnyya, 3ypaacaH 3ypryyn 60noH TyyHui
GYT33C3H ran TOrooHb! WYYrasHyyA, OBOOXOMHYYA, 6alluMHIyya, MOAOH-
OpPOMXHYYA Hb AMap H3r3H TOAOPXOW Taunbapryn Tecnyys 6onos4y 6yrasapas
amMb[ OPLUNXYWH roo 3yMH LUMHXYYA 60M0X 30XUOH 6anryynantryn Mar,
raxAa3 eepuiiH yTra caHaaTam, XaMrMiH Yyxan Hb, 3H3 Oyra sinraata OMCbIH
XOOPOHAbIH XON600CHYYAbIr XapyyricaH T3p Y33CIrafI3Hr aryyrncaH: HorooH
MaKrxaH MOAHbIX Hb MeYUP A33pP Hb XeBX 6yn ®paHubIH o, UIHOOHe3n Aaxb
raspbIH TOCHbI TOPXHbI ratnara oHrow Makc H3pTal GsiLXaH HyracHbl rap OPOH
6ok, YPCnyynrunH BaapHyyn Terc XoTblH 3areapbIr OyT3aaH3.

3H3 uyBpan 3ypaacaH 3ypryyaan BaH MynnuraH lomcbiH gotooA xonb6ooct
LIMHX YaHapbIr 3prauyyncaH 6a, Tyxannéan: FOMCbIH XOOPOHAbIH X3BPar
xapunuaaHbl Tyxan. OMc 6ue 6ue pyyras efgep WwWeHe, ambApan YXiuiH
XOOPOHA ryficaHa, MX3aHXA33, T3P Tyxanraa orTxoH 4 6ogonrynraap. Har Hb
Heree pyy, AaXUH Heree pyy XeTrex 6a 3H3 GYXHUIT 0y 3XIYYIICIH r3X XaH
X3k Yagax B3? OHrow Har WeHe OCOoNA0XK, T3P HAr GallLMH 30rcCOH X3B33pP33,
T3p GYXHUIT OAO0A TYFC3H TIHI3P N1 FAPUNIIHI...YMHUIN X3H 6onox 6a YnHUN
ragHax xoép Tycgaa 6mi, 3H3 6yra33pa3 Xxon60o0ToMr Xyy4Hbl caHaa 60mnox
“adoup” — HIr 6ue Max6oaLTON, canLwrym, MOHXUMWH 6ONOH 3ainaxbiH aprarym.

Bua Hap ragHaxaa goTpoo Gannrax, 6ac TyyHa aHxaapan xaHayyrnax
Waapanaratan 4, MeH 6uaHun ragHax 6ugHun 6ogUT YHIH GaraanTan Tynrapgar.

AHHY BuneHuyc 61M4umB.
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I “The city spreads out like a mysterious ocean”
Jerusalem, drawing, 21 x 29,5 cm, 1998

christine saalfeld

@@ Visual artist

KpUCTUHe caandung

Born in Munich, Germany 1968
Lives and works In Rotterdam, the Netherlands

In the early 1970s, the novel ‘Invisible City’ (‘Le citta invisibili‘) by Italo Calvino was
published in Italy. With my first exhibition in 1997, already someone drew comparisons
between Calvino’s novel and my first publication ‘Zeichenhafte’. It was a booklet,
in which | combined drawings and text fragments about houses. Calvino’s novel
is a collection of prose poems, without a linear narrative structure. The poems are
embedded in a kind of frame story: Marco Polo, the great Venetian traveller to Asia
during the late 13th century, reports to the aging Mongolian monarch Kublai Khan,
about the cities he has visited in Khans extensive empire. Each poem briefly outlines
a (fictional) city. Each city embraces a poetic picture of a certain geographical, historical,
social or human situation. The text fragments condense into an oppressive panorama,
a threatened world that becomes more and more similar to our contemporary one.

| undertook the first target-oriented house expedition, to the Bavarian
countryside, in 1997. An architect had built a modern house for his family. My
first impression of the building was dominated by the unrendered concrete both
inside and out. Built-in cupboards dominated the interior; full-size doors were
integrated into the built-in cupboards; a kitchen table made of solid concrete was
firmly fastened to the floor. The windows facing onto the street were bare. After the
completion of the house, the architect fell ill and passed away, his wife took her own
life, the girlfriend of the son hung herself in the nearby forest and the son became
Buddhist. It made one wonder, would an exaggerated need for order limit the ability
to accept the impossibilities of life?



Family-house, drawing, 16 x 12,3 cm, 1997

During my stay in Jerusalem | could not really sense the spirit of the city,
but its inscrutable complexity, which | saw as a metaphor for its culture. |
discovered the mystery of Jerusalem and learned to accept the unknown.

It is a kind of insight to let the unknown be what it is, to let it shine without
interpretation. In order to illustrate that statement, one can imagine looking

at a table, seeing only three legs. Your experience will tell you, that there
must be a fourth leg. Accepting, however, that there are things beyond your
comprehension, you allow for the possibility that there may not be a fourth leg.

My journey to Mongolia in 2009 was my first visit to Asia. In contrast to
Calvino’s story, nobody really wanted to know where | came from, or where |
had been. Mongolians invited me into their world, which is strongly determined
by rituals. If you enter a Mongolian tent, you find the safety of by-gone times,
the changes of the world have left the form of the tent untouched. However,
Mongolia is a developing country, and reminded me of the basic needs of
existence, like safety, welfare and relationships. Developing countries and
Western welfare states could learn from each other: on the one hand, to make
sure that basic needs are fulfilled, and on the other, to remind us of what basic
needs actually are.

These thoughts were the starting point for my works, Felt Tapestries and
The Sentinel. The felt tapestries denote the Mongolian tradition of felt making.



KpucTuHe caandung

Felt is still used for covers for portable Mongolian gers, carpets and cloth. Felt
suggests protection and warmth, but the German word for felt (Filz) is also a
synonym for cronyism. The drawings, which are felted into the tapestries, depict
architectural motifs and refer to sketches | made during my stay in Mongolia. The
installation The sentinel comments on a real situation in Saint Basil's Cathedral in
Moscow. Practical reasons probably led the sentinel to arrange a homely set-up
at his workplace. The installation subverts the immaculate attitudes of a sentinel,
making him or her flesh and blood.

House and city explorations could bring forth the question, “what will lead to
where?” Likewise, Kublai Khan asked Marco Polo: “You, who go about exploring
and who see signs, can tell me, toward which of these futures will the favourable
winds drive us?“ Marco Polo does not know, but “[at] times, all | need is a brief
glimpse, an opening... in the midst of an incongruous landscape, a glint of lights
in the fog, the dialogue of two passers-by in the crowd, and | think that, setting out
from there, | will put together, piece by piece, the perfect city, made of fragments
mixed with the rest, of instants separated by intervals, of signals one sends out,
not knowing who will receive them.”" Marco Polo’s answer could be a path to
follow in the search for the ideal house, one that consists of ideas, fragments,
and instructions, by chance whispered, from passers-by, snatched with a short
glimpse.

[text CS]

1 ltalo Calvino: Invisible Cities, 1978, p. 164.
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Untitled, felt tapestry, 185 x 370 cm, 2010
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Family House, letter press, “Zeichenhefte”, published 1997 in Hamburg

KpucTuHe caandwng

ypaH 6yTaany
1968 oHA MepmaH ynceliH MioHKX xoTog TepceH 6ereef ofoo Tapaap HuaepnaHa
ynceiH PoTTepaam xoTog axunnax ambaapy baviraa.
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Ulaanbaatar, drawing, 16,8 x 25,1 cm, 2009



The Watch Tower,
felt tapestry,
180 x 360 cm, 2011

1970-aap oHbl 3x33p Utano KanBuHorunH Y Y3az0azy Xomyyad (Le citta
invisibili) HapTan 3oxuon Utanu yncag x3aBnargkaa. MuHum 1997 oHbl aHXHbI
Y33CraNaHraac X3H HAr Hb anb X34UNH33 KanBMHOIMIMH 30xnon 605oH
MWHUNA aHXHbI X3BN3NUIH X3aN63pa3p rapracaH 6yTaan 3ypaacaH 3ypauliH
Howm Il (repmaH. Zeichenhifte Il) xo€pbIr xapbuUyyJriaH spucaH 6ancaH.
TyxauH 6yT33n Hb ToBXxuMon GaricaH 6ereen 6u TyyHA 6aviLIMHIYyAbIH
TyXxawn 3ypcaH 3ypryya 6050oH YrcuiH X3acryyaran xocnyyncaH. KanBMHormimH
30XMON Hb AIMap HIr3H XYYPH3NUIH GYTaUryn yPrafmKUncaH YrumiH
WYNryyaunH Lyrnyynra tom. Tap YpramkuncaH YruiH Wynryya He 13-p
3yYyHbI cyyna Asu TUBA asncaH anaapt BeHeuuiiH Mapko Mono xerwupy
6y1 MoHronbiH Xy6unam xaaHa epreH yyaam xaaHT yNCcbIHX Hb XOTyyAaap
asncaH Tyxanraa Magaanxk 6arraa mat ron eryynantan. LLynar 6onroH Hb
H3r3H (30XMOMOJT) XOTbIH TyXal eryynHa. TyxaiH XoT 6yp Hb ©@pUIAH r3C3H
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rasap3yiH, TYYX3H, HAWrMUAH GONOH XYMYYCUIH axyWH sipyy Hanparnantau
3yparnanTtau. LLlynruiiH xacryya Hb GMAHUIA OPYMH YEUWH aloynaap AYYPCIH
A3NXWATIN ynam yrimaap TecTan 6omxk xaBunara gapnanbiH gyHaax
A3Nraman xeper 60MoH XypaaHryninaraaHa.

1997 oHA 6M ©6pUIH aHXHbI 30PUIT-TONINTIOCOH 6aMLUMHIMIAH cyaanraaHbl
asHr BaBapuiH (FepmaH ync) xenee HyTart XMMCaH oM. HaraH ypax
Gapunray rap 6ynasa 3opuynaH opuuH yeuiH 6animH 6apbcaH 6annaa.
MWHUI aHXHbI C3TrarA3n 6on Tap 6aMlIMHIMIAH ragHa 60mMoH AoTop Tan
Hb T3rLUN33ryM LLeMEHTI3p XMUTAC3H 6arHa. BailmnHruimH goTop xaHaHp
cyynrax 6anpnyyrncaH WyyraaHyyAa Hb 6yTaH xaanratau 6a ran TorooHbl
LIMP33 Hb XaTyy LIEMEHT33p XUUTACIH Gereen wanaHa 6axnaracaH 6ancaH.
l'ynamx pyy xapcaH LlOHXHYYA Hb LUMITYW HYLraH. BanwmHraa agyycracHbl
Aapaa Tap ypaH 6apunray eB4YMH Tycax ynmaap Hac 6apcaH 6a, Aapaa
Hb 3XH3P Hb aMMUa XOPIOX, XYYIMAHX Hb Ha3 OXUH Hb OMPOJILLOOX ONA,
©epuinree AyyxuncaH 6aereea TYyyHUn ynvaac xyy Hb ByaabiH wawimHTaH
6oncoH. 3H3 GyxXHUIr 6040074 Y33X34, X3B XKYPMbIr XagranaxbiH Terneex
X3TPYYNanNT3i WaapAnarbiH X3aparuaa Hb aMbApanbiH GONOMXIyA M3T
caHargax Xy4vH 3ynnyyaunr XynasH aBax YagBapbir xa3raapnax 6onos yy?

Bu Xepycunump (U3pannb ync) 6anx yenas T3p XOTbIH aMUIAT HIT N
M3[3pY Yajaaryy 4, TYYHUA OWNTOMXKIYM TOBOIT3N YaHapbIr Hb 61 COEnbIHX
Hb XMNCB3pP 3YUPNan rax omnrocoH om. bu XepycunumuitH Hyyubir omx

M3AC3H 6a ynmaap TYYHUIA yNn M3A3rA3XYWr XYN33H 30BLU6OPCOH. DHI
OWNIONT Hb T3P YN M3A3rA3XYUr 6anraaraap Hb yna3ax, yTra caHaar

Hb TannGapnanrymrasp raprax upaxapg 6auraa tom. JH3 OUNronTbIr
OYPCN3XUIAH TyNA, Ta H3r3H WMP33 pYYy Xapaan 3eBX6eH rypBaH Xenuur

Hb aH3aapy 6anraatan agunxaH. Ta WKpP3I3HA AepeBaaxX xen 6arnx écTon
r3ArMAr Typlunaraacaa magax 6amraa. '3xa33, onnroxbiH 60MOMXKIyN 3ymnc
Ganaar raAruir XyrnasH 3eBLU6OPCHeep Ta T3P WUPIIHA AePeBA3X Xen
epeecee Ganraaryn 6anx maragnanbir 6un 6onrox 6anHa.

Mununin 2009 oHbl MoHronbIH asnan He A3u TUB pYY ABCaH aHXHbI
3ounon 6aricaH. Mapko MonoruiH Tyyxaac apc Anraartanraap, Hamamr
XaaHaac MPC3H GONOH xaaryyp 304UIICOH TyXal X3H Y M3A3XUNUT XYCI3ryW.
MoHronuyya Hamanr eepcaMnHxee epToHL e EcronbiH Masrtranraap
ypbcaH. Tanbir MoHron rapnyy opoxop, Ta Lar xyrawuaa eHrepeH o4oxooc
aunx aroynrym 6anx 6a 4anxmng TOXMONACOH ©epUNenTyya Hb r3puinH
X3MN63PT OrT rap Xypaarym yna33CHUAT Ok M3Aa3x 6onHo. M3xa33, MoHron
ync 6on xerkux Oy opoH 6a aoynryu 6araan, HUArMUKAH Xanamx, ypar
TOPNUIH X0NG00C raX M3T aMbA, IBaxXbIH rofl Xaparu3aHYYAUIH Tyxan Hagan
caHargyyncaH. Xenkux oy opHyya 60noH 6apyyHbl HUArMUIAH XanamMmxuT
OpHYyynA 6ue 6MeH33Cc33 cyp 6oMox KM: H3r Tarnaacaa ambaparblH ron
X3P3ru33HYYAMMUr XaHrax, Heree Tanaacaa 6ua3HA T3P rof X3pP3rud3Hyya
Hb fAr Oy 60M0X Tyxan caHyynax xoép oM.



OH3 6oanyya Hb MUHUK ‘Ocaull XuecHyyd’ 60MnoH ‘Xapyyr HIpTan
OyT3anyyaunr Xunx aHxHbl anxmyya 6annaa. crum xuBcHyyA Hb MoHronbIH
3CTUI XMWX ynamxnanTtan agun ytratam oM. 3Crmi Hb 0400r XYpTan
MoHron rapuitH 6ypaac, XMBc 60OMOH XyBLAC XUNX3A X3P3rnaraaar. Acrum
Hb XaMraananTt 60noH gynaaH 6ananbIr UN3pxunnaar 6onosy NepmaH
X3n33p acrun Hb (Filz) MeH awmr xapcaH Hexepnen raaar yrratam. 9H3
XMBC3H [33pX 3CIMI 3yparHyya Hb ypaH 6apunrbiH ron caHaar AypcancaH
6ereen muHun MoHrong 6anxpgaa XMMCaH Hoopor 3ypryyaaagaac rapanrtan
oM. ‘Xapyysr’ nHetonnAy Hb MockBaruiiH M'3rasH Basunund CymuiH
ragHax 6oauT SIBAMNbIH Tyxaw eryyncaH. CyMuiH xapyyn Hb NPakTUKUIAH
wanTraaHaap eepuiiH axrblH 6arpaa Tyxnar 6arMganTtan 3accaH 6aux n gaa.
OH3 MHCTONNSAL Hb TyXalH XapyyrnbIiH CYMA33 XaHAaXx T3p CIBryn xapbuaar
Yry# 60mnrox, Tap xapyynbir max 6a Lyc 60nrocoH.

BaiwmnH 60M0oH XOTbIH cyAanraaHyyA Hb H3r3H acyynThbIr raprax upx
Gonox tom: 1y xaawaa aaryynax 6on? YyHTan agunaap, Xyounan xaaH
Mapko MNMonorooc uitH acyyxa3: “Ta 6on WKMHX TIMATMIAT Xapary, aanary
XYH, MUHUI 3H3 acyynTaHA xapuyraad, anb Mp33ayu pyy 3H3 33nT3ai canxu
6upHuir aaryynax 6on?” Mapko Mono xamk M3AC3HIYN, raxA33 TIpaap
MHI3X Xapuymnkaa: “Tap eep XOOPOHA00 TaapamMXryi 6anWranuitH razapaymH
TOITONLOOH AyHAAX...UN 3aA4rai, MaHaH AyHAAaX rIpruiiH ranéaa, onHbI
AOTOPX XOEP ABYYIbIH XYHUI XOOPOHAbIH AipMa 33pruinr, Hagaa 33pPB3CX3H
xapaxapg, n xaHrantran 6ereef, 3HA33C IXN3H, 6u Tap 3aBcpyyaaap
TycraapnargcaH arwmHryyaaac, XaH XyrnaaH aBaxbIr Hb M3A3XTyA MepTiee

AOXMOHYYAbLIM UN3X YANANI3C GYPACIH IHI XKMKUT XICTYYAUNT XamMTag Hb
Ly rnyyJrx, T3p Terc xorbir 6uit 6onroHo.”! Mapk MonoruitH aH3 xapuynTt

Hb T3P caHaaHyyA, Xacryya 60MoH 3aaBpyyA Hb ABYYIbIH XYMYYCUWH
TOXUONANbIH LWUMBHI3 AipUaHaac Yycax, Taraap, 33pB3CX3H xaparnTaap atraH
6apbX aBcaH 6ereepn, Tap 6yra3ac 6ypAcaH Terc 6aMlMHIMIAH 3P3ang rapax
3aMbIr 61K 60Mrox M.
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Kpuctune Caandung 6uums

1 Wrano KaneuHo: Yn Y3argax Xotyya, 1978, xyygac. 164.

The Sentinel, installation at Generaattori gallery, 2010.
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sonia leimer

Artist
Born in Italy 1977
Lives and works in Vienna, Austria

backlot (behind or adjoining)
Video, text, support structure #2, 2010

Once it was decided what kind of scenery was needed for the work that would

be shot outside the studio, a search began for a suitable ’location’. By means of

a fragmented description and spatial instructions, a location scout defined and
proposed several spaces for shooting. These locations are shown in a video;

they are situated in Helsinki, Pori and surrounding areas. All together they form

a transparent and reflective set. The video is accompanied by text, in the form of
long titles, interfering with the scenery shown. Analysing relationships of staged
productions and visual cultures with the obvious physical space is a central theme
of Sonia Leimer’s artwork. Architecture is examined as the effect of a mediated

CoHua Jlanmep

state of contemporary society and its narratives. Space/time and the image of
space engage in a heightened interplay.

[text SL]



office building

ext. office building — day — glass facade — flying
flags — different camera angles — people’s
reflections in the windows — int. office building —
view through the office building — spacious
entrance hall with prestigious staircase —
windows with strong reflections — protagonist
plunges into a mass of people moving in all
directions

art museum

ext. art museum — day — view of the building —
transformed factory or industrial building — view
of a terrace with chairs and tables — int. art
museum — long corridor with sculptures — big
window front — protagonist saunters through

the space — in the windows a superimposition

of the protagonist and some artworks, behind the
windows trees from the forest outside the
museum

fitness center

ext. fithess center — evening — shot of the entrance
— big front desk — hall filled with exercise
machines — big mirrors on the walls — people are
all concentrated on themselves and their bodies —
full shot of protagonist — camera zooming out
reveals the protagonist looking at her-/himself in
the mirror

shopping mall

int. shopping mall — high space — plastic plants —
fountain — benches with sitting people —
protagonist comes along and stops suddenly —
people are passing by, all seem to be in a hurry —
protagonist looks up through the glass ceiling
into the sky

car park

int. car park — concrete building — dark
atmosphere — artificial light — parked cars — door
of a car opens and protagonist steps out —
protagonist is walking toward the exit —
reflections in the dark windows of the cars —
emptiness



CoHua Jlanmep

YpaH bytaany
Tapaap 1977 oHp Utann yncap TepceH 6ereen 0400 ABCTPU YrCbIH
BueHHa xoTog axunnax ambaapy banraa.

Ap Tan (ap Tan acBan 33pranga’’) (Buaeo, TeKCT, TYNryyp

-

g 6yTau # 2)), 2010

2 Tapaap 3H3 6YTI3aNA33 CTYAI3C rafHa opLIMX AMap razap3ywH Aypcnan
Q X3P3rTaNr TOAOPXOMUIICHLIX00 Aapaa TOXUPOMXKToM ‘Garpnan’-biH

g 3pang rapcaH 6ariHa. Baipnan onox M3praXunTaH Hb X3C3r4YUncaH

(7)) Tann6apyyn 60MoH OpOH 3aliH 3aaBpyyAbIH Tycnamxranraap, TYYHA X34

X3[43H rasap3yinH 6avpnanyyabir caHan 6o5nroxa3. Taaraap Hb XafncuHK,
Mopu xoTyyn 60noH TyyHUI oriponuoox Ganpnanyyn 6ereen TagHUNAT
BMAEOHA XapyyrcaH 6anraa. 9Ha 6yra Hb H3BT Xapargax 6a TycranTt
6arubir 6ypayynHa. MeH 3H3 Buaeor ypT rapumMruiH xanb6aptan eryynoap
parangax 6a Tap Hb TyXalH rasap3yiH Aypcnang cagaa Xuik Oy mMar.
CoHua J1ariMepuiiH ypaH GYT33MUINH ron c343B Hb XMAMII33p Gy 6onrocoH
6yT33nyya 60noH Togopxon 604AUT OPOH 3aUTan AYPCIAMIAH COEN XOEPbIH
XOOPOHALIH Xapuruaar 3aAsnaH WMHXWUMK y33X34 opluimnxk 6anHa. Tapaap
ypaH 6apunrbir Hb OPYMH YEUWNH HUAT3M GONOH TYYHUI XYYPHINYYAUIRH
3aBCpbIH HOMee M3Ta3p cyanaaar. YYHA opoH 3an/uar xyrauaa 6a opoH 3anH
LYPCNan X0€p Hb ©6p XOOPOHO00 IPUUMTIN XapuruaH yunaang oporuoHo.

CoHua Jlanimep 6uuuB
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an6aH raspblH 6apunra

ragHa Tan. an6aH raspbiH 6apunra — eAep — WU3H HYYP3H
Tan — A3pBaX OyN TYrHyya — KaMepuiiH siH3 GYPUINH eHUryya

— LLOHXOHA Tycax XYMYYCUIAH Tycranyyn — AoTop Tan. anbaH
raspbiH 6apunra- an6aH ra3pbiH 6apunrbiH — LLOHXOOP
xapargax ayp TepX— X33HL3p WaTTan U3snrap XyrasaH aBax
TaHXUM — XY4T31 Tycrantan LLOHXHYYA — ron AYPUAH XYXUMYUH
Hb BGYX YMrnang siapax ofHbl AYHA WyM6aH opHO

ypnarbiH My3eu

ragHa Tan. ypnarbiH My3en — efep — 6apunrbiH ragHa ayp
TOPX— LUMH3YNITAC3H YUNAB3P 3CB3N YANABIPUMH 6apunra
— TaBUaH A33pX WWP33Hyya 60noH caHanyyAbIH Xaparaad,

— AOTOp Tan. ypnarbiH My3eu — ypaH 6apumnyyaran ypT
KOPPUAOP — TOM LLOHXHbI HYYP3H Tarn — rofn AYPUIAH XYXUrYuH
Hb My3eMraap ygaaHaap anxanHa — LOHXHyyAan ron AypunH
XYXKUMYHUIN GONOH ypnarviH 6yT3anyyaninH AYpPCHYYA
AaBXxapriaH TycHa, T3p LlOHXHYyyAaap My3euH ragHax ovH mop,
xapargaHa

3pYYyn M3HAUWH TOB

ragHa Tan. apyys M3HAUWH TOB — OPON — YYAHUNA TaHXUM —

TOM XYFI33H aBax NaHryy — TaHXMM Hb Aacrang 3opuyrncaH
MalluHyyAaap AYYP3H — XaHaH A33p33 TOM TonbHyyATan

— XYMyYyC eepcauitiree 6050H eepcauiiH 6ueas n aHxaapHa

— ron AYPUWH XYXUI4YHun 6yxan 6uennH gypc — ron AypunH
XKYXUMIUH Hb ©6pUINree TONUHA Xapx banraar kamep xapyynHa

MX Aanryyp
ragHa Tarn. ux A3nryyp — Yy>XMM OpoOH 3aul — NNacTuk
ypramnyya — ycaH oprunyyp — ypT caHanyya A33p cyycaH
XYMYYC — rofl AYPUIH XYXXUMYUH anxax upasg raHaT 30rcoHo
— XYMYYC TYYHUI Xaxyyraap anxaH eHrepHe, 6yra ux sapcaH
GanpganTtan — ron AYPUNH XYXXUMYUH LWAM3H Taasaap TIHM3p
nyy xapHa

MaLUUH TaBUX rasap
ragHa Tan. MallvMH TaBUX rasap — LleMeHT3H Gapunra —
XapaHXyW OpUYMH — XMAM3J rapan — MaluHyyA — MalluHbl
Xaarnra OHromx, ron AYPUIH XYXXUIYUH rapy MpH3 — ron
AYPWIH XYXUMYnH rapax rap pyy anxarnHa — TYYHUW aypc
MallVMHYYyAbIH 6apaaH LLOHXOHA, TyCHa — XOOCOH



Kpuctunan Manep

christian mayer

Artist
Born in Sigmaringen, Germany 1976
Lives and works in Vienna, Austria

Tools from a workshop, 1960-2010, 2010
Gobelin "Tools from a workshop” by Unto Pusa (1960), embroidered picture de-
scription (framed), desk with old city magazines and leaflets, chair, potted plants.

Tools from a workshop recontextualises a precious gobelin made by Unto Pusa in
1960. This gobelin was made by the famous rug and tapestry manufacturer in
Aubusson, France and was comissioned by Maire Gullichsen as a gift for the new
town hall in Noormarkku, Finland. When Noormarkku lost its status as a munici-
pality and became part of Pori a few years ago, the Town Hall lost its function

and was closed, also preventing access to the tapestry. The artist discovered the
gobelin there, surrounded by scruffy pot plants, a wooden chair emanating brittle
bureaucratic charm and a table, covered with outdated magazines and brochures
about the city of Noormarkku — a frozen moment in time. He transferred this com-
plete setting to Pori Art Museum — founded in 1970 also with support from Maire
Gullichsen. What unravels is less a network of obscure points of contact than a
spiral-shaped narrative line that lures the viewer deeper and deeper into a more
and more complex story. Mrs. Gullichsen appeared in person at the opening, em-
bodied by an actress in an elegant dark blue 1960’s suit, a lady of the world — also
noticeable in her speech, the very one she had given when she presented the
work to the authorities in 1961. Her description of the link between international



exchange and the importance of handicraft for a country’s cultural development
painted a picture of a modernity in which handicraft and industrial production com-
plement and mutually support one another: "In future the products of Noormarkku
will perhaps be ranked among the best in the world.” Not much is left of this hope
some 50 years later, but might be reimagined through this installation.




Kpuctnan Mawuep

YpaH 6yTaany
1976 oHp MepmaH ynceliH CurmapuviHreH xotog TepceH 6ereep ogoo Tapasp ABCTpu
yncbiH BueHHa xotoa axunnax ambaapy 6aviHa.

XepenmepwuitH 6araxyyn, 1960-2010, 2010

YHTo lMycaruitH XedesnimepuliH 6azaxyyo robeneH xuec (1960), xatraman
3ypruiiH Tann6ap (»kaasran), LIMPI3H A33PX XYYUUH CITIYYNyyA 6onoH
yXyynax XyyAacHyyn, caHaar, epeeHui ypramnyya.

christian mayer

XedenmepuliH 6azaxyyd Hb YHTO IMycarninH 1960 oHp GYT33C3H HaHAUH
ro6erneH xMBC OyT33anA4 WWHI aryyrnra opyyrik 6anraa tom. Tap ro6eneH
xuBcunr ®uHnaHp yncbiH HoopMapky XoTbIH 3axupraaHbl LWUMH3 6anlunHA,
3opuynaH 63anar 6onroH, Mavpe FynnuxceHun saxuwanraap ®paHu yncbiH
AMOYCCOH XOTbIH angapTah XMBCHUW YUNABIPT XUUTACIH 6anHa. XaaaH
XUNMAH eMHe, HoopMapKy XOT Hb XOTbIH cTaTtycaa angax lMopu XoTbIH Har
X3C3r 60MXK, XOTbIH 3axMpraaHbl 6alUMH Hb alwUrnanTHaac rapy xaargcaH
6ereepn, TYYH33C 605K ro6efieH XMBCUMT y33X 60110Mryit 60nrocoH 6arHa.

YpaH 6yT33n4 T3p ro6eneH XMBCUWT XOTbIH 3aXxupraaHbl 6anlunHA,
60XxuUp epeeHnin ypramnyya, XyHA CypTibiH X3Bpar YaHapbIr aryyrncaH
MOZOH caHparn, Xyy4vH caTryynyya 6onoH HoopmapKy XOTbIH Tyxaun
OUYC3H TOBXUMIyyAaap AYYPC3H LWMP33 33pryya3ap Xyp3anyyricaH 6anxag
Hb OFICOH 6alHa — Ar N uar xyrawaa 30rccoH MaT. YpaH 6yT3any 3H3 6yx



3ynncunr 6ypaH 6yTHa3p Hb MopuruiH Ypnarund Mysenpg (1970 ong Manpe

FynnuxceHun Tycnamxranraap 6anryynargcaH) WUIMKYYMK32.

OH23 OYX3H Hb HYYrAMan CYIK33HUM XapurnuaaHbl LI3ryya raxaacas unyy
MYLUTMa-X3an63pTan eryynimnH Mep Hb Y33r4MmH COHMPXIbIT TyXarH TYYX
pYY ynam ynmaap Tatax 6ainraa Hb un togopxou 6omx 6aiHa.

Y33CranaHruH H33NT3H A233p, 1960-aap oHbI Xap X6X OHreTan xoc
KOCTIOM ©MCCOH XYXUrdymH 6ycryn Xartarran l'ynnuxceH 60noH MpcaH 6a
O3NXUWAH XaTartTanH WKWHX Hb TYYHUN YIH33C Hb TOAOpXol GalcaH 6ereeq
T3pa3p 1961 oHA Tap ypaH GyT3anuir XoTbIiH 3axupraaHa rapayynaH
erexee X3JIC3H Yras X3B33pP Hb YJIA33C3H.

TyYYHWI ync opHbl COEN ypnarnmiH Xankun AaX rap ypnanbiH a4y
xon6oraon 60MoH ONOH YICbIH CONMUITLLOOHbI XOOPOHA0X XON600ChIH
Tyxan Tann6ap Hb rap ypnan 605oH yWnAaB3pIriasn Xoép Hb 6ue 6ueHnnras
XapusnuaH HexeX, 6ue 6MeHUINraa A3MXKA3r T3P OPUUH YEUIH 6ananbIr
aypcnaH: “Upasaynag Hoopmapky XOTbIH rap ypnasnblH 6yT3anyya A3nxXuing
XaMrMnH caHg Toouorgox 6amx raXxk Hanaax 6amHa” rax xamk 6amxaa. H3
ropbAIoro 6Menaxa3 HAraHT 6HrepceH 60MoBY 3H3 UHCTONNAL 6YT33N33p
axuH UN3PXUUNIrA3ax 6amnx raxx Hangax 6anHa.




Makulatuuri (Pori), 2010
Wallpaper #00000 by the Pihigren & Ritola company (Toijala, Finland),
borrowed potted plants from public buildings in Pori

A second work presents a densely crowded selection of plants, which the artist
had found in public and semi-public places, such as the town hall, the municipal
library, the theatre, the hospital and the bingo hall. A kind of domesticated jungle
and, at the same time, a distillation of the decorative efforts of their owners to
beautify their sterile workplaces. Since the individual plants came from a range
of countries and regions around the world, grouping them resulted less in a col-
lective portrait of their owners than a kind of ‘'mashed-up’ cluster of diverse flora,
connecting Pori with various exotic parts of the world. Loose white strips of paper
hang on the walls, which are otherwise covered with printed floral motifs by the
oldest continuing wallpaper firm in Finland, and which satisfy the same kind of
longing as the indoor plants. Of course the ’international style’ propagated by
Gullichsen represents a revolt against the very excess of decoration celebrated
in the — visually excluded — wallpaper motifs.

christian mayer

[text Andreas Schlaegel & CM]

Kpuctunan Mauep




Makanatyypwu (Mopwu), 2010
#00000 MunrpeH & Putona koMnaHui yUnAB3pnacaH XaHbIH Laac
(Tomxkana xot, PuHnaHA ync), Mopu xoTbIH HUNTUIH Gapunryyagaac

333M1C3H ypramnyya.

OH3 xoépayraap 6yTa3an Hb WKUryy 6anpnyyrncaH ypramnyyabir xapyyrncaH
Gereepn, ypaH OyT3314 Hb TIAHUNT XOTbIH 3aXupraaHbl 6anLWmnH, XOTbIH
HOMBbIH CaH, TeaTp, 3MH3M3r, GUHIO TOrMONTbIH TAHXMUM F3X M3T HUNTUIH
raspyynaac oficoH 6anHa. Taarasp Hb T3)XK33M3J1 LWUMPIHI3H OX Wwur 605oBy,
6ac TYYHUM Xaxyyraap axrnbliH ra3pblHXxaa apuyTracaH M3T OPYHbII cahxaH
XxapargyynaxbiH rapracaH T3AHUNA 333MLUMIYAUNHX YapMaunTbIH YP AYH
oM. Ypraman 605nroH Hb ©ep OpHOOC rapanTaw 6eree, 3H3 ypramnyyabir
xamTag Hb 6anpnyynaxag T34rasp ypramnyyn Hb 333MLWNIYAUMHXIS TyXan
eryynaxaaca3 unyy Mopu xoTbIr A3NXMIAH ONOH OPHYYATal XoNn60CoH Tap
“xonunacoH” ypramnbiH auMryyabiH 6arumMnr xapyyrncaH.

Hb PMHNAHA YNCbIH XaMIMWH 3PTHUM XaHbIH LLlaac YUnaBapnary
KOMMAHUMA XUACIH LI3LIr3H AYPCI3NTIN XaHbIH Llaacaap 6ypxaracaH 6anx
GaricaH xaHyyA A33p CyN LaraaH LaacHyyabIr 6anpnyyncaH Hb T3Araap
©pPOeOeHUN ypramnyyabiH XYCIUWAT rynuaax oyn mat. Mapaax, Nynnuxcenunn
MX33p A3MXKAIr 6ancaH “ofoH YNcblH 3arBap” Hb YAM3ITINIUAH X33HYYAUNT
XaHbIH LaacHbl YUNAB3PNAnA UX33p aWwurnax angapuyynaxag gypryv
6ancHUIT UNIPXUNIK 6yn 6ereen ypaH 6yTaany Hb T3P X3I3HYYAUNT IHI
MHCTONNAL 6YT33M33C XacaH xapyyrncaH 6aiHa.

BuucaH AHgpeac Lneran 6onoH Kpuctnan Manep 6uyumse




Ganzug meeting the miller at Overschie windmill
in Rotterdam, 2009.

sedbazar ganzug

& Visual artist

Cap6asapbIiH MaH3yr

Born in Tsavdan, Songino Sum, Zavkhan province, Mongolia 1978
Lives and works in Ulaanbaatar, Mongolia

One day, during a residency at Stichting Kaus Australis facilities in Rotterdam,
we visited an old windmill in Overschie where a miller was still producing flour
in the old way. Ganzug, who had been making pancake sculptures for some
days, was fascinated and bought a packet of flour — he even had the miller

sign it as the author of the flour. This made me laugh. The idea of signing flour
would never have occurred to me. It also made me wonder what Ganzug saw as
the meaning of flour and of dough. | reflected back, when still in Mongolia and
Ganzug had asked me if there were fields in the Netherlands. It took me a while
to understand what he meant. Crops, fields, agriculture...Right, but how could
anyone be interested in that? Something so normal, so uninteresting... But of
course, he stated the obvious to me: for him, coming from the mountains and a
culture of nomadic herding, the idea of agriculture is very exotic.

In the Western tradition, agriculture, as in sedentary people working the land,
is seen as the dawn of civilization. These words — agriculture and civilization
(from the Latin civitas, a union of citizens) — also incorporate the words and
ideas of culture and the city. This theory, often repeated and lately radically
disowned as well, is quite ironic for those with a ‘nomadic culture’ point of view. It
also makes it difficult to see flour as an 'innocent’ symbol.

The Bare house exhibition was opened with a speech by Kaj Nyman,

a professor of urban planning, in which he stated that what went wrong
with architecture, besides turning symbolic some 30, 000 years ago, is that



First scale-model of Mongolian temple gate with dough-topping Performance with dough on December 18th
at Open Studio presentation at Kaus Australis, Rotterdam, 2009. 2009 at Kaus Australis, Rotterdam.

technology enables humans to make mistakes — and cover up those mistakes
by making more mistakes. His polemical speech strongly addressed modernist
urban planning and its failure to remember that buildings are erected for people
to live in, not to show off a technological ability. Such critiques of modernist
processes of planning and consequences makes an intriguing parallel to
Ganzug’s work You Can’'t Cheat Sin by Flour, a continuation of the pancake
works in Rotterdam. This old saying refers both to the idea of the sanctity and

purifying powers of wheat in Mongolian Buddhism, and to the uselessness of
covering up mistakes and hoping they go away. Whether wiping the slate clean
and starting from scratch, as in utopian modernist tradition, or smearing things
with flour in order to get rid of the past and start anew without having to deal
with the residue of what is — this must be common ground for all ideals. And
ideals are common ground for urban design and city planning the world over.

In another work, Museum for Goats, Ganzug comments on both cultural
spaces and audiences. The project states that: “The human population of
Mongolia is an approximate of 2.9 million against which the country has a goat
population of 4.5 million. Museum for Goats project has a vision of giving tours
of the Zanabazar Fine Arts Museum — a treasury of Mongolian cultural produce
— to this special populace. While processing the bureaucracy of allowing goats
into museums the project wishes to manifest its ideology through installations
reminding of this section of the country’s inhabitants.” For the Bare house
exhibition in Pori Ganzug made a proposition of a performance involving some
fifty goats in the main exhibition hall of the museum. The proposition was
exhibited as four framed 24 x 30 cm graphic sheets.

[text AW]
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The Gate at Xanadu Gallery, Ulaanbaatar, January 2010.



Installation at Generaattori Gallery, Pori, May 2010.




d i
Museum for Goats, project proposal for Bare house exhibition at Pori Art Museum and
Zanabazar Fine Arts Museum, Ulaanbaatar

Capb6azapbiH M@AH3yr

YpaH 6yTaany
Tapaap 1978 oHp 3aBxaH anmMruiiH CoHrvHo cymblH LlaBaanp TepceH 6ereeq onoo MoHron
yNncbiH YnaaHbaaTtap XoTo4 aMbAapy, axunnax banHa.

HepepnaHp yncbiH Pottepaam xotop Stichting Kaus Australis (YpaH
OYT33MYAUNH HITA3IM) A33PX YpaH 6yTaan xumx Typ 6anplunsiH yeap, 6ua
Overschie -g 6aripnagar ynamxnanT canxuH T33p3M A33p O4COH oM. CyynuitH
X3, XOHOTUIT rypunaH raméupaap 6apuman 6apbx eHrepeeceH MaHayr
TYyXalH CanxuH T33PMUIAT MaLl UX COHUPXOX, YYT Fypun Xyaanaax aBaag aa3ap
Hb FYpWnbIH YANABIPary canxuH T33p3aMUMHI3P rapbIiH YCIr 3ypyyrk aBcaH.
Tap yen, TYYHUI YANA3MN Hb HAMaWr MHI3X3A XYPracaH. l'ypunaH g3ap rapbiH
yCar 3ypax Tyxau caHaa Hagan epeecee Topx 6ancaHrym.

sedbazar ganzug

OH3 Hb Hamalir, rypun 6a 3yypcaH rypunbiH Tyxan FaH3yruinH onnront
Hb KOy IOM 60n raxk 6ogoxon XypracaH oM. MoHronpg 6anxaa, 6mu FaH3yrunr
Hepepnanp yncap TapuanaHrbiH Tan6an 6anaar yy rax Hagaac acyyx
GalcHbIr caHax 6anHa. TyyHuI saraag T3p Tyxaw acyycaH ragruir 6m
HUN33H yaax 6anraapn onnrocoH oM. Yp Tapua, TapuanaHrbiH Tan6anHyyn,
xe[ee ax axyn...Tuum 33, raxaala x3aH TYYHA COHMpXxoaor oM 6arHaa?
Taaraap Hb Mall aHFUKAH, COHMpXoNToM 6mLl...MaxA93 MaH3yr Hagaa unNapxumn
3YMNUIAT N X3ana3A 6ark: yyn xaHranh 60MoH HYyA3n4YHUiA COEnooc rapantan
TYYHUI XyBbA 605 X0466 ax axy Hb UX COHUPXONTOMN C3A3B.

BapyyHbl ynamxnang, rasap TapvanaH g33p axunnagar cyyraa
amMbApanbiH X3B Masirtail XYMYYCUWH XyBbA, X666 aX axyur coén
VMPraHLLMUWAH 3XJI3J1 I3X Y343r. DHI YICYYA- Xe[ee ax axyun 60roH coén
mpraHwun (civilisation 6yroy coén MpraHwun He civitas ragar JlatuH yrHaac



rapantau 6a MpraguinH H3rA3M racaH yTratan) 33pryya Hb XoT CYypbLUNII
6ONIOH ypnaruimH Tyxam ounrontyya 6a yrcumr Har 6ypangaxyyHa opyynHa.
YpbA 3H3 OHOM Hb ONOH AaBTargaH sipurgaar 6ancaH 60noBY, CYYNUMH

yen uxaap 6ypyyliaargax 60MncoH Hb ‘HYYA3N4MH coén’-biH y33n 6ogonTon
XYMYYCT ereefionTai MaT caHargaHa. QH3 GYX3H Hb rypunbIr ‘ramryin’
63n3rA3n raXx onnroxoa Ux TyBarTan bonrox Gawraa tom. HyyzaH batwuH
Y33CranaHr XoT TeneBnenTuiiH yxaaHbl npocdeccop Kax HaiiMaH H33caH
Gereepn, TIP33p X3aN3axA33, ypaH 6apunra 30 000 XUNUIAH TYYXTIN GONMOBY HIr
n 6onoxryn 6onoopn 6anraarMiH yYmp Hb TEKHONOrM 6a T3P Hb XYMYYCUWT
anpaa rapraxag xypragaar 6ereef- Xymyyc rapracaH anpaaraa HyyxblH Tyng
OaxuvH angaa rapragar. Tapaap opyYMH YeUMWH XOT TeneBnent 6a TYyYHun
anpaaran TanbIr WYYMXKII3H X3MnaxA433, 6apunryya Hb XyMYYCUIAT aMbapaxan
3opuynaH 6apbaar 60110xo00c TEKHOMOINMIAH yp YaABapbIr ranxyynax
3opunroop 6apux écTon oM GULL rIK3I.

WM MasirbiH OpYMH YEUIH XOT TONeBNenTUiH npoLecc 60MOoH TYYHUI Yp
[araBpbIH TyxaW WyyMxnanyya Hb MaH3yruitH PoTtepaam xotoa G6aixaaa
XUIC3H rypurnaH raméupaH 6apumnbIH aarangax 6yTaan 6onox Yu Hyanute
Fypunaap Xyyp4y Yadaxayii-Tai COHUPXONTOM XKULLMUI XUIXK 6OIoX oM. DH3
XYYUMH X3annar Hb MoHronblH ByaabIH WallHbl apuyH rarasH YaHap, ynaaH
6GyyAalrHbl apuyTrax Xy4 Yagan 6onoH angaaraa HyyH gananax waapanararym
r3C3H OMITONTTON X0n600TON. Terc MoAepPHUCT ynamxknanbiH XYP33HA,

Oyrauir op Mepryi L3B3apnax, oy 4 YIyUraac Hb 3XN13X, ©HFe@PCHUIT rypunaap
Lauax HYyH ganaarnmk, TYYHUW YNA3FANUAT OULIOONTYAr33p LWUHI3P 3XNIX- IHI
Hb OYX TOPNUAH TYWIbIH 30PUNTYYAbIH H3FAM3I 3XN3X L3r 601ox oM.

OH3 TYWNbIH 30pUNryyA Hb A3NXUA AaXUHbI XOT AN3aliH 60MOH XoT
TeneBnenTUAH HIrAM3N 3XNaX Uar oM. TyyHun SimaaHyyodbiH My3el 6yTaan
Hb COEnNbIH 6a ONIOH HUNTUIH OPOH 3aMHYYyAbIH TyXaun eryynHa. “Mouron ync
2.9 cas xyH amTau 6onoBu 4.5 cas Tonron imaatan. SIMaaHyyObiH My3el
Tecen Hb ONOH HUNT3A4 MOHronbIH ypraruiH cop 60ncoH 6yTaanyyanir
aryynpar — 3aHaba3apbIiH H3paMXKUT Ypnaruind Mysenr TaHunuyynax
asnanbIr 30XMOH Galryynax 3opunrotoi. AMbA sMaaHyyAabIr My3ena
opyyrnax TeBerT3i 3eBLU6epNMIr aBaxbIr OPONAOX YANAMN33P33 3HI Tecen
Hb TyXau YNCbIH 3H3 X3CMMIAH OPLUNH CYYryAbiH TyXau caHyynax TyWnbiH
30pUNTbIF UHCTONNSALYYAaap UN3PXUANIX XYCanTan 6airaa om.” Mopu
xotoA 6oncoH HyyeaH baliwuH y33CranaHrunH yeap, MaH3yr 3aHaba3apbiH
My3eiH ron y33cranaHrunH TaHXumA 30XMoH Ganryynax eepuiiH nepcgopmaHc
OyT3anuir (YWnaanT 6yTaan) TaBb OpYUM siMaar oporiuyyrax TerieBrnereeree
TaHunuyyrncaH. TyxauH Tenesrnereer KOMnbTep rpacuKninH apraap xXmmx,
24 x 30 cM- bIH X3MX33T31 AOPBOH LUMPXIT X3BN3MaN XyyACYYAbIr XKaasaHg,
TaBbX XapyyJicaH oMm.

AHHY Bunenunyc 6uums
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The Raft, the River and the Plum Tree
Super8 film, video, photographs, correspondence, books, objects:
installation, 2010

In the summer of 2009, we travelled down the Kokemaki River in Finland on a raft
built out of 21 spruce logs. The journey started from the city of Pori and headed
down towards the rushes in the delta-area approaching the sea. Without any par-
ticular plan to land somewhere, we drifted down the river for four days, manoeu-
vering our slowly floating home in varying weather conditions; cooking, sleeping,
brewing coffee, and watching the river banks of thickets and beaver dams go by.
How ‘imageries’ wander about in time fascinates us: how do ideas, ideals and
images translate from one context to another? What happens to childhood ideas
of Kon-Tiki or African Queen — or to past decades’ design ideals ‘for every home’,
by now glorified with the shimmer of nostalgia, when transformed from the sphere
of images into material realisations of our own making? Neither of us had any
experience or skills for building a raft — or building anything else for that matter.
Eventually the raft of our ‘imageries’ was made using washing line string and
whatever gardening shops had to offer in the way of willow fencing and trellis. The

Owoyna CanokaHHen AHHYy BuneHunyc

raft, supporting a patio and a ‘bedsit’, was made in a week. We took a plum tree



with us, along with other materials from the Hong Kong department store in Pori.
(The plum tree, originating in the distant foothills of the Caucasus, has found its
way to the gardens of the Finns, as well as the Chinese some centuries ago.)

The raft is a study of time: it is an assembly of historical imageries, at the
same time, it was constantly evolving during its realisation: in its building and in
the actual drifting that followed. The time spent on the raft also meant defining a
different kind of time to that which we knew on land. The raft as a space of shared
intimacy became a world of its own: traffic noise, boaters and holidaymakers in
their riverside cottages were heard, but remained in the outside world as life on
land.

On board the raft we experienced being limited to our own restricted means;
a notion that made us remember where the project started. It was a discussion
about a text by Michel Serres, The Natural Contract. Serres uses the metaphor
of being out at sea to describe the current condition of the world not having
unknown, unexplored storages of spaces and resources, but just a singular finite
world without escapes, without an outside. And as this is a very fragile situation,
he suggests we make a contract, form a relationship, with this finite world.



Orwyna CanokaHHen

° ® YpaH Bytaanu. Tapasp 1981 oHg duHnaHg yncbiH JlaxTtu TepceH 6ereeq 04oo Tyc yncbiH

Mopw GonoH XencuHK1 XoTyyaazd axunnax, ambgapy Gaiiraa.

AHHY BuneHuyc

YpaH Bytaanu, Kypatop. Tapaap 1974 oHg ®PuHnaHg yncbiH XenCcuHKM XOTo4 TOPCeH
Herees 0400 Tyc yncblH Mopy 60MoH XencnHkn xoTyyaan axunnax, ambgapy banraa.

2009 oHbI 3yH, 6MA x0€p 21 ryanuH MOAooOpP XMWCIH raTnarat OHroyoop
Kokemaki (®PuHnaHpg ync) ronbliH aaryy asancaH 6unaa. Aanan Hb Mopu
XOTOOC 3X3rIC3H 6ereen Aanan pyy oMpTox ronyyabiH cagpaa Xacar pyy
YMrnacaH oM. bug uar araapbiH iH3 6YPUAH HEXLUen AyHAYYp, X00s
XUNXK, YHTaX, Kode YaHax, ronibiH 3PruiH LUMPIHIraH O 6ONMOH MUHXHUN
AanaHryyabir axurnaH, xaaHa 30rcox Tyxan sMap Har TeneBrereerymraap
raTnaraT OHIOLOH r3p33 3anaH AepPBeH 64PUIH rofnbiH Aaryy XeBCeH.

Bup uar xyrayaaHng ‘aypcnanyya’ XapxaH asngar Tyxawu, caHaaHyya,
TYWnbIH Y3nyyA 60MnoH 3yparnanyya siaXx Har yTraac Heree pyy
opuyynarggar Tyxam ux coHmpxgor oM. Tap 6yx syparnanyyabir 6ug
6oauT MaTepuannar xanéap pyy xysupraxaa, ouaHun Kon-Tiki (Kon-Tiki Hb
HopBeruitH asinary, 3oxuony Top Xaepaanuitd 1947 oHa HomxoH aanaiH
asiHA X3P3rJI3C3H raTanrart ycaH OHrouHbl H3p M) 60noH African Queen
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(MoHr. AgppukuliH XamaH Hb Cacun ®opectepuiiH 1935 oHpg 6MU4CcaH 3oxuon
6ereep 3H3 Hb MOH T3p 30XMONA rapAar ycaH OHFOLHbI H3P OM) HIPT3N
ratanrart OHrouHyyAblH TyXaln 6GONIOH eHrepCeH X343H apBaH XuUnyyaaa

rap 6ypT Wwaapanaratan MaT ‘TyWnblH TOrc An3anH’-bl Teceennyyn 6onox



T3p XYyXx3[ HacHbl ounronTyyaap oy 6ongor Ba? bup xoép raranrar
OHrou 6apux 6antyram, ep Hb oM Gapux simap 4 Typwnararyu 6ancaHd. bug
T3p raTanraT OHroubIr @epcANIH ‘AYPCnanyya’ GoMoH yraanrbiH 433C3H
yTac GONOH rap axyMH A3ryypaac aB4y 60/10X ya MOAOOP XMIC3H XaHa
6a capaamkuir awmrnax xumcaH. Matanrar oHroy 60M0H TYYHUM TaBLaH,
YHTAAr Xacruir Har 4onoo XOHOTrMWH A0TOP XUIXK AyycracaH oM. bug
yaBraHbl Mog, 6onoH Mopua 6angar XOHKOHIMIAH J3NTYYyp3ac Xyaanpax
aBcaH MaTepuanyyabir XamMTaz Hb aBY siIBcaH oM. (Tap YaBraHbl Mof Hb
KaBka3sbIH yyrncaac rapanTan 6erees xafaH 3yyHbl eMHeec ®uHNaHavyyn
6onoH XaATaayyablH LI3LIPMAIT yprax axnax 6omkaa)

OH3 raTanrar oHroy Hb Lar xyrauaaHbl cygarnraa lM: T3p 6yx TyyxaH
AYPCNanyyAsac 6yTcaH yrcapman 6yTaaraaxyyH 6ereepn 1ap Hb 6apurgax
6050H xeBex fiBLaA 6aiHrbIH eepuneraeH xyBupyd 6aricaH. Matanrar

OHrOLIOH A33pP ©HrepyYJIC3H uar xyrauaa Hb 6ugHUN Xyypam rasap gaapx
uar xyrauaaHaac OHA00 FaX Togopxounnoxop 60nox M. YcaH oHrouoop
3yraanary Hap 6G0NOH rofbIiH 3Pra3p ampary HapbiH YUM33 COHCOrAO0X
OONOBY T3Ar33p Hb Xyypau rasap A33pX OpLIMX ragHa TanblH ambaparn
X3B33p YNA3K 6ancaH 6ereepn, Tap rartanraT OHroy Hb ©@PUIH FIC3H OPOH
3aMTan A3nxun 605oH XyBupcaH 6arnnaa.

FaTanrat oHrouoH A33p 6anx xyrauaaHgaa 6mp eepcaoaee 6anraa
X3parcnyyAasa xsisraapnaraax 6ancaH 6a Tap Hb 6ua 9H3 TECNUIAr silaraag,
3XN3X OONCOH Tyxaur axuH caHyyrncaH oM. bug xoép Muken CappecuinH
3oxuon 6onox The Natural Contract (moHr. BatieansiH 3p33, 1995) Tyxan
Apunuax 6aricHaa caHax 6anHa. Cappec 0400rMiH A3NXUA €PTOHLUAH
SIMap H3r yn M3aaraax 3ynnryn, cyanargaarym opoH 3an 6a Heeu 6asinar
yNngaaryn, ragHa Tanryu, 3yrraax apraryn aH3 canaHrug xasraapnargman
M3T 6arAnbIr 3a4ra TOHFMCT XOBX GalraaTan 3yMpnacaH oM. QH3 Hb Mall
X3Bpar 6aripnan 6ereea, Cappec 6UOHUNIT T3P canaHrug epTeHUTIN rapad
Ganryymk xapuriaa TorTtooxbIr caHasn 60nrocoH.
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Isakin kirkko / St. Isak’s, Pori

Collaboration with Pauli Koskimies, Ari Lahtinen, Hannu Louhema
Documentary / installation: scale model of St.Isak’s 1:40,
custom-made glass case, photographs, video, 2010

In the 8th district of the City of Pori, at Siltapuistokatu 21, where today there
grows a wild thicket, once stood a building known as St. Isak’s (Isakin kirkko,
literally Isak’s Church). It stood there from 1911 to 1983. The house was named
after its builder, Isak Makela, and its inhabitants were mostly poor people: factory
workers with families, unemployed people or other temporary guests. In its hey-
day, St. Isak’s housed more than 60 tenants. The legend goes that the self-taught
builder Isak made a new apartment whenever it was needed, by changing the
arrangement of walls or putting up a few new ones. He also utilised all the nooks
and crannies in the complex roof structure to create separate rooms. Isak had a
knack for utilising all kinds of materials for the building; parts of the load-bearing
structure of the house had come from an old wooden bridge demolished in 1926.
Isak’s house was literally like St. Isaac’s Church in St. Petersburg. It grew slowly
over time, without any final plan. What was special about St. Isak’s was its flex-
ibility in housing different numbers of people. The house did not conform to any
architectural conventions, there were no drawings to begin with, and the form of
the building was determined by the changing life situations of its inhabitants.

To commemorate the building, a scale model and a glass case for it were
commissioned from local craftsmen. (A retired professional model builder, a
self-taught carpenter making his living in shopkeeping, and an engineer turning
to architectural drawing for the first time in his life.) The installation was placed in
the thicket where the house used to be. To understand the place and its history,



people who still remember St. Isak’s and one person who had actually lived
there were interviewed. In the interviews, a paradoxical attitude towards past and
present living conditions came through. On the one hand, St. Isak’s was regarded
as the slum of the 8th district, but on the other, it was recalled with warmth and
fondness. The change in the standard of living was seen as a God’s blessing —
a blissful state somehow still shadowed with the awareness that God was not able
to grant the same standards to all peoples in the world. One of the interviewees
concluded that: "This is a too high standard of living. This cannot go on.” At the
same time his wife told a story of having a radio in their house for the first time
during World War Il. “We had a bomb shelter in the field, but on the radio, they
said that Pori will not be bombed and we should just stay at home. So there we
stood at the window watching the bombs fall — and listened to the radio.”

After spending time wondering at the thicket that had replaced St. Isak’s, and
fantasising about all those people inhabiting their attic rooms where now the
tree canopies swayed, we also started to think of time as something self-made
and as a concrete space for living in. If we experience time as a continuum, we
are fastened to it both by our practices and by all the signs and remains of all
other practices before us referring to the continuum. Modernist visions replace
the continuum with a timeless space, a 'new time’, a future, which is separated
from all the old and bygone things. In this ‘future’, environments can be produced
from scratch, from a clean slate. Adoption of lateral thinking approaches in urban
design practices seems slow. Built environments that are based on standardised

urban design ideas, leaving out all historical residue, are architectural visions
frozen in time. This creates abstraction where in order for people to relate to the
environment in terms of time and space, people have to bring along personal and
historical ‘anchors’ as they move in and thus create their own time continuums,
separate from where they are. Everyone produces their own spaces and places,
without assimilation to anything or anyone else, however, these spaces might
become slightly emptier than they need be. One may face difficulties when
a sudden structural change sweeps aside all the environmental and social
reference points which form the foundation of a temporal existence.

A building site taken over by vegetation, with red bricks peeking from the soil
— the foundations of St. Isak’s — prompts the question of personal and historical
relationships to the environments people live in, if they can be thought of as
anything else than vacant spaces for further ‘development’. Temporal thickets like
St. Isak’s, vacant plots and wasteland beyond planning control, form important
breathing spaces for city structures. And so we are planning to propose the city of
Pori to buy Siltapuisotkatu 21 and turn it to a commemorative park.

[text OS & AW]

These projects were realised with the support of Arts Council of Finland,
Alfred Kordelin’s Fund and Svenska kulturfonden
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Isakin kirkko, M'arasn UcaakuinH Cym, Mopwu,
6apumTat/ nucronnsu, 2010

Mopwu xoTbIH 8 gyraap ayyprunH Siltapuistokatu ryaamxHbl 21 Tootoa, 1911
oHooc 1983 oHbIr xypTan MN3rasH Ucaakuinx (Isakinkirkko Hb UcaakninH
CyM racaH yTtrartamn) 6avpnax 6ancaH 6a 0400 TYYHUI OPOHA XKWXKUT LLYTYW
ypracaH 6auraa. Tap 6anwmH Hb Ucaak MakanarminH Ha3p33p HIPNIFACIH
6a TaHA aMbAapAar XyMyyc Hb YWNABIPUWAH aXunyua 60noH T3aHWUI rap
OYNMMHX3H, aXUITYNYYYA, TYP 3YYPbIH asnary 60nox nxaHxaa? aayydyyn
6annaa. NIraaH UcaakmnH 6anunHL XaMrumH 3aBrym yenas 60 rapyun xymyyc
6anpnax 6annaa. lomrooc coHcoxop Mcaak Hb eepee 6apunra 6apuxbir
cypcaH bereep, Wwaappanaratan yes 6anluMHIMIAH XaHbIr Oyynrax, W1H33p
XaHa 6ocropgor 6ainxaa.

Tapa3ap 6ailiMHIMIHXaa A33BPUIMAH eHLer OynaH 6ypuir awmrnax
LWWH3 epeeHYyAunr 6un bonrox 6ancaH. Ucaak AH3 OypuinH matepuan
awwurnagar 6ancaH 6a TyyHMM 6anLLIMHIMAH ron Tynryyp Hb 1926 oHp TaTtaH
GyynrargcaH ryypHuin Moaoop XMAraAcaH 6annaa. McaakMnH 6allumnH Hb
Ar OpocbiH M3rasH MeTpo6ypr xoton 6anaar MN3raan UcaakuinH Cym wmr
fIMap Har TeNeBnereerymrasp uar xyrauaaHbl TypLw yaaaHaap TOMOPCOH
6anHa. M3rasH UcaaknitH 6aMLUIMHIMIAH OHLIFOW Tan Hb AH3 GYPUIH TOOHbI
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XYyMyyc 6arraax ysiH xaTaH YaHapTan 6ancaHg opwnHo. TyxanH 6allumH
Hb SIMap H3r3H ypaH 6apunrbiH AYP3M Xypama 30XUL00ryr, 6apunrbiH 3x
3ypar 4 6aunxrym 6ancaH 6ereepn TOrTonuoo Hb 4OTOP Hb ambAapy 6awnraa
XYMYYCUMH aMmbAaparnbiH 6aianaac wantraanaH eepynergex 6arnnaa.

Bup T3p 6anMHI ECNIOH TIMAIIMIXUIH TN OPOH HYTIMWAH ypaH
papxyyypaap (TaaHWIA HAr Hb A3NTYYPUWAH XyAanaardyaap axunnax
Ganraa T3TraBIPT rapcaH M3PraXxrnuiH MoAernb XUIry Hereeex Hb
GapunrbiH 3X 3ypar ambapanaaa aHx yaaa X3aparnax 6anraa uHxeHep
6arnaa) XWKrapyyrncaH moAenb 60MOH WWN3H XakpLuarunr XMnnracaH.

Tap uHcTonnAumMir 6ua McaakmimH 6ailLMHIMIAH OPOH A33p ypracaH Xuxur
Wwyryn ayHa 6anpnyyncaH. 9H3 6aiUMHIMIAH TYYX, 3praH TOMPOH GonoH
XYMYYCUIT OWNTOXbIH TynA, Oua TYyHUIM Tyxan caHax b6anraa xymyycaac
6ua apununara aBcaH. Tap sipununaryyaaac, XYMyYCUINH 3epunnpeeTan
caHan 6ognyyn rapy upcaH 6ereea, 3apum Hb 3rasH UcaaknnH 6anwimHr
8 pyraap AyyprunH AyycbiH OPOMX X H3prax b6ancaH 6on 3apum Hb
XanyyH gynaaHaap gypcax 6ancaH om.

AMbApax opuMHA rapcaH 3H3 eepyunenT Hb BypxaHbl MB33n MaTaap
xapargax 6ancaH- raxaaa Tap MB33NTIN Hexuen Hb BypxaH epTeHLMIH 6yx
XYMYYCT agurnxaH aMbZpax OpYMH ery Yagaxrym rax ounronTbiH CYYA3pT
6aricaH oM. Apununara erer4yauinH Har Hb “3H3 YNHb X3TIPXUN 6HAepP
33parnanuinH ambapan. MHrax 6amxk 6onoxryin” rax gyycracad oM. TyyHumn
3XH3p Hb [anxuiiH Il paiHbI yeap 6awmnHpaaa paguoTon 6ancaH Tyxanraa
AypcaH caHax sipucaH. “bua 6embereec Hyyraax nyHKep Jyy oumnx
6onomxTon G6ancaH 6onosy, paguoroop xymyyc lMopua 6embéer yHaxrymn,
6up Hap rapTaa n Gawn xamxk 6arcaH. Bug Hap paguo coHcox 3yypaa
6emberHyya yHaxbIr LLOHXOOpP Xapy 3orcox 6annaa.”

'arasH UcaaknitH 6anLLMHT OPFIOCOH T3P XWXKUT LIYTYN AYHAYYP
anxamx 6anxpaa Tap 6aALIMHIMIAH A33B3PT OPLUMH CYYryYAblH Tyxan
Teceenx Ganxpaaa, 6ua uar xyrauaar 6uim 6onrox 6onaor xatyynar opoH
3aM M3TI3p 600K IXANCIH oM. X3pB33 Oua uar xyrawaar ypramknan
raXk y33XX ambgpax oM 6on 61Ma TYYHTIM eepCcauinH Yunanaap, 6yx WuHX
TIMArYYA33p, GUAHUIAT 3HI YPrarkan pyy XxaHAaxaac eMHex YAnanyyasap
63xNaracaH racaH yr. MogepHUCT y3nyya 9H3 YPrarknanuur uar Xxyravaarym
OpOH 3ai Gyloy ‘LWMHI Lar xyrawuaa’-aap opnyynaar 6a Tap Hb 6yx n xyy4vH
©HIrepCeH 3yNIIC3aC canaHrug upaagymn oM. Tap ‘upasagyin’-g XypasanaH 6yn
OPUMHT LI0O LUIMH33p 6ui 6onrox 6onox rom.

XoT TeneBnenTUiH An3alnHbl faanarag, 6yTaany caTranrasaHun
XaHAnarbIr alwmrnax siBy Hb yaaaH 6anx wur. XoT TeneBnenTMiH cTaHaapT
caHaaHyynA A33p YHASCN3H, 6aik 60nox 0yxum n TYYX3aH ynasranyyanir
YN Toox 6apucaH Taaraap xypaanaH 6airyynanTtyya Hb Lar xyrauaaHbl
AyHA XenaceH ypaH 6apunrbiH AyPCRanyya oM. IH3 Hb XYMYYCT XYP33niaH
OPUYMHTOMIOO OPOH 3aK GONOH Lar XyrawlaaHbl X3n063p33p xapunuaxbiH Tyng



XYBWUWAH 6a TYYX3H ‘3aHryyHYYA’-T HYYX UP3XA33 XaMT aBYpax 3amaap, Tap
Ganpnax 6anraa 6aMpLumMnaac canaHrug, ©epcauiiH racaH yprarmknanunr
O6un 6onrox €cTon racaH XMUCBIP ONNTronThIr 6un 6onrox 6anHa. XyH
BYp AAMap HIr3H 3YWNITIM HIr4IXIYNrasap eepuiiH racaH OpoH 3aur 6un
6onrogor 4, T3p OPOH 3alHYyyA Hb apai uiyy XooCOH 60K Maragrym om.
X3p3B TYp 3yypbIH OPLUMXYINH YHACUWAT OUin Gonrogor XypasanaH opyYnH
6OMOH HUNrMUINH BYXUIA N TaHUTAAX XONG00CYyAbIr H3T TUWAL Hb TaBbX,
TYynryyp 6yTusa raH3TUIH eepunenT opyynBar, XyYMYYCT 63pXLu3anyya
Tynrapy 60nox om.

Ypramnyyaap aaparaax, ynaaH Toocryya Hb XepCceH J00poocC Hb
uyxyucaH 3raan UcaakuinH
GaNLUNHIMIH CYYPb Hb — X3P3B
XyMyyc ambaapu 6airaa
3praH TOWPHOO Laawug
‘XenKyynanT’ waapanarartan
XOOCOH OPOH 3aiHyyA, rax
6oponrymrasp xaHaBarn, 3H3
Hb XYMYYCWUWH ©epcaninH
OPYNH TOUPOHTOMIOO XapbLax
XYBUIH GONOH TYYX3H
Xxapwunuaa xon6oocyyabiH
TyxaW acyynTbIr raprax upx
6anHa. MN3IrasH UcaakninH
KVKAT LWYTYWA LKUT, TIAr33p
XOOCOH Tan6anHyyn, smap
H3r3H TeneBnereerynrasp
333HIYMAC3H raspyya Hb
XOTbIH OYTU3A WaapanaraTan
amMbcranax opoH 3alHyyAabIr

6un 6onropor. Turm yupaac 6mup NMopu xoTblH 3axupraaHg Siltapuistokatu
ryaamxHbl 21 ayraap TooT ras3pbir XyAangaH aBy Lau3pnarT XypaanaH
6onrox caHanbIr TaBMXaap TeneBnex 6anraa.

Oroyna CanokaHHen & AHHy BuneHuyc Hap 6uuus

3H3 Tecnyya Hb PuHNAHALIH Ypnaruini Koncyn, Andpen Kopaenuuuin CaH 6onoH
®uHnaHa paxs LBeauiiH Ypnaruind TeBUiiH Tycnamxranraap siBargcaH 60mnHo.




aletta de jong

@ Visual artist
Born in Utrecht, The Netherlands 1967
Lives and works in Rotterdam, the Netherlands

Aletta de Jong’s projects are inventories of trees and plants in cities, and serve as
a method to understand the relationship between people and their surroundings.
To facilitate the shortening of the distance between food and its consumption,
she has been locating and documenting fruit trees and edible plants within urban
environments, and proposing innovative ways to raise vegetables, fruit and herbs
for local consumption.

In a photographic series called Concrete Food she explored the growing
awareness in London of the politics of food. Her photos of London streets
show the attitude of people towards their city environment. The photos explore
the tradition, and growing popularity, of producing food in shared gardens of
housing estates, on balconies, in schoolgrounds and even railway lands. City
farms were also included in the survey, because of their historical relevance —
the inherent people power of keeping these places within the city, and having a
say in how a city should be organised. Concrete Food shows a certain kind of
optimism about the humanity of a city like London by highlighting the fact that
people are still able to do what they think is important. It also visualises a not-so-
distant future, where people may have to take control of their food production due
to rising food prices, lack of income and/or lack of food.(See alettadejong.tumblr.
com for the series)

For the Bare house exhibition, Aletta de Jong developed the idea of
capitalising on existing city lighting to cultivate plants at night. This was done in
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Hop and Green Light at Pori Art Museum, 2010.

the form of a lamp post with a greenhouse built around it using reclaimed window
frames. This idea utilises the visual language of the amateur gardener and extends
it in order to develop propositions for the imagination beyond the purely utilitarian.
Another possibility for this proposal was done by customising an advertising
lightbox, the kind commonly found on lamp posts in urban settings. The lightbox
retains its original function, and at the same time it is re-purposed as a place for
local food production. By looking at how a city like Pori deals with sustainability,
she came across the Varaosapankki, a salvage company. She sourced reclaimed
materials from them to construct a work for the Bare house exhibition. Following
on from the lamp post, Aletta de Jong made a proposal for food-production in

the back yard of the Pori Art Museum, arranging reclaimed windows in a clear
reference to minimalist sculpture.

The artist came to an agreement with the company that she could borrow the
material during the exhibition. In relation to her project this was a fitting gesture
because no resources were wasted on transport or material storage after the
exhibition.

[text AdJ]



Concrete Food, London 2007—-2008, installation,
TENT., Rotterdam, 2008.

AnetTa ae XXOHr

YpaH bytaany
Tapaap 1967 oHg OuHNaHA yNCblH YTPEXT XOTOA TOPCOH Gereep 0400 TyC YrCbIH
PotTepaampa xoton axunnax, ambaapy banraa.

AnetTta e XKXOHrMIH Tecnyya Hb XOTbIH MofopA 6a ypramnyyabiH
3arBapnanyya 6ereen Ta4r3ap Hb XyMyyc 605IOH T3AHUMN 3PraH TOUPOH
X0€pbIH X0N600 xapuruaar oinfirox 30pUrIroop Xaparnax apravnan oM.
T3paap X005 XYHC 6OSfIOH TYYHUMI X3P3rN33 XOEpPbIH XOOPOHAOX 3aur
6aracraxbiH Tyng, XYHCHUMA HOroO GONIOH XXMMCHUA MOAALIT XOTbIH
fAIH3 GYpuIH Garpnang cyynrax 6apuMTkyyncaH. UHracHaapaa Anetra
TIAr33PUNAT BYTI3NY Masiraap ypryyrk Xaparnax apryyabir caHan 6omnrox
Gairaa rom.

Tapaap ‘XoTblH XyHC’ (llToHaoH, 2007—2008) H3pTa hOTO 3ypruiH
uyBpan 6yT23naaa JloHaoH xoToA Tapxax 6anMraa Xxoon XyHCHUA
TyXaWw yric TOpXKCeH OMNronTbIr cypancaH 6anHa. TyyHun JIoHQOHIMIAH
ryAamMXxHyyabliH ¢poTo 3ypryya Hb XYMYYCUMH XOTbIHXOO 3PraH TOMPOHA,
XaHpax XxaHanarbir xapyyncaH. 9H3 ¢oTo 3ypryya Hb XYMYYCUIH ©epcaumH
MASLWHUA XYHCHUIA HOFOOroo ypryyrnax €CeH HOM3arA3XK 6anraa coHnpxon
6GonoH ynamxnanbIr y3yyrx 6airaa 6ereep, xymyyc 6allUMHrbIHXaa apbIH
L3L3pPNarT XypaanaHa, 6apunrbiHxaa TartaH 433p, AyHA CypryyrnbiH 60noH
ranT T3P3rHMM OMpPOrLI0OX Tanbanr XypTan awwurnax 6anraa. YpaH 6yraany
Hb XOTbIH HOFOOH (hepMyyA Hb XOTOO siaXk 30XMOH Ganryynax Tyxau caHan
X3M3X 3PXTIN XYMYYCUIWH XXUPUWH apA TYMHUM XYY Yagan-biH a4aap OpLumnX
Ganraa Tyxam TYyYX3H XOn6G0OHOOC 60X 3H3 cyAanraaHp oporuyyrncaH

aletta de jong

6onHo.



Green Light Box, Rotterdam, 2009.




Green Light, Pori, 2010




‘XoTbIH XYHC’ BYT331 Hb XYMYYC ©€epcAAee Yyxarn racaH 3ynnad XMmx
6ONoOMXKTON X3B33pP33 Gairaa Hb JIOHAOH XOTbIH T3P XYMYYHIN3r YaHapbIH
Tyxan eefiper y3numr oHLronsoH xapyysmk 6anraa. 3H3 Hb OMpPbIH UP33AYNA
XOOJ1 XYHCHUI YHUIH ©CenT GONOH LanuHruiH 6yypanrtaac wantraamk
XYMYYC ©6epCAUIAH XO0N XYHCHUIA X3parLu3ar XxaHrax waapanararan 6omk
Maraaryur gypcanx 6anHa. (9ua oyraanunr www.alettadejong.tumblr.com
Beb xyyaacHaac ork xapHa yy.)

AnetTa ge XXoHr ‘HyuraH BanlunH’ TECNUIAH XYP33HA XOTbIH
rapanTYyNnruir alnrnad LWeHUH Liaraap HOroo ypryyrnax caHaar rapracaH.
T3apa3ap YYHUII33 XyyU4MH LIOHXHbI Xaa3yyAbIr allMrnaH rapantyynary
XYN3MXUAT XMNCIH IOM. QH3 caHaar epreTreXx L3B3ap ONIOHXbIH Y3/133C
Laawmnx Teceennuir 6uin 6onrox caHanyyabir XenkKyynaxXuiH Tyna cauH
AYPbIH LU3U3PN3rynitH AYPCRanuiH Xannaruir awmrnax 6anraa om. Ypan
6YT33mn4 3H3 caHaar XOoTbIH OPYMHA Taapanaaar WUr rapanT 3apnanbiH
cambapbIr ©epurnieH XMNCcaH. Mapanyynary cam6ap Hb ©0PUINH aHXHbI
30pUNTroo Xaaramk ynaax 6anraa 6a yyHUn xaxyyraap T3p Hb ©preH
X3P3rN33HUM XYHCUNT YUNABIPN3axaa 30pyynaH AaxvH awurnargax 6ainHa.

AneTtTa HeXeH YpXyynanTuiH acyyaang lMopwu xoT fAax xaHaax 6anraar
XapXx cyaamk siBaag, Varaosapankki HapTan xasranbiH KOMMaHUAT ONICOH
Gereep T3p KOMNaHWac aBcaH Xyy4uH matepuanyyaaap ‘Hyurau Banwmy’
Tecenp 3opuynaH ypaH 6yTaan xmnicaH. Tapasp rapant cambapbIiH

BYT33nMIHX33 Aapaa, Mopu xoTbiH Ypnaruiid My3eilH 6apunrbiH ap TanbiH
Tan6au 433p, MUHUMANUCT ypaH 6apuMIIbIH Xan63pa3c ULl TaTaX, Xyy4uH
LOHXHYYAbIH Xaa3HyyAbIr alUriaH XYHCHUIA YIUNB3PM3fnAH 3areapbIr
OYTI3C3H oM.

YpaH 6yT33ny matepuanyyaaa TyxaiH XasranblH KOMNAHUac 333M133p
aBY Y33CraNaHIMMH yeap X3parnasg OyLaax erexeep 3eBLLUO6POSILCEeH
6ariHa. QH3 Hb AneTTarviH ypaH GyT33nuiH yTra caHaaHp TOXMPOMXKTOWN
y1naan 6oncoH 6erees T3p X3parfacaH MaTepuanyyabir 3eeBepriex 60moH
xagranaxag siMap 4 Heel rap3gaaryu oM.

Anetta ge XXoHr 6uuuB



AyrapcypaHrniH Bat3opur (Ba3o)

Technology and Mongolia, installation at Pori Art Museum, 2010.

dugarsuren batzorig

Visual artist
Born in Baruun-Urt Sum, Sukhbaatar province, Mongolia 1979
Lives and works in Ulaanbaatar, Mongolia

Bazo works with the simple and perfect form of the circle. Bazo’s circles provoke
a variety of associations: from gers (Mongolian felt tents), shamanic tambourines,
potter’s wheels and the complicated symbolism of the circle in Buddhism.

For several hundred years, a variety of religious traditions co-existed in
Mongolia: Shamanism, Nestorian Christianity, Islam, and Tibetan Buddhism —
which became the official religion for most Mongolians in time. In Buddhism, the
circle is associated with several philosophical concepts: Wheel of Sansara — the
circle of reincarnation, Chakrasamvara — the circle of High Bliss and the deity
of meditation, Kalachakra — the circle of time, and Mandala — the symbol of the
divine world. Many of these interpretations of the circle can be applied to the
art of Bazo. His work epitomises the symbolism of the circle, which has been
omnipresent in Mongolian history, both in everyday life (the ger being one of the
most fascinating material representations of the circle) and in spiritual existence.
Bazo’s circles are physically expressive, highly textured; they pulsate with a
certain kind of energy, yet they remain eternally mysterious.

[text DB]



In his installation, Technology and Mongolia Bazo combines an old Mongolian

techinique of making leather string with his own visual language of the circle.
When leather dries it becomes rock hard, but if treated while drying, by stretching
the leather in a spriral twist, again and again, it becomes much stronger than rope
made of any other material. The leather was sourced in Finland, and an expert
said: “l don’t want to underestimate the Mongolian methods, but if you try to make
rope out of this leather, all you'll get is a spear.” In this work, and in another called
My Home (White Ger), Bazo tries out how traditional nomadic ideas react with
modern concepts. Traditionally, ger interiors are decorated with colourful painted
surfaces and fabrics. Commenting on the possibility of combining old and new
ways of living, slightly tongue-in-cheek, Bazo painted the interior of his own ger
entirely white and photographed the light flowing in through the ‘sky-light’ and
hung a chandelier made out of a camel dung-gathering basket.

[text AW]



batzorig dugarsuren

AdyrapcypaHrmmH
bat3opur (ba3o)

YpaH Bytaanu. Tapaap 1979 oHa MoHron ynceiH Cyxbaatap anmMruiiH BapyyH-YpT cymaHg
TepceH 6ereep 0400 TyC yncbiH YrnaaHbaaTap XOToA axunnax, ampaapy bavraa.

Ba3orunH ypaH 6yT33nuiiH ron ¢343B8 Hb 3HMMIH TOrc Xan63pTan Toupor oM. basoruiH
Toupryya Hb MoHron rapaac 3xnaaf, 6eeHui X3aHrapar, BaapyHbl Xypa 6onoH ByaabiH
WaLlHbI 63M3rA3NTa1 XOoN600TOM SIH3 GYPUIH XaMaapnyyAbIr raprax upaar.

X3a3H 3yyHbl Typwua MoHrong BeeruiH wawmH, HectopbiH XpUcTochiH
WwaLwuH, JlanbiH wawuH 6onoH TyBAMIH ByaabIH WalWMH XaMTpaH oplunxk 6arcaH
6ereen onoo TyBauinH ByanbiH walimH Hb MoHronvyyabiH an6éaH EcHbI ron
walwmH oM. TyBannH ByanbiH WwalmHA TOUPOr Hb M'YH yXaaHbl Aapaax X34 X343H
ounronTyyaran xon6ootou om: CaHcapbiH XypA- Xona HacaHgaa 3praH XyHUmn
OUennr omk Tepexumnr 6anaracaH Torpor, YakpacamBapa- XKapranbiH ToMpor 60MoH
b6sicanranbiH caxuyc, Kanayakpa- uar xyrauaaHbl TOWPOT, TOHI3PMAT €PTOHLUNH
63n3raan 6onox- MaHgana rax mMaT.

ToWprbiH Tyxan 3H3 Taunb6apyyablH MX3IHXUIAT Hb Ba3oruiH ypaH 6yTaanTan
xon6ox 6omnox oM. TyyHu 6yT33n Hb ©4ep TYTMbIH ambaparn (rap Hb Tonpor
X3N63PT3N COHMPXONTON MaTepuannar AypcnanyyauiH Har koM) 6GOMNoH cycar
6ULIP3NTaN oplumnxynTan xonéoraonTo MOHronbIH TYYXUIAH caniurym xacar 6omnox
TOWPrUnH 63naranuinr unapxunnaar. basornnH Tonpryya He 6MeT UNIPXUANANTIN,
MX OYT3LN3r, TOAOPXOM 3PY XY4Y333p aMbcranax 60rnoBY T34r3a3p Hb MOHXUNH
HyyuLnar XaBaapa3 Y/A3HI.









My Home, Lambda prints on aluminium, 2010

Tapaap TexHonozu 6a MoHzon ync (2010) MHcTONNSAL 6YT33NA33, TOUPrbIH
AYPCNanuiH xannaruur MoHroneiH ynamxnant apbCaH OJfic XUix apraran
H3rTrax xapyyncaH. HoMToH apbc Hb Maw xaTyy 6ok xataar 6a xapBa3 Tap
HOWTOH apbChbIr HAPUINXaH X3pPUYnX, MyLUrna 6anpnanTtanraap CyHrax, ornoH
OaxXuvH 343X, XxataaBas T3p Hb Mawl xaTyy onic 60noH xyBupgar 6arHa. Tap
apbc Hb PuHNaHAaaac rapanTtan 6aricaH 6a TSOHAXUAH M3PraXKUNT3IH Ofic
XUMWX Tyxaw caHaar coHcooa: “Bu MoHronbiH ynamxnanT apraunanbsir oyTyy
YHIM3XUUT XYC3XTyW 6aniHa raxgaa 3H3 apbCHaac OFic XMIX raK oponaBson,
Ta Xaj WWr 3ynn n rapy MpH3.” rax xancaH 6anHa. Tapaap aHa 6yTaangala
6onoH Munut INap (azaaH M3p) (2010) 6yT23nA33, ynaMmknanT HYYA3NMYHUA
caHaaHyyAbIlr OPYMH YEUIH OMIITONTYYyATan fax xapbLax Tyxan COpbX
Y3C3H HOM.

YnamxnanbiH garyy, rapuiiH OTop Tan Hb ONIOH eHreep G6yAcaH ragapryy
6onoH faaByyraap YMMarnaraaar. Xyy4mH 6050H WWH3 MasrbIr XocnyynaH
amMbApax GONOMXUINH Tyxal ApunuaxbiH Tyna, ANVHIYN TOrnox Masraap,
Ba3o eepuiiHxee rapuiH [OTOp TanbIr LaraaH eHreep 6yaax, TOOHOOp OpX
MP3X r3PJIMAH rapan 3yprunr aBcaH 6ereen aparaap XMMC3H YNNASHIUIAH
BYpXYYNMAT TOOHOOC YHXYYricaH 6aiHa.

AHHy Bunenunyc 6uums
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ana rewakowicz

Interdisciplinary artist
Born in Poland 1969, lives and works in Montreal, Canada

As a person who has moved from one culture to another and lived through
cultural and language adaptations (growing up as a Ukrainian in Poland, moving
to both English and French Canada via Italy, travelling and living in different
countries), | have been interested in the notions of identity, belonging and living in
a culture and society of global and technological developments. In a world where
the distance between far and near has shrunk, being ‘abroad’ no longer means
being away from home(land). Through the exploration of the theme of nomadism,
as a symbol of movement, multidimensionality and adaptation, | reflect on the
transient life of today.

As John Berger said: “Home is represented not by a house, but by a
practice or set of practices. Everyone has his own.” And | have developed my
own. Since 2000, | have been working with inflatable objects, exploring these
concerns through clothing and habitation. In contrast to the permanent mass
of monumental sculpture and architecture, my costumes and structures are
air-filled, mobile, and concerned with the places and people that activate them.
Incorporating new materials and technology, | build devices that create intimate —
yet paradoxically public — experiences, and fashion them, based on function and
travel, for the contemporary nomad and the displaced.

1. John Berger, And Our Faces, My Heart, Brief as Photos, 1984, p. 64.



SR-Hab (Socially Responsible Habitat Prototype), mixed-media, 2010.



ana rewakowicz

My artwork is inspired by Buckminster Fuller's concept of Synergetics, which
is a system of thinking that encompasses a multi-faceted approach towards life
and design, seen not as a fragmented concept applied to various professional
practices but as a creative process that lies at the heart of any human activity.
Fuller’'s exploration of the interrelationship and connectivity between geometric
modelling, nature and humans provides a method and a philosophy for problem
solving, and therefore has applications in all areas of human endeavour. | am
deeply concerned with the integrity of materials, processes and ideas, and |
make objects that propose an alternative way of living through the process of
bringing producer and consumer back into a human(e) relationship. In my work,
it is not necessarily the object that is the main focus of attention but the action
| perform with this object. It is as if the object is a pretext for social exchange.
Through this method, | reflect on both the most fundamental human need for
safety and wellbeing, and the growing complexities of being an individual in the
increasingly intense world of global communication and simultaneity.

When visiting Mongolia in 2008, | was impressed by the inventiveness of
the people who live with limited resources. It was not uncommon to see solar
panels and satellite dishes attached to yurts in the middle of nowhere, or whole
families travelling on a single motorbike carrying large loads on bumpy dirt
roads. Inspired by this experience, and with the assistance of students from
the Mechanical Engineering Department at McGill University in Montreal, we
created the SR-Hab (Socially Responsive Habitat) prototype — a mobile, self-
sustainable bicycle unit for urban commuting and dwelling. The main objective
of this project was to look into green sources of energy such as solar, wind and
kinetic movement and to develop inventive solutions for mobile, sustainable
living on a small scale, applicable not only to Mongolia, but also to the transient
culture of most Western countries. The first prototype, which featured in the
Bare house exhibition, combines a commuter bicycle with a habitat that can
sustain basic living ‘off the grid’. The electricity generated by the user through
dynamos and solar panels powers the appliances within the habitat such as
lights, a laptop, an iPod and cooking equipment.

The SR-Hab builds on the idea of living ‘off the grid’ first developed in the
SleepingBagDress prototype 2 produced during a three-month residency at
Foam Laboratory in Brussels, Belgium in 2004. This work was inspired by the
legacy of Archigram, a radical British architecture practice of the 1960’s that
investigated the relationship between cities and new technologies; regarding
fun, play and pleasure as their projects’ rationale. The SleepingBagDress
prototype involves a multipurpose kimono-dress that when inflated, changes
into a cylindrical container inhabitable by one or two people. This prototype
operates on a small computer fan powered by rechargeable batteries, charged
by a solar panel incorporated into the dress. The SleepingBagDress looks at
the portability and self-sustainability of a wearable cell, comfortable as both a



dress and as a temporary shelter. It was used in walking performances and public
interventions in Mexico City (Mexico), Toulouse (France), Brussels (Belgium)
and as part of the 2004 International Symposium of Electronic Art (ISEA2004) in
Tallinn, Estonia. In Mexico City, | made appointments with different people to go
to their favourite places in the city and accommodated them in the dress. Inside,
| conducted short interviews, in a language of their choice, collecting personal
stories about these places and people’s idea of belonging. The idea of a portable
home brought to the fore questions about social relations and different ways in
which we negotiate and experience the private and public.

SR-Hab and SleepingBagDress do not intend to provide practical solutions but
offer a platform for a conversation about our experiences of living in a globalised
world.

[text AR]

Supported by Canada Council for the Arts and the Conseil des arts et des lettres du Quebec
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SR-Hab (Socially Responsible Habitat Prototype), mixed-media, 2010.

AHa PeBakoBu4

YpaH 6yTaany
Tapaap 1979 oHp Monbw yncap 6ereen ogoo KaHap yncbiH
MoHTpean xotoa axunnax, ampaapy banraa.

Bu eepee Har coénooc Heree coén pyy HyyX, AH3 6ypuUitH COénbiH 6a

X3 fipUaHbl OPYMHA AAacaH 30XULI0X amMmbAapy UPC3H 6onoxoop, (MonbL
yncapn YkpaiiH XyH 60noH ecceH 6a, Utannap aamxux KaHag pyy Hyyc3H)
6ue XyHUI Tyxau, A3NXUA JaXUHbI COENbIH GONMOH TEXHONOIMWH XenKuna
Xapbsianargax 60sIoH T3p AyHA aMbApax OUNronTyyAbliH TyXah COHUPXOX
MPC3H 605HO. O[0OHLI A3NXUI epTeHLea X0s1 60OoH olpbiH 3all OUPTCOH
6a, ‘ragaagag 6anHa’ ragar Hb rapaac (3X raspaac) xon 6anHa racaH
OWUNronT 6Mw 60MncoH oM. B eHeernnH Typ 3yypbiH WWITKUNTUAH MasirTan
aMbApanbir, HYYA3NM4YHUI coén Gyoy HOMaAU3M-biH C3A43BT3M XONOOH,
TYYHUIT XO[65reeH, OfIOH-X3aMXK33CT-4yaHap 6a AacaH 30XULIONTbIH 63nra
TIMASr r'3X aBY Y33H cyaanaar.

XXoH Beprep: “I'3p opoH Hb AaH raHu 6anlumnHraap 61w gagnara
3ypwun 6a T3Ar33pUnH LorLoop UNapxmnnargaar. XyH 6yp eepuiH racaH
pagnara 3yplunTtan.” rax xancaH 6anaar. YyYH33C YyA3H 64 6epUnH racaH
Aapnara 3ypLunbIr XenKyyrncaH oM. 2000 oHooc 61 3Araap onnronTyyabIr
XyBLacnanT 60/10H aX aMmbApaxyuTan Xonbox, Xunrasap ayypragar
MaTepuanyyabIr alimriiaH 6yTaan xuix MpcaH. banHreiH Tortmon maccrtan
xewee 6apuman 605oH ypaH 6apunraac MMHUIA GYT33NyyAUIH sinraa Tan
6on TaAr’3p Hb 306BPUIH YaHapTaMl, araapaap AYYPracaH XyBLacHyyA
60roH buetyya 6a T3AHUIT NOIBXKYYIIAMY XYUYMH 3ynnyya 6onox raspyyn
GONOH XYMYYCUIH Tyxan eryynaar oM. bu wuHa matepuanyyn 6onoH



TEXHONOMMNI allWrnaH, OPYUH YEUINH HYYAINUYMHA 30pUYNaH, XUKUr
X3MXX33T31 60MOBY ONIOH HUMT3A TOXUPYYIICaH, asinax 6onoMXTomn
TOXOOPOMXKYYAUNT OyTI3A3r.

MuHui 6yT33n Hb BykMHMUHCTP DynnepuitH Synergetics oHonooc
caHaa aBcaH 6ereep 3H3 Hb ambAparn 60MoH An3anlHA YUTNICIH OJOH-
TanT XxaHAnarbIr oporlyyricaH, Topen 6ypuinH MIpraxnuiH aaanarag
X3P3rNaraAar XacaryuscaH 6w onnronT 6ereea XyHUn 6Gyxui n yun
axunnaraaHbl TOBA OPLUMX YN SIBLUbIF TOAOPXOMUICOH CUCTEMYUIICIH
C3Tranra3a oM. PynnepuinH xyH, 6anranb 60MOH reoMeTpUH MoAENUINH
XOOpPOHA0X X0n60o0oc 60MoH A0TOOA XapuiLuaaHbl Tyxan cyaanraa Hb
acyyaan WwunaBapnax apraynan 6a dovnocoduir 6un 6onrox 6ainraa
Geree/ 3H3 Hb XYHWUI YapMaWnTbIH OyXuin n TanTanm XxamaapanTtan oM.

Bu maTtepuanyya, yin siBuyyn 60MoH caHaaHyyAbIH MOH YaHapbIr UX
aHxaappar 6ereepf, 6u 6yT3ary 6a Xaparnary Xo€pbIr xaMTag Hb XYMYYH
(nar) xapunuaaHp opyyrx, eep Masraap ambapax aprbir caHan 6onrocoH
6uetyyaunr 6ytasanar. MuHui 6ytaang, 6metyya Hb ron 6uw 6a Tap GueTuir
alwmrnad Xunx MUHUMA ©ePUIH YIANA3N Hb UNYY YyXan oM. DH3 Hb Ar T3p
OueT Hb HUMIMUIH XapuiuaaHa opox WanTar MaT. AH3 apraunanaap, 6u
XYHWUI YHAC3H X3paru3aHyya 6onox aroynryi 6aaan 6a apyyn aHx 6aimx
XycrnyyA MeH rrnobanunaracaH A3nNXuin epTeHLMAH 3PUUMKMK Gy xon600
XapunuaaH ayHA 6ue XyH 6anx TyBarTam 6ananbiH Tyxam 3prauyynpar.

2008 oHp 6 MoHrona annunax siBuAaa, XxAasraapnaraman Heeuunr
awmrnaH ambgapy 6arraa XymyycumH 30XMOH ByT3any 6anManbir xapaag nx
C3Traraan TepceH oM. XMiAMan aaryynbiH aHTEHHA IOM Yy HapHbl 3Hepraap
aXxunnagar xaBTaH GavpnyyncaH ain rapyyn 60mnoH rap 6ynasapaa Har
MOTOLMKI A33p CYYX 6ac A33p33ac Hb TOM ayaartamnraap AOHCONTOOTOU
3amMaap asnax 6anxbir 6u onoHTaa xapcaH. YYH33c caHaa aBaH, MoHTpean
(KaHnap ync) xoTbliH MkM'mnnuitH Ux CypryynuitH HXXeHepuiH ¢akynsTeTUinH
OKYTHYYAbIH Tycnanuaaranraap, 6ua XoTblH OpYUHA asinaxan
ToxupyyncaH, SR-Hab (HuliemutiH Xapuyysnacamati OpoH Cyyuy) HIpTan
X©[eNIreeHT-ToxeepeMK 60nox yHaaar Ayrynur 6yT33ac3aH oM.

OH3 TOCNUIAH ron 30pUIro Hb HOFOOH 3PYUM XYYHUI 3X YYCBIPYYA
6onox Hap 60MoOH canxunr awnrnax, raHuxad MoHrong 6vw 6apyyHbl
OPHYYAbIH XYMYYCUWAH X6A6NreeHT ambApans 30puyrncaH Wunanyyauir
OyT33axap G6ancaH oM. QHI HIArAYraap TYPLWMUNTbIH AYryh Hb HyyaaH
BatiwuH y33CcranaHa TaBUracaH. QH3 AYrywr yHax 6anraa XyHun yungan
Hb LlaxunraaH yycax 6a Tap uaxunraaHaap Ayryn A23pX rapan, KoMmnbloTep,
iPod 60510H X001 XMINX TOXOOPOMKYYAUNT aXUNNYYITHa.

SR-Hab-bl 6yT23n1IH ‘yaxunraaH 3yTryyp’-uinr awmrnax ambapax
caHaa Hb 2004 oHp, Benbru ynceiH Bpyccenb xoton 6apnapar FOAM (ypaH
OYTI3N4YANNH HIrA3M) A33p 3 capbiH XyrauaaHa ypaH 6yT3an4yalap axunnax
barixpaa 6yT3acaH SleepingBagDress H3pT3l OyT33n33cC ypraH rapcaH
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oM. SleepingBagDress Hb 1960-aaa oHbl Ux Bputanui ypaH 6apunrbiH
Apkurpam HIpTaM Aagnaraac caHaa aBcaH 6a 3H3 cypanraa Hb Tornoom 6a
3yraar rof4noH , XoTyys GONoH LWWH3 TEXHOMNOTyYyAblH XOOPOHA0X Xon6oor
cyaancaH 6onHo. SleepingBagDress Hb ONOH siH3aap awurnax 6onomMmxromn
KMMOHO-XyBLIac 6ereen TYYHUIr araapaap AYYPracaH YeA Har oM yy X0€p
XYH 6artax uMnuHap xan63pTan YMHranar 6omk xyemppar 60nHo. JHI
OYT33M Hb TyXalH KUMOHO-XYBLICaH A433p G6aipnyyrncaH HapHbl 3pYMM
XY4233p L3HIrN3ranar 6arreperiHyyaaap axunnaaar.

SleepingBagDress Hb 360BpUIH YaHapTanl, ©MCeX 60nomxTon baTepeiH
xyBuUac 6ereep Typ 3yypblH OPOMXK GONOH XyBLAaCc Masraap Xaparnax
6onox tom. Bu 3H3 xyBucbIr emcex Mekcuko (Mekcuk ync), Bpyccenb
(Benbru ync), Tynyns (®paHu ync) xotryyaan 6onoH 2004 oHbl 3CTOHMU
yncbiH TanuHH xoTtoA 30xmorAcoH OnoH YncbiH AnekTPoHUK YpnaruiH
CuMNo3MyMbIH XYpa3HA nepcopmaHcyyabir xuncaH. Bu Mekcuko xoton
XYMYYCUIr TyXalH XOTbIH AypTai X3car pyy o4MxbIr acyyraag, TO3AHUAT
©6pU1IiH OYT33CIH 300BPUINH YMHIINIAIT OPX CYYXbIr ypbcaH. Tap 3eeBpuitH
YMHI3N3r OTOP 6M XyMYyC3ac Apunynara aB4y, TO4HUM XyBUMH TyyXx 6a
TyXalH XOTbIH X3CTYYA3A Xapbsianargax C3TraranMnir LyrnyyrncaH oM.
306BpUIiH 3P OpHbI TyXaW caHaa Hb HUNIrMUIH XYP33HA GUAHUIA ONOH
HUATUIAH OONOH XyBUWH XapuriLaaHa ONloH SIH3bIH 3aMaap X3anarnuas Xunaar

Tyxan acyyanyyAabIr raprax upaar 6onHo.

SR-Hab 6onoH SleepingBagDress Hb eaep TYyTMbIH ambapang
30puUyrncaH WUNAB3PYYAUNT orloxod 61w XxapuH 6uagHuin rmobanyunargcaH
A3NXUAA ambaapy 6anraa Tyxam spununarbIir Yprarmknyynaxag 3opuyncaH
Tan6apbIr 6uin 6onroxoa opLnx 6anraa oM.

AHa PeBakoBuY 6MunB

Tecen Hb KaHapbiH Coén Ypnaruiti KoHcyn 6onoH KBe6ekuitH Ypnaruiti KoHcynbiH
Tycnanuaar Xynaax aBcaH 60omnHo.



togmidshiirev enkhbold

Visual artist
Born in Guchin-Us, Uvurkhangai province, Mongolia in 1978,
lives and works in Ulaanbaatar, Mongolia

Mongolian Wind from Ulaanbaatar to Rotterdam and Pori,
performance and video documentations 2009-2010

| make performances that connect the spaces between the inside of a ger, the top of
a ger (Toono) to the bottom, centre of a ger (Gal golomt) and the space outside, so
that the centre of the ger becomes like an imagination of the world’s centre. My works
engender spiritual reflection through smells, sounds and images. The aim of my pro-
ject is to travel around with my self-built ger and connect with different places, gaining
experience for myself, and at the same time introducing ideas of nomadic culture. It is
very important to me how people experience my works through all their senses, and in
my performances the core idea is the exchange of energy through these experiences.

Housing as a concept to me reflects communication, restrictions of areas and
functions, and shelter. | think this way of considering dwelling is very different from the
ideas that go along with living in the ger. Everything in a ger structure connects with
traditional, spiritual customs and both functional and symbolic meanings, which also
connect the structure with the surrounding area. | think the ger is connected with the
Mongolian conception of abstraction also. And the ger is a perfect and exotic solution
of architecture. Besides mobility, the Mongolian nomadic culture is based on the ideas
of both human communication with nature and animals as well as human connections
between humans. Our ancestors gave these customs to us.

MP3BUMH DHX0onA,
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TormuawmMnpIBUNH
IHxoonA

YpaH Bbytaany
Tapaap 1978 oHp MoHron yncblH ©BepxaHraw anMriiH NydmH-Yc cymang TepceH
Gereel 0100 TyC YNCbIH YraaHbaaTap XoTod axunnax, ambaapy bairaa.

Ynaan6aamap xomooc 3x351¢c3H MoHzonbiH Canxu Hb Pommepdam,
TMopu xomyydad xypc3H Hb, nepdopmaHc, Bugeo 6apumtyya, 2009-2010

Bu rapuiiH JOTOPX OPOH 3ai, TOOHO, rasn rofloMT MeH ragHax X3cryyaunr

togmidshiirev enkhbold

XOOPOHA Hb XON60COH nNepcopMaHc 6yTaanyyaunur xunaar 6ereen, yyHun
YP AYHA, r3PUINH TOB X3CTUWAT A3NXMAH TOB 6ok 6y M3aTa3ap XMACBIPN3H
caTrax 6awvraa 6onHo. MuHui 6yT3anyyA Hb AypCcran, Y4Ma3 60noH
YH3p23p AaMXyynaH OloyH caHaaHbl 3prauyynnuir 6um 6onrogor. MuHumm
TOCINUIH ron 30pUIro Hb AH3 GYPUIH raspyyartan Xon600 TOrTOOH, ©6pUIH
rapaap 6apbcaH rapTanral asnaH, TYYHUN Xaxyyraap HyyA34HUN COENbIH
TyXxan TaHunuyynaxag opwux 6anraa oM. MMHMIA XyBbA, XYMYYCUAH MUHUIA
GyTaanyyaunr 6yx M3apaxymnrasapaa xyrnadH aBax Hb Mall yyxan 6ereep,
MUHUI nepcopMaHc ByTIanyyaAuIH ron caHaa Hb T3p XxapurnuaaHaac
YYCC3H 3p4 XYUYUWAT COMMUILIOX oM.

XyHui ambapax 6anryynamxuiH Tyxan ounronT Hb Xxon6oo xapunuaa,
OPOH 3al, YUNANIUAH XA3raapnanTtyyabiH TyXxan 3prauyynanTtan xon6ooTomn
oM. MuHum 6oanoop, XyHun ambapax 6anryynamxug umum masraap



XaHAax Hb rIPT aX TOPOXYWH onnronTyyaaac ux eep oM. MIpPUNH 30XMoH

6anryynant Hb ynamxmanT YyYp3ar 6050H éc 3aHWNbIH GMN3ar TaMArMIAH yTra
caHaaTam 6a rap Hb 3praH TOMPOHTONroo xonbooTon opwaor. bu rapumr
MoeH MoHron xan63puiH XMMCB3PNanNTan xonbooTon rax onnrogor 6ereen,
rap Hb ypaH 6apunrbiH Terc, eBepMeLl, WWMNA3N rax y3aar. MoHronbIH
HYYA3N4YHUIM COEN Hb XeAeNreeHT YaHapaac ragHa, XyHun 6auvranb,
ambTaaTam xapbLax Xon600 60510H MOH XYMYYCUIH ©6p XOOPOHAbIH
XapbLiaaH A33p TynryypnacaH 6avaar. BuaHui eBer auar 60/10H 3M3ar ax
Hap 3H3 COENbIr GUAIHA yNamkryynaH ynas3caH oM.
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gregory cowan

Researcher, architect, urbanist, educator
Born in Perth, Australia 1965, Lives and works in London, United Kingdom.

Bare Streets

The work consists of a series of six banners depicting urban landscapes, printed
using a technique typical to Ulaanbaatar, Mongolia for making shop signage, and
an online diary blog, at nomadologist-nomadology.blogspot.com, documents the
work and day-to-day life of a certain “nomadologist” , an architect-teacher-trainer
in a peri-urban construction college, walking from the edge of the formal city
through an informal “ger district” to a training college and construction site.

The labyrinthine street patterns of Ulaanbaatar’s urban periphery, the chaotic
traffic of pedestrians towing water carriers, of dogs, horses and cattle, of cars and
trucks, the deteriorating infrastructure, and the juxtaposition of the city against the
vast landscapes of the steppe beyond, make for a unique form of ‘peri-urbanism’.
Proudly continuing nomadic traditions, herding and living closely with animals,
living in the ger, the traditional form of nomadic Mongolian home used since
ancient times, this society demonstrates resilience.

Mongolia’s rural nomadic herding populations are increasingly being affected
by poor economic conditions and worsening climate conditions. The extreme
winters, particularly the zuud disasters of 2000 and 2010, have decimated
herds and forced people to migrate to cities to earn a living. The capital city is
home to the greatest proportion of the transitional population, and city planning,



services, and environmental protection are typically overwhelmed. Unplanned
settlements, known as ‘ger khoorolol' are comprised largely of rural migrants to
the city, and these peri-urban settlements lack sufficient structures to provide
services for citizens. Pride in nomadic ways of life persist, and although nomadic
traditions are continually revived, there is concern about urbanisation and its
consequences for these informal peri-urban environments.

Based in London, | have developed practice, research and education
about architecture and cities. My current research, based at the University of
Westminster, is concerned with understanding and designing more liveable
public streets. The streets | am currently investigating, in London King’s Cross
and Frankfurt's Bahnhofsviertel, suggest that even with sophisticated European
planning systems, 21st century regeneration that properly addresses stakeholder
needs for streets is problematic. Post-war modernisation in western European
cities has left a legacy of infrastructure that often precludes liveability. In inner
city streets, liveability depends upon balancing movement and accumulatedd
road ‘furniture’ for motor vehicles with the more positive environmental and
spatial conditions which make streets attractive places for people to work,
shop and walk.

The future of architecture and streets in peri-urban Ulaanbaatar is in the
hands of people like Gursed, Lkhagvaa, Uyanga and Delgerdalai, four recent
graduates from a local construction college. All are working in diverse ways on
developing (peri-)urban Ulaanbaatar, and Lkagvaa is the author of the message
from spring 2010 which features in the banners. Davadorjiin Boloormaa, a
mathematics teacher at the college, showed a great interest in working as an
interpreter and architecture teacher trainer. Encouraged at the time by college
directors Delegdorjiin Gankhuyag and Dashtsereniin Hashbayar and advisor
Rob van Waardeburg, Boloormaa and her colleague Tsenguune developed
some methods of participatory teaching which had been unfamiliar to the college.
Senior professors were using a 1965 Russian edition of Neufert Architects’ Data
as a pattern book for generating designs. However, with a few avant-garde
teachers, real-life design projects were developed with the previously named
students. Boloormaa went on to work for an international development agency,
VSO, and recently hosted US urban design professor Lance Jay Brown on a visit
to a ger khoorolol.

The blog describes impressions of the peri-urban environment of Ulaanbaatar,
but also the learning, often struggling in translation, about analysing and
challenging the city, its accessibility, its ecological sustainability, about the
tenacity of the people in transition, in peri-urban processes of reconciling the
formal with the informal.

[text GC]
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'peropu KoBaH

Cynnaay, YpaH 6apunray, CypraH XyMyyxyynary
Tapaap 1965 oHpg ABcTpanu yncbiH MNepd xoTon TepceH Gereep,
opoo Nx bputanu ynceiH JToHAOH XoToA ambAapy, axunnax banHa.

Hyuran N'ynamxHyyn

OH3 6yT33n Hb YnaaH6aaTap XOTbIH O3NTYYPYYAWUWH Xasir HOPUIT XMAA3r apra
X3Nn63puWIAr almMrnaH 6yT33c3aH 3ypraaH WMPX3r 3apnanbiH cambap 60noH,
MWHUA XUNCB3p-6mue xyH 6onox ‘nomadologist’ 6ytoy HyyAanuMH-cyanaavyminH
YnaaH6aaTap XOTbIH 3axaj OpLIMX GapunrbiH KOMMEeX A33pX aXun pyyraa
efep 6yp siBax 6ypTaa rap XopoonsibIr XOHANeH anxaar asananbiH Tyxaun
OryyncaH MHTEPHET TAIMA3MMN3N (MHTepHeT xasar: nomadologist-nomadology.

gregory cowan

blogspot.com) 33praac 6ypaasr 6onHo.

YnaaH6aaTapbiH XOTXKUNTbIH MPM3r 433pX 334P33T31 r'yAaMXHbl X3B
3arBapyya, XWKuUr 6a ayaaHbl MallMHYyA 60MOH HOXOW, MOPb, Maraa Aaryyrx,
yC 300CeH siBraH XyMYYyCUIH 3ambapaaryi 3aMblH XO4eNreeH, anaraax 6anraa
034 6yTaL, 3H3 6YX3H Hb Xarac-XOTXKUITbIH OHLIION X3163puir 6Min 6onrox
6airaa oM. HyyasanuHuin ynamxnanbir 6axapxantanraap ypramknyynaH, man
©eCcrex, 3pT A33p Ye3a3ac 3xJI3H MoHronvyyabiH rap opoH 60mnox rapT ambgap4
6araa aH3 HUAFMUIMH GYN3rNan Hb YAH XaTaH YaHapbIr Y3YYIHI.

MoOHrosnbIH XxeAeeH! Man4yabiH TOO Hb 3AUMH 3acrMiH aopoun 6araan 60noH
uar araapbIH MyyganTaac wantraanaH ueep4 6arraa 6onHo. [laH snaHrysa,
2000 60mnoH 2010 oHA GoncoH 3ypaac WwarnTraanaH MarbiH TONron Mall ofioH
TOOroop XOPOFACOH Hb ManyAbIr XOT Pyy HYYXK aMbAparn Xanxag XypracaH.
MOHrosnbIH HUMCIN3N XOT Hb 3HJ LWWMIMKUITTUMH XYH aMbIr XYN33H aBaar 6ereep,



YYHWIA yNIMaac XOTbIH TONeBMenT GONoH XypP33anaH Gy OpYHbl XxamraananTbiH
6angan Hb 63pxXwWa3aNTan Tynrapaar. TeneBnenryurasap 6ui 60ncoH 3H3 xarac-
XOTXKUNTBIH CYYPUHTYYA 60OMOX rap XOpoosyyA Hb MX3BUNAH X0[406HOeC HYYX
nparcaaac 6ypasax 6ereea, T3AHMIM Haad 3axbiH LWaapanarbIr XxaHrax 6yTuMnH
ayTaraantan 6araan axurnargax 6ancaH. Xymyyc HyyA3M4HUIA ynamkranaapaa
GaxapxcaH x3B33p33 6ereep HYYA3NMYHUIA COENOO GalHIrbIH CIPralaxk 6anraa
60noBY, XOTXKUNT GONOH TYYHUI Yp AaraBap Hb 3A4ra3p anbaH écHbl 6yc xarac-
XOTXKWUNTbIH OPYMHA, 3CPAraap Heneerx 6anraa MaT caHargax 6anHa.

Bu IloHgoH xoTon 6arpnaaar 6ereea, 6u ypaH 6apunra 60M0H XOTbIH
Tyxawn cypanraa xmnaar. MuHuii cynanraa Hb BectmuHcTpuitH Ux Cypryynb
033p siBargaar 6a 3H3 Hb HUNTUWH r'yAamMXHbl Tyxan 6a ambapaxag unyy
WX TOXUPOMXKTOM ryAaMXKumr 6yTaaH 6uim 6onroxbir 3opbx 6anraa 6onHo.
Bu opooroop JloHaoH xoTbIH King’s Cross 6onoH ®paHKgypT XOTbIH
Bahnhofsviertel rynamxHyyabir cyaamk 6airaa 6a 21-p 3yyHbl XaMrumH
xankuHryn EBponbIH TeneBnenTuinti 6yTuaa XypTan ayTaraanTtan Tan oun
Gairaar xapyymx 6anHa. [JanxuitH xoépayraap AanHbl gapaax 6apyyH EBponbIH
XOTYYAbIH X6NKMI Hb ambApaxaj TOXUPOMX MyyTan 434 GYTUMIAT YNA33C3H.

YnaaH6aaTapbIH Xarac-xOoTKUNTbIH X3n63pTan ryaaMmxHyyn 605oH ypaH
GapunrbiH Upa3ayn Heb MNypcap, Jixareaa, YaHra, [anrapaanain 33par 6apunrbiH
KOMNJeX TerceryauiH rapt 6anraa 6mnaa. Tag 6yraaapa’ eep eepuitH apraap
Xarac-xoTXWUNTbIH X3M63pTaN YnaaHb6aaTapbIr XONKYYNaX1IH Tenee axunnaaar

6a JIxarBaa Hb xaBap 2011 3apnanbIiH cam6ap [A33p X3P3rf3ac3H eryynoéapuir
30XMOCOoH 6onHo. Tyc KonnexuiH TooHbl 6arw [laBaagopxuinH Bonopmaa Hb
opuyynar4ymiH 60n0H ypaH 6apunrbiH G6arwaap axunnax COHUPXonTomroo 6ac
MN3IPXMANC3H oM. KonnexuiH 3axupnyys 6onox [fanaraopxuiiH MFaHxysr 605oH
Dawuy3paHruiH Xawbasip HapblH TycnamxkTtanraap, Po6 BaH BaapgepOypr,
Bornopmaa Hap xaMTpaH LWMH3 MassrMinH 3aax aprbir 61 6ONrox TypLucaH.
KonnexwuiiH aap npodeccopyya Hb 1965 oHbl Neufert-biH YpaH
BapunrauygbiH ©reraen H3pT3M HOMbIH OPOC X3AINTHWUWA OPYYYITbIT allUrmax,
AIH3 6YPUIH OU3anHbIr 6MK 6onroxoa x3aparnax 6ancaH. Maxa33, WUHKMAT
IPIANXUIANAIY X3A3H Garw Hap A23p AypAcaH OYTHYYyATan XxaMTpaH 6oauT
ambApanTan Au3anH Tecnyyaunr caHaaunaH 6yTaacaH. YyHui gapaa,
Bonopmaa Hb ONOH YNCbIH XONKIMUIH areHTnarT axunnacaH 6a AMepukuinH
XOTXKUNTbIH An3anHbl npodeccop JlaHc XKei BpayHbIr xynaaH aBcaH 6ereep,
T3P33P rap XOPOOSJIbIr Y33X COHUPXONTOMN oM. MMHUIA NHTEPHET TIMA3NAN Hb
YnaaH6aaTapbIH Xarac-xoTKMNTbIH OPYHbI TyXan, HUNCN3M XOTbIH XYP33M3H
Oy1 OpYHbI TOrTBOpTOM Ganpan GonoH WUMKUITUNH OPYMHA aMbAapy
Oy XYMYYCUIH LIapryy YaHapblH Tyxal cyanaxag 6epuiH C3Traranas
MN3PXUINIX3A MUHBb TYB3r 60k 6ancaH XanHun aytarganTtan 6ananbiH Tyxan
CITraranyyavnr oponuyyncaH 6onHo.

peropu KoBaH 6uumns



clare hill

@@ Documentary filmmaker

Knap Xuvnn

Born in Perth, Australia 1978. Lives and works in London, United Kingdom.

City of Felt, 2010

This short film provides a snapshot of life as a foreigner in the capital of Mongolia.
Both the filmmaker and the film’s narrator/subject, Gregory Cowan, spent one year
living and working in Ulaanbaatar as foreign development volunteers, on the western
edge of the city, in a soviet-style apartment block, across the road from a sea of felt
tents or gers — the traditional nomadic houses adapted for informal settlements on
the city outskirts.

The film relates to Gregory Cowan’s experiences and work Bare Streets, where his
alter-ego is that of a ‘nomadologist’ who leaves his apartment every day to traverse the
alien terrain of the ger district to get to his workplace, a construction college embedded
deep in the peri-urban periphery. Gregory Cowan is interested in the informality of this
part of the city and how it contrasts with the apartments: the terrain of ditches and dirt
roads disappearing over hills, of electricity pylons, culverts, the ‘outside-in’ nature of
pine-fenced yards, of wandering dogs and half-buried car tyres. And everywhere the
plumes of smoke made white by the constant sunshine and the blue sky. A key visual
motif in the film, and a backdrop for Gregory Cowan’s life in the apartment, is the
different views through the windows, one of which renders the ger district an animated
tableau and prompts reflection on the ‘here’ and ‘there’.

[text CH]



Knap Xvnn

YpaH 6yTaany
Tapaap 1978 oHpg ABcTpanu yricbiH MNepd xoTog TepceH 6ereep ofoo
Wx BputaHu yncbiH JToHOOH XoToA aMbaapy, axunnax 6anna.

Acrun Xor, 2010

OH3 6GOrMHO XaMX33HUM BUAeo Hb MoOHron yncbiH HAACNaNA 304MIk 6anraa xapb

XYHUMW aXUrnanTbiH Tyxawn eryynaar tom. Bugeo 6yTaary 6onoH BuaeoHbl eryynary/

clare hill

ron ayp 6onox Mperopu KoBaH X0é€p Hb YnaaH6aaTap XOTbIH 6apyyH X3CarT opLumx
rap XopoornsbIH Xaxyya 6araar KOMMYHUCT X35163PUIAH OPOH CyyLLaHA, HIAT XUNUIAH
XyrauaaTtan ambap, OflOH YICbIH XONKIUAH CaliH AYPbIH aXWUNTHaap axunnacaH 605Ho.
3H3 BuAaeo Hb Mperopu KoBaHbl Hyu2aH NydamxHyyd 6yT3anTan xon6ooTon 6ereep,
TYYHUI XUACB3p-61e XyH 6onox ‘nomadologist’ 6ytoy HyyaanuuH-cyanaay Hb YnaaH6aatap
XOTbIH 3aXbIH N'YHA OpLUMX GapuIrbiH KOMMEX A433PX aXun pyyraa egep 6yp sisax 6ypras
rap XOpOoOoNIbIF XOHANeH anxaar asnanbiH Tyxau oM. Mperopu KoBaH Hb YnaaH6aartap
XOTbIH 3H3 X3CrMIH anb6aH écHbl 6yc YaHap GONOH fiaX OPOH CYYLIHbI GapuNryya Hb 3HX3N
[OHXOJS1 LUIOPOOH 3aMyyA, r3PriMiH WOHIyyA, 60XUp YCHbI XOONOWHYY/A, MOAOH XallaaHyyn,
TOHYYUN3X HOXOMHYYA GONOoH raspaac xarac Lyxy/Wx MalluHbl AYTYIUH ragpyya 33pryyasac
Anrapy 6airaa Tyxan COHMpPXJ100 XaHAyyncaH 6anHa.

Xex T3Hrap 6050H 6alHrbIH HapHbI Tysia Hb XOTbIH YTaaH GYPXYYNMWr LLlaraaH eHreTan
60nrox xyBupraHa. 9H3 BUAEOHUI ron Aypcnan Hb peropn KoBaHbl OPOH CyyLHbI
©peeH A0TopXx aMbApar 60M0oH LLOHX00p Xaparaax 6y gypcnanyyalaac 6ypaax 6anraa
6ereen rap xopoonsbiH ambapanbIr LLOHXOOP XapyyficHaap ‘9HA’ 60NOH ‘“TaHA’ rax
C3TrarANUNr TOPYYITHI.

Knap Xunn 6uuus



katrin hornek

Visual artist
Born in Austria in 1983, lives and works in Vienna, Austria

If Architecture Could Talk,
video-installation #3, HDV, 35min, 2008-2010

The project creates a loop between Austria and Mongolia by following the

ger through both countries’ different fields of application, using this originally
nomadic, Mongolian tent. Starting the interview-based journey in Austria, | follow
Austrians moving out of their concrete environment into Mongolian gers. The first
scene introduces a businessman who imported 10 gers from Mongolia, in order
to sell them. The next scene features people who see gers as holiday houses,

KaTtpuH XopHek

followed by people who are interested in this architecture’s spiritual quality.
Choosing the ger as dwelling for reasons of independence, the final scene visits
people who try to escape capitalism by using a form of building that doesn’t
require debt.

In Mongolia, | accompany nomadic gers from the countryside to the capital
Ulaanbaatar. On the outskirts people slowly settle down in their formerly mobile
homes until self-built permanent houses replace those. The fact that running
water is rarely provided often provokes a desire to move to the ubiquitous
Russian pre-fabricated tower blocks, which stand for ‘good quality’. The next
scene introduces high-end housing in Ulaanbaatar, built by private developers,
which has only become possible through the abandonment of communism
after 1990, for radical capitalism. The filmic loop ends with a poet, scientist and



politician, who put his ger on top of his summerhouse in order to do yoga and
preserve his culture. By applying Western-influenced ideas about the use of the
ger, the final scene links to the first one. For the latest version of the installation,
the video is screened on the suspended underside of a linoleum floor-covering.
Through the wood imitation on the front and its vertical arrangement, the floor

simultaneously becomes a wooden shed and comments on interacting value

systems.

[text KH]

The project was realised with support from bm:ukk, Land Niederoesterreich,
MAY Vienna, bmwf
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KaTpuH XopHekK

YpaH 6yTaany
Tapaap 1983 oHp ABCTpu yncag TepceH 6ereef 0fo0 TyC YrCbIH
BueHHa xoTtog ambapy, axunnax 6anHa.

XapBa3 YpaH Bapunra Apbx Yappar BancaH 6on,
BUAeo nHcronnay, 35 muH, 2008-2010

OH3 BUAEO Hb HYYA3NuYMH rapanTtan MoHron ‘mainxaH’ 6onox ‘rap’- uir
ABcTpu 60noH MoHron yncag x3pxaH awurnax 6anraa Tyxan eryynaar.
Bupeo Hb ABCTpM yncan XMMC3H Apunuynaryypaac axnax 6ereepn, LeMeHT3H
OpoH cyyuHaac MoHron ‘rap’ nyy HyyH opx ambgapy 6ariraa ABCTpuuyyabIr
parax 6osHo. AxHuM xacart MoHronooc 10 ‘rap’ aBuMpY 3apax 30punroop
XyaangaH aBcaH HAraH 6UM3HeCMeHUUr TaHunuyynHa. [lapaarmmH xacarrT,
MoHron ‘rap’- uir ampanTbiH 6aMp M3T33p Y3A43r XYMYYCUIAT Xapyyrnax
bereepn, TYYHUM Aapaa Hb ‘T3p’- MH ypaH 6apunrbiH 60MOH C3Tran
CaHaaHbl HONMOeONNUNH TyXxanh COHUPXAOr XYMYYCUNH sipuaraap yprasnknaHa.
BuaeoHui cyynuinH xacarT, eepuitH 6ue faacaH ambapax ‘rap’- MAr COHroH
6apbXX 6peHA OPOoNrynrasp, KanutanuaMmaac 3amMficxXMmx apra 6onroH
awwmrnax 6anMraa Xymyycuur xapyyrnHa.

YnaaH6aaTap XOTbIH 3axaap XyMYYC r3pTaMras HYYH UpX, MeH
yAanryn 6anMwuH 6apbx cyypbLiMHa. XYMYYC XOOJIOWHbI YCIYUraac 60omx,
‘caliH YaHapTaW’ raraax opocyyAblH 6apbCcaH OPOH cyyuaHa ambapax
XycanTaun 6ongor 6ariHa. [lapaaruiH X3carT, TeneBM3a3p rapy 6anraa
XYBUIH KOMNaHUyAblH 6apbx 6anraa eHaep YH3TIM 6avpHyyAbIH Tyxan



——

3apnanbIr y3yynax 6ereea, 3H3 Hb 36BxeH 1990-334 OHA KOMMYHU3MbIT
OPXMH paAuKan KanutanusmbiH 3aMbIr COHFOCHOOpP GONOMXTOM 60NCOH
6ariHa. BupeoHun cyyn xacarT, sipyy Hanpary, cyanaady, yrnc Tepy rapax 6a
T3pP33p MOTUIH Jacrarn XX 30purroop MeH eepuiiH yramxnan Coénbir
xagranaxblH Tyng, 3yHbl 6aMlUMHIMMHXaa 4334 AaBxapT rap 6apbcaH Tyxaun
OryyJriHa.

OH3 BMAEO MHCTONNAL OYTI3NMUINH XaMIMAH CYYITUAH YEUIH X3aNn63p Hb

BUAEOr Hb Taa3Haac YHXyynaH TOTTOOCOH LuanHbl XynAaacHbl ap Tan 433p
Y3YYnc3aH 6airaa. XyngaacaH A33pxX MoaAbiH Aypcnan 60MnoH TYYHui 6ocoo
Garipnan Hb WanbIr MOAOH 6alWKnH 6ONroH XyBUpraHa.

3H3 Tecen Hb ABcTpu YncbiH Bonoecpon, Coén, YpnaruinH fam 6onoH
ABcTpuitH LUnHxnax YxaaH CypganraaHbl flaMHbl Tycnamxranraap 6umn
6oncoH 6onHo.

KaTtpun XopHek 6uuuB

-




michael furst

Architect
Born in Vienna, Austria 1981
Lives and works in Vienna, Austria

The Bare House Silent Room project,
spatial installation, 2010

Silent Room is a spatial and sound installation work, commenting on the change
of living environment for people moving from the countryside to the outskirts of
Ulaanbaatar. The work was begun based on some interviews that the architect
conducted in the ger districts. He found them immensely noisy, and was also
wondering how people felt about the fact that, living in a ger, you will never have a
moment alone, but are surrounded by the family — often quite an extended family
—night and day. So he asked the residents if they would like to have a room there
where it would be entirely quiet and one could be alone. At first, people thought
he was just really strange. Why on earth would one want to be alone in a room
doing nothing — and in silence too? But on further reflection, comparisons to the
countryside experience of walking from a noisy family ger out into the steppe, and
being surrounded by the exquisite stillness there, was something they could well
appreciate. But to experience that inside a room? ...Maybe not.

Mawkn ®PropcT

[text AW]



“... Out in the steppe | was strongly impressed by the nomads’ will to
communicate and share things, which is also to be recognized in the tradition
that food in a ger can be used by every passer-by. But this hospitable attitude
suddenly ends in the urban, private plot of 700m?, and a high population density.”

Educated as an architect, my research focuses on the growth of unplanned urban
districts’ and the emerging socio-spatial formations there. (How do the inward
migrants? organize themselves, land distribution, distribution of work, services and
housing infra-structure? And what is the spatial expression of all these actions?)

1 On urban fringes free land is suddenly occupied with thousands of badly constructed,
one or two story self built dwellings. These unplanned, poorly serviced, city districts
grow quickly, especially in countries in transition from an agrarian to a service-oriented
society. Cities whose economic power is perceived by a wider, adjacent region, attract
people running out of options, to bring up the next generation only by means of their
rural infrastructures. In the city, the struggling search for accommodation begins. Due to
economic constraints, the inward migrant will have to settle yet unoccupied territory,
which is cheap to gain.

2 This term is used here for people who exchange their residency in a rural area for one
in a city



Mawkn ®PropcTt

The process of rapid growth seems arbitrary, but bears out iterative processes,
so called ‘Regelwerke™ (rule systems). These rule systems manifest themselves
in spatial patterns in the urban grid. Aside from social conditions, local climate
and topography make a difference, so these all result in varied urban landscapes.
Attributes such as built density, quality of public space, social cohesion, modes of
transportations, and many more, can be recorded.

In the installation | created for the exhibition, | juxtapose the spatial contrast of
living conditions in the former, abandoned living environment in the countryside
with the new one — in this case Ulaanbaatar. It can also be seen as a simple
experience of perception of space in daily life. In the routines of working and
living, one experiences space, not necessarily as an area or circumfluent
space, but through its limits, which are defined by the shape of furniture, walls,
fences, slopes, mountains, etc. As boundaries define (architectural) space, they
define profile and character,* not to mention other people’s bodies, the ultimate
boundaries of intimacy. A comparison of the individual in the vast countryside in
contrast to the crowded city, where many people clash — and privacy protected by
high fences — is suggested.

Fences — physical limits to all plots in the urban settlements — work like a two-
dimensional screen, although circumscribing three-dimensional space, as they
form the pattern of the urban road network. The fences’ visual and spatial modes
are essential for my work. They provide a layer of representation to the outside
(sometimes painted colorfully or in traditional patterns), and a visual screen to
the adjacent neighbour, for those who live within. The wooden surface of this thin
shield creates a pseudo-horizon, above which the virtual, nomadic view into the
distance is projected. But they are also a visual protection against the outside.

3 German for: ‘body of rules’. In Urbanism used to explain certain repetitive, spatial patterns.
Those are the result of interactions between the actors of the emerging settlement. The
quality of these interactions depends on their traditional ‘skill’ of organizing and solving
things between neighbors and further on their tie to local authorities, be they state driven
or non-governmental.

4 At the end of the day all the covered distances form a mind map, maybe even more like
a recorded continuum of all run through space, which we keep in our minds. It influences
our way of thinking. The result of ‘visually consumed’ volumes of mind maps is different
in cities, whose built-up materials block out wide-range views, in the very contrast to
the rural steppe, where almost everywhere the view opens up until the horizon. On the
contrary, it can be heavily influenced by our decision to spend time inside a dwelling, or
under skylight. Particularly the windowless Mongolian yurt wouldn’t allow at all to filling up
our mind maps with so much information in that respect.



The four parts of the installation:
two rooms, and two kinds of sound.

The first room is a wooden fenced corridor, which is a distinguishing characteristic
of the ger district’s road network. The spectator’s sensation of unease is appealed
to here, not only by the room’s narrowness but also because of the urban back-
ground noise® | recorded in the ger districts.

Through an old wooden scrap board, the visitor passes the fence and enters a
dark room, to be surrounded by the same urban noise. Suddenly, the sound stops
and the lights go on, showing a steppe landscape covering the walls of the room
from ceiling to the floor. The three dimensional, virtual extension of the actual
physical space within the exhibition, repeats the idea of the generated ‘pseudo-
horizon’ for ‘the nomadic view into the distance’ that is notionally projected
onto the limits of the new urban lot. Imaginations of the ‘not present’ steppe are
revealed once silence is enacted. Silence — as the absence of urban noise — thus
enables unfolding the ‘mental’ space.

[text MF]

5 The ‘directly’ sensible, spatial implications, defining the arrays of actions performed in
everyday-life, as such circumscribing what is called ‘dwelling’, are discussed. Once the
rural landscape is replaced with the topography of the city, all visual and acoustic effects
on the space the dweller resides, seem to be altered, as the in-migrants’ concepts to
sustain in the urban society need to alter, too. For the installation the city sound — rather a
disturbing babbling — was picked up, to express the ‘isolated’ in-migrant’s confusing act of
reorientation in his newly constituted environment.



Mawnkn ®ropcT

YpaH Gapunray
Tapaap 1981 oHg ABCTpu yrncag TepceH 6ereef ofoo Tyc ynckiH BueHHa xoton
ambAapy, axunnax 6anHa.

HyuraH BanwwuH Ynmaaryn ©pee Tecen,
OpOH 3aK gaxb MHcTONNAL, 2010

Humaseyli ©pee Hb OPOH 3aillH 6OMIOH YUM3IHUIN UHCTONNAL 6yT33n 6a 3H3 Hb
YnaaH6aaTap XOTbIH 3axaZ HYYX UPC3H X6A66HUI OPLUMH CYyryablH ambapax
OpYMHA rapcaH eepynenTuiiH Tyxam oM. Tyc ypaH 6apunray Hb 3H3 6yT33n33
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rap xopoornong oOpLUIVH Cyyr4ymaran XMIcaH sipyununara A3ap TynryypnaH
3X3ncaH. TyyHA rap xopoornosn Mall Ux Y4Mma3 WyyrnaHtTanu caHargcaH 6ereeq,
XYMYYCT rap GYNT3/1ras Har rap JOTOp e4ep WeHery xamT 6ank, raHuaapaa
6arix 6onomx epeecee 6anxryn ambapax Hb sMap caHarafar Tyxa COHMPXOH
3prauyyrcaH 6anHa.

T3ap33p rap XxopoonsbIH OPLUUH Cyyryaaac T34 Hap YMMI3rym MeH
raHuaapaa 6anx 60nomMKTON epeeTal 6oNox XyCcanTan GaiHa yy rax acyyxaa.
OX3HA33, 3H3 caHaa Hb XYMYYCT Xa4yuH caHaracaH 6aiHa. fimap y4ypaac xyH
©peeHp raHuaapaa, YuMaaryim opuuHA Ky 4 XMUXTYN 6anx x3aparrTan 6anHa
aa? YyYHuUI Tyxaw caiH 3prauyyrcHuM Aapaa, T3Araap XyMyyc wyyrmaHtam
X©[406HUN rIP33C rapy UP3H aHUP YNMIITYM AYHA XYPIINIrA3X TIP
M34P3MXKUWAT UINYY YHIN3X Hb TogopXon 6arnaa. XapuH T3p aHUpP YAMIITYUr
©pPeeH A0TOP M3AP3XMUT T34 XYC3aX Yy?...Yryn 60nonTon.

[AHHY BuneHuyc 61uuB]



“...Bu man Hymazm ambOapdaz Hyyd3n4yduiiH 6ycadmal xapbyax 60/10H
€c3ame320/133 xyeaasiyax 3pmMasiznaulic Xxydymal M303pcaH 6a Kuwaanban
A8YyYJbIH XYH alis1 23puliH X001 yHOHaac x3p3anax 6ondoe 23x Mam. XapuH

3H3 304/10MM20U 3aH Hb Wu2yy cyypbwunmail xomod 6alipnax 700 ke
Memp X3MK33ma3al XyeuliH 333MWusI 2azapm meacaes1 6osHa.”

Bu ypaH 6apunrbiH Yurnanaap cypanucaH 6erees MUHUM cyaarnraa Hb
30XMOH Ganryynantrym 6ui 60rncoH XoTbIH AyYpryya 60noH yyHun ynmaac
LUMH33P rapy MPC3H T3P HUAFMUWH OPYHbI Tyxaun oM. (TaAraap WMHI3p XoT
PYY HYYH Mp3aryuma Hb 34 6yTal, ra3pbiH XyBaapunanT, XeA3rIMep 3pXnanTt
6OroH aMmbApax HeXLen 33P3ar aMUH YyXar X3p3arLaaral saXx 30XUOH
GaniHyynpar tom 6on? 3Ha 6yx YWNANUMH OPOH 3alH UN3PXUINAT Hb Oy
B3?) OH3 XypAaH sABLTal Xenkun Hb 30XMOH Ganryynantryim saBargax 6anraa
M3T 6onoBuy, Regelwerke rax H3pnaraaAar AasTaraman 3apyMmTan TecTaun
OM. DH3 3apPUYMM Hb XOTXKUITbIH CYJDKI3HMMA OPOH 3aliH X3B 3arBapaap
UNapxunnaraaar. HUurmMnimH HexXunuiH xaxyyraap, uar araap 6onoH
rasap3yi Hb 34rasp XOTKUNTbIH OPYMHA MeH HeneernHe. bairyynamxuiiH
HArTpan, ofloH HUNTUIH Lyrnax ra3pyyabiH YaHap, HUMrMUIH xonbooc,
Tepern GYpPUIH T33B3PN3NTUMAH X3MN63PYYA r3X MIT ONIOH XYUUH 3YWNYYAUNT
H3MX oporuyynaH cyaank 6050x oM.
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Y33cranaHp 3opuysicaH 3H3 UHCTONNAL 6yT33na33 6u xe[eeHumn

ambpapax opyYuH 6onoH YnaaH6aaTap Aaxb LWWMHI aMbApax OPYUH XOEpbIr
XOOPOHA Hb XapbLyysricaH. H3 6yT33n Hb MOH e4ep TYTMbIH ambApanbIH
OPOH 3alH TyXal 3HIMWH M3APIMKUNT UNIPXUAIK Ganraa xamx danraa
rax 6onHo. XyH axunnax, aMbApax OpoH 3airaa, ©epuinr Hb xsiaraapnax
T3p XYP33n3H Oyl opyHbIr 6uin Gonrogor aa TaBuUIra, xaiuaa, yyn xap rax
M3T33p TOAOPXOMNAOr...OH3 3aar xsisraapyya Hb OPOH 3ai 6a XyMyyCUnH
LWMHX YaHapyyAbIr 6OMOH T3P XYBUWH TOrc XyBUNH OPOH 3alr TOAOPXOMITHO.
Harrpan nxTan xoToA aMbaapaar XyMyyc eHAep xalwaaHyyn 6apbx
eepcaunH XyBUWAH OPOH 3aur 6un 6onrogor 6a 3H3 Hb xeaee Tang
ambgapaar XyMmyycaac sinraatauv oM. Taaraap xawaaHyya Hb XO€p-TanT
cambap wwur ann rap 6ypuir canrapar 6ueT Tycraapnary 6ereep rypBaH-
TanT OpPOH 3airaap xs3raapnaraaH, T3Ar33p Hb XOTXKUNTbIH 3aMbIH CYJDK33r
6yT33H 6uit 6onroHo. XawaaHyyablH ragaag Aypcnan 60noH opoH 3aur
333X X3B 3arBapyya Hb MMHUI ByTaana ux vyxan oM. Ainyya xawaaraa
3apumpaa siH3 6ypuiiH eHreep G6yaax, YHA3CHUN ynamMkianT X33 TaBbCaH
Gauix 6a xalwaa Hb XeplyyauiH HYA3HA AYPCN3NT cambap MaT xapargaHa.
OH3 HUMI3H XaMraananTbiH MOJAOH ragapryy Hb OpoH 3aur 6oauton 6a
HYYASMYHUI Masiraap xapyyrnax Xxyypamy-ancnantbir 6ui 6onroHo. N3xa33
3H3 OyrA Hb MOH ragHbl XY4HUI 3CPar AYPCNANMIAH XaMmraananT oM.



[depBeH X3aCarT UHCTONNSAL;: XOEpP epee, XOep AH3bIH AyY
STV EE)

OXHUI ©pee Hb rap XOpPOoOoNIbIH 3aMbIH CYIK33HUM oM OHLIOr GONCOH
MOZOH Xxallaaraap XMMC3H ryAamx oM. HI3 ryaaMmx Hb Mall HapuiH 6a
rap xopoornong 61Mu4MxK aBcaH Ayy YMM33 Hb Y33ry3ac TaBryn M3gpamMxumr
rapraxapg sopuynargacaH.

Y33r4 Hb T3p Xallaar eHrepeH anxaxapg, rap XopoosibiH YUMIITIN
XapaHXyW epeeH[ OpHO. [3HIT T3P YMM33 30rCOX, rIPan acax 6a xaHaH
033p XeAee TanbIH Aypcran rapHa. QH3 rypBaH-TanT, 6ueTuiH 6oaut
YPramknan 605CoH OpOH 3all Hb 433p AypAaaracaH ‘opoH 3aur 6oauTon
6a HyyAan4YHUA Masiraap xapyysrk’ 6ainraa ‘xyypamu-ancnanTtbiH’ caHaar
paBTax 6auraa rom. Tap ‘yn opwmnx’ xe4ee TanblH TECOennyya Hb epeeHp,
HaMm rym 6onoxoa rapy upHa. [lyy uuma3a anra 6omk Ham rym 6onoxon,
‘3prayyynan’-uiH OpoH 3aur 6un 6onroHo.

Mawikn ®PropcTt 6MumB
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yondonjunain dalkh-ochir

Visual artist
Born in Tuv province, Bayanjargalan Sum, Mongolia 1958
Lives and works in Ulaanbaatar, Mongolia

Nomadic TV
video installation, 2010

Since ancient times, Mongolians have been a nomadic culture and their original
habitat is the ger. Until this day, we are living in gers, which preserves our nomadic
existence and culture. | was born in a ger and grew up in the countryside. When | was
young, | usually went to school by riding a horse. The aim of this work is to show how
today’s Mongolian nomadic lives relate with outside environments, and their existence,
through the doors of gers. Because gers don’t have windows, the door is the only
element relating to the outside. The view to the outside through the ger’s open door

is the “"NOMADIC TV”, as Mongolians adjust their lives to weather, livestock, pasture
and information from arriving guests and actions of family members, etc. Before the
20th century, Mongolian gers had doors made of stitched felt, and had open fireplaces
inside. There were many customs related to felt doors. For example, one was to enter
the ger by the right side of the door and exit from the left (east) side. Since urbanisation

EHp,OH)KyHaﬁH Danx-Ouunp

in the 1940s, Mongolians use wooden doors and metal stives with chimneys in gers.

The idea for “The Nomadic TV” project was conceived five years ago. | made videos
to show the roles the members of a family play, and how they conduct their lives, by
representing five families’ doors in the countryside in autumn 2009.

[text YD]






EHpoHxyHanH Janx-Oump

YpaH ByTaany
Tapaap 1958 ong MoHron yncblH TeB anmMruiiH basiHxxapranaH cymaHg TepceH
bereepn 0100 TyC yNCbIH YrnaaHbaaTap X0ToA axunnax, ambaapy baviraa.

HyyaanyHuun TB, Bugeo uictonnsy, 2010

i

i

8 OpT A33p yeac, MoHronyvyya HYYA3nM4YHUIA aMbapanaap aMbaapy MPcaH Gereen
_é GUOHUIA aHXHbI OPOH cyyL, 6on rap 6unaa. Ogoor xypTan, 6ua coén ynamxnanaa
é xagranaxbiH T4 rapT ambAapy ambgapy 6avraa. bu rapt Tepx, xegee HyTart
.‘g ecceH. bu xyyxap 6arxaaa, cypryynb pyyraa Mopb YHax siBaar 6anaa. 9Ha

c 6yT33n Hb MOHronbIH HYYA3NMYHUI aMbApan Hb 3PraH TOMPOHTONIOO X3PX3H

'g-g XOn600TOM OpLUAOT TYXalr r3ApUNH Xaanraap AamKyynaH y3yyrnaxag rosn

g 30pUIIroToN oM. flaraag raBan, rap Hb GalLUMH LUKUI LLOHXTYI 6G0noxoop, RPUNH
E‘ Xaarnra Hb rafgHa Tantan xon6orgox ron xonéooc oM. MoHronuyysn eepcamnHxee
(®] ambApar, Man cypar, eBc 63n1433p33 Liar araapT TOXMPYYnaH 30XULYYIDK, ainynaH
-g MpX 6arraa 3o4mg 60MOH rap GYNUINH rMLWYYANNHX33 Y XUIK Garraar rapuitH
g H33NTT3M Xaanraap xapaar 6a 3H3 ragaag epTeHUUNAT XapyyricaH 3yparnan Hb

Hyyasnuuui TB tom. Xopbayraap 3yyHaac eMHexeH, MoHron rapuiH xaanra Hb
LwarnacaH 3crumraap xmngar 6ancad 6a 3agramn rantam Hb 6aMkaa. Acrui xaanratam
XOn600TOWM ONIOH SAH3bIH €c 3aHWKN 6anaar. XKUWwaa Hb, raIp Nyy opXx 6airaa XyH Hb
3CrUn xaanraHbl 6apyyH Tanaap, rap4 6arraa XyH Hb 3yYH rap Tanaap rapax écrtou
rax mat. 1940-eea OHbI XOTXKUNTOOC 3X3MXK, MoHron4yyya xaanraa Mogoop XUk
TOMPOOP XUINCIH 3yyX MIPT X3p3rnax 6oncoH 6anHa. HyyaanyHuui TB 6yTaanuiH
caHaar TaBaH XXWTMWH 6MHe OJICOH oM. By TaBaH rap 6ynuiH ambapanbIr T3AHUA
rapuiiH Xxaanraap Hb xapyyrncaH Bugeor 2009 oHbl Hamap GyT33C3H.






Traditional Life,
gouasche on canvas,
2008

ser-od dolgor

Painter
Born in Ulaanbaatar, Mongolia 1973
Lives and works in Berlin, Germany and Ulaanbaatar, Mongolia

The change in spatial experience between traditional life in a ger and the current
peri-urban ger districts is also a theme for Ser-Od Dolgor, in her descriptions

of erotic meetings in the steppe painted in the traditional ‘zurag’ style. The ger
does not provide privacy, but there is a myriad of ways to create privacy without
specialised spaces for it. Talking about these works, Dolgor emphasizes the
spiritual aspect of sex and the coming together of all senses, both physical and
mental. She describes the moments she wants to depict as being totally aware
of all details of nature and of oneself, and understanding the connection between
the two. In her earlier works, Dolgor has depicted the life in the ger districts of
Ulaanbaatar. Having been born in Ulaanbaatar and spending her childhood in the
ger districts, Dolgor has fond memories of the communality and social security
that they provided.

Cap-OabiH donrop

For the Bare house exhibition Dolgor undertook a major wall painting project.
The aim of the project was to depict the entire area where the Bare house exhibition
was taking place, on both sides of the Kokemaki river. Two students from the
Department of Art and Media Pori, Johanna Laurila and Janne Vuollet, assisted
Dolgor in the seven and a half metres wide painting that became called Pori White
Nights and was situated at Mediapoint at the Pori Art Museum.

[text AW]









Pori White Nights. 2010.



Cap-OabiH Jonrop

YpaH 6yTaany
Tapaap 1973 oHg MoHron yrnicbiH YnaaHbaaTtap xotoq TepceH 6erees o4oo Tyc
yncag 6onoH MepmaH yncbiH BepnuH xotog ambaapy, axunnax 6anHa.

[onropbiH eepuitH Tannb6apnacHaap, TYYHWA GYT33n1AH C3A3B Hb ynamxnanT
rapuiH ambaparn 60MoH Xarac-XoTXKUNTbIH MasrtTan rap XopoosnsbIH
amMbApanbiH XOOPOHAO0X OPOH 3aliH @epYNenTUinH Tyxan 6ereeq Tap3aap MeH
Xe[ee 3aArai rasapTt 3p 3MUIH HAaHAWH XapbLUaaHAa opX 6anraa Xxymyycumr
MoHron 3yprunH apraap 3ypaar 6onHo. TyyHuin 6yTaanyyasa AypcnaracaH
rapyya Hb XyBUWH OPOH 3air 6ui 60nrogorryi Y racaH, Tap XyBUIAH OPOH
3aulr 3aaBan TycraapraracaH OpoH 3alryuraap orioH siHzaap 6uin 6onrox
6onox 6onomxron oM. [lonrop 6yTaanaas, 3p IMUAH HAaHAMH XapbLjaar XyHUN
OYXUI N M3APIXYWAr XamapcaH YUNA3n ragar Tan A433ap Hb UIyy aHxaapu
UN3pXUNNAar. Tapasap XyMyYHUI €6puUiH 60NTOH 66pUINH 3PraH TOMPHbI
GanranuiH ByXx XuXur xacryyn 6a TaarasapuinH XoopoHAbIH Xonboor 6ypaH
OWIIFOX M3AP3X TP MOUYYAUWUT OYPCIIXUIAT XU4YI3A3T OM. TYYHUIN IXIH
yeuiH 6yTaanyya Hb YnaaH6aaTapbiH r3p XOpOONsbiH aMbApanbIr XxapyyncaH
6anpar. Jonrop Hb YnaaH6aartap xoTtof TepXx, 6ara Hacaa rap xopoorsong
OHrepyyricaH 6ereepn, Tap33ap rap XxopoonnbiH aMbApanbiH HUATIY CITraxXyn
60NMoOH HUNrMUIH alroynryr 6ananbir 6ui Gonropor caH TanyyablH Tyxawn

ser-odin dolgor

Taanamxrauraap gypcaar.

Donrop Hyy2aH baliwuH y33CranaHp 30puymk TOM X3aMXK33HUMN XaHbIH
3ypar 6yT33caH 605HO. Tap XaHbIH 3ypar Hb Y33CranaH 30XUOH GauryynaracaH
GarpnanblH 3praH TonpHbIr 6onoH Kokemaki HapTan ronbiH (MoHr. Kokemakwu)
XOE€p 3pruir opornuyyrncaH aypcancaH oM. Mopuruind Oypcnax YpnarumH



“

Monos Blossoming, zurag painting, gouasche on paper, 2008

CypryynuiiH otoyTHyyn 6onox XoxaHHa Jlaypuna 6onoH XXaHHe Buonnet
Hap JonropbiH 6yT33n4 Tycnaxaap axunnacaH 6ereepn, 3H3 7 MeTPUWH
ypTTan XaHblH 3ypar Hb lTopuauliH LjazaaH LlleHyyd HapTan 6a MopuruinH
Ypnarund Myseng 6avpnantan oM.

AHHY BuneHunyc 6uuns




Thoughts in/of Between
(Edelweiss, Potato /
Foucault, Fly), Mongolia,
2009.

annu wilenius

Visual artist
Born in Helsinki, Finland 1974
Lives and works in Pori and Helsinki, Finland

Thoughts in/of Between

Thoughts in/of Between is a series of photographs depicting ideas
distilled from sensual and conceptual realisations that derive from
several years of researching Mongolia by documenting, interviewing
and discussing. It is the start of a collection of photographs and
stories addressing an idea that while things (beings human and
inhuman) are separate and distinct from each other, at the same
time they are essentially interlinked, there is a bond, a web, they
belong to each other and cannot exist on their own. All beings

move, shift and change: sometimes bonding strongly, sometimes
only touching slightly. These webs or networks can be studied as
historical archives, as imageries, as conglomerations of facts, but
sometimes the awareness of the ‘in-betweenness’ of beings can best
be reached in something quite arbitrary, like the chance meeting of a
few toothbrushes, or a bowl of intestines circled by a hoard of flies.

AHHY BuneHunyc
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Thoughts in/of Between (Pink Sky, Green Mountain/Green Curtain, White Horse),
Mongolia, 2009




Thoughts in/of Between (Yellow Window, White Curtain), (Grey Bowl, Pink Intestines),

Mongolia, 2009
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Thoughts in/of Between (Two Visions), Mongolia, 2009

AHHY BuneHuyc

YpaH bytaany
Tapaap 1974 oHp PuHNaHA yncbiH XencuHk xoTod TepceH bereen
0[00 TYC XOTOA4 aMbAapy, axunnax 6anna.

BoanyyabiH notop/XoopoHA

Bo0dnyydbiH 0omop/XoopoHO Hb CYYIUAH X343H XUNMUAH Typl MoHronbIr
cyAnaH, XYMYYCUIH spununaryyn 605noH xapunuaH sipuaHyyabiH Yp AYHA
LWMN3FA3H rapy MPC3H caHaaHyyAbIr AYPC3NC3H LyBpan ¢oTo 3ypryya

oM. DH3 uyBpan ¢oTo 3ypryyn 60MnoH eryynnyya Hb toMc (Xymyyc 60mnoH
3p 3yWnc) 6ue 6ueacaa Tycpaa 60noH sinraata 60MoBY XOOPOHA00
CYIK33raap xonboracoH 6araar 6a T9Ar33p Hb 6ue GMEeHrynraap opLumx
GonoMXrym ragar caHaar UN3apxXunIk 6amraa OyTI3NUNH 3XN3N X3C3r 6unas.
Byx omMc xefenreeHn opLinX, ypcax, ©epurnergeHe: T34raap Hb XOOpoHA00
Xon6oraoH MeH XOOPOHA00 A6HIeX XYP3IL3H3. DHI3 CYIMK3aCYyyannr
TYYX3H apX1BbIH, AYPCN3MNUAH 60NOH 6apuMTyya M3TI3p cyaanmk 6onox
60MnoBY FOMCbIH ‘XOOPOHAOX XON600C’-Hbl TyXai OWNTONTbIN X343H WYAHWUA
COW3HYYyA yyrni3ax 4 oM yy caBaH Aax TYYX1MA HapuUMH r3aac 60MoH TYYHUIr
TOMPOH 3pranaax AraaHyyn rax MaT ToxMonanbiH 6ananaap 6ac omk Magax
6onox oM.

AHHY BuneHunyc 6uums



Saara Hacklin

Traveling Tools and
Concepts, Adjusted
to New Conditions

Several years ago, when | joined a group that was planning to travel and organize
an exhibition in Mongolia, | read about the Finnish geographer J.G. Grand’s (1882—
1952) travels to the Altai-mountains in the beginning of 20th century’. A small detail
intrigued me: | learned that J.G. Grané had spent his childhood in various places
in Siberia, as his father had worked as a pastor in the communities of exiled Finns.
However, for a short period of time, his family lived in Tornio, a small city in northern
Finland. The city still has two Lutheran church buildings that date back to the days
of Grand.

Tornio also happens to be the city where | grew up. In the days before my own
travel to the east, this tiny detail captured my attention. For me, Gran6 became a
bridge between decades and continents. Suddenly his travels had become more
personal, more approachable because of the shared point of departure, albeit over
100 years before. In a sense, it became enticing to try to find another point of
crossing with his travels, for instance to find a place in Mongolia that could be within

1 Grand’s travels to Altai is published in an illustrated two-part book, Altai, vaellusvuosina
néhtyé ja elettyd (1919-1921). Within geography, his original contribution was to develop
a method for geographical landscape studies that would take into account different sense-
perceptions etc., see his Pure geography (1930).



reach of our own travels. | never knowingly camped on the same site as Grand,
nor did | even set foot in the Altai mountains, and yet at the time of the travelling,
Grand’s various paths appeared to me significant, until they were swept away by
other observations and experiences.

Until recently, | have not thought about this arbitrary — even naive — parallel
that | created for myself, between Tornio and Mongolia, between the past and the
present. However, this particular detail came in my mind while thinking of Christian
Mayer’s Tools from a Workshop 1960-2010.

Tools for a Future

Mayer’s piece can itself be characterized as a time travel to the forgotten spaces
and time. His point of interest is the Noormarkku’s Town hall, and in particular a
gobelin designed in 1960 by Unto Pusa (1913-73). At the opening of the Bare
house exhibition in May 2010, the whole work might easily have been overlooked
— although, a table stacked with outdated brochures did look out of place in the
Poriginal gallery space — were it not for the appearance of local heroine Maire
Gullichsen (1907—-1990), Finnish patron of arts and the founder of Artek.?2 Mayer
had arranged an actress to perform as Maire,® to repeat Gullichsen’s speech in a
ceremony that took place at the Noormarkku Town Hall in 1961.4

The speech Gullichsen held, as she donated Pusa’s gobelin to the city of
Noormarkku, contains numerous little parallels. The point of departure of the
speech was about the conditions in this gobelin was created — and in her mind,
would then create for the future. To sum up, Gullichsen refers to the long tradition
of gobelin making, the craft that was treasured in the city of Aubusson, France. A
successful weaving mill was founded in the Loire valley in the 15th century, but
there was a decisive point in history when the good principles of gobelin making
were abandoned, and how yet again now — that is in the 1950s and early 1960s —
there was a new renaissance of the craft. This second coming of Aubusson gobelin
was epitomized by the great artists such as Henri Matisse and Picasso, who had
done new designs for Aubusson gobelins.

Why is all this important? In her speech, Gullichsen is determined to find a similar
strain in the stories of Aubusson and Noormarkku, a small town in the western corner
of Finland, in the municipality of Satakunta. The comparison is made at a significant
moment. In Noormarkku of the 1960s, the long-lasting tradition of smithing work
was threatened by the structural change: “The excellent and worthy profession of

2 The aim of Artek was to sell furniture by Aalto, but also to propagate new ideas of living,
art, design and architecture. The other founders of the company in 1935 were architect
Alvar Aalto, his wife Aino Aalto and art historian Nils-Gustav Hahl.

3 Maire was played by actress Heidi Rantakeisu.

4 The speech is reprinted in E. Nummelin and E. Siltavuori [Eds.]: Maire Gullichsen, Pori Art
Museum Publication # 47, Pori Art Museum, s.144-147, Translated by John Arnold.




the artesan smith, which has its roots deep in the early history of Finland, together
with highly developed crafts, has been obliged to give way to big industry. In order
to preserve the memory of these able craftsmen, tools used in the workshop have
been given a central position in the artist Pusa’s tapestry”, she says.

As the early 1960s was a time when modernism was still new in Finland, she
also explains the aesthetics of the wall piece to the audience who she assumes to
be less receptive to this new style. “Looking at it, first impressions may be confusing,
in the sense that the design is not entirely naturalistic. But we should not forget that
our old Finnish ryijy® wall rugs were rarely naturalistic or figurative; their model
was either a free geometrical composition of squares and stripes, or sometimes
perhaps a flower motif; in some cases there was a single pattern (...) we are
therefore accustomed to looking at a textile piece without asking ourselves further
what it depicts.” The similarities between France and Finland become undeniable,
as Gullichsen points out more concrete points of contact between these two. For
instance, she mentions that in the past, Noormarkku has hosted “two smiths with
an obviously French name”.®

After the speech, the listener is persuaded by her optimism: like Aubusson, also
Noormarkku can find a way for a second coming of artesanal craft! In a curious way,
it seems as though for Gullichsen, a woman of the world, the handicraft of the local
smiths becomes more valuable, as there is a narrative connecting Noormarkku to
France — note, that in the 1960s Finland this reinforcement of Frenchness, turning
towards the international influences, could have been understood as political
gesture.

Of course, it was no co-incidence that the gobelin was designed by Pusa. He
belonged to Prisma, a group founded in 1950s by Finnish artists, who were inspired
by the international modernism. In fact, the way in which art and craft are merged
together in the gobelin work, both through its subject matter — tools of a craft —
and the medium, gobelin, reflect in a perfect manner the Gullichsean world-view.
Was it not the mission of Artek, this ‘grand synthesis of the arts’, to bring together
urban life, art, design and architecture? In the opening speech, this small town in
Satakunta Province was adjusted to fit certain ideals of Gullichsen’s own modernist
values. In many ways this was the case, some might even say that the spirit of
Gullichsen is still influencing the area. Or maybe one could rather say: the touch
of her hand is still visible, for instance in the form of Pori Art Museum, that was
founded with her support.

Mayer’s Tools from a Workshop 1960-2010 adds another layer. The end date
in the work, 2010, is the year when Noormarkku officially became part of the city of
Pori. Mayer’s gesture sweeps the cobwebs aside: Pusa’s gobelin had hung on the
walls of the Town Hall (now defunct), yet not really seen for many years; the once

5 Finnish tapestry. The word originates from the word rya, a thick cloth. The ryijy rug
weawing is unique folk art in Finland.
6 Gullichsen referred to two men named Buosett.



avant-garde and marginal aesthetics had become transparent to today’s viewer.
Alternative and forward looking is today dissolved into the aesthetics of the banal.
And so is also the story of Tools from a Workshop dissolved into the story of Pori,
the city of a great harbour, woodworking industry, cotton factory (now closed), Karhu
[bear] beer (now brewed elsewhere) and others. The stack of outdated brochures
— Noormarkku, “A Dimple on Satakunta’s Cheek” — demonstrate the end of an era.

Mayer’s gesture, having the gobelin as well as its surroundings including an
inconspicuous office chair and a table, plants, stacks of brochures and maps,
and a framed information plaque about the donation, transferred to the exhibition
space together with the speech, is typical of the artist. He seems to often work
as an archaeologist or archivist, who merely displays — for the audience’s view —
something he has excavated in his research, be it a piece of tapestry (Les Vues
du Brésil, 2007) or archive material from the national broadcast channel (Gizmo,
2009), as in some previous works by Mayer. Here, the repetitive gesture not only
brings us the gobelin by Unto Pusa, but through Gullichsen’s speech, also the
social and historical situation of the early 1960s provincial Finland, all fresh from
the past.

Here, | am interested in a way the work functions as a time machine, underlining
the Foucaultian heterotopic and heterochronic nature of the museum: “Heterotopias
are most often linked to slices in time — which is to say that they open onto [...]
heterochronies. The heterotopia begins to function at full capacity when men arrive
at a sort of absolute break with the traditional time.”” For Michel Foucault museums
and libraries are heterotopias where time never stops building up. On the other
hand, a contemporary art gallery, like the Poriginal gallery, seems to be a place of
fleeting moments, with its transitory exhibitions, which in the next moment cease
to be contemporary.

Mayer created a re-enactment — a genre which involves acting existing historical
material — through which we spectators were offered an insight into another time
and space. As in historical re-enactments, here, spectators turn into participants.
The other time and place opened for us without premonitions. Perhaps the sudden
shift in time and place also changed the way we perceive our own time. Maybe our
personal involvement offered a possibility for not only new interpretations of what
happened then but also for a different understanding of our own time.

What struck me as a listener was the assertive optimism of Gullichsen’s speech
for the future — it was as though she was determined to change the course of history
through the various verbal ties and arches, forcing ideas onto the town, to rewrite
its history. | have no doubt that a similar vigour is present in our own aspirations.
Zygmunt Bauman writes about progress and trust in history: progress stands not
for a quality of history, but for the self-confidence of the present. “Progress” is made
of two beliefs that live and die hand in hand: how we believe that time is on our

7 M. Foucault, "Of Other Spaces”, Diacritics 16:1, Spring, 1986, p. 26.




side, and the belief that we are the ones who will change things.? Undoubtedly
Gullichsen possessed both these beliefs. Yet, the world we live in now has a set of
new challenges — challenges affecting both western Finland and the Loire valley in
France in a manner that has shattered even the strongest of self-confidences. We
may suppose that the future optimism of 1960s has been dissipated into another
kind of contemporary blind spot, yet to be marked out. It is waiting for some future
performance to dig it out for the generations to come...

River Time

Another work that is suggesting parallels between place and time is Oula
Salokannel’s and Annu Wilenius’ installation The Raft, the River and the Plumtree,
2010. The work itself consists of several processes. Two artists prepared a self-
built raft and travelled with it on the river Kokemaki for four days, drifting along the
river from the city of Pori towards the delta area and the sea. The equipment of the
travellers, be it from Hong Kong store (like the plum-tree), or old Finnish Arabia
coffee cups, is exhibited with various other objects related to the project, like books
and letters. All of them are displayed in a delicate manner, following the lines of
museal settings, paying homage to the practice of archiving and memory-fostering.
The display adds its own commentary into the whole installation: “This is the cup
that they used..” and “This was the cooker that failed...”

The archival feeling of the project is emphasized by the Super-8 film that takes
the spectators to follow the building process of the raft and some passing moments
on the river. Photography is said to isolate a moment in time, whereas film is capable
of bringing us the present.® However, through the use of an old medium, silent black
and white film, the film’s present is sent to the past, made into immediate history,
as it were. The super-8 film adds a glimpse of heroism of yesteryear: for instance,
Salokannel’s figure is associated with, at the same time, a youthful adventurer and
a slapstick character. The artists stressed that they did not have any raft building
experience. However, it seems as if the gesture of building a raft is not simply an
attempt to re-live childhood stories and adventures one has read about; it is almost
a forged memory.

In comparison to the black and white film, the 27minute long video from the trip
creates perhaps a more transparent account. In the slow-floating video, the scenery
along the Kokemaki river appear less exotic, only at points, the scenes might
coincide with images of more distant river banks in Asia, Africa, South-America,
where the bushes might conceal hidden dangers. In short, the days spent on the
raft appear more boring and troublesome than those romantic and exciting raft
stories of the past. Here, for an action scene, it suffices to meet a paddler, or to be

Bauman, Liquid Modernity, 2000, p. 132.

8 Z
9 M. A. Doane, The Emergence of Cinematic Time, 2002, p. 103.



stuck in the reeds. The non-eventfulness of the drifting leads one to think about the
stalling of time. On a river raft progress happens, but it cannot be hurried. It is no
coincidence that Michel Serres —whose Le contrat naturel the artists had discussed
before ending up co-working on the raft — has written about time. Serres points out
how the French word temps means both time that passes and weather outside.
He argues how these two are interrelated, even though it might not first appear so,
the time that is running and the weather do connect, as the global consumption
is affecting our climate.'® Serres makes a point in saying how the people of our
time are more absorbed into time (temps), not the weather (temps); if only during
a summer vacation, when people leave cities for summer houses, sea resorts or
wherever, they become exposed to the weather.

It is said that modernity changed our conception of time, that modernity was a
temporal demand, defined by heightened tempo and adjusted to an impersonal
timetable: in order to keep up with the new speed, people started to even wear time
in form of a pocket watch." As we know, the building of railways was crucial in the
development of standardized time system, so much so that this new system was
at first called ‘Railway time’."? Thinking of the project by Salokannel and Wilenius,
it seems as if their raft is an attempt to step away from the standardized time,
into another time governed by entirely different rhythms. It is paradoxical that |
associate their slow drifting with another kind of personal travel experience: losing a
conception of time, while sitting in a train from Moscow to Ulaanbaatar. My own step
away from time was actually enabled by a standardized system. Like all the trains
travelling in Russia, our train was also set to Moscow time during the journey that
stretched through six time-zones, creating a constant out-of-sync experience to us
as travellers. In addition, as if by accident, the heterochronic nature of the railway
journey, was underlined by the coincidence that none of my travel companions was
wearing a watch.

In the video of Salokannel and Wilenius, we may perceive how the time of the
Kokemaki river is subjected to the temps, weather. For us humans, the weather-
time can appear as a direct experience, but there is also another temporality that
produces the weather, namely climate. To digress; the distance between the city
of Pori and the sea, is in a way connected to yet another temporality. Namely, the
distance from the city to the sea becomes longer and longer as the land keeps
slowly rising from the Gulf of Bothnia — a process that is said will eventually merge
the coastlines of Finland and Sweden. But that will be happening in another time,
perhaps something for the plum-trees to see.

In a sense, the whole project of travelling on a river can be connected to the
tradition of artist journeys. The German romantics, the patriotic Finnish artists

10 M. Serres, The Natural Contract, 1995, p. 27.

11 Doane, pp. 4-5.

12 W. Schivelbusch, The Railway Journey: The Industrialization and Perception of Time and
Space, 1987.




exploring the countryside of Carelia at the turn of the last century, or the more
contemporary counterpart we've seen in both land art and conceptual art. Also, the
installation itself suggests to the viewer various different stories that inspired the raft
project: there is a touching letter from Iris Kéld, a woman who has, in her childhood,
spend days on a raft floating on the river Yangtze, as her family of missionaries
fled from Northern China in the 1930s. There are books of other legendary rafts,
such as Kon-Tiki and African Queen. In my mind, | add to this travel imagery the
adventures of Huckleberry Finn on the Mississippi, and cannot help thinking of
Michel Foucault’s ship of fools: The raft can be a lifeline away from a disaster, or a
step away from a closed community.

If Mayer’s work called upon the genre of re-enactment, here the repetitive
gesture fails its origin in historical documents. There is no such historical document,
a singular event that is repeated, in the sense of how it may be re-enacted. Yet
on the other hand, various subtexts of the work are present. Here, the original
document is simply replaced by the mythical rafts of childhood adventures and
fantasies. | am suggesting that the gestures we see in the work could be thought
eventually as copies of gestures that have been repeated already many times, in
the imagination of a reader or spectator.

This setting is also in the heart of mimesis, if it is understood as an attempt “to
get hold of something by means of its likeness” as Michael Taussig suggests.'® He
further underlines how the notion of mimesis is two-layered, that it involves both
contact and copy: “To ponder mimesis is to become sooner or later caught, (...) in
the sticky webs of copy and contact, image and bodily involvement of the perceiver
of the image...”"* The line between copy and contact is fluctuating — seeing or
hearing something is to be in contact with something. And this is the mimesis that
seems to be the foundational logic in the work of Salokannel and Wilenius. To have
heard is to have had contact.

Of course, this also happens to us as spectators. And yet, what Salokannel and
Wilenius have done is a repetition of an action, gestures of “river adventure”. But
we also know that a copy — like mimesis — is always about difference and alterity.
Eventually what takes place in the work is an attempt to feel into something. It
seems to be proposing that through miming certain gestures, we would reach an
experience, a point in time and space that was once significant for somebody
else? And through these actions it is of course a process of making something
into one’s own.

13 M. Taussig, Mimesis and Alterity. A Particular History of the Senses, 1993, p. 21. Here,
Taussig is following Walter Benjamin’s conception of mimesis.
14 Ibid.



Experiments with a Ger

The gesture of repetition is predominant in the work of T. Enkhbold. In his
performances and video documentations on Mongolian Wind from Ulaanbaatar to
Rotterdam and Pori (2009—2010), we can follow the artist raising his ger in various
locations: by the sea, next to the motorway, to the museum yard... The videos
are documentations of performances that took place in the Netherlands, where
Enkhbold spent three months in a residency. As in Mayer’s work, The Bare house
exhibition in Pori also involved an opening performance, where Enkhbold built
his ger in the yard of the University Centre. The following day he also performed
outside the local 3H+K gallery, which hosted a performance festival.

For me, to think about this repeated process of building a home it appears as
a series of experiments, attempts to assimilate. It is through his ger that Enkhbold
examines the environment. In his own statement, the artist writes: “The aim of my
project is to travel around with my self-built ger and connect with different places,
gaining experience for myself and at the same time introducing ideas of nomadic
culture.” He continues by saying (...) “Everything in a ger structure connects with
traditional, spiritual customs and both functional and symbolic meanings, which
also connect the structure with the surrounding area.”*®

The building of a ger is a process still familiar to many Mongolians. Here, an
everyday practice — note that the moving of a ger has traditionally followed an
annual rhythm, thus the ‘temps’ of nature — is taken into another realm. This shift
seems to be typical of Enkhbold’s practice. In an interview, Enkhbold tells a story:
Once, as a child, he was left in charge of the firewood while the father of the family
went away for a few days. Enkhbold found the wood too beautiful to burn, and
ended up building two crates from it."® It was a shift from one realm into another.

In the videos, we see Enkhbold build his ger on the beach at Hoek van Holland,
in the yard of Boijmans van Beuningen museum, by the Afsluitsdijk, a major
causeway crossing the ljsselmeer in the northern Netherlands... These locations
are clearly distinguishable from the Mongolian environment — but it is not that gers
wouldn’t mingle with, for instance, urban habitat. These performances emphasise
the relationship of the ger to the surroundings: emphasis is on the way the ger is
adjusted, modified to the new setting, creating new relations between the ger and
what is around it. It is a question of experimenting and researching what happens
to the ger and its builder in other surroundings. Of course, it is not just any ger, but
Enkhbold ‘s home."” For instance, in My home on the Beach, Hoek van Holland,
ger by the Atlantic Ocean, the cloth covering the ger is folded from the rim, so

15 See this catalogue for Enkhbold’s statement.

16 A. Wilenius: Stories of Artistic Practice in Mongolia, video interviews with seven Mongolian
artists, Mongolia: Perception and Utopia, DVD attachment, 2008.

17 In Mongolian the word ger means both the tent structure and home, to go home is to go to
the ger, to get married is to get ‘gerd’ etc.




that the waves from the wind and the sea can freely sweep through the ger, with
Enkhbold lying on the sand floor. Here, a ger becomes a version of a beach house.
On the causeway — a 32 km long motorway that is just a few meters above the sea
level — we see Enkhbold running along the motorway, picking up the movement
from the cars passing by, unable to keep the tempo, and letting the wind slowly
unravel the orange sash from his waist. Annu Wilenius writes in a catalogue text
on Enkhbold: “His reflections and experience became more sensual and personal
as he started to remember how it felt to live in a ger as a child. To look through the
door frame, and to rush after the sound of passing cars, and to chase them as far
as one could.”"®

In the courtyard of Rotterdam’s Museum Boijmans, the ger resonates with other
circular shapes painted on the ground as well as the circular, half-open pavilion
(a result of a collaboration of German artist Olaf Nicolai and Design Bureau
Thonik). When ‘home’ is adjusted, next to the windmill in Overschie, in Enkhbold’s
performance, we see the orange cloth stretching from the top of the ger. Its form
is miming the shape of the windmill, picking up the wind as the windmill does.
The locations chosen for the ‘home’ are very meaningful sites for the particular
surroundings in which Enkhbold was staying, Rotterdam, the Netherlands, defining
the country in its relation to the sea — something that Mongolia is lacking — but also
to the arts, and the way artists have created images of the country.

Looking at Enkhbold setting up his home on these different sites, in a series of
different, very familiar gestures, | am again thinking of the process of miming. Roger
Caillois published an essay called Mimicry and Legendary Psychasthenia (1935).
It starts with questions of insect biology, but discusses also aesthetics of excess
and theories of sympathetic magic. In the process of mimesis, Caillois underlines a
search for the similar. Mimesis can be seen as a temptation by space. He finishes
his essay in saying: “it can be gratifying to give a common root to phenomena
of mimicry (...): this attraction by space, (...) by the effect of which life seems to
lose ground, blurring in its retreat to the the frontier between the organism and
the milieu, and expanding to the same degree the limits within which, according to
Pythagoras, we are allowed to know, as we should, that nature is everywhere the
same.” " For Enkhbold, the temptation of (alien) space also changes the experience
of the spaces, and the things he used to be familiar with: the constant re-building
of the ‘home’, repeating the various gestures needed to put up the ger, also made
Enkhbold remember things of himself he had forgotten.?

Considering Mongolian Wind from Ulaanbaatar to Rotterdam and Pori videos
and seeing a performance live are of course two different things. After seeing
Enkhbold’s performance, | cannot help thinking that perhaps we could view the

18 A. Wilenius, Dutch Landscapes with Mongolian Mediations in T. Enkhbold and S. Ganzug:
Joint exhibition catalogue, Sticthing Kaus Australis, 2009, p. 2.

19 Originally published in Minatoure, 7, 1935. http://www.generation-online.org/p/fpcaillois.htm.
See also Taussig, p. 34.

20 Wilenius, p. 2.



situation also from another angle: what if this unit — man with his ger — is not adapted
to a new environment, but the environment, and we, as spectators, are tested by
it? This is also a question of the temptation of the space. Indeed, Enkhbold himself
stresses the importance of experiencing the works — the performances, that is — with
all our senses. Here, the spectator is put in contact with the process of adjusting. It
is also a question of our experience and relation to the ger that suddenly appears in
the space familiar to us. Outside the University Centre, the artist used horse dung
for the floor of the ger — a traditional material to be dried and burned, also used as
an incense in Mongolia. For the performance festival, the ger was left uncovered
and suddenly people simply squeezed in to join Enkhbold in his ‘home’.

Beginning to Fade

Ultimately, the three works that I've discussed in this essay have many differences,
but also share some other similarities. | have tried to stress how the works put
forward questions concerning time, place and self-understanding, through
repetition, miming and re-enactment. They also open up to other spaces and times,
as heterotopias and heterochronias. What was left untouched, still very much
related to the question of copying — as well as time — is that all three works in
this essay use documentation in one way or another. The performance of Maire
Gullichsen’s speech was based on a document, and the performance itself was
documented for the viewers. The performance of floating on the Kokemaki river
is transmitted to the gallery space through both moving images and various little
objects. The ger pieces are records of performances in the Netherlands by the
artist, and the Pori performances were also documented.

This short discussion of the works has been motivated by certain interest: As
mentioned above, several years ago, when we were planning to travel to Mongolia,
| read about the Finnish geographer J.G. Gran¢’s travels to the Altai mountains.
| was intrigued by the fact that for a short period of time, his family had lived in
the city of Tornio. This northern city where | grew up is today, perhaps, in a very
similar situation to Pori or Noormarkku. The reason | re-remembered the detail
about Grand is because of these art works. | think that in all of the pieces | have
discussed, what is taking place is in a sense related to re-enactment, re-run,
adaptation. In a way, | feel like Maire: in a similar manner to the way Maire was
forcing upon Noormarkku the story of Aubusson, | too, was clinging into an image of
Grand travelling in the Altai mountains. | was compelled to find similarities, to create
a re-enactment that was undeniably affected also by other fantasies and stories I've
read. These adaptations, of course, end up turning into something else, that has an
independent life, and the original gesture, imagined or documented, may eventually
fade away and give space to others.
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Caapa XaknuH

LLinua Hexunyynaa
ToxupyyncaH AsananbIH
baraxyya ba TyyHumn
OwnronTtyya

X3A3H KUNUIAH eMHe, 6u MoHron pyy asinmx, T3HA Y33CrasnaH 30XUOH
Ganryynax 3o0pusiroton 6ynar XymyycTan HIrgcaH 6ereen, Tap yeq 6um
xopbayraap 3yyHbl 3x3aHA PuHnaHAbIH rasap3yny X. I MpaHo (1882-1952)
Hb ANTanH yyrnc pyy asnan XMACIH Tyxaw yHucaH oM." HaraH XuxurxaH
X3C3r MMHUM aHXaapnbIr TaTcaH: TYYHUIT Xyyx3a Hacaa CuGUpUINH AH3
OYpPUIAH X3CIIT OHrepyyJicaH Geree, TYYHUIA aaB Hb Liaraady ®uHnAHgYyynan
namaap axunnapgar 6ancaH Tyxan 61 omk M3AcaH. M3xA233, Tapaap rap
OyNnTanras PUHNAHAbLIH XOUA X3c3rT 6anpnaaar TOPHUO r3A3r KUXKUT XOTO4
6oruHo xyrauaaraap ambaapcaH 6ainHa. Tap xoroa, MpaHoruitH yen 6aicaH
JioTepuitH ypcranbiH XpUCTOCbIH XOEpP CYMUIH GallUMHIYYA 0800 XYPTan
Ganpar.

TOPHMO XOT Hb MMHUI ©CCOH XOT oM. MuHUI A3m pyy XMNX asnaxaac
X3AX3H XOHOTMWH OMHO GM 3H3 XWXKMUI X3CTUIT OFDK YHLICaH 6unaa. MpaHo
Hb MMHWUI XyBbA, Lar xyrauaa 60noH TMBYYAUWH XOOPOHOOX ryyp 605oH
XyBuUpcaH. M3HIT, TYYHUI 3yYH XUMUWH ©MHeX asinan MUHUMIA asnanTtan
TecTaun 6acaH Hb CITranAa MUHb UNYY OUPXOH, UITYY ONITTOMXKTON GONCOH
oM. TyyHUI asinanbliH Tyxan uiyy M3A3x aBaxbIr Ou xyccaH 6ereep 6vpn
XOE€p X0érnyaa O4YMXK Y3C3H ra3pbIr OfiloXCOH rax 6u 6oacoH. Bu MpaHoruiH
AnTan pyy asincaH 3amaap Har 6ypunaH asnaarym 6ereep TyyHUn asincaH
3amyya Hb Hagap vyyxan a4y Xxon6oraonToi M KU caHaracaH 6onosy,
Hagan TOXMONACOH LWWHI y33ranyya 6ONoH aXurnanTyya Hb T3Arasapaac
xonayyrncaH 605Ho.

CasxHbIr XypTan, 6u MpaHoruiH asnan 6onoH MuHuk asanan, MoHron
60noH TopHUO XO&p, OHrepceH GoNoH 0J00HbI XOOPOHA, 61 6ONrocoH

1 paHoruiiH AnTaii pyy xuiicaH asnan Hb Altai, vaellusvuosina néhtyé ja elettyéd (1919-1921) HapTan
3yparnanTairaap xaBnaracaH. MasapayiiH WUHXI3X yxaaHbl canbapTt, Tapasp Garanuir cyanaxag, TyyHui
OIOH SIH3bIH M3AP3aMXK 6ONoH Xxaparaax 6ananbIr xaprarnsaH y3aX 30puroTol apra 3ambir XenKYYIIaH 8epuiitH
XyBb HOMP33 opyyncaH 6aiiHa. TyyHuii Pure geography (1930) HapTaii ByTaanuiir A3NrapyynaH yHIINHA Yy.



xon6oocbIH Tyxan 6ogooryi oM. XapuH 61 3H3 Tyxan Kpuctnan MeiepuitH
Xedenmepulin 6azaxyyd 1960—-2010 6yT33anuiH Tyxan 6oaox 6anxaaa
3pPraH caHacaH 6unaas.

Upaagyna Xaparnargax baraxyyn

MetiepuiiH 6yT331 Hb MapTargcaH OpoH 3aM 60MOH uar xyrauaa pyy
XMMWC3H Lar xyrauaaHbl asanan oM. TyyHUin coHnpxon Hb ®UHNAHA YNCbIH
HoopmapKy xoTbIH 3axupraaHsbi 6anwmH 6a 1960 oHa YHTo Mycaruiy (1913—
1973) 6yT33caH robeneH xuBc 6unaa. 2010 oHbI 5-p capp 6oncoH HyuraH
BanwmnH y33cranaHruinH yeap, TYyHUM GYTaanunr aHzaapaxryin eHrepy
6onoxoop GancaH 6a xoTblH 6aaTap PUHNSAHAbLIH YpPRarumr A43MXuUry,
ApTekuir? yiaacnardy Maupe N'ynnuxceH upaaryn 6ancaH 6on xyy4umH
CITIYynyya, ToBXumryyaaap AYYPC3H Wupa3 Hb MopuruHan MFannepenp
TaapamXrym mMaT xapargax 6annaa. Memnep XyXurdymH 6ycryur Xararranm
Maupe?® lN'ynnuxceHunn gypa TornyyncaH 6a Tapaap 1961 ong Hoopmapky
XoTbIH 3axupraaHbl TaHXxuMa 60NCOH €cnonbIiH YN axunnaraaH A33p
Xatartan FN'ynnuxceHum XancaH Yrumr “xanyynaxasp 30XUOH GauryyrncaH.

F'ynnuxceH T3p robeneH xuBcunr Hoopmapky xotog 6313rnaxn33 XancaH
Yr Hb X374 X3/43H XWXUTr 33p3rucaH yTra caHaatan 6ainaa. Tapaap yraa
3XN3XA33, TIp ro6eneH XMBCUNT XMNCIH HOXLIIUIH TyXan TannGapnacaH.
YrurHxaa tercreng Maupe MNynnuxceH ®paHuy yncbiH Ay6yCCOH XOTbIH
anpgapTtan XuBCHUM YUNAB3PUINH XagranaH ynacaH robeneH xuBc
YANAB3pNaX A33p YeUrH ynamxnan Tyxan spbcaH. Tap aMmxuntran
CYIK33HMM KOMNaHu Hb 15-p 3yyHbl yepn Jloipe xeHaung 6anryynargcaH
6a robeneH XMBC XMNX yrnamxnan Hb HIr X3C3r OPXUrACOH 6onoBy,
1950-aac 1960-aap yeq AaxuH capraaracaH 6arHa. XeHpu Matucc 6o5noH
Mukacco HapbIH ypaH 6yT33an4upA LWMH3 XMBCHUIN AU3aiHYYAbIT OYT33C3H Hb
AybyccoHbl robeneH XMBCUWT angapliyyricaH oM.

fAaraap 3H3 6yx3H Yyxan oM 63?7 FynnuxceH eepuitH yraHA3a,
®PpaHublH Ay6yccoH 60noH PUHNSAHAbLIH 6apyyHbl XacrMnH CaTtakyHTa
Myxup 6arpnax Hoopmapky xoTyyAblH XOOPOHAOX TOCTIN TanyyabIr
OnoxbIH Tyna YapmancaH oM. 1960-aag oHbl HoopmapKy XOTbIH TOMPUIAH
ypnanbiH ONOH XWUMUIAH yriaMXran Hb YHAC3H ©epuyrenTeH ] Opoxooc eep
aprarymn 6oncHbIr, T3p33ap TaMnbapnaxaaa: “TeMep yprnaauuinH rax mat

2 ApTEKUIH ron 30punro Hb AanTorWiiH XWIAC3H TaBUNrbIr 3apax GarcaH 6onoey ypaH Gapunra, Avu3anH,
ypnar 60MoH WMHA Masiraap aMb/Jpax caHaaHyyablr Tapaax 6ac sopunrotoii 6aiinaa. Komnanuin 6ycan
yHA3Cnaruma, He Aneap AanTo, TyyHui axHap AiiHo AanTo 6onoH ypnar cyanaay Hunc-fycras Xaxn Hap oM.

3 Mawupe-uith nypa Xanau PaHTakeiicy TOrMOCOH.

4 TyyHuin xancaH yruir . Hymmvenun & W. Cuntasyopu: Maupe Mynnuxcen (Maire Gullichsen) MopurniiH
Ypnaruith My3eiin 47-p xasnan, 2000.



DUHNAHABIH TYYX3HA YN Mepee YNA33C3H caxaH M3praXxun Hb eep bycapn
ynamxnanT rap ypnanblH TOPNyYAUAH XamMTaap XeNKUHIyrM YAnaBsapnang
3amMaa TaBbX ©rexeec 3annwrymn 6oncoH. Taaraap yagsapnar rap
ypriaayabiH Tyxan gypcaMXuir xagranaxbiH Tyng, T3AHUIA X3parnagar
6aricaH xepenMepuiiH 6araxyya Hb [ycaruiniH roeneH XmBCcHUM ron
30XMOMX Hb GONCOH IOM.” F3Xa3.

1960-aap oHbl 3x3H yea PuHNAHAAA MOAEPHU3MbIH Ypcran LWWHI
X3B33p33 GancaH 6a aH3 robeneH XMBCHUIN GYT33aNUINH ypaH 30XUOMXKOOC
GormXK y33ryasa Ux epreHeep Xynaak aBaarym rax taaBapnacaH 6anHa.
“Opoo xapx 6anxag, aH3 XMBCHUI AU3aliH Hb 604UT GananbIr Aypcnaarym
60510X00pP XYMYYCUIH 3X3HA33 3HI GYyT3aanuur xapaag 6yaumk 6onox oM.
MaxA23 PUHNAHALIH ryijy® HAPTaM XaHbIH XMBCHYYA Hb 60auT Garaan
GONoH AYPCNanunH aM3aniHTan 6ancaH Hb XoBoOp 6ereen UXaHXA33
reoMeTpUIH [OpPBOIDKMHIYMI, 3ypaacryi, 3apumMaaa Lauar oM yy 3yraap
1 H3r X33T3M AypCcnanTan 6anaar 6avicaH 6onoxoop (...) 6ua cymkman
GyT33nuMIr xapaapg acyynT acyyx gacaaryv oM. ” ®uHnaHg 6onoH ®paHy,
XOEpbIH XOOPOHAbIH TOCOO Hb YIYWCIraxX1iH apraryu 6omx 6avraar
FynnuxceH sipuaa, Hoopmapky xotoa “®paHu® HIPT3K X0€p ypnaay Hap
GaricaH” Tyxaur aypcaH.

TyyHuir spuar coHcord Hb Hoopmapky xoT Ay6GyCCOH XOTbIHX LUUT rap
ypnan Hb X0€p Aaxb yAaaraa Xenknx 60nomKTon racaH NynnuxceHuiH
eefper y33nT UTraH3. COHMPXONTON Hb, MYNNUXCeH WU A3NXUIAH 3M3rTINH
xyBbA HoopmapKy XOTbIH rap ypnaaygbiH 6yT335 Hb YH3 LI9H3T3W 6ok
xyBupY, Hoopmapkyr ®paHuTtan xonbox racaH oponanoro Hb 1960-aap oHbI
yeuinH ®uHNAHA rapcaH PpaHLpKyynax racaH YANANUIAH H3T I Xaparaax
60nox 6a ync TepuiiH 30pUIITOTON 3K OUSITOrA0X00P oM.

Maa33xuiH x3par, lNyca 3H3 ro6eneH XMBCHUMA AU3alHbIT GYT33C3H Hb
TOXMONANbIH X3p3ar 6uw tom. MNMyca Hb 1950-aan oHA GanryynaracaH onoH
YNCbIH MOAEPHU3MbIH ypcranbir A3Mxurd Mpuama ragar HapTan PUHNAHA
ypaH OyT33an4avMiH HIrANMUAH TUILYYH 6ancad 6Mnaa. BapumTHaac xapx
6aiixaa, ypnar 60MnoH rap ypnan xoépblH H3rA3rn 605COH 3H3 6YT33N Hb
Xe[envepuiiH 6araxyyablH AyPCRanuiur robeneH XMBC3H A33P XMNC3H Hb
FynnuxceHnn A3NXUIAT y33X Y3NUIT TOrc xapyyrk 6anraa tom. ApTekumH
ron 30puUnro Hb XoTbiH aMmbApan, ypnar, An3anH 60noH ypaH 6apunrbir
XOCHYYJDK ‘T3p ayraa ypnaruiH HaramMman’-uiur 6mum 6onrox 6anraarym rax
YY? Tapaap xancaH yraHAaaa, CatakyHTa Myxua 6anpnax 3H3 XKUXKUT XOTbIH
Tyxai eepuiiH MOAEPHUCT y33NnA TOXMpPYYynaH ApbcaH oM. 3apum Xymyyc
FN'ynnuxceHun Henee HoopmapKkya ofoor XypTan X3aB3a3apa33 6airaa rax

5  ®uHNaHObH robeneH xmBC. OHa 3y3aaH AaaByy rAC3H yTraTaii rya rafar yraac rapantaii. OHa ryijy
HIXM3MN XMBC Hb PUHNSHABIH YHASCHWUI ©BEPMeL, rap ypnan oM.

6 TynnuxceH ByocoTT HapTal x0€p ypnaayuiH Tyxan spbcaH banHa.



Tann6apnax Maragrym 6a TyyHui rap oponucoHbl 6aTtanraa Hb TYYHUIR
Tycnamxrauraap 6uin 6oncoH MopuruinH Ypnaruni Mysen tom.

MenepuitH XedenmepuliH 6a2axyyd, 1960-2010 6yT33n Hb 3H3 TYYX3HA
H3r3H AaBxapra Hamx Gaitraa oM. H3 OYTIaNUIH AyyccaH xyrauaar 2010
raxk TaBbcaH 6ereep Tap xuna Hoopmapky xoT Hb Mopu XOTbIH ancaH écHbl
X3car 6oncoH oM. HoopMapky XOoTbIH 3axupraatbl (TaTtaH OyynraracaHd)
XaHaH [233p 6ancaH lMycarvitH aBaHrapg masrtan 6yoy LleeHXUH roo 3ymng
HUWLIC3H 3H3 roberneH XMBC Hb XYMYYCT OJIOH XWUIUIAH TypLU Xapargaaryn
6onosuy, Menep 3H3 6yT33133p33 T3P aan3Hbl WYIIC3H TOPbIT 3annyynx, TIp
XUBCUII aXUH OJTHbI XYPT335 GONCOH oM.

Yparwaa xapcaH A3BLWNATIT Y3351 Hb 0400 YNUr 60fCOH roo 3y
6onoH xyBupcaH 6ariHa. MeH yyHui agunaap Hoopmapky XoTbiH 600MT,
MOZOH 34N3NUIH YUNAB3P, CYMKM3NUIAH yAnaBap (xaaracad), Karhu
[6aaBran] (ogoo eep rasapT ynnaBapnaaar) 60510H eep OfloH ynamxnanTt
ynnaBapyya 6anxryn 6oncHbl agun XepgenvepunH 6araxyya, 1960-2010
Hb MeH MopUrMitH TYYX3HA YyCcaH LUMHIIC3H M3T. HoopmapKy XOTbIH Tyxan
OUYC3H XYYUUH CITIyynyya 6onoH ToBxumnyypa — “CaTtakyHarmiH XaupaH
[33px XoHxopxon” (“A Dimple on Satakunta’s Cheek” ) 33par Hb H3r yeuinH
Tercrenuir xapyyncaH 6ainHa.

OH3 rob6eneH XuBC, TYYHUN Tyxar MIAIINNUNIT XKaa3aHA XUMXK TaBuaa,

©peeHui ypramnyya, MOAOH caHAan, Xyy4uH C3Tryynyya, TOBXUMnyya,
LWMpP33 33pryyaninr NynnuxceHnn XancaH YrmiH xaMmTaap y33CranaHrumiH
TaHXMM PYY WWWIDKYYIICIH Hb YpaH GYT33M4YUH HUMTNIr apraynarn oM.
Tap33ap MXIBUNIH apxenoruy 6yy apxmBY WA OYT33nA93 XaHAaxX
axunnagar 6a Xuwaan6an, eMHeX 6YT33nA33 XUXKUT XIMXKI3HUN XUBC
(Les Vues du Brésil, 2007), yHA3CHUI TeNeBU3UNH CYBrMH apXMBUWH
matepwmansir (Gizmo, 2009) awwurnacaH 6ereep Tap3ap cypanraa
XUACHUIX33 Aapaa 3yWIICMAH GanpnanbIir @epyYuiiK y33arygag Xypragar.
Metiep XedenmepuliH 6azaxyyd, 1960-2010 6yT3anaaa, YHTo MycarmnitH
robeneH xMBCcUNr 6MA3HA TaHunUyynaag 3orcooryi 6a N'ynnuxceHumn
X3rC3H yraap pgamxyynaH 1960-aap oHbl PUHNSAHALIH HUATMUIAH GONOH
TYYX3H HOXLTUIAT 3praH aB4Mpy Gairaa rom.

OHA 6u MeiepuitH OyT3anNMIAr Liar Xxyrauaaraap asnary MallmMHTan
apunTtrax 6airaa 6ereea, ®ykonTbIH 6040X ONCOH oMnronTyya 6onox
my3eiH xeTepoTon (heterotopic) yaHapTai xon6oH y33x: “XeTeporonyyn
Hb MX3BYJI3H Lar XyrauaaHbl X3C3rnanyyaran Xxonb6ootomn 6a TaAraap Hb
xeTepokpoHyya (heterochronies) pyy oHronaor. Xereporonua Hb Xymyyc
ynamxnanT uar XxyralaaHaac 3aBcapraraa aBax yea 6yxui n xyy yagnaapaa
axanaar.” "'Muken ®PykonTbiH 60AM00p, My3eiHyy 60510H HOMbIH CaHryyn,
Hb XeTepoTonyya 6ereep TaHA Liar Xyrawaa xa2333 4 Lyrnapax Hb 30rcaorrym

7 M. ®dyxkonT, “Heree OpoH 3aiHaac”, Diacritics, 16:1, Xasap, 1986, xyynac. 26.



OpPOH 3ai oM. 313N MopurMHan Wur opuMH YEUiH ypnaruiH rannepen Hb
Y33CranaHryyA Hb 6arHrbIH CONUIAAOT, XypAaH eHrepy 6anraa Meuyyaasp
AYYP3H OPOH 3au 6ereepn, AapaarMiH MeY UP3aX3a TP OPOH 3ail Hb OPUMH
yeuinH 6onoxoo 6anaar.

Meiiep Hb TYYX3H MaTepuanbIr AaXUH-CIPrasH GYT33CHIIPII, eep
uar xyrauaa 60roH OpOH 3alr y33ryasf TaHUmLyyraH XypTaan 60nrocoH
toMm. TYyX3H MaTepuanbIr AaXUH-C3Pra3CcaH 3H3 YUNA3N Hb, Y33r4ygunr
oponuorung 6onroH xyBupraHa. Tap eep uar xyrauaa 6050H OpoH 3ail Hb
fAAIMap H3r3H caHyynrarymrasp oumgHuin emHe H3arAcaH. Maraarym, Tap uar
Xxyrauaa 60noH OpoH 3aiH FIH3TUNH eepUYNenT Hb GUAHWUIAT uar xyrauaar
eepeep xapaxag Xyprax 6a 6uaHuN oponLoo Hb OHrepPCeH YN ABANbIT
LUMH3 Masiraap OUIIrox 60NMOMXK ONroHo.

FynnuxceHui XancaH yr Hb UP33AYNH Tyxan eegper y3naap AyypaH
6aricaH 6ereep T3P33ap YrcUMH Xo0N600ChIr allUrnaH, 6epUNH Y3NUNT LWaxax,
HoopmapKy XOTbIH TYYXUIAT ©6PpUYNIOXUIT YapMaiXk T3P XOTbIH TYYXUNAT AaxXuH
OUUMXMIAT oponpoXk 6airaa MaT COHCOrAoX 6arcaH. SAr yyHTan agunaap,
61A AMap H3r3H OMbIT XYC3XK TIMYYNIXA33 UMM3IPXYY XYUUH YapMannT
raprapar ragart 6v apransaxryn 6anHa. 3urmyHa baymaH Hb TYyXuiH
A3BLIMN 62 TYYXT UTF3X UTFINUIAH TyXar 6MYMxA33, A3BLUMN Hb TYYXUWH
ron YaHapbIH TyXxau 61l XapuH 0400 Lar yea UTrax UTFINUnr UNapxumunaar
oM. ‘[3BLWINN’ Hb XOEP AH3bIH UTI3N33C OypAA[ar: uar XxyrawlaaHbl OngHun
Tanpa 6anraap 3caxaf UTraX UTran 60noH 6ua eepcaee KMChIr 8epUNex
XYYMH YaganTan ragart utran xoép oM. & FynnuxceH Hb 3H3 XO&p TOPrUNH
MTranNunr eepTee aryyrncaH 6ancaH Hb 3pransaaryu om. Maey, GuaHun
ambpapy 6airaa eHeerniH uar ye Hbo ®MHNSAHAbIH 6apyyH x3car 60noH
®paHubIH Jloripe-H XeHAWA XOEPT HONOOrICOH LNHA TYB3IrTaN acyyanyyabir
6uih 6onrocoH 6a T3Ara3p Hb XaMrMH XY4T3N ©6PTOe UTI3IX UTFINUNT
yrym 6onrocoH 6anHa. bug Hap,1960-aag oHbl eegper y3nunur opunH
YeuiiH MapTaracaH oMnronT 60MoH yyccaH 6a X3333 HIraH Liart X3H H3raH
[apaarviH LWWH3 YEMWHX3HA 30pUynaH axuH yXax raprax Mpaxuimr Xynaax
6araa raxx 6mpg TaaBapnax 60nox oM.

lMonbiH war xyrauaa

Llar xyrauaa 6onoH 6aripnan Xo€pblH XOOPOHAbLIH 33P3rL33 XONG00CHbI
Tyxaun eryyncaH 6ac HaraH 6yTaan Hb Owyna CanokaHHen, AHHy BuneHuyc
HapbIH Mamsiazam oHzoy, ['on 6a YaezaHnbl Mod (2010) nHcTonnsAL oM. QH3
6YT331 Hb ONOH AH3bIH YN ABLUyyaaac 6ypacaH. 2009 oHbI 3yH, X0€p ypaH
6yT33anumna Hb eepcAUH XMNCIH XMNCIH raTnarat oHrouoop lNMopu xotooc
3XN3H Aanan pyy oMpTox ronyyablH cagpaa Xacar pyy uurnaH, Kokemakum

8 3. BaymaH, LLuHesH OpyuH Ye, (Liquid Modernity), xyyaac. 132



ronblH Aaryy AepBeH XOHOTMMWAH TypLU asncaH 6unal. AanaryauiH
X3pP3rnacaH Matepuanyyn 6onox, XoHKOHIMIUH A3Nryypaac Xyaanaax
aBcaH YaBraHbl Mo, Xyy4Hbl PUHNAHOLIH KOOEHUN asiraHyyn, HOMHyyA,
3axuMaHyya, 33par TeCenTan Xon6oraox 34 3yNncyyaumnr y3acranaHa
O3NraX Y3YyNncaH 6anHa. Tap 6yx 3ynncyya Hb apxXuBUWH gaanarbir
AaraH, AypcaMmXumnr cIprasx 30punroton My3semH HaHAWH Y3YYN3H LWAr
GaripnyyncaH. QH3 y3YYNn3H Hb “OH3 aArbIr 6ua H3p X3pParnacaH...”,“Tap
3yyX axunsaxaa 60nbCOH” rax M3T33p UHCTONAAL 6yT33anuinr TannéapnaHa.
OH3 TOCNUIH apXMB M3IT C3Traraan Hb Cynep-8 xanbCcHbI Tycnamxanraap
6un 6omx G6anraa 6ereep Tyc BUAEOHA ratnaraTt oHroubIr 6apux siBUbIr
BGONIOH rosblH ypcranbIr XxapyyJficaH 6anHa. ®oTo 3ypar Hb TyXalH MeUYunr
ypcax b6airaa uar xyrauyaaHaac Tycraapnagar raaar 6on suaeo ¢vnbm Hb
6ua3HA 0400 LarMir aBuMpax Xy4umH YapganTtan rax y3asr.® [3BY, XyyUHbl
apra 6apun 605COH Ayy YMMI3ryM Xap LaraaH XanbCbIr X3p3arnac3H Hb
3H3 BUAEO OYTIANMNAT OHFOPCOH Ye pYY asinyyriK, TYYHUNUT arlivH 3yypT
‘Tyyx’ 6onroH xyBuprax 6airaa rom. Cynep-8 xanbc Hb Bugeo 6yraang
A33p YeunH 6aaTapnar M3T YaHapbIr HA3MaxX 6a *uLa3n63an CanokaHHen
Hb XONKOOHT3N 3arnyyxaH asinaryuminH gypTamn xonboorton xapargaHa. YpaH
OyT33anuua Hb ratanrart oHrow 6apux simap 4 Typwnararyi 6ancaH ragras
X3k 6arcaH. 3xA33, ratanrat oHroy 6apux yunaan Hb 3yraap Har Xyyxag
HacaHAaa yHLIcaH aananyyabir Aypcaxaac ragHa LWMH33p 6uin 60nrocoH

Aypcamx oM LUWT.
Xap uaraaH xanbcaH A33pX BUAEOTON XapbLyyrnaxaa, 27 MUHYTbIH
XyrawuaaTtan BUAeo Hb 9H3 asinanbiH TyXan A3Nrap3Hrym xapyynHa. YaaaH-
X©BONTUNT aBCaH BUAEOHA Hb KokeMaku ronbiH 3praH TOMPOH Hb eBepMeL|
xapargaxryu 6anraa 6ereep, 3apMmpaaa rosibiH 3pruiH aaryy Hb Asn,
Adpuk, ©mHepn AdpUKUIAH aloyn HyyracaH Wyryn MaTt xapargaHa. Har yraap
X3n3xapf, raTnaraT OHroLOH [433P ©HrepyysiC3H XOHOTYyA Hb [33p YEUNH
apan sBAanT asnanaac xamaarym yutraptanm oM LUK CITraraarn TepyynHa.
XaMrunH agan siBgantan YWnAsn Hb C3NYYPA3X OM Yy, FofibiH OpOOMOon
ypramnyyaaaag TynaH 30rcox Xoép n 6annaa. Agan siBaanryi XeBeXx 3H3
YWNA3N Hb uar xyrawlaa 30rcox Tyxanm 6ogoxoa Xxypraxaac eep aprarym
tom. MaTnaraTt oHrouoH A433pX YWNA3N Hb ypariiaa sisax 60m0BY 3H3 ABUbIT
Xyppacrax 6onoxryi oM. YpaH 6yT33anuua Hb 9H3 asnang rapaxaacaa eMHe
Muken CappecuiiH uar xyrauaaHbl Tyxan 6u4caH 3oxuon 6onox The Natural
Contract (moHr. batizanibiH [3p33, 1995)-bIr yHILICAH Hb TOXUONASbIH X3pPar
6uw oM. Cappec Hb temps ragar PpaHL, yr Hb ©Hrepex uar xyrauaa 60moH
uar araap racaH Xoép yTratau raArmnr HOMOHA00 T3IMAIIMMIC3H Ganaar.
Tapaap, 3H3 XOEpP 3XI133 XOOPOHA00 XONO6OOryn M3T XapargaBy, OHrepy
Ganraa uar xyrauaa 60MnoH Lar araap XoopoHA00 siax apraryim xon6oraox

9 M. A. foane, KuHoH Oaxb Llaz XyeauyaaHs! Mnpan (The Emergence of Cinematic Time), 2002, xyynac. 103.



6a A3NXUIH XYH aMbIH X3P3rf33 Hb Lar araapT Hereesx 6airaa rax tap
Y3%33." Cappec Hb OPYUH YEUIH XYMYYCUMIT siax Liar XyrauaaHg uxaap
xeTneraaer Tyxan xanaaa, 6ua 3yHbl aMpanTaHA siBax4aa oM Yy, Aanan pyy
asnaxgaa n uar araaprtan xapbugar raxa?a.

OpyKH ye Hb GUAHUIA Lar Xyrawuaar OUfirox OUnronTbIir ©epYUICeH
raXx y3par 6ereef, OpUMH ye Hb TYP 3yypPblH X3p3ruaar 6uin 60nrox, aH3
XypAauTan ABUbIr GYT33CH33P33 XYHA TOXMPOMXKIYIA LLIarMiiH XyBaapT
XYMyYC ambAparnaa ToxupyynaxbiH Tyng 6yryiHpaa uar Xxypran 3yyx
6orncoH 6aiHa." BuaHUi M3AA3raap, TOMep 3aMblH XONKUN Hb Lar
Xyrauaar ctaHgapunaxag ron yypruur rydiuaTracaH 6ereep 3H3 LMHI
uar xyrawuaa Hb 3X3HA33 ‘Temep 3ambiH Lar’ rax Hapnaraaar 6anxas.
12 CanokaHHen, BuneHuyc xo€pbIH OyT33anuir 6oaox 6aixan, Ta3a4HUN
XMWAC3H raTrnaraTt OHrowl Hb T3p CTaHgapunaracaH uar xyrauaaHaac eep
X3MH3MT3M Lar xyrawuaa pyy o4vMx oponaroro 6ancaH oM wur. H3
6040NTOM 30PUUIIAOOHTIN KULIIIr 61 eep A33P33 aBY y33x34, MockBaraac
YnaaHGaaTap XOTbIH XOOPOHA TEMep 3amaap asinax siBuiaa 6w uar xyrauaar
TYp 3yyp mapTtcaH oM. MuHuiA eepuitH Lar xyraliaaHaac 3anyicXMmx aH3
OponASioro Hb CTaHgapunaracaH uar xyrauaaHbl Tycramxranraap 6um
6oncoH 6unaa. OpocbiH Xon6ooHb! yric aasiap ABX 6auraa 6yx rant
TIP3rHyYAMWH agmMnaap, OuaHWn cyyxX SsBCcaH ranT Tapar 3ypraaH uarbiH
Gycuinr paMxuH, 6aNHrbIH X3AMH3N33C-rafyyp-M3T M3AP3MXUIT OUA3HA

Tepyyik 6ainaa. YyH 033p HIMXK Xarnaxad, XeTePOKPOH M3T YaHapTan
ranT T3parHuM asnan Hb caHamcaprymraap 6MAHUNA X3H Hb 4 GyrynH uar
3YYraarym 6ancHbIr CaHyyrcaH oM.

CanokaHHen 6onoH BuneHuyc xoépblH BugeoHa, Kokemaku ronbiH
uar xyrawuaa Hb uar araapbiH temps —T3ai xapunuaH xon6o00Tou rax 6ua
xapx 6onox oM. Xymyyc 6uagHui xyBbp, Liar araap-uar xyrawaa Hb wyyn,
Ma3gp3amx 6onoBy, Lar araap 60noH yyp ambcranbir 6ui 6onrogor 6ac
H3r3H uar xyrauaaHa opLimnxyu rax 6anaar. XKuwas Hbe, Mopwu xot 60noH
parnan xoépbiH XOOPOHAO0X 3al Hb ©6p H3r3H Lar xyrawlaaHg opLunxymTan
xon6ooToi oM. Toaopxonnéorn, XoTooc Aanan pyy o4Mx XonblH 3ai Hb
BoTtuHaruiti BynaHrbiH rasap A433LWW3xX Tycam ynam XonaoH Xonacoop
6anx 6ereepn, aH3 ynn ABL Hb HAr egep PuHnsaHA 6onoH LLBen xoép
yRCbl 3PryyAUNT HUANYYIH3 rax y3aar. [3xa3a, 3H3 yin sBY Hb eep uar
XxyrauaaHpg 6onox 6a yaBraHbl MoAoA Hb TYYHUNT xapax 6anx.

OH3 ronoop afncaH 3H3 Tecen Hb OHrepPCeH 3yyHbl 3X3H yen
Kapenuaruinti xegee HyTtraap asincaH lepmaH 60noH ®UHNAHAbLIH ypaH

10 M. Ceppec, batizanbiH [3p33, 1995, xyynac. 27
11 [JoanHe, xyynac. 4-5

12 B. Wwueenbyw, Temep 3ambiH Asnan: Llaz Xyzayaa 6om1oH OpoH 3atiH OlnzonmsiH Yinoeapnamxkumm
(The Railway Journey: The Industrialization and Perception of Time and Space), 1987



OYT33N4YAUAH yNamknanT asnanyyn 605MoH caTranrasaHuin 6a naHa-apT
YUINIANIIP aXunnagar ofoo LarviiH ypaH 6yTasanunaTan TecTan oM.
Y33cranaH g33p TaBUr4cCaH MHCTONNAL Hb 9H3 TeCcnuur 6mumn 6onoxon
HONeeriCeH ONOH AAH3bIH TYYXWUWT A3MI3H Y3YYIC3H 6a TYYHUI AyHA,
1930-aap oHbl Yyea XATaAbIH XOWA X3Cr3ac XpPUCTOCIT TYraary rap
OYNUINHX3HTINIra3 b6ara HacaHAaa AypPBaIX, XKaHLM ronoop X3a43H XOHOTUIH
Typuw xeBceH Anpuc Kang ragar HapTan 6ycryiiH 61M4caH 3axua 6aricaH. Tyc
Y3YYN3H A33p MeH TYYX3H ratanraT oHrouyyAa asinanbiH Tyxan 6uucaH Kon-
Tiki (Kon-Tiki Hb HopBerninH asnary, 3oxuony Top XaepaanuinH 1947 oxp
HomxoH ganaiH asiHA X3p3arnacaH ratanrat ycaH OHroLHbl H3p oM) 60noH
African Queen (moHr. AgppukutiH XamaH Hb Cacun ®opecTtepuinH 1935 oHp
BUUCIH 30XMON Gereep 3H3 Hb MEH T3P 30XMONA rapaar ycaH OHroLHbI Hap
oM) HomyyAa 6aricad. MuHuin 6opgnoop, Muccuccunu ronbiH Xaknuéeppm
®UHH-HbI agan ABANbIr HAMB3N, Muken ®YKONTbIH TIHINYYAUNH OHFOLHbI
Tyxan 6o0xooc eep aprarym 6ok 6anHa: raranraTt OHroy Hb aroyn
cynpnaac amua aBpaxag, Xxaantran HUArMUIH GYNraac Xonaoxon Xapar
Gomx 600X oM.

XapB3a3, MeiepuitH 6yT33n Hb 4AXUH-CIPrINTUAH apraunanbir
X3p3arnacaH 6on, CanokaHHen, BuneHnycbiH 6yT33nAa Hb AaXxuH AaBTanNTbIH
YMNA3N Hb XXMHX3H3 TYYX3H 6apuMMTaac canaHrug opmnHo. Tap XKUHX3HI
TYYX3H 6apuMMT Hb XYYX3/ HacHbI agan siBaan 60MoH ypaH 3erHenT rartanrart
OHrouyypaaap conuracoH 6aHa. MuHui 6oanoop, aH3 6yT33n Hb T3Ar3aap
HOMYYAbIT YHLICAH XYMYYCUWAH C3TF3NM33HA ONOH AaXWUH AYPCNIrAC3H

YWnAnunr gaBTax 6airaa oM LIUT.

OH3 Hexuen G6anagan mimesis 6yry 6yT33n433p Ayypuax ynnaan
6ereen, Maikn TayccurniH *xancHaap “TecTan YaHapaac 3yUncbIr
onox” oponAanoro rax ounroraox 6onox oM. Tapaap, 6yTaanyaap
ayypuvax yUnanuH oMnronT Hb xonboraox 60noH xyyn6apnax racaH
X0€p paBxapratav 6anpar raaa: “byTaanyasap ayypuax YWNAnMnH Tyxanm
3Prauyynax Hb X3333 H3r3H LarT Tap xonboraox 6a xyynbapnax, aypc
6ONOH AYPCUIT XaparyMnH 6MeninH oposriLlooTON YUNANUAH TOBOrTaun
CYMmK33c3HA 6apuraaHa racaH yr tom'™...” Xon6orgox 6a xyyn6apnax
XOE€pbIH XOOPOHAOX fArNraa Hb 6aMHrbIH eepunergex danpgar — HyA33p
Xapax GOJIOH YMX33P COHCOHO r3A3N Hb IMap HAraH 3yMNTIN XONGOrA0HO
F3C3H yr IOM. QH3 6YT33aNY3ap Agyypuax ynnaan Hb CanokaHHen, Bunenunyc
XOE€PbIH OYTI3NMIH ron YHA3C 6Mn33. YNx33p COHCCOH rafaar Hb
XONGOrACHH F3C3H YI.

13 M. Tayccwr, Bymaanuaap dyypuax yindan 6a bycdaac Snzazdax YaHap: MadpamxuliH Tyyx (Mimesis
and Alterity. A Particular History of the Senses), 1993, xyyaac. 21. 31p, Tayccur Bantep Berxamuhuin
mimesis oANNronThbIr 43NrapyyncaH GanHa.

14 M. Tayccur GyTaanuiir xap.



Mapuir Awurnacad Typwuntyya

T. QHx60nAbIH 6YT33nA4 AaBTanTbiH YUNA3M UX33X3H awwmrnaraaar. TyyHun
Ynaan6aamap xomooc 3x3sicaH MoHzonbiH Canxu Hb Pommepdam, lMopu
xomyy9dad xypcaH Hb (2009—2010) 6yTaanuiiH nepdopmaHcyyn 60noH
Buaeo 6apumTtyynan, 6ua ypaH 6yTa3any eepuiH rapuir aananH apar
033P, XyPAHbI 3aMbiH O3prag 60/10H My3eiH apblH Tan6ang rax MaT fAH3
SAIH3bIH Ganpnanyynan 6apbCHbIr Xxapx 6onHo. BuaeoHyya Hb QHx60nAbIH
HepepnaHpan eHrepyyncaH rypBaH capbiH Xyrauaartan pe3anaeHCUnH TypLu
6yT33caH nepcopmaHcyyabiH 6apumTyya tom. dux6ona Mopup 30xmMoH
6auryynargcaH HyuraH BaulumH y33CranaHrumH yeap, Ux CypryynuinH apbiH
Tan6ana eepuitH rapunr 6apbcaH. [lapaaruiiH egep Hb, AHx6ona MeH 3H+K
FanneperiH ragaa Tang 6oncoH nepcgopMaHc-biH (hecTUBasbIH Ye3p 6epuiH
nepcopMaHCUINT XMACIH IOM.

MuHUI XyBbA, 3H3 rapuinr 6apux AaBTanTTan YUNAan Hb LyBpan
TypwunTyyn 6ereen, QHX60nAbIH 3yraac 3praH TOUPHOO CyAsiaH LNHXUITDK
Gaiiraa sBaan oM. Tapaap eepee 6Munxaaa : “MuHUIA TeCNUIH ron
30pUITO Hb AH3 6YPUIH ra3pyyATan Xon600 TOrTOOH, ©6pPUIiH rapaap
6GapbcaH rapTanraa asnaH, TYYHUIA xaxyyraap HYYA3N4YHUM COENbIH Tyxan
TaHunuyynaxag opwux 6airaa om.” Tapaap ypramknyynaH, “FapuiH
30XMOH GanryynanT Hb ynamxnanT yypar 60MnoH éc 3aHLWWIbIH 6Gunar
T3MArUMH yTra caHaaTtam 6a rap Hb 3praH TOMPOHTOMIroo xon6ooTon
OpLAOT.” r3X X3NCc3H 6UYcaH 6arHa."

Map 6apux siBAan nxaHx MoHronyyyabiH XyBbA CallH M33X 3YMI IOM.
Fapuir HYynrax Hb UX3BYN3H YNUPNbIF Aaragar 6ereep, 3H3 3HrMIAH M3T
YWANA3n Hb Lar araapaac wwanTraanaH eep opLnxyur 6ui 6onroHo. AH3
©epunenT Hb, AHX6onAbIH ypaH GyTa3n4yuiiH AaanarbiH ron WUHX YaHap
oM. QHx6ong sipununaraHgaa: “Hamanr xyyxag 6anxag aaB MUHb X3
XOHOroop ragariiaa sisax 6onoxoq 61 MOA4OH TYN33r XapuyLax rapras
YNAcaH toM.” Hx6onaoa Tap MOAHYYA Hb UX calixaH caHargaag Ty
Yyapaaryu 6ereep OpoHA Hb XOEpP 3rH33r 6PXK TaBbX33.'* H3 Hb HAr
opLIMXyWraac Heree OopLIMXyWA WUITKUX YUNAan Gannaa.

3H3 BuAeoHyyaan, dHx6ona Hb Hoek van Holland H3pTan XOTbIH
3par A33px Boijmans van Beuningen H3pT3an My3eWH ap TanbiH Tan6ana,
HepepnaHabiH xong xacarT 6anpnax ljsselmeer HyypbIH AyHAYYp TaBUrgcaH
Afsluitsdijk xypaHbl 3aMbIH Aaryy €epunHxee rapuir 6apbCHbIr XapyyrHa.
OH3 Ganpnanyyn Hb MOHrofbIH OPUYMH HEXLIJIeec Mall oHA00 6050BY,
r3pT TOXUPOXIYM r3C3H HEXLeN XOBOPXOH 66reep XuLia3 Hb XOTOXCOH

15 OHa xaBNanaac AHXGoNAbIH OYTI3NUIAH Tyxal YHLIMHA VY.

16 A. Bunenwuyc: MoHzonbiH YpaH bymaanuiin JadnazeiH ©2yynyyd, MOHronbIiH AOMOOH ypaH 6yTaanuunartan
XWIAC3H BUAeo sipununaryyn, Moxron ync: Xapazdax batidan 6omnoH Teec Epmeru, avck, 2008.



HeXLena 4 racaH rap opwnx YagHa. 43 nepdopMaHCyya Hb FAPUIAH IPraH
TOWPOHTOMIroo Xonb6oraox Xon60ockIr OHUOX 6a, r3ApPUNIr LWWHI OPYUHA

Hb TaapyyricHaap, rap 60MoH TYYHUI 3praH TOUPOHTON LUMHI XON600ChIr
YYCrax 6aiHa racaH yr oM. QH3 Hb T3P AH3 AH3bIH OPYUH TOMPOHA,
GanpnyyncaH rap 6050H Tap rapuinr 6apbcaH ypaH 6yTaanumg simap
M3ApP3MXK erger Tyxan cyanax 6onoH Typmnx acyyaan 6unas.

M3433KMIH X3p3ar, T3P rap Hb 3yraap Har rap 6uw 6ereen Tap Hb
SHx60nAbIH rap opoH oM. XKuwaan6an, Hoek van Holland-biH 3p3a2
H33px Muruti 'sp nepcopmMaHc 6yTaana, TIp33p rapada ATNaHTbIH AananH
xaxyyn 6apbx, canxu 60MoH ganaH canxunr rAPUINH JOTYyp YerneeTaun
fAIBYyynaxblH TYNA rAPUNHX33 AaaByyH GYPXYYNUIAT aBX TIP33P IC3H WanaH
A33p cyycaH baunraar xapx 60nHo. 9H3 6yT3anA, rap Hb 3P3r A433pPX OPOH
cyyu 6onoH xyBupHa. HyypaH ayHayyp 6anpnantan Tap 32 KM-UAH XypAHbI
3aM A233p, 6MAa AHXGoNAbLIN TYYHUI XaXyyraap eHrepex MallMHyyabiH
X©[enreeHTaN 33paryax ryx 6anraar xapax 6a canxm Hb ynaas wapran
OHIMINH Gycuir GueH3ac aBY ynAasH3. AHHY BuneHunyc dHx6onabiH Tyxaw
6nunxaal: “Tapaap rapT ambaapaar 6arcaH Xyyxag HacHbIxaa Tyxaun
AYPCaX 3X3rNIC3H Hb TYYHUWA M3AP3MXKYYA GONOH 3praLyynnyyauir XyBUnH
YaHapTaW 6onrocoH oM. Xaanraap xapax, XypAnaH AaBXvMX MalUHYYyAbIH
apaac ryvx, T3aHUIr apaac anb 6onox xon rymnx.” '8

PoTTrepaambiH My3eliH apbiH Tan6aina 6apbcaH rap Hb Tan6an gaap
3ypcaH ayryu xan6apyyaran (FfepmaHbl ypaH 6yTaany 6onox Onad Hukonan
6onoH [insaH Bropo ToHUk x0€pbiH XaMTapcaH 6yTaan) 3oxuuox 6annaa.

Overschie HapTal canxuH TI3PMUIAH XaxXyya, ypaH 6yTaany eepuinHxee
rapumnr Toxupyyrx 6anpnyynaH nepdopMaHc xuix 6anxan, 6ua TYyHUAr
ynaaH wapran 6ycuir rapumH TOOHOHOOC ysicaH 6anraar xapHa. Tap
OYyCHUI X3N063p Hb CanNXUHA XOTNOerAeH xeAernk 6anraar gyypuacaH oM.
OHx6onAabIH ambaapy 6aricaH HegepnaHablH PoTTepaam XOTbIH 3praH
TOMPOH Aaxb Gavpnanyya Hb yTra caHaataum 6a, Xkuwal3 Hb HegepnaHg
Hb gananTan 6on MoHron gananrym — ypaH 6yTaanuma Hb fiax yfiic OpHOO
Teneenper apraunan rax xon6oocyya 6arnaa.

OHXx06onAbIH AH3 AAH3bIH Ganpnang rap 6apux yMnanumr axurnax
6arixan, 6u MeH ypaH 6yTa3n43ap ayypuax Tyxan 6ogoxon xypraHa. Poxep
Kannnoinc Mimicry and Legendary Psychasthenia (1935) HapTaii acce
OUUC3IH 6anHa. Tapaap WaBbXHbl GMONOrMINH TyXan acyynT acyyX 3X3/IC3H
6050BY, TIP33P MOH UINYYAJIUIAH roo 3y 6ONOH xonb6oraox ua WUAMNH
OHONyyAbIH Tanaap spbcaH M. YpaH 6yTa3an4yasp Ayypuax YAnanuir Ho

17 MoHron xamnHaa ‘ rap’ Hb rapuiiH Gaviryynamx 60noH rap OpoH racaH xoép yTrataii Gereepn, rap nyy sBHa
3731 Hb 9P OPOH PYY ABHA, FAPT rapHa rafiar Hb rAPaHa FIC3H YT HOM.

18 A. Bunenwyc, MoxezornbiH Oponyoomoli lonnaHObiH batieanuliH batidan, (Dutch Landscapes with
Mongolian Mediations), T. 3ux6ong, C. MaH3yr HapblH XxamTapcaH y3acranaH, Sticthing Kaus Australis,
2009, xyynac. 2



OpPOH 3ali WwaapaaH 6ui 6onroaor rax y3aar. Tapaap acceras gyycraxaaa:
“ypaH 6yT3any3alap agyypuax ymunaan 605oH T3p OpOH 3aiH aHxaaparn

TaTax YaHap XOEPpbIr HArTraX XaHAaxX Hb CITF3aN XaHranyyH M3apamMKunr
er4y 6onox 6onoBY, yyH33c 6ok 604UT aMbApan Hb yTraa angax mMmaT
6omx, 6ue max6oab 6GOMOH XYHUIA HUATMUIAH OPYMH amMmbAparn X0OPOHA0X
xonb6oocbir NMutaropacbkliH X3ncHI3p, 6anranb Hb XaaHa 4 6ancaH agunxaH
ragrvir 6uasHa onnryynHa.” ' 9ux6onabiH XyBb/l, OPOH 3aliH lWaapanara
Hb T3P OPOH 3aWr siaXX M3APIXUIT eepuriex 6a TIPIIp rapa3 AaxXuH OaxXUH
bapbcHaapaa eepuUitHXee MapTcaH 3YWINYYAUWUT ©epT Hb caHyyrncaH YWUnaan
6omx xyBupcaH 6arnHa.?’

Ynaan6aamap xomooc 3x3sicaH MoHzonbiH Canxu Hb Pommepdam, lMopu
xomyydad xypcaH Hb (2009-2010) nepchopmaHCbIH BUAeo 6apMmMT GONoH
amMbA nepcopMaHc XO€pP Hb OHA0O YW HOM.

AHx6onAabIH nepdopMaHChIr XapCHbl Aapaa, 6uA 3H3 HeXLIMIAr apan
OHJ00 ©HLIreec XapX, XapB33 3H3 NAPT3N XYH LUMH3 3PraH TOMPOHA,
ToXupyyrnaarym, XapuH 3praH TOMpOH GONOH y33ryng 6ua Hap Wwanryymk
6airraa 6on siax B3? DH3 Hb MOH OPOH 3all WaapAnarbiH Tyxaun acyyaarn
oM. QHXO0NA eepee xanaxa3l, TYYHUIM nepdopmaHchIr Xymyyc 6yx
M34P3MXK33P33 M3AP3X Hb YyXarn racaH. Y3aryma Hb 3H3 ToXupyynax yun
fAIBUTaN Xon60raoHo. AH3 Hb GMAHMIA M3AP3IMXK 60NTOH GUAHUIM M3a[3ar
OPOH 3alA F3HIT rapy MPC3H TIP rIPTIN X0N6GOOTOM acyynT rapy UpHa. Nx
CYpPryynuiH ragHa, ypaH 6yT3any Hb rapuimnHX33 Wanbir MOPUHbI XOMOOJI00p
XUNC3H 6a MoHrona xoMoonbIr Tysw 60MOH yTnaraHg awurnagar.
MepdopmaHc-bIH thecTMBanNbA 30pUYITK, FAPUIAT OYTIINIaryn opxXmMcoH ba
XYMyycuir QHX60nAbIH r3pT OPX CYyXbIr ypbCaH oM.

3amxapu axamk 6arnHa

MuHuUI 3HA ApynucaH rypeaH 6yT33n Hb XOOPOHA00 UX Anraatan MaT
6onoBY MEH OfOH TecTau TanyyaTan oM. Bu aHa 6yTaanyyp Aax, uar
Xyrauaa, rasap 6anpnan, eepuintHxee Tyxawn acyynTyyabIr AaXUH AaBTanT,
6YT33n433p Ayypuax GONOH AaxMH-CIPraaNTUIH apraynanaap raprax upx
Gainraar TIMA3MIXMIT OPONACOH 6UNn33. T3Araap Hb MOH xeTepoTonyyn,
6GONOH XeTePOKPOHYYA FIX M3T ©6p OPOH 3ai 6ONoH uar xyrauaar

6uasn Ha3X ery 6anraa om. Xyynbapnax Tyxan acyyanbiH Tyxan oua

uX sipunuaarym 6ereep, a3H3 rypBaH OyT33n Hb AMap HAraH Gananaap
6apumTyyabIr awmrnax 6arraa rom. Manpe MNynnuxceHuin XancaH yr Hb
GapumTaH A33p TynryypnacaH 6a 1ap nepcgopmaHc Hb MOH y33ryaag,

19 Minatoure —a23p aHx yaa xaBnaracaH, 7, 1935 <http://www.generation-online.org/p/fpcaillois.htm>.

20 Bwunenuyc, xyyaac. 2



6apuMTbIH 3aMaap xypd 6anHa. Kokemaku rong xeBceH nepdgopMaHcbIr
Hb ranepenH opoH 3ana Buaeo 605oH SH3 GYPUIH XUXUT 34 3YUINCYYAUNH
XaMTaap A3NraH XapyyrcaH. YpaH 6yTaanyuinH HepgepnaHaan XMncaH
nepcopmaHcyyabIr BUAeo 6onoH ¢oTo 3ypraap 6apumTKyyncaH.

OHa OyT3anyyaun Tyxam 60rmHo spununara Hb X3A3H XUMMAH 6MHO
ouagHuir MoHron pyy asinax rax Tenesrnex 6anxag, 6u ®UHNAHAbIH
rasap3yny XK. I. FpaHoruinH AnTtanH yync pyy asnan XMMcaH Tyxaw yHLcaH
oM. T3p3aap rap 6ynTanras ®UHNAHObIH XonA X3carT 6anpnagar TopHuo
r3J3r XWXWUr XoToA 60rMHo xyrauyaaraap aMbAapcHbIF 61 Ok M3A3H
MX34 COHMPXCOH. MuHUIM ecceH Tap XoT Hb opoo Mopu 6onoH Hoopmakky
XOTyyATan agun Hexuena 6anraa mat. Bu 3H3 ypaH 6yT3anyynaac yyAsH
FpaHOruiH Tyxam 61 aypccaH oM. JH3 ByTIanNyyaurH Tyxan Apbx 6anxaaa,
raspbIr ©6puiiH GONIOHO ra3Aar Hb AaXUH-CIPraanT, faXUH-ABYyax 60MnoH
ToXupyynax ounrontyyarau xon6ootoun. bu MNynnuxceH Ay6yccoH XoTbIH
Tyyxuir HoopmakKy XOTbIHXTOWM aAunTraH waxax 6avcaHTan agunaap,
6u MpaHoruH AnTanH yync pyy XMIC3H asnarblH AYPCRanTan 6u 6anHra
3YYraak 6arncaH om wur. Bu TaarasapuinH TecTan TanyyabIr onx, SiH3
SAH3bIH ypaH C3TraMX GOJIOH eryysnnaac HeNneeT3n O4axUH-CIPraanTUnr oumn
6OnroxbIr XyCC3H oM. QH3 3PrauyynnyyAa Hb 6epuneraex, ©epuiH racaH
ambTan 605K, T3P 6YX3H Hb CITI3H OFICOH 3CBAN 6apMMTXKYYIICaH XKUHXIHI

YUNA3N Hb H3T eAep 3aMxapy 6ycaan 3an TaBbX erex 6anx rax 6u 6oaox
GanHa.
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Dr. Uranchimeg Tsultem

Modernity and
Tradition in Mongolian
Contemporary Art

Seven decades of socialist past have left long-standing impact on Mongolian
culture and art. Dominated by one ideology system and restrained by censorship,
Mongolian artists still managed to demonstrate some virtuosity in pictorial
experimentation, albeit the country was isolated from the West. Enmeshed in
Soviet-dominated system, and focusing mainly on paintings with realistic depiction,
Mongolia could not and did not give its artists access to new media and new
perceptions of art that surfaced in the twentieth-century Western art. And yet, with
the fall of Soviet block and democratic reforms in 1989-1990, artists began to
quickly learn the perspectives and possibilities of new conceptual approach to art.

When in 2000 a Mongolian contemporary artist S. Dagvadorj won a prize from
Kwangju Contemporary Art Biennale in South Korea, his work demonstrated a
successful achievement of Mongolian contemporary artists in post-socialist era.
His piece, titled Stirrups, consisted of a large quantity of stirrups attached to long
ropes hanging from the ceiling. The ropes were handmade of horse tail and were
the types that are typically used in daily life by Mongolian countrymen. Underneath
these rows of stirrups the artist placed sand, marked by hooves prints, thereby
commenting upon the horse-riding nomadic identity and the heroic past of the
Mongols. Accomplished within less than a decade after democracy was launched in



T. Enkhbold: Migration / Settlement, mixed-media, 200 x 400 cm, 2009.

Mongolia, Dagvadorj voices a desire of the contemporary Mongol artists to retrieve
the forcefully abandoned history in his present and search into the roots that were
atrociously cut off by the socialist regime for several generations. Such desire
continues to be prevalent in modern-day Mongolia at all levels of the society, and is
evident in works in various media by different artists.

This struggle is not only about dealing with modernity and tradition, with radically
changing reality and the retrieval of the neglected past in the present. More
significantly, there is a greater issue on both personal and social levels, the problem
of identity, values, and survival. With the sudden collapse of the socialist system,
the freedom of subject matter, themes, styles, and media became an overwhelming
new reality for the artists to reconcile with. Dagvadorj, among only of a few, found
particularly favoring the conceptual approach to art, thus introducing the media
and concept of installations and performance art to Mongolian audience. He and
younger generations of art groups, such as Blue Sun, steadily, albeit slowly, raise
an interest among popular and professional audiences in and outside of Mongolia.

Among these handful number of conceptual artists, particularly versatile are T.
Enkhbold and S. Ganzug who explore the boundaries of traditions, of the Mongol
material culture and of the conceptual media in their performative and installation
works. Both trained locally in Ulaanbaatar’s art colleges, they became exposed to
the Western treatment of art early in their student years, fermenting their interest in
their conceptual approach. While exploring form and texture in his prints, Enkhbold
builds his duo of Migration / Settlement upon the specific qualities of organic
materials that he takes from the nomadic material culture. The duo is a pair of two-
dimensional works that resemble paintings stretched on frames, however executed
with horse dung and wool. Juxtaposed with color contrast of bright and dark, the
pair is also contrast and proximity of dual reality of Mongol contemporary life that is
of urban and nomadic livelihood.




Born and raised in Mongolian countryside, Enkhbold is particularly familiar
with natural resources that sustain nomadic life, such as, among others, wool,
felt, wood, cattle dung, and the like. The dark section of the pair, consisting of
horse dung, has a simple, yet vital message of self-sustainable life, reminding
of nomads’ livelihood consistent with, and dependent on, human relationship
with nature, while with the bright counterpart, the artist seemed to pinpoint the
contrast and co-existence of another type of life, that is incommensurable and
different, yet proximate and inseparable. More than anything, Enkhbold himself is
the embodiment of these two aspects of Mongolian contemporary society that his
work reflects upon. As a young adult, he moved to the capital from countryside,
where he lives and works until today, yet his inspiration and value of life come
from upbringing in the countryside.

This aspect of constant mobility between the countryside and the city life,
between one culture to another, making each of the places a transitory space for
existence serve as the main idea for his performance work Mongolian Wind from
Ulaanbaatar to Rotterdam and Pori, where the artist explores the human existence
in, and interaction with, a space. The space he sets his mobile home is either
a man-made, controlled and circumscribed space (such as a museum entrance
area), or a boundary space between a freeway (a man-made space for speeding
up) and a natural locale. A third type of space that Enkhbold uses is a boundless
open space, an empty shore at oceanside. With his exposed bare skin and naked
body he undermines the human essentials of living within the natural wilderness
that is fraught with its own forces as he runs along a freeway zone distinct with the
rushed speed of modern-day lifestyle. His choice of locales for setting up his ger
is explicatory in its own right and is essential for his exploration at both his own
personal level of being an artist in rapidly urbanizing Mongolia as well as at a global
level of a self and identity in a contemporary urban world.

S. Ganzug’s work echoes with that of Enkhbold as both are seeking and posing
questions at various levels of experience. Flour has remained one of the main
materials that Ganzug is attracted to in his installations and performance work.
His recent performance, You Can’t Cheat Sin by Flour consisted of a wooden gate
covered with flour. The artist, akin to Enkhbold, glorious in his complete nudity,
chants seated facing the gate while sprinkling freshly made wet dough on his
bare body and the gate. In his own words, it is his search for exiting from inward
to outwards by eliminating the boundary in-between. Flour, the substance of
transformation in its own right, is used here as a perfect mediatory tool to disclose
the desire and the process of transition while the bare skin and the repetitive
movement of splashing over the wet dough to the wooden structure mimics the
process. A slow chanting in deep voice augments the sense of Mongolian identity
and his own privacy. Hence the gate here is a metaphorical gateway that invites
and symbolizes that process of personal transformation. Here the Mongolian-ness



S. Ganzug: You Can’t Cheat Sin by Flour, installation and performance,
Modern Mongolia. From the Steppes to Urban Dynamics at Hanart Square,
Hanart TZ Gallery, HongKong, 2011.

of his identity through a specific form of throat singing is emphasized albeit the artist
pursues humanistic issues of spiritual openness and outreach.

Ganzug’'s colleague D. Batzorig (aka Bazo), another conceptual artist of
Mongolia, is interested in the language and capacity of a form to represent an idea,
to provoke a visual and sensual experience. His focus is a circle, round forms that
have long standing traditions of symbolic significance in various cultures in Asia.
While using coal, charcoal, stones, chalk, and wood for his circular installations,
Bazo often refers to the architectural fundamentals of Mongolian traditional
dwelling, the ger. Not only is he interested in multifaceted symbolic significance of
a circle, but more so he is also experimenting with the stability and firmness of the
ger. With its center piece and its similarly circular roof the ger is explored in some of
his works. Bazo recreates the sense of solidity and continuity created by layers and
waves of circular forms superimposed on one installation, oftentimes also placing
a wooden centerpiece to rest in the middle across the entire circle. At the same
time, he questions the relationship and collaboration between the center(s) and
peripheries, two notions that constitute a coherent whole.




S. Dolgor, on the other hand, continues to work in Mongolian traditional style
painting to address various themes of challenging issues specific to double-mode
of life in Mongolian modernity. Unlike her conceptual colleagues, for Dolgor the
tradition is not in the materiality, texture, or substance of objects, the material
culture and habits derived from life of nomadic pastoralists, but the style of painting
that was acknowledged as “Mongolian” by Mongolian art historians since 1970s.
Akin to invention of “national style” (guohua) in Republican China in the early
twentieth-century, Mongolian term and the concept of “Mongolian-style painting”
(Mongol Zurag) was invented at the height of socialist regime to maintain what
was believed to be a tradition. In the pinnacle years of Soviet influence especially
apparent in art and culture, the scholars’ move to insist on particular “Mongolian
style” was logical and even patriotic. Dolgor’s reliance on style in modern Mongolia
similarly aims for adherence to tradition in the rapidly urbanizing and globalizing
Mongolian modern life.

In February 2008, a leading founder of conceptual art movement in Mongolia,
Yo. Dalkh-Ochir staged a performance work with the other nine artists from his
Blue Sun art association he founded and chaired. The performance, staged for
the second time since 2005 and titled Consuming Sheep Heads took place in Art
Gallery at Khan Bank premises. The artists placed freshly cooked nine sheep’s
heads on white plates on a round table ready to be consumed as a typical part of
Mongolian cuisine.

The artists then sat around on cushions and began to eat. Taking their time,
segregating jaws with knives, eating the meat, and having the audience watching
them, they also followed a Mongolian routine of sharing food by passing around a
plate with sheep’s head meat. When the heads were bare only with eye hollows
left, each artist stood and left behind his plate with bones on, while placing a white
sculpture of a wolf in the center of the ‘aftermath’ scenery of bare bones.

Once again, here the artist is using the notations from the routine to divert
the typical of Mongolian quotidien into a-typical global questions of humanity and
consumption. The very kernel of consumption, where humans are seen as acting
on the level of predators and carnivores, is turned into personal questioning of one’s
and each one’s own role and participation in the consumer world. Set and aimed as
a group performance inclusive of audience randomly present, Dalkha uses a long
standing reverence for wolves in Mongolian culture as a salient indicator to use for
critique of global obsession with consumerism that often results in loss of humanity.
How one should relate to this problem as we are all part of it?

This use of native motifs and old beliefs for the sake of opening them to global
issues echoes the ways some Asian artists — such as, among others, Chinese Xu
Bing, Thai Montien Boonma, or Korean Nam June Paik, to name just a few — also
stood up with their critical voice in contemporary art scene. The perception and
construction of modernity in Mongolian context is however different as it is still
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D.Batzorig: 1x2 KHURDEN, installation, Modern Mongolia. From the Steppes to Urban
Dynamics at Hanart Square, Hanart TZ Gallery, HongKong, 2011.

largely affected by aftermath recovery from the Soviet ideological damage. While
addressing critical points of humanity of the world at large, these Mongolian artists
also struggle with (re)defining of what constitutes “tradition” to each of them and
what constitutes as “Mongolian” identity in a global world. For the artists trained
in Mongol Zurag style, the definition of the style and its specifics became as a
main task. The young group “Mongol Zurag Society” was specifically organized for
the mission of learning, promoting and developing the Mongol Zurag style and is
engaged with diverse activities including regular meetings and group exhibitions.
Dolgor is representative of that movement experimenting with pictorial dimensions
of the style with its flat, decorative quality often within familiar themes.

On the other hand, as several artists of the Blue Sun association demonstrate,
adherence to nomadic material culture, traditional motifs, religious beliefs, and
folk culture is a must to remain and stand out as genuine Mongol in a globalized
art market regardless of ideas explored in the work. The need and anguish to
comprehend the Mongol identity in the new millennium is particularly acute as
the society is awakening from the narrowly-constrained ideological and political
isolation. For the conceptual artists, however, it is more than just a personal heed.
It is a complete (re)education of conceptual media and the boundless creative




possibilities it offers to participate in domestic and international debates about what
constitutes modernity for non-Western societies and how to relate to millennia-old
tradition in cultures, such as Mongolia (or China or Japan, for that matter) within the
demands and transformations in the new era.

The two groups that | have outlined in this essay represented by Dolgor,
who is seen as “traditional artist” by sheer fact of her background education in
Mongol Zurag and her practice of it, and the conceptual artists who make the use
of “Mongolian” elements to address humanistic questions at large, both take the
issue of tradition and/in modernity as substantial even prior to political reforms in
1990. From the pioneers in the field Dalkha and the younger generations, such as
Enkhbold and Ganzug, they insist on construction of modernity in Mongolia in their
own terms. The future will show how they proceed further on with inspiration they
take from the Western media, the Mongol nomadic tradition as well as personal
experience.



Yo.Dalkh-Ochir: Consuming Sheep Heads, installation and performance,
Khan Bank Art Gallery, Ulaanbaatar, 2008.
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OpuvH uar 6a
ynamxnan

CounanuambiH ©HrepcoH ye MoHronbIH COEn ypnart MX33X3aH Henee
Y3YYNC3H ax33. MoHronuyypa ync TepuiiH 6ananaac 60mk onoH XunuimH
Typwup xaaraman 6anaantan ambaapy 6apyyHbl COEn ypnar Hb
MOHIONYYyAbIH XyBb/, H33rA33ryn epreHy 6annaa. Har y3an 6oanbiH
xsi3raapaman 6avianaap axunnax 6ancaH xaguiny MoHronbiH 3ypaayuung
ypaH GyT33MMMAH 3p3an Xauryyn naaBxXTan epHYYIK AYPCN3NUIAH ONOH
AAH3 OYpUWIMH apra masraap ypaH 6yTaanas Tyypsucaap upna3a. 20-p 3yyHbl
©pHeAuiH ypnarT rapcaH ypcran Y rnanyya Hb ypnaruiH xuviL, 3arsapaac
ragHa W1H3 MaTepuanbiH 601IOMXYyAbIT H33C3H oM. 1989-1990 oHp
MoHronp epHeceH apauvMnanbiH XeAenreeHumn yp AYHA ypaH oyTaanuung
©pHeAuIH KoHUenTyan ypnarran TaHMnuax axnaB.

2000 oHpg MoHronbiH ypaH 6yTaany C. [larBagopx ConoHrocbiH KBaHxy
BueHHane ypanaaaHa opornuoX TIPryyH WwarHan XypTcaH Hb apaYunanbIH
yeuitH MoHronbIiH ypnart TOXMONACOH LIeeH aMXUNTyyAblH H3r 6arnaa.
Taa3Haac cyp TaTaH YHXYYmK AYYXUICIH A6peeHYYAUINH 40oop 35c acracaH
QXUn Hb MOHIoONA A6HrexX rapaaraa 3Xas5iC3H KOHUeNnTyarn ypnarminH aMxunT
GaricaH 6ereep y33aryauitH XyBbA, MOPb XONerneH A3NXUNAT 3331C3H
MOPLTOH MOHronyyyAbIH 6aaTtapnar TYyXuir caHarayysnk 6ams.

MoHronuyyabiH XyBbA, COLMANU3MbIH YeA Xy433p MapTarayyrncaH
TYYXWUWAH H3r33X3H X3CrMnr ypraraap 4 60MoH capraax Xycan 3pMan3nuimr
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Yo.Dalkh-Ochir: Consuming Sheep Heads, installation and performance,
Khan Bank Art Gallery, Ulaanbaatar, 2008.

9HI aXUN XYUYTIN UNIPXMAIDK 6anB. DHIXYY SPMIN33 Hb OHOOTUINH Ye
YEeUAH MOHronyyyabiH XyBb/ XY4YT31 X2B23P33 6ereen eHropceH yea
MOHIONYYyA X3PX3H XaMraark un tog 6ananbir 3pxamsnax 6ynr ypaH
6yTa3nyyasac 6anHra xapx 6ongor.

Tyyx 6onoH MapTarayyncaH ynamxnanbIr OpYMH Liart xagranax acyyaan
Hb egep eapeec eepunergex 6y MoHron opoHa XyBb XyYHUI GONOH
HUArMUMH XYP33HA XypLaap TaBurgax 6arHa. Coumanuct HUMrMUnH




TOITONL00 HYpPX 3ypaauua c343B, XUNLL Masit, MaTepuarnbiH XyBbA, YpaH
OYT33n TYypBUX ©PreH YeneeTarn 6orcoH axaa. [larsagopx 60noH
KOHLieNnTyan yprnaraap M3praliuH axunnax 6y Xex Hap HUAramMnarumH
Li©eeH ypaH 6yT33n4MA Hb MOHIOMbIH Y33rya3A UHCTonnsL, nepgopmMaHc
yprnaruimH oHUSIOrooc TaHUsLyyrcaap Mpnas.

3Aaraap ypaH 6yTaanypaac T.OHx6ona 6onoH C.MaH3yr Hap cyynuitH yep
MX33X3H aMXUNTTan aXunnax HyyaanyguiH aMmbapan axyw, COEnbIH axyur
OPYMH YEUWH ypnartai Xon6oH COHUPXONTOMN ypaH GyTaan TyypBuxX OyW.
3Araap xoép 3ypaay MaaHb 3X OPOHA00 YpNaruiH M3PraXxun 333MLINXK,
ynmMaap ©pHeauiiH ypnartan oroyTaH axyw Laraacaa TaHun 6ormx, ypaH
OYT33M4YMIH 3amMaa KOHLeNTyan ypraruiH YUrnanaap 3Xarkas.

Happac 6yTa3anyyanas aypc, dopM, hakTypbiH Xannaruir TypLUnH
cyanax, “Hyyaan cyypan” xamaax 2 xacraac 6ypacaH eBepmel axungaa
OHx6ona 6anranbIH rapanTtan 34 3yNNCUNAT alnriaX MOHIorblH XeAeeruiH
yHaraH coén axywur op4vH LlarMiiH ypaH 6yT33anaap CaprasH Maapyynas.
YpaH 3ypruiiH xan63paap AOTYyp pamMaHA TaTcaH 30TOH A433p 3ypaay
aAyyHbl XOMOOI, 3CTUIA HOOC 33PruMr XocrnyyrnaH 6apaaH uaraaH eHrmmH
3CPar T3CP3IruiiH siNraBpanbIr rapraxaa3. Tap633p HYYANUIH GONOH CyypuH
VPraHLWNNIAH OHUOrUNIr xocryyrncaH MOHronbIH OpuYvH LaruiH 6oant
6anianbIr yyrasp UNTraH M3apyynax MaT. Xelee HyTartT ©CeH TOPHUXK XOTbIH
VPraHLWUNA LWAIMKCIH 3ypaayniiH XyBbA HYYA3NYAUIH yHaraH coén Hb
GanranbiH MaTepuannar MeH YaHapbIH XyBbpA Yyxan 6ereen 6anranb 6a
XYMYYHUIA XYWH XONG0Or MAHXYY GMN3argaHa.

HyyanuitH 60MoH cyypuH MPraHLLNUIAH X0n600C 6OMOH 3epYUIAeeH
Hb eHeernnH MoHronbIH 3ainwryn acyyanyyabiH Har. “MoHronbIH
canxu” HapTan nepdopMaHc axungaa AHx60na HYYANUAH UPr3HLIUI 43X
XYMYYHUIA OPOH 3aliH M3AP3MXUNIT XOHAeX Gyi. MOHIron rapuiH XuxrasTap
XyBUNGapbIr rypBaH eep eep TOPSIMNH OPOH 3alHAa 6anpryyrmk 3praH
TOWPOHTOM XapbLiaa YYCraH y3yyn63apaa xapyymkaa. lypBaH TepnuitH
OPOH 3all Hb H3r3H Xsi3raapnaracaH OpoH 3ai 6yly My3eilH YYAHUIA ragaax
Tan6au; 3aarnacaH OpoH 3au Oyly XypAHbl 3aMbIH XaXyy Aaxb 6aurant
rasap; epreH yyaam opoH 3ai 6yroy gananH apar rax axas.

HyyAnuiH Xuxur rapaa 6ocrocHbl gapaa Tap633ap HyUraH 6ueap canxu
aMTIaH rymx, XyMyYyCTaM sipusiLaH anxax, 3Cyraac ganavH 3par A33pXu
rapTaa X3aBT3H ampaHa. HyyanuinH 6aingan Hb MOHronyyyabIH ynamxnanaap
TOrTOXIyM OPYMH LarMiH rnob6anynanTt epTeHUUH XXUPUIH y33raan 6ok
Gaviraa 6ereep yyHUUr AHx60na XyBb XYHUWA XyBbA, XYH OONOH OPOH
3aliH xapuruaa xon600 X3aM33H y33X 6airaar 3H3 6yT33N33p xapyynaxbir
30pbXa3.

YyHun agunaap MNaH3yr Hb MOHXYY XYMYYHUIWA aMmbapan axynH
TyplunaraH A3ap TynryypriaH opuuH LaruiH HAATNAr acyyanyynaac
©epuUiH 6yTa3anyyaaap xeHaeHe. TYyYHUI XyBbA rypun 6on axunnax



ron apra xaparcan 6oncoH M. “HyrnuinH Hyauur rypunaap xyypaxrymn”
H3PT3N axungaa Tap633p MoAoOp xaarnra XU TYYHUIN eMHe Yapmau
HYUraH cyyHa. Tap63ap 6yayyH Ayyraap AyynaH WWHI3H 3yypcaH
rypUnbIr HYLraH 6Me3aHA3s TYPXUXK xaanra pyy uauHa. XyHui rapaap
AaMXuraaH rypun 6omxk xyBupcaH 6yTa3ra3xyyH Hb AOTOOA €ePTOHLMIAH
XyBUPanTbIr Ffypun n 6Mnaraak 4yagHa XamaaH 3ypaayd y3xa3a. Xaaunraap
XyBb XYHUI A0TOOA YaHapblH ©6pYNenTUinH Tyxan eryymx 6y 6onosy
MoHron xoonomroop XxeeMunnceH 6yTaany Hb 3aunwry MoHron ragar
Hb UAHXYY TOAOPXON GOJSTHO.

Bazo 6ytoy [1.baTt3opur Hb opM AYPCUMH UINIPXUIANIAX YaaBapbIr Ayryn
AYPC3H A33p ronynoH cyanada. flyryin, 6eepeHxun xan6apyya JopHoabIH
ONOH CO&n UPraHwWung GUNaraAnviiH, ryH yxaaHbl yTra yuympran 6anarmiH
aaunaap MoHronuyyyabiH XyBbA 4 3pT A33P Ye3C XONKUXK UPCIH 3PTHUN
GONOH HYYA3NYAUNH NYH yxaaH 6a ByaauiiH walHbl HOMOHA 4 Yyxan ay
xonborgonTon 6anaar.

Tap633ap Hyypc, xanupar 4ynyy, LLOXOM Mo 33Ppra3p Ayrym UMHCTONNAL
OYT33nyyA33 Xxunuaar 6ereepn ryH yxaaHbl 6unargnaac ragHa ayrym aypc
Hb BasorninH nuctonnsay 6yTaanyyasa anueaa TOrTONLOOHbI CYYPUH
6ananbIr UNIPXUAIHI. DH3 Hb MOHION MAPUINH 30XUOH GawnryynanTtaac
YYAC3H ax. TyyHuit ayryn MHCTonnsy 6yTasanyyasn Mogoop TeB AyHAbIT
3aaXx LarvparnaH ToMpyyricaH AYPC Hb 30rCOLUTYW YPrarknanuur 6unaraax

araap TeB 6OJIOH XU XsA3raapbiH xapusuaa xon6ooc 33praac 6un 6ongor
TOronuoo, Haraman 6angan 33prunr cypanx oywn.

MoHron 3ypruiiH apra 6apunaap axunnagar C.lonrop Hb HYYANUIAH
6ONOH CYypUH UPraHWun xoconcoH MoHronbIH aMbapansIir ypaH
6YyT331433 ONOH Tanaac xapyyngar oHunorron. Tap63ap HyyaA3aN4YaunH
axyWH ambapanaac matepuvan, ypaH OyT33nuiiH caHaa CanTad ofk aBaxaac
unyy MoHron 3ypruiH apra 6apun Hb YHA3CHUIA ynaMmxnanbir xagranax
ron Xy4YuH 3yMn XxaMma3H OMNrocoop npxa3. CoumanuamMbiH Ua Xy4ad
aBcaH 1970—aap oHbl yea MoHronbIH ypnar cyanaayuvg ynamxnanbir
XaAararmK Xxamraanaxbir 30pyH YHA3CHUN “MoHron 3ypar”’ Xama3H Hap
TOMBEO TOITOOCOH Hb 20-p 3yyHbI 3X3H Yea ©OpHeaUNH Xy4Hyya XaTapan
TYP3MIMIN3H OPX UPaX yea XATaAblH 3ypaaun eepuiiH ynamxnanaa
XaMmraanaxbIH Tyng “YHA3CHUM ypaH 3ypar” byly 2oxya X3aM33X LWUHI H3p
TOMBLEO TOITOOX GalrcaHbIr caHarayyrHa.

3eBnenTuitH Hernee H3H sinaHrysAa coén ypnarT ua xy4ran 6ancaH
couumanusmMmbliH yea MoHron MasirMiiH 3yprumH XaB Masiruir ToA,0PXOMUIoxX Hb
Wwaapanaratan 6amcaH Hb OMNrOMXTON. TUAM33C XOT UPr3HLWMUNA WUITKUH
eepuneraex 6yn eHeeApUAH HUAraMA 4 ynamxknant MoHron 3ypruiiH apra
6apunaa xagranax Hb Yyxars X3M33H y33X Oy# 3ypaayfbiH H3r Hb [lonrop
Gaiiraa om.



MoHron gaxb KOHUEeNnTyan ypnaruiiH cyypuir TaebcaH E.lanx-

Ouunp 2008 oHbI 2-gyraap capa XaaH baHkHbl ApT MNanepeng Xex Hap
HUUM3MN3rMmMH ypaH 6yTasanumnaran xamTpaH “XoHUHbI TONron naax Hb”
H3PT3N Y3YYyN63puintH nepcpopmMaHc axraa TonunyyrncaH Hb UX33X3H Yyxan
anxam 6orncoH axryy. 2005 oHg aHX TonuiyyrncHaac xoMw 2 Aaxb yaaaraa
Tonunyymk 6yn nepdopmaHCbIH yen Ayryn LWnpa3 TOUPOH 8 wunpxar
XOHUHbI TONFOW TaBraH A33p TaBUHa.

8 3ypaay W1p33 TOMPOH ONGOroH A33p cyyuraax XoHUHbI TONron
MOH3. DPraH TOMPOH Y33ruyma TIAra3apunur axurnax 6amnxan 8 sypaay
MaxHaac TaBraH A33p TaBMH Yy33ryaapg TapaaHa. flcaa Mermkux gyyccaHbl
Aapaa 134 60cy siBaxAaa WUP33HUIM ron AYHA YOHbIH LaraaH 6apuman
TaBbX TONron 6YPUINH XOOCOH AIC TaBraH A33p Ap3alH XOLUPOHO. JHI
OyT23Nn4 MOHronyyyAbiH 3ran XMPUINH XOOINHbI ABUAcbIH apraap fanx-
OuYunp XYMYYHI3rMinH 60MOH X3pP3rfi3a3HMIA Tanaapx HUATN3T acyyanyyabir
XOHOeX Oyn.

X3parna3a Hb X3AUN XYHUI amMmbAparblH Yyxan X3car 60noBY xagumn
X3MXK33HUM 6anx Hb XyBb XYHUW acyyaan 6ereea oponuoor 4 xyH 6yp
©0pee ToOOoPXOUITHO. YpaH OyTaanuua y3ardyma xamTpaH oponuox 6anraa
3H3 6yT33ana [lanxaa MOHronyyyabliH 3pT A33pP Ye3C 3XJI3H XYHA3TI3H
XaHA[ar YoHbIH a4 xonbéoranbIr 4 MeH xapyyrk 6anraa ax. XaparnasHg
ynaapcaH 3H3 HUIraMA XyYMYYHI3r YaHapaa angaxrymH Tyng XyBb XyH O6yp
X3PX3H OPOJLIOXK X3PX3H XaHAaX Hb 3YMTIN 3CIXUNAT 3HI BYTIaN XeHAeX
Oynpa a4 xonb6orgon Hb opLWXK 6airaa oM.

MoHronbIH ypaH 6yTaanuug ynamxnan, Hyya3n4aunH axyuH coénbir
KOHLienTyan ypnarT aluMriaH Tyyrasp HUATNAr acyyanyynbir A3BLIYYIDK
6airaa Hb A3INH KOHT3IMIMOP3pPMX YpNaruH HApPT Tereeneryua, Tyxannoéan,
XAatagbiH 3ypaay Cio BuH, TannanabiH MoHTueH ByyHma, COnoHrocbIH
Ham XKioH Maiik rax MaT ganxuvima Hapaa LyypuaTtyyrcaH angapran ypaH
OyT33anyauiH apra 6apunTan TecTan oM. [3BY MOHrONYyyAbiH XyBb/, OP4MH
uarumH OUNronT Hb COUManu3MbiH YEMAH TapXuy yraacaH OHrepCcoeHTIN
XOnG00TOoM raAar Hb OUNTOMXTOW. XYH TOPNOXTHUI HUMTNAr acyyanyyabir
XOHAOXMUWH caLlyy MOHroJiblH ypaH O6yTaanuug yyxam “ynamxnan” ragras
LUMHI3P TOAOPXOWITK, rmobanynaracaH epreHuen MoHron ragar Hap
Ganip cyypua 4 6ac oMnroxbIr 3pMan3ank 6yriHb ypaH 6yTaang MAHXYY
Tycraraxaa.

MoHron 3ypraap garHacaH 3ypaaygbliH XyBba MoHron 3yprunH apra
GapunbIr TOAOPXOMITK XONKYYN3aX Hb yriaMnanaa xagranHa racaH yr
6onoun. Tunmaac 4 MoHron 3ypruH HANraMnNar 6anryynargax Torrmorn
y33cranaH rapraH MoHron 3ypraa Tonunyyrx 6anraaruMH agunaap xaBTran
Aypcnan 6yxui YAM3rnanuiH YyaHaptan MoHron 3ypruinH apra 6apunbir
xenkyynaxaa [lonrop aHxaapx sBAar ax.



HereeTairyyp, Xex Hap HUAraMmnarMmH ypaH 6yTaanyauinH TONUmyymkx
G6anraaraap rmo6anuynaracaH ypnaruiH epreHues MoHron xamasH Togpoxoa
HYYANUIAH COEN UPraHLINUI, axyWH COEn, apAblH éC 3aHLWun OYX3H Hb
3aMnwWryn waapgnaratam axa’a. CoumannaMbiH OHFOPCOH yeac XOouL y33n
6oanbIH xaargman 6ananaacaa capx 6y MoHronbiH HUArama MoHron
X3M33H Hap, 6anp cyypua ToAOPXOMIOX acyyAan Hb XypLaap TaBurgax
Ganraa ax. YyHUI 33pary3a KoHUenTyarn ypnarumHxHbl XyBbA Tyrrapy
Gairaa acyyanyyAabiH H3r raBan [JopHOAbLIH YNC OPHYYAbIH XyBbA OPYUH
LarMiH HAMF3M Hb YyXaMmxyy simap 6amx, Xa9H MsAHraH XUIUAH TYYXT3N
ynamxnanbIr XapX3H XaMraarik xagranax ragar Hb H33anTTan 6ereep aHaxyy
acyyaanpg opornuox Hb Yyxan 6onoopg 6aiHa.




Taina Rajanti

Against Utopias

Let us begin

Let us begin. Let us begin in the middle, because we come into the world in the
middle. We can never start from the beginning and go on to the end, and tell things
in the order they ought to appear.

We, human beings, are always already in the world. As the philosopher Martin
Heidegger says, we have an innate feeling of the world, which is not an interior
state but a relation to the world and to ourselves. And we have a feeling of the
world because “our very being is dwelling ... it is the way that we are on the earth”.

“Settling down means cutting a place from the mass of places, installing the dif-
ference between inhabited and uninhabited”, says the Italian anthropologist Franco
La Cecla. Settling down founds and installs the place, it “takes place”.

But to “make a place inhabited” you must dwell there, and by dwelling, a place
is always defined in relation to its environment — not cut out of it. You cannot keep
a place by keeping to the place, by confining yourself and immobilizing yourself. A
place is kept in place by repetition, continuity, habit and the habitual; by a continu-
ous negotiation between dwelling and environment, between inhabited and unin-
habited. The place is kept in motion, through habitual daily movement.

in the middle

So let’s begin again. Let's begin in movement, always in the middle of it. ‘Being in
the world’ is not a fixed and immobile thing, but a way of doing. Ahome is not a point



in space, separate and distant. Dwelling does not mean encountering a strange
and hostile world, on the contrary, dwelling is encountering a world from a place
that is always already in the world and a relation to the world. Let me stress this:
dwelling is a relation to the world.

And dwelling is a relation to the real world.

And dwelling is done by people: it is the place being made and kept by the
people who dwell.

because we are in the middle

Let us begin again. But this time, let us begin from the beginning and go on to the
end: let us begin with a perfect world.

The perfect world is a utopia. But a utopia isn’t just a utopia. A utopia is often
understood as a synonym for a wish or a dream, but that is a grave error. A utopia
isn't a wish or a dream, because a utopia is always politics.

Utopia is always a statement and a declaration within politics; and therefore it is
futile to ask if you identify with a certain utopia — do you like the society it presents
or do you feel there is something wrong with it — or if another utopia would be better.
Another futile thing is to think that utopia gives people a perspective into the future —
that utopia would be the human being’s idea of change in the world being possible
— that utopia would be a sign that people strive for something better — that people
are rebelling against something and striving to create a new world — because that's
just what utopia is not. Utopias are not made by people, they're the product of
somebody who tells the people how they should live — instead of the life they have.

Because, in a very real sense, utopia is a negation of the world. Utopia is as if
a mere game — but if it really were just a game, if it were just a fantasy, an installa-
tion of toy-soldiers on a green fabric, one could work at it for a couple of years and
create diverse dwellings and villages and cities and nations and tribes and profes-
sions and societies, and enemies and customs and rites and rituals; and then play
with them, and that would be just fine. But essential to utopia is that it is politics, a
statement within the real world. Utopias depart from the idea that the construction
of the world can be begun from the beginning — and not just in theory but in practice.

But ... if we begin again

— because we really are in the middle of it. All the time. | ask for your patience,
because we’re in the middle, we cannot begin purely from the beginning and go on
to the end, and tell things in the order they ought to appear.

| don’t like utopias on several levels. | don'’t like them, because they affect two




areas that are important to me — or, maybe three areas... because nothing pro-
ceeds in an ordered manner ...

Firstly, utopias are often read when we speak about urban space; when we plan
urban space, when we plan a perfect and good quality city, in the sense of physical,
built environment. (I put the physical space first because | find physical space very
important.) Modern urban planning is a perfect example of what is achieved when
the table is cleared, when we begin from nothing, from a completely empty space,
without regard to the place and the space and the people and the reality where this
brave new settlement is meant to be built. Mostly what is achieved is a veritable
amount of upheavals, and a number of social problems. I’'m not saying human so-
cieties would not have problems in plenty — but | think there is something dishonest
and hypocritical when we build more of them in the name of a better future.

Another thing | find important is the realm of thought, thinking the human com-
munity and human society. And the same thing applies here too: if our thought
cannot do better than clear the table and fill it with figurines, and then look back
at this dirty and noisy society, and think “what is the matter with it?”, when it does
not resemble this construction — then | think that cannot be called thinking, that is
miserable and stupid.

The third thing that is important is not so much politics, as rebellion and revolt
and resistance. And there too, | don’t think we depart from how we think everything
should be, but we depart from real situations. They are the only kind of rebellions
that interest me, which depart from real conflicts and from the real lives led by real
people — which do not depart from the immediate solutions, which depart from the
idea that the conflict can be suspended, and it can be regarded as such that it is.

Utopia is a pure space of possibility, it is always full of possibilities; whereas real-
ity, the real city, the world we live in is always impossible. It is the aporia: “to be at
a loss, to be in doubt, to be puzzled”. But it is nevertheless that which is alive, that
which exists; whereas a utopia is a collection of small plastic figurines.

Beginning from the beginning always means that first we have to clear the table
— define a space - stifle the noise — choose those who are included. The perfect
world is built by wholly ignoring the reality, which is sure to be noisy, vague, dirty,
badly organized, mostly unjust, often full of wrongs and all kinds of difficulties and
annoyances. But the idea that we could get rid of the wrongs, by clearing the table
and beginning wholly from the beginning, and constructing a totally new, clean
space, is simply violence and is always dangerous — because utopia is not just
a wish, and because it is not just somebody’s fantasy. It is a political statement.
And therefore | don't like utopias: as a political message | find them revolting and
violent —

— because we really are in the middle of it.
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TanHa PaxaHTun

Terc EpTeHUUNH Scpar

Bupg ogoo axnaurase

Bupa opoo axnaurase. Bua ayHaaac Hb 3xnae siaraag raBan 6ua 3H3 XopBOO
epTeHUeA AyHAaac Hb UpAar. Bua x3333 4 3XHI3C Hb 3XANK, T3raaa Tercren
PYY Hb o4ooga, T3p Gyravur sir Tap Aapaaniiaap Hb Tannbéapnax eryymk
Yyagaxrym oM.

Bua, XymyyH 6ueTyyn 3H3 XOPBOO €PTOHLeA arnb X3AMAHI3 OpLLCOOP
mpcaH. lN'yH yxaaHy MapTtuH Xengerrep xanaxaa’, 6ua XopBoo epTeHUMNAH
Tyxaw TOPenxuinH M3apamMxTan 6angar 6ereeq 3H3 Hb 3yraap H3r 4OTOON4
opLmnxyu 6uw 6ereen, XopBOO EPTOHLITIN GONOH ©6PUIAH XYBb XYHTIMr33
xonb6orgox xon6ooc oM. Llaawnaan, “ouaHMA ron oplwnxym Hb HyTarwmnH
amMbapax 6a...39H3 Hb OuAHUIA rasap A3nXui 433p OPLUMXYWH apra 3am”
yypaac 6ua uim MagpamMKTan Gairaa oM.

“HyTarwmH ambapax 6yry OpLIMH CYyX Hb H3r3H X3C3r ra3pbIr TOM
BYXan X3craac Hb carraH, XyH ambAapaar 60MoH XyH ambaapaarrym
raspyyAblIH sinraar 61 60NMroH cyypunyyrnHa racaH yr om” rax UtanuiH
aHTpononoruy ®paxko Jla Cekna xancaH 6anaar. OpwmnH cyyx YWnaan Hb
H3r3H TOAOPXOW ra3pbIr OfK TOAOPXOWUIOH, TYYHUMIT CyypurlyyrnaH, eepeep
X3NB3r, T3P X3C3r ‘ra3pbIr ©0pUINH GONroH’ aBHa.

XapwH ‘Tap raspbir 333MLUMH aMbApaxbIH’ TYNA, Y4 TIHA HyTaruH
amMbApax X3parTan 6ereepn, TIrCHI3pP33, T3P rasap Hb 3PraH TOMPHOOCOO
TycAaa 61w xon6ooTon opluMHO. Yu eepuiiree xsisraapnax, XxefenreeHryu
6anx 3amaap T3p raspbIr eepTee xagramk 6onoxryu oM. Tap ambgpax rasap
Hb AaBTanTblH, YPrafDKNanuintH 60MNOH 3ypLUnbIH TycramMXTanraap, ambapax



Ganryynamx 60MoH Xyp33naH op4YMH X0€p 6a XyH ambAapaar 60MoH XyH
amMbgapaarryi raspyyablH XOOPOHAOX GalHIbIH X3N3NLU33pUiiH Yp AYHA
OpLUMH TOrTHOHO. T3p rasap Hb eaep OypuiH ambAaparnbIH 3ypLunaac
wanTraanaH XxefenreeHa oOpLIMHO.

OYHO Hb

Opo0 AaxuH axnaurase. JH3 XeA4enreeH AyHA axnauralse. ‘Xopsooa
OpLIMXYW’ Hb TOITMON 6a Xe[enreeHryin 3yun 6uil 6a aH3 Hb ToAOPXOMN
3amaap opLunxyu oM. XyHUIA rBp Hb OPOH 3aij OpLUMX carnaHrug uar 6umu.
HyTarwuH ambapax Hb YN M3A3X, AalcarHacaH XopBOOTOM TyIHa F3C3H
yTraTtan 6uw 6a 6yp acparaapaa, 6anryynamx 4oTop aMmbapax Hb XOpPBOO
epPTeHUT3N imart Xon6ooTow rafar yTraap xaHAaax Xapartan oM. YYHuur om
AaxvH AaBTasn: HyTarlwvH aMbZpax Hb XOPBOO €PTOHLT3N Xon6ooTonroop
OpLUMX FICIH YT OM.

HyTarwuH ambapax Hb 60AUT XOPBOO epPTOHLITAN Xonboraox xonbéooc
oM.

Xymyyc ambgpax raspaa 6ui 6onrofor: Tap aMbapax raspbir Xymyyc
6uit 6onrox, Ta3HA aMmbApary XyMyyc Hb T3p ra3pbIr TOPAOH Xaaranaar.

oua ayHA Hb Gauraa yuypaac

Bua opoo AaxuH axnaurase. AH3 yaaaa, IXHIIC Hb IXIIIK TIradA Tercren
PYY Hb O4YBE: BUA TIP TErc epTeHLeec 3xnae.

Terc epTeHL, Hb XMACB3P TOrc 30XMOH Ganryynant 6yloy Terc opLumxymH
xan63ap oM. M3x[33 Terc epTeHL, Hb 3yraap HIar Terc epreHL, 6uw tom. Terc
epTeHL Hb MeH Mepeeaern 6a XyCcanTaln TecTan yTratari 6050BY 3H3 Hb Mall
anpaa oM. Terc epTeHL Hb Mepeeaen 4 6uw, Xxycan 4 6uw, saraag rasan
TOrc epTeHL, Hb YIIC TOPXKCOH OWNTONT oM.

Terc epTeHL Hb YIIC TOPXKCOH TyHXarnan yuypaac XyMyycaac siMap Terc
€PTOHLMWT IPXIMIIIH Y33X BI- TYXalH HUMNMIMA iMap H3raH 3yin 6onoxrym
GariHa yy rax acyyx simap 4 waapanararyi tom. Bac HaraH waappgnararyi
600X 3y 60n Terc epTeHL Hb XYMYYCT MP33AYIA UTIIX UTFINUIATr 6un
Gonropor- XxyMyycuimnH 604UT epTeHL e Xapax XyCanTan eepUnenTuinH
caHaar Tepyynaar- XyMYYCUIH caliH caiixaH ambAparnblH Tenee TaMyynax
LWMHX TIMA3N- XYMYYC SIMap H3raH 3yWnUiH 3CPar TIML3X, LUIMHI3 XOPBOO
epTeHUMIAr Buin Bonrox rax 3yTrax dbanraa rax Mat onnrontyyp 6ereen
3H3 Hb TOrc epTeHL 61w oM. Terc epTeHLyYA Hb XYMYYCUIH rapaap 6min
Gonaorryn 6a T34r3ap Hb XYMYYCUIMH siaXk aMbApaxbIr 3aacaH X3H H3r3H
XYHWUI 30XMOMOI BYT33rA3XyyH oM.



faraap raBan, Terc epTeHy Hb 60AUT ePTeHLUIH Yryhcran oM. XapBa3
TOrc epTeHL, Hb TOrMIOOM FOM 601, X3pBa3 3H3 3yraap H3r Torrnoom GancaH
60n, HOroOH OHrMINH AaaByyH A433P TOFMOOMOH L3pPryyaunr 6anpnyynx,
ONOH sIH3bIH Ganryynamxyyn, XoTyya, yNnc opHyya, OBryya, MapraxunTtHyyA,
HUIraMNaryya, AaucHyyA, COén, 3aH 3aHLWbIr 6Ui 6onrox, Taraaa T34
XOOPOHA00 TOrNoBOs OYX OM caixaH 60mnox oM Lwur. Terc epTeHUUIH
XaMrMiH Yyxan YyaHap Hb 604UT epTeHLea OpLIMX TYYHUI YIC TOPXKCOH
TyHXxarnan oM. Terc epTeHuUnitH Hb 60AUT epTeHLUINH 30XUOH GanryynanTt
Hb H3r 3XJ13M33C 3XJ13X OONOMXTOM, 3H3 Hb OHOJbIH GONOH faanarbiH
XyBb/, GONMOMXTOM rax y3aar oM.

M3BY...X3pB33 OMA AaXUH 3XN3BAN

- Aaraaz raBan 6up yHaxaap AyHA oplinx Gaiiraa oM. [laHaaa. Bu TaHbIr
T3BYIIPTIN GanXbIr Xycaxk 6anHa, ssaraag raBan 6mua x3333 4 IXHIIC Hb
3X3NK, TIr334 Tercren pyy Hb 04ooA, T3P GYrAvWiAr Ar Tap Aapaannaap Hb
Tann6apnax eryysk Yyagaxrym.

Bu Terc epTeHUMIH TyXxan OMNronToA X34 X3A43H TYBLUMHA AYPryn oM.
fAaraap raBan, Hagaa vyxarn- Xoép IOM Yy rypBaH Tanyyaran xamaapantamn
6onoxoop...Aaraag raBan Ky 4 gapaannaap siBaranarryi om.

Harayraapr, Terc epTeHUnnH Tyxan ONNronTyya Hb XOTXXUNTbIH
O6ueT opoH 3aMH Tyxaun, GMAHUIT Terc 60NOH caH YaHapTan XOTbIH
Ganryynamxuir 6ui 6onrox Tyxam spuxag MXaBunaH aypaargaar. OpumH
YEUH XOTbIH TONeBNeNT Hb LUMP33HUNA TaBLIAHT LI3B3PNaaf, Ky Y YrymWraac,
XOB XOOCHOOC 3XJ13X, TyXal 3praH TOUPOH, OPOH 3al, XyMyyc 60f0oH
60auT GananbIr yn aHxaapaH T3p ra3apT WUB LWMHIX3H 6anryynamxbir
6apux ynnaan Hb Terc epTeHLUnr 6uin 60Mrox racaH oponanorbiH XULW33
oM. UX3HXA33, 3H3 YUNA3MN Hb TYBIIT3W €0pUnenTyya 60mMoH X34 X3A43H
HUWAIMUIAH acyyanyyabir 6un 6onropor. Bu xyHun HUUram acyyanyyaaap
AYYP3H 6U1L rax X3an3aryn 6a- raxaaa n 6ua 3arasap TOXMPOMKIYN
GanryynamxyyabIr canxaH npasgyur 6uim 60onroxbiH Tenee rax apbcaap
Gauraa Hb Wwypapra 6yc, Xo€p HYYpPT3u OM WK Hagag caHargax 6arHa.

Bac HaraH yyxan 6040Xx 3yAn Hb XYHUI HUIAT3M GON XYHWUWA HIrA3N ragar
TyXxan OUNronT oM. X3pB33 6mpA LWMPI3HUM TaBUAHI LI3B3PNasa, A33pP Hb
XYH AYPCTal Tornoomyyaaap AyYprax, Aapaa Hb Tap 60xup wyyrnaHTtam
HUWAIAM PYYral xapaap, “3H3 YMHb slaunxcaH oM 637?” rax 6040XbIr CITr3H
600X raXk HIPN3X Hb epeBaAMeep 6ereen yxaaHrym Xapar OM.

XamruiH vyxan rypasayraap 3yin 60n 3H3 Hb 3C3pryyLan oM yy
60cnoro xan63apTan ync TepXKceH ynnaan éuw oM. UHrax 6ogocHoopoo,
6up 6oouT acyyanyyanaac aHrmkmMpy, oyx roMmcbIr Togopxomn 6anagnaap



OopLUNX ECTOM A3 ONIITONITOOC CalK erexryi 6anHa racaH yr. Munumn
COHUPXIbIF TaTAAr X34 X3A43H 3C3PryyLIMinH XuUWaar 61 gypaasn:

T3Ara3p Hb 60AUT ambApanaac yyccaH 60auT XymyycuinH 6uin 6onrocoH
30pPUMNOeeHYYA33C XONA0X, slapanTan WMNABIPI3C Y 3alNCXUnX, Tap
36pUNNOeeHYYAUNr Typ 30rcoox 60/IOMXKTOM FICIH OUnronTyya 6a, T3Araap
Hb YH3X33p TUIM I3X Y33X 33p3r oM.

Terc epTeHL Hb Gonomxyyaaap Ayyp3aH 6anaar 6on 60auT epTeHL,
604UT XOT 6ONOH Hb GUAHUN aMbaapaar 3H3 epTeHuen 6yX oM 6ONOMXKIYNA.
OH3 3pran3aar “Teeperaexymn, 3pran3axyn 60MoH ramxawpaxyn” rax
Tann6apnax 6onox oM. M9x[33 604UT epTeHL Hb ambA 6ereep 6oguToop
opLmXK 6anraa 6on Terc epTeHy Hb XyBaHLapaap XMAC3IH XYH AYPCTIN
TOrNIOOMYYAbIH LyTfyysira oM.

Oxnana3ac 3XN3H3 r3far Hb 6uAa AaHAaa WUP33HUIM TaBLUAHT LI3BIPI3XK-
H3r3H OPOH 3alr TOAOPXOWUITK- AYY YMMIIr Hb 30MCOO0XK- X3H X3H OPONLOXbIr
Hb COHIOHO r3c3H Yr. Terc epTeHL, Hb 60AUT ePTOHLIMIT YIYACTIXK Oun
Gonpor 6a, UxaHxA33 wypapra 6yc, 6ypyy ynnanyya 60noH TyBarTamn
6angnyypaap AyYPcaH 6anpar. Byraunr axH33c Hb 3XJ3X, WAP3IHUNA
TaBLaHr L3B3PNaX, LL0O WMH3 OPOH 3air 6uin 6onrox 3amaap HUMrMUINH Myy
MyyXaur apunrax rax opongox Hb Li3B3Ip XyUUPXUANan 6ereen aH3 Hb MaLu
aroynTan M- faraag raBan Terc epTeHL, Hb 3yrasp Har Xycan 6uLl, 3H3 Hb
X3H H3MHUM ypaH CITraMx OULL. DH3 Hb YIIC TOPKCOH TyHXarnan oM. Tunm
yuypaac, 6u Terc epTeHUyYyA34 Aypryn- saraag raBan 6 T3AHUAT XKUMLLAIT,
XYUYMPXUMANIMY F3X Y343 IOM.

- Aaraap raBan 6ua yHax33p AyHA Hb Gairaa oM.
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Annu Wilenius

On Nomadic Urbanism
and Other Oxymorons
to Learn From'

Mongolia, a republic which extends over 1.5 million square kilometres of land,
is inhabited by only 2.9 million people, and about 4.6 million goats and several
million heads of other livestock. One of the most sparsely populated places on

earth, Mongolia contains a magical mix of different landscapes as well a mix of
different ideologies and their relics. Ulaanbaatar, the capital city of Mongolia, is
by no means the most comfortable place, but it certainly is immensely interesting.
In Ulaanbaatar, nomadism and soviet city planning are complemented with
self-organized ger districts and staggering tower blocks. For those who are not
overwhelmed by first impressions, it can also provide a visionary understanding
of a future. The question here is, “what can be learned from the particular way that
nomads interpret urbanism?”

Encountering Black Swans

| first came to Ulaanbaatar in the autumn of 2005. As a group of five artists
and a philosopher, we ftravelled to Mongolia in search of interdisciplinary,

1 An earlier version of this essay was published in a Viennese art magazine in an issue
called Libertine after the font in which it was printed. (www.theselection.net/zeitschrift)



non-hierarchical, down-to-earth and self-directed research and art practice, and
in order to purge ourselves of existing ideas of many things. We wanted to face
something radically different from the world and the life we led at home, but to
go as a tourist to a country recently on the verge of catastrophe, with poverty
and extreme winters, was something quite problematic, as we certainly did not
intend to go ‘slumming’? in the ‘developing’ world, looking for some pre-modern,
authentic way of life. What we came up with, instead, was to organise an art
exhibition, and to seek contact with the local artists in that way.® At the opening
of the exhibition, we encountered a whole host of Mongolian artists inviting us to
visit their studios to see their work. In viewing that work, alongside getting our first
experiences of the Mongolian countryside and pastoral nomadism, the themes
of urbanism, structural change of the society, Mongolia’s rediscovered history
and religion, after the seventy-odd years of Communism, combined with our own
interests and culminated into exhibition exchange projects with which | have been
working for the past five years.

What we encountered in Mongolia — besides steppe landscapes and
tumultuous urbanisation — was, of course, ourselves. All of those thousands of
miniscule ways in which we are accustomed to having our lives and environments
organised — and when it is all gone, one becomes somehow naked. At first, this
nakedness comes out as irritation, as to why things cannot be done properly,
logically, orderly, like they should, but on further reflection, one also realises that
all those things may be where you are from, but still they need not be all that
you are, and that they definitely are not all there is. It is a conceptual revolution
on a personal scale, a bit like the case of the black swan: until the first one was
encountered, swans were by default white, but it only takes one black one to
scrap that definition.* In Mongolia, there are no black swans to my knowledge, but
there are hedgehogs with ears and monks that marry® — and many, many other
things which allow one to realise the limitedness and cultural groundedness of
one’s conception of the world.

2 Slumming (derived from slum) originally referred to a practice, fashionable among certain
segments of the middle class in many Western countries, whereby one deliberately
patronizes areas or establishments which are populated by, or intended for, people well
below one’s own socio-economic level, motivated by curiosity or a desire for adventure.

3 So we put up an exhibition at the Union of Mongolian Artists” UMA gallery. The exhibition
we called Here is Not There. Here You Always Bring with You. The title is from a Swedish
children’s program, a song teaching the difference of here and there. Fem myror &r fler &n
fyra elefanter.

4 Black swans were not thought to exist until they were ‘discovered’ by a Dutch expedition
in Western Australia in late 17th century. Prior to that the term meant an impossibility,
since then the fragility of any system of thought.

5 These two examples come from a hilarious exchange one night in Sainshand when a
discussion of Danzanravjaa and his habits concerning drink and women were interrupted
by a rustling noise at the corner of our ger. Turning on the light, we saw the cutest
creature: a hedgehog with big pointy ears.




Waking Up in the Ruins of Modernity

In order to try to understand the ways that people conceive of life in Mongolia,
| started to study the ger districts of Ulaanbaatar, by photographing and interviewing
people. To my surprise, what happened to me, as | walked around listening to
peoples’ childhood memories, was that | recognised so much of my own childhood
environment in Laajasalo, a southern suburb of Helsinki, in Finland. When | was
growing up in the 1970s, there were still unsealed roads and people themselves
mostly built the houses in any which way they could manage. This experience of
recognition was very touching. It was, however, sobered with my knowledge of
what has happened to Laajasalo since then. Already some decades ago it was
‘perfected’ with moss-free grass lawns, standard villas and asphalted roads.® The
same thing could be seen happening in wealthier areas of suburban Ulaanbaatar:
Western standard villas, with Western standard rubbish bins and Western standard
swings in the yard for the children to play upon, the obligatory asphalt and iron-
fences around, all there, though probably all made in China. Seeing this was the
second moment of recognition; all those things that have made our lives so drab
and limited back home are on their way. Wrong — they are already here — and soon,
there will be nowhere to go where everything will not be all the same. Of course, in
Mongolia, this is the second wave of standardization. The first one was the Soviet
one, possibly even fiercer in its belief in the standard as the true base of equality
and happiness.

But why is this happening (again)? Why aren’t we telling the ‘developing’ world
that this is not a good idea? Why aren’t we telling ourselves that this is not a good
idea? What is wrong? Wondering at this, | came across sociological thinkers
such as Zygmunt Bauman, Ulrich Beck and Bruno Latour, who have each tried to
formulate, in different ways, the idea that modernity” is no longer a plausible way of
understanding the state of the world and us humans in it, that what we need to do
now is to think again radically and profoundly question the ways we have formed
our lives until now.

Bauman analyses the current situation — of “impotence in the face of a new
world” — as being based on a separation of power and politics. We no longer feel
that we have tools to cope with the world, and this leaves us in a state of fear, and
of usage of forms of life already dead. In order to even begin to repair the ‘tools’ one
needs to realise they are broken, or dysfunctional.® In other words, it is necessary
to realise that the Modernist way of life — as expressed in the idea of a Modernist
(Western) standard of living — is neither ethically nor ecologically sustainable. It is

6 |later made a work consisting of the ger district photographs paired with a voice-over
telling of the change that Laajasalo went through from my childhood to the present. The
work is called Of the House | Grew Up in... and was part of the Mongolia: Perception and
Utopia exhibition at Kerava Art Museum in 2008.

7 Modernity as we have known it as the Enlightenment idea of progress — of development.

8 Z.Bauman: Liquid Times. Living In An Age Of Uncertainty, 2007, p.1-2, 26.



not acquirable for anyone for a longer period of time any more, and most certainly,
it is not acquirable for all the people for any remaining time we have on this planet.
This realisation must be accompanied by the realisation that what we have grown
to appreciate as necessities of dignified life have to change; our vision of ourselves,
others and the planet cannot remain unchanged, now that we have finally, virtually,
become one. Bauman summarises the idea of modernity as fear, writing: “The kind
of society that, retrospectively, has come to be called modern, emerged out of
the discovery that human order is vulnerable, contingent, and devoid of reliable
foundations. That discovery was shocking. The response to the shock was a dream
and an effort to make order solid, obligatory and reliably founded.” ®

Beck, in his turn, calls the ideas we no longer have use for the First Modernity,
and the one in which we are trying to re-formulate the relations of the planet,
humans and the rest of existence, as Second Modernity. Beck describes a sense
of ‘boundarylessness’ as a central experience of this new world, where “apparently
fixed differentiations and dichotomies have become sterile, no longer providing
orientation, dissolving and intermingling” and where “the historical fetishes of the
state and the nation can no longer order and control the lives and interactions
of human beings”. In this new set of circumstances, people “must themselves
find a way to redefine their interests and interrelations, among the ruins of former
certainties, in whatever way makes continued coexistence possible”."

Latour is possibly the most radical in his terminology, suggesting that we actually
never have been modern, that we were just caught up in an idea of modernity, never
actually reaching it."" To speak of the state we are now in, it may be possible to use
the term a-modern or anti-modern — if modern needs to come into it. In Latour’s
thinking, the idea of modernity culminates in the notion that things human and
inhuman could be separated, that there could be an actual nature-culture divide.
This idea made it possible to change the surrounding world in very radical ways,
because changing something in ‘nature’ was not thought of as changing anything
in human relations. In pre-modern cultures, which took the interrelatedness of
everything seriously, such changes would never have been allowed. Instead of
actual modernity, what Latour suggests we live in, is an all-comprehending,
interconnected network of hybrids, mixtures of human and inhuman ingredients. In
this interconnected whole, the way we form things into separate entities, concepts,
is always a political act. This habit of separating things is quite arbitrary, but as such,
necessary for getting on with life, because constantly questioning everything would
be much too exhausting.’ Latour writes of this invisibility or ‘uncontestedness’ of
everyday life as the ‘black boxes of our lives’: the insides are intended to remain

9 Z. Bauman: Intimations of Postmodernity, 1992, p. xi.

10 U. Beck: Cosmopolitan Vision, 2006, p. 8.

11 Namely because modernity is an impossibility.

12 B. Latour: We Have Never Been Modern, 1993, p. 10-12 and T.-K. Lehtonen: Aineellinen
yhteis6, 2008, p.113.




unknown — until after the ‘crash’. He also thinks that mostly we are, and should be,
black boxes to ourselves.™

In other words, trusting the world is a basic need we have, for getting on with our
lives smoothly. We trust that one day will follow another, much in the same way as
the one before preceded this one. No great change, no awareness. It is only when
something does not function that we become aware of its existence at all, and that
we need to readjust our trust relation anew. So in the ruins of the idea of modernity,
we are left with the task of re-evaluation and re-formation of a (good) life, but also
with the task of pointing out that it is time to wake up and do so.

Happiness in a Radically Incomplete World

As | am writing this, there is a discussion going on in television about the happiest
countries of the world, and the criteria for happiness. In one listing, Finland
comes first, in another one the sixth, just after Bhutan', and that is preceded by
Switzerland, Austria etc. Besides the obvious economic standing, factors such as
social connections, sense of justice and equality, as well as trust in general, are
mentioned as happiness factors. The more we feel that we can trust people around
us and the society we live in, the happier we are. We Finns believe ourselves to be
a tough and honest people. We are also good at trusting. So were the Icelanders,
which the happiness calculus some years ago placed on top. Some years ago,
Iceland and Finland also shared the title of the least corrupted country of the world.
Makes one think of the good old saying that ‘what you don’t know, won’t hurt you.’
But it does... at least when it catches up with you. And so, the Icelandic people,
who were the happiest and most trusting nation in the world, are now economically
enslaved and mentally at a loss in a new world that just does not function the way
it should." Also, the trust of the Finns has had its fluctuations recently, although not
quite on the same scale.

In happiness tables such as these, Mongolia does not fare very well. It is quite
far down the ladder of world’s most economically productive countries, but high
up on the list of the most corrupted countries in the world'®, so what could we
possibly want to learn from it? Walking the streets of Ulaanbaatar, or any of the
minor towns of Mongolia, one can sense an atmosphere of hopelessness. Still,

13 B. Latour: Politiques de la Nature, 1999, p.87.

14 Bhutan is run on policies based on Gross National Happiness instead of Gross Domestic
Product. See http://www.grossnationalhappiness.com/

15 Besides the obvious hardships of the economical situation also positive phenomena has
emerged. For example as McDonalds and Burger King have left the country, due to too
high production costs, local food businesses are turning up with recycled porcelain, ‘home’
roasted coffee and, one might suppose, an attitude.

16 Corruption Perception Index by Transparency International, http://www.transparency.org/
policy_research/surveys_indices/cpi/2010/results



spending more time in the country and surpassing this notion, there is an attitude
and elegance there that | think we could well learn from. Besides the aesthetic
grounded in the virtues of the nomadic relation to material possessions — the less
you have, the less you have to move with — if a tool can perform ten functions, it
surely is better than a tool that can do only one, etc. — we could learn flexibility
in various areas of life. How about rekindling a capacity to tolerate ambiguity, a
patience to see what is there before rushing to create something new — in order to
better control, or an ability to forgive and forget and just get on with things? What
we could learn to be more comfortable with, is the idea of uncontrollability. The
world simply is not complete, and cannot be completed. The best we can do is to
learn to cope with that incompleteness and uncertainty, and make a virtue out of it."”
| am obviously not writing this in awe of totalitarian governments any more than in
nostalgic yearning for pre-modern life, but in awe of the people who have had the
spirit to survive and to do it with such good spirits and style. | think that in Mongolia
there has developed a particular aesthetic-existential capability that | would like to
term Mongolian elegance. It is a way to cope with scarcity and chaos with grace.'

Back in the TV-programme on happiness, the discussion has reached the topic
of social connectivity. In this, the Finnish are not so good. But we Finns are on top
of the list for nations who rely more on their friends than on their family. And we are
on top of the list of single person households. In Helsinki over 60% of people live
alone. To contrast this, it is interesting to compare with a few Mongolian examples:
some years ago in Mongolia, Michael Furst, an Austrian architect later to participate
in the Bare house project, went to the ger districts with the question “how would the
people like to have a silent room where they could be all on their own?”"® The idea
was received with some ambiguity. Silence could be related to a nostalgic idea of
living out in the steppe — the ger districts being very noisy — but how to organise
solitude and to what exact purpose?

Similarly, when visiting a Mongolian architect, S.Sergelen, who was showing us
his plans for a new housing development with four families living in a unit forming
a swastika shape, we asked with great interest why he had not divided the living
quarters into rooms? His answer was that many Mongolians like to have one living
space like in the ger. Here, our Western ideas of specialized spaces and privacy
as the formulations of true freedom squirmed in anxiety. But could it be that the
distinction, separation, estrangement of bodies, spaces and functions have not
led to the happiness we intended? Richard Sennett, for one, has criticised this
separation of private space in modernity as something that leaves us in an eternal

17 In similar sentiments, for example, the 2009 Rotterdam Architectural Biennale Open City
had a motto: Make No Big Plans! Stating, however, that this does not mean that plans
should not lack in ambition or physical size. Simply that even plans should be open-ended
and not totalising.

18 This is most likely something in existence in other places of this world as well, but
Mongolia is where | happened to encounter it.

19 For Michael Flrst's work The Silent Room Project, see this publication, p. 96—103.




adolescent state, coveting our own security and trust in the perfectly controlled
world that we limit to a minimum, in order to be absolutely secure. In order to
grow up, to be genuine, unafraid persons, we need the discomfort of other people,
unknown people and unknown events. We need public space that is authentically
public, meaning that we cannot choose it, cannot control it.2°

This idealising uncontrollability in social relations also comes through in an
intriguing interview scene with a Mongolian politician-poet in Katrin Hornek’s
film project If Architecture Could Talk.?' The poet-politician has erected a ger on
top of his summerhouse in an Ulaanbaatar ger district in order to preserve the
Mongolian traditions for his offspring, who live in an apartment in the city. He talks
very poetically on the communication aspects of the ger; the circle means people
always face each other, the one single room means it impossible to hide from
one other, thus preventing people from becoming selfish and evil. For quite some
time, his wife sits quietly next to him, looking somewhat sceptical. When he comes
triumphantly to the end of his tirade — (“The law of democracy is a natural law in
which the free movement of humanity is essential. People will go where free market
prevails.”) — he notices that his wife has gone, actually quite some time earlier. The
scene leaves no doubts as to the wife appreciating the freedom that other rooms,
other spaces, provide in this ger-topped villa.

And surely, there is much to be said for having a room of one’s own — and why
not a house of one’s own, with water and electricity and sewage — and maybe
also a car of one’s own and a garden, and a gate around it... and somewhere
along the line, things that may seem quite innocent to begin with become nothing
of the sort.

Nomadic Civilization and Urban Nomads

With talk of globalisation and the growing mobility of humans around the globe,
also talk of nomads prefixed with urban has come about. This is interesting,
as these terms have long been considered uncomfortable together, if not
oxymoronic. In most societies, industrialization and urbanization have been the
first cause of sedentary peoples starting to move about, but prior to this modern
movement, staying put, being sedentary was seen as the basis of what is called
culture or civilization. It has been thought that civilization would be urbane and
technological by definition; a new technological invention from fire and the
wheel to world wide web having taken humanity to its next step of development.
In evolutionary theory, where cultures develop from savagery to barbarism to
civilization through domestication of cattle and the emergence of agriculture,

20 R. Sennett: The Uses of Disorder. Personal Identity and City Life, 1970, p. 27-49.
21 See this publication, p. 90-95.



the nomad was seen as categorically stuck in a previous stage of development
in comparison to settled societies.?

In 1884 Friedrich Engels wrote:

In the Eastern Hemisphere the middle stage of barbarism began with
the domestication of animals providing milk and meat, but horticulture
seems to have remained unknown far into this period. It was, apparently,
the domestication and breeding of animals and the formation of herds of
considerable size that led to the differentiation of the Aryans and the Semites
from the mass of barbarians...?

In 1946, Arnold Toynbee, in his A Study of History, describes nomads as
‘arrested civilizations’, in other words, societies that had got stuck for millennia in
the same stage of development, like bees or ants. To contradict these essentialising
views on the nomad, David Sneath presents in his study, The Headless State, the
idea that even though this view might have been plausible to hold for someone like
Engels, 20th century anthropology clearly shows that pastoral nomadism is not a
pre-agrarian phenomenon, but a way of life developed long after early agrarian
societies in the area practiced semi-nomadic herding, and semi-sedentary societies
mobilising permanently.?*

In studying nomads in the city and in the countryside, research in Asian studies
and social anthropology such as that of Caroline Humphries, David Sneath, Li
Narangoa and Ole Bruun has all come to the conclusion that nomadism pervades in
Mongolian existence, no matter how much their life styles are otherwise changing.?
Humphries and Sneath make a point of distinguishing between urbanization and
urbanism, writing:

The city exerts its influence over large territories, and urban values may
be adopted by pastoral people, whose mobility and production techniques
encourage advanced and specialized knowledge. Thus, in a situation of well-
being, urbanism may spread into pastoral communities, while settlement
within a city area may in fact — particularly in economically deprived
circumstances — lead to isolation and the de-urbanization of culture.?

Narangoa and Bruun sum up Mongolian (pastoral) history in four ‘moments’;
the first being mobile pastoralism under native Mongolian rule, the second a
pastoral-monastic society under Buddhist rule, and the third, modernisation under
Communist rule. Now Mongolia has entered its fourth moment, of divided urbanism-
pastoralism, “in which both the new urban citizenry and the pastoral communities

22 D. Sneath: The Headless State, Aristocratic Orders, Kinship Society, and
Misinterpretations of Nomadic Inner Asia, 2007, p. 121.

23 F. Engels quoted in Sneath (2007), p.122.

24 Sneath (2007), p. 122.

25 O. Bruun & L. Narangoa [Eds]: Mongols. From Country to City. Floating Boundaries,
Pastoralism and City Life in the Mongol Lands, 2008, p.2—8

26 C.Humphries & D. Sneath: The End of Nomadism? Society, State and the Environment in
Inner Asia, 1999, quoted in Bruun & Narangoa (2008), p.7-8.




are under the complex rule of a new city-based elite, international institutions and
the market.”?” The city and the countryside are inherently intertwined, and people
move between them, both physically and mentally. Having once moved to a city
does not mean to become sedentary. Many come, and many go again. “The
Mongol city has become a phase in the greater pastoral cycle, integrated as an
institutionalised alternative in the pastoral economy.”?®

Also Gilles Deleuze thinks of the nomad as an alternative that combines.
Deleuze contructs his nomad from the ideas of the Mongol “war machine” (of the
time of the European invasion) against the “bureaucratic machine” of the sedentary
village. “The archeologists have made us think of nomadism not just as a primary
state, but as an adventure, an invitation from the outside, as mobility, that surprises
the sedentary peoples.” To be a (conceptual) nomad is to stay outside of the code,
to stay wild, in resistance, partly belonging, partly autonomous. Deleuze continues
to point out that this kind of nomadism does not necessarily mean mobility in space,
but mobility in intensity — and that even historically, the nomadic peoples have
never been on the move in the same sense as immigrants. The nomads are the
ones who become nomadic in order to stay where they are.?

Garden Cities of Tomorrow

In an appendix to his book Spaces of Hope, geographer and anthropologist
David Harvey, presents a utopia for our times, called Elidia or make of it what
you will. He starts his story by telling how Ebezener Howard once in 1888 read
Bellamy’s utopian novel Looking Backward and, inspired by its vision of making
the existing world better, went out to look at London of his day. He was appalled
by the misery — and some ten years later, wrote what has become known as
Garden Cites of Tomorrow, the beginning of the Garden City Movement and which
inspired New Towns the world over. Likewise Harvey goes out and takes a look at
his contemporary Baltimore and is “even more appalled”. What he wants to get
at is that although it has become generally thought that all utopian thinking is evil
and will inevitably lead to totalitarianism and disaster, to fight against a ‘There Is
No Alternative’ mentality*®, some visionary ideas are necessary. He writes: “It is
many years now since Einstein taught us that space and time cannot meaningfully
be separated.... and if space and time are viewed as social constructs(...), then
the production of space and time must be incorporated into utopian thought.
The search is on, therefore, for what | shall call ‘dialectical utopianism’.”3!

27 Bruun & Narangoa (2008), p.6.

28 Ibidem.

29 G. Deleuze: Pensée Nomade in Nietzsche aujourd’hui.10/18, 1973.

30 Shortened to TINA in thatcherite Britain for its over-frequent use. See A. Minton: Ground
Control. Fear and Happiness in the twenty-first century city, 2009, p. 9.

31 D. Harvey: Spaces of Hope, 2000, p.182.



What Harvey sees as a problem, since utopian thinking has been categorically
announced dead, or at least deadly, is that it has made everyone shy away from
wanting to put the foot down on anything definite — just leaving things at all-inclusive
‘both — and’ situations that mean nothing much in the end. But to materialize any
visionary thinking, says Harvey, one has to include closure, at least for the time
being. The task is, in other words, to pull together spatiotemporal utopianism that
is both grounded in our present possibilities, and which at the same time takes into
account that “human uneven geographical developments” need to be somehow
balanced.®

Well, | took a walk — many walks over the years — in Ulaanbaatar’s ger districts
and | was not appalled by misery. My hope was re-awakened by the inventiveness
and sensual consciousness and connectedness of the people. Discussing seeds
and seedlings for hours with enthusiastic ger district gardeners, or admiring a
pensioner-forester presenting the central-heating system he designed and built all
by himself to avoid the pollution from coal heating, | could not help but think that
— even though these aspirations, greenery and central heating, can be seen as
emblems of modernity — what makes the difference is that they have done it all by
themselves. Having built their homes and planted their gardens they know, and
care for, each brick and each seedling. These things were not given to them as
standardized self-clarities, not as invisible moulds of personality that they would not
know of or bear responsibility for.

Namely, besides the nomads moving back to the countryside with their mobile
phones, solar panels and satellite antennas, another new form of Mongolian
life has become evident also — in the outskirts of Ulaanbaatar. The ger districts,
stretching over the hills surrounding Ulaanbaatar as far as the eye can see, have
begun to be thought of as a new type of inhabitation, a semi-nomadic, semi-
settled ger city, whereas due to somewhat lacking building traditions, the tower
blocks have turned out to be something of a disappointment. In the neighbouring
capital of Kazakhstan, Astana, the inhabitants have named the latest two housing
projects as Titanic and Kursk.*®* The Mongolians quite fondly call their current
tallest building The Pregnant Lady — for its heavily swelling side — but at the same
time, the old Russian-built quarters are the most wanted in the real estate market.
Yet, the ger districts are preferred by many, because of closer proximity to the
ground, one’s family and the fresh air provided by their position up on the hills,
but also by the growing green areas.

Designed greenery, as such, is slightly oxymoronic for Mongolia, as the
nomadic life-style has not made gardening in general possible or desirable any
more than agriculture. Mongolian tradition suggests the surface of the earth
is sacred and therefore it should not be broken. This probably has a practical

32 Harvey (2000), p. 196.
33 V. Buchli: Astana, Materiality and City in Urban Life in Post-Soviet Asia, edited by C.
Alexander, V. Buchli and C. Humphries, 2007, p. 65.




origin in preventing erosion, and anyway, the Mongolian ethic has a very strong
emphasis on preservation of nature.’* As part of the Communist modernisation
project, parks and avenues were introduced to the cityscape of Ulaanbaatar. The
first tree-planting subbotnik took place in 1925, the year after Mongolia became
a Communist country. In the 1960s, Ulaanbaatar could boast of a plenitude of
green parks and courtyards.®® Current city planning includes many plans for new
parks and for better maintenance of the existing ones, but water has become very
scarce and expensive, and privately owned land is difficult to keep for recreational
purposes. Many of the courtyards that used to be parks in the centre of the city
have been built out with new high-rise buildings. As the city is steadfastly growing
towards the classic problems of urban misery, the ger districts are developing green
areas of their own through neighbourhood projects as well as private gardening.
Even the government has acknowledged the potential of the ger districts and their
greenery. From the 1990s it has actively encouraged people in the ger areas to
grow their own vegetables and also other projects for re-developing the ger districts
have been launched.®

So

Perhaps seeing Mongolia, its urban nomads and ger districts, as something
visionary is romantic slumming, and perhaps, to think that there is autonomy and
a radical alternative in the ways of the (ethnic) nomads is to project judiciousness
into alterity.’” Also Deleuze’s wild conceptualisation of the nomad has been
critiqued, for example by Paul Hirst, pointing out that in his own writing at least:
“networks are generally nested in hierarchies, nomads stick to riding camels and
raiding, and the war machines run on coal and petrol.”*® Nonetheless, isn't it the
creation of new concepts — trying things out in new unexpected combinations and
seeing how they react — that is being visionary? Stepping out of the black box of
modernity and shaking off false certainty, to face a world where things need to
become different and still to be essentially based on who we are? First, | suppose,

34 P. W.Germeraad, & Z. Enebisch: The Mongolian Landscape Tradition: A Key to Progress.
Nomadic Traditions and Their Contemporary Role in Landscape Planning, 1996, p. 27.

35 Interview with Mr. Daajav, architectural historian in the Ulaanbaatar City Museum, 2007.
See also M. Kuglitsch & A. Wilenius: Neighbors and Gardens. Social and Environemntal
Change in the Bayanzurkh Ger District of Ulaanbaatar in Architecture and Identity in
China and Mongolia, Vienna Technical University, 2010. Subbotnik is a Soviet term
meaning voluntary work for the common good. Mr. Daajav who moved to Ulaanbaatar in
1938 remembers speanding most of his Saturdays doing tree-planting subbotnik.

36 A. Schenk: Mongolei, 2006, p. 175 and interviews with Mr. Naragerel and others at the
Urban Development Research Institute, 2008.

37 As Hal Foster has suggested as the prime sin of artists playing anthropologists. H. Foster:
The Return of the Real, 1996, p. 175-177.

38 Paul Hirst: Space and Power. Politics, War and Architecture, 2005, p. 4.



we just really need to learn to know who that actually is. So much of modernity
seems to have been about becoming what we are not, and making the world
around us what it is not.

In a conference in Beijing recently, | gave a presentation about nomad and
modernist spatial ideals. Afterwards, a young Chinese scholar came to thank me
for a very interesting talk, but wanted to ask why (on earth) “do you romanticise
nomadism and criticise modernism? Here in China we all want to be modernised,
and | am sure so do the Mongolians!” What could | say, but that for the first, what
| had tried to say was that, if the Western way of living were the only possible
way to live a good and dignified life, we would indeed be in a sad place, as there
is no way all of China, for example, can live like people in the West, let alone all
(nearly) seven billion of us on the planet. There just aren’t enough resources for it.
Secondly, and luckily for us all, it is not the only way, it isn’'t even a very good way.
“So?” So...
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A zebra-crossing over an asphalted road near Sansar (meaning ‘universe’), a small village

between Ulaanbaatar and Kharkhorin, Central Mongolia, 2006.

The Golden Buddha
statue in the south of
Ulaanbaatar.

When the placement of
the statue was discussed
there were strong opinions
for placing it in the north of
the city, thinking of the city
as a ger, that would be the
proper place of the altar.

It was in the end placed in
the south, however.

New suburban areas
south of Ulaanbaatar
with the sacred Bogd
Khaan mountain in the
background, 2007.



Visiting S. Ganzug’s family in the Zavkhan province near Songino village,
Western Mongolia, 2009.

Ger interior
at Ganzug’s
parents’ place.

New housing areas
being built on

the south side of
Ulaanbaatar, 2007.




Visiting S. Ganzug’s family in the Zavkhan province near Songino village,
Western Mongolia, 2009.

The Pregnant Lady or the Blue Building under construction in Central Ulaanbaatar in 2008,
with the staue of Zorig, a hero of the Democratic Revolution of 1990, in the foreground.
Zorig’s murder in 1998 still remains unsolved.
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One of recent ger districts in Ulaanbaatar, a mixture of gers and self-built houses. Of the
about one million people living in Ulaanbaatar about 40% live in the ger districts.
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An opening from J. Bitsch’s ‘The Unknown Country’ published in 1962 in Copenhagen, in
Copenhagen and Helsinki. The caption tells of the eager office-workers in their silk-gowns
spending their Saturdays planting trees. On the previous page foreign affairs and economy
of the country are discussed. For example the slow development of mining in Mongolia is
attributed to the Lamaist belief that the earth is inhabited by spirits one should not disturb.




The garden and house of Dolgor and her husband. All the family in collaboration built the
house. Dolgor has got the seeds for her garden from her two sons, travelling in China and
Russia. Most of the trees and bushes she has rescued from roadsides when they have been
damaged by traffic. Dolgor’s husband joked about the neighbour stealing their fresh air (from
the garden) by keeping ghis window open at nights.

Mownron Yacun

Epouxuinorimin
“EYTIIMMHAH WATHAN"

Hursbcmanuiu X3prA3Cmin LR Ta ﬁrn,'ﬁymuif Hb

HARABPTAR TYHI
6uaeANn maatra

From the building magazine published by M. Enkhjargal in the early 2000s.



Adya and Dabaajab’s house has been re-built three times since the 1970s. The first building
materials they collected piecemeal from all around the city. The ground-floor plan is from a
building magazine, the 2nd floor is custom-made to accommodate the family’s children and
grandchildren. Notable is the conservatory with big windows facing in two directions and

providing a view over the city. Adya also grows lettuce and cucumbers for restaurants and
hotels in town.

Apartment block near Kharmyn Khiid Monastery, Dungobi province, 2008, Mongolia.



AHHY BuneHunyc

HyyoanyHun
XoTXunTtbiH Tyxan
6a 3epunngeeHTIn
Tanyyaaac Cypax Hb

MoHron ync Hb 1.5 casi KB. OPBOIKMH KM rasap HyTartau, 2.9 cas XyH
amTan, 4.6 can smaatan 6ereen eep 6ycaa Tonrou Manyya Hb X343H casaap
ToonoraoHo. MoHron ync Hb A3NXUAH XaMIMH CUAP3r CyypbLluMnTan
OPHYYAbIH H3r 6a UA WUAUAH M3T ONOH AH3bIH TOPXT3N rasap HyTryya
OONOH SIH3 OYPUMH Y331 CYpTNyya, XYYyUHbl LWYTI3HYYAUWAT ©0pTOe aryyrcaH
6araar. MoHron yncbiH HUCNAN YnaaH6aaTtap Hb TUAM asiTal TOXUTOW GULL
r3C3H Y Mall MX COHUPXONTON XOT oM. YnaaH6aaTap xoTof, HYYA3M4YHUN
COEn 6OMOH counanm3MbiH MasirblH XOT TONOBNONT X0EP Hb Oue GUeHTINrad
TaapX TOXMPOH F3p Xopoornonnyya 6a eHaep 6anilunH Lamxryya Har
H3rHUINX33 A3Praj 33paru3H oplIMHO. YrnaaH6aaTap XOoTbIr aHX xapaapn,
C3TrarA3N TOPeerym XyMyycT XaHOax Xarnaxaa, 3H3 XOT Hb UP33AYMH Tyxan
MepeeaenT OWNronThbIr TaHA erex 6onHo. AH3 AyHAAac rapy upx 6airaa
acyynT Hb, “HyyA3nyHum XOTKUNTbIH YXaaHbIr OASIrOX apra 3amaac 6ua oy
cyp4 6onox B3?” ragar om.

Xap XyH LWyByyatan Taapangax Hb

Bu Ynaan6aatapt 2005 oHbl Hamap MPC3H oM. TaBaH ypaH 6yTaanuung
6GONOH ryH yxaaHTaH 6ypanaaxyyHTIUraap, 6epcannHxee TOrTCoH y3an
caHaaHaac 4e11eernex 30punroTouroop, ofioH-YUrManNT-cyaanraaHbl canbap,
waTnaH-3axmpargax-écry opoH 3am, 6epee-4unrnanad Togopxonnory
cyaanraa 6a ypaH 6yTa3nuiH gapgnarbIr Xxamx onoxbIH Tyng 6ua Hap
MoHron pyy asncaH 6unaa. bua eepcauiti egep TyTMbIH ambapanaac T3¢

1. OHa 9cceHwit aHxHbl Xan63ap Hb BueHHWii ypnaruiti caTryyn Aa3p XaBnaracaH, 4-p cap, 2010. (www.
theselection.net/zeitschrift)



OHJ00 OPYUHTON HYYP Tynax XycanTau 6ancaH 60MnoBY, 3pc XYUTIH ©BMNUIAH
ynupan, Ux XamK33HUW aayypan 33par Xy4uH 3ynnyyAaaac wantraanad Matu
X3Lyy Hexuenpg 6anraa ync opoHA XyynuuH WUT asnax Hb TYBarTaun

Tenesrneree 6aincaH 6a...6ua Hap ‘xerkux 6y’ opoHA o4MXK, COEN
XerKneec XOLPOHryn AAyyCcbiH aMmbApanaap aMbApax? COHMPXONTrymn
6annaa. UHraxuiH opoHa 6ua Hap MoHron ypaH 6yT33anumMaran TaHunuaxblH
Tynp, ypaH OyT33nuiiH y33cranaH® 30XMoH GairyyncaH oM. Y3acranaHruimH
H33NT3H A33p, 6uAa onoH MoHron ypaH 6yT33nunaran TaapanacaH 6a
OMAOHUIT eepCANNHXO6 ypraHA UpXK ypaH 6yT3anyyaTav Hb TaHUNLUaxbIr
ypbcaH. bua ypaH 6yT3anuyauiiH 6yT3anyyauinr y3axuinH xaxyyraap,
MoHronbIH xefee HyTar, HYYA3/I4YHUA COEN, XOTXKUIT, HUNramAa rapy 6ainraa
YHAC3H eepunentyya 6a Aan rapaH Xun ypramkuncaH KommyHu3mbIH
papaax MoHrofnbIH ©6pUINHXee TYYX 6O0SOH LIALLHbLIF LUMHI3P HI3XK ONIIFOXK
Gawraa ynun AiBY 33pryyAaTan TaHUILCAH 6a Hb 3H3 6yra Hb 6ugHUN
eepcannH COHUPXONTON HANITK 3Ar33p CONUILIOOT ypaH GyTa3anunH
Y33CranaHryyaAumrH Tecnyya 6un 6oncoH 6ereeg MUHUA 6ue cyynuinH TaBaH
XXUITMWAH TYpLU 3H3 TOCNYYA A33p aXunrnacaap UPC3H 6unaa.

MoHrong 6uaHuNn y3c3aH GONOH TaapcaH 3ynncyya Hb — Xe4ee Tan HyTar
BGONIOH X6 YIM33HTaN XOTXKUMTbIH YN fiBLaac ragHa M3a3aXaap 6ug
©6poee eepCcoATINree Hyyp TyncaH oM. BUaHUI 3aHWKWX TOFTCOH ambAapan
axyuraa 30xXMOH Ganryynaar, Xyp33naH 6y opuMHTOMIroo xapbLaar T3p apra
3amMyyaaap ambApax apraryi 6onoxoa, 6ua ‘Hyurapy’ ynaaar. 3xaHAa39,
3H3 ‘HYLIr3pC3H M3T M3AP3MXK’ Hb 30XMOH GanryynanTtryin, gapaananrtan
ABargaarry MoHronbiH aMbApanbiH Tyxan 6yXuManbIiH X3n63pasp UnpaH
rapy upax 6a, aH3 TyxaWn uaawnaan 6ogoxoa, YMHWUIA ambaapaar ync
OpHbI TOITCOH aMbApax 3amyyAaTan xonbooTon 6ereen, Tap TOrTCOH apra
3aMyypn Hb YaMaur TOQOPXOWUIIOX Waapanararyi 6a Ta4raap LopbIH raHy,
apra 3amyyAa 6yw ragruir oMnrox 60nHo. H3 Hb XyBb XYHUI CITI3Mra3HA,
rapcaH TOM XyBbcrarn 6ereefi, YYHUIr Xap XyH LIYyBYYHbl TyXau TYYXT3aun
XapbLyymk 60nox IoM: Xxap eHreTan XyH WwyByyTan Taapangax Xypran, 6yx
XYH LWYBYYA Hb LlaraaH 6ancaH 6ereef, Tap TOITCOH OMNTONTLIF eepynexen,
H3r xap XyH WyByYy* n waapanaratan 6avcad. MuHun manaxaap, MoHrong

2. fApyyceliH ambapanaap ambapax Gytoy ‘slumming’ (s4yycblH OPOMIK FAAr Yraac rapantan) He 6apyyHbl
[yHA 3MHAAaHA xamaaparaax 3apyumM XYMyYCUiiH aaan sisaan xamk, Xenkux Byii OpHyyabIH ambapansiH
MalLl Jooryyp TYBLUMHI aMbaapaar XyMyyCuidr A0OTyyp Y33H , TaAHWUA ambapanaap Typ 3yyp ambapax
YANANWAT X3NA3T.

3. Bua Hap MoHronbiH YpuyyablH OBMANUAH Y33CraNaHrMiiH TaHxuma, SHA 6aiix TaHa Baix Buw. O
Bun 3aaean Yamrait MpHa (Here is Not There. Here You Always Bring with You) HapTaii LLiBeauitH
XYYXOUAH HIBTPYYIIWAH AyYyHbl HAp 6ereef, 3H3 Ayy Hb 3HZ BOMOH TAHA XOEPbIH sinraar 3aacaH yTratan
tom. (Fem myror &r fler an fyra elefanter)

4. 17-p 3yyHbl cyyn yeap, HeaepnanaplH WMHXWNTa3HWIA aHrn ABCTpanuiti 6apyyH xacar pyy asnax sisuaaa
Xap eHreTal XyH LyByyATai TaapcaH 6a Tap XypTan xap XyH LyByy epeecee Gaiaarryii rax yagar 6aiicaH
GaiiHa. OH3 Hb SIMap Har FOMbIr epeecee GOMONMXKIYIA FaX Y33X Hb AyTaraantai Tantan ragruir 6arancaH oM.




Xap XyH WyByyA 6arxryi 60MoBY, YNXTIN 3apaa, IMIITIN XYHTIN rIpnax
6onpgor nam °rax MaT — TyxaH XYHUI epPTOHLIMIAT y33X Y335 6a CoénbIH
TyXaun TOFTCOH CITrafira3HumM xA3raapnargman Tanyyabir ounryyncaH onoH
OJIOH XULUI3HYYAUNWT AypAaax 60Mnox oM.

OpuuH YeunH Banracyyabid QyHg HopHooc Capax Hb

MoHronyyyabiH ambAparnbiH Tyxal cauTap OMNroxbliH Tyng, 6u
YnaaH6aaTap XOTbIH r3p XOPOOsfbIH OPLUWH CYyr4MaTan spununara
XWX, r3Ipan 3ypar aBax 3amaap cyAarnk 3XarncaH tom. ManxanTtan Hb, rap
XOPOOSIIo0p SABXK, XYMYYCUMH XYYX3[ HaCHbI AYPCaMXyyAbIlr COHCOX 6amnx
fAiBUaA, Tap 6yra Hb MUHUI PUHNAHA YNcbiH XeNncuHK XoTbIH Jlaasacano
(Laajasalo) H3PT3aM X3CIArT OHrepyyricCaH Xyyxaz HachbIr caHarayyricaH oM.
Hamawr 1970-aag oHA TyxaliH AYYpIrT ecex 6anxan, XyMyyc UXaHxa33
amMbapaH cyyx 6aiwnHraa 6apbpaar, LLOPOOH 3amTai 6aricaH oM. DH3 Hb
XYYX3/, HACHbl MMHb AYPCaMXUMIAT CIPra3Cc3H Mall UX CITIaN Xe[enreceH
ABaan 6annaa. M3xa33, MMHMI X64eNCceH caTraraan Hb Jlaasacano ayypar
oA00 simap 60MoH XyBUpcaH Tyxai HOLTOM yxaapraap CONUrAcoH. X3A3H
apBaH XWUNUINH 6MHe, TyXalH AYYPar Hb LeMeHT3H 3aMmyyATau, XorbiH
ypramManryi uauapnaryyaran, HaraH XaBUNH GauluMHryyaramn® 60oncoH.

Ar agunxaH ynn ABLU Hb YNaaH6aaTap XOTbIH 6aA4yyabliH ambgapaar
Xxopoonnyyaaa siBaraax 6anraar xapx 6onox 6ereen T3Ara3pUNH UX3HX Hb
XsTag yncag yunaBapnaracaH maTepuanaap XMurgcaH 6onontom BapyyHbl
3arBapaap G6apuracaH 6anwmHryyaram, BapyyHbl Xan63pTan XorbiH
caBTal, XyyXAUWH Tan6am Hb AYYXXUH TOrMIOOMTOW, LIEMEHT3H 3aMTal. QHI
OyXHWUWTr xapaaa, Hagaa XxoépAayraap yxaapan TopceH 6a Tap Hb 6ugHun
Tepernx opHyyAbIH aMbApanbIr XA3raapnargmMman 6onoH yntrapran 6onoH
XyBupragar T34rasp YaHapyya XapX TaHucaH siBaan 6annaa. dH3 yun

AIBY Hb anb X3AMNH33 MoHrona axancaH 6anraa Hb 6ypyy 6a 6yx 3yun
©epuneraeHe racaH yr toMm. MoHronbiH XyBbA, 6011, 3H3 cTaHgap4ynax yun
AIBUbIH XO0épAayraap AaBasnraa oM. AXHUM gaBanraa Hb CounanusmbiH yeq
fAiBaracaH 6a ctaHpgapT Hb a3 Xaprasn 60MoH 3px Tarw 6ananbiH YHA3C

raXk y343r T3p Y331 Hb Maraarym ogoo sisargax 6anraa ywun sislaac unyy
3pPUYMMTIN GaricaH 6arx M3aH3.

5. bupg CaviHwanaag, HaraH wexe [laHsaHpaexaaruiiH ambapan 60noH TyyHuiA Bycryit xyH 60noH
capxagTai xon6ooToln XyBuWiiH y33n 6oAnbIH Tyxaln spbx 6aiTan, rapuitd 6ynaHa HaraH Y1MMaa rapy
6uoHuin sipuar TacangyyrncaH oM. [3pnas acaaraag xapTan, 61 xeepxeH aMbTHbIr Ofk XapcaH Gerees
TIp Hb TOM YMXTII 3apaa barcaH oM.

6. By rap XopoomnonsbIH rapan 3ypryyablH XamT, MAHWUI XYyXa4 HacHaac axI199/ 0A00r XyPTarX XyralaaHz
INaasiacanop rapcaH eepunenTyyauiH Tyxal @epuiiH X00moWroop sipbcaH 6uunarasc 6ypacaH 6yTasn
XWIAC3H. ByTaanuitH Hap Hb MuHuii BcceH BaiilumHraac (Of the House | Grew Up in) Gereep, aHa 6yTaan
Hb 2008 oHA siBaracaH Mowron: Oiinrou, 6onoH Terc EpTeHL y33CcranaHa TaBuUracaH oM.



fAaraap 3H3 O6yx3aH gaxuH (AaxuH) siBargaan 6anHaa? flaraag 6upa ‘xerkux
Oyi’ opHyyAad 3H3 Hb TUWAM 36B caHaa GuL r3ArMnAr Xanaxryn 6anraa
oM 637 flaraapn 6upa eepcaee 3H3 Hb 3B CaHaa OULL raArvMnr Xanaxrym
6ariHa B3? KOy Hb Gonoxryi 6airaa rom 63? JH3 GYXHUIT IPraLyynaH
6opox aBunaa 6u 3urmyHa baymaH, Ynpux bBek 6onoH BpyHo Jlatyp 33par
HUWraM cyarnaay HapbiH OyTa3nyyATan TaHunucaH 6ereepn, Tag ‘OpumnH
YeunH’ 7 XenknuiH Tyxan OWNronT Hb A3nxuia 6ok Gairaa yin asBanyyn
60NIOH XYMYYCUIT OMNrOXoA Waapanaratan apra 3am 6y ragruir eep
©0pPUNHXOOPO6 TOMBLEONOX MK OPoNacoH 6a, o400 6Ma 3H3 Tyxam axuH
eep Masiraap 600X, ©6pCANINHXOO 0400r XYPTAN aMbAapy MPC3H apra
3aMyyAblH TyXal acyynT acyyX X3partau oM.

BaymaH 3H3 6aiAnbIr LWMHXKIAH Y33XA33, -“LUMHI ePTOHLTIN HYYp
Tynaxag aytargapran cyn gopou 6amaan” Hb 3px Yagan 60noH yrnc Tep
XOEpbIr canraH Tycraapnax g33p TynryypnacaH rax tannéapnacaH 6anHa.
Bua Hap 3H3 XxOpBOO/ OpPLUMX apra 3amyyAblH AyTaraang opcoH bairaa
60510X00p 3H3 Hb GUAHMIT anAckIH 6araang 6annrax 6aHa. AHI apra
3aMyyAbIr 3acax 3XM3XMMAH eMHe, T3p apra 3aMyyA Hb 3BA3PC3H r3Arminr
OWNIoX XaparTau omé. Oepeep xanean, 6ua 3H3 BapyyHsl ctaHaapTaap
ambgpax 6ytoy OpuuH YeuriH masiraap ambapax Hb €c cypTaxyyHp,
HUNLIXIYWA, 9KONMOrMWH TIHLBIPTIN Ganaang Taapaxryym ragruir ounrox
écton. Mim masraap ypaaH xyrauaaraap ambapax 6onomxryin 6a xyH

6ONroHA 3H3 MasArblH aMmbApanaap aMbapax 60MoMXK ONAgoXryn oM. AHI
yxaaparn Hb GUAHUIA ambapax aMUH YyXarn X3p3arLaar YHIN3X YHINraar,
6upHun eepcauiiree 60noH GycabIr Xxapax y3/a3 eepUNex XaparTamr
XYJ193H 36BLUOOPCOH OMIrONTTON HUNNIX ECTOM 6a, A3NXUNA epPTeHL
eepyugergexrym 6anx 6onomxrym 6onoxoop 6mMa 0400 1 HAr 6yxan 60noH
xyBuprnaa. BaymaH Hb OpuMH yeunr angacTtan 3ymprnacaH bereea, Tapaap
6MunMxAa3: “OpYMH YEUNH raXK HIPNIrAA43ar 3H3 HUMAMAM Hb XYMYYCUWH
TOITONL0O0 Hb 3M33r, 6Me GMeH33c33 xamaapanTtan 6ereen HaraBapTan
cyypb TYNryyprym ragrmmr H33H OfiCHOOC YYC3H rapy UpC3H oM. DH3 ononTt
Hb YH3X33p Lo4MpAMooOp GancaH oM. QHI LoYpona Xapuy erex apra Hb
Tap Torronuoor 6atanraaran waapanaratan MeH HanaBapTan Tynryypram
6onroxbIH TyNA XY4MH YapMaunT raprax Mmepeezgen om.” °

BekuiH xanaxaaa, 6ugHuin Harpyraap OpuuH Yeunr Tann6apnaxag
X3parnaxa3 60nMcoH caHaaHyys 60NMOH OUAHWIA 3H3 ePTOHL, XYH TOPONXTOH
BONOH OyXui N OPLUINXYMNH XOOPOHALIH Xapurnuaar AaxuH ToMbEornoxop

7. OpuunH ye (MoaepH)Hb GuaHuin onnrox Gaviraaraap, Xenkun A43BLUMN GONOH TYYHWIA Tyxaix rarasapant
caHaa oM. OH3 YIWiiH BMHe eHIepCeH racaH yTraTaii (NOCTMOAEPHU3M) yrTBap Tasuag Y GugHun
XOTyyauiiH 60NoH eepcaniiH ambaparnaa 30X1MoH baliryynax apra 3am Hb epuynergeeryi oM.

8. 3. bayman: Wunran Llar Xyrauaa. Togopxon Byc Llar Xyrauaana Ambpax Hb (Liquid Times. Living In An
Age Of Uncertainty), 2007, xyyaac. 1-2, 26.

9. 3. baymaH: MNMoctmonepHuamuiiH Tyxai Yanyya (Intimations of Postmodernity), 1992, xyyaac. xi



X3parnax 6ainraa caHaaHyyabir Xoépayraap Op4mH Ye rax H3prnacaH oM.
Bek Tanin6apnaxpgaa, “TorTcoH Ainraraax YaHapyyn 60mnoH sinraaHyya Hb
pyTaraantan 6onmxk” XyBupaH, “yHOA3CTHUM TYYXUWH LIYTI3HYYA O0NOH
yJiC OPOH Hb XYMYYCUIH ambapan 6a XxyMyycuiH xapunuaar yampaax
6onomx 6anxryn” 605k, T3Ar33p Hb 6MA3HA Gapumxkaa oNnroxoo 60MbLCOH
‘3ax xs3raapryim’ oM LUMI caHargax 3H3 M3AP3MXK Hb LUMHI €PTOHLMUIAH ron
yyxarn y33raan oM. JH3 LWMHI33P YYCCIH Hexuen Gananyyaaac wantraanaH,
“XYMYYC Xyy4Hbl HanaBapTanh OMNronTyyAblH YNA3TANYYAUAH AYHA
33P3ry3H opLIMXbIH TN 6epCAUNHXee COHUpxXon 6onoH AoToon
Xapunuaar LWKMH33P TOLOPXOMUIIOX X3P3rTan 6ok 6anHa.” 1°

JlaTyp Hb GMAHUIAT X3333 4 OPYMH YeurH Ganx y333ryn 6a 6ua Hap
3Yra3p N OpYMH YEUWH TyXxau caHaaH[ XeTneraceH rax y3caH 6anaar.
BuaHui ogoorninH ambpapy 6anraa 6ananbIr TannéapnaxbiH Tyna, 6un
a-MoAepH OM Yy aHTU-MOAEPH F3X MIT X3Nnaryyaunr Xaparnax 60mnox oM.
INatyp 6oanoop, opuMH YEUIH TyXan OUNronT Hb XyH GONOH 37 IOMC XO0€pbIr
6a Ganranb-coén xoépbIr Tycraapnax 60roMKTON r3C3H AYTH3NTIHA XYpY
6aiHa. QH3 AYrH3ANT Hb 3PraH TOUPHOO 3PC TIC apra 3amaap eepunex
60NoMXKTOM GONrocoH 6a 3H3 YUNA3M Hb XYMYYCUWAH Xapunuaar eepummk
Gairaa rax onnrorgoxoopryn 6ainaa. OpumH yeuiH-eMHeX (npe-moaepH)
COEnA, FOMCbIH XOOPOHAOX Xapuiuaar Mall HOLTOMroop XYNa3H aBYy y3A3r
6ancaH 6onoxoop, A33p AypACaH ©6pUNeNnTYYAUNT XMNXUNT 30BLUOOPOXIYH
6aiix 6aricaH oM. JlaTyp 6uaHUIT XyH GONOH 34 IOMCbIH YaHapyyA 6onoH
©6p XOOPOHA00 XON6G00TON XONIMMOT CYIMKI3HYYAUWT XaMapcaH Hexuena
amMbApaxbIr caHan 60nrocoH. AH3 XOOPOHA00 XON600TON BYXNNINH
Hexuena, 6uaHuM rMc GONOH Y33raAnuir Tyc Tycag Hb canrax apra samyya
Hb AaHAaa ync TepXXCeH ynnaan 6anpar. H3 rOMC GONOH y33ranuur
Tycraapnax yunaan Hb 6o40nryr yungaan M3t 60MnoBy, 3H3 Hb amMmbApaxap,
Mall X3p3rTan 6ereepn faraag raBan 6yx OMHbI YYpbIr ONIOX XK GaiHra
acyynT acyyx Hb Mall TyYB3rTan 6aitk 6onox tom. 2 Jllatyp 6Mumxnas, aH3
efep TYTMbIH aMbApanbiH TyXan HYA3HA YN Y33rA3X ‘3C3apryyuanryin’ YyaHap
Hb ‘OMAHMIA ambApanbIH Xap xanpuar’ 6a Tap xalpurbiH 4OTOPX aryynra
Hb ‘ocon’ 6oMnCHbI Aapaax XypTan M343rA3Xryn oM. Tapaap xanaxaas, oua
MX3HXA33 Xap xavpuarran 6anaar 6a 6ua eepee eepcaaee xap xanpuar
BONOX X3P3rTan raxaa’s.

©epeep x3anNBas, ePTOHUUNH TOFTONLOOHA UTF3X Hb BUAHUNWT TOXb TyXTan
amMbApaxap Wwaapanaratan XxamruiH YHACOH X3paruas oM. bua Hap Har

10. VY. bek: KocmononutaH Y3san (Cosmopolitan Vision), 2006, xyyaac. 8

11. Haraap roxasp opuvH ye Hb ByTaluryit YaHapTan oM.

12. B. Natyp: bua Xa325 4 OpunH Yewniin baitx Ysaaryit (We Have Never Been Modern) , xyyaac. 10-12
13. B. Natyp: Baiiranuith Ync Tep (Politiques de la Nature), 1999, xyynac. 87



efep apaun eep TOrToNLOOHA UTF3X Hb OUIITOMXKTOW FOM. SiMap H3raH Tom
©6pUNenTrynraap, simap HaraH yxamcapnan 6anMxrymraap. bug Hap 3eBxeH
SIMap Har 1M axunnaxaa 6onuxop n 6vMa Hap T3P FOMbIT OPLUMXK GaNCHbIT
aH3aappar 6ereep, 6ua TOrTONLOOHA UTFAX 66PCAUNH Xapurilaar LWMHI3P
TOXMPYYynax X3ap3rTan 60MHO r3grunur onnroHo. Tum 6onoxoop, opUnH
YeurH Tyxam ounronTyyabiH CYMPC3H 6anracyyablH AyHA, Oua Hap canH
caixaH ambAparn rax Ky ragruir JaxvH xap y3ax, T3p ambapanbIr 6yTasH
Ganryynax xaparTamur omnrooa 30rcoxrym sir ogoo s HOMPHOOC C3PXK, XUNX
uar MPC3H r3ArMnr MeH Xarax X3parTam oM.

9pc Tac Nynuap Byc EpteHuy gax A3 Xapran

Bu 3H3 eryynnuir 6uunx 6anxan, TenesBm3a3p AINXMAH XaMIMiH a3
Xaprantan XyMYYCUWH cyaanraaHbl Tyxaun spununara 6omxk 6annaa. Har
Tepreep Hb PUHAAHA YIC HIFAYrI3PT OpX Gaixaa, eep HAr Teprneep Hb
3yprapyraap 6aiipaHp ByTtan', LLiBeiuap 60noH ABCTpU yNCbIH gapaa opx
GariHa. QH3 cypanraaHa, 3AUMWAH 3aCrUH XYYMH Yaparn, HUMrMUIAH 3pX Tarw
Gariaan 33par Xy4uH 3ynUnyyAalaac ragHa 6ue 6MeHA?s UTrax YaaBapbir 6ac
a3 xaprantan 6ananbIr Togopxomnnoxoa opyyrncax 6aiHa. buag eepcaninH
XYP33Nn3H 6y xymyycp 60f0H HAAFMUIAH TOTTOMNLIOOHA UTI3X YaaBap carH
6anx Tycam, 6upa as xaprantau 6angar raxaa. PuH4Yyya, 6up eepcauiiree

CITrANIMMAH TIHX33T3N, YHIHY XYMYYC rax y3aar. bug meH 6ue 6meHpas
MUTraxAaa3 caH. W3 UcnaHavyyaTam TecTan 6ereea, cnaHp Hb X3A3H
XXUIIMAH ©MHOe MOH 3H3 cyAanraaHbl Harayralap 6anpbIr 3335k 6ancaH
oM. UcnaHpg 60noH UHNAHA YIC XOEP X3A3H XUMUAH OMHO, A3NXUNH
XaMruiH 6ara x3an xaxyynsTai yncbiH 6aipbIr xaMTaaa 333k 6ancax.
OH3 Hb Hagaa ‘“YMHUI MIOIXTYN 3YNI YaMaulr 30BOOX Yagaxryn’ ragar
HIr3H Xyy4Hbl YTMWAr caHargyyricaH oM. flaaxaaa, Tap Yama M3asarasaxrym
3y1n eepee rapy upax xyptan...latan rap UcnaHpguyyn, [3NXUAH XaMrMiH
a3 xaprantau, 6Me 6GMeHA33 UTI3r4y XyMyycCTal YIic OPOH Hb OA00 3AUNH
3acrMH Mall XyYHA X3uyy XyHA 6arvaang opx, anb X3AUMWHI3 ©epUneraceH
O3NXUMAL OpLUMX apra 3amaa angacaH mMaT 6araang opcoH 6airaa. '°
DUHNAHAYYYAbLIH 6Me GMeHA33 UTrax YaaBap Hb casixaH 6yypcaH 6onoBy
apan n UcnaHayvyyabiHX WWr 4OOp TYBLUWHA OPOOTYM.

14. ByTaH ync Hb HUIArMUinH 6oanoroo YHA3CHUI ByTaaraaxyyH Yiinasapnan Aasp 6uw YHaacHuin A3
YKapranbit [lyHaax 433p ronynoH sisyynaar. http://www.grossnationalhappiness.com/

15. OAWiiH 3acruiiH XyHA, 6aiiaana OpcoH 3H3 HEXLeN Hb 3epar Heneer 6uin 6GonrocoH GaiHa. XKuLaa He,
Mac[oxangc 6onoH Byprep KuHr 33par xypZaH X0OIHbl CYIKI3HWIH KOMMaHuy eHAep 3apanaac
wanTtraanad MicnaHaaa yin axunnaraaraa 3orcoocoH 6004, Micnanauyyn 6yyx erexryiraap Lniaax
©6pCANIH XOOS YHAHbI X3P3rLI9ar XaHraxblH Tyra aXunax sXancaH GanHa.



OH3 MaTuiH cyaanraaHg MoHron ync asaryyp 6anpaHg opaorrym.
MoHron ync Hb 3AUINH 3acrMiH Y3YYNanTaap HUMN33H A0OryypT opaor 6a
XaMIrMiH UX X335 XaxyyrnbTalh OpHYYAbIH XarcaanTtaHa A3aryyp sorcaor
6a'®, aH3 6yrasac 6uAa Yy omk Maaax 6onomxkTon 6aHa B3? YnaaHb6aatap
60m10H MOHronbIH XWXUI XOTYyAbIH ryaamxkaap anxax 6anxan, ropbgon
TacapcaH M3gp3Mx TepHa. MoHrona yaaaH xyrawuaa eHrepeecHui gapaa
3H3 OMNronThIH LlaaHa rapax 6a XyMyyCUINH C3TrafMIMH TIHX33 GONOH
O3NKUH 6aranaac 6ua cyp4 6onox oM rax 6u 6ogaor oM.

YYH33cC ragHa, HYYA3/14YHUMNA COENbIH XYBUWH 34 XOTLLUIITON X0n6ooTomn
ynamxnanyyaaac aypaaxag— 6ara 3 xorwmnTton 6anx TycMaa Hyyxaa
amMapxaH, XapB33 Har 6arax apBaH siH3bIH 30pUNroop awurnax 6omnox 6on
raHuxaH 3opunroop awmrnax 6onpor 6araxHaac unyy 6amx TaapHa rax maTt
—6up ambapax OnoH sIH3bIH YAH XaTaH Tanyynaac cypy 6ornox oM. fiMap Har
CaWH 3axupaxbiH TyNnf TOAOPXOoN Byc 6aManbIr XynasaH 30BLUIEOPeX, LMHI3P
OYT33X rax sapaxaacaa eMHe 0y 6anraaraa cantap xapx y33x 60MnoH oMbIr
yyunaH, MapTax Xuix 6anraa aynnas yprarpknyynax yaaBapyyabir JaxvH
C3praaBan siacaH oM B3? bua 3H3 3axmpax 60MoMKIyn HOXLTMIT Aax
XYI33H aBy cypax B3?

XopBoO epTeHL Hb rynuaa 6yc oM. BugHuii raHy Yapgax oM Hb TIp
rynuag 6umw, Togopxomn 6yc 6angantan 30XML0X, TYYHUIT aMbapax apra
3am Gonrox tom. 7 By yyHUIAr AapaHryinnary 3acruiH raspyyaan ayprangaa,
OpPUUH YEUNH 6MHeX YEeUNH aMbAparnbIr caHaranscaHgaa 6uumx 6anraa
6uw 6ereepn, aMmbApanbIr CITr3MIMMAH TIHX33ra3pP33 6oNoH A3NkuH 6angnaa
XapranaH Tyyrk 6anraa XxyMyycumr XyHA3nc3HA33 bnunx bairaa rom.
MwuHuin 6oanoop, MoHron Hb ©6PUIH rIC3H OPLUMX apra 3ambIr 6Mit 60NroH
XOrKYYIncaH 6ereen, 6u TyyHuir ‘MoHronbIH A3NKUH 6anpan’ rax Hapnae.
OH3 Hb aMmbAparblH XOMCAOoNTOM Tan 60noH 3ambapaarymaanTan 30XMLIOX
apra 3am om's.

[33p AypAcaH TeneBu33ap rapy 6aicaH a3 xapranbiH cyaanraa Hb
XYMYYCUIH XOOPOHAbIH HUNTMUWH XapurlaaHbl Tyxan spuaHbl 3438
PYY OpPCOH oM. JH3 Tanaap, PUHNAHAYYYA TUAM cailH 6uw. Maxa33,
DUHNAHAYYYA 66pUIH ra3p 6ynascaa unyy Han3 HapTaa Hanpaar rax
XarcaanTbIr TIpryymkaa. bua Hap Har ruwyyHTam rap 6ynuiH Tooroopoo
6ac TapryyncaH 6arHa. XencuHK XoTbIH OPLUMH cyyryablH 60% raHuaapaa
ambgapaar oM. QH3 6apuMTyyabIr MOHFOMbIH X343H XULLI3TIN

16. Transparency International HapTait Gaiiryynnaruitk sisyynaar Xaan Xaxyynsran OpHyyablH Y3yynanTtuiH
>KarcaanT. http://www.transparency.org/policy_research/surveys_indices/cpi/2010/results

17. 2009 oHbl PotTepaamblH Ypar bapunrayaeiH HaantTan Xot bueHHanbiH ypua He: Tom Teneeneree
Byy 3oxvo! Tenesneree Hb xkur 6aiix oM yy, 4OOTYYp 30pUIro TaBMHA rACaH yr 6uil 6a Tenesneree Hb
eepuneraex 6onomxTon Gereep aucuitH 6yc Gaiix racaH yTraTaii oM.

18. OHa apra 3am Hb J3nxuiH eep 6ycan opHyyaaz Gaiaar Gax maragryii oM, raxaaa 6ua aHa apra 3ambir
MoHrong aHsaapcaH oM.



xapbLyynaxag, X3A3H XUNMiH eMHe ABCTPUIH ypaH 6apunrad Mankn
®DIOPCT Hb FAP XOPOONONA OYUH XYMYyca3ac: “Ta Hap raHuaapaa YuMaarym
Gaix 6onox epeeTarn 6onmMoop 6arHa yy” "°rax acyyxa3.” QH3 caHaar
XYMYYC Hb XO&pAMOn yTraTan XynaaH aBcaH. Yumaaryi 6araan Hb xenee
Tan HyTarT amMmbApax caHaaTawn xon6ooTon 6a — rap Xopoorsosn Hb UX
wyyrnaHtam 6anpar — raxaaa raHuyaapaa opLumx 6amansir sax 6um 6onrox
B3, TaraaA simap 3opunroop 6yTaax éctoun Ba?

YyHun agunaap, MoHronbiH ypaH 6apunray C. CapranaH 6ua3Ha aepBeH
ann 6arraax XacblH X35063pTaM WNHI GaNLUNHIbIH 3yPruvr y3yynaxaa, oug
TYYH33C faraap Tycgaa epeeHyyn 6orroH xyBaaraary Tyxaur acyynaa.
Tapaap, MoHronyyya rapT ambAaapaar Wur ambapax Tanéantan 6anx gypran
raXk xapuyncad oM. Q44 6uaHuM Tycraapnaraman OpoH 3aM, ©9pUH r3C3H
OPOH 3aMrTan 6anlxbIr XKMHX3IH3 IPX Yeree rax y3aar bapyyHsl masrbiH
C3Tranraarasp 6oaoxoa caHaa UX 30BOXOOP. AHI XaNG3puUiiH TycraapnanT,
canaHrug 6anpgan, 6ueTyyaMinH XOOpoOHOOX OPOH 3auraac wanTtraanaH
6ugHuIAr a3 xxaprantaun 6arxaac 3annyynaang 6avraa oM 6vw yy? Puyapg
CeHHeTT OpYUH Ye3a3c 60K XyBMAH OPOH 3alr Tycraapnax yunanumr
LWYYMXKUIC3H bereen 6ua eepcaninHXee OpoH 3anr 3axXmupy, aloynrym
6anpganpg 6annrax 6arnraa Ho GUOAHUIAT MOHXUAH ©CBep HacaHg 6annrax
Gairaa oM rax y3x33. YH3HY, 30pUITON XyYH 60K 6Ccex TOM 60/10XbIH
TYyna, 6uasHa 6ycan XyMyycTan XamT 6ank, TAaHUXTYM XYMYYCT3l yyn3ax,
M3[A3XTY1 Y33rAnyyATIN Tynax XaparTan oM. BuasHa HUNTUIAH XKUHX3IHI
OPOH 3aK X3parTan 6a T3P OpoH 3anr 6ua 3axmpy, COHrox 6onomxrym 6amx

écrton.

OH3 HUINrMUMAH XapuLaaHbl 3axMpax 60MoOMXIryn 6ananbiH UNP3NUAT
KaTtpuH XopHekuitH XapBaa YpaH bapunra fpbx Yapaar Bancax 6on
H3pPTaN 6YT33NA33 opyyricaH HAraH MoHronbIH yric Tepy — pyy Hanparyran
XMWAC3H sipMnunaraac xapx y3ax 6onHo.?!' Tap ync tepy — spyy Haupary Hb
rap xopoornong eepuiHxee 6alluMHIUIH A33pP, OPOH CyyLaHa ambAapaar
XYYXAYYAA33 3opuynad MoHron ynamxnanbIr xagranaxbiH Tyng rap
GapbcaH 6arnaa. Tapaap rapuiH gyryn xanb6ap Hb Xymyycuir 6ue
OueHMINX33 HYYp JNYy Xapax waappnaratan 6onrogor, H3r epeeHp Gawraa
yuump 6ue 6GMeH33C33 3aUNCcXunX apraryn bonrogor 6a xymyycumr xyBua
XM43343r Myy caHaaTan 60noxooc CIPruinAar rax MaTaap rapt ambapax
Hb XYMYYCUIH XapunuaaHa XapXxaH Hereenaer Tanaap ux ypHaap 6uasHa
ApbcaH oM. TYYHUI XaxyyA 3XH3P Hb HII J1 3Pran3caH AH3Tah YMMIIrym
cyyx 6annaa. Tapaap ypT spuaraa “ApauunnbliH Xyynb 6on 6anranuimH

19. Maiikn ®opcTbiH Yumaaryin ©pee Tecen GyTaanuiir 9H3 xaBnanuinH 96—103 xyyaacHaac yHLIMHa.

20. P. CeHHeTtT: 3ambapaaryngnuiir Almrnax Apra 3amyya (The Uses of Disorder. Personal Identity and
City Life), 1970, xyynac. 27-49.

21. 3Ha xaBnanuitd 90-95 xyyaacHaac yHLIWHa Yy.



Xyynb 6ereeq XymMyycuiH 4erneeTain asnax Hb Mall yyxan oM. XyMmyyc Hb
YeneeT 3ax 333NIT3N rasap pyy fiBax 6onHo” raaraap gyycraag, 3XH3pa3
xaxyypaa 6anxrymn 6anraar aHsaapcaH 61Mnaa. '3Tan TYYHUIA 3XH3P Hb
XYBUIH 3pX Yereeree 3aNnaxXuiH Tyna eep epeeH opX OACOHLIr 6aTancaH.

©epuiH ambapax epeeTar 6anxbIH TyxaW OfIoOH 3yWI X3k 6onox 6ereea
— ©OPUIH r3C3H GanlMHTaN, XanyyH ycTan, Laxurnraaitan 60noH Myy YCHbI
XOONIOMTOW — MallMHTaN, HOFOOH LI3LIdPNarTan, xawaartan 6anxag fagar rom
63— rax MaT 3X3HA33 UX FAMIYM MITI3P IXN33A, Aapaa Hb Wan OHA00 3y
6onoH xyBuppaar.

HyyaanuyHun Coén 6a XoTbiH Hyyaanumng

LOasapunan 6050H XYMYYCUINH YeneeTal aanax Yyagsap ecex 6ainraa
TyXan pbX 3XN3X34, HYYAINMYHUIA TyXan OUNronT XaMmTAaa rapy UpHa.
OH3 oMNronTyya Hb yAaaH xyrauaaHbl TypLl XOOPOHA00 TaapaMXrym
IOM Yy 3CB3J1 30pUMNA66HTIN MIT OMNroraoX UpPcaH. UXaHX HUNrMUMH
TOFTONLOOHA, YUNABIPXKUIT G0MOH XOTXUNT Hb CyypblUMan ambapantan
XYMYYCUIT asinaxbIH ron wanTtraaH 6oncoH 6ereep TYyH33C 6MHe
cyypblIMan aMmbApan Hb CO&n UPraHWuA rax omnrorgnor 6annaa. Coén
MPr3HLLUI Hb XOTOXCOH, TEXHUK TEXHONOIMTON Xon6ooTon 6a ranaac WMH3
TEXHONMOIMMH OFIOH, XYPAH33C MHTEPHETUINT GUI1 GONroX, XYH TOPONXTOHUNT
XONKNUIH AapaaruiH yen raprax UPCcaH racaH HUMATNAr onnronT 6anaar.
XyBbCrnbIH OHONM Hb, 6UA 3PTHUI 33PNITLUCIH Ye3C aMbAbIl Cyprax, Xxeee
ax axyw 6uin 6onrox 3amaap Xenrkux A3BLUC3H I3X y343r 6a cyypbLiman
XONKUNT3N HUATMUIH TOTTONILLOOTON XapbLyynaxaa, HyYYA3I4YHUA ambapan
Hb XerKeeryi Har xeaneHryn 6avaangaa Gairaa ragar. 22
1884 oHp Ppenepux AHrenbc GUUMXAII:

L3nXuiH 3yyH TarnblH 66eM6epLeruiH XacarT, 33pnarwinuiii AyHa ye

Hb Max CYYr awurnaxbIH TyNng ambsTAbIr FPLUYYITK 3X3N1C3H Gereen,

3H3 YEeUWH Cyyn XYpPTar XYHCHUIA HOroo Tapua ypryyrx 3xmnaarymn

6ariHa. AMBTAbIT r3PLUYYYII3H, UX TOOroop ecreceH Hb Aapu 60noH

CemUTYYA HapbIH 33pNaryyaaac Anrargax sinraa 6oncoH 6anHa.?

1946 oHa, ApHonp ToHG6M eepuiiH Tyyxuir Cyanaxyi 6yTaanaaa,

HYYA3M4YAUNT ‘XeaenireeHryi coén UpraHwum’-g xamaapyyJricaH 6a eepeep
X3MB3S MAHIaH XWUMUIH TYpLU HITr Ye WaTaHAaa 3erum LWoproosiK Wur
XOrKeeryi OpLICOH 3K Y3C3H 6aiHa. QHrenbCUAH HYYAINMYAUAH TyXaun
3H3 TOITCOH Y331 60405 Hb YH3MLWWUATIN M3T 60OMoBY, Xopbayraap 3yyHbl

22. [1. Cuuindp: Tonrouryid Tep, OpTHui Tortonuoo, YpruiiH Huiiram 6onoH Asuiti Hyyaanuauink Tyxait Bypyy
OwnronTyya, (The Headless State, Aristocratic Orders, Kinship Society, and Misinterpretations of
Nomadic Inner Asia), 2007, xyyaac. 121.

23. ®. QHrenbe Hb CHUMUIH ByTaaNa X3parnaracaH He (2007), xyyaac.122.



XYH cyAnanbiH yXaaH Hb HYYA3M4YHUIA COEn XyMyyc TapyMa HOroo ypryyrx
3XJI3XI3C OMHOX Y33ra3an 6uw 6ereen TYYH33C XOWULL 66PUNAH X3IN63P3ap
XOrKCeH apra 3am ragruir 6arancad ragruir JaBug CHund 6uwkaa.
XoTop 6onoH xefeea cyypbLUMX HYYAINYAMUWAH TyXal cypgancaH, Asu
cyanan 60MoH HUArMUIAH XYH cyananbIiH Yurnanalsp axunnagar KaponanH
Xamnpuc, OeBug CHund, JIn HapaHroa 6onoH One BpyyH 33par cyanaauvg
Hb XYMYYCWUWH aMbAparnbiH Xan63p Hb eep4yneraceH 4 MoHronbiH opinxym
Hb HYYA3NYHUI COENOOP aMbCrangar XxaBaapaa 6anHa.?> Xamnpuc 6omnoH
CHuIc Hap Hb XOTXKUNTbIH YN SIBL, GONOH XOTXUNT XOEPbIr XOOPOHA Hb
canaHrug aBu y3334:
XOT Hb ©6epUIH XYP33NaxX ux Tanbana Heneeree y3yynaar 6ereepn
XOTXKWUINTbIH TEXHONIOTUIH A3BLUMI GONMOH M3PraKC3IH MIANITUMH ad
XOnG0oranooc XeAeeHU OPLUMH CYYryna TYYH33C 333M43H X3P3arnagar
6arHa. Tum 60110X00pP, XOTXKUNT Hb X6466HMIA XYH aM pyy Tapxax,
XOTbIH 3AUWAH 3aCrMH 6anMAanbiH AOPOW X3ICIr Hb Tycraapnargman
6anpang opXx, COén Hb XOTXKUNTbLIH YN AIBUbIH 3cpar 6araang opHo.?

HapaHroa 6onoH BpyyH Hap Hb MOHronbIH xeAeernnH ambgpanbiH
TYYXWIAT AOPBOH LuaTaHp, XyBaacaH; Harayraap wat He MoHronuyyn
©epCcAuIH 3axupraaH Aopx YerneeTan asnary, xoépayraapx Hb byaabiH
LWALNH HAAFMUIAT 3aXMpPCaH Xe[ee-IalluH XOCOSNICOH LaT, rypaBayraapx

Hb KOMMyHU3MbIH 3axupraaHpg 6aicaH wat oM. Ogoo MoHron ync Hb
XOT-X6[300 XOEPbIr TycraapracaH, “xoTbiH 60JIOH X6406HWUI UPraj Hb
XOToA TOBT3W 3NMUTYYA, OFIOH YICbIH Ganryynnaryyn 605noH 3ax 3335MnH
TOrTONL00 33pryyal3ap 3axupyynaar’ aepeBayralspx waraHgaa opx 6anraa
OM FaX Y3)K33.%” XOT Xxeee X0ép Hb canwryn yangaaran 6ereea, xymyyc
X6[66 XOT XOEPbIH XOOpPOHA 6anHra ABx 6anaar. XoT pyy HYYC3H Hb
cyypbLUMan ambApanTtan 605HO racaH yr 6uw oM. Xymyyc ofilHoOpoo XOT
PYY HYYX MpX, MOH xeaee pyy 6anHra sisaar. “MoHron xot Hb XeAeeruiH
ambaparnblH TOMpor 60M0H XyBUpPY, X6466 A33p TynryypracaH 3aunH
3aCruiiH 30XMOH GaWryynanTtran 6ypanaaxyyH Xacar 60ncoH”?

24. [. Cnind (2007), xyyaac. 122.

25. O. bpyyH & J1. HapaHroa [XaHaH ToxuHyyncaH] : Xegeereec XoT pyy. Xeserd Xasraapyya, MoHronbiH
XepeeHuit 6onoH XoTtblH AMbapanyya, (Mongols. From Country to City. Floating Boundaries, Pastoralism
and City Life in the Mongol Lands) 2008, xyyaac. 2—-8

26. KaponaiiH Xamnpuc & Jesug CHuid: HyyasnuHuii Coénbi Tercren MpcaH yy? [oTtoon A3uiH Huiram,
Tep 6onoH XypaanaH byit OpunH (The End of Nomadism? Society, State and the Environment in Inner
Asia), 1999, O. BpyyH & J1. HapaHroarbiH 6yT3ana aypaaracaH (2008), xyyaac. 7-8.

27. O. bpyyH & J1. HapaHroa (2008), xyynac.6.
28. O. bpyyH & J1. HapaHroa (2008), xyynac.6.



Xunnec Oeneys Hyya3an4yHuit Tyxan Teceennuir MoHronbiH “ganHbl
mawuH” (EBponbiH AOBTONMOOH) Hb CyypbLUMar ambApanTtan Tocrog
pyy AanpcaH yunanaac caHaa aB4 buin 6onrocoH. “Apxenorung 6masHa
X3naxA33, HYYANUAH COEN Hb 3Yraap HIr ambapax apra 3am 6y, 3H3 Hb
apan siBgarn, cyypbluMan ambapanTtan XyMYYCUMUT ranxang opyyricaH ragHbl
ypunra rax y3caH.” HyyasnuHuin caTranraatan 6anHa ragar Hb TOrTCoH
HUIArMUIAH TOFTONLLOOHOOC ragyyp, Xxarac xaMaaparnrtaWn, Xxarac 3axupraaran
OpLUMH aMbApaxbIr X35H3. [leney3 ypramknyynaH, 3H3 Xan63puinH
HYYA3MYHUM CITI3Mra3 Hb OPOH 3aijl YeNeeTan asanaxbIr Xanaarym
Gereepn, TYyX33ac xapXx 6anxaa HyyAanuua Hb Llaraavypaac eep 6ananaap
XeAenreeHp opAaor rax y3caH. Hyyasnuua Hb eepcauiiH 6anraa 6avipnangaa
6anxbIH TyNnA HYYA3N4UH GONCOH oM. 2

MapraawuiH Uauapnart Xotyyq

asap 3yun4, aHTpononoruy flaBug Xapeu Hb MNopbanoruintH OpoH 3anHyya
HOMbIHXOO CYYnA, OMAHUN YeuH dnuana HIPTIN Terc epTeHLMNr
TaHunuyyncaH. Tapaap eryynaxaaa, d6esep Xosapa 1888 oHa BannamuruinH
OHrepcHur CaHax Hb 30XMONbIT YHLWAaA, iaX 3H3 epPTOHLUNAr CaH canxaH
Gonrox Tyxan caHaaHaac ypaMLwuH, JIOHAOHIMAH ryaaMXXUHA rapx 3praH
TOMPHOO XapcaH 6aiHa. Tapaap 30BMOHT aMmbApanbIr XapcaHgaa ol Hb
rytax — 10 xunuiH aapaa MapraawwuiH Lauapnart XoTyya-bir 6GU4caH
6ereen 3H3 Hb LiaLapnart XoTblH Xe[enreeHnnr axnyyncaH. YYHTan
agunaap, XapBu Hb BanTuMop XOTbIH ryaaMmXuHA rap4y 3praH TOMpHOO
Xapaaj MeH C3Trang Hb TaanaracaHryi. Tapaap Terc epTeHUMiH Tyxam 6yx
N caHaaHyyA Hb MyYy IaXk epeHxunaee ounroraaor 6onoe.y, ‘TaHa Amap
4y CoHronT Banxryit’ *rax onnronTbiH 3CP3r TIMU3XUIWH Tyna, 6uasHa
MP33AYMH Tyxan A3BLWIMATTIN caHaaHyyA 3asiry XxaparTan oM. Tapaap
61unxaa3, “OnoH XUNUNH eMHe DUHLLUTEH 6uA3HA, OPOH 3aK GONoH uar
Xyrauaa XoépbIr yTra yuympranraap canrax 60nomMxryi...xapBa3 OpoH 3an
Xyrauaa xoép Hb HUArMUWH GYT33rA3XYYH raX y3B3Jl...0pOH 3au 60SOH uar
Xyrauaar YWnaBaprnax YWn Bl Hb TOIC epTOHLMINH caHaaHyyAbIr XaMTpaH
opyynax éctoi. Xalryyrnb Hb 3X35C3H 6a TuiM 6onoxoop, 6u yyHunr
‘36PUUNA66HTIN Terc epTeHL’ rax Hapnae®'.”

Terc epToHLMIH TyXan CITrANra3 Hb YXC3H raX onnrorgox 6anraar
XapBu acyyaan rax y3caH 6ereef a3H3 Hb XYMYYCUIT TOQOPXOW YN A33p

29. X. Oeneys: Pensée Nomade Hb Nietzsche aujourd’hui 10/18, 1973.

30. A. MuHToH: Tan6aiiH 3axupraa. 21-p 3yyHbl XoTblH A3 Xapran 6onoH Aiigac (Fear and Happiness in the
twenty-first century city), 2009, xyyaac. 9

31. [. Xapsw: MopbanoruitH Opox 3aiiHyya, 2000, xyyaac. 182



TOITOXIYW, 3LUCUIH YP AYHA XYP3INTyi OMCbIT YNA33X34 XYpPraaar. fimap
H3r3H A3BLUMATTIN cCaHaar aXus X3apar 60MroxbIH TynA, 3UCUWAH YP AYH
Oytoy Tercrenuir 6oa0x oponuyynax xaparran. Ogoo xunx écTon ynnaan
Hb, ©©pPO6p X3nBan, GUAHUIA 0J00rMIH 60MoMXKyyA GONMOH XYH TOPeNXTeHU!
T3rw 6ML razap3ynH XenkfMinH 6anAanbIr xapransaH y33xX, uar xyrauaa —
OpPOH 3all Aaxb TOrc epTeHUMINH Tyxal y3nuiur 6umn 6onrox om. 3

Bu YnaaH6aaTapbIH rap Xopoonnoop ofioH yaaa anxarncaH 6onoBY 6u
30BMOHT aMbApanbIr XapX AypPry MUHb Xypaarym 6unaa. XymyycuimnH
XOOpPOHAbLIH X0nbooc, yxaapan 60noH 6yTa3ny 33par YaHapyyAblH xapaag,
MWHUI ropbASIoro AaxmH aMb OPCOH 61N33. N3P XOPOONIIbIH L3L3PMAryTan
Yp 60MOH YpCNaruH Tyxam X343H Laraap sipux yegas, TITraBapT rapcaH
oW Xxamraanar4yvMuH eepuiNH rapaap XMMCcaH HYYPCHWUI yraapaac xamraanax
TOBWUIH XanaanTblH CUCTEMUIT XapX ranMxax 6arnxgaa, 6u 3H3 apmansnyya
Hb OPYMH Ye3C YpraH rapy MPC3H raXx Xarmk 60Mox 4 — 3H3 XyMyyc
OyraMnr Hb ©epcAee XMNCHIIPII Anraaram M. IHI3 XYMYYC Hb ©epcaee
GaiWwnHraa 6apbx, LIBLUIPNIIT33 YPCNaraa cyynracHaapaa Toocro 60nroHbl
Tenee, ypcrnar 60nroHbl Teree caHaa 30BHO. DAraap 6yx 3yMnc Hb 3H3
XYMYYCT eepcaef Hb M3A3rA3XIYN XyBUWH LUMHXK TOPXUNH X3C3r MITIIP,
cTaHAapTynargcaH eepcauiiH TOAOPXOMION M3T33p erergeeryi M.

[ap yTacTtan, HapHbl UNY33P aXUnnardy XxaBTHyyATal, aHTEHHTan
X6eAeerunH HyYyAanyAas3ac ragHa YnaaH6aaTapblH 3aXblH XOPOOSONA WWHI

MasirbiH aMmbapan 61t 605ICHbIrN XapX 60MHO. Xarac-HyyAanyHUN Xan63pTan
rap xopoosnnyya Hb YnaaH6aaTtapbIr TOMPCOH AaBaaraap AyypaH 6anpnacaH
Ganix 6a 6apunra 6apux ynamxnanrymraacad 60nCcoH oM Yy eHaep
GalWMHryyn Hb Xapaxapg ypam xyrapmaap 6aicaH oM. KasakctaHbl AcTaHa
XOTbIH OPLUMH CYYr4vA Hb LUMH3 GarUMHIMIAH Tecnyyaunur TuTaHukK 60omnoH
Kypck rax Hapnaxa3.** MoHronyyya XoTblIHX00 XaMrMiH eHaep GaluHbIr
HIr Tangaa 6eHAarepTan 6onoxoop Hb XKXupamcaH Bycryi rax Hapnagar 6a,
OpocyyablH 6apbcaH 6aMWMHIYyA Hb 3aX 333N UX X3paruaaTan 6angar.
Maxa33, xymyyc rasap A33p 6apbcaH 60M0OH L3B3p araapTan rax MaT
wanTraaHyyaaac 6omk rap xopoosnong aMbapax COHUPXOnToun Ganaar.
XyHui rapaap 6yT33Cc3H HOrooH Ganryynamxyya Hb MoHronbiH XyBbJ,
30pUMNAeeHTIN MIT Xapargax banraa 6ereesl, HYYANMYHUN XINO3PUINH
amMbApan Hb L3L3PankyynanTUMir rasap TapvanaHraac unyy COHMpxXonTomn
B60nrox xenkyynaaryn 6ononton. MoHronbIH ynamxnang 3X ra3pbiH
rapapra Hb apuyH bereea, TMAM yypaac xangallurym gapxaH rax ysaar
6aiHa. QH3 Hb raspbIr IN3rANA33C CIPrunnaIXTInN xonboortom 6amx 6onox
6a MoHronbIH éc 3yl Hb GavranuMinr xaBa3p xagaranax g33p rofysoH

32. Xapsw (2000), xyygac. 196.

33. B. byunu: ActaHa, CounanuamblH [lapaax YeuitH XoTslH AMbapan (Astana, Materiality and City in Urban
Life in Post-Soviet Asia), 2007, xyyaac. 65.



aHxaappaar.** KOMMYHU3MUIAH OPUYMH YeXYYNaX TOCNUWAH XYP33HA, HOFOOH
L3U3pnaryya 605oH Uau3pnart ryaamxkHyyn YnaaH6aartapt 6ui 6oncoH
6ariHa.* MoHron KommyHUCT ync 60nCHOOC H3r XUIWAH Aapaa 6ytoy 1925
OHA, aHXHUW HUNTUMH MO TapuX LI3LU3PMINKYYNANTUAH YN axunnaraa
Byloy cy660THUK 30XUOH GaunryyncaH. OgooHbl XOT TeNeBNeNnT Hb OJIOH
HOFOOH L3UIPNIryyaunr 6yTasa, XyyuuH L3L3PnartT Xyp3anaHryyaunr
Xapranax 3opurnroron 60noBY yCHbl YH3 GONOH rayaannaac 60mk XyBUWH
3AN3H raspbir L3L3PA3NKYYN3X34 X3P3rnax Hb XaLyy oM. XoTbIH TeBA
6anpnapgar 6acaH Xyy4Hbl L3U3pNaryyanunH Tanbéaunr WMHS eHaep
GannHryyn 33n3H 6apucaH 6anHa. YnaaH6aarTap XoT Hb XypAauran
XONKMUX TyCaM Hb HOFOOH LI3LdPNaryyaunH Xamxkaa 6aracax 6ereep rap
XOPOOONSbIH OPLUUH CYyryup 6eepCcAuiiH racaH XUxXuUr Tecnyyn 60mnoH
XYBUIH L3LU3pNnaryyauir 6ui 6onrox 6airaa. M3p Xopoornon Hb XOTbIH
L3U3PNINKYYNanTua XyB H3Mp33 opyynax up33gynuTan ragruur 3acrumH
rasap XypTan XyJ133H 3eBLleepx, 1990-334 OHOOC 3X3IK r3p XOpPOoonsbIr
XOMKYYI3XUIT YPaMLUYYITK 3X3MC3H.3¢

Taraapg,

By MoHrosnbIH XOTbIH HYYA3M4MA GONOH r3p XOpPOoOonsbIr 43BLIMATTIN,

rapan raraaTan ambAapy 6anraa sayycbiH ambAaparn rax y3Basn, Maragarym,
(yrcaaTHbl) HYYA3M4YAUWH apra 3amyya Hb Xapaat 6yc 6a 3pc T3C COHroNTbIH
YaHapTaWn rax 6o4Bor, 3H3 Hb yXaanar YaHapbIr 6ycaaac sanrargax yaHap
6onroH xapyynax tom. *[leney3auinH HYyA3NM4HUN TyXah TOAOPXOMNONThbIT
Mayn XepcT WyyMxnaxn3a: “cy/mkasHyyA Hb iaTnantanm 3axmpax

CUCTEM [33p TOITAON, HYYAINMYUA TIMI3 YHaX, AOBTONM00 XX A33P33 N
aHxaapaar 6on AanHbl MaWMHYYA Hb HYYPC 6050H 6eH3uH33p axunnagars®”

34. M. B. lepmepaag & 3. OH36umw: MoHronbiH [a3pbiH Ynamknan: Xenknuitd Tynxyyp. HyyaanyHwii
Ynamxnanyyn 6onoH TyyHuit OpuunH YewiiH Mazap TeneenentuiiH Yypar (The Mongolian Landscape
Tradition: A Key to Progress. Nomadic Traditions and Their Contemporary Role in Landscape Planning)
1996, xyynac. 27.

35. YnaaH6aatap XoTblH My3eliH ypaH 6apunrbiH Tyyxy [Jaaxastan xuitcaH sipununara, 2007. MeH M.
Kyrnuty & A. Bunenwyc: XepLuyya 6onoH Lisuaspnaryya. Yaan6aatap xoTslH BasiHaypx ayypruiiH
Huiirmuith 6onon OpunH ToiipHbl ©epynenT Hb Xataa 6onoH MoxronbiH YpaH Bapunra 6onoH ©Hre
Tepx HOMOHA, X3BN3ArAc3aH, BueHHarninH TexHukuiin Ux Cypryynb, 2010. Cy660THUK Hb coLmanmambiH
YewiiH caiiH aypbiH axun 6ereep, [Jaaxas Hb 1938 oHp YnaaHGaaTap pyy HYYX MPCHWUINX33 Aapaa, xarac
caitH eflep mog cyynranar 6aiicHaa gypcax 6aiicaH oM.

36. A. LLlenk: Mowron ync (Mongolei) 2006, xyyaac. 175, Xot Tenesnentuith CyaanraaHsl MHCTUTYT
HapaHrapanTait xuitcaH sipununara, 2008

37. Xan ®ocTtep Hb ypaH Byaanuauniir XyH cyanaadug, (aHTpononorning) 6onoH )yxXurnax, Hyran yinaax
GaiiH rax y3gar. X. ®octep: boaut Banpgan pyy ByuaH Upax Hb (The Return of the Real) 1996, xyyaac.
175-177.

38. Mayn Xepct: OpoH 3ai 6onoH Opx Yagan. Ync Tep, [laitH 6onoH YpaH bapunra (Space and Power.
Politics, War and Architecture) 2005, xyynac. 4



Tuim Gainaa 4 racaH, WMH3 OUNronTyyAbir 6Ui 6ONrox, WUH3 3yNNUnr
TaamarnaxblH apraryi Xocronoop XMMX y33X Yp AYHF Hb OFXK XapaxbIr
A3BLUMNTTIN YANA3N M)XK XAN3Xryn rax yy? OpunH yennH xap xampuraacaa
rapy, a3pransaaryi 6apumTyyabIr 6ypyy 60noxXbIr HOTIIOH, ©epUnergex
Gariraa AanNXUMMUTIN HYYP TYIX, r3XA33 3H3 YUNANYYA Hb GUOHUIA ©epUiiH 3aH
YaHap A33p TynryypnacaH 6ansan fiax B3? Harayraaprt, oup eepcauiiree
X3H r3ArMnr TogopPXomnsox XaparTan oM. OpUumH yeurH xerkun Hb 6ug eep
XYMYYC 60510XbIH Tenee, 6ua 3praH TOMPHOO ©epUNIeXUIH Tenee yunanyyn
FOM LLWT.

B33uHA 60NCOH HAr3H cyaarnraaHbl LyrnaaH g3ap, 61 HYYA3n4YuH
GONOH OPYMH YEUINH OPOH 3aliH TYWIbIH 30PUNTYYAbIH TyXal NeKL, yHLcaH
oM. TyyHuM pgapaa, 3anyyxaH XAtag cyanaad Hagag COHUPXONTOM NneKy,
yHLcaHA Gasip Xypraag, Taraag “ra siaraag HYYA3NYHUM COENbIT XOXYYN3H
A3MXMWK, OPYUH YEUINH XONKITUIT LIYYMXKNA3a 6anraa tom 637 “rax acyynaa.
XAtapapn, 6up 6yra N OpuuH YEUH Masiraap caH cavxaH aMbApaxbIr
Xycax 6ariHa, MoHronuyyn 4 racaH sinraa 6anxrym rax utrax 6anHa. TyyHun
Xapuya Hb 6u1, xapB33 bapyyHbl X3aB Masiraap ambAapax Hb CaH canlxaH
ambapax raHuxaH apra 3am 6aricaH 6on, 6ua MmeH ryHurtTan 6amaang 6anx
6a, 6yx XsAiTagyya Tap X3B Masiraap aMmbAapax GUTruim xan, A3NXUAH AONOOH
T3pOyM XYH 6ypa Tuim 6onomxk 6anxryn om. Tunm ambgpanaap ambapaxapg

LwaapAanaratan Heew, 6anxryn 6unas. Xoépayraapt, ongHui asaap, BapyyHbl
X3B Masiraap aMbZpax Hb LIOPbIH FaHL, apra 3am 61w 6ereep 3H3 Hb TUAM 4
cauH apra 3am 6uw oM. “Tarasan?” Taraag...
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Caapa XaknuH Hb Maypuc Mepneay-loHTUrniAH ypnaruinH doeHoMeHonorn 60noH TyyHuin
Xsi3raapnanbiH Tyxaw caaaBTav [JOKTOPbIH 39praa XencuHkuiiH Mx Cypryynb A33p xamraanmk
baviraa 6onHo. Tapaap Hegepnana yncelH MaacTpuxt xotog 6avipnagar A+ BaH Evik
Akapemup (Jan van Eyck Academie) cynnaadaap axunnax 6avicaH. Tapasp cypaxblH
Xaxyyraap, ryH yxaaH 60MoH OpU/H YeuiiH ypnarvinH Tyxan uygar 6a xuwaa He Myctekana
(Mustekala) HapTalt BE6 CaTryyn A93p eryynnyyaas HnTanaar. Tapasp Monron ync: Xapargax
Banpan 6onoHTerc EpTeHu (2008) y3acranaH 6onoH Tepen 6ypuitH ypnaritH xamtapcaH
Tecnyyaaa oponuox 6arncaH 6a, Knasma OpuvH Yeuit YpnaruitH Mysein gaap It's a Set-up
(2010-2011) y3acranaHruiii 434 Kypatopoop axunnacaH 6onHo. Caapa Hb 2010-2011

OHbl xo0opoHA, AV-arkki — ®MHNAHALIH TEeKHONOrMIH Ypnaruir cypranynax 30punroton ypaH
6yTa3anyauniiH HaranuinH ByTaany Harpyynaryaap axwnnacaH.

TanHa PaxaHTu Hb AanToruiii x Cypryynuitd Mopuruiti Ypnar 6a TexHonorninH
dakynsteTiti Cyganraanbl canbapbir Tapryynaar. Tapasp XONUMOr LWNHX YaHapTai
XOTOXKCOH OPOH 3ai 60MOH OMOH YNCbIH XYMYYCUAH HITANYYAUAH Tyxan CoHMpxaor bereen
TIp33p OHOM GOMOH TYPLUMNTBIH YPRaruiH TeCchyyauiir xocnyynax cyaangar. TaiHa Hb MeH
PUHNAHAOBIH X3, X3A3H UX cypryynuyaan 6arwungar 6avicaH 6a NtanuiiH XKeHoa 6onoH Pom
XOTyyAag cyanaadaap 3ounmk 6aicaH. Tapaap mMeH LekcnupuiiH xyxryya, AnoHsl MaHra,
XO0O0n XWiix 6ONOH eBNUIH ynupans ycaHz Canax gyptaun oM.

LlynTamuiiH YpaHunmar Hb 2009 oHa AHY-biH KanudopHuin Bepkenuiti Mx Cypryynuac
[1OKTOPbIH 3pAMUIAH 33praa xamraarncaH 6a 0400 Tyc Ux CypryynuitH Ypnaruiid TyyxuinH
dakynbreras Nektopoop axunnax 6aviHa. TyyHuiA cyaanraaHbl YUMMan Hb 3PTHUN Ye3C OPUMNH
ye xypTanx MoHronbIH ypriar tom. Tapaap AnoHsl Llyky6a (1997), Heto-Mopk (2000), BoHH
(2001), MoHkoHT (2011)-4 y33CranaHryyauinH Kypatopoop axunnacaH. Ogoo Tapaap TyC Ux
cypryynba, A3viH ypnarviiH Ynrnanaap barwmmk 6arraa 6ereen meH MoHronbiH ByaabiH
ypnaruiH Tyxai Hom 6uumx 6aiiraa 6omHo.

AHHY BuneHnuyc Hb PuHnaHObIH XencuHk 6onoH MNopu xoTyyaaa cyypblumMntai ypaH
6yTa3ny, 6ve aaacaH KypaTop 6unaa. Tapaap XencuHkuiiH Ypnar 6a JusaiHel Nx
Cypryynuac ¢oTo 3ypruiH ynrnanaap, CtokkonmuitH 6onoH OynyrunH Ux Cypryynuyaunac
caHaaHbl TYYXUIAH Ynrnanasp MaructpuidH 3apryyatan. Ogooroop, Tapaap AantoruinH Mx
CypryynuiiH MopuruiiH Ypnar 6a TexHonoruitH ®akynetetas [oKTopbIH 33prasp cypanuax
Gaviraa tom. TyyHuii [lokTopbIH cyganraanbl axun He Liauapnartan Hunnyymk bapbcaH Map:
MoHronbiH XoTkuntblH XyBb XyH, OpraH TovipoH BonoH Huirmuintk Bynarnanuiin fagnara
6a Magpamx HapTai 6erees MoHron 60noH EBpPONbIH XOTXKWUNTBIH YN SBLUBIH Tyxaln cyaanx,
Y33CTanaHMMINH TeCMYYAWIAr CyaanraaHbl apradnan rax TOAOPXOWIOH X3parnax bairaa om.

Larmnauind LananypaB He Vx BpuTtanu yncag 6anpnagar ypaH 6yTtaany, gagnara-
rONmnocoH cyanaad, 6ue gaacax kypatop tom. Tapaap 2002 oHg MoHron ynceiH [ypcnax
Ypnaruiin [3ag Cypryynuiir MoHron 3ypruiH Yurnanasp MapraxuH bakanaspblH 33parTai
TercceH. LiaHanypas Hb 2005 oHa Mx Bputanuin Nniniac Metpononutenuii x Cypryynuac
OPYMH YEUIH AyPCnax ypnaruiH YnurmnanuitH MarmcTpbiH 3aprvir XynasH ascaH oM. Ogoo
TAP33P OPYMH YEUIH AYPCnaxX ypnariiH gaanarbiH 4nurnanaap MagHbl XyHun Tyxan: MoHron
60onoH Vx BputaHu XoépbiH [lyHa caasasp JoKkTopblH 33pras xamraanx baiiraa 6onHo. ©mHe
Hb TOP33p Mx Bputanug cyypblumnTtai onoH yncbiH 12 ypan 6ytaanyguitd OOO/Current
(2007) y33cranaHr 30x1oH GaiiryyncaH 6ereef TyxaiH y33CranaHruiiH katanoruiir AHrmmac
MoHron pyy opuyyncaH.



DVD contents

Video Works

Clare Hill: City of Felt
Documentary film, 541”7, 2010

Katrin Hornek: If Architecture Could Talk
Excerpts, HDV video, part of installation work, 11’, 2010

Christian Mayer: Tools from a Workshop 1960-2010
Documentation of performance, part of installation work, 9'08”, 2010

Ana Rewakowicz: SR-Hab / Bikeride
Digital video, 2'26”, 2010

Sedbazar Ganzug: You Can’t Cheat Sin by Flour
Video documentation of performance, part of installation work, 15'55”, 2010

Togmidshiirev Enkhbold: Mongolian Wind from Ulaanbaatar to Rotterdam
Video documentations of performances, 48’, 2009

Oula Salokannel & Annu Wilenius: The Raft, the River and the Plum-tree
Super-8 film, 7’, digital video, 27”, part of installation work, 2010

Oula Salokannel & Annu Wilenius: St.Isak’s, Pori
Digital video, part of installation work, 14°03”, 2010

Building Bare house
Slide show, 7°35”, 2010

OucknunH aryynra

Bugeo 6yTaanyya

Knewnp Xunn: 3crun Xot
GapumTart kuHo, 541", 2010

KaTtpun XopHek: XapBaa YpaH Bapunra fpbx Yapgaar Baican 6on
xacarunan, HDV Buaeo, nHctonnsy, 6ytaanuiiH xacar, 11°, 2010

Kpuctnan Maiiep: XegenmepuitH 6araxyya, 1960-2010
nepgopMaHCbiH Buaeo 6apumT, MHcTonnsAy, 6yTaanuiiH xacar, 9°08”, 2010

AHa PeBakoBuy: SR-Hab/Bikeride (Huirmuinn Xapuyunararam OpoH Cyyu),
Buaeo, 2'26”, 2010

Coapb6a3sapbiH MaH3yr: Yu Hyrnuir MNypunaap Xyypy Yagaxryn,
nepcopMaHcbIH BUaeo 6apumT, MHcTonnsy, 6yTaanuitH xacar, 15°55”, 2010

TormmpwunnpaBuinH AHx6ona: YnaaH6aarap XoTtooc 3x3anc3H MoHronbiH

Canxwu Hb PoTTepgam,
[Mopw xoTyyaan XypcaH Hb, nepcopmaHckiH Buaeo 6apumt, 48’, 2009

Oroyna CanokaHHen & AHHY BuneHuyc: Matnarat oHrou, M'on 6a YaBraHsi Mop,
super-8 xanbc, 7’, Buaeo, 27", nictonnsaw, 6ytaanuiH xacar, 2010

Otroyna CanokaHHen & AHHy BuneHnuyc: M'3rasn UcaakuitH Cym, Mopwm
BMAEO, MHCTONNAL ByT33nuniAH xacar, 14’037, 2010

Hyuran BanwuHr Bapux Hb
cnang, 7'35”, 2010



Bare House is an exhibition exchange,

a publication and an artist-in-residence
project; an intensive, focussed experiment
in the sharing of contemporary experience
about dwelling and existence, a project
which holds up a mirror to the architecture
and urbanism of today and tomorrow.

Mongolia and the city of Ulaanbaatar —
where pastoral nomadism and Soviet city
planning are being eroded by chaotic ger
districts and staggering tower-blocks —
function as reference points in the project,
along with the post-industrial cities of
Rotterdam in the Netherlands and Pori

in Finland.
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HyuraH BauluvH Hb Y33CranaHrMnH
CONUILI00, X3BNas, ypaH 6yTaany
pe3npeHc-uinH Tecen 6a 3H3 Hb XYHUN
opLuIMXyh 60MOH TYYHUI aMbApax
6anryynamxuiH Tyxam opuuH yeumH
Aaanara 60noH M3gpaMx A33p
roslyIoCOH, 3PYMMTIN TYPLUNATBLIT
Gycaaran xyBaarnicaH, ©HeermmH
60NnoH MapraawmnH ypaH 6apunra
6a XOTXKMNTbIH YAN ABLbIH HYYP
Lapaur xapyyJsk 6anraa tecen oM.

HyyaanyHui coén 6onoH Couuanuam
MasirbiH XOT TeNeBMNenT Hb 3MX
3ambapaaryy M3T eprexux rap
xopoonnyyna, CYHO3pN3aX eHaep
GavWwnHryyaan anarayymk oym —
MoHron ync 6a YnaaH6aaarap

XOT 60510H PUHNAHA YNCbIH
YWANAB3PXUNTUMAH Aapaax yeq
xamaapax MNopu 6onoH HepepnaHg
yncbiH PoTTepaam xoTyyA Hb 3H3
TOCIIMIAH 3XN3X rapaa 60s1ICOH 61Mnaa.

XaBnacaH MopuruinH Ypnarund Mysen



