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MPOCTPaHCTBaX, CBUAETENbCTBYIOLMX O reorpadmyeckoM
MPOCTPAHCTBE, B KOTOPOM OHU CAENaHbl.

OnHa nesaxHaa otorpadus npeacrasnseT coboi
ucknovenue: 1998, "be3 HasgarHug" (KOnus), cCHaTas B polue
Bo3ne JlaTpyHa. Monoaas eHLuHa CTOMT Ha Aopore Ha
doHe cocHoBOro Neca. Ita GpoTorpadus, eoMHCTBEHHAs, B
KOTOpOW NpeacTaB/ieH U3paunbCKuiA Nen3ax, HaneyaTaHa
KaK 3acBeYeHblii CHUMOK, LLBETOBAsi raMMa KOTOPOro co343eT
(aHTaCTMYECKMUI BUA, U BbIPAXAET cHaCcTbe M 31 opuio.

B nocnepoBatenbHOCT GOTONOPTPETOB, 3pUTENb YBUAUT
MHOIUX Apy3ei, 6ONbWMHCTBO U3 HUX UMMUIPAHTbI AEBSHOCTBIX
ropoB: IMutpuit (ceryac B inoHuu), Cnaea (ceryac B Mockse),
AHTOH, AHapeit JleB, Bagum JleBuH (ceiyac B bepnune), Kons
(certuac B CaHkT MeTepbypre), Mapus MomsaHcku, MpuHa buprep
W Apyrue. 3To He NOCTaHOBOYHble GoTorpaduu, Ho doTorpadum
MOMEHTOB W3 XXM3HU ApYy3€eW, UHTUMHbIE, (MOTOMY YTO BCE 3HAIOT
Apyr apyra). Ha atux dotorpadusx - rpynna UMMUIpaHToOB,
npuexasLwux B M3pannb, yexaBLUmx, BEPHYBLUMXCS, A0 U NOC/Ie
BM3UTA Ha poamHy (Tenb-ABuB), n 06paTHbIX BU3UTOB (MOCKBA)
U nyTewwecTBui B apyrue ctpaHel (AMctepaam, bepauH, JloHaoH),
CHOBA M CHOBA, B TO BPeM$ KaK 3a Kaxaow doTorpaduen -
MOBECTBOBaHMWeE, NPOVLLIECTBME, ONPEAENEHHOE BPEMS, KOTOPbIe
QUKCHPYIOT MecTo 3Toi GoTorpaduu B AMacnopU4ecKon

nocnenoBaTenbHOCTU CTPAHCTBUMN.

MALWA PYBUH
poaunack B 1973 r. B CaHkT MNeTepbypre. MIMMurpuposana

B M3paunb B 1994 r. B Bo3pacTe 21 roga nocne Toro, Kak

yyunnacb UCKYCCTBY U 0EATENBHOCTU B obnactu UCKYCCTBa B

CaHkT lMeTepbypre. Yunnacb B akagemMum uckyccrs beuanenn

B Mepycanume B 1996-2000 rr. 3aHnMaeTcs doTorpadument n

BuAeoapToM B Tenb-ABuBe.
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MASHA
RUBIN

Masha Rubin's first short film is undoubtedly Diasporic Cinema
at its best. The pseudo-documentary "Three Short Stories"

(15 min. 2000) was shown in Bezalel's Final Exhibition. The
film is @ manual for the (native) Israeli viewer trying to fathom
the "mysterious Russian soul” - an ironic manual which tries
to mediate and communicate the cultural diversity of young,
cynical and amused immigrants.

The three speakers talk Hebrew; there are no subtitles
and the film moves from Hebrew speech to clips from Russian
movies. Akla starts off with a bemused discussion of vodka,
and the editing cuts sharply to Russian TV clips which include
folk dancing. Next, the film documents a new-year's dancing
party featuring the artist's friends. In the second part of the
film, Rosa, the artist's friend, describes the character of the
witch Baba Yaga. The third part is opened by actress Nadia
Kucher who talks about dominant Russian women, and then
cuts sharply to TV clips of communist military images and
other revolutionary imagery. The artist uses the ready-mades
to represent the Russian culture in complete awareness of the
cultural reduction to a limited number of stereotypes. This is
translation and mediation of Russian icons into Hebrew, well
aware of the limitations of intercultural transfer, which is often
unable to encompass cultural nuances. Ultimately, however, the
film communicates a diasporic experience which is full of irony
and self-confidence.

The group of friends seen in the short film also features

in many photographs included in Rubin's Personal Diary,
1994-2011, which will be exhibited here for the first time.
This photography project is actually an archive of thousands
of photos shot over many years as part of daily routine. The
persons photographed include family members and close
friends, who are shot from up close, with intimacy based on
love and respect.

Masha Rubin defines the archive created during the years
as interior photographs. Indeed, the series starts off with indoor
photos shot inside houses, including home parties, kitchen
scenes, rooms in rented apartments, etc. There are hardly any
outdoor photos which betray the surrounding geographic space.
One landscape photo stands out as an exception: "Untitled
(Julia)’, shot in a pine grove near Latrun, Israel. A young woman
stands by the road with the pines in the background in the only
photo shot in the Israeli landscape and printed as a burnt-out
picture whose colorfulness creates a fictional landscape, with

the colors connoting happiness and euphoria.

The sequence of portraits features various friends, mostly
immigrants from the 1990s. These are not directed shots, but
rather random and intimate ones — everybody knows everybody.
The photos document a group of immigrants who came to
Israel, traveled on and returned, before and after home visits
(to Tel Aviv) and return visits (to Moscow) and trips to the new
world (Amsterdam, Berlin, London), again and again. Every
photo tells a story and shares an event occurring at a specific

point in time on the diasporic sequence of migration.

MASHA RUBIN
was born in in St. Petersburg in 1973. She immigrated to Israel

in 1994 after studying art in St. Petersburg. In 1996-2000
she studied at the Bezalel Academy of Arts and Design in

Jerusalem. Her current artistic activities include photography

and video art in Tel Aviv.
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MALLA
PYBUH

MepBbliii KOpOTKMI GunbM Mawwm PybuH oTHocuTCs 6e3
COMHEHMUS K AUACMOPHOMY KUHO (KUHO paccesiHus) v aBseTcs
3aMeuyaTebHOM UANKCTPaLmer 3Toi KoHuenuuu. Mcesao-
LLOKYMEeHTanbHbIM dunbM "Tpu kopomkux pacckaza” (15

MuHYT, 2000) 6bIn NpeacTaBneH Ha BbICTABKE BbIMYCKHMKOB
XYA0XeCTBEHHOM akagemumn beuanens. 3ToT GuabM -
PYKOBOZACTBO AJ11 U3PanIbCKOr0o 3pUTENS, )KENAOLLETO NOHATL
"TaMHCTBEHHYHO PYCCKYHo Aywy". 3TO UPOHUYECKOEe PYKOBOACTBO
MbITAeTCa CTaTb NOCPEAHUKOM KY/IbTYPHOWM NOFMKU 3MUFPAHTOB,
MOIOAbIX, LIMHUYHBIX M 3a0aBHBbIX.

B dunbme roBopsr Ha uBpute, duibM 6e3 cybTUTpOoB,
MBPUTCKAs peyb MepeMexaeTcs B HeEM C OTpbIBKaMu U3
$unNbMOB Ha pycckoM. Akns (ummurpupoBan 90-x, ceityac
XUBET B AMCTepAaMe) HauMHaEeT 3abaBHOe paccyxaeHue o
BOJKE, 3aTeM BHE3aMnHO MOSIBAAIOTCS OTPbIBKU M3 PYCCKUX
Tenenepenay C HAPOAHbIMM TaHLIAMM, 3aTEM Kaapbl HOBOTOAHEN
BEYEPUHKM, Ha KOTOPOW TaHLYIOT ApY3bsl XYLOXHWUKOB. Bo
BTOPOM YacTu, Po3a, noapyra XyAoXHuLbI, pacckasbiBaeT 06
obpaze babbi-Aru. TpeTbs YacTb HAUMHAETCA € pacckasa Haau
Kyuep (akTpucbl 1 neBuupbl, XMBYLLEN B M3panne) o cubHbIX
M BNACTHbIX PYCCKMX XeHLWMHax. Ee pacckas npepbiBaeTtcs
KafpamMn KOMMYHUCTUYECKUX NApPafoB U PEBONIOLIMOHHBIX
06pa30B. Xy4oXKHMLA NONb3yeTcs MaTepuanaMu peau Meina,
CNyXalyMmn nocpesHMKamMu pyCccKo KynbTypbl, NPy 3TOM OHa
CO3HaTeNbHO peayLMpYeT KyNbTypy A0 OrPaHUYEHHOTO YK
CTepeoTUnoB. ITOT GU/IbM SBNSETCS CBOEro Poaa NepeBoLoM
MKOHOrpaU4eCcKmnx CMMBOOB C PYCCKOrO Ha MBPUT, NEPEBOAOM,
CO3HAKLWMM OrPaHUYEHNUS MEXKYNBTYPHOIO NMePEHOCa, KOTOPbIi
BOBCE He BCErAa afekBaTHO NepenaeT KyNbTypHbIe HbOAHChI.
OpHako, B KOHEYHOM UTOre, UIbM OTPAXKAET AMACMNOPHBIV OMbIT,
MOJHBINA MPOHMK U YBEPEHHOCTM B Cebe.
pynna apysei, NOSBASIOWANACS B 3TOM QuibMe, MPUCYTCTBYET
TaKXe Ha MHOrnx u3 dotorpaduii npoekTa "/IudHbIli OHEBHUK
1994-2011" Maww PybuH, KOTOpbI NpeACTaBieH Ha BbICTaBKE
BrepBble. ITOT MPOEKT - YTO-TO BPOLE apXMBA, B KOTOPOM ThICAUMU
doTtorpaduii, CAeNaHHbIX B TEYEHUWU MHOTUX NIET B EXXeAHEBHOW
PYTUHHOW AeaTenbHOCTH, B TOM uncie dotorpadmm YneHos
CeMbM U BAU3KUX LpY3eit, CHATbIE C I06OBbI0 U YBAXKEHUEM.

Mawa PybuH onpenensieT 3ToT cy6beKTUBHbBIN apXuB,
CO3[aHHble B TEYEHUM MHOTUX J1ET, KaK "BHYTPEHHME
doTorpadun’. Hauano cepuun 1 B camom pene - potorpadum
BHYTPY NOMeLLEeHWI, BEHEPUHKM B FOCTUHBIX, KYXOHHbIE CLEHbI,
CnasbHM CbEMHbBIX KBAapTUP U T.A. MNoytn HeT doTorpadumii,

COENaHHbIX BHE MOMELLEHUN, CHapy>xu, B OTKPbITbIX



MALWA PYBWUH
MAPUA NOMAHCKHU
MWPUHA BUPTEP

teker: TAJIb BEH LIBWU.

Mawa Py6uH, Mapus MomsHckn, UpuHa Buprep - Tpu XyaoXXHULbI M NOAPYTY, UMMUTPUPOBANM
B U3paunb u3 Poccumn B Hauane AeBAHOCTbIX FOA0B, YYUIUCh B akageMum uckyccts beuanenn

B Mepycanume 1 BbICTaBNSNINCD B AEBAHOCTbIE roAbl. JTa BbICTaBKa - PETPOCNEKTUBA
ABaAUaTUIETHEN XYA0XKECTBEHHOW AeATeNbHOCTU, KOTopas Hayanacb B Mockee U CaHKT-

Metepbypre, npopomkunack B Uspaune n 3atem B Litopuxe, AMcTreppame n Tenb-ABuBe.

Bo MHOrmx us pa6ort, co3aaHHbIX UMM B TEYEHUM ABaaLaTH neT (B obnactn potorpadpum u
BUAEO0-apTa) NOABAAETCA rpynna MoioAbIX oA, UIMMUIPUPOBABLLMX B TOT XKe Nepuoa, U
3aHuMaBLmxcs B Uepycanume u Tenb-ABuBe TeaTpoM, My3biKOW, KWHO U U306pasnTeNbHbIM
MCKYCCTBOM. JTa rpynna Apysei nosisnsetcs B paborax XyA0XXHMKOB pas 3a pasoM, B
PasNUYHBIX CUTyaLMAX, COCTABNASA OBLLHOCTb, HACTOALLYI0 UK PUKTUBHYIO. Bo MHOrMX 13
paboT, BecbMa ecTecTBEHHbIM 06pa3oM , XYA0XKHULbI NEPEMELLAIOTCA U3 FOpOAa B ropoa, U3
Tenb-ABuBa B Litopux, s AMcrepaama B Tenb-ABUB ¢ KOMGOPTOM, CBUAETENLCTBYHOLUM O
HOBOM TEPPUTOPUANIbHOM NPOCTPAHCTBE, B LIEHTPE KOTOPOro HET e AUHCTBEHHOM JIOKaNIbHOM
WAETUYHOCTU. ITO KYNIbTYPHOE NPOCTPAHCTBO FAPMOHUYHO COYETAET B cebe n3paubcKo-
PYCCKYI0 KyNbTypY, HAXOASLLYIOCS B NPSIMOi 3aBUCMMOCTM OT KOMMYHMCTUYECKOTO M MOCT-
KOMMYHM1CTUYecKoro npouuioro BocrouHoit EBponbl, a TakXke NPOCTPaHCTBO COBPEMEHHOTO

MCKYCCTBO B TEX CTPaHaX, B KOTOPbIX paboTaloT XyA0KHMLbI.

Coumonoruyeckoe, peanucTuyeckoe M MPoHU4ECKoe U3MepeHUe IPKO BblpaXKeHbl B paboTax,
npeAcTaBNEHHbIX Ha 3TOH BbiCTaBKe, Guorpaduyeckoit MaTtepuan ABASETCA MaTepUasoM
¢oTorpaguit U BUAEO-apTa XyA0XKHUL, peanusM co3aaeT o6wmi potorpadmueckuii A3bik.
OwyiieHre NpUHAANEXXHOCTU paboT K 0c060M CyOKyNbType UMMUIpaLLUHm, T.€. KyNbType
nepeMelLeHus], KybType CTPaHCTBUIA, CO3AAETCA TaKXKe C NOMOLLbI0 PETPOCNEKTUBHOIO B3MIAAQ,
OCHOBaHHOro Ha oTorpacdusax U3 apxMBoB U aIbGOMOB, OTPbIBKAaX U3 XYA0XKECTBEHHBIX U
AOKYMEHTa/IbHbIX (pUIBbMOB, CHATBIX B JOMAX, 3aKPbITbIX NOMELLEHUSAX U 3a NpeAenamu ropoaa,
1 CO3Aal0LWMX NOCIEeA0BaTENbHOE BOCIPUATME BPEMEHM U MbITAIOWMXCA NPEOAOIETb MOCTOSHHO

noBTOpsOLLEeeca COCTOSAHUE pasNyKu.

Bo MHOrMx BUAL€O NPUCYTCTBYIOT Pas/iMUHbIe A3bIKU: UBPUT, PYCCKUIA, aHIMIMIACKMIA, HAa KOTOPbIX
roBOpAT repou GpunbMoB, Cy6TUTPbI, NepeBOASLLME roI0C rOBOPSLLETrO, HAAMMUCHU U rosioca
CaMUX XYAOXKHUL, U rpynn Apy3eid. XyA0XKECTBEHHbIN A3bIK OTPaXKaeT NoC/Ief0BaTeNbHbIE
MMMMIpaLMm1 U NepeMeLLleHns MeXKAy KyNbTypaMU U CTPaHaMM, COXPaHAN pasnnums B

nepeBoaax C A3blka Ha A3blK.

1 Hamid Naficy, 2001. An Accented Cinema: Exilic and Diasporic Filmmaking, Princeton University Press, pp. 124-125.
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and Lina Chaplin): Gershenson, Olga (2009)Accented memory: Russian immigrants reimagine the Israeli past),
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Pa6oTbl BUAE0-apTa XyA0XKHUL, MOXXHO onpeaenuTb Kak "accented cinema’, T.e., "KMHO ¢
aKueHToM", Kak Xamup, Hadmcu! HasbiBaeT KWHO MMMUIPAHTOB M M3rHaHHMKOB. Haducu
onpepaengert "accented cinema” Kak KWHO, OTBEYAIOLLEE OAHOMY U3 OMUCAHUIA: "KUHeMaTorpag
nsrHaHua" (exilic cinema), B LLeHTpe KOTOPOro HaxoAMTCA "TaM U TOrAa" poAMHbI, "KMHeMaTorpadg
Amacnopbl” (diasporic cinema), KOTOpbIi CyLLEeCTBYET Ha Nepece4eHnn Mexay CeHTMUMEeHTaMu

K pOAMHE U OMNbITOM XXU3HM B PacCEAHWUM B KaYECTBE rPyninbl UMMUIPAHTOB, U3STHAHHMKOB U, B
U3panNbCKOM KOHTEKCTE, TaKKe penaTpuaHToB, U "KMHeMaTorpadg 3STHMHECKOM NPUHAANIEKHOCTH
1 upeHtupukaummn” (ethnic and identity cinema), B ocHoBe KoToporo fiexxat Tpe6oBaHus,
npeabaBAsSeMble AEUCTBUTENIbHOCTBIO "3A4,eChb U ceiyac” B CTpaHaX, B KOTOPbIX XXUBYT cO3aaTenu

¢unbmoB.?

3T onpeAesieHns OTKPbIBAKOT LUMPOKOE MONpPULLE ANS aHaNU3a NPOU3BEAEHUI XyA0KECTBEHHOro
M OKYMEHTaNIbHOrO KMHO U BUA,E0-apTa, CO34aHHOT0 UMMMUIPAHTaMM U U3THaHHUKaMK

B COBPEMEHHOM McKyccTBe®. HecMoTps Ha To, UTo onpeaeneHne KMHO Kak "aKLeHTHOro"
NoAYEepPKUBAET UMEHHO AKLIEHT, T.€., MPOU3HOLUEHME, 3ByHaHUe M MHTOHALUIO POAHOTO A3bIKa,
KOTOpbIi NpeaLecTBOBan TOMy S3biKy, HA KOTOPOM roBopsT B (punbMe, OHO TEM He MEHee uMeeT
OTHOLUEHUE B LUMPOKOM CMbIC/ie TaKXKe U K UCTOPUU SMUTPaALUU U UBMEHEHUA MeCTa XKUTE/IbCTBa

CaMMUX XYA0XXHUKOB, @ TAKXKe K UX XYA0XECTBEHHbIM Cpe,D.CTBaM“.

*

BbictaBka 3 3a 10 co3paeT M36bITOMHOCTb, MHOrO0O6pasue BU3yanbHbIX, 3BYKOBbIX U 13bIKOBbIX
TEKCTOB, Lie/lb KOTOPOTro - 0CO3HAaTb AWUACMOPHYI0 CUCTEMY, OCHOBAHHYIO Ha paccesiHuM,
MMMMUIpaLmm, ctpaHcTBuax. B cBa3u ¢ "accented cinema', Haduc onucbiBaeT MexXTekcTyanbHoe
MCKYCCTBO Kak TeKCTyanbHOe MHOroo6pasue, oTpuuatoLiee CTaTyc TeKCTa Kak TeKCTa 0AHOro
4YeIoBeKa M KaK eCTeCTBEHHOro TEKCTa, MOCKOJIbKY A5l €70 BOCNPUATUSA 3pUTENIN BbIHYXKAEHbI
COBepLaTh OAHOBPEMEHHO HECKOJIbKO AEMCTBUIA: HabnloaeHue, NnepeBoA 1 uteHue. Bmecte

€ TeM, NOCKOJ/IbKY 3TU TEXHUKM He 0653aTeNbHO NOAAEPKMBAIOT APYT ApYra N0 NPUYMHE UX
CMHXPOHHOCTH, U MOCKOJIbKY OHU BbICTaBNEHbl B KPUTUHECKOI TECHOCTH, AEUCTBUSA 3pUTENs He

MOryT CZIUTbCA B EAUHCTBEHHO BO3MOXXHOE nocsepoBates/ibHOe o6bsCHeHue.’

OTCyTCTBUE CUHXPOHHOCTU €AMHOIO CTUIS U A3bIKA, C KOTOPbIM PAbOTaKOT XYA0KHULbI,
NPUBOAMT K OLLYLUEHUIO AEKOHCTPYKLMU. OHM CO3AAI0T SCTETUKY CTPAHCTBUIA, B KOTOPOiA BMECTe C

pacctaBaHueM U pa3nyKoﬁ co3aaeTca CHoBa U CHOBa dJMKTMBHaﬂ CTabunbHOCTb AOMA.

Journal of Israeli History,28:1,21 — 36
4 Naficy, p. 4.
5 Naficy, p. 124-25.






3CTeTUKY MHOroroaocua, MHOrOC/I0MHOCTH, npencTaBnaloLyo

NpOCTPaHCTBA, MeX/yY KOTOPbIMW OHa NepeMeLLaeTcs. 3To
MY/ILTUKY/IbTYPHOE S13bIKOBOE MPOCTPAHCTBO CUIBHO OTIMYAETCS
OT CUOHWCTCKOM MAE0N0rMM "MNABUIbHOMO KOT/A'".

B omnnumnm ot pazHoobpasus ronocos U reorpadmyeckmnx
NPOCTPaHCTB B GubMax, ONUCaHbIX Bbille, AENCTBUE
cnepytowero dunbMa passopaumnsaerca B Liopuxe. "KnybHu4Has
secHa e Lropuxe” (8 MuHyT, 2003) - unbm coBeplleHHO MHOM NO
HacTpoeHuio. B 3ToM dunbMe, CHATOMY Kak MpUKIOYEHYECKUH,
repovHs akTpucbl 6pOAMT MO rOpoAy B TaHbIX MOUCKAX
3anpeLLeHHOro 06beKTa CBOEro XenaHus - "BeCEHHEN KyOHUKK',
Kak MeTadopbl YEro-To 3anpeTHOro, BpoAe HapKOTUKOB UK
ceKca, MMpa yA0BONbCTBUM, "KITYOHMYKK". B oTAanumm ot apyrmux
KOPOTKMX DUbMOB, HAarpyXXeHHbIX BEPOaIbHbIMU A3bIKaMU, STOT
$WnbM CONPOBOXAAETCS PUTMUYECKON MY3bIKOM M rON0CamMm
YL

Kak nuuemepue u ABOMHas Mopasnb, C O4HON CTOPOHDI,
BbIMNSAAT B GuNbMe LEMOHCTPALMU NMPOTUB KTYBHMKM, @ C
LpYroi CTOpOHbl, B hUbMe NOKa3aHbl Be4EPUHKM, HA KOTOPbIX
KNyOHMKY CN1afoCTpacTHO KNaayT Ha MLL0. YyBCTBEHHbIN,
TaMHbIM, 3pOTUHECKMIA MUP NPOTUBOMNOCTaB/EH 06LLECTBEHHOMY
NPOCTPAHCTBY I03YHIOB, AEMOHCTPaLIMiA, 3anpeToB. To, YTo
3anpeLLaeTcs, To, YTO Haka3yemo, He MMeeT UAE0N0rnMYeCcKom
Harpy3Ku uam CKpbITOro CMbIC/IA, 3TO HEYTO COBEPLUEHHO
NPOU3BOJILHOE, UPOHWUYECKOE, CAPKACTUYHOE, C MOAYEPKHYTbIM
MPOHUYECKMM OTHYXXAEHUEM U OTCYTCTBMEM WMCTOPUYECKOTO,
MOAMTUYECKOTO M KYNbTYPHOTO KOHTEKCTa.

OTcyTCTBME Pa3rOBOPHbIX S3bIKOB BOOOLLE M POLHOrO
PYCCKOTO S13blKa B YaCTHOCTM SIBNSIETCS XapaKTepHOM
0COBEHHOCTbI0 PaHHUX PaboT XyA0XKHULLbI, KOTOPbIE
BbICTABSNNCD B LIeHTpe aurntanbHOro MckyccTBa B XonoHe
necsatuneTme Hasag. B pabotax Buaeo-apta “38yk 6ydyuiez2o
Xonoxa" (5 muHyT 2002) rpynna apy3ei CTouT B Mo3ax
€BpONeNCKUX CKYNbMTYpP, B TO BPEMS KK CayH[, OTCYCTBYET
1 KaMepa ABWXKEeTCS Mo nei3axkam napkos XosoHa. B pabote
‘Wnpuy" (5 MuHyT, 2002) nokasaHbl Apy3bs B BUAE FOPOACKUX
(OHTAHOB, U U B CayHAE UCMOMb3YETCS 3BYK JIbIOLLENCS BOABI.
Hecmotps Ha BoraTyto eBponeicKkyo CUMBOJIMKY, MOXOXE, YTO
CepoCTb rOPOACKMX new3saxein XonoHa u Tenb-AB1Ba 3aMeTHa
6onee Bcero.

Ta e rpynna apy3ei nossnserca B page pabot, Co3aaHHbIX
B AEBSHOCTbIX, HAYane ABYXTbICAYHbIX roaoB B M3paune: "Mbimse
20s108b1" (2 MyHyTbl 2001), "XKenesHsle enaza” (1 munyTa. 2001),
"O4ku” (4 MuHyTbI, 1998), " XKabo" (2 MuHyTbl, 2002), "Hoc" (2
MuHYTbI, 2001).

3Tn paboTbl 6bIIM CHATBI foMa y Mapuu MNomsHcKow
u Bapuma JleBuHa, a rpynna Apysen urpana B HUX ponb
'CTaTUCTOB" B OAMHAKOBOM 06pa3e, MOBTOPAIOLLEMCS, KOFAa
OHM HAEBAOT CBUHOM NATAYOK, OYKM U3 MAKETUKOB ANS
yas, xabo u T.4. B 3Tnx pabortax, XxymoxHuua nsberaer
MCMONb30BaAHWUS PYCCKOTO S13blKa MW MBPUTA, PA3rOBOPHOIO
WK MUCbMEHHOTO, U CTAaTUCTbI, HAXOAALMECS B ONpeneneHHOM
ro3e 1 B CONPOBOXAEHWUM OAHUX U TEX XKe 0ObeKTOB, OTpaXxatoT
YHWUBEPCA/bHYH 3HAKOBYH CUCTEMY, MOJHYIO UPOHUM.

MAPUA MOMAHCKHU
poamnacb B 1971 r. B Mockse. MiIMMurpupoBana B M3pausb B

1991 r. B Bo3pacte 19 net nocne T0ro, KaK y4unacb UCKYCCTBY B

MockBe. Yunnacb B akagemun uckyccts beuanenb B Mepycanume
B 1993-1998 rr. B 2003 r. yexana B Liiopux ois y4ebbl Ha
BTOPYH CTeMeHb MO UCKYCCTBY. 3aHMMAETCS KMBOMUChIO,

dotorpadumeii n BuaeoapTom B Litopuxe n Tenb-AuBe.
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MARIA
POMIANSKY

Diasporic Cinema is at also at the heart of Maria Pomiansky's
work, represented by two short films shown in the exhibition.
"Sunny from Inside to Outside" (24 min. 2006) is an
experimental hybrid straddling the fields of documentary film
and video art which posits the question, "what is beauty?” The
artist addresses this question to a group of friends in Tel Aviv,
Zurich and Moscow in Hebrew, Russian, English and German.
The dynamics in the films shows interest in the beauty of
(local) cities, music and people, with the dynamic that most
interests the artist is a definition of beauty in the space
between people. The answer is given in the film's title - "from
inside to outside".

The film moves across multiple characters. Maria creates
a dialog, addresses each interviewee, if you will, in his or her
mother tongue. The answers in the mother tongue, she says,
are the most important, offering the possibility of delving
deeper, rather than losing part of the language. The artist seeks
beauty across national or geographic borders, looking into
universal values of beauty and esthetics. Despite globalization
and the beauty of the cities shot in the film, Vadim Khodakov
takes her to the demolished areas of Jaffa. He describes in
Russian the beauty of a fishing boat "graveyard” at the edge
of the harbor and tells her he finds beauty in destroyed,
deconstructed space. Destruction, he says, is also a way of
conceiving beauty, which can be more interesting than the
beauty of fashion models or Dutch landscapes.

"The End of the Light" (22 min. 2009) is based on the
question "what is fear?" In a series of interviews, the artist
returns to the same group of friends — some of them in Tel Aviv
and others in Zirich - who answer questions about their fears.
The film discusses the possibility of facing fear head on. The
artist discovers, to her surprise, that some of her interviewees
are afraid of daylight and the sun. In Russian, the end of the
world sounds like konza sveta, which means the end of light/
daylight.

As in the first film, the interviewees each answer the
artist's questions in their mother tongue, be it Russian, Hebrew,
German or English. The interviews move from intimate
conversations about relationships and loneliness to existential
fears in the complex local political reality. Thus for example,
Vadim Khadakov takes the artist to a graveyard of bombed-
out, blackened busses. "Can you imagine one of your relatives
going out to buy some bread, going on a bus and getting
blown up?’, he asks laconically. Later he states: "Sometimes |
am afraid of waking up in the morning. | have a real fear, true
phobia of daylight. When it becomes rainy, dark, overcast, | feel
much more at ease”. The interviewees discuss fear of woman,
fear of nature, fear of work, fear of being out of work, fear of
bureaucracies, fear of working from the age of 17 to the age of
67. The film ends with the question: "Do you let yourself invite
fear into your life?"

In both films the titles as well as the artist's voiceover are
in English. The interviews are conducted in English, German,
Hebrew and Russian. As in Masha Rubin'’s film, viewers who
are not Russian speakers miss the textual nuances as well
as various cultural codes. This diverse addressive experience

respectively creates groups of viewers with shared language,

history and culture. The artist creates a multi-vocal,
multilayered esthetics representative of the various identities
she negotiates, resulting in a multilingual and multicultural
space far divorced from the Zionist melting-pot ideology.

As opposed to multi-vocal, multilingual and multi-spatial
nature of the films described above, the artist chose to make
a completely different localized film in Zirich. In Spring
Strawberries in Ziirich (8 min. 2003), shot like a cliffhanger,
an actress character secretively wanders about the city
in an attempt to obtain the object of her passion - spring
strawberries — as a metaphor for something that's forbidden,
somewhere between sex and drugs - a world of pleasures,
of strawberries. Unlike the verbal overload of the other short
film, this one is accompanied by rhythmic music and the
sounds of city streets.

The film presents images of double standards: on the one
hand, we see people demonstrating against strawberries, and
on the other we see them hold parties where strawberries
are sensually applied onto their faces. An underground erotic,
sensual world is hereby opposed to a public space of signs,
demonstrations and prohibitions. What is prohibited, what
you may be punished for, is not ideologically charged nor
otherwise significant, but rather completely arbitrary. This
sarcastic irony emphasizes urban alienation with its complete
lack of any historic, political or cultural context.

A similar lack of spoken languages in general, and Russian
in particular, is also evident in a series of earlier works by
Maria Pomiansky, which were exhibited at the Israeli Center
for Digital Art, Holon almost ten years ago. In her video
artwork "The Future Sound of Holon" (5 min. 2002), the
group of friends stands in postures reminiscent of European
sculpting, with no soundtrack and the camera moving across
the landscapes of public parks in Holon. In "Spritz" (5 min.
2002) the friends posture as municipal water fountains,
with the sound of water trickling in the background. Despite
the rich European symbolism, it is the drabness of urban
landscapes in Holon and Tel Aviv which stands out above all.

The same group of friends is featured in a series of works
from the turn of the century in Israel: "Headwash” (2 min.
2001); "Iron Eyes” (1 min. 2001); "Glasses” (4 min. 1998);
"Collar” (2 min. 2002); and "Nose" (2 min. 2001). These were
shot around Maria Pomiansky's and Vadim Levine's house, with
the group of friends acting as "extras’, in recurring images,
wearing pig noses, jabot collars, etc. In these works, the artist
avoided using either Hebrew or Russian, whether in speech or
in writing, so that the extras communicate - in their postures

and accessories — in universal and ironic symbolism.

Maria Pomiansky
was born in Moscow in 1971. She immigrated to Israel in
1991 after studying art in Moscow. In 1993-1998 she studied

at the Bezalel Academy of Arts and Design in Jerusalem. In

2003 she went to study for her MA in Ziirich. Her current

artistic activities include painting, photography and video art

in Tel Aviv and Ziirich.

MAPUA
NMOMAHCKU

[lnacnopHoe KMHO, OCHOBAHHOE Ha KOHLIEMLUM paccesHus,
HaxoauTCs B LeHTpe TBopyecTBa Mapuu MNoMsHCku B

[BYX KOPOTKMX (DUNbMax, NPEeACTaBAEHHbIX HA BbICTaBKe.
®unbM "Sunny from inside to outside" (24 muHyTbl, 2006 )

- 3KCMepUMEHTaNbHbIA GUbM, HAXOASLMIACA B XXaHPOBOM
OTHOLLEHWUWU MeXAY LOKYMEHTANIbHbIM KUHO M BUAEO0-apTOM.

B HeM cTaBuTCs Bonpoc "YTto Takoe Kpacota?". XyaoxkHMUUA
obpatuaeTcsa K rpynne apy3ei B Tenb-Asuse, Litopuxe n Mockee
C OOHWM U TeM XXe BOMPOCOM, Ha UBPUTE, PYCCKOM, aHITIUIMCKOM
1 HeMeLuKoM. [IMHaMuKa GunbMa NposiBASET MHTEPEC K KpacoTe
ropoAoB (N10KaNbHOCTb), My3blKK U Ntoaei. MNpuyeM, npobnema,
MHTEpeCYoLWas XyLOXHHULY - onpeaeneHue NoAbMU KpacoTbl.
OTBeT B Ha3BaHUM GUNbMA: "M3HYTPU - HAPYXKY".

B dunbmMe nepep 3putenem npoxoauT MHOXECTBO JIOAEN,
Mapwus co3paer Auanor, 3a4aeT BONPOChl KaXa0My Ha ero
A3blKe, U, N0 ee C10BaM, CaMOE BAaXXHOE - 3TO OTBETbI HA
POLHOM $3blKe FOBOPSLLErO, NOTOMY YTO B 3TOM BO3MOXHOCTb
NMPOHWUKHYTb B Fy6UHY, HE NOTEPSIB YaCTb CMbIC1A NPU NEpeBoe.
XyLoXHMLA ULLET KPacoTy 33 NpeaenaMmn HaLuuoHaNnbHbIX
nnu reorpadunyeckmnx rpaHuL, OHa UCCNenyeT YyHUBEpPCabHble
LIeHHOCTM KpacoTbl M 3CTETUKM. B dunbMe nokasaHa kpacota
pa3HbIX FOPOAOB B pa3HbIX CTpaHax, 0AHaKo, Bagum Xonakos
NPUBOAMT XYAOXKHULY Ha Knagbuwa kopabnei B Addo. OH
HaXOAMT KPacoTy B MPOLLECCE Pa3pyLUEHUS U PA3IOXKEHMUS.
Pa3pyxa, roBOpUT OH - 3TO TOXEe KOHLENLMS KPacoTbl, 3T0O MOXET
6bITb 60/1€€ KPACUBBIM, YEM KPACOTa MOLENEN MU FONNAHACKMUX
nemsaxen.

@unbM “The end of the light” (22 MuHyTbl, 2009) cTagut
BOMpoc: "41o Takoe cTpax?”. B cepumn MHTEPBBIO, XYAOXKHMLA
06palLlaeTcs K ToW e rpynne Apy3ei, YacTb KOTOPbIX -
MMMUTPaHTbI B Tenb-ABuMBE, U K rpynne XyaoXHWKoB B Lllopuxe.
CobecenHnkn Mapum pacckasblBatT O CBOMX CTpaxax. B gpunbme
rOBOPUTCS O BO3MOXXHOCTU BCTPETUTL CBOM CTPAX IULLOM K NnLLY.

K cBOeMy yauBneHuto, XyaoXH1LA 06HapY>XMBAET, YTO Y
HeKOTOpbIX U3 ee cobecenHUKOB ecTb CTpax nepen, AHEBHbIM
CBETOM U COMTHEYHBIMM Nly4aMu. B HazBaHUM dunbMa, XyLooXKHULA
00bIrpbIBaET ABOMHOE 3HAYEHME C/10BaA "CBET" NO-pyccku. Kak u
B MepBoM dunbMe, UHTEPBbIOMPYEMbIE OTBEYAKOT HA BONPOC Ha
CBOEM POJHOM £3blKe: PyCCKOM, UBPUTE, HEMELIKOM, aHIIUIMCKOM.
Cepus MHTEPBbLIO Pa3BMBAETCS OT UHTUMHbIX Becen 06
OTHOLLEHMAX U OAMHOYECTBE L0 IK3UCTEHLMANBHBIX CTPAXOB B
CNOXHOM NMONUTUYECKOW peanbHOCTU. Tak, Bagum Xopakos Beget
XYLOOXHULY Ha Knaabuiie B3opBaHbIX, 06yrineHbix aBTOOYCOB.
"MoxeLwb npeactaBuTb cebe KOoro-To U3 TBOMX BAN3KMX, KOTOpbIe
nownu 3a xnebom, cenu Ha aBTobyC 1 B30PBANUCH' - TAKOHUYHO
3ameyaeT oH. [loTom, Bagum 3ameyaer: "MHoraa 5 6otoch
NpOCbINATbCS YTPOM, Y MEHS peanbHbli CTpax, iBHas Gobus
[HeBHoro ceeta. Koraa aoxapb, TEMHOTA, TyYM, S YyBCTBYHO cebs
HaMHoro komdoptHee". Cepusi UHTEPBbIO 3aTparnBaeT CTpax
nepes XeHLWuHaMK, CTpax nepes, AUKOW NpUpOAON, CTpax nepea
pabotoi unu 6espaboTuLien, cTpax nepes, Ha4anbCTBOM, CTPaxX
pabotatb ¢ 17 no 67 net. Dunbm 3aBepLuaeTcs BONPOCoM: "..
Ecnv Tl no3BONULWb CTPaxy BOWTM B CBOK XM3Hb!". Ob6a dpunbma
HOCST aHIMMUICKME HAa3BaHWUS U PeYb XYO0XHMLbI 33 KaAPOM -
TOXE MO-aHMMUACKN. MHTEPBbIO MPOBOASTCSA HA aHIINIACKOM,
HeMeLKOM, uBpuTe 1 pycckoM. Kak u B dunbme Mawwum PybuH,
3puUTeNsM, He BNAAEHLWNM PYCCKUM S3bIKOM, HEAOCTYMHbI
TOHKOCTM M HIOAHCbI TEKCTA U Pa3HOO6pa3Hble KY/bTYpHbIE KOAbI.
To, uto HuNbM 06paLLAETCS K Pa3HbIM KYNbTYPHbLIM Fpynnam,
€03[3aeT, COOTBETCTBEHHO, FPYNMbl 3puUTENeN, pasaensoLmx
006LWLMIA 93bIK, UCTOPUIO U KyNbTYpY. XyAOXHMLA CO303eT
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Irina Birger Thinks: Drawing is Important, video
2010

LleHTpoM paboTbl sBNSETCA My3blKa YeTbIpeX CayHA-
aptucTos: Inu Wapropogackoro (M3pannb), JiupoHa Jlyny
(U3paunnb) bpaeHa MakKeHHa (KaHapa) u IHa Keeca BaH
KamneHa (HuoepnaHgabl). XyooxXHULA CO34aeT PEMUKC UX
Npou3BEAEHMI C MOMOLLBID COBOKYMHOCTHW, CONPOBOXAAIOLLEN
ps4 BOCXOAa-3aKaTa-Houu, B TO BpEMS Kak yn npeBpaliaeT
paboty B 6eckoHeYHoe NpOCTPaHCTBO KOYEBHUYECTBA,
LIMKIMYHOCTb KOTOPOTO YCUAMBAET POMAHTMU3ALIMIO aKTa
CTPaHCTBMUSI.

[eMuctndukaums UMMUIPaLLUK, Fpynbl IPUHAANEXHOCTH,
rpynnbl Apy3ei HAXOAMUT CBOE BblpaXkeHWe B abCTPaKTHOW BMAEO
UHCcTannauuu "“Beryc TeneHos" (nyn 12 munyT, 2008). MoHaTHe
"TeneHos" onpeaenun 6pUTaHCKUIA XYA0XHUK U TeopeTuk Poi
AckoTT: "Instead of Paranoia we are interested in Telenoia.
Telenoia is a much more positive emotion. It's about the
celebration of touching one another, either in tele-distance
or in physical proximity. Telenoia hopefully will increasingly
replace the paranoia of the old industrial culture. (Roy Ascott)

B HOBYIO KYNbTYpHYH CUCTEMY XYAOXKHMLA NOMELLAET
NceBAOHAYYHYH0 CUCTEMY, MCEBAOCOHEYHY!IO, YTO-TO BPOAE
60/1bLION NNAHETHOM CUCTEMBI. B 3TOW cucTemMe HaMm M3BECTHO,
C MOMOLLbIO TEXHOMOMUU, O CYLLECTBOBAHUM APYrUX NOAEN, KaK
0 ApYyrux 3Be3aax U NNaHeTax, M Mbl NbITaeMCs YCTAaHOBUTb
BPEMEHHbIM KOHTAKT, MTHOBEHHYI0 MHTEPAKLIMIO BPEMEHMU
W NpOCTPaHCTBA. MHOraa YenoBeyeckoe 1L, Takoe, KakK
NULLO XYLOXHULbI, 0OHAPYXXMBAETCS HA HEKOW MaHeTe,
O[HAKO B TOT XK€ MUT 3Ta NAaHeTa Mc4e3aeT Nnog 3ByK CTaporo
CUHTE3aTOpa BOCbMMAECATHIX rofoB. CBA3b MeXAy peTpo
1 GyTypU3MOM, BUOHEIOLWMMCS Ha FOPU3OHTE, HAaNMOMUHAET
KY/NbTypY aCTPOHABTUKM, haHTaCcTUUYECKME MYNBTUNIMKALMOHHbIE
$uNbMbI 0 3aBTPALLHEM AHE, B KOTOPOM JI0AM BCTpeYatoTCs C
napannienbHbiMU CYLLIHOCTSIMU B NMPOCTPAHCTBAX, IULLEHHbIX

reorpaduyeckon MAeHTUOUKALUU UAK ONpeseNeHHOW KynbTypbl.

ABCTPaKTHbIN MUp 6€3 UCTOPUM XYL0XKHULA AOBOAUT A0
KpaMHOCTM B aHMMaLMOHHOM paboTe "AHasozus” (@animation
loop, 2003). Pabota ocHoBaHa Ha ABYX BMHapHbIX 06pa3ax:
KHOMKA B ABYX COCTOSAHUSX HAXKaTMUS, KPACHbIM U YepHbIv. Ha
nepBblii B3rnsa, pabota oTpaXkaeT NamaTb O XOIOAHOM BOViHE
mexay Poccueit n CLLA B nepuog, Koraa Ha nocTy npesuaeHTa
CLUA Haxoaunca PoHanbg, Peirad. OgHako, B 60nbLLOM
cTeneHu 3ta paboTa aBnseTcs peaykTMBHbLIM B3rS40M Ha ABa
NMPOU3BOJIbHbIX KPAWHWUX COCTOSHMUS, Takmne, Kak buHapHble
COCTOSIHUS YepHOro-6enoro, MCTUHbI-MKK, Aa-HET.

MPUHA BUPTEP
poaunacb B 1972 r. B Mockee. MMMurpupoBana B M3paunnb B

1992 r. B Bo3pacte 20 net nocne T0ro, KaK y4nnacb MCKYCcCTBy

B Benrpa,ue. Yymnacb B akagemuu UCKYCCTB beuanens B

Mepycanume B 1993-1997 rr. B 2002 r. yexana B AMcTepaam

ANs y4ebbl Ha BTOPYIO CTEMEHb MO UCKYCCTBY. 3aHMMAeTCs

BUAE0-UHCTaNsLMEN, aHUMALMEN M PUCYHKOM B AMCTepaame u

Tenb-ABuBeE.
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Instead of Paranoia we are interested in Telenoia."
Telenoia is a much more positive emotion. It's about
the celebration of touching one another, either in tele-
distance or in physical proximity. Telenoia hopefully
will increasingly replace the paranoia of the old
industrial culture.
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IRINA
BIRGER

Irina Birger exhibits the tension between Diasporic Cinema
grounded in migration and wandering on the one hand, and
essentially universal, abstract artwork which tend to avoid any
particular cultural identification.

In the biographic film "Irina Birger Thinks: Drawing is
Important” (15 min. 2010), the artist returns to her childhood,
to the album photos and family testimonies, to produce a
contemporary text about her life as an artist and the way her
work is affected by the experience of continuous migration.
The film starts with a sequence of still photos — hundreds of
self-portraits with family and friends centered on the rapidly
changing face - backed by a laconic voice summarizing
the chronology of the artist's Life in English. Hebrew titles
accompany the still photos, with the mother tongue’s voice
completely absent. The transitions from communist Russia
to the former Yugoslavia on the verge of civil war, to Israel
during the Second Intifada of the early 2000s, and then to
post-unification Germany and contemporary Holland are
fast-paced, sharp but sentimental. Irina Birger documents
routine migration, ongoing migration, migration experienced
in constant tension between the personal and political.
However, she refuses to do political art, such that refers
directly to the Israeli-Palestinian conflict, but rather adopts a
more universal critical stance from a curator's point of view,
as in the Amsterdam immigrants projects depicted in the
film. Nevertheless, despite her comprehensive public project,
she eventually chooses to end the film with the sentence,
"The circle is closed and i can't get out of it. Maybe |'ve never
wanted to. Irina Birger thinks: drawing is important”. Thus she
goes back to square one, forging an immanent link between
the beginning of her biography and the origin of artistic
practice - drawing.

This ongoing migratory experience is also articulated in
Birger's animation piece "Tuning" (12 min. 2006). This film's
imagery is composed of Christian, Muslim and Jewish spaces,
with the silhouetted skylines of Amsterdam, Istanbul and
Tel Aviv in the background. The silhouettes then merge into
one, forming a continuous geographical sequence. Unlike
landscapes which represent a stable territory with familiar
boundaries, this work represents an abstract conceptualization
of landscape as a utopic objective. The elongated silhouette
in the distant and blurred horizon is accompanied by the
colorfulness of sunrise-sunset-night, emphasizing the
metaphor of romantic landscape and the cyclicality of nature.

Central to this work is the soundtrack composed by
four sound artists: ELi Shargorodsky (Israel), Liron Lupu
(Israel), Brian McKenna (Canada) and Jan Kees van Kampen
(Netherlands). The artist remixes their compositions into a
unified whole which accompanies the sunrise-sunset cycle,

with the loop turning the work into an infinite space of cyclic

migration, reinforcing the romantization of the migratory act.

Migration, belonging, and friend groups are demystified
in the abstract video installation Venus Telenoia (12 min. loop,
2008). British artist and theorist Roy Ascott defined telenoia
as follows: "Instead of Paranoia we are interested in Telenoia.
Telenoia is a much more positive emotion. It's about the
celebration of touching one another, either in tele-distance or in
physical proximity. Telenoia hopefully will increasingly replace
the paranoia of the old industrial culture".

In a new cultural system, the artist locates a pseudo-
scientific, pseudo-solar system reminiscent of a large stellar
system. In such a system, we are technologically aware of
the existence of others, akin to other stars or planets, and we
seek temporary contact, momentary space-time interactions.
Sometimes the visage is human as the artist's face, which
appear in one star only to immediately fade away to the sound
of an old 1980s’ synthesizer. The relationship between retro
and future seen in the horizon is reminiscent of the astronaut
culture or the science fiction animations where people meet in
parallel universes, in spaces lacking in any specific geographic
or cultural identity.

This ahistoric abstract world is brought to an extreme in
"Analogia” (animation loop, 2003). This work is based on two
binary images: a button with two modes, red and black. At first
glance, this work is echoic of the memory of the cold war during
Regan’s presidency. However, it is also largely a reductive view
of two extreme arbitrary situations, binary situations of black

versus white, true versus false, yes or no.

IRINA BIRGER

was born in Moscow in 1972. She immigrated to Israel in 1992
after studying art in Belgrade. In 1993-1997 she studied at the
Bezalel Academy of Arts and Design in Jerusalem. In 2002 she

left for MA studies in Amsterdam. Her current artistic activities

include video installation, animation and drawing in Tel Aviv

and Amsterdam.
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UPUHA
BUPIEP

B pabotax MpwHbl buprep, npencraBneHHbIX Ha BbICTAaBKE,
NMPOTMBOCMOCTABIEHO AMACMNOPHOE KUHO, OCHOBAaHHOE Ha
UMMUIPaLMK U CTPAHCTBUAX, aDCTPAKTHbIM, YHUBEPCAbHbIM
no CyTu cBoel paboTtaMm, Laneknum OT BCAKOMN Ky/bTYPHOW
MOEHTUDUKALUN.

B 6uorpacumyeckom punoMe “MpuHa bupzep cyumaem:
pucosaHue - 3mo cepse3Ho” (15 muuyT, 2010), XyaoxKHMLA
BO3BpALLAETCS B AETCTBO, K poTorpacdusam B anbbome U k
CeMeliHbIM paccKasaMm, U CO34aeT COBPEMEHHbIN TEKCT O CBOEN
XXM3HM U 0 TOM, KakK Ha ee TBOPYECTBO BAUSET MOCTOAHHbIA OMbIT
CTPaHCTBUM.

@unbM HauMHaeTcs cepuelt doTorpaduit, coTeH
(HOTOMOPTPETOB C YNEHAMM CEMBU U APY3bAMU, ObICTPO
MeHSLMXCSA UL, beccTpacTHBIM ronocom 3a KaapoMm Ha
AHINUIACKOM f13blKe, XYAOXHULA AAET XPOHON0rMYECKYH
nepcrneKkT1BY U PaccKasbiBAeT O CBOEM XM3HU. Hagnucu
Ha MBPUTE CONPOBOXAAIT PoTorpaduu, poaHOM A3biK
COBepLUEHHO OTCyTCTBYET. [lepee3n U3 KOMMYHUCTUYECKOM
Poccuu B 6biBLLyto KOrocnaBuio Ha nopore rpaxkaaHCKOW BOWHbI,
3atem B M3pannb B nepuog BTOpor MHTUdaAb!, B [epMaHuio
roc/ie BOCCOeAMHEHUS U Tenepb B [011aHAMIO - BbICTPbIE,
BHe3arHble, HO CEHTUMEHTa/bHbIE. XyA0XHMLA ONUCbIBAET
PYTUHHYHO, MOCTOSIHHYH0 MMMUIpaLMio. UMMUrpaums cywectsyer
B 30HE HeMnpepbIBHOIO HAMPSXKEHUS MexXay NMPUBATHLIM U
nonutuyeckum. OgHaKo, XyAOXHMLA OTKa3blBaeTCs AeNnatb
NMONUTUYECKOE UCKYCCTBO, TAaKOE, KOTOpPble Bbl HaMpsSMyto
roBOpMo 0 KOHGMKTE Mexay M3pannem un nanectmHuamu;
XYLAOXHWULA BbibMpaeT no3uumio 6onee KpUTUUECKYHO U
YHUBEPCANbHYIO KaK, K MPpUMepY, MO3ULMS KypaTopa NpoeKkTa
MCKYCCTBA MMMWUIPAHTOB B AMCTEpAaMe, Npo KOTOpYHo
pacckasbiBaeT puabM. HecMoTps Ha 06LWMPHbIN 06LLECTBEHHbIN
NPOEKT, B KOHLLE KOHLLOB XYA0XHMULA 3aKaHYMBAET GuibM
dpazoin: "Kpyr 3aMKHYNCA U S HE MOTY U3 HErO BbINTU.
Bo3MoxHo, HMKoraa 1 He xotena. MpuHa buprep cuutaer:
pUCOBaHMeE - 3TO Cepbe3H0". TakuM 06pa3oMm, XyLoXKHMLA
BO3BPALLAETCS K HAYabHOW TOYKE M CO343ET UMMAHEHTHYIO
CBS3b MeXAY Hayanom buorpadmyeckoro pacckasa M Hayanom
XYL0XECTBEHHOIO AeNCTBUS, PUCOBAHMS.

OnbIT NOCTOSHHOM MMMUIPaLIMKM HAXOAUTCS TAKXKE B LIEHTPE
aHMMaLMoHHoro dunbMa “Tuning” (12 munyt, 2006). 31a pabota
COCTaBNEHA U3 XPUCTUAHCKOTO, MyCY/IbMaHCKOTO U UyAeNCKOro
NPOCTPAHCTBA, CUYETOM NpeACTaBAeHbl IMHUM FOPU3OHTA
Amcteppama, Crambyna u Tenb-ABuBa. 3T CUNYETbI CIMBAKOTCS
B OAMH CWU/YET, CO34aBas HempepbiBHOE reorpaduyeckoe
NpOCTPaHCTBO. B oTiMumm oT nensaxHbix pabor,
NnpeacTaBNAoLLMX MOCTOSHHYIO TEPPUTOPUIO CO 3HAKOMbIMM
rpaHuuamu, 3ta paborta AeMOHCTPUPYeT abCTpakTHoe
npeacTaBneHne o nesaxe Kak 06 yronuyeckon uenu. JanmHHbIA
cunyeT yaaneHHoM IMHUM TOpU30HTa COMPOBOXAAETCS
LIBETHOW aHMMaLMel BOCXOAA M 3aKaTa COMHLA M HOuM,
KOTOpas noayepk1BaeT MeTahopy pOMaHTUYECKOrO Nei3axa u
LIMKIMYHOCTb MPUPOABI.



MASHA RUBIN
MARIA POMIANSKY
IRINA BIRGER

textey: TAL BEN-ZVI

Masha Rubin, Maria Pomiansky and Irina Birger are three artists and friends who immigrated

to Israel in the early 1990s. They studied at the Bezalel Academy of Arts and Design in
Jerusalem and worked on interrelated and mutually influenced projects throughout the decade.
This exhibition is a retrospective overview of twenty years of artistic activity, starting in
Moscow and St. Petersburg, continuing in Israel and then, after the split, in Ziirich, Amsterdam
and Tel Aviv.

For twenty years, many of their photography and video artworks feature a group of young

friends who immigrated to Israel at that time and worked in theater, music, cinema and fine art
in Jerusalem and Tel Aviv. This group features repeatedly in the three artist's works, in various
situations, creating a real and imagined community. In many of their works the artists move from
city to city, from Tel Aviv to Ziirich, from Amsterdam to Tel Aviv and from one language to another
with perfect naturalness, so smoothly as to suggest a new territorial space that is not centered
on a single identity and locality, but becomes integrated in a hyphenated Israeli-Russian culture
that operates in direct artistic relation with East Europe’'s communist and post-communist past
and with the immigrant culture in Israel, as well as with the contemporary artistic arena in the

countries where they work and create.

The realistic, sociological and ironic dimensions are clearly evident in the exhibition. The
biographic milestones serve as raw material for the artist's photography and video artwork, with
reality creating a joint associative photographic language. The immigration culture as a exilic
culture of transition relies on a retrospective view, based on archival and album photos, clips
from feature films, clips from documentary films shot at home and outside in the city, which form

a spatial and temporal sequence designed to overcome the recurrent geographic splits.

These multiple video artworks feature Hebrew, Russian and English as both spoken and written
languages in the various narrator voices, titles, the voices of the artists themselves and the
group of friends. This artistic multi-language represents the migration moves between cultures

and countries and retains the translation gaps between the languages.

1 Hamid Naficy, 2001. An Accented Cinema: Exilic and Diasporic Filmmaking, Princeton University Press, pp. 124-125.

2 Ibid.p. 15.

3 For more on this approach to the interpretation of feature films, see Gershenson's article on "Paper Snow" (2003)
(dir. Slava and Lina Chaplin - Haya o lo hayah/Paper Snow): Gershenson, Olga (2009). "Accented memory:

3ForiO

The artists' video artworks may be interpreted within the framework of accented cinema, as
defined by Hamid Naficy! with reference to exilic and diasporic filmmaking. Naficy distinguishes
among three definitions of accented cinema, distinctions based on its locational reference: exilic
cinema is dominated by its focus on "there" and "then" in the homeland; diasporic cinema by its
vertical relationship to the homeland and by its lateral relationship to the diaspora communities
and experiences, such as those of naturalized Jewish immigrants in the Israeli context; and
postcolonial ethnic and identity cinema by the exigencies of life here and now in a the country in
which the filmmakers reside.2

These definitions open up a broad range of possibilities for analyzing feature films,
documentaries and video artwork of contemporary émigré artists®. Accented cinema borrows its
name from the definition of "accent” as stress, intonation, emphasis and articulation of a mother
tongue which predates the spoken language. However, it is also broadly referent to the history of

the artists’ own uprooting and displacement, as well as to their artistic means of production.*

*

3 For 10 creates excess, a multiplicity of visual, vocal and linguistic texts, a multiplicity which
attempts to capture a diasporic system grounded in migration, wandering, and exile. In Naficy’s
terms, inter-textual art is described as textual multiplicity which denies the text’s status as

a single and natural text, therefore requiring the art consumer to perform several activities
simultaneously: observe, read and translate. Nevertheless, since these techniques are not
necessarily mutually supportive due to their asynchronicity, and since they are juxtaposed in
critical proximity, the observer’s (reader’s, translator’s) activities do not merge into a single
consistent interpretation.®

The asynchronicity of interpretation, perspective and language typical of the three artists’ work
creates a sense of deconstruction. The artists create an esthetic of migration where, side by side
with discontinuity and incoherence, a deceptive stability of home is constantly recreated.

Russian immigrants reimagine the Israeli past”, Journal of Israeli History 28(1), 21-36.
4 Naficy, p. 4.
5 Naficy, p. 124-25.
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