< ITxecp KYHC
Toosewennoe cepoye
(kpacnoe/30a0moe)
1994-2006
BoicokoxpomucTast
HEep>KaBEeIoLas CTallb
C NPO3paYHbIM
LIBETHBIM TTOKPbITHEM
291 x 280 x 101,5

< Jeff KOONS
Hanging Heart
(Red/Gold), 1994-2006
High chromium stain-
less steel with transpar-
ent colour coating

291 x 280 x 101.5 cm

. TPETbAKOBCKAA ANIEPEA

KOMNEKUNN N KOJTEKLUNOHEPBI

lIpocTpancTBO 3KCIIEpUMEHTA

IToka3 n3bpaHHbIX MpousBeeHui u3 kosuekimn Ponja PpaHcya
[TuHo «OnpepieneHHOe COCTOSIHUE MUPA?» CTaJl BTOPbIM MTPOEK-
ToM LIeHTpa coBpeMeHHOI1 KyJIbTypbl «[apax». CBOMM Ha3BaHU-
€M HOBasl BbICTaBOYHasA IUIOLIAIKa MOCKBBI 0Osi3aHa MEpBOHA-
YAJIbHOMY HA3HAYEHUIO 3/1aHUsI, B KOTOPOM OHA Pa3MECTUIIACH.

BaxmeTheBCKUIl rapaxK Jisi aBTOOYCOB, MOCTPOEHHbIA B 1926—
1927 rogax no MpoeKkTy W3BECTHOTO apXUTEKTOPA-KOHCTPYKTH-
Bructa KoHcTaHTrHA MeEnbHUKOBA, IEPEKUBAET CETOfIHSI BTOPOE
poxnenue, npuanMast 1o 2000 nocetureneii B ieHb. 1o cepenu-
Hbl MIOHS 3[1€Ch OTKpPbITA BBICTABKA, KOTOpas OOEIIAET CTaTh
OIHUM M3 CaMbIX 3HAYMMBIX KYJBTYPHbIX coObIThil 2009 ropa.

BHCpBLIe B Poccum B mpocTpaHcTBe
OTHOI 3KCITO3UIINK TIPENCTaBICHO
TBOPYECTBO BEAYLIMX 3apPyOeKHBIX MacTe-
POB aKTyaJIbHOTO McKyccTBa. U3 Koiek-
miu ®onpa Ppancya [IMHO, HACUUTHI-
Baroleit 6osee 2000 mpousBeneHuit, ast
nokaza B MockBe oroOpaHo okoio 40.
Buneo, MHCTANIALMU U OOBEKTHI MPU3-
HaHHBIX KJIACCUKOB COBpeMEeHHOCTH buii-
na Buonel, Ilupun Hemrat, JIsna ®ma-
BuHa, JIxxeda KyHca cocencTByroT 31mech ¢
paboTaMu MOJIONBIX, HO YK€ 3assBUBIINIX
o cebe aBropoB: Cao ®sii, Jlopu Ipeo,
Mapuon TammoH-JIskapbeTT.

WHrepecHo obliiee peleHrue 3KCIo-
3UIUU, TTOCTPOSHHOUN TIOZOOHO CIeKTa-
KJTIO: SIPKOE Havaso, TPeX4acTHOe AeIeH1e
«OCHOBHOTO JEMCTBUSI» M (bUHAJ, OCTa-
BISTIONIMIT BpeMsI Ha pa3MbIIIICHUE.

Bcerpeuaer 3pureneit «OdeHb ToJ10-
Hblii 60r» Cybonxa [ynThl — yBeTMUEHHbBIM
0 KOJIOCCATBHBIX Pa3MepoB ueper, co0-
paHHBII U3 TIPEIMETOB KyXOHHO yTBapH.
BrnepBbie moka3zaHHbIi B LiepkBU CBSITOrO
Bepnapna B IMapuke B 2006 rogy oH mpe-
TEHIIyeT Ha TO, YTOOBI CTaTh HOBBIM CUM-
BOJIOM vanitas.

3a HMUM creayeT pasfen «BoiiHbI».
ITo cnoBam kyparopa BeictaBku Kapoma
Bypkya, coBpeMeHHOE POCCHUICKOE WC-
KYCCTBO, C KOTOPbIM 3HAKOMBbI 3amagHble
CIIEIUAIACTBI, TI0 OOJbIIeil YacTu arpec-
CHUBHO U OpyTaJibHO, W, BEPOSITHO, POC-
CUIICKME 3PUTETN IOKHBI OBITh TOTOBBI

K BOCTIPUSITUIO TAaKOTO pola TIpOM3Bene-
Huit. OTHAKO UMEHHO 3TOT «OpYTaJIbHbI»
paszfen BBICTaBKM C KOJIOCCATbHOW WMH-
CTaJUISILMEN — MOJIENbI0O aMEePUKAaHCKOTO
BoeHHoOTO Jarepss — “Sod and Sodie Sock
Comp.” Ilona Makkaptu u Maiika Ken-
JIM TIpeAcCTaBIisieTcsl Haubosiee CIIOPHBIM.
Kax Hu ctpaHHO, TTpu BHEIIHEei arpeccuB-
HOCTH aKTyaJIbHOe WMCKYCCTBO, ITOTamast
B MHOE€ KYJBTYPHOE MPOCTPAHCTBO, Yac-
TO OKa3bIBaeTCs OECTTOMOIIHBIM, TepsieT
YacThb BJIOKEHHBIX B TIPOM3BEIEHUE CMBbI-
citoB. Tak, BHE TTOJIMTUIECKOTO KOHTEKCTa
HEBO3MOXHO BOCIPUSITUE TMOKA3aHHbBIX
B paznene «[iobanuzauust» padotr Anenst
Abneccemena, Jxxenudep Anbopsl u [11b-
epmo Kanbcanuabu.

Mexny «BoitHamu» u «[1o6ammza-
Meli» B IEHTpPe SKCTIO3WINK pa3MelleH
paznen «OO01IecTBO crnekrakis». Ocobdoe
MECTO B HEM OTBEIEHO CKYJbITYPHBIM
oowvektaM [Ixkeda KyHca. BeimmonHeHHBIE
W3 PpACKpallleHHOTO aJTIOMUHUSI, OHU
MPECTaBISIIOT OO0 TOUYHBIE KOMUU AET-
CKMX HaTyBHBIX UTPYILIEK, COENIMHEHHBIE C
peaTbHBIMU TIpeIMETaMU U3 TIOBCETHEB-
HOU >ku3HU. [IpyHLMN yBenWueHus1 3Ha-
KOMBIX Bellell M0 pa3Mepa MOHYMEHTOB
JIeT B OCHOBY cepuu «TopxKecTBa», B KOTO-
pyto Bxomut «[lomBerieHHOe cepie» —
KYJIOH BeCOM 2,5 TOHHBI.

OpurnHaJbHOE WUCTIOTHEHUE OTIN-
yaeT oOBeKThl XoaHbl BackoHceny:
OTPOMHBII MenaabOH, MEMJIEHHO Bpa-

ILIAIOLIMIACS BOKPYT CBOEI OCH TTOJ MeJIaH-
XOJIMYHBbIC HameBbl (afdy, COCTaBIeH U3
IJIACTUKOBBIX BWJIOK, HOXEW M JIOXKEeK
KpacHoro 1Beta. «CepaeuHyro» TeMy Ha
BBICTaBKe TTpoosrKaeT 00bekT Tuma Hoo-
sa u Celo Bebcrep, B KOTOPOM XpUCTHUAH-
CKMI1 apXeTUIl JXepTBEHHOCTH COCIVUHEH
C DCTETUKOMN KUTYa.

HeunsmeHHO TIPOBOKAIIMOHHBIN Xa-
pakTep HOCST TpousBeneHus Maypuimo
Karrtenana — eaBa u He €NIMHCTBEHHOTO
YYaCTHUKA BBICTaBKU, TaK U HE IMOJTYyYUB-
mero o(pUIIMAILHOTO XyIO0KEeCTBEHHOTO
obpa3zoBaHusi. Ero paboThl oT/iMyaeT cBoe-
obpa3Hasi aBToOuorpadguuHocTh. Beap
cTpayc, MPSYYIIUi TOJOBY TIOM TIOJ TaJe-
peu, — 3TO caM XYIOXHUWK, YIWBICHHBIN
M UCITyTaHHbI HEOXWUIAHHO CBAJIMBILIEI-
CsI Ha HETO CIIaBOM.

3HAUYNTEIbHOE MECTO B IPOCTPaH-
CTBE BbICTABKM OTBEIEHO BUICOMHCTAILIS -
uusim. OOpalleHue K TeMaM UM oOpaszam
KrHeMarorpada B 3TOM BHIE MCKYCCTBa
yXe CcTajio ycTtoitunBoii Tpaauiumeit. [1po-
msBeneHust [loma [daiidbdepa, Moxana
Ipumonnpe u Mapuon TamnoH-JIszxa-
DBETT, BIOXHOBJICHHBIE TBOPYECTBOM AJTb-
¢pena Xuukoka, — ele OAHO TOMY IOA-

TBEPXKACHUE.
MHble OpUeHTUPBI OTJIUYAIOT TBOP-
yectBo bumra Buonbsl — opgHoOro wus

KPYIHEHIIMX MacTepoB COBPEMEHHOIO
Buneo-apra. [1o crerneHu BbIpa3UTEIbHO-
CTH, MACIITaOHOCTU TEMbl U KOMIIO3U-
LIMOHHOMY CTpOIO €ro paboThl COOTHO-
CATCSI C KapTUHAMU U (pecKaMu SIOXU
Bospoxnenus.

PackpeiBasi MHOrooopasue coBpe-
MEHHOIO MMpA, SKCIIO3ULHUS BKJIIOYAECT
MPOU3BEICHUS aBTOPOB U3 a3UATCKOTO
peruoHa — ypoxeHueB Kopeu, SAnoHuu,
Kuras. Uncramnsaius Yen XKeHs, cras-
mast mocjienHei paboToi XymoXKHUKA,
MpEeACTaBIsieT COO0 MOHYMEHTAIbHYIO
YIApHYIO0 YCTaHOBKY M paccuuTaHa Ha
AKTUBHOE B3aUMOJIEHCTBUE CO 3PUTEIIEM.

Kaxercsi, Bce TEHIEHLIUU COBPEMEH-
HOI0 MMPOBOI0 MCKYCCTBA HAILIA OTpa-
JKEHME B IPOCTPAHCTBE 3TOM BBICTABKH,
MPEICTABJISIIONIEA LEbIA TIACT KYJIBTY-
pbl, MOMYJSIPHBIM Ha 3amajge U MOYTU
Heu3BecTHbII B Poccuu.
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Monmm
Jent-Bpoknxéper,
®pancya [uno,

Iapbs Kykosa

n Kaponun Bypxya

Ha npecc-KoH(pepeHLn
BBICTABKHI

Mollie
Dent-Brocklehurst,
FrangGois Pinault, Daria
Zhukova and Caroline
Bourgeois at the press-
conference of the exhi-
bition

Cy6onx I'YIITA »
Ouenb 2000HbLI

602. 2006
Koncrpykuus us
HepXKaBeloLIeil CTasm,
KyXOHHasl yTBapb

320 x 280 x 330

Subodh GUPTA »

Very Hungry God. 2006
Stainless-steel structure
covered by kitchen
tools

320 x 280 x 330 cm
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COLLECTORS AND COLLECTIONS

A Space of Experiment

“A Certain State of the World?” — a selection of works from the
FrancGois Pinault Foundation collection — was the second proj-
ect put together by the Garage Centre for Contemporary Cul-
ture. Moscow’s new exhibition venue owes its name to the fact
that initially the building housed a garage, for buses, built in
1926-27 to the design of the famed Constructivist architect

Konstantin Melnikov.

Today it is experiencing a renaissance as
an exhibition space, with up to 2,000
visitors coming there every day. Through to
mid-June the Garage held an exhibition
which promises to become one of the most
significant cultural events of the year.

For the first time in Russia a single
show is to bring together works of a host of
leading international artists. For the show
in Moscow, about 40 objects, installations
and videos were selected from the Francois
Pinault Foundation for Contemporary Art,
which includes more than 2,000 items.
Works of acclaimed modern masters, such
as Bill Viola, Shirin Neshat, Dan Flavin,
Jeff Koons, are featured alongside pieces
by young but already well known artists —
Cao Fei, Loris Gréaud, and Marion Tam-
pon-Lajarriette.

The overall layout of the exhibition
space is remarkable — it is akin to a stage
performance, with a fascinating begin-
ning, a three-act division of the bulk of the
play, and a finale, which leaves time for
reflection.

The first item on display is Subodh
Gupta’s “Very Hungry God” — an enor-
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mous skull made of kitchen utensils. First
showed at the Saint-Bernard Church in
Paris in 2006, the item has all the makings
for becoming a new symbol of “Vanitas”.

Next follows a section called “Wars”.
According to the show’s curator Caroline
Bourgeois, the modern Russian art familiar
to Western experts is mostly aggressive and
brutal, so it seems natural that Russian
audiences should be well prepared for the
encounter with an artwork of this particular
sort. However, this “brutal” section with its
gigantic Paul McCarthy’s & Mike Kelley’s
installation “Sod & Sodie Sock Comp.” —
a model of an American military camp — is
the one that seemed to be bound to pro-
voke more controversy than the others.

Strange though it may seem, for all its
external aggressiveness, modern artwork,
placed in a foreign cultural environment,
often proves helpless and loses some of the
meanings intended by the authors. Thus,
only the knowledge of a wider political
context makes readable the pieces by Adel
Abdessemed, Jennifer Allora and Guiller-
mo Calzadilla presented in the “Globalised
World” section.

“The Society of Spectacle” is fea-
tured in the centre of the exhibition space,
between “Wars” and “Globalised World”.
Jeff Koons’s sculptures are the highlight of
the section. Made of painted aluminum,
the objects are exact reproductions of
inflatable toys coupled with objects of
everyday use. Koons’s “Celebration” series
consists of scaled-up reproductions of
familiar objects, including the “Hanging
Heart” — a heart-shaped object weighing
2.5 tons.

An original style distinguishes Joana
Vasconcelos’s works: an immense medal-
lion, made of red plastic forks, knifes and
spoons, slowly revolves about its axes to the
melancholy tunes of fado music. Tim
Noble’s and Sue Webster’s piece, too, is
focused on the “cardiac” theme, weaving
together the Christian archetype of sacri-
fice and kitsch aesthetics.

Provocation is an invariable trade-
mark of the works of Maurizio Cattelan,
who is probably the only artist in the show
without a formal training in art. His art is
somewhat autobiographical. The ostrich
hiding its head under the gallery’s floor
symbolizes the artist himself, who is sur-
prised and scared by his unexpected fame.

Video installations are featured
prominently at the show. Drawing on
themes and images from films has become
a tradition for the artists working in this
genre. The pieces by Paul Pfeiffer, Johan
Grimonprez and Marion Tampon-Lajarri-
ette inspired by Alfred Hitchcock offer yet
further evidence of this.

Different sources of inspiration are
obvious in the works of Bill Viola — one of
the greatest masters of contemporary video
art. In terms of expressiveness, magnitude
of themes and composition, his pieces
evoke Renaissance paintings and frescoes.

Highlighting the diversity of the world
today, the show organizers present Asian
artists — natives of Korea, Japan and
China. Chen Zhen's installation, which
was to become the artist’s last work, is a
monumental  percussion instrument
designed to establish vivid interaction with
the viewer.

It appears that the exhibition, intro-
ducing a whole layer of culture which is
popular in the West and barely known in
Russia, reflects all the latest tendencies of
the modern art world.
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Anna Dyakonitsyna, a scientific researcher
at the Tretyakov Gallery, interviewed
Caroline Bourgeois, curator of the video-
art collection of the Francois Pinault
Foundation

How was the idea born to show an
exhibition from the Francois Pinault col-
lection in Moscow?

The project was made on the invita-
tion of Daria Zhukova, the founder of the
Garage Centre for Contemporary Culture,
and Mollie Dent-Brocklehurst, the inter-
national coordinator of the Garage Centre.

Several exhibitions from the collec-
tion were shown in Italy and France recent-
ly. How can you describe the exhibition
policy of the Fran¢ois Pinault Foundation
at the beginning of the 21st Century ?

A new period started in 2006 when
Palazzo Grassi in Venice was opened as a
permanent place for the exhibition projects
on contemporary art linked with the collec-
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tion. Three different shows were organized
at that space in 2006-2007. “Where Are We
Going?” and the “Francois Pinault Collec-
tion: A Post-Pop Selection” were based on
works of the important contemporary
artists: Jeff Koons, Damien Hirst, Maurizio
Cattelan and others. And “Sequence-1”
was a show with the established artists
linked with more contemporary ones like
Martial Raysse, Urs Fischer — all of them
were engaged in the practice of painting or
sculpture. In 2007 the Frangois Pinault col-
lection was shown out of Italy as a special
brand at the exhibition “Passage du temps”
in Lille. The Moscow show was the next
one. And it’s the first time that the Pinault
collection would be exhibited in four differ-
ent places: in the capital of Russia, in
Dinard — a small town in France, and in
Venice with their two spaces — Palazzo
Grassi as already mentioned and Punta
della Dogana newly opened in the context
of the Venice Biennale.
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Tlon MAKKAPTH,
Maiik KEJIJTA

Sod and Sodie Sock
Comp. 0.5.0. 1998
Iepcopmanc,
BUJICO3AINCh,
MHCTAIUISILYS.

JlepeBo, BOEHHbIE
MajgaTku, OBCSIHAs Kalla,
CJIMBOYHOE MAcJIo,
KYXOHHasl yTBapb,
BOEHHOE
OOMYH/MPOBAHNE,
XOJOJIUITBbHUK
CaHTeXHMKa, onaynyoka,
napuku, mebeib

Paul McCARTHY &
Mike KELLY

Sod and Sodie Sock
Comp. 0.5.0.1998
Performance,

video tape,
installation.

Wood, military tents,
oatmeal, butter,
cooking utensils,
military clothing,
refrigerator, plumbing,
sonotubes, wigs,
furniture

What was the peculiarity of your work
on the Moscow project?

The first time I came in Moscow, |
saw the Garage space empty. And I was
impressed very much by the size and a spe-
cial atmosphere of that building. I worked
in Moscow with the same architect with
whom I worked in Lille. So we started to
think up a project which was linked with
the space. I wanted to give to the public an
idea of the architecture as well. We decided
that it was obvious to show large-scale
works by Dan Flavin and Paul McCarthy &
Mike Kelley. And I started to think on a
show with the meaning started from those
installations. So that’s how we worked.
That’s why I didn’t use as much video as |
did in Lille, because the black boxes, which
were necessary for the projection, looked a
bit like a fair, that I didn’t really want for
the Moscow exhibition.

As a curator did you feel any limita-
tions while working on the exhibition proj-
ect?

If you mean financial restriction —
the show was built before the crisis.

And as to speak about the content —
there were no limitations. We discussed
with the Garage team, with the architect
about the space, we changed something to
ease the installation of works.

But in regard to the location (the
Garage Centre is placed in the area which
belongs to the Jewish community) we did
not intend to include very provocative
works: sexual, porno.

Why did you decide to start the exhi-
bition from the war theme?

I had a lot of different reasons. On the
20th century (as we are starting the 21st) |
think the Second World War is the base of
whatever happened after. And contempo-
rary art in my point of view has a lot of
inference from the period “before the
Second World War”. It’s in that period
when the idea of the contemporary was
born. The Utopia that you could change
the society has a strong link with the
Second World War. So I think we are all
concerned here, including the Russians.

Could you comment on the installa-
tion by Paul McCarthy & Mike Kelley
from the “Wars” section?

It speaks about the American Empire,
a strategy between the military and culture
to take over Europe in a way. They show
human meal identical imitation with a lot of
distance and criticism which is also very
important for nowadays. And we can find
there an idea that came abroad (also from
Russian history) — the idea of a huge power.

It’s interesting by the way that the
contemporary Russian artists like the very
well-known in Europe Oleg Kulik or AES
group create also very aggressive and
provocative works.

Did you keep in mind any traditions
of Russian art and culture while working on
the exhibition for Moscow?

As to speak about contemporary Russ-
ian art — I’m not an expert. But I know that
contemporary Russian artists — I mean what

C Kapommn Bypxkya — KypaTropom KoJi-
geknun Buaeo-aprta Ponpa Ppancya
IIuno Oeceayer corpyanuk TpeTbskoBc-
Koii rajepen AHHA JIbSIKOHMIBIHA.

Kak poaunace wuaes mnokasaTh
BbICTaBKY U3 KoJutekuun Ponga Opancya
ITuno B Mockse?

MpbI pucTynwiu K padoTte Haj Mpo-
€KTOM, TIOJTyYUB TIPUIJIAIIEHe OT OCHOBA-
Tenss LleHTpa COBpeMEHHOM KYJIbTYphI
«Tapax» apbu 2KykoBo#t 1 MeXITyHApOI-
Horo koopauHaropa Lentpa Momiu
JleHT-BpokixépcrT.

Henasno B Utammu u @panuoum npo-
ILJI0 HECKOJIBKO BBICTABOK M3 KOJUIEKIUH
®pancya [Tuno. Kak MoxKHO oxapakTepu-
30BaTh BHICTABOYHYI0 moJuTHKY Domma
B Havyase XXI Beka?

Hogwrit nepuon B kw3 @owya cBsi-
3aH ¢ oTkpeiTeM B 2006 romy Ilanariio
Ipaccu B BeHelnm Kak MOCTOSTHHOM TUTO-
MIAIKY JUTSI IEMOHCTPALIMY TIPOU3BEIEHU A
COBpeMeHHOro uckycctsa. B 2006—2007
rofax TaM ObUIO OCYIIECTBJIEHO TPHU IPO-
ekra: «Kyma Mb1 mmeM?», «Korekuus
®pancya [MuHO: M30paHHBIE TTPOU3BEIE-
HUS TepuoAa IMOCT-TION» U «Dnu3od I».
IlepBble aBa npeacTaBuIn MmyodvMke pado-
TBI BIIASATEILHBIX COBPEMEHHBIX XYIOKHMI-
koB (Ixeda KyHca, [lemueHa Xépcra,
Maypuiimo KarrenaHa u apyrux), TpeThii
O0BEIMHMIT TIPOU3BENEHUST TIPU3HAHHBIX
MacTepoB W TaJIaHTJIMBBIX MOJIOIBIX aB-
TopoB (Ypca ®uiepa u Maprtuana Paii-
ca), KOTOpbIE 3aHWUMAIOTCS XWBOIMCHIO
u ckynbrrypoit. B 2007-m KoJyuiekiust
®pancya [11HO ObUIA TTOKA3aHAa 3a Mpe/e-
Jamu Mrtanum Kak caMOCTOSITeJbHBII
«OpeHII» Ha BhICTaBKe « [eueHre BpeMeH!»
B ropone Jlwnis Bo PpaHimu. DKCIo3u-
1usi B MockBe cTajia ClIeayroIuM MpoekK-
ToM @Ponma Ppancya [lunHo. BriepBbie
kousnekius [TuHo okazanach npeacraniie-
Ha OJHOBPEMEHHO Ha YeThIpeX pasHBbIX
TUIOIIAIKAX: B POCCUMCKON CTOJUIIE, BO
dpaHIiry3ckoM roposke JnHap, B yXe yIo-
muHaBwemes [lananno Ipaccu u B 3nma-
HUM 1IEHTpa COBPEMEHHOIO MCKYCCTBa
[TynTa nenna Jlorana B BeHeuuu, OTKpbI-
THE KOTOPOTO OBLIO MPUYPOUYEHO K TTPOBE-
neHuto BeHelmaHcKol OueHHae.

B yem cocTosi1a 0c00EHHOCTH pado-
ThI HAI MOCKOBCKOIi BHICTABKOIi?

ITpuexaB B MockBy B TnepBbIii pas, s
yBUjIEIa MPOCTPaHCTBO «[apaxka» IyCThIM.
MeHs oueHb BIICUATIIMIM pa3Mep U 0CO-
0as armocepa 3Toro 3maHusi. Bmecte ¢
apXUTEKTOPOM, C KOTOPBIM s COTpYIHMYA-
J1a paHblIie B JInute, Mbl cTaiu pa3padaThbi-
BaTh TIPOEKT BBICTABKU CHEIMATbHO IS
3TOr0 MPOCTPAHCTBA. XOTEJOCh TMepeaaTh
3PUTEISIM 0CO00E OIIYIIEHNE OT apXUTEK-
Typel. Kazamoch BMOJHE €CTECTBEHHBIM
MpeACTaBUTh 3/1€Ch MacllITaOHble WHCTAJI-
nsiuuu [Iona ®nasuna, [lona Makkaptu
un Maiika Kemmu. fl Hauana ¢hopMupoBaTh
BBICTABKY, OTTAJIKWBAsCh OT 3THUX PabOT.
Pemny He BKIIOYATh B COCTaB 2KCIIO-
3UIUKA OOJBIIOE YUCIO TPOU3BEICHUIM
BUIIE0-apTa, KaK ObLIO cienaHo B Jlwine,
MOTOMY 4YTO TEMHbIE OTCEKM 3aJiOB,

KOMNEKUMM 1 KONNEKUMOHEPSI
XoaHa
BACKOHCEIYI
Hezasucumoe cepoye

(kpacnoe) Ne 3.2008
PackpateHHbIil 4yTyH,
KpacHble
IUIACTMACCOBbIE HOXM,
JIO3KKH, BUJIKH,
MeTaJIMyecKast Iemb,
CD, aynnocucrema
345 x 200 x 80

Joana VASCONCELOS
Ceeur Indépendant
Rouge #3. 2008

Painted iron, red plastic
knives, spoons and
forks, metal chain, CD,
sound system

345 x 200 x 80 cm

Ixxkep KYHC
Cobauuii bacceltin
(Moaennuya)
2003-2008
PackparteHHsIit
AJIIOMUHWIA, IEPEBO,
CTallbHbIC LENn

C MOKPBITHEM

2134 x 1715 x 151,1

Jeff KOONS
Dogpool (Logs)
2003-2008
Polychromed
aluminium, wood,
coated steel chains
2134 x 171.5 x
151.1 cm

TPETbSAKOBCKASA MTAEPES HE TRETYAKOV GALLERY #2'2009 57



COLLECTORS AND COLLECTIONS

was shown abroad — are quite provocative
but dealing with the money system too.

It’s obvious to me that the Suprema-
tist period was fundamental for contempo-
rary art. (I appreciated much a permanent
display of the Tretyakov Gallery at Krymsky
Val). So I kept in mind the Russian avant-
garde tradition especially due to the space
of the Garage building designed by Kon-
stantin Melnikov. I thought it would be
interesting to place the big installation by
Dan Flavin along the central axis as to con-
front the minimalist style with the con-
structivism idea.

What do you think about the visitors’
responses? Did you expect such a reac-
tion?
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You could tell me better because I
don’t speak Russian. But I discussed a lot
with the Garage team — that’s my media-
tion. And even if I don’t understand Russ-
ian when [ came here after the opening, in
a normal day I got a bit of a shock for such
a great quantity of visitors and a lot of peo-
ple told me it’s the first time in Moscow
they could see such a show.

Even in France when I did the show in
Lille the government of the city helped to
make it popular. And we worked a lot with
what we call mediators. We tried to give also
a context while publishing the works in the
small booklets available for visitors.

I tried to show on the Moscow exhibi-
tion the subjects that anyone could under-

#2'2009

s PITABUH

be3 naseanusn
(nocesuyaemcs Cackuu,
Cuxcmune u Topouc)
1973

Wucrannsumys.
dryopecleHTHble
HEOHOBbIC JIAMITbI

Dan FLAVIN
Untitled (to Saskia,
Sixtina and Thordis)
1973

Installation.
Fluorescent lights

w
T o
-
stand like “Wars”, “Spectacle”, “Global
World”. Starting with the Wars was a way to
reflect what I presume from abroad as a very
romantic but also very valiant culture in the
whole history. Then | decided to talk about
the Society of Spectacle which has a glam-
our attitude with a lot of contradictions as
everywhere else. And the third part shows
the continents which are starting to be
mixed. I wanted to give an idea of a global
world with some specification and not any
more just Occidental world or Orient world.

But on a whole I think the public is
clever enough to interplay easily with con-
temporary art. And I believe in memories
of shows, and I think that maybe someone
could understand it three months later, or
two years later, or ten years later.

Why did you decide do not include in
the show the works by the artists who are
well known in Russia, like Andy Warhol,
for example?

There are some Warhols in the collec-
tion, but the collection is very much turned
to contemporary times. So I think even if
the bases are Warhol and many others
artists I thought it was more interesting to
show installations than paintings. There
was only one painting: “In Jerusalem” by
I.Z. Kami.

Yen XKEHDb Chen ZHEN
J13102 Yann. Jue Chang.
Tanyyrowee meao — Dancing
Bapabansawuii 0yx Body-Drumming
(Mocaeonsns necus) Mind

2000 (The Last Song)
IlepeBo, MeTan, 2000

CTYJIbs, KPOBATH, Wood, metal,

KOpOBbsSI KOXKa, chairs, beds,

BEPEBKH cowhide, ropes

244 x 1800 x 1400 244 x 1800 x 1400 cm

HeoOXoaMMbIe IS MOKa3a, HarOMMHAIN
ObI TOPTOBBIC PSIIBI, @ MHE HE XOTEJIOCh
HCITIOIb30BaTh 3TOT 3(P(PEeKT B KOHTEKCTE
MOCKOBCKOW BBICTaBKU.

Paborasi Ham 3THM NPOEKTOM Kak
Kyparop, ouymaJu ju Bbl Kakue-To orpa-
HUYeHus?

Yro KacaeTcst (GMHAHCOBOM CTOPOHBI
BOIIpOCA — BBICTaBKa ObLIa peaM30BaHa
B TEepUOJ, TMPEAIIeCTBOBABIIMI KPU3NUCY.
Ecnu xe roBopuTh O coaepxKaTeabHOM
CTOpOHE TIPOEKTa — HUKAKUX OTpaHude-
HUI He BO3HUKJI0. M bl 00CYXXaJIU C apXu-
TEKTOPOM U KoJIIeKTHBOM LleHTpa coBpe-
MEHHOM KyJbTyphl «[apax» obl1iee perie-
Hue mnpoctpaHcTBa. Koe-4To uaMeHw n
3[1eCh JIJIs1 TOTO, YTOOBI 00JErYUTh paccTa-
HOBKY MPOU3BEACHUI, HO HE CTPEMWIKNCH
BKJIIOUNTh B COCTaB BBICTABKU pPabOTHI
OTKPOBEHHO CEKCYaJIbHOTO WJIM TOPHO-
rpac1uecKoro xapakrepa.

IToyemy Bbl peminiu HaYaTh BHICTAB-
KY C TeMbl BO¥iH?

IMTpuyuH ObUIO HeckonbKo. S cuu-
Talo, 4to BTopasi mupoBas BoitHa 3ao-
JKWJIa OCHOBBI BCETO, YTO MPOMCXOAMIIO B
NAJIbHEIIIeM, U COBPEMEHHOE HCKYCCTBO
MHOTUM 00513aHO BPEMEHU, MPEIIIECTBO-
BaBIlIeMy ee Havaiy. IMeHHO Toroa pomu-
Jlach caMa ujesl COBPEMEHHOCTU. YTOIU-
YyecKue MPeaCTaBAeHUs O TOM, YTO MOXHO
W3MEHUTh MUP TaKKe CBS3aHbI co BTopoii
MUPOBOI1 BOiHOI. MHe KaxeTcsl, UTo 3Ta
TeMa 3aTparuBaeT BCeX.

Kak Bbl MoxkeTe oxapakTepu3oBaTh
uHctasanuio ITona Makkapru u Maiika
Kennn, oTkpsiBaiomyio pasaen «Boiin»?

DTO paccka3 00 aMepuKaHCKOM
WMIIEPUH, CTpaTerusi KOTOPO codveTaeT
BOEHHBI TTOJIXO/1 Y KYJIBTYPHYIO arpecCcuio
M HarpaBjieHa Ha TO, YTOObI B KaKOM-TO
CMBIC/IE CTaThb <«HacjleaHulIei» EBporbL.
ABTOpBI BBICTABIISIIOT OOBEKTHI, TOCTOBEP-
HO MMUTHPYIOIINE pa3Hble BUIbI JOBOJIb-
CTBUsI BOeHHoOcCHyxaumux. OHM aenalT

Maypuumo
KATTEJIAH
Cmpayc. 1997
Yyueno crpayca
1245 x 134,6 x 50,8

Maurizio CATTELAN
Ostrich. 1997
Taxidermied ostrich
124.5 x 134.6 x

50.8 cm

Takamm MYPAKAMHU
HUnouu. 2004
CTeKJIOBOJIOKHO, CTallb,
AKpUII, TKaHb

139,7 x 584 %292

Takashi MURAKAMI
Inochi. 2004
Fibreglass, steel,
acrilic, fabric

139.7 x 58.4 x 29.2 cm

Takaum MYPAKAMU
HUnouu. 2004
Bupeozanucs,
TiepeBe/IeHHas

B cpopmat DVD

Takashi MURAKAMI
Inochi. 2004

Video 5 mm transferred
to DVD

BCE, UTOObI MPOJEMOHCTPUPOBATH KPUTH-
YeCKOe OTHOILIEHUE K TOMY, YTO BBIHYX/ICH
YIOTPeOJIATh B MHUIILY YeJIOBEK Ha BOWHE —
9TO aKTyaJlbHO M CErofiHs. 3/IeCh TaKxke
MPUCYTCTBYET TeMa HEOTPAHMYECHHOM BJla-
CTH, KOTOpasi pOJAMIACh BO MHOTUX CTpa-
Hax (B ToM unciie u B Poccun).
WHTEpecHO OTMETUTh, YTO COBpE-
MEHHbBIE POCCUICKHUE XYTOKHUKHU XOPOIIO
u3BecTHble B EBpome, Takme kak Oier

KONNEKLUMN 1 KONNEKLMOHEPBI

Kynuk wim unenst rpynnbsl AEC, takke
CO3MAI0T arpecCUBHbBIC U TTPOBOKAIIMOH-
HbIE TIPOU3BEICHUS.

Bcenovunanmu s Bel 0 Tpagummsax
PYCCKOTO HCKYCCTBA, PYCCKOil KYJIbTYpbl
BO BpeMsi padOTbI HAJ MOCKOBCKOW BBI-
CTaBKO#i?

Sl He aKcnepT B 00JIaCTU COBPEMEH-
HOTO POCCHICKOTO HMCKYCCTBa, HO MHE
KaXKeTCsI, YTO COBPEMECHHBIC aBTOPHI U3

tdrifik milk, 1noch e
(Rl milk, 1

J"I -
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COLLECTORS AND COLLECTIONS

But it’s not a usual painting in a way,
but also a kind of installation.

Yes, that’s also why I chose it for the
show.

As I said it was interesting to show not
paintings. Even if the contemporary Russ-
ian artists who are internationally known
use very often video-installation, it’s not
very much a popular kind of art in Russia.
This is a kind of big gap. It’s surprising in a
way. So that was one of the reasons. And
then in one exhibition I thought it was
more interesting not to pretend to make an
art history as it’s peculiar to the museums,
but to make a display that could reply on
today’s questions. So that’s why I didn’t
want to place works chronologically. That’s
all those reasons.

As 1 observed some works were
changed. I mean, for example, an installa-
tion “The Way Home” by Subodh Gupta.
Now some utensil objects are overturned.

Contemporary art works are always
alive; they are always changeable. The artist
came and changed it the day before the
opening. He wanted probably to play with
the idea of marauders or gangsters.

Poccun, uby mpousBeneHus 3KCMOHUPO-
BaJMCh 3a PyOEeKOM, CKJIOHHBI, C OIHOM
CTOPOHBI, TIPOBOLIMPOBATL 3PWTEIST, a C
JIPYroii — BOBJIEYEHBI B CUCTEMY KOMMEp-
YeCKOI aHTaXXUPOBAHHOCTH.

JIist MeHsI OYeBUIIHO, YTO OIIpere-
JISIIOLIMM B MCTOPUU COBPEMEHHOTO HC-
KycCTBa CTajl TIepuo cyrpeMaTu3ma (OH,
KCTaTH, TIPeKpPacHO TIPEICTaBlieH B TIO-
CTOSTHHOM 3KCTHO3ULIMKM TpeThsIKOBCKOM
ranepeu Ha Kpeimckom Baiy). [Toatomy s
TIOCTOSTHHO BCTIOMUHAJIA O TPAIUIIAU PyC-
CKOTO aBaHTapia, 0COOeHHO Oyaromapst
MPOCTPAHCTBY 3[aHUsl, CIIPOEKTUPOBAH-
Horo KoHcCTaHTMHOM MenbHUKOBBIM.
MHe T0Ka3aJoch WHTEPECHBIM pa3Me-
CTUTh TO LEHTAJbHOW OCHU OOJIBLIYIO
uHctasinuio JIaHa @DnaBuHa, 4YTOOBI
JIaTh BOBMOXXHOCTb COTIOCTABUTH MUHUMA-
JIV3M €T0 CTUJISI C TPUHITMTIIAMKA KOHCTPYK-
THUBU3MA.

Yrto Bbl 1ymaeTe 0 MHEHUSIX 3pHUTeE-
Jieii, MoCceTHBINNX BbICTABKY? Bbl 0kumamm
nof00Ho# peakuuun?

S obOcyxmana 3TO ¢ COTpyIHUKAMU
«[apaxka». OHU OKa3aInCh CBOETO pona
IMOCPETHUKAMKU MEXITy MHOW W 3pUTEIIsI-

KONNEKLUMN 1 KONNEKLMOHEPBI

But the installation of Subodh Gupta
has many different references to Indian and
European cultures. A lotus flower is con-
sidered as a sacred object in Oriental reli-
gions. But also you need to confront it to
the impressionists with the flower of the

MU, MTOCKOJIbKY s HE TOBOPIO MO-PYCCKHU. TMackans MapTis BKJTIOYAET TIPOU3BEAEHHsT MCKYCCTBA, CO3-  TBAa WJM raHrcrepcrsa. Ho B 1enom

MeHst MOpa3Io KOIMYECTBO Toce- — TIUY JaHHbIe B rocjeaHee Bpemst. Xotst Yopxon — uHcrtawisuusg Cybomxa [ynTel oTchuiaeT
TUTEJICH B OOBIYHBIN IeHb PAOOTHI BBICTAB- %’6’:"”’1 naamxos W pSI APYTUX XYIOXKHUKOB 3aJIOXKWIM  3pUTENsT K pa3IMuHbIM CTOPOHAM WHIWIA-
ku. [osnHee s cblIana OT MHOIMX, YTO Yy meiibie OCHOBBI TOTO, YTO CETOAHS HA3bIBAETCS  CKOW M €BPOIEHCKOM Ky/IbTypbl. CBAILEH-
TOKa3 TAKOTO YPOBHST IIPOXOINT B MOCKBE  marku, chnarn COBPEMEHHBIM MCKYCCTBOM, MHE TI0Ka3a-  HBbIA LIBETOK JIOTOCA MOXHO COIOCTABUTH

Briepsble. B Jlwnne, Hanpumep, agmuHu- 170 x 1100 x 550 JIOCh UHTEPECHBIM TIPEACTABUTh HE CTOJIb-  C KYBIIMHKAMU C TOJOTEH HMIIPECCUO-

152.4 x 101.6 cm
each

ANEPEA THE TRETYAKOV GALLERY

And there is always the one you can make
your own. And I think it’s important to
keep that space open for the visitors.

Do you have any exhibition plans in
Russia?

You mean with the collection?

That’s for Frangois Pinault to answer.
But he was very impressed by the percep-
tion during his stay. And he told he was
excited by the fact that the show is appreci-
ated in Moscow as an unprecedented proj-
ect. But of cause the exhibition strategy
depends also on the investing.

After the current exhibition in
Moscow what could be interesting to show
about contemporary art?

All I know at the Garage — they are
going to ask a French curator to do a show
about contemporary Russian artists. And |
would think it could be interesting to keep
on an international level and probably
make a mix between Russian and interna-
tional art.

Cao U Cao FEI

Yva ymonua? Whose Utopia Installa-
2006-2007 tion. 2006-2007

Bupieo u uHcTanISILIMS, Video and mixed media
CMellIaHHasl TeXHUKA installation

HOM KOHTEKCTE B CTIIEIIUAIbHBIX U3TaHUSIX,
BBIIYIIEHHBIX K BBICTABKE.

Tembl MOCKOBCKOIi 9KCTIO3UIIU ObI-
JIA TIOHSITHBI KaXXKIoMy: «BoliHbI», «O0111e-
CTBO 3peiullly, «[lobanuzauus». B mep-
BOM pasfielie 51 CTpeMuiach Mokasarh To,
YTO MHE, KaK 4YeJIOBEKY eBpOIeicKOoi
KYJIBTYDPBI, TIPEICTABIISIETCS] TEPOMYECKUM,
TParmyecKuM U B TO XK€ BPEMsI 3aBOPAKU-
BaloIIMM. BbUTIO MHTEpecHO pacckas3arb
W O COBPEMEHHOM OOIIIECTBE, OPTaHU30-
BaHHOM TI0 TIPUHIIUITY TPOTHBOPEYM-
BOTO TEATPAIIbHOTO TJIAMYPHOTO JAEHCTBA.
B Tperbeit yacTM BBICTABKM XOTENOCH
PacKphITh WICI0 TJIO0ATBHOTO MHUpa CO
BCeMU ero crneuupuiecKuMu 0coOEHHO-
CTSIMU — MUpa, YX€ He OpPUEHTUPOBAH-
HOTO TOJIbKO Ha 3amaln WA TOJbKO Ha
Bocrok.

Jlymaio, B LieJJoM mnyO/JMKa oKa3sa-
JIach TOTOBa K B3aMMOJIEWCTBUIO C COB-
PEMEHHBIM HCKYCCTBOM. YOEXJIeHa, YTO
TeM, KTO ceiiyac He CMOT J0 KOHIa Mo-
HSThb €ro, BOCTIOMWHAHUSI O BBICTABKE
TTO3BOJISIT BCE K€ CIENIaTh 3TO, MYCTh aXe
yepe3 HECKOJIbKO JIET.

ITouemy Bbl pemniam He BKIIIOYATH
B COCTAB BBICTABKM TNPOU3BEIEHHS XY-
JIO’KHUKOB, XOPOIIO M3BeCTHBIX B Poccun,
K YHCIY KOTOPbIX MPUHAMJIEKUT, HANMPHU-
Mep, DHau Yopxoa?

B xosmrexkimu @oHna ectb HeCKOJb-
KO paboT Yopxosia, HO B OCHOBHOM OHa

170 x 1100 x 550 cm

0COOBIil PO KMBONMMCHOI WHCTAJUISIAN.

Jla, *MEHHO MO3TOMY OHa U BOILILIA B
cocTtaB BeIcTaBKU. Kak s yxe ckazaia, MHe
OBbLTIO MHTEPECHO TIPEICTaBUTh HE >KUBO-
MUCh, a APYrve BUJAbI MCKYCCTBA. XOTS
COBPEMEHHbBIE POCCUMCKNE XYAOXHUKHU,
M3BECTHBIE 3a pyOexkoM, yacTto padboTaioT
B XaHpe BUIeOMHCTa/UIIuuii, B Poccun
3TO MO-TPEKHEMY HE CaMblil U3BECTHBIN
BMI HCKYyCCTBa. TakoBa OIHAa MpHUYMHA.
Jlpyrasi 3aKkjirouyaeTcs B TOM, YTO MHE Ka3a-
JIOCh UHTEPECHBIM HE TMOKa3bIBaTh B pam-
Kax 9TON BBICTABKM MCTOPUIO COBPEMEH-
HOTO MCKYCCTBa (TTPUHIIMI, TTOIXOISIINIA,
cKkopee, I MY3eMHBIX 9KCIMO3UIINIA), HO
CO3/1aTh MOCJIEA0BATEIbBHOCTb MPOU3BEAC-
HUIA, CIOCOOHBIX OTBETUTb Ha BOMPOCHI,
BoJiHytolMe 3puteneil. [losatomy s He
cTajia pacrnoJjiaraTb 9KCIIOHATHI B XPOHOJIO-
TUYECKOI TOC/IeN0BaTeIbHOCTU. TaKOBBI
OBLIU IJIABHBIE IPUYUHBI.

S 3ameTHIa, YTO HEKOTOPbIE MPOU3-
BeJleHUs npeTepneau usmenenus. Hanpu-
Mep, B umHcTamasanuu Cybonxa Iynrer
«/lopora nomoii» HeKOTOpble NpeaMeThbl
0Ka3aJ1ach nepeBepHyTbIMU.

ITpousBeneHUs COBPEMEHHOTO HC-
KyCcCTBa HaIlOMMHAIOT MOCTOSIHHO TpaHC-
opmupytomumiics xuBoi opranuzm. Cam
XyIOXHHUK, KOTOPbIN mpuexal B MOCKBY,
M3MEHUJ CBOI0 MHCTAJUISLMIO 32 J€Hb J10
OTKpBITUS BbICTaBKU. Ha 3TOT pa3, BO3-
MOXHO, OH UMEJ B BUIy TEMY Mapoepc-

water lily. It’s a way to speak about a paint- CcTpalMsi ropojia MHOTO cligfiaia Juisl TOro, . KO JKMBOIMCh, CKOJIBKO WMHCTAJUISILUMU.  HUCTOB. DTO ellle OJWH CIOCcOo0 cKa3aTh
.. . . . .. Pascale Marthine
vpna HELIAT Shirin NESHAT ing which is not a painting. As a curator yTOOBI BBICTABKA CTaJjia IIMPOKO TOcela- TAYOU B «Iapaxe» neMOHCTpHMpyeTCsl TOJBKO O KMBOIMCH SI3BIKOM JPYTOro MCKYCCTBA.
ﬁ“‘)’"“’ Sapxa. 2008 IC"“{” Zar hat 2008 I’m trying that every work can have differ- eMoil. MBI Cepbe3HO 3aHMMAIIUCh OTOO-  Colonie de Foulards OIHO XWBOIMCHOE TIpou3BeaeHMe —  Kak KypaTop s cTapaioch, YTOOBI KaxkIoe
BETHas nevyaTb olour prin . . o
P — on dib oﬁd ent levels of understanding, not just one. pOM JIIOJiei, KOTOpbIe HEMOCPEeACTBEHHO 2004 «B Uepycanume» Kamu. Mpou3BeACHNE MOIJIO MMETh HE OAWH, a
Kammrpacudeckas ink calligraphy And I deeply believe that no one work ever paboTaloOT CO 3PUTENSIMU, CTAPATIMCH MPE/i- g"“’ head scarves, Ho 3T0 He cTO/IbKO KUBONKUCH B TPA-  HECKOJIBKO YPOBHEI BOCIIPUSITHS, U YOEXK-
. . ags

HAMCD TYLILIO handwritten has one meaning, there are always a few. CTaBUTb SKCIIOHATHI B IIIMPOKOM KYJIBTYp- & JUIHOHHOM ee NOHMMAaHMHM, CKOJbKO JI€Ha, YTO HU OIHA paboTa HE MCYepIbiBa-

€TCS eIMHCTBEHHBIM 3HaueHneM. X Bcer-
Jla MHOTO, M BCerjga €cTb BO3MOXHOCTh
caMoMy OTKpPBITh HoBoe. [lojarato, Hy>kHO
OCTaBJISITh 3PUTEITI0 CBOOOLY B TPAKTOBKE
MPOM3BEACHUI UCKYCCTBA.

Ectb i y Bac niiaHsl HOBBIX BbICTA-
BOK B Poccun?

BbI MeeTe B BUIY T€, YTO CBSI3aHBI
¢ kojutekumeir Monma? DToT BOIpoc yme-
cTHee anpecoBaTtb camoMy Ppancya [1u-
Ho. Bce, uTo OH yBUIEN 3/1€Ch, IPOU3BEIO
Ha Hero Oouibllioe BrieyamieHue. Ero Bo-
OJIyILLIEBUJIO TO OOCTOSITEJILCTBO, YTO HAC-
TosIIIasl BBICTAaBKa Oblja olieHeHa B Moc-
KBE KaK OeCTpereIcHTHBII MPOEKT.

Ho, KoHeuHO, BbICTaBOUHAsI CTpaTe-
russ PoHga B 3HAYMTEIBHOM CTENEHU 3a-
BHMCHT OT MHBECTULIMIA.

Yro, Ha Bam B30I, CTOMT NMOKA3aTh
B MoCKBe BCJIe]l 32 9TOii BLICTABKO#?

MHe M3BeCcTHO JaJieKo He BCe O Iia-
Hax LleHTpa COBpPeMEHHOI KYJIETYPhI
«Japax», HO s 3HAlO, YTO OHU HaMepeBa-
I0TCSI 0OPATUTHCS K OMHOMY U3 (PpaHILy3-
CKUX KypaTOpOB C MPeIIOKEHUEM, Kacalo-
LIMMCSI OpraHM3allMd BBICTABKU COBpE-
MEHHBIX POCCHICKMX XYyHOXXHMKOB. MHe
KaXkeTcst, TIPeXae BCEeTro, BaKHO COXpa-
HWUTh B JaJbHEHIIEM CTOJIb K€ BBICOKMIA
YPOBEHb ITPOEKTOB 1 peanu30BaTh BHICTAB-
KY, OOBCAMHSIONIYIO TIPOM3BEICHUS Kpy-
MHEMIINX XYTOXXHUKOB M3 Pa3HBIX CTpaH
MUpa ¥ pabOThl UX POCCUNCKUX KOJIJIET.
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