TATE

Back to the Future
Hazaf B OyayLuee

¢rmoomonb A Ha3saHa KAA nomoMy, Ymonpoexkm
anpaumesibemsa 2asiepeu KEim bodepH 6bu1
BOIVIOWEH B XU3Hb KK pe3y/Ibmamnonbimii
B03pOXK0eHUA UCKyccmsa HedasHe20 npo-
w1020 O/19 HaCMoAWe20 U Byoywe20 NoKose-
Huti 3pumesell.

THIS ARTICLE IS TITLED 'BACK TO THE
FUTURE" BECAUSE THE PROJECT OF
BUILDING TATE MODERN WAS PRO-
PELLED BY A VISION OF RETRIEVING AND
REANIMATING THE ART OF THE RECENT
PAST FOR AUDIENCES NOW AND IN THE
FUTURE.

Bwpa Ha ranepeto »
TeiiT MopepH
1 cobop Ca. Masna

View of Bankside »
with Tate Modern
and St. Paul's
Cathedral
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the development

of Tate Modern

MCTOPUA CO3JaHUA

Teut MoaepH

Before the advent of Tate Modern
London did not have a Museum of
Modern Art. It had the Tate Gallery and
the idea of creating a Museum of Modern
art was born from the necessity of find-
ing more space to accommodate Tate's
burgeoning collection. The squeeze on
space was already acutely felt in
the1980s. Tate’s nineteenth century
buildings at Millbank in Southwest Lon-
don with their various additions was
totally unable to meet the demands of a
collection that comprises over 60 thou-
sand works - which covers not only
international art of the twent-ieth centu-
ry but aspires also to tell the story of Bri-
tish Art from around 1600 fo

Do noasnexus ranepeu Teut Mo-
AEPH B JloHA0He He 6bIo My3es coBpe-
MeHHOro uckyccrsa. B ranepee TewT cy-
LLlecTBOBaa KOEKLIMA NPon3BeeHUi
COBPEMeHHbIX XYA0XHVKOB, N uaes co-
34aHVA TaKoro Mysea Obiia NPOAUKTO-
BaHa Heob6XoAMMOCTbIO pasMelleHus
pacTyliero cobpanus. Octpas HexBaTKa
niowagen owywanach yxe B 1980-e ro-
Abl. 3naHue XIX Beka Ha Mun63HK (toro-
BOCTOK JIoHA0Ha), B KOTOPOM pa3mMelLLa-
nacb ranepea TeiT, fjaXe C MHOro4uc-
NIEHHbIMW MPUCTPOVKaMu BbiNo Hecno-
COBHO BMECTUTb KOIEKLMIO, COCTaBIIA-
towyto 60 TbicAY 3KCMOHATOB, B Uucne
KOTOPbIX He TONbKO WHTEpHaLMOHab-
Hoe ncKyccTBo XX cToneTus, Ho 1
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day. Its displays, however well conceived
tended to overcrowding and the archi-
tecture often vied with the demands of
much contemporary art practice - instal-
lation, video, photography were all diffi-
cult to show in its classical galleries and
sculpture halls.

Tate is a national museum and its
ambitions had always outrun the share of
the public purse allotted to it. However
the advent of a national lottery in the
1992 and the government's decision to
offer grants of 50% to major capital proj-
ects within the cultural field in celebra-
fion of the millennium gave the Tate the
opportunity it had long been waiting for.
In 1995 Tafe was finally given the go
ahead to develop a second site in central
London fo show its collection of twenti-
eth century international art.

Of course finding a virgin site in
central London presented something of a
challenge. All the options were challeng-
ing, none obvious. One of them, Bankside
power station on London’s South bank,
was particularly problematic. Not only
was it a densely built up site, dominated
by the looming bulk of Sir Giles Gilbert
Scott's 1930’s power station - full of the
complex workings of a power plant dis-
used for almost two decades, but the
building was also part-owned and sfill
operated by London’s Electricity board.
Although dramatically placed across the
river from St Paul's cathedral it was
enmeshed in an environment of post-war
government buildings, cut through with
derelict warehouses, railway embank-
ments and major roads. Far from public
fransport connections - 15 minutes walk
fo the nearest tube at London Bridge, the
elderly and unemployed in local authority
housing dominated the local community.
There were in the vicinity almost no shops
and certfainly no obvious visitor amenities
in the form of restaurants, hotels, or
smaller galleries. On the plus side the
reconstruction of Shakespeare’s Globe
Theatre on its original site was moving
towards completion next door while the
river frontage afforded pedestrian access
fo the attractions a short distance upriver
of the South bank centfre’s Hayward
Gallery and concert halls and down river
to London bridge and a developing
frontage of tourist attractions. But the
most important aspect of all was the stag-
gering size of the site - eight acres of land
for potential redevelopment - enough for
now and the future, and in its compara-
five isolation from other cultural develop-
ments it offered Tate the possibility of
being in at the start of a major piece of
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urban regeneration, of working with new
audiences and making new relationships
with a local community.

The site was acquired in 1993 and
an architect was sought through an
international competition - amongst oth-
ers Rem Koolhaus, Tadao Ando and
Renzo Piano bid for the project - and the
many varied entries gave us the opportu-
nity fo consider what the options were
for a site so large and so open. Herzog
and de Meuron were a comparatively
young Swiss team and their only gallery
experience was for a German private col-
lector in Munich. However their scheme,
which left the austere and distinctive
building relatively untouched in its out-
ward appearance, presented the possibil-
ity of creating within the acutely
restrained budget a building whose inter-
nal accommodation was considerably
larger than the space the budget could
stretch fo if demolition and a new build-
ing were considered. The scheme thus
developed was to remove the entire inter-
nal structure, retaining the detailed brick
curtain walls. At the top of the building a
glass and steel structure - known as the
light beam would provide top lighting for
galleries, a brilliantly light zip of light to
signal its presence at night and vertigi-
nous view points over the river and sur-
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MABJ10 MNKACCO
Tpu TaHuyowWwme
urypbl

1925

Xoncrt, Macno
215x142,2

PABLO PICASSO
The Three Dancers
1925

Oil on canvas

215 by 142.2 cm
Purchased with a special
Grant-in-Aid and the Florence Fox
Bequest with assistance from the
Friends of the Tate Gallery and the
Contemporary Art Society 1965

© Succession Pablo Picasso / DACS,

London 2003

TaHckoe oT 1600 roga ao cerogHsAWHero
AHA. [lake ynayHo cnnaHWMpoBaHHble
3KCMOo3MLMK B cTapoli ranepee TeWT rpe-
WUAN U3NULIHENA «nepeHaceNeHHoCc-
TblO», B pe3y/bTaTe KOTOPOW apxuTek-
TYpHOE MPOCTPAHCTBO OKa3blBaaoCh CO-
MepHWYaLWMM C MpeACTaBleHHbIMUA B
HeM 3KcrnoHaTtamu, B 0COBEHHOCTM C
TPYZAHO COYETAEMbIMU C KNTACCUYECKUMU
3alaM1 Npov3BefeHUsAMY COBPEMEHHO-
ro WCKYCCTBa, TaKUMW, KaK WHCTanns-
uma, Buaeo u potorpadus.

lanepea TelT - HauWOHaNbHbIN
My3eli, HO ero (MHaHCOBble NMpUTA3a-
HWA Bcerga BbIXOAWAW 3@ PaMKU Bblje-
nfAeMblX KasHoW cpepcTB. OpgHako c
obbaBneHvem B 1992 roay, B npeaase-
PUM HOBOTO ThICAYENETWS, HaLWOHaNb-
HOTO KOHKypca cpeau yqypexaeHui
KYNbTypbl, MO pe3yfnbTaTaM KOTOpPOro
npoekt-nobegutens Ha 50% onnauu-
BajicA rocysapctBoMm, ranepee Tent
npeacTaBuiach AONrOXAaHHAA BO3-
MoxHocTb. B 1995 roay ranepes, Hako-
HeL, CMOrNa NPOAOMKUTL JaNbHelLLyto
pa3paboTKy NpoeKTa Mo CO3AaHul B
ueHTpe JloHAOHA My3eA WHTepHaLMO-
HanbHoro nckyccra XX Beka.

be3 comHeHus, HailTL HesacTpo-
€HHYI0 N/I0LWAAKY B LieHTpe JIoHzoHa Aa-
neko He npocto. 3 Bcex npeanoxeH-
HbIX Bap1aHTOB He BblI0 HW OAHOTO fAB-
HO noaxoasiero. Tem He MeHee BbiGpa-
N, Ha MepBbl B3rAj, He 0cobeHHO
ya0OHYI0 TEpPUTOPUID INEKTPOCTAHLMN
Ha baHkcang (toxHaa ctopoHa JloHpo-
Ha). OHa Gblna He CAWLLKOM MoAX0As-
el He TONbKO MOTOMY, YTO TaM pacmno-
narancs rycto HaceneHHbI paiioH ¢ ap-
XUTEKTYPHOIN JOMUHAHTON obbeMa 3ne-
KTpocTaHuuu c3apa [kainsa [Mnbepta
CKOTTa, OKpY)KEHHO LieNbIM KOMeK-
COM MOCTPOEK 3aBO/a, NYCTYIOLLETO yXKe
B TeYeHUe JBYX CTONIETUIA, HO U MOTOMY,
4TO YaCTb 3TUX MOCTPOEK A0 CUX MOP Ha-
Xoaunach B CO6CTBEHHOCTY IOHAOHCKO-
ro SHeprocoseta. M xoTs cTponTenbcTBo
Ha Oepery peku, HanpotuB cobopa
Cs. lNaBna, 6b110 AOBONLHO BLINIPbILL-
HbIM, BCE e CUTyauua OC/NOXHANachb
TeM, YTO 3JaHne My3es MO0 3aTepATh-
ca B 6ecrnopsAfoYHbIX MOCIEBOEHHbIX
MOCTPOMKax U OKa3aTbCA OTPe3aHHbIM
OT BHeLHero Mupa 3abpoLueHHbIMK TO-
BapHbIMW CKNaAaMu U Kene3HOA0POXK-
HbIMM HacbIMAMU, T.e. B CTOPOHE OT 00-
LLLeCTBEHHOIO TPAHCMOPTa, MarasvHoB,
[a 1 Bcen VMHGPaCTpPyKTypbl roposa, B
KOTOpYIO BXOAAT PecTopaHbl, OTenn u
ManeHbKue ranepen. Ho ¢ apyroi ctopo-
Hbl, Ha GnM3nexaliein TeppUTOpUK 3a-
Bepwanacb pekoHcTpykums Llekcnu-
poBckoro TeaTpa «[Mobyc» (Ha ero ucto-

rounding landscapes for audiences to its
roof fop cafe. Seven floors of galleries
and public space were to be constructed
within the north half of the building; the
area that housed the old boilers and
plant while the original Turbine Hall,
cathedral like in its height and length
would be left largely untreated as a truly
urban public space - a covered street.

Alongside planning for the opening
displays and exhibitions programme we
were also able to undertake our own pro-
gramme around and outside the build-
ing - a museum without walls - fo pro-
vide a visible and vocal presence both for
local and international audiences. Our
pre-opening programme had many
parts - large-scale projections of avant-
garde films onto the naked fagade of the
building, daylong art events in areas of
community activity such as the local
market place. Each one had a different
but interlocking purpose: to encourage
the growth of a fledging audience among
the local community and to keep atten-
tion on the project during the long and
difficult build. “Bankside Browser’, for
example, was an open exhibition involv-
ing artists in the surrounding area.
Artists were invited to submit works or
associated materials on a small scale to
be included in an archive of local art. The
archive was then available to the public
in a now disused government building
and also accessible via a special website.
The project was directed by Tate but
developed and undertaken by art admin-
istration students from a local college.
Visiting the archive was as “real’ as pos-
sible with all the lengthy museum
bureaucracies in place - catalogues to
browse, forms to fill in, gloves to wear.
The over two hundred entries ranged
from amateur painters to artists of inter-
national repute.

Other projects involved visiting
artists from abroad. We invited Mark
Dion, an American artist whose commit-
ment to institutional critic has led him to

JIYU3A BYPXYA
Knetka (Mmasa

1 3epkana)
1989-1993
Cranb, cTekno,
MpaMop, 3epKana
236x210x219

LOUISE BOURGEOIS
Cell (Eyes and Mirrors)
1989-1993

Steel, glass, marble
and mirrors

236 by 210 by 219 cm

3HTOHM FOPMJIEN
JNoxe

1980-1981

Xneb, Bock
28x220x168

ANTHONY GORMLEY
Bed

1980-1981

Bread and wax

28 by 220 by 168 cm

pUYeCKOM MecTe), [0 KOTOpPOro Jerko
[ONTU nelukoM. BBepx no peke, Hepane-
Ko, pacronaranacb ranepes XeiBapg v
KOHLepTHble 3a/bl, @ BHU3 MO peke -
JIoHAOHCKMI MOCT 1 Apyrue TypucTnye-
CKue mMapLupyTbl. [py NpoeKTpoBaHun
34aHNA Hanbonee BaXHbIM ABUIOCH TO,
yTo thacag ero 6bin obpalleH K peke, a
BOCbMM aKpOB 3eMJIN BMOJIHE J0CTaToY-
HO ANA HacTosALLero v Byayliero pa3su-
™A mysed. Kpome Toro, 3toT npoekt
CTaj HOBbIM MO CPaBHEHMIO C UCTOpUeit
pa3BUTWA APYTUX KYNLTYPHBIX yupexae-
HWI, 4TO 1 Aan0 BO3MOXHOCTb rajepee
TenT HauaTb ycTpoNcTBO U hopMUpOBa-
HVe TOPOACKOro paioHa, NpUCTYNuTb K
paboTe C HOBOVI ayAMTOpPMENt 1 Hanaxu-
BaHWI0 KOHTAKTOB C MECTHbIM coobLye-
CTBOM.

Mecto cTpouTenbHOM naowWagaKm
ytBepamnn B 1993 roay, apxutektopa
BblOpanu B pesynbrate MeXAyHapoAHO-
0 KOHKypCa - CpeAu y4acTHUKOB Obinu
Pem Kynxayc, Tapao Ango, PeHuo MuaHo.
Mobeautenamn crann Monojble LUBEN-
LapcKue apxutekTopbl Xepuor v ge
MelpoH, eAUHCTBEHHbIN My3eMHbIN
OMbIT KOTOPbIX — rafepes AnA HeMeLKo-
ro 4acTHOro KosnekumoHepa B MioHxe-
He. TeM He MeHee MpeaJsiIoXKeHHbIN UMK
MPOEKT, KOTOpbIV Npeanonaran, 4To cy-
POBbIN 1 BbIAENAOLMINCA BHELUHWUI BUJ,
3[laHNA OCTaHeTCA CHapyXW HeTPOHY-
TbIM, NMPUBNEKan CBOell 3KOHOMUYHOC-
Tbi0, BO3MOXHOCTbIO B paMKax nMetoLLe-
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rocs orpaHuyeHHoro Giofketa NocTpo-
UTb HOBOE, He pa3pyLas ctapoe. [poeKT
Xepuora u ge MelipoHa 3aknioyancs B
TOM, 4TOObl MepecTpouTb BHYTPEHHME
NoMelLeHNsA, BO3BUIHYB CBOEro PoAa
KNpnuuHble cTeHbl-3aHaBecK. Bepx 3aa-
HMA U3 CTeKNa W CTanu niaHUpoBanca
KaK WCTOYHMK OCBeLieHVA 3al0B, KaK
MasK, flenatolnii ranepero onosHaBae-
MOW iaXe HOYblO, @ TaKXKe KaK CMOTpo-
BaA NowajKa 1 Kade ana nocetntenen.
CeMb 3Taxeit 3an0B 1 30Ha pekpeaLun
LOMKHbI ObINK pacnonaratbCs B ceBep-
HOM Kpblne 3AaHWf; YacTb, B KOTOPOW
HaxoAunuch crapas GoinepHas u Typ-
OMHHbIN 3a/1, NOXOXMI 3a CYET BbICOKO-
ro 1 BbITAHYTOrO B AJIVHY NPOCTPaHCTBa
Ha cobop, ocTanacb HeTPOHYTON, CO3Aa-
BaA y 3puTensa UN3MI0 HaCTOALLEro ro-
POACKOro NMPOCTPAHCTBA — KPbITOW ynu-
Lbl.

K OTKpbITWIO TOPXEeCTBEHHbIX Me-
ponpuATUIA (BbICTAaBOK U NOKa30B) B HO-
BOM 3[j@aHVMU1 FOTOBWIACh Nporpamma u
3a ero npezenamm - «Mysein 6e3 cTeH» -
C Lenblo 3aABUTb Ny6/IMKe 0 CBOEM Cy-
LL,ecTBOBaHUW B ayAno- 1 Bugeohopma-
Te. 3Ta npesBapALan OTKpbITE Npo-
rpamMMa coCTofNa U3 MHOTMX 4YacTen -
KpynHOMacLTabHbIA NPOEKT AEMOHCT-
pauun aBaHrapfHbix GpuIbMOB, crpoe-
LMpOBaHHbIX Ha (acaf, 34aHNA; CMeHsA-
owme Apyr Apyra B TedeHne BCEro AHA
pa3HoobpasHble MeponpuATUA, BKIIO-
yasA npoBeAeHvie ApMapKku. i, Hanpu-
Mep, npoeKT «Monogexb baHkcanpa», K
y4acTUio B KOTOPOM Bbinn NMpuBIeYEeHbI
XYAOXKHVKN W3 OKPecTHbIX palioHOB
ANA co34aHNA ManoGopMaTHbIX NMPoOn3-
BefleHWN 1 JanbHelllero BKIYeHWA
3TUX paboT B apXMB UCKYCCTBA MECTHO-
ro coobwecrsa. Bnocneactsumn apxvs
6bin BbicTaBneH Ha Bceoblee 0603pe-
Hue B Gnu3nexalweM 3abpoleHHOM
3[,@aHUK, @ AOCTyN K HeMy obecreyeH B
MHtepHeTe. MMpoekToM pyKkoBoguna ra-
nepena TeinT, HO NpoBOAWUNA €ro U Kypu-
poBana rpynna CTyAeHTOB MeCTHOrO Xy-
AOXecTBeHHoro Konnepxa. lMocetntb
3TOT apxuB Obl10 He MeHee CNOXHO,
yeM no6oIN My3enHbI apXuB, T.e. C COo-
6110AeHMeM Bcex He0BX0ANMbIX B 3TOM
cnyyae dopmanbHocTel: paboToin ¢ Ka-
Tafnoramu, 3anonHeHveMm TpeboBaHuiA,
HafileBaHMeM CreuuanbHbIX MepyaTok.
Bonee yem aBe COTHU XyAOXKHUKOB-/IO-
OuTeneil M XyLOXHWUKOB C MWPOBbIM
MMeHeM MOCeTUIN 3TOT apXUB.

B zpyrvie npoekTbl BOBNeYeHbl 1
3apybexHble aBTopbl. bbin npurnawen
Mapk [InoH, aMepuKaHCKNA XyA0XHUK,
MMeoLLMI onbIT paboTbl B KayecTBe UH-
CTUTYLIMOHANBHOTO KPUTMKA CO MHOTU-
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A3BU XOKHW. Tpomkuii Bbinneck. 1967
Xoncr, akpun. 242,5 x 2439

DAVID HOCKNEY. A Bigger Splash. 1967
Acrylic on canvas. 242.5 by 243.9 cm

MW KOJNEKLMAMU, KOTOpbIA crocobeH
OpraH130BaTh PsAJ NMPOEKTOB C NpuBJe-
YyeHMeM MecTHoro coobuiectsa. [JMoH
VHWULMMPOBaN NETHUIA «apxeonoruyec-
KU NPOeKT», B X0fie KOTOPOro KOMaH-
Abl BONOHTEPOB MpoyecbiBanu Geper
Tem3bl okono ranepeun Tent MogepH n
BputaHckoi TeiT, yToObl Ha npumepe
HaMAEHHbIX «OCTaHKOB» MOKas3aTb WX
pasHyto uctoputo. «Haxogku» 6bin
pacuuileHbl, «aTpubyTpoBaHbI», Bbl-
cTaBieHbl AnA 06CYyXAeHMA; npeAcTa-
BUTENN MECTHOTO paiioHa, PeyHon no-
JIMLMK, 0BLLECTB MO U3Y4EHWNIO JIOKasb-
HOM UCTOPUM MPOYUTANMN KypC NeKLUA,
3aTeM BCe KCMOHATbl BbICTaBMAM B Ka-
OVHeTe, HanoMWHalOLWeM HeMeLKyH
Wunderkammer.

06a npoeKra 6binK CBA3aHbI C Me-
CTOM, rfe pacnonoxunacb ranepea Tent
MogzepH, = OHW OCYLLEeCTBAANNCL OAHO-
BPEMEHHO CO CTPOUTENbCTBOM, a WX
KNtoyeBble acmeKTbl CTann TeMON Auc-
Kyccuii no moBojy TOTo, KaK AOMKHa
ObiTb MpepcTaBfieHa KosieKuua rane-
pev TeiAT B HOBOM 34aHUN.

B uenom ranepes TeiT 06beanHs-
€T AABe KOMNEeKLMU - 3TO KonneKuus 6pu-
TaHCKOro MckycctBa HaumHaa ¢ 1600
rofia 1 KonneKkuusa UHTepHaLMOHaNbHO-
ro uckycctsa ¢ 1900 roaa no cerogHsL-
HUI aeHb. O6a cobpaHua UMeT cBou
oTnnunTeNbHble ocobeHHocTw. MepBoe
npeacTaBnAeT MOMHbIA oxBaT GpuTaH-
CKOro MCKyCCTBa, MO 3TOMY pasjeny
MOXHO NMPOCNeANTb B3NeTbl U NajeHus
uckycctBa BennkobputaHum, oTMeTUTH
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work with many collections, fo work with
community groups in the local area. He
initiated a summer-long archaeological
project in which teams of volunteers
combed the riverbank beaches at Tate
Modern and the old Tate in search of
remnants of their different histories.
Roman oyster shells told of Southwark’s
ancient past just as quantities of bones,
clay, bottles and nails evoked the many
industries, which have flourished, and
then declined along the riverbanks. More
recent artefacts including voodoo dolls,
Arabic poetry in a bottle, bullet car-
tridges as wells as shards of human bone
evoked the darker side of London's
recent past. The Finds were cleaned,
identified and laid out for discussion and
debate by visiting lectures from the aca-
demic world, the community, the river
police and local historical associations
and then displayed in a cabinet, wonder-
fully evocative of a private collector's
Wunderkammer.

Both projects dealt with the map-
ping the terrain, with organising data

and inferpretation - key aspects of a col-
lection in a process that was in someway
parallel and certainly informed the
lengthy discussions that were taking
place with colleagues about how fo pres-
ent Tate’s collection in the new building.

Tate’s collection is really two collec-
tions - one of British Art from 1600 and
the other a collection of infernational
modern art from 1900 to the present
day. The two collections have distinct
characteristics. The British side is a
broad survey telling many stories in
depth, the highs and the lows, the great
works and the lesser-known genres, the
national and the regional. The interna-
tional collection is smaller, patchy in its
coverage of history - very littfle German
or ltalian art for example but with areas
of strength such as Surrealism or
Abstract Expressionism and a number of
individuals such as Rothko, Pollock,
Dubuffet and Giacometti represented in
depth. Its holdings are stronger in the
decades following the 1960s and its col-
lection of video and installation from the

early 1990s is very distinguished. Within
Tate's collection read Western European
and North American for "International’,
Britain’s links with her former colonies or
her present diasporic communities are
barely represented. The histories told are
predominantly white, male and straight-
forwardly modernist. Little art from out-
side the conventional mainstream of
western art history is represented and lit-
tle art that challenged the political hege-
monies of its day.

The decision was taken in the early
1990s to maintain the cohesiveness of
the collection within one single institu-
tion but to divide it into distinct areas of
display in separate buildings: British Art
at the old Tate, International Art at the
New Tate with a variety of different
approaches at Tate’s two regional outsta-
tions, Tate St. Ives in the South West of
England and Tate Liverpool in the North
West. Of course what looked seamless on
paper was and continues to be necessar-
ily complicated by the history of Twenti-
eth Century Art and the desires of both
Tate Britain and Tate Modern to involve
the more international practitioners from
Britain in their own displays. Are Gilbert
and George or Damien Hirst British or
International? At the onset of debates
about our future many British Arts raised
concerns about their potential ghetoisa-
tion. The result of the ensuing debate
was that displays of the collection on all
sites would be open to change with Bri-
tish artists being shown sometimes in a
British, sometimes in an international
context.

Other constraints reinforced this
decision. Like other museums across the
world exhibitions of major artists and
important themes are part of the regular
programme - Tate Modern itself makes
at least six temporary loan exhibitions a
year and for these we depend on the gen-
erosity and willingness to lend of other
public and private collections. In return,
wherever possible, Tate must lend from
its own collection. Our local audiences
treasure our most iconic works, Picasso’s
“Weeping Woman', Matisse’s “Backs/,
Dali's “Mountain Cannibalism’ to name
just three - but they are also those most
desired by others. These are movable
feasts within an ever more infense inter-
national cultural entertainment industry.
At the same time political imperatives
within Britain, most especially the impor-
tance of regional cultural development,
have encouraged Tate to establish part-
nership schemes with smaller museums
around Britain, to show national treas-

ures beyond the metropolis of London.
On a reqular basis small displays from
the collection, often focussing on a hand
full of important works are put together
in collaboration with these museums for
local audiences who rarely, if ever, travel
to the Capital city.

We started planning for the installa-
tion of the permanent collection at the
end of 1997 with just over two years fo go
before opening. We were looking for new
ways fo show a collection in a new muse-
um. As part of that thinking process we
attempted fo explore every conceivable
model. The conventional model and one
that had served the old Tate well was that
originated by Alfred Barr, founding direc-
tor of the Museum of Modern Art in New
York. Barr mapped out a chronological
genealogy of modernism with the well-
known isms of avant-gardism’s as its gen-
erative growth points. By the end of the
twentieth century, after three decades of
post-modernist practice and an equiva-
lent period of revisionist art history Barr's
model seemed to us unnecessarily restric-
tive. It seemed to us that this teleological
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€ro BeJIMKMX MacTepoB U y3HaTb MeHee
N3BECTHbIX aBTOPOB, YBUAETb NCKYCCTBO
LleHTpa 1 pervoHoB. MHTepHaunoHanb-
HasA KONNeKUUs MEeHbLLE M He OfMHAKO-
BO MOJIHO UNIIIOCTPUPYET pa3Hble Nepuo-
Abl UCTOPUW WUCKYCCTBA — B Hell Mano
MPOV3BeAEHUIN HEMELKUX WU UTaNbsH-
CKWX aBTOPOB, HO €CTb U CUJIbHble CTO-
POHbI, HanNpuMep LIMPOKO MpeAcTaBJie-
Hbl cloppeanu3M 1 abCTpaKTHbINA 3Kc-
NpeccuoHn3M, MoHorpaduyecku noka-
3aHo TBOpyectBO PotKo, [Monnoka, [e-
6lodde 1 Mxakomertu. Takke K cunb-
HbIM CTOPOHaM KOMNEKUMU OTHOCUTCA
nckyccrso nocne 1960-x rogos, B TOM
yncne nepBOKNACCHaA KOMMeKUMsA Bu-
Aeo ¥ uHcTannAaumin paHHux 1990-x. B
KonneKumu ranepeun TeiAT 3anagHoeBpo-
neiicKkoe 1 ceBepoaMeprKaHCKoe uc-
KyCCTBO CYMTAeTCA WMHTepHaLMOHab-
HbIM. BpuTaHCKMe KOMOHUM U Hauuo-
HanbHble auacnopbl bpuTtaHun npep-
CTaBNleHbl HE3HAYUTENIbHO. IKCNO3nLNA
COCTOUT B OCHOBHOM 13 NpOU3BeAEHU
XYLOXHUKOB-MYXYNH €eBpOMenicKoro
nponcxoxaeHus, pabotaBwux B obnac-
T MozepHu3Ma. B ranepee TeldT uckyc-
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chronology fold an important history but
that its history was only one possible his-
tory among many. At the beginning of a
new century it was our ambition to pres-
ent history as a series of stories, to repre-
sent complexity and multiplicity, density
and divergence and fo reflect an expan-
sion of the field of art practice as well as
an expansion in the fields of interpreta-
fion. Above all we wanted to turn things
upside down and reflect contemporary
perspectives on the art of the past. We
wanted to address the past history of the
work in the collection from the vantage
point of the present.

This radical thinking helped us
define a new set of ambitions. The
notion of working backwards from the
present fo the past encouraged us to
plan for displays without regard to his-
toric hierarchies between media. Con-
temporary artists move seamlessly
between media. Someone working in
video may also make photographs or
sculpture. Plenty of painters also work
in installation. Works on paper are often
as large and as heavily worked as old
master paintings. We would, therefore
show all media without distinction or
separation within the gallery. At the
same time the desire to furnish practi-
tioners with a sense of the history of the
mediums they work with led us to seek
ways of representing media, such as
photography, which Tate had not hither-
fo been associated outside the contem-
porary field. Long discussions with the
V&A museum which houses, amongst
other things, the National Collection of
the Art of photography led fo an agree-
ment whereby we should freely borrow
from each other’s collections. Photogra-
phy can now be seen at Tate Modern in
the confext of visual culture, at the V&A
in the context of applied art.
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CTBO APYrMX CTpaH MOKa3aHO MeHee
npeAcTaBUTeNbHO, 4TO 00ycnoBieHo
M3MHCTPMMOM 3anafHoi MCTOpUM UC-
KyCCTBa, @ TaKKe He0CTaTO4HO Mpow3-
BeAeHWi XyAOXKHUKOB, TBOPMBLLKX, Bpo-
cas Bbl30B COBPEMEHHOMY WM MOAWUTU-
UECKOMY peXumy.

PeweHvie noaaepxatb o6beanHe-
HWe KOJIEKLMIN B paMKax O4HOT0 UHCTU-
TyTa, HO pa3fenuTb UX Mo pasHbIM Tep-
PUTOPUAM 1 MO Pa3HbIM 3AaHWAM BblNo
npuHaTo B Havyane 1990-x rogos. B pe-
3ynbtate BpPUTaHCKOE MCKYCCTBO Haxo-
AVTCA B CTapow ranepee TeiT, MHTepHa-
LMOHaNnbHOe MCKYCCTBO — B HOBOW,
BK/OYaA pernoHanbHble Guavanbl B
CeHT-AiBC, Ha toro-BocToke AHImIUK, 1 B
Jlnepnyne, Ha ceBepo-3anaje CTpaHbl.
OpHako TO, 4TO Kasanocb MpoOCTbIM Ha
Bymare, 6bI10 1 NPOAOMKAET OCTAaBATLCA
LOBONIbHO CIOXHbIM 0COGEHHO B OTHO-
LWeHnn nckyccrBa XX CToneTus, Tak Kak
ob6e ranepeu, bputaHckas Teit u Teit
MogepH, CTpeMATCA BKIIOYMTL B CBOM
3Kcnosmumn 6Gonblue NpPon3BeAEHUI
OpUTaHCKMX aBTOPOB, MPAKTUKYIOLMX
no Bcemy Mupy. Asnatotcs nm [unbept n
[Ioxopmx vnn Jamunan Xepct 6putaHcKu-
MW XYLOXKHUKaMW WA WMHTepHaumo-
HanbHbIMW? B pasrape anckyccum o Ha-
wem Oyaylwem MHorve GpuTaHCKue Xy-
AOXHVIKN NMOAHANN BOMPOC O CBOEN BO3-
MOXHOW M301ALMM MO HaLMOHaNIbHOMY
npusHaky. B pesynsrate febatoB pele-
HO, YTO BbICTaBKM 3TUX MacTepoB ByayT
NMPOXOAUTb Ha BCEX TEPPUTOPMSAX, UHO-
rAa B KOHTeKcTe OpuTaHCKoro, vHoraa
WHTEepHaLMOHaNbHOIO NCKYCCTBa.

Mpoune obcToATENbCTBA TONBKO
yKpenunu 3To peleHve. B Teit MogepH,
KaK 1 B ApYrvx My3esx Mo Bcemy mMupy,
KOTOpble MMET NporpaMMy opraHu3a-
LMW BbICTABOK KPYMHbIX XYAOXKHVKOB 1
3KCNO3ULMIA, NOCBALIEHHbIX 6GONbLINMM
HanpaBleHVAM B UCKYCCTBe, NPOXOAWUT
MUHUMYM LLIECTb BPEMEHHbIX BbICTaBOK
B rof; OHW COCTOAT W3 MPOW3BEAEHWNA,
KoTopble ranepes TeiT Geper ans Bpe-
MEHHbIX BbICTaBOK W3 Jipyrnx myseeB u
yacTHbIX Konnekumid. Mo Bo3BpaLleHun
OJlO/KEHHbIX IKCMOHATOB ranepes TeiT
06A3yetca BblfaBaTb paboTbl U3 CBOEN
Konnekumun. Hanpumep, 3HaMeHuTble
WwezeBpbl, NpuHaanexalmne Tent Mo-
AepH, «Mnavywan »xeHwwmHa» [1.Mukac-
co, «CnuHb» A.MaTucca, «lopa KaHHKba-
nusma» CJlanu yaile Bcero XoTAT nojy-
UUTb ANA 3KCMOHMPOBAHUA. 3TV Npown3-
BeJleHWNA CTanu CBOEro poja «nepeaBumk-
HbIMM MpasgHMKaMu» BHYTpM (ceiuac,
KaK HUKOrAa, CUbHOW) MeXAyHapoAHOM
WHAYCTPUM pa3BrieveHnii B cepe Kynb-
Typbl. B T0 e BpemMaA nonuTuyeckue pea-

nmn B bprTaHum TaKoBbl, YTO BaXHOCTb
pervioHanbHOro KynabTypHOro pasBUTUA
BCAYECKW NOAYEPKMBAETCA, 3TO NOABUI-
no ranepeto TeiT ycTaHOBMTb NapTHep-
CKMe OTHOLIEHWA C ManbiMU My3eAaMu
BputaHum ¢ uenbilo NokasbiBaTh HaLwo-
HanbHOe J0CTOAHME 3a Npejenamm MeT-
pononuu. lanepes TelT B COTPyAHUYeCT-
Be C MajbIMW My3eAMU AenaeT HeboNb-
Wne BbICTABKW, COCTOALLME W3 MepBo-
CTeneHHbIX paboT, ANA NoKa3a MeCTHbIM
XUTENAM, KOTOPbIe PefKO, @ MOXET U HU-
Koraa He e3AAT B CTonuLy.

YcTpoiicTBO NOCTOSHHOWM 3KCMO3U-
LMK Hayanu nnaHnpoBsathb B KoHue 1997
roaa. B npouecce 06ayMbiBaHWA Mbl Uc-
Kanu HOBble MyTW MOKasa Konekuuun B
My3ee, MbITannCb paccMoTpeTb obyio
BO3MOXHOCTb. TpaAMuUMOHHAA MoAenb
3KCMOHMPOBAHWS, KOTOPas yCreLwHo pa-
6otana B crapoi ranepee Teit, Obina
npensioxeHa B cBoe BpemAa Anbdpesom
Bbappom, ocHoBaTenem u AVpeKTOpoM
Myses coBpemeHHOro nckyccrsa B Hbto-
Mopke. Bapp coctaBun reHeanoruyec-
Koe ApeBO MOJilepHU3Ma (C XOpOoLLO K3Be-
CTHbIMU BCEM «M3MaMu» aBaHrapAv3ma)
¢ 0603HayeHNeM OCHOBHbIX BEX ero pas-
ButuA. K KoHuy XX cTonetus, nocne tpex
JECcATUNETNIA NOCTMOAEpPHU3MA U CBS-
3@HHOTO C HUM PEeBU3NOHUCTCKOO Me-
pvoAa B UCKyCCTBO3HaHMK, Mogenb bap-
pa Ka3anacb 6e30CHOBaTe/bHO OrpaHu-
4eHHOW. X0Tb 3Ta TeNeoN0rnyecKas xpo-
HONOTWA BaXHa, HO OHa ObiNa NNLWb of-
HOM BO3MOXHOWN M3 MHOrMX. B Hauane
HOBOrO ThbiCAYeNeTUAs Mbl CTPEMUANUCH
NpeAcTaBUTb UCTOPUIO MCKYCCTBa Kak
LleNylo Cepuio UCTOpUIA, NoKasaTb BCIO
CNOXHOCTb, MHOroo6paswue, HacbllieH-
HOCTb W NecTpoTy, OTpPasuUTb paclumpe-
HWe 061acTN XyAOXeCTBEHHOW NpaKTy-
KW TaK e, KaK 1 ee nHtepnpetauuu. Mo-
MUMO MpPOYEro Mbl PUCKHYIU nepeBep-
HYTb MPUBbIYHbIE BELUM C HOT Ha ro/oBY,
MpOoeLMpyA COBPEMEHHbIE MepCrneKTUBbI
Ha VMCKYCCTBO MPOLLIOro.

Bnarogapsa cronb paauKanbHoMy
MbILWNEHNIO Mbl OMpejenuan HoBbIf
Kpyr 3agauy. MpuHumn paboTbl - «cMoT-
peTb Ha3ap B Oyayluee» - NOMOr NAaHW-
poBaTb BbICTaBKYW, GecrnpenATcTBEHHO
o6pallanch K pa3HbIM BUAAM UCKYCCTBA.
HecomHeHHO, coBpeMeHHble XyAOXHU-
KW, cnesya 3Tomy, cBoboaHo obpaluatoT-
CA K pasnMyHbIM BUAAM UcKyccTBa. Kro-
To paboTaeT C BMAEO, HO MOXET TaKkKe
(doTorpadurpoBartb, Aenatb CKyNbNTypy 1
nHctannaummn. MpousseaeHus, Bbinon-
HeHHble Ha Oymare, nogyac He MeHee
MacLUTabHbl U TWATENbHO CAenaHbl, 4eM
npon3BeseHnA «cTapbix Mactepos». o-
3TOMy B rajepee Mbl MoKasbiBaeM 6e3

If these were among the ambitions
that emerged within our thinking we
were equally guided by constraints and |
have already spoken of the need to orig-
inate a model for the display of the col-
lection that would embrace change and
allow for different parts of the collection
to rotate. The other main area of con-
straint was the nature of the building
itself and by the time the curatorial team
was in place key decisions about gallery
circulating, visitor access, lighting, sur-
faces efc had already been taken. Two
floors of gallery accommodation had
been identified for the permanent collec-
tion, on levels 3 and 5 with the forth floor
between them assigned to temporary
loan exhibitions. Each floor comprised
two wings, with the chimney and circula-
tion areas behind it bisecting the build-
ing. We had, in essence four relatively
discrete, suites of galleries. The old Tate,
with its galleries continuously intercon-
necting on a single gallery floor had suit-
ed a continuous chronological deploy-
ment of the collection. It was possible for
the serious visitor fo begin at the begin-
ning and end at the present. No such
continuity would be possible for the dis-
play at Tate Modern. Additionally
research info visitor behaviour led us to
believe that the average visitor would
spend only about an hour looking at art
before they did something different-
have a coffee, go fo the bookshop or
leave. At 1200 square metres one of our
suites would be about the right size for
that visit. It was, it seemed to us at the
time, unlikely that many visitors would
visit more than one or at the most two
suites. How then fo generate a display
that would make sense for a single suite,
or two or indeed for all four? The answer
was clearly fo make four relatively self-
contained displays each one answering a
number of core aims but doing so with a
distinct character. One of the great chal-
lenges of the modern art museum is to
engage new audiences with the seem-
ingly bewildering concerns of contempo-
rary practice, or to encourage senior vis-
itors fo look for experiences of the sub-
lime in new technology. A parallel chal-
lenge is fo re-invoke for younger audi-
ences the energy and dynamism of early
twentieth century art. How dusty and
brown those early cubist experiments
seem to audiences brought up in a digital
age. An agreed starting point was, there-
fore, that each suite would contain both
old and new art and would at points
bring these info dialogue.

In approaching an overarching
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OrpaHUYeHUA 1 pasfeneHunii nponsBe-
JEeHNA BCeX BMAOB MCKyccTBa. B 1o ke
BPEMSA KeflaHWe HaJennTb NpaKTUKYLo-
LMX XyAOKHVNKOB YyBCTBOM UCTOPUW MO
OTHOLUEHMIO K TOMY, 4TO OHU JienatoT, 3a-
CTaBWJIO MCKaTb NyTW penpeseHTaLuu
3TUX BUAOB UCKYCCTBA, Hanpumep ¢oTo-
rpaduu, Kotopas B ranepee TeiT Ao cux
Mop He accouMMpoBanach C YeM-To, Kpo-
Me coBpeMeHHOro uckyccrsa. [lonrve
neperoBopbl ¢ My3eem Buktopuu n Anb-
6epta, KOTOPbIN XpaHWUT HaumoHanbHyto
Konnekuuio ¢otorpaun, No3BoNUIN
3aK/04YNTb JOrOBOP, MO KoTopoMy oba
My3eA MOryT 06MeHMBaTbCA 3KCMOHaTa-
mu. B pesynbrate B Teiit MogepH doto-
rpaguio MOXHO BUAETb B CUCTEME BU3Y-
anbHOW KynbTypbl, a B Mysee Buktopumn
n Anbbepta B KOHTEKCTE MPUKNAZHOIO
NCKycCTBa.

Mbl pyKoBOACTBOBanuUcb Heobxo-
AVMOCTbIO CO3AaTb TaKyto BbICTaBOYHYIO
Mogenb, KoTopas bbl Mo3Bonuia «nepe-
TacoBbIBaTb? N MeHATb pasHble YacTu
Konnekuun. Heobxoanmo 6bino yunThbl-
BaTb caMy npupoay 3aanus. Korga co-
Bpanacb KypaTopcKas KoMaHAa, Bce oc-
HOBHbIE peLUeHUs, KacatoLmeca ABuxe-
HWA BHYTPU ranepewu, OCTyna 3putenei,

MEXOYHAPOJHAA MAHOPAMA

OCBeLIeHVs U T4, OblIn yKe NPUHATHI.
[Ba 3Taxa ranepev npepHa3Hayanucb
ANA NOCTOAHHON 3KCNO3ULMW, TPETUI 1
NATbINA APYCbI C YETBEPTHIM 3TAXKOM MEX-
Ay HAMW - ANA BPEMeHHbIX BbICTABOK.
Kaxabii aTax BKNtOYan ABa Kpbina, pas-
AeneHHble [1bIMOX0aMU U BEHTUNALM-
ein. Mo cyLecTBy, CNOXWUIOCH YeTbIpe OT-
HOCWTENbHO aBTOHOMHbIX 0ObeMa.
B crapoit ranepee Teit 3anbl pacnono-
KeHbl MO aH@uAafHOMy MpUHLMNY,
yAoOHOMY ANS pasMeLleHUs KoNIeKLmn
B XpOHO/IOrMyeckoM nopagke. Hayas oc-
MOTP C NepBbIX 3a/10B, NPeACTaBAALMX
camble paHHWe 3KCrOoHaTbl, BHUMATENb-
HbI 3pWTeNb 3aKaH4MBaNn COBPEMeH-
HbIM UCKyccTBOM. Ho Takow npuHumn
MOCTPOEHMA 3KCNO3ULMK Bbln HEBO3MO-
xeH ana Tent MopgepH. BpobaBok Ko
BCEMy, B pe3ynbraTe U3yyeHUA nosepe-
HWA CpefHecTaTMCTUYeCKOro mnocertuTe-
NA, BbIACHWIOCH, YTO OH TPaTWT Ha OC-
MOTP 3KCMO3MLMM BCEro NNLLIb OKOJO Ya-
ca, a MOTOM Jienaer YTo-HMOYAb elle:
npet B Kade, My3eiiHblli MarasuH unu
Boo6ue yxoamT. OaHa yacTb Hallero no-
MeleHus ¢ nnowagbto B 1200 meTpos
KaK pa3 Morna ObITb NpeAHa3HayYeHa ans
TaKoro 4acoBOro MoCeLieHUsA, NOCKONb-
Ky B TO BpeMsA Ka3ajoCb MasjoBepoAT-
HbIM, YTO MHOrMe MOCeTUTeNU 3axoTAT
yBUAETb Gonblue OAHOTO UKW ABYX pas-
AenoB 3Kkcnosunummn. Kak B aTom cnyyae
€034aTb TaKyl 3KCMO3MLMIO, B KOTOPOIA
KaXAas yacTb ABNANACH Obl KOMMOHEH-
TOM LefIoro 1 B TO e BpeMs Oblna camo-
ueHHon? OTBeT oyeBMAEH — cenathb ye-
Tblpe OTHOCWTENIbHO CaMOCTOATENbHbBIX
06beMa, Kaxablii 13 KOTOPbIX LOMKeH
ObiTb MHAMBUAYaNbHLIM W BbINONHATbL
onpegeneHHble @yHKumMn. OgHa n3 ca-
MbIX 6GOnbLIMX TpyAHOCTeW Ans My3es
COBPEMEHHOr0 MCKYCCTBA ~ 3T0, C OAHON
CTOPOHbI, 3aMHTEpeCcoBaTh TaKyto Ny6au-
Ky, KOTOpYI0 Ha NepBbli B3rNA4 He Mo-
XKeT NnprBieYb COBPeMeHHOe UCKYCCTBO,
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structural scheme we explored a number
of different historical templates - by art
history, by art's institutional history, by
geo-political time frames. We discussed
categories according to styles in art,
according to different geographical
boundaries, with reference to dominant
philosophies, to different strategies of
making art. At the beginning of the twen-
ty-first century we are still familiar with
the language of genre that audiences
and practitioners at the beginning of the
last century would have understood. And
yet images and artefacts to which we
ascribe such descriptions have under-
gone momentous and radical changes.
We chose to adopt this familiar language
as a way of exploring both innovation
and continuity over time. Each of the four
suites would unfold as a series of stories
connected with a subject or genre and
moving from the familiar and close into
the increasingly complex field of contem-
porary art. In one suite a series of rooms
would establish the development of the
still-life genre in the early twentieth cen-
fury - the cenfrality of the subject to
Cubist experiments for example. The dis-
play would then move on to exploring the
ways in which, from Duchamp onwards
arfists have appropriated objects and
introduced them info the work of art.
Finally the suite would introduce ways in
which contemporary artists increasingly
engage with the everyday. The suite con-
fains, at present, a specific focus on the
continuing persistence of memento mori
subjects as well as a focus on the post-
Surrealist legacy of the fetish in art.
There are also a number of monographic
displays including rooms devoted to
Mark Dion and Cornelia Parker. The ftitle
of this suite, signifying this expanded
field is Still-Life/Object/Real Life. For the
genre of landscape, the move in the
twentieth century, from landscape paint-
ing as a window onto the world towards
an engagement with the physical sub-
stance of our environment and on to the
creation of environments of sublime
experience is explored in a Suite entitled
Landscape/Matter/ Environment. History
painting, as engaged commentary on the
world of actions and events, has a com-
plex evolution in the twentieth century
moving from radical aesthetic engage-
ment with social and political ideas to
mediations on the past and the continu-
ous presence of the past in the here and
now, hence our ftitle History/Memory/
Society. Finally the Nude, denoting at the
beginning of the twentieth century a stu-
dio practice of observation follows a
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number of different directions - into an
engagement with the perfomative body
and the gesture of the artist and audi-
ence, and later in more recent years to
the exploration of issues around gender,
identity and  mortality:  hence
Nude/Action/Body.

Each suite includes a number of dif-
ferent types of display such as mono-
graphic rooms where an artist's work
speaks alone and " In focus' rooms where
a particular work is explored as part of its
historical and cultural context. Some dis-
plays focus on a very small time frame,
presenting works related in time and
type. Others take a longer view. In each
suite, using the four genres as starting
points it is possible to demonstrate conti-
nuity, conflict, radical innovation and
retrenchment. It is possible fo make con-
nections between the histories of film
and painting, between abstract and figu-
rative, between then and now. Overtime
individual displays are changed.

One of the key charges against Tate
Modern has been that it is overcurated.
Certainly it is very densely curated - in
place of the traditionally anonymous
canonical stance of most major muse-
ums Curator's at Tate “author’ their dis-
plays - each room comes from a specific
viewpoint - a selection has been made.
However there are other parts of Tate
Modern’s programme where the curator
recedes.

Tate Modern’s turbine hall offers
one of the most challenging spaces for
art. Supported by Unilever we have, on an
annual basis, been able to offer the space
to a living artist. This commissioning
process enables visitors to have the most
incredible contact with the most daring
and experimental work of the moment. If
successful the artist is gquaranteed
extraordinary attention. The first to take
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C ApYroi CTOPOHBbI, 3aBNeYb WCKYLIEH-
HbIX 3puTenei BO3MOXHOCTAMM HOBbIX
TexHonorui. Ewe oaHa cnoxHocTb My-
3eA COBPEMEHHOr0 MCKYCCTBa ~ 3TO BOC-
co3garb 1A MONOJON ayauTopuUn 3pu-
Tenei Ty co3upaTenibHyl atMocdepy
3HEpruM 1 AMHaMUKW, KoTopas Lapuna
B MCKyccTBe Hayana XX Beka. HaBepHsa-
Ka, 3KCMeprMeHTbI XyL0XHUKOB-KybuC-
TOB YXe He KaXyTcA TaKUMW HoBaTop-
CKUMU ANA NOKONEHWS, BOCMUTAHHOIO B
3pY BbICOKMX TexHonorui. lNoatomy Toy-
KON oTcyeTa ABMNACh Halla A0roBOPEeH-
HOCTb 0 TOM, YTO Kax<aas u3 YeTbipex Ya-
cTeit 3Kkcnosuumn ByaeT copepxatb U
HOBOE, 11 CTapoe WCKYCCTBO, MHULMUPYSA
TeM caMbIM Ananor Mexay UCKycCTBamu
pa3HbIX BPEMEH.

Mpubnunxascb K 3aBepliatollemy
3Tany pa3paboTKu CTPYKTYpbl IKCMNO3M-
LMK, Mbl UCCNeA0BANM HEKOTOpble C/lo-
XUBLUMECA MOAENN B UCTOPUM UCKYCCT-
Ba. C y4eTOM JOMUHMPYIOLMX B TOT UK
WHON MOMEHT BpeMeHu (GunocopcKmx
TEOpuin 1N TEOpWUA MCTOPUMN WMCKYCCTBA
HamMu obCyAanucb pasnnyHble acnek-
Tbl, OTHOCALLMECSA K CTUIAM U reorpadu-
YecKMM rpaHuLam B Uckyccrae. B Hava-
ne XXI Beka Ham Bce eLue 6113Ka cucte-
Ma YXaHpoB, KoTopas Obina NMOHATHA 1
XYAOXKHWUKAM, U 3pUTENsAM Hayana npo-
wnoro Beka. Ho ¢ Tex nop npoussege-
HWS, CO3aHHble B 3TOM CUCTEME XKaH-
pOB, NpeTepneny cTpemMuTeNbHbIe paau-
KaJlbHble n3MeHeHus. Torga 6bio peLue-
HO NpVMEHWUTb 3Ty GIM3KYyI0 BCEM MO-
JieNb KaK MeToj, uccnefoBaHUA HOBbIX
BeAHUI M (haKTOB NpeemMCTBEHHOCTU B
nckyccrse. Kaxablil U3 yeTblpex obbe-
MOB My3ef NJaHMPOBasCA Kak UCTopusA
XaHpa B ero TpaAMLUMOHHOM BuAe A0
TpaHchopMauMn B CIOXHOM none co-
BPEMEHHOro McKyccTBa. B opHom w3
paszenoB HeobxoamMo Obino npepcTa-
BUTb pa3BuUTVe HaTiopMopTa Havana XX
CTONETUA, KOrAa HaTIOPMOPT CTan rna.-
HbIM aHpOM AJIA KYBUCTUYECKUX 3KC-
nepumeHToB. [lanee 3Kkcno3uuma pas-
BMBanacb oT npon3sBeeHnin [llowana K
paboTam XyA0XKHVKOB, KOTOpble Aenanu
roToBble MpeAMeTbl YacTblo CBOMX pa-
60T. MNocnegHUin 3an B 3TOM 4acCTK 3KC-
no3unLMM NoKasblBa, KaK TeCHO coBpe-
MeHHbIe XyAOXKHVKMN B CBOEM TBOPYECT-
BE B3aMMOCBA3aHbl C MOBCEAHEBHOM
KU3HbIO. 34€eCb LEHTP 3KCMO3MLMU CO-
CpefoToyeH Ha TeMe «cyeTbl CyeT» B Ha-
TIOpMOPTe, a TakKe Ha Teme deTuia B
WCKyCCTBe, KOoTopas fBMNach Hacneau-
eMm nocrctoppeannsma. 3Ta 4acTb IKCMO-
3ULMN BKIOYAET HECKONbKO MOHOrpa-
(unyecknx 3anos, B TOM 4ucse noces-
weHHbIX Mapky [lnoHy n KopHenuu

up the challenge was French-American
artist Louise Bourgeois, the youngest of
old. Her three vertiginous fowers, entitled
*1do, I Undo, | Redo’ 2000 and her mon-
strous Spider, entitled “Maman’ 2000
animated the space as a place of
encounter and self-reflection. Spanish
artist Juan Munoz followed with “Double
Bind’ 2001, a series of enigmatic tableau
set within a visionary architecture of frus-
tration and alienation. Anish Kapoor was
number three with * Marsyias' an amazing
strefched fabric structure spanning the
length and breadth of the building - a
piece of engineering which can be
described by the term “technological
sublime’. Finally at present Tate Modern
hosts the most extraordinary of all, a
space of reflection, light and moving
cloud choreographed by the Danish artist
Olafur Eliasson. Entitled ‘The Weather
Project’, this most dematerialised of envi-
ronments has been occupied and appro-
priated by the literally thousands of visi-
tors who have flocked fo spend time in
the environment, walking, lying down,
observing themselves and each other - to
visit is to become part of the art work,
part of history.

When powerful contemporary
artists are able fo generate such extraor-
dinary experiences for visitors to the
museum the challenge remains to pres-
ent the past in a way that connects with
the experience of the present to make
links between art and life, life and art.

Frances Morris
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Mapkep. ObLee Ha3BaHWe ANA 3TON 30-
Hbl My3es — «HaTtopmopT/O6bekT/Oeir-
cTBUTeNbHOCTLY. B crnepytowmx 3anax
npescTaBneHbl Nen3axu, HanucaHHble
TOrAa, Koraa OHM BOCMPUHUMANWCh KaK
«OKHO B npupogay». [lanee cnepytot nen-
3K, B KOTOpbIX 3a/eiCTBOBaHbI pe-
anbHble NpeAMeTbl Cpefpbl, U Te, KOTopble
WNIOCTPUPYIOT KaTeropun BO3BbILIEH-
HOro B TBOPYECKWUX OMbITaxX XYAOMXHU-
KOB. 3TOT pa3Aesn 3KCMNO3MLMN HOCKT Ha-
3BaHue «[lein3ax/Martepus/Cpega». Uc-
TOpUYECKan XMBOMUCH, NPU3BaHHasA OT-
paxaTb MVpoBble cOBbITUA 1 NpoucLue-
CTBWA, NpeTepnena CA0XHYI0 3BOMIOLMIO
B XX BeKe; pa3B/BaAcCb OT CTpeM/IeHnA
3CTETUYECKW MpeACTaBNATb NOAUTUYEC
KWe 1 coumanbHble VAEK, OHa NpuLLna K
HeobX0AMMOCTY 0CO3HaTb NpUCYTCTBUE
npoLnoro, oTCloAa HasBaHWe pasjena
«McTopus/Mamate/O6wectso».  [o-
CllefiHAA YacTb NpeACcTaBAAET 0OHaKEeH-
Hyto HaTypy. B Hauane XX BeKa HI0 03Ha-
yasno npakTuyeckoe HabnoAeHe 3a Ha-
TypOW, BMOCNEACTBMM 3Ta TeMa crana
pa3BMBaTbCA MO HECKONbKUM Hanpas-
NIeHWAM - cHayana 370 OblNo Mccneso-
BaHVe Tena 1 ecToB YeNoBeKa, a Mo-
TOM, C HeJlaBHero npoLunoro, n3yyeHme
npobnembl mona, camoonpeaeneHna u
OpeHHOCT NAOTU: OTClOAa Ha3BaHWe
pasgena «Hiwo/[eicTtene/Tenon.

B Kaxpom un3 pasfenos mcnonb3o-
BaHbl pa3Hble NPUHLWMMbI 3KCNOHMPOBa-
HUA, TaKne, KaK MOHorpaduyeckui, rae
XYAOKHUK €TOBOPUT OAMHY, 1 TemaTnyec-
Kuin, rae paboTbl NpeAcTaBieHbl B UCTO-
PUKO-Ky/IETYPHOM KOHTeKcTe. HekoTopble
4acCTW BbICTaBKM COCPefOTOYeHbl Ha
0YeHb KOPOTKOM MPOMEXYTKe BpeMeHU 1
00beanHAIT OfHOBPEMEHHble U OAHO-
TUnHble paboTbl. [pyrue - patot Gonee
LIMpOKMI1 oxBaT. Bo Bcex ueTbipex YacTax
My3esi, NpeAcTaBnAIWMX CyabbYy KaH-
POB, MMeeTCA BO3MOXHOCTb HarnAfgHO
MPOVANIOCTPUPOBATb UX Pa3BUTHE, KOH-
bnnKTbl M HoBaumKn. Takke noasnsaerca
BO3MOXHOCTb HAMETUTb Napanneny B uc-
TOPUV KVMHO 1 XMBOMUCH, aBCTPAKTHOM 1
(urypaTMBHOM UCKyCCTBE B MPOLLOM U
HacToAleM. BpemAa oT BpeMeHW MoOHo-
rpauyeckme 3KCNO3NLMM MEHAIOTCA.

OpHuM 13 ynpekoB B agpec TenTt
MogepH 6bl10 TO, Y4TO B Hel C/ULLKOM
MHOTo KypatopoB. KoHeuyHo, B ranepee
TeiAT MHOTO KypaToOpoB — TPaAMLIMOHHO B
My3esAX aBTOpbl 3KCNO3ULMIA aHOHWUMHBI,
B HaLLEM e My3ee aBTOPCTBO O4YeHb BaX-
HO: NOKa3 NPou3BeAeHNI B KaX/i0M 3ane
- 3T0 pe3ysbTaT UHAVBWAYaNIbHOTO B3MA-
Aa v Bbibopa. OaHaKo ecTb U Apyrue co-
cTaBnAowWwme nporpamMmbl TeT MogepH,
rAe KypaTop OTCTynaeT Ha 3ajHuii NnaHx.

MEXOYHAPOOHAR NAHOPAMA

TypbunHbiii 3an B Tent MogepH
npeacraBnser coboil 0AHO U3 CaMbIX
CNOXHbIX NPOCTPAHCTB /1A TBOPYeCTBa.
BnaropapAa noaaepxke KoMMaHMK
«Uniliver» ™Mbl exerogHo npurnawaem
Ana pabotbl B TypOMHHOM 3ane XyAox-
HWKOB, TBOPYECTBO KOTOPbIX MOXeET
AaTb 3pUTEN0 YHWKaNbHYID BO3MOX-
HOCTb BOMJIOWEHNA B XW3Hb CaMOro
Aep3Koro 3kcnepumeHTa. Mactepy, yc-
MewHo BbIMOJHMBLUEMY TaKOW 3aKas,
rapaHTMpoBaHO camoe npucTajibHoe
BHUMaHwMe. [epBoi, KTO NPUHAN BbI30B,
6bina dppaHKo-amepuKaHKka Jlynsa byp-
Kya, caMan Monojas M3 CTaporo rnoKo-
NeHna XyfoxHWKoB. Ee Tpy ronoBokpy-
KUTeNbHOM BbICOTbI HallHW Noj Ha3Ba-
HueM «fl genato, A He Aenato, A nepepe-
nbiBato» («l do, I Undo, | Redo» 2000),
CTPaLUHbIV MayK, Ha3BaHHbIM «Maman»
2000, npeacTaBnAnM NpoOCTPAHCTBO 3a-
Jla KaK MecTo CTO/IKHOBeHUs, pediiek-
cumn. Cnegyowmm Bbin MCMAHCKKUIA Xy-
JOXHUMK XyaH MyHbOC C MpoekToMm
«[lBoiHan cBsA3b» («Double Bind»
2001), KoTopblil feMOHCTpMpoBan ce-
pUI0 3arafloyHbIX MaHHO, WANIOCTPUPY-
IOLLMX COCTOAHME YeNOBeYEeCKOro paso-
4YapoBaHMA W OTYyXAeHUA. TpeTbuM
cran Annw Kanyp c npoektom «Mapcu-
aHe» («Marsyias»). OH nogolwen K pabo-
Te C MO3MLMU VHXKeHepa v NpeacTaBu
pacTAHYTYI0 MO AJVHE W LWWPVHe 3Aa-
HWA TKaHb; ero MPOeKT MOXHO onpeje-
NNTb KaK «AyxoBHY MaTepuio». Hako-
Heu, cenyvac B ranepee TenT MogepH
OCYLLECTB/IEH CaMblii HeOObIYHbIA 13
BCcex MpoekToB. B npocTtpaHcTBe 3ana
nocTaBfieHbl 3epKana, B pesynbrate no-
ABNAEGTCA MHOXECTBO OTPaXKeHWN, ecTb
CofHUe W ABuratolweecs obnako. Bce
3TO CKOHCTPYMPOBAHO [AaTCKUM apxu-
Tektopom Onadgypom 3nnacconom. [Mo-
cMoTpeTb npoekT «Moroga» («The
Weather Project»), npeacraBnstowmi
Haubonee HeMmaTepuanbHOe W3 BCEX
COCTOAHWI OKpyXaloLien cpeabl, X/bl-
HYN NOTOK W3 TbICAY 3puUTenei, KoTo-
pble YCTPeMUAnCh B 3Ty HOBYIO CPeay,
4TOBbI, KaK NpY Bble3Ae Ha NPUPOAY, No-
nexatb 1 noHabnofaTb 3a OKpyXato-
wmmn. MpuinT 1 yBUAETL 3TOT NPOEKT
3HaYMN0 ANA HUX CTaTb YacTblo NPOM3-
BeJleHNA NCKYCCTBa U NCTOPUN.

Koraa cunbHble cOBpeMeHHbIe Xy-
JOXHVKM cnocobHbI co3aBaTh HAaCTOMb-
KO 3KCTpaopAvHapHble MpOeKTbl, Toraa
npobneMa AEMOHCTPALMU UCKYyCCTBA
MpOLL/IOro B €ro HarlAAHON CBA3W C 1C-
KyCCTBOM HaCTOALLEro U C CerofHsALLIHeN
XKU3HbIO OCTAETCA OYeHb aKTyalbHOMN.

®p3aHcuc Moppuc
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