TateModern

Facts and reflections
based on an interview
with the director Vicente
Todoli

VICENTE TODOLI

BORN ON THE MEDITERRANEAN COAST IN A SMALL VILLAGE NEAR VALENCIA,
TODOLI STUDIED IN SPAIN AND ON FINISHING COLLEGE STARTED WORKING IN A
SMALL PUBLIC GALLERY. FRANCO HAD JUST DIED AND AT THE TIME SPAIN WAS
VERY ISOLATED, THERE WERE NO MUSEUMS OF MODERN ART AND NO EXHIBI-
TIONS OF CONTEMPORARY ART. ‘I REALISED | HAD TO GO OUT OTHERWISE |
WOULD BECOME THE ONE EYED IN THE LAND OF THE BLINDS. HE ASKED FOR THE
FULBRIGHT SCHOLARSHIP AND WENT TO THE US TO STUDY FOR A POSTGRADU-
ATE DEGREE. AFTER THAT HE STARTED TO WORK AS A FREE LANCE CURATOR AND
SPENT FOUR YEARS IN NEW YORK. DURING THAT TIME HE DIDN'T FORGET HIS
EUROPEAN BACKGROUND. 1 WAS IN A VERY PRIVILEGED POSITION TO BE ABLE
TO HAVE ONE FOOT IN EACH WORLD. THIS HELPED HIM TO GET RID OF A SELF
CENTRED VISION AND ACQUIRE A MORE GLOBAL INSIGHT. THEN HE RETURNED
TO SPAIN TO ESTABLISH A NEW MUSEUM IN VALENCIA CALLED IVAM. HE WAS
THERE FOR ELEVEN YEARS, FOUR BEFORE IT OPENED AND SEVEN YEARS AFTER.
THIS EXPERIENCE LANDED HIM WITH A COMMISSION TO OPEN ANOTHER MUSE-
UM IN PORTO (PORTUGAL) - THE SERRALVES MUSEUM OF CONTEMPORARY ART.
HE SPENT THERE ALMOST SEVEN YEARS. TATE MODERN IS THE THIRD MUSEUM
HE GOT INVOLVED WITH. T WANTED A MUSEUM WITH A COLLECTION ALREADY
THERE | DIDN'T WANT TO START YET AGAIN FROM ZERO...

-
s MBI WY h rk
Museums are not theme parks odern and confem-
e e - porary art have
- = ’ become more popu-
S ’ - _ - . lar than ever that's a

fact. Audiences have

increased so much
that museums are now part of a kind of
mass tourism, something that twenty
years ago would have been unthinkable.
It all started with the so called ‘block-
buster shows. One of the first was the
Tutankhamen exhibition in New York
many years ago, followed by shows
such as the Van Gogh, Picasso and 4 Tate Modern Gallery

< Tanepes TeiT MopepH
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TateModern

Pa3smbliwneHna gupexkTopa
ranepeu Teut MogepH
Bucenrte Togonu Ha TeMy:
«Y410 3HAYUT ObITb
AUPEKTOPOM My3ea?»

Bucenme Kodomu

oousics Ha upeduzeMHoMopckoM nobepexbe 8 UEREBTRH nod BaneHcued. HYuscs 8
hcnaHuu, nocie OKOHYAaHUS Koeda paboman 8 Hebosbuwiol eanepee. liocie cmep-
mu ipaHKo hcnaHuA ewje ocmasanack 8 U30AYUU OM BHewHe20 MUPa, Mo20a He Obl10
HU My3ees, HU BbICMABOK COBPEMEHHO020 UCKYCCMBA. (XK NOHA, YMo MHe Hy)XHO ye3-
XKamb, UHGYe MHe Cy0eHo bbimb 00HO2/1a3bIM 8 CMPAHe cienbix». [H noay4un cmuneH-
Outo nynbpalima u yexan 8 uca nucame uccepmayuro. 3amem OH Nposes Yembipe 2000 8
Bbio-eopke, 6b1s1 c80600HbIM Kypamopom. B medeHue smux siem oH He 3a6b11 c80e20 es-
ponelicko2o npoucxox0eHus. «bHe nosess10, 4mo A Mo2 cmoAMb 00HOU HO20U HG 0OHOM
KoHMUHeHme, a Opy20li — Ha Opy20M». (hmo NoMoesIo eMy u3bexxamsb «yeHmpuU3Ma» u npu-
obpecmu wupokuli 832150 Ha sewju. BepHyswucsk 8 hcnaHuto, Kodosnu ocHosan 8 Ba-
JleHcuu My3eli cospemeHH020 uckyccmsa IVAM, u nposesn mam 00uHHaoUame Jiem, Yemai-
pe 00 OMKpbIMUSA U ceMb NocJie. 3amem, umes 60/1bLIOG ONbim, OH co30an My3eli cospe-
MeHH020 UucKyccmaa s tiopmo (liopmyeanus) - THE SERRALVES MUSEUM OF CONTEM-
PORARY ART. kam oH nposen noymu ceMb jiem. Kelim bodepH - 3mo mpemuti my3el, 8 Ko-
mopom oka3ancsa Kodonu. «X xomen nonacme 8 My3el, 8 KOMopoM Kosnekyus 6b11a bbl
YKe c(hopMupOBaHA, MHe He XOmeJsioCb ONAMb BCe HAYUHAMb C HYJIA...»

0, 4TO COBpPEMeHHOe UCKYC-
CTBO CTaHOBWTCA Nonynsp-
Hee C KaXAbIM HeM, - 3T0
tdakt. Ayantopua nocetu-
Tenen My3eeB YBenUyu-
nach HACTO/LKO, YTO My3eu
B HacToALLee BpeMA CTa/iM YacTbio Mac-
coBoro Typusma. [lpeacTaButhb Takoe
ABajLaTh NeT Ha3aj OblNo HEBO3MOXHO.
Bce Hauyanocb ¢ TaK Ha3blBaeMbIX Bbl-
cTaBoK-6n0KbacTepoB, nepBoii 13 KOTo-
pbiX cTana BbiCcTaBKa «TyTaHXaMoH»,
3KcnoHnpoBaswasca B Hbio-Mopke Turbine Hall »

My3eu - 370 He TeMaTUYECKUE NAPKU

Typ6uHHbIN 3an »
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many others. Nowadays exhibitions
have to be marketed in a similar way as
any other entertainment industry, like
cinema or theatre for example. As state
funding has generally speaking
decreased, new museums depend more
and more on outside funding and on
revenue from tickets. That means that
they have to go out into the world and
employ the same tactics used by the
commercial advertisement. But the
programming of a museum should be
balanced in a way that some exhibi-
fions could be more accessible and
bring in more people while others
could present more obscure or prob-
lematic artists. A director shouldn’t be
afraid to use marketing and the public-
ity tools that are available as long as

MHOrO N1eT Ha3aj, 3a Hell nocneaoBan
aKcno3uumm pabot B.BaH lora, M.Mu-
Kacco n ap. B Hactosiwee Bpems Bbi-
CTaBKM AOMKHbI ObITb KOHKYpEHTOCMO-
COBHbI Ha pbIHKe pa3BedYeHuit, Hanpu-
Mep TaKux, Kak KMHO unm Teatp. locy-
[apCTBeHHOE (hMHaHCUpOBaHMe COoKpa-
TUNOCb, NO3TOMY My3eu Bce bonblue 3a-
BUCAT OT BIMBAHMIA CO CTOPOHbI U LOXO0-
[I0B OT MPOAaXMN OWUNEeTOB. ITO 3HAYUT,
YTO MM CrleflyeT BbIXOAWUTb BO BHELLHUN
MUp, WCMONb3ys MPUEMbl KoMMepyec-
Kol peknambl. OgHaKo nporpamMma my-
3es Jo/kHa ObiTb c6anaHcMpoBaHa Ta-
KM 06pa3oM, uToObl yunTbiBaTh Gonee
BbICOKYIO MOCELLaeMOCTb OfJHUX BbICTa-
BOK 1 Boslee HU3KYI0 - ApYruX, KOTopble
Mo MPUYMHE 3KCMOHWPOBAHUA NPOM3-
BEeJIeHUNIN KaKNX-IMBO HEM3BECTHbIX UK

should also be in the active position of
proposing. To do this they have to make
an exercise of analysis in order fo read
the situation and from there to devise a
strategy. They also have to keep in mind
that the first remit of a museum should
be to act as an intermediary between art
and the general public and not as an
institution that tells the artist what to do.
In this sense, museums should always fol-
low the artists. They are not like fashion
magazines which can dictate what will be
the fashion of the following season! ‘A
director should wait, see what happens
and then select and should never impose
avogue’.

Donations
The Tate accepts works of art as gifts.

SHAPUAC I'YPCKMN
Yukaro, Toprosbii
coser II. 1999
KomnbtoTepHas
neyatb. 207x336

the programming is not compromised.
To give in to the logic of marketing and
simply give to people ‘what they want’
it is very dangerous, it like entering
into the spires of a snake that bites its
own tail. ‘Museums shouldn’t be run as

The trustees are the ones who accept
them. The proposals put forward to Tate
are referred fo the board of trustees and
they make the final decision. They listen
of course to the experts and in general
the criteria they follow are based on var-

MbIC/IUTb OAHOBPEMEHHO U FM06anbHO U1
noKanbHo. Ho 3pecb, KOHEYHO, TaKke
eCTb CBOW OFpaHUYeHUA: XYAOXKHMUKY,
XUBYyLLeMy, Hanpumep, B KeHuu, cnox-
Hee nonynApu3npoBaTb CBOE WCKYCCT-
BO, YEM KaKoMy-nnbo XyAOXHUKY C ce-

CJIOXKHBIX A1l MOHUMaHUA XYLOXHUKOB
MeHee nonynspHbl. [lupektop Bnpase
MCnonb30BaTb BECb apCeHas CpeacTs
MapKeTVHra 1 nonynsapu3auumn, Ho TakK,
yToGbl 3TO HE KOMMPOMETUPOBANO My-
3ei. B 1o e BpemA «gaBaTb NOAAM TO,

HYI0 MO3ULMIO 1 CIeAUT 33 CUTyaumen, a
MOTOM AeniaeT BbiGOp, HO OH He AOMKEH
ObITb paboM MoAbI».

bnaroTtBoputenbHocT
lanepea TeWT npuHuMaeT npousBege-

ANDREAS GURSKY
Chicago, Board of

theme parks, like Disneyland or as a TV
station fighting for the audience’.

In principle | think globally and glo-
cally

At Tate there is a policy to look at art so
that there is no discrimination based on
sex, religion or race, but there is no quo-
tas unlike in America. There is a con-
scious effort to think in a balanced way
and to look around and to reach coun-
tries which are not in the spot light.
Until very recently only the European/
American axis existed and the other
contfinents were completely forgotten.
Obviously this is not the case now when,
because of the proliferation of bien-
nales and of international exhibitions,
there is more access to other countries.
On the other hand one should admit
that in the western art establishment
there is a kind of inertia so many artists
living in other continents think they
have to go to big metropolises for their
work to have more exposure. That is
how some times there are exhibitions of
artists from Latin America or from
Africa living in New York, Amsterdam or
London. ‘In principle as director | think

Directors should never impose a
vogue

Museum directors have to be open to
what is going on and what is going fo

BV BUONA

MATb aHrenos HoBOroO
ToicAyenetus. Tpuntux:
PoxgeHue. Bo3HeceHue.
OroHb. 2001

Yero OHW XOTAT» — 0YeHb OMaCHbIN MyTb,
3TO MOXO0Xe Ha CUTyaLuio C yAaBOM, KO-
TOpbIiA, 3aXaB Bac B BUTKax CBOEro Te-
Na, KycaeT CBOI XBOCT. «My3eun He fomxk-
Hbl YNPaBAATLCA UM NO NPUHLMMY Te-
MaTUYeCKMX NapKoB, TakuX, Kak [uc-
HeNNeHa, UNN TeneBUAEHUA, CTpeMsA-
LMXcA 3aB0OeBaTb ayUTOPUIOY.

Moi1 npuHUMN - MbICAUTD

Y rnobanbHO U N0OKaNbHO

Monutnka ranepen TenT - 310 OTCYTCT-
BME NOJIOBOM, PEIMrMO3HON 1N pacoBoi
AuckpuMuHaumun. B otnmume ot CLUA, y
Hac HeT KBOT. Mbl co3HaTenbHo cTapa-
emMcsi MbIChUTb cHanaHCUMpPOBaHHO U
CMOTpeTb WKNPOKO BOKPYr cebs, He or-
paHnuMBanch YeM-To 0AHWM. [lo Heaas-
Hero NpoLuIoro NpYOpUTETOM ABNANACH
ocb EBpona-AmepuKa, ocTanbHble KOH-
TWHEHTbI OblM COBepLUEHHO 3a0bITbl.
Ha cerogHsAwHWiA AeHb, Gnarogapsa MHO-
rOYMCNEHHbIM OVieHHane U MexayHa-
POAHBbIM BbICTaBKaM, 3Ta CUTyauusA W3-
MeHWnach, pyrue cTpaHbl ctanu Gonee
poctynHbl. OfHaKo, cnepyeT npusHaThb,
YTO 1 MO Cel AeHb CYLLECTBYET COXMB-
wuiics Ha 3anage ctepeotun. OH Bbipa-
KaeTcA B TOM, YTO XyAOKHVKM C APYrux

ious considerations. Does the gift fit in
the collection? Does it fulfil an aspect
which is not completely covered? Does it
complement the collection? Is the gift
interesting enough in terms of quality
and in terms of localization? Tate

trade Il 1999 Bepan.

C-Print

207 by 336 ¢cm

Presented by the artist 2000

© Andres Gursky

IupekTopy He cnepyer

WATU Ha NOBOAY Y MObl

JupeKTop My3ea Npu3BaH YyTKo pearu-
poBaTb Ha BCe HOBbIE TEHAEHLIMU 1 B UC-
KyCCTBe, 11 B 06LLeCTBe N0 OTHOLUIEHUIO K
KynbType B LienoM. EMy He cnegyeT Haxo-
AWUTBCA UCKIIOYUTENBHO B MO3ULMK pea-
rMpoBaHWUA, Aaxe ecNu Nopoi 3Toro
Tpebyer Bpems. byayuiee HenpeacKasy-
€MO, MN03TOMY AMPEKTOP MOCTOSHHO Ha-
XOAMTCA B COCTOSHMM roToBHOCTU. Kax-
AOMY AMpEeKTopy My3es HeobXxoavmmo
aHanM3npoBaTb CUTYaLMIO U COOTBETCT-
BEHHO BblOMpaTb CTpaTeruio AanbHem-
wero passuTtuAa. OH YyBCTBYeT cBOW
JOAr MO BbINOMHEHWNIO MUCCUM My3eA
KaK mocpefHMKa Mexay UCKYCCTBOM W
ny6nmKoii. My3eit - 3T0 He TOT UHCTUTYT,
KOTOPbI BrpaBe yKa3blBaThb, Y4TO Cleay-
eT Jenatb XyAoXHMKaM. B aTom cmbicne
My3eu Bcerga AOMKHbI Clef0BaTh 3a Xy-
AOXHUKaMW. Mysen - He rmsHUeBble
XYpHanbl, KOTOpble MOrYT AWMKTOBATb,
yTO BYAET MOAHbLIM B CELYHOLEM Ce30-
He. «[lupeKTop 3aHWMaeT BbhKWAATeNb-

JEHHWC OMMNEHXENM

HMA WCKYyCcCTBa B KayecTBe MOJAPKOB.
3anABneHnA o xenaHuu nepeaatb B Aap
npon3BeAeHVe UCKYCCTBA MOCTYNaloT B
My3eil, 3aTeM nepejaloTcA noneyute-
JIAIM, 32 KOTOPbIMU OKOHYaTesbHOoe pe-
weHune. OHKW, KOHEYHO, nonaraloTcsA Ha
MHEHME 3KCMepToB, MO3TOMYy (uHanb-
HbI BEpPAVKT ABNAETCA BMOMHE NOTNY-
HbIM W OCHOBbIBAeTCA Ha ClejylLmx
nonoxeHunax. JlononHAeT M OHO Kon-
JIEKLMIO 1 3aM0JHAET UMeloLMecs B Hell
npo6enbl? COOTBETCTBYET AW MpOU3Be-
JeHWe C y4eToM ero Kayectsa npopunto
konnekuun? Tlanepes Teit MopepH -
3TO WHTEpPHALMOHaNbHbIA My3en, HO
TaKKe U ranepes COBPEMEHHOrO MCKYC-
cTBa BenmkobputaHmuu. 3To 3HauuT, YTo
npu (GopMUPOBaHUUN KONNEKLMMN OfUH
13 NPUOPUTETOB OTAAETCA Mpov3Bese-
HUAM BPUTAHCKUX Xy[OXHUKOB. «OTCHO-
Aa cnegyert, yto ranepesa TenT MopepH
Gonee n3bupaTeNbHa MO OTHOLEHUIO K
MHTEepHaLMOHaNbHOMY UCKYCCTBY U npe-
AOCTaBJIAET LWNPOKME BO3MOXKHOCTU MC-
KyCCTBY HaLMOHaNbHOMYD.

CaMoe cTpawuHoe
1A AMpeKTopa My3en
«Kak npaBuno, s He GecrnoKotcb Mo

. . BuaeonHcTanaaumus iy - MapannenbHbii ctpecc. 1970
globally or glocally’ But of course there come not only in terms of art but also in KOHTVMHEHTOB CTPEMATCS B METPONonuu : : - DoTorpacus, Konnax, KapToH NOBOAY BCAKWX NPOUCLIECTBUIA, KOTO-
are always limitations; an artist living terms of how society behave in refer- ~ BILLVIOLA ¢ Lenblo 6onbLie BbICTaBAATLCA. Tak no- 101x151.5. UsoGpaxerne 102,3x152.4 pble 06bIYHbI 1A KaX/0r0 AUpeKTopa:

for instance in Kenya will always have
more difficulties in making his work
known than an artist from the north of
the world.
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ence to culture. They shouldnt assume
only a position of reaction even if some
times this is inevitable as it is difficult to
predict what will happen, but they

THE TRETYAKOV GALLERY #3' 2004

Five angels for the Mille-
nium. Triptych

Birth. Ascending. Fire.
2001. Video Installation
Purchased with funds provided by Lynn
Forester de Rothschild, jointly with the Whit-
ney Museum of American Art, New York and

the Centre Pompidou, Paris
©Bill Viola

ABNAIOTCA BbICTABKN XY[0XHUKOB U3
JNatvHckon Amepukn nnn Agpukm, xu-
Bywux B Holo-Mopke, AMcTepaame unm
JloHpoHe. «Kak AvpeKkTop, A AOMKEH

Whiche. Lahad, B0 qiaataal at
Wi gy B{AET wdl med el
masfuttI Rridger.  Beites

L R

DENNIS OPHENHEIM

Parallel Stress 1970

Photographsand collage text on board

101 by 151,5 em image: 102,3 by 152,4 cm

Lent by the Amtrican Fund for the Tate Gallery. courtesy of John Coplans, 2000

MEXOYHAPOOHAS NAHOPAMA

MepeHoC BbICTaBKM U3-33 HEBO3MOX-
HOCTU CBOEBPEMEHHOr0 MpUBO3a 3KC-
MOHATOB WM OTCYTCTBME CPEACTB Ha
ee noarotoBKy. Camoe cTpalHoe Ans
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MEHA KaK AN1A AupeKTopa My3es - 3T0
yrpo3a COXPaHHOCTU NpOU3BeAeHUA
WV HeAO0BONbCTBO XYLOXHUKA CBOEN
BbICTaBKOM».

Mo noBoay MHTEpBbLIO

«fl N6 MHTEPAKTUBHOCTb, MpuUCy-
Lyto NtoBOMy MHTEPBbIO, laXe HeCMOT-
pA Ha TO, 4TO MHOIAA B NpoLiecce peaak-
TVPOBaHWA BbiCKa3aHHOe MHOW MHeHMe
MoxeT TpaHcthopmumpoBatbea. Cnegyer
3aMeTUTb, YTO MoAYac MPONCXOAUT CO-
3HaTeNbHaA MaHWUNyNAUWA, U MHe 3T0
HenpuATHO, HO BCe Xe A NpeAnoynTato
NMPAMOM KOHTaKT. B BblpaxeHnn TouKu
3peHUNA BaXKHbl HEOXKWAAHHOCTb W CMOH-
TaHHOCTbY.

JlnyHble npeanoyTeHua

«[JupeKTop My3es He JO/KEH npeaonpe-
nenATb Kakue-nnbo onpeaeneHHble
NpoV3BeAeHNA MYy3eMHOW KOMIeKLUMN.
CBou npeanoyTeHNs ciepyer 0CTaBUTb
npu cebe. Ho B To e BpeMms, faxe npu
cobniofeHnr no3vuMKM HelTpanuTera,
JINYHBIN BKYC BCe-TaKM OKa3blBAET BU-
AHMe Ha (HOpPMUPOBaHUE KONEKLUNY.

MCKyCCTBO CBA3aHO C pa3HbiMMu ac-
nekraMm *KM3Hu

«McKyccTBO He JOMKHO Bcerga npuBo-
AUTb B COCTOAHME 3MOLMOHaNbHON
npunoaHaTocTy. Tak, Hanpumep, B Ku-
HemaTorpade Bbl XOTWTE MOCMOTPeTb
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®P3HK AY3PBAX
Pem6o
1975-1976
[ocka, macno
107,9x107,9

FRANK AUERBACH
Rimbaud
1975-1976

Oil on board

107.9 by 107.9 cm
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Modern is an international museum, but
is also the gallery of modern art of the
United Kingdom, which means that one
of its priorities is o collect and preserve
British art. Tate is therefore more selec-
five internationally, but it has to be very
broad nationally.

Hell

‘Usually | am not so worried about the
various accidents that can happen to a
director like fo have to deliver an exhibi-
tion and there are delays or when there
are no funds for an exhibition. But for
me as director the idea of absolute hell is
when the integrity of a work of art is put
in danger. The second hell would be to
organize an exhibition with an artist and
then the artist is not happy about it. So
hell has to do with integrity of art and
the artists.

About interviews

‘I like the interaction implicit in an inter-
view, despite the fact that sometimes
one gefs misquoted and in the editing
process the original meaning might
change. | must say that sometimes there
may be also some conscious manipula-
tion, | suffered it but still | prefer the
direct contact. The immediacy and spon-
taneity are very important in conveying
one’s point of view'.

Personal taste

‘A museum director should never quote
any particular work from the collection.
Personal preferences should be kept at
home. However, this neutral standing
does not imply that personal taste has
not an influence on the selection of
artists’.

Art deals with different aspects of
life

‘Art is not always up lifting, some times
can be down lifting. It is like with films.
Occasionally you want to see a comedy
but other times you want to see a
fragedy. Essentially | would say that one
option is not particularly better than the
other as they both deal with different
aspects of life.

The collection

Tate has its own collection centre which
is independent from the other four Tate
Galleries. Tate Collection has its own
building which is going to be expanded
soon. In the same building there are also

the research services. The conservators,
the keepers and the researchers consti-
tute an excellent feam to make sure that
the collection is kept and preserved at
its optimum when it is on site, and that
when it travels will be exposed to the
minimum of risks.

Lack of funds

‘If one starts a programme and then this
has to be cut because of lack of spon-
sorship, it is really terrible, because one
sends mixed messages to the audience
and the cancellation gets misinterpreted
like ‘ah after all the programme was not
that interesting!’

Live art and the curator

dilemma

Tate had a programme which was
called ‘Tate acts live’. This is over, but
there is now a Live Art curator who is
waiting for a sponsor to initiate a new
live art programme. Live art because of
its ephemeral nature poses a challenge
for a museum. How fo preserve it? It
can be documented with simultaneous
recordings, but from fime fo time artists
make photographic renderings of their
performance and then propose the
photographs to the market. These kind
of works pose the question ‘Is it just a
document of the ephemeral event or is
it a parallel work with its own autono-
my? Should it be collected as documen-
tation and archive material or is it
worth collecting it as a piece of art?
This is a dilemma that many curators
face today.

Why ‘Modern’

The new Tate was called ‘Modern’
because a label was needed. ‘Modern’
implies that there is an aftachment to
modernism as the historical background
fo contemporary art. It gives the idea
that at Tate Modern art is seen from a
contemporary point of view, but not in a
kind of fashionable or light and sceptical
way. ‘Probably what ‘modern’ means in a
museum is to have a strong sense of
confemporaneity.

We are together alone

There are four Tates (Tate Modern and
Tate Britain in London, Tate Liverpool
and Tate St. Ives) plus Tate Collection
which is another division. They are all
part of the same organisation and
work in close relation. They are coordi-

KoMeauio, a nHoraa - Tpareauio. U ato
He 3HauyuT, 4TO OAHO Jlyylle Apyroro -
3TO NWILWb ABE Pa3Hble CTOPOHbI KU3HUY.

HepocrarouHoe

¢uHaHcupoBaHue

«Ecnin Bbl HauanM Kakon-nmbo NpoekT, a
MOTOM OH JOMKeH ObITb ypesaH u3-3a
HexBaTKW (PMHaHCUMPOBAHUA, 3TO NO-Ha-
CTOALLEMY Y)KacHO, MOTOMY 4To nybvKa
YK€ HacTpoeHa onpejeneHHbIM ofpa-
30M, N BCAKUE N3MEHEHNA MOTyT 6bITb
HeBEepHO WUCTOJIKOBaHbI. B KOHLEe KOH-
LLOB, MOTYT CKa3aTb, YTO MPOEKT OKa3an-
CA He TaKUM YXX UHTEpPEeCHbIMY,

WHTepakTuBHOE UCKYCCTBO U AU-
JleMMa KypaTopa

B ranepee TeiT Gbina nporpamma, Ko-
TopaA HasbiBanacb «TeAT BMecTe C
*usHbto» («Tate acts live»). OHa 3a-
KOH4YMnach, HO ceiyac MOABUNCA Ky-
paTop, KOTOpbIi xAeT GnarotBopuTe-
Nei, 4ToObl HayaTb HOBYH NMPOrpaMMmy
«OxuBliee nckycctBo» («Live Art»).
Takoe Ha3BaHue OblN0 BbIGpPaHO NOTO-
MYy, 4TO 3(eMepHOCTb W HejoNroBey-
HaA NpupoAa VHTEPaKTUBHOIO UCKYC-
cTBa GpocaeT BbI30B My3eto. Kak ero
coxpaHuTb? OHO MOXeT BbiTb 3atuK-
CMPOBaHO C NMOMOLYbI BMAeO3anucy,
HO MHOTAa XYAOXHUKWU JenatoT ¢oTo-
rpadmm cBomx nepchopMaHCOB, a 3a-
TeM BbICTABNAT UX Ha pbiHOK. B cBA-
31 € TaknMK paboTaMu BO3HMKAET BO-
npoc: «fAsnaTca am 3tn $HoTO U BU-
Aeomatepuanbl, MojlyyeHHble nocne
nepdopmaHca, TONbKO AOKYMEHTaMu
coObITVA UK 3TO NapannenbHble Npo-
M3BeeHNA MCKyccTBa, obnajawowue
cBoeii CcoOCTBEHHOW Mpupoaoin?
JLoMmKHO NN 3TO UCKYCCTBO KONEKLMO-
HMPOBATbCA B KA4eCTBE JOKYMeHTaslb-

JIIOCUAH ®PEL,
Jin Baypu

1991

Xoncrt, Macno
200x251

LUCIAN FREUD
Leigh Bowery
1991

0Oil on canvas
200 by 251 cm

®P3HK AY3PBAX
MponcxoxaeHne
Bonbloi measeanbl
1967-1968

[ocka, macno
114,6x140,2

FRANK AUERBACH
The Origin of the
Great Bear
1967-1968

0Oil on board

114.6 by 140.2 cm

nated by a board of trustees where the
directors exchange and discuss com-
mon issues. Each gallery has its own
director and its own programme and
acts autonomously. ‘We are together
alone’. Tate Modern is one the
youngest museums in the world
because it has only four years, but as
part of Tate is also one hundred years
old, this implies having already a grand
past and at the same time being almost
like a newborn. On one hand there is
an attachment fo history, on the other
there is the freedom tfo reinvent one-
self as institution.

The Turner Prize

The Turner Prize deals with British
artists and belongs to Tate Britain. It has
followed a formula of clever marketing
and publicity that worked extremely well
to create an audience for contemporary
art, audience that previously was almost
not existent. ‘It really put the spot light
on art even if sometimes for the wrong
reasons.’ As Art Prize it has been so suc-
cessful that its model has been imitated
all over the world.

Acquisitions and donations

There is no fixed budget for acquisi-
tions, there is only a total budget for
Tate Collection and each year the direc-
tor and the trustees decide how much is
allocated to acquisitions They collect
and then each Tate goes to the central
collection and takes works fo display in

MEXOYHAPOJHAA MAHOPAMA

their own site. Of course there is a cer-
tain degree of coordination and the
curators of the different Tates have an
input in the way the process goes, but
the final decisions are taken by the
director of the Tate Collection. Acquisi-
tions are made also through donations.
There are several committees like the
Latin-American committee, the Ameri-
can committee that buy works for Tate.
Tate depends a lot on outside help and
outside donations for the collection.
And now that there is the possibility of a
new law whereby people can deduct
taxes if they donate money or buy work
of art for public galleries, it seems the
budget controlled by the donation will
be even greater.

Sponsorship

Usually it is the museum that looks for
sponsorship, there is even a special
department that deals with that. But
at Tate they are very privileged. Dur-
ing the past year the gallery had an
amazing visibility and because of the
amount of visitors, it has become cer-
tainly one of the most popular muse-
ums of modern art in the world. For
that reason every so often it is the big
corporations that contact Tate and
say: ‘Well we would like to do some-
thing with you what can we do togeth-
er? Hopefully this state of affair will
last! Sponsorship of course also
depends on the economic climate; in
times of crisis it disappears and when
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the economy gets better it comes
back. Generally any company is wel-
come to collaborate with Tate and in
this matter the government rules are
followed. But there are certain limita-
tions mainly dictated by ethical rules.
Tobacco companies and companies
dealing in arms for instance would
not be considered acceptable spon-
sors of Tafe.
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2 CTEHBEPT 2

Aduiia K KnHopunbmy
J3urn BeptoBa «Yenosek
¢ KuHoannapatom». 1929

2 STENBERG 2

Poster for Dsiga Vertov's
film Man With The
Camera. 1929
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HOro apXMBHOrO Martepuana Win OHO
AOCTOMHO KOMNEeKUMOHNPOBAHUA Kak
npousBejeHue ucKycctBa? 3ta au-
feMMa CTOMT nepej MHOTMMU COBpe-
MEHHbIMU KypaTopammy.

Mouemy «MopepH»

HoBas ranepea TeiT Gbina Ha3BaHa
«MogepH», NOTOMY YTO BO3HMKNA HEOB-
XOLMMOCTb B OMpefeneHHoOM «6p3Haen.

Ha3saHue «MoaepH» yBA3aHO C MOHATH-
€M MOJepHM3Ma KaK OCHOBbI BCEro Co-
BpeMeHHoro mckycctea. OHo noaBoauT
K MbIC/IN O TOM, YTO B3MAA Ha UCKYCCT-
BO, npeactaBneHHoe B Tent MopepH,
OLLEHMBAETCA C COBPEMEHHON TOYKM
3peHNs, HO He B CMbICJ/Ie Yero-To MOAHO-
ro v 6bicTpo npoxoasiiero. «<HaBepHoe,
«MopepH» 03Hayaet To, YTO My3en uget
B HOTY CO BpEMEHeM.

Mbi1 BMecTe, HO KaXabIi

cam no cebe

CyuwecTByert yeTblpe ranepeu TenT (Tent
MopepH 1 bputaHckan Tent B JloHaoHe,
Tewt B JInBepnyne un Teint B CeHT-AitB-
ce) nntoc TerT Konnekuma, Kotopas AB-
NAETCA OTAENbHbIM WMHCTUTYTOM. Bce
3TO - YacCTU OAHON opraHM3auun u pa-
60TatoT B TeCHOM KOHTaKTe. OHU 06be-
AviHeHbl 06wmm CoBeToM noneuutenei,
AVipeKTopa 0OMEeHMBATCA MHEHUAMU
M BMecTe 06CYXAAlOT HacyliHble npo-
6nembl. Kaxxgan ranepes nmeer cBoero
AVIDEKTOpa U CBOK COBCTBEHHYH Mpo-
rpamMmy 1 fieicTByeT aBTOHOMHO OT OC-
TabHbIX My3eeB. «Mbl BMeCTe, HO KaX-
Ablii cam no ceGe». TeiT MogepH - oauH
13 HOBeWLLNX My3eeB B MUpe, eMy Bce-
ro YeTbIpe roAa, HoO 3TO M YacTb ranepeu
TeiT, koTopoit yxe 100 netr. Mbl HOBO-
POXAEHHblE, HO Y Hac BeluKoe mnpo-
wnoe. C ofHO CTOPOHBI, Mbl CBAA3aHbI C
uctopviein, ¢ Apyroin - Mbl obnagaem
csobogoit B dpopmupoBaHun obpasa
CBOEro MHCTUTYTA.

Mpu3 TepHepa

Mpwu3 TepHepa vMeeT oTHOLEHWMeE K Bpu-
TaHCKUM XYAOXHWMKaM 1 K bpuTtaHcKon
TewT. CywectBoBaHuWe 3TOM NpeMmm oc-
HOBaHO Ha MpUHLUWMNEe pasyMHOro Map-
KeTWHra 1 monynapusauuu, 4To MosHo-
cTbio cebs onpaBAblBaeT ¥ co3jaer
ayauTopuio niobuTeneit coBpeMeHHOro
MCKyCCTBa — Ty ayAUTOPUIO, O CYLLECTBO-
BaHWM KOTOPOI paHblue He Nojo3peBa-
nn. «[JencTBUTeNbHO, 3TO MpUBAEKaeT
BHMUMaHMe K VCKYCCTBY, NOPOI Aaxe no
HeOXWUAaHHbIM npuunHam». Kak npus
Mo MCKYCCTBY, OH Bbln HacToONbKo yc-
MeLHbIM, Y4TO MOCAYXKMN 06pasuoM Ans
BCero mMupa.

MpuobpeteHus

¥ GnaroTBOpUTENILHOCTL

B ranepee He cyuwecTtByeT ¢uKcmpo-
BaHHOro OtogKeta Ha npuobpeTeHue
NpOW3BeAEHNIN UCKYCCTBA, eCTb TONbKO
06wmin bromxKer ansa TelT Konnekuun, n

€XerofHo AMPEeKTop W nomneynTenu pe-
LIAIOT, CKOMbKO CPeACTB BbIAENUTb Ha
nononHeHune Konnekumun. fanepes n ee
tdwunmansl 06pawatoTca K obuiemy GpoH-
4y Konnekuuu v GepyT npov3seneHns
ana nokasa. KoHeuHo, ectb 06wumin fo-
roBOp KOOPAMHALMWU, B COCTaBJIEHWM
KOTOpOro y4acTBYIOT MX KypaTopbl, HO
OKOHYaTeNbHOe peLleHune 0 NpejocTaB-
JIEHUWN MPOU3BEAEHWNIA BbIHOCUTCA AMN-
pektopom TenT Konnekuwi. MononHe-
HMe KONNeKLUU MPOUCXOAWT 3a cyeT
6narotBopuTenbHbIX cpeacTs. Cywect-
BYeT HECKOJIbKO KOMUTETOB, Hanpumep
JlaTuHoamepukaHcKuii KomuTteT, Ame-
PUKaAHCKMIA KOMUTET, KOTOpble MOKyna-
0T NMpou3BefeHnA AnA ranepen TenT.
Pacxoabl My3es Ha mpuobpeTeHus Bo
MHOTOM 3aBWCAT OT MOCTOPOHHEN no-
MOWM U 6NaroTBOPUTENbHbBIX CPEACTB.
B HacToAwee BpeMA oxunaaeTca HOBbIN
3aKOH, KOTOPbIA COKPaTWUT HanoroBble
BbINNaThl ANA GnarotBopuTenen, gena-
fOWMX B3HOCbI MU MpuobpeTtatwmx
Mpou3BeAEHNA UCKYCCTBA ANA My3eeB.
370 npuBeAeT K yBENIMYEHWIO My3€eHO-
ro GroaxeTa, popmMmpyemoro u3 Gnaro-
TBOPUTENbHbIX CPEACTB.

CnoHcopcTBO

OG6bIYHO My3eil MLLeT CNOHCOPOB, Cy-
LLeCTBYeT Aaxe creumanbHas cnyxoa,
KoTopas 3TUM 3aHuMaeTcA. B 3ToMm
cMbicne y ranepen TedT mpuswuneru-
poBaHHoOe nonoxeHune. 3a nocneaHni
rof, ranepes uMena xopoLuyto noceuya-
eMoCTb, U BoNbLIOe KONMMYECTBO 3pu-
Tenen cpaenanu ee OAHWM U3 CaMblX
MonynApHbIX My3eeB COBPEMEHHOro
nckyccrea B mupe. 1o aton npuymnHe
C HaMKn COTPYAHMYAIOT KpynHble Kop-
nopauuun. OHKM obpawatotcs B rane-
peto, cnpawusas: «410 6bl Mbl MOTAN
cienatb BMecTe ¢ Bamu?». Hagetocs,
YTO TaKoe COTPyAHMYECTBO ByaeT npo-
AomKaTtbea v fanblue. KoHeyHo, CnoH-
COpCTBO 3aBUCUT OT 3KOHOMUYECKOW
CUTyauuu: BO BpeMeHa Kpusnca OHO
ncyesaet, a KOrAa B 3KOHOMMWKe Bce
HOpManbHO, OHO Bo3Bpaliaetcs. B 06-
e, xenauve nobon KomMnaHum co-
TPYAHUYATb C HAMWU Mbl NMPUBETCTBY-
eM, U 3TO0 MOAAEPXKaHO TaKKe rocy-
AapCTBEHHbIM 3aKOHOAATENbCTBOM.
Ho ecTb HeKkoTOpble orpaHuyeHus,
NPOAMKTOBaHHbIE 3TUYECKUMMK CO06-
paxeHuaAMU. TabayHble KoMNaHuu, a
TaKXe KOMMaHuK, 3aHumatoLnecs Bo-
OpYX€HMEM, He MOryT cTaTb CMOHCO-
pamu ranepen TeuT.

Pycckue xyaoHUKn

yxKe ABNAIOTCA YaCTblO

MMPOBOIA UCTOPUM

B ranepee TeiT nMeeTcA KonneKumsa npo-
U3BEAEHNI PYCCKMX XYAOXHWKOB, HO, K
COXaNeHUIo, OHa He TaK BENMKA, KaK Xo-
Tenocb 6bl. Pycckoe wmckycctBo 6bino
4pe3Bbl4yaliHO BaXHbIM A1 NepBou Tpe-
7 XX cTonetus, BinAHWe cynpemarmsma
N KOHCTPYKTVBM3MA OLLYTUMO M MO ceil
AeHb. «JTuyHoCTU, NoZo6HbIe JIucnuKkomy,
Manesuuy, Monoson, Po3saHosow, npo-
AOMKAOT 0CTaBaTbCA 0YEHb 3HAYMMBIMM
¢urypamm u, 6e3 COMHeHUA, COCTaBNAOT
yacTb 0OLLEro KynbTYpHOTO ABMMKEHWS,
KOTOpOe BbIMAET W 3@ rpaHuLbl Halero
cronetna. Ha Mo B3rnag, 3T XyLOXHU-
KW yKe ABNAIOTCA YacTbio MUPOBOW UCTO-
puu. [No celt feHb ocTaloTCA MHOrMe ac-
NeKTbl UICKYCCTBa TOTO Nepuoja, Kotopble
TpebyoT fanbHewero usy4eHns u Ho-
BOW MHTepnpertaumun. Henb3sa ckasatb,
4TO TEMa McYeprnaHa, nHaye He NoOABNA-
nuck Bbl BCe HOBbIE U HOBble BbICTaBKM.
Y10 AEMCTBUTENBHO ACHO, TaK 3TO TO, YTO
1930-e rr, BpeMA cTanMHU3Ma, CTanu
CBOEro poja YepHoW AbIpol, BpeMeHeM
o6wweit genpeccun. XyAoKHUKM AOMKHbI
OblNM CKpbIBATLCA B CBOVX MACTEPCKUX,
MHOTMe W3 HWX MPOoMnanu B KOHLEHTpaLm-
OHHbIX narepsx. Ha npotaxeHuu gonroro
nepuoja CAEPXUBANICA BbIX0OJ, TBOpYeC-
Kol 3Hepruu. Mbl Ha 3anage Oblav He
0YeHb 0CBEJJOMIIEHbI O TOM, 4TO MPOUCXO-

3HAW YOPXO0N
Mapunux
AuvnTux. 1962
Xoncr, akpun
205,4x144,8

ANDY WARHOL
Marilyn

Diptych. 1962
Acrylic on canvas
205.4 by 144.8 cm
Purchased 1980

© The Andy Warhol Foundation for
the Visual Arts, Inc. DACS, London /

ARS, New York
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Russian artists are already part of a
universal history

Tate has a collection with Russian
artfists, but unfortunately it is not so
comprehensive as one would love. Russ-
ian art has been extremely important in
the first third of the century and the
influence of suprematism and construc-
tivism is still seen today. ‘People like Les-
sitsky, Malevich, Popova, Rozanova are
still significant and certainly they are
part of an essential cultural movement
that will go beyond this century. In my
opinion they are already part of a uni-
versal history, Even now there are sfill
aspects of that period that have to be
discovered or at least reinterpreted. It
has not been exhausted and that
explains the fact that there are still
many exhibitions being produced. What
is certfain is that in the 30s with Stalin-
ism there was a kind of big black out and
the situation went into a general level of
depression. Artists had to retreat into
their studios and kind of make almost
no noise, some of them even disap-
peared in concentration camps. There
was a long period where the artistic
energy was kept in a very low profile. We
in the West are not very aware of what
was happening in Russia during the 40s
and 50s, although there have been
attempts to reinterpret that period like
in an exhibition recently in Berlin. In the
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70s in the west we were again able fo
reconnect with what was going on in
Russia, like the movement of Sotsart and
then some of the artists became very
well known like Bulatov and Kabakov. So
Russian art once more has gained
prominence although not as much as it
has had in the early part of the century.
Now the situation is more normal, there
is more access and the communication
channels are open. At the moment there
is a strong interest in Russian art and it
is very important that this interest con-
tinues. Until now the traffic has been
more from Russia out than from the
other countries in, hopefully this unbal-
ance will be rectified soon and then we
can really say that at last normality has
sef in.

Four million visitors!

The danger of suffocating

by success

Last year four million people visited Tate
Modern. Of these four millions approxi-
mately three and an half came to Tate to
the free access part which means the
permanent collections and the Turbine
Hall. For the exhibitions that have a
charge it is a different matter, generally
slightly above half a million visitors went
to the exhibitions with charge. There are
two kinds of audience The one that
comes to see the Tate Modern as a ‘mon-
ument’ and they have an experience
which is a bit like going to see the Tour
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Eiffel. For them it is just a ‘must’ to do
while they are in London, as nowadays it
sounds fashionable fo spend a day at the
Tate Modern. Most of these are tourists
both national and foreign. Then there is
another part of the audience which is the
art lovers, who come for the art more
than for the experience of strolling and
being inside of the monument and finally
a small part of these are the exhibition
goers who go to the exhibitions where
you have to pay. There is also a core audi-
ence made up by the members. Member-
ship is very important for Tate as in a way
it represent the complicity that society
has with the institution. Tate has more
than 50,000 paying members. This is a
very positive sign as it means that there
are 50,000 supporters there all the time.
What are the challenges that such a vast
audience generates? First challenge is to
turn the occasional visitor into a reqular
one. This is not easy because many peo-
ple consider a museum like a monument
- seen once, done with it. Tate has fo con-
vey the message that every three months
exhibitions change and works from the
permanent collection also change so the
public should feel that is missing some-
thing by not visiting regularly. Another
challenge is to furn the visitors into tick-
eted exhibition visitors. The problem
there is that there are 2 floors of free
access (the permanent collections) plus
the Turbine Hall. After seeing two floors
of art, people think ‘well why should we
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MAPK POTKO
YepHoe Ha
KopuyHeBom.1958
Xoncrt, Macno
266,7x381,2

MARK ROTHKO
Black on Maroon
1958

Qil on canvas
266.7 by 381.2 cm
Presented by the artist through the
American Federation of Arts 1968
© Kate Rothko Prizel

and Christopher Rothko/DACS 2002

anno B Poccnm Ha npotskeHun 1940-
1950-x T, XOTAA, KaK nokasana HejaBHAS
BbiCTaBKa B bepnvHe, npeanpuHumatotcs
MOMbITKM NO-HOBOMY NPEACTaBUTb U UHTEp-
npetvpoBatb 3T0T nepuog. B 1970-e rr. cHo-
Ba NosABMIacb BO3MOXHOCTb HaNaanTb CBS-
3u ¢ Poccuent. Toraa BO3HUK cou-apT, cTanu
M3BECTHbl TaKue XyAOXHWKK, Kak .byna-
T0B 1 V.Kabakos. CHOBa, XOTA 1 He TaK, KaK
B Hayane XX BeKa, pyCCKoe MCKYCCTBO 3a-
HANno nepepoBble nosuuuu. Ceitvac cutya-
UM HOpPMaNnM30Banacb, rpaHuLbl OTKPbI-
JINCb, HANAAUIVCh KyNIbTYpHbIe cBA3u. B Ha-
cTosilee BpeMsi HabtoAaeTcs GONbLLO NH-
Tepec K pycCKOMY MCKYCCTBY, U BaXHO, 4TO
OH He uccAkaeT. [lo CerogHAWHEro AHs
Ky/IBTYpHbIA BeKTOp Obifl, CKOpee, Hanpas-
neH n3 Poccun, yem B Poccuio, BO3MOXHO, B
CKOPOM BpeMeHu 3TOT 6GanaHc BOCCTaHO-
BUWTCS, U Mbl CMOXEM CKa3aTb, YTO HaKOHeL-
TO BCE B HOpMe».

YeTbipe MWIIMOHA

nocetureneii! MoasoaHbIe

KaMHM ycnexa

B npownom rogy Tent MogepH nocetnnu
yeTblpe MUIIMOHA YenoBeK. M3 Hux Tpu ¢
MONOBUHON MUANIMOHA NOCETUIN NOCTOAH-
HYI0 3Kcno3uumio 1 TypOrHHBIN 3ah, B KO-
Topble BXOA CBOOOAHbINA. [lpyroe geno -
nnaTHble BbICTABKW, WX MOCMOTpenu He-
MHOrMM Gonee NONMUANMOHA NOCETUTENEN.
My6nuka, npuxoaswas B TeiT, aenutcs Ha
Ase yactu. OgHa npuxoanT ocMoTpeTb TelT
KaK JgocTonpumeyarenbHocTb. na H1X 310
NpUMepHO TO e caMoe, KaK yBuaeTb iide-
neBy GallHIO, T.e. TO, YTO HYXHO cAenatb
06A3aTeNbHO, ecnu Bbl HaxoAUTech B JIoH-
[OHe, MOTOMY 4TO 3TO Ha cyXy v BoobLe
MOZHO npoBecTV AeHb B Tent MopepH.
BonbWWHCTBO ayAMTOpUM - TYpPUCTBbI, U
OpuTaHcKMe, U MHoCTpaHHble. Ho ectb u
Apyras 4acTb ayAMTOpWUM — LieHWUTenu npe-
KpacHoro, KOTopble NPUXOAAT paan CaMoro
uckyccrtea. M coBcem HesHauuTenbHas
yacTb My6AMKM — NOCETUTENV BbICTABOK, 3a
BXOZ, Ha KOTOpble HyHO nnatuth. Ewe ectb
TaK Ha3blBaeMoe «Afpo» noceTuTenen my-
3ef, KOTOPOe COCTOMT 13 UieHoB obLiecTBa
Apy3en myses. YneHCTBO 0YeHb BaXHO ANA
ranepeu, NOTOMy YTO OHO ABJIAETCA NOKa3a-
Tenem BoCTpeboBaHHOCTM My3esi obuiecT-
BoM. B obuiectBe gpy3eit Teit coctonT 6o-
nee yeM 50 TbicAY UNEHOB, KOTOPbIE NATAT
B3HOCbI. 3TO OYeHb XOPOLUMIA NOKa3aTenb,
3HaAuWT, ranepelo Bce BpeMA MOAAEPKMBA-
toT 6onble 50 ThicAy yenosek. Kakue npo-
6neMbl BO3HMKAlOT B CBA3M C MacCOBbIM
HannbiBOM nocetuTenen? lepBas cnox-
HOCTb — NPeBPaTUTb CIy4aliHOro NnoceTuTe-

pay to see an exhibition?" A third chal-
lenge is the number of visitors. Four mil-
lion is a lot people so often the exhibition
rooms are too crowded which makes it
difficult for the visitors fo look at art in
the best way. There is the danger of suf-
focating by success’ Some measures
have fo be taken, as the number of visi-
tors, which was taught fo be due to the
novelty of a new place, in the course of
the years has not diminished. In the next
displays therefore there will be a rework
of the interior architecture so that peo-
ple can have a better experience in visit-
ing the galleries.

Artists movements and the YBA

The phenomenon of Young British
Artists (YBA) which included artists such
as Damien Hirst, Sarah Lucas, Tracey
Emin and which appeared in London at
the end of the 80s, could in a way be con-
sidered a movement. Although it was
linked very closely to the marketing of
cool Britannia, it was probably generated
by the sense of frustration and isolation
that artists felt at the time. ‘One doesn’t
want to do an easy reading of that trend
but if Thatcher didnt exist | wonder if the
artists would have united and reacted in
this way. | also wonder if they would exist
without the punk movement which again
had to do a lot with the Thatcher years.
Moreover one can feel going through
that movement an anger can be fraced
in the British culture back fo the post
war years when ‘angry young men’ were
shaping the literature and the theatre of
the fime. This is the second or third time
that in Britain there is the kind of group-
ing that takes strong positions and goes
into the world in a very aggressive way
and says ‘Hey we are here, we exist!' But
now that they have by and large reached
middle age and are not young anymore,
Young British artists are not inferested
anymore in been seen in those terms but
they want to be seen as individuals. That
is why some of them have rejected
Saatchi's attempt to keep them in his
new gallery as frozen specimen of the
YBA group. Of course between them
there are still close friendships and col-
laborations, as one can see in the exhibi-
tion that has just opened at Tate Britain
‘In Da Garda da Vida', But all said, Lon-
don probably wouldn’t be where it is now
without the YBA.

Francesca Piovano

MAPK POTKO
CBeTo-KpacHbIii
Ha yepHoM. 1957
XoncT, Macno
232,7x152,7

MARK ROTHKO
Light Red Over Black
1957

0Oil on canvas

232.7 by 152.7cm
Purchased 1959

© Kate Rothko Prizel

and Christopher Rothko/DACS 2002

NA B MOCTOAHHOrO. 3TO He NIerKo, TaK Kak
MHOTMe CYUTalOT My3ei NaMATHUKOM 1c-
KyCCTBa, KOTOPbI MOXHO YBUAETb OANH
pa3 v Gonblue He Bo3BpallaTbes. Mepes
HaMu CTOMT 3ajja4ya JOHeCTM 0 3puTens,
YTO IKCMO3MLIMA MEHAETCA Kax/able Tpn
mMecsla, M ecnum Bbl He noceljaeTe
ranepero peryisapHo, TO ynycKaeTe 4To-To
BaXkHoe. BTopas cnoxHocTb - npespa-
TWUTb 0BbIYHbIX NOCETUTENEN B MOCETUTE-
neit nnaTtHbIX BbicTaBOK. [Mpobnema B
TOM, 4TO /iBa 3Taxa My3es niatc TypouH-
HbIA 321 ABNAOTCA GecnnaTHbIMM NOCTo-
AHHbIMK 3Kcno3uumamn. OcMoTpeB ABa
JTaxa, MoK, KaK npaBuio, 3aayMbiBa-
l0TCA, @ CTOWT NN eLLe UATW U Ha NAaTHYI0
BbicTaBKy? TpeTbA CNOXKHOCTb — Konnye-
CTBO moceTuTenen. Yetolpe MuannoHa -
3TO BCe-TaKU MHOrO JIIOAEN, 3abl nepe-
MONMHEHbI, YTO OYeHb MeLlaeT BocnpusA-
TWIO MPOU3BEAEHWUA Haunyywum obpa-
30M. «3T0 U eCTb NOABOAHbIE KaMHU yC-
nexa». [JomKHbl BbITb NPEANPUHATBI Me-
pbl K TOMy, 4Tobbl YMCNO NoceTUTeNeN,
MPUyYeHHbIX K MO3HaHWIO BCEro HOBOIO,
He yMmeHbLumnoce. [oatomy ana npeacro-
AWMX IKCMO3MLMIA MNaHupyeTcs nepe-
paboTka 0(hopMNEHUA VHTEPLEPOB, YTO-
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Obl nogn Mommn nony4yntb MakKCUMyM
YAOBOJIbCTBUA OT NOCELLEeHNA My3ed.

XynoeCcTBEHHbIE ABUXKEHUA U
rpynna «Monoabie 6puTaHcKue xy-
AOXKHUKU»

lpynna «Monoable GpuTaHCKME XyAoXk-
HUKn» (YBA), KoTopaa BKIKYaeT Takmx
macTepoB, Kak [lamvan Xepcr, Capa Jly-
Kac, Tpeiic SMuH, nossuBLLKxcA B JToH-
noHe B KoHue 1980-x rr, MoXeT cynTtaTthb-
cA ABMXeHMeM. XOTsl NOsiB/IeHME 3TOro
ob6beanHeHNs bbIno TECHO CBA3aHO C Mo-
3ULMOHMpPOBaHMeM bprTaHmm Kak 3aKo-
HoAaTeNbHWLbl Mo, oHO o0ycnaBiuBea-
nock obuier atMocdepoi pa3oyapoBaH-
HOCTM 1 M30/1POBAHHOCTY OT BHELLUHEro
MVpa, LapuBLUei B TBOPYECKOM cpefe.
«M0XXHO MHOIO paccyaaTb Ha 3Ty TeMy,
HO MHTepecHo, ecnu 6bl Maprapet TaT-
yep He CyLlecTBOBano, 06beguHUAUCH
n Obl 3TV XYAOXKHUKM U AeiCTBOBaM
6bl OHY NogobHbIM 06pa3om? A Takke
3agato cebe Bomnpoc, cyuectsoBanm Obl
OHY 6e3 NaHKOBCKOrO ABWXKEHUs, KOTo-
pOe TaKxe TeCHO CBf3aHO CO BpeMeHeM
Tatuep?». Bonee Toro, AicHO owyiaerca
THEB, KOTOPbIM MPOHUKHYTO 3TO JBUXe-
HWe, OH BbIpa3uncsa B 6pUTaHCKOM Kynb-
Type B MOC/eBOeHHOe BpeMs, KOraa
«paccepeHHble Monogple noau» hop-
MMpOBanu TeaTp 1 nUTepaTypy Toro Bpe-
MeHW. 3T0 BTOPOW UAV TPETWIA pas, Koraa
B bpuTtaHuu npoucxoaut Takoro poza
o0beanHeHe, KOTOpOe BMOCAEeACTBUM
3aHMMaeT CWJ/bHble MO3ULUM U arpec-
CUBHO BpbIBaeTca B Mup, roBops: «Mbl
37echb, Mbl cywecteyem!». Ho cenvac To,
4Eero OHY AOCTUIIIN, YK He HOBO, U OHU
Gonblie He Monogpl. «Monogble Gputan-
CKMe XYA0XKHVKINY BofblUe He 3auHTepe-
COBaHbl, YTOObI UX BOCMPUHMUMANU Kak
rpynny, Tenepb OHU XOTAT BbITb YBUAEH-
HbIMU KaK MHAMBUAYanbHocTU. iIMeHHo
NMO3TOMY HEKOTOPbIM U3 HUX He MOHpa-
Bunoch, 4to Caatum xoTen BbICTaBUTb KX
B CBOEW HOBOW rasiepee B KayecTBe xpe-
cToMatuitHoro obpasua rpynnbl «Mono-
Able GpUTaHCKUE XyA0KHMKMNY. KoHeuHo,
MEXAy HAMU U 0 CUX NOp CoXpaHseTcs
camas TecHas Apyx0a U coTpyaHUYecT-
BO, J0KA3aTe/IbCTBOM YeMy ABNSETCA He-
[aBHO OTKpbIBlIasAcA BbicTaBKka «In Da
Garda da Vida» B bputaHckon Teit. U
BCce cKasanu, 4yto JIOHAOH He Obin Obl
TeM, 4eM OH ecTb ceityac, 6e3 «Monoabix
OpUTAHCKMX XyAOKHUKOBY.
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