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Urban Environment
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Hypothesis 

Youth is power and energy. Using all the advantages of youth, the new artists 
generation in Moscow can be considered an asset for society and agents of 
change. Using their practices, the new artists generation is forming the inter-
face for modern urban life, acting not only on a global scale and dealing with 
issues that are sometimes abstract, but also on a very local level, promoting 
micro social changes, creating different types of communication, interaction 
and activity within the limits of a particular area, issue or community.

Abstract

Flowing from the fact that contemporary art mirrors the political and social 
attitudes of society, the young artists generation in Moscow can be consid-
ered an asset for society, not only for the potential medium, but also as agents 
of change. Using their practices, this generation is forming an interface for 
modern urban society, reflecting the problems and hidden aspects of public 
life. Young artists are the most sensitive to transformations in society. They 
have nothing to lose and they are ready to react immediately, acting in a world 
where it is more and more difficult to distinguish production and consump-
tion, skills and dilettantism, truth and simulation. This is a world where it is 
important to always be ready to experiment in response to the sudden change 
of time. Using a database, which was created for this research, I studied the 
practices, strategies and backgrounds of young artists in Moscow. At the same 
time, I examined how interest in their activities is represented by the govern-
ment and private organizations. During the course of my research, I came to 
understand that the potential of young artists is underestimated by the city, 
but, at the same time, the problems which they are working with in many cases 
have a very important social character. It is important to emphasize that global 
issues dominate in the artists' works when compared with local issues, fulfilling 
only the first part of the aphorism: think global, act local. This work features a 
model art project on a local level (the Izmailovo district) dealing with the issues 
of society atomization, lack of horizontal networks and human estrangement. 
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The Concept of Youth in mass culture:

   The cult of youth was a common 
occurrence in the 1960s, becoming one 
of the founding myths of modern mass 
culture. Today, youth is celebrated by 
the mass media like never before. The 
capitalist culture of youth contains its 
own demise. Just like Neverlanders, the 
residents of the fairytale country who 
refused to grow up and were stuck in 
eternal childhood, the new generation 
is stuck in an eternal youth condition. 
This condition is a logical response 
to the replacement of the traditional 
family by the nuclear family, women's 
emancipation and the appearance of 
a new social value system. Each year 
the value of youth increases with its 
rarity, and the spread of the cult of 
youth has already resulted in a shift in 
the maturity age approximately from 
25 to 40 years as a result. The cult of 
youth is a very comfortable tool used 
by mass culture for the promotion of 
hedonistic consumption and a fertile 
area for investment, which takes into 
account the gradual reduction of youth 
in Western society.  

  Youth is a symbol of social 
modernization. A social accumulator 
and a capacitor of the transformations, 
this process is always gradual (day after 
day, year after year), and therefore 
invisible to the general society. These 
transformations occur in the depths of 
social life, escaping the attention of the 
majority, bringing critical views and 
attitudes toward existing reality, new 
ideas and energy, which is especially 
needed at the time of radical reform. 
Youth has a dual nature: on the one 
hand it is a power, able to actively create 
something new, and at the same time 
it possesses "explosive" and destructive 
material. 

For a city:

      Top-down: City policy aimed to 
support young generation activities 

is forming particular atmosphere, 
spirit or city brand, which mostly plays 
reputational role in further development 
and tourist’s attractiveness. Example: 
city policy of Berlin, which made it third 
city in Europe according to the number of 
tourists.

 Bottom-up: Initiatives created by 
youth themselves, which could attract 
investment support. The regular 
spotting of some subcultures in 
particular places attracts investors to 
construct proper infrastructure and 
environment.

In terms of art:

    Young artists by themselves are 
unique individuals. They do not require 
a lot and are even satisfied by less. Filled 
with great enthusiasm, they are ready to 
work almost for free in order to develop 
certain name recognition and be given 
an opportunity to integrate themselves 
into the art system. The fact that artists 
at the first steps of their careers do not 
require big investments breeds desire to 
use them as a tool for the promotion of 
different business ideas. For example, 
they can be used to attract attention 
to some developing territory (Project 
ArtHouse ArtSquat).The “young artists” 
term became a trend in Russia in late 80s 
right before the collapse of USSR in time 
of its agony. This time was characterized 
by appearance of numerous abandoned 
places in the very center of Moscow, 
which in turn were occupied, i.e. 
squatted in, by the new generation of 
artists. Those places were considered 
the main locations of underground 
culture in Moscow, which became more 
and more tangible together with the 
destruction of the system and chaos 
in the country. The phenomenon of 
“youth” in terms of art is expressed in 
constant renewal, in the inflow of new, 
fresh blood. In recent years, we can see 
an interesting phenomenon: artists 
are taking part in manifestations, and 
activists come to galleries, erasing the 

The Concept of Youth (Value) as a Catalyst for Economic and Social 
Processes.

 

In Moscow the phenomenon of 
the young or emerging artist 
appears because of a lack of 
support and because of a desire 
to oppose the established system.

boundaries between art and protest 
or social activity. Artists are putting 
protest into the sphere of art and art 
into the sphere of protest, attracting 
and bringing an audience, which 
remains behind them. Contemporary 
art for them is an additional resource 
for the expression of ideas. The artistic 
environment today is more than ever in 
need of fresh blood.  This so-called fresh 
blood is a new generation. Despite all 
the disadvantages and the impoverished 
condition of young artists in Russia, 
more and more young people want to 
be artists, accepting rules of disjunct 
mechanism of Russian art system.

Two dimensions of the “young or 
emerging artist” definition:                                               

1)Social dimension. 

   Young artist is a very comfortable 
term, which replaced entire segments 
of infrastructure. This is a special 
social status, which does not require 
being someone in a professional 
sense; this status gives the bearer the 
opportunity to hold it for a long period 
of time without any development. 
Furthermore, much depends on the 
situation of governmental support. In 
Berlin, where the city's policy is oriented 
toward support and investment in art 
initiatives, an artist can easily live on 
welfare without producing anything 
valuable yet maintain a lifelong status 
of a “free emerging artist”. Of course, 
in this case the city itself develops a 
particular atmosphere of freedom and 
never-ending youth. In contrast, in 
Moscow the phenomenon of the young 
or emerging artist appears because of a 
lack of support and because of a desire 
to oppose the established system. In 
Moscow society, the layer of people who 
are defined as young artists are perceived 
as being marginal. Hoping to sooner 
or later land a contract with a gallery 
is a certain social guarantee of work 
profitability in the art world, and artists 
in many cases are getting frustrated. 

Frustration is also thprecisexpression 
that can be used to describe the artist’s 
condition after getting a white cube 
of a gallery space. Frustration comes 
together with an understanding of 
an inability to sell your work, even 
when exhibited in a gallery space. One 
characteristic of Moscow galleries is 
unprofitability, because galleries are 
mostly playing a reputational role in 
the career of its owner. Thereby, the 
young artist in Moscow should accept 
the presence of the wild and developing 
art market. The young artist should 
not expect fair play but should strive to 
attract attention by inventing his or her 
own rules and principles.

2)Speculative dimension.

   This dimension is used by both 
artists and galleries. Artists must be 
considered "emerging" to qualify for 
certain fellowships, grants, and training 
programs. In western countries, artists 
can be defined as an emerging until 
the age of 45 while the Russian limit is 
35 years. According to one blog, “using 
[the] “young/emerging artist” label 
by [a] gallery helps [it] to hype their 
potential as investments, much like the 
stocks of small, unproven companies. 
An older artist, even if they are doing the 
best work of their lives, may not offer the 
same compelling investment story”[1]. 
On the other hand, it is a definition art 
galleries use because it sounds better 
than "new artist" or "unknown artist". 
“Although the term is almost universally 
regarded with skepticism, it nonetheless 
has become one with real significance 
for those who work in contemporary 
art”, writes another source [2].

Two dimensions of the “young or emerging artist” definition.
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occurrence in the 1960s, 
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Youth has a dual nature: on the 
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actively create something new, 
and at the same time it possesses 
"explosive" and destructive 
material. 
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For the purpose of this research, I 
created a database of emerging/young 
artists in Moscow with following col-
umns:

Name
Birthplace / area of residence
Representation by foundation
Representation by gallery
Website/contacts
Educational background
Utilizing an analysis of art the infra-

structure in Moscow, certain criteria for 
including an artist into database were 
elaborated:

The artist should be based in Mos-
cow, with an age between 23 to 33 years 
and exhibited no less than three times 
or represented by a foundation or gal-
lery. In response to my request, I identi-
fied 50 artists who became the subject of 
my further research. 

According to the database, 23 artists 
were represented by foundations while 
23 artists were represented by galler-
ies (the data was compiled before the 
closure of the XL, Guelman and Aidan 
galleries, the more recent number is 19). 
Twenty-one artists were originally from 
Moscow.

Art Infrastructure:  Education.

After the collapse of the Soviet 
Union, the new Russia inherited the 
inertia of all the art infrastructure that 
was formed during the Soviet period for 
creation and promotion Soviet ideology. 
Despite the obvious changes related to 
the legalization of underground art, 
and the inclusion into the international 
art process (exhibitions, biennials, auc-
tions), the official artistic way of life in 
1990 largely maintained Soviet stand-
ards. Yet, even now organizations such 
as the Union of Artists exist as a certain 
throwback to Soviet society, lacking 
connections to the world of contem-
porary art but at the same time having 
lost their ideological-educational sense. 
As for art universities, classical art edu-
cation (from institutions such as the 
Moscow State Academic Art Institute 
named after VI Surikov or the Stro-

ing contemporary art. Supporting such 
events as the Biennale instead of invest-
ing in the education field reflects a more 
consumer-based way of using art, a cer-
tain branding of the art field.

Educational background of artists. 

The picture of the educational back-
ground for young artists in Moscow was 
built according to the database. Of the 
artists, 40% graduated from he Insti-
tute of Contemporary Art Moscow and 
only a third have a classical art degree. 
However, 67% have humanities degrees, 
mostly in such fields as philosophy and 
history. The presence of a humanitarian 
degree in artists' backgrounds is natu-
rally reflected in the issues that they are 
address in their works.

 Critical issues.

The critical issues that artists 
address in their works can be divided 
into two groups, according to global 
issues (universal) and issues existing 
in a local context/scale (particular). We 
can look  upon examples taken from the 
artists' portfolios.

Issues of Global Scale (~70% of artists): 
definition of gender status of the indi-
vidual as part of the social structure of 
the prescribed relationships between 
the sexes; the formation and ways of 
existing female identity in modern 
society; question of the nature and role 
of the market economy in our lives; 
urbanization, nature, globalization and 
total consumption in the fate of human-
ity; archaeology of possible history of 
modernity; exploration of the process of 
changing the world, its sensuous orien-
tation, the time of the meeting of differ-
ent cultural systems, etc. 

Issues of Local Scale (~30% of artists): 
exploring subcultures, the youth gen-
eration that was born right after the col-
lapse of USSR, their fears and dreams; 
rediscovery of the internal mechanisms 
of the artist community in Russia; a pro-

A database of emerging or young artists in Moscow. 

ganov Moscow State University of Arts 
and Industry), after the collapse of the 
Union became even more radicalized in 
the sense of tradition, returning to the 
academism of the nineteenth century.

The educational platform in the 
field of contemporary art in Moscow is 
represented by the list of five schools. 
(1991- The Institute of Contemporary 
Art ICA Moscow, 1993- MMOMA Free 
Workshop Coues, 2003- British Higher 
School of Art and Design, 2006- The 
Rodchenko Moscow School of Photog-
raphy and Multimedia, 2012- Baza insti-
tute). The oldest is the The Institute of 
Contemporary Art ICA Moscow, which 
appeared 20 years ago and almost has a 
monopoly for producing contemporary 
Russian artists. Twenty artists on the 
list have graduated from ISA Moscow. 
More than half of those schools cannot 
be considered institutions for primary 
education, and they are better described 
as representing a model of courses or 
additional education for the theoretical 
study of contemporary art. An excep-
tion to this is the Rodchenko school, 
which offers practical work but only in 
the field of Media and Fine Art, and the 
department of British Higher School of 
Art and Design, which did not educate 
any artist on the list. The number of stu-
dents at each school is no more than 35, 
so in total we have about 150 students in 
Moscow per year. 

Institutions supporting young or 
emerging artists in Moscow.

Institutions supporting young or 
emerging artists in Moscow are repre-
sented by the following five organiza-
tions: two foundations (Victoria Art 
Foundation, Smirnov and Sorokin 
Foundation), two exhibition spaces 
(Fabrika Project, Start Gallery), a few art 
awards with a special nomination for 
“young artists“ (Innovation (state), Kan-
dinsky Prize) and the Moscow Interna-
tional Biennale for Young Art. The latter 
is the only state institution on the list 
and that fact just reflects an inconsist-
ency in state policy in terms of support-

44%
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25%
Studied contemporary art 

abroad

67%
Have humanities degree

30%
Have classical art degree

80%
Have higher degree

25%
Have Master

Young artist's generation 
educational background

David Ter-Oganyan «Untitled», print on canvas 70x120, 2010

ject aimed at showing the change in the 
country's history through the fate of a 
real-life person, etc. 

It is important to emphasize that 
issues of global scale dominate in art-
ists' works compared with local issues. 
According to the western experience, 
artists who are working with particu-
lar and very narrow, local issues form 
a certain category of artists; in many 
cases, they have a special educational 
background and local authorities' sup-
port. The largest number of different 
organizations dealing with social and 
urban art interventions are concen-
trated in Canada, the country with the 
highest coefficient of quality of life and 
an almost socialistic regime. In Russia, 
where the art infrastructure is not yet 
fully established, artists' social activi-
ties in many cases are provoked by a 
redundancy of infrastructure. Artists in 
their practices are using provocation as 
a primary tool of expressing ideas. Their 
practices are very exposed in a global 
context, but less connected and prob-
lematic on narrow local scale. 

Important to emphasize that issues 
of Global Scale in works of artists domi-
nate comparably with local issues. 
According to the western experience, 
artists who are working with particular 
very narrow and local issues are form-
ing certain category of artists; in many 
cases they have a special educational 
background and local authorities sup-
port. The biggest number of different 
organizations, whose are dealing with 
social and urban art interventions are 
concentrated in Canada, the country 
with the highest coefficient of quality 
of life and almost socialistic regime. In 
Russia, where art infrastructure yet is 
not fully established, social activities 
of artists in many cases provoked by 
redundancy of infrastructure and art-
ists in their practices using provocation 
as a primary tool of expressing ideas, 
their practices are very well entered in 
a global context, but less connected with 
problematic on narrow local scale. 

   Parting conclusion.

  Artists are not waiting anymore for 
the interest of the state and do not 
see the opportunities and conditions 
for dialogue and collaboration as they 
are guided by the DIY principle (do 
it yourself). The lack of decent state 
funding makes many art institutions 
and individual artists seek private 
capital support. However, the 
empowerment of cultural production 
at the expense of private investment 
makes art in many cases similar to the 
entertainment industry. Many of the 
critical artists, working thanks private 
sponsorship money, are forced to 
consciously develop an abstract critical 
discourse directed against the abstract 
things in the abstract world, setting 
aside the really painful questions of 
society. On the other hand, state policy 
in the field of contemporary art is 
more expressed in consumption and 
the creation a certain brand of art, 
making only shy and small attempts to 
change the situation. These attempts 
are frequently in the form of a project 
proposal that is focused on investing in 
education and supporting young artists. 
The disconnect between the interest 
of the state and the activities of young 
artists is largely due lack of knowledge 
about the practices and strategies used 
by artists. At the same time, in the works 
of the young generation, there are more 
and more socially-oriented projects that 
are initiated by the artists themselves.
Strategically, the young generation 
of artists is a very good candidate 
for implementing a certain kind of 
interaction with the city, where the 
potential of artists could be used in 
order to solve or to attract attention to 
particular social problems.
    
Artists are young, energetic and yet to 
a lesser extent assimilated into the art 
market. At the same time, such projects 
have been implemented in the West 
for a long time, where they have been 
initiated by both the artists and the 
state.

Critical Issues. 
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history. The presence of a humanitarian 
degree in artists' backgrounds is natu-
rally reflected in the issues that they are 
address in their works.

 Critical issues.

The critical issues that artists 
address in their works can be divided 
into two groups, according to global 
issues (universal) and issues existing 
in a local context/scale (particular). We 
can look  upon examples taken from the 
artists' portfolios.

Issues of Global Scale (~70% of artists): 
definition of gender status of the indi-
vidual as part of the social structure of 
the prescribed relationships between 
the sexes; the formation and ways of 
existing female identity in modern 
society; question of the nature and role 
of the market economy in our lives; 
urbanization, nature, globalization and 
total consumption in the fate of human-
ity; archaeology of possible history of 
modernity; exploration of the process of 
changing the world, its sensuous orien-
tation, the time of the meeting of differ-
ent cultural systems, etc. 

Issues of Local Scale (~30% of artists): 
exploring subcultures, the youth gen-
eration that was born right after the col-
lapse of USSR, their fears and dreams; 
rediscovery of the internal mechanisms 
of the artist community in Russia; a pro-
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ganov Moscow State University of Arts 
and Industry), after the collapse of the 
Union became even more radicalized in 
the sense of tradition, returning to the 
academism of the nineteenth century.

The educational platform in the 
field of contemporary art in Moscow is 
represented by the list of five schools. 
(1991- The Institute of Contemporary 
Art ICA Moscow, 1993- MMOMA Free 
Workshop Coues, 2003- British Higher 
School of Art and Design, 2006- The 
Rodchenko Moscow School of Photog-
raphy and Multimedia, 2012- Baza insti-
tute). The oldest is the The Institute of 
Contemporary Art ICA Moscow, which 
appeared 20 years ago and almost has a 
monopoly for producing contemporary 
Russian artists. Twenty artists on the 
list have graduated from ISA Moscow. 
More than half of those schools cannot 
be considered institutions for primary 
education, and they are better described 
as representing a model of courses or 
additional education for the theoretical 
study of contemporary art. An excep-
tion to this is the Rodchenko school, 
which offers practical work but only in 
the field of Media and Fine Art, and the 
department of British Higher School of 
Art and Design, which did not educate 
any artist on the list. The number of stu-
dents at each school is no more than 35, 
so in total we have about 150 students in 
Moscow per year. 

Institutions supporting young or 
emerging artists in Moscow.

Institutions supporting young or 
emerging artists in Moscow are repre-
sented by the following five organiza-
tions: two foundations (Victoria Art 
Foundation, Smirnov and Sorokin 
Foundation), two exhibition spaces 
(Fabrika Project, Start Gallery), a few art 
awards with a special nomination for 
“young artists“ (Innovation (state), Kan-
dinsky Prize) and the Moscow Interna-
tional Biennale for Young Art. The latter 
is the only state institution on the list 
and that fact just reflects an inconsist-
ency in state policy in terms of support-
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David Ter-Oganyan «Untitled», print on canvas 70x120, 2010

ject aimed at showing the change in the 
country's history through the fate of a 
real-life person, etc. 

It is important to emphasize that 
issues of global scale dominate in art-
ists' works compared with local issues. 
According to the western experience, 
artists who are working with particu-
lar and very narrow, local issues form 
a certain category of artists; in many 
cases, they have a special educational 
background and local authorities' sup-
port. The largest number of different 
organizations dealing with social and 
urban art interventions are concen-
trated in Canada, the country with the 
highest coefficient of quality of life and 
an almost socialistic regime. In Russia, 
where the art infrastructure is not yet 
fully established, artists' social activi-
ties in many cases are provoked by a 
redundancy of infrastructure. Artists in 
their practices are using provocation as 
a primary tool of expressing ideas. Their 
practices are very exposed in a global 
context, but less connected and prob-
lematic on narrow local scale. 

Important to emphasize that issues 
of Global Scale in works of artists domi-
nate comparably with local issues. 
According to the western experience, 
artists who are working with particular 
very narrow and local issues are form-
ing certain category of artists; in many 
cases they have a special educational 
background and local authorities sup-
port. The biggest number of different 
organizations, whose are dealing with 
social and urban art interventions are 
concentrated in Canada, the country 
with the highest coefficient of quality 
of life and almost socialistic regime. In 
Russia, where art infrastructure yet is 
not fully established, social activities 
of artists in many cases provoked by 
redundancy of infrastructure and art-
ists in their practices using provocation 
as a primary tool of expressing ideas, 
their practices are very well entered in 
a global context, but less connected with 
problematic on narrow local scale. 

   Parting conclusion.

  Artists are not waiting anymore for 
the interest of the state and do not 
see the opportunities and conditions 
for dialogue and collaboration as they 
are guided by the DIY principle (do 
it yourself). The lack of decent state 
funding makes many art institutions 
and individual artists seek private 
capital support. However, the 
empowerment of cultural production 
at the expense of private investment 
makes art in many cases similar to the 
entertainment industry. Many of the 
critical artists, working thanks private 
sponsorship money, are forced to 
consciously develop an abstract critical 
discourse directed against the abstract 
things in the abstract world, setting 
aside the really painful questions of 
society. On the other hand, state policy 
in the field of contemporary art is 
more expressed in consumption and 
the creation a certain brand of art, 
making only shy and small attempts to 
change the situation. These attempts 
are frequently in the form of a project 
proposal that is focused on investing in 
education and supporting young artists. 
The disconnect between the interest 
of the state and the activities of young 
artists is largely due lack of knowledge 
about the practices and strategies used 
by artists. At the same time, in the works 
of the young generation, there are more 
and more socially-oriented projects that 
are initiated by the artists themselves.
Strategically, the young generation 
of artists is a very good candidate 
for implementing a certain kind of 
interaction with the city, where the 
potential of artists could be used in 
order to solve or to attract attention to 
particular social problems.
    
Artists are young, energetic and yet to 
a lesser extent assimilated into the art 
market. At the same time, such projects 
have been implemented in the West 
for a long time, where they have been 
initiated by both the artists and the 
state.

Critical Issues. 
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The project "Neighbours:Izmailovo". 

63
People found for 

the project

24
People agreeing to 

participate

28
People refusing to 

participate

7-59
Age of the house

16
Apartments

20-63
Age of participants

1
Communal apartment

1-7

1
Garage

1-4
Number of rooms

Statistics on the participants:

Postcards with view from the windos of Izmalovites,  9,5 x 13,5 cm each

“Neighbors: Izmailovo” project is an attempt to 
explore how to bring the initiative to life and what 
kind of reaction at different levels it can provoke. 

The project in the context of research shows how 
through defining an issue on a narrow local level, 
art can be used as a tool for the creation of different 
types of communication, interaction and activity 
within the district.

as a tool for the creation of different 
types of communication, interaction 
and activity within the district.

  
Idea.

   I choose for my experiment the 
territory of a particular area and to try to 
identify problematic issues that will be 
common not only for specific locations, 
but also for the modern urban society 
as a whole. For the pilot version of the 
project, I chose the Izmailovo district, 
an area that meets several criteria: 
variety of cultural and historical layers, 
natural resources (parks, gardens, 
etc.), differentiation of social structure, 

simultaneously. Just as an orthogonal 
grid of streets and avenues forms the 
urban fabric of Manhattan, the territory 
of the Izmailovo is formed by green 
boulevards and alternating park streets. 
One of the largest parks in Moscow is 
Izmailovo Park, which occupies two 
thirds of the district's territory. It can be 
compared to the huge Golden Gate Park 
in San Francisco. But perhaps one of the 
biggest pluses of this area, not counting 
the big park, is a diversity of buildings 
that represent several historical 
periods. This characteristic is the main 
factor distinguishing Izmailovo from 
the monotonous bedroom districts of 
Moscow.  

availability of information.

Issue.

  Lack of communication between 
residents of one district, house, street, is 
a feature common not only to a specific 
territory, but also to modern urban 
society as a whole. Live communication 
is rapidly disappearing under the 
onslaught of the increasing speed of 
modern life, finding compensation 
only in the virtual space. The goal of my 
project is an attempt to stir inhabitants' 
interest in one other, using as an 
example the Izmailovo district.

District.

   Izmailovo is not a bedroom district; 
it is Manhattan and San Francisco 

    For the second part of my 
research, I would love to initiate an 
experimental project, focused on 
the particular district and aimed at 
exploring how a social art initiative 
can be implemented and what results 
it could bring. 
   
   
My experimental project, “Neighbors: 
Izmailovo”, is not just a project, but 
also an attempt to explore how to bring 
the initiative to life and what kind of 
reaction at different levels it can provoke. 
Accordingly, the project consists of two 
undivided parts: the narrative and the 
project implementation itself.

   The project in the context of research 
shows how through defining an issue 
on a narrow local level, art can be used 

18
Izmailovites / participants

Number of people
in appartment

24



The project "Neighbours:Izmailovo". 

63
People found for 

the project

24
People agreeing to 

participate

28
People refusing to 

participate

7-59
Age of the house

16
Apartments

20-63
Age of participants

1
Communal apartment

1-7

1
Garage

1-4
Number of rooms

Statistics on the participants:

Postcards with view from the windos of Izmalovites,  9,5 x 13,5 cm each

“Neighbors: Izmailovo” project is an attempt to 
explore how to bring the initiative to life and what 
kind of reaction at different levels it can provoke. 

The project in the context of research shows how 
through defining an issue on a narrow local level, 
art can be used as a tool for the creation of different 
types of communication, interaction and activity 
within the district.

as a tool for the creation of different 
types of communication, interaction 
and activity within the district.

  
Idea.

   I choose for my experiment the 
territory of a particular area and to try to 
identify problematic issues that will be 
common not only for specific locations, 
but also for the modern urban society 
as a whole. For the pilot version of the 
project, I chose the Izmailovo district, 
an area that meets several criteria: 
variety of cultural and historical layers, 
natural resources (parks, gardens, 
etc.), differentiation of social structure, 

simultaneously. Just as an orthogonal 
grid of streets and avenues forms the 
urban fabric of Manhattan, the territory 
of the Izmailovo is formed by green 
boulevards and alternating park streets. 
One of the largest parks in Moscow is 
Izmailovo Park, which occupies two 
thirds of the district's territory. It can be 
compared to the huge Golden Gate Park 
in San Francisco. But perhaps one of the 
biggest pluses of this area, not counting 
the big park, is a diversity of buildings 
that represent several historical 
periods. This characteristic is the main 
factor distinguishing Izmailovo from 
the monotonous bedroom districts of 
Moscow.  

availability of information.

Issue.

  Lack of communication between 
residents of one district, house, street, is 
a feature common not only to a specific 
territory, but also to modern urban 
society as a whole. Live communication 
is rapidly disappearing under the 
onslaught of the increasing speed of 
modern life, finding compensation 
only in the virtual space. The goal of my 
project is an attempt to stir inhabitants' 
interest in one other, using as an 
example the Izmailovo district.

District.

   Izmailovo is not a bedroom district; 
it is Manhattan and San Francisco 

    For the second part of my 
research, I would love to initiate an 
experimental project, focused on 
the particular district and aimed at 
exploring how a social art initiative 
can be implemented and what results 
it could bring. 
   
   
My experimental project, “Neighbors: 
Izmailovo”, is not just a project, but 
also an attempt to explore how to bring 
the initiative to life and what kind of 
reaction at different levels it can provoke. 
Accordingly, the project consists of two 
undivided parts: the narrative and the 
project implementation itself.

   The project in the context of research 
shows how through defining an issue 
on a narrow local level, art can be used 

18
Izmailovites / participants

Number of people
in appartment

25



Project.
   
 In the “Izmailovo: Neighbors” project, I have addressed the role of the artist-
initiator, involving the residents in a certain game-dialogue, building between them 
a network of communicational links. The art in this case is art to a lesser extent and 
more a tool for social interaction, which allows one to look at ordinary things from 
a new angle, to create a space for an experiment.
     The district area is a space of anthropological investigation, an attempt to identify 
the people whose lives are held within the walls of these residences. These people 
transform their personal space according to their lifestyles, habits and hobbies and 
define just where the border between personal and common, private and public 
lies. Could the area of the district be a starting point for the formation of a certain 
community of people inhabiting it? In this project, the material side of life is shown 
through the environment. Personal belongings are a carrier of information, a 
medium that allows one to make a trip into a person's sacred, private space.
     The project includes the stories of 18 Izmailovo residents, told through photographs 
and audio documentations of their private lives. The action takes place in four walls 
of apartment buildings, united by the common territory of the district. The story of 
the every project participant is told using a fixed set of pictures and text: a photo of 
the room, one personal item with a text story about it, a photo portrait of the person 
or family and a photographic view from the window.
    The view from the window in this case is the bridge between the personal and 
common outer space of the street, which can be easily identified by any resident 
of the district or just a random passerby. Based on the photos of the view from 
the window of each participant, I created a series of postcards which are printed 
with the particular triage and then distributed among participants in order to 
send a postcard with a view from his/her window on the cover to their friends, 
neighbors, residents of the area, and unknown people with whom they live in one 
house, on one street, in the same district. Thus, the experiment is not confined on 
the people directly participating in the project. It creates a live chain, evolving in 
an unpredictable scenario, drawing new people into dialogue. The idea of using 
postcards is a certain flashback to the time when postcards were sent to relatives 
and friends on all sorts of festive dates.
    The postcard, in this case, is also an invitation to the exhibition, which sums 
up the project. As a result, the stories of Izmailovo's residents will be told through 
personal photographs, interior details and invitations.

1 http://artmarket.wordpress.com/2008/02/24/at-the-moment-i-am-trying-to-figure-out/
2 http://www.artinfo.com/news/story/37477/what-does-emerging-really-mean-in-the-art-
world/
Piroschka Dossi. Hype! Kunst und Geld. Moscow:  Tublin Press, 2011.
Judith Benhamou-Huet. The Worth of Art: Pricing the Priceless, Assouline, 2001. 
Christel Vesters. Now Art&Theory is the 21st Century Time. Rotterdam: Nai Publishers, 
2009
Stas Shuripa. New conceptual wave or nature of ideas in young art. Moscow Art Magazine 
73/74, 2009. 
Artchronika Magazine. Who they are?, June 2010. 
David W. Galenson. Old Masters and Young Geniuses: The Two Life Cycles of Artistic 
Creativity. Princeton: Princeton  University Press, 2005.
Denise Meredyth, Jeffrey Minson. Citizenship and Cultural policy. London: SAGE 
publication, 2001.
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