communication between the artist, the institution and the viewer, where there
always remains a place for Unpredictable.

Keywords: Nicolas Bourriaud, Relational Aesthetics, Claire Bishop, participatory
art, Nina Simon, minimalism, arte povera, performance, Institutional Critique,
Felix Gonzales-Torres, Ryrkrit Tyravanija, mediation
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Me>xy mpaBfoii ¥ BBIMBICTIOM: Ipo6/1eMa CBUeTeTbCTBA
B JOKyMeHTanbHbIX Gpunbmax Kpuca Mapkepa

B ycnoBuAX COBpeMEHHOCTH MBI BCe 4Yallle TOBOPUM 00 «MICTOPUSAX» BMECTO
opHOM 6ompmioit Victopuu. Mbl 3HaeM, 4TO MCTOPUS pa3BOpauMBaeTCs Ieper
B3IJIAZIOM 3pUTEJIEN ¥ BOSMOXKHO — VIMEHHO M TOJIBKO JiIsl HUX. Kpmsuc oKyMeH-
Ta, IIOCT-NIAMATh U IOCT-TIPaBJa, IpobieMa CBUJIETEbCTBA U JOCTOBEPHOCTU —
TaKOBO AVICKYPCUBHOE II0JIe, B KOTOPOM CETO[HSI BO MHOTOM Pa3BOPadMBaAETCA
npobremMaTiKa 0OCMBICTIEHNS NCTOpIYecKoro cobbITus. Kaknm xe o6pasom Torga
MOXXET CYIEeCTBOBATh VICTOpUYECKOoe HenrpoBoe KmHO?! Kakoe coObITiie MOXeT
OBITh PACCMOTPEHO KaK «MCTOPUYECKOE», KAKUM 00pa3oM OHO MOXKeT OBITh 3a-
bUKCMPOBAHO Ha IUIEHKE, U KaKMMV KaueCTBaMU JODKHBI 00/1aZlaTh XPOHUKATTb-
Hble MaTepuansl, pororpadun, Oymaryu, 4TOObI CTaTh «JOKYMeHTaMm»? [jie mpo-
JIeTaeT TPaHMIIa MeX/TY IOCTOBEPHOCTBIO M MAHUITYIAIMEN GaKTaMu?

B ¢unbme «Ilocnemanit 60bIIeBUK», TOCBAIIEHHOM MI3BECTHOMY COBETCKO-
MY HOKYMEHTANIUCTYy AJleKCaHApy MefiBeiKMHY, ero Apyr u nounrarenb Kpuc
Mapkep pacckas3plBaeT HECKONIBKO MICTOpUII OFHOBpeMeHHO. OfNH 13 Hap-
PaTMBOB NOCBALLEH MeBEeAKNHY U €r0 TBOPYECTBY, APYIOl — COBETCKOMY
aBaHTapAy, TpeTUil — CYIIECTBOBAHUIO U COBETCKOM upee. ClruieTad B €IMHYIO
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TKaHb 3CTETUYECKOE U MONUTUYECKOe, MapKep CTaBUT IIOJ, BOIIPOC CaMy BO3-
MO>XHOCTD IOCTOBEPHOI'O BbICKa3bIBaHMA O peaJIbHOM 4estoBeke. PpaHIy3CKO-
rO peXXyccepa MHTEpeCcyeT BOIPOC O TOM, Kakye (uIbMUYecKe CTPaTerni,
CBOJICTBA, XapaKTEPUCTUKN HY>XHO MCIIOTb30BaTh, YTOOBI CO3/IaTh JOCTOBEP-
HO€ BbICKa3blBaHME, a HE IIPOCTO MCTOPUIO, PACCKA3aHHYIO Vlea/IbHbIM Hap-
patopom. IIoaToMy OH IIpefIaraeT 3pUTEIIO CI0KHYIO0, Pa3BETBIEHHYIO CUCTE-
MY JOKYMEHTAJIbHOI pelpe3eHTalluN, Ie IO, BOIIPOC CTABUTCA NMPAKTUYECKA
BCe: MOHATIE UCTOPUYECKOTO CBUETEIbCTBA U (aKTa, niest IpaBAUBOI UCTO-
pUM BO3MOXXHOCTb KMHO OBITH JoKyMeHTOM. HO camoit mHTepecHOIt mpobiie-
Mot il Mapkepa OKa3bpIBaeTCsl MICTOpUYecKast MaMsATh U ee Cy0bekT. KTo aToT
«ThbI», KTO BCIOMMHAET UJIN KOT'O JO/IKHBI BCIIOMHUTD, IIOCTOSAHHO C/IBIIIVIMBbIN
Y He3PVIMO IPUCYTCTBYIOUNIT B GUIbMe, COCTaB/IEHHOM 13 IIeCTV KTHOMVICEM
K y>Ke yMepIIeMY COBETCKOMY pexKuccepy?

®Ounpmbl Kpuca Mapkepa mpo61eMaTu3MpyOT CTaTyC HEUTPOBOTO KUHO
B MIpe, I7le HeYTO BUAVMOE HUKOI[A HE CBOOUTCA HU K YE€MY CIIBIIIVMOMY,
I7ie pa3pbIB MEeXIY 00pa3oM 1 CIOBOM B/IMAET He TONMBKO Ha PacCKa3bIBaeMYIO
¥ TTIOKA3bIBAEMYIO MICTOPUIO, HO U Ha Cy0O'beKTa — KaK 3pUTENIA, TaK M PEXKIC-
cepa, u repos ¢punbMa. JlokIax, OCHOBaHHBIN Ha TEOPUAX JOKYMEHTAIBHOCTHI
(b. Hukornc, M. PenoB) u konneniuu acretndeckoro K. Pancwepa, cTanet mo-
IIBITKOM ITOKa3aTbh, KaK CMELIAIOTCA MO3ULMU CYObeKTMBHOCTI Yepe3 CMEHY
PasHbIX CTpaTErny JOKYMEHTAIbHOM Pelpe3eHTalIN.

Kntouesvie cnosa: JOKyMEHTATbHOCTD, ITAMATD, IPOOIeMa CBU/IETETbCTBA, JI0-
KyYMEHTa/IbHbI/l HAPPATUB
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Borderline Situation

Olga Davydova
Saint Petersburg State University, Russian Federation

Between Truth and Fiction: The Problem of Evidence
in the Documentaries by Chris Marker

Nowadays no one is surprised when we speak of histories instead of one big
History. We know that history happens in front of and, probably, for spectators.
Then, what does it mean to make a historical documentary film? What event
should be considered as a historical one, how can we film it, and what qualities
should film chronicle, photos, papers posess to be considered as documents?

When we watch “The Last Bolshevik” by Chris Marker, we come across several
histories told at a time: one of Alexander Medvedkin and his works, the other of
soviet avant-garde and the third one of Soviet idea (how the film tells this is re-
vealed by Jacques Ranciere in his “Film Fables”). How are these histories made re-
liable? What is in the film that makes it a documented history, not a simple fiction
story told by a perfect narrator? Marker gives his spectator a complicated system
of documentary narration where everything is put into question — the notion of
historical evidence and fact, the idea of truthful history. Still, the most question-
able for the director is historical memory and the subject of memory. Who is this
“you”, who is to remember and to be remembered, who is this “you” constantly
heard and present in the film made of six letters to the late great director?

Marker’s films are made to ask what does it mean to be a documentary in the
world where anything visible is never equal to spoken or heard, where the gap
between the image and the word influences not only the story told and shown
but also the subject person himself — be it spectator, director or protagonist.
The paper is based on the theory of documentary representation (B. Nichiols,
M. Renov) and the concepts by J. Ranciere is an attempt to show how it happens
due to specific re-enactment strategies.

Keywords: documentary, memory, evidence, documentary narrative
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