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Chatter Marks

A journal of the Anchorage Museum, dedicated to creative
and critical thinking and ideas of past, present and futures
for Northern Regions.

Chatter Marks are a series of often crescent-shaped gauges
chipped out of the bedrock as a glacier drags rock fragments
underneath it. Present since the last ice age, most of the world’s
glaciers are now shrinking or disappearing altogether as the
climate gets warmer. As they mark the passage of deep time,
our landscapes are also indicators of our tomorrow.
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Amy Meissner
Birth Rope (detail), 2018

Discarded marine rope, silk organza, = -
vintage doilies, acrylic, thread LY by
77”Lx24” Wx24”D » o
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INTRODUCTION

ANSACKA, ALYASKA

This project connects Alaska and Russia through the work of
contemporary artists, who examine landscape, identity, gender,
personal narratives, memories, monuments, and colonization
through their work. It is both a continuation and a beginning of
connections between people and place. The artists featured here
have begun conversations with each other over Zoom through

a global pandemic, with virtual studio visits and exchange, and
share their work and perspectives here to ignite interest and
investigation into issues and to instigate new collaborations.
Through their images, we can begin to see a connected landscape
and connected concerns. The shared narratives cross boundaries,
borders, histories, and geopolitics.

Art has long been a tie between place and people, something

that can be exchanged and shared, despite perceived barriers of
language and culture. We hope that this project is a spark to ideas
of how we can embrace the human experience regardless of how
remote or distant we might seem.

Northern places have shared histories of colonization, extreme
landscapes, endurance, Indigeneity, adaptation, and resilience.
The landscapes that connect Alaska and Siberia are part of an
international, Circumpolar North and Arctic. In these landscapes
we recognize each other, recognize a shared experience and a place
that is not disconnected, but parts of a whole.

Brian Adams
Kaktovik, Alaska, 2015

Marie Rexford of Kaktovik, Alaska preparing maktak
for the villages Thanksgiving Day feast
From the I AM INUIT series




INTRODUCTION

AJISICKA, ALYASKA

Context & Histories

Alaska is a two-way mirror through which
Russia and the United States have watched
each other for 150 years across the Bering
Strait, just 55 miles at its narrowest point.
The International Dateline is crossed on the
way, creating a 20-hour time shift. Since the
U.S. purchased Alaska from Russia in 1867,
the US and Russia have been connected by
history, religion, climate, and landscape,
while divided by politics, language, and even
time—today in Alaska is tomorrow in the
nearest part of Russia.

For less than two cents an acre, the U.S.
acquired nearly 600,000 square miles.
Opponents of the Alaska Purchase persisted
in calling it “Seward’s Folly,” “Seward’s
Icebox,” and “Polar Bear Garden” until
1896, when the great Klondike Gold Strike
convinced even the harshest skeptics that
Alaska was a valuable addition to American
territory. The Alaska Treaty of Cession,
signed by Tsar Alexander II formally
concluded the agreement for the Alaska
Purchase. Russia’s territory was massive at
the time of the purchase. For the Tsar, Alaska
was simply a parcel on the other side of the
Bering Strait.

Russia laid claim to Alaska beginning in the
1770s, occupying its coastal areas. Russia’s

primary interest was fur. The UnangaX people
were often forced into slavery to hunt fur-
bearing marine animals for Russian traders
supported by the Russian government.

An estimated 80 percent of the UnangaX
population died from diseases against which
they had no immunity. Russians moved
onward to Kodiak, ill-treating the Koniags,
then to Southeast Alaska, where the Tlingit
waged war on the Russians into the 1850s.

Russian lore maintains that Russian
settlement of Alaska pre-dates Vitus
Bering’s discoveries in 1741. At least three
different locations in Alaska are believed to
be ancient Russian settlements. Although
the Alaska Purchase transferred ownership
of Alaska to the U.S., a strong Russian
presence continued, including place names
and Russian Orthodox architecture. The
proximity and history are evident today.

The first Russian Orthodox missionaries
came to Alaska in 1794. Earlier, Russian fur
traders brought elements of Christianity to
Alaska Natives. The Tsar in St. Petersburg
prohibited the poor treatment of Alaska
Natives, but many fur traders ignored his
orders. Alaska is still home to more than 30
Russian Orthodox churches, six of which are
U.S. National Historical Landmarks.
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‘Cﬁgbon Ridiculing US Purchase of Alaska™
Political cartoon by Frank Bellew ridiculing
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A statue of Alexander Andreyevich Baranov
in Sitka, Alaska, was relocated from its
original site in 2020 after protests related
to the removal of monuments that express
colonial histories and ideologies and the
oppression of Indigenous peoples.

Traveling to Alaska in the late 1700s,
Baranov established a trading post in Sitka,
which was destroyed by Tlingit clans three
years later. He returned and attacked the
Kiks.adi fort in the Battle of 1804. After
resisting for days and when they lost their
gunpowder supply, the Kiks.adi were forced
to relocate to the east side of the island.
Baranov then established a small colony

on the land, New Archangel, that would
later become downtown Sitka and the
administrative center of the Russian Tsar’s
American colony until it was sold to the
United States.

When a war of ideas—a Cold War—raged
between the U.S. and Russia from 1947-
1991, fears of espionage and the threat of
nuclear war preoccupied the public. Music,
movies, books, television, and other media
depicted a polarized and dangerous world.
The shortest distance between the United
States and the Soviet Union was over the
North Pole, placing Alaska at the frontlines
of the Cold War military buildup and arms

race. Hundreds of U.S. military installations
were constructed in Alaska. The pace was so
rapid that some military installations were
abandoned when it became apparent that
they would be obsolete before they were
completed. Over half of all the intercepts of
Soviet aircraft that took place from Alaska
military bases took place during the 1980s.

The paranoia and hostility on both sides

led to a total closure of the narrow border
between the Soviet Union and the U.S.

across the Bering Strait where the Diomede
Islands—Big Diomede (Russia) and Little
Diomede (U.S.)—are only 2.4 miles apart.
The militarized border was known as the "Ice
Curtain.” No regular passenger air or boat
traffic was allowed by either side. Indigenous
families were cut off. Although limited private
travel across the Bering Strait resumed in
1990, it still requires special permits by U.S.
authorities and their Russian counterparts.

As political relations between the Soviet
Union and United States improved in

the late 1980s, Alaska was the first to
experience the thaw in the Cold War. On
August 6, 1989, two MIG-29 fighter aircraft
and an AN-225 cargo aircraft made a
refueling stop at Elmendorf Air Force Base
in Anchorage as they made their way to an
air show in Canada. This was the first time
since World War II that a Soviet military
aircraft had made such a landing in Alaska.

Beyond the Cold War, the idea of cold
connects Alaska and Russia’s Northern
regions. Cold in Alaska and Russia is more
than physical—it is historical, cultural, and
mythic. In places like Alaska and Siberia,
people have learned to adapt and thrive in

Russia, Siberia, Baikal Lake, Olkhon Island,
trip in Russian side car.

Photograph by Robert Jean. Courtesy of Getty Images

extreme Arctic conditions. Populated areas
of Alaska and Northern Russia experience
some of the coldest recorded temperatures
in the world. Both cherished and lamented,
cold nourishes the identity of both places.

The landscapes of Alaska and Siberia both
have the boreal forest, the world's largest
land-based biome, representing 29 percent
of the world’s forest cover. Spreading over
continents and covering many countries, the
boreal forest plays a significant role in the
planet's biodiversity and climate. In Russia,
the boreal forest is known as taiga. The boreal
forest covers most of inland Canada and
Alaska, most of Sweden, Finland and inland
Norway, much of Russia, and the northern
parts of Kazakhstan, Mongolia and Japan.

For thousands of'years, indigenous people
have lived between the two continents now
known as Russia and the U.S. For thousands
of years, Indigenous peoples of the Bering
Strait region traveled its waters freely in
walrus-skin boats to hunt marine mammals
and visit relatives. The Soviet government

in 1938 formally recognized the legitimacy
of Indigenous peoples traveling across the
international date line, requiring them only to
check in with local border guards. As relations
soured between the Soviet Union and the U.S.
after World War II, both governments closed
the border to personal travel.

After the end of the Soviet Union, both

the American and Russian governments
decided to organize a twinning of two Alaska
national parks—the Krusenstern Park and
the Bering Land Bridge National Preserve—
with the Chukotka National Park in the
Russian Federation.

Today

Today there is talk of new connections,
despite an increase in military buildup in
the Arctic. The InterContinental Railway is
one transportation connection that has been
discussed for years. The project would build
more than 5,000 miles of new railroad to
connect North America with Russia and Asia
via Alaska and a 60-mile tunnel under the
Bering Strait.

Youth, artists, Indigenous communities,
and others have a strong interest in bridging
political divides between people and

place, with a shared goal of a peaceful and
sustainable future for Northern regions.
Climate change prompts a new imperative
for working together across borders and for
connecting landscapes. The boreal forest,
melting sea ice and rising sea levels are not
about borders or bounty, but food security,
human and animal survival, and the future of
not just Arctic but global communities.

We hope this project is part of an
examination of stereotypes and perceptions,
posting critical questions and prompting us
to think about the ways we are one, despite
many miles and many histories in between.

This is a project born out of a collaboration
between the Anchorage Museum and the
Arctic Art Institute, connecting artists,
institutions, and countries.

We thank the artist participants, those featured
in this journal as well as others who have been
part of collaborations and conversations, and
project advisor Marek Ranis.
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ABOUT THE ARTIST

Brian Adams is an Ifiupiaq editorial

and commercial photographer based

in Anchorage, Alaska, specializing in
environmental portraiture. His work

has been featured in both national and
international publications, and his work
documenting Alaskan Native villages has
been showcased in museums and galleries
across the US and Europe. His first book
of photography, I AM ALASKAN, was
published in October 2013 by University of
Alaska Press and his most recent book, I
AM INUIT was published in December 2017
by Benteli and the Anchorage Museum. He
continues his work on documenting Inuit
life in Alaska and the Circumpolar North.
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Brian Adams

Photographic illustration to accompa
fiction piece by Sterling HolyWhiteMc
for The New Yorker. 2021
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Brian Adams

Alice Qannik Glenn the creator of the podcast
Coffee & Quaq for High Country News. 2021

Brian Adams
Jonas Makenzie, 2015 Brian Adams
From the I AM INUIT series My cousin's bedroom in Kivalina, Alaska, 2012




Amy Meissner
Birth Weight: 8lbs, 4 0z, 2019

AMY MEISSNER

Stones, abandoned household linens,
wool yarn, nylon thread

installation dimensions vary

Photo: Brian Adams
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Amy Meissner
Shadow Self, 2019
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Abandoned/unfinished embroideries,

household linens, cotton embroidery, wool
66” Wx66” H

Photo: Brian Adams
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ABOUT THE ARTIST

Amy Meissner lives and works in
Anchorage, Alaska. She combines
traditional handwork, found objects,
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and abandoned textiles to reference the
literal, physical, and emotional work

of women. Her social practice focuses

on the potentiality and prolonging of
vulnerable objects through teaching
clothing and textile repair as an alternative
to a throwaway society. She holds
undergraduate degrees in art and textiles,
an MFA in Creative Writing, and an MA in
Critical Craft Studies.
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Amy Meissner
Sample Home, 2020

Abandoned embroidery, clothing,
household linens, wool, found objects
32”Wx36”H

Photo: Brian Adams



OPEN WATER ARCACIA JOHNSON

ARCACIA JOHNSON

Fifty expeditions to the poles, and I still get seasick every time.
The swell rocks the ship, the horizon tilts, and I know I had better
go below deck. Then I empty myself and empty myself and empty
myself until there’s nothing left inside. Then I’'m ready to go again.
Then I’'m free.

I wake up to the pounding of a fist on my door. The urgency of a
captain’s shouts that up here mean one of two things: we’ve seen a
polar bear, or the ship is going down. I tear from bed, parka over
pajamas, plunge bare feet in boots. The brass lock is still jiggling in
the captain’s grip when I swing open the door.

He’s there, leaning into my face, charismatic gap teeth. He’s the
kind of man with a too-firm handshake, who crushes strangers’

fingers in his grip.

“Pancake ice,” he grins. “You have to come outside.”

Our captain sank the largest cruise ship in
polar history. It’s one thing I like about him.
Everyone else clings to safety up here, to
clean records and to rules, but our captain
knows just how it goes down. I think about
it sometimes, the shrill ringing of the ship’s
alarm, the listing. How slow we would move,
time thrust underwater. No: when some
people say failure Ilook at our captain and
see someone who knows how to get us out
of here alive. And so there are two ways of
looking at any one thing.

Outside, the sea is a mosaic of jeweled blue
discs. Each plate of the soft, porous sea ice
is raised around the edges where it brushes
and churns against the others. They make a
sound like rustling leaves. Shhh. It’s March,
the final edge of winter, and the white peaks
of Spitsbergen circle the bays like glass.

Where the Svalbard Archipelago rises from
the sea, about halfway between Norway and
the North Pole, the Gulf Stream currents
along the west coast create a warmer climate
than anywhere else at its latitude. But sea ice
should still crush around the islands like a
jaw. It should be visible from space: the edges
of the white earth spreading and reaching
and swelling over the ocean and filling in the
spaces between every island until there is no
separation between land and sea, it all means
home and it all means sustenance and the ice
more than anything else.

The pancake ice rushes past us and drifts
apart in the dark sea. We’ve been looking for
polar bears for days and haven’t found any.
Every few hours the men who chartered the
ship come up to the bridge and ask me why
we haven’t seen them yet, and I press my eyes

to the rings of the binoculars until they feel
snow-blind, like they’ll bleed, and behind the
ship we leave a ribbon of open water.

ok

Fifty expeditions, and I've never learned to
accept confinement. My first season guiding
tourists in the Arctic, I got up at five every day
and ran tiny laps around the deck of the ship
to feel like I was getting somewhere. Every
time I saw a paying passenger I'd smile and
wave, it was my job, I was good at it. My shoes
grew slanted on one side. Some people say
that when you breathe hard, when you run,
the cells of the world around you become part
of your body.




OPEN WATER ARCACIA JOHNSON

I was running like that the day I first saw the
seaice.

I didn’t understand what I was seeing. Where
there was supposed to be a horizon of open
ocean there was, instead, a line. A white
divide, glowing through the twilight that
consumed the deck of the ship where, off
the coast of Somerset Island in the Canadian
Arctic, I stopped to catch my breath. I
squinted at the line. The clouds above it were
illuminated, a blue hush.

The light drew closer. It spread itself across
the sky. A plume of the ship’s exhaust
unfurled overhead. Then the ice was all
around us, yet we were sailing, we hadn’t
sunk, pale continents unfolded across water,
shape-shifting and infinite.

The ice was all around us. It rose and fell like
breathing, like the rise and fall of a chest.

*kksk

There are two ways of looking at any one
thing. Daisy Hildyard says we have two
bodies: the body in which we live, the one
that eats potatoes at this little galley table in
the high seas, and the one that lives in the
fields and the farms and the power plants
where they produce the plastic buttons

we switch to turn on the light, where they
generate electricity. Our bodies generate
electricity.

The onboard glaciologist says that glacier ice
is a rock. He says it’s the flow under pressure
that makes it transform from mineral into
crystal into stone. So when the icebergs drift
out to sea, when the pieces I lift from the
water grow slick in my burning hands, the
dull flame of my body heat is touching the
passage of geologic time.

The ice breaks apart in our hands.

Acacia Johnson

Untitled

Arctic National Wildlife Refuge
Alaska, 2013

Inkjet print from 4x5 color negatives
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ABOUT THE AUTHOR/ARTIST

Acacia Johnson is a photographer, artist, and
writer from Anchorage, Alaska. A graduate of
the Rhode Island School of Design, Johnson
received a Fulbright grant to Canada in 2014
and spent a winter on Baffin Island. Since
then, she has worked extensively in the Arctic
and Antarctica, telling stories about human
relationships with the natural world. Her
work is housed in many museum collections
and has been published by numerous media
outlets, including National Geographic, The
Guardian, and The New York Times. Johnson
has made over 55 expeditions to the Polar
regions for work and personal projects and in
2021 earned an MFA in Creative Writing from
the University of Virginia.

Acacia Johnson
Home or Something Like It
Alaska, 2014

Inkjet print from 4x5 color negatives

Acacia Johnson
Eagles (My Mother’s Hands)
Alaska, 2013

Inkjet print from 4x5 color negatives
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Ash Adams
Besiders, 2011

|

ABOUT THE ARTIST

Ash Adams is a photojournalist and
documentary photographer based in
Anchorage, Alaska, She works for national
and international media and work has
been featured in The New York Times,

The Guardian, The Wall Street Journal,
The Washington Post, Mother Jones,
Rolling Stone, TIME, GEO, Stern, Aljazeera
America, and other publications.

Ash Adams
Besiders, 2011




TIMO JOKELA

FINNS IN NEW ARCHANGELSK
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FINNS IN NEW
ARKHANGELSK

TIMO JOKELA

The Arctic has interested me as both an artist and a researcher, starting
in 1977 when I first heard about Alaska and Sitka. While studying art in
Helsinki, a professor presented us with an astonishing collection in the
basement storage of the National Museum of Finland. The collection
consisted of clothes and other artifacts from Native cultures from the
coastal regions of Alaska. We were amazed at how such a large and very
special collection had ended up in Finland, and our eyes were opened
to the fact that Finland, like Alaska, had belonged to the same Russian
Empire and share parallel colonial history of the North.

The collection we visited later came to be known as Etholén’s Ethnographic Alaska Collection.
Adolf Etholén, a Finn, served as the governor of a trading company in Sitka, known in those
days as New Arkhangelsk, from 1840 to 1845. Etholén compiled a significant ethnographic
collection from Alaska’s Pacific Islands and the Aleutians, which he donated to the University of
Helsinki on his return to Europe. This internationally significant collection now belongs to the
National Museum of Finland, but only some parts of it are on display at the Museum of Cultures.

Due to Finland’s historical colonial connection to the Arctic, this unique collection was
preserved in distant Finland, and it has begun to be visited by Alaskan artists, curators, culture
bearers and scientists in recent years. The Gifts from the Great Land exhibition also toured

its original locations in the United States: the Anchorage Museum of History and Art, May to
September 1992 and the Alaska State Museum, Juneau, April to October 1993.

The artifacts in the collection made an indelible impression on me. The familiar materials
resonated with my background as a member of the fishing and hunting culture of a northern
Finland village. The visual patterns stayed in my mind and later inspired my art. I have not yet
visited Sitka, but I hope to get there someday. Nevertheless, Sitka is relevant to my interest in
Arctic cultures and art. Experiencing the visual power and mysterious origins of the artifacts in
that collection led me to visiting Alaska and Russia and the eastern parts of Siberia.

Timo Jokela

Sytola River landscape in
Syktyvkar, Komi Republic,
Russia, 2013

Photo by Timo Jokela




Anna Hoover
Still from The Last Walk, 2017

written and directed by Anna Hoover
fifteen minute fiction film

(bottom)
Still from Man from Kanatak, 2019

written and directed by Anna Hoover
twenty five minute documentary film




(below left) (next page right)

Lebron and Toby peer into a There are at least 144 communities in Alaska

steambath that is nearly falling into threatened by erosion, permafrost melt, and/

the Ninglick River. Newtok is losing or flooding. Over the past several decades,

an estimated 70 feet of land per Newtok has lost more than one and a half

year to erosion. miles of land. On this image Newtok residents

Newtok, July 2020 sketched their memories of bird hunting,
gathering grass, picking berries, and playing
on the land before it disappeared.

KATIE BASILE

(below right)

Jasmin Kassaiuli plays hide-and-
seek near the newly constructed
village of Mertarvik.

Mertarvik, July 2020

DEAR NEWTOK

KATIE BASILE DEAR NEWTOK IS AN AUDIO/VISUAL ADVICE “COLUMN" PRODUCED BY
RESIDENTS OF THE YUKON-KUSKOKWIM DELTA IN SOUTHWEST ALASKA,
ONE OF THE FIRST REGIONS IN THE U.S. TO EXPERIENCE FORCED
RELOCATION DUE TO THE CLIMATE CRISIS.

THIS CHAPTER OF THE PROJECT FOCUSES ON THE YUP'IK VILLAGE

OF NEWTOK WHERE THE SHORELINE IS RAPIDLY ERODING AS A RESULT
OF MELTING PERMAFROST AND AN INCREASE IN STORM SURGES. THE
COMMUNITY IS RELOCATING TO THE NEWLY CONSTRUCTED VILLAGE OF
MERTARVIK, NINE MILES AWAY.

USING WORDS AND IMAGES, DEAR NEWTOK OFFERS ADVICE AND
INSIGHT ON ADAPTING TO A CHANGING WORLD.




KATIE BASILE

DEAR NEWTOK

A young boy flies over an abandoned
dryer on the eroding banks of the
Ninglick River in Newtok.

Newtok, September 2018

]

ABOUT THE ARTIST

Katie Basile is a photojournalist,
documentary photographer and
filmmaker with a focus on her home,
the Yukon-Kuskokwim Delta region
of Alaska. Katie began her career as

a teaching artist and has more than a
decade of experience collaborating on
multimedia stories with rural Alaskan
youth. From Yup’ik kayak building to
the high teacher turnover rate, youth-
led storytelling continues to expand
Katie’s understanding of traditional and

contemporary rural Alaska. She recently

directed the award-winning short film
“To Keep as One” in collaboration with
the Newtok Village Council. She lives in
Bethel, Alaska.

Sonya Kelliher-Combs
Burgundy Slip, 2017

Acrylic polymer, cotton fabric, nylon thread, steel pin
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SONYA KELIHER-COMBS
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Sonya Kelliher-Combs
Tangerine Walrus Family
Portrait, 2018

Acrylic polymer, paper, poucupine quill

Sonya Kelliher-Combs
Lemon Walrus Family Portrait,
2013

Acrylic polymer, paper, nylon thread,
walrus stomach

|
ABOUT THE ARTIST

Sonya Kelliher-Combs
Mark, Polar Bear and Walrus,
2018

Polar bear hide, acylic polymer,

cotton and nylon fabric
Collection of the Anchorage Museum

Sonya Kelliher-Combs
Grey Curl, 2013

Acylic polymer, caribou hair, steel pin

is an artist of Ifiupiaq from the North Slope
of Alaska, Athabascan from Interior Alaska,
German, and Irish descent. Kelliher-Combs
strives to create work through a contemporary
lens that addresses the importance of
traditional knowledge and carries cultural
traditions and values of her people, including
respect for land, animals, sea and fellow
humans. Her experience with traditional
women’s work has taught her to appreciate
the intimacy of intergenerational knowledge

and material histories. She draws from
historical, familial, and cultural symbolism

to form imagery that speaks about abuse,
marginalization, and the historical and
contemporary struggles of Indigenous peoples.
Kelliher-Combs received a BFA from University
of Alaska, Fairbanks, and an MFA from Arizona
State University. She lives and works in

Anchorage, Alaska.
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The Anchorage I\_/‘I‘us__e-ur_n:%‘ni-nma_m’a _DeE+nena, Myszen AHkopuaxa Haxo,g_,iv& A Ha POAVHE KOPEHHOro

or Dena’ina homelan — :‘-‘f’;:_"" = " Hapopga TaHauHa. - 1
“We, the Indigenous Peoples of the Nmeria, and «Mbl, KOPEHHbIE Hapoab! Cgs_%pa, Cubupu n lansHero
Far East of the Russian Fe_rier;a_tTcJ_n, believe that the BocTtoka Poccunckoun ﬂJe.qépa_l_.mu, cyuTaeM, 4YTo
Air, the Land, and Water are b_l_e'sséd; Nature is the bnarocnoeeHHbl Bo3gyx, 3emns v Boga; Mpupoaa
source of life, Man is but a drop in the whirlpool of - UETOMHMK XXM3HU, Yes0BeK - Anlb Kanns B
life; The river of time is but all"_‘éfl'éction of the past, BO/J0BOPOTE XWU3HK; Peka BPEMeHM - BCero nuilb
present, and future and that how our ancestors oTpa>keHue npowsoro, HacToswero u byaywero, n
. lived in the past is how we now live and how our MMEHHO TaK Haww lNpeaky XXWan B NPOLWSIOM - 3T0 TO,
offspring will live in the future.”-RAIPON Charter KaK Mbl XXMBEM cenyvac 1 KaK Hawwv aetu byayT xuTb

B bygywem» - 3 yctaBa Accouuaunm KopeHHbIX
MasnoYmcneHHbIx Hapogos Cesepa, Cubnpu n
DansHero BocToka Poceuickon Qenepaunu
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JIeIHUKOBBIE
I TPUXHU

XXYPHAJ MY3ESl AHKOPUAXXA, NOCBALWEHHbLIA TBOPYECKOMY
N KPUTUHECKOMY MBIUJIEHUIO, A TAKXXE UAEAM NPOLLSIOro,
HACTOSALLEro U BYAYLWEro CEBEPHbIX PETUOHOB.

JlegHukoBble wTpuxu (chatter marks) — aTo psag ToHkux boposg
Ha ropHou nopoge B popMe nosiymecsua, NpoYepyYeHHbIX MeckoMm

M rpaBueM, yHeceHHbIMU negHnkoM. CylwecTBoBaBlWME UCMOKOH
BEKOB JIe4HUKM MUpa coKpawawTcAa unv Boobue ncyesawT no
Mepe Toro, Kak CerogHs tenneet knumaTt. BHumaTenoHo Habnwogas
3a cfiegaMun BeKOBbIX M3MEHEHUW NMPUPOAbLI, Mbl 3aMETUM, YTO OHa

MO>XXeT noackasaTtb TO, 4TO I'IpOIA30I;1,E|,ET C HaMu 3aBTpa.



B 3TOM Bbinycke uccnenywTCca CBA3UM Me>XXAy MecToM U NloabMuU, Mexxay Ansckon
u Poccuen. 3To coTpyaHuyecTso me>kay Myseem AHkopua>ka u ApKTU4HECKUM

Igor Samolet
Herbarium, 2013-2017

MHCTUTYTOM UckyccTB B ApxaHrenbcke, Poccusa. AHkopuadk B CUIA n ApxaHrenbck

B Poccum - ropoga c 0AMHaKOBbLIM HacesieHMeM U WUPOTOMN.

XYA0XHUKU NEPEBOA,

KEWTU BENCUN MAPUA PYYLEBASA

CEPTEV XUrANbLOB EBFEHWSA TAHACEAYYK

COHS KESISIMXEP-KOMBC EKATEPUHA WAPOBA

3MU MEUCCHEP

OAPbS OPJIOBA KOHCYJIbTAHT

YNbSHA NOAKOPbITOBA MAPEK PAHUC

WUrOPb CAMOJIET

AHHA XYBEP NAPTHEPBI MPOEKTA

3w 34AMC MY3EWN AHKOPUOXA, OXYUE OEKEP
BEPANAH 3AMC APKTUYECKUWN MHCTUTYT UCKYCCTB,
YCTUHA SIKOBJIEBA EKATEPWUHA WAPOBA

ABTOPbI CTATEN
EBFEHWA APBYTAEBA
APKACWS OXOHCOH
TUMO NOKENA
HWKOJAM CMUPHOB
EKATEPUHA WAPOBA
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YeTBepThlii BHIMYCK XypHana “JlemoBbie mrpuxu” duzaiinep - Kapen Jlapcen mis Myses AHKopumKa
Tlpu yacTruHol mognepxkke HaroHanbHOTO 9HAayMeHT-(HOHIA NCKYCCTB
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Daria Orlova

Trees with a Big Heart,
Apatity, Russia, 2015
Performance



INTRODUCTION

AJISICKA, ALYASKA

~Political Cartoon Of 1871 Russia,
A Bear Faced transaction-Unclgg | {
to see you. Give us your paw, biit/don't be too friendly. Yoi
squeezed a leetle too hard in that Alaska matter.'

Courtesy of Getty Images, Bettman Collection

KOHTEKCT U UCTOPUU

Ansicka - 3To ABYCTOPOHHEE 3epKano, CKBO3b
KoTopoe Poccus n CLWIA cMoTpAT Apyr Ha apyra
Ha npoTsxeHun bonee 150 net Yyepes bepuHros
NponuvBe, WWpPUHa KOTOPOro cocTaBnsieT Bcero 55
MUNb B caMOM y3koM MecTe. o HeMy npoxoauT
JIMHUSA nepeMeHsbl AaT, co3gasas 20-4acoByto
pa3Huuy Bo BpemeHu. C Tex nop kak CWA kynunu
y Poccum Ansacky B 1867 roay, nx obreguHset
UCTOPUSA, PENUIUA, KTUMaT U naHgwasT, a
pasgensieT NoNUTUKA, A3bIK U faXKe BPeMS:
cerogHs B Ansicke - 310 3aBTpa B banxanwem

pervoHe Poccuu.

CoeaunHeHHble WTaTbl AMepuku npuobpenu
no4Tn 600 000 kBagpaTHbIX MUMb MO LEHe
MeHee ABYX LEeHTOB 3a akp. [poTuBHUKHM
NOKYNKu ANACKW YNOPHO Ha3blBanu ee
«npuxoTbio Cbloapaa», «X0no0AUIbHUKOM
Cbloapga» u «NMTOMHUKOM benbix MeaBenen»
BMNoTb Ao 1896 roga, Koraa oTkpbiTHE
30/10TOr0 MecTopoXxaenus B Knonganke
ybeguno paxke caMbix CypoBbIX CKENTUKOB B
ToM, 4To Ansicka bbina LeHHbIM 40NOSIHEHNEM

K amepukaHckoun TeppuTopun. KoHBeHuus ob
ycTynke Ansicku, nognvcaHHas uMnepaTopoMm
AnekcaHgpoM ll, ctana opuumnanbHbIM
[0roBOpOM 0 nokynke Anscku. B ToT nepuog
poccumnckas Tepputopus beina orpoMHou, n ans
uMnepartopa Anscka bbina npocTo y4acTkoM Ha

apyrov ctopoHe BepuHroea nponusa.

Poccus 3anaBuna o cBoux npaBax Ha Anscky
B 1770-x rogax, 3aBnages ee nobepexbeM.
OcHoBHbIM MHTEpecoM ans Poccuu beina
nywHuHa. KopeHHoe HaceneHue - yHaHraH"
- 4acTo Mcnonb30Banoch B kayecTee pabos

ANA 0X0Tbl HA MOPCKOro NywHoro 3eseps

poccuUncKMMK Kynuamu npu noanepixke
poccurckoro npasutenscTea. [lpumepHo 80
NpoOLEeHTOB HACeNeHns yHaHran" ymepno ot
HoBbIX BonesHen, He obnagas UMMyHUTETOM
npoTtuB Hux. Pycckune nepebpanuck B Kagbsk, He
ny4wnm obpasom obpauasck ¢ HapoAOM KOHMar,
3aTEM Ha 0ro-BoCTOK ANSICKM, rAe TAUHKUTBI

BEJ<IM C HUMU BOWHY BNoTh Ao 1850-x rogos.

Poccunckune npegaHus ykasbiBaloT Ha

TO, YTO poCCUMICKOe oCcBOEHWe Ansicku
npeawecTsoBano oTKpbITMAM Butyca bepuHra
B 1741 rogy. Mo kpanHe mepe, Tpn MecTa Ha
Ansicke cYATaOTCH 4PEBHUMU POCCUNCKUMHU
nocenexHvsamMn. HecmoTps Ha nepegady CIIA
npaBa cobcTBeHHOCTH Ha ANACKyY NO 4OroBopY,
poccuickoe NpucyTCTBME NPoOA0SIXKaNo
ocTaBaTbCH 3HAYUTESIbHBIM, B HAaCTHOCTH,
reorpaduyeckune Ha3BaHusA, pycckas
npaBocnaBHas apxutekTypa. bnusocTtb u

NUCTOpUA oWylWwarnTCA U CerogHs.

MepBble pycckue NnpaBoC/iaBHbIE MUCCUOHEPDI
npubeinu Ha Ansicky B 1794 rogy. o atoro
pycckue TOproBubl NYWHUHOW NPUBHECU
3/1IEMEHTbI XpUCTUAHCTBA B XXM3Hb KOPEHHOr 0
HaceneHusa Ansicku. B CankT-lMeTepbypre
uMnepaTtop 3anpeTun nioxoe obpawexue

C KOPEeHHbIM HaceneHneM Ansicku,

0HaKO TOProBLbl MEXaMW HE BbINOJSTHANN
uMnepaTopckue ykasbl. Ha Tepputopum Ansicku
A0 cux nop pacnonoxeHo bonee 30 pycckux
npaBoCfaBHbIX XPaMOB, WeCTb N3 KOTOPbIX
OTHECEHbI K rocy4apCcTBEHHbIM UCTOPUYECKUM

namaTHMKaMm CLIA.

N3o0bpaxkeHus ns doHooB My3es AHKopuaa:

CraTtyto AnekcaHgpa AHgpeesuya bapaHoBa

B ropoge Cutka (wtat Ansicka) nepeHecnu

Ha HoBoe MecTo B 2020 rogy B CBA3U C
npotectamu Ha doHe bopbbbl c NnaMATHUKaMM,
KOTOpble 0TPa>XkaloT KOJIOHWasbHYI0 UCTOPUIO,
WAE0SIOMMN U YTHETEHME KOPEHHbIX HAapOA0B.
MNpubbiB Ha Ansacky B koHue XVIII Beka, bapaHoB
ocHoBan ¢opT Ha ocTpoBe CuTka, KoTopbIn

BbINT YHUYTOXKEH TSIMHKUTaMMU TpU roaa cnycrs.
OH HaHec OTBETHbIV yAap MNo TAIMHKUTaM KfaHa
Kukc.anu B butee y popta B 1804 roay. lNocne
HECKONbKWUX OHEN COMPOTUBEHUS, UCTOWMB
3anacsbl nopoxa, Kvukc.agu bbinv BeIHYXXAEHbI
YTV Ha BOCTOYHYIO YacTb ocTpoBa. bapaHos
ocHoBasn Hebonbly KOIOHMIO Ha TOW
TeppuTopun - HoBoapxaHrenbck, CTaBWUA NOTOM
LeHTpoM CUTKM ¥ aAMUHUCTPATUBHBLIM LLEHTPOM
poccumnckux BnageHun B CesepHon AMepuke Ao

npogaxu Ansickn CoegnHeHHbiM llTaTam.

B nepvog naeonorn4eckoro NpoTUBOCTOAHUSA
- xonogHou BovHbl Mexay CWA n CCCP c
1947 no 1991 rop - obwecTBo 0xBaTWUN CTpax
nepeg WNUoHa>XeM 1 yrpo3oM s4epHOM BOWHbI.
B My3bikanbHbIx NpovM3BeaeHusx, dunbmax,
KHUrax, Ha TefieBUAEHUN U Opyrux cpegcreax
MaccoBoW MHGopMauumn nsobpaxancsa
Nnossipu30BaHHbIA U onacHbiv Mup. Camoe
KopoTkoe paccTtosHue mexay CIIA n CCCP
bbino 4epes CeBepHbIN Nonoc, noaToMy Ansicka
oKasanachb Ha NnepefoBOW X0JI04HON BOWHBI,
KOTOpas conpoBoXganacb HapawmnBaHMem
BOEHHOI0 NPUCYTCTBUS U TOHKOW BOOPY>XKEHWUN.
CoTHM BOEHHbIX 0bbekToB bbiniv NoCcTpoeHs.!
CWA Ha Ansicke. Temnbl bbnn HacTonbko
CTPEMUTESNbHBIMU, YTO CTPOUTESNILCTBO
HEKOTOPbIX BOEHHbIX COOPY>XXEHWI
npekpauanock, Kak TofIbKO CTaHOBMacCh
04EeBUAHOM UX HEHYXKHOCTb A0 3aBEPLIEHUS.
Bonee nonoBuHbLI BCEX OMepauui No nepexsaty
COBETCKUX CaMoJIeTOB C BOEHHbIX ba3 Ha

Ansicke coBepuweHbl B 1980-e rogbl.

MapaHonsa n BpaxkgebHocTb ¢ obenx cTopoH
npvBenu K NoJSIHOMY 3akpbITuio Hebonbworo
y4acTka rpaHuubl mexay Coetckum Coo3om
n CIWIA nocpeau bepuHrosa nponuesa Mmexxay
ocTpoBamu [ivomuga. Becero nuwb 2,4 Munu
oTAEeNnsAwT poccuickun bonbwon Onomng

oT amepukaHckoro Manoro uomuga. ToT
MWIMTapU30BaHHbIW YHaCTOK rPaHuULLbl NONyYun
Ha3BaHWe «JieJ0Bbl 3aHaBec». PerynspHoro
nacca>upcKoro BoO34yWHOro UM MOpPCKoOro
coobuweHns He bbino. CeMbu KOPEHHbIX
XXWUTenen, UMeBlWME POACTBEHHUKOB MO Ty
CTOpPOHY NponnBa, 0Ka3annucb 0TOPBaHHbLIMU
Apyr ot gpyra. HecmoTtpsa Ha Bo3obHoBneHue
YacTHbIX Noe3[0kK Yyepes3 bepuHros nponus

B 1990-x rogax, no cux nop TpebyiTcsa
cneymnasnbHble paspeweHnsa 0T aMEPUKAHCKUX U

pOCCUMMCKUX BracTen.

Mo Mepe yny4wWweHnsa NosIMTUHECKUX OTHOWEHUN
mexxay CoetckuM Coto3oM n CoegMHEHHBIMU
Wtatamu B KoHue 1980-x rogos Ansicka ogHoON
13 nepBbiX NOYyBCTBOBAasa «MnoTenseHne»

B X0si04HOM BovHe. 6 aBrycta 1989 roga no
nyTv Ha aBuawoy B KaHagy aBa nctpebutens
MWUIr-29 n TpaHcnopTHbIM camoneTt AH-225
npuseMmnunuch Ha aBnabase 3nbMeHaopd noa
AHkopua>keM Ans gosanpaBku. Bnepsble co
BpeMeH BTopon MMpoBOW BOWHbI COBETCKUMA

BOEHHbIW caMoneT npusemMnuincad Ha Anscke.

lMoMuMo xonogHoM BovHbI, ANACKY U CeBEpHbIe
pervoHbl Poccum obbegmHAeT noHATME xonoga.
Xonopn Ha Ansicke 1 B Poccum - 3To He NpocTo
dnsnyeckoe siBNEHNE, @ UICTOPUYECKOE,
KYynbTypHO-MUdonornyeckoe noHsatTue. B Cubupu
1 Ha Ansicke Noau Hay4MnuCb aganTMpoBaTbCs
1 bnarononyyHo X1Tb B CYPOBbIX apKTUHECKUX
ycnoBuax. Ha HaceneHHbIX TeppuTopusax
Ansicku u ceBepa Poccuu 3agukcmnpoBaHsbl
caMble HU3KWe TemMnepaTypbl BO3gyxa Ha
3emne. Xonoa, K KOTOPOMY OTHOCATCSA Kak

C yBaXKEHWUEM, TaK U C COXaneHueMm, nuTaet

MOEHTMYHOCTb 0bonx PEervoHoB.

NaHpwa¢Ttel Ansickv u Cubupu npencTaBneHbl
bopeanbHbIMK lecaMu - 3To caMbin bonbwon
HaseMHbIn broM B MMpe, cocTaBnsaowmn 29
NMPpOLEHTOB JIECHOIr0 NOKPOBA Ha NniaHeTe.
MponspacTas Ha HECKOJIbKUX KOHTUHEHTax

1 BO MHOTUX cTpaHax, bopeanbHbie neca
UrpalT BaXKHYH0 posib B pPEryiMpoBaHuu
KnuMaTa u buopasHoobpasusa nnaHetsl. B
Poccun bopeanbHble neca Ha3biBalOT Taurou.
BopeanbHbie neca nokpbiBaloT bonbwyo YacTb
MaTepukoBon KaHaabl n Anscku, bonbwyto 4actb
Weeuun, QuHnsHAUM M MaTepukoBon Hopeerum,

obwrpHble TeppuTopun B Poccum u cesept

Ice Pack
Barrow residents ride a sled drawn by a snowmag
the Soviet ice-breaking cargo ship Vladimir Ars
a path through the ice pack off Point Barrow d
California gray whales rescue in October 1988

Photograph by Bill Roth/Anchorage Daily News/MCT via

pernoHbl KazaxctaHa, MoHronum n AnoHuu.
Ha npoTa>XXeHun TbICSY N1eT KOPEHHbIe

HapoA4bl XWM Ha OBYX KOHTUHEHTaXx, cenyac
HasbiBaeMbix Poccuen n CIIA. Ha npoTsaxxeHun
TbICSY JIET KOPEHHbIE HapoAdbl No obe cTopoHbI
BepuHrosa nponvea cBobogHo nepecekanu
ero Ha nogkax, 0bTAHYTbIX WKypaMy1 MOpPXXEW,
A1 0XOTbl HA MOPCKUX XXUBOTHbIX M BUSUTOB
K pogcTBeHHukaM. B 1938 rogy coBeTckoe
npaBuTeNbLCTBO 0OULMANBbHO NPU3HaNo
NpaBOMEpPHOCTb NepecevYeHnss Mex,ayHapoaHon
[eMapKauMoHHOW JIMHUKM NpeacTaBUTENAMU
KOPEHHbIX HapooB, noTpeboBaB OT HUX NULLb
yBeAOMIEHUS NOrpaHuyHbIX cny>xb. B cBA3un

C yXyOlWeHneM oTHoweHun mexay CoBeTckum
Coto3om 1 CLIA nocne Bropon MypoBov BOWHbI
npasuTenbcTBa 0benx cTpaH 3akpbin 3TOT
y4acTOK rpaHuLbl 4718 YacTHbIX BUSUTOB.
Mocne pacnaga Cosetckoro Cowo3sa
aMepuKaHCK1e N pOCCMUCKWE BAIACTM NPUHSNN
peweHue ob ycTaHOBNEHUN NOPOLHEHHbIX CBA3EN
Me>XAy HauuoHasbHbIM NapKoM Ha TEPPUTOPUK
YykoTku B Poccuu 1 4ByMsa HauMoHanbHbIMU
napkamu Ha Ansicke — HauuoHasibHbIM NapKoM
«Mbic Kpy3eHWTepH» 1 HaLMoHabHbIM

3anoBegHUKOM « EEPVIHFOB MOCT»,

COBPEMEHHOCTb

CerogHs BegeTcs obcy>xaeHve HoBbIX CBA3EN,
HECMOTPS Ha yBESIMYEHUE BOEHHOI0 NPUCYTCTBUS
B ApKTuKe. B Te4eHne MHoOrux neT BegyTcs, B
YaCTHOCTM, AUCKYCCUMN O TPAHCKOHTUHEHTasTbHOW
>kenesHou gopore 4yepes bepuHros nponus. B
pamMkax npoekTa npegnosiaraeTcsi CTPOMTENLCTBO
>KenesHown Aoporu NpoTs>XeHHocThio bonee 5000
MWnb, KOTopas coeguHuT CeBepHyo AMepuky

c Poccuen u Asnen 4epes AnAcky, a Takxe
TOHHensi nog bepyHroBbIM NPOSIMBOM A4SIMHOW B

60 Munb.

Monopexb, N0AN UCKYCCTBA, KOPEHHbIE
coobuecTBa v MHOrMe gpyrve 3avHTEpecoBaHbl
B NpeoAosieHnn NoMTUYECKMX Nperpaga,
pasgenswownx niohen u Mmecto, obbeanHeHb!
0bwWwmM cTpemMneHmeM K MUPHOMY U
ycTonunsomy byaywemy ans ceBepHbIX
pervoHoB. IaMeHeHue KiMMaTa CTaBUT HOBble
3apa4u: No CoBMECTHOM paboTe pasHbix

CTPaH 1 Mo YCTaHOBJIEHUIO CBA3EW MeXay
naHpgwadTtamu. Begb bopeanbHbie neca, TasHve
MOPCKMWX NbA0B W MNOBbIWEHUE YPOBHSA MOpPS
CBSA3aHbl HE C FPaH1LLaMU UM NPEMUSMH,

a c NpoAoBoSIbCTBEHHOW BesonacHocTbio,
BbI>KMBaAHWEM JO4EN U XXUBOTHbIX, BAUSIIOT Ha
bynywee MmupoBoro coobulecTBa, a He TOJIbKO

ApKTWYecKOoro peruoHa.

MbI HageeMcs, YTO AaHHbIN NpoekT BHecCeT
CBOW BKJ1aj B UCCenoBaHus cTepeoTuvnoB

n I'Ipe,D,CTaBHEHVIl;I, NMOMO>XXEeT NoCTaBUTb
3Ha4YnMble BOMNPOChl U MOPa3MbIWIATbL O TOM, B
4YeM Mbl e UHbl, HECMOTpPA Ha reorpa¢MHeCKme

paccTosHUSA MeXAy HaMy U pasHULy B UCTOPUMN.

[aHHbIM NpoeKT NoABMACSA B pe3ynbTaTe
COTpYAHU4ecTBa MexXAy My3eeM AHkopuaxKa u
ApkTtuyeckum Qopymom MckyccTs, obbeauHus

NOAEN UCKYCCTBA, YYPEXAEHUS U CTPaHBI.

MbI Bbipa>XkaeM brnarogapHoCTb Xy40XKHUKaM,
y4acTBOBaBIWWM B MPOEKTe, Kak
npeacTaBfieHHbIM B faHHOM XYpHarne, Tak

W TeM, KTO BHEC BKJ1ag B COTPYAHUYECTBO U
obcy>xaeHus, a Tak>Ke KOHCYSIbTaHTY NpoekTa
Mapeky PaHucy.
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from Moscow State Pedagogical
University (Graphics Faculty,
2009) and in the same year
graduated from the Institute

of Contemporary Art, Moscow.
Ustina was resident in
Gridchinhall residency, NCCA
residency in Kronstadt, Zarya
residency in Vladivostok, Vyksa
AiR in Vyksa, Russia, and PROGR
residency in Bern, Switzerland,
Garage residency in Moscow.

Ustina Yakovleva
Prototype III, 2020
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Photo print, beads and monothread
on linen, 165 x 230 cm
Photo: Yackov Petchenin

" Untitled, 2019 :
From'the series Embroideries’
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Untitled, 2020 ._F- riomig}
Photo print, beads and monothread
on linen, 165 x 230 cm
Photo: Anastasia Soboleva / Spasibo Studio

Ustina Yakovleva

~ Untitled, 2019
From the series Chakola

Beads and mono thread on photo print, ~
10x15cm
Photo courtesy of the artist
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Ulyana Podkorytova
Portrait of the artist in the landscape
Nyonoksa, Arkhangelsk region, 2020

Part of the artist residency Maryin Dom/the Living North, project of Arctic Art Institute
Photo: Anna Zlotko
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ABOUT THE ARTIST

Ulyana Podkorytova is a Moscow-based
multidisciplinary artist. She received a
degree in Graphic Arts from the Moscow
State University of Printing Arts and
studied with Natalia Pshenichnikova

at the Voice Laboratory of the Theatre
Institute. She also took Olga Tsvetkova
and Alexandra Denisova’s DANCE/DOC
masterclass in acting and graduated
from the Rodchenko Art School,

where she studied video art with Kirill
Preobrazhensky. Her work has been part of
numerous festivals and solo exhibitions.

Ulyana Podkorytova

Untitled

Arkhangelsk, 2020

Part of exhibition Be what doesn't happen.

Commissioned for IV Arctic Art Forum
Photo: Pavel Smirnov
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HYPERBOREA:

HYPERBOREA:
Stories from the
Russian Arctic

EVGENIA ARBUGAEVA

Photograph by Evgenia Arbugaeva

People say that once you have the Arctic in
your system, it will always be calling you.

I spent my childhood running about the
tundra and watching the northern lights as

I walked to school in the polar night, the
poetic name for the two months of darkness
that’s not just winter here but also a state of
mind. I left my hometown of Tiksi, a remote
seaport on the shore of Russia’s Laptev Sea,
years ago to live in big cities and different
countries. But the Arctic has been calling me
back. I crave its isolation and slower pace

of life. In this frozen northern landscape,
my imagination flies like the wind, with no
obstacles. Every object becomes symbolic,
every shade of color meaningful. I am my
real self only when I am here.

It’s much the same for those I photograph.
Sometimes I think their stories are like
chapters in a book, each revealing a different
dream but each also connected to a love of this
land. There’s the hermit who imagines he’s
living on a vessel at sea, and the young woman
who dreamed of living with her beloved at the
edge of the world. Then there’s the community
that’s keeping its past and future alive as its

Photograph by Evgenia Arbugaeva

members follow the traditions and retell the
myths of their ancestors. And finally there’s
the old Soviet dream of polar exploration
and conquest. Each dream has its own color
palette and atmosphere. Each person who is
here is here for a reason.

The first dream belongs to Vyacheslav
Korotki. He was the longtime chief of the
Khodovarikha Meteorological Station on an
isolated peninsula on the Barents Sea—a
slender, barren spit of land that, Korotki
says, feels like a ship. When I first met him,
ILinstantly recognized his tarpaulin jacket,
the kind all men wore back in Soviet times
in my hometown. He is what is known as
apolyarnik—a specialist of the polar north—
and has dedicated his life to work in the
Arctic. He still helps report the weather.
Outside the station I could hear ice shifting
and grinding and the wind making the radio
wires whistle. Inside it was quiet, with only
Korotki’s footsteps and a squeaking door
marking the passage of time. Every three
hours he'd leave, then return, muttering
observations to himself—*“Wind south
southwest, 12 meters per second, gusts up
to 18 meters, getting stronger, pressure falls,
snowstorm is coming”—which he would
then report over a crackling old radio to a
person he has never seen.

One day I felt sad, the polar night causing
my thoughts to run in chaotic directions. I
came to Korotki with a cup of tea and asked

how he could live here, alone, every day
the same. He told me: “You have too many
expectations, and I guess it’s normal. But
every day is not the same here. Look, today

you saw the bright aurora borealis and a very

rare phenomenon of thin ice covering the sea.

Wasn't it great to see the stars tonight, after
they were hiding from us behind the clouds
for over a week?” I felt guilty for gazing too
much inside of myself, forgetting to observe
outside. From then on I became all eyes.

One month I lived with a young couple,
Evgenia Kostikova and Ivan Sivkov, who were
collecting meteorological data at another
frozen edge of Russia. Kostikova had asked
her beloved Sivkov to join her up north

after their first year together in a Siberian
city. They monitored the weather, chopped
wood, cooked, tended the lighthouse, and
looked after each other. For medical help
they relied only on a distant helicopter,

but it could be delayed for weeks in rough
weather. Kostikova called her mother almost
every day, but as there was little news to
report, she’d often ask her mother to leave
the phone on speaker and to go about her
housework. Kostikova would just sit and
listen to the sounds of her faraway home.

Perhaps partly because of their isolation,
the 300 Chukchi in the village of Enurmino
have kept their traditions, living off the
land and sea as their ancestors did, hewing
to the same myths and legends passed

through the generations. It is an honor to

be a hunter, and the villagers follow federal
and international quotas as they hunt for
walrus and whale to sustain their community
through the long winters. Not far from
Enurmino, I spent two weeks in a wooden hut
with a scientist who was studying walruses.
We were trapped inside for three of those
days, careful not to set off a panic among the
estimated 100,000 walruses that had hauled
out around us, their movements and fighting
shaking our hut.

The dream of Soviet greatness is covered in
frost in Dikson, on the shore of the Kara Sea.
During its heyday in the 1980s it was called
the capital of the Russian Arctic, but since the
demise of the U.S.S.R. it has become almost a
ghost town. Perhaps there will be new towns
as the region warms, but it pains me to see
the failure of human effort on such a scale.

During my first weeks I was disappointed
with the photos I shot in Dikson’s endless
darkness, but then the aurora borealis
suddenly exploded in the sky, coloring
everything in neon hues for several hours.
Cast in a green light, a monument to soldiers
looked like Frankenstein’s monster, who,
after all, at the end of Mary Shelley’s book,
escaped to the isolation of the Arctic. Then
the aurora faded, and the town started to
slowly disappear back into darkness until
finally it was invisible.
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The concept of geoculture was formulated by Immanuel Wallerstein
and attributes the location of sovereignty (linked culture and territory)
to the modern era. The unified liberal geoculture finds itselfin a
systemic crisis, reflecting the current state of affairs in the modern
capitalist world system. A diagnostician and critic, Wallerstein did
not offer a positive solution, though. This is only logical, given the
hierarchical nature of Wallerstein’s ontology: Using the dynamics
of a center-periphery model, the world-systems analysis describes
things with complete determination. One possible way out of this
methodological impasse is to reinterpret the concept of geoculture,
in particular, in terms of flat ontology, as an ongoing process.

The abandoned Chukchi village of
Nunyamo. Spatially, its Geoculture
1is represented by three layers: in
the foreground, in the place of the
authentic settlement, lie the remains
of whale; in the middle there are ruins
of the Soviet national village; and in
the background are the silhouettes of
modern houses, used by seal-hunters
as watch points and temporary
storages.

Photo courtesy of the author.

“Arctic slums”. Inhabited by
the Nenets in the village of
Tukhard (Taimyr), they stand
amid engineering facilities and
industrial wastes.

Photo courtesy of the author.

The abandoned ruins of Soviet military
settlements can be found in every
Russian Arctic area. The mass exodus
was followed by ruining of Geoculture 2
in the mid-1990s.

Photo courtesy of the author.

Our interpretation of geocultures is that

of self-organizing systems or ontogenesis
in Simondon's theory, where the dynamic
properties of matter produce a set of
complex relationships and singularities,
which sometimes leads to the creation

of new, unique events, but more often to
repeated orders and practices. The material
is understood here as a sophisticated

agent surface, which brings into being
memory, images, ruins, processes, people,
objects. This is where are continuous
processes of geocultural individuation occur
through composition and decomposition.
Geoculture itself is an event-space, a place
of individuation on a material surface. Two
modes are important in this process - the
recurrence of similar orders and practices
(cliches in Deleuze's theory) and the
emergence of new, unique relationships
and singularities. Flat ontology does not
exclude identity altogether, but perceives it
as a permanent entity, turning geoculture
into a work of art, a result of “complicity
with anonymous materials.”* Geocultural
analysis deals with emerging patterns and
the relationships they form.

Three recurring orders have been identified
as a result of our expeditions to Taimyr
(Dudinka, Tukhard village, Tukhard
tundra) and Chukotka (Anadyr, Providence,
Lavrentyia, Uelen). Associated with different
waves of colonization, these orders have
formed similar material forms, traditions
and cultures in different parts of the Arctic
that exist in a variety of the forms including
ruins, memories, active environments,
revived customs, everyday practices or new
processes, mixed in a variety of ways.

These cliched orders are:

1 Geoculture of the Indigenous peoples
of the Arctic

2 Geoculture of permanent settlements
of Soviet colonization

3 Post-Soviet neoliberal Geoculture
with the rhetoric of traditions

! Reza Negaristani. Cyclonopedia: Complicity with anonymous
materials: Lighting Source Inc, 2008
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Geoculture 1
(indigenous peoples of the Arctic)

The forms of this geoculture emerged as a
result of long and numerous colonizations. In
Chukotka for example, Paleoasiatic, Eskimo
and Chukchi periods are distinguished. It

is important to emphasize the depth of

this horizon and the fact that disciplinary
knowledge about it first took shape in the late
19th-20th centuries, within what Edward Said
referred to as “secular order of disciplinary
methodologists.” Long and diverse, each
period had been accumulating itself in the
form of a generalized “Indigenous culture”
with some important divisions inside.

The analysis of Geoculture 1 has revealed

its most essential features, the first one

being the nomadism, the second defining it

as a geoculture of eternal presence (in the
definition given by Levi-Strauss), not a sign,
and the third exposing its highly hybrid nature.

As a result of Soviet modernization, when
traditional identities were being reforged
the Soviet identities, many nomadic forms
of existence were replaced by sedentary. The
market economy hit reindeer husbandry

the hardest, having devastated it almost
completely in the 1990s. The return to
traditional subsistence took place in the
2000s took place against the backdrop of the
collapsing non-traditional forms of economic
management and the need for survival.

Geoculture 2

(permanent settlements of Soviet colonization)

The Soviet era has left a deep mark on the
Arctic by giving rise to a new singularity in
the form of permanent settlements and cities
(Geoculture 2) and transforming Geoculture
1. Swept by the wave of Soviet influence,

the Arctic became exposed to the realities

it never knew before — cultural outreach
houses, Northern Sea Route ports, civic
centers, national settlement, military units,
communication devices, shift camps, and
penal camps.

Geoculture 3
(post-Soviet neoliberal geoculture
with the rhetoric of traditions)

The latest wave of colonization operates
largely on a symbolic level, advancing a large-
scale restructuring of material and descriptive
assets. In the postmodern economy, the most
important criterion of which is efficiency,
everything becomes a resource and an
identity is seen as a commodity.

One example is Chukotka. Vibrantly rebranded
by mogul Roman Abramovich, appointed
Governor of Chukotka after the disastrous
1990s, the capital of Chukotka, Anadyr,
became the flagship of the process, with
multi-colored buildings, bike stands, hipster
aesthetics, revived Orthodox churches, and
monuments to old and new “heroes” amid
other objects of a postmodern eclectic mix.

The authentic identity of the peoples of the
Arctic, whose descriptions are found in the
books by archaeologists and Soviet scientists,
among other contemporary and historical
sources, represents an important resource.
However, essentializing it through geocultural
coupling of its identity and territory may,
according to Wallerstein’s diagnosis, escalate
the conflict. Therefore, the question today is
how to find new grounds for describing the
local, that is how to move, in the terms of
Bruno Latour, from the global to the planetary,
from the globe to the earth? In addition, it is
important to provincialize such total abstract
principles as the globe, understood as a space
of essentialist localization of sovereignty.

This narrative has been prepared based on the works
published by LCGRA (Laboratory for Comprehensive
Geocultural Research in the Arctic), Yakutsk, Moscow,
2014-2016.

Symbolic resource restructuring
operates on imaginative reenactment.
A radical change in the appearance of

anumber of Arctic cities was achieved
in the 2000s by painting the old
development.

Photo courtesy of the author.

The Heritage of Chukotka Museum
Centre. Its arrangement involved

a Moscow based creative team and
clearly embodies the neoliberal
figurative surface: ancient and

the traditional exhibits are mixed
with modern things and sponsored
materials. Reduced to silhouettes,
they are like Internet search images

Photo courtesy of the author.

On the global market of identities, the
indigenous peoples assume the role as
indigenous people. This photo features a
bone-carver performing on camera with his
works as background (Dudinka, Taimyr).

Photo courtesy of the author.
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nomadic approaches. Composing and
assembling her installations from
various objects, she leaves room not
only for imagination, but also for action,
calling on the beholder to participate.
Utopian dating clubs, exhibitions

of imaginary artists, collective
performances——these are worlds that
the artist creates for the viewer, in an
endless search for her own identity. By
personifying herself with a red plastic
ball, a man or an amorphous image,
the artist raises the topic of queer
ecology. Since 2020, she has been a
member of the self-organized female
art group ShShSh (IIITHIII in Russian).
Orlova has degrees from the Murmansk
State Technological University

(MSTU) and the Krasnodar Institute of
Contemporary Art. She lives and works
in Murmansk and St. Petersburg.
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Open Out festival, Tromso, Norway
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Arkhangelsk, Lenin square 2016
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In 2016, I came to the Artist Union branch in my hometown
of Arkhangelsk in Russia and suggested making a forum
together——uniting their already-starting, large-scale
contemporary art event with several new exhibitions of a
grassroot artistic and curatorial group called the Arctic

Art Institute. This was the start of the Arctic Art Forum, an
event that would become a fieldwork laboratory for creating
new art and design in Northern Russia.

One of the speakers at the Forum in 2016 was curator Aaron Leggett from the
Anchorage Museum. He was so kind to come and present his research on Alaska
Indigenous culture to the audience gathered at the historical Merchant Yard. He
also talked about New Arkhangelsk, the first capital of Alaska.

People who were born and grew up in Arkhangelsk heard about a town on
another side of the world having a similar name for the first time. The most
interesting question was: “Why have we never learned this at school?” This story
turned out to be one of the many other forgotten narratives that our generation
of cultural workers had to rediscover. Digitization and social media made
archives available to many people, including the pre-revolutionary photos of
the North. Technology made communication between different continents into
an everyday practice, which was unthinkable in the times of Alexander Baranov,
who gave the name of my hometown to a place where other people were living,
even though they had never invited him to their land.

Decolonization is a long and painful process.

In Russia, the situation is different from
other areas in the Arctic, since the people
are still recovering from the unsustainable
solutions suggested by Soviet innovators.
Maximalist ideas of the Soviet revolution
expressed in the text of The International:

Arise ye workers from your slumbers
Arise ye prisoners of want

For reason in revolt now thunders

And at last, ends the age of cant.

Away with all your superstitions

Servile masses arise, arise

We’ll change henceforth the old tradition

And spurn the dust to win the prize.

The old tradition: The old knowledge was
gone, and we were surrounded by grey
blocks and growing shopping malls in the
middle of the town. It destroyed the dreams
of our disillusioned parents and created a
chaotic future. Relearning our past through
contemporary art and design became a goal
and a therapy.

In the twentieth century, the cultural
ecosystem of Euro-Arctic Russia was
destroyed and re-created twice: Once

after the 1917 October Revolution and
again after the fall of the Soviet Union in
1991. The traumatic consequences are still
being processed through relearning family
histories. You can hardly find a family in
Northern Russia not touched by the Gulag.
The former main architect of the town, the
well-known folklore singer, the Soviet
artist who created most of the public art in
town, museum directors—many cultural
leaders had a relative who went through this.
However, this could be learned in private
conversations rather than in a museum.
Despite all this, some conservative groups
attempted to raise a monument to Stalin

in the middle of Arkhangelsk (without any
success). In this context, art could provide a
place for critical conversation and dialogue.

The Northern ecosystem has been rich

with its exquisite embroideries—at least
thirteen folk painting styles, furniture, house
decoration—but, a hundred years later,
material objects could be found in museums
while everyday life was designed in a Soviet
and a Post-Soviet time. To imagine the new,

sustainable future, the Arctic Art Institute
develops workshops and art projects around
the local culture where new design can be
created for this very context and can interact
with the environment.

The goal of this project is to produce new
knowledge necessary in the context of
communication gaps. Culture can provide
places for a dialogue, which seems necessary in
the Arctic today—for our sustainable future.
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Aaron Leggett at the
Arkhangelsk Merchant Yard
Arctic Art Forum 2016

Photo: Anastasia Vorontsova

Ivan Arkhipov
Northern Russia, 1970s

Pencil drawing




