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Eastern
Conceptualism

KIMMO SARJE

“If we exclude Sots-Art (conceptualism) from "Russian postmo-
dernism’, there would be nothing left”, claims Evgeny Dobrenko,
researcher of Russian literature and culture. While this position
might arouse questions, Sots-Art and Moscow Conceptualism are
without doubt part of the unique philosophical basis of Russian
contemporary art. The term “Sots-Art” refers to the Soviet version
of Pop and conceptual art which took Marxist-Leninist ideology as
its raw material in an ironic vein. Moscow Conceptualism, in turn,
is a Russian interpretation of Western conceptual art, marked by
a particular sense of the absurd and a romantic emphasis. They
involve art, an attitude to life, sensitivity, and perhaps even method.

Moscow Conceptualism. Erosion and After consists mostly of pa-
pers and statements by artists and researchers at the Moscow Con-
ceptualism symposium held at the Finnish Academy of Fine Arts

BocTouHbIN
KOHLIENTyaIu3M

KUMMO CAPbLE

«Ecnmu Mbl MCK/TIOYMM COL-apT (KOHLENITYa/In3M) U3 POCCUIICKOTO
IIOCTMOJIEPHM3MA, B HEM HMYETO HE OCTAHETCA», — YTBEPXK/AAET
Esrenmnit [lJobpeHKo, nccieoBaTeb pycCKOi TMTepaTyphl M Ky/IbTYpBL.
XoTs Takas MO3ULVA Y MOXKET BbI3bIBaTb HEKOTOPbIE BOIIPOCHI, COLI-
apT ¥ MOCKOBCKMII KOHIIENITYanu3M, 6e3 COMHEHNs, AB/IAITCS YacThIO
YHUKaJIbHOTO HMI0CO(CKOr0 OCHOBAHMSA COBPEMEHHOTO POCCUIICKOTO
VICKyCCTBa. TepMUH «COI-apT» OTHOCUTCS K COBETCKOI BepCUn
IIOII-apTa ¥ KOHLENTYabHOTO MCKYCCTBA, B3ABIINX MapKCUCTCKO-
JIEHVHCKYIO VJIe0/IOTUI0 B KaueCTBe ChIpbsA s IepepaboTKU B
VPOHMYECKOM K/II04e. MOCKOBCKIII KOHLIENITYa/lIN3M, B CBOIO O4€PENIb,
ABJIAETCA POCCUIICKON MHTEPIIpETALMel 3alIafHOrO KOHLENTYaIbHOTO
MCKYCCTBA U XapaKTepu3yeTcss 0COOBIM codeTaHMeM abCypHEHOTO C
pomaHTMYeckuM akieHToM. Oba HarpaB/ieHUs IOfPa3yMeBaloT KaK
JICKYCCTBO, TaK ¥ OTHOIIEHNE K KM3HM, TOHKYIO BOCIIPUMMYNBOCTD

1, BO3SMOXXHO, Ja’ke METO[I.



MOSCOW CONCEPTUALISM

in Helsinki on 13 March 2013, with three Russian contemporary
artists, Yuri Albert, Victor Skersis and Vadim Zakharov, participat-
ing. Albert, Skersis and Zakharov live and work both in Moscow
and in the West: Albert and Zakharov in Germany and Skersis in
the United States. The Finnish speakers were Professor Tomi Hut-
tunen and myself.

In his essay, Albert considers the problems of defining Russian
conceptual art or in a more limited sense, Moscow Conceptualism,
and how schematic views will readily be misleading. A historical
approach and the biographies of artists can give a more accurate
picture of the course of events. Albert underscores the local and
independent nature of Moscow Conceptualism. For him, the im-
portant considerations were impulses from Vitaly Komar and Ale-
xander Melamid, the founders of Sots-Art, and work within the
small Nest artist group. Albert’s conception of art was shaped not
only by the impulses of Sots-Art but also within the tensions and
interaction of unofficial modernism, official Soviet art and Western
contemporary art as it was imagined.

Vadim Zakharov seeks the points of departure of Moscow Con-
ceptualism in artistic freedom. He claims that the repressive Soviet
state and society of the 1970s, ossified in its stagnation, forced misfit
artists of different generations to form their own micro-communi-
ties where conceptualist art was created collectively. Paradoxical-
ly, this was freedom and independence “in the cage” - and best of
all without any consideration of benefiting from it. Erik Bulatov
(1933), Ilya Kabakov (1933), Vitaly Komar (1943), Alexander Mela-
mid (1945), Lev Rubinshtein (1947) and Andrei Monastyrsky (1949)
are well-known pioneers of this orientation and a school of several
generations evolved alongside them. The Russian contributors to
this anthology - Albert (1959), Skersis (1956) and Zakharov (1959)
- represent the second generation.

™ ‘kn.i -.:\ :

Soviet October Revolution Demonstration in Moscow. November 7, 1987.
Photo: Kimmo Sarje.
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MoaroToBka K BOEHHOMY napafy, MOCBAWEHHOMY [OA0BlUWHE

OKTAbpbCKOi peBonouMu B MockBe. 7 Hosbps 1987 r.

Kummo Capbe.

®oTo: Kummo

MockBa, KpacHas niowagb, 7 HoAbpa 1987 r.

Capbe.

®oTo0:

MOSCOW CONCEPTUALISM

Preparing for the October Revolution Military Parade in Moscow.

November 7, 1987. Photo: Kimmo Sarje.

Red Square in Moscow, November 7, 1987. Photo: Kimmo Sarje.

C60opHMK «MOCKOBCKMIT KOHLIENTYanu3M. DpO3usd U IOCTIe»
COCTOMNT, IVIABHBIM 00Pa3oM, U3 HOK/IA/I0B M COOOIeHMIT Xy0>KHIKOB
U MccTefloBaTeriell Ha CUMIIO3MyMe II0 MOCKOBCKOMY KOHIIETITya/Iiu3MYy,
npourefuieMy B @MHCKOI aKafieMnUy U3AIMHBIX ICKYCCTB B XebCUHKI
13 mapta 2013 . mpy y4acTum TpexX COBPEMEHHBIX POCCUIICKUX
xynoxxHukos: I0pusa Anbbepra, Bukropa Ckepcuca n Bagnma
3axapoBa. Bce oHM xuByT 11 paboTaror kak B MockBe, Tak 11 Ha 3amage:
Anpbept 1 3axapos B [epmanun, a Ckepcuc B CoepyHeHHbIX [lITaTax.
Co croponbl PUHIAHAMM B YKCIIe CIMKepoB Obutn mpodeccop Tomm
XyTTYyHeH I 1.

IOpuit AnpbepT B cBOEM 3cce paccMaTpuBaeT NMPo6IeMbI
oIpefeNIeHNs pOCCUIICKOTO KOHIIENITYaTbHOTO ICKYCCTBA WM, B
6oree y3KOM CMBICTIe, MOCKOBCKOTO KOHIIETITya/IN3Ma, ¥ YKa3bIBaeT
Ha JIeTKOCTb, C KOTOPOJ CXeMaTH4ecKye B3ITIANbI MOIYT BBOAUTD B
3abmyxpenne. Victopndeckuit Hogxos v 6uorpadum Xy0)KHUKOB
MOT'YT HapucoBaTbh 6oJiee TOUYHYI0 KapTUHY COOBITMIL. ANbbepT
IIOJ{4EPKMBAET MECTHYIO U HE3aBUCUMYIO NPUPOJY MOCKOBCKOTO
KOHIeNTyanu3Ma. 711 Hero BayKHbIMM aCIIeKTaMM CTa/Ii MMITY/IbCHI,
HOTTy4YeHHbIE OT OCHOBaTeNIel coll-apTa Butanusa Komapa u Anexcangpa
Menamupa, n paboTa B 06IIeHNN ¢ HeOOIBIIOI IPYIIION XyO>KHIKOB
«I'me3no». Konuenumsa nckyccrsa Anpbepra cdopmuposanach He
TOJIKO II0J;, BIMAHUEM COILI-apTa, HO TaK>Ke U IO BO3JeJICTBYEM
HANpPAKEHHBIX OTHOIIEHNUI ¥ OfTHOBPEMEHHBIX B3aMMOCBA3El MEXTY
Heo(UIMaTbHBIM MOLEPHU3MOM, O(QUIVIaIbHBIM COBETCKUM U TeM
3amajIHbIM COBPEMEHHBIM UCKYCCTBOM, KAKMM OHO IIPEeJCTaB/IANIOCh
B T€ TOJIbI.

Bagum 3axapoB umeT OTHpaBHbIE TOYKM MOCKOBCKOIO
KOHI[ENITyaln3Ma B apTUCTUYecKoll cBobome. OH yTBepKJaeT,

YTO pelpeccCUBHOE COBETCKOE TOCYAApCTBO 1 061ecTBo 1970-X,
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AHfpeii oununnos, Hpuit AnbbepT, Kummo Capbe u Cepreii

MupoHeHko B MockBe, 31 okTsabpsA 2007 r.

«M3BUHUTE!», 2014, nevaTb Ha

Pa3IM4HbIX HOCUTEenAX.

Cepreit MMpOHeHKO:

MOSCOW CONCEPTUALISM

Andrei Filippov, Yuri Albert, Kimmo Sarje and Sergei Mironenko in

Moscow, October 31, 2007.

Sergei Mironenko: I’'m Sorry,

2014, print on various surfaces.

OKOCTEeHeBIlIMEe B CBOEI CTarHallMM, BBIHY>K/Ja/IM MapTrUHATbHBIX
XYIO>KHMKOB PasHbIX IIOKO/IEHNIT (OPMUPOBATDH CBOM COOCTBEHHBIE
MUKPOCOOOIIEeCTBa, B KOTOPBIX KOHI[EIITYaTMCTCKOE UCKYCCTBO
C0371aBa/IOCh KOJIEKTUBHBIMY ycrmmsiMu. Kak aTo Hu mapafokcanbHo,
TaKas CUTYaLysi IPUBOAMIA K CBOOOJIE 1 HE3aBUCUMOCTH B YCTIOBUAX
«KJIeTKM» — U JIydIlle He pacCMaTpUBaTh CBSI3aHHBIE C STUM BBITOMIBI.
9puxk bynaros (1933), Unpsa Kabakos (1933), Buranuit Komap
(1943), Anexcaunp Menamug (1945), JleB Pyouniureiin (1947) u
Anppeit Monacteipcknit (1949) sIBASIOTCS U3BECTHBIMY MMOHEPaMU
5TOr0 HAIIPABJIE€HUSA UM HIKOJIOW JJIA HECKONbKUX IOKOIEHMUIN,
¢dopmuposasLmxcs 60K 0 60k ¢ HMMU. PoccuiicKie y4acTHUKM 9TON
aHTONmOrMy — Anbbept (1959), 3axapos (1959) u Ckepcuc (1956) —
ABJIAIOTCA MPENCTaBUTENAMI BTOPOTO TTOKOIEHNA.

Bukrtop Ckepcuc B cBoeM 3cce 00OCYXK[aeT 9BOTIOIUIO
KOHIIENTYa/lIbHOTO UCKYCCTBA B KOHIENTYA/IM3M C TIOMOIIBIO CPEICTB
aHamuTIYecKoi gunocopun. OH yTBepK/aeT, YTO aHATUTUIECKUI
KOHIIENITYanM3M KaK MeTaJUCIUIIIMHA BOSHUK B Mockse B 1970-
€ TofpI, T.e. B TO CaMOe BpeMs, KOIjja 3allaffHoe KOHIIENTYaTbHOe
UCKYCCTBO OO Ha cnaf. COIZIacHO ero YTBepXKAeHMIo, “To,
YTO IpeBpallaeT IPOMU3BeLeHNe UCKYCCTBa B KOHLENITyaIbHOE
IIpOV3BefeHIe UCKYCCTBA, UICKYCCTBOM He SIBJISIeTCA .

MOCKOBCKMIT KOHILENTyaan3M TaKKe 3BONMIOIUOHNPOBA
B pe3y/nbTaTe MBITAMBOrO B3aMMOJEICTBMA U CTONKHOBEHMA C
apTUCTUYECKMM aHAPXM3MOM, HaIIpUMep, C rpynmnoi «Myxomop»
(Amanita Muscaria). BeicBoOOX/eHME TBOPYECKON IHEPIUMU
IPOM3OILIO0, KaK TOAbKO MHTE/IEKTYaJTbHOE CYHeparo ObIIO
oTbpoueHo npoub. Cpenn Begyumux GUIyp 9TON TPYNNbI ObLI
n Koncrantun 3BesfoueToB. Kak yTBep>X#alT aBTOPBI 3TOI
KHUTY, MIPOEKT XyJ0XKECTBEHHOM rpymninbl «HoBble HOpManbHbIE»
— KaTa/JM3aTop TaKoro xe tuna. Ilomumo 3Be3foderosa, rpymnmna
BKTIOuaeT Aneny ViBanosy-Vloxancon u Anexcannpa Iletpenmm.
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MOSCOW CONCEPTUALISM

Skersis discusses the evolution of conceptual art into concep-
tualism with the means of analytical philosophy. He maintains that
analytical conceptualism - the meta-discipline - was created in the
1970s in Moscow at the same time as Western conceptual art was
declining, He argues: “The very part that makes an artwork into a
conceptual artwork is not art”.

Moscow Conceptualism also evolved through inquisitive inter-
action and clashes with artistic anarchism, for example with the
Mukhomor (“Amanita Muscaria”) group. Creative energy was re-
leased when the intellectual superego was dismissed. Konstantin
Zvezdochetov was one of the leading names of this group. As dis-
cussed in the present book, the project of the New Normals artist
group is a catalyst of this kind. Along with Zvezdochetov, the group
includes Alena Ivanova-Johanson and Alexandr Petrelli.

My collaboration with Albert, Zakharov, Zvezdochetov and ma-
ny of their close colleagues began in the years of Perestroika in the
late 1980s, when I got to know the fascinating artist community of
Furmanny lane. Finnish art collector Pekka Halonen and I created
a collection of “Post-Post-Conceptualism” of the Perestroika peri-
od, with additions from a selection of unofficial Soviet photography
curated by Hannu Eerikédinen. Together, they formed the Erosion
collection, involved in the social moral changes of the last years of
the Soviet Union and documenting and analysing it. Erosion was on
show at the Amos Anderson Art Museum in Helsinki in late 1990,
six months before the collapse of the Soviet empire.

“For me that was the first ‘real’ exhibition, in a museum and
with a catalogue. This exhibition was a very important step in our
transformation from Moscow artists into participants of the inter-
national art world”, writes Albert in describing the significance of
the Erosion collection for his own work and career, and those of his
artist colleagues.

MOSCOW CONCEPTUALISM

THE FINMNE
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The Poster of the Moscow Conceptualism Symposium at the Finnish
Academy of Fine Arts, March 13, 2012 and Yuri Albert’s and Vadim

Zakharov’s exhibition Fragments of Moscow Conceptualism Re-Enacted

curated by Kimmo Sarje.

Design Tommy Lindgren.
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MOSCOW CONCEPTUALISM

In the late 1980s, Eerikéinen’s work as a curator played an im-
portant role in displaying unofficial Soviet photography and opening
doors to the West. His essay on the photographic art of Alexander
Slysarev is an important addition to the story of Moscow Concep-
tualism. My essay is an overview of the careers and work of the
nine artists of the Pekka Halonen collection from the origins of
the collection to the present day. In addition to Albert, Zakharov
and Zvezdochetov, the other artists of the collection were Andrei
Filippov, Sven Gundlakh, Sergei Mironenko, Vladimir Mironenko,
Andrei Roiter and Larisa Zvezdochetova.

Moscow Conceptualism is also part of contemporary Russian
literature. In his article, Professor Tomi Huttunen discusses the
poet and visual artist Dimitri Prigov’s “obituaries” and the author
Lev Rubinshtein’s reduced verbal expression employing filing cards.
Prigov demolishes the empty clichés of bombastically formal So-
viet rhetoric into Nietzschean laughter, while Rubinshtein renders
visible the non-hierarchical weave of the various elements of lite-
rature - the author, the text and the reader.

I wish to express my thanks to the artists and contributors of
our anthology for their excellent cooperation. In addition to his
own article, Victor Skersis edited and translated from Russian in-
to English the essays by Yuri Albert, Vadim Zakharov, and the New
Normals artist group. Skersis also translated Hannu Eerikédinen’s
article into Russian, and Professor Vesa Oittinen kindly provided
assistance with philosophical terminology in the translations. My
article was translated into English by Jiiri Kokkonen and into Rus-
sian by Evgeny Kozlovsky. Architect Tommy Lindgren created the
elegant graphic design of the book. The Moscow Conceptualism
symposium was made possible by the Academy of Fine Arts of the

View of Yuri Albert’s and Vadim Zakharov’s exhibition Fragments of

Moscow Conceptualism Re-Enacted, curator Kimmo Sarje, Kaiku Gallery,
Finnish Academy of Fine Arts, Helsinki, March 8-18, 2012. Photo:

Kimmo Sarje.

Moe coTpynHudecTBO ¢ AbbepToM, 3aXapOBbIM, 3Be340YETOBBIM
" MHOTMMM X G/IM3KMMU KOJIJIEraMyi Ha4aioCh B TOJIBI TEPECTPOIIKI
B KoHIle 1980-X, Korza A y3Haja O HmOTpsAcaioleM coobiiecTse
XYHBO)XHUKOB B PypMaHHOM nepeynke. OUMHCKUI KOMIEKIMOHED
npoussefgennit uckyccrsa Ilexka XaoHeH U 51 CO3/1aIy KO/UIEKLIMIO
«IIOCT-TIOCTKOHIIENTYa/IM3Ma» NEPUOJA IIEPECTPONKM C JOIIOTHEHNAMM
B Bujie mogb6opky HeouUMaNbHOI COBETCKOIT dororpaduu,
KOTOpYI0 KypupoBan XaHHY DapuksiiHed. OOUymMy ycunmnsamu
MbI cpopMMpOBany KOWIEKUNIO «DPO3Usi», TECHO CBA3AHHYIO C

COoLVIa/IbHBIMI I MOPa/JIbHBIMM USMEHEHMAMMU, IIPONCXOAVBIIVIMU B

‘1 zToz eidew 8T-8 ‘MMHMIAWAYX
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Kummo Capbe.

Mekka XanoHeH n Bagum 3axapoB B pecTopaHe Kosmos B eNnbCUHKHU,
®oTo:

13 mapTa 2012 r.

MOSCOW CONCEPTUALISM

Pekka Halonen and Vadim Zakharov at Restaurant Kosmos in Helsinki,
March 13, 2012. Photo: Kimmo Sarje.

University of the Arts Helsinki and the Aleksanteri Institute of the
University of Helsinki, and together with the Pori Art Museum they
also made it possible to publish this anthology. Our warmest thanks
go to all of them.

Helsinki, 1 February 2016
Kimmo Sarje

cTpaHe nepep pacnagoM Coserckoro Corw3sa, ¢ JOKyMeHTMPOBaHMEM
M aHaJIM30M OTOM KOJIEKIUU. «IDPpOo3Usi» SKCIOHMUPOBANIACDH B
XymoxxeCTBeHHOM My3see AMoca AHJlepcoHa B XelTbCYHKM B KOHIIe
1990 r., 3a mIecTh MecALEB [0 Kpaxa COBETCKON UMIIEpUN.

«JI711 MeHsI 3TO COOBITIE CTAIO TIEPBOIT HACTOILEI BHICTABKOI —
B My3ee ¥ C KaTaJIoroM. JTa BBICTaBKa OblIa 04eHb Ba)KHBIM 3TAIIOM
Ha IIyTU NpeBpallleHNs MOCKOBCKMX XYHOXHMKOB B Y4aCTHMKOB
MEeXJyHapOJHOIO XYH0KeCTBEHHOIO IIPOLieccay, — TaK OMMChIBA
Anp6epT 3HaueHMe KOJUIEKIMN «DPO3UN» A7 TBOPUECTBA U Kapbepbl
€r0 CaMOr'0 ¥ CBOMX KOJIJIET.

B xoH1e 1980-x fleATeNbHOCTb DIPUKANIHEHA B PO/IM KypaTopa
CpITpaja BaXXHYI0O PO/Ib B 9KCIOHMPOBaHUM HeOopULMAIbHOM
coBeTCKoi1 ¢poTorpaduu u OTKpbITUU ABepelt Ha 3aman. Ero acce o
¢dororpaduueckom uckyccrse Anexcannpa CirocapeBa sBIseTCS
Ba)KHBIM JIONIOJTHEHMEM K MICTOPUM MOCKOBCKOTO KOHIIENITyaan3Ma.
Moe acce npepncraBnsger co60it 0630p Kapbepbl M TBOpYeCTBa
HEBATY XYLOKHUKOB 13 Koyneknyy Ilekkn XanoHeHa — ¢ MOMeHTa
3apOXKIEHMsT KOJUTEKLINY 1O HacTosero Bpemenn. [Tomumo Anbbepra,
3axapoBa 1 3Be3[04YE€TOBA, XYAOKHMKAMIU KOJJIEKLIMM CTaNIN
Anppent ®ummnnos, Ceen [ynpnax, Cepreit Muponenko, Bragumup
Muponenko, Anzipeit Poiitep u Jlapuca 3Be3fgodeToBa.

MoOCKOBCKMII KOHLIENTYanMU3M ABAAETCA TaKXKe 4YacTbIo
COBPEMEHHOIT pyCCKOI1 InTeparypsl. B cBoeil cratbe mpodeccop Tomu
XyTTyHeH 00CY>XfiaeT «HEeKpOJIOTM» 03T U BU3YaIbHOTO XYLOXKHMKA
HOvutpus IIpurosa 1 HEMHOTOCTIOBHYIO BbIpasUTeNIbHOCTD J/IbBa
Py6uHInTeliHa, MCIIONB3YIONETO KaTalOXKHbIe KapTouKu. IIpuros
HU3BOJUT IIyCThble KNI HAIBIIIeHHO-(OPMaNTbHOI COBETCKOII
PUTOPUKY JJO HULJIIEAHCKOTO CMeXa, B TO BpeMs Kak PyOuHIITeIH
menaeT BUAVIMBIM HeMepapXmMuecKnil y30p pasIMyHbIX 3/IEMEHTOB

JUTepaTyphl — aBTOPa, TEKCTA U YUTATENA.

19
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«fl He Bagum 3axapoB!», 1983, doTorpadusa akuuu. Konnekuma Kummo Capbe.

puin AnbbepT:

MOSCOW CONCEPTUALISM

Yuri Albert: I Am Not Vadim Zakharov! (Ya ne Vadim

photo of an action. Kimmo Sarje Collection.

Zakheov!), 1983,

A x04y MM06IarofapUTD BCEX XYTOKHMKOB 1 YYaCTHIKOB HaIlleil
aHTOJIOTUY 32 MX 3aMeyaTellbHOe COTPYIHNYECTBO. B fomnonnenne
K CBO€Jl COOCTBEHHOII cTaThe, Buktop CKepcuc OTpeIaKTupoBa 1
IepeBesl C PyCCKOro Ha aHITmitckuii acce F0pusa Anpbepra, Baguma
3axapoBa I Xy[0XKecTBeHHOI rpynibl «Hobble HopManbHbie». Ckepcuc
TaK>Xe IepeBeNl Ha PYCCKUI ASBIK CTaThbi0 XaHHY OD3PUKAJHEHA, a
npodeccop Beca OiiTTuHeH mo6e3HO OKasasl IIOMOLIb B ITepeBofie
¢dunocodckoit TepmuHONIOrUN. Mos cTaTbs O6bUIa epeBefieHa Ha
aHrmiicknit A3bik I0pu KokkoHeHOM, a Ha pycckuii A3bIK — EBrennem
Kosnosckum. Apxutexrop Tommu JIMHATpeH CO3/asM M3ALIHBIN
rpaduyeckuit gusailH 3Toi KHuUru. Henb3si He OTMETUTD, YTO
IIpOBefieHNe CYMIIO3MyMa 110 MOCKOBCKOMY KOHIIENITYanNn3My CTajIo
BO3MOYKHBIM O71aTr0fjaps MopiepKKe AKaeMuy U3AIHBIX NCKYCCTB
XembCMHKCKOTO YHUBEPCUTETA UCKYCCTB M AJIEKCAaHAPOBCKOTO
MHCTUTYTa IpU XeIbCUMHKCKOM YHUBEPCUTETE, U YTO BMECTE C
XynmoxecTBeHHBIM My3eeM Ilopy oHM obecrieunin BO3MOXKHOCTD
U3JAHUA U 9TOJ aHTONOTUM. BplpaxkaeM Hally caMyIo cepiedHyIo

6/1arofflapHOCTDb BCEM STUM MHCTUTYLIUAM 32 HOIEPKKY.

Kummo Cappe

Xenbcuuky, 1 ¢espans 2016 1.
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Untitled

YURI ALBERT

When I am introduced to somebody as the “well known Russian
conceptualist Yuri Albert”, I often ask myself, what does the word
“conceptualist” mean in the year 20167 Does it have any meaning
at all? Is it a kind of occupation? A way of life? A title of honour? A
method? It is not clear.

I first heard the word “conceptualism” in the year 1975 when
I'made it to the studio of Komar and Melamid. That word has ac-
companied me ever since, alternately delighting and annoying me.

Back then I was a boy, educated enough to know that there was
some sort of art out there called “Modern Art”. It was my dream
to make such art, something like Van Gogh or Modigliani, after
mastering the program of traditional art at my art school. Tho-
se two artists occupied my teenage mind very much. Back then, I
imagined - maybe not very clearly, but definitively - the way “Real
Artists” worked: they create something “beautiful” and “exalted”,
too difficult for common people to understand, and then, usually

be3 HasBaHuA

IOPUWN AABBEPT

ITocnenHee BpeMs, KOT/Jja MEH: 3HAKOMAT C KeM-HMOY/[b, O4eHb YacTO
TOBOPAT: «A 3TO Halll U3BECTHBI KOHIenTyamncT I0puit Anpbept».
Ho 4o sHaunut cn1oBo «koHuenTyamucT» B 2016 ropy? VI sHaumuT 111 0HO
BoOOIIIe XOTb 4TO-HMOYAB? ITO mpodeccusa? O6pas xusun? [ToyeTHOE
3Banme?! Merton? HemousaTHo.

Sl BmepBbBIE YCHBIIAN CIOBO «KOHLENTYyanusm» B 1975-m
ropy, nomas B MacTtepckylo Komapa u Menmamupga, u 3To CJI0BO
CONPOBOX[A/I0 MeHA BCI0 MOCNEAYIOIYIO XIU3Hb, TO Pajiys, TO
pasgpaxas.

51 6bLI B TO BpeMs MHTE/IMTeHTHBIM MajIb4iKOM, 3HAaBIIUM O
CYIeCTBOBAHMM MOJEPHICTCKOTO ICKYCCTBA M MEYTABIIUM IIOCTIE
OBJIa[ICHMSI OCHOBaMM M300Pa3UTe/IbHOTO UCKYCCTBA TOX JeIaTh
4yTO-TO Bpoge Ban lora u Mogunbsaun. 9Tu fBa Xy[0>KHMKA O4€Hb
BOJTHOBA/IM MO€ IIOAPOCTKOBOE BoobpakeHue. B oOimeM, A1 HedeTko,
HO KaTerOpPMYHO MPEACTABAI cebe, 4eM 3aHMMAIOTCS «HACTOAIIEe

XYAOXXHUKN» - CO3MANT «IIPEKPACHOE» M «BO3BBIIIEHHOE», a
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after the artist’s early and tragic death, the work receives tribute,
is hung on the wall, and people bow before it.

In Komar’s and Melamid’s studio I saw something that complete-
ly contradicted my understanding. I was shaken to my very core by
it, but I really liked it. Everything I thought I knew about art, all the
familiar, generally held opinions about art were brought to their lo-
gical conclusion, cynically and mockingly dissected, and presented
in that exposed state to the spectator. What had seemed to me to be
“vague but exalted” truth turned out to be a collection of relative
and questionable conventions. It was like in the famous joke: “Dar-
ling, what we thought was an orgasm turned out to be just asthmal”

After that first shock, I understood that the process of analysing
and dissecting my own conclusions about art is much more com-
pelling and interesting than the dull chase for “beauty”, for which
I had no particular talent anyway.

There, in Melamid’s studio, I got to know the members of the
extraordinary art group “The Nest”: Gennady Donskoy, Mikhail
Roshal, and Victor Skersis. A little bit later, during my study at the
institute I met Vadim Zakharov. I made my first artworks in 1979,
and it is from then on that I could be considered an artist. The term
“conceptual art” arose frequently often in our conversations, and,
what is most important, its meaning was clear to us. We considered
our works (at least, I considered them) conceptual. Back then, it
seemed to me that there was practically no difference between Mos-
cow and Western conceptual art. Now I understand that there were
differences. Although the truth is, that from the very beginning I
described my works as post- or meta-conceptual. That is because
when I was starting out, classical Anglo-American conceptual art
had come to its end, and the conceptual art of our teachers, Komar

Yuri Albert: I wish I could make a work that would astound everyone..

(1986) in the yard of the studio house in Furmanny pereulok lane in
Moscow 1988. Photo: Kimmo Sarje.
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Yuri Albert: I am prepared to receive as gifts works by the
following artists: Alekseev, Bulatov, Vasiljev, Donskoi, Zaharov,
Infante, Kabakov, Kizevalter, Lutts, Makarevits, Monastyrski,
Panitkov, Pivovarov, Rosal, Rubinstein, Skersis, Stolpovski,
Tshuikov, Yankilevski and other .. (1980) in the studio in Furmanny

pereulok lane in Moscow 1988. Photo: Kimmo Sarje.
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«McKycCcTBO AeniaeT CBOGOAHbIM», 2004, LieHTpasbHbid
MockBa.

0punit AnbbepT:
BbICTABOYHbIA 3an,

MOSCOW CONCEPTUALISM

Yuri Albert: Kunst Macht Frei, 2004, Central Exhibition House in

Moscow.

and Melamid, was already something different: it was postmodern.
We knew that conceptual art had been around a long time, and we
took that into account in our own work.

The distinction between the two branches of conceptual art is
determined by the different conditions in which they originated.
Russian conceptualism arose against a completely different back-
ground than Western. In the West, art underwent a long process in
which the visual language was reduced. Conceptual art appeared
predictably when there was nothing more to reduce, and the final,
logical step was to document and comment on the actual situati-
on. Anglo-American conceptual art defined itself in relationship to

0OBIUHbIE TIOAM CHAaYasIa MX He IIOHUMAIOT, HO IOTOM, OOBIYHO MOCTIe
Tparu4eckoil  paHHeN CMePTH, BO3JAIOT UM [O/DKHOE, BEIIA0T UX
PabOThI B My3eM U MOKIOHSIOTCS UM.

B aT0i1 MacTepcKoIl s yBUJET HEYTO, IIOJIHOCTBIO IIPOTUBOpeYallee
MOVIM IIpefCTaB/IeHIAM, BO3MYTHUBILEe MEHA O IJTyOMHBI AYLIN, HO
IIpY 9TOM OYeHb MHe IIOHpaBuBlIeecs. Bce mou (a Ha camoM fiente
He MOH, a o011ye) IpefcTaBIeHns 06 MCKYCCTBE TOBOAMINCD 31eCh
IO JTOTMYEeCKOT'O KOHIIA, IIOfIBE€PTajIUCh IITYyMINBOMY Y IUHUYHOMY
IIpenapupoOBaHMNIO, I B TAKOM IIPENapMPOBaHHOM BU/JIE IPEbABIIAICH
sputento. Bce, 4TO IpefCcTaBIIANOCh HEBHATHOI, HO BO3BBILIEHHOI
UCTYHOJ, 0Ka3aloCch HabOPOM HEOUeBUAHBIX ¥ OTHOCUTENIbHBIX
ycnoBHOCTell. Kak ckasaHO B M3BeCTHOM aHeKfoTe: «Jloporoii, To, 4To
MBI CYMTA/IV OPTa3MOM, OKa3ajl0Ch BCETO JIMIIb aCTMOI».

Iocre nepBoro NOTpsiCeHMs A IMOHA, YTO CaM IIPOLIeCC aHaIM3a U
IperapupoBaHus COOCTBEHHBIX NIPENCTaBIeHMII 00 UCKYCCTBe Kya
yBJIeKaTe/IbHEee ¥ IHTePECHEee, 4eM YHBI/Iasl IIOTOHA 3a «IIPEKPACHBIMY,
K KOTOPOJI s K TOMY )Ke He MMeJl 60/IbIINX CIOCOOHOCTEI.

Tam ke, y MenaMmuja, 1 MO3HAKOMUICS C YYaCTHUKaMU
3aMevare/IbHOJ rpynibl «IHespo» - Tenoi JJonckum, Mumeit Ponranem
u Bureit CkepcucoM, a HEMHOTO II03)Ke, B MHCTUTYTe — ¢ Bagumom
3axapoBbIM. B 79-M rony s cpenan nepeble paboThI, U € TOI ITOPBI
MOT'Y CYUTATbCA XYAO)KHUKOM. CI0BO «KOHLENTYan13M» IIPOJOIKAIIO
TIOCTOSIHHO MEIbKATh B HAIllX PasroBOpax, U INTABHOE — TOT/la MbI
TOYHO 3HA/IM, YTO OHO 3HAUUT. VI cBoM paboThI MBI, BO BCAKOM CTy4yae
— A, CYMTAIM KOHLIENTYyalbHBIMHU. TOrIa MHe Ka3a/l1oCh, YTO OTANYUA
MeX][y MOCKOBCKVM M «3aIIaJHbIM» KOHI[EIITYaIM3MOM IIOYTHU HeT.
Ceityac 51 moHMMalo, 4to oy 6sutn. IIpaBpa, s ¢ caMoro Havasa
HasbIBaJ ce6s B HAIMX PasrOBOPaXx IIOCTKOHIENTYATNCTOM MU

fa’K€ METaKOHIENTYaTMCTOM. HPOCTO IIOTOMY, YTO KOI'/ja s HA4YMHaII,
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Minimalism, Pop Art, and, from a farther point of view, Abstract
Expressionism, which, by that time, had become the expected back-
ground. In our world, however, the background for contemporary
art was made up of official Soviet painting, unofficial modernist
painting, and, somewhere far off, contemporary Western art, which
no one has seen in real life. Moscow artists were torn from the in-
ternational context, which they observed only fitfully and from the
outside. They constructed that context and explained to themselves
facts that were unclear, often mistakenly. This gave some of them
the opportunity to realize the position of an outside observer aes-
thetically and make that outsider view the basis of their art.

“Moscow conceptualism” had to react, to enter into dialogue and
respond to two completely incompatible contexts: the local context
and an imagined Western context. That explains the movement’s
obvious psychopathology and its postmodernism, which is natural
in such a situation. Conceptualism - and not just Moscow conceptu-
alism - can be considered the last development of High Modernism
and the first development of Postmodernism.

That is probably most true of the older generation, however. By
the end of the 1970s, the context was different, and I do not recall
that we discussed either official Soviet painting or unofficial non-
conformist art as having any relevance. The “West” and our own
“MANTI group” were enough for us, and these things were much
easier to combine. In that sense, the activity of the group “The Nest”
was a watershed.

In 1979, together with my wife, the artist Nadezhda Stolpovskaia,
I organized a two-day exhibition in my flat. In addition to the two
of us, Gennady Donskoy, Igor Lutz, Victor Skersis, and Vadim Zak-
harov also took part. There were no more than 15 spectators, but

K/TaCCUYeCKIUIT aHITIO-aMEePUKAHCKII KOHLIENITYa/IM3M Yo>Ke KOHYA/ICH,
a KOHLleNTya/mM3M Haumx yunteneii Komapa n Menamupa 6b01 ipyrum
— HOCTMOJEPHUCTCKUM. MBI 3Ha/M, 4TO KOHLEIITYa/IM3M yXKe JaBHO
CYLLIECTBYET, M yYUTBIBAJIM STO B CBOEII pabore.

OTmnuns MeX/y AByMs BETBSAMM KOHIIENITYaIM3Ma OLpefe/IsIICh
Pa3HBIMU YCIIOBUAMM BO3HUKHOBEHMs. Pycckuil KOHIeNTyannsm
BO3HIK COBEpLIEHHO Ha fipyroM ¢oHe, deM samagubiii. Ha 3amage
ObUT mpolifieH 6O/NbIION NYTh PEAYKLMM BU3YalTbHOTO S3bIKA U
KOHI[ETITYa/I/13M 3aKOHOMEPHO BO3HUK TOITIa, KOTfIa PeNyLMPOBaTh
ObUIO ITPaKTUYECK!U HEe4ero, M IOC/IeHIM JIOTMYHBIM IIarOM ObIIO
KOMMEHTMPOBaHNe U JOKYMEHTUPOBaHMe CTIOKUBILENICA CUTYALUIL.
AHII0-aMepMKaHCKUII KOHIIENTYaAu3M CaMOOIpeZeNsycsa Mo
OTHOLIEHMIO K MMHMMAJIU3MY, IION-apTy U, B Oojee faneKoi
IIepCreKTHBe, abCTPAKTHOMY SKCIIPEeCCHOHN3MY, KOTOpPbIe K TOMY
BpeMeHM CTall y>Ke HOpMaTUBHBIM (OHOM. Y Hac ke B 70-e ropel
(OHOM Ji151 COBPEMEHHOTO MCKYCCTBa ObLIN: 0pULMaIbHAs COBETCKAA
JKUBOINCH, HeopuLManbHasg MOJEPHUCTCKAs )XUBOIUCD, U TTe-
TO Jla/IeKO — COBpeMEeHHOe 3allaHOe UCKYCCTBO, KOTOPOTO HUKTO
XKUBbeM He BUJel. MOCKOBCKIUE XYOKHUKY OBII OTOPBAHbI OT
MeX/IyHapOJXHOTO KOHTEKCTa M HaOJII0[JaIi eTr0 OTPBIBOYHO M CO
CTOPOHBI, IOCTOSTHHO ZOAYMBIBas HEU3BECTHbIE UM (aKThbl ¥ HAXOMs
(4acTo HeBepHbIe) 00'bACHEHNA YBUAECHHOMY. DTO JaJI0 HEKOTOPBIM 13
HJX BO3MOXXHOCTb OCO3HATb 3Ty IIO3UIVI0 CTOPOHHETO Hab/IIofaTessa
S5CTETUYECKN U CHENIaTh 3TOT CTOPOHHUN B3IJIALl OCHOBOM CBOEN
paboTsl.

«MOCKOBCKMIT KOHIIENITYAIN3M» [O/KeH ObII pearnpoBarsb,
BCTyIIaTh B [MaloOr M COOTBETCTBOBAaTh ABYM COBEPLICHHO
HECOBMECTMMBIM KOHTEKCTaM — MECTHOMY M BOOOpakaeMOMY

3allaJHOMY. OTCIOJIa N €ro o4eBmgHaA IICUXOIIATOMOTUYHOCTD "N
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among them were members of the group “Toadstool” (Mukhomory),
as well as Nikita Alexeev, important members of the Moscow art
scene of the 80s. Later these same people took part in the “Apt Art”
movement and were the backbone of the studios at Furmanny Lane.
Most of them participated in collecting and exhibiting the “Erosion”
show and collection in Helsinki in 1990. For me that was the first
“real” exhibition, in a museum and with a catalogue. This exhibiti-
on was a very important step in our transformation from Moscow
artists into participants of the international art world. There were
not only acquisitions but also losses during this process: it became
much more difficult for us to look at contemporary art from an
outside perspective. For me (and not only for me) this position as
an outsider is very important. It is the very basis of “Moscow con-
ceptualism”.

Today’s usage of the term “Moscow conceptualism” seems like
a set of uncertain and unclear definitions similar to those I had in
mind in 1975. That is what I often come across while talking with
students. Moscow conceptualism is usually described as “esoteric”,
“exclusively focused on literature”, “sectarian”, and “disposed to-
wards dreary and florid commentaries”. Most “serious” critics use
these stereotypes as well. No one seems to be bothered by the fact
that my work, for example, has none of these characteristics. That
means that conceptualism in art today has come to mean any kind
of incomprehensible art with “intellectual” ambitions and non-stan-
dard techniques. Maybe it is worthwhile reconsidering this common
definition and subjecting it to dissection? Or is it already too late?

€CTeCTBEHHBIII B TaKOJl CUTyaluy MOoCTMOAepHU3M. COOCTBEHHO
rOBOPSI, KOHIIENTYa/I13M (He TOIbKO MOCKOBCKMIIT) 11 eCTb IIOCTIefiHee
TeueHle BBICOKOTO MOfIEpHM3Ma U [lepBOe TeueHMe ITOCTMO/IepHU3MA.

BrnpoueM, 9TO OTHOCKUTCA CKOpee K CTapllieMy IIOKO/IEHUIO, K
KOHIy 70-X y>e 6BUI CO3JaH CBOJ KOHTEKCT, 1 I He TIOMHIO, 4TOOBI MBI
TOBOPUJIY O COBETCKOIT >KMBOICY W/I HOHKOH(pOPMU3Me, KaK O 4eM-
TO aKTyanbHOM. Ham 6b1710 focTaTouHO «3amama» n «kpyra MAHN»,
a 9TO Bell Ky/a 60o/ee COBMeCTMMBbIe. B 3TOM CMBICTIE 1e/iCTBUTENIBHO
py6e>xHOIT ObITa IeATeNbHOCTD IPYIbI «[He3mo».

B 1979 rony mbl ¢ >xeHoit, Xxynoxuauneit Hagexnoit Cronmnosckoii,
YCTPOMU/IN IByXTHEBHYIO KBAPTUPHYIO BBICTaBKY. B Hell ydacTBOBanNy,
KpoMme Hac caMux, lenHaauit [Jouckoii, Bagum 3axapos, Vrops
JIytu u Bukrop Ckepcuc. 3pureneii npuuuio He 6onblie 15-tu
4e/loBeK, HO cpefy Hux 6pimu « Myxomopbi» n Huknra Anekcees —
BCTPETU/INCh OCHOBHbIE YYaCTHUKM MokoneHus 80-x. IloTom aTu xe
JIIO[IM y4acTBOBA/IN B ANIT-APTe ¥ COCTaBU/IM KOCTAK MaCTEPCKUX
Ha dypmaHHOM. VI OHM Ke y4acTBOBAIN B KOJUIEKIIY U BbICTABKe
«9po3usi» B XeIbCUHKM, KOTOPast ObI/Ia MOETI TEPBOIT «HACTOSIIIET»
BBICTAaBKOJI — B My3ee ¥ C KaTajoroM. JTa BBICTaBKa Obl/Ia OYEeHb
Ba>KHBIM 3TaIlOM Ha IIyTM IIpeBpalleHNs MOCKOBCKIX XYHTOXXHIKOB
B YYaCTHUKOB PeabHOT0 MeXIYyHapOJHOTO XY/ 0XKeCTBEHHOTO
npouecca. Ha aTom myTy 6111 He TONBKO IpuobpeTeHst, HO 1 TOTEpU
— CTajIo TPy#HEee COXPaHATh IIOCTOPOHHMIL B3ITIAT HAa COBPEMEHHOE
MCKYCCTBO. A IMEHHO TaKOI1 IIOCTOPOHHUII B3ITIAL, [yMalo, U OBl
OCHOBOIT MOeit (1 He TOTIBKO MOe€it) paboThl, 0CHOBOIT «MOCKOBCKOTO
KOHLeNTyanu3Mar.

CeropiHs, KOTIa TPOM3HOCAT 3TO CTI0BO, KAXKETCA, HOfIpasyMeBaloT
TAKOIl >XKe HEeOYeBUIHBIN 1 HEBHATHBIN Habop YCIIOBHOCTEN,

KaKoil ObIT y MeHs B ToroBe B 1975 ropy. I yacTo cTanKmMBaoCh ¢
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3TUM, BCTPeYasAch co cTyfgeHTaMn. OObIYHO IPUHATO TOBOPUTD
O MUTepPaTypOLeHTPUYHOCTU, CEKTAHTCKON 3aMKHYTOCTH,
330TE€PUYHOCTHU, CKIOHHOCTM K 3aHYJHBIM U BUTUEBATHIM

KOMMEHTapUAM U KyIbTUB/PYEMOJ HEIIOHATHOCTH «MOCKOBCKOTO

Konnekuua Mekkun

KOHILENTYyanu3Ma». bonpMHCTBO «B3pOCHBIX» KPUTUKOB TOXeE
OIIEPVPYIOT STMM HaOOpOM IITaMIIOB. [IpideM, HMKOrO He CMYIIaeT,
4TO, HAIIPMMep, B MOMX paboTax BCeX 3TUX NMPU3HAKOB HeT. ITO
3HAYNT, YTO KOHLIENTYa/IM3MOM B XY 0’KECTBEHHOM OBITY Ha3bIBAIOT

BCAKO€ 3ayMHO€, HEIIOHATHOE 1 pa60Ta101uee C HETpagMIIVIOHHbBIMU

«Ans rayxoHembix (HeoncesgoapT)» (1988,

Menya NCKyCcCTBO.

®oTo: Kummo Capbe.

MoxerT 6MTb,T€Hepb NMeEET CMBICNTI NIOABEPTHYTb I3TU

IIpefiCTaBIEHNA TAKOMY Ke IIpenapuposanuio? Vinm y>xe He umeeT

packpaweHHas ¢oTorpapusa 100 x 200 cm) B MacTepckoi B
OypmaHHOM nepeynke B Mockse 1988 r.

l0puit AnbbepT:
XanoHeHa.

cMbICTa?
Yuri Albert: For Deaf Mutes (Neopseudoart) (1988, painted photo 100

X 200 cm) in the studio in Furmanny pereulok lane in Moscow 1988.

Pekka Halonen Collection. Photo: Kimmo Sarje.

®oTo: Kummo Capbe.

dypmaHHOM nepeynke B Mockse, 1988 r.

«OKTAbpb» (1988, x.M., 140 x 140 cMm),
Konnekuua MNekkn XanoHeHa.

opuit AnbbepT:
B MacTepckoih B

Yuri Albert: October (1988, o0il on canvas, 140 x 140 cm) in the

studio in Furmanny pereulok lane in Moscow 1988. Pekka Halonen

Collection. Photo: Kimmo Sarje.



34

MOSCOW CONCEPTUALISM

A Few Words about
the Artist's Freedom

VADIM ZAKHAROV

Lately, when talking with young artists---and not only with them--
-I have encountered an unmistakable sense of nostalgia for Soviet
times, for what underground artists in Moscow, Odessa, and St. Pe-
tersburg were doing. That surprises me and I'd like to understand
the reason behind this longing. My arguments concerning the dan-
gers of the time, the fear of searches and incarceration somehow fail
to distract them from such thoughts. For many, it seems, the sixties
and seventies were nothing less than a golden period in the history
of art, a period when freedom of thought and artistic freedom were
synonymous. For several reasons, I can hardly agree with that no-
tion. However, such opinions have forced me to look more carefully
into my own past of mine and that of my colleagues.

Leafing through old photographs of the actions and
performances of the seventies and eighties, I have the feeling that
I am seeing them for the first time. I' m trying to put together
two pictures. One is my experience of living and working as an

HeckonpKoO C/1I0B O
CBO0OO/Ie XYTOKHIKA

BAAUM 3AXAPOB

B nocnenHee BpeMs B pa3roBopax ¢ MOJIOAbIMMU XYAOXKHMUKaMU (U He
TOJIBKO C HMMMU) 51 CTA/IKMBAIOCh C HECKPBIBAEMOI HOCTAJIbIIEN 110
MIPOIIEAIIVM COBETCKMM BpeMeHaM, a MMEHHO — IO AesITeJIbHOCTHU
aHJeprpayH[HbIX XyHoXHUKOB B Mockse, [Iutepe, Onecce. Mens
3TO KpaliHe YAMBIIAET, U 5 NbITAI0Ch IIOHATD IPUYMHBI 3TOM TOCKIL.
Mowu 0BOfIBI 06 OIACHOCTSX TOTO BPEMEHM, O CTPaxax 0ObICKOB U
IOCaZOK KaK-TO He OYeHb OTBJIEKAIOT OT ITOJO0OHBIX MEYTAHMI —
B IPEeACTaBIeHNAX MHOIUX 60-80-e rofpl OKa3aanuch 9yTh 1M He
30/I0TBIM IIEPUOJIOM MCKYCCTBA, KOrjja cBoO0a MBIC/IM U CBOOOAa
TBOpYECTBa ObUIN CMHOHMMaMU. MHe CTI0XKHO C 3TUM COI/IACUThCS TI0
PasHBIM pUYMHaM. XOTsI OGHOBPEMEHHO 51 cTasl 60/ree BHUMATENTbHO
BCMaTpUBATbCA B IIPOLIIOE — CBOE U KOJUIET 10 MICKYCCTBY.
[Tpocmarpusas crapbie poTorpaduu akumit, mepdpopmancos 70-X,
80-X rofioB, 51 6YATO BIDKY MX BIEpBbIe. I bITAI0Ch CIOXKNUTH BMeCTe
nBe KapTuHKM. OfHa — MOJi OIIBIT CYLeCTBOBAHMA U [I€ATENbHOCTH

KaK XyIO>XHNMKa B COBETCKOI CUCTEME. ,prrasl — HEM3BECTHAA MHE
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artist under the Soviet system. The other---unknown to me---is the
nostalgic vision of that time by younger people. Really, we can see
surprisingly brave, original work. We can feel the clarity of thought,
the profound methodology, the dazzling scope of considered
problems. I compare these works to post-perestroika works made
in the West and, to my surprise, I conclude that the most interesting
developments were realized by Russian artists before the ideological
fracture, at a time when freedom was an unapproachable dream.
How could it happen that those developments were not inferior
but often superior to work done in circumstances of unrestricted
creativity under the Western system?

I cannot blame it all on my youth and the energy of the unknown.
Already then, there were artists much older than me who did re-
markable work. The end of seventies was the time when onto the
tiny scene of unofficial art came my generation of artists, those who
are now 56-57 years old now: Albert, Zvezdochetov, the Mironenko
brothers, Sven Gundlakh. A bit later appeared Andrei Filippov and
a whole group of artists from Odessa: Anufriev, Leiderman, Larisa
Rezun, Pertsy. All of us arrived at the moment when middle-aged
Russian artists such as Komar and Melamid, Sokov, Kosolapov, the
Gerlovins, and many others were leaving. Some of them left a bit
earlier, some a bit later. At that moment we filled that vacuum and
found ourselves on the same territory as Kabakov, Chuikov, Monas-
tyrsky, Prigov, Rubinstein, the art-groups KD (Collective Actions)
and the Nest. From 1978, I started to work in collaboration with Igor
Lutz. Later, between 1980 and 1984, I worked with Victor Skersis
(a former member of the Nest group). We formed the group SZ.

These profound processes of migration and emigration of artists
were the first signs of perestroika (restructuring) of the Moscow

e T o
Vadim Zakharov: Under “A-4”2 mm Deeper, 1984-1985, oil on canvas,
200 x 300 cm. Pekka Halonen Collection.

|
Vadim Zakharov: Eye Patch, 1983.” The year of my birth, whom I
like and the number of years I have worn this eye patch are not
inconsequential for art.” Photo of an action, 25.5.1983. Kimmo Sarje

Collection.
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underground art scene of the 1970s. These processes were not very
visible on the official level. However, official life was not interesting
to us. Most of us worked in publishing houses such as “Iskusstvo”
(Art), “Sovetskii Khudozhnik” (Soviet Artist), “Mir” (The World).
We worked as designers and illustrators. It was a remarkable field
that gave us an opportunity to sustain ourselves, to socialize, and
to avoid jail for a couple years, since at that time chronic unemplo-
yment was a crime.

I describe that time in such detail in order to relate the dynamics
of the artists’ circle, its very topography. Today, people think that
this circle of artists was a group of unofficial art activists, closed in
on itself. I want to disagree. It was a micro-culture of three genera-
tions of artists. In 1978, I was 19. Ivan Chuikov at that time was 43
and Ilya Kabakov was 45, just eleven years younger than I am now.
Monastyrski was 29! Pasha Pepperstein - 12, and his father Viktor
Pivovarov - 41. These statistics are quite interesting.

The Soviet system forced these and other remarkable artists to
develop their own language, their own hierarchy of qualities, some-
times commensurable to western ones. Remarkably, this similarity
of approaches to art developed regardless of isolation. There were
numerous distinctions. There is no reason to count them; they are
well known. But the system could not eliminate what was shared:
freedom of individual thought. We existed in parallel universes with
Soviet officialdom and with the Western system. Today, one-, two-,
and three-day apartment shows organized by artists themselves
seem like historical events. At the time they were important instru-
ments in the process of self-comprehension in culture.

So what do the young crave? I think at the heart of their craving
is the need for “real art.” I'll try to reformulate this sentence. Today,

— “HocTanbrudeckoe BueHre” MOJIOABIX roneil. V meiicTBUTENnbHO
- Iepef I71a3aMyl YAUBUTEIBHO CMeJIble, OPUTMHAIbHbIE paboTHI,
YYBCTBYETCs ACHOCTb MBICIM, QYHJAMEHTaAbHOCTb METORUK,
TOJIOBOKPY>KMTe/IbHAs IMPOTa PacCMaTpUBaeMOil IPOOIeMaTIKNA.
Sl cpaBHUBAaIO 3TH pabOTHI C HOC/IENEPECTPOEYHBIMI, CAETAHHBIMU
Ha 3amafie, 1, K CBOeMY YAVUBIICHNIO, IPMXO0XY K BBIBOAY, UTO CaMble
MHTepeCHble paspaboTKM GBI OCYIIECTBICHHBI POCCUIICKUMU
XYOO>KHVKAMU IO U/ICOTOTMYEeCKOTO IIepe/ioMa, a 3HAUUT TOI/A, KOT/a
cBobopia 6p11a caMoll HeFOCTIDKMMON MeuTolt. Kak Moro cny4nTbes,
4TO IPUAYMaHHOE TOTZIA He YCTYTIAeT, 2 MHOTAA U IIPEBOCXOAUT TO, ITO
CHeIaHO B YC/IOBYISIX 3aIlaTHON CHCTeMBI 0e3yAep>KHOTO TBOPYECTBa.

S He MOTy CCBIIATbCA NMUIIb Ha CBOIO MOJIOOCTD ¥ 3HEPIUIO
3a6my>KaeHNs. YKe TOIa ObUIN XySOXKHIKY FOPasfo CTaplie MeHs,
KOTOpBIE O4eHb UHTepecHO pabortanu. Koner 70-x — 310 mpuxop Ha
KPOLIEYHYIO CLieHY Heo(pULIMaTbHOTO NCKYCCTBA MOETO ITOKOIEHNS
XY OXXHMKOB, T€X, KOMY CerofiHs 56-57 neT: AnpbepT, 3Be3[j04€TOB,
6paTbs MupoHeHKo, CBeH IyH/IaX, 4y Th IIO3KE MOSABWINCH AHTpeI
Ouunmos u nenas mwiesAna XygoxHuKos n3 Opeccol — AHydpues,
Jlenipepman, Jlapuca Pesyn, Ilepupl. Mbl npuiim B MOMEHT
VHTEHCUBHOTO OTbe3/ja Ha 3amlaj CpeflHero MOKOIeHNA PYCCKMUX
xynoxHukos: Komapa n Menamuza, CokoBa, Koconanosa, lepnoBrHbIx
Y MHOTUX ApyTux. KTo-TO yexan 4yTb paHbllle, KTO-TO 4y Tb TIO3XKe.
Mbpl 3aIIOTHU/IN HEKMIT BaKYyM M OKa3a/lMCh Ha OJHOI TepPUTOPUM
¢ Kabaxossim, UyitkoBbiM, MonacTeipcknm, rpynnamu KT n THespo,
ITpurossiM, Pybunmreitnom. C 1978 51 Hadan paboTaTh B COABTOPCTBE
¢ Uropem JIyTiiem, a B 1980-84 Mbl pabotamu ¢ Buxropom Ckepcrucom
(anenoM rpymmst: Jlonckoit, Pomane, Ckepcuc), o6pasosas rpymmy C3.

OTU TeKTOHMUYECKUEe 3MUTPAINY U MUTPAIUN XYHOKHUKOB

ObLIN II€pBbIMU HepeCTpOﬁKaMI/I B XyIOJKECTBEHHOM aHJIeprpayHje
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the model that artists have been working on for the last 40 years has
become the real model of a creative person's freedom. I mean the
active and complex role of an artist in culture, of an artist indepen-
dent from an action of accepted mechanisms of functioning. Each of
us was and is a cultural institution. We could allow ourselves to be
curators, art critics, collectors, archivists. At the same time critics,
collectors and even the public actively included themselves in the
creative process. All of them were the rightful coauthors of created
artworks, exhibitions, actions. We could observe similar processes
in the West - DADA, FLUXUS. However, unlike their counterparts
on the other side of the Iron curtain, Russian artists of the 1960s and
19 80s did not write manifestos and were not like-minded members
of the same generation, possessed by the idea of dissecting the foul
Soviet system, though sometimes that did happen too.

I think it was first in Russia that an attempt to create a self-
developing model based not on the System but on the Artist was
realized. Even though I think this thesis will be harshly criticized
by both Western and Russian critics, I still insist. We, the artists,
consciously or not created a mini-model of the ideal free space in
which all questions could be resolved by us and later by our co-work
with art critics and curators on an equal basis.

From this point of “real freedom,” one could understand the fail-
ures of Russian art in the West. We, perhaps on the sublime level,
preserved each in his own way his personal freedom, the taste of
which we inoculated ourselves for many years. My sample today
tells me just that. I never could understand when people treated
me only as an artist, because for me it always was the norm to be
a union of an artist, a collector, a curator, a critic, and a publisher
in a single person. The many faces of a creative person should not

MocxkBel 70-x. OHM He ObUIM BUIHBL Ha OQUIMATIBHOM YPOBHE, HO U
oduraapHasi XU3Hb He 0000 MHTepecoBaa Hac. BompUIMHCTBO 13
Hac 3apabaTbIBaiy eHbIY B KHVDKHBIX M3JaTe/IbCTBaX — «VICKYCCTBO»,
«Knanrar, «CoBeTcknit XyJoxXHUK», «MuUp» — MIIOCTpaToOpaMu,
musaiiHepaMu. JTa 3aMeyaTe/bHasA TeppPUTOPUA /laBaja HaM U
IIpONNTAaHNe, ¥ BO3MOXXHOCTDb COIIMANIN3UPOBATLCS, TO €CTh He
HOAIafiaTh MOf] CTaThI0 O TYHEA[CTBE, II0 KOTOPOIL TPO3UIO OB
HOTYYUTD MApPy JIeT TUILIEeHNS CBOOOBL.

51 onmcepiBar0 Tak MOJPOOHO TO BpeMsi, YTOOBI ObIIa MOHITHA
AVMHAMMKa JaHHOTO Kpyra XyHZOXKHUKOB 1 ero tornorpadus. CerogHs
CyLIeCTBYeT MHEHIe, YTO 9TO OblIa HeKasi 3aMKHyTasi Ha cebe rpyIa
fesTerneit HeoduLManbHOro ucKyccrsa. HeT — To 6bU1a MUKPOKY/IBTYpa
Tpex IOKOJIeHUII XyAOXHUKOB. MHe B 1978 ropy 6b110 19 11€T, @, K
npumepy, VMBany UyiikoBy — 43 ropa, Kabakosy - 45. Ha oguuHaznnars
TIeT MOJIOXKe, YeM 51 cerofH:A. A MoHacTeipckoMy — Bcero 29 net! Ilame
Ilennepireiiny - 12 nert, a ero nane Bukropy IIusoBaposy - 41.
VInTepecHas cTaTUCTHKa, IpaBa?

CoBeTckas cucTeMa 3acTaBuIa 9TUX U JPYTUX 3aMedaTe/TbHBIX
XYHOXKHIKOB paspaboTarh CBOII SA3BIK, CBOIO MEPAPXMIO LIEHHOCTEI],
JaCTUYHO COPa3MEpHBIX, HECMOTPS Ha U3OJIALNIO, 3allafHBIM.
Pasnuunit 661710 0OYeHb MHOTO, IEPEYNCIATh UX HET CMbIC/IA, OHU
obmensBectHbl. Ho cucrema He cMorya 3apeTymnpoBarh obiee
- cBOOOY MHAMBUAYAIbHOI MBICIN. MBI CyLIeCTBOBAIM KakK ObI
B ITapa/lIe/IbHBIX MUPAX C COBETCKUM OQUINMO030M U C 3aIlaJHONI
cucrtemoit. OfHONHEeBHbIe-TPeXTHEBHbIe KBAPTUPHbBIE BbICTABKH,
OpTaHM30BaHHbIE TOI/la CAMVMM XyJOKHUKAMMU, CTa/U CETOHA
VICTOPUYECKMMU COOBITUAMY, @ TOT/A SIB/IS/IMCh BXXKHBIMM pblyaraMu

B IIpo1iecce CaMOOCO3HaHMA B KY/IbTYpPE.
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break into components. For me, this is objective reality, the posi-
tion from which I'm trying to speak today. It seemed unacceptable
to be attached to just one gallery, unless the gallery owner is your
collaborator, a person actively participating in a common creative
quest. This is not a dream. I know what I'm talking about. Claudia
Jolles, Udo Kittelmann, Sophia Ungers, Georg Witte, Sabine Hén-
sgen, Dorothea Zwirner, and Diana Hoenthall were just that kind
of coauthors for the artist.

Many of us, Russian artists, applied varied techniques and stra-
tegies, but none (with the notable exclusion of Kabakov) became
comparable to the western system today. We remained attached to
our understanding of the freedom to create. The paradox, it seems,
is that today there is a deficit of that “real freedom,” which many
artists felt while being in the West. You may say that such freedom
does not exist, but I strongly disagree. Contemporary artists in the
West and now even in the East and Asia gave up their personal free-
dom, for which previously they were ready to die, lose their minds,
or become alcoholics. Now they have surrendered it to the system
of consumerism. That's how banal it sounds.

I have written that it was not customary for Russian art of the
1960-80s to manifest its ideas. Perhaps today, in 2016, it's time to
correct this proposition by calling on colleagues in different coun-
tries and continents (through e-mail, Facebook, and Twitter) to re-
juvenate the role of the free artist, to take in our own hands control
of the artistic process, to resolve our problems by ourselves. For-
get walking around with outstretched hand, waiting for attention
from gallery owners, curators, critics, collectors, agents. Art is not
dead yet, regardless of all the theoretical assumptions. Forget all
the “isms” created by art historians. There are so many of them

Tak uemy “saBunynr” Monopble? [IymMaro, B OCHOBE MX “TOCKM” —
TOCKa 10 “HacToslIeMy UCKyccTBY . IlocTaparoch chopmynmnpoBarh
ato 3amedanue. CerofHs MOJenb, paspabarbiBaemMas CaMUMU
XyBOXKHMKAMH y>Ke Ha NpoTspKeHun 40 j1eT, cTana AeliCTBUTETbHO
MOJIe/IbI0 CBOOO/bI TBOPYECKOI IMIHOCTH. S TOBOPIO 06 aKTHUBHOI!
MHOTOTPaHHOJ PONN B KY/IbType XYAOKHMKA, He 3aBUCHIIEr0 OT
HeVICTBMS MIPUHSATHIX MeXaHM3MOB (PyHKIMOHMpoBaHMs. Kaxablit
13 Hac OBUI U ABJIAETCA KYIbTYPHOU MHCTUTYLMEN. Mbl Morin cebe
[IO3BOMNUTD OBITH KypaTopaMu, KPUTUKAMU, KOJIEKIIVIOHEPaMM,
apxmBapmMycaMyu. A KPUTUKY, KO/UIEKIIMOHEPDI U JaKe 3pUTENN
aKTMBHO BKJIIOYAJIMICh B CaM TBOPYeCKMIi mpoiiecc. Bce oHu 6p1n
[IOJTHOIIPaBHBIMM COaBTOPaMU CO3JaBaeMbIX IPOU3BENEHNII,
BBICTaBOK, akiuii. [Tomo6HOe MOKHO OBIIO BUIETh M Ha 3amaje
- DAJA, ®JIYKCYC. Tonpko B oTauume oT KOJIJIET MO JPYTYIO
CTOPOHY JKeIe3HOTO 3aHaBeCa PyCcKue XyROKHIKM 60-80-X He mycanu
MaHKU(EeCTOB U He ObUIM eUHOMBIIIIEHHUKAMIU BHYTPU OJJHOTO
[TOKOJIEHNSI, OfIEP>)KUMBIMU M[€ell IpenapupoBaHusi 37I0BOHHOI
COBETCKOI1 cMCTeMBI (XOTA 1 TaKoe ObIIO).

Ilymato, B Poccuy BriepBble OblIa OCYILeCTBIIEHA ITOMBITKA CO3AHsA
CaMOpa3BUBAIOLIENICA MOJE/N, B OCHOBE KOTOPOJ CTOSUI XY/IOXKHMK, a
He cucTeMa. S AyMaio, 9TOT Tesyc OyfieT MOABEPTHY T SKeCTOYaIIeMy
OCTPaKM3MY CO CTOPOHBI 1 3aIaJHbIX, ¥ PYCCKMX KPUTHUKOB, HO 5 Ha
HeM HacTayuBaio. Mbl, XyOXKHIKY, CO3HATE/IbHO VIJIN HET, CO3[aln
MUHMMOJE/Tb UeaTbHOTO CBOOOTHOrO IPOCTPAHCTBA TBOPUYECTBA,
I7ie BCe BOIIPOCHI PeIIajyi MbI CAMIA, a I03Ke MBITA/INCh PelIaTh Ha
HApUTETHBIX YCIOBUAX C KypaTopaMy U KPUTUKaMHA.

VI3 3TOI TOYKM “meNICTBUTENbHOM CBOOOABI” CTaHOBATCH
MIOHATHBI Heylauy PYCCKOTO MCKYCCTBa Ha 3amajie — Mbl, BOSMOXXHO

Ha IIOfICO3HATe/IbHOM YPOBHE, COXpaHAMM (KaXKAblil IO-CBOEMY)
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that there is no room left to breathe. Forget all these terminologi-
cal traps like Post-modernism, Post-conceptualism. Forget about
roaming around on someone else’s territory. It's time to get back to
basics - to artistic freedom unconstrained by the dead-end notion
of buy-and-sell. It is also necessary to lower the phantasmagorical
price of art works. The dealers themselves are suffocating from
outrageously high price tags at art fairs. Every self-respecting gal-
lery owner has to pay hundreds of thousands of euros every year
just to participate in the art fairs. Poor guys, they've fallen into
their own trap.

I socialize with many western artists of different generations.
Every conversation comes down to the question of how to reestab-
lish the role of the artist and how to avoid depending 100% on those
for whom this system is just a business. Young people, including
artists, have started to think and act differently, demanding their
rights. That’s been obvious recently in the Arab countries, in the
“Occupy Wall Street” movement, and, during the last few months,
in Russia. Younger people, for whom active re-evaluation of val-
ues comes naturally, look increasingly at what's going on in the
social, economic, and cultural spheres from a distance. And older
generations also understand the need for change. It is time to do
it ourselves, without waiting for anything from anybody. Artists
have tremendous potential that demands expression, and not just
in those areas where it is allowed. True art always breaks dams.

Contemporary culture offers millions of possibilities for the rea-
lization of talent. It seems that everything needed for the expres-
sion of one’s free, creative personality is available. But only on the
condition that you travel on a well-established path: first you have
to be invited by a gallery, then by a critic, a curator of a group show,

COOCTBEHHYIO cBOOOAY (BKyC KOTOPOIl camMy cebe MpUBMIN) Ha
IPOTSDKEHUY MHOTMX jIeT. Moil IpuMep cerogHsA rOBOPUT MHe
MMeHHO 3T0. Sl Bcerpja He IMOHMMaJI OTHOIIEHNUE K cebe TONbKO
KaK K XyJO>KHMKY, IIOCKOJIbKY /LA MeHs ObIJIO HOPMOJL e[UHCTBO
XYAOKHMKA, KOMIEKIVIOHepa, KypaTopa, KpUTUKaA, U3JaTeNs B
opHoM 7uie. To ecTb MHOTOIPaHHOCTb TBOPYECKON IMYHOCTY He
pacchlnanach Ha OTHeNbHble cOCTaBAmue. [ MeHA 3TO 6bIIO
00BEKTVBHOI PeabHOCTDIO, € ITAT(HOPMBI KOTOPOIL 5 IBITA/ICA U
IIBITAI0Ch TOBOPUTH CerofHs. MHe Ka3aioch HellpyeM/IeMbIM ObITh
IPUIMCAHHBIM K OHOII Tajiepee, eCyy TajlepUCT He ABJIATCA TBOUM
COABTOPOM, Y€/IOBEKOM, AKTUBHO Y4aCTBYIOIIUM B 00IEM TBOPYECKOM
npoiecce. ITo He Open cymaciuepuiero. Sl 3Haw, 0 YeM TOBOPIO.
Knaygus Vonnec, Yo Kurrenbmann, Codus Yarepe, [eopr Burte n
Cabuna XaHcreH, [Jlopores LBupaep, [Juana XoeHTasb ObIIM MUMEHHO
temu CoaBTopami (¢ 60/IbIION 6YKBBI) XYZOXKHMKA.

MHorve 13 Hac, PycCKMX XY 0XKHVMKOB, IPUMEHSAIN Pa3IdHble
TAKTUKM M CTpaTerMy, HO NMOYTY HU ofHa u3 Hux (Kabakos —
UCK/IIOYEeHNe) He CTajla COPa3MepHOIT 3allafHON CHCTeMe CerofH:A. Mbl
OCTaIUCh IIPY CBOEM IIOHMMAaHNU CBOOOBI TBOpUecTBa. [lapagokc
B TOM, UTO CETONHs HACcTas JeUUUT “IeiICTBUTENBHOI CBOOOIBI,
KOTOPBIII OLIYTU/IM MHOTHME XY[OKHUKY MMeHHO Ha 3amafe. (Ber
CKa)keTe, YTO TAKOBOJII cBOOOZBI BOOOIIIe He cylecTBYeT. 5 6yny Bam
BO3paXkaTh JOIr0 U yIopHO.) CoBpeMeHHBIe XyIOXKHUKY Ha 3anafe 1
y>Ke Ha BocToke u Asum oTfany CBOK TMYHYI0 CBOOOAY (32 KOTOPYIO
KOI/a-TO TOTOBBI ObIIM YMepPeThb, CXOAWIN € YMa, CIMBA/IUCh) CUCTeMe
norpe6yeHys. Bor Tak 6aHaNIbHO 9TO 3BYYMT.

51 Hammcan, 4TO PycCKOMY MCKYcCTBY 60-80-X 4y>xo ObIIO
MaHubecTrpoBarb CBOU ugen. BosmoxxHo, ceropus — B 2016 — mopa

BHECTU B 3TO 3aABJIEHNE KOPPEKTUBY, O6paTI/IB]J_H/[Cb K KOJIJIeraM B
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a collector, a director of a museum; then there’s the possibility of a
large international show, a personal exhibition, success, sustaining
that success as long as possible, enjoyment of that success, ma-
king as much money as possible, repetition of what's been done, the
beginning of the fall, the absence of new ideas, falling prices, the
indifference of the market or sometimes a mechanical inflation of
interest toward the artist, transition from “active” status to that of
“an artist of the past,” envy, disappearance from exhibition spaces,
aleoholism or drug addiction, transition into the status of “invisible,”
and death, with the only thought that, after you die, THEY will un-
derstand and then they will finally be sorry.

I am not implying that this pattern is universal, but I am cer-
tain that it has been around for many decades now. And if, in the
past, there were a number of exceptions, both East and West, then
now it remains the only real outcome. On the other hand, the pat-
tern has finally been revealed completely. We see its crooked legs,
its protruding ribs, wounds and scars. New generations note more
and more faults in what we have, regardless of the hundreds of mu-
seums, international fairs, and thousands of galleries. Fundamental-
ly missing from this system is the most important thing: the active
role of the artist. And that means that freedom, unpredictability,
and the right to make mistakes have all disappeared. The artist
has become the plaything of the functionaries of the system. They
choose; they decide; they give; they buy; they teach; they know; they
bury; they erect a monument or forget. There was a time when I
thought that the word “THEY” was not inappropriate for western
society, because of its consideration for every opinion of each indi-
vidual. Today individuals have gotten caught in the same trap they
themselves built. They traded freedom for comfort to some global

PasHBIX CTPaHaxX M KOHTMHEHTaX (4epes sleKTPOHHYIO 0Ty, PaiicOyK,
TBUTTEPDI) C IPU3BIBOM BOCCTAHOBUTD POJIb CBOOOTHOTO XY OXKHIKA,
B3ATb B CBOY PYKU YIIPaB/IeHMe Xy/I0’KECTBEHHBIM ITPOLIECCOM, CAMUM
pelaTh CBOM Ipo6eMbl. XBaTUT XOLUTD C MPOTAHYTONM PYKON U
XKJIaTh, KOTZja Ha Tebs 0OpaTAT BHUMAaHMeE TalePUCTHI, KYPaToOpbl,
KPUTUKY, KOJUIEKIIMOHEPDI, aTeHTHL. VICKyccTBO ele He yMepIIo,
HeCMOTPpsI Ha Bce TeopeTndeckue obocHoBanms. Hamo mmoHyTh
Ha BCe 9TU NPpUIyMaHHbIE UCKYCCTBOBENAMM «M3Mbl». OT HUX yXKe
HeueM fipiiiaTh. Hazio 3a0BITh Takue TePMUHOMOTMYECKNE YAABKY, KaK
IIOCTMOJIEPHU3M, IIOCTKOHIIENTyany3M. XBaTUT JBUTATbCA 110 TY>KOI
tepputopun. Hazo BepHYTbCS K OCHOBe — TBOPUYECKOI cBobOOfE,
HUKaKuM 00pa3oM He CBA3aHHOI C TYIOil Maeeil KyIu-npopaxu. M
HaJIo cOUThb paHTaCMaropuuecKie LieHbl Ha POU3BENIeHIs MICKYCCTBA.
Cam1 >Ke Iuiephl 3aIbIXa0TCS CETOfHA OT Oe3YMHBIX 1leH Ha sipMapKax
MICKYCCTB — KaXX/IbIJ1 YBaXKAIOIMII ce0s TaepycT OMKEH TONbKO 3a
y4JacTue B Xy[J0)KeCTBEHHBIX IpMapKax IVIATUTh COTHMU THICAY €BPO B
rof. beguaAru — oHM camMy Tonanyu B CBOI KalKaH.

S o61anch cO MHOTMMM 3aIIa/JHBIMM XY/JOKHMKaMI pasHbIX
IoKojIeHuit. Bce pasToBOpbI CBOAATCA CETONHA K OJHOMY — KakK
BOCCTAHOBUTDb PO/Ib Xy[JOXKHMKA U KaK He 3aBUCETb Ha BCe CTO
IIPOLIEHTOB OT TeX, J/IsI KOTO 9Ta CUCTeMa CTajla TOIbKO OM3HECOM.
Mornonplie TOAK, X B YaCTHOCTY XYAOXKHUKY, HAYMHAIOT JyMaTh I
[elICTBOBATh MO-PYroOMY, Tpebys cBoux mpas. IIpumepsl aTOMy — 1
apabcKiue CTpaHbl, 1 ABJDKeHNe “3aXBaTi YOICTPUTT , X AeMOHCTPaLK
B Poccunm nocnegnux mecsaAues. Monogexnb, KOTOPOI CBOVICTBEHHA
€CTeCTBEHHas aKTMBHas MlepeolieHKa I[eHHOCTell, HOPM, CMOTPUT yKe
C IMCTAHIMY Ha TO, YTO IPOUCXOAUT B COLMATbHOI, SKOHOMIYECKOI,
KynbTypHOIt cdepax. Ho u 6ornee crapiine nNokoneHus MOHNMAIOT

- HeO6XO}_U/IMbI II€EpEMEHDI. n Hago I[GIZCTBOBaTb caMlM, HN OT
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machine that “thinks” for them. We ourselves have lost initiative,
lost responsibility for both our creative and our routine deeds. The
artist has become a small interchangeable part, a widget which can
be replaced by any other.

If this is the logical development of art, culture, humanity, then
I need a different route. I still feel the weightlessness of a child's
naiveté, the desire to fly nowhere, the carefree foolishness of the
penniless, the power of misunderstanding, the pull of the unknown.
I will run from the routine. I will look for something I do not know
yet. I think many creative people, artists feel the same way. We
have to take the initiative into our own hands, pooling our strength
if needed. We need to live full-blooded lives rather than standing in
line for hand-outs.

I learned to appreciate (perhaps mistakenly) this kind of free-
dom through the experience of living in Moscow before perestroika
and then in the West, where for the last twenty years I have been
trying with varying degrees of success to sharpen my understan-
ding of freedom, to pull it out of the dull routine, and place it on the
scales, and then look for its many subtleties, never forgetting the
fundamental fact: freedom does not belong to anyone. It is a gift
and cannot be put on the shelf.

KOTO HMYEro He OXKufias. Y XyIO>KHUKOB HaKOIUIEH KOJIOCCAIbHBII
HOTeHIMA, TPeOYoLuit podecCHOHATBHOTO BBIXOfA He TONBKO B TeX
MeCTax, I7ie 9T0 paspelraioT. HacTosIee MCKyCCTBO BCeTfia IPOPbIBAeT
IUTOTVHBIL.

CoBpeMeHHas KylIbTypa IpeiaraeT MIIIVOH BO3MOXXHOCTEI
IJI pAacKpBITHA TATaHTOB. KaykeTcs, JaeTcst BCe [Isl OIIYIeHNs
ce6s1 cBOOOIHOIT TBOPYECKOIT TMYHOCTBI0. HO IIpu ycmoBum, 410 Th
CTaHelllb IBUTAThCSI IO ONIPeNe/IeHHBIM JOPOraM, KOJIesIM: CHadara
Te0s1 JO/DKHA IIPUIIACUTD Fajiepest, 3aTeM KPUTHK, KypaTop IPYIIIOBO
BBICTaBKM, KOJUIEKLIMOHED, OUPEKTOP MYy3esl, IOTOM BO3MOYHBI
ydacTue B 6OJIBIION MEXIYHAPOZHON BBICTaBKe, IepPCOHANIbHAsA
BBICTaBKa, YCIIEX, HOfepyKaHe yCIrexa KaK MO>KHO [IO/IblIle, YIIOeHue
ycrexoM, 3apabaTbiBaHMe JeHer Kak MOXKHO 0O0JIblile, IOBTOpeHIe
CIeTaHHOTO, HAYaJIO0 MA/IeHNsl, OTCY TCTBIIE HOBBIX V€N, CHIDKEHIE
IleH, OTCYTCTBUE MHTepeca phIHKa MIM MeXaHWYeCKOe B3yBaHe
MHTepeca K XYLOXXHIKY, IlePEXOf; XYLOXKHIKA U3 CTAaTyCa aKTyaJIbHOTO
B HO3ULMIO “XYOXKHNUK IPOLITIOr0 BpeMeH! , 3aBUCTb, ICUE3HOBEHIE C
BBICTABOYHBIX [UIOLAIOK, IIbSHCTBO, HAPKOMAHUSI, IEPEXON B CTALMIO
“HeBUEUMKI, CMEPTh C MBIC/IBIO, YTO BOT Iocyte cMepTy OHM moitmMyT
U OLIeHSAT U OYRYT XKajeTh U PhIAaTh.

51 He rOBOpIO 00 YHUBEPCAIBHOCTI 3TOJ CXEMBI, HO YBepeH,
4TO OHA paboTaeT y>Ke MHOTHe fecsTunetus. VI ecmu paHbiie U Ha
3amape, 1 Ha BocToke 6bITI0 HEMAIO UCKIIIOYEHMI, TO CETOHA 9Ta
CXeMa CTaja efMHCTBEHHO peanbHoit. Ho ofHOBpeMeHHO OHa OYATO
0OHa)XM/Iach U CTa/IV BUJHBI ee KpYBbIe HOTH, pebpa, sI3BBI, IIPaMBbL.
Hossle mokoneHns 3amedaroT Bce Ooblite 1 6osblile yOOXKecTBa B
TOM, YTO MBI JIMeeM, HECMOTPSI Ha COTHY My3€eeB, MeKAYHapPOJHBIX
¢hopyMoB, ThicAYM raepeil. B ocHOBe OCTPOEHHOIT CHCTeMBI IIPOIIajio

OCHOBHO€ — aKTMBHAas pO/Ib XyJOXXHMKA, a 3HAYUT MCYe3/1a CBO60}Ia,
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BeHeumaHcKoM 6ueHHane.

pOCCWZCKMM naBuabOH Ha

«[laHaa», 2013,

Bagum 3axapos:
®oTo: Kummo Capbe.

Vadim Zakharov:
Photo:

Biennale.

Danaé,

Kimmo

MOSCOW CONCEPTUALISM

2013, The Russian Pavilion at the Venice

Sarje.

HeIpeJCKa3yeMOoCTh, IIPAaBO Ha OMIMOKMU. Xy/IOKHUK 3TO IIPOCTO
UTpPYIIKA B PyKax fiesATenell cucteMbl. OHM BBIOMPAIOT, OHM PELIAIoT,
OHM HarPaXkJAI0T, OHM MOKYIIAIOT, OHY y4aT, OHY 3HAIOT, OHU XOPOHAT,
OHU CTaBAT MOHYMEHT M/ 3a0bIBaIOT. PaHbllle MHe Ka3a/I0Ch, YTO
cnoso OHI He mpuemieMo /114 3aMaiHOro 061eCTBa, YINTHIBAIONIErO
MHeHJe KaX[[0/1 OTHeNbHON MMIHOCT. CerogHs MHIVBUAYYMBI
OKas3a/luch B IMM JKe CO3/IaHHOJ JIOBYIIIKe, OT/IaB CBOIO CBOOOMY
pazu yro6cTBa HeKoit “IyMarolieil” 3a HUX I7106a/1bHOI MaliHe. Mbl
caMy OTepSA/IV MHUIVATUBY, OTBETCTBEHHOCTD 32 CBOY TBOPYECKIE,
U He TOJIbKO, MMOCTYIKM. XyTOXKHUK CTajl B CUCTEMe MeXaHNIeCKIM
BIHTMKOM, KOTODBINI JIETKO 3aMEHUTD JAPYTUM.

Ecnu sTo - nmormueckoe pasBUTHE MCKYCCTBA, KYIBTYPHL,
Je/I0BeYeCTBa, TO MHE C HUM He 1o 1y Tu. Iloka A emre omryIaro
JIETKOCTD IeTCKOI HaMBHOCTH, JKeJIaHNe TI0JIeTa B HUKY/a, IIyIOCTDb
meiicTBuA GeccpebpeHNKa, MOIIb HENIOHMMAaHUsA, NBVDKEHNE B
HEV3BECTHOCTb. 51 Oyy 6eXKaTb OT Py THHBI, NICKATb TO, IIOKa He 3HAIO
4T0. JIyMalo, 4TO TO>KE CaMOe MCIIBITBIBAIOT OYeHb MHOTYIE XYTOKHUKI,
TBOpYecKue nMuyHocTu. Haymo 6paTh MHUIMATUBY B CBOM PYKIN,
00BeVHATD YU, ecu norpedyerca. JKuTb NOMTHOM )KM3HBIO, a
HE B OYEPENIM 32 IIAJIKOM.

IToHMMaHMIO TAKOTO poAa cBOOOABI (BO3SMOXKHO, OIIMO0YHOMY)
MeHsI Hay4yl MOJi OIIBIT XM3HY ¥ paboThl B Mockse fo [TepecTporiky,
a 3aTeM Ha 3amajie, I7ie y)Ke IBajIaTh jIeT A IbITAl0Ch, C PA3HON
CTEIIeHbI0 Y/lauM, OTTAYMBATDh IIOHATHME CBOOOMDI, BBITACKMBATD
U3 PYTHUHBI, OIIATD K/IACTh Ha BECHI ¥ OIATD UCKATh €€ OTTEHKM, He
3a6bIBast 00 OCHOBHOM — CBOOOJIa He IPUHAISKUT HUKOMY. ITO —

ap, 1 OH HE MOXXET 6bIThH ITOJIOXKEH Ha TIOJIKY.
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Dyr Bul Chic

Epitseba animats halvat.
Shrum puppa slats Pyr-chica, umbdy-gaung Dushchamp--Mona Li-
sa retouch kapadést. Fatsum baam ogébr Pyr-Pudara pu, hardware-
tsa, drill-kakas pyr. Ats kdkka kubiddum marriage fyr aky. Tsa-tséra
bdy magic de xtikas and booby wo-woman matz gdy-bymts cuckoo.
Pudara in slats of a trend dybéats beyond chickens pykas chrome
bagastrum "Amanita" (AES, "Blue Blouse", "Blue Noses", Vladislav
Mamyshev-Monroe rash-fush) bdyu chica pympa tsats. Ogébr dyga-
gara-chagz You-gy - dye{nts , vertuta kubodara . Py-pair putsa bdya.
Py-dysch, kalen de'leusch sense, isseléu poop6o and boom. Gdy-
bymstk about laughter kutsymbra photoshoot-glamour bromine
apyrtsap. Bdysch rtsepa kaka Meyerhold pum-pyramts-kats "Bio-
mechanics" tsa-pyrpa brah. Dukakas imbr emotionally chuka-bam
plan tygydymts gdubymgrim now, cuckoo chica. Shupa, Zaum, ab-
ryk cal stsandra, absyurd carnival rap dragler-durlyakher pain-
soulon.

Obip 6yn mmk

Onuieba aHMMAaI] XaJIBaT.

IlIpy™ Tymmma cali meIp-1ata, yMOpi-rayHr Jioman — 5KOKOH/Ia
peTymb kamagact. Parrym 6aarl oro6p mbIp-Tyaapa Iy, armapaTypa-
113, 6yp-Kakac mbip. Al Kakka Kybumaym 6pak ¢pip aku. [[a-1japa 61p1
Bome6HOE 13 KyKac 1 6y6b1 6a-6a6y Maiy rjibi-6bimi] Ky-Ky. [Tymgapa
B C/TaI] TeHIEHIIMY IBIOAI] 32 KYP TIbIKAC XpOM GaracTpyM «MyxoMop»
(AEC, «Cunssa 6nysa», «CuHnit Hocbl», Bnagucias Mamblies —
Mospo upinkn-¢yis) 6710 Lalja IBIMIIa ALy, Or66p m)ira-ra{pa-qars
ThI-TBI-TIbIAHI], BePTYTa Ky6opapa. [TbI-rapa myria 67st.

[TbI-/IBIIIT, Ka7IeH [13 eyl CMBICT, UCCENEy TyTry i 6yM. [Ipi6hIMCTK
cMexe KyIbiM6pa oToceccus — rmamyp 6pom ambipuar. Bibim
puéna Kaka Meriepxonbp nyM-nbipaMu-Kau «bunomexaHuka» 1a-
nbIpna 6pa. JTykakac MM6p SMOIMOHATbHO YyKa-6all TTAH THITbIBIMIT
rAyOBIMIPYM IMa, KY-Ky 1a-1a. [llyma, 3aym, abpbik Kan Clianfpa,
abCcropy KapHaBasI KallyCTHUK APAX/Iep-Ayprsaxep 60OIbIyXOH.
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Ipynna «HoBble HopmanbHble» (AneHa MBaHoBa-WoxaHcoH, AnekcaHap MeTpennu, KOHCTaHTUH

3Be3404eTOB) :

doTo0:

2012 r., packpaweHHaa doTorpadua 60 x 42 cm.

«MYM-Tbl PAML KAL!», ok.

rpynna «Hosble HopmanbHble» .
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20th - 60th

Givérs isstsakan-Dan. Ants-tygydy byts-pupa unspoken chuga-
sats, but myrts-kaka Rahl - Rahl-Ya, tsatsara, pendstr reudéng.

Parody pastiche constructivism futurism dadaism outrageous
avant-garde acrylic clip. Dymts-Dymts mae-Re-Paix.

A. Ivanova-Johanson, A. Petrellli, K. Zvezdochetov
Moscow
2012
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New Normals artist group (Alena Ivanova-Johansson, Alexandr
Petrelli, Konstantin Zvezdochetov): PUM-PY RAMTS KATS, 2012, painted
photo, c. 60 x 42 cm.

20-e - 60-e

TMBa{pc nccrakaH-IlaH. AHIT — TBITBIBL 6bILI—II};Ha HEBbICKa3aHHOE
gyra-cat, a Mblpu-xéxa Pana - Pana-Ja, uziuapa, neH6CTp peynéHr.

IMapoausa cTunusanyusa KOHCTPYKTUBU3M PyTypusM afganusm

3MaTaXk aBaHrapg akpyI Kaui. JeiMi-/Ieivi Ma-Pa-I1s.

A.ViBaHoBa - Vloxancon, A.Ilerpennu, K.38esnouéron
Mocksa
2012

New Normals artist group (Alena Ivanova-Johansson, Alexandr
Petrelli, Konstantin Zvezdochetov): AP-PARA-TURA TSA, 2012, painted
photo, c. 60 x 42 cm.
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Erosion and After

KIMMO SARIJE

My interest in Russian culture and art was given new impulses
when I met Vitaly Komar and Alexander Melamid in New York in
1987. At the time I was studying in the Whitney Independent Study
Program and I did not hesitate to contact directly artists, critics
and theorists. I called Komar and Melamid and visited their studio
on Canal Street. We had sympathetic and illuminating talks about
their art and Soviet culture and politics. I made an interview, and I
also told about my interest to travel to Moscow to meet “unofficial
artists”.

Komar and Melamid were very helpful. They gave me the names
and telephone numbers of a few of the younger artists they consid-
ered to be the new generation of talented conceptualists in Moscow,
Yuri Albert being one of them. When I returned back to Helsinki
from New York, I rang Albert and after a month or two I met him
and his wife Nadezhda Stolpovskaia, who is also an artist, in their
small apartment on Ulitsa Novatov street in Moscow.

Ipo3uA u mocie

KUMMO CAPbLE

Moit nHTEpec K PycCKOil Ky/IbType U MCKYCCTBY IIOTY4M/I HOBBIN
UMIyJIbC, Korpa B 1987 1. B Hbto-Mopke s mosnakommics ¢ Buramem
Komapom n Anexcangpom MenamunoM. B To Bpemst s1 6511 CTy[eHTOM
I[IporpaMMbl He3aBUCUMBIX MCCIIEJOBAHUI My3esd YUTHU U He
CMYIIa/ICsA HAIPAMYIO CBA3BIBAThCA C XYSOKHUKAMU, KPUTUKAMU U
TeopeTukamu. A nossonnun Komapy n MenamMupny u JoroBopuics o
nocereHny ux cTyauu Ha Kanan-ctput. Msl Benu fo6poskenatenbHble
U VHTEJUIEKTya/IbHbIe PasroOBOPhI 00 UX UCKYCCTBE, O COBETCKOII
KYJIbType U IONIUTHUKE. fI B34 Yy HUX MHTEPBbIO, a IIOTOM paccKasall
UM O CBOEM XXeJIaHMY 110eXaTh B MOCKBY, YTOOBI BCTPETUTBCS TaM C
“HeoUIIMaNTbHBIMU XYTOXKHUKAMIA

Komap u Menamup 6pUIM CO MHOJ O4eHb n06e3Hbl. OHU
CHabgUIM MeHsI MMeHaMu ¥ HoMepaMy Telie(pOHOB HECKONbKIX
MOJIOABIX XY/IO>KHMKOB, KOTOPBIX OHM CUMTa/IM HOBBIM IIOKO/IEHUEM
TaTaHT/IMBBIX KOHIIENITYaaCcTOB B MOCKBe, cpefy KOTOPBIX ObII

u IOpuit Anb6epr. Korsa s Bepuyncs us Hpro-Vopka o6patHo
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Albert and Stolpovskaia told me about the underground art
circles of Moscow and showed me a copy of a samizdat publica-
tion. Everything was very exciting and confidential - and I was
enchanted. Soon after a couple of shorter visits to Moscow I got
to know a group of younger artists with studios in a dilapidated
apartment building in Furmanny pereulok lane in the centre of the
Soviet capital.

The house, where tens of artists worked, was the art dynamo of
the perestroika years in Moscow. I made friends with eight of them
- Yuri Albert, Andrei Filippov, Sven Gundlakh, Sergei Mironenko,
Vladimir Mironenko, Vadim Zakharov, Konstantin Zvezdochetov,
and Larisa Zvezdochetova - all of whom were intellectuals and ar-
tistically dynamic but highly different as personalities. This group
of young artists included one - Andrei Roiter - who had his private
studio elsewhere in Moscow in a suburban apartment house.

I greatly enjoyed the company of the artists and I loved their
fantasy and sense of irony. Their art, which they called “post-post-
conceptualism”, was rich in philosophy and ideological criticism.
Their strategies, from witty jokes, “low tech” presentations and
strange materials to optimistic visions of the future art culture of
Moscow, were full of innovation and drive.

When returning from Moscow to Helsinki from my “journeys
of exploration” in the winter of 1988 I brought with me photos of
Yuri Albert and Vadim Zakharov and curated later in the spring
a small conceptual photo-show entitled Moskovan undergroundin
fragmentteja - Jura Albert ja Vadim Zaharov (Fragments of Moscow
Conceptualism -Yura Albert and Vadim Zakharov) in the studio of
Helsinki Kunsthalle, April 4-May 29, 1988. That was in fact the first
show in Finland in which the role and concept of the curator as or-

Alexandr Melamid and Vitaly Komar in New York in 1987. Photo: Kimmo

Sarje.

Andrei Filippov, Vadim Zakharov, Konstantin Zvezdochetov, Sven

Gundlakh and Yuri Albert in the studio in Furmanny pereulok lane in

Moscow on February 16, 1988. Photo: Kimmo Sarje.
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B Xe/IbCUHKH, 51 TO3BOHMI ABOEpTy, a CIYCTA MeCsl U [Ba
BCTpeTu/IcA ¢ HUM U ero keHoit Hapexxpmoit CTONIOBCKOI, TOXe
XYILO>KHUKOM, B MIX HeOOJIbIIOI KBapTUpKe Ha yauue Hosaropos B
Mockae.

Anpbepr m CronmoBcKas paccKa3alu MHe O Kpyrax
Heo(UIaIbHOTO ICKYcCTBa B MOCKBe 1 II0Ka3any MHE 9K3eMIULAP
KaKOI1-TO CaMU3IaTCcKoll mybnuKaryum. Bcé ato 6p1710 BonHyOIIE U
TaVHCTBEHHO — ¥ 51 ObII COBepILIEHHO 04apoBaH. Bckope, mocrie maper-
APYTOIl HETIPOJO/KUTENbHBIX BUSUTOB B MOCKBY, 5 TO3HAKOMUJICA
C TPYILIION MOJIOABIX XyLOXKHMKOB, Yb/l MaCTepPCKIe pacIoaraanuch

B 06BETIIIA/IOM MHOTOKBAapTUPHOM TOME B chpMaHHOM IIEPEYIIKE, B

®oTo: Kummo Capbe.

CaMOM IIeHTpe COBETCKOI CTOMMIIBL.
JJoM 3TOT, B KOTOPOM paboTany GecATKA XYAOKHUKOB, B TOMBI

HepecTPOIIKM CTajl TeHepaTopoM MCKyccTBa B Mockse. S moppy»xumncs

AnbbepT B MacTepckoit Ha YucTonpyaHom 6ynbBape B MockBe. 6

BukTop Ckepcuc, AHapeit dununnos, Bagum 3axapos u Hpwii
masa 2011 r.

C BOCeMbIO XynoxkHMKamu. Jto 6bumm HOpuit Anpbept, AHapeit

Victor Skersis, Andrei Filippov, Vadim Zakharov and Yuri Albert in

the studio in Tshistoprudnyi Bulvar street in Moscow May 6, 2011. CDMHMHHOB’ Caen TYHHHaX, Cepreﬁ n BHa'uMMMP MI/IPOHCHKO,
Photo: Kimmo Sarje. Bagum 3axapos, Koncrantun u Jlapuca 3Be304eTOBBI — BCe
VHTe/IeKTya/IbHbIe V1 SHEPIMYHbIE XyIOXKHIKI, XOTA U O4eHDb PasHble
Kak mr9HOCTH. K 3TOI1 XKe rpyIiiie MONOAbIX XyJ0KHIKOB OTHOCHU/ICS
u Anppeit Poiitep, y KOTOpOro MacTepckas HaXOfu/Iach B IpyroM
MHOTOKBapTHPHOM JIOMe Ha OKpayHe MOCKBBI
S macmaxkpancs KOMITaHMel STUX XyTO>KHVMKOB ¥ BOCXMIIAJICA
ux ¢danrasmerr u mponmeir. OHM HaspIBaAM cBOe Ooraroe
¢dunocodcrBoBaHNEM U KPUTUKOI UICOTOTMY TBOPYECTBO "TIOCT-
HOCT-KOHIIENTya/m3MoM . [Iana3oH MX CTpaTernii, IpoCTHPAIOIIMXCA
OT OCTPOYMHBIX IIYTOK, HU3KOTEXHOJIOTMYHBIX Ipe3eHTalNiT 1
CTPaHHBIX MaTepUauoB O ONTUMICTUIECKUX 06pa3oB OymyIe
XY[0’KeCTBEHHOI KyNbTYpbl MOCKBBI, ObUI ITOJIOH MHHOBALUIL 1

IpaiiBa.
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ganizer of the event was explicitly launched - i.e. the first curated
exhibition of this kind.?

Immediately after my return from Moscow I introduced the nine
Soviet artists, which I often called the Furmanny group, in three
full-page articles in March 1988 in Helsingin Sanomat, the leading
daily newspaper in Finland.? This series of articles opened up a
new perspective on Soviet culture in Finland and received a great
deal of attention.* Many of the artists visited the Festival of Soviet
Avant-Garde Art in Imatra, a small town in Eastern Finland, in the
summer of the same year.

I continued introducing the Furmanny artists in the international
context by giving a paper on them at the Congress of AICA
(Association Internationale des Critiques d’Art) in Buenos Aires in
October 1988. In the following year the AICARC bulletin published
for the Congress of AICA in Moscow and Thilisi in 1989 and edited
at AICARC Centre by Hans-Jorg Heusser in collaboration with the
official Soviet organizers, included ten photographs by me (without
credits) of pieces by the artists of Furmanny pereulok and my
brief introduction, which was originally the paper that I gave in
Buenos Aires.’ The honour to provide an outside view of Soviet
contemporary art in the publication was given only to the Austrian-
born art critic Claudia Jolles and myself. Galerie Pelin in Helsinki
became interested in showing contemporary artists of Moscow, and
I started also to curate a few more exhibitions.

My grand idea, however, was to try to create a collection of the
art of the Furmanny group. I understood that the time was ripe and
critical, and that the artists had slowly and without any commer-
cial expectations made high-quality art pieces in the studios at that
time. I could also see how the interest and activity of international
art dealers were growing daily.

Sven & Kristina Gundlakh: Womb of Dream, 2005, installation, mixed
media (video, gingerbread, salt, table, chair, mirror). Courtesy
E.K.ArtBureau.

Sven Gundlakh 1lifts the veil of the installation Womb of Dream,
2005. Courtesy E.K.ArtBureau.
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«[lBe kpacasuupl», (1987 r., akpun, opr., 205 x 185 cM) - BO ABOpe JoOMa C MacTEPCKUMU XYAOXHUKOB B OypmaHHOM

CeeH lyHanax:

®oTo: Kummo Capbe.

Konnekuus MNekkn XanoHeHa.

nepeynke B Mockse, 1987 r.

MOSCOW CONCEPTUALISM

Sven Gundlakh: Two Beauties, (1987, acrylic on hardboard, 205 x 185

cm) in the yard of the studio house in Furmanny pereulok lane 1987.

Pekka Halonen Collection. Photo: Kimmo Sarje.

BepuyBmmch sumoir 1988 r. m3 moeil "mccmenoBaTenbCcKoi
sxcneguuyu’ o Mockse B XebCHHKY, 51 ipuBes ¢ coboit hororpadun
IOps1 Anbbepta 1 Bagyma 3axapoBa, a TOif )ke BECHOI! CTaJl KypaTOpoM
He0O/IbILION KOHIIENITyanbHOI (POTOBBICTABKY 1107, Ha3BaHueM Mos-
kovan underground in fragmentteja - Jura Albert ja Vadim Zaharov
("®parmeHTBH MOCKOBCKOTO KOHIlenTyaausMma — HOpuit Anpbepr
u Bagum 3axapos"), cocrosBiuerics 4 anpens —-29 mas 1988 . B
MacTepcKoll BoicTaBouHoro 3ana B XenbcuHKU. [1o cyTu, aTo neppas
BbICTaBKa B OUH/ISIHANY, B KOTOPOIL OTKPBITO ObIa 0003HaYeHA POTIb
M KOHILIENLMsI KypaTopa KaK OpraHm3aropa coObITUA — T.e. epBast
KypUpoOBaHHas BbICTaBKa TaKOTO pofa’.

Hemepnnenno nocne Moero Bo3spaienns n3 Mocksbl B MmapTe 1988
I. 51 IPEfICTaBII JIeBATb COBETCKMX XY/JOKHUKOB, KOTOPBIX 5 4aCTO
HasbIBas 2pynnoti ¢ PypmanHozo, B TpeX MOTHOCTPAHNTIHBIX CTAThAX
B Helsingin Sanomat, Bexy1ueit exxenHeBHO rasete B Punmanpmm.’
ITOT pAAf cTarel OTKpbUL B OUHIAHANN HOBBIN B3IJIAL Ha COBETCKYIO
KY/IBTYPY U NpUBJIeK 60/blIoe BHMMaHye y6nukn.* JleroM TOro
’Ke Tofa MHOTHUeE XYAOXXHUKM moceTrnmn PecTnBaab COBETCKOTO
aBaHTapJAHOTO MCKYCCTBa B VIMarpe, HeOO/BIIOM FOPOfie B BOCTOUHO
OuHAIHONN.

S mpoporKan mpencTaBIATh XYROXHUKOB ¢ DypMaHHOTO B
MeX/IyHapOJHOM KOHTEKCTe, Cie/IaB 0 HMX B OKTsA6pe 1988 . moxiaz,
Ha Konrpecce AICA (MexayHapogHON acconyanyy KpUTUKOB
uckyccrsa) B byanoc-Aijipece. B cnegyrouiem ropy B 61onerenn Al-
CARC, uspannsiit mist Konrpecca AICA B Mockse n Tounncu B
1989 r. u orpenakTuposanubiit B Llentpe AICARC Tancom-Voprom
XoliccepoM B COTPYAHMYECTBE C OPUIMATbHBIMUA COBETCKUMU
OpraHusaToOpamu, BOLIN JecATb Moux ¢oTorpaduii (6e3 ykasaHms

aBTOpCTBa) C pa60TaMI/I XYIOXXHMKOB 13 cDpraHHOI‘O IepeynakKa n
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Sven Gundlakh: One Thing/Piece, (Shtuka), in the yard of the

studio house in Furmanny pereulok lane 1987. Photo: Kimmo Sarje.

MO€e KpaTKoe IpefCI0BNe, M3HAYa/IbHO ABJIABIIEECS TEM CaMbIM
HOKJIAZIOM, 4TO s cfenan B bysHoc-Aijipece.” YecTb npefcTaBuUTh
B IyOIMKaLVy B3IJIAJL CO CTOPOHBI Ha COBPEMEHHOE COBETCKOE
VICKYCCTBO OBLIA IIpefiOCTaB/IeHa TONIKO MCKYCCTBOBERY aBCTPUIICKOTO
npoucxoxaennsa Knaypuu Vonec u MHe. Tanepes Pelin B Xenbcnuku
3a/[HTePEeCcOBa/Iach II0Ka30M pabOT COBPEMEHHBIX XyLOKHIKOB 13
MockBbpl, 1 1 Ha4a/l KypUpOBaTh €llle HECKO/IbKO BbICTABOK.

OpHako MosI ITaBHas Ujesl 3aK/II04a/ach B TOM, YTOObI ITOIbITATHCA
CO3[aTh KO/UIEKLI0 pabot rpynisl ¢ PypManHOro. S moHMMal, 4ro
YCTIOBYMSA [/IS1 9TOTO OBUIY IOAXOZLINE Y OFHOBPEMEHHO He TepILlyie
OT/IaraTeNbCTB, U1 YTO B CBOE BPEMsI 9TY XYOKHIUKY HECIIEIHO 1 6e3
KaKIX-TO KOMMEpPUYeCKIX OXXUJIAHWUII Iefla/i B CBOMX MACTEPCKUX
BBICOKOKaueCTBEHHBIE XY/IOXKeCTBeHHbIe paboThl. BMmecTe ¢ TeMm, 5
He MOT He BUJIeTh, KaK eXeJHEeBHO pOC/IN MHTepeC ¥ aKTMBHOCTD
MEX/JyHapOJHBIX TOPTOBLEB IPOU3BENECHMAMY MCKYCCTBA.

BBupy aTHX 006CTOATENBCTB, 5 MPEIIONKIIT XY0XKHIKAaM BMeCTe
CO MHOJI CI/IaHMPOBATh NIpe3eHTa0eIbHYI0 KOJUIEKIIMIO MX UCKYCCTBA,
B TO BpeMs KaK s IOIIBITA/ICA HaliT KOro-umn6ynp B OUHIAHAUY —
yUpeXJeHMe VI YaCTHOe JIMIO0 — KTO MOT Obl (PMHAHCHPOBATh
KOJIIEKIVI0. XyTOXXHUKM HPUHSANIN MOe IIpefIo>KeHe 1 oberanyu
He IIPOJiaBaTh 3T PabOTHI 1O KpallHero CPOKa, HACTYIIABLIETO Yepe3
HECKOJIBKO MeCAIIEB.

B ®uHnAHAUMM S NOTOBOPUJI CO MHOTMMM IUpeKTOpaMu
XYLOXXKeCTBEHHBIX My3eeB, HO Oe3pe3dynbraTHo. OHU OOBIYHO
>KaJIOBa/IMICh HAa OTCYTCTBME y HUX JI€HET, XOTA NPU3HaBalIy, 4TO
upes 3amaHuuBad. KoHeuHO, HacToAlasAs MpMUYMHA KPbIIach B
OTCYTCTBUM IIOJTHOMOYMIA. Sl IpOBEN NMeperoBOphl  C YaCTHBIMMU
KOJUIeKIIIOHEpaMH, HO BIIYCTYIO — yCIOBUSA BefeHMs Ou3Heca B

Coserckom Corose He BHYLIA/IM M YBEPEHHOCTH.
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I thus proposed to the artists to plan together with me a rep-
resentative collection of their art, while I tried to find someone in
Finland - an institution or private person - to finance the collection.
The artists accepted my proposal and promised not to sell these
pieces before the deadline some months later.

In Finland I talked with many directors of art museums but
without results. They usually complained of their lack of money,
but admitted that the idea was appealing. Of course the real reason
was about authority. I also negotiated with private collectors, but
in vain - they felt themselves unsure with regard to conditions in
the Soviet Union.

Finally when I was losing my belief in Finnish cultural curio-
sity and will and I began to look west, to Stockholm, after which
the young Finnish businessman and art collector Pekka Halonen in
Helsinki told me about his interest to be involved in this project.® I
was more than relieved, and together we began to develop the idea
of how to realize the collection.

Before long Pekka Halonen and I flew to Moscow for the final
selection of the works. Halonen engaged in thorough discussions
with the artists and influenced the choices. The arrangements of
payments with real and quasi prices plus the transportation were
most complicated procedures, which I do not discuss here. However,
our ethical principle was to buy the works at reasonable Western
market prices.

After a couple of weeks, to our great surprise and joy, a large
crate containing the main part of the new art collection, was deliv-
ered to Helsinki Airport. Latter on I fetched some more paintings
by train from Moscow to Helsinki. Transportation was always an
adventure, but we were lucky and there were no difficulties.

HaxkoHel, KOrfa s y>ke IOYTY IIOTEPSITI CBOIO Bepy B prHCKOe
KY/IbTYpPHOE I00OIBITCTBO 1 BOJIIO, ¥ HAYaJI C HaJIe)XK/I0J1 IIOT/IA/bIBATh
Ha 3amaj, Ha CTOKIoJabM, MONOAOI (UMHCKMII OM3HECMEeH U
KOJUIEKIJMOHep NpousBefeHuil uckyccrba Ilekka XanoHeH us
XenbCUHKM YBeJOMIUII MEHA O TOM, UTO €T0 MHTepecyeT yJacTue B
3TOM npoekTe.® §I I0YyBCTBOBa/ OTPOMHOE 00JIerdeHe, I BMeCTe Mbl
Hava1u pa3pabaTbIBaTh U/EI0 O TOM, KaK cOOpaTh KOMIEKIIMNIO.

Bckope Ilexka XanoHeHn M A moneTenu B MOCKBY O
3aBeplIaloliero oTb6opa pabot. XagoHeH y4acTBOBAN B A/IUTENbHBIX
BUCKYCCUAX C XYHOXXHMKaMM ¥ OKasbIBasl BIMSAHME Ha BBIOOP.
Ocy1iecTBeHne IIaTeXeil C yKasaHMeM peanbHbIX U BbIMBIIIEHHBIX
LleH U TIOC/IeAYIomas TPAaHCIIOPTUPOBKa paboT OKa3anluch OYeHb
CTIOXKHBIMY IIPOLeAYPaMi, KOTOpBIe 51 He OYAy 00CY>XaaTh 37eCh.
OpHako HalIMM STUYECKUM IIPVMHLIMIIOM OblIa TOKYIIKa paboT 1o
PasyMHBIM 3aIlaJHbIM PBIHOYHBIM LIeHaM.

Yepes mapy Hefienb, K HallleMy HEONNCYeMOMY YAWBJICHUIO U
pamocTtu, OOMBINON AUMK, COTEPKAIINIA OCHOBHYIO 4aCTb HOBOJA
KOJIIEKLIMM ITPOM3BEeHNIT MICKYCCTBA, ObIT JOCTABIIEH B XeIbCUHCKII
asponoprt. ITozxe s mpuBe3s HEKOTOPbIE APyTUe KAPTUHBI [10€3[,0M
n3 MockBbl B XenbCuHKU. TpaHCHOpTUpPOBKAa Bcerma Obiia
IIPUK/II0YEHYEM, HO HaM Be3JI0 ¥ MBI He VICIIBITBIBAIM HUKAKUX
TPYGHOCTEIA.

B xope aToro mpouecca Kommekuus 'Oposus’ moaydmna
CYILLleCTBEHHDbIE IONIOHEHN A 3a CUeT paboT BOCbMM KOHLIENITya/IbHbIX
coBeTckux gororpacdos: Anekcanap Crocapes, AHpeit AKCEHOB,
Brapumup Kynpusanos, Anekceit lllynerun, Poman IIaTKoBKa,
Bopuc Muxaitnos, Bnagumup ITapdeHok u Anexcannp YrasHuIa.
9ToT paspmen KypupoBajicsa GUHCKUM CIIeNVaaucToM XaHHY

IapuksiHeHOM.” B 11e710M, KOJUIEKIVIS JOCTATOYHO LIMPOKO OTpasuiia
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During this process, the Erosion Collection received substantial
additions through the works of eight conceptual Soviet photogra-
phers: Alexander Slyusarev, Andrei Aksyonov, Vladimir Kupri-
yanov, Alexei Shulgin, Roman Pyatkovka, Boris Mikhailov, Vladimir
Parfenok and Alexandr Uglyanitsa. This section was curated by the
Finnish specialist Hannu Eerikéinen.” Altogether, the collection re-
flected richly the cultural and political changes of the Soviet Union,
especially the period of perestroika.

The director of the Amos Anderson Art Museum, Bengt von
Bonsdorff, was interested in the collection and wanted to show it in
Helsinki. Two versions of the Erosion catalogue - Finnish-Swedish
and English-Russian - were published. The exhibition opened on
October 11, 1990 less than a year before the collapse of the Soviet
Empire.®

The American critic and writer Andrew Solomon was also cap-
tivated by the avant-garde art and ideas created in the house of
studios at Furmanny Pereulok in Moscow. His documentary book
Irony Tower. Soviet Artists in a time of Glasnost was published in 1991
in New York. The very same artists that are represented in the Ero-
sion Collection have a crucial role also in Solomon's book.

“What is meaningful in Moscow is the community of artists”,
Solomon analyses the social logic of the underground art world
and continues, “the friendships of the artists are both subject and
object of their work. Only the sociology of the Moscow scene exp-
lains its meanings; only by knowing the artists can one know their
work. Through the many years of oppression, the circle of the Soviet
vanguard was unable to exhibit their work in public, and so they
would hang it on their walls and invite people to come and look at it.
The only people who ever saw their work were their friends, their

Ky/IbTYpHBIe U nonnTtudeckne n3MmeneHus B Coserckom Corose,
0CO0EHHO IPONCIIeALINe B IePUOJ, IePeCTPONIKN.

Benrt ¢pon Boucnopdd, nupexrop XymnoskeCTBEHHOIO Myses
AMoca AHfiepcOHa, 3aMIHTepeCcOBAJICs 3TOV KOJUIEKIIVe M XOTel
II0OKa3aTh ee B Xe/bCMHKU. BbUIM M3TaHbI Ba BapMaHTa KaTajaora
Ipo3uu — GUHCKO-LIBECKMIT U aHITIO-PYCCKMit. BricTaBKa OTKpbIIach
11 okTs16pst 1990 ., MeHblIie 4eM 32 rof o Kpaxa CoBeTcKoit mmmepui.®

AMepuKaHCKUI KPUTHUK 1 nucaTenb JHApo COMOMOH Takxe 6bl1
Oo4YapoBaH aBAHTAPJUCTCKUM MCKYCCTBOM M UAEAMU, POXK/ICHHBIMU
B foMe MacTepckux B @ypmanHOM nepeynke B Mockse. Ero
HOKyMeHTanbHas kuura Bawns Vponuu. Cosemckue Xy0onHUKU 6
nepuod enacrocmu 6pu1a usnana B 1991 r. B Heio-Vopke. VI BHOBD
XYIO>KHMKY, NIpefCTaBIeHHble B KO/UIEKUUY "Dposus”, UrparoT
Ba)XHYIO PO/b U B KHure O. COIOMOHA.

“U10 meiicTBUTENbHO Ba)XHO B MOCKBe, TaK 3TO COOOIECTBO
XYLOXHUKOB, — CO/IOMOH aHAIM3MPyeT COLMATBHYI JOTUKY
HOJTIONBHOTO MIPA CKYCCTBA U IPOJO/DKAET, — APYKOa Xy[JOKHUKOB
SABJIAETCA U CYOBEKTOM, M 0ObeKTOM MX TBOpUYecTBa. TO/IBKO
COLMOJIOTYSI MOCKOBCKOJT CLIEHBI OO'BSICHSIET €€ CMBICIIBI; TOTIBKO 3Hasi
XYJOXHMKOB, MOXKHO 3HaTh X TBOPYECTBO. B TeyeHMe MHOIMX /leT
IIPUTECHEHNIT KPYT COBETCKOTO aBaHTapfa He MMe/l BO3MOXKHOCTH
II0Ka3aTh CBOM paboThl Ha MyO/nMKe, ¥ IIOTOMY OHM Bellla/If MX Ha
CTeHaX CBOMX KBapTHUp, a IOTOM IpUIJIALIAIN JIIOfEN MpyuexaTh
B3IJIAHYTbh Ha HUX. EXVHCTBeHHBIE I0[M, KOTOpPbIe KOTAa-1160
BUJIN UX TIPOU3BeNeHMsI, ObIIN UX [PY3bsIMU, MX 3HAKOMBIMIU,
APY3bsMU UX py3ell — APYTUMM WieHaMy aBaHrapga. OHy >Xumn, o
1X COOCTBEHHBIM C/IOBaM, 'KaK II€pPBbIe XPUCTHAHE, WU KaK BobHbIE
KaMeHIKN . ... OHM cYMTaNy, YTO BEJAIOT 60/Iee BHICOKYIO IPaBLy,

4eM Ta, KOTOPOIi OBLI YOCTOEH IIPOYNI COBETCKIIT HAPO, U B CBOUX
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acquaintances, the friends of their friends - the other members of
the vanguard. They were, in their own phrase, 'like the early Chris-
tians, or like Freemasons'. ... They believed that they knew a higher
truth than was vouchsafed to the rest of the Soviet people, and from
their circumstances of difficulty they learned integrity, and built a
world of mutuality.”®

The Russian documentary film Dom na Furmannom was ma-
de in 2010 about the artist community of the house at Furmanny
Pereulok. The concept of the film is by Mikhail Mindlin, who was
also one of the artists working in the house during the perestroika
years. The film includes fragments of the original conditions of the
Moscow art world in the last days of the Soviet Union and also sheds
light on the work of the artists since that time.

What kind of art did the artists of the Erosion collection actually
make? And what kinds of careers or destinies have they had during
the last twenty-five to thirty years? While I do not believe that I can
answer these demanding questions in my article, I can tell about my
impressions based on our long collaboration and talks. I interviewed
seven of the nine artists of the collection in Moscow in May 2011:
Yuri Albert, Andrei Filippov, Sergei Mironenko, Vladimir Mironen-
ko, Andrei Roiter, Vadim Zakharov, and Konstantin Zvezdochetov.
I had a brief telephone conversation with Sven Gundlakh, who told
me that he no longer wants to talk about his art and his years as
an artist. There was nothing personal in his refusal; it was simply
that he had distanced himself from the art world and has new pros-
pects in life. Of course I was sorry about his decision, because he
is an important artist of the collection with a few great art pieces,
and one of the essayists of the Erosion publication. “In this sense
my own works are not my own. I am free from them and they are

HeJIETKMX )XM3HEHHBIX 00CTOSATEIbCTBAX OHY [IO3HA/IN L[ETOCTHOCTD
Y IIOCTPOV/TU MUP B3aMMHOCTIL .

Poccuiickuit fOKyMeHTaIbHBI QUIbM O COOOIIECTBE XYA0XKHIKOB
B @ypmanHoM nepeyike "lom Ha dypmanHoM” Obu1 cHAT B 2010 .
3ambicen ¢punbMa npuHagiexan Muxanwry MUHINHY, KOTOPBI
TaK)XXe BXOJM/ B YMCIO XYO)KHUKOB, pabOTaBILINX TaM B TOMbI
mepecTpoiiku. B ¢unbm Bomnm ¢pparMeHTH BUAeO3amMCEN
IIOJ/IMHHBIX YC/IOBUI CyLIeCTBOBAHMA MOCKOBCKOTO MIpa UCKYCCTBa
B nocnepguue g1 CoBeTckoro Coro3a, a TakKe KaZpbl, OCBELIAoIe
TBOPYECTBO 3TUX XYIO>KHMKOB 1tocye pacnaga CCCP.

KaxuM >xe 61710 TBOPYECTBO XYHOXKHNMKOB KOIEKIM "Dposus”
Ha caMmoM fiente? V Kak CJIOKMIMCh MX Kapbepsl MIN CYyAbOBI 3a
IpollefilNe ABaALATh IATh — TPUALATD 1eT? XOTA 5 He [yMalo, 4To
B COCTOSHUM OTBETUTb Ha 3T TPYAHBIE BOIIPOCHL B CBOEII CTaThe,
51 MOTY paccKasaTb 0 COOCTBEHHBIX BII€YAT/IeHISIX, OCHOBAHHBIX Ha
HallleM JOJITOM COTPYyJHUYECTBe U IeperoBopax. I B3sA1 MHTEpBbIO
Yy CeMU U3 [NEeBATU XYFAOKHUKOB Ko/uteKuuu B Mockse B Mae 2011
I. — B ToM uucre, y lOpus Ansb6epra, Augpes Oununmnosa, Cepres
Muponenko, Bnagumupa Muponenko, Auppes Poiitepa, Baguma
3axapoBa 1 KoHcTaHTMHa 3Be3foueroBa. Y MeHs ObUI KpaTKUil
TenepoHHBIN pasroBop u co CBeHOM [yH/IaKOM, KOTOPBLI COOOIIMT
MHe, 4TO 607Ibllle He X04eT TOBOPUTh O CBOEM TBOPUYECTBE U TOfax
ero paboTbl XyAO>KHUKOM. B ero oTkase He OBIIO HUYETO TNIHOTO;
OH IIPOCTO AMCTaHLMPOBAJCA OT MMpPa UCKYCCTBA U y>Ke IaBHO
JMMeeT HOBbIe IIepCIeKTMBEI B >ku3HU. KOHeYHO, A coXKajen o ero
peleHny, IOToMY 4TO CBeH ObUI BaXKHBIM XY/IOXHMKOM KOJJIEKLINY
C HEeCKO/TbKMMM BBIJAIVMUCA IPOU3BENEHUAMN U OTHUM U3
3CCencTOB KaTajora "Jposud’. “B 91011 cBsA3Y, ¥ MOM pabOThI KaK ObI

He Mou. 4 cBOOOJEH OT HUX, a OHM CBOOOIHBI OT MeHs, — IMCa/ OH
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free from me”, he writes of the freedom of contemporary art and
the anonymity of the artist in the Soviet Union.”° About the art and
ideas of the turbulent years of perestroika he says: “Crucial epochs
usually leave us not only ruins and memoirs, but also folklore, such
as, for example, Russian Suprematism was. Let us wait and see what
the cultural limericks and the art-jargon of our times will be like.”"

At the time, I could not reach Larisa Zvezdochetova, who lived
in Amsterdam. However, I met her in in Odessa two years later in
the summer of 2013. I had also an opportunity to update my impres-
sions and exchange opinions briefly with Larisa Zvezdochetova,
Konstantin Zvezdochetov, Sergei Mironenko and Andrei Filippov
in Moscow in May 2015.

Geistarbeiter

Yuri Albert (b. 1959) can combine innocence and sharpness in his
art. He is a rigorous conceptualist, with text often playing a crucial
role in his work. Especially his early pieces consisted of poetic sta-
tements that he wrote on cardboard panels. He hung these on walls
or around his neck, carrying them like advertisements on his chest
as in his performance from 1978: Y. F. Albert Gives His Entire Share of
Warmth to Others. It was a hand-shake performance, with the artist
offering the warmth of his hands to the audience.

Albert can also playfully recycle and modify the images of the
Soviet children books and cartoons. A well-known work of 1986 is
the upside down turned painting of an artist cartoon figure with
palette, pencil nose and text: “I am not Baseliz!” The manner of
Georg Baseliz to paint the motifs of his works upside down and
René Magritte’s philosophical play on representation were given
a Soviet conceptual interpretation. Albert's work as an artist has

1O, . ARBEEFT
ECE ELLLESSIEMOE UM TEMNNo
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Yuri Albert: Y. F. Albert Gives His Entire Share of Warmth to
Others, 1978, black and white photo. Kimmo Sarje Collection.

75

+99de) owwny BumdNBULIOY supedioLod g/h ‘8LET ‘«WBTON 1IETLO OULSL WM J0WIBLATIAg 339 1dagauy ¢ (» :L1dagauy uudy



76

«fl He Basenuy!» (1986 r., x.m., 100
X 100 cM) - BO ABOpe AOMa C MacTepPCKUMU XYAOXHUKOB

W0puit AnbbepT:

«XuBonucb gnsa

W0puit AnbbepT:

cTeHorpaducTok (HeoncesmoapT)», 1987 r.

®oTo: Kummo

B OypmaHHOM nepeynke B Mockse, 1988 r.

Capbe.

- BO ABOpe AOMa C MAaCTepCKUMU XyAOXHUKOB

B OypmaHHOM nepeynke B Mockse, 1988 r.

doTo0:

Kummo Capbe.
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Yuri Albert: I Am Not Baseliz!, (1986, 0il on canvas, 100 x 100 cm)
in the yard of the studio house in Furmanny pereulok lane 1988.

Photo: Kimmo Sarje.

Yuri Albert: Painting for Stenographers (Neopseudoart) 1987, in the
yard of the studio house in Furmanny pereulok lane 1988. Photo:

Kimmo Sarje.

0 cBOOOJe COBPEMEHHOTO MCKYCCTBA ¥ aHOHUMHOCTH XY O>KHIUKA B
CosetckoM Corose.'® O6 nckyccrBe u uyesx 6ypHBIX €T epecTPOKY
OH ckasan Tak: ‘TleperoMHbBIe 3TIOXM OOBIYHO OCTAB/SAIOT HAM He
TOJIbKO PyMHBI ¥ MEMYapbl, HO U (OIBKIIOP, KAaKUM OBII, CKaXKeM,
pycckmit cynpeMatusM. IIocMOTpuM, KaKOBBI OyAYT KyIbTYpHbIE
YaCTYILIKY M apT-)XKaproH Hallero BpemeHu. .

B To BpeMs g He cMOTr TOroBOpUTD ¢ Jlapucoit 3Be304eTOBOI,
>xuBieit B AMcrepgame. OgHako s BcTpeTucs ¢ Hell B Ofecce gBa
roga ciycrs, neroM 2013 roga. Y MeHA Takxe 6b171a BO3MO>KHOCTD
B Mae 2015 r. OOHOBUTH CBOU BIT€YATIIEHNS U KPATKO OOMEHSITHCS
MHeHMAMU B Mockse c Jlapucoit 3BesgodeToBoit, KoHcTaHTMIHOM

3Be3fgoueToBbIM, CepreeM Muponenko u AnpeeM OWINIIIOBBIM.

Geistarbeiter'?

FOpuit Anp6epr (p. 1959) criocobeH B cBoeM TBOpPYECTBE OOBEANHSATD
HEBMHHOCTH ¥ TOYHOCTb. OH — CTPOTHIl KOHI[ENTYAIUCT, X TEKCT
4aCcTO UI'paeT BAXKHYIO poyb B ero pabote. Ero panHue paboTs B
0COOEHHOCTH COCTOSITM M3 ITOITUYECKNX 3asIBTIEHNI, HAIIMCAHHBIX
M Ha KaproHkax. OH Belllaj X Ha CTeHaX MJIM [jaXke HOCUII, KaK
peKaMHble 00'bABIIEHN, Ha TPYAU — KaK B cBoeM nepdopmaHce 1978
r. moxg Ha3BauueM "F0. @. AnbbepT Bcé cBoe Temio oTHaeT mogsam’. B
OHOM U3 IIepPOPMAHCOB OH TAK>Ke IIPEMIaral OTHABaTh CBOE TEIIO
Jyepes pyKOIoXaTye.

AnpbepT MOXKeT TakKe LIYTAMBO IepepaboTaTh U U3MEHUTD
PVICYHKM M3 COBETCKUX AETCKUX KHUT M MYIbTPUIbMOB. VI3BecTHas
pabora 1986 r. mpeficTaBAeT COOOII TepeBEPHY TYIO KMBOIUCH PUIYPBL
XYZO>KHUKA V3 MYIbTGUIbMA C IATIUTPOIL, HOCOM B BUJie KapaH/alia 1
texcroM: “S He Basenmuu!” Tak manepa Teopra basenuua, pucymomero

CBOM KOMIIO3MIIMM BBepxX Horamm, n ¢umnocodckas urpa Pene
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been coherent, with intellectual clarity and scarce with means. The
Salons video and audio installation from 2006-2007 mediates well
his attitude: a five-second segment in a continuous loop. A video
about an eternal beginning?

Albert’s first contacts with modern art read like a fairy-tale. The
widely known modernist sculptor Jacques Lipschitz (1891-1973) was
his grandfather’s older brother. Albert’s parents sent to Lipschitz a
piece of sculpture made by their son Yuri from children’s modelling
plasticine. Approximately a year later, it came back from France
cast in bronze. Yuri felt that a nice toy would have been a better
surprise. This happened around the year 1970, when Albert’s pa-
rents wanted to be convinced of their son’s talent. They stressed,
however, the importance of studies in art. One first had to have com-
mand of realistic representation before going on to experiments.
Reuven Lipschitz - Jacques’ younger brother - visited the Soviet
Union a few times, bringing art books with him. He spoke Russian
and told stories about modern art

Albert began his art studies as a teenager in 1976, when Kat-
ya Arnold, the wife of Alexander Melamid, taught him elementa-
ry drawing and painting for the entrance examination to the Pol-
ygraphic Institute of Moscow. In the teacher's apartment he saw
strange Sots Art works which aroused his curiosity. “There were
anti-Soviet jokes hanging on the walls. At the time, however, I ad-
mired the modernist conception of art, according to which a paint-
ing is something that we cannot explain, i.e. painting in the spirit
of Matisse and van Gogh. This was a real turning point, for I had
an opportunity for interesting conversations with Arnold”, Albert
recalled. He thus got his first critical conceptual impulses directly
from Komar, Melamid and Arnold. Around the same time Albert

MarpuTTa C perpeseHTalueil MOMyYNIN COBETCKYIO KOHIIENTYabHYIO
MHTepIpeTanuio. TBopyecTBO AnpbepTa Kak XyHLOXHMKa ObIIO
[IOCTIeI0BATENbHbIM, 00/IaJAI0LINM VHTE/IEKTYa/IbHO SICHOCTBIO IIPK
CKYJHBIX M300pasuTeNbHBIX CPeACcTBax. Buaeo- u ayanonHcramanys
"Canonpr” (2006-07) xopouo OoTpa)kaeT €ro MO3UIMI0: 3TO
IATUCEKYHIHBI PparMeHT, IeMOHCTPUPYEMBIII B HEIIPEPHIBHOM
3aMKHYTOM IIMKJ/Ie OJHOBPEMEHHO C YTeHMeM [Juipo Ha MpOTHKEHUN
JecATU 4acoB.

Pacckassl 0 IepBBIX KOHTaKTax AnbbepTa ¢ COBpeMEeHHBIM
UCKYCCTBOM 3By4asy Kak cKaska. [II1poko 13BecTHbIN MOGEPHUCTCKIUI
cxynbnrop JKak JInmmm (1891-1973) npuxopuics cTapimm 6parom
ero gepyuike. Ponyurenn Anp6epra nocnany JInnmmmniy cKyIbnTypy,
ClIeNTaHHYIO MX CBIHOM U3 JIeTCKOTO IacTuaHa. IIpuMepHo yepes rox
oHa BepHynach n3 Opanuuy, ormmras B 6ponse. I0pa rorna nogymar,
YTO XOPOILast UTPYLIKA CTaa Obl /1 Hero OOMbUINM CIOPIIPU3OM.
3Jt0 cnyunnocs okono 1970 ropa, Korga popurenu Anbbepra oueHb
XOTeny yOenUTbCs B TalmaHTe uX cbiHa. OHU [OYepKUBaIN, OGHAKO,
BaXXHOCTb 00pa3oBaHMs B UCKyccTBe. [Ipexxje 4yeM IepexonuTh
K 9KCIIEPUMEHTaM, HY>KHO ObIIO Hay4YUTbCS peaquCcCTUIeCKOMY
0TOOpaXKeHUIO AeitcTBUTeNbHOCTH. PoriBen Jlumuiniy — Maaguimit
6par XKaka — Heckonbko pa3 nocetn CoBeTckuit Coos, IpUBO3s €
€000t a1bOOMBI 110 UCKYCcCTBY. OH TOBOPWJI ITO-PYCCKY M pacCKasbIBasl
UCTOPUM O COBPEMEHHOM MCKYCCTBE.

Anbbepr Hauan o6yyaTbcsA UCKYCCTBY ¢ 1976 1., xorga Karsa
Apnornbp, )xeHa AnekcaHgpa Menamupa, cTajaa IpenojaBaTh eMy
Hayajla PUCYHKA U >XMBOIUCU IJIS1 BCTYIUTEIbHBIX 9K3aMEHOB B
MocKkoBCKMiT TOMUrpadguIecKuii MHCTUTYT. B KBapTupe cBOero
YYUTENIS OH YBUJIE/l CTPAHHbIE COLLAPTUCTCKME NMPOU3BefeHN,

npo6yausiINe ero mobonbITcTBO. “Ha cTeHax Bucenu aHTUCOBETCKIE
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also met Victor Skersis and Gennadii Donskoi of the Nest group,
and he began to develop a living relationship with conceptual art.

Yuri met Vadim Zakharov in 1977. Around this time, he and Na-
dezhda Stolpovskaia were married and they acquired an apartment
where the friends Vadim, Victor, Nadezhda and Yuri would meet.
Stolpovskaia, who had attended an English-language school transla-
ted into Russian Joseph Kossuth’s essay “Art after Philosophy” and
writings by Robert Morris. She also translated interesting articles
from Art Forum magazine.

The Aptart community was formed at the very beginning of the
1980s. Albert also held a small exhibition in his home. In addition to
himself and Stolpovskaia, it included the Nest group, Zakharov and
Igor Lutz. The audience consisted of members of the Mukhomor
group, Nikita Alekseev and Mikhail Roshal. It was one of the first
showings of the generation of the 1980s.

Albert had already had contacts with members of the Mukho-
mor group while in school, but he had hardly any appreciation for
them. He felt that they were only playing and that he, Albert, was
the real conceptualist. It was thus a question of teenage rivalry.
Mukhomor’s positive effect was to liberate the artists for creativity
without an unnecessary superego.

Originally in 1986, the house on Furmanny pereulok lane had
only two apartments for the use of artists. One apartment was for
Mukhomor, while Albert, Vadim and Andrey Filippov worked in
the other one. This was the first time that these young artists had
a relatively large workspace, and one that was also public, i.e. a
place to display works and to be seen. At Furmanny, art activities
expanded from the kitchen stage to public exposure. The first sales
of works also took place. A cooperative gallery called Moskovskaya

mWyTku. B To BpeMs, OZHAKO, 1 BOCXUIAICA MOZEPHMUCTCKON
KOHIIEMIIVelt ICKYCCTBa, COITIACHO KOTOPOMY XVMBOIIUCH OblIa 4eM-
TO TaKUM, YTO MBI He MOXXEM OOBACHUTD, T.€. )KUBOIIVCBHIO B yXe
Martucca u Ban Iora. 9To BpemsaA cTano HaCTOALIMM IIOBOPOTHBIM
MOMEHTOM, TTOCKO/IBKY 51 OJTY4V/I BOSMOXKHOCTD BeCTU MHTEpeCHbIe
pasroBopel ¢ ApHonbp’, — BcnomuHan Opuit. Takum o6pasom,
OH IIOJIy4YN/ CBOU IE€PBbIe Ba)KHbIe KOHIENTYa/lIbHble MMITY/IbChI
HerocpencTBeHHO oT Komapa, Menamupa u ApHonbz. B o sxe Bpems
Anpbept nmosHakoMmmics ¢ Bukropom Ckepcucom n leHHagmem
Houckym n3 rpynns! 'THe3no" n Hauan popmupoars Hosee 6nmskme
OTHOIIIEHMsI C KOHLIENTYa/IbHbIM UCKYCCTBOM.

B 1977 r. IOpuit nosnakommics ¢ Bagumom 3axaposbiM. [IpuMepHO
B 9TO Xe BpeMsi oH u Hagexxga CTONMOBCKasi MOXEHUINCh U
puobpeny KBapTUpPy, B KOTOPOI MOI/IM BCTPEYAThCH C [PY3bsAMU
Bagumom n Bukropom. CTONNOBCKaA, yYMBIIAACA B aHITIMIICKOI
LIKOJIe, IlepeBesia TOrfa Ha Pycckuii A3bIk acce xoseda Komryra
“UckycctBo nocrne punocodun” u Tekctsl Pobepra Moppuca. Kpome
TOTO, OHA IIepeBOJIa MHTEPECHbIE CTaThy U3 XXypHana Art Forum.

CoobuiectBo "AnTApt" chopmupoBanocs B camom Havane 1980-
x. Ho emte o "AntApra”, B 1979 1., Anbbept ycTponus He60IbIIyIo
BBICTaBKY B cBoeli kBaptupe. [Tomumo Hero camoro u CTOIIOBCKOI,
B BBICTaBKe y4aCTBOBa/IM WieHbl rpymisl 'THespo", Ckepcnc, 3axapos
u Virops JIyTu. AysuTopusi COCTOsIIA U3 WIEHOB Ipynisl "Myxomop',
Huxkurbl AnexceeBa u Muxanna Porans. 31o 6bU1a OfHa U3 IePBbIX
BBICTaBOK IOKOIeHnA 1980-x.

Y AnpbepTa yKe CIy4alUCh BCTPeYM € WIEHAMM TPYIIIBI
"MyxoMop", ellje KOIZa OH YUM/ICA B LIKOJIE, HO UX JIeSATeIbHOCTD
He HallljIa y Hero noHuMmaHusA. OH OYYBCTBOBAJI, YTO OHM IIPOCTO

UTPAIOT, @ BOT OH, A/Ib0epT, ObII HACTOSIIYIM KOHIIEIITYa/IUCTOM. DTO
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«Kuonucb anA mopsakos (Heo-reo)», 1988 r.

W0punit AnbbepT:

®oTo: Kummo Capbe.

MockBe, 1988 r.
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Yuri Albert: Painting for Sailors (Neo-Geo) 1988, in the yard of

the studio house in Furmanny pereulok lane 1988. Photo: Kimmo Sarje.

OBLII, TOXOXKe, BOIPOC MOPOCTKOBOI KOHKYpeHIMN. [T00XMUTeIbHbII
adpdext "Myxomopa" 3aK/TI04ancs B 0CBOOOKIEHNN XY/IOXKHUKOB /IS
3aHATIII TBOPYECTBOM 6€3 HEHY>KHOTO CYIIeparo.

Ha nepsbix nopax (8 1986 r.) B jome B PypmMaHHOM Iiepeyiike ObII0
TOJIBKO JIB€ KBapTUPHI, KOTOPbIE MOIJIY UCIIOTIb30BATb XYOXKHUKIL.
Opna kBapTMpa OblIa BeifeeHa "MyxoMopaM', a Anbbept, Bagyum u
Anppeit Gununios pabotanu B fpyroi keapTupe. Briepssie y aTux
MOJIOABIX XY[OXKHIKOB IOSIBMJIOCh OTHOCUTEIBHO 60/IbIoe paboyee
[IPOCTPAaHCTBO, KOTOPOE OTHOBPEMEHHO ObUTO U 001[eCTBEHHBIM,
T.€. MECTOM, TJIe MOXKHO OBIJIO II0Ka3aTh CBOM pabOTHI 1 cebs1 camoro.
B ®ypMaHHOM Xy[OXKeCTBEHHAs [IeATe/IbHOCTh PaCIIMpIIach C
KYXOHHOII CLIeHBI 1O IYONIMYHOI ITpe3eHTanun. TaM 5ke COCTOAICh
u miepBble pofaky pabot. KoomeparusHas ranepest moj Ha3BaHueM
"MockoBcKas ajauTpa” KyImuia COBMeCTHYI0 pabory Oummimnosa u
Anbbepra mpumMepHo 3a 800 py6eit. ITo cnroBam FOpus, B TO BpeMs 3TO
6bIIO OTPOMHOII IeHEXXHOII CYMMOI1 B OI0[[PKETe MOJIOJIOTO XYHLOXHIKA.

Crienyommm 9TaIoM /s 9TUX XYA0XKHIKOB 0Ka3a/1ach 9KCIIO3MIINA
"Oposna’ B XynoskecTBeHHOM My3ee AMoca AHJIepCOHA B XeIbCHHKI
(11.10 - 18.11.1990) - aTo 6bLTa EpBas mpodeccroHanbHas BBICTABKA
rpyuns! (“xopolrasi, HOpMa/ibHas BHICTABKa ) 11, BO3MOXHO, IIepBast
KOMIM/IALMA paboThl rpymnsl. Ilo MHeHMIO AbbepTa, M3TaHHBII
KaTaJIOT BBICTABKY CTaJI IY4YIIVM U3 BCeX MOATOTOB/IEHHBIX T'PYIIION
3a IpeRbIAyIuii nepuon, .

AnpbepT OTHPABUICA B CBOIO IIEPBYIO IIOE3[KY 3a IPaHULY
B lepmanmio B 1989 1. 3a Hell mocnegoBany BeICTaBKU B EBporie u
Coepunenubix [lItatax. Ero noesgku B Tepmanuio n CHIA 6butn
oueHb BaxHbL. B Tepmanunu Anpbept, 6patbs MupoHeHko, I'yHnmax
v OUINIIIOB HaYa/IM COTPYFHMYATD ¢ Tanepeeir Tomaca Kpunrca

Opucra B KenbHe. BeictaBka "10 + 10", mpepcraBuBLIast paboThI eCATH
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palitra bought a joint work by Filippov and Albert for perhaps 800
roubles. According to Albert, this was an immense sum of money
in the budget of the young artist.

The next stage was the Erosion exhibition at the Amos Anderson
Art Museum in Helsinki (11.10- 18.11.1990), which was the group’s
first professional exhibition - “a good, normal exhibition” - and per-
haps the first compilation of the group’s work. According to Albert,
the published exhibition catalogue was the best one prepared by
the group thus far.”?

Albert went on his first trip abroad to Germany in 1989. This
was followed by exhibitions in Europe and the United States. His
visits to Germany and the USA were very important. In Germany,
Albert, the Mironenko brothers, Gundlakh and Filippov began to
collaborate with the Thomas Krings-Ernst Gallery in Cologne. The
exhibition 10 + 10 featuring ten young American and Russian con-
temporary artists, which was held in the United States, was a great
success and it went on tour to important museums. The Russians
were paired with well-known American artists, such as Ross Bleck-
ner and David Sully. “We knew ourselves that we were good artists,
but the public did not yet recognize this fact. The 10 + 10 exhibition
made it clear that this was no longer a private matter but instead
a social fact”, Albert concludes.

Albert moved from Moscow to Cologne in 1990. He has lived in
Germany with his family for more than twenty years but he never
emigrated completely. He does not speak German very well, and at
home he communicates in Russian. He visits Moscow regularly and
feels that he is more in the Russian than the German art world, but
he appreciates highly the professional Western galleries. He calls
himself “Geistarbeiter” according to Sven Gundlakh's notion. While

Yuri Albert: Salons, 2006-2007, video and audio installation. Video:

Five-second segment in a continuous loop. Audio: Approximately ten-

hour recording of Albert reading Salons by Denis Diderot.
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Albert is not very political either as an artist or as a personality,
he finds the nationalism and authoritarianism of Putin’s regime
unacceptable.

For him, the Soviet Union was simply “a horrible totalitarian
regime”, and Marxism-Leninism a negative factor. “All my youth I
lived in the USSR. The first love can be in a concentration camp,
but I have no nostalgia for the Soviet state or ideology. It never had
any influence on me. I was and am an anti-Soviet person.”

Albert maintains that there was no contemporary art in the
Soviet Union in the actual sense of the work. Five years ago, in
2011, he judged the situation in Moscow to be on the way becoming
normal, although there were still few galleries, a total of seven or
eight. “Moscow is now a provincial art centre. Perhaps it was more
interesting in the 1980s.” He also noted that training in contempo-
rary art in Moscow was in its infancy, as also museum activities
related to contemporary art. According to Albert, in Moscow even
all the old artists are “young promising artists”.

The Myths of Empire

According to Andrei Filippov (born 1959), working in the Moscow
community of artists in the 1980s fundamentally shaped his life
and art. He particularly underlines the importance of three artist
friends. The “drawing style”, manner of drawing, of Nikita Alekseey,
who was some ten years older, was an inspiration. Filippov gained a
great deal from Alekseev’s skills of the hand. Andrei Monastyrsky, in
turn, revolutionized Filippov’s notion of art as something that was
in fact conceptual and philosophical. Konstantin Zezdochetov also
had an inspiring personal influence, being described by Filippov as
“crafty” (khitryi).

r,-l-;..ﬁ-:-:.a“

Andrei Filippov: Lime (1987, oil on canvas, c. 90 x 118) in the yard

of the studio house in Furmanny pereulok lane 1988. Photo: Kimmo

Sarje.
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«Mpockpunuuu» (1986 r., opraaut, M.,

122 x 201 cM.) - B mMacTepcKkoii B OypMaHHOM nepeysike.
Konnekuua MNekkn XanoHeHa.

AHpgpeit OGununnos:
MockBa, 1988 r.

Capbe.

®oTo: Kummo Capbe.

«TpaH3uT» (1987 r.,
opranut, M., 122 x 122 cM.) - B MacTepcKoW
B OypmaHHOM nepeynke. Mocksa, 1988 r.
Konnekuua MNekkn XanoHeHa.

AHpgpeii OGununnos:

MOSCOW CONCEPTUALISM

MOJIOZIbIX aMePMKaHCKIX Y POCCUIICKUX XYIO)KHUKOB B CoeIHeHHBIX
[IITaTax, nMesna GONBIIOI yCIIeX, a 3aTeM OTIIPABMU/IACh B TYpPHE IO
B)XHBIM My3esM. Pycckue ObUIH IIpefiCTaBIeHbl TaM BMECTe C TAKVMMM
M3BECTHBIMM aMEPUKaHCKMMM XyLOKHMKaMM, Kak Pocc biexknep u
Oasup Canny. “MBI-TO caMyl 3HA/IU, YTO MbI XOPOLIVe XYLOXKHUKIY,
HO Iy0/MKa ellle He COIIAlIaach C TAKOJ OLjeHKoIl. BricTaBka "10
+ 10" gaja MOHATD, YTO 3TO OBLIO Y>Ke He Ube-TO IMYHOE MHEHIeE, a
obmenprusHaHHblil HaKT’, — 3aKII0IaeT AbOepT.

IOpnit yexan ns Mocksbl B KenbH B 1990 1. OH IpoXut ¢ ceMbeli B
Tepmanny Gonblie ;BafIaTH €T, HO TaK M He SMUTPUPOBAJI 1O KOHIIA.
OH He TaK y>X XOpOLIO TOBOPUT ITO-HEMELKU U loMa 001jaeTcs Ha

pycckom asbike. Opuit perynsapro nocenraer MockBy 1 4yBCTBYET,

YTO HAXOJUTCs OOJBbIIIE B PYCCKOM, YeM B HEMELIKOM MMpe UCKYCCTBa,
Andrei Filippov: Proscriptions (1986, oil on harboard, 122 x OJJHAKO BBICOKO LIEHUT HpO(beCCMOHaanbIe 3arajgHbIe TajIepent. On
201cm) in the studio in Furmanny pereulok lane 1988. Pekka Halonen « . . » o
HasbIBaeT cebs “Geistarbeiter”, Bropst mryTke, npuaymMaHHoit CBeHOM

Collection. Photo: Kimmo Sarje.
I'yapnaxom. XoTs AnbOepT He C/IMIIKOM YB/Ie4eH IIOIUTUKON — HU
KaK XY/IO’KHMK, HU KaK JIMYHOCTb, — OH CYMUTAET HALMOHAMU3M U
aBTOPUTApM3M IIYTUHCKOTO PeKMMa HEJOIYCTUMBIMIL

ITo ero mueHuto, Coercknit Coro3 6BII IPOCTO “y>KaCHBIM
TOTAJIMTAPHBIM PEXVMOM , @ MAPKCU3M-IEHNHU3M — HETaTUBHBIM
¢dakTopom. “Bcio cBolo oHOCTH s npoBen B CCCP. IlepBas
TI060Bb MOXKET OBITh U B KOHI[EHTPAIIOHHOM JIarepe, HO Y MeHs
HET HOCTAJIbIUM 10 COBETCKOMY TOCYHNApCTBY UK UJEONOTHMN.
OHU HUKOTHA He MMeNM Ha MeHs BIuAHMA. S 6bI1 M ocTamCh
AHTUCOBETCKUM Y€JIOBEKOM .

Anpbept HacTamBaeT Ha MbICcH, 4TO B CoBeTckoM Coro3e He

Andrei Filippov: Transit (1987, oil on harboard, 122 x 122cm) in OBI/IO HIKAKOIO COBPEMEHHOTO UCKYCCTBA B PAKTUIECKOM CMBICTIE

the studio in Furmanny pereulok lane 1988. Pekka Halonen Collection. 3TOrO C/I0OBOCOYeTaHuA. [1ATh et Ha3aj, B 2011 T., eMy II0KAa3a/10Chb,

Photo: Kimmo Sarje. 4TO cuTyauus B MOCKBe HOPMAIN3yeTCsl, XOTsI TaM IIO-IIPeXXHEMY
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Filippov regarded the Collective Action group, to which both
Monastyrsky and Alekseev belonged, as a factor of reform, like Apt-
Art , which led to artists of the young and middle generation to ex-
hibit their work together. He regarded Komar and Melamid’s irony
to be mordant, but he did not know them personally, since they had
already emigrated to the United States.

Filippov and Zvezdotsetov belong to the philosophically and
artistically oriented Antares group that discussed New Left phi-
losophy, such as the ideas of Marcuse and Che Guevara. Marxism-
Leninism also found ironic applications in art. According to Filip-
pov, the members of Antares - named after the star Antares in the
constellation Scorpio - also discussed terrorist action, but there was
a fair bit of distance between words and action. “By the late 1970s,
we became interested in the Mukhomor group, and at the same time
we avoided the fate of the Rote Brigade and other political extremist
groups of the period”, Filippov recalls.

Filippov regarded the 1970s and 1980s as the best period. Ar-
tists knew one another, the groups were close-knit and discussion
about art was extensive and intensive. “I was unhappy to see the
borders opened and the emigration of many of my friends”, Filippov
confesses. The borders came down in the years 1987-1988 and the
coherence of the fraternal artist community began to disintegrate.
Filippov considered the 1970s and 1980s to have been a “renais-
sance” of art. The underground was the real “academy”.

Filippov's means of art are paintings, prints, sculptures, objects
and installations. His attention is often drawn to questions about the
history of Russia, the Soviet Union and contemporary Russia - the
destiny of Empire. In the late 1980s, he made an ironical series of
paintings about Moscow as the Third Rome, combining his works

MIMEIOCh He TaK y>K MHOTO rajepeii, B 0011eli CTOXKHOCTY CeMb MU
BoceMb. “MocKkBa Terepb CTaa MPOBMHIMAIBHBIM LIEHTPOM UCKYCCTB.
Bo3moxHo, B 1980-¢ 651710 nHTepecHee”. OH TaK)Ke OTMETUI, YTO
IIperofiaBaHye COBPEMEHHOTO MCKYCCTBa B MOCKBe IepeXXuBaeT
CTafuIo M/IafleHIYeCTBa, KaK ¥ My3eliHas NeATeTbHOCTD, CBA3aHHAsA C
COBpEMEHHBIM MCKyccTBOM. [1o MHeHuI0 AnbbepTa, B MoCkBe fjaxke
BCe CTapble XYOXKHUKI OCTAIOTCS “MOJIOfBIMI MHOTOO00 1A oI MU

XYLO>XKHUKAMMN -

Mmnepckue mudor

ITo cmoBam Anppest unmnnmosa (p. 1959), paboTa B MOCKOBCKOM
coob1ecTBe XyHOXXHUKOB B 1980-e rozipl PpyHAaMeHTaIbHBIM 00pasoM
M3MEHNIA eTO KU3Hb U UCKYCcCcTBO. OH 0COOEHHO IOAYepKUBaET
Ba)XXHOCTDb TpeX [Py3ei-XymoXKHUKOB. CTU/Ib M MaHepa pUCYHKa
Huknrel AnexceeBa, Xy[JOXKHMKA JIeT Ha IIECTb IIOCTapIle, BIOXHOBYIIN
ero Ha co6cTBeHHbIe OUCKM. OUINIIIOB U3B/IeK MHOTO IIOJIb3bI U3
TeXHIYECKMX HaBBIKOB AjiekceeBa. AH/ipell MOHACTBIPCKMIA, B CBOIO
ouepefib, KOpeHHbIM 00pa3oM M3MeHW pecTaBienne Ounmmnosa
00 MCKYCCTBe, II0Ka3aB ero KOHIENTYaIbHOCTb U GUI0COPUIHOCTD.
JInynoctps KoHcTanTuHA 3Be3foueToBa, KoToporo Ouannmnos
Ha3bpIBaeT ‘XUTPBIM , TAaK)Ke OKa3ajia Ha HEro BJIOXHOBIISIOIEe
BO3JelICTBIE.

Oununnos pacuennsan rpynny "KonnekTusHble meiicTBus",
K KOTOpO¥ mnpuHajaexanum MoHacTBIpcKuit u Ajexcees,
KaK peBONIOLMOHHBIN (aKTOp, — Takoil Xe, Kak AptArt,
CIIOCOOCTBOBABLINII TOMY, YTO XyZOXXHUKI MOJIOFOTO ¥ CPeHEro
[TOKOJIEHUS CTa/IM BBICTAB/IATh CBOM paboTsl BMecTe. OH cUMTAI
nponuo Komapa n Menamuja efgxoit, XoTs He 3Ha/ UX IMYHO, TaK

KaK OHI y>K€ SMUT'PMPOBA/IN K TOMY BpEMEHU B COGI[I/IHGHHI)IG ITaThI.
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the architectural monuments of Rome, Istanbul and Moscow, and
putting governors in white robes to rule and engage in intrigues
of power. In his painting Proscriptions from 1986 two senators in a
Roman milieu are negotiating about a list of untrustworthy citizens,
probably artists, to be banished.

In Filippov's more recent work the two headed eagle or the cre-
nellation of the wall of the Kremlin are often-occurring emblems.
The decadence and weakness of Russia has touched his patriotic
feelings. The viewer cannot always be quite sure if the artist is de-
fending or decoding the Russian empire and its politics. Filippov
said that after the collapse of the Soviet Union “we first rejoiced,
but within a few years we could see the consequences: economic
collapse, social insecurity and immense corruption”. It was “a pe-
riod of stealing”. Filippov can appreciate Putin’s politics first of all
because they brought stability to Russia, but he does not simply
identify himself with Putinism like so many of his countrymen do.
He participated with an anti-imperialist installation in an Estonian-
Finnish-Russian group show about Russia entitled Venemaa - Rossija
in Kunstihoone Galeri in Tallinn, October 10-25, 2009.” The piece
consisted of a pair of Soviet military boots filled with salt and the
slogan “May Day” made of an ornamental group of small black card-
board clippings depicting the two-headed eagle as the background.

In his solo exhibition at E.K.ArtBureau in Moscow in 2011, Fil-
ippov concentrated on a personal issue. He made an installation
portrait of his dear colleague Konstantin Zvezdochetov with a
house and spruce trees. “He is never dull” Filippov characterizes
his friend, about whom he painted a quite different portrait in a navy
admiral’s uniform in the 1980s. Filippov dislikes the considerable
power of curators in contemporary art. For him, art has become
two-dimensional instead of three-dimensional: stupid ideas - stu-
pid art.

Oununnos M 3Be3[[0YeTOB OJHO BpeMA BXOAUIU B
OpPMEHTUPOBaHHYIO Ha ¢putocoduro u ucKyccTBo rpyniy "AHTapec",
B KOTOPOJI OHM 06Cy>xaamu ¢pyumocodpuio HOBBIX JIEBbIX, HALIPUMEP,
upeu Mapkyse u Ye TeBapbl. MapKcu3M-/IeHMHN3M TaK)Ke HAXOOWIT
VMpOHMYeCKoe NpUMeHeHMe B UcKyccTBe. 1o cnoBam Pununmosa,
yneHsl "AHTapeca" — Ha3BaHHOTO B 4eCTb 3Be3[bl AHTapec u3
co3Be3ysi CKOPIMOHA — 0OCY>KAA/N TaKXe U TEPPOPUCTUIECKYIO
IesiTeIbHOCTD, HO MEX/y C/IOBaMU M HelCTBMEM BCE 5Ke MMeJICA
BOCTATOYHBI 3a30p. “B koHue 1970-X MBI 3aMHTEPECOBANTNUCH
rpymmoit "MyxomMop", u B TO ke BpeMs MbI usberamu cyabos! "KpacHoit
Opuragbl’ ¥ pyTrUX MOTUTUYECKUX 9KCTPEMUCTCKMUX TPYILI TOTO
mepuopa’, — BCIIOMIHAA AHIpeit.

COununmnos cuntaet 1970-e u 1980-e caMbIM Ty4LIMM HEPUOTOM.
XyROXHUKY 3HAJIM APYT PYyra, TPYIIIBI ObLIN CIIOYEHBD, Y JUCKYCCUI
00 JICKYCCTBe IPOXOAMIN LIMPOKO U MHTEHCUBHO. “SI He oLy THI
VEOBOJILCTBUA, KOT/A YBU/IEN OTKPBITIIE TPAHNUI] ¥ SMUTPALUI0 MHOTUX
MOUX Aipyseit’, — mpusHaeTcst Oumuimos. [paHMIIbI CTa/IM OTKPBIBATHCA
B 1987-88 romax, mocie 4ero egMHCTBO OPATCKOro coobujectBa
XYJOXXHMKOB Hauaso pacnafarbcsa. GUannmoB cauTaeT, 4to 1970-e u
1980-e cranu smoxoii “peHeccanca” ucKyccrBa B Poccuuy, a mopmonbe
— HacTosAIell “aKafieMueil” LI XyLO>KHUKOB.

B cBoem TBOpyecTBe PUINIIIOB UCIONb3yeT TaKMe CPeCTBA
MCKYCCTBA KaK >KMBOIMKCH, IedaTHasA rpaduka, CKYIbITYpBI,
00beKThl M MHCTaNAALUN. Ero BHMMaHMe YacTo obpaljaercsa K
BOIIpOCaM M3 MCTOpUM JopeBotoloHHoN Poccun, CoBeTckoro
Corosa u coBpeMeHHOI Poccun — nHave roBops, K cynpbe Vimnepun.
B xonne 1980-x oH cfie/an MpOHMYECKYIO CEpUIO KapTHH 0 Mockse
Kak o TpeTbeM PuMe, 00beiMHUB B CBOMX paboTaxX apXUTEKTypHbIE

namATHUKY Puma, Cram6yita 1 MOCKBBI 11 OfieB IIpaBuUTesIell B 6erble

93



95

MOSCOW CONCEPTUALISM

94

AHpgpeit Oununnos: «MopTpeT KocTu» (1987 r., x.m.) -
BO /lIBOpE [OMa C MacTepCKUMU XYLOXHUKOB B OypmMaHHOM
nepeynke B Mocke, 1988 r. ®oto: Kummo Capbe.

in the

Kostya’s Portrait (1987, oil on canvas)
yard of the studio house in Furmanny pereulok lane 1988. Photo:

Andrei Filippov:

Kimmo Sarje.
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installation,

2015
Department of Eagles show at the Ekaterina Cultural Foundation,

The Wheel in My Head,

Andrei Filippov:

Courtesy Ekaterina Cultural

Natasha Polskaya.

Photo:

Moscow.

Foundation.
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«Muna», 2006 r., ckynbnTtypa, BbicoTa 9,5 M. 3kcno3uuua «Moayc R», [Ousa

Anppeit Onaunnos:

paspewenunsa ranepen E.K.ArtBureau.
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Andrei Filippov: The Saw, 2006, sculpture, 9.5 m high, Modus R

Exhibition, Miami Design District. Courtesy E.K.ArtBureau.

OZeX/Ibl, aObl MOI/IM OHU YIIPAB/ISATh M YYaCTBOBATD BO BJIACTHBIX
uHTpUrax. B ero kaprune "3anpetsr” (1986) nBa ceHaropa Ha QoHe
PUMCKOTO aHTYpaka 00CY>KAAIOT CIIMCOK HEHA/IeKHBIX TPaXKAAH —
BO3MOXKHO, XyJIOXKHVKOB, — TIOJJ/IeXKAI/IX BBICBIIKE.

B 6onee cBexxux paborax Ounnnmnosa AByIaBble OPJbL MK
3yb4aTble cTeHbl Kpemisa — 4acTo BcTpedaroujmecs sMOIeMBbl.
Ymnagok u ocnabneHue Poccuy 3aTpOHYIM ero MaTpUOTUIeCKUe
YyBCTBA. 3pUTEJIb He BCETZia MOXKET OBITh COBEPLIEHHO YBEPEH, YTO
XYIOKHMK 3allMIaeT YUIN JeKoaupyeT Poccuiickyro nMiepuio u
ee nonmutuKy. ununmnos o6bACHsAET, 4TO HOCIe Kpaxa COBEeTCKOTO
Coro3a “Mbl CHavajaa pajoBajIMCh, HO Yepe3 HECKONIbKO JIET MBI
YBUJ NN TOCTEeCTBYUA: SKOHOMMUYECKNUI KOJIIAIC, COLMabHas
HeCTaOM/IbHOCTD U OTPOMHAS KOPPYNILMA . ITO ObUT “HePUOL KPaK .
OuINNIoB MOXET 110 JJOCTOMHCTBY OLeHUTb NMOMuTuKy IlyTnna B
HePBYIO OYepenib IOTOMY, YTO OHA IIpMHec/Ia CTabUIbHOCTb B Poccuio,
OJJHAKO OH He OTOXIeCTB/sAeT ceOs HANPAMYK C IYTUHU3MOM,
KaK 9TO Je/lal0T MHOTHE er0 cooTedecTBeHHMKN. OH y4acTBOBAJI C
AHTUMMIIEPUAIMCTIYECKOM MHCTANIIALVEN B IPYIIIIOBOI 3CTOHCKO-
(UHCKO-pOCCUIICKOI BbICTaBKe Ha TeMy Poccuu 1mof; HasBaHyeM Ve-
nemaa —Rossija B ranepee Kunstihoone B Tannnune, 10-25 okTsa6ps
2009 r "*.Ero pa6oTa cocTosia 3 mmapbl COBETCKMX BOEHHbBIX OOTMHOK,
3aII0JIHEHHBIX CONbIo, 1 so3yHra “C Ileppomaem!”, crenmaHHbIM
"3 HEeKOPATUBHBIX MaJeHbKUX YE€PHBIX KaPTOHHBIX OOPBIBKOB,
CKJIa/IbIBAIOLIMXCA B JIBYIJIABOTO OpJia B KayecTBe (poHa.

Ha cBoeit nepcoHanbHOI BhicTaBKe B ranepee E.K.Aprbiopo
B Mockse B 2011r. QuannmnoB CKOHIEHTPUPOBAJICA Ha IMYHON
npo6reme. OH chenan MOPTPET CBOEro yBakaeMOTrO KOJIeTK
Koncrantuna 3Besgo4yeroBa B Bijje MHCTA/ULLUA C JOMOM U €/ISIMU.

“C HMM HUKOTZA He CKYYHO  — TaK PUININIOB XapaKTepu3yeT CBOCTO
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Filippov's art has evolved from the issues of the Soviet Union to
those of contemporary Russia, and he has never stopped working
as an artist or changed his profession. Neither has he moved away
from Moscow, where he lives with his family consisting of his wife
and two daughters. His approach of the perestroika years was more
critical and deconstructive than to the present. In his semi-retro-
spective exhibition in Moscow at the Ekaterina Cultural Foundation
in April 2015, he continued his reflections on Russia with the myth
of Empire hovering throughout the showrooms: “Two Romes have
fallen, Moscow is the third Rome, and the fourth one is not to be.”**

Against the Current
As opposed to Albert and Filippov, Sergei Mironenko's (b. 1959)
career as an artist with its radical turns is less linear. When I in-
terviewed him in Moscow in 2011, he underlined five turning points
in his career:

1. The launching of artistic activity within the Mukhomor
group from 1978 to 1983. It was a collective impulse.

2. The beginning of the Furmanny pereulok artist
community’s activities in 1986. Mironenko regarded it as
an individual rather than a collective impulse, with
reference to his own initiative within the project. The
artistic impact, however, was collective.

3. Design and exhibitions in Elena Kuprina’s gallery 1995-
2003.

4.  Work in glass design at the studio of Adriano Berneko in
Murano in Venice. This work culminated in a group
exhibition at the Pushkin Museum in Moscow in 2006.

5. Return to the visual arts in 2010. As the first concrete act
of this decision, Mironenko built himself a new studio.

Andrei Filippov: May Day, 2009, installation, group show Venemaa-
Rossija, Kunstihoone galerii, Tallinn. Photo: Kimmo Sarje.

Kimmo Sarje: Moscow’s Samsara, 2009, wall montage, group show

Venemaa-Rossija, Kunstihoone galerii, Tallinn. Photo: Kimmo Sarje.
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«MepecTpoiika?» (1986 r., X., CM. Tex.) — BO [BOpe AOMa C MacTepPCKUMU XYAOXHUKOB B OypMaHHOM nepeysike B

Cepreii MUpOHeHKO:

MockBe, 1988 r.

Kummo Capbe.

®oTo:

Konnekuua MNekkn XanoHeHa.

MOSCOW CONCEPTUALISM

Sergei Mironenko: Perestroika? (1986, mixed media on canvas, 190 x

150 cm) in the yard of the studio house in Furmanny pereulok lane
1988. Pekka Halonen Collection. Photo: Kimmo Sarje.

Apyra, Koropomy B 1980-X OH HapycoBa COBCEM MHOV TOPTPET B
¢opme Mopckoro agmupana. PuaNINOBY He HpaBATCA OOblINe
HOJTHOMOYNSI KYPaTOpOB B COBpEMEHHOM McKyccTBe. Kak eMy Kaxkercs,
MCKYCCTBO 13 TPEXMEPHOTO IIOCTENIEHHO IIPEBPATIIIOCh B IByXMEpHOE:
I/IyIble Mfiey TIOPOXKAAIOT ITTYIIOe UCKYCCTBO.

HckyccrBo @ununmnosa us npobirem Coserckoro Corosa
9BOJIIOLVIOHMPOBAJIO B IIPO6IeMbl COBpeMeHHOIT Poccun, a caM oH
HUKOIZIa He IIpeKpalian paboTaTb KaK XySO>KHUK 1 He MEHSI CBOIO
npodeccuro. V13 MOCKBBI OH HUKYZA He YeXall, ¥ )KUBET TaM C CeMbeli,
cocTos1Iell U3 KeHbl U IBYyX fodepell. Ero TBopueckuit MeTOR B rOfibl
IepecTpOKY OB 60/Mee KPUTUYHBIM U JeKOHCTPYKTUBHBIM, YeM
B HacTosAllee BpeMs. Ha cBoell KBa3npeTpOCIIeKTMBHON BHICTaBKe
B ampene 2015 r. B ®onpe kynprypsl "ExaTepuna” B MockBe OH
IPOO/KWI CBOM pas3MblllIeHNs o Poccny, pasBecus IIOBCIORY B 3a/1ax
¢donpga mo3yHru ¢ umnepckum mudom: “JIsa Puma manm, Mocksa —

Tpetuit Pum, a 4eTBepTOMy He ObIBaTD .

IIpoTus TeyeHus
B npotyBononoxHocTh Anbbepty 1 OUINIIIOBY, Kapbepa XyLOXKHIKA
Cepress Muposresko (p. 1959) ckmajpiBanach He TaK IPsSMOINHEHO
¥ MIMeTIa pafiuKajbHble OBOPOThL. Korsa B 2011 I 1 B35 MHTEPBBIO Y
Hero B MockBe, OH IIO[j4epKHY/I IIATh HOBOPOTHBIX MOMEHTOB B CBOEII

Kapbepe:

1. Hayamo XyHRoXeCTBEHHOI [eSITeIbHOCTI B PaMKaX IPYIIIIbI
"Myxomop" ¢ 1978 1o 1983 rT. 9T0 6BUI KONZIEKTUBHBII
VIMITYJIBC.

2. Hauaso feAatenpHOCTI cOO6IIeCTBA XYOKHIKOB B

dypmanHoM nepeyinke B 1986 1. Cepreit paclieHUBaI aTy
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Mironenko’s second turning point, the Furmanny pereulok artist
community, was also the starting point for the Erosion collection.
Mironenko notes that he had an important role in the emergence
of the community. He took the initiative to contact the authorities
in order to hire workspace against a nominal payment of rent in a
building awaiting renovation. At first, three apartments were ac-
quired, two of them being taken into use as studio. Gradually, the
whole building was taken over by artists until the beginning resto-
ration and construction in 1990.

Most of the artists of the Furmanny house moved their studi-
os to another apartment building, on Chistoprudnyi Bulvar boule-
vard. Also in this case, Mironenko points out that the new lease
was acquired through his initiative and through cooperation with
authorities taking a sympathetic view of the matter. He was also in
the role of gatekeeper accepting artists into the new building. The
Chistoprudnyi Bulvar collective folded in 1994. Money ceased to be
available for art, not only in Russia but around the world.

Artistic activity in the Chistoprudnyi Bulvar collective was less
hectic than at Furmanny pereulok, but it, too, was “a very good
period”. Conditions had changed in society through the collapse
of the Soviet Union in 1991 and at the same time the familiar
target of criticism had disappeared. According to Mironenko, the
current issue of the time was that “each artist tried to find his or
her way in this new situation”. Vadim Zakharov and Yuri Albert, for
example, left for Germany. “The challenge was to integrate in the
international art scene as an artist. Everybody tried to find one's
place in art and in the art market. That was very difficult.”

I met Mironenko in Moscow in 1988 and saw his paintings, in
which he critically commented on the process of perestroika and
glasnost or dreamed of the future art culture of Moscow. His work

Sergei Mironenko: Double Page of MoskvArt Magazine in the yard of

the studio house in Furmanny pereulok lane 1988. Photo: Kimmo Sarje.
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showed that change was taking place, but he was suspicious of its
direction. Political commitment belonged to his mission, as well as
Filippov's, but in more concrete and direct ways.

In the presidential election of 1988, Sergei Mironenko registered
as one of the candidates. His campaign was both performance and
politics. He exhibited his campaign portfolios as an installation in
Imatra in Finland. When we spoke about Karelia, and the idea that
Finland could lease the former regions which were lost in World
War II, Mironenko suggested, that Finland should lease the whole
Soviet Union!

“These crooks! What have they turned this country into!” was
one of Mironenko’s slogans in his campaign as the Soviet Union’s
first free presidential candidate. Margarita Tupitsin compared
Mironenko’s artistic campaign to the political utopias of the ar-
tists of the young Soviet Union: “In this work the artist makes a
strong political statement which suggests that Soviet bureaucracy
has brought the country to total disintegration. Produced in the
early period of perestroika this work reflects the optimistic mood
of many members of the intelligentsia and a belief that political
and social conditions can be changed if effective government is at
hand. In this way it presents a rare example in alternative art of a
‘positive’ utopia and as such suits the position of the post-modern
successor to numerous utopian models expressed in posters, photo-
graphs and photomontages by the avant-garde artists of the 1920s
and early 1930s.”®

In his one-man show in Galerie Pelin in Helsinki in 1989, he built
an ironic simulation of the Soviet ideology centre Agitpunkt. In my
interview with Mironenko for the publication of the exhibition he

IesATeNTbHOCTb CKOpee KaK JIMYHBII, 2 He KOJITIeKTUBHBII
UMIIYJIbC, C YYETOM €r0 COOCTBEHHON MHUIIMATVBDI B
paMKax ImpoeKTa. Xyl0>KeCTBEHHOe BO3/IeliCTBIE, OJHAKO,
6bLIO KOJIEKTYBHBIM.

3. B 1995-2003 rr. y MUPOHEHKO IOSIBIAETCS COOCTBEHHBII
oduc A1 3aHATHIE An3aliHOM 1 apxuTeKTypoit. C 2003 r. -
IIOCTENEHHO PACTYILMII MHTEPEC K Xy 0KECTBEHHBIM
IIPOEKTaM U COTPYIAHMYECTBO C ranepeeit Enenpl Kynpunoii.

4. Pabora B CTyRuM CTEK/IIHHOTO Au3ariHa AfjpuaHo bepeHro B
Mypano, Benenua. 3TOT nepuoy 3aBepIIN/ICA IPYIIIOBO
BbIcTaBKOM B Mysee uM. [Iymxuna B Mockse B 2006 T.

5. B2010r. ¢oxyc ero BHMMaHMA BHOBb CMECTU/ICS B CTOPOHY
M300pasUTEIBHOTO JICKYCCTBA. B KauecTBe epBOro
KOHKPEeTHOTO JIeJICTBYA BO UCIIOJTHEHME 3TOTO pellleHNs
MupoHeHKO MOCTPONII cebe HOBYIO MAaCTEPCKYIO B IIPUTOPOLie
MockBbl.

Bropoit moBopoTHbIT MOMeHT i1t Cepresi — IOsB/IeHME COOOIeCTBA
XYLOXHUKOB B DypMaHHOM IepeyyKe — CTajl TaK)Ke OTIPaBHO
TOYKOI i1 GOpMUPOBaHUs KOUIeKLuy "Oposus”’. MupoHeHKO
OTMeYaeT, YTO y Hero OblIa BaXkKHasi poib B 3aPOXXAEHUN ITOTO
coobmectBa. OH B35 Ha ce6s1 MHUIIMATHBY [0 YCTAHOBJIEHUIO CBSI3U
¢ JK9KowM, 4T06BI apeH/10BaTh Ha YCIOBUAX CUMBOINYECKOI TI/IaThI
3a apeH[y MacTepCcKue B 3TaHNM, OAJIEXKAIIEM PEKOHCTPYKIIMA.
MecTHBIM BracTsM Oblla fjaHa HeGOJbIIas B3sATKA, IOCTIE Yero
XYBOXKHUKM MONTYIMIN MacTepckue 6ecIiaTHO. “OTo OBII CKBOT,
Ha KOTOPBII Mapus 3aKpbiBaja r1asza’. CHavama 6bUM apeH/[0BaHbI
TP KBapTHUPBI, ABe U3 KOTOPBIX CTA/IM UCIIO/Ib30BATHCS B KAIeCTBE

MacTepckux. 3a 1986-88 IT. mpuMepHO IECThAECAT Xy/I0KHUKOB



«MopTdonno KamnaHuu no BbiGOpam NepBoro

cBobogHOro KaHaupaTa B npesuaeHTsl CCCP», 1988, «becTuBanb

Cepreii MMpoHeHKo:

Kummo Capbe.

Imatra Art Center. ®oTo:
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Sergei Mironenko: Portfolios of the Campaign of the First Free
Candidate for the President of the USSR 1988, Soviet Art Festival,
Imatra Art Center. Photo: Kimmo Sarje.

obocHoBamuch B GypmanHoM myist pabotsr. Co BpeMeHeM BCé 3[jaHue
0Ka3aJI0Ch OKKYIIMPOBAHO Xy/IOXHMKaMM BIUIOTD [0 Ha4a/la PeMOHTa
U CTpOUTENHCTBA B 1990 I.

BonbIIMHCTBO Xy0)KHUKOB floMa B DypMaHHOM IepeHec Torza
CBOM CTYAUU B IPYTOil MHOTOKBAPTUPHBII TOM Ha YnCTONpy[HOM
6ynbBape. PacckasbiBast 06 3T0M, MUpOHEHKO BHOBb YKa3bIBaeT, YTO
HOBBII1 apeH/JHBIII JOTOBOP OB ONTy4eH 61arofapst ero MHUIMATHBE
U COTPYAHMYECTBY C BIACTAMY, OTHECLINXCS C COUYBCTBIEM K 9TOMY
Borpocy. OH BBICTYIAJI TAK)Ke B POIIM KOMEH/JAHTA, IPMHMMAIOLIETO
XYHO>KHUKOB B HOBoe 3pjaHMe. Komektus UncronpynHoro 6ynpBapa
pacmanca B 1994 r. J[lenbru i1 MICKYCCTBA 3aKOHYM/INCH — HE TOJIbKO
B Poccun, HO 1 BO BceM Mupe.

XynoskeCTBeHHas IesITeIbHOCTD B KOMJIEKTUBE UMCTONPYRHOrO
OynbBapa Oblia, pasymeercs, MeHee OypHOIt, 4eM B OypMaHHOM
Iepeynke, HO ¥ 9T0 ObII “odYeHb Xoporunit mepuox’. ITocie kpaxa
CoseTtckoro Comsa B 1991 1. ycioBus B 0011jeCTBe M3SMEHUINUCD, HO
OIJHOBPEMEHHO 1c4e3 ¥ B0 60/mM 3HAKOMBII TpeAMeT KpuTuku. I1o
croBaM Cepresi, akTyaJIbHBII BOIIPOC TOTO BPEMEHM 3aK/II0Yascs
B TOM, YTO “K@XXAbIII XyJO>KHUK B 9TOJ HOBOJ CUTYallUM IBITA/ICS
HaiiTu cBoit myTh . Bagum 3axapos u IOpuit AnbbepT, Hanpumep,
yexanu B lepmanuio. “Ileper ye3kaBUIMMU CTOs/Ia TPY/AHeIIAsA
3ajaya MHTETPUPOBATHCS B MEX/[YHAPOJHYIO apT-CLieHY B KauecTBe
XYIOXXHUKOB. Bce cTapamich HaliTy CBOe MeCTO B UCKYCCTBE U Ha
XyIOXXECTBEHHOM PbIHKe. ITO OBIIO O4eHb TPYLHO .

A mosnakommica ¢ Muponenko B Mockse B 1988 1. u yBupen ero
KapTUHBI, B KOTOPBIX OH MJIM KPUTUYECK) OT3bIBA/ICA O IIpoLjecce
HePeCTPOMKI U IIACHOCTH, W/IM MEUTalI O OYAYILell Xy 0KeCTBEHHOII
KynbType MockBel. Ero TBOpuecTBO ITOKa3bIBajIo, YTO M3MEHEHM

IIPONICXONIIN, HO OH C IIOJO3PEHNEM OTHOCUJICA K X HAIIPaBJIEHUIO.
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said: “Although I have a negative attitude to the Soviet system, I
also have to love it, since it is through love that I can understand
it, and also hate it.”

Soon after the collapse of the Soviet Union, Sergei Mironenko
ceased to work as artist and concentrated instead on the design
business. That was the third turning point of his career. He estab-
lished his own company, which successfully designed interiors for
fashion shops and restaurants. His interior design represented well
the values of the nouveau riche of Moscow and Russian post-modern-
ism. Mironenko produced also commercial and political lay-outs for
different purposes. Boris Yeltsin's presidential campaign was one
of his commissions.

Mironenko became tired of his design business and he sold
his company already a half decade ago - the fifth turning point.
Since then he has concentrated on his art. He held a successful
solo show entitled The Elements at the Aidan Gallery in Moscow
in September-November 2009. It was a poetic reinterpretation of
Mendeleev's system of elements, in which Mironenko applied his
practical experiences of glass work from Murano and his conceptual
wittiness. Surprisingly the visual aesthetic of The Elements exhibi-
tion was not far from that of Agitpunkt. “At present, when History
and Geography have come to an end, when the sick tree of post-
modernism has had the time to blossom and wither, it turned out
that ‘Homo Sovieticus’ is better prepared for the time of indistinct
universal ‘Nothing’. The mechanism of the monotonous course of
history is more clearly seen by Soviet man due to the fact that he
experiences great shocks,” Mironenko wrote in his “interview” of
the Erosion publication in 1990."

Plan of the music stage of the Orient Express restaurant in Moscow,

1999, designed by Sergei Mironenko.

Sergei Mironenko working with his computer at home in Moscow,
10.5.2011. Photo: Kimmo Sarje.
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«Jlobpo noxanoBaTb», 2014 r., nevyaTb Ha pasHbIX HOCUTENAX.

Cepreit MMpOHeHKO:
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Sergei Mironenko: Welcome!, 2014, print on different surfaces.

Kak u y ®unumnnosa, ero monuTudeckue ybexpeHus ObIu
HEOTHENMMBI OT €T0 MICCHUH, HO MMe/y 60/iee KOHKPETHbIE 11 IIPsIMble
CIIOCOObI BBIPKEHN.

Ha npesupentckux Bpi6opax 1988 r. Cepreit MupoHeHKO
3aperMCTPUPOBATIC KaK ORMH M3 KaHAuAaToB. Ero kaMmanms Opna
OZHOBPEMEHHO 1 PaboToit, ¥ monmnTukoit. OH 06BABUI O CBOEI!
KaHAMUJATYpe YoKe 3a Iof, O opuIIMaTbHOTO Hadaaa KaMIaHUM 10
BbI6OpaM mpe3nusieHTa. “SI BhI3Ba/ MOMUTUKY [opbadeBa Ha Lya/b,
- Tak MMPOHEHKO XOTe/l MCIBITaTh fAeMoKpatuio. OH mokasasn
nopTdonMo cBOei KaMIaHUM B BUfie MHCTa/UALNU B VIMarpe B
OuunsHAMK. ITO He MPEACTABIANIO PUCKa, HO B MOCKBe eMy He
PpaspellnIy II0Ka3aTh ero aruTalOHHOe MCKYCCTBO. BricTaBKy 6bIIN
3aKpbITHL. IIpuMepoM OTCyTCTBMS penyoexjerns y MUpoHeHKo
MO>XXET IIOCITYXXUTD €ro peIllInKa B pasroBope o Kapemum: Mbl Torma
obcy>xpanu uaero o ToM, YTo OUHIAHAYS MorIa Obl B35Th B apeH/y
cBoU OBIBIIINE TEPPUTOPHM, yTPadeHHbIE BO BpeMs Bropoit MupoBoit
BoitHbI. Cepreii mpennoxu, 4To6b1 OUHISHAUA apeH0BajIa BeCh
Cosetckmit Cors!

“CB0/104M, BO 4TO CTpaHy mpeBparuau!” — Tak 3Bydan OfuH
U3 JT03YHIOB MIMPOHEHKO B €ro KaMIaHUU B KadyecTBe IePBOro
cBOOOAHOTO KaHAuzara B mpesuseHTs CoBeTckoro Corosa. Mapraputa
TynuupiHa cpaBHMIA aPTUCTUYECKYI0 KaMIIaHMI0 MIPOHEHKO C
HMOJIUTUYECKUMY YTOIMSIMY XYLOXXHIKOB MOIoforo CoOBeTCKOro
Corosa: “B aroit paboTe Xy[O)KHUK Jie/laeT pe3Koe IOTUTIIeCKoe
3asBJIEHNe, YTBEPXKAAsI, YTO COBETCKasl OI0pOKpaTHs IIpMBe/a CTPaHy K
HOJTHOMY pacHajy. PenpesenTupyrolas paHHMIT HePYOJ epecTpoiKy,
aTa paboTa OTpaxkaeT OITUMU3M, CBA3AHHBI C pepOpPMUCTCKIMU
HafIeX/JaMJ1 COBETCKOJ MHTE/UINT€HIVIN, ellle HelaBHO BePUBIIEIi B TO,

YTO pafMKa/JIbHOCTb COLIMA/IBHBIX IIEPEMEH IIPAMO IIPOIIOPLUIOHA/IPHA
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Sergei Mironenko cannot accept the politics of Putin or Medve-
dev and is absolutely against the current. He thinks that real power
is not in the hands of the president but instead that an anonymous
bureaucratic complex rules Russia. He does not believe that any
fast changes will happen in Russia in the near future. This was
Mironenko’s opinion already in 2011 and in our conversation in 2015
his vision was darker and his attitude more concerned.

Russia is returning little by little back to the Soviet model with
censorship and political pressure. The majority of the Moscow art
world is still against the occupation of Crimea, but one third of the
artists seem to understand Putin’s politics. Also a “new idiotism”
appears when younger and radical leftist artists are Putinists sup-
porting the occupation of Crimea. Nostalgia for the USSR among
younger people is not based on their own experiences of living in the
Soviet state. “That was not so nice”, Mironenko points out.

Mironenko, however, does not take a doctrinaire view of the
Soviet Union. He was aware of the falsehood of Marxist-Leninist
philosophy, which extended everywhere, but on the other hand the
Soviet Union also had a positive influence on his work. He pointed
out in his interview in 2011 that even now he is still interested in
the ”Soviet paradox”. Mironenko: “The Soviet period was of large
scope and complex”.

At the moment, however, Mironenko works as political artist
criticizing the ideology and politics of the regime. Censorship, the
role of the Orthodox Church, and academic freedom are his issues.
Mironenko cannot arrange any critical one-man shows in Russia
today, but he participates in group shows especially abroad. Ho-
wever, he participated as designer, artist and curator (with Elena
Kuprina) in the 6th Moscow Biennale in 2015 with the project In
Sight 1986-1992. Episodes of Artistic Life.

Sergei Mironenko: Our Alaska 200 years, 2014, print on different

surfaces.

Sergei Mironenko: For Crimea, 2014, print on different

surfaces.
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From Sots Art to Stock Market Speculation

The career of Vladimir Mironenko (b. 1959), the twin brother of
Sergei, is also complicated. He mentions as important dates and
turning points in his career the collective impulse of the Mukhomor
group in 1978, the artist community of Furmanny pereulok, pere-
stroika from 1986 to 1991, working as an artist in Paris and Sout-
hern Europe and the opportunity to work undisturbed on a grant
at Schloss Solitude in Stuttgart in 1993 - life equivalent to Thomas
Mann’s novel The Magic Mountain.

Power and money have always captivated Mironenko’s imagi-
nation. In the late 1980s banknotes and credit cards were often
motifs of his pop art-influenced paintings. Critical political obser-
vations and comments belong to Vladimir Mironenko's and also
his brother's arsenal. In his painting Anihcevositna (Anti-Sovietism
in Russian written from back to front) 1987 he perceptively docu-
mented the moment when the values of Soviet Union turned upside
down: “The ‘new times’ for me began in 1986, after my return from
the army. My work Anihcevositna (1987) is one of the first reactions
to the change of the minus sign to the plus sign, when everything
suddenly started turning upside down. The awful Russian word
‘antisovechina’, meaning ‘anti-Sovietism’, also turned into a new
word: ‘anihcevositna’”*®

After the collapse of Soviet Union, Mironenko moved to Paris,
where he lived for twenty years working as artist and journalist, an
international correspondent writing for Russian papers. He married
a French woman, with whom he has two children.

In the early 1990s, Mironenko produced a series of playful light-
box objects about power structures and hierarchies in society and
the art world. Using a manual switch, the viewer can turn on a light
behind the plexiglas of the piece to make the power structures of

3¢ GeKTUBHOCTY IIPAaBUTENbCTBA. B 9TOM I/TaHe TpoeKT MypoHeHKO
MHUTCS JOCTAaTOYHO HETUIMYHON [ CeTORHsALIHeN ¢asbl
¢yHkmnoHnpoBanus «HoMbl» mapafiUrMoit «I10-I0XUTeIbHOM
yTOIMM», IePeK/IMKAIOIeiiCs, pasyMeeTcs, B paMKaX II0CTMOJiepHU3MA
C LIeZIBIM PANOM YTOIIMYECKIX MOJeNIeli, 3alledaT/IeHHbIX B [I/IaKaTax,
dororpadusx u GoTOMOHTAXKAX TOCT-PEBOMIOLMOHHOTO aBAHTapa
20-x 1 Hayana 30-x rogoB”. '

Ha cBoeit nepconanpHoit BeicTaBKe B ranepee Pelin B Xenbcuukn
B 1989 r. oH mOCTpOMI UPOHUYECKYIO MOJENb COBETCKOTO
UIE0IOTMYECKOro LieHTpa "ATUTIYHKT . B mHTepBBIO ¢ MUpOHEHKO,
B3SITBIM MHOIO J/Is1 TyOIMKaIMU O BBICTaBKe, OH CKa3asl CIefyolee:
“XoTph MOe OTHOIIIEHNE K CYLeCTBYIOLIel CCTeMe OTPULIATeNIbHOE, 5
IOJDKEH 1 IIOOUTD ee, IIOTOMY YTO Yepe3 T0OO0BD 51 MOTY ee IIOHATH .

Bckope nocne xkpaxa Coserckoro Corosa Cepreii MupoHeHKO
mepectan paboTaTh XYAOXHUKOM ¥ CKOHIEHTPMPOBAJCSA Ha
Au3aiiHepCcKOM OusHece. DTO OBUIO TPEThUM TOBOPOTHBIM MOMEHTOM
B er0 Kapbepe. OH OCHOBaJI CBOIO COOCTBEHHYIO KOMITAHNIO, YCIIELITHO
IIPOEKTUPOBABILIYIO MHTEPbEPDI /I MAara3yuHOB MOJIbl I PECTOPAHOB.
Ero ausajiH MHTepbepOB XOPOLIO OTpaKasl LeHHOCTY HyBOPUIIei
MOCKBBI 1 pOCCUMIICKMIT IOCTMOZIepHM3M. MIUpOHEeHKO pa3pabaTbiBai
TaK>Xe JeTany KOMMEPUYECKMX ¥ MONUTUYECKUX IPOEKTOB [l
pasnu4HbIX Heneit. OZHMM U3 TaKMX IIPOEKTOB CTajla KaMIIaHMs 110
BbIOOpaM npesupenta bopuca Enbiyna.

Co BpeMeHeM MUPOHEHKO yCTajl OT 3aHATUI AM3allHOM U JIeT
ILAITh HasaJ IPOJAJI CBOI0 KOMITAHUIO — 9TO ObI/I ISTHII IIOBOPOTHBII
MOMEHT B ero >ku3Hy. C TeX IOp OH CKOHLIEHTPUPOBAJICA Ha CBOEM
TBOpuecTBe. Cepreii MpOBe/ YCIELIHYI0 IEPCOHATbHYIO BBICTABKY
07 Ha3BaHyeM "J/leMeHThI" B rajiepee Alifjan B MockBe B ceHTAOpe-

Hos16pe 2009 r. (DTO ObIIa MO3TUYECKasi peMHTepIpeTanus



«AHWYTEBOCMTHa» (1987 r., opr.
M., 122 x 200 cM.) - BO [BOpe AOMa C MacTepCcKuMu

XyAOXHUKOB B OypmaHHOM nepeynke B Mockse, 1988 r.

Bnaanmup MUpOHEHKO:
Konnekuua MNekkn XanoHeHa.

«Ownbka» (1987 r.) - BO ABope

[OMa C MacTepCcKuUMW XYAOXHWUKOB B OypMaHHOM nepeynke

Bnaanmup MUpOHEHKO:

YacTHaa konnekuua (CaTy KunwHeH).

B MockBe, 1988 r.

doTo:

®oTo: Kummo Capbe.

Kummo Capbe.
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Vladimir Mironenko: Teivos-itna (1987, paint on hardboard, 122 x
200) in the yard of the studio house in Furmanny pereulok lane
1988. Pekka Halonen Collection. Photo: Kimmo Sarje.

_I

4

Vladimir Mironenko: Mistake (1987) in the yard of he studio house

in Furmanny pereulok lane 1988. Private Collection (Satu Kiljunen).

Photo: Kimmo Sarje.

Ilepmopgnyeckoil cucTeMBbl 3/1EMEHTOB MeHjieneeBa, B KOTOPOIl
MupoHeHKO IPUMEHIIT CBOI IIPAKTIIECKUIT OIIBIT PAOOTBI CO CTEK/IOM
13 MypaHO 1 CBO€ KOHIIENTyaabHOE OCTPOYMUE. YIUBUTEIbHO, HO
BM3yaJIbHbIe SCTETVKU BBICTaBKM "OJIeMeHTHI" M "ATUTIYHKTA"
6bIT 0OYeHb CXOXKM. “B HacTosAIee BpeMs, KOT/ja HACTYIN/I KOHeI]
Vcropun u Teorpadun, Korna pacLiBeno 1 yCIeno 3aBACTb Xyf0OCOYHOe
IpeBO MOCTMOZIEPHM3MA, OKa3a/I0Ch, YTO «TOMO COBETUKYC» JIydllle
HOZITOTOBJIEH K BPeMEHM HeBHATHOTO Bceobmero «Humdror, Tak Kak
NMIIEH MCTUHHBIX WIIO3KI X BO MHOTOM YKe ABnAeTcs «Hudem».
CoBeTcKOMY 4e/IOBEKY OTYeT/IVBee BUJEH MeXaHI3M MOHOTOHHOTO
Xofja UCTOpUM, 6/1aroflapA TOMY, YTO OH VICHIBITHIBAeT OOJbIINe
HMOTpsACeHUs , — Hamucal MUPOHEHKO B CBOEM ‘MHTEpPBbIO B
nyonukauuy "dposus” B 1990 .

Cepreit MMpOHEHKO He MOXXET NPUHATh NoNuUTUKy IlyTnHa
unu MepiBefieBa 1 UfeT IPAMO NPOTUB TeueHMA. OH Io/araeT, 4To
peasibHasA BIACTb HAXOLUTCA He B PyKaxX IIPe3NIeHTa, a yIIPaB/saeT
Poccueit aHOHUMHBIIT 60pOKpaTudecKuit KoMmmaekc. OH He BEpUT,
4yTO B Poccum B OmypkaiimeM OynylieM IPOM3OMAYT KaKue-TO
6bIcTpBle M3MeHeHMA. TakoBO ObI/I0 MHeHVe MMPOHEHKO yXe B
2011 r,, HO B HameM pasrosope 2015-ro roga ero NPOHMULATENBHOCTD
Obl/1a y>Ke He CTO/Ib YeTKOI, a B €r0 MO3UIMY IIPOI/IAbIBAIO 60/IbIIIe
032609eHHOCTH.

Poccusa nocTeneHHo BO3BpaljaeTcs Hasaj, K COBETCKOM MOJENN
TOCyZlapCTBa C IIeH3YPOil M MOMUTUIECKMM flaB/ieHNeM. bonbimmHcTBO
MOCKOBCKOTO MMpPa UCKYCCTBa BCe €llié BBICTYIIaeT IPOTUB OKKYTIAlMI
KppiMa, HO TpeThb Xy[05KHMKOB, II0X0Ke, HOHMMaeT NonuTuky IlyTnHa.
A emie Bo3HMKaeT “HOBBIT MANOTHU3M , KOT/]a MOJIOZIbIE V1 PaiKa/IbHbIe
7IeBble XyZI0’KHUKI OKA3bIBAIOTCA Iy TMHICTAMM, HOfIep>KIBAIOIIMI

okkynanuio Kpoima. Hocranerusa no CCCP cpenu Monopexn
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Bnaanmup MupoHeHKO U KOHCTaHTWH 3Be3404eTOB B

Bnagummp MUpOHEHKO nepef, CBOMM CBETOBbIM O6bLEKTOM

OypmaHHOM nepeynke. MockBa, ¢eBpanb 1988

®oTo: Kummo Capbe.

mMacTepckoun B

r.

«PyKOBOACTBO NO WCMNOJIb30BaHUKW TOTaNbHOIrO MpousBeaeHnA

uckyccTsa» y cebs goma. MockBa, 11 maa 2011 r.

Kummo Capbe.

doTo:

Vladimir Mironenko and Konstantin Zvezdochetov in the studio of

Furmanny pereulok lane in Moscow in February 1988. Photo: Kimmo

Sarje.

Vladimir Mironenko in front of his light box Gesamtkunstfihrer at

home in Moscow, May 11,

MOSCOW CONCEPTUALISM

2011. Photo: Kimmo Sarje.

He OCHOBaHA Ha UX COOCTBEHHOM OIIBITE KM3HU B COBETCKOM
rocymapcrse. “Bcé aTo ObIIO He Tak YK IPUATHO , — IIOGYepKUBaeT
MuponeHko.

Bnpouem, Cepreit He paccmarpuBaeTr Coserckmit Co1o3 ¢
TOKTpMHEPCKMX No3uumit. OH 0CO3HaBaJl IUKMBOCTh MapKCUCTCKO-
JIeHNHCKOI1 prnocoduit, IpOHMKaBIIIel! ITIOBCIOAY; C LPYTOll CTOPOHBI,
CoseTtcknit Co03 MONOXXUTETbHO IOB/NAN Ha €r0 TBop4ecTBO. OH
MIOAYEPKHYII B CBOEM UHTEPBBIO B 2011 I., 4TO maxke ceityac BCE elé
MHTepecyeTcs “coBeTCKMM mapafokcoM”. ITo ero coBam, “coBeTCKMi
nepuof 65U 06 EMHBIM U C/IOKHBIM .

Cerltvac MUpPOHEHKO BBICTYNAET Yallle KaK MOAUTUYECKUI
XYTOXKHUK, KPUTUKYIOIIUI NIEONIOTHIO U TIOMUTUKY pexknma. Cpenu
paccMaTpuBaeMBIX UM Ipo6IeM — IjeH3ypa, POIb IPaBOCTABHO
LepKBU U aKajeMmdeckasa ceobopa. Ceropnsa Cepreil He MOXXeT
OpraHM30BaThb CBOM KPUTHYECKNE BHICTaBKM B Poccunm, HO yyacTByeT
B I'PYIIOBBIX BBICTaBKaX, 0COOEHHO 3a rpaHmueil. OgHaKO OH
ydacTBoOBan B 6-/1 MockoBckoil 6ueHHane 2015 r. B KauecTBe
Iu3aiiHepa, Xy0XHMKa 11 Kyparopa (BMecte ¢ Enenoit Kynpunoit n
Ep.) mpoekTa "B mone spenus. 1986-1992. Snusopsl XyA0XKeCTBEHHON

KU3HU'

OT col-apTa 10 UTPbI Ha 6MpKe
Kapbepa Bragumnpa Muponenko (p. 1959), 6para-6nusterra Cepres,
TaK)Ke OT/IMYAeTC HEOTHO3HAYHOCTBIO. B KayecTBe BasKHBIX JaT U
HOBOPOTHBIX MOMEHTOB B CBO€IT Kapbepe OH Ha3bIBAET KOJ/IEKTUBHBII
uMIyinbc rpynnst "Myxomop" ¢ 1978 1., co06111eCTBO XyTOXXHIKOB
B dypMaHHOM IepeyiiKe, aN0Xy nepecmpotiku ¢ 1986 go 1991 rr,,
pabory xyno>xHukoM B ITapuke u roxHoI EBporie, 1 BO3MOXXHOCTD

6e3MATEXHO pa6OTaTb Ha CTUIICHOMNIO Ha BUIJIIEC COHI/ITIOJ_I B



Bnaaummp MMpOHEHKO MOKas3biBaeT CBOW CBETOBOW 0o6bekT DieMachtgreiffung wan «3axBaT Bnactu» y ceba goma B

MockBe, 11 mas 2011 r.

®oTo: Kummo Capbe.

MOSCOW CONCEPTUALISM

Vladimir Mironenko showing his light box Die Machtgreiffung or The

Seizure of Power at home in Moscow, May 11, 2011. Photo: Kimmo

Sarje.

Irytrapre B 1993 r. — Xu3Hb TaM, 110 €I0 C/IOBAM, HAIIOMIHA/IA POMaH
Tomaca ManHa "Bomme6Has Topa".

BracTh ¥ IeHbIY BCETzia O4apOBBIBAIM BOOOpaskeHe MMPOHEHKO.
B xoHIe 1980-x 6aHKHOTHI ¥ KpeJUTHbIEe KapThl YaCTO CIYXKIIN
MOTHMBaMM €ro HaBesIHHBIX NON-apToM KapTuH. Kpurmdueckue
MONUTUYECKMe HAOTIONeHNs I KOMMEHTapuu IIpUHAIJIEKAT KaK
apceHany Bragumupa MupoHeHKo, Tak 1 ero 6para. B cBoeit pabore
"AHn4reBoCcUTHA" (QHTMCOBETYMHA, HANMCAHHAA 3a/0M HaIlepern)
(1987) OH IpOHMIATENBHO 3aIeyaTie/]l MOMEHT, KOIia COBETCKUE
LIeHHOCTH CTa/I¥ BBIBOpaYMBaTh Hau3HaHKYy: “«HoBoe Bpems» st
MeHs1 Hauasoch B 1986 rofy mocie Bo3BpalieHus us apmuu. Pabora
«Anuumesocumua» (1987) — ofiHa M3 IEPBBIX peaKLUil Ha CMEHY
BpeMeH, IlepeMeHbl 3HaKa MUHYC Ha IIJII0C, KOTa BCe BAPYT CTajIo
IepeBOpaYMBaThCs Ha060poT. IlepeBepHyNOCH M CTpALIHOE CTTOBO
«QHTUCOBETYMHA», CTAB HOBBIM CJIOBOM «AHUYTEBOCUTHA» "

ITocne xpaxa Coserckoro Corwsa Muponenko nepeexan B Ilapimx,
Ihe IPOXWI B TeueHNue ABaALIaTU JIeT, PaboTask XyLOXKHUKOM U
JKYPHA/IMCTOM, MEXAYHaPOIHBIM KOPPECIIOHIEHTOM, MUIIYIIVM /71
poccuiickux razet. OH >keHWICS Ha (QpaHIfy)XeHKe, OT KOTOPOIi y Hero
PpOIMINCH JBOE JIETEN.

B Havanme 1990-x Bragumup cpenan cepuio UTPOBbIX 0OBEKTOB-
NaiiTOOKCOB Ha TeMy CTPYKTYP BIIaCTU U MepapXusax B o0IiecTBe 1 B
Mupe nckycctBa. HaykaB Ha KHOIIKY BBIK/IIOYATEIs, 3pUTE/Ib MOXKET
BKJIIOYMTD CBET 3a IVIEKCUITIACOM, YTOOBI C/le/IaTh CTPYKTYPbI BIACTU
B IIO/IUTYKE U UCKyccTBe BuAuMbIMU. OffHa 13 ero paboT Ha3bIBaIach
Die Machtergreifung, wim "3axsar Bnactu’. BHelHe pabora cocTont
U3 06paM/IEeHHOTO OPaHXXeBO-KPaCHOTO IJIEKCUIIACOBOTO KBajpara ¢
6e1oi1 371eKTPIYeCKOIT PO3eTKOI B LIEHTPe ¥ LITEIICE/IbHOI BUJIKOI Hajl

pO3€TKOI7L Korna 3PpUTEND BCTABIAET BUWIKY B PO3€TKY, BKIIIOYA€TCA
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politics and art visible. One of his pieces is entitled Die Machtgreif-
fung or The Seizure of Power. The latent appearance of the work con-
sists of a framed orange-red square of plexiglas with a white power
socket in the centre and a power plug above it. When the viewer
inserts the plug in the socket, the background light comes on and
projects the silhouette of an easel on the plexiglas. The plug is in
the middle of the easel: the artwork has been appropriated, seized,
confiscated! Like many other Soviet artists, Mironenko, too, found
it a shock to realize that the art world itself, dreamt of as a realm of
freedom, was just as hierarchical as former Soviet society.

Vladimir Mironenko now lives in Moscow with his Russian wife,
with whom he has two younger children. He continues to work as a
columnist for the highly regarded Kommersant newspaper, writing
extensively on issues of culture, political and the economy.

When I met Mironenko in 2011, art was not anymore his main in-
terest but speculation in the stock market, which was a way to make
a part of his living, Genealogy has become his passion; there were
high-ranking officers in several generations of his family. Mironenko
has been also politically active, and he took part as independent can-
didate in the municipal elections in Moscow 2004. Mironenko had
to go to court for his right to be a politically unaffiliated candidate,
which finally left him with only three days for his actual campaign.
With reference to this (very difficult and ridiculous process he pre-
pared the exhibition Izbiratelnyi uchastok? Nr 0. Mironenko was not
very fond of Medvedev's or Putin's regime in 2011. One of his few
more recent art pieces is Chistyi ruki, Clean Hands 2008, showing
wPutin's head cast in soap.

Vladimir Mironenko:

Photo: Kimmo Sarje.

Clean Hands,

2008,

soap,

height c. 15 cm.
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Russian Roots and Western Culture

Andprei Roiter’s (born 1960) first major impulse in the visual arts was
in 1974, when he happened to be an eyewitness to the famous Bull-
dozer exhibition (Bynbndsepﬂaﬂ BBICTABKA) by underground artists
that was torn down by the Soviet authorities using bulldozers and
water cannons. His interest in non-conformist art was aroused and
he was convinced that he could be an artist on his own terms as long
as he had a suitable day job. Roiter met underground artists, some
of whom were of his parents’ generation. The teenaged Roiter felt
a strong calling to be an artist, but as a compromise demanded by
his parents he first studied architecture in Moscow for two years
in 1979-1980.

Roiter’s second impulse for his career came from encourage-
ment by prominent underground artists. Ilya Kabakov, Vladimir
Yankilevsky, Eduard Steinberg and Vladimir Nemukhin were all
friends of this budding artist and supported him.

Roiter estimates that over half of the conceptualists of the Mos-
cow school are of Jewish origin. The Jewish heritage has a partly
unconscious intellectual effect. “The Jewish mind is inquisitive and
self-ironic”, he says while underlining that it does not, however, ex-
plain everything. He feels that narrative culture was also important
for the Moscow avant-garde. Roiter, in fact, wanted to find his own
course that would not be as literary as that of the older conceptu-
alist generation, since formal and visual values are also important
for him. In fact, Russian underground art has its own orientations
emphasizing conceptuality and the visual. On the other hand there
are the conceptualists Kabakov, Dimitry Prigov and Lev Rubinsh-
tein and on the other hand Nemukhin, Yankilevski and Steinberg.
Roiter was seeking a balance between these forces.

Andrei Roiter in Moscow (Belyavo), February 15, 1988. Photo: Kimmo
Sarje.

Andrei Roiter in Moscow (Vinzavod), May 16, 2011. Photo: Kimmo

Sarje.
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(GOHOBBIN CBET M NPOELUpPYET CUIYST MOIbOEPTa Ha OPTCTEKIIO.
[IITercenb OKa3bIBaeTCA B CepefilHe MOIbOepTa: MpoN3BeNeHUe
MCKyCCTBa OBIIO y3ypNMpPOBaHO, 3aXBauyeHO, KOHPUCKOBAHO!
Kak u MHOrMe mpyrue coBeTcKue XyTOXXHUKU, MUPOHEHKO ObII
B TO BpeMs IIOKMPOBAH OCO3HAHMEM TOTO, YTO MUP UCKYCCTBa,
IIpefICTAaB/IABIINIICA eMy paHee Kak cdepa cBOOOMbI, OB CTOMDb e
MepapXMYHBIM, KaK 11 ObIBIIIee COBETCKOE OOIIeCTBO.

Certyac Bragumup MupoHeHKo >XuBeT B MoCKBe ¢ pyccKoi
JKEHOI1, OT KOTOPOJ y Hero Toxe fipoe fereii. OH Impojo/mKaeT
paboTarb 0603peBaTesieM BHICOKOYTUMOII raseTsl "KoMmmepcaHT',
4acTO MyO/MMKys TaM CTaTbM O MPO6IeMax Ky/IbTyphbl, HOMUTUKA 1
9KOHOMMKIA

Korpa s BcTpetnncs ¢ Hum B 2011 1., ero I71aBHBIM MHTEPECOM
6BIIO yKe He MICKYCCTBO, @ Urpa Ha OHJ0BOI 6MpKe, 3a0HHO
CTy>KMBIIAs OFHMM M3 MCTOYHMKOB €r0 JOXO/0B. [eHeanorns crama
€r0 CTPAaCTbI0; B HECKO/IBKIX ITOKOTIEHNAX er0 CeMbY ObIIM CTapllye
oduLepsl 1 reHepabl. BraguMup Takke ObIT TOMUTIYECKY AKTVBEH,
u B 2004 I. IpUHSA y4acTye B MyHUIUIIA/IbHBIX BbIOOpax B Mockse
KaK He3aBUCHMBI KaHAMAAT. MMPOHEHKO IIPUIIIOCh 0OPaTUThCA B
CyJi, YTOOBI OTCTOATH CBOE IPABO BHICTYIIATh B Ka4eCTBE MOUTHYECKH
He3aBUCUMOTO KaHAMNJATA, YTO, B KOHIle KOHI[OB, []a7I0 €My TOIbKO
TPMU JHS Ha IIpOBefieHNe ero akTudeckoi KamMmanym. C ayurosuei
Ha 3TOT OYeHb TPYJAHBIM ¥ CMENIHO} NPOIecC OH IOATOTOBNII
BbICTaBKY "VI36upatenbHbii yuacTok Homep 0". B 2011 r. MupoHeHKO
He cmKoM o6oxan pexxum Mensenesa v ITyruna. OpHa n3 ero
HEMHOTMX ITO3[JHMX XY/I0’KECTBEHHBIX paboT 1oj HazBaHyeM "UncTble

Pyxu" (2008) mpepcrasiset co6oii ronosy ITyTuHa u3 Mblia.

Konnekuusa MNekkn XanoHeHa. ¢®oTo: Kummo Capbe.

AHapeit PoiiTep CTOMT Mo3aau cBoeit paboTbl «UckyccTBo» (1987, x.M., 100 x 80 cm) B mMacTepckoit B Mockee (Benseso), 15 deBpans

1988 r.

Andrei Roiter standing behind his painting Art (1987, o0il on canvas,

100 x 80 cm) in his studio in Moscow (Belyavo,) February 15, 1988.

Pekka Halonen Collection. Photo: Kimmo Sarje.
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Roiter met artists of the Mukhomor group, such as Konstantin
Zvezdochetov and the Mironenko brothers, and had the opportunity
to see Nikita Alekseev’s AptArt exhibitions, though not participa-
ting in them. According to Roiter, the actual third impulse of his de-
velopment as an artist was, however, the Detski Sad (Kindergarten)
network. Together with Nikolai Filatov and German Vinogradov,
he began to work as a night watchman. At first, this was a way to
earn money, but it came to include squatting and the occupation of
premises. Detski Sad was not an actual artist group, but instead a
spontaneous way of meeting different kinds of people, such as jour-
nalists and artists of Leningrad. It was active for a couple of years
until 1986. One morning, the police asked them to vacate a building
which they had occupied in Khokholovskii pereulok lane. There
were 25 apartments in the building, which had been taken over for
creative work. This was, in fact, a prelude to the Furmanny house.

The fourth impulse was interest that arose the West, and Roiter
wanted to respond in a positive manner to this challenge. In the au-
tumn of 1986, he moved from Moscow to Brussels, where an exhibi-
tion of Russian art was opened. He spent three months in Brussels.
“Thinking back on it, I am very satisfied that I wound up in Brussels
instead of Paris or New York.” The young artist was treated well ,
being given the use of an apartment and workspace. “I was able to
avoid culture shock.” He enjoyed Belgian culture; Rene Magritte
and Marcel Broodthaers were his favourite artists. Brussels was a
gentle way to acclimatize into the Western world.

Roiter left the Soviet Union earlier than many other artists of his
generation. However, he did not sell his studio but continued wor-
king both in Brussels and Moscow. His paintings of the perestroika
years were often simple and sympathetically clumsy signs done with

Andrei Roiter:

Kuipers.

Portal, 2010,

oil on canvas,

200 x 250 cm.

Photo:

Edo
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Pycckye KOpHU U 3allafiHas KylIbTypa
Anppeit Poiitep (p. 1960) cBoiT ITaBHBIN MMIIYIbC B UCKYCCTBE
nomy4nt B 1974 1., KOra cy4aitHo OKasaJics CBU/eTeNeM U3BeCTHO
"Bynbpo3epHOiT BBICTaBKM", OPraHM30BAHHON XYHOXKHUKAMM-
HOHKOH(pOPMUCTaMM ¥ pa3OTHAHHOJ COBETCKMMM BIACTAMU C
IpuMeHeHMeM OY/Ibj03epOB 1 OpaH/CcIIoNToB. BricTaBka mpobynuna
B HeM MHTepeC K HeopUIMarTbHOMY UCKYCCTBY, M OH OBUI YOEXKAEH,
YTO MOT OBbI ¥ CaM CTaTh XYAO>XXHUKOM, €C/Ii OBbl TOJIBKO y HEro
6bl1a mopxopsAIas fHeBHasA pabora. AHApell TO3HAKOMUICA C
Heo(UIMaTbHBIMYU XYE0XKHUKAMM, MHOTYE 113 KOTOPBIX IIPUHAIEX AN
K TOKOJIeHMIo ero poauteneii. IOus1i Poiitep 4yBcTBOBaNI B cebe
CHUJIbHOE XeJIaHMe CTaTh XYL0XXHUKOM, HO, II0 TPeOOBaHMIO POAUTENEN,

B KayecTBe KOMIIPOMIICCa CIlepBa OH B TedeHue JBYX JieT (B 1979-80

«[poBepeHHblii Barax», 2011 r., x.m., 180 x 200 cm. ®oTo:

IT.) M3y4as apXUTeKTypy B Mockse.
BToppIM MMnIynbcoM Jis XyB0XKeCTBEHHOM Kapbephl Politepa

CTalo ApYy’KecKoe IMOOLIpeHMe CO CTOPOHBI BBIJAIOMINXCA

HeodUIMaNTbHBIX XYLOXKHUKOB. B pasuble ronst Vnbsa Kabakos,

AHppeii PonTep:
3p0 Kyinepc

Andrei Roiter: Approved Baggage, 2011, oil on canvas, 1808 x 200 cm. BHaHMMMP HHK]/UICBCKI/If;I, 911Yapﬂ H.[TCIZH6CPI‘ " BHaHMMMP
Photo: Edo Kuipers. HeMyxus 06I11a11Ch ¢ 9TUM MOAAIONUIM Ha/IeKAbI XYAOKHUKOM U
NOAIEP>KMBAIN €rO.

ITo onenke Poiitepa, 6o/ee MONTOBMHBI KOHIENTYalNCTOB
MOCKOBCKOJ1 IIKOJIbI MMeeT eBpeicKoe ImpoucxoxjeHne. Espeiickoe
Hac/eaye 06/ajaeT YaCTUYHO 6eCcCO3HATeIbHBIM MHTE/IEKTyaTbHbIM
apdexrom. “EBperickuit ym mr0003HaTeNeH U CAMOMPOHUYEH , —
TOBOPUT OH, ITOJAYEPKUBAsI, YTO ITUM, OfHAKO, He BCE OOBICHAETCS.
OH noHMMaeT, 4TO HappaTUBHAA KY/IbTypa TakoKe ObUIa BaXKHA 1A
MOCKOBCKOTO aBaHrappa. Poiitep xoTen HailTu CBOil COOCTBEHHBII
IIyTh, KOTOPBIII ObUI ObI HE CTOJIb INTEPATYPHBIM, KaK Y CTapIlero
IIOKOJIEHNMsI KOHIIEITYalMCTOB, MOTOMY 4TO (opMajabHble U

BHU3ya/IbHbIE HEHHOCTN OBIIM TAaK>Ke Ba>kKHbI OJId HETO. Ha camom
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a painterly touch and referring to the ongoing political process.?®
He commented on the visual-didactic materials of children’s books
and the messages of Radio Mayak, which tried to activate the sleepy
society from stagnation: “Comrades, work more, wake up earlier!”
His art had a rough charm and gentle humour to it.

A new turning point in Roiter's career happened in 1990, when
the Aschenbach Gallery in Amsterdam asked him to be one of its
artists. A successful solo exhibition in Kunsthalle Basel around the
same time strengthened his position as an artist. He was soon estab-
lished and gained the status of “self-supporting professional artist”
in Amsterdam. Roiter has also had a studio in New York since 1991.
Over the years, I have met him on different occasions in Moscow,
New York and also Helsinki, where he has exhibited several times
at Galerie Anhava.

According to Roiter, he has been able to make a living since 1990
as an independent international artist, and he is very glad to have
achieved this on foreign soil. He has had the necessary institutional
and economic base to develop his art for the past twenty years, and
in his own view he still continues from the same premises.

During these years Roiter's art has become increasingly sophis-
ticated and technically accomplished, but its political content has
vanished. Instead, he has turned towards visual poetry in a sur-
realistic spirit and to biographical issues and connotations while
painting in brownish and cooper oxide greenish shades.

"The Soviet Union and Marxism-Leninism were a major part of
my life, but in my present life only an old nightmare. But for me the
Soviet era was not, however, a heavy, terrible life! I had friends...
My grandparents on both my mother’s and father’s side spent fif-

Ierte, Y POCCUIICKOTO HeOpUIMaIbHOTO ICKYCCTBA MMENIUCh CBOU
COOCTBEHHBIE OPMEHTALNY, [TO[j4epKIBaOIINe KOHIeIITyalIbHOe
u BusyanbHoe. C OfHOI CTOPOHBI, OBIINM KOHIEITYanucTsl Vnbs
Kab6axos, [Imutpuit [Tpuros u Jle Pybuniuresin, ¢ gpyroit - Hemyxum,
SAukunesckuit u lITeitH6epr. PoiiTep 1CKa 307I0TYIO CEPEAUHY MEKLY
STVMU ABYMS CUIAMMA.

PoiiTep IMO3HAKOMMICSA C TAKMMU XYAOKHUKAMU U3 TPYILIBL
"Myxomop", kak Korcrantus 3Be3fgoueToB 1 6parbsi MupoHeHKo,
U MIMeTl BO3SMOXKHOCTD BUMIETb BBICTaBKU B razepee "Amrapt" y
Huxutsl AnekceeBa, XOTsA B HUX He yyacTBoBaJL. Ilo cioBam Poiirepa,
TPeTUI UMIIY/IbC €T0 Pa3BUTUIO KaK XYIOXKHIKA [Ja/I0 OO0beAVHEeHNe
"Derckuii can” (Kindergarten). Bmecte ¢ Hukonaem ®unmaroBsim u
TepmanoM ByHOrpagoBbiM OH cTajl paboTaTh B IeTCKOM Cafiy HOUHBIM
cropoxxeM. CHauasIa 3T0 ObUI CIIOCO6 3apaboTaTh JIeHbINM, HO BCKOpe 3a
9TVM IT0C/IEROBANIO0 CKBOTTEPCTBO, 3aHATIIE CBOOOHBIX TOMELIEHMIL.
"IDetckuii can’ He ObUI TPYNIION XYHOXXHUKOB B OOLIENIPUHATOM
CMBIC/IE, OJHAKO OH JaBajl HEIOCPEACTBEHHYIO BO3MOXXHOCTb
3HaKOMUTBCS C PasHBIMM TIOfbMM, HAIIPUMeEP, € )KYPHAIMCTaMU U
xypoxxHuKamu u3 JlenuHrpaga. "detckuit can” GyHKIMOHMPOBA
B TeYeHMe HECKOJIbKUX JIeT, B0 1986 r. OpHaXKAbl yTPOM MUINLIVA
[IOTIIPOCH/IA UX OCBOOOAUTD 3/IaHNe, B KOTOPOM OHM paboTanu B
XoxsoBckoM nepeyike. Tam 6b110 25 KBapTHP, UCTIOH30BABIINXCS
MMM B KauyeCcTBe MacTepcKux. PakTudeckn, 310 0ObeuHEHNE CTAI0
npentoayeit K oMy B ypmaHHOM.

YeTBepTHIM MMIIYIbCOM CTJI MHTEpeC 3anazia K COBpeMEHHOMY
coBeTckomy uckycctsy. Ocenpio 1989 ropa Poiitep yexan us MockBbl
B Bproccens, e 0TKpbIBanach BHICTABKa POCCUIICKUX XYHOXKHIKOB.
OH nposen B bproccene Tpu Mecsana. “BciomuHas aTy moespky, A

O4Y€Hb TOBOJICH, YTO OKa3aJICA TOorjga B BpIOCC€H€ BMECTO HapI/DKa
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teen years in concentration camps in Norilsk, Siberia. The factories
were prisons”, Roiter notes. His parents met in Norilsk when they
were schoolchildren.

“The icons of the past no longer feel actual to me, and I do not
want to become classified as a Sots artist”, Roiter says. For him,
Sots Art was a part of the local culture of the Soviet Union. And
when the “monster” disappeared, he lost interest. His challenge is
to combine his Russian roots with Western culture.

The Soviet Union Forced Conceptual Artists to
Come Together

Vadim Zakharov (born 1959) says that he received his first artistic
impulses at home, when his father showed him the book about So-
viet still life art. The attitudes of the home were important when he
applied to study at the Pedagogical Institute in Moscow. The five-
year course included military service, in which he gained the rank
of officer. Yuri Albert also studied at the institute, but was thrown
out for being repeatedly late.

The threat of being charged with vagrancy was a fact of life in
the Soviet Union. In order to avoid forced measures, artists had to
prove that they were working or studying. For Zakharov, this was
a good reason to focus on book design, and according to him many
other free spirits had chosen likewise.

In the late 1970s, Yuri Albert, Nadezhda Stolpovskaia and Victor
Skersis were among Zakharov’s closest friends and they had great
impact on his development as an artist. Albert, in particular, led
Zakharov to underground art. Zakharov mentioned, however, that
he and his friend Igor Lutz already parodied Sots Art in the late
1970s, when this orientation was still relatively new. The Moscow
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Vadim Zakharov: The Papuans, 1983, photo.

“Beware of the Papuans sitting in the trees. They could kill you and
your friends; they could skin you alive and stretch your hide onto a
drum. By the way, they won’t kill you of malice; it’s only because
they’re stupid, mostly. Papuans tend to make mistakes.” Kimmo Sarje

Collection.
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®oTo: Kummo Capbe.

«b-4» (1985 r., X.M.) B MacTepckoi B

dypmaHHOM nepeynke. MockBa, 1988 r.

Bagum 3axapos:

6 mas

Kummo Capbe.

Bafum 3axapoB yKa3blBaeT Ha COBPEMEHHYW ABepb AOMa B
®oTo0:

(OypMaHHOM nepeynke, rae paHbwe 6bIM MacTepckue.

2011 r.

MOSCOW CONCEPTUALISM

Vadim Zakharov: B-4 (1985, oil on canvas) in the studio of Furmanny
pereulok lane 1988. Photo: Kimmo Sarje.

Vadim Zakharov points the present door of the former studio house in
Furmanny pereulok lane, May 6, 2011. Photo: Kimmo Sarje.

unu Hpio-Viopka” Mo/oforo Xyno>KHIKa IPUHSAIN XOPOLLO, /1A
BO3MO>KHOCTD I10/Ib30BaThCSl KBAPTUPOIT M MacTepcKoit. “S cmor
usbexaTh KyJIpTypHOro moka”. OH Hacmaxpancs 6elbruitcKoi
Kynbrypoit; Pene Marputt 1 Mapcens bpopxapc 651 ero mo6MbIMm
XyHOXKHMKaMu. A Bproccenb cTan MATKIM CIIOCOO0M aKKIMMaTHU3aLN
B 3aIla[HOM MUpe.

Poiirep yexan ns Coserckoro Coosa paHbllle MHOTUX IPYTUX
XYHLOXHUKOB ero moxoyneHud. OfHaAKO OH He IIPOJall CBOIO
MacTepCKyIo, a Ipofo/Kan paborars B bproccene n B Mockse. Ero
KapTHHBI 3MI0XY IePECTPOIKI YaCTO IPefCTaB/IsIIU COO0I IPOCThIe
1 671aro>KeaTeNIbHO-HEeYKITIOKIe 3HAKY, C/le/TaHHbIe B XKVBOIIMCHO
MaHepe ¥ OTCBhUIaBLINME 3PUTENA K IIPOTEKaBIIEeMy B TO BpeMs
nonuTNdeckoMy nporneccy”. OH KOMMEHTHPOBA/I BU3yanbHO-
AMAaKTUYeCKye MaTepuasbl B IETCKIX KHUTAX U COOOIIeHNA pafiuo
"Masik", IBITaBIIeroCs IPOOYAUTb COHHOE OOIIeCTBO OT 3aCTOS:
“Topapumu, paboraiiTe 60ble, IpocbnaliTech panbine!” B ero
MICKyCCTBe IPUCYTCTBOBAJIO IPyOoBaTOe OYapOBaHUe B COYCTAHUN
C MATKYM I0OMOPOM.

OuepenHoIl TOBOPOTHBII MOMEHT B Kapbepe PoliTepa mpousoriesn
B 1990 1., korga ranepest Aschenbach B AMcTepame npurnacuna ero
CTaTb OJHUM U3 €€ Xy/I0>KHUKOB. YCIeIIHas IepCOHaIbHAS BhICTaBKa
B Kunsthalle Basens B 910 e BpeMs ycuamia ero IMO3MINIO KaK
Xy[0XHIKa. BCckope OH 3aBoeBaI IpM3HAHMeE I IIONY4I B AMCTepAaMe
cTaryc “He3aBUCUMOro IpodeCcCHOHANIbHOTO XyHoxXHNKa . C 1991
r. y Poittepa 6bia Takxke ctynus B Horo-Viopke. 3a a1u rogst s
HEOJHOKPATHO BUJE/CsA ¢ HUM B MoCKBe, Hbm—V[opKe  XeTbCUHKHA,
I7ie y Hero HeCKOJIbKO pas IPOXO/1Ia BBICTaBKa B raepee Anhava.

ITo cnoBam Poiitepa, ¢ 1990 I. oH Mor y»ke 3apabaTbIBaTh Ha

KM3Hb KaK He3aBUCUMBbIN MemnyHapongnﬁ XYAOXXHUK I 6B
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underground art scene was the shared microculture of artists and
writers of several generations. There were not, however, many aca-
demics such as Boris Groys.

Zakharov participated in the activities of various artist groups,
all of whom had an influence on his conception of art. The Nest
group, consisting of Mikhail Roshal, Gennadii Donskoi and Victor
Skersis, was Zakharov’s main circle from the late 1970s until the
early 1980s. This was followed by Nikita Alekseev’s “Kvartirnie vyis-
tavki”, or the AptArt community in 1982. The SZ group - (Sker-
sis-Zakharov) was also an important artistic experiment around
1980-1984 with its messages and hidden objects a la James Bond.
The state security police, the KGB, became interested in the SZ
group’s special activities, entering the group’s exhibition facilities
and confiscating their works. The situation became tense and Sker-
sis emigrated to the United States in 1984.

Zakharov regarded the activities of the Mukhomor group to
be too childish and therefore they remained alien to him. On the
other hand, Kostya Zvezdochetov questioned Zakharov’s aims. “I
was more serious and more academic, while Mukhomor was more
futuristic”, Zakharov described the situation.

Photography and performance combined were Zakharov's me-
dia in the early 1980s. His performances expressed the resistance
of an individual in the repressed circumstances of Soviet society.
The absurd statements of the artist corresponded to the questions
of the absurd practices of the totalitarian state. Zakharov's Papuan
series is a powerful example of this protest in the same way as his
painting series of elephant-trunk men with their cryptic speech
balloons from the mid 1980s.

OYeHb Pafl, YTO CyMeN HOOUTHCS 9TOro Ha 3apyoexHoi nouse. Ha
IPOTSDKEHUM NOCTIeHMX IBAfIIATH JIeT Y Hero MMe/Iach HeoOXoamumas
MHCTUTYLVIOHA/IbHAS M 9KOHOMMYecKast 6asa Jiist pasBUTUA CBOETO
UCKYCCTBA, I, C €F0 TOYKM 3PEHNsI, OH II0-IIPEeXKHEMY BBICTYIAET C
TeX >Ke MO3MIINIA.

3a 3Ty rofibl UCKYcCcTBO PoliTepa 3HAYMTENbHO YCIOKHUIOCH
U CTal0 TeXHMYECKV COBEPLIEHHBIM, HO €T0 MONIUTUYECKOe
cofiep>xaHme yc4esno. BMecTo sToro o o6parmicsa K BU3yaabHOI
[I093UM B CIOPPeATNCTIYECKOM AyXe 1 K 6uorpaduaeckum reMam
U KOHHOTALMAM, PUCYsI KOPUIHEBATBIMMU Y 3€/ICHOBATbIMU TOHAMM
OKJCK MeTIN.

”CoBerckuit Coo3 M MapKCU3M-JT€HMHNU3M OBI/IM TTTaBHOM
YJacTbI0 MOEJ XW3HM, HO B MO€JI HbIHEIIHel KVISHM 9TO BCero JIMIIb
CTapblil KomMap. Bripodem, /11 MeHs coBeTcKas spa He O3HadasIa
TaKYIO YK TSDKETIYIO, Y)KaCHYIO XI3Hb. MHe BBINA/IO CYacTbe MMEThb
3aMeyaTe/IbHYI0 CEMBIO U BJOXHOB/LAIOLIVX Apy3eit... Mon 6abymika
U JlefyLIKa CO CTOPOHBI MO€Jl MaTepy ¥ CO CTOPOHBI OTIia IIPOBEIN
IATHAILATD JIeT B ICIPaBUTEIbHO-TPYAOBLIX MarepAx B Hopuibcke
B Cubupu. ®abpuku 6p1M TIopbMaMu’, — oTMedaeT PoiiTep.
Ero pogutenn BcTpetnauchk B Hopunbcke, korga oHu 6bUIM elle
IIKOTbHUKAM.

“CyMBOJIBI ITPOLIIOTO 6OJIbIIIE He KaXKyTCS MHE aKTya/IbHbIMU, 1
51 He XOUY, YTOOBI MEHsI CUMTAIN XyROXXHUKOM COLj-apTa’, — TOBOPUT
Poiirep. [lns Hero col-apT 6bU1 NICKYCCTBOM OIpefie/IeHHOTO Iepyopa
B PYCCKOII KynbType. V1, korga “MoHCTp” Mcyes, OH HOTEPSUT K HEMY
nHTepec. Terepp ero 3agadya COCTOUT B TOM, YTOOBI [ieaTh pabOThI O

COBpeMeHHOﬁ JKVM3HM BOKPYT HETO — MHOI'ZA € pOCCI/HZCKI/IM AKII€EHTOM.
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«[laHaa», 2013 r., naBunboH Poccum Ha

BeHeunaHckoMm 6ueHHane. ®oto: Kummo Capbe.

Baaum 3axapos:

MOSCOW CONCEPTUALISM

Vadim Zakharov: Danaé, 2013, The Russian Pavilion, The Venice

Biennale.

Photo: Kimmo Sarje.

CoseTtcknit Co103 BbIHY>K7Ia/l KOHIIENTyanbHbIX XyTOXKHUKOB
00 beIMHATDCA

Bagum 3axapos (p. 1959) roBOpUT, YTO HOMYYUT CBOY IIE€pPBbIE
XY[IO’KeCTBEHHbIe MIMITY/IbCHI IOMA, KOTZIA OTel] II0Ka3aj eMy KHUTY
0 COBETCKOM MCKYCCTBe HaTIopMopTa. OTHOIIEeH)e JOMAIIHKX OBLIO
Ba)KHO, KOI7}a OH IIOJaI JOKYMEHTHI Ha 06y4enue B [lemarorndaeckom
nHCTUTYTe B Mockse. IlaTnieTHUiI Kypc 3aHATUI BKIOYal U
BOEHHYI0 Kaenpy, IIocie KOTOPOJT OH HOMy4n 0pULepCKUil YMH.
FOpwuit AnpOepT TOXKe YYMICS B 9TOM MHCTUTYTE, HO ObIT OTYMCIIEH
13-32 HEOJJHOKPATHBIX OITO3JaHMIA.

Ins Hepaboraomux B CoBerckoM Colo3e yrposa IMONY4YUTb
oOBUHEHIE B TYHesAACTBe OblTa pakToM >k13HM. YTOOBI N36eXaTh
IPUHYIUTENIbHBIX Mep, XYOXKHIKIU JO/DKHBI OB JOKA3aTh, YTO
OoHM paboTany um yuunuce. [l 3axapoBa 3TO CTaO Cepbe3HbIM
OCHOBaHMEM COCPENOTOYUTHCA Ha KHMKHOM finsaline. Ilo ero cnosam,
MHOTHMe JIpyTue — CTpeMsAlecs K cBo6ofe — BBIOMpaNu 9TO >Ke
3aHATHE.

B xon1e 1970-x Opwnit Anb6ept, Hapexxpa Cronmosckas u Buxrop
Cxkepcyic 6bUIM B YMC/Ie CaMBIX O/IM3KMX Apy3eil 3axapoBa M OKasain
OIpOMHOE B/IMsIHYE Ha €T0 CTAaHOBJIEHNE KaK Xy[IOXKHIKaA. AnbOepT, B
JaCTHOCTY, BbIBeN 3axapoBa Ha Heo(UIManbHOe UCKYCCTBO. 3axapos,
BIIpOYeM, YIIOMMHAET, 4YTO OH CO cBouM fapyrom Mropem JlyTnem
HApOMPOBATI COLI-apT Y>Ke B KoHIle 1970-x. MOCKOBCKast HeouIManbHas
XyLOXXeCTBeHHasl cljeHa Obla 001eit MUKPOKYIBTYPOIL s
XYROXHJKOB 1 aBTOPOB HECKOIbKIUX MOKOMeHmil. OfHAaKO TaM OBLIO
HEMHOTI'0 TaKUX aKafleMU4eCKIX UccenoBareneil, Kak bopuc Ipoiic.

3axapoB y4acTBOBa/l B [IeATENbHOCTY PA3NIUYHBIX IPYNI
XYBOXKHUKOB, KOTOpBIE BCe KAKMM-TO 00pa3oM IOBIVSIIN Ha €ro

KOHLIEIIIINIO MCKyccTBa. BriBuiast rpynma "THe3no", cocTosBIIas us
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According to Zakharov, the artists’ house at Furmanny pereulok
originated from an initiative by Sergei Mironenko around 1986. This
marked a new and important stage in underground art in Moscow.
In his studio at Furmanny pereulok, Zakharov created his large
elephant-trunk man paintings mentioned above now that he had
use of a large workspace for the first time.?® However, after this se-
ries in the early 1990s he left painting for conceptual photography,
objects, and sculptures. Zakharov maintains that Western galleries
destroyed the community at Furmanny pereulok in the late 1980s.
Competition outpaced cooperation.

Zakharov describes the Iskunstvo exhibition held at West-Banhof
in Berlin in 1988, and later in Stockholm, as an important experi-
ence of internationalization for him. The exhibition was curated by
Joseph Backshtein and Lisa Schmidt.

Important Western associates for Zakharov were Galerie Peter
Pakesch in Vienna in the late 1980s and Galerie Sophie Ungers in
Cologne in the 1990s. Zakharov notes, however, that Chinese artists
were economically more successful than the Russians in the West.
With a few exceptions, the success of the Russians ended already
in the late 1980s.

After the collapse of Soviet Union, Zakharov, like Yuri Albert,
moved from Moscow to Cologne, where he lives with his wife and
children. He has also bought an apartment in Berlin, and he divides
his life between Cologne, Berlin and Moscow.

Zakharov has lived and produced art in Cologne for a quarter of
a century. He points out, however, that there have not been any ma-
jor changes in his work during this period, noting that “it is mainly
the fact that I am no longer a pupil”. He has created his “own terri-
tory “, which includes an archive documenting his and his Russian
colleagues's exhibitions, video pieces and installations. The artist

Muxanna Pomans, lennaans lonckoro u Bukropa Ckepcuca, crana
I7IaBHBIM KpyroM ob1eHus 3axaposa Ha pybexxe 1970 - 80-x. Benep
3a 3TuM, ¢ 1982 r. mocnefmoBany KBapTUpPHBIE BBICTaBKM Y HUKUTHI
AjekceeBa, o6pasoBanocey coobuectso "AntApr". Ipynna "C3"
(Ckepcrc-3axapoB) ¢ ee IOCTaHNUSMU M CEKPETHBIMU 0OBEKTaMMU
a-na J>xeiimc Boup Takke Obla Ba>KHBIM XY/ 0)KeCTBEHHBIM
sKkcnepuMeHTOM B 1980-84 rr. OpgHaxabl coTpygHuku KI'b
3aMHTEPECOBAINCD HesATeNbHOCTbIO Tpynnel "C3", mpuiuim Ha
BBICTABKY I'PYIIIBI ¥ KOHQUCKOBaIM UX paboTel. CUTyauus crana
HanpspKeHHol1, n Ckepcuc B 1984 1. amurpuposan B CoejuHEHHbIE
OITaTe.

3axapoB B AylIe CUMTAJ [eATeNbHOCTh Ipynsl 'Myxomop”
CIIVILIIKOM Pe6sI4eCcKOoli, ¥ IIOTOMY OHY OCTaBaIUCh YY>KIBIMU €MY.
C ppyroii ctoponsl, 1 Kocts 3Be3/104€TOB OfiIBEPT COMHEHUIO LIeIN
3axaposa. “SI 6b11 60nIee cepbe3HBIM U 60JIee HAyKOOOPA3HBIM, B TO
BpeMs Kak "Myxomop" oTimyacs 60omblieit GpyTypUCTUIHOCTBIO , —
TaK ONMCBHIBAJI CUTYALMIO 3aXapOB.

Coueranne ¢ororpadun u neppopmMaHca BXOAWIO B apceHasl
3axapoBa ¢ Hauana 1980-x. Ero mepdopmaHChl BeIpakann UAE0
COIPOTUBJIEHUS YelOBeKa B YCIOBUSAX PelNpecCUpOBAHHOIO
COBeTCKOro obmjecTBa. AGCypaHble 3asBIeHNUs XYZOXKHMUKA
COOTBETCTBOBAJIM BONPOCAaM abCYPAHBIX MPAKTUK TOTAIUTAPHOTO
rocygapcta. [lamyacckuit cepman 3axapoBa AB/IAETCS CTOJb JKe
MOII[HBIM IIPMMEPOM TAKOT'O IIPOTECTA, KaK ¥ er0 XMBOIMCHAS Cepys
nIomelt ¢ X060TOM C/TOHA M 3arajJOuHbIMK PeYeBBIMU OOTaKamMu
cepenuubl 1980-x.

ITo coBam 3axapoBa, ZOM XYOXXHNKOB B DypMaHHOM IIepeyike
3apopanica no uannuatuse Cepresa MupoHeHKo puMepHO B 1986 I.
Tax HavajICsl HOBBII 1 Ba>KHBIII 9TAll B HeOPUI[MATbHOM UCKYCCTBE

B Mockse. B mactepckoit B @ypMaHHOM 3axapoB co3faja CBOU
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also has his own publication, Pastor, of which eight numbers have
appeared since 1982, most recently in 2008.

The monument to the German philosopher Theodor W. Ador-
no 2003 in Frankfurt am Main is one of Zakharov's major projects

*quanHoi] JHeldarog
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along with his one-man show in the Russian Pavilion at the Venice
Biennale in 2013. His project in Venice combined conceptual sculp-
ture with performance.

In Zakharov's opinion, the Soviet Union and its ideology of Mar-
xism-Leninism had a negative influence on him. After perestroika,
“my body was happy to feel the freedom but not anymore.” Today
Putin’s politics, which Zakharov finds negative for Russia and Euro-
pe, are not much better than the Soviet system. The positive aspect

of the Soviet Union, however, was that it forced conceptual artists

to come together, so that the negative influence was converted to a
Vadim Zakharov: Monument to Theodor W. Adorno, 2003, Theodor-Adorno-
Platz Frankfurt am Main. Photo: Wolfgang Guenzel.

e Al

positive one, facilitating the very special art context of “the micro-
culture island”, “thanks to the USSR!”

“Totally uninteresting” was Zakharov’s answer to my questi-
on about the situation in contemporary art in Moscow in 2011. He

*2ade) owwu|
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regarded the Fabrika art centre to be a positive development, and
why not also the Vinzavod gallery centre. Moscow has perhaps ten
art galleries and the same number of art collectors, but no actual
museum of contemporary art. Zakharov feels that they do not pro-
vide a basis for contemporary art; the infrastructure is not strong
enough. Also, there are few young artists. Provincialism prevails
and there is limited international exchange and inquisitiveness. In
other words, “back to the USSR”.

Vadim Zakharov at Fabrika in Moscow, May, 5, 2011. Photo: Kimmo

Sarje.
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Picture Maker
Now everything was really mixed up - crazy and well done at the
same time!
Nikolai Chernyshevsky

What Is to Be Done?, 1863

Konstantin Zvezdochetov (born 1958) does not want to speak of the
artist’s career, preferring the word "destiny" instead. He goes on to
state: “Actually, I am not a professional artist, for I am continuing
what I already did in my childhood, making pictures... I remember
my masterpiece from 1961; a picture of the war between the Turks
and the French. I was three years old at the time... I am thus not
an artist, but instead a picture maker”. He finds the concept of an
artist to be “more pathetic” and says that it was not a good thing
that art became his profession, that he could just as well be a singer,
a writer and movie-maker, and that he wants to make his pictures
or art without the expectations of the public and the art world.?
Paradoxically, Zvezdochetov is a beloved and popular artist, who
sells almost everything he produces. The Russian art public hugs
him to death. “All my dreams have come true. That’s my problem,”
he confesses.

In the early 1970s, Zvezdochetov participated in the anarchistic-
Trotskyite groups of the Moscow underground scene. This was a
kind of application of New Left ideas in the Soviet context. He re-
calls that he was full of hormones towards the end of the decade. “I
used my hormones for art and outside activities in a perverse way.
... Trotsky, Picasso, Beuys and Malevich were more attractive than
girls. I didn’t have luck with girls, and that continued in the 1980s.
I was a critic and an opponent of society. I had a big ego: a lofty
evaluation of myself and my abilities.”
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Konstantin Zvezdochetov and Yuri Albert in the yard of the studio
house in Furmanny pereulok lane in February 1988. Photo: Kimmo

Sarje.
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Konstantin Zvezdochetov: Mail from Livia (1983) in the yard of the

studio house in Furmanny pereulok lane, 1988. Photo: Kimmo Sarje.
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«Hawu 3a rpaHuuei», Xx., akpwi, 200 x 320 cm. Mysei ART4.ru

KOHCTaHTWMH 3Be3404eTOB:
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Konstantin Zvezdochetov: Nashi abroad, acrylic on canvas,
320 cm. Museum ART4.ru

200 x

YIOMSAHYTBIE Bblllle 60/IbINEe KaDTUHBI C YeTOBEKOM-C/IOHOM, TIOTOMY
YTO TeIlepb Y HETO BIIEPBbIe IOSABMIOCH H0JIbIIIOE IIPOCTPAHCTBO LA
pa6ors! *'. OHaKO MOC/Ie 9TOTO pAAa B Hayazne 1990-X OH ocTaBuUI
JKVMBOIIVCD [/ 3aHATUI KOHIIENITyaIbHOI doTorpadueii, o6beKTaMm
U CKY/JIBIITYpOIL. 3aXapoB CUMTAET, YTO MMEHHO 3alNajiHbIe rajiepen
YHUYTOXIIN COOOIIECTBO XYA0XKHNKOB B DypMaHHOM B KoHIle 1980-
x. KoHKypeHI1A 060THaMa COTPYHNYECTBO.

ITo mHenuto 3axapoBa, BbIcTaBKa Iskunstvo, mpoBefeHHas
Ha 3amagHoM Bok3ane (Bahnhof Westend) B Bepnuue B 1988
I., a 3aTeM B CTOKTo/ibMe, CTajla A HETO Ba)KHBIM OIBITOM
MHTepHallMOHaNM3aunu. DTy BHICTaBKYy Kypuposamu Vocud
Baxkmrreitn u JInsa HImurir.

BaxHpIMU 3alIafHBIMM ApTHepaM i1 3axapoBa B KoHIle 1980-x
crana ranepes [lerepa Ilakema B Bere, a B 1990-x - ranepes Codun
Yurepc B KenbHe. Bipodem, 3axapoB oTMedaeT, 4YTO KUTaliCKue
XYJOXXHUKM OBUIM SKOHOMMYECKY O0Jlee yCIeNTHBIMY Ha 3amnaje,
yeM pycckue. 3a HEMHOTMMU MCKTIOYEHNUSAMY, 'PyccKasi BOTHA"
3aKOHYM/IACH Y>Ke B KOHLe 1980-x.

ITocne kpaxa CoBetckoro Corosa 3axapos, Kak u IOpwuit Anbbepr,
nepeexan u3 Mocksbl B KenbH, rjje >xuBer ¢ xeHoit u fetbmu. OH
TaKKe Mpuobpen KBapTupy B bepiuHe u genmT cBO0 XM3HD MEXIY
Kenbnom, bepnunom 1 Mocksoii.

3axapoB XMBET U 3aHMMAeTCA MCKYCCTBOM B KenbHe yXe 4eTBepTh
Beka. OH OTMeuaeT, OIHAKO, YTO B ero paboTe 3a 9TOT IIEPUOL He
IMPOM3OIII0 HUKAKUX CYIIeCTBEHHBIX M3MEHEeHMI, YTO, MO ero
MHEHUIO, “IIOATBEP)KAAeT IIaBHBIM 00pa3oM TO, YTO 5 OOJblile He
yueHyk’. OH co3fa CBOIO “COOCTBEHHYIO TEPPUTOPIIO’, BK/IIOYAIOIYIO
apxMB ¢ BufeodIbMaMy, JOKYMEHTUPYIOLIVIMY BBICTABKY Y €T0
COOCTBEHHBIE, U IPYIUX POCCUIICKMX XY[IOKHMKOB Ha 3amafe.

A emje xynoxKHMK ¢ 1992 o 2001 1. u3gaBa cBOJ COOCTBEHHBIN
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Sven Gundlakh, the Mironenko brothers and Zvezdochetov
were the core figures of the Mukhomor group. Many of them were
students at the Moscow Art Theatre School. The group began its
inquisitive and experimental activities in the late 1970s, continuing
them well into the first half of the following decade. “Initially, this
was about a collective process that nonetheless began to evolve in
an individual direction... During the period of AptArt’s activism
from 1982 to 1985, it involved five individual artists, but we were
also a community. Mukhomor was a part of AptArt.”

Zvezdochetov began his military service in 1984 and was po-
sted to Kamchatka for one and half years. The army was in many
respects a positive experience for him. “Barracks - Wall - Volca-
no - that's all!” A great deal of snow. The whole garrison could be
snowed under at night. The grass grew higher than trees and there
was a lot of fish.

"Art was very important for me in the army. My drawing skills
were appreciated by both fellow conscripts and officers”, Zvez-
dochetov says. He could pretend to be very busy when supposedly
fulfilling various requests. One officer wanted him to paint a portrait
and another one to make a diagram, but finally he did neither. He
returned to Moscow from his service in 1985. “Andrei Filippov, by
the way, was born in Kamchatka”, Zvezdochetov points out about
the background of his close colleague.

Zvezdochetov was used to the northern regions of Russia, ha-
ving spent his childhood in the city of Inta in the Komi Republic. His
father had been accused of terrorism and his mother of spying for
the Japanese. They were sentenced in 1948 and they met in Komi.
Zvevdochetov’s father had also been in a German labour camp near
Berlin until 1944.

xypHan "ITactop". Teneps Pastor Zond Edition mo3sossiet 3axapoBy
[IPENCTAB/LITh M3ATENbCKOE [E0 KaK HEOTheM/IEMYI0 YaCTh CBOETO
TBOPYECTBA.

INamsatHuk HeMenkomy ¢punocody Teopopy B. Agopno (2003)
B0 ®pankdypre-Ha-MaiiHe sB/IIETCS ONHUM 13 I/IABHBIX IPOEKTOB
3axapoBa HapsA/y € €ero IIepCOHaTbHON BbICTABKOI B POCCUIICKOM
naBuIboHe Ha buennane B Benenyu B 2013 1. Ero npoexT B Benenun
00BeNIHIIT KOHLENITYaIbHYIO CKYIBITYPY C IIepHOpMaHCOM.

ITo muenuio 3axapoBa, CoBeTckuit Coi3 1 ero UAeonorus
MapKcy3Ma-IeHIMHM3Ma UMeTY Ha Hero OTPULaTeNbHOe BO3MEICTBIE.
ITocre mepecTpoiiku “Moe Teo 6110 pafio MOYYBCTBOBATh CBOOOLY, HO
370 omymienue mpouto’. CerogHsAIHsA nomTuka [Ty tina, KOTOPyI0
3axapoB HaxXO#UT HebmaronpusaTHON ana Poccuu u EBpormsl, He
HAMHOTO JIy4lile, YeM HO/IMTHKA COBETCKOI BacTu. [1omoknTenpHoe
BospericTBue CoBeTckoro Comwsa, Kak Obl TO HI ObII0, 3aK/II0YA/IOCh B
TOM, YTO OH BBIHY/V/I KOHIEIITYaIbHbIX XYHO)KHIUKOB OOBEANHNTHCS,
TEM CaMBbIM OTpUIlATE/bHOE BIMsIHUE OBIIO MpeobpasoBaHO B
ITOJIOXKUTENIbHOE 1 00€eCIeYnIo CO34aHMe COBEPLUIEHHO 0CO060r0
XYROXECTBEHHOTO KOHTEKCTa — “OCTPOBOB MUKPOKY/IBTYPHI .

B oTBeT Ha MOt BOIIPOC O CUTyaly B COBPEMEHHOM JICKYCCTBE B
Mockse B 2011 . 3axapoB OTBETII: “abCOMIOTHO Pa304aPOBBIBAOLIAS .
On ynoMsHyn ueHTp uckyccTs "Pabpuka” kak IO3UTUBHOE SBJIEHUE,
U CIOfia >Ke IIPeNIOKII OTHECTU KOMIUIEKC rajepeit "BuHsaBopa".
B Mockse ecTb, BO3MOXKHO, JeCATOK KAPTUHHBIX rajiepeil 1 TaKoe
XKe 4MC/I0 KOIEKIIMOHEPOB IIPOU3BeAeHNUI ICKYCCTBA, HO HET HI
OIHOTO HACTOSIIIETO0 My3esi COBPEMEHHOI0 MCKYCCTBa. 3axapoB
CUNTAET, YTO MMEIOIMeCs MHCTUTYLIMYU He 00eCIeYBaOT OCHOBBI
I/IsS COBPEMEHHOTO MCKYCCTBA; MHOPACTPYKTypa HEZOCTATOTHO
cunpHa. Kpome Toro, Momonbix XynoskH1KoB Maino. [Ipeobnagaer
[IPOBMHIMAIIN3M, XOTSI IMEETCsI OTPAaHNYEHHBIN MeX/[yHAPOJHBIIT

06MeH 11 mo60nbITCTBO. [Jpyrumu cnoBamy, “Mbl BepHynch B CCCP”.



KoHCTaHTUH 3Be3p04eTOB B MacTepckoW Ha YucTonpyaHom

6ynbBape B Mockse.

KoHCTaHTWH 3Be3jo4eToB paboTaeT B

®oTo: Kummo Capbe.

11 HoAbps 2007 r.

MOCKOBCKOM Kade, 30 anpensa 2015 r.

®oTo: Kummo Capbe.
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Konstantin Zvezdochetov in the studio of Tshistoprudnyi Bulvar

street in Moscow, November 11, 2007. Photo: Kimmo Sarje.

Konstantin Zvezdochetov writing in a café in Moscow, April 30, 2015.

Photo: Kimmo Sarje.

[TpousBopMTEND KAPTUH
"Teriepp y>X pOBHO HMYETO He/lb3s OBUIO pasobparp, -- U Aypax, U
ymHO."
Huxkomnait YepHblmeBckmit

"Yro menarn?”, 1863

Koncrantun 3Be3no4eroB (p. 1958) He X04eT TOBOPUTH O Kapbepe
XYZO>KHYKA, NIPeANOoYNTas BMECTO 9TOro ¢/1oBo 'cynbba’. Ilocme
qero 3asaBset: “DakTuyecKy, s1 HeNpodecCUOHAIbHbIN XYOXKHUK,
HOCKOJIBKY 5 IIPOJOJDKAI0 BCE TO, YTO YoKe [ieNIall B AeTCTBE, IIPOM3BOMA
KapTUHBI... S TOMHIO cBOII LiefieBp 1961 ropa: aTo ObIIa KapTUHA
BOJTHBI M&XXIY TypKaMu 1 dpaniysaMu. MHe UCIOTHIIOCH TOIA TPK
TOZa,... IO9TOMY 51 He XYOKHIK, 8 IPOCTO IIPOU3BOANUTENb KapPTIH .
OH cunTaet, YTO B IOHATUM O XY[OXHNKe “IPUCYTCTBYeT 6OJIbIIe
SKaJIOCTI, ¥ 4YTO 3TO OTHIOAD HE 3[J0POBO, YTO UCKYCCTBO CTAJIO €T0
npodecciuelt, YTo OH MOT TOYHO TakoKe OBITD IEBLIOM, IVCaTeNIeM YN
KMHEMaTorpaucToM, M 4TO OH XOYeT fe/IaTh CBOM KapTUHBI MK
UCKYCCTBO, He MOMIaXKMBAACh II0J], OKMIAHVA ITyO/INKN YN MUpa
uckyccrpa.”? Kak 3T0 HU mapafoKCcanbHO, 3BE3I0YETOB SIBIAETCS
TIOOVIMBIM ¥ TIOIY/IAPHBIM XYHTOXKHUKOM, IIPOJAOIINM IIOYTY BCE,
4TO pou3BOAUT. Poccuiickas XynoskeCTBeHHasA OOIeCTBEHHOCTD
obo>xaer ero 1o cMeptu. “Bce Moy MeuThI OCylecTBUINCD. B aTOM
Mos1 IIpo6ieMa’; — IPU3HAETCS OH.

B 1970 ropgpl 3Be3o4eTOB y4acTBOBa/l B JeATeIbHOCTU
MOCKOBCKMX aHAPXUCTCKO-TPOLKUCTCKIUX IPYIIL. ITO OBIIO CBOETO
pona ajanTanyell uiell HOBBIX JIEBBIX K COBETCKOMY KOHTEKCTY.
OH BCIIOMMHAET, YTO K KOHIY AeCATUIETUs OB IepernonHeH
ropMoHamu. “fl ucmonb3oBanm CBOM FOPMOHBI JISl MCKYCCTBA U

nsberan n3Bpauienuit. ... Tpouknii, [Tukacco, boiic u ManeBuy 611
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The artist’s first trip abroad was in 1988 to Imatra in Finland
where he had been invited to the Festival of Soviet Avantgarde Art.
“Two different planets. Everything clean and straight. The encoun-
ter with consumer culture was unbelievable. Toys of the consumer
society. Bananas”, he recalls his impressions.

Returning from Germany in the following year, Zvezdochetov
had been plagued by homesickness: “I was so happy to get back to
Moscow... The Germans were not good drinking company. I began to
drink”. He missed the feeling of community and relaxed atmosphere
at Furmanny pereulok. “At Furmanny everyone knew each other
and everyone wanted to paint. Everyone was a brother and drank.
Everything was good. I was happy at the time.”

"But something went wrong: competition. I started to pursue
a career for a while”, Zvezdochetov confesses. He feels it was not
good, and it did not suit him at all. It was like the curse of the Snow
Queen in H. C. Andersen’s fairy tale, a metaphor of a life gone astray
in which the mirage of success casts its spell and destroys love. The
hierarchy of the Western art system also frightened and shocked
him. It was just like the Soviet Union but with different generals.
This was not about creativity but “about representation, to show
what we are and how nice we are”. Money, invitations and inter-
national success followed. "What is that all about?” Zvezdochetov
asks. However, he admits that Pier Luigi Tazzi and Victor Misiano
certainly helped him, but the gatekeepers of art defined things too
much.

The collapse of the Soviet Union arouses mixed feelings in Zvez-
dochetov. He is both nostalgic and critical. “I was always against
emigration, but then I understood that my own country was not
any more my own. After the collapse, people started to speak in a
different language, and different values were introduced.”

ropasjo IpuB/IeKaTe/IbHee, YeM IeBOYKN. Y MeHs He CK/IafIbIBasIoCh
C IeBOYKAMU, U TaK IPOKO/DKANOCh u B 1980-x. S 6bU1 KpuTHKOM 1
IPOTUBHIKOM 0611ecTBa. Y MeHsI 6110 60/IbIIIOE 3T0, BBIpa>KaBlIeecs
B BBICOKOI1 OLIEHKE MEHs Y MOUX CIIOCOOHOCTEI .

CseH Iynpnax, 6parbss MUpOHEHKO U 3Be3[04YeTOB OBIIN
OCHOBHBIMM (purypamu B rpyirmne "Myxomop". MHOTHe U3 HUX y4MIUCh
B IlIxone-crypuu MXAT. Ipynma Hayama CBOIO 0003HATENBHYIO U
SKCIIEpMMEHTAJIPHYIO IeATENIBHOCTD B KOHIlE 1970-X, Ipono/mKuB ee
IIOYTH IO CEPeAMHBI CTIeAYIoIIero fecsaTunerus. “IleppoHadanbHO,
peub mjIa 0 KOJUIEKTMBHOM IIpoliecce, KOTOPBIN Majo MOMaiy
Hayajl pasBUBATbCA B MHAMBUAYa/IbHBIX HallpaBleHNAX... B mepuop
¢dyHKuMoHMpoBanys coobiecTa "AnTApT" - ¢ 1982 1o 1984 rr. — Tam
y4acTBOBAJIN IIATb MHAVBIUIYaTbHbBIX XyTO>KHUKOB, HO MBI CAMI II0
cebe Taoke 6pUIM coob1IecTBOM. "Myxomop" 6511 YacTbio "AnTApTa".

B 1984 r. 3Be3foveToBa Ha IO TOPA rofia OTIpaBuIy Ha KaMyaTky
IJI IPOXOXKMIEHMSI BOCHHON CMy»XObl. ApMus 6blIa JiIsl HETO BO
MHOTUX OTHOLIEHMSIX IOJIOKNUTENbHBIM OIBITOM. “Bapaku — cTeHa —
BY/IKaH — 1 Bcé!” OdeHb MHOTO CHera. Lle/blit rapHI30H MOITIO 3aHECTH
CHeroM 3a Houb. TpaBa BbIpacTasa BbIlIe, 4eM JiePeBbsI, ¥ OBLI0 MHOTO
PBIOBL...

“ /15t MeHsI B apMUM MICKYCCTBO OBITIO OYeHb BaXKHO. MOy HaBbIKK
PUCYHKa LIEHM/IUCh Y COCTY>KUBLAMU, U ouiiepaMn’, — TOBOPUT
3Be3go4eToB. OH MOT CUMY/IUPOBATh OOJIBIIYIO 3aHATOCTD, CO3/jaBas
BIIeYaT/IeHMe, YTO BBIIOTHAET pas3nuyHble 3afanua. OnuH oduiiep
XOTeJI, YTOOBI OH HApUCOBAJI IOPTPeET, @ APYTOil — YTOObI HAYEePTIUII
IMarpaMmy, HO, B KOHI[e KOHIIOB, OH He JieJIa/l HU TOTO, HU JPYTOToO.
Bepnyrcsa oH co cmyx6b1 B MockBy B 1985 1.

“A Anppeit Punnmnmos, MeXay npounuM, popnicsa Ha Kamuarke”,
- ykaspiBaeT 3Be3[04YeTOB Ha NMOAPOOHOCTU 6uorpadum cBoero

6muskoro xomern. Cam 3Be3f04eTOB TAKXKe IPUBBIK K CEBEPHBIM
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”"When stability comes, we start to destroy it, ourselves” is to
Zvezdochetov a Russian problem. “In the Soviet Union we received
a good education, we read good books etc., but then we destroyed
it. We traded real things for glass baubles”, he points out and does
not want to condemn Soviet ideology unequivocally: “Carnivaliza-
tion is not just about criticism; the meaning is also seen. Ideology
is also loved or ‘loved’”.

”The Soviet Union created great artists and authors such as
Tarkovsky, Sorokin and Kabakov. Where are the present achieve-
ments? Over twenty years have passed since the collapse. Contem-
porary artists produce ‘provincial Eastern European art’.” Zvez-
dochetov states that art had a stronger identity in the past, but
he also points out the totalitarian aspect of the avant-garde: “The
avant-garde is the Bolshevism of art. Malevich is Hitler and Stalin
together. Meyerhold wanted to arrest Stanislavsky”.

As a contemporary artist, Zvezdochetov has a living touch
with Soviet and Russian folk and pop cultures. He is not simply “a
folk artist” but also an original storyteller and philosopher - and
very true to his worldview. His picture stories are both amusing
and critical, and his irony and humour are wild. Recently Niko-
lay Chernyshevsky’s writings have become important to him, and
he thinks that Chernyshevsky has questions and answers that
also correspond to the contemporary Russian state and society.
Zvezdochetov’s new bearded look was even reminiscent of this 19th-
century Russian democrat and utopian. Politically, Zvezdochetov is
an "imperialist", who does not want to criticize Putin or Medvedev
much. He thinks that they have stabilized society, which was in a
catastrophe.

obnactam Poccuy, poBefst cBoe feTcTBO B ropope VHTe B Pecriy6imike
Komu. Ero orers 6611 06BUHEH B TEpPpOpU3Me, @ MaTh — B LIMIOHAXE B
10713y ANOHIeB. OHY OBLIM IPUTOBOPEHEL B 1948 I, M BCTPeTUINCD
B Komu. To 1944 r. orer; 3Be3nodyeToBa TakKe OblI B HEMELIKOM
TPYHOBOM arepe noy bepmixom.

IlepBas nmoespka Xylo>KHMKA 3a TPAaHMUIY COCTOs/IAach B 1988 1.
B Vimarpy B OuH/IAHANY, KyAa OH ObUI Ipuriamied Ha GecTuBann
COBETCKOTI'0 aBaHTap[JHOT'O MICKYCCTBA. “DTO B Pa3HbIX IUIAHETHI.
Bce uncro u mpsamo. CTOIKHOBEHME C KYIbTYPOil MOTpe6IeHNst 6510
HeBepOoATHBIM. Vrpyuiku norpedurenbckoro obiecrsa. banausr’, -
BCIIOMMHAET OH CBOJ BIEYAT/IEHNS.

OpHako, BepHYBIIUCH B CilefylomeM ropy mus Iepmanum,
3Be3g04eToB ObUI M3BeleH HOCTanbruelt: “S 6bUI Tak paj BEPHYTHCA
B MOCKBY..., HEMIIbI OKa3a/I1IChb He OY€Hb XOpOIlIlell KOMIIaHuel 11
muths. S Hauan nuth”. OH cKyd4asn 6e3 olyylieHus coobiecTsa u
paccnabnenHoit atmocdepsl B PypmanHoM nepeyike. “B dypmanHom
BCe 3HaJIM JPYT fPyTa, X BCe XOTENNU PUCOBaThb. Bee OB OpaTbamu 1
. Beé 6b110 x0poro. S 6511 c4acTINB B TO BpeMst .

” Ho moTOM 4TO-TO IIOLIIO He TaK: Hadyajgach KOHKYpPEHIUs.
Sl xakoe-To BpeMms crapajcs fenaTb Kapbepy , — IpU3HAETCs
3Be3noueroB. Ceildac OH YYBCTBYET, YTO 3TO OBIIO HEXOPOILLO, U
BOOO11Ie He OAXOAWIO eMy. DTO BBIITIAAENO0 KaK MPOoKATie CHEeXXHON
koporesbsl B ckaske X. K. Anziepcena: metadopa >xusHm, COMBILIENCS C
IYTH, B KOTOPOJ MMPaXX yCIlexa OKO/IIOBBIBAET YeloBeKa I pa3pyliaeTr
n060Bb. Vepapxus 3amagHOl XyZOXXeCTBEHHON CUCTEMBI TOXe
Hamyraia 1 norpsciaa ero. OHa B TouHOCTH HartomyuHaaa CoOBeTCKMI
Co103, TOTIBKO C APYIMMY eHepanamiyl. Pedb I1a He 0 KpeaTUBHOCTH,
a “o pempeseHTaIMN, YTOOBI [TOKA3aTh, KTO MbI TaK/e U HACKOIBKO

MbI XOpOH_[I/I”. IICHI)I‘I/I, IIpUrIalieHnA u MexnyHapoquIﬁ[ ycrex
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"Government is never good, but we don't rebel against it. Pu-
tin carried out his mission quite well ... because we were in a ca-
tastrophe. Just for survival. I stopped to think about politics, it
doesn't touch me too much. All the dreams of our generation have
been realized. It is horrible”, Zvezdochetov says.

"The artist is a bit of a magician ... It may easily turn to reality.”

My style is my thinking

Larisa Zvezdochetova (born 1958) is visual artist born in Odes-
sa, where Sergei Anufriev, Yuri Leiderman and the artist couple
Pertsy - Oleg Petrenko and Liudmila Skripkina - were close artist
friends, with whom she made jokes of official arts policies. “We had
a lot of fun”, Zvezdochetova recalls. She confesses that "we did not
know the history of contemporary art” and that only when Anufriev
brought a copy of Aya magazine from Moscow in 1983 that her “eyes
were really opened”. In the same year, she and Anufriev visited
Moscow and participated in their first group exhibition, an AptArt
show held at Sergei Mironenko’s dacha. “Moscow was like fresh air.”

The artist Nikita Alekseev suggested that Zvezdochetova herself
would curate an AptArt exhibition. This seemed like a good idea, but
she wanted to include young artists of Odessa. This was done, and
the show that was held in Moscow in 1984 featured Sven Gundlakh,
Konstantin Zvezdotshetov, Nikita Alakseev and Andrei Filippov
of Moscow and Sergei Anufriev, Yuri Leiderman, Igor Chaitskin,
Lyonya Voitsekhov and the Pertsy Group from Odessa. The works
by Zvezdochetova compiled for the Pekka Halonen collection were
on display in this exhibition.?

Life in Moscow during the perestroika years had a decisive effect
on Zvezdochetova. In the late 1980s, she was active in the Furmanny

seduug udede) :0L0p ‘WD /ZT X S67 “Xeuwod

‘p86T ‘«omMUQTeLd 99hME3T080H» :egoLdhoTeEd8E edudey

Larisa Zvezdochetova: Novodevichie Cemetery, 1984, collage, 29.5 x
127 cm. Photo: Sakari Viika.
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Pertsi (Oleg Petrenko & Liudmila Skripkina): Two St. Nicholases

> ewolr adoat os (S86T) «BeUOdNUH *8) esaf»
:(eHusiUNdy) eruwIoly U odHadiay J1awQ) «andap»

(1985) in the yard of the studio house in Furmanny pereulok lane
1988. Photo: Kimmo Sarje.
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pEETIE S 3
Larisa Zvezdochetova in her studio in Odessa in Ukraine, September 1,
2012. Photo: Kimmo Sarje.

npunaranuck. “Ho 3auem 310 BCé?” — cupaiumBaeT 3Be3H0YETOB.
BrpoueM, on npusHaer, 4o [Ibep JIynmxu Tarum u Buxrop Musuano,
HECOMHEHHO, IIOMOI/IM €My, XOTS HIPUBPATHUKM OT MCKYCCTBA
CIIMIIKOM CUJIBHO OIIPENETIsIIN, YTO M KaK JJO/DKHO OBITb.

Pacnmapg Coserckoro Cowosa mpoOyauI cMellaHHbIe YYBCTBA
B 3BesmoyeroBe. OH OJJHOBPEMEHHO OLyIAeT ¥ HOCTAIBINIO, U
KPUTHYECKNIT HacTpoit. “S Bcersa ObII MPOTHUB SMUTPALINY, HO TTO3)Ke
s TIOHSUJI, 9TO MOsA COOCTBEHHas CTpaHa OoJIbllle He AB/IAeTCA IIPeXKHel
ctpanoit. [locre pacmaza oy CTany TOBOPUTD Ha IPYTOM sA3bIKE 1
HOSBUIVCD JIPyTUe IIEHHOCTI .

” Korpa HacTymaeT cTabuIbHOCTD, MBI CAMV HAYMHAEM Pa3pyIIaTh
ee, — 10 3Be3[J04eTOBY, 3TO TUIIMYHAA POCCHiICKasa Ipobnema. — B
Cosetckom Coro3e MbI IIOTYYM/IN XOpolllee 06pa3oBaHime, MBI YNTa/IN
Xopollue KHUIY U T.IL, HOC/Ie YeTO Mbl pa3pyIuin ero. Mbl o6MeHsm
peanbHbIe BEelV Ha CTEK/IAHHBIE Oe3/IeyIKI, — HOJYepKIBaeT OH, He
KeJlasg OHO3HAYHO OCY)KIATDh COBETCKYI0 npieonoruto: “KapHaBamsm
O3HaYaeT He TONbKO KPUTHUKY; CMBICI TYT TaKXKe odeByzieH. Vifeomorns
TOKe ObIBaeT mobuMa M ‘mobduma”.

” Cosercknuit Col03 co3fja/l TaKMX BEIMKUX XY[OKHUKOB U
aBTOpOB, KaK Tapkosckuit, Copokun u Kabaxos. Ho rie coBpemenHble
ycnexn? C moMeHTa paspana CCCP mpouuio cppillle ABajLaTh
net. CoBpeMeHHbIe XyTOXKHUKI IPOU3BOJAT ‘TIPOBUHINAIbHOE
BOCTOYHOEBPOIIENICKOE MICKYCCTBO . 3BE3/I0YETOB YTBEP)K/IAET, YTO
UCKYCCTBO B IIPOIIJIOM MMeJIO 6o/ee CUIbHbIE HAVUBUYalIbHbIE
4epThl, HO OH TaK)Xe yKas3blBaeT M Ha TOTANMTAPHBIN acIeKT
aBaHrappa: “ABaHrapp ObUI 60/IbIIEBM3MOM B MICKycCTBe. MateBny
- u Turnep, u Cranus B ofHOM nnIle. MeliepXo/b/, XOTeNl apeCTOBaTh
CraHucnaBcKoro”

Kak y BCAKOTO COBpEMEHHOTO XY 0)KHIUKA, ¥ 3BE3I04eTOBA eCTh

JKMBasA CBA3b C COBETCKOM M POCCUIICKOI HAPOJHOI ¥ IO -KY/IbTYPOIA.
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pereulok community, which influenced a whole generation of artists.
According to her, it included over 70 artists, from naivists to con-
ceptualists. She describes her own artist community, the Moscow
conceptualists, the Sots artists and the post-post conceptualists as
“a mafia, but not in a bad way”. Zvezdochetova does not feel she is a
conceptualist at least in any narrow sense of the term, nor a Sots ar-
tist. However, “Furmanny was the best time of my life”, she sums up.

Of the conceptually or philosophically oriented artists, her
closest colleagues were Sven Gundlakh, Vladimir Mironenko, An-
drei Filippov, Yuri Albert and Konstantin Zvezdochetov, who was
Zvezdochetova’s husband at the time. The Furmanny pereulok
community was an unofficial art school where artists learned from
each other. Zvezdochetova, in fact, underlines that artists of her
generation rarely had any formal education in art. “No one forced
us to be good painters or draughtspersons. We studied the history
and theory of art, while the Soviet academies shackled everything
to craftsmanship.” Despite this, two-thirds of the Furmanny artists
are still professionally active in the arts.

For Zvezdochetova, to be Jewish is a cultural issue. She is not
Jewish through genetic descent, but she feels that she grew into
Jewish culture in Odessa. She sees curiosity and flexibility in Jew-
ishness, while her own ethnic roots are Cossack. Her maiden name
Rezun is a typical Cossack name, derived from the verb “rezat”
meaning “to cut” and pointing to the warlike tendencies of the Cos-
sacks. Zvezdochetova considers herself to be a Jewish Cossack.
There are no victims of the Stalin era in her family - no executed,
imprisoned or deported people.

Larisa Rezun became Zvezdochetova, when she married Kons-
tantin Zvezdochetov in 1987. “The Russian man is a kind of macho.
Kostya ... always invited many people to eat. I had to be an artist

OH He HPOCTO “HAPOXHBIN XYAOXXHUK, HO UM OPUTMHAJIbHBIN
pacckasumk, u ¢punocod — OueHb BEPHBIl CBOEMY MIPOBO33PEHUIO.
Ero paccka3sbl B KApTHMHKAX OHOBPEMEHHO 3a0aBHBI U 3HAYNTE/IbHBI,
a ero VMPOHM ¥ IOMOP OT/IMYAIOTCA SKCTpaBaraHTHOCTBI0. HemaBHO
IJIsL Hero CTajIu BaKHbI mucbMa Hukomast YepHBIIIEBCKOTO, 1 OH
CUNTAeT, 4TO y YepHBIIIEBCKOTrO OBUIM BOIIPOCHL 11 OTBETHI, IIPEKPacHO
HOAXO/SIIIVE COBPEMEHHOMY POCCUIICKOMY TOCYAAPCTBY U 0OLIeCTBY.
Hoserit BHewHMIt Buj 3Be304eTOBa ¢ 60POOIT TOXKe HAIIOMUHAET 00
3TOM PYCCKOM JieMOKpare 1 yromucre 19-ro Bexka. C MOMUTUIECKOI
TOYKY 3peHMA 3Be3[J0YeTOB OKa3blBAETCs 'MIMIIEPUAIUCTOM", He
KeTAIOIMM CIIVIIKOM CUIBHO KpUTHKOBaTh ITyTiHa uny MenBepesa.
OH cuymTaeT, YTO MM YAAIOCh CTAOMIM3NPOBATH O6ILECTBO,
HAaXO/MBILEECS B KATACTPO(UIECKOM COCTOSTHUN.

“IIpaBuTEeNbCTBO HMKOIA He OY/ieT XOPOIIMM, HO MBI He IIPOTUB
Hero 6yHTyeM. IIyTHH BBIIIOTTHAUT CBOIO MUCCHIO OYEHD HEIJIOXO,. ..
HIOTOMY 4TO JJ0 3TOTO0 Y Hac 6bl1a KaTacTpocda. He >xum, a BBDKMBaIN.
51 mpexpaTua AyMaTh O IONNUTHUKE, OHA MEHS He CIMIIKOM TPOTaer.
Bce Me4ThI Hallero MOKOJIeHN:A OBbUIN peann3oBaHbl. DTO YYKACHO , —
TOBOPUT 3B€3/I04€TOB.

” XyZOXHMK — 3TO YTO-TO BPOJie Bo/IIeOHuKa. ... [Ero mckyccrso]

MOJKET JIETKO IIPEBPATUTHCA B pea}IbHOCTb”.

Moit cTub — 3TO MOM B3ITIAMBI
Jlapuca 3BespoueroBa (p. 1958) — Bu3yajbHasA XyJOXKHUIA,
pozusiascsa B Opecce, e y Hee B 4yucie 6IM3KNUX fpy3eit 6bUIn
Cepreit Anydpues, I0puit JleliepMaH 1 ceMbs XY[OXXHUKOB IIOJ,
ncesponuMoM "Tlepupr” — Orner IleTpenko u Jlonmuna CKpUNIKMHA,
BMeCTe C KOTOPBIMY OHa IIOAIIYYMBaIa HaJ, OMIMaTIbHON ITONMUTUKOM
B MICKyccTBe. “MBI 3H0pOBO pasBjeKanuch’, — BcnoMuHana Jlapuca.

OHa npu3HaeT, YTO “Mbl He 3Ha/IM MCTOPUIO COBPEMEHHOTO VICKYCCTBA
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(x., akpun, 140 x 130 cm), 1 ceHTAbpa 2012 r.
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U 4TO TONBbKO KOorfa AHydpues mpuse3 u3 MockBbl B 1983 1.
9K3eMIULAp XKypHana "A-S", ee “Iasa BeiicCTBUTENIbHO OTKPBUINCH .
B ToM >xe rogy oHM BMecTe ¢ AHy(pueBsIM noceTnnn MocKBy u
y4acTBOBAJIM B CBOEI IIepBOJI B paMKax cofpykecTsa "AnTApt"
TPYIIIOBOJ BBICTaBKe, IPOBEEHHOI Ha ade 6paTbeB MMUPOHEHKO.
“MockBa 6blI1a KaK ITIOTOK CBEXETO BO3/IyXa .

XymoxxHnk Hukura AnekceeB IpefnoxXu, YTOObI 3Be3[049eTOBA
caMa OpraHmM30BajIa KaKyo-HUOY/b BBICTaBKy B rajepee "AnTApr".
9ro 6bl7a XOpoLIas Ujesi, HO OHa XOTela BHICTABUTb MOJIOABIX
XynoxxHMKOB u3 Opeccol. Tak u 6BIIO cHenaHo, M Ha BBICTABKe,
npoBefieHHOM B MockBe B 1984 1., 6bUt1 pefcTaBaeHbl paboThI
Csena I'ynpnnaxa, Koncrantuna 3esgoderoBa, Hukutol AnekceeBa u
Anppes dununmnosa 13 Mocksel, a Taxoke Ceprest Anydpuesa, I0pus
Jlettmepmana, Vrops Yankuna, Jlern Borinexosa u rpynmsr "Tleprsr” n3
Opeccsl. PaboTs! 3Be304eTOBOIL, 0TOOpaHHbIe A/ KoeKuuy Ilekku
XasloHeHa, TaK)Ke IeMOHCTPMPOBATIICD Ha 3TOI BHICTABKe.

JKusnp B MockBe B rojjbl IepecTpoOKM MMe/a peliaroniee
BO3JlelicTBMEe Ha 3Be3oueToBY. B koHle 1980-x oHa npuHMMana

aKTMBHOE Y4YacCTNE B COO6HWCTB€‘DYPM&HHOFO Imepeyika,

KOTOPO€ OKa3ajio BIMAHME Ha IleJioe IOKONEeHMEe XYTOXXHUKOB.
ITo ee cmoBaM, 3TO COOOIECTBO BK/IIOYA/IO CBbIIIe 70 YelmoBeK —
OT HaMBHBIX XyJOKHMKOB IO KOHLENTyanucToB. OHa ONMUChIBAET
CBOJ OMVDKAMIINIT KPYT XYOXKHUKOB, COCTOSIBIINIL 113 MOCKOBCKUX
KOHLENTYaNuCTOB, COL-aPTUCTOB M IIOCT-IIOCT-KOHILIENTYya/INCTOB,
Kak “Maduio, HO He B IJIOXOM CMbIC/IE”. 3BE3/I0YETOBA He CIUTAET CeOst
HM KOHLEITYAMCTOM — II0 KpallHeil Mepe, B Y3KOM CMBIC/IE 3TOTO
TEPMUHA, — HI XYJOKHUKOM coll-apTa. OgHako “@ypmMaHHBIN ObIT

JIy4IIMM BpeMeHeM B MOeJi >KU3HN , — IIOIBOJIUT OHA UTOT.

Larisa Zvezdochetova showing her works and carring her painting

Indigo Generation (acrylic on canvas, 14@ x 130 cm) in her studio in

Odessa in Ukraine, September 1, 2@012. Photo: Kimmo Sarje.



1 ceHTAbpAa 2012 r. ®oTo:

KapTuHa Jlapucbl 3Be3po4eToBOW «06pas XuU3HU B 3py
Bopones» (2004, x., akpun, 130 x 180 cM) Ha CTeHe ee

cTyann B Opecce B YKpauHe.

Kummo Capbe.
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V3 xoHLenTyanbHO MU PUI0copcKku OpMeHTUPOBAHHBIX
XyIOXXHUKOB CaMbIMM O7M3KMMIU ee Korteramy Opun CBeH IyHmax,
Brnagumup Muposnenko, Aupapeit ®uannnos, YOpuit Anpbept u
KoncranTun 3Be3no4eToB, cTaBImii B TO BpeMs ee my>keM. Io ee
cnoBam, coobiecTBo PypMaHHOTrO Mepeynka ObI0 HeoPUIMaIbHO
XY/I0’)KeCTBEHHOI! IIKOIOM, Iie XYA0KHMKY YININUCh LPYT Y APyTa.
Tem cambIM 3Be3fj04eTOBa MOJYEPKUBAET, UTO Y Xy OKHIUKOB €e

IIOKOJIEHNMA PE€OKO MMENOCh CUCTEMATNYIECKOE 06pa303aﬂme B

NCKYCCTBE. “HuxTo He 3acTaB/IA/I HaC ObITH XOpOoLNMH XXMUBOIIMCHAMN

VIA PUCOBANbIIKaMy. MbI M3y4ay MICTOPUIO ¥ TEOPUIO UCKYCCTBA,

B TO Bp€MA KaK COBETCKME aKageMNUN CBOOANIN BCE K MaCTepCTBy”.

HecmoTps Ha 3T0 06CTOATENBCTBO, BE TPETH OBIBIINX XYLOKHIKOB

(DpraHHOI‘O BCE e1Ie l'[pO(i)eCCI/[OHaTIbHO 3aHMMAIOTCA VICKYCCTBOM.
Larisa Zvezdochetova’s painting Life Style in the Age of Aquarius I[}IH 3BCSHO‘I€TOBOI7I OBITH eBpeeM — HpoﬁneMa KYJbTYPHI. OHa
(2004, acrylic on canvas, 130 x 180 cm) on the wall of her studio in . o " "
caMa H€ IMEET €BPEVICKUX KOPHEN, HO YYBCTBYET, YTO BpOCIa B
Odessa in Ukraine, September 1, 2012. Photo: Kimmo Sarje.

eBpelickylo Kynbrypy B Oecce. OHa BUIUT B eBpeiCTBe TOOOIBITCTBO
n FI/I6KOCTI), IIpUTOM 4TO €€ co6CTBEHHbIE STHUYECKME KOpHHU —
kasankue. Ee neBiubsa pamumisa PesyH sABiseTcsa TMIMYHON Ka3alKoi
¢damunnelt, IOMTy4eHHOI OT I71arosa “pes3arhb’ ¥ yKasbIBalollell Ha
BOMHCTBEHHDBIC Tpa;m/[umm Ka3aKoOB. 3B63,[[O‘-ICTOBa CUUTAET, 4YTO OHaA
eBpeﬁCKaa Kasauka. B ee ceMbe HET HUKaKUX JKEPTB 310X CranuHa
— HUKAKNX Ka3HEHHDbIX, 3aK/IIOYCHHbIX B TIOpry VIZINT BBICTAHHBIX
POIACTBEHHUNKOB.

JIapuca Pesyn crana 3Be3[,04€TOBOIA, KOIJja OHA BBIILJIA 3aMY>XK

3a KoncrantuHa 3Be3fgoderoBa B 1987 r. “Pycckmit My>X4MHa — 9TO
cBoero poga Ma4o. Kocts... Bcerfa npuriaman Bcex pasfenTb ¢
HUM Tpaie3y. 5 fo/DkHa 6blIa ONHOBPEMEHHO OBITb XYJOKHUKOM 1
TOMOXO03:IKOI1. BO3MOXXHO, B 9TOM KpOeTcsA IIpUYMHa TOTO, YTO TaK
MaJIO YKEHIIVH-XYZ0XXHNIKOB .

OpHako 3Be3fioueToBa 3HasIa, KaK IPAaBU/IbHO IOCTABUTD cebs

B COO0I1[eCTBE XYHO>KHIMKOB MY>KCKOTo nmoja. “S 6pi1a cBoero popa
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and housewife simultaneously. Maybe this is the reason there are
not many women artists.”

Zvezdochetova, however, knew how to stand up herself also in
a male art community. “I was a kind of monster. I had to fight for
my place, and put the other in their places”, Zvezdochetova says. “I
am not a feminist. For me feminism is a kind of ghetto. Also, I could
say that every woman is a feminist when she takes her position. ...
I don’t want to participate in feminist shows, which are a kind of
discrimination. The ‘sex’ is not the point.”

As an artist, Zvezdochetova is interested in aesthetic
experiments, new techniques and materials, kitsch and the
archaeology of the present day. Her collage Novodevich Cemetery
(1984) in the Erosion collection is an example of contemporary
archaeology in which the pictures of people’s faces that are typical of
Soviet cemeteries and the commercial faces on cardboard packages
of French fries blend to become a strangely pious narrative.
Zvezdochetova says that she “turns discarded items into art”, but
her art, however, does not contain “too many Soviet references”.
Themes of the feminine, such as the home, are occasionally
important for her. “At present, I work more with materials than
previously, but also the text is important”, she describes her work
and adds: “I'm an Egyptomaniac!” One of hers methods is to enlarge
small things. “My style is my thinking.”

The Russians series (1984) by Zvezdochetova in the Erosion col-
lection addresses “the eternal question” of the Russian soul as an
instable formula of peasant identity, belligerence and a desire for
peace. ”The 'rabbit’ is one of my main symbols of the Russian na-
tion”, she states. When asked in 2013 what Russia means to her, she
replied: “Nothing. Russia is a crazy, stupid country. I am a cosmo-
politan.” She regards Gorbachev to have been the greatest leader

MOHCTpOM. Sl mo/mKHa 6b/1a 6OPOTHCS 32 CBOE MECTO U MOCTABUTH
OpPyTUX Ha UX MecTa, — paccKas3biBaeT 3BesfioueToBa. — S He
dbemunmcTka. [J1s1 MeHs1 GeMUHU3M SIB/ISIETCS Y€M-TO BPOJie TeTTO.
Kpowme Toro, s MOTy ckasarb, YTO KaXX[jast >KeHIHA OKa3bIBAeTCSI
(beMMHIUCTKOI, KOI/ja OHA 3aHMMaeT KaKyIo-TO I0o3uLuio. ...V 51 He
XO04y Y4aCTBOBaTh B PEMMHUCTCKMX BBICTABKAX, TOYKE SBJISIOLIUXCS
puckpumuHanyei. "Tlon"He uMeet cmbicia’

Kak xypmoxxHuK, 3B€3,04€TOBa MHTEPECYETCA 3CTETUYECKUMU
9KCIIepPUMEHTAMMU, HOBBIMI TEXHOMOTVSIMMI Y MaTepuaiaMu, KUTIYEM
n apxeosnoruen cerogusuiHero gus. Ee xommax "HoBopmeBuube
knag6uige” (1984) B komnekyun "Dpo3ust” ABISIETCS IPUMEPOM
COBPEMEHHOIT apXe0Iorny, B KOTopoit hororpadui ofelt, TUITUYHbIE
IUISI COBETCKMX K/IaOMIL, U peK/IaMHbIe NI Ha TTaKeTax C >KapeHo
KapTOLIKOJl COBMEILAIOTCS ¥ MIPEBPAIAIOTCS B HEOOBIKHOBEHHO
6naroyecTuBOe IIOBECTBOBaHNE. 3Be3[J04eTOBA YTBEPXKAALT, YTO
“npeBpalaer oTOPOCH B MCKYCCTBO , OJHAKO €€ MCKYCCTBO He
COIeP>XUT “CIMIIKOM MHOTO CCBUIOK Ha COBETCKME TeMbl . Takue
JKEHCKMe TeMbl, KaK JOM, MHOTrha ObIBAIOT BaKHbI Oad Hee. “B
HacTosilee BpeMs s paboTaro ¢ MaTepuanamu OOJbIIle, 4€M PaHblIle, HO
TEKCT TAK)Ke Ba)KeH , — OMICHIBAET OHA CBOE TBOPYECTBO U JOOABIIAET:
“A nomemana Ha Erunre!” OnnH 13 ee TBOPYECKMX METOIOB COCTOUT
B YBeMYeHNM MEJIKUX Belelt. “Moii CTU/Ib — 3TO MOM B3IJIAZADL .

Cepus "Pycckme” (1984) 3Be3f04eTOBOI B KOMIEKLUMK
"Dposus” obpaleHa k “BeYHOMY BOIIPOCY” POCCUIICKON FyLIM KaK
K HEYCTON4MBOIL HOpMYJIe, CKIAfbIBAIOLIEIICA U3 KPECTbAHCKOTO
CaMOCO3HaHNsA, BOMHCTBEHHOCTH M cTpeMyieHus K mupy’. “Kponuk”
SIBJISIETCSL OBHYUM V3 MOVIX ITIaBHBIX CMMBOJIOB PYCCKOTO Hapoza’,
- 3asaBnseT oHa. Korga s cripocu ee B 2013 1., 4TO 3HAYUT /IS Hee
Poccus, ona orseruia: “Hudero. Poccus — 6esyMHast, Iynas CTpaHa.

S - kocmomonut”. OHa cuntaet [opbadeBa caMbIM BEIMKIM JTUEPOM
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of the Soviet Union, and Russia, for he did not seize a fortune for
himself. Zvezdochetova’s opinion is not affected by the fact that
Gorbachev did his utmost to preserve the Soviet Union. Does the
Soviet Empire ultimately mean more to her than she cares to ad-
mit? She does not respect Yeltsin despite his democratic reforms
and approval of independence for the Baltic countries.

During the Soviet era, Odessa was one of the Soviet Union’s in-
teresting cities of the arts alongside Moscow and Leningrad. Zvez-
dochetova worked in Western Europe after her years in Moscow,
but has returned and settled in Odessa, which belongs to Ukraine.
In her home town, however, she is a half-tourist, having Russian and
Dutch citizenship. At present, Zvezdochetova considers herself to
be an anti-Putin Ukrainian patriot. She organizes artistic activities
and art education in Odessa and aims to acquire Ukrainian nation-
ality. She feels that there is a strong spirit of optimism in Odessa.

Coserckoro Corosa 11 Poccnu, IOCKOIbKY OH He IBITAJICS 3arpadacTaTb
cebe cocrosinue. Ha MHeH1e 3Be3{04€TOBOII He MOBIUSIT TOT GAKT, 4TO
Top6adeB IpUIOKII BCe yCums, 4To6bl coxpannTb CoBetckuit Coros.
OsHayaerT /1, B KOHEYHOM CYeTe, COBETCKasA MMIIepus /s Hee OOblle,
4yeM OHa XoueT npusHaTh? OHa He yBakaeT EnbIuHa, HeCMOTpPs Ha
ero jeMokpaTrudeckyue peopMbl U Npu3HaHME HE3aBUCUMOCTH
bantmitckux crpas.

B coBerckyto apy Opmecca Obla OfHUM 13 MHTEPECHEIINX TOPOJIOB
B 1cKkyccTBe CoBeTckoro Corosa HapAny ¢ MockBoii 1 JleHMHTpafioM.
ITocne mHOrMX seT, IpoBeJeHHbIX B MockBe, 3Be3oueToBa
paborana B 3amajgHoii EBpone, HO BepHYy/Iach U MOCEINIACh B
Ognecce, npuHapanexaieil Ykpause. Bnpodem, 1 B cBoeM POJJHOM
ropojie OHa — MOMyTYPUCT, MUMEIOIIasl POCCUIICKOE U TOTIaHJCKOe
rpaXAaHCTBO. B HacTosilee BpeMsi 3Be3moueToBa CUUTAET Cebs
YKPaMHCKMM aHTUITYy TMHCKUM narpuoToM. OHa opranusyet B Opnecce
XY/[I0’)KECTBEHHYIO JIesITe/IbHOCTD M TyMaHUTapHOe 00pa3oBaHue, 1
CTPeMUTCA IPUOOPECTH YKPaMHCKOe TPaXXAAaHCTBO. JIapuca 4yBCTBYeT,

4TO OAE€CCUTDBI CM/IbHBI YXOM U IIO/THBI OITMMM3MaA.
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The first version of this paper was presented at Aesthetics and Politics, the Annual
Conference of the Nordic Society of Aesthetics in Collaboration with the Depart-
ment of Arts and Cultural Studies, University of Copenhagen and the Royal Da-
nish Academy of Art, May 26-28, 2011.

The show was re-enacted at the Kaiku Gallery of the Finnish Academy of Fine
Arts, March 8-18, 2012.

Sarje, Kimmo: "Post-Moskova. Moskovan epévirallinen taide nikyy New Yorkiin
paremmin kuin Helsinkiin" (Post-Moscow. Unofficial Moscow Art is More Visible
in New York than in Helsinki), Helsingin Sanomat 6.3.1988.

Sarje, Kimmo: "Ideologian ja rahan pyyteet. Lantinen raha himmentia Neuvosto-
liiton taidemaailmaa" (Ideology and the Lure of Money. Western Money is Confu-
sing the Soviet Art World), Helsingin Sanomat 10.3.1988.

Sarje, Kimmo: "Sots Art on neuvostoversio pop-taiteesta. Uusi taide viittaa neu-
vostoarkeen virallisen joukkotiedotuksen ja symbolisen fantasian termein" (Sots
Art is the Soviet Version of Pop Art. The New Art Refers to Everyday Life in the
Soviet Union with the Terms of Mass Communication and Symbolic Fantasy),
Helsingin Sanomat 11.3.1988.

Finnish-Soviet cultural exchange was regulated and often formal. Presentations
of unofficial culture were avoided, because it was feared to damage relations
between the two countries. Hannu Eerikéinen aptly analyses Finnish cultural
policies with regard to relations with the Soviet Union as follows: "The problem is
that we are, in many senses, both too close and too far away. The Soviet Union is a
neighbouring country, with which relations have congealed into the official, state-
level cultural exchanges of the druzhba (friendship) protocol. Spiritually Finnish
culture has yet to distance itself from the years of Brezhnevite-Kekkonenite stag-
nation. Finnish attitudes to ideas from the East are complex.” Eerikéinen, Hannu:
"The Conceptual and Manipulated Photograph in the Soviet Context", Erosion/
Oposus. Soviet Conceptual Art and Photography of the 1980s, Ed. Kimmo Sarje, The
Pekka Halonen Collection, Amos Anderson Art Museum Publications, new series
no. 5, Helsinki, 1990, 92.

Sarje, Kimmo: "Conceptual Art in Moscow", AICARC 1 & 2, Swiss Institute for
Art Research, Ziirich, 1989, 40-42.

Halonen, Pekka: "Collector’s Trails", Erosion/Oposus. Soviet Conceptual Art and
Photography of the 1980s, Ed. Kimmo Sarje, The Pekka Halonen Collection, Amos
Anderson Art Museum Publications, new series no. 5, Helsinki, 1990, 8-9.

Eerikiinen, Hannu: "The Conceptual and Manipulated Photograph in the Soviet
Context. Alexander Slyusarev. Andrei Aksyonov. Vladimir Kupriyanov. Alexei
Shulgin. Roman Pyatkovka. Boris Mihailov. Vladimir Parfenok. Alexander Ug-
lyanitsa", Erosion/Oposus. Soviet Conceptual Art and Photography of the 1980s, Ed.
Kimmo Sarje. The Pekka Halonen Collection. Amos Anderson Art Museum Publi-
cations, new series no. 5, Helsinki, 1990, 78-123.
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TlepBast Bepcust 3TOi cTaThy ObLIA IPEACTABICHA HA ©KETOIHOMN KOH(EepeHINH
CKkaHIMHABCKOTO O0IECTBA ICTETUKH "DCTETHKA U MOIUTHKA", OpraHU30BaHHOM
B COTPYJHUYECTBE C (paKyIbTETOM UCKYCCTB U KylbTyposoruu Konenrarenckoro
YHHBepcHuTeTa U J[aTCKOM KOpOJIEBCKOW akaeMHeil N3SIIHBIX HCKYCCTB 26-28 Mas
2011 r

Ota BbIcTaBKa OblTa peKOHCTpyHpoBaHa B rajepee Kaiku ®dunckoii akagemun
M3SAIIHBIX UCKycCTB 8-18 mapTa 2012

Sarje, Kimmo: Post-Moskova. Moskovan epévirallinen taide nakyy New Yorkiin
paremmin kuin Helsinkiin (Kummo Capse: "Ilocine Mockssl. Heoduipansnoe
MOCKOBCKOE HCKYcCTBO Goree omryTimo B Hero-Mopke, uem B Xenbcunku"), Helsin-
gin Sanomat, 03.06.1988.

Sarje, Kimmo: Ideologian ja rahan pyyteet. Lantinen raha hammentdi Neuvostolii-
ton taidemaailmaa (Kummo Capse: "Vneonorust u co0a3H JeHer. 3anaaHbie AeHbIH
BHOCST CMYTY B COBETCKHiA Mup uckyccTBa"), Helsingin Sanomat 03.10.1988.

Sarje, Kimmo: Sots Art on neuvostoversio pop-taiteesta. Uusi taide viittaa neu-
vostoarkeen virallisen joukkotiedotuksen ja symbolisen fantasian termein (Kummo
Capse: "Cou-apT Kak coBeTCKas Bepcus nomn-apra. HoBoe mckyccTBo obparaercst K
noscetHeBHOM xu3HU B CoBeTckoM Co103€ B TEPMUHAX MacCOBON KOMMYHUKALUKU U
cumMBonmdeckor danrazuu"), Helsingin Sanomat, 03.11.1988.

DUHCKO-COBETCKUI KyNBTYPHBIH 0OMEH OBbUI perIaMEeHTHPOBAH H 9acTo (hOpMaJIeH.
IpesenTannii HeohHUIMATIEHON KYIBTYPbI H30€raiu, 60sICh, YTO OHU UCIIOPTAT
OTHOIICHMS MEXKY CTpaHaMu. XaHHy DpHKailHEH TOYHO PacKphIBaeT PUHCKYIO
KYJBTYpPHYIO MOIUTHKY 1O oTHOMIeHHIo K CoBerckoMy Cotosy: "IIpobaema B

TOM, YTO MBI, BO MHOTMX OTHOILICHHMSX, HAXOJUMCS KaK CIIHIIKOM OJIM3KO, TaK 1
cnumkoM ganeko. CCCP — cocezl, OTHOLIEHHUS! C KOTOPEIM B T€YEHHE JECATHUIETHI
OBIIH OTMEUEHBI O(DUINATEHO-IPOTOKOIBHBIM TOHOM «APYKOBDY, B TOM YHCIIe

1 0 9acTH KyJIbTypHOro ooMeHa. Ilcuxonornaeck pUHCKast Ky/IbTypa ele He
OTOILTA OT OPEKHEBCKO-KEKKOHEHCKHX 3aCTOHHBIX LITAMIIOB; OTHOIICHHE K HACSM,
npuxoasamumM ¢ Boctoka 31ech BecbMa NpoTHBOpeYHBO'". XaHHY DIpUKSIHHEH:
"KoHrenrtyanbHas 1 MAaHUITYJTHPOBaHHAst poTorpadusi B COBETCKOM KOHTEKCTe", B
coopuuke "Erosion / Dpo3sus. CoBeTcKoe KOHLENTYaIbHOE HCKYCCTBO U (hoTorpadus
1980-x", pen. Kummo Capse, komnekuus [lexku XanoHeHa, myOIuKaum
XynoxkecTBEHHOTO My3est AMoca AHziepcoHa, HoBas cepust Ne 5, Xenscunky, 1990,
92-93.

Sarje, Kimmo: Conceptual Art in Moscow (Kummo Capebe: "KonmentyansHoe
uckycctBo B Mockse"), AICARC 1 & 2, Swiss Institute for Art Research, Ziirich,
1989, crp. 10-11.

Iexxa Xanonen: "Ilytu xoiekuoHepa'", B coopuuke "Erosion / Dposus. CoBerckoe
KOHLIENITyaIbHOE UCKYcCTBO U (poTorpadus 1980-x", pen. Kummo Capsbe, komrekuus

Iexxn Xanonena, myoaukanun XyJoXKeCTBEHHOTO My3est AMoca AHIEpCOHa, HOBasI
cepust Ne 5, Xenvcunku, 1990, 10-11.
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Art Museum Publications, new series no. 5, Helsinki, 1990, 13-22.
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A.Knopf, New York, 1991, 10.
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1990, 49.
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Photography of the 1980s, Ed. Kimmo Sarje, The Pekka Halonen Collection, Amos
Anderson Art Museum Publications, new series no. 5, Helsinki, 1990, 28.

Albert, Yuri: "Our activity resembles ...", Erosion/Oposus. Soviet Conceptual Art
and Photography of the 1980s, Ed. Kimmo Sarje, The Pekka Halonen Collection,
Amos Anderson Art Museum Publications, new series no. 5, Helsinki, 1990, 38—
40.
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Muravskaya of Estonia, Andrei Filippov and Igor Ganikovski of Russia, Tatiana
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Filippov, Andrei: "A Brief Analysis of One Phrase and Its Relation to My Creative
Work", Erosion/Oposus. Soviet Conceptual Art and Photography of the 1980s, Ed.
Kimmo Sarje, The Pekka Halonen Collection, Amos Anderson Art Museum Publi-
cations, new series no. 5, Helsinki, 1990, 42.

Tupitsyn, Margarita: "The (Dead)End of Furmanny Lane", Erosion/2posus. Soviet
Conceptual Art and Photography of the 1980s, Ed. Kimmo Sarje, The Pekka Halonen
Collection, Amos Anderson Art Museum Publications, new series no. 5, Helsinki,
1990, 33-34.

Sarje, Kimmo: "Camp’ing in the USSR", Sergei Mironenko: Agitpunkt, Galerie
Pelin 13.4.-7.5.1989, Helsinki, 1989, 6.

Mironenko, Sergei: "Dialogue of S. Mironenko with Mironenko S.", Erosion/
Oposus. Soviet Conceptual Art and Photography of the 1980s, Ed. Kimmo Sarje, The
Pekka Halonen Collection, Amos Anderson Art Museum Publications, new series
no. 5, Helsinki, 1990, 54.

Mironenko, Vladimir: "Everybody knows ...", Erosion/Oposus. Soviet Conceptual
Art and Photography of the 1980s, Editor Kimmo Sarje, The Pekka Halonen Collec-
tion, Amos Anderson Art Museum 11.10.-18.11.1990, Helsinki, 58-59.

Roiter, Andrei: “As a child I dreamed of becoming a poet”, Erosion/Oposus. Soviet
Conceptual Art and Photography of the 1980s, Ed. Kimmo Sarje, The Pekka Halonen
Collection, Amos Anderson Art Museum Publications, new series no. 5, Helsinki,
1990, 63.
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12.
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KOHLIETITyalbHOE HCKYCCTBO U oTorpadus 1980-x", pea. Kummo Capbe, Kommeuust
Texkn XanoHeHa, myOnukauuu XyJa0KeCTBEHHOTIo My3est AMoca AHJIepcoHa, HoBast
cepust Ne 5, Xenscunky, 1990, 78—123.

Kummo Capse: "Dposus', B coopruke "Erosion / Dposus. CoBerckoe
KOHLIENITyaIbHOE UCKYcCTBO U (oTorpadus 1980-x", pen. Kummo Capsbe, kommekuust
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IOpuit Ans6ept: "To, 4To MBI IETaeM, HOH00HO...", B coopHuke "Erosion / Dpo3usi.
CoBeTckoe KOHIIENTyallbHOE HeKyccTBO M (oTorpadus 1980-x", pen. Kummo
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Amnpniepcona, Hoas cepust Ne 5, Xenbcunku, 1990, 38—40.
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Amnpnpeit Gununmos: "Kparkuii ananu3 onHoi (pa3sl U ee OTHOLICHUE K MOEMY
TBOpuecTBy", B coopHuuke "Erosion / Opo3ust. CoBeTCKOE KOHIENTYalIbHOE HCKYCCTBO
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20. Zakharov, Vadim: "There is no sense in considering ...", Erosion/Opo3zus. Soviet

21.
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Conceptual Art and Photography of the 1980s, Ed. Kimmo Sarje, The Pekka Halonen
Collection, Amos Anderson Art Museum Publications, new series no. 5, Helsinki,
1990, 66- 67.
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Awmoca Aunepcona, HoBas cepust Ne 5, Xenbcunku, 1990, 62—63.
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CoBeTcKoe KOHIENITYallbHOE UCKYcCTBO U (potorpadus 1980-x", pen. Kummo
Capse, komutekius [lexkun Xanonena, myonukanuu XyJ0)KeCTBEHHOTO My3esi AMoca
Amnpniepcona, Hoast cepust Ne 5, Xenbcunku, 1990, 66— 67.

Koncrantun 3Be3noueros: "Ileprocckas mupuka", B coopuuke "Erosion / Dpo3usi.
CoBeTckoe KOHIIENTyallbHOe HeKyceTBo M (oTorpadus 1980-x", pen. Kummo
Capse, xomnekius [lexkkn Xanonena, myonukanun XygoxKeCTBEHHOTO My3est AMoca
Amnpniepcona, Hopas cepusi Ne 5, Xenscunku, 1990, 69. ITaponuu 3Be3noueToBa Ha
nurteparypy ['ynara ObUTH U3/1aHBI B KaTajore BbICTaBKH "Dpo3ust”; BOT 00pa3ynuk
BBIMBIIICHHBIX IOKYMEHTOB ero cTpansl [lepno: “Havansuuxy JI/M oT cMeHIIHKa
(umsipex) OBBACHUTEJIBHA S 3ATIMCKA S umsipex cmenuk PIIY?2 B nepBblit
JICHb YETBEPTOIl AeKaIbl IIOCIIEIHEro KBapTaja cero roga HaxXoAWICs B KaHANKE

co cBonMH kopudanamu 1 w1 yndup. BresanHo npummen xiaebopes U ckazal,

YTO CHSUI TENKY, 4YTO Oy/eT cBagb0a MBI KaK IIPAaBOBEPHBIE «BIIa» IOXKEIAIH My
BCETO XOPOIIETO, a IOCIE CTalIl HHTEPECOBAThCS UTO 32 HEBECTA OH HA3BaJ OIHY,
KOTOpast OblIa BCeM H3BECTHA KakK JIIpBa MOCIIE Yero 51 eMy CKasall BHIOPOCH CTaKaH
13 KOTOPOTO ThI IHJI IIOTOMY YTO TBOS MOJIPYTra y BCEX TYT cOcala, a Thl HebOCh

ee 1esoBaj. Xiebope3 Ha3BaJl MEHs KO3JIOM a 5 B3sUI 3a0CTPEHHYIO apMaTypHHY U
TIPUIIITIIAI €70 KaK MOTBUILS TPYII MBI 3aCYHY/IU B OETOHOMEIIANIKY, @ KPOBb CITU3aIH
cobaku 00eIaro MOCIEAHUN pa3, YTO TAKOTO OOJIbIIE HE TIOBTOPUTCS .
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Conceptuality as a
Form of the Sublime:
A Theoretical

Gedankenexperiment

HANNU EERIKAINEN

Visiting Moscow by the late 1980s, I had several opportunities to
make acquaintance with unofficial art photography in the former
Soviet Union. Similarly to the Moscow conceptualists, independent
photographers felt themselves as nonconformists in terms of both
art and society. They deemed that their task was not to illustrate
the official conception of Soviet life according to the party line. In-
stead of ideological idealization of socialism they were interested in
the medium of photography as a way to visually and conceptually
explore reality as they saw it.! Working privately, during their free
time, they organized meetings, discussions and exhibitions at home.
I met these artists in various occasions, saw their pictures and had
talks with them. Resulting from these exciting encounters, grew
up a publication and exhibition project in which I was engaged in
Finland and abroad during the years 1988 through 1990.

I will now return here to those memorable times in Moscow
in order to reconsider the idea of conceptuality in unofficial Mos-
cow art photography. My focus lies on Alexandr Slyusarev's pho-

KoHuenTyaabHOCTh KaK
b opmMa BO3BBINIEHHOTO:
TEOPEeTUYECKUV MbICTIEHHBIN
9KCIIEPUMEHT

XAHHY 33PUKAWHEH

Bo Bpema moux BusuToB B MockBy B KoHIle 1980-X rofioB y MeHA
00pasoBacs psij BO3MOXKHOCTEJ TO3HAKOMUTDCS € HeO(UIIMaTIbHOI
XymoxecTBeHHOI doTtorpadmueit 6piBiIero CoBeTckoro Corosa.
Tax>ke KaK ¥ MOCKOBCKME KOHIIENITYa/IUCThI, B TOM, UTO KacasoCh
MCKYCCTBa U o0liecTBa, He3aBucUMBbIe poTorpadpl YyBCTBOBAIN
ce6s1 HoHKOHpopMucTamy. OHY CIUTAIIN, YTO UX 3a/ja4a He COCTONUT
B TOM, YTOOBI WITIOCTPYPOBATh OQUIMATBHYIO KOHIIETIII0 COBETCKOM
JKU3HM B CTPOTOM COOTBETCTBUU C MMHMUeI nmapTuu. Hanportus, BMecTO
UjieaTn3aluy Y e0NOTUY CoLanuaMa, GpoTorpadus NHTepecoBaa ux
KaK CII0CO0 BI3Ya/lIbHOTO Y KOHIEIITYaIbHOTO M3y4eHNs PeabHOCTH,
TaKoi1, Kakoit oHu eé Bupenn.' Paboras nyst ce6s1, B cBoe cBOOOAHOE
BpeMs1, Y ceOsI JoMa OHM OpTaHU30BBIBA/IY BCTPEYM, JUCKYCCUN U
BBICTAaBKI. Sl BCcTpeyas 3TuX Xy/JO)KHUKOB B Pa3/IMIHbIX YCIOBUAX,
pasroBapuBa ¢ HUMMY, BUfen ux ¢pororpacuu. B pesynbrare atux
3aXBaTbIBAIOIMX BCTPeY BBIPOC IPOEKT BBICTABOK M ITyO/IMKAaLINIL,
KOTOPBIMU 51 ObUT 3aHAT B OuHIAHANY 1 3a pybexxoM ¢ 1988 mo 1990

roupl.’
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tographic art, a mode of pure photography, in which an enigmat-
ic atmosphere hovers upon formally rigorous and well-composed
observations of everyday life. In the following, I will try to explain
that aspect in some of his pictures approaching it in the light of
the sublime.

What Does a Conceptual Picture Represent?

In my argumentation, I will concentrate on a city view in Moscow,
an exemplary picture from Slyusarev's photographic series entitled
Moscow - the City in which I Live (undated, from the 1970s to the
1980s, see Fig. 1). What does this picture represent? Or, in terms of
photography: what does this photograph show? In fact, there is a
difference between the two questions: to represent is not the same
as to show. A common assumption, implied by that difference, is
that it is also the difference between art and photography. Accord-
ing to this conception, to say it a little bit simplifying, art is about
representation, whereas photography is about showing. In other
words, art is a realm in its own right, while photography, to exist
as photography, depends on an object world that it describes by
specific photographic means, regardless of whatever the objects
and means may be (see Fig. 2 and 3, from the series Compositions,
1975-1985). This distinction - if it has ever been valid - disappears,
however, as soon as we consider photography not so much as factual
evidence, but, rather, as an independent art form, as I shall be doing
with reference to Slyusarev's Moscow picture.

To anticipate my argument, in art photography the distinction
between representation and showing becomes transcended due to
the intrinsic ability of photography as a medium to sublate itself
at a metalevel.® That is, photography as an art form releases itself

51 xo4y BepHYTbCs B Te MaMsATHbIe BpeMeHa B MOCKBe s
TOTO, YTOOBI IIEPECMOTPETH CaMy W€ KOHI[ENTYaTbHOCTU B
Heo(UUMATbHON MOCKOBCKOJ XYROXeCTBEeHHON ¢doTorpadmn.
Moé BHMMaHMKe OyJeT CKOHLIEHTPMPOBaHO Ha (POTOMCKycCTBe
Anekcangpa Crrocapesa. B ero paborax, cO3aHHbIX B PeXXIMe YMCTON
¢dororpadun, popmanbHO CTporue 1 mpeKpacHO CKOMIIOHOBAHHbIE
HaOJII0JIeHNs 32 TIOBCEHEBHOI KM3HBIO IIOTPY>KEHBI B aTMOChepy
3aragku. Sl mocTapamch MPOSCHUTH ITOT ACIEKT ero KapTHH,

paccmaTpuBasd UX B CBETE Bossrimmennoro.

Yro npencrasnser KoHenryanbHas KapTuHa?
B Moell aprymeHTanuu, g cOCpefoTo4ych Ha Buae MOCKBHI, —
06pasioBoii kaptute u3 pororpadudeckoit cepun Carocapesa 1oy,
HasBaHMeM «MocKBa — TOPOZ B KOTOPOM s )uBY» (6e3 fatsl, ¢ 1970-
x go 1980-x rogos, puc. 1). Uro ara xkapTuHa npencrasnaser? Vimm,
paccmaTpuBasi eé ¢ Touku 3perus dhororpadun, 4TO XXe TO, IYTO ITa
¢doTorpadus nokassiBaet? Ha camoM ferte, CyliecTBYyeT pasHuIa
MeX/]ly 9TUMM JByMs BOIIPOCaMM, IIOTOMY YTO IPeNCTaBIATH (to
represent), 3TO He TO )Ke CaMOe 4YTO MMOKa3biBaTh (to show). O6praHO
IIpeiIIO/IaraeTcs, YTO 9Ta pasHMLA [IOfipasyMeBaeT pasandue MeXy
uckyccTBoM u ¢ororpagueit. COrnmacHo Takol KOHIEMIY, TOBOPSI
YIPOILIEHHO, UCKYCCTBO MpeAcTaB/seT, a pororpadus IoKa3bIBaer.
Ipyrumu croBaMu, MCKYCCTBO 3TO LIAPCTBO caMo B cebe, B TO BpeMs
Kak ¢ororpadus CyliecTByeT IUIIb Kak pororpadus, 3aBucumas
0T 00bEeKTOB HAabOMIOZAEMOr0 MUpPa, KOTOPbIJI OHA OIMCBIBAET
KOHKpeTHbIMU (oTorpadpuiecKuMy CpefcTBaMy, He3aBUCUMO
OT COOCTBEHHO 0OBEKTOB U CpefcTB (CM. WI. 2 U 3 u3 cepun
kommo3uuuit, 1975-1985). Ito pasnaudue, ecnmu OHO Korga-ianbo

OBLIIO B CHniie, ICY€3a€T, KaK TO/IbKO Mbl HAaYMMHAa€M paCcCMaTpuUBaThb
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from the objectivity of the object world - which, as we know, implied
subjectivity and formalism in the Soviet context.

One of the key claims of what is designated as the postmodern
is what is called the crisis of representation.* My intention here is
not to involve myself in the intricacies of the unending discussion on
the postmodern, nor will I raise the argument that the postmodern
is the right way to approach the unofficial Soviet photography of
the time - that would be, in fact, an ahistorical approach to both
art and photography in the former Soviet Union. Instead, through
a theoretical Gedankenexperiment, "thought experiment," I will
propose that conceptuality in art can be considered as a form
of the sublime. From the standpoint of the sublime, Slyusarev's
Moscow picture problematizes the very idea of representation in
its own way: it shows that both showing and representing are not
as straightforward and self-evident notions as they seem to be.

Before going closer to the interpretation of the picture under
discussion here in terms of the sublime, I recall the way I saw Sly-
usarev's art in the late eighties in Moscow. At that time, I wrote:

Photography as an independent art, an aesthetically autonomous
form of expression, is not a new phenomenon in the Soviet Union.
Its initial phases coincide with those of 1960s Modernism in western
photography. But it is a phenomenon independent of the West, a
manifestation of the officially prohibited "other culture." The pri-
vate home art of Alexandr Slyusarev's early period reveals an im-
portant new angle on the aesthetics of an underground developed in
constrained circumstances. His clean-lined studies of the everyday
world objects in the kitchen and living room represent the central
aspiration of Soviet Modernism: to break away from the heroic

¢dororpadmio He Kak oKa3 GpaKTUIECKOrO MaTepyana, Ho CKopee Kak
CaMOCTOSITE/IbHBIN BUJ, ICKYCCTBA, YTO 51 M Oy He/arh CChIIasCh Ha
KapTuHy Mocksbl Crocapesa.

ITpepBocxuias MOJ apTyMeHT, B Xy#0XKeCTBeHHOII ¢poTorpaduun,
pasnndye MeXXAY pellpe3eHTalyeil U I0Ka3oM YXOAUT Ha BTOPOIL
IUIaH 13-3a CIIOCOOHOCTH poTorpadum «CHATb» cebs Ha MeTaypoBHe.’
Ipyrumu cnoBamu, gotorpadus, kKak GpopMa MCKyCCTBa, 0CBOOOK/aeT
ce6s1 0T 00PEKTUBHOCTY OO'BEKTHOTO MUPA, KOTOPBIi, KaK MBI
3HaeM, IOfipa3yMeBaeT CyObeKTUBHOCTD 1 GOpManu3M B COBETCKOM
KOHTEKCTe.

OpnHUM M3 KIII0YeBbIX TPeOOBaHNUIL K TOMY, 4TO 0003HAaYaeTCs KaK
HIOCTMOJIEPH, SIBJIAETCS TO, YTO Ha3bIBAETCS KPU3UC penpe3eHTarm.
Moé HaMepeHUe 3[eCb He B TOM, YTOOBI OBITh BOBIEYEHHBIM B
TOHKOCTM 0eCKOHEYHOI AMCKYCCUM O MOCTMOZEPHe, s TaK >Ke He
Oyny Ha4MHATh CIIOP O TOM, YTO IIOCTMOJIEPH 3TO IIPAaBUIbHBII
moaxop, K HeoduumanbHO coBeTCcKOI dhoTorpadun Toro BpeMeHN.
9T0 6BUIO OBl AHTUNCTOPUIECKIM IIOXOOM KaK K MCKYCCTBY Tak U K
¢dotorpaduu 6piBiIero Coerckoro Cosa. BMecTo 3T0T0, B IOpsifiKe
TEOPETUYECKOTO MBIC/IEHHOT'O 9KCIIEPUMEHTA, 51 IPeIaraio, YToObI
KOHIIENITYa/IbHOCTDb B MICKYCCTBE MOXKHO OBIJIO pacCMaTpyUBaTh Kak
¢opmy Bo3BbIleHHOTO. C TOYKY 3peHMsI BO3BBIIIEHHOTO, KApTUHA
Mocksel CrrocapeBa Ipo6ieMaTusupyeT camy U0 IpefCTaBIeHNn ,
OHa MOKAa3bIBAET, YTO MOHATHUS «[IOKA3BIBATb» U «IIPECTAB/IATh» He
TaK IIPOCTBI ¥ CAMOOYEBUIHbI KaK OHM Ka>KyTCH.

IIpexxge 4YeM MOJONTM K MHTepIpeTanuMu KapTUHBI,
paccMaTpuBaeMoii 3/jeCb B TepPMIHAX BO3BBIIIEHHOTO, 51 BCIIOMHIO
Kax s yBUen NckyccTBo CriocapeBa B KOHLIE BOCBMUJIECSATHIX TOIOB
B Mockse. B To Bpems s nucan: «@ororpadus Kak He3aBUCUMBIIL

B MCKYCCTBA, KaK 3CTETUYECKM aBTOHOMHasA (1)0pMa BbIpa’k€HN,
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portrayal of people, the monumental compositions, the ideological
pathos and solemnity of the official photograph.

Slyusarev's works are based on the "pure" photograph. His pictures
combine elements of Soviet Formalism, Minimalism and Metaphys-
ical Realism. The aesthetic radicalism of these features can be un-
derstood when we consider that for a long time they represented
direct opposition to the established concept of photography.®

As Slyusarev told me in Moscow, it was ironic that the authorities
never managed to define precisely which features of the pictures led
to their being censored. In other words, Slyusarev's photographs
resisted interpretation: looked at in terms of visuality, they were
beyond interpretation because they were beyond representation.
That is, they did not represent what they seemed to show, just as
they did not show what they seemed to represent.

It is here that we encounter the idea of conceptuality: a con-
ceptual picture does not show what it represents and, conversely,
it does not represent what it shows. Although a picture is always
dependent on its being visual, nevertheless, visuality, pictoriality or
iconicity in themselves are not the locus of conceptuality. The mode
of existence of concept is ideality. What is important to emphasize
in this connection, however, is that the ideality of a concept is not to
be confused with the idealization of reality as a moment of ideology
constitutive of propaganda in which what is to be seen as "reality"
is dictated by a political doctrine. Conceptuality as an art form is
the opposite of that. It is for this reason that, in terms of ideality,
Slyusarev's pictures were for the authorities so complicated: they
seemed to represent no idea at all. In this sense, as stated above,
an enigmatic atmosphere hovers upon Slyusarev's Moscow picture:

He AB/IsIeTCS HOBBIM sABNIeHNeM B CoBeTckoM Corose. Ero HauabHbIe
(aspl cOBIAfal0OT C MOEPHMU3MOM IIECTHUJIECATHIX B 3alagHON
dbororpadun. Ho 3T0 siBIeHMe He 3aBUCUT OT 3amasa, 1 sBIsSeTCs
MaHudecTanyei oQUIMaNTbHO 3aIIPeIleHHON «PYTroil KyIbTypPbI».
[TpuBaTHOE fOMallIHee UCKYCCTBO paHHero Anekcansipa CrrocapeBa
BBIABJISIET BaXXHYI0 HOBYIO TOYKY 3peHNs Ha pa3pabOTaHHYIO
B CTeCHEHHBIX 00CTOATENbCTBAX 9CTETUKY aHAerpayHpaa. Ero
JTaKOHUYHBIE VICCTIeJOBaHM TIOBCEHEBHOTO MIUpa IIpeIMeTOB Ha
KyXHe ¥ B TOCTMHOI IIPeACTaB/IAT LIeHTPaIbHOE YCTpeMIeH!e
COBETCKOT'O MOJIEpPHM3Ma — OTOPBATbCS OT FePOMNYECKOT0 M300paXKeHN
IO, OT MOHYMEHTA/IbHBIX KOMIO3ULINIL, OT MAE0/IOTNIeCKOTO
macdoca 1 TOp)KeCcTBeHHOCTH obuimanpHoit pororpadum».

Pa6ots CrocapeBa OCHOBaHbI Ha «41CTOM» pororpadumn. Ero
KapTHHBI COYETAIOT B cebe 3/7eMeHThbl COBETCKOro ¢popManusMma,
MUHUManu3Ma u MeTapu3maeckoro peanusama. JCTeTUIeCKast
PaaMKaTbHOCTD 9TUX OCOOEHHOCTEI CTAHOBUTCS MTOHATHOI, €C/IU MbI
BCIIOMHUM, YTO B T€YeHIEe AJINTETbHOIO BPeMEH) OHY MPEACTaBIIAIN
co60Ji HNpsAMYI0 ONIO3MINI0 YCTAHOBJIEHHON KOHIIENLUMU
¢dororpadpym.®

B 6siTHOCTD B MoOCckBe, CnrocapeB OfHAXXIbl 3aMETUJI, YTO
VPOHMS CUTYallMM COCTOUT B TOM, YTO BJIACTAM He YHAETCA TOYHO
OIIpeleNNTh, KaKle KaueCTBa IPUBOAAT KaPTUHBI K TOMY, YTO OHI
oABepraioTcs neHsype. [oBopsa apyrumu cmoBamu, gpororpadun
CnocapeBa conpoTUBIAIOTCA UHTepHpeTanuy. C TOYKM 3peHu
BU3Ya/IbHOCTY, OHY OBUIY BHE MHTEPIIPETALUM, IOTOMY YTO OHV BHe
penpe3eHTaTUBHOCTHU. TO €CTb OHM He NPeACTABIIAIOT TO, YTO OHI,
Ka3aJ10Ch ObI TOKa3bIBAIOT I B TO XK€ BPeMs OHM He IOKa3bIBAOT TO,
YTO OHY, Ka3aJI0Ch ObI IIPeCTABIAIOT.

VIMeHHO 3ech MBI CTaTKMBaeMCs C Uieell KOHIeNTyaTbHOCT:

KOHLEINTYya/IbHAA KapTUHA HE IIOKa3bIBA€T TO, YTO OHA IIPENCTABIIACT,
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Fig. 1. Alexander Slyusarev: From the series Moscow - The City Where
I Live, 1975-1985, black and white photograph, 26 x 26.5 cm. Pekka

Halonen Collection.

" Ha06OpOT, He MPENCTABIISIET TO, YTO IOKA3bIBaeT. XOTsI KapTHHA
BCerja 3aBUCUT OT BUOMMOCTM, TEM He MeHee, COOCTBEHHO
BU3YaJIbHOCTb, KAPTUHHOCTD Y IOPTPETHOCTD He SBJISIOTCS TIOKYCOM
KoHLenTyanpHocTn. Croco6 cyiiecTBOBaHMSA KOHLENIIUY eCTh
UIeaIbHOCTD. Ba)KHO ITOMYEPKHYTD B 3TOIL CBA3M, YTO UeaTbHOCTD
KOHLIeNIINY He CIefyeT IyTaTh C Meannsanyell peaJbHOCTH —
YacTU MUJEe0/IOTUY 0Opasylolieil IpoIaraiiy, B KOTOPOI TO, YTO
HBO/DKHO BUIETHCS, KaK "peabHOCTD" AUKTYETCs MOMUTUYECKON
mokTpuHoi. KoHIlenTyampHOCTh Kak GpopMa UCKYCCTBA SIBISETCS
IIPOTUBOIIOIOXKHOCTBI0 3TOMY. VIMEHHO 110 9TOiI IPUYMHE KAPTUHKI
CrrocapeBa, ¢ TOUYKM 3peHMS UI€aNbHOCTH, ObUIN /I BIACTE,
TaK CJIOKHBL: OHU, Ka3aJI0Ch, HUYEro He MPEeACTAB/AIT. B aToM
CMBICTIe, KaK YKa3aHO BBIlle, 3arafjouHas aTMocdepa BUTaeT Haf,
kaptuHoil Mocksbl CrtocapeBa. B Hell 1 peaTbHOCTDb U U[I€a/IbHOCTD
[IPEBPATUINCH BO YTO-TO 3(heMepHOe, HaXOfsIIleecs 3a peenamu

OYEBUTHOTO.

Paspymenne ogaposanus Ilokasyxu u ITapagHocTn.
Vmes B BUAY TO, 4TO A TONBKO YTO CKa3asl BbIllle, aBaliTe Telepb
ocMOTpuM Oojiee BHUMaTeNbHO Ha kKapTuHy Crrocapesa. To, Ha 4yTO
MBI CMOTPUM, — TIO-BUAMMOMY B1f MockBbl. O6 3TOM CBUIETE/IbCTBYET
OfjHa M3 CTA/IMHCKUX OallleH Ha 3afiHeM IUtaHe. Ho meno He B aTOM
3JaHUM ¥ HU B KaKOM-1OO [PYyroM 00beKTe M300paskéHHOM Ha
kapTuHe. ONpenendmlNM 3[ecCh ABIAETCA KapTUHA B Lie7IoM. MBI
BOCIIPMHMMAeM MaTepUaIU3YIOINIICS B KapTHUHE KOHIENT B BUe
KOMITO3MIIUM, CO3BE3VM 3HAYMMBIX JleTajiell. ITa KapTIHa, OGHAKO, He
MIOKa3bIBaET U He NpeJCTaB/IAeT KOHIIENIINIO, UJel0 CYLeCTBOBABIIYIO
o ee BU3YaJ/IbHOTO NpefcTasienys. CKkopee BCETO, TO, YTO Mbl BUIVIM

B 9TOJ KapTHHE, 3TO KOHIIEMLMI caMa [0 cebe. DTO He KOHI[ETIINSI
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Fig. 2. Alexander Slyusarev: Composition, 1977, black and white

photograph, 26 x 26.5 cm. Pekka Halonen Collection.

4ero-To, 3TO KOHIIENMUMs B CBOEJ KOHIENTYaJlbHOCTU. TO eCTb,
KOHILIENITYa/IbHOCTh B JAHHOM C/Iy4ae HOSAB/IAEeTCS "Haf" BU3Ya/TbHON
HOBEPXHOCTBIO KAPTUHBI, B 00/IACTH, KOTOPast IPUCYTCTBYET B CBOEM
OTCYTCTBUIU.

VIMeHHO 3eChb MBI CTaJKUBAEMCS C MJieeil BO3BBILIEHHOTO.
[TapamoKc BO3BBILIEHHOTO B TOM, 4YTO €ro pelnpe3eHTalus
HeIIpefcTaByMa. TO HEOTHO3HAYHOE U HesICHOE IIPUCYTCTBIE Yero-
TO TOTO, YTO IIPEBOCXOAMUT HAILIY IOIBITKM JJaTh €My afieKBaTHOe
00BbsICHEHNE, COOTHECTU €r0 C COOTBETCTBYIOLIE) KOHILIEIIINMA.
9TO TO, YTO IO OIpefie/IeHNI0 He MOXeT OBITh MPefCTaBIeHO.
BosBsinieHHOE — 9T0 "6e3/iHa mpencTaBaeHns . VIHBIMU CTIOBaMI,
yC/IOBMEM BO3MO>KHOCTY BO3BBILIIEHHOTO SBJISETCSI HEBO3MOXKHOCTD
€ro pernpe3eHTalMN; 9TO IONBITKA JOCTUYD Yero-TO, YTO SBISETCS
HeNOCTIDKMMBIM. Pernpe3eHTany BO3BbIILIEHHOTO, TAKIM 00pa3oM
SIBIIACTCA IpefiCTaBIeHeM Heyadl, Heyadll pelpe3eHTaly KaK
TaKOBOI1, KOTOpas caMa SIB/IAETCS Heyadeil, e/l He KOMIIEHCUPYeTCs
06X0I0M Yepe3 BOCIOMMHAHNME, HAMEK MM ajIeropuio. Takum
06pa3oM, BO3BbIlLIEHHOE MaHN(DeCTUPYyeT KPU3UC pPelipe3eHTaluM,
KpU3UC, IPOBOUYPYIOLINI BCE HOBbIE 1 HOBBIE YCUINS CBOETrO
paspermtenus. [1o 91011 mpu4nHe, BO3BBIIIEHHOE 3aHNMAET BUTHOE
MeCTO B AMCKypce MOCTMOfiepHa. BaskHO, OfHaKO, TOf4ePKHYTh,
YTO caM 1o cebe MMOCTMOMEPH 3/ieCh He 00Cy>X/jaeTCsl; HeT HIUYero
MIOCTMOJIEPHUCTCKOTO B pabote CrtocapeBa, 1 3TO TO, YTO OT/INYAET €€
OT 3amajjHoro Mupa JICKycCTBa KOHIA ABasaToro cronerus.’” [Tostomy
11e71eCO00Pa3HO MPOSICHUTD CaAMY UJIEI0 BO3BBILIEHHOTO.

VImenHO B cBOeIl y>Kacalolleil 6e3rpaHNYHOCTY, BO3BBILIEHHOE
SIB/ISIETCSI KOHEYHO 3a/jadeil penpe3eHTalui, KOHEYHBIM MIPEIe/ioM
BO3MOXXHOCTH IpeficTaBnenus uin Darstellung Bbipaxkasch TepMuHOM

Kanra.! B 10 BPEMA KaK IIPEKPACHOE, KaK o0bsACHAET KaHT, IIOABIACTCA
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m‘ B BiJie 00beKTa I, TAKUM 006pa3oM, JaHO HaM B 1 Yepe3 YyBCTBEHHOE
BOCHPUSITHE, — BO3BBIIIEHHOE IPUXOAUT B ObITIE TIOCPELCTBOM
[MOHMMAHMUS U, TAKUM 0Opa3oM, MPOSBISIETCS KaK CHOCOOHOCTH
pasyMa 1 CllocOOHOCTb BOOOpaXkeHMs, 00a KadecTBa ABJIAIOLXCS
6eCKOHEYHBIMM B CBO€IT aCCOLIMATIBHON BOMATUIBHOCTH, B CBOEIX
CIIOCOOHOCTH HeMCIePIIaeMot MHOTOCTOPOHHOCTH U M30BbITKE CMBICTIA.
Bo3BblllIeHHOE He BUJHO IJIa30M, OHO BO3HMKAET Yepe3 [YXOBHOE
BOCXOXJI€HIMe; 3TO He BBIPa’KeHMe, 9TO, CKOpee, BIleYaTIeHe,
BJIEKYyILee 3a CO00II MpefuyBCTBIE, allllepLeNIMIO ¥ IIOHNMaHNe
CO CTOPOHBI cyObekTa. XOTs CIIOCOOHOCTh BOOOPa)KEHMs TEPIUT
Heyfady B IPUCYTCTBUM BO3BBIIIEHHOTO, KaK HY NMapajoKCalbHO,
MMEHHO 9Ta HeyZaya, IpoOy>X/jaeT CIoCOOHOCTb pacCyXAeHMUs,
BIOXHOBUTb BOOOpaXkKeHe, YTOObI IIPMHECTH UAEI0, Yepe3 KOTOPYIO
BO3BBIIIEHHOE CTAHOBUTCS KOHLIENTYaNTbHO IOHNMaeMbIM. VIMeHHO
TaK BO3BBILIEHHOE CTAaHOBUTCS CBEPXYYBCTBEHHBIM, BBIXOAS 3a
TpefieNnbl IyBCTBEHHOIO BOCIPUATIA. BO3BBILIEHHOE, TAaKMM 00pa3oMm,

BBIXOAUT 3a mpepensl Darstellung, B cMbIc/ie Kak Iokasa, Tak 1

3. Anekcangp CnwocapeB: U3 cepuu «Komnosuumu», 1975-1985, 4/6 doTorpadus,

28,5 x 29 cm. Konnekuua lekkn XanoHeHa.

penpesenTannn.’
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g ITposicHUB KOHIeNIMIO, BepHéMcs o6paTHO B Mocksy. PaboTa
Fig. 3. Alexander Slyusarev: From the series Compositions, 1975-
1985, black and white photograph, 28.5 x 29 cm. Pekka Halonen

Collection.

Crnocapesa AB/IsAeTCA IMPUMEPOM MOJepHU3Ma B Toi ¢opwme,
KOTOpas 6bI/1a BO3MOKHA TONbKO B 6piBIeM Coserckom Colose, —
B MMp€, KOTOPbIi B HACTOsAIee BPeMs CyLIeCTBYeT /I HAC TONIbKO
B €ro penpeseHTanuAX. Kak 3To HM mapajjokcanbHO, HO MOXKHO
CKa3aTh, YTO Hallle IOHMMAaHIe, €C/I OHO BO3MOXKHO, BCETO JIMIID
KOHIlenTyanbHo. B dpoTonckyccrse Crocapesa, Mbl BUIUM pa3Max
pasBaia COBETCKON upeonorun. Mbl ABIsAeMCs CBUIETENAMU PyUH
Be/IMYECTBEHHOTO 3/IaHUA COIMANN3Ma, TAKOTO, KAKMM OH OBIT
IpefiCTaB/IeH B COBETCKOII mponaranje. VI aTo mpoucxopur, Kax s

mosnarawo, 6e3 Kakoro-nnbo HaMepeHUs aBTOpa, 6e3 Kakoi-11bo
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both reality and ideality have turned into something ethereal, some-
thing that is beyond the apparent.

Disrupting the Enchantment of Pokazuha and
Paradnost

Keeping in mind what I just said above, let us now look more closely
at Slyusarev's picture. What we see is evidently a city view in Mos-
cow - one of the Stalin towers in the background is a sign of that.
But the point is not that building, neither some other object in the
picture. What is decisive here is the picture as a whole. We perceive
a concept materializing in the picture in the form of a composition,
a constellation of signifying details. This picture, however, does not
show or represent a concept, an idea before its visual presentation.
Rather, what we see in this picture is the concept in itself. It is not
a concept of something, it is a concept in its very conceptuality.
That is, conceptuality here appears "above" the visual surface of
the picture, in a realm that is present in its absence.

It is here that we encounter the idea of the sublime. The paradox
of the sublime is that it is a representation of the unrepresentable.
It is an ambiguous and obscure presence of something that exceeds
our attempts to give it an adequate explanation, to refer to it with
an appropriate concept. It is therefore something that, by definition,
cannot be represented: the sublime is an "abyss of representation."¢
In other words, the condition of the possibility of the sublime is
its impossibility as a representation; it is an effort to reach some-
thing that is unreachable. A representation of the sublime is thus
a presentation of a failure, the failure of representation as such, in
itself - a failure as far as it is not compensated by a detour, by way
of evocation, allusion or allegory. In this manner, the sublime man-

L[eJIY C €T0 CTOPOHBI, UAEOTIOTNYECKY TTOAPBITh UM ITOTUTUYECKA
PaspyLINTh UAeanU3UPOBAHHYIO pelpe3eHTallNi0 COBETCKOTO
00111eCTBa, KAKMM OHO IIPEACTABIANIOCH B 00LIeCTBEHHBIX KapTHHAX,
B HaIVLAZIHOJ aruTanyim Besfie IpUCyTCTBOBaBIIel B JopMe OKa3yxu
U IIapafiHOCTHU; TO €CTb, IIOKA3HOI U IPEeTEHLMO3HOI IOXBaIbOBI.
I pyrumu cioBamu, ObIT 0OTOOpa)kaeTcs Kak TaHOpaMa pacKpalleHHbIX
mexoparuil. YToOBI MPOACHUTD KOHTPACT MEXAY XY/0KeCTBEHHBIM
nopixopioM CrttocapeBa u oduiyanbHoi pororpadueit 1 IpOLUTUPYIO
CBOIO cTaThio 1989 ropa:

«B CoBetckom Coro3e cTarHaius, 3aKpbITbIi XapaKkTep 001eCTBa,
CKPBITHOCTb, aIlaTusA U OTYY)K/eHNe IPUBEIN K CUTyaLluy, B KOTOPOI
ujies MIOKa3aTh Bellly KaK OHY eCTh HaXOAUTCS B [IEHTPe KPUTUYECKOTO
MbInieHnst. B oTorpaduu ato osHavaer, 4To, Kak 1 B 1920-x rogax,
HOBbIe (poTorpadpl IPOBO3IIALIAIOT "TIOMUTUKY HOBOTO I71a3a’ Kak
CIIoco6 MPOH3UTH BUANMOCTD NapafHOCTY 1 moKasyxu. Pororpadus
KaK JOKYMEHT sBJI€TCS OCHOBOJ 3TOV HOBOVI KOHLIETIIVN, KOTOPAst
OXBAaTBIBAeT KOHIIENITYaIM3M, MarudecKmil peannsm, GpopMannsm,
MUpOHUIO, 1 abCYypA. B rmasax HOBbIX doTorpados, IpUTBOPHAS
HOKYMEHTAJIbHOCTb O(UINAIBHOTO COBETCKOTO (OTOMUCKYCCTBA
SIBJISIETCST a0COMIOTHO JIOXKHOIT, @ TIOMCK HOBOII U IefICTBEHHOI HOPMBI
BBIpaKeHNA IPOJo/DKaeTCsa». 0

Ho HecmoTps Ha TO, yTOo dpoTorpadunu CrrocapeBa paspyllaoT
UE0IOTU3MPOBAHHBI 00pa3 COBETCKOTO 0OIeCTBa, TOKA3bIBas
MPaYHYIO U YHBUIYIO pea/IbHOCTb HAXOMAIIYIOCS 3a IIPONAraHYICTCKIM
¢dacazoM, OHU He ABJIAIOTCA IPOTUBOAYEM OT CTU/IS TOKA3YXM U
[apafiHOCTH, TUINYIHOrO 11 opunuanpHoro gororpabupoBaHms.
VIMeHHO 1O 9TOJI Ipu4MHe, paboTsl CrlocapeBa He SABAETCS HU
IIOZIPbIBHBIMM, HY, KaK 3TO He IapaJoKCaTbHO, MPOHUYHBIMIU.

MoskHO 6b1710 6BI CKa3aTh, YTO 3[jeCh TOBOPST mpocThie ¢pakTel. Ho
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ifests the crisis of representation, a crisis that provokes ever new
efforts of its resolution. For this reason, the sublime has a prominent
position in the discourse on the postmodern. What is important to
emphasize, however, is that the postmodern is not the issue here;
there is nothing postmodern in Slyusarev's work, and that is what
sets it apart from the Western art world of the late twentieth cen-
tury.” It is therefore appropriate to specify the idea of the sublime.

Precisely in its abysmal limitlessness, the sublime is the ulti-
mate challenge of representation, the very limit of the possibility
of Darstellung in Kantian terms.® Whereas the beautiful, as Kant
explains, appears in the form of an object and is thus given in and
through sense perception, the sublime comes into being by way
of apprehension and is thus a manifestation of both the faculty of
reason and the faculty of imagination, both of which are unending
in their associative volatility, in their capacity of inexhaustible ver-
satility and excess of meaning. The sublime does not appear to the
eye, it emerges through spiritual elevation; it is not an expression,
it is rather an impression that entails foreboding, apperception and
comprehension on the part of the subject. Although the faculty of
imagination fails in the presence of the sublime, it is, paradoxically,
precisely this failure that prompts the faculty of reason to inspire
imagination in order to bring about an idea through which the sub-
lime becomes conceptually intelligible. It is in this manner that the
sublime is supersensible, "above" and "beyond" sensory perception.
The sublime thus transcends the limits of Darstellung, in the sense
of both presentation and representation.’

After this conceptual clarification, back to Moscow. Slyusarev's
work exemplifies Modernism in the form that was possible only in
the former Soviet Union - a world that now exists for us solely in its

CKa3aTh TaK, — ObIIO OB HEKCTATH, 9TO BBENIO ObI B 3a0/My>K/IeHMe,
TpuBnamM3upys paborsr Crrocapesa. To, 4TO MbI BUIMM 3/1eCh, 3TO
He KOHTP-IIPOIIaTaH/ia, 3TO He HOMUTIYecKoe 3asABeHne. Bmecto
9TOTO, MBI BUAVM 3[1€Ch 3CTETHYECKYI0 KOHIICMIINIO, KOHIIEIIIIO
IpPaBOMEPHYIO B CBOEM COOCTBEHHOM CMBbICIIe KaK ITPOU3BeieHNe

MCKYCCTBA, KaK XY/[I0’)KeCTBE€HHAs KOHLIENUA UTEN.

Menanxomnus, MeTam3nKa 1 BO3BBIILIEHHOE

Cosepuasg MOCKOBCKYyI0 KapTuHy CrmocapeBa, Mbl MOXeM
MCHBITATh NPUCYTCTBYE OTCYTCTBUSA, MTHOBEHNE BO3BBILIEHHOTO
KaK II03TMYEeCKOI peaJbHOCTU OFHOBPEMEHHO B €€ ITO3UTUBHON
HeraTMBHOCTY (OTCYTCTBYIOILlee Ha/ly4ye [TOKa3yXu 1 HapafHOCTH)
U HeTaTMBHOJ MO3UTUBHOCTU (Hanyu4dye OTCYTCTBUA YTOINM U,
KaK ero OTpUIjaHye, HAJIMINE CEPOIl U MPAUYHBI PEaTbHOCTH).
Bo3HuKaeT cTpaHHOE YYBCTBO IIYCTOTBI, 03a/jadlBaoliee BIeYaT/IeHye
OTCYTCTBUS CMBIC/IA, YTO, B TO XK€ BpeMs, BUAVMO AB/IAETCS MOMEHTOM
MOIIHOTO 3HAY€HMsI, HeCMOTPs Ha TO, YTO O3HAYAIOI[MIT MOMEHT B
KapTVHe He BbICKa3aH NpsMo. To eCTb 4TO-TO 31eCh €CThb, Mbl TOYHO
He 3HaeM 4TO VIMEHHO, IIO-BY/JUMOMY O3Hadalolliee TO, YeMY Y Hac
HeT CJIOBA, HO B TO XK€ BPeMs 9TO YTO-TO KaXKeTCsI HaM HaIlOJTHEHHBIM
CMBICTIOM, OCTAIOLIMMCS OfHAKO HEOOBSCHUMBIM. [IpyTMI CIOBaMH,
MBI ¥IMeeM 37ieCb BU3yajIbHOe IIpefCTaB/lIeHNe Ufien, KOHL eI,
OCHOBHO€ 3HaueHIe, KOTOPOIl He IoAfaeTcs 06bsicHeHn0. O6pas
Mocksbl CrmiocapeBa BBIXOAUT 32 IIpefieNbl PeIpe3eHTal BO3BbIIIas
CaMo IIpefiCTaBIsAeMOE.

9TO ecTb MOMEHT BO3BBIIIEHHOTO, MOMEHT, KOTOPbIV HaXOANUTCS
3a Ipefe/iaMyl Hallleil CIIOCOOHOCTY TIOHMMaHMsI, faKe 3a IIpefeaMu
HallIell CTOCOOHOCTY BOOOpaXkeHNs, — B 000MX CIy4asX B CMBIC/IE

BOCIIpUATHA. ITOT MOMEHT 51 0603HAYWII TEPMMHOM «MeTa(i)I/[?ﬂ/ILICCKaH
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representations - paradoxically, we might say - which we can un-
derstand - if at all - only conceptually. In Slyusarev's photographic
art, we see the magnitude of Soviet ideology crumpling down. We
are witnessing here the ruins of the magnificent edifice of socialism
as it was presented in Soviet propaganda. And this happens, as I
suppose, without any intention of the author, without any purpose
on his part, to ideologically disrupt or politically deconstruct the
idealizing representation of the Soviet society as it appeared in
public pictures, in the visual propaganda present everywhere in the
form of pokazuha (noxasyxa) and paradnost (mapagaocTs); that is,
ostentatious and pretentious showing off, in other words, everyday
life displayed as a panorama of a decorative and embellishing "win-
dow dressing." To clarify the contrast between Slyusarev's artistic
approach and official photography I quote my 1989 article:

In the Soviet Union, the stagnation and closed nature of society,
secretiveness, apathy, and alienation, have all led to a situation in
which the idea of revealing things is at the center of critical think-
ing. In photography this means that, as in the 1920s, the new pho-
tographers proclaim the "politics of the new eye" as a way to pierce
holes in the delusions of paradnost and pokazuha. The photography
as a document is the basis of this new concept, which embraces
conceptualism, magic realism, formalism, irony, and the absurd. In
the eyes of the new photographers, the documentary pretensions
of official Soviet photography are completely false, and the search

for a new and valid form of expression continues.!

But although Slyusarev's photography disrupts the ideological
image of Soviet society by showing the bleak and dismal reality
behind its propagandistic facade, it is not an antidote of the

MenmaHxomus». B kaptune Mocksbl CrmiocapeBa MOMEHT MeTaHXOIUN
BBIXOJJUIT 32 IIpefie/Ibl Tops. PexxyiM MesraHX o/ HpeBOCXORUT YYBCTBO
neyasy, Tpaypa win 6efcTys. Kak Mbl 3HaeM, MeIaHXONS 9TO He TO
JKe caMoe UTO IIevajb Wiy CKop6b. B oTmmdne ot ckopbu, Meanxonms
He OTHOCUTCA K KOHKPETHOMY 0O'bEKTY, 3TO He TOCKa O 4eM-TO, 4TO
yTepsiHO. MenaHXonus, 3TO He YYBCTBO, K KOTOPOMY IIPUIOKIMO
®peiinosckoe «Trauerarbeit» — pabota Haj ropem.'! Memanxomnust, 3T0
9yBCTBO TILETHOCTY, ITyOOKOE OLIYIleH)e ITYCTOThL M HeOOBsACHIMON
6eCCMBICIEHHOCTHU. B COCTOSIHMM MeTaHXOMMUM, MUP BUFUTCS
JVIIEHHBIM YYBCTBA, UMEIOIETO CMBICT. MelTaHXomus ABNAeTCS
aroHmeil 6ecCMbICIEHHOCTH, OTYasHIEM JICUe3aI0lero CMbICIIA.

VImenHo B aTOM cMbIcile, KapTHa CilocapeBa IojpasyMeBaeT
9CTETUYECKYI0 KOHTP-NPOTpaMMYy O9CTeTUKe TepousMa,
MOHYMEHTA/ILHOCTI 11 TpUyM$anbHOTro madoca, — COCTaBHBIX YacTell
COBETCKOJI IpOMaraH/ibl Kak CBO€OOpa3HOI COLMaNMCTUIECKON
¢opme ncKyccTBa, 3CTETHKE BETMYMHBI Y BEMNYMS, IPEBOCXO/ICTBA
KOMMYHMCTUYECKOI TAPTUY; PEXUMY 9CTETUIECKOTO YKPAIIeHs
COLMANIbHON [elCTBUTENbHOCTN, B KOTOPON apryMEHTBHI
rOCyHapcTBa MEePeKPhIBAIOT M OTMEHAIOT CaMO CYIIeCTBOBaHIE
YyejioBeKa. DTOT BUJ] Bo3BenuunBaHus COBETCKOTO TOCYAapCTBa,
KaK BOIUIOLIIEHMsI BCEMOTYILell 1 BCe3HAIOLIell TapTUM KO YPOBH:A
CBEpX'bECTECTBEHHOT0, 60)KECTBEHHOTO MOTYILIeCTBA, BOIUIOLAET
HO/IUTHUKY, KOTOPYIO 51 HasbIBalo «MeTa(y3MIeCKOe BO3BBILICHHOE,
— IIOCTKaHTMAHCKasA, aHTU-MOJePHUCTCKasA, BU3aHTHIICKasg popma
BO3BBIILEHNS, BO3BENMYMBAHYS aOCOMIOTH3MA, BIIVICAHHOTO B U0
rOCYAapCTBEHHOTO COLaIM3Ma.

CBs13aHHOE C BO3BBILIEHIEM COBETCKOTO ¥ KOHTPACTUPYIOLee C
HUM, UcKyccTBo CrtlocapeBa sAB/Is€TCSA He MOAPBIBHOI AesATe/IbHOCTHIO
VUL IPOHMET! TI0 OTHOIIEHUIO K 9CTeTHKe IIPOIIaraHfbl, HO YyBCTBOM

pa3odapoBaHNA VICIAPAIOIIETOCA YTOIINYIECKOIO M1pa-CHOBUIEHNA
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pokazuha and paradnost style typical of official photography. It is
for this reason that Slyusare's work is not subversive, just as it is not
ironic either. One would say that the plain facts speak here. But that
would be beside the point, a misleading trivialization of Slyusarev's
work. What we see here is not a piece of counter-propaganda, it is
not a political statement. Instead, we perceive here an aesthetic
concept; a concept that is valid in its own right in the form of a work
of art, as an artistic conception of an idea.

Melancholy, Metaphysics and the Sublime

In the presence of Slyusarev's Moscow picture we can experience
a presence of absence, an instantiation of the sublime as a poetic
reality both in its positive negativity (the absent presence of poka-
zuha and paradnost) and negative positivity (the present absence of
utopia and, as its reverse, the presence of drab and dreary reality).
We have a strange feeling of emptiness, a perplexing impression of
the absence of meaning that, at the same time, appears to have a
moment of strong signification, even though the signifying moment
in the picture is oblique: that is, something here, we do not know
what it is precisely, seems to signify something for which we have
no words but, at the same time, it is about something that appears
for us as pregnant of meaning that, however, remains unexplainable.
In other words, we have here a visual presentation of an idea, of a
concept, the overwhelming significance of which does not lend itself
to an explanation: Slyusarev's presentation of Moscow transcends
the confines of representation by sublating the very representable.

That is the moment of the sublime, a moment that is beyond of
our capacity of understanding, even beyond of our faculty of imagi-
nation, both in the sense of apprehension. This is a moment of what

COBETCKOro conmanmsma. Takum o6pasoM KakK He3aBUCKUMOE
IIpoM3BefieHMe UCKYCCTBA caMo 1o cebe cofeprKaljee KOHIEIT,
¢dororpadus CrrocapeBa, Kak MHe KaXXeTcs, lepefaéT caMy UAeIo TOro,
4TO OBITIO M3BECTHO KaK 9110Xa 3acTos bpexxHeBckoit apsI (1964-1982),
3aCTOs1 KOTOPBIIT TONIBKO YITTYOJIsICA M 0OOCTPSIUICA U JasIblile BIUIOTD
Ji0 Hayasia rop6aueBCKoil 3I0XU. 5] He XOUy cKasaTh, YTO 3Ta KapTHUHA
IpefCTaB/sieT KOHIEMIMIO CTarHALIUM WM KaKyI0-TO eIé UJel0 WIN
KOHLIeNIMM IToMuMo camoii ce6s1. Kaptuna Mockssl CrocapeBa
SIB/ISIETCS KOHLEIITYa/IbHOI paboTol caMa 110 cebe, MpoysBeaeHNeM
MCKYCCTBa, KOTOpOe He IpefCcTaBiasieT c000Ji HaliJeHHYIO
KoHIenyio. CKopee 9TO KOHIIENTyanbHasA MaHu(pecTauns TOCKI B
MeTau3ndeckoM Buje. VIMEHHO B 3TOM CMBIC/Ie KOHLIENITYaIbHOCTD
MO>XeT OBITb POPMOIL BO3BBILIEHHOTO.

B sakmrouenne: B npousseneHun CirocapeBa BMU3yalbHasd
upest mpeBpamiaeTcsi B KoHienuuo. To ectp ¢ororpadmyeckas
Ipe3eHTanus, ToBOps mo-HeMeLky, wird zu einem Begrifferhoben,
BO3BBIIIIAETCS 1O YPOBHS KOHIIEMIVMN, M 9TO IIPOUCXOANT CHELMATBHO
(um ihn aufzuheben) g1t Toro, YTOOBI CHATH €€ B rereIeBCKOM CMBICTIE
cuatusa (Authebung), a aTo, B cBOI0 04Yepenb, CTAHOBUTCSI OCHOBOI

BosBbiieHHoro (das Erhabene).
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I designate as metaphysical melancholy in Slyusarev's Moscow pic-
ture, a moment of the melancholical that exceeds the limits of grief,
a mode of melancholy that transcends the feeling of sadness, mourn-
ing or distress. As we know, melancholy is not the same as sorrow
or sorrowness. In contrast to sorrow, melancholy has no specific
object, it is not yearning after something that is lost. Melancholy is
not a feeling towards which one can do what after Freud is called
Trauerarbeit, "work on sorrow."" Melancholy is a feeling of futility,
a deep emotion of emptiness, of an unexplainable meaninglessness.
In the state of melancholy, the world appears to be without a sense
that would make sense. Melancholy is the agony of meaninglessness,
despair about the implosion of meaning.

It is in this sense that Slyusarev's picture implies an aesthetic
counter-programme to the aesthetics of heroism, monumentality
and triumphalist pathos constitutive of Soviet propaganda as a pe-
culiar socialist art form, an aesthetics of magnitude and greatness,
of the supremacy of the Communist Party; a mode of aesthetical
embellishment of social reality in which the reason of the state over-
rides and overrules the very existence of the individual. This kind of
elevation of the Soviet state, as the embodiment of the omnipotent
and omniscient party, to the level of a supranatural, divine pow-
er, manifests the politics of what I call the metaphysical sublime, a
post-Kantian, anti-modernist, Byzantine form of the sublime, the
sublime of absolutism, inscribed in the idea of state socialism.

Related to the Soviet sublime, and in contrast to it, Slyusarev's
art manifests neither subversion nor irony of the aesthetics of
propaganda, but a sense of disenchantment, an evaporation of the
utopian dream-world of Soviet socialism. Thus, as an independ-
ent work of art comprising a concept in its own right, Slyusarev's

O pa3nMYHBIX IOAXOAAX K fenfeonorn3anyy ¢pororpadun B mociesHme
necatunetus Coserckoro Cowsa, cm.: Daniela Mrazkova & Vladimir Remes, Anot-
her Russia. Through the eyes of the new Soviet photographers. London: Thames

and Hudson, 1986; Wiktor Misiano (ed.) Die zeitgendssische Photographie in der
Sowjetunion. Reportagen sozialer Wirklichkeit. Schafthausen: Edition Stemmle, 1988;
Marie-Frangoise George (ed.) Un regard sur la photographie Soviétique contempo-
raine — 1968-1988. Paris: Editions du Comptoir de la Photographie, 1988; Joseph
Walker, Christopher Ursitti & Paul McGinniss (eds.) Photo Manifesto. Contempo-
rary Photography in the USSR. New York: Stewart, Tabori & Chang, 1991; Barbara
Barsch, Kathrin Becker, Angela Lammert & Alexander Tolnay (eds.), Contemporary
Photographic Art from Moscow. Zeitgendssische Fotokunst aus Moskau. Miinchen

& New York: Prestel, 1995; Diane Neumaier, Beyond Memory. Soviet Nonconformist
Photography and Photo-related Works of Art. New Brunswick: Rutgers University
Press, 2004; O MockoBCKOM KOHIeNITyanu3Me, cM. Harpumep: Boris Groys, History
Becomes Form. Moscow Conceptualism. Cambridge: The MIT Press, 2010.

O moux ny6nukanysx, cM.: Toisinnékijat. Uusi valokuva Neuvostoliitossa. Helsinki:
SN-Kirjat (together with Taneli Eskola), 1988; "Aleksandr Sljusarev." Valokuva. Nr. 4,
1988 (42-43); "Nuoria adnid Moskovassa. 'Me keksimme valokuvan uudelleen." Va-
lokuva. Nr. 2, 1988 (32-36); "Boris Mihailov & Roman Pjatkovka: Neuvostoruumis."
Image. Nr. 2, 1988 (62-67); "Den nye Fotografi i Sovjetunion." Katalog. Kvartalstidss-
krift for fotografi. Nr. 2, 1989 (4-7); "Aleksei Shulgin. Meta-Photos or Deconstruction
of Private/Industrial Photography (Anonymous and found negatives)." Bildtidnin-
gen. Nr. 2, 1989 (2-12); "Up from Underground." Aperture. Photostroika: New Soviet
Photography. No. 116, Fall 1989 (56-67); "The Conceptual and the Manipulated Pho-
tograph in the Soviet Context. KoxuenryanbHas 1 MaHUIyAALNOHHasA poTorpadus
B coBeTcKoM KoHTekcTe." Kimmo Sarje (ed.) Erosion / 9posus. Soviet Conceptual
Art and Photography of the 1980s. CoBeTckoe KOHIIeNTyaTbHOE U300pasuTeIbHOE
uckyccBo u pororpadus 1980-x rogos. Helsinki: Amos Anderson / Myseit Amoca
AHpiepcona, 1990 (79-123). B gexabpe 1988, B Mysee ®oronckyccta B OnuHcn,
Janus, 6p1ma oprannszoBaHa BbicTaBka Ny Sovjetisk Fotografi (Hosas CoBeTckast
¢dororpadus), kyparopom koropoii 661 Xennnr Xancen (Henning Hansen).
BbicTaBka 6bl/1a COCTaB/IeHa U3 MaTepyaa, KOTOPBIIL s COOPa BO BpeMst MOMX
moe3fiok B Mocksy. Ha ocHoBe Toro ske MaTepuasa 1 IIOf; TeM ke HazBaHyeM B 1989 s
COCTaBIUJI ¥ KypUPOBas BbICTaBKy B JlomMe Kynbrypbl CTokronsma, lIserms (Kultur-
huset, Stockholm, Sweden ).

3nech s umero B Buny upeto Terenst Authebung, nepesopumoro B punocodun, kak
«cuaTue» ("sublation”) (cm.: Georg Wilhelm Friedrich Hegel, Phainomenologie des
Geistes. Werke 3. Frankfurt am Main: Suhrkamp, 1986¢ [1807], 150; Wissenschaft der
Logik L. Die objektive Logik. Werke 5. Frankfurt am Main: Suhrkamp, 1986e [1812-
1816], 113-115; cf., for example, Jacques Derrida, Positions. Chicago: The University
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picture seems to me to invoke the very idea of what was referred
to as stagnation during the Brezhnev era (1964-1982), which was
only deepening and aggravating thereafter until the beginning of
the Gorbachev era. I do not argue that this picture represents the
concept of stagnation, nor that it is a representation of any idea or
concept outside itself. Slyusarev's Moscow picture is a conceptual
artwork in itself, a work of art that does not represent a ready-made
concept; rather, it is a conceptual manifestation of melancholy in
a metaphysical form. It is in this sense that conceptuality can be a
form of the sublime.

To conclude, in Slyusarev’s work, a visual idea transforms into
a concept. That is, a photographic presentation, to say it in the
German language, wird zu einem Begriff erhoben, becomes elevated
to a concept, and that takes place in a specific way, um ihn aufzu-
heben, in order to sublate it, in the Hegelian sense of Aufhebung,
sublation, and this, in turn, becomes here the basis of das Erhabene,
the sublime.

1.  For various approaches to deideologize photography during the last decades of
the Soviet Union, see, for example, Daniela Mrazkova & Vladimir Remes, Anot-
her Russia. Through the eyes of the new Soviet photographers. London: Thames and
Hudson, 1986; Wiktor Misiano (ed.) Die zeitgendssische Photographie in der Sowjetu-
nion. Reportagen sozialer Wirklichkeit. Schaffhausen: Edition Stemmle, 1988; Ma-
rie-Francoise George (ed.) Un regard sur la photographie Soviétique contemporaine
- 1968-1988. Paris: Editions du Comptoir de la Photographie, 1988; Joseph Walker,
Christopher Ursitti & Paul McGinniss (eds.) Photo Manifesto. Contemporary Pho-
tography in the USSR. New York: Stewart, Tabori & Chang, 1991; Barbara Barsch,
Kathrin Becker, Angela Lammert & Alexander Tolnay (eds.), Contemporary Pho-
tographic Art from Moscow. Zeitgendssische Fotokunst aus Moskau. Miinchen & New
York: Prestel, 1995; Diane Neumaier, Beyond Memory. Soviet Nonconformist Photo-
graphy and Photo-related Works of Art. New Brunswick: Rutgers University Press,
2004; for Moscow Conceptualism, see, for example, Boris Groys, History Becomes
Form. Moscow Conceptualism. Cambridge: The MIT Press, 2010.
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of Chicago Press, 1982 [1972], 40-41, 44; "Différance." Margins of Philosophy. Chica-
go: The University of Chicago Press, 1984a [1972/1968 ] (1-27), 19-20. Viges coctont
B TOM, YTO B Pe3y/IbTaTe CBOETO POJA ABOIHOTO IepeMeleH s [IOCTY/IPOBAHIE,
YTBEP>K/IEHNE WM KOHCTATALVsI CTAHOBSITCS OfHOBPEMEHHO OTPULIAEMbIM 1
yTBep)XXJaeMbIM, OTMEHEHbIM 1 OCTaBIIMMCA. B aToM cMbIcie, cHATHE (sublati-

on) sIB/IAETCS AUATIEKTUYECKUM IIPOLIECCOM OTMEHBI COXPAHEHNS, COXPaHEHMs
OTPULIAHMEM WM YTBEPAUTENbHBIM 3aBMCaHIeM O/Iarofapsi COXpaHOCTH OTMEHB.
[IpuMeHNTENBHO K PACCMATPUBAEMOMY 3/1€Ch BOIIPOCY, U3 UJIEV CHATHUS CIIEAYET,
410 (poTOrpadus MOKET Ha OHOM YPOBHE, IPENbABUTD HEKMIT (PAKT, a Ha APYTOM
YPOBHe IIOfiBEPraTh 3TOT (PaKT COMHEHMIO, TO CTh HEJJOBEPSIT, II0{03PeBAT MV
IUCKPEINTUPOBATD €r0 Ha METAYPOBHe.

O npobnemaTusalym penpeseHTanyn B uckyccrse pororpadum cm.: Abigail Solo-
mon-Godeau, "Photography After Art Photography.” Brian Wallis (ed.) Art After Mo-
dernism: Rethinking Representation. New York: The New Museum of Contemporary
Art, New York, 1999 (1984) (75-86); B uckycctse B 1jenoM, cM.: Hall Foster, Reco-
dings. Art, Spectacle, Cultural Politics. Seattle, Washington: Bay Press, 1985, 128-132;
David Harvey, The Condition of Postmodernity. Oxford: Basil Blackwell, 1989, 49-54,
204-219; Fredric Jameson, Postmodernism, or, The Cultural Logic of Late Capitalism.
London & New York: Verso, 1991, 51-52, 127-128, 169-170; Pauline Marie Rosenau,
Post-Modernism and the Social Sciences. Insights, Inroads, and Intrusions. Princeton:
Princeton University Press, 1992, 92-108; Hans Bertens, The Idea of the Postmodern.
A History. London & New York: Routledge, 1995, 239-243; Barbara Bolt, Art Beyond
Representation. The Performative Power of the Image. London & New York: I. B. Tau-
ris, 2004.

X. DapuksitneH, «KoHuenTyanpHas 1 ob6paboTanHas gororpadus B COBeTCKOM
KOHTEKCTe», CO4. CO., 80, 94. B T0 Bpems1, B 1970-x 1 1980-x rogax, He 60 HIUKAKO
BO3MOXXHOCTH JIEMOHCTPMPOBATD TaKIe KapTUHBI, Kak y CliocapeBa, IOTOMY YTO

TO, 4TO OH M306paxkan Ha pororpadusx odpuuManbHO He UMENO "LEeHHOCTH " 1

6ornee Toro, pororpady Hy>KHO ObIIO UMETH OIPENE/IEHHYIO TUYHYIO CTOIKOCTD 1
TIOC/IEflOBATENIBHOCTD YTOOBI OTKPBITO hoTOrpadypoBaTh Takue 06beKTbl, KaK Te YTO
MOYKHO BUJIETD B €r0 KapTMHAX, TaK KaK B I7Ia3ax BIIACTEIl, 3TO OBLIO TIOfI03PUTENLHO,
¢dororpadupoBaTh TONMKO "TPOCTYIO PeanbHOCTD', TO €CTh BEIII, KOTOPbIE /IS HUX
Ka3a/1Ch GAHAIbHBIMY V1 TPYMBHUAIBHBIMYU U I09TOMY HE3HAUMTETbHBIMU C TOYKI
3pEHNsT COBETCKOIT MIe0NOT UM

Cwm.: George Hartley, The Abyss of Representation. Marxism and the Postmodern
Sublime. Durham & London: Duke University Press, 2003. It XapT1u, HOHATHA
«peTpe3eHTAlMA» U «BO3BBILIEHHOE» Oe3/JOHHDI M HeOOOCHOBAHHBI, HO TeM He MeHee
Heo6XOofUMbl. XOTs BO3BbIIIEHHOE [I0Ka3bIBAeT HEBO3MOXXHOCTD OKOHYATETbHON
pelpeseHTALNY, OHA CaMa 10 cebe sAB/IsIeTCs y)KacHOit upeert. O6 ncTopuyeckoit
npo6eMaTusauy perpeseHtanyuu B pororpaduiu, cM.: John Tagg, The Burden of
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For my publications, see Toisinndkijit. Uusi valokuva Neuvostoliitossa. Helsinki:
SN-Kirjat (together with Taneli Eskola), 1988; "Aleksandr Sljusarev." Valokuva.
Nr. 4, 1988 (42-43); "Nuoria dsnii Moskovassa. 'Me keksimme valokuvan uudel-
leen."" Valokuva. Nr. 2, 1988 (32-36); "Boris Mihailov & Roman Pjatkovka: Neuvos-
toruumis." Image. Nr. 2, 1988 (62-67); "Den nye Fotografi i Sovjetunion." Katalog.
Kuvartalstidsskrift for fotografi. Nr. 2, 1989 (4-7); "Aleksei Shulgin. Meta-Photos

or Deconstruction of Private/Industrial Photography (Anonymous and found
negatives)." Bildtidningen. Nr. 2, 1989 (2-12); "Up from Underground." Aperture.
Photostroika: New Soviet Photography. No. 116, Fall 1989 (56-67); "The Conceptu-
al and the Manipulated Photograph in the Soviet Context. Koxuenryansnas n
MaHUIy/sIMoHHas ¢pororpadus B coBetckoM KoHTekcre." Kimmo Sarje (ed.) Ero-
sion / 9posus. Soviet Conceptual Art and Photography of the 1980s. Cosetckoe
KOHI[ENITya/IbHOE 1306pasuTenbHOe NCKyccTBO 1 ororpadus 1980-x rogos. Helsin-
ki: Amos Anderson / Myseit Amoca Anpiepcona, 1990 (79-123). In December, 1988,
Museet for Fotokunst, Odensee, Denmark, organized an exhibition Ny Sovjetisk
Fotografi, curated by Henning Hansen, from the material that I had compiled du-
ring my visits to Moscow. From the same material I curated an exhibition under
the same title in Kulturhuset, Stockholm, Sweden, in January, 1989.

I am referring here to Hegel's idea of Aufhebung, translated in philosophical dis-
cussion as "sublation" (see Georg Wilhelm Friedrich Hegel, Phdnomenologie des
Geistes. Werke 3. Frankfurt am Main: Suhrkamp, 1986¢ [1807], 150; Wissenschaft
der Logik I. Die objektive Logik. Werke 5. Frankfurt am Main: Suhrkamp, 1986e
[1812-1816], 113-115; cf., for example, Jacques Derrida, Positions. Chicago: The
University of Chicago Press, 1982 [1972], 40-41, 44; "Différance." Margins of Philo-
sophy. Chicago: The University of Chicago Press, 1984a [1972/1968 ] (1-27), 19-20.
The idea is that, through a kind of double move, a postulation, statement or state
of affairs becomes simultaneously denied and affirmed, revoked and sustained; in
this sense, sublation is a dialectical process of cancelling preserving, of conser-
vation by negation or an affirmative suspension through a preserving revocation.
Applied to the issue under consideration here, sublation entails that photography
can, at one level, state a fact und question it at another level, that is, distrust, sus-
pect or discredit it at a metalevel.

For the problematization of representation in photographic art, see Abigail Solo-
mon-Godeau, "Photography After Art Photography." Brian Wallis (ed.) Art After
Modernism: Rethinking Representation. New York: The New Museum of Contem-
porary Art, New York, 1999 (1984) (75-86); in art in general, see, for example, Hal
Foster, Recodings. Art, Spectacle, Cultural Politics. Seattle, Washington: Bay Press,
1985, 128-132; David Harvey, The Condition of Postmodernity. Oxford: Basil Black-
well, 1989, 49-54, 204-219; Fredric Jameson, Postmodernism, or, The Cultural Logic
of Late Capitalism. London & New York: Verso, 1991, 51-52, 127-128, 169-170; Pauline

Representation. Essays on Photographies and Histories. London: Macmillan, 1988; o
KPUTNYECKOM 00CY>KIeH!M NCTOpKN BO3BbIeHHOrO, cM.: Philip Shaw, The Sublime.
London & New York: Routledge, 2006.

Inapa peTpocneKTUBHO, KOHEYHO MOYKHO HOZIONTY K COBETCKOM MM POCCUIACKOI
KY/IBType C TOYKM 3peHus II0CT™MOepHa, cM.: Mikhail N. Epstein, After the Future.
The Paradoxes of Postmodernism and Contemporary Russian Culture. Amherst:
University of Massachusetts Press, 1995; Mikhail N. Epstein, Aleksander A. Genis &
Slobodanka M. Vladiv-Glover, Russian Postmodernism. New Perspectives on Post-
Soviet Culture. New York & Oxford: Berghahn Books, 1999.

YuuThiBasi, YTO BO3BbIIIEHHOE [IOHMMAEMO TO/IBKO B BIJE M/ B KadeCcTBe ULEY U
MI09TOMY SAB/IAETCS IPEMETOM U/IeaTbHOCTH, OHO BHIXOJMT 33 PAMKM afleKBaTHOTO
TIpefiCTaB/IeHNA 1, CTIeIOBATEbHO, TAK)KE 32 PAMKM a/IeKBAaTHOI peIpe3eHTalin
(cm.: Immanuel Kant, Kritik der Urteilskraft. Werkausgabe X. Frankfurt am

Main: Suhrkamp, 1974 (1790), 164-191). TTo atoit npuunse, moxATue Darstellung
(npencrasrenne) y Kanra 6oree ueM Ipo6/1eMaTnaHO, OHO IIapajjOKCaIbHO: KaK
MOXXHO CO3/IaTh, IPEbABUTD TO, YTO He BOCIPYHUMAEMO HI B KaKoil popme?
Boree Toro, gaxe camo cnoBo Darstellung HeoHO3HAYHO, O YeM CBU/IETENbCTBYIOT
€ro BapupyIoIyecs IepeBojibl Ha aHIIMIICKMIA, HaYMHASA C TIPeICTaB/IeHNA I
PpenpeseHTaINy O ONMCAHNA, PUCYHKA, U300paKeHNs, IPUHATIA U QUIYPBI,
cpeny pyrux cnoB. Takum 06pa3oM, BO3BbIILLIEHHOE SIBJIsETCS IpeamMeToM Vorstel-
lung (npencraBnenns) — KOTOpoOe, KaK CII0BO, TAKXKe TOfIBEPXKEHO bojIee YeM OffHOII
MHTEPIIpeTaLyN .

STa HEraTMBHOCTb BO3BBILIEHHOTO, €T0 OYeBIIHOE OTCYTCTBHUE, U

AB/ISIETCS TIAPaJIOKCOM BO3BBIILIEHHOTO: KaK IIPeCTaBUTh, KaK CAE/MATh 4TO-

TO IIPEeJCTaB/IAEMBIM, YTO-TO, YTO HEIIPEACTABYMO BHe IPeJCTaBIeHNA I
penpesenTanmu? Ora nmpobneMa napagurMarudecku chopmynuposana Kantom B
€ro KOHIIeMIuy Bo3BbIeHHOTO, das Erhabene, B monsatusax Darstellung. B ormrane
or uyscrsa Erhabenheit (Bennune, cTaTHOCTD, BO3BBILIEHHOCTD), KOTOPOE MBI
MOXXeM MCIIBITATh CTATIKUBASICh C IIPUPOION ¥ KOTOPOE MBI TAK)KE MOYKEM OITICATb,
Kak IpekpacHoe, KanT nmogdyepkusaer, uto das eigentliche Erhabene kann in kei-

ner sinnlichen Form enthalten sein, sondern trifft nur Ideen der Vernunft: welche,
obgleich keine ihnen angemessene Darstellung maéglich ist, eben durch diese Unan-
gemessenheit, welche sich sinnlich darstellen 1aft, rege gemacht und ins Gemiith
gerufen werden (Kant, Kritik der Urteilskraft, op. cit., 166) "mo nacTosmemy
BO3BBILIEHHOE He MOXKET COfIEP>KAThCS B UYBCTBEHHOI hOpMe, HO OTHOCUTCS
TOJIBKO K V€M PAacCyfiKa: KOTOPbIe, XOTs HMKAKOTO a/leKBaTHOTO IPe/ICTaBIeHNs
He BO3MO>XXHO, MOTYT ObITb BBI3BAaHBI I IIPEICTAB/ICHBI Pa3yMy, MIMEHHO Yepes camy
3Ty HeaJIeKBaTHOCTD cebe, KOTOpas IPU3HAET YyBCTBEHHOE NpepcTaBnenne’. Takum
06pa3oM, BO3BBILIEHHOE IPUXOAUT B ObITHE YePe3 HETaTUBHYIO PENPe3eHTaLII0, KaK
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Marie Rosenau, Post-Modernism and the Social Sciences. Insights, Inroads, and Intru-
sions. Princeton: Princeton University Press, 1992, 92-108; Hans Bertens, The Idea
of the Postmodern. A History. London & New York: Routledge, 1995, 239-243; Bar-
bara Bolt, Art Beyond Representation. The Performative Power of the Image. London
& New York: I. B. Tauris, 2004.

Eerikiinen, "The Conceptual and the Manipulated Photograph in the Soviet Con- 10.

text," op. cit., 80, 94. At the time, in the 1970s and 1980s, there was no possibility
to exhibit such pictures as those of Slyusarev because the things he depicted in
his photographs had officially no "value," and, moreover, as a photographer, one
had to have certain personal steadfastness and consistency to openly photograph
such objects as can be seen in his pictures, since, in the eyes of the authorities, it
was suspect to photograph just "plain reality," that is, things, which, to them, ap-
peared to be "trite" and "trivial" and therefore "insignificant" from the perspecti-
ve of Soviet ideology.

See George Hartley, The Abyss of Representation. Marxism and the Postmodern
Sublime. Durham & London: Duke University Press, 2003. According to Hartley,
representation and the sublime are both bottomless and groundless but neverthe-
less necessary notions. While the sublime shows the impossibility of final repre-
sentation, it is in itself an abysmal idea. For a historical problematization of rep-
resentation in photography, see John Tagg, The Burden of Representation. Essays
on Photographies and Histories. London: Macmillan, 1988; for a critical discussion
of the history of the sublime, see Philip Shaw, The Sublime. London & New York:

Routledge, 2006. 11.

In retrospective, of course, it is possible to approach Soviet or Russian culture in
terms of the postmodern, see Mikhail N. Epstein, After the Future. The Paradoxes
of Postmodernism and Contemporary Russian Culture. Amherst: University of Mas-
sachusetts Press, 1995; Mikhail N. Epstein, Aleksander A. Genis & Slobodanka
M. Vladiv-Glover, Russian Postmodernism. New Perspectives on Post-Soviet Culture.
New York & Oxford: Berghahn Books, 1999.

Given that the sublime is intelligible only in the form of or as an idea and is as
such a matter of ideality, it is beyond an adequate presentation and, consequently,
also beyond an adequate representation (see Immanuel Kant, Kritik der Urteils-
kraft. Werkausgabe X. Frankfurt am Main: Suhrkamp, 1974 (1790), 164-191). For
this reason, the notion of Darstellung in Kant is more than problematic, it is para-
doxal: how to bring forth, to make present, something that is not perceivable in
any form? Moreover, even as a word Darstellung is ambiguous, as evinced by its
English translations, ranging from presentation and representation to depiction,
rendering, image, enactment and figure, among other things. Thus, the sublime is
a matter of Vorstellung - which, as a word, is also liable to more than one interpre-
tation.

penpesenranus 6e3 o6bexTa. Borpoc o mopanu (sittliche Ideen), o koropom Kant
TOBOPUT B 9TOM KOHTEKCTe 51 OCTAB/IAAI0 YUTATeNI0. UTO AB/IAETCA HaMbo/Iee BayKHBIM
B MoeM IpouTeHny KaHTa, Tak 9TO TO, 4TO BO3BBILIEHHOE IIPOSBIIACTCA I Yepes
npeanbHOCTh. HeT BO3BBIIEHHOTO 6e3 CIIOCOGHOCTI PAacCy/Ka B IMAIeKTIIeCKOI
B3aMMOCBA3M C BOOOPaXKEHUEM.

X. apuksitnen, "Up from Underground”, cod. cod., 63. ITokasHoit madoc un
HalIbIIIEHHOE BEINKOIEINE B BI€ ITAPATHOCTI U HOKa3yXI/I 6bIJ'II/[ XapaKTepHOﬁ[
YePTOil COLMAMNCTUYECKOTO Peann3Ma B )KMBOIICK OT CTA/IMHCKOI SIIOXY BIIOTH JI0
pacmaga CoBerckoro Coro3a. [I/is1 9CTeTHKM CTaTNHU3MA, Pa30OPaHHOI CpecTBaMu
MOCKOBCKOT'0 KOHIIeNTyammaMa 1 con-apta Vinbu Kabakosa, Opuxa Bynarosa,
Buramns Komapa n Anexkcangpa Menamupa u fpyrux, cM.: Boris Groys, The Total
Art of Stalinism. Avant-Garde, Aesthetic Dictatorship, and Beyond. Princeton: Prin-
ceton University Press, 1992, 75-112; cf. Groys, History Becomes Form, op. cit.; Eka-
terina Andreeva, Sots Art. Soviet Artists of the 1970s-1980s. East Roseville: Crafts-
man House, 1995; Boris Groys, Max Hollein & Manuel Fontan del Junco (Hrsg.), Die
totale Aufklarung 1960-1990. Ostfildern: Hatje Cantz Verlag, 2008. O6 npoxndeckom
TIOfIXO7Ie K COBETCKOI MIEONOTHM ¥ 3CTETUKE MOJIepPHI3MA TPYTIIIBI Xy/I0)KHIKOB

¢ ®ypmannoro: Cena I'yuanaxa, IOpus Anbbepra, KoHcTanTiHa 3Be3no4éToBa,
Jlapucsl 3Be3fouéToBoit, AHipes Poritepa, Baguma 3axaposa, Anppes Oumnmnosa
u Cepres u Bragumupa MypoHeHKo, IIpeACcTaB/IALIINX MOIOfI0e TOKO/IEHNe
MOCKOBCKIX KOHIIENTyanmucToB, cM. Kimmo Sarje, "Erosion / Eposns,” Sarje, Cou.
co4., 13-22.

Cwm.: Sigmund Freud, "Trauer und Melancholie." Gesammelte Werke. Zehnter Band.
Werke aus den Jahren 1913-1917. Frankfurt am Main: S. Fischer Verlag, 1991 (1917),
428-344; cf., Taxxe cM. HanpuMep: Burkhard Meyer-Sickendiek, Affektpoetik. Eine
Kulturgeschichte literarischer Emotionen. Wiirzburg: Konigshausen & Neumann,
2005, 123-129.
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This negativity of the sublime, its apparent absence, is precisely the paradox of
the sublime: how to represent, to make present something that is unrepresentab-
le, beyond both presentation and representation? This problem is paradigmati-
cally formulated by Kant in his conception of the sublime, das Erhabene, in terms
of Darstellung. In contrast to the feeling of Erhabenheit (grandeur, loftiness, sub-
limity), which we can experience encountering nature and can also describe as
beautiful, Kant emphasizes that das eigentliche Erhabene kann in keiner sinnlichen
Form enthalten sein, sondern trifft nur Ideen der Vernunft: welche, obgleich keine ihnen
angemessene Darstellung moglich ist, eben durch diese Unangemessenheit, welche sich
sinnlich darstellen lif3t, rege gemacht und ins Gemiith gerufen werden (Kant, Kritik
der Urteilskraft, op. cit., 166); "the properly sublime cannot be contained in a sen-
sory form, but pertains only to ideas of reason: which, even though no adequate
presentation is possible, may be evoked and called to mind, precisely through that
very inadequacy itself which does admit of sensuous presentation." Thus, the sub-
lime comes into being through negative representation, as a representation wit-
hout an object. The question of morality (sittliche Ideen) of which Kant speaks in
this context I leave to the reader. What is most important in my reading of Kant is
that the sublime emerges in and through ideality. There is no sublime without the
faculty of reason in a dialectical relationship to the faculty of imagination.
Eerikiinen, "Up from Underground," op. cit., 63. The ostentatious pathos and
bombastic splendour in the form of paradnost and pokazuha was also typical of
socialist realism in painting from the Stalin era up until the collapse of the Soviet
Union. For the aesthetics of Stalinism deconstructed by means of Moscow Con-
ceptualism and Sots-Art by Ilya Kabakov, Erik Bulatov, Vitaly Komar and Alexan-
der Melamid, and others, see Boris Groys, The Total Art of Stalinism. Avant-Garde,
Aesthetic Dictatorship, and Beyond. Princeton: Princeton University Press, 1992,
75-112; cf. Groys, History Becomes Form, op. cit.; Ekaterina Andreeva, Sots Art. So-
viet Artists of the 1970s-1980s. East Roseville: Craftsman House, 1995; Boris Groys,
Max Hollein & Manuel Fontan del Junco (Hrsg.), Die totale Aufkldrung 1960-1990.
Ostfildern: Hatje Cantz Verlag, 2008. For the ironic approach towards both Soviet
ideology and the aesthetics of modernism of the painters of the Furmanny group,
Sven Gundlakh, Yuri Albert, Konstantin Zvezdochetov, Larissa Zvezdochetova,
Andrei Roiter, Vadim Zaharov, Andrei Filippov and Sergei and Vladimir Mironen-
ko, representing the younger generation of Moscow conceptualists, see Kimmo
Sarje, "Erosion / Eposus," Sarje, op. cit., 13-22.

See Sigmund Freud, "Trauer und Melancholie." Gesammelte Werke. Zehnter Band.
Werke aus den Jahren 1913-1917. Frankfurt am Main: S. Fischer Verlag, 1991 (1917),
428-344; cf., for example, Burkhard Meyer-Sickendiek, Affektpoetik. Eine Kultur-
geschichte literarischer Emotionen. Wiirzburg: Konigshausen & Neumann, 2005,
123-129.
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The Evolution of
Conceptual Art into
Conceptualism

VICTOR SKERSIS

Summary

In this essay presented to the Finnish Academy of Fine Arts on
March 12, 2012, I discuss the transformation of Conceptual art
as an art movement into a meta-discipline concerned with the
developmental morphology of art itself. This meta-discipline,
Analytical Conceptualism, was born in Moscow, Russia in the 1970s,
at a time when its progenitor in the West — Conceptual art - was
beginning to fade. Russian artists, who were separated from their
peers in the West at that time and had very little information on
contemporary art, tried to reconstruct the current state of affairs
by extrapolating data from the beginning of the twentieth century
and modeling current and new phenomena. The practice of building
models of art transformed the point of view of the artists. They were
no longer working within the discipline. They had gotten outside
of the discipline and begun to treat the whole of art as the subject
of an experiment.

IIpeo6pa3zoBanue
KOHI[ENTyaIbHOTO
MICKYCCTBA B KOHIIENTYa/TN3M

BUKTOP CKEPCHUC

Pedepar

B aToM ffoKnafe, mpefcTaBIeHHOM (BUHCKOM AKageMuu U3SIHBIX
uckyccTB 12 mapra 2012 ropa, obcyxxpaerca npeobpasoBaHue
KOHLENTYa/IbHOTO MCKYCCTBa KaK XYJO)KECTBEHHOTO IBVDKEHNA B
MeTaVCLUIIIVHY, 3aHUMAIOLYI0CA MOP(OIOTHell UICKYCCTBA B LIE/IOM.
STa MeTagUCUUIIIVHA — AHAJIUTUYECKMI KOHLIENITYa/n3M — POAUIACh
B Mockse B 1970-e ropipl, B TO BpeMs, KOT/Ia ero IpefiecTBeHHUK Ha
3anajie — KOHILENTyaJIbHOE ICKYCCTBO YK€ Hauajlo yracarb.

Pycckme xymoxxHuKM, paboTaBiuye B TO BpeMsi, ObUIN OT/ie/IeHbI OT
cBowx Kouter Ha 3amnazie. O6'péMm noctymnaroiest ¢ 3anaza nHpopmarym
0 COBpeMeHHOM MCKYCCTBe OBII Ype3BbIYaliHO OTpaHIYeH, HO BCE Jke
KaKVe-TO )XYPHaJIbl, pELJeH3UN ¥ OTK/IMKY IO HaC JOXOAUIN. Mbl
coOMpamiCh B IPYIIILI ¥ HA OCHOBAHVY STUX OTPBIBOYHBIX CBEJCHUI
Y SKCTPAIOIALMN JaHHBIX Hadasia XX BeKa IbITA/INCh TOHATD, KAKUM
SIB/ISIETCST COBPEMEHHOe 3amagHoe UCKYCCTBO. Mbl Modenuposanu

COCTOAHVMIE COBPEMEHHOT'O ICKYCCTBA.



®oTo: Kummo Capebe.

BukTop Ckepcuc nepep cBoeil KapTUHOW Ha «®abpuke» B

Mockee 14 maa 2011 r.

BBepxy:
«locnoan! Ecnu korpa-

3T0 KpUK oaepeseHeBWen Nb6BM,

Beab A Kapauk, rUbHyWMA OT CBOMX MasieHbKUX py4veK.») BHu3y:

«3apaBcTByit, Ckepcuc!»

(BocToyHaa yn., 7).

(Haanucb Ha xoncTe:

Ha BbicTaBke «Kny6a ABaHrapauctoB» B MockBe, 1987 r.
HWOYAb Tbl yClbliMwb BoW 6e3yMua, He noBopayvuBaii ro/OBbl.

paboTa Baguma 3axapoBa «bapokko», 1986 r.
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IIpaxTyka moCTpOEHNA MOJIENEN ICKYCCTBA M3MEHN/IA CaMy TIO3ULIMIO
xypnoxxHuKa. OH 6071bllle He IeiiCTBOBAI B paMKaX AMCLATIIMHBL.
XYROXHMK MONY4YMI BO3MOXXHOCTb OBITh BHE JUCLMIUIMHBI U
paccMaTpuBaTh UCKYCCTBO B 1[€7IOM KaK NPeJMET UCCIES0BAHNA U
3KCIIEpUMEHTA.

1. ®ynaaMeHTanbHbI Bompoc Jlomana.
B cepenune XIX — nayane XX BEKOB, B psAfie AVICLUAIIIMH IIPOU3O0ILIN
fipaMaTnyeckye nepeMeHsl. Gusnuka, XMMus, 6M0MOTNSA, SKOHOMMKA,
COLIVIONIOTH A, MAaTEMATHUKA U PAJL SPYTUX OVCUUIIIMH BCTYIUIN B
CTaZuI0 BeIMKUX OTKPBITUIL. VICKycCTBO He 0CTanoCh B CTOPOHE
OT 3TOro npouecca. HauaBmmcey ¢ MMIpeccuoHnsMa, K 1913 ropy
PeBOIONNA B MICKYCCTBE OblIa B cCaMOM pasrape. BoHa 3a BonHOI
BCE€ HOBBIE XYJOXKHVKM CTaBAT IIOf] BOIIPOC CaMble OCHOBBI ICKYCCTBA.
VIx paboThI 60/IbIIE He BHIIIANAT KaK TPa/JUIVIOHHbIE TPOU3BENeHMA.
OnATh U oNATb BO3HMKAeT OOVMH U TOT e Bompoc: “UTo Takoe
UCKyccTBO?” VI ONATD M ONATH pasHble XYHLOXKHVKY JAIOT pasHbIe
OTBETBI IOTOMY YTO KaXK/Jblll pa3 B OTBET BK/IIOUEHBI HOBBIE 00/1acTl,

KOTOpbI€ paHbIII€ ICKYCCTBOM HE ABIANNCD.

It 60/MBIIMHCTBA XY0>KHUKOB BOIIPOC 6bUT HeABHBIM. OHI

Victor Skersis in front of his painting at Fabrika in Moscow May 14,
2011. Photo: Kimmo Sarje. IIpOCTO pa60TaJm B CBOen 06}IaCTI/I, OTKpbIBaA I OCBanBasA HOBbIE

U cMeXHble TeppuTopun. 3acmyroii [JiomaHa ObUIO TO, YTO OH
CMOT 3aIJISIHYTh 3a IIpefie/ibl KOHKPETHBIX OTKPBITHIL U B 1913 roxy
chopmynupoBan cBoit GyH/aMeHTaTbHBI BOIPOC OJHO3HAYHO:
“MOXHO 1M CO3[jaTh MPOMU3BEJEHNsI, KOTOpble He ObUIM OBl
IpOM3BEfeHNAMN UCKycCTBa?” !

Ha mepBblil B3IV OTBET OUEBU/ICH: KAPTUHBI I CKY/IBITYPBI,

HaxopAmuecsa B My3€e€, AB/IAI0TCA IIPOM3BEACHMAMN ICKYCCTBaA, a

CKaMeViKI, TaMIIOYKM U OKHa — HeT. MbI MO>XeM MONTU €1I€ Jajblie,

The exhibition venue of Avantgarde Klub in Moscow, 1987 (Vostochnaya
Ulitsa 7). Top: Vadim Zakharov, Baroque, 1986. "Good Lord! If you
ever hear a madman fighting, don’t turn your head. It is the cry of

YmMoKalklWen MeHA B MaKyLWKY .

B. 3axapos:

lacking love that slaps on the crown of my head. For I am a dwarf

consigned to ruin by my small hands." Bottom: “Greetings Skersis”.
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1. The Fundamental Question of Duchamp.

From the mid-nineteenth century to the beginning of the twentieth,
dramatic transformations took place in a number of fields: physics,
chemistry, biology, economics, sociology, mathematics all entered
the age of great discoveries. Revisions of achievements born during
the Renaissance were needed and accomplished everywhere. Art
was not left behind in this process. Starting with impressionism,
the revolution in art was in full swing by 1913. Wave after wave of
artists started to question the very foundations of art. Their works
no longer looked like the works of art before them. They were all
asking the same question: What is Art? Yet time after time they
gave different answers to this question since each answer included
new areas that were not yet considered to be art. For most artists
the question was implicit. They were simply working in their field,
discovering and exploring new and adjacent territories. What was
remarkable about Duchamp was that he was able to look beyond
the concrete discoveries, posing his fundamental question explicitly.

The question Marcel Duchamp posed in 1913 was “Can one make
works that are not works of art?”! On the surface, the answer is
clear: the paintings and sculptures in a museum are works of art,
while benches, light bulbs, and windows are not. If needed, we can
go further, separating art from non-art, piece by piece. If we look
deeper, however, we realize that our answer depends on the as-
sumption that we know what art is. This knowledge proved to be
evasive because in order to answer this question we need to define
art synthetically or analytically.

By the end of 1960s, it became clear that a synthetic approach
based on our knowledge of the concrete facts of art does not help
to answer the fundamental question “What is Art?” Because in re-

OTHeNAA UCKYCCTBO OT HE-MCKYCCTBA IpefiMeT-3a-IPeMEeTOM.
OpHako, ecu Mbl IOCMOTPUM ITy6Ke, MBI HOJDKHBI IPU3HATD,
4TO HAIll OTBET 3aBUCUT OT IIOJIPa3yMeBaeMOTrO IIPe/IIONI0XKEH N,
4TO MBI 3HaeM, YTO TaKoe NCKYccTBO. OIHAKO 9TO IPEeII0NIOXKEeHNe
0Ka3aj10Ch TPYFHOM0Ka3yeMbIM. [IefiCTBUTENbHO, YTOOBI JOKa3aTh
Hallle 3HaHUe, MbI JO/DKHBI OIIPENe/IUTh UCKYCCTBO CUHTETUYEeCKU
VLY QHATUTUYECKH.

K konny 1960-X roioB CTano sICHO, YTO CUHTeTUYEeCKUII IIOAXOZ,
OCHOBAHHBIII Ha 3HAHUM KOHKPETHBIX (PaKTOB MICKYCCTBA, He IIOMOTaeT
OTBETUTDb Ha PyHaMeHTaJIbHBII Bonpoc “YTo Takoe ncKyccTBo?”
B npomuecce paccMOTpeHMsI U3BECTHBIX (PAKTOB, Mbl BUAMM, 4TO He
TOJIBKO XMBOIIUCH ¥ CKY/IBIITYpa, HO U poTorpaduu, 1 TEKCTHI, U
Hali/leHHble 0OBEKTDI, ¥ aKI[UY, I MHOTO€ IPYyroe TakXKe SABJISeTCs
UCKYCCTBOM. B ILie/IoM MBI JOJDKHBI IPU3HATD: “BCE, YTO YTOTHO
MOXeT ObITh McKyccTBOM!” OTBET XOPOII, HO HACTOBKO OO1II, 4TO He
ABJIAeTCA onpepeneHneM. [IpuiuIo BpeMs IOHATD, YTO OTBET JISKUT
He B 067macTyt GaKTOB MCTOPUM MCKyccTBa. [Ipniio BpemMsa nckarb

AHA/INTNYIECKOE pelIeHE.

2. Ananutmyeckuii nopxop K uckyccrsy. Kpurepuii Kouryra.
B 1969 rony I>xo3ed Komuryt ony6mmkoBan cBOX NPOrpaMMHYIO
cratpio “VckyccTtBo nocne ¢punocoduu’. B aroir crarbe Kouryt
OMIChIBAET MCKYCCTBO KAaK aHAIMTUUECKYIO AMCLMUIUIMHY. BoT 4TO

OH IINIIET:

« A. J. Ayer npMBOOUT KaHTOBCKOE€ pa3auulie MEXIY
QHAIUTUYCCKUMU UM CUHTETUYECKUMMU CYXAEHUSIMHU,
KOTOpPO€ MOXXET HaM MPUTOAUTHCS: “TIpemioKeHue sIBIseTCs

AHA/JIUTUYIECKUM, €C/IN €ro IpaBOMEPHOCTb 3aBUCUT
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viewing the known facts, we have to admit: “Anything can be art!”
Unfortunately, this answer is so all inclusive that it is not a defini-
tion. It became more and more clear that the answer lies not in the
history of art, but in art's morphology. The time came to look for
an analytical approach.

2. The Analytical Approach to Art. Kosuth's
Criterion.
In 1969, Joseph Kosuth published his seminal article “Art after Phi-
losophy.” In this article, Kosuth describes art as an analytical dis-
cipline. I will recite some of his words here:

A. J. Ayer’s evaluation of Kant’s distinction between analytic and
synthetic is useful to us here: “A proposition is analytic when its
validity depends solely on the definitions of the symbols it contains,
and synthetic when its validity is determined by the facts of expe-
rience”.? The analogy I will attempt to make is one between the art
condition and the condition of the analytic proposition. In that they
don’t appear to be believable as anything else, or be about anything
(other than art) the forms of art most clearly finally referable only
to art have been forms closest to analytical propositions.

Works of art are analytic propositions. That is, if viewed within
their context - as art - they provide no information whatsoever
about any matter of fact. A work of art is a tautology in that it is a
presentation of the artist’s intention, that is, he is saying that that
particular work of art is art, which means, is a definition of art.
Thus, that it is art is true a priori (which is what Judd means when

he states that “if someone calls it art, it’s art”).?

UCK/IIOUNTENbHO OT OIpefe/ieHNs CUMBOIOB, KOTOpPble OHO
COIEP>XUT M CUHTETUYECKUM, €CIM ero IPaBOMEpPHOCTb
omnpepensercs pakTamMy ompita’.? AHANIOTUA KOTOPYIO 51 6yny
IIBITATbCA POBECTH, TO AHA/IOTYA MEK/Y COCTOSIHUEM UCKYCCTBA
Y COCTOSIHMEM aHaIUTUYECKOTO CYX/ieHusl. ... [IpousBeneHns
MICKYCCTBA SABJIAIOTCSA aHAIMTUYCKUMI TIPeAIoKeHIAMM. To eCTb,
eCIIi paccMaTpUBAaTh B VX KOHTEKCTE MCKYCCTBA - KaK ICKYCCTBO,
— OHU He [AI0T abCOMIOTHO HUKaKOI MHMOpMALu 0 4éM 1160.
ITpousBeneHMe UCKYCCTBA — 9TO TABTONOIMS B TOM CMBICTIE, YTO
3TO Ipe3eHTaLNs 3aMbIC/Ia XyJOKHIKA, TO €CTb OH TOBOPUT, YTO
TaHHOE IIPOV3BefeHe CKYCCTBA — 3TO MCKYCCTBO, YTO O3HAYaeT
4TO 9TO U eCTb OIpefie/ieHNe UCKYCCTBA. TakuM 06pasoM To, 4TO
9TO MCKYCCTBO SB/IACTCS UCTUHOM anpyuop (9TO KaK pa3 3HauUUT
T0, 4TO J>Kajj MMeeT BBULY, KOTZja OH YTBEP)KMIALT, 4TO “eCIIi KTO-

TO Ha3bIBAET 3TO UCKYCCTBOM, TO 3TO MCKYCCTBO ).»’

Ccpika Ha aHarmTIdecKoro ¢pumocoda A. JIx. Ajiepa He cnydaitHa.
B cBoeit pabote "SI3bIk, ncTuHa 1 moruka" Ariep mpeqaaraet Tak
Has3pIBaeMBbIll MPUHUUI BepupUKauu: “IpeiioxeHyue MMeeT
OYKBaJIBHBII CMBICTI, €C/IU U TOJIbKO €C/IV YTBepK/eHue, KOTopoe
OHO BBIp@XKaeT, MO>KET OBITh IIPOBEPEHO MO0 aHATUTUYECKH, T1O0
smnupudeckn.* VI3 aToro cienyeT, 4TO IOCKONBKY 3CTeTUYECKME
CY>KIEHMsI OTHOCSTCS K YYBCTBAM, OHM He MOTYT ObITb He3aBUCUMO
HOATBEP)K/IeHbI VJIM OIIPOBEPrHYTHI. TakuM 06pa3oM, acTeTdeckme
CYXJieHls, 10 AJiepy, He UMeIoT cMbicia. IloaToMy McKyccTBO
0CBOOOXX1aeTCsI OT HEOOOCHOBAHHBIX ICTETUYECKUX IIPETEH3NII.
IToaToMy HaM HY>KeH APYToil KpUTEPUIl OLIEHKY MCKYCCTBA.

Hogsrit kpurepuit He 3acTaBui cebst Joro xpate: « ' LleHHOCTD"

KOHKPETHDIX XYTO)KHMKOB I10C/1€ HIOIHaHa MOJKET OBITh OIlpefie/IeHa B
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The reference to analytic philosopher A. J. Ayer is not acciden-
tal. In his work Language, Truth and Logic, Ayer proposes a so-called
Verification Principle: “A sentence had literal meaning if and only if
the proposition it expressed was either analytic or empirically verifi-
able.”* For our understanding of art, it infers that since the aesthetic
statements pertain to feelings, they cannot be independently con-
firmed or denied. Therefore, aesthetic propositions have no mean-
ing. Therefore, art is liberated from frivolous aesthetic judgments.
Therefore, we need a different criterion for art evaluation.

That new criterion was forthcoming: “The ‘value’ of particular
artists after Duchamp can be weighed according to how much they
questioned the nature of art; which is another way of saying ‘what
they added to the conception of art’ or what wasn’t there before
they started.”” Here we propose to replace the ambiguous “value
of an artist” with the more concrete “value of an artwork.” We also
propose to unify both statements into one proposition and call it
Kosuth's criterion:

The “value” of a (conceptual) artwork is not in its aesthetic quality, but
in what new this artwork adds to the concept of art, or in other words,

what was not part of art before the work was done.

By now Kosuth's criterion has become the benchmark for evaluating
new art. In essence every time we judge someone's work, saying
“There is nothing new in this work,” or “So and so already did an
artwork like that,” we are applying Kosuth's criterion.

COOTBETCTBUM C TeM, HACKOIbKO OHM CTaBW/IN IO COMHEHME IPUPOLRY
MCKYCCTBa; MM, YTO TO XKe caMoe: "UTO OHM JOOaBI/IN K KOHLENUN
MCKYCCTBA", WJIM Yero >ke TaM He ObUIO O TOro, Kak OHM Hadamu.”’
MbI ipeparaeM 3aMeHUTb HEOJHO3HAUYHOE “LIEHHOCTD XY/IOXKHIKA”
Ha 60/1ee KOHKPETHOE “IIleHHOCTb ITPOM3BEJeHNA VICKYcCTBA.” MBI
TAKOKe TpeiaraeM 00beqUHNTD 00 3asIB/IEHNSI B OJTHO IIPEIOXKEHIE
u HasBaTb ero kputepuit Komryra: “IleHHOCTD” (KOHLIENTya/IbHOTO)
[IPOV3BENEHNSI COCTOUT HeE B €10 CTETUIECKUX KA4eCTBAX, HO U B TOM,
YTO HOBOTO 3TO IPOM3BeeHNe [0OABIAeT K KOHIIIIINY UCKYCCTBa',
WUTH, MHBIMI CTIOBaMU, TO, YTO He OBIIO YaCThI0 MCKYCCTBA, IPEXe
4eM IpousBeneHe ObIIO CO3/JaHO.

B Hacrosmee Bpemsa kputepuii KolryTa cTan 3TaJOHOM OLIEHKN
HOBOTO MCKYCCTBA. B CYIIHOCTY, KaXKAAbIil pas, KOIa Mbl CYAUM
9YbI0-TO PaboTy, CKa3as, YTO “HET HUYEro HOBOTO B 3TON pabore”
VLY 9TO “TaKO¥i-TO XYJOXKHUK Y>Ke CeNa IOoJ00HOoe IpOoK3BefieHNe

JMICKYCCTBa, — Mbl IpuMeHsieM Kputepuit Komryra.
y y

3. I[Tapapoxc Ckepcuca.
MbI MOXeM IPeACTaBUTb KPUTepHit B Buje GOpMyIbL:
I=(AUN)-A
Ime: I - o3HayaeT “LleHHOCTH” HOBOTO MCKYCCTBA;
A — CMBICTIOBOJI [JOMEH CYLIECTBYIOI[ErO MCKYCCTBA;
N - CMBICTIOBOJI JOMEH HOBOCO3[JAHHOTO [IPOM3BEEHMSI.
MpI Tak>Xe MOXeM IPefiCTaBUTh 3Ty popMyny B popMe Kpyros

ditnepa:
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3. Skersis' Paradox.
We can state the criterion as a formula:
I=(AuN)-A
Where: I - stands for the “value” of the new artwork;
A - for the meaningful domain of known art; and
N - for the meaningful domain of new artwork;
Or we can state this formula in the form of Euler's circles:

N
A
Kosuth's criterion is fundamental for contemporary art. However,
the slight clarification of it stated above in accordance with logic
shows that it is a paradox: The most important part of a new artwork
is not art.

I have taken the liberty of giving the paradox my name because
the formal statement I=(AUN)-A describes a meta-fragmal, mea-
ningful transformation that states that the Innovation (I) of a new
work lies outside of the previously defined domain of meaning (frag-
ma). In this particular case, outside art.

Conclusions
1. The very part that makes an artwork into a conceptual artwork
is not art. In other words, conceptual art is not art, at least at the
moment of conception.
2. It follows that we have found the partial solution to Duchamp's
question “Can one make works that are not works of art?” The ans-
wer is “yes.” It will be a conceptual work.

Kpurepuit Komryra siB/1sieTCs1 OCHOBOIIO/IArAIOLINM JJ/IS1 COBPEMEHHOTO
nckyccrBa. OgHako, He6OIbIIOE YKAa3aHHOE BBILIE YTOYHEHME
IIOKa3bIBAET, YTO ITO [APALOKC:

Haub6osee BaXHOIT YaCThIO CO3/1aBa€MOr0 IPOM3BENEHNs MCKYCCTBA
SIBJISIETCSI TO, YTO MICKYCCTBOM He SIB/ISIETCS.

51 B3s1 Ha ceBs1 CMENOCTD JJaTh MapajoOKCy MOE MMsl, TOCKOIBKY
¢dopmyna

I=(AUN)-A

omuceiBaeT MeTadparmajabHOe, CMBICIOBOE IpeoOpasoBaHMe
roBopsiiiee 0 TOM, 4yTo uHHOBaLus (I) Bcerza HAXOAMTCS 3a IpefeIaMu
paHee OIIpefie/IEeHHOTO CMBICTIOBOTO foMeHa (¢pparmsr). B naHHOM

KOHKPETHOM C/1y4ae, 3a IpeaelaMI ICKyCCTBa.

BriBombI
1. Ta camas 4acTp, YTO JHenaeT IPOU3BeHeHME MCKYCCTBA
KOHIIEIITya/IbHBIM NIPOU3BefieHIIeM UCKYCCTBA — 9TO TO, YTO He eCTh
MICKYCCTBO. [IpyruMy clToBaMM: KOHLIENITyaIbHOE UCKYCCTBO-- 9TO He
MCKYCCTBO, IO KpallHell Mepe, B MOMEHT CO3JaHN .
2. OTcrofa ClIefyeT, YTO Mbl HallUIM YaCTUYHOE pellleH1e BOIpoca
Hiomana “MoXHO 1M CcO3maTh HPOU3BEINEHUE, KOTOPOe He
SBJISIETCA Ipou3BefeHueM KuckyccTBa?” OTBer — “ma”. Oro Oygmer
KOHILIENITya/IbHOE IIPON3BefieHIe.
3. dyHpaMeHTaNIbHBIM Bopoc [JiolraHa He MOXeT OBITh pellleH B
paMKax MCKYCCTBa.
4. MbI co3paéM MeTafUCUUIUIVHY MCCIEAVIOUYI0 MCKYCCTBO.
To4yHO Tak >ke Kak MaTeMaTMKM JIO HaC CO3[ja/Iyl MeTaMaTeMaTUKy
C eAMHCTBEHHO LIe/IbI0 U3yYeHUsI OCHOB CBOEI AUCIUIIIMHEL,
TaKXKe Y MbI JOJDKHBI CO3JaTh METAMCKYCCTBO, YTOOBI YICC/IE0BATh

MOpPGOIOrnio Halleil AVCIUIUINHBL.
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3. But the fundamental question cannot be resolved within art.

4. We are creating a discipline that observes art. Just like mathema-
ticians before us created meta-mathematics for the sole purpose of
investigating the foundations of math, so we have to create meta-art
to investigate the morphology of our discipline.

5. Conceptual art is not art, but, in keeping with tradition, we pro-
pose to call this discipline Analytical Conceptualism.
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Moscow Conceptualism
Challenging Authorship:
Dmitrii A. Prigov & Lev
Rubinshtein

TOMI HUTTUNEN

As one of the primary ideas of Russian Conceptualist poetry one
could identify the employment of different languages of culture
speaking to each other instead of an author exploiting them for his
or her speech. It is worth pointing out that when Roland Barthes -
the famous French structuralist, post-structuralist and semiotician
- traced in 1968 the origins of his widely spread metaphor of the
“death of the author” in literature - he stressed the idea of this very
language-speak: “...it is language which speaks, not the author; to
write is, through a prerequisite impersonality (not at all to be con-
fused with the castrating objectivity of the realist novelist), to reach
that point where only language acts, ‘performs’, and not ‘me’.” This
notion seems very apt in relation to Conceptualist poetry.

My intention is to discuss the Conceptualist poets Dmitrii Alek-
sandrovich Prigov and Lev Semyonovich Rubinshtein in an imme-
diate connection with some main objectives of Roland Barthes'’s
notion of the “death of the author” and analyse the ways in which

MocKOBCKUi
KOHIIEIITYa/IN3M OCIIapyUBaeT
aBTOPCTBO: IMuTpui
ITpuros u JleB PyOounurreitn

TOMW XYTTYHEH

B kxauecTBe OOHOI U3 KIOYEBBIX MIAeN KOHIENTYanMCTCKON
11033UM MOXXHO Ha3BaTb aBTOHOMHBII pa3rOBOP S3bIKOB KY/IbTYPHI,
npoucxonAimuil 6e3 BMelIatenbcTa aBTopa. Korma Poman bapt
B 1968 roay mpuMeHsn cBow MeTadopy «CMepTb aBTOpa» B
JUTepaType, OH MOJYePKMBA UJeI0 A3bIKOBOI pedul: «<TOBOPUT He
aBTOP, @ SI3BIK KaK TAKOBOJI; MMCbMO €CThb M3HAYaIbHO 00e3IyeHHasI
[esATeNnbHOCTD (3Ty 06€3/MMIEHHOCTh HU B KOEM CIydae Helb3s
IyTaTh C BBIXOJIAIIMBAOLIEN 0O BEKTUBHOCTBIO [IMCATENIA-PEATNCTA),
[03BOJIAIONLIAA JOOUTHCSA TOTO, YTO YoKe He “A’, a caM A3BIK AeJICTBYeT,
“nepdopmupyer’».> ITO 3aMedaHMe OKa3bIBACTCS BEPHBIM B CIIydae C
KOHIEIITYya/IMCTCKO IT093MeENA.

B HacTos111el cTaThbe MBI 06CYXKaeM 033110 KOHIIENTYa/IMCTOB
Ovmutpusa Anexcanpgposuda IIpurosa u JIbBa CemeHOBHUYA
PybuHIinTeliHa B HEMIOCPEACTBEHHOM KOHTAKTe C HEKOTOPBIMMU
OCHOBHBIMU YTBEPXKJeHUAMN OaPTOBCKOTO U3JIOXKEHUA «CMEPTH

aBTOpa», M paccMaTrpuBaeM, KaK KOHLIENTYyaancCcTaM yhanocCh
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Russian Conceptualists have managed to challenge authorship in
literature, Russian literature in particular.

The Conceptualists confronted the language, or the languages,
of previous or, to them, contemporary art, especially that of the
Soviet official culture. In his “Theses on Metarealism and Concep-
tualism”, Mikhail Epstein stated rather openly: “Conceptualism
plays with the perverted ideas that have lost their real-life content,
or with vulgar realia, whose idea has been lost or distorted.” The
relation with Western Conceptual art is obvious: if a Conceptualist
in general is paying attention to the laws of artistic signification,
a Russian Conceptualist tries to do the same with his or her own
tradition, mainly with the authoritative discourses of late Soviet
culture, meaning also the canonical reception of the classics of the
nineteenth century.

The main focus was, on the one hand, on aesthetics and the
language of Socialist Realism, but, on the other hand, on logocen-
tricism, especially on authorship. In a Conceptualist’s text, when
languages spoke with each other in polyphony, the author became
necessarily alienated. Metacommunication becomes a means of al-
ienating the author of speech. Nevertheless, the general definition
of Conceptualism should not be too practical, since, according to
Viachesliav Kuritsyn: “Conceptualism is more than concrete prac-
tice; it is an artistic philosophy, only often inseparable from artistic
expression or from the existence of forms of that kind.”* Perhaps
Conceptualism was only reflecting the processes of communism,
since Mikhail Epstein would much later define Russian Postmod-
ernism as “the highest and final stage of communism.”

Dmitrii Aleksandrovich Prigov’s assertion about the poet’s sta-
tus in Russian society is closely related at its early stage to the poet’s
right to be a poet - or a prophet without honour, not recognised in
his own land:

Dimitri Prigov:

Today, 1988. Photo: Kimmo Sarje.
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In Japan I would be Catullus
In Rome would be Hokusai
But in Russia I am the same
Asin Japan Catullus

And in Rome clear Hokusai
Would have been.

One of Dmitrii Prigov’s earliest and most straightforward contri-
butions to the question of authorship in Russian culture was a poetic
collage entitled Obituaries (Nekrologi, 1980). This collection of lite-
rary obituaries was one part of Prigov’s writings dealing with Soviet
and Russian cultural realia. Written in 1980, the obituaries include
the canonised, the Great Russian Writers, the classical authors of
nineteenth century Russian literature: Pushkin, Lermontov, Dos-
toevskii and Tolstoy. The obituaries for the writers were written in
the late Soviet newspaper style with the help of phraseologisms and
with minimal reference to the biographies of the actual writers in
question. In this particular work, Prigov operates with languages
rather than texts themselves, that is, with discourses rather than
representations. The series begins, just as it does in every canonical
listing of Russian writers, with ‘the great Russian poet’ Aleksandr
Sergeevich Pushkin:

The Central Committee of the CPSU, Supreme Soviet of the USSR, and
Soviet Government with the deepest sorrow announce the death of the
great Russian poet Aleksandr Sergeevich Pushkin, on February 10 (Ja-
nuary 29), 1837 at the age of 38, as a result of a tragic duel.

Comrade Pushkin A.S. had an exceptionally principled character of
responsibility, high morality and a disciplinary attitude towards him-

OCYILIeCTBUTDh CBOI0 BepcUi0 yOUIICTBa aBTOPCTBA B PYCCKOI
NuTEeparype.

KoHIenTyamicTsl OIpoBepray A3bIK WK A3bIKU MIPEbIAYILEro,
VIV COBPEMEHHOT'0 C HUMM MCKYCCTBA, B YaCTHOCTH, I3bIKA COBETCKOM
odunmanbHoi KynbTypsl. B cBoux «Tesmcax o Merapeanusme
U KOHIenTyanuaMe» Muxann DNIITeH JOCTATOYHO OTKPBITO
KoHcTaTupoBan: «KoHIeNTyanusM MrpaeT Ha M3BpalleHHBIX
UpesX, yTPATUBILMX CBOE peajlbHOe HAaIlOMTHEHNe, VJIM Ha ITOLIbIX
peanusax, yrpaTUBLIMX WM VICKa3UBILINUX CBOIO Ufeo».> OTHOLIeH e
K 3alaJHOMY KOHIIENITyaanu3My OKa3blBaeTCs OYeBUILHBIM: €CIIU
OOBIYHBII KOHILIENTYaINUCT ObpalllaeT CBOe BHMMaHNUe Ha o0Ine
3aKOHBI Xy 0>KECTBEHHOI CUTHMU(DUKALIVN, PYCCKUI KOHLIETITYaIUCT
cTapaeTrcs oOpamaTbCs K CBOEN TPajULiMK, [TTaBHBIM 00pa3oM, K
aBTOPUTAPHBIM JUCKypcaM (B TepMmuHonoruu Anekces IOpuaka)
IIO3[IHENl COBETCKOI KYIbTYPbI, KyAa BKIIOYAaeT M KAaHOHMYECKOe
BocrnpusATHe Knaccukos XIX Beka.

OCHOBHOe BHMMaHHeE, C OFHOII CTOPOHBI, Y€NeHO 9CTETUKE U SI3BIKY
colpeanusMa, a, ¢ Pyroit CTOPOHBDI, TOrOLeHTpyU3My. B MHOrOTONMIOCHY
KOHIIEIITYa/IMCTCKOTO TEKCTA, KOIZAa sI3bIKY, KaK TAKOBBIE, TOBOPAT
MeXny coboi1, aBTop HeobxoamuMmo otdyxaercs. KoHnenryamucrckas
MEeTaKOMMYHMKALYsA OKa3bIBAeTCs, TAaKUM 00pasoM, MpueMOM
ocTpaHeHMsa aBropa peum. OpHako, obllee ompejeneHue
KOHIIENITya/M3Ma He JO/DKHO OBITh CIMIIKOM IIParMaTYHbIM, TaK
Kak, cornacHo BsuecnaBy Kypuiipiny, «<koHIenTyanmnsm — 3To 6oblie
YeM KOHKpeTHas MIPaKTUKa, 9TO XyR0XKeCTBeHHas punocopus, MHOTAA
pocTo 6e3pasnnyHas K GopMaM BBIPaKEHMS U aXKe K HATUINIO
Taknux ¢popM Boob1e».* MoXKeT 6bITh, KOHLIENITYaIU3M OTpaXkasl
TOJIBKO IIPOLIeCCHl IIOCTPOEHNA KOMMYHM3Ma, TaK KaK 3aMeTHO
no3gHee Muxan DNINTENH OIpefen PyCCKUit IIOCTMOIEPHU3M Kak

«BBICIIYIO I OKOHYATE/IbHYIO CTA[IVII0 KOMMYHU3Ma».’
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self and the people surrounding him. In all the posts he held, he showed
unquestioned loyalty to the duty he was assigned, military bravery, and
heroism, the highest qualities of a patriot, citizen and poet.
He will always remain in the hearts of his friends and the ones who
knew him closely as a playboy, boozer, womaniser and mischief-maker.
Pushkin’s name will live forever in the people’s minds as a torch of

Russian poetry.

It was only natural for Prigov to choose Pushkin as one of his targets
for the Russian straightforward version of challenging authorship.
As one of the Formalists, Iurii Tynianov once stated, every gener-
ation in Russian literature has to battle against Pushkin. The Con-
ceptualists did this in many ways of manipulation: Prigov treated
Pushkin as a word rather than a person; he performed Pushkin’s
Evgenii Onegin in a manner of a Buddhist monk, referred to Pushkin
in his Enchanting Star of Russian Poetry. The procedure followed in
these obituaries is mechanically Conceptualistic, typical of Prigov
at the time. The first two paragraphs remain identical (except for
the name, of course) in each of the obituaries. This recycling of
phraseology, eventually, decodes their significance, and the reader
is left with lines empty of any meaning. The only subjective elements
that remain are the characteristics preceded by the description
identical to all the authors: “He will always remain in the hearts of
his friends and the ones who knew him closely a [...]” Lermontov is de-
scribed in this context as someone who is a “troublemaker” and a
“visionary.” Dostoevskii has a “suspicious character”, and Tolstoy is
a “big gentleman fascinated with Buddhism, Tolstoyism and over-
simplification”. By juxtaposing different authoritative discourses
and stereotypes, Prigov enables the appearance of the reader in-

Yreepxpaenne Imurpus Ilpurosa o craryce n1osta B pycCKOM
ob1recTBe 6IM3KO CBSI3aHO C MPABOM I103TA OBITH TOITOM — VK

IIPOPOKOM, KOTOprﬁI HE IMEET Y€CTU B CBOEM OTECYECTBE!

B Anonuu s 6 6vin Kamynn

A 6 Pume 6vin1 61 Xoxycaem

A som 6 Poccuu 51 mom camulii
Ymo eom 6 Anonuu — Kamynn
A 8 Pume — vucmuvim Xoxycaem
Botn 6oL,

OpvH u3 Hambosee paHHUX TeKCTOB IIpurosa, o6CcyXparommx
BOIIPOC aBTOPCTBA B UCTOPUM PYCCKOM KYNbTYPbl — IO3TUUECKUIA
komnax Hexponozu (1980), rie nutepaTypHble HEKPOJIOTY CBSI3aHbI
C COBETCKMMM U PYCCKMMM Ky/IbTYpPHBIMU peanuaMu. HammcanHble
B 1980 ropy, HEKpOJIOIY 3T IOCBAIIEHbl KAHOHNYECKUM «Benmkum
Pycckum Ilucarensam», T.e. knaccukaMm nureparypbl XIX Beka:
[Tymxuny, JlepmontoBy, [loctoeBckomy 1 Tonctomy. OHM HanMcaHbI
B CTUJIE TIO3HECOBETCKIUX Ia3€eT C MCIOIb30BaHMeM Gppa3eonorn3MoB
Y MIHUMAJIbHBIX CBefleHumi u3 6uorpaduit nucatesneit. B atom kommaxe
[Tpuros, B XapaKTepHOM Ji7i1 PyCCKOTO KOHIIENTyann3Ma CTUJIe,
onepupyeT Oosblile ¢ A3BIKOM, 4eM ¢ Tekctamu. Haunnaercs ero
KOJIJIaX, KaK BCerjja B KAHOHMYECKUX CIMCKAaX PYCCKUX MUcaTene,

¢ «Bemmkoro Pycckoro ITosta» Anexcangpa Cepreesnuuya Ilymkuna:

Lenmpanvnwiii Komumem KIICC, Bepxosnuiii Cosem CCCP,
Cosemckoe npasumenvcmeo ¢ ny6oKkum npuckopbuem coobujarom,
umo 10 pespans (29 aueaps) 1837 200a Ha 38 200y #u3Hu 6
pesynvmame mpazuueckoti 0yanu 000p6anace #HusHo 6e1UK020
pycckoeo nosma Anexcanopa Cepeeesuua Ilyuxuna.
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stead of the “dead” authors, since this text has eventually no au-
thor. There is no one responsible for the discourse, since the “dead
writers” are openly simulative and the author - the poet Prigov - is
only an organising figure, assembling these fragments of different
alien discourses.

As Roland Barthes put it: “The writer can only imitate a gesture
that is always interior, never original. His only power is to mix writ-
ings, to counter the ones with the others, in such a way as never to
rest on any one of them. Did he wish to express himself, he ought at
least to know that the inner ‘thing’ he thinks to ‘translate’ is itself
only a ready-formed dictionary, its words only explainable through
other words, and so on indefinitely.”® It is obvious that the reader
of the text is left with a simple impression about the discourses
Prigov has juxtaposed, an impression about their original contexts.
The reader is finally compelled to bind them together, into a cen-
tralised meaning. This is what Barthes refers to as ‘the readerly’ in
his writings. According to him, the reader is: “... thereby plunged
into a kind of idleness - he is intransitive [...] left with no more than
a referendum.”” On the contrary, a writerly text gives the reader
control over the discourses of the text. Against all expectations, in
Prigov’s Obituaries the final and logical disappearance of the author
is transformed into a strange resurrection in the last obituary:

The Central Committee of the CPSU, the Supreme Soviet of the USSR,
and Soviet Government with the deepest sorrow announce that on June
30, 1980 in the city of Moscow at the age of 40 years lives Prigov, Dmitrii
Aleksandrovich.

Tosapuuwya Ilywxuna A.C. eceezda omauuanu
NPUHUUNUATLHOCMD, HYBCHME0 O0MBEemcmeeHHOCMU,
mpebosamenvHoe omHoueHue k cebe u oxpysarowum. Ha
écex nocmax, Kyoa ezo NOCobLIANU, OH NPOSE/AT 0e33A6eMHY 0
npedaHHoCmb NopyUeHHOMY 0eny, 60UHCKYI0 0MBazy U 2epoU3m,
BbICOKUE KAYECNB8A NAMPUONA, 2PAKOAHUHA U NOIMA.

OH Haescezda ocmarnemcs 6 cepouax opy3seil u 6IU3KO 3HABUUX
e20 Kax eynaKa, 6anazyp, 6aOHUK U 0XATbHUK.

Wms Iywikuna eeuno 6yoem iumov 6 NAMAMU HAPooa Kax
c6emoua pycckoil noI3ul.

JocTaTouHo ecTecTBeHHO, uTo [Tpuros Boibpan IlymkuHa B KayecTBe
OJIHOTO U3 CBOUX «00BEKTOB» HaNa/ieHNs IpK YOUIICTBE aBTOPCTBA.
Kax ognaxxapl koHcTaTMpoBan popmamict F0puit TeiHAHOB, KaXx0e
IIOKOJICHNUE PYCCKOII TUTEPATyphl HEOOXOMMO CTPOUT KOHPIMKT €O
csouM [lymxkuabiM. KoHIenTyammucTs! geman 3To pa3HbIMU BUJAMMI
MaHunynauuu: I[Ipuros nepepopmynuposan Eezenus Onecuna
[TymxmHa Ha s3bIKe OYUIICKOro MOHaxa U ccputancs Ha IlymkuHa B
cBoelt pabote «36e30a nneHumenvHas pycckoti noasuu». Ilpoenypa B
Hexkponoeax 4acTo MeXaHUCTUIECKU-KOHIENTYaICTCKAs, TUIIMIHAS
ms Ipurosa. IlepBblie iBa ab3alia OKa3bIBAlOTCSI HEM3MEHHBIMMI U3
HeKpOJIora B HeKpoJIor (KpoMe MMeHH, KOHe4YHO). Takoe ynorpebnenne
¢paseonorun, B KOHIle KOHLIOB, HEKORMPYET €€ CMBICTIOBOI
moTeHNMalI. Ynraresb, IpOINTABIINI TEKCT, OCTAETCA CO CTPOUKAMMU
6e3 CMBICTIOBOTO cOfiep>KaHuA. EquHCTBeHHBIe CyObeKTUBHBIE
3/IEMEHTBI, KOTOPble OTMEYAIOTCAA B TEKCTE, MBI OOHApYy>XKMBaeM B
XapaKTePUCTUKAX, CNIEAYIOLUX 32 OMHAKOBBIMU onucaHmuAMm: «Ox
Haecez0a ocmanemcs 6 cepouax Opyseti u 61U3KO 3HABUUX €20...»

HCPMOHTOB XapaKTEepU3YyeTCA B JTaHHOM KOHTEKCTE KaK «4€/I0BE€K
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If the classical, canonical and authoritative, writer was finally
dead for the Conceptualists, what was left? What kind of conclusion
did Dmitrii Prigov have to offer? It could not be the Barthesian Text,
since after the Conceptualistic operation there is no text left, there
are only traces of different contexts, where the languages - now
speaking to each other without the presence of the author - have
first appeared and then disappeared. Vsevolod Nekrasov, one of the
Conceptualists, even began calling the movement ‘contextualism’.®
Then, after the Conceptualist death of the author and even after
the disappearance of the text, what emerges is - Prigov himself.

His conclusion is the unlikely and metafictional reappearance of
authorship, since the poet Dmitrii Alexandrovich Prigov becomes
his own hero. His role as a postmodernist poet equals the impossible
(for the Western postmodernists) role of the Great Russian Poet.’
Prigov reconstructed an image of the poet, standing behind all these
collectively impersonal discourses, an image of a meta-poet. As An-
drei Zorin says, “to avoid his oeuvre’s treatment as ironic, Prigov
[...] gives his creation his own name and own life: wife, son, friends,
apartment in Beliaevo, habits and tastes.”® A resurrection of the
dead author? Perhaps, but only on another level, since his heroes
are also meta-heroes, like Ronald Reagan, for example.

The poems on Ronald Reagen were written as early as 1983, that
is, well before Gorbachev and Reagan met at the Geneva Summit
(1985). But Reagan stands here not for himself, but for a metaphys-
ical force (evil). One of Prigov’s main and best-known meta-heroes
is the celebrated Milicianer (militiaman), the holder of power, the
Official of the Officials. He could be considered the opponent of
Reagan, that is, the representation of metaphysical goodness. One
of the most illustrative examples is their dialogue, where Reagan
asks the Milicianer for mercy, but he only replies that “we” - mean-
ing the collective of the Soviet people, of course - “can only judge”:

TSDKENIOTO M BCIIBUIBYMBOTO XapakTepa, OpeTep M BU3MOHEp»;
IHOCTOEBCKUI — KaK «4enoB8eK HenuHblil U noaospumeﬂbubta,
HadesleHHbLTl MANCETLIM HedY20M U NAMAMbIO OCHPOICHBIX TIem»;
Toncroit — Kak «6onvutoll bapun, yenekasuiutics udeamu 6yoousma,
moncmoscmea u onpoujerus». CornocTasiAd pasHble aBTOPUTAPHbBIE
BUCKypchl, [Ipuros fenaer BO3MOXKHBIM IIOPOXK/I€HME YMTATEIS
B3aMeH «MePTBBIX» aBTOPOB, TaK KaK y 9TOrO TEKCTa, B KOHIIE KOHI[OB,
HeT aBTOpa. HMKTO He HeceT OTBETCTBEHHOCTHU 3a 3TOT JUCKYPC,
IIOCKO/IbKY MepPTBBbIe MUCATeIN OTKPBITO CUMY/IITUBHBL, 1 CAM aBTOP
OKa3bIBAeTCs NMIIb OPraHU3YIOLIMM CyOBEKTOM, KOTOPBLI cobMpaeT
3TU (PparMeHThl YyXKUX AUCKYPCOB B eUHOE LieTIoe.

ITo cnoBam Pomana bapTa, «0OH MOXXeT IMIIIb BEYHO MOJPa’KaTh
TOMY, 4TO HAIMICAHO IIPeXKAe ¥ caMo IIJICAT0Ch He BIIEPBBIE; B €TI0
BJIACTM TOJIDKO CMEILVBATD UX APYT C APYroM, He ONMpasich BCeLeIo
HU Ha OJVIH M3 HUX; eC/IM ObI OH 3aXOTesI 8bipa3ummv cebsi, eMy Bce
PaBHO C/IefloBaIO ObI 3HATh, YTO BHYTPEHHAA “CYLHOCTD , KOTOPYIO
OH HaMepeH “IlepefaTh’, €CTb He YTO MHOE, KaK y>Ke TOTOBBII
C/I0Bapb, I7ie C/I0Ba OOBACHSAIOTCA MNIID C IIOMOLIBIO IPYTUX C/IOB,
" Tak o 6eCkoOHeYHOCTN».* OUeBUIHO, YNTATENIO0 OCTAETCS INIID
IIpefiCTaB/IeHNe O TeX SA3bIKaX, KoTopble [Ipuros-aBTop comocrasur,
npefctaBiaeHre 00 MX OPUTMHATbHBIX KOHTEKCTax. Bompeku
BCceM OXUJaHUAM, B Hekponoeax IlpuroBa oKoHYaTelbHOE U
HOCTIeoBaTeNIbHOE MCUe3HOBEHE aBTOPa IIpeobpasyeTcs B CTPaHHOe

BOCKp€IIEHIE B IIOCIETHEM 113 HEKPOJIOTOB:

Henmpanvrotit Komumem KIICC, Bepxognuoiii Cosem CCCP,
Cosemckoe npasumenvcmeo ¢ ny6oKkum npuckopbuem coobujarom,
umo 30 uiona 1980 200a 6 eopode Mockea Ha 40-om 200y Hu3Hu

npoxcusaem Ipucos JImumpuii Anexcanoposud.
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Reagan: Why do you torture my soul?
Militiaman: Because we want to judge it.
Reagan: But that is God’s affair, not ours.
Militiaman: But that is what God created us for.
Reagan: Don’t destroy my poor spirit!

Militiaman:  You have destroyed it yourself.
Reagan: Have mercy! Teach me!
Militiaman: No. You were planned this way. All we can do is judge.

Prigov’s world is made of simple and well-known stereotypical oppo-
sitions, such as good and evil, Milicianer and Reagan, Russian and
Jew. Milicianer carries order and harmony within himself. Prigov
was making obvious efforts in becoming the meta-poet, a simulative
realisation of the “Great Russian Poet”, the one with the last word.
Prigov represented a paradoxical simulation himself: the last Great
Russian Poet at a time when it was impossible to be a Great Russian
Poet, as he himself had shown.

Lev Rubinshtein discusses the question of authorship in sever-
al works. Dmitrii Prigov was searching for collisions between the
codes interacting within a text or a series of texts and concentrat-
ing in the languages themselves, and killed the author in order to
reconstruct the image of a meta-poet. Well aware of this, his closest
colleague Rubinshtein seems to have been more interested in the
relations and spaces in between various genres of speech. Rubin-
shtein’s texts show that Russian Conceptualism in the 1970s-1980s
was far from being merely a play with the literary tradition or an
attack on Soviet-speak.

Rubinshtein worked as a librarian for many years and the job
gave him access to the catalogue cards on which he composes his

Ecnu xnmaccuyecknii, KAHOHMYECKNUIA, «aBTOPUTAPHBII» ICATENb-
aBTOp YMMpaeT B KOJIIaXKe KOHIENTYa/INCTa, YTO ocTaeTcs? Kakoir
BBIBOJ Ipepiaraet noaT IIpuros? 1o He MOoKeT OBITH «TeKcT»
B TpakToBKe PonmaHa Bapra, Tak Kak Iocjae KOHLENTYaanCTCKOM
oIepaluy TEKCTA yKe HeT, OCTalUCh CTiefibl Pa3HBIX KOHTEKCTOB, I7ie
A3BIKY, TOBOPSILIYE Tellepb MeX[Y co00ii 6e3 y4acTus aBTopa, CHayaa
MOSABUJINCH, ToToM ucde3nu. Konuenrtyanuct Becesonon Hekpacos
[a)ke Ha3BaJI IBYDKEHME «KOHTEKCTyamn3MoM».” VITak, Imocie cMepT
aBTOpa U MCYe3HOBEHMs TeKCTa poxkaaercsa cam Ilpuros.

BeiBop, ITpuroBa MO>XHO BOCIIPMHMMATDH KaK HEOXKUJAHHOE U
MeTabenIeTpUCTIYeCKoe BOCKpeLIeH e aBTOPCTBA, TaK KaK IO3T
Omutpuit Anekcanposud [IprroB cTaHOBUTCST CBOMM COOCTBEHHBIM
repoeM. ETo ponb ocTMOepHICTCKOTO I109Ta OTOXKAECTBIACTCA €
HEBO3MO>KHOII ([I/Is1 3aIafHOTO IIOCTMOEPHICTA) poibio Bemnkoro
Pycckoro IToata. IIpuros peKOHCTpyupyeT 006pas moaTa, CTOSIIET0
3a 9TVMU KOJJIEKTUBHBIMMU 0€3/IMYHBIMY IUCKypcaMi, obpas Mera-
noata. Kak Angpeit 3opuH KoHcTaTupoBan, «IIpuros muaer Ha
HeOBIBa/IbIIL SKCIIEPUMEHT — OH OTJaeT CBOEMY AeTUIY COOCTBEHHOE
UM U COOCTBEHHYIO KU3Hb: )KeHY, CbIHa, ApY3eit, KBapTupy B besieso,
HIPUBBIYKM U BKYChI».® BockpenreHne MepTBoro aBropa? Moxer ObITb,
TOJIbKO Ha JIDyTOM YPOBHeE, TaK KaK €ro repou TO>Ke OKa3bIBaIOTCs
MeTa-reposiMi, TaKuMU, Kak Ponanbn Peiiran, Munnnuanep, Espeit

u Teppopucr, Hanpumep:

TpyoHo Ham c Peiieanom xumv
Xouem sce Hac nobeoumn
Besymnuii! ITo6edu cebs!

A He mo max obepremcsi

C Haweti nomousvio npudemcst
Io6excoamv mebe cebs.
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texts, one line or stanza or paragraph per card. For Rubinshtein,
the works do not take their best form on the page. The cards are
their primary and best vehicle. When printed on the page he insists
calling his creations “reproductions”. His poetics is thus initially
based on the material acting itself without the participation of the
Divine Author. The cards as such represent signification potential,
which is actualized only via their interplay in the mind of the reader.

The language speaking for itself is apparent already in
Rubinshtein’s earliest works, such as Catalogue of Comedic Novelties
(1976), where authorship is alienated with the help of the passive
tense, and the freedom of speech is manifested as a catalogue of
what can be said or done.

In 1992 Rubinshtein gave the following definition for
Conceptualism: “The artistic challenge is not so much to create
artistic works as to define the relations between the author and the
text, the text and the reader. Between the ‘presence’ and ‘absence’ of
the author in the text, between the ‘own’ and ‘alien’ speech, between
the direct and the reverse meaning [...] so that there will be an
impression of ‘tremor.’ Of styles, meanings, ideas. An impression
that might be regarded as a key in understanding these texts.”"
Polystylistics, experimenting with the genre differences, intermodal
intertextuality and the question of the communicative network -
these appear as dominant principles in Rubinshtein’s texts - and he
insists on calling these series of bibliographic cards texts instead of
works, for example. This is logical, if we approach the genre from a
Structuralist or Post-Structuralist perspective: the main attention
is given not to the work (in Russian proizvedenie), but to the text
as a participant in communication. Therefore, the text should not
be treated as a product, something final or delivered by someone
(author), but a creative process between the co-operative agents,
participants in the dialogue.

CruxoTBOpeHMe HamucaHo B 1983 rofy, T.e. 3aMeTHO paHblile
coBeTcKo-aMepukaHckoit Bcrpeun M.C. TopbaueBa u P. Pejirana B
JKenese B 1985 r. Opnako Peiiran sgech IpefcTaBiAeT He CaMOTO
ce6s1, a MeTadusndeckoe «3710». OfHUM U3 OCHOBHBIX U Hauboree
U3BeCTHBIX MeTa-TepoeB [Ipurosa sBnsgerca Munuiyasep, HOCUTENb
Brnactu. OH 1 ABAeTCs onmoHeHToM PeliraHa, T.e. IpefcTaBuTeNIEM
MeTadusndeckoro «fobpa». OgHNM U3 Hanbosee IPKUX IPUMEPOB
ABJIAETCSA UX AMAJIOT, rhe Pefiran mpocut MunocTts y Mununuasepa,
HO TOT OTBEYAET, YTO «MbI» — KOJIEKTUB JOOPOTBHI, T.€. COBETCKIUIA

Hapo[], - MO>XXeM TOJIbKO OIIeHKY JaBaTh:

Peiiean: Ioumo mpesoxcume npax moi?

Munuyanep: Ilo mo, 4mo xomum oueHky oamv!

Peiizan: To Oeno Boxcve, HO He uenoseuve!

Munuyanep: A boz Hac Ha mo 30ecb u nocmasun!

Petiean: He ey6ume 6ednyio oyuy!

Munuyanep: Tot cam ee 3a2y6un!

Petican: Cnacume, Hayuume!

Munuyanep: Hem! Tor om 6exa maxum 3amvicren!
A Mol U oueHKy daem.

Mup IlpuroBa mocTpoeH M3 IPOCTBIX M BCeM M3BECTHBIX
CTEpeOTUNNYECKIUX OIIIO3UIUIL, KaK «J00pOo» U «3710», Muunyasep
u Peiiran, Pyccknit u EBpeit (mnn Teppopuct). Munuianep HeceT
HOPSJOK M FApMOHMIO B caMoM cebe. ITpUroB cTpeMuTcs K HO3UIUK
MeTa-I03Ta, CUMYNATUBHONM peanmusauuu «Benmkoro Pycckoro
[ToaTa», HOCKUTENSI OC/IERHETO CnoBa. [IpUroB mpefcTaBisia coboii
NapajoKCa/JIbHYI0 CUMY/IALNIO: OH OKa3ancsa Benukum Pycckum
[TosToM, Korfja ero MosiB/IeHMEe CTAI0 HEBO3MOXKHO, KaK eMy CaMOMy

YHAIOCh yKe YOenUThC.
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One of Rubinshtein’s most celebrated and discussed texts among
critics and scholars is Eto ya (“This is me”, 1995). It could be re-
garded as a late synthesis and a declaration of his Conceptualist
practices, while the text is obviously dedicated to the question of
the communication relations in literature. It is certainly a puzzle for
the reader. The text begins with an introduction to a photo album:

1

This is me."?

2

This is also me.

3.

And this is me.

4.

These are my parents. Probably in Kislovodsk. Inscription:”1952.”
5.

Misha with a volleyball.
6.

Me with a sled.

After being introduced to a captivating and rhythmically construct-
ed family album, the reader is suddenly shown a group portrait,
or, since we are still dealing with words instead of images, a name
catalogue imitating a school class portrait. This photo, consisting of
listing different names of the people “present” in the photo, is anach-
ronistically mixed with Rubinshtein’s own biography. Consequently,
it is acceptable to notice that the author is, at this stage, present in
the text. The text becomes increasingly heterogeneous, while the
new cards keep introducing new genres of reading: film documen-

JleB Pyb6uHIITeH 06CY>XAaeT BOIIPOC aBTOPCTBA B Pa3HBIX
cBOMX TeKcTaX. [Ipuros mckan KOHQIMKTB MEXAY KOJaMI,
CTAJIKMBAIOLVIMICSA BHYTPYU TeKCTa UM CEPUM TEKCTOB, obpalrasn
BHMMaHMe Ha sI3bIKM KaK TaKOBBbIe, M YOMJI aBTOpa PycCKON
TIUTEPaTypPbl, YTOOBI PEKOHCTPYMPOBATh 00pa3 MeTa-moaTa. JHas Bce
3TO, ero OypKanmit Koutera PyOuHIITelH, II0X0Xe, MHTepeCyeTcs
6oplle OTHOLUIEHUAMY M IPOCTPAHCTBAMU MEX/JAY PasHbIMU
xaHpamy peun. TekcTbl PyOuHINITelIHA IOKa3bIBAIOT, KAK MOCKOBCKMII
KOHLIeNTyanm3sM B 1033un 1970-80-X Tof0B fajeK OT OHO3HAYHOM!
UTPHI C TUTEPATYPHOI TpaguLyell Uy aTaK/l Ha COBETCKYIO Peyb.

Py6uHInTElIH MHOTO 7IeT paboTan 6ubnmuoTekapem, 1 paboTa fana
€My JOCTYI K KaTaJIO)KHbIM KapTOYKaM, Ha KOTOPbIX OH IMILET CBOU
TEKCTBI, CTPOUKY, IIPeIOKeHNA W ab3aripl. [y PyOuninTeiiHa TekcT
Ha CTpaHUlle KHUTU He ufieasieH. KapTouky ABJIAIOTCA €ro My4IiuM
npocTtpancTBoM. CBOM HalleyaTaHHbIe Ha CTPaHMUI[AX KHUTY TEKCThI
OH Ha3bIBaeT «PeNpoRyKIusaMu». Ero mosTnka ocCHOBBIBaeTCS Ha
Marepuase, KOTOpbIii paboTaeT CaMOCTOATEIbHO, 6€3 BMeLIaTe/IbCTBA
«boxxecTBeHHOro ABTOpar. KapTouknu, Kak TaKoBble, IPEACTABIIAIOT
€000J1 CMBICTIOBOJI TIOTEHIIMAT, KOTOPBII PeanusyeTcst IUIIb B MBICTIAX
YUTATENA.

SI3BIK, TOBOPAIINIL CaM 3a ce0s, UTpaeT BXXHYIO POTIb Y)Ke B CAMbIX
paHHMX paborax Py6ouHinTelina, Hanpumep, B «KaTtanore komeguitHbIx
HOBIIeCTB» (1976), Te aBTOPCTBO OTYYXK/IaeTCA ¢ HOMOIIBIO IIACCHBA,
a cBoOOJIa C/IOBa MaTepuaaM3yeTCcs B BUie KaTalora BhICKa3bIBaHUIA

VIV OeiCTBUIA:
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c 1.

3

° Moo uem-Hubyov 3aHAMbCA;
w

:’r_\g 1. _ ; : 2.

- Tédssd olen minéd.

Mos#cHo 3aHAMbCA ycmanoeneHuem NOHAMULIHO20 eOUHCEa U
nomMpamumy Ha Mo NOUMU 6ce 6PeMs;

3.

MoskHo 3aHambCa ycmaHosneHuem NPUHUHHO-C1e0CtNBEHHbIX
ces3etl u 3a0bimv 000 6Cem 0CMATLHOM;

4.

MoskcHo 3aHAMbCA NOCPEOHUHECTIBOM MENOY 8e0YULUM U 8e00MbIM
U He 3HAMb, KAKOTi Pe3yNbmam cnedyem cHumamo
NONIOHCUMENTLHBIM;

5.

MoscHo 3aHAMbCA Knaccupuraueii 803MOKHOCMEL ¢ MOUKU
3peHUs cmeneHy Ux KOMeOUtiHOCMU;

2.
Téssédkin olen mini. B cBoe BpeMst PyOuHIITEH [an olpefie/ieH1ie KOHIENTYannu3Ma,

B KOTOPOM OH IIOIY€PKMBAJI PO/Ib OTHOLIEHUIT MEX/Y aBTOPOM U
TEKCTOM, MEXTY TEKCTOM U YUTATEIEM, MEX/Y «IIPUCYTCTBUEM» U
«OTCYTCTBMEM» aBTOPA B TEKCTE, MEXKY «CBOEN» U «IY>XKOI1» PEYbIO.
ITonucTunMCTNKA, 3KCIIEPUMEHTDI C )KAHPOBBIMM Pa3IN4NAMMY,
MHTepMeAUaNbHON MHTEPTEKCTYaNbHOCTBIO ¥ IIPOOIEMBI
KOMMYHMKATUBHOJ CET! — TAKOBBIMI OKa3bIBAIOTCA IOMUHMUPYIOIIE
IpVHLNIB TBOpYecTBa PybuHmTeliHa. OH HacTauBaeT Ha TOM,
4TOOBI ero paboThI HA3BIBAIMCH MEKCMAMU, a He NPOU3se0eHUIMU,

HanpuMmep. Takum oOpasoMm, BHUMaHUe YAeNAETCS TEKCTY, Kak

KapToykun 1 u 2 u3 nepeBoga Tomn XyTTyHeHa TekcTa JlbBa PybuHwTeiiHa «3To s» Ha OUHCKMA A3., 1995 r.

mind, 2010).

Y49aCTHUKY B KOMMYHUKaIVIY M€Ky aBTOPOM U YUTATENIEM. TekcT He
Cards 1 and 2 of Tomi Huttunen's Finnish translation of 310 a (Tdssd

olen mind, I am Here) (2018) by Lev Rubinshtein OOJIDKE€H YNTATbCA KaK HEYTO CAEC/IaHHOE, OKOHYATEC/IbHOE NI KEM-TO

CO3[T1aHHOE; 3TO, CKOp€EE BCETO, eraTI/IBHbI]Z npouecc a1 y4aCTHUKOB

o/ pOHMIECKOTO IAIOora.
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tary, television programme, unforeseen perspectives, styles and
figures of speech, quotations, rhythmical allusions. Gradually, the
text transforms into a net of intertexts.

The cast appearing in the text, that is, in the group portrait,
arrives on the scene as fairly coincidental references to real or fic-
tional people. About some of them we have unfailing information
that they are real, historical figures and of importance to the real
author’s life and career. From this perspective, the relation between
the names and the real people can be juxtaposed with the relation
of coincidental quotations with their real or fictional sources.

The inside-textual relations between disparate fragments be-
come meaningful, as the reader is compelled to understand that the
names listed in the catalogue (for the group portrait) attain a voice.
They become subjects for coincidental phrases, literary works, or
scientific articles:

4.

Sitting:

15.

Lazutin Felix

64.

Lazutin Felix: “Thank you. I am afraid I must leave.”
65.

(Exits)

29.

Standing:

42.

Govendo T.H.

OpuH 13 Hanbonee M3BECTHDIX U 00CYXK/IaeMbIX TeKCTOB (0COOEHHO
Cpenyu KpUTHUKOB U ucciepoBareneit) Pyounirerna — «9mo s» (1995).
Ero MOXHO BOCIIPMHMMATb, KaK [O3IHNUIT CUHTE3 KAPTOYHOI TOITUKI
M CBOEOOPA3HYIO JeK/IAPALNI0 €T0 KOHI[ENTYATNCTCKOI IIPAaKTUKI,
U CaM TEKCT, KaKeTCs, MOCBAIeH BOIPOCY KOMMYHMKATHBHBIX
OTHOUIEHNIT B nuTeparype. TeKCT HaUYMHAETCS C BBeJEHUS B

dboroanpbom:

1.

Smo .

2.

Smo moonce 1.

3.

U smo .

4.

Amo pooumenu. Kaxemcs, 6 Kucnosoocke. Haonuco: "1952".
5.

Muwa ¢ 8071et100bHBIM MSHOM.
6.

A ¢ cankamu.

[Tocnme Toro, Kak 4YMUTATeNI MNPeNCTABUIM PUTMUYECKHU
CKOMIIOHOBAHHBIN ceMeltHblit G0oT0anbOOM, OH BHE3AITHO BUAUT
TPYIIIOBOJ IOPTPET, WM, TIOCKOIBbKY MBI BCe ellle IMeeM Je0 CO
CTI0OBaMIl BMECTO M300pa>keHNit, ¢ KaTa/IOrOM MMeH, UMUTUPYIOLINM
LIKO/IBbHBIN rpynmnoBoil noprper. Pororpadus, cocrosamas us
KaTajiora 4eI0Be4ecKUX MMeH, IPUCYTCTBYIOUINX B MPEJT0KEHHOI
¢dotorpacuy, cmemmBaercs ¢ buorpadueit aBropa. CieoBaTenbHo,

MbI MOJKE€M ITPENTIONIOKNUTD, 9TO aBTOP, TaK MJIM MHAYE, IPUCYTCTBYET
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81

Govendo Tamara Haritonovna. “Some questions of non-conventional
poetics in late James Dawson’s oeuvre.” Actual Labyrinth, No 3. Mos-
cow, 1992, pp. 12-21.

84.

Zamesov Viktor Nikolaevich. “The crisis in the consciousness of a para-
site. How to go further.” Ibid, pp. 12-21.

The names of the people are dealt into two categories (cards 14 and
29): the ones standing (cards 15-28) and the ones sitting (cards 30-
54). The ones that are sitting in the picture appear to be sources
of coincidental phrases. The ones standing appear to be authors
of books (scientific monographs or text books) and articles. The
sitters would later become participants in dialogues with, as we
might assume, the “I” of the text. However, they all leave, as did F.
Lazutin in the above quotation. The fact of their absence from the
textual world is noted by a laconic authorial description, typical of
Rubinshtein’s genre of catalogues: “(Exits)”. After the sitters have
left the textual space, there are only the bibliographic notes left -
they remain as representatives of the ones standing in the group
portrait. However, they are about to exit also, only this is done in a
more complicated way - with the help of a simulacrum, a copy with-
out an original. The bibliography turns out to be fictional, since all
the bibliographic notes refer to the same pages of the same volume
(Ibid, pp. 12-21):

84.
Zamesov Viktor Nikolaevich. “The crisis in the consciousness of a para-
site. How to go further.” 1bid, p. 12-21.

B JJAHHOM TeKCTe. TeKCT CTaHOBUTCS BCe pasHOPOJHEe II0 XOAY
YTEHNsI, a HOBble KAPTOYKM BBOMSIT YMTATENsl B HOBbIE YKAHPHI
YTeHUA: JOKYMEHTalIbHOE KMHO, TeJeBU3MOHHBIE IIPOTPaMMBL,
HellpefcKa3yeMble MMepPCHeKTUBbl OyayiLero, cTunu u o6passl
peun, UUTAThI, PUTMUYECKME a/UTI03un U T.i. [IocTerneHHO TEKCT
Py6uHinTeiiHa peBpaIaeTcss B MO3anKy 13 YyXKIX TEKCTOB.

Ipynma nUYHOCTeI!, IPUCYTCTBYIOLUINX B IIOPTPETE, MOSB/AETCS
Ha ClLieHe B KaueCTBe JOCTATOYHO CTyJallHbIX a/UII03MIT Ha HACTOSIIINX
VI BBIMBILIEHHBIX /TIofieil. O HEKOTOPBIX U3 HUX MBI y3HAeM, 4TO 3TO
JKUBBIE JTIONY, IPeSCTABUTENN PEATbHOTO MUPA, UTPAIOLIie BXKHYIO
pO7b B XXM3HU aBTOpa TeKcTa. C 9TON TOYKM 3peHNs], OTHOLIEHME
MEXIY HaCTOSIVMIY JIOSbMI ¥ MMEHAMIM MOXKHO COIIOCTABUTD C
OTHOLIeHMeM MeX/y CTy4ailHbIMIU UTAaTaMU U UX HACTOSIIVIMU WK
BBIMBIIIUIEHHBIMI MCTOYHUKAMIL.

BHyTpUTeKCTOBBIE COOTHOLIEHUA MEXAY ¢parMeHTaMu
OKa3bIBAIOTCS 3HAYMMBIMI, KOTZIA IMTATENI0 CTAHOBUTCSI IOHSTHO,
4TO MMeHa, IepeyIC/IeHHbIe B KaTaiore (111 TPYIIIOBOro NOpTpeTa),
npuobperawT ronoc. OHM CYyODBEKTDI, T.e. aBTOPBL CYYaTHBIX

BBICKa3bIBaHUIL:

14.
Cuodsam:
15.

Jlasymun Qenuxc

HaMHoro 1mos>ke B TEKCTe MOSABISIETCA aABTOPCKO€ BbICKa3bIBaHNE

II€EpCoOHaXKa:
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64.

Lazutin Felix: “Kiitos. Minun tdytyy jo ldhtea®.

65.

(Poistuu)

Cards 64 and 65 of Tomi Huttunen's Finnish translation of 370 s

(Tassd olen mind, I am Here) (2010) by Lev Rubinshtein.

249

64.

Jlasymun @enukc: «Cnacubo. MHe yice nopa».
65.

(Yxooum)

C mpyroit CTOpOHBI, IEPCOHAXM MOPTPeTa ABJAIOTCSA aBTOPAMM

¢dunonornyeckux pabor, Hampumep:

29.

Cmosim:

42,

Tosenoo T.X.

3aMeTHO MO03Ke B TEKCTe CTAHOBUTCS IMMOHSATHA PpOIb yHOMHHyTOiI
JKEHIIIVHDI, @ TaK)K€ HEKOTOPDBIX APYIMX YIaCTHUKOB I'DYIIIIOBOTO

mopTpeTa:

81

Tosendo Tamapa Xapumonosna. Hexomopoie 80npocot
HeKOHB8EHUUOHANLHOL NOIMUKY 6 NO30HUX mpyodax xcetivmca
Hoyccona // Axmyanvhoiii nabupunm. Bom. 3. - M., 1992. -
C. 12-21.

82.

Maxeesa Onvea Anexcandposta. Kanenoapruie 00psovL naemen
cpeonezo Jlesobepesxcos // Tam xe, cmp. 12-21.

83.

Konomonos Baneputi Huxonaesuy. [[pama Tomaca bayspa
"Cxommuuya u xypgropcm”. K ananusy ocHosHvix momusos //
Tam xce, cmp. 12-21.
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The conclusion is left to the reader - the names of the people in
the photograph were signifiers with no signified, i.e., copies with-
out an original, and, finally, the reader is overwhelmed by the fact
that there was no group portrait at all, since there was not anyone
standing or sitting. Once the reader comprehends this, it is time
for the reappearance of the “I”, mixed with flashbacks from the
“nostalgic Soviet youth”.

The deconstruction done by Rubinshtein is directed towards a
new compilation of the materials. The heterogeneity of the genres
and speech styles lead into an inevitable existence of the context,
and this is all we have left, also according to Roland Barthes:
“The Text is plural. Which is not simply to say that it has several
meanings, but that it accomplishes the very plural of meaning: an
irreducible (and not merely an acceptable) plural. The Text is not
a co-existence of meanings but a passage, an overcrossing; thus
it answers not to an interpretation, even a liberal one, but to an
explosion, a dissemination.””® After reading “This is me” we do
not have any text before us. After understanding the passage we
- as readers - have gone through, there is no point in reading the
text again. Needless to say, the author is dead, there is not any
“me”, since he decided to leave with the disappeared text, with the
coincidental figures that are no longer there. But the reader is left
with nothing to do: “The reader of the Text may be compared to
someone at a loose end (someone slackened off from any imaginary);
this passably empty subject strolls [...] on the side of a valley, a oued
flowing down below [...] what he perceives is multiple, irreducible,
coming from a disconnected, heterogeneous variety of substances
and perspectives.”

84.
3amecos Buxmop Hukxonaesuu. Kpusuc napasumapHozo coO3HaHUA.

Ymo danvuse // Tam xce, cmp. 12-21.

ViMeHa nmioneit BenATcs, TAKMM 00pa3oM, Ha IBe OCHOBHbIE IPYIIIIBI
(xapToukm 14 u 29): Ha Tex, KTO cTouT (KapTouku 15-28) u Ha Tex,
KTO cupuT (kaprouku 30-54). Cupsiue oka3pIBalOTCA ICTOYHMKAMMU
CIIy4YaliHBIX BbICKa3biBaHMil. CTOsAIINE OKa3bIBAIOTCA aBTOPaMM
KHUT (Hay4HBIX MOHOTpaduii min yueOHUKOB) u crareit. Cunsiye
Y4YacTBYIOT 110 XO[[y YTEeHMS B AMAJIOTAX C IMPUUYECKUM CYO'BEKTOM,
C HEKMM «SI» 9TOro TeKCTa, KaK MOXKHO monaraTh. OJHaKo OHI BCe
«yXopAT», Kak yien u ©. JlasyTun B npuBefeHHOM Kycke. Cam ¢axT
YXOZa/OTCYTCTBYSI B TEKCTOBOM MUpe KOHCTaTUPYeTCs TAKOHUYIECKI,
YTO TUIIMYHO JJIs KaTtasoroB Py6uHiureiina: «(Yxogut)». A nocie
TOTO, KaK CHJALINE YIUIY U3 TEKCTOBOI'O IPOCTPAHCTBA, OCTAIOTCS
b 6ubnorpaduyeckue TaHHbIE, peIpe3eHTHPYIOLIVe YYaCTHUKOB
rpynnosoro noprpera. OfHaKO OHM TOXXKe COOMPAIOTCS YIITH, TONBKO
3TO OCYLIeCTBIAETCS 60jee CIIOKHBIM 00pasoM — C IOMOIIbIO
CUMYNAKPA, BbIsIBNIEHNs Koru 6e3 opuruHana. Cama 6ubmorpadus
OKa3bIBaeTCH, B KOHI[€ KOHIIOB, BBIMBILIJIEHHOI, TaK KaK BCe
6ubmorpaduyeckme KAPTOYKY CChITAIOTCS Ha OfHU U Te XK€ CTPAHMLIBI
OJJHOT'O M TOTO K€ MICTOYHMKA (TaM Xe, c. 12-21), KaK Mbl BUIENN B
IPUBENEHHOM KyCKe.

OTOT BBIBOJL OCTAETCS aKTUBHOMY YMTATENI0 TeKCTa. VIMeHa mopeit
Ha ororpadun okasamuch o3HaYARINMK Oe3 0O3HaYaeMBIX, T.€.
KomusiMu 6e3 OpurnHaia, ¥, HaKOHell, YNTaTe/Ib IIopakeH GaKkToM,
YTO M CAMOTO I'PYIIIIOBOTO OPTPETA HeT 1 ObITb He MOXKET, TaK KaK HeT
HUKOT'0, KTO MOT ObI IIPUCYTCTBOBATh Ha TOM HopTpeTe. Kak Tonbko

YUTaTE/NIb MIOCTUTAET 3TO, HACTYIIAET BPEMA /11 HOBOT'O ITOABIEHNA
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Rubinshtein forces the languages, genres, quotes and qua-
si-quotes to speak among themselves. There is, however, an author
present, as we saw in the case of “This is me”. This “I” is not in any
sense above the other textual fragments - they all appear equal,
the text is absolutely democratic and horizontal, and the authorial
voice becomes only a part of this text and its choir of simulative
voices. The Barthesian declaration about moving the attention from
the author (and work) to the text is apparent in Rubinshtein’s way
of treating authorship. There is no author inside or outside Ru-
binshtein’s text. It is of no importance, should this text be called
“prosaic” or “poetic”. However, the role of the context also becomes
confused, since the focus seems to be on the unique combination of
alien and repetitive elements within the text. The question, whether
the quotes, names, words or texts refer to anything existing outside
the text, appears absolutely irrelevant. All that was important was
their momentary function in the final product, in this new passage,
from which we now have “exited” ourselves.

«5I» BIepeMeXKy ¢ HOCTaJIbIMYECKMMM KaJjpaMy U3 COBETCKOTO
JeTCTBA.

O6MaHKa-[eKOHCTPYKILus, IpufyMaHHas Py6uHIITEIHOM,
HaIIpaBjieHa Ha IlepeMOHTaX MaTepuanos. PA3HOPOIHOCTD )KaHPOB
M pedeBbIX CTUJIEN TEKCTa OTKPBIBAIOT KOHTEKCT, KOTOPBIN U €CThb
BC€, 4TO ocTaeTcs ynTarento. Ilocie mpodTeHns «ITo A» y YUTaTeNA
HeT TeKcTa. [locie moHMMaHMA TPONEHHON JOPOrY HET CMbIC/IA
IIepeYnThIBATh JaHHBIN TeKCT. O4eBUIHO, YTO aBTOP Y>Ke MEPTB, HET
y>Keé HUKAKOTO «1», TAK KaK OH PEeIIN/I YITY BMECTE C MCYE3HYBIIUM
TEKCTOM, CO CTy4aliHbIMIU IIepCOHa)KaMU, KOTOPBIX TOXE HET yiKe.

PyOuHIITeIH apaHXXMpPYeT TeKCT TaKuM 0OpasoM, 4TOOBI
A3BIKU, )KaHPBI, UUTAThl ¥ KBa3ULUTAThl CAMI TOBOPWIN MEXAY
co6oit. Hekuit aBTOp, BIpo4eM, TOXKe IIPUCYTCTBYET, KaK MbI
BUJENN B cliydae «ITo f». [JaHHOe «fI» HMKaK He BO3BbIIIaeTCs
HaJ| TeKCTOBBIMM (parMeHTaMM — OHU BCe KaXKyTCs paBHBIMM, caM
TEKCT aOCOTIOTHO FOPU3OHTANIEH U JEeMOKPATUYEH, 4 aBTOPCKUIA
TOJIOC TMIIb YYaCTBYET B IOMN(POHNUECKOM XOpe CUMYIATUBHBIX
ronocoB. bapToBckas pAeknapanusA INepeHeCceH)s BHUMAHUSA C
aBTOpa (M IpOM3BefeHNA) Ha TEKCT KaK YIaCTHMKA KOMMYHUKAIVN
SIB/ISIETCSI OYEBYIHBIM IIOC/Ie[CTBMEM OIlepalyl HaJi aBTOPCTBOM,
npopenanHoit Py6unireitHoMm. HeT aBTOpa BHYTpHU MM BHE TEKCTA.
HeBa)xHO, mpo3anyeH uau MO3TUYEH TeKCT. Bompoc, ccpinarTcs
IV LIATATBI, MIMEHa, CJIOBA MM TEKCTHI Ha YTO-TNO0 CYIecTBYIolIee
BHe 00CY>KaeMOro TeKCTa, TOXKe HeBaXkeH. Ba)kHa ux BpeMeHHad,
MTHOBeHHasl QYHKIIMs B OKOHUATETbHOM TEKCTe, OTKY/a MbI C BaMM

TEIepb y>K€ OKOHYATE/IbHO YIIIN.
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Moscow Conceptualism is at the core of Russian contemporary art.
Its influence extends from the visual arts to performance and from
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photography to literature. This book addresses the various aspects '::2¢
o . . . re e
of Eastern Conceptualism from the perspectives of six artists and ¢+
researchers and an artist group. The articles are by Yuri Albert, ':¢
X 44
Hannu Eerikdinen, Tomi Huttunen, New Normals, Kimmo Sarje, )22
. . . 114
g Victor Skersis and Vadim Zakharov. B
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¢¢ poccuiickoro muckyccrsa. Ero BamsHMe mpocTuUpaercs oOT
25520 M306pasUTeNbHBIX UCKYCCTB A0 TepdopManca u ot poTorpadun o
L L X
Soos! mMTeparyphl OTa KHNUIa 00palfaeTcs K pa3IMyHbIM aClieKTaM BOCTOYHOTO
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220%: KOHIENTyalnM3Ma B MHTEPIPETALMM LIECTU XY[JOXXHUKOB U/UIK
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$4280282¢  KYNBTYPOIIOTOB, i XYAOXKECTBEHHO! IPYIIIBL. ABTOPaMU CTaTeil AB/IAIOTCA
% si FOpwuit Anb6eprt, Bagum 3axapos, Xanny JapuksitHe, rpymnma «Hosbre
latee HopMainbHbIe», KuMmMo Capbe, Buktop Ckepcnic u Tomu XyTTyHeH.
<
2333335000
1 &4.4
00 230

1X 4

664

od > ¢ P4
1922222222220

00 [ 4 04
- 9y “ 0000060006006 000
ad ‘.00.000.i
| » N A‘i ®
i 1 .,’ o ¢
i a
vwe
o Y
‘ ¥ . J ! ') = N
L. - - B |
) L § o
y oL L4
20000 o000
9000 o000
LN 1-{4&‘ \Vi=e]
Ricere Yydee TN
1 R D! 79 (XXX )
I LW Dy A LEKS
{¢ ° NEE,
[ 4 0000




