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FOREWORD

Like ten or twenty years ago, Russia is mostly associated with the post-revolutionary avant-garde, which was a
major influence on world art. The Russian avant-garde is the subject of dozens of works of research and exhibitions
held across Europe and America. By contrast, the art created in Russia today — the art of a changing Russia - is
virtually unknown in the West. This is despite the fact that departments of contemporary art function in leading
Russian museums, that Moscow hosts a Biennale and Art Moscow, that the gallery business is currently flourish-
ing, that there are many collectors, connoisseurs and lovers of contemporary art there.

Last year, the Russia! exhibition at the Guggenheim Museums in New York and Bilbao attracted over a million vis-
itors, reflecting a new wave of interest in this country. Unfortunately, the format of Russia! did not allow the proper
attention to be paid to contemporary art.

The Modus R exhibition in Miami is an attempt to make amends. Today, we are showing works by talented artists —
paintings and objects, installations and videos — that are, in the opinion of the curators, genetically linked to the tra-
ditions of Russian Formalism.

We would like to thank all those who helped us in our work and all those who shared responsibility for the project.

Nic lline | Solomon R.Guggenheim Foundation, New York
Semyon Mikhailovsky | Cultural Mission Foundation, Moscow

C Poccuei no-npexHeMy, Kak 1 fecatb-AaLarb NeT Hasag, accoummpyeTcs NocnepeBOoMtOLMOHHBIN asaHrapm,
OKagaBLUMIA BonbLLOE BAMSHWE HA MUPOBOE UCKYCCTBO. PycCKOMy aBaHrapfy nocCBALLEHbI AECATKN UCCenosa-
HUI, MHOXXECTBO BbICTABOK, NpoLueawmx 8 EBpone n AMeprike. HTo kacaeTcs NCKyCCTBa, CO3aBaeMoro B Cero-
OHsWHen Poccumn, nckycctea MeHsitoLLencs Poccum, To OHO MOYTV HeM3BECTHO Ha 3anage. V1 aTo HecMoTps Ha
TO, YTO CYLLECTBYIOT OTAEMbl COBPEMEHHOMO UCKYCCTBA B KPYMHENLLMX POCCUMCKUX MY3€EAX, HECMOTPSA Ha TO, YTO
B Mockse npoxoaut bueHHane n «<ApT Mocksa», HECMOTPSA Ha TO, YTO 3AECh aKTUBHO Pa3BMBAETCS raileperiHbIv
BU3HEC, HECMOTPS Ha TO, YTO 3AECH ECTb KOMNEKLMOHEPDI, LEHUTENN 1 3HATOKN COBPEMEHHOMO UCKYCCTBA.
BbicTaBky «Poccusil» B My3esix [yrreHxaiiva B Hito-Vlopke 1 Brnb6ao, NpoLLeawyio B NpOLWOM rogy, NOCeTUo
6onee MUNNMOHa YenoBeK, YTO CBUAETENBCTBYET O HOBOW BONHE MHTEPECa K 3Tow cTpaHe. K coxaneHuo, thop-
Mar BbiCTaBku «Poccusil» He NO3BONNA YAENUTb AO/MKHOMO BHUMAHNSA aKTyasibHOMY UCKYCCTBY.

MoaroTosneHHas Hamu BbicTaska Modus R B Mariamu — B onpeaeneHHon Mepe nonbitka BocnonHWTs npoben. Ce-
roAHst Mbl MokaabiBaeM paboTbl TANaHTIMBBIX XYAOXKHUKOB — KapTUHbl U OOBEKTbI, MHCTAUIALMW U BUOEO, — MO
MHeHUIo KypaTopoB Modus R, reHeTUHeCKM CBA3aHHbIE C TPaAMLIMAMN PYCCKOro (hopmanmama.

Mol 6narogapHbl Bcem, KTO NoMorasn Ham B paboTe, BCEM, KTO pasfenin ¢ Hamu OTBETCTBEHHOCTL 3a MPOEeKT.

Huk VinbuH | ®ora Conomona P. MyrreHxaiiva, Heto Vlopk
CemeH MuxainnoBckuin | oHL, ryMaHUTapHbIX nporpamm «KynstypHast muceuns», Mocksa



Modusl R is an ambitious Rugsian project presenting contemporary Russian art. For the first time, thanks to a col-
laboration between the Russian and American sides, twenty works by cutting-edge artists will be shown in Miami.
Most of thgse works have never been seen before in one place by Russians, let alone American viewers.
We arg dgllghted thatAthe Art Media Group is a partner in such an important project for the modern artistic dialogue.
Sur mussmn is to assist the development of art in contemporary society. The Art Media Group combines a leading

ussian service providing international information on events in the world of art with a highly organi

: aniz

holding exhibitions of art. S
The Art Mgdia Group ‘h‘als Igunched an extensive program designed to help and support contemporary artists and
wude-ranglng CLIJItural initiatives. The foundation created by the Art Media Group brings together the efforts of dif-
ferent organizations and private individuals, working together for the free development of the arts.

Sven Gundlach | Art Media Group

M(zdus R — ambusnuosHbIn npoexT, NPEACTABNAIOLLMIA HOBEMLLIEE PYCCKOE KCKYCCTBO. Briepsbie 6naropapst poc-
CMNCKO-amMePVKaHCKOMY COTPYAHUHeCTBY B Maramu npenctasneHs npousseaeHns 20 POCCUMCKMX aKTyanbHbIX
xy,u:o>KHMKOB. BonblumHeTBO 3TUX paboT B eayHoM MPOCTPAHCTBE HE BUAENN HE TONBbKO aMepUKaHCKIIe, HO 1 Poc-
CUICKWE 3pUTENN.

Mol pagbl, 4to Art Media Group cTana napTHepPOM MPOeKTa, BasKHEMLLEro 0719 COBPEMEHHOIO XyNOXECTBEHHOMO
Avanora. Mvccvs Art Media Group — cogelicTsosaTh PasBMTUIO NCKYCCTBa B COBPeMeHHOM obLLiecTse. Art Media
Group obbeuHsieT BeayLLyio POCCUICKYIO Cy>K6Y MEXLYHAPOAHON UH(POPMALIM O COBLITUSIX B MUPE NCKYCCT-
Ba 1 3(PEKTUBHYIO CTPYKTYPY OpraHm1aaLun XyBOXECTBEHHbIX BbiCTaBOK. Art Media Group peanumayet OBLUMPHYIO
MporpamMmy opraHi3aLOHHO 1 CIOHCOPCKOM MOAAEPMKI aKTyaslbHbIX XYOOXHUKOB 1 pasHO06pasHbIX KyssTyp-
HbiX MHMLmaTue. CosaaHHbin Art Media Group chorg, CeroaHst OGbeaVHAET YCUNUS MHOMUX OPraHU3aLMii 1 YacT-
HbIX L, 3aHTEPECOBaHHbIX B CBOOOAHOM PasBUTUN UCKYCCTB.

CseH lyHanax | Art Media Group

FOREWORD

“Young and energetic” is the perfect description of the artists with works on show at Modus R. These words apply
equally well to Art PR International, which is exactly why we are supporting the exhibition. The main aim of our com-
pany is the promotion of artistic projects — both classical and contemporary art - in Russia and abroad.

The language of art is international. Artistic tendencies are born in one place, gradually embracing the whole of
mankind. The descent of the Iron Curtain sixty years ago, however, led to a temporary halt in the free cultural and
social exchange between Russia and the United States. The reverse process is currently underway, and Russian
art is now reintegrating into the world artistic process.

Modus R is an excellent example. This exhibition provides a cross-section of young Russian artistic thinking in the
twenty-first century. It is highly symbolic that this project takes place on the eve of an important historical anniver-
sary — two hundred years since the establishment of diplomatic relations between Russia and America. We are all
different; time is required in order to understand and accept one another. This has always been the case in history.
Take, for example, the correspondence between Tsar Alexander | of Russia and American president Thomas
Jefferson, which began in 1804. Four years later, this dialogue led to the establishment of diplomatic relations
between our two countries.

We hope that communicating in the language of art and employing visual images comprehensible without words
will speed up this process of mutual understanding. Art PR International is sponsoring both the exhibition and a
special project — the Saw sculpture by Andrei Filippov, which symbolizes the growing influence of Russia in the world
today.

It is a great honor for us to work with the curators of Modus R. We hope that this project will be the first step towards
a better understanding of modern Russia in the world community.

Alexander Esin | Art PR International

«Mbl MOMIOABI M BHEPIUYHbI» — TaK MOXHO OMMCaThb XYAOXHWKOB, paboTbl KOTOPbIX MPEACTaB/EHbl Ha BbICTaBKe
Modus R. To »e MOxHO ckasaTb 1 0 koMnaHum ART PR International. IMeHHO NO3TOMY Mbl NOALEPXKBAEM Bbl-
cTaBky. Benb 0CHOBHOE HanpasneHve AesTensHOCTY KOMMaHnn — MOMynsapuaaums XyAoXKeCTBEHHbIX MPOEKTOB Kak
K/TaCCUHECKOr0, TaK U aKTyanbHOro MCKYCCTBa Kak B Poccun, Tak 1 3a pybexkom.

SA3bIK UCKYCCTBa MHTEPHaLMOHANEH. XyA0KECTBEHHbIE TEHAEHUMW, POXAASCH B OOAHOM MECTe, NOCTENneHHO 3axea-
ThiBaIOT BCE 4eN0Be4ecTBO. K coXaneHunto, xxeneaHblin 3aHasec, onyctusLlLmncst 60 NeT Hasag, Ha Bpems OCTaHo-
BT BO3MOXXHOCTb CBOBOAHOIO KYNBTYPHOrO 1 coumansHoro obmeHa mexxay CLLIA n Poccuen. B HacTosiLLee Bpe-
MS NPOVCXOAUT 0BPATHOE — UHTErpaLms POCCUCKOrO NCKYCCTBA B MUPOBOWN Xy/[A0MECTBEHHbIA NPOLECC.

SApKUM MPUMEPOM TOTO ABMAETCS BbICTABOYHBIN NPoekT Modus R, npeacTaBnstoLLmii cpe3 MOoAoN POCCUNCKON
XyLOXKECTBEHHOM MbIC/ XXI Beka. CUMBONMHHO, YTO BbiCTaBKa MPOXOAWT HaKaHyHe BaXKHOTO MCTOPUHECKOrO CO-
BbITUS — ABYXCOT/IETVISH YCTAHOBMIEHWSI OTHOLLEHWIA MEXOY HalLMMW CTpaHamu. Mbl pasHble, NoatoMy Tpebyetca
BPeMsl, YTOObI MOHATL 1 MPUHSATL ApYyr Apyra. Tak yxe 6bino B nctopum. [Joctato4Ho BCMOMHUTL NEPEniCKy Me-
X[y POCCUMCKM UMnepaTopom Anexcanapom | n npeanaeHtom CLUA Tomacom [reddhepcoHoM, Ha4aBLLYOCS
B 1804 roay. Tonbko crycTs YeTbipe roaa 6bin JOCTUMHYT PesynsTaTt — yCTaHOBEHWe AUNIOMaTNYECKNX OTHOLLIE-
HU MeXXay HalLMMn CTpaHamu.

Mbl Hapgemcs, YTo OOLLEHME Ha A3blKe MUCKYCCTBA, MCMNOMb30BaHNE NOHATHbIX 6e3 CroB BU3yasbHbIX 06pasos
yckopuT npotecc comkerns. ART PR International sBnsieTcs CnoHCOPOM He TOMbKO BbICTaBKW, HO U ee cneun-
arnbHOro NPoeKTa — CKyNbNTYPbI «[Tnna» pycckoro XynooxHvka AHapes dunmnnosa. 310 NpousseeHne cosaasa-
NOCh Kak CUMBOST BO3paCcTaloLLEero BAnaHus Poccum B Mype.

[ns Hawen komnaHun 6onbluas 4ecTb paboTtaTb C opraHmaatopamu BeicTask Modus R. Mbl Hageemcs, YTo aToT
MPOEKT CTaHEeT NMepBbIM LIAroM Ha MyTu NOHMMAaHWS COBPEMEHHOW Poccun MMpoBbIM COOBLLIECTBOM.

AnekcaHap Ecvr | ART PR International
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Yevgenia Kikodze

MODERNISM VS MODERNIZATION

The only contradiction is that dissatisfaction can destabilize the énsemble.
Jean-Francois Lyotard, The Postmodern Condition (1979)

The snluation of the Russian art scene was and remains extremely complex. The market is still at an early st
There is a chronic shortage of experts (critics, curators, dealers) and galleries. Yet contemporary art i V; ag?-
has g loud voice, thanks to its bitter and incessant conflict with society. Y e
Russian gogiety remains openly retrograde, just like in Soviet times. This is demonstrated by the results of
rggent opinion poll, in which people were asked which works should represent our country at the Russia'S Oh'a
bition at th Guggenheim Museum in New York in 2005. One hundred percent of all those questioned cé):x'dl-
Qred Kazmrl Malevich’s Black Square unworthy of the show. The only thing in which the respondents wert -
|mogs - beadgs their dislike of Malevich — was the importance of icons for Russia’s modern image. 1] e
In this cgnnvectlon, contemporary art has always tried to perform an extremely important social functiclm in Russia:
lr:ct)gsrmyza};lon .ln thg Sovigt Union, this was mainly dissidence, followed by modern philosophy and art critic?;srli.
e aiYS ussia, neighboring institutional disciplines such as PR and management are also squeezing their way
The socnalizgtion of internal ideological orientations and the translation of purely artistic strategies into the par.
etefs qf social practice constantly take place in art. One of the best examples is the political success of Mpa .
radicalism around the turn of the millennium. After five years of existence, this movement — which hasoicec;\/r:

EBrenusi Kukogse
MOJEPHU3M VS MOZEPHU3ALUA

...EaMHCTBEHHOE NPOTUBOMOKA3aHe — HEYLOBNETBOPEHHOCTL MOXET AeCTabUIM3NpOBaTL aHcaMBb.
Kan-®paHcya Jnotap. CoctosHue nocTMoaepHa

CuTyaumst Ha poccuincKor XYROXKECTBEHHOW CLieHe Bblna 1 0CTaeTCs 04eHb GHIOMHON, PbIHOK HaxoguTcs B 3a-
4aTO4YHOM COC‘I:OﬂHMVI, KatacTpOhu4eckn Maso cneumancTos v ranepen. CoBpeMeHHoe MCKYCCTBO B Poccun
nmeet urpoermm PesoHaHc, Bnaropapst ocTpomMy 1 HEMPeKpaLLaroLLIEMyCS ero KOHMMKTY ¢ 0BLLECTBOM
Poceuiickoe o6LecTsBo octaetcs OTKPOBEHHO PETPOrpafiHbIM, Kak 1 B COBETCKWE BpeMeHa. 1o ﬂOK&SL:IBalOT
1 PesynbTaTthl COLWONOrMYECKOro onpoca, Kakue NpounsBeneHns A0MKHbI Bblin Bbl NPeacTaBNsTs HaLLy CTa-
HYy Ha BblCTe}BKe «POCCUAl» B Hbto-10pKCKOM Myaee lyrreqxaima B 2005 rogy: 100% pecrnoHaeHToB ny Mssa—
:v;v] ;eprM gsa,qpaT» Manesuia He JOCTOMHBIM [AHHON BbICTABKM. EavHcTBEHHOE, B Yem, Kpome He?HOGBVI
MKOH;eBMHy' b €ANHOMNACHbI PECMNOHAEHTbI — B 683YCNOBHON BaXKHOCTY ana obpasa coBpemeHHon Poccun
B atoit cBasn cospemerHoe MCKYCCTBO B Poccun TpaanumoHHo Hecet B cefe oYeHb BaXXHYIO CoLManbHyo
hyHKuMO — MOAepH13aumoHHyio. B CCCP aTo 6binu, npexae Bcero, ANCCUAEHTCTBO, a 3aTtem ¢)mnoco¢:/m
1 XyAOXXeCTBEeHHas KpuTuka. B cospemerHon Poccun B MCKYCCTBO Kak Obl BCTPaVBAIOTCH COCEAHUE MHCTUTY-
UoHanbHbIE PYHKLMK — Nap, MEHEIKMEHT. v
B obnactu nckyccTtea noctosiHHO MPOVCXOANT MPOLECC COLMANM3ALMMN BHYTPEHHWX UOSHbIX YCTaHOBOK, Me-
PEBOA “MCTO XYAOXKECTBEHHbIX CTPATErUil B NapameTpbi CouraneHoOM NPaKTUKK. SIPKUM MPUMEPOM TOoro ﬂ,BJ'IFl-
€TCA NOJMTNHECKIIA YCrex Ha pyBexe MUNNEHyMa MOCKOBCKOMO pagvkanuama. 910 ABWXKEHMe, NonyYusLLe
onpeaeneHm? «“NO3TUKM KaTaCTPOPMHECKOro B3aUMOAENCTBUS», NPUBOAUT Yepes NATb neT caoeyro oytu,ecmoe-3
BaHNs K NOBVHOMY COrnacuio camble LLMPOKUE Crow VHTENNIeHUMN Ha NOmMTUYeCKuX BbiGopax®. MeHee ad-
(EKTHBIM, HO HUKAK HE MEHEee 3HaYUMBIM A5 CaMOTO COBPEMEHHOTO UCKYCCTBa BbiN ycrnex KOHuénTyaﬂbHoro

EDITORIALS

defined as the “poetics of catastrophic interaction” [2] — brought a wide cross-section of the intelligentsia to ide-
ological agreement during political elections. (3] Less effective, but no less important for contemporary art itself,
was the success of Avdei Ter-Oganian’s School of Modern Art conceptual project. This parody of a “school”
became a real school, molding an entire generation of young Moscow artists, who were once joined together in
the Radek group and now work independently.

The first person to stress the importance of understanding the border between art and public life was Anatoly
Osmolovsky. Analyzing the New Money action at the Guelman Gallery, he concluded that “it was the last possible
such project. What the press wrote about it or what quotations fell out ot it is unimportant; actionism ended with it.
A step was made towards the ‘other side’ of art.” [4] The danger lies in our departure from the understanding of art
as a specific intellectual practice, which cannot be translated into an accessible, conversational tongue, as so often
happens when art contributes to the process of the modernization of society. In the second half of the nineteenth
century, the Peredvizhniki (Wanderers) provided an excellent example of
how the most socially advanced ideas can be combined with the most
conservative, virtually kitsch-like artistic forms.

This embarrassing alliance is not only the child of Russian culture. It
appears in every attempt to formulate the “truth” inside art, in each
claim to realism. A product of a creative consciousness, art can be
extrovert or introvert, innovative or banal, but it can never be false.
Given that it cannot ever be a made-to-order activity, art is always, by
nature, sincere and realistic. The superimposition of pre-programmed
realism onto implicit realism leads to the latter’s destruction. This was
demonstrated at an action in a gallery on Trekhprudny Lane in Moscow:

Anatoly Osmolovsky, Avdei Ter-Oganian and

others. Barricade. Action. Moscow, 1998
Awnaronmin Ocmonosckuii, ABgen Tep-OraHbsiH

npoekTa «LLIkona coBpemeHHoro vckycctea» Asaes Tep-OraHbaHa. u gpyrve. Bappukaga. Akums. Mocksa, 1998

M3 napogum «LLUkonbl» monydmnace HacTosALas LIKONA, B KOTOPOW

ChOPMMPOBANOCH LIENOE MOKOMEHME MOMOABIX MOCKOBCKMX XY[A0XKHUKOB, OAHO BPems 00bevHeHHbIX B rpymn-
ny «Pagek», a HbiHe paboTatoLLMX PasaesnsHo.

OfHUM 13 NEepBbIX BbICKA3a/CsA O BXKHOCTW OCO3HAHWSA MPaHWLibl MEXY NCKYCCTBOM 1 COUMANBHOM XKN3HbIO
AraTonuit OCMONOBCKMIA MPUMEHUTENBHO K akLmn «Hosble aeHbrn» B lanepee M. lenbmara: «370 Obin nocnes-
HUN 13 BO3MOXHbIX MPOEKTOB NOAOOHOro pofda. He BakHO, 4TO O HEM Hanucana npecca n Kakue KOTUPOBKU
ynanu — MIMEHHO Ha HEM 1 3aKOHYMIICS aKUMOHM3M. 3[ech Obin CAenaH Lwar «Mno Ty CTOPOHY» OT UCKyCCTBa".
OnacHOCTb COCTOWT B OTXOAE OT MOHUMAHUA UCKYCCTBA Kak CreuvUHeCcKon MHTENNEKTYalbHOW MPaKTVKW,
He NepeBoayMON Ha OBLLEAOCTYMHbI PA3rOBOPHbIN A3bIK, YTO 4aCTO MPOUCXOAMT MPU BKMIOHYEHUN UCKYCCTBa
B MPOLIECC MOAEpHM3aLWM obLiecTBa. Ha nprMepe ABVXEHNS NEPEABVKHUKOB MOXHO BUAET, Kak B Poccum
BTOPOV NONoBKHBI XIX cToneTus Havbonee nepefosble G COLWAaNbHON TOHKN 3PEHUA MAEWN MOMYT CoHeTaThes
C CaMOVi KOHCEPBATUBHOW, MPAKTUHECKW KNTHEBOW XYAOXECTBEHHON (hOPMOWN.

COBCTBEHHO, 3TOT CMYLLIAIOLLIMIA anbaHC He eCTb AETULLE UCKITIOHUTENBHO PYCCKOW KYNBTYPbI — OH MOSIBNAETCH
NPV KaKOOW NOMbITKE CchOPMYNIMPOBATL «MUCTUHY» BHYTPW UCKYCCTBA, B KOO0 MPpeTeHaun Ha peanvam. Beap
UCKYCCTBO, By/ly4v pesyNnsTaToM TBOPHECKOrO CO3HaHWS, MOXKET OblITb 9KCTPABEPTHbLIM UM UHTPOBEPTHbIM, VH-
HOBALWIOHHBIM UMM BaHasbHbIM, HO HUKaK He NIOXHbIM. Kak HeaHraxupoBaHHas MHOVBMOyanbHas AesTenb-
HOCTb, OHO UCTVHHO ¥ PeanncTU4HO MO CaMoi CBOeV Npupoge. Hanoxexve Ha UMMNLMTHBIA peann3m npo-
rPaMMHOrO peanuama BreyeT 3a coB0w, Kak OHEBIAHO, YHUHTOXEHUE NepBoro: Kak Obiio MPOAEeMOHCTPUpOBa-
HO Ha OfHOM M3 akuwi B Manepee B TPexnpyaHOM Nepeyke, Koraa HULLME Ha4MHaloT n300paxarb HULLMX, OHW
nepecTaioT UMm BbiTk’. MO3TOMY aBTOP MOMYMAPHON KOHLEMNLV «3CTETUKI B3aMOAENCTBNS» Hukona Byppuo
06pPYLIMBAETCS C Pa3rPOMHON KPUTUKOM Ha UCKYCcCTBO «peannama CNN», cuunTas ero naenHsiM HacneaHnkom
MOCTMOAEPHUCTCKOM 3KNEKTUKN B POV MOTWIbLLMKA MOAEPHMU3MAE'.

Y MofepHU3Ma ecTb W APYroii Bpar, TOXE BbICTYNAOLLA OT MMEHW MOLEPHW3aLWW, — aBaHrapANCTCKUN CasToH.
B cOBETCKOM aHgerpayHae ero HasbiBan «npunyapeHHsIM Manesndem», a B UHTepHaLUOHANbHOM KOHTEKCTe
OH U3BECTEH MOf, VIMeHamMu TpaHcaBaHrapaa, HEO3KCMPECCUOHN3Ma, «HOBbIX AVKNX». BHE 3aBNCUMOCTH OT Ha-
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when beggars begin to portray beggars, they stop being beggars. [5] That is why Nicolas Bourriaud, author of the
popular “Relational Aesthetic” concept, is so critical of the art of “CNN realism,” regarding it as the ideological heir
to postmodernist eclectics, performing the role of the gravedigger of modernism. [6]

Another enemy of modernism, which also speaks on behalf of modernization, is avant-garde salon. In the Soviet
underground, it was called “powdered Malevich.” In the international context, it is known as the Trans-avant-garde,
Neo-Expressionism or the Neue Wilde. Independent of the name, the eclectic painting of the late 1970s and 1980s
had one thing in common - the reinvention of Jean-Francois Lyotard's philosophical theory of post-industrial soci-
ety. [7] Born in the name of postmodernism in art, this eclecticism led to the imitation of that same modernism, the
demise of which was affirmed by Lyotard’s theory.

Such rapid profanation of the theoretical discourse reflects the unacceptably large omissions of the theory itself.
International events of recent years clearly contradict Lyotard's claim regarding the need for “progressive liberalism”
in industrially developed communities (for example, Russia), in order to withstand post-industrial competition. The
majority of countries will never become competitive, because there is simply no need for such equality in the glob-
al system. Comparing the process of globalization to joining all the premises on one floor of an apartment bloc,
according to the principle of the “one floor-one apartment,” it becomes clear that unification does not imply a
change of functions. A large communicating room with several doors will never be a bedroom, while a corner room
without windows will always be used as a closet.

In Russia, the role that the country was ready for, when liberated from the Soviet system, clearly crystallized at
the turn of the millennium. This is the role of a depot, where the natural resources are condensed and then dis-
tributed outside.

As one might suppose, the distribution and transfer of raw-material units only require a narrow spectrum of post-
industrial services and a small number of personnel — which will grow even smaller with improvements in the efficiency

3BaHUA 'y  OKJIEKTUHECKOW >KMBOMUCK  KOHLA
1970-1980-x 6bina HecoMHeHHas O6LHOCTL —
BUPTYO3HOE NepeaeprmsaHne unocohckomn Teo- )
Py NocTuHAyCTpuansHoro obuectsa Xax-dpa- : w N
cya Jluotapa’. OknekTuka, poxaeHHas nog mme- ey
HEeM nocTModepHM3Ma B WCKycCTBe, npusena
K MWTauM TOro Camoro MOAEPHWN3MA, KOHHYMHY
KOTOPOro yTBEpXXaana Teopus.

Cronb 6GbicTpas npocaHaLws TEOPETUNHECKOro
AVCKypca CBUAETENLCTBYET O HEKMX HEMO3BOU-
TeNbHO BONbLMX LOMYLLEHNSX B CAMON TEopUU.
MexayHapoaHble cobbimus nocnegHux net sBHO
BXOAAT B NPOTVIBOPEUVe C yTBEpaeHNeM JTnoTapa
0 HeobXoAUMOCTH «MPOrPECCHBHOIO nmbepanma-
Ma»  ANA VHAYCTPUANbHO  PasBWTbiX  OBLLECTB
(Taknx kak Poccusy), 4ToBbl BbifepxaTs MoCTUHAY-
CTpranbHyt0  KOHKYPEHLMIO.  KOHKypeHTocnoco6-
HbIMV BONBLUMHCTBY CTPaH HKOr4a He CTaThb NoTo-
MY, 4TO B rnobasbHol crcTeMe NpocTo HeT HEoBxoanMoCTH Nofo6bHoOro paseHcTea. Ecnm CpaBHWUTL NpoLecc
rnofannsaumn ¢ oBbeAVHEHNEM BCEX MOMELLIEHM Ha OAHOM 3TaXe MHOrOKBapTVMPHOIO AOMa Mo MPUHLMMY
«OfWH STaX — ofHa KBapTVIpa», CTaHeT SICHO, YTO O6bEAVHEHE He 3HAYNT CMeHY (byHKLWIA: B 6OMbLLIOH Npo-
XO[IHOW KOMHATE C HECKOSIBKIMU BEPSIMY HUKOrAa He caenatoT cnasnbHio, a yrioBas KoMHaTa 6e3 OKOH OCTa-
HETCA BEPOATHEE BCEro K/afoBKOW.

B Poccnmn Ha pyBexe munneHnyma sicHo BbIKpUCTanmMaoBanace Ta pofib, K KOTOPOW CTpaHa okasanack roTo-
Ba Mpu OCBOOOXAEHWM OT COBETCKOW CUCTEMbI BACTU: POk CKNafa, B KOTOPOM KOHLIEHTPUPYIOTCA 1 3aTem
pacnpenenstoTCs BOBHE NMPYPOAHbIE Pecypebl.

Avdei Ter-Oganian, Konstantin Reunov. Charity. Action.

Gallery on Trekhprudny Lane, Moscow, 1991
Aspgeii Tep-OraHbsiH, KOHCTaHTUH Pey+os. Munocepgue. Akuus.
lanepes B TpexnpygHom nepeynke, Mocksa, 1991
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of machines. Just like a hundred years ago, attempts to enlighten and modernize have led society into aﬁ impasse,
evoking more chopping down of the cherry orchards and the annihilation of different versions of gulture in favor of
one “national,” economically regulated culture with the other participants of the resource consumption system.

FORMALISM AS FREEDOM

“Real wealth; time, which will not be absorbed in direct productive labor, but will be available
for enjoyment, for leisure, thus giving scope for free activity and development.
Karl Marx, Economic Manuscript (1857 — 59)

Modernism was born in Russia at the start of the twentieth century, at a time of disappointment in the sqcial role of
art. Right at the start of its history, it was evident that the Russian avant-garde did not appear as thg fruit of a lo.ng
process of modernization, but was opposite in spirit to the pragmatic improvemen't of the surrounding reality. Elve
years after the socialist revolution, Kazimir Malevich wrote in A Letter to Dutch Ar‘ustsi “We do notl know the alm,
neither do we know the practical considerations and the other benefits — just as no being in the Unlverge knows it.
In the exact same way as our planet, in its age-old creative excitement, did not know yvhether the hills and sea
would be expedient, and if it had built everything out of expedience towards man, believe me, comrades, man
e any culture.” [8 .
nlotllf\fslocto:zvhalf gf the 192&3? the Formalist school developed in Russia, in direct oppositipn tg the Industrial ten-
dencies in art and their declarations of “social commissions.” The cracks in the organic p!astlc thinking of Fhe avaqt-
garde ran along the line of the artifact as such. The industrialists rejected the work of art in favor of the object, while

PacnpenenuTesibHbIM 1 NepeaaToyHbIM CbiPbEBLIM 3BEHbSIM TPEOYIOTCS, Kak MOXHO AOraAaTECA, AOBOBHO ya-
KW CMEKTP MOCTUHAYCTPUANBbHbIX YCIYr U Manog KOM4YecTBO nepcoHana, KOTopbIA Mpu YayHLWeHn TeXHne-
CKMX BO3MOXXHOCTEI MaLLMH ByAeT eLlie 1 elle yMeHbLIaTbCs. Kak 1 cToneTue Hadag, NPOCBETUTENLCKIUE U MO-
[lepHM3aLMOHHbIE YCUNUS MPUBE OBLLECTBO B TYMVK, BbI3Ban ouepep,HyrovpytSKy BULLHEBbIX CA/I0B BMECTe
C aHHUMMAALMEN PasINYHbIX BEPCUN KyMbTYpPbl B MOMb3Y OAHOW, NMPU3HAHHON HALMOHABHOM, 3KOHOMUYECKN
YPErynMpoBaHHOM C OCTASIbHBIMU YHACTHUKaMN CUCTEMbI NOTPEONEHSt PECYPCOB.

®OPMAJIU3M KAK CBOEOJA

HacTosiee 6oratcTBO — Takoe BpeMsi, KOTOPOE He MOrnoLaeTcs HEH(?CDGACTBGHHO
NpoV3BOAMTENBHBIM TPYAOM, a OCTaeTCA CBOOOAHBIM ANA YAOBONLCTBUN, ANS [ocyra,
B pesynsTate Hero OTKPOETCst MPOCTOP AN CBOOOAHON AEATENLHOCTU U pasBUTUS.
Mapkc K. SkoHoMmnyeckue pykormen 1857-1859 rr.

B nono6How »e cuTyaLmm pasoHapoBaHiis B COLMabHOM PO UCKYCCTBa B Haqaule MPOLUoro ctonetvst B Poc-
CUN POAMICS MOAEPHM3M. TOT (hakT, YTO aBaHrapf, B Poccun nossnseTca He B BUAe nnofa L\onrle Mf)aeprsa—
LIVIOHHBIX YCUNIA, YTO OH MPOTUBOMONOXKEH MO AyXy MParmMaTtnH4ecKoMy YIyHLLEHNIO OKPY>KatoLLIen AeCTBUTENb-
HOCTW, CTAHOBWTCS O4EBUHBIM Y>KE NPaKTUHeCKX BO BpeMst ero nossneHns. CryCcTs NsAThb NET Mocne CoLmanmcTn-
4eckon pesonoumn Kazummnp Manesuy B «[McbMe K ronnaHaCcKiM XyAoxHKaM» MWeT: «Mbl He 3Haem Lienn, Mbl
HE 3HaeM TaKKe U NPaKTUHECKNX COOBPaXKEHW 1 APYron LIeNnecoobpasHoCTU, Kak He 3HatoT ee BCe CyllecTBa
BoeneHHom. ToOYHO Tak »e 1 Halla nnaHeTa B CBOEM BEKOBOM TBOPHECKOM BO3DY>XAEHWM He 3Hana, OyayT fm Le-
necoobpasHb! ropbl 1 MOPst, a ecnn Bbl OHa CTpouna BCe U3 Lienecoobpas3HOCTY K YenoBeKy, TO NoBepkLTe, ToBa-
puyLLK, Y YenoBeka He Oblno Obl HUKaKOM KynbTypbi»®.

Bo BTOpon nonosuHe 1920-x rogos B Poccun B NPOTUBOBEC MPOV3BOACTBEHHBIM TEHASHUMAM B UCKYCCTBE U UX
[eKnapaLysmM «CoLmanbHOro 3akasar» CKIaablBaeTcs LWKona opManmncToB. Packon opraHn4HOro nnacTu4ecko-



the Formalists scaled the heights of meta-art, preferring “knowing” art and literature to creation. As the Soviet expe-
rience of modern art in a totalitarian environment showed, the scholastic Formalist tradition was most tenacious and
effective in conditions unsuitable for creativity, offering the minimum amount of freedom.

The structuralists and post-structuralists are traditionally considered the direct heirs to the heritage of the Russian
Formalist school, elevating literary criticism to the heights of philosophy. Yet the Russian OBERIU writers were also
heirs to the Formalists. In their works and, especially, in their discussions and conversations, the principles of the
Formalist school found a free, witty, artistic, paradoxical, transrational (zaumnyi) development. The “romantic” char-
acter, long regarded as a vital feature of the Russian underground, [9] is believed to descend from the OBERIU
group and their resistance to the totalitarian scenario.

The OBERIU writers were anticipated by several ideas, which remain relevant even today. In one of their recorded
conversations of 1933-34, they came up with the idea of demarcating the location of the speaker in different levels
of space, in order to “slip out” of the plane of a “down-to-earth”, banal conversation. One member of the group sug-
gested making a suspended chair in the form of the “cradles in which decorators work.” [10] In the 1930s, when
society had already experienced a foretaste of the purges and the country’s borders were more or less closed, this
hanging cradle was a symbol of the artist’s escapism. Today, architects do the opposite, resolving the international
problem of housing the homeless by attaching declassed elements onto the public “body,” rather than isolating them.
As an analytical strategy, modern Formalism contains a new content — in comparison with the previous movement.
This is an understanding of the environment in which the work of art exists, like the space of the interface, in anal-
0gy to new technologies. In the aforementioned model, the cradle provided access to the various functions on the
plane of the facade. The Bluesoup group does the exact opposite of the Iced-Over Architects, addressing the
impossibility of interacting with digital images and the total alienation of modern technologies. Victor Alimpiev’s
Summer Lightning video shows a third possible type of screen image - closed, yet not mechanical, “living” and sub-

O MbILLNEHNs aBaHrapfa NpovCXoauT Mo JMHNKM apTechakTa Kak TakoBOro:
MPOM3BOACTBEHHMKI OTPULAIOT MPOV3BEAEHUE WCKYCCTBa B nonb3y BeLy,
hopmManuCTbl NapsT Ha BbICOTe METanCKyCCTBa, MNpeanoYnTast UCKyCCTBO-
8HaTb 1 MTEPaTypPO-BefaTh, HEXeNM NPeaaBaThCs Co3naaHM0. Kak nokakeT
COBETCKUI OMbIT BbPKUBAHUS COBPEMEHHOO MCKyCCTBa B TOTa/IMTapHOW cpe-
Ae, aTa cxonacTundeckas PopManvcTCKas TpaauLn SBNSIETCS HaNBONes ua-
HeCTonKkon 1 aththeKkTnBHOM B HebNaronpysITHLIX A8 TBOpYeCTsa YCNoBUSX,
obecneynBas eMy MUHUMANLHO Heobxoanmyio ceoboay.

MPUHATO CUNTaTL CTPYKTYPaMCTOB 1 MOCTCTPYKTYPaNMCTOB MPSiMbIMU Mpe-
EMHVIKaM1 Hacneans pycckon (hopMabHON LLKOMbI, OfHAKO HaCeaHUKaMu
hOpPManMCToB SBNSIKOTCS U pyCCKme NMTepaTopbl-063pUyThI, B Ybix paboTax,
a 60sblue — B AUCKYCCHSIX 1 Pa3roBopax, MPUHLMMbLI OPManbHOM LKOSbI Mo-
TN BOCXUTUTENBHO CBOGOAHOE, apTUCTUYECKOE, NapafioKCaNbHOe 3ayMm-
HOe pasBuTVe. [lyMaeTcsi, 4TO «pOMaHTUYECKUI» XapakTep, C JaBHUX Mop yc-
MarprBaembiii B PYCCKOM aHaerpayHae’, 06s3aH NosiBAEHMIO MEHHO 003puy-  Irina Korina. Untitled.

Tam, nx cnocoby ConpoTUBAEHUS TOTanMTapHOMY CLEHapWIO. Paper, pencil, 2004

ViMn 6binmn npenyragaHbl HEKOTOpble naeu, KOTOPbIE U CeroAHs He TepsarT  Upuwa KopuHa. be3 HazsaHus.
CBOEV aKTyanbHOCTW. Hanpumep, B OAHON 13 CBOVIX 6ecen 1933-1934 ro-  Bymara, Kapargau, 2004

£0B 063pWYThI NPULLN K UAee pasrpaHnynTs MECTOHaXOXAEHNE rOBOPALLMX

MO PasHbIM YPOBHAM B MPOCTPAHCTBE, TEM CambiM BbICKONb3HYB U3 «MI0CKOrO» 1 «NPU3EMIEHHOrO» Pasro-
Bopa. OanH U3 HUX NPeanoXun caenath NOABECHOE KPEC/O B BUAE «/IOMbKW, B KOTOPOW paboTaoT Mans-
pbl»'. N BOT cnycTa ceMbaecsT net 8 COBEPUEHHO [pyrux 06CToATeNbCTBax MOAENb NIOMbKUA CTAHOBUTCS
TEeMOW ANsi TBOPHECKVX PA3MbILLNEHWIA FpynnbI «ObnepeHeHne apxnTekTopoB». BaxHo, YTo eciu 8 Tpuaua-
Tbl€ rOAbl, Korga CcoBeTCKOe OBLLECTBO YxKe HanUTanoch npefqyBCTBMEM TEpPOpa, a rpaHnLla rocygapcTea
NPaKTN4eCKN 3akpbinach, NoasecHas Ntosbka 6bina CUMBOIOM 3cKanmama XYAOXHWKa, TO CErofHs apxuTek-
TOPbI MAYT MNPOTVBOMONOXHBLIM MYTEM: PELLAIOT M3BECTHYIO /151 BCEro Mupa npobnemy pacceneHnst 6e3noMm-
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ordinated to some logic hidden from the viewer. Drumming on the surface of the table as if it werg a keyboard, Ath'e
fingers of young girls occasionally produce thunderbolts. Space is presented in an equally esoteric way in Viadimir
ov's Twilight.

;ﬁgltﬁer cardir?al device of formalization concerns the avant-garde heritage itself. Several exhipits at Modus' R
engage in a dialog with the past, only not from the positions of salon “followers”, but in a Qefamlllanzed manner, I‘|ke
archaeologists. The works of Anatoly Osmolovsky, David Ter-Oganian, Sergei Bugaev-Afrpa and Alexandra Gglklna
declare, each in their own way, about modernism in the obstructions of modern civilization, tracked down in the
military industry, in the street environment, in the storerooms. There is no pathos in thes.e works. Modernism Fooks
slightly worn, smallish and insignificant. What is accentuated is not its pedigree, but, as in archaeglqu, the primary
intelligence imprinted in the dead matter, which allows us to distinguish a human tool from a Paleolithic cobblestone.
Studying the basis of the modern human consciousness, this
approach can, in analogy to philosophy, be called epistemological.
Aesthetics are presented in indissoluble union with a special artistic
ethic, which does not permit any external pathetic element or
expensive materials, despite the hint at “elitism.” The only glittering
things here are the polished turrets of Anatoly Osmolovsky's tanks,
which the artist presents in a safely castrated form.

The final contemporary Formalist device can be called “sympto-
matic” of modernism. The works united under this term address the
outer appearance or surface as such. This type of formalization of
the image is well known in modern art, beginning with Cubism and
its wide use of the collage in pictures. In Pop Art, the collage

Group “Iced over architects”.

Scaffolding in a forest. Installation, 2002

Ipynna «ObnegeHeHne apxuTekTopoB».
HbIX nNpucoeanHeHneM aeknacCcupoBaHHbIX 31EMEHTOB K o6|_ue— Jleca B necy. MHctannsyms, 2002
CTBEHHOMY «Tefly», a OTHIOAb HE N30ALMen nx.
CoBpemMeHHbI (hopManam Kak aHanMTu4eckas cTparterus HeceT B cebe 1 HOBOe cofep KaHne No CpaBHEHWO
C NPeALIeCTBYIOLLMM TedeHreM. 3T, Npexae BCero, NoHMMaHne cpefipl, B KOTOPOM MPOV3BEAEHVE NCKYCCTBa
CYWECTBYET Kak MPOCTPaHCTBO WHTepdenca No aHanorum ¢ HoBbIMW TexHonormamn. B mopenn HITYKII-1
nonbka ABASETCA CPeACTBOM AOCTyNa K pasnnyHbiM QyHKUMSM Ha nnockocTh hacana. pynna (<Blue?oup>),
B MPOTUBOMNONOXHOCTL «OBNeAeHeHNI0 apxMTeKTOPOB», CTaBUT BOMNPOC O HGB?:BMO)KHOCTM B3anMoaencTems
C UMpoBbIMKN 0Bpa3amMn, O TOTAIbHOM OTHY>KAEHUN COBPEMEHHbBIX TEXHONOMMN. HakoHeL, B B1uaeo BukTopa
Anvmnuesa «3apHuLUbl» MokasaH TPETUI BO3MOXXHbIN TUM 9KpaHHOro obpasa — OH 34eChb NPeACTaeT 3akpbITbIM,
HO HE MEXaHNCTUYECKINM, a «KMBbIM», MOAYNHAIOLLMMCS KakoW-TO CKPbITOM OT 3puTens norvke. Bpems ot Bpe-
MEHW nanbLibl AeBO4eEK, HapabaHsiLLie No NOBEPXHOCTN CTONA, Kak ByaTo Mo KnaBuaType, Bbi3bIBAKOT OrHEHHbIE
paspsgpl. TaknMm e 330TepnyHeckuM NPeacTaeT 1 NpocTpaHcTBo B «Cymepkax» Bnagumupa JloryTtosa.
[pyroin coBpemMeHHbIN Nprem hopMannsaunn KacaeTCs y»ke camoro asaHrapaHoro Haf)ﬂe,ql/lﬂ. 30ecb MOXHO
BblAenuTb paboTbl BbICTABKW, B KOTOPbIX BEAETCS ANANOr C NPOLUMbIM, HO HE C MO3ULIA CaNOHHbIX «NOCNeao-
Batenen», a OTCTpaHeHHo, Mo Tuny paboTbl apxeonoros. lMpounsseneHns Axatonust Ocmonosckoro, [asuaa
Tep-OraHbsiHa, Cepres byraesa-Adpukin, AnekcaHapb! FankMHON Kaxaoe no-ceoemy 0613“98119!81' O MOAEPHN3-
Me, HalOeHHOM B 3aBanax CoBpemMeHHON umsBunudaummn. OH OTbICKMBAETCA U B BOEHHOW MPOMBILLIEHHOCTU,
1 B YIMYHOWN Cpefe, U B CKAACKUX NoMelleHnsx. B aTnux pabotax HeT nadoca, MOAepHU3M BbIrSanT fAocTa-
TOYHO MNOTEPTbIM, HE OHYEHb KPYMHbBIM, HE CIMLLKOM 3HAYUTENbHBIM. AKLIEHTUPYETCA HE KOPONEeBCKas POLOCOB-
Has, a, Kak B apxeonorum, TOT NepBUYHbIA padyM, KOTOPbI OTNeYaTbiBaeTCA B MEPTBOM MaTepun 1 No3BONSET
OT/INYUTL HenoBeYecKoe opyave Tpyaa oOT ByNbbKHUKA B Naneonute. 3TOT NOAXOA MOXHO MO aHanorum ¢ du-
nocouent HaseaTb INUCTEMONOMMHECKIM, N3yHaroLLIMM OCHOBY COBPEMEHHOMO Xy,D,O)KeC:I'BEHHOI'O COBHaHMﬂ;
ScTeTuka 3[ecb NPeAcTaeT B HEpaspbiBHOW CBSA3WM C OCOOOW Xy[AOMXECTBEHHOW 3TUKOW, HE [AOMyCKatoLLen
BHELUHEN NaTeTuky, AOPOrux MaTepuanoB, Kakoro Obl TO HX BbINO HaMeKa Ha «3NUTapHOCTL». Camble bnecTs-
LLMe 30eCb — NONMPOBaHHble BallHn TaHkoB OCMOMOBCKOro, KOTOPbIE XYAOXHWK, TEM HE MeHee, NPeacTaBns-

eT 8 6e30MacHOM BbIXOMOLWEHHOM BUAE.
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became a painterly principle, expanding to the meta-level. Now, in the works of Anton Litvin, Elena Berg and Pyotr
Bely, the collage lacks anything metaphorical. It appears in the role of a readymade: the whole of the surrounding
reality is collage-like and membranous. Imitation is the birthmark of totalitarianism playing at aristocratism. As
Viadimir Paperny wrote, Stalinist buildings suffered from a “skin disease” — a plastering leprosy betraying their true
plebian origins. [11] The typical features of the historical avant-garde now appear in the form of a surface layer,
collage or wallpaper - red local color, roughness like the absence of a finish, gray concrete (really plaster) tones.
In this way, the artists make us ponder the stereotypes of mod-
ernism and what is the true essence of modernism.

The Modus R exhibition is not, of course, confined to these works,
just as the works themselves do not exhaust the concept of
Formalism in contemporary Russian art. They are merely the fore-
most examples of the formalized relationships between man and
reality based on the user/computer program type. Here, Formalism
implies a knowledge of the devices used to organize the external
world, including the possibility of avoiding self-manipulations and the
hope of, if not changing the system’s laws, then at least of finding a
lacuna in it for independent existence.

Vladimir Logutov. Untitled.

Acrylic on canvas, 2006

Bnapumup Jlorytos. Ges Ha3saHus.
Xonct, akpun, 2006 lMocneaHnin coBpemeHHbIi hopManbHbIi MPYeM MOKHO HaaBaTh
CYMMATOMATUKON MoAepHuama. PaboTsl, o6beanHsiomecs nog,
STVIM TEPMUHOM, MOCBALLIEHb! MOBEPXHOCTU Kak TakoBo. STOT Tun hopManuaaLmn obpasa 13secTeH B co-
BPEMEHHOM UCKYCCTBE yXXe HaumHas ¢ Kybrama C ero LUMPOKUM MPUMEHEHUEM KONNaxa B KapTuHax. B non-
apTe KONNaX CTAHOBITCA XXMBOMUCHBIM MPUHLIMMOM, TO €CTb PACLLMPAETCS A0 METAYPOBHS. Tenepsb >xe B Npo-
VIBBEAEHNAX POCCUVCKINX XYAOXKHIKOB AHTOHa JTnTBrHa, EneHbl Bepr, MeTpa Benoro Konnax nuwaeTcs scs-
KO METa(hOPUHHOCTY: OH BLICTYNAET B PONW Peayn-Menaa, MOCKOJIbKY KONMaXKHOW, MNEHOYHOM MpeacTaeT Bes
OKpy>atoLLias AeNCTBITENLHOCTL. VIMUTaLms — poArMoe NSTHO ToTanuTapuama, MrpatoLLLero B apucTokpaTuy-
HOCTb; Kak nucan Bnagnmup ManepHbii, cTanuHekue 3paHms CcTpafanyt «kKOXXHOM 6ONEe3HbI0» — Nenpon LWTy-
KaTypkw, BbliaBaslLUen 1x NCTuHHOe nnebelickoe nNpoucxoxaeHue.' Tenepb xe B BVAE BEPXHEro Cros, KO-
neka 1 060es, MPEACTaloT TUNUHECKNE YepTbl UCTOPUYECKOTO aBaHrapfia: KpacHbln NoKanbHbIN LBET, Le-
POXOBATOCTL Kak OTCYTCTBME OTAENKM, Cepbii BETOHHBIN (Ha CaMOM Aene runcoBbIi) LBeT. Tem cambiM asTo-
PbI 3aCTaBNAIOT 3a[yMaTbCS O TOM, HTO SBNAETCH CTEPeoTUNamMi MOAEPHI3MA, @ YTO — NOAMHHON ero CyTblO.
KoHe4Ho, BbictaBka Modus R He orpaHuqvMBasTcst aTumm paboTamu, paBHO Kak 1 He MCHEPMbIBAETCS UM MOHS-
TVie (hopman1ama B COBPEMEHHOM POCCUIACKOM WCKYCCTBE. 370 nepeveHb NMlb Hanbonee O4eBUAHBIX NMPUMeE-
OB (hOPMaN130BaHHbLIX B3AUMOOTHOLLEHI YENOBEKA U AACTBUTENLHOCTY MO TUNY: NONb30BaTENb — KOMIMbHO-
TepHas nporpamma. GopManaM Aeck 03Ha4aET 3HaHWe MPUEMOB OPraHM3aLM BHELLIHEro MUpa, KOTopoe He-
ceT B cebe 1 BOBMOXHOCTb M3BEXaTh MaHNynsLmil Hag, coBoit, 1 HaAeXy eCnv He N3MEHNTb Kake-TO 3aKOHbI
CVCTEMBI, TO OTbICKATb B HE NaKyHY A9 HE3aBUCKUMOTO CyLLIECTBOBAHMS.
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1. Artkhronika, No. 2, 2005. S P

. Victor Misiano, “‘Drugoi’ i raznye”, Novoe literaturnoe obozrenie, Moscow, , p. 35. .
22'3 1\{his remarkable artis%c—political somersault was effected largely thanks to gallery-owner Marat Guelman, whp successfg!ly harnessed political
protest at a series of festivals of contemporary culture, which were also part of the election campaigns in Russia and Ukraine.
4. Anatoly Osmolovsky, “Amusia, Radicalism and New Money", Guelman. The Gallery: 15 Ygars, Mosqow. 2006. ‘ , ) )
5. Professional beggars asking for money at an exhibition’s space was the essence of Avdei Ter-Oganian and Konstantin Reunov's Charity action
in a gallery on Trekhprudny Lane in Moscow on 5 September 1991. ) - )
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the art of modernism.” Nicolas Bourriaud, “Sovremennoe iskusstvo i reprezentatsiya”, Khudozhestvennyi zhurnal, No. 55, Moscow, 2004, pp.
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Olesya Turkina
MODUS R: RUSSIAN FORMALISM TODAY

WHAT IS MODUS R?

The title of the exhibition — Modus R - is a word puzzle. The Latin word modus refers to a measure, image or way,
while the enigmatic letter R is the first sound of a name. So Modus R can be deciphered as the Russian way, as an
image of revolution or a method of reconstruction. The title can also be read as an abbreviation popular in the 1920s,
when the new made itself known by using the phonetic sounds of opening letters, which consequently acquired their
own objectivity. In the words of avant-garde poet Velimir Khlebnikov, R was the radius of the earth, united by the new
international of art [1]. In the “common human alphabet” of the self-styled Chairman of Space, the letter R meant the
division of the body, like a “flat cave”, as a “trace of the movement of another body through it” [2].

So Modus Ris the trace left by modernism in contemporary Russian art. A “flat cave” dissecting the body of moder-
nity. The traditions of the Russian avant-garde, liberated from the ideological burden and aesthetic cliches, re-expe-
rienced today. Artists rejecting narrative, the addressing of Formalist principles and, at the same time. the reinter-
pretation of the history of modernism as a tale of utopian impulses. A “flat cave” is an oxymoron altering our per-

spective of the avant-garde. The glimmering of the near and the far, the surface and the depths. Modus R is the
trauma of modernism, returning to us from the future.

WHY FORMALISM?

Russian Formalism was an influential school of literary criticism in the 1910s and 1920s. Does it bear any relation
to the exhibition? The answer is both yes and no. It is, of course, no accident that a reference to the Formalist

Onecs TypkuHa
MODUS R. PYCCKU ®OPMAJTU3M CErogHs

HTO TAKOE MODUS R?

HaszgaHue BbicTasku Modus R — ato ByKBeHHbI pebyc, B KOTOPOM NATUHCKOE GOBO «modus» rOBOPUT O Mepe,
obpase, crocobe, a 3arafoyHas Byksa «R» — aT0 NepsbIit 3BYK UMeHW. Modus R MOXHO pacLnppoBaThb Kak pyc-
CKMiA CNocob, Kak 0bpa3 PEBOSIOLN UK KaK Mpasmnio PEKOHCTPYKLMN. HO MOXKHO MPpOYecTb 3TO HasdBaHme U Kak
nonynapHyto B 1920-x ropax abbpesunarypy, Koraa HoBoe 3asBAsfo O cebe, B TOM HYi1CNe W HEMPUBbIYHBIM (hOHe-
TUHECKVIM 3BYHaHeM HadanbHbIX GyKB, OBpeTatoLLMX CBOIO BELLIECTBEHHOCTL. R — 370 pagunyc 3emnn, 06beamHeH-
HOI HOBbIM VHTEPHALWIOHAIOM UCKYCCTBA, «38MHON noNynonepe-HnK»', No BbipaXkeHo Noata Benmmmpa Xne6Hu-
KoBa. B «00LeqenoBeyeckon azbyke» Mpeacenarens 3emMHoro wapa 6yksa «P» 3HauuT pasfeneHne Tena «Mnockom
MeLepom» Kak Cref ABVKeHUs Yepes Hero Apyroro Tena»*. Modus R — 570 Cnea, OCTaBMEeHHbIN MOAEPHU3MOM B CO-
BPEMEHHOM POCCUCKOM MCKYCCTBe. «[1nockas neliepar, paccekaolasn Teno COBPEMEHHOCTU, — 3TO TpaauLm
PYCCKOro aBaHrapaa, 0CBOGOXAEHHbIE OT WASONOMMHECKON HarPy3Ki 1 SCTETUYECKIX KIULLE 1 BHOBb NepexvBae-
Mble CerofHs. 910 0TKas XyAOMHIKOB OT NOBECTBOBATENLHOCTY, 1 obpaLLeHme K (hopMasibHbIM MPUHLNAM, 1 Of-
HOBPEMEHHO NEPeOCMbICeHNe CTOPU MOAEPHU3MA KaK PaccKkasa 06 yTOMMHECKIX nMnynbcax. «Inockas nee-
P& = OKCIOMOPOH, MEHSIOLLIMIA MepCnexkTVBY Ha asaHrapg, MepLiaHie 6AnsKkoro v [aneKoro, NoBepxHOCTA 1 ry6u-
Hbl. Modus R - 9710 Tpasma mogepHmama, BO3BpaLLatoLLascs K Ham 13 ByayLero.

MOYEMY ®OPMANN3M?

Pycckuii chopmaniam — npuaHaHHas KputHeckas n vteparyposefdeckas Lwkona 1910-1920-x ronos. Vimeet nu
OHa OTHOLLIEHIE K BbiCTaBKe? U Aa, 1 HeT. KOHEUHO, OTChbinKa K hopMasHON KOS NOSBNSETCS B Ha3BaHUM He chy-
HaiHo. POPMaMCTbI camu OBpaLLAINC K COBPEMEHHOMY 1M NCKYCCTBY, Oyay4M HEMOCPEACTBEHHO CBS3aHHBIMU
C chyTypr3mom. Mpudem MpeaMeToM aHanmaa CTaHoBNACH He TOMLKO nuTeparypa, HO Takke 1 Takue 3HauuTe b
HbIE AB/IBHNA BPEMEHW, KaK XXMBOMKCb 1 KuHO. Hanbonee sipkas dhopmyna, onpefenstoLLas 3Ha4eH1e cyrpemaTiia-
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school appears in the title. Directly linked to Futurism, the Formalists themselves addressed contemporary art. Thte
object of their analysis was not only literature, but also such important ‘phenomena of the day and age as pfa|tr'1 =
ing and cinema. The best formula defining the importance of Suprematism bglohgs to one of the‘ foun(.je.rs 0 1@
Russian Formalist school, Victor Shklovsky, who said that the Suprematists did in art what (?.hem|sts did in medi-
cine: they brought out the active part of the resources. The “active part of the rgsourcgs bro.ught.ou.t.by the
Formalists in poetic language are the constructive meaning of the element, the rejection of ideological S|gn|fnca.nce.‘
the extraction of the word from speech automatism and the study of the internal laws of Ianguagg \/|Ctp|
Shklovsky wrote: “In the theory of literature, | investigate the internal laws of the language. To draw an industrial
parallel, | am not interested in the state of the world cot-
ton market, nor in the politics of trusts, but only in the
thread count and the ways of weaving them” [3].

For Shklovsky, art was a device, the am of which was to
“give the sensation of the object as seeing, rather than
recognizing” [4]. In the words of Roman Jakobson, the
device is the only hero of the science of literature. Bringing
out the material and device as the constructive element,
the Formalist method of literary criticism can be compared
to the “elements of artistic activities” formulated by the
Russian avant-garde artists when working on the concept
of the Museum of Artistic Culture: (1) material; (2) color; (3)
space; (4) time; (5) form; (6) technique [5]. Russian
Formalism today is modernism — only modernism that

Ma, MPUHaANEXUT OQHOMY 13 OCHOBAaTeNen PycCKomn hop-
ManbHOM LWKoNbl BukTopy LLIKnoBCckoMy: cynpematucTbl
cAenany B MCKYCCTBE TO, YTO XVMUKWN B MEAVLIMHE, — OHU
BbiOENUIN ASVCTBYIOLLYIO YaCTb CpeacTB. KOHCTPYKTVB-
HOE 3Ha4eHne anemMeHTa, OTKaa OT UAEONOTNHECKOV 3Ha-
YYMOCTW, BblBELEHVE CoBa M3 PEHEeBOro asToMariama,
M3y4EHVE BHYTPEHHWX 3aKOHOB A3blka — «AeNCTBYIOLLAs
YacTb CPEACTB», BblOENEHHas B MOITUHECKOM HA3bIKe
dopmanicTamn. «A 3aHrMMatocb B TEOPUU JiMTepaTypbl
1CCNENoBaHMeM BHYTPEHHIX 3aKOHOB ero [s3bikal. Ecnm
MPOBECTU 3aBOACKYIO Napasiefb, TO 5§ UHTEPECYIOCh He
NONOXKEHNEM MUPOBOIO  XJIOM4aTOOYMaXKHOMO  PbIHKa,
HE MOMUTVIKOM TPECTOB, a TOMbKO HOMEpamyt MPsiki
1 crniocobamm ee TKaTb»*, — ytBepxaan LLiknosckun. Vic-
KyccTBO AN LLIKNOBCKOro — 310 MpueMm, Lienb KOTOPOro «[aTb OLLyLLIeHE BELL KaK BUAeHVs, a H? KaK y3HaBaHus»*,
[Mpyiem — eAMHCTBEHHbIN repoit HayKi O nTepaType, No cnosam Pomara SkobcoHa. PopmarbHbIi METOA B mTepa-
TYPOBEAEHWN, BbIAENSIOLLA B KQ4eCTBE KOHCTPYKTUBHOMO 3ieMeHTa Marepuan 1 npuemM, MOXHO COMocTaBiTb
C «BfIEeMEHTaMU Xy[AOXKECTBEHHOW AEATENBHOCTU», CHOPMYNIMPOBaHHBIM XyOOXKHKaMK1 PYCCKOro aBaHrapia B Mpo-
Liecce paboTbl Haf, KOHLIENLen My3aest XyAOKECTBEHHON KyneTypbl: 1) Matepuan, 2) useT, 3) NpocTpaHcTeo, 4) Bupe—
M, 5) hopma, B) TexHmka®. Pycckuin hopMaiam CerogHs — 910 MOAEPHM3M, HO MOAEPHM3M, HEe MPETEHAYIOLLINM Ha
yHUBEpCaibHOCTb. CKOpEee OH MOAHEPKMBAET CBOE reorpaHeckoe NoNOXKeHVe, CTaBUT akLIEHT HEe CTONBKO Ha Bpe-
MEHW, CKOMbKO Ha MecTe.

Suprematic order.
GINKHUK'’s research departments’ exhibition. Leningrad, 1926

Cynpemaruyeckuin opaep.
OT4eTHas BbiCTaBka nccaegosaresibckux orgenos MMHXYKa.

JlenuHrpag, 1926

PYCCK ®OPMASTIN3M CEMOOHA? ) 7
Cnosapb (hopMarbHON LLKOMbI MPEA0CTABSET MHCTRYMEHTAPWIA, MO3BONSIOLLMIA ONCaTEL CTPATEMIO COBPEMeH
HOrO UCKYCCTBA, 0BPATUBLLEroCs K hopManamy. 3AECh HET MOMbITKW BEPHYTLCH K CTOKaM MOAepHU3amMa. [as-



20 21

does not claim to be universal. Rather, it underlines its geographic
position, placing the accent less on time and more on place.

RUSSIAN FORMALISM TODAY?

The dictionary of the Formalist school is a tool helping to describe
the strategy of contemporary art addressing Formalism. There is
no attempt here to return to the sources of modernism. The most
important things are the modernist impulse, unfolding retroactively
in the restored word, and the accent sounding in the acoustics of
Russian Formalism.

One of the key concepts is defamiliarization (ostranenie), which was
not only a feature of Russian Formalism, but also of Bertolt Brecht's
theory of Verfremdungseffekt and Roland Barthes's analysis of modern
mythologies. Defamiliarization — which Shklovsky called the main
device of art in his fundamental piece of writing Art as Device (1917) -
is a slowed down, complicated perception, aimed at bypassing and
the process of vision itself, rather than the recognition of the object.
Defamiliarization overturns the relationship between the subject and
object, concentrating not on the result, but on the process. When
something commonplace appears as something strange and unrec-
ognizable, one can say, recalling Jacques Lacan’s anecdote of the tin
can, [6] that we not only look at the object: the object also looks at us.

HOE = TOT MOAEPHNCTCKUI MMNYNBC, KOTOPBIN PETPOAKTUBHO pas-
BOPa4MBaeTCa B BOCKPECLLEM COBE, TOT aKUEHT, KOTOPbIN 3BY4UT
B aKyCTVKe pycckoro hopmanmama.

OAHO 13 KYEBbIX MNOHATUN — «OCTpaHeHne», KOTOPoe He TOfb-
KO MapknpoBano pycckuii hopmaniam, Ho m «MPOPOCNO» B TEO-
pun oT4yXAeHns beptonbaa Bpexta v B aHanuze COBPEMEHHbIX
muchonorvii PonaHa Bapra. OcTpaHeHrue, HassaHHoe LLIknos-
CKVIM B NMpOrpammMHoi cTaTbe «/IckyccTBO Kak npuem» (1917) oc-
HOBHbIM NPUEMOM NCKYCCTBA, — 3TO 3aMeafieHHoe, 3aTpyaHeHHoe
BOCNpusTUE, HanpaseHHoe B 06x0f, HaLEeneHHoe He Ha y3HaBa-
HVe MpeameTta, a Ha Mpouecc camoro BUOEHVS. OcTtpaHeHve
NEPEBOPaYNBaET B3aNMOOTHOLLEHIE CY6bekTa U o6bekTa, Co-
CPEAOTOHMBARCk He Ha pesynbTaTe, a Ha npouecce. Korpa npw-
BbIMHOE  MPEACTaBNAETCH CTPaHHbIM, HEeY3HABAEMBIM, MOXHO
CKasatb, BCMIOMHWB M3BECTHYIO MCTOPUIO YKaka flakaHa O KoH-
CepBHON OaHKe®, Y4TO He TOMbKO Mbl CMOTPUM Ha npeamer,
HO 1 NpeameT CMOTPUT Ha Hac.

MoHsTve octpaHervs B NEPBYO O4epeb NMPUMEHMO K BU3yarib-
HbIM MCKYCCTBaM, CBSI3aHHLIM C ANUTENHOCTLIO. Tak, B BMAeO Buk-
Topa AlMMnveBa ocTpaHeHmne BbIBOAWT AENCTBYE N3 MPUBBLIYHOMO
asTomMatnama. B «Conosyluke» n «3apHax» rpynna oobeauHeHa
MPOCTBIM MexaHN4eckum aenctarem. OpHako hopmanbHble npu-
SHaKn puTyana, Takue Kak MOBTOP, KONNIEKTUBHbLIN xapakTep,
He CBA3aHb! C 3adaqet cumsonu3aumm. HanpoTu, npoLecc y3Ha-
BaHNA 3aTpyaHeH 1 faxe HEeBO3MOXeH. Ha aheKT ocTpaHeHs
PaboTaeT v HEECTECTBEHHbIN AHUMMHOBbII LBET B BUAEO, KapTUHaX

Dziga Vertov. Man with a Movie Camera.

Stills from the movie, 1929
Ansra Bepros. Yenosek ¢ KuHoannaparom.

Kagpbi uz kuHogunsma, 1929
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The concept of defamiliarization is applied, first and foremost, to visual arts linked to prolongation. In Victor
Alimpiev’s video, defamiliarization draws the action out of customary automatism. In Nightingale and Sheet
Lightning, the group is united by a simple mechanical action. The Formalist features of the ritual, such as repe-
tition and the collective nature, are not linked to the task of symbolization. On the contrary, the process of rec-
ognizing is complicated and even impossible. The unnatural aniline tones in Alimpiev's videos, pictures and
objects also contribute to the effect of defamiliarization. The artist creates a special sensation of space, com-
bining the opposing facets of Khlebnikov’s “flat cave,” the near and the far, a Suprematist projection of the world
seen from outer space and an objective materiality going beyond the plane of the counter-relief, Malevich
and Tatlin.

Vladimir Logutov defamiliarizes an everyday documentary scene with the help of computer montage. The effect
is only discernable when peering closely. The invisibility of the device seems to reproduce the irrelevant nature of
everyday life. A group of people moves slowly about a park. They are reflected in the surface of a lake, only their
reflections do not coincide with the originals. In the crowd standing on a staircase, the same figures appear twice.
An unassuming crossroads (Twilight) turns out to be a place of implicit breakdowns — the red traffic light is reflect-
ed in the puddle as green. The artist articulates the effect of relocation in the documentary shot, from Dziga
Vertov’s Man with a Movie Camera to the modern surveillance camera.

Defamiliarization has a clearly technological character in the Bluesoup video. The three-dimensional animation of
the modeled spaces reflects the largely virtual nature of the modern perception and the tele-presence in video
games, war or space shots. Inclusion in a picture of the world, in which every action on the screen is accompa-
nied by a reflexive movement of the body, is underlined in the Echelon video installation. The train rushing at the
audience, which once evoked panic among the first cinema-goers, is arranged in a real three-dimensional pro-
jection. Echelon is a form of phonetic landscape (7] in which the acoustic effect plays a form-creative role.

N obbekTax xyaoKHuUKa. AnnMmnueB cospaeT ocoboe OLyLLeHne
NPOCTPAHCTBA, B KOTOPOM COEANHAKOTCS MPOTUBOMOMNOXHbBIE MPaHn
«MNIOCKON NeLepbl» XNebHnKoBa, aanekoe 1 6Nnskoe, cynpemaru-
Yeckas NPoeKUMst Mvpa, YBUAEHHOrO M3 KOCMOoca, 1 npeaMeTHas
MaTepNanbHOCTL BbIXOASLLEro 3a M0OCKOCTb KOHTppenseda, Ma-
neBuY 1 TaTnuH.

Y Bnagumupa JlorytoBa 0bbiMHas AOKYMEHTanbHasA CLeHa «ocTpa-
HSAETCH» C MOMOLLBIO KOMMBIOTEPHOIO MOHTaXKa. IMHEKT MOXKHO
3aMETUTb NNLLb MPY BHUMATENBHOM PACCMOTREHUN. HeBUAMMOCTb
npviema kak 6y[aTo BOCMPON3BOOUT HE3HAYMTENBHLIA XapakTep no-
BCEAHEBHOCTW. [pynna Noaen MeaneHHo nepemMeLaeTcs B napke,
OTpaXKasiCb B BOAHOW MOBEPXHOCTW 03epa. Ho OTpaxeHns He CoB-
nagaroT CO CBOMMM NepcoHavkamu. B Tonne, cTosLLen Ha NecTHULE,
OfHV 1 Te e hurrypbl BOSHUKaOT ABaxabl. OOblHHbIN NEPEKPECTOK
(«Cymepkmn») OKa3blBaETCA MECTOM HESIBHbIX COOEB — KPAaCHbI LBET
CBETOhOPa OTPAXKAETCS B Jy»XKe Kak 3eMeHbln. XyAOXKHVK apTUKyv-
pyeT ahhEKT CMELLEHVS! B MPOCTPAHCTBE AOKYMEHTA/IbHON CheM-
K1, OT «Henoeka C KnHoannapatom» [3urn BepTtoBa Ao cospe-
MEHHOW KaMepbl CNEXEHNS.

OcTpaHeHue B B1aeo «CUHEro cyna» HOCUT SIBHO TEXHONOMMHECKIA
xapakTtep. TpexmepHas aHMauma CMOAENMPOBaHHbIX MPOCTPaHCTB
rOBOPUT O BMPTYaNbHOM MO NPEVMYLLIECTBY XapakTepe COBPEMEHHO-
ro BOCMpUSATUS, O TENENPUCYTCTBUN B NPOCTPaHCTBE BUASOUID, BON-
Hbl MIN KOCMUYECKOW CEMKN. BKNOYEHHOCTL B KapTUHY Mypa, rae
KavKaoe AENCTBME Ha 3KpaHe COMpOBOXKAAETCS peIEKCUBHbIM ABW-
XKEHVIEM Tena, NoAYepKUBaETCS B BUACOVHCTANNSALMN «SLUENoH». He-

Sergey Bugaev Afrika. Industrial Unconscious 7, 8.

Enamel on metal, 2006
Ceprei byraes-Agpuka. HgycTpuansHoe

6eccosHarenbHoe 7, 8. Amans, metansn, 2006
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Media-aesthetics are the basis of the defamiliarizing device in the works of Philipp Dontsov. Modeling family rela-
tionships with the help of blocks of figures from a standard program, he debunks the traditional ties between fam-
ily members. The Family Portrait series demonstrates the denaturalization of the myth. The realization that Jessica
and John are not linked by anything other than a cultural cliche is shown in a series of computer prints and ani-
mated family portraits, rather like the science fiction projected in such fims as Blade Runner 8.

The works of Kerim Ragimov combine the mechanical nature of a traditional technique - painting or graphic art
— with a detailed reproduction of mass-printed “originals.” The latter are either the artist's own photographs, as
in the Road Off series of drawings, or mass media images taken from newspapers, magazines and television.
The media aspect allows the artist to concentrate on "art as a device”, overturning the relationship between the
copy and the original.

Irina Korina works with displaced perception. The attention shifts from recognizing to seeing in Models, in which
domestic accumulator wrappings, made to be thrown away, are greatly increased in size. Exploiting the mod-
ernist ideas of economy and functionality and becoming invisible, the packaging returns in large-sized objects.
Such magnification is also a gesture of resistance to consumer ideology and the movement towards smaller and
smaller technical gadgets.

In Anatoly Osmolovsky’s Wares, the defamiliarizing effect is also based on the return of form from technical design
to art. Formalist art acted on design and the turrets of the tanks recreated in Osmolovsky’s objects are a retroac-
tive response to camouflage, which was borrowed from monochrome Cubist painting during the First World War.
In Pyotr Bely's Danger Zone, something once linked
to the projective nature of the avant-garde becomes
a model of the trauma caused by modernism, incar-
nated in the physical damage to the surface. As

CyLWACS Ha 3puTeniein roeam, npviBeALLIVA Koraa-To
K MaHN4eCKOMy y>Kacy NnepBbIX NOCETUTENEN KUHEMA-
Torpada, pasnoxeH B peansHoM TPEXMEPHOWN NPOEK-
L. K ToMy e «SLLeioH» — 3TO CBOero poga hoHe-
TUHECKA Nens3axk’, B KOTOPOM aKyCTUHECKUN ah-
hekT nrpaet hopmMoobpasytoLLYO ponb.
MegavascTetrika — ocHosa OCTpaHsAoOLLIEro npuema
B pabotax ®ununna [JoHuosa. MogennposaHue ce-
MENHBIX OTHOLLEHWA C MCMONb30BaHMEM 60MBaHOK
DUryp 13 CTaHAAPTHOI NPOrpaMMbI pasBeH4vBaeT
E€CTECTBEHHOCTb TPaAULIMOHHBIX B3AVMOCBA3el Me-
KAy “neHammn cembit. B cepum «CemeitHbin nopTpet»
AEMOHCTPUPYyeTCH AeHaTypanmusauma Miuda. MoHu-
MaHwe TOro, 4To [keccuky n [IxoHa He CBA3biBaeT
HEr0, KPOME KyIIbTYPHOTO KiWLLE, pa3BopasnBaeTcs B cepum KOMMBIOTEPHBIX MPUHTOB Y OXKUBAKOLLMX CEMEN-
HbIX MOPTPETOB, KOTOPbIE OKa3bIBAIOTCS CPOAHM NMPOEKTUBHON (haHTacTKe, BOMNOLLEHHOM B churibMax Tvina «Be-
MYLLEro no nessunio BpuTsbI»?,

Sergey Bugaev Afrika. Beat the Reds with White Wedge

(From “Anti-Lisitzky” series). Acrylic and enamel on cardboard, 1989,
Collection of Nina and Calude Gruen, San Francisco

Cepreii Byraes-Agppuka. KnuHom 6enviv 6eii KpacHbIX.

U3 cepum «AHTu-JTucuykuis. AKpun u amans Ha kapToHe, 1989.

Konnekyws Humel u Knoga IpyeH, CaH-®paHymcko

B pabotax Kepuma Parvmosa codeTaetcs MEXaHUHECKI XapaKTep VICronb3yemoit TpaauUyOHHON TEXHUKU, XKN-
BONUCK Nnn rpachmkm, U JOCKOHabHoe BOCMPOM3BEAEHVE MACCOBbIX NeYaTHbIX «OPUrMHANOB», 6yap TO chotorpa-
hvm camoro XynoxKHUKA, Kak B cepum pucyHkos «Road Off», nnn macemeauiitbie 06pasbl, N03aNMCTBOBAHHbIE 13
raser, XXypHanos, TenesuaeHns. MeguinHocTb No3sonseT XYAOKHIMKY COCPEAOTOUTBECS Ha «UCKYCCTBE Kak npue-
Me> 11 NepeBopaqmBaeT B3arMOOTHOLLIEHWS KON U OpuruHana.

WpuHa KopuHa pa6oTtaeT co CMELLieHHbIM BOCMPUSTVEM. CMeLLiEHe BHUMaHWS C y3HaBaHWS Ha BUIOEHWNE OCyLLie-
cTBnaeTcs B «<Mopensx», B KOTOPbIX NpeaHasHaYeHHbIe Ha BbIOPOC YNakoBKM OT BbITOBbIX aKKYMYIHTOPOB MHOMO-
KPaTHO yBeNM4MBAIOTCS. YNakoBKa, aKCrlyaTvpyioLLast MOLEPHWCTCKIE MAEN SKOHOMUN 1N (OYHKLIMOHATBHOCTY
v CTaBlLast HEBMAMMON, BO3BPALLIAETCS B MACLLTABHbIX 06 bekTax. Takoe YBEIMHEHWE €LLie N >XECT ConpoTUBne-
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Alexandra Shatskikh notes, the Suprematist canvases were, for Malevich, “sign-projects conf[anmg pointers to the
prototypes of the technical specimens of the future” [9]. For Bely, Memorial Modeling is a device directed not at the
future, but at the plastic prototypes of the foundation of a utopian idea.

While defamiliarization is the deliberate complication of perception, another key concept of Formalism - aphasia —
is linked to the disruption of understanding. The theory of aphasia helps us to analyze the differences in the con-
temporary addressing of modernist icons, materials and strategies.

«Du cote chez Swan» Ballet. Music by L. Desyatnikov, choreography

by A. Miroshnichenko, design by Ph. Dontsov.

Mariinsky Theater. St. Petersburg, 2006

Baner «[lo HanpasneHunio k CeaHy». My3bika /1. lecaTHukosa,
xopeorpagus A. MupoluHnyeHko, ausanH @uavnna JJoHyosa.

MapuunHckui Teatp, CaHkT-lMetepbypr, 2006

The concept of aphasia implies the loss or impair-
ment of the ability to communicate through speech.
Roman Jakobson classified aphasia on the basis of
two mechanisms of vocal impairment — selection and
combination [10]. When the ability to select is lost,
the context of the message is extremely important for
the speaker. Words are grouped according to their
spatial or temporal continuity, in contiguity.
Aphasiacs, whose selective abilities are impaired,
resort to metonymy. When the ability to combine is
lost, the contextual fabric of the sentence is
destroyed. People whose contiguity is impaired
employ metaphors. Jakobson applied the theory of
aphasia to fine art, pointing out Surrealism’s orienta-
tion on the metaphor and Cubism and Dadaism’s
orientation on metonymy.

HUS NOTPEOUTENBCKON MAEONOrK, CTPEMSLLENCS
K YMEHbBLLEHWIO TEXHONPUOOPOB.

B obbekTax AHatonus Ocmonosckoro «/13genns»
OCTpaHALWMA 3heKT Tak »e NOCTPOEH Ha BO3-
BpalleHnn hopMbl N3 TEXHWYECKOro AmsanHa
B WCKYCCTBO. VIMEHHO hopmManibHOe WCKYCCTBO
noaencTBOBaNO Ha au3anH. Tak 4To BaluHu TaH-
KOB, BOCCO3aHHble B 06bekTax OCMONOBCKOro, —
3TO CBOEro poaa PeTPOoakTVBHbLIN OTBET KaMyd-
NSHKHOWM packpacke, No3anMcTBOBaHHOW BO BPEMS
[MNepBO MMPOBOWN BOWHbBI N3 MOHOXPOMHOWM »XUBO-
nnucun kybuama.

B «OnacHown 3oHe» [Metpa benoro 1o, 410 6bIN10 KO-
roa-To CBA3aHO C MPOEKTUBHbIM XapakTepOM aBaH-
rapaa, CTaHOBUTCA MOAENBIO HAHECEHHOW MopJep-
HU3MOM TpaBMbl, BONNOLLEHHON B (hU3N4ECKMX MO-
BpexaeHnax nosepxHoctwn. [ng Manesuda cynpe-
MaTu4eckme XONCTbl, Kak oTmedaer A. LLlatckux,
Oblnn «3HaKaMU-NPOEKTaMU», B KOTOPbIX COAepa-
NNCb yKa3aHWs «Ha NOCTPOEHWE NPOOBPa30B TEXHW-

Yyecknx obpasuos byayuiero»’. [na benoro — «MemopuansHoe MoaenMpoBaHne» — NpUeM, HanpasneHHbIN He
B Oyaylee, a yKasblBaroLLMA Ha NnacTUHeckme Npoodpasbl 3aKNaaKn yTONMHECKon naen.

Ecnn octpaHeHne — 310 HaMepeHHoe 3aTpydHEHWe BOCTIPUSITUS, TO APYroe Kto4eBoe MoHATUE hopManiama,
ahasuns, cBsA3aHO C HapyLLeHneM noHnMManus. ObpalleHme K Teopun ada3nn NO3BONSET NPOaHaIM3NPOBaTh, YeM
OT/MYAETCS COBPEMEHHOE 0DpaLLiEHe K MOAEPHNCTCKIM MKOHaM, Matepuanam, CTpaTtervism.

[MoHaTHE «athadns» 03Ha4aET NOMHYIO UM HaCTUHHYHO YTPaTy CNOCOBHOCTM pedeBoro obLLeHns. PomarH AkobcoH
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In a direct reference to Roman Jakobson, Sergei Bugaev calls his method “aphasiac.” In the Aphasia of
Representation series, the “alien” images of Assyrian warriors, astronauts and microorganisms are sewn onto Soviet
flags, in the same technique as the “original” state symbolics. The artist demonstrates a metonymic model. This
also acts in the Anti-Lissitzky series. Retaining the scheme of El Lissitzky’s famous poster Beat the Whites with the
Red Wedge, Bugaev replaces the text and color composition. In the Industrial Unconscious series of enamel pho-
tographs, the artist reproduces the images of the modernist archive.

When art directly addresses the Formalist tradition, it attempts to retain the temporal and spatial continuity of mod-
ernism. The artist becomes an archaeologist. He re-experiences the modernist trauma, filling it with new ideologi-
cal content. Reproducing avant-garde icons,
Andrei Molodkin's objects fill these universal
signs with oil = Crude Oil in the Form of
Malevich's Black Square, Crude Oil in the Form
of Malevich’s Black Cross and Crude Oil in the
Form of Malevich's Black Circle. The pathos of
the restructuring of the world returns in a new
political gesture of resistance to our dependence
on the raw material market.

The story of modernism is deliberately compli-
cated today. This is no longer an anecdote
about a utopia: it is a partial loss of understand-
ing, realized by the artists; an inheritance and a
rejection of traditions. One can only list what is

knaccuuumpoBan adasuio Ha OCHOBaHWN
[BYX MEXaHVW3MOB MOBPEXAEHUSI PEYEBOI Cro-
COBHOCTW: CenexLmm 1 KombuHauwn'®, Korpa yT-
padeHa CrnocobHOCTb K Cenekuun, Ans roBopsi-
LLIEro KpanHe BavkeH KOHTEKCT rnocnaHus. Cno-
Ba rpynnupytoTcst HA OCHOBaHW NMPOCTPAHCTBEHHOW UM BPEMEHHOW HENPEPBLIBHOCTH, MO CMEXHOCTU. AcbaTuky,
Y KOTOPbIX HapyLUeHbl CenekT1BHbIe CMOCOOHOCTW, MpuberarT K MeToHMMK. Korpa yTpadeHa crnocoBHOCTb
K KOMOMHALWY, PaspyLLIAETCS KOHTEKCTYarbHas TKaHb MPEANoXeHns. Te, y KOro HapyLLeHbl OTHOLLIEHUST CMEXKHO-
CTW, NCNOMB3YIOT MeTachopy. AKOBCOH MPUMEHAN Teopuio ahadnn K N306PA3UTENBHOMY UCKYCCTBY, yKasblsas Ha
OpveHTaUMIO ctoppeann3mMa Kak Ha metaopy, a kybuama 1 gagansama — Kak Ha METOHUMUIO.

Ceprei Byraes HagblBaeT CBOV MeTOZ, «athatieckiM», NPAMO obpaLancs k AKoBcoHy. B cepum «Adaaus pe-
MpeseHTaLnmn» Ha COBETCKVE (hnari HaLLMTbI BbINOSHEHHBIE B TON XKE TEXHVKE, YTO U «OpPUrvHasbHas» rocyAapcT-
BEeHHast CUMBO/IMKA, «HyX[ble» 00pasdbl aCCUPUIACKIX BOMHOB, KOCMOHABTOB, MUKPOOPTaHU3MOB. XyAOXHUK [e-
MOHCTPUPYET METOHUMUHECKYIO MOfIEb. Tak e OH ASCTBYET U1 B Cepiit «AHTU-JIUCULKWIA», [Oe, COXPaHVB CXe-
My M3BECTHOMO Mnakara b JMcnuKoro «KnmHoMm KpacHsiM Geit Genbix», Adpuka OCyLLECTBNSET 3aMeHy TeKCTa
1 LIBETOBOW KOMMO3MLMW. B cepum BbINoNHEeHHbIX Ha aMain (hoTonsobpakeHunin «HaycTpuansHoe 6eccoaHa-
TenbHoe» AdpriKa HeyCTaHHO BOCMPOU3BOAUT 06pasbl MOAEPHUCTCKOrO apxviBa.

Korga nckyccTo Hanpsmyio obpalliaeTcst K (POPMaseHON TPEAULMKA, OHO CTPEMITCS COXPaHUTL BPEMEHHYIO
V1 NPOCTPAHCTBEHHYIO HENPEPbLIBHOCTL MOAEPHM3MA. XyAOXHUK CTaHOBUTCS apxeonorom. OH 3aHOBO Nepexusa-
€T MOJEPHUCTCKYIO TPaBMY, HarMosHsisi e HOBbIM WABONOTMHECKUM coflepkaHneM. Tak, B o6bekTax AHapes Mo-
NofkvHa, BOCMPOMSBOAALLWX WMKOHbI aBaHrapAa, yHuBepcasibHble 3Haku («HedbTb-Chipey B dopme «HepHoro
Keapparta» Manesn4a», «HeTb-coipeL B hopme «HepHoro kpecta» Manesudar, «<HeTb-Cbipel) B hopme «Hep-
Horo kpyra» Manesu4a») 3anonHaTes HedbTbto. Madoc nepeycTponcTea Mpa BO3BPALLAETCst B HOBOM MOSNTU-
HECKOM XXECTe COMPOTUB/IEHVS 3aBUCUMOCTU OT CbIPbEBOMO PhiHKA.

O4eBnaHO, H4TO pacckas O MOLAEPHU3ME CEerofiHA HamMepeHHO 3aTpyaHeH. OTo Gonblue He aHexaoT 06 yTonuu,
a 0Co3HaBaemast XyAOKHNKaMN HacTu4Has yTparta NoHUMaHWS, 3TO HacnefoBaHne TPaOuUMA U OTKa3 OT HUX.

Viktor Alimpiev. To Oleg. Installation. Guelman gallery, 2003

Buktop Anumnues. Onery. UHctannsyus. lanepes M. lensmana, 2003

-
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always in front of the eyes, metonymically substituting one for the other. The black color of geometric abstraction
becomes the color of crude oil or asphalt. When David Ter-Oganian reproduces geometric compositions on
asphalt or animates them, he consciously rejects the gesture of distancing in order to preserve the spatial-tem-
poral continuity of the context. Alexandra Galkina's series of pictures with the image of a red miniskirt or her sten-
cils of Suprematist linen are not an ironic metaphor, but a metonymic substitution. A new generation of artists,
such as David Ter-Oganian, Alexandra Galkina or Zhanna Kadyrova, rejects choice for the sake of proving the
uninterrupted existence of modernism. Even when addressing an object by Jeff Koons, as Zhanna Kadyrova does
in Diamonds, the most important thing is not the strategy of reappropriation, but the production of art, the rough
materiality of concrete and tiles.

In Russia today, the vestiges of Formalist art are also linked to political realities, which are closely intertwined with
its perception. Interest in the Russian avant-garde came in waves. The first wave fell on the 1960s. Did the art of
the 1920s differ from the art of the 1960s? llya Kabakov claims that the art of the 1920s was the art of ascending
hopes, while the art of the 1960s was the art of descending hopes [11]. In the 1960s, many unofficial artists regard-
ed themselves as continuing the avant-garde traditions, forcibly interrupted in the 1930s. It was perhaps only the
Conceptual artists who were distinguished for their alienation from the historical avant-garde. Ironically, this allowed
them to make a greater contribution to interpreting the modernist project throughout the 1960s and 1970s, com-
pared to those who concentrated on preservation and direct inheritance.

As a political or social gesture, the avant-garde project acquired new meaning in the late 1980s, during Perestroika.
It was perceived as an historical parallel of the social-political revolution unfolding before the very eyes of artists. This
tendency gave way to media and narrative art in the 1990s, followed by a fresh burst of interest in Formalism at the
start of the new millennium. This history is extremely schematic, of course, and does not reveal all the subtleties of
the interrelations between Russian artists and the avant-garde heritage.

MOXHO M1LLIb NepevcInTL TO, YTO BCErfa YKe HaXOAUTCA Nepep rnazamt, METOHUMUYECKW NOAMEHAR OAHO APY-
M. TaK, YepHbIiil LIBET reOMETPUHECKON abCTpaKLyy CTaHOBUTCS LIBETOM HedbTu-Chipua unn actansra. Korga
[asvn Tep-OraHbsiH BOCNPOW3BOAUT rEOMETPUHECKME KOMNO3MLMM Ha acdasnsTe W aHUMUPYET WX, XYA0KHUK
CO3HATENBbHO OTKA3bLIBAETCS OT XXECcTa AMCTaHUMPOBaHWUS B NOMb3Y COXPaHEHWS NPOCTPaHCTBEHHO-BPEMEHHON
HempepbIBHOCTU KoHTEKCTa. Cepus KapTyH C M306PaKEHNEM KPACHOW MUHI-IOOKM y AnekcaHapbl [anknHoW, Tak
Xe KaK 1 ee cepvist TpachapeTos CyrpemMaTuieckoro 6enbs, 3To He poHUYeckas Metadopa, a METOHUMUYECKast
noameHa. Hosoe rnokoneHue xyaoXHUKOB, Taknx kak Jasug Tep-OraHbsH, AnekcaHgpa lfankuda niv XKanHa Ka-
[IbIpOBa, OTKA3bIBAETCHA OT Bbibopa paay AoKas3aTensCTBa HEMPEPbLIBHOCTY CyLLIECTBOBaHUA MOAepHU3ma. Jaxe
npv obpalleHn K 06bekTy redta KyHca, kak aTo genaet Kaabiposa B CBOMX «bpunimaHTax», camoe Bax-
HOe — He cTpaTerus NeperpUcBoeHns, a MPON3BOACTBO UCKYCCTBA, rpybas MatepuanbHOCTL 6eToHa 1 Kahess.
Ocoboe nepexuveaHe opMabHOro NCKYCCTBa CErofHs CBsA3aHo B PoccumM v € TeMy NOMUTUHECKMU peang-
MU, KOTOPbIE OKa3anCh Hepa3pbIBHO CrETEHb! C ero BOCMIPUATUEM. VIHTEPEC K PYCCKOMY aBaHrapay npuxonun
BonHamu. Mepsas BonHa npuxoautes Ha 1960-e rogpl. OTanyanocs nn uckycetso 1920-x 1 1960-x? Mo cnosam
Wnbn Kabakosa, nckycctso 1920-x — 9TO MCKYCCTBO BOCXOASALLMX HAAEX, a UCKYCCTBO 1960-x — HUexoaaLwx'.
B 1960-e MHOrVie HeorLWIaNbHbIE XYA0XKHUKI CHUTany cebst NPOAOKaTENAMI aBaHrapAHbIX TPAANLIAA, HaCW/lb-
CTBEHHO nMpepBaHHbix B 1930-e. MNoxanyi, Nnilib KOHLENTyabHbIX XYAOXKHUKOB OT/INHano oTdyXaeHne oT UCTO-
PUYECKOro aBaHrapaa, YTo napafokcasibHbIM 00pa3oM NO3BOMMIO UM caenatb 6oblue A8 NepeoCMbICeHs
MOAEPHUCTCKOrO NpoekTa Ha NpoTsxeHnn 1960-1970-x rogos, Yem Tem, KTO COCPEAOTOHMNCH Ha COXPaHeHn
1 MPSIMOM HacieaoBaHn. ABaHrapaHbid MPOEKT Kak MOMUTUHECKUIA N COLMabHBIN XKECT OBpeTaeT HOBOE 3HaYe-
H1e ¢ KoHLia 1980-x roaos, BO Bpemsi nepecTpoiiki, OH BOCNPUHUMAETCA Kak UCTOpUYecKas napasniens coum-
abHO-MONUTUYECKOM PEBOMIOLIMN, Pa3BOPAUMBAIOLLENCS HA rMasax Xy[AOKHUKOB. 3Ta TeHASHLWS CMEHWUACh Me-
IMAHOCTBIO 1 NOBECTBOBATENBbHOCTLIO MckyccTBa B 1990-x, HA CMeHy KOTOPOMY B Ha4ane HOBOTO ThiCAYENeTVs
BHOBb MPULLIO BHUMaHWE K hopmaniamy. KoHe4Ho, 3Ta NCTOpUs KpanHe CxeMaTiiHa 1 He pacKpbiBaeT BCEX TOH-
KOCTe B3aNMOOTHOLLIEHNST POCCUNCKMX XyAOXHNKOB C HACNeanem asaHrapia.

B kHure «BosspaliieHvie PeasnibHoro» Xonn ®ocTep’ roBopuT O TOM, YTO aBaHrapg, He MOXET ObITb NEPEeXUT CO-
BPEMEHHMKamN. Pe3Kkuin 0TKas oT TpaavLA CAIMLLKOM TpaBMaTuyeH, YTobbl BOCMIPVHATL ero cpagy. ToNbKo Yepes
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In The Returrlw of‘the Real, Hal Foster claims that the avant-garde cannot be experienced by contemporaries [12]. NOTES
The harsh rejection of tradition is too traumatic to be perceived immediately. Artists only return to the modernist RN i 6 of o chiakio s i S el o B SaudiiEinl 1708, R o,
experience a generation later, as occurred in the West. f . s . X ; 2. V. Khlebnikov, «Khudozhniki miral»; quoted from Velimir Khiebnikov. Tvoreniya, M., Sovetskii pisatel, 1986, p. 622.
o P est, for example with Minimalism. In Russia, the formalist trau- 3. V. Shklovsky, <O teorii prozy. Predislovie» (1929); quoted from Victor Shklovsky, O teorii prozy, Sovetskii pisatel, 1982, p. 8.
ma was aggravated by the political trauma. Only now, when a generation of artists has grown up without experi- I e R o o e e
ence of life in a modernist state. th liti . . p 5. See Svetlana Djafarova, «Muzei zhivopisnoi kul'tury», Velikaya utopiya. Russkii i sovetskii avangard 1915-1932, Bentelli, Berne/Galart, Moscow,
: ate, the political and the formalist can be separated, if only to create a new configu- 1993, p. 91.
ration. 6. See Jacques Lacan, The Seminar XI, The Four Fundamental Concepts of Psychoanalysis, edited by Jacques-Alain Miller, translated by Alan

Sheridan, W. W. Norton & Co., New York, 1977. Jacques Lacan believed that we are included in a picture that we see and, at the same time, are
separated from it by a screen.
7. The phonetic aspect was extremely important for Formalism. Articulation is the subject of Boris Eichenbaum’s article How Gogol's Overcoat is

8. Ridley Scott's Blade Runner (1982) is set in Los Angeles in 2019. The replicants — mutated androids — display both the outer appearances and
stereotypes of human behavior.

9. Alexandra Shatskikh, «UNOVIS - ochag novogo mira», Velikaya utopiya. Russkii i sovetskii avangard 1915-1932, Bentelli, Berne/Galart,
Moscow, 1993, p. 78.

10. See Roman Jakobson & Morris Halle, Fundamentals of Language, Mouton & Co., The Hague, 1956; Language: An Inquiry into its Meaning
and Function (Science of Culture Series, Vol. VI, planned and edited by Ruth Nanda Anshen), Harper & Brothers, New York, 1957.

11. «The sixties were movement towards chaos. This was a very weak memory of ascending currents and vectors of existence, but it was a
movement of extinguishing and falling. The twenties were movement towards new worlds, a purified movement. It is no accident that the new
movements — Suprematism, Constructivism — were ascetic, meager and cleansed, throwing off everything superfluous and bringing out the
essence — eternal, architectonic constructions» (llya Kabakov, «60-70-e. Zapiski 0 neofitsial'noi zhizni v Moskve», Wiener Slawistischer Aimanach,
Sonderband 47, Vienna, 1999, p. 227.

12. Hal Foster, The Return of the Real: Art and Theory at the End of the Century, An October Book, The MIT Press, Cambridge,
Massachusetts/London, England, 1996.

NOKONEeHVe XyAOXKHNKM BO3BPAaLLAOTCS K MOLEPHNCTCKOMY OnbITy, Kal e
, KaK 3TO M|
MUHUManama, Hanpnvep. B Pocon Cb Y Ty pousouino f‘a Bana,qe B MCKycCTBe 1. B. XnebHVKOB. YauTenb 1 ydeHunk. L, no: Benumup XnebHukos. Teopexus. M.: «CoseTckui nucatens», 1986. C. 586.
) P. N (pOpMasibHas Tpasma bbina otar4yeHa noMMTN4ECKOn. Tonbko ceﬁwac, Korga 2. B. XnebHumkoB. XyaoxHvku Mupa! LT, no: Benummp XnebHukos. Teopenust. C. 622.
BbIDOCIO NOKONEHWe XyOOXHWKOB, He o6naqatommx OMbITOM »XXU3HW B MOJEPHUCTCKOM rocyaapcTse, NoauTiYe- ?-g?éUéK?BCKMﬁ. O Teopum npoasl. Mpeaucnosve. 1929. LuT. no: Buktop LLiknosckuin. O Teopum nposbl. M.: «CoseTckuin nucatess»,
CKoe 1 _ LG8,
d)opmaanoe MoryT ObITb passefeHbl, — BrosiHe BO3MOXXHO, NLLb ANS TOro, YToObI CO3aaTb HOBYHKO KOH- 4, B. LLIknosckui. VickyccTBo kak npuem. 1917. LiuT. no: Buktop LLiknosckuia. O Teopun nposel. C. 15.
CbMFYDauwo. 5. 06 aTom cm.: CeeTnara [pxkacdaposa. Mysen dXKnBonvmcHom kynsTypel // Katanor: Benukas Yronus. PyCockuiz v COBETCKWIA aBaHraps

1915-1932. Uag. «Berrenm», BepH, M3a. «fanapt», M., 1993. C. 91.

6. 06 3TOM CM. B KHure: XKak NakaH. CemuHapbl. KHura 11, YeTbipe OCHOBHbIX MOHATUA ncvxoaHanuaa. M.: «fHoawve/floroc», 2004. C. 106.
CorniacHo XKaky JlakaHy, Mbl BKIIKOHEHb! B KapTVHY, KOTOPYIO BUAWM, 1 B TO Xe BPeMs OTAEMeHb! OT Hee 3KPaHOM.

7. DoHeTUHECKas CTOPOHa Bbina KpanHe BadkHa A4St (hopManvama, B YaCTHOCTU, apTukynsLvm Beina nocesileHa ctatbs Bopuca SiixeHbayma
«Kak cpenaHa «LLuHens».

8. B atoM KuHobunbMe Pugnu CkoTTa, cHsitom B 1982 rogy, B Jloc-Anpxenece B 2019 rofly perivkaHTsl — MyTUPOBaBLUWE aHApouabl —
BOCMPOU3BOAAT HE TONBKO BHELLHOCTL, HO MPEX/E BCEro CTepeoTUnb! HenoBEe4ECKOro NoBeaeHUs.

9. L. no: AnekcaHgpa LLlatckux. YHOBWC — oqar Hosoro mupa // Katanor: Benvkast Ytonmus. Pycckuin n coeTckui asanraps, 1915-1932.
Wag. «BeHtennv», BepH, U3a. «fanapt», M., 1993. C. 78.

10. PomaH Ako6coH. [sa Biaa atatuieckux HapyLLeHuin 1 Asa nonioca sisbika / PoMaH AKoBCOoH. S3bik 1 6eccosHaTensHoe.

M.: «[Hoauc», 1996.

11. «60-€ rofpl — 3T0 ABKEHWE K Xa0Cy. ITO BOCMOMUHaHE, O4eHb Cnaboe, O BOCXOASLLMX TOKaX, O BOCXOAALLMX BEKTOpax ObiTvs, HO 310
ABVWKEHWe yracaHvis, nageHus. A 20-e rofibl — 3TO ABWKEHNE K HOBBIM MUPaM, ABMKEHWE OHNLLEHHOE, HEAAPOM e HOBbIE HanpasneHns —
CYNPeMaTU3M, KOHCTPYKTUBI3M — 3TO [ABUKEHIS aCKETUHECKIE, CyXOLLIBbIe, MPOHMLLIEHHbIE, OTOPaCHIBAIOLLE BCE NLLHEE, BbISBISIOLLME CYTb,
KaKue-TO BEeYHbIE, apXUTEKTOHUYECKME NOCTPOeHust». LinT. no: Unbsi Kabakos. 60-70-e. 3anucku o HeothumansHon xuaHin 8 Mockee. Weiner
Slawistischer Alamanach, Sonderband 47, Wien, 1999. C. 227.

12. Hal Foster. The Return of the Real. The Avant-Garde at the End of the Century. An OCTOBER Book. The MIT Press, Cambridge,
Massachusetts, London, England, 1996.
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David Levi Strauss
DISPATCH - FOR DZIGA VERTOV

This is a clear infraction. The signal-to-noise barrier has been repeatedly violated in this sector. Irrational dogs roam
the perimeter, barking in time. Do not abandon your vehicle; it will only make it harder for you. We will continue to
entertain proposals from interested parties, but all resistance will eventually be crushed. We repeat: Do not attempt
to leave your vehicle!

We send you greetings from the front. We have engaged the enemy and are taking heavy losses. The enemy is
faceless, soul-less, and ubiquitous. Please think of us as you go about your daily business. Remember us in our
fight. The signal war must go on. If the signal fades, we will all be lost, without direction or succor. We will wander
the world like zombies.

The evil-doers are like that. They move from cave to cave in a deathlike state. No amount of signal can reach them now,
because they are out of range and receiverless. We will hunt them down, drag them out of their holes, and bring them
to justice. Signal will pour down on them like rain, until they are seized with fear and abandon their vehicles.

That whirling mass on the screen is the future. But make no mistake about it, that future is entirely preordained and
inevitable. It was all written down long before these childish visions of the social appeared; long before this imagi-
nation of human agency. The modern was a dream from which we awoke sober. relieved, and determined.

Calm yourselves. Everything is in our hands now, and we will not let you down. We were chosen for this task before
we were born. Though we wandered for a while in the wilderness, at the appointed time the signal reached us, and
we were born again. When the towers were hit, our mission was written in the sky. Be of good cheer: We are at
war, now and forever.

Ooasup JleBu Ctpocc
AOHECEHUE OJ19 43U BEPTOBA

970 s1BHOE HapyLLerme. MopPOr COOTHOWEHNS CUrHaUY/LLYM Bbin HEOQHOKPATHO OCKBEPHEH B 3TOM CekTope. Hepa-
3yMHble cobakn 6poanM No NEPYMETPY, CBOEBPEMEHHO MOTsIBKMBas. He BbIXOAWTE 13 MaLLMHbI; 3TO TOSBKO YCy-
ryouT BaLm npobnemsl. Mel MPOAOIHKIIM MPUCAYLLMBATHCS! K MPEAIOKEHUSIM 3aNHTEPECOBAHHbBIX CTOPOH, HO J1H0-
Goe conpoTvieneHyie B uTore GyaeT nofasneHo. MoBTopsieM: He MbiTaiTech BbIXOANTb 13 MaLLnHbI!

IMpyMiTe Halwm NosapaBneHu st ¢ hpoHTa. Mbl BCTYMM B NOBANHOK G BPAroM 1 Hecem Tsxkenble notepu. Bpar
Beannk, Gesnyuwer u sesfecyw. Moxanyiicta, aymaite o Hac, Korna MpVCTynaeTe K CBOVIM MOBCEAHEBHbIM Aenam.
lMomHwTE O Hac B Hatliem 60t0. CUrHasbHas BOHA JOMPKHA MPOAOMKATECS. ECM CHrHaUT VNCHE3HET, Mbl MpONafem,
JMLLMMCS NHCTPYKLWA 11 BCTIOMOTaTesIsHbIX CPEACTB. Mbl Byaem CKUTATLCS MO MUPY NOAOGHO 30MBMU.

TakoBbl X 3nofen. OHN NepemeLLialoTCA 13 MeLLepb B NeLLepy, Hanopobve NpU3pakoB. HrKakomn curHan ceyac
HO HWX HE AOXOAWT, MOTOMY YTO OHM BHE JOCSAraeMOCTU 1 30HBI MpuemMa. HO Mbl UX BbICIEAUM, BbIKYPUM UX U3
HOP, 1 OHW NPEACTAHYT Nepes CyAOM. CUrHanM XJIbIHET Ha HUX, KaK [OXKAb, W ByneT UTLCS [0 Tex rnop, roka oHw
He 3aTpeneLLyT OT CcTpaxa 1 He BbINEe3yT 13 CBOVX MaLLH.

STOT yAapHbIn Kynak, aTa MATYLLAACA Ha SKpaHe Macca — Halle Gynyuwiee. Ho Gyaste yBepeHsl, aTo Gyayliee BCe-
Ueno npenonpeaeneHo  Hen3bexHo. OHo BbiNo NMpeaHaYepTaHo 3300 40 TOro, Kak NOSBANMCE 3TH pebsiye-
CKne CounarieHble MeHTbI; 3800 10 BCAKMX Tam (haHTasmin O Henoseqeckom haktope. MoaepH 6bin CHOM, oT
KOTOPOTO Mbl MPOOYANNCE TPE3BLIMY, C NIEMKON AyLLON, PELUNTENBHBIMU.

CoxpaHsiite criokoncTeme. Ternepb BCe B HaLLIMX pykax, Mbl He daaum Bac B obuay. [nst 9Toi uenm Mbl Bbinm ns-
BpaHbi elLe A0 POXAEHVIS. U XOTS KaKoe-To Bpemst Mbl GMiy>kaani B MyCTbIHE, B HA3HAYEHHbIN Yac cUrHan AoCTvr
Hac v Mbl BOSPOAVCE K HOBOW »WM3HW. Koraa HaHec v yaap no GallHsiM, MCbMeHa Hallein MUCCUm npocTynu-
M Ha Hebecax. BocrpsiHeTe yXOM: Mbl Ha BOVIHE, HbIHE 11 BO BEKW BEKOB.

Mepesop ¢ aHrn. Anexcarapa CkuaaHa | AnexcaHap CkugaH — NoaT, KPUTUK, NepeBoaYVK, XUBET B CankT-Metepbypre
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David Levi Strauss is a writer and critic based in New York, where his essays and reviews appear reguiarly_in Artforum and Apgrture, He is the
author of Between the Eyes: Essays on Photography & Politics; Between Dog & Wolf: Essays on An & Poqltvcs; a_nd Broken Wings: The Legacy of
Landmines, with photographs by Bobby Neel Adams. Before moving to New York in 1993, he edited the literary ‘Journal‘ Acts (1982-90) and pub-
lished his first collection of poems, Manoeuvres. He teaches in the Graduate School of the Ar“ts at Bard Col!ege, in Annandale-on-Hudson, New
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esun Nesn CTPOCC — KPUTUK U NUCATENb, XUBYLLMIA B Hito-opke, rae ero TEKCTBI PErynapHo nybnmkytoTcs B >xypHanax Artforum v Aperture.
AsTop nybnukauuin «Mexx rnas: acce o cotorpachum 1 nonutuke»; «Mexay Cobakoin 1 Bonkom: acce 06 uckyccrsee n IOMMATUKE»

n «CnomarHble Kpbinest: MocneacTsws dyracos», ¢ dotorpadusamm Bo6u Hrna Anamca. Mepen Tem kak npuexatb B Huto-Mopk 8 1993 roay,
OH pefakTVpoBan nMTepaTtypHbIn XypHan «AkTel» (1982 — 1990) n usgan ceoe nepeoe cobpaHne no3M «MaHeBpbi». Llafamg Nesu Ctpocc
npenogaet B Boicwen wwkone uckyccTs B bapa-Konnemke, B AHHaHaenne Haj‘yuaOHe. wrat Heto-Vopk, v Beget HOBbIN Kype Mo
WCKYCCTBOBEAEHWIO U NybnuumcTuke B LLIkone BuayanbHbix UCKYCCTB B Hbto-Vopke.

[Oasug Nesu Ctpocc
CPOYHOE COOBLUEHUE O3UrE BEPTOBY

SlBHOE HapyLLieHe. B 3Tol 30He perynspHO NPOMCXOAUT Mepexoq curHana B LWwym. BespaccyaHble neel 6poasT no
NepYMETPY, B TakT Noaasas rosnioc. He nokvpanTe MallnHbl, BaM CTaHeT TOMbKO Xyxke. Mbl HamepeHb! 1 fanblue
MPUHYMATL K PACCMOTPEHMIO MPEANIOKEHVS 3aMHTEPECOBAHHbIX CTOPOH, HO BCAKOE CONpOTHB/EHVe ByaeT noda-
BNeHO. [oBTOpsieM, He NoKnaanTe MallmHbI.

LLInem npuBeT ¢ dpoHTa. Mbl BCTYnMAM B 60 ¢ NPOTUBHUKOM 1 HECEM Tshkenble notepwn. Bpar 6e3nuk, 6esiu.y-
LeH 1 Beaaecylll. B ceoelr noscenHeBHOM pyTUHE He 3abbiBaiiTe O Hac. [oMHUTE O Hac, cpaxkatoLwmxcs. BonHa
CUrHaNoB npopomKkaeTes. Ecnm curHan ocnabHeT, Mbl NOTEPSieMCcs, yTpaTve HanpasneHve, 6e3 pyKoBOACTBa
1 nogaepxkn. bynem 6poauTb Mo MUPY Kak 30MOU.

3nopev Takosbl. OHW NepeberatoT 13 neLlepb! B NeLepy B COCTOAHMM, 61M3KoM

K CMEPTHOMY. HrKakom curHan He JOCTUMHET WX, MOCKOSbKY OHW BHE [OCAraeMoCTy.

Ho Mbl BbITaLLM VX U3 HOP ¥ NpUBReYeM K OTBETCTBEHHOCTU. CurHanb! GyayT

PYLLMTBCS Ha HUX JIMBHEM, NOKa, OXBa4YeHHbIE CTPaxXOM, OHU HE MOKMHYT CBOVIX MalLIMH.

BuxpsiLmeca Macchl Ha akpaHe — 310 byayliee. Ho He obMaHbIBanTeCh — OHO MONHOCTHLIO NPEAONPEAENEHO N He-
136exxH0. OHO 3anvcaHo 3aa0Mro A0 TOro, Kak BO3HWUKIW 3TN AETCKMe NpeacTaBneHns o counansHom. [Jo toro
KaKk BO3HWK 06pa3 4enoBe4eckoro cnyxeHns. CoBpeMeHHOCTb Bblna CHOM, O4HYBLUMCH OT KOTOPOIO, Mbl C 0bner-
YeHrem obHapy»xmnv cebst TPe3BbIMN 1 NCNONHEHHBIMU PELLMMOCTU.

YcnokoinTech. Tenepb BCE B HaWMX pykax. Mbl Bac He noageneM. Mbl Bbinv n3bpaHbl Ha 3TO eLLe 10 CBOero po-
XKOEHVS. XOTS HEKOTOPOE Bpemsi U Opoaunv B NyCTbiHe. B Hy>XKHOE BPEMS CUrHan HacTur Hac 1 Mbl POAVIUCH 3a-
HOBO. Korga no 6aluHsiM Bbin HaHeCeH yaap, Hawa Muccust yxxe Bblna HadepTaHa Ha Hebecax. BocnpsaHesTe gyxom!
Mbi cpaxkaemcsi, HbiHE 1 BO BEKW BEKOB!

Mepesog ¢ awHrn. Omutpus Mpuroea | AmuTpuit Mpuros — xyaokHWK, MoaT, xvieeT 8 Mockse
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Victor Alimpiev

Born in 1973 in Moscow. Lives in Moscow. Studied at the 1905 School of Art in Moscow and New Strategies
in Contemporary Art School (Open Society Institute, Soros Foundation).

Selected solo exhibitions: 2006 Victor Alimpiev, O.K Centrum flr Gegenwartskunst, Linz, Austria; 2005 Summer
Lightning, Contemporary City Foundation, Moscow; Nightingales, Regina Gallery, Moscow; 2004 The Far Off
Fight, Guelman Gallery, Moscow. Selected group exhibitions: 2005-2006 Russia! Solomon R. Guggenheim
Museum, New York/Solomon R. Guggenheim Museum, Bilbao; 2006, 2005, 2004, 2003, 2001 International
Short Film Festival, Oberhausen, Germany; 2003 Individual Systems, 50th Venice Biennale; 2003 Horizon of
Realities, Museum van Hedendaagse Kunst, Antwerp.

BukTtop Anumnues

Poaurncs 8 1973 rogy B Mockse. >KugeT B Mockse. Yunncs B MOCKOBCKOM Xy[IOXKECTBEHHOM YYUAVILLE NamsTL
1905 roga v B Wwkone «Hosble cTpaTterin B COBPEMEHHOM NCKYCCTBE» MHCTUTYTa «OTKpPbITOe 06LLEeCTBO» hoHaa
Copoca. /136paHHble nepcoHanbHble BbicTaBku: 2006 «Buktop Anumnives», O.K center, JTuHL, ABCTpYS;

2005 «3apHuupl», PoHa, «CoBpeMeHHbI ropod», Mockea; «ConosyLka», ranepes «PumkuHa», Mocksa;

2004 «butea Bonann», Manepest M. Tenbmana, Mockea. V136paHHble rpynnosbie BuicTasku: 2005-2006 «Poccusly,
Mysein ConomoHa P. l'yrreHxaima, Buns6ao, Vicnanms, Mysein Conomona P. lyrrerHxainmva, Hito-Vopk, CLUA;
2006, 2005, 2004, 2003, 2001 MexayHapoaHbI (heCTVBab KOPOTKOMETRaXKHOIO unbma, Obepxay3eH,
fepmanus; 2003 «HavBuayanbHble cucTembl», 50-9 BeHeumaHckas bueHHane, BeHeums, tanus:;

2008 «[opr3oHTbl peansHocTv», MUKHA My3selt coBpeMeHHOro nckycctaa, AHTeepneH, Benbrus

Summer Lightning. Video, 2004. Courtesy Regina Gallery

BapHuuysl. Bugeo, 2004. MNMpegocTaBneHo ranepeei «PugkuHa»
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To Viktor Alimpiev, the return to modernism today is connected with a special, sculptural sense of space and the
determination of the horizon. In one of his texts (Three Horizons), he said that if “Heidegger’s dreadful Sculpture ‘col-
lecting space which gives room to things and the chance to exist among things to man’, the sculpture which,
according to Gunter Ukker, “shocks consciousness” were to be removed from the city square to the skyline, the
result would be an image that is close to Russian avant-garde while it is also close to the modern perception of the
modern.” Modernism is about an ability to change the perspective, juxtapose the far and the near.

Alimpiev's videoworks combine the concept of touch — just stretch out your hand and you touch the zoomed-in fur
(Deer) — and cosmic incorporeity. Alimpiev’s earliest movie filmed together with Marian Zhunin, Ode (2001), breaks
up into several almost sculptural images. Special treatment of the picture made the figures unnaturally cold in color.
The folds of the clothes resemble marble statues. Ode is dedicated to an absent hero to whom all actions and feel-
ings are directed. Fight against the totalitarian nature of linguistic utterances is the plot of Alimpiev’s works although
direct speech is a rare guest there. Even where it is present, as in one of the most recent works “What is the name
of the Platz?” (2005), the main character’s question dramatically directed to a silent group signifies instead the
impossibility of speechcraft. The figure of speech is placed in between sounds of different symbol sets. The sound-
track of Solovushki (“Nightingales”) (2005) is built on a sequence of Mahler's music, silence and the rustle of cello-
phane bags by a group of boys and girls obeying someone’s orders.

In Zarnitsy (*Summer Lightnings”) (2004), primary school girls beat a collective rhythm on the desks with their fin-
gernails. Then, all of a sudden, they freeze and put a finger on their mouths in a gesture which can be interpreted
as a call for silence. The beat is replaced with silence developing into the noise of screen-cutting lightning. “Summer
Lightnings” is a post-minimalist work, not only because Alimpiev was inspired by Steve Reich’s music during film-
ing, but also because he made an image of the circulating repetition of a musical phrase developing from the drum-
ming of fingernails to the silence of palms across monthes to the noise of lightning.

O.T.

Summer Lightning. Video, 2004. Courtesy Regina Gallery
3apHuysl. Bugeo, 2004. lMpegocTasneHo ranepeen «PupxuHa»

VICTOR ALIMPIEV

[ins Buktopa AnuMnesa BosBpalLeHe K MOLEPHU3MY CErofHs CBS3aHO C 0COObIM, CKYMbMTYPHbIM NepexviBa-
HEM MPOCTPAHCTBA U ONPEAENEHNEM NIMHW FTOPU3OHTA. B OAHOM 13 CBOMX TEKCTOB («Tpy roprn3oHTa») OH roBo-
PUT O TOM, YTO ECIIN «XaNaerrepOBCKYIO MPO3HYIO CKYSBMTYPY, «COOMPatOLLYIO MPOCTPaHCTBO, AatOLLEee MECTO Be-
LL{aM 1 YenoBEKy BOBMOXHOCTb OBUTATL CPeAN BeLLEN», CKyNbMTypy, Mo cnosam MoHTepa tOkKkepa, «Bo3mMyLLato-
LLLYI0 COBECTb», OTOABUHYTH C FOPOACKOM MIOLLEAN Ha JIMHWIO FOPU30HTA — NONYYNTCs 06pas, Bn3kuiA pyCCKOMY
aBaHrapfly ¥ B TO e Bpemst B/IM3KIA COBPEMEHHOMY HyBCTBY COBPEMEHHOCTI». MOAEPHU3M — 3TO BOSMOXHOCTb
CMEHWTb NEPCMEeKTUBY, COBMECTUTL O4EHb [AaneKkoe 1 O4eHb BInsKoe.

B Bugeopaborax AnMMnvieBa COeaVHAETCS MAER OCA3aHNS — NMPOTAHN PYKY, M AOTPOHELWBCS 10 CHATOrO KPYNHbIM
nnaHoM mexa («OneHb») — 1 KocMudeckas 6ectenecHocTb. Camblil paHHAn iibM AnMMEesa, CAenaHHbIA Co-
BMECTHO ¢ MapuaHoM MXKyHuHbiM, «Opa» (2001) pacnafaeTcst Ha psf, NOYTW CKyNbMTYPHbIX 300pakeHmnin. Oco-
fas 06paboTKa N30BPaKeHst NO3BOMMNG NPUAATL (Urypam HEeCTECTBEHHbIN XONOAHbIN LBeT. CKnaakm ofexKap!
YNopo6nstoTes Mpamopy ctatyw. «Ofa» NOCBsILLIEHa OTCYTCTBYIOLLEMY Mepoto, K KOTOPOMY O6paLLieHb! BCE AEnCT-
BISI U MepeXxuBaHns. Bopbba G ToTanMTapHOCTLIO S3bIKOBOMO BbICKa3bIBaHUS — BOT CIOXET NMPOon3BeaeHin Anum-
neBa, XOTS MPAMYIO PEHb HEHaCTO MOXKHO YCTIbILLATE B €ro MPoM3BeAeHUsX. [laxe eciv OHa 3ByHUT Kak B OAHON
13 nocneaHvx pabot «What is the name of the Platz?» (2005), To BONPOC MaBHOV repouHi, apamati-ecki oopa-
LWEHHBIV K BE3MONBHOI Mpyrne, O3Ha4aeT CKOpee HEBO3MOXHOCTb OPATOPCKOrO BbiCKadbiBaHs. Putopueckas
urypa saKmoHeHa B NPOMEXYTKE MEXY 3BYKamu PasninyHoro CUMBO/IMHECKOTO psAfa. Tak, 3ByKoBast AOPOXKKa
«ConosyLLkn» (2005) NOCTPOEHa Ha YepeaoBaH My3blikiu Manepa, TULLVHBI 1 LLIopOXa LennohaHoBbIX NakeTos,
KOTOPbLIMW MaHUMYSIMPYET rpynna IoHOLEV 1 AeBYLLIEK, NOAYUHAOLLIMXCS YbEMY-TO NPUKa3y.

B «3apHuLiax» (2004) WKOMbHYILI MNaALLIMX KNACcCOB BbICTYKVBAIOT HOMOTKaMM KOMIEKTUBHbBIN PUTM Ha napTax.
BHe3anHo OHW 3aMMPatoT, NPUKNaAbIBAIOT NasbLbl KO PTY B XXECTe, KOTOPbI MOXXHO BOCNPWHMMATL Kak Npusbis
K TWLLIMHE. [NepecTyKmnBaHne CMEHSIETCS TULLIMHOWM, paspeLlatoLLSncs B LLYMOBbIX MOMexXax pas3pblBaroLLyX SKpaH
3apHLL. «3apHyLbl» — MOCTMUHUMANMCTCKAs paboTa He TONbKO MOTOMY, YTO BO BPEMS CbEMOK AMMMIVEB BAOX-
HOBMSNCS My3blkoin CTusa Paiixa, HO 1 MOTOMY, YTO AnvMnves Mpuaan 06pasHOCTb 3aKONbLIOBaHHOMY NMOBTOPY
My3blkanbHOM (hpasbl, PA3BMBAIOLLEICS OT APOBY AETCKUX HOMTE K TULLIMHE NMPUKPbIBAIOLLWX POT NAAOHEN U LLy-
My 3KPaHHbIX BCrbILLIEK.

O.T
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Kirill Asse

Born 1974 in Moscow. Lives in Moscow. Graduated from the Moscow Institute of Architecture. Selected solo
exhibitions: 2006 Neglinka, or Obscurantism, Moscow Center of the Arts, Moscow: 2005 Not Those, Lisa
Plavinskaya Gallery, Moscow. Selected group exhibitions: 2006 Lisa and Friends. Art Strelka Gallery, Moscow;
2005 ArtDigital 2005, M'Ars Gallery, Moscow; 2005 Playground, Artplay Art and Design Center, Moscow:
2002 Summer’s End, Melioration Open Air Art Festival, Moscow.

Kupunn Acc

Popuncs B 1974 rogy 8 Mockse. XuseT B Mockse. OKoHUMA MOCKOBCKU APXUTEKTYPHbIA UHCTUTYT.
V136paHHble nepcoHanibHble BbicTasku: 2006 «HermHka, unm OBcKypaHTaMm», MOCKOBCKUIA LIHTP UCKYCCTB,
Mocksa; 2005 VHcTannsuus «He Te», fanepes Nnasl MnasuHckol, Mockaa. V136paHHble rpynmnoBble BbICTaBKML:
2006 «Jlnza v apysbs», ranepes «ApT-Ctpenka», Mocksa: 2005 «ArtDigital 2005», ranepest M'Apc, Mockga:
2005 «Mrposast nnowagkar, Artplay, Mocksa; 2002 «KoHe, feTa», B pamKkax hecTvBasi COBPEMEHHOrO
nekycctea «Menvopatms», Mocksea.

Untitled. Light box, 2001. Copy by the artist, 2006. Property of the artist

Bes Ha3sanus. JlaiTbokc, 2001. AsTopckas konusi, 2006. [pegocTaBneHo asTopoM



Kirill Asse belongs to the generation of architects-

regard to artistic media.

Asse’s small-scale works are built on a penetratin
action represented by his installations is always so
Moscow Art Center, Asse presented a video witho
tion of the street outside. The spectator found hi
ously without any recording or reproducing devices. Ne Te ("
by means of a camcorder, but the video showing a tango o
floor-lamp and a radiator. It created an impression that there

ple dancing and playing behind it.

In the Untitled (2001) lightbox, there are two spaces, dark at the front, and lighted behind the closed door. So tf
object was comprised of two lightboxes — one real, the other de;
the spectator’s eye inside, into an endless enfilade of

around quasirealistic and vague.

E. K.

Different Ones. Multimedia installation, 2005, Property of the artist

He Te. Mynstumenuiinas nHCTannsyus,

2005. lNpegocrasneHo asTopom
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painters which plays a leading role in young Russian art. His o
temporaries included members of the Bluesoup group, and their dialog was the beginning of Kirill's artistic
The Moscow construction boom of recent years has h
architects: the dominant vulgar eclecticism has pushed
Kirill Asse has two principal strategies, urbanist and s

ad a paradoxical effect on the creative endeavor of yous
many into utopian projects, theory, fine arts.
mall-scale; in both, he sticks to stringent minimalism

g combination of the present time and conditional mood. T
mewhat skewed, always “here” and “elsewhere”. In 2006, inff
ut a camera, using a camera obscura: a real-time moving
absolutely symmetrical “realities”,
Different Ones”), an installation of 2005, was ¢
f shadows was combined with real interior obje
was a glass door at the projection screen, with p

mself in a stream of two

picted inside it. The repetition pulls, drags dow
possible and imaginary spaces, and making the surroundingg

KIRILL ASSE

X
ACC NPUHALIEXNT MOKONEHNIO apXUTEKTOPOB-XYLAOXKHKOB, KOTOPOE CErofHsa Urpaet oaHy s Beuyuio
B MO/OAOM POCCUMCKOM UCKYCCTBE. Ero CokypcHMKamm bl 4neHbl rpynnbl «Bluesoup», B gvanore ¢
rop bIMW HAHYMHANOCH XYOXECTBEHHOE TBOPHECTBO apXUTEKTOPA. gt Sl
. efibHbIA ByM MOCKBbI MOCNEAHMX NET OKasan Ha TBOPHECTBO MOJOMbIX apXUTEKTOPO! p S
CTBYE: rOCMOACTBYIOLLAs By brapHas 9KNeKTKa CrpoBoLMpoBaa yXxof MHOrMX B 061acTb yTonu
( ccTBa.
OB, TEOPUM N30BPA3UTENBHOIO UCKY —
Kupunna Acca ecTb [iBe OCHOBHbIE CTpaTervv: ypbaHncTUHECKas 1 KamepHas, MprHem 1 Tam, 1 Tam Xyao:
MDUAEDXIBAETCS XKECTKOMO MUHVMATMAMA B OTHOLLEHMM XYAOKECTBEHHbBIX CPEACTB. e, B
epHble pPaboTbl Acca CTPOSATCS Ha MPOH3NTENBHOM COEAVHEHUM HACTOSALLIErO 1 YCIOBHOMO BP Mr ' .TO o
NOKaablBaeMOe B UHCTANISILMSX, BCEraa cnerka CMeLLEeHo, Bceraa OAHOBPEMEHHO «3eCh» U « J;l6e3 Bmﬂeo.
, a NpeacTaBu BUAEO -
ccTB ACC C MOMOLLbIO camera obscur:
2006 roply B MOCKOBCKOM LIEHTPE UCKY! L Sk
% rOBOPST, B peanibHoM BpemeHn. 3p
; eHne yNnLbl 3a OKHOM, Kak cenvac
B e o o oo 7 HEBUOHOM OTCYTCTBUM Kaknx-mbo
TPUHHBIX «peanbHOCTEN» NpK O il
! CSl B MOTOKE ABYX COBEPLUEHHO CUMME e
7 « 2005) cozpaBanachk yxe C n LL|
cTponcTB. MHcTannsumst «<He Te» (
UCHIBAIOLLIMX 11 BOCMPOUSBOAALLINX Y . o
HEHO C HAaCTOSILLWMW NPEAM
IBatOLLIEE TaHeL, TeHen, Oblno coem
fleoKamepbl, HO 34€eCb BUAEO, MOKasbl v .
pbepa: TOpL;JepOM 1 Gartapeen. CozaaBanocb BrevatieHne, YTO Ha MecTe NPOeKLMM — CTeKNAHHas aBep
KOTOPOW osne.
PO TaHLYIOT 1 UrpatoT Ha P! B
B naittbokce «be3 HassaHus» (2001) npeacTasneHs! ABa NpOCTPaHCTBa — TEMHOE, Ha nepeﬂHeaMﬂammoma -
‘ HOBPEMEHHO B . Ha-
I % 06pasom B 0O6BEKTE MPUCYTCTBYET Of| .
EHHOE, 3a 3aKPbITON ABEPbIO. Takum C € ol
‘?TOﬂu.lVIl;l 1 U306PaKEHHbIN BHYTPU HEro. 11 B TO »ke BpemMst fienaeT YCNOBHOWM 1 3bIOKOV OKPY KatOLLYO A
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Pyotr Bely

Born in 1971 in Leningrad. Lives in St Petersburg. Graduated from the Boris loganson high school at the
Academy of Fine Arts, St Petersburg; MA in printmaking from Camberwell College of Arts, London. Selected solo
exhibitions: 2006 Krug 2, Marina Gisich Gallery, St Petersburg; 2006 Climactic Zone, Navicula Artis Gallery, St
Petersburg; 2005 Sch854, Guelman Gallery, Moscow; 2005 Privatisation of the Chimney Stack, New Realms
Gallery, London; 2004 Metaphorical Slide Tower, Museo Civico, Udine, Italy. Selected group exhibitions: 2005
Collage in Russia, State Russian Museum, St Petersburg; 2004, 2003, 2002, 2001 Royal Academy Summer
Exhibition, Royal Academy, London; 2003, 2002, 2001 . 2000, 1999 National Print Exhibition, The Mall Gallery,
London (catalogue cover).

Metp Benbin

Poawnecsa 1971 rogy B JlenuHrpage. XKviseT B CarkT-MeTepbypre. OkoH4MN XY[OOXECTBEHHbIN NLER

M. Bopuca VoraHcoHa, Maructparypy, Kambepsenn konneg. V136paHHbie NepCoHasbHbIE BbICTaBKM:

2006 «Kpyr2», lanepesi MapuHbl cuy, CaHkT-lNetepbypr; 2006 «Knumatudeckas 30Ha». ranepes Navicula
Artis, CaHkT-Tetepbypr; 2005 «L|854», lanepes M. lenbmana, Mocksa: 2005 «[puBaT3auys Tpybbl», ranepes
«Hbto-Penme», NoraoH, Benvkobputarms; 2004 «Metaduanyeckas cnang-6aluHs», MuHakoTeka, YanHe,
VTanus. 1s6paHHble rpynnosble BbicTasku: 2005 «Konnax 8 Poccumy, TocynapcTeeHHbIin Pycckuin My3en,
CankT-MeTepbypr; 2004, 2003, 2002, 2001 Koponesckas akafemusi xynoxecTs, ExxeroaHast netHss BbicTaska,
JloHpoH, BenvkoBpuranus; 2003, 2002, 2001, 2000, 1999 HauvoHaneHas BbicTaska nevartHom rpacukn,
TNoHpoH, Benvkobpuranus.

Danger Zone. From the series Memorial model-making. Installation. Wallboard, 2006. Property of the artist

OnacHas 30Ha. U3 cepum «MemopuanbHoe MakeTuposaHue». UHcTannauus. MncokaptoH, 2006. lpegocTaBneHo asTopoMm
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Peter Belyi studied printmaking at Camberwell College of Arts in London. In 2001, he returned to St Petersburg,
where he began work on a large project called Memorial Modeling. The very title of the project conceals a double
meaning. Building a model is usually synonymous with the ideas of progress and creation, while modeling is one of
the most important elements of utopian periods. Peter Belyi's Memorial Modeling, however, does not address the
future. It addresses the past and, specifically, the 1970s - a decade of mass housing construction in the Soviet
Union and the last gasp of utopian impulses. The artist employs authentic materials from this period — old slides,
wooden panels from old cupboards and sofas (District in Urgent Need of Repair) and the glass jars used year in
year out, in every Soviet home, for keeping domestic preserves (Dictator's Dream). Old Soviet lantern-slides, for
example, are the construction material in My Neighborhood, which recreates a Brezhnev-era housing scheme in
miniature.

The Memorial Modeling project was followed by the Danger Zone installation. Apartment blocks made from sheets
of fiberglass — or, rather, the framework of apartment blocks — create the impression of a fragile construction, which
is either still awaiting completion or has deliberately been left to crumble. It is down to the viewer to guess what has
served as the reason for this destruction — war, time or a combination of both. The most important aspect of this
project is the aesthetic meaning of the mechanical impact on the surface of the object.

O.T

Danger Zone. From the series Memorial model-making. Installation. Wallboard, 2006. Property of the artist

OnacHas 30Ha. U3 cepun «MemopuansHoe makeTuposaHme». Wncrannsyms. luncokaproH, 2006. lNpegocrasneHo asTopom

PYOTR BELY

Metp Benbiit OKOHYMN OTAENeHVe neqaTHon rpacvki B Kambepsennckom konnempke. B 2001 rofy oH BepHyncs
B CaHkT-TNeTepbypr v Hadan paboTy Haf GoMbLUMM NMPOEKTOM, KOTOPbIA Hagean «MemopransHoe l\AaKeTMDOB&
HUe». B caMOM Ha3BaHWM 3anoxeHa ABoncTBeHHoCTb. Co3faHne Maketa 0bblMHO CBA3aHO C naeen nporpecca,
coanpaHus. He cnydaiHo MakeTupoBaHue — OfIHO U3 BAKHEMLLX COCTAaBNSOLLIMX YTOMMHECKIX arox. «Memopu-
anbHoe MakeTuposaHve» MNetpa benoro obpallieHo He B Oyayliee, a B MpOoLLIoe, Mo NPenMyLLIECTBY B 1970-e rogpl,
CBS3aHHbIE C NPoeKTUpoBaHMem maccoBon 3acTpovikv B CCCP, ¢ nepexviBaHnem B CTpaHe 0aHOro 13 nocnes-
HUX YTOMUHECKIX UMITYNIBCOB. XYAOXHUK UCTIONB3YET ayTEHTUHHbIE MaTepuastb T?FO ?DGMGHM‘ Byap TO OTOpBaHHbIE
OT CTapbiX LUKAhOB 1 AVBAHOB KyCKU Oprasura co criefiamv reosaei («ABapuiHbIi paioH), CTEKNAHHbIE GaHKU,
AECATUNETUSIMN BEPEXXHO COXPaHSIEMbIE B KXXA0M COBETCKOM [IOMe A/t TOro, HTobbl U3 roaa EE rog mcnogbao-
BaTb VX ANA [OMALLHUX 3aroTOBOK («<COH AVKTaTopar), Unv CTapble cnaiapl. Tak, B pabote «Moi MYKpoparioH»,
rie BOCCO3/aH B MUHMATIOPE TUNOBON KBapTaN OPEXHEBCKOM 3aCTPOMKY, B Ka4eCTBE CTPOUTENBbHOO Marepua-
Jla UCroMb30BaHb! CTapble COBETCKME AMano3UTUBbI.

B uHcTannaumm «OnacHas 30Ha», NPOAO/KaoLLEn NpoekT «MeMopuasibHoe MakeTMpoBaHvie, MHOFOSVT{:DKHbIe
JOMa, BEpHEe KapKachl 34aHuit, CAenaHHbIe 13 NNCTOB MNCOKapPTOHa, NPOV3BOAAT BrievatieHne Xpynkon KOHCT-
PYKLM, KOTOPYIO /B0 eLLie He YCNen 3aBepLUnTb, B0 HaMepeHHO (?CTaBMjTM L1199 OKOHYaTENBbHOro paspyLue-
HUS. 3PUTENIO OCTAETCH rafaTh, YTO MOCNYXUIO NPUHNHON Pa3pyLLIEHNIA — BOVHA mnmgpew. WA 1N TO 1 Opyroe.
B 3TOM NPOEKTE BaXKHEMLLIMM SBSETCS SCTETUHECKNIA CMBICT MEXaH4ECKOro BO3AENCTBUA Ha NPeAMET, Ha ero

MOBEPXHOCTb.

QIT.
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Elena Berg

Born in 1964 in Kemerovo. Lives in Moscow. Graduated from the Faculty of Art, Sergei Gerasimov Institute of
Cinematography. Selected solo exhibitions: 2006 Confrontation, Aidan Gallery, Moscow; 2004 Poetry of War,
Aidan Gallery, Moscow; 2002-2003 Beauty and the Beast, Aidan Gallery, Moscow; 1997-1998 Christmas Eve,
Cinema Museum, Moscow. Selected group exhibitions: 2006 ArtPole Technology, Zelenograd; 2005 Russian Pop
Art, State Tretyakov Gallery, Moscow.

Enena Bepr

Poaunace B 1964 rony B Kemepose. XKuset B Mockse. OkoHumna XYAOXECTBEHHbIN hakynbTeT BIMAK

vm. C. Tepacumosa. V136parHbie NepcoHanbHble BbicTasky: 2006 «MpoTUBOCTOSIHME, Apan-ranepes, Mocksa:
2004 «[M0331s BOVHbI», AnnaH-ranepes, Mocksa; 2002-2003 «Kpacasuuia 1 Hynosue», AngaH-ranepes,
Mocksa; 1997-1998 «CouensHuk», Mysen kuHo, Mocksa. M36paHHble KonnekTBHbIe BbICTaBKY:

2006 ARTIMONE Technology, 3eneHorpagn, Poccus: 2005 «Pycckuin non-apt, ¢ ocyaapcTBeHHas
TpeTbakoBekas ranepes, Mockea.

Granite. From the series Beauty and the Beast. Installation detail, 2002. Courtesy Aidan Gallery

[panar. N3 cepum «Kpacasuya v Hy[0BULLE> ®parmeHT nHcTannsymm, 2002. [NpegoctasneHo AngaH-ranepeei
BULY YA . PP e an. , 2 A el Aa P



ELENA BERG

Tematuka npovsseneHnin EneHbl Bepr npuHanonexuT anoxe poCCUMCKOro nom-apTa KoHLA 90—>é };(iq;)f,;nsxk?oga:
If)KneHMﬂ rmamypHbIX MaccMmeava 1 pasenekaTensHoro TenesuaeHns. Ee nHrepecyer He Tonb':lod)onoréﬂx» it
TeNb CNaaKon cybCcTaHLmMM mamypa, KOTOPYKO Tak BMPTYO3HO vccnenosan Ponad bapt B « :CKom g
‘OPHAMEHTANBHOWN KyNMHaPUN UM BO3LYLLHOV MaTepui MOOLLMX CpeacTs). Bmecto non—apﬂgc s Cpl/’a,-‘aHKv1
TOYKM 3PEHVIS TNasa B rnasa pexiame MaccMemiiHble obpasbl NPeAcTaloT Kak 6b|~BI/|,Dé(.())I\(/:|) 3(: (())Ky e 063‘
B 0aHoi 13 NepBbIx CBOVX BOMBLUNX MHCTaNNSLMA «3eMNs — BO3AYyX», MOKa3aHHOW B K m;;o sk
flana 13 LBETHbIX PENPOAYKLMIA NOAYLLIKW, HANOMHEHHbIE renMeM; Ha NPOTSXKEHUN BbICTaBKM ;, ,Ug/ocm, S
napsiLvie B BO3ayxe, MeaSieHHO ocefani Ha non, (;ak Obl BU3yannavpyst NPOLLECC noTepy Nonynsp 4
«TOM»-yPOBHSA B CPEACTBAX MACCOBOV MHdopMaLmu. ) ) )
gngwfeo 2Ta|71>|1’2» (2005) F:(y/J,O)KHVIK HabMIOAAET, Kak MEHSETCA MeX Ha 3BEepuHOU L:uxypion:g, rnziap%z?eg sz;gg_,
B pyrom B1aeo oHa nccneayet naHaadT TPELLMH-KPaKeNtop Ha MNOBEPXHOCTU « eﬁpHoBeHanalf; ' quOBeK i
less desire to physically unite with the matter hidden under film. B .11 < TDOTVIEOGTORHVER, COCTORLLSH M3 BEHAALIATY HEPHO-BbIX ”pZi;;"mTéniCHo A T C' e
In an early 2002 series, Beauty and the Beast, Elena Berg created a patchwork surface, using plastic fingernals BEPHYBLLUMCb CNHOW K 3pUTENtO, nmxin Benyto cTeHy B 6e3yCrneLlHOM CTPeMIT
From a distance, it looks like bright scarlet pictures; close up, it's a mosaic made of fingernails. Berg's work is fik TepVIel, CKPLIBAIOLLIENCS! MOL, MIIBHKON.

paH TVNE NOYBOPK,
| e il i 7 « e» EneHa bepr cospaer noBepxHOCTb B C

a shuttle moving between the poles of individuality and crowd, familiar and alien, human and non-human. B panHeit cepun 2002 ropa «Kpacasuua 1 Yy[osuiles ol RIS BAATARS DR
CMONb3ys NNACTUKOBbIE HaKNaaHble HOMTW. Vafaneka — 8To cusiolve anble Kap i

-H P HO YenH J MaccoBO-
CMOAyHEM ortem. Pabo aBep CIOBHO HeNHOK, ABKYLLMNCA Mexay nontocammn nHOMBMAYanbHOro U Mal
o, CO6C BEHHOIo 1 OTHY>XEHHOro, 4enoBe4eCKoro u HEeYenoBe4YeCKOoro.

)

The themes of Elena Berg's works are rooted in the late 1990s Russian pop art, the age of emerging glossy mag:
azines and entertainment television. Berg, however, avoids direct borrowings of glamor mass art narration t
niques. She is more interested in the mythology of the sweet substance, so briliantly explored by Roland Barthe
in the form of ornamental cookery and the airy matter of detergents. Instead of a pop art frontal view of adverti
ing, eyeball to eyeball, mass media images appear as if viewed from aside or from inside.
In one of her earliest major installations, Ground to Air, presented in 2003, Elena Berg made helium-filed pillows
from color reproductions of pictures; as the exhibition continued the pillows, originally flying high in the air. slow
descended as if ilustrating the process of losing popularity, dropping from the “top” level in the media.

In the Taiga (2005) video, the artist looks at the fur of an animal changing under a stroking hand. In another vid
she explores the landscape of cracks on the surface of the Black Square. In Confrontation, a video installation
sisting of twelve black and white projections, twelve people, with their backs to the viewer, lick a white wall in hel

E. K.

E. K.

Confrontation. Videoinstallation, 2006. Courtesy Aidan Gallery
lNpotusocrosHume. Bugeourcrannayms, 2006, lpegocrasnero Aipan-ranepeeii
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Bluesoup

Group formed in 1996 by Alexei Dobrov, Daniil Lebedev and Valery Patkonen. Joined in 2002 by Alexander
Lobanov. Selected solo exhibitions: 2006 Echelon. Contemporary City Foundation, Moscow, 2004 Black River,
Guelman Gallery, Moscow, 2003 Bluesoup: Seven Years, Guelman Gallery, Moscow. Selected group exhibitions:
2005--06 Russia! Solomon R. Guggenheim Museum, New York/Solomon R. Guggenheim Museum, Bilbao,
2005 Angels of History, Europalia, Antwerp, 2005 | Moscow Biennale of Contemporary Art, Lenin Museum,
Moscow.

Mpynna «Cunuin cyn»

pynna cospaqa Anexkceem Ho6posbiM, [armnom Nebenesbim v Banepvem MatkoHeHom 8 1996 roqy.

C 2002 roga rpynna pa6otaet B CoaBTOpPCTBE C AnekcaHapoM S1o6aHOBbIM. V36paHHble nepcoHanbHble
BbiCTasku: 2006 «3wenoH», hoHg, «CoBpeMEHHbI ropog», Mockea; 2004 «YepHas pekas, lanepes

M. lenbmara, Mocksa; 2003 «CuHui cyn — 7 net», fanepes M. lensmana, Mocksa., /136paHHble rpynnosbie
BbiCTaBku: 2006, 2005 «Poccusl», Myaein Conomora P. lyrrenxaiima, Hito-Vopk, CLLIA, Myzeir ConomoHa

P. Tyrrerxaitva, Bunbbao, Vicnanms: 2005 «AHrenbl CTOPUK» B pamkax hectvBans «EBponanuis», AHTBEpeH,
Benbrvis; 2005 1-9 Mockosckas 6ueHHane COBPEMEHHOro nckyccTaa, Myaein JleHuHa, Mockea.

Echelon. Videoinstallation, 2006. Property of the artists

BwenoH. BugeonHcrannsyms, 2006. pegocraBneHo asTopammn
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Owing to Bluesoup, video art has established on the Russian art scene as an independent actor. The group was
set up by students of the Moscow Architectural Institute in 1996. Bluesoup showed their first digital animations only
during foreign media and video festivals. In Russia, their works were first publicly shown in 2000. \
The artistic activity of the group is subdivided into two stages, abstract and figurative. The wit and impressiveness
of their early geometric works lies in irreversible logic of the plot. In abstract compositions, something always “hap-
pens”: in a chaotic composition, there appears a center (Center, 1998); in an endless list of symboals, there is a ful
stop (End, 1998; Report, 1999); darkness is followed by light (Lightening, 1998). The impression is that, in the:
process of exploring the capabilities of the cinema and video language, the artists of the group made sort of “fim’
concentrate”, condensing the plot so that it starts fitting two scenes, initial and final.

At the turn of the new century, Bluesoup moved to thoroughly drawn, “realistic” pictures with 3D animation.
theme of “lightening”, typical of the earlier stage, is replaced with the motif of a vague, controversial event. The
objects and situations, although drawn as if they were in an ideal space, behave absolutely inadequately: the cell-
ing slides down like an elevator (Entrance Hall, 2002), the ventilation outlet emits gas (Gas, 2003), the runner car-
pet moves like an escalator (Exit, 2005).
The subject of the Echelon installation is never-ending movement, i.e. a formal feature of the cinema itself, a “movie’,
All the three projections there can be considered hatches through which the viewer watches various “movies".
However, unlike present-day cinema, mostly computer-made, the viewer's imagination is not awakened, rather it is
“cooled down”. The is no presence - the borderline between the virtual space and the auditorium is ironclad. One
can only get “to the other side” packed up like a parcel.

E. K.

KOBaHHOW BELLI.

E. K.



Sergei Bugaev-Africa

Born in 1966 in Novorossiisk. Lives in St Petersburg. Studied under Pontus Hulten at the Institut des hautes
etudes en arts plastiques. Selected solo exhibitions: 1999 MIR: Made in the Twentieth Century, 48th Venice
Biennale; 1995 Crimania. Icons. Monuments. Mazafaka, MAK, Vienna; 1992 Africa, Queens Museum of Art,
New York; 1990-1991 Donaldestruction, Lenin Museum, Leningrad. Selected group exhibitions:

2005-2006 Russia! Solomon R. Guggenheim Museum, New York/Solomon R. Guggenheim Museum, Bilbao:
2001 My Movie, 1st Valencia Biennale; 1994 Cocido e Crudo, Centro de Arte Reina Sofia, Madrid: 1990 In the
USSR and Beyond, Stedelijk Museum, Amsterdam, Netherlands.

Cepren byraes-Adpuka

Popunca B 1966 rogy B Hosopoccwiicke. XKuseT 8 CaHkT-TNeTepbypre. OKoHuMn LLIkony nnactu4eckmnx
vckyccTs MNoHTioca XionbTeHa. 3bpaHHble nepcoHanbHbie BbicTasku: 1999 «MUP: CaenaHo B XX Beke»,
Pycckuin nasunboH Ha 48-i1 BeHelarckoi 6uenHane, Bereuys, Vtanus; 1995 «Ceprei Byraes-Adpuka.
Kpumatns», MAK, Bexa, AscTpusi; 1992 «Adprika», KOponesckuin My3eit UCKyCCTB, Hbto-opk, CLUA;
1990-1991 «[DoHanbaecTpykums», Myaein JleHuHa, JleHuHrpag. MabpanHble rpynnoBbie BbiCTasKY:
2005-2006 «Poccusl» Mysein ConomoHa P. lyrrerxainma, Hito-Vopk, CLUA, Buns6ao, Vicnanms: 2001 «Moe
KHO», 1-53 BaneHcuickas bverHane, BaneHcus, Vicnarns; 1994 «Coipoe 1 BapeHoe», Mysein PeiiHe Codus,
Mapnpwug, Vicnamns; 1990 «B CCCP 1 3a ero npegenamu», Mysein Ctegenvik, AMctepaam, Hupepnanapb!.

|

Unconsciousness: Don’t Believe Your Eyes. Installation, 2005. Photo: Courtesy The State Tretyakov Gallery

BeccoaHarenbHoe: He Bepb rnasam. MHctannsums, 2005. @otorpagus npegocTasneHa Ic ocygapcTBeHHON TpeTbsSKoBCKON ranepeui
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;Edsigjﬁggaev;ﬁzika’f,t Russian avant-garde is an object of virtu and a basis for his own works In his obj
ations, Afrika often resorts to the ready-made strategy. He pi i : ;
i picks artifacts from one epoch and
them to another. On the one hand. the artist retun iali . s el
) L ns materiality to lost symbols; on the other, “bare”
different drama feature. He implemented that principle i i o o the g il
4 principle in the Aphasia series dedicated to the linguist R
! He . (o]
Jacott)?spn and in Fhe Anti-Lisitsky series where he turns upside down the political message by the artiit El Lisitsky
_cr(;m' ining rtevolltlJtlonary art prppaganda and Schilling's medical tables. Bugaev call his method “aphatic”
’ ﬁ' t;rjftallghon The Unconscious: .DO Not Believe Your Eyes” (2005), first presented during Sergei Bugéev’s solo:
ibition in the Tretyakov Gallery, is made of fragments of Soviet exhibition equipment which were accident

bardment of the unconscious.

The Industrial pnconscious is a series of works on enamel, reproducing industrial photoscenes of the 1920:
1970s. The artist ﬁrst usgq that. technique at the 48th International Art Exhibition Venice Biennale coverinZ the msiair;
;?(ct)g:n(;f”;z(e; i::zrsrlg:y p(e)l;nl;or; ;/\tlllth tthOL:)sfantdsd of images by Soviet photographers. They became L’:\ metaphor for the
Ient subjected to electric shock therapy. -to- i
helped pljeserve what immediately depreciated and was destroyeg yinTtr:ja pahr’(t)i:t)'stosizr;?mjiritl::nsafzr ;eChE;qU;
metaphorically, “bakes” photos, which pass through dozens of the most complicated procesées to échiev y tp ¢
and monumentality. By extending the life of a photo archive, Sergei Bugaev exhibits the forgotten, the at‘)a.asn(;eonnqi

and the secret, be it turbines of th i alizati i Mgl
1970s. e age of industrialization or military paraphernalia discovered in the debris of the

O. T

SERGEI BUGAEV-AFRIKA

- [ns Ceprest Byraesa-Atpyikin UCKYCCTBO PyCCKOro aBaHrapia — NpeaMeT CTPacTHOroO cobupaTtenscTea U OCHO-

Ba paboTbl Hag COBCTBEHHBIMM NpoM3dBeaeHnsaMU. B cBonx obbekTax 1 nHctannaumax Adpurka HacTto obpaliaet-
A k cTpaterum pean-menaa. OH noaxearbiBaeT apTeakTbl 13 OAHON 3MOXM 1 NepeHoCUT vx B Apyryto. C ogHow
CTOPOHbI, XyAOXHNK BO3BPALLAET MaTepuasibHOCTb yTpadeHHbIM CUMBONaM, C APYront — «OBHaXKeHHbIe» (HaKTbl
VMEIOT HOBYIO ApamaTtyprifio. STOT NPUHLMM BOMJIOLLEH XYAOKHNKOM B CEPUN Takmnx paboT, kak «Adasus», nocss-
LUEHHON NMHrBUCTY PomMaHy AKOBCOHY, Unmn B cepumnt «AHTU-JTUCULKWIA», rae OH NepeBopaYnBaeT NoUTUHECKOE
nocnaHve XyaoxxHvka 9nb JIMCULKOro, COBMELLLAs PEBOMFOLIMOHHYIO apT-nponaraHay ¢ MeanUMHCKUuMY Tabnuuia-
My LLinnnnHra. XynoxKHVK Has3blBaeT CBOW XYAOXECTBEHHbIN METOL, «apaTuHeCKum».

BriepBble MokasaHHast Ha nepcoHanbHOWM BbicTaske Cepresi byraeBa B TPeTbAKOBCKOW ranepee MHCTaNNsums
«beccosHartensHoe: He Bepb rnasam» (2005) coopy»xeHa 13 (hparMeHTOB COBETCKOMO BbICTaBOYHOIO 0b6opyaosa-
HUSI, CIy4ainHO OBHaPY>KEHHbIX Ha XO3ANCTBEHHOM Ckafe My3esi. cnonb3oBaHne oBTSHYThIX KpacHOW, CUHEN,
6en101 TKaHbLIO CTEHAO0B HANOMUHAET O TOM, YTO MHOMVE CYNPEMaTUHECKIE MPUHLMMLI BbiN BOMOLLEHb! UMEHHO
B 0bnacTi ochopmneHmnst BbicTaBo4HOro npocTpaHcTea B 1930-1960-x. Adprka 3aHUMaEeTCsi apxeonorven nosa-
Hero MofepHV3mMa, noaseprasi KpUTYKe 1aeto O YUCToTe (hopManbHOro BOCTIIPUATUS B 3MOXY WAEONOMMHECKON
6ombapaMpoBKM 6ECCO3HATENBHOTO.

[MponsseneHns 3 cepun «HoycTpranibHoe 6ecco3HaTENbHOE» — BbINONHEHHBIE HA OMaM KOMMO3ULK, BOCTPO-
u3BOAsALLME MHAYCTPUanbHble hoToobpadbl 1920-1970-x. Bnepsbie K 3TON TEXHUKE XYAOXHWK 0BpaTuncsa Ha
48-i1 BeHeumaHcKoW breHHane, NoKPbIB MaBHbIA 3a1 POCCUINCKOrO MaBuiboHa Thicsyammn 06pa3os, 3aneqareH-
HbIX coBeTckMM choTorpacpammn. OHM cTann MeTaopoi, BbIHECEHHON BOBHE NaMATU NaLMeHTa, NoaBeprerocs
3MIEKTPOLLIOKOBOM Tepanuu. TexHuKa nepeHeceHus hoTtorpaduin Ha aMarib NO3BOAUIE COXPaHUTL TO, YTO MIHO-
BEHHO 0BECLIEHMBANIOCH N pa3pyLLanoch Ha rnadax XyaokHuKa. Adpurka, no ero obpasHOMy BbIpaXKEHWO, «Me-
YeT» (poTorpacum, KOTopble, NPOAS Yepe3 [AECATKU CROXHENLLNX TEXHOMOMMHECKUX MPOLECCOoB, obpeTaroT
NPOYHOCTb N MOHYMEHTaNbHOCTL. [poanesas »xusHb dotoapxmea, Cepreit byraeB akCnoHMpyeT 3abbiToe, Bbl-
6poLueHHoe, TarHoe — Byab TO TypOUHbLI ANOXM MHAYCTPUANM3aLWN NN AETANN BOEBHHBIX MEXaHW3MOB, OBHapy-
XeHHble B Mycope 1970-X.

0T,



Philipp Dontsov
Born in 1972 in Leningrad. Lives in St Petersburg. Graduated from the Vera Mukhina Academy of Art and

Industry, St Petersburg. Selected solo exhibitions: 2006 Why
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Are They Together? National Center for

Contemporary Art, Moscow: 2004 C17H2104N, Guelman Gallery, Moscow; 2004 Red Set, Dmitry Semyonov
Gallery, St Petersburg. Selected group exhibitions: 2005 Destructive Practice, Nairobi, Kenya; 2005 Peripheral
Visions, Chapter Arts Centre, Cardiff, Wales. Other projects: 2006 Costumes and Sets for Du coté de chez

Swann, Mariinsky Theatre, St Petersburg.

Pununn JoHuyos
Poauncs B 1972 rogy 8 feHnHrpage. XKuseT 8 CankT-Metep

6ypre. OKOH4MN MeTepbyprekyio xynoKeCTBEHHO-

MPOMBILLNEHHYIO akafeMuio. V136paHHble NnepcoHasibHbIe BbiCTaBkut: 2006 «[lodemMy oHu BMeCTE?>,

locynapcTBeHHbIN LIEHTP CoBPEMEHHOrO nckyccTea, Mockea

; 2004 «C17H2104N>, Fanepes M. [enbmana,

Mocksa; 2004 «Red Set», lanepes [Omutpus CemeHosa, CaHkT-MNeTepbypr. V36paHHbie rPYNnoBble BbICTABKY;

2005 «PaspylumtensHas npaxkTvka», Hanpobu, Kexus: 2005
UeHTp, Kapancdd, Benvkobpuraris. Opyrvie npoexTsl: 2006
«Jlebens», MapuuHckuii Teatp, CaHkT-MNeTepbypr.

«[MepucbepuitHbie Bunerns», XyAOXKECTBEHHbIN
CueHorpadwms 1 KocTioMbl ans GaneTa «B CTOPOHY.

Family Portraits, or what connects Jessica and John?: Beach 1, Beach3.

3d digital animation, 7 sec. loop, digital photo frame, 2004. Courtesy Aidan Gallery

Cewmeiiribie nopTpeTsl, unn Y1o cs3biBaet [xeccuky u [pxoHa?: Ha nnsxe 1, Ha nnske 3. )
TpexmepHas uugposas aHumayms, 7 cek. nyn, yngposas sugeo pama, 2004. MpegocrasneHo AngaH [anepeein
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Filipp Dontsov works in the field of media esthetics. The technological nature of his works creates a feeling of
estrangement. The series of self-portraits in red and blue on polymer aluminum shows the effect of different light-
ing changing the character of the picture. Even where his objects punctiliously reproduce the form of the human
body, it is not sculpture but its hollow form gleaming inside. The liquid polymer casts are not designed for mould-
ing, they are to be filled with light, not bronze or plaster Paris. When he resorts to new polymer materials or elec-
tricity Dontsov shows how the hi-tech society of today moves from iconic signs to bar codes. In his decorations for
the Swann’s Way ballet, staged by the Mariinsky Theater in 2006, Dontsov reproduced a bar code, the new alpha-
bet of consumer society, on the stage backdrop.

Since 2004, Dontsov has been working on a series devoted to a new digital family. The main characters of his com-
puter animations and video installations are blanks for a male, female and child figures to be used for three-dimen-
sional computer graphics. The video installation Why are They Together?, for example, reproduces the matrix of
family relations between father and daughter, mother and son. In Family Portraits, or What Connects Jessica and
John (2006), Dontsov revives the customary family portrait genre by means of a computer animation story about

Jessica and John (the names of the computer software characters) who are ready for reproduction in cyberspace. |

O.T

Family Portraits, or what connects Jessica and John?: Laokoon.
3d digital animation, 7 sec. loop, digital photo frame, 2004. Courtesy Aidan Gallery
Cemeiitble noptpersl, nan Yro cesasiBaet [xkeccuxy n [xoHa?: JTa0OKOOH.

TpexmepHas ungposas aHnmauus, 7 cex. iyn, ungposas Bugeo pama, 2004. MNpegocrasneqo AvpaH lanepeen

PHILIPP DONTSOV

Ounvn [JoHLOB paboTaeT ¢ MearasCTETV KON, TEXHOMOMMYHOCTL ero NPOV3BEAeHUIA CO3AAET SPMEKT OTHYX/e-
Hisi. B Cepyi aBTONOPTPETOB, GAENAHHBIX B KPACHO-CUHEN raMMe Ha NONMMEPHOM alloMHIW, €CTb S(h(eKT pas-
HOMO OCBELLIEHS), MEHSIIOLLIETO XapakTep n3obpaxkeHns. [Jaxe ecnm ero 0GbeKTbl CKPYNyneaHo BOCNPOU3BOAAT
(OpMy HYENOBEHECKOrO Tena, 3TO He CKy/bMTypa, a ee ONyCTOWeHHas, CBETALLAsACS U3HyTpU chopma. Cp,enaHHble?
3 VKON MONMMEPHOMN MACChI CIenKki hOPMbI He MPeaHasHaqeHs! 115 OTMBKIA, OHM 3aNONHAOTCS He GPOH30M
WK MncoM, a ceeToM. OBpalLiasich K HOBbIM MOSIMMEPHBIM MaTepyanam Uin K aneKTpru4ecTsy, [JOHLOB Nnokasb-
BAeT, KaK B COBPEMEHHOM BbICOKOTEXHONOMVHHOM OOLLECTBE MPOUCXOANT MEepexo OT UKOHUHECKVX 3HaKOB
K WTpuxkopam. B pabote Hapa aexopaumvsmi K 6aneTy «[lo HanpasneHnto Kk Caaty», ocyLiecTeneHHon B 2006 ro-
fy B MapunHckoM Teatpe, [JOHLOB BOCMPOM3BOANT WTPUXKOA, HOBbIA andasnt noTpebuTenbCKoro ObLLECTBa,
Ha OrPOMHOM TeaTpasibHOM 3aHVIKE.

€ 2004 ropa [JoHLOB paboTaeT Haf, cepmeit, NOCBSALLEHHON HOBOM LM(POBOI CeMbe. NaBHble repovt ero Komrb-
J0TEPHbIX aHIMALIIA 11 BUAEOVHCTANISILWMIA — STO 3arOTOBKM MYXCKOW, XXEHCKOWN 1 IETCKOV huryp, NpeaHasHa4eH-
Hble 17151 TPEXMEPHOM KOMMBIOTEPHON rpachvki. Tak, B BUAEOUHCTaNALN «[To4emy OHI BMecTe?» OH BOCCO3Aa-
€T MaTpULly CEeMENHbIX B3aUMOOTHOLLIEHW MEXAY OTLIOM 1 AOHEPbIO, MaTepbto 1 ChIHOM. B IAHCTaJ'IﬂﬂIJ'VIlA «Ce?—
MelHble NOPTPETHI, MM YTo cBAsbIBaET [pKeccuky 1 [hxkoHa» (2006) LOHUOB OXUBNSET NPUBbIHHBIN XaHP Cemen-
HOTO MOPTPETA C MOMOLLI0 KOMMLIOTEPHON aH1MaL1, pacckassisarolier o [hkeccuke u [pkoHe (Tak 30ByT re-
POEB KOMMLIOTEPHO NMPOrPaMMbl), FOTOBbIX K BOCMPOM3BOACTBY B KMGEPNPOCTPaHCTBE.

BT,



Alexandra Galkina

Born in 1982 in Moscow. Lives in Moscow. Studied at the Avdei Ter-Oganian School of Contemporary Art.
Selected solo exhibitions: 2004 Cliches, Tretyakov Gallery, Moscow; 2003 Painted Graffiti, Tretyakov Gallery,
Moscow. Selected group exhibitions: 2006 8=8, L Gallery, Moscow; 2005 Accomplices, Tretyakov Gallery,
Moscow; 2005 No Comments? Fabrica Project, | Moscow Biennale of Contemporary Art; 2005 Doublethink,
Stella Art Gallery, Moscow.

Anekcanppa rankuHa

Popunace B 1982 rogy B Mockse. XKuseT 8 Mockee. Yaunacs 8 LLIkone coBpemeHHoro vckyccTaa Aspes
Tep-OraHbsHa. VI36paHHble nepcoHaribHbie BuicTasku: 2004 «Tpadapetbl, [T Ha KpbiMckom Bany, Mocksa;
2008 «3akpatueHHble rpaddutis, [T Ha KpbiMckom Bany, Mocksa. M3bpatHbie rPYNMNOBbIE BbICTABKM:
2006 «8=8», L-ranepes, Mockga; 2005 «CO0BLHKM», [T ocyAapcTBeHHas TpeTbakoBckas ranepes, Mocksa:
2005 «No comments?», npoekT «Pabpukar» (CreuanbHbIii NpoeKT 1-i1 MockoBcKoi GreHHane), Mocksa;
2005 «Doublethink», Stella Art Gallery, Mocksa.

Untitled. From the series Skirt. Acrylic on canvas, 2006. Courtesy Stella Art Gallery
Bes HaasaHus. N3 cepum «KO6ku». Xonct, akpun, 2006. pegocTasneHo Stella Art Gallery



Alex.andra Galkina belongs to the first generation of Russian painters with no Soviet experience. To that new gen-
erat{on, the political and formal in art is not a target of ironic reflection. Galkina like her Radek group mates, raises
the issue of the responsibility of the artist to oppose the global order. She started her career at the age 01,‘ 16
a mgmber of a collective performance at the Barricade erected in post-perestroika Moscow in 1998

Galkl'na works with suprematist or constructivist forms like a meticulous archaeologist. She does not éimply use the
plastic discoveries of Russian avant-garde, but restores the texture which helps to define the individual in a long
declared universalism. Galkina resorts to the baste surface of packing cardboard on which she draws or stencis.
She paints graffiti (in Painted-out Graffiti) with black-and-white geometric patterns on houses, thus restoring the
ggometric abstract's right to exist on city streets and, at the same time, recalling an event in tﬁe 1920s when the
cuty of Vitebsk was turned into a suprematist centre by Malevich and his school. However, unlike the avant-garde
anlsts, who were involved in the design of clothes and household goods, Galkina creates é series of works where
stockings, shoes, skirts are presented as an evolving story about suprematist form. For instance, the four pictures
of her No Name series demonstrate the adventures of a skirt turing into Malevich’'s Red Square. '

O.T

Untitled. Graphic series, 2005. Courtesy Stella Art Gallery

Bes Haasanus. [pagpuyeckas cepusi, 2005. lMpegocrasnero Stella Art Gallery .

ALEXANDRA GALKINA

AnekcaHapa lanknHa OTHOCUTCS K MEePBOMY MOKONEHUIO POCCUNCKUX XYAOXKHUKOB, HE NEPEXMBLLINX COBETCKOrO
onbiTa. [1nst STOro HOBOrO MOKONEHUS NOAMTUHECKOE U (DOPMANbHOE B UCKYCCTBE — HE MPEOMET MPOHNYECKON
pednekcun. MankuHa, Kak 1 ee ToBapuLL no rpynne «Pafgex», CTaBuT BONPOC 06 OTBETCTBEHHOCTU XyAOXKHNKA,
MPOTMBOCTOSALLIErO MUPOBOMY MopsaaKy. OHa Hadana CBOoW TBOPHYECKUN NMyTb B 16 NeT B Ka4ecTBe y4acTHMKa Kos-
NIeKTVBHOrO nepdopmMarca Ha «bappukage», Bo3asurHyTon B 1998 rogy 8 noctnepectpoeqHon Mockee.
XynoxHuL@ paboTaeT ¢ CynpemaTMHecKUMM N KOHCTPYKTVBUCTCKMMN (hOPMaM Kak CKPYry/e3HbIN apXxeosior.
OHa He NPOCTO MCMOMB3YET Ty UM UHYHKO NNACTUHECKYIO HAXOAKY PYCCKOro aBaHrapaa, HoO BOCCTaHaBMBaeT (hak-
TYPY, MO3BOSISIOLLLYIO MPOSIBUTL MHAVBUAYANLHOE B AEKIAPUPYEMOM KOrfa-To yHBepcanmame. fankiHa obpatia-
eT1Csl K BEAHOM NOBEPXHOCTI YNakoBOYHOrO KapToHa, Ha KOTOPOM pUCYeT Unv nedataet no Tpadaperty. OHa 3a-
KpaluvsaeT rpachcuTi (B paboTe «3akpallieHHble rpauT») Ha CTeHaxX JOMOB MOHOXPOMHbLIMU FrEOMETPUHECKN-
M1 NOBEPXHOCTSIMM, BOCCTaHaBNMBAS MPaBO MPUCYTCTBIS FEOMETPUHECKOM abCTpakLvn Ha ynvuax ropoda v ofi-
HOBpeMeHHO HaromMuHas o6 akuwm 1920-x ronos B Butebeke, npespalleHHoM Manesuyem ¢ y4eHkami B cyrpe-
MaTu4eckuin ropod. Ho B oTnmyme oT Xy[AOKHUKOB aBaHrapAa, 3aHMMaBLUMXCA AN3aHOM OLeXabl U NMpeaMeToB
6biTa, ANKMHa co3maeT ceputo paboT, B KOTOPbIX Hynku, Tydnu, 1oOK1 NpeacTasneHbl B BUae passopadqvsaroLle-
rocs pacckasa o cynpemMatnyieckon opme. Tak, B cepumn paboT «bes3 HazBaHwis» YETbIPE XKMBOMMCHbIX NONOTHA
JEMOHCTPUPYIOT MPUKITIoHEHne 100KW, TpaHchopmMmpytoLLencs B «KpacHbIn keanpar» Manesuya.

0.T
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Iced-Over Architects

Group formed in 1993. Consists of Mikhail Leikin, llya Voznesensky, Igor Bury, Alexei Kononenko and Vera
Samorodova. Selected solo exhibitions: 2006 Habitat Conditions, Contemporary City Foundation, Moscow:
2003 Up & Down, Guelman Gallery, Moscow. Selected group exhibitions: 2006 Cuba My Love, Zverev Center of
Contemporary Art, Moscow: 2002 Cetinje Biennale, Montenegro; 2002 Woods in Scaffolding, Melioration Project,
Art Klyazma, Moscow.

lpynna «O6nepeHeHne apXUTEKTOPOB»

lpynna ocHoBaHa B 1993 rogy. B rpynny Bxogat Muxavin SleikuH, Vnes BosHecerckui, Vrops Bypbin,
Anexcein KoHoHeHko, Bepa Camopogosa. V136paHHble nepcoHasibHble BbicTasku: 2006 «Ycnosws obuTaHUs»,
oHa «CospemeHHbIin ropog», Mocksa: 2003 «Up&Down», Manepesi M. Mensmanqa, Mocksa. V13bpaHHble
rpynnosbie BeicTaBkn: 2006 «Kyba — no6oBb MOst», 3BEPEBCKUIN LIEHTP COBPEMEHHOTO 1cKyceTea, Mocksa;
2002 LleTnHbeckast BueHHane, HepHoropus; 2002 «[leca B necax», npoekT «Mennopauus», «ApT-Knsasmar,
Mocksa.

Bering Bridge. Architectural project, 2005. Property of the artists

BepuHros MocT. ApXUTeKTypHbIA NpoekT, 2005. MpegocTasneHo asTopamu



Ice-ociation Architects is a group continuing the tradition of Russian “paper architecture”, i. e. utopian design.
Central to group’s work is the problem of access, the connection between different types of spaces. Teir first such
project was A Bridge Along a River. It was followed by A Bridge in the Bering straits with reminiscent of like a Sub-
marine deckhouse. There is a historical explanation behind the concept of the bridge: the Bering straits is so shak
low that submarines have to surface, giving potential observers an opportunity to count them. The sub shape is
ideally suited this to the hostile environment which is essentially unsuitable for human habita
an ice cutting role; inside them there are offices, hotels, support buildings.

In the 2003 project NPUKP-1 (@ Russian abbreviation for “External suspended facility for a 24-hour stay”), a sus-
pended cradle cage converted into a sleeping area for the homeless is, form are point of new, a parasitic device for
individuals, and, from the another, a communal house with the main service elements “attached” to it. The resident
of the suspended apartment has access to everything: he can knock on the window to get food, go to the toilet;

get connected to a power line. As he travels along the fagade, the cradle cage resident can change life support
systems, select dishes, and find new companions to talk with.

tion. The towers play

E. K:

NPUKP-1 (Outside Round-the-Clock Hanging Apparatus).
Architectural project and installation, 2003. Property of the artists
HIMYKI-1 (HapyxHoe OABECHOE YCTPONCTBO KPYr/IoCyTOYHOro npebsiBaHus).

ADXUTEKTYPHBINA NPOEKT u uHcTannsyms, 2003. MpegocrasneHo asTopamu

ICED-OVER ARCHITECTS

9) HE 8] pannLy OKO U3BECTHO! 0 NCKOW «OyMaKHOW
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Zhanna Kadyrova

Born in 1981 in Brovary, Ukraine. Lives in Kiev. Graduated from the Taras Shevchenko State School of Art.
Selected solo exhibitions: 2006 Orange Summer, Regina Gallery, Moscow; 2006 Diamonds. Center for
Contemporary Art, Kiev: Selected group exhibitions: 2006 Go, Ukraine, Go! Regina Gallery, Moscow:; 2006 Hot
Ukraine, Cool Ukraine, National Center for Contemporary Art, Moscow: 2005 Ukrainian Art and the Orange
Revolution, Ukrainian Institute of Modern Art, Chicago; 2005 Orange Summer, Regina Gallery, Moscow.

XKaHHa Kapgsiposa

Poavnack 8 1981 rofy B bpoapax. XKueeT B Kuese. OkoH4nna Kvesckyio FOCYAAPCTBEHHYIO Xy[A0XKECTBEHHYIO
LWwkony nm. Tapaca LLleB4eHko. V36paHHble nepcoHasibHble BbICTaBkK: 2006 «OpaHxeBoe netos, ranepesi
Pupxuna», Mocksa: 2006 «BpunmmaxTei, LieHTp COBPEmMeHHOro nckycctsa, Kues, Ykpanta. V13bpaHHble
FPynnosbie BbicTasku: 2006 «YkpauHa, Bnepeal», ranepest «PumkmHar, Mocksa; 2006 «[opsiyas YKkpanHa,
XonopHas YkpanHar, locynapcTeeHHbin LeHTP coBpemeHHoro nckyccTsa, Mocksa: 2005 «YKpanHckoe
VMCKYCCTBO 11 OpaHKeBast pPeBoMioLMs», ranepes «PumxuHa», Mocksa.

Diamonds. Installation, 2006. Courtsey of Regina Gallery
Bpunnuartsl. MHcTannsyms, 2006. [pegocrasneHo ranepeei «PupxuHa»
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Zhanna Kadyrova belongs to the generation of artists who arrived after the “Ukrainian wave” of the 1980s — 1990s.
When an art school, a peculiar Ukrainian trans-avant-garde, began to be established in Kiev and conceptual and
post-conceptual art developed, Kadyrova was a secondary art school student. During the orange revolution, young
Ukrainian artists arriving from various parts of the country spontaneously organized R.E.P. (an abbreviation for “rev-
olutionary-experimental space”) right on Independence Square. The revolution became the main driver for the
development of new, socially active art. For their very first exhibition at the Ukrainian Modern Art Center in December
2004, R.E.P. displayed artifacts of the revolutionary era — the utilitarian campaign art which had just returned from
the streets and barricades. The emergence of the group at the crest of the revolution and their direct involvement
in the events enabled critics to compare R.E.P to the famous LEF (“Left Art Front”). Aithough the revolution was vic-
torious, the revolutionary experience of the R.E.P. artists did not yield any political or economic dividends for them.
On the contrary, while their project won the competition for the Ukrainian pavilion at the 51st Venice Biennale, R.EP
and Zhanna Kadyrova almost immediately received a refusal from the authorities.

Zhanna Kadyrova’s works have a special vitality and attention to industrial materials. Kadyrova finds her materialin
everyday life, on the streets, and in factories. Her performances are about turning what seem typical situations
upside down.

In 2005, Kadyrova turned to painting, making spontaneous, large-scale pictures referring to the first generation
of topical Ukrainian art. Tiles are among her favorite materials. Tiles enable har to build three-dimensional sculptur-
al objects while continuing to reject “the noise of the street”. One of her first tile works was a sculpture of a plumber.
The tiles simultaneously played the roles of the significant and the signified. In 2006, Kadyrova produced a series
of Polished Diamonds, tile-faced objects, following a diamond polishing guide. The subject matter of the work, the
subtle exclusivity of gems, was transformed into brutal plasticity and serial production. Still, Kadyrova's diamonds,
unlike, say, Jeff Koons objects, are related not s0 much to a simulation strategy or pastiche but to trust in social
material which refers to the utopia of the 1920s, to the industrial artists’ call to go to plants and factories.

O.T

Diamonds. Installation, 2006. Courtsey Regina Gallery

Bpunnuarrel. WHcrannsyms, 2006. lMpegocrasneHo ranepeein «PupkuHa»

ZHANNA KADYROVA

XKarHHa KapgblpoBa OTHOCWUTCA K MOKONEHWIO XYOOXHWUKOB, MNPULIEALINX Ha CMeHy “«prza:g:;J; TZZJ:‘ZZ
1980-1990-x rogos. Korga B Kuese cknafbiBanach XXUBOMMCHaA LuKonaéciicgeofgjj:zlgaysfmacb it
Ba/IOCb KOHLIENTYalbHOE Y MOCTKOHLEMTYaIbHOE NCKY A

:ya;gizpéTgeEizzmmigne. Bo BL;LJen:: OpaHXeBoV PEBOMIOLMM NPAMO Ha ManaaHe HeaaneMHocrﬁ gogc}fg(u:sygfzi
WHCKVE XYLOKHUKY, MpUexaBLIne U3 pasHbix roPOA0B, CTUXMIAHO OPraHN30BaINCE B FPyNMy « éth,HO;;OFO .
LMOHHO-3KCTIEPUMEHTANIBHOE MPOCTPAHCTBO). Pesontouys ;Tgaﬂ; rﬁgi:g g;m%gjrozgﬂx;:sosiwm i
LanbHO-aKTUBHOMO UCKycCcTBa. Ha nepson xe BbicTaske «P.O.[1.» : P ey

oM LleHTpe coBpemMeHHOro McKyccTBa apTeakTbl PEBOMIOLIMOHHON 3MoXu — yTuanTap i
zuy:gs mi);ccélo, TCF)DJ'IbKO YTO BEpHyBLLIEeCs C ynuu, v 6appvika,. Bo3HVKHOBEHWE rpy;rémn H? (r:;(;ei:ea SSSSSSM
UM 1 HEMoCPEeaCTBEHHOE y4acTue B COObITVAX NO3BOMNN KDV!TTKaM cpaBHuTb «P.O.M. i
JIEDOoM». HecmoTpst Ha TO YTO peBontoLys nobeawna, y4actne B Hel He MPUHECTO XyA0XHVIKa 4
TUHECKMX 11 BKOHOMUYECKMX AvBuaeHa0B. Bonee Toro, onepxas nobedy B KOHKypce Ha n;oeKT ,D,ﬂa no;: T;; i
ieHUst NaBMboHa YkpauHbl Ha 51-i1 BeHeuvarckoin bverHane, rpynna «P.9.M.» n XKaxHa Kaaplipos

TKas OT BnacTen. ‘
aﬂzgagé\;:grmz ;iaHHbl KaplpoBoi OTn4atoTcst 0COO0N BUTAIBHOCTBIO U BHmmangm K MHiy;:;ggE;:H;ngmngiT;ﬂ
puranam. XyaoXHMLA HaXOaWT CBON MaTepuas B NOBCEAHEBHOCTU: Ha ynmuax; Ha chabpukax .
e NephOpMaHChl CBA3aHbI C NepeBopaqmnBaHyiem, Kasanoch Obl, MPYBbIYHON cmwaugw PRI
B 2005 rony KapgblpoBa 06pallaeTcs K »X1BOonmcy, cospaBas CnoHTaHHbIe MacluTal HbGI o M,aTepmaﬂOB -
K MepBOMY MOKOMEHUIO aKTYabHOMO YKPaUHCKOrO UCKYCCTBa. Kahens — OanH 13 U3/ ;\Mﬂ it
AOXHMLI. OH NO3BONSIET CO3aBaTh TPEXMEPHbIE CKyﬂbHTypi—ilj—I:Xzi’ngl:—!ﬂ aB CTsy;K:H?\;/:)pa e )
» NepBbIX MPOU3BEAEHW, BEINONHEHHbIX B 9TON ! :

ﬁ:;.niﬁ::; cmjrpaza pons OfHOBPEMEHHO O3HavatoLLEero 1 o3Ha4aemoro. B 2006 roay Kaazp;ﬂajazginacnz )::;
prio «BpunnaHTbl» — 06bEKTbI, 0BNMLIOBaHHbIE Kachenem, CJ:Ie,Llyﬂ pyKOBOD,CTB6y no Orzarmacmw M s
NPOMBBEOEHNS — TOHKAsH NCKIIIOYUTENBHOCTL [AparoUeHHOCTe — MPETBOPEH B pyTanKb y L
HoCTb. OHaKO BpUNNMaHTLI Kaabiposon, B OT/UHME, Ckakem, OT 06bexTos [hrectda yHcM, b
KO C CUMYNSILMIOHWCTCKON CTpaTervien Unm nacTuem, CKOMbKO C AoBEpUeM K COL}VIBJ‘I:HZ) ay6 e aaB;mbL
natoLLemy K yTonun ABaauaTbix, C MPr3bIBOM XyA0KHNUKOB-NMPON3BOACTBEHHNKOB YUTU H P

0. 1.
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Irina Korina

Born in 1977 in Moscow. Lives in Moscow. Graduated from the Russian Academy of Theatrical Art in Moscow
and the Valand School of Fine Arts in Gothenburg (exchange project). Currently studying at the Kunstakademie,
Vienna. Selected solo exhibitions: 2006 Positive Vibrations, XL Gallery, Moscow; 2006 Top Model, Contemporary
City Foundation, Moscow; 2005 The Station Keeper, XL Gallery, Moscow. Selected group exhibitions:

2005 Angels of History, Europalia, Museum van Hedendaagse Kunst, Antwerp; 2005 | Moscow Biennale

of Contemporary Art, Lenin Museum. Moscow; 2003 Horizons of Reality, Museum van Hedendaagse Kunst,
Antwerp.

WpuHa KopuHa

Pogunack B Mockee B 1977 rogy. XKviset 8 Mockse. OkoHuunna Poccuiickyto akagemmio TeaTpanbHoro
MCKyCCTBa, AKaeMNIO UBSLLIHBIX v“ckyccTs Valand, Métebopr, LLseuys. B HacTOALLMN MOMEHT y4nTca B8 BeHckol
aKafiemMi XynoxecTs. 3bpaHHble NepcoHanbHble BbICTABKM: 2006 «[MoguTtnsHble BUGPALM», XL-ranepes,
Mockea; 2006 «Ton-monenb», oHg «CoBpemeHHbIN ropom», Mocksa: 2005 «CTaHLMOHHBIN CMOTPUTEb»,
nHCTannAums, XL-ranepesi, Mocksa. /136panHbie rpynnosble BbiCTasku: 2005 «MockoBCKui KOHLienTyanmam

v ero BnsHue», MUKA, AHTBepneH, Benbrvs: 2005 1-g Mockogsckas 6verHane, Myseit NeruHa, Mockaa;

2003 «[opu3oHTLI peanbHoCTV», MUKA. AHTBEPNEH, Benbrus.

Top Model. Object. Plastic, 2005. Courtesy XL Gallery
Ton Mogens. O6bekT. Mnactuk, 2005. [MpegocTasneHo XL-ranepeen
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Irina Korina got her first degree as a scene designer. Now she is a student of the Vienna Art Academy majoring in
new media and easily and freely mixing various principles of form-making in her art: in the theater she often uses
new media while many of her exhibition projects are guided by the mise en scéne tradition.

Korina's art is wide in range, combining monumentalism and close attention to the texture of the surface, the tac-
tile perception of the image. Running through her works in one’s memory is like changing your viewfinder all the
time, from “zoom-out " to “zoom-in”, from wide-screen projects like Back to the Future (2004) or The Station Keeper
(2005) to a whimsical ornament in 29 Transformations (2000) and Camouflage (2001).

In the piece exhibited by the 1st Moscow Biennale of Contemporary Art (2005), the micro and macro levels are in
calculated balance: the monumental rough-cut form made of color plastic sheets recalled a strongly magnified 3D
model of a fragment of a crystalline pattern on plastic while reproducing the outline of several cars crashing into
each other.

In a similar manner, she used dumped household appliances (washing machines, dish-washers, fridges, and so on)
to build the installation White goods! at the Europalia festival in Brussels (2005). At a distance, the “white goods”
are seen as a new residential district of unpainted concrete apartment blocks.

In her interviews, Korina says she is worried by the problem of the standardization and unification of contemporary
forms of civilization. Everything is made from the same templates, so an office building may precisely reproduce a
stereo loudspeaker and an apartment block four stacked microwave ovens. Computer-aided design and present-
day materials lead to an identikit human habitat, be it an apartment, a house in the country, an airport, or a hotel
room in a far-away country.

Extending the situation to absurdity, Korina proposes furniture reminiscent commercial packaging. Model is a “bed"
for a mobile phone and charger enlarged to the size of an armchair or a couch on which the comfort of the pres-
ent-day system of standards can be tested.

E. K.

IRINA KORINA

VpuHa KopuHa no nepBoMy 06pasoBaHnio XyAOKHUK TeaTpa. Celqac oHa yqnTcs B BeHckom akapemun Xyno-
XECTB MO KNACCy HOBbIX MEAVa 1 HEMPUHY>KAEHHO MUKCYET B TBOPHECTBE PasHbie NPHLMbI hopmoobpazosa-
H/s: B paboTax B TeaTpe akTUBHO MCTONb3YeT HOBbIE MEAWa, a BbiCTaBOHHbIE MPOEKTLI HaCTo CO3AaeT B Tpan-
LMV MU3aHCLIEH.

TBOPHECTBO KOPVHON LLMPOKO MO [iana3oHy, OHO Co4eTaeT B Cebe 1 MOHYMEHTaINEM, 1 MPUCTasbHOE BHMaHNE
K (haKType NoBEpXHOCTY, TaKTBHOMY BOCNpUATWIO obpaaa. MNepebripas g nawm ee paboTbl, CNOBHO BCE BPe-
VS MEHSIELLIb MNaHbl B BUAOUCKATENE, MEPEXOA OT «Z00ming Out» K «zOOMINg in», OT «LLIMPOKO(OPMATHbIX> MPO-
eKTOB, TaKuX Kak «Hasap B GyayLuee» (2004) nnmn «CTaHLMOHHbIA CMOTPUTESNL> (2005), K NpU4YLIMBOMY OPHaMEH-
Ty B MHCTANIALMSIX «29 TpaHchopmauyin» (2000) v «Kamycbnspk» (2001). e
B npov3BeaeH, MPeacTasneHHoM B pamkax 1-i1 MOCKOBCKOM GrieHHane COBPeMEHHOro MCKyccTea ( ),
MUKPO- V1 MGKPOYPOBHU HAXOAATCS B BbIBEPEHHOM COOTBETCTBIN: MOHYMEHTANbHAS py6nexast hopma, cobpan-
Hasi 13 NIICTOB LBETHOTO MacTUKa, HaroMuHana CUnbHO yeenndeHHyio 3D-mopese parmeHTa Kpuctaninqe-
KOO PVCYHKA Ha MNacTuK W B TO Xe BPeMs BOCMIPOW3BOAMIA KOHTYPbI HECKOMBKYIX aBTOMALLNH, BPE3aBLLVXCA
;ﬁHﬂngﬂﬁ\;/ZewOGpasoM 113 BbIGPOLLIEHHO JOMALLIHE TEXHVKW 6eMoro LgeTa (CTYpaUibHbIX ¥ NOCYA0MOEHHbIX Ma-
LWWH, XONOAUNBHKOB 11 T. N.) Bbina cobpara nHeTannaums «White goods!» Ha c?eoTMBane jEBDOﬂaﬂMQ» B bproc-
cene (2005). C 6onbLuoin nctaHumm «white goods» BOCMPUHNMAKOTCA Kak HOBbIN MAKDOPAVOH 13 HeoKpalleHHbIX
BETOHHbIX NaHEeNbHbLIX JOMOB.

B CBOVIX MHTEPBLIO KopWHa NPK3HAETCs, YTO ee BONHyeT nNpobriema CTaHfapTvsaum 1 yHUhbmKaLmmn hopm cospe-
MEHHOM LBUnn3aLm. Boe KpouTest N0 OfiHUM NeKarnam, 1 0hUCHOE 3aHVe MOXET B TOYHOCTV BOCMPOWSBOANTL
aKYCTVHECKYHO KOMOHKY My3bIKaUIbHOTO MPOVMPbIBATENS, & K0 AOM — YETbIPE MOCTABNEHHBIX APYT HA Apyra MiK-
POBOSHOBKY. KOMIMBIOTEPHOE MPOEKTUPOBAHNE 1 COBPEMEHHbIE Matepuans BevAYT K MOSIHOMY on,uH006pa3vno cpe-
[ibl 06VTaHUs Yenosexa — Bydp TO KBapTVIPa, Aaqa, adpOoriopT U FOCTUHUYHBIN HOMED B AANEKOM CTPaHe.
[losops oo abeyppa cutyauuio, KoprHa npepyiaraet mebesis, HanoMHAIOLLYIO yNaKkoBKy l’lpOMbILUﬂeHHbIXVTOBa-
poB. O6beKT «Mopenb» NpeacTaBNseT cobon «KpoBaTky» A MOBUIBLHOIO TenetoHa 1 3apanHoOro yCTpO:fCTBa,
YBENMHEHHYIO 10 PA3MEPOB KPECNA U KYLLETKM, Ha KOTOPOW MOXHO MPOBEpUTL KOMCOPT COBPEMEHHOW CC-
TeMbl CTaHAAPTOB.

E. K.
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Anton Litvin

Born in 1967 in Moscow. Lives in Moscow. Graduated from Moscow Financial Institute. Member of the Escape
Program. Selected solo exhibitions: 2005 Cover, Contemporary City Foundation, Moscow; 2004 Mirrors,
Guelman Gallery, Moscow; 2004 4/4, National Center for Contemporary Art, Moscow (Escape Program);

2004 Following the Steps, Guelman Gallery, Kiev. Selected group exhibitions: 2005 51st Venice Biennale

(with ESCAPE Program); 2003 | Prague Biennale, Czech Republic; 2002 Manifesta IV, Frankfurt, Germany;
2002 Cetinje Biennale, Montenegro.

AHTOH JTIUTBUH

Popuncs B 1967 rogy 8 Mockse. XKuseT 8 Mockse. OKOH4YMA MOCKOBCKUI (hHAHCOBBIN MHCTUTYT. YHacTHIK
Escape Program. M36paHHble nepcoHanbHble BbicTasku: 2005 «[okpbITHe», thoHa «COBPEeMEHHBIN ropog»,
Mocksa; 2004 «3epkana», lanepesi M. lenbmana, Mockea; 2004 «4/4», TocynapcTeeHHbIR LIEHTP COBPEMEHHO
vckyceTsa, Mockea (c Escape Program); 2004 «Crieq B cnep», fanepes M. lenbmana, Kues, YkpavHa.
M36paHHble rpynnosble BbicTasku: 2005 Pycckuii nasunsoH Ha 51-11 BeHelwaHcKoii buenHane, Ntanus

(c Escape Program); 2003 1-5 [Mpakckas GueHHane, Hexocnosakus; 2002 Manudecta 1V, ®paHkdypT,
lepmaHusi; 2002 BrerHane B LietuHe, HepHoropus.

Lock Out. Installation, 2006. Property of the artist
Lock Out. Uncrannsyms, 2006. [pegocTasnieHo asTopoM
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Anton Litvin of the Escape group seems to be a marginal member of the Moscow
ticipant of action art, he hardly ever works with galleries. His marginality is rooted in his faithfulness to the radicdl
movement of the early 1990s. A strategy of maximum artistic independence from money and Litvin's critical atfi

tudes toward any predominant ideology became an obstacle to the status celebrity in an age of what Anatoly
Osmolovsky concisely described as a mass media call.

The plot of his videoworks include a slushy winter street, a stray dog,
romantic series Punctuation, the shots are so obscure that one only s
With his most recent passion for sandpaper, too, Litvin is faithful to h
of life. Sandpaper is a cheap, abundant and disposable m
than symbolic role, as a replacement for plaster, flooring tiles, rough concrete surfaces.

The imitation of various surfaces raises the problem of non-genuineness as such. The “Euro-refurbishment” of pres-
ent-day Russia, with its dubious finishes, appears as a rough reflection of western minimalism, the big style of the
1950s, now re-adjusted for the provincial bourgeoisie. Knowing that minimalism, too, was a repetition of the con-
structivism of the 1920s, modern finishes seem to have the following genealogy the unpainted concrete of con-

structivism — the polished stone and white walls of minimalism — the carpeting, “liquid wallpaper” and plastic pan-
els of present-day Russia’s office esthetics.

What was revolutionary is transformed into up-market, and the
democratic takes the form of imitation of expensive materials and forgets the known formula of simplicity which that

could theoretically be mass-produced today. The sad experience of last century's avant-garde suggests that dem-
ocratic esthetics is only in demand by the educated and rich.

artistic community. An active par-

a cheap toy, an old beggar. In his detective-
ees the same red spots in the darkness.

is choice of the everyday, unimpressive side
aterial. In Litvin's collages, it plays an imitational rather

up-market further degrades into cheap fakery. The

E. K.

Mirrors. Collage, sandpaper. 2004. Property of the artist

3epkana. Konnax, abpasusHas 6ymara. 2004. Mpegocrasnero aBsTopom

ANTON LITVIN
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Vladimir Logutov

Born in 1980 in Samara. Lives in Samara. Graduated from Samara Pedagogical University and Samara School
of Art. Selected solo exhibitions: 2006 Park, Reflex Gallery, Moscow: Twilight, Ikon Gallery, Birmingham, UK;
2005 Cash Art, Samara Museum of Art, Samara. Selected group exhibitions: 2003 ...No Sacrifices Are Required
open air project, Long Stories of Ekaterinburg Festival, Ekaterinburg; 2002 Volga River in Flood open air project,
Cross Country Walk Festival, Samara.

Bnagumup NoryTos

Poguncs 8 Camape B 1980 rogy. XKueet B Camape. OKoHumn Camapckuin negarorvyeckuin yHUBEpCUTET,
Camapckoe xynoxecTeeHHoe ysvnuLLe. M3bpanHsle nepcoHasibHble BbICTasKu: 2006 «[Mapk», ranepesi
«Pechnekc», Mockea; 2006 «9nm3op», «Cymepki», lanepesi Ikon, BupMuHrem, Benvkobpurarus:;

2005 «Cash Art», Camapckui XyAOXKECTBEHHbIN My3eit, Camapa, Poccus. V136paHHble rpynnoBbIe BbICTaBKM:
2008 «...He TpebyeT xepTs», YIM4HbIV NPOEKT B pamkax checTusans «NHHbIE UCTOPUN ExatepuHbypra»,
ExatepuHbypr; 2002 «Bonra B pasnunee», NPOEKT Nog, OTKPbLITLIM HEGOM B pamkax cbectusans «Mporynka
Mo nepeceqeHHon MecTHocTu», Camapa.

Twilight. Video, 2005. Property of the artist
Cymepku. Bugeo, 2005. lNpegocTasneHo asTopoM
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Vladimir Logutov received his art education in Samara, a town on the River Volga. His first works of art are link
to his attempts to explore his provincial background as his own identity. With a group of fellow students fro
Samara School of Art, he founded the Cultural Catastrophes Medical Center — where the cultural catastrophe we

the riverbank, designating the borderline between water and dry land.
Logutov then embarked on a period of active experimentation, He worked as a VJ in Samara clubs, showing inse
sitivity towards the psychedelic perspectives of non-linear montage in video images. The artist reacted to the
ity of club videos in the PLAY/School of Young Video Artists graphic series (2004), which relates such command
ments of video art as «when shooting something that you think is interesting, best look the other way».
Working in new techniques and genres, Vladimir Logutov did not abandon painting, confessing that half a life spen
at the easel, beginning with studies in art school, has made drawing an almost physiologically necessary acti
comparable to meditation. The visual sensuality resulting from these activities lies at the heart of a recent series of
video works - the Twilight trilogy (2005) and the Expectation installation (2006).

Despite his externally monotonous subjects, Logutov creates extremely subtle visual effects. With the help of d
tal montage, he divides the representation into tiny elements, from which he compiles new «synthetic» im;

(2006) v nHcTannsLm «Oxuparive» (2006). le atcpexbl. G nomo-
Miracles occur in the twilight: cars vanish, identical old women multiply and a boy walks past without a head.
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'
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OVHAKOBbIE CTAPYLUKW 1 XOANT MarbivK 6e3 rofiosbl.
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Oksana Mas

Born 1969 in lichevsk. Lives in Odessa, Ukraine. Graduated from the lichevsk School of Arts, Odessa School
of Art and Odessa University. Selected solo exhibitions: 2004 Painting, Aidan Gallery, Moscow; 2002 365 Project,
Morvokzal Central Exhibition Complex, Odessa. Selected group exhibitions: 2005 Group Show, Aidan Gallery,
Moscow; 2000, 1998 Marina-2000 Biennale, Morskaya Gallery, Odessa.

OkcaHa Macb

Poaunack B 1969 roay B ropoge Vnbuyescke. dXKuseT B Opecce. OkoHyuna LLkony nckyceTs Mnbmndescka,
Opecckoe rocynapcTBEHHOE XyoOKECTBEHHOE ysnnmige M. M. B. Tpekoga, yumnacs B Ogecckom
rocyfapcTeeHHoM yHusepcutete um. . V1. MedHnkoBa. 136paHHble nepcoHanbHbIe BbICTaBKM:

2004 «Kusormce», Ainan-ranepes, Mockea; 2002 MpeseHtauys npoekTa «365», LieHTpanbHbIn
BbICTABOHbLIM KOMMNeKe MopBokaana, Ofecca, YkpavHa. V36paHHble rpynnoBble BbiCTasKM:

2005 pynnosasi BbiCTaBKa Xy[OXKHNKOB AnpaH-ranepeun, Mocksa; 2000, 1998 BueHHane «MapuHa-2000»,
Mopckas ranepesi, Onecca, Ykpava.

i

People and the Sea. Oil and pencil on canvas, lacquer, 2006. Courtesy Aidan Gallery

Jliogn n Mope. XoncT, Macsio, KapaHaall, nakK, 2006. MpegocTasneHo AngaH-ranepeen



OKSANA MAS

‘OkcaHa Mack xotena 6biTb pexxiccepoM. CTas xyaoxkHMLERN, nonydnna unocodckoe obpasosanue. Ee «Bceqe-
CTBO» HaromuHaeT 06 onbite 1920-x rofAoB, Koraa XyAoXHUKA CMeNo BHeAPANMCh B ObIiT, CO3AaBas An3anH npo-
300EX[bl 1 HOBOW KHUMM. Mach pricoBana Konnaxu 1 rpadvki ans xypHana «365», cosgasana norotuns! A4
CTPOUTENBHBIX KOMMaHWi, padpabaTsiBana vHTepbepbl A48 0h1CoB, MevTana pacimcath rpy30Bov Kopabsib My-
(DONOrVHECKVIMI CIOXKETaMW, NMOCBSLLEHHBIMA APEBY XKV3HU.

Ceidac Macb cosfaeT NpevmMyLLIECTBEHHO MOHOXPOMHbIE NMpon3BeaeHVs. Ha 6enom 3arpyHToBaHHOM XOncTe
0Ha NULLIET MacNIoM ManeHbKMe YepHble rpacuyeckme urypbl, oTépacbiBatoLLme rybokve TeHun, nHoraa aobas-
99 KapaHOaLUHYtO LLITPUXOBKY. CHOXET YepHO-6erbix Npon3BeaeHNn — Nioan, rynaiolve Ha niowanu, Kararo-
WWecs Ha KOHbKax Un egyluve Ha Benocuneax, To eCTb 3aH1MatOLLWECs CamblM 0ObI4HbIM Aenom. ByaTo Bbi-
pesaHHble U3 HepHON Bymarn CUnyaTbl AaHbl B CUNbHOM pakypce cBepxy. KOMMosuuyst KaxkeTcs yBUAEHHOM
CKBO3b OOBEKTUB KUHO- Un choToannaparta. KonnektneHoe AencTere npespataet urypku B OpHamMeHT, OT-
cbinasi K 06pasHoCTU hrnbmMos Ceprest SndeHLuTerHa. Tak, KapTuHa «JTioam 1 Mope» C n306pakeHnem oaen,
CUAALLYX Ha NECTHULIE Ha Bepery Mops, HaNnOMUHAET O 3HAMEHWTOM Kafpe 13 KuHodunema «bpoHeHocel «[o-
TeMKVH». HO PEeBOMOLMOHHBIN NadioC IN3EHLLTENHOBCKOrO MOHTaXKA NEPEOCMbIC/IMBAETCA XyAOKH/LEN. Bme-
CTO ABVDKEHS — MOKOW, BMECTO MAEOMOMMHYECKOro nocnaHns — TMmHa. MoHTax, 3nemMeHTbl MyNsTUnInkaumm He
CBUAETENLCTBYIOT B0JIee O KOMNEKTUBHOM y4acTum B OBLLECTBEHHO NonesHoM aencteun. fepov Mack — mexa-
HUCTVHECKME YEmNOBEYKM, KOTOPbIE SBNAIOTCS He Boplamun 3a MHAYCTpUanM3aumio BCen CTpaHbl, a npasaHbIMm

obutatensmm MOCTYTOMMYECKOro NPOCTPaHCTBA.

ZLI:ZQ;MSSC gr?gewtahted iodb(;coge a stage director. She became an artist and got a degree in philosophy.
g ptinvented by Mikhail Larionov, recalls of the ex eriel f i .
. e \ the 1920s when
entered everyday life designing work clothin ety A
: ; g and new books. Every day, Mas created coll
magazine, logos for construction companies, interior desi ’ paning & core R
' : ; esigns for offices. She dreamt of painti i i
mythical subjects based on the tree of life. M { iyt
- Most of Mas’s works are black and white. O i
she paints small black figures castin i et mr e A
) g long shadows, occasionally adding pencil h tch i
with a layer of varnish. The plot of the black i i g o s et ol
‘ : -and-white works is people walking on a s i i
e ' : plo ' : quare, skating, or cycl
I. €., engaged in ordinary activities. The silhouettes, appearing to be cut out of black paper, are presentgd as v)i/evlvg

I;ggisc :;f;i;esr;t;y at ;rj: re\cxﬁlutionary nature of Eisenstein’s editing: peace instead of action, silence instead of an ide-
ge. The editing or elements of animation no longer testify to collecti it
' lective participation i i -
ful event. Mas's characters are mechanistic i . i - vetutonian el
. stic little humans who are idle inhabi i i
rather than fighters for the industrialization of the country. e post-lopin commigy
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Andrei Molodkin

Born in 1966 in Boui. Lives in Paris. Graduated from the Stroganov Institute in Moscow. Selected solo exhibi-
tions: 2006 Cold War Il, Orel Art Gallery, Paris; 2003 Love Copyright, Orel Art Gallery, Paris; 2004 Notre
Patrimoine, European Parliament. Brussels. Selected group exhibitions: 2002 New Start of Contemporary

Art from Moscow, Diisseldorf Kunsthalle. Germany; 2002 Photobiennale, Moscow House of Photography,
Moscow; 2001 Novonovosibirsk, New Academy of Fine Arts, St Petersburg, Schusyev Museum of Architecture
Moscow, State Russian Museum, St Pete sburg

AHppeii MonogkuH

Popuncsa B 1966 rogy 8 ropoge byw. >Kuget B Mapuxe. OkoHumn CrporaHosckui NHCTUTYT B MockBe
V36paHHble NepcoHanbHbIe BbICTABKN: 2006 «XonoaHast BoiHa ll», Orel Art Gallery, Mapwk, DpaHt ms;

2004 «Notre Patrimoine», Esponevickuii napnameHT, Bptoccens, Benbrus. V36paHHble rpynnosble BbicTaBKY:
2002 «Hosoe Havano CoBpemeHHoe NCKYCCTBO 13 MockBbl», KyHcTxanne Hroccensnopd, Mepmarivis:

2002 doTobreHHane, MockoBckuit Hom choTorpachum, Mocksa: 2001 ‘HosBoOHOBOCKGUPCK>, HoBas akagemus
VISALLHbIX CKycCTB, CaHkT-MeTepbypr, [ocynapcTBeHHbIN My3ert apxutexkTypel um. A. B. LLlycesa, Mocksa,
locynapcTeeHHbIn Pycckuin mysei, CaHkT-MNeTepbypr,

Malevitch Black Square. Acrylic filled with crude oil, 2006. Courtesy Kashya Hildebrand Gallery

YepHbiii kBagpaT Manesuya. Akpun, HedTb-coeipey, 2006. lMpegocTasneHo lanepeen Kawe Xunbpebpang



Critici . : )
eCIt :chlsem of tth<(aj symbghc order is the main theme of Andrei Molodkin's work. In 2000 for the Novonovosibirsk proj
ba”, " CreTahe g series of large pictures drawn with a blue ball-pen on a canvas. Each picture used a thousparsz
= n 4 1 | 1 i l
. é)up i : reii é)écetures vsh?wmg :he head of Apollo with missiles in a quiver, a nuclear submarine surfacing among
f, a giant ear of rye, are topically connected with the ian i
. , -utopian idea of i ia’ i
City to the geographic centre of the count i i P frvichim
, ry, a hypothetical city near Novosibirsk. In 20 i
new project, Love ©, another series of ball- i i ot e o
r ‘ pen pictures reproducing large stick h i
g s . g ers where the heart in the formulas
Bl ; I:‘, sex” is replaced with a skull and bones. As he destroys the usual consumer idiom th rtist
' gooes e correlation of a subject and the object of a wish imposed on him "
n 4' ‘ . O : ” )
. instl\gzlccj)dl;m ts)ta”rted making hl|s negatlve sculptures. Instead of a canvas, he used a transparent acrylic
ADO”(; e sotataueaO fpr)\JeE crfuge oil. In his work oil takes the form of recognizable monuments like the heacriy of
Ike of Samothrace. Oil produced in the cradle of civilizati
i ‘ ilization tak
Icugtérgléhentage (one sculpture is calld is Kirkook 36% APl in the Form of a Blessing Hanc‘js)S e plce ol 2 S
n i i i :
. a,ﬂh(;loé;dk;négoked at thg modernist heritage and created three-dimensional objects: Black Square, Black
- ,Size tic vrr.cle, refer directly to the famous series of Malevich pictures. The “sculptures” are exa(':tl the
as the originals and have the same ratio of black (crude oil) to white (transparent acrylic mould). The ri,ero-

proj Ct revital zed t ack go tec 0l0g becol es the artist’s geStU e the resistal Ce
SM O e modernist oje s “blac d” te
to the tOdayS eoliberal economic orde '

O.T

Horizon. Photo, acrylic tube filled with crude oil, 2006. Courtesy Kashya Hildebrand Gallery

o
PU3OHT. DoTOrpachus, akpunosas TpybKa, HegTb-chipel), 2006. lNpegocrasnero Iz anepeen Kawe Xunsge6,
pang

ANDREI MOLODKIN

KpuTiika CYIMBONMHECKOrO NOpsiaKa — rMaeHas Tema Aapest MonoakuHa. B 2000 roay ans npoekTa «HoBOHOBO-
CUBMPCK» OH CO3LAET CEPVII0 MACLLITABHbIX KAPTVH, HAPUCOBAHHBIX CUHEN LLIAPKOBON Py4KOI Ha XONCTe. Ha co3-
JaHE KXKOOW KAPTVHBI YXOMMT ThiCAHa PyHeK. KapTviHbl C M300paXeHyem rofioBbl ANosioHa ¢ pakerami 8 Kof-
yaHe, aTOMHOW MOABOAHOM NOAKMN, BCTILIBAIOLLEV B OKPYXXEHUN CEBEPHDBIX ONIEHEN, MraHTCKOrO pXXaHOro Komo-
£a TeMATVYECKM CBSI3aHbl C HEOYTOMMHECKO eeit NepEHECEHst CTOMMLBI POCCui B reorpaduHECKIin LIeHTP
CTPaHbI, MMMOTETVHECKMIA TOPOL, HAXOAALLMIACS Heaanexko ot HoBocnonpeka. B 2003 rogy MonoakuH npeacras-
JIRET HOBbIN NPOEKT «Love ©». [pyras cepust KapTyH, Takxke COZAaHHbIX LLAPUKOBOV PYHKOW, BOCMPOVBBOANT Or-
POMHbIE CTVKEPbI, Ha KOTOPbIX BMECTO cepauia B opmyne «l ... art», «l ... NY», « ... sex» n30bparkeHbl Hepen
KoCTW. PaspyLuasi NpyBbIHHYIO MAKOMY, 3ChEKTUBHO SKCMNYaTUPYEMYIO NOTPEGHUTENECKUM 0OLLECTBOM, XyLOXK-
H/K paccMaTprBaET COOTHOLLIEHVE CyObeKTa U OObEeKTa HaBSA3bIBAEMOrO eMy XKenaHus.

B 2004 rony MonofkunH NepexoauT K U3roTOBNEHWIO CBOUX «HEraTuBHbIX» CKy/bATyp. BmecTto xoncta oH 1crorb-
3yeT NPO3PaYHYIO AKPUIOBYIO MacCy, BMECTO LLIAPUKOBOW PyHKu — HedTs. HedTe npuHumaet hopmy TOro nnm
JIHOrO y3HaBaEMOro MOHyMeHTa, By/b TO ronosa AnonnoHa wm crarys Hiku Camochpakuiickon. Hedts, fobbi-
Tasl B KOMbIBENN LMBAN3ALIWN, 3aHAMAET MECTO CBSILLEHHOIO KyNbTYPHOMO Hacneamst (CKyrbnTypbl HasblBatoTes,
Hanpumep, «Kirkook 36% APl B hopme 61arocnoBnsiowen pykit»).

B 2006 romy MonogkuH obpalliaeTcst K MOAEPHUCTCKOMY Hacneauio 1 CO3AaeT TPEXMEPHbIe 06beKTbl «Hep-
Hbilh KBAOPAT», «HepHbI KPECT» 1 «HepHbI Kpyr», HaNpsiMyto OTCbINAIoLLIE K 3HaMEHMUTON cepun KapTuH Mane-
Bida. «CKyNbMTYPbl» TOYHO BOCMPOMSBOAAT PagMep OPUIMHANOB, COOTHOLIEHUE YEPHOTO (HEOUMLLIEHHON Hed-
TM-cbipLia) U 6enoro (Npo3paYHon akpunosoi hopmbl). [eporaM MOAEPHWUCTCKOTO MpPoeKTa, BO3POXAEHHbIN
B TEXHOMOMUN «HEPHOrO 30710Ta», CTAHOBUTCS XXECTOM COMPOTUBIEHNS XYA0XKHVKA COBPEMEHHOMY SKOHOMUHE-

CKOMY HeonmbepanbHOMY MOPAAKY.

O0.T
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Natalia Nosova

Born in 1974 in Magnitogorsk. Lives in Moscow. Graduated from Moscow State University. Selected solo
exhibitions: 2006 Travels, Photobiennale 2006, Central House of Artists, Moscow; 2006 Cubo-China
E.K.ArtBureau, Sovcom Gallery, Moscow.

Hartanba Hocosa

Poaunace B 1974 ropy B MarnuToropcke. XXuset 8 Mockse. OkoHuma MocKOBCKUI rocynapcTBeHHbIiR
yHnBepcutet um. M. B. JlomoHocosa. V136parHbie MepcoHanbHbie BbicTaBku: 2006 «[lyTellecTsus», B pamkax
®otobueHHane-2006, LIOX, Mocksa: 2006 Kybo-Kuran, E.K.Apthiopo (8 nometLeHnn ranepen «CoBkoM»),
Mockea.

Road. Lisbon. Photo, 2006. Courtesy E.K.ArtBureau
fopora. JinccaboH. ®otorpacus, 2006. MpegocTasneHo E. K.Aptbropo
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Hatanbst Hocosa cuutaet gotorpauio MaeansHbiIM CPeacTBoM (rkcaumm MOMEHTa, B KOTOPOM COHETaroTCs
Yy/CcTOTa, NPOCTOTA, paBHOBECUE. Ee He 3aHMMaeT TeKCTypa NOBEPXHOCTU 1 3KCMPECCHIOHNCTUHECKNE BOSMOXHO-
o chotorpadhii. Hocosa CHUMAET yXoAaLve BAAb 32 MHUIO rOPU30HTa PSfbl MNFKHBIX 30HTVIKOB, BbIXBa4eH-
Hble PE3KIM PaKyPCOM NPUNapKoBaHHbIe aBTOMOOUI WK KOPMyca NOAOK, 3aCTbiBLUMX Ha NpuHane, 3anoHeH-
Hble Vv NyCTble ynuupl. Ee paboTbl napafokcanbHbiM 06pasom NepeKMKaioTcs C Temy NoMCKamu, KOTopbIMA Bbl-
fla OTMeveHa coBeTckast chotorpachus 1920-x rogos. Tak, cepus dhotorpachuin Hocosoi «[Jopora» ¢ JOMVHUPYHO-
e YepHO-6enoit aMaroHanbo acthansta KakeTcs CO3ByHHON CioBam HoBaTopa coseTckom choTorpacum Poa-
YeHKO: «CamMbIMU MHTEPECHBIMM TOYKaMN COBPEMEHHOCTU ABIAIOTCS TOHUKW «CBEPXY BHUG» 1 «CHU3Y BBEPX> U VX
AvaroHanv». PoHeHKO NpuablBas CHATb NefieHy C rMas, oTkasartbes oT NpVBLIYHON, AoCTaBLUecs hoTorpadum
B HACNEACTBO OT >VBOMCH MEPCNEKTUBYI, HTOObI YBIAET HOBbLINA MVD MO-HOBOMY. B otorpachusix Hocosow no-
IICK paKypca W BHYTPEHHEN SIOTUKI OKPYXKaIOLLIErO MVpa, ero (hopmanbHON CTPYKTYPbI, FOBOPAT HE CTOMBKO
0 MOAEPHUCTCKOM 3HTY3Ma3Me, CKOMbKO 06 UHAVBIAYabHOM MOMCKE, MpeobpasytoLlem BceoblLee B HacTHOe,
KONNEKTVBHOE B MHAVBWOyanbHoe. [NoBTopstomecs (hopMbl U NPOCTPAHCTBO, KOTOPOE CPOAHM naeanbHoOM ap-
XUTEKTYPHOM MOAENN rOpOfa, He M3GABMSIOT HerioBeKa OT OMHOYECTBa B YPOaHNCTUHECKOM MVIPE.

Natalya Nosova believes photography to be an ideal means of catching the moment, combining clarity, simplicity,
and balance. She is not after the texture of the surface or the expressionist capabilities of photograpr;y‘ Nosova;
takes pictures of rows of beach umbrella vanishing in the distance, parked cars shot from a sharp angle, boats stat-
uesgue|y pursuit motionless at berth, crowded or empty streets. Paradoxically her works are reflect the pursuit of
Soviet photography of the 1920s. The Road series, with dominant black and white diagonal line of asphalt, recalls
Rodchenko, the innovator of Soviet photography: “the most interesting points of modern age are ‘top to !’Dottom'
and jbottom to top’ and their diagonal aspects”. Rodchenko urged people to remove the blinkers from their eyes
to reject the accepted perspective, which photography inherited from painting, in order to see the new world in a
new way. In Nosova's photos, the search for an angle and an internal logic to the world around and its formal struc-
tgre, reflect not so much modernist enthusiasm but an individual search which transforms the universal into the par-
ticular, the collective into the individual. The repeating forms and spaces, which are akin to an ideal architectural
model of the city, don't shield a person from loneliness in our urban world.

O.T
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Umbrellas. Deauville. Photo, 2004. Courtesy E.K.ArtBureau
BoHrukn. fosuns. ®ororpacpus, 2004. MpegocrasneHo E.K.ApTbiopo
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Anatoly Osmolovsky

Born in 1969 in Moscow. Lives in Moscow. Studied at the Kiinstlerhaus Bethanien, Berlin (stipendiary of the
Berlin Senate). Selected curatorial projects: 2004 Art with No Excuse, Shusyev Museum of Architecture,
Moscow; 2002 100% Vision, Regina Gallery, Moscow. Selected solo exhibitions: 2006 Hardware, Stella Art
Gallery, Moscow; 2005 How Political Stances Turn into Form, Stella Art Gallery, Moscow; 1994 My Way, Guelman
Gallery, Moscow. Selected group exhibitions: 2003 Utopia Station, 50th Venice Biennale; 2002 25th Biennale de
Sao Paulo, Brazil; 1993 Aperto ‘93, 45th Venice Biennale. Selected performances: 1999 Against Everyone,
Lenin Mausoleum, Moscow: 1993 Mayakovsky/Osmolovsky, Triumphal Square, Moscow.

Axaronuit OcMonoBCKuii

Poavncs B 1969 roay B Mockse. YKuseT B Mockee. Ctuneravar BepanHckoro cenaTta B Kunstlerhaus
Bethanien. Kypatopckue npoekTsi: 2004 «VckyccTBO Ge3 onpasaaHuii», [ocynapcTBeHHbIN My3elt apXUTEKTYPbI
nM. A. B. LLIycesa, Mocksa; 2002 «100% 3peHvie», ranepest «PumkimHa», Mocksa. V36paHHbie NepcoHasbHble
BbiCTaBku: 2006 «/13penus», Stella Art Gallery, Mocksa; 2005 «Kak nonutudeckiie no3nLnK NpeBpaLLaoTcs

B (hopmy», Stella Art Gallery, Mockea: 1994 «Moii nyTe», fanepes M. lenbmana, Mocksa. 3bpaHHble rpyrnnosble
BbiCTaskn: 2003 «CtaHums «YTonus», 50-9 BereuwaHckas 6vieHHane, Vitans: 2002 25-g BueHHane

8 Can-Mayny, bpasunms; 1993 «APERTO’'93». 45-5 BeHelvarckasn 6uenHane, Utanus. V136paHHble
nepdopmaHcsl: 1999 «[MpoTue Bcex», TprbyHa Masaones B. U. fleHnHa, KpacHas nnowans, Mocksa:

1998 «MaskoBckuin — OCMONOBCKUIY, TpuymdansHas nnotuans, Mocksa.

Black eagle. Object from the series Hardware. Bronze, 2006. Courtesy Stella Art Gallery
YepHbiii opesn. O6beKT u3 cepun «M3genns». BpoHaa, 2006. MpegocrasneHo Stella Art Gallery



‘ er in 1990, when the twenty-year-old writer became active critic of
etsyears Qf the so-called “Moscow radicalism”. In the first half of the
g g o i poﬁiz(':ysuglk grotups and actively preached anarchism. In the late 1990s
b ame to an end. iti Vi ’
X\rete sbra(tjegy of “non-spectacular” art. In 1 999, he replaced Avdei Tr;(rj Oosm'o'OvSky ot ot o iy
- Under his guidance, the youn ists i i _
. ! g artists involved in this j
Osmolovsky published a journal of the same name. e
O;m?lovsky’s new stylistics of 2004 were another at
wing" practices. Unlike the ‘non-spectacular’ art of past years
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; olovsky only depicts th
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ntio . onstructivist architectural motifs. The dissonance between t' ” i o ol
nology provides the drama of Osmolovsky's Hardware SETS s g "

E. K.

ANATOLY OSMOLOVSKY

Hayano Xxy[iosecTBeHHoI AesTensHocTM OCMONOBCKOro oTHocuTes K 1990 roay, Korda ABafuaTuieTHUiA nurepa-

T0p Ha OBCYKAEHNN BLICTABOK HA4as aKTUBHO KPUTVIKOBATb COBPEMEHHOE POCCUINCKOE UCKYCCTBO. 3artem nocne-

JI0BaN rofibl Tak Ha3blBAEMOro MOCKOBCKOO paavikamama: B nepsoit nonosvHe 1990-x OCMONOBCKUIA OpraHu-

308an rpynnbl «3.T.V» n «Heugatoank» 1 akTveHO Nponoseaosan aHapxam. B koHue 1990-x pagunkanuamy, Kax

TEHOEHLIN CIVISIHVS VICKYCCTBA U MOSIMTUHECKO AESTENBHOCTW, MpULLien KoHew: BpeHep okasancs B rofnaHackon

TiopbMe, a Kynvk CTan nokassiBathb nepdopMaHCh! HenoBeka-cobaki B HOYHbIX Kiybax. OCMOMOBCKWI OT 0CTPO

MOMATVHECKNX aKLWIA MEpexoauT K CTpaTervv «HOHCMEeKTakynspHoro» uckycctsa. B 1999 rogy oH cmexvn

8 «OMKHOCTU> ABpiest Tep-OraHbsaHa, ocHosaTens «LLIKOmbl COBPEMEHHOrO NCKYCCTBa». Y{acTByioLLne B 3TOM

MpoeKTE Mosoable PeBsiTa C ero NoAaYM CTaM Ha3bIBaTLCS rpyNnoit «Papex», NOA Tem e HassaHuem OcMonos-

CKUV M3[AET CBOW >XypHAJT.

Hosasi cMeHa ero cTunmMcTUKL B 2004 rofy SBNSIETCS 04ePEeHON MOMbITKOM CIOPMUPOBaTL XyAOKECTBEHHbIN

HOHKOHCDOPMI3M, KOHTPACTHBIN K YCTOSBLUECS MPaKTVIKe, MyCTb U AeKNapaTvBHO «1eBoi». COBCTBEHHOMN «HOH-

CNEKTaKYNAPHOCTI» MPOLLbIX N1eT OCMOMOBCKMUIA CErofHs MPOTUBONOCTABASET CIOKHOCOYMHEHHBIE CKYBMTYP-
Hbie (hOPMbI. V13 rpynnoBOro aepa OH CTan KypaTopoM OTAEMbHbIX BbICTABOK, MPeanoYuTas B Lienom padorars
B OHOYECTBE.

fkoBbl aBCTPaKTHbI XapakTep ero PaboT CKPbIBAET BHUMATENbHYIO aHaMTUKY (DOPMbl, KOTOpas CTPOWTCA
Ha [1BYX OCHOBHbIX MPYeMax: Ha HEOMMAAHHOM COHETaHIM TEXHNHECKOW SCTETVKM 1 BUOMOPMI3MA 1 Ha Cepiii-
HOCTW, KOTZla Kabkaast paboTa COCTOUT M3 HECKOMBKUX MOXOXMX HacTer. 3ech MPONCXOMNT PEBI3US GHAPHBIX
ONNO3VLMIA CTPYKTYpanmMama: rpaHviua Mexxay npupoaon v Kynstypow no Jlesu-CTpoccy TepseT CBOKO akTyarlb-
HOCTb. KOHMDAMKT BHOCUTCS OCMONOBCKWM BHYTPb CaMOM KyNETYPbl, Kak BOVHa KOHLENTYanbHOro 1 6eccosHa-
TEbHOrO — UCKYCCTBa W Knda.

Cepust «M3pennsi» cocTouT 13 11 BPOH30BbIX CKYNLMTYP. B 11X OCHOBE NEXaT (hopMbl COBPEMEHHbIX TaHKOB BCEX
CTPaH, B KOTOPbIX OHW B MPOU3BOAATCA OT Bpasuniv Ao AnoH.

XYAOMKHWK MPEACTABMAET HE LEMMKOM MOAENb TaHKa, a TOMbKO BEPXHIOKD YaCTb — GaLLHiO, NpegHasHa4eHHyto Ana
BOMLIOB, NMPUYEM NWLLIAS 66 OCHOBHOMO Opyaust — cTONa. Bes ryceHuu, 1 nywku GallHs TaHka npeacTaeT B Biae
6e3061AHOTO AOMUKA, NABUNLOHA, B FEOMETPUHECKOM CUITyaTE KOTOPOrO 3BYHUT napagpas KOHCTPYKTUBMCTCKUX
apPXUTEKTYPHBIX MOTUBOB. B 3TOM COYETaHNM aBaHrapaHoro An3aiiHa 1 TeXHUKU Anist yOUACTBa 1 COCTOUT Apama-

am «3penniny OCMONOBCKOrO.

K.

Hardware., Installation, 2006. Courtesy Stella Art Gallery
n.
3aenus. Ukcrannayus, 2006, Mpegocrasneno Stella Art Gallery
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Kerim Ragimov
Born in 1970 in St Petersburg. Lives
St Petersburg. Selected solo exhibitions: 2006 Human Project, Museum of Forensic Medicine, St Petersburg;

Marina Gisich Gallery, St Petersburg;
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in St Petersburg. Graduated from the Nicholas Roerich School of Art in

2005, 2003 RoadOff v.2, Marina Gisich Gallery, St Petersburg; Museum 52

London; 2000 Sweet Dreams Are Made of This, Marina Gisich Gallery, St Petersburg. Selected group exhibitions:
2006 Sense of History, Museum of the History of St Petersburg; 2005 Katharina Prospekt, Europalia,
ModeMuseum, Antwerp; 2004 V Shanghai Biennale, Shanghai Museum, China.

Kepum Parumos

Poawvncsa B 1970 rogy B JlenvHrpane. XKueet B CaHkT-lNeTepbypre. OkoHumn XYOOXKECTBEHHOE YHUNULLE UMEHN
Pepuxa B CaHkT-MeTepbypre. M36parHble nepcoHanbHble BbicTaski: 2006 «Henoseveckuin npoexT. CTPAX-

Bepcus», Mysen cynebHol MeauumH

bl, lanepes MapuHbi Micuy, CarkT-MeTepbypr; 2003, 2005 «RoadOff V.2»,

lanepes MapuHbl Micuy, CaHkT-MeTepbypr; Museum 52 Gallery, NoHpaoH, Benukotpuranms: 2000 «Sweet

Dreams are Made of This», Iz anepesn

MapuHbl M1cuy, CarkT-MeTep6ypr. VabpaHHbie rPYynMoBble BbICTABKU:

2006 «HyBCTBO UCTOPU», It OCYAapPCTBEHHbIV My3eli UCTOpUn CaHkT-MeTepbypra; 2005 «[MpocnekT EkatepuHbl»,

B pamkax hectvBans «Esponanusi»,
Lakxaiickuin Myseir uckyccrea, Kur.

Myseit Mogpl, AHTBEpREeH, Benbrug; 2004 V Lanxaiickas buneHHane,
an.

RoadOff v.2. Drawing #11. Coloured pencil on coloured paper, 2006. Courtesy Marina Gisich Ga/lein .
RoadOff v.2. PucyHok Ne11. LisetHas 6ymara, UseTHoi kapargaiu, 2006. I'Ipegocraaneuf: lanepeen MapuHs|
RoadOff v.2. Drawing #12. Coloured pencil on coloured paper, 2006. Property of the artist

RoadOff v.2. PucyHok Ne12. LipeTHas Gymara, UBETHON Kaparaalu, 2006. lpegocTasneHo asTopom
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Human Proj i
roject. Portrait #26. Oil on canvas, 2005. Private collection, Saint-Petersburg

Yenoseyeckuii npoexT. MopTtper Ne26. Xoncr: macno, 2005. YactHas konnexi msi, CaHKT-IMeTep6ypr
pet N Xoncr, C/10, C i POyp
A V)

KERIM RAGIMOV

Kepuma Parumosa nHTepecyeT (heHOMeH MacCoBOrO (BOC)NPOU3BOACTBA W M3MEHEHWE TRaaUUMOHHBIX NpeacTas-
fiedni 0 konum n opuruHane. C cepeantbl 1990-x rogos Parvimos paboTaet ¢ (hoTo- 1 KuHoobpaszamn, obHapy-
KEHHBIMW M B CPEACTBAaX MacCOBON MH(OpMaLmn. XyAOKHVK OyKBaIbHO NEPEenichIBAET U NepeprCoBbIBaET
06pasbl, OBHaPYXXeHHbIE M B raseTax, XypHanax, KvHoduibMax. Tak, B Cepyi MaclUTabHbIX KapTuH Henoseue-
CKUM MPOEKT» (Ha4aTon XyOOKHUKOM B 1994 rofy) OH OPVEHTVPYETCA Ha PaCTUPRaKNPOBaHHbBIV obpas, coxpaHas
KOMNO3VLWIIO 1 LIBETOBOE peLLeHne «opuriHana». B aHOHMMHbIX rpynnoBbIX NOPTPETax, (BOC)CO3AAHHBIX MO «Me-
YaTHbIM» OPUrMHANaM, XYLOXKHUK BOCNPOV3BOAUT Ty U NHYIO KONNEKTVBHYIO CLIEHY, 0BHapY>KEHHYIO UM B NPec-

ce. B kapTvHax npeacTasneHa onpeaeneHHas aMoLMoHabHas CLEHa, CBSA3bIBAOLLAS YHACTHUKOB, BbIABMAS UH-
[VBMAYyanbHOE 1N KONNEKTUBHOE

B cepuv RoadOff xynoskHK coeauHnn Hanbonee y3HasaemMble MPOoV3BeAeHNs PYCCKON Xusonen XIX Beka — Kap-
WHbl Caspacosa, LUnkuHa, JlesutaHa — 1 06pasbl CTaBLLMX HEOObIMaHO MomynspHbIMU B Poccun ¢ Hadana ne-
PECTPOVIKYI 3ana/jHbIX aBTOMOBUNEN-BHEAOPOXKHVIKOB. HagBaHne cepui — HEONOram, MPUAyMaHHbIN XYAOXKHKOM,
nepeBepHyBLLMM onpepaenerme off road. B aTvx kapTiHax Parumos coenHn ga CTEPEOTVINa — PYCCKME Nensaxit
Kak CYMBOS HALWOHALHOM UASHTUUKALMA 1 MOAEIN 3anafHblX BHEAOPOXHNKOB, A/151 KOTOPbIX CTOSIKHOBEHME
¢ BOOGpaXKaeMbIMW POCCUCKVMI NaHaLladTammn CTanio no Bose XyAoXHYVKa thatasisHbiM. ParviMos nepesopaqi-
BAET B3I, HA AaBTOMOBWNL, OnvcaHHbI B 1920-x Vnbei OpeHByproM B pomaHe 0 6ecriowanHOM NoA4MHEHN He-
JIOBEYECKON NHAVBIAYANBHOCTV MAcCOBOW MeHTe 06 aBToMobune. MeyTa 1 0CHOBa MacCcoBOro MPOV3BOACTBA —
aBTOMOGWSTb — 0BPETaET MHAVBMAYaNbHOCTL Onarofaps ONecTALLEen PUCOBABHON TEXHNKE XyAOXKHVIKa, KOTOPOro
B LLYTKY HA3bIBAIOT «PUCOBASILHON MaLLMHOM». B TO Xke BpemMs UHAVBIAYanbHOEe MacTepCTBO XyAOKHNKE HAMEPEH-
Ho OBpeTaeT MexaHndeckue ceocTBa. MoxXHO ckasarb, YTo KepyM Parmos NepeHoCHT XapakTep maccMeava,
CTABLUMX CErofHs KBUYHTACCEHLIVIE MacCOBOMO MPOW3BOACTBA, Ha TPaAULIMOHHbIE XYAOXKECTBEHHbIE CPeACTea —

XVBONMCb W rpadhuky.

0. T



David Ter-Oganian

Born in 1981 in Rostov-on-Don. Lives in Moscow. Studied at the Avdei Ter-Oganian School of Contemporary
Art. Selected solo exhibitions: 2006 Set of Colors and Green Room, Contemporary City Foundation, Moscow;
2004 Dormants, XL Gallery, Moscow; 2003 Shadows, XL Gallery, Moscow. Selected group exhibitions:

2005 | Moscow Biennale of Contemporary Art, Lenin Museum. Moscow; 2004 Art with No Excuse, Shusyev
Museum of Architecture, Moscow: 2003 | Prague Biennale, Czech Republic; 2002 Manifesta 4, Frankfurt,
Germany. Selected curatorial projects: 2006 8=8, L Gallery, Moscow: 2006 Vitrinka International Project,
Moscow; 2005 pARTY Center of Contemporary Art on Neglinnaya, Moscow.

Hasup Tep-OraHbsiH

Pogunca 8 1981 roay 8 Poctose-Ha-[loHy. XueeT 8 Mockse. Yanncs B LUkone coBpemeHHoro MCKyccTBa
Aspes Tep-OraHbsiHa, V136paHHble NepcoHanbHbIe BbICTABKMA: 2006 «Habop useToB 1 3eneHas KOMHaTa», (hoHpa
«COoBpPEeMEHHbIN ropog», Mockea; 2004 «Dormants». XL-ranepesi, Mockea: 2003 «TeHn», XL-ranepes, Mocksa.
M36paHHble rpynnoBsble BbicTagKu: 2005 1-5 Mockosckasi GreHHarne, Myaein JlennHa, Mocksa:

2004 «VIckycctBo 6es onpasaaHnin», focynapCTBEHHbIN My3ei apxXUTeKTypbl M. A. B. LLlycesa, Mocksa:

2002 Mparxkckas 6reHHane, Mpara, Yexocnosakusi: 2002 MaHuchecra 4», PpaHkdypT, fepmanms,
Kypatopckue npoekTsi: 2006 «8=8» L-ranepes, Mocksa; 2006 MexayHapoaHbin npoexT «ButpunHka»

B Mockse; 2005 «pARTY», LleHTp coBpemeHHoro nckyccTBa Ha HernvHHoM, Mockea.

Marking. Acrylic on asphalt, 2006. Property of the artist
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Ez:;gdt Ter-Oganyan atterjded the Contemporary Art School set up by his father, Avdei Ter-Oganyan, which gave
Dl Vdo a whole geqeratlon of Moscow artists who later created the well-known group Radek. In the late 1990s,
aw andv other leftist youngsters, “radeks”, attended Anatoly Osmolovsky's seminars and took part in his caml
palgﬁ Against Alll and two other events, Mausoleum and Barricade.
r!\3/{&(1)mcade tg;)kl placg in 1998, 30 yearslafter the “student revolution” of 1968. Artists distributed leaflets in central
eCCsecﬂct)vivC witl mtentlor%i”y funny alterations to the mottos of 30 years before, and blocked the traffic with their
ric canvasses. The government res| ious: i
iy g ponse was more serious: the pictures were destroyed and the artists
Tlhe‘next episode where playful, burlesque art met with government ended even more sadly: Avdei Ter-Oganyan
anrna'the rgle of an athelst.. was made to leave Russia. This event influenced the 18-year-old David immensely. ’
Ierr:)m" 1? earhe”st wortfs, Dawds '\y/vas‘ drawn to the theme of social unrest, balancing between the concepts of “vi.o-
ce”, reyolt , and re&stgnce . His favorite color is black. People with banners, upturned cars, black squares
useq as dies for metal-cutting all transformed into black silhouettes. '
gflsp L?;p)aci;‘[:; ttto note tlhat David Ter-Oganyan'’s black is devoid of any symbolis load. Rather, it stands for some sort
er: coal, cast iron, or bitumen. It helps Ter-Oganyan to * " his pi i i
: : ' ground” his pictures, imparting a materiali
::1d graV|t|y to them which no nj(?taphor’s wings can bear. Each of his works is a thing endowed with oorporez
eaning. In an abstract composition one sees road markings, in a portrait a photofit of a suspect, in the movement

g gu sexual act S D P g ot to
of geometric eS a sexu . Unlike at er, avid do
" . es not ay atw double eal . He knows

E. K.

This is not a bomb. Object, 2005 Courtesy XL Gallery
310 He 6omba. O6bexT, 2005. MpegocTaneHo XL-ranepeeii

DAVID TER-OGANIAN

[asua Tep-OraHbsH yumncs 8 LLIkone coBpeMeHHOro UCKYCCTBa, KoTopyto coapan ero otel} Asaen Tep-OraHbsH,
NOPOAVIBLLEN LIENIOE MOKOSEHIE MOCKOBCKIX XYAOKHVIKOB, BNOCNEACTBIM 06pa30BaBLLVX UBBECTHYIO rpynny «Pa-
fex». B koHUe 1990-x BMECTe C ApyrviM1 «pafexami», Kak 3sanm 3Ty nesaLiKyto Monofiexb, [lasva noceluan ce-
MuHapb! AHatonvst OCMONOBCKOTO, y4acTBOBas B €ro KamnaHin «MpoTue BCex» 1 akLym «Bappukana».

Axuvst «Bappukana» Bbina nposeaeHa 8 1998 rofy B rOAOBLLMHY «CTyAeHYeckon pesonoLvm» 1968 roaa: Toraa xy-
[OKHVK PasBpocan B LIEHTPE MOCKBbI IMCTOBKY G HAMEPEHHO CMELLHbIM VNCKaDKEHVIEM JIO3YHIOB TpuaLaTUIET-
Hen paBHocTV TVna «Vous nous fait shien» 1 Nepexpbinv ABKEHNS CBOVIMIA SKCLEHTPVYHbIMM nonoTHamu. OTseT-
Hble fieCTBMA BracTel Oblvi COBCEM HE LLYTOHHbIMI: XONCTbI BbIN1 NMOPBaHbI, XYAOKHVKI-YHaCTHVIKI apecToBaHbl.
Cnepytolias napTus, B KOTOPOW UrparoLLiee, MapOaVIAHOE UCKYCCTBO BCTPETWIOCH C BNaCTbiO, 3aKOH1NNACH SUIe
Gonee nevansHo — Asaeit Tep-OraHbsiH, n306pakasLLIMA Ha Celt pad 6e360XKHIKA, BbIHY>KAEH Obln SMUrpUPOoBaThL
13 Poccun. MocneaHee cobbime okasasno Ha BoCeMHaALaTUNeTHero [asnaa orpoMHoe BIsHeE.

MpaKTV4ecKm G cambix NepBbix padoT [aBraa 3aHmaeT Tema CoLNaibHbIX BOMHEHWI, BanaHCHPYIOLLIMX MEXIY
HOHSITVSIMA <HAaCUNNE», «BOCCTaHVE», «CONPOTUBMEHNe». Ero motumbii LIBET — YepHbIN. YepHbIMM CUyaTamn y He-
[0 CTAHOBATCS MOMM C TPAHCNAapPaHTamyt, AbIMALLMECH ONPOKVHYTHIE MALLNHBI, HEPHBIE KBagparTbl, MCNONL30BaH-
Hble Kak BonBaHKN ANs PE3KK MO MeTay.

BaxxHO, 4TO HepHbiit LgeT [asuaa Tep-OraHbsiHa nuiieH BCAKOM CUMBOMMHECKO Harpyaku. OTO ckopee 0603Ha-
4YeHMe HEKOV MEPBUHHON MaTepV: YIS, YyryHa nin dutyma. C ero NOMOLLIbIO OH «MPU3EMIAET» CBOW XXNBOMUC-
Hble PaBOTbI, COOBLLAS VM TaKylo MaTepUanbHOCTL U TAHKECTL, KOTOPYIO HE BbIHECYT Kpbl/bsi HIN OAHON MeTado-
pbl. Kaxkpas ero pabota — Bellb, HafeneHHas TenecHsIM CMbICNoM. B abCTpakTHOM KOMMO3WUUWW Y1TaeTcsa [o-
pOXHast pa3meTka, B NopTpeTe — (hOTOPOBOT KOrO-TO PadbiCKMBAEMOTO, B ABVKEHU TEOMETPUHECKIX uryp -
CeKcyanbHbilt axT. Mpy 3ToM [asup 8 OTvHMe OT CBOEro OTua He UrpasT B [BYCMBbIC/NEHHOE VICKYCCTBO, CO3Ha-

Basi, YTO C OPYXXMEM UrpaTb Hemb3s.

E. K.
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Andrei Filippov. The Saw. 1990-2005. Courtesy E.K.ArtBureau
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Andrei Filippov
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SPECIAL PROJECT ANDREI FILIPPOV SAW IT!

From the project «Saw it!». 1990-2005. Courtesy E.K.ArtBureau
N3 npoekTa «Saw it!». 1990-2005. lNpegocTas/ieHo E.K.ApTBtopo

AHgpen ®unvnnos
Poovncs B 1959 rogy B leTponasiioE
pUHAMast AeATeNbHOe yHacThe B BbIC

51 MOCKOBCKOW KOHLeNTyanbHON LUKONbI, ANA KOTOPOro WHT
BPEMEHHOU coupanbHON peanbHOCTW.

scke-KamuaTckom. Yaunca B LLkone-ctyanm MXAT Ha nocTaHOBOYHOM ha-

kynsTete (1976 — 1981). il ragkax ranepev APTART, ®unnnnos cTan OaHiM
13 NNAEPOB HOBOIO MOKOSEHN epec K yMO3pUTESbHbIM
KOHCTPYKLMSIM BbiN COBMELLIEH C NPUCTA/TEHBIM BHUMaAHVEM K [eTansm C
C HauanoM NepecTPONKY XYAOKHVIK aKTUBHO 3aHMaeTCA opraHvzaumen «Knyda
CTUTYLM HOBOTO, cBODOOAHOIO PYCCKOro MCKycCTBa. B 1990 — 2000-e rogbl ®Guamnnnos Kypuposal BbICTaBKW

«Kny6a», 06beAnHNBLLIErO MOCKOBCKMX XyAOPKHNKOB-KOHLENTYa/MCTOB PasHbIX NOKOSIEHUIA
B koHLe 1980-x GUmnMoB NMPUHUMAET y4acTne B MEPBbIX JIErabHbIX NMoKasax akTyanbHOro

3a pybeKoM, Ha KOTOPbIX €ro ambnemarut
kyccTea u3 CCCP. B 1acTHOCTH, petb UaeT 06 MHCTaNNALMK «TainHas Be4epsi», BMel
sbicTaBke «Mosca — Terza Roma» (Pvim, 1989). HazsaHue 3To BbICTaBKy OblNO 3aMMCTBOBAHO HernocpeacTBeHHO
y duannnosa, Ans TBOpHeCTBa KOTOPOTo ycTopudeckast 1 reoromTnHeckas Naes Mockabl kak Tpetbero Prma

ABNSIETCA OCHOBOMONAratoLLE.
PaboTbl duamnnoBa HaxogsTcs B KON
MOCKOBCKOrO My3esi COBPEMEHHOrO WCKYCCTBa, The
sum of Art at the Duke University B [llopxeme, My3est COBf
r Internationale Kunst B AaxeHe, Xy[oKeCTBEHHOTO My3es Amoca AHZie

aBaHrapavcToB» — NEpBO VH-

PYCCKOro UCKycCTBa
UHbIE VHCTANNAUMM MproBpeTatoT CTaTyc CUMBONOB 23aBVICUMOIO UC-
pBble 3KCMOHNPOBAaBLLENCS Ha

NekunAx rOCy,D,IIDCTBCHHOl/W TDE?Tb*ﬂP\OBCKOM ranepewu, r\i)()yﬂzl[j)(‘TBHHHOF[J

Pycckoro myses, Jane Voorhees Zimmerli At Museum
8 Hoto-kepey, The Nasher Muse
B CenT-OTbeHe, Ludwig Forum fue

NDEMEHHOI0 UCKyCCTBa

pCOHa

B XeNbCUHKN.




110 111

ONE-MAN- SHOWS (selected)
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3-2004 The Night Before Christmas. E.K.ArtBureau IMoscov\C/
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2006 SAW [T! LOFT Spinnerei, Leipzig R

e, Cologne

GROUP SHOWS (selected)

1983 AP
TART Outdoors. Woods and Swamp by the Kalistovo, Moscow Region

Come Yesterday and You'l i i
Be First. City without : i
Center of America. Newark, New Jersey; New l:(o\r/:fl”sl ARy

1984 Faraway Lands. APTAR
: T Gallery, Moscow
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Washington, Columbia
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onconformist Art, St. Petersburg ’ S
2000 KLAVA Lovers. Central House of Artists, Moscow

d SqU Wi e Wi ty
. (5] C al bOU (Wa enouse g y g “ g 2
Re are t MO use build s d cargo s P VO OBat essaloniki
—. = M. 8] , ) M M SCOW
20( )3-20 )4 Berlir oskau 95( )-2000 al Gro IS Ball Bel e Sta e Hisi orica useum, OSC

2004-2005 Moskwa — War: j
) Szawa. Ujazdowsky zamiek
2005 Russia-2. Central House of Artists, MosZow e e s SRR Mo

APTART. History. 1982-1984. E.K. ArtBureau, Moscow

Accomplices. Collective al i

. nd Inte i i

Moscow ractive Works in Russian Art of the 1960s - 2000s. The State Tretyakov Gall
ery,

20! i :
06 Handle with Care: Glass! The Pushkin Museum of Fine Arts, Moscow

Inc. Contemporary Russian Art

mporary Russian Art, New York; Washington Project for the Arts

stic Process. the 1st exhibition of the Avantguardists Club (KLAVA)

Hack Museum, Ludwigshaven:;
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NEPCOHAJIbHBIE BbICTABKW (M36paHHbie)

1990 [lga B kBaapare. Krings-Ernst Galerie, KenbH

1993 Ausflug. L-ranepes, Mockea

Die zehn Erscheinungen / Mone pectans. Krings-Ernst Galerie, KerbH
1998-1999 MOCT. lanepest Moscow Fine Art, Mockea

2003 HeBecHble NbiKHIKY — PeakTueHble aHrens!. E.K.Aptbiopo, Mocksa
2003-2004 Houb nepen, PoxaecTsom. E.K. Aptbiopo, Mockea
2004-2005 Hag nponacTsio Bo pku. E.K.Aptbiopo, Mockea

2006 SAW [T! LOFT Spinnerei, ennupyr

[PYMNMOBbBIE BbICTABKN (M36paHHbie)

1983 APTART B HaType. Kanmctoso, MockoBckas 0briacTe

Come Yesterday and You'll Be First. City without Walls: an Urban Artists Collective Inc. Contemporary Russian Art
Center of America. Newark, Heto-[xepcy; Hoto-Viopk

1984 [JanbHvie, panbHvie cTpaHbl. fanepes APTART, Mocksa

1984-1985 APTART. Moscow Vanguard of the ‘80s. Contemporary Russian Art of America (145 Chambers Str.),
Hbto-Viopk; Washington Project for the Arts, BalWmnHITOH, Konymbus

1987 TBop4eckas atmocdepa v Xy[AOXECTBEHHbI MPOLECC — 1-51 BbiCTaBKa «Knyba aBaHrapancToB».
BbicTaBo4HbI 3an MponeTapckoro panoHa Ha BocTo4Hon yn., Mocksa

PeTpocnekumst. 1957-1987. Niobutensckoe ofbeaHeHe «DpMUTaXK». BbiCTaBOYHbIN 3a1

Ha yn. MpodcotoaHasn, 100, Mocksa

1989 Mosca — Terza Roma. Sala 1, Pum

1990 Between Spring & Summer. ICA, Boston, Tacoma

1991 MANI Museum — 40 Moskauer Kunstler. Karmelitenkloster, OpaHkdypT-Ha-ManHe

1991-1992 Sowjetische Kunst um 1990 (Binazionale). Kunsthalle, [roccenspopd; Israel Museum, Weisbord
Pavilion, Vepycanim; LientpansHbii [Iom XyAoxKHVKa, Mocksa

1992-1993 a Mosca... a Mosca... Villa Campolieto, lepkynarym — Galleria Communale d'Arte Moderna, BonoHbs
1994 Fluchtpunkt Moskau. Ludwig Forum fuer Internationale Kunst, AaxeH

II Cetinjski Bienale. Viadin Dom; Rusko Poslanstvo, LleTvHe, HYepHoropus

1995 Kunst im verborgenen. Nonkonformisten Russland 1957-1995. Wilhelm-Hack Museum, JliopsurexadeH;
Documenta-Halle, Kaccenb; Staatliches Lindenau Museum, AnsTeHbypr

Mocksa-EpesaH. Bonpoc kosvera. Myaei CoBpemMeHHOro UCKyccTsa, EpesaH

1997 OKonorus NycToThl (BbicTaska «Knyba aBaHrapaMcToB»). VIHCTUTYT COBPEMEHHOIO NCKYCCTBa, Mocksa
Mystical Correct. Hohenthal und Bergen Galerie, bepnu

1999-2000 PoauHa nnv cMepTh (BbicTaska «Knyba aBaHrapavcToB»). LIeHTp CoBpeMEHHOro NCKYCCTBa

M. A. 3Bepesa («3BepeBckui Myaeir»), Mocksa; My3eit HOHKOH(OPMICTCKOrO MCKyCCTBa (MywknHekas, 10),

CankT-Netepbypr
2000 NMioBoeHUk KIABbBI (BbicTaBka «Knyba aBaHrapavictos» B pamkax 4-11 Me>kayHapOaHOMN XyAOXECTBEHHOM

apmapku «ApT Mocksay). LIIX, Mockea

KpacHas nnolaap. Benas 6atuHs. lopopcKoit nopT (cyxorpya «Bonro-bant», 3paHne nakraysa), CanoHukn
2003-2004 Mocksa — BepnvH. Berlin — Moskau. Martin Gropius Bau, BepnuH — MocynapcTeeHHbIN
VcTopudeckuin myse, Mocksa

2004-2005 Moskwa — Warszawa / Mocksa — Bapluaga. Ujazdowsky zamiek, Bapiuasa — [ocynapcTeeHHas
TpeTbsikoBcKas ranepesi, Mocksa

2005 Poccusi-2. LieHTpansHbiin [Jom xyaoxH1ka, Mocksa

APTART. Victopus. 1982-1984. E.K.AptBtopo, Mocksa

COOBLLHNKN. KONNEKTVBHBIE 1 MHTEPaKTVBHbBIE MPOV3BEASHNA B PyCCKOM nekycctee 1960-2000-x rofos.

locynapcTBeHHas TpeTbaKoBCKas raneped, Mocksa
2006 OcTopoXHO: CTekno! CoBpemMeHHoe NCKYCCTBO B MypaHo. focyaapCTBeHHbIN My3ei 1306pasnTeNbHbIX

nckyccTs umern A.C. MyuikvHa, Mockea
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Ekaterina Degot

THE SAW OF HISTORY

Wall came down. This event put
after the Wall fell people started

depths, from the * L
When Hlippoy :inézsesd thla dangerous concept that can lead to political earthquakes
RSB Cohelictern st ruzt\;\/:g.trge \gas thinking Qf the schism that divided Christlanft)./ into Eastern Orth
© Homan Empire. But while the project sat unrealized (in the 1990nROdO><y .
s Russia was

either finar Cla”y or ps gl
YCNOIO! Ca”y eady O I) all of t e "hot PO of E P P g
'
w . S S urope and eMe(i erraneal ed u alol

western halves — in the Balkans, the Caucasus Palesti

Another historical border, not as bloody, wasvthe orim'e“i
border of the Holy Roman Empire. Although thisgll'na
bgcame totally fictitious and irrelevant shortly after its -
ation, ten centuries later an economic border betwcr&
communist and capitalist Europe appeared along it .

Ekatepuna Oérots

MUNA NCToPUN

MpoexT Angpes Gunmnnosa «Tunas, peann3oBaHHbIin
?98(23006 rogy, Obin  3agyman elule Ha pybexe
o —-1990-X, Kak pa3 B ToT MOMEHT, Koraa pyxHyna
P/MHCKas cTeHa. 310 cobbmue NONOXMNO KOoHeL, no-
MTNYeCKoMy 1 OKOHOMIHECKOMY MPOTUBOCTOSHUIO 3a-
naga n BocToka n OAHOBPEMEHHO ~ BO3MOXHO, MMEHHO
MO3TOMY — CTUMYNMpoBasno pasroeop o (ﬂKOﬁbI)' HEeyHWY-
TOXUMBIX KYNIETYPHBIX Pasfiidmsix MeXay HumK. Teneps
MbI FOBOPUM Y>KE O PEMMIO3HOM KOH(bNukTe Mémy 32»
ijng s BocTtokom, xotsi cnoso «BocTtok» ctano s nepByto
POMbI, HO C UcnamMckM MUpo
Hast nuna, B3pesaroLas 3EeMHYIO rlopseg;(joﬂc?:T:aEf;TE:H—M .
HECTBY paHbl, NOAOGHbIE reooruyecKm pasnomam T(Sﬂbi

KOATtb, a n3 CamMbIX 7
YOUH, OTTyAa, rae Haxons
' (0)
3eMﬂeTDﬂCeHMﬂM. e

Transit. Oil on fiberboard, 1988 (1989). Courtesy E.K.ArtBureau
TpaHaut. Opranur, macno, 1988 (1989)
lNpegocrasnero E.K.ApTBiopo

04epenb BbisblBaThL accoumaLmm He ¢ BOCTOYHOW Ya-
— KasatbCs nppaumoHanbHbiM, Y dunmnnoea Orpom-
CTb 06pa3 HeymMonMmoro POKa, HaHocsLero Yyenose-
«KODHM),O_DOO:aiz,ZTe p;ii‘v; ;e CBEpXy, OTKyda ero npusbIkm

€, NPUBOASILLIEE K MONUTUYECKIM

i Ty, OH UMen B BK
CNaBHOW) LIePKBei, KOT Ly Npexae BCero cxuam ;
; opas y 3anagHom m %
pas nocnegoBana 3a packonom Pumckoin nMnepun. N noka narf:) sl .}
b EKT OCTaBancs Hepean
n-

30BaHHbIM (B 1990-e roas| P

s ot Efpo,-, Scmcg; :ﬂemit;laa rOTOBa K 3TOMY HI (hUHAHCOBO, Hu ncunxonoruyecku), okasano

menehs B e hng:;)pbﬂ B XX BEKe pacnonoxmnmcs kak pas Baons ST'OM FD;HIACZ ;TO

RO e [ CKaHbl, KaBj<a3. ManectuHa. Hpyroin nctopudeckon rpaHn (Lalﬂ 6 .

e e T . i DEEFILLLSHHOVI Pumckon nmnepun Kapna Benukoro, vven : bl:
PUKTUBHOM 1 YnCTO CUMBOIMHECKOW) NOYTU TOYHO npoumé Hepegzgcoﬂ':sz

SPECIAL PROJECT ANDREI FILIPPOV SAW IT!

This is not the first of Filippov’s works that can be seen as prophetic. He started thinking about the lost empire of

Byzantium long before the Soviet Union shared its fate, and the two-headed eagle — a motif as characteristic of his

work as the saw-like contour of the Kremlin's wall — turned up in his paintings and installations before it became

part of the new Russia’s national seal.

The artist’s interest in ruptured cultures and civilizations is no accident. He belongs to the youngest generation of
Moscow Conceptualists to grow up behind the Iron Curtain. The artist in Russia experienced an internal schism,
orientated towards “Western standards” but able to draw energy only from his Russian and identity. Filippov was
the most “pro-Byzantine” of the pro-Western artists in Russia, and that gave him certain advantages. In the years
when Soviet power seemed as eternal as the reign of the Egyptian pharaohs, and ironic comparisons of Soviet ide-
ology with an ancient cult were common, Filippov was one of the few who doubted the ideological foundations of
the West. He treated it with irony and looked back to its sources. In the final years of the Soviet Union Filippov paint-
ed pictures about imperial Rome and its rituals.

This memory of Roman rule and other forms of Western identity are extremely appropriate today, when the West
has an acute need for a new version of self-identification. The opposition of East and West, whether the East is
defined as the countries of the Warsaw Pact or the Islamic world, is usually interpreted as a conflict between com-

mon sense on the Western side and what is called
“fanaticism” in the East. On one side is life as comfort-
able and happy consumption; the other side is life as
suffering, and a passionate wilingness to swear alle-
giance to an idea. As recent history has shown, the for-
mer way of life is incapable of putting up resistance to
the latter. Does this mean that the West must become

BEKOB rpaHyiLIa MeXy KOMMYHUCTUHECKOV ¥ KanuTam-
cTudeckon Esponon.

OUAMNNOB He BrepBble Aenaet paboTy, KOTopast MOXET
BOCMPVHMATECSA Kak MCTOpUHeckoe npopo4ecTso. OH
cTan aymatb 06 ucHesHysLen nmnepun BusaHTn 3a-
[OAro [0 TOro, Kak ee cyabdy pasaenin COBETCKINA Co-
103, a [AByraBble Opfibl — TAKOW e y3HaBaeMbli MOTVIB
€ro TBOPHECTBA, KaK 1 OHEPTaHUSA KPEMIIEBCKOM CTeHbI S .
MO Kparo Mfbl, — NOABUIMCH HA €ro KapTuHax 1 NHCTaul- 7 & T
NSLVISX paHbLLe, Yem Ha repbe Hosown Poccun.
XyAOXKHIK HE Cy4aiHO BCeria MHTepecoBanca Kynsryp-

HbIMW 1 LBUIV3AUMOHHBIMA packonamun: OH npuHagne-
Ka K MnadlemMy nokoneHno MOCKOBCKUX KOHLLeNTyanncToB, KOTOPbIE BbIPOC/N 3a «KeneaHbiM 3aHaBeCoOM».

Ho packon NpoXoaun 1 BHYTPU CamMOro XyAOXHUKA HEOMULIMaNbHOO Kpyra — OH 6bIN OPUEHTVPOBaH Ha 3anaf-
Hble CTAHAAPTHI, HO MOT YepraTb 3HEPTUIO TONBKO B CBOEN PYCCKOM 1 COBETCKON WAEHTUYHOCTY. Pnnnos Bbin
CaMbIM «POBU3AHTUNCKIM> CPeaN «Mpo3anapHbix» XyAOKHIKOB B Poccun, v 310 Aasano emy NpevMyLLECTBa.
B rofbl, KOrfia COBETCKas BNACTb BOCMPUHUMASIACH BEHHOW, NOJODHOM NPaBNeHNio ernneTckinx (hapaoHoB, 1 bbl-
MO MPUHSATO VPOHYECKV CPABHMBATEL COBETCKYIO MAEONOMVIO C APEBHIM KyNbTOM, OH 6bla OOHUM U3 HEMHOTVIX,
KTO NOMBEPra COMHEHWIO MAEONOrNHECcKMe OCHOBbI Camoro 3anaja, NCTopuanpys 1 MPOHN3VPY: 1 ero TOXe,
BO3BO/A €0 K Ero 1cTokaM, — B nocneaHvie roasl CCCP oH nncan KapTviHbl 06 MNepckoM PyMe 1 ero putyanax.
ST0 BOCHOMUHAHME O PUMCKOM MpaBe W UHbIX (hopmax «3anafiHoCTV» BECHMA K MECTY CeroiHs, Koraa 3anag,
OCTPO HYXKAAETCS B HOBOW pefaakLun caMovaeHTdukaLymm. MpoTuBOCTOAHINE MEXY 3anagom 1 BocTokoMm, Ha-

3bIBAEM 1 Mbl BOCTOKOM BapluaBckuii 610K WK MCAaMCKIIA MUP, 0ObIMHO MHTEPMPETUPYETCS Kak npoTUBO-
(haHaTU3MOM» — C BOC-

Ave! Mixed media, 1987. Courtesy E.K.ArtBureau
Ave! CmeLwaHHas TexHuka, 1987. MpegocrasneHo E.K.ApTbiopo

CTOsHVE NparMaTama v 3ApaBoro CMbICNa ¢ 3anafHom CTOPOHbI, 1 TOrO, HTO Ha3bIBAIOT «
TOYHOW. Ha ofHOM Halle BECOB OKa3blBAETCA XN3Hb Kak KOMCpOpTHOE U cHacTIMBoe notpebnexne, Ha npyrov —

U3Hb Kak rofiogHas 1 ctpactHas rotoBHOCTb npuUcArHyTs naee. Kak nokasblBaet MCTODMHGCKMM OnbIT nocnen-
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fanatically “Western” and forcibly bring good to mankind. primarily in the form of material “goods”? This approach
is an all too familiar feature of the current political landscape. No, it would be more expedient to stop basing the
Western world view on the principle of happiness and to appeal to the “idea” of the West rather than the “suc-
cesses” of the West, and it should be an idea that excludes the idea of geographical roots. Here the example of
Byzantium is of particular interest. In the cultural sense, Byzantium was a “deterritorialized” zone in the ancient
world; founded as part of the Roman Empire, its roots remained in alien soil, on an alien continent. A Russian artist
who felt an unrequited love for the West in the Soviet period could have felt just as homeless as the Byzantine,
His dreams were the only place that could preserve the purity of the original idea.

Therefore the new “Western idea” should integrate the communist project into Western history, rather than relegat-
ing it to the barbarian “East.” In 1989, when Filippov cre-
ated his best-known installation, “The Last Supper,” a
table laid with hammers and sickles beside the plates
instead of forks and knives, it was perceived as mocking
a country where people were fed with ideology alone.
Now we can see it as a requiem for European revolution-
ary asceticism, for the lost counterweight to con-
sumerism that had held back the fearsome stroke of his-
tory’s saw.

That saw has now cut its way to the surface. The farther
we get from 1989, the more it seems that the West,
which has absorbed all of Europe, even Russia, should
not surrender the willingness to value an idea more than

HIX NET, NepBbIA TUM XXN3HWU OKa3bIBAETCS HECMOCOBEH
NPOTMBOCTOATL BTOPOMY. 3HaYUT nM 3TO, YTO 3arag
CaM AomKeH CTaTb aHaTUYHO «3anafeH» U HaCUMbHO
HECTW Yenose4ecTBy 4O6PO, MaBHbIM 06pPa3oM B op-
Me «1obpa» MatepuanbHoro, — noaxon, KOTOPbIN Ham
XOPOLLIO 3HaKOM M0 COBPEMEHHOMY NONNTUHECKOMY rO-
PU3OHTY? HeT, ckopee oH Mor 6bl BOODLLE MepecTaTb
OCHOBbIBATL CBOE MWMPOBO33PEHIE Ha MPUHLMME Cya-
CTbsi 1 0BPATUTLCS HE K «ycrexam» 3anapa, Ho K «wiee»
3anaga, npuydem Takoi, KOTOpast Kak pas ucko4vaet
MOHATVE «KOPHS». 3[6Ch 0COGEHHO UHTEPECEH OKaabl-
Baetca npumep BusanTum, kotopas B KYNTYPHOM
CMbICNE [0NTOe Bpemsi Gbinia HeKoel «aeTeppuTopuani-
3MPOBAHHOM» aHTUMHOCTBLIO — Beflb ee KOPHM HaBcerna
OCTanMCb B MHOW MOYBE, Ha MHOM KOHTUHEHTE. Takum
e Be3POAHbIM «BU3AHTUILIEM» MOF HyBCTBOBaTb cebs
M PYCCKU XyOOXHUK, B COBETCKWE rofbl 6e30TBETHO
MeqTaBWViA 0 3anage. VIMeHHo B ero Medutax uncToTa
NepBOHajaNbHOM MAEeN U MOrna CoOXPaHUTLCS,

MosTomy Hosast «upest Sanana» AOMmKHa Bbina 6bl UHTErpUpoBaThL KOMMYHUCTUHECKIUI NPOEKT B UcTopuio 3a-
nafa, nepecras cHMTaTb €ro BApPBAPCKU «BOCTOYHbBIM», Vi3BecTHelwas uHcTannsums Guannnosa «TanHas
BE4eps» (Ha CTone, HaKPbLITOM ANS YKIHA, OKONO TapenoK BMECTO HOXEN 1 BUMOK Nexat ceprs! v MONOTbI)
B 1989 ropay, koraa oHa 6bina caenawa, BOCNprHMManack kak nsfeeka Hag CTpaHol, roe nogen Kopmunm
OfHoun naeonorvien. CeroaHs 8 Hel CKOpee BUAMTCA PeKBIEM NO EBPOMNENCKOMY PEBOMOLMOHHOMY ackeTua-
My, MO TOMY MCHE3HYBLLIEMY MPOTNBOBECY KOHCIOMEPU3MY, KOTOPbI 1 CAEPXKMBAN CTPALLHBIA Max ncTopuye-
CKOWN NUNbI.

Element 2. From the series “Line of defence”.

Enamel on fiberboard, 1988. Courtesy E.K.ArtBureau

OnemenT 2. U3 cepum «/TuHmm 06OPOHBI».

Opranut, amane, 1988. lNpegocrasnero E.K.ApTBropo

1
SPECIAL PROJECT ANDREI FILIPPOV SAW IT!
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of Development

INTO THE AR

ARTMEDIA

GROUP

The Company’s mission

Our mission is to cultivate a sophisticated style of development by integrating
the newest technologies and art; to create sustainable home, work and leisure
environments.

The Company’s portfolio
62 real estate projects with gross area of 1 min, $q. m.

USA RUSSIA A
666 Fifth Avenue, Suite 127, New York, NY 10103 2/5/4, bldg. 3, Slavyanskaya Sq., Moscow
Telephone: +1 (212) 987 59 28 Telephone: +7 (495) 727 09 41

www.art-mg.ru
Fax: +1(212) 987 59 43 Fax: +7 (495) 727 09 42
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DECEMBER 9. 2006
8.30 pm

EXPRESSION. COLOR. ENERGY.

Coming together at Art Loves Design in the Miami Design District — featuring 40 incredible \»
exhibitions by world-renowned artists and designers.

7 B SE IS

A SERIES OF 40 EXHIBITIONS /

Georges Pompidou Art & Culture Foundation The Moore Space The Cultural Mission Foundation,
The Moore Loft Design Miami/ Foundation 2021
Paper Magazine

Mosco
Moss Gallery Wendell Castle Michele Oka Doner
Deitch Projects Nina Menocal Projects Contrasts Gallery R 20th Century Byblos GallerySKE

Christopher Culver Established & Sons Metropolis Magazine Steuben Droog Design Folkert de Jong 1 | ! s

wuu art-pr net
Entry Points: N Miami Avenue & 39th Street / NE 2nd Avenue & 39th Street

oy Miami pesign pistrict«

Dacra

= Miami Beach

ffice 822
miamidesigndistrict.net 127994 Woscou, Tverskaya 18, bLd 1, 0 Lg 46
. phone  +7(495) 650 7498  Fax  +7 (495) 6943403

tnfoeart-pr net
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JRGANIZED BY THE MINISTRY OF CULTURE
AND MASS COMMUNICATION / THE FEDERAL AGENCY

FOR CULTURE AND CINEMATOGRAPHY -
THE STATE MUSEUM AND EXHIBITION GENTER ROSIZO / _ . Modern and

THE MOSCOW BIENNALE ART FOUNDATION
FOOTNOTES about Geopolitics, Markets and Amnesia. 01.03.2007 - 01 .04.2007

Contemporary
Russian Art

Sotheby’s introduces its first
sale dedicated to Modern and
Contemporary Russian Art

AUCTION
LONDON, NEW BOND STREET
15 February 2007

34-35 New Bond Street
London W1A 2AA

EXHIBITION OPENS

Sunday 11 February 12noon - 4pm
Monday 12 February 9am - 4.30pm
Tuesday 13 February 9am - 4.30pm
Wednesday 14 February 9am - 4.30pm

ENQUIRIES
Jo Vickery
+44 (0)20 7293 5729

CATALOGUES & SUBSCRIPTIONS
UK

+44 (0)20 7293 6444

WORLDWIDE

+1541 3224151

www.sothebys.com

Eric Bulatov, b.1933

Flash Art, 1988

Estimate: £10,000 - 15,000
$19,000 - 28,000

Alexander Kosolapov, b.1943
Space for Rent, 1993 (detail)
Estimate: £15,000 - 20,000
$28,000 - 38,000

Lydia Masterkova, b.1927
Untitled, 1973

Estimate: £40,000 - 60,000
$75,000 - 114,000

2 MOCKOBCKAS4
BUEHHAJIE
COBPEMEHHOIO

. . ‘ VICKYCCTBA 3 Sotheby's

01.03.2007 - 01.04.2007 Yt

EST.1744




You & Us

Managing your wealth begins with a dialog.

At UBS, Wealth Management is not simply built on a relationship with your money. It is constructed around a deep relationship with
you. A partnership designed to craft a portfolio as individual as your needs and as important as your aspirations. Meeting those
aspirations means harnessing the most advanced products and services in the financial world. And it means continually monitoring
that portfolio as life presents its changes. At UBS, building your wealth begins with a conversation that never ends. A conversation
we refer to as “You & Us”

UBS AG, Paradeplatz 6, 8098 Zurich, Switzerland
UBS AG, Rue de la Cité 4 - 6, 1204 Geneva, Switzerland
UBS AG, 1 Curzon Street, London W1J 5UB, United Kingdom

For more information about UBS AG, Switzerland, you can also contact

our representative office in Moscow on +7-495-726 57 70

Management . ' YOll & US

DABANSHoX
TIOAapPKoB
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at Emirates Palace

Imagine the lavish palaces that are built for royalty.
Imagine unmatched services and luxurious interiors
that will leave you breathless. Imagine the fusion of
culture and charisma in a setting that is fit for a king.

Now imagine this experience as the most affordable
one imaginable.

Emirates Palace is a destination unlike any other,
combining the height of luxury and service with the
most splendid interiors and exquisite cuisine, so you
can be treated like a king without spending like one.

It’s all about celebrating you.

Tel +971 2 690 9000 - Fax +971 2 690 9999
reservations.emiratespalace@kempinski.com
www.emiratespalace.com

Herpins

Emirates Palace HOTELIERS SINCE 1897

ABU DHABI

A COLLECTION OF INDIVIDUALS

3 LLECTION
PHOTOGRAPHIC ART FROM THE DEUTSCHE BANK CO

MEXICO CITY BOGOTA
LIMA SANTIAGO

BOGOTA

006
20.09.2006 - 31.12.2 )
MUSEO DEL BANCO DE LA REPUBLICA

LIMA
20.01.2007 - 20.03.2007

MUSEO DE ARTE DE LIMA (MALI)

www.deutsche-bank-art.com

Deutsche Bank




INSURANCE GROUP

SPASSKIYEE VOROTA"

Insqrance
®a Fine Art

e

kind permission of the State Hermitage Museum. J.-B. S. Chardin, “Still Life with
The State Hermitage Muse‘um, Saint-Petersburg, 2005

FINE ART INSURANCE DEPARTMENT .
/9 Novy Arbat, Moscow, 121205, Russia’ 43/45 B Ligovskiy pr., St.-Petersburg, 191040, Russia
I./Fax: +7 (495) 290-9799 Tel.: +7 (812) 974-6030 Fax: +7 (812) 717-2281

the Attributes of the Arts *, 1766
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W OoORLD ART MUSELU

The International Art Show — Die Internationale Kunstmesse
Art38Basel, MCH Swiss Exhibition (Basel) Ltd., CH-4005 Basel
Fax +41/58-206 26 86, info@ArtBasel.com, www.ArtBasel.com
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