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Burtanmuii ITAITIOKOB

Xopowas KoreKyUs e moasKo 2080pum
0 c8oem 8pemenu, Ho u npoeHosupyem 6yoyuiee.
X. JI. BOPXEC

BpeMs cTpeMUTENbHO YIUIBIBAET U3-TIOJ HAIIUX HOT, U Ha OOHAXAIOLIEM-
Cs1 THE OCTAIOTCS CJIe/ibl MaMATU. IMeHHO Toraa, BUuis 3apyoKu 1 TPaBMbl
HUCTOPUH, SIBJICHHBIEC IPEAMETAMHU KyJIBTYpPbI, Ml HAUMHAEM II€HUTH 3TO
YCKOJIb3aloliee BPeMs U OCO3HABaTh €ro cMbIcibl. Hame 3penne BHuMa-
TEJIbHO BCMAaTPUBAETCA B OCTABIINECS 3HAKU, B UX OTKPBIBAIOILYIOCS PYyU-
HUPOBAHHOCTb 1 MHOTO3HAYHOCTbD, I/[€ 3aJI0KEHBI BCE MEPCIEKTUBDI U
BO3MOXKHOCTHU Oyjymiero, noBropsis Bcaes 3a lorenom: “Kto mbr? OTkyzna
U Ky/la MbI UJIEM?”.

Komnrexknua Bajguma 3axapoBa HpejjaraeT OCO3HATb 3Ty BO3MOXK-
HOCTb IIOCMOTPETh Ha CAMHUX C€0s B OIBITE CETOJHSIIHETO JHs, CBs3aB
B €AMHYIO IIEJIOCTHOCTH JA€Hb HBIHEITHUI U AeHb MuHyBmui. Co6panue
HnpeacTaéT nepejs HaMu He TOJBKO KaK JU4YHasg TOYKA 3PEHUs Ha COBpe-
MEHHYIO KyJIbTypy — €ro 00pa3HOCTb C(hOPMUPOBAHA OJJHUM U3 CaMbIX pa-
JVIKATBHBIX XYJOXHUKOB PYCCKOU MHTE/IEKTYaIbHOM IKOJIBI ITOCJI€THUX
aecatuwietuil. OHO BCE NPOHU3AHO NIEPCOHATBLHOU peduekcueit Baguma
3axapoBa, B €ro CJI0SIX MPSAYETCS U COOCTBEHHOE TBOPUYECTBO XYAOKHHU-
Ka, SIBJICEHHOE >XECTOM BBIOOpA M YHHBEPCATBHOCTHIO MHPOBO33PEHHUS.
Kaxxap1ii mpeaMeT 3TOH KOJUIEKIIMA OTMEUYEH JUYHON cUMIaTHEeNd coou-
partesis U IyOOKO JIMYHBIMU CBSA35SIMU C aBTOPOM Ipou3sBejieHus. Marue-
TU3M COOPAHMS YAUBUTEJIBHO SHEPTETHYEH — OH JIOKUIN30BAH U 3aKOIH-
POBaH KPyroM OOIEHNs, JPY>KECTBEHHBIM KOHTEKCTOM, HO BMECTE C TEM
IPUA BCEM CBOEW NPUBATHOM TOHAJILHOCTH €r0O KYJBTYPHOE IPOCTPAH-
CTBO O0JIa/IaeT Xy[0XKECTBEHHON OOBEKTUBHOCTHIO U MHOTOMEPHOCTHIO,
IIOJTHOTOM BEKTOPA BPEMEHH, €TI0 OYKBATIbHO “JTa3€PHBIMU~ CBOMCTBAMU.
ITa (PEeHOMEHATBLHOCTDb KOJUIEKIIUM MO3BOJISET MO3UIMOHHBIM HUHCTPY-
MeHTapusaM Baguma 3axapoBa ocMOTpeTh €€ pesbedbl 1 HUIIU, pusnde-
CKU OIIyTUTb MHOKECTBO YTOJIKOB KYJIBTYPHOU MaMATU U apT-IaHAmadTa
1980-1990-x rofi0B, KyJja He 3arIsA/bIBAT aKaeMUYECKHUA HCKYCCTBOBE.

VITALI PATSYUKOV

A good collection not only speaks of its time,
but also predicts the future
J.L. BORGES

Time is slipping away swiftly from under our feet, and the
traces of memory are left on the exposed bottom. It is then,
on seeing the cuts and traumas of history that are objects of
culture, that we begin to value this fleeting time and become
aware of its implications. Our vision is focused on residual
signs and on their revealed ruination and ambiguity, where all
the prospects and possibilities of the future are laid, repeating
after Gauguin: “Where are we coming from? What are we?
Where are we going?”

The collection of Vadim Zakharov invites us to become
aware of the possibility of seeing ourselves in the experience
of today by linking today and yesterday into a single whole.
The collection appears before us not only as a personal
opinion of contemporary culture — its imagery is formed by one
of the most radical artists of the Russian intellectual school of
recent decades. It is permeated throughout by the personal
reflection of Vadim Zakharov; and in its layers is concealed the
artist's own creativity as a gesture of the choice and univer-
sality of worldview. Each object of this collection is marked
with the individual feelings of the collector and deep personal
connections with the artist. The collection’s magnetism is
surprisingly energetic — it is localized and coded by a social
network and friendly context; but at the same time, for all of its
private tonality, its cultural space possesses artistic objectiv-
ity and multidimensionality, fullness of the time vector and its
literally “laser-like” qualities. This phenomenal aspect of the
collection allows Vadim Zakharov’s positional instruments
to view its reliefs and niches and physically sense the set of
angles of cultural memory and landscape art of the 1980s and
1990s where academic art criticism has not looked.



OO BbEKTBI pAANKAIBHON KYJIBTYPBI 3/1€Ch IPECTABIAIOT UCKIIOYUTEIbHOE
BpeMsl, HauaBIle€eCs B IEPUOJ — B PyCCKOI TEPMUHOJIOTUU — “TIEPECTPOU-
KM, 2 B 3aI1aJHOM aHAJIOTe — “IEKOHCTPYKIUK . B 1X 06pa3ax OTKpbIBaEeT-
€SI BCTPEBOXKEHHBIN MUP, I/[€ IOKOJIEHUSAMU O0XKUTAS I0UYBA KOPOOUTCS
U C/IBUTAETCS OT OOIECTBEHHBIX IOTPSICEHUH, I/l TEMII Pa3BUTHUS IUBU-
JIA3AIMHI OPOXKIAET €5K€/HEBHbIE NU3MEHEHUS U OTKPBITUSA, Tpebylomue
BU3yaJIbHOI'O OCMBICJIEHUSI 1 KOMMeHTUpoBaHus. Iloesdxu 3a 2opod KJ| n
TEKCTOBBIE cBUAeTeNbCcTBa IOpusa AnbbepTa, KOHIIENTyaabHbIE (poTOrpa-
¢pun Uropss MakapeBuya u anbb6oMHBbIe pucyHKU Bukropa Ilusosapo-
Ba, cBOOOAHBIE “npopodeckue” nmnposusanuu Ilasaa Ilennepmreiina
U HOCTajlbrudeckue xkommnosunun Huxutel AnexkceeBa, MHTEIEKTYalb-
Hble MaHTPbI AHJIpess MOHACTBIPCKOTO U “HOBas UICKPEHHOCTL JIMuUTpus
A.nexcangposuda IIpurosa — Bce nepcoHaMm KOJUIEKIIMU, BCSI €€ BHY-
TPEHHSS NMPOEKTUBHOCTb PACCKA3BIBAIOT O POXAECHUU “HOBOU BOJHBI
B PYCCKOU KYJBTYpE, HEe TPeOysl OCOOBIX YCIOBUM ISl €€ AeMOKpaTHUde-
CKOT'O BBICKA3bIBaHUA. T€XHOJOTMU 3TOr0 aKTyaJbHOT'O CO3HAHUS €CTe-
CTBEHHO (PUKCUPYIOT U caMy apTUCTUYECKYIO aypy U OOCTOATENIbCTBA CO-
IIUIBHOM KU3HU, TIe BOOOpakaeMoe U JeUCTBUTEIbHbIE, OOTOHSS APYT
Jpyra, CMEIMMUBAIOTCS TaK, YTO OJHO HEMBICIMMO OTIMYUTD OT JPYroro.
ITOT CTPAHHBIA MUP OBLIO 6€CCMBICIEHHO U 6ECIIEPCIEKTUBHO IMOKA3bI-
BAaThb KOPOTKO(POKYCHBIM OOBEKTUBOM, B MAJIBIX YACTHOCTAX, U IIOTOMY
Xy/lO’K€CTBEHHAsI MbIC/Ib ITIOKOJIEHUS HAIJIAa BO3MOXKHOCTb OTCTPAHUTD-
csl, JMCTAHIUPOBATHCS, CO3/[aB CBOM HE3ABUCUMbIN A3BIK. Ero KOHCTpyK-
I[Us1, €TO HOBBIE€ IPAMMATHYECKHE BO3MOXKXHOCTH OKA3aIHCh JOCTATOYHO
MHOT'OCJIOUHBIMU U JUHAMUYHBIMH, YTOObI OUYEPTUTDH KPYr HOBOU apT-
OOIMHOCTH IOJ{ HA3BAHUEM “MOCKOBCKUI KOHIIEIITYyaTIU3M .

O6pas3HOCTD 5TOro PeHOMEHA ONUPAIACH HA TPAAUIUIN AaJa U (IYK-
Cyca, CI0JIb3yst O0PA30BABIINIICA YHUBEPCATbHBIN (PYHAAMEHT KaK TPAM-
ITUH JUUIS OOIE€CTBEHHON PEBOJIIONNHU U PaJUKAIBHON KyJIBTYPHOI IPaK-
tuku. K cuacTsio, 310 ABIKEHUE — “MOCKOBCKUM KOHLIENITYATU3M — AO
CUX IIOP €€ He CTaJIO YaCTbIO KyJILTYPHOTO IOTPedIeHNs, JOKAa3bIBas,
9TO ero (popMa NpoAOKAET Pa3BUBATHCA, COIPOTHUBISAACH IPEBpalle-
HUIO B TOBAp U aCCUMIJISIIMU B POCCHUMCKOMN MOCTKAMUTAINCTHYECKON
KyabType. OH OKa3aics ropasjio 3araJjouHee, 4eM XOTeJI0Ch ObI MHOTHM,
IIOCTIEAOBATEIbHO BBICBETISAS CBOU KOHTYPBI M HE NPUCOEIUHSACH K
“00IIeCTBY CIIEKTAKIA .

The objects of radical culture here represent an exceptional
period starting at the time of “perestroika” in Russian terminol-
ogy and “deconstruction” in its Western analogue. Their im-
ages reveal an anxious world, where habitable land is warped
and shifted from generations of social upheavals, where the
pace of development of civilization gives rise to daily changes
and revelations demanding visual comprehension and com-
mentary. All of the personalities of the collection — “Trips out
of Town” CDs and textual evidence of Yuri Albert, conceptual
photos of Igor Makarevich, album drawings of Viktor Pivo-
varov, free “oracular” improvisations of Pavel Peppershtein,
nostalgic compositions of Nikita Alekseeyv, intellectual mantras
of Andrei Monastyrsky, and the “new sincerity” of D.A. Prigov
—and all of its internal projectivities tell of the birth of the “new
wave” in Russia culture without demanding special conditions
for its democratic expression. The techniques of this modern-
day perception naturally record both the actual artistic aura
and the circumstances of social life, where the imaginary and
the real overtake one another and merge, making it impos-
sible to distinguish one from the other. It was pointless and
hopeless to reveal this strange world with a short-focus lens in
small details, and therefore the artistic thought of the genera-
tion found a way to remain aloof, to distance itself by creating
its own independent language. Its structure and new gram-
matical capabilities were sufficiently multiplayer and dynamic
to outline the circle of the new art community under the name
of “Moscow Conceptualism”.

The imagery of this phenomenon rested on the traditions
of Dada and Fluxus, using the universal foundation that arose
as a springboard for social revolution and radical cultural
practice. Fortunately, this movement — Moscow Conceptualism
— has still not become part of cultural consumption, proving
that its form is continuing to evolve by resisting transmutation
into a commodity and assimilation into Russian post-capitalist
culture. It has proved to be much more enigmatic than many
would like, by successively brightening its contours and not
joining "the social spectacle”.



BAuM 3AXAPOB

HeT Hriuero HOBOro M yAMBUTEIBLHOTO B TOM, UTO CaM XY OKHUK ABJIAETCS
K TOMY K€ KOJUIEKIIHIOHEPOM U apXHUBapuycoM. MUp XyZOKHHKA OCe-TaeT
IBLIBIO JIOKYMEHTOB, IMCEM, ITOJAPKOB Ha CTEHbI ITOJIKUA U IKa(bl, XOYET
3TOrO0 XyJOXHUK WiId HeT. OH 3aChIIaH “IbLIBIO”, OH B HEH XKUBET, ABJIS-
ACh, B IEPBYIO OYEPE/Ib, “IBUIECOOPHUKOM”. DTOT TUIl APXUBA U KOJUIEK-
UM MOXXHO Ha3BaTb “IbUIeBBIM . Jpyroii tum - “Apxus-Mycop”. B
3TOM CJIydyae Xy[l0KHUK aKTUBHO IIPEBPAIIAET BeCh yesoBedeckuii Mycop
B APXUB, HO MOXKHO CKa3aTh U TaK - Y€JIOBEUYECKUIT APXUB IIPEBPAIAETCS
B Mycop. IMeHHO 5TOT TUII KOJUIEKIIUM M apXuBa, BO3BEAEHHOIO B IVIO-
OGabHBIE MACIITAOBI, IPE3EHTUPYIOT B CBOEM TBOPYECTBE DHAU YOPXOJLI,
Hurep Pot, Hapa Kabakos, Penpaman. 3aech “NbUIb” NEPEMENMAETCI B
CTOPOHY “BCEJIEHCKOTO Mycopa”.

Tpernii Tun Apxusa (B JaHHOM CJIydae Sl BKJIIOYAIO B HETO U KOJUICK-
IUI0) — TOT, KOTOPBIA 5, COOCTBEHHO, U IBITAIOCh HPEJCTABIATb. JTO
“Apxus-knuiiep”. 3aech ApPXHUBY IPe-JOCTABJIEHbl PaBHbIE ABTOPCKHUE
IIpaBa C XYZOKHUKOM, 2 CTAHOBJEHHE OJHOTO OOYCJIOBJIEHO POCTOM JpY-
roro. B aTom cMbIciIe XyJ0KHUKY-KOJUIEKITMOHEPY ITOYAC IPOIIE CKPBITh-
s 3a MaCKOU cobupareis (B cIydyae COOCTBEHHOMN HECOCTOS-TEIbHOCTH),
HO OIACHOCTb B TOM, UTO apXUB MOXET CKPBITh XYJOKHHKA HaBCEIJa,
IIOXOPOHUTBH €r0 B CBOUX HOABATAX. “ApXUB-KM/LIEP” CO3AAET AOCHhE HA
Xy/lO’KHHMKQ, CaM ce0si cobupaeT U caM ceds1 KomMeHTUpyeT. OH MpophIBa-
€TCsl 9Yepe3 BCe YCTAHOBJIEHHBIE XYAOKHUKOM Iperpaabl. OH HeTepnuwm,
JKaJeH U OIlaceH.

S oueHb XOPOIIO MOMHIO TOT MOMEHT (MHe O0bLI0 22 roja), Korja BIPYT
pem JUisi cedsl, YTO MHOT'O€ BOKPYT MEHd Tpe-0yeT BHUMaHUs U apXuBa-
ruu. M yxe Torjga mouyBCTBOBAI CHaYaIa HEXKHYIO, a IIOTOM BCE€ CUJIbHEE
CKMMAIOIYIO ropsio XxBaTKy Apxusa. Toraa, B Hagaje BOCbMUAECATDIX, S
IPEACTABIST COOOM HE YTO MHOE KaK “BEIIAJKy , IIOCTABIECHHYIO B HYX-
HOE BpeMs B HY>)KkHOM MecTe. Ko MHe nonajjaiu BceBO3MOKHbIE MaTepHa-
JIbI, K IPUMEPY, KOTAA XyTOXKHUKU Ye3:KIU 32 TPaHUILy, OCTaBJIsAs Beé npy-
3bsIM U 3HAKOMbIM. Torza sMUrpupoBa HaBCETJA, IepPexo/sd B APYyroi
MHUP a6COTIOTHO CBOOOIHBIMU OT BCETO MaTepHuaabHOro. CKUAbIBAs

VADIM ZAKHAROV

THE SHIVA METHOD:
Archive, Collection, Publisher, Artist

There is nothing new or surprising about an artist being a col-
lector and an archivist at the same time. The artist's world
accumulates, dust-like, documents, letters and gifts on walls,
shelves and cabinets — whether or not the artist wants it to.
The artist is covered with this “dust,” he lives in it, and func-
tions above all as a “dust-gatherer.” This is what could be
called the Dust Archive (or Dust Collection). Then there is the
Garbage Archive: the artist actively transforming all human
garbage into an archive (but one could also say that a human
archive turns into garbage). This is precisely the kind of collec-
tion and archive, on a global scale, represented by the work
of Andy Warhol, Dieter Roth, llya Kabakov, Hans-Peter
Feldmann. There the “dust” grows into “garbage of universal
significance”.

The third type of archive (and by this | also mean a type of
collection) is the very kind | am actually trying to present. This
is the archive-as-hired-assassain, the “Killer Archive”.

In this arrangement the archive and the artist are equated in
their claims to authorship, the development of the latter linked
in-exorably to the expansion of the former. It is sometimes
easier for the artist-collector to hide behind the mask of a
gatherer (in case his own position is insecure), but the danger
lies in the archive’s potential for completely obscuring the art-
ist, forever burying him in its catacombs. The “Killer Archive”
treats the artist as if he were merely the subject of one of its
files; it collects itself and comments upon itself. It bursts
through all the barriers constructed by the artist. It is intoler-
ant, hungry, and dangerous.

| distinctly remember the moment — | was 22 — when |
resolved, privately at first, that many things around me de-
manded to be examined closely and be archived. Even then |
felt the grip of the archive — gently caressing at first, contract-
ing tighter and tighter around my throat as time went on.

In the early 1980s | developed an active interest in the tra-
ditions of unofficial art that had emerged around that time,
along with the system of linguistic codes and hierarchies of
the Moscow underground consciousness. This is how it
became possible for the first time to explore intra-group
dynamics as the subject of art (many of the works of Yuri



He II0 CBOeH BoJIe) Bce oJexAbl. Tak “Ha MHe moBucan” paboThl HECKOJIb-
KMX MOCKOBCKHX XyJOKHUKOB, B TOM umuciae u Buxropa Cxkepcuca, c
KOTOpbIM Mbl ocHOBaIA B 1980 roay rpynmny “C3”. Cpeau Hux — cepus
Mysvixarsuvie unempymernmol, BBIpE3aHHbIE U3 MPOCTOM Oymaru 3aTeiin-
Bble (pUTypBI, HA KOTOPBIE Hafo AyTh. Jlpyras cepus — u3 144 gucros -
Modeas uckyccmea, Tie BUKTOp 9TO-TO PHCOBAI U MHUCAJ, CTPOTO OTPAHU-
quB cebsa BpemeneM (b munyt) u gopmoii. Ilozxke, yxxe 6yayun B Hplo-
ropKe, Burs nogapua MHe 3T U pyrue padoThl.

OMHOBpEMEHHO € “IACCUBHOCTBIO BEHIAIKA BO MHE IIPOCHITAICH
aK-TUBHBII MHTEPEC K CJTOKUBIIENCA K BOCBMUJECATHIM TOJAM TPATUIIII
HeO(UITUAIBHOTO MCKYCCTBA, K CHCTEME SI3BIKOBBIX KOJOB U HMEPAPXUI
MOCKOBCKOTO aHJAEPTrPayHAHOTO co3HaHud. Torma, mokauyii, BIepBbIe
OKa3aJI0Ch BO3MOXHBIM PAaCCMOTPETHh CAMH BHYTPUTPYIIIOBbIE OTHOIIIE-
HUS KaK IPeAMET UCKYCCTBA (3TOM ke TeMe IMOCBAIEHbI MHOTHE PA0OThI
IOpusa Anbbepra). B 1982 roxy s mposes anketuposanue. Hapsany ¢ Tpa-
JULNMOHHBIMM BompocamMu “bBiamskm am BameMy TBOpPUYECTBY PabOThbI
TAKOTO-TO?” M IOJOOHBIMH, ObLIa M IPOBOKAIIMOHHAS IPOChOa — JaTh
OIIEHKY XYJOKHHUKy IO IATHOAIbHOH miKane. EcrecTBeHHO, y MHOrumx
XyIO’KHUKOB 3TO BBI3BAJIO Pa3Jpake€HHE U OTKa3. TeM He MeHee, cOOpaH-
Hbl€ MaTepPHUaJIbl IPEJCTABISIOT YPE3BbIYAliHbI MHTEPEC CETOMHS.

Pe3ynpraToM TaKOTO K€ aKTUBHO-IIPOBOKAIIMOHHOTI'O BCMATPUBAHUS B
TO, YTO MEHs OKpY»XKaJslo, CTaja padoTa, caenanHad B 1983 roxy, Hadnucu
Ha pyKke NN, KAaK OHA ITO3XKE CTajTa Ha3bIBaTbCs, A npuobpén 6pazos, KOTO-
pasg, K COXaJeHUIO, HA MHOTHE ToJbl UCIOPTUIA MOU OTHOMIEHUS C
HEKOTOPBIMHU Xy[OKHUKAMU CTAPLIETO MOKOJECHUS. ITA padOTa OOBITPbI-
BaJia IIabJIOHHO-U3BEeCTHOE HazBaHue usjganust 1913 roxa — Ioweuwuna
obuecmsenmomy 6xycy. Pabora copepxana “ockopbiaeHue” 1 OJHOBPEMEH-
HO “IIOIeYnHy” caMoMy cebe, TEM CaMbIM Cpa3y AaBas KJII0Y K IIOHUMAa-
HUIO aBTOPCKOU mo3unuu. S mertaacs npeacTaBUTh KPOIIEYHBIN aHJep-
I'PayHHBIA KPYT KaK 3CTEOIUIIMEHT.

ITozxke, B 1983 roxy, coBmectHo ¢ Ieopruem Kusepaiabrepom MbI clie-
namu KHUry o macmepexum (12 3k3.). Ctrumyaom i €€ co3/laHus TaKxKe
ObLIA MOMBITKA BU3yaJIbHO OCMBICTUTH TPAHHUILY XYJOKECTBEHHBIX IIPO-
6J1eM, ITOJHUMAEMBIX MOCKOBCKMMU XYJJOKHUKAMU Havyajaa BOCbMHUIECS-
ThIX. HO 3Ta KkHUTra, Aymalo, B nocaequuii pas gaaa KI'b nosoj Bmemu-
BaTCs B JieJ1a Heo(pUIUIBHOTO ucKyccTBa. Hauanacs koMmanus mpoTus
XyOKHUKOB-YYaCTHUKOB, ITOSABUJIACH CTaThs B ra3ete Cosemckas Kyismy-
pa nox HazBaHUEM Poibku 6 MymHoll 60de, HO IOCTEIEHHO BCE YTUXJIO.

Albert are dedicated to this topic as well). In 1982 | conducted
a survey that, in addition to the usual questions —‘Is your oeu-
vre close to the works of so and so?” and the like - also fea-
tured a provocative one: evaluate the work of that artist on a
five-point scale. Naturally many artists were annoyed by this,
and refused to answer. Nonetheless, the collected material is
extremely interesting today.

The result of such an actively provocative scrutiny of my
milieu became a work made in 1982, Inscriptions on the Hand
—or, as it was later called, | Made Enemies which unfortu-
nately ruined my relations with some artists of the older gen-
eration. The work, a play on the clichéd title of the 1913 publi-
cation “A Slap in the Face of Public Taste,” contained an
“insult” and at the same time, “a slap in the face” to myself,
which provided the key to understanding the author’s position.
In it, | attempted to present a tiny underground circle as an
establishment.

Later, in 1983, Georgii Kizevalter and | made a book titled
Around the Workshops (twelve copies). The book was an
attempt to visually comprehend the scope of creative issues
that concerned Moscow artists in the early 1980s. However,
this book provided the KGB with the final opportunity to inter-
fere in the affairs of the unofficial art scene. A campaign was
launched against the artist participants—an article appeared in
the newspaper Soviet Culture entitled “Small Fish in Muddy
Waters,” but the dust gradually settled. The times were differ-
ent, and | think that the KGB was already preparing itself for
perestroika.

These were my first works directed at the language, meth-
ods, and traditions of the MANI circle. They were slowly trans-
formed into publishing and archiving activities in the 1990s, by
which time | was already working in the West.

By the late 1970s, my generation was only beginning to
raise itself to the requisite professional level. The group
Mukhomor (Toadstool) had already emerged, along with the
artists Yuri Albert, Nadezhda Stolpovskaia, and, somewhat
later, Andrei Filippov. In the early 1980s talented artists from
Odessa began to make their appearance: Sergei Anufriev,
Yuri Leiderman, Larisa Rezun, the Peppers. The artists of the
older generation included llya Kabakov, Viktor Pivovarov,
Vitaly Komar and Alexander Melamid (who managed to emi-
grate to the U.S. in 1978 ), Eric Bulatov, Oleg Vassiliev, Ivan



Bpemena nactynmamm apyrue, u KI'b, gymaio, yxxe roroswics k Ilepe-
CTpOMKE.

ITO 6bUIM MOM IE€PBBbIE€ PAOOTHI, OOPAIIEHHbIE HEIIOC-PEACTBEHHO K
A3bIKy, MeTOJaM 1 Tpagunusam kpyra MAHUW. Buaumo, onu rnocreneHHo
Iepepacid B U3AATENbCKYI0 M APXHBHYIO AESATEIbHOCTb AEBIHOCTBIX
roJIOB, KOT/Ia 1 yKe CTaJ paboTaTh 3a rPaHUIEH.

C KOHIIA K€ CEMUJIECATHIX MOE ITOKOJIEHHE TOJbKO HAYMHAIO IOJLHU-
MaTbCs Ha JIOJDKHBIM IMPOQeCcCUOHAIbHBIA YPOBEHD: TOIAA HMOSABUINCH
rpymna Myxomop (Koncrantun 3Besgouéros, Ceen Iynprax, Cepreir u
Bragumup Muponenko), IOpuiit Annoepr, Hagexna Croanosckas, 9yTh
no3:xe Aggapeit @rmmnmnos. C Hagata BOCBMUAECATHIX HAYIU HOSBIATH-
csa TamaHTIMBble XynoxkHUKNA u3 Opeccol: Cepreit Anydpues, HOpuii
Jlerinepman, Jlapuca Pesyn, rpynma Ilepyns.. XynoKHUKA K€ CTapIIETO
nokosnenus — Mapa Kabakos, Bukrop Ilusosapos, Komap n Meramunj
(ycmeBumine jake SMUTPUPOBATH B 77 rojy B AMepuky), dpux byraTos,
Oser Bacunbes, MBan Yyiikos, ®pannucko Mudanrs, rpynmnsr Koa-
snexkmuenwie deticmeus 1 Inesdo (Jlonckoit, Pomans, Ckepcuc), Ha3BaHHAS
Tak Ha 3arajie 3a OJJHOUMMEHHYIO pabOTy Ha CKaHJAJIbHOW BBICTaBKE Ha
BAHX, u MHOrHe Apyrue 3aMedyaTeJbHbIE XYJOKHUKA PAOOTAIN YKEe B
IIOJIHYIO CHATIY.

OjHako pbIHKA HA COBPEMEHHOE HCKYyCcCTBO He ObL10. CTOMMOCTD
PaboT jaxke CTapUIero MOKOJEHUs, [yMalo, HE IPEeBbIITaja ABe-TPU CPe/-
HHE MecsiuHble 3apIuiaThl. Ilokymaam B OCHOBHOM JUILUIOMATBI, €CTe-
CTBEHHO, LIEHBI KAXABII pa3 ObLIN JOTOBOPHBIMU. Mos MecsadyHas 3ap-
IUIaTa CTOPOJKA PAB-HSLIACH 72 PyOJIsiM, MO3XKe, KOr/a s paboTall XyLoKe-
CTBEHHBIM peJaKTOpoM B uszparenbctse Mup, — 120 py6rsam. Bompoc
IpoJaxku y Moero mokosneHus: ao llepecrpoiikm He crosin. Tounee,
YCTPAuBAINCh, KAXKETCH, Napy pa3 KBapTUPHbIe ayKInoHbl. K npuMepy,
orbe3ny Hukurer Anexceesa B Ilapux npeamecrsosan B 1986 roxy ayk-
IMOH B MacTepckoil Ha ®ypmannom. Ha sToMm aykinuone s Kynuia ase
padotel: Hocmamveus u Kpamxasa ucmopus cospemenrozo uckycemea, uau
aHusHs u cmepms Iéprozo xeadpama. Pazmep padorsr 100x3670cm. S 3arura-
TII 32 Heé “KojioccanbHyio cymmy” B b0 py6ieii (cooTHecuTe ¢ 3apIuia-
toii). Ilocne ayknmona ko MHe mogomen pactepsHHbi Huknra n cka-
3ar: “Tbl ¢ yma come, g 6b1 Tebe €€ Tak mogapur’ . Paboty Koncrantuna
3Bezouérosa “Istr... 7 a kynu, kaxercs, 3a 25 pybJieii, 3aT0 Bce OCTaIb-
Hble, HA MOH B3IVISAJ, JYYIINE €ro padoThl s MOIYyYWI B IOJAPOK -
Hlenxoepagus, Ilponemapuu na naposos, I1pedamens 1opviozo, Ioayboie y

Chuikov, Francisco Infante, and those associated with the
groups Kollektivnye deistviia (K/D; Collective Actions) and
Gnezdo (Nest). The latter took its name from a scandalous
work at VDNKh in which the three artist members of the group
‘hatched” an egg in a giant nest. Many other wonderful artists
were already working at full force at that time.

However, there was no market for contemporary art. Even
the value of works by artists of the older generation did not, |
believe, exceed two or three average monthly paychecks.
Most of the buyers were diplomats, and in every instance the
prices were negotiated. My monthly salary as a night watch-
man was seventy-two rubles, but later, when | worked as an
art editor at the publishing house Mir, it was one hundred and
twenty rubles. Prior to perestroika there was no question of
the artists of my generation selling our work. | recall that in the
mid- to late 1980s, there were several auctions organized in
private apartments. For example, in 1986, before Nikita
Alekseev left for Paris, there was an auction in the studio on
Furmanny Lane. | bought two works at the auction, including
Alekseev’s Short History of Contemporary Art, or the Life and
Death of the Black Square, a work exhibited at the
Kupferstichkabinett in Berlin in 2003. The work is 1 x 36.7
meters, and | purchased it for it the “colossal sum” (relative to
my salary) of fifty rubles. After the auction, an embarrassed
Nikita came up to me and said, “You've lost your mind; | would
have just given it to you.” | bought Konstantin Zvezdochetov's
work Istr..., for, | believe, twenty-five rubles, but the rest and, |
believe, the best of his works | received as a gift: Silkography,
Proletarians to the Steam Engine, Gorky’s Betrayer, Gays
near the Bolshoi.

In every case Kostya would squint his eyes and say,
“Maybe I'll take a ruble off.” But one time he said, “Do you like
it? It's yours!” In fact you could say that the bulk of my collec-
tion is based on gifts. | was also given works because it was
known that this was the first collection of our generation
assembled by an artist. This is how it came to be that a time
bomb was placed under the artist Vadim Zakharov. The collec-
tion and the Archive began to acquire strength — slowly but
surely nailing the artist's feet to the floor.

Gradually “I-collector” rose to the level of “l-artist.”
Collecting soon turned into a mania. | began to collect as a
professional. | selected, asked, and bought (no matter the
amount).



Bowvwoeo meampa. Kaxapiii pas Kocta nmpumypsics rosopwr: “MoxkeTt
pyosuk ckuHYTH . A B apyroiu pa3d: “Hpasurcsa? Jlapio!” Bob6meMm, Bcio
MOIO KOJUIEKIIUIO MOXHO Ha3BaTb JapCTBEHHOM. /lapwin MHe paboThI U
IIOTOMY, YTO 3HAJIU — 3TO IepBas KOJUIEKINs HALIETO ITOKOJEHUs, COOU-
paemass xypokHukoM. Ho TakuM o6pasom m Obula 3al0)KeHa OomMOa
3aMeJIEHHOTO AeHCTBUS MO/ XynoxkHUKA Bagnma 3axaposa. Koutexknus
1 ApXUB OBICTPO HAOUPaIU CUIy, MEJJIEHHO, HO YBEPEHHO NpUOUBas
HOT'H XyJOXKHUKA K ITOJIY.

ITocTeneHHO “S-KOJIEKIMOHEP” CTal HAa YPOBEHb “SA-XYAOXK-HUK .
Cobupanue cTaI0 IpeBpamaTbcsa B MaHUIo. S Hadayn cobupaTh KOJLIEK-
uio npogeccuonanbuo. S spioupan. Ilpocun. Ilokynan (He BakHO 3a
CKoJIbKO). M Bcerma yAuBIIsAICSA, HOYEMY JIIOJAU C A€HbraMU, a TOTAA TOXeE
OBLIU JIIOAU C KOIIEJbKOM, HE OpId XOTs ObI JAPOM TO, YTO BHE BCAKOTO
COMHEHUSA OTPAXKAIO BAXXHBIA dTAIl PA3BUTUA MOCKOBCKOU CIleHBI. B
KOHIle BochbMuzecsAToIXx AHJpeil Poiitep n Cepreil BoikoB nogapuin
MHE HECKOJIbKO CBOHUX KUBOIMCHBIX padoT. IOpuii Jleiinepman, nocie
1epBOI BBICTaBKU B Kaybe asaneapoucmos, CHsII CO CTEHBI U IOJAPUT JIBE
6ousbmue cepun - Perenudka u Jlykvanuux. A padboThl rpynnbl demnuonst
Mupa, nosBusiieiica Ha 3ape Ilepectpoiiku, 6bUIM MHOI “KYIUIEHBI 3a
II€HBbI, KOTOPBIE JaXke HE YIOOHO 31eCh HAa3BaTh.

Cobupann XyZoKHUKH, APYrUX MHCTAHIUN He ObLIO. ¥ MHOTUX Xpa-
HIUINCh YHUKATbHBIE PAOOTHI, TEKCTHI, 00beKThl. COOMpPaHNEe U apXUBU-
pOBaHME CTAJIO OJHOU U3 XapaKTEePHBIX 4yepT Toro Bpemenu. Hexapom B
HasBaHuu Ilanxu MAHH (MocCKOBCKHIT apXUB HOBOT'O HCKyccTBa, 1980-
1982rr.), a mo3xke 1 B HEOPUIUAIBHOM HA3BAHUM “XyTOKHUKU I'PYIIILI
MAHM” akneHT ObLI IIOCTaBJEH Ha ApPXUB, 2 He Ha MaHUQECT. APXUB
no6exun. (He B aTom sm ogHa M3 mMpoOIeM COBPEMEH-HOTO PYCCKOTO
nckyccTBar!)

B 3TOM nyHKTE MOXHO ITepedpocuTh MOCTUK OT Apxusa Kk Mananusm.
Ianxu MAHH ctanu nepBbIMUA BO)KHBIMU KOJUIEKTUBHBIMU U3JaHUSMU,
HECMOTPsSI Ha THPAX B D 3K3eMILIApPOB. MeToJ pacrnpocTpaHeHUs! ObLT
IPUMUTHBHO HPOCTO3HAKOMHUBIINCH C MAaTE€PUAIOM, OJUH XYZOKHHUK
nepeaaBasl MankKy Apyromy. B aToM yHUKaIbHOM M3AAHUU MPUHSIN y4a-
CTHE JIy4lIde XYZOXXHHUKH M II03TBI MOCKOBCKOTO aHJAEPrpayHAA.
HMuunuaropom ero 6su1 AHjapeit Monacteipckuii. Ilosxe Angpeit mpo-
JOJDKWI HM3JaHUE, HO yxKe mox apyruMm HasBanueM Cooprnuxu MAHH.
31echb OH yke ObUI €JUHOJIUYHBIM PEIAKTOPOM, 33aJaBABIINM TOH KaX10-
My BBIIYCKYy. BA)KHO ¥ TO, YTO OY€Hb MHOTHI€ MOCKOBCKHE XyIOXHUKU

And | was always surprised why people with money — and at
that time there were people of means — didn't even take for
free work that undoubtedly reflected an important stage in the
development of the Moscow art scene. In the late 1980s Andrei
Roiter and Sergei Volkov gave me some of their paintings. Yuri
Leiderman, after the first exhibition at the Club of the Avant-
Gardists in 1987, gave me two large series featured in the
show: Felendika and Luk’ianchik. And | “bought” works from
Champions of the World, a group that had emerged at the
dawn of perestroika, for an amount that | am too embarrassed
to quote here.

Artists were the ones who did the collecting — there were
no other channels or institutions. Many acquired unique works,
texts, and objects. Collecting and archiving became one of the
hallmarks of the time. It's no coincidence that in the name
“MANI Papki” (MANI Folios) and later in the unofficial designa-
tion “Artists of the MANI Circle” the emphasis was placed on
the Archive, and not on the proclamation. The Archive was vic-
torious. (Isn’t this one of the problems of contemporary Russian
art?!)

As far as this point is concerned we can build a bridge from
the Archive to the Publications. The MANI Folios became the
first important collective publication of the Moscow
Conceptualists despite a run of only five copies. The distribution
process was primitively simple: after an artist pored over the
materials he handed the folio to another artist. The best artists
and poets of the Moscow underground took part in this unique
endeavor. Andrei Monastyrsky spearheaded the publication,
later continuing it under a different name: the MANI Collection.
Here, he was the sole editor, setting the tone for every issue.
It's also important to note that many Moscow artists made their
living working in publishing houses, illustrating and designing
books, and at the same time, utilizing book design methods in
their own works. Incidentally, the third issue of the journal
Pastor is dedicated to this subject.

Another artist-launched initiative was the “MANI Museum.”
Founded in 1988 by Nikolai Panitkov, the MANI Museum gath-
ered major works by artists of various generations. All the
works that entered the museum collection, shown at the
Carmelite Monastery in Frankfurt in 1991, were donated by the
artists themselves. It was this collection that prompted artists to
start collecting works by their fellow artists in the first place.



3apabaTbIBUIA JIEHbIM B H3JATEILCTBAX, WLIIOCTPUPYS U odopmisas
kHuru. IlapamtenpbHo MCHONb3ys KHUXHYIO CTHJIMCTUKY B CBOUX pabo-
tax. Kcraru, aToil Teme nocssmeH Tpetuil Homep xypHana Ilacmop.

B 1988 roay xymoxumk Huxosaii IlanutkoB opranusosan Myseu
MAHH, tae 6b111 cOOpaHbl BAKHBIE PAOOTHI XYJJO)KHUKOB PAa3HbIX IIOKO-
JeHui. BaxkHO, 9TO 5TO OblIa MHUIIMATUBA ONSATH-TAKU XYZOKHHUKaA. Bce
paboThl, KOTOpbIE BOILIM B COCTaB My3es, IMOJAPEHBI aBTOPaMU.
Kosnexkmusa 6pu1a nokaszana o ®pankdypre B 1991 roxy B MonacTeipe
kapmeanToB. Ho 3Ta ke Koyleknusl cTajga MEJIEHHO Pa3BOPAYMBATDH
CaMOTO XylIOKHHKA B CTOPOHY COOMPaHUS.

Korzma B Hauazne IlepecTpoiiki BOSHHK UHTEpPEC ¢ 3aaia, 3apoc ObLI
Ha XyZOKHHUKOB, 4 HE Ha apXUBbI U KO/UIEKIIMHY, HE NMEBIIHE €€ EHBI.
ApXMB yCTynII MO3UIUU Xyl0KHUKY, HO HE HaJ0JITO.

[oBOps Tak MOAPOOHO O CUTYAIIUU BOCBMUJIECATDIX, 1 KOHEYHO XKeE CTa-
PafoCh OOBSICHUTH NPUYUHBI CBOEH JIMYHOU JA€ATEIBHOCTU. Bo BcakoM
CJlydyae Ha JAHHOH BBICTaBKE § NMPEACTABIAI0 TaK WINM WHA4Y€ Pa3HbIE
METO/IbI MOCKOBCKOTO KOHIeNTyaIn3Ma. Sl BpICTymaio Kak KOJLJIEKI[UO-
HEp, apXu-Bapuyc, U3JaTejJb U XYIOKHHUK. DTy “MHOTOPYKOCTb” MOXKHO
Ha3BaTh “MeTogoMm IIuBbI’, OTHOCAIMMCA K OCHOBHBIM B MOCKOBCKOM
KOHIENTyaJIbHOM HCcKyccTBe. IlpakTmueckm Bce XymIOXKHUKU 3TOTO
HaIlpaBJEHUs AKTUBHO COBMEIAIOT JINTE-PATYPHYIO, apXUBHYIO, Xy/lOXKe-
CTBEHHYIO U IIepP(OPMaHCHYIO JesATeIbHOCTU. MIHTEepecHo TO, 4TO cell-
yac, HECMOTPs Ha JIpyroe BpeMs, Ha OTKPBITOCTb KYJILTYPHO-TIOJIH-
TUYECKOM CUTyallu, HECMOTPS Ha 6eCcUncIeHHbIe ITydoukanuu B Poccun
1 Ha 3amaje, sl XYZOKHUKOB MOCKOBCKOTO KOHIIENTYaJINM3Ma BaXKHO
YAEPKUBATh (BOCMBIO PYKaMU) B IOJYIPUBATHOH cepe TO, YTO OBbLIO
HapabOTAHO 34 MOCJAEAHNE TPU/IATD JET. SHAUUT, JI€JIO HE TOJIBKO B TOM,
YTO TOCYAAPCTBO 3arOHSIO XYAOKHUKOB B IIOJABAIbI, HE B OTCYTCTBUU
IEYATHOU MAIIVHLBI, HE B ILIOXOU 3KOHOMUHUYECKOU Oa3e.

C 1989 roga g cran cobupatb ApXUB JEATEIbHOCTH MOCKOBCKUX KOH-
IENTyaJlbHBIX XYIOXKHUKOB Ha 3amaje. B mepsyio ouepejb, CHUMATh Ha
BUJI€O (KOHEYHO, AWJIETAHTCKHU) BBICTABKH, BBICTYIUIEHUs, 4YTeHHA. K
HACTOAINEMY MOMEHTY COOpaHO 6oJjiee CTa NATUECATUA BUleOMaTepPUAIOB
O BBICTABKAaX, Nep(OPMAHCAX, A TAKKE O COBMECTHBIX ITOE€3/IKAX, BBIITNB-
Kax 4 MPOYUX “CEMENHBIX IIYINOCTAX. APXUB OIATH OOBABII MHE BOWHY.

Mos neAaTenbHOCTb XyMOKHIKA Ha 3anaje Havaaach Takxke B 1989-m.
ITepssbie rogpl, 1o 1992-ro, — Bpems npob U COTEH OMUOOK, CBI3aHHDIX,
B IIEPBYIO OYEPE/b, C HEIIOHMMAHNEM 3allaJHOM Xyl0XKECTBEHHOM CHUCTE

When the West started to be interested in contemporary
Russian art at the beginning of perestroika, the demand was
for individual artists and not archives and collections, which
did not as of yet have any value. The Archive yielded its posi-
tion to the Artist, but not for long.

Speaking about the situation in the 1980s, | will of course
attempt to explain the motivations behind my own work...
| operated (and continue do so) in the various guises of collec-
tor, archivist, publisher, and artist. This “multi-armed” approach
can be termed the “Shiva method” pertaining to the fundamen-
tals of Moscow conceptual art. Nearly all of the artists
involved in the movement actively combine literary, archival,
artistic, and performance activities. Interestingly, despite the
changing times, the openness of the cultural-political situation,
and the appearance of numerous publications in Russia and in
the West, it is important for the Moscow Conceptualists to hold
on, with eight hands and in the semi-private sphere, to what
they worked on over the past thirty years. Thus, it was not only
the state that drove the artists underground, nor the absence
of typewriters, nor their poor economic situation.

In 1989 | began to amass an Archive devoted to exhibi-
tions of Moscow conceptual artists held in the West starting in
that year. | began by videotaping (amateurishly, of course)
exhibitions, performances, and readings. By this point, | have
more than one hundred and fifty videos on exhibitions, per-
formances, as well as jointly organized trips, drinking parties,
and other “family” silliness. The Archive has again declared
war on me.

My activity as an artist in the West also began in 1989.
The first years were a time of trials and hundreds of mistakes,
due largely to a lack of understanding of the Western art sys-
tem, its dynamic and tempo. Much has already been said
about this. Many of my artist friends (along with myself) were
not prepared for this. A number of them broke down as a
result, not because they were poor artists, but because they
were unable to handle the pace, and ended up on the side-
lines. Context, language, and methodology-the result of many
years of work-were not taken into consideration, but constitut-
ed another reason for these personal failures. However, I'm
not trying to blame the Russian artists’ problems on the
Western system; moreover, every one of us was



MbI, €€ JTUHAMUKHU, €€ ckopocTtu. OO 3TOM yKe CKa3aHoO MHOro. MHorue
MOU JIpy3bsl XyJOXKHUKUA (U S B TOM 4YMCJE) ObUIM K 3TOMY HE TOTOBBI.
Mmuorue Ha 3TOM CJIOMAIMCh, HO HE IIOTOMY YTO ILIOXHE XyAOKHHUKHU, A
IIOTOMY UTO HE CIIPABUJINCH CO CKOPOCTBIO, OKa3INCh Ha 00ounHe. OxHa
n3 HpI/I‘{I/IH ATUX JINYHDbBIX aBapI/Iﬁ M B TOM, UTO HE y‘II/ITbIBaJICH Hapa6o-
TAaHHBIM MHOTHMM IOJaMH KOHTEKCT, SI3bIK, MeToAuKa. Hac melTaanch
HpI/I]IeHI/ITb K TOMY nimnm I/IHOMy 33Ha[[HOMy TEYE€EHNIO, BCTABUTDH B Ty nJin
JPYTYIO TPYIIY XYAOKHUKOB. OJHAKO 1 HE IBITAIOCh IEPETOKUTD IIPOO.IE-
MBI PYCCKMX XYZOKHUKOB Ha 3amagHylo cucremy. bosee Toro, kaxxaomy us
Hac ObUI JlaH KCKIIO3UBHBIN maHc. Hac crapanuch moHATH, HO Auajior
MOJIYYIJICS HE OCOOO PE3YJBTATHUBHBIN. DTO XOPOLIO BHUAHO HA OCHOB-
HOM, Ha 3aIla/JHOM PbIHKE.

B 1992 romy s mauwan usgaBatb Ilacmop — TemaTtmueckuil >KypHas
MOCKOBCKOT0o KoHIentyamsma. [Ipyunnoii ero nosBiaeHus CTaau ONu-
CaHHBIE BBIIIE COOBITHA. S pemmt BepHYThCSA U MOIBITATHCS HUCIOJIb30-
BaThb TO, YTO OBLIO OTPAOOTAHO MOCKOBCKOI ciieHo. “IlacTop” xypHail,
IIOCTPOEHHBIN HA TPAAUIMU MAJOTUPAXKHBIX n3ganuil. M necmorpsa Ha
TO, YTO MU3JAETCA HA PYCCKOM fA3BIKE, OH OKa3aJCsd TOU CTapOU-HOBOU
11aTPOPMOI1, ONMMPASICH HA KOTOPYIO, OKa3aJI0Ch BO3MOKHBIM JABUTATHCS
nanbme. Purypa IlacTopa mam macTyxa ObUTa ONpaBAaHA CHUTyallUe,
KOT/Ia PyCCKHE XYZOKHUKH PACCESUINCH IO BceMy Mupy. Maeosiorngeckas
macka ITacTopa npexpacHO coxpaHsiia U CKpbIBaIa 3a COOOI CTApyIO KOM-
MYHQIBHYIO CUCTEMY OTHOHIEHUU MEXIy XYAOKHUKAMH U, OJHOBPEMEH-
HO, JiaBajla CTAPT HOBOMY OCMBICJIEHUIO COOCTBEHHOM TPAJULIIU. A
cOoOpasI Ha CTPAHUIIAX JKypHAIA IIPEKHUX ABTOPOB, A TAK)KE CTAJI IPUBJIE-
KaTb XyJOKHUKOB, yexaBIIUX Ha 3amaj B cemupaecarnie. ITosxke g cran
PaCIIUPATL U3AATEIbCKYIO JEATEJbHOCTDb, Ha3BaB e¢ HMsdanue Ilacmopa
3onda. IlosiBunnceh otaenbHble u3ganust: Ilacmopckue obnoxcku, H3 scumus
npomoxwezo cmapya, Ilacmopckas demcxas bubauomexa i fpyrue, rae MHOTHAE
MOCKOBCKHE XYJOKHUKN OKa3aJIUCh OIATH BMecTe. M, kak 060l usja-
TeJb, 1 CTAI MOJYYaTh MAaTEPUAJIbI, IMCbMA, PUCYHKU, KOTOPbIE€ CTAHOBU-
JINCh YacThIo apxuBa 1 kostekiuu. C 1992-ro cam coboii ctan cobupats-
cA ““3gaTeabCKuil apxuB” (KOUIEKIMOHEP, U3JaTeb U XYIOKHUK CTAIN
JIALOM K juiy). HUKTO 13 aBTOPOB He HYXJIAJICS B TPAJULIMOHHON (ppase
“Bce mpuciaHHBIE MaT€pUAJIbl H3ZATEIbCTBOM HE BO3BPALIAIOTCS .
ABTOpPBI JApUIM CBOU PUCYHKH M HUKOIJA HE TPeOGOBaIM UX BO3Bpalle-
Hud. Hanpumep, Amutpuii Anexkcangposuu Ilpuros, caenas mo moei
npocbbe K u3ganuio Jemckas oubruomexa 15 pucyHkoB,

given a unique opportunity. Some people attempted to link us
to various Western currents—to place us within this or that
grouping of artists—while others tried to understand us-but the
dialogue was not particularly successful.

In 1992, in response to the above-cited developments, |
began to publish Pastor. A thematic journal devoted to Moscow
Conceptualism, Pastor is based on the tradition of small-run
publications. And despite the fact that it is published in
Russian, it turned out to be an old-new platform that enabled
us to move forward. The figure of the pastor, or shepherd, was
prompted by the dispersal of Russian artists the world over.
The ideological mask of the pastor perfectly preserved and
concealed the old communal system of relations among artists,
and at the same time initiated a new understanding of our tradi-
tions. The pages of the journal brought together the erstwhile
authors and also began to attract artists who had moved to the
West in the 1970s. | later expanded my publishing activity, call-
ing it “Pastor Zond Editions.” The following publications
appeared — Pastor Covers, From the Life of a Sodden Old-
Timer, the Pastor’s Children’s Library — along with others that
again reunited many Moscow artists. Like any publisher, |
began to receive materials, letters, and drawings, which then
became part of the archive and collection.

Beginning in 1992, a “publishing archive” began to be
assembled of its own accord (which brought the collector, pub-
lisher, and artist face to face). None of the artists required the
customary phrase “all materials sent to the publisher will not be
returned.” The artists donated their drawings, and never asked
that they be returned. For example, Dmitrii Aleksandrovich
Prigov, who at my request made fifteen drawings for the publi-
cation Children’s Library, gave them to me as a gift despite my
best efforts to return them. Sergei Anufriev and Pavel
Pepperstein likewise presented me with their books, drawings,
and verses, always with joy and laughter. My most recent
acquisitions were generous gifts from Yuri Albert, Larisa Rezun,
Andrei Monastyrsky, Ivan Chuikov, and Viktor Pivovaroy,
Natalia Abalakova and Anatoly Zhigalov, Ira Valdron, Natalia
Nikitin.

The combination of the archive, collection, and publishing
house, even a tiny one such as my own, naturally attracts ever
greater attention because it steps outside the bounds of



MOJAPMJI UX MHE, HECMOTPS HA MOE€ HACTOMYUBOE >KEJIAHUE UX BEPHYTD.
Cepreit Anyppues u Ilasen Ilennepmreiin fapuan MHE CBOU KHIKKH,
PUCYHKH, CTUXU BCETAA C PafloCThio B cMexoM. [Tocneaaumu monMu npu-
obpereHusaMu 6pUM 1eApbie ogapku IOpusa AnbbepTa, Jlapucs: Pesyn,
Angpes Monacteipckoro, MBana Yyiikosa, Bukropa IlusoBa-posa, Mpbl
Bampapon, Hartanmbn Huxurunoii, Haranrbum AbanakoBoit m AHaTosms
JKuranoBpix.

CoueTtaHue apxmuBa, KOJUIEKIIUM U U3JATEIbCTBA, JAXE TAKOTO KpO-
IIEYHOTO, KaK MO€, €CTECTBEHHO IIPUBJIEKAET BCE OOJIbIIE U OOIbIIE BHU-
MaHMUs, TaK KaK BBIXOJUT 32 PAMKU YaCTHOI'O COOMpPAHUS. 3/1€Ch MOKHO
yKe TOBOPUTDH O HEKOH IMPOJYMAHHOU JEATEIbHOCTH, C OIIpeAeI€HHBIMU
3ajauyaMy, CTUJIEM, aMOMIIUSMU HaKOHeEIl. AMOMIIUAMU XyTOXXHHUKA, B
IEPBYIO ouepenb. M BOT B 3TOM IIYHKTE HAYMHAIOTCS IIPOOIEMBI OOJIbIINE
1 MaJI€HbKUE, C KOTOPBIMU £ KaK XYAOKHHUK CTUIKMBAIOCDH €KEJHEBHO.

Brie s y:xe ymoMuHasI mpooJeMy, CBSI3aHHYIO C HE3HAHHEM KOHTEKCTA.
Omna cymecTBeHHa, KOrjja pedb UAET O KOMILJIEKCHOM IOAXO/E, a He 00
OIl€HKE TOU MJIM MHOU paboThl. BakHO, 4TOOBI B BO3/AyXe HE MOBHCAT
Borpoc “Komy Bc€ aTo Hy:kHO?” BO3HUKAIOT U Ipyrue BOIPOCHI, BbI3BaH-
HbI€ Y30CTBIO MPO-(P€CCHOHAIBHON OIIEHKU U HEIIOHMMAHUEM 3KOHOMU-
9YeCKOH CTOPOHBI: “3aueM Xy[0KHUKY HQJ[O 3aHUMATbCSI HE CBOUM JIEJIOM,
He JIy4le JI1 IPO(eCcCuOHAIbHO 3aHATbCA cBouM?” M “KTo onnaunsa-
€T BCIO 3TY JAeATEIbHOCTh? , a Kopode — “Tbl UTO UAMOT — OIUIAYUBATH BCE
13 CBOero kapmaHar!”

K 6oapmomMy mMoemy coxaJleHUIO, APYroro HyTU, KaK ObITb ITOJHbBIM
VIVOTOM U IUIATUTH CBOUM BPEMEHEM M CBOMMH JE€HBIAMU, I IO CUX IIOP
He obHapyxui1. HaBepHo moTomy, 4To g 3aHUMAIOCh IPEXKIE BCETO TEM,
YTO MEHS HEIOCPEACTBEHHO UHTepecyeT. MHe He TPeOyIoTCs coCcTpajia-
HUe U XaJlocTb. Sl cam oTBedalo 3a CBOIO IIYIIOCTb M IYCTbIE€ KapMaHBI.
Mown am6unu XyJ0KHUKA CTOST BPOBEHb C JKaJHOCTHIO KOJLIEKIIIOHEPA,
O6IOpOKpaTUEN apXUBAPUyCa U XOJOJHOCTBIO U3JaTeNsd. APpXUB, KOJUIEK-
IS 1 U3AATEIBCTBO HE SBJISIOTCA B MOEM CJIydae JOIOJTHEHUEM MU UMU-
TaIMeN Xy0KeCTBEHHOI'O ’KeCTa, KAK 3TO YaCTO CJIy4aeTcs, KOrja XyT0K-
HUK IPUAYMbIBa€T (PUKTUBHBIEC U3XAHUS, (DUPMBI, MY3€H WJIH KOTAA OH,
BBICTPAMBas HEKYIO OyTadopuio, CHUMAET B HEU TOT WJIM MHOU CIOXET
CBOEH HUCTOPUH XyZOXKHUKA. MO caydail HAOG0POT — 3TO CBEPXPEAIb-
HOCTb, B HEIl HET HUYEro IPUAYMaHHOTO (KpoMe, KOHEUHO, XYAOKHHUKA
Bagnma 3axapoBa). B Hell BC€ cymecTByeT B IOJIHYIO CHIY — APXUB

the private collection. Here we may speak of a certain deliber-
ated activity, with well-defined tasks, style, and finally, ambi-
tions: the ambitions of the artist, first and foremost. And at this
point the problems, both great and small, begin — problems
that | as an artist confront on a daily basis.

I've already mentioned the problem connected to the unfa-
miliarity with the context. It's essential in the consideration of
an overall approach, but not when evaluating an individual
work. It is important that the question of “Who needs all of
this?” not be explored in isolation. The narrowness of profes-
sional assessment and a lack of understanding of the eco-
nomic aspect give rise to other questions: “Why should an art-
ist occupy himself with work that is not his own; wouldn't it be
better if he kept to his own activity?” Or: “Who pays for all of
this activity?” Or, to cut to the chase: “Are you an idiot — pay-
ing for everything out of your own pocket?”

To my great regret, | have thus far found no way other
than to be a complete idiot and pay for everything with my
own money. Perhaps it's because | am engaged, before all
else, in something that interests me directly. | don’t need any
compassion or pity. | alone am responsible for my stupidity
and empty pockets. My ambitions as an artist are on a par
with the avarice of the collector, the bureaucratism of the
archivist, and the aloofness of the publisher. The archive, col-
lection, and publishing house are not in my case additions to
or imitations of the artistic gesture, as often happens when an
artist invents fictitious publications, companies, or museums,
or when he, having created a set, uses it to stage one of the
stories of his life as an artist. In my case it's the opposite: this
is hyper-reality; nothing has been fabricated (except, of
course, for the artist Vadim Zakharov). Everything here exists
in full force — the archive is an archive, and the publishing
house publishes real books, albeit with a tiny print run. Yes, |
weave the archive and the publishing house into my installa-
tions, using their status as the Other in order to emphasize
and highlight one or another concept, but never forgetting that
against their background the Other is oftentimes itself the ges-
ture. Here, it is necessary to have balance and a strategy for
survival. And it is in this that | see my detachment and unique-
ness. | juggle dangerous objects, a practice that could, follow-
ing an error, burn or simply destroy, turning all of my activity
as an artist, for example, into archival dust and myself



SBJISIETCSI APXUBOM, A U3JJATEIbCTBO BBIIYCKAET PEAIbHbIE KHUTU, MyCTh
KPOIIEYHBbIM THUPaxXoM. /Jla, s BILUIETAI0 apXUB U U3JATEIBCTBO B CBOU
MHCTULISAIAN, UCIIOJIb3YIO UX CTATyC JIpyroro, 4To6n! BbIAEIUTD, HOAYEP-
KHYTb Ty WJIM MHYIO CBOIO KOHILIEIIIUIO, HO 51 HUKOT/A He 3a0bIBal0, 4YTO Ha
ux ¢pone J[pyrum nopuac OKa3bpIBa€TCS CaM KECT. 34eCh BCETA TPEOYETCs
OaJIaHC U CTpATETus BbLKUBaHUSA. M IMEHHO B 3TOM s BIXKY CBOIO 000CO-
6JIEHHOCTb U CBOEOOpa3ue — sl HE 3HAI0, KTO BBUDKUBET. S sKOHIIHpPYIO
OIIACHBIMU BE€ILIaMH, KOTOpbIE€ IIPU OHUIMOKE MOTYT O0K€Yb WU IPOCTO
YHUUYTOXXUTD, IPEBPATUB, HAIIPUMEP, BCIO MOIO AESATEIBHOCTD XYJOXKHU-
K2 B apXHUBHYIO IIbLIb, @ MEHSI CAMOTO — B MAJIEHBKOT'O YEXOBCKOTI'O YMHOB-
HUKQA, OT KOTOPOTO OCTAHYTCSI TOJbKO IPUIEKHO PA3T0KEHHbIE OyMaru.
He Hano 3a6bIBaTh M TO, YTO JIOOOHM apXUB, KOJUIEKIUS, Pa3pacTasich,
PAaHO WIN HO3JHO XOPOHST CBOEro coduparess. ApXuUB — 3TO KWILIEP.
Kounekmus — Bop-kapManHUK. M3gaTe s — TOXOpoOHHOE 610p0, XyAOKHUK
Bceraa — keprBa. Ho nnorga sxeprsa yousaet Apxus. OJHaXABI 5 3TO
CAeal PyKaMU aBCTPUMCKOTO MOJIUIEencKoro. B 1977 roay B Ipane, c
yep/aKa JoMa, OJHUM BBICTPEJIOM M3 BUHTOBKU C ONTHUYECKUM IIPUIIE-
JIOM OBbLT yOUT “TOYEUYHBIN apXUB” — IPYCTOBCKOE NMUPOXHOE “Masien”.

B npyroii paz “Bop-kapMaHHUK’ 3aXBaTbIBA€T IIABEHCTBYIOIIEE IOJIO-
JK€HHE B 3TOM O€CKOHEYHOM KOHIIMPOBAHUU U BBICTABJSAET “HarpadJeH-
Hoe” He rae-Huoyap, a B Kyngepmrux kabunere, rae cobpansl /lopep,
PemOpanT, boruuemm u apyrue Besukue “akTépbl”’ UCTOPUHU U KYJIBTY-
PBL

He sToT 111 abcyp/; MBI Ha3bIBEM UCKYCCTBOM M HE Ha 3TOT JIU IIUPK MBI
CTPEMUMCS IOIACTD, PACTATKUBAS APYT Apyra JoKTaMu? Eciu 3To Tak, To
g obecneun1 cede oyaymee. Henbasa moronuts Bcé cpasy. Mim apxus, mwim
KOJUIEKIMS, MU U3AAHUS, WU XYJOKHUK KaK-HUOYIb IJi€-HUOYAb ITOBHC-
HYT Ha BeIIaJIKe NCTOPUU. MeHs He IOTOIIUTh HEBHUMAHHUEM, HE CTEPETH
6e3neHexxbeM. S BeueH B cBOEM 320y KACHUN.

into a small Chekhovian official after whom only carefully
placed papers will be left. It is important to remember that any
growing archive or collection will, sooner or later, bury its col-
lector. The Archive is an assassin. The collection—a pickpocket.
The publisher - an undertaker. The artist is always the victim.
But sometimes the victim kills the Archive. Once | did this
through the arms of an Austrian policeman. In Graz in 1977, a
single gunshot fired from the attic of a house killed the “pointil-
list archive” — the Proustian cake, a Madeleine.

In another instance, the “pickpocket” seizes the dominant
position in this endless feat of prestidigitation and displays his
“booty” — and not just anywhere but in the Kupferstichkabinett,
a museum that contains works by Direr, Rembrandt, Botticelli,
and other great “actors” of history and culture.

Is it this absurdity that we call art, and is this the circus we
strive to enter, elbowing each other out of the way to do so? If
that is the case, | have assured my future. It's impossible to
drown everything at once. Either the archive or the collection
or the publications or the artist somehow, somewhere will hang
on the coat hanger of history. | cannot be drowned by lack of
attention or effaced by lack of money. | am eternal in my delu-
sion.



HATAJTbA ABAJTAKOBA
AHATOJTUN UTANOB

Ha aByx skpanax xenmuna (H. A.) 1 myxxunna (A. JK.) “o6MeHeHHBIMU ro10CaMu”,
(H. A. —ronocom A. K., u A. JK. - ronocom H. A.) moouepesHO YUTAIOT OTPBIBOK U3
“nepsoro cnos” Tekcta "HeTbIpe KOJIOHHBI OUTEIBHOCTH", CIIEIIUATHHO HAIIMCAHHOTO
aBTOpPAaMH JIst 3TOro mpoekTa. OCHOBY JUII 3TOT'O TEKCTA, IPOTOBOPEHHOTO IEpe]|
BHICOKAMEPOH U “IIPENapUPOBAHHOIO” TaKUM 0Opa3oM, YTOOBI OHH TOBOPUIN
“0OMEHEHHBIMU roJI0CAaMH”, COCTABUIN TpUMEPHI 13 11 HENPaBUILHBIX IJ1aroJ0B 2
cupsokenus: THATD, JEPKATD, TEPIIETb, OBUJAETDH, CJIbIIIATD,
BUJAETH, HEHABUJAETH, 3ABUCETbH, BEPTETDH, AbIIIIATHL, CMOTPETD,
B3STBIC W3 CJIOBAPS PYCCKOTO A3bIKA B YETHIPEX TOMAX (IVIABHBIM PEAAKTOP BTOPOTO
n3nanus A. I1. EsrenbeBa, Mocksa, usnarenbctBo “Pycckmii s13b1k”, Mocksa, 1981).
CamMu TEKCTBI 3TOTO IPOEKTA YACTHYO OBLTN U3AaHbI B XypHa1e “KommenTapun’, 24,
2003; morHBIN TEKCT Bomesa B KHUTY aBTOpoB npoekra “UYJIN®b u OJIOPEPH”
(“KommenTtapun”, Mocksa, 2008)

On two screens a woman (N.A.) and a man (A. Zh.) "in switched voices" (N.A. in the voice of A.Zh., and A.Zh. in
the voice of N.A.) take turns reading passages from the "first layer" of the text of "The Four Columns of Vigilance",
specially written by the authors for this project.
The basis for this text, recited before the video camera and "prepared” so that they speak "in exchanged voices", was
comprised of examples from 11 second-conjugation irregular verbs: GNAT"' (chase), DERZHAT"' (hold), TER-
PET' (endure), OBIDET" (offend), SLYSHAT" (hear), VIDET’ (see), NENAVIDET" (hate), ZAVISET' (depend),
VERTET' (turn), DYSHAT' (breathe), and SMOTRET' (look), taken from a four-volume dictionary of the Russian
language (chief editor of the second edition A.P. Evgenieva, Moscow, Russky Yazyk publishers, Moscow, 1981).

The project texts themselves were published in part in Kommentarii magazine, 24, 2003. The complete text
was included in a book by the authors of the "ITUDIF i OLOFERN" project (Kommentarii, Moscow, 2008).

Four Columns of Vigilance (screen version), 2000




Self-Portrait With Bound Eyes, 2000

Kabachok (Marrow Squash), 1983

This Work Was Made After the Work “Bunny The Painter”, 1985

IOPUN ANBLBEPT

Portrait of Vadim Zakharov
(Special for the Cubism Exhibition), 1987

I'm Not Vadim Zakharou, 1983
Lost Day, 2004

What I Saw, 2007

The Letters “A” and “Yu”. From the Capital Letters Series.
Made at Vadim Zakharov's request for the first issue of
Pastor Magazine, 1992

From the series of drawings, collected during the preparation of
the Retrospection exhibition, 1987

Drawing for the Pastor’s Covers Edition, 1992 - 1993



B 1996 roxy g Hauasn cepuio aBTONOPTPETOB: YCEJICS IEPeE]
3epKajJoM, 3aBA3as cebe mIasa, B3sUI KapaHAall U CTa
pucoBaTtb. MHE KaxxeTcs (M 3TO OYEHb BaXXHO), YTO 11O
PUCYHKAM BC€-TaKU BUIHO, YTO 3TO — aBTOIIOPTPETHI.
HecmoTps Ha cloppeaTncTCKuil mpueM, MHE BaXKHA He
paboTa CIy4yaltHOCTU, 2 HAOOOPOT, CKOJBKO MOXKET OCTAThCS
OT CO3HATEJBHOTO HAMEPEHHU, OT NIKOJIBHOTO MMA0JI0Ha Ha
3TOM CTPAHHOM PUCYHKE.

Self-Portrait with Bound Eyes, 2000

In 1996 | started a series of self-portraits: | sat down in front
of a mirror, closed my eyes, took a pencil and started drawing.
| think (and this is very important) that one can after all see
that the drawings are self-portraits. Despite the surrealist
method, it is not the method of chance that is important to me
but, on the contrary, how much deliberate intention and inner
set pattern are left over in such a

strange drawing.



Haoauo

Kabachok (Marrow Squash), 1983
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I'm Not Vadim Zakharov, 1983



et oy e,
e e T
o i, T et e i ¢ e i Ellimn e P
T L
# g, S phine s [ fttamgip—r, mtar

R ..-";__.:-'_-__ e
e el v sarns “stre gz
e o ot

:{_____ f.f-n- i e e s ._——---.-4

" dnnii

S e s,
. o s, e rns, e et
S _
;.2". &..u_f,‘.-"_.ﬁ-g;_v&-q,al-h
i-n..-r‘-!_. ,_...‘f_u-
it oo fonn b Ml g b A= .
?-"..r m ..’.,p g, g, s i i apmine 2 e
e e e ] an-n;-.---?(— B e e s e
ks 5 e e Ene B e = ik & il
e oy ) ?_. pphete ...... H— r—— =
e -
Bt e oy, eafftmposgtfpuiat pey Sploprasy, goor * iy
ttne 2 ."'?"‘:-" s, o

- - i
R i

Lost Day, 2004

e Srs
,.-.'_;/.-J-.._-..Ju_un' A S
g it 4 gy s o B Sk B S aeilm ¢

f?_??__ T T -

A o gy arthans 22 L e
o Hau e --fﬁ- e b, AT P i i
fae pbpgnne ¢ mme F i Ry

S ,....-#?1.&'., _,.,.,_a‘.u it A

e

E . r
B = T
] - ol =

§ i, iy b s S oy Lem e ot eyl

2 e A ARSI P i e S
d—-‘&—-_.,—ﬁ.--.—-—l-.-

Hope spisagiaias, o mmrppmsa, sl fadirats S B Z jppana

I K ST 4 A, e g, fuf bt st rrtay

i e Hipla, s i, Agpnse

-

gy anands i il

Fiaminy 088 avew daemn

oL
B et andl- o il
et i o it e s g #
ey ,,-n-_,p—-u-‘-'u-—-" N s ppp— i & 5
}M—rw.-u'n..-rp--wn.-)ua._.ﬂ-.—._—- S n_‘.. -
ol i nnat p-em e e i s e

.,. 5 9!_
o ...J..__,_-i.ﬁ_&-...-.‘-“.._.-_u.....-....._..-_ﬂa_.

Fas g e o e diins iyt i, i o e

L e T i vy gt s m—— [ it o

Al s s Sl 8 Sttt i it Bm, S
umnrs s et st - imtin

7 |

S --'-_:_.d,._..pz..-....- I | S i e e b

.r,.?- a1 i | S, s, St

-‘\r’-u Tn bl o

iy Sogras fen San Jisme K o et Mgy et b’
e R S I
e e e e L TR ———

s i Al & A ki ppens. A i ¢ Vg e et

e o e o s

Jhr Soe it ity

e T T —




Drawing for the Pastor’s Covers Edition, 1992 - 1993
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A Brief History of Modern Art, or the Life and the Death of the Black
Square, 1986

Nostalgia, 1987
HUKWUTA ANEKCEEB

The Letters “N” and “A”. From the Capital Letters Series.
Made at Vadim Zakharov's request for the first issue of

the Pastor Magazine, 1992

Drawing for the Pastor’s Covers Edition, 1992 - 1993



Yepnwviit keadpam ManeBruya — OAMH U3 CUJIbHENINNX TIEp-
coHaxel Tparudapca, KOTOPbIii Ha3bIBAETCS
"CospemenHoe uckycctso". B ommune ot Powmana
Momana, — MOil cooTeuecTBeHHUK. 10 €CTh, HaBEpPHO,
OH ObLT HamboJIe€ €CTECTBEHHBIM repoeM JUIs MeHs. Tem
6osiee, uTO B 86-M, Ha 3ape NEPECTPOMKU, OH €lie ObLT
IO/l 3AIIPETOM, U 5 €T0 BUJEJI TOJIbKO Ha PEIPOAYKIIMAX
B 3aIla/[HbIX U3JAHUAX. A TYT €llle - IPOYUTaHHbIE KOT/a-
TO JIaBHO T€OpPeTUYeCcKUe TEKCThbl ManeBuya o cynpema-
TH3Me, COBEPIIEHHO KOMHKCHBIE IO UX KaHPY B 60roc-
JIOBCKOMY yrapy. Bor s u gnoaymascs, He MOTYy BCHOMHUTD
IIOYEMY, PACTSIHYTDb KBAZPaT JO KOHIENTYaJIbHO OECKO-
HEYHOT'O IIPSIMOYI'OJBHUKA, TEM OOJIee, UTO IO CIyJaro
YQJI0Ch KYIIUTh PYJIOH YEpPHOU poTorpaduyeckoii byma-
ru. beut kBajipar - cTaHeT JIMHUA, KOTOpas, BO3MOKHO,
KOIJIa-TO [IEPECEKAETCS C YEM-TO EIIE.

Ho B aT0#1 ncTOPUU, KOTOPYIO S MBITAIOCH BOCCTAHO-
BUTb, €CTD €Ile OJHO, U MOXKaIYH, I MEHS CaMO€e BaXK-
Hoe. PysioH yepHOii 6ymMaru s HOKPBIBAJI PUCYHKAMU B
CBOEI HEOOJIBIION KOMHATE, Ha CTOJIEe, HE MMes CIleHa-
pus ¢ packagposkamu. Ciesa jiekal Ha IOJIy POJIUK,
MIOCTENEHHO CMATBbIBAaBMIMIICA HanmpaBo. 1o ecTs - 1 He
YBEPEH, UTO K CEPEANHE PAOOTHI 1 TOYHO IIOMHMUII TO,
YTO HAPUCOBAI B €€ Havaje. TO - MyJbTAILIKA, C/leIaH-
Has OYEHb OLICTPO U 6€3 Ha/[eXK/[bl Ha IIPOKAT II0 TeJe-
BU30PY WINA B KHHOTeaTpax. JKusns u cuepmo Yeprozo
Keadpama 6112 creana CIenUagbHO A1 BICTABKU
Bumwcs 3a uckyccmso, B 04eHb CrieU(UIECKUX JKU3HEH-
HBIX U COIIUAIBHBIX OOCTOSTENIBCTBAX. JTO 3aBEJJOMO
acpemepHas pabora, nHAUe 51 6bI, HABEPHO, HE pacCTe-
JIAJI €€ Ha CHETY.

Yepes MHOTrO €T €€ 3(peMepHOCTD YCUIUBAETCS €llle
TEM, YTO II€JIUKOM f €€ BUJEJ OJUH pa3 - B butne, Ha
cuery. Ho Torma, pasymeercs, He 6bUI0 HU BpEMEHU, HU
JKeJTaH!s PaCCMATPUBATh, YTO HapHucoBal. Tak uTo
HapucoBaHO — He ToMHI0. [Tlouemy npoxosxue B mapke
burna ee ne 3aronranu - He 3Hal0. HaBepHo, onu Torga
C yBOKE€HHEM OTHOCUJIMCH K JIIOOOMY UCKYCCTBY.

Huxuma Anexcees

Black Square by Malevich is one of the most powerful
figures of tragic farce that bears the name of “Modern
Art”. And because, in contrast to Duchamp's Fountain,
it comes from the same country as | do, it was only
natural that | chose the Black Square as my hero. Al
the more so since in 1986, at the very outset of “pere-
stroika”, it was still  banned and | only knew it from
reproductions in Western publications. In addition, all
the theological fuss in Malevich’s Suprematist writings
(that | at one point read) reminded me of comics.

So it dawned on me, and | cannot remember why,
that | could stretch the square into a conceptually
endless triangle, especially as | had just by chance
managed to buy a roll of black photographic paper. Out
of the square came a line which will probably someti-
me intersect with something else.

However in this story which | am trying to remem-
ber, there is one more thing which seems most impor-
tant to me. | was making drawings on this roll of black
paper on the table in my small room, without having
any scenario with close-ups. The roll lay to the left on
the floor which | gradually rolled to the right. | am not
sure now that by the middle of the work | even remem-
bered exactly what | had drawn at the beginning. It
was an animated cartoon done very quickly and wit-
hout any hope to be shown either on TV or in movie
houses. Life and Death of the Black Square was made
specially for the exhibition Struggle for Art and arose
from very specific personal and social conditions. It
was an ephemeral work, otherwise | do not think |
would have spread it on the snow.

Many years later its ephemeral effect has been
intensified by the fact that | saw the whole of the work
only once - on the snow in Bitza. But certainly at that
time | had no time nor wish to scrutinize what | had
drawn. So | do not remember what is drawn there.

I still do not know why the passers-by did not
trample it underfoot. Perhaps at the time they treated
all kinds of art with respect.

Nikita Alexeev

A Brief History of Modern Art,
or The Life and Death of Black Square, Bitza's Park, 1986
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Cepuio pucynkos «Hocranbrus» s caenan 8 Hadaze 1987, nesanoiro po
oTbe3a u3 Mocksbl B [lapusk — s He 3HAJI, BEPHYCD JIU KOTAA-HUOYb B
Mocksy. Bepnyics. Kyga-To B ipyroe MecTo u BpeMs.

Ha 3Tux pucyHKax s HOIBITAICH 3aPETUCTPUPOBATH TOMOIPApHUIO
COBEPIUIEHHO U3HOIIEHHON ¥ B MEHTAJIBHOM, U B PU3UYECKOM OTHOIIE-
HUM KBapTUpPHI 433 B 1ome 48 /4 1o ymuie JImutpus YibaHOBA, TA€ KU
OKOJIO IECATHU JIET, I/I€ MHOIO OBLIO IIPOKUTO MHOT'O BAKHBIX COOBITUI 1
rjie HeKoTopoe BpeMs padoTana «ranepes APTART».

3aHUMaTEeIbHO, YTO 3TU PUCYHKH s HE YB€3 C COOOI, a OCTABIII B
Mockse. To ecTb OHU HE CYyBEHHP YTPAYE€HHOTO, HO HPOHUS 110 OTHOIIIE-
HUIO K cebe, a 3a0/{HO K JIIOOOI1 ITOIBITKE YTO-TO YHECTH C COOOI Ha
ITO/IOIIBAX MOJYCTONTAHHBIX OOTHHOK.

bonee Toro, g 6p1cTPO 3a6bUT 3TU PUCYHKU U HE BCIIOMHIT Obl HUKOT-
Jia, He TOKaku ux MHe Bagum 3axapos. EcrecTBenno, cefiuac onu
HUMEIOT ISl MEHSI KaKOWU-TO MEMYapHBIN CMBICI. BO3MOXHO, OHI MOTyT
HPEJCTABIATh UHTEPEC /IS UICTOPUKOB M APXUBHUCTOB KYJIBTYPBI 1
HICKyCCTBA — XOT$ HE Y MEHS OJJHOTO 3TO MOKET BBI3BATh YCMENIKY. B
3CTETUYECKOM OTHOIIEHUN OHU OJIM3KU K aOCOTIOTHOMY HYJIIO, 3TO
BHUJTHO KaX/IOMY HETIPEIB3ITOMY 3PUTETIO, YTO-TO TOHUMAIOIIEMY B
HCKyCCTBE.

YTo xe KacaeTcsl HOCTAIbIUU, S €€ UCIBITBIBAIO, KOT/[a BO3BPAIAIOT-
Cs1 BECTHUKH, HECYIIFIE COOOIEHHS O TOM, YTO HU HAPHCOBATh, HU
pacckasaTh. DTH IIBETOBBIE, CIYXOBBIE, OOOHATENbHBIE, OCA3ATEIbHbIE
HOBOCTH JICHICTBUTEJIBHO BAKHBI. Y HUX HET HA MECTA, HU BPEMEHU,
Tyna Hu BepHYTbCA, HU JO6EKATD.

Huxuma Anexcees
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I produced the "Nostalgia" series of drawings in early 1987, not long before leaving Mos-
cow for Paris — I did not know whether I would ever return to Moscow. I returned.
Somewhere to a different place and time.
In these pictures I attempted to register the topography of apartment 433 in building
48/4 on Dm. Ulianov Street, an apartment completely dilapidated both mentally and
physically, where I lived for ten years, where I lived through many important events, and
where for a time the APTART gallery was located.
It is interesting that I did not take these pictures with me, but left them in Moscow. In
other words, they are not a souvenir of something lost, but irony with regard to myself,
and simultaneously to any attempt to take anything with me on the soles of my half worn-
out shoes.
Moreover, I quickly forgot these pictures, and would never have remembered them if
Vadim Zakharov had not shown them to me.
Naturally, they now have a certain nostalgic significance for me. Possibly they could be of
interest for historians and archivists of art and culture — though this would seem ironic to
more people than myself. Aesthetically, they rank close to absolute zero, as is obvious to
any unbiased viewer who understands anything of art.
As for nostalgia, I experience it when heralds return bearing news of what neither pen nor
mouth can describe. These colorful, hearable, smellable, sensible news are truly signifi-
cant.
They have neither place nor time, To that place one can neither return nor run.

Nikita Alekseev
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Nostalgia, 1987



1. TpemumHbI HA CTEHE.

2. Kpbiika ot kacrpronu, 3acynyras 3a Tpyoy IOueit boaen.
3. Byrbuika us-nox 12-nernero «baranrarina», npuHeceHHoro M.
Pormrasem, ¢ cyxumMu MakaMu, IPUBE3CHHBIMHU JIET 7 HA3a/[ U3
Kapmar.

4. IlycTpie 6yTHLIKH.

5. Ipa3nas nocyza.

6. 3aHaBeCKU U3 KOPUYHEBOTO CUTIIA, IIOBEIEHHbIE M.
KoncrantTuHoBOI.

7. Kypunast Hora, BEICOBBIBAIOIIASICSI U3 IOMOMHOIO BeJpa,
O6E€CCMBICJIEHHO JIePTaloascs.

8. ’Kenrtbie 3Be3abl JlaBuaa.

9. P:xaBbIil KyXOHHBIN HOX.

10. Cymmuika st mocyapl.

1. Cracks in a wall.

2. Lid of a pot shoved behind Yulia Boden's chimney

3. Bottle from 12 year-old "Ballantine", brought by M. Roshal, with dried poppies brought 7
years ago from the Carpathian Mountains.

4. Empty bottles.

9. Dirty dishes.

6. Brown calico curtains hung by M. Konstantinova.

7. Chicken leg sticking out of a garbage pail, twitching pointlessly.
8. Yellow stars of David.

9. Rusty kitchen knife.

10. Dish drainer.




1. Hagnuce Ha crene, caenannas npusareneM Miasu «Ilamsr» CMupHOBa
1o kandke «bopoga» (oayKaIMBIK, TOTyOOITapUH OOJrapCKOro
IIOJIJJAHCTBA, YYUBIINIcs B MOCKOBCKOM YHUBEPCUTETE U
IPUJYMABIINI HOBOE OOBbSICHEHNE BO3HUKHOBEHHIO IJIATOJIMIIHI)

2. Hagnucep, caeranHas B MOMEHT KPalHEro pasapaKeHus 10 ITOBOAY
BCEOOIIEro II0IICA.

3. Hagmmucs, caenannaa Mibent «ITamori».

4. YepHbIil KPECTUK.

5. Haanuce Ha ATIOHCKOM A3bIKe, cjenanHas Onerom Mygpakowm.

6. Hagnuce, caenannasa TeM xe «bopomoii».

7. Hagnuch Ha TOJIBCKOM SI3BIKE, agpecoBaHHasd Koty fire.

8. Hagnuce, caenaHHasg B MOMEHT KpaliHEH yCTaJIO0CTH.

9. YepHblil KPECTHUK.

10. Pucynox u3 «MpimmmHo# cepumn» 1985 r.

11. Axpec bepnaa Miosiepa, ororpaga us xypHaia «Wintermanns»
12. Axpec Mapwu ne Jloobe, sxenbt H.A.

13. Teneon xkaxoro-ro A.X.

14. «Ilnactunka», caeranHas 1O0.Jleiinepmanowm.

15. Kpbuto anrena.

16. Kononka «KuHan», npunecennag H.OBYMHHUKOBBIM.

17. CioBa u3 necumu, ycabimanuoi 6 ¢pespans 1987 r.

18. Apxo-pozosas ceTka, nogapennas Karpun Teprbe.

1. Inscription on a wall made by a friend of llya "Papa" Smirnov, known as "Boroda" ("The Beard";
a half-Kalmyk, half-Bulgarian of Bulgarian nationality, who studied in the Moscow University and
came up with a new explanation for the emergence of the Glagolitic alphabet)

2. Inscription made in a moment of extreme irritation at universal pop culture.

3. Inscription made by llya "Papa".

4. Small black cross.

5. Inscription in Japanese, made by Oleg Mudrak.

6. Inscription made by the same "Boroda".

7. Inscription in Polish, addressed to Jascha the cat.

8. Inscription made at a moment of extreme tiredness.

9. Small black cross.

10. Drawing from "Myshinaya Seriya" ("Mouse Series"), 1985.

11. Address of Bernd Miiller; photograph from Wintermanns magazine

12. Address of Marie de Lobie, wife of N.A.

13. Telephone of one A.Kh.

14. "Record", by Yu. Leiderman.

15. Wing of an angel.

16. KiNap speaker, brought by N. Ovchinnikov.

17. Words from a song heard on February 6, 1987.

18. Bright-pink net, given by Katrin Terie.




1. Marautodon «Grundig», npunaexamuii Kapune CrakerTn.

2. Yennurens «Poauna», mepekpaneHHblid B CEPBIi I[BET, YHECEHHBIN € ObIBIIEHA
6a3bl pacnasmerics rpynmnsl «KabuneT» B mHCTUTYTE UM. IyOKIHA

3. IIplnecoc «Buxpb» 1959 r., npunecennslii ot pogureneit, poro
OnyOJMKOBAHO B KypHaie «Actuel», 1986 r.

4. ITburecoc «bypan» NpuOIM3NUTENBHO TOTO € BpEMEHU, HAliJIEHHBII B
noxbesae y M. Pomans.

5. Kuraiickas KapTHHKA C aIUTMKAIIUEH 13 KPAaCHOU OymMaru, N300 paxaionias
ancToB, npuHeceHa Mameit KoHcTaHTHHOBOM.

6. Kasenmapp Ha 1987 r. ¢ nuso6pakennem bya/ipl, HarmeyaTaHHBIA
HIEJIKOTPA(CKUM CIIOCOOOM TAUIMHCKUMU OyaucTamMu, nogapeH Hancu
Tpasep.

7. Kommka-xonmika, o4eHs oxoxast Ha kora fJmy, skusmrero y H.A. B 1979-
1983rr., npusesennas Mameit Koncrantunosoii us Kapmar.

8. banka roay6oro akpuinka ¢gpupmerl «Talens», mogapennas Cepreem
BoskoBbim.

9. banka opaHXeBOro aKpuJIMKa TOH ke (pUPMbI, IOJJaApEHHAS UM KeE.

10. Tony60ii nepeBsAHHBINA CTOJI, HAWJIEHHBINA B KOPUJOPE.

11. IMagaromast KpacHast MITUKOHEYHAsI 3Be3/a. Yaia 5-ro ¢pespais B 23.27.
12. Ileneabpanna ¢ nsodpaxenneM Mepuiua Monpo, nogapenHas Katpun
Tepne.

13. ITnakat ana puabma C.ConoBbeBa «3paBCTBYH, Maibuuk bananan!»

14. Kononka, npunajesxkamas C.Iynanaxy.

1. Grundig tape recorder belonging to Karina Staketti.

2. Rodina amplifier, repainted grey, taken from the former base of the disbanded group Cabinet in the
Gubin Institute

3. 1959 Vikhr vacuum cleaner, brought from parents' house; photo published in Actuel magazine, 1986.
4. Buran vacuum cleaner, from approximately the same time, found in the entrance hall at M. Roshal's.
5. Chinese picture with red paper overlay, depicting storks, brought by Masha Konstantinova.

6. 1987 calendar with a picture of the Buddha, silkscreen printed by the Tallinn Buddhists; given by
Nancy Trever.

7. Cat coin bank, very like Jascha the cat who lived with N.A. in 1979-1983, brought by Masha
Konstantinova from the Carpathian Mountains.

8. Blue acrylic coin bank made by Talens, given by Sergei Volkov.

9. Orange acrylic bank made by the same company, given by the same person.

10. Light-blue wooden table, found in a corridor.

11. Falling red five-pointed star. Fell February 5 at 23:27.

12. Ashtray with a picture of Marilyn Monroe, given by Katrin Terie.

13. Poster for the film by S. Soloviev, Zdravstvui, Malchik Bananan! (Hello, Bananan Boy!)

14. Speaker belonging to S. Gundlakh.




1. lopoxxHblii 3HaK, HalileHHBIN Ha yaune 1986 r. u uaeHTHYHbIN
TOMY, KOTOPBIH ITOCY>KIJI /I U3TOTOBJIEHUS] COBMECTHOM €
Huxosnoit OBumHHUKOBBIM paboThl «IlomHblll Biepe»

(1981 r.) — (Ha MecTO cTpesKU OblIa MPUKJIEECHA MIPAMUAQ).

2. Kyya TpAnu4YHBIX OOPE3KOB 6€10T0 IIBETA C TOTyObIMU
y3opuukamu, npuHeceHHas B 1985 r. Cepesxeit AHy(dpueBbIM.

3. KapToHHas KOopoOKa c JIOCTPO, NpuHeceHHass Mareil
KoucrautunoBoii.

4. Bymasknpie pysonbl-pucynku A.Ilpurosa nu H.Anekceesa.

5. Briosine nojaonieecs: NpeCcTaBJIeHUIO CYIIECTBO, KOTOPOE
MOJKET BBINIOJI3aTh U3 MKada.

6. ITnmakar ¢ uso6paxenuem Ilpunna us xypuana «Rock’n’Folk»
7. 3Be3aa, cAeIaHHAs U3 IPOBOJIOKU U (POJIBIH, C HIEKTPUIECKUMU
gamnoukamu. ITogapena Hukonoit OpunHHUKOBBIM. JlaMnouknu
JTOJDKHBI OBLIN 3KUTAThCS OT 6ATapeUKU, HO HE 3AKUTAINCH, TaK
KaK COIPOTHUBJIEHUE OKA3JIOCh CIUIIKOM BBICOKHM.

8. KieTuaTnlii 3e1€eHO-KOpuyHeBbIN nupkak B ctwie Hlykmumna.
9. KanapeeuHo-xenToIil mapg, nojapeHHbIi JIeHoi 3eJInHCKON.
10. IlTap¢ BUmHEBOrO LBETA B GBI TOPOIIEK — MyXOMOPCKAsI
repaibJuKa, - nofgapeHHblil Cepexeit AHy(ppUEBbIM.

11. ITap¢ ¢ magnuceio «Reykyavik 86, USA-USSR», nogapeHHbIi
Honcu Tpasep

12. Knura «Scenografia Polska», HensBecTHO OTKy/la B3ABIIASACA, U
BAISAIOIASICSA B IPUXO0KEH YKe JIET MATh.

13. «Bep6b1» ¢ Kasiokaca, npuBesennble u3 BuabHioca B 1984 1.

1. Road sign found on the street in 1986 and identical to the one that was used with Nikolai
Ovchinnikov to produce the work "Polny Vpered" ("Full Speed Ahead") (1981) — (a pyramid was glued
over the arrow).

2. Pile of white rag scraps with light-blue patterns, brought in 1985 by Serezha Anufriev.

3. Cardboard box with chandelier, brought by Masha Konstantinova.

4. Paper scrolls of drawings by A. Prigov and N. Alekseev.

5. Easily imaginable creature that could crawl out of the closet.

6. Poster of Prince from Rock'n'Folk magazine

7. Star made of wire and foil, with electric light bulbs. Given by Nikolai Ovchinnikov. The light bulbs
were supposed to be powered by a battery, but did not light up, since resistance proved too high.

8. Green and brown-checked Shukshin-style coat.

9. Canary-yellow cupboard, given by Lena Zelinskaya.

10. Cherry-colored polka dot scarf — toadstool heraldry —, given by Serezha Anufriev.

11. Scarf bearing the words "Reykyavik 86, USA-USSR", given by Nancy Trever

12. Book, Scenografia Polska, which came from someplace or other and has now been lying about the
vestibule for a good five years.

13. "Pussywillows" from Kazukas, brought from Vilnius in 1984.




1. Cakcodon, Beirannbiii H.AsnexceeBy C.BopoHIIOBBIM /11
urpel B «C.B.».

2. flpko-po3soBas ceTka, nogapeHHas K. Tepbe.

3. Pa6ora H.Anekceesa «I1OPP, SAYEM ».

4. Kononka «Kunan», npunecennas H.OB4MHHUKOBBIM

5. /luBaHHBIE BAJIUKU.

6. Teredon, BnocieacTeun pacrontaHHbii Ilereit
MaMOHOBBIM.

7. Jlerkue TY4KH, CEIOMe IPUOHON JOXKANK.

1. Saxophone, issued to N. Alekseev by S. Vorontsov for playing in "S.V."
2. Bright-pink net, given by K. Terie.

3. Work by N. Alekseev: "PFF, ZACHEM" ("PFF, WHY").

4. Kinap speaker, brought by N. Ovchinnikov.

5. Couch armrests.

6. Telephone, subsequently trampled by Petya Mamonov.

7. Light clouds sprinkling a light mushroom rain.




1. Crukep n3 «bepeskn», OTKJI€EHHBIN OT KAKOU-TO €/bl, IPUHECEHHOH KEM-TO.

2. IInakat meponpusaTud noJ HaspanueM «La Victoire sur le Soleil», nspannbrii
«Atelier de Creation Populaire Archeopteryx», Toulouse, nogapennsiii IOnueit bonen.
3. Kaptuna JIm.Kpacnonesnesa 1959 r. ¢ maamuceio Ha o6opote «/loporoit Mapuon

¢ Hanayummmu noxkenanusamu. J[.Kpacc. 16 oxT.1959 r.»

4. JTatinep Bounr-767 asnannunit «<KLM», nposeresmuii 6 ¢pespans 1987 r. B 14.32.

5. PucyHok Ha cTeHe, MCIIOTHEHHBIN 300TOoH nactoi K.3Be3noueropiM B 1983 1.

6. Bervmest ¢ rep6om K.3Be3nouerona.

1. Sticker from a Berezka store, removed from some food item, brought by someone.

2. Poster for an event titled "La Victoire sur le Soleil", printed by "Atelier de Creation Populaire
Archeopteryx", Toulouse; given by Yulia Boden.

3. 1959 picture of Dm. Krasnopevets, inscribed on the back: "To dear Marion with best wishes.
D. Kras. Oct. 16, 1959".

4. Boeing 767 liner belonging to KLM airlines, which flew over on February 6, 1987, at 14:32.
5. Drawing on a wall, in gold paste, done by K. Zvezdochetov in 1983.

6. Pennant with the coat of arms of K. Zvezdochetov.




1. Cnromannblii asekrpoopras «kOHOCTE», mpuHeceHHbIlt C.MUpoHEHKO.
2. bac-rurapa C.Boponrosa.

3. Komuxc «7Kusup u cmepts YepHoro Ksagpara».

4. Caxcogon, Boijansbi C.BoponnoseiM H.Anekceesy s urpol B
«CpeaHepycCcKoil BO3BBIINEHHOCTH>.

5. PyTIsp OT 3AEKTPO-TABANCKOU-TUTAPDI («IDJIEraBbl»), IPUHECEHHBIN
H.OBYNHHUKOBBIM.

6. CuoH, 06MOTAHHBIN 3IEKTPOIPOBOJOM, IIOA Ha3BaHUEM «AyIMa-ATa»,
usgenue C.Anydppuena.

7. Yennurens «PoauHa».

8. Uemoman-koaoHKa, usaeare H.OBunHHUKOBA.

9. O6aoxKka xypHana «Fenetre ouverte sur Moscou», u3zaBaeMoro

¢ pannysckum noconbctBoM B Mockse, usgeane H.OBunHHNKOBA.

10. ®ducramkoBass HAAMNCH.

11. Crpoka necHu «CTaJIMHCKHE JOMA».

12. KuTaiickuil yrapHblii ”HCTpYMeHT, npuBe3eHHbIi I0eit 1 Mapkom
boaen, nonyunsmuii Hazpanue «Ilexbmenn».

13. Kaptuna H.Anexceepa «Bosme6nas Mbimb», npuHagaexanas Jlene
3eJINHCKOA.

14. PucyHok Ha cTeHe ToJay60ro 1 30J0TOrO LIBETA, CAETaHHBIN Ha MECTE
BMSITUHBI, OCTABIIENCS OT akIuK «KOJIEKTUBHBIX JTENCTBUI»
«Bocnipoussegenue».

15. Texct necun «lepon kocmoca».

16. MbIIIHBIN XBOCT.

1. Broken Yunost electric organ, brought by S. Mironenko.

2. Bass guitar of S. Vorontsov.

3. Cartoon: "Life and Death of the Black Square”.

4. Saxophone, issued by S. Vorontsov to N. Alekseev for playing in "Srednerusskaya
Vozvyshennost" ("The Central Russian Upland").

5. Case from an electric Hawaiian guitar (Elegavy), brought by N. Ovchinnikov.

6. Siphon wrapped with electrical wire, called "Alma-Ata", creation of S. Anufriev.

7. Rodina amplifier.

8. Suitcase speaker, creation of N. Ovchinnikov.

9. Cover of a "Fenetre ouverte sur Moscou magazine", published by the French consulate in
Moscow, creation of N. Ovchinnikov.

10. Pistachio caption.

11. Line from the song "Stalinskie doma" ("Stalin’s houses").

12. Chinese percussion instrument, brought by Yulia and Mark Boden, which was dubbed
"Pelmeni".

13. Picture by N. Alekseeyv, "Volshebnaya Mysh" ("The Magical Mouse"), belonging to Lena
Zelinskaya.

14. Picture on a light blue-and-gold wall, created on the site of a dent left from the "Collective
Actions" event, titled "Vosproizvedenie" (“Duplication”).

15. Text of the song "Geroi Kosmosa" ("Cosmic Heroes").

16. Mouse tail.




. [Tpurnamenue Ha BeicTaBky Kynu Mamymoro B R.I.S.D.

. Mepormdrl, namucanaeie O.MyzapakoMm.

ITanbmer 1 Mope, HapucoBanHble Harameit 03-03 nmo ximuke «Ilyrauesa».
. MckyccTBeHHBIN MaK, yHECEHHBIN 13 MarasuHa «MoOJHbBIA TPUKOTAXK>.
. Mepormdrl, Hanucanublie Katpun Tepbe.

. Ix Tpanciaurepanus, nanucannas O.Myzapakom.

. @ororpadus Jlennr 3eaUHCKOH, caenanHas KuzeBagisrepom.

. ®ororpadus Karpun Tepnbe.

. «Poman-XonoamipHuK» 3B€3109€TOBA, HAITIOJTHEHHBIA PUCYHKAMUI
M.Posen6moma, ¢pororpaduamu u meakumu paboramu C.Anyppuena.
10. Ilncpma, ueproBUKH, poTOrpacduu u mp.

11. KpacHble 3B€371bl, IUISANIYIIHAE IO ITOJIY.
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1. Invitation to the Kuni Matsumoto exhibit at the R.I.S.D.

2. Hieroglyphs, written by O. Mudrak.

3. Palms and sea, drawn by Natasha, nicknamed "Pugacheva", on 03.03.
4. Artificial poppy, taken from the Modny Trikotazh (Stylish Jersey) store.
5. Hieroglyphs, written by Katrin Terie.

6. Their transliteration, written by O. Mudrak.

7. Photograph of Lena Zelinskaya, by Kisevalter.

8. Photograph of Katrin Terie.

9. "Roman-Kholodilnik" ("Refrigerator Novel") by Zvezdochetov, filled with drawings by
M. Rosenblume and photographs and small works by S. Anufriev.

10. Letters, drafts, photographs, etc.

11. Red stars dancing across the floor.




1. bonru, npunecennsle Tonelt KypasiaeBbim.

2. O6epTouHas 6ymara, B KOTOPYIO OBLIO 3aBEPHYTO Oesibe, IPUHECEHHOE U3
IIPa4Y€9HOM.

3. 50-BaTTHBII 6aCOBBIN AMHAMUK, IpHUHECEHHBINM Hukomoit OBUMHHNUKOBBIM.
4. Yeunmurens «TY-104», npunecensniii C.BopoHIIOBBIM.

5. Tapenka, npunecennas C.BoikoBbIM.

6. Pynon c pa6oroit C.Anydpuesa, picTaBieHHo B burne 30 noaops 1986 r.
7. Tapenka, npunecenHas C.BojikoBbIM.

8. bapabaH, npUHECEHHBIN UM Xe€.

9. CroMaHHBIHI 31EKTPOYTIOT.

10. Bopona, cuasamas Ha (¢ponapHOM CcTOJIGE.

11. Kosnonka, npunagiexamas C.Iynmaxy.

12. Yemopan, pazpucosannbiii A.Politepom u nojapenssniii um H.A.

13. broct ABpaama JIunkoabHa, nogapeHHbId JI.baxkanoBbIM.

14. Tym60uka, Haburas pororpadgusaMu, NUCbMAMU, TPUIIANIEHUSAMA U T.J.

1. Bongos, brought by Tolya Zhuravlev.

2. Wrapping paper, which held linens brought from the laundry.
3. 50-watt bass loudspeaker, brought by Nikolai Ovchinnikov.
4. TU-104 amplifier, brought by S. Vorontsov.

5. Plate, brought by S. Volkov.

6. Scroll bearing the work of S. Anufriev, exhibited in Bitza on November 30, 1986.
7. Plate, brought by S. Volkov.

8. Drum, brought by the same.

9. Broken electric iron.

10. Raven sitting on a lamppost.

11. Speaker belonging to S. Gundlakh.

12. Suitcase decorated by A. Roiter and given by him to N.A.
13. Bust of Abraham Lincoln, given by L. Bazhanov.

14. Nightstand filled with photographs, letters, invitations, etc.
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1. Jlenemxku xeBaTelbHOU pe3nuHKH, Ha KoTopylo Ckepcuc u 3axapos
MPUKJIENBAIN Kpen-0ymary Bo BpeMs ogHoM n3 cBoux aknuii B APT-ARTe.
2. YepToukn, 0603HAYAIONMIE MUHYTHI M CEKYH/bI (MMEETCS B BUAY
kommo3unus sxkona Keiipka «4°37»).

3. Hagmmuce, caeraHnHasg ¢ MOXMENb.

4. 3010Tas1 KpacKka, OCTABABIIASCA OT IMMOKPACKHU «XOJIOAUIbHUKAa-PoMana»
Koctu 3Be3goueroBa.

5. Hapgnmuce, crenannaa B.HekxpacossiM, korna oH He 3actan H.Asnekceesa
JloMa B €T0 J€Hb POXKACHUS.

6. Hagnuce, ocraBnennas ILKusesaisrepom.

7. 3auepKHyTast HAJINCh HEU3BECTHOTO COACPIKAHMSI.

8. Hagnuce «APT-ART Gallery», 3akpanienHas 1ocje 3aKpbITUsA rajepeu.
9. Pucynok noxabHOro cojiep;kaHusi, KOTOPbIA MOT Obl ObITh HAPUCOBAH
Ha CT€HE U MOT OBl OBITh 3aYEPKHYT.

10. IIpoussenenue rpynmsl «Myxomop» «ImaBHas kaptuna (Bocxof,
COJIHITA)».

11. Kopo6xa u3-1oj; 6ypryH/icCKOro BUHa C OyTbLIKAMU M3-T10]
HOPMAHJCKOTO cujpa, npuHeceHHbiMu Jlop J[ro6opabe Ha perneTUnmo
«CpeHepyccKOil BO3BBIIIEHHOCTH>.

12. 3BoHOK, He paboTaBUINI ¢ MOMeHTa niepee3na H.Asnekceesa B 3Ty
kBaptupy (1976 r.)

1. Flattened pieces of chewing gum to which Skersis and Zakharov stuck crepe paper
during one of their events at the APT-ART.

2. Dashes indicating minutes and seconds (referring to John Cage's composition "4'3").
3. Inscription made while hung over.

4. Gold paint left from painting Kostya Zvezdochetov's "Kholodilnik-Roman"
("Refrigerator Novel").

5. Inscription of V. Nekrasov when he did not find N. Alekseev at home on his birthday.
6. Inscription left by G. Kizevalter.

7. Crossed-out inscription of unknown content.

8. Inscription "APT-ART Gallery", painted out after the gallery's closing.

9. Obscene drawing, which could have been drawn on a wall and could have been
crossed out.

10. Work by the Mukhomor (Agaric) group, "Glavnaya Kartina (Voskhod Solntsa) / Main
Picture (Sunrise)".

11. Burgundy wine box with Normandy cider bottles, brought by Lor Dubourdieu to a
rehearsal of "Srednerusskaya Vozvyshennost".

12. Bell that has not worked since N. Alekseev moved to the apartment (1976).




1. «Ham ¢rar», narorosneHHbil A.@UIMIIIOBBIM.

2. OTkpbITKa ¢ BUugioM Kpacnoii riomaau, nogapeHHas

Ppancyas uz RTE

3. OTkpbITKa ¢ BUusioM Tpuymdanbnoii apku B [Tapuxe,

nojgapenHaa Hancu Tpasep.

4. OTKpBITKA ¢ BUAOM MaHX3TTEHA, IOAAPEHHAS €1 JKe.
5. Iloxymku, cmreie JleHOH 3eMHCKOM.

6. 3esieHOE CcTEraHOE Ofiesio, B3gToe y Mumm Pomrans.

7. ManeHbKkuit YJIUYHBINA IAPTU3AH, OABUBIIUICA U

ncdesnysimuii 4-ro ¢pespans 1987 r., 0kos10 2-X 4acOB JHSI.

8. Matpacsl, nojapennnie Cepesxeii IllyroBbim.
9. 3osnoTag npocteind, nogapenHas IOneit boxen.

1. "Nash Flag" ("Our Flag"), by A. Filippov.

2. Post card with a view of Red Square, given by Francois of the RTF.
3. Post card with a view of the Arc de Triomphe in Paris, given by Nancy
Trever.

4. Post card with a view of Manhattan, given by the same.

5. Pillows sewn by Lena Zelinskaya.

6. Green quilt, taken from Misha Roshal.

7. Alittle street partisan, who appeared and vanished on February 4,
1987, around 2 PM.

8. Mattresses, given by Serezha Shutov.

9. Gold sheet, given by Yulia Boden.
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Drawing for the Pastor’s Covers Edition, 1992



CEPFEN AHY®PUEB

Portrait of Monastyrski
(specially for the Cubism exhibition), 1987

Untitled (signed "l Tynep, 1998 "), 1987

Sputnik (book consisted of 12 separate sheets), 1997

Artists! Please, Don’t Sleep! 1997

Bite, 2001, 2004

The Letter “S. A”. From the Capital Letters Series,
made at Vadim Zakharov's request for the first issue of

the Pastor Magazine, 1992

Drawing for the Pastor’s Covers Edition, 1992 - 1993
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B 1986 r. I'epman Bunorpajos (Torga xyaoxHuk rpynnsl “[etckuit Cap”) yerpoun C. A. CTOPOXKUTB ObIBILIYIO
MacTepckyro ByueTnua B nocenke “CmoneHckasi ctopoxkka” Ha TumupsizeBckoit yauue. M3-3a Beicokoro 3abopa,
OKPY>KaBILEro y4acTOK C JIByX3TaKHbIM, IBOPLOM C KOJIOHHAMU, TOPYAJIM TUTAHTCKUE FOJIOBbI BOXK/EH 1 MaTepeil.
OrpoMHbI€ CKYJBITYPbI 3aMOJHUAIM CaJl U MACTEPCKYIO, MOXOXKYIO Ha LIEX, C HEOOBSTHBIM KPYIOM J1JIs1 BpAILEHUS
MOHYMeHTOB. [IpocTop no3Bosisia aenaTs 60Jblie paboThl, a TYT elle NOABEPHYJICS PYJIOH OeJbeBOM TKaHU.
Boopy>kuBumce Kpackamu 1 KUCTMU, C.A. NPUCTYNUIT K BBINIOJIHEHUIO BHYTPEHHEIO MOHYMEHTANIBHOIO 3aKa3a. Ero
BCeryia MpUBJIeKal MOHYMEHTAIU3M, IPUYEM B CBETE NapaJJOKCATLHON UIeU — MPEBPATUTh MOHYMEHTAJIbHOE UCKYCCTBO B
HOBbII 513bIK BbIPA>KEHMSI KOHLENTYaIbHbIX Uel. BecrIoTHbI B MOMEHT POK/IEHHs] KOHUENTYaI13M M0 MEpe Pa3BUTHUS
Hen30eKHO 00pacTall MIOThIO, KaK M BCSIKUIA pacTyluil opranusM. B xonopHoi Poccun ynnotHenue ("kapHaBanu3anus"
Ha JIATbIHM) OCOOEHHO HEOOXOAMMO. [IpIXaHKne ofieBaeTCs MapoM, 000N KOMIIJIEKC BbICKa3bIBaHUI YKYTHIBAETCS B 1IyOy
MaTepUaIbHOTO BOIJIOLIEHHS NPSTYeTCsl 32 CTeHAMU MHTepnpeTauuii. Bkyne ¢ pa3mMepamu pycckoro KocMoca CUTyauus
00pEKaeT Ha MOHYMEHTAJIN3M.

Ilepen C.A. BcTana 3aga4a — 00J1€4b HEYTO MAMOJIETHO YCKOJIb3AIOILEE B MOHYMEHTAJILHOE TOJIOTHO, YTO 110 Ufiee,
JI0JI>KHO TOPOAUTS “nacpoc yCKOJb3aHus 1 32 €ro cYeT 00eCeYnTh IHEPIUI0 MEHTAIBHOTO CKOJIbXKEHNUS, OPraHU3yOLLEero
“IEMOHCTPATUBHYIO 30HY, 9KpaH TPAHCTPECCUMU, TJIe 3pUTEIIb MOXKET MOHAOIIONIATh JIbDKHBIE TOHKH 32 Tpefieibl

cylero. BeickasbiBaHME O HEBO3MOXKHOCTH TaKOBOT'O IOJKHO TaK>KE€ UMETh CBOXO MHTPUTY, Pa3BEPHYTYIO B (DUKTUBHOM
NPOCTPAHCTBE, OPraHM30BaHHOM KaK MOBECTBOBaHUE. B yacTHOCTH, ¢ 9TON Lienbio Obla MPOBEJieHa JEKOHCTPYKIMS
aTpuOyTUBHOCTH MPOMU3BEIECHMS, @ UMEHHO — aBTOPCTBO U JjaTa co3fanus. PaboThbl, moxoxue no hopme U MaHepe
UCTIOJTHEHMSI, TTOANUCHIBAIUCH Pa3IMYHBIMU BbIMBILLUIEHHBIMU aBTOPAMHU, AAThl CTABUIIUCH 3aBEIOMO JIOXKHbIE,, OTHOCSIILIUECS
K Oynyuiemy. (OpuH u3 Ka3dycoB: padora 1986 r., nopnucannas lItyuep, natuposannast 1996, BeicTaBnena suiib B 2009,
KOI/Ia Pa3HULA B CO3[JaHUM PAOOTHI U MOANMUCH CTUpAeTCs U 00e JaThbl TOHYT B HepasjieibHoM [Ipoiiom).

ITopo6HbIe AEWCTBYS U TOIMA PACLEHUBAIUCH KAK XYJIMIAHCKUE, HO TeNepb, KOrja aTpudyTHKa cepTuUIMpPOBaHa U 3a Hel
CTOSIT IEHbI'M, TOJJOOHBIM paboTaM He MECTO Ha pbIHKe. X cyliecTBoBaHMe — onacHeias u3 60M0, exallasi B 37aH1u
COBPEMEHHOI'0 UCKYCCTBA.

OTBETCTBEHHOCTB 3a COfIETHHOE OepyT Ha ce0sl TPaAMMOHHBIE CYy(PUIICKUE aTapbl — CKa3UTEIN, YbUX UMEH U BO3PACTa
HMKTO HE 3HAET U CKPBIThIE MMaMbl — a0flajibl, IEPEAAIOLIME 3HAHUE C TOMOILBIO 001aK0B, BeTpa U nTull. Cepeeii Anygpues

In 1986 German Vinogradov (then an artist of the "Detsky Sad" group) established S.A. as a guard at the Vuchetich's former workshop
in the "Smolenskaya Storozhka" settlement on Timiryazevskaya Street. From behind the tall fence surrounding a lot with a two-story
columned mansion protruded the gigantic heads of leaders and mothers. Enormous sculptures filled the garden and the workshop,
which looked like a manufacturing plant, with an immense disk for rotating monuments. The wide spaces made it possible to do more
work, and here a roll of longcloth had turned up, as well. Armed with paints and brushes, C.A. began the work of filling a domestic
monumental order. He had always been drawn to monumentalism, namely in the light of a paradoxical idea: to transform monumental
art into a new language for the expression of conceptual ideas. Bodiless at its birth, as it developed conceptualism unavoidably became
overgrown with flesh, like every growing organism. In cold Russia, embodiment ("carnalization” in the Latin) in particularly necessary.
Breath is clothed in vapor, and any complex of utterances snuggles into the fur coat of material incarnation, and hides behind the walls
of interpretation. Together with the dimensions of the Russian cosmos, the situation dooms us to monumentalism.

S.A. faced the task of clothing something fleetingly evasive in a monumental fabric, which in theory should generate a "pathos of eva-
sion", and thereby provide the energy of the mental slipping which organizes the "demonstrative zone", the screen of transgression,
where the viewer can observe skiing races beyond the bounds of the existent. A statement of the impossibility of such a thing must
have its own intrigue, unfolded in fictitious space, organized as a narrative. In particular, it was with this goal that the deconstruction
of the attributiveness of a work took place, specifically through authorship and date of creation. Works similar in form and manner of
execution were signed by various invented authors, while patently false dates pertaining to the future were given. (In one such case a
1986 work, signed Shtutser and dated 1996, was exhibited only in 2009, when the difference between the creation of the work and the
signature disappeared and both dates drowned in the indivisible Past).

Such acts were deemed rowdy behavior even then, but now, when attributes are certified and backed by money, there is no place on the
market for such work. Their existence is the most dangerous of the bombs lying in the building of modern art.

Responsibility for what was done is borne by the traditional Sufi Attars — storytellers whose names and ages no-one knows, and the
hidden imams — abdals who convey knowledge through clouds, wind, and birds.

Sergei Anufriev

Untitled (signed "ILImyyep, 1998"), 1987
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Artists! Please, Don't Sleep! 1997



Bite, 2001, 2004

Photo by Vadim Zakharov)
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Drawing for the Pastor’s Covers Edition, 1992 - 1993



IRA VALDRON

Livefournal 7.02.2007, 2007



Lilac, 1987
Untitled, 1987
Slesarka, 1988

SERGEI VOLKOV
Spitz, 1988

Drawing for the Pastor’s Covers Edition, 1992 - 1993















Drawing for the Pastor’s Covers Edition, 1992 - 1993






The Blue Ones at the Bolschoi Theatre, 1982

1983

Proletarians, On the Train! 1986

KONSTANTIN ZVEZDOCHETOV Betrayer of Gorky, 1986

The Letters “K. Z.” From the Capital Letters Series,
made at Vadim Zakharov's request for the first issue of

the Pastor Magazine, 1992

Drawing for the Pastor’s Covers Edition, 1992 - 1993



A HuKorga HUYero He BeIOpackIBa0. Moil 1eBus:
“Otxonpl B foxoxabl!” Tak 66110 U B JasekoM 82 roy.
Y MeHs 6bLIO MHOTO Ta3eT U MHOTO 3Hepruu. A
pUCOBaI OYKBAJIBHO HA BCEM. 3aXOTENIOCh CO3ATh
YTO-TO KBa3U-TNOHCKOe. CKJIEHT ra3eThl, U300pas3uI
Bonapmoii Tearp u my;xxunn B opexjae 30-50 rogos.
OHu ObUIM ITIOX0’KU Ha ar€HTOB TAMHOI'O ChICKA, 1
BBIKPACIJI UX OJIEX/y B FOJYOOM IBET, T.K. 3TOT I[BET B
Hamel crpane nget kangapmepuu u KI'b.
ITosy4rmimce rpycTHBIE TOTYObIE JPKEHTIBMEHBI IO/ ,
noxzaeM Ha TearpanbHoii miromanu. Ilorom Bapyr xo .r—.'":'f’.:'.';lf.:
MEH$ JIOIILIO, 4TO 3TO MECTO, I/ie COONPAIOTCS 1
TFOMOCEKCYaJTHCTbI, KOTOPBIX Y HAC TOXE Ha3bIBAIOT
«rony6biMu». TakuM 06pasoM Ipou3BeeHUE
MOJTyYMJIOCh CO MHOKECTBOM HAMEKOB.

Yero s, no-npasje, He XOTeJ.

| never throw away anything. My motto is “Turn trash
into income.” That was so also in the distant 1982.

| had a lot of newspapers and a lot of energy. | used to
draw practically on everything. | wanted to do
something quasi-Japanese.

| glued together newspapers, painted the Bolshoi
Theatre and men dressed in the fashion of the 30s to
50s. They looked like secret police agents. | painted
their clothes blue, since in our country that is the
colour of the gendarmerie and the KGB. They turned
out to be sad blue gentlemen in the rain on Theatre
Square. Then all of a sudden it occurred to me that the
Square was precisely the place where homosexuals
met, and here they are also familiarly called “the blue
ones”. So the work contains a lot of allusions.
Although, to be frank, that wasn’t what | planned.

The Blue Ones at the Bolschoi Theatre, 1982



1983



Proletarians, On the Train! 1986
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®PAHUNCKO MHDPAHTE

From the Inverted Perspective Series, 1986



Filenidka, 1985
Lukjanchik, 1985
Our Goal 111, 1987
Father's Corpse! 1987

Kramatorsk, 1987
YURI LEIDERMAN

It Is Very Important For Me to Get Acquainted With Her.., 1987
Woke Up Late, 1987

My Grandmother.., 1987

The Letters “Yu. I’. From the Capital Letters Series,
made at Vadim Zakharov's request for the first issue of

the Pastor Magazine, 1992

Drawing for the Pastor’s Covers Edition, 1992 - 1993
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NEHVNAOKA . S BLIEWTT
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CTBYET

OBLICK

MPUVIEHAKA

Jlykpsinunk, Ounenuaka u gpyrue. OAMHOKUI CIOJIOX IICEBIO-
IO3TUYECKOTO JIET€HEPATUBHOTO KECTA HEOKUTAHHO
HOJIEPKUBAETCA HE MEHEE XKAIKOU, IPOU3BOILHON
uuIocTpalueil. Bee nperaraeMoe 3puTenio CBOJUTCSA 3/1€Ch
MOYTH YTO K IyCTOTE, HUYTOKECTBY, OJJHAKO B BECbMa 3HAKOMBIX
¢popmax "mrakara", "crpanunmt’, "passopora” u npoyee. A6cyps
HOJIEPKUBAETCA aOCYPAOM, B TO BpeMsI KaK Hallle )KeJaHue
CMBICJIA HEYJIOBJIETBOPEHHO NPHITAeT Ha KPaAX 3TOMH TPENIHBI —

OT WIIIOCTPAU K TEKCTY 1 O6paTHO.

Lukjanchik, Filenidka and others. A solitary northern light flash of a
pseudopoetic degenera-tive gesture is unexpectedly confirmed by
a no less ridiculous, willful illustration. Everything here presented
to the viewer is immersed almost completely in nothing, in utter
nonsense, but the very recognizable form of “poster”, “page”, “illu-
stration” etc. hinders total submersion. Nonsense shores up non-
sense, while simultaneously our desire for meaning jumps dissatis-
fied from one side of this split to the other, from depiction to text

and back.

Filenidka, 1985

BE3NEVICTBYIO —
ULIN OEBLICK, o~
NYCTAS <cbOPMA




K HAM B WKOIY

TAK 370 XKE

JIYKLSIHYIVIK, XOONT 1OHbLIN

XMIMNK ECTL
TAKOVI

MATNBY K HALL,

Lukjanchik, 1985




Our Goal III, 1987

NPOMEBIBK A
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Father's Corpse, 1987



KPAMATOPCK

Kramatorsk, 1987



MHE C HEI0 MO3HAKOMUTCH TAK BAXKHO,
EE Bbl TMPUTJIACUJY S HA TPOTYUIIKY,
OHA Y>XNBET B JIEBSYKHOM P

HET, B Kum:mmn

OHA SKUBET B KyprshkHoM TIEPEYIIKE

It Is Very Important For Me to Get Acquainted With Hex.., 1987



Woke Up Late , 1987
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My Grandmother ..., 1987
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Drawing for the Pastor’s Covers Edition, 1992 - 1993



Laboratory of the Great Deed. From the archives
ELENA ELAGINA of O. B. Lepeshinskaya, 1993

Pests, 1999
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Laboratory of the Great Deed. Fron archives of O.B. Lepeshinskaya, 1993



Pests, 1999



Sleeping Bag from the Live in the Snow Series, 1994

Toboggan from the Live in the Snow Series, 1994 - 1996

ELENA ELAGINA The Bulwark and the Campfire “Kodja” from the Live in the Snow
IGOR MAKAREVICH Series, 1994 - 1996

Bobsleigh and Sleigh from the Live in the Snow
Series, 1994 - 1996



Sleeping Bag, from the Life in the Snow Series, 1994 - 1996
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Toboggan, from the Life in the Snow Series, 1994 - 1996
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Bobsleigh and Sleigh, from the Life in the Snow Series , 1994-1996
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The Bulwark and the Campfire ‘Kodja’ from the Life in the Snow Series, 1994-1996



Exodus, 1976, 1983

Choice of a Goal, 1977

IGOR MAKAREVICH

The Letters “M. I.”. From the Capital Letters Series.
Made at Vadim Zakharov's request for the first issue of
the Pastor Magazine, 1992

From the series of drawings, collected during the preparation
of the Retrospection exhibition, 1987



B ocnoBe cepun Hcxod mo10xkeHa peropTakHas CbEMKA OThE3/Ia CEMbU MOUX
Apy3eit DpacToBbIX B amurpanuio B 1979 roxy.

JloM DpacTOBBIX ObLT LISl MEHS YPE3BBIYAHO BaKHBIM MECTOM B MockBe
¢ cepeannbl 60 X rog0B 10 MOMeHTa X oTbhe3a. CeMbs (y HUX ObLTO 7 feTeit)
IPOKUBAJIA B OOJIBIION KBAPTUPE, 3aHUMABIIEH BECh 2-11 3TaK CTAPEHBKOT'O
JIOMa B CaMOM IieHTpe, B borbmom [He3HMKOBCKOM IepeyJike.

JBepu ux 1oMa 6bUIM OTKPBITHI LISl BCEX, KOTO, HECKOJIBKO MO3Ke, CTAIN
Ha3bIBATh MHAKOMBICAAMamMu. Kak mpasuio, o6IeHre HAaYnHAJIOCh BEYEPOM U
JaCTO IPOJIOJIKAIOCH 10 IMyOOKOM HOUN. B MOeli maMATH CII€HbI 3aCTOJIbA B UX
TOCTHHO¥ C pa3dbuTOI Me6eIblo M O60APAHHBIMU OOOSMU OCBELIEHO STHTAPHBIM
BedyepHUM cBeTOM. Bokpyr 6bL1a 6ecripocBeTHas 6€IHOCTD, TPeBora u dec-
KOHEUHas BEPEHMIIA YeJTOBEUYECKUX JIUII.

Korga onu cob6panuce B SMUTPaIiio, IPOCTUTHCSA C HUMU IPUIILIO OIPOM-
HOE KOJIM4YecTBO ojeil. Muorue npuexanu u B Asponoprt Illepemerneso.
CHuMas ciieHbl NPoLaHbd, g IIOYYBCTBOBAJI, YTO IOABOKY HEKYIO YepTy B
CBOEM KU3HU: B KQJ[p TO U JI€JIO ITOIAJIaJIA JIOU, OKa3aBIINe B CBOE BpeMs Ha
MeHsd 6osbnioe BausHue. Hakoner, Bcé ceMeicTBO MOAHSAIOCH 10 JIECTHUILE
a’poNopTa, HABUCABLIEH B TO BpeMs, KaK 3CTpaja, HaJ| 3a/I0M OKUJaHuA. B ux
IPOIIAILHO OAHATBHIX PYKaX ObLI HETIOAEIbHBIN TPAru3M: B€Jb MbI paccTaBa-
JINCh C HUMH HaBCET/ia.

S 6b11 TIYy60OKO IOIaBJIEH, B3I TAKCU U 1oexas B ['He3HuKoBCKuil nepe-
YJIOK, 4TOOBI IIOCJAEAHUI pa3 OTCHATDH UX OCTABJIEHHYIO KBAPTHUPY, KOTOPYIO 5
IIOCEIAJ B TEYEHUE BCEH CBOeH IoHOCTH. /[Bepu momenieHns 6bUIA HACTEXb
PacIaxHyThl, BCIOAY IAPUJI XaOC: TOPBI OEXK/bI, MITa0e/s CHOIEHHOM JeTCKOM
00yBH, MycThbIE MKA(bI, pa3JIUYHbIE IPEIMETLI OOUX0/[a Ha Pa30UTOM IapKeTe,
ropeJs 3JeKTPUIECKUH CBET, Kak Obl COXPAHSABIINE aTMOC(hepy NPOMAIbLHOM
nupymku. B nocienneil KoMHaTe BO BCIO CTEHY MEJIOM U KapaH/aliaMu JeTu
BOCCO3/IaJIN T€HEAIOTUYECKOE JIEPEBO CBOEH CEMbM, MHOTHIE WIEHBI KOTOPOM
cBoeil cyabOOIt COOTBETCTBOBAIHN PAMATUYECKUM IOBOPOTAM UCTOPUU 000-
3pUMOro npouuioro. Mens yiusuia OCB€JOMIEHHOCTD U TIATEIbHOCTD C KO-
TOPBIMU OBLIN UCIIOJTHEHBI BCE JETAIHN 3TOU OIPOMHOM cxeMbl. bykBbI UBpUTA
HPUYYAIUBO CIIETAINCDH C BBIIBETIINM OPHAMEHTOM CTApPbIX 000€B.

OueBuiHO, BIONBIXAX g OTCHSI IVIEHKY JABAK/Ibl, TIOBEPX IE€PEMETHEBCKOTO
penopraxa. A 66U TPOCTO B OTYAAHUH — G€CIIEHHBIE Ka/Ipbl 6€3BO3BPATHO
noru6u. M Beé xe a npossu mi€énky. HeraTtus cpasy saunrepecosai MeHs:
Hanosxennble Apyr Ha Apyra u3o6pa)keHus, MOpPa)kalu CBOEH BbIPA3UTEIbHO-
cTBIO. BriocieicTBUM g IpuUIIes K BEIBOJY, 9YTO CO3HATEIbHO BPsJ| T ObI MOT
JIOCTUYD CTOJIb BIIEUATIAIONIETO Pe3yabTaTa.

Heop» Maxapesuu

Exodus, 1976, 1983

At the foundation of the "Iskhod" ("Exodus") series lies a candid shot of the family of my friends, the Erastovs, leaving to emigrate in 1979.
The Erastov's home was for me an extraordinarily important place in Moscow in the mid 1960s up until their departure. The family (they had seven chil-
dren) lived in a large apartment, which occupied the entire second floor of an aging building in the very center, on Bolshoi Gnezdikovksy Lane.

The doors of their house were open to all who, some time later, came to be called dissidents. As a rule, visiting began in the evening and often
continued long into the night. My memory holds scenes of eating in their living room with broken furniture and peeling wallpaper illumined by the amber
evening light. All around was hopeless poverty, anxiety, and the endless vista of human faces.

When they decided to emigrate, an enormous number of people came to bid them farewell. Many even came to Sheremetyevo Airport. In photographing
the scenes of parting, I felt I was marking a line in my life: time and again people came into the picture who in their time had influenced me considerably. At
last the entire family climbed up the airport staircase, which at the time overhung the terminal lounge like a stage. In their hands upraised in parting there
was genuine tragism: we were parting with them forever.
Deeply subdued, I took a taxi and rode to Gnezdnikovsky Lane, to photograph their deserted apartment for the last time, which I had visited throughout
my youth. The doors of the premises were flung wide open. Everywhere, chaos reigned: mountains of clothes, piles of worn-out children's shoes, empty
closets, various everyday objects on the broken floorboards, and a still-lit electric lamp, as though preserving the atmosphere of the farewell party. In the last
room, along the entire wall in chalk and crayon, the children had recreated their family tree, the fate of many members of which was commensurate with the
dramatic historical events of the visible past. I was amazed at the knowledge and care with which all the details of the enormous diagram had been executed.
Hebrew letters intertwined fantastically with the faded designs of the old wallpaper.
Apparently, in my hurry I shot the film twice, over the Sheremetyevo report. I was in absolute despair — the priceless frames had perished irretrievably. Nev-
ertheless, I developed the film. The negative immediately intrigued me: the images, superimposed upon one another, were striking in their expressiveness. I
later came to the conclusion that I could not likely have consciously achieved such an impressive result.

Igor Makarevich


















Cepuio Buibop yeru s MOTY Ha3BaTh CBOEU IEPBOI OCMBICTIEHHO
ceaHHOM poTopaboToit. OCHOBOM /ISl HEE OCTYKIIA

CBEMKA TPYIIIBI XYAOKHUKOB — HOHKOH(OPMUCTOB, Y9ACTHUKOB
Heo(UINATLHON BBICTABKU B MacTepckoii Jleonnna Cokoba
aetom 1976 roxa. KosurektusHyio pororpaduio pemrim caeraTh
Ha 33/IBOPKAX COKOBCKOMN MacTepckoil B CyXapeBCKOM IIepeyJIKe.
bpu1 BbIOpaH HEGOIBINOM IyCTHIPb, OKPYKEHHBIA HEBBICOKUMU
KUPIUYHBIMUA CTPOECHUAMU.

A canman Taxénoil kamepoit popmaroM Kagpa 6x6cM, ycTaHOBUB
€€ Ha ITAaTUB, BBIJIEPKKU ObLIN JTMHHBIMU, U XYJOKHUKU JOJKHDI
ObLIM 3aMUPATb B MOMEHT CITyCKa 3aTBOPA.

HecmoTps Ha TO, YTO MECTO CHEMKH ITOHAYAIY Ka3aJ0Ch COBEPIIEHHO
6€3JII0IHbIM, OYKBaJIbHO Y€pPEe3 MUHYTY OTOBCIO/Y CTAIO U3/ABAThCS
3JI00HOE IMUIIEHNE, BBIKPUKH U YTPO3bl. Tak JKUTEeIM OKPeCTHBIX
JIOMOB, BBICYHYBIIIMCH 3 CBOUX OKOH, PEATUPOBAIN HA IIPOUCXO/JIAIIee
Ha nycTbipe. COBEPIIEHHO €CTECTBEHHO, UYTO MOCTOSIHHO, TOT WU
MHOU U3 NO3UPOBABIINX, KaK TO pearnpoBal Ha 3THU IPOSIBIECHUS
COITMATBLHOM 6/IUTENTBHOCTH MECTHBIX OObIBaTeel. B pesyabraTe

13 13 OTCHATBIX KaJIpOB TOJIBKO OJJUH OKA3aJICs TOTHOIIEHHDIM,
OCTaJIbHBIE B TOM MM MHOM CTENEHU ObUIM CMa3aHHBIMU. S ObL1
Pa3pocaoBaH TAKUM PE3YyIbTATOM.

OjiHaKo, pacCMOTPEB OTIIEYATKU, A OCTEIEHHO IMPUMIEN K MBICIIH,
YTO B peayabTaTe feekTa ChbEMKH B POTOrpausax BOZHUKAET €1ié
OJIHO IIPOCTPAHCTBO, KOTOPOE KOPEHHBIM 0O0PAa30M MEHSIET BEChH
CMBICJI IPOBEAEHHOTO JIEUCTBUS.

S pemmn ycmmThb 3TOT CIIOHTAHHO BO3HUKIINI 3(eKT
JOIOJIHATEIbHOU CbEMKON UTPAIbHBIX KOCTEH, KOJIMYECTBO U
IIOJIOKEHNE KOTOPBIX, COOTBETCTBYET YMCJIY U JIBMIKEHUIO CAMUX
XYZOKHUKOB.

Tem caMbIM, MHE YQJIOCh B U300pakeHNE BBECTU (PAKTOP
BpPEMEHU, KOTOPBII MOKHO CPABHUTD CO «CABUTOM» B KYOUCTHYECKOU
JKABOIIMCH.

Heopo Maxapesuu

I may call the "Vybor Tseli" ("Choice of Purpose") series my first intelligently-produced photo work.

Its basis was a shoot of a group of artists — nonconformists, participants in an unofficial exhibition in the workshop of
Leonid Sokov in the summer of 1976.

They decided to take a group photo in the backyard of the Sokov workshop on Sukharevsky Lane. A small empty lot
was selected, surrounded by low brick structures.

I took the pictures with a heavy camera with 6x6 cm frames, setting it on a tripod. The exposures were lengthy, and
the artists were obliged to freeze at the moment when the shutter released.

Despite the fact that the photo location had seemed completely unpopulated, literally a minute later angry
hissing, yells, and threats began to be heard from all sides. Thus the inhabitants of the surrounding buildings, leaning
out of their windows, reacted to what was happening on the lot. Quite naturally, one or another of those posing was
constantly reacting in some way to this display of social vigilance on the part of the locals. As a result, of the 13 frames
shot only one proved uncompromised, the others being blurred to one degree or another. I was highly irritated by
this result.

However, upon examining the prints I gradually came to the conclusion that the defective shoot had produced yet
another dimension in the photographs, one which fundamentally changes the entire significance of what was done.

I decided to augment this spontaneously-produced effect with an additional shoot of dice, the number and
position of which corresponds to the number and movements of the artists themselves.

In this way I was able to introduce the time factor into the image, which may be compared to displacement in cubism.
Igor Makarevich
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Ha ¢otorpacdun Bepxunii psaa: Anexcangp IOaukos, Msan Yyiikos, Pumma IepiosuHa,
Hrops lenkosckuii, Cepreii lllabrasun.
Hioxunii paa: Jleonny Cokos u Banepuii Iepiosun

First row: Alexandr Yulikov, Ivan Chuikov, Rimma Gerlovina, Igor Shelkovsky,
Sergei Shablavin
Second row: Leonid Sokov, Valeri Gerlovin

Choice of a Goal, 1977



The Ring KD (Collective Actions), 1999

KD's Slogan (Collective Actions), 2005

ANDREY MONASTYRSKY The Ninth and the Previous Volumes of Trips Into the Country, 2007

Made in Slum, 2007

The Letters “A. M.” from the Capital Letters Series,
made at Vadim Zakharov's request for the first issue of

the Pastor Magazine, 1992

Drawing for the Pastor’s Covers Edition, 1992 - 1993



“Kosbro KJI” - aTo dakxrorpaduyeckoe npoCcTPaHCTBO, JOKYMEHT, KOTOPBII CTOUT B OJJHOM Py
C JIpyroi JOKyMeHTAaIuel aKI1ii: On1caTelbHbIMUA TEKCTaMU, POoTOrpaduaMu, BUAEO3ANUCAMU,
CXeMaM4 U T.J. B HeM TOKyMEHTHUPYIOTCS «IIPOMEKYTKU» MEKTY COOBITUAMU, KOTOPbIE, C OHOU
CTOPOHBI, BCEra 60IbIIe, BAXKHEE U MMPOJYKTUBHEE CAMUX COOBITHH, C IPYTOi CTOPOHBI- UMEHHO
OHU, 3TH Ha3BaHHBIE IIPOMEXYTKH, M1Ay3bl, 00bEJUHSAIOT OT/AEIbHbIC aKIINU B €ANHBIN psJ, B
enunyio cepuio. Kpome Toro, uncia Bceraa cssaspiBaloTcs ¢ My3bikoil. Yepes “Kosbiio K/I7 mbr
MOXEM MOHSATH nepgopMaHchl “Ko/IeKTUBHBIX 1eHCTBUN” 1 KaK My3bIKUIbHOE IIPOU3BE/EHUE,
TeM 6oJiee, UTO MPOUCXOXKIeHHE Tep(OPMAHCOB KaK CAMOCTOATEIBLHOIO KaHPa XOPOIIO
IPOCMATPUBAETCA UMEHHO B UCTOPUU MY3bIKUA XX BEKa.

Anodpen Monacmuviperxuit

The Ring of KD (Collective Actions) , 1999

The KD (Collective Actions) Ring is a factographic area, a document that ranks among
other forms of registering actions: descriptive texts, photos, videorecordings, diagrams etc.
They document "intervals" between the events, which, on the one hand, are always lon-
ger, more important and more productive than the events themselves and, on the other,
bring together the single actions in a uniform order, a uniform series. On top of this, num-
bers are always associated with music. By means of the KD- Ring we can view the coll-
ective action performances also as a musical work, all the more so in that the origin of the
performance as an independent genre can be traced to the history of 20th century music.
Andrey Monastyrsky
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The Ninth and the Previous Volumes of Trips Into the Country, 2007



MADE IN SLUM

Made in Slum, 2007

MADE IN SLUM

I Mads b alumm. 20065, (Bauss A M)
I Moesans wa ropag (meo). 1985, (B C. Xoscren)
b Kavaser amewes. 2006 [ Heomems ") ([ Bawo A ML)

Memmnrwy - 56, (Flosns "L moun”) 1958
b Kefswes o Janage. FPSY (Bageo A M)

Bepunnonnd Hafawon. 1989, (Baaes © Noncren)
7. Aeawvan. 1791 (Bageo M. Masapeni, E. Easrnna)

“Taamywanmn™ AM. & B.C. 179, (Baseo H. Masajenns)
P Mysed MAHH & Motue. 170 (Bagn H. Massgens)
10 Mysel MAHH e Ppansgygree. 1990 [Buseo H. M.} 19 49
11 Asaywrn. 179 (Bames O Xumcren) o713
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1 B soesge. 1989 (Bages C. MXeicren) 04 57
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EZSTOR

<——— EEJHil BEFYCOK
C MATHUTODOHOM
A HAY MHUIKAMUA
KAK B ITEPBOM BAPH-
AHTE, HO BE3
TBO3MEN M KATYIEK
C HUTHAMU

/ NI C KATYIIHAM]
KAK B TIEPBOM BA-
PUAHTE,HO KATYIF
K JOIIKHH BHTEH
BE3 HATOK ® HOK-
PAIEHH B EEJHIi

IBET/

Drawing for the Pastor’s Covers Edition, 1992 - 1993



Lohengrin, action for Vadim Zakharov, 2000

ANDREY MONASTYRSKY
SABINA HAENSGEN Dedication to Vadim Zakharov from S. H. and A. M., 1993



Opranuzarops! aknuu C. XsHcreHn n A. MOHACTBIPCKUIA B35IM HAIIPO-
KaT BOJHBIN BEJOCHUIIE]] B BUJE JIeOes, IPeABAPUTENIbHO OTIIPABUB
B. 3axaposa ¢ BujieokaMepoii U pajuonepesaTIukoM Ha 6eper osepa
(B Takoe MeCTO, OTKyZja €My He OBbLIO BUJHO Ty YaCTh 03€pa, IO KOTO-
poii b opranu3aTopsl). Ilepes Tem, Kak MOABUTLCA B IIOJIE 3pe-
Hus 3axaposa, A. M. mpeaioxmt eMy (C TOMOIIBIO BTOPOI TPYOKM
IepeaTInKa) HaJeTh Ha FOJIOBY KYyIUICHHBIN ITepe/]| aKITHel )KOKeH-
CKMIi IIIJIEM, JOCTATh U3 CIIEIUATLHON KOPOOOUYKH U 3aKypUTh CUTape-
Ty ¢ ramumoM (copt «White widow») 1 BKTIOUHTb BUI€OKaMepy Ha
3amck. [Toamieis Ha 1e6esie kK 3aXapoBy U BPYyIUB €My KOHEI| BEPEB-
KM, OPraHU3aTOPbI AKITUY IPUBA3ATH JIPYroil KOHEI] BEPEBKU K JIe6e-
JII0, OTIUIBLIN OT Gepera Ha paccTosiHue 30-40 MeTpoB U cTaau Hajy-
BaThb BO3JIyIIHbIE NIAPUKH, BKJIAAbIBAS UX B ITOAO/ESIbHUK U HABOJIOY-
Ky 30710TOr0 1BeTa. OJHAKO BCKOPE NPOILILIBIINN MeKIy 6Geperom u
ne6ejieM MapyCHUK 3aleNIICA 3a BEPEBKY U BLIPBAT €€ U3 PyK
3axapoBa, IPOTAIUB 32 COOON- TIOKA BEpEBKa HE OblIa OOpe3aHa HOX-
HUIIAMU- JIeGe/isl TI0 03€epy.

Hajys mapuku 1 BJIOKHB UX B IIOJO/ESATBHUK U HABOJTOUKY
(mpUKOJIOTHIE APYT K JPYTy Oy/IaBKOI), OPraHMU3aTOPBI IPUBA3AIN K
IIOJTy4€eHHOMY aMOP(HOMY U3/1€JIUI0 HUTKY, OITyCTUIN €rO B BOJY, HOJ:-
IUIBUIN K 3aXapOBY U BPYYMJIM €My KOHell HUTKUA. OTIUIBIB HA MCXO-
JHYIO JUCTAHIIIIO, 3aXapoBy (IO paIuu) ObLIO MPEIOKEHO MOAT-
HYTb K cebe «HM3Jie/iie» 32 HUTKY, BBITAITUTD Ha 6€per U MPOTKHYTh
MIAPUKYU UTOJIKOM, HE BBIHUMAs UX U3 TKAHEBBIX PyTIApOB (HABOJIOY-
KM U MIOOAESUIBHHAKA), 9YTO U ObUIO UM cenano. O apyrux JeicTBUSIX
B. 3axaposa, npeAnpuHATEHIX UM 10 COOCTBEHHOI MHUITUATHBE BO
BpeMd aKIIMH, CM. pacckas3 3axaposa «[lepsas koppekTypa K
KoJu1eKTUBHBIM JEHCTBUAAM .

boxywm, 6. 5. 2000

Lohengrin, action for Vadim Zakharov, 2000

S. Haensgen, A. Monastyrsky
LOHENGRIN. To V. Zakharov

The organizers of the event, S. Haensgen and A. Mo-
nastyrsky, rented a pedal boat shaped like a swan, after
first sending V. Zakharov with a video camera and radio
transmitter to the shore of the lake (to a place from
which he could not see the part of the lake where the
organizers were boating). Before coming into Zakharov's
field of vision, A.M. proposed (using a second transmit-
ter handset) that he don a jockey helmet purchased prior
to the event, remove from a special box and light up a
marijuana joint (of the "White Widow" variety), and set
the video camera to "Record". Upon reaching Zakharov
in the swan and giving him the end of the rope, the or-
ganizers of the event attached the other end of the rope
to the swan, paddled out from the shore to a distance of
30-40 meters, and began to inflate balloons and put them
into a gold-colored blanket slip and pillow case. How-
ever, a sailboat soon moved in between the shore and the
swan, caught on the rope, and tore it from Zakharov'z
hands, towing the swan after it across the lake until at last
the rope was severed with scissors.

After inflating the balloons and putting them into the
blanket slip and pillow case (pinned together with a
safety pin), the organizers attached a string to the shape-
less creation and let it down into the water. Then they
paddled over to Zakharov and gave him the end of the
string. After they had paddled back to the same distance
as before, Zakharov (by radio) was invited to pull the
"creation” towards him on the string, pull it onto the
shore, and puncture the balloons with a needle with-

out removing them from the cloth casing (the pillow
case and blanket slip). This he did. For V. Zakharov's
other actions undertaken on his own initiative during
the event, see Zakharov's story Pervaya korrektura k
Kollektivnym deistviyam (First Proofs of the Collective
Actions). Bochum 5. 6. 2000



Dedication to Vadim Zakharov from S.H. and A.M., 1993



Death to the Flies, 1979

On the Decade of the MUKHOMOR

MUKHOMOR (FLY AGARIC MUSHROOM) Group, 1988
(FLY AGARIC MUSHROOM) GROUP

Sven Gundlach

Konstantin Zvezdochetov
Aleksei Kamenski

Sergei and Vladimir Mironenko
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llna =waHb 088 Myxomopor. WyTunu Byxowoper,
floTow = npd Kyxowopax... He spuau Myxowoper,
Cnepepa weTtauvopfosa HYro Poe Mx paarorpopw
Hasunuach CMEXOTFODHOH. JAOPMAHCE 3XONOTOM,

B3 Jimiad WY A0MOFOR. ¥d NEIA MYXOMOPOR,
"T'IF-;...-.-T._-.nn.'_H Ay XOMODEM "B pakopw fyxXoMopor
LUOTpYIHK® XA&IHORDOPHH Ha noaswoors ynmarnowop
fl owAoHWwH] w Mapa [fOoBEM", ilognaTs opnewowocnas™,

Hadpaaw Myxowope Awae Heapyr Mysomopow
Hagpunbe "MOUSHOMOR Y™ Cywen Ov B Myxowopax
Ha npeemMx MW fonordi Yapers Henofpoxorow,
dnoxu [apaoHOoE. Ten Bosee maxporrx,

e — ' dE NNA MY XOMOPOB. HA NEIA NMYXDMOPOR.
- “E T“E "Eo mropHar dyxoumope I"-:'Jﬂ'rupu'rb Myxomopoe
JemnK HA GApDUXOARY , llpw MXATe, wo ofopwwe,
e crpwinch P CymaToxe". Har tpynny Gromopoxoe".

Mosiea Npo MyxoMopoR Betpaunnu Yyxouopor
prna, 9T0 Myxosmope - AYN0A Ha Myxowopog:

r psnnhl flaraprd OXAAMOHOR H.'?:H'HJIG! Honowoaanel

C yGorWw wpyroaopoM. TonkuTe pa weawovroneel™

'H ‘.'I K ﬂ ﬂ ﬂ p e W3 JIKHA MY AOMOPOE. f3 JIKila MyXOMOPOR,

"OnuH Ws MyXoMOpOR "B weaprapux Myxomopor
Cwagun, uro "sROHOM®E Mon rinoM swwanopow
flongHa fiors BXOHOMEOR" PHCCTHRETE Muwpofope",

- 1= -

On the Decade of the MUKHOMOR (FLY AGARIC MUSHROOM) Group, 1988



The Deep Meditation of a One-Eyed Elephant in front of a Small But Tall
Ladder, 1993

Drawings on the sheets of the second volume of the Pastor Magazine,
VLADIMIR NAUMEZ made at Vadim Zakharov’s request, 1993

The Letters “V. N.” from the Capital Letters Series,
made at Vadim Zakharov's request for the first issue of
the Pastor Magazine, 1992

Drawing for the Pastor’s Covers Edition, 1992 - 1993



The Deep Meditation of a One-Eyed Elephant in front of a Small But
Tall Ladder, 1993




BINAANMWUP HEMYXWH Knave Still Life, 1998

Knave. From the series of drawings, collected during the preparation
of the Retrospection exhibition, 1987



Knave Still Life, 1998

Knave. From the series of drawings for the Retrospection exhibition, 1987
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Knave. From the series of drawings, collected during the preparation
of the Retrospection exhibition, 1987



XAPJTAMMWN T. OPOLWIAKOB

P LTI L S S e e S

9 cenTabpsa 1991 roxa, 32 roga crycTs mocjie Hamero GErcTya,

g npuexan B Copuio. Moe npudbITHE OBLIO OTPE3BIAIONIIM: B
adPOIIOPTY IPOIIAT MOI YEMO/IAH M ObLT II03Ke BO3BPAIIECH MHE B
IPOTECKHO-BYJIbIaPHOM BH/I€ — N3PE3aHHBIM M HACIIEX CKJIEEHHBIM,
MaTepHAJIbI JUIsl MOETO JOKIAa ObUIM YHUYTOKEHBI, MO IACIIOPT
HEe MOIJIM HaliTH HA IPOTSKEHNN MHOTHX JHeil. [aseTs! mogHsin
IO 5TOMY ITOBOJIy IIyM — I IIEPEPHUCOBAJ OJHY U3 IIOZOOHDIX
BBIPE3OK.

| arrived in Sofia on 9 September 1991, 32 years after our escape.
My arrival was disillusioning: my luggage disap-peared at the air-
port to be returned in a grotesque and vulgar way, chopped up and
poorly stuck together, the material for my lecture was destroyed,
my passport untraceable for days on end. The newspapers made a
big fuss about it; | overpainted one of these clippings.

1991



MNABEN NENMNEPLWTENH Grandmother, the Blue Window! 1996
Cesar’s Dinar, 1997

Untitled, 1995

Duel Between Noma and Sovrisk, 1994

The Letter “P. P.” from the Capital Letters Series. Made at Vadim
Zakharov's request for the first issue of the Pastor Magazine, 1992

Drawing for the Pastor’s Covers Edition, 1992 -19 93

Drawings for the Voice from a Chinese Restaurant Edition, 1996
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Grandmother, the Blue Window! 1996



Cesar’s Dinar, 1997
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Untitled, 1995
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YuTas, OHa TaK scHo cebe

ce THERCTRBRARA y

Drawing for the Pastor’s Covers Edition, 1992 - 1993



BUKTOP NMMBOBAPOB

Squeak, Squeak, Wooden Leg! 1999

Secret Report on the State of Thoughts, 1993

Secret Report on the Passed Rain Storm, 1994

The Letters“V. P.” from the Capital Letters Series,
made at Vadim Zakharov's request for the first issue of
the Pastor Magazine, 1992



Squeak, Squeak, Wooden Leg! 1999



Secret Report on the State of Thoughts, 1993




Secret Report on the Passed Rain Storm, 1994



Drawing of the Five Tables installation, 1993
DMITRI PRIGOV

The Letters “D. A. P.” from the Capital Letters Series,
made at Vadim Zakharov's request for the first issue of
the Pastor Magazine, 1992

Drawing for the Pastor’s Covers Edition, 1992 - 1993

Ilustrations to the book Children's Verse, 1994

Scheme of a Portrait With a Set of
Heraldic Signs and System of Their Coordination, 1992

From the series of drawings, collected during the preparation of
the Retrospection exhibition, 1987
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Untitled, 1984

Ragamuffin — Madcap, 1984
LARISA
REZUN-ZVEZDOCHETOVA Artek, 1989

The Letters “L. R.” from the Capital Letters Series, made at
Vadim Zakharov's request for the first issue of the Pastor Maga-
zine, 1992






OBOPBAHEI]

COPBAHEI

Ragamuffin — Madcap, 1984
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Artek, 1989



MIKHAIL ROGINSKY

Untitled, 1992



Evening, 1986 - 1987

ANDREI ROITER

From the series of drawings, collected during the preparation of the
Retrospection exhibition, 1987






VIKTOR SKERSIS

/K. N. L G. A (BOOK), 1981, 2009

The Model of Art, 1979

Musical Instruments Made of Paper, 1979
From the Chairs Series, 1980

Machine of Justice, 1979






The Model of Art, 1979

B sT0i1 paboTe n3HaYaIbHO OLUIO PEIIEHO BBECTU HEKOTOPBIE OIPAHUYCHUS:
1) popmar 210 x 210

2) CpOK BBIIIOJHEHHS HE > b MUHYT

3) BHYTPH IJIOCKOCTU KaJOTO JIUCTA 3AMKHYTbII KOHTYP

4) B BEpXHEM IIPABOM YIIy IOPSAKOBBIN HOMEP

5) KOHTYp 1 TOPAAKOBBIN HOMEP HAIIMCAHBI KAPAH/AIIOM

6) nepBoHaYaIbHO IPEAIOIAralOCh BCE€ PAGOTHI BLIIOJHUTD KAPAH/ALIOM.

Pa6ota cogepxut moxuny moxuH (144) mucra.

Ha 27 nucTe npousonuia peBomonust: KapaHJalIHbIA PUCYHOK, KaK
JOITYCKAIOIUN CIMIIKOM 60JIbIIOE pasHOOOpasue (PakTyp ObLT CMEHEH
YEPpHUIAMH.

Tenaennms 3Toit paboTH U3MEHMIACh HECKOIBKO Pa3 Ha MPOTSHKEHUN
BBIIIOJIHEHUS IEPBOHAYAIbHBIX YCIOBUIA.

IlepBoHaYaIBLHO IPEANIOIATAIOCEH CAENATD JAHHYIO PAOOTy KaK MJLTIOCTPAITUIO
WJIA MOJEIb K TEOPUM CTPOCHUSA U PA3BUTUA UCKYCCTBA, COIIACHO KOTOPOI
BCAKOE ABJICHUE BHYTPHU UCKYCCTBA Mbl MOKEM IIPEJCTABUTh Kak BekTop. T.e. u3
HEKOTOPOT'O HAYJIbHOTO COCTOSAHUS OHO CTPEMUTCS B KAKOM-TO HAIIPABJIECHUN
IIyTEM AKI[€HTAINU, @ TOYHEE a0COMIOTU3AIMN OAHOM MJIN HECKOJIBKHUX (BCeraa
OYE€Hb OTPAHUYEHHBIX B KOJUYECTBE) CTOPOH.

TpeTtne: moboe gBIEHNE MOXKET CIYKUTHh HAYATbHONH TOYKON PAa3BUTHS U 3TO
Pa3sBUTHE MOXKET OCYMIECTBIATLCSA B TI0OOM HaIIPaBICHUN.

T.e. oTTaIKUBASICH OT HNMIIPECCHMOHM3Ma MOKHO IIPUATHU K IIOII-APTy TOYHO TaK
e, KaK OTTAIKUBAACh OT OIBITA CAMOJIETOCTPOECHUS KOMITaHUU “bounr”.

Crenyromei njaeeii 3Toil paboThI 6bUIA IONBITKA CO3AATh IPOU3BEICHIE
HCKyCCTBA HE KaK YHUKQJIBHOE ABJIECHUE B Py JPYTUX YHUKATbHBIX SIBJIEHUH,
a KaK TPYyIITy ABJIEHUN U3 MHOKECTBA APYTUX ABJICHUM.

It was decided initially to introduce certain restrictions in this work:
1) A format of 210 x 210;

2) Time of completion—no more than 5 minutes;

3) On each sheet of paper, there is a closed outline;

4) In the top right-hand corner, there is an ordinal number;

5) The outline and the ordinal number are drawn with a pencil;

6) Initially all the works were supposed to be made with a pencil.

The work contains 12 X 12 (144) sheets.
A revolution occurred on the 27th sheet: the pencil, which allowed too much
textural variety, was changed to ink.

The tendency of this work changed several times as it progressed.

Initially this work was supposed to serve as an illustration or as a model for the
theory of structure and the development of art, according to which we can pres-
ent any phenomenon inside art as a vector. So, it strives from its starting point in a
certain direction by the accentuation or, rather, the absolutization of one or more
sides (the sides are always strictly limited in quantity).

Any phenomenon might be the starting point of a development, and this develop-
ment might be accomplished in any direction.

So, departing from impressionism, one can arrive at pop art, just as easily as
departing from the experience of aircraft construction.

Another idea of this work was an attempt to create a piece of art not as a unique
phenomenon among other unique phenomena, but as a group of phenomena
from the multitude of other phenomena.



18 sheets from The Model of Art, 1979
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Musical Instruments Made of Paper, 1979



From the Chairs Series, 1980



Machine of Justice, 1979



NADEZHDA STOLPOVSKAJA

The Forest, 1985

The Letters “N” and “S”from the Capital Letters Series.
Made at Vadim Zakharov's request for the first issue of
the Pastor Magazine, 1992

Drawing for the Pastor’s Covers Edition, 1992 - 1993

Guinea Fowls and Peacock. Collage from pages of
Pastor Magazine, 1993
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The Forest, 1985



Drawing for the Pastor’s Covers Edition, 1992 - 1993
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Senate Square, 1986

ANDREI FILIPPOV
Invitation to Supper (12 Coupons for Supper), 1989

Drawing for the Pastor’s Covers Edition, 1992 - 1993

Pastor, 2003
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Ipuanawenue na yjicur 3TO 3CKNU3 MOEH OyayIeit
UHCTALIAIMA Taunas éeueps, rie peainu COBETCKOU
3MOXH COBMEIEHBI C €EBAHTEIHbCKOM CUMBOJIMKOM.

B ormmmume ot col-apra, Iie UPpOHM ABJIAETCA
JOMHHUPYIOIIEH, B MOel paboTe, HaleIoCh, OaIaHC
MEK/y CMBICIAMUA COXPAHEH.

Cepin A Cepns AAZS
TANOH TANOH
HE noIyeCEEe e e pasoBore ONTANEA

EI0B0TO ONTENHE pajonore miTanEn - g
CroHMOCThD
pyd., xOR,

Py, EOM.

This is a draft of my future installation The Last
Supper where the realities of the Soviet epoch are
combined with Evangelical symbols. Contrary to Soz-
art, where irony dominates, | hope my work preserves
a balance between content and ironic commentary.
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Invitation to Supper (12 Coupons for Supper), 1989



Drawing for the Pastor’s Covers Edition, 1992 - 1993




Untitled, 1987

The Times, 1986

CHAMPIONS OF THE WORLD
Gija Abramishvili
Konstantin Latyshev

Boris Matrosov

Andrei Jakhnin
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Untitled, 1987
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IVAN CHUIKOV

From the Programmed Drawings Series, 1975, 1987

Drawing for the Commonplace Publication, 1991

The Letters “Ch” and “Ch” from the Capital Letters Series.
Made at Vadim Zakharov's request for the first issue of
Pastor Magazine, 1992

Drawing for the Pastor’s Covers Edition, 1992 - 1993



dTa paboTa nepBoHAYAIBLHO ObLIa cAenana B 1975 .
To ecTp, B 3TO Bpems O6bL1a pa3paboTaHa "mporpamma’ u
OBLTH BBIITOTHEHBI YEThIPE U3 ABEHAAIATH YacTeil. Mies
COCTOsIA B TOM, YTOOBI CHATH ITOTHOCTBIO JIMYHOCTHBIN,
BKyCOBOM a71eMeHT. /IJIs Kask0ro IJTaHa 3TOr0 MOTUBA
(T.e. purypsl, gepeBbs, obsaka U He6O) ObLIA 3aTaHa
IITPUXOBKA ONPEETEHHOTO IIBETA ¥ HAIPABJIEHUS.
JTa IMTPUXOBKA HAKIAJBIBATACH U II€PECEKATAChH
COOTBETCTBEHHO HECKOJIBKUM IIPUHIUIIAM: IIJIOCKOCTHOM,
HPOCTPAHCTBEHHBIN, TOHAIBHBIN, X HECKOJIBKUM
BapuanusaM. B pesyasrare BosHuKIN 3TH 12 M1CTOB.
PaGoTa 6bl1a BBIIIOJHEHA MEXAaHUYECKHU, O€3 MOETO
yJacTHs, 10 MOUM dcKn3aM. TexHuka: murorpadus
Hean Yyuxos
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This work was initially made in 1975. That is, at the time the
"programme” was worked out and 4 out of 12 parts were
performed. The idea was to totally remove the element of
individual taste. Each plane of the motiv (i.e., figures, trees,
clouds and the sky) was hatched in certain colour and at a
certain angle. These hatchings were applied and crosshatched
according to differnt principles: flat, 3-dimensional, tonal, etc.
That resulted in these 12 sheets. The work was performed me-
chanically, according to my plans but without my involvement.
Ivan Chuikov

AL SACEANE AR IS RIS SNEE
) A 0 S 0 W U W

From the Programmed Drawings Series, 1975, 1987
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Drawing for the Commonplace Publication, 1991




Drawing for the Pastor’s Covers Edition, 1992 - 1993



Untitled (Boats-1), 1981

VLADIMIR JAKOVLEV Undtitled (Boats-11) , 1981



Untitled (Boats-1), 1981
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Untitled (Boats - 11) , 1981



IOpuit Arp6epT, Cepreit boponaues, Ipuma bpyckun, Iepman Bunorpaznos, bopuc JKyrosckuii,
Muxann Pomans, Bragumup Kamuaun, Mrops Makapesuy, Braguvup Hemyxun, Ioma OcTpenos,
Anppeii Poittep, Imutpuii Ilpuros, Anexkcanap IOmukos, Huxomait @uaros.

The Series of drawings, collected by Vadim Zakharov during the preparation of the exhibition
Retrospection, Hermitage Association, 1987

Yuri Albert, Sergei Bordachev, Grisha Bruskin, German Vinogradov, Boris Zhutovski
Mikhail Roshal, Vladimir Kalinin, Igor Makarevich, Vladimir Nemukhin, Gosha Ostretsov
Andrei Roiter, Dmitri Prigov, Alexander Yulikov, Nikolai Filatov



DOROTHEA ZWIRNER

Vadim Zakharov — Collection,

Publishing House, Archive. Between the Desire-to-

Preserve and the Inevitability-of-Disappearance

ARC H IVE OF PASTOR ZOND EDITION

Kypnan Pastor Magazine, 1992 - 2001
Ns3nanue Edition Pastor’s Covers, 1994
N3panue

Edition The Pastor’s Children’s Library, 1994

N3panue
Edition From Life of the Drenched Old Man, 1993 - 94

Pa6oTbI Xy#OKHUKOB, CA€TaHHbBIE IO TPOCchoe Baguma 3axaposa
s n3fpanuii Iactopa 3ouaa / Works of artists, made at Vadim
Zakharov's request for Pastor Zond Edition

Video documentation of Contemporary Moscow Artists’
Exhibitions in the West, 1989 — 2009



JIOPOTEA LIBUPHEP

3a turynom Hszdanue Ilacmopa 3omda, B Tpyae €ro msgaTess, aBTOpA,
Tunorpaga u U3roTOBUTENS, CKPBIBAETCSI HE TOJIBKO OJMH M3 BaXHEH-
HMINX XPOHUCTOB U JOKYMEHTAJINCTOB TaK HA3bIBAEMOTO MOCKOBCKOTO
KOHIIENTyaJn3Ma, HO U KOJUIEKIIUOHEP MHOTUX 3HAYMTEJIbHBIX IPOU3-
BEJ€HUI 3TOTO HampaBjieHHs B HcKyccTBe. IIpu aTom cTonb paszHoO-
O6pasHas JeATeIbHOCTD, KaK KOJUIEKIIMOHUPOBAHUE, apXUBUPOBAHUE U
JOKYMEHTHPOBAHUE, UJIET HEe B pa3pe3 ¢ COOCTBEHHOHN pabOTOM XyH0XK-
HUKA, HO OPraHUYHO COYETAETCS € HMPAKTUYECKUM MPOdecCcuoHaTI3-
MOM, TBOPYECTBOM M H300peTaTeabCTBOM. M Bcé-Takm ¢ J0OOBBIO
O(POpPMJIEHHBIM TEKCTAaM M KHUTaM, JOTOIIHOMY APXWUBHUPOBAHHUIO U
BUI€OJJOKYMEHTUPOBAHUIO BCE€U BBICTABOYHOM J€ATEIbHOCTU MOCKOB-
CKOM KOHIENTYaJIbHOM IKOJIbI, KOJUIEKIIMOHUPOBAHUIO U 3a00TINBOMY
XPaHEHUIO B ATbOOMAX U MaIKax, Aa’Ke BOIUIONIEHUIO CBOUX UJEH B ITep-
(popMaHCcax ¥ MHCTAUIANUAX IPOTUBOCTOUT TEHJEHIUS CKPBITh ceb6s
camoro. Takag CKpOMHO 3aHMKE€HHas IO3UIMsSA KOPEHUTCS HE TOJIBKO B
3aXapOBCKOU BBIYUKE KHUTOU3AATEIsI, KOTOPBIH AOKHO YMETD B3SThCS
3a paboTy, COKUTHCS C HEH, a 3aTe€M OTAATh, HO M COOTBETCTBYET JEHUTMO-
TUBY MockoBckoro KoHnenryaiuama. Ilosem, yxoo, ucuesnosenue — Ha3Ba-
HUE OJHOH U3 IE€PBBIX 0030PHBIX BBICTABOK MOCKOBCKOTO KOHLIEITYaIb-
HOI'0O HCKYCCTBA, KATAJIOI KOTOPOI €CTECTBEHHO ObUT IOATOTOBJIEH U3/1a-
TeabcTBOM IlacTopa 3omnpa.l

B Hem mpociexuBaeTcd IyTh HENPEPLIBHOIO Pa3BUTHUA MOTHBA
MCUYE€3HOBEHMS, HAYMHAsI OT UCTOKOB PyCCKOTO aBaHTrap/a, JO IePBOTO
IIOKOJIEHUSI MOCKOBCKHUX KOHI[ENITYJIUCTOB — TakKuX, Kak Miaba Kabakos,
1 KOHYasl MOJIOJIbIM ITOKOJIEHUEM COBPEMEHHBIX XYJ0KHUKOB. [TomMumo
CYIPEMATHYECKON HAEU IMYCTOTBI, TOCKH IO CBOOOJE U TPAHCIEHJEHT-
HOMY, MOTUB HCUYE3HOBEHUS COJEPKUT B cebe TaKkKe MpodJeMy UJIE€H-
TUYHOCTH HA (DOHE SMUTPALTUU.

DOROTHEA ZWIRNER

VADIM ZAKHAROV - COLLECTION, PUBLISHING
HOUSE, ARCHIVE. BETWEEN THE DESIRE-TO-

PRESERVE AND THE INEVITABILITY-OF-
DISAPPEARANCE

Somewhere behind or in the work of the publisher, author,
typographer and producer of Pastor Zond Editions is con-
cealed not only the most important chronicler and documen-
talist of what is known as Moscow Conceptualism, but also
the collector of many important works from this artistic trend.
The various activities of collecting, archiving and documen-
ting neither take precedence over, nor are sub-ordinate to,
his own work, but go hand in hand with the business of pro-
ducing, creating and inventing. Yet the loving design of texts
and books, the laborious archiving and documenting on video
of all exhibiting activities of the Moscow Conceptual school,
the careful collection of items and their preservation in
albums and folders, even his personal appearances in perfor-
mances and installations, are balanced by a tendency to
vanish. This modest attitude of understatement is not only
rooted in Zakharov's training as a typographer, who has to
exercise discipline and restraint while nevertheless showing
empathy for the work of others, but is also an essential leit-
motiv of Moscow Conceptualism. Flight, Distance,
Disappearance was the title of one of the first major compre-
hensive exhibitions of Moscow Conceptual art, whose cata-
logue was naturally designed by Pastor Zond Editions." The
exhibition followed the motif of disappearance through its
various stages of continuity and change from the beginnings
of the Russian avant- garde through the first generation of
Moscow Conceptualists grouped around llya Kabakov up to
the younger generation of contemporary artists. From the
paramount leitmotiv of emptiness via the yearning for free-
dom and transcendence, the motif of disappearance also
implies the problem of identity against a background of emi-
gration.

The Brief History of Modern Art, or The Life and Death of
the Black Square, written by Nikita Alexeev on a 36-metre-
long scroll, may be seen as an illustration of this line of deve-



WMumocTpanueil ynmoMsiHyTOl »3BoIionuu sABIsAeTca padora Huxurbr
AsekceeBa — U300pakeHHas Ha 36-MeTpoBOM pyJaoHe 6ymaru Kpamxas
UCMOPUA COBPEMEHHO20 UCKYCCMBA, UAU HCUSHD U cmepms Heproeo xeadpama.
JTto nocaenHsas pabora Anekceesa, caenanHas B 1986 roxy, nmepex ero
orbesgoM B I Taprx. B 70-e rogpl AJleKCeeB BXOJI B rpyniy Koatexmugnuvie
deticmeus, a B Hadane 80-X OTKPBLI B CBOEH KBApTHUPE TAK HA3BIBAEMYIO
lanepero AnmApm, KoTOpas cTaja BaKHEHIIEH TOUYKONH aKTyaJabHOIO
nckycctsa B Mockse; B 1983 rojgy 3axapoB BBICTABJISJICS TaM BMECTE CO
csouM coasTopoM Bukxropom Cxepcucom. YToObI Kak-TO (PMHAHCOBO
IOJIEPKATh CBOU OTBHE3], AJIEKCEeB, IPUITIACUB XYJOKHUKOB U KOJLJIEK-
IIUOHEPOB, YCTPOUI B MacTepPCKOi Ha PypMaHHOM AyKITMOH COOCTBEH-
HbIX padot. Ha aTom ayknimone 3axapos u kynui 3a 50 py6iaeii ynomsiHy-
TBINA pysIoH. JKusHeonucanue B BUje KOMUKCOB HAUMHAETCS C MOMEHTA,
Korja YepHbIil KBapaT BBUIYILIAETCS U3 SIAIA, Jlajlee pACCKa3bIBAETCS O
€ro 3a00JJaUYHBIX ITOJETAX — y KBaJpaTa MOSIBUINCH KPbLUIBIIIKA — 3aTEM
OIUCBIBAIOTCS PA3TUYHbIE 3MU30AbI €T0 JAJIbHEUIINX B3JE€TOB U IAJe-
HUH - 10 CaMOIl CMEPTH HA BUCHINIE. JTa NUPOHUYHAS pedeKkcust Ha
06pa3bl COOCTBEHHBIX YTOIUU U UAECOJIOTHH, OOpeKaiomas Ha XOJI0CTOH
XO0J[ JTI00YI0 BO3MOKHYIO @JIbTEPHATHBHYIO YTOIMIO WIM HJEOJIOTHUIO,
OTJINYAET PYCCKOE COBPEMEHHOE UCKYCCTBO IOCIEJHETO AECATUICTUS.

B 1989 roxy 3axapoB, Kak ¥ OOJBIIMHCTBO €TO JPY3€H-XyJOKHUKOB,
Bblexal Ha 3anaj. BcemupHO-UCTOpUYECKUIT MAacIITAd 3TOTO COOBITUS
OTPA3WICS HE TOJIBKO B IUYHON 6morpaduu, HO ¥ Ha BCEM TBOPYECTBE,
1 Ha KoJuleknuu 3axaposa. Ecim nmoHadany TBOPYECTBO M KOJUIEKIUSA
ObLIU €ellle Pa3AeJIbHBIMU 00JACTIMU, TO TENEPD, HA 3aIa/ie, OHU COBEP-
IIEHHO OJHa c Apyroul cimBaiorcsa. Ocnosas Mananue Ilacropa 3onaa,
Bagum 3axapoB cyme1 yBs3aTh CBOE XK€JAHHE COXPAHITh U IOTPEOGHOCTD
CKPBIBATHCS; (PAKTUYECKH H3JAHHE CTAJIO HE IPOCTO COOPHUKOM, HO
3aKa34YMKOM U UHUIIUATOPOM MHOTOYHMCIEHHBIX IIPOEKTOB U IPOU3BE/IE-
HUI MOCKOBCKUX KOHIIENITYQJIHNCTOB.

Hsoanue [lacmopa 3onda— HEOOBITHOE, JOMAIIHEE U3/[aTENbCTBO — Pac-
noJaraetcs Ha Iteyesnep mrpacce 22, Tam xke, rae ¢ 1990 roga 3axapos
KUBET U paboTraeT. Baxxuelmuii ero opra — NEpUOANIECKUN KYpPHAI
Ilacmop, N3roTOBAAEMBIN BPYYHYIO, MAJIEHBKUM THPAXKOM, A0 CETO JTHSA
BBINYIIEHO BOCEMb HOMEPOB, K COKaJIEHUIO, TOJIBKO Ha PYCCKOM SI3bIKE.
ITacTop sABASAETCSA TEMATUUYECKUM XKYPHATIOM, B KOTOPOM OOCYKIAIOTCS

lopment. It is the last work Alexeev did before he went to
Paris in 1986. A trained illustrator, Alexeev belonged to the
Collective Actions group in the 1970s and maintained in his
flat as the so-called Apt-Art Gallery in the early 1980s, which
was an important venue for contemporary art in Moscow,
where Zakharov and Viktor Skersis exhibited together in
1983. In order to finance his departure, Alexeev held an auc-
tion of his works in his studio in Furmanny Street, to which
he invited artists and collectors. At this auction Zakharov
bought the scroll for 50 roubles. It narrates its story in the
style of a comic strip, begins with the birth of the black
square from an egg, tells of its flights of fancy — the square
acquires little wings — and leads, via various revivals, to its
ultimate death on the gallows. This ironical reflection on the
images of one’s own utopias and ideologies, which deny all
possibility of an alternative utopia or ideology coming to any-
thing, is typical of the Russian art of the past two decades.
Like most of his artist friends, Zakharov departed for the
West in 1989. The world-historical dimension of this caesura
is reflected not only in his personal curriculum vitae, but also
in his work and the Zakharov collection. Whereas work and
collection were originally separate areas, they began to
merge with each other completely after his departure. The
need for a link between the Desire-to-Preserve and the
Inevitabili-ty-of-Disappearance was Vadim Zakharov's justi-
fication for his Pastor Zond Editions, which have not only
become a receptacle, but also an inspiration and initiator for
numerous projects and works of the Moscow Conceptualists.
Pastor Zond Editions is no ordinary publishing house, but
a family publishing house located at Gleulerstrasse 22 in
Cologne, where Zakharov has lived and worked since 1990.
Its most important organ is the periodical Pastor, eight issues
of which have appeared to date in a small, hand-crafted editi-
on, mostly, alas, in Russian. Each issue of Pastor is devoted
to the discussion of a topical issue concerning contemporary
art, art history, literature or philosophy. Text and illustrations
are by Russian artists and poets of the Moscow Conceptual
School. The authors are mainly contemporary Russian
artists: Yuri Albert, Erik Bulatov, Andrei Monastyrski, llya
Kabakov, Komar & Melamid, Yuri Leiderman, Oleg Vasiliev,
Victor Pivovarov, Andrei Filippov or the Medical Hermeneutics
group, a few western artists, like Terry Atkinson or Rainer
Ganahl, poets like Dmitri Prigov, Lev Rubinshtein or Mikhail



aKTyaJbHBIE MPOOJEMBI COBPEMEHHOI'O HUCKYCCTBA, MCKYCCTBOBEJEHMUS,
aurepartypbl U ¢purocopun. TekcTbl U WITIOCTPAIAN JUIs MTyOJIUKAIIAI
IPHUCBLIAIOT PYCCKUE XYJOXKHUKHU U MO3THI, NIPUHALIEKAINNE K MOCKOB-
CKOIl KOHIenTyaabHOH mKose. Cpean aBTOPOB KypHala IPEXkAE BCEro
coBpeMeHHble pycckue xyaokHuku: IOpuit Anpbept, Jpuk bByrartos,
Angpeit Monacteipckuii, Mapa Kabakos, Komap n Memramug, IOpuii
Jleiinepman, Oner Bacunbes, Bukrop Ilusosapos, Anapeil ®uinunios,
rpynmna “MezarepMeHeBTUKA”, HEKOTOPbIE 3aITa[HbIE XYJOKHUKU — Teppu
AtkuHcoH, Paiitnep Ianan, a takxke moatel — Jmutpuii Ilpuros, Jles
Pyounmreiin, Muxann Cyxotun u ¢punocodsl - bopuc Ipoiic, Muxann
Poixomn, Bukrop Tymunpsia. OcnoBanHoe B 1992 roay, HemocpeacTBeH-
HO IIOCJ€ IAJeHHus >KeJe3HOro 3aHaBeca, M3aganume IlacTtopa 3onaa
COBEPIIAET U TEMATUIUPYET UACOJIOTUUECKUN Tepexos — (POHETUIECKHU
ITacTop — oT BocToka k 3anazy. Ilpu aTom coznarens M3nranusa 3axapos
BUJIUT C€OS TACTOPOM, TO €CTh IMACTYXOM, KOTOPBII 3a00TINBO OTBICKU-
BaeT pasbexxaBmuxXcsa oBer] (30HA OT 30HJUPOBATb) U COOMPAET UX B
crago. Takum o6pasom xypHai IlacTop cranoBUTCA (POPYMOM JUIst JIMIC-
KyCCHI 1 CBOETO poJia MPUCTAHUIIEM JJISI PACCESBIINXCS IO BCEMY MUPY
co BpemeH lIlepectpoiiku xygoxuukam. Bech obsuk sxypHana ITactop
630K pycckoi Tpagunuu Camuszaara, CpoJHU U3TOTOBJIEHHOU BpyY-
HYIO II€YaTHOU NPOJYKIMU HeO(PUIMAIBLHON PYCCKON KYJBTYPHOMU CIie-
Hbl. Ecm B cBO€ Bpemsd ToTaIuTapHas CUCTEMA U IIEH3ypa 66U (POHOM
MAIIFMHONMCHBIX nyosmkanuil Cammszgara, To 3aXapoB KYJIBTHUBUPYET
OJOOHBIN 00pa3 MPOMU3BOJCTBA, MOTUBHUPYS 3TO TEIEPD Y)KE HE COAep-
JKaHMEM XKypHaJIa, a 9)KOHOMUYECKUMU nnpuunHamu. Ilpu aTom ctaBuTcsa
BOIIPOC — HE 6€3 HOTOK HOC-TWIbI'MHU U JOCTATOYHO MPOHUYHO: 4 UEM,
COOCTBEHHO, OTIMYAIOTCS MPOU3BOATCBEHHBIE YCIOBUS TOTAIUTAPHOMN
OTUYMU3HBI OT YCAOBUII B CBOOOJHOM TOCYZApCTBE, IPENOCTABUBIIEM
XYLOXKHUKY YOEKUIIE?

B rpanunax Hsdanus Ilacmopa 3onda 3axapoB pa3BuBa€T HEBEPOSATHO
CJIOKHYIO U JIOTOIIHO Pa3pabOTaHHYIO CETb MEXKJYy MOCKOBCKUMM KOH-
IENTYJIBHBIMH XYIOKHUKAMU, IIe COOCTBEHHAsI MU(OJIOTHSA U UCTOPHUS
3TOTrO Kpyra BOILIOIIAETCA B IIpousBegeHne uckyccrsa. Tak B 1994 roxy
3axapoB MONPOCUII JBAAIATh XYAOKHHUKOB CJ€JAaTh MaKEThl OOJOXKEK
JUIs1 CBOETO sKypHaIa. Kaxaplil 13 MakeTOB ObLI pacnieyaTaH Ha ABaALIATH
KPAaCHBIX JIUCTAX OyMaru, COOPaHHBIX B U3TOTOBJIEHHYIO BPYUYHYIO IAIIKY;

Sukhotin, and philosophers like Boris Groys, Mikhail Ryklin,
Victor Tupitsyn and others. Founded in 1992, im-mediately
after the fall of the Iron Curtain, Pastor Zond Editions thus
completes and addresses the ideological transition from
East to West — when said aloud, “Pas-Tor” sounds like the
German for “passing the gate”. Founder Zakharov considers
himself a pas-tor in the sense of a shepherd who patiently
seeks out (Russian: zond = to probe) his artist friends, dis-
banded like sheep, and corrals them together. Thus the peri-
odical Pastor offers a discussion forum and a kind of substi-
tute home for the artists scattered over all four corners of the
world since perestroika, especially as Pastor’s image is in the
familiar Russian tradition of “samizdat”, the manually duplica-
ted publications of the unofficial Russian cultural scene.
While the censorship of the totalitarian system was the origi-
nal reason for the manual duplication of samizdat publicati-
ons, Zakharov now cultivates this mode of production, whose
dilemma lies no longer in political but in economic factors.
This raises the question — which is not without an undertone
of nostalgic irony — as to what distinguishes the relations of
production in his former totalitarian homeland from those in a
freedom-loving democracy? And what, in the computer age,
distinguishes manual from machine production?

At Pastor Zond Editions Zakharov is developing an un-
usually complicated and elaborate network of Moscow
Conceptualist artists, in which the group’s own mythology
and history are themselves made the subject of art. In
1994, for example, Zakharov requested twenty artists to sub-
mit cover designs for his periodical, which he then published
under the title of Pastors Umschlag (Pastor’s Cover). Each of
these designs was printed on twenty red sheets of paper
inserted in a hand-made folder, while the originals remained
in the collection of the artist. The publication Aus der Vita des
durchnéften Starez (From the Life of a Drenched Old Man),
1993-94 is also constructed on a similar principle. It consists
of two leporellos or zigzag folders, one black and one white.
The black leporello contains 19 initials of Moscow artists,
each framed by a computer file window. The white leporello
contains 19 black-and-white photos of the same artists when
they were children. The ironic cultivation of their own myths
and groups shows a special esteem for the innocent creativi-
ty of childhood. Zakharov has been working since 1994 on a
collection entitled Pastor Zond Children’s Library, for which



MaKETbI-OPUTHHAJIBI XPAHATCA B KOJUIEKIIUH XyJTOXHUKA. AHAIOTMYHBIN
IPUHINII JIEKUT B OCHOBE U3fiaHus Hs ocumus npomoxuezo cmapya (1993
-1994), cocTosamero u3 aByx senopesno. YepHoe JEnopessIo COAEPKUT
19 mHNIIIATOB MOCKOBCKHUX XyJOKHUKOB, OOPAaMJIEHHBIX THUIIOBOI KOM-
IbIOTEPHOIN paMKoil. benoe nenopesmno cogepxur 19 uyepHO-6ebIxX
(pororpaduii Tex ke XyJOKHUKOB B JETCKOM Bo3dpacte. MpoHumueckoe
KyJIBTUBUPOBAHHE COOCTBEHHONH MU(OJIOrUU U HUCTOPHUHU 3APOKACHUS
COABTOPCKUX TPYHIl IPOOYKIAET 0COO0€ YyBaKE€HHUE K HEIO/IeJbHOMN
KPEaTUBHOCTH JI€TCKOro Bo3pacTta. Tak 3axapos, HauuHas ¢ 1994 roxa,
paboTaeT HaJ u3gaHHeM-coOpaHueM Illacmopcxas demcxas Oubauomexa,
JUIs1 KOTOPOT'O OH MOATOTOBIJI U3 TEKCTOB U WUIIOCTPAIIUH CBOUX JAETEMH,
APY3€U U XyLOKHUKOB, COXPAHUBIIUX AETCKYIO Ay, 25 KHUT U U3/1aJI UX,
paszaenus Ha TpuU pymigpa-Beinycka. Kak u B ciydae ¢ xypaazom Iacrop,
3axapoB OXOTHO GepeT Ha ce6s1 CKPOMHYIO POJIb TUIIOrpada u usjaTeis,
IPEJOCTBIIASA APYTUM paboTy HaJl CIOBOM M M300pAKEHUEM, C TEM UTO-
ObI B KOHEYHOM UTOTE OEPEKHO IPUHATD BCE B CBOU PYKU, YIIOPSAJOUUTH
1 0(pOPMUTD. 3/1€Ch YKPEILISIETCSI HOBBI HIOAHC UCYE3HOBEHUS, KOTO-
poiii Muena CraBUITKa ONIpeAesIIa CIOBOM YCKOIb3aHUeE. “YCKOIb3aHUeE,
HalpuMep, OT KaKOH yroJHO MHTEPHPETAIUU NPOU3BEJAEHUS, UIU OT
NJEHTU(PUKALINI aBTOPCTBA, Kak TaKoBOTro”.2 DTa TEeHIEeHITUSI obHapy-
KUBAETCA Y MOCKOBCKUX KOHLENTYAJIUCTOB B HOBTOPAIOMEMCcs (peHOMe-
HE COOABTOPCKOH AeATenbHOCTH. Tak mTorom coasropcTBa ¢ Cepreem
AnydpueBbiv craHoBuTCs uzganue Tynuk xax scanp (1997-98), oobenn-
HAIoIIee 6eceibl O Pa3INYHOro poja TYMHKaxX. TBopyeckoe coTpyAHIYe-
cTBO ¢ Kommo3utopoMm MBaHoM COKOJIOBBIM HNPHUBOJAUT K TOMY, YTO
CoxosioB counnsieT Pexeuem na cmepmns nuposcrnozo Madaen, KOTOPBIN BOM-
aeT B uzganue Youticmeo nuposxcroeo Maosen (1997), noxkymeHTHpYOLIECE
OZIHOUMEHHBINA NpoeKT Bagnma 3axaposa Ha (ectusane Iltupuiickas
oceHb B Iparie.

Hnoii cioco6 ncye3noBenus BaguM 3axapoB IPaKTUKYET B IIOCTOSH-
HOM Pa3bIIPBIBAHUU POJIEH, UTO HE TOJBKO IPOSIBASIETCSI B MHOTOOOPa-
3UH BBINOJHAEMBIX UM (PYHKI[UM, HO K TOMY K€ OXBATbIBA€T IMHUPOKUI
penepTryap pasjJdyYHBIX IEPCOHAXKEHN U JUTEPATYPHBIX T€POEB: €Ie J0
MOABJIEHUSI B IIOCTCOBETCKYIO 3Py IMIaBHOTO cBoero repos — IlacTopa -
3axapoB BBICTYHAT B Pa3JMYHBIX IpoeKTax kak Opnornaseiii, Ilupar,
CagoBHuk. OT YepHOU MACTOPCKON PSACHI, B KOTOPYIO OH OOJIavasIcs Ha

he has published 25 volumes contained in three slipcases of
texts and pictures contributed by his children and those of his
friends, as well as by artists who have remained children at
heart. As in the case of his Pastor periodical, Zakharov likes
to assume the modest roles of typographer and publisher
and leaves it to others to provide the words and the pictures,
which he can then arrange and set out with a few cautious
touches. Here we may discern a new nuance of disappearan-
ce, which Milena Slavicka has paraphrased with the word
“evasion”: “evasion, e.g. of any interpretation of the work or
of the establishment of one’s own authorship.”2 In the case
of the Moscow conceptualists this tendency is manifested in
the recurrent phenomenon of forming groups or engaging in
co-productions. Thus Zakharov's collaboration with Sergei
Anufriev was reflected in the publication Dead-end as a
Genre (1997-98), a collection of conversations about the
various kinds of dead ends. The publication entitled The
Murder of the Madeleine Muffin (1997), is also a compilation
of texts by various contemporary artists, philosophers and
composers, which in accordance with an “experimental
setup” of Zakharov's were written immediately after the con-
sumption of a muffin. The background is formed by a remar-
kable interweaving of episodes from the novels The Trial by
Franz Kafka and Remembrance of Things Past by Marcel
Proust. What is involved here, according to Zakharov, “is
memory and the collective subconscious, the symbol of
which in Proust is the muffin”. The muffin trial ends with the
death sentence, which was carried out in an action from the
Steirischer Herbst in Graz at 7:56 p.m. on 28 September
1997. On this sad occasion the musician Ivan Sokolov com-
posed a Requiem on the Death of the Madeleine Muffin,
which was also included in the publication.

Another form of disappearance practised by Vadim
Zakharov is his constant role-playing, which is not confined
to his various functions, but embraces a whole repertoire of
different personages or literary figures. Before his main role
as the pastor, which Zakharov assumed in the Post-Soviet
era, he has appeared in various projects as a “One-Eyed
Man”, “Pirate” and “Gardner”. In the black cassock of the
pastor, which Zakharov has occasionally worn on important
occasions and appearances, he slips into other roles, thus
donning one mask over another. Once, for example, he set
off for Spain in quest of the Knight of the Melancholy
Countenance and, while on the track of Don Quixote,



BpeMs BAKHBIX MEPOIPUATUN U BBICTYIUIEHUI, 3aXapoB MEPEXOJUT K
CJIEIIOIMUM POJISIM, MEHsSS MACKy 32 MackKoil. Tak OH oTmpasisercs B
HMcnanmio “B momckax peiaps ne4aJabHOTO odpa3a”, O 4YeM IIOBECTBYET
TpeTbs KHUTra u3 cepun Cmewnwvie u 2pycmmuovie NPuKiouenus enynoeo
Iacmopa, mponLmiocTpupoBaHHas (oTorpaduamMu, JOKyMEHTUPYIOUU-
Mu nyremectsue mno ciaexam Jlon Kuxora m ero mpukiaodeHUi.
ITocTOAHHYIO CJIEIUIEHHOCTH B CBOEM TBOPYECTBE C IEPCOHAKAMU
3axapoB CBA3BIBAET C U3IIO0JIEHHOU TPAUIEH MHOTUX PYCCKUX XYTOK-
HUKOB, IPEJCTABAAIOMMUX MOCKOBCKII KOHIIENTyaIl3M, TaKUX, HAIIPU-
Mep, kak Mibs Kabakos. iMmenno B aTom cmbicie bopuc Ipoiic onucsr-
BA€T PYCCKOTO XYAOKHHKA “KaK HEPCOHAXK U3 IOMOPUCTUYECKOTIO
pOMaHa”.S ITocTositHHAA CMEHA NEPCIEKTUB 3MKIETCA HA MPUHIUIINATb-
HOM COMHEHHM, BO3MOJKHO JIM IPEJACTAaBUTH JEUCTBUTEIbLHOCTD CPEJ-
CTBAMM XY/JIOKECTBEHHO-3HAKOBOM CHCTEMBI, Oy/lb TO HAEOJOrnYeCcKUe
3HAKU COIUAIMCTUYECKOTO peaan3Ma UIn UealluCTUYeCKe 3HaKOBbIE
CHCTEMbBI COBPEMEHHOTO HCKYCCTBA. OYEBUJHO, CTPYKTYPAIMCTCKUAE U
HOCTCTPYKTypaaucTckue Teopun umenu B 60 - 80-e rojipl 60/1bII0€E BN
HUe Kak Ha 3amaze, Tak 1 B Poccun. Mtak, ecimm He ynaeTcs oBIaJeTb
JEHCTBUTEIBLHOCTBIO C IMOMOIIBIO OJJHOTO M3 Pa3HOOOPA3HBIX BU3yasb-
HBIX CEJICTB UCKYCCTBA, TO OCTAETCS JIMIIb OJHA BO3MOXKHOCTD - C/I€JIaTh
TEMOM MCKYCCTBA CaMy 3Ty IIEpPMAaHEHTHYIO Heyady. 3aXapoB TaK U ITOCTY-
IIA€T, HEMPECTAHHO MEHss POJIU HAa PEAIbHOH CII€HE M MCIOIb3ys pas-
HOOOpa3Hble BO3MOXHOCTHU MCKYCCTBAa KaK TEKCTbl poseid. Ilpu atom
PpeYb UJET BCEI/Ia O TOYHO TEX K€ POJIAX BO BCEX MbICIUMbBIX BApUAHTAX:
TO 3TO HEYJAYHUK, TO rynblii IlacTop, He mogo3peBalomuii cBoeii o6pe-
yeHHOCTHU Ha npoBal. MckycctBo MOCKOBCKOTrO KOHIIENITYaIu3Ma, KOTO-
poe aenaeTcs Kak ObI HE OT CBOETO UMEHH, 2 OT UMEHH CO3JaHHOTO Iep-
COHa)ka, COIVIACHO CJeAyIoleMy BbIBOAy Ipolica, B BbICHIEN CTENEeHU
JII/ITepaTypHO.4 OHO CBSI3aHO C TPAAUIIUEN PYCCKOU IOMOPHUCTUYECKOUN
auTepatypsl, ¢ lorosem, /locroescknm, HexoBbIM, K KOTOTOPbIM 3aXapoB
HEIIOCPEACTBEHHO OOpaIaeTcsl HA Pa3HbIX 3TANlaX CBOETO TBOPYECTBA.
B 3TOM nyHKTE CTOUT, OJJHAKO, BBIICHUTD, HACKOJIBKO “PYCCKUI XyHOXK-
HUK KaK IIEPCOHAK IOMOPUCTHUYECKOTO poMaHa” AEHCTBUTEIbHO CIIEIU-
(pruecku pycckuii TMIIAXK 1 HE BO3MOYKHO JIM C TAKUM K€ YCIIEXOM OTHe-
CTHU €T0 XapAKTEPUCTHUKY K TAKUM XyAOKHHUKAM, KaK, HaIpUMep, 6€Jbru-
ey Mapcenn bpoarepc nian kanagen Pognu I'paxam. U ¢ Tem, u ¢ gpyrum

recreated the latter’s adventures in photographic form, which
have been brought together in the third book of the Funny
and Sad Adventures of the Foolish Pastor. The fondness for
personages shown by Zakharov in his work links him to a tra-
dition of Moscow Conceptualism to which llya Kabakov is
also committed. This is the sense in which Boris Groys
describes the Russian artist “as a figure from a humorous
novel”.3 The constant changes of perspective are due to a
fundamental doubt that reality can be represented by means
of artistic semiotic systems — whether it be the ideological
semiotic systems of Socialist Realism or the idealistic semio-
tic systems of the modernist movement. It is plain to see that
the structuralist and poststructuralist theories exerted just as
great an influence in Russia of the 1960s-1980s as they did
in the West. If reality cannot be mastered by any of the
various visual languages of art, all that remains to be done is
to make this permanent failure itself the subject of art.
Zakharov does this by constantly switching roles on the stage
of reality and using their various artistic languages as though
they were various parts in a play. Strictly speaking, this is
always the same role in all its conceivable variations: it is the
figure of the unlucky fellowis chronically unlucky, in this case
the Stupid Pastor who is doomed to failure without realizing
it. The art of Moscow Conceptualism, which is seemingly “not
done in its own name” but in that of an in-veted figure, is, as
Groys goes on to point out, profoundly Iiterary.4 Itis in the
tradition of Russian humorous literature as exemplified by
Gogol, Dostoyevski and Chekhov, to which Zakharov directly
refers in various places in his work. At this point one would
have to examine whether “the Russian artist as a figure from
a humorous novel” really is a specifically Russian character,
or whether the description does not equally fit artists like the
Belgian Marcel Broodthaers or the Canadian Rodney
Graham. Zakharov is linked to both artists by his love of ap-
pearing in different roles and functions, his running com-
ments on his own work, his link to 19th century literary figu-
res, a sense of humour that is always that of a victim with a
note of melancholy in it — and his ever present love of typo-
graphy.

The aesthetic quality of Zakharov's works lies in the
supreme refinement of typographical design which, despite a
modest recognition of its ancillary function, stands in subtle
relation to the content. Despite all their variations in formats



XyOKHUKOM 3axXapoBa CBSI3BIBAET CAMOHMHCIIEHHPOBKHU C PA3TMYHBIMH
posisiMu U PYHKIMAMU, KOMMEHTHPOBAHIE COOCTBEHHOIO TBOPUYECTBA,
IIPUBSA3AHHOCTD K JIUTEPATYPHBIM aBTOpUTeTaM 19-TO Beka, cxoxee dyB-
CTBO I0MOPa, BCETAA KAK ObI )KEPTBEHHOE U C MEJAHXOJUYECKUM OTTEH-
KOM, 1 HEU3MEHHas JI000Bb K KHUTOIIEYaTAHUIO.

ACTETUUECKOE KAUeCTBO padOT 3axapoBa OTINYAETCS IIO3TOMY TAKXKe
BbICOYaliell papUHUPOBAHHOCTBHIO NOJUTPadUIECKOro opopMIeHN,
KOTOPOMY IPUCYIIE, IPU BCEM CKPOMHOM CTPEMJICHUU UCHOIHATH CJIy-
XKeOHYIO (PYHKITUIO, JTOOMBATHCA M3BICKAHHOTO COOTBETCTBUS COJEPIKa-
Huto. [Tpu BceMm BHemHeM MHOroo6pas3uu nsganuii [lactopa 3onaa, pas-
arnany POPMATOB U TEXHUUYECKUX CPEJCTB, UX BCETAA OTINYAET SCTETH-
YecKu cTporas popMa U cIefOBaHUE KJIACCUYECKHIM KAaHOHAM KHUTOU3-
ganus. C TIATENIbHON JOTOIIHOCTBIO OTAEIbHbIE IIPOU3BENECHUS CKJIA-
JBIBAIOTCSI B CEPUU U PSAJbI, OOBEJUHAIOTCA B COOPAHUS U, C HEAABHUX
IOp, KIACCH(UIMPYIOTCS IO XaHpaMm B Kartagore. Ilpm aTom merton
“caMOPa3BUBAIONIENCS CUCTEMBI” y 3aXapOBa BCETAA COIOCTABJIEH C T€H-
JEHIINEH PETPOCIEKTUBHOIO OCMBICIEHUSI BCETO €ro TBOpUYecTBa. Bcé-
TAK{ CTPOras OpraHU3anMs COOCTBEHHBIX PAbOT U JOOPOBOJIBHOE IOA-
YMHEHUE OCHOBHBIM IIPABUJIAM MOJUTPAPUN CBUAETETBCTBYIOT HE TOJIb-
KO O HENPUTA3ATEIBHOCTUA U CJIEPKAHHOCTU, HO U CJIYKAT XyHLOKHUKY
Baanmy 3axapoBy UM caMUM M30PaHHBIM KOPCETOM [JISl BBIIUIECKUBAIO-
muxcs 3a 60pT ¢aHTa3uii, aOCYpAHBIX 3aTel, CyMAaCOPOAHBIX UJEU U
CIUPUTYATBHBIX IIOJIETOB.

1. Ionem-yxod-ucuesrosernue. Mockogckoe Konyenmyansroe uckyccmeo. Karamor BBICTaBKI
B [anepee XiaBuuxo mecta Ilparu, Ilpara; Xayc am Banbasee, bepaun; Iopoackoi
rasepee B Copuenxod, Kuwb — n3n. Kanr, 1995.

2. Cm. Munena Cnasunika, Ilosem, yxo0, ucuesrnosenue B k.. Ilonem-yxoo-ucuesrnosenue.
Mocxosckoe konyenmyansroe uckycemso. Kauriy, 1995, c. 250.

3. Boris Groys, Die Erfindung Russlands, Mionxen-Bena, 1995, cc. 205-212.

4. Tam xe, c. 211.

and media, all publications of Pastor Zond Editions are
distinguished by their severely aesthetic image that follows
the timeless rules of a classical typography. With pain-sta-
king care the individual works are organized into series,
compiled in collections and, most recently, arranged by
gentre in separate catalogues rasonnés. Zakharov's
method of a “self-evolving system” is always balanced by
the tendency to make retrospective compilations of his out-
put to date. Yet the severe organization of his own work
and the voluntary submission to the basic rules of typogra-
phy not only testify to modesty and understatement, but
also serve as a self-imposed corset for the extravagant fan-
tasies, absurd notions, lunatic ideas and spiritual flights of
fancy of Vadim Zakharov.

1. Flug, Entfernung, Verschwinden. Konzeptuelle
Moskauer Kunst, ed. by Kathrin Becker, Dorothee Bienert, Milena
Slavicka, exhibition catalogue, Galerie Hlavniho Mesta Prahy,
Prague; Haus am Waldsee, Berlin; Stadtgalerie im Sophienhof,
Kiel, Ostfildern 1995.
2. MILENA SLAVICKA: Flug, Entfernung, Verschwinden, in:
Flug, Entfernung, Verschwinden (see note 1), p. 36.
3. Boris Groys: Die Erfindung Russlands, Munich,
Vienna 1995, p. 205-212.
4. Boris GrRoys 1995 (see note 3), p. 211.



PASTOR

Pastor Nt. 8 — The Oriental
Tradition in the Moscow Conceptual School, 2001

Ilacmop — TeMaTUYECKUN KyPHAJI, SIBJISIOINIA-
cs1 Hapsay ¢ Iankanu MAHH n Coopruramu
MAHH, TpaiuIMOHHBIM MAJIOTHUPAKHBIM
usfaHueM MOCKOBCKOI KOHIENTYaIbHOM
mKosbl. OCHOBAH B 1992 TOJly B TOPOJie
Kénbne. M3narens u pegakrop Bagum
3axapos.

ITactop N1 Hmena, Ilactop N 2 ITeozpaguas,
ITactop N3 Hawa noruzpagus, Ilacrop N 4
Hauwe 6yoywee, ITactop N b Imuepayus u cmpan-
nuxu, Ilacrop N 6 Kax a cman xydosxcruxom
(cosmecmmo ¢ FOpuem Anvbepmom), ITacrop N 7
Iamonozus w Hopma (cosmecmmo ¢ Ilasrom
Lennepumeiinom uw Anopeem Monacmuvipexum),
ITacTop N 8 Bocmounas mpaduyus é Mockosckot
KOHYUENMYANLHOU UWKOE.

PASTOR

PASTOR's MAGAZINE

Pastor is a specialty journal that examines key issu-
es of contemporary art, art theory, literature and
philosophy. Along with the MANI Files and the
MANI Papers, it represents the tradition of small-run
publications of the Moscow Conceptual School.
Founded in Cologne in January 1992, the journal is
illustrated by contemporary Moscow artists. Publisher
and editor: Vadim Zakharov.

Pastor no.1 Names, Pastor no. 2 Geography,
Pastor no. 3 Our Poligraphy, Pastor no. 4 Our
Future, Pastor no. 5 Emigration and Pilgrims,
Pastor no. 6 How | Became an Artist (with Yuri
Albert), Pastor no. 7 Pathologies and the Norm
(with Pavel Pepperstein and Andrei Monastyrski),
Pastor no. 8 The Oriental Tradition at the Moscow
Conceptual School.
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Yuri Leiderman Ivan Chuikov Andrei Monastyrski Ilya Kabakov

Q| e
For this publication project, various contributors to
Pastor were asked to design a cover for the journal. The
resulting designs were then enlarged and printed on
twenty red sheets, later placed into hand-made folders.

20 covers for Pastor with drawings in A4 format, 1994.
Edition of 15. LOOK ORIGINALS

LOOK ORIGINALS

Jng sToro usganusa apropam xypHaia [lacrop 6bL10 ipeso-
XKEHO C/IeJIaTh “IMacTOPCKy0” 0610xkKy. Co3jlaHHbBIE
PHUCYHKHU OBLIN yBeTUYEHBI U pacnedaTanbl Ha 20 xpac-
HBIX JINCTAX U IMOMENIE€HBl B U3TOTOBJIEHHBIE BPYUHYIO
nanku. 20 macTtopckux o6ygoxek, popmar A-4, 1994,

15 sx3. CM. OPUTMHAJIBI

BECTHEUE R SRR

o f‘:{' o

Nzpanue: Pastor’s Covers, 1994



PASTOR

Albert, Sergei Anufriev, Terry Atkin-
son, Sergei Volkov

PASTOR

Konstantin Zvezdochetov,
Ilya Kabakov, Nikolai Kozlov, Maria
Konstantinova, Yuri Leiderman

Andrey Monastyrsky, Vladimir
Naumez, Pavel Pepperstein, Vladimir
Porudominski, Dmitri Prigov

Lev Rubinhtein, Nadezhda
Stolpovskaja, Andrei Filippov, Sabina
Haensgen, Ivan Chuikov

Drawings for the Pastor’s Covers Edition,
1992
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Dmitri Prigov Children’s Verse, 1994

Pavel Peppershtein Voices in a Chinese Restaurant, 1996

DieKinder
demPastor

Beapxan v aponacms

[TACTOPCKAA AETCKAA BUBJINOTEKA

OcHoBaHa B 1994 rojy. ABTOPbI KHUT — JI€TH,
XyOKHUKH, ITHCATENN. 25 KHAT (popmaTa A4
C IIBETHBIMU U YE€PHO-O0EJIBIMU WLTIOCT PaIUs-
MU, B 4-X (pyTiaapax.

Tupax — 20 3K3eMILIAPOB

OYTIAP 1: Janunn 3axapos Mou npux-
mouenus 6 cady. Japbs Haymery Yunwvii mronens.
Mursa 3axapoB ITmuysi, depesnva, spubovl, ysemuot,
Komopwie Mumsa cobupan, nwoxan, Kopmua, noau-
6aun, en U HaAPUCOBaL 8 NAMD ALM U COUUHUA NPO
HUX UCTOPUU, 6 B0CeMD € NOA08UNOU Aem. VITba
Haymenr Mot dpyz mypasei. Ined AnpoepT
Puxu—Taxu. Harama Ansbept Iun. Imutpuit
Anexcanaposuy Ilpuros Jemckue cmuxu

OYTIAP 2: Anexcanapa Mauabemn Boiina.
Cons ®ununnosa []ezon. Anexcanap Mapees
A Ilomom Y Huxomait lllentynun
Kamacmpoga nebec. Cepreit Anyppues Om sceit
dywu. Bepa Xneonuxosa Coxposuwge nopocenxa.
ITasen Ilennepmreitn loaoc us kumaiickozo
pecmopana. Jlannun 3axapos u namna Danvken-
wmeun

OYTIAP 3: Muxann Cyxorun Joip bya Il]vin
no Y Yenv=Ino. Jlanmmn @umunmos Cooprux
npaxmuueckux anamuii. Bragumup
ITopynomunckuii I1po by6y u Jlaxy. Exarepuna
CrynoBa Aavbom eonpocos: Pamusuu AHHA
Anbuyk H3z Crosapesa. Ionra Credanos
Ympennan necus Iacmopy. Cepreit Anycdpues
Tune—Ilone. MAPMSI KOHCTAHTUHOBA Amaac
onpedesumens Auy

OYTIIAP 4: Mapusa Cymunna Huyexaanedus
HCUBOMHDBLX

THE PASTOR'’S CHILDREN'’S LIBRARY
Founded in 1994. Its authors are childrens,
artists, writers. 25 books are of A4 format with
both color and black and white illustrations in 4
slipcases. The edition is 20 copies

SLIPCASE ONE: DANIIL ZAKHAROV My
Adventures in the Garden. DARJA NAUMEZ The
Smart Seal. MITJA ZAKHAROV Birds, Trees,
Flowers, and Mushrooms, which Mitya Gathered,
Smelled, Fed, Watered, Ate and, at Age Five,
Painted and, at Age Eight and a Half, Made Up
Stories About. ILYA NAUMEZ My Friend the Ant.
GLEB ALBERT Riki-Taki. NATALJA ALBERT Pip.
DMITRI ALEKSANDROVICH PRIGoV Children’s
Tales

SLIPCASE TWO: ALEKSANDRA MACHABELI War.
SONYA FiLLIPOVA Goldfinch. ALEKSANDR
MAREEV Because. NIKOLAI SHEPTULIN
Catastrophes of the Sky. SERGEI ANUFRIEV
From the Bottom of My Heart. VERA
KHLEBNIKOVA A Piglet’s Treasure. PAVEL
PEPPERSTEIN Voices in a Chinese Restaurant.
DANIIL ZAKHAROV AND DAD Falkenstain

SLIPCASE THREE: MIKHAIL SUKHOTIN Dyr Bul
Shchyl’ According To U Chung-Ing. DANIIL
FiLippov A Collection of Exercises. VLADIMIR
PorubomiNskl On Buba and Laka. EKATERINA
STuLova An Album of Questions: Last Names.
ANNA ALCHUK From Slovarev. GOSHA STEFANOV
A Morning Song for the Pastor. SERGEI
ANUFRIEV Ping-Pong MARIA KONSTANTINOVA
Face Determinator Atlas

SLIPCASE FOUR: MARIA SUMNINA Bestiaries
Inseclapedia (Encyclopaedia)



Illustrations to the book Children's Tales, 1994



Illustrations to the book Voice from a Chinese Restaurant, 1996



N. Alexeev

B ocnosy uspanusa Hs scumus npomoxuwezo cmapya noaoxKeHa
aBTOPCKasl MO3UINS — UTPBI B HEKOETO YUUTEJN, TYPY, CTapIa
Hekoel rpymnnbl. CTapel, Kak U3B€CTHO U3 PyCCKOM Tpajuluu, U3
pycckoii murepaTypsbl (JlocToeBckoro), — IUI0 yBaxkaeMoe, obaa-
1omee HekuM nposuieHueM. Iloutn cearoit. K Hemy exyT 3a cose-
TOM, €TO IMPOCAT MOJUTHCS 32 POACTBEHHUKOB, OH BOILIOIIAET B
cebe MyIpoCThb U CBATOCTD. OHaKO Y JIOCTOEBCKOTO 3TOT CBATOM
CTaper; HEOKUJAHHO ITOCJIE CMEPTH «IIPOBOHSUI», UTO Cpa3y IOCTa-
BIJIO I10J] COMHEHHE €T0 CBATOCTD. “CTapely” ke JaHHOTI'O U3/JaHUs
He IIPOBOHS, A IPOMOK — 3TO IPOMOKIIMI cTaper. 31ech CJI0BO
«IIPOMOKIIMI» UMEET JBa CMbBICJIA: IIEPBBIA 3TO OIMCAJICS, TO €CTh
OKa3aJICs Ha CTA[UU HadaJa ¥ KOHIA, JETCTBA (CM. MHUIMAIbI 1
JgeTckue pororpadum) U CTapOCTH OJHOBPEMEHHO; BTOPOH — CaMO
CJIOBO «IIPOMOKIIUI» COAEPKUT B CBOEM KOPHE KJIIOY K ITPABUIb-
HOMY npourteHuio HazBanusa kHuru. MOKIIIA - sTto a66peBuarypa
HasBaHUsA Mockosckan KoOHUeNMYarbHAs WKOAA, U B CIOBE “IIPOMOK-
muii” oHa Takxke coaepxkutcs: npoMOKIIIuit. CooTBeTCTBEHHO,
Ha3BAaHUE MOXXHO IIPOYUTATH CJAEAYIOIMNM 00Pa3oM —

H3 scumus cmapya Mockosckotl KonyenmyarsHot wxonovl.

S. Anufriev N. Kozlov I. Makarevich

Y. Albert |. Kabakov Y. Leiderman

Mznanue cocTonT 13 ABYX MUPM (OPMATA 297X4200MM.
Yepnas mmpmMa COREP>KUT UHUIAATIBI 19 MOCKOBCKHIX
Xy/JOKHUKOB, OOpaMJIEHHbIE€ KOMIIBIOTEPHOI PaMKOH.
bBenaa mupma cogepxut 19 yepHo-6€bIX poTorpadpuii
3THUX K€ XY[OKHUKOB.

A. Monastyrsky

At the core of the publication project entitled From the Life of the Drenched
Old Man is the author’s position as teacher, guru, elder to a certain group of
people. Russian literature and Dostoevsky in particular tell us that an Elder
(‘starets’) is a man who commands great respect and is uniquely prescient.
He is almost a saint. People come to him for advice; they ask him to pray for
their relatives; he embodies wisdom and saintliness. And yet, the corpse

of the saintly Elder in Dostoevsky’s novel begins to stink like any other man’s,
which immediately puts the Elder’s “saintliness” in question. The Old Man
(the Elder, the starets) who figures in this publication did not stink like
Dostoevsky's hero. This Elder got wet and became the Drenched Old Man.
The word “drenched” (‘promdkshii’) has two meanings here. First is that the
old man has peed and wet himself — that is, he finds himself at a stage that
represents simultaneously the beginning and the end, childhood (cf. the initi-
als and children’s photos) and old age. The second meaning of the word
holds a key to the correct interpretation of the book’s title. The Russian word
for “drenched” — ‘promdkshii’ — contains within it the Russian acronym of the
name of the Moscow Conceptual School, or MOKSHA (MOskovskaia
Kontseptual'naia SHkolA — MOKSHA — proMOKSHIii). The entire title, then,
can be read as From the Life of the Elder of the Moscow Conceptual School.

V. Naumez V. Pivovarov

P. Pepperstein D. Prigov

The publication From the Life of the Drenched Old Man
consists of two zigzag folders. The black one is contains
the initials of 19 Moscow artists, each one framed in a
computer window. The white one contains 19 black-and-
white photos of these same artists in their childhood.

N3panue
Edition From Life of the Drenched Old Man, 1993 - 94

L. Rezun-Zvezdochetova

V. Sorokin

N. Stolpovskaja

A. Yulikov

V. Zakharov

I. Chuikov

K. Zvezdochetov



ARTISTS WORKS MADE AT VADIM ZAKHAROV'S REQUEST FOR
PASTOR ZOND EDITIONS

Vladimir Naumez
Dmitri Prigov
Nadezhda Stolpovskaja
Andrei Filippov
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B To Bpems, korma Bajum nonpocus MeHs cenaTb padoTy ¢
ncnosb3oBanueM Juctos us “Ilacropa”, B 60TaHNUECKOM Ccaly B
Poxenkupxene BOAMINCDH ITECAPKU - 3a0ABHBIE HEYKIIOKUIE
IITUITBI, IIOXOKHE HA TOYTEHHBIX TETYIIEK B Y€PHO-0EJIbIX Kperie-
muHOBLIX capadanax. Crpanuns! “IlacTopa” ommyanucs ot

At the time when Vadim Zakharov asked me to do a work
using pages from the Pastor, you could see guinea fowls in
the Rodenkirchen botanic garden - amusingly awkward birds
who resembled venerable ladies dressed in black-and-white,
crepe de chine robes.

OOBIYHBIX KHIDKHBIX CTPAHHIL TEM, YTO HAIl€YATAHBI OHU ObLIN HA
o4eHb 6esIoi Gymare, 04€Hb YEPHBIMU OyKBaMU. ITUM OHU ITOXO/U-
JI1 Ha OIIEpEHHeE Iecapok. Tak MHe U MPUIIUIO B FOJOBY, YTO UX
MO>KHO OyIET HCIIOJIb30BATh B pabOTe, N300PaKAIONIEN 11eCAPOK.
IToToM MOJIy4nI0Ch, 9TO 3TA PpaboTa - PO GOTAHMYECKHUI CaJL
BOOOIIE: HA HEH N300pa’keHbI U MMABJIMHBI M KYCT POJOJEHAPOHA,
HO IIE€CTPHIE IE€CAPKU CBIPATN B HEU PEIIAIOIYIO POJIb.

The Pastor sheets differed from ordinary book pages by their
very black letters printed on very white paper, which made
them look like the guinea fowls’ plumage. Which is how it
occured to me to use them to depict guinea-fowls.

In the end the work became one on a botanic garden per se,
where you can see peacocks and a rhododendron bush. But
the colourful guinea fowls play the decisive role.

NADEZHDA STOLPOVSKAJA Guinea Fowls and Peacock.
Collage from pages of Pastor magazine, 1993



VLADIMIR NAUMEZ

Drawings on the pages of the
second volume of the Pastor

made at Vadim

’s request, 1993

Magazine,
Zakharov




I[.JI}I IIPOCTOTHI IPUBOJUTCA CXEMA UJECAIBbHOTO ITIOPTPETA C IIOJTHBIM Ha60pOM
repajbJu4€CK1UX 3HAKOB, UMCIOMMUXCI HA MOMEHT HAIIMCAHUA 3TOI'O TEKCTA, M CUCTEMA
X JTMHAMHWYIECKOT'O U IIOPOKIAIOIIETO BBaI/IMO/:[CfICTBHH, C BO3MOJKHOM BapHaL{HCﬁ
3HAYCHU B KAXKIOM OTACTIbHOM CJIyda€ KaK COTBOPEHMS, TaK 1 BOCIIPUATH . IHosscanum
MpEAIIoIararommueca C.J'IY}KC6HI)IC 3HAYCHUA 3HAKOB!

1. 3a cuHOI IepcoHaka B 6€JI0M KaK Obl IUIABAIOIIEM HEI[EHTPUPOBAHHOM KOJIbIIE

— comracHbIe OYKBbI (PaMIUIMH IIEPCOHAXKA, KAK ObI OCHOBA, II0YBA, TBEPAOCTD U
YBEPEHHOCTb B BO3MOXKHOCTH.

2. B MaJIeHBbKOM KOJIbIIE, BBIXOJSIEM U30 PTA IIEPCOHAXKA, - IVIACHBIE GYKBBI €TI0
(pamruy — OIIACOBKA, KaK ObI ABIXAHME, AHUMALIHSA, IIOJIET, JBYDKEHUE, )KU3Hb.

3. B xoJIbIie jKe CIIpaBa CHU3y — HadaIbHAsi OyKBA IMEHU IIE€PCOHAXKA — BO3MOXXHOCTh
JIbHEUIIETO PA3BEPTHIBAHUS B IIOJHOE UMs, B IIEPCOHY.

4. CneBa 6ej10€ MATHO, 6€JI0€ COJIHIIE, MPEACTABUTENDb (KaK O6bI ApXaHreJ) BCEro 6eIoro
B PHICYHKE, TaK KaK PUCYHOK U €CTh 60pbba 6eJI0ro 1 4epHOro.

5. CieBa 5xe YepHOE COJIHIIE B BUJIE TOHKOU 6€JI0i1 KOJIbIIEBOI OGBOJKH— IIPEACTABUTEb
BCErO YEPHOTrO (He 00513aTeJbHO TOJIBKO U UCKIIOUUTEIBHO YKACHOTO, B OOBIYHON
VHTEPIIPETAINN).

6. Cnesa B 1a3y — ceparie.

7. YepHblil 3pavoK ¢ 6€JI01 TOYKOI — JyIla, CBET, KOTOPBII U B ThME CBETUT, U
OJHOBPEMEHHO MAarun4ecKkoe BHJEHUE.

8. Cepbra — 6;1aropoJICTBO ¥ OJJHOBPEMEHHO CIIPSTAHHASL B PAKOBUHY U IIEPIAMYTP
JKeMUyra TaliHa COOCTBEHHON KU3HU.

9. bpacjer - 61aropojACcTBO U OJHOBPEMEHHO CBSI3AHHOCTD C IIPEAHA3HAYEHEM, MICCHEH,
CJIY’K€HHUEM, JIOJITOM.

10. I'1a3 Hazx TOTOBOIT IEPCOHAXKA — CBEPXUYEIOBEUECKOE BIIEHHE, OHOBPEMEHHO
IPUCYTCTBHE BBICIIETO HaYaJa, OTMEYEHHOT'O TaKXKe KPACHOI TOYKOM HaJ IMIa30M; KpacHas
cJle3a — 3HAK COCTPaJaHUs U OJHOBPEMEHHO ITOTHOTHI , TOKOS B ABYKCHUU.

11,12,13. KpacHble 3HaK1 Ha BEPTUKAILHOU OCH OPTaHU3Ma — BO JIOY, B COJTHEUHOM
CIUIETEHHH, B [TaXy — OCHOBHBIE YAKPbI, TOYKHU IPUKOCHOBEHUS BHENTHUX CHJI KOCMOCA U
BHYTPEHHUX OpPraHU3Ma.

14. Kanis MoJsioKa U3 Irpyn — JKeHCKas IJI0JOTBOPAIIAs CHJIa.

15. 3esenoit pocTOK U3 IPYroii rpyan — 06Iaropaxupaoas Mopy — punupyomas Cuia.
16. Manenbkuii 61€CTAIMIA AP HA TOJIOBE IEPCOHAXKA - 3HAK CUJIbI COCPEJAOTOYEHUS ,
yXoza B c€6s1, pACTBOPEHHS B CO3EPIIAHIU.

17. JIo3yHr nepcoHa)ka KaKk apUTHKYJISAIUSA €r0 MUCCUU, CIY)KCHUS U, B PE3yJbTare,
CBEPIICHUS.

18. Aiio — cuMBOJI IEPBUYHOMN KOCMOJIOTUYECKOM CYyOCTAHIIUM; ITYCTOE SAHII0 O3HAYAET,
YTO aKT TBOPEHUS IMPOU30IIET U MPEBAINPYET 3HAUEHUE JINYHOTO YOSKUIIA, XKIJIHIIA,
IPUBATH3AIUHA KOCMOCA.

19. KpecTnl o 60kam nepcoHaa: Tak Kak 110 MHIOEBPOIIEHCKUM IIpaBUIaM 1
IIOCTPOEHUSAM BBEPX U BHU3 IIEPCOHAK MOXET JBUTATHCS TOIBKO BOJIEIO KpeaTopa (T.e.
MOe€H BOJIEH, B IAHHOM CJIydae), HO IO TOPU30HTAIA B KOCMOCE OH MOXKET IEPEIBUTATHCS
COGCTBEHHOU BOJIECH, 3TU KPECTHI BPEMEHHO, HAa CPOK HAIIETO MEJUTATUBHOTO OOIMICHUS
C HUM, YI€PKUBAIOT IIEPCOHAXK B IIPeJieIaX PUCYHKA, a TAKXKe, OyAydH KPecTOOOPa3HbIM
nepecedyeHreM KOOPAUHAT, IIEHTPHUPYIOT €TO B TOYKE 3TOrO E€PEKPENEeHUs U,
COOTBETCTBEHHO, B MUPOBOTO MPOCTPAHCTBA.

20, 21. KpacHble Kpy)KOUYKH HaJi KPDECTAMU — CBUJETEIbCTBO BBICIIECH JTETUTHMALIH.

22. besnoe NATHO B YepHOM IIPOCTPAHCTBE SNIA (MJIK MIATHA) HEUCCAKAeMas S9HEPIus
CTAaHOBJICHHS B YK€ COCTOSBIIEMCS KOCMOCE.

23,24. YepHblil 1 6€JIbIi KBaAPATDI — CUMBOJI CTPYKTYPHOM M MHTEJUINTUOETbHOM CHJIBI
KOCMOCA MAaT€PHAIBHOTO U JyXOBHOTO.

25. Karurs cnepMel — My>KCKast OTUIOIOTBOPSIIONIAs CUJIA U B PSALY TPEX TEKydeCcTeH —
cJ1e3a, K MOJIOKa — OCHOBOIIOJIArafoniasi MPe3eHTANMs JUHAMIIYHOIN TEeKy4eCTH,
M3MEHYHUBOCTH.

26,27. JIBa GebIX HMPOPBIBA C TEKCTAMH B OGJIACTH GOJIBIIOrO KOJIbIA € COMIACHBIMU
O6ykBaMu (paMIJINM ITIEPCOHAXKA OOHAPYKMBAIOT BECh PUCYHOK KaK YCJIOBHYIO CCTEMY
onpeieIEHHOM BU3yaJIbHOU N300 Pa3UTENIbHOCTH, A3BIKA, U TOKA3bIBAIOT JIETKYIO
BO3MOKHOCTD YXO/Ia, TPOPBIBA B MHOE IMIPOCTPAHCTBO C BEPOATHHBIMU OTPBIBKAMH COBCEM
MHOTO CIOK€TA 1 CEMaHTUYECKOT'O TUIACTA.

B koHIe cieyeT o6paTUTh BHUMAHUE 3PUTEIS U YATATES, YTO MEPCOHAKH ABJISTIOTCS
aHZPOTMHAMHY, CUMBOJIMYECKOE 3HAYEHHE YETO 0COO0 OTOBApPUBATh HET HEOOXOAMMOCTH,
Y 94TO JJAHHBIE TOPTPETHI SABJIAIOTCA N300paKeHNEM META(PU3NIECKUX IPOTOTUIIOB CBOUX
PeaTbHBIX BOILUIOMIEHUI, KOTOPBIE U3 IIOJHOT0 HaGopa 3HAYEHUI MOTYT, Ia ¥ TaK OHO 1
€CThb, PEAIN30BATh B CBOMX ITOCJIEYIOMIX HHKAPHAIUAX JIMIIb KAKYIO-TO OTPAaHUYEHHYIO
VX 9acTb. mumpuii Anexcanoposuy Ilpueos

Scheme of a Portrait With a Set of Heraldic Signs and System of Their Coordination, 1992



For the sake of simplicity a diagram is here presented of an ideal portrait with a full selection of the heraldic symbols available as of this writing, and the system of their dynamic and generative interaction, with possible varia-
tions in meaning in each individual instance both of creation and of perception. We will expound on the intended subordinate meaning of the symbols:

1. Behind the back of a personage in a white, seemingly floating uncentered ring — the consonants of the surname of the personage, like foundation, ground, firmness, and confidence in ability.

2.In a small ring coming from the mouth of a personage, the vowels of his surname - like vocalization, breath, animation, flight, movement, life.

3.In aring to the lower right, the first letter of a personage's name — possibility for further expansion into a full name, a person.

4. To the left, a white spot, a white sun, the representative (like an Archangel) of everything white in the picture, since the picture is itself a struggle between white and black.

S. Also to the left, a black sun in the form of a thin white circular loop — the representative of everything black (not necessarily solely and exclusively horrible, in the usual interpretation).

6. A tear in the eye — the heart.

7. Black pupil with a white spot — soul, light that shines in darkness, and simultaneously magical vision.

8. Earring — nobility and simultaneously, hidden in shell and mother-of-pearl, the mystery of one's own life.

9. Bracelet — nobility and simultaneously connectedness with destiny, mission, service, duty.

10. Eye above the head of a personage — superhuman vision, simultaneously presence of divine principle, also denoted by a red dot above the eye; a red tear — symbol of compassion and simultaneously of completeness, rest in
motion.

11, 12, 13. Red symbols on the vertical axis of the body — on the forehead, the solar plexus, and the groin — the primary chakra, the points of contact for the external powers of the cosmos and the internal powers of the body.
14. Drops of milk from the breast — feminine fertile power.

1S. Green shoot from the other breast — ennobling glorifying power.

16. Small shiny orb on the head of a personage — symbol of power of concentration, withdrawal into oneself, dissolution in contemplation.

17. Motto of the personage as the articulation of their mission, service, and the resulting completion.

18. Egg — symbol of primal cosmological substance; an empty egg signifies that the act of creation took place, and the meaning of personal refuge, habitation, and privatization of the cosmos predominates.

19. Crosses on the sides of the personage: since according to Indo-European rules and constructs the personage may move up and down only by the will of the creator (i.e., my will, in this case), but can move horizontally in
the cosmos by his own will, these crosses temporarily, for the period of our meditative communion with him, retain the personage within the bounds of the picture, and also, being a crosswise intersection of the coordinates,
centralize him at the point of this intersection and, consequently, in universal space.

20, 21. Red circlets above crosses — testimony of supreme legitimation.

22. White spot in the black space of an egg (or spot) — the inexhaustible energy of formation in the already existing cosmos.

23, 24. Black and white squares — symbol of the structural and intelligible power of the material and spiritual cosmos.

2S. Drops of sperm — masculine fertile power and one of the three liquidities — the tear and the milk drop — fundamental presentation of dynamic liquidity, changeability.

26, 27. Two white break-offs with the texts in the sphere of a large ring with vowels of the surname of the personage bear the entire picture as a relative system of definite visual imagery and language, and show the easy pos-
sibility of departure, breaking off into another space with verbal breaks of an entirely different theme and semantic course.

At the end, the attention of the viewer and the reader should be called to the fact that the personages are androgynes, the symbolic significance of which need not be particularly described, and that these portraits are a depic-
tion of metaphysical prototypes of their actual incarnations, which from a complete selection of meanings may, and indeed do, realize in their subsequent incarnations but a certain limited part thereof.
Dmitry Aleksandrovich Prigov



BUAEOAJOKYMEHTALIMA BLICTABOK
COBPEMEHHBIX MOCKOBCKHX
XYAOKHUKOB HA 3AITAZLE. 1989-2009

Kamepa /pexknccep: Bagum 3axapos

Bugeoapxus co/iepKuT MaTepuabl O eATeTbHOCTH
MOCKOBCKHX COBPEMEHHBIX Xy/[0KHUKOB Ha 3amaje ¢
1989 o 2006 rox u B ranbHENIIEM OY/IET TOIOTHATHC.
3a saToT nepuoj orcHATO 60s€ee 150 BrICTaBOK.
Buneoapxus siBis€TCS YaCTHOW MHUIIMATUBOM XYHLOXK-
Huka Bajguma 3axaposa 1 MOXKeT paccMaTpUBATLCA KaK
YacTb €ro TBOPYECKOH JeATEeIbHOCTU. BBI6Op Xy10KHN-
KOB U BBICTABOK OIIPEJAEIAICS KPYTrOM OOIEHUs U MHTe-
pecos 3axaposa. YacTh MaTepuaa CHATA CHOHTAHHO,
OBICTPO U HENOJHO. J[pyras 4acThb — GI0POKPATUUECKHU
CKpyIyJe3Ho. Buaumo, kakablid pa3, B TOT WA MHOU
MOMEHT ChEMKH, B JUIEMME “XYTOKHUK-APXUBAPUYC~
OMH IIpeobIIaja Hajl APYTUM. 3aXapoB IPOCUT IIPOIIle-
HUS y T€X, Y€l MaTepual OKa3aJcs Ha CTATUU “Xyl0XK-
HUK’, @ OT T€X, KTO IIOIIJI 10/l HACTPOEHHE “OI0POKpaT-
JTOKYMEHTAIHNCT , IPUMET 6J1arofapHOCTb.

EINE VIDEODOKUMENTATION
YON AUSSTELLUNGEN
ZEITGENOSSISCHER KUNSTLER
AUS MOSKAU

1939

KAMERA/REGIE:
VADIM ZAKHAROYVY
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VIDEO DOCUMENTATION OF CONTEMPORARY
MOSCOW ARTISTS’ EXHIBITS IN THE WEST,
1989-2009

Camera / Direction: Vadim Zakharov

The video archive holds materials on the activities of
contemporary Moscow artists in the West from 1989 to 2003 and
will continue to grow in the future. More than

150 exhibits have been filmed thus far.

The archive represents a private undertaking by the artist
Vadim Zakharov and can be considered an element of his creati-
ve activity. Part of the material has been filmed in a haphazard,
hurried and incomplete manner. The other part has been filmed
in a bureaucratically meticulous way. It would seem that each
time, at various moments in the process of filming, one side of
the "artist-archivist" dilemma prevailed over the other. Vadim
Zakharov begs forgiveness of those whose material he happened
to have encountered in his state as an “artist,” and welcomes
expressions of gratitude from those who happened to have been
filmed while he was in his “bureaucratic documentalist” mode.
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