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3a Te MHOTHE 4achl, KOTOpbIE g Iposesa ¢ Bagnmom 3axapoBbiM
nepeJ; 9KPpaHOM KOMIIBIOTEPA HA €ro «IIIHUI[BErOBCKOM» 4ep/a-

kel

, MHE CTaJI0 SCHO: mosmrpadus JUis HETO — HEUYTO OoJblee,
YeM pPeMecyIoO WIN 3apabOTOK, OHA JUIsl HETO — OCHOBOIIOJIATAIo0-
Uit TUn MbuieHust 1 TBopuectsa®. Ilpu aTom pomManTuveckas
aTMocdepa ero MaHCap/bl C MOXKEJTEBIIUMU (oTorpaduaMu Ha
CTEHAX, 3a0UTBIMU KHUTAMH IIOJKAaMU, BUAECOAPXMUBOM, MHOTO-
YNCIEHHBIMU U3JaHUSAMU, pab0TaMu Jpy3eil — CBUAETEIbCTBAMUI
Pa3sHOOOpa3us AEATEIbHOCTU Xy[0KHUKA, U3AATENs, KOIEKIHO-
Hepa, apXuBapuyca, KOHTPACTUPYET € TEXHUYECKOU OCHAIEHHO-
CTBIO €r0 IIUCbMEHHOro crosa. B nome Ha Imoenepmrpacce, 22
IIOIPYKaelbCsd B MUP PYCCKOM KM3HU, T/€ U IOCJI€ HIEeCTHAAIATH
JIET, IPOBEJIEHHBIX 3aXapOBBLIM Ha 3amajie, OYeBUIHBI €70 KOPHH,
yXoJdAne B HOHKOH(POPMUCTCKYIO TPAJUIUIO MOCKOBCKOTO
KoHIenTyanusMa. Ho ogHoBpeMeHHO o6paleHne XyJoKHHKA K
HOBEHNIIMM TEXHOJOTHSM, Kak U ero nyremectsus B Mcnanuio,
Hzpauns, Anonmo, Tannanyg, a 3aTreM CHOBa M CHOBAa B MOCKBY,
YKa3bIBAIOT HA IIOOAJIBHBIE OPUEHTHUPHI ero TBopuecTsa. Crout
TOJIBKO BKJIIOYUTbH KOMIIBIOTEP, KaK dKPaH, MOJOO0HO 3aMOYHOU
CKBAKMHE, OTKPBIBAET OKHO B MUP. M3006paskeHNs U TEKCTBI CO

BCETO CBETA — CBOM JIU, APYTUX JIU XYJOKHUKOB — JIEMOHCTPHUPY-
I0TCS, TPOCMATPUBAIOTCS, COPTUPYIOTCS, BBIOUPAIOTCS U OTOPa-
CBIBAIOTCS, YPE3AIOTCS U OCTABJIAIOTCA, HAOUPAIOTCS M COKpaIla-
I0TCSl, IPUOOPETAIOT POPMAT U MEPEIBUTAIOTCS, UHCIEHUPYIOT-
51, N300peTAIOTCH.

B coorBercTBUM € ynmoMgaHYyTOIl TBOpuUecKoil aTMocdepoil y
3axapoBa UMEIOTCS JB€ IMPOTUBOIIOJOXKHbBIE CTPATETUN Obparne-
HUSI C SI3BIKOBBIMM M HM300PAa3UTEIbLHBIMU CBHUAETEIHLCTBAMH
PA3IMYHBIX KYJBTYP: KOHAEHCHpOBAaHUE U (POKyCHpPOBAHHE, C
OJ/IHOU CTOPOHBI, B3PBIBAHUE U IOAPBIB — ¢ Apyroii. Ecian xonxen-
CUPOBAHHE COOTBETCTBYET NEPCIEKTUBE «3aMOYHOU CKBAXUHDI»
MaHcapAbl, 2 POKYCHPOBAHUE — YACTO MUCHOIb3yeMOU (poTOKaMe-
P€ ¥ BUACOOITHKE, TO IIPUYNHA B3PBIBOB — BBIXOJAIIAs U3 Gepe-
roB, 6€3rpaHNYHasl U JIUIIEHHAS NePAPXUN CaMOPA3BUBAIOIASCS
cucrema Baguma 3axaposa. IlomblTaemcs cHadaza mpociaesiuTb
ob6e cTpaternn Ha npumepe usganuii I[lacropa 3onza, a 3arem
obpucoBaTh pazBuTHE 60pHOBI Tak HasbiBaemoro Jlom Kuxora
IPOTUB UHTEPHETA HAUYMHAsA ¢ 1989 roja Ha 3amnase.

B Tpex msmanuax Ha odnoit cmpanuye 3aXapoB «CKUMAET»
tekcT JlantoBa Ada (1998), Manenvkoeo npunya CeHT-OK3I0MIEPU

DOROTHEA ZWIRNER

Vadim Zakharov: Don Quixote against the Internet

During the many hours that | have spent with Vadim Zakharov sit-
ting in front of a computer screen in his Spitzweg-style attic room,*
| have come to realize that typography is more than just a craft or
a means of earning a living to him; it is something that has formed
his entire way of thinking and working on a fundamental level.2 At
the same time, there is a significant contrast between the romantic
atmosphere of his garret, which bears witness to the diversity of his
activities as an artist, editor, collector, and archivist, and his hi-
tech workstation. Upon visiting Zakharov's Cologne home in the
Gleuelerstrasse 22, one is submerged into a peculiarly Russian
environment, in which Zakharov's roots in the nonconformist tradi-

tion of Moscow Conceptualism are unmistakable even 16 years
after his move to the West. Be this as it may, his artistic means of
working with modern technologies as well as his extensive travels
to Spain, Israel, Japan, Thailand, and (again and again) Moscow
point toward the global orientation of his work. Once the computer
has been started up, its screen opens a window to the world, as if
through a keyhole. No matter whether they are his own or those of
other artists, Zakharov conjures images and texts from all over the
planet, sifting and sorting them, choosing and scrapping, cutting
and cropping, setting and foreshortenening, formatting and dis-
placing, inventing them and setting them into scene.

In correspondence to the working atmosphere described
above, there are two contradictory strategies of dealing with lin-
guistic and visual artifacts from different cultures in Zakharov’s
oeuvre: one of these consists in condensation and focusing, while
the other explodes and forces them open. Condensation corre-

sponds to the key-hole perspective of the attic chamber; its focus
could in turn be linked to the optics of the photo- or video-camera
that Zakharov frequently uses. The principle of explosion, howev-
er, corresponds to Zakharov’'s overflowing “self-evolving” system,
which has no borders and no hierarchies. The following text will
attempt to explain how these strategies work together, using a
few examples from Zakharov's Pastor Zond Editions. After having
done so, it will trace the development of this Don Quixote in his
battle against the Internet, a battle that has been raging ever
since Zakharov moved to the West in 1989.

In the three editions On One Page, Zakharov condenses the
texts of Dante’s Inferno (1998), Saint-Exupéry’s The Little Prince
(1998), and 100 Russian Folktales (2001) onto one single golden
page, which is run through a laser printer again and again, until
the entire over-printed text becomes so dense that it takes on the
structure of a relief. Texts that have been inscribed into our cul-



(1998) m 100 pycckux napoousix ckasox (2001): B KasKTOM U3 HUX
TEKCT OPUTHHATA, OTIEYATAHHBIA IIOCTPAHUYHO HA OAHOM 30J10-
TOM JIMCTE, IPONYIIEHHOM COOTBETCTBYIOIIEE UHCIO pPa3 4depe3
JIA3ePHBIN NPUHTEP, 0Opa3yeT HACIOEHUE PeTbedHON CTPYKTY-
pbl. TexcTsl, 3aneyaTieHHbIE B HAIEH KyJIBTYPHOH ITaMATH, 4aCTO
y’Ke He CUUTBIBAIOTCS,  YIUIOTHAIOTCS JI0 AyPaTUIHOT'O TEKCTOBO-
IO U300PAKEHNUS, CBOETO POJA UKOHBI.

YIUIOTHEHHOCTh CTPYKTYPbl HAIIEd KyJIbTYPHOH ITaMSITH
3axapoB IeMOHCTPUPYET B U3faHuu I1punoscernue Ko 6mopomy momy
«Mépmevix dyw» Huxonas lveons (1994) — 3/1€Ch OH BBISBIAET
30 TOPTPETOB INEPCOHAKEH pOMaHA B CHJIBHO YBEJIMYEHHBIX
JAETaNdIX OJJHOH-eAMHCTBEHHON KadeabHOH IUINTKH, Hamojpooue
tecta Popmaxa. [Togo6HbIM e 06pa3oM CHIBHO yBEeJIUYEHHBIE
N300PAKEHUS 3EMJISIHBIX OPEXOB B U3JAHUU DPyndamenmarsroie
nayxe (1996) HAIOMMHAIOT HAIIKE, U3TOTOBIABIINECH B AnoHun
XVII-XIX Bekax u3 gepeBa, CIOHOBOU KOCTU UK OPEXOB.

Tak B UTPOBOM M IOMOPHUCTUYECKOM KJII0U€E 3aXapOB HAIVISTHO
IOKA3bIBAET HaM KYJBTYPHBII IPOIECC A3BIKOBOTO M CUMBOJIIYEC-
Koro ymotHeHus. Ho gBmkeHne yMa MOKeT GbITh TOYHO TaK XKe
NYIIEHO B OOPATHOM HAIIPABJIEHHUH, YTOOBI IPUAATH CUMBOJIYE-
ckuM opMaM GOJIBIIYIO TAMHCTBEHHOCTD. B poTocepun, caenan-
HOH B 2002 rojly B banrkoke, 3axapoB BbIOMpPAT TaKylO IEpCIIEK-
THUBY, KOTOpPasl BEAET Yepe3 TEMHBbIE IPOXOJAbI U KOPUJOPBI K
LEHTPaJIbHOMY pacliojioxkeHuo cratyit byaabl. IIpenocrasiser
JII TOYKA CXOZa YOeKUIIe WIN JaeT OOoJIbIle IOBOJOB K 6E€rcTBy —

OTBET HA 3TOT BOIIPOC KPOETCSA B aMOMBAJIEHTHOM Ha3BAaHUH
BbICTaBKU Fluchtpunkt Moskau3. Benb 3a0CTpEHNE BHUMAHUSA HA
OJTHOI TOYKE MOKET IPUBECTU K 3ATUIAHUIO U TAKUM 0OPa3oM K
TYIIHKY.

Tynux xax scanp (1997-1978) — Tak HA3bIBAECTCS U3JAHUE, B
kotopoM Bajgum 3axapos u Cepreit Anyppues 3apukcupoBain
cBOU Oecesbl O PA3TMYHBIX BUJAX TYNMHKOB. BpIXOa m3 Tymuka
OTKPBLIBAET BTOPYIO CTPATEruio 3axapoBa, ¢ IOMOIIBIO KOTOPOM
OH IIBITAETCS B30PBATH YKPEILIEHHBIE CTPYKTYPBI U UACOIOTHYe-
CKMe TPAaHUIbI. ByKBaJbHO 3TO IPUBOJUT K B3PBIBY B CJIyYae C
IPYCTOBCKUM IMUPOKHBIM «MaJIEH» , OJUIETBOPSIONUM CTyCTOK
namaTu. CHavyana 3axapoB HUCIPOOOBAT JEHCTBUE MUPOKHOTO
«MaJUIEH» B KPYTy CBOUX JPY3€H-XyJJOKHUKOB, IIEPEKOYEBABIINX,
KaKk M OH, Ha 3amaJ, ¥ HaXOJAIUXCS B CBOETO poja IOMCKAX
yTpaueHHOTO BpeMeHU. TeKCThl, HannuCcaHHbIe HEIIOCPEACTBEHHO
IOCJIe BKYNIEHUS MMPOKHOTO, COOPAHbI B KHUTY, KOTOPYIO MOX-
HO CYUTATb KOJUIEKTHBHBIM O€CCO3HATENIbHBIM MOCKOBCKOTO
KOHIleNnTyamn3Ma. IIpomecc momcka crag B 3aKIOYE€HHE COO-
CTBEHHO IIPOIIECCOM C BBIHECEHUEM «MaJIEH» CMEPTHOTO IIPUTO-
BOpa. 28 CEHTAOPS 1997 roAa B 19 4acos ;6 MuHyT B I'pane «ma-
JieH» ObLTa Ka3HEHa MouIeickuM-cHaiinepom. Yytsb nossxe Msan
CoxonoB counnmn Pexeuem na cmepmv nupoxicrozo «madsen», mep-
BOE €T0 UCHOJHEHHE (a TaKXKe 3aIMCh) COCTOSAIOCH 2§ CEHTAOPS
1998 roja B Kpoiinkupxe na lorennosnepaam B bepiaune. B I1po-
yecce, TOKyMEHTAJIbHO 3a(pMKCUPOBAHHOM B U3JJaHUM U3 HECKOJIb-

tural memories often lose their legibility, but are condensed to an
auratic text-image, becoming a kind of icon.

Zakharov also invites us to explore the dense structure of our
cultural memory in the edition A Supplement to the Second Book
of Nikolai Gogol’'s Dead Souls (1994). In this piece, he enlarges a
single floor tile to the extreme, uncovering 30 portraits of the
novel’s characters, as if through a Rorschach test. In a similar vein,
the extremely enlarged images of peanuts in the edition The
Fundamental Netsuke (1996) awaken the impression of being the
kind of netsuke heads that were carved from wood, ivory, or nut-
shells in Japan during the 17th-19th centuries.

Such are the ways in which Zakharov visualizes the cultural
process of linguistic or symbolic condensation, always in a playful
and humorous manner. However, the movement of zooming in can
also be applied in reverse in order to enhance the mystery of the
symbolic form itself. Zakharov chooses this kind of fleeing per-

spective in a photo series shot in Bangkok in 2002. Its images lead
the gaze through dark passageways and corridors toward the cen-
tral constellation of Buddha statues. The ambivalence of the
“vanishing point” or the “run-off point” is contained within the
exhibition title Fluchtpunkt Moskau: it is unclear whether this
point is a point of convergence or refuge (Zuflucht) or an occasion
for flight (Flucht).3 After all, focusing and reducing something to
one point can also lead to hardening and ossification, leading into
a cul-de-sac. Incidentally, The Dead-End as a Genre (1997/98) is
also the title of an edition in which Vadim Zakharov and Sergei
Anufriev have collected their conversations on various types of
dead ends.

A way out of this dead end can be found in Zakharov's
second strategy. It is here that he attempts to explode and force
open entrenched structures and ideological boundaries. For
instance, he literally forced the memories condensed in the

Proustian madeleine pastry to explode. First, he tested the
effect of the madeleine pastry on those of his artist friends who
had also emigrated to the West, all of whom are also on a kind
of search for lost time. The texts written immediately after par-
taking of this pastry were collected in a book that could be
understood as the collective subconscious of the Moscow
Conceptualists. However, in the actions that followed, the pro-
cess of searching for lost time was put on trial, a trial that ended
with a death sentence for the madeleine pastry. On September
28th at 19.56, the madeleine pastry was executed by a rifle
marksman in Graz. Finally, the composer and pianist Ivan
Sokolov wrote a Requiem for the Madeleine Pastry, which pre-
miered and was recorded at the Kreuzkirche church on the
Hohenzollerndamm in Berlin. Documented in a multi-part edi-
tion, consisting of a book, a video, and a CD, this process can
be read as a strange crosshreed between Kafka’s Trial and
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KHX YacTeidl — kHurd, sugeoduibma u CD, - mepemteraoTcs
cTpaHHbBIM 06pasoM I1poyecc Kapxu u B nouckax... Ilpycra: 3gecn
3axapoB o6pamaeT KOJUIEKTUBHBIN OIBIT CAMOBOJIBHOTO apecTa
U IpeCIeJOBAHUS IPOTUB KOJUIEKTUBHOM KyJIBTYPBI BOCIIOMUHA-~
HUSL.

Kak 6bI MBI HU MHTEPHPETUPOBAIN IOAOOHBIA CAMOCYJ, CO
BCEH €ro HapaJoKCaJIbHOCTBIO, OH BCE€ K€ COBEPUIEHHO TOYHO
OTMEYAET CUTYAIUIO TPYIIIbI XYOKHUKOB, Ybs ICTOPUYECKH CJIO-
XKUBIIAACS ONIO3UIIMOHHAS CTPYKTypa UCUY€3JIa B CBA3U C ITOJIUTH-
yeckuM nepeaomom 1989 roga. Eciau Wb Kabakos ctan KpynHbIM
XyZJOKHUKOM MHCTAJLISIIUHA TOCTCOBETCKOM KyJIBTYPbI BOCITOMHUHA-
HUs, TO Bajum 3axapos B35l Ha ce0s1 1 OTBETCTBEHHYIO, I CKPOM-
Hyio muccuio — Ilactopa. OcHOBaHHEM OJHOMMEHHOTO JKypHaIa
Hsoamenvemso Ilacmopa 3onda oCcymecTBIASAIO U TEMATU3UPOBAJIO
HJ€0JIOTUYeCKUl epexo]; — B (poHEeTUYECKOM pas-tor — ¢ BocTtoka
Ha 3amax. IIpu sTOoM mojpasymeBascss U HACTBIPb B 3HAYEHUH
«ITACTyX», OCTPOKHO BBICJICKHUBAIONHI (30H — OT «30HAUPOBATH> )
1 cOOMpAIOmUil BMECTE CBOUX PACCEIHHBIX APY3€H-XYIOKHUKOB,
110J06HO OBIaM B cTa0. Takum o6pasom xypHan [lacmop cozpaeT
JVICKYCCUOHHBII (pOPYM U CBOETO PO AMACIIOPY JUIS PACCEsIBIINX-
sl IO MUPY XYZLO0KHHKOB CO BpeMeHH nepectpoiiku. OOIHIK Kyp-
Hana [lacmop 630K M3BECTHOM PYCCKON TPaJUIIAM CAaMHU3/ATA —
M3TOTOBJICHHBIM BPYYHYIO IT€YATHBIM 3K3€MILISIpAaM HeO)UIaTb-
HOU PYCCKOU KyIbTypHOU crieHbl. Eciu B cBoe Bpems poHOM s
HalleyaTaHHBIX Ha MalIMHKE NYOJIMKAIMi CcaMHU3aTa SBJISIACh

VADIM ZAKHAROV: DON QUIXOTE AGAINST THE INTERNET

TOTAINTAPHAs CHUCTEMAa U IIEH3Ypa, TO 3axXapoB KyJLTUBUPYET
3TOT METOJ IMPOU3BOACTBA HE B CBA3U C COJEPKAHMEM IIE€YaTHOM
IPOJYKIMN, a U3-3a OTCYTCTBUsA cpejacTB. He 6e3 HocTanbruyecko-
IO IOJTEKCTA ¥ MPOHUU IIPU 3TOM BO3HUKAET BOIIPOC: YEM PA3JIH-
YaIOTCS YCJIOBUS POU3BOJCTBA B TOTAJIUTAPHOM I'OCYAAPCTBE U B
cBOOOJHOI cTpaHe? M 4TO ele B KOMIBIOTEPHBIN BEK OTIUYAET
PYYHYIO IPOJYKIMIO OT MAIIMHHOI?

Cras Ilactopom, 3axapoB B3ss Ha ceO6s U MUCCHIO apXUBa-
puyca, CO3JAIOMIETO IOAPOOHBII BUAECOAPXUB, JOKYMEHTHPYIO-
MU Xy/J0KECTBEHHYIO JEATEIbHOCTh €ro JIpy3eil M KOJUIer Ha
3anaze ¢ 1989 roza. JlanbHelinas usgaTenbckadg paboTa CBsi3aHa
C CaMOOBITHBIMU MHCTAUIANMAME, aKIIUAMUA U 00 bEKTaMu, KOTO-
pblé 3aTeM CHOBA BBLIMBAIOTCA B OT/EJIbHBIE U3JAaHUA — KHUTH,
KaTaJIOTH, aJIbOOMBI, MAIKH C JOKyMEHTanueil nepgopMaHCOB,
BUJICO- U aPXUBHBIE MAaTE€PUAJIbI.

Bezapb B Hauasie 6bUI0 CJIOBO, HO BCE-TAKU CJIOBO OTHOCUJIOCH K
1300paXeHMIO. 3aXapoB Be3jie U BO BCeM odpalaeTcs K rpadudec-
KOMy 00pa3y — U B KPUMHHAJIbHBIX CMBICJIAX, 3aIIN(POBAHHBIX
B TATYMPOBKAX PYCCKUX 3aKTIOYEHHBIX, KOTOPbIE 3axapoB 3a]uk-
cupoBal B cBoux latoo Sumi-e (1997) B SIMOHCKUX CBUTKAX; U B
Anonckom argasume s wamanos (1997) — B HOPTPETHBIX 0Opa3ax
MOHCTPOB M3 SIOHCKOU JAETCKOU MIPBI, C IIOMOIIBLIO KOTOPOU
MOKHO YUUTh ANOHCKUUA A3bIK; U B Cnosape wesepbarsiuovix 06
(2001), CUCTEMATU3UPOBABIIEM MUP XaPAKTEPHBIX /151 KOMUKCOB
BOCKJIMIIAHUI U 3BYKOB; 1 B COIPOBOX/IAIOIIEM BUJI€OMHCTAJISA-

Proust’s In Search of Lost Time: Zakharov turns the collective
experience of arbitrary arrest and persecution against the col-
lective culture of memory.

However one interprets this paradoxical act of vigilante
justice, it represents an accurate marker for the situation of an
artist group whose historical oppositional culture disappeared
along with the political turn in 1989. If llya Kabakov became the
great installateur of the post-Soviet culture of memory, Vadim
Zakharov took over the responsible as well as humble task of
acting as its pastor. By founding a journal of the same name and
in publishing the Pastor Zond Editions, he underwent and thema-
tized the ideological transition - phonetically Pas-Tor, or passing
through the gate - from East to West. In doing so, he also saw
himself as a pastor in the sense of a shepherd who seeks out -
zond means probe in Russian - and carefully holds together the
scattered flock of his artist friends. In this way, the journal

Pastor became a kind of forum for discussion and a home away
from home for artists that had dissipated to all corners of the
globe since Perestroika, especially since the journal Pastor
appears as a continuation of the familiar tradition of samizdat,
the hand-made print productions of the unofficial Russian cul-
tural scene. If the hand-made publications of samizdat were
once produced against the backdrop of a totalitarian system and
its mechanisms of censorship, Zakharov now cultivates this
mode of production from a position constrained in terms of both
content and finance. It is not without a nostalgic undertone and
not without irony that this publication raises the question of what
exactly sets the conditions of production in a “free” country
apart from those in the publisher's totalitarian home? And what
exactly is the difference between hand-made production and
mechanic reproduction in the digital age?

In his capacity as a pastor, Zakharov has also taken on the

task of an archivist, documenting the artistic activities of his
friends and colleagues in an extensive video-archive since 1989.
His activities as Pastor Zond Editions also include independent
installations, actions and object that, in turn, flow back into single
editions as well as books, catalogues, alboums, documentations of
performances, videos, and archival material.

For in the beginning, there was the word, but in writing, the
word became an image. Zakharov tracks down the written image
or the image in writing in all of its forms: in the secret codes
encrypted in the tatoos of Russian prison inmates, which Zakharov
fixes on Japanese scrolls in his Tatoo Sumi-e (1997), in the
Japanese Alphabet for Shamans (1997), in the form of monster
portraits from a game for Japanese children, with whose help one
can learn Japanese, in the Dictionary of Nonverbal Vocabulary
(2001), which systematizes the words of sounds made in comics,
in the readings in four dead languages (Latin, Ancient Greek,



muto Cexmat. I1popoxu. O6pas (2000) YTEHNHN HA YETHIPEX MEPTBBIX
A3BIKAX (JIJATUHCKOM, IPEBHETPEYECKOM, TOTTCKOM, CTAPOUPIAH-
CKOM); ¥ B IUTE€PATYPHBIX MpoussegeHnsx — Jlanre, Ilpycra, Ioro-
ns1, CepBaHTeCca M MHOTHX JIPYruX, K KOTOPBIM 3axapoB oOpaia-
€TCs B CBOEM TBOPYECTBE.

ITpu pasnoobpasuu rpapuyeckux o6pas3os, OPMATOB U TEX-
HUK Bce 6€3 UCKII0ueHus nyoankaunu Ilacmopa 301nda OTIMIAIOT-
CSl CTPOTHM 3CTETUYECKUM OOJIMKOM, CO3JaHHBIM 110 BHEBPEMEH-
HBIM IpaBWJIaM KJaccudeckoil tunorpacpuku. OtaenbHble pabo-
TBI C TIHATEIbHOCTBHIO APXUBAPHUYCa COOPAHbLI B CEPUU U PSABI,
O0ObEIMHEHBI B COOPHUKHU, Pa3fieJ€Hbl 110 )KaHPAM B OTAEIbHOM
KaTajore-ykasarene. Ilpu 3ToM 3axapoBCKOMYy METOJly BBIXOJs-
mei n3 6eperoB caMOPa3BUBAIOIIEHICA CUCTEMBI HEU3MEHHO IIPO-
TUBOCTOUT TE€HJIEHIIUS K PETPOCIEKTUBHOMY OXBAaTy CBOETO IIpE/-
IIECTBYIOIIEr0 TBOpUYecTBa. YeTkas opraHusanus TBOPUYECTBA U
JO6POBOJILHOE MOJYUMHEHNE OCHOBHBIM NPABIJIAM TUIIOTPapUKN
— HE TOJIBKO CBUJETEIbCTBO CKPOMHOCTU U CAEPKAHHOCTU. ITO
METO/I, MO3BOJAIONUNA CHOBA U CHOBA 3arOHATDH IIOJ IE€pPeIUIeT
6esynep:kHbIC (paHTA3MH, A6CYp/HDbIE 3aTE€U, AaHEKJOTUYHbIE HIEN
Y CIIUPUTYaJIbHBIE MTOJIETBI.

He Tosibko m3ganusa 3axapoBa, HO M MHCTAUISLIUN U BBICTABKU
— CBUJIETEJIBCTBA €TO YYBCTBA YIIOPAJLOYEHHOCTU, TOPOKIAIONETO
CBOEOOPA3HBIN BUJ TpexMepHOH Tunorpadpuku. Tak, BpICTaBKa
Tunozpaguuecxoe gosnecenue (1994) ObLTA pa3MelleHA COOTBETCT-
BEHHO IIATH IJIaBaM Ha ISATU 3Ta)XaX Y3KOTO 3/JaHUS TrajJepeu

Codun Yurepc B KéibHe 1 npoHusana 4epHOI KOJOHHOMU. Pet-
pocnextusa Ilpoeyaxa no Eaucetickum nosam (1995) B KEILHCKOM
Kyncrdepaiine nmena o6auk napka ¢ cempio autesMu. «IIporys-
KM I10 3TUM U JPYTUM aJUI€SM OCYIIECTBISIOTCS YK€ MHOT'HE TO/bI
MOCKOBCKUMU KOHIENTYaJIbHBIMU XYAOXHUKAMU M JOCTATOYHO
xopomo onucanbi»4. [l1an cafoBoii apXUTEKTYpPbl HA PUCYHKE-
CXeMe MTHOBEHHO JIeJTaJl OYE€BUAHON CBA3b C rpadpuuIecKUM MaKe-
toM. Eme oTueminBee BUAHA CBA3b C TUNOTPAPUKON B paboTe
3axapoBa Teorozuveckue becedv, IPeACTAaBIEHHON Ha Benenman-
CKOU OueHHasIe 2001 roja. 34€ech B AITOHCKUX CBUTKAX ObLIA U30-
OpakeHa puTyaibHas 60pbba 06TAYEHHOTO B ITACTOPCKYIO CYTAHY
3axapoBa ¢ 6opriaMu CyMo.

W nakonern, 3axapos npeactasui Hcmopuro pycckozo uckycmea
om pycckozo asanzapda 0o Mockosckoil KoHuenmyasvHot wKoAs, Ha
BpIcTaBke bepaun—Mocksa (2003-2004) B MapTtun Ipormyc bay B
BUJIE MIATH OIPOMHBIX, COOTBETCTBYIOIIE O3AIVIABJIE€HHDIX, MAITOK-
opaHepoB. TekcTel Ha cTeHaX, TIPUMEHEHHE HAIINCEH 1 BCEBO3-
MOKHBIX BUJIOB II€YaTH, YIEHEHUE Ha IJIaBbl U Pa3/iesIbl, CUMMET-
pUYHAA U MOAYEPKHYTAs JUIIb OTAEIbHBIMU YKPANIEHUAMU YIIO-
PANOYEHHOCTDh 3JIEMEHTOB, YAaCTOE BBEJEHUE B BBICTABOYHOE
HPOCTPAHCTBO IPEAMETOB MeOeIn, BBIOOP IBeTa (KakK IIPaBUIIO,
B IIOJIb3y YEPHOTO, KPACHOTO, 30JI0TOr0) WIM CBONCTBEHHDIN
HApPATUBHOMY ITOBECTBOBAHUIO CEPUHHBINA NMPUHIUII — BCE 3TH
CpeJAcTBa IMPOAUKTOBAHBI MPUCYIUM 3aXapoBy-HOJIUTrpaducTy
YYBCTBOM IOPSA/IKA, U3bICKAHHBIM PYYHBIM, 4 BEPHEE, IT€YaTHBIM

Gothic, and 0Id Irish), which accompanies the video installation
Cults, Prophets, Image (2000), or in the literary texts by Dante,
Proust, Gogol, Cervantes, and those of many other authors, which
Zakharov treats in his oeuvre.

Notwithstanding the diversity of various images in writing,
formats, and media, all publications by Pastor Zond Editions are
marked by their stringent aesthetic appearance, which follows the
timeless rules of classical typography. The individual pieces are
structured into series and sequences, collated into collections and
ordered according to genre in their own catalogue raisonné.
Throughout, Zakharov's method of an overflowing, “self-evolving”
system is always counterbalanced by the tendency to compile his
work to date in retrospective. However, his strict organization of his
own oeuvre and his voluntary submission to the basic rules of
typography not only bear witness to the artists modesty and
understatement, they also supply him with a self-imposed corset

that serves to bring all of the over-extravagant fantasies, absurd
whimsies, audacious ideas and spiritual flights of fancy between
two book covers again and again.

Not only Zakaharov's editions, but even his installations and
exhibitions testify to a typographic feeling for organizations, which
expands to become a kind of three-dimensional layout. Thus, for
instance, the exhibition Typographische Erhebung 4 in Cologne’s
Galerie Sophie Ungers (1994) was divided into five chapters cor-
responding to the five stories of the narrow gallery venue, con-
nected by a black pillar. The retrospective The Last Stroll through
the Elysian Fields in Cologne’s Kunstverein (1995) was structured
as a veritable park with seven avenues. “Many of these avenues
have been traveled by the Moscow Conceptualists for years and
have been described exhaustively.”5 Planned in a schematic draw-
ing, this garden architecture immediately clarifies the connection
to the graphical layout of a page. The typographical mold of

Zakharov's work emerged even more clearly in Theological
Conversations, his contribution to the Venice Biennale in 2001,
which narrates the ritual battle of Zakharov, wearing a pastor's
robe, with a sumo wrestler, on Japanese scrolls in what is almost
a picture story. This thread in Zakharov's work found its continua-
tion in the installation The History of Russian Art from the Russian
Avantgarde to the Moscow Conceptual School, which was
Zakharov's contribution to the exhibition Berlin-Moscow in Berlin’s
Martin Gropius Bau (2003/2004) and consisted of five huge walk-
in document files, each of them branded with a corresponding
lable.

The use of wall texts, labels and print media of every ilk, the
structuring of pieces into chapters and sections, the symmetrical
constellation of elements, often pieces of furniture in space, only
accentuated with curlicues here and there, the choice of colors -
largely black, red, and gold - or the serial principle, which corre-



DOROTHEA ZWIRNER

IIOYEPKOM U JIIOOOBBIO K JE€TAIIM.

Takoe nosurpapuyeckoe 9yThbe BO BCEX €ro OJIAropoJHbIX U dJe-
TAaHTHBIX MPOSBJICHUAX OTHIOAb HE SIBJISETCS PYCCKON OCOOEHHO-
CTBIO, HO OTJINYAET TAK)Ke TBopuecTBO Mapcens bporapca, kanaz-
na Pogau Ipaxema. Monorpadguu Toro u Apyroro XypoxKHUKa, C
HpeKpacHON UHTyuIUel opopMIeHHbIE 3aXapOBbIM, CBUJIETEIb-
CTBYIOT O XyJJO’KECTBEHHOM POJICTBE Jyll. Bcex Tpex XymoKHUKOB
CBA3BIBAIOT ITOXO0XEE YyBCTBO IOMOPA U SA3BIKA, IPUBEPKEHHOCTD
K UTPE B POJIU U NPATKU, TpUcTpacTue K poManTuke XIX Beka u
K CTPYKTypasnamy XX, MOYHUTAHHUE JYXOBHO OJU3KUX aBTOPHUTE-
TOB U CJA0OCTD K 3JIETAHTHOCTU U MEJTAHXOJIUU.

Mou pasmbmuienuss o Baaume 3axapoBe Hayaaucb € €ro
pabouero mecTa Ha Imoesepmrpacce, 3aKOHYATCA )K€ OHU JIPYTUM
KabuHeToM — namMsaTHUKOM Teoznopy B. Anopro Bo ®pankdypre
(2002-200%). TOT NAMATHUK CTAJI IIEPBBIM IIPOEKTOM 3aXapoBa,
MpEJHA3HAYEHHBIM I OTKPBITOTO HPOCTPAHCTBA. MBICIEHHO
BO3BPAINAIOCH K 3aKJIIOYEHHOMY B CTEKJISIHHOM ITaBIJIbOHE KaOu-
HeTy ATOpHO, 0603HAYEHHOMY CKYIIBIMU PEKBU3UTAMHU (IIMCbMEH-
HBII CTOJI, CTYJI, HACTOJIbHAS JIaMITa, HOTHbIE JIUCTKU, Hezamuenas
Juanexmuxa n3natennctsa Suhrkamp Taschenbuch, meTpoHOM,
«eJIOYKa» IapkeTta). Mbl He mpeayrajpiBaeM B3R ¢uaocoda
HApPY)Ky, B MUP, MBI OECIIPENATCTBEHHO 3aIVISIbIBAEM B €TI0 OObIY-
HO 3aKPBITYIO OTO BCEX IIPUBATHYIO cpepy. ITO T0O03HATETBHBIH,
HCIIOJIHEHHBIN YBaKEHUS B3I/ B CBATAs CBATBHIX, HA BOOOpaxae-
Moe MeCTO poxkaeHus Hezamusnotl duanexmuxu, Icmemuueckoti meo-

VADIM ZAKHAROV: DON QUIXOTE AGAINST THE INTERNET

puu, Minima Moralia 1 Puaocoduu 1060t Mmy3viku B HALEXK]E TPU-
OJU3UTBCA K UX aBTOPY. DTO pEJMKBAPUA, BO3BEACHHBII BOKPYT
ANIOpHO — OCHOBaTE/sI KPUTUIECKOH T€OPUHU, KaK BOKPYT CBSTO-
ro, KOTOPBIH B CBOIO OYEPEab OKPYKEH BBIOUTHIMU Ha MpaMope
HA3BAHUAMM €ro npoussefeHuil. Kabuner — 3HameHaTelIbHOE
MECTO MCXOJa M CXOJa, OTKyAa BCE€ OEpeT Hadalo U KyAa MbI
HEIPEMEHHO BO3BPAIAEMCA.

1 ABTOp CCBUIAETCS HA U3BECTHYIO KapTUHY ougepmMaiiepa beonsii noam (1837-1839)
Kapna [IInunsera, Ha KOTOPO# M306pakeHa MaHCAP/A WM YePaK —
JKIUIHIINE HUIETo noaTa (IIpum. nep.).

2 HaimuM nepBbIM COBMECTHBIM KHIDKHBIM IIPOEKTOM GbLIT KATAJIOT BBICTABKU Drawingroom,
Zeichnungen und Skulpturen aus der Sammlung Speck, 8 Hoite lanepee npu Jlangecmysee roaHHeyM
B Ipane, - Uzparenncreo Kant: Ochuibaen, 1994; 3aTeM IOCIE0BAT KATAIOT BHICTABKH
Marcel Broodthaers Correspondances B raepee Xaysep & Bupt B ITiopuxe u B ranepee JlaBuia
IIBupnepa B Hb]()-ﬁ()pKe, - Usparenbcrso Oxraron: Ocdunbaen, 1995. 1 paspabaTeiBaemMoit
MHOII ¢ 2004 roga cepuu Collector’s Choice Kiinstlermono-graphien der Friedrich Christian Flick
Collection, Bbintyckaemoit usareabcTsoM JJlloMonT, Bajm 3axapos co3ja cepuitHblil Iu3aiiH
u opopMu Tpu Mepsbix ToMa — o Poxau Ipaxame, Tomace Iliorte u [Munmnorre Pucr.

3 Kar. Fluchtpunkt Moskau, wsn. bopuc Ipoiic, Liidwig Forum fiir Internationale Kunst, Aachen,
Cantz Verlag, 1994. Odopmiaenne xaranora — Mznareascrso ITactopa 3onza.

4 Bagum 3axapos. Ot cmexa k Jlpyromy. Heckonbko cios k BoictaBke B Kéapnckom Kyncrdepaiine
Vadim Zakharov. Der letzte Spaziergang durch die Elysischen Felder. Retrospektive 1978-1995.

Koélnischer Kunstverein, Cantz Verlag, 1995. S. 16.

sponds to the literary narrative - all of these devices stem from
Zakharov's typographic sense of order, from the the subtlety, delicacy
and attention to detail that characterizes his handwriting (or type-
face).

This aristocratic, elegant form of typographical sensibility is
no Russian specialty, but also marks the work of the Belgian artist
Marcel Broodthaers and the Canadian Rodney Graham. Zakharov
has designed monographic books for both with a great deal of
delicacy, paying tribute to a great artistic affinity. In the end, all
three artists have a similar sense of humor and a feeling for lan-
guage; they also share a predilection for the romanticism of the
19th century and for the 2oth century’s structuralism, a deep
respect for figures of reference and kindred spirits, and a weak-
ness for elegance and melancholia.

If my reflections on Vadim Zakharov began at his workplace
in the Gleuelerstrasse, then they will end in another scriptorium, in
the Monument to Theodor W. Adorno in Frankfurt (2002/2003),

Zakharov's first commission in public space. However, in Adorno’s
study, which is merely insinuated through a sparse set of props
(table, chair, desk lamp, sheet music, the Suhrkamp pocket edi-
tion of the Negative Dialectics, and a metronome, all on herring-
bone parquet) and enclosed by a pavilion of glass, the direction of
our gaze is inverted. Instead of anticipating the philosopher's gaze
at the outer world, we are afforded with an unhampered insight
into his otherwise inaccessible private sphere. Our gaze is curious
and deferential, directed at the holy of holies, the imaginary birth-
place of Negative Dialectics, Aesthetic Theory, Minima Moralia
and Philosophy of New Music, a gaze that hopes to come into
closer contact with the author himself. This glass box is the con-
structed shrine that surrounds Adorno, as the founder of critical
theory, like a saint, surrounded by the titles of his works, hewn in
marble. The study is the memorable point of departure and conver-
gence from which everything begins and to which we will return to,
again and again.

Trans. note: The author is referring to the famous Biedermeier painting Der
arme Poet (1837-39) by Carl Spitzweg, which depicts a destitute poet working
in the bed of his attic room or garret. (See p. 106)

The first book project that we made together was the exhibition catalogue
Drawing| , Zei und Skulp aus der S: Speck, Neue
Galerie am Landesmuseum Joanneum Graz, Cantz, Osfildern 1994. It was fol-
lowed by Marcel Broodthaers Correspondances, Galerie Hauser & Wirth, Ziirich;
Galerie David Zwirner, New York, Oktagon-Verlag 1995. Vadim Zakharov has
also developed the basic layout for the Dumont publishing house’s series
Collector’s Choice. Kiinstlermonographien der Friedrich Christian Flick
Collection, which | have been developing since 2004. He has designed its first
three volumes on Rodney Graham, Thomas Schiitte, and Pipilotti Rist.

Boris Groys (ed.), Fluchtpunkt Moskau. Exh.cat. Ludwig Forum fiir Internationale
Kunst, Aachen, Ostfildern 1994. The catalogue was designed by Pastor Zond
Editions.

Vadim Zakharov, Vom Lachen zu And - Einige B k ur

A im Kolni K in, in: Der letzte Spaziergang durch die
Elysischen Felder. Retrospektive 1978-1995. Exh. cat. KGlnischer Kunstverein,
Ostfildern: Cantz Verlag, 1995, p. 16




Ilacmop — TemaTUY€CKUIA KypHAJI, ABJIAIOMMIACA HAPATY

¢ Ilanxamu MAHH n Coopruxamu MAHH TpaguIiiOHHBIM
MaJIOTUPaXHbIM u3JaHreM MOCKOBCKOU KOHIIENTyaIbHON
mkosbl. OCHOBaH B 1992 rojy B ropoge Kénpne. Msnarenn
u pegakrop Bagum 3axapos.

Tupax uamanmii: [lacmop Ne 1 — 3o ax3., [lacmop Ne 2—5 — 50 3K3.,

IHacmop Ne 6 — 60 5k3., Ilacmop No 7-8 — 100 3K3.

THE PASTOR JORNAL

Pastor is a specialty journal that examines key issues of contem-
porary art, art theory, literature, and philosophy. Along

with the MANI Files and the MANI Papers, it represents the tradi-
tion 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.

Print runs: Pastor 1 - 30 copies, Pastor 2-5 - 50 copies,
Pastor 6 - 60 copies, Pastor 7-8 - 100 copies.




ITacmop Ne 1. Hmena. 1992 / Pastor No. 1: Names. 1992

PAS TR

Tacmop Ne 4. Hawe 6y0ywee. 1994 / Pastor No. 4: Our Future. 1994

N3JAHWUA ITACTOPA 30HJIA PASTOR ZOND EDITIONS

Tlacmop Ne 2. Teozpagpus. 1993 / Pastor No. 2: Geography. 1993 Hacmop Ne 3. Hawa noauzpagua. 1993 / Pastor No. 3: Our Graphic Arts. 1993

-

amm g R

Hacmop Ne 5. Imuzpayus u cmpanruxu. 1995 Hacmop Ne 6. Kax a cman xydoaxcnuxom (¢ 10. Anpbéeprom). 1997

Pastor No. 5: Emigration and Wayfarers. 1995 Pastor No. 6: How | Became an Artist (with Yuri Albert). 1997

Hacmop Ne 7. ITamonoeuu uw Hopma. 1999

(c I1. Iennepmreitnom u A. MOHACTBIPCKUM)

Pastor No. 7: Pathology and Norm (with P. Pepperstein and A. ky). 1999

ITacmop Ne 8. Bocmounas mpaduyus
6 Mocko6cKotll KOHUenmyarsHol wKone. 2001

Pastor No. 8: The Eastern Tradition in the Moscow Conceptual School. 2001



H3panue cocTouT 13 ABYX MHUPM opmarta 297 x 4200 MM. YepHas mupMa CORepKUT
VHHIUAIBL 19 MOCKOBCKHX XYAOXXHUKOB, OGPaMJICHHBIEC KOMIIBIOTEPHON PAMKOIL.
benas mupma coiepKuT 19 4epHO-6ebIX (poTorpaduil TUX ke XyL0KHUKOB

B I€TCTBE. Tnpam — 10 9K3EMILISIPOB.

MHe npejcTaBIseTCs U3IUITHUM KaKOU-TI00 KOMMEHTHPYIOIIII
TEKCT K 3TOMY U3JaHUIO 110 IPUYNHE aOCOTIOTHON €T0 ICHOCTU U
MOHATHOCTHU. BO3M0OXHO, TpaB/a, UIMEHHO 3Ta ICHOCTDb U TpebyeT
HECKOJIbKUX OOBACHAIOMUX CJI0B. SIcCHOCTD 3/1eCh — HEeKas CyOCTaH-
UsA, KOTOPYIO, IO CYyTH, HEBO3MOXXHO CKOHCTPYMPOBATDH UCKYCCT-
BEHHO. JTO HAIIOMUHAET (POPMYJbI TUIA: «KWI, KIWI U YMEpP»,
WA «IIPOYTS MOCJEAHIO CTPAHUILY, OH CAMO3a0BEHHO IOTAHY.JI-
Cs U TYT K€ yHas B 3a0bITbU>», WIN «HABCTPEUY 1€ MAILYUK U C
HEBEPOSITHOHN CKOPOCTBIO BPAIAI MEMIKOM CO CMEHHOI OOYBbBIO»,
WM «KOT/[a BCE YCHYJIM, OHA HE3aMETHO BCTajla, HAKMHYJIA CBA3aH-
HbIII 6abyIIKON OTPOMHBINM BBUIMHSBIIMM ILUTATOK, HaJKyCHJIa
JIeXAIU Ha cToJIe 6yTepOopo/i, OIISTHYJIACh HA OEJICIONIYIO B IOy
Mpake HeyOpaHHYIO ITOCTEJb U YIIIa, IPUKPLIB JaJOHIMU TUXUE
BCXJIMIBIBAHUS>. I HE IUTaHUpPOBAJ 3TO U3JAHNE, OHO CJIOXKUIOCH
caMo cOOOM, TPUXBATUB U3 PA3HBIX IUIACTOB MOEM KU3HU KaKUe-
TO, BUAMMO, BaXKHbI€ KyCOUKHU, CKJIE€EHHbIE JPYKECKHUM yJacTUEM
U macTopckuM yepnHeHneM. Korna-Hn6yabp KTo-HUOYAb, B3IVISHYB

HA 3TU PACKMHYBIINECH YETHIPEXMETPOBbIE POMAHTUYECKUE KPbI-
JIbsl, CKAKET: «A MAUTE BBl CO CBOMMU BCXJIUIBIBAHUSIMU KyJa
nojaibme». Iann, a yx Bce JaBHO yIUIN.

B ocuoBy mapanmsa Hs ocumus npomoxuiezo cmapya 1OJOKEHA
aBTOPCKAs MO3ULUA — UIPbl B HEKOETO Y4MTEJd, Typy, CTapua
Hekoell rpynmnbl. CTapel, Kak U3BECTHO U3 PYCCKOM TpaJuIlnu,
13 pycckoil surepartypsl (JocToeBckoro), — JHIIO yBakaeMmoe,
obmanaiomee HekuM nposugenueM. Ilouru cearoii. K nemy exyr
3a COBETOM, €r0 IPOCAT MOJUTHCH 32 POACTBEHHUKOB, OH BOILIO-
IIAeT B cede MyApOCTb U CBATOCTh. OgHako y JlocToeBCcKkoro aToT
CBATOI CTaper, HEOKUJAHHO IIOCJIE€ CMEPTU «IIPOBOHSI», YTO
Cpasy IMOCTABUJIO IO/l COMHEHUE €TI0 CBATOCTD. «CTapel» ke JaH-
HOTI'O M3JaHUA HE IPOBOHSI, a2 IPOMOK — 3TO IMPOMOKIINIA CTa-
pen. 37eCh CJIOBO «IIPOMOKIINI» UMEET JiBa CMbICJIA: IEPBIA 9TO
OIIMCAJICHA, TO €CTh OKA3aJICA HA CTAaJUU Hadala U KOHIIA, JETCTBA
(cM. mHUIMABI U AeTcKkue ¢oTorpaduu) U CTapoCTH OJHOBPeE-
MEHHO; BTOPOM — CaMO CJIOBO «IIPOMOKIIUI» COJEPKUT B CBOEM
KOPHE KJII0Y K IIPAaBUJIbHOMY IIPOYTEHUIO Ha3BaHuA KHUru. MOK-
IIA - 3TO0 a66peBuaTypa Has3BaHUA «MOCKOBCKasi KOHIENITYalb-
Has IIKOJa», U B CJIOBE «IIPOMOKIIMI» OHA TAKKE COJEPKUTCS:
npoMOKIwii. CoOOTBETCTBEHHO, Ha3BaHUE MOKHO IpOYUTATH
caeayomuM oopazom — «M3 xutud crapria MockoBCKOIi KOHIET-
TYaJIbHOM IIKOJIBI».

FROM THE LIFE OF THE WETTED ELDER

This edition consists of two folding panels of 297 x 4200 mm. The
black folding panel contains the initials of 19 Moscow artists,
enclosed by computer-generated frames. The white panel contains
19 black-and-white photographs of the same artists as children.
The edition appeared in 10 copies.

| feel that any textual commentary on this edition would be totally
redundant, simply because it is absolutely comprehensible and
clear in and of itself. It might be true, however, that it is precisely
this clarity that demands a few words of explanation. Here, clarity
is a substance that is essentially impossible to construct artifi-
cially. This is reminiscent of formulas like: “he lived and lived and
then he died,” or “a little boy walked toward me and spun a gym-
bag with his second pair of shoes at an unbelievable speed,” or

“when everyone fell asleep, she got up unnoticed, threw on a huge
faded shawl that her grandmother had knit across her shoulders,
took a bite from the sandwich lying on the table, turned around to
look at the unmade bed, turning white in the half-light, and left,
covering up her quiet sobs with the palm of her hand.” | did not
plan this edition; it took shape on its own, seizing upon these or
those little pieces from different layers of my life that are appar-
ently important, gluing them together with friendly sympathy and
pastoral solitude. One day someone will look at these spread four-
meter romantic wings and says: “Go take a hike with all your sob-
stories!” But lo and behold, we've all left already.

The edition From the Life of the Wetted Elder is based on an
authorial position that plays at being a teacher, guru, or elder of a
certain group. As we know from the Russian tradition and from
Russian literature, the elder is a respected figure, a figure endowed
with a certain gift of prophecy. He is almost holy. People travel to

him for advice and ask him to pray for their relatives. He embodies
wisdom and saintliness. However, in Dostoevsky, this saintly elder
unexpectedly begins to “stink” after his death, which immediately
calls his saintliness into question. The “elder” in this edition did not
begin to stink, but has wet himself: a wetted elder. Here, the word
“wetted” has two meanings: the first of these is that he has wet
himself, that is, that he finds himself at the stage of the beginning
and the end, of childhood (cf., initials and childhood photographs)
and old age at the same time; the second meaning, which cannot
be translated into English, has to do with the Russian word promok-
shii (wetted), which contains the key to the proper reading of the
piece in its root. MOKShA is an abbreviation of the Russian
Moskovskaya Kontseptual’naya Shkola, or the Moscow Conceptual
School. It is also present in the word promokshii: proMOKShii.
Correspondingly, the entire title can be read as follows: “From the
Life of the Elder of the Moscow Conceptual School.”
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PASTOR ZOND EDITIONS

Byksurs! u pororpacdun (caea Hapaso):

Huxwra Anekcees, IOpuit Anmn6ept, Cepreit Anyppues, Miba Kabakos, Hukonait Kosnos,
IOpuwit Jleiinepman, Mrops Makapesud, Anapeit Monactoipckuit, Bragumup Haymer,

ITasen Ilennepmreitn, Buxrop IMusosapos, Amurpuii ITpuros, Jlapuca PcsyH-3Bc31L0‘{é'rona,
Brapumup Copoxun, Hazexna Crommosckas, Anexcanap IOmukos, Bagum 3axapos,

Koncrantun 3sesgouéros, Msan Yyiikos

Left to right: Nikita Alexeev, Yuri Albert, Sergei Anufriev, llya Kabakov, Nikolai Kozlov, Yuri Leiderman, Igor Makarevich,

Andrei Monastyrsky, Vladimir Naumez, Pavel Pepperstein, Viktor Pivovarov, Dmitri Prigov, Larisa Rezun-Zvezdochetova,

Vladimir Sorokin, Nadezhda Stolpovskaya, Al der Yulikov, Vadim Zakharov, Konstantin Zvezdochetov, Ivan Chuikov



INanka uzganus (popmar A3) COREPKUT: 30 HEKUX IIOPTPETOB,

HAKJICEHHBIX Ha YePHYIO GyMary; 4epHo-6eIyio PeIpPOAYKIMIO KapTHHbI Permma
Camocoxcocenue Tozoas; ja nucra ¢ nuraToii us kauru Posa mupa Jlanvnna Anjpeesa;
TPH I[BETHBIX (poTOrpacuu KapegapHOro oA B BAHHOM KOMHATE, CACTAHHBIX B JIOME

Ha Imoenepmrpacce, 22. [ox naganna 1993-1994. Tupaxk — 12 ax3eMIIAPOB.

SUPPLEMENT TO THE SECOND VOLUME OF NIKOLAI
VASIL'EVICH GOGOL’S DEAD SOULS, FOUND AT
GLEUELER STRASSE 22

This edition’s portfolio (A3) contains 30 portraits, mounted on
black paper; a black-and-white reproduction of Repin’s painting
The Self-Immolation of Gogol; two pages with quotes from the
book The Rose of the World by Daniil Andreev; three color photo-
graphs of the tiled floor in the bathroom made in the house at
Gleueler Strasse 22. Published in 1993-1994 in 12 copies.
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OcHoBaHa B 1994 T0/ly. ABTOPBI KHUT — I€THU, XyJOXHUKH, IHCATEJIH. 25 KHUT ¢opMara
A4 C IIBETHBIMU U YE€PHO-0EJIBIMU MILTIOCTPAIUAMHE, B 4-X (PyT/IsApax.

Tupax — 20 3K3eMILIAPOB.

B xpyry nereil cBoux U JieTeil MHOTOYMCJEHHBIX MOUX Jpy3ei
1 3HAKOMBIX, OTYACTU CaM OyAydu B Jylie peGeHKOM, HO I10 CJIO0-
KUBIIUMCA obcToATeNbcTBaM IlacTopoM, s 3aayman KHUIKHYIO
ceputo Ilacmop w Odemu. V3gaHue 3TO HECKOJBKO CTPAHHO U
HETPAJUIIMOHHO, HECMOTPS HA TAKO€ HA3BAHHE U HECJIOXKHBIM,
s 6B CKa3aJ1, IPUMUTHUBHBIA MeTOJ| paboThl. S monpocu «rereit
6OIBINX» U «JAETE€H MaJIbIX» COUMHUTDH PACCKa3 WIN HUCTOPHUIO
1 CAMHM €€ IPOMJUTIOCTPUpoBaTh. [loaToMy B mepBoM u nocieny-
IOIMUX U3AHUAX OYIyT COOpAaHBI BMECTe JeTu U 60-TH, U §0-TH, U
ATy yet. Pazymeercs, caMy KHIDKKU OyAyT CUJIBHO OTJINYATHCS
IO CTUIIO M O00beMy, 1o OOPMIECHHUIO U IO mHojaxody. Bmecte
C TeM, UMEHHO 3TO NPHUIACT U3JAaHUIO HEKYI0 MH(MAHTUILHYIO
PaJOCTb OT TOTO, YTO BCE MBI BCE-TaKU JETU, HECMOTPS Ha MOJ-
YEPKHYTYIO B3POCJOCTb MaJbINIEll M MJIaJieHIecKoe Cl1aboymue
B3POCJIBIX, HECMOTPS HAa Pa3IUYHbIE OOJBIINE U MaJIbIE KU3HEH-
HbIE IIPOGJIEMBI, HECMOTPS HAa TO, YTO MHOTHE YK€ CTATN POJUTE-
aAMH, O6abymKaMH, AeAyIIKaMH. JTUM H3JaHUEM 5 OTKPbIBAIO

Iacmopcxyro demcikyto bubruomexy, popMUpPOBAHIE KOTOPOIi OyAeT
MIPOIECCOM JIUTEIbHBIM, HecriemHbIM. COOCTBEHHO, MHE HUKTO
U HE YCTaHABJMBAJI CPOKU M HE NOJArOHAN ¢ OKOHuyaHueM. Kak
u Bce uaganus Ilacmopa 3onda, OHO BBIILET HEOOJBIIMM THUPA-
JKOM, IIOJITOTOBJEHHBIM B JIOMAIIHUX, CEMEHHBIX, YCJIOBUSAX B
MaJIEHbKOW YIOTHOWM MaHcap/ie 3ameuaTeJbHoro joma Ha Inoe-
Jgepmtpacce. Bee, KTo 6bU1 TaM, 3HAIOT, O YEM 51 FTOBOPIO. 3aBTpa
IepBOe aBryCcTa 1994 roja. ATOMy JHIO, OYE€Hb Ba)KHOMY JIHIO
MO€M KU3HU, 5 ¥ IOCBANIAIO U3/laHie, KOTOPOE, 110 CYTH, B KPYTY
ceMelTHOM MOKHO Ha3bIBAThb U TaK: /Jlemu — demam.

THE PASTOR’S LIBRARY FOR CHILDREN

Founded in 1994. The book’s authors include children, artists,
and writers. 25 books in A4 with black-and-white and color illu-
strations, in 4 box-cases, 20 copies

Surrounded by my own children and the children of my many
friends and acquaintances, and since | am nothing but a big child
at heart but have to take on the role of a pastor under the present
circumstances, | invented the book series From the Children for
the Pastor. This edition is somewhat strange and nontraditional
despite its general title and the method of working used to make
it, which | would say was uncomplicated and even primitive.
| asked “big children” and “small children” alike to write a tale or
a story for me, and then told them to illustrate it themselves. This
is why both the first and the last editions will contain the collected
stories by children that are sixty, thirty, and five years old. It goes
without saying that the books themselves will vary greatly in terms
of style, volume, design, and approach. At the same time, this is
exactly what supplies the edition with a certain infantile joy that
stems from the fact that we are actually all children, despite all the
pronounced precociousness of children or the childish weak-

mindedness of adults, no matter which large or small problems we
encounter in life, regardless of the fact that many of us have
already become parents or grandparents. This edition opens the
Pastor’s Library for Children, whose formation will be an extended,
unhurried process. And really, no one has given me any deadline
or urged me toward completion. Like all the Pastor Zond Editions,
this edition will appear in a small number of copies, prepared
under domestic, familiar conditions, in a small, comfortable attic-
room in an excellent house on Gleueler Strasse in Cologne.
Everyone who has been there knows what | am talking about.
Tomorrow’s date is August 1st, 1994. | dedicate this edition to this
day, which will be a very important day in my life. Basically, in the
family circle, it could be called From the Children for the
Children.
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H3spanue cogepxut 12 muctos (popmaTa Ag) ¢ pororpadusaMu 3eMISHBIX OPEXOB
U TPAUITIOHHYIO ATIOHCKYIO KOPOGOUKY C IECTHIO PACKPBITHIMU OPEXaMU HA CHHEM

6apxare. Kaxpgoii «HamKe» 1ano nMd. 1996. Tupax — 12 5K3eMILIAPOB.
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DIE PUNBAMENTALEN METRUXE \

THE FUNDAMENTAL NETSUKE

This edition contains 12 sheets (A3) with photographs of peanuts
and a traditional Japanese box with six open nuts on blue velvet.

Each “netsuke” has been given a name. 1996. Number of cop-
ies: 12.
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EBAHTEJIME CKBO3b KUTAUCKYIO IIUPMY
upma 420x7800 mM. /lepeBsinnblie CTBOPKU. 1997. Tupaxk — § akzeMIuiapa.

ITO U3AHUE — PE3YJALTAT IOCEIEHU 3THOTPA(UIECKOrO My3es
B Sankt Augustin (Iepmanms) 1 mapTa 1996 roza. Toraa copepimen-
HO CJIy9aiiHO f CHSUI BUJEOCIOKET O KaTOJUUECKUX MUCCHOHEPaX
B Kurae, opranusosaBmmx akajemuio xkusonucu B Py-Yemne.
JlanHbIi BueoMaTeprual ObUI OTCHAT BO BPEMs OCMOTPA My3es,
¢pparmenTapHO M 6€3 HaIEKANErOo BHYTPEHHETO OCO3HAHUS,
9YTO KOT/IAa-HUOYAb B Oyaymem oH npurogutca. He gyman s Hu 06
OCBEIIEHNUM, HU O IITATUBE, HU O CTEKJIE BUTPUH, Yepe3 KOTOPhIE
OPOU3BOJWI CHEMKY. YXKe I03:Ke, MPOCMATPUBasg BUJEOCIOKET
JloMa, s PelI CAeJaTh CEPUIO U3IaHUI IO/ OOIUM Ha3BaHUEM
Muccuu. Potorpadum B U3JAHNU, HaIledaTaHHbIE C BUEOILICH-
KU, SIBJISTIOTCSI (pparMeHTaMy CBUTKOB, BBITTOJTHEHHBIX KUTAHCKU-
MU XyJ0KHHUKAaMH B 20—-30-X rogax XX Beka. Moii BEIGOp cloxe-
TOB ObUI YHUCTO CYObEKTUBHBIM M HEIOJIHBIM, OJJHAKO B paMKax
JIAHHOTO U3J[aHUS OKA3AJICS BIIOJHE OOBEKTUBHBIM U JIAXKE 3aKOH-
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yeHHBIM. [Iponycku B €BaHreIbCKOM CIOKETE JIMHIb MO UePKHY-
JU CTWIN3ANMIO, CTOJb OJECTAIE BBIITOTHEHHYIO KHUTANCKIMU
XyAOKHUKAMMU.

THE GOSPEL ACCORDING TO A CHINESE
FOLDING-SCREEN

Folding-screen, 420 x 7800 mm, in wooden cover, 1997, 3 copies.

This publication is the result of a visit to the ethnographic museum
in the town of Sankt Augustin (Germany) on March 1st, 1996.
During this visit, | coincidentally shot a video on Catholic mission-
aries in China who had organized an academy of painting in Fu
Chen. Filmed during a visit to the museum, this video material was
shot in fragments and without the appropriate inner comprehen-
sion that it might be useful at some point in the future. | didn’t
think of lighting or of using a tripod, nor did | consider the glass
showcase through which | was filming. It was only later, when
| watched this video at home, that | decided to make a series
called Missions. The photographs presented here are stills from

this video; they are fragments of the scroll that Chinese artists
made in the 1920s-1930s. My choice of motifs was purely subjec-
tive and not comprehensive, even if it proved to be quite objective
and even fairly conclusive in the framework of this edition. The
omissions in the narrative of the gospel have only served to
emphasize the stylization that these Chinese artists were able to
execute so brilliantly.
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Wzpanue popmara Ag B KoxkaHOM neperuiere. 1998. Tupax — § ax3emIuiapa.

IIpeacraBnrennasa 37ech 30J0Tasg CTPAHMIA, 3a)kKaTas TOJICTHIM
IIePEIUIETOM U IpOoIyIleHHasA 67 pa3 uepes Ja3epHbIN IPUHTED,
TAKKe Pe3yJbTaT 3arVIA/[bIBAHUA B TOUKY WJIM BbIpAIUBAHUE TOY-

KH. 30JI0Tasi CTPAHUIIA COJAEPKUT BCIO KHUTY Manenvkutl npuny, SR SROARDE
BKJIIOYAsl WUIIOCTPALUMU, OJHAKO HE BBINISAUT II€PEHACHIIEH- A LI I_j E J N E R
HOI, yCTaJION OT CTOJb TsKesnol nomu. Hao6opoT, ee cepauesu- C) E I .]- E

L s

Ha HAIIOJHWJIACh BHYTPEHHUM COJEPKAHUEM, A 30JI0TbIE IO —
6J1eCKOM JIpeBHEro opyxusd. Tak BBINIAAAT MHOT/AA CTAPUKUA B

ANTEIRE OF BAdNT- i EurFiET

DER KLEINE

IIOPY CTap4YeCKOW CIJIbI — MyApbI€, 3aKajJeHHble, mobamue. 1
YTOOBI 3TO MOHATH, HE 00I3aTEJBLHO 3HATH UCTOPHUIO UX KU3HM. PRINZ
JlocTaTOYHO JINIIL OKA3aThCS B UX MPUCYTCTBUU, U ThI YK€ BCe
IOHMMaemb 6e3 ciaoB. Tak M 37ech MBICAU, CJIOBA M OYKBBI
CJININCH, 06pa3oBaB peabed APyroro Mupa, €ro XpeoToB u BIIa-
auH. Bpl 6y1eTe HAMOMUHATDL CJIETIOTO, YUTAIOUIETO IO CHCTEME
bpaiinsa. Ho Bam He TOHago6ATCs CJ10BA, BAIY TAJIBLBI OYAYT Cpa-
3y BBIXBATBbIBATb U3 TEMHOTbI CTPAHUIIbI 0OPa3bl U CIOKETHI...

THE LITTLE PRINCE ON ONE PAGE need for further words. Here, thoughts, words, and letters have
also bled together, forming the relief of another world, of its ridge-
Edition in A3 in leather binding. 1998. Number of copies: 3. lets and hollows. You will look like a blind person reading braille.
But you won’t need words: your fingers will immediately grasp all
The golden page presented here, which has been pressed into a the images and plots from the page’s darkness...

thick binding and passed through a laser printer sixty-seven times,
is also the result of looking into a point or turning this point inside
out. It contains the entire story of The Little Prince, including its
illustrations. However, it does not look supersaturated or tired
from bearing such a heavy burden. On the contrary, its core has
been filled with inner substance, while its golden field is pregnant
with the burnish of ancient armaments. This is how old men look
sometimes when they have reached the hale heyday of age: wise,
weather-worn, and loving. And you don’t have to know the story of
their lives to understand this. It is enough to find yourself in their
presence, and you immediately understand everything without the
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OpHa 30/10Tasd CTPAHNUIIA, TIPOMYIICHHAA 216 pa3 yepes Ja3epHbIl HPUHTED, COACPKUT
pycckme ckasku u3 coopanus A. H. Adanacsesa.

Hspanue popmaTa Ag B KOkKaHOM Ie€peIuieTe. 2001. TUpaxk — § 3K3EMILIAPOB.

VADIM ZAKHARDY

AUF EINER
SEITE

ALE DL SAMMEHURE FVOM L ATAKARIIY

...Eme. I1o103k1B JaJl0OHb Ha CEPALIEBUHY CTPAHUIIBI, BbI MOXETE
OHIyTUTb HEKOE (PU3UYECKOE TEILIO, JOCTATOYHO JIUIIb HE OTHU-
MaTbh CPa3y PyKy. ATO TEIJIO U3BECTHOTO TEKCTA, IPEOOPA30OBAH-
HOTO B «JIpyroe». B 3ToOM 1 ecThb CMBICJI JAHHOTO U3JaHusd. Bol Bcé
3HAETE, IO KpalHEN Mepe COIEPKaHWE CTPAHMIbI, JEXKAIEU
repeJ; BallliMU IJIa3aMU, HO OJJTHOBPEMEHHO Bbl IOHMMAETE, YTO

o HUNDERT
9TO M3BECTHOEC O6JIa}:[a€T APyruMmn CBOUMCTBAMM, MMEET HMHbIC

RUSSISCHE
VOLKESMARCHEN

OTHOIIEHUS C MUPOM, U BCKOPE BbI IIOYYBCTBYETE, YTO BaIly PYKY
KTO-TO CKHMAET C TOM cTOpOHbI cTpanunbl. He myraiitecs. 3xech
HET HUKAKOH MUCTUKH, HIYETO IIOJJOOHOTO TOMY, UTO CIyIMUJIOCh
C MATbYUKOM B pomaHe Puiibke 3anucku Manvme Jlaypudca bpueee,
KOT/[a OH IT0JIE3 II0/] CTOJI 32 YIIaBIIUM KapaHJAIIOM U YBUJIEIT, KaK bbb
HAaBCTpPedy €T0 PyKe YCTPEMUJIACh OT CTEHBI PyKa HEKOETO JIPYro-
ro. Her, Bce €10 B CEKyHJHOM COCTOSIHMU, KOTJla HUYETO HET
BOKPYTI, KpOME BacC U BaC K€ CaMOTO, IIOHSATOrO 4Yepe3 ITyOuHY

«J[Pyroro», yepes paiie JOOPOBOJIbHOE IPEBPALEHUE B TOUKY.

ONE HUNDRED RUSSIAN FAIRY TALES ON ONE PAGE side of the page. Don’t be afraid. There is nothing mystical or
supernatural going on, nothing like what happened to the little boy
in Rilke’s only novel The Notebooks of Malte Laurids Brigge (1910),

when he climbed under the table to pick up a pencil that had

One golden page, passed through a laser printer two hundred
and sixteen times, contains an edition of Russian fairytales from

the collection of A.N. Afanasiev. Texts in Russian and German.
Leather-bound in A3. 2001. Number of copies: 5

...Even more. By placing your palm on the core of the page, you
can feel a certain physical warmtbh; it is already enough not to pull
your hand away immediately. This is the warmth of a famous text,
which has been transformed into an “other.” This is actually what
the edition is supposed to do. You know everything, at least about
the content of the page before your eyes, but at the same time, you
understand that this known quantity has been endowed with differ-
ent qualities and now has a different relationship to the world, so
that you will soon feel your hand squeezing something on the other

fallen down and saw that some other's hand was reaching out to
him from the wall. No. Here, it's all just about a simple state that
lasts no more than a second, when there is no one else around
except for you and only you, seen through the depth of the “other,”
through your voluntary transformation into one single point.
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