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Exhibitions and Installation on the Theme
CULTS. PROPHETS. IMAGE

Boris GRoYS

boruc I'rotic
Cruewnnie u epycmmuvie cexmaol

B mameili coBpeMeHHOI KyJIbType y CEKT COMHUTEJbHaAs peIry-
Tanud. FX nogo3peBaloT B HAMEPEHUY IIOPBAThH C OKPYKaIOIen
CpeIoi U CO3/1aTh KOJUIEKTUBHYIO MJIEHTUYHOCTb, KOTOPAsl U30-
JIIPYET YJIEHOB CEKTHI OT OocTaabHOro mmpa. Hambosbmee pas-
JpaK€HUE TaKas CaMOM3OJIAINSA BbI3BIBACT y CPEJCTB MACCOBOM
nHpopmarun. Ha nepBoIii B3rsaa 1o100Hass HEHABUCTD KAKETCS
aHOMaJIMEN B HAllE COBPEMEHHOMU KyJILTYP€E, IIOCTOSHHO IIPOTIa-
raHUpPYIoNell TOJEPAHTHOCTD 110 OTHOIIEHUIO K ApyruM. OxHa-
KO B COBPEMEHHOM JNCKYPCE O HEOOXOAMMOCTH MPU3HAHUS KyJIb-
TYPHBIX PA3IMYUi U 4yKOU MAEHTUYHOCTU UMEIOTCH B BUJY, KaK
MPaBWIO, PA3TUUUS «IIPUPOJHOrO» Xapakrepa, Auddepennun,
OOYCJIOBJIEHHBIE, CKAKEM, dTHUYECKUM IPOMCXOXKACHUEM WIN
cexcyanbHOI opuenTarueil. Ilpu aTom oT HOCUTENEl TOJOOHBIX
pasauuuil 0OKUJAIOT, YTO OHM, B CBOIO OYEPE/]b, OTKPOIOTCHA
BHemHeMy Mmupy. HpiHemuas kyjabTypa HpU3HAET JETrMTUMHON
TOJIbKO TaKyI0 U depeHIuio, KoTopas He IPEnsaTCTBYET COIUAb-
HOII KOMMYHMKATUBHOCTH.

CeKTbl NPOBOIMPYIOT TEM, YTO UJAYT MPSAMO IPOTUBOIOIOK-
HBIM ITyTE€M: OT OOIMHOCTU K PA3JUYUIO, OT OTKPBITOCTH K U30JIsI-
IV, OT COITUAJIbHON KOMMYHUKAIMH K (CaMO-)9KCKOMMYHHUKAIUA

world. In today’s culture, a difference is only legitimate if it pre-
cedes a state of unimpeded social communication.

Funny and Sad Sects

Religious sects do not have a good reputation in contemporary cul-
ture. They are suspected of closing themselves off from the outside
world, and of building a collective identity that separates their
members from the rest of the world. This self-isolation is criticised
especially by the media. At first sight this hatred of sects appears
as an anomaly in today’s culture where tolerance towards the
Other is constantly being preached. However, when people say that
one should accept cultural differences and strange identities, what
they usually mean are those differences which are “natural and
inevitable,” such as the differences dictated by ethnic origin or
sexual orientation. At the same time, they expect the bearers of
such natural differences on their part to be open to the outside
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The scandal caused by the sects lies in the fact that their
members take a reverse approach, moving from community to dif-
ference, from the open to the closed, from social communication
to self-excommunication from the dominating public discourse.
The differences which separate the members of sects from the rest
of the world are not natural but artificial, culturally produced. The
collective identities of the sects are also consciously, deliberately
artificially created. And therefore our culture, which despite all
protestations to the contrary still grants privileges to the natural,
and deeply distrusts the artificial, rejects sects precisely for their
artificial character. However, for the same reason there also exists
a deep intrinsic complicity between sectarianism and art, for the
modern art movements were nothing other than sects which con-
sciously dissociated themselves from public taste and built up an



MHCTAJIJIALTNNA

13 FOCHO/ICTBYIONETr0 My6InYHOro AUCKypca. To, 9To oTaenser ce-
KTaHTOB OT OCTAJIBHOTIO MUPA, HOCUT HE €CTECTBEHHBIN, a MCKYC-
CTBEHHBIH, KyJIBTYPHO OOYCIOBJICHHBIN Xapakrep. KosutekTuHas
UJIEHTUYHOCTDh B KQKJOU CEKT€ KOHCTUTYHUPYETCHA CO3HATEJILHO,
HaMEPEHHO, UCKYyCCTBEHHO. Beaepcrsue aToll cBOEH NCKyCcCTBEH-
HOCTHU CEKTbI OTBEPTraloTCsA Halllell COBPEMEHHOU KYJbTYpPOi, KO-
TOpasi BCE €Ie MPEANOYUTAET, BOIPEKN COOCTBEHHBIM IIPOTUBO-
MOJIOKHBIM 32BEPEHMAM, BCE IIPUPOJHOE, C UPE3BbIYANHBIM He-
JIOBEpPUEM OTHOCACH KO BCeMY UCKyccTBeHHOMY. Ho nMenHo nos-
TOMY CyIIECTBYET INTyOOKO€ BHYTPEHHEE CXO/CTBO MEK/y CEKTAHT-
CTBOM U MICKYCCTBOM, MO0 BCE XYJOKECTBEHHbIE TEUECHHS MOJAEP-
HU3Ma U ObLIH, 110 CYIECTBY, CEKTAMU, CO3HATEIBHO JUCTAHIIIPO-
BABIIMMUCS OT OOIIECTBEHHOTO BKyCa U CO3/IABABIINMU MCKYCCT-
BEHHDBIE PA3JINUNs MEX]y COO0M 1 OcTaTbHBIM MUpoM. Ctparerus
BCErO MOJIEPHU3MA B I1€JIOM 3aK/JII0YAIACh B U3OJAIUN OT IUPO-
KO OOIECTBEHHOCTH, B CAMOIKCKOMMYHHUKAIIMH C ITOMOIIBIO JKe-
CTOB, (POPM, 3HAKOB U TEKCTOB, KOTOPbIE€ BOCIPUHUMAINCDH 3TON
OOIIECTBEHHOCTBIO KAK YyXK/bI€ U IT0JJO3PUTENbHDIE.

B Hame Bpems MCKyCCTBO yTPaTUJIO CIIOCOOHOCTH OPraHU30-
BBIBATh HOBBIE CEKTHI, CO3/1aBaTh UCKYCCTBEHHDIE PA3IUUMUA U UC-
KYCCTBEHHYIO KOJUIEKTUBHYIO HUJEHTUYHOCTb — HBIHEIIHUN Xy/0-
’KECTBEHHBIN PBIHOK MOOYKIAET, HAIPOTUB, K PaJUKaJIbHOMY HH-
muBuayanuaMy. Bagum 3axapos, ogHako, eme o61ajae€T OIBITOM
YJIeHa HACTOSAMIEN XYJ[0KECTBEHHOU CEKTBI — CEKTbI MOCKOBCKOI'O

INSTALLATIONS

KOHIlenTyanusMa, cpopmuposasieiica B Poccun B 70-e roapr,
JIMIIEHHON O(PUIINAJIbHOTO IPU3HAHUSA, N30JIMPOBAHHON OT IU-
POKOI OOIIECTBEHHOCTU M MEKAYHAPOJHOI'O PBIHKA MCKYCCTBA.
¥ 3TOi1 CeKTBI OBUI CBOM SI3BIK, CBOM PUTYAJIbI ITOCBSIICHUS U CBOU
KPUTEPHUU XyN0KECTBEHHOTO yCIIeXa — OHA CO3/[aBajla CBOE MCKYC-
CTBO HE I IOCTOPOHHUX, & UCKIIOUYUTETBHO IS TOCBAINIECHHDIX.
HecmoTpst Ha TO 4TO 3TU 6J1aroCJI0BEHHbIE BPEMEHA KU3HU Cpe-
JM CBOMX MUHOBaIY, BagnM 3axapoB, Kak 1 MHOTHE Apyrue ObIB-
HIME YWICHBI 3TOU XYJ0KE€CTBEHHOMN CEKThI, TOCTOSHHO 3aKJIMHACT
3TU BpeMeHa B CBOUX paboTax. IIpu 3ToM OH IMOTHOCTBIO OCO3Ha-
€T PEJUMIMO3HbIN XapakTep 3Toro 3akauHanusg. Hegapom B Kénb-
He, TJle ceiiyac KuBeT 3axapoB, OH U3jaeT KypHan Ilacmop, na
CTPaHUIIAX KOTOPOTO MOIYT BUPTYaJIbHO OOIATLCS pacCesHHbIE
110 BCEMY MHUPY MOCKOBCKHME KOHIENTyaJaucThl. OTCIOAA BIIOJHE
IOHATEH UHTEPEC XYJ0KHUKA K KOJUIETaM U3 JPYTrux KOH(eCcCuit,
Ja’Ke eCIM MX IACTOPhI COBCEM HE IMOXOKHM Ha CHUMIIATUYHOTO
nepcoHaxa — «lJynnoro nacropa», B pojii KOTOPOro OH 4aCTO Bbl-
CTyIaeT B CBOMX Iep()opMaHcax U TeKCTax. Bripouem, necmoTps
Ha 3TO, CEKThI B UHCTALIAIINY Basuma 3axaposa BBIIAJIAT TaK kKe
«CMEITHO U TPYCTHO», KAK OH 3TO OIIMCBHIBAET B CBOUX ITOTy(aHTa-
CTUYECKUX, ITOTyaBTOOMOTpaduueckux Creumvix u epycmmuix npu-
wmouenusx Inynozo nacmopa. CaxpaabHOE U3MEPEHUE HMCKYCCTBA
COXpPAHAETCS, TAKUM 0O0Pa30M, 3a CYET €ro UPOHU3AIUN — TUIIY-
HBII IPUEM MOCKOBCKOTO KOHIIEINTyaInu3Ma.

artificial difference between themselves and the rest of the world.
The strategy employed in modern art as a whole was to isolate
oneself from the general public, that is to excommunicate oneself
through attitudes, forms, signs, and texts, which, to this public,
appeared strange and suspicious.

In our time, art has lost the ability to cultivate new sects, to
create artificial differences, to build artificial identities. Rather,
today’s art market leads the artist to a radical individualism.
Vadim Zakharov, however, is one who still knows the experience of
being a member of a true art sect - that of the Moscow
Conceptualists, which developed in 1970s Russia outside official
recognition, the general public, and the international art market.
This sect had its own language, its own rites of initiation, its own
criteria for artistic success, and it produced its art not for out-
siders but for the initiated alone. Admittedly, these times of happy
seclusion are over now. But Zakharov, like many other former

members of this art sect, conjures up these times repeatedly in
his work - and in doing so, he does not overlook the religious
connotations of this evocation. From Cologne, where he lives now,
he publishes the magazine Pastor, a means of communication for
the Moscow Conceptualists scattered all over the world. Thus, one
can easily comprehend Zakharov's interest in his colleagues from
other denominations, even though the pastors discussed in this
context do not necessarily embody the endearing persona of the
“foolish pastor” Zakharov himself likes to adopt in his perform-
ances and texts. Nonetheless the sects in his installation look
“funny and sad,” just as it is the “funny and sad adventures of the
foolish pastor,” which Zakharov describes in his half-fictitious and
half-autobiographical stores. Thus, art's sacral dimension is
saved by irony - a method typical of Moscow Conceptualism.
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O3EPO 3ABBEHMUA

AMHE3UA
20 HOAGPA 2000 — 4 MapTa 2001 rojA

Hosprit Myseii Besep6ypr, bpemen

THE LAKE OF OBLIVION

AMNESIA
November 29th, 2000 - March 4th, 2001
Neues Museum Weserburg, Bremen



Osepo sabsenus: Cexmut. I1popoxu. Obpas

Onucanve MHCTAILISAIINN

DKpaH pa3MepoM 3 x § METPOB, JIEKAIUIl Ha I10JIy (03€po), Ha KO-
TOPBIN C MOTOJKA My3€esi CKBO3b TPU spyca (JAHTOBCKUE KPYyru
ajia, MUPOBBIE IPEBO U FOpa) IPOEIMPYETCs BUIEO O CEKTaX U CO-
BPEMEHHBIX «IIPOPOKAX». 3PUTEJN MOTYT IPOCMATPHUBATh BUJIECO
C Tpex dTakel (IIPU TOM YeM BBIIIe, TEM JIydIle KadeCTBO H30-
OpakeHus). 3pUTEIN TYJASIIOT BOKPYT «03epa», HAbmoAas «psiob
Ha BOJI€» — KPYIIHBIE IIBETOBbIE IATHA, BUJICOPACTP, JIUIIb JOTa-
ABIBASCH O TOM, YTO IIPOHUCXOJUT Ha 3KpaHe. O3epo, BoJa, peKa —
3TO, BO3MOXKHO, peka 3a6Benus Jlera (peka B IapcTBe MEPTBBIX,
13 KOTOPOW AYIIM YMEPIIUX IBIOT BOJY, YTOOBI 3a0BITh 3€MHYIO
’KU3HB); BO3MOXKHO, «MEPTBasi BOJA» U3 JETCKOIO CKA30YHOTO
MHPa; BO3MOXKHO, KYJIBTYPHO-S3BIKOBAs HUIIA, Kyla CTEKAIOTCS
MepTBbIE A3BIKH (HaJ|eB HAyIIHUKH, BUCSIINE BOKPYT HA CTEHAX,
3pUTEIHN CJIBIIAT JAThIHb, APEBHEIPEUYECKUIl, TOTCKUM, peBHe-
UPJIAHJICKUI — IIepeBoji OHOIPAMMBI BUJICO); BO3MOXKHO, PEJIH-
I'MO3HO-UJICOJOTUYECKHII TYIHK, KyAa CBATMBACTCS YEIOBEUYECCT-
BO B 6€CKOHEUYHOU ITOIBITKE «KOPPEKTYPRI U cTUpaHus» Cirosa,
JAHHOTO €My M3HAYaIbHO. JTOT K€ METOJ CTHPAHUS, BbIYCPKU-
BAHUSA, «3a0€IMBAHUS HACTOSAIIETO> SBJISETCS CEeTO/HS OJHUM U3

OCHOBHBIX NPUHIUIOB MAHUIYJAIMNA co3HaHueM. OH cosjaer
IICUXOJIOTUYECKHE MEXaHU3MbI «CBEPXOBICTPOrO CTHPAHMS» Ka-
KOU-1160 Apyroil mamMsATu U HHGOPMAIUN KPOME TOH, KOTOPYIO
MPENOJHOCUT TOT WIM WHOH IOJUTHYECKUH JeATeNb, Typy, TO
WM MHOE peKJIaMHoe areHTcTBO. CaM NpUHIUI WHMOPMATUKHI
CErojHsl CBOAMM K OBICTpEHIIEeMy CTUPAHUIO OJHOHN mMH(pOpMa-
1M 32 CYET JPYTOi — «BOJTHOBAS AMHE3US».

Jlpyras TeHaeHIus B COBPEMEHHOM MUPE CTPEMUTCS CBECTHU
«aMHEe3UI0» K IUBUJIN30BAHHON (opMe «aHecTe3un» (BpeMeH-
Has aMHe3Husd), 6€3 KOTOPOU CETONHSNIHSASA KU3Hb HEMbBICTUMA,
rJie TPpUHIUI 06€360JMBaHNA 1 KOM(POPTA B KOHEYHOM CMBICTIE
BO3BOJUTCS B PAHT UJEU OOPBOBI CO CMEPTHIO — AIlIIAPaThI NCKYC-
CTBEHHOTO XM3HEOOECIEeUEHNsI, 3aMOPaKMBAHUE TPYIOB, KOp-
peKTypa reHoB (He 006 3TOM JIM TOBOPAT MHOTHE IPOPOKHU
XX Bekar!). JKusub 3amensiercsi 6€CnaMsITCTBOM (ITOTOKOM WH-
opmanum), cMEPTh — CHOM (3aMOPOKEHHBIM COCTOsIHHEM), bor -
npopokamu kompopta. Ilogmena ogHOro TEpMUHA APYruUM CTa-
BUT IIpOGIeMy 3a0BEHUS NP OYEPETHBIM IPOCTHIM BOIIPOCOM:
9YTOOBI BE€YHO >KUTb, HYKHO JIM CHAadalda JUMIATBCS IaMSATH?

B. 3axapos, 2001

The Lake of Oblivion: Cults. Prophets. Image
Installation Description

The installation consists of a screen of 3 x 5 meters on the floor
(lake), which serves as a projection surface for a video on cults
and latter-day “prophets.” This film is projected from the ceiling
of the museum past three circles (Dante’s circles: the inferno,
the tree of life, the mountain of the world). The spectator can
watch the video from three floors. (The higher he goes, the bet-
ter the image quality becomes). The spectators stroll around
this “lake,” observing the slight ripple of cat's paw on water,
large colored blotches, a video raster, no more than intimations
of images.

This lake, water, or river could be the River Lethe of forget-
fulness (the river that runs through the Kingdom of the Dead,
from which the souls of the dead drink in order to forget their

worldly lives); it could be “the dead water” from the world of chil-
dren’s fairytales; it could be the cultural-linguistic niche that
“dead languages” flow into. (By donning the headphones that
dangle from the surroundings walls, the spectators can hear
translations of the video’s soundtrack into Latin, Ancient Greek,
Sanskrit, Aramaic, or Celtic). Or then again, it could be the reli-
gious-ideological dead end that humanity runs into in its endless
attempts to correct and erase the Word that it was given. The
same method of erasure, crossing-out, or simply “forgetting real-
ity” is one of the main principles for the manipulation of con-
sciousness today. It creates a psychological mechanism of
“ultra-rapid deletion,” which erases all memories and informa-
tion, except, of course, the information propagated by some
political figure, guru, or advertising agency. The principle in
operation today can be reduced to the erasure of one piece of
information to make room for another, a “voluntary amnesia.”

X
ot

There is a further tendency in today’s world, namely an effort to
reduce “amnesia” to its civilized form of “anesthesia” (temporary
amnesia). Without it, life today becomes unthinkable; after all,
the principles of pain relief and creature comfort have ultimately
been elevated to the rank of ideas in the struggle with death: arti-
ficial life-support systems, the cryogenic freezing of corpses, the
correction of genes (aren’t these some of the things that the 20th
century’s prophets talk about?!). Life is replaced by oblivion (the
flow of information), death by dreams (bound in frost), God by the
prophets of comfort. The substitution of one term with another
confronts the problem of oblivion with yet another simple ques-
tion: do you have to forfeit your memory in order to live forever?

V. Zakharov, 2001
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Haymmumkn Ne 1. JlaruHCcKmiz Ilepeson,/Yrenne
Headphones No. 1: Latin Daniel Koelligan
Translator/Speaker
Hayumnku Ne 2. JIpesuerpeueckmi Ilepeson,/Yrenne
Headphones No. 2: Ancient Greek Dejan Matic
Translator/Speaker
Haymmumkn Ne 3. Torckmit Ilepeson,/Yrenne
Headphones No. 3: Gothic Antje Casaretto
Translator/Speaker
Haymmumkn Ne 4. JIpesaenpaanickuit Ilepeson,/Yrenne
Headphones No. 4: 0Id Irish Elvira Veselinovic
Translator/Speaker

Sectae. Praedicatores. Forma.

Hoe urmum: Septimanls ultimis remisslonem discidiorum mundi vidimus of conseo
anlmum excleandl quem multls in locks crescere existimamus ad eam conferre.
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drank Kein

Conw e2o xneba (pparmMeHT)

...HTak, 3a6Benue Heooxoaumo. bosiee Toro, morepst maMsaTH Mo-
JKET ObITh OOYCJIOBJIEHA HE TOJBKO TPABMOU WJIN YTPATOU CBOETO
«s1», HO 1 HOBBIMH OPHUEHTHPAMU, OCBOOOKIeHEM. XOUeTcs Ha-
YaTh C JYYIIETO U3 TOTO, YTO MOXHO YBUJIETh HA BBICTABKE, PATH
9Yero, HECOMHEHHO, CTOUT €€ IMOCETUTD: C BUJICOMHCTALISAINN
Osepo sabeernus: Cexmut. Ipopoxu. Ob6paszst pycCKOTO KOHIIETITYaIn-
cra Bagnma 3axaposa. Ha pasyioxeHHBIN Ha IOJY XOJICT, OKpPY-
JKEHHBIN CBOETO pojia 6acCEHOM, € 60JIBIION BBICOTHI IIPOEIIUPY-
I0TCS KaJIpbl U3 TeJIe(IIbMOB U MHTEPHETA.

3purenb Bce BpeMsl BUJUT BOJHYIO PsAOb C IUIANIYIIUMU IO
HE COJHEYHBIMH OJUKaMU. MeXIy HUMM BBICTYHAIOT JIOBIIBI
aym mupa cero. KoMy roka emnie He3HaKOMBI PyCCKHE€ IMUTATOPbI
HMucyca co BHaJbIMU IIEKaMH, pa3MaxuBalOUe KaJulaMy Ha
CHOPTHUBHBIX CTAJMOHAX, A UHOT/A JJa’KE YTBEPKIAIONINE €TUHCT-
BO 3Heprun JleHnHa m sHeprun XpUCTa, TOT IYCTh BCIIOMHUT
Ipy BUJIE TOJI PaJOCTHBIX MOJIOJABIX JTIOJEHl HEUTO IOXOKee,
IIPOMCXOAMBINEE HEKOTJA M Y HAC, — MCYE3HYBIIUX CETOJIHS C
Y1 IpUBEpKEeHIeB barsana, OHM J€MOHCTPUPYIOT HBIHE Ha
IIOJIy My3€H{HOTO IIPOCTPAHCTBA CBOM CTPAHHbBIE TAHIBI CAMOIIO-

CTYDKEHUS: TPSICUCh BCEM CBOUM TEJOM, IIOKAa HE BBITPSAXHEIIb
BC€ BOCIIOMUHAHMS, a 3aTEM CTAaHb HOBBIM, HAIIOJHAIOIIMNMCS Ye-
JIOBEKOM. JTU BOCIIPMHUMAEMbI€ KaK IPOTECK Ka/Ipbl IIOC/IE/[0Ba-
TEJIBHO CMEHSIOTCSA BUI€OXPOHNKOII NBC 0 MacCOBBIX caMOyOUii-
crBax B /lsxoncrayne (laitana) — camoil pajukaabHOU popme OT-
Ka3a OT JAJIbHEUIIEro CyIEeCTBOBAHUSA CBOEU B3POCJIOM U OYEHD
POTUBOPEUUBON NJeHTUYHOCTU. KTO XOueT, MoKeT Ha/leTh Ha-
YIIHUKM U IPOCJYIIATh COOTBETCTBYIOIIUE TPEOOBAHMS — CTe-
PETH MPEKHIO UCTOPUIO CBOEH KU3HU — HA YETBIPEX MEPTBbIX
A3bIKAX: JAPEBHEUPIAHACKOM, APEBHETPEYECKOM, JTAaTHUHCKOM
W TOTCKOM. ®Ppanxdypmep-Pynoway, 2000, 6 nekadps

FRANK KELL

Salt on his Bed (fragment)

...This is why you need to forget. Even more, losing your memory
can mean trauma and the loss of identity, but at the same time, it
can reorient and emancipate you. We could begin with the exhibi-
tion’s best piece, the piece that already makes a visit worthwhile:
the video installation The Lake of Oblivion: Cults, Prophets, Image
by the Russian Conceptualist Vadim Zakharov. From high above, he
projects images from television and internet onto a screen that lies
on the ground, framed by a kind of basin.

Again and again, this basin shows water shimmering with
dancing sunspots, between which the soul-catchers of this world
file past. True, those Russian Jesus-imposters, who swing their
incensories at stadium audiences and even postulate the ener-

getic unity of Lenin and Christ, might seem foreign at first. But as
soon you see these droves of young cheerful people, you will
remember that similar things went on here as well. On the floor of
the museum space, the followers of the Bhagwan - who have dis-
appeared from the streets by now - perform their bizarre dances of
self-discovery: shake your body until you are empty, devoid of all
previous experience, drained of memory, ready to become a new
person, waiting to be filled. It is only logical that these images -
which seem so grotesque today - are followed by news footage
from NBC that shows the mass suicide in Jonestown/Guyana as
the most radical form of refusing to allow one’s own organic, self-
contradictory identity to continue its existence. If you want, you
can listen to the corresponding incitements to erase your life story
to date in four forgotten languages: in Old Irish, ancient Greek,
Latin, and Gothic. Frankfurter Rundschau December 6th, 2000
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MILANO-EUROPA 2000. THE END OF THE CENTURY
March 19th - September 16th, 2001
Padiglione d’Arte Contemporanea di Milano



MHCTAJJIALINUN INSTALLATIONS

fluir).] coNniil

(CONTROL ONESELF)

ICONTROL ONESELF)

219



NMHCTAJJIALINUN INSTALLATIONS

IToprpersr Jlanre, Kadxu, Toxcroro, IOHra ¢ razepHbIMu 3paukamMu

Portraits of Dante, Kafka, Tolstoy, and Jung with lasers in their pupils
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CHUHOIICHUC 2 - TEOJIOT'NHA
15 OKTAGPS 2002 — 5 THBApsl 2008 TOJIa
HannonanbHbIi Myseil cOBpeMEHHOTO
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MHCTAJIJIALTNNA

Konnennus npoekra cBOAUTCA K TPOOIEMe IIONCKA «CBOEH pa-
3bI» yepe3 ureHue Apyroi. Takke MOXKHO CKa3aTb — IIOMCKA COO-
CTBEHHOTO CEMAaHTUUYECKOIO TYIIMKa B TeJle U3BECTHOU Iapaur-
MBI Yepe3 IOIPy;KEeHHE B Hee, Yepe3 COIIECTBUE B €€ CEP/IIEBUHY.
ITox cepaneBUHON s TOHUMAIO HEKYIO (ppa3y, «HAKOIHMBIIYIO» 34
BpeMsl CBOETO CYyHIECTBOBAHUSA KPUTUUYECKUN BEC CMBICIOBBIX,
MICUXOJOTUYECKUX, MU(POJOTUIECKUX U JIPYTUX IPOCTPAHCTB
(rIe THET BCeX Irpy30B OTOBCIOJY CJIUJICS), KOTOPYIO HEOOXOIUMO
«pa3BEPHYTD JIUIIOM K 3pUTENIO», TO €CTb CO3JATh YK€ B paMKax
BBICTABOYHOTO IIPOCTPAHCTBA HEKUI 006pa3, remraisT. B koHeu-
HOM CMBICJIE€ 3PUTENH CTATKUBAETCS HE € MPOOIEMON aBTOpa U He
¢ pexuccypoil. OH 0/DKeH OOHAPYKUTh T'PAHUILYy CBOEro 6e3y-
MU U OIYTUTb ce6s B 3IUIIEHTPE COOCTBEHHOTO TYIIHKA, B TOP-
HUWIE «JINYHOIO CEMAHTHUYECKOTO afa».

Bcsa ucropus yenosevecTsa, 6€3 IpeyBeIndeHUs, €CTh O0Pb-
6a 3a «BBIXOZ U3 Ce0sI», U3 ce6s KaK TOUYKU, TOCPEACTBOM CO3/a-
HUS TE€X MU UHBIX «BEYHBIX (ppa3», B Ty WIM UHYIO 3IIOXY JOMU-
HUPYIOMIUX 1 HUKOIJ[A HE TEPSIONUX KU3HECIIOCOOHOCTH OKOH-
yaTeJbHO. B JaHHOM KOHKPETHOM CJIyyae 3TH «Be4YHbIE (ppa3bl»
IPEJICTABIEHBI BUACOPSIAOM O COBPEMEHHBIX CEKTaX, O MOMEH-
TaxX 3K3aJbTUPOBAHHOTO UX BOIPONIAHUSA: KTO Sl TAKOH? 3a4eM
JKUBY? KOMY I Hy)K€H? KaK ObITb CJACTIMBBIM? KAK JIOOUTH? HAKO-
Hell, e bor u kak Ero naiitu? Bce aTu «BeuHble BOIPOCHI» pe-
HIAIOT TaK WIM MHade joau Ha 3kpaHe. Iloguac pemaror gyno-
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BUIHBIMU METOJAMH U CPEJICTBAMU, HO TJ/I€ TapaHTHs, YTO MBI
IIpH CJIyyae He MOIVIM ObI OKa3aThCsl BMECTE ¢ HUMH? B aTOM, c06-
CTBEHHO, U CyThb JAHHOTO MPOEKTA. SPUTENb AOJKEH J00PATHCS
JI0 TIYOUHBI CBOETO «s», IO CBOEW IpaBAbl, HAUTH B cebe Ty
rpaHb, 32 KOTOPOM HET HUYEro, KpoMe IOHUMaHUs, YTO TbI
TAKOU ke, KaK Bce. 3pUTeJIb JOJKEH OCO3HATD, YTO MBICIb «OHU
cymacmemue, a I Hopmanen» HeBo3MoxHA. OJHOBPEMEHHO OH
JOJKEH OIYTUTH B ce6e U Ty HOTEHIIMAIBHYIO, HEBEJOMYIO CHIY,
KOTOpasi CIIOCOOHA MTOHECTU €T0 B yXKAC COOCTBEHHOI HEU3BECT-
HOCTHU. B KOHIIe KOHITOB 3pUTEJIb JOKEH HA MTHOBEHHE OKa3aTh-
cs TakuM ke, kKak Onu. IIpoucxoaut KyapbMuHaIUs UHTPUTH, T1e-
PEBOPOT B CO3HAHUN: YETIOBEK OCO3HAET C€0SI OJHUM U3 TEX CyMa-
cimenmux. /lante, Begomblii Beprunmewm, rae-tro tam, B IIyouHe
aJia, BIIEMIUBIINCDH B NIEPCTh YEPBs, IePEBOPAUNBAETCS U HAUMHA-
€T CBOH MOJbEM YK€ BBEPX HOTAMU.

Co6CTBEHHO, 3TOTO «BBEPX HOTaMHU» HE YBUJIUIID, BIVISIbIBASICD
B TOUKY IEPEKUTON (Ppasbl: YETOBEK BPOJIE TOT KE — M HA HOTAX, U
HOC TOT K€, ¥ NuJKaK. Mup nepesepHyT B TOJIOBE, U YTOOBI BEp-
HYTb €0 OOPATHO, HEOOXOAUMO CJIEJYIONIee BXOXKAECHUE B TOYKY,
apyras ¢gpasa. ¥ Jlanre ato uncruaumie. Ha BeicTaBke — gpyras us-
Tpura — MockoBckas KoHIenTyanbHas mkosia. CoOCTBEHHO, 3TH
JIB€ MHTPUTH NPEJICTABJIEHDI B MHCTAUISALMHI OJHA IIPOTUB JAPYroi
KaK JiBa OECKOHEYHO OTPAXKAIOIUX JPYT Apyra 3epKajia, Ije KOM-
MEHTApUil 1 MPOHMS MEPEIIETAIOTCA C YIPYIUM TEJIOM 0e3yMus

The conception of this project is concerned with the problem of
discovering “one’s key-phrase” through reading a phrase used by
someone else. We also can denote it as looking for a “semantic
cul-de-sac” within the body of a well-known paradigm by sinking
into it, by descending into its core. By “core” a certain phrase is
meant, which has accumulated - in the course of the entire time
of its existence - the critical sum of its semantic, psychological,
mythological and other possible burdens (on which things draw
heavily from every side). All burdens join their weights and at this
point the key-phrase should be “turned around to face the audi-
ence.” This results in the creation of a certain image (Gestalt)
within the framework of the exhibition space. Here the spectator
faces neither the author's problem nor his directing. The viewer is
to determine the borders of his own insanity and to find himself in
the epicentre of his own cul-de-sac, in the crucible of “his person-
al semantic inferno.”

It would not be an exaggeration to say that the whole history of
mankind presents a struggle to “step out of oneself.” “Oneself” is
the point which may be left by creating certain “eternal phrases.”
Such a phrase dominates each historic period, and then gives
place to the next one. However, none of these phrases can ever en-
tirely lose their viability. In our case the “eternal phrases” are rep-
resented by a video series showing people in modern sects, at the
moment of their exalted questioning: - Who am 1? What do | live
for? Who needs me? How can | be happy? How can | love? - and
finally - where is God and how can | find Him? All these eternal
questions are answered in some way by people on the screen:
sometimes their means and methods look terrifying. Nevertheless,
no guarantee can be offered that one of us would not occasional-
ly be found among them. This is the core of the project. The spec-
tator must reach the very depth of his self, of his truth. He must
grope in his self to come to the verge of realising himself a person

just like everyone else. It should be clear that the thought “all of
them are mad, only I am normal” sounds impossible. At the same
time he should trace in himself that potential mysterious energy,
which is able to move him in the horror of obscurity. Finally, the
spectator should for a moment feel himself being just the same as
they are. This situation culminates, and finally there occurs an
upheaval of consciousness: the person realises himself to be one
of those madmen. So Dante, led by Virgil and having sunk to the
very bottom of hell, is seized by the fur of the worm, and thus
turned over again to start his ascent anew upside-down.

You won't actually notice this “upside-down” state when you
scrutinise the focus of the experienced phrase. The person in ques-
tion remains the same: he is standing on his feet, he has the same
nose, he wears the same jacket. The world has turned upside-down
inside his brain. In order to put the world back into place he must
enter the focus point anew, use a new phrase. In Dante it is pur-



NMHCTAJJIALINUN

M 3KCTA3a, CO3/aBasi HEKUI OOINNI 3HAMeHATe b — PENITAILT, €/11-
HBIH JUIs1 3pUTessa 00pa3 yHOPAJZOYEHHOTIO Xaoca. 3pUTeb He 3Ha-
€T, TJIe PEILHOCTB, A IJle OTpaXkeHue, nojor. Ho He B passenenun
OJIHOTO C JIPYTUM CYyTbh MHCTAUIALMH, 4, HA0OOPOT, B CKPEIUIEHUHN
OJIHOTO C JIpyruM. 3pUTeIb JIOJKEH He IOBEPHYTh HA3a/l B yKace, a
IPOAOJLKUTD IIYTh B 3a3€pPKajibe, 0CO3HaBas npoucxogsamee. Ho,
YTO BaKHO, PE€Yb 3/1€Ch UAET HE O ICUXOJOTMYECKOM IKCIIEPUMEH-
Te HaJ| 3puTesieM. Bee, o uem s Harmmcas, TOKHO IPOMETbKHYTD B
€ro roJIoBe 3a oMo cekyHAbl. OH J0oMIKeH cpa3y o6bAThL 00pa3, B
SMUIIEHTPE KOTOPOTro, HECMOTPs Ha O€3yMHbIE JIMIA BOKPYI, OH
cam. M B KOHIIE KOHIIOB BBICBOOOAUTD CE05I 13 3TOTO YK€ CTABIIETO
MHOPOJHBIM 00pa3a, KaK MaJIbUlK, BLITACKMBAIOIIUNA 3aHO3Y.

MockoBCKkas KOHIENTyaJlbHas IMKOJIA B3ATa KaK 3€ PKaJIbHbII
IapTHEP 663yMI/IH He caydaiino. Ha nporsyxennu nmouru Asajia-
TH IATHU JIET IPyNIa XyJO)KHUKOB Pa3HbIX IMOKOJEHUN (PYyHKIHO-
HUPYET KaK HEKMI «CKPBITBIA OTPAKAIOMINI MEXAHU3M», IIPEJIO-
MJISIOIUI B cebe 0Opa3bI-MOHCTPBI KyJIBTYPHO-IINU30(pEeHUYEC-
KOT'O OIIbITA, UCIIOJIb3Ysl COOCTBEHHYIO CUCTEMY OIIMCAHMS, Pa3pa-
6oTaHHYIO TepMuHOIOTHIO 1 Mudoorumo. [loryyennsle pesyin-
TaThl THATEJIbHO APXUBUPYIOTCH, KOMMEHTUPYIOTCH, IIPeBpaIa-
ACh B OyXrajgtepuio MOCKOBCKOM KOHIIENTYaIbHOM HMIKOJIBI, KyAd
Ha BBICTABKE U UMEET BO3MOKHOCTb BOUTU 3PUTEJIb.

Minba Kabakos yxke npejacrasmi Hekoraa B lam6ypre (1993)
3Ty LIKOJIY IIOJ oo6muM HazBanuem HOMA, uau Mockosckutt Kom-
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yenmyarsuoitl Kpye. To 6bUI IEPBBIF MOHYMEHT HIKOJIE KOHIIEIITYa-
aucToB. Ero MmoxxHO Ha3Bath 1o pacckady Yexosa — [larama Ne 6.

Bropoit MonymeHT MOCKOBCKOI KOHIIENTyaJbHOW HIKOJIE, YC-
TaHOBJEHHBIN B Iperun, moxHO Ha3BaTh «bByxrarrepueil 6e3y-
Mus». Bupumo, Ha 3TOM «CTPOUTENLCTBO MOHYMEHTOB>» KOHIIEII-
TyaJIbHOH HIKoJie He npekpatutca. Beap besymuio, kak aTo npu-
HATO B MUpe, He06X0 UM ApXuB, APXUBY — «CyMaCHIE/IINE» JIIO-
/i1, @ U3 IOCJEJHUX U COCTOUT Ha BCE CTO MPOIEHTOB MoOCKOB-
CKasg KOHIEINTyaabHas MIKOJIA. B. 3axapos, 2003

gatory that takes the transmitting role. The exhibition presents a
different situation, involving the Moscow Conceptualist School.
Actually, in the installation the two situations are set opposite
each other, as two mirrors, infinitely reflecting the other side.
Comment and irony interlace with the resilient body of insanity and
ecstasy. Thus they sum up in creating a common denominator, a
Gestalt, the image of well-organised chaos common to all specta-
tors. The audience does not know any longer which is reality and
which is reflection, a forgery.

The essence of the installation does not lie in separating its
two parts but, on the contrary, both are brought together. As it has
already been mentioned, the spectator, approaching the point of
his imaginable madness, should avoid turning back in horror - he
should continue on his way through the land “behind the mirror,”
becoming more and more aware of the situation. Most important
is the idea that no psychological experiment on the spectator is

intended. All the sensations described must flash through his mind
in a second. He should survey the site, the epicentre of which he is
himself, surrounded by mad faces. Finally, he must set himself free
from this image,now alien to him, just like a boy extracting a splin-
ter from his foot.

It is no coincidence that the Moscow School of Conceptual-
ism is involved here as the mirror counterpart of madness. In the
course of almost twenty-five years this group of artists from differ-
ent generations has been functioning as a kind of “concealed
reflecting mechanism.” It “refracts” the monster-images of the cul-
turally schizophrenic experience and uses for them an invented
descriptive system, the developed terminology and mythology. The
results obtained by this are carefully placed in an archive and sub-
jected to interpretation. Thus they turn to become the accountan-
cy of the Moscow School of Conceptualism, and now, in the exhi-
bition, the audience has an opportunity to enter its space. llya

Kabakov has already introduced the school under the general title
NOMA or Moscow Circle of Conceptualists in Hamburg (1993).
That was the first monument to the conceptualist school. One can
name it after Chekhov’s Story Room No 6. The second monument
to the Moscow Conceptualist school, installed in Greece, may be
called “accountancy of madness.” Perhaps the “construction of
monuments” to the conceptualist school will not be finished at
that. It is common knowledge that Madness needs to have its
Archive after all. The Archive needs its crazy people, such as the
ones who constitute one hundred per cent of the Moscow Concep-
tualist School. v. zakharov, 2003
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Bug muacTauanmum cHapy K / Exterior view of the installation
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®parMeHThI BHYTPEHHETO MPOCTPAHCTBA MHCTaLAIUN / Interior view of Installation
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Kanper ua dpunsma Hemoti Llonen u anyxomemwie Xyooxcnuxu. 2002

Stills from the film Mute Chopin and Dump Artist. 2002



