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 ÄÎÂÍÒ‡Ì‰‡ é·ÛıÓ‚‡

 èË¯ÂÎ¸ˆ˚ ËÁ ·Û‰Û˘Â„Ó

1980 „Ó‰. ç¸˛-âÓÍ: ‚ ÅÓÎ¸¯ÓÏ fl·ÎÓÍÂ ÔÓıÓ‰ËÚ ‚˚ÒÚ‡‚Í‡ Times Square Show, 
ÓÔÂ‰ÂÎË‚¯‡fl ÔÂ‰ÂÎ˚ ‡ÍÚÛ‡Î¸ÌÓÒÚË Ë ÒÙÓÏËÓ‚‡‚¯‡fl ıÛ‰ÓÊÂÒÚ‚ÂÌÌÛ˛ ÏÓ‰Û Ì‡ 
‰ÂÒflÚËÎÂÚËÂ. íÓÎ¸ÍÓ-ÚÓÎ¸ÍÓ ÒÚ‡ÚÓ‚‡ÎË Á‚ÂÁ‰Ì˚Â Í‡¸Â˚ ÑÊÛÎË‡Ì‡ òÌ‡·ÂÎfl Ë 
Ü‡Ì‡-åË¯ÂÎfl Å‡ÒÍ¸fl, ‡ äËÚ ïÂËÌ„1 Â˘Â ÌÂ Ì‡˜‡Î ÔÓÚËÚ¸ ÒÚÂÌ˚ ‚ ÏÂÚÓ. 
 è‡ËÊ. î‡ÌˆÛÁÒÍËÂ ıÛ‰ÓÊÌËÍË ËÁ Figuration Libre 2 ÎË¯¸ ÒÓ·Ë‡˛ÚÒfl ÓÚÍ˚Ú¸ 
Ò‚Ó˛ ÔÂ‚Û˛ ‚˚ÒÚ‡‚ÍÛ ‚ 1981-Ï. 
 åÓÒÍ‚‡: ÉÛÔÔ‡  äÓÎÎÂÍÚË‚Ì˚Â ‰ÂÈÒÚ‚Ëfl (äÑ) 3 ‚˚ÔÛÒÍ‡ÂÚ ÔÂ‚˚È ÚÓÏ 
èÓÂÁ‰ÓÍ Á‡ „ÓÓ‰, ‚ ÍÓÚÓÓÏ Ó·Ó·˘‡ÂÚ ÓÔ˚Ú ÔÓ˜ÚË ÔflÚËÎÂÚÌÂÈ ‡·ÓÚ˚ ‚ Ó·Î‡ÒÚË “ËÒ-
ÍÛÒÒÚ‚‡ ‰ÂÈÒÚ‚Ëfl”. åÛıÓÏÓ˚4, Á‡‚‡ÎË‚ åÓÒÍ‚Û Ô‡Ó‰ËÈÌÓÈ „‡ÙËÍÓÈ Ë ‚ÂÒÂÎ˚ÏË 
„‡ÙÓÏ‡ÌÒÍËÏË ÒÚËı‡ÏË, ÔÓ‚Ó‰flÚ ‡ÍˆËË ëÎË‚ Ë èÓ„ÛÎ. ç‡Ú‡Î¸fl Ä·‡Î‡ÍÓ‚‡ Ë ÄÌ‡ÚÓ-
ÎËÈ ÜË„‡ÎÓ‚ 5  ÓÒÛ˘ÂÒÚ‚Îfl˛Ú ÔÂ‚˚Â íéíÄêí-ÔÂÙÓÏ‡ÌÒ˚. 
 Ç ÚÓÏ ÊÂ „Ó‰Û ÇËÍÚÓ ëÍÂÒËÒ, ÏÓÎÓ‰ÓÈ ‚ÂÚÂ‡Ì ÏÓÒÍÓ‚ÒÍÓ„Ó ‡Ì‰Â„‡ÛÌ‰‡, Ë 
Ç‡‰ËÏ á‡ı‡Ó‚, ÌÂ‰‡‚ÌÓ Á‡fl‚Ë‚¯ËÈ Ó ÒÂ·Â ‚ ‡·ÓÚ‡ı, Ò‰ÂÎ‡ÌÌ˚ı ÒÓ‚ÏÂÒÚÌÓ Ò à„ÓÂÏ 
ãÛÚˆÂÏ, ÒÓÁ‰‡˛Ú „ÛÔÔÛ ëá 6. 
 í‚Ó˜ÂÒÍËÈ ÒÓ˛Á ÓÍ‡Á‡ÎÒfl ‚ÌÛÚË Ò‚ÓÂÓ·‡ÁÌÓ„Ó ÚÂÛ„ÓÎ¸ÌËÍ‡ ÚÓ„‰‡¯ÌÂÈ 
ÏÓÒÍÓ‚ÒÍÓÈ ÒËÚÛ‡ˆËË. ë Ó‰ÌÓÈ ÒÚÓÓÌ˚ – ÚËÚ‡Ì˚ ÏÓÒÍÓ‚ÒÍÓ„Ó ÍÓÌˆÂÔÚÛ‡ÎËÁÏ‡, ÎË‰Â˚ 
ËÌÚÂÎÎÂÍÚÛ‡Î¸ÌÓÈ ˝ÁÓÚÂËÍË ‚Ó „Î‡‚Â Ò àÎ¸ÂÈ ä‡·‡ÍÓ‚˚Ï 7, ÄÌ‰ÂÂÏ åÓÌ‡ÒÚ˚ÒÍËÏ 8 
Ë äÑ, ‚Â‰Û˘ËÂ ‚˚ÒÓÍÓÛÏÌ˚Â ·ÂÒÂ‰˚ Ì‡ ÒÂÚÂÌÒÍÓÏ ˜Â‰‡ÍÂ 9. ë ‰Û„ÓÈ – ÔËÁ‡Í ÒÓˆ-
‡Ú‡, ·ÓÎ¸¯ËÌÒÚ‚Ó ÔÂ‰ÒÚ‡‚ËÚÂÎÂÈ ÍÓÚÓÓ„Ó ÔÓÍËÌÛÎË ÒÚ‡ÌÛ. ÇÂÌ˚Â Û˜ÂÌËÍË Ë 
ÔÓÒÎÂ‰Ó‚‡ÚÂÎË Ï˝ÚÓ‚ ÒÓˆ-‡Ú‡ ËÁ „ÛÔÔ˚ ÉÌÂÁ‰Ó10 ·ÂÁÛÒÔÂ¯ÌÓ Ô˚Ú‡ÎËÒ¸ Ï‡ÚÂË‡-
ÎËÁÓ‚‡Ú¸ „ÂÌË‡Î¸Ì˚ı Ò‡ÚËËÍÓ‚ Ë ‡ÛÚÒ‡È‰ÂÓ‚ ÔÓ‰ÔÓÎ¸fl ÇËÚ‡ÎËfl äÓÏ‡‡ Ë ÄÎÂÍÒ‡Ì‰-
‡ åÂÎ‡ÏË‰‡ 11, ÓÚˆÓ‚-ÓÒÌÓ‚‡ÚÂÎÂÈ ÒÚËÎfl 12. 

Alexandra Oboukhova

Strangers from the Future

1980. New York: An exhibition titled Times Square Show is held in 

the Big Apple, setting new boundaries of relevance and shaping 

the artistic fashion of the decade. Julian Schnabel and Jean 

Michelle Basquiat had just embarked on their stellar careers, whilst 

Keith Harring1 thought only of spoiling the walls of the NY subway. 

Paris. French artists of Figuration Libre 2 group are just planing to 

open their first exhibition in 1981. 

 Moscow. Collective Actions (CA) 3 group announced the first 

volume of their series titles Goings Out of Town, which generalized 

their 5 years’ experience in working with “actionist” art. After over-

flowing Moscow with parody artwork and amusing graphomaniac 

verses, the Toadstools 4 set up actions titled The Draining and 

The Absence. Natalya Abalakova and Anatoly Zhigalov 5 practice 

the first of many TOTART performances. 

 The same year Victor Skersis, the young veteran of Moscow 

underground together with Vadim Zakharov, that had recently be-

come known for teamwork with I. Lutz, create a group called SZ 6.

 Their creative union found itself within the triangle of that time’s 

Moscow context. On one side there were titans of Moscow 

conceptualism, leaders of intellectual esoteric studies and debates 

headed by Ilya Kabakov 7, Andrey Monastyrsky 8 and CA, who 

spent time debating in their Sretenka attic 9. On another side there 

was the ghost of Sots Art, with most of its agents having gone into 

exile from the USSR. Some loyal students and followers of the 

group the Nest (Gnezdo)10 attempted to materialize two brilliant 

satirists and clandestine outsiders Vitaly Komar and Alexander 

Melamid 11, the founding fathers of the style 12 – but to no avail. 

 And finally, in the third corner there were the Toadstools. “Bad 

boys” and mockers, they considered themselves to be the leaders 

of modern art and would look down upon less pretentious contem
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 à, Ì‡ÍÓÌÂˆ, ‚ ÚÂÚ¸ÂÏ Û„ÎÛ ‡ÒÔÓÎ‡„‡ÎËÒ¸ ÏÛıÓÏÓ˚. ïÛÎË„‡Ì˚ Ë Ì‡ÒÏÂ¯ÌËÍË, 
ÓÌË Ò˜ËÚ‡ÎË ÒÂ·fl ‡‚ÚÓËÚÂÚ‡ÏË ÒÓ‚ÂÏÂÌÌÓ„Ó ËÒÍÛÒÒÚ‚‡ Ë Ò‚˚ÒÓÍ‡ ÔÓ„Îfl‰˚‚‡ÎË Ì‡ 
·ÓÎÂÂ ÒÍÓÏÌ˚ı Ó‚ÂÒÌËÍÓ‚, ÔÓÍ‡Á˚‚‡‚¯Ëı Ò‚ÓË ‡·ÓÚ˚ Ì‡ ‚˚ÒÚ‡‚ÍÂ ‚ Í‚‡ÚËÂ 
ûËfl ÄÎ¸·ÂÚ‡13, ‚ ˜ËÒÎÂ ÍÓÚÓ˚ı, ÍÒÚ‡ÚË, ·˚ÎË Ë ëÍÂÒËÒ, Ë á‡ı‡Ó‚, Ô‡‚‰‡, Ò Ò‡ÏÓ-
ÒÚÓflÚÂÎ¸Ì˚ÏË ‡·ÓÚ‡ÏË.
 ëá Ô‡‡‰ÓÍÒ‡Î¸Ì˚Ï Ó·‡ÁÓÏ ÒÔÎ‡‚ËÎË ‚ÒÂ ÚË ‡ÍÚÛ‡Î¸Ì˚Â ‚ ÚÓÚ ÏÓÏÂÌÚ 
ÚÂÌ‰ÂÌˆËË – „ÎÛ·ÓÍÓÏ˚ÒÎÂÌÌÓÒÚ¸ ÔÓÁ‡ËÏÒÚ‚Ó‚‡ÎË Û Ô‡‚Ó‚ÂÌ˚ı ÍÓÌˆÂÔÚÛ‡ÎËÒÚÓ‚; 
·ÛÚ‡Î¸ÌÓÒÚ¸ ÊÂÒÚ‡ Ë ˝ÒÚÂÚË˜ÂÒÍÛ˛ ÔÓ‚ÓÍ‡ˆË˛ – Û ÒÓˆ-‡Ú‡ (·Î‡„Ó ÇËÍÚÓ ëÍÂÒËÒ 
·˚Î ÌÂÔÓÒÂ‰ÒÚ‚ÂÌÌ˚Ï Û˜‡ÒÚÌËÍÓÏ Â„Ó ËÒÚÓËË); ËÌÚÂÂÒ Í ÔÓÔ-ÍÛÎ¸ÚÛÂ Ë ‡·ÒÛ‰ÌÓÏÛ 
ÔÂ‰ÏÂÚÛ – Û ÏÛıÓÏÓÓ‚.
 èË ÒÓÂ‰ËÌÂÌËË ·‡ÁÓ‚˚Â ı‡‡ÍÚÂËÒÚËÍË ÔÂÚÂÔÂÎË fl‰ ÏÂÚ‡ÏÓÙÓÁ. ÇÓÁ-
‚˚¯ÂÌÌ‡fl ÒÍÛÍ‡ ‡ÍˆËÈ äÑ, ÍÓ„‰‡ ‰ÓÎ„ÓÂ ÓÊË‰‡ÌËÂ ÒÓ·˚ÚËfl ÏÓ„ÎÓ Ë ÌÂ Á‡‚Â¯ËÚ¸Òfl 
flÍËÏ ‚ËÁÛ‡Î¸Ì˚Ï ‚ÔÂ˜‡ÚÎÂÌËÂÏ, ‚ ÌÂÍÓÚÓ˚ı ÔÂÙÓÏ‡ÌÒ‡ı ëá ÔËÓ·ÂÎ‡ ·ÛÍ‚‡Î¸-
ÌÓÂ ÁÌ‡˜ÂÌËÂ: ÁËÚÂÎË, ÔË„Î‡¯ÂÌÌ˚Â Ì‡ 2-˛ ÔÂÒÓÌ‡Î¸ÌÛ˛ ‚˚ÒÚ‡‚ÍÛ „ÛÔÔ˚, ‚ 
ÚÂ˜ÂÌËÂ ‰ÓÎ„Ó„Ó ‚ÂÏÂÌË ÒÓÁÂˆ‡ÎË, Í‡Í ıÛ‰ÓÊÌËÍË, ÎÂÊ‡ Ì‡ ÔÓÎÛ, ‚ÂÚÂÎË ‚ ÛÍ‡ı 
ÍÛËÌ˚Â ÚÛ¯ÍË. çË ÍÓÏÏÂÌÚ‡ËÂ‚, ÌË Í‡ÍÓ„Ó-ÎË·Ó Ú‡ÈÌÓ„Ó ÒÏ˚ÒÎ‡ ÌÂ ·˚ÎÓ fl‚ÎÂÌÓ 
‚ ‰ÂÈÒÚ‚ËË – Ï‡ÌËÔÛÎflˆËË Ò ÍÛ‡ÏË ÔÓ-ÏËÌËÏ‡ÎËÒÚÒÍË ‚˚„Îfl‰ÂÎË ‡‚Ì˚ÏË ÒÂ·Â. 
á‡Í‡ÏÛÙÎËÓ‚‡ÌÌ˚È ‚ ÏÓÌÓÚÓÌÌÓÏ ÒˆÂÌ‡ËË ÒÎÓÊÌ˚È Ò˛ÊÂÚ (ÔÚË˜¸Ë ÚÂÎ¸ˆ‡ ‚ ÛÍ‡ı 
ıÛ‰ÓÊÌËÍÓ‚ ÒÎÛÊËÎË “‡ÍÚÂ‡ÏË”, ËÌÒˆÂÌËÓ‚‡‚¯ËÏË ÓÒÌÓ‚Ì˚Â ÔÓÂÍÚ˚ ëá) ÓÍ‡Á‡ÎÒfl 
‚ÏÓÌÚËÓ‚‡ÌÌ˚Ï ‚ ‰‚ÛıÏÂÌÛ˛ ÔÓ‚ÂıÌÓÒÚ¸ ˜ÂÂ‰˚ ·ÂÒÒÏ˚ÒÎÂÌÌ˚ı ‰‚ËÊÂÌËÈ. 
 Ç ÔÓÂÍÚ‡ı ëá ÔÓÎÌÓÒÚ¸˛ ‡ÒÚ‚ÓËÎ‡Ò¸ ‚‡ÊÌÂÈ¯‡fl ÒÓÒÚ‡‚Îfl˛˘‡fl ÍÓÌˆÂÔˆËË 
ÒÓˆ-‡Ú‡ – ÔÓÎËÚËÁËÓ‚‡ÌÌÓÒÚ¸ ıÛ‰ÓÊÂÒÚ‚ÂÌÌÓ„Ó ‚˚ÒÍ‡Á˚‚‡ÌËfl: ·ÓÎÂÂ ‡ÔÓÎËÚË˜Ì˚ı 
ıÛ‰ÓÊÌËÍÓ‚, ˜ÂÏ ëá, ‚ ËÒÍÛÒÒÚ‚Â 1980-ı ÌÂ Ì‡ÈÚË. ëÛıÓÈ ÓÒÚ‡ÚÓÍ Ë‰ÂÓÎÓ„ËË ëá Ôfl˜ÛÚ 
‚ Í‡ÚÓÌÌ˚Â ‰ÂÍÓ‡ˆËË ÛÎË˜Ì˚ı ‡ÍˆËÈ, ‚ ÔÓÏÔÂÁÌÛ˛ ‡ıËÚÂÍÚÛÛ ÒÚÓÎËˆ˚ ‡Á‚ËÚÓ„Ó 
ÒÓˆË‡ÎËÁÏ‡, ÙÎ‡ÌÍËÛ˛˘Û˛ ÌÂ Ó·ÂÏÂÌÂÌÌÓÂ ÒÓˆË‡Î¸ÌÓÈ ÍËÚËÍÓÈ ‰ÂÈÒÚ‚ËÂ. ÅÓÎÂÂ 
ÚÓ„Ó, ËÌÓ„‰‡ ÔÂ‰ÒÚ‡‚ÎflÂÚÒfl, ˜ÚÓ ëá „Ó‡Á‰Ó ·ÓÎ¸¯Â ÁÌ‡ÍÓÏ˚ Ò ÚÓ‚‡Ì˚Ï ÏËÓÏ 
Í‡ÔËÚ‡ÎËÁÏ‡ – ÔÓÂÍÚ˚ ëá ÁÌ‡˜ËÚÂÎ¸ÌÓ ˜‡˘Â ÛÍ‡Á˚‚‡˛Ú Ì‡ Ú‡ÍËÂ Á‡„‡‰Ó˜Ì˚Â ‰Îfl 

poraries who exhibited their works in Yuri Albert’s apartment13 

(among others Skersis and Zakharov – with individual works). 

In a paradoxical manner SZ managed to fuse all three different 

trends into one of their own. They took the profoundness of 

conceptualists’ thought, the brutal gestures and aesthetic provoca-

tion of Sots Art (by the way, Victor Skersis took immediate part in 

its history), the interest in pop culture and the absurd subject 

matter of the Toadstool group. 

 After the amalgamation the base characteristics had under-

gone several metamorphoses. The sublime boredom of CA perfor-

mances, where long expectations might fail to end in a bright visual 

impression took on a new meaning at some SZ performances. 

The visitors of the 2nd personal exhibition of SZ spent several 

hours watching the artists lie on the floor and spin chicken carcas-

ses. No commentaries or any secret meanings were uncovered in 

course of action, as the manipulations with chicken bodies 

seemed equal to themselves in a minimalist sense. The complex 

plot camouflaged within a monotonous scenario (birds’ pale bodies 

in hands of artists served as “actors” staging the basic SZ projects) 

turned out to be incorporated into the two dimensional surface of a 

sequence of meaningless actions. 

 The projects of SZ group dissolved the most important aspect 

of Sots Art conception, the politically loaded artistic message. In 

the Soviet unofficial art of the 1980s one could not find artists more 

indifferent to politics. The solid residue of ideology is hidden in 

cardboard scenery of street actions, in the pompous architecture 

of developed socialism’s capital city that flanked the act not 

burdened by social criticism. Moreover, one could even think that 

SZ had been much better acquainted with the marketable world of 

capitalism, as the SZ projects often point out several things of 

which a Soviet citizen had no notion at all, such as the market 

itself, advertisement, branding or business plan (see Military 

Applications of Art project). 
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ÒÓ‚ÂÚÒÍÓ„Ó ̃ ÂÎÓ‚ÂÍ‡ ‚Â˘Ë, Í‡Í ˚ÌÓÍ, ÂÍÎ‡Ï‡, ·˝Ì‰ËÌ„ ËÎË ·ËÁÌÂÒ-ÔÎ‡Ì (ÒÏ. Ì‡ÔË-
ÏÂ, ÔÓÂÍÚ àÒÔÓÎ¸ÁÓ‚‡ÌËÂ ËÒÍÛÒÒÚ‚‡ ‚ ‚ÓÂÌÌ˚ı ˆÂÎflı). 
 á‡·Â‰‡fl Ì‡ “ÏÛıÓÏÓÒÍÛ˛” ÚÂËÚÓË˛ ̄ ÛÚÍË-˛ÏÓ‡, ëá ÔÂ‚‡˘‡˛Ú ÔÂÂÒÂ-
˜ÂÌÌÛ˛ „ÎÛ·ÓÍËÏË ÔÓ‰ÚÂÍÒÚ‡ÏË ÏÂÒÚÌÓÒÚ¸ ‚ ÔÎÓÒÍËÈ ËÒÛÌÓÍ Í‡Ú˚, „‰Â ‚ Ï‡Ò¯Ú‡·Â 
ÛÍ‡Á‡Ì˚ ‡ÁÏÂ˚ ‚Ô‡‰ËÌ Ë ‚ÓÁ‚˚¯ÂÌÌÓÒÚÂÈ ÒÏÂ¯ÌÓ„Ó. 
 Ç ËÚÓ„Â, ‰‚ÛÒÏ˚ÒÎÂÌÌÓÒÚ¸, ÏÂÚ‡ÙËÁËÍ‡, Í‡Ì‡‚‡Î¸ÌÓÂ ‚ÂÒÂÎ¸Â ÒÎÓ‚ÌÓ ÚÂfl˛Ú 
Ó·˙ÂÏ, ÓÚÔÂ˜‡Ú˚‚‡˛ÚÒfl Ì‡ ÔÓ‚ÂıÌÓÒÚË „ÂÏÂÚË˜ÌÓ Á‡Í˚ÚÓ„Ó, ÔÎÓÚÌÓ„Ó Ó·‡Á‡-ÊÂÒÚ‡ 
ëá. ëÚÂÏÎÂÌËÂ Í ÓÌ‡ÎË˜Ë‚‡ÌË˛ Ï‡ÎÂÈ¯Ëı ÓÚÚÂÌÍÓ‚ ÒÏ˚ÒÎ‡ ‚˚‰ÂÎflÂÚ ëá ËÁ Ó·˘Â„Ó 
ÍÓÌÚÂÍÒÚ‡ ÏÓÒÍÓ‚ÒÍÓ„Ó ÌÂÓÙËˆË‡Î¸ÌÓ„Ó ËÒÍÛÒÒÚ‚‡ Ë ÛÍ‡Á˚‚‡ÂÚ Ì‡ ÒÓ‡‚ÚÓÓ‚ Í‡Í Ì‡ 
ÔÂ‚˚ı ÓÚÂ˜ÂÒÚ‚ÂÌÌ˚ı ıÛ‰ÓÊÌËÍÓ‚, Ó·‡ÚË‚¯ËıÒfl Í ÚÂÏÂ ÚÂÎÂÒÌÓÒÚË. 
 Ç ÚÂÒÌÓÏ ÏËÂ ÛÒÒÍËı ÍÓÌˆÂÔÚÛ‡ÎËÒÚÓ‚ ëá Í‡Á‡ÎËÒ¸ ÔË¯ÂÎ¸ˆ‡ÏË, ÔÓ ÒÎÛ˜‡È-
ÌÓÒÚË, “Ò ıÓÎÓ‰‡”, Á‡·Â‰¯ËÏË ‚ ÒÓ‚ÂÏÂÌÌÓÂ ËÒÍÛÒÒÚ‚Ó. éÌË ÔÓfl‚ÎflÎË Ó‰ÌÓ‚ÂÏÂÌÌÓ 
ËÌÓÔÎ‡ÌÂÚÌÛ˛ ÒÂ¸ÂÁÌÓÒÚ¸, ‰ËÍ‡ÒÍÓÂ ÍÓÒÌÓflÁ˚˜ËÂ Ë „ÓÚÓ‚ÌÓÒÚ¸ ·ÂÁÓ„Îfl‰ÌÓ Ì‡Û-
¯‡Ú¸ ÌÂÔËÒ‡Ì˚Â Ô‡‚ËÎ‡ ̋ ÒÚÂÚË˜ÂÒÍÓ„Ó “ıÓÓ¯Â„Ó ÚÓÌ‡”, ̂ Ë‚ËÎËÁÓ‚‡ÌÌÛ˛ ÓÒÌÓ‚‡ÚÂÎ¸-
ÌÓÒÚ¸ Ë ÚÛ‰ÓÎ˛·ËÂ. Ç ÒÂ‰Â, „‰Â ÌÂÒ‰ÂÎ‡ÌÌÓÒÚ¸, ÏÛÒÓÌÓÒÚ¸ ‚Â˘Ë ÔÓ˜ËÚ‡ÎËÒ¸ Á‡ 
ÂÂ ÌÂÒÓÏÌÂÌÌ˚Â ‰ÓÒÚÓËÌÒÚ‚‡, ‡ ÌÂ‰ÓÒÍ‡Á‡ÌÌÓÒÚ¸ Ë ÚÛÏ‡ÌÌÓÒÚ¸ Ò‚Ë‰ÂÚÂÎ¸ÒÚ‚Ó‚‡ÎË 
Ó „ÎÛ-·ËÌÂ Ï˚ÒÎË, ëá ÔÂ‰Î‡„‡ÎË ÏÂÚÓ‰Ë˜ÌÓÂ ÒÎÂ‰Ó‚‡ÌËÂ Ô‡‡„‡Ù‡Ï ‡·Ó˜Â„Ó 
Á‡‰‡ÌËfl Ë ˛‚ÂÎËÌÓ ËÁ„ÓÚÓ‚ÎÂÌÌ˚Â Ó·˙ÂÍÚ˚ (·Û‰¸ ÚÓ ÒÔË˜Â˜Ì˚Â ÍÓÓ·ÍË, ÓÍÎÂÂÌÌ˚Â 
ËÁÌÛÚË Í‡ÒÌÓÈ ÚÍ‡Ì¸˛, ËÎË Ò‰ÂÎ‡ÌÌ˚È ÏÓÎÓÍÓÏ, ÌÂ‚Ë‰ËÏ˚È Ì‡ ÎËÒÚÂ ÇÂÒÚÌËÍ‡ 
ëá ËÒÛÌÓÍ Ó·Ì‡ÊÂÌÌÓÈ ÊÂÌ˘ËÌ˚, ÔË˜ÂÏ ÌÂ ‡‚ÚÓÒÍËÈ, ‡ ‡ÔÓÔËËÓ‚‡ÌÌ˚È – Í‡Í 
ÒÍ‡Á‡ÎË ·˚ ÌÂÒÍÓÎ¸ÍÓ ÔÓÁÊÂ, ÍÓ„‰‡ Ô‡ÍÚËÍ‡ Á‡ËÏÒÚ‚Ó‚‡ÌËfl „ÓÚÓ‚˚ı Ó·‡ÁÓ‚ ÒÚ‡-
Î‡ ÔË‚˚˜ÌÓÈ). à„Û ëá Á‡ÏÂÌflÎË ‡·ÓÚÓÈ; Ì‡ÔÓÎÌÂÌÌ˚Â ‚ÓÁ‰ÛıÓÏ Ú‚Ó˜ÂÒÍÓÈ Ù‡Ì-
Ú‡ÁËË ÔÛÒÚÓÚ˚ Á‡ÔÓÎÌflÎË ‰ÓÒÎÓ‚Ì˚Ï ËÒÔÓÎÌÂÌËÂÏ Ò˛ÊÂÚ‡. ÇÁ‡ÏÂÌ ÔÂ‰Î‡„‡ÎË ÔÓ-
ÚflÒ‡˛˘Û˛ ‡ÒÍÓ‚‡ÌÌÓÒÚ¸ ·ÛÚ‡ÙÓËË: ÂÒÎË ÒÚÂÌ˚ ‰ÓÎÊÌ˚ ËÏÂÚ¸ ˆ‚ÂÚ, ÚÓ ÚÓÎ¸ÍÓ 
flÍÓ-ÊÂÎÚ˚È; ÂÒÎË ÙÓÚÓ„‡ÙËË Ó·Ì‡ÊÂÌÌ˚ı ÚÂÎ – ÚÓ ÚÓÎ¸ÍÓ ÏÛÊÒÍËı, ‚ ÔÓÁ‡ı, 
‚ÂÒ¸Ï‡ ‰‡ÎÂÍËı ÓÚ ÏÓ‰ÂÎ¸ÌÓ„Ó Í‡ÌÓÌ‡, Ë ‚ 1,5 ÏÂÚ‡ ‚˚ÒÓÚÓÈ; ÂÒÎË Ï‡ÍÂÚ ‚ÓÂÌÌÓÈ 
Ï‡¯ËÌ˚, ÚÓ ‚ ˜ÂÎÓ‚Â˜ÂÒÍËÈ ÓÒÚ. êÓÁÓ‚Ó-ÁÓÎÓÚÓÈ ÂÍÎ‡ÏÌ˚È ÔÎ‡Í‡Ú, Á‡ÌËÏ‡˛˘ËÈ 

When wandering about the burlesque territory of the Toadstools, 

SZ transformed the ground deep broken by understatesments into 

a plain pattern map that reproduce the exact size of the mounts 

and cavities of ridiculousness. 

 Eventually, the ambiguity, metaphysics and pageant festivity 

seem to shrink and imprint themselves on the surface of hermeti-

cally sealed, solid image/gesture of SZ. An aspiration for the 

embodiment of the smallest tints of meaning distinguishes SZ from 

the general context of Moscow unofficial art and identifies the two 

co-authors as the first Russian artists to exploit the subject of 

corporeality. 

 In the narrow world of Russian conceptualists SZ looked like 

strangers, as if they had wandered into modern art by chance. 

They manifested at the same time some alien solemnity, barbarian 

thickness and readiness to promiscuously violate the unwritten 

rules of esthetic decency, civilized solidity and ambition. In the 

environment where half-done and trashy things were considered 

adorable and dubiousness indicated the profoundness of thought, 

SZ offered a methodical observance of mental tasks and scrupu-

lously crafted small objects (whether it be matchboxes holstered 

with red velvet from inside, or an invisible drawing of a naked 

woman, made by milk on a page of SZ Bulletin, with the image 

itself not belonging to the two artists). SZ substituted game for 

work, and the cavities of creative fantasy were filled with an 

accurate execution of the plot. Instead they offered amazing 

broadness of the props: whenever the color of walls were 

considered, they should be bright yellow; photos of naked bodies 

depicted only men and were no less that 1.5 meters in height. 

Pink and gold advertisement poster that occupies a whole wall of 

the exhibition hall hall, a pile of matchboxes painted gold (which 

were supposed to be thrown to the public), baroque dances of 

Minotaur in SZ Heralds series, and incredible courage to appeal to 

the material world, be it a human body14 or a clumsy toy rake 
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ˆÂÎÛ˛ ÒÚÂÌÛ ˝ÍÒÔÓÁËˆËÓÌÌÓ„Ó ÔÓÒÚ‡ÌÒÚ‚‡, „Û‰‡ ÁÓÎÓÚ˚ı ÒÔË˜Â˜Ì˚ı ÍÓÓ·ÍÓ‚, 
ÍÓ-ÚÓ˚ÏË ÒÎÂ‰Ó‚‡ÎÓ ·ÓÒ‡Ú¸Òfl ‚ ÔÛ·ÎËÍÛ, ·‡Ó˜Ì˚Â ÔÎflÒÍË ÍÂÌÚ‡‚‡ Ë ÏËÌÓÚ‡‚‡ 
‚ ÉÂ‡Î¸‰Ë˜ÂÒÍÓÈ ÒÂËË, Ë – ÌÂ‚ÂÓflÚÌ‡fl ÒÏÂÎÓÒÚ¸ ‚ Ó·‡˘ÂÌËË Í Ï‡ÚÂË‡Î¸ÌÓÒÚË 
ÏË‡, Ì‡˜ËÌ‡fl Ò ˜ÂÎÓ‚Â˜ÂÒÍÓ„Ó ÚÂÎ‡ 14 Ë ÍÓÌ˜‡fl ÚÓ„‡ÚÂÎ¸Ì˚ÏË Ë ÌÂÎÂÔ˚ÏË ‰ÂÚÒÍËÏË 
„‡·ÎflÏË ËÁ „ÓÎÛ·ÓÈ ÔÎ‡ÒÚÏ‡ÒÒ˚ (·Ó‰‡ÎÍË ïÓÓ¯ËÂ). 
 åË ëá ÚÂÎÂÒÂÌ ÌÂ ÚÓÎ¸ÍÓ ÛÏÓÁËÚÂÎ¸ÌÓ (Í‡Í ÓÔÂ‰ÏÂ˜ÂÌÌÓÂ ‰Ó ÔÂ‰ÂÎ‡ ‚˚-
ÌÓÒËÏÓÒÚË ·˚ÚËÂ), ÌÓ Ë ·ÛÍ‚‡Î¸ÌÓ: Í‡Ê‰‡fl ‡·ÓÚ‡ ëá – ˝ÚÓ ÔflÏ‡fl Ï‡ÌËÙÂÒÚ‡ˆËfl 
ÔÎÓÚÒÍÓ„Ó ËÎË ÔÓ Í‡ÈÌÂÈ ÏÂÂ ÍÓÒ‚ÂÌÌ‡fl ÒÒ˚ÎÍ‡ Ì‡ ÒÙÂ˚ ÍÓÏÔÂÚÂÌˆËË ÏÂ‰ËˆËÌ˚ Ë 
ÔÒËıÓ‡Ì‡ÎËÁ‡. ãÓ„ÓÚËÔ „ÛÔÔ˚ Ì‡ÔÓÏËÌ‡ÂÚ ‡‚ÚÓÌÓÏÌÓ ÒÛ˘ÂÒÚ‚Û˛˘ËÂ ÔÛıÎ˚Â fl„Ó‰Ëˆ˚ 
(Ó·ÂÚ‡˛˘ËÂ Í˚Î¸fl ‚ Ì‡ÒÚÂÌÌ˚ı ËÒÛÌÍ‡ı Ò 1-È ‚˚ÒÚ‡‚ÍË ëá); Ó‰Ì‡ ËÁ ÔÂ‚˚ı ÒÂËÈ 
ÔÓÎÛ˜ËÎ‡ Ì‡Á‚‡ÌËÂ èÓÌÓ„‡ÙËfl (ıÓÚfl ‚ 80-Ï „Ó‰Û ÌËÍÚÓ ÔÛ·ÎË˜ÌÓ, ‰‡ÊÂ ‚ ÛÁÍÓÏ ÍÛ-
„Û, ˝ÚÛ ÙÓÚÓÒÂË˛ Ú‡Í ÌÂ ËÏÂÌÓ‚‡Î); ÒÓ·‡˜¸fl ÏÓ˜‡; ˜ÂÂ‰‡ ‡„ÂÒÒË‚Ì˚ı ÔÂ‰ÏÂÚÓ‚, 
Û„ÓÊ‡˛˘Ëı Ú‡‚Ï‡ÚË˜Ì˚Ï ÔÓÌËÍÌÓ‚ÂÌËÂÏ, ÌÓ Ó·Â˘‡˛˘Ëı Û‰Ó‚ÓÎ¸ÒÚ‚ËÂ (ÍÓ‚˚flÎÍË 
ê‡‰ÓÒÚ¸ ‰Û¯Ë, Ú˚Í‡ÎÍË åÂ˜Ú‡, Ú˚Í‡ÎÍË àÌÚËÏ). Ç ˝ÚÓÏ ÊÂ fl‰Û Ì‡ıÓ‰ËÚÒfl ÔÓÂÍÚ 
ã‡ÒÍË Ë ÔÓˆÂÎÛË ‰ÂÎ‡˛Ú Î˛‰ÂÈ ÛÓ‰ÎË‚˚ÏË – ·ÓÎÂÁÌÂÌÌÓÂ ÔÓ‚ÂÒÚ‚Ó‚‡ÌËÂ Ó· ÓÔ‡ÒÌÓÒÚË 
(Ï‡ÚÂËÌÒÍÓÈ) Î˛·‚Ë, „‰Â ÙË„ÛËÛ˛Ú Í‡ÎÂÍË-ÁËÚÂÎË, ̃ ¸Ë ÎËˆ‡ Ó·ÂÁÓ·‡ÊÂÌ˚ ÚÓ˜Í‡-
ÏË, ÛÍË ÔË‚flÁ‡Ì˚ Í ÚÛÎÓ‚Ë˘Û, ‡ Ì‡ ÌÓ„‡ı – Í‡ÚÓÌÌ˚Â ÔÓÚÂÁ˚. 
 ëá, ÓÔÂÂÊ‡fl ‚ÂÏfl, Á‡„ÎflÌÛÎË ‚ „fl‰Û˘Û˛ Â‡Î¸ÌÓÒÚ¸, ‚ ÍÓÚÓÓÈ ıÛ‰ÓÊÌËÍË 
ËÒÔÓÎ¸ÁÛ˛Ú ‡ÚË·ÛÚ˚ ÚÂÎÂÒÌÓÒÚË Í‡Í ËÌÒÚÛÏÂÌÚ‡ËÈ ÒÓˆË‡Î¸ÌÓÈ ÍËÚËÍË. ëÍÂÒËÒ 
Ë á‡ı‡Ó‚, ÔÓıÓÊÂ, ÒÚ‡ÎË ÔËÓÌÂ‡ÏË Ë ‚ ˝ÚÓÈ ·Ó¸·Â, Ó·˙fl‚Ë‚ ‚ Ò‡ÏÓÏ Ì‡˜‡ÎÂ 1980-ı 
‡ÌÚË·ÛÊÛ‡ÁÌÛ˛ ‚ÓÈÌÛ ÚÂÓÛ Ï‡ÚÂËË, ‚ÔÓÎÌÂ ‰ÓÒÚÓÈÌÛ˛ ÎÓÁÛÌ„‡ RAF, ÚÂ·Ó‚‡‚¯Ëı 
“Ì‡ÒËÎËfl ÔÓÚË‚ ‚Â˘ÂÈ”. Ç ÔÓ„‡ÏÏÛ ÒÓÔÓÚË‚ÎÂÌËfl ÒÂ‚ËÎ¸ÌÓÈ ÍÛÎ¸ÚÛÂ, Á‡ÌflÚÓÈ 
ËÒÍÎ˛˜ËÚÂÎ¸ÌÓ Ó·ÒÎÛÊË‚‡ÌËÂÏ ÚÂÎ, ëá ‚ÍÎ˛˜ËÎË ÌÂ ÚÓÎ¸ÍÓ ÔÓÂÍÚ á‡˘ËÚ‡ Ë ÍÛÒ˚ 
Ò‡ÏÓÓ·ÓÓÌ˚ ÓÚ ‚Â˘ÂÈ, ÌÓ Ë ÔÂ‰ÏÂÚ˚, ÌÂÒÛ˘ËÂ Ì‡ ÒÂ·Â ÒÎÂ‰˚ “ÔflÏÓ„Ó ‰ÂÈÒÚ‚Ëfl”.

made of blue plastic (head butts “Good”).

The world of SZ is corporeal not only in a conceptual (as 

subsistence materialized to the point of durability), but also in a 

literal sense: each work by SZ is a direct manifestation of 

fleshliness, or at least an implicit allusion to the line of responsibility 

of medicine and psychoanalysis. The group logo resembles two 

autonomous, chubby buttocks (that found wings on a wall 

paintings at the 1st SZ personal exhibition). One of the first series 

was titled Pornography (although in 1980 nobody referred to this 

series like that); dog urine; a number of aggressive objects that 

threatened traumatic penetration but promised pleasure (diggers 

Your delight, snappers Dream, stabbers Intimate). The list is 

followed by a project titled Caresses and Kisses Make People Ugly 

– an unhealthy narration about dangers of (motherly) love, with 

crippled spectators whose faces are disfigured by dots, hands tied 

to their body and legs clad in cardboard prostheses. 

Leaving time behind, SZ explored a future reality, where artists 

used attributes of fleshliness as instrument of social criticism. 

Skersis and Zakharov seem to have become pioneers in this field 

as well by declaring in the early 1980s an anti-bourgeois war 

against material terror, quite worthy of RAF-like mottos such as 

“violence against things”. The program of resistance against the 

servile culture of fleshliness included not only a project titled Self 

Defence against Things, but also several objects, each of which 

bore signs of “direct action”.

èÓÒÚ‡ÌÓ‚Ó˜Ì‡fl ÙÓÚÓ„‡ÙËfl ËÁ ÒÂËË á‡˘ËÚ‡ Ë ÍÛÒ˚ 

Ò‡ÏÓÓ·ÓÓÌ˚ ÓÚ ‚Â˘ÂÈ. 1981

Staged photo made for the Self Defense Against Things series. 1981
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Ç‡‰ËÏ á‡ı‡Ó‚, ûËÈ ÄÎ¸·ÂÚ, ÇËÍÚÓ ëÍÂÒËÒ, 1984

Vadim Zakharov, Yuri Albert, Victor Skersis, 1984

ûËÈ ÄÎ¸·ÂÚ  ü ‰ÛÏ‡˛, ˜ÚÓ ÒÂÈ˜‡Ò ‚ åÓÒÍ‚Â..., Ë˛Ì¸ 1981 

Yuri Albert  I think that the most interesting artists now in Moscow 

are Vadim Zakharov and Victor Skersis, Juni 1981
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 ûËÈ ÄÎ¸·ÂÚ

 é· ëá 

Ç Ì‡˜‡ÎÂ 80-ı ëá ·˚ÎË ‰Îfl ÏÂÌfl Ì‡Ë·ÓÎÂÂ ·ÎËÁÍËÏ Ë ËÌÚÂÂÒÌ˚Ï fl‚ÎÂÌËÂÏ ‚ 
ıÛ‰ÓÊÂÒÚ‚ÂÌÌÓÏ ÏËÂ åÓÒÍ‚˚. ÅÎËÁÍËÏ Ë ÔÓ Ò‚ÓËÏ ‡·ÓÚ‡Ï, Ë ÔÓÚÓÏÛ, ˜ÚÓ Ç‡‰ËÏ Ë 
ÇËÚfl ·˚ÎË ‚ ÚÓ ‚ÂÏfl (Ë ÓÒÚ‡˛ÚÒfl ‰Ó ÒËı ÔÓ) ÏÓËÏË ·ÎËÊ‡È¯ËÏË ‰ÛÁ¸flÏË. ç‡ÒÍÓÎ¸ÍÓ 
fl ÔÓÏÌ˛, fl ÊÂ Ëı Ë ÔÓÁÌ‡ÍÓÏËÎ: ÇËÚ˛ fl ÁÌ‡Î „Ó‰‡ Ò 75-„Ó ˜ÂÂÁ ÄÎËÍ‡ åÂÎ‡ÏË‰‡, ‡ Ò 
Ç‡‰ËÏÓÏ Ï˚ ‚ÏÂÒÚÂ Û˜ËÎËÒ¸ Ì‡ ıÛ‰„‡ÙÂ ÔÂ‰ËÌÒÚËÚÛÚ‡. å˚ ‚ÒÚÂ˜‡ÎËÒ¸ ÔÓ˜ÚË Í‡Ê‰˚È 
‰ÂÌ¸, ‡ ÛÊ ÔÂÂÁ‚‡ÌË‚‡ÎËÒ¸ ÔÓ ÌÂÒÍÓÎ¸Íy ‡Á Ì‡ ‰Ì˛. ÖÒÚÂÒÚ‚ÂÌÌÓ, „Ó‚ÓËÎË Ó· 
ËÒÍÛÒÒÚ‚Â, Ó ÍÓÌˆÂÔÚÛ‡ÎËÁÏÂ, ÍÓÚÓ˚È ÚÓ„‰‡ ·˚Î ÒËÌÓÌËÏÓÏ ÒÓ‚ÂÏÂÌÌÓ„Ó ËÒÍÛÒÒÚ‚‡, 
Ë ‰ÂÎ‡ÎË Ò‚ÓË ÔÂ‚˚Â ‡·ÓÚ˚. ÇÂÌÂÂ, ‰Îfl ÇËÚË ÓÌË ÌÂ ·˚ÎË ÔÂ‚˚ÏË – ÓÌ ÛÊÂ ÛÒÔÂÎ 
ÔÓ·˚‚‡Ú¸ ÒÓˆ-‡ÚËÒÚÓÏ Ë ˜ÎÂÌÓÏ „ÛÔÔ˚ ÉÌÂÁ‰Ó, ‰‡ÊÂ ÔÓÛ˜‡ÒÚ‚Ó‚‡Î ‚ ÅÛÎ¸‰ÓÁÂÌÓÈ 
‚˚ÒÚ‡‚ÍÂ 15 – ÒÎÓ‚ÓÏ, ·˚Î ÓÔ˚ÚÌ˚Ï ıÛ‰ÓÊÌËÍÓÏ. çÓ ÚÓ„‰‡ ÓÌ Ì‡˜ËÌ‡Î ‡·ÓÚ‡Ú¸ ÓÚ‰ÂÎ¸ÌÓ 
ÓÚ „ÛÔÔ˚, ÚÓ ÂÒÚ¸ ‚ Í‡ÍÓÏ-ÚÓ ÒÏ˚ÒÎÂ ÚÓÊÂ ·˚Î Ì‡˜ËÌ‡˛˘ËÏ.

Ç ÚÓ ‚ÂÏfl Ï˚ Ò ÊÂÌÓÈ16 ·˚ÎË Ó‰ÌËÏË ËÁ ÌÂÏÌÓ„Ëı Ó·Î‡‰‡ÚÂÎÂÈ ÒÓ·ÒÚ‚ÂÌÌÓ„Ó 
ÊËÎ¸fl, ÔÓ˝ÚÓÏÛ ‚ÒÚÂ˜‡ÎËÒ¸ Û Ì‡Ò. ì Ì‡Ò ÊÂ ‰ÓÎ„Ó ÊËÎ ·ÂÁ‰ÓÏÌ˚È ÉÂÌ‡ ÑÓÌÒÍÓÈ. å˚ 
‰‡ÊÂ Ó„‡ÌËÁÓ‚‡ÎË ‚ 1979 „Ó‰Û Û ÒÂ·fl Ì‡ ÛÎËˆÂ çÓ‚‡ÚÓÓ‚ Í‚‡ÚËÌÛ˛ ‚˚ÒÚ‡‚ÍÛ. 
ç‡Ó‰Û Ì‡ ÌÂÂ ÔË¯ÎÓ ÌÂÏÌÓ„Ó, ̃ ÂÎÓ‚ÂÍ ‰ÂÒflÚ¸, ÌÓ ·˚ÎË ÏÛıÓÏÓ˚ Ë çËÍËÚ‡ ÄÎÂÍÒÂÂ‚17.              
ü ‰ÛÏ‡˛, ˝ÚÓ ·˚Î‡ ÔÂ‚‡fl, ıÓÚfl Ë ÌÂ Ó˜ÂÌ¸ Á‡ÏÂÚÌ‡fl, Ï‡ÌËÙÂÒÚ‡ˆËfl ÔÓÍÓÎÂÌËfl 80-ı, 
ÔÓÍÓÎÂÌËfl ÄêíÄRía 18.
 ÇÒÍÓÂ ÔÓÒÎÂ ˝ÚÓÈ ‚˚ÒÚ‡‚ÍË Ë ÔÓfl‚ËÎËÒ¸ ëá Ë ‚ÌÂÒÎË ÍÓÂ-˜ÚÓ ÌÓ‚ÓÂ ‚ ÏÓÒÍÓ‚-
ÒÍÓÂ ËÒÍÛÒÒÚ‚Ó. Ç ÔËÌˆËÔÂ ‚ Ëı ‡·ÓÚ‡ı ÔËÒÛÚÒÚ‚Ó‚‡Î ÔÓÎÌ˚È Ì‡·Ó ‡ÍÚÛ‡Î¸Ì˚ı 
ÚÓ„‰‡ (Ë ÌÂ ÚÓÎ¸ÍÓ ‚ åÓÒÍ‚Â) ÚÂÏ: ‡ÔÓÔË‡ˆËfl, ÒËÏÛÎflˆËfl, Ì‡‡ˆËfl, ‚˚ÒÚ‡‚Í‡ Í‡Í 
ÔÓËÁ‚Â‰ÂÌËÂ ËÒÍÛÒÒÚ‚‡, ÌÓ‚˚Â ÓÚÌÓ¯ÂÌËfl ÒÓ ÁËÚÂÎÂÏ, ÌÓ‚˚Â ÓÚÌÓ¯ÂÌËfl Ò Ï‡ÒÒÓ‚ÓÈ 
ÍÛÎ¸ÚÛÓÈ, ‚ÓÁÓÊ‰ÂÌËÂ Â‰Ë-ÏÂÈ‰‡ Ë Ú. ‰. ç‡‰Ó ÒÍ‡Á‡Ú¸, ˜ÚÓ ˝ÚË ÚÂÏ˚ ËÌÚÂÂÒÓ‚‡ÎË 

Yuri Albert

About SZ

In the beginning of 1980s, SZ was the closest and most interest-

ing phenomena to me in the artworld of Moscow. It was close to 

me both because of the works that Vadim and Victor did and be-

cause they were, and still are, my closest friends. As far as I can 

remember, I was the one who introduced them to each other. 

I knew Vitya from about 1975 from Alex Melamid, and Vadim was 

studying at the same College of Arts at the Moscow Teacher’s 

Institute. We met almost every day and called each other almost 

every hour. Naturally we talked about art, about conceptualism, 

which at the time was synonymous to contemporary art, and we 

were making our first works. More precisely, for Vitya they were 

not the first ones. By that time he already was a member of the 

group The Nest and participated in Sots Art, and even was in 

the Bulldozer show 15 – in a word, he was an experienced artist. 

However, at that time he was starting to work independently from 

the group so in a sense he too was a beginner.

 At that time my wife 16 and I were amongst some of the very 

few people who actually lived in their own apartment. Therefore 

it was usually at our place that everybody met. Gena Donskoi 

lived there for quite some time. In 1979 we even organized an 

exhibition in our apartment on Novatarov Street. Very few people 

showed up, about ten in total, but among them were the Toad-

stools and Nikita Alexeev 17. I think it was the first manifestation of 

the 80s-generation, the generation of APTART.

 Soon after that show, SZ appeared and brought something 

new to Moscow art. Basically in their work there was a full set of 

important (not only then and not only in Moscow) themes: appro-

priation, simulation, narrative, exhibition itself as a work of art, new 

relationships with the viewer, new relationships with mass culture, 

rebirth of ready-made, etc. I have to say that these themes were 
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ÚÓ„‰‡ ‚ÒÂ Ì‡¯Â ÔÓÍÓÎÂÌËÂ Ë ÔËÒÛÚÒÚ‚Ó‚‡ÎË Ë Û çËÍËÚ˚, Ë Û ÏÛıÓÏÓÓ‚, Ë Û ÏÂÌfl, Ë Û 
ëá. ê‡ÁÌËˆ‡ ·˚Î‡ ‚ ÔÓ‰ıÓ‰Â. 

íÓ ÂÒÚ¸ Â‰Ë-ÏÂÈ‰, ÓÌ Ë ‚ ÄÙËÍÂ Â‰Ë-ÏÂÈ‰. ÇÓÔÓÒ ‚ ÚÓÏ, Í‡Í ÎË˜ÌÓ Ú˚ 
ÓÚÌÓÒË¯¸Òfl Í ˝ÚÓÏÛ Â‰Ë-ÏÂÈ‰Û. ëá ÓÚÌÓÒËÎËÒ¸ Í ÌÂÏÛ Ò ÓÔ‡ÒÍÓÈ Ë ‡„ÂÒÒË‚ÌÓ. ÇÂ‰¸ 
ÒÓ·ÒÚ‚ÂÌÌÓ ÍÓ„Ó (ËÎË ˜ÚÓ) ÓÌË Á‡ÔÛ„Ë‚‡˛Ú Ë Á‡ÍÎËÌ‡˛Ú ‚ Ò‚ÓÂÈ ÒÂËË ë‡ÏÓÓ·ÓÓÌ‡ ÓÚ 
‚Â˘ÂÈ? ìÌËÚ‡Á (‚ÒÔÓÏÌËÏ Ñ˛¯‡Ì‡), ÒÚÛÎ (‚ÒÔÓÏÌËÏ äÓ¯ÛÚ‡), ̄ Í‡Ù (‚ÒÔÓÏÌËÏ ä‡·‡ÍÓ‚‡), 
ÚÂÎÂ‚ËÁÓ (ç‡Ï ÑÊÛÌ è‡ÈÍ) Ë Ú. ‰. ùÚÓ ËÏÂÌÌÓ ÚÂ ‚Â˘Ë, ÍÓÚÓ˚Â, Í‡Í ‚ îÂ‰ÓËÌÓÏ „ÓÂ 
óÛÍÓ‚ÒÍÓ„Ó, ÒÓ‚‡ÎËÒ¸ ÒÓ Ò‚ÓËı ÏÂÒÚ Ë Á‡ÔÓÎÓÌËÎË ÏÛÁÂË ‚ÒÂ„Ó ÏË‡. ëá ÏÛÊÂÒÚ‚ÂÌÌÓ 
‚ÒÚÛÔËÎ Ò ÌËÏË ‚ ·Ó¸·Û, Á‡ÔÛ„Ë‚‡fl Ëı, Î¸ÒÚfl ËÏ Ë ÒÚ‡‚ÎË‚‡fl Ëı ÏÂÊ‰Û ÒÓ·ÓÈ, ÎË¯¸ 
·˚ ÓÌË ÓÒÚ‡‚‡ÎËÒ¸ Ì‡ ÔÂ‰Ì‡ÁÌ‡˜ÂÌÌ˚ı ËÏ ÏÂÒÚ‡ı ‰ÓÏ‡¯ÌËı ÔÓÏÓ˘ÌËÍÓ‚ Ë ÌÂ ÎÂÁÎË 
‚ ËÒÍÛÒÒÚ‚Ó.

Ç˚ÒÚ‡‚Í‡. Ç˚ÒÚ‡‚ÍË ÚÓ„‰‡ ·˚ÎË ·ÓÎ¸Ì˚Ï ÏÂÒÚÓÏ, Ó ÌËı ÏÂ˜Ú‡ÎË Ë Ëı ÏËÙÓ-
ÎÓ„ËÁËÓ‚‡ÎË, ÌÓ Ò‡ÏËı ‚˚ÒÚ‡‚ÓÍ ÌÂ ·˚ÎÓ. à ‚ÓÚ ëá ÔËÛ˜ËÎË ÒÚ‡¯ÌÓ„Ó Á‚Âfl 
–  ‚˚ÒÚ‡‚ÍÛ, ÔÓÒ‡‰ËÎË ‚ ̃ ÂÏÓ‰‡Ì Ë ÒÚ‡ÎË Ú‡ÒÍ‡Ú¸ ÔÓ Í‚‡ÚË‡Ï ÔËflÚÂÎÂÈ Ë ÔÓÍ‡Á˚‚‡Ú¸. 
å‡ÎÂÌ¸ÍÓÂ – ÓÌÓ ÌÂÒÚ‡¯ÌÓÂ.

áËÚÂÎË – ÍÓÎË˜ÂÒÚ‚Ó ÁËÚÂÎÂÈ ÚÓ„‰‡ ‡‚ÌflÎÓÒ¸ ÍÓÎË˜ÂÒÚ‚Û ıÛ‰ÓÊÌËÍÓ‚, ÚÓ 
ÂÒÚ¸ Ëı ÚÓÊÂ ÌÂ ·˚ÎÓ, ÓÌË ·˚ÎË „ËÔÓÚÂÁÓÈ (Ò ˝ÚÓÈ „ËÔÓÚÂÁÓÈ ÏÌÓ„Ó ‡·ÓÚ‡Î Ë ä‡·‡ÍÓ‚). 
áËÚÂÎfl ıÓÚÂÎË Ë ÔÓ‰ÒÓÁÌ‡ÚÂÎ¸ÌÓ Â„Ó ·ÓflÎËÒ¸. óÚÓ ÊÂ Ò‰ÂÎ‡ÎË ÒÓ ÁËÚÂÎÂÏ ëá? ü‚ËÎËÒ¸ 
Í ÌÂÏÛ ‰ÓÏÓÈ, ÔÓ‚ÂÒËÎË Ì‡ ̄ Â˛ ÒÚÛÎ, Ì‡ ÒÚÛÎ ‚˚‚‡ÎËÎË ‚˚ÒÚ‡‚ÍÛ, Ì‡ „ÓÎÓ‚Û Ì‡ıÎÓ·Û˜ËÎË 
Í‡ÍÛ˛-ÚÓ ‰flÌ¸ – ÒÚÓÈ, Î˛·ÛÈÒfl ËÒÍÛÒÒÚ‚ÓÏ. àÎË ‚ ‰Û„ÓÏ ÒÎÛ˜‡Â, ÔË‚flÁ‡ÎË ÁËÚÂÎflÏ 
˜ÚÓ-ÚÓ Í ÌÓ„‡Ï, Á‡·ËÌÚÓ‚‡ÎË ÛÍË Ë „ÓÎÓ‚˚ Ë Ú‡ÍËÏË ËÌ‚‡ÎË‰‡ÏË ‚ÔÛÒÚËÎË Ì‡ ‚˚ÒÚ‡‚ÍÛ 
ÔÓÒÏÓÚÂÚ¸ Ì‡ ÔÓËÁ‚Â‰ÂÌËfl ËÒÍÛÒÒÚ‚‡.

ë Ò‡ÏËÏË ÔÓËÁ‚Â‰ÂÌËflÏË Ó·Ó¯ÎËÒ¸ ÌÂ ÎÛ˜¯Â – Ëı  Á‡ÏÂÌËÎË Ï‡ÍÂÚ‡ÏË, Ë„Û¯-
Í‡ÏË, ÚÓÎ¸ÍÓ ËÁÓ·‡Ê‡˛˘ËÏË ÔÓËÁ‚Â‰ÂÌËfl Ë ÔÓ˝ÚÓÏÛ ÚÓÊÂ ÌÂÒÚ‡¯Ì˚ÏË.

ÇÒÂ ˝ÚÓ fl  ÏÓ„Û ÔÓÌflÚ¸, fl Ò‡Ï Á‡ÌËÏ‡ÎÒfl ÔÓ‰Ó·Ì˚ÏË ‚Â˘‡ÏË, ÌÓ ÂÒÚ¸ ‚ ‡·ÓÚ‡ı 
ëá ÍÓÂ-˜ÚÓ, ˜Â„Ó fl ÔÓÌflÚ¸ ÌÂ ÏÓ„Û, Ë Í‡ÊÂÚÒfl, ˜ÚÓ ˝ÚÓ„Ó ÌÂ ÔÓÌËÏ‡˛Ú Ë ÓÌË Ò‡ÏË, ‚Ó 
‚ÒflÍÓÏ ÒÎÛ˜‡Â, ÌÂ ÏÓ„ÛÚ ‚ÌflÚÌÓ Ó·˙flÒÌËÚ¸. ë‡Ï fl ÌË ‡ÁÛ ‚ ÊËÁÌË ÌÂ Ò‰ÂÎ‡Î ‡·ÓÚ˚, 

interesting to everyone in our generation. They were common for 

Nikita (Alexeev), The Toadstools, me, and SZ. The difference was 

in approach.

 It’s like ready-made in Africa is still ready-made. The question 

is your personal attitude toward it. SZ approached it with caution 

and aggression. For example what do they really threaten and 

enchant in their series Self Defence from Things Courses? The 

toilet (remember Duchamp), chair (remember Kosuth), armoir 

(remember Kabakov), TV set (Nam June Paik), and so forth. 

These are the very things, which, as in The Troubles of Theodora 

by K. I. Chukovskii, ran off from their normal places and filled the 

museums of the world. SZ bravely entered the fight with them, 

threatening, flattering, and egging them on to fight each other, as 

long as they stayed in their own places and did not move into art.

 Exhibitions. Exhibitions were then a sore spot. They were 

desired; they were mythologized; but the exhibitions themselves 

did not exist. And then SZ domesticated the fierce beast – the 

exhibition. They put it in the suitcase and traveled with it from flat 

to flat showing it off. Small is not scary.

 Viewers. The number of viewers was at that time equal to 

the number of artists. That is to say there were none:  they were 

hypothetical (note that Kabakov worked a lot with this hypothesis). 

We needed viewers, and we were afraid of them. So what did 

SZ do with the viewer? They went to the viewer’s house, hung 

a chair on his neck. On the chair they threw their exhibition, put 

some sort of garbage on his head – stay here, enjoy the art 

show! Or in another case, they tied something to the viewers’ 

legs, bandaged people’s heads and arms and let people walk 

around disabled, enjoying the show.

 They did something similar with the artworks. Those were 

replaced with models, toys really, which only pretended to be 

works of art and therefore lost their danger as well.
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ÍÓÚÓÛ˛ ÌÂ‚ÓÁÏÓÊÌÓ ·˚ÎÓ ·˚ Ó·˙flÒÌËÚ¸, Ë ˝ÚÓ ‰Îfl ÏÂÌfl ÔËÌˆËÔË‡Î¸ÌÓ, ÌÓ ‚ ‡·ÓÚ‡ı 
ëá fl ÔÓÒÚÓflÌÌÓ Ì‡Ú‡ÎÍË‚‡ÎÒfl Ì‡ ÌÂÔÓÌflÚÌ˚Â ‚Â˘Ë. ÇÓÚ ‚Ó‰Â ·˚ ÚÓÎ¸ÍÓ ˜ÚÓ Ï˚ Ó·-
ÒÛÊ‰‡ÎË Í‡ÍËÂ-ÚÓ ‚ÓÔÓÒ˚, ·˚ÎÓ ËÌÚÂÂÒÌÓ, Ï˚ ·˚ÎË ÒÓ„Î‡ÒÌ˚ ‰Û„ Ò ‰Û„ÓÏ, Ë ‚‰Û„ 
ÎÂ„ÍËÈ Ó·ÏÓÓÍ – Ë fl ÌÂ ÔÓÌËÏ‡˛, ÓÚÍÛ‰‡ ‚ ˝ÚÓÈ ÎÓ„Ë˜ÂÒÍÓÈ ÍÓÌÒÚÛÍˆËË ÔÓfl‚ËÎÒfl 
ÅÛÍÎËÌÒÍËÈ ÏÓÒÚ ËÎË Ó·ÓÒÒ‡ÌÌ˚Â ÔÒÓÏ îÂ‰ÂÈ ÚflÔÓ˜ÍË, ÍÓÚÓ˚Â Í ÚÓÏÛ ÊÂ Ì‡‰Ó ·˚ÎÓ 
‡Á‚Â¯Ë‚‡Ú¸ ÔÓ åÓÒÍ‚Â, ÔÓ‚ÚÓflfl ÌÂÒÛ˘ÂÒÚ‚Û˛˘ÂÂ ÒÓÁ‚ÂÁ‰ËÂ ÅÓÎ¸¯Ó„Ó èÒ‡, ÔË˜ÂÏ 
Á‰ÂÒ¸ ÍÂÌÚ‡‚ Ë ÏËÌÓÚ‡‚, Ë ÔÓ˜ÂÏÛ ‚ ÔÂÙÓÏ‡ÌÒÂ ÇÚÓ‡fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ 
ëá ‡‚ÚÓ˚ Á‡ÏÂÌÂÌ˚ ‰ÓıÎ˚ÏË ÍÛ‡ÏË. çÂ˜ÚÓ ÔÓ‰Ó·ÌÓÂ ·˚ÎÓ Ë ‚ ÌÂÏÌÓ„Ó ‡Ì¸¯Â 
Ò‰ÂÎ‡ÌÌ˚ı ‡·ÓÚ‡ı ÇËÚË ëÍÂÒËÒ‡ – ‚ ‡·ÓÚÂ äÌË„‡ (1981) ÓÌ ‰‡ÊÂ Ú‡Í Ë Ì‡ÔËÒ‡Î: 
“ä‡ÊÂÚÒfl, ‚ ˝ÚÓÈ ‡·ÓÚÂ ÂÒÚ¸ Ó¯Ë·Í‡”, ÏÓÊÂÚ ·˚Ú¸, ˝ÚË “Ó¯Ë·ÍË” Ë ÓÚ ÌÂ„Ó. ÇÓ ‚ÒflÍÓÏ 
ÒÎÛ˜‡Â, ÏÂÚÓ‰ ÒÓ‡‚ÚÓÒÚ‚‡, ÔÂ‰ÔÓÎ‡„‡˛˘ËÈ ÔÓÒÚÓflÌÌÓÂ Ì‡„Ó‚‡Ë‚‡ÌËÂ ‡ÁÎË˜Ì˚ı 
Ë‰ÂÈ, ÔÂ˚‚‡ÂÏÓÂ ‡ÌÂÍ‰ÓÚ‡ÏË, ÚÂÎÂÙÓÌÌ˚ÏË Á‚ÓÌÍ‡ÏË Ë ‚ÏÂ¯‡ÚÂÎ¸ÒÚ‚ÓÏ ÔÓÒÚÓÓÌÌËı, 
ÍÓÌÂ˜ÌÓ, ÒÔÓÒÓ·ÒÚ‚ÛÂÚ ‚Òfl˜ÂÒÍËÏ Ó¯Ë·Í‡Ï Ë Ò·ÓflÏ. êÂÁÛÎ¸Ú‡Ú ˝ÚËı Ò·ÓÂ‚ ÌÂ ÔÓıÓÊ Ì‡ 
ÔÂÒÎÓ‚ÛÚÓÂ “Ï˚¯ÎÂÌËÂ Ó·‡Á‡ÏË”, ÍÓÚÓÓÂ ‚ÒÂ„‰‡ ÏÓÊÌÓ ‡Ò¯ËÙÓ‚‡Ú¸ ÔË ÔÓÏÓ˘Ë 
ÔÒËıÓ‡Ì‡ÎËÁ‡, ÒÓˆËÓÎÓ„ËË ËÎË ËÒÚÓËË ÍÛÎ¸ÚÛ˚. ùÚÓ ÌÂ ÔÓıÓÊÂ Ú‡ÍÊÂ Ì‡ ÏÓ‰Ì˚È ÚÓ„‰‡ 
‡·ÒÛ‰ËÁÏ Ó·ÂËÛÚÓ‚, ‚ ÍÓÚÓÓÏ ÚÓÊÂ ·˚Î‡ Ò‚Ófl ÒËÒÚÂÏ‡. ùÚÓ ËÏÂÌÌÓ ·ÂÒÍÓ˚ÒÚÌÓÂ 
Ë ·ÂÒÔËÌˆËÔÌÓÂ ÔÓÚ‡Í‡ÌËÂ ÒÓ·ÒÚ‚ÂÌÌ˚Ï Ó¯Ë·Í‡Ï, ÔÓÎ‡„‡˛˘ÂÂ, ˜ÚÓ ÍË‚‡fl ‚ÒÂ„‰‡ 
‚˚‚ÂÁÂÚ. à, ‚ Ó·˘ÂÏ-ÚÓ, ÓÌ‡ ‚˚‚ÓÁËÚ, ÔÓÚÓÏÛ ˜ÚÓ Í‡Ê‰˚È ‡Á, ÍÓ„‰‡ ÔÓËÒıÓ‰ËÚ ˝ÚÓ 
ÒÚ‡ÌÌÓÂ ‚ÏÂ¯‡ÚÂÎ¸ÒÚ‚Ó, ˝ÚÓÚ Ò·ÓÈ, ÏÂÌflÂÚÒfl ÌÂ ÚÓÎ¸ÍÓ ÎÓ„ËÍ‡, ÌÓ Ë ÓÔÚËÍ‡ Ì‡¯Â„Ó 
‚ÓÒÔËflÚËfl ÒÓ·˚ÚËfl. ä‡Í ·Û‰ÚÓ ÒÎÛ˜‡ÈÌÓ ÛÓÌËÎË Ë ÔÓ‚Â‰ËÎË ÚÂÎÂÒÍÓÔ, Ë, ıÓÚfl ÚÂÔÂ¸ 
ÓÌ ÔÓÍ‡Á˚‚‡ÂÚ ÚÓÎ¸ÍÓ cÓÁ‚ÂÁ‰ËÂ ÅÓÎ¸¯Ó„Ó èÒ‡, Ï˚ ÏÓÊÂÏ ÔÓ‰ÓÁÂ‚‡Ú¸ Ë ÒÛ˘ÂÒÚ‚Ó‚‡ÌËÂ 
ÅÓÎ¸¯ÓÈ åÂ‰‚Â‰Ëˆ˚.

I can understand all of that. I do such things myself. However, 

there is something in the works of SZ that I cannot understand, 

and it seems that they do not understand it either, or at least they 

cannot explain it very well. I never did a work of art that I cannot 

explain, and that is of paramount importance to me. However in 

their works I constantly bump into things I do not understand. We 

just discussed some questions, it was interesting, we agreed with 

each other, and then, out of the blue, how in that well-built, very 

logical structure does the Brooklyn Bridge appear or those little 

rags that the dog Fedya urinated on, and mind you those rags 

had to be hung up all over the city of Moscow, as if to mirror a 

non-existing constellation called the Great Hound. What does that 

have to do with centaurs and minotaurs? And why in The second 

personal exhibition are the authors replaced with dead chickens?  

There was something similar in the earlier works of Vitya Skersis, 

in The Book (1981). He even wrote it himself: “I think there is a 

mistake in this work.” Maybe those mistakes are from him. In any 

case, the very method of co-authorship is based on an on-going 

discussion of the ideas, which is constantly being interrupted by 

phone calls, passers-by coming and going, telling jokes, which in 

the end is all very conductive to mistakes. The result of such mis-

takes is different from so-called thinking with images, which one 

can always interpret with psychoanalysis, sociology, or the history 

of culture. It is different from the absurdist poetry of the Oberiutes, 

then so fashionable, in which there was a different system. It is 

exactly that unabashed, selfless cultivation of mistakes, on the as-

sumption that the circuitous path will bring you to the right place in 

the end. And in general it does, because every time this mistake 

happens not only does our logic change, but the very optics of 

our understanding of events change too. As if we accidentally 

dropped a telescope and something broke within it. So although 

it shows us the constellation of the Great Hound, we actually 

suspect that the constellation of the Great Bear still exists.
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SZ (Ç‡‰ËÏ á‡ı‡Ó‚) êËÒÛÌÓÍ Í ÔÓÂÍÚÛ 

á‡˘ËÚ‡ ÓÚ ‚Â˘ÂÈ, 1982 

SZ (Vadim Zakharov). Drawing for the Self Defense 
Against Things project. 1982



  ëÂ„ÂÈ ÄÌÛÙËÂ‚, Ç‡‰ËÏ á‡ı‡Ó‚ 

  ÑË‡ÎÓ„ Ó· ëá

á Ä ï Ä ê é Ç   ÑÂflÚÂÎ¸ÌÓÒÚ¸ ëá ‚ åÓÒÍ‚Â ÔËıÓ‰ËÚÒfl Ì‡ Ì‡˜‡ÎÓ 80-ı, ˜ÚÓ ÔÓ ‚ÂÏÂÌË 
ÒÓ‚Ô‡‰‡ÂÚ Ò Ú‚ÓËÏ ÔËÂÁ‰ÓÏ ËÁ é‰ÂÒÒ˚ ‚ åÓÒÍ‚Û, Ú‡Í ̃ ÚÓ ‚ ÓÒÌÓ‚ÌÓÏ ‚ÒÂ ‡·ÓÚ˚ Ú˚ 
‚Ë‰ÂÎ. äÓÏÂ ÚÂı, ÍÓÚÓ˚Â Ï˚ Ò‰ÂÎ‡ÎË ÛÊÂ ‚ äfiÎ¸ÌÂ ‚ 90-Ï, ÔÓÒ‚fl˘ÂÌÌ˚x Å‡Ú¸flÏ 
ä‡‡Ï‡ÁÓ‚˚Ï. åÌÂ Ó˜ÂÌ¸ ËÌÚÂÂÒÌÓ, Í‡Í Ú˚ ‚ÓÒÔËÌËÏ‡Î Ì‡¯Û ‰ÂflÚÂÎ¸ÌÓÒÚ¸ ÚÓ„‰‡ 
Ë Í‡Í ÒÂÈ˜‡Ò.
Ä ç ì î ê à Ö Ç  íÓ„‰‡ fl ‚ÓÒÔËÌËÏ‡Î ÒËÚÛ‡ˆË˛ Ò‚ÓËÏ Â˘Â ÌÂÓÍÂÔ¯ËÏ, Ù‡ÌÚÓÏÌ˚Ï 
ÒÓÁÌ‡ÌËÂÏ Í‡Í ÌÂÍÓÂ ÒÚ‡ÚÂ„Ë˜ÂÒÍÓÂ ÔÓÎÂ, „‰Â ·ÎËÊ‡È¯ËÏË ÍÓ ÏÌÂ ÔÓ ‚ÓÁ‡ÒÚÛ, 
ÔÓÍÓÎÂÌË˛ Î˛‰¸ÏË ·˚ÎË ÏÛıÓÏÓ˚ Ë ‚˚. Å˚ÎË “ÒÚ‡ËÍË”, ·˚ÎË  äÓÎÎÂÍÚË‚Ì˚Â 
‰ÂÈÒÚ‚Ëfl. åÛıÓÏÓ˚ ·˚ÎË ‰Îfl ÏÂÌfl ÏeÈÌÒÚËÏÓÏ Ë Í‡Á‡ÎËÒ¸  ‚ÚÓË˜Ì˚ÏË, ÊÓÌ„ÎË-
Û˛˘ËÏË ÛÁÌ‡‚‡ÂÏ˚ÏË Ô‡‡‰Ë„Ï‡ÏË, ‡ıÂÚËÔ‡ÏË - ÎÂ„ÍÓ, Ó˜ÂÌ¸ Ú‡Î‡ÌÚÎË‚Ó, ÌÓ 
ÌÂÏÌÓÊÍÓ ÔÓ‚ÂıÌÓÒÚÌÓ. ëÓ·ÒÚ‚ÂÌÌÓ, ̋ ÚÓ ÒÓˆ-‡ÚÓ‚˘ËÌ‡, Í‡·‡ÍÓ‚˘ËÌ‡, Ì¸˛‚ÂÈ‚, 
ÏÓ‰Ì˚Â Ë ‡ÍÚÛ‡Î¸Ì˚Â ÚÓ„‰‡.
á Ä ï Ä ê é Ç    ëÚ‡ÌÌÓ „Ó‚ÓËÚ¸ Ó ÏÂÈÌÒÚËÏe ‚  ÒËÚÛ‡ˆËË ‡Ì‰Â„‡ÛÌ‰‡.
ÄçìîêàÖÇ  Ñ‡, ‚ ÍÛ„Û ÚË‰ˆ‡ÚË ̃ ÂÎÓ‚ÂÍ.íÂÏ ÌÂ ÏÂÌÂÂ, Ú˚ ÊÂ ÁÌ‡Â¯¸, ̃ ÚÓ ‚Òfi ÛÒÚÓÂ-
ÌÓ „ÓÎÓ„‡ÙË˜ÂÒÍË, ‚Òfi ‚ÓÒÔÓËÁ‚Ó‰ËÚ Ï‡Ò¯Ú‡·. ÅÓÎÂÂ ÚÓ„Ó, ̃ ÂÏ ÏÂÌ¸¯Â ÒÚÛÍÚÛ‡, 
ÚÂÏ Ò ·ÓÎ¸¯ÂÈ ÔÓÒÎÂ‰Ó‚‡ÚÂÎ¸ÌÓÒÚ¸˛ ÓÌ‡ ‚ÓÒÔÓËÁ‚Ó‰ËÚ ‚ÒÂ ‡ÒÒÚ‡ÌÓ‚ÍË. íÓ ÂÒÚ¸ 
ÂÒÎË ÚË ˜ÂÎÓ‚ÂÍ‡ ÔÓÔ‡‰‡˛Ú Ì‡ ÌÂÓ·ËÚ‡ÂÏ˚È ÓÒÚÓ‚, ÚÓ ÒÂ‰Ë ÌËı Ó·flÁ‡ÚÂÎ¸ÌÓ 
Ì‡È‰ÛÚÒfl ÍÓÏÏÛÌËÒÚ, Ù‡¯ËÒÚ Ë ÎË·Â‡Î, ÍÓÚÓ˚Â Ì‡˜ÌÛÚ ‚ÓÈÌÛ Á‡ ÔÂÂ‰ÂÎ ˝ÚÓ„Ó 
Ï‡ÎÂÌ¸ÍÓ„Ó ÓÒÚÓ‚Í‡. á‰ÂÒ¸ ÚÓ ÊÂ Ò‡ÏÓÂ. à ‚˚, Ò Ó‰ÌÓÈ ÒÚÓÓÌ˚, ÔÂ‰ÒÚ‡‚ÎflÎË 
ÒÓ·ÓÈ ‡Î¸ÚÂÌ‡ÚË‚Û ÏÂÈÌÒÚËÏa, ‡ Ò ‰Û„ÓÈ – ·ÓÎÂÂ Á‡Ô‡‰ÌÓÂ ‡Í‡‰ÂÏË˜ÂÒÍÓÂ 
Ì‡Ô‡‚ÎÂÌËÂ. ë ÚÂÚ¸ÂÈ ÒÚÓÓÌ˚, ‚˚ ÔÓ‰ÓÎÊ‡ÎË ÎËÌË˛, Ë‰Û˘Û˛ ÓÚ äÓÏ‡‡ Ë 
åÂÎ‡ÏË‰‡, ÌÓ ÏÌÂ Í‡Á‡ÎÓÒ¸, ̃ ÚÓ, ÔÓ ÒÛÚË, ‚˚ „ÎÛ·ÊÂ ÍÓÔ‡ÂÚÂ. Ç˚ ‡ÚËÍÛÎËÓ‚‡ÎË 

Sergei Anufriev, Vadim Zakharov

Dialogue about SZ

Z A K H A R O V  SZ’s activity took place in Moscow at the beginning 

of the 1980s, which coincides with your arrival from Odessa. 

You saw all of our work of that time, except the Brothers Karama-

zov project we made in Cologne, Germany in 1990. I am very 

interested in what you thought about SZ then and what you think 

about it now.

A N U F R I E V   Well, back then, with my still fluid and phantom-like 

mind, I understood the art scene as a field of strategic impor-

tance. And in this field, the people closest to my age group were 

you and the Toadstools. There were, of course, the “old folks,” the 

Collective Actions group, for example. But for me the Toadstools  

were mainstream, too mirror-like, juggling recognizable paradigms 

and artifacts, brisk, talented, but not too deep. In a way, it was 

more Sots Art, more Kabakov, more New Wave. All of which 

seemed so fashionable and contemporary back then.

Z A K H A R O V  Well, it’s a bit strange to talk about fashion and the 

mainstream in the underground.

A N U F R I E V   Yeah…among thirty people. But then, you know, 

everything is a hologram. Everything is scaleable. More than 

that: the smaller the model, the more faithfully it reflects basic 

principles. Let’s say there are three people who got washed up 

on a deserted island. You bet one of them will turn out to be a 

communist, the second a fascist, and the third a liberal, and they 

will start their own little war, each one claiming a stake. Same 

here. On the one hand, you were the alternative to the main-

stream, while, on the other hand, you were more academic and 

more western oriented. And at the same time you were continu-

ing along the lines of Komar & Melamid. Though I thought you 

were digging deeper. You articulated the state of the Soviet mind, 

which was not reflected before: 
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ÒÓÒÚÓflÌËfl ÒÓ‚ÂÚÒÍÓ„Ó ˜ÂÎÓ‚ÂÍ‡, ÍÓÚÓ˚Â ËÏ Ò‡ÏËÏ ÌÂ ·˚ÎË ÓÚÂÙÎÂÍÒËÓ‚‡Ì˚: 
ÔÓÒÚÓ ÏÂ˜Ú‡ÚÂÎ¸ÌÓÒÚ¸ ËÎË ÚÛÔÛ˛ ÏÂı‡ÌËÒÚË˜ÂÒÍÛ˛ ÓÁ‡·Ó˜ÂÌÌÓÒÚ¸ Í‡ÍËÏ-ÎË·Ó 
·ÂÒÒÏ˚ÒÎÂÌÌ˚Ï ÚÛ‰ÓÏ. ÇÓÓ·˘Â ‡·ÒÛ‰ÌÓÒÚ¸ Á‡ÌflÚËÈ ÒÓ‚ÂÚÒÍÓ„Ó ̃ ÂÎÓ‚ÂÍ‡ ·˚Î‡ 
Ó˜ÂÌ¸ Ú˘‡ÚÂÎ¸ÌÓ Á‰ÂÒ¸ Ó·˚„‡Ì‡. Ç˚ ‡·ÓÚ‡ÎË Ò ˝ÎÂÏÂÌÚ‡Ì˚ÏË ‚Â˘‡ÏË, ·‡ÎË 
ÌÂÍÓÂ ÛÓ‰ÒÚ‚Ó ÒÓ‚ÂÚÒÍÓÈ ÔÒËıËÍË...
á ÄïÄêéÇ  åÌÂ Î˛·ÓÔ˚ÚÌÓ, ̃ ÚÓ Ú˚ Ô˚Ú‡Â¯¸Òfl ÓÒÏ˚ÒÎËÚ¸ Ì‡¯Û ÎËÌË˛ Ô‡‡ÎÎÂÎ¸ÌÓ 
ÏÛıÓÏÓ‡Ï Ë ‰Û„ËÏ „ÛÔÔ‡Ï. å˚ Í‡Í ‡Á Ó· ˝ÚÓÏ „Ó‚ÓËÎË ÌÂ‰‡‚ÌÓ Ò ÇËÚÂÈ. 
ç‡¯Ë ‡·ÓÚ˚ – ìÔÓfl‰Ó˜Ë‚‡ÌËÂ ÏÓ˜ÂËÒÔÛÒÍ‡ÚÂÎ¸ÌÓÈ ‰ÂflÚÂÎ¸ÌÓÒÚË ÒÓ·‡Í ÔÓ‰ 
ÒÓÁ‚ÂÁ‰ËÂÏ ÅÓÎ¸¯Ó„Ó èÒ‡, c·ÓÌËÍË ËÌÙÓÏ‡ˆËË ‚ ÙÓÏÂ ÏÓÎÓ˜Ì˚ı Ô‡ÍÂÚÓ‚, 
ÍÓÚÓ˚Â Ï˚ ‡Á‚Â¯Ë‚‡ÎË, Í‡Í ÍÓÏÛ¯ÍË ‰Îfl ÔÚËˆ ÔÓ åÓÒÍ‚Â, í‡ÌÍ è‡ÙÂÌÓÌ ‚ 
‡ÏÍ‡ı ÔÓÂÍÚ‡ àÒÔÓÎ¸ÁÓ‚‡ÌËÂ ËÒÍÛÒÒÚ‚‡ ‚ ‚ÓÂÌÌ˚ı ˆÂÎflı, Ì‡ÍÓÌÂˆ, á‡˘ËÚ‡ Ë 
ÍÛÒ˚ Ò‡ÏÓÓ·ÓÓÌ˚  ÓÚ ‚Â˘ÂÈ – ‰ÓÒÚ‡ÚÓ˜ÌÓ ‰‡ÎÂÍË ÓÚ ÏÓÒÍÓ‚ÒÍËı ÚÂÌ‰ÂÌˆËÈ Ì‡˜‡Î‡  
80-ı. í‡ÍÊÂ ‚‡ÊÂÌ ÔÓÒÎÂ‰ÌËÈ ˝Ú‡Ô, ¯‡„Ë, ÍÓÚÓ˚Â Ï˚ Ò‰ÂÎ‡ÎË ÔÂÂ‰ ÓÚ˙ÂÁ‰ÓÏ  
ÇËÚË  ‚ ÄÏÂËÍÛ. ç‡‚ÂÌÓÂ, Ú˚ ÔÓÏÌË¯¸ ÔÓ‚ÚÓ ‡·ÓÚ˚  ãË·ÎËı. Ç ‡ÏÍ‡ı ‚˚ÒÚ‡‚ÍË 
ÄPTART ‚ Ì‡ÚÛÂ Ï˚, Í‡Í KÑ, ‚ÂÎË Û˜‡ÒÚÌËÍÓ‚ ‡ÍˆËË ÔÓ ÍÛÒÚ‡Ï, ÍÓ˜Í‡Ï Ë ÔÂÂÎÂÒ-
Í‡Ï, Ë Ì‡ ÔÓÎflÌÂ Û ÏÂÌfl ‚ Í‡Ï‡ÌÂ Á‡Á‚ÓÌËÎ ·Û‰ËÎ¸ÌËÍ. Ç ̋ ÚÓ ‚ÂÏfl ÇËÚfl ‡Á‰‡‚‡Î 
Í‡ÚÓ˜ÍË, Ì‡ ÍÓÚÓ˚ı ·˚ÎÓ Ì‡ÔËÒ‡ÌÓ: “Ç˚ ÔËÒÛÚÒÚ‚Ó‚‡ÎË Ì‡ ‡ÍˆËË ãË·ÎËı”, – Ì‡ 
˜ÚÓ ÄÌ‰ÂÈ åÓÌ‡ÒÚ˚ÒÍËÈ ÓÍÛ„ÎËÎ „Î‡Á‡ Ë Ò ÌÂÒÍ˚‚‡ÂÏ˚Ï Û‰Ë‚ÎÂÌËÂÏ Ì‡ ÎËˆÂ 
ÒÍ‡Á‡Î: “èÓÒÎÛ¯‡ÈÚÂ, ÌÓ Ï˚ ‰ÂÎ‡ÎË ÛÊÂ ̋ ÚÛ ‡ÍˆË˛”. Ä ËÁ‚ÂÒÚÌ˚È ÒÂÈ˜‡Ò ÙÓÚÓ„‡Ù 
ÇÓÎÓ‰fl äÛÔËflÌÓ‚ 19 Ò‰ÂÎ‡Î Ô‡ÛÁÛ Ë ÒÍ‡Á‡Î ÁÎÓ·ÌÓ: “åÓ‰Û ·˚ ‚‡Ï Ì‡·ËÚ¸”. èÓÁÊÂ 
ÄÌ‰ÂÈ ÓˆÂÌËÎ ˝ÚÓÚ ÊÂÒÚ ÔÓ‚ÚÓ‡. ùÚÓ ·˚Î Â‰ËÌÒÚ‚ÂÌÌ˚È ÔÓ‚ÚÓ ˜ÛÊÓÈ ‡·ÓÚ˚ 
‚ êÓÒÒËË, ÓÌ ÓÔË‡ÎÒfl Ì‡ Ë‰Â˛ “ÒËÏÛÎflˆËË ‚ ÍÛÎ¸ÚÛÂ”. ë˛‰‡ ÊÂ ÏÓÊÌÓ ÓÚÌÂÒÚË Ë 
ÔË‰ÛÏ‡ÌÌ˚Â Ì‡ÏË “Ù‡ÌÚÓÏÌ˚Â” ÙË„Û˚ ä‡ÚË òÌËˆÂ, ãÂÌ˚ ÇÓÎÓ‰ËÌÓÈ Ë Âfi ·‡Ú‡ 
à„Ófl ÇÓÎÓ‰ËÌ‡, ÍÓÚÓ˚ı Ï˚ ÔÓÏÂÒÚËÎË, Í‡Í ÏÓÎÓ‰˚ı ÌÂËÁ‚ÂÒÚÌ˚ı ıÛ‰ÓÊÌËÍÓ‚, 
‚ 4-È ‚˚ÔÛÒÍ Ô‡ÔÓÍ åÄçà 20.  
Ä ç ì î ê à Ö Ç  Ç˚ ÔÓÍÛ¯‡ÎËÒ¸ Ì‡ fl‚ÎÂÌËfl ÚÓ„Ó ÊÂ Ò‡ÏÓ„Ó ËÒÍÛÒÒÚ‚‡, ‰‡ Â˘Â ÒÚÓfl˘Â„Ó 
fl‰ÓÏ Ò ‚‡ÏË, ˝ÚÓ ·˚ÎÓ ÒÓ‚Â¯ÂÌÌÓ ÌÓ‚˚Ï. ÄÌ‰ÂÈ ÌÂ ÔÓÌflÎ ˝ÚÛ ‡ÍˆË˛, ÔÓÚÓÏÛ 

just a dream-like, mechanical busy state of senseless work pro-

cess. Really, the absurdity of the everyday chores of an average 

Soviet citizen was very thoroughly played out. You worked with 

elementary objects, surveying the disfigurement of the Soviet 

psyche….

Z A K H A R O V  It is interesting to me that you try to understand 

our line in parallel to the Toadstools and other groups. We just 

discussed this subject with Vitya. Our works: The Logistical 

Organization of Urinating Activities of Dogs in Accordance with 

the Distribution of Stars in the Constellation of the Great Hound 

or “Information Depositories,” which were made in the form of 

bird feeders cut out of milk cartons that we placed throughout 

Moscow, or Tank Parthenon, within the larger project Military 

Applications of Art, and Self Defence from Things Courses. All 

of them were very far from Moscow trends at the beginning of 

the 1980s. One of the works we did before Vitya left for the U.S. 

was also very important. You probably remember the repetition 

of the work Liblich. During the exhibition APTART on Plein Air, we, 

just like Collective Actions, guided participants through bushes, 

ravines, and a forest, and then when we reached an opening in 

the woods, an alarm clock in my pocket rang. At the same time, 

Vitya handed out little notes: “You have just participated in the 

performance of SZ – Lieblich” Andrei Monastyrsky, looking bewil-

dered, said “Listen, but we already performed this piece,” while 

the now well-known photographer Volodia Kuprianov said, with 

obvious distaste, “It would be nice to smash your faces.” Later, 

however, Monastyrsky understood this as an act of repetition. It 

was the only repetition of someone else’s work in Russia. It was 

based on the idea of simulation within the concept of develop-

ment in culture. Here we could include other works of ours that 

were radically different from the concepts of that time.

A N U F R I E V   You took on the artifacts of art itself, the living, breath-

ing art around you, and that was new. Andrei did not 
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˜ÚÓ ëá ÔÓÍÛÒËÎËÒ¸ Ì‡ Â„Ó ÚÂËÚÓË˛, ‚ ÚÓ ‚ÂÏfl Í‡Í ˝ÚÛ ÚÂËÚÓË˛ ÓÌ ÔÓÎ‡„‡Î 
ÌÂÔËÍÓÒÌÓ‚ÂÌÌÓÈ, ÔÓÒÍÓÎ¸ÍÛ ÓÌ‡ Ò‡Ï‡ ÔÓ ÒÂ·Â ÛÊÂ ·˚Î‡ ÔÓÍÛ¯ÂÌËÂÏ Ì‡ ÚÂËÚÓË˛ 
ÊËÁÌË, Ì‡ ÚÂËÚÓË˛ Ò‡ÏÓ„Ó ÒÓÍÓ‚ÂÌÌÓ„Ó – ÔÛÒÚÓÚÛ ÒÓ‚ÂÚÒÍÓ„Ó ·˚ÚËfl. Ö˘Â ÏÌÂ 
ÔÓÍ‡Á‡ÎÓÒ¸, ̃ ÚÓ ‚ ÓÒÌÓ‚ÌÓÏ ÛÒËÎËfl ÏÓÒÍÓ‚ÒÍËı ÍÓÌˆÂÔÚÛ‡ÎËÒÚÓ‚ ÔÓ Ò‚ÓÂÈ ÔËÓ‰Â 
·˚ÎË Ó˜ÂÌ¸ ÛÏÓÁËÚÂÎ¸Ì˚ÏË. í‡Ï ÌÂ ·˚ÎÓ Ú‡‰ËˆËÈ ÔÂÙÓÏ‡ÌÒ‡. äÓ„‰‡ fl ÔË¯ÂÎ 
Í ‚‡Ï Ì‡ ‚˚ÒÚ‡‚ÍÛ Ë Û‚Ë‰ÂÎ ÎËÏÓÌÌ˚Â Ó·ÓË, Û ÏÂÌfl ÔÓÚÂÍÎ‡ ÒÎ˛Ì‡, ÔË ̋ ÚÓÏ Í ÌÓ„Â 
·˚Î ‚‡ÏË ÔË‚flÁ‡Ì „ÓÏ‡‰Ì˚È ÍÛ„, ̄ ÚÛÍ‡, ÍÓÚÓ‡fl ‰ÂÎ‡Î‡ ÏÂÌfl ıÓÏ˚Ï. íÓ„‰‡ fl 
‚ÔÂ‚˚Â ÔÓ˜Û‚ÒÚ‚Ó‚‡Î ÌÂÓ·ıÓ‰ËÏÛ˛ ËÌÚÂ‡ÍÚË‚ÌÓÒÚ¸ ËÌÒÚ‡ÎÎflˆËË, ÔÂÙÓÏ‡ÌÒ‡, 
ÍÓÚÓÛ˛ Ó˜ÂÌ¸ ıÓÓ¯Ó ËÒÔÓÎ¸ÁÓ‚‡ÎË Á‡Ô‡‰Ì˚Â ıÛ‰ÓÊÌËÍË. åÌÂ Í‡ÊÂÚÒfl, ˜ÚÓ ˝Ú‡ 
Ú‡‰ËˆËfl Ì‡˜‡Î‡Ò¸ Í‡Í ‡Á Ò ‚‡Ò. ÇÒfi, ̃ ÚÓ ·˚ÎÓ ‰Ó ̋ ÚÓ„Ó, Ì‡ÔÓÏËÌ‡ÎÓ ÒËÚÛ‡ˆË˛, ÍÓ„‰‡ 
ÌÂÁ‰ÓÓ‚˚È ÒÓ‚ÂÚÒÍËÈ ˜ÂÎÓ‚ÂÍ Ò ˚ıÎ˚Ï ·ÂÎ˚Ï ÚÂÎÓÏ ‚‰Û„ ·˚ ÒÚ‡Î ËÒÔÓÎÌflÚ¸ 
Ú‡ÌÂˆ ÊË‚ÓÚ‡. Ç˚ Ó˜ÂÌ¸ ıÓÓ¯Ó ÒÂ·fl ˜Û‚ÒÚ‚Ó‚‡ÎË ‚ Ê‡ÌÂ ÔÂÙÓÏ‡ÌÒ‡, ·˚ÎË 
Ì‡ÚÂÌËÓ‚‡Ì˚ Ì‡ ˝ÚÓ. ì ‚‡Ò ·˚ÎË ÚÂÎ‡, ÍÓÚÓ˚ı ‚˚ ÌÂ ÒÚÂÒÌflÎËÒ¸, fl ıÓÓ¯Ó 
˝ÚÓ ÔÓ˜Û‚ÒÚ‚Ó‚‡Î Ì‡ ‡ÍˆËË Brooklin bridge. åÛıÓÏÓ˚ ËÁÓ·‡Ê‡ÎË ÏÛÒÍÛÎËÒÚ˚ı 
Ô‡ÌÂÈ, ËÏË ÌÂ fl‚ÎflflÒ¸, ‡ fl‚ÎflflÒ¸ ˚ıÎ˚ÏË ÒÓ‚ÂÚÒÍËÏË ËÌÊÂÌÂ‡ÏË ÔÓ ÒÛÚË 
Ò‚ÓÂÈ... Ç ‚‡Ò ÊÂ ·˚Î‡ ‰Û„‡fl Á‡Í‚‡ÒÍ‡, ˜ÚÓ -ÚÓ ÌÂÏÂˆÍÓÂ, Á‡Ô‡‰ÌÓÂ. í‡ÍÊÂ ‚˚ 
Ó˜ÂÌ¸ ÌÂÓÊË‰‡ÌÌÓ Ë ÒÏÂÎÓ ‚‚Ó‰ËÎË ÍÓÏÏÂ˜ÂÒÍËÈ ÏÓÏÂÌÚ, ËÁ‰Â‚‡ÚÂÎ¸ÒÍËÈ Ë Ó˜ÂÌ¸ 
Á‡Ô‡‰Ì˚È. Å˚Î‡ ‚Ó ‚ÒÂÏ ̋ ÚÓÏ Í‡Í‡fl-ÚÓ ÓÒÚ‡fl „ÓÂ˜¸. èÓÏÌË¯¸, ‚˚ ÔÓ‰‡‚‡ÎË ÔÓ 
ÔflÚ¸ ÍÓÔÂÂÍ ·Ó‰‡ÎÍË? ùÚÓ ·˚Î ÒÚ‡ÌÌ˚È ÏÓÏÂÌÚ, ÍÓÚÓ˚È ÌËÍÂÏ ÌÂ Ó·˚„˚‚‡ÎÒfl, 
ÔÓÒÍÓÎ¸ÍÛ ‚ ËÒÍÛÒÒÚ‚Â ÍÓÏÏÂˆËfl ‚ÓÓ·˘Â ÌÂ ÒÛ˘ÂÒÚ‚Ó‚‡Î‡. ÖÒÎË ÓÌ‡ ÒÛ˘ÂÒÚ‚Ó‚‡Î‡, 
ÚÓ ÔÓÒÚ˚‰ÌÓ Ë ı‡ÌÊÂÒÍË. 
á Ä ï Ä ê é Ç   èÓ ÔÓ‚Ó‰Û Ì‡¯Ëı ÏÛÒÍÛÎËÒÚ˚ı ÚÂÎ Ë ˚ıÎ˚ı ÚÂÎ ÏÛıÓÏÓÓ‚ - ˝ÚÓ Á‡-
·‡‚ÌÓ... HËÍÓ„‰‡ Ó· ˝ÚÓÏ ÌÂ Á‡‰ÛÏ˚‚‡ÎÒfl. åÌÂ Í‡Á‡ÎÓÒ¸ Í‡Í ‡Á Ì‡Ó·ÓÓÚ, ˜ÚÓ 
ÏÛıÓÏÓ˚ ·˚ÎË Ú‡ÍËÂ “Á‰ÓÓ‚ÂÌÌ˚Â Ë Ì‡„Î˚Â Ô‡ÌË”. àÌÚÂÂÒÌÓ, ˜ÚÓ fl Á‡·˚Î Ó 
ÔÓ‰‡ÊÂ ·Ó‰‡ÎÓÍ, Û ÏÂÌfl, Í‡Í ‡‚ÚÓ‡, ̋ ÚÓ ÒÚÂÎÓÒ¸ ËÁ Ô‡ÏflÚË. ü ÔÓÏÌ˛, ̃ ÚÓ ·˚Î‡ 
ÒÂËfl èÓ‰ÛÍˆËfl ëá, ‡ÒÒ˜ËÚ‡ÌÌ‡fl Ì‡ ÔÓ‰‡ÊÛ…

understand your action because you move in on his territory, 

which he considered untouchable since it itself was an assault 

on the territory of life, on the most sacred territory – the empti-

ness of Soviet quotidian existence. I also think that the tendencies 

of Moscow conceptualists of that time were too cerebral. There 

were no traditions of performance. When I came to your show 

and saw the lemon-colored wall paper, I started to salivate. In ad-

dition, you tied a large plywood circle to my leg, a thing that made 

me limp. It was then that, for the first time, I felt the unavoidable 

necessity of interactivity, be it in an installation or a performance. 

That interactivity that western artists seemed to use so well. I 

think this particular tradition started with you. Everything before 

that reminded me of the situation when a not very healthy fellow 

with a paper-white, awkward body suddenly decides to perform 

a belly dance. You, on the other hand, were well-trained and felt 

fit for performance. You had bodies you did not need to hide. I 

felt it was very obvious in your performance Brooklyn Bridge. The 

Toadstools played muscle-bound brutes, while really being Soviet 

office workers. You had something different, something Ger-

man, western. Also, unexpectedly, you brought that commercial 

moment, very teasing, very western. There was a lot of bitterness 

in it, though. Remember you sold Head Butts (“bodalki”) for five 

kopecks a piece? It was such a strange moment. Nobody played 

it before because there was no commerce in art. And if there was 

commerce, it was something to be ashamed of.

Z A K H A R O V  Regarding our muscle-bound bodies and awkward 

Toadstools, it’s funny. I hadn’t thought about that. To the contrary, 

I always viewed them as big, self-righteous boys. It’s also interest-

ing that I forgot about Head Butts. It was completely erased from 

my memory.  I remember there was a series called SZ Produc-

tion, with a number of things supposedly for sale, but that we 

actually sold them for five kopecks, I had forgotten.
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Ä ç ì î ê à Ö Ç  åÌÂ, Í‡Í Ó‰ÂÒÒËÚÛ, Ó·˚„˚‚‡ÌËÂ ÏÂÎÍÓÈ „Â¯ÂÙÚÌÓÒÚË Í‡Á‡ÎÓÒ¸ Ó˜ÂÌ¸ 
Û‰‡˜Ì˚Ï. èÓ‰Ó·Ì˚Â ıÓ‰˚ Ò ÍÓÏÏÂˆËÂÈ ÌËÍÚÓ ÌÂ ËÒÔÓÎ¸ÁÓ‚‡Î 21. èÓÚÓÏ ÛÊÂ çËÍËÚ‡ 
ÛÒÚ‡Ë‚‡Î ‡ÛÍˆËÓÌ˚, äÓÒÚfl 22 ÚÓÊÂ Ô˚Ú‡ÎÒfl…
á Ä ï Ä ê é Ç   éÌË ÔÓ‰‡‚‡ÎË Ò‚ÓË ‡·ÓÚ˚ Á‡ ÍÓÔÂÈÍË, ‡ Ï˚ - Ï‡ÚËˆÛ ÒÓ‚ÂÚÒÍÓÈ 
ÒËÒÚÂÏ˚ - ÒÔË˜ÍË, Ò‡Ï˚È ˝ÎÂÏÂÌÚ‡Ì˚È ÔÂ‰ÏÂÚ ‚ ÒÓ‚ÂÚÒÍÓÂ ‚ÂÏfl, ÒÚÓË‚¯ËÈ 
ÚÓ„‰‡ ‚ Ï‡„‡ÁËÌÂ Ó‰ÌÛ ÍÓÔÂÈÍÛ.
Ä ç ì î ê à Ö Ç   ÖÒÎË Ì‡ á‡Ô‡‰Â ˝ÚÓ ËÏÂÎÓ ÒÏ˚ÒÎ, Á‰ÂÒ¸ - ‚ÓÓ·˘Â ÌËÍ‡ÍÓ„Ó. äÓ„‰‡ 
‚ÓÁ˚ÏÂÎÓ - ‚˚ ÛÊÂ ÌÂ ‡·ÓÚ‡ÎË ‚ÏÂÒÚÂ. Ä ÚÓ„‰‡ ̋ ÚÓ ·˚ÎÓ ÒÓ‚ÒÂÏ ÌË˜ÂÏÛ ÌÂ ‡‰ÂÍ‚‡ÚÌÓ.         
Ç ÚÓ ÊÂ ‚ÂÏfl ÔÓÒÎÂÊË‚‡Î‡Ò¸ ‡‰ÂÍ‚‡ÚÌÓÒÚ¸ ÏËÓ‚ÓÏÛ ÔÓˆÂÒÒÛ. àÌ‡˜Â „Ó‚Ófl, ‚ 
‚‡Ò ÌÂ ·˚ÎÓ ÌË Í‡ÔÎË ÔÓ‚ËÌˆË‡Î¸ÌÓÒÚË, ‚˚ ÌÂ ·˚ÎË ÒÓ‚ÂÚÒÍËÏ fl‚ÎÂÌËÂÏ. ÇÓÓ·˘Â 
‚˚ ‚Òfi ‰ÂÎ‡ÎË, ·Û‰ÚÓ ·˚ÎË ‰‡Ú˜‡Ì‡ÏË, flÔÓÌˆ‡ÏË ËÎË ‡Ì„ÎË˜‡Ì‡ÏË.
á ÄïÄêéÇ  T˚ Ô‡‚ËÎ¸ÌÓ Á‡ÏÂÚËÎ, Ï˚ ÌÂ ‰ÛÏ‡ÎË - êÓÒÒËfl ËÎË á‡Ô‡‰, ·˚ÎÓ Ò‚Ó·Ó‰ÌÓÂ 
ÓÚÌÓ¯ÂÌËÂ Í ÚÂËÚÓËË ËÒÍÛÒÒÚ‚‡. å˚ ‰ÂÈÒÚ‚ËÚÂÎ¸ÌÓ Á‡ÌËÏ‡ÎË ÔÓÁËˆË˛ “·ÂÁ 
„‡ÌËˆ”, ̃ ÚÓ ·˚ÎÓ ‰ÓÒÚ‡ÚÓ˜ÌÓ ÍËÚË˜ÂÒÍËÏ ÏÓÏÂÌÚÓÏ ‚ Ì‡¯ÂÈ ‰ÂflÚÂÎ¸ÌÓÒÚË, ‚Â‰¸ 
Ò˜ËÚ‡ÎÓÒ¸, ˜ÚÓ Ï˚ ÔÓÁ‡Ô‡‰Ì‡fl „ÛÔÔ‡ Ë ‚ Ì‡Ò ÓÚÒÛÚÒÚ‚ÛÂÚ ÓÒÌÓ‚ÌÓÂ - Ú‡‰ËˆËfl 
ÏÓÒÍÓ‚ÒÍÓ„Ó Ë ÛÒÒÍÓ„Ó ‡‚‡Ì„‡‰‡. å˚ ·˚ÎË ÌÂÏÌÓÊÍÓ ÌÂÚ‡ÍÚË˜Ì˚ÏË ˜ÛÊ‡Í‡ÏË, 
„Ó‚Ófl˘ËÏË Ò ‡ÍˆÂÌÚÓÏ. ëÂÈ˜‡Ò ̋ ÚÓ ‚Ë‰ÌÓ, ÌÓ Ú‡ÍÊÂ ‡·ÒÓÎ˛ÚÌÓ ÔÓÌflÚÌÓ: ‚Òfi, ̃ ÚÓ 
Ï˚ Ò‰ÂÎ‡ÎË, „ÎÛ·ÓÍÓ ÛıÓ‰ËÚ ÍÓÌflÏË ‚ ÏÓÒÍÓ‚ÒÍËÈ ÍÓÌˆÂÔÚÛ‡ÎËÁÏ.   
Ä ç ì î ê à Ö Ç   Ç˚ Ò‚Ó·Ó‰ÌÓ ÒÛ˘ÂÒÚ‚Ó‚‡ÎË ‚ ÏËÂ ËÒÍÛÒÒÚ‚‡, ‚ÓÁÏÓÊÌÓ, ÓÚ˜‡ÒÚË 
‚˚‰ÛÏ‡ÌÌÓÏ, ÌÓ ‚ÂÌÓ Á‡Ú‡„Ë‚‡fl Â„Ó Ô‡‡‰Ë„Ï˚. ç‡ ÏÓÈ ‚Á„Îfl‰, ˝ÚÓ ·˚ÎÓ Ó˜ÂÌ¸ 
‡Ì„ÎËÈÒÍÓÂ ËÒÍÛÒÒÚ‚Ó Ò ÔÓ‡·‡Ú˚‚‡ÌËÂÏ ÚÂÏ˚ Ú‡‚Ï˚. ùÚÓ ·˚ÎÓ ‚‡ÊÌÓ, ˝ÚÓ„Ó 
ÚÓ„‰‡ ÌËÍÚÓ ÌÂ Í‡Ò‡ÎÒfl. ÑÂflÚÂÎ¸ÌÓÒÚ¸ äÓÎÎÂÍÚË‚Ì˚ı ‰ÂÈÒÚ‚ËÈ - ˝ÚÓ ÒÛ„Û·Ó ÏÂ-
Ú‡ÙËÁË˜ÂÒÍËÈ ÏË Ò ÏÂÚ‡ÙËÁË˜ÂÒÍËÏË „ÂÓflÏË, ÔÂÒÓÌ‡Ê‡ÏË, ÁËÚÂÎflÏË, Ú‡Ï 
ÌÂÚ ÍÓÌÍÂÚÌÓÒÚË. Ç ‚‡¯Ëı ‡·ÓÚ‡ı fl ÔÓ˜Û‚ÒÚ‚Ó‚‡Î ÙËÁËÓÎÓ„Ë˜ÂÒÍËÈ ÏÓÏÂÌÚ, 
ÍÓÚÓ˚È ‚ ÛÒÒÍÓÏ ÒÓÁÌ‡ÌËË ÌËÍ‡Í ÌÂ ‡ÚËÍÛÎËÓ‚‡ÎÒfl. èÓÚÓÏÛ ̃ ÚÓ ÛÒÒÍÓÂ ÒÓÁ-
Ì‡ÌËÂ ÓÔÂËÛÂÚ ÔÓÌflÚËflÏË, Í‡ÚÂ„ÓËflÏË. à ‚Òfi, Ì‡˜ËÌ‡fl ÓÚ ä‡·‡ÍÓ‚‡ Ë ÍÓÌ˜‡fl 
ÏÛıÓÏÓ‡ÏË, ·˚ÎÓ Í‡ÚÂ„ÓË‡Î¸Ì˚Ï. ì ‚‡Ò ÊÂ ‚ÚÓ„‡Î‡Ò¸ Â‡Î¸Ì‡fl ÊËÁÌ¸ Ò ÂÂ 

A N U F R I E V   Well, as a citizen of Odessa, I liked it. That idea of 

a small profit I found funny and appealing. Nobody played with 

commerce. It’s later that Nikita (Alexeev) arranged auctions. Kostia 

(Zvezdochetov) tried some things too….

Z A K H A R O V  They were selling their works for kopecks, while 

we were selling the matrix of the Soviet system: matches, the 

most elemental object of Soviet times. Matches used to cost one 

kopeck a box at that time.

A N U F R I E V   If it made any sense in the west, here it made none. 

And later when it did, you were no longer working as a group. 

However, at that time, it was without parallel here, but it had paral-

lels in world-wide processes. In other words, you did not have a 

drop of provinciality. You were not a product of the Soviet era in 

the way... Really everything you did was done as if you were 

Danish, Japanese, or English.

Z A K H A R O V  Yeah, you correctly noted that we didn’t really care 

whether the roots were in Russia or in the west. We felt that 

the land of art is free. We really held the view that there are no 

borders, which was quite contrary to the notion that we are a 

pre-western group, that we lack the very traditions of the Russian 

and Moscow avant-garde. We were strange, not very tactful 

people, speaking with an accent. It is obvious now, but it is also 

obvious that everything we did has its deepest roots in Moscow 

conceptualism.

A N U F R I E V   You guys existed in the partly imaginative world of 

art, but correctly understood its paradigms. In my view, it was a 

very British art with a well defined theme of trauma. And that was 

very important. Nobody even touched it at that time. The activity 

of Collective Actions is a metaphysical world with metaphysical 

heroes, actors, viewers. There is nothing concrete in there. But in 

your work, I felt a very pronounced physiology, which was not 

articulated in the Russian consciousness of that time at all. Prob-

ably because the Russian consciousness works with conceived 
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Û·ÓÊÂÒÚ‚ÓÏ Ë ÌÂÓ·ıÓ‰ËÏ˚ÏË ÍÓÏÔÓÌÂÌÚ‡ÏË, ÍÓÚÓ˚ı ÌÂÚ ‚ Í‡ÚÂ„ÓË‡Î¸ÌÓÏ ÏËÂ: 
ÚÂÏÔÂ‡ÚÛ‡, Á‡Ô‡ı, ÚÛÔÓÒÚ¸  ·˚ÚÓ‚˚ı ÒËÚÛ‡ˆËÈ, ÒÓÒÚÓflÌËÈ, Í‡Í‡fl-ÚÓ ÒÚ‡ÌÌ‡fl 
‡„ÂÒÒË‚ÌÓÒÚ¸ ËÁ ÌËÓÚÍÛ‰‡, ‡„ÂÒÒË‚ÌÓÒÚ¸ Ò‡Ï‡ ÔÓ ÒÂ·Â.
á Ä ï Ä ê é Ç   í˚ ÓÔËÒ˚‚‡Â¯¸ Í‡ÚÂ„ÓË˛ ÒÓ‚ÂÚÒÍÓÈ Ú‡‚Ï˚?
Ä ç ì î ê à Ö Ç   ÇÓÓ·˘Â ‡ÛÛ ‚‡¯Ëı ÔÓËÁ‚Â‰ÂÌËÈ. ç‡ÔËÏÂ, è‡ÙÂÌÓÌ - ÏÌÂ ÓÌ 
Í‡Á‡ÎÒfl ˜ÂÏ-ÚÓ Ú‡‚Ï‡ÚË˜ÂÒÍËÏ, ıÛÔÍËÏ, Í‡Í ·Û‰ÚÓ ÓÌ ·˚Î ËÁ ÒÚÂÍÎ‡. Ç ÌÂÏ 
·˚ÎÓ ˜ÚÓ-ÚÓ ·ÓÎÂÁÌÂÌÌÓÂ, Ë ‚ ÚÓ ÊÂ ‚ÂÏfl ˝ÚÓ ·˚ÎÓ Á‰ÓÓ‚Ó Ë ËÁfl˘ÌÓ. ÇÒfl ‚‡¯‡ 
ËÌÒÚ‡ÎÎflˆËfl Û ÄÎÂÍÒÂÂ‚‡ 23 ·˚Î‡ ÔÓÒÚÓÂÌ‡ Ì‡ Ó˜ÂÌ¸ ÒÎÓÊÌ˚ı  ÙËÁËÓÎÓ„Ë˜ÂÒÍËı 
‡·Â‡ˆËflı, Ò‚flÁ‡ÌÌ˚ı Í‡Í Ò ÌÂ„‡ÚË‚Ì˚ÏË, Ú‡Í Ë Ò ÔÓÁËÚË‚Ì˚ÏË Ó˘Û˘ÂÌËflÏË. 
èÓÁËÚË‚Ì˚Â ‚ÓÁÌËÍ‡ÎË Í‡Í ‡Î¸ÚÂÌ‡ÚË‚‡ ÚÂÏ ÌÂ„‡ÚË‚Ì˚Ï, ÍÓÚÓ˚Â ‚˚ ‚˚ÒÚ‡Ë‚‡ÎË. 
Ç˚ ‚˚ÒÚ‡Ë‚‡ÎË ÒËÚÛ‡ˆË˛ “‚ËÎ”, ÍÓ„‰‡ ÁËÚÂÎfl ÔËÔÂ‡˛Ú Í ÒÚÂÌÂ, Ï‡ÚÂflÚ Ë 
Ó‰ÌÓ‚ÂÏÂÌÌÓ ÔÓ-‰ÛÊÂÒÍË ÔÓıÎÓÔ˚‚‡˛Ú ÔÓ ÔÎÂ˜Û Ë ÒÏÂ˛ÚÒfl. á‰ÂÒ¸ ·˚ÎÓ ˜ÚÓ-
ÚÓ ¯ÍÓÎ¸ÌÓÂ. ÑËÒÍÓÏÙÓÚ, ÍÓÚÓ˚È Ï˚ ËÒÔ˚Ú˚‚‡ÂÏ ‚ ¯ÍÓÎÂ, ‚ ÚÓ ÊÂ ‚ÂÏfl 
ÔÓ·Ë‚‡˛˘ËÈÒfl, ‚ÂÒÂÌÌËÈ, ÔÛ·ÂÚaÚÌ˚È ‚ÓÒÚÓ„ ‚ÍÛÔÂ Ò Ó·˘ËÏ ÔÛ·ÂÚaÚÌ˚Ï 
ÊÂ ‰ËÒÍÓÏÙÓÚÓÏ. ì ‚‡Ò ‚Òfi ·˚ÎÓ Ò‚flÁ‡ÌÓ Ò ÙËÁËÓÎÓ„ËÂÈ, Ò ÍÓÌÍÂÚÌÓÒÚ¸˛, Ò 
ÚÂÎÂÒÌÓÒÚ¸˛, Ò ÚÂÏË ‚Â˘‡ÏË, ÍÓÚÓ˚Â ÔÓ‡·‡Ú˚‚‡ÎËÒ¸ ‚ ËÒÍÛÒÒÚ‚Â ÁÌ‡˜ËÚÂÎ¸ÌÓ 
ÔÓÁÊÂ. ÇÓÓ·˘Â ‚˚ ÏÌÓ„ÓÂ ÔÂ‰ÒÍ‡Á‡ÎË, ̃ ÚÓ ·˚ÎÓ ÔÓÚÓÏ, ‚ 90-Â „Ó‰˚. à ‚ Á‡Ô‡‰ÌÓÏ 
ËÒÍÛÒÒÚ‚Â ÚÓÊÂ. èÓÒÚÓ Ì‡ á‡Ô‡‰Â ‚Òfi ̋ ÚÓ ‰Ó‚Ó‰ËÎÓÒ¸  ‰Ó ÚÛÔÓÒÚË. 
á Ä ï Ä ê é Ç   àÌÚÂÂÒÌÓ, ˜ÚÓ Ú˚ ÓÔflÚ¸ ‚ÓÁ‚‡˘‡Â¯¸Òfl Í ÚÂÎÂÒÌÓÒÚË. ÑÎfl ÏÂÌfl ˝ÚÓ 
ÌÂÓ·˚˜Ì˚È ‡ÍÛÒ ‰ÂflÚÂÎ¸ÌÓÒÚË ëá. Ñ‡, Û Ì‡Ò ·˚Î‡, Ì‡ÔËÏÂ, ‡·ÓÚ‡  ã‡ÒÍË Ë  ÔÓˆÂÎÛË 
‰ÂÎ‡˛Ú Î˛‰ÂÈ ÛÓ‰ÎË‚˚ÏË, ÍÓÚÓÛ˛ ËÁ˙flÎË Í‡„˝·˝¯ÌËÍË ÔË Ó·˚ÒÍÂ Û çËÍËÚ˚ 
ÄÎÂÍÒÂÂ‚‡ ‚ 1983 „Ó‰Û…24   çÓ ‰ÛÏ‡˛, ˜ÚÓ ÔÓ‰ ÚÂÎÂÒÌÓÒÚ¸˛ Ú˚ ÔÓ‰‡ÁÛÏÂ‚‡Â¯¸,  
ÂÒÎË Ú‡Í ÏÓÊÌÓ ÒÍ‡Á‡Ú¸, ‡ÍÚË‚ÌÓÒÚ¸ ÚÂÎ ëá, Ëı ÔÂÙÓÏ‡ÌÒÌÓÒÚ¸. CÓ·ÒÚ‚ÂÌÌÓ, 
Ì‡¯Ë ÚÂÎ‡ ËÎË ÚÛ¯ÍË ÒÓ‚ÂÚÒÍËı ÍÛËˆ, ÍÓÚÓ˚ÏË Ï˚ Ï‡ÌËÔÛÎËÓ‚‡ÎË ‚ ‡ÍˆËË Û 
åË¯Ë êÓ¯‡Îfl 25,  ÌË˜ÂÏ ÌÂ ÓÚÎË˜‡ÎËÒ¸ - Ë ÚÓ, Ë ‰Û„ÓÂ ·˚ÎÓ ÌÂÍËÏ Ì‡˜‡Î¸Ì˚Ï, 
ÌÂÛÏÂÒÚÌ˚Ï ÚÓ„‰‡ “·Ó‰Ë-‡ÚÓÏ”. à ‚ ˝ÚÓÏ ÒÏ˚ÒÎÂ, Ì‡‚ÂÌÓe, ÏÓÊÌÓ „Ó‚ÓËÚ¸ Ó 
Í‡ÍÓÈ-ÚÓ ÚÂÎÂÒÌÓÒÚË Ë ‚ ‰Û„Ëı ‡·ÓÚ‡ı ëá.

notions and categories. So everything of that time, from Kabakov 

to Toadstools, was categorical. Meanwhile, in your art, there was 

real life with its miserable but so indispensable components, 

which do not exist in the categorical world: temperature, smell, 

the stupidity of everyday situations. There was that strange ag-

gression, aggression from nowhere, aggression by itself.

Z A K H A R O V Are you describing the phenomenon of Soviet trauma?

A N U F R I E V   Just in general, the very aura of your works. Take, 

for example, your Parthenon. It looked to me almost traumatic, 

fragile, as if it were made of glass. There was something achingly 

tender in it, and yet healthy and elegant. Take, for example, your 

installation at Alexeev’s. It was built on very comprehensive physi-

ological aberrations, connected with negative as well as positive 

feelings. The positive were alternatives to the negative ones that 

you built. You created that fork-like situation when a spectator is 

forced against the wall and insulted, while simultaneously being 

patted on the shoulder and encouraged to laugh. It was school-

like. Some discomfort that we all lived through at school, yet at 

the same time that adolescent happiness, together with that 

all-encompassing, adolescent discomfort. In fact, everything you 

did was connected with physiology, the body, concreteness, all 

those things that came around in art much later. Really, you pre-

dicted a lot of stuff of the 1990s. And that includes the western 

art also. Only all of it was dumbed down in the west. 

Z A K H A R O V  It is interesting that you bring it all back to physiology. 

To me, that’s an unusual view of our work. Yes, there were some 

works like Caresses and Kisses Make People Ugly, which the 

KGB confiscated during the search of Nikita Alexeev’s apartment 

in 1983. But really our bodies were no different from the bodies 

of the dead chickens we used for the performance at Misha 

Roshal’s. In any case, it was a “body art” that did not fit in the situ-

ation of that time. In this sense, there was physiology in many 

other works of SZ that few know now.
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Ä çìîêàÖÇ  ì ‚‡Ò ·˚ÎË ËÁfl˘Ì˚Â Ì‡ÏÂÚÍË, ̋ ÚÓ ÌÂ ·˚ÎÓ ÒÓ·ÒÚ‚ÂÌÌÓ ÓÚÍ˚ÚËÂÏ ÚÂÏ˚, 
Û ‚‡Ò ·˚ÎÓ ÏÌÓÊÂÒÚ‚Ó Í‡Ò‡ÌËÈ Ë ÏÌÓÊÂÒÚ‚Ó Ì‡˜‡Ú˚ı ÚÂÏ Ë ÎËÌËÈ, ÍÓÚÓ˚Â ÔÓÚÓÏ 
ÌÂ ‡Á‚ËÎËÒ¸. íÓ, ˜ÚÓ ‰ÂÎ‡ÎË ‚˚, ·˚ÎÓ ‡Á‚Â‰˚‚‡ÌËÂÏ ÌÂËÁ‚ÂÒÚÌ˚ı ÚÂËÚÓËÈ. 
Ç˚ ÏÌÓ„ÓÂ ÓÔÂ‰ÂÎËÎË, Ì‡˜‡ÎË, ̃ ÚÓ ÔÓÚÓÏ ÛÊÂ ‰Û„ËÏË ‡Á‚Ë‚‡ÎÓÒ¸.
á Ä ï Ä ê é Ç   Ñ‡, ˝ÚÓ Ó˜ÂÌ¸ Ô‡‚ËÎ¸ÌÓ. ç‡ÔËÏÂ, Ë‰ÂË CËÏÛÎflˆËË ‚ ÍÛÎ¸ÚÛÂ, 
ëÓ‡‚ÚÓÒÚ‚‡, á‡ÔÓÎÌÂÌËfl ÌË¯ Ë ‰Û„ËÂ. í‡ÍÊÂ ÌÂÓÊË‰‡ÌÌ˚Ï ·˚ÎÓ ‡ÒÒÏÓÚÂÌËÂ 
ÚÓ„‰‡ Ò‡ÏÓ„Ó ÔÓÌflÚËfl “‚˚ÒÚ‡‚ÍË” Í‡Í ÔÓˆÂÒÒ‡. í˚ ÛÔÓÏflÌÛÎ ÛÊÂ ‚˚ÒÚ‡‚ÍÛ Ò 
ÊÂÎÚ˚-ÏË Ó·ÓflÏË - ̋ ÚÓ ·˚Î‡ 1-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá, ÌÓ ÂÒÎË Ú˚ ÔÓÏÌË¯¸, 
Á‡ ÌÂÈ ÔÓÒÎÂ‰Ó‚‡ÎË Â˘fi ÚË ÔÂÒÓÌ‡Î¸Ì˚Â ‚˚ÒÚ‡‚ÍË. Ç ÓÒÌÓ‚Â Ëı ·˚ÎË Ó‰ÌË 
Ë ÚÂ ÊÂ ‡·ÓÚ˚, ÌÓ ‚ Ó‰ÌÓÏ ÒÎÛ˜‡Â ˝ÚÓ ·˚Î‡ ‚˚ÒÚ‡‚Í‡ Û çËÍËÚ˚, ÍÓÚÓÛ˛ Ú˚ 
‚Ë‰ÂÎ; ‚ÚÓ‡fl - Û êÓ¯‡Îfl - ËÏÂÎ‡ ÙÓÏÛ ‡ÍˆËË: Ï˚ ÎÂÊ‡ÎË Ì‡ ÔÓÎÛ Ë ‚ÂÚÂÎË 
ÍÛËˆ‡ÏË; ÚÂÚ¸fl - ÔÂÂÌÓÒÌ‡fl ‚˚ÒÚ‡‚Í‡, ÍÓ„‰‡ Ï˚ ıÓ‰ËÎË ÔÓ ıÛ‰ÓÊÌËÍ‡Ï ‚ Ï‡ÒÍ‡ı, 
‚Â¯‡ÎË ÒÚÛÎ Ì‡ ÔÎÂ˜Ë Ë ‡Á˚„˚‚‡ÎË ÚÓ ÊÂ Ò‡ÏÓÂ, ÌÓ ‚ ‚Ë‰Â ÔÂÙÓÏ‡ÌÒ‡, ËÎË 
‚˚ÒÚ‡‚Í‡ ‚ ÙÓÏÂ ÍÓÌˆÂÚ‡ Ì‡ BÂ˜ÂÂ ‰ËÎÂÚ‡ÌÚÒÍÓÈ ÏÛÁ˚ÍË. ùÚÓ ·˚Î ‚‡ÊÌ˚È ̋ Ú‡Ô, 
ÍÓÚÓ˚È ÔÂ‰ÔÓÎ‡„‡Î ‰‡Î¸ÌÂÈ¯ÂÂ ‡ÍÚË‚ÌÓÂ ‡Á‚ËÚËÂ ÔÓÌflÚËÈ “ÙÛÌÍˆËÓÌËÓ‚‡ÌËÂ 
‚ ÍÛÎ¸ÚÛÂ” Ë “‰ÂflÚÂÎ¸ÌÓÒÚ¸”. ÇÂ‰¸ ˝ÚË ÔÓÌflÚËfl ÒÚ‡ÎË ‰Îfl Ì‡Ò ÓÒÌÓ‚Ì˚ÏË. å˚ 
ÓÒÓÁÌ‡ÎË Ò‚Ó˛ ‡·ÓÚÛ Í‡Í ÔÓˆÂÒÒ. èËÏÂ ˝ÚÓÏÛ ÎËÌËfl èÓ‰·‡Ò˚‚‡ÌËfl Ë‰ÂÈ, 
ÍÓÚÓÛ˛ Ï˚ ‚ ÒËÎÛ ÓÚ˙ÂÁ‰‡ ÇËÚË ÎË¯¸ Ì‡ÏÂÚËÎË, ÌÓ ÍÓÚÓÛ˛ Ï˚ Ò ÚÓ·ÓÈ Ô˚Ú‡ÎËÒ¸ 
ÔÓÚÓÏ ‡Á‚ËÚ¸, ‚˚ÚflÌÛÚ¸. ç‡Ï ÂÒÚ¸ ˜ÚÓ ÔÓ‰ÓÎÊ‡Ú¸ ÒÂ„Ó‰Ìfl, ÌÓ ˝ÚÓ ÓÚÌ˛‰¸ ÌÂ 
ÏÂı‡ÌË˜ÂÒÍÓÂ ÔÓ‰ÓÎÊÂÌËÂ ÌÂÓÍÓÌ˜ÂÌÌ˚ı ‡·ÓÚ. å˚ Ì‡ÏÂÚËÎË ÚÓ„‰‡ ‰ÓÒÚ‡ÚÓ˜ÌÓ 
·ÓÎ¸¯Û˛ ‡ÍÚË‚ÌÛ˛ ÚÂËÚÓË˛, ÍÓÚÓ‡fl ÒÂ„Ó‰Ìfl, Í‡Í ÓÍ‡Á˚‚‡ÂÚÒfl, ÒÚÓÎ¸ ÊÂ 
ËÌÚÂÂÒÌ‡, Í‡Í Ë 25 ÎÂÚ Ì‡Á‡‰. íÓ, ̃ ÚÓ ÇËÚfl ÒÂÈ˜‡Ò ÔÂ‰ÎÓÊËÎ ÏÌÂ Ò‰ÂÎ‡Ú¸, ̋ ÚÓ ÌÓ‚˚Â, 
Î˛·ÓÔ˚ÚÌ˚Â Ë‰ÂË, ÌÓ Ë‰Û˘ËÂ ÌÂ ÓÚ Á‡·Ó¯ÂÌÌÓÈ ÚÂËÚÓËË, ‡ ËÁ ÔÓ‰„ÓÚÓ‚ÎÂÌÌÓ„Ó 
Í ‰ÂÈÒÚ‚Ë˛ ÔÓÒÚ‡ÌÒÚ‚‡. éÌ ÓÚÚÓÎÍÌÛÎÒfl ÓÚ Í‡ÍÓÈ-ÚÓ ÒÛ˘ÂÒÚ‚Ó‚‡‚¯ÂÈ Ú‡Ï ÚÓ˜ÍË 
Ó˜ÂÌ¸ ÂÒÚÂÒÚ‚ÂÌÌÓ Ë ‚‰Û„ Ì‡˜‡Î ‡ÍÚË‚ÌÓ ‰‚Ë„‡Ú¸Òfl Ò Ó˘Û˘ÂÌËÂÏ, ˜ÚÓ Ï˚ ÊË‚˚Â 
ıÛ‰ÓÊÌËÍË, ‡  ÌÂ ÏÂÚ‚˚Â. 
Ä çìîêàÖÇ  ü ÚÓ„‰‡ Ó˘Û˘‡Î ÔËÓ‰Û ‚‡¯ÂÈ ‰ÂflÚÂÎ¸ÌÓÒÚË ËÏÂÌÌÓ Í‡Í ‰ÂflÚÂÎ¸ÌÓÒÚ¸, 

A N U F R I E V   You had beautiful previews, though not exactly the 

discovery, of a theme. You had a number of touches, a number 

of starting points, many of which were not developed. What you 

were doing was charting new territories. You started and defined 

a lot that others developed later.

Z A K H A R O V  Yes, that’s right. For example, Simulations in Culture, 

Co-authorships, Filling the Voids, and so on. There was also 

such an unexpected notion as the interpretation of an exhibition 

as a process. You noted the exhibition with the yellow wallpaper 

that was the first personal exhibition of SZ. There were three 

more. Formally, they were based on the same works. However, 

in the first case, it was the show at Nikita’s that you saw. The 

second, at Roshal’s, took the form of a performance, a puppet 

show in which dead chickens played our works. The third was a 

carry-on show. We brought it to other artists. We would arrive at 

one’s studio wearing masks, hang a chair on his shoulders, and 

give a show using tiny models of our works. The fourth exhibition 

was a concert we played at the Evening of Amateur Music. It was 

a very important stage in our work. We understood our work as 

a continuous process. For example, the line of “hand-out ideas,” 

which we started just before Victor’s departure and later tried to 

develop with you. We have a number of lines to continue, but it’s 

not a mechanical extension of unfinished works. We charted a 

very big, active territory, which, as it turned out, today is still as 

interesting as it was 25 years ago. What Vitya offered me were 

new and interesting ideas that came not from an old, forgotten 

territory, but rather from a well developed, still active dimension. 

He just took off from some point that existed there in the past and 

started to move forward, very freely, with the sense that we are 

living, breathing artists.

A N U F R I E V   Back then I understood your activity as a perpetuat-

ing activity rather than just the creation of artifacts which eventually 

have to be put in a portfolio. An important and unusual side of 
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ÌÂ Í‡Í ÒÓÁ‰‡ÌËÂ ‡ÚÂÙ‡ÍÚÓ‚, ÍÓÚÓ˚Â Á‡ÚÂÏ ÔÓ‰¯Ë‚‡˛ÚÒfl ‚ ÔÓÚÙÓÎËÓ. Ç‡ÊÌ˚Ï Ë 
ÌÂÓ·˚˜Ì˚Ï ·˚ÎÓ ÚÓ, ̃ ÚÓ ‚˚ ÔÓ‰˜‡Ò „Ó‚ÓËÎË ÌÂ˜ÚÓ ‚‡Ï Ò‡ÏËÏ ÌÂflÒÌÓe – ÓÌÓ ·ÂÁÊË-  
ÎÓ „‰Â-ÚÓ, ÔÓÒÍÓÎ¸ÍÛ ‚˚ Á‡ÌËÏ‡ÎËÒ¸ Î‡·Ó‡ÚÓÌ˚Ï ÔÓËÒÍÓÏ. ì ÏÂÌfl ‚˚Á˚‚‡Î ÔËflÚ-
ÌÓÂ Ó˘Û˘ÂÌËÂ ÚÓÚ Ù‡ÍÚ, ̃ ÚÓ ‚˚ Á‡ÎÂÁ‡ÎË ‚ Ú‡·ÛËÓ‚‡ÌÌ˚Â ÁÓÌ˚, ÔË ̋ ÚÓÏ ‚‡ÊÌÓ, ̃ ÚÓ 
ÌÂ„ÎÛ·ÓÍÓ. Ñ‡ÊÂ ‚˚ÒÚ‡‚ÎÂÌÌ˚Â ‚‡ÏË ÙÓÚÓ„‡ÙËË, Á‡ ÍÓÚÓ˚Â ‚‡Ò ÏÓ„ÎË Ó·‚ËÌËÚ¸ ‚ 
ÔÂ‰Â‡ÒÚËË, - ̋ ÚÓ ·˚Î‡ ÌÂÎÓ‚Í‡fl ÚÂÏ‡, ‚ ÍÓÚÓÓÈ ‚˚ Ó˜ÂÌ¸ ÎÓ‚ÍÓ, ÒÛÔÂÍ‡ÒË‚Ó ÒÂ·fl 
ÔÓÁËˆËÓÌËÓ‚‡ÎË. ü ·˚ Ì‡Á‚‡Î ‚‡¯Û ‰ÂflÚÂÎ¸ÌÓÒÚ¸  ‡ÍÚÛ‡ÎËÁ‡ˆËÂÈ Î‡ÚÂÌÚÌ˚ı ÒÙÂ 
Ë ÒÓÒÚÓflÌËÈ: Î‡ÚÂÌÚÌ˚ı „ÓÏÓÒÂÍÒÛ‡ÎËÁÏ‡, Ò‡‰ÓÏ‡ÁÓıËÁÏ‡, ÎÛÌ‡ÚËÁÏ‡, ÒÓÒÚÓflÌËÈ, 
‚˚‡ÒÚ‡˛˘Ëı ‚ Ô‡ÚÓÎÓ„ËË. åÌÂ ‚ÒÔÓÏËÌ‡ÂÚÒfl ‡ÒÒÍ‡Á ‰ÓÍÚÓ‡ ë‡ÏÓı‚‡ÎÓ‚‡: ‚ 
ä˚ÏÛ ‚ Ì‡˜‡ÎÂ 90-ı ·˚Î ˜ÂÎÓ‚ÂÍ, ÍÓÚÓ˚È ıÓ‰ËÎ ÔÓ ÓÙËÒ‡Ï Ë ÔÂ‰Î‡„‡Î Ò‚ÓË 
ÛÒÎÛ„Ë, ÓÌ ‚ÒÚÛÔ‡Î ‚ Ó·˘ÂÌËÂ Ò ÓÙËÒÌ˚ÏË ‡·ÓÚÌËÍ‡ÏË, Ë ‚Òfi ·˚ÎÓ ÌÓÏ‡Î¸ÌÓ, 
ÔÓÍa ÓÌ Ìe ‰ÓÒÚ‡‚‡Î ÚÂÎÂÙÓÌ, Ò‰ÂÎ‡ÌÌ˚È ËÁ Í‡ÚÓÌ‡, Ò ÍÌÓÔÍ‡ÏË, ÔÓÍ‡¯ÂÌÌ˚ÏË 
¯‡ËÍÓ‚ÓÈ Û˜ÍÓÈ, Ë Ìe ‡ÒÍ˚‚‡Î Ô‡ÔÍÛ ËÁ ÔÓÏflÚÓ„Ó Í‡ÚÓÌ‡. íyÚ Ò‡ÁÛ ÒÚ‡ÌÓ‚ËÎÓÒ¸ 
ÔÓÌflÚÌÓ, ÍÚÓ ÓÌ Ú‡ÍÓÈ. HÓ Ì‡ Í‡ÍÓÈ-ÚÓ ÏÓÏÂÌÚ ÂÏÛ Û‰‡‚‡ÎÓÒ¸ Á‡ı‚‡ÚËÚ¸ ‚ÌËÏ‡ÌËÂ. 
ùÚa ÒËÚÛ‡ˆËfl, ‚˚ÎÂÁ‡˛˘‡fl ÛÊÂ ‚ ÌÂ‚ÂÓflÚÌÛ˛ Ô‡ÚÓÎÓ„Ë˛, Î‡ÚÂÌÚÌÓ ÔËÒÛÚÒÚ‚ÛÂÚ 
‚ Î˛·ÓÏ ˜ÂÎÓ‚ÂÍÂ. íÓ ÂÒÚ¸ Î˛·ÓÈ ˜ÂÎÓ‚ÂÍ ‚ Í‡ÍÓÏ-ÚÓ ÒÏ˚ÒÎÂ fl‚ÎflÂÚÒfl Ú‡ÍËÏ 
˜ÂÎÓ‚ÂÍÓÏ. éÌ, Ú‡Í ÒÍ‡Á‡Ú¸, ÍË‰‡ÂÚ ÔÓÌÚ˚ Ë ÌÂ ÒÓ‚ÒÂÏ ÔÓÌËÏ‡ÂÚ, Ì‡ÒÍÓÎ¸ÍÓ ÓÌ 
ÔË ˝ÚÓÏ ÌÂ‡‰ÂÍ‚‡ÚÌÓ ‚˚„Îfl‰ËÚ. Ç ÔËÌˆËÔÂ Î˛·ÓÈ ˜ÂÎÓ‚ÂÍ ıÓ˜ÂÚ ÍËÍÌÛÚ¸ Ì‡ 
ÛÌËÚ‡Á ‚ ÌÂÍÓÏ Ô‡ÚÓÎÓ„ËÁËÓ‚‡ÌÌÓÏ ‚‡Ë‡ÌÚÂ. Ç Î‡ÚÂÌÚÌÓÏ ‚Ë‰Â ‚˚ ̋ ÚÓ ‚˚fl‚ÎflÎË 
(Ì‡ÔËÏÂ, ÍÓ„‰‡ ÒÚ‡‚ÎË‚‡ÎË ÒÚÛÎ Ò ÛÌËÚ‡ÁÓÏ). Ç˚ ÌÂ ÚÓ ˜ÚÓ·˚ ‚ÒÍ˚‚‡ÎË flÁ‚˚, 
ÔÓÓÍË, „ÌÓÈÌËÍË (˝ÚÓ ·˚ÎÓ ·˚ ˜Û‰Ó‚Ë˘ÌÓ), ‚˚ ‚ÒÍ˚‚‡ÎË ÒÚ‡ÌÌ˚Â ÒÓÒÚÓflÌËfl, ‚ 
ÍÓÚÓ˚ı, ‚ Ó·˘ÂÏ-ÚÓ, Ë ÌË˜Â„Ó ÔÎÓıÓ„Ó ÌÂÚ, ÌÓ ̋ ÚË ÒÓÒÚÓflÌËfl ‚˚Á˚‚‡˛Ú Ó˘Û˘ÂÌËÂ 
ÌÂÎÓ‚ÍÓÒÚË Ë ÌÂ ‡ÒcÓˆËËÛ˛ÚÒfl Ò ÔÓÌflÚËÂÏ Ò‚ÂÚÒÍÓ„Ó ÔÓ‚Â‰ÂÌËfl, Ò ıÓÓ¯ËÏË 
Ï‡ÌÂ‡ÏË. Ç˚ ‡·ÓÚ‡ÎË Ò ‡ÍÚÛ‡ÎËÁ‡ˆËÂÈ Î‡ÚÂÌÚÌ˚ı ÌÂ‚ÓÁÓ‚.
á Ä ï Ä ê é Ç   Ñ‡, ÌÓ  Î‡ÚÂÌÚÌ˚Â ÒÓÒÚÓflÌËfl ÌÂÎ¸Áfl ̋ ÍÒÚ‡ÔÓÎËÓ‚‡Ú¸ Ì‡ ‚Ò˛ ‰ÂflÚÂÎ¸-
ÌÓÒÚ¸ ëá,  åÂ‰„ÂÏÂÌÂ‚ÚËÍ‡ 26 ̋ ÚËÏ Á‡ÌflÎ‡Ò¸ ‡ÍÚË‚ÌÓ. ïÓÚfl ‰Îfl ëá ÚÂÏ‡ Î‡ÚÂÌÚÌÓÒÚË 
·˚Î‡ Ó˜ÂÌ¸ ‚‡ÊÌ‡. T˚ ÔÂ‚˚È, ÍÚÓ Ó·‡ÚËÎ Ì‡ ÌÂfi ‚ÌËÏ‡ÌËÂ.

what you were doing was that you were saying things about 

yourself that you were not definitely sure of, and that’s because 

you were in the process of laboratory research. I felt good about 

the fact that you were getting into taboo areas and art that was 

not too deep, which was good. Even the photos of you, for which 

you could be accused of homosexuality… It was an awkward 

theme, but even there, you superimposed yourself with great 

tact. I would call your activity at the time actualization of latent 

states, such as latent homosexuality, latent sadomasochism, 

latent lunacy, the very states growing into pathology. There was 

a story I’ve heard from Dr. Samokhvalov: it was in the Crimea in 

the early 1990s. There was a guy who was walking around the 

town, going into different offices, offering his help. And to a point, 

it seemed all right, but then he would take a cardboard telephone 

with buttons drawn in with a ball-point pen, open a very crumbled 

folder, and it was obvious at that point who he was, but for some 

time, it was not obvious. That situation smacks of real pathology, 

but latently it is in every one of us. It’s like everybody pretends 

to be something while not fully understanding how inadequate 

he looks. In principle, everybody wants to scream at the toilet in 

some pathologic sense. In latent form, you did show it (as in the 

case when you incited a fight between a toilet and a chair). It was 

not that you opened the wounds and ills (that would be awful), 

but you opened those strange states in which there is nothing 

bad, really, but these states induce a state of awkwardness, 

since they are not associated with polite behavior. You worked 

with the actualization of latent neuroses.

Z A K H A R O V  That’s right, but these latent states cannot be 

extrapolated on all the activity of SZ. And it is MedHermeneutics 

who worked with them actively.  We cannot ascribe everything to 

the theme of latency, though it is very important indeed. In fact, 

you are the first one to note it.
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ÉÂ‡Î¸‰Ë˜ÂÒÍ‡fl ÒÂËfl

 The SZ Heralds series
 

ÉÂ‡Î¸‰Ë˜ÂÒÍ‡fl ˝Ï·ÎÂÏ‡ ëá, Ò‰ÂÎ‡ÌÌ‡fl ‰Îfl 2-È ÔÂÒÓÌ‡Î¸ÌÓÈ ‚˚ÒÚ‡‚ÍË ëá, 1983 

 SZ Heraldic Emblem (paper, application), made especially for the 

 2nd personal SZ exhibition. 

ëÎÂ‚‡: èÓflÒÌËÚÂÎ¸Ì˚È ÚÂÍÒÚ Ç. ëÍÂÒËÒ‡ Í „Â‡Î¸‰ËÍÂ ëá, 1983

 On the left: descriptive text for SZ Heralds series written and illustrated 

 by Victor Skersis.

“What can I say about SZ? I would answer with the following drawing. This drawing is the 

activity SZ. Our figures are our works. The cross on which we are standing represents four 

widening roads. You know them. The roads are limited by a boundary line. You look beyond 

the boundary. My hand is raised in the plane of the vertical square - the sign of exit into another 

dimention. Division in two is the sign of communion. The upper triangle is his sign. Simulating 

the emptiness he fills the niche of humanity; transforming us, he makes the phantoms 

materialize”. V. Skersis  2.08.83

ç‡ ÔÓÚË‚ÓÔÓÎÓÊÌÓÈ ÒÚ‡ÌËˆÂ: ÉÂ‡Î¸‰Ë˜ÂÒÍ‡fl ˝Ï·ÎÂÏ‡ ëá, 1983

The opposite page, on the right: SZ Herald Emblem (1983). 





Ä ç ì î ê à Ö Ç   ùÚÓ ÔÒËıÓ‡Ì‡ÎËÚË˜ÂÒÍ‡fl ÚÂÏ‡. Ç˚ ÔÓÎÂ˜Ë‚‡ÎË, Í‡Í, ÍÒÚ‡ÚË, ˝ÚÓ 
‰ÂÎ‡Î Ë ëÓÓÍËÌ 27. èÓÎÂ˜Ë‚‡ÎË ÚÂÏ, ˜ÚÓ ÔÓÍ‡Á˚‚‡ÎË Í‡ÍËÂ-ÚÓ ‰ÓÒÚ‡ÚÓ˜ÌÓ ÔÒË-
ıÓÎÓ„Ë˜ÂÒÍË ‰ËÒÍÓÏÙÓÚÌ˚Â ÒÓÒÚÓflÌËfl ËÎË ÏÓÏÂÌÚ˚. é‰ÌÓ‚ÂÏÂÌÌÓ Á‰ÂÒ¸ ÌÂ 
·˚ÎÓ ‚ÌÛÚÂÌÌÂÈ ¯ËÁÓÙÂÌËË, ‚Òfi ·˚ÎÓ Á‰ÓÓ‚ÓÂ. à ÌÂ ·˚ÎÓ ‰‚ÛÒÏ˚ÒÎÂÌÌÓÒÚË. 
ì ‚‡Ò  ·˚Î‡ Á‰ÓÓ‚‡fl ‚ÌÛÚÂÌÌflfl ‡‚ÚÓÌÓÏÌÓÒÚ¸. ä‡Í ·Û‰ÚÓ ‰ÂÈÒÚ‚Ó‚‡ÎË ‰‚‡ 
‡Ì„ÎË˜‡ÌËÌ‡-ÍÓÌˆÂÔÚÛ‡ÎËÒÚ‡, ÔÓÒÂÎË‚¯ËÂÒfl Á‰ÂÒ¸. Ç˚ ‡·ÓÚ‡ÎË ÌÂ ‰Îfl á‡Ô‡‰‡. 
Ç˚ ‚ Í‡ÍÓÏ-ÚÓ ÒÏ˚ÒÎÂ Ò‡ÏË ·˚ÎË á‡Ô‡‰ÓÏ. òËÁÓÙÂÌËfl ÚÓ„‰‡ ‚ åÓÒÍ‚Â ·˚Î‡ 
ÏÂÈÌÒÚËÏÓÏ. ì ‚‡Ò ÌÂ ·˚ÎÓ ¯ËÁÓÙÂÌËË. Ç˚ ÍÓÌÍÂÚÌÓ Á‡ÌËÏ‡ÎËÒ¸ ËÒÍÛÒÒÚ‚ÓÏ 
Ë ÌÂÒÎË Ò‚Ó˛ ÏÂÛ ÓÚ‚ÂÚÒÚ‚ÂÌÌÓÒÚË Á‡ Ò‰ÂÎ‡ÌÌÓÂ ‚ ÒÓ‚ÂÚÒÍÓÏ ÒÓˆËÛÏÂ. Ç˚ ÌÂ 
ÒÚÂÏËÎËÒ¸ Û·ÂÊ‡Ú¸ ÓÚ ÌÂÂ. ùÚ‡ ‚˚ÒÓÍ‡fl ÒÚÂÔÂÌ¸ ÓÚ‚ÂÚÒÚ‚ÂÌÌÓÒÚË ‚‡ÊÌ‡ Ë ÒÂÈ˜‡Ò, 
ÔÓÚÓÏÛ ˜ÚÓ ÏÌÓ„ËÂ ıÛ‰ÓÊÌËÍË ‚Â‰ÛÚ ÒÂ·fl ‚ ËÒÍÛÒÒÚ‚Â ‰ÓÒÚ‡ÚÓ˜ÌÓ ‰‚ÛÒÏ˚ÒÎÂÌÌÓ. 
íÓ ÂÒÚ¸ ‚Ó‰Â ·˚ ˝ÚÓ ÒÓ‚ÂÏÂÌÌÓÂ ËÒÍÛÒÒÚ‚Ó, ÌÓ ‚Ó‰Â ·˚ Â„Ó Ë Ì‡ ÒÚÂÌÛ ÏÓÊÌÓ 
ÔÓ‚ÂÒËÚ¸ Ì‡ ‚ËÎÎÂ Û ÌÓ‚Ó„Ó ÛÒÒÍÓ„Ó. èÓ Í‡ÈÌÂÈ ÏÂÂ Ú‡Í ÓÌÓ Ï˚ÒÎËÚÒfl. çËÍÚÓ ÌÂ 
·ÂÂÚ Ì‡ ÒÂ·fl ÔÓÎÌÛ˛ ÓÚ‚ÂÚÒÚ‚ÂÌÌÓÒÚ¸ Á‡ ÚÓ, ̃ ÚÓ ‰ÂÎ‡ÂÚ. ùÚÓ ÒÚ‡ÎÍË‚‡ÂÚ ‚ ÒÙÂÛ 
‰ËÁ‡ÈÌ‡, ˜Â„Ó, ÂÒÚÂÒÚ‚ÂÌÌÓ, ÌÂ ·˚ÎÓ ÚÓ„‰‡, ÔÓÒÍÓÎ¸ÍÛ ÒÙÂ˚ ·˚ÎË ËÁÌ‡˜‡Î¸ÌÓ 
ÊÂÒÚÍÓ ‡Á„‡ÌË˜ÂÌ˚ Ò‡ÏÓÈ ÓÙËˆË‡Î¸ÌÓÈ ÒËÒÚÂÏÓÈ.
á ÄïÄêéÇ  çÓ Ï˚ Ò‡ÏË Á‡ÌËÏ‡ÎËÒ¸ ‰Îfl Á‡a·ÓÚÍ‡ ÍÌËÊÌ˚Ï ‰ËÁ‡ÈÌÓÏ… ü ÔÓÌËÏ‡˛, 
Ó ̃ fiÏ Ú˚ „Ó‚ÓË¯¸… àÌÚÂÂÒÌÓ ÚÓ, ̃ ÚÓ Û Ì‡Ò ·˚Î‡ ÔÓÔ˚ÚÍ‡ ÚÓÚ‡Î¸ÌÓ„Ó Û·Â„‡ÌËfl ÓÚ 
ÓÚ‚ÂÚÒÚ‚ÂÌÌÓÒÚË ‚ ÍÛÎ¸ÚÛÂ Ë ÒÓˆËÛÏÂ, ‚˚‡ÁË‚¯‡flÒfl ‚ Ë‰ÂÂ “cÓ‡‚ÚÓÒÚ‚‡”. ÖÒÎË 
ÔÓÏÌË¯¸, Ï˚ Ô˚Ú‡ÎËÒ¸ ‚ÓÈÚË ‚ ÒÓ‡‚ÚÓÒÚ‚Ó ÒÓ ÏÌÓ„ËÏË ÏÓÒÍÓ‚ÒÍËÏË ıÛ‰ÓÊÌËÍ‡ÏË. 
Å˚Î‡ ÔÓÔ˚ÚÍ‡ ÒÓÁ‰‡ÌËfl ‚ ÍÛÎ¸ÚÛÂ ÔÎ‡ÒÚ‡ ÔÓÏÂÊÛÚÓ˜Ì˚ı, “·ÂÁÓÚ‚ÂÚÒÚ‚ÂÌÌ˚ı” 
‡·ÓÚ. ÖÒÚÂÒÚ‚ÂÌÌÓ, ‚ÒÂ ÓÚÍ‡Á‡ÎËÒ¸. ü ˝ÚÛ ÎËÌË˛ ‡ÍÚË‚ÌÓ ÔÓ‰ÓÎÊ‡˛. ì ÏÂÌfl 
·˚ÎÓ ÏÌÓ„Ó ÒÓ‡‚ÚÓÓ‚, Ë ‰Ó ÒËı ÔÓ ‰Îfl ÏÂÌfl ̋ ÚÓ Ó‰ËÌ  ËÁ ‚‡ÊÌ˚ı Ë ÓÒÌÓ‚Ì˚ı ÏÂÚÓ-
‰Ó‚ ‡·ÓÚ˚. ëÓ‡‚ÚÓ – ˝ÚÓ Ï‡ÒÍ‡, Ë Ú˚ ÔËÍ˚‚‡Â¯¸Òfl Â˛ ÒÁ‡‰Ë Ë ‰‚Ë„‡Â¯¸Òfl 
ÒÓ‚Â¯ÂÌÌÓ Ò‚Ó·Ó‰ÌÓ ‚ ‰Û„ÓÏ Ì‡Ô‡‚ÎÂÌËË. ëÓ‡‚ÚÓ ÒÓÁ‰‡ÂÚ ÌÂÍÓÂ ÔËÍ˚ÚËÂ.  
çÓ Ò‰ÂÎ‡Ú¸ ÚÓ, ˜ÚÓ Ï˚ ÔÎ‡ÌËÓ‚‡ÎË, ‚ ÔÓÎÌÓÏ Ó·˙fiÏÂ ÏÌÂ ÔÓÒÚÓ ÌÂ ÔÓ‰ ÒËÎÛ.           
Ñ‡ Ë Ò‡ÏÓ ÔÓÌflÚËÂ ÓÚ‚ÂÚÒÚ‚ÂÌÌÓÒÚË ËÁÏÂÌËÎÓÒ¸.

A N U F R I E V   It is a psychoanalytic theme. You were curing it, 

just as Sorokin did, by the way. You were curing it by showing 

psychologically uncomfortable states and moments. Simultane-

ously, there was no schizophrenia. It was healthy. And there were 

no double meanings. You had that healthy autonomy. You did not 

work for the west; you were the west. Schizophrenia in Moscow 

was mainstream then. You did not have schizophrenia. You were 

doing concrete art and bore responsibility for your work in the So-

viet social structure. You did not try to escape from it. These high 

standards of responsibility are very important at present, too, 

because too many artists behave themselves in art in too contra-

dictory a fashion: on the one hand, it is contemporary art, yet, 

on the other, it could be hung on the wall in the country house 

of a new Russian. At least, it seems that way. Nobody is taking 

responsibility for what he is doing. This transforms art into design, 

which was unknown then, because both fields were separated 

by the official system.  

Z A K H A R O V  However, at that time we were making a living by 

doing book design.  But I understand what you are saying….

It is interesting that there was an attempt on our part to escape 

personal responsibility, which was incarnated in the idea of “co-

authorships.”  We tried to form co-authorships with a number of 

Moscow artists. It was an attempt to create a layer of “intermedi-

ate,” “irresponsible” artworks. Naturally, everybody backed off. 

But I keep on working on this idea. I was involved in a number of 

co-authorships. To me, even now it is one of the most important 

and most fundamental methods of work. A co-author is a mask. 

You cover your back with it and therefore can move very freely in 

a different direction. A co-author is a wonderful cover. But I could 

not do everything we planned then by myself. In addition, the 

meaning of responsibility has changed since then.
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Ä ç ì î ê à Ö Ç  àÌÚÂÂÒÌ‡fl ÚÂÏ‡ - Ï‡ÒÍË, ÔÓÒÍÓÎ¸ÍÛ ÓÌ‡ ‰ÓÒÚ‡ÚÓ˜ÌÓ Ó‰ËÓÁÌ‡fl Ë Ï‡ÎÓ 
ÍÓÏÛ ÔÓÌflÚÌ‡fl. ùÚÓ ‚‡ÊÌ‡fl ÔÓ·ÎÂÏ‡: fl Ò˜ËÚ‡˛, ̃ ÚÓ ÒÌflÚËÂ Ï‡ÒÍË Ò ‡ÍÚÂ‡ ‚ Ò‚ÓÂ 
‚ÂÏfl ÔË‚ÂÎÓ Í Â‚ÓÎ˛ˆËË, ˝ÚÓ ‰ÂÏÓÌËÁËÓ‚‡ÎÓ ÏË ÚÂ‡Ú‡. ëÌfl‚¯ËÈ Ï‡ÒÍÛ 
‡ÍÚÂ ÛÊÂ ÌÂ ÏÓÊÂÚ Á‡˘Ë˘‡Ú¸Òfl ÓÚ ˜ÛÊËı Ë‰ÂÌÚË˜ÌÓÒÚÂÈ, ÍÓÚÓ˚Â ÂÏÛ ‰Ó‚ÂÎÓÒ¸ 
Ë„‡Ú¸, Ë ÓÌ ÒÚ‡ÌÓ‚ËÚÒfl Ó·ÓÓÚÌÂÏ, ‚ ÚÓ ‚ÂÏfl Í‡Í ˜ÂÎÓ‚ÂÍ ‚ Ï‡ÒÍÂ Á‡˘Ë˘‡ÂÚ 
ÒÂ·fl, Ë ÔÓ˝ÚÓÏÛ ‚ÒÂ, ˜ÚÓ ÒÓı‡ÌËÎÓ Ï‡ÒÍË, fl ËÏÂ˛ ‚ ‚Ë‰Û ÍÓÏÂ‰Ë˛ ‰ÂÎ¸ ‡ÚÂ, ÌÂ 
Ò˜ËÚ‡fl Ú‡‰ËˆËÓÌÌ˚ı ‚ÓÒÚÓ˜Ì˚ı ÙÓÏ, ÒÓı‡ÌËÎÓ Ò‚Ó˛ ÔÓÁËÚË‚ÌÛ˛ ÔËÓ‰Û. 
ÇÂÒ¸ ÓÒÚ‡Î¸ÌÓÈ ÚÂ‡Ú ‰ÂÏÓÌËÁËÓ‚‡ÎÒfl. ÇÒÂ ‡ÍÚÂ˚ - ˝ÚÓ Ó·ÓÓÚÌË. à ÚÓ, ˜ÚÓ 
‚˚ ‡·ÓÚ‡ÎË Ò Ï‡ÒÍ‡ÏË, ÚÓÊÂ Ó˜ÂÌ¸ ‚‡ÊÌÓ. íÂÏ Ò‡Ï˚Ï ‚˚ ‚ÚÓ„‡ÎËÒ¸ ‚  ÏË ‰ËÒ-
ÍÓÏÙÓÚÌ˚ı ÒÓÒÚÓflÌËÈ ÒÓÁÌ‡ÌËfl, ÔÒËıËÍË, ÔÒËıÓÒÓÏ‡ÚËÍË, Á‡˘Ë˘‡flÒ¸. ÑÛ„ËÂ 
Ë‰ÂÌÚË˜ÌÓÒÚË, Ò ÍÓÚÓ˚ÏË ‚˚ ‡·ÓÚ‡ÎË Ë Í ÍÓÚÓ˚Ï ‡ÔÂÎÎËÓ‚‡ÎË, ÌÂ ÏÓ„ÎË ‚‡Ò 
Á‡ı‚‡ÚËÚ¸, ÓÌË ÒÓÒÍ‡Î¸Á˚‚‡ÎË. 
á Ä ï Ä ê é Ç   ÄÍÚfi, ÒÌfl‚¯ËÈ Ï‡ÒÍÛ, ÛÌË˜ÚÓÊ‡ÂÚÒfl Â‡Î¸ÌÓÒÚ¸˛ Ë ÒÓˆËÛÏÓÏ. í˚ ˝ÚÓ 
ËÏÂÂ¯¸ ‚ ‚Ë‰Û? àÌÚÂÂÒÌÓ ‚˚fl‚ËÚ¸ ‡ÁÎË˜ËÂ ÏÂÊ‰Û Ï‡ÒÍÓÈ Ë ÔÂÒÓÌ‡ÊÂÏ. ÑÎfl 
ÏÓÒÍÓ‚ÒÍÓÈ ÒËÚÛ‡ˆËË ˝ÚÓ ‚‡ÊÌ˚Â ÚÂÏËÌ˚ Ë Í‡ÚÂ„ÓËË. Ç ˜ÂÏ ÓÚÎË˜ËÂ Ï‡ÒÍË ÓÚ 
ÔÂÒÓÌ‡Ê‡? à ‚ ÚÓÏ, Ë ‚ ‰Û„ÓÏ ÒÎÛ˜‡Â ̋ ÚÓ ÙÓÏ‡ ÓÒ‚ÓÂÌËfl ‰Û„Ó„Ó ÔÓÒÚ‡ÌÒÚ‚‡ 
‚ ‰Û„ÓÏ Ó·ÎË˜ËË, ‚ ÒÍ‡Ù‡Ì‰Â ËÁ ̃ ÛÊÓÈ ÍÓÊË, ÂÒÎË Ú‡Í ÏÓÊÌÓ ‚˚‡ÁËÚ¸Òfl. ì ÚÂ·fl 
·˚ÎË Ï‡ÒÍË, Ú˚ ‚ Ó‰ËÌ ËÁ ÔÂËÓ‰Ó‚ ÔÓ‰ÔËÒ˚‚‡ÎÒfl ‡ÁÌ˚ÏË ËÏÂÌ‡ÏË ÚËÔ‡ òÌ˚¸, 
Ä„ÂÌÚ, òÚÛˆÂ… í˚ Ò˜ËÚ‡Â¯¸, ̃ ÚÓ „ÛÔÔ‡ ëá ·ÓÎ¸¯Â Ò‚flÁ‡Ì‡ Ò Ï‡ÒÍ‡ÏË? 
Ä ç ìî ê à Ö Ç  Ñ‡ÊÂ ÔÓÒÚÓflÌÌÓÂ Ò˚‚‡ÌËÂ Ï‡ÒÍË Ë Ó·Ì‡ÊÂÌËÂ ÚÂÎÂÒÌÓÒÚË ÌÂ Ò‚flÁ‡ÌÓ 
Ò Ó·ÓoÚÌË˜ÂÒÚ‚ÓÏ. ùÚÓ ÏÓÏÂÌÚ ËÒÚËÌ˚. ì ‚ac ·˚Îa ‡·ÓÚ‡ Ì‡ ‚˚ÒÚ‡‚ÍÂ, „‰Â ‚˚ 
Ó·ÓÁÌ‡˜‡ÎË ÚÓ˜Í‡ÏË ÏÂÒÚ‡ Ì‡ ÚÂÎÂ ÁËÚÂÎfl (˜ÚÓ-ÚÓ ÚËÔ‡ ‡ÍÛÔÛÌÍÚÛ˚), ÒÓÁ‰‡‚‡fl 
ÂÏÛ Í‡Í ·˚ Ï‡„Ë˜ÂÒÍÛ˛ Á‡˘ËÚÛ. àÎË ÚÂ ÊÂ Ò‡Ï˚Â Ï‡ÌËÔÛÎflˆËË Ò ÔÂ‰ÏÂÚ‡ÏË, 
ÔÓÒÚÓÂÌÌ˚Â Í‡Í ‡ı‡Ë˜ÂÒÍËÂ Ï‡„Ë˜ÂÒÍËÂ ËÚÛ‡Î˚. ÇÓ ‚ÒÂı ‡ı‡Ë˜ÂÒÍËı ÍÛÎ¸ÚÛ‡ı  
·˚ÎË Ï‡ÒÍË Ë Á‡ÍÎËÌ‡ÌËfl, ‚˚ÔÓÎÌfl˛˘ËÂ ÚÛ ÊÂ Ò‡ÏÛ˛ ÓÎ¸ Á‡˘ËÚ˚ ÓÚ ÁÎ˚ı ‰ÛıÓ‚. 
ÇÂÁ‰Â, ‰‡ÊÂ Ë ‚ ËÒÍÛÒÒÚ‚Â, ÂÒÚ¸ ÁÎ˚Â ‰ÛıË, „Û·Ó „Ó‚Ófl. Ö‰ËÌÒÚ‚ÂÌÌÓÂ, ̃ ÚÓ ÒÓı‡-
ÌflÂÚ ÏÂÒÚÓ, „‰Â ÂÒÚ¸ ÔËÓËÚÂÚ˚, ̋ ÚÓ ËÒÍÛÒÒÚ‚Ó, ÍÓÚÓÓÂ ÔËÍ˚‚‡ÂÚÒfl Ï‡ÒÍ‡ÏË.

A N U F R I E V   Masks are such an interesting theme, so ubiquitous 

but little understood. It is a very important problem. I say that 

taking the mask off the face of the actor led to a revolution. This 

act demonized the theater. With the mask off, the actor cannot 

defend himself from someone else’s identity, which he happened 

to play. He, thus, becomes a changeling, while the person with 

a mask can defend himself. Therefore, art forms that retained the 

use of masks, I mean, the “commedia dell’ arte” and traditional 

Eastern arts, retained their positive nature, while all remaining 

theater was demonized. All actors are changelings. The fact that 

you were working with masks is very important because that way 

you entered the world of uncomfortable psychological states and 

psychosomatics in defense. The other identities with which you 

worked and to which you appeal could not really catch you. They 

slid right off.

Z A K H A R O V  The actor that took his mask off is destroyed by 

reality and the social structure. Is that what you mean? It would 

be interesting to clarify the differences between masks and roles 

since both of them are very important terms and categories for 

the Moscow situation. What is the difference between the mask 

and the role?  In both cases, it is a form of exploration of other 

dimensions in a different identity in the armor of someone else’s 

skin, if I may say so. You used to use masks. You signed your 

works with different pseudonyms like “Schnur,” “Agent,” “Stuzer”… 

Do you think that the group SZ is more connected with masks?

A N U F R I E V   Even constant removal of the mask and revelation 

of nudity is not connected with the changeling phenomenon. It’s 

a moment of truth. You had a work where you marked points on 

the skin of the viewer (something like acupuncture), as if giving him 

magic defenses. Or similar manipulations with objects constructed 

as archaic, magical rituals. In all archaic cultures, everything was 

all right because there were masks. There were enchantments, 

which fulfilled the very same role of defense against ghosts. 
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á Ä ï Ä ê é Ç   ÉÓ‚Ófl Ó Ï‡ÒÍ‡ı, Ú˚ Á‡ÚÓÌÛÎ Â˘fi Ó‰ÌÛ ËÌÚÂÂÒÌÛ˛ ÚÂÏÛ, ‚‡ÊÌÛ˛ ‰Îfl 
ëá. àÒÔÓÎ¸ÁÓ‚‡ÌËÂ ̄ ‡Ï‡ÌÒÍËı ‡ÚË·ÛÚÓ‚, ÏËÒÚË˜ÂÒÍÓÈ Ú‡‰ËˆËË Í‡Í Â‰Ë-ÏÂÈ‰. 
å˚ Ï‡ÌËÔÛÎËÓ‚‡ÎË ÔÒÂ‚‰ÓÒ‡Í‡Î¸Ì˚ÏË ÔÂ‰ÏÂÚ‡ÏË Ë ‰ÂÈÒÚ‚ËflÏË, ÌÂ Á‡ÎÂÁ‡fl 
‚ „ÎÛ·ËÌ˚ ÏËÒÚËˆËÁÏ‡, Í‡Í äÓÎfl è‡ÌËÚÍÓ‚ 28 ËÎË Í‡Í äÓÎÎÂÍÚË‚Ì˚Â ‰ÂÈÒÚ‚Ëfl. 
å˚ Ô˚Ú‡ÎËÒ¸ Ò‚ÂÒÚË Ó„ÓÏÌ˚È ÚÓ„‰‡ ËÌÚÂÂÒ Í ÏËÒÚË˜ÂÒÍÓÏÛ Í ·ÂÒÒÏ˚ÒÎËˆÂ, Í 
‚˚ıÓÎ‡˘Ë‚‡ÌË˛, Û‚Ë‰ÂÚ¸ ‚ Ò‡Í‡Î¸ÌÓÏ Â‰Ë-ÏÂÈ‰. ç‡ÔËÏÂ, ‚ ‡ÍˆËË Brooklin 
Bridge Ì‡ÎË˜ËÂ ËÚÛ‡Î¸Ì˚ı ‰ÂÈÒÚ‚ËÈ ÚËÔ‡ Ò˙Â‰‡ÌËfl ÔÂ˚¯ÂÍ, ÍÓ„‰‡ Ï˚ ‚ËÒÂÎË 
‚‚Âı ÌÓ„‡ÏË (ËÁÓ·‡Ê‡fl ÅÛÍÎËÌÒÍËÈ ÏÓÒÚ), ÌË˜Â„Ó ÌÂ ÁÌ‡˜ËÎÓ, ÍÓÏÂ ÚÓ„Ó, ̃ ÚÓ Ò‡Ï 
ÅÛÍÎËÌÒÍËÈ ÏÓÒÚ ÌÂ ·ÓÎÂÂ ̃ ÂÏ ̄ ‡Ï‡ÌÒÍËÈ ‡ÚË·ÛÚ, ËÁ„ÓÚÓ‚ÎÂÌÌ˚È Ì‡ Ù‡·ËÍÂ.
Ä ç ì î ê à Ö Ç  ÑÎfl ‚‡Ò ‚Òfi ÔÂ‰ÒÚ‡‚ÎflÎÓ ÒÓ·ÓÈ ÌÂ ·ÓÎÂÂ ˜ÂÏ ¯ËÔÓÚÂ·, ‚ ÚÓ ‚ÂÏfl 
Í‡Í Û äÓÎÎÂÍÚË‚Ì˚ı ‰ÂÈÒÚ‚ËÈ ÂÒÚ¸ ÌÂÍËÈ ÏÂÚ‡ÙËÁË˜ÂÒÍËÈ Ô‡ÙÓÒ, ‚ÁflÚ˚È ËÁ 70-ı, 
ÍÓ„‰‡ ‚Òfi ‰ÓÒÚ‡ÚÓ˜ÌÓ ÒÂ¸fiÁÌÓ ‚ÓÒÔËÌËÏ‡ÎÓÒ¸. óÚÓ Í‡Ò‡ÂÚÒfl ıÛ‰ÓÊÌËÍÓ‚ 90-ı, 
ÚÓ ÓÌË ‚ÒÂ Ú‡Í ËÎË ËÌ‡˜Â ‡ÒÔÂ‰ÂÎËÎËÒ¸ ÔÓ ÔÂÒÓÌ‡ÊÌÓÒÚË. íÓÎ¸ÍÓ ÒÚÛÍÚÛ˚, 
ÍÓÚÓ˚Â ÔËÏÂÌflÎË Ï‡ÒÍË, ÔÂ‰ÒÚ‡‚Îfl˛Ú ÒÓ·ÓÈ ËÌÚÂÂÒÌ˚Â ÔÓÎfl. 
á Ä ï Ä ê é Ç   í˚ ÔË‚ÂÎ ıÓÓ¯ËÈ ÔËÏÂ - ˜ÂÎÓ‚ÂÍ‡, ÍÓÚÓ˚È ıÓ‰ËÎ ÔÓ ÓÙËÒ‡Ï Ò 
Í‡ÚÓÌÌ˚Ï ÚÂÎÂÙÓÌÓÏ. á‰ÂÒ¸ ÚÓ ÊÂ Ò‡ÏÓÂ - Ë„‡ ‚ ÌÂÍÛ˛ Ô‡‡ÌÓÈ˛ ÔÒÂ‚‰Ó‰ÂÈÒÚ‚Ëfl, 
ÔÒÂ‚‰ÓÚÂÍÒÚ‡, ÔÒÂ‚‰ÓÚ‡‚Ï˚. ÇÓÓ·˘Â, Ì‡‚ÂÌÓÂ, ÏÓÊÌÓ „Ó‚ÓËÚ¸, ̃ ÚÓ ‰ÂflÚÂÎ¸ÌÓÒÚ¸ 
ëá Â‡ÎËÁÓ‚˚‚‡Î‡Ò¸ ‚ ÔÒÂ‚‰ÓÔÓÒÚ‡ÌÒÚ‚Â, ÍÓÚÓÓÂ ÌÂ ÏÓ„ÎÓ ·˚Ú¸ ‡‰ÂÍ‚‡ÚÌÓ          
ÓÚÍÓÏÏÂÌÚËÓ‚‡ÌÓ. ì Ì‡Ò Ò‡Ï íÂÍÒÚ Û·Â„‡Î, ÔËÌËÏ‡Î ÙÓÏÛ ‰ÂÈÒÚ‚Ëfl. ì ÏÂ‰„ÂÏÂ-
ÌÂ‚ÚÓ‚ íÂÍÒÚ ÒÍ˚‚‡ÎÒfl ‚ ÍÓÏÏÂÌÚ‡ËË, ‡ Û ÏÛıÓÏÓÓ‚ - Ú‡‰ËˆËÓÌÌÓ Û‚flÁ‡Î ‚ 
ÎËÚÂ‡ÚÛÂ. ùÚÓ Î˛·ÓÔ˚ÚÌ˚Â ÚË ÔÛÌÍÚ‡. 
Ä ç ì î ê à Ö Ç  àÎË ÚË ‚Ë‰‡ ÎÓ„ÓÒ‡. ãÓ„ÓÒ Í‡Í ‰ÂÈÒÚ‚ËÂ, ÎÓ„ÓÒ Í‡Í ÔÂ‰ÒÚ‡‚ÎÂÌËÂ, 
ÎÓ„ÓÒ Í‡Í Ë„‡. “á‡‰ÌËÈ ÚÂÍÒÚ” Û ‚‡Ò ÓÚÒÛÚÒÚ‚Ó‚‡Î. Ç˚ ÍÓÌÍÂÚÌÓ ‡ÔÂÎÎËÓ‚‡ÎË Í 
ÏÂ„‡ÚÂÍÒÚÛ. Ç˚ Á‡ÌËÏ‡ÎËÒ¸ Ò‚ÓÂÈ ÚÂıÌËÍÓÈ…
á Ä ï Ä ê é Ç   ÑÂflÚÂÎ¸ÌÓÒÚ¸˛, ‡ÒÚflÌÛÚÓÈ ‚ ÔÓÒÚ‡ÌÒÚ‚Â Ë ‚ÂÏÂÌË. å˚ ·˚ÎË ÚÂÏË, 
ÍÚÓ Ì‡Á˚‚‡ÂÚÒfl ‚ êÓÒÒËË ÒÎÂÒ‡flÏË, ‡ Ì‡ á‡Ô‡‰Â – ËÌÒÚ‡ÎÎflÚÓ‡ÏË. 
Ä ç ì î ê à Ö Ç  ê‡·ÓÚ‡ Ò ÚÛÔ˚ÏË Ë ‰Û·ËÌÌ˚ÏË ÔÓfl‚ÎÂÌËflÏË ˜ÂÎÓ‚ÂÍ‡ ·˚Î‡ ÔÓÒÚÓ 

Generally speaking, everywhere, even in art, there are ghosts. 

The only place where priorities still exist is art covered with masks.

Z A K H A R O V  Speaking of masks, you touched on yet another 

interesting theme, very important for SZ: usage of shamanist 

attributes and mysticism as readymades. We manipulated 

pseudo-sacral objects and rituals without getting too deep in 

mysticism, as did Kolya Panitkov and Collective Actions. We tried 

to reduce the huge interest in mysticism of the time to emptiness. 

We tried to see a readymade in the sacred. For example, in our 

action Brooklyn Bridge, the very existence of rituals – eating bird 

feathers while we were hanging upside down from tree branches 

impersonating the Brooklyn Bridge – did not really mean much 

more than the fact that the Brooklyn Bridge itself is a shaman 

attribute made in a factory.  

A N U F R I E V   For you, everything was not much more than a 

consumer product, while Collective Actions was fond of a certain 

metaphysical pathos taken from the 1970s when everything was 

taken very seriously. The artists of the 90s got divided into perso-

nalities. Only structures that use masks are interesting fields.

Z A K H A R O V  You offered that good example: the person who 

walked from office to office with a cardboard telephone. Here we 

have something very similar – a play in paranoia of pseudo-action, 

pseudo-text, pseudo-trauma. On the whole, it probably is pos-

sible to say that the activity of SZ was happening in a pseudo-di-

mension which could not be adequately commented upon. 

Our very text was running away, turning into an action. It is interes-

ting that the text of MedHermeneutics was hidden in commenta-

ry, while the text of the Toadstools was stuck in literature. These 

are three interesting points.

A N U F R I E V   Or three types of Logos: Logos as action; Logos 

as performance; Logos as play. The “back text” was absent in 

your work. You concretely appealed to the megatext. You were 

developing your own technique.
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‚‡¯ÂÈ ÒÙÂÓÈ ‰ÂflÚÂÎ¸ÌÓÒÚË. Ç˚ ‰ÂÈÒÚ‚Ó‚‡ÎË ËÁÌÛÚË ̋ ÚÓ„Ó ÒÓÒÚÓflÌËfl, ÌÂÓÚ‰ÂÎË-
ÏÓ ÓÚ ÌÂ„Ó. Ç˚ ÍÓÌÍÂÚÌÓ Á‡ÎÂÁ‡ÎË ‚ ÛÌËÚ‡Á˚ ËÎË ‚ ÔÎËÚ˚, Ô˚Ú‡ÎËÒ¸ Ëı ËÒÔ‡‚ËÚ¸, 
ÔÓ˜ËÌËÚ¸… Ç ÚÓ ‚ÂÏfl Í‡Í ÓÒÚ‡Î¸Ì˚Â ‡ÁËÒÓ‚˚‚‡ÎË ıÓÎÓ‰ËÎ¸ÌËÍË, ÔÂ‚‡˘‡fl     Ëı    
‚ ÔÓËÁ‚Â‰ÂÌËfl ËÒÍÛÒÒÚ‚‡…29   á‰ÂÒ¸ ÏÓÊÌÓ Ì‡ÈÚË Ó·˘ÂÂ Û ëá Ë åÂ‰„ÂÏÂÌÂ‚ÚËÍË.   
ÇÓ-ÔÂ‚˚ı, ÂÒÚ¸ Ó·˘‡fl ËÌÒÔÂÍˆËÓÌÌ‡fl ÚÂÏ‡. Ç˚ ÚÓÊÂ ·˚ÎË ‚Ó ÏÌÓ„ÓÏ ËÌÒÔÂÍÚÓ‡-
ÏË, ÍÓÚÓ˚Â ‚˚fl‚Îfl˛Ú ÌÂ ÒÓ‚ÒÂÏ Û‰Ó·Ì˚Â ‚ÒÂÏ ÏÓÏÂÌÚ˚, ÌÓ ÍÓÚÓ˚Â Í‡‰ËÌ‡Î¸Ì˚ 
Ë fl‚Îfl˛ÚÒfl ÌÂÒÛ˘ËÏË ÍÓÌÒÚÛÍˆËflÏË. å˚ ÚÓÊÂ Ô˚Ú‡ÎËÒ¸ Ì‡ Ò‚ÓÂÏ ÛÓ‚ÌÂ ‚˚fl‚ËÚ¸  
ÌÂÒÛ˘ËÂ ÍÓÌÒÚÛÍˆËË Ó·˘Â„Ó ÍÛÎ¸ÚÛÌÓ„Ó ÔÓÒÚ‡ÌÒÚ‚‡, ÙÛÌÍˆËÓÌËÓ‚‡ÌËÂ 
‚ ÍÛÎ¸ÚÛÂ ·˚ÎÓ ‰Îfl Ì‡Ò ÚÓÊÂ ‚‡ÊÌÓ, ÓÒÓ·ÂÌÌÓ ÒÌ‡˜‡Î‡, ÍÓ„‰‡ Ï˚ Á‡ÌËÏ‡ÎËÒ¸  
ÚÓÎ¸ÍÓ ËÌÒÔÂÍÚËÓ‚‡ÌËÂÏ Ë ÔËÌˆËÔË‡Î¸ÌÓ ÌÂ ÔÓËÁ‚Ó‰ËÎË ÌËÍ‡ÍËı ‚Â˘ÂÈ. ç‡ 
‡ÌÌÂÏ ̋ Ú‡ÔÂ ̋ ÚÓ ·˚ÎÓ ÔÓıÓÊÂ, ÔÓÚÓÏ - ÌÂÚ. ëÍÓÂÂ Á‰ÂÒ¸ - Ô‡‡ÎÎÂÎ¸ ÏÂÊ‰Û ëá 
Ë Ú‚ÓÂÈ ÔÓÒÎÂ‰Û˛˘ÂÈ ‰ÂflÚÂÎ¸ÌÓÒÚ¸˛. ÇÓ-‚ÚÓ˚ı, Ó˜ÂÌ¸ ‚‡ÊÂÌ Ó·˘ËÈ ÓËÂÌÚË 
Ì‡ ÒÏÂ¯ÌÓÂ, ÍÓÚÓÓÂ, ÒÓ·ÒÚ‚ÂÌÌÓ, Ë ÔÓÎÂ˜Ë‚‡ÎÓ “ÌÂ‚ÓÁ˚”. C‚flÁ¸ Ò ˜Û‚ÒÚ‚ÓÏ 
˛ÏÓ‡, ÔÓÒÍÓÎ¸ÍÛ ˜Û‚ÒÚ‚Ó ˛ÏÓ‡ ‚ÒÂÏ ËÁÏÂÌflÎÓ. ì ‚‡Ò ÊÂ ·˚ÎÓ Ó˜ÂÌ¸ Á‰ÓÓ‚ÓÂ 
˜Û‚ÒÚ‚Ó ˛ÏÓ‡, ÌÓ ˛ÏÓ ·ÂÁ ÛÎ˚·ÍË. ãËˆÓ ÔÓÍÂ‡. ì Ì‡Ò ÚÓÊÂ ·˚Î ˝ÚÓÚ ÏÓÏÂÌÚ.       
ì ‚‡Ò ·˚ÎË ÌÂÔÓ‰ÍÛÔÌ˚Â ÒÎÂÒ‡Ë, Û Ì‡Ò - ÌÂÔÓ‰ÍÛÔÌ˚Â ̃ ËÌÓ‚ÌËÍË. çÓ, ÔÓ ÒÛÚË, ̋ ÚÓ 
Ú‡ ÊÂ aÒÒÂÌËÁ‡ˆËfl, ÚÂ ÊÂ ÒÍ˚Ú˚Â, ‚ÌÛÚÂÌÌËÂ, ÌÂÙ‡Ò‡‰Ì˚Â ‰ÂÎ‡. í‡Í ËÎË ËÌ‡-
˜Â Ë Ï˚, Ë ‚˚ ÔËıÓ‰ËÎË Í ÌÂÒËÏ‚ÓÎË˜ÂÒÍËÏ ÒÔÓÒÓ·‡Ï ‚˚‡ÊÂÌËfl, „‰Â ÌË˜Â„Ó ÌÂ 
ÔÓ‰‡ÁÛÏÂ‚‡ÎÓÒ¸. å˚ ‰‡‚‡ÎË ÔÓÒÙÓÛ. à Û ‚‡Ò ·˚Î Ú‡ÍÓÈ ÏÓÏÂÌÚ: ÚÓ, ̃ ÚÓ Ï˚ ‰‡ÂÏ, 
ÂÒÚ¸ ÚÓÎ¸ÍÓ ̋ ÚÓ Ë ‰Û„Ó„Ó ÌË˜Â„Ó ÌÂ ÁÌ‡˜ËÚ. ì äÑ ‚ÒÂ ·˚ÎÓ ÔÂ‰ÂÎ¸ÌÓ ÒËÏ‚ÓÎË˜ÌÓ. 
à ‚ÒflÍÓÂ ÛÍ‡Á‡ÌËÂ Ì‡ ÔÓÁËÚË‚ËÁÏ ËÁÌ‡˜‡Î¸ÌÓ Ó·Â˜ÂÌÓ. à Í‡Í ·˚ åÓÌ‡ÒÚ˚ÒÍËÈ Ò 
˝ÚËÏ ÌË ·ÓÓÎÒfl, Â„Ó ÒËÏ‚ÓÎËÁÏ ÔÓÒÚÓflÌÌÓ Ì‡ÒÚË„‡Î ÒÁ‡‰Ë Ë ÍÛÒ‡Î. ÇÓ ‚ÒÂÏ, ̃ ÚÓ ÓÌ 
‰ÂÎ‡Î, ÔÓÚÓÏ Ó·Ì‡ÛÊË‚‡ÎÒfl à ̂ ÁËÌ, Ï‡Ì‰ÓÎ˚ Ë Ú.‰. Ç ‚‡¯ÂÈ ‰ÂflÚÂÎ¸ÌÓÒÚË ÌÂ ·˚ÎÓ 
‚ÚÓÓ„Ó ÔÎ‡Ì‡. ì Ì‡Ò Â„Ó ÚÓÊÂ ÔÓÌ‡˜‡ÎÛ ÌÂ ·˚ÎÓ, ÔÓÚÓÏ ÓÌ ÒÚ‡Î Ì‡‡ÒÚ‡Ú¸ ‚ Ò‚flÁË Ò 
ÔÒËıÓ‰ÂÎËÂÈ, ÌÓ ̋ ÚÓ ÛÊÂ ‰Û„‡fl ËÒÚÓËfl. çÓ ‚˚ Ë Ï˚ Ò‡ÏË ÔÓ ÒÂ·Â ·˚ÎË ÌÂÔÓÌflÚÌÓ 
ÍÚÓ! çÂ ‚ Ì‡Ò ·˚ÎÓ ‰ÂÎÓ. éÚÒÛÚÒÚ‚ËÂ ‡‚ÚÓ‡, ÓÚÒÛÚÒÚ‚ËÂ ÔÂÒÓÌ‡Ê‡ - ‚ÓÚ ̃ ÚÓ ·˚ÎÓ 
‚‡ÊÌ˚Ï. á‰ÂÒ¸ ÛÔÓ Ì‡ Ò‡ÏÓ ‰ÂÈÒÚ‚ËÂ, ‡ ÌÂ Ì‡ ÚÓ, ÍÚÓ Ò‰ÂÎ‡Î Ë ÔÓ˜ÂÏÛ.

Z A K H A R O V  Activity stretched in time and space. We were the 

very people who are called plumbers.

A N U F R I E V   Work with the dull and dubious sides of humanity 

was your sphere of activity.  Your work was inseparable from this 

state. You really got into stoves and toilets, trying to fix them up…. 

While others were decorating refrigerators, trying to turn them into 

works of art. There is something common between SZ and Med-

Hermeneutics. First, there is the common theme of inspection. 

You, too, were inspectors, who pointed out some uncomfortable 

moments, which were nevertheless weight bearing constructs. 

On our level, we were trying to discover the weight bearing con-

structs of the general cultural space. Functioning in Culture was 

very important for us, especially in the beginning when we did just 

inspections and did not produce any artifacts in principle. It was 

similar at the beginning, but not so later. There is more parallel 

between your later work, Vadim, and SZ. Secondly, there was a 

very important orientation toward humor, which ultimately was the 

medicine for “neuroses.” The connection with a sense of humor 

was very important, especially because it betrayed everybody 

else. You had a very healthy sense of humor, but humor without 

a smile. Poker face. We had such a moment too. You were incor-

ruptible plumbers, while we were incorruptible bureaucrats. But in 

reality it was the same: deeply covered, innermost business. One 

way or another, we were creeping toward non-symbolic means 

of expression, where nothing had a subtext. We were giving out 

communion wafers. And you had a similar point: we give only 

what we give, and it means nothing beyond itself. Whatever 

Collective Actions was doing was symbolic to the limit. And every 

directionality toward positivism was doomed from the beginning. 

No matter how Monastyrsky tried to escape, his symbolism 

continually caught up with him and bit him!  I Ching and mandalas 

could be found later in everything he did. In your work, there was 

no second layer. We did not have it in the beginning either.
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á Ä ï Ä ê é Ç   ì äÑ - ‰ÂÈÒÚ‚ËÂ Ë Ô‡ÍÚËÍ‡, Û ëá - ÙÛÌÍˆËÓÌËÓ‚‡ÌËÂ Ë ‰ÂflÚÂÎ¸ÌÓÒÚ¸, 
Û åÂ‰„ÂÏÂÌÂ‚ÚËÍË - ÔÂÏ‡ÌÂÌÚÌÓÂ ÍÓÏÏÂÌÚËÓ‚‡ÌËÂ ÍÛÎ¸ÚÛÌ˚ı ÌÂ‚ÓÁÓ‚.
Ä ç ì î ê à Ö Ç  ùÚÓ ÌÓÒËÚ ÔÓˆÂÒÒÛ‡Î¸Ì˚È ı‡‡ÍÚÂ. îÂÈ‰ ÛÍ‡Á‡Î, ˜ÚÓ ˜ÂÎÓ‚ÂÍ ÌÂ 
ÏÓÊÂÚ ‚˚ÎÂ˜ËÚ¸Òfl, ÓÌ ÏÓÊÂÚ ‚ÒÂ ‚ÂÏfl ÎÂ˜ËÚ¸Òfl, ÔÓÒÍÓÎ¸ÍÛ ÓÌ fl‚ÎflÂÚÒfl Ë‰Â‡Î¸-
Ì˚Ï ÔÒËıÓ‡Ì‡ÎËÚË˜ÂÒÍËÏ ÒÛ·˙ÂÍÚÓÏ.
á Ä ï Ä ê é Ç   é·˘ÂÂ Û ÚÂı „ÛÔÔ - ÓÚÒÛÚÒÚ‚ËÂ ÍÓÌˆ‡, Ëı ÔÓ·ÎÂÏ‡ÚËÍ‡ ‡ÒÚflÌÛÚ‡ ‚Ó 
‚ÂÏÂÌË Ë ÔÓÒÚ‡ÌÒÚ‚Â. ç‡ Ò‡ÏÓÏ ‰ÂÎÂ ‚ÒÂ ÚË „ÛÔÔ˚, ‚ ÒËÎÛ ÚÓ„Ó ̃ ÚÓ ÒÛ˘ÂÒÚ‚Ó-
‚‡ÎË ‚ ÒÓ‚ÂÚÒÍÓÂ ‚ÂÏfl, ‡·ÓÚ‡ÎË ÚÓÎ¸ÍÓ Ò Ì‡ÒÚÓfl˘ËÏ. é·˘ËÏ ·˚ÎÓ ÓÚÒÛÚÒÚ‚ËÂ 
‚ÂÏÂÌË Í‡Í Í‡ÚÂ„ÓËË. èÓ¯ÎÓÂ ·˚ÎÓ ÔÓÎÌÓÒÚ¸˛ Ù‡Î¸ÒËÙËˆËÓ‚‡ÌÓ, ‡ ·Û‰Û˘ÂÂ 
ÔÓÒÚÓ ÌËÍÓ„Ó ÌÂ ËÌÚÂÂÒÓ‚‡ÎÓ ËÁ-Á‡ Â„Ó ÔÓÎÌÓ„Ó ÓÚÒÛÚÒÚ‚Ëfl. 
Ä ç ì î ê à Ö Ç  èÓÚÓÏÛ ̃ ÚÓ ·˚Î‡ ÒËÒÚÂÏ‡ Ó·‡ÚÌÓÈ ÔÂÒÔÂÍÚË‚˚: ÚÓ, ̃ ÚÓ ÔÓËÒıÓ‰ËÚ, 
ÔÓËÒıÓ‰ËÚ Á‰ÂÒ¸ Ë ÚÂÔÂ¸, ‚Ó-ÔÂ‚˚ı, ‡ ‚Ó-‚ÚÓ˚ı, ˝ÚÓ ÔÓËÒıÓ‰ËÚ ÍÓÌÍÂÚÌÓ Ò 
ÚÓ·ÓÈ, ÌÂ Ò Í‡ÍËÏ-ÚÓ ÒËÏ‚ÓÎË˜ÂÒÍËÏ ÔÂÒÓÌ‡ÊÂÏ, Ú‡Ï ·˚ÎÓ ÍÓÌÍÂÚÌÓÂ Ó·‡˘ÂÌËÂ 
Í ̃ ÂÎÓ‚ÂÍÛ. í‡ÍÓÈ ÒÚ‡ÌÌ˚È ÒÓ‚ÂÚÒÍËÈ „ÛÏ‡ÌËÁÏ, ÍÓÚÓ˚È Ì‡¯ÂÎ Ò‚Ófi ÓÚ‡ÊÂÌËÂ 
‚ ‡Ì‰Â„‡ÛÌ‰ÌÓÏ ÒÓÁÌ‡ÌËË. à Á‰ÂÒ¸ “Ì‡¯Ë” Ô‡ÍÚËÍË ÔÓÁ‚ÓÎflÎË Û‰ÂÊË‚‡Ú¸ ÍÓ 
‚ÒÂÏÛ ‰ËÒÚ‡ÌˆË˛, ‚ ÚÓÏ ̃ ËÒÎÂ Ë Í Ì‡ÒÚÓfl˘ÂÏÛ. ùÚÓÚ ÏÓÏÂÌÚ ‚ ÌÓÏÌÓÈ 30 Ú‡‰ËˆËË ·˚Î 
ÔÓ‡·ÓÚ‡Ì. íÂÏ ÌÂ ÏÂÌÂÂ ÒÎÂ‰Ó‚‡ÌËÂ ÂÏÛ „Ó‡Á‰Ó ÒÎÓÊÌÂÂ, ̃ ÂÏ ‡ÚËÍÛÎflˆËfl.

It’s only later it started to develop in connection with psychodelia, 

but that’s a different story. However, you and we were unknowns. 

We were not important. It is the very absence of the author and 

the actor that was important.  The activity itself, not who and why.

Z A K H A R O V  Collective Actions: action and practice. SZ: functio-

ing and activity. MedHermeneutics: permanent commentaries 

on cultural neuroses.

A N U F R I E V   It is having a process-like character. Freud pointed 

out that a patient cannot get completely well. However, he can be 

treated, thus becoming an ideal psychoanalytical subject. 

Z A K H A R O V  A common theme in the work of all three groups is 

endlessness. Their problematics are stretched in time and space.  

However, because they existed in Soviet times, they worked 

with the present only. The absence of time as a category was 

common to all. The past was falsified, and the future was not 

important since it did not exist.

A N U F R I E V   Because it was a system of inverted perspective: 

what is happening is happening here and now. That’s first. 

Second, it is happening with you, not with some symbolic figure. 

There was a concrete action toward a concrete person. Such a 

strange Soviet humanism, which found its reflection in the under-

ground mind.  And here, “our” practices allowed us to maintain a 

distance toward everything, including the present. This point was 

treated at length in the NOMA tradition. However, to follow that 

has proved much more difficult than to articulate it. 
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SZ (Ç‡‰ËÏ á‡ı‡Ó‚) êËÒÛÌÓÍ Í ÔÓÂÍÚÛ 

á‡˘ËÚ‡ ÓÚ ‚Â˘ÂÈ, 1982 

SZ (Vadim Zakharov). Drawing for the 
Self Defense Against Things project. 1982





 ïêéçàäÄ ëá

 1980

ãÂÚÓ. ÇËÍÚÓ ëÍÂÒËÒ Ë Ç‡‰ËÏ á‡ı‡Ó‚ ÒÓÁ‰‡˛Ú „ÛÔÔÛ ëá.
ê‡Á‡·ÓÚÍ‡ ÎÓ„ÓÚËÔ‡ Ë ¯Ú‡ÏÔ‡ ëá.

èÂ‚‡fl ‡·ÓÚ‡ ëá – èÓÌÓ„‡ÙË˜ÂÒÍ‡fl ÒÂËfl: ÙÓÚÓ„‡ÙËË Ô‡˚ ÒÔË˜ÂÍ, 
ËÏËÚËÛ˛˘ËÂ ÔÓÌÓ„‡ÙË˜ÂÒÍËÂ ÙÓÚÓ„‡ÙËË, ÍÓÚÓ˚Â ‚ ÚÂ „Ó‰˚ ÔÓ‰‡‚‡ÎË ‚ 
ÔÓÂÁ‰‡ı „ÎÛıÓÌÂÏ˚Â. ëÂËfl ‚Ó¯Î‡ ‚ è‡ÔÍÛ åÄçà ‹1 (1981), ÍÓÌ‚ÂÚ ‹18. 

ëÂËfl Ó·˙ÂÍÚÓ‚ èÓ‰ÛÍˆËfl ëá: ·Ó‰‡ÎÍË (ÒÍÓ‚ÓÓ‰ÍË Ò Á‡„ÌÛÚ˚ÏË Û˜Í‡ÏË 
Ë ˆ‚ÂÚÌ˚ÏË ÍÛÊÍ‡ÏË Ì‡ ‰ÌÂ; ÍÓÓ·ÍË Ò ·ÛÚ˚ÎÍ‡ÏË ‚ÌÛÚË; ‰ÂÍÓ‡ÚË‚Ì‡fl 
ÔÓÁ‡˜Ì‡fl ÔÎÂÌÍ‡ Ò Ì‡ÍÎÂÂÌÌÓÈ ÏÓ˜‡ÎÍÓÈ; ÔÓÍ˚Ú‡fl ·ÎÂÒÚÍ‡ÏË ‰ÂÂ‚flÌÌ‡fl 
‰ÓÒÍ‡ Ò ˝ÚËÍÂÚÍÓÈ); „ÓÎÛ·˚Â ÔÎ‡ÒÚÏ‡ÒÒÓ‚˚Â „‡·ÎË ïÓÓ¯ËÂ; ÒÂËfl ËÒÛÌÍÓ‚ 
(·ÛÏ‡„‡, ÚÛ¯¸, ÔÂÓ. 20 ÎËÒÚÓ‚. 21ı15 Í‡Ê‰˚È); Í‡ÙÂÎ¸Ì˚Â ÔÎËÚÍË For nose, 
3 ˝ÍÁÂÏÔÎfl‡.; cÂËfl ÒÔË˜Â˜Ì˚ı ÍÓÓ·ÍÓ‚, ÔÓÍ˚Ú˚ı ÁÓÎÓÚÓÈ Í‡ÒÍÓÈ Ë 
‡ÁÌÓˆ‚ÂÚÌ˚ÏË (Í‡ÒÌ˚ÏË, ÒËÌËÏË, ÁÂÎÂÌ˚ÏË) ¯Ú‡ÏÔ‡ÏË. ëÂËfl ‚Ó¯Î‡ ‚ è‡ÔÍÛ 
åÄçà ‹1 (1981), ÍÓÌ‚ÂÚ ‹18. íË‡Ê ÓÍ. 50 ¯ÚÛÍ: ÍÓ‚˚flÎÍË ê‡‰ÓÒÚ¸ ‰Û¯Ë; 
Ú˚Í‡ÎÍË åÂ˜Ú‡; Ú˚Í‡ÎÍË àÌÚËÏ.

èÓÂÍÚ àÒÔÓÎ¸ÁÓ‚‡ÌËÂ ËÒÍÛÒÒÚ‚‡ ‚ ‚ÓÂÌÌ˚ı ˆÂÎflı: äÓÌˆÂÔˆËfl Ë ˝ÒÍËÁ˚ 
T‡ÌÍ‡ è‡ÙÂÌÓÌ, ÅÓÏ·‡‰ËÓ‚˘ËÍ‡ Å˝ÍÙ‡È Ë èÓ‰‚Ó‰ÌÓÈ ÎÓ‰ÍË ÇÂÌÂ‡ 
‚ÔÂ‚˚Â ÓÔÛ·ÎËÍÓ‚‡Ì˚ ‚ ÇÂÒÚÌËÍÂ ëá. å‡ÍÂÚ˚ Ú‡ÌÍ‡ Ë ·ÓÏ·‡‰ËÓ‚˘ËÍ‡ 
˝ÍÒÔÓÌËÓ‚‡ÎËÒ¸ Ì‡ 1-È ÔÂÒÓÌ‡Î¸ÌÓÈ ‚˚ÒÚ‡‚ÍÂ ëá.

S Z  C R O N I C L E S

1980

Summer. Victor Skersis and Vadim Zakharov create SZ Group.

SZ designed a group logo and worked out a seal.

The first SZ work – Porno Series, photos that display a couple of 

matches, imitating in a sense porno photos, which in those days 

deaf and dumb street traders were selling in the trains. The series 

was included into the M.A.N.A. File N˚1 (1981), envelope N˚18.

The series of objects SZ Production: headbutts (bodalki) (pans with 

the curved handles and coloured spots on the bottom; boxes with  

bottles inside them; a decorative transparent film with a sponge 

glued to it; a wooden labelled board decorated by the spangles) 

the series of drawings (Indian ink on paper, pen. 20 lists, 21 x 15 

cm each); Plastic rake Khoroshie (Good); Ceramic tiles For Nose, 

3 pieces; The series of match-boxes, covered by golden paint and 

multicoloured off-prints of different colours (red, blue, green). The 

series was included into the M.A.N.A. File N˚1 (1981), envelope 

N˚18. About 50 copies (in the edition): Diggers Your Delight; Snap-

pers Dream; Stabbers Intimate

The Military Applications of Art project: The idea and drafts for the 

tank Parthenon; the military aircraft Backfire and the submarine 

Venus was first published in SZ Bulletin. The models of the tank 

and the bomber were displayed at the 1st SZ group exhibition.

The SZ Bulletin. 5 copies in the (whole) edition. The text is typed 

on both sides of the squared notebook page. One copy  is 

include` into the M.A.N.A. File N˚1 (1981), envelope N˚18.
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àÁ‰‡ÌËÂ ÇÂÒÚÌËÍ‡ ëá. íË‡Ê 5 ˝ÍÁÂÏÔÎflÓ‚. íÂÍÒÚ Ì‡ÔÂ˜‡Ú‡Ì Ò ‰‚Ûı ÒÚÓÓÌ Ì‡ 
ÚÂÚ‡‰ÌÓÏ ÎËÒÚÂ ‚ ÍÎÂÚÍÛ. é‰ËÌ ˝ÍÁÂÏÔÎfl ‚ÍÎ˛˜ÂÌ ‚ è‡ÔÍÛ åÄçà ‹1 (1981), 
ÍÓÌ‚ÂÚ ‹18.

ÑÂÍ‡·¸. èÓÂÍÚ ç‡‰ÔËÒË. îÓÚÓ„‡ÙËfl Ì‡‰ÔËÒË Çéí! Ì‡ ÒÚÓÎ·Â ‚ÍÎ˛˜ÂÌ‡ ‚ 
è‡ÔÍÛ åÄçà ‹1 (1981), ÍÓÌ‚ÂÚ ‹18. 

ÑÂÍ‡·¸. èÓÂÍÚ ìÔÓfl‰Ó˜Ë‚‡ÌËÂ ÏÓ˜ÂËÒÔÛÒÍ‡ÚÂÎ¸ÌÓÈ ‰ÂflÚÂÎ¸ÌÓÒÚË ÒÓ·‡Í. 
íÂÍÒÚ ÓÔËÒ‡ÌËfl ÔÓÂÍÚ‡, ‰‡ÚËÓ‚‡ÌÌ˚È 21 ‰ÂÍ‡·fl 1980, ‚ÍÎ˛˜ÂÌ ‚ è‡ÔÍÛ 
åÄçà ‹1 (1981), ÍÓÌ‚ÂÚ ‹18. 

ç‡˜‡ÎÓ ÓÒÛ˘ÂÒÚ‚ÎÂÌËfl ÔÓÂÍÚ‡ á‡ÔÓÎÌÂÌËÂ ÌË¯: ‡Á‚ÂÒÍ‡ ËÌÙÓÏ‡ˆËÓÌÌ˚ı 
Ò·ÓÌËÍÓ‚ ‚ ‡ÁÌ˚ı ÚÓ˜Í‡ı åÓÒÍ‚˚. éÔËÒ‡ÌËÂ Ó·˙ÂÍÚÓ‚ ÒÏ. ‚ ÇÂÒÚÌËÍÂ ëá.

 1981

17 flÌ‚‡fl. ëÚ‡Ú¸fl Ç. ëÍÂÒËÒ‡ ä ‰ÂflÚÂÎ¸ÌÓÒÚË ëá (SZ) (‚ÍÎ˛˜ÂÌ‡ ‚ è‡ÔÍÛ 
åÄçà ‹1 (1981), ÚÂÍÒÚ ‹12).

èÓÂÍÚ á‡˘ËÚ‡ Ë ÍÛÒ˚ Ò‡ÏÓÓ·ÓÓÌ˚ ÓÚ ‚Â˘ÂÈ. ç‡ÔËÒ‡ÌËÂ ÚÂÍÒÚÓ‚ Á‡ÍÎË-
Ì‡ÌËÈ ÒÚÛÎ‡ Ë ÛÌËÚ‡Á‡. Ç. á‡ı‡Ó‚: ÒÂËfl ÔÓÒÚ‡ÌÓ‚Ó˜Ì˚ı ÙÓÚÓ„‡ÙËÈ – “ÏÂÚÓ-
‰Ë˜ÂÒÍËı ÛÍ‡Á‡ÌËÈ” ‰Îfl “ÒÚ‡‚ÎË‚‡ÌËfl ÒÚÛÎ‡ Ë ÛÌËÚ‡Á‡”, “Á‡ÔÛ„Ë‚‡ÌËfl ÒÚÓÎ‡ Ë 
‰‚ÂË” Ë Ú.‰. ë˙ÂÏÍ‡ ÔÓıÓ‰ËÎ‡ ‚ Í‚‡ÚËÂ û. ÄÎ¸·ÂÚ‡ Ë ç. ëÚÓÎÔÓ‚ÒÍÓÈ Ì‡ 
ÛÎ. çÓ‚‡ÚÓÓ‚ ‚ åÓÒÍ‚Â.
ëÂÂ‰ËÌ‡ Ë˛Ìfl. èÂÙÓÏ‡ÌÒ ëÚ‡‚ÎË‚‡ÌËÂ ÒÚÛÎ‡ Ë ÛÌËÚ‡Á‡. ä‚‡ÚË‡ 
ç. Ä·‡Î‡ÍÓ‚ÓÈ Ë Ä. ÜË„‡ÎÓ‚‡ Ì‡ ä‡¯ËÒÍÓÏ ¯ÓÒÒÂ. Ç. ëÍÂÒËÒ ÔÓ‚Ó‰ËÚ ‰‚‡ 
Á‡ÌflÚËfl äÛÒÓ‚ Ò‡ÏÓÓ·ÓÓÌ˚ ÓÚ ‚Â˘ÂÈ. ãÂÒÓÔ‡Í ‚ éÂıÓ‚Ó-ÅÓËÒÓ‚Ó, 

December. The Tags project. The photo of a word “There!” writ-

ten on the pole was included into the M.A.N.A. File N˚1 (1981), 

envelope N˚18.

December. The Logical Organization of the Urination of Dogs. 

The text with the description of the project, dated December, 21st, 

1980 was included into the M.A.N.A. File N˚1 (1981), envelope N˚18.

The project Filling the Voids was launched: the information deposi-

tories were dispersed at different Moscow locations. 

See the description of the objects in the SZ Bulletin.

1981

January, 17. The article “Some Words Concerning SZ Activity” 

(included into the M.A.N.A. File N˚1 (1981), text N˚12.

The project Self-Defense Against Things.

SZ wrote special magical spells for a chair and lavatory.

Vadim Zakharov: the series of photos as the “guidelines” for Playing    

off a Chair and a Lavatory, Intimidation of a Table and a Door, etc.  

The photos were made in Yuri Albert and Natalia Stolpovskaya’s 

apartment on Novatorov street, Moscow. 

Mid-June: SZ’ performance Playing off a Chair and a Lavatory. 

The flat of Natalia Abalakova and Anatoly Zhigalov on Kashirskoye 

shosse, Moscow.

Mid-June. Skersis conducts two classes on Self-Defense Against 

Things. The park in Orekhovo-Borisovo (Moscow), not far from the 

house where N.Abalakova and A.Zhigalov lived. Natalya Abalakova, 

Anatoly Zhigalov, Simona Sohranskaya, Vitas Stasunas, Sven 

Gundlah, Vladimir Mironenko, Sergey Mironenko, Grigory Baksh-

tein, Alik Ryabsky with his daughter and the others attented the 

abovementioned classes.
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ÌÂÔÓ‰‡ÎÂÍÛ ÓÚ ‰ÓÏ‡, „‰Â ÊËÎË ç. Ä·‡Î‡ÍÓ‚‡ Ë Ä. ÜË„‡ÎÓ‚. ç‡ Á‡ÌflÚËflı ÔËÒÛÚÒÚ‚Ó-
‚‡ÎË: ç‡Ú‡Î¸fl Ä·‡Î‡ÍÓ‚‡, ÄÌ‡ÚÓÎËÈ ÜË„‡ÎÓ‚, ëËÏÓÌ‡ ëÓı‡ÌÒÍ‡fl, ÇËÚ‡Ò ëÚ‡Ò˛Ì‡Ò, 
ë‚ÂÌ ÉÛÌ‰Î‡ı, ÇÎ‡‰ËÏË åËÓÌÂÌÍÓ, ëÂ„ÂÈ åËÓÌÂÌÍÓ, ÉË„ÓËÈ ÅÂ¯ÚÂÈÌ, ÄÎËÍ 
êfl·ÒÍËÈ Ò ‰Ó˜Â¸˛ Ë ‰.

ç‡˜‡ÎÓ ÌÓ‚Ó„Ó ˝Ú‡Ô‡ ‚ Ú‚Ó˜ÂÒÚ‚Â „ÛÔÔ˚, Ò‚flÁ‡ÌÌÓ„Ó Ò ÓÒÏ˚ÒÎÂÌËÂÏ ‚ÒÂÈ ‰ÂflÚÂÎ¸-
ÌÓÒÚË ëá, ÍÓÚÓÓÂ ‚˚‡ÁËÎÓÒ¸ ‚ ÒÓÁ‰‡ÌËË ÉÂ‡Î¸‰Ë˜ÂÒÍËı ÁÌ‡ÍÓ‚ ëá. Ç ÉÂ‡Î¸‰Ë-
˜ÂÒÍÓÈ ÒÂËË (Ì‡Á‚‡ÌËÂ ÒÂËË ‚ÓÁÌËÍÎÓ ÔÓÁÊÂ) Ç. ëÍÂÒËÒ Ó·ÓÁÌ‡˜ÂÌ ÙË„ÛÓÈ 
ÍÂÌÚ‡‚‡, Ç. á‡ı‡Ó‚ – ÏËÌÓÚ‡‚‡. ÉÂ‡Î¸‰ËÍ‡ ÒÎÛÊËÚ ÍÎ˛˜ÓÏ Í ‰ÂflÚÂÎ¸ÌÓÒÚË 
ëá: ‚ ÌÂÈ Á‡ÍÎ˛˜ÂÌ˚ ‚ÒÂ ˝ÍÒÔÓÁËˆËÓÌÌ˚Â ÊÂÒÚ˚ Ë Ì‡Ô‡‚ÎÂÌËfl ‰ÂflÚÂÎ¸ÌÓÒÚË 
„ÛÔÔ˚ (ÏËÙÓÎÓ„Ëfl, Ï‡ÒÍ‡ Ë Ú.‰.) Ë ÒÍÓÌˆÂÌÚËÓ‚‡Ì˚, Í‡Í ‚ ÛÁÓÂ, ÓÒÌÓ‚Ì˚Â Ë‰ÂË 
“ÙÛÌÍˆËÓÌËÓ‚‡ÌËfl ‚ ÍÛÎ¸ÚÛÂ”. ùÚ‡ ÒÂËfl ËÒÔÓÎ¸ÁÛÂÚ ·‡Ó˜ÌÛ˛ ÓÌ‡ÏÂÌÚ‡Î¸ÌÓÒÚ¸ 
‰Îfl ÔÓÍ‡Á‡ ÛÒÎÓÊÌÂÌËfl ÒÚÛÍÚÛ˚ ‰ÂflÚÂÎ¸ÌÓÒÚË ëá. ÉÂ‡Î¸‰ËÍ‡ Í‡Í Ò‚ÓÂ„Ó Ó‰‡ 
‚ÌÛÚÂÌÌflfl Role Play Game ÔÓÎÛ˜ËÎ‡ ‡Á‚ËÚËÂ Ë ‚ ‰‡Î¸ÌÂÈ¯ÂÏ, ‚ÔËÚ˚‚‡fl ÌÓ‚˚Â 
˝ÎÂÏÂÌÚ˚ ˝ÒÚÂÚËÍË Ë ÌÓ‚˚Â Ó·˙ÂÍÚÌ˚Â fl‰˚.

20 ‡ÔÂÎfl. èÓÂÍÚ ñëäÄ – ëÔ‡Ú‡Í. ä‡Ê‰˚È ËÁ Û˜‡ÒÚÌËÍÓ‚ „ÛÔÔ˚ ÔËÌflÎ ÒÚÓÓÌÛ 
Ó‰ÌÓÈ ËÁ ‚‡Ê‰Û˛˘Ëı ÙÛÚ·ÓÎ¸Ì˚ı ÍÓÏ‡Ì‰. ëá ÔÂ‚ÓÌ‡˜‡Î¸ÌÓ ÔÎ‡ÌËÓ‚‡ÎË Ï‡ÍË-
Ó‚‡Ú¸ Â‡Î¸Ì˚Â ÛÎË˜Ì˚Â „‡ÙÙËÚË ‚Ó‰Â “ëÔ‡Ú‡Í – ˜ÂÏÔËÓÌ” ËÎË “ñëäÄ – KÓÌË” 
Ò‚ÓËÏË „Â‡Î¸‰Ë˜ÂÒÍËÏË ÁÌ‡Í‡ÏË: Ç. á‡ı‡Ó‚ ‰ÓÎÊÂÌ ·˚Î ÒÚ‡‚ËÚ¸ Ò‚Ó˛ ÒË„Ì‡ÚÛÛ 
(ÒËÎÛ˝Ú ÏËÌÓÚ‡‚‡) ÔÓ‰ ÒÔ‡Ú‡ÍÓ‚ÒÍËÏË Ì‡‰ÔËÒflÏË, Ç. ëÍÂÒËÒ – ÒËÎÛ˝ÚÓÏ ÍÂÌÚ‡‚‡ 
ÓÚÏÂ˜‡Ú¸ „‡ÙÙËÚË ‡ÏÂÈÒÍËı Ù‡Ì‡ÚÓ‚. ç‡ 1-È ÔÂÒÓÌ‡Î¸ÌÓÈ ‚˚ÒÚ‡‚ÍÂ ëá Ó‰Ì‡ 
ÒÚÂÌ‡ „‡ÎÂÂË APTART ·˚Î‡ ÔÓÍ˚Ú‡ „‡ÙÙËÚË ËÁ ÒÂËË ñëäÄ – ëÔ‡Ú‡Í, Ì‡ÌÂ-
ÒÂÌÌ˚ı Ì‡ ÊÂÎÚÛ˛ ·ÛÏ‡„Û. èÂÂ‚Ó‰˜ËÍ íÓ‰ ÅÎÛ‰Ó ‚˚‚ÂÁ ˝ÚÛ “ÙÂÒÍÛ” ËÁ ëëëê ‚ 
ëòÄ, „‰Â ÔÂÂ‰‡Î Âfi ÍÓÎÎÂÍˆËÓÌÂÛ çÓÚÓÌÛ ÑÓ‰ÊÛ. Ç Ì‡ÒÚÓfl˘ÂÂ ‚ÂÏfl Ù‡„ÏÂÌÚ 
˝ÍÒÔÓÁËˆËË 1-È ÔÂÒÓÌ‡Î¸ÌÓÈ ‚˚ÒÚ‡‚ÍË ëá Ì‡ıÓ‰ËÚÒfl ‚ ÒÓ·‡ÌËË The Jane Voorhees 
Zimmerli Art Museum. Rutgers, the State University of New Jersey, ç¸˛-ÅÛÌÒ‚ËÍ, 
ç¸˛-ÑÊÂÒË, ëòÄ.

The new period in the art of the group was connected with the 

speculations on the overall SZ activity and found it’s realization in 

the SZ Heralds. In the Heraldic series (the name came later) a 

Minotaur symbolizes Skersis  and a Centaur goes for Zakharov. 

Having embraced all the “show-gestures”, the expositional trends 

and exhibition principles of the group the SZ Heralds serves a 

key for the whole SZ activity in general (a myth, a mask, etc). The 

SZ Heralds has interlaced and incorporated the main ideas of 

the “functioning in culture”. The Heraldic series uses a baroque 

ornamentation just to present the growing complexity of the SZ 

structure. As a certain inner Role Play Game the Heralds has been 

further developed and has incorporated new aesthetic elements 

and new object lines.

April, 20. The CSKA – Spartak project. Each member of the group 

has made a choice between the two opposing football teams. First 

SZ planned to mark real street graffiti (like “Spartak is a champion” 

or “CSKA  are horses”) with their heraldic emblems. According to 

their idea Zakharov was to put his signature (a Minotaur silhouette) 

under the Spartak lines, while Skersis had to mark the Army Club 

fans’ graffiti with his Centaur silhouette. At the 1st personal SZ 

exhibition one wall of the APTART gallery was covered by the graffiti 

from the CSKA – Spartak transferred to a yellow paper. An inter-

preter Tod Bludo has taken out this “fresco” thing from USSR to 

USA where he passed it on to an art collector Norton Dodge. Now 

a fragment of  the 1st personal SZ exhibition could be found in the 

Jane Voorhees Zimmerli Art Museum, Rutgers, the State University 

of New Jersey, New Brunswick, New Jersey, USA.
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 1982

èÂÙÓÏ‡ÌÒ ëÚ‡‚ÎË‚‡ÌËÂ ÒÚÛÎ‡ Ë ÛÌËÚ‡Á‡ ‚ ‡ÏÍ‡ı ÔÓÂÍÚ‡ á‡˘ËÚ‡ Ë 
ÍÛÒ˚ Ò‡ÏÓÓ·ÓÓÌ˚ ÓÚ ‚Â˘ÂÈ. ä‚‡ÚË‡ ëÓÙ¸Ë ä‡Á‡ÍÓ‚ÓÈ, åÓÒÍ‚‡. ç‡ ‡ÍˆËË 
ÔËÒÛÚÒÚ‚Ó‚‡ÎË ÌÂÏÂˆÍËÂ ÒÎ‡‚ËÒÚ˚ ë‡·ËÌ‡ ï˝ÌÒ„ÂÌ Ë ÉÂÓ„ ÇËÚÚÂ.

20 ÒÂÌÚfl·fl. ì˜‡ÒÚËÂ ‚ 1-È ‚˚ÒÚ‡‚ÍÂ ‚ „‡ÎÂÂÂ APTART. ëá Á‡ÌËÏ‡ÎË Ó‰ÌÛ 
ÒÚÂÌÛ „‡ÎÂÂË. Ç ˝ÍÒÔÓÁËˆË˛ ‚Ó¯ÎË: ÙÓÚÓ„‡ÙËfl á‡ı‡Ó‚ „Ó‚ÓËÚ á-Á-Á, 
ëÍÂÒËÒ „Ó‚ÓËÚ ë-Ò-Ò; èÓ‰ÛÍˆËfl ëá. 

“…ëÓ‚Â¯ÂÌÌÓ Ò‡ÏÓÒÚÓflÚÂÎ¸ÌÓ ‡Á‚Ë‚‡˛ÚÒfl Ç. ëÍÂÒËÒ Ë Ç. á‡ı‡Ó‚ – ëá – ‡·ÓÚ‡˛˘ËÂ 

Ë ‚ÏÂÒÚÂ, Ë ‚ ÓÚ‰ÂÎ¸ÌÓÒÚË. ïÓÓ¯Ó ÓËÂÌÚËÛflÒ¸ ‚ ‰ÓÒÚËÊÂÌËflı Á‡Ô‡‰ÌÓ„Ó ‡‚‡Ì„‡‰‡, ÓÌË 

ÛÒÔÂ¯ÌÓ ‚˚‡˘Ë‚‡˛Ú Ó‚Ó˘Ë Ì‡ Ò‚ÓÂÏ Ó„ÓÓ‰Â. àÏ ÔËÒÛ˘Ë ˜ÂÚÍÓÒÚ¸ ıÛ‰ÓÊÂÒÚ‚ÂÌÌÓ„Ó  

Ï˚¯ÎÂÌËfl, Î‡ÍÓÌËÁÏ, ˛ÏÓ, ÔÓÒÚÓÚ‡ ÒÂ‰ÒÚ‚, ÛÏÂÌËÂ ‚ÓÔÎÓÚËÚ¸ Á‡Ï˚ÒÂÎ ‚ ÔÓ‰ıÓ‰fl˘ÂÏ 

Ï‡ÚÂË‡ÎÂ (ËÎË ·ÂÁ ÓÌÓ„Ó). éÌË Á‡ÌËÏ‡˛ÚÒfl ÔÓ·ÎÂÏ‡ÏË ÙÛÌÍˆËÓÌËÓ‚‡ÌËfl ËÒÍÛÒÒÚ‚‡ ‚ 

ÒÓˆËÛÏÂ, ‚Á‡ËÏÓ‰ÂÈÒÚ‚ËÂÏ ıÛ‰ÓÊÂÒÚ‚ÂÌÌÓÈ Ë Â‡Î¸ÌÓÈ ÒÂ‰˚. <…> ÅÓÎ¸¯ÓÂ ÒÚÂÍÎÓ ÓÍÌ‡ 

Á‡ÌËÏ‡Î‡ ÂÍÎ‡Ï‡ ëá – ‰‚ÓÈÌÓÈ ÔÓÚÂÚ ëÍÂÒËÒ‡ Ë á‡ı‡Ó‚‡; Ì‡ ÔÓ‰ÓÍÓÌÌËÍÂ “í˚Í‡ÎÍË” Ë 

“í˚Í‡ÎÍË” Ë npo˜ËÂ ÒÔË˜ÍË ëá. àı ÊÂ “ÅÓ‰‡ÎÍË” ‚ ËÁÓ·ËÎËË Ò‚ËÒ‡ÎË Ò ÔÓÚÓÎÍ‡ Ë ·ÓÎÚ‡ÎËÒ¸ 

‚ ‰‚ÂÌÓÏ ÔÓÂÏÂ, Á‡ÒÓflfl ÔÓÒÚ‡ÌÒÚ‚Ó ÔÛËÒÚÒÍÓÈ ·ÂÒÔÓÎÂÁÌÓÒÚ¸˛ ÔÓÁ‡˜Ì˚ı ÔÎÂÌÓÍ 

Ë ÌÂÙÛÌÍˆËÓÌ‡Î¸ÌÓÒÚ¸˛ ÔÂ‰ÏÂÚÓ‚ ‰ÓÏ‡¯ÌÂ„Ó Ó·ËıÓ‰‡. àÒÍÛÒÒÚ‚Ó Í‡Í ÔÓÒÚ‡fl ‚Â˘¸. 

<…> é·˙ÂÍÚ˚ [ëá], ÌÂÒÏÓÚfl Ì‡ Ò‚Ó˛ ÎÂ„ÍÓÒÚ¸, ÌÂ ÛÒÎ‡Ê‰‡ÎË, ‡ ÒÍÓÂÂ ‡Á‰‡Ê‡ÎË 

ÌÂÁÌ‡˜ËÚÂÎ¸ÌÓÒÚ¸˛, ÔÛÒÚÓÚÓÈ Ë ÔÓ‰˜ÂÍÌÛÚÓÈ ·ÂÒÒÓ‰ÂÊ‡ÚÂÎ¸ÌÓÒÚ¸˛, ˜ÚÓ ÌÂ ‰‡‚‡ÎÓ 

‚ÓÁÏÓÊÌÓÒÚË ‚ÒÚÛÔËÚ¸ ‚ ÍÓÌÚ‡ÍÚ Ì‡ ÛÓ‚ÌÂ ‡ÌÂÍ‰ÓÚ‡. é·˙ÂÍÚ ëá ‚ÒÂ„‰‡ ÔÓ·ÎÂÏ‡.”

ç‡Ú‡Î¸fl Ä·‡Î‡ÍÓ‚‡, ÄÌ‡ÚÓÎËÈ ÜË„‡ÎÓ‚. èÂ‚ÓÂ ÔËÒ¸ÏÓ. íéíÄêí. êÛÒÒÍ‡fl ÛÎÂÚÍ‡. 

å., Ad Marginem, 1998, Ò. 123-126

1982

The Playing off a Chair and a Lavatory performance as a part 

of a project Self-Defense Against Things. Sofia Kazakova’s flat, 

Moscow. Sabina Haensgen and Georg Witte, German specialist in 

Slavik culture, has attended the performance.

September, 20. Took part in the 1st APTART Gallery’ Exhibition. 

SZ occupied one of the gallery walls. The photos Zakharov Says 

Z-z-z, Skersis Says S-s-s; SZ Production.  

“… V. Skersis and V. Zakharov, SZ, work both together and alone, 

but are developing in an absolutely independent manner. They are 

quiet competent in the western avant-garde achievements, so 

they successfully plant their own vegetables. They are character-

ized by the clarity of art thinking/ideas, a laconic way to express 

themselves, humour, the simplicity of mean, they are skilled/apt to 

pass over their idea in a adequate material (or without any). They 

are dealing with the problems like how art functions inside a society 

how art and real life environments could be related and interrelated 

<…> A large window was occupied by the SZ commercial, i.e. a 

double portrait of Skersis and Zakharov; there were Snappers and 

Stabbers and other SZ matches  on the window-sill. Their bodalki 

(head-butts) were abundantly hanging down from the ceiling, were 

drooping in the doorway and thus were blocking and littering the 

space with the purist uselessness of the transparent films and a 

definite misuse of the home utensils. Art as a simple thing. <…> . 

The SZ objects were light and easy, however they didn’t pleasantly 

amuse you, but rather irritate as absolutely not important, shallow 

and markedly senseless – and as such have left no possibility to 

start a contact on an joke/anecdote level. A SZ object is always a 

problem“. Natalya Abalakova, Anatoly Zhigalov. The First Letter. In: TOTART. Russian 

Roulette. M., Ad Marginem, 1998, c. 123-126
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èÂ‚‡fl Ù‡Á‡ ÔÓÂÍÚ‡ ã‡ÒÍË Ë ÔÓˆÂÎÛË ‰ÂÎ‡˛Ú Î˛‰ÂÈ ÛÓ‰ÎË‚˚ÏË – ÔflÚ¸ 
˜ÂÌÓ-·ÂÎ˚ı ÙÓÚÓ„‡ÙËÈ ·ÓÎÂÂ ÏÂÚ‡ ‚ ‚˚ÒÓÚÛ. éË„ËÌ‡Î¸Ì˚È ÚË‡Ê 
ÙÓÚÓ„‡ÙËÈ ·˚Î ËÁ˙flÚ äÉÅ ‚Ó ‚ÂÏfl Ó·˚ÒÍ‡ Ì‡ 1-È ÔÂÒÓÌ‡Î¸ÌÓÈ ‚˚ÒÚ‡‚ÍÂ ëá 
‚ „‡ÎÂÂÂ APTART.

êÂÍÎ‡ÏÌ˚È ÔÎ‡Í‡Ú ëá. ä‡ÚÓÌ, ÚÂÏÔÂ‡, „Û‡¯¸, ÁÓÎÓÚ‡fl Í‡ÒÍ‡. 8 ˜‡ÒÚÂÈ. 
100ı70 Í‡Ê‰‡fl.

ëÂËfl ÙÓÚÓ„‡ÙËÈ ÄÌ‡ÚÓÏËfl ÒÔË˜ÂÍ.

ê‡Á‚ËÚËÂ ÍÓÌˆÂÔˆËÈ “Ù‡ÌÚÓÏÓ‚” Ë “ÒËÏÛÎflˆËË ‚ ÍÛÎ¸ÚÛÂ” – ëá ÔË‰ÛÏ˚‚‡˛Ú 
fl‰ ÔÂÒÓÌ‡ÊÂÈ: ä‡Ú˛ òÌËˆÂ, ãÂÌÛ ÇÓÎÓ‰ËÌÛ Ë ÂÂ ·‡Ú‡ à„Ófl ÇÓÎÓ‰ËÌ‡. 
ê‡·ÓÚ˚ ‚˚Ï˚¯ÎÂÌÌ˚ı ıÛ‰ÓÊÌËÍÓ‚ ·˚ÎË ‚ÍÎ˛˜ÂÌ˚ ‚ è‡ÔÍÛ åÄçà ‹4 (1982). 

ê‡Á‚ËÚËÂ ÍÓÌˆÂÔˆËË “ÒËÏ·ËÓÁ‡”, ‚ ÒÓÓÚ‚ÂÚÒÚ‚ËË Ò ÍÓÚÓÓÈ Ç. á‡ı‡Ó‚ ‰ÓÎÊÂÌ 
·˚Î ‚ÒÂ„‰‡ Ì‡ıÓ‰ËÚ¸Òfl ÒÔ‡‚‡ ÓÚ Ç. ëÍÂÒËÒ‡.

 1983

12 – 15 ÙÂ‚‡Îfl. 1-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá. Ç ˝ÍÒÔÓÁËˆË˛ ‚Ó¯ÎË: ÔÓÂÍÚ 
àÒÔÓÎ¸ÁÓ‚‡ÌËÂ ËÒÍÛÒÒÚ‚‡ ‚ ‚ÓÂÌÌ˚ı ˆÂÎflı (‚ÍÎ˛˜‡fl ·ÛÏ‡ÊÌ˚È Ï‡ÍÂÚ Ú‡ÌÍ‡ 
è‡ÙÂÌÓÌ); ÔÓÂÍÚ ã‡ÒÍË Ë ÔÓˆÂÎÛË ‰ÂÎ‡˛Ú Î˛‰ÂÈ ÛÓ‰ÎË‚˚ÏË (ÒÂËfl ÙÓ-
ÚÓ„‡ÙËÈ, ‡ÍˆËfl Ì‡ ÓÚÍ˚ÚËË – ÌÂÍÓÚÓ˚Ï ÔÓÒÂÚËÚÂÎflÏ Ì‡ ÌÓ„Û Ì‡‰Â‚‡ÎË 
Í‡ÚÓÌÌ˚È ÍÛ„, Ì‡ ÎËˆÓ ÔËÍÎÂË‚‡ÎË ‡ÁÌÓˆ‚ÂÚÌ˚Â ÚÓ˜ÍË, ‡ ÛÍÛ ÔË‚flÁ˚‚‡ÎË 
Í ÚÛÎÓ‚Ë˘Û); ÒÂËfl èÓ‰ÛÍˆËfl ëá; êÂÍÎ‡ÏÌ˚È ÔÎ‡Í‡Ú ëá; ÔÓÂÍÚ ñëäÄ– 
ëÔ‡Ú‡Í, ÔÓÂÍÚ ç‡‰ÔËÒË; Ó·˙ÂÍÚ˚ Ë ÙÓÚÓ„‡ÙËË ÔÓÂÍÚ‡ á‡ÔÓÎÌÂÌËÂ ÌË¯; 
‰ÓÍÛÏÂÌÚ‡ˆËfl ÔÓÂÍÚ‡ ìÔÓfl‰Ó˜Ë‚‡ÌËÂ ÏÓ˜ÂËÒÔÛÒÍ‡ÚÂÎ¸ÌÓÈ ‰ÂflÚÂÎ¸ÌÓÒÚË 
ÒÓ·‡Í; èÓÌÓ„‡ÙË˜ÂÒÍ‡fl ÒÂËfl ËÁ 8 ÙÓÚÓ„‡ÙËÈ Á‡ Á‡Ì‡‚ÂÒÍÓÈ, ÒÂËfl 
ÙÓÚÓ„‡ÙËÈ ÄÌ‡ÚÓÏËfl ÒÔË˜ÂÍ.

The 1st phase of the Caresses and Kisses Make People Ugly 

project – five black-and-white photos, more than a metre in 

height. All the original copies were confiscated by the KGB in 

the course of the search at the 1st personal SZ exhibition in the 

APTART gallery.

SZ Advertisement Poster. Tempera, gouache, golden pain on 

cardboard. 8 pieces, 100x70 each.

The Anatomy of Matches series.

The development of the “phantom” and the “simulation in culture” 

concepts. SZ-members invent a number of characters, like Katya 

Shnitzer, Lena Volodina and her brother Igor. The works by those 

unreal artists has been included into the M.A.N.A. File N˚4 

The development of the “symbiosis” concept, which prescribes 

that Zakharov should always be on the right from Skersis.

1983

February, 12 –15. The 1st SZ personal exhibition. Among the 

exhibits there were: Military Applications of Art project (a paper 

model of Parthenon tank included); a Caresses and Kisses Make 

People Ugly project (the series of photos and a special action 

at the opening: they put a cardboard ring on a leg and sticked 

coloured spots on a face of some of the visitors, plus they were 

fastening one of the visitor’s arms to the torso); the SZ Production 

series, SZ Advertisement Poster; the CSKA – Spartak project; 

the Tags project; the photos and the objects for the Filling the 

Voids project; the documents for the Logical Organization of 

Urination of Dogs; 8 photos from the Porno Series behind the 

curtain; the Anatomy of Matches photo series.
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î‡„ÏÂÌÚ˚ ˝ÍÒÔÓÁËˆËË 1-È „ÛÔÔÓ‚ÓÈ ‚˚ÒÚ‡‚ÍË ‚ „‡ÎÂÂÂ APTART.

Fragments of the 1st group exhibition in the APTART Gallery.

èÓ‰ÛÍˆËfl ëá : ·Ó‰‡ÎÍË, ÒÂËfl ËÁ 15 ËÒÛÌÍÓ‚; ÍÓÓ·ÍË Ò ·ÛÚ˚ÎÍ‡ÏË Ë ÔÎËÚÍË For Nose.

The headbutts from SZ Production series (drawings; the boxes with the bottles inside them) 
and ceramic tiles For Nose.
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Ç˚ÒÚ‡‚Í‡ ·˚Î‡ ‡Á‚Ë‚‡˛˘ËÏÒfl ÔÓÂÍÚÓÏ (“work in progress”) – ëá ÔËıÓ‰ËÎË 
Ì‡ ‚˚ÒÚ‡‚ÍÛ Ë ‚ÌÓÒËÎË ‰ÓÔÓÎÌÂÌËfl ‚ ÓÒÔËÒ¸ ÒÚÂÌ. Ç˚ÒÚ‡‚Í‡ ·˚Î‡ Á‡Í˚Ú‡ 
ÒÓÚÛ‰ÌËÍ‡ÏË äÉÅ. ó‡ÒÚ¸ ˝ÍÒÔÓÌ‡ÚÓ‚ ·˚Î‡ ËÁ˙flÚ‡ ÔË Ó·˚ÒÍÂ. é„‡ÌËÁ‡ÚÓ˚ Ë 
Û˜‡ÒÚÌËÍË ‚˚ÒÚ‡‚ÍË ˜Û‰ÓÏ ËÁ·ÂÊ‡ÎË Û„ÓÎÓ‚ÌÓ„Ó ÔÂÒÎÂ‰Ó‚‡ÌËfl.

“12 ÙÂ‚‡Îfl 18.00. å˚ ÒÌÓ‚‡ Ì‡ Í‚‡ÚËÂ ç. ÄÎÂÍÒÂÂ‚‡, Á‰ÂÒ¸ ÓÚÍ˚Î‡Ò¸ ‚ÓÒ¸ÏË‰ÌÂ‚Ì‡fl 

‚˚ÒÚ‡‚Í‡ „ÛÔÔ˚ ë3. Ç. ëÍÂÒËÒÛ Ë Ç. á‡ı‡Ó‚Û Û‰‡ÎÓÒ¸ ÒÓÁ‰‡Ú¸ Û‰Ë‚ËÚÂÎ¸ÌÛ˛ ÍÓÏÙÓÚÌÛ˛ 

Ë ÎÂ„ÍÛ˛ ıÛ‰ÓÊÂÒÚ‚ÂÌÌÛ˛ ÒÂ‰Û; Ä‚ÚÓ˚ ˝ÍÒÔÓÁËˆËË, Ó·Î‡‰‡˛˘ËÂ ·ÓÎ¸¯ËÏ Ó·‡flÌËÂÏ, 

‰‡˛Ú Ó˜ÂÌ¸ ËÌÚÂÂÒÌ˚Â Ë ÍÓÌÍÂÚÌ˚Â ÔÓflÒÌÂÌËfl. Ö‰ËÌÒÚ‚ÂÌÌ˚È ÌÂ‰ÓÒÚ‡ÚÓÍ ‚˚ÒÚ‡‚ÍË, ˝ÚÓ, 

ÔÓÊ‡ÎÛÈ, ËÁÎË¯Ìflfl Î‡ÍÓÌË˜ÌÓÒÚ¸ Ë ·ÓÎ¸¯ÓÂ ÍÓÎË˜ÂÒÚ‚Ó ÒÚ‡˚ı ‡·ÓÚ.”

ä. á‚ÂÁ‰Ó˜ÂÚÓ‚. üÌ‚‡ÒÍËÂ ÚÛÒÓ‚ÍË. èÓÔÛÎflÌ‡fl „‡ÁÂÚ‡, ‹6, åÓÒÍ‚‡, 1983 

(Ï‡¯ËÌÓÔËÒ¸). ÄıË‚ ë‡·ËÌ˚ ï˝ÌÒ„ÂÌ (ÅÓıÛÏ).

ê‡Á‚ËÚËÂ ÍÓÌˆÂÔˆËË “ÒÓ‡‚ÚÓÒÚ‚‡”. ëá ÔÂ‰ÔËÌËÏ‡˛Ú ÔÓÔ˚ÚÍË ÔË‚ÎÂ˜¸ 
Í ÒÓ‡‚ÚÓÒÚ‚Û ‡ÁÎË˜Ì˚ı ÔÂ‰ÒÚ‡‚ËÚÂÎÂÈ ÏÓÒÍÓ‚ÒÍÓ„Ó ÌÂÓÙËˆË‡Î¸ÌÓ„Ó 
ËÒÍÛÒÒÚ‚‡ – Û˜‡ÒÚÌËÍÓ‚ „ÛÔÔ˚ äÓÎÎÂÍÚË‚Ì˚Â ‰ÂÈÒÚ‚Ëfl, „ÛÔÔ˚ åÛıÓÏÓ, 
ûËfl ÄÎ¸·ÂÚ‡, ç‡Ú‡ÎË˛ Ä·‡Î‡ÍÓ‚Û Ë ÄÌ‡ÚÓÎËfl ÜË„‡ÎÓ‚‡, à‚‡Ì‡ óÛÈÍÓ‚‡.

“… ÒÓ‡‚ÚÓÒÚ‚Ó ÔÓÌËÏ‡ÎÓÒ¸ ÏÌÓ˛ Ë ëÍÂÒËÒÓÏ Í‡Í ÌÂÍËÈ ÏÂÚÓ‰. å˚ ‰‡ÊÂ ÔÂ‰ÔËÌflÎË 

ÔÓÔ˚ÚÍË (ÌÂÛ‰‡˜Ì˚Â, Ô‡‚‰‡) ÒÓ‡‚ÚÓÒÍÓÈ ‡·ÓÚ˚ „ÛÔÔ˚ ëá Ò ‰Û„ËÏË ıÛ‰ÓÊÌËÍ‡ÏË <…>  

íÓ„‰‡ Ì‡Ï Í‡Á‡ÎÓÒ¸ ‚ÓÁÏÓÊÌ˚Ï ÔËÌˆËÔË‡Î¸ÌÓ ËÁÏÂÌËÚ¸ ÓÚÌÓ¯ÂÌËÂ Í ÔÓÌflÚË˛ “ıÛ‰ÓÊÌËÍ” 

Ë Í ÚÓÏÛ, ˜ÚÓ Ì‡Á˚‚‡ÎÓÒ¸ “‡‚ÚÓÒÍÓÈ ‡·ÓÚÓÈ”. ùÚÓ ·˚ÎÓ ‚ÓÁÏÓÊÌÓ ÎË¯¸ ‚ ÚÓ ‚ÂÏfl, ÍÓ„‰‡ 

ÔÓ‰ÔÓÎ¸Ì˚Â ıÛ‰ÓÊÌËÍË ÒÓÒÚ‡‚ÎflÎË ÌÂ·ÓÎ¸¯ÓÈ ÍÛ„, ÌÂ ·ÓÎÂÂ ÚË‰ˆ‡ÚË-ÒÓÓÍ‡ ˜ÂÎÓ‚ÂÍ. 

äÓ„‰‡ ÏÓÊÌÓ ·˚ÎÓ Óı‚‡ÚËÚ¸ Ò‡ÁÛ ‚ÒÂı Ì‡Ë·ÓÎÂÂ ËÌÚÂÂÒÌ˚ı Ë ‰ÂÈÒÚ‚Û˛˘Ëı ıÛ‰ÓÊÌËÍÓ‚. 

íÓÎ¸ÍÓ ÚÓ„‰‡ ˝ÚÓ ÏÓ„ÎÓ ·˚ ÒÚ‡Ú¸ ÌÂÍËÏ fl‚ÎÂÌËÂÏ ‚ ÍÛÎ¸ÚÛÂ Ë ËÒÍÛÒÒÚ‚Â, ‡ ÌÂ ÔÓÒÚÓ 

ÒÓ‡‚ÚÓÒÍÓÈ ‡·ÓÚÓÈ. ïÓÚÂÎÓÒ¸ ÒÓÁ‰‡Ú¸ Ô‡‡ÎÎÂÎ¸Ì˚È ÏË ÒÓ‡‚ÚÓÓ‚ Ë ÒÓ‡‚ÚÓÒÍËı ‡·ÓÚ. 

ëÓ„Î‡ÒËÒ¸, ÌÂ Ú‡Í‡fl ÛÊ ·‡Ì‡Î¸Ì‡fl Ë‰Âfl…” 

Ç‡‰ËÏ á‡ı‡Ó‚ Ë ‰Û„ËÂ (ËÌÚÂ‚¸˛ î.êÓÏÂ‡). ÑËÌ‡ÏË˜ÂÒÍËÂ Ô‡˚. ä‡Ú‡ÎÓ„ ‚˚ÒÚ‡‚ÍË Í 

10-ÎÂÚË˛ É‡ÎÂÂË ÉÂÎ¸Ï‡Ì‡. å., GIF, 2000, Ò.157-158.

The show has been of a classical “work in progress” type – the 

SZ artists came to the gallery and were adding something to the 

decoration of the walls. The exhibition has been closed by the 

KGB agents. Part of the exhibits have been taken away in the 

course of the search. The organizers and the participarts have 

been lucky enough to escape the prosecution.

“18:00, February 12. We are back again in the N.Alekseev’s 

flat. Here an 8 days exhibition of “S-Z” group has been opened. 

V.Skersis and V. Zakharov have  managed to create a surprisingly 

cosy, comfortable and easy-going art environment. The authors of 

the show are very charming always ready to make very interesting, 

and distinctive comments. The only complains or weakness might 

be too explicit laconism and too many old works.”

K. Zvezdotchetov, The January Small Parties (Janvarskije Tusovky). Popularnaya Gazeta 

(A Popular Newspaper), N˚ 6, 1983 (typed). Archive of Sabina Haensgen (Bohum).

The development of the “co-authorship” concept. SZ make the 

attempts to encourage other representative of Moscow non-official 

art to co-authorship. Among the possible partners were the mem-

bers of the Collective Actions group, the Toadstool group, 

Yuri Albert, Natalya Abalakova and Anatoli Zhigalov, Ivan Chuikov.

“…we, V. Skersis and I, have understood the co-authorship as 

a certain method. We’ve even attempted (unsuccessfully, to be 

frank) to find the possibility for the SZ to co-work with other artists. 

<…> In those days we considered it possible to change drastically 

the attitude to the concept/idea/principle/meaning of an “artist” and 

everything that could be identified as an “author’s work”. That could 

have become real only in those days when unofficial, the so called 

“underground” formed a rather narrow circle, no more than thirty-

forty people. When you were able to embrace the most interesting 

and active artists all at once. Only then it could have become a 
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29 Ï‡fl. ÄÍˆËfl Lieblich (‚ ‡ÏÍ‡ı ‚˚ÒÚ‡‚ÍË-‡ÍˆËË APTART ‚ Ì‡ÚÛÂ). ãÂÒ Û 
‰. ä‡ÎËÒÚÓ‚Ó åÓÒÍÓ‚ÒÍÓÈ Ó·Î‡ÒÚË. ÄÍˆËfl ÔÂ‰ÒÚ‡‚ÎflÎ‡ ÒÓ·ÓÈ ÔÓ‚ÚÓÂÌËÂ 
Ó‰ÌÓËÏÂÌÌÓÈ ‡ÍˆËË „ÛÔÔ˚ äÓÎÎÂÍÚË‚Ì˚Â ‰ÂÈÒÚ‚Ëfl Ë ÒÚ‡Î‡ Ú‡ÍËÏ Ó·‡ÁÓÏ 
Ó‰ÌËÏ ËÁ ÔÂ‚˚ı ÔËÏÂÓ‚ ˜ËÒÚÓÈ ˝ÒÚÂÚË˜ÂÒÍÓÈ ‡ÔÓÔË‡ˆËË ‚ ÛÒÒÍÓÏ 
ËÒÍÛÒÒÚ‚Â. 

9 – 30 ÒÂÌÚfl·fl. ì˜‡ÒÚËÂ ‚ ‚˚ÒÚ‡‚ÍÂ Come Yesterday and You`ll be First! 
(èË‰Â¯¸ ‚˜Â‡ – ·Û‰Â¯¸ ÔÂ‚˚È), Ó„‡ÌËÁÓ‚‡ÌÌÓÈ ÍÛ‡ÚÓÓÏ å‡„‡ËÚÓÈ 
íÛÔËˆ˚ÌÓÈ. É‡ÎÂÂfl “City without Walls”, ç¸˛-ÑÊÂÒË; Contemporary Russian Art 
Center, ç¸˛-âÓÍ, ëòÄ.

10 ÒÂÌÚfl·fl. 2-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá. ä‚‡ÚË‡ åËı‡ËÎ‡ îÂ‰ÓÓ‚‡-
êÓ¯‡Îfl, åÓÒÍ‚‡.

10 – 11 ÒÂÌÚfl·fl. ì˜‡ÒÚËÂ ‚ ‚˚ÒÚ‡‚ÍÂ-‡ÍˆËË èÓ·Â‰˚ Ì‡‰ ÒÓÎÌˆÂÏ 
‚ „‡ÎÂÂÂ APTART. 

25 ÒÂÌÚfl·fl. ÄÍˆËfl Brooklin Bridge (‚ ‡ÏÍ‡ı ‚˚ÒÚ‡‚ÍË-‡ÍˆËË APTART Á‡ 
Á‡·ÓÓÏ). Ñ‚Ó ‰‡˜Ë ·‡Ú¸Â‚ åËÓÌÂÌÍÓ ‚ ‰. í‡‡ÒÓ‚Í‡ åÓÒÍÓ‚ÒÍÓÈ Ó·Î‡ÒÚË.

12 ‰ÂÍ‡·fl. 3-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá ‚ ‡ÏÍ‡ı ÇÂ˜Â‡ ‰ËÎÂÚ‡ÌÚÒÍÓÈ 
ÏÛÁ˚ÍË, Ó„‡ÌËÁÓ‚‡ÌÌÓ„Ó í‡Ú¸flÌÓÈ ÑË‰ÂÌÍÓ ‚ ÑÓÏÂ ÍÛÎ¸ÚÛ˚ ‚ÓÁÎÂ ÏÂÚÓ 
“ãÂÌËÌÒÍËÈ ÔÓÒÔÂÍÚ”.

certain event in culture and art and not only a plain co-authorship. 

Our wish was to create a certain parallel world of co-authors and 

co-authors’ works/co-works. Guess, not so banal idea, after all…”

Vadim Zakharov and the others (an interview by Fedor Romer). Dynamic Pairs. The cata-

logue for the 10th anniversary of the Gelman’ Gallery. M., GIF, 2000, pp.157-158.

May, 29. The Lieblich action (in a framework of the APTART in Plein 

Air exhibition). The forest near Kalistovo village, Moscow region. 

This action was a replica of the action, made by the Collective 

Actions group, and as such has served one of the very first 

examples of pure aesthetic appropriation in Russian art.

September, 9 – 30. Participated in the Come Yesterday and You’ll 

be the First exhibition that was organized by a curator Margarita 

Tupitsina. The “City Without Walls” gallery, New Jersey; the Centre 

of Contemporary Russian Art, New York, USA.

September,10. The 2nd SZ personal exhibition. The flat of  Mikhail 

Fedorov-Roshal, Moscow.

September, 10 – 11. Participated in the Victories over the Sun 

exhibition in the APTART gallery.

September, 25. The Brooklyn Bridge action (in a framework of the 

APTART behind the Fence exhibition). A yard of the Mironenko 

brothers’ dacha in Tarasovka village, Moscow region.

December, 12. The 3rd SZ personal exhibition in a framework of 

the Amateur Music Night, organized by Tatiana Didenko in a 

House of Culture near the “Leninsky Prospect” metro station.

The 4th SZ personal exhibition (traveling). The flats of Nikita 

Alexeev, Ivan Chuikov, Alexander Yulikov, Leonid Bazhanov, Georgy 

Kizelvater (for Vladimir Sorokin). Moscow.



 1984

4-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá (ÔÂÂ‰‚ËÊÌ‡fl). ä‚‡ÚË˚ çËÍËÚ˚ ÄÎÂÍÒÂÂ‚‡, 
à‚‡Ì‡ óÛÈÍÓ‚‡, ÄÎÂÍÒ‡Ì‰‡ ûÎËÍÓ‚‡, ãÂÓÌË‰‡ Å‡Ê‡ÌÓ‚‡, ÉÂÓ„Ëfl 
äËÁÂ‚‡Î¸ÚÂ‡ (‰Îfl ÇÎ‡‰ËÏË‡ ëÓÓÍËÌ‡). åÓÒÍ‚‡. 

7 flÌ‚‡fl – 20 Ï‡Ú‡. ì˜‡ÒÚËÂ ‚ ‚˚ÒÚ‡‚ÍÂ APTART. Moscow Vanguard in the ‘80s. 
Contemporary Russian Art Center of America, ç¸˛-âÓÍ. 19 ÓÍÚfl·fl – 1 ÌÓfl·fl 
1985 ‚˚ÒÚ‡‚Í‡ ·˚Î‡ ÔÓÍ‡Á‡Ì‡ ‚ Washington Project for the Arts, Ç‡¯ËÌ„ÚÓÌ.

ãÂÚÓ. Ç. ëÍÂÒËÒ ˝ÏË„ËÛÂÚ ‚ ëòÄ.

Ñ‡Î¸ÌÂÈ¯ÂÂ ‡Á‚ËÚËÂ ÍÓÌˆÂÔˆËË “ÒËÏ·ËÓÁ‡”: Ç. á‡ı‡Ó‚ Ë Ç. ëÍÂÒËÒ 
‰Ó„Ó‚ÓËÎËÒ¸ ‚ ÛÒÎÓ‚ÎÂÌÌ˚Â ‰ÌË ‚ÒÚ‡‚‡Ú¸ ‚ Ó‰ÌÓ Ë ÚÓ ÊÂ ‚ÂÏfl, ÂÒÚ¸ Á‡ 
Á‡‚Ú‡ÍÓÏ Ó‰ÌÛ Ë ÚÛ ÊÂ Â‰Û, ‚ ÚÓ˜ÌÓÒÚË ÍÓÔËÓ‚‡Ú¸ ‰ÂÈÒÚ‚Ëfl ‰Û„ ‰Û„‡ ‚ 
ÚÂ˜ÂÌËÂ ‰Ìfl. èË ˝ÚÓÏ Ç. á. Ì‡ıÓ‰ËÎÒfl ‚ åÓÒÍ‚Â, ‡ Ç. ë. – ‚ ç¸˛-ÑÊÂÒË (ëòÄ).

 1989

14 Ë˛Ìfl – 16 Ë˛Îfl. 5-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá ‚Ó ‚ÂÏfl ‚˚ÒÚ‡‚ÍË Art 
Instead of Art. Seven Artists from Moscow, Palace of Exhibitions “Mucsarnok”, 
ÅÛ‰‡ÔÂ¯Ú. (äÓÌˆÂÔˆËfl Ë ËÒÔÓÎÌÂÌËÂ Ç. á‡ı‡Ó‚‡.)

 1990

16 ÙÂ‚‡Îfl – 17 Ï‡Ú‡. Å‡Ú¸fl ä‡‡Ï‡ÁÓ‚˚. Galerie Sophia Ungers, äÂÎ¸Ì

 1990 – 1991

àÌÒÚ‡ÎÎflˆËfl Å‡Ú¸fl ä‡‡Ï‡ÁÓ‚˚  ÔÓÍ‡Á‡Ì‡ Ì‡ ‚˚ÒÚ‡‚ÍÂ ÅË·ÎËÓÚÂÍ‡. 
Kunstverein, á‡Î¸ˆ·Û„, Ä‚ÒÚËfl; Stadtmuseum, å˛Î¸ı‡ÈÏ, ÉÂÏ‡ÌËfl. 

January,7 – March, 20. Participated in the APTART. Moscow 

Vanguard in the 80s. Contemporary Russian Art Centre of 

America, New York. From October 19 to November, 1, 1985 the 

exhibition was displayed in the Washington Project for the Arts, 

Washington DC, USA.

 

Summer. Victor Skersis emigrated to the USA.

The further development of a “symbiosis” concept: Zakharov and 

Skersis decided to set certain days when they should get up at 

one and the same time; have the same food for breakfast, and 

do the same things the other one would do – thus to copy the 

partner’s actions and activities during the whole day. The trick was 

that V.Z. was in Moscow while V.S. was in New Jersey (USA).

1989

June 14 – July 16. The 5th SZ personal exhibition in the course 

of the Art Instead of Art. Seven Artists from Moscow, the Palace of 

Exhibitions “Mucsarnok”, Budapest (The concept and the realiza-

tion have been made by V. Zakharov.)

1990

February, 16 – March 17. The Karamazov Brothers. Galerie 

Sophia Ungers, Cologne, Germany.

1990 – 1991

The installation Karamazov Brothers shown in a framework of the 

Library exhibition. Kunstverein, Salzburg, Austria; Stadtmuseum, 
Muehlheim, Germany.
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GROUP SZ  – 

Victor S KE R S I S  

Vadim ZAKHAROV

ÉêìèèÄ ëá  -

ÇËÍÚÓ ëäÖêëàë 

Ç‡‰ËÏ áÄïÄêéÇ

The group was founded in 1980. There are two periods: 1980-1984 

and throughout 1990. During the first period, the following themes 

were under development: Functioning in Culture, Activity, Filling the 

Voids, Simulations in Culture, Phantoms, Symbiosis, Co-authorships, 

and Bypassings. In 1990, work was based on the Brothers Karam-

azov by Fedor Dostoevski.

 

é·‡ÁÓ‚‡ÌËÂ „ÛÔÔ˚ - 1980. Ñ‚‡ ˝Ú‡Ô‡: 1980-1984, 

1990. ë 1980 „Ó‰‡ ‡Á‡·‡Ú˚‚‡ÎËÒ¸ ÒÎÂ‰Û˛˘ËÂ 

ÚÂÏ˚: îÛÌÍˆËÓÌËÓ‚‡ÌËÂ ‚ ÍÛÎ¸ÚÛÂ, ÑÂflÚÂÎ¸ÌÓÒÚ¸, 

á‡ÔÓÎÌÂÌËÂ ÌË¯, ëËÏÛÎflˆËfl ‚ ÍÛÎ¸ÚÛÂ, î‡ÌÚÓÏ˚, 

ëËÏ·ËÓÁ, éÔÂÂÊÂÌËÂ Ë ëÓ‡‚ÚÓÒÚ‚‡. Ç 1990 „Ó‰Û 

‡·ÓÚ‡ „ÛÔÔ˚ ÓÒÌÓ‚˚‚‡Î‡Ò¸ Ì‡ ÔÓËÁ‚Â‰ÂÌËË 

î. M. ÑÓÒÚÓÂ‚ÒÍÓ„Ó Å‡Ú¸fl ä‡‡Ï‡ÁÓ‚˚

C
 C C C C  C  C C  C  C C   C
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ç‡‰ÔËÒË, 1980

“ë ˜Û‚ÒÚ‚ÓÏ „ÎÛ·ÓÍÓ„Ó Û‰Ó‚ÎÂÚ‚ÓÂÌËfl ëá ÒÓÓ·˘‡ÂÚ, 

˜ÚÓ ÔÓfl‚Ë‚¯ËÂÒfl ‚ ‡ÁÌ˚ı ÍÓÌˆ‡ı „. åÓÒÍ‚˚ Ì‡‰ÔËÒË: 

éâ!, Äâ!, Çéí!, äÄä?, òãüèÄ! Ë ‰Û„ËÂ ÙÛÌÍˆËÓÌËÛ˛Ú 

ÌÓÏ‡Î¸ÌÓ”. 

Tags, 1980

“With deep satisfaction, SZ announces that tags such as Ouch! Hey! 

There! Why? Nut! and others appeard in different places of Moscow  

are functioning properly”.
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ÇÂÒÚÌËÍ ëá, 1980

ÇÓ ÏÌÓ„Ëı ÒÚ‡Ì‡ı ‚ Ì‡ÒÚÓfl˘ÂÂ ‚ÂÏfl ‚Â‰ÛÚÒfl ‡·ÓÚ˚ ÔÓ ‡Á‡·ÓÚÍÂ Ë 
ÔÓËÁ‚Ó‰ÒÚ‚Û ÌÓ‚ÂÈ¯Ëı ‚Ë‰Ó‚ ÓÛÊËfl. ë ‰‡ÌÌÓ„Ó ‚˚ÔÛÒÍ‡ Ï˚ Ì‡˜ËÌ‡ÂÏ 
ÔÛ·ÎËÍÓ‚‡Ú¸ ‰ÓÍÎ‡‰ Ì‡¯Â„Ó ÒÂÍÂÚÌÓ„Ó ÍÓÂÒÔÓÌ‰ÂÌÚ‡, ÔÓÒ‚fl˘ÂÌÌ˚È 
˝ÚÓÏÛ ‚ÓÔÓÒÛ.

 1-fl ˜‡ÒÚ¸
é· ËÒÔÓÎ¸ÁÓ‚‡ÌËË ‰ÓÒÚËÊÂÌËÈ ËÒÍÛÒÒÚ‚‡ ‚ ‚ÓÂÌÌ˚ı ˆÂÎflı.

 àÚ‡ÎËfl.
å‡ÚÓÒ˚ ÒÍ‡ÔÎË‚‡˛ÚÒfl Û Ó‰ÌÓ„Ó ËÁ ·ÓÚÓ‚. ë‚ÂıÏÓ˘Ì˚È ÌÓ‚ÂÈ¯ËÈ 
ÍÂÈÒÂ, ÌÂ Ò‰ÂÎ‡‚ ÌË Ó‰ÌÓ„Ó ‚˚ÒÚÂÎ‡, ÔÂÂ‚Ó‡˜Ë‚‡ÂÚÒfl Ë Ë‰fiÚ ÍÓ 
‰ÌÛ. èË˜ËÌ‡? èÓ‰‚Ó‰Ì‡fl ÎÓ‰Í‡ ÇÂÌÂ‡ - ÒÓÓÛÊÂÌËÂ ÓÚÍÓ‚ÂÌÌÓ 
ÔÓÌÓ„‡ÙË˜ÂÒÍÓ„Ó ÒÓ‰ÂÊ‡ÌËfl, Ó‰Ì‡ÍÓ ÔÓÒÚÓÂÌÌÓÂ ÔÓ ÍÎ‡ÒÒË˜ÂÒÍËÏ 
ÔÓÔÓˆËflÏ èÓÎËÍÎÂÚ‡, ‚ÌÂÁ‡ÔÌÓ ‚ÒÔÎ˚‚¯ÂÂ fl‰ÓÏ Ò ÍÓ‡·ÎfiÏ.

 êÓÒÒËfl.
ÑÎfl ‚‚Â‰ÂÌËfl ÔÓÚË‚ÌËÍ‡ ‚ Á‡·ÎÛÊ‰ÂÌËÂ, ·ÓÏ·‡‰ËÓ‚˘ËÍË, ËÁ‚ÂÒÚÌ˚Â Ì‡ 
á‡Ô‡‰Â ÔÓ‰ Ì‡Á‚‡ÌËÂÏ Å˝ÍÙ‡Ë, ‡ÒÔËÒ˚‚‡˛ÚÒfl ÔÓ‰ ÍÓÌÌËˆÛ.

 ÉÂˆËfl.
í‡ÌÍ è‡ÙÂÌÓÌ - Á‰ÂÒ¸ ˆËÌË˜ÌÓ ËÒÔÓÎ¸ÁÛÂÚÒfl ÔËÌˆËÔ „Â˜ÂÒÍÓÈ 
ÍÓÎÓÌÌ‡‰˚. ëÌ‡fl‰˚ ÔÓÚË‚ÌËÍ‡ ÔÓÎÂÚ‡˛Ú ÏÂÊ‰Û ÍÓÎÓÌÌ‡ÏË. ÑÎfl ¯ÚÛÏ‡ 
Ú‡ÍÓÈ ÛÒÚ‡ÌÓ‚ÍË ‚‡ÊÂÒÍËÂ ÒÓÎ‰‡Ú˚ ‰ÓÎÊÌ˚ ËÒÔÓÎ¸ÁÓ‚‡Ú¸ ÔËÒÚflÊÌ˚Â 
ÎÂÒÚÌËˆ˚, ÌÓ ÓÚ ÌËı Ú‡ÌÍ ÒÔÓÍÓÈÌÓ ÛÂÁÊ‡ÂÚ.

 ëÚÛÎ ÇÂÌÓÒÚË
èÛÒÚ¸, ÔÛÒÚ¸, ÔÛÒÚ¸ ÒÍÂÔÚËÍË „Ó‚ÓflÚ Ó ÌÂ‚ÓÁÏÓÊÌÓÒÚË ÒÛÔÛÊÂÒÍÓÈ 
‚ÂÌÓÒÚË! Ä ÛÏÌËÍË ÔË‰ÛÏ˚‚‡˛Ú ÒÍ‡·ÂÁÌ˚Â ‡ÌÂÍ‰ÓÚ˚. èÓÒÚÓÂ 
ÛÒÚÓÈÒÚ‚Ó ËÁ ÒÚÛÎ‡ Ë ‚ÂÂ‚ÍË ÔÓÏÓÊÂÚ Â¯ËÚ¸ ˝ÚÛ ÔÓ·ÎÂÏÛ: ÒË‰ÂÌ¸Â 
ÒÚÛÎ‡ ÔÓÏÂ˘‡ÂÚÒfl ÏÂÊ‰Û ÌÓ„ ÒÔËÌÍÓÈ ‚ÔÂfi‰ Ë ÍÂÔËÚÒfl ÚÂÏfl 
‚ÂÂ‚Ó˜Ì˚ÏË ÔÂÚÎflÏË ‚ÓÍÛ„ Ú‡ÎËË Ë Í‡Ê‰ÓÈ ÌÓ„Ë. ëÓÁ‰‡ÌÌÓÂ Ú‡ÍËÏ 
Ó·‡ÁÓÏ ÛÒÚÓÈÒÚ‚Ó Ó·ÂÒÔÂ˜ËÚ Ç‡¯Â ÒÔÓÍÓÈÒÚ‚ËÂ ‚Ó ‚ÂÏfl ÓÚÔÛÒÍ‡, 
˚·‡ÎÍË, ÍÓÏ‡Ì‰ËÓ‚ÍË.
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Ñ‡ÌÌ‡fl ‡·ÓÚ‡ ‡ÒÒ˜ËÚ‡Ì‡ Ì‡ Ï‡ÍÒËÏ‡Î¸ÌÓ ¯ËÓÍËÈ ÍÛ„ ˜ËÚ‡ÚÂÎÂÈ. 
é‰Ì‡ÍÓ ÔÂ˜‡Ú‡ÂÚÒfl ‚ Ó„‡ÌË˜ÂÌÌÓÏ ÍÓÎË˜ÂÒÚ‚Â ˝ÍÁÂÏÔÎflÓ‚. 
ùÚÓ ÔÂ‰˙fl‚ÎflÂÚ Í ÌÂÈ fl‰ ÚÂ·Ó‚‡ÌËÈ:
 - ÔÓÒÚÂÈ¯‡fl ‚ÓÒÔÓËÁ‚Ó‰ËÏÓÒÚ¸
 - Í‡ÚÍÓÒÚ¸
 - ˝ÏÓˆËÓÌ‡Î¸ÌÓ-ËÌÙÓÏ‡ˆËÓÌÌ‡fl Ì‡Ò˚˘ÂÌÌÓÒÚ¸

èÓÏËÏÓ ÇÂÒÚÌËÍ‡ ‰ÂflÚÂÎ¸ÌÓÒÚ¸ ëá ‚ ‰‡ÌÌÓÂ ‚ÂÏfl Ì‡Ô‡‚ÎÂÌ‡ Ì‡:
 - ÔÓËÁ‚Ó‰ÒÚ‚Ó ‡ÁÎË˜Ì˚ı ‚Ë‰Ó‚ ËÌÙÓÏ‡ˆËË
 - ‚˚ÔÛÒÍ ÏÌÓ„ÓÁÌ‡˜ÌÓÈ ÔÓ‰ÛÍˆËË
 - ËÁ˚ÒÍ‡ÌËÂ ÌÓ‚˚ı Í‡Ì‡ÎÓ‚ ‡ÒÔÓÒÚ‡ÌÂÌËfl Ë ÔÓÎÛ˜ÂÌËfl ËÌÙÓÏ‡ˆËË.

èÓ‰Ó·ÌÂÂ Ó ÙÓÏ‡ı ÍÓÌÚ‡ÍÚÓ‚. Ç‡Ï ÔÂ‰Î‡„‡˛ÚÒfl ÒÎÂ‰Û˛˘ËÂ ÙÓÏ˚ 
Ó·ÏÂÌ‡ ËÌÙÓÏ‡ˆËÂÈ:
1. ÅÎ‡ÌÍË ëá - ‰Îfl Ì‡‰ÔËÒÂÈ:
 ‡. íÂÎÂÙÓÌÌ‡fl ·Û‰Í‡ Ì‡ èÛ¯ÍËÌÒÍÓÈ ÛÎ., ‚ ‡ÍÂ ÒÔ‡‚‡ ÓÚ 
 Ï‡„‡ÁËÌ‡ “óÂÚfiÊÌËÍ”.
 ·. ëÚÂÌ‰ ‰Îfl „‡ÁÂÚ Ì‡ÔÓÚË‚ ÑÓÏ‡ ÊÛÌ‡ÎËÒÚÓ‚, ëÛ‚ÓÓ‚ÒÍËÈ ·-    
 ‰ÓÏ 8”‡”. é·ÓÓÚÌ‡fl ÒÚÓÓÌ‡ Í‡ÈÌÂ„Ó ÒÚÂÌ‰‡ ÒÎÂ‚‡.
 ‚. íÛ‡ÎÂÚ. ä‡ÎËÌËÌÒÍËÈ Ô-Ú, ÒÎÂ‚‡ ÓÚ ÍËÌÓÚÂ‡Ú‡ “éÍÚfl·¸”.
 3-fl Í‡·ËÌ‡ ÒÎÂ‚‡.
2. äÓÏÛ¯ÍË ‰Îfl ÔÚËˆ - ‰Îfl ÔËÒÂÏ, ÏÂÎÍËı ÔÂ‰ÏÂÚÓ‚, ÔÓÎÛ˜ÂÌËfl 

èÓ‰ÛÍˆËË ëá.
 ‡. ç‡˜‡ÎÓ ÛÎ. èÂÚÓ‚ÍË, ‚ ÒÍ‚ÂÂ, Ì‡ÔÓÚË‚ Ï‡„‡ÁËÌ‡ “ó‡Ò˚”.
 ·. ä‡ÎËÌËÌÒÍËÈ Ô-Ú, ÒÍ‚Â, ÒÔ‡‚‡ ÓÚ Ï‡„‡ÁËÌ‡ “åÂÎÓ‰Ëfl”.
 ‚. Ç ÒÍ‚ÂÂ Ì‡ ÔÂÂÒÂ˜ÂÌËË ÛÎËˆ˚ ÉÓ¸ÍÓ„Ó Ë ëÚÓÎÂ¯ÌËÍÓ‚‡ ÔÂÂÛÎÍ‡   
 (Á‡ Ô‡ÏflÚÌËÍÓÏ ûË˛ ÑÓÎ„ÓÛÍÓÏÛ).
3. á‡ÍÓÛÎÍË - ‰Îfl Î˛·Ó„Ó ‚Ë‰‡ ËÌÙÓÏ‡ˆËË.
 ìÎËˆ‡ 25 ÎÂÚ éÍÚfl·fl, íÂÚ¸flÍÓ‚ÒÍËÈ ÔÓÂÁ‰ (ÒÏ. ÒıÂÏÛ), 
 2-Â ÓÍÌÓ ÒÎÂ‚‡, ÔÓ‰ ÔÓ‰ÓÍÓÌÌËÍÓÏ.

àÌÙÓÏ‡ˆËfl ÏÓÊÂÚ ÍÓ‰ËÓ‚‡Ú¸Òfl Î˛·˚ÏË ÒÔÓÒÓ·‡ÏË: Í‡Í Á‡„‡‰Í‡ÏË Ë 
Â·ÛÒ‡ÏË, Ú‡Í Ë ‡ÁÎË˜Ì˚ÏË ÔÂ‰ÏÂÚ‡ÏË, ÌÓ Ë ÒËÏÔ‡ÚË˜ÂÒÍËÏË ˜ÂÌËÎ‡ÏË.
èÓÎ¸ÁÛÈÚÂÒ¸ Î˛·˚ÏË ËÁ ÔÂ‰Î‡„‡ÂÏ˚ı ÙÓÏ. èÂ‰Î‡„‡ÈÚÂ ÌÓ‚˚Â.

Ç ÒÎÂ‰Û˛˘ÂÏ ÌÓÏÂÂ: ùÓ„ÂÌÌÓÂ ÓÛÊËÂ. 
çÓ‚ÂÈ¯ÂÂ ÔËÚË‚ÓÁ‡˜‡ÚÓ˜ÌÓÂ ÒÂ‰ÒÚ‚Ó.

ÅÓflÒ¸ ·ÂÒ˜Û‚ÒÚ‚ÂÌÌ˚ı ‚‡„Ó‚, Ï˚ ·˚ÎË ‚˚ÌÛÊ‰ÂÌ˚ Á‡ÒÂÍÂÚËÚ¸ ‚ ÎËÒÚÍÂ 
ËÌÙÓÏ‡ˆË˛ Ó‰ÌÓÈ ‡·ÓÚ˚ ÔÓ„ÂÒÒË‚ÌÓ„Ó ıÛ‰ÓÊÌËÍ‡ éÚÚÓ É‡ÚÙÂÌ‰‡. 
íÓÎ¸ÍÓ ÉéêüóÖÖ ˜Û‚ÒÚ‚Ó ÏÓÊÂÚ ÔÓÏÓ˜¸ ‚ ‰Â¯ËÙÓ‚ÍÂ.
éëíÄÇàå ÇêÄÉéÇ ë çéëéå! 
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 SZ News,  1980

In many different countries throughout the world, development and production of the 
newest weapons is ongoing.  In this issue we are beginning to publish reports of our 
secret correspondent regarding this question.

 Part 1
On the use of art in military applications.

 Italy.
Sailors gathered to one side of the cruiser, and the newest, most powerful vessel turns 
upside down and sinks. The cause? A submarine Venus – a structure of plainly porno-
graphic contents but built according to the classic proportions of Polyclettis, suddenly 
surfaced near the ship.

 Russia.
To mislead the enemy, the warplanes known in the west as Backfire are camouflaged 
as cavalry.

 Greece.
Tank Parthenon – here the principles of colonnade are cynically used. 
The artillery shells of the enemy pass right through between the columns. 
To storm such a monster, enemy soldiers use ladders, but the tank just drives away 
from them.

 The Chastity Chair
Let them, let them, let them. Let those skeptics talk about the impossibility of monog-
amy and smarty pants dream up new dirty jokes. A simple device made from a chair 
and a rope will help you solve this problem: the seat of the chair is placed between the 
legs with the back forward. The chair is tied to the body with three loops – one around 
the waist, the other two around the legs.  In this formation, the device will secure your 
happiness during business, leisure, or fishing trips.

This work is intended for the widest possible audience. However, it is printed in a 
limited number of copies. Thus, it has to be:
 – easily reproduced
 – short
 – emotionally and informationally rich.

Besides the newsletter, the activity of SZ is currently directed at:
 – the creation of various types of information
 – the release of multimeaningful products
 – the search for new channels of dissemination and collection 
 of information

More about contacts
You have the following ways to exchange information:

SZ Blank Pages for Writing:
 – A telephone booth on Pushkinskaya Street under the arc near 
 the art supply shop “Chertiozhnik.”
 – News stand on Suvorovskii Boulevard 6a, across from the 
 House of Journalists. Use the back side of the leftmost stand.
 – Public bathrooms of Kalininskii Prospect to the left of the movie   
theater October. Third stall to the left.

Birdfeeders intended for letters, small items, and the receipt of SZ products:
 – Beginning of Petrovka Street in the square near the watch shop “Chasy.”
 – Kalininskii Prospect. The square near the music store “Melodiia.”
 – The square on the intersection of Gorky Street and Stoleshnikov   
Pereulok, behind the stature of Yurii Dolgorukii.

Hiding places:  For any type of information.
 – The 25th of October Street, Tretiakovskii Proezd (see chart), the   
 second window to the left, under the metal seal.
 – The information can be coded in any form:  riddles, rebuses,   
 objects, or written with invisible ink.
 – Use any of the offered forms.  Introduce new ones.

In the next issue: Erotogenic weapons. Newest contraceptions.

Being concerned about senseless enemies, we had to conceal information from the 
work of the progressive artist Otto Gutfrend in this page. Only HOT feelings will help to 
decipher the message. Leave the nosy enemies emptyhanded.

èÓ·Ì˚Â ËÒÛÌÍË ÏÓÎÓÍÓÏ Í ÇÂÒÚÌËÍÛ ëá, 1980

Milk drawings on pre-design copies of Bulettin SZ, 1980



ìÔÓfl‰Ó˜Ë‚‡ÌËÂ ÏÓ˜ÂËÒÔÛÒÍ‡ÚÂÎ¸ÌÓÈ 

‰ÂflÚÂÎ¸ÌÓÒÚË ÒÓ·‡Í, 1980

“Ç ÒÓÓÚ‚ÂÚÒÚ‚ËË Ò ‡ÒÔÓÎÓÊÂÌËÂÏ Á‚fiÁ‰ ‚ ÒÓÁ‚ÂÁ‰ËË 

ÅÓÎ¸¯Ó„Ó èÒ‡, ‚ ˆÂÎflı ÛÔÓfl‰Ó˜Ë‚‡ÌËfl ÏÓ˜ÂËÒÔÛÒÍ‡-

ÚÂÎ¸ÌÓÈ ‰ÂflÚÂÎ¸ÌÓÒÚË ÒÓ·‡Í, ‚ ÔflÚË ÚÓ˜Í‡ı „. åÓÒÍ‚˚ 

·˚ÎË ‡ÁÏÂ˘ÂÌ˚ ÒË„Ì‡Î¸Ì˚Â ÛÒÚ‡ÌÓ‚ÍË (ÓÔËÒ‡ÌÌ˚Â 

ÔÒÓÏ îÂ‰ÂÈ ÚflÔÓ˜ÍË). ÇÒÂ ÒË„Ì‡Î¸Ì˚Â ÛÒÚ‡ÌÓ‚ÍË 

ÙÛÌÍˆËÓÌËÛ˛Ú ÌÓÏ‡Î¸ÌÓ.”

Logical Organisation of Urination of Dogs, 1980

“In accordance with the positioning of the stars in the constellation of 

the Greate Hound, and also in an attempt to bring order to the urinat-

ing activities of dogs, in five points of Moscow, signaling installations 

were positioned (small rugs that the dog Fedia urinated on). 

All the signaling installations are functioning properly.”
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Ç‚ÂıÛ: ‡ÁÏÂÚÍ‡ ÚÓ˜ÂÍ ÒÓÁ‚ÂÁ‰Ëfl ÅÓÎ¸¯Ó„Ó èÒ‡ 

Ì‡ Í‡ÚÂ åÓÒÍ‚˚.

ëÎÂ‚‡: ê‡Á‚Â¯Ë‚‡ÌËÂ ÚflÔÓ˜ÂÍ ÓÍÓÎÓ ÒÚ‡ÌˆËÈ 

ÏÂÚÓ äÓÔÓÚÍËÌÒÍ‡fl Ë äËÂ‚ÒÍ‡fl.

ëÔ‡‚‡ ‚‚ÂıÛ: ê‡Á‚Â¯Ë‚‡ÌËÂ ÚflÔÓ˜ÂÍ ÓÍÓÎÓ 

„ÓÒÚËÌËˆ˚ ãÂÌËÌ„‡‰ÒÍ‡fl.

ëÔ‡‚‡ ‚ÌËÁÛ: ê‡Á‚Â¯Ë‚‡ÌËÂ ÚflÔÓ˜ÂÍ ÓÍÓÎÓ ÒÚ‡ÌˆËË 

ÏÂÚÓ äÓÎıÓÁÌ‡fl.

Installation signaling rags near subway station Kropotkinskaya 
and near Kievskii Train Station.
Installation signaling rags near the Hotel Leningradskaya.

Installation signaling rags near subway station Kolchoznaya.
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ëÎÂ‚‡: ê‡Á‚Â¯Ë‚‡ÌËÂ ÚflÔÓ˜ÂÍ Ì‡ Ì‡·ÂÂÊÌÓÈ 

‚ÓÁÎÂ ÍËÌÓÚÂ‡Ú‡ “ì‰‡ÌËÍ”.

To the left: Installation signaling rags on the riverfront near 
the movie theater Udarnik.
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ëÂËfl á‡ÔÓÎÌÂÌËÂ ÌË¯, 1980

ê‡Á‚ÂÒÍ‡ ËÌÙÓÏ‡ˆËÓÌÌ˚ı Ò·ÓÌËÍÓ‚ ‚ ÙÓÏÂ 

ÏÓÎÓ˜Ì˚ı Ô‡ÍÂÚÓ‚. ÇÂıÌflfl ˜‡ÒÚ¸ Ô‡ÍÂÚ‡ - 

ÂÁÂ‚Û‡ ‰Îfl ÔËÒÂÏ, ÌËÊÌflfl - ÍÓÏÛ¯Í‡ 

‰Îfl ÔÚËˆ.

‡. ç‡˜‡ÎÓ ÛÎ. èÂÚÓ‚ÍË, ‚ ÒÍ‚ÂÂ, Ì‡ÔÓÚË‚ Ï‡„‡ÁËÌ‡ “ó‡Ò˚”.
·. ä‡ÎËÌËÌÒÍËÈ ÔÓÒÔÂÍÚ, ÒÍ‚Â, ÒÔ‡‚‡ ÓÚ Ï‡„‡ÁËÌ‡ 
“åÂÎÓ‰Ëfl”.
‚. Ç ÒÍ‚ÂÂ Ì‡ ÔÂÂÒÂ˜ÂÌËË ÛÎËˆ˚ ÉÓ¸ÍÓ„Ó Ë ëÚÓÎÂ¯ÌËÍÓ‚‡ 
ÔÂÂÛÎÍ‡ (Á‡ Ô‡ÏflÚÌËÍÓÏ ûË˛ ÑÓÎ„ÓÛÍÓÏÛ).

Series Filling the Voids,1980

Installation of the information depositories in the form 

of milk boxes. The top part of the box to conceal 

letters, the bottom one to feed birds.

a. Beginning of Petrovka Street in the square near the 
watch shop “Chasy.”
b. Kalininskii Prospect.  The square near the music 
store “Melodiia.”
c. The square on the intersection of Gorky Street and 
Stoleshnikov Pereulok, behind the stature of Yuri Dolgoruki.
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ëÂËfl  á‡˘ËÚ‡ Ë ÍÛÒ˚ Ò‡ÏÓÓ·ÓÓÌ˚ 

ÓÚ ‚Â˘ÂÈ, 1981–1982

é·Û˜ÂÌËÂ ÏÂÚÓ‰‡Ï ·Ó¸·˚ Ò ‚Â˘‡ÏË:

Á‡ÔÛ„Ë‚‡ÌËÂ ¯Í‡Ù‡, ÒÚÓÎ‡ Ë ‰‚ÂË, ÒÚ‡‚ÎË‚‡ÌËÂ ÏÂÊ‰Û 

ÒÓ·ÓÈ ÒÚÛÎ‡ Ë ÛÌËÚ‡Á‡, Î‡ÒÍ‡ÌËÂ ÚÂÎÂ‚ËÁÓ‡ Ë Ì‡„Ó‚Ó˚ 

Ì‡ ıÓÎÓ‰ËÎ¸ÌËÍ.
Series Self Defense Against Things, 1981-1982

Studying methods of counteractions against objects:

Intimidation of an armoir, a table, and a door. Playing off a chair 

against a lavatory, caressing the TV set, and libel a refrigerator.
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íÂÍÒÚ Á‡ÍÎËÌ‡ÌËfl ÛÌËÚ‡Á‡

Text of magical spell for a lavatory

á‡ÍÎËÌ‡ÌËÂ ÛÌËÚ‡Á‡

åÓÈ ·ÂÎÓÔÛÁ˚È ‰Û„, Ú˚, Í‡Í ÔÂÍ‡ÒÌ‡fl ÎËÎËfl, ‡ÒÔÛÒÚË‚¯‡flÒfl ‚ ˝ÚÓÏ 

ÁÎÓ‚ÓÌÌÓÏ ÏÂÒÚÂ! é, Í‡Í fl ÌÂÒ˜‡ÒÚÂÌ, ˜ÚÓ Ú˚, í˚! ÌÂ ÏÓÊÂ¯¸ ÔÓ‰Ó·ÌÓ 

ÔÚËˆÂ ÎÂÚÂÚ¸ ÔÓ‰ Ó·Î‡Í‡ÏË. ëÍÓÎ¸ ·˚ ÔÂÍ‡ÒÂÌ Ú˚ ·˚Î, ÚflÌÛ˘ËÈ ‚ Ó·Î‡Í‡ 

ÊÛ˜‡˘ËÈ ˜Û„ÛÌ. çÓ ÍÚÓ? äÚÓ? èËÍÓ‚‡Î ÚÂ·fl Í ÔÓÎÛ ÒÚ‡Î¸Ì˚ÏË ·ÓÎÚ‡ÏË? 

äÚÓ Á‡ÎËÎ ˆÂÏÂÌÚÓÏ Ú‚Ófi ÓÒÌÓ‚‡ÌËÂ?

äÚÓ ÚÂÔÂ¸ ÁÎÓ·ÌÓ ‡‰ÛÂÚÒfl Ú‚ÓÂÏÛ ÒÓÒÚÓflÌË˛? ùÚÓ ÒÚÛÎ¸fl!

ëÍËÔÓÌÓ„ËÂ Û·Î˛‰ÍË ‚ËÒÎÓÛıÓÈ ÒÓ·‡ÍË, Ó‰ÓÎÂ‚‡ÂÏ˚Â ÍÓÏÔÎÂÍÒÓÏ 

ÌÂÔÓÎÌÓˆÂÌÌÓÒÚË ËÁ-Á‡ Ò‚ÓÂÈ ˜ÂÌfl‚ÓÒÚË Ë ıÎËÔÍÓÒÚË, ÁÎÓ·ÌÓ ÒÚÛÎflÚ ‰‡ 

ÒÚÛÎflÚ Ì‡‰ ÚÓ·ÓÈ, ÚÓ·ÓÈ, Ò˚ÌÓÏ ÉÂ‡ÍÎ‡.
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ëÚ‡‚ÎË‚‡ÌËÂ ÒÚÛÎ‡ Ò ÛÌËÚ‡ÁÓÏ. óÚÂÌËÂ Á‡ÍÎËÌ‡ÌËÈ ÛÌËÚ‡ÁÛ

Playing off a chair against a lavatory. Casting a magical spell on lavatory

Casting a magical spell on a lavatory

My pale-bellied friend, you’re like the wonderful lily, 

blossoming in the foul place! Oh, how unhappy I am 

that you, You! cannot like be a free bird flying among 

the white clouds. Oh, how beautiful you would be, 

pulling the tinkling cast iron into the sky!  But who? 

Who bolted you down to the floor? Who poured the 

cement over your base?  Who is now celebrating your 

immobilized state? The Chairs!

Squeaking bastards of a soft-eared dog, eaten by 

an inferiority complex because of their darkness and 

weakness, they laugh over you, you, the son 

of Hercules.
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óÚÂÌËÂ Á‡ÍÎËÌ‡ÌËÈ ÒÚÛÎÛ
Casting a magical spell on chair

Casting a magical spell on a chair

Greetings! Dear friend of my life, helper of all my 

pleasures! Oh, slim-legged, happy-go-lucky, 

helpless in your majesty! You, who captures ev-

erything around you with trembling love and care. 

You are proud of your spotless wood. Know 

thy enemy! From whom you have to stand foul 

burps and lowdown, dirty-dealing outcries. 

It is he, whose slithering incompetence floods 

with fear. It is he, who carries the lowdown 

name: the Lavatory.
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á‡ÍÎËÌ‡ÌËÂ ÒÚÛÎ‡

á‰‡‚ÒÚ‚ÛÈ, Ó ‰Û„ ‚ÒÂÈ ÏÓÂÈ ÊËÁÌË, ÔÓÏÓ˘ÌËÍ ‚Ó ‚ÒÂı ÛÒÎ‡‰‡ı ÏÓËı! é, ÚÓÌÍÓÌÓ„ËÈ 

·‡ÎÓ‚ÂÌ¸ ÒÛ‰¸·˚, ·ÂÒÔÓÏÓ˘Ì˚È ‚ Ò‚ÓfiÏ ÇÂÎË˜ËË! é í˚, ÍÚÓ ÔÎÂÌflÂÚ Ò‚ÓÂÈ Î‡ÒÍÓÈ Ë 

ÚÂÔÂÚÌÓÈ Î˛·Ó‚¸˛ ‚Òfi ‚ÓÍÛ„! é í˚, „Ó‰˚È Ò‚ÓÂÈ ÌÂ Á‡ÔflÚÌ‡ÌÌÓÈ ‰Â‚ÂÒËÌÓÈ!

ìÁÌ‡È ÊÂ ‚‡„‡ Ò‚ÓÂ„Ó! éÚ ÍÓÚÓÓ„Ó Ú˚ ‚˚ÌÛÊ‰ÂÌ ÚÂÔÂÚ¸ ÔÓÒÚÓflÌÌ˚Â ÁÎÓ‚ÓÌÌ˚Â 

˚„‡ÌËfl Ë ÏÂÁÓÔ‡ÍÓÒÚÌ˚Â ‚ÓÔÎË. 

ùÚÓ ÚÓÚ, ˜¸fi ÒÍÎËÁÍÓÂ, ·ÂÁÎËÍÓÂ ÌÂ‚ÂÊÂÒÚ‚Ó Ì‡‚Ó‰ÌflÂÚ ÛÊ‡Ò. 

ùÚÓ ÚÓÚ, ÍÚÓ ÌÓÒËÚ ÒÍ‡·ÂÁÌÓÂ Ë Ê‡ÎÍÓÂ Ì‡Á‚‡Ì¸ËˆÂ ÛÌËÚ‡Á.

åÓÒÍ‚‡, 1981



ëÔ‡‚‡: á‡ÔÛ„Ë‚‡ÌËÂ ÒÚÓÎ‡ 

On the right: Intimidation of table

á‡ÔÛ„Ë‚‡ÌËÂ ‰‚ÂË 

Intimidation of door
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äÛÒ˚ Ò‡ÏÓÓ·ÓÓÌ˚ ÓÚ ‚Â˘ÂÈ (Ó·Û˜ÂÌËÂ ÔÓ‚Ó‰ËÚ Ç. ëÍÂÒËÒ)

Courses of Self Defense Against Things (taught by V. Skersis)
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äÛÒ˚ Ò‡ÏÓÓ·ÓÓÌ˚ ÓÚ ‚Â˘ÂÈ (Ó·Û˜ÂÌËÂ ÔÓ‚Ó‰ËÚ Ç. ëÍÂÒËÒ)
Courses of Self Defense Against Things (taught by V. Skersis)
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ëÂËfl î‡ÌÚÓÏ˚, 1982-1983 

ëÓÁ‰‡ÌËÂ Ù‡ÌÚÓÏÌ˚ı ıÛ‰ÓÊÌËÍÓ‚ Ë ÔÂÒÓÌ‡ÊÂÈ: ä‡ÚË 

òÌËˆÂ, ãÂÌ˚ ÇÓÎÓ‰ËÌÓÈ Ë ÂÂ ·‡Ú‡ à„Ófl ÇÓÎÓ‰ËÌ‡. 

ê‡·ÓÚ˚ ‚˚Ï˚¯ÎÂÌÌ˚ı ıÛ‰ÓÊÌËÍÓ‚ ·˚ÎË ‚ÍÎ˛˜ÂÌ˚ ‚ 

è‡ÔÍÛ åÄçà ‹4 (1982). 

Phantom Series, 1982-1983

SZ-members invent a number of artists-phantoms, like Katya 

Shnitzer, Lena Volodina and her brother Igor. The works by those 

unreal artists has been included into the M.A.N.A. File N˚4 (1982).
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ëÓ‡‚ÚÓÒÚ‚‡, 1983 

ëá ÔÂ‰ÔËÌËÏ‡˛Ú ÔÓÔ˚ÚÍË ÔË‚ÎÂ˜¸ Í ÒÓ‡‚ÚÓÒÚ‚Û ‡ÁÎË˜Ì˚ı 

ÔÂ‰ÒÚ‡‚ËÚÂÎÂÈ ÏÓÒÍÓ‚ÒÍÓ„Ó ÌÂÓÙËˆË‡Î¸ÌÓ„Ó ËÒÍÛÒÒÚ‚‡ 

– Û˜‡ÒÚÌËÍÓ‚ „ÛÔÔ˚ äÓÎÎÂÍÚË‚Ì˚Â ‰ÂÈÒÚ‚Ëfl, „ÛÔÔ˚ åÛıÓÏÓ, 

ûËfl ÄÎ¸·ÂÚ‡, ç‡Ú‡ÎË˛ Ä·‡Î‡ÍÓ‚Û Ë ÄÌ‡ÚÓÎËfl ÜË„‡ÎÓ‚‡, 

à‚‡Ì‡ óÛÈÍÓ‚‡.

Co-authorships, 1983

SZ make the attempts to encourage other representative of Moscow non-

offi cial art to co-authorship. Among the possible partners were the members 

of the Collective Actions group, the Toadstool group, Yuri Albert, Natalya 

Abalakova and Anatoli Zhigalov, Ivan Chuikov.
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ÄÍˆËfl ãË·ÎËı, 29.5.1983 

ÄPíÄRí ‚ Ì‡ÚÛÂ, ä‡ÎËÒÚÓ‚Ó

ëÓ·‡‚¯ËÏÒfl Ì‡ ÔÓÎflÌÂ Û˜‡ÒÚÌËÍ‡Ï ·˚ÎÓ ÔÂ‰ÎÓÊÂÌÓ 

ÒÎÂ‰Ó‚‡Ú¸ ÔÓ ÎÂÒÛ Á‡ ‡‚ÚÓ‡ÏË ‡ÍˆËË. ëÔÛÒÚfl ÏËÌÛÚ 

‰‚‡‰ˆ‡Ú¸ ÔÛÚË ‡‚ÚÓ˚ ÓÒÚ‡ÌÓ‚ËÎËÒ¸ Ì‡ ÌÂ·ÓÎ¸¯ÓÈ 

ÎÛÊ‡ÈÍÂ, „‰Â ÔÓÒÎÂ ÌÂ·ÓÎ¸¯ÓÈ Ô‡ÛÁ˚ ‚ Í‡Ï‡ÌÂ Û 

á‡ı‡Ó‚‡ Á‡Á‚ÂÌÂÎ Á‚ÓÌÓÍ. á‡ÚÂÏ ëÍÂÒËÒ ‡Á‰‡Î 

Û˜‡ÒÚÌËÍ‡Ï ‡ÍˆËË Í‡ÚÓ˜ÍË: “Ç˚ ÔËÒÛÚÒÚ‚Ó‚‡ÎË Ì‡ 

‡ÍˆËË ëá ãË·ÎËı”.

Ñ‡ÌÌ‡fl ‡ÍˆËfl fl‚ÎflÎ‡Ò¸ Ò‚Ó·Ó‰Ì˚Ï ÔÓ‚ÚÓÂÌËÂÏ ‡ÍˆËË 

Lieblich (1976) „ÛÔÔ˚ äÓÎÎÂÍÚË‚Ì˚Â ‰ÂÈÒÚ‚Ëfl.

Action Lieblich, 29.5. 1983.  

APTART on Plain Air. Kalistovo, near Moscow.

The performance was a liberal repetition of the action Lieblich 
by the Collective Actions group.

All the participants present were taken for a long walk around 
the forest. About twenty or so minutes later, the company 
stopped on a little meadow. A few minutes later, an alarm clock 
in V. Zakharov’s pocket rang. At that point, V. Skersis handed 
the participants little cards on which were written “You have just 
participated in the performance of SZ – Lieblich.”
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é‰Ì‡ ËÁ Í‡ÚÓ˜ÂÍ, ÓÁ‰‡ÌÌ˚ı Û˜‡ÒÚÌËÍ‡Ï ÔÓÒÎÂ ‡ÍˆËË

Documentation card of performance which was distributed among participants
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ÅÛÍÎËÌÒÍËÈ ÏÓÒÚ, 25.9.1983

ÄÍˆËfl ÔÓ‚Ó‰ËÎ‡Ò¸ Ì‡ ‚˚ÒÚ‡‚ÍÂ ÄPíÄRí Á‡ Á‡·ÓÓÏ, 

í‡‡ÒÓ‚Í‡

Brooklyn Bridge, 25.9.1983

The action was performed during the group show APTART Behind the 

Fence, Tarasovka, near Moscow.
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èflÚ¸ ÔÂÒÓÌ‡Î¸Ì˚ı
‚˚ÒÚ‡‚ÓÍ ëá. 1983 – 1984, 1989

1-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá, 1983

É‡ÎÂÂfl ÄêíÄRí

2-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá, 1983

èÓ‚Â‰ÂÌ‡ ‚ ÙÓÏÂ ‡ÍˆËË Ì‡ Í‚‡ÚËÂ Û å. êÓ¯‡Îfl

3-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá, 1983

èÓ‚Â‰ÂÌ‡ ‚ ‡ÏÍ‡ı ÇÂ˜Â‡ ‰ËÎÂÚ‡ÌÚÒÍÓÈ ÏÛÁ˚ÍË

4-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá (ÔÂÂÌÓÒÌ‡fl), 1984

èÓÍ‡Á‡Ì‡ ‚ ÙÓÏÂ ÔÂÙÓÏ‡ÌÒ‡ Ì‡ Í‚‡ÚË‡ı: 

çËÍËÚ˚ ÄÎÂÍÒÂÂ‚‡, à‚‡Ì‡ óÛÈÍÓ‚‡, ÑÏËÚËfl 

èË„Ó‚‡, ÄÎÂÍÒ‡Ì‰‡ ûÎËÍÓ‚‡, ãÂÓÌË‰‡ Å‡Ê‡ÌÓ‚‡, 

Ì‡ Í‚‡ÚËÂ ÉÂÓ„Ëfl äËÁÂ‚‡Î¸ÚÂ‡ ‰Îfl ÇÎ‡‰ËÏË‡ 

ëÓÓÍËÌ‡

5-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá, 1989

èÓ‚Â‰ÂÌ‡ ‚ ‡ÏÍ‡ı Art Instead of Art. Seven 
Artists from Moscow, Palace of Exhibitions 
“Mucsarnok”, ÅÛ‰‡ÔÂ¯Ú. (äÓÌˆÂÔˆËfl Ë ËÒÔÓÎÌÂÌËÂ 

Ç. á‡ı‡Ó‚‡)

Five personal SZ exhibitions. 1983 –1984, 1989

The 1st personal SZ exhibition, 1983 

Exhibition in APTART galleriy, Moscow 

The 2nd personal SZ exhibition, 1983

Realized as a performance in Michail Roshal’s apartment 

The 3d personal SZ exhibition, 1983

Executed during the Amateur Music Night

The 4th personal SZ exhibition (portable), 1984

This was shown in the form of performances at the homes of 

Nikita Alexeev, Ivan Chuikov, Dmitrii Prigov, Alexander Yulikov, 

Leonid Bazhanov, and also at the home of George Kizevalter for 

Vladimir Sorokin.

The 5th personal SZ exhibition, 1989. Realized in the course of the 

Art Instead of Art. Seven Artists from Moscow, the Palace of Exhibi-

tions “Mucsarnok”, Budapest (The concept and the realization have 

been made by V. Zakharov.)
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1-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá, 1983

É‡ÎÂÂfl ÄPíÄRí 

(‚˚ÒÚ‡‚Í‡ ‡Á„ÓÏÎÂÌ‡ ÒÓÚÛ‰ÌËÍ‡ÏË äÉÅ)
The 1st personal SZ exhibition, 1983 

APTART galleriy, Moscow

Was destroed by KGB agents





î‡„ÏÂÌÚ ˝ÍÒÔÓÁËˆËË

Fragment of exhibition
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í‡ÌÍ è‡ÙÂÌÓÌ (ÏÓ‰ÂÎ¸), 1983

Tank Parthenon (model), 1983 

àÒÔÓÎ¸ÁÓ‚‡ÌËÂ ËÒÍÛÒÒÚ‚‡ ‚ 

‚ÓÂÌÌ˚ı ˆÂÎflı, 1980 -1983

“í‡ÌÍ è‡ÙÂÌÓÌ - Á‰ÂÒ¸ ˆËÌË˜ÌÓ ËÒÔÓÎ¸ÁÛÂÚÒfl 

ÔËÌˆËÔ „Â˜ÂÒÍÓÈ ÍÓÎÓÌÌ‡‰˚. ëÌ‡fl‰˚ 

ÔÓÚË‚ÌËÍ‡ ÔÓÎÂÚ‡˛Ú ÏÂÊ‰Û ÍÓÎÓÌÌ‡ÏË. 

ÑÎfl ¯ÚÛÏ‡ Ú‡ÍÓÈ ÛÒÚ‡ÌÓ‚ÍË ‚‡ÊÂÒÍËÂ 

ÒÓÎ‰‡Ú˚ ËÒÔÓÎ¸ÁÛ˛Ú ÔËÒÚflÊÌ˚Â ÎÂÒÚÌËˆ˚, 

ÌÓ ÓÚ ÌËı Ú‡ÌÍ ÒÔÓÍÓÈÌÓ ÛÂÁÊ‡ÂÚ”.

Military Applications of Art. 1980-1983

“Tank Parthenon – here the principles of colonnade 

are cynically used. The artillery shells of the enemy 

pass right through between the columns. To storm such 

a monster, enemy soldiers use ladders, but the tank

 just drives away from them”.
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ÅÓ‰‡ÎÍ‡ äÓÓ·Í‡ Ò ·ÛÚ˚ÎÍÓÈ, 1980

Box with bottle inside, 1980
ëÔ‡‚‡: êÂÍÎ‡ÏÌ˚È ÔÎ‡Í‡Ú ëá, 1982

To the right: SZ Advertisement poster, 1982

èÓ‰ÛÍˆËfl ëá, 1980

SZ Production, 1980

ÅÓ‰Ó‰Ó ‡ÎÍ‡Í‡Í äÓÓ·Í‡Í‡Í Ò ·Û

KÂ‡ÏË˜ÂÒÍafl ÔÎËÚÍa ‰Îfl ÌÓÒ‡, 1980

Ceramic tile For Nose, 1980
ÅÓ‰‡ÎÍ‡-ËÒÛÌÓÍ, 1980

Headbutt drawing, 1980
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ÅÓ‰‡ÎÍ‡-ÒÍÓ‚ÓÓ‰Í‡, 1980

Headbutt pan, 1980
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äÓ‚˚flÎÍa, Ú˚Í‡ÎÍa, Ú˚Í‡ÎÍa, 1980

Digger, Snapper, Stabber, 1980
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ã‡ÒÍË Ë ÔÓˆÂÎÛË ‰ÂÎ‡˛Ú 

Î˛‰ÂÈ ÛÓ‰ÎË‚˚ÏË, 

1982-1983

èflÚ¸ ÙÓÚÓ„‡ÙËÈ Ë ÛÍÓÔËÒÌ˚È 

ÔÎ‡Í‡Ú Ò Ì‡Á‚‡ÌËÂÏ ‡·ÓÚ˚, 

Ì‡ÔËÒ‡ÌÌ˚È ÁÓÎÓÚÓÈ Í‡ÒÍÓÈ.

T‡ÍÊÂ Í ‡·ÓÚÂ ÓÚÌÓÒËÚÒfl: 

ÔË‚flÁ˚‚‡ÌËÂ Í ÌÓ„‡Ï ÁËÚÂÎÂÈ 

·ÓÎ¸¯Ëı ÍÛ„Ó‚ (‰Îfl ıÓÏÓÚ˚), 

ÔËÍÎÂË‚‡ÌËÂ Ì‡ ÎËˆÓ Ï‡ÎÂÌ¸ÍËı 

·ÛÏ‡ÊÌ˚ı ÚÓ˜ÂÍ Ë ÔÓ‰‚flÁ˚‚‡ÌËÂ 

ÛÍ.

Caresses and Kisses Make 

People Ugly. 1982-1983

Five photographs and a gold painted sign.

This work also includes attachment of large, 

beautiful plywood circles to the feet of the 

viewers (to make them limp), attachment of 

small paper circles on viewers’ faces, and 

bandaging (to disable) their arms.
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ã‡ÒÍË Ë ÔÓˆÂÎÛË ‰ÂÎ‡˛Ú Î˛‰ÂÈ ÛÓ‰ÎË‚˚ÏË, 1983
Caresses and Kisses Make People Ugly., 1983
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ñëäÄ – ëÔ‡Ú‡Í, 1981

“ëá ÒÓÓ·˘‡ÂÚ, ˜ÚÓ 20 ‡ÔÂÎfl 1981 „Ó‰‡, ëá ‚ÍÎ˛˜ËÎ‡Ò¸ 

‚ ·Ó¸·Û, ‚Â‰Û˘Û˛Òfl ÏÂÊ‰Û ÔË‚ÂÊÂÌˆ‡ÏË ÍÎÛ·Ó‚ 

“ëÔ‡Ú‡Í” Ë ñëäÄ. é‰Ì‡ÍÓ ëá ÌÂ ÔËÌflÎ‡ Í‡ÍÛ˛-ÎË·Ó 

ËÁ ‚‡Ê‰Û˛˘Ëı ÒÚÓÓÌ, ‡ Â¯ËÎ‡ Ò‡Ï‡ ‡Á‰ÂÎËÚ¸Òfl Ì‡ 

‚‡Ê‰Û˛˘ËÂ Î‡„Âfl. í‡ÍËÏ Ó·‡ÁÓÏ, ëÍÂÒËÒ ÔËÌflÎ 

ÒÚÓÓÌÛ ñëäÄ, ‡ á‡ı‡Ó‚ - ëÔ‡Ú‡Í‡”. 

CSKA – Spartak,1981

“SZ announces that from 20 April 1981, SZ is participating 

in the fight between fans of sports clubs Spartak and CSKA. 

However, SZ did not take one of the sides. Instead, they 

decided to break apart into two feuding sides. Skersis is on 

the side of CSKA and Zakharov on the side of Spartak”.
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ëÂËfl ÄÌ‡ÚÓÏËfl ÒÔË˜ÂÍ, 1980

óÂÚ˚Â Û‚ÂÎË˜ËÚÂÎ¸Ì˚ı ÒÚÂÍÎ‡ Ì‡ 

ÔÓ‚ÓÎÓ˜ÌÓÏ Í‡Í‡ÒÂ, ÔÓ‰ ÍÓÚÓ˚Â 

ÔÓ‰ÎÓÊÂÌ˚ ‰Îfl ÔÓÒÏÓÚ‡ ˜ÂÚ˚Â 

ÒÎÓÏ‡ÌÌ˚Â ÒÔË˜ÍË.

Series Anatomy of Matches,1980

Four magnifying glasses on wire carcasses, 

under which four broken matches were placed.  
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èÓÌÓ„‡ÙË˜ÂÒÍ‡fl ÒÂËfl, 1980

Porno Series. Eight photos behind a curtain, 1980
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èÓÌÓ„‡ÙË˜ÂÒÍ‡fl ÒÂËfl, 1980
Porno Series, 1980
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2-fl ÔÂÒÓÌ‡Î¸Ì‡fl 

‚˚ÒÚ‡‚Í‡ ëá, 1983

èÓ‚Â‰ÂÌ‡ ‚ ÙÓÏÂ ‡ÍˆËË Ì‡ Í‚‡ÚËÂ 

Û åËı‡ËÎ‡ êÓ¯‡Îfl

Ä‚ÚÓ˚ ‡ÁÎÓÊËÎË Ì‡ ÔÓÎÛ ÊÂÎÚÛ˛ ·ÛÏ‡„Û, 

ÔÓÎÓÊËÎË ‚ ËÁ„ÓÎÓ‚¸Â ‚˚ÂÁ‡ÌÌ˚È ËÁ ˜ÂÌÓÈ 

·ÛÏ‡„Ë ÁÌ‡Í ëá Ë ÎÂ„ÎË. áËÚÂÎË ÒÚÓflÎË ‚ ÍÓË‰ÓÂ 

Ë ‚ ‰‚Âflı. èÓÒÎÂ ÌÂ·ÓÎ¸¯ÓÈ Ô‡ÛÁ˚ á‡ı‡Ó‚ 

ËÁ‚ÎfiÍ ËÁ ÎÂÊ‡˘Â„Ó fl‰ÓÏ ˆÂÎÎÓÙ‡ÌÓ‚Ó„Ó Ô‡ÍÂÚ‡ 

‰‚Ûı Ó·˘ËÔ‡ÌÌ˚ı ÍÛËˆ. é‰ÌÛ ÓÚ‰‡Î ëÍÂÒËÒÛ. 

ë ÔÓÏÓ˘¸˛ ÍÛËˆ ÒÓ‡‚ÚÓ˚ ‚ ÔÂÙÓÏ‡ÌÒÌÓÈ 

ÙÓÏÂ ÔÓ‰ÂÏÓÌÒÚËÓ‚‡ÎË ‚ÒÂ ÚÂÏ˚ Ë ‡·ÓÚ˚, 

ÍÓÚÓ˚Â ÓÌË ‡Á‡·‡Ú˚‚‡ÎË ‚ Ì‡ÒÚÓfl˘ËÈ ÏÓÏÂÌÚ 

Ë ÍÓÚÓ˚Â ·˚ÎË ÔÓÍ‡Á‡Ì˚ Ì‡ 1-È ÔÂÒÓÌ‡Î¸ÌÓÈ 

‚˚ÒÚ‡‚ÍÂ ëá  ‚ ÄPíÄRíÂ. èÓÒÎÂ Ï‡ÌËÔÛÎflˆËÈ 

Ò ÍÛËˆ‡ÏË ÒÓ‡‚ÚÓ˚ ‰ÓÒÚ‡ÎË ÍÓÓ·ÍË ÒÔË˜ÂÍ 

Ë ÌÂÓÊË‰‡ÌÌÓ Ì‡˜‡ÎË ·ÓÒ‡Ú¸ Ëı ‚ ÁËÚÂÎÂÈ. 

áËÚÂÎË Ì‡˜‡ÎË ·ÓÒ‡Ú¸ ÒÔË˜Â˜Ì˚Â ÍÓÓ·ÍË 

Ó·‡ÚÌÓ. óÂÂÁ ÏËÌÛÚÛ ‡‚ÚÓ˚ ÔÂÍ‡ÚËÎË ‚ÒflÍÓÂ 

‰‚ËÊÂÌËÂ, Ë Â˘fi ˜ÂÂÁ ÏËÌÛÚÛ ·˚ÎÓ Ó·˙fl‚ÎÂÌÓ, 

˜ÚÓ ÁËÚÂÎË ÔËÒÛÚÒÚ‚Ó‚‡ÎË Ì‡ 2-È ÔÂÒÓÌ‡Î¸ÌÓÈ 

‚˚ÒÚ‡‚ÍÂ ëá.

The 2nd personal SZ exhibition, 1983

This was realized as a performance in 

M. Roshal’s apartment

The authors placed yellow paper on the floor and laid on it. 

At their heads was a black-paper cut out of SZ. After a small 

pause, Zakharov pulled two dead chickens out of a plastic 

bag and gave one of them to Skersis. With the help of the 

chickens, they demonstrated, as a performance, the works 

and ideas they were working on at the moment and those 

that were shown on the 1st personal show of SZ in APTART. 

After the dead chicken manipulations, they brought out match 

boxes and started to throw them at the viewers. The viewers 

picked up the boxes and threw them back. Then the artists 

froze momentarily, and after a minute of silence, the audience 

was told they had witnessed the 2nd personal 

exhibition of SZ.
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3-fl ÔÂÒÓÌ‡Î¸Ì‡fl 
‚˚ÒÚ‡‚Í‡ ëá, 10.12.1983

èÓ‚Â‰ÂÌ‡ ‚ ‡ÏÍ‡ı ÇÂ˜Â‡ ‰ËÎÂÚ‡ÌÚÒÍÓÈ ÏÛÁ˚ÍË

Ä‚ÚÓ˚ ÔË„Î‡ÒËÎË ÊÂÎ‡˛˘Ëı Ì‡ ÒˆÂÌÛ, Ë ÇËÍÚÓ 

ëÍÂÒËÒ ÔÓ‚ÂÒËÎ ËÏ Ì‡ „Û‰¸ Ú‡·ÎË˜ÍË Ò Ì‡Á‚‡ÌËflÏË 

‡·ÓÚ ëá. á‡ÚÂÏ á‡ı‡Ó‚ ‚ ÓÎË ‰ËËÊfi‡ Ì‡˜‡Î 

ÔÓÍ‡Á˚‚‡Ú¸ “ÓÍÂÒÚÛ”  ÔÎ‡Í‡Ú˚, Ì‡ ÍÓÚÓ˚ı 

·˚ÎË ‡ÒÔËÒ‡Ì˚ ‰ÂÈÒÚ‚Ëfl “ÓÍÂÒÚ‡ Ë ÓÚ‰ÂÎ¸Ì˚ı 

ÓÍÂÒÚ‡ÌÚÓ‚”. ç‡ ÒˆÂÌÂ ÔËÒÛÚÒÚ‚Ó‚‡ÎË: çËÍÓÎ‡È 

è‡ÌËÚÍÓ‚, ÑÏËÚËÈ èË„Ó‚, çËÍÓÎ‡È äÓÁÎÓ‚, åËı‡ËÎ 

êÓ¯‡Î¸, äÓÌÒÚ‡ÌÚËÌ á‚ÂÁ‰Ó˜fiÚÓ‚, ÄÌ‰ÂÈ èË„Ó‚, 

ÇÎ‡‰ËÏË åËÓÌÂÌÍÓ, ãÂ‚ êÛ·ËÌ¯ÚÂÈÌ, í‡Ìfl ÑË‰ÂÌÍÓ.

The 3d personal SZ exhibition, 10.12.1983

This was executed during Amateur Music Night.

The authors invited willing participants onto the stage where Victor 

Skersis hung little signs on them with the titles of various works of SZ.  

Various instruments were on the stage to play on. By showing signs 

on which there were indicated what specific participant or the entire 

“orchestra” had to do, Vadim Zakharov directed the show. 

On the scene were present: Nikolai Panitkov, Dmitrii Prigov, Nikolai 

Kozlov, Mikhail Roshal, Konstantin Zvezdochetov, Andrei Prigov, 

Vladimir Mironenko, Lev Rubinstein, Tanya Didenko.
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4-fl ÔÂÒÓÌ‡Î¸Ì‡fl 

‚˚ÒÚ‡‚Í‡ ëá (ÔÂÂÌÓÒÌ‡fl), 1984

èÓÍ‡Á‡Ì‡ ‚ ÙÓÏÂ ÔÂÙÓÏ‡ÌÒ‡ Ì‡ Í‚‡ÚË‡ı: 

çËÍËÚ˚ ÄÎÂÍÒÂÂ‚‡, à‚‡Ì‡ óÛÈÍÓ‚‡, ÑÏËÚËfl èË„Ó‚‡, 

ÄÎÂÍÒ‡Ì‰‡ ûÎËÍÓ‚‡, ãÂÓÌË‰‡ Å‡Ê‡ÌÓ‚‡, Ì‡ Í‚‡ÚËÂ 

ÉÂÓ„Ëfl äËÁÂ‚‡Î¸ÚÂ‡ ‰Îfl ÇÎ‡‰ËÏË‡ ëÓÓÍËÌ‡.

Ä‚ÚÓ˚ ÔÓ ÔÂ‰‚‡ËÚÂÎ¸ÌÓÈ ‰Ó„Ó‚ÓÂÌÌÓÒÚË (Ó ÔÓÒÂ˘Â-

ÌËË) ‚ıÓ‰ËÎË ‚ Í‚‡ÚËÛ Ò ÛÊÂ Ì‡‰ÂÚ˚ÏË Ï‡ÒÍ‡ÏË. åÓÎ˜‡ 

ÔÓ‰‚Ó‰ËÎË ıÓÁflËÌ‡ Í‚‡ÚË˚ Í ÒÂÂ‰ËÌÂ ÍÓÏÌ‡Ú˚, 

Ì‡ÍË‰˚‚‡ÎË Ì‡ ÔÎÂ˜Ë Í‡ÒÌÛ˛ ·‡ı‡ÚÌÛ˛ ÚÍ‡Ì¸ Ë Á‡ÚÂÏ 

‚Â¯‡ÎË Ì‡ ¯Â˛ ÒÚÛÎ Ú‡Í, ˜ÚÓ ÒË‰ÂÌ¸Â ÓÍ‡Á˚‚‡ÎÓÒ¸ Ì‡ 

„Û‰Ë ÔÂÂ‰ „Î‡Á‡ÏË, Í‡Í ÔÂÒˆÂÌËÛÏ. á‡ÚÂÏ Ì‡ „ÓÎÓ‚Û 

Ì‡‰Â‚‡Î‡Ò¸ “ÍÓÓÌ‡” ËÁ ÔÓ‚ÓÎÓÍË Ë Í‡ÒÌÓÈ ·‡ıÓÏ˚, 

ÔÓ‰ ÍÓÚÓÛ˛ Á‡ÔËıË‚‡ÎËÒ¸ ÍÓÌÚÓÎ¸Ì˚Â ÓÚÔÂ˜‡ÚÍË ‡·ÓÚ 

Ë ‡ÍˆËÈ ëá. ç‡ “ÒˆÂÌÂ” ÔÓÒÚÂÔÂÌÌÓ ÔÓfl‚ÎflÎËÒ¸ 

ÏËÌË‡Ú˛Ì˚Â Ó·˙ÂÍÚ˚: í‡ÌÍ è‡ÙÂÌÓÌ, ë‡ÏÓÎÂÚ 

Å˝ÍÙ‡Ë. èÂÂ‰ ıÓÁflËÌÓÏ Í‚‡ÚË˚ ‡Á˚„˚‚‡ÎËÒ¸ 

‚ÓÂÌÌ˚Â Ò‡ÊÂÌËfl, ÔÂÂıÓ‰Ë‚¯ËÂ ‚ ·Ó¸·Û ·ÓÎÂÎ¸˘ËÍÓ‚ 

“ëÔ‡Ú‡Í‡” Ë ñëäÄ, ‡ Ú‡ÍÊÂ Û„‡ÚÂÎ¸ÒÚ‚‡ ÔÓ ÓÚÌÓ¯ÂÌË˛ 

‰Û„ Í ‰Û„Û. Ä‚ÚÓ˚ ÔÂÎË Ì‡ ‚ÒÂ Î‡‰˚: éâ! Äâ! Çéí! – Ë 

‰ÂÏÓÌÒÚËÓ‚‡ÎË ‰Û„ËÂ ‡·ÓÚ˚. ìıÓ‰fl, ëÍÂÒËÒ  Ë 

á‡ı‡Ó‚ ÏÓÎ˜‡ ÔÓ‰ÒÓ‚˚‚‡ÎË ÔÓ‰ ÏÂ·ÂÎ¸ Ë ‡ÁÎË˜Ì˚Â 

ÔÂ‰ÏÂÚ˚ ‚ Í‚‡ÚËÂ ÒÔË˜Â˜Ì˚Â ÍÓÓ·ÍË, Ì‡ÍÎÓÌflfl 

ÒÚÓÎ˚, ÒÚÛÎ¸fl, ˜‡Ò˚, ‚‡Á˚, ÚÂÎÂÙÓÌ Ú‡Í, ˜ÚÓ ‚ÒÂ ‚ 

Í‚‡ÚËÂ ÔËÓ·ÂÚ‡ÎÓ ÌÂÂÒÚÂÒÚ‚ÂÌÌÓ ÓÔ‡ÒÌÓÂ 

ÔÓÎÓÊÂÌËÂ.

The 4th personal SZ exhibition (portable), 1984

This was shown in the form of performances at the homes of Nikita 

Alexeev, Ivan Chuikov, Dmitrii Prigov, Alexander Yulikov, Leonid 

Bazhanov, and also at the home of Georgi Kizevalter for Vladimir 

Sorokin.

The work was done in such a way that the authors (with permission) 

would arrive at the viewer’s home with masks already on. Without 

saying a word, the head of the house would be taken into the middle 

of the room where a red plush fabric would be placed on his shoul-

ders. A chair would be hung on him in such a way that the seat of 

the chair was directly in front of him and was tied to his chest. The 

seat would make a tiny stage. On his head, there would be placed 

a “crown” made from copper wires and fabric.  Small pictures of SZ 

actions and of other works were tacked under the crown. On the 

“stage” would appear miniature objects: Tank Parthenon, Airplane 

Backfire, and so on. In front of the viewer, battles would turn into 

soccer fan fights.Coarse language would turn into songs: “Ouch!” 

“Oh!” “There!” (the very words written as graffiti on the walls of the 

city). Other works were also recreated, using this toy show.  Before 

leaving, Skersis and Zakharov quietly placed match boxes and other 

objects under the furniture, appliances, vases, and so on in such a 

way that everything in the house would assume a somewhat 

unstable, dangerous state.
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4-fl ‚˚ÒÚ‡‚Í‡ ëá (ÔÂÂÌÓÒÌ‡fl). Ç Í‚‡ÚËÂ ç. ÄÎÂÍÒÂÂ‚‡,1984

The 4th personal SZ exhibition (portable). At the apartment of N. Alexeev, 1984



113



114

4-fl ‚˚ÒÚ‡‚Í‡ ëá (ÔÂÂÌÓÒÌ‡fl). Ç Í‚‡ÚËÂ à. óÛÈÍÓ‚‡,1984

The 4th personal SZ exhibition (portable). At the apartment of I. Chuikov, 1984
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4-fl ‚˚ÒÚ‡‚Í‡ ëá (ÔÂÂÌÓÒÌ‡fl).. Ç Í‚‡ÚË‡ı Ñ. èË„Ó‚‡ Ë Ä. ûÎËÍÓ‚‡, 1984

The 4th personal SZ exhibition (portable). At the apartment of D. Prigov and A. Yulikov, 1984





4-fl ‚˚ÒÚ‡‚Í‡ ëá (ÔÂÂÌÓÒÌ‡fl). Ç Í‚‡ÚËÂ ã. Å‡Ê‡ÌÓ‚‡, 1984

The 4th personal SZ exhibition (portable). At the apartment of L. Bazhanov, 1984

Ç Í‚‡ÚËÂ É. äËÁÂ‚‡Î¸ÚÂ‡ (‰Îfl Ç. ëÓÓÍËÌ‡)

At the apartment of Georgi Kizewalter (for Vladimir Sorokin)
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4-fl ‚˚ÒÚ‡‚Í‡ ëá (ÔÂÂÌÓÒÌ‡fl). AÚË·ÛÚ˚, 1984

The 4th personal SZ exhibition (portable). Attributes, 1984
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5-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá, 1989

 
H‡ ‚˚ÒÚ‡‚ÍÂ àÒÍÛÒÒÚ‚Ó ‚ÏÂÒÚÓ ËÒÍÛÒÒÚ‚‡. ëÂÏ¸ 

ıÛ‰ÓÊÌËÍÓ‚ ËÁ åÓÒÍ‚˚.  åÛ˜‡ÌÓÍ, ÅÛ‰‡ÔÂ¯Ú

(äÓÌˆÂÔˆËfl Ë ËÒÔÓÎÌÂÌËÂ Ç. á‡ı‡Ó‚‡)

The 5th personal SZ exhibition, 1989

Realized in the course of the Art Instead of Art. Seven Artists from 

Moscow, the Palace of Exhibitions “Mucsarnok”, Budapest (The con-

cept and the realization have been made by V. Zakharov).
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èÓÂÍÚ Å‡Ú¸fl ä‡‡Ï‡ÁÓ‚˚, 1990

Ç 1990 „Ó‰Û ÇËÍÚÓ ëÍÂÒËÒ Ë Ç‡‰ËÏ á‡ı‡Ó‚ 

‚ÒÚÂÚËÎËÒ¸ ‚ äfiÎ¸ÌÂ ‰Îfl ÒÓ‚ÏÂÒÚÌÓÈ ‡·ÓÚ˚ ÔÓÒÎÂ 

¯ÂÒÚËÎÂÚÌÂ„Ó ÔÂÂ˚‚‡. Ç ÓÒÌÓ‚Û ÒÓ‡‚ÚÓÒÍÓÈ ‡·ÓÚ˚ 

·˚Î ÔÓÎÓÊÂÌ ÓÏ‡Ì ÑÓÒÚÓÂ‚ÒÍÓ„Ó Å‡Ú¸fl ä‡‡Ï‡ÁÓ‚˚ 

Í‡Í Ì‡Ë·ÓÎÂÂ ‰‡ÎÂÍÓÂ ÓÚ ÔÂ‰˚‰Û˘ÂÈ ‰ÂflÚÂÎ¸ÌÓÒÚË 

ëá Ë Ì‡Ë·ÓÎÂÂ ËÁ‚ÂÒÚÌÓÂ Ì‡ á‡Ô‡‰Â ÔÓËÁ‚Â‰ÂÌËÂ 

ÛÒÒÍÓÈ ÎËÚÂ‡ÚÛ˚. ëÚ‡‚ËÎ‡Ò¸ Á‡‰‡˜‡ ËÒÒÎÂ‰Ó‚‡Ú¸, Í‡Í 

ÎËÚÂ‡ÚÛÌÓÂ ÔÓËÁ‚Â‰ÂÌËÂ (‰‡ÊÂ ‚ÁflÚÓÂ Ì‡Û„‡‰) ÏÓÊÂÚ 

ÒÚ‡Ú¸ ÔÎ‡ÚÙÓÏÓÈ ‰Îfl ·ÂÒÍÓÌÂ˜ÌÓ„Ó ÍÓÏÏÂÌÚËÓ‚‡ÌËfl Ë 

‰‚Â¸˛ ‚ Î˛·ÓÂ ‰Û„ÓÂ ÔÓÒÚ‡ÌÒÚ‚Ó ÍÛÎ¸ÚÛ˚. 

Å˚Î‡ Ò‰ÂÎ‡Ì‡ ‚˚ÒÚ‡‚Í‡ ËÁ Úfiı ÒÏÂÌÌ˚ı Ó‰ÌÓÌÂ‰ÂÎ¸Ì˚ı 

˜‡ÒÚÂÈ-˝ÍÒÔÓÁËˆËÈ ‚ „‡ÎÂÂÂ ëÓÙËË ìÌ„ÂÒ ‚ äfiÎ¸ÌÂ:

èÂ‚‡fl ˜‡ÒÚ¸. ÇÁ‚Â¯Ë‚‡ÌËÂ

ÇÚÓ‡fl ˜‡ÒÚ¸. éÚ Ä‚ÚÓ‡

íÂÚ¸fl ˜‡ÒÚ¸. çÂÛÏÂÒÚÌÓÂ ÒÓ·‡ÌËÂ

Karamazov Brothers project, 1990

In 1990 Victor Skersis and Vadim Zakharov met in Cologne, Germany 

after a six-year separation. The basis for a new work was the novel 

Karamazov Brothers by Fedor Dostoevsky. It seemed very distant 

from the SZ activity that was very well known in the West, however. 

The intent was to investigate a randomly selected artwork as the 

foundation for infinite commentaries leading to a different cultural 

dimension.

The show consisted of 3 sequentially changing parts, exhibited in the  

Sophie Ungers Gallery, Cologne.

Part One. Weighing

Part Two. From the Author

Part Three. An Awkward Gathering
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èÂ‚‡fl ˜‡ÒÚ¸. ÇÁ‚Â¯Ë‚‡ÌËÂ

Part One. Weighing



129

ç‡ ÒÚÂÌÂ: äÌË„‡, 6 ˜‡ÒÚÂÈ, 1990

On the wall: The Book, 6 parts, 1990 
ç‡ ÔÓÎÛ: ëÓ‰ÂÊ‡ÌËÂ, 1990

On the floor: The Content, 1990 
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äÌË„‡ (Ù‡„ÏÂÌÚ), 1990

The Book (fragment), 1990
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äÌË„‡ (Ù‡„ÏÂÌÚ), 1990

The Book (fragment), 1990

äÌË„‡ (Ù‡„ÏÂÌÚ), 1990

The Book (fragment), 1990
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ëÓ‰ÂÊ‡ÌËÂ (Ù‡„ÏÂÌÚ),  1990

The Content (fragment), 1990 
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ùÔË„‡Ù, 1990

Epigraph, 1990 
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ÇÁ‚Â¯Ë‚‡ÌËÂ, 1990

Weighing, 1990 





ÇÚÓ‡fl ˜‡ÒÚ¸. éÚ Ä‚ÚÓ‡

Part Two. From the Author
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éÚ ‡‚ÚÓ‡ (ÔËˆÂÔ), 1990

From the Author (Caboose),  1990 
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éÚ ‡‚ÚÓ‡ (êÓÊ‰ÂÒÚ‚Ó), 1990

From the Author (Christmas), 1990
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íÂÚ¸fl ˜‡ÒÚ¸. çÂÛÏÂÒÚÌÓÂ ÒÓ·‡ÌËÂ

Part Three. An Awkward Gathering

 

èË„Î‡ÒËÚÂÎ¸Ì˚È ·ËÎÂÚ Ì‡  ‚˚ÒÚ‡‚ÍÛ Å‡Ú¸fl ä‡‡Ï‡ÁÓ‚˚ 

The Karamazov Brothers invitation ticket (printed on a napkin) 
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çÂÛÏÂÒÚÌÓÂ ÒÓ·‡ÌËÂ (Ù‡„ÏÂÌÚ ËÌÒÚ‡ÎÎflˆËË)

An Awkward Gathering (fragments of installation).  
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èÓÚÂÚ˚ ÔÂÒÓÌ‡ÊÂÈ ËÁ ÓÏ‡Ì‡ ÑÓÒÚÓÂ‚ÒÍÓ„Ó Å‡Ú¸fl ä‡‡Ï‡ÁÓ‚˚, 1990
Portraits of Charachters from Dostoyevsky‘s novel Karamazov Brothers, 1990
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Ä‚ÚÓÔÓÚÂÚ Ç. á‡ı‡Ó‚‡, 1990

Vadim Zakharov‘s Self-Portrait, 1990
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Ä‚ÚÓÔÓÚÂÚ Ç. ëÍÂÒËÒ‡, 1990

Victor Skersis‘ Self-Portrait, 1990





àÌÒÚ‡ÎÎflˆËfl Å‡Ú¸fl ä‡‡Ï‡ÁÓ‚˚ Ì‡ ‚˚ÒÚ‡‚ÍÂ 

ÅË·ÎËÓÚÂÍ‡. äÛÌÒÚÙÂ‡ÈÌ á‡Î¸ˆ·Û„‡, Ä‚ÒÚËfl, 1990 

ÉÓÓ‰ÒÍÓÈ ÏÛÁÂÈ å˛Î¸ı‡ÈÏ‡, ÉÂÏ‡ÌËfl, 1991

(äÓÌˆÂÔˆËfl Ë ËÒÔÓÎÌÂÌËÂ Ç. á‡ı‡Ó‚‡)

The installation Karamazov Brothers at the exhibition Library 

Kunstverein, Salzburg, Austria. 1990

Stadtmuseum, Muehlheim, Germany. 1991. 

(Conception and realization by Vadim Zakharov)
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 èËÏÂ˜‡ÌËfl Í ÚÂÍÒÚÛ

1   ç¸˛-ÈÓÍÒÍËÂ ıÛ‰ÓÊÌËÍË, ÎË‰Â˚ ËÒÍÛÒÒÚ‚‡ 80-ı. ÑÊÛÎË‡Ì 

òÌ‡·ÂÎ¸ (Ó‰. 1951). ÄÏÂËÍ‡ÌÒÍËÈ ÊË‚ÓÔËÒÂˆ-ÔÓÒÚÏÓ‰ÂÌËÒÚ. 

Ç 1990-Â ÓÒÚ‡‚ËÎ Á‡ÌflÚËfl ÊË‚ÓÔËÒ¸˛, ËÁ‚ÂÒÚÂÌ Í‡Í ÔÂ‚Âˆ “Í‡ÌÚË”, 

ÍËÌÓÂÊËÒÒÂ Ë ÎËÚÂ‡ÚÓ. äËÚ ïÂËÌ„ (1958–1990). ÄÏÂËÍ‡ÌÒÍËÈ 

ıÛ‰ÓÊÌËÍ, ÒÓÁ‰‡‚¯ËÈ ÏÓ‰Û ‚ ËÒÍÛÒÒÚ‚Â „‡ÙÙËÚË 1980-ı, ‰ËÁ‡ÈÌÂ. 

Ü‡Ì-åË¯ÂÎ¸ Å‡ÒÍ¸fl (1960–1988). ÄÏÂËÍ‡ÌÒÍËÈ ÊË‚ÓÔËÒÂˆ, ‰Û„ 

ùÌ‰Ë ìÓıÓÎ‡, ÍÛÎ¸ÚÓ‚‡fl ÔÂÒÓÌ‡ 1980-ı.

2  Figuration Libre – „ÛÔÔ‡ Ù‡ÌˆÛÁÒÍËı ıÛ‰ÓÊÌËÍÓ‚, 

ÔÓfl‚Ë‚¯ËıÒfl Ì‡ Ô‡ËÊÒÍÓÈ ‡Ú-ÒˆÂÌÂ ‚ Ì‡˜‡ÎÂ 1980-ı „Ó‰Ó‚ Ë ‚ÒÍÓÂ 

Á‡‚ÓÂ‚‡‚¯Ëı ÏÂÊ‰ÛÌ‡Ó‰ÌÓÂ ÔËÁÌ‡ÌËÂ ÔÓ‰ Ï‡ÍÓÈ “Ò‚Ó·Ó‰Ì‡fl 

ÙË„Û‡ˆËfl”. Ç ÒÓÒÚ‡‚ „ÛÔÔ˚ ‚Ó¯ÎË êÓ·Â äÓÏ·‡Ò, ù‚Â ‰Ë êÓÁ‡, 

Ü‡Ì-åË¯ÂÎ¸ ÄÎ¸·ÂÓÎ‡, î‡ÌÒÛ‡ ÅÛ‡ÓÌ Ë ‰Û„ËÂ.

3  ÉÛÔÔ‡ äÓÎÎÂÍÚË‚Ì˚Â ‰ÂÈÒÚ‚Ëfl (äÑ) ÒÓÁ‰‡Ì‡ ‚ 1976 ‚ 

åÓÒÍ‚Â. Ç ÔÂ‚˚È ÒÓÒÚ‡‚ „ÛÔÔ˚ ‚ıÓ‰ËÎË ÄÌ‰ÂÈ åÓÌ‡ÒÚ˚ÒÍËÈ, 

ÉÂÓ„ËÈ äËÁÂ‚‡Î¸ÚÂ, çËÍËÚ‡ ÄÎÂÍÒÂÂ‚, çËÍÓÎ‡È è‡ÌËÚÍÓ‚. Ç 1979 

Í „ÛÔÔÂ ÔËÒÓÂ‰ËÌfl˛ÚÒfl ëÂ„ÂÈ êÓÏ‡¯ÍÓ, ÖÎÂÌ‡ ÖÎ‡„ËÌ‡ Ë à„Ó¸ 

å‡Í‡Â‚Ë˜, ‡ ‚ 1985 – ë‡·ËÌ‡ ï˝ÌÒ„ÂÌ. ä ÍÓÌˆÛ 1970-ı äÑ ÒÚ‡ÌÓ‚ËÚÒfl 

Ó‰ÌËÏ ËÁ ˆÂÌÚ‡Î¸Ì˚ı fl‚ÎÂÌËÈ ÏÓÒÍÓ‚ÒÍÓÈ ¯ÍÓÎ˚ ÍÓÌˆÂÔÚÛ‡ÎËÁÏ‡. 

Ç Ô‡ÍÚËÍÂ äÑ ‡Á‡·‡Ú˚‚‡ÂÚÒfl ÌÂ ÚÓÎ¸ÍÓ ˝ÒÚÂÚË˜ÂÒÍ‡fl ÔÓ„‡ÏÏ‡ 

‰‚ËÊÂÌËfl, ÌÓ Ë Â„Ó ÚÂÓÂÚË˜ÂÒÍËÂ ÓÒÌÓ‚˚. 

4  ÉÛÔÔ‡ åÛıÓÏÓ ÒÓÁ‰‡Ì‡ ‚ 1978 „Ó‰Û ‚ åÓÒÍ‚Â. ì˜‡ÒÚÌËÍË: 

äÓÌÒÚ‡ÌÚËÌ á‚ÂÁ‰Ó˜ÂÚÓ‚, ë‚ÂÌ ÉÛÌ‰Î‡ı, ëÂ„ÂÈ åËÓÌÂÌÍÓ, ÇÎ‡‰ËÏË 

åËÓÌÂÌÍÓ, ÄÎÂÍÒÂÈ ä‡ÏÂÌÒÍËÈ. åÛıÓÏÓ˚ ÔÓ‚Ó‰ËÎË ıÛ‰ÓÊÂÒÚ‚ÂÌÌ˚Â 

‡ÍˆËË, ÒÓÁ‰‡‚‡ÎË ÊË‚ÓÔËÒÌ˚Â Ë „‡ÙË˜ÂÒÍËÂ ‡·ÓÚ˚, ‡Î¸·ÓÏ˚, ÙÓÚÓ-

ÔÂÙÓÏ‡ÌÒ˚. Ç 1982 ‚˚ÔÛÒÚËÎË ÏÛÁ˚Í‡Î¸Ì˚È áÓÎÓÚÓÈ ‰ËÒÍ, ‚ÒÍÓÂ 

Á‡ÔÂ˘ÂÌÌ˚È ‚Î‡ÒÚflÏË. Ç 1984 „ÛÔÔ‡ ÔÂÍ‡ÚËÎ‡ Ò‚ÓÂ ÒÛ˘ÂÒÚ‚Ó‚‡ÌËÂ. 

5  ç‡Ú‡Î¸fl Ä·‡Î‡ÍÓ‚‡ (Ó‰. 1941), ÄÌ‡ÚÓÎËÈ ÜË„‡ÎÓ‚ (1941)– 

ıÛ‰ÓÊÌËÍË, ‡‚ÚÓ˚ ÔÂÙÓÏ‡ÌÒÓ‚, „‡ÙË˜ÂÒÍËı ‡·ÓÚ, Ó·˙ÂÍÚÓ‚, 

ÙÓÚÓ„‡ÙËÈ, ËÌÒÚ‡ÎÎflˆËÈ. èÂ‰ÒÚ‡‚ËÚÂÎË ÏÓÒÍÓ‚ÒÍÓÈ ¯ÍÓÎ˚ ÍÓÌ-

ˆÂÔÚÛ‡ÎËÁÏ‡. ë 1979 ÒÓ‚ÏÂÒÚÌÓ Â‡ÎËÁÛ˛Ú ÔÓÂÍÚ àÒÒÎÂ‰Ó‚‡ÌËÂ 

ÒÛ˘ÂÒÚ‚‡ ËÒÍÛÒÒÚ‚‡ ÔÓ ÓÚÌÓ¯ÂÌË˛ Í ÊËÁÌË Ë ËÒÍÛÒÒÚ‚Û. ÇÔÓÒÎÂ‰ÒÚ‚ËË 

ÔÓÂÍÚ ÔÓÎÛ˜ËÎ Ì‡Á‚‡ÌËÂ íÓÚ‡Î¸ÌÓÂ ıÛ‰ÓÊÂÒÚ‚ÂÌÌÓÂ ‰ÂÈÒÚ‚ËÂ, Ò 1983 

– íéíÄêí. ì˜‡ÒÚ‚Ó‚‡ÎË ‚ ÒÓÁ‰‡ÌËË Ô‡ÔÓÍ åÓÒÍÓ‚ÒÍÓ„Ó ‡ıË‚‡ ÌÓ‚Ó„Ó 

ËÒÍÛÒÒÚ‚‡ (åÄçà). Ç 1990-2000 ‡ÍÚË‚ÌÓ ‡·ÓÚ‡˛Ú ‚ Ó·Î‡ÒÚË ‚Ë‰ÂÓ-

‡Ú‡. ÜË‚ÛÚ ‚ åÓÒÍ‚Â.

6  ç‡Á‚‡ÌËÂ ·˚ÎÓ Ó·‡ÁÓ‚‡ÌÓ ËÁ ÔÂ‚˚ı ·ÛÍ‚ Ù‡ÏËÎËÈ ıÛ‰ÓÊ-

ÌËÍÓ‚ Ë ÌËÍ‡ÍÓ„Ó ÓÚÌÓ¯ÂÌËfl Í ÁÌ‡ÏÂÌËÚÓÏÛ ÔÓÒÚÒÚÛÍÚÛ‡ÎËÒÚÒÍÓÏÛ 

ÓÔÛÒÛ êÓÎ‡Ì‡ Å‡Ú‡ “S/Z” ÌÂ ËÏÂÂÚ.

7  àÎ¸fl ä‡·‡ÍÓ‚ (Ó‰. 1933) – ÊË‚ÓÔËÒÂˆ, „‡ÙËÍ, ÍÌËÊÌ˚È 

ËÎÎ˛ÒÚ‡ÚÓ. Ä‚ÚÓ ‡Î¸·ÓÏÓ‚, Ó·˙ÂÍÚÓ‚ Ë ËÌÒÚ‡ÎÎflˆËÈ. íÂÓÂÚËÍ 

ÒÓ‚ÂÏÂÌÌÓ„Ó ËÒÍÛÒÒÚ‚‡. é‰ËÌ ËÁ ‚‡ÊÌÂÈ¯Ëı ıÛ‰ÓÊÌËÍÓ‚ ÏÓÒÍÓ‚ÒÍÓÈ 

¯ÍÓÎ˚ ÍÓÌˆÂÔÚÛ‡ÎËÁÏ‡. Ç ÍÓÌˆÂ 1960 – Ì‡˜‡ÎÂ 1970 ‚ıÓ‰ËÎ ‚ „ÛÔÔÛ 

ëÂÚÂÌÒÍËÈ ·ÛÎ¸‚‡. Ç 1970 Ì‡˜‡Î ‡·ÓÚ‡Ú¸ Ò ‡Î¸·ÓÏ‡ÏË ËÒÛÌÍÓ‚ 

Í‡Í Ò‡ÏÓÒÚÓflÚÂÎ¸Ì˚Ï ıÛ‰ÓÊÂÒÚ‚ÂÌÌ˚Ï Ê‡ÌÓÏ. Ç1990 ‡Á‡·‡Ú˚‚‡ÂÚ 

ÚÂÓË˛ Ë Ô‡ÍÚËÍÛ “ÚÓÚ‡Î¸ÌÓÈ ËÌÒÚ‡ÎÎflˆËË”, ·Î‡„Ó‰‡fl ÍÓÚÓÓÈ Ë 

ÔÓÎÛ˜ËÎ ¯ËÓÍÛ˛ ËÁ‚ÂÒÚÌÓÒÚ¸. ëÂ‰Ë “ÚÓÚ‡Î¸Ì˚ı ËÌÒÚ‡ÎÎflˆËÈ” 

à. ä‡·‡ÍÓ‚‡ – ÑÂÒflÚ¸ ÔÂÒÓÌ‡ÊÂÈ, çÓÏ‡ Ë ÏÌÓ„ËÂ ‰Û„ËÂ. ÜË‚ÂÚ Ë 

‡·ÓÚ‡ÂÚ ‚ ç¸˛-âÓÍÂ.

8  ÄÌ‰ÂÈ åÓÌ‡ÒÚ˚ÒÍËÈ (ëÛÏÌËÌ) (Ó‰. 1949) – ıÛ‰ÓÊÌËÍ, ÔÓ˝Ú. 

Ä‚ÚÓ ıÛ‰ÓÊÂÒÚ‚ÂÌÌ˚ı ‡ÍˆËÈ, Ó·˙ÂÍÚÓ‚, ËÌÒÚ‡ÎÎflˆËÈ, ‚Ë‰ÂÓ‡·ÓÚ, 

ÔÓËÁ‚Â‰ÂÌËÈ ‚ËÁÛ‡Î¸ÌÓÈ ÔÓ˝ÁËË, ÚÂÍÒÚÓ‚ ÔÓ ÚÂÓËË ÒÓ‚ÂÏÂÌÌÓ„Ó 

ËÒÍÛÒÒÚ‚‡. é‰ËÌ ËÁ ÓÒÌÓ‚‡ÚÂÎÂÈ Ë Ë‰ÂÓÎÓ„ „ÛÔÔ˚ äÓÎÎÂÍÚË‚Ì˚Â 

‰ÂÈÒÚ‚Ëfl. é‰ËÌ ËÁ ÒÓÁ‰‡ÚÂÎÂÈ åÄçà. Ä‚ÚÓ-ÒÓÒÚ‡‚ËÚÂÎ¸ ÚÓÏÓ‚ 

èÓÂÁ‰ÓÍ Á‡ „ÓÓ‰ – Ò·ÓÌËÍÓ‚ ‰ÓÍÛÏÂÌÚ‡ˆËË ‡ÍˆËÈ äÑ, ëÎÓ‚‡fl ÚÂ-

ÏËÌÓ‚ ÏÓÒÍÓ‚ÒÍÓÈ ÍÓÌˆÂÔÚÛ‡Î¸ÌÓÈ ¯ÍÓÎ˚ (1999). ÜË‚ÂÚ Ë ‡·ÓÚ‡ÂÚ 

‚ åÓÒÍ‚Â.
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9  Ç Ï‡ÒÚÂÒÍÓÈ à. ä‡·‡ÍÓ‚‡ Ì‡ ˜Â‰‡ÍÂ ‰ÓÏ‡ Ì‡ ëÂÚÂÌÒÍÓÏ 

·ÛÎ¸‚‡Â ˜‡ÒÚÓ ÔÓıÓ‰ËÎË ‚ÒÚÂ˜Ë ıÛ‰ÓÊÌËÍÓ‚, ÔÓ˝ÚÓ‚ Ë ÙËÎÓÒÓÙÓ‚.

10 ÉÛÔÔ‡ ÉÌÂÁ‰Ó ÒÓÁ‰‡Ì‡ ÏÓÎÓ‰˚ÏË ÏÓÒÍÓ‚ÒÍËÏË ıÛ‰ÓÊÌËÍ‡ÏË 

åËı‡ËÎÓÏ îÂ‰ÓÓ‚˚Ï-êÓ¯‡ÎÂÏ, ÇËÍÚÓÓÏ ëÍÂÒËÒÓÏ Ë ÉÂÌÌ‡‰ËÂÏ 

ÑÓÌÒÍËÏ ‚ 1974 ‚ åÓÒÍ‚Â. ÉÛÔÔ‡ ÔÓÎÛ˜ËÎ‡ Ì‡Á‚‡ÌËÂ ·Î‡„Ó‰‡fl 

ÔÂ‚ÓÏÛ ÔÛ·ÎË˜ÌÓÏÛ ‚˚ÒÚÛÔÎÂÌË˛ ‚ 1975 Ì‡ ‚˚ÒÚ‡‚ÍÂ ÏÓÒÍÓ‚ÒÍËı 

ıÛ‰ÓÊÌËÍÓ‚-ÌÓÌÍÓÌÙÓÏËÒÚÓ‚ ‚ Ô‡‚ËÎ¸ÓÌÂ ÑÓÏ ÍÛÎ¸ÚÛ˚ ÇÑçï, 

ÍÓ„‰‡ Û˜‡ÒÚÌËÍË „ÛÔÔ˚ ÒÓÓÛ‰ËÎË ·ÓÎ¸¯ÓÂ „ÌÂÁ‰Ó Ë Ì‡˜‡ÎË 

‡ÍˆË˛ Ç˚ÒËÊË‚‡ÈÚÂ flÈˆ‡. ÉÛÔÔ‡ ÒÚ‡Î‡ ËÁ‚ÂÒÚÌ‡ ·Î‡„Ó‰‡fl 

‡ÍˆËflÏ Ë Ó·˙ÂÍÚ‡Ï, ÒÓÁ‰‡ÌÌ˚Ï ‚ ÒÚËÎÂ ÒÓˆ-‡Ú‡. èÂÍ‡ÚËÎ‡ Ò‚ÓÂ 

ÒÛ˘ÂÒÚ‚Ó‚‡ÌËÂ ‚ 1979.

11 ÄÎÂÍÒ‡Ì‰ åÂÎ‡ÏË‰ (Ó‰. 1945) Ë ÇËÚ‡ÎËÈ äÓÏ‡ (Ó‰. 1943) 

– ıÛ‰ÓÊÌËÍË, ‡‚ÚÓ˚ ÊË‚ÓÔËÒÌ˚ı Ë „‡ÙË˜ÂÒÍËı ‡·ÓÚ, ÍÓÎÎ‡ÊÂÈ, 

Ó·˙ÂÍÚÓ‚, ËÌÒÚ‡ÎÎflˆËÈ, ıÛ‰ÓÊÂÒÚ‚ÂÌÌ˚ı ‡ÍˆËÈ. Ç 1965 ÓÒÛ˘ÂÒÚ‚ËÎË 

ÔÂ‚Û˛ ÒÓ‚ÏÂÒÚÌÛ˛ ‡·ÓÚÛ, Ò 1972 ÔÓÒÚÓflÌÌÓ ÒÓÚÛ‰ÌË˜‡˛Ú. Ç ÚÓÏ ÊÂ 

„Ó‰Û ÔË‰ÛÏ‡ÎË ‰Îfl ÒÓÁ‰‡ÌÌÓ„Ó ËÏË ıÛ‰ÓÊÂÒÚ‚ÂÌÌÓ„Ó ÒÚËÎfl ÚÂÏËÌ 

ÒÓˆ-‡Ú, ‚ ÍÓÚÓÓÏ ÒÓÂ‰ËÌËÎË ÒÓ‚ÂÚÒÍËÈ ÒÓˆË‡ÎËÒÚË˜ÂÒÍËÈ Â‡ÎËÁÏ Ë 

‡ÏÂËÍ‡ÌÒÍËÈ ÔÓÔ-‡Ú. ë 1978 ÊË‚ÛÚ Ë ‡·ÓÚ‡˛Ú ‚ ç¸˛-âÓÍÂ.

12  ÄÍˆËfl èÓÎÛ˜‡ÒÓ‚‡fl ÔÓÔ˚ÚÍ‡ Ï‡ÚÂË‡ÎËÁ‡ˆËË äÓÏ‡‡ Ë 

åÂÎ‡ÏË‰‡ „ÛÔÔ˚ ÉÌÂÁ‰Ó ÒÓÒÚÓflÎ‡Ò¸ ‚ åÓÒÍ‚Â 5 ÓÍÚfl·fl 1978 „Ó‰‡.

13  ç‡ ‚˚ÒÚ‡‚ÍÂ, ÔÓıÓ‰Ë‚¯ÂÈ ‚ 1979 „Ó‰Û, ˝ÍÒÔÓÌËÓ‚‡ÎË 

Ò‚ÓË ‡·ÓÚ˚ ûËÈ ÄÎ¸·ÂÚ, Ç‡‰ËÏ á‡ı‡Ó‚ Ë à„Ó¸ ãÛÚˆ (ÒÓ‚ÏÂÒÚÌ˚Â 

‡·ÓÚ˚), ÉÂÌÌ‡‰ËÈ ÑÓÌÒÍÓÈ, åËı‡ËÎ îÂ‰ÓÓ‚-êÓ¯‡Î¸, ÇËÍÚÓ ëÍÂÒËÒ, 

ç‡‰ÂÊ‰‡ ëÚÓÎÔÓ‚ÒÍ‡fl.

14  ïÛ‰ÓÊÌËÍË-ÌÓÌÍÓÌÙÓÏËÒÚ˚ ·Û‰ÚÓ ‡Á‰ÂÎflÎË Ú‡·Û, Ì‡ÎÓ-

ÊÂÌÌÓÂ ÒÓ‚ÂÚÒÍÓÈ ‚Î‡ÒÚ¸˛ Ì‡ ËÁÓ·‡ÊÂÌËÂ ÓÚÍÓ‚ÂÌÌÓ Ó·Ì‡ÊÂÌÌÓ„Ó 

ÚÂÎÓ Ë Î˛·˚Â ÔÓfl‚ÎÂÌËfl ÒÂÍÒÛ‡Î¸ÌÓÒÚË. Ç 1970-Â ÔÓÁ‚ÓÎËÎË ÒÂ·Â 

ÔÛ·ÎË˜ÌÓ ‡Á‰ÂÚ¸Òfl: „ÛÔÔ‡ ÉÌÂÁ‰Ó ‚ ‡ÍˆËË éÔÎÓ‰ÓÚ‚ÓÂÌËÂ ÁÂÏÎË 

(ÎÂÚÓ 1976; ÙÓÚÓ à„Ófl è‡Î¸ÏËÌ‡), êËÏÏ‡ Ë Ç‡ÎÂËÈ ÉÂÎÓ‚ËÌ˚ 

‚ ‡ÍˆËË áÓÓÔ‡Í (Homo Sapiens) (1977) Ë åÛıÓÏÓ˚ ‚ ÙÓÚÓÒÂÒÒËË 

åÛıÓÏÓ˚ ‚ ‡ÌÚË˜ÌÓÒÚË (1979).

15  ÅÛÎ¸‰ÓÁÂÌ‡fl ‚˚ÒÚ‡‚Í‡ – ËÎË 1-È ÓÒÂÌÌËÈ ÔÓÒÏÓÚ 

Í‡ÚËÌ ıÛ‰ÓÊÌËÍÓ‚-ÌÓÌÍÓÌÙÓÏËÒÚÓ‚ “Ì‡ ÓÚÍ˚ÚÓÏ ‚ÓÁ‰ÛıÂ” 

– ÒÓÒÚÓflÎ‡Ò¸ 15 ÒÂÌÚfl·fl 1974 Ì‡ ÔÛÒÚ˚Â ‚ ˛„Ó-Á‡Ô‡‰ÌÓÏ ‡ÈÓÌÂ 

åÓÒÍ‚˚. çÂÒ‡ÌÍˆËÓÌËÓ‚‡ÌÌ˚È ‚Î‡ÒÚflÏË ÔÓÍ‡Á ‡·ÓÚ ·˚Î ‡ÁÓ„Ì‡Ì 

‚ ÔËÒÛÚÒÚ‚ËË ÔÛ·ÎËÍË Ë ËÌÓÒÚ‡ÌÌ˚ı ÊÛÌ‡ÎËÒÚÓ‚ Ò ÔÓÏÓ˘¸˛ 

ÔÂÂÓ‰ÂÚ˚ı ‚ ¯Ú‡ÚÒÍÓÂ ‡·ÓÚÌËÍÓ‚ ÒÔÂˆÒÎÛÊ· Ë ÒÚÓËÚÂÎ¸ÌÓÈ ÚÂıÌËÍË. 

16  ç‡‰ÂÊ‰‡ ëÚÓÎÔÓ‚ÒÍ‡fl (Ó‰. 1959) – ıÛ‰ÓÊÌËÍ, ‡‚ÚÓ 

„‡ÙË˜ÂÒÍËı Ó·˙ÂÍÚÓ‚, ‚ 1982 ‡·ÓÚ‡Î‡ ‚ ÒÓ‡‚ÚÓÒÚ‚Â Ò Ç. á‡ı‡Ó‚˚Ï. 

ÜË‚ÂÚ Ë ‡·ÓÚ‡ÂÚ ‚ äÂÎ¸ÌÂ.

17  çËÍËÚ‡ ÄÎÂÍÒÂÂ‚ (Ó‰. 1953) – ıÛ‰ÓÊÌËÍ, ÔÂ‰ÒÚ‡‚ËÚÂÎ¸ 

åÓÒÍÓ‚ÒÍÓÈ ¯ÍÓÎ˚ ÍÓÌˆÂÔÚÛ‡ÎËÁÏ‡. Ç 1976–1983 Û˜‡ÒÚ‚Ó‚‡Î ‚ ‡ÍˆËflı 

„ÛÔÔ˚ äÓÎÎÂÍÚË‚Ì˚Â ‰ÂÈÒÚ‚Ëfl. é‰ËÌ ËÁ Ó„‡ÌËÁ‡ÚÓÓ‚ åÄçà (1979). 

Ç 1982–1984 Ó‰ËÌ ËÁ ÓÒÌÓ‚‡ÚÂÎÂÈ Ë ıÛ‰ÓÊÂÒÚ‚ÂÌÌ˚È ‰ËÂÍÚÓ „‡ÎÂÂË 

APTART – ÌÂÎÂ„‡Î¸ÌÓ„Ó ‚˚ÒÚ‡‚Ó˜ÌÓ„Ó ÔÓÒÚ‡ÌÒÚ‚‡, ‡ÒÔÓÎ‡„‡‚¯Â„ÓÒfl 

‚ Â„Ó ÏÓÒÍÓ‚ÒÍÓÈ Í‚‡ÚËÂ. ì˜‡ÒÚÌËÍ „ÛÔÔ˚ ÒËÏÛÎflˆËÓÌÌÓÈ ÏÛÁ˚ÍË 

ëÂ‰ÌÂÛÒÒÍ‡fl ‚ÓÁ‚˚¯ÂÌÌÓÒÚ¸ (1986–1987). Ç 1987–1993 ÊËÎ ‚ 

è‡ËÊÂ. ë 1995 ‡·ÓÚ‡ÂÚ Í‡Í ÊÛÌ‡ÎËÒÚ. 

18   èÓÍÓÎÂÌËÂ ÏÓÒÍÓ‚ÒÍËı ıÛ‰ÓÊÌËÍÓ‚, ÔÓfl‚Ë‚¯ÂÂÒfl Ì‡ ÏÓÒ-

ÍÓ‚ÒÍÓÈ ıÛ‰ÓÊÂÒÚ‚ÂÌÌÓÈ ÒˆÂÌÂ ‚ ÍÓÌˆÂ 1970-ı. ùÍÒÔÓÌÂÌÚ˚ „‡ÎÂÂÈ 

APTART. äÓÌˆÂÔˆË˛ Í‚‡ÚËÌÓÈ „‡ÎÂÂË Ë ÂÂ ‚˚ÒÚ‡‚Ó˜ÌÛ˛ ÔÓÎËÚËÍÛ 

‡Á‡·ÓÚ‡ÎË ç. ÄÎÂÍÒÂÂ‚, å.îÂ‰ÓÓ‚-êÓ¯‡Î¸ Ë ë. ÉÛÌ‰Î‡ı. ç‡Á‚‡ÌËÂ 

‚ÓÁÌËÍÎÓ ÓÚ ‡Ì„ÎËÈÒÍÓ„Ó apartment art (Í‚‡ÚËÌÓÂ ËÒÍÛÒÒÚ‚Ó). 

É‡ÎÂÂfl APTART ÓÚÍ˚Î‡Ò¸ 20 ÒÂÌÚfl·fl 1982 „Ó‰‡. èÓÏËÏÓ ‚˚ÒÚ‡‚ÓÍ, 

ÔÓıÓ‰Ë‚¯Ëı ‚ Í‚‡ÚËÂ, „‡ÎÂÂfl Ó„‡ÌËÁÓ‚‡Î‡ fl‰ ‚˚ÒÚ‡‚ÓÍ-‡ÍˆËÈ Á‡ 

„ÓÓ‰ÓÏ. èÂÍ‡ÚËÎ‡ Ò‚ÓÂ ÒÛ˘ÂÒÚ‚Ó‚‡ÌËÂ ‚ Ï‡Â 1984.

19 ÇÎ‡‰ËÏË äÛÔËflÌÓ‚ (Ó‰. 1954) – ÙÓÚÓ„‡Ù, ıÛ‰ÓÊÌËÍ. 

é‰ËÌ ËÁ ÔÂ‚˚ı ÓÚÂ˜ÂÒÚ‚ÂÌÌ˚ı ÙÓÚÓ„‡ÙÓ‚, Ì‡˜‡‚¯ËÈ ‡·ÓÚ‡Ú¸ 

Ò ÙÓÚÓ„‡ÙËÂÈ Í‡Í Ò Ï‡ÚÂË‡ÎÓÏ ÍÓÌˆÂÔÚÛ‡ÎËÒÚÒÍËı ÔÓÂÍÚÓ‚ Ë 

ËÌÒÚ‡ÎÎflˆËÈ. ÜË‚ÂÚ Ë ‡·ÓÚ‡ÂÚ ‚ åÓÒÍ‚Â. 
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20 åÄçà – åÓÒÍÓ‚ÒÍËÈ ‡ıË‚ ÌÓ‚Ó„Ó ËÒÍÛÒÒÚ‚‡. ÇÒÂ„Ó ·˚ÎÓ 

ÒÓ·‡ÌÓ 4 Ô‡ÔÍË åÄçà, Í‡Ê‰‡fl ‚˚ÔÛÒÍ‡Î‡Ò¸ ‚ 4 ˝ÍÁÂÏÔÎfl‡ı. 

Ç Í‡Ê‰Û˛ Ô‡ÔÍÛ ‚ıÓ‰ËÎË ÙÓÚÓ„‡ÙËË Ë ÚÂÍÒÚ˚ ÌÂÓÙËˆË‡Î¸Ì˚ı 

ıÛ‰ÓÊÌËÍÓ‚. èÂ‚ÓÌ‡˜‡Î¸ÌÓ ÚÂÏËÌ ·˚Î ‚‚Â‰ÂÌ ‚ ÍÓÌˆÂ 1970-ı 

Ä. åÓÌ‡ÒÚ˚ÒÍËÏ (ÔË Û˜‡ÒÚËË ã. êÛ·ËÌ¯ÚÂÈÌ‡ Ë ç. ÄÎÂÍÒÂÂ‚‡) ‰Îfl 

Ó·ÓÁÌ‡˜ÂÌËfl ÍÛ„‡ ıÛ‰ÓÊÌËÍÓ‚ “ÏÓÒÍÓ‚ÒÍÓÈ ¯ÍÓÎ˚ ÍÓÌˆÂÔÚÛ‡ÎËÁÏ‡”. 

èÓÎÌÓÂ ÓÔÂ‰ÂÎÂÌËÂ ÒÏ. ‚: ëÎÓ‚‡¸ ÚÂÏËÌÓ‚ ÏÓÒÍÓ‚ÒÍÓÈ 

ÍÓÌˆÂÔÚÛ‡Î¸ÌÓÈ ¯ÍÓÎ˚, å., Ad Marginem, 1999, Ò.58. 

21 HÂ ÒÓ‚ÒÂÏ ‚ÂÌÓ (Ä.é..): ‚ 1978-1979 „Ó‰‡ı „ÛÔÔ‡ åÛıÓÏÓ 

ÔÓ‚ÂÎ‡ ÒÂË˛ Ú‡Í Ì‡Á˚‚‡ÂÏ˚ı çÓ˜Ì˚ı ·‰ÂÌËÈ, ‚Ó ‚ÂÏfl ÍÓÚÓ˚ı 

Û˜‡ÒÚÌËÍË „ÛÔÔ˚ ÒÓ˜ËÌflÎË ÌÂ·ÓÎ¸¯ËÂ ÎËÚÂ‡ÚÛÌ˚Â ÚÂÍÒÚ˚, 

Á‡ÔËÒ˚‚‡fl Ëı ÓÚ ÛÍË Ì‡ ÚÂÚ‡‰Ì˚ı ÎËÒÚ‡ı. ëÓÁ‰‡ÌÌ˚Â ‚Ó ‚ÂÏfl 

ÌÓ˜Ì˚ı ·‰ÂÌËÈ ËÎÎ˛ÒÚËÓ‚‡ÌÌ˚Â ÛÍÓÔËÒÌ˚Â ÍÌËÊÍË ËÁ ÒÂËË 

ÑÂ¯Â‚‡fl ·Ë·ÎËÓÚÂÍ‡ ÚÛÚ ÊÂ ÔÓ‰‡‚‡ÎËÒ¸ ÔËÒÛÚÒÚ‚Û˛˘ËÏ. 

22  äÓÌÒÚ‡ÌÚËÌ á‚ÂÁ‰Ó˜ÂÚÓ‚ (Ó‰. 1958) – ÊË‚ÓÔËÒÂˆ, „‡ÙËÍ, 

ÎËÚÂ‡ÚÓ. Ä‚ÚÓ Ó·˙ÂÍÚÓ‚, ËÌÒÚ‡ÎÎflˆËÈ, ÍÓÎÎ‡ÊÂÈ, ıÛ‰ÓÊÂÒÚ‚ÂÌÌ˚ı 

‡ÍˆËÈ. Ç 1976 Û˜‡ÒÚ‚Ó‚‡Î ‚ ‡ÍˆËflı „ÛÔÔ˚ åËı‡ËÎ‡ óÂÌ˚¯Ó‚‡. 

Ç 1978–1984 Ó‰ËÌ ËÁ ÓÒÌÓ‚‡ÚÂÎÂÈ Ë Û˜‡ÒÚÌËÍ „ÛÔÔ˚ åÛıÓÏÓ. Ç 1982 

Ó‰ËÌ ËÁ Ó„‡ÌËÁ‡ÚÓÓ‚ „‡ÎÂÂË APTART. 1986–88 Ó‰ËÌ ËÁ ÓÒÌÓ‚‡ÚÂÎÂÈ Ë 

Û˜‡ÒÚÌËÍ „ÛÔÔ˚ óÂÏÔËÓÌ˚ ÏË‡. ë 1987 ˜ÎÂÌ äÎÛ·‡ Ä‚‡Ì„‡‰ËÒÚÓ‚. 

1994 ÒÓÁ‰‡Î „ÛÔÔÛ åÓÂ Ï‡ÚÓÒÓ‚. ÜË‚ÂÚ Ë ‡·ÓÚ‡ÂÚ ‚ åÓÒÍ‚Â.

23   1-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá ‚ „‡ÎÂÂÂ APTART (1983).

24  é· Ó·˚ÒÍ‡ı ‚ „‡ÎÂÂÂ APTART ÒÏ. ÔÛ·ÎËÍ‡ˆË˛ ‡ıË‚Ì˚ı 

Ï‡ÚÂË‡ÎÓ‚ ÅÛ‰ÂÚÂ ÒÂ·fl Ú‡Í ‚ÂÒÚË, ÓÚÔ‡‚ËÚÂÒ¸ ÂÁ¸·ÓÈ ÔÓ ‰ÂÂ‚Û 

Á‡ÌËÏ‡Ú¸Òfl ‚ ÊÛÌ‡ÎÂ Äêí ïêéçàäÄ, 2004, ‹1, Ò.118-123

25  2-fl ÔÂÒÓÌ‡Î¸Ì‡fl ‚˚ÒÚ‡‚Í‡ ëá (1983).

26 ÉÛÔÔ‡ àÌÒÔÂÍˆËfl “åÂ‰ËˆËÌÒÍ‡fl „ÂÏÂÌÂ‚ÚËÍ‡” ÒÓÁ‰‡Ì‡ ‚ 

1987 ‚ åÓÒÍ‚Â. Ç ÔÂ‚˚È ÒÓÒÚ‡‚ „ÛÔÔ˚ ‚Ó¯ÎË ëÂ„ÂÈ ÄÌÛÙËÂ‚, ûËÈ 

ãÂÈ‰ÂÏ‡Ì, è‡‚ÂÎ èÂÔÔÂ¯ÚÂÈÌ. 

27 ÇÎ‡‰ËÏË ëÓÓÍËÌ (Ó‰. 1955) – ÔËÒ‡ÚÂÎ¸, ÔÂ‰ÒÚ‡‚ËÚÂÎ¸ 

åÓÒÍÓ‚ÒÍÓÈ ¯ÍÓÎ˚ ÍÓÌˆÂÔÚÛ‡ÎËÁÏ‡. Ä‚ÚÓ ÍÌË„ é˜ÂÂ‰¸, 

13-fl Î˛·Ó‚¸ å‡ËÌ˚, ëÂ‰ˆ‡ ˜ÂÚ˚Âı, çÓÏ‡, ãÂ‰ Ë ÏÌÓ„Ëı ‰Û„Ëı. 

åÌÓ„ËÂ ÎËÚÂ‡ÚÛÌ˚Â ÔÓËÁ‚Â‰ÂÌËfl Ç. ëÓÓÍËÌ‡ ÔÓÎÓÊÂÌ˚ ‚ ÓÒÌÓ‚Û 

ÚÂ‡Ú‡Î¸Ì˚ı ÔÓÒÚ‡ÌÓ‚ÓÍ (Ì‡ÔËÏÂ, åÂÒflˆ ‚ Ñ‡ı‡Û) Ë ÍËÌÓÙËÎ¸ÏÓ‚ 

(åÓÒÍ‚‡, äÓÔÂÈÍ‡ Ë ‰.). ÜË‚ÂÚ Ë ‡·ÓÚ‡ÂÚ ‚ åÓÒÍ‚Â.

28  çËÍÓÎ‡È è‡ÌËÚÍÓ‚ (Ó‰. 1952) – ıÛ‰ÓÊÌËÍ, ÍÓÎÎÂÍˆËÓÌÂ. 

ë 1976 Û˜‡ÒÚÌËÍ „ÛÔÔ˚ äÓÎÎÂÍÚË‚Ì˚Â ‰ÂÈÒÚ‚Ëfl. ÑËÂÍÚÓ åÛÁÂfl 

åÄçà.

29  àÏÂÂÚÒfl ‚ ‚Ë‰Û Ó·˙ÂÍÚ-ÚÂÍÒÚ „ÛÔÔ˚ åÛıÓÏÓ (ä.á‚ÂÁ‰Ó-

˜ÂÚÓ‚‡) êÓÏ‡Ì-ıÓÎÓ‰ËÎ¸ÌËÍ (1982), ˝ÍÒÔÓÌËÓ‚‡‚¯ËÈÒfl Ì‡ 

1-È „ÛÔÔÓ‚ÓÈ ‚˚ÒÚ‡‚ÍÂ ‚ „‡ÎÂÂÂ APTART.

30  çéåÄ – ÚÂÏËÌ, Ó·ÓÁÌ‡˜‡˛˘ËÈ ÍÛ„ ıÛ‰ÓÊÌËÍÓ‚ ÏÓÒÍÓ‚ÒÍÓÈ 

¯ÍÓÎ˚ ÍÓÌˆÂÔÚÛ‡ÎËÁÏ‡. èÂ‰ÎÓÊÂÌ è. èÂÔÔÂ¯ÚÂÈÌÓÏ ‚ ÍÓÌˆÂ 

1980-ı „Ó‰Ó‚. èÓÎÌÓÂ ÓÔÂ‰ÂÎÂÌËÂ ÒÏ. ‚: ëÎÓ‚‡¸ ÚÂÏËÌÓ‚ ÏÓÒÍÓ‚ÒÍÓÈ 

ÍÓÌˆÂÔÚÛ‡Î¸ÌÓÈ ¯ÍÓÎ˚, å., Ad Marginem, 1999, Ò.65
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 èËÏÂ˜‡ÌËfl Í ËÎÎ˛ÒÚ‡ˆËflÏ

 

 

 Ò. 1

òÚ‡ÏÔ ëá. 1980 

ÑÂÂ‚Ó, ÂÁ¸·‡. äÓÎÎÂÍˆËfl Ç‡‰ËÏ‡ á‡ı‡Ó‚‡

 Ò. 6

Ç‡‰ËÏ á‡ı‡Ó‚ Ë ÇËÍÚÓ ëÍÂÒËÒ. åÓÒÍ‚‡. 1984 

îÓÚÓ: ÉÂÓ„ËÈ äËÁÂ‚‡Î¸ÚÂ (ÒÌËÏÓÍ Ò‰ÂÎ‡Ì ‰Îfl 

ÔÓÂÍÚ‡ É. äËÁÂ‚‡Î¸ÚÂ‡ áÓÌÚËÍË)

èÂ˜‡Ú¸ Ë Ó·‡·ÓÚÍ‡: ÇËÍÚÓ ëÍÂÒËÒ, 2004

 Ò. 11

èÓÒÚ‡ÌÓ‚Ó˜Ì‡fl ÙÓÚÓ„‡ÙËfl ËÁ ÒÂËË á‡˘ËÚ‡ Ë ÍÛÒ˚ Ò‡ÏÓÓ·ÓÓÌ˚ 

ÓÚ ‚Â˘ÂÈ. 1981. ùÚÓÚ ÒÌËÏÓÍ-ÔÎ‡Í‡Ú ÌÂ ‚Ó¯ÂÎ ‚ ÓÒÌÓ‚ÌÓÈ ÍÓÔÛÒ

‡·ÓÚ ÔÓÂÍÚ‡.

 Ò. 12

ûËÈ ÄÎ¸·ÂÚ. ü ‰ÛÏ‡˛, ˜ÚÓ ËÌÚÂÂÒÌÂÂ ‚ÒÂı ‚ åÓÒÍ‚Â ÒÂÈ˜‡Ò 

‡·ÓÚ‡˛Ú Ç‡‰ËÏ á‡ı‡Ó‚ Ë ÇËÍÚÓ ëÍÂÒËÒ. û.ÄÎ¸·ÂÚ. VI / 1981 „.  

é„‡ÎËÚ, ÚÂÏÔÂ‡. ëÓ·ÒÚ‚ÂÌÌÓÒÚ¸ ‡‚ÚÓ‡

Ç‡‰ËÏ á‡ı‡Ó‚, ûËÈ ÄÎ¸·ÂÚ, ÇËÍÚÓ ëÍÂÒËÒ. åÓÒÍ‚‡. 1984

 Ò. 16

ëá (Ç‡‰ËÏ á‡ı‡Ó‚). É‡ÙË˜ÂÒÍËÈ ÎËÒÚ Í ÔÓÂÍÚÛ á‡˘ËÚ‡ Ë ÍÛÒ˚ 

Ò‡ÏÓÓ·ÓÓÌ˚ ÓÚ ‚Â˘ÂÈ.  1982 

ÅÛÏ‡„‡, ÚÂÏÔÂ‡. 29,7ı21. äÓÎÎÂÍˆËfl Ç‡‰ËÏ‡ á‡ı‡Ó‚‡

 Ò. 24

íÂÍÒÚ ÇËÍÚÓ‡ ëÍÂÒËÒ‡ Í ÉÂ‡Î¸‰Ë˜ÂÒÍÓÈ ÒÂËË. 2.8.83

ÉÂ‡Î¸‰Ë˜ÂÒÍËÈ ÁÌ‡Í ëá (·ÛÏ‡„‡, ‡ÔÔÎËÍ‡ˆËfl), ÒÓÁ‰‡ÌÌ˚È Í 2-È 

ÔÂÒÓÌ‡Î¸ÌÓÈ ‚˚ÒÚ‡‚ÍÂ ëá. ÇÓ ‚ÂÏfl ‚˚ÒÚ‡‚ÍË-‡ÍˆËË ‡ÒÔÓÎ‡„‡ÎÒfl 

Á‡ „ÓÎÓ‚‡ÏË ÎÂÊ‡˘Ëı Ì‡ ÔÓÎÛ ıÛ‰ÓÊÌËÍÓ‚. Ç Ì‡˜ÂÚ‡ÌËflı ÒËÎÛ˝ÚÓ‚ 

ÏËÌÓÚ‡‚‡ (Ç.á.) Ë ÍÂÌÚ‡‚‡ (Ç.ë.) ÎÂ„ÍÓ Û„‡‰˚‚‡˛ÚÒfl ÍÓÌÚÛ˚ ÙË„Û 

ıÛ‰ÓÊÌËÍÓ‚ ËÁ ÙÓÚÓÒÂËË ã‡ÒÍË Ë ÔÓˆÂÎÛË ‰ÂÎ‡˛Ú Î˛‰ÂÈ ÛÓ‰ÎË‚˚ÏË. 

 Ò. 25 

ÉÂ‡Î¸‰Ë˜ÂÒÍËÈ ÁÌ‡Í ëá (1983). ÇÂÚËÍ‡Î¸Ì˚È ‡ÁÏÂ ÒËÎÛ˝ÚÓ‚, 

‡ÁÏÂ˘ÂÌÌ˚ı Ì‡ ÒÚÂÌÂ ‚ Í‚‡ÚËÂ Ç.á‡ı‡Ó‚‡, ÔÂ‚˚¯‡Î 1 ÏÂÚ. 

îË„Û˚ ÍÂÌÚ‡‚‡ Ë ÏËÌÓÚ‡‚‡, ‚˚ÂÁ‡ÌÌ˚Â ËÁ ·ÂÎÓÈ ‚‡ÚÏ‡ÌÒÍÓÈ 

·ÛÏ‡„Ë, ÔÂÂ˜ÂÍÌÛÚ˚ Í‡ÒÌ˚Ï ÙÎÓÏ‡ÒÚÂÓÏ – Ò ÚÂÏ, Í‡Í ÒÂ„Ó‰Ìfl 

‚ÒÔÓÏËÌ‡˛Ú ‡‚ÚÓ˚, ˜ÚÓ·˚ Ó·ÓÁÌ‡˜ËÚ¸ ‰ËÒÚ‡ÌˆË˛ Í ˝ÚÓÏÛ ‚ËÁÛ‡Î¸ÌÓ 

ËÁ·˚ÚÓ˜ÌÓÏÛ, ÒÎË¯ÍÓÏ ÛÒÎÓÊÌÂÌÌÓÏÛ ÓÌ‡ÏÂÌÚÛ “‰ÂflÚÂÎ¸ÌÓÒÚË ëá”.

 Ò. 31

ëá (Ç‡‰ËÏ á‡ı‡Ó‚). É‡ÙË˜ÂÒÍËÈ ÎËÒÚ Í ÔÓÂÍÚÛ á‡˘ËÚ‡ Ë ÍÛÒ˚ 

Ò‡ÏÓÓ·ÓÓÌ˚ ÓÚ ‚Â˘ÂÈ. 1982. ÅÛÏ‡„‡, ÚÂÏÔÂ‡. 29,7ı21. 

äÓÎÎÂÍˆËfl Ç‡‰ËÏ‡ á‡ı‡Ó‚‡

 Ò. 38

ÅÓ‰‡ÎÍË ËÁ ÒÂËË èÓ‰ÛÍˆËfl ëá (ÒÂËfl ËÁ 15 ËÒÛÌÍÓ‚; ÍÓÓ·ÍË Ò 

·ÛÚ˚ÎÍ‡ÏË) Ë ÔÎËÚÍË For Nose.

 Ò. 39

H‡ ÔÂÂ‰ÌÂÏ ÔÎ‡ÌÂ ·Ó‰‡ÎÍË ËÁ ÒÂËË èÓ‰ÛÍˆËfl ëá (ÒÍÓ‚ÓÓ‰ÍË 

Ò Á‡„ÌÛÚ˚ÏË Û˜Í‡ÏË Ë ˆ‚ÂÚÌ˚ÏË ÍÛÊÍ‡ÏË Ì‡ ‰ÌÂ; ‰ÂÍÓ‡ÚË‚Ì‡fl 

ÔÓÁ‡˜Ì‡fl ÔÎÂÌÍ‡ Ò Ì‡ÍÎÂÂÌÌÓÈ ÏÓ˜‡ÎÍÓÈ). ç‡ Á‡‰ÌÂÏ ÔÎ‡ÌÂ ‡·ÓÚ˚ 

ç.Ä·‡Î‡ÍÓ‚ÓÈ Ë Ä.ÜË„‡ÎÓ‚‡, å.îÂ‰ÓÓ‚‡-êÓ¯‡Îfl.

ÇıÓ‰ ‚ ÓÒÌÓ‚ÌÛ˛ ˝ÍÒÔÓÁËˆË˛ (ÍÓÏÌ‡ÚÛ). Ç ‰‚ÂÌÓÏ ÔÓÂÏÂ – ·Ó‰‡ÎÍ‡ 

ËÁ ÒÂËË èÓ‰ÛÍˆËfl ëá (ÔÓÍ˚Ú‡fl ·ÎÂÒÍ‡ÏË ‰ÂÂ‚flÌÌ‡fl ‰ÓÒÍ‡ Ò 

˝ÚËÍÂÚÍÓÈ)

 Ò. 46

ç‡‰ÔËÒ¸ “ä‡Í?”. åÓÒÍ‚‡, ÔÂÂÛÎÓÍ ‚ÓÁÎÂ íÂÚ¸flÍÓ‚ÒÍÓÈ „‡ÎÂÂË. 1980

ëá Ì‡ÌÓÒËÎË Ì‡‰ÔËÒË Ò ÔÓÏÓ˘¸˛ Ú‡Ù‡ÂÚ‡ ‡ÌÓ ÛÚÓÏ (˜ÚÓ·˚ ÌÂ ·˚Ú¸ 

ÛÎË˜ÂÌÌ˚ÏË ‚ ıÛÎË„‡ÌÒÚ‚Â Ë ‡ÌÚËÒÓ‚ÂÚËÁÏÂ) ‚ ‡ÈÓÌÂ íÂÚ¸flÍÓ‚ÍË, 

ÓÍÓÎÓ Ô‡ÏflÚÌËÍ‡ ûË˛ ÑÓÎ„ÓÛÍÓÏÛ Ë ‚ ‰Û„Ëı ÏÂÒÚ‡ı åÓÒÍ‚˚. 



160

 Ò. 47

 “ÇÓÚ!”. åÓÒÍ‚‡, Ì‡·ÂÂÊÌ‡fl ÓÍÓÎÓ íÂÚ¸flÍÓ‚ÒÍÓÈ „‡ÎÂÂË. 1980

 Ò. 50

êËÒÛÌÍË, Ò‰ÂÎ‡ÌÌ˚Â ÏÓÎÓÍÓÏ Ì‡ ˝ÒÍËÁÌ˚ı ‚‡Ë‡ÌÚ‡ı ÇÂÒÚÌËÍ‡ ëá. 

êËÒÛÌÍË ‚ÓÒÔÓËÁ‚Ó‰flÚ Â‡Î¸ÌÛ˛ „‡ÙËÍÛ ÌÂÏÂˆÍÓ„Ó ıÛ‰ÓÊÌËÍ‡ éÚÚÓ 

É‡ÚÙÂÌ‰‡. êËÒÛÌÓÍ ÒÎÂ‚‡ ‚Ó¯ÂÎ ‚ ÓÍÓÌ˜‡ÚÂÎ¸Ì˚È ‚‡Ë‡ÌÚ ÇÂÒÚÌËÍ‡, 

‚ÚÓÓÈ ÌÂ ·˚Î ËÒÔÓÎ¸ÁÓ‚‡Ì ‚ ‰‡Î¸ÌÂÈ¯ÂÏ. 

 Ò. 63 

“ëÚ‡‚ÎË‚‡ÌËÂ ÒÚÛÎ‡ Ò ÛÌËÚ‡ÁÓÏ. óÚÂÌËÂ Á‡ÍÎËÌ‡ÌËÈ ÛÌËÚ‡ÁÛ”. î‡„ÏÂÌÚ 

‚Ë‰ÂÓÒ˙ÂÏÍË 1985 „Ó‰‡, ÔÓ‚Â‰ÂÌÌÓÈ ë‡·ËÌÓÈ ï˝ÌÒ„ÂÌ Ë ÉÂÓ„ÓÏ ÇËÚÚÂ 

‚ Í‚‡ÚËÂ Ä. åÓÌ‡ÒÚ˚ÒÍÓ„Ó, ÍÓ„‰‡ Ç.á‡ı‡Ó‚ ÔÓ‚ÚÓËÎ ‡ÍˆË˛ ‰Îfl 

ÌÂÏÂˆÍËı ÒÎ‡‚ËÒÚÓ‚.

 Ò. 64 

“ëÚ‡‚ÎË‚‡ÌËÂ ÒÚÛÎ‡ Ò ÛÌËÚ‡ÁÓÏ. óÚÂÌËÂ Á‡ÍÎËÌ‡ÌËÈ ÒÚÛÎÛ”. 

èÂÙÓÏ‡ÌÒ ‚ Í‚‡ÚËÂ ëÓÙ¸Ë ä‡Á‡ÍÓ‚ÓÈ. 1982 

 Ò. 67-68 

ëÂËfl ÔÓÒÚ‡ÌÓ‚Ó˜Ì˚ı ÙÓÚÓ„‡ÙËÈ “á‡ÔÛ„Ë‚‡ÌËÂ ‰‚ÂË Ë ÒÚÓÎ‡”. 1981. 

ä‚‡ÚË‡ û.ÄÎ¸·ÂÚ‡ Ë ç. ëÚÓÎÔÓ‚ÒÍÓÈ Ì‡ ÛÎ. çÓ‚‡ÚÓÓ‚. 

 Ò. 69-71

è‡ÍÚË˜ÂÒÍËÂ Á‡ÌflÚËfl äÛÒÓ‚ Ò‡ÏÓÓ·ÓÓÌ˚ ÓÚ ‚Â˘ÂÈ. ãÂÒÓÔ‡Í ‚ 

éÂıÓ‚Ó-ÅÓËÒÓ‚Ó. 

îÓÚÓ„‡Ù˚/Photographers

çËÍËÚ‡ ÄÎÂÍÒÂÂ‚/Nikita Alexeev: Ò. 12

ûËÈ ÄÎ¸·ÂÚ/Yuri Albert: 

Ò. 11, 12, 53-59, 66-67, 112-117

ÉÂÓ„ËÈ äËÁÂ‚‡Î¸ÚÂ/Georgi Kizevalter: 

Ò. 44, 92-93 

Ç‡‰ËÏ á‡ı‡Ó‚/Vadim Zakharov: 

Ò. 1, 7, 46-47, 83-91, 94-101, 110, 118-125, 128, 

130-134, 139, 142, 144-145, 148-153

ÄÎËÍ êfl·ÒÍËÈ/Alik Rabski: 

Ò. 38-39 

î‡ÌˆËÒÍ‡ ÅÓ‰ÏÂ Ë ÅÛÌÓ å‡ÌÒËfl/ 

Franziska Bodmer and Bruno Mancia (ñ˛Ëı): 

Ò. 126

ÄÎËÒÚ‡ é‚ÂÌ·˛Í/ Alister Ovenbruk (äfiÎ¸Ì): 

Ò. 129, 134, 136, 137, 138, 

140-142, 143, 146-147 
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Notes to Texts

1  New York-based artists, leaders of 1980s art. Julian Schnabel (born 1951). 

American postmodernist artist. In the 1990s abandoned art for country music, film 

direction and literature. Keith Harring (1958–1990). American artist and designer who 

set up a lasting trend of graffiti art in the 1980s. Jean Michel Basquiat (1960–1988), 

painter, friend of Andy Warhol, cult figure of the 1980s.

2  Figuration Libre – a group of French artists that emerged in the Paris art 

scene in early 1980s and soon after gained world-wide recognition as free figuration. 

The group included Robert Combas, Herve di Rosa, Jean Michel Alberola, Francois 

Boisrond and others. 

3  Collective Actions (CA) group emerged in 1976 in Moscow. The first line-

up included Andrei Monastyrsky, Georgy Kizewalter, Nikita Alexeev, Nikolai Panitikov. 

In 1979 the group gained new members Sergei Romashko, Elena Elagina and Igor 

Makarevich, in 1985 – Sabina Haensgen. By the end of the 1970s CA became one 

of the crucial phenomena of Moscow School of Conceptualism. CA practice included 

not only the aesthetical programme, but also its theoretical basics. 

4  The Toadsool group emerged in 1978 in Moscow. Its members were 

Konstantin Zvezdochetov, Sven Gundlakh, Sergei and Vladimir Mironenko, Alexei 

Kamensky. The Toadstools conducted artistic actions, created paintings and graphic 

works, musical albums and photographic performances. In 1982 they released The 

Golden Disk, soon after forbidden by the authorities. In 1984 the group dissolved.

5  Natalia Abalakova (born 1941), Anatoli Zhigalov (born 1941) – artists, 

authors of performances, graphic works, objects, photographs, installations. Members 

of Moscow School of Conceptualism. Since 1979 collaborate on a project titled 

Research of Essence of Art Towards Life and Art, since 1983 – TOTART. Participated 

in creation of Moscow Archive of New Art (M.A.N.A.) files. In 1990–2000s actively 

engaged in video art. Live and work in Moscow. 

6  The name is formed of first letters of the artists’ last names and has no con-

nection with the famous post-structuralist opus “S/Z” by Roland Barthes.

7  Ilya Kabakov (born 1933) – painter, graphic artist, book illustrator. Author of 

albums, objects and installations. Modern art theoretician. Leader of Moscow School 

of Conceptualism, the most known Russian artist. In late 1960s and early 1970s was 

a member of Sretensky boulevard group. In 1970 began experimenting with graphic 

albums as independent artistic genre. In 1990s elaborated theory and practice of the 

“total installation”, which granted him world-wide fame. Among Kabakov’s “total installa-

tions” are Ten Characters, The Boat of Life, NOMA and many others. Lives and works 

in New York.

8  Andrei Monastyrsky (Sumnin) (born 1949) – artist and poet. Author of 

artistic actions, objects, installations, video works, virtual poetry acts, theoretician of 

modern art. Founding member and ideologist of Collective Actions group. Founding 

member of M.A.N.A. Author and anthologist of Goings out of Town series (compila-

tions of CA journals), Dictionary of Terms of Moscow School of Conceptualism (1999). 

Lives and works in Moscow.

9  Ilya Kabakov’s attic studio in Sretensky Boulevard, 6/1 often hosted meet-

ing of artists, poets and philosophers. 

10  The Nest (Gnezdo) group was formed by young Moscow artists Mikhail 

Fedorov-Roshal, Victor Skersis and Gennady Donskoy in 1974. The group got their 

name after their first public action in a VDNKh pavilion, where members put up a gigan-

tic nest and began an action titled Brood the Eggs! The group became wide-known for 

its Sots Art actions and object. It dissolved in 1979.

11  Alexander Melamid (born 1945) and Vitaly Komar (born 1943) – artists, 

authors of numerous paintings and graphic works, collages, objects, installations, artistic 

actions. In 1965 conducted their first collaborative works, actively cooperate since 1972. 

In the same year they brought to life the term Sots Art, which combined Soviet “socialist 

realism” and American “pop art”. Since 1978 both reside and work in New York. 

12  Action titled One Half-Hour Attempt to Materialize Komar and Melamid by 

the Nest group took place in Moscow on the October, 5, 1978. 



162

13  The exhibition that took place in 1979 featured works by Yuri Albert, Vadim 

Zakharov and Igor Lutz (collaborative works), Gennadi Donskoy, Mikhail Fedorov-

Roshal, Victor Skersis, Nadezhda Stolpovskaya.

14  Nonconformist artists seemed to share the taboo imposed by Soviet 

authorities about the depiction of naked human bodies and sexuality. In the 1970s 

several artists let loose and stripped off their clothes. Among them there were the Nest 

group in Fertilization of earth action (summer 1976), Rimma and Valery Gerlovin in Zoo 

(Homo Sapiens) action (1977) and the Toadstools in course of photographic session 

Toadstools in Antiquity (1979). 

15  The Bulldozer show – or the 1st Autumn review of nonconformist artists’ 

works – took place on the 15th of September, 1974, at a waste ground in South-

Western suburb of Moscow. Unauthorized exhibition was broken up by disguised 

special service agents and construction equipment in presence of public and numer-

ous foreign journalists. 

16  Nadezhda Stolpovskaya (born 1959) – artist, author of graphic object-

works, in 1982 collaborated with V. Zakharov. Lives and works in Cologne.

17  Nikita Alexeev (born 1953) – artist, member of Moscow School of Con-

ceptualism. In 1976–1983 participated in Collective Actions group performances. 

A founding member of Moscow Archive of New Art (1979). 1982–1984 founding 

member and art director of APTART gallery which functioned in his Moscow apartment. 

Member of simulationist rock band Mid-Russian Hights (Srednerusskaya Vozvishen-

nost’) (1986–1987). 1987–1993 lived in Paris. Since 1995 works as a journalist. 

18  “…generations of APTART…” – a generation of Moscow artists which 

emerged on the Moscow art scene in late 1970s. Exibitioners of APTART galleriy, an 

illegal exhibition hall located at Nikita Alexeev’s apartment. The gallery’s concept and its 

exhibitional policy were devised by Nikita Alexeev, Mikhail Fedorov-Roshal and Sven 

Gundlakh. The name originated from English phrase “apartment art”. The APTART 

gallery opened on the 20th September, 1982. Besides indoor exhibitions, the gallery 

arranged several actions in the country side. The gallery closed in May 1984.

19  Vladimir Kupriyanov (born 1954) – photographer, artist. One of the first 

Russian photographers who treated photography as subject of conceptualist projects 

and installations. Resides and works in Moscow.

20  M.A.N.A. – Moscow Archive of New Art. There was a total of 4 M.A.N.A. 

files, each in 4 copies. Each file contained  photographs, texts and art objects by 

unofficial artists. The term was originally introduced in late 70s by Andrei Monastyrsky 

(with the participation of Lev Rubinstein and Nikita Alexeev) to denote the members of 

Moscow School of Conceptualism. For broader definition see Dictionary of Terms of 

Moscow Conceptualist School (Moscow, Ad Marginem, 1999, p.58).

21  This is only partially correct (A.O.): in 1978-1979 the Toadstool group con-

ducted a series of so-called Night Vigils, during which the participants composed small 

literary texts and wrote them down on notebook sheets. The illustrated books created 

during these “vigils” were sold on the spot to the public. 

22  Konstantin Zvezdochetov (born 1958) – painter, artist, writer. Author of 

objects, installations, collages, performances. In 1976 participated in actions by Mikhail 

Chernyshov’s group. In 1978-1984 a founding member of the Toadstool group. In 

1982 participated in foundation of APTART gallery. In 1986-1988 one of founding 

members of Champions of the World group. In 1987 a member of Avantguardists’ 

Club. In 1994 founded a band titled Sea of Sailors (More Matrosov). Lives and works 

in  Moscow.

23  The 1st personal exhibition of SZ at APTART gallery (1983)

24  For more information on searches in APTART gallery (Nikita Alexeev’s apart-

ment) see compilation of archive materials in ArtChronika magazine (“If you go on like 

this, you’ll be woodcarving soon”, 2004, N˚1, pp.118-123).

25  2nd personal exhibition of SZ (1983)

26  Inspection Medicine Hermeneutics group was formed in 1987 in Moscow 

by Pavel Pepperstein, Sergey Anufriev and Yuri Leiderman. 
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 Notes to illustrations

 p.1

The SZ seal. 1980 

Wood carving. Vadim Zakharov collection

 p.6

Vadim Zakharov and Victor Skersis. Moscow. 1984 

Photo by Georgy Kizewalter (photo session for Kizewalter’s projects Umbrellas)

Computer editing by Victor Skersis, 2004

 p.11

Staged photo made for the Self Defense Against Things series. 1981 

This shot was not included into the final block of pieces from the series.

 p.12

Yuri Albert. “I think that the most interesting artists now in Moscow are Vadim Zakharov 

and Victor Skersis. Yu.Albert. VI / 1981”. 1981

Maisonit, tempera. Author’s property

Vadim Zakharov, Yuri Albert, Victor Skersis. Moscow. 1984

Photo by Nikita Alexeev

 p.16

SZ (Vadim Zakharov). Drawing for the Self Defense Against Things project.  1982 

Paper, tempera. 29,7x21. Vadim Zakharov’s collection.

 p.24

Descriptive text for SZ Heralds series written and illustrated by Victor Skersis.

SZ Heraldic Emblem (paper, application), made especially for the 2nd personal SZ ex-

hibition. During the show arranged as a performance the Heraldic Emblem was placed 

behind the artists’ heads. The silhouettes of Minotaur and Centaur reveal outlines of 

artists’ figures from the series Caresses and Kisses Make People Ugly. 

27  Vladimir Sorokin (born 1955) – writer, member of Moscow School of 

Conceptualism. Author of such books as The Queue, Marina’s Thirtieth Love, Heart 

of Four, Norm, The Ice and many others. Numerous theatrical performances (for 

example, A Month in Dachau) and movies (Moscow, Kopeyka) are based on Sorokin’s 

literary works. Lives and works in Moscow.

28  Nikolai Panitkov (born 1952) – artist, collector. Since 1976 member of 

Collective Actions group. Director of M.A.N.A. Museum. 

29  This refers to text-object by the Toadstool group The Novel-Fridge (Roman-

kholodilnik) (1982), exhibited at the 1st group exhibition in APTART gallery.

30  NOMA – a term that refers to a group of artists belonging to Moscow 

School of Conceptualism. Introduced by Pavel Pepperstein in late 1980s. For broader 

definition see see Dictionary of Terms of Moscow Conceptualist School (Moscow, Ad 

Marginem, 1999, p.65)
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 p.25

SZ Herald Emblem (1983). The silhouettes placed on the wall in V. Zakharov’s apart-

ment were no less that 1 meter tall. The figures of Centaur and Minotaur of white what-

man paper were crossed with red felt-tip pen. According to the authors’ own words, 

this was done in order to distance from the visually excessive, too sophisticated piece 

of “decor” of SZ activity. 

 p.31

SZ (Vadim Zakharov). Drawing for the Self Defense Against Things project.  1982 

Paper, tempera. 27,7x21. Vadim Zakharov’s collection

 p.38

Fragment of the 1st group exhibition in the APTART Gallery. The headbutts from SZ 

Production series (drawings; the boxes with the bottles inside them) and ceramic tiles 

For Nose. 

 p.39

Fragments of the 1st group exhibition in the APTART Gallery.

On the forfront: the headbutts from SZ Production series (the pans with the curved 

handles and coloured spots on the bottom; a decorative transparent film with the 

sponge glued to it). At the background one can see works of Natalia Abalakova and 

Anatoli Zhigalov, and Mikhail Fedorov-Roshal. 

Entrance to the main part of the exhibition. The head butt from SZ Production series 

(the wooden labelled board decorated by the spangles) is hanging in the doorway.

 p.46

The tag “WHY?”. Moscow, side-street near Tretyakovskaya gallery. 1980.

SZ stenciled several tags early in the morning (in order to avoid charges of hooligan-

ism and anti-Soviet deeds) in several districts of Moscow, such as Tretyakovka, Yuri 

Dolgoruki’s monument etc.

 p.47

The tag “THERE!”. Moscow, the quay near Tretyakovskaya gallery. 1980.

 p.50

Milk drawings on pre-design copies of Bulettin SZ. The drawings reconstitute real 

graphic works by German artist Otto Gatfriend. The drawing on the left was included 

in the final version of the Bulettin, the second was discarded.

 p.63

Playing off a chair and a lavatory. Casting a magic spell on lavatory. Fragment of video 

footage dated 1985, conducted by Sabina Haensgen and Georg Witte in 

A. Monastirsky’s apartment, when V. Zakharov re-enacted the performance for the 

German Slavists. 

 p.64

Playing off a chair and a lavatory. Casting a magic spell on chair. Performance in 

Sofya Kazakova’s apartment. 1982.

 pp.67-68

A series of posed photographs Intimidation of a table and a door. Apartment of 

Yuri Albert and Natalia Stolpovskaya in Novatorov street. 1982.

 pp.69-71

Classes of Self Defence Against Things. Park in Orekhovo-Borisovo.





àÁ ÒÂËË “àÒÚÓËfl ÒÓ‚ÂÏÂÌÌÓ„Ó ÛÒÒÍÓ„Ó ËÒÍÛÒÒÚ‚‡”

èÓ‰ Â‰‡ÍˆËÂÈ ÄÎÂÍÒ‡Ì‰˚ é·ÛıÓ‚ÓÈ

àÁ‰‡ÌËÂ ÓÒÛ˘ÂÒÚ‚ÎÂÌÓ Í ‚˚ÒÚ‡‚ÍÂ “ÉÛÔÔ‡ ëá” ‚ Ö.ä.ÄÚÅ˛Ó, åÓÒÍ‚‡ 

27 ÌÓfl·fl – 22 ‰ÂÍ‡·fl 2004 „Ó‰‡

Ç˚ÒÚ‡‚Í‡ ÔÓ‚Â‰ÂÌ‡ ‚ ‡ÏÍ‡ı ÔÓ„‡ÏÏ˚ “åéëäÇÄ. 1980-Â”

É ê ì è è Ä  ë á

Ç‡‰ËÏ á‡ı‡Ó‚, ÇËÍÚÓ ëÍÂÒËÒ

ëÓÒÚ‡‚ËÚÂÎ¸: Ç‡‰ËÏ á‡ı‡Ó‚

êÂ‰‡ÍÚÓ: ÄÎÂÍÒ‡Ì‰‡ é·ÛıÓ‚‡

äÓÌˆÂÔˆËfl Í‡Ú‡ÎÓ„‡, ‰ËÁ‡ÈÌ, ÍÓÏÔ¸˛ÚÂÌ‡fl ‚ÂÒÚÍ‡: Ç.á‡ı‡Ó‚

èÂÂ‚Ó‰: ÇËÍÚÓ ëÍÂÒËÒ, å˝Ë çËÍÓÎ‡Ò, ç‡Ú‡Î¸fl ÇÓÎ¸ÔËÌ‡, 
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