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SPACES OF EXCEPTION
YPE3BbI4YAUHBIE U MOJIHOMOYHbIE

ARTPLAY, Moscow
11-26 September 2013
Open every day from 11 a.m.—-8 p.m.

Participating artists: Yuri Albert, lvan Brazkin, Chto
Delat, Yevgeniy Fiks, Nikita Kadan/Alexander Burlaka,
Gulnara Kasmalieva/Muratbek Djumaliev, Gert Jan
Kocken, Irina Korina, Jiri Kovanda, Maryanto, Taus
Makhacheva, Renzo Martens, Metahaven, Aernout Mik,
Marina Naprushkina, Nikolay Oleynikov, Anna Parkina,
Dmitry Prigov, Tima Radya, Willem de Rooij, Haim
Sokol, Jonas Staal, Roy Villevoye, Carey Young, Katarina
Zdjelar

Choreographer: Anna Abalikhina
Exhibition architect: Maria Kalinina

Curated by Elena Sorokina & Jelle Bouwhuis

The exhibition ‘Spaces of Exception’ takes as its starting
point the Book of decrees, which was created by the
legendary Russian conceptualist Dmitry Prigov (1940-
2007). The book consists of only six pages, but each

of them proudly promulgates a decree signed by “D. Prigov,
chairman”. These includes the following: the decree

of the animal, decree of the air, decree of closeness,
decree of unit, decree of black, and ultimately, the decree
of decree. Enunciated in 1977, Prigov’s decrees evoke an
antiquated image of the artist as legislator, an absurd
revolutionary hero in times of stagnation, blending sincere
imitation, stylization and parody. The decree is the legal
language of the “state of exception”, associated with
revolutions and wars, and, in Prigov’s case, a conceptual

work. Prigov often acted as a “performative legislator”
and mythical custodian of the law. He enunciated laws,
performed them, and famously embodied both legislative
and executive functions, playing militia men, marshals
and clerks. All that was delivered in his own indefinable
genre of oration, positioned somewhere between the
solemn sermon of a patriarch and enthusiastic declaration
of a parliamentarian.

This project takes up the myth of the ‘artist as
legislator’ from today’s point of view, when artists assume
multiple identities: producer, researcher, worker, romantic
entrepreneur, cognitive proletarian, etc. In this context,
the “legislator” evokes Prigov’s conflicted set of ideas,
celebrating and questioning it at the same time, and
highlighting its performative and transformative aspects.
Our project does not replicate it but rather works around it
in a space of homage, investigation and analysis. The
exhibition defines itself as a space of legal imagination or
counter-imagination of the artists, hosting their legal
utopias, proposals, analysis, and reflections. In their
projects they invent their own rules of engagement for
specific social, political or economic problems. They stage
legal texts or cases, create their own laws or legal
systems, - i.e., their own rules of the game - and apply the
subversions of aesthetics to them through image or
anti-image, the performative and the fictional. The resulting
work ranges from self-defined spaces for legal utopias,
almost science-fictional in nature, up to moments of
documentary truth and poetic justice.

Today, when laws and regulations failed to prevent
the markets’ free spin into crisis, huge efforts are being
made to finally instill some “rule of law” in the unregulated
global circulation of money. A text published by the
Russian collective Chto Delat in 2005 and originally
reflecting on the world ruled by the Bush-doctrine, reso-
nates for us with a new relevance: “Not so long ago,

Spaces of Exception
YpesBblyanHble U [TOTHOMOYHbIE

ArtPlay, MockBa
11-26 ceHTa6ps
Yacbl paboThbl: exxegHeBHo ¢ 11.00 go 20.00

XyooxHuKkK: tOpuin Anbbept, MBaH bpaxkkuH, Yto Jenatsb,
EBrennn ®ukc, Hukuta KagaH/Anekcanaep bypnaka,
[ynbHapa KacmanveBa/Mypat6ek Ixxymanues, lepT AH
KokeH, Mpuna Kopura, Mupsku Kosanaa, MapuaHTo, Tayc
Maxa4yeBa, PeHL0 MapTeHc, MeTaxaBeH, SpHayT MuK,
MapwuHa HanpywkuHa, Hukonan OnenHmMKkoB, AHHa
MapkuHa, Amutpui Mpuros, Tuma Paas, Bunnewm ge Pon,
Xaum Cokon, MoHac Ctaan, Poit Bunnesoit, Kapw SHr,
KaTtapuHa 3genap

Xopeorpad: AHHa ABannxuHa
ApxuTekTop: Mapua KannHuHa

Kypatopsbl: EneHa Copokuna u Jxenne boyxayc

BbicTaBKa «4pes3Bbl4aiHble U MOTHOMOYHbIE» OTKPbIBAETCS
paboTomn «KHWra geKkpeToB» NereHaapHoOro POCCUMCKOro
KoHuenTtyanucta Amutpus Mpurosa (1940-2007). B kKHure
BCEro WecTb CTPaHUL, U, COOTBETCTBEHHO, WECTb AEKPETOB:

0 3Bepe, 0 BO3ayxe, 0 6/IM30CTH, O €AMHULIE, O YEPHOM U,

B KOHLIE KOHLIOB, AEKPET 0 AeKpeTe. o KarKabiM U3 HUX CTOUT
ropaenueas nognuce: «J. MNpuros, npeacenatenb». B aton
paboTe, co3aaHHOM B 1977 rogy aBTOp BO3POXKAAET POMAHTH-
YecKur obpas Xy[AoXKHWKa-3aKoHoAaTeNs, Helenoro repos-
peBooLMOHEPa AEVCTBYIOLLErO BO BPpEMEHA 3aCTOs,
MCMoNb3ys CTpaTerMn NpsiMoro NoapaxaHus, CTUAM3aumnm

W napoauun. JekpeT, NpaBoBOM aKT PaBHOCU/IbHbIN 3aKOHY,
KOTOPbIV NPUHMMAETCS MPU YPE3BbIYaMHOM MONOKEHUN 1
006bI4YHO acCOLIMMPYETCH C PEBOJIIOLUAMU Y BOMHAMMU,

XYOOXHWK NpeBpallaeT B KOHUeNTyanbHyto paboty. [Mpuros
4yacTo BbICTynas B ponu «nepdopmMaTMBHOIro 3aKoHoJaTens»
n Mubunyeckoro 6atctTutTens nopsaka. OH nposoarnatuan
3aKOHbI, UX KPUTUKOBA, C YCNIEXOM BbIMOMHAA KaK 3aKOHOAa-
TENIbHYIO TaK U UCMONTHUTENbHYIO GYHKLUMK, Urpas TO «MuinLa-
Hepa», TO Mapluana, To cnyxatlero. Bce ato lNpuros npenoga-
HOCW/1 B CBOEM HEMNOAParKaeMOM aHpe — YEM-TO MeXay
TOPXEeCTBEHHOW NPONOBEAbIO NaTpuapxa 1 BOCTOPXKEHHOM
peybio NapnameHTapums.

«XYAOXHUWK- 3aKOHOaTeNb» B HalLleM NPOEKTE paccMaTpu-
BaeTCs C CEroAHSALWHMUX MO3ULLIUIA, KOTa XYAOXKHUKK 3KCnepu-
MEHTUPYIOT C CaMbIMU Pa3NNYHbIMU NAEHTUHHOCTSAMU U
ponsMu: NPoOU3BOAUTENS, UCCeaoBaTens, paboyero, poMaH-
TUYHOIO NpeanpuHMMaTesis, KOrHUTUBHOTO NPoJieTapus UTA.
B aToM cMbicnie «3aKoHo4aTeNb» BO3POXKAAET MPOTUBOPEYU-
BbIW Kpyr naen NMpurosa, MaHMbECTUPYET UX U OAHOBPEMEHHO
CTaBWT NOJ COMHEHWe, noJyepKmBas nux nepbopmaTuBHble
1 TpaHchOpPMaLMOHHbIE CTOPOHBI. MPoeKT «Ype3BblvariHbie U
NOMHOMOYHbIE» KOHEYHO }KE HE NbITaeTcs UX UMUTUPOBATb,
OoCTaBasiCb B M0/1e OMMaxKa, uccnefoBaHus n aHanmsa. Kpome
TOro, BbiICTaBKa 3aflyMaHa Kak NpoCTpaHCTBO BOOGPaXKEHUS U
KOHTP-BOOGPaXKEHMS XYAOXKHUKOB, KaK MECTO A/151 UX NOSIUTH-
KO-MpaBOBbIX YTOMWUW, NPEANOKEHUN, aHaNU3a U KPUTUKM.

B cBOMX NpoeKTax OHW onpeaensatoT COOGCTBEHHbIE NpaBuMia
y4yacTus B pelleHnn onpeaenieHHbIX CoLnabHbIX, MONUTUYE-
CKMX M 9KOHOMMYECKUX Npobsiem. OHM pasblrpbliBalOT TEKCTbI
IOPUANYECKMX JOKYMEHTOB M cyaebHbIX Aen, M306peTatoT CBOM
3aKOHbI ¥ 3aKOHOAATE/IbHbIE CUCTEMbI U C MOMOLLbIO Pa3nny-
HbIX XyAOXXEeCTBEHHbIX CTpaTerum, yctaHaBIMBatoT CBOU
co6CTBEHHbIE HOPMbI. B pesynbraTe, NpoeKTbl OXBaTbiBaOT
TeMbl OT OPUANYECKUX YTOMWI, HECYLLECTBYIOLLMUX B peanbHO-
CTW, 4O NPOCTPAHCTB NO3TUYECKOM CNpaBea/IMBOCTU UK
NPSAMON JOKYMEHTANIUCTUKM.

CeropHs, Koraa CyLlecTByloLME 3aKOHOAaTeNbCTBA
NnoKasasin CBOK HECMOCOBHOCTb K MPeAoTBPaLLEHNIO IKOHO-
MWYECKOro Kp1auca, NpuxoanTcs NpuKIaabiBaTb OrPOMHbIE
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“state of emergency” still sounded like an abstract juridical
notion, and seemed reminiscent of the fascist regimes of
the last century. Yet today, as the result of recent cata-
strophic changes in the situation, a “state of emergency”
is in the process of becoming a quotidian reality, a

strange new “norm” that affects all areas of life, a grey
backdrop for the everyday. New systems of surveillance are
implemented; public space is privatized and placed

under strict control; censorship dams the flow of informa-
tion; passport controls and travel restrictions limit freedom
of movement; suspicious individuals are searched and
detained; elections are falsified, all in the name of the
battle for democracy and human rights.” Naomi Klein has
explained capitalism’s ability to profit from catastrophe and
crisis, or any other “state of exception”, and financial

crisis is our current state of exception turning into the rule,
the permanent economic emergency.

One of the collateral effects of the crisis is the new
boost to populism and a yet greater expansion of national-
isms in many countries, including the Netherlands,
previously known for its multiculturalism and tolerance.
Rising in an unprecedented fashion, it started with
the murders of the right-wing politician Pim Fortuyn, whose
comet-like trajectory across the political sky came as
a big surprise even to himself, and the controversial
writer/film maker Theo van Gogh, which were then suc-
ceeded by the infiltration of anti-immigrant and anti-European
sentiments into the political spectrum and media alike,
and which have been further fuelled by the general mood of
an economic downturn. Such an atmosphere naturally
has also influenced artistic output in the Netherlands. Over
the last decade we have seen many an artist trace back
violent episodes from history, signalling nasty cracks in the
national varnish that until recently was commonly referred
to as the ‘Dutch tradition of tolerance’ or, even more
self-confidently, ‘Holland as the guide’ (Holland gidsland).

We have to go back to the 19th century to trace this
preoccupation with the national in art, and we can fairly
say that the straightforward applause of the self-image of
the nation back then has today yielded to a far more
introspective evaluation of what until recently seemed a
law of nature.

This evaluation often concerns reflections on periods
in national history which come out of the shadows of the
trauma of World War Il, especially the Dutch ventures
into colonialism. In his work Gert Jan Kocken goes back
as far as into the time of the religious wars in the
16th century, inevitably associating the iconoclastic fury in
North-Western Europe with more recent ones such as
those “performed” by the Taliban in Afghanistan with the
Bamiyan Buddha’s. Kocken’s photographs record the
destruction, or rather defacing of icons, creating forceful
counter-images.

A painful return of patriarchal rules and legally
endorsed discrimination against women, migrant groups
and other minorities is under way today, inconceivably so.
Yevgeniy Fiks’ work reflects on the criminalization of
homosexuality in the Soviet Union and the current utiliza-
tion of this issue as another heavy-handed attempt to
reinforce “national consolidation”. Marina Naprushkina’s
work is based on the legal anachronism of the Berufsverbot
for women in Belarus. Entitled 252+1, the title refers
to the number of professions forbidden to women there.
In her mural, Naprushkina reproduces this list, adding a
grammatical correction — a female ending to each profes-
sion, thus transforming this interdiction into a feminist
manifesto of sorts. Belarus is the extreme case in the
former Soviet periphery, but Naprushkina’s work, deeply
based in her home country’s democratic deficiencies,
can be read as a reflection on the epic struggle in all
post-Soviet countries to become societies based on the
rule of law.

YyCUKS, 4YTOObI XOTb KaK TO MOAYUHUTb HEPETYAUpYEMbIE
MWPOBbIE AEHEXHbIE MOTOKM HEKOTOPbLIM MPaBOBbIM HOPMaM.
TeKCT poccuiCKom rpynnbl «4T0 Aenatb?», ony6IMKOBaHHbIN B
2005 roay v NOCBSILLEHHbIV JOKTPUHE «<HOBOIO MUPOBOIO
nopsaka» . Bywa, cenvac nonyynn HoBbIM pe3oHaHc: «Ecnn
ellle HefJaBHO «4pe3Bbl4anHOE NMOMOXKEHME» 3BYYAN0 KaK
abCTpaKTHOE IOpPUANYECKOE NOHATUE U HAaMOMMKHAsO0 06 onbiTe
daLINCTCKMX PEXMMOB NPOLLIOro BeKa, TO CEeroAHs, B
peaynbraTe HefJaBHWUX KaTacTPOPUYECKMX UBMEHEHUI
CUTYaLUK, «<4pe3Bbl4anHOE NO0KEHME» CHOBA CTaHOBUTCH
noBceAHEeBHOW peasibHOCTbO, CTPAHHOM HOBOW «<HOPMOW»,
3axBaTbiBalolen Bce 60MblLUEee NPOCTPAHCTBO XKU3HU.
CerofHs ata cuMTyaums Ans BCexX Hac NposiBASIETCS KaK cepbln
}OH YKM3HWU: HapacTaHWe CUCTEM CIEKEHUS, OrpaHUyYeHne
nepemelLeH1i, KOHTPOb U NpuBaTU3aumUs Ny6INYHOIo
NPOCTPaHCTBa, LeH3ypa MHbopMaLmu, NacnopTHbIM PEXUM,
006bICKM 1 3aaepKaHne NoAo3pUTENbHbIX UL, danbCcnduKa-
LMs BIOGOPOB — M BCE 3TO N0 3HAaKOM 60pb6bl 3a AEMOKpPa-
TUIO Y NpaBa YenioBeKa.

Coumonor v TeopeTvk Haomu KnsiiH 06bsiIcHSET cnocob-
HOCTb KanuTaauM3ma nosy4yaTtb NpubbIIb OT KaTacTpod,
KPU3UCOB M APYruX «4pe3Bbl4anHbIX CUTyaLM», U GUHAHCO-
Bbl KPU3UC — 3TO COBPEMEHHAas Ype3BblYanHasa cuTyaums,
KoTopasi NOCTENEHHO CTAHOBUTCS NPaBMIOM, HEMPEKPaLLato-
LLMMCS YpES3BbIYaMHbBIM NOIOKEHUEM B 3KOHOMUKE. OgHUM U3
Nno6o4HbIX 3PDEKTOB KpU3KUca ABNFETCS BCMIECK NonynmM3amMa
W KaK cneacTBume, ero LWMpoKoe 1 6ecnpeueaeHTHO 6biCTpoe
pacnpocTpaHeHWe BO MHOIMX CTpaHax, BKAoYas HuaepnaHabl,
BCerja claBuMBLIMECS CBOUM MY/BTUKYIBTYPan3mMoM u
TONEePaHTHOCTbIO. Havyano atoMy Nonoxunm gsa yommucrea
— nuaepa npaBow napTum NMuma PopTéiHa, Ybe
CTPEMUTESIbHOE NOSBEHME Ha NOIMTUYECKOM CLeHe 6bl10
HEOXXMAaHHOCTbIO A1 BCEX BKJIKOYAsA ero camoro, 1 nucartens
n pexuccepa Teo BaH [ora — purypbl HEOAHO3HAYHOM 1
NPOTUBOPEYMBON.

Bce 310 npon3owno B pesynbraTe yCTaHOBAEHNUS

AHTU-UMMUTPALMOHHOTO M aHTU-EBPONENCKOro HaCTPOEHUN B
NOJIUTUKE U CPpefCcTBax MaccoBOM MHbOPMaL MK (LONONHUTESNb-
HO NoaorpeBaeMbiMKU 0OLLMM HAaCTPOEHUEM 3KOHOMMUYECKOro
cnaga).

EcTecTBeHHO, 4TO Takas atMmocdepa B HuaepnaHaax
Hallla oTparkeHue 1 B UCKyccTBe. MHOrMe Xy0XHUKH
nocnegHero AecaTuneTns BO3BpaLlLaloTCs K KpOBaBbIiM
3Nn304aM B UCTOPUU, BbIABNAA HENULENPUATHbIE U3bSAHDI B
JIOCKE rocylapCTBEHHOro UMmaKa lonnaHanm, U3BECTHOIO
CBOEW «TpagmLmMen ToIEPaHTHOCTU» U YBEPEHHOCTbIO B CTaTyce
«nepegoBow cTpaHbl» (Holland gidsland). O6palyeHue Xyaox-
HMKOB K HaLMOHanbHbly Bonpocy 6epeTt cBoe Havano B 19
BEKe, U MOXXHO CrpaBea/IMBO 3aMeTUTb, YTO OA4HO3HA4YHO
NOJIOXUTENbHbBIM UMUK CTPAHbI NPOLUIILIX 1eT cenyvac yCTynuin
MeCTO ropasao 60nee MHTPOCNEKTUBHOM OLIEHKE TOr0, YTO
ellle HefJaBHO Ka3a/l0Cb ECTECTBEHHbIM MPaBoM. 3Ta OUEeHKa
KaK npaBuio CBA3aHa C NepeocMbIClIEHUEM 3NU3040B
HaLMOHaNbHOM UCTOPUU, TEHb HA KOTOPYIO OTGPachbiBalOT
yKacbl BTopo MMpoBO#M BOMHbI M CTaBKa [onnaHanun Ha
KonoHnanuam. K ewe 6onee paHHemMy neproay UCTOPUK
— pennMrmo3HbiM BoMHaM 16 BeKka — BO3BpallaeTcs B CBOUX
pa6oTtax lepT AH KoKkeH, NpoBoas HEU36exHyo napannenb
MeXay BOSHOM MKOHOBOpYeCcTBa B ceBepo-3anaaHon EBpone
C HelaBHWUM «MOKa3aTeflbHbIM» YHUUTOXEHUEM Tannbamu
ctatyn byaabl B bBamuaHckon fonunHe B AbraHucrtaHe. Ha
doTorpaduax KokeH 3anevetrieBaeT paspyLlleHHble, Uiu,
cKopee, «06e3MYEeHHbIe» MKOHbI, CO3aBas TakMM 06pa3om
MOLLHbIE KOHTP-06pa3bl.

MaTpuapxanbHble YCTOM, IOPUANYECKM ONpaBhaHHas
OUCKPUMUHALMA HEHLIMH, MUTPAHTOB U APYTrMX MEHbLIMHCTB
HEenoCTUKMMbIM 06pa30M BO3BPaLLAOTCA B COBPEMEHHOCTb
M3 NPOLLIOro MU CTaHOBATCS ee YacTblo. B paboTax EBreHmns
duKca oTparkeHa npobremMa KpUMMHaNM3aLum romoceKcya-
nmu3ma B CCCP 1 HacToswas noanTuyecKas Cnexkynsaums Ha
TEMY C LIeNbIo «YKPENIeHUs HaLMoHanbHOoro ayxar. [Mpoexkt
6€en10pyCCKOM XyLOXHMLbI MapuHbl HanpyLKMHOM OCHOBaH Ha
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One chapter from the Soviet dissident movement is
particularly interesting in this context — the strategy of a
completely counter-intuitive approach of radical ‘civil
obedience’ to the law. Developed by Alexander Esenin-Volpin
(born in 1924), this technique was designed to confront
an autocratic state legally. Son of the celebrated poet
Sergei Esenin (1895-1925), Volpin defied any classifica-
tion — poet, mathematician, and lawyer, he was engaged in
the dissident movement since its very inception. Being
one of rare people in the Soviet Union who took laws
seriously, he initiated the famous action on Constitution
Day in 1965. This first unsanctioned organized civil protest
in the Soviet Union, which, at the peak of the Cold War,
was inconceivable for anyone, can be considered a
“legal performance” of sorts. Instead of openly challenging
a regime that would immediately criminalize such an
attempt, Volpin insisted on ‘official’ constitutional rights.
Like every constitution, the Soviet constitution was full of
good intentions and grand declarations; it guaranteed,
for example, freedom of assembly or transparency of
judicial proceedings. In reality, of course, these were never
followed, and never claimed. Thus, Volpin called upon
the Soviet regime to simply obey its own laws and interna-
tional obligations, taking ‘socialist legality’ not just
seriously but literally. To some extent, some of the projects
in ‘Spaces of Exception’ can be related to this strategy,
which the artists adapt to different times, different social
conditions and different problematics.

This strategy is of course used by Naprushkina in a
number of her works. But quite another take is that
of Jonas Staal, who uses the possibilities of “freedom of
speech” to develop platforms for political organizations and
movements excluded from the democratic process.
His artistic and political organization New World Summit
develops what he calls “alternative parliaments” for
organizations that face systemic exclusion from the

political order, for example by use of so called “designated
lists of terrorist organizations.” As such he hosted,
among others, representatives of the National Democratic
Front of the Philippines (NDFP), the Kurdish Women
Movement, the Basque Peace Process and the National
Liberation Movement of Azawad (MNLA). Staal creates
a “space of exception” as a space of experiment for new
models of debate and new criteria of inclusion and
exclusion.

Staal temporarily suspends the divisions between
what is considered ‘national’ (as a rule) and ‘exceptional’.
Such divisions are the outcome of former colonial
empires whose demise resulted in more subtle manifesta-
tions of continuous inequality and discrimination, right
into the present. Various artists dig into the Dutch colonial
era and its aftermath. Willem de Rooij subtly embodies
a Dutch history of colonization, (slave) trade and migration
between Africa, Europe and Southeast Asia in his Blue
to Black textile piece. Maryanto creates an epic counter-
monument to the recent history of Papua New Guinea
almost unknown to the outside world, not focussing on the
Dutch colonization (as in the defaced portrait of Queen
Wilhelmina by Kocken), but rather on its re-colonization by
Indonesia. The work of Roy Villevoye is haunted by a
long tradition of ethnographic focus on the same region,
and how this tradition distracts from the political and
economic reality there.

Finally, the exhibition defines itself a public “space
of exception” through a specific agreement, designed by an
artist. Carey Young’s work, included into the exhibition,
concludes a “magic contract” with the viewer. The work
features a legal text written backwards and reflected
in a black mirror, a device traditionally used in witchcraft
and the occult in many cultures. The text drafted by the
artist proposes the exhibition space visible in the mirror as
a new area of publicly-owned land, in which certain

NpPaBOBOM aHaxpoOHW3Me — MOHATUM «3anpeT Ha Npodeccuio»
(Berufsverbot). HazBaHue 252+1 anennmpyer K CNUcKy padoT,
B KOTOpbIX B benapycu 3anpelaetcs npuMeHeHue Tpyaa
EHLUMH. B cBoen ppecke HanpylwKnHa BOCNPOM3BOAUT
Ha3BaHWS U3 3TOrO CMMNCKa, BHOCS B Kaxkaoe rpammartunye-
CKYIO NMPaBKy — OKOHYaHWE YXEHCKOro pojia, Taknm 06pa3om
TpaHcpopMupys ero B cBoeobpasHbii GEMUHUCTCKUM
MaHudecT. benapycb — 0gHa U3 cambiX TOTaUTaPHbIX
NOCT-COBETCKMX CTpaH. Ho paboTa HanpyLlwKWHON, B KOTOPOW
OHa BbISIBASIET HEMONHOLEHHOCTb AEMOKPATUMN B CBOEN
CTpaHe, MOXET ObITb NPoYMUTaHa KaK pedneKcus 0 BOUCTUHY
3MMUYECKUX YCUTUSIX BCEX MOCT-COBETCKMUX CTPAH MO Pa3BUTUIO
npaBoOBOro rocyaapcraa.

B 3TOM KOHTEKCTe 0CO6eHHO MHTEpeCHa oaHa rnaBa
MCTOPUKN COBETCKOIO ANCCUAEHTCKOrO ABMXEHNS — CcTpaTeruns
a6CONMOTHO KOHTP-UHTYMTUBHOMO NoaxoAa — CucTeme paau-
KaNbHOIO «rpaJaHCKOro NoOBMHOBEHMUS» 3aKOHY. ATy naeto
chopmynuposan AnexkcaHap EceHnH-BonbnuH (poa. 1924),
CTPEMSICb HaNTW NPaBOMEPHbIN CNOCO6 CONPOTUBNEHMUS
aBTOKpaTnyecKomy rocyaapcTBy. CblH NpocnaBieHHOro NoaTa
Ceprest EceHnHa (1895-1925), BonbnuH 6bla NO3TOM,
MaTeMaTUKOM U tOPUCTOM, ByayHn BOBEYEHHBIM B AUCCUAEHT-
CKO€ [BMXEHWE C MOMEHTa ero nosisieHust. OH 6bla1 04HUM U3
HEMHOIMX COBETCKMX rpaxaaH, Cepbe3HO OTHOCUBLLMXCS K
«3aKoHaM». B nekabpe 1965 roga EceHuH-BonbnunH opraHum-
30Bas 3HaMEHUTbIR «MUTUHT FacHOCTU» — NEPBbIN HECAHKLM-
OHUPOBAHHbIN rpaxaaHckmu MUTUHT B CCCP — cobbiTue,
KOTOpoe 6bIN10 HEMbICIMMO AaXKe NPeACcTaBUTb B padrap
XONOAHOW BOWMHbI, U KOTOPOE MOXHO CYUTaTb CBOEr0 poja
«nepdopmMaTUBHON AEMOHCTPaLMen». BMecTo oTKpbITOro
NPOTUBOCTOSIHUS pPeXMMY, BonbnuH HacTanBan Ha «oduLmanb-
HbIX» KOHCTUTYLIMOHHbIX MpaBax. Kak 1 B nto6on gpyron, B
CoBETCKOM KOHCTUTYLMM BbINO MHOTO 61arnx MAEn U rPOMKUX
3asBEHUI: HanpuMep, oHa rapaHTupoBana ceoboay
cobpaHuit 1 NPO3pavyHOCTb OPUANYECKMX NPoLLeccoB. B
peanbHOCTW, KOHEYHO, 3TO He CO6MAaNnoCh, U HUKTO HUKOr4a

He no6u1Basncs OT rocygapcTBa co6Mt0AeHUS 3TUX MYHKTOB.
BonbnuH e npuadbiBan COBETCKYIO BNacTb clefoBaTb

CBOWM COBCTBEHHbBIM 3aKOHaM M BbINMOHATb MEXAYHAPOAHbIE
06513aTeNbCTBa, M BOCMPUHUMATb «COLMANUCTUYECKOE»
npaBo He NPOCTO cepbe3HO, a ByKBanbHO. HekoTopble
NPOEKTbI, NPeACTaBNEHHbIE HA BbICTaBKe «4pe3BblyanHble
NMOTHOMOYHbIE» B KAKOM-TO CMbICNE€ MOXHO OTHECTU K 3TOM
CcTpaTernu: XyAOXHWKN NPUMEHSIOT ee B pa3Hoe Bpems, B
pasHbIX CoLManbHbIX YCIOBMUSX M MO OTHOLWEHMIO K Pa3/IMYHOM
npobnematuke.

MapwuHa HanpylwKrHa ncnonb3yeT 3Ty cTpaTeruio Bo
MHOIMX CBOMX paboTax. HeMHOro aApyrov noaxoA npeacraBneH
B paboTax MloHaca CTaans: Mcnonb3ys pecypcbl «CBOGOAbI
cnoBa» OH pa3pabatbiBaeT N1aTGoPMbl AN NOAUTUHECKMX
OopraHun3aumni 1 ABUXKEHUIN, HE BKTIOYEHHbIX B NPOLIECC
AeMOoKpaTM3aunn. Ero xyaoxkectBeHHas u noanMTuyeckas
MHUUMaTHBa «HOBbIN BCEMUPHbIV CaMMUT» 3aHUMaeTCs
CO3bIBOM, «@/IbTEPHATUBHbIX MapiaMeHTOB» A/1 OpraHn3aLun,
KOTOpble MOCTOSAHHO CTaIKUBAOTCS C UCKITIOYEHWUEM UX N3
NMOIMTUYECKOIO KOHTEKCTA, M KOTOPbIE BXOAST B «MepeyeHb
opraHun3aumi, NPUYACTHbIX K TEPPOPUCTUHECKON AeATENbHO-
cTu». Tak, Ctaanem 6binv co3BaHbl NPeACTaBUTENN
HaunoHanbHOro AeMoKpaTUiecKoro GpoHTa GuUAnnnuH,
[BUKEHUS KyPACKMX KeHLWMH, BacKcKkne cenapaTucTbl 1
HauuoHanbHO-0CcBOGOAUTENbHOE ABUKEHWe A3aBasa. MoHac
Craan co3gaert «4pe3BblyartHoe NONOXKEHME» KaK NPOCTPaH-
CTBO A1 TECTUPOBAHUSA HOBbIX GOPM Ae6aTOB U HOBbIX
KPUTEPUEB BKIIIOYEHUS U UCKTIOYEHUS N3 AEMOKPATUYECKUX
npaBoBbIx cucTeM. CTaan BpEMEHHO paspyLllaeT pa3nnyiune
MeXay NpaBUIOM U «UCKItOYEeHMEM». Takoe pasfinyine — aTo
nocneacTBUS KOMIOHWAbHbIX UMMEPUiA, CBEPIKEHUE KOTOPbIX
NPWBENO K NILLb 6oNiee 3aByaMpoOBaHHOMY BblpaXKeHUI0
nNpoAoKaloLerocs HepaBeHCTBa U AMCKPUMUHALMU, BNIOTb
[0 HaLIWUX JHEN.

MHoru1e XyaoXKHUKK nccneayroT CBUAETeNbCTBA KOTIOHUa-
nmama B HupgepnaHgax n ero nocneactesus. B cesoen pabote
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activities considered illegal in public space at different
times are made permissible.

The exhibition will in turn serve as a stage for the
choreographer Anna Abalikhina. She will appropriate
the show and use it as an exceptional space of rehearsal
after its opening. Engaging with the entire exhibition,
she will reconsider the Soviet tradition of the parade and
its lavish mass ornaments as a carnival-cum-demonstration.
The results of this collaboration between the curators
and the choreographer will be performed on September
17th.

Elena Sorokina is an independent curator

Jelle Bouwhuis is head curator of Stedelijk Museum Bureau
Amsterdam

“Spaces of Exception” is organized by Stedelijk Museum Bureau
Amsterdam (SMBA), the Netherlands. It is a Special Project of

the Moscow Biennial 2013, held in the framework of The Netherlands/
Russian Federation Year 2013.

On 11, 16 and 17 September the exhibition space also hosts

“The Dutch Art Assembly”. This is a series of lectures and debates
on the changing role of the art curator, initiated by the Mondrian
Fund (The Netherlands) and programmed by Elena Sorokina. The full
schedule can be found on www.mondriaanfonds.nl

Carey Young, Obsidian Contract, 2010, vinyl text and black mirror
courtesy Paula Cooper Gallery, New York

«OT cuHero K YepHomy» Bunnem ge Pov annenvpyet K Uctopum
KONoHu3auuun flonnaHanun, paboToproBan U MUrpaLmnm B
Adpuky, EBpony, n lOro-soctoyHyto A3uio. MapbsiHTO co3aaeT
reponYecKnm KOHTP-MOHYMEHT HOoBeWLEen nctopun Hosow
[BUHEW, KOTopas NPaKTUYECKU HEM3BECTHA 3a ee npeaenamu,
3a0CTpSst BHUMaHWE He Ha KOMIOHMAaNIbHOM NEePUoAE B UCTOPUM
HwnaepnaHaos (B OT/IM4ME OT 06E€3IMYEHHOTO NopTpeTa
Koponesbl BunbrensmuHbl [epta fiHa KokeHa), a ckopee Ha
€ro pe-KonoHusaumn MHgoHesunen. B pabote Pos Bunneson
oTpaxeHa cTapas Tpagnums aTHorpadrUYeCcKnx 3aMeToK 0
pervoHe v To Kak 3Ta TpaauumMs Ha caMoM efie He COOTBET-
CTBYET peanbHOW NOUTUHECKOW U SKOHOMUYECKOW CUTYaLIMMK.

B KOHUE KOHL,0B, NpY NOMOLLIK 0CO60ro gorosopa —
«MarM4yecKoro KOHTpaKTa», 3aK/1t04EHHOI0 XyaoXHULEeN Kappu
AHr co 3puTeneM, BbICTaBOYHOE NMPOCTPAHCTBO HaLlero
NpOoeKTa CaMO CTAaHOBUTCSH «MPOCTPAHCTBOM UCKITIOYEHUS».
Pa6ota Kappwu AHr npeactaBnsieT cob0w TEKCT AoroBopa,
KOTOPbIV HanucaH cnpasa HaneBo M OTPaXKaeTcsi B YEPHOM
3epKane — npegmeTe, BO MHOMMX CTpaHax CBSA3aHHOM C
Tpaguumen KongoBcTBa U OKKyNbTM3Ma. B TeKcTe npoBeaeHa
aHanorus Mexay npoCcTPaHCTBOM BbICTABKM, OTparkeHne
KOTOPOM BMAHO B 3epKane, U HaxoAsaLWMMKUCS B rOCYAapCTBEH-
HOW COBCTBEHHOCTM 06LLECTBEHHBIMW NPOCTPAHCTBaMMU, rae
HEeKOTOopble AeNCTBUSA, B pa3HOEe BPEMS CYMUTaBLLMECS
HEe3aKOHHbIMW, CTAHOBATCA AOMYCTUMbIMU.

Kpome Toro, BbicTaBKa «4pe3Bbl4aniHbli U NOTHOMOYHbIE»
NOCAYXUT cLeHoM ana xopeorpada AHHbI AGaTUXMHOMN:
cpasy nocne OTKPbITUS 3TO MPOCTPAHCTBO NPeBpaTUTCS B 3aN
0715 peneTuumi ee nbecbl. BsaumoaencTBys ¢ BbICTaBKOW,
OHa nepecmaTpMBaeT COBETCKYIO TPaAMLIMIO NapagoB KaKk
«KapHaBanoB-AEeMOHCTpaLMi» U OPHaMeHTa Macc. Pesynbrat
COTPYAHMYECTBA KypaTopoB 1 xopeorpada cTaHeT xopeorpa-
duyeckas NnocTaHOBKa, KOTopas 6yaeT NokasaHa 17
CEHTABPS.

Enena CoOpoKuHa — He3aBUCUMbIi KypaTop
[wenne boyxayc — aupexktop SMBA (Stedelijk Museum Bureau Amsterdam).

BbicTaBKa «4pe3BblyaiiHble U NONHOMOYHbIE» OpraHM3oBaHa Stedelijk
Museum Bureau Amsterdam, HugepnaHabl.

CneuunanbHbli npoeKT MNsTo MockoBcKov BrueHHane coBpeMeHHoro
UCKycCTBa, B paMKax nporpaMmbl fog Poccun B HugepnaHaax n
Hupgepnanpos B Poccumn

11,16 1 17 ceHTA6pPSA B NPOCTPaHCTBE BbICTaBKKM cocToMTCA “lonnaHacKas
ApT-Accambnesn” — cepusi NeKLMi U AUCKYCCUIA, NOCBSLLEHHAs ponu
KypaTopa 1 KypaTOPCKWUM CTpaTeruam.

OpraHugatop accam6nen dong NMuta MoHagpuaHa, HuaepnaHabl
CoctaBuTenb Nnporpammbl accambnen EneHa CopokuHa

Moapo6Hasa nHdpopmMaumsa Ha canTe www.mondriaanfonds.nl

Tima Radya, Universal Slogan, 2013, C-print
courtesy of the artist
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Yuri Albert
(1959, Moscow, RU)
WHERE WE ARE NOT, 2013

In this work Yuri Albert creates an invisible connection
between two exhibition spaces geographically remote from
each other. In the “Spaces of Exception” exhibition a
painting by Albert will be exhibited facing the wall. At the
same time, for the duration of the exhibition at ArtPlay a
painting on display at the Stedelijk Museum Amsterdam
will be turned to the wall in the same fashion. An accompa-
nying wall label will notify the viewer about the exhibition in
Moscow and the artist’s gesture. Through this gesture
Albert reflects on the exhibition space as complex layers of
meaning connected to many other places and histories
- histories of art, histories of collections and the changing
modes of display.

ES

Ivan Brazkin
(1985, Rostov-on-Don, RU)
PROMETEO-68 (CHIMNEY), 2013

Chimney is the utmost archetype of bourgeois comfort,
alluding to an interior closed in on itself and shut off from
the outside world. When describing the idea of the modern-
ist bourgeois interior of his time Adolf Loos (1870-1933),
the father of modern architecture, famously stated, “a
cultivated man does not look out of the window ...” Today
television has come to supplement this closed space of
privacy and convenience, a contemporary window to the
world endlessly adaptable to the viewers’ tastes and
leaking a tiny bit of “reality” into the “fortress of the
home”. Combining these two elements in his installation,
the artist breaks into the closed domestic space, showing
images of ongoing protests (found footage displayed in

Brazhkin’s video). The domestic fire in a hearth is thus
transformed into the fire of burning cars and Molotov
cocktails - the reality of global unrest that can not be
framed out. Brazhkin directly references Martha Rosler’s
work “Bringing the War Home: House Beautiful” (1967-72;
2000-e). Reflecting on the history of protests and the
regime of images today, the artist re-connects two spaces
- the open spaces of unrest and crisis and the living
rooms in Moscow which display their current fascination
with the Western bourgeois culture and the tendency
toward ignorance and isolation.

ES

Chto Delat
(Founded in 2003, St Petersburg, RU)
STATE OF EMERGENCY

Not so long ago “state of emergency” still sounded
like an abstract juridical notion, and seemed reminiscent
of the fascist regimes of the last century. Yet today, as
the result of recent catastrophic changes in the situation,
a “state of emergency” is in the process of becoming
a quotidian reality, a strange new “norm” that affects all
areas of life, a grey backdrop for the everyday. New
systems of surveillance are implemented; public space is
privatized and placed under strict control; censorship
dams the flow of information; passport controls and travel
restrictions limit freedom of movement; suspicious in-
dividuals are searched and detained; elections are falsified:
all in the name of the battle for democracy and human
rights. But while the governments of the past fought such
battles by declaring states of emergency, today’s suspen-
sion of the law no longer requires any name: the law’s
zone of blindness is spreading unseen.

Text by Chto Delat

HOpuin AnbbepT
(p. B 1959 B MocCKBE, »1BeT 1 paboTaeT B MOCKBE)
TAM I'AE HAC HET, 2013

B aaHHom pa6ote HOpuit Anb6epT co3aaeT HEBUANMbIE CBSA3M
MeXay ABYMS BbICTAaBOYHbIMW NPOCTPAHCTBAMK C pa3HbiMU
reorpadmyeckumm KoopamHatamu. Ha BbicTaBke
«4pesBblyalHble U NONHOMOYHbIe» B ArtPlay KapTuHa AnbbepTa
OyaeT 3KCNOoHMpPOBaHa X0JICTOM K CTeHe. B Toxe camoe Bpems,
B 3Kcnosunumm myses Ctengenuk B AMctepaame ogHa 13
KapTWH ByAeT pa3BepHyTa TaKUM e 06pa3oM. DKCNIMKaLms
6yaeT coobuatb 3puTeNnsM o BbiCTaBKe B MOCKBE W XyaoxKe-
CTBEHHOM xecTe HOpusa AnbbepTa, MoCpPeacTBOM KOTOPOro OH
pa3MbILLISET O NPOCTAHCTBE BbICTABKMU KaK O CIOXKHOM
HanJacToBaHMUM CMbICNOB, CBA3aHHbIX CO MHOXECTBOM MECT U
MCTOPUI — NCTOPUEN UCKYCCTBA, MCTOPUEN KONNEKUMUIN U C
WU3MEHSIOLLMMUCS BbICTABOYHbIMU CTPATEMMAMM.

EC

MBaH bpaxKuH (p. B 1985 roay B PocToBe-Ha-/l0oHY,
MBET 1 paboTaeT B MockBe) [TpomeTen—68
KAMWH, 2013

KamuH — 310 apxeTunuyeckunin o6pas bypxya3Horo Komoop-
Ta, Nnogpa3ymMeBaloLLINMi BHYTPEHHUIN MUP, 3aMKHYTbIN Ha cebe
M U30/IMPOBaHHbIN OT OKpY}KatoLlero mupa. OnuceiBas naeto
Oyp)Kya3HOro nHtepbepa, Agonbd Jlooc (1870-1933) — oaunH
M3 OCHOBaTeNen apxXMTEKTYPbl MOAEPHU3MA, 3asBUIT: «Ky/b-
TYPHBIN YENOBEK HE CMOTPUT B OKHO...». COBpEMEHHOE OKHO B
MUp — TeneBuaeHne — 6eCKOHeYHO aanTMpPoOBaHHOE KO BKyCY
3puTenew, n NPOMycKaeT nLb HeGObLUME YAaCTUUYKK peasnbHO-
CTW B HaLLUW «Haryxo 3a6pOHUPOBaHHbIE o4aru.

CoBMellasi B CBOEW MHCTANNALMKN 3TU 1B dNEMEHTA,
XYAOXHWK BpblBaeTCs B 6yprKya3Hble 3allMLLEHHbIE MOCKOB-
CKMWe JoMa C BUAEO-AOKYMEHTaLMen HenpeKpallatowmxcs
NpPOTECTOB.

OroHb B KamuHe TpaHCHOPMUPYETCS B OFOHb, OXBaTbIBaOLLMI
NOAOMKMKEHHbIE MALUUHBI U ropsiLLMe KOKTennM MonoTtoBa,
WANIOCTPUPYA MUPOBLIE 6ECNOPALKM — PeanibHOCTb, KOTOPYIO
HeNb39 UTHOPMPOBaTb. BparKKnH HanNpPSaMyo LUTUPYET paboTy
MapTtbl Pocnep «BorHa ¢ focTaBKOM Ha I0OM: JOM, MUJIbIA JOM»
(1967-72; 2000-€ rr.) Pa3mblLuniss 06 UCTOPUU MPOTECTHOIO
[BUXEHWUS U COBPEMEHHOM BU3YallbHOM PEXMME, XYAOKHNUK
HaCWAbCTBEHHO NPOTUBOMOCTaBASET ABA MUPaA — OTKPbITbIN
MUP NPOTECTOB M KPU3UCOB U MOCKOBCKME FOCTUHbIE, KOTOPbIE
NPOHWKHYTbI BOCXMLLIEHWEM 3anaHON BYPXKya3HOM KynbTypou v
BCEMMW CUIAMM CTPEMSTCSA 3aKPbITbCS OT OKPYXKatoLLero Mupa.
EC

[pynna «4710 fenatb?»
(ocHoBaHa B 2003 rogy B CaHKT-lNeTepGypre)
YPE3BbIHYAMHOE MNMOJIOXKEHUE

Ecnu elwe HegaBHO «Hpe3BblHaHOE NONOXKEHME» 3BYHaAN0 KaK
a6CTpaKTHOE IOPUANYECKOE NMOHATUE U HaNMOMMUHaNo 06 onbiTe
}aLINCTCKUX PEXMMOB MPOLLIOro BEKa, TO CEroAHs, B pe3ysb-
TaTe HeaBHUX KaTaCTPODUYECKUX UBMEHEHNI CUTYaLIMMH,
«4pe3BblHaHOE MNOJIOKEHWE» CHOBA CTAHOBMTCS NOBCEAHEB-
HOWM peanibHOCTbIO, CTPAHHOM HOBOM «HOPMOW», 3axBaTblBalo-
Len Bce 60sblilee NPOCTPAHCTBO XMN3HKU. CerogHs ata cuTya-
LMS N9 BCEX HAC NPOSIBNSETCSA KaK Cepblit GOH KU3HU:
HapacTaHWe CUCTEM CNEKEHMS, OFPaHUYEHNE NEPEMELLEHWN,
KOHTPO/b W NpuBaTU3aLms Ny6aMYHOro NpocTpaHCcTBa,
LleH3ypa MHOPMaLMK, NAcnopPTHbIA PEXUM, 06bIYKKU U 3a4ep-
YKaHWe Nogo3pUTeNbHbIX KL, danbcudurKaLms BbI6OPoB — 1
BCE 3TO N0A 3HaKOM 60pbObI 3a AEMOKpPATHIO 1 NpaBa
yenoBeKa. [pryem ecnu paHblie Ype3BblHanHOE NONOKEHNE
6b1N10 06BbSABEHHDBIM, TO CEFOAHA NMPUOCTAHOBKA AENCTBUS
3aKOHOB He HY)XAa€eTCs B Ha3blBaHMU: cinenas 30Ha 3aKoHa
pacnpocTpaHsaeTcs HE3PMMO.

[pynna «41o Jenatb?»
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Chto Delat
(Founded in 2003, St Petersburg, RU)
THE LESSON ON DIS-CONSENT

Chto Delat creates pieces of theater for the camera,
foregrounding the artifice of play production. These videos
follow quite faithfully the Brechtian model of epic plays:

a chorus, like the one in Greek tragedies, directly address-
es the audience, the camera allows no illusion, showing
details of the stage construction. The actors don’t psycho-
logically embody the characters but directly illustrate
social types.

The choice of Brechtian aesthetics isn’t accidental,
but is dictated by the Group’s artistic position: in their
interpretation, the historic or current events they feature
are neither dramas nor tragedies, but rather “Lehrstiicke”
- didactic pieces the spectator has to examine, analyze
and learn from.

The Lesson of Dis-content was performed and
recorded at the Staatliche Kunsthalle Baden-Baden on
October 28, 2011. This work critiques the modern concept
of a “healthy lifestyle” and discusses how we might
radicalize this concept and “turn illness into a weapon.”

It engages in dialogue with the legacy of two works by
Brecht, Mahagonny-Songspiel (1927) and The Baden-Baden
Lesson on Consent (1929). When creating this piece,

Chto Delat used the museum space in a novel way,
activating it as a site for theatrical production and directly
involving the public as participants of the piece.

ES

Yevgeniy Fiks (1972, Moscow, RU)
POSTCARDS FROM THE REVOLUTIONARY
PLESHKA, 2013

This work is a collaboration between Yevgeniy Fiks
and today’s Moscow LGBTQI community. In this project
Fiks has collected postcards which were produced
by official state publishing houses during the Soviet era
depicting important political or cultural sites of Moscow,
such as the Marx Monument on Sverdlov Square,
the Bolshoi Theater, the Lenin Museum, etc. During the
Soviet era however these sites were also covertly
functioning as gay cruising grounds — pleshkas in the
Russian gay argot. The Soviet era postcards are of course
silent about this fact. In April, 2013, Fiks invited
Moscow’s contemporary LGBTQI activists to write
“messages into the past” on the back of these postcards,
telling a real or imaginary Soviet-era homosexual
person about the conditions and activism of Moscow’s
LGBTQI community circa 2012-2013. Postcards from
the Revolutionary Pleshka connects the invisibility and
repression of Soviet-era gay underground and present-day
LGBTQI activism. The project conceptualizes the
transformation of the covert pleshkas of the Soviet past
into sites of open political action today and the process
of shaping the post-Soviet LGBTQI political subject.
The official Soviet-era postcards are retroactively subvert-
ed and become a counter-monument to the invisibility
and repression of the Soviet era, and at the same time a
celebration of the current phase of liberation. In the
installation some of the postcards are transformed into
protest signs: the personal becomes political.

YF

[pynna «4710 genatb?»
(ocHoBaHa B 2003 roay B CaHKkT-lNeTepbypre)
dunbM/KOHLEPT «YPOK Hecornacus»

[pynna «470 genatb?» co3gaeT TeaTpanM30BaHHbIE GUb-
MbI-MbECHI, BbIBOAS Ha MEPBbIV NaH UCKYCHOCTb TeaTpasbHO-
ro NPOU3BOACTBA. ATU GUNbMbI JOBOSIbHO TOYHO ClneayoT
MoAenu 6PeXTMaHCKOro anMyYeckoro Teatpa: Xop, NoA06HbIN
XOpY B rpeYecKov Tpareamu, pa3BepHyT K ayauTopumn; Kamepa
He MbITAaeTCs HUYEro CKPbITb, 3axBaTbiBas AETaNN KOHCTPYK-
LMK CLIEHbI. AKTEPbI HE UrpatoT NePCOHaXKew Nbechkl NCUMX0S0-
rMYECKHM, a ONULLETBONSAIOT COGOM onpeaeneHHble coLnalbHble
TUMAXMU.

Bbi60op 6pexTMaHCKOM 3CTETUKMN Hecy4aeH, OH 06yCnoB-
JIEH XYAOXXECTBEHHOM NO3MLUMEN rpynnbl «4TO AenaTb?»: B UX
npeacTaBleHUN UCTOPUYECKME N COBPEMEHHbIE COBLITUSA,
KOTOPbIM OHM Ob6pallalcs — 3To He Tpareauu UNu gpambl, a
cKopee «Lehrstlicke» — o6Gy4atoLine Nbeckl, KOTOPbIE 3PUTENb
OOJIKEH U3YYNUTb U NpoaHannanpoBatb. KoHLepT «YpoK
Hecornacus» coctosncs v 6bi1 3anucaH B bageH-bageHckom
KyHctxanne 28 okts6ps 2011 roaa. lNponssegeHune nocesule-
HO KPUTHMKE COBPEMEHHOM KOHLEMLIMK 340P0OBOro obpasa
HMU3HU 1 TOMY, KaK MOXHO paanKanmManpoBaTb 3Ty UAEI0 U
«cAenatb CBOIO 60/1€3Hb OpYKMUEM». PUbM/ KOHLEPT
BCTynaeT B Ananor ¢ Hacneamvem beptonbaa bpexra, B
4acTHOCTH, C ABYMS paboTamMmn — MIO3UKIOM «MaXxoroHm»
(1927) n «bapeH-6aaeHCKMMU ypoKamu cornacus» (1929).

B «Ypoke Hecornacusi» rpynna «4to aenatb?» paboTtaeT ¢
My3€eWHbIM NPOCTPAHCTBOM NO-HOBOMY, MpeBpallas ero B
MEeCTO TeaTpa/ibHOW MOCTAHOBKM M MOJIHOCTbIO 3a4eNCTBYS B
Hewn sputenen.

EC

EBrenunn dukc (p. B 1972 rosy B MOCKBE, XMBET U
paboTaeT B Hbto-Mopke) Yevgeniy Fiks
OTKPbITKM C PEBOJTIOLLMOHHOM MJNELLKK, 2013

B aTOM npoeKTe, co3aaHHOM EBreHvem GUKCoM B COTpyAHUYE-
cTBe ¢ MOCKOBCKMM JTTBT- coo6LecTBOM, OH co6pan COBETCKUE
NMOYTOBbIE OTPLITKM, (KOTOPbIE MPOM3BOANIN KPYMHbIE 3AaTENb-
CTBA), C U306PAKEHNEM MOMUTUHECKM U KYBTYPHO 3HAYMMBbIX
noctonpumMeydatenbHocTen MOCKBbI, TakMx Kak NamsaTHUK Kapny
Mapkcy Ha nnowaan Ceepanosa, bonbwow Teatp, My3en
JleHnHa un gpyrue. B CoBeTckoe BpeMsl, BNPOYeMm, 3T1 4OCTOMNpK-
Me4aTeslbHOCTU CNYXKUIN MecTaMu TalHbIX BCTPEY rOMOCEKCYa-
JINCTOB — Ha MX C/IEHTe 3TO Ha3bIBaOCh «MelKammu». Ctapble
OTKPbITKK, KOHEYHO, yManymBatoT 06 aTom dakTe. B anpene
2013 ropa EBreHunn @uKc npeanoruin MOCKOBCKMM aKTUBUCTaM
HbIHELLHEro rerM-coo6LLEeCTBa HanueaTb «3anncKu B MPOLLIoe» Ha
060pOoTeE 3TUX OTKPLITOK M paccKasaTb peanbHbIM (M3BECTHbIM /
3HaKOMbIM) UM BOOGParKaeMbIM FOMOCEKTYyaIMCTaM COBETCKOM
3Mn0xu 06 ycnoBusix cylwectsoBaHus JITBT-ABMKEHUS 1 ero
nosuumnu B nocnegHue rogpl. «OTKPbITKM C PEBOSIOLMOHHON
MnewKn» coeanHsIoT NOANONbHOE NONOXKEHWUE TOMOCEKCYaN-
CTOB 1 penpeccum COBETCKOM BNACTM MO OTHOLLIEHMIO K HUM C
COBpPEMEHHbIM aKTUBM3MOM poccuickoro JITBT-coobuiectsa.
[pPOEKT KoHLEeNTyannM3upyeT TpaHchopMaLMo TarHbIX «N1eLleK»
B MPOLLIOM B MECTa OTKPbITbIX MOIMTUHECKMX IEUCTBUI B
HacTosiLeMm m npouecc ctaHoBneHns JITBT-aABUKEHUS KaK
NOUTUYECKOrO CyObeKTa B MOCT-COBETCKUI NepUOA.
Mpown3seaeHHble B CCCP oTKPbITOK CnycTs Bpemsi BOCMNpUHUMA-
tOTCS NO-APYroMY, OHU CTAHOBSATCSH @aHTU-MOHYMEHTOM HEODULM-
aNbHOMY MOJIOXKEHMIO FrEEB M PENPECCHAM MO OTHOLLIEHMIO K HUM
CO CTOPOHbI COBETCKOWM BNACTU, M OIHOBPEMEHHO — MaHUBECTOM
aKTyanbHOM Gasbl COMPOTUBAEHMS. HEKOTOPbIE OTKPbLITKX B
WHCTaNNAuMmn nepeaenaHbl B NPOTECTHbIE MNNaKaTbl: TMYHOE
CTAHOBMTCS MOMUTUHECKUM.

ED
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Nikita Kadan (1982, Kiev, Ukraine)/
Alexander Burlaka (1982, Kiev, Ukraine)

Nikita Kadan uses divers media and his installations,
graphics, paintings, drawings, and posters in public space
are often developed in interdisciplinary collaborations
with architects, urban planners and sociologists. This work,
created especially for the exhibition, is a critical reflection
on the history of the Gostiny Dvor (“Guest Court” or
“Merchant Yard”) in Kiev. Although listed as an architec-
tural monument in 2012, it was nevertheless decided
that this building in the city centre should undergo a
restoration violating its historic image. Several communi-
ties in the city opposed this decision and managed to
occupy the building over a short period of time, organizing
cultural activities and peaceful protest actions there.
This site-specific installation by Kadan and Burlaka
revisits the attempts by local communities to claim the
Gostiny Dvor as their own space and analyzes it as
an example of several current problems: commercialization
of urban space, the im/possibility of activist inter-
ventions in public space, and instrumentalization of
protests by external forces.

ES

Gulnara Kasmalieva (1960, Bishkek, Kyrgyzstan) /
Muratbek Djumaliev (1965, Bishkek, Kyrguzstan)
SPRING, 2009

In the video Spring, Vivaldi’s celebrated melody of

rebirth and hope was performed by the musicians of the
Bishkek Philarmonic orchestra on the municipal

waste dump near Bishkek, Kyrgyzstan. Since the demise of
agriculture in the 1990s, the country’s population has
migrated to big cities, but with inhabitable space becoming
progressively scarcer the migrants started to settle

in the most improbable places, including in the immediate
vicinity of the city dump. Subverted by the gesture of
the artists, this huge urban tip, emanating fumes like in the
early cinema productions, becomes a stage for an
exceptional performance in which Vivaldi’s “Spring”
resonates simultaneously as a hymn to survival and re-
quiem for collectivism.

ES

Gert Jan Kocken, Queen Wilhelmina, Jakarta. Defacement 6 May
1960, 2006

Hukuta KagaH (p. B 1982 roay B Kuese, YKpauvHa) /
Anekcangap bypnaka (p. B 1982 roay B KnueBe, YKpaunHa)

Hukuta KagaH paboTaeT B pasniMyHbiX Meana,  ero MHCTans-
LMK, rpadmKa, XKMBOMUCH, PUCYHKKU U NNaKaTbl 419 06LECTBEH-
HbIX MPOCTPAHCTB 06bI4YHO ABNSIOTCS PE3Y/ILTAaTOM MEXKANCLIU-
NAMHAPHOIO COTPYAHUYECTBA C apXMTEKTOPaMHK, ypbaHUCTaMu 1
coumonoramu. B aton pabote, co3gaHHOM crneuuanbHo s
BbICTaBKK, HUKMTa KagaH KpUTUYECKM NEPEOCMbICTMBAET
nctopwuto foctnHoro [isopa B Knuese. HecmoTps Ha To, 4to B 2012
rofy 310 3[laHue B LieHTpe ropoaa 6b110 NPU3HaAHO 06bEKTOM
APXUTEKTYPHOrO Hacneams, 66110 peLleHo NoABEPTHYTb ero
pecTtaBpalmm, HapyLlaoLlWwen ero UICTOPUYECKUIM OBNUK.
AKTMBUCTCKME COOBLLECTBA MOMbITANIMCb OCNOPUTL 3TO PELLEHNME,
WM yanocb 3axBaTuTb 3TO 3haHUE Ha HEKOTOPOE BPEMS 1 MPOBO-
AWTb TaM KyNbTyPHbIE MEPOMNPUSATUS U MUPHbIE aKLMK NpoTecTa.
3Ta nHctannauma KagaHa v bypnaku, caenaHHas cneupanbHo ans
[@HHOW BbICTaBKM JOKYMEHTUPYET MOMbITKW FOPOACKMX aKTUBW-
CTOB 3a51BMUTb O CBOMX MpaBax Ha 06nagaHue [ocTvHbIM [1BOpOM 1
aHanu3npyeT aKTyanbHble NPo6neMbl, TaKME KaK KoMMepLpanu-
3aLms FOPOACKOM cpefbl, He/BO3MOXHOCTb aKTUBUCTCKUX
WMHTEPBEHLUMI B NYGIMYHOE NPOCTPAHCTBO U MHCTPYMEHTaIU3a-
LISt MPOTECTHOrO ABMMKEHMS BHELLHUMU CUNaMMU.

EC

[ynbHapa KacmanueBa (p. B 1960 roay B bulikeke,
KuprucraH) / Mypat6ek [xxymanves

(p. B 1965 roay B buuikeke, KnprmucraH)

BECHA, 2009

B Buaeo «BecHa» 3HameHUTas Menoaus BO3POXKAEHUSA U
Hagexabl BuBanban ncnonHaeTcs My3blKaHTaMu
BulKeKCcKoro GnnapMoHMYEeCKOro OpKecTpa Ha MyHULMnab-
HOW CBallKe Ha OKpaunHe cTonuubl KnupructaHa. B cBasu ¢
yrnagKoM KONNEKTUBHOIO CeNbCKOro xo3sancTea B 90-e IT.
HaceneHne CTpaHbl NEPEMECTUNOCH B KPYMHbIE rOpojaa, YTo

CNpPOBOLMPOBAsO HapacTalowmit 4edULUT NPUrOAHbLIX ANs
HWUNbSt PAMOHOB M BbIHYAWIO MUTPAHTOB CE/IUTLCH B CaMblX
HEeNnoaXoASALWMX ANS XKU3HU MecTax, Hanpumep, B Henocpea-
CTBEHHOM 6/1M30CTM OT FOPOACKOM CBaNKK. HeCT XyAOKHUKOB
N3MEHSET BOCMNPUATUE 3TON OFPOMHON ropbl OTXOA0B,
AbIMSLLENCA KaK B Kagpax CTaporo KMHO, 1 Noa Ux B3rnsaom
OHa NpeBpaLlaeTcs B CLEHY «ipe3Bbl4anHoro» nepdopmaHca,
B KOTOpPOM «BecHa» BuBanbv 3By4UT OJJHOBPEMEHHO U KaK
TMMH BbIXXMBAHUIO U KaK PEKBUEM MO KOIEKTUBUIMY.

EC

[epT AH KokeH (p. B 1971 roay B PaBeHwTeHe, HugepnaHapl)
ALT WIEN (CTAPAA BEHA) 1908 (2005)

BUTBA 3A BEPJINH (2011)

MAJOHHA C MJTALEHUEM, XXEHEBA. OBE30BPAXEHO
9-10 ABI'YCTA 1535 (2009)

KOPOEBA BUNbIENIbMUHA, AXKAKAPTA.
OBE30BPAXKEHO 6 MAA 1960 (2006)

[epta AHa KokeHa nHTepecyoT cyabO0OHOCHbIE MOMEHTbI
UCTOPUN U U306paxKeHUs Cco cnegaMmm MKoHo6opyecTBa U
paspyleHus. O4HUM U3 TaKMX NOBOPOTHbLIX MOMEHTOB CTasio
pewenune Apgonbda [MTnepa, nocne AByx Heyaa4HblX NOMbITOK
NocTynuTb B AKaEMUIO N3SLLHbIX UCKYCCTB B BeHe, NnomMeHATb
Kapbepy XyAOXHWKa Ha Kapbepy NOIUTHKA.

HekoTopble akBapenu [utnepa, KOHOUCKOBAHHbIE
aMepUKaHCKOW apMK1en, No noctaHoBneHnio BepxoBHOro
Cyna xpaHunucb B 3anacHuKax LleHTpa BoeHHOW uctopum
CLLA B BalmWHITOHE ¥ 6blnK HEQOCTYMNHbI ANg Ny6anMku. Pabota
«butea 3a bepanH» npeacrtasnset co6omn oLndpoBaHHbIE
KapTbl BepnnHa BpemeH BTopon MMpOBOKM BOMHbI, BK/IKOYas
nnaH éyayuiero ueHtpa TpeTbero penxa Anbbepta LLneepa u
KapTbl, Ha KOTOPbIX 0603Ha4YeHbl BOEHHbIe ycrexn COBETCKOM
apmun B 1945 ropay.

B pesynbrate HacnamBaHusa NPOEKLUA U CKYPyIe3HON
paboTbl ¢ GOTOLIOMNOM, 3PUTENb HE TOBbKO OLLYLLaeT NPoLLEecChl
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Gert Jan Kocken (1971, Ravenstein, NL)

ALT WIEN 1908, 2005

BATTLE OF BERLIN, 2011

MADONNA WITH CHILD, GENEVA. DEFACEMENT
9/10 AUGUST, 2009

QUEEN WILHELMINA, JAKARTA. DEFACEMENT
6 MAY 1960, 2006

The work of Gert Jan Kocken focuses on turning points in
history and images that result from iconoclasm and
destruction. One such turning point is Adolf Hitler’s career
switch from artist to politician after two vain attempts to be
admitted the Vienna Art Academy. Some of his watercolors
were confiscated by the U.S. Army and remain hidden from
public view, as the Supreme Court decreed that they may
never leave their storage space at the Army Center of
Military History in Washington. For Battle of Berlin Kocken
digitized the maps of Berlin made in the time span of
World War Il, including Albert Speer’s visions of the future
center of the Third Reich and maps made by the Soviet
Army to document their military progress in 1945. When
projected on top each other, and through a meticulous
process of photoshopping, one not only perceives these
destructive developments in the form of one monumental
image but, more than that, gets a fair grasp of what it
physically means if a city is turned into what resembles an
expressionist painting.

Photographing religious defacements like Madonna
with Child, Geneva. Defacement 9/10 August 1535
retrieves age-old witnesses of violence from their — often
oblivious - original settings. A more recent example is
Queen Wilhelmina, Jakarta. Defacement 6 May 1960. This
portrait of the Dutch Queen Wilhelmina hung in the offices
of the Dutch High Commissioner in Jakarta, the capital of
Indonesia, formerly a Dutch colony. On 6 May, 1960, during
a protest against the continuing retention of Papua by the

Netherlands, students forced their way into the building and

damaged the portrait with paint and thrusts of their

bayonets. The defaced portrait painting is now kept in the

archives of the Rijksmuseum, the Dutch national museum.
JB

Irina Korina (1977, Moscow, RU)
CURTAIN, 2013

This extensive installation by Irina Korina reinterprets the
curtain, a major art-historic archetype of the iconography of
power, and the main theatrical device. Often the curtain is
employed to create a threshold that demarcates the space
of the theater and that of the real world, and the installation
also marks the boundaries between audience and actors,
subject and object, reality and illusion. The corrupt luxury of
Korina’s curtain alludes to an empty stage set, a theatrical
void to be completed, making the spectator unsure of his
position in the exhibition space. In the context of this project
the curtain can be considered a reflexive device on the
different modalities of the exhibition space today, which has
turned theatrical in many senses. Among other things, an
increasing number of artists explore the political potentiali-
ties of theatre in their work. As discussed by the philoso-
pher Keti Chukhrov in her book The Concept of “Theatre” in
Philosophical Criticism of Art, theatre is a space implying a
politization between people, through its own political, as
well as aesthetic and humanist potentialities.

ES

Jiri Kovanda (1953, Prague, Czech Republic)
UNTITLED, 2010

Since the 1970s the minimalist actions of Czech artist
Jiri Kovanda have explored physical and existential fron-
tiers and the limits of what “freedom” might mean. Initially

pa3pyweHust Ha NPUMepPe OAHOr0 MOHYMEHTaNbHOIo n3o6pa-
eHKUs, HO 1, 6onee Toro, Noay4yaeT ACHOe NpeacTaBieHUe o
TOM, KaK PUINYECKU BbIMSANT FOPOA, NPEBPATUBLIMIACS MO
BOJE cyabObl B NPOM3BEAEHME IKCNPECCUOHUCTCKON
HMBOMUCHU.

doTorpadpumn nayBeveHbix MKOHOGopLUAaMu paboT, TaKmx
KaK «MafgoHHa ¢ mnageHuem, *eHeBa. 06e306paxkeHo 9-10
aBrycta 1535 r.», U3BNeKatoT Ha CBET BEKOBbIX CBMAETENEN
HaCWUKS U3 X MPUBBLIYHOIO OKPYXeHusl. K 6onee no3gHeMy
WCTOPMYECKOMY MOMEHTY OTCbINnaeT paboTa «Koponesa
BunbrenbmuHa, xxakapta. 06e306parkeHo 6 masa 1960 r.»
3TOT NOpTPET KoponeBbl HuaepnanaoB BunbrenbsMuHbl BUCEN
B oduce BepxoBHOro Komuccapa B [xkakapTe, cTtonumue
MHaoHe3nn 1 GbiBLIEV rONNaHACKON KoNoHWK. 6 maa 1960
roaa, BO Bpems npoTecta NpoTuB yaepaHus HuaepnaHgamum
3anagHon Yyactn Hoow [BUHEW, MHAOHE3UNCKNE CTYAEHThI
BOpPBauCb B 3aHue, 3a6pbi3raim NopTpeT KPpackom u
nopBasn XoNCT yaapamu LWTbIKOB. 3Ta 06e306paxeHHas
KapTWHa B HacToslee BpeMs XpaHUTCA B PEMCKMIO3eyM —
[ocygapcTBeHHOM My3ee HuaepnaHaos.

MpuHa KopuHa (p. B 1977 roay B MockBe)
3AHABEC, 2013

B aToi 06lwmMpHON nHcTannsaunn MpruHa KoprHa nepeocmsblic-
NIMBaET 3HavyeHne 3aHaBeca Kak 0HOro U3 BaXKHENL X B
MCTOPUKN UCKYCCTBA apXeTUNOB MKOHOTrpaduu BNacTH, a TaKKe
KaK KnacCcU4YecKoro TeatpanbHoro cumosna. Kak npaBsuno
3aHaBecC ycTaHaBMBAET rPaHuULLy Mexy TeaTpaibHbiM
NPOCTPAHCTBOM W peasnibHbIM MUPOM, M MHCTaNNALMSA TaKKe
CUMBOJIMYECKM OTAENAET 3pUTENS OT aKTEPOB, CYOBLEKT OT
06beKTa U peanbHOCTb OT WMO3KK. [TporHMBLLAsS POCKOLLb
«3aHaBeca» Kop1MHOM OTCbIIaeT K ONyCTEBLIMM AEKOPaLUSAM U
oYepUMBaET NyCTOTY, HYXKAAIOLLYOCA B 3aM0/THEHUM 1 3acTaB-
NAIOLLYI0 3pUTeNst NOYyBCTBOBATb HEOHO3HAYHOCTL CBOEN
ponu.

B KOHTEKCTe JaHHOM BbICTABKU 3aHaBEC MOXET BOCMPUHMU-
MaTbCs Kak MeXaHW3M KPUTUHECKOr0 OCMbIC/IEHUSI COBPEMEH-
HOWM OpraHn3aLnn BbICTaBOYHbIX MPOCTPAHCTB, KOTOPbIE BO
MHOIOM MOXOAAT Ha TeaTpasibHble. B HacToswee Bpems Bce
60sbllee YUCO XYA0XKHUKOB B CBOMUX paboTax uccnegyet
noTeHuUMan Teatpa Kak NoMTUYECKOrO MHCTPYMEHTa. ITy
MO0 pa3BMBAET B CBOEW KHUIe «BbiTb U MCMONHATL. [poeKT
TeaTtpa B GpMnocodCKon KpUTUKe ncKyccTBa» dunocod Ketu
YyxpoB, Ha3biBas TeaTp MECTOM NOAUTU3ALMN MEXY NOAbMMU
N aHaNM3NpPys ero NoIMTUYECKUN, SCTETUHECKUI U TYMAHWUCTU-
YeCKUM noTeHuuan.

EC

Mupu KosaHaa (p. B 1953 rogy B Mpare, Yexus)
BE3 HA3BAHUA, 2010
po3a, NonLEeNCcKas NeHTa

C 1970-xrogoB B CBOMX MUHUMAUCTCKUX aKLIMSAX YELICKUM
XYBOXHUK Mnpsn KoBaHga nccneayet puanyeckne n aKau-
CTEHLManbHble rpaHnLbl NOHATUA «cBo6Goaa». [lepBOHavYaNbHO
aKLUMK NPOBOAMNIUCH B rOpoje 1 6blin HaCTONbKO adeMepHbl-
MU ¥ HEYNOBUMbIMU, YTO 3aMETWUTb MX MOI/IN TOIbKO «MOCBS-
LLEHHbIe» — APY3bS XYAOKHWKA, KOTOPble OblI 3HAKOMbI C €ro
paboTamu. HecmMoTps Ha TO, 4TO Tenepb UHCTaNNSALUNUN

Mupkm KoBaHabl npeaHasHayeHbl 419 60bLnX My3eeB, UM
CBOWMCTBEHHbI Ta XK€ AUCKYPCUBHAsA PaanKanbHOCTb U Ta e
acKeTMYHas BM3yanbHas putopuKa. Mo cnoBam KoBaHabl
«BO3MOXHO, camoe 60/bLIoe OTINYME B TOM, YTO TEMEPHL MOM
paboThl cienaHbl Ans 06LLECTBEHHbIX MPOCTPAHCTB, 415
ranepew, ans 601bWOro KoNMYecTBa Ntoaen, He TONbKO ANs
HECKONbKKX Apy3en. PopmasnbHO paboTbl NOCNEAHNX NeT
«C/IOXKHEE», MHE KarKeTCsl, B HUX 60JIblLE CMbIC/IOBbIX YPOBHEN.
OHu 6onee «BU3yanbHble», 6onee <iMpuyHble». Ho ocHoBa B
HUWX Ta e camasi». B paboTte «be3 HazBaHusa» (2010) mecto
ouenieHns po3bl, OFOPOKEHHOE MOSIMLENCKON NEHTON MOXKET
ObITb TPAKTOBAHO KaK MEeCTO NPEecTynIeHUs UIn HecHacTHOro
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performed in urban spaces, his actions were so subtle that
they were almost imperceptible and could only be visible to
the “initiated” public of friends who knew Kovanda’s work.
His current installations, although created for big muse-
ums, display the same discursive radicality and austere
visual rhetoric. As Kovanda stated, “Maybe the biggest
change is that my work now is made for public spaces, for
galleries, for a lot of people, not only for a few friends.
My contemporary work is maybe formally more ‘complicat-
ed’; there are, | think, more levels. It is more ‘visual’, more
‘lyric’. But inside is always the same thread.” In “Untitled”
(2010) the police tape demarcating a space of protection
(or arrest) of a rose can also be read as a scene of crime or
accident. The installation relates to the romanticism
Kovanda infused into the depressing '70s, as much as to
today’s traumatic events, addressed in a simple and
resolutely non-spectacular language.

ES

Taus Makhacheva (1983, Moscow, RU)
KABKA3CKIE TUMbI - TYPES DU CAUCASE,
2013 - ONGOING

Coming from the personal archive of the artist, these
postcards date back to the 19th century and can

be considered representative for the “popularized ethno-
graphy” of the Russian Empire. Their primitive typology
follows the classical rules of exotization: they depict
“pittoresque” groups from various tribes, families

or nationalities, or representatives of diverse professions.
Tellingly, the legends on the postcards are in Russian

and French, which designates them as being for the
members of the elites of that time. Presented in a travel
trunk, this collection creates it’s own “travelling exhibition
space”, reflecting on the Caucasus as an eternal
“travel-destination” and a space of conquest-reconquest

and ongoing conflict. For the artist, archives emerge
from a desire to understand, share, discuss and represent a
space of resistance against natural or state-organized
amnesia. Makhacheva’s trunk-museum thus becomes a
space of reflection on colonial pictoralism, the construction
of “The Other”, and functions as her own space of
display and analysis.

ES

Taus Makhacheva (1983, Moscow, RU)
VOCABULARY, 2012 - ONGOING

Acting as a contemporary anthropologist, in this work
Makhacheva observes the gestural vocabulary in the street
life of Makhachkala (Dagestan), predominantly performed
by men. She records a theater of masculinity constantly on
display: men with torn ears (tokens of practicing wres-
tling), a peculiar way of showing off back underarm
muscles (popularly known as “wings”), and many others.
Captured and isolated by the artist’s camera, the gestures
of power and ritualized violence come across as self-con-
sciously artificial and constructed, forming their own
codified space. They defy rational explanation or straight-
forward interpretation, translating however “the symbolic
forms and spatial origins characteristic of the ambivalent
contemporary Caucasus masculinity” (Madina Tlostanova).
ES

Renzo Martens (1973, Sluiskil, NL)
EPISODE I, 2003

In 2003 Renzo Martens entered Chechnya illegally,
pretending he was a journalist, carrying a video camera and
filming all he could. He walks through refugee camps and
half-destroyed cities, trying to talk to people with the few
words of Russian available to him. He shows the everyday

cnyyas. B MHCTannaumMmn NpocnexmnBaeTcs CBs3b KaK C
POMaHTU3MOM, KOTOpbIM KoBaHaa NbiTancs HanoaHUTb
[EenpPecCUBHYIO MPaXKCKyto peanbHOCTb 1970—XIT., Tak n ¢
TpaBMaTUYHbIMUW COOLITUSIMW HACTOSILLErO, O KOTOPbIX OH
rOBOPUT MNOAYEPKHYTO HOHCMEKTAKYIAPHBIM i3bIKOM.

EC

Tayc MaxadeBa (p. B 1983 roay B MocKBe)
KABKA3CKIE TWIMbI, 2013
(MPOOOJIHKAKLLUMMNCA NMPOEKT)

OTKPbITKM M3 IMYHOTO apXx1Ba XYAOXHWLIbl, 4aTUPOBaHHbIE
KOHLIOM 19 BeKa, BOCNPUHUMAIOTCS KaK WANOCTpaLmMs «nonynsp-
HoW aTHorpadum» Poccumnckon Mmnepun. X npumntBHas
TUMNONOrMS BOCXOAMT K KJTACCUHECKMM MpaBuiamM 3K30TU3aLIMK.
Ha H1X n306paeHbl «<KOMOPUTHbBIE» NSIEMEHHbIE PYMbl, CEMbU
WKW HALMOHANbHOCTU, @ TakKe NpeacTaBUTeNIM BCEBO3MOMXHbIX
npodeccui. CoBpeMEHHbIN 3pUTENb Cpasy 3amMmeyaeT, YTo
OTKPbITKM MOANMCaHbl Ha PYCCKOM U dpaHLYy3CKOM A3blKax, 4To
YKa3blBaeT Ha 3/IMTHOE NMPOUCXOXKAEHME UX agpecaTtos. ITy
Konnekumnio MaxayeBa nomeLLaeT B CyH/yK, co3aaBast COOCTBEH-
HOe «NepeiBUHKHOE BbICTaBOYHOE NPOCTPAHCTBO» U Pa3MbILLIIAS
0 KaBKage KaK M3Be4HOM ob6pa3ze JanbHeN IK30TUHECKON
CTpaHbl ¥ GaHTa3nm NyTellecTBEHHWKA, a TaKXKe NpocTpacTse
HenpekpaLllatoLmxes KoHpnmKTax. Jllobon apxms NosiBNSeTCS U3
KenaHus NOHATb, NOAENNTLCS, 06CYANTb U 0603HAYUTL NPO-
CTPaHCTBO NPOTUBOCTOSIHUS MPOTUB ECTECTBEHHOM WM HaBSA3aH-
HOW rocyaapcTBOM aMHe3uKU. Takum 06pa3om, My3emn-CyHaYK
Tayc Maxa4eBoW CTaHOBWUTCS MECTOM Pa3MbILLIEHNS Haj
KOMIOHWabHbIM MUKTOPUANNM3MOM, KOHLenuuen [pyroro, u
CNYXKWUT KOHPSIMKTOB €€ JIMYHON penpe3eHTalLMn U aHanunaa.

EC

Tayc MaxadeBa (p. B 1983 rogy B Mockse)
CJTOBAPb, 2012 (MPOAOJTHKAKOLLMNCA MPOEKT)

B3sB Ha ce6s1 posib COBPEMEHHOIO aHTPOMO/ora, B AaHHOM
pa6ote Tayc MaxayeBa paccMaTpUBaET CIOBapb *KECTOB,
NPENMYLLIECTBEHHO MYCKMX, KOTOPbIE MOXHO YBMAETb Ha
ynuuax ctonuubl arectaHa. OHa CTaHOBMTCS O4EBUALEM
HenpepbIBHOrO TeaTpasnbHOro AeNCTBKSA, BOCNEBAIOLWETO
MaCKY/IMHHOCTb: My*KUYMHbI C HAAOPBaHHbIMM ylLIAMK (XapaKTep-
HbIW NPU3HaK 3aHATUI 60pbOOI), 3abaBHasa MaHepa BbiCTaB-
NSATb HaMoOKa3 HaKaYaHHble MblLLLbl (M3BECTHbIE NOA Ha3BaHW-
€M «Kpblfibsi») U MHOroe apyroe. BoixBa4eHHble N3 NPUBbLIYHOIO
KOHTEKCTa C NMOMOLLbIO KaMepbl, 3TW aTPUBYTbI CUIbI U PUTYaSTU-
3VPUBAHHOI0 HacUIna 6ecco3HaTeIbHO BOCMPUHUMALIOTCS KaK
TeaTp XeCToB, KOTOPbIM GOPMUPYIOET COBCTBEHHOE 3aKOAMPO-
BaHHOE NPOCTpaHCcTBO. OHM HE NOAYMHSAIOTCS paLMOHaIbHOMY
O0GBACHEHMIO MU HE MOTY BbITb MPSIMO MHTEPNPETUPOBAHbI,
OAHAKO B HUX MOXXHO MPOYECTb «CUMBOSIMYECKNE POPMbI U
NPOCTPaHCTBEHHOE NMPOUCXOKAEHUE, CBOMCTBEHHbIE AN
NpPOTMBOPEYMBOro 06pasa MacKyIMHHOCTU B COBPEMEHHOM
KaBakasze». (MagunHa TnoctaHoBa)

EC

PeHuo MapTeHc (p. B 1973 roay B Cnyuckune, HuaepnaHapl)
3MNn304 1(2003)

B 2003 roay PeHL,0 MapTeHc, NpUTBOPUBLLMCH KYPHANUCTOM,
HeneranbHO Npuexan B YeyHto ¢ BUAEO Kamepon 1 cTan u ctan
CHMMaTb BCE 4TO 6bl/10 BO3MOXKHO. OH X0AMN No narepsm
6eXeHLEeB U MNony-paspyLleHHbIM ropoaam M nbitancs
NOroBOPUTbL C NIIOAbMM, UMES B 3anace BCEero HeCKObKO
PYCCKUX CNOB. XYAOXHWK NOKa3blBaeT NOBCEAHEBHOCTb BO
BpeMSs Ype3BblHaNHOI0o NONOXEHNUS, 0ObIYHYIO XKM3Hb Ha GOoHe
BOMHbI, U 0O4EHb YaCTO, BMECTO TOr0, YTOObl CHUMAaTb BGEMEH-
LeB unu 6paTb Y HUX UHTEPBbIO, OH MO3BONSET UM PA3BEPHYTb
Kamepy U CHUMaTb ero camoro. Bo3HuKaeT cTpaHHas cuTya-
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experience of a “state of exception”, normality in the midst
of war, but very often instead of filming and interviewing
the refugees he lets them turn the camera on him instead.
At these moments a bizarre reversal of reality arises, the
artist taking over the victim role in front of the camera.
Very often the reversal occurs after persistent calls forbid-
ding him to film, and we often see his camera showing
some random images with a hushed voice over: “don’t
film”, “stop filming”, “get away with your camera”. The
work thus becomes a film about the interdiction to film,
reflecting on different regimes of images today, their
spaces of circulation, and the position of the artist when
facing these realities.

ES

Maryanto, The Tales of Golden Mountain, Sgrafitto on wood, 200 x 450cm

Maryanto (1977, Jakarta, Indonesia)
TALES OF GOLD MOUNTAIN, 2012

Maryanto, currently a resident at Amsterdam’s Rijksaka-
demie, uses various media to dig into the history of modern
Indonesia. One outcome is the monumental, meticulous
sgraffito depiction Tales of Gold Mountain. The scene
resembles a nostalgic black and white motion picture, but
there is also a narrative at play that reads from left to right.
The work thus depicts a tale of Papua New Guinea from
after the moment that this region was transferred from the
Netherlands to Indonesia in 1963. It was president Suharto,
who ruled the country as a dictator, who literally paved the
way for the exploitation of a mountain where the Dutch had
earlier discovered precious ores. The central government
implemented a huge mining infrastructure, depleted the
resources and polluted the environment. Since the mining
itself was mainly in the hands of foreign companies, no one,
either Papua nor Indonesia, outside Suharto and his
immediate circle, actually benefited from it. The mining
operation became a focal point for the struggle between the
government and the Free Papua Movement, which is still
active today. Tales of Gold Mountain thus monumentalizes a
sensitive and unsettled issue within Indonesian politics.

JB

Metahaven founded in 2007 by

Vinca Kruk (1980, Leiden, NL) and Daniel van
der Velden (1971, Rotterdam, NL)
WIKILEAKS REQUIEM SCARVES, 2013

Metahaven is a design and research studio based in
Amsterdam. It uses the possibilities of graphic design as an
instrument to analyse power structures, state branding,
information technology and geopolitical issues. The
Wikileaks Requiem Scarves are part of a project to

LMS, B KOTOPOW XyIOXKHUK rnepes Kamepon cTaBut cebs
B POJb XepTBbl. O4eHb HYacTo OH pa3BOpayYnBaET KaMepy
nocsie HaCTOMYMBBLIX MPOCLG HE CHMMATb, M TOra B Kaape Mbl
BUAMM CbEMKMU Clly4anHbIX Nen3axKemn Noa Xpunible KPpUKK:
«He CHUMaTb!», «<NpeKkpaTUTb CbeMKY!», «y6epaTb Kamepy!».
Takvm 06pa3om, 3To GUbM 0 3anpeTe CbeMOK Gunbma, B
KoTopom PeHuo MapTeHc pednieKkcupyeTt 0 BU3yanbHOM
LIeH3ype, O MacHbIX U HErMacHbIX 3aKOHaX PacnpPoCTPaHEeHUN
BW3yanbHOW MHOOPMALIMK U MONOXKEHUN XYAOKHUKA B 3TOM
cucTeme.

EC

MapwuaHTo (p. B 1977 roay B [Iakapte, NHAoHE3KS)
CKA3AHUME O 30J/10TOMN TOPE (2012)

MapuaHTo — B HAcTOSIWMIM MOMEHT pe3naeHT PanKcakageMmnu
B AMcTepaame — paboTaeT B pa3Hblx Meana, nbitasicb
nceneaoBaTh UCTOPUYECKME daKTbl COBpeMeHHOM MHaoHEe3uN.
OAHUM M3 UTOroB ero paboThbl CTaso MOHYMEHTa/IbHOE U OYEHb
noapo6Hoe crpadpduto «CKazaHue o 3010T0oM rope». CueHa
MOXOAMT Ha Kaap M3 YepHO-GENON, Bbi3biBalOLLEN HOCTANbIMIO,
KMHOKAPTWHbI, U CIOXKET B HEM MOXHO MPOYMTaTh LEIUKOM,
KaK paccKas, cneBa HanpaBo. B paboTte oTparkeHa Uctopums
HoBo# [BUHEN C MOMEHTa €€ HE3aBUCUMOCTH OT
HwaepnaHaos v npucoeanHeHns K MHaoHe3uun B 1963 roay.
Mpe3naeHT CyxapTo, yCTAaHOBUBLLWMIA AMKTATOPCKUN PEXUM,
BbIMOCTW/I, B GYKBaJ/IbHOM CMbIC/1E, IOPOrY K 3TON rope, 4ToObhbl
BECTW NOUCK AparoLeHHbIX MeTanioB, KOTopble paHee 6binn
TaM HanaeHbl ronnaHgauamu. NMpaBrUTeNbCTBO NOCTPOMIO Tam
MeTannogobbiBaloLLee npeanpuaTve, pabota KOTOPOro
npuBena K UCTOLLEHWUIO PECYPCOB M 3arpsi3HEHUIO OKPYHato-
Len cpeabl. B To BpeMsi Kak npouecc A06bl4Yn KOHTPOMPO-
BaJsica 3apyGeKHbIMU KOMMNaHWAMM, HU HoBas [BUHeS, HY
MHOOHE3Ms, HUKTO, KpoMe camoro CyxapTo 1 ero 6auxanwero
OKPYEHUS, HEe NoyYan U3 3TOro HUKaKoM Bbiroabl. [lo6blva
[paroueHHbIX MeTanioB cTana OCHOBHOM MPUYMHON

NPOAOKAOLErocs 0 CUX MOPT NPOTUBOCTOAHUSA NPaBUTENb-
cTBa 1 [JBnxKeHus 3a ceobogHoe Nanya. Pa6oTta «Cka3zaHue o
30/10TOV rope» yBeKOBEYMBAET 3TOT [Ie/IMKATHbIN U Hepa3pe-
LLIEHHbIV MOMUTUYECKUI BOMPOC.

b

MeTaxaBeH
NNATKW ANd NAHUXUAbI MO WIKILEAKS (2013)

MeTaxaBeH — AM3aWHEPCKUI U UCCIEA0BATENbCKUI KOTNEK-
TMB 13 AMcTepaama, ocHoBaHHbIM B 2007 roay BuHcon Kpyk
(p. B 1980 rogy B JlenaeHe, Huaepnarabl) v JaHnanem BaH
aep BenbgeHewm (p. B 1971 roay B Potrepaame, Huaepnanabi).
MeTaxaBeH UCNoNb3yeT MHCTPYMEHTapPUI rpaduyecKoro
AV3ainHa Ana aHanusa CTPYKTYp BIAaCTU, rocyaapCTBEHHOM
NONUTUKKM BPEHANPOBaHUSA, UHOOPMALMOHHbIX TEXHONOMMI U
reonosIMTUYECKMUX BOMPOCOB. MNnaTKu Ansg naHUxuabl no
Wikileaks — 310 4acTb NpoeKTa, HanpaB/EHHOro Ha c6op
cpencTs ang opraHm3aunn Wikileaks, B To Bpems Koraa ee
[eATeNIbHOCTb 6blnla NPUOCTaHOB/IEHA B CBA3K C PUHAHCOBOWM
6noKafon. B pamKax aToro npoeKkTa Ha MHTEPHET-ayKLMOHe
eBay npoaaBanucb GyT60KK, a TaKKe NNaTKK U3 Kpenaewu-
Ha, KOTOpble, C O4HOM CTOPOHbI ABNSIOTCH JIIOKCOBLIM TOBa-
pOM, a C Apyrov — MoryT 6bITb MCNOIb30BaHbI KAk Macka uau
(mapaHgKa). 3Ta cnoCOBHOCTb NIATKOB CKPbITb IMYHOCTb
cBoero obnagartens pudmyetca ¢ nonutuxkon Wikileaks,
HanpaB/ieHHON Ha pa3obnadyeHne GpaKToB, KOTOPbIE NpaBu-
TeNbCTBO NpeanoYno 6bl He pasdrnallaTb, OCTaBasiCb NPU 3TON
TawHoOM opraHunsaumen. na npoeKrta «4pe3Bbl4aniHbie 1
nonHomo4Hble» MeTaxaBeH pa3paboTanu HOBbIN AN3anH
nnaTtka, NOCBSALWEHHbIN NPOAOIKUTENBbHOMY NPebbliBaHUIO B
TPaH3UTHOM 30He asponopTa «LLlepemeTbeBo» aBapaa
CHoyaeHa — coTpyaHMKa AreHcTBa HallMoHanbHOoM 6e30MnacHo-
¢t CLUA, 06BMHEHHOIO B LUMWOHaXe, U NONy4YMBLIETO
y6exuliue B Poccuun B ctaTyce 6eXKeHLua.

b
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generate financial support for the network organization
Wikileaks while it is under financial embargo by auctioning
merchandise items such as scarves and t-shirts on world’s
online marketplace eBay. Although these scarves, which are
made of crépe de Chine, can be seen as luxurious, consum-
erist items, they can also be used as a mask or veil. Having
the potential to cover the identity of its user, the scarves
refer to strategy of Wikileaks of being a hidden organization
while revealing facts that states would rather have kept
covered. For “States of Exception” Metahaven produced a
new scarf design based on NSA leaker Edward Snowden’s
extended stay in the transit zone of Moscow’s
Sheremetyevo International Airport and finally finding
temporary asylum in Russia as a U.S. citizen-refugee.

JB

Aernout Mik (1962, Groningen, NL)
SCAPEGOATS, 2006

The video installation Scapegoats is a fiction of the move-
ments, actions and non-actions of war, staged by the artist.
The off the peg logic of dramatized war we are used to
through novels, film and newsreels is absent here. There is
no logical order in the scenes and hardly any sound. Instead,
the work is a reflection on war as a “state of emergency”
turning into normality, the new rule perpetuating the extreme
conditions. Walter Benjamin famously described how the
state of exception or emergency following a catastrophe
becomes the rule, without us noticing it. In Mik’s film,
prisoners, soldiers and armed civilians create a “new
normality” engaging into a never-ending power struggle,
shifting the role of a scapegoat to one another. Although
translated by a detached analytical eye of Mik’s camera, this
terrifying theater taps into the collective consciousness
accustomed to images of brutality, was and civic unrest.
JB/ES

Marina Naprushkina (1981, Minsk, Belarus)
252+1

Marina Naprushkina acts as a one-woman NGO whose base
is art. She operates as a critical intellectual, urban planner,
educator, publisher, propagandist for human rights and
agitator for feminism. Her new project, displayed in this
exhibition for the first time, confronts women'’s rights in
Belarus. It was developed as part of the civil campaign of
the NGO “Our Home”. Entitled 252+1, the title refers to the
number of professions forbidden to women in Belarus. In
her mural Naprushkina reproduces this list, adding a
grammatical correction — a female ending to each profes-
sion — and thus transforming the list of prohibitions into a
feminist manifesto. The “Berufsverbot” is a legal anachro-
nism, incompatible with law-abiding democracies. It might
seem absurd and nonsensical today, but it reflects the
current situation with women’s rights. Belarus is the
extreme case in the former Eastern bloc, but Naprushkina’s
work also reveals a painful return of patriarchal rules,
legally endorsed discrimination against women and cuts in
women'’s rights in many other countries today.

ES

Nikolay Oleynikov (1976, Gorky, RU)
HEROES OF SOVIET MOVIES FROM THAW TO
PERESTROIKA, DIDACTIC CHART, 2013

In the “polyphonic mural” by Nikolay Oleynikov, a new work
which has been produced specifically for this exhibition,
characters from Soviet movies dating from 1960 on are
revived. In the pictural space of his mural the artist stages
a conversation between these characters, who address
each other, the spectator, and also the other works in the
show with their questions and statements. The characters
appear as if playing a new piece in which they discuss

Aernout Mik, Scapegoats, 2006, 1 Channel video installation, loop
Photographer: Florian Braun, courtesy carlier | gebauer

OpHayT MuK (p. B 1962 B [poHuHreHe, HuaepnaHabl)
KO3/1bl OTNYLLEHWSA (2006)

B BnaeonHctannsuuun Koanbl oTNyLEHUS XYLOXKHUK UMUTUPYET
OBUXKEHUS, 0ENCTBUSA 1 6e30eNCTBUS, NPUCYLLME BOMHE.
OaHaKo Tparn4yeckum cueHapuin BOMHbI, 3HaKOMbIM HaM No
pomMaHaMm, GubMaM U KUHOXPOHUKE, 34eCb OTCYTCTBYET.
MNMocnenoBaTeNbHOCTb CLEH HE NOJAYMHEHA NOTUKeE, NpaKTUYe-
CKM HET 3BYyKa. BOeHHbIN «pexXnuM Ype3BblHalHOIo NnosoxKe-
HUS» B 3TON paboTe CTAaHOBUTCH HOPMaJlbHbIM COCTOSIHUEM,
3KCTpeMasbHble YCNOBUSA — MPaBUIOM. MU3BECTHO BbICKa3blBa-
HWe BanbTrepa beHbsiMWHa 0 TOM, 4TO Noc/e KatacTpodbl
PEXMNM Ype3BblHaMHOM CUTyaLMK HaYMHAET BONMPUHUMATLCS
KaK HopMa, B TO BPEMS KaK Mbl 3TOr0 laXke He 3amevyaeM. B
BMAeo dpHayTa MurKa 3aKnto4eHHble, ConaaTthbl U BOOPYXKEHHOEe
rpakgaHCKoe HaceneHne co34atoT 3Ty «<HOBYIO HOPMY»,
BCTynas B HenpeKpalaLmMics KOHGIUKT BNACTU U NOCTOSIH-
HO MepeKnabiBas APyr Ha Apyra pofib KO31a OTNyLWEeHNS.
HecmoTpsa Ha dunbTp aHanMTUYecKoro B3rnaaa Muka, yxxac

3TUX TeaTpann30BaHHbIX AENCTBUI NPOHUKAET B KONIEKTUB-
Hoe 6ecco3HaTeNnbHOE 3puUTeNel, 3acTaBAsA CBbIKHYTLCS C
OKPYaoLWUMM HacuInem, BOMHaMM U rparKgaHCKUMKU
6ecnopsaKkamMu.

Ob/EC

MapwuHa HanpywkuHa
(p. B 1981 roagy B MuHckKe, Benapychb)
252+1

MapuHa HanpywKknHa eaMHONUMYHO GYHKLUMOHUPYET KaK
HenpaBUTENbCTBEHHAsA OpraHn3aLlns, B OCHOBE KOTOPOW
JIEXKUT UCKYCCTBO. OHa — KPUTUYHECKM HACTPOEHHbIV MHTENEK-
Tyan, yp6aHuCT, NpernojaBaTenb, u3aatenb, 6opel, 3a npasa
yenoBeKa M aKTUBUCT GeMUHU3MaA. Ee HOBbIV NPOEKT,
BrepBble NOKa3aHHbIM Ha 3TOW BbiCTaBKe, NpobieMatusnpyet
BOMPOC O NpaBax XeHLWmnH B benapycu. PaboTta Ha HUM
Befacb B paMKax rpaKaaHCKOW MHULIMATUBbI HENpaBUTENb-
CTBEHHOM opraHunsaumm «Haw gom». HaseaHue npoekTa
252+1 anennupyet K CNUCKY NpodeCcCHin, B KOTOPbIX B
Benapycu 3anpeuiaeTcs NpUMMeHeHWe Tpyaa XeHWwuH. B cBoen
dpecKe HanpylwKnHa BOCNPOU3BOAUT Ha3BaHMS TaKnX
npodeccui, BHOCH B KaxAoM rpaMmMaTUYeCKyto NpaBKy
— OKOHYaHMeE }EHCKOro poaa, TaknuMm o6pa3om TpaHcHopMu-
pysi 3TOT YEPHbIM CNUCOK B GEMUHUCTCKMI MaHudecT. MNoHATHe
«Berufsverbot» (HeM., - 3anpeT Ha Nnpodeccuto) — NpaBoOBOK
aHaxpoHW3M, HECOBMECTUMbIM C 3aKOHOMOC/YLLIHON lEMOKpa-
TMen. O4HaKo HECMOTPS Ha Kaxkyllytocs abCypaHOCTb U
6eCCMbICNIEHHOCTb, 3TO MOHATUE HArMAAHO UIIIOCTPUPYET
aKTyallbHYyl0 cuTyaumto B benapycun — camon ToTanntapHon
cpeau cTpaH 6biBlero BoctoyHoro 6n10Ka. Pabota
HanpywKnHon npobnematnuanpyet 601e3HEHHbIM BO3BpaT K
naTpuapxanbHOMY yKiaay, 3aKOHOaTeNbCTBO, ONpaBablBato-
Lee AMCKPUMMUHALMIO M COKpaLLeHWe NpaB XeHLWMWH, KoTopoe
onsTb HabupaeT CUy U CTaHOBUTCSH HOPMOW.

EC
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some traditional values of the “thaw” period and their
later resonance - the mixed blessings of modernity,
individual and communal identity, cynicism and romanti-
cism. A member of the acclaimed Russian group
Chto Delat, in recent years Nikolay Oleynikov has also
produced impressive individual work, developing projects in
Russia and abroad. Most notably Oleynikov initiated a
series of Learning Murals grounded in collective creative
living. These projects are often realized in the form of
experimental non-stop seminars, congresses-communes
or didactic plays which serve as an educational platform
for the subsequent mural paintings.

ES

Anna Parkina (1979, Moscow, RU)
GOLDEN COCKEREL, 2013

In Anna Parkina’s work photographic collage becomes
historical fiction in which time lapses and improbable
encounters occur. The Golden Cockerel artist’s book is
based on the eponymous Tale of Golden Cockerel and refers
to both Pushkin’s famous tale and the celebrated opera
by Nikolai Rimsky-Korsakov, completed in 1907. In the
charged political context of his time (the military disaster
of the Russo-Japanese war and Bloody Sunday, 1905)
Rimsky-Korsakov’s opera portrayed the foolish King Dodon
as unmistakably close to the Czar. The opera was
banned and could only be premiéred after the composer’s
death. In Parkina’s work the foolish king’s military
misadventures resulting from his nonsensical preemptive
strike have the naive flair of children’s books, while at
the same time resonating with contemporary international
legal battles, armed conflicts and numerous states of
exception.

ES

Anna Parkina, Golden Cockerel, 2013,
Artist's book, silkscreen, offset print,
edition of 150 exemplaires

courtesy of the artist and Regina Gallery

Dmitry Prigov (1940-2007, Moscow, RU)
BOOK OF DECREES, 1977

While embodying the role of a “performative legislator”
Dmitry Prigov functioned as a constant living exhibition,
one could say he himself was an exhibition device for his
work. Unlike llya Kabakov’s “total installation”, Prigov
acted as a “total exhibition”, changing spaces, places,
formats and genres. He used public spaces and private
apartments alike, transforming them through his perfor-
mances into charged spaces of annunciation and contesta-
tion of laws, regulations, canons and codes.

ES

Hwkonawn OnenHnKoB
FEPOU COBﬁTCKVIX dUNBbMOB, OT OTTEMEJTM A0
NMEPECTPOUKWU, OUOAKTUHECKAA TAB/TULIA, 2013

HoBas «nonndoHnyeckas dpecka» Hukonas OnenHnKoBa,
HanuWcaHHas cneuunanbHO 418 3TOM BbICTaBKM, M306paxKaeT
rpynnoByr KOMMNO3MLMIO U3 nepcoHarken COBETCKMX dWib-
MOB. B }XMBOMMCHOM NpocTpaHcTBe GPEeCKH Kak ByaTo
pa3BopaynBaeTCs Nbeca, rae NepcoHaXkM B3auMOAENCTBYIOT
APYr C APYroM, CO 3pUTENEM U C ApyrMMK paboTamMu Ha
BbICTaBKe, 3a4atoT BONPOCHI 1 BbICKa3biBatoTcs. [epou
06CyXKAaloT TPAAULMOHHbIE LIEHHOCTU BPEMEH «OTTEMNENMN» U UX
OTrO/I0CKM, TaKME KaK KpUTHKa COBPEMEHHOCTH, IMYHASA U1
KONNEeKTMBHasA MAEHTUDMKALMS, LMHU3M U POMAHTU3M 060N
3Moxu. byayy4n 4neHoM M3BECTHON POCCUMCKOM rpynnbl YTo
aenatb, B nocnegHue rogbl Hukonan OnenHnKoB caenan
OrPOMHOE KONMYEeCTBO COOCTBEHHbIX MPOEKTOB B Poccuu 1 3a
py6exom, Hanbonee M3BECTHbIN N3 KOTOPbIX — Cepus
«O6yyatoumx dpecokr. [INg aTUX NPOEKTOB XYAOXKHUK GOpPMU-
pyeT uccnegoBaTenbeKyto nnatdopmy, B paMKax KOTOPOK
KONNIEKTUB Y4aCTHMKOB MPOBOAUT CEMUHApPbl, KOHIPECChl Ha
TeMy, KOTopoK 6yaeT NocBsleHa dpecKa 1 genaet y4ebHble
TeaTpanbHble NOCTAHOBKM HA OCHOBE €€ CIOXeTa.

EC

AHHa MapkuHa (p. B 1979 rogy B Mockse)
30/10TOM METYLWIOK, 2013

doTokonnaxKn AHHbI NapKMHOM MHOr4a HAaNOMMUHAIOT UCTOPU-
YeCKylo 6eNeTPUCTURY, FAe BpemMs TeYeT No-Apyromy u
CO6bITUS MOTYT NepeceKaTbCcs HEBEPOSATHbIM 06pa3omM. B
OCHOBE KHUIM XYAOXHWKa «30/10TOM NETYLWOK» iexart ABa
3HAMEHUTbIX OAHOMMEHHbIX MPOM3BEAEHNS — CKa3Ka
lMywkKnHa 1 onepa PumcKoro-KopcakoBa, 3aKOHYEHHas B
1907 roay. B T0 nonutnMyeckn HectabunbHoe Bpems (6eacTBus
Pyccko-sinoHcKoM BoMHbI M KpoBaBoe BocKkpeceHbe B 1905

roay) Pumckunin-Kopcakos Hagenwn rnynoro Lapsa logoHa
6e30WNB04YHO y3HaBaeMbIMuK YepTamu Laps. Onepa 6bina
3anpelleHa 1 npembepa CoCToAIach yxKe TONbKO nocne
cMepTu KoMnoauTtopa. B paboTe [NapKMHOM BOEHHbIE Heyaauu
Llaps logoHa, ero 6eccMmbiCieHHas 1 NPUMUTUBHAsS BOEHHas
cTpaTterus nony4atoT NPeBEHTUBHOMO yaapa HauBHbIN
XapaKTep AETCKOM KHUXKK, OQHOBPEMEHHO PE3OHMPYS C
COBPEMEHHbIMU MEXAYHapOAHbIMU OPUANYECKUMU GaTanuns-
MW, BOOPYKEHHbIMWU KOHPAMKTaMK 1 6ECKOHEYHbIMW PeXNMa-
MM YPE3BbIYAMHOI0 MOOKEHHMS.

EC

Omutpun Mpuros (1940-2007, MocKBa)
KHWUIA JEKPETOB, 1977

YacTto Bonnouias «neppopmMaTUBHOIO 3aKOHOAATENS,
OMuTpun MNpuros gencrteoBas Kak NOCTOSHHO GYHKLIMOHUPYIO-
Las 1MBas BbicTaBKa. MOXHO CKa3aTb, 4TO OH 6bls1 COGCTBEH-
HbIM BbICTABOYHbIM MHCTPYMEHTOM. B 0T/IM4Me OT «ToTanbHbIX
MHcTannauu» Mnbn KabakoBa, Mpuros 6bin «ToTabHOM
BbICTaBKOM», MEHSIIOLLLEV 3abl, NPOCTPAHCTBA, GpopMaThbl U
*aHpbl. C noMoLbio nepdopMaHca OH MarmyecKm TpaHcdop-
MUpoBan v Ny6anYHble MPOCTPAHCTBA, M YacTHbIE KBapTUPbI, B
MecTa MaHubecTalmi, KPUTUKM BCEBO3MOXHbIX 3aKOHOB,
npaBw, KAHOHOB M KOJI0B.

EC

Tuma Pagst (EkatepuH6ypr)
BE3 JINLWIHNX C/10B, 2011
YHUBEPCAJIbHbIN CITOIAH, 2013

[MepdopmaTuBHbIE ynUHbIE aKkuuK Tumbl Paas npeaHasHave-
Hbl 4719 NTPSAMOM KOMMYHUKaLMK C «MyGAINKOM», KOTOpas YacTo
COCTOMT U3 Lienoro ropoaa. Ero cnoraHbl, Npu3biBbl M Npeo-
cTeperkeHns Npob6aemMaTU3npytoT BONPOChI HOBENWLLIEN
ncTopmn M ypbaHnama Mnm NpoBO3rnallatoT OCHOBHbIE
NPUHLMNbI U CTPATEMMK BbIXKMBAHWUS B CEMOHSALIEM
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Tima Radya (Ekaterinburg, RU)
WITHOUT WASTING WORDS, 2011
UNIVERSAL SLOGAN, 2013

The performative campaigns of street art by Tima Radya
often function to directly address the “public”, which, in his
case, can be an entire city. His slogans/addresses/warnings
deal with issues of recent history, urban problems, or put on
display some basic principles and main formulas of survival
in today’s capitalism (attack — defend yourself). They can be
rather poetic statements, when we consider that they are
written on the roofs of buildings and can properly be read
only from a bird’s-eye view). “Come Back”, or “I remember”
are such examples. Always masterfully integrated into the
urban environment, his work is often discussed in the media
as a social expression rather then autonomous art objects.
Acting as an invisible authority suspending the dominant
idiom, Radya claims the legitimacy of directly addressing the
people in public spaces, usually a prerogative of two main
forces in control today - politics and advertising.

ES

Willem de Rooij (1969, Beverwijk, NL)
BLUE TO BLACK, 2011
BLACKS, 2012

Over the last five years, finding strategies to bypass
external references became important in the work of
Willem de Rooij. Since 2007 he has taken inspiration from
the structural polarity of woven fabric, to initiate a reflec-
tion on contrast and nuance. Batik fabrics, or wax prints,
are originally from Java, Indonesia. In the 19th century
Dutch firms mechanized the production of these textiles,
hoping to establish a market in Indonesia. Instead, they
found a profitable market in West Africa, where they would
stop on the way from Indonesia to the Netherlands. The
Dutch referred to West Africans as black, and to

Indonesians as blue, reinforcing racial stereotypes on the
basis of skin color, or an interpretation thereof. For Blue to
Black De Rooij designed a gradual color transition from
blue to black, and had it produced as a regular 6 yard (a
size preferred by West African women today) textile
commission by the Dutch Wax printing firm GTP in Tema,
Ghana. It thus subtly embodies a history of colonization,
trade and migration between Africa, Europe and Southeast
Asia. It also analyzes the conventions of presentation and
representation and assesses the tension between ‘en-
gaged’ and autonomous image production. The fabrics
generate meaning through their materiality, not through
external references

JB/JvdB

Haim Sokol (1973, Archangel, RU)
WHO IS AFRAID OF DIRTY?, 2013
FLAG, 2011

Following the logic of a minimalist object and at the same
time subverting it, Haim Sokol displays dirty cleaning cloths
as flags, elevating them to a state symbol and alluding to
the color field painting of the 1970s. Both installations
reflect on migration as a phenomenon which challenges the
moral and legal principles on which the system of the
modern state is founded. Decades ago Hannah Arendt
(1906-1975) made her fundamental observation on refu-
gees: in a world divided into nation-states, people find their
very humanity inherently connected to modern forms of
citizenship and belonging. Excluded from these, the (im)
migrants find themselves in lawless spaces. As at the
beginning of the 20th century, the figure of the migrant
today visualizes and enacts the hidden problems of Western
societies — unjust distribution, exploitation of the “global
south”, and the threatening raise of nationalisms all over
Europe, in the former East and the former West.

ES

KanuTanuctnyeckom mupe («3awmuiancs — Hanagan»). Pagsa
TaKXe genaet JOCTaTo4YHO NO3TU3MPOBaHHbIE BbICKa3blBaHMS,
NPUHUMas BO BHUMaHME TO, YTO OHU HaMMCaHbl Ha KpbllLax
30aHUM U UX XOPOLLO BUAHO TOSIbKO C BbICOTbI NTUYbETO
noneta, Hanpumep — «BepHUCb» UK «A NoMHIo». PaboTbl TMbI
Paps, Bcerma MacTepcku BMvcaHHbIe B TOPOACKOE NMPOCTPaH-
CTBO, B MelMa YacTo 06CyXAaloT KaK BblpaxeHue coLnanbHOn
Nno3nLMK, a He aBTOHOMHbIV 0GbEKT UCKYCCTBA. [AeNCTBYS KaK
HEBMAMMAS BNacTb U BPEMEHHO OTMEHAS IOMUHAHTHbIE
A3blKkK, Pags npoBo3rnawaet IEMTMTUMHOCTb C10Ba, Hanpsimyto
aApPecoBaHHOro NoAaM Ha ynunuax — 06bl4HOM NpeporaTuBbl
[BYX OCHOBHbIX CMJ1 KOHTPONS — NOIMLMKU U PEKNaMBbI.

EC

Bunnem ge Pon (p. 1969 B beBepBelike, Hnaepnanabl)
OT CMHEIO K YEPHOMY, 2011
YEPHBbIE, 2012

B nocnegHee Bpems Bunnema ge Posi MHTEpECYOT HOBbIE
cnocobbl NpeHebpexeHns BHeWHUMK pedepeHumamu. C
2007 roaa ero BAOXHOBASET pa3dHoo6pasne GaKTyp TKaHeW u
BO3MOXHOCTb C MX MOMOLLbIO NepeaaBaTb KOHTPACTbI U
HI0aHCbl. BAaTUK MM TKaHb C NeYaTbio FOPSYUM BOCKOM — 3TO
TPaAULMOHHbIE TEXHUKMU C MHAOHE3MINCKOro OCTpoBa fABa. B
19 BeKe ronnaHAckue npeanpuHnUMaTen MexaHn3mpoBanu
NPOU3BO/ICTBO 3TUX TKaAHEW, Haaesacb co3aaTtb B MHAOHE3UK
pbIHOK. HO BMecTo aToro 6osee npubbinbHbIM OKa3ascs 3anaj
AbpPUKHM, rae OHM OCTaHaBMBaNMUCb Ha NyTn U3 MHgoHe3un B
HuaepnaHabl. fonnaHgubl HadbiBanu abpuUKaHLEB «HepPHbIMM»,
a UHOOHE3UNLEB — «CUHUMW», yCUIMBAsi TEM CaMblM CTEPEOTH-
Mbl PACOBOr0 Pas3fiMiyuns Nno LIBETY KOXM U BbITEKAIOLLENO U3
3TOr0 OTHOLLEHUS K pacam. B pa6oTe «OT CUHEro K YepHOMY»
ne Pon HapucoBan NocTeNeHHbIM Nepexos LiBETa OT CUHEro K
YepHOMY M HanevyaTan ero Ha TKaHW pa3Mepom B 6 ApaoB
(camblvt BOCTpeBOBaHHbIN cpean appUKaHCKMUX KEHLMUH
pa3mep oTpe3a TKaHu) No 3aKaay [onnaHACKoM nevyaTHoOM
KomnaHuu GTP ropoga Tema B [aHe. Bunnem ge Po UCKyCHO

anennupyert K [onn1aHACKON MCTOPUK KONIOHW3aL MK, paboTop-
roBaun u murpaumm B Adpuky, EBpony, KOro-soctouHyto Asuto.
TaKKe B 3TOM paboTe OH aHann3upyeT YyCIOBHOCTU Npe3eHTa-
LMW M penpe3eHTauunn 1 OLLeHUBAET CTEMNEHb HANPSKEHMS
MEXAY «KONNEKTUBHbIM» U «aBTOHOMHbIM» XYAOXKECTBEHHbIM
npon3BoACTBOM. TKaHW 06pa3ytoT cMbicn 6narogaps cBoew
MaTepuanbHOCTH, @ HE BHELIHMUM CBS3SIM.

b

Xaum Cokon (p. 1973 B ApxaHrenbcke, Poccus)
Kto 6ouTca rpasHoro ? 2013
DAl 2011

Cnepays NOrMKe MMHUMAasUCTCKOro 06beKTa 1, B TOXKE Bpems,
paspylas ero, Xaum Coxkon B Kayectse GpnaroB BbICTaBASET
rpPA3HbIEe NONOBbIE TPAMKHK, NPeBpalLLasn X B HaLMOHaNbHbIN
CUMBOJ U LUTUPYS }KUBOMUCH LIBETOBbLIX Nonen 1970—X IT.
06€e MHCTaNNaUUKN oTparatoT NpobnemMy MUrpaLmumn Kak
deHoMmeHa, CTaBALWEero noj COMHeHMe MopasbHble U NpaBo-
Bbl€ NMPUHLMMbI, Ha KOTOPbIX 6a3MpyeTcs COBPEMEHHbIN MUP.
[ecatnnetns Hasaa XaHHa ApeHaT (1906-1975) caenaHa
BarKHeMnllee HabntogeHne o0 6exeHLax: B MUpe, pa3aeneHHoM
Ha rocygapcTBa, CyWHOCTb NI0[eN OKa3blBaeTCsi HEM36EXKHO
CBsi3aHa C COBPEMEHHbIMU GOpMaM rparkaaHcTBa M NpuHaa-
JIEXKHOCTU. MIKNIOYEHHbIE U3 3TUX CUCTEM, UM(MUTPAHTbI)
OKa3blBalOTCA B NPOCTPaHCTBE 6ecnpaBus. Kak 1 B Havyane
20 BeKa, durypa MurpaHTta CeroaHs penpe3eHTupyeT u
BU3yaNM3MUPYET CKPbITblE NPO6aeMbI 3anaHblx 06LLIECTB
— HecnpaBea/MBOe pacnpeaeneHne pecypcoB U aKcnyaTa-
LumMa «rnobanbHOro ora», a Takxe yrposa BCnjiecka HaunoHa-
nmn3ma no Bcer EBpone, B 6bIBLLIEM BOCTOKE 1 GbIBLLIEM
3anage.

EC
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Jonas Staal, New World Summit, Berlin — Leiden — Kochi, 2012-2013

Jonas Staal (1981, Zwolle, NL)
NEW WORLD SUMMIT, Berlin — Leiden — Kochi
(2012-2013)

Jonas Staal researches the relationship between art,
democracy and propaganda. He explores the potential of
art to develop platforms for political organizations and
movements excluded from the democratic process. His
artistic and political organization “New World Summit”
develops what he calls “alternative parliaments” for
organizations that face systemic exclusion from the
political order, for example by use of so called “designated
lists of terrorist organizations.” According to Staal, art is
“more political than politics itself,” because he believes art
to be a space that can act upon a more principled “funda-
mental democracy.” As such he hosted, among others,
representatives of the National Democratic Front of the
Philippines (NDFP), the Kurdish Women Movement, the
Basque Peace Process and the National Liberation
Movement of Azawad (MNLA). Editions of the New World

Summit took place in Berlin (7th Berlin Biennial, 2012);
Leiden (Museum de Lakenhal and De Veenfabriek, 2012)
and Kochi (1st Kochi-Muziris Biennale, 2013). For “Spaces
of Exception” Staal designed an installation that provides
insight in the development of these alternative parliaments,
and all contributions that have been made to it so far.

JS

Roy Villevoye (1960, Maastricht, NL)
THE CLEARING (2010)
THE VIDEO MESSAGE (2009)

In The Clearing (2010) by Roy Villevoye the problems of the
anthropological notion of distance and authenticity become
apparent. Villevoye started to visit Papua New Guinea
almost annually from the early '90s, meeting there his friend
Asmat. The Clearing portrays the artist and his Papuan
friend lying on the floor, as sleeping or dead bodies. Its
hyper-realism is striking, making the detailed figures come
alive, even though on closer inspection they appear to be
dead. It is disturbing and comforting at the same time, the
sculpture unifying the two figures from two different worlds
though friendship and eventual death.

In The Video Message (2009) this meeting of two worlds
is expressed in a different way. Another of Villevoye’s close
friends, Omoma, is talking straight into the camera, telling
the artist about an ancestor spirit who is angry with him for
selling his soul - his portrait — to Villevoye. The traditional
roles of the artist as researcher and the “native” as his
subject are shifted here, as the artist is now subjectified by
his friend who is unfolding the complexity of the consequenc-
es and dangers of their friendship.

JB/MP

I7I0Hac§3Taan (p. 1981 B LiBonne, HuaepnaHabl)
HOBbIN BCEMWPHbIVN CAMMMWT, BEP/TUH - NEUAEH -
KOY4M (2012-2013)

MoHac CTaan vccnefyeT OTHOLLEHUS MY MCKYCCTBOM,
AeMoKpaTven u nponarangon. OH M3y4aeT CnocoO6HOCTb
MCKyccTBa popmupoBaTb NnatdopMbl 415 AEMOKPATUYECKUX
OopraHun3aumni 1 ABUKEHUI, HE BKITIOYEHHbIX B 06LLMM NpoLiecc
AeMoKpaTM3aLumu. Ero xyaorkecTtBeHHas v noautuyeckas B
0o6LMM AeMOKpaTMYeCKum npouecc «HoBbIM BCEMUPHbIN
CaMMWT» 3aHUMAETCH CO3bIBOM «abTePHATUBHbIX NapiamMeH-
TOB» ANS1 OpraHun3auUunin, KOTopble MOCTOSIHHO CTaNlKMBaloOTCS C
UCKOYEHUEM MX U3 MONUTUYECKOrO KOHTEKCTA, M KOTopble
BXOAAT B «MepeyeHb OpraHn3aLnin, NpMYacTHbIX K TEPPOPUCTU-
YyecKown aeaTenbHoCcTU». CTaan CYMTAET, YTO «B UCKYCCTBE
60nble NOUTUYECKOr 0, HEM B CaMOM MOJIUTUKE» U YTO
WCKyCCTBO 60/1e€ NPUHLUMMNNANbHO B OTHOLLIEHUM «DyHAAMEH-
TanbHOM AemMoKpaTtum». Tak, Ctaanom 6binv co3BaHbl NpeacTa-
BUTENN HauMOHanbHOro AeMoKpaTMyeckoro GpoHTa
dununnuH, JBurKeH1e KypacKuX *KeHwmH (EBponsbl), Backckue
cenapaTtucTbl M HaunoHanbHO-0CBOGOAMTENBHOE ABUKEHME
AsaBapa. MoHac CTaan co3paeT «4pe3BblyaitHoe NoNoeHne»
KaK NpoCTPaHCTBO AJ1F UCNbITaHWS HOBbIX GopM AebaToB u
HOBbIX KPUTEPUEB MHKIIO3MM U aNTMMUHaLMK. BeTpeun
«HoBOro MmpoBoro cammuTa» npownu B bepnvHe (B pamkax
7—- bepnnHckon 6ueHHane, 2012), B llenaeHe (Museum de
Lakenhal and De Veenfabriek, 2012) n B Ko4uu (B pamkax 1-#
6ueHHane B Koyun-Myaupuc, 2013). Ins BbICTaBKH
«4pesBblyaiiHble M NONHOMOYHbIe» MoHac CTaan co3pan
WMHCTaNNSALMIO, pacKpbIBaloLLytO CEKPEThI MpoLecca GpopMnpo-
BaHWS TaKMX aflbTEPHATUBHbIX NAp/aMeHTOB.

Monac Cranb

Pon Bunnesow (p. B 1960 B Maactpuxte, HuagepnaHabl)
NMONAHA, 2010
BMAEO NMOCJTAHME, 2009

B pa6oTte Bbipybka (2010) Pon Bunneson aktyannusmpyet
aHTPOMNONOrMYecKne NpeacTaBleHUs O MOHATUAX ANCTAHLUK U
NOASIMHHOCTU. B Havane 1990—x rr. Bunnesown ctan npakrtunye-
CKM exXerogHo e3anTb B HoBylo [BUHEID K CBOEMY ApYyry
Acmarty. B Buaeo BbipybKa oHUW nexar Ha nosly CIoBHO crisiume
WM MePTBbIE, M NPKU GANKaNLLEM OKa3biBAETCS, 4TO OHU
AENCTBUTENbHO MepPTBbI. [MNep-peanucTuiHoe n3obparkeHune
W TOYHas aetannaauns GUryp nopaxkatot, 3acTaBnsis 3puTens
OXUBNATb 3TUX Ntofen. ITa CKyNbNTypa, 06beanHAOWaa ABYX
Noaemn n3 AByx pasHblX MUPOB CHavana NocpeacTBOM ApYObl,
a B KOHLe KOHLIOB NOCPeACTBOM CMEpPTH, OCTaBNSIET HEOAHO-
3HaAYHOE OLLYyLIEHHME.

B pa6orte MonsHa (2009) BcTpeya 3TUX ABYX MUPOB
HaxoauT Apyroe BblpaxeHue. pyron 61M3Kknm apyr
Bunnesona — Omoma — cuas NpsmMo nepea Kamepow paccKa-
3blBaET 0 Ayxe CBOEero npeaka, HegoBONbHOIO Ha Hero 3a To,
41O TOT Npogaert NonaHa ayuwy — cBOWM NOPTET — XyAOXKHUKY. B
CKyNbNType POSin XyAOXHMKa KaK nccnegoBatens u «abopure-
Ha» KaK npegMeTa ero nuccnegoBaHus 34ecb MEHAIOTCS:
XYOOXHWK CTaHOBMUTCH CYOBbEKTOM pacckada OMomMa o
CNOMXHOCTSIX M ONMACHOCTU MX APYIKObI.

Ob/MM

Kapw AHr (p. B Jlycake, 3am6us)
OBCUONAHOBBIN KOHTPAKT, 2010

0O6CcHanaHoBbIM KOHTPAKT NpeacTaBiseT co60M TEKCT 40roBo-
pa, KOTOPbIX HanucaH crpaBa HaleBo U OTparkaeTcs B
YepHOM 3epKane — NpeaMeTe, BO MHOIMX CTpaHax CBA3aHHOM
C TpaMLMen KoNaoBCTBA U OKKYNbTM3Ma, a TaKXKe pacnpo-
CTPaHEeHHOM B 3MOXy POMaHTU3Ma A9 NpuaaHusa MHTepbepy
ApamaTtuyeckon atmocdepsbl. B TeKcTe npoBeaeHa aHanorus
MeX/y NPOCTPaHCTBOM BbICTaBKM, OTPaXKEHNE KOTOPOM BUAHO
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Carey Young (1970, Lusaka, Zambia)
OBSIDIAN CONTRACT, 2010

Obsidian Contract features a legal text written backwards
and reflected in a black mirror, a device which has a long
tradition within witchcraft and the occult in many cultures,
and was also used by landscape painters in the Romantic
era to imbue a scene with a dramatic tonality. The text
proposes the exhibition space visible in the mirror as a new
area of publicly-owned land, in which certain activities
considered illegal in public space at different times, such
as the grazing of animals or sexual activity, are made
permissible.

CcY

Katarina Zdjelar (1979, Belgrade, Yugoslavia/Serbia)
MY LIFETIME (MALAIKA), 2012

Katarina Zdjelar’s work explores notions of identity,
authority and community and centers on individuals who
are challenged by simultaneously inhabiting different
languages, who “perform” themselves through practicing,
remembering and reinventing themselves. The video My
Lifetime (Malaika) features Ghana’s National Symphony
Orchestra recorded at the National Theatre in Accra,
Ghana. The players are performing Malaika, originally a
cheerful and empowering postcolonial composition that
was famously performed by musicians like Miriam Makeba,
Harry Belafonte, Boney M. and many others. Being part of
the political and cultural legacy of its founder Kwame
Nkrumah (the first leader of Ghana after its decolonization),
the national orchestra today has become an institution that
witnhessed a shift from being a proud national symbol under
Nkrumah to complete neglect under the current wave of
Ghanaian neo-liberalism. It cannot be abolished without
provoking political turmoil, but at the same time it is too

insignificant in contemporary Ghanaian society to be
supported financially; so the orchestra’s existence simply
remains ambiguous. With sensitivity Zdjelar employs the
orchestra to sketch the complicated state of affairs in
which grand ideas and the mechanism of a nation state
project takes root in and affects individuals.

Kz

B 3epKaJsie, U HaxoasWUMnUcs B rocyaapCTBEHHON COBCTBEHHO-
CTW 06LECTBEHHbBIMW NPOCTPAHCTBAMM, IAe HEKOTOpbIe
JIeNCTBUS, B pa3Hoe BPEMS CYUTABLIMECS HE3AKOHHbBIMM,
HanpuMep, BbIryN }UBOTHbIX UM CEKCyanbHas aKTUBHOCTb,
CTAHOBSATCS NO3BOMUTENIbHBIMM.

Kapu AHr

Katarina Zdjelar, My lifetime (Malaika), 2012
Photograph: Gert Jan van Rooij, courtesy Stedelijk Museum Bureau Amsterdam

KaTtapuHa 3genap (p. B 1979 B benrpage, tOrocnasus/
Cepbus)
MOA XU3Hb (MALAIKA), 2012

B cBounx pabotax KatapuHa 3genap nccnegyet Takue noHaTUs
KaK MAEHTUYHOCTb, BJIAaCTb M cOObLEeCcTBa U yaenset ocoboe
BHUMaHMeE NIOASM, KOTOPbIE BbIHYK/AEHbI 6bITb HOCUTENAMM
HECKONbKMX 3bIKOB OAHOBPEMEHHO 1 «MrpatoT» CBOIO POJb
TpeHupys, 3anoMnHas u nepeaensiBas cebs. B BuageopadoTe
«Mos u13Hb (Malaika)» NnoKasaHo BbICTyMN/IEHNE
HauunoHanbHOro cumboHUYecKoro opkectpa laHbl B
HauunoHanbHOM TeaTpe B AKKpe. My3bliKaHTbl UrpatoT

KoMnNo3numio Mananka — aHepruyHyto 1 XKU3HeyTBepxaato-
LLIYIO MOCTKOJIOHUANbHYIO MY3blKY, U3BECTHYIO B UCMO/THEHUM
Mwupuram Make6bl, lappu benadoHTe, rpynnbl Boney M u
Apyrux. HaunMoHanbHbIn OpKecTp 6bin co3a4aH BO BpeMs
npaBneHns KBame HKpyma — nepBoro npesunjeHTa He3aBuUcH-
MoV [aHbl, CTaB CUMBOJIOM MOSIMTUHECKOIO U Ky/IbTYPHOIO
Hacneausa 4eKonoHusauuun. byayyun npeameTom HaunoHasb-
HOM ropaocTu npu HKpyme, cenyac, Ha BoJIHE HeonMbepanuns-
Ma, OH OKa3ascsl COBEPLIEHHO 3a0bIT.

[ns COBPEMEHHOI0 raHCKOro o6lecTBa 3Ha4€eHMe 3TOro
OpKecTpa CMULWKOM Masio, OJHaKO €ro POCnycK MOXeT
CNpOBOLMPOBaATbL BCNIECK NOIUMTUYECKMX 6ECNOPSAKOB, U
NO3TOMY KONNEKTUB

NpoAo/MIKaeT CBOe HeonpeaeneHHoe CyLleCTBOBaHue, He
nonyyast HUKakon GuHaHcoBoOM noaaepxku. OpKecTp nomora-
eT 3aenap B A0BOJIbLHO IMPUYHON MaHepe o6pucoBaTtb
CNOXHOE MNOJIOXKEHUE [ieN, B KOTOPOM rpaHAUO3HbIe naeun u
MEeXaHM3M CO3[aHu1s MPOEKTOB HaLlMOHANbHOro MacluTaba
YKOPEHSIOTCSA, OKa3blBas BAUSHWUE Ha NtoAEN.

KaTtapuHa 3genap
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