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Codba TpoueHKo

BbicTaBO4YHas nporpamma

®OKYC HA PEAJIBHOCTb —

3TO HOBbIM onbIT ansa LCWY BUH3ABO[.

B TeyeHue 7 neT Mbl cO34aeM COOCTBEHHbIE HEKOMMepYe-
CKVie MPOEKTbI, HarnpaB/ieHHble Ha pa3BUTME COBPEMEH-
HOrO PYCCKOro UCKYCCTBa, MPOBOAUM obpa3oBaTenbHble
nporpamMmsl, ObIIM NAOLWAAKONM AN CaMbIX Pa3HbIX
MeponpuaTui. U Bcerpa ctapanncb ObiTb 00bEKTUBHBIMMN
M He3aBUCMMbIMW B CBOeN paboTe.

2014 rop, cTaHeT HOBbIM 3TanoM Pa3BUTMA ANS LeHTpa
COBpeMeHHOro nckyccrea BAH3ABO/A. Mbl roToBbI Mno-
LEenuTbCs C BaMU COBCTBEHHBIM XyLOXXECTBEHHbIM BbICKa-
3blBaHMEM, paccka3aTb BaM O TOM, YTO CHUTAEM BaXHbIM
B UckyccTBe U Mupe. C 3Toro momeHTa y nporpamm LICU
BMH3ABO/[ nosiBASeTCA LMKNNYHOCTb U CBON PUTM.

Lmkn atoro roga ®OKYC HA PEAJIbHOCTb — 3TO Hall B3rnag,
Haw «doKyc» Ha Mup. Mbl FOTOBbI NpPeACcTaBUTb HOBOE
BUAEHME, U O4EeHb HafeeMcsl, YTO ayaUTOpUs roToBa ero
yBuaeTb. A 9 yBepeHa, LLCU BUH3ABO/ roToB He TONbKO
OoTpaxaTb peanbHOCTb, HO U POPMUPOBATb TEHAEHLNN.

M ons MeHs BaXxHO, 4TO BCe cOLManbHO-MOANTUYECKNE
NpoLeccbl N USMEHEHWNS, KOTOPbIe MPOUCXOAAT B CTPaHe,
M KaK cnefcTBme B UCKYCCTBE 3a NOCNefHMe HeCKONbKO
neT, ABNAOTCA Ha4YaloOM HOBOTO MNeprofja B COBPEMEHHOM
PYCCKOM UCKYCCTBE, B KOTOpOM KomaHaa LLC BUH3ABO[,
CbIrpaeT BaXKHYlo porib.

Sofia Trotsenko

The FOCUS ON REALITY exhibition program is a first for the WINZAVOD CENTRE

FOR CONTEMPORARY ART.

For seven years we have been running our own non-
commercial projects aimed at developing contemporary
Russian art, conducting educational programs, and
providing a space and platform for all manner of events.
We have always tried to be objective and independent
in our work.

2014 begins a new chapter in the development of the
WINZAVOD CENTRE FOR CONTEMPORARY ART. We are ready
to share our own artistic statement; to tell you what

we think is important in art, and the world. Henceforth,
the WINzAVOD CCA program will be cyclical and develop its
own rhythm.

This year's cycle, FOCUS ON REALITY, is our view, our «focus»
on the world. We are ready to present a new vision; we
very much hope that our audience is ready to see it. | am
convinced that not only is WINZAVOD CCA ready to reflect
reality, but also to shape behaviour and set trends.

For me it is also important that all of the socio-political
processes and changes that have been taking place in

the country — and consequently in art — over the last few
years, will prove the start of a new period in contemporary
Russian art, in which the WINzAVOD CCA team will play

an important role.



KAK CBSA3AHbI CUTHAJbI OT BCMbl-
LWEK HA COJTHLE, MYNbCUPYIOLLINE

AHactacus LLlaBnoxoBa

PoKyc Ha peanbHOCTb

lmobanbHas ceTb O6'bep,I/IHI/IB cospemeHan?l MUp, OJHOBPEMEHHO
cnocobcTBOBana ocnabneHuto coumnanbHbIX cBA3en.

MNHTEHCMBHOCTb XM3HU COBPEMEHHOTO YeNIoBeKa, OCHALLEHHOTO
pa3NUYHbIMU TEXHUYECKUMU YCTPOMCTBaMU, U 3 eKTUBHasA pabo-
Ta CMW no co3paHuio napannenbHoro Mupa, Bce bonblue BoBneka-
0T Hac B oLM(PPOBAHHYIO BUPTYanbHYIO XM3Hb, 3aMeHss peanbHoe
TOCKOM MO peanbHOCTH.

O6beanHeHHOE BUPTYyanbHOE MPOCTPAHCTBO PE3KO KOHTpacTUpyeT
C BO3POCILIMM UHAMBUAYANN3MOM, U MHTEHUMEN K pa3obLyeHHO-
CTU — CTPEMJIEHUIO OTAENNTL MECTa, CBOM OT HyXMX. Kaxaas Touka
3TOro MMpa MOXEeT PaccMaTPUBaTLCA OAHOBPEMEHHO KaK TOYKa
peanusauum ogHOro 1 He-peannsaumnm gpyroro.

CkBO3Hasl TeMa BbicTaBkn «OgHO MecTo
PSAOM C APYIrMM» — pacCMOTPEHMNE MOHATUSA

NBYMSA XAOTUYHO ABMXKYLLMMUNCA NMPOCTPaHCTBa M MOHATUSA MeCTa, Kak onpe-
TOYKAMMU B BOJIbLLIOM BUHOXPAHU- JeneHHoro nopsiaka B3aunMoOOTHOLLIEHUS
e UCU BUH3ABO/, C OB LEKTOM snemeHTOB. OTHOLWEHNS NoapasymMmeBatoT

«BETKA», CO30AHHbIM AHOPEEM
MOHACTBIPCKVM B 1995 rogy

B MOCKBE?

Ha noBepxHOCTHbIN
B3rnag Hu4vero obuero,

co3flaHne KOMMYHUKaTUBHOIO Mofsi, faxe
TaMm, roe AencTBytowme nmua pasooLleHbl
MHOPMaLMOHHBIM 30MOMpPOBaHNEM.
7-M1 MeTpOoBbIN «[befecrtan» KMeBCKOro
Xy#oXHMKa H1kuTbl KagaHa MapkupyeT
NPOCTPAHCTBO UCTOPUEN BOMHbI 32 NaMATb

HO NOCTaBJIEHHbIE

psSAoM , OHU 0bHapy-

Ha NOCTCOBETCKOM TeppUTOpUN, rae 4eno-
BeK OKa3ancd 3aXaTbiM Mexay aBTopuUTa-

XMBAOT HEOXUNAAHHbIEe

CBfA3M1, co3atoLme npo-
CTPaHCTBO, UK, ToYHee
CKa3aTb, MPOCTPAHCTBA.

pP13MOM CUIOBOIO NPUCYTCTBUS BNACcTu
(npoekT « OMON» Julius von Bismarck) n
aHapxu1eln caMooOpraHM30BaHHbIX OCTPOBOB
Ge3Bnactus (MHcTannauus «TpeTba JlaryHa»
rpynnupoBku 3UM). Xy#AoXXKHUKW BbICTPaK-
BalOT NPOCTPAHCTBA MPOLLUNOro B eLe He 0
KOHUa oTpednekcMpoBaHHOM (NposBeH-
HOM) HacTosLLEM, COBMELLAs BpeMeHHbIe
nnacrbl Kontoykon namsTu. (MpoekT Anek-
caHppbl CyxapeBon «Kontouka cmbicsia).
MpocTpaHCcTBO CTAaHOBUTCS pe3ynbTaToM
OBUXKEHWUI, Pa3fINYHbIX BULOB AesTeNIbHOC-
TN, pa3BOPAYMBAIOLLNXCS B HEM.

KoHuenTyanbHble NTMHUK
BbICTaBKM: MPUPOAA—TEXHONOMMN,
BJIaCTb—aHapXUsi MUMUKPUPYIOT
Opyr Apyra, MeHsisi OT coeAMHeHUs
3HaYeHUs NPOEKTOB.

Anastasia Shavlokhova

Focus on Reality

The global network that unites the modern world simulta-
neously facilitates the weakening of social ties.

The intensity of modern life, now that we are equipped
with an array of new technologies, and the success of
the media in creating a parallel world suck us ever deeper
into a digitalised virtual life where reality is replaced by

a longing for reality.

Our unified virtual space is at loggerheads with the growth
of individualism and the desire for an atomised society -
the striving to separate our own space from others’. Every
pixel, or event, in this world can be seen as both the realisa-
tion of one thing, and the non-realisation of another.

WHAT IS THE CONNECTION BETWEEN
THE ELECTROMAGNETIC SIGNALS FROM
SOLAR FLARES THAT ARE TRANSMITTED
TO TWO PULSATING, HAPHAZARDLY
MOVING POINTS OF LIGHT IN THE GREAT
WINESTORE OF THE WINZAVOD CENTRE
FOR CONTEMPORARY ART, AND THE OB-
JECT «THE BRANCH», MADE BY ANDREI
MONASTYRSKI IN MOSCOW IN 1995?

From the outset,

it appears that
they have nothing
in common; but
when they appear
side-by-side, unex-
pected connections
come to the fore
and create a space
for dialogue, or

to be more precise,
spaces for dialogue.

The pervasive theme of the «One place next
to another» exhibition is the analysis of

the notion of space, and of the notion of
space as a determinate set of rules for the
interrelation of elements. Relations mean
the creation of a field of communication,
even when the dramatis personae are
estranged from each other by informational
zombification. The seven-metre-tall
«Pedestal» by the Kyivan artist Nikita Kadan
marks out the historical space in which the
war for memory has been contested on
Post-Soviet territory, where man is squeezed
between the authoritarianism and heavy-
handedness of power on the one hand (see
Julius von Bismarck’s «xOMON» project), and
the anarchy of self-organised vacuums of
power on the other (see ZIP Group’s «The
Third Lagoon» installation). Artists construct
spaces of the past in a present which is

not yet fully manifest, or grasped, stapling
together layers of time with the barbs of
memory (see Alexandra Sukhareva’s project
«The Barbs of Meaning»). A space becomes
the sum of the movements, of the different
kinds of activity unfolding within it.

The base conceptual polarities of

the exhibition (nature-technology,
power-anarchy) mimic each other
and combine, and, in so doing, change
the meaning of the projects.



Introductions are obligatory. Ill restrict
myself to a few remarks.

The title:

. THE GLOBE SHRINKS FOR THOSE WHO OWN IT; FOR THE DISPLACED OR
THE DISPOSSESSED, THE MIGRANT OR REFUGEE, NO DISTANCE IS MORE

AWESOME THAN THE FEW FEET ACROSS BORDERS OR FRONTIERS.”

Lukas Topfer

One place next to another

Places and borders, technology and nature

One place next to another is structured around four simple
relations that every serious contemporary art exhibition
has to deal with, whether it wants to or not: the relations
of art with technology, of technology with nature, of the
local with the global, and of place with border.

To avoid the problem of technology (as most exhibitions
do), means to imagine oneself in a place/at a time that

is «nice and safe» - but not the one in which we live.
Technology is everywhere, let’s not pretend that it isn't.
Art can CHOOSE to avoid technology; if it does, it takes up
a position.

Technology requires «nature», often considered its
opposite. It changes nature, slowly, permanently. A recent
key phrase: «environmental crisis». Nature, therefore, is
politics — politics of a truly (and sadly) global kind. Every
place is part of a network of places, punctuated with
«borders».

To focus on a specific place means to focus on a border,
on the relation of one place NEXT to another, on what
this «next» can mean for us. And to focus on technology
means to focus on nature (and, of course, vice versa).
The places we live in, share and change - what are they
like, in our global society?

«One place next to another» refers to an essay by Miwon
Kwon (currently teaching at UCLA) that was published in
1997 in the art journal «October». Kwon's essay is entitled
«One place after another» and deals with the notion of
site-specificity, from the advent of minimalism (site as
physical location) to the context-specific art of the 1990s
(site as discourse). At the end of her text, Kwon arrives at
the following conclusion: «<Homi Bhabha has said

Today's site-oriented practices inherit the task of
demarcating the RELATIONAL SPECIFICITY that can hold in
tension the distant poles of spatial experiences described
by Bhabha. This means addressing the differences of
adjacencies and distances BETWEEN one thing, one person,
one place, one thought, one fragment NEXT to another,
rather than invoking equivalencies via one thing AFTER
another.» Kwon's emphasis]

STATISTICS:

Old school, new school:

Politics:

Curation:

Introductions establish a theory - for
the sake of beauty, not plausibility.
This is mine.

Our exhibition does not attempt clumsily to illustrate
Kwon'’s conclusion. Many works we are showing do not,
I assume, correspond to Kwon's taste. But her idea was
a point of departure - and it proved to be a good one.
«What is relational specificity?», we wondered. And we
passed the thought on to some artists.

On an obvious level, the places «next» to each other are
Moscow and Berlin. The works are on show in Moscow.
Half of the artists live in Berlin (and share a similar way of
working, similar ways of using technology etc.); one artist
lives in Bern and Dusseldorf, one in Kiev and the rest live
in Russia (Krasnodar, Moscow, Voronezh). Perhaps that's
nothing more than statistics. Nevertheless: those are the
numbers.

Most of the artists are under 40. But there are some

works we consider «classics». First and foremost: Andrei
Monastyrski's «The Branch» (1995) and Christian Megert'’s
«Lichtkasten, Triptychon» (1973). «The Branch» relates to

a context that Boris Groys described as «Moscow Romantic
Conceptualism». «Lichtkasten» is commonly associated with
«ZERO». Two paradigms at work.

There are some «political» works. It seemed important to
include them (here, now). Consider Julius von Bismarck’s
«OMOND, Nikita Kadan’s «Pedestal. Practice of Exclusion»
and others. But they do not, in my view, «criticize». That
would be much too simple. That is not what art is supposed
to do. For me, they show something - in all its ambivalence.
They are attempts at complexity.

As emphasized above, the exhibition is structured around

a set of relations, not around an overarching theme or
common denominator. It's a balance. Most of the works
establish relations. We established relations between the
works. Some relations are «out in the open». Some are more
subtle. Most are both, | hope.

To be more specific: The show’s structure is based on
overlapping similarities (ABCD, CDEF, EFGH etc.), on

«family resemblances» [Familienahnlichkeiten] as Ludwig
Wittgenstein would call them. There is no one feature that
all the works have in common. In fact, some have nothing
in common with each other at all (ABCD, EFGH). And
similarities call for differences. Once we have both, we have
established a «language».



BctynneHus obs3aTenbHbl.
Sl orpaHNYycb HECKONIbKUMM
3aMeyaHnAMMN.

Ha3BaHue:

LTAHETA CbEXXWBAETCS AN5 TEX, KTO BAALEET EV; AN MEPE-
MELLEHHbIX N OBE3AONEHHbLIX, AN UMMUTPAHTOB 1 BEXXEHLIEB,
HUKAKOE PACCTOAHUE HE KAXETCS BOJIEE YXXACHbIM, YEM

HECKOJ1bKO METPOB, HEOBXOAVMbIX A1 MEPEXOAA YEPE3 FPAHMLLY."

Jlykac Tondep

OpHO MecTo pAafoM C Apyrum

Mecta n rpaHuLbl, TeEXHONoOrna n npupoa

«OpHO MeCTo PSAOM C APYrMM» BbICTPOEHO BOKPYT YeTblpex
NPOCTbIX B3aMMOOTHOLLEHUI, K KOTOPbIM KaXaas cepbe3Has
BbicTaBka COBPEMEHHOTO McKyccTBa fomKHa obpaluatbes —
XO4YeT OHa 3TOro UMW HET: OTHOLLEHUI MEXAY UCKYCCTBOM

U TEXHONIOTUSMMU, TEXHONOTUEN U MPUPOJON, MECTHBIM U
rnobasbHbIM, MECTOM U FPaHULEN.

Ecnv oTObpocuTb Npobnemy TexHosornm (Kak 3To cnyyaeTcst

B OONbLINHCTBE BbICTABOK), MOXHO NpeacTaBuTh cede, byato
HaxoAMLWbCs B MeCcTe/BpeMeHU «npekpacHom 1 6esonac-
HOM» — COBCEM He TaKOM, B KaKOM Mbl XXM1BeM. TexHonorus
nogectofy, He Oynem NPUTBOPSATLCS, YTO 3TO He Tak. MckyccT-
BO MOXET Mo CBOeMy BbIBOPY 136eratb TEXHONOIMIA; ecnn
3TO Tak, OHO 3aHWMAET OMNpeaesieHHYO NMo3nLMIO.

TexHonornm B3bIBalOT K «MPUPOAE», KOTOPYHO YacTo CYMUTAIOT
ee MPOTUBOMOJIOXHOCTbIO. OHU MeHsIeT Npupoay, MeaneH-
HO, HaBcerga. BosbMuTe, Hanpumep, OgHY M3 KtoYeBbIX
(bpa3s Hawero BpemMeHU: «3KONOrmyeckmnin Kpusmc». Npupo-
[a, ciegoBaTeNibHO, 3TO MONUTMKA — NONIUTUKA MOUCTUHE
(kak 3To HK NevanbHO) rnobanbHoro MmacwTtaba. Kaxagoe
MEeCTO — 4acTb CETU MECT, MapPKUPOBAHHLIX «TPaHULLaMMU».

CoCpeaoTounTbCs Ha KOHKPETHOM MeCTe O3Ha4YaeT cocpe-
[LOTOYMTLCS Ha FPaHKMLE, Ha OTHOLLEHMM OAHOro ObbeKTa
PSAOM c ApyrMmMu. Ha ToMm, 4To 3TO «PAOM» AJif HaC MOXeT
3HAYNUTb. A COCPENOTOYNTLCSA Ha TEXHONIOMMN O3Ha4aeT
COCpenoTounTLCS Ha Npupoae (1, pasymeeTcs, HA0OoPOT).
MecTa, B KOTOPbIX Mbl XMBEM, KOTOPbIE AENNUM C APYTMMMN
NOABMU U U3MEHSIEM — KaKOBbl OHM B Halllem rnobanbHom
obuecree?

Ha3BaHue npoekTa — «O4HO MeCTO PSAOM C APYrnM»,
oTcbinaeT K 3cce MmBoH KBOH (B HacTosilee BpeMs OHa rnpe-
nopaet B KanndopHuiickom yHuBepcuteTe, Jloc-AHgxenec),
onybnukoBaHHoMy B 1997 B XyA,0XeCTBEHHOM XypHase
«OKTA0pb». dcce KBOH 03arnaeneHo «OgHO MecTo nocsie
apyroro». OHo obpallaeTcs K NOHATUIO crneundukn MecTa,
OT BpeMeHU MUHMManu3mMma (MecTto Kak NpoCTpaHCTBEHHOE
NOHSATME) O KOHTEKCTHO-OPUEHTUPOBAHHOMO UCKYCCTBA
1990-x (MmecTo Kak AncKypc). B koHLe cBoero Tekcta KBOH
NPUXOAUT K cnefytolieMy 3aknodeHuto: «Xomu baba ckazan:

CTATUCTUKA:

Crapas WwKona, HoBas LKona:

Monntuka:

CerogHsLlWHWe OPNEHTUPOBAHHbIE Ha MeCTO NPaKTUKK,
HacnepyeT 3agadvy BolaeneHus PEJIALNOHHON
CMNELUNOUKN, KOTOpas MOXET YAEPXKMBATb HaNpsiXKeHne
Mexay fanbHUMK NontocaMmn NPOCTPaHCTBEHHOMO
onbITa, onucaHHoro Xomu baboi. 3To o3HavaeT
obpallieHure K pasnmunio CMeXHOCTEN N PacCTOSHUN
MEXIY ofHOM Bellbio, OAHOW NMUYHOCTBIO, OAHUM
MeCTOM, OLHOW MbIC/blO, OAHUM pparmeHToM PALOM

C APYTMM, HEXeNnun Nomncky paBHOLEHHOCTU NOCpeacTBOM
nocsiefoBaTeNIbHOCTU OfHOW Bely BCIE[ 3a gpyrom».
[BbigeneHo KeoH]

Hala BbiCTaBKa He CTPEMUTCA NPeASIoOXUTb HEYKIIOXYO
unnocTpaumio K cnoeam KBoH. MHoruve paboTbl, KOTo-
pble Mbl 3KCMTOHMpPYEM, MO MOUM NPEeAnoNoXeHUsM,

He BMOJIHE COOTBETCTBYIOT 3CTETUYECKUM BO33PEHMAM
KBOH. Ho ee ngewn ctanu otTnpaBHOM TOYKOM — U, KakK
OKasanocb, Xxopouen. «4To Takoe pensauMoHHas cre-
undmka?» — cnpocmnn Mol cebs. M 3aganu 3ToT BOnNpoc
HeCKOJIbKNM XyAOXXHUKaM.

Ha coBepLueHHO o4eBMAHOM YPOBHE MecTaMy,
cTosaWnMU «psagom», aensaoTca MockBa n bepnuH.
MpounssepeHuns skcrnoHmpytotca B Mockse. [MonosuHa
XYLOXHUKOB XUBET B bepnuHe (Mx 0ObeauHsAeT CXoxXun
noaxof K pabote, K NCMONb30BaHUIO TEXHONOMUI U Np.);
OAMH XyAOXHUK XunBeT B bepHe u [lioccenbaopde, oguH
B Knese, a octanbHble — B Poccumn (KpacHopap, MockBa,
BopoHex). 3To, BO3MOXHO, CTaTUCTUKA U TOJIbKO. TeM He
MeHee — TaKoBbl JaHHbIEe.

BonblMHCTBY XyAoXxHMKOB elle HeT 40. Ho 3aech ecTb
HEeCKONbKO paboT, CHUTAIOLLMXCS «KJTACCUKOM». ITO,
npexae Bcero, «Betka» AHgpesa MoHacTbIpckoro

(1995) u «Lichtkasten, Triptychon» (1973). «BeTka»
OTCbINaeT K KOHTEKCTYy onncaHHoro bopucom Mponcom
«MOCKOBCKOro pOMaHTNYeCKOro KOHLenTyanmsma.
«JlTanTboKcbI» 0ObIYHO accoLMUpyeTCs C FPYNMnon «Zero».
M 3To ABe pa3Hble Nnapagnrmol.

Ha BbicTaBke npepAcTaBiieHO HECKOJIbKO «MONUTU-
yeckumx» paboT. HaM nokasanocb BaXHbIM BKIIOYUTbL NX
B 3KCro3numto (3aechb, B 3TOT MOMEHT). BOT, Hanpumep,
«OMOH» lOnuyca doH bucmapka, «lMbepecran. MNpak-
TnkKa ncknoveHua» Hnkutel KagaHa v gpyrue. OgHako
OHW, Ha MOV B3rNsA He KKPUTUKYIOT». DTO ObIno Obl
CUINLWKOM NPOCTO. DTO HE TO, YEM AOJIKHO 3aHMMATbCS
McKyccTBO. [To-MoeMy, OHM e MOHCTPUPYIOT YTO-TO — BO
BCEWN ero ambMBaneHTHOCTU. DTO MOMbITKWN CNOXHOCTH.



12

Kypatopckas pabora:

BCI'yI'IHeHVIFI 3aKnagblBatloT

(pyH,D,aMeHT Teopwuun — pagun KpacoTbl,
He paan LOCTOBEPHOCTU. 370 Moe.

Kak nopyepkHyTO Bbille, BbICTaBKa BbICTPOEHa BOKPYr Habo-
pa OTHOLUEHWNI, @ HE KaKOW-TO FMaBHOM TeMbl NN obLiero
3HameHaTens. 3To MonbITKa YyCTaHOBUTb paBHoBecue. bornb-
LUMHCTBO M3 NPOU3BefeHWI yCTaHaBIMBaeT oTHoLWeHUs. Mbl
YCTaHOBUIW OTHOLLIEHUS Mexay paboTtamu. HekoTopble oT-
HOLUEHUsI «OTKPbITbI». HekoTopble — 6osiee CNoXHbI U TOHKMU.
B GonbLMHCTBE, i HAAEOCh, MPUCYTCTBYET U TO, U Apyroe.

Bonee KOHKPETHO: CTPYKTYpa 3KCMO3ULMN MOCTPOEHA

Ha nepeceyeHmmn cxogHoro (ABCD, CDEF, EFGH 1 np.),

Ha «cemenHoM cxoacTtee» [Familienahnlichkeiten], kak mor
©Obl 3TO oxapakTepu3oBaTh JlloaBUT BUTreHwWwTelH. HeT Hn
OfAHOW YepThbl, KOTOpas Obl 0ObeANHsANa BCe MPOM3BeAeHUS.
[encTBUTENbHO, B HEKOTOPbIX HET COBEPLUEHHO HUYETO
obuiero co Bcemu octanbHbimu (ABCD, EFGH). A cxoacteo
TpebyeT pa3nuumin. Kak Tonbko y Bac eCTb U TO, U Apyroe —
Bbl CO3aeTe «A3bIK».

PaboThl

MNeTp benbin

KOnunyc doH bucmapk
MBaH bpaxxknH
AnekcaHgpa [ankuHa
AHppeac [pariHep
Das Numen

Mnba JonroB

EneHa EnarmHa
HaTtanbsa 3nHUOBa
lpynna «3UM»
Hukuta KapgaH
Anncnsa Keage
ApmuH KennuHrep
dennkc Kuccnmur
®dabuaH KHexT
Uropb Makapesu4
Kpuctnan Merept

AHppert MoHacTblpckui

Mwukasnb Mionnep
KapcreH Hukonaun

AnekcaHgpa CyxapeBa

Mapkyc XodbdmaH
XionbaH Wappbep

Peter Belyi

Julius von Bismarck
Ivan Brazhkin
Alexandra Galkina
Andreas Greiner
Das Numen

llya Dolgov

Elena Elagina
Natalya Zintsova
Art Group «ZIP»
Nikita Kadan

Alicja Kwade
Armin Keplinger
Felix Kiessling
Fabian Knecht

Igor Makarevich
Christian Megert
Andrei Monastyrski
Michael Miiller
Carsten Nicolai
Alexandra Sukhareva
Markus Hoffmann
Julian Charriére




MeTp benbin Peter Belyi

MeHbLue cBeTa Less light

2014. O6bekT 2014. Object

Jlyd HacToNIbHOM NamMmnbl MPOXOAMUT CKBO3b CTONTELUHULLY, The light from a desk lamp pierces a table-top, revealing
nokasblBasi COAePXMMOoe ALLMKOB. To, YTO 0ObIYHO the contents of the drawers beneath. What is normally
CKpbITO, OOHaXxaeTcs. 3a CTaHAAPTU3MPOBAHHLIMU hidden is exposed. Behind the standardized facades of
acapamu cTonoB 1 AOMOB MPSAYETCS COBCEM pasHoe tables and houses hides content of an utterly different
copepxxaHue. XapakTep nepcoHaxa — nefaHTa unu Hepsxu, nature. A person’s character — be they a pedant or a slob,
ncuxonaTta UM NaTeEHTHOrO roMoceKcyanncTa — BUAeH a psychopath or a latent homosexual - comes to light
CKBO3b MTIOMUHATOP, MPONUIIEHHbIV B TAKUPOBAHHOM through a peep-hole sawed in the varnished surface of
NoOBEepPXHOCTU cTona. HUKomy He HyxxHasi NpaBaa a desk. These facts about people’s lives — which noone

O NnioAaxX Aenaet 3puTensa He TONIbKO CBUAETENEM, HO U asked to know — make the viewer not just a witness,
COy4acTHMKOM Mpouecca NoArnaabiBaHUs, M OH CTAaHOBUTCS but also an accomplice in the process of spying: we are
HOCUTENIeM MeYyasibHOro 3HaHUSA O HeENCYepPraemMbIX MUpax burdened with the sad knowledge of the inexhaustible
©aHanbHOCTM YeNoBeYeCKON oyLUK. banality of the human soul.

METP BENLIN, *1971, NleHnHrpag (RU). B 2000 rogy 3akoH4Mn maructpatypy B Kambepyann konnegx, JlToHgoH. XuseT

1 pabotaet B CaHkT-lNeTepbypre (RU), 3aHNMMaeTcs 0OBbEKTOM, MHCTanNsUMen, KypaTopckon 1 npernoaaBaTeNibckom
neatenbHocTbio.  MI3BPAHHBIE BbICTABKU: «McTouHMK», 5-9 MockoBckas GreHHane coBpeMeHHOro NCKyccTBa,

MockBa (RU), 2013; «UckyccTBo He ans Bcex», Navicula Artis, CaHkT-MeTepOypr (RU), 2012; «Mpbiranka», ranepes XL,
Mocksa (RU), 2011; «bubnuoteka NMuHokkmo», ranepes Pack, MunaH (IT), 2008; «OnacHas 3oHa», Konnekuns Maprynuca,
Mawnamum (US), 2007.

PETER BELYI, *1971, Leningrad, (RU). Belyi graduated with an MA from Camberwell College, London in 2000. He lives

in St.Petersburg (RU) where he works with installation and objects; he also curates and teaches.

SELECTED EXHIBITIONS: Source, 5th Moscow Biennale of Contemporary Art, Moscow (RU), 2013; Art Not for All, Navicula

Artis, St. Petersburg (RU), 2012; Springboard, XL Gallery, Moscow (RU), 2011; Pinocchio’s Library, Galleria Pack, Milan (IT),
14 2008; Danger Zone, The Margulies Collection, Miami (US), 2007.

doto: VieaH Kapnos
Photo: Ivan Karpov



KOnuyc poH brucmapk

OMOH

2014. HcTannaums

lecTHapuaTb MaHEKEHOB, HEMHOTIO Pa3nMyatoLLMXcs No
pa3Mepam 1 no3am, CTOAT B BbICTABOYHOM MPOCTPaHCTBE,
opeTble B popmy OMOHa. Kaxabin MaHekeH obopyaoBaH
ABUraTenem, KOTOpbI 3acTaBNsAEeT TeNlO BbINONHATL eABa
3aMeTHble ABUXEHUS, NOAOOHbIE ABUXEHNSIM YeNoBeKa,
MbITAlOLLEroCs CTOATb HEMOABMXKHO B TeYEHNE OYeHb JONTroro
BpeMeHU . XOTS ABMXKEHNS KaXKAOro OTAENIbHOro MaHeKeHa
MOTYT MOKa3aTbC MeXaHNYeCKUMMU, CIOXHbIE ABUXEHUS
BCel rpynnbl 6pocatoT BbI3OB HalleMy BOCMPUSATUIO
MeXaHMYeCKMX yCTPoncTB. TpyAHO CKa3aTb, XUBblE 3TO
noam unu Het. Buxxy nu s yenoseka, Kotopomy opma

JaeT BNacTb, NN 3TO NPUBEAEHHbIE B ABMXEHME DUTrypbI,
NULIEHHbIE KaKOW-NMOO BNacTu 1 ceobobl Bonu. A roBopsT,
OofHa UNu fiBe U3 3TUX PUTyp — XMUBbIE NIOAM.

Julius von Bismarck

OMON

2014. Installation

Sixteen dummies, slightly differing in size and pose,
stand in the exhibition space, dressed in OMON uniforms.
Each dummy is equipped with a motor that generates
barely perceptible movements in its body, similar to those
of a person trying to stand still for a very long time.
While the movements of a manikin taken in isolation
might appear mechanical, the complexity of motion

of the group as a whole defies the mechanical effect.

It becomes difficult to tell whether the figures are human
or not. Am | seeing a person empowered by a uniform, or
an animated figure with no power, no free will? One or
two of the figures, | am told, are in fact human.

KONnMyC ®OH BUCMAPK, *1983, Bbipoc B Op-Pusige (SA) v bepnuHe (DE), rae oH B HacTosLiee BpeMs XMUBET U paboTaer.
V3yyan Bu3yanbHble KOMMYHMKaLMK 1 n306pa3nTenbHoe nckycctso B Hbto-Mopke (USA) 1 BepnuHe. B 2013 r. okoHuMn
MHCTUTYT NpoCTpaHCTBEHHbIX 3KcnepumMeHToB Onadypa dnnaccoHa co 3BaHnem Meisterschiler.

M3BPAHHbBIE BbICTABKW: «Bo3BpalyeHue B JINXTBaPK», «XyAOXKHUKN BUAAT aMOypr», XyAoXKeCcTBeHHbIN My3ei lambypra,
Fambypr (DE), 2014; «3roueHTpuyeckas cucrema», Obecteo nckyccts, lettuHreH (DE), 2014; «HenoBek cnpaBea/iMBbIn
OJHOBPEMEHHO YenoBeK MepTBbi», [iBopel Tokno, Mapmx (FR), 2013.

JuLIUS VON BISMARCK, *1983, grew up in Riad (SA) and Berlin (DE), where he currently lives and works. He studied

Visual Communication and Fine Arts in New York (USA) and Berlin. In 2013 he graduated from Olafur Eliasson’s Institute

for Spatial Experiments with the honour of Meisterschiiler. SELECTED EXHIBITIONS: Lichtwark revisited, Kiinstler sehen

Hamburg, Hamburger Kunsthalle, Hamburg (DE), 2014; Egocentric System, Kunstverein Géttingen, Gottingen (DE), 2014; [3ckn3]
16 «Un homme juste est quand meme un homme mort», Palais de Tokyo, Paris (FR), 2013. [Sketch]



MBaH bpaXXknH

B3aTne BbICOThI
2010. Bngeo

B ocHOBe KOHLEMLMM BUAEO NEXUT MOMbITKA CUMBOJIMYE-
CKOTO 3axBaTa ropofCKOro MPOCTPaHCTBA XyAOXHUKOM.
NkoHorpaduyeckn 31a paboTa BOCXOAUT K 3HAMEHUTOM
dotorpadum «3Hams nobeabl Hag Perixctarom» (1945), Ha
KOTOpPOW 1306paxeHbl conaTbl COBETCKON apMuUK, BOAPYXa-
loLLMe KpacHoe 3HaMs Haf 3aHMeM HeMELLKOTo napnamMmeHTa.
OpHako, ecnu Ta NamMaTHas oTtorpadus cMMmBonusnpyeTt
nobepy Hap dalwm3mMomM, To paboTa «B3siThe BbICOTbI» OTChI-
naet K gpyromy siBfieHuio B uctopmm CCCP, 6yayuun cumBonom
NnapTU3aHCKOro ConpoTMBiieHUs. Korga napTusaHbl oTBoe-
BbIBAOT CBOIO TEPPUTOPMIO, OHM CTaBSAT KpacHbIN dnar Ha
reorpacuyeckon BbICOTHOM JOMUHAHTE — KaK OTMETKY KapTbl
«COBCTBEHHOMO» NPOCTPAHCTBA U CUMBOJ CBOOOALI XUTENEN
3TOV TeppUTOPUMN.

Bupeo sBnsieTcs cBoero pofa Metadopor nobefHOro B3aTuUsi
BpaXeckoro obbekTa Ha OTBOEBAHHOW TeppUTOpUM. 3axBaT
NPOCTPaHCTBa — PacnpocTpaHeHHas NpakTMka COBPEMEHHOro
WCKYCCTBA, HO COBPEMEHHbIE XyA,0XHUKWN BCErAa NpeTeHayoT
Ha LeHTpasnbHble 0ObEKTbI BNacTU. BpaXXKunH e 3axBaTbl-
BaeT NPOCTPAHCTBO B Tblly COBPEMEHHOM XWU3HW, MOMeYas
KpacHbIM narom ballHIO KOTeNIbHOM CrNaNbHOro panoHa, rae
KaKUX-NMBO KyNbTYpPHO-3HAa4YMMbIX COOLITU HE MPOUCXOAUT.
CranbHbI palioH — 3TO MECTO, Ha KOTOPOe HUKTO He MpeTeH-
LyeT, OHO He HaMoJIHEHO «3HaKamu BacTu», u ntobown nep-
(bopMaTUBHbIV XECT BbIrMSANT OAHOBPEMEHHO U OAMHOKUM,
1 Bblpa3uTeNbHbIM, KaK KPUK B MYCTbIHE.

STa paboTa sBnseTcs 0OpasHbIM 3XOM MPOLLNIOro. bpaxkuH
BOAPYXaeT 3HaMs, 3aXBaTbIBAaET TEPPUTOPUIO U OCTaBNSET
XUTeNAM CrnanbHOro parioHa 3Hak, YTo OHM CBODOAHBI.

Ivan Brazhkin

Taking the high ground

2010. Video

At core, the conceit of the video is that of an artist
attempting the symbolic capture of urban space.
Iconographically, the work traces back to the famous
photograph «Victory Banner over the Reichstag» (1945),
which depicts two Soviet soldiers raising a red flag

over the German Parliament building. But while that
memorable photograph symbolizes victory over fascism,
«Taking the high ground» refers to another phenomenon
in the history of the USSR which became a symbol of
guerilla resistance. When guerilla fighters recovered
territory, they would raise a red flag on prominent high
ground to mark the space as «theirs» and to signify that
the local inhabitants were free.

The video is a metaphor for recapturing an enemy
position on lost territory. Capturing space is a popular
practice in contemporary art, but artists usually take
aim at central objects of power. Brazhkin, on the other
hand, captures space in the rearguard of modern

life, raising his red flag above a boilerhouse tower in

a residential district where nothing culturally significant
ever happens. A residential district is a place that no
one claims, it is not overloaded with the «semiotics of
power»; any performative gesture seems lonely but at
the same time expressive, like a cry in the wilderness.
The work is a figurative echo of the past. Brazhkin raises
his flag, takes the territory and sends the residents

a signal that they are free.

MBAH BPAXKWH, *1985, PoctoB-Ha-[oHy (RU) , XyAOXHWK 1 MOAUTUYECKUIA aKTUBUCT. HaunHan Kak 3KcrneprMeHTanbHbI
Nno3T 1 My3blKaHT. XXuseT 1 paboTaeT B Mockse (RU). C 2002 no 2004 npuHUMan y4acte B OTAENbHbIX aKLMaX

rpynnbl Radek.  W3BPAHHbIE BbICTABKU: «My3el COBpeMEHHOIO UCKYCCTBA: AenapTaMeHT TpyAa U 3aHATOCTUY,
locynapcrBeHHas TpeTbskoBckas ranepesi, Mocksa (RU), 2013; «Angry Birds», My3eli coBpeMeHHOro NCKYCCTBa,

Bapuwasga (PL), 2012; «Hy>Hoe nckyccTBo», LleHTp coBpemeHHoM KynbTypbl «fapax», Mocksa (RU), 2011; «HeBo3moxHoe
coobuiectBo», MockoBckuin Mysein coBpemeHHoro nckycctsa, Mocksa (RU), 2011; «CD-Party» (coBmecTHO ¢ ABaeem
Tep-OraHbsHoMm 1 [laBngom Tep-OraHbsiHoM), Kabape «Bonbtep», Litopurx (CH), 2002.

IVAN BRAZHKIN, *1985, Rostov-on-Don (RU), is an artist and political activist living and working in Moscow (RU).
He started as an experimental poet and musician. From 2002-2004, he took part in several actions of the Radek
Community (Moscow). SELECTED EXHIBITIONS: Department of Work and Employment, State Tretyakov Gallery,
Moscow (RU), 2013; Angry Birds, Museum of Modern Art in Warsaw, Warsaw (PL), 2012; Necessary Art, Garage Center
for Contemporary Culture, Moscow (RU), 2011; Impossible Community, Moscow Museum of Modern Art, Moscow
(RU), 2011; Russian Pop Art, State Tretyakov Gallery, Moscow (RU), 2005; CD-Party (collaboration with Avdey Ter-

18 Oganyan and David Ter-Oganyan), Cabaret Voltaire, Zurich (CH), 2002.




AnekcaHgpa lankmHa

CmellaHHaga TexHUKa
2013. Object

Cypb0ba orpbi3ka KapaHpalla v LIBETHOM KUTaMCKOM ToUn-
KW — BeYHbIN apend. MeHsis Xx03s1MHa, MecTo XUTENbCTBA,
ocepas NoOAoNry B KONIOHUN CKPenoK U pe3nHOK ANs AeHer,
OHU BCerpa ocratoTcsl KHUYbUMU» NpegmeTamu. Pegko
BCTPETULLb Takoro heTUWnCTa, KOTopbIn, pa3byam ero Bo
CHe, TOYHO CKaXeT, rae NeXWUT ero ToUYuKa, — HacToNbKo
He3HauyuTenbHa 3Ta Bewb. KapaHaall HUKorga He 3akaH-
4YMBaeTCs, CTOYMBLUUCL A0 2—-3 CM, OH CHUMAaeTCs € aKops

M HauyMHaeT nyTellecTBMe Mo 3aKpoMaMm Hallen BCeIeHHOMN,
BbIOPOCUTH e TAaKOro «Marbllua» He NoAHMMAaETCs pyKa.
«CMeLaHHas TeXHMKa» — 3To CcMMObMO3 gpendyowmnx KaH-
LensapckmMx BUAOB, Npa3gHUYHbIM CaltoTOM MaHUdecTupyto-
LLMX COOCTBEHHYIO HUYTOXHOCTL! TO Napaj pa3HOLBETHbIX
Kopabnen, Hecywmxcs Ha BCeX Mapax B NMy4MHY HEU3BECTHO-
CTU, U apivsiwme becLuenbHO KypuTenbHble TPpyoku!

Alexandra Galkina

Mixed media
2013. Object

The lot of the pencil stub and coloured chinese pencil-
sharpener is to drift in perpetuity. Perenially changing
their master and living quarters, settling for long spells in
colonies of paperclips and elastic bands used for bundling
banknotes, they remain forever «ownerless» objects.

It would be something of a fetishist, who, when woken
in his sleep, could tell you with any certainty the where-
abouts of his pencil-sharpener. It is that insignificant an
object. No one ever finishes a pencil; once it has been
sharpened down to 2-3cm, it weighs anchor and sets sail
on a voyage around the storeage units of the universe.
No one lifts a finger to throw out such a «littleun».
«Mixed media» is the symbiosis of drifting office species
celebrating their own insignificance with a festive blast of
fireworks. It is a family of tobacco pipes, aimlessly pour-
ing out smoke; it is a flotilla of multi-coloured ships pow-
ering into the whirlpool of obscurity - full steam ahead!

ANEKCAHIPA TANKUHA, *1982, MockBa (RU), ydacTHMLA MHOXeCTBa He3aBUCUMBbIX XyA0XKECTBEHHbIX MHULMATUB.

C 1997 ropa npyHUMana y4actne B XyAoXeCTBEHHbIX NpoekTax: «Lllkona coBpemeHHoro nckyccrBa» Asgest Tep-OraHbsiHa,
«BHenpaBuTenbCTBEHHasi KOHTPOMbHAs KOMUCCUSA», PaHHWUX aKLMsIX rpynmnbl «Pagek».

M3BPAHHBIE BbICTABKW:«Mo6ouHble 3ddekTbi», My3eit lpeHobns, [peHobnb (FR), 2014; «PucoBaTtb», ranepes Anna
Nova, CaHkT-MeTepOypr (RU), 2013; «Angry Birds», BapLiaBckui my3en coBpeMeHHOro UckyccTBa, Bapwasa (PL), 2012;
«YyebHas TpeBora», BeHckas spmapka, BeHa (AT), 2011; MANIFESTA 8, Mypcus (ES), 2010.

ALEXANDRA GALKINA, *1982, Moscow (RU), is a member of several autonomous artists’ collectives. Since 1997

she has taken part in such artistic projects as Avdey Ter-Oganyan’s «School of contemporary art» and «The Non-

Governmental Control Commission», as well as in early actions of the Radek Community.

SELECTED EXHIBITIONS: Side Effects, Ancien Musée de Peinture, Grenoble (FR), 2014; To Draw, Anna Nova Gallery,

St.Petersburg (RU), 2013; Angry Birds, Museum of Modern Art in Warsaw, Warsaw (PL), 2012; Test Alert, VIENNAFAIR,
20 Vienna (AT), 2011; MANIFESTA 8, The Region of Murcia (ES), 2010.




AHngpeac lpaniHep | ApmuH KennnHrep

2011-2014. BpemeHHas ckynbnTypa

Korpa kanns Bogbl NafaeT Ha MOBEPXHOCTb, Pa3orpeTyto A0
TemnepaTypbl Bbiwe 100 °C, oHa Ha Kakoe-To BpeMs 3aBUcaeT
Ha nNapoBoW noayLke. Yaap poduT Kano Ha MHOXeCTBO Dby-
CMHOK BOJbI, 3alyM4YMBO KPY>KaLLUMX BOKPYr ApYyr Apyra nepep,
TeM, KaK NnocTeneHHo cnmTbcs. oHeMHOry KpolueyHble Wwapbl
cnuBaloTcs B Gonee KpYMHyto Kansto, koTopasi CHoBa byaeT
pa3gpobneHa cnepyloWwmnm NageHneM: acHbI MeAUTATUBHbIN
MOMEHT, MOBTOPSAIOLMNIACA CHOBA M CHOBA B « * », TaHeL, Ha rpa-
HULLE BPEMEHU N NPOCTPaHCTBA, NOAYEPKMBAIOLNI 38eCh U

Andreas Greiner | Armin Keplinger

°
2011-2014. Time sculpture

When a water droplet falls onto a surface heated to over
100 °C it will, for a moment, hover on an aircushion of
steam. The impact splits the droplet into many beads of
water that gently circle one another in contemplation,
before gradually gliding together. Little by little, the tiny
spheres merge into a larger droplet soon to be fractured
once more by the next drip: a clear, meditative moment
that recurs again and again in «e», a dance on the verge
of time and space, punctuating the here and now.

cenvac.

BnusHey, Twin
2014. BpeMeHHas ckynbnTypa 2014. Time sculpture

«BnunsHeL» cocTouT 13 ABYX OETOHHbIX NbefEeCcTanos,
HanoNHeHHbIX NapaduHoM. Moka oanH bnok napaduHa
NnocTeneHHO pa3orpeBaeTcs M TaeT, APYron oxNaXxaaeTcs
1 TBepAaeeT. Yepes HeCKoJIbKO YacoB NpoLecc TeveT

B oOpaTHOM HarnpasneHUu.

«Twin» consists of two concrete pedestals filled with
paraffin wax. While one of the paraffin blocks gradually
gets warm and melts, the other gets colder and harder.
After a few hours the process is reversed.

AHJIPEAC I'PAMHEP, *1979, AaxeH (DE), u APMWUH KEMJNHIEP, *1982, JInHy (AT), XXu1ByT n pabotatoT B bepnuHe (DE).
AHppeac pariHep nsyyan meauumHy B bynanewrte (HU) n Jpe3peHe (DE), a Takxxe n3obpasnTtenbHoe NCKYCCTBO B AKagemMun
nckyccts, pesaeH (npodeccop XaHc-MNeTep Agamcku), B YHUBepcuTeTe UCKYCCTB, bepnuH (Mpod. Pebekka XopH) 1

B IHCTUTYTe NpOCTpaHCTBEHHBIX 3KcnepuMeHToB Onadypa dnnaccoHa (YHMBepCcUTeT UCKYCCTB, bepnnH), KOTOpbI OKOHYMA
co 3BaHuem Meisterschiler. ApmuH KennvHrep nsyydan UCKycCTBO MynbTUMeAMa B YHUBEPCUMTETE NPUKNAAHbIX HayK,
3anbubypr (AT). W3BPAHHbIE BbICTABKU: AHLPEAC IPAMHEP: Transmediale, «OctaTouHoe cBeyeHume», [loM KynbTyp Mypa
Bepnun (DE), 2014; «bepuTe, BepHble», PnopunaH Kpucrtodep, Lopux (CH), 2013; «CooTHOLeHWe cTopoH», Aando Fine

Art Gallery, bepnuH (DE), 2013.  APMWH KENNWHIEP: «Bonwe6Has dnerta» (Bugeo/aHumaums), Mapmxckas HauMoHanbHas
onepa, Mapux (FR), 2014; «Red Never Follows», lanepes Caatun, JloHzoH (GB), 2013; «CooTHoLLeHMe cTopoH», Aando Fine
Art Gallery, bepnuH (DE), 2013.

ANDREAS GREINER, *1979, Aachen (DE), and ARMIN KEPLINGER, *1982, Linz (AT), live and work in Berlin (DE). Andreas

Greiner studied Medicine in Budapest (HU) and Dresden (DE), as well as Fine Art at the Academy of Fine Arts, Dresden

(Prof. Hans-Peter Adamski), the University of the Arts, Berlin (Prof. Rebecca Horn) and Olafur Eliasson’s Institute for

Spatial Experiments (University of the Arts, Berlin) where he graduated with the honour of Meisterschiiler.

Armin Keplinger studied Multi-Media Art at the University of Applied Sciences, Salzburg (AT).

SELECTED EXHIBITIONS: ANDREAS GREINER: Transmediale, Afterglow, Haus der Kulturen der Welt, Berlin (DE), 2014;

Come All Ye Faithful, Florian Christopher, Zirich (CH), 2013; Aspect Ratio, Aando Fine Art Gallery, Berlin, (DE) 2013.

ARMIN KEPLINGER: Die Zauberfloete (Video/Animation), Opera National de Paris, Paris (FR), 2014; Red Never Follows, [Busyanuzauus]
22 Saatchi Gallery, London (GB), 2013; Aspect Ratio, Aando Fine Art Gallery, Berlin (DE), 2013. [Visualisation]




Das Numen

Momentum
2013-2014. Installation

«Das Numen Momentum» npeobpasyeT curHasbl BCrbllLek
Ha ConHue B ABMXEHWE ABYX CBETOANOA0B B TEMHOM KOM-
HaTe. CBeTALWMECH TOYKWN CJIOBHO MNaBatoT B MPOCTPAHCTBE,
Kak ABe Janekux 3Be3fbl, BpallatoTcs BOKPYr Apyr Apyra,
co3jaBas HMKorga He nosTopsitowmecs y3opbl. CUrHanbl ot
ConHua NpMHUMaLOTCS CeTblo 0bcepBaTOpPUI Mo BCel 3emMne
1 nepepatoTca Ha BuH3aBopa B pexnme peanbHOro BpeMeHun
13 VIHCTUTYTa acTpodur3mku nm. JlenbHuua B MNMotcaame.
3puTensm npegnaraeTcs NOCUAETb UM NoNexXaTb Ha nony,
Habntofas 3a KOCMUYECKUMU ABUXEHUSIMU B Oe3rpaHUYHOM
NPOCTPaHCTBE Hafj X rofioBaMu.

Das Numen

Momentum
2013-2014. Installation

«Das Numen Momentumn» translates eruption waves from
the surface of the sun into the movement of two LEDs in
a very dark room. The LEDs, seemingly floating in space
like two distant stars, circle each other in ever-changing
patterns. The signals from the sun are received by a net-
work of observatories around the earth and transmitted
to Winzavod as a real-time stream by the Leibniz-Institute
for Astrophysics in Potsdam. Members of the audience
are invited to sit or lie on the floor and watch the cosmic
movement in the boundless space above them.

«DAS NUMENY» — 3To KOnnekTUB XyA0XXHUKOB, cocTosmi n3 XionbaHa Wapbepa, AHApeaca [pariHepa, Mapkyca
XoddmaHa n denvkca KnuccnmHra, kotopele ctany paboTtaTb BMecTe BO BpeMs y4ebbl B IHCTUTYTe MpocTpaHCTBEHHbIX
SkcnepumeHToB Onadypa dnnaccoHa npm YHnBepcuteTe UckyccT (bepnuH) (DE). W3BPAHHbLIE BbICTABKU: «Das Numen
Momentum», D.A.Z. (HemeLKUI apXUTeKTYpHbIN LeHTp), bepnuH (DE), 2013; «Das Numen Sonor», NaBunboH LWnHkens,
BepnuH (DE), 2013; «Das Numen H20», ®ectuBanb UcKyccTBa XU3HW / lom KynbTyp Mupa, bepnuH (DE), 2011.

«DAS NUMENDY is an art collective comprising Julian Charriére, Andreas Greiner, Markus Hoffmann and Felix Kiessling,
who started working together while studying at Olafur Eliasson’s Institute for Spatial Experiments at the University of
the Arts, Berlin (DE). SELECTED EXHIBITIONS: Das Numen Momentum, D.A.Z. (Deutsches Architektur Zentrum), Berlin
(DE), 2013; Das Numen Sonor, Schinkel Pavillon, Berlin (DE), 2013; Das Numen H20, Festival Uber Lebenskunst/Haus
der Kulturen der Welt, Berlin (DE), 2011.




Mnbs Jonros

lfepbapum

2012-2014. lpacdunyeckasn cepusi

lepbapuin — ocobast dopma 3HaHMS. OH coyeTaeT B cebe
HenocpeaCTBEHHbIN, MOYTU AETCKUIA OMbIT MO3HAHUS MUpPa U
OrPOMHbIN aHANUTUYECKMIA annapar, CO34aHHbIN MOKONIEHU-
MW CTapaTeSibHbIX 6OTaHMKOB.

l cobupato pacTeHusi, onpeaensio BUAbI, fienato repbapHble
0b6pas3subl. 3aTeM NepeprCoBbLIBAID UX NNCT-B-NUCT. 3aBOXY
cebe BooOpaxaeMsbix Apy3el cpean pacteHUn. Ho 4To
3HauaT BCe 3TM AeNCTBUA? DTO 3HaHMe O pacTeHusx (1 paxe
lwnpe, 0 MUpe) — He camoobmaH? JIMHHEN BepuJl, 4To HeT.

fl cCTapOMOAHO crepyto 3a HUM.

3arnsapgpiBas Yepes nneyo NpUpyYeHHbIX TPag, s NonbiTancs
MOHSATL LLaPCTBO, N3 KOTOPOTO U3bsN UX, Y €ero OTHOLLEHMS

C YenoBeyYeckuMm.

llya Dolgov

Herbarium
2012-2014. Graphic series

Keeping a herbarium involves a particular form

of knowledge. It combines a direct, almost childlike way

of apprehending the world with a vast array of analytical
tools, created by generations of diligent botanists.

I collect plants, | determine their species, | make specimens
for the herbarium. Then I draw them - copy them leaf-for-
leaf. I'm making imaginary friends for myself among the
plants. But what does all this work actually mean? Isn‘t
this knowledge about plants (and, more broadly, about the
world) self-deception? Linnaeus believed that it wasn’t. So
I will be old-fashioned and follow in his footsteps. Looking
beyond my domesticated herbs, | have tried to understand
the kingdom that | removed them from and its relationship
with the human world.

Mnbs [ONroB, *1984. 3akoH4mn BopoHexckumii rocygapcrBeHHbIn yHuBepcuTeT (RU) u MHCTUTYT npobnem
coBpeMeHHoro nckyccrea B Mockgse (RU). Jlaypeat npemumn «MiHHoBauma» 2012. CoydpeanTenb BOpoHexckoro LieHTpa
coBpeMeHHoro uckyccrea (RU). N3BPAHHBIE BbICTABKWU: VIHTepHeT-npoekT «JlecHasi raszeTa», (Forestjournal.org), 2013;
«A3omn», 3oonoruyeckumin myseit Mry, Mockea (RU), 2013 ; «lfepbapuii», ranepes X.J1.A.M., BopoHex (RU), 2012;
«MpocTble MawmHbl», ranepes X.J1.A.M., BopoHex (RU), 2010. XueeT n pabotaeT B BopoHexe (RU).

ILYA DOLGOV, *1984, lives and works in Voronezh (RU). He is a graduate of Voronezh State University (RU) and
the Institute of Contemporary Art Moscow (RU). He won the «Innovation 2012» award. Dolgov co-founded the

Voronezh Center for Contemporary Art (RU).

SELECTED EXHIBITIONS: the Forest Journal, (Forestjournal.org), 2013;

Azoic, Zoological Museum of MGU (Moscow State University), Moscow (RU), 2013 ; Herbarium, H.L.A.M. Gallery,
26 Voronezh (RU); Simple Machines, H.L.A.M. Gallery, Voronezh (RU), 2010.
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Hatanbsa 3nHuoBa

KonoHHbin 3an (MopTtuk 3esca OcBoboanTens)

2014. HcTannaums

Ho>ka oT cTaporo koMofa fOCTPanBaEeTCsl CBEXUM
LepeBsHHbIM OPYCOM M NPEBPALLAETCS B CTPOMHYIO KOOHHY.
OCHOBHasi KOHCTPYKTUBHAs 3aa4a HOXKU — MPUMOAHSTb YTO-
nnbo 1 yaepXnBaTb Hag nosnom, Hag 3emnen. MpeBpaTUBLLIMCH
B KOJIOHHY U1 yrepeBLUUCh B NMOTONOK, OHa Kak byaTo
npojomkaeT TPYANTLCS. TONbKO TeNepb OHa AEMOHCTPUpPYET

M NoAfep>XMBaeT caMy UAeto JoMra, BbIHOUIMBOCTM U MPSMOThI.

q O6'be,D,I/IHﬂIO HECKOJIbKO TaKUX KOJIOHH B I'IO,EI,O6VIe
nonypaspyweHHOro aHTU4HOro NopTunkKa. PEKOHCprVIpyIO
PYUHbI, ncnonb3ya aeTann YHUHTOXEHHbIX BpeMEeHEM
npegmMeToB. N Bceato-B PYUHNPOBAHHOM NPOCTPaHCTBE
HecyuwlecTByloLlero saBoaa.

Mons

2014. Cepusi 06beKkTOB

Cepwus WaxmaTHbIX JOCOK, CNeumnanbHO N3roTOBNEHHbIX

C YaCTMYHO YTPAYEHHbLIMWN UTPOBbLIMM MONAMU. MHTEepecHo, YTo
YyeM CcusibHee paspyluaellb YCTOMYMBYIO CUCTEMY, TEM OTYETIIN-
Bee NPOoCTyrnaeT ee CTPyKTypa. M faxe nnockocTb co BCEro ABY-
MSl OCTaBLUMMMUCS NONMUN HACTONYMBO AOCTPANBAETCA HALLUM
BOObOpaXeHMeM [0 NPUBbIYHOMO 3aBePLIEHHOro BUAA.
PaspyweHHOM — NULIEHHON CBOErO 3HaYeHMsl — OKa3blBaeTcs
TONbKO CaMa LaxMaTHas 4ocka, Ha KOTOPOW Ternepb HEBO3-
MOXHO pa3bIrpaTtb HY ogHOM napTum. CucTema ocTaeTcs
HepYLUMMO, U 3a510T €€ LiefIOCTHOCTU — B CO3HAHUMW 3pUTens,
CMOTPALLETO HAa OOBEKT.

MTrnukm
2009. O6BbekT

OGbBEKT cocToUT 13 Tpex poTorpaduii n BetTkn. Ha doto —
noaum, rynsioLLme no napky 3suMon. 3MMHUIN Nen3ax o4eHb
rpaduyeH: yepHoe, 6enoe, nonyToHa ceporo. Korga cMoTpuLb
Ha 3TOT CIOXET cBepXy (s CHMMasna U3 okHa, € BbICOTbl 18-ro
3Taxka), MPOCTPAHCTBO YMNJIOLAEeTCs, U KaxeTcs, byaTo nogm
CUAST Ha BeTKaxX fepeBbEeB.

be3 Ha3BaHuq

2013. HageHHble 06beKTbl
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Natalya Zintsova

Colonade (Portico of Zeus the Liberator)
2014. Installation

A leg from an old chest of drawers is worked together
with a fresh wooden beam to create an elegant, well-
proportioned column. The main structural function of a
leg is to raise and support something above the floor, and
the ground. It is as if the leg, transformed into a column
and abutting the ceiling, continues to do its job. Only
now it demonstrates and supports the very ideas of duty,
endurance and uprightness.

In this work, | combine several such columns to create the
likeness of a half-ruined portico from classical antiquity.

| reconstruct ruins using components of objects destroyed
by time. And all of this takes place in the ruined space of
an obsolete factory.

Squares
2014. Series of objects

A series of chess boards, deliberately made with missing
squares. Interestingly, the more the conventional pattern
is disrupted, the more discernable its structure becomes.
Even when there are only two squares left on the
surface, one's imagination doggedly fills in the gaps and
reconstructs the usual appearance of a chess board.

The only thing which is disrupted — deprived of its
meaning - is the chess board itself, on which it is now
impossible to play even a single game. The pattern
remains in tact: the guarantee of its integrity lies in the
consciousness of the person observing the object.

Little Birds

2009. Series of objects

The object comprises three photographs and a branch.
The photos show people walking in the park in winter.
The winter landscape is very graphic: black, white, grey
halftones. When you look at the scene from above (I took
the photos from a window on the eighteenth floor), the
space flattens, and it seems as if the people are sitting on

HATANbA 3MHLOBA, *1971, Mockga (RU). OkoHuunna PATU-TUTUC (1995), MockoBCKMI rocyaapCTBEHHbIV My3eli nedaTtu (2004),
WNHCcTUTYT coBpeMeHHoro uckycctaa (2007). C 2005 rofa y4acTByeT B POCCUIACKUX U MEXAYHapOAHbIX BbicTaBkax. B 2012 roagy

branches of trees. npoekT «HoBble HGOopPMbI XM3HU» OblN HOMUHUPOBAH Ha Mpemuto KaHAMHCcKoro Kak «[poekT roga» 1 Bollen B COCTaB «BbicTaBKu
HOMWHaHTOB Npemun KaHamHckoro» («YpapHuk», Mocka, 2012). CotpyaHuyaeT c fanepeent 21. XXueeT n pabotaeT B MockBe.

UntltIEd (2013) NATALYA ZINTSOVA, *1971, Moscow (RU), graduated from the Russian University of Theatre Arts (RATI-GITIS) (1995), the Moscow

2013. Found objects State University of Printing Arts (2004) and the Institute of Contemporary Art, Moscow (2007). Zintsova has participated in

national and international exhibitions since 2005. In 2012 her project «New Forms of Life» was nominated for the «Project of
the Year» Kandinsky Prize and was selected for the Exhibition of Kandinsky Prize Nominees (Moscow, 2012). Zintsova works
with Gallery 21; she lives and works in Moscow.



lpynna «3UM»

TpeTbsi naryHa

2014. ToTanbHaa MHCTanNnaUus

TpeTba naryHa — 3To gMKoe MecTo Ha nobepexbe YepHoro
Mopsi Mexay nocenkamu bonbwon u Manein Ytpuw. B TpeTbio
naryHy HenpocTo NonacTb — HY>XHO MAbITb Ha NOAKE UMK UATH
7 KUNOMETPOB BAONb cKan. Ho, korga nonagaelb Tyaa, non-
HOCTbIO NOrpyXaelbcs B NPUPOAY, rae cpeam fepeBbes XUBYT
«NnecHble bpaTbs». OHN NOCENAOTCA B MOXKEBENOBbIX 3apOC-
NAX Ha HECKOMNBbKO MecsiLEB, aKKypaTHO obxumBas naHawadT.
Hawa «TpeTbsi naryHa» HaxoAMTCS NoJ 3eMein B cTapbIX NoA-
Banax «BuH3aBoga». OHa Takxke IBNSETCS HEKUM OOXUTbIM
NPOCTPaHCTBOM, HEKOW TeppuTopuren ceobopbl, rae MoXHo
OTAOXHYTb, MO3aHNMAaTbCS UCKYCCTBOM U CMIOPTOM, CMOKOMHO
noHabnogatb, NOYMUTaTb KHUIM U NPOCTO NnonexaTb. Bmecto
npupoabl NUCMONb3YIOTCS KOHCTPYKTUBUCTCKNE OOBEKTHI U3
Opyca n bpeseHTa, KOTOPbIe BbIMOMHAIOT BYHKLMU JepPEBbEB.

Art Group «ZIP»

The Third Lagoon

2014. Total installation

The Third Lagoon is a wild place on the coast of the Black
Sea between the villages of Big and Little Utrish. It is
not straightforward to reach - you either have to take

a boat, or walk for seven kilometres along the clifftop.
But once you get there, you are completely immersed in
nature; here, the «forest brotherhood» live among the
trees, settling in juniper bushes for months at a time and
carefully making the landscape their home. Our «Third
Lagoon» is located underground in the old vaults of the
«Winzavod» factory. It, too, is a kind of inhabited space,
a territory of freedom where you can relax, perhaps do a
little art or sport, or quietly observe, or simply have a lie
down and read a book. Instead of nature, constructivist
objects made out of beams and tarpaulin perform the
functions of trees.

rPynnA «3UM» obpasosanack B KpacHogape (RU) B 2009 rogy. YuacTHukM — dnbpap faHees, EBreHuin PumkeBuy, Bacunui
Cy660TuH, CtenaH Cy660TuMH. JlaypeaTsbl npemun «MHHOBauma»—2013. OpraHusatopsl exerogHoro (c 2010) dectvBans
nabnuk-apta «MoxeTt», KpacHoaap (RU). OcHoBanu B 2011 . KpacHO#apCKun MHCTUTYT COBPEMEHHOTO MCKYCCTBa —
KNCKU, (RU). WM3BPAHHBIE BbICTABKU: «YTONu4eckunn ckenet», ranepes XL, Mocksa (RU), 2014; «My3e coBpeMeHHOro
VCKYCCTBa: flenapTaMeHT Tpyaa v 3aHaTocTuy, locynapcrBeHHas TpeTbsikoBckas ranepes, Mocksa (RU), 2013;
«Anokanuncuc n BospoxpaeHue B LLlokonagHom gome», pununan Knesckoro HauMoOHanbHOro My3es pycckoro nckyccraa
«lWokonagHbI fom», Kues (UA), 2012; «3ToT Lex bopeTcs 3a 3BaHMe obpasuoBoro», ranepes XL, Mocksa (RU), 2012.

ART GROUP «ZIP» was formed in Krasnodar (RU) in 2009. Members: Eldar Ganeev, Evgenie Rimkevich, Vasily Subbotin

and Stepan Subbotin. Winners of the «Innovation» prize 2013. Organisers of «Mozhet», an annual festival of public art

in Krasnodar (since 2010). Founded the Krasnodar Institute for Contemporary Art (KISI) (RU) in 2011.

SELECTED EXHIBITIONS: Utopian Skeleton, XL Gallery, Moscow (RU), 2014; Museum of Contemporary Art: Department

of Work and Employment, State Tretyakov Gallery, Moscow (RU), 2013; Apocalypse and Renaissance in the Chocolate

House, The «Chocolate House» branch of the Kyiv National Museum of Russian Art, Kyiv (UA), 2012; «This workshop
32 strives to be exemplary», XL Gallery, Moscow (RU), 2012.

[3ckns]
[Sketch]




HwukuTta KapaH

I'Ibep,eCTan. npaKTl/IKa NCKNYyeHnd
2009-2011. NHcTannauma

WHctannauusa «lMbegectan. NpakTrka UCKIOYEHUS » COCTOUT
13 OFPOMHOM MOJenNu nbefecrana, KOTopylo CONpoBoOXaaeT
TeKCT Ha cTeHe. Mbepectan U3 6enoro rMncokapToHa KacaeTcs
MoToNKa BbICTAaBOYHOrO 3aa, U MecTa And NnaMmsaTHUKA He
octaeTcs. [ins 3puTens Toxe MecTa MoYTU He OCTaeTCs, eMy
NpUXoANTCA NPOTUCKUBATLCS MUMO Nbefectana. benbin
TeKCT Ha BregHO-CePO CTEHE — 3TO XPOHUKA «BOWHbI

C MaMATHUKaMU» NOCTCOBETCKOW YKpauHbl, B KOTOPOW
OObIYHbIM JeNloM CTan BaHAANM3M NPOTMB CTapbIX COBETCKNX
M HOBbIX HAaLlMOHaNbHO-NATPUOTUYECKUX MaMSATHUKOB.
MepBas Bepcus MHCTaNNaLMM Gbina BoinosiHeHa B 2009,
BTOpasi—B 2011 T.

Nikita Kadan

Pedestal. Practice of exclusion
2009-2011. Installation

The «Pedestal. Practice of exclusion» installation consists
of a huge model of a pedestal, accompanied by text on
the wall. The white gypsum-cardboard pedestal touches
the ceiling of the exhibition hall, leaving no room for

a monument. The pedestal also affords the viewer little
space to pass around it. White text on the pale grey

wall chronicles a «war of monuments» in post-Soviet
Ukraine, in which both Soviet and new national-patriotic
monuments are routinely vandalized.

The first version of the installation was produced in 2009,
the second in 2011.

HUKUTA KALAH, *1982, Kues (UA), rae xuvBeT n pabotaeT. OKoHUYMN HaLmoHanbHyto akagemuto nckyccts B Kuese,
$aKynbTeT MOHYMEHTaNbHOW XMBOMUCK MO Knaccy npodeccopa Mbikonbl CTopoxeHko. C 2004 r. sBNSIeTCs YeHOM
rpynnbl XyAo>KHMKOB «P.3.MM.» (PeBONOLMOHHOE 3KCepPUMEHTaNbHOE NPOCTPaHCTBO). B 2008 r. ctan coocHoBaTenem
rpynmnbl NONUTUYECKUX aKTUBUCTOB U KypaTopoB «XyaPafa» 1 ocTaeTcs ee YneHoM (B COCTaBe XyA0XKeCTBEHHOro
komuteTa). W3BPAHHbLIE BbICTABKU: «Engineering Hope», Transit Gallery, Art Brussels, Bptoccens, (BE), 2014; «Peub
TULWKWHBI», fanepes SOSka, Xapbkos (UA), 2013; «XKenaHue ceobonbi», Arte in Europa dal 1945, Palazzo Reale di Milano,
MwunaH (IT), 2013; «Jly4wme BpeMeHa, XyAlne BpemeHa — BozpoxaeHune n Anokanuncmc B COBpEMEHHOM UCKYCCTBEY,
MepBas kmMeBckasi bueHHane, XypoxecTBeHHbIN apceHan, Kues (UA), 2012; «YaapHUKM MOOUbHBIX 0O6pa3oB»,

1-7 Ypanbckas uHgycTpuansHas buerHHane, EkatepuHbypr (RU), 2010.

NIKITA KADAN, *1982, lives and works in Kyiv (UA). He graduated from the National Academy of Fine Arts in Kyiv,
where he studied in the department of monumental painting under Professor Mykola Storozhenko. Since 2004, he has
been a member of the R.E.P. (Revolutionary Experimental Space) artists’ group. In 2008 he co-founded the HUDRADA
curatorial and activist group and remains a member (in the artistic committee). Kadan works with installation, graphics,
painting, mural drawings and posters in an urban environment. He often works in interdisciplinary collaboration - with
architects, human-rights watch activists and sociologists. SELECTED EXHIBITIONS: Engineering Hope, Transit Gallery,
Art Brussels, Brussels (BE), 2014; The speech of the silent, SOSka gallery, Kharkiv (UA), 2013; The Desire For Freedom.
Arte in Europa dal 1945, Palazzo Reale di Milano, Milan (IT), 2013; The best of times, the worst of times — rebirth and
apocalypse in contemporary art, First Kyiv biennale, Art Arsenal, Kyiv (UA), 2012; Shock-workers of mobile images,

34 1st Ural industrial biennale, Ekaterinburg (RU), 2010.




Anucua Keage

KOMMyHMKaTMBHOE BO34eNCTBME Ha pacctoaHnn

2010. NHcTannsauus

«Kommunikative Fernwirkung» [«KommyHuMKaTuBHOE
BO3[eNCTBME Ha PACCTOSIHUN»] COCTOUT U3 ABYX UAEHTUYHBIX
JIIOMUHECLEHTHbIX 1aMn, MUTaIOLLMX C PABHOM CKOPOCThIO,
CJIOBHO OTpaxas apyr apyra. K kaxzaou ns namn nogkioyeH
OVHaMUK, KOTOPbIN YCUAMBAET 3BYKM BKIIOYEHUS U TYAeHUS.
KaxxeTcs1, 4To namnbl obLwatoTcs, NpeacTaBnseTcs, YTO OHK
CBsi3aHbl MeXy CODOM — 3aragoYHbIM, TPEBOXALMM 1

B TO e BpeMs npekpacHbiM obpasom. CornacHo Teopum
napannesibHbIX BCeNIEHHbIX, Y KaXAO0M YacTULbl eCTb
[BOWHWK, KOTOPbIV BefeT cebst abContoTHO Tak Xe — TOJIbKO
HaobopOT, KaK B 3epkane, B NapasanesbHOM MUpe.

MNepepaya

2011. UHcTannaums

«Ubergabe» [«lMepeaaya»] cOCTOUT 13 ABYX MAEHTUYHbIX
flamMrnoyeKk HakasliMBaHusl, KOTOpble Mo o4Yepeau To 3aTyxaloT,
TO 3aropatoTcsl, CJIOBHO BAbIXasi CBET Apyr B Apyra. Koraa
NnamMnoyKa 3aTyxaeT, Ha CTeHe Mo3aau Hee MosBsSeTcs ee
TeHb — 1 Yepes HEeCKOJIbKO CEKYH[, MCYe3aeT CHOBA, Koraa
JlaMroyka CHOBA 3aropaeTcs.

Alicja Kwade

Kommunikative Fernwirkung
2010. Installation

«Kommunikative Fernwirkung» [Communicative long-
distance effect] consists of two identical fluorescent tubes
that flicker at the exact same speed, as if mirroring each
other. To each of the fluorescent tubes a loudspeaker is
attached which considerably amplifies the sounds of their
firing and humming. The lamps seem to communicate,
they appear to be connected - in an uncanny, disquieting
yet beautifully concerted way. According to the theory

of parallel universes every particle has a counterpart that
behaves exactly the same — only mirrored, in another,
parallel world.

Ubergabe

2011. Installation

«Ubergabe» [Transfer] consists of two identical light bulbs
that are alternately dimmed up and down, as if breathing
their light into each other. Whenever a lamp is dimmed
down its shadow appears on the wall behind it - only to

disappear a few seconds later, once the light fades back in.

Anuncuna KBALE, *1979, Katoeuue (PL), xuBeT v pabotaeT B bepnuHe (DE). 3yyana nsobpasutenbHoe UCKycCTBO

B YHMBepcuTeTe nckyccT, bepnuH, B 1999-2005 W3BEPAHHbBIE BbICTABKW: Anncuns KBage, XyAoXecTBEHHbIV My3el /
KyHcrdepanH CaHT fanneH ( CH), 2014; CteneHb yBepeHHOCTU, XyfoxecTBeHHbI My3elt Kpedenba, Jlom 3ctepc, Kpedenbg
(DE), 2013; OT B3pbIBOB K 0bpa3am, My3en CoBpeMeHHOro uckycctBa lambyprep banxod, bepnuH (DE), 2008.

ALICJA KWADE, *1979 in Katowice (PL), lives and works in Berlin (DE). From 1999-2005 she studied Fine Art at the
University of the Arts, Berlin. SELECTED EXHIBITIONS: Alicja Kwade, Kunstmuseum/Kunstverein St. Gallen (CH), 2014;
Degree of Certainty, Kunstmuseen Krefeld, Haus Esters, Krefeld (DE), 2013; Von Explosionen zu lkonen, Hamburger

36 Bahnhof, Museum fiir Gegenwart, Berlin, 2008.

© Alicja Kwade and Galerie Johann Koenig, Berlin



dennkc Knccnmur

AnbowTtanH (MupoBoe noHuxeHne
ypoBHs Boabl, MockBa 2014)

2014. HcTannaums

Bonbluon, NnpeacTaBSIOWNIACS O4YEHb TAXENbIM KaMeHb
BO3HMKAET U3 TEMHOTbI. 3alINTbIN CBEPXY MSAFKUM CBETOM,
OH MapuT B NPOCTPAHCTBE, CJIOBHO CTpaHHas, 3abbiTas,
nuueHHas Mmaclwtabos nnaHeTa. Pennkc Kuccnmur gocran
3TOT KYCOK CKasbl CO AHa peku bbbl B anpene 2014,
YTOObI NPEACTaBUTL €ro Ha BbicTaBke «OQHO MeCTO PALOM
c apyrum» B bonee YeM Thicsaye KUTOMETPOB OT [epMaHuK.

MNMopHATNE KaMHS, ero nepemMeLleHne BbI3BasIo U3SMEHEHUE
YPOBHS MMPOBOTO okeaHa Ha 2.690184984885043 x 10" m,

1/100 gnameTpa NpPOTOHa.

Felix Kiessling

Elbstein (Weltwasserspiegelsenkung
Moskva 2014)

2014. Installation

A large, seemingly heavy stone emerges out of the
darkness. Gently lit from above, it floats in space like

a strange, forgotten, scaleless planet. Felix Kiessling
removed the rock from the bed of the river Elbe in
April 2014 to present it in «One place next to another»,
more than a thousand miles away. Its removal and
relocation caused a drop of the global water level by
2.690184984885043 x 107 m, 1/100th of the diameter
of a proton.

DENNKC KUCCNUHT, *1980, fambypr (DE), xxuBeT n pabotaeT B bepnuHe (DE). Yuuncs B IHCTUTYTe NpOCTpaHCTBEHHbIX
aKkcnepumeHToB Onadypa nmaccoHa (YHUBepPCUTET UCKYCCTB, BepniH), KOTOPbIV OKOHYMIT CO 3BaHMEM
Meisterschiler. W3BPAHHbBIE BbICTABKU: «Ausdehnung», Anekcangp Jlesu, bepnun (DE), 2014; «Mpoponxatowascs

nporynka», TBopYeckui LeHTp BUTaMmnHoB, [yaHuwxkoy (CN), 2014; bueHHane Mappakelwa: Higher Atlas, Koutoubia Cisterns,

Mappakew (MA), 2012.

FELIX KIESSLING, *1980, Hamburg (DE), lives and works in Berlin (DE). He studied at Olafur Eliasson’s Institute for Spatial

Experiments (University of the Arts, Berlin) where he graduated with the honour of Meisterschiiler.
SELECTED EXHIBITIONS: Ausdehnung, Alexander Levy, Berlin (DE), 2014; Walk in progress, Vitamin Space,
Guangzhou (CN), 2014; Marrakesh Biennale: Higher Atlas, Koutoubia Cisterns, Marrakesh (MA), 2012.




dabuaH KHexT

MNpeogoneHune
2014. Bugeo

«Uberwindung» [MpeogoneHne/MokopeHue] — 310
BMAEOAOKYMeHTaLumsl nepdopmaHca PabuaHa KHexTa,
cocTosiBLIasca Ha rpaHuue Kutas n CesepHoli Kopeun B mae
2014 r. KHexT 3anyCcTun HeCKonbko neTapa ¢ KUTanckom
CTOpOHbI B cTopoHy CeBepHolt Kopen, rae oHu 3ddekTHO
B30OpBanuChb.

Jckanaumsa
2014. UHcTannaums

«Eskalierung» [«3ckanaumsa»] npeacraBnsieT cobor rasosyto
TpyOy, cneumanbHO yCTaHOBNIEHHYIO B BbICTABOYHOM MPO-
CTPaHCTBE, KOTOPYIO OKpPYXaeT NyratoLmin LyM yTeyku rasa.
Kak Tonbko ee BMaMLLb, BCe cpa3y MeHsAeTcsA. Bokpyr Hac
npouncxoauT Katactpoda. BocnpuHumas ee gaxe Kak npowms-
Be[leHe NCKYCCTBa, Mbl BCE€ PaBHO OCTaeMcs C YyBCTBOM JMC-
KoM opTa. «IcKanauma» MOXeT NoKasaTbCs «LUMHUYHOM»
WY CTpaHHo arpeccnBHor. OHa npoBoumpyeT Hac. MNepen
HaMmu BCTaeT BOMpoc. B ntore xe oHa oka3biBaeTcs «4enose-
Yeckol» — HEMHOXKO aMOpanbHON, HO BNIN3KOM K UCTUHE.

Fabian Knecht

Uberwindung
2014. Video

«Uberwindung» [Overcoming/Conquest] is the video
documentation of a performance by Fabian Knecht that
took place on the Chinese-North Korean border in May
2014. Knecht set off some fireworks on the Chinese side
of the border, directing them to North Korea where they
beautifully/violently exploded.

Eskalierung
2014. Installation

«Eskalierung» [Escalation] comprises a gas pipe,
especially installed for the exhibition, which is
surrounded by the disquieting sound of leaking gas. Once
we perceive it, everything is different. A catastrophe
surrounds us. But once we perceive it as a work of art,

a feeling of discomfort arises. «Eskalierung» may seem
«cynical», or strangely aggressive. It poses a problem to
us. But in the end it turns out to be «<human» - slightly
amoral, but close to the truth.

DABUAH KHEXT, *1980, Margebypr (DE), xuBeT 1 pabotaeT B bepnuHe (DE). B HacTosiLiee Bpems yumnTcs

B VIHCTUTYTe NpoCTpaHCTBEHHbIX 3KCcnepumeHToB Onadypa SnnaccoHa (YHMBepCUTeT UCKYCCTB, bepnuH) B cTaTyce
Meisterschuler. W3BPAHHbIE BbICTABKU: «Entfachung», My3eii coBpemeHHoOro nckycctsa, 3arpeb (HR), 2013; «Mythos
Berlin», MoconbcTBO fepmanuu B JloHpoHe (GB), 2012; «abc - art berlin contemporary», Galerie Christophe Gaillard,

BepnuH (DE), 2012.

FABIAN KNECHT, *1980, Magdeburg (DE), lives and works in Berlin (DE). He is currently studying at Olafur Eliasson’s
Institute for Spatial Experiments (University of the Arts, Berlin) for the honour of Meisterschiiler.
SELECTED EXHIBITIONS: Entfachung, Museum of Contemporary Art, Zagreb (HR), 2013; Mythos Berlin, German

40 Embassy, London (GB), 2012; abc - art berlin contemporary, Galerie Christophe Gaillard, Berlin (DE), 2012.




Uropb Makapesuy | EneHa EnarvHa

MpnbHasa GawHs («[pnbbl pycckoro aBaHrapaa»)

2008. NHcTannsauus

HecmoTps Ha dyTypuctmyeckmii nadoc pycckoro aBaHrapaa,
€ro UCTOKM CBfi3aHbl CO CTUXMEN NpupogHoro. Kasumup
Manesuy nucan: «Mbl He MoxeM nobeanTs Npupoay.
MoToMy YTO YenoBek — NpUpPoaa». [ns aBaHrapamcTos

cama xyfoxecTBeHHas popma obnagaet bronoruyeckumm
KavyecTBaMMu, CyTb KOTOPbIX — NMOCTOSIHHOE CTaHOBJEHME.
MpaKkTUKKN XyLOXHMKOB OTChIIaNM TakxXe K apXaniecknum u
MUCTUYECKMM MOTUBAM, K TallHaM NMOACO3HaHWs 1 TeNeCHOMY
onbITy. PoXaeHne HOBOro YefoBeka 1 HOBOTO MCKYCCTBA
COOTHOCKNOCH C MEPBUYHOM SHEPTUEN, MPOHM3bIBAOLLEN
€OVHBIN MUP NPUPOABI U KYNbTYPbI.

MpoekT «MpubbI pycckoro aBaHrapaa» packpbiBaeT
nppaumoHanbHbIN XxapakTep aBaHrapga. Yepes metacdopy
rpuba aBTOpPbI FOBOPST O TEX HEKOHTPONNPYEMbIX CTUXUSAX,
KOTOpPbIe CKPbIBAIOTCA B MAeaNbHbIX hOpPMax apXMTEKTOHOB
ManeBuya 1 hyHKLMOHaNbHbIX MPOEKTaX KOHCTPYKTUBUCTOB.

Igor Makarevich | Elena Elagina

Toadstool with Tatlin's tower
2008. Installation

Despite the futuristic zeal of the Russian avant-garde, its
sources of inspiration were elemental. Kazimir Malevich
wrote: «We cannot conquer nature because man is
nature». For members of the avant-garde, artistic form
itself had biological qualities, the essence of which was
ongoing renewal. The practices of the artists also invoked
archaic and mystical motifs, secrets of the subconscious
and corporeal experience. The birth of a new man and

a new art was correlated with a primordial energy
permeating a unified world in which nature and culture
were one.

The project «Mushrooms of the Russian avant-garde»
uncovers this irrational character of the avant-garde.
Through the metaphor of a mushroom, the artists speak
about the uncontrollable forces of nature which lurk
within the ideal forms of Malevich’s arkhitektons and the
functional projects of the Constructivists.

Nropb MAKAPEBUY, *1943, Tpy3uns (GE); ENEHA ENATMHA, *1949, Mockaa (RU). C 1979 cTaHOBSITCS y4aCTHUKaMM Fpynmbl
«KonnektusHble fencteus». VI3BPAHHbIE BbICTABKU: «)KU3Hb Ha cHery», Pycckini mysei, MpamopHsbii gsopel, CaHKT-
Metepbypr (RU), 1994; «CBugeTennbctso fapMoHumn», ApociaBcknin XyLoXeCTBEeHHbIN My3el, Apocnasns (RU), 2000;
«Pycckas nges», ranepes XL, Mocksa (RU), 2007; «In situ», Mysen nctopmm nuckyccrs, Bera (AT), 2008; «<HeunssecTHble
pasymHble cunbl», @oHp «Ctenna», Mocksa (RU), 2013.

IGOR MAKAREVICH, *1943, Georgia (GE); ELENA ELAGINA, *1949, Moscow (RU). Members of the group «Kollektivnye
Deistviya» (Collective Actions) since 1979. SELECTED EXHIBITIONS: Life in the Snow, The Russian Museum, The Marble
Palace, St. Petersburg (RU), 1994; Bearing Witness to Harmony, Art Museum of Yaroslavl, Yaroslavl (RU), 2000;
A Russian Idea, XL Gallery, Moscow (RU), 2007; In situ, Kunsthistorisches Museum («Museum of Art History»),

42 Vienna (AT), 2008; Unknown Powers of Reasoning, Stella Art Fund, Moscow (RU), 2013.




Kpucrtmnan Merept

NanTtbokcbl, TPUATUX
1973. Tpu nanTboKCa

B cBoem MaHubecTe «HoBOE NPOCTpaHCTBO», ONyONNMKOBaH-
HoM B 1961 r, KpuctnaH MerepT o60o3HayaeT CBOIO Lienb Kak
KOHCTpYMpPOBaHMe «MpoCTpaHCTBa Oe3 Havana u KoHLa, B Ko-
TOPOM BCE XMBET N BAOXHOBASIETCS K XXU3HU, O[HOBPEMEHHO
TUXO U TPOMKO, Oe3 ABUXEHUS N B ABUXEHUN Y. «JTaUTOOKCHI,
TPUATUX» COCTOAT U3 TPEX OTAENbHbIX HOKCOB, B KOTOPbIX
NIOMUHECLEHTHbIE NTaMIbl YCTAHOBMEHbI MeXy ABYXCTOPOH-
HUM 1 OBbIYHBIM 3epKanamn. OTpaxeHUs Mexay 3epKanamm
co3patoT 3 dekT 6eCKOHEYHOro NPOCTPAHCTBA, YXOSLLEro
BAOJb LeHTPaNbHOM NepcnekTBbl B 6eCKOHEeYHOCTb. JlanT-
6okcbl K.MerepTa «mccnepytoT MHOXECTBO BO3MOXHOCTEN
BOCMPUATUS U HaLLe NepeXnBaHNe N3MEHSIOLLLerocs npo-
cTpaHcTBa. [...] Mpu ABUXeHUM 3puTens B HenocpeacTBeHHOM
©nu13ocTr oT 06bEKTA, OMbIT €ro BOCNPUATUS HEMPEPBLIBHO
MeHSIeTcsl, U B pe3ynbTaTe Mbl Bce Oosblue 0CO3HAEM Hemo-
cpencTBeHHyto (MOXHO ckasaTb, AeMOKpaTUYeCcKyto) posb,
KOTOPYIO UrpaeT BO BCEM MpoLecce BOCMPUHMMAIOLWNI NPO-
n3BegeHus Merepta». (Mapk McbypH)

Christian Megert

Lichtkasten, Triptychon
1973. 3 lightboxes

In his manifesto «Ein neuer Raum» [A New Space],
published in 1961, Christian Megert describes his goal

as the construction of «a space without beginning and
end in which everything lives and is encouraged to live,
simultaneously quiet and loud, immobile and in motion.»
«Lichtkasten, Triptychon» [Light box, Triptych] consists

of three separate boxes in which fluorescent tubes are
installed between a two-way-mirror and a conventional
one. The reflections between the mirrors create the effect
of a seemingly endless space that extends along a central
perspective off into infinity. Megert’s light boxes «inves-
tigate a large number of avenues of perception and our
optical understanding of experiencing receding space. [...]
As the viewer moves around in his/her immediate space
the perceiving experience constantly changes, and as a
result we are made increasingly aware of the incorporated
(one might say implied democratic) role that is played by a
percipient of a Megert light box work». (Mark Gisbourne)

KPUCTUAH METEPT, *1936, bepH (CH), paboTaeT B bepHe 1 [ioccenbaopde (DE). B Hayane 1960-x Hayan paboTtaTtb

C 3epKanamu, iBUXeHWeM 1 CBETOM, COTPYAHMUYanN ¢ rpynnoi «Zerox». Ero nepebivi nantbokc bbin paspabotaH

B 1964r. W3BPAHHbIE BbICTABKU: «Zero» B OxHoM Amepuke, Pinacoteca do Estado do Sao Paulo (BR), 2014; «AnHamo —
BeK CBeTa U ABUXeHUS B uckyccTBe 1913—2013», lpaH-Mane, Napux (FR), 2013; «Kpuctnan Merept — CBET 1 ABUXEHUE,
CBeT 1 cBeTOKMHEeTUYeckne oobekTbl 60-x 1 70-x», Galerie DIEHL, bepnuH (DE), 2013; My3e KOHKPETHOIO UCKYCCTBA

(peTpocnekTnBa), MHronswraaT (DE), 2009.

CHRISTIAN MEGERT, *1936, Bern (CH), works in Bern and Dusseldorf (DE). During the early 1960s he began working
with mirrors, movement and light, and collaborated with «Zero» on several occasions. His first light box was developed
in 1964. SELECTED EXHIBITIONS: «Zero» in South America, Pinacoteca do Estado do Sao Paulo (BR), 2014; Dynamo -
Un siécle de lumiére et de mouvement dans I'art 1913-2013, Grand Palais, Paris (FR), 2013; Christian Megert - Light
and Motion, Licht- und lichtkinetische Objekte der 60er und 70er Jahre, Galerie DIEHL, Berlin (DE), 2013; Museum fiir

44 Konkrete Kunst Ingolstadt (retrospective), Ingolstadt (DE), 2009.

Dotorpacus: PpaHyecka Merept Photo: Franziska Megert

© Christian Megert and Galerie Volker Diehl, Berlin




AHppent MoHacTbIpcKumi

BeTka
1995. ObbekT

«BeTka» — aKLMOHHbI «My3blKanbHbIN» 0OLEKT (MHCTPY-
MEeHT) O4HOPa30BOro UCMONb30BaHMA AJis NOJlyYeHUs 3ByKa
pa3MartbiBatolLerocs ckotya. OH 3agymaH Taknum obpasom,
YTO AAHHBIM 3BYK NPUCYTCTBYET TONbKO Kak BO3MOXHOCTb.
Bo Bcsikom cniyvae, npu nepBoMm rnokase 31oro obbekTa co
CTOPOHbI 3pUTeNein He BbINO NOMbLITOK Pa3MOTaTb CKOTY

C MOMOLLbIO BETKU, MOTAHYB BETKY BHU3 (eCnu 3To chenathb,
obbekT bypeT paspyLeH). MoXHO cka3aTb, YTO 3TOT OObeKT
OfHOBPEMEHHO fIBMIETCS NapTUTYPON BO3MOXHOIO ayamo-
Kypca. MapTUTYpHOCTb ero NocTpoeHa Takum obpasom

(nop Bo3pencTBMeM TekcTa o LTokxayseHe n BebepHe), uTo
y 3pUTens B NpUHLMMNE He JOMKHO BO3HUKHYTh XenaHus
NMOTAHYTb 3a BETKY, MOCKOJIbKY 3aJaHHas B TeKCTe MHTOHauus
yKa3blBaeT: BCAKOe AeNCTBME C BETKOWM OyfeT «4TO-TO He To»,
«He Ta My3blka» U T. M.

Takrm obpazoM, Mbl UMeeM Aeno ¢ 06bLEKTOM, MOCTPOEH-
HbIM Ha CaMoW rpaHu1Le 3ngoca n menoca. lNpu 3Tom ogHOB-
peMeHHO co3epLatoTcs M 0bpa3s BeTkn (M30bpasuTenbHas
NpeaMeTHOCTb), U 3BYK «MOMMaHHOW TULLMHbI» (ANCKYPCUB-
HbI FOPU3OHT BO3MOXHOCTU MY3bIKU).

Andrei Monastyrski

The Branch

1995. Object

«The Branch» is a single-use «musical» action-object (in-
strument) for producing the sound of cellotape unravel-
ling. It is devised in such a way that the sound exists
only as a possibility. Or at any rate, when the object was
shown for the first time, none of the viewers attempted
to unravel the cellotape by pulling down on the branch
(which would lead to the destruction of the object). You
could say that the object is simultaneously a score for

a potential auditory course, or event. The way the score-
structure is set up (with the influence of the text about
Stockhausen and Webern) means that, in principle, the
viewer should not have any urge to pull on the branch:
the tone of the text intimates that touching the branch
would «not be good», that it «wouldn’t be quite right»
and so on.

The result is an object constructed on the very boundary
of eidos and melos. The viewer simultaneously contem-
plates the image of the branch (its pictorial materiality)
and the sound of «captured silence» (the limiting case for
the possibility of music).

AHIPE MOHACTbIPCKWW, *1949, noaT, NucaTenb, XyLOXHWK, TEOPETUK UCKYCCTBA, OAMH U3 POAOHAYanbHUKOB
MOCKOBCKOro KoHUenTyannama. W3BPAHHbBIE BbICTABKU:«HocuTenny», ranepes XL, Mockea (RU), 2014; «Andrei
Monastyrski», Charim Galery, BeHa (AT), 2013; «[lycTble 30HbI», AHApe MoHacTbipckunii U KonnekTUBHbIE AEUCTBUS,

54-7 BeHeumaHckas bueHHane, pycckuin nasunboH, BeHeuus (IT), 2011; «3a ropoa: AHaper MoHacTbipckuit

1 KonnekTueHble aeincTeus», bueHHane Performa, Holo-Mopk (US), 2011; «3emnsiHble paboTsi», Stella Art Gallery, Mocksa
(RU), 2005; «BeTka», ranepes XL, Mocksa (RU), 1997.

ANDREI MONASTYRSKI, *1949, is a poet, writer, artist, art theorist and one of the founding fathers of Moscow
conceptualism. SELECTED EXHIBITIONS: Carriers, XL Gallery, Moscow (RU), 2014; Andrei Monastyrski, Charim Gallery,
Vienna (AT), 2013; Empty Zones, Andrei Monastyrski and Kollektivnye Deistviya (Collective Actions Art Group), 54th

Venice Biennale, Russian Pavilion, Venice (Italy), 2011; Trips out of Town: Andrei Monastyrski and Kollektivnye Deistviya,

Performa Biennial, New York (US), 2011; Earthworks, Stella Art Gallery, Moscow (RU), 2005; The Branch, XL Gallery,

46 Moscow (RU), 1997.

Tecr cnpasa ot pocky ¢ setkoit: « KAKOW Bbl OTPBIBOK 13 CTATEW LUTOKXAY3EHA O BEBEPHE 1 Bbl
30ECb HN NCMOJTb30OBAIJ, BCE PABHO 3TO BblIJ1A Bbl, KAK TOBOPUTCA, «HE TA MY3bIKA»,
«HE COBCEM TO», U T. A.»

Text to the right of the board with the branch: X\ WHATEVER PASSAGE OF STOCKHAUSEN'S ARTICLES
ABOUT WEBERN | CHOSE TO USE HERE, IT WOULDN'T EVER BE, AS THEY SAY, «QUITE
RIGHT», «QUITE THE TICKET», ETC.»



Muwukasne Mionnep

CobcTBEHHOE NNYHOE BpemMA
2013-2014. CkynbnTypa

«COOCTBEHHOE NMYHOE BpeMs» — 3TO NbefecTal, KoTopbI
nocTeneHHO nepexoauT B ropy. I3HayanbHO ero gononHsan
elle OAMH NAEHTUYHbIN NbeAecTan, KoTopbI BUCEN

C MOTONKa, CIOBHO OTPaXXeHWe NepBoro.

,El,a NN HET, HET U ga, W HET N HEeT
2011. Xusonucsb, 5 yacten

«[la N HeT, HeT UNU 4a, UIN HET U HET» COCTOUT U3 NATU
OonblUMX X-06pPa3HbIX KPECTOB, HAMMCAHHbIX Ha FSHLEBbLIX
Kepamuyeckux nauTkax. Msartas nnutka pasduta.

Pelwarite camu.

Michael Miiller

Own Private Time
2013-2014. Sculpture

«Own Private Time» is a pedestal that morphs into

a mountain. It was originally complemented by a second,
identical pedestal, which hung from the ceiling, as if

a mirror-image of the first.

Yes or No, No or Yes, or No and No
2011. Painting, 5 parts

«Yes or No, No or Yes, or No and No» consists of five
large, x-shaped crosses painted on glossy ceramic tiles.
The fifth is shattered.

Decide for yourself.

|

|

|

ichael Miiller: Spiegelberg, 2013

© Mukasnb Mionnep, lanepes Tomaca Lynste, bep.

Photo: Mathias Schormann
© Michael Miiller, Galerie Thomas Schulte, Berlin
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Muwukasnb Mionnep: [la unu HeT, HeT unu aa,
VNN HEeT N HeT

Michael Miiller: Yes or No, No or Yes,
or No and No

®doto: MaTtuac WopmaHH

© Mwukasns Mionnep, lanepes Tomaca LyneTe,
BepnuH

Photo: Mathias Schormann

© Michael Miller, Galerie Thomas Schulte, Berlin
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KapcreHn Hukonaun Carsten Nicolai

334 m/c 334 m/s

2007. UHcTannaumsa 2007. Installation

«334 m/c» — 3To BU3yanunsaumsa ckopocTu 3Byka (c=Axf). «334 m/s» is a visualization of the speed of sound

[lBe nonynpo3payHblie TpyOKM 3aMonHeHbl MponaHoMm, (c=Axf). Two translucent tubes are filled with propane

B KOTOPOM MpPW BO3ropaHMK 3arnyckaeTcs LiernHas peakums. gas, which is set on fire causing a chain reaction. A flame
Mnams ABMXETCS C OAHOIO KOHLA TPYOKM K Apyromy, burns from one side to the other, slowly accelerating until
Me[JIEHHO YCKOPSSiCb, MOKa He MPOXOAUT BClO TPYOKYy. it reaches the end of the tube. At this point, the ratio of

B 3TOT MOMEHT COOTHOLLEHME MpOoMaHa 1 KUcnopoaa oxygen: gas causes a rapid explosion which can be heard
NPUBOAUT K B3PbIBY, KOTOPbIN CJIbILLIEH KaK 3BYKOBOW yaap. as a sonic boom.

KAPCTEH HUKONAW, *1965, Kapn-Mapkc-LUTanT (GDR), xuvBeT B bepnuHe (DE). Mocne y4yacTus B KPYMHbIX MeXAYHapOAHbIX
BbicTaBKax Bpoge documenta X, a Takxe B 49-i 1 50-1 BeHeLmaHCKUX BbeHHane npoussefeHns H1Mkonam sKCnoHMpoBanucb
Ha MaclTabHbIX MepcoHanbHbIX BbicTaBkax: «unidisplay uni(psycho)acoustic», MMK (My3el1 coBpeMeHHOro UcKyccTBa),
DdpankoypT (DE); «anti reflex», Mysen WnpH, ®pankdypT (DE); «syn chron» («CHXpOH»), HoBas HaumoHanbHas ranepes,
BepnuH (DE); «static fades» («CtaTuka yracaet»), Haus Konstruktiv, Lijopux (CH); «pionier» («[noHep»), CAC, BunbHtoc (LT).

CARSTEN NICOLAI *1965, Karl-Marx-Stadt (GDR), lives in Berlin (DE). Following his participation in important

international exhibitions such as «documenta X» and the 49th and 50th Venice Biennale, Nicolai's works were shown

in comprehensive solo exhibitions: unidisplay uni(psycho)acoustic, MMK (Museum fiir Moderne Kunst), Frankfurt (DE);

anti reflex, Schirn Kunsthalle, Frankfurt (DE); syn chron, Neue Nationalgalerie, Berlin (DE); static fades, Haus Konstruktiv,
52 Zurich (CH); pionier, CAC, Vilnius (LT).

Bup 3kcnosunumum, LleHTp coBpemeHHoro nckycctea (CAC), BunbHyc, Jlutea
doto: ApTypac Banuayra. VG Bild-Kunst

Exhibition view, Contemporary Art Center (CAC), Vilnius, Lithuania
Photo: Arturas Valiauga. VG Bild-Kunst

© Carsten Nicolai and Galerie EIGEN+ART, Berlin/Leipzig



AnekcaHgpa CyxapeBa

Kontoyka cmbicna, 19.04.2014

2014. ®oTofoKyMeHTaLMs

Ha nporynke Bponb kaHana Mocksa — Bosnra (ObiBLmnin
OmuTnar) a1 octaBmna HebonbLWOoW MeTanIn4yeckn obbekT
Ha OJHOW M3 MoJlypa3spyLUeHHbIX MAapOMHbIX Nepernpas,
4TOObI MO3Xe BePHYTbCs TyAa. [leHb, Korga s 3To caenana,
oKasasncsi nociegHMM JHEM 3MMHero nepuopaa. 20 anpens
OTKpPOEeTCs HaBUrawms, U1 BMECTo MOHTOHHOIO MoCTa ABa
Oepera bypeT coeiMHATL MAPOM. DTO 3HAYUT, YTO NMOMNaCTb
Ha TOT, apyron, 6Geper OyaeT cnoxHee. MNepenpassbl
Pa3buTbl M NOKPLITbl MXOM, Kak U MHOTME MNOCTPOMNKMN
KaHasna. OTo HeoHO3HaYyHasa CUTyaLus, CMbIC/bl B HE
«BYKCyIOT», — y4MUTbIBas MaclLTab YenioBeyeckmx BAOXEHWNN
B 3Ty CTPOMKY.

MaHunynaums ¢ namsTbio He abcTpakuus, oHa Bceraa
HenocpeacTBEHHO OTHOCUTCA K YenoBeky. Mpu 3Tom
YyenoBek Bcerga octaetcs HepopManmsyembim B 1loGom
MemMopuane.

Alexandra Sukhareva

The Barbs of Meaning, 19.04.2014

2014. Photographic documentation

During a walk along the Moscow-Volga Canal (on the site
of the «Dmitlag» labour camp responsible for constructing
it), | left a a small metal object on one of the dilapidated
ferry pick-up points, in order to return to the same spot
later on. The day when I did this turned out to be the

last of the winter season. On the 20th April, the water-
ways would be declared open to navigation, and steam-
power, rather than a pontoon bridge, would connect the
two banks. That would make getting to that same, far
bank more difficult. The ferry pick-up points, like many
constructions along the canal, are smashed in and covered
with moss. It is an ambivalent situation; meaning loses

its footing, when you consider the scale of the human
sacrifice involved in the construction. The manipulation of
memory is not an abstraction, it always relates directly to
a person. Yet in any memorial, a person remains abstract,
and featureless.

ANEKCAHIPA CYXAPEBA, *MockBa (RU). Yumunacb B Mockse (RU) u letebopre (SE).
MN3BPAHHbBIE BbICTABKU: «KoHTpunntosmm», K 3UJ1 n Fanepes 21, Mocksa (RU), 2012; «Belyu, cnoBa 1 nocneacTeuns»,
MMCW, Mocksa (RU), 2012. B 2012 rogy y4actBoBana B dOCUMENTA 13, Kaccenb (DE).

ALEXANDRA SUKHAREVA was born in Moscow (RU). She studied in Moscow and Gothenburg (SE).
SELECTED EXHIBITIONS: Counter-illusions, Likhachev Palace of Culture [ZIL] and Gallery 21, Moscow (RU) 2012; Things,
54 Words and Consequences, MMOMA , Moscow (RU), 2012. She took part in dOCUMENTA (13), Kassel (DE), 2012.
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Mapkyc XoddmaH Markus Hoffmann

Bctpeua Encounter

2014. Bugeo 2014. Installation

Mpoueccbl paAnoakTUBHOIO pacnaja, HenpepbIBHO NpPo- The processes of radioactive decay that constantly
Tekalolme BOKPYT Hac, yNaBnnBaloTcs 00bekToM «BcTpeya, surround us are detected by «Encounter», a translucent,
npeacTaBnsowmMm cobom nonynpospayHyo Wupmy. Beakui ever-changing paravent. Whenever a particle emitted
pas, Korga YacTuubl, U3ny4aemble B NpoLecce MecTHOro by local radioactive decay hits a radiation sensor at the
paaMoakTMBHOIO pacnaga, nonagatT Ha AaTYMKKN pagu- bottom of one of the window panes, the glass changes
auunKM BHM3Y OJHOM U3 OKOHHBbIX paM, CTEKJI0 ObICTPO U3 quickly from transparent to opaque and back again.
NpPO3pPayYyHOro CTaHOBUTCA HEMPO3PaYHbIM, @ MOTOM CHOBa Thus «Encounter» makes imperceivable, yet ever-present
npo3payHbiM. Tak «BcTpeya» no3BonsieT Nony4YmTb OCTYN events accessible, subtly addressing the boundaries of
K HeyNnoBMMbIM, HO Be3JecyLuM COObITUAM, BECbMa TOHKO perception. Everything decays.

obpaluascs k npobneme rpaHuL BocnpusaTus. Bce nopsep-

XeHo pacnagy.

56

MAPKYC XO®®dMAH, *1982, Naccay (DE), xvBeT 1 pabotaeT B bepnuHe (DE). Mayyan meanumHy B Llapute, BepnuH,

a Takxe n3obpasutenbHoe UCKYCCTBO B VIHCTUTYTe NpOCTpaHCTBEHHbIX 3KcrnepumeHToB Onadypa dnvaccoHa
(YHMBEpPCUTET UCKycCTB, BepnnH), KOTopbIN 3akoH4YMN co 3BaHMeM Meisterschiler. I3BPAHHBIE BbICTABKW: «Cnenoe
naTHo», Hemewkuii my3elt TexHuku, bepnun (DE), 2013; «Aloop Net Tokyo Berlin», My3eli coBpeMeHHOro UcKyccTBa,
Tokwo (JP), 2011; «TkaHbivi cBeT», ZKM, Kapncpys (DE), 2011.

MARKUS HOFFMANN, *1982, Passau (DE), lives and works in Berlin (DE). He studied Medicine at Charité, Berlin, and
Fine Art at Olafur Eliasson’s Institute for Spatial Experiments (University of the Arts, Berlin) where he graduated with
the honour of Meisterschiiler. SELECTED EXHIBITIONS: Blind Spot, Deutsches Technik Museum, Berlin (DE), 2013;
Aloop Net Tokyo Berlin, Museum of Contemporary Art, Tokyo (JP), 2011; Gewebtes Licht, ZKM, Karlsruhe (DE), 2011.

[Busyanusaums]

[Visualisation]




XKionbaH Wappbep

Tam
2014. Bugeo

«Tam» — 3TO 3KCKYpPCUS B OTHOLLIEHWNS CO3MAAHUA — pa3-
pyLIeHNs MeXay YeNTOBEKOM M OKpYXaloLeln cpeion 1 Kak
pe3ynbTaT, U3MeHeHNaMU Tonorpadun, KoTopble 3Tu
oTHolWeHna nopoxaatoT. XionbaH Llappbep 3aHnmaeTca
apxeonoruven v reoniornen BPoLLEHHbIX YeOBEKOM MECT,
nsyyas ux npotunoe u byayuiee. A KoH4aeTcs BCe TaM Xe,
rge HaymHanocb. B HacTosiwem.

Julian Charriéere

Over there
2014. Video

«Over there» is an excursion into human-environmental
interrelations and the constructive as well as destructive
topographic modifications in which they result.

Julian Charriére pursues an archeology and geology

of deserted human landscapes, exploring their past and
future. It all ends where it started. In the present.

JXKIONbAH LWAPPLEP, *1987, ppaHKo-LIBENLAPCKUN XYAOXHUK, XMBYLMI B BepnunHe (DE). Yunncs B LLikone nckyccts
KaHToHa Bane (CH), a Takxe B YHMBepcuTeTe nckyccts B bepnnne (DE). B 2013 r. okoHYMN MHCTUTYT NPOCTPaHCTBEHHBIX
3KcnepumeHToB Onadypa SnnaccoHa (YHMBepcuTeT UckyccTB, bepnuH) (DE) co 3BaHnem Meisterschuler.

«[laHHbIN MPOEKT — YacTb MPOrpamMMBbl KyibTypHOro obmeHa mexay Llseiiuapuen

v Poccuen, nHnumMmpoBaHHom LLseLapckm coBeTom no KynsType «Mpo lenbseums».
Moapo6bHee o «Swiss Made B Poccun. O6meH B chepe coBpemeHHOM KynbTypbl 2013-2015»
Ha www.prohelvetia.ru»

«This project is part of a cultural exchange programme between Switzerland and Russia
initiated by the Swiss Arts Council Pro Helvetia. Further details about Swiss made
in Russia. Contemporary Cultural Exchanges 2013-2015 at www.prohelvetia.ru»
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MN3BPAHHbBIE BbICTABKU: «Bce Mbl acTpoHaBTbI», LleHTp weenuapckon KynsTypsl, NMapwx (FR), 2014;
«HacTosiwee HepgocturHytoe», Moaynu iBopua Tokno Ha 12-4 JlnoHckon 6ueHHane nckyccts (FR), 2013; «O6wwee»,
13- MexpayHapoJHas BbiCTaBKa apXmMTeKTypbl — BeHeLmaHckas 6ueHHane, BeHeuus (IT), 2012.

JULIAN CHARRIERE, *1987, is a Swiss French artist based in Berlin (DE). He studied at L'Ecole cantonale d‘art du Valais
(CH), as well as at the University of the Arts, Berlin (DE). In 2013 he graduated from Olafur Eliasson’s Institute for Spatial
Experiments (University of the Arts, Berlin) with the honour of Meisterschiiler. SELECTED EXHIBITIONS: We are all
astronauts, Centre Culturel Suisse, Paris (FR), 2014; Des Présents Inachevés, Les Modules du Palais de Tokyo at the 12th
Art Biennale de Lyon (FR), 2013; Common ground, 13th International Architecture Exhibition - La Biennale di Venezia,

58 Venice (IT), 2012.
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M3paHve NoAroToBNEHO K BbICTaBKe Published on the occasion of the exhibition
«OQHO MECTO PAAOM C APYTUM» «ONE PLACE NEXT TO ANOTHER»
LLICW BuH3aeopa, Mocksa, 18.06-24.08.2014. Winzavod CCA, Moscow, 18.06-24.08.2014.
BbicTaBka opraHusoBaHa ¢doHaom LICV BUH3ABO[, The exhibition is organized by WINZAVOD CCA
npw nogaepxke goHga PRO HELVETIA n BMW RUSSIA. with generous support from PRO HELVETIA and BMW RUSSIA.
BbicTaBka: Exhibition:
KypaTtopbl: AHacTacus LaBnoxoBa u Jlykac Tondep Curators: Anastasia Shavlokhova and Lukas Topfer
McnonHuTenbHbIN AMpekTop npoekTa: AnekcaHapa Meposckas Executive director: Alexandra Perovskaya
TexHnuecknmn gupekTop: aBapa KasapsH Technical director: Edvard Kazaryan
MeHepxep npoekTa: Onbra McapeBa Project manager: Olga Psareva
lpaduueckmm gusanH: Huk Tennos Graphic design: Nick Teplov
OpraHu3aTopbl bnarogapsaT: The organizers would like to thank:
Codbto TpoueHko Sofia Trotsenko
Onera Kynuka Oleg Kulik
EdppocnHuio Kynmk Efrosiniya Kulik
Onbry MNcapey Olga Psareva
Mapwuio Hacumosy Maria Nasimova
EkatepuHy KnboBsckyto Ekaterina Kibovskaya
Huka Tennoea Nick Teplov
Cepres ®ocaHoBa Sergey Fofanov
TuHy lebnep Tina Gebler
XynbaHa ManTe WWuHpene Julian Malte Schindele
Menuccy LWTekbayep Melissa Steckbauer
denukca KnccnmHra n Mukasns Mionnepa (3a ocobyto nomoLlb) Felix Kiessling and Michael Miiller (for special support)
[opoTas réTu-Tondep, Inbmapa Tondep 1 Hunca Tondep Dorothee Gotz-Topfer, ElImar Topfer, Nils Topfer
1 BCEX XYA0XHWUKOB, MPUHSBLUMX y4acTUe B NMPoeKTe; and the artists;
lanepeto Eigen +Art (fepaa Xappu Jliobke, AHHy LLIBaHLL) Galerie Eigen + Art (Gerd Harry Lybke, Anne Schwanz)
1 Poba danrens and Rob Feigel
lanepeto VoxaHa Kénur n mactepckyto Anmcim Keage Galerie Johann Koenig and Atelier Alicja Kwade
lanepeto Tomaca WynTe (Tomaca LynTe, Anke Jypdenba, Olafur Eliasson, Eric Ellingsen and Christina Werner
Nynpxun Hepohe) (Institute for Spatial Experiments)
Onadypa dnuaccoHa, Ipuka dnnuHrceHa u KpuctuHy BepHep Galerie Thomas Schulte (Thomas Schulte, Eike Durrfeld,
(MHCTUTYT NPOCTPaHCTBEHHOIO 3KCNEPUMEHTA) Luigi Nerone)
lanepeto ®onbkap Aunb (Ponbkepa Auns, A3eHo Mnepiu) Galerie Volker Diehl (Volker Diehl, Zeno Plersch)
Katanor: Catalog:
ABTopbI TekcToB: Jlykac Tondep n AHactacus Lasnoxosa Contributors: Lukas Topfer and Anastasia Shavlokhova
PepnakTop: AHapen MaTprkees Editor: Andrey Patrikeev
MNepeBog: AHapel MaTpukees 1 Tomac Knapk Translation: Andrey Patrikeev and Thomas Clark
[Oun3anH: Huk Tennos Design: Nick Teplov
OTtneyvaTtaHo B «ABryct bopr», 121009, MockBa, LLy6uHckuii nep., A.2/3 Printed at «August Borg», 2/3 Schchubinsky lane, 121009, Moscow
© LICW BuH3aBop, © Winzavod CCA
© TeKCTbl: aBTOPbI © Texts: the authors
© N306paxeHus: aBTOpPbI ISBN 978-5-9905453-2-8 © Images: the artists
(ecnu He ykasaHo MHoe) (unless otherwise specified)
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