NMHCTAJIJIANINA
HA 49-1 BEHEIIMAHCKOMN BUEHHAJIE

Apcenai, 2002

Pa6ora, npexacrasienHas Ha BeHeruanckoil 6umeHHane, UMEET
HasBaHMe Teonozuneckue becedbt 1 OTHOCUTCS K IPOEKTY Cuewnvie u
epycmnvie npurarovenus Inynozo nacmopa. B paMkax aToro npoexra
B 1996 roay 6sL1a ocymiecTsiaeHa akius, rae [Tacrop (B. 3axapos)
60pOoJICA C CYMOMCTOM U IIPOUTPAJ, M CAEJIAHA €€ BUIEO03aIHCh.
ITo3xe 51 caeman pacnevyaTKy ¢ BUJEO U TOJBKO TOTAA OOHAPYKII
JeTalb, O KOTOPOH CTOUT paccka3aTh noapobuee. Ha 3annem
IJIaHe, 32 JByMsl TUTAaHTCKUMHU (pUTypaMu GOPIONIUXCS CYMOMC-
TOB, CTOs1IA ¢ POTOAIIAPATOM JI€BYIIKA B 6esoil kopTouke. [le-
BYIIKa OblIa MHE 3HAKOMA: OHA IIOMOTaJa B OPTaHU3AIUHI MOETO
npoekra B Anonun. Ilos:xe, korga g BepHyica B KéapH, MHE co-
OOIMIN, YTO OHA, BHJAUMO, YTOHyJIa BOo3jle ocTpoBa OKUHABBI
CIYCTS AE€CATH JHEH IOCJIe aKIUH.

IToxaspiBast padoty 7Teorozuueckue becedvl TPy3bsiM U 3HAKO-
MBIM, S BCErJa oOpalal UX BHUMAHUE HA CHUIYST JEBYIIKH, pac-
ckaspiBas ee ucropuio. Co BpeMeHeM CTasl BCe Jalle U OoJblie
rOBOPUTDH HE O CAMOU paboTe, a O MAJIEHBKOM CHJIy3Te ¢ (poTOAI-
naparoM. M 3TOT cruyaT Hauasn Bce aKTUBHEE Pa3pyIlaTh KOHIIEII-

IIUIO, BBITECHSSI OCHOBHOMU CIOXKeET, npoHuIo, cMeX. Ceifyac mpo-
HCXOJUT CJIE/YIONIee: S He BIDKY IIEPEHETO IIJIaHa, €ro Oy TO HET.
Barisg cpasy ycrpemisercsd K 6€J10My ATHY, K XPYIKOI (pUrypke,
K €JiBa pa3IuIuMOMy OObEKTUBY (POTOKAMEpPDI, HAIIPABJIEHHOMY
He Ha OOPIOIUXCS, 2 — KAaK MHE Telephb KAKETCA — IPAMO Ha Me-
ud. Jlesymka pororpacdpupyer MeHsi BCAKUIA pa3, Kak g CMOTPIO
Ha Hee. f yBepen B 3ToM. BO3MOXKHO, 3TO K€ TPOUCXOJUT € KakK-
JBIM, KTO ee 3amevaeT. Ho 31ech mpHUCyTCTBYeT U APYroil aceKT:
JeBylka-pororpad cama BBIGUPAET OOBEKT ChEMKU. 3PUTEJIb HE
MOKET OOHAPYXUTb KPOIIEUYHBIH CHUJIYST, HOYYyBCTBOBATDH IIyOU-
HY B 6AaHAJILHOM, IIOK2 JEBYIIKA HE YBUJUT B 3pUTEIE OOBEKT I10-
HUMAHUA.

N nocnennee. /IBe 6opronuecs GUIypsl CYmeCTBYIOT Ha JIN-
HUY TOPU30HTA HAIIETo BocnpusATHs. bosee Toro, aTa BeyHas ma-
pa popmMupyeT Halu IpPeJCTaBIEHUs O MUPE, POXKJA€T KOMMEH-
TapuH K HEMY, 6€CKOHEYHbIE ACCOIUAIINY, YTOMUTENbHBIE CCHLI-
KW 1 QHUIOTUH, IPUBOJSIIYE 3PUTENS U K ONOIEHICKOMY CIOXKETY
60pu6b1 MakoBa ¢ aHresoM, 1 K MbTHOMY MOHOJIOTY € CAMUM CO-
60i1. Kyma 661 HU TOBEPHYJI B3IV, OH yKe TaM — B (pOKyce UX IIy-
toBcTBa. Hy uTo x, 6ynem cmesaTnes u Beceaurnest. Hagerocs, aro
1 XpYIKas SMNOHCKas JAeBymka KaxXmMmorTo-caH yiablOHETCH,
«BEYHO Jgesasg» CBOM (oTorpaduu nU3 DIyOMHBI MOHMX paboT,
BHCSIIIYIX HA CTEHAX 3aJ1a 49-1 Benenmanckoil 6GueHHaIe. B.3axapos

INSTALLATION AT THE 49th VENICE BIENNALE

Arsenal, 2002

The piece presented at the Venice Biennale is called Theological
Conversations. It is based upon the project Funny and Sad
Adventures of Foolish Pastor. In the context of this project an
action was performed in 1996: the pastor (V. Zakharov) fought
against a sumo wrestler and lost. At that time a video recording of
the action was made. Later, | extracted a still from it and only then
discovered a detail worth spending a few words on.

It is a young woman. Small, wearing a white blouse, she
emerges from behind the figures of the struggling contestants
with her camera. I'll say it up front, | knew this woman. She had
helped me with my project in Japan; now, however, her where-
abouts are uncertain. She has disappeared. After my return to

Cologne | was told that apparently the woman had drowned on
the island of Okinawa some ten days after the performance took
place.

As | showed the piece Theological Conversations to friends
and acquaintances, | kept drawing their attention to the silhou-
ette of the woman, telling her story. Over time, | found myself talk-
ing more and more about the small silhouette with the camera
instead of the piece itself. This silhouette gained more and more
space, progressively replacing the main subject, the clarity of the
concept, the irony, the humour. This is what is happening now: |
no longer see a foreground, as if there wasn’t one. My eyes run to
the white spot, the dainty figure, the camera lens, which is diffi-
cult to detect, apparently focused on me rather than on the
wrestlers. The young woman photographs me every time | look at
her. I know this. Maybe it's the same for everyone who notices her.
But then there’s another aspect - the photographer chooses her
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own objects to be recorded. The onlooker has no chance to notice
the small silhouette, to follow the profundity in the banality,
unless the girl herself discovers in the onlooker a correspondence
or peculiar characteristics.

A final remark: two struggling figures stand on the horizon of
our perception. This eternal pair shapes our understanding of the
world and produces commentaries, endless associations, difficult
instructions and analogies, leading the onlooker towards a biblical
subject - the struggle between Jacob and the angel - as well as to
a drunken monologue. Wherever it is cast, the glance will meet
scenes of sheer madness. And therefore, let us be merry and
laugh. Hopefully, Kazimoto-san, the dainty Japanese girl, will
always be laughing as she makes her photographs from the depths
of my pieces, which hung on the wall of the exhibition space at the
49th Venice Biennale. v. zakharov



ITOYEMY, KOI'JA HAYMHAEIIDb - HUYETO HE IIOMHHUIIb, A KOI'TA KOHYAENb - HUYEIO HE IOHUMAENIb?
WHY WHEN YOU BEGIN YOU REMEMBER NOTHING AND WHEN YOU FINISH YOU UNDERSTAND NOTHING?

TEONOrMHECKME EECENBI b Tl iy Comieasanmy

DKCIIO3ULIUA B ApCCH‘cUIC / Installation in the Arsenal
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