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oscow mixes the surface energies of
Lo 1'|-'It'_g;l'-i with pages from Katk:'s
Castle, Oin the one hand, there iy
actual wildness and popular images
of ir: flashy cazsinos and raging dis-

cos, quasi-legal prostitution {the age of consent only six-
teen), ever-lowing vodka, and the massive inflox of loxury
goods (Dhor, Chanel, a block-long Bolex billboard across
fronm Red hgjuare], in additon to Bussia’s mychic '.J].'H_iil.'l.'.'l.h
and gangsters, who put our versions of these figures 1o
shame as far as bling, badness, and influence go. On the
other hand, there are unsmiling uniforms at the frone desk,
overly complex and time-consuming procedures in place
of our cheery service cconomy’s efficiency, high prnices and
police hassles, all of which make the usual touristic aspecr
of o hiennial so awlkoward and
dyvsfunctional here, Add to thas
the living memory of a success-
fal revolution tumed bad, not
quite dormant under fresh !:'lg.--
ers of rampant renovation and
commiercialism, and one gets a
l"ll-l"_l'l-':ril"'l"u‘l -I'I'IP;I'I—I'I"I'I'ITT.'IF.I.' TTH -
tage of nows and thens, a potent
and disonenting cocktail for cut-
siders. In Moscow, the pasted-
on newness of contempaorary
images—whether by ariscs or
by multinational corporations—
pops and speeds all the more
intenscly aganst medieval and
savier archirectures, hroadcasi-
ing the city's real-rime sprint
out of the past into a guddy,

a nightclub and later found robbed, slashed, and almost
frozen to death on the outskirts of the aty. NMone of this,
however, could stop @ Moscow Biennale of Contemporary
Art. At & ru oon January 27, the Bervozka Yodka blondes
were in the lobby passing our free shots; most of the arn
was up and munoing; the crowds were pushing in; the
thing was obviously happening.

The biggest international art event ever in Bussia,
t hdoscow Biennale hit the capatal ke sudden weather—
a contemporary warm front coming in from the West to
me=ek i T {'-|11 i P :-;.'L ' -:|r- |-: :-|.'.l| |'|I-:'|dl||.'[- r_-_~.|_'||:-|_':aE|:c TE'IL'
preperestroika underground art of the "6os through the
*Sos, which was seen in these few days by its largest audi-
ence ever. The constant snow plos the minus-twenty-
degree-Celsius temperatures provided a white wall more
extreme than that of any Chelsea gallery, and agamst this
11.JI_'L;I_III'I]_'I, _~||.I_l"|-!-i-|_'1:l'|.|, L e B I'I]hl.llli'- .'IIII.! CErerrTsiin |||"h|:|
curated into contemporany existence, This magic was per-
formed wich cthe help of an impomed team of five European
curgtor-stars—Daniel Bimmbaum (director of Frankfurt’s
";T.'iwlll.'|ki.'|1l.l!l.'.'. |.||'.'|_ Hl wibmnova l:':'le'll.'l.ll'i'l.l:l':ll' lf‘lf ."-.-'L"ll".lfq'_'f-'\.rﬂ _1.:1,
NlLI::II,“-. I%-I !ll_lrr||-'|!\.'|l'_| I:I_'I.Ir.\:l.tl"l]' o 1||.'; 1'¢r|.h'||iﬂ L Hil.'r'll'li:l!l.'..'h -'.IJ'II\.:ITII
‘g3 and codirector of Pans's Palais de Tokyo), Rosa

Lieft: Membais of ortist aollective Gelatis with Berysako Vodkn gicks, Mosces, 2008, Photoe kann Ralkay,
Right Ohesg Halik, Armasiéo for Four Show:, 2003, Perommance viaw, Tole Modarn, Londor

ineluctable abstraction.

50 how does an intermational bienmial arnve 1o a con
text like this? Last-minute, or not at all. Curaronal hirings
and firings, venue changes, and all kinds of conspiracy
theones and media controversies preceded the event
Artists complained abourt absurd degrees of burcaucracy,
three-day wairs for a serewdriver. Sam Durant's work was
ik in cnsrorms, Wideos I:|:,.- J-:r|||'| Bock and athers. meant
to be projected in a subway station, didn’t seem o be
functioning. There was no way to see all the art on the
schedule with the conseant traffic gams and secunty mea-
srires at each venoe, Most aminons of all was the disap-
pearance of one of the biennial’s Durch installarion
specialises, last seen in the presence of two local girls at

biartine: (cocurator of the next Venice Biennale), and
Hans-Ulrich Obrist (co-organizer of “Utopia Station™ and
curator of contemporary art at the Musée At Moderne
de la Ville de Paris]—along with a local coordinating cura-
tor, former underground impresario and current deputy
direceor of the State Centre for Musewms and Exhibitions
Raosizn, Joseph Backstemn,

If we had something like a cultural forecastng device,
the capitalist front driving the biennial into Russia might be
visuahzed as dense, fast-moving clouds originating in
places where most Artfore readers live and proliferating
as a hiennial svarem that continuouzsly pushes the climate

J uk,

we call “contemporary™ across the sheinking globe. Such a
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Miocol Assad, Sheephesaness, 20032006, Installaton vies, Lanin Musaum, Mooy, J005

I.‘II."- i|..|' rr“ul'll i!l‘hiﬁ |'|||| [l II'“. l_'Il_'.lrI |1 il‘l.-rhrtl"\.hllr{l r 1 I:ll'
Pugin-era Moscow, its newly organized wealch and rising
art-collector class, and all the no-longer-outlawed local ore-
arivity that has nowhere else o go these davs but out into
the expanding global market, 5o, from certain very
Muoscow-Centric circles, there was an urgent demand for
this event, In a renovated Manhattan-style loft, at a party
I'l':l‘ﬁ[ L'lh |1:|' I.I'li' [ g |.h"|'||i:l-' il:lrtrl';.'-ll {..Illl'!l of ':_.:I"I'l"l:l;.'m'rl{'lr."lr:.' _-ll'|_"
Collectors, local investors, gallerists, and artists echoed
Moscow's need for this Hjection of voung art from abroad
[and the business and attention that come with it), It was
said thar it was in the mterests of certam offigals, dealers,
and organizers of the event that local artists expenience this
new weather in order to invigorate and update their own

Mikkadl Fomm, Lenin ls Adve, 2050, sbil from o black-andwhits

dpgitad v dend propaction Dranale e figa 35 ien fam, 296 minygbes
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production and thereby make it more internacionally inte-
grated and myvestment worthy. And then there's the ciry’s
basic, metaphysical need to make itself visible in this
warld—a need for a cultural equivalent of the. Olympic
Games—expressed in optimistic press releases issued
by the Mimstry of Colture thar sold the event as a bald,
povernment-sponscared mitaove o modernize the national
culture and sclf-image by opening up a dialogue with inter-
natenal contemporary art.

Along with the biennial’s crypric ritle, "Dialectics of
Hope,” the promise of the contemporary hung over
boscow like a nddle "|-'|-'.'IiT:I|.'Ig to be solved. The Evr AN
curators gave us one version (the main event: focyv-one
artists from owenty-three countries), while local curators
presented another (more than twenty-five special projects
showcasing Russian art theoughour the city). This encounter
between voung but mostly known artists—many already
well traveled on the international bienwial circuit and fre
quently exposed in magazines like this one—and entire
foors in nearby venues devored vo Russian artists (famil
iar only to their peers and w a few specialists of the
reon) mireduced an unexpected topological twise to the
notion of the CONLEMPOary. YWith all the mternational
consensus and expertise backing the bienmial’s imported
product {and che b"lq:-l.‘:l:l.l Biennial itself as a formar for rep
resenting an invermarional today], in would be oo muach o
say that the funcrion of CONEMPOrAry art was contested
or seriously casr in doubr here. But in this particular con-
text its status appested less clear, less bixed, and this

' | '|_'-...'L----I'l.r| mie, at leasr—was |"|{' Llrr|r1'i11:|ral prn.;||||_'|: |1|"
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T oo

the Maos
there mav in B ¢ been maore than just o
within the polvmorphons

ontemporary from iselt,
2 it 80 =p1|| and mimic itself from one exhibiion 1o
the next.
The hienmial's mwain b
Museum, which had been

following Yeltsin's moment treme muakeover of

the caty's Sovier image. But the undead Lenin rerurmed-

sometimes nostalgically, sometimes ionically—n numer-
I Litte

l'rf.'.lr 200 —2C

Bilise Moses "r-.|II|'| [|.|L LI.'I||. .leil-:‘ﬂ ey

it A carclsn a5 shown 1o

Kl
ered a porteait of Lenin from the museum’s ba
pimned it 1o the wall {along with an old movie |
s Heali .'.ul then there was thr CLERLES
kicumien-
tary film projected nonstop in a magestic room of its own,
et a5 it always had been when the musenm was siill dedi-
cated o Lemin.
The curatoes favored voung artists and wiork that was in
fhux, still in the ¢ 5 of elabomit-
ing and testing
[ndeed, the most engaging v
mied o stumble into the she
¢, keeping the ques-
~tion and function

cxample, was 3
hummang gas
s, metal and mbber tub-
»wimde ned onto
r|-||r l1||.-..-_'ud cautside, stfling 1
heat, and slowly ..IL..I.IITII.'I'IHITE.-.
machine-made frost, The
i theater af 5
ment of p
aaes, an animati

1n]-||.[L-.|. ik o addevice  Gulatin, Zapf de Plal, 2006
that, when cranked, unspooled (Irswditionves, Lenn
sarips of sheer metal, string, and col- i e i
ored Abbong, winding these into a
4_|i]-|_iing matesial, secnons of which
benr, and strewn throughour a marble l'|.1|l'.1'.11_.'

3 D H|_|: 111.|- msses [|!‘u||1.lL h an ug '['IL'I'-
floor winds o the sulbs (1l ¢ ar and
eontribure d




Mlaclislas

anyad, It ks Mad a Borcd, 2006, o

t, candy-ca Z||'|.||'|.I'I'II £

LIPS MIansr _|'|_=||'_'_:_;_u_| vid I'|-.' ".=.I|.=|:I'- ki MICINP oL




1]
=]
(=
=
-
®
L=,
2
o
=
[
B
e
-
-1
®
a
Q
=
4
3
=
1]
=
8
o
-
=
at ]
®
W
-
-
>
Ay
1]
-
=5
=4]
=i
3
-
]
i
E=,
S,
-
i
(=
(=]
Q
=
q

24n)sag onjayjsae Ao} pue pauoHouEs B UdaM]a(] 3JBIJUI2IP M UBD MOH

graphic design—and Kulik's Madonsa orth
Children, zoag4—a readvmade aty bus stop
amd vitnime, which instead of the uswal adver-
sing i'||.|j;!_' :|='-.|1|.|.:.'~: a faux Fashion ]'\-|1-:|'.|:-
!'_r.l'."l'l lil | '; III. 5 I'II.".I Hllil.'illl I"il.’lIt:l.'r'::"l-j:l.III'.I'I'.:I"
'hrl.ll.:l|||.'i| L !|:! I"H.l:lll l'ﬁi'\. [ 5] 'I.'I'I!II.III;II'. F'I"'II'IIiII-'- =
ing slick promotional strategies in the service
of shock tacrics {and vice versa), such works
take direct aim ar social issues thart the bien-
mial would probably prefer to smooth over,
but in the end they mostly declare and illus-
trate their intentions, making vs wonder
whether there might be something less read-
ily consumable, something like a “Russta 3"

around the next corner,

n Moscow, there wos 0 constant refrain
AIMAONE VESICINE CUTITOrSs an L1 f'::llln'lu'lll"iﬁ [I'IE.[
L contemporary Russian art is “derivanve,”

“mothing new,” or even the occasnional “looks
ke an WA pradvation show.” Glanang
||'l|'l :':I_ll-ll | EIII\'.:I .‘q"-‘:l_"l.'-' af |:|'|';.' |11_r!_'|_—...:|l:|r'||1.|] IMIAE
avent, howeyer, one |'-'-|1;|11 hear a Muscovite
writer critiquing the imported art for its
“sleazy, low-format appearance” and “poor
comamunicative abilickes.” Beyond their simple
reflection of differences in maste, such sgare-
meents can Al be read as ST PLOnS af a lin-
gering incommensurability, even as a positive
sign that the bicnnial’s formar is nor its cnly
message and that, no marter how neutralizing
{or wtopian) the imaging of a global contem-
poracy may be, it can sall provoke put-level
reactions, dashing sensibilites, and debates

Left: Amfioe Ginzburg, iotemvonpelganger. 2004, ool pholograph, GO ¥ 287
Ripght AES=F, Apdion Hattle (AR ), 2003-2005, I~k jet pant
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aver image, form, and strategy.

In o 2093 catalogue essay local curaror and entic
Constantin Bokhoroy wntes that Russian armists really
don't care about being original or providing the world with
any special knowledge. Flipping through his text on my
way o ancther openitg, | began to imagine that the secret
BETILA -:|I..'.|'||' R issnany artist :r|i|'||'|| b o3 -.'||:-'.1.'.'| r-:H‘ oot em
porary, To mimic of pirare it 11 we assume that the statos
of mternanional contemporary act relies vo a large exsent

oth financial investment and institutional EgiTImiz:-

O
tiom, perhaps a “derivarive” contemporary practice could
be a kand of black-marker tactic, a dispersion strategy, a

termitelike hollowing our from within of the values and
representanions thar the intemational bienngal system tends
ty affiome. There mav be a fine line berween the contempo-
rary art of appropoation, for example, and a local are of
pirating or fronting contemporary culture. Flow can we
differentiate between a sanchioned and timely aesthetic ges
ture and the potential threat of 2 more viral antiaesthenc,
and at what point do our institutional antibodies deade
their st has been infected? Ar this groundbreaking
biennial, the contemporiry motment sometimes seemed

ciorwndexd 'a'.llll i:.||l|."\-I|r|"..
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“Post-Diasporas” was an exhibition featuring Russian-
and Eastern European-bom artsts comrentdy living
places like Pans and New York. All the work engaped mul
ticuleral issues such as translating national and local iden-
tity in a global context, border crossings, ete, There was
Daniel Bozhlaoy's hysterical overconsumption of KEA cul-
mire and a project by Joanna Malinowska in which the
artast assumed the identity of a Polish cleaning woman in
Manhattan, exchanging her pefformance of an itmigrant
stereotype for lequally stereotypical) haghbrow cultural ser-
vices from her dients (philosophy lessons, piano recitals,
ete.l. Yevgenry Fiks's twoschannel video installation
Hackers Ciibicle, 2o04, presented interviews with prison-
ers enrolled in g Rikers Iland computer-programming
class alongside footage of the *cubicle,” a combation
compater workstanion/prison cell, a sorr of digital crime-
and-punishment apparatus. This work continued the
arnst's omgoing exploration of what he has deseobed as an
unconscions symbiotic relationship between immigrant
computet programimers pursuing their dreams in corporate
America and the burgeoning commal cyber-underground
of provincial Russia. Taken as a metaphor for the local
artist operating n a global marker today, the anonymons
hacker suggests an ambiguous acsthetic that's indifferent
to intellectual property, formally deceptive, parasinic in
relation to originality, impossible to trace but no less pro-
ficient or mdustnous than its host.

If presing, pir.1r||'||:_, and other PMelic MeTIcs are so
operative i Russia today (media prracy is rampant here],
and if such processes put pressure not only on recent offi-
cial images of nanonal identity bur also on the mechanisms
by which contemparary art is globally diseributed, then
isn't it possible that an “unongingd™ Russian version of
internatronal act in et harbors a |'n:_||:|:|1‘ti.;|| subversion of
the culture market that's poised to absorb 1t? In a word
where everything is just as “contemporary™ as everything
else, questions of legitimacy and authentiaty might have ro
mive way to new, more complex ideas of duplicrous
cohabitation or perhaps antagonistc worlds. At ¢ Moscow
Biennale, these ideas seemed g0 be right there on the table,
blending in with everything clse.

And if a group exhibition like “*Gender Troubie,” tor
._-_-q:;'|_|'_-1j'-'||_-_ can be 1[|;‘|1rr|.|ri]:.' dismizsed by an Amencan pour-
nalise with “Haven't we been here alreadys” | wasn't sure
how to dismiss the blindfolded, stark-naked performance
artist with a video camera taped to her head who comered
me and other random speetators ar the packed opening,
blindly groping and filming us at the same time. When was
this contemporary, and where was this moe? Yes, thepe was
somethimg a bt familiar abour it, maybe carly-"90s 5V A via
*ros shades of Valie Export. Still, T suddenly had the feeling
that here, for a Aleeting moment, a disceepancy berween
simultaneous contenporanies was not mercly possible but
literally embodied. In Moscow, cxamples of “legitimate™
contemporary art were vastly outnumbered by works that
no European curator would give a second glance, and the
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outnumbered by works that no European curator would
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real queston wasn't which version was most adequabe
ar timely (it's all i obviows anvway) bt bow we
might think shout this dscrepant simultaneity ma less-
n,ulnﬂzi'lg_h-i,':-pn]!‘nnuﬂm:.: . Waalv 2 bienraal
ool elaborate this gap, expand on and oo it

The stmag presence of Soviet-eza underground
art, much of 1t produced colecely B small, locl ar-
ches berwreen the "Sos amd Wos, immideced a er ren-
w0 within the resintely contemporary fomat of the
intemsitiomal biermial: Surveys such i *Accomplices”
and “Apartment Exhibitions. Yesterday and Today®
usecrthed exirine secnet hissonies of Moscow an, expos-
g imensified creative life-forms that once @anved  the
fisk of thelr peoponents” impesormsent and within an
uffiaal gallery sopport syseem. Such colectives demand
i be madersiood m different terms than, say, “refanonad
asthetics,” which propasrs 1 mode] of “collaboestion”
hetween the ari, curseoe, i spectator by ppermg 2
suppnsed space of sncial meeracton within the detc
confmes of the institution and the markeplice. Bodk
midels eliborate ideas of niudied particpanon,
scripted situations, and play, s opposad 10 the produc-
ton of compleoe objects to be passelr masumed by
imienested thimsh separssad viewess. Bun thse were po
spectatons of Soviet-cra undergronnd art: K yon wene
there, vou wene necesanly a divect panicpent; Foe, bon,
were makineg it. & mandesso by the Codecove Action
Group ounded i v} staes: SChir activities ane spir-
nual practioe, but not art m asy commercd sense. Each
of our actioms s & mhual with 2 porpose, ressdy vo o
ate an amosphen: of unamimicy among the pame-
pents.” At first the may ot seess all that different from
acursmoml staterent by rebinorel-asthenos Toatman
Boumsud, but there 5 2 cucal Gsenction belween (ot
temiporary projects based on professional collabaranion
and the mufhiaal group actions, el imtallations, and
spontanenus, frends-only quasi mstinutions thar char-
actenzed the apatment exhdations, readisgs, and
debaces of the “éos thmugh the “Sos. For unbke the
desipner an hempouts and romanmcazed open netwins
of todav, these earfier activities wene in nn way ocmied
towird creating sandardiaed models adapted o exter-
mual swseens of reproduction asd dswunon Docs-
mentation of such collectively inhabied emtities a5
Mubkomar [Toadstook Gromp), TOTART, and AFTMT
| *Accomplices”] presented something much doserio
an antiprogram, precsehy 2 refusal of what we men by
polabocation these days. The expenenos of vewing this
coimnpiled evidence in a museun filled wich banial
spectatons, or on 4 qurated tour of ce-crexed apartmest
exchabeswons thoughout che city, caly noresed the fedk
g of 3 saggimg disconnect berween these seemmply
ligned modds.

Conceived 25 a genealoginal extension of those ear-
I gromps, the moee mecent work of e Radek Seciery
was poesemted af 1 ramshackle noaproft space called

France Gallery. Videa docementation of Radek actions
such &5 Demosstraiion, 200z, attempted to translate a
oollective ethic o _.1r¢--:|,'.'|1-|.l:|'|.' Moscow, where free
expreaswn and entical intervention in the publsc domain
arg nstensibly authonzed options. Filmed From sooss
thi street, isognitn Radek members waited for 5 zom-
bicfike mass of msh-lhowr pedestrians to foom at a
Muomorw crosswalk and then, as the light mmed Ereci,
hoisted commic-red banners over the unsuspecting
crowd of “profesters.” Co-opting the programmed
thything and docbe hodies of the metropales, this action
hallucinsted a revolutionary moment where it was least

Rl Bactity, Eunviinssiradhn, S0, 61l o oot Wéen, S mrudes

YOINE, COnmenipsxrary art? The biennial and the liheral
values it commmacates, ir ik said, are |.l|.'||||.'. st 4% 3
public-relatsons eool by the nght-leaning state i order
oo sodten its own image and 1o disguise an increasngly
I".|':|'.'I|:|r|'d Kussian society, Inn_'r 1.I'.J.:III.J| COALER ||'||||:'|| "
art B a highly imstrunmnentatized sysiem, and by 5is own
playful strategses easly lends itsslf to the kinds of ool-
laborarons and displacements that faclitate both socal
comirae amd ||'|.'|rh o |_'|‘|i|.,||_'|'||_'| [|| "..El iLTRELL [|1|_' ||1|'||_-\. |||'
thas tendency were exposed in the unexpected momems
when the tempocal plenitude of the contempoanary diln'l
SEEIT 10k ARTEE with rtself, Here, this first benmial—a son

possible and least expected and momentanly confused
animage of the contemposany with the oorimely et
of a gadical collective desse. The overloaded slogan s6x
MARYX KARL PISTOLS swims in one's eves foe o few sec-
ouds, pefusing to cohere as 2 message mthe same way
that the “demonstration” resisted sending into an
imeage ol ather protest or cvil ehedience—ar, for that
DIANREE, ArL.

Meere were some real pn:l;n,'sl;'\,-.—;u'_n;ul,':lr by the
movements curteintly orgamizing aroond the ssue of
grrvemment pensionis—and a heightened police presence
o Lhe occasion of the baenmal, whech i othe eves of
many ocals was largely & symbol of the iew Rosem
elive. Why, for the frst time ever, is the Putin govern-
ment s0 imtenested in develoging a relatsonship weth

oo rexe halloon and 8 fresh node in g prrl'hh:-r.'.:l ng sys-
e that spreads the posiive values of meenomnection,
cliabogse, amd mutual sxposire—dxln't cxsaly comcide
with a aty that hasn't yet manages! o synthesize its
present and past ineo & coherent aimage: 16 the fizse
teloscow Bienmale AvE s :-;r-rn;--.hmg T I'mp:,' foir, it's
thar hacuee installments wall ke theic cue from thas
one'’s ||1|:|r|r\-I|' Faays aned allpmgrn._ amd buikd noe tovand
a move eficient negotation of cubural diferences but
rather unbuild a lictle, throazh a heighrened guestioning
of the blemsial's very format and function. Mew sparks
seem b fly from colliding, nos-yer-synchronised speeds,
A hiennaal can shoaw up .|'.1:.'\-'.'|'|:'r|-. bk it st have o
show up on tme. [

Jokm Klury b Sdem Frovk-based wrise
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