edunyg ae[siuelg

BAOJL], BUUY

HATHDYV "YdMAOd ¥dMOTA

AreHrcrBO CHHIY/IIpHBIX UCCiIejoBaHUuT
Cranuciaas lllypumna, Auna Turosa

FLOWER POWER. ARCHIVE

Agency of Singular Investigations
Stanislav Shuripa, Anna Titova



MOCKOBCKUH MY3€M COBPEMEHHOT'O UCKYCCTBA

AreHTCcTBO CHMHTYIAPHBIX UCCiIeJOBAHUM
Cranuciaas Illypumna, Auaa Turosa

FLOWER POWER. ARCHIVE

Agency of Singular Investigations
Stanislav Shuripa, Anna Titova

Moscow Museum of Modern Art



MOCKOBCKHH MY3€H COBPEMEHHOI'O UCKYCCTBA U rasepest « Ipuymd» paapl
IPEACTABUTD NPOEKT ATeHTCTBA CUHIYIAPHBIX MccnenoBanuit (ACH)
«Flower Power. ApXuB» U COIIPOBOXKIAIOIINI €I'0 KATAJIOL.

OcHosanHoe B 2014 roay xygokHukamu CranucaasoM Iypunoi 1 AHHOM
TutoBOH, AreHTCTBO CHUHTYISIPHBIX MccnenoBanuil (ACH) naydaer Tak
HA43BbIBAEMBIE «CEPBIE 30HBI», IPOCTUPAIOIIUECA MEXKIY (PAKTUYECKUM

1 (PUKTHUBHBIM, HAIIPSAMYIO BIUAIONINE HA MH(POPMAITMOHHBIN OOMEH MEXKIY
MIPOILIBIM M HACTOAIIMM. B CBOMX NPOEKTAX XYAOKHUKH PACKPBIBAIOT HOBBIC
BO3MOKHOCTHU U3MEHEHUA CYLIECTBYIOIEH IEUCTBUTEIbHOCTH, KOTOPAast
JIUIIB OTYACTH (PUKCUPYETCA 33 CUET JOKYMEHTATUCTUKH, TOITA KAK OTPOMHASA
JTOJIL BOCTIPUATHA OKPYKAIOIIETO HAMU MHPA U HAIUX IPECTABICHUN

06 UCTOPHH 3aBUCAT UCKIIOUYUTEIBHO OT CUJIbI BOOOPAKEHMS U MHOI'O-
YMCJIEHHBIX BBIMBICJIOB U JJOTA/IOK, TOTO HEBUJIMMOTO, KOTOPOE OCTAJIOCH

32 paMKaMU (PU3UYECKUX CBU/ICTEIBCTB IIPOU3OIE/IINX COOBITHH.

B nnpoexkre «Flower Power. Apxus» ACH IpOAOJIKAET PACKPHIBATD
MMOTEHIIM A YKAHPA UCTOPUYECKON PEKOHCTPYKITUH, OOPAIASICh K TPA/IH-
ITUOHHOMY A3BIKY UICTOPUYECKUX U KPAEBEAYECKUX MY3€EEB U K APXUBY

KaK *KHUBOMY IIPOIIECCY U HCTOYHUKY HOBBIX CMBICJIOB, 4 HE TOJIBKO MECTY
XPAaHEHMS OCTABIINXCA OT IIPOIIIOTO JOKYMEHTOB U IIPEAMETOB. BbICTaBKa
IIOTPYXKAET 3PUTEIIS B IIPOCTPAHCTBO AJIBTEPHATUBHOM UCTOPUH U, YEPE3
CMENICHHUE PEATTbHBIX U BBIMBIIIVIEHHBIX APTE(AKTOB, PACCKA3bIBACT

O BOOOPAKAEMOM TAUHOM OOIIECTBE, BHEAPSA €I'0 B KOHTEKCT COBETCKON
ucropuu. TakuM 06pa3oM, XyJOKECTBEHHAS MUCTH(PUKALIHS OPIraHUYHO
BIIETAETCS B PEATIbHBIN HCTOPUYECKUH ONBIT, TIEMOHCTPUPYS TOHKOCTD
IPAHU MEXAY MUPOM (PAKTOB U MUPOM BBIMBICIIA.

MOCKOBCKHH My3€H COBPEMEHHOT'O HUCKYCCTBA Pa/l IPOJJO/LKUTh COTPY-
JHUYECTBO C rasiepeeit «TpuyMd» U BBIpa)KA€T IPU3HATEIBHOCTD BCEM
Y4aCTHUKAM IIPOEKTA.

Bacuauii Llepemenu
M CTIO/IHUTEIBHBIA JUPEKTOP MOCKOBCKOI'O My3€s1 COBPEMEHHOI'O UCKYyCCTBA

by Vasili Tsereteli
Executive Director, Moscow Museum of Modern Art

Moscow Museum of Modern Art and Triumph gallery present
the exhibition project by the Agency of Singular Investigations
(AS]) Flower Power. Archive and this accompanying album.

Founded in 2014 by artists Stanislav Shuripa and Anna Titova,

the Agency for Singular Investigations (ASI) explores the gray areas
that lie between facts and fiction and directly affect the information
exchange between the past and present. Their projects uncover new
opportunities to change the existing reality, since it is only partially
recorded by the documentary genres whereas a large portion of our
perceptions and historical beliefs are determined exclusively by the
power of imagination and numerous fabrications or conjecture—

the unseen that cannot be traced in the hard evidence left by past events.

In Flower Power. Archive, the ASI continues to explore the genre of
historical reconstruction; the artists use the traditional language of local-
history museums and tap archives as a living source of new meanings,
not just the storage space for documents and artefacts of the past. The
exhibition immerses the viewer into the space of alternative history and,
by conflating real and imagined artefacts, tells the story of an imagined
secret society, integrated into the context of Soviet history. This

artistic hoax is thus able to naturally intertwine with the real historical
experience and demonstrate the thinness of the line between the realm
of facts and the realm of fiction.

Moscow Museum of Modern Art gladly continues its collaborations with
Triumph gallery and thanks all contributors to this project.



IIPU3PAKOJIOTHUA HACTOAIIIEI'O

TepMUH «IIPU3PAKOIOT Uy U3HAYAIBHO ObUI BBEACH XKakoM Jleppua B €T0
padore «IIpuspaxku Mapkcay (1993), rie OH KpUTHKYET Uieto OyKysiMbl

O KOHIIE UCTOPUU U BCEX OOIBIINX UACOIOTUN. C TOUKHU 3peHUsT Ppunocoda,
MPU3PAK — 3TO CYHTHOCTb, OOIA/IAI0NIAS ABOVCTBEHHBIM XaPAKTEPOM: OH

Y CYIIECTBYET, U HE CYIIECTBYET OJHOBPEMEHHO, OH «HOCUT B CEOE HAC/IEHE
JIPYTHUX 3MOX, HO TEM HE MEHEE HETIPEICKA3YEM 1 HEYMOIUMy. Hapyrmas
MIPHUBBIYHYIO CTPYKTYPY BDEMEHU, IPUBU/ICHUS IPUXO/AT K HAM M3 ITPOIUIOTO
B BUJIE CJIE/1A, BTOPI'AIOTCS B HAIIIE HACTOSIIEE U HEU3OEKHO MEHSIIOT €I0.

BoicraBka ArenrcrBa CunryiaspHsix Mccnenosannii (Cranucnas Hlypura,
AHH2 THUTOBA) NOCBAIIEHA UMEHHO TAKUM IIPU3PAKAM — TEM, O KOTOPBIX
CTAPAIMCD 340BITh, WIH TEM, O KOTOPBIX MEUTAJIN, TEM, YTO HE BOIIUIN

B aHHAJIBI O(PHUITUATIBHON UCTOPHUHU, U TEM, UbEC CYIIIECTBOBAHUE ITOABEPIHYTO
COMHEHUIO. FIX HEYIIOKOEHHBIN AYyX CKBO3UT B CJIOAX KOJUIAKEH,
IMOBECTBYIOMIMNX O NOJUTHUYECKUX COOBITUAX, BOIUIOMIAETCA B TEJIAX
CKYJIBIITYDP, U300PAKAIOIMUX I'€EPOEB KOHTPKYIBTYPHOI'O COIIPOTHUBIICHUS,
MPAYETCA B APXUBHBIX OOKCAX C HA3BAHUAMHU BCEBO3MOKHBIX UJIEOJIOTUH,
KYJIbTYPHBIX TEUYEHNH U COLIMAIBHBIX JIBUKEHUN.

AHWIHM3UPYSA HA IPUMEPE UCTOPUN HEKOI'O TAUHOI'O coob1ecTsa Flower
Power KO/UIEKTUBHBIE BIe4eHUA XX BEKA, ATEHTCTBO CHUHIYIAPHBIX
HccnegoBaHnul pacCMATPUBAET, IIPEXKAE BCETO, ITIOJIMTUYECKOE U3MEPEHNE
MIPU3PAKOJIOTUU. B (POKyCe NX XYAOKECTBEHHOI'O AHAIN3d OKA3bIBAETCA
YTOIIMYECKUI IPOEKT IO NEPEYCTPONUCTBY OOMIECTBA, CYIIECTBYIOLMIETO

B MOAYCE OECKOHEYHOI'O IIOBTOPEHUS U OTKIA/IBIBAHUA B OYAYyIIEE, KOTOPOE
TAK 1 HE COCTOSJIOCH.

Hcue3HnoBeHune GYIYITIETO U €T'0 BBITECHEHHE TIPOIUIBIM, PACTIA]] JTMHEHNHOTO
BPEMEHHU U IIPUBBIYHBIX (DOPM TEMITOPAIBHOCTH — KJIIOUEBBIE BOITPOCHI
JUIs1 XyJJO’KHUKOB, KOTOPBIE OHU UCCIIEIYIOT C IIOMOIIBIO MAPAJJOKCAIBHBIX
MMPOCTPAHCTBEHHO-BPEMEHHBIX MOJIETIE.

C ogHOM cTOpOHBL, ACH ITIOAYMHAET ITOBECTBOBAHUE O ITIABHBIX BEXAX
JIEITEIIBHOCTU COOOIIECTBA JKECTKON XPOHOJIOTUH, TPETEHAYIONMICH

H4 UCTOPHUYECKYIO OOBEKTUBHOCTD. C IPYI'OU, PEANIBHOCTD IIPENbIBICHHBIX
HaM COOBITHI PACCIAUBACTCS, JETUTCS, PACIAJACTCS, CO3/1aBas
TICUXOAETUYECKUI Y30P N3 OOPA30B PA3INYHBIX TEMIIOPEATHBHOCTEI.

B paboTax XyJJOKHUKOB BO3HUKAIOT 30HBI MHTEP(PEPEHLINH, I7I€

PAa3HBIE BPEMEHHBIE IUIACTBI COMKAIOTCA Y B3AaMMOIIPOHUKAIOT JPYT

B IPYI'd, IPEJICTAB/ISAA HCTOPHIO KAK MHOTOMEPHOE U IIOJTMPUTMHUYHOE
IPOCTPAHCTBO. B 3TOM ONTUKE HAIlIA COBPEMEHHOCTD MPEACTAET KAK TO,
4TO NPEOBIBAET B IOABIKHOM CBS3U MEX/Y [IPOLLIBIM U OYAYIIINM,
OECKOHEYHO MEHSAA CBOIO KOH(PUTYPAITHIO.

Baxxno ormetuTs, uTo Flower Power — NpoeKT Tpeo6pa30BATENbHDIMN,
OCBOOOIMTENBHBIN, 3APSLKEHHBIN MECCUAHUYECKUM ITOTEHIIUATIOM.
OH IBITAETC OCYIIECTBUTD PA3PBIB C HACTOAIIINM ITyTEM AKTUBHOTI'O
BJIVMAHUA HA JIEUCTBUTEILHOCTD Y€PE3 BCEBO3MOKHBIE IPAKTUKUA
BO3JEUCTBUA — MATHIO, TEJIETIATUIO, IPOITATAHAY.

Paznmyye mexy XpOHOJIOIMYECKON U MECCUAHMYECKOM TEMITOPAIIBHOC-
TAMU [PKOPIKO AraMO€eH OIpeaeIv CAEAYIOMUM O6PA30M: «MECCHAHU-
YECKOE BpeMs1 — MY/IbCUPYIOIIEE BHYTPH BPEMEHU XPOHOJIOTUH, TOTOBOE
BBIPBATBHCS B JIIOOOY MOMEHT U IIPOU3BECTU HEYJIOBUMOE CMEIIIECHUE,
SIBJISIFOIIEECS ,,BO BCEX CMBIC/IAX PEMIAIOINM "»!. OHAKO 3TO CMEIICHUE
HEBO3MOKHO 3dMETUTD CPA3Y, Mbl HUKOTJA HE MOYKEM IIPEJCKA3ATD
HABEPHAKA TO, KAKMMH OYAYT €TO MOCIEACTBUA. PEaIbHOE UCTOPUYECKOE
COOBITHE CTAHOBUTCA UM PETPOCIEKTHUBHO, KOTZId OYEBHUIHBI €T'O
pPE3YIbTATHL

MO3KeM JI1 MBI CETOAHA MBICJIATD TAKOE COOBITHE, PA3MEIAs €O

B TOPHU3OHTE I'PAAYILIETO, KAK JEIAIN 3TO y9acTHUKU Flower Power?
Kaskercsd, 3TO €1Ba JIM BO3MOXKHO, TAK KaK COBPEMEHHOE OOIECTBO KUBET
B PEXXUME A6COMIOTHON CHHXPOHHOCTHU INPOUCXOAAIETO O1aroaaps
CKOPOCTH COLIUAIbHBIX CETEN U CPEACTB MACCOBOU MH(POPMALINH.
[TonmuTrYecKoe U MEIUACOOBITHE CJIMINCH B A6COIIOTHOM €IMHCTBE,
NIPOU3BOJA OIPOMHOE KOJIMYECTBO IICUXOAETTNYECKUX OOPA30B-MOHCTPOB
Y BBI3bIBAA HA CBET IIPU3PAKOB BCEX MACTEN, 3apakasd HAC KOJUIEKTUBHBIM
TICUXO30M.

BBIXO/T M3 JAHHOT'O PEKUMA TEMIIOPAIBHOCTH, YACPKAHUE PEDIECKCUBHON
JUCTAHIIUU [10 OTHOUIEHHIO K COOCTBEHHOMY BPDEMEHU CTAHOBUTCS CETO/IHS
KJIIOYOM K IIOHUMAHHIO COBPEMEHHOCTH U CLIOCOOOM €€ KPUTUYECKOT'O
ocMblIcsieHus. Cieys aTor joruke, Cranucnas Hlypuna u AuHa Tutosa
YaCTO HUCIIOAB3YIOT HOTEHH A AHAXPOHU3MA U ACHHXPOHHOCTHU B CBOEM
XYAOXKECTBEHHON MPAKTHUKE, IPOTUBOIOCTABIISISI MEXAHUCTUYECKOMY
BHJICHBIO MUPA HEPAITMOHAJIbHBIE (POPMBI 3HAHHUH — CITUPUTYATIN3M,
330TEPHUKY, IICUXOACTUICCKHIE TPAKTUKN. TAKOM TPAHCBEPCATbHBIHN
B3IJIS1/] HA MUP Pa3pPYLIAET YCTOSIBIIUECS CTPYKTYPHBIE 6APbEPHI

MEX/Y PA3IMYHBIMHM THIAMH PAITMOHAIIBHOCTH U JJA€T BO3MOKHOCTD
CBOOO/THO B3aUMOIIPOHHUKATD, KA34JI0Ch OB, JAJIEKUM JIPYT OT IPyTa
UHTEJUIEKTYIbHBIM TPAAULUSAM, HAYYHBIM JUCLIUIUIMHAM U KYJIbTYPHBIM
TeKcTaM. [103UINs XyTOKHUKOB OJIM3KA TAK HA3bIBAEMOMY CUCTEMHOMY
HOAXOAY K JKU3HU, KOTOPBIY OXBATBIBAET BCE (DOPMBI JKU3HHU HA 3€EMJIE



U MIPpCIAracT KOHLICIIITUIO IICPCIVICTCHHA €C CCTCI‘//I7 OTKa3bIBAasAChb OT
pa3ac/iCHUA HA PA3YM U MATCPUIO, HAYKY U IYXOBHOCTbD.

B cBoeti pabore 1993 roga «Tpu akonorumn» Pennkc I'saTrapu nperaraet
HJIEI0 HOBOM 9KOJIOTUYECKOM IEMOKPATHUH, IPOTUBOIIOCTABIIAA €€
KOHIICTITY MAIITMHHOT'O KATTUTAIN3M4, [IOPAOOIIAIONIEMY HAIIIE OOIECTBO
IIyTEM IPUMEHEHMS AITOPUTMHUYECKUX JIOTUK K YEJIOBEKY. OOBEIUHAA
PETUCTPBI «OKPYKAIOIMIEN CPEbL, COLUATIBHBIX OTHOIIEHUN U Y€JI0BEYECKOU
CyOBEKTUBHOCTHY, PUIIOCOP TOBOPUT O TOM, YTO «MCTUHHBIN OTBET HA
3KOJIOTUYECKUU KPU3UC MOKHO HANTH TOJIBKO B MACIITAOE IUIAHETHI U IIPU
TOM YCJIOBHH, YTO NPOU3OHAET HACTOAMAA ITOJIMTUYIECKAs, COLIMAIbHAA

U KyJIBTYPHAsI PEBOJIIOLINA, [IEPEOPUECHTHUPYIONIAS LIEIH IIPONU3BOJCTBA
MaTEPUAIBHBIX 1 HEMATEPUAIbHBIX IEHHOCTEN. DTa PEBOJIIOLINS,
CJIEIOBATENIBHO, TOJDKHA KACATHCS HE TOJIBKO OTHOIIEHUI BUIMMBIX CHJI

B 60JIBIIIOM MACIITA0€, HO B PABHOU CTETIEHU 1 MOJIEKYJIIPHBIX O0IACTEN
4yBCTBUTENBHOCTH, UHTEJUIEKTA U JKEJIAHU. [...] MEHTAIbHAS 9KOCOMUA
NPHUBEET K IIEPENZOOPETEHUIO OTHOMIEHNA CYObEKTA K TENY, (PAHTA3MY,
MPOXOAAIIEMY BDEMEHY, ,TAUHAM )KU3HU U cMepTHU. OHA IPUBEJIET K
IIOUCKY AaHTHUJIOTOB MACCMEAUNHOM U TEJIEMATUYECKOU CTAHAAPTU3ALINH,
KOH(POPMHU3MY MO/Ibl, MAHUITYJTUPOBAHUIO OOIIECTBEHHBIM MHEHHUEM
MMOCPEACTBOM PEKIAMBI, OTIPOCOB U T. I1. CITOCOO6 €€ paboThl 6Y/IET OMKE

K IIOAXO/Y XY/IOKHHUKA, YEM MPO(PECCUOHAIBHBIX ,, [ICHXOTEPAIIEBTOB,
BEYHO IIPECJIENYEMBIX YCTAPEBIIUM HUAECATIOM HAyIHOCTI»

Pa3Be He TAKUM XOTENM 6Bl BUECTH OYAyIEE MHOTUE U3 HAC? ECin 13, 3HAYUT
nBmkeHue Flower Power Bce emnie >KUuBeT!

FOnua Axcenosa

! JOmuH IT. TemnopasnbHas IOAUTHKA /I YCTAPEBIINX. https://syg.ma/@stenograme/
tiemporalnaia-politika-dlia-ustarievshikh. Cm. Taroxe Aram6en x. OCTaBIICECs BPEMSL.
Kommenrapuii k [Tocnanuio k Pumiianam. Ilep. ¢ urain. C. Epmakosa. M.: HoBoe simreparypHoe
o603penue, 2018. C. 92.

2 T'varrapu ®. Tpu sxonorun. Yacts 1. Iep. ¢ ¢pp. JI. IIpokoneHko. https://syg.ma/@lesia-
prokopenko/fieliks-gvattari-tri-ekologhii-chast-1.

HAUNTOLOGY OF THE PRESENT

by Yulia Aksenova

Hauntology is a concept originally coined by philosopher Jacques Derrida
in his 1993 book Spectres of Marx, where he criticizes Fukuyama’s end

of history and end of major ideologies. The philosopher regards ghosts

as beings of a dual nature which are neither present, nor absent at the same
time, embodying the legacy of other eras, yet unpredictable and unrelenting.
Breeching the conventional temporal structure, ghosts visit us from the past
in form of trace, invading our present and inexorably changing it.

The Agency of Singular Investigations (Stanislav Shuripa, Anna Titova)
exhibition is about precisely this type of ghosts—that which was an unwanted
memory or an object of want, which entered the annals of establishment
history, and the very existence of which is contested. Their unique spirit

is seeping through layered collages that narrate political events, manifesting
in sculptural shapes that depict heroes of countercultural resistance, hiding in
archival boxes labeled as various ideologies, cultural and social movements.

The Agency of Singular Investigations analyzes a specific case of a secret
society, Flower Power, representing collective desires of the 20th century,
and, in that, primarily investigates the political dimension of hauntology.
The focus of their artistic analysis is a2 utopian project to reorganize

the society that operates in a mode of endless repetition and deferral

to a future which never came to be.

The disappearance of the future and its displacement by the past, disintegration
of linear time and conventional forms of temporality are the key subject matter
for the artists that they explore through paradoxical space-time models.

On the one hand, the ASI frames the story about the milestones of the secret
society within a rigid timeline making a claim to historical objectivity.

On the other, the reality of narrated events separates into layers, divides,
breaks up, and creates a psychedelic ornament of images of different
temporalities. The artworks have emergent areas of interference where
different temporal formations converge and penetrate each other

to represent history as a multidimensional and polyrhythmic space.
Through this lens, our own modernity appears to be in fluid connection
with the past and the future, endlessly reconfiguring itself.

Note that Flower Power is a transformative liberation project charged
with a messianic promise. It attempts to decouple from the present



by means of active engagement of reality through various practices to the passage of time, to the ‘mysteries’ of life and death. It will lead

of influence—magic, telepathy, propaganda. us to search for antidotes to mass-media and telematic standardization,
the conformism of fashion, the manipulation of opinion by advertising,

The difference between chronological and messianic time, according surveys, etc. Its ways of operating will be more like those of an artist,

to Giorgio Agamben, is that the messianic time is time pressing within rather than of professional ‘psychiatrists’ who are always haunted by

the chronological time, ready to manifest at any time and effect an ever an outmoded ideal of scientificity.”

so slight adjustment, which is in every way a decisive one.! This adjustment,

however, is impossible to recognize right away, and we can never surely Is that not the future many of us would want to see? If so, then the Flower

predict its consequences. A real historical event becomes such retroactively Power movement is alive and well!

as its outcomes become apparent.

Are we capable of conceptualizing such an event by placing it on the horizon
of the future, as members of Flower Power did it? It seems barely possible
since the society of today is living in a world of ultimate synchronicity

of events due to the speeds of social and mass media. A political and a media
event have fused in complete unity, spawning large numbers of psychedelic
monster-images and conjuring up ghosts of every stripe and color, breeding
collective psychosis within us.

Escaping this mode of temporality, maintaining a reflexive distance from
own time are becoming key to comprehending the modernity and a means
to critically evaluating it. By this logic, Stanislav Shuripa and Anna Titova
often tap the potential of anachronism and asynchrony, opposing
mechanistic worldviews with irrational knowledge—spiritualism,
esotericism, psychedelic practices. This transversality of worldview

brings down the established structural barriers between different types

of rationality and enables free interpenetration of seemingly alien
intellectual traditions, academic disciplines and cultural texts. The artists
take a position close to what’s termed the systems approach to life, which,
encompassing all living beings on Earth, theorizes intertwining of life
networks and rejects differentiation of mind and matter, science and
spirituality.

In his 1993 book The Three Ecologies, Félix Guattari introduces the concept

of a new ecological democracy in opposition to the industrial capitalism

of machines that subjugates our society by algorithmizing humans.

Combining the registers of the “environment, social relations and human

subjectivity,” the philosopher proposes that “the only true response

to the ecological crisis is on a global scale, provided that it brings about

an authentic political, social and cultural revolution, reshaping the objectives

of the production of both material and immaterial assets. Therefore

this revolution must not be exclusively concerned with visible relations ! Pavel Yushin, The Temporal Politics for Outdated. https://syg.ma/@stenograme/tiemporalnaia-

of force on a grand scale, but will also take into account molecular domains politika-dlia-ustarievshikh. See also Giorgio Agamben (2005 [ZOQO]),VThe Time That Remains: A
0 c . . Commentary on the Letter to the Romans. (Stanford: Stanford University Press).

of sensibility, intelligence and desire. [..] Mental ecosophy will lead us

to reinvent the relation of the subject to the body, to phantasm, 2 Felix Guattari (2000 [1989], The Three Ecologies. (London: The Athlone Press).



NETWORKED TIME
CETEBOE BPEMA



12

1.1 OTKPBITOE ITPOIILUIOE

3[eCh HAUNMHAETCA PACCKA3 06 UCTOPUHU TAMHOTO 00mecTsa Flower Power
(B IIEP. C AHIVL. — «CUJIA LIBETOBY ), €I'0 BOSHUKHOBEHUH, JEUCTBUAX U UJIEAX.
ITouTH BCE, YTO U3BECTHO OO 3TOMU OPraHU3AIIMU, OCHOBAHO HA JJOKYMEHTAX
U3 ee apxuBa. Ha OCHOBE apXUBHBIX CBHU/ICTEILCTB IIOCTPOEH U UICTOPUYEC-
KWW TAUMJIAMH, PACTIOJIOXEHHBIN BO BCEX TPEX 3AJ1aX [IEPBOTO ITAXKA.

OTtKpbrTKa 13 Yukaro. [IOJyIMHHUK ITMCbMA, HAITUCAHHOI'O IIPEAIION0XK-
TEIBHO PYKOBOACTBOM Ynkarckort Bersu Flower Power T€EHUHTPAICKUM
€TMHOMBIIIJICHHUKAM. ABTOPBI TEKCTA UCIOIB3YIOT CIIEIMATIBHO U300pe-
TEHHBIA MTHOCKA34TEIbHBIN A3BIK. B ITCbME YIIOMUHAIOTCS (DAKTHI U3 PAHHEN
WCTOPHUU OPTAHU3ALINH, OTPAKEHHBIE B ICTOPUYECKOM TalMJIIalHE. TeKCTOM
3TOr'0 NUCbMA, CKOPEE BCETO, ¥ OBUTH MHCIIUPUPOBAHBI ITPEACTABICHUS
IOCJIEAHETO TIOKOJIEHUS 4IENITOB JIEHUMHIPAJCKOIM BETBU O BOCXOAIEH

K 31n10xe [IpocsenieHrs UCTOPUN OPraHU3aIUuun.

AJies repoeB, pEKOHCTPYKLMA. PAHHUI IPOEKT, MOCBAIEHHBIA [IPOLIECCAM
MOHYMEHTAIN3ALINU UCTOPHUYECKOM namatu (MUIT). Cepus HOPTPETOB KyJIb-
TYPHBIX I'€POEB, IOYUTABIINXCA a7enTaMu Flower Power, BBIIIOJTHEHHBIX
B TPAJULIH BBIPE3AHUA CUIYITOB. DTO IIOPTPETHI BOCbMU JEATEIIEN IIPABO-
3amuTHOTO ABMXKeHUs (KoHncranTtuH badbunkuii, TatesiHa baesa, Jlapuca
boropas, Hatanesa F'op6anesckas, Bagum lenone, Bnagumup Jpemiiora,
[TaBesn JInTBUHOB, BukTop ®aitHGEpTr), BHIIIEANNX B aBrycre 1968 roja
Ha KpacHy10 1101aabp B MOCKBE B 3HAK IIPOTECTA IIPOTUB BTOPXKEHUA CTPAH
Bapiasckoro Jorosopa B 4HexoCaoBakuIo. OpUTrHHAIBI U3TOTABIUBAINCH

W3 JIUCTHEB PACTEHUIH, OOIAAIONNX MATUKO-TIOTMTUYECKUMU CBONMCTBAMI.

1.1. OPEN PAST

This is the beginning of the story of a secret society—Flower Power,
its origins, actions and goals. Almost everything that we know about
this organization comes from its archive. The entire first floor of the
exposition is occupied by the historical timeline of this organization,
reconstructed using archival evidence.

Postcard from Chicago. The original copy of a letter attributed

to the leaders of the Chicago Branch of Flower Power and mailed

to their counterparts in Leningrad. The letter is written in a carefully
designed metaphorical language. It provides facts about the early history
of the organization, marked in the timeline. The text of this letter

is likely to have inspired the last generation of disciples from Leningrad
and shape their beliefs about Flower Power history and its roots in the
Enlightenment.

The Alley of Heroes (reconstruction). An early project addressing

the mechanics of monumentalization of historical memory (MHM).

It takes the form of a series of silhouette portraits depicting cultural
heroes, revered by Flower Power disciples. These are portraits of eight
human rights activists (Konstantin Babitsky, Tatiana Baeva, Larisa Bogoraz,
Natalya Gorbanevskaya, Vadim Delaunay, Vladimir Dremliuga, Pavel Litvinov,
Viktor Fainberg) who, in August 1968, took to the Red Square to protest
against the invasion of Czechoslovakia by the Warsaw Pact allies. Original
portraits were made from leaves of plants that possessed magical-political
properties.
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Hcemopuueckuil matimnatin (ppazmenm)  Historic Timeline (detail)
2019 2019

Opaxkai Vinyl

Pazmepsl BApbUPYIOTCA Dimensions variable




Llenmpanstas naouaos
2019

Komnax, neyats Ha Gymare
40 x 50 cm

18

Central Square

2019

Collage, c-print on paper
40 x50 cm

Tocmu

2018

Komnak, meuarts Ha GyMmare
40 x 50 cM

Visitors

2018

Collage, c-print on paper
40 x 50 cm

19
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2019
bponsa, maruHa
36,5x 18 x3cm

Annes zepoes (Hamanws I'opbanesckasn) Alley of Heroes (Natalya Gorbanevskaya)

2019
Bronze, patina
36.5x 18 x 3 cm

Annes zepoes (Braoumup Jipemnioza)
2019

Bponsa, matuHa

33,5x17,5%x3cMm

Alley of Heroes (Viadimir Dremliuga)
2019

Bronze, patina
335x17.5x3cm

21
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Omxpoimia u3 Yurxazo
2018

OO6DBEKT, OTKPBITKA, pamMa
30 x40 x 3 cMm

Postcard from Chicago
2018

Obiject, postcard, frame
30 x40 x 3 cm
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1.2 PACHIMPEHHOE HACTOAIIEE

DKCMOHATHI JAHHOTO PA37Ieiia PACCKA3BIBAIOT 06 OTHOMIEHUH 47ICTITOB
Flower Power k HacTosmeMy. TEeKyIIui MOMEHT HE CYUTAICS JTUIIb TOYKOH
I KOMETOI C UCUE3AI0NTUM BO ThME XBOCTOM. Hao60poT, HAacTOsIIIEE
MPEJICTABISIIOCH KAK BO3MOKHOCTD, KAK MHOKECTBO TIEPEXOIOB MEKY
PA3TUYHBIMHM BEPCHUSMU IPOIUIOTO U 6yyIiero. OnpeeIcHHbIE OOBEKTHI

1 CUTYALI I MO CH/INBATD MHTCHCHUBHOCTDb HACTOAIIECTO, YTO OTKPBIBACT
)

JOCTYII K HOBBIM 00JIACTSIM BO3MOKHOTO.

JadHbIi JOMUK, PEKOHCTPYKLIMA. MaKeT IIOCTPOUKHU, CIIYKHUBIIEH 1714
COOPAHUI U NTAPATICUXOJIOTUIECKUX CECCUU I'PYIIIBI B ITIO3JHUNA IEPUO/L.
DTOT TUNIUYHBIN OOPA3ELL JAYHOM APXUTEKTYPBI TOI'O BPEMEHU CITYKHJT
YCHIMTEIEM HHTEHCUBHOCTH HACTOALIETO (YHMH) BO BpEMA COBMECTHBIX
APAICUXOJIOT'MYECKHUX MEPOIIPHUATUN.

CuacTIUBBIN OMIIET, PEKOHCTPYKIUA. brjieT 6bUI NOTYIEH OJHUM U3
AJIEIITOB BO BPEMSI ITOE3J KU HAd OJJHO U3 3ATOPOJSHBIX COOPAHUI I'PYIIIHL.
[TozgHEE HEOMHOKPATHO UCHOIBb30BAICA B KauecTBe YVH, oco6eHHO nipu
IIEPEMECIICHUAX BO BDEMCHU.

OpuEeHTAILIMOHHBIN KOBEP-cxeMa. AfnenTsl Flower Power ucrnonbs3oBanu
OJOOHYIO PA3METKY /I CO3AAHUA TEMIIOPAIBHBIX KOMMYyTaTOPOB (TK),
CBOET'O POJIa CTAPTOBBIX IUIOMIAJLOK IS IIEPEMENEHUN BO BDEMEHH.
Konctpyxkiya TK 0CHOBaHA HAa TPUHITUIIE MHOXECTBEHHOCTH BPEMEHHBIX
IIOTOKOB. BBICTpanBasg COOCTBEHHBIE MAPHIPYTHI MEXKY PA3IUUYHBIMU
BAPUAHTAMH IIPOIJIOTO, OYAYIIETO U HACTOAIIETO, IIyTEMECTBEHHUKHU
BO BPEMEHM, WJIU TEMIIOHABTBI, MOIJIM BbIABJIATH CKPBITBIC CBA3H BEILCH
(CCB), HEU3BECTHBIE BO3MOXHOCTU HacTosAmero (HBH) u 3a6bIThIE
HaJieK/1bl Iponuioro (3HIT).

CereBas KOHLIETIUA UCTOPHUU HAILIA OTPAXKEHUE U B IIPEICTABICHHBIX
BMECTE C UCTOPUYECKUM TAUMIAHHOM KOJUIAXKAX, PEKOHCTPYUPYIOIMIUX
BUJICHUA TEMIIOHABTOB U Y4aCTHUKOB [TAPAIICUXOJIOIUNYECKHUX CECCULL

1.2 EXPANDED PRESENT

The exhibits of this section reveal what attitudes Flower Power disciples
held towards the present. The present moment was not thought of as a mere
point or a comet with its trail dissipating in the darkness. Quite the contrary,
the present was thought of as an opportunity, a multitude of transitions
between different versions of the past and future. Certain objects and
situations can amplify the intensity of the present, thus opening access
to new realms of possibility.

Dacha (reconstruction). A scale model of the building used by the group
during its later years for meetings and parapsychological sessions. This
house, typifying countryside architecture of that time, served as an intensity
amplifier for the present (IAP) during shared parapsychological sessions.

Fortune Ticket (reconstruction). One of the disciples got that ticked
when he travelled to a countryside meeting. Later, it was used many times
as the IAP, especially during time travel.

Orientational Carpet Scheme. Flower Power disciples used patterns of this
sort to create temporal switchboards (TS), a type of launchpads for time
travel. TS design operates using the principle of temporal flows. By plotting
their own routes across different versions of the past, future and present, time
travelers, or temponauts, were able to uncover hidden material links (HML),
unknown potentials of the present (UPP) and lost hopes of the past (LHP).

The network theory of history also informed the collages, displayed alongside
the timeline, that reconstructed visions encountered by the temponauts and
participants of the parapsychological sessions.
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Ha mpubyne

2018

Kosnax, neyats Ha Gymare
40 x50 cM

28

On the Tribune

2018

Collage, c-print on paper
40 x 50 cm

NZagsa™Y,

SEGYT W

Keapmuprux

2018

Komnax, neyats Ha 6ymare
50 x40 cm

Kovartirnik

2018

Collage, c-print on paper
50 x40 cm
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Llaua
2019

JepeBo, KapTOH, AKPUJI
24,5 %35 x35cm

Cuacmausslii ounem
2019

JlaTyHb

6,7 x4 x0,2cm

Dacha

2019

Wood, cardboard, acrylic
24.5 x 35 x 35 cm

Fortune Ticket
2019

Brass

6.7 x4x0.2cm
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OpuenmauuorHbiLi Koeep-cxema Orientational Carpet Scheme
2019 2019

Kospanug, neyarb Print on carpet

Pa3zmepsl BApbUPYIOTCA Dimensions variable
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1.3 BYAYIIIEE

Bosbion 60TaHUKO-TTIOTUTUYECKUI JIEKCUKOH, PEKOHCTPYKLHMSL. B 3KCTIO-
3UIIMH NPEJCTABICHBI HECKOIBKO KON YHUKAJIBHOT'O U3JJAHUSA. DTOT
(PYHIAMEHTAIBHBIA CJIOBAPb-ATIAC OBbLI HATICYATAH CAMU3/JATOBCKUMHU
METOJAMU B ITIOCJIEAHUN IEPHO]] CYIIIECTBOBAHNUA OPraHU3auu. CIIOBAPb
COZIEPKUT TEPMUHBI TAMHOTO A3bIKA 1IBETOB (TAIL]), paspaboTaHHOTrO
YYaCTHUKAMU TPYIIIBI JUIS1 OOIEHUS MEXKIY COOOH, C IPEICTABUTEISIMU
JPYITUX STY€EK U JTIOOBIMU JIULIAMH, TOCBAIMEHHBIMHA B 60TAHUKO-TI0/IHN-
TUYeCKyIO JOKTpuny (BITM). B ocHose BII/l — TariHOE 3HAHUE O CIIOCO-
OHOCTH LIBETOB BIHATH HA MMOJIUTHYECKHE PEATUH, WIH O HOTUTUYECKOHN
cuiie useros (I1CL). Bomeamue B C1I0BAph TEPMUHBI IIPUHAJJIEKAT OOJIACTH
MMOJIUTUYECKOIO TUCKYpPCa XX BeKa. KaXIoMy 13 TIOHATHUI COOTBETCTBYET
onpeneneHHbIN 1IBETOK. TALL pazpabaTsiBaics JIeHUHIpaiCcKoii BeTBbio
Flower Power [1s1 UICTIONIb30BAHUS B OyIyIIIEM, KOT/1A KJIIIOYEBBIE TTOJIH-
THUYECKUE e HOBOIO BPEMEHHU yTPATAT IPUBBIYHYIO CTPYKTYPY, COXPAHUB
JIUIIb OOITUE OYEPTAHUA JIOTUIECKON (POPMBL [103TOMY O3HAYAIOIUM
aneMeHTOM B TALL BBICTYIIA€T TOJIBKO KOHTYP IBETKA, JETAINU €TI0 CTPOECHUS
ONYCKAIOTCHL.

OArH U3 CAMBIX IIPOCTBIX CIIOCOOOB UCTIONB30BaAHUSA [1CL] COCTOUT B TOM,
4TOOBI BBI3BATH B YME MEHTAJIBHBIN O0Pa3 KAKOI'O-JIMOO IOJTUTHYECKOTO
SIBJIEHUSI, CWIbl I AKTOPA U CIIPOEIIMPOBATH €I'0 HA MEHTAIBHBIN 06pa3
COOTBETCTBYIOIIETO PACTEHUA. MEHTAIBHOE KOJUTAXKUPOBAHUE OBLIO
HEOTBEMJIEMOI YACTBIO IPAKTUK I'PyHIIbL Ero pazimmyHele OPMBI IPUME-
HSJIUCh B TPYIIIOBBIX TEICHATUYECKHUX U NTAPATICUXOJIOTUYECKUX CEAHCAX
(I'TullC). O6pa3aMu TAKUX MEHTAIBHBIX KOMIIO3UTOB SIBJISTFOTCS
HEKOTOPBIE U3 COMPOBOXKAAIOIINX UCTOPUIECKUN TAUMIIANH KOJUIAXKEN.

CreHa U3 KAPTOHHBIX KOPOOOK. TaKUM IIpeAcTan nepe HOMCKOBOU
komaHou ACH apxuB JlIeHuHrpajickou Bersu Flower Power, HalileHHBIN
B 326pPOIIEHHOM /IaYHOM nocenke. Kaxkaas u3 Ho4TH TPEXCOT KOPOOOK
3an1oaHeHa (PoTOorpadUsAMH, PUCYHKAMH, KAPTAMU, IUCbMAMH, 3AMETKAMU,
JHEBHUKAMM, MAITMHOIMUCHBIMU TEKCTAMH U KCEPOKOHUAMU, BBIPE3KAMHU
W3 I'a3eT U )KYPHAJIOB, HAUICHHBIMU NIPEIMETAMU U APYTUMU JJOKYMEHTAMH,
JIETA/IBHO ONMCBIBAIOIVMU MHOI'MIE UICTOPUYECKUE COOBITHS, 4 TAKXKE UJEU

Y IIPAKTHKY TPYIIIBL

1.3 FUTURE

Botanico-Political Lexicon (reconstruction). The exposition features
several copies of this unique publication—a fundamental dictionary-
atlas that was printed as an underground press run during the latest
years of the organization. The dictionary contains the terms of the secret
flower language (SFL) developed by the group members to communicate
internally, with other underground cellsor anybody who had been led

in on the Political Botany Doctrine (PBD).The foundation of the PBD
rests on the secret knowledge that certain flowers have the capacity

to influence political reality, in other words—political power of flowers
(PPF). The entries in the dictionary come from the political discourse
of the 20th century, and each concept corresponds to a flower. SFL was
developed by the Leningrad Branch of Flower Power to be used in the
future when key political ideas of the Modernity would have lost their
familiar structure, retaining just a general outlines of a logical form.

The sign in the SFL is, therefore, a mere outline of a flower without any
structural detail.

One of the simplest ways to use the PPF is to conjure up a mental image
of a political event, force or actor and project it onto an existing image
of a certain plant. These mental collages were an indispensable element
of the group’s practices. In various forms, they were used in shared
telepathic and parapsychological sessions (STnPS). Examples of such
mental composites are provided in collages that accompany the timeline.

A wall of cardboard boxes—this was how the ASI research team first

saw the archive of the Leningrad Branch of Flower Power, found

in an abandoned summerhouse community. Of what comes to almost three
hundred boxes, each is filled with photographs, drawings, maps, letters,
notes, diaries, typewritten texts and photocopies, newspaper

and magazine clippings, found objects and other documents that provide

a detailed account of numerous historical events as well as the group’s ideas
and practices.
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Bomaruxo-nonumuueckutl 1eKCuKoH

(pparmenr)
2018

TpadaperHas neuarpb
42 x 29 cm

38

Botanico-political Lexicon
(detail)

2018

Screen print

42 x29 cm
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7

Anthurium acaule
Aumypuym beccmeberviwii

I'PAKAAHCKOE OBIUIECTBO

Bbomanruxo-noaumureckuil 1eKCUKoH
(I padxcoarcioe obuecmeso)

2018

TpadaperHas neyarpb

Pa3zmepsl BAPbUPYIOTCS

Botanico-political Lexicon
(Civil Society)

2018

Screen print

Dimensions variable

Botanico-political Lexicon
(Pasercmeo)

2018

TpadaperHas neuarhb
Pasmepbl BApbUPYIOTCS

(231)

Spathiphyllum lancifolium

Cnamupuirysm KanHosucmHoLi

PABEHCTBO

Botanico-political Lexicon
(Equality)

2018

Screen print

Dimensions variable
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Muxaun I'opooues 6 Mypmarcre
2018

Komnax, neyats Ha Gymare
40 x 50 cm

42

Mikbail Gorbachev in Murmansk
2018

Collage, c-print on paper

40 x 50 cm

XXV cse30
2018

Komnak, meuaTts Ha Gymare
40 x50 cM

25th Congress

2018

Collage, c-print on paper
40 x 50 cm
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C KOMCOMONKAMU

2019

Komnax, neyats Ha Gymare
40 x50 cm

44

Komsomol Members
2019

Collage, c-print on paper
40 x50 cm

Grateful Dead 6 /lenunzpaoe
2018

Kosnaxk, meyars Ha Gymare
40 x 50 cm

Grateful Dead in Leningrad
2018

Collage, c-print on paper
40 x 50 cm
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KapTtoHn, neyarsb Cardboard, print =

Pa3zmepsl BAPbUPYIOTCS Dimensions variable === I - .
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IIPOCTPAHCTBO IIOTOKOB
SPACE OF FLOWS
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2.1 BECCMEPTHDBIE

F'enepasbHbBIN IUIAH MOHYMEHTAJIBHOU 3ACTPOUKU JIEHUHIPAICKON 061aCTHU
(ITIM3). ITpoeKT 6bUT pa3padOTaH JIECHUHIPaJICKOM BETBBIO /11 YBEKOBCUCHUA
MaMATHU AEATENEU HOAIONBHON POK-KYABTYPHBI, AKTUBUCTAM MEHTATTBHOTO
COIPOTUBJIEHHS. CAMO CYIIECTBOBAHUE 3TOI'O IUIAHA — YHHUKAJIBHOE CBU/JIE-
TEJILCTBO UCTOPUYECKOTO OIITUMU3MA, OXBATUBIIETO A/ICIITOB JIEHUHIPAJICKOMN
BerBu B KOHI1Ee XX BEKA, HE3AA0JII'O JIO BHEZATHOM CAMOIMKBU/IAIINUU I'PYIIIbL
[Ipeanonarajiock, 4TO nocie nodeas! uae Flower Power B pa3inyHbIX
TOYKaX JIEHUHIPAJICKOM 0671aCTH OYAYT YCTAHOBJIEHBI I'PAHUO3HBIC
MOHYMEHTBI POK-MY3BbIKaHTAM. [LIeHTPaTbHBIM 3JIEMEHTOM JIO/DKEH OBLIT
CTATb MEMOPUAJIBHBIN KOMIUIEKC, IIOCBSIIIIEHHBINA PSAJOBBIM IIPUBEPKEHITAM
KOHTPKYABTYPBI, XUIIIU U JPYTUM NPEJICTABUTEIAM HEPOPMATBHBIX
MOJIOZICKHBIX OOBEAUMHEHU. IO HAC JIOMIEN TPOEKT JIMIIb HIPKHEN YaCTU
3TOT'O MAMSATHHUKA. BEPXHASA 4aCTh, CKOPEE BCET'O, HE ObLIA CIIPOEKTUPOBAHA
JIMOO B COOTBETCTBUHU C OOIINM 3AMBICIIOM KOMIUIEKCA, TMOO B CUITY HEXBATKU
BpeMeHH. [TIM3 TakKe BKIIOYAET MIPOEKTHI IIECTH MOHYMEHTOB 3BE3/1aM
OJIIOJBHOU POK-CILIEHBL. YaCTh U3 HUX IVIAHUPOBAJIOCH YCTAHOBUTD

Ha nnob6epexbe JIaIOKCKOTO 03€Pa U BOCTOUYHBIX OKpaWHaX JIEHUHIpaza.
[TaMATHUKHU TAKXKE JOJDKHBI ObUTH OBITh YCTAHOBJIEHHI B IleTeprode,

lFaruyune, Ilymxkune, KpoHIITAATE U APYTUX MOIYJIAPHBIX Y TYPUCTOB ITYHKTAX.

2.1 IMMORTALS

Master Plan for Monumental Construction in the Leningrad Region
(MPMC). This project was put together by the Leningrad Branch

to commemorate prominent figures of underground rock culture,

the activists of mental resistance. The mere existence of this plan

is unique proof of historical optimism that came upon the disciples

of the Leningrad Branch in the late 20th century, not long before

the group suddenly decided to disband. The intention was that, after
the triumph of Flower Power ideas, grand monuments to rock musicians
would be installed across the Leningrad Region. The centerpiece would
have been a memorial site dedicated to followers of the counterculture,
hippies and other youth subcultures. Only designs of the lower section
of the monument have survived. The upper section, most likely, was
never designed either in line with the general concept or due to lack

of time. MPMC also includes projects of six monuments to stars

of the underground rock scene. Some were intended to sit on the shore
of Lake Ladoga and in the eastern outskirts of Leningrad. More
monuments were planned for The Peterhof Palace, the towns

of Gatchina, Pushkin, Kronstadt and other popular tourist spots.
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Masa (npoexm namammuxa)
2019

Komnax, neyats Ha Gymare
30 x40 cm

54

Miava (Project of a Monument)
2019

Collage, c-print on paper

30 x40 cm

Matix (npoexm namummnuxa,)
2019

Komnax, neyats Ha Gymare
30 x40 cm

Mike (Project of a Monument)
2019

Collage, c-print on paper

30 x40 cm
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TIpoexm MoHyMEeHMAaIbHO-
MEMOPUANBHOZ0 KOMNIEKCA
2019

Cnenox, 1epeBo, SMAIb
212x100 % 121,5cMm

Project for Memorial
Monument Site

2019

Resin cast, wood, enamel
212x100x121.5cm
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2.2 TEMHAA JPEMA 3EM/IN

OpayH U3 KIIOYEBBIX 371IEMEHTOB B Mupe Flower Power — 3emins. B ricuxo-
APXEOJIOTUYECKUX OITBITAX I'PYIIILI OHA BBICTYIIAET ATCHTOM IIPEBPAIICHUS
BPEMEHU B IIPOCTPAHCTBO.

Ckener uckonaemoro, Bek-3sepb (B3), pekoHCTpyKuuA. I'pyina npakTu-
KOBaJI4 CEAHCHI PUTYAJIbHOM OXOTHI HA B3 1 pyrux npeacraBurteneu
TEXHOJIOTMYECKON T'UIEPMAYHDL, UYbH CJIEABI €IIE TTOMAAIOTC B ITTYOMHAX
Hacrosuero. CeaHChl IPOBOJWIUCH B OCHOBHOM HA TOHKOM MEHTAJIbHOM
IUIAHE W HE NIPEACTABIIAINA OITACHOCTHU 1A JKUBOTHBIX.

Onrtuueckue GuabTphl (OD), peKOHCTPYKLHA. OD UCIIONB30BATNUCH

B IIpaKkTuKax Flower Power jy1sg UCCIEAOBAHU U PA3BUTHA METOJUK
yCMaTpUBaHUS CKpbITOro (MYQC). I[IpencraBieHHblE PEKOHCTPYKIUU
TpeX TUNUYHBIX OP COOPAHBI ITO MPOCTOMN CIAITUO-TEMIIOPATBHON
cxeMe. OIITUYECKAS OCh COEUHSAET P IPOCTPAHCTB, UMEIOIUX
CHMBOJIMYECKYIO, BUPTYAIBHYIO U PHU3UUECKYIO IPUPOAY. DTO, IPEXKAE
BCET'0, COLMAIbHOE NIPOCTPAHCTBO 3purenet (CI13). 3a HuMm, HA,
U306PaA3UTENIBHON IFIOCKOCTBIO, TOHKOE MMPOCTPAHCTBO KPACOYHOTO
cn1os1. Cpasdy 34 U300PA3UTENBHOU INIOCKOCTBIO — €TI0 BOMHUK, TOHKOE
IIPOCTPAHCTBO YEPHO-OEIOTO JIAOUPUHTA, ONIPEAEIAIONIETO TOTUCTHKY
B3TJIs1/1a. [lanbIie — OPOCTPAHCTBO JKUBOMIMCHOTO 06pa3a (ITVKO) ¢ ero
WJUIFO30PHOM ImyonHOU. 32 ITVKO — nociieHsas 061aCTh, IPOCTPAHCTBO
koHTeKcTa (I1K), BKIrouaromee Ja4Hbli y4aCTOK HWIN JIEC, IIE€ POCINU
copBaHHbI€ IIBETH. TaMm, B [IK 06pa3a, 1 MposABIIET CeOs 3EMIIA, 1AI0as
JKM3Hb PACTEHUAM. 3/1€Ch 3€MJIA BBICTYIIAET B POJIN T'PAHULIBI HEBUIUMOT'O,
ropusoHTa OTCyTCTBUA. Takoe xe [1K ecth u 32 nnpepenamu CI13, 32 cimHONU
3PUTEILST; 3TA KYIBTYPHAA CPELA, KOTOPAS B3PACTU/IA BOCIIPUATUE 3PUTEIA
B ponu 1K, nofo0Ha JaYHOMY YIACTKY WIH JIECHOU MOJITHKE C [IBETAMM.

2.2 DARK SLUMBER OF EARTH

One of the central elements in the world of Flower Power is earth.
In the group’s psycho-archeological experiments, it serves as an agent
of transformation of time into space.

Fossilized Skeleton, Century Beast (CB) (reconstruction). The group held
sessions of ritual hunting on the CB and other species of the technological
hyper-fauna, whose tracks can still be found in the depths of the present.
The sessions were generally held on a thin mental plane and posed no risk

to the animals.

Optical Filters (OF) (reconstruction). OF were used in Flower Power
practices to explore and perfect the techniques for perceiving the concealed
(TPC). The displayed reconstructions of three typical the OF were assembled
to a simple spatio-temporal diagram. The optical axis connects a number
of spaces that have symbolic, virtual and physical nature. Primarily,

this is the social space of the audience (SSA). Next, above the visual plane,
comes the narrow space, or layer, of paint. Right after the visual plane

is the doppelganger of the paint, a narrow space of a black-and-white
labyrinth that directs the pathways of the eye. Next is the space of the pictorial
image (SPI) that possesses an illusory depth. After the SPI comes the last
realm, the space of context (SC), which contains the summerhouse land
plot or forest where the flowers were collected. There, in the SC, the earth
begins to act, giving life to plants. The earth here is the boundary of the
unseen, the horizon of absence. A similar the SC can be found outside

the SSA, behind the audience’s backs; this cultural environment has
shaped the audience’s perceptions in the role of the SC and is analogous
to a2 summerhouse plot or a forest clearing with flowers.
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Onmuueckue punompos 1945
2019

XOJICT, I€YaTh, AKPUJI

136 x 100 cm

o

Optical filters 1945

2019

Print and acrylic on canvas
136 x 100 cm

Onmuuecxue gunvmpot 1905
2019

XOJICT, 11€YaTh, AKPHJI

136 x 100 cm

Optical filters 1905

2019

Print and acrylic on canvas
136 x 100 cm
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Berx-36epo
2019

Cnenku, HaleHHbIE OOBEKTHI, SMAJIb

Pasmepsl BappUpyroTCs

Century Beast

2019

Resin casts, found objects, enamel
Dimensions variable
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2.3 OXOTHHKMU B JIECY

JlenuHnrpaackas Bersp Flower Power Bena paboTty U B 00714CTU NOJIUTHYEC-
KOM 3K0s0Tuu CMBICIIOB (I1DC). Llenpio npoekTa [T1DC 6bU10 yaydIeHue
YCJIOBUH NIPOU3BO/ICTBA U ITOBBINICHUE KYJAbTYPHI TIOTPEOICHHS CMBICJIOB
B MACCOBOM MacmTade. C4UTaI0Ch, YTO €CJIU HACTPOUTD IIOHUMAHUE

Ha ONIPEACIECHHBIN CMBICJIOBOH TMAIIA30H, TO PEAJIBHOCTD OYZET BEIHYX/ICHA
a4/IaITUPOBATHCA K BHJICHUIO. [To Mepe paboTsl Haf [1DC BBIACHUIOCH,
4TO THIIEPIPOCTPAHCTBA, OOPA30OBAHHBIEC TIOTOKAMHU JUCKYPCA, IIPU
JOJDKHOM KyJIBTUBAIIUHN HPEJOCTABIAIOT JIYIIIHE BO3MOXKHOCTH JUIS
Pa3BUTHS AJIBTEPHATUBHBIX BEPCUU HCTOPUU U PUTYATTBHOH OXOTHI

Ha [peacTaBuTeie ceMuodayHsl (CM. pasnen «TeMHass ApemMa 3eMJINy).

3apocnu 103yHros (3J1). [Ipumep CEMUOIOTUYECKOTO TUIIEPIIPOCTPAHCTBA,
06PA30BAHHOIO IIPOPOLIEHHBIMU 10 CHEITUAIIBHON TEXHOJIOTUU JIO3YHI'AMU
IIEPHUO/A IEPECTPOMKH, OFHOTO U3 HANOOJIEE IPOJAYKTUBHBIX IEPHUOLOB

B ucropuu Flower Power.

ITonysIsIpHBIE JIO3YHTI'HU 9MIOXH OBLIM OTOOPAaHbI U MOAU(PUITUPOBAHBI

B COOTBETCTBHUU C NIPAKTUYECKUMU TPEOOBAHUAMU. V3 HUX OBIIN y/1a/ICHBI
HECKOJIBKO OYKB, BMECTE COCTABJIIIOMUX (PPa3y, 4aCTO UCIIOIb30BABIIYIOCS
KaK 3aKIMHAHNUE NIEPE]] HAYAIOM TEIENATUIECKUX AKIIUU U PUTYAJIbHOMN
CEMHOOXOTHL.

KoOCTIOMBI /11 CEMUONYTEMECTBUHN. PEKOHCTPYKIIMH KOCTIOMOB TAMHOI'O
4AreHTa, IOUCKOBUKA U OXOTHUKA, UCIIOIb30BABIINXCA JIA IEPEMEICHU,
HAOIIOAEHNH, SKCIIEPUMEHTOB U PUTYAJIbHO-CUMBOJIMYECKON AEATEIbHOCTH
B HEJIMHEHMHBIX KOMMYHUKALIMOHHBIX CpEJaX.

2.3 FOREST HUNTERS

The Leningrad Branch of Flower Power was engaged in political environ-
mentology of meanings (PEM). The aim of the PEM was to universally
improve industrial working conditions and the culture of consumption

of meanings. It was believed that, if the mindset was tuned to a certain range,
the reality would be compelled to adapt to this vision. Working on the PEM,
the group found out that hyperspaces formed by discursive flows can, when
appropriately cultivated, yield better opportunities to develop alternative
versions of history and ritual hunting on the semiofauna (see Dark Slumber
of the Earth).

Thicket of Slogans (TS). An example of semiotic hyperspace formed
by specially germinated slogans of the Perestroika era, one of the most
productive periods in Flower Power history.

Popular slogans of the time were selected and modified to meet practical
requirements. Several letters were removed from the slogans to form

a phrase that was often used as a spell evoked before telepathic actions
or ritual semio-hunting.

Semionaut’s Travel Gear. Reconstructed outfits for secret agents, scouts
and hunters that were used for travel, observation, experiments and
ritualistic-symbolic activity in non-linear communication environments.
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Kocmirom cemuonasma (maznumnasnnenma) Semionaut Costume (Magnetic Tape)

Kocmiom cemuonasma (Brarvxu)

TKaHb, MATHUTHAS JIEHTA

Fabric, magnetic tape
185 x 76 x 20 cM

TKaHb, METAJL, TICYATH
185 x 76 x 20 cm

185 x 76 x 20 cM

Semionaut Costume (Badges)
2019

Fabric, print on metal
185 x 76 x 20 cm
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2.4 HEBECHBIE CTPYKTYPbI

PEKOHCTPYKIIMSA NO3AHUX IPEACTABACHNH JIECHMHIPaZCKOM BeTBr 06 yCTpOH-
CTBE BCEMMPHOI ceTH Flower Power. flueriky, IpyImsl, BETBU, CEKITUH,
4ACCOITUAITM, MUPOBBIC IICHTPBI, — Y37IbI TOU CETU MOT'YT HACYUTHIBATD

OT IATHJECATU (KaK B JIEHMHTIPaACKOM BETBU) 1O THICAY, 4 BO3MOKHO,

1 MUJUIMOHOB 4/I€IITOB, KAK B KPYITHBIX ACCOLHUAINAX, OOBEAUHSIONINX
PAa3IUYHBIE CTPAHBI U PETHOHBL COIVIACHO BO33PEHUAM JIECHUHT'PA/ICKOI
BerBy, B Kax1011 cTpane, Brrodass CCCP, MOITIO CyleCTBOBATh MHOKECTBO
MOANONBHBIX Ipymi Flower Power. Takue sueriku NEPBUYHOTO YPOBHA
YaCTO CYIMIECTBOBAIM B IOTHON U30JISAINM; TAKE CAMU UX WICHBI TIOPOH
MOIJIH IO OIPEJEIEHHOTO MOMEHTA HE ITOJI03PEBATH O CBOEH NIPUHA/IICHK-
HOCTH K OPTaHU3AIUH. MHOTOYPOBHEBAS CTPYKTYPA OPTAHU3AINH
BBIXO/IUT IAJICKO 34 PAMKH IIPHUBBIYHBIX ITPECTABICHUN O COOOIECTBAX,
UHTETPUPYS U IJIYyOUHBI [ICUXUKY, U I BCEIEHHOM. DTO 3aBEPIIECHHAS,
IMOYTU PABHOBEINKAS MUPO3JAHUIO CUCTEMA, KOTOPAS JOJDKHA Oy/IET
OKOHYATENBHO CPOPMHUPOBATHCS B PE3YIABTATE OTHOM HOOEIBI MEH
Flower Power. OTCyTCTBUE KAKUX-TTMO0 YKA3aHUN Ha HA3BAHNUE OPraHU3ALIUU
Y1 MECTOHAXOXKJECHUE €€ MOJPA3ICICHUN OOBACHACTCS IPENCTBHBIM
YPOBHEM CEKPETHOCTHU JAHHOTO JJOKYMEHTA, IOCTYITHOTO JIUIIbL B POpPME
BUJIEHUA U TOJIBKO Y3KOMY KPYT'Y ITOCBAIICHHBIX.

2.4 HEAVENLY STRUCTURES

A reconstruction of the beliefs that later-years Leningrad Branch held
about the workings of the global Flower Power network. Sleeper cells,
groups, branches, sections, associations, global centers—nodes of this
network can recruit five or ten, as was the case in the Leningrad Branch,
or thousands, or possibly millions of disciples, like major associations that
integrate different nations and regions. The Leningrad Branch believed
that each country, including the Soviet Union, could have numerous
underground Flower Power groups. These lower-level cells often operated
in complete isolation, even their members not necessarily aware of their
association with the organization at first. The multilevel structure of the
organization went far beyond the bounds of conventional understanding
of community and incorporated the depths of human psyche and the
broad expanses of the Universe. It was a complete whole, a system almost
as large as the creation itself, which was meant to finally mature after the
resounding triumph of Flower Power ideals. The absence of any mention

of the organization’s name or location of its units was justified by utmost
secrecy of this document, available exclusively in the form of a vision

and open to a very tight circle of the initiated.
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IO0ama Axcenosa: [Ipoekr Flower Power
JOBOJIBHO CJIOKHO OPraHU30BaH. Bl
3aTPArUBAETE B HEM HECKOJIbKO UCTOPUYECKUX
IUIACTOB, JIEJINTE KCIIO3ULIMIO Ha MHOKECTBO
TEM, UCIIOIB3YETE PA3IUYHbIE TEXHUKU. OH
BBIIYILIUT JOBOJIBHO MACHITA0OHBIM U INTyOOKO
MIPOAYMAHHBIM. PACCKayKUTE, KAK OH BO3HHK.

Cranuciaas Mlypumna: Pa6oTa HaJ| IPOEKTOM
34aHJIA Y HAC OKOJIO TOJ4; UJESI BO3HUKIIA
JOBOJIBHO JIaBHO. U 32TE€EM B KAKOM-TO MOMEHT
IIOYYBCTBOBAIACh HEOOXOAHUMOCTD IIPEICTABHUTD
JYXOBHYIO CUTYAIUIO 3IIOXH, TAK CKA34Th.

FOA: Tel Meenb B BUJY 9TI0XH UMEHHO HANIEH,
B KOTOPOH MBI JKUBEM?

CIII: [I1s1 HAC CaMOE BAXKHOE — 3TO HACTOSIIEE.
OHO B JIIO60OM CJIy4a€ COCTOUT U U3 OIIbITA
MIPOIJIOTO, ¥ U3 TOT'O, YTO XK/AyT OT OYAYIIETO.
MHorue JIMHUKU UCTOPHUYECKOI'O OIBbITA U
OKUJIAHUH IOYTH WX COBCEM HEBU/INIMBI,
3a0BITHI, 3ATEPAHBL. [Ip1 3TOM MOTOKU
MECCEPKEN 1 IAHHBIX HE TOJIBKO CKPBIBAIOT
BO3MOKHOCTH M CTUPAIOT MAMSITh, HO

1 HA060POT, — HEOKUAAHHO OTKPBIBAIOT
320BITOE M UCYE3HYBLIEE, BO3BPAIIAIOT

K )KU3HU 06PA3bl, KOTOPHIE, KA3AJI0Ch, OCTATIUCH
IyOOKO B IPONLIOM. CETO/IHSIIHEE HACTOAIIEE
IIOJTHO OTOJIECKAMU IPYI'UX BPEMEH,
PEAHNMHPOBAHHBIMH ATTEPHAMH, ITO YTO-TO
Bpoze undead modernity. XapakTepHas 4yepTa
BPEMEHH B TOM, YTO 00pa3 GyAyLIETO HOTEPSI
OBUIYIO IPUBJIEKATEIBHOCTD. OH KaK OyATO
CTEPCH, TOTEPSIT SHEPTHUIO MACCOBBIX HAJICHK;
OO0JIBIIE HET YBEPEHHOCTH, YTO IIPOI'PECC
IIPUHECET BCEOOIEE CIACThE. MeCTO OO6PA30B
OYAYIIETO 3aHAIN OOpa3bl NPONLIOTro. OHU
MPUXOJAT U3 PA3HBIX MUPOB U UICTOPUI.

B Hamert paboTe BAXKHYIO POJIb UTPAET ITO
YyBCTBO COIIPUCYTCTBUS PA3HBIX BDEMEH U
Bepcuil uctopru. C 3101 MHOKECTBEHHOCTBIO
MBI U PA60TAEM, UTOOBI PACCKA3ATh O OJIECKE U
HUINETE HAAEKI HAa 60jIee CBOOOTHBIN

U CIIPABEJIUBBIN MUP.

FOA: [ToaTOoMYy BBI Gepere anoxy 60-x
T'OZIOB, KOT/IA 3TH W/IEW ObITU HA ITUKE CBOCH
AKTYAJIbHOCTU?

CIII: CeroaHAIHUN IEHb — IIPOJIOJLKEHUE
TOWU 3IIOXH; MHOT'OE CET'OHA — 3TO PEAKIIMA HA
COLIMAJIbHBIN U KYJILTYPHBIH IIPBIKOK

B OyAyIIiee, KOTOPBIH TOT/1a ObUT CAICTAH.

FOA: AHs, ThI CYHTAEIIb, YTO CEI'OAHS BOOOIIE
HEBO3MOKHO KHUTb 9TUM IIPEJIYBCTBUEM
OyAyLIEro U NPEAYyBCTBUEM KAKOI'O-TO
OOJIBIIOrO COOBITHA, KOTOPOE BCE U3MEHUT

B HAIIeM HacToseM? YTo BOOOIIE CEro/IHs
MOXET O0IaJATh TPAHC(POPMATHUBHBIM ITOTCH-
LIMAJIOM, €CJIU €CTh [IOHATHE IPE3EHTU3MA,
KOI71a MBI GECKOHEYHO MPOKUBAEM HACTOSIIEE
U 32BUCAEM B 3TOM BPEMEHU?

AnHa TutToBa: Mbl IOBEPHYTHI K OYAYIIIEMY
CIIMHOI, KAaK OCHbIMUHOBCKHI a4HI'€JI UICTOPHH,
KOTOPOTO YHOCHUT BETEP U3 IPONLIOTro. CaMble
PAa3HBIE BEITU MOXKHO PACCMATPUBATD KAK
CBU/ICTENBCTBA, CJIEABI IIPOILJIOTO, YUTATh

KAaK JJOKYMEHTBL KaXXbIi1 I1ar TeXHU4YEeCKOU
3BOJIIOIINU HATIOHAET COBPEMEHHOCTD
0b6pazaMu He OyIyIIETro, 4 MPONUIOro. HeCKombko
JIET HA33]] CTAJIO OYEBU/THO, YTO UCTOPUS
MIPUIIUIA K TIOBOPOTHOM TOUKE. IcTOpHs ObLIA
3aMEHEHA HA OECKOHEYHYIO PEKOMONHAITUIO
(PparMEHTAPHBIX U300PKEHUH. CITydaifHbIC

Y 6€3yMHBIE PEKOMOWHAIINU HEYCTOHYUBBIX
SIBJICHUY BBI3BIBAIOT Y HAC OCOOBIA
HCCIIETOBATEIBCKUI HHTEPEC. Hanpumep,
Poccusa B XXI BEKE OKA3bIBAETCA B ABAHI'APAC
HEOKOHCEPBATUBHOT'O ITOBOPOTA. byayiee
MIPEBPAIIACTCS B IPOYKT, TPOU3BOIUMBIN
HU/ICOTTIOTUYECKHU, TOCTYITHBIA TOIBKO
M36PAHHBIM. /IJ1s1 GOIBITMHCTBA K€ HOBOE
OyayIIEE — 3TO MEYTA O IPOIUIOM, TOJIBKO
60751€€ TEXHOIOTUIHOM, IPKOM U HATIOTHEHHOM.
Taxkue MeUYTBl TPOU3BOIATCS, YTOOBI 3ATTIYIINUTD
OIIBIT IIPOBAJIA COLIUAIbHBIX yTONUN. OTCIOAa
IMOCTOSIHHBIE PEKOHCTPYKIIMU, IEPECMOTPHI,
BO3BPAICHUA, PEKOMOWHAITNH.
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TOA: CHOBA B aBaHTIAPAE, HAKOHEL-TO.
CIII: TOBKO TEMEPD B IPYIYIO CTOPOHY.

AT: Mup HE COPaBUICA C OTKPBITOCTHIO, OH
PACCIAaNBAETCs], PACTIAAETCA HA (PPATMEHTHI

U KOHTEKCTBL B ACH ecTb OCO6BIE ficTiapTa-
MEHTBI, KOTOPbIE U3YYAIOT 3TH ABJIECHUS,
BO3MOXXHBIE CLIEHAPUH AAIITAIINU, SMEP/KEH-
THBIE CYOBEKTUBHOCTH, KOTOPBIE MOTYT

JKUTBb U 3BOJIIOLIMOHUPOBATD HA IPAHULIAX
ITUX PA3JIOMOB. byaylee ceryac 310 HEYTO
KOPHOPATHUBHOE, HETIOHATHOE, PA3MbBITOE ...

IOA: ITyraromee.
AT: He C/TMIIKOM I'yMaHHUCTUYECKOE.

IOA: He Tak MHOI'O ITIO3UTUBHBIX BEPCUIT
OYAYIIETO CYIIECTBYET CETOHS.

AT: Bo MHOT'OM H3-32 OTYYKIAIOIIETO
JIEHCTBUS KOPIIOPATUBHOCTH U MACCOBOTO
norpeodnenus. ECm cerogHs MUpbl MACCOBOI'O
HpOI/ISBO,ZIHTCH, TO OHU JOJI’KHBI 1 ITIOAXOJUTDH
K KOHILY.

IOA: KoHer BpeMeHU.

CIII: Cerigac Bce tupPepeHPOBAHO,
Pa3HBIM CJIOSIM — pa3Hoe oyaymiee. Eme
HEZABHO COIIPUCYTCTBUE MUPOB — OJIHU >KUBYT
B Xal-TeK oyayueM, Apyrue B CpeJHEBEKOBbE
— HE OY€HbD JABAJIO O CEOE 3HATD. A B HAIlIE
BPEMs 3TH MUPBI BCTPEYAIOTCS, CTAJIKUBAIOTCS
WJIY €1IE KAK-TO B3AUMO/JICHCTBYIOT. Bpems

1 OOPA3bl KAK HUKOI'ZIA 3ABUCAT OT TEXHUKU,

OT €€ OBICTPOJICUCTBYS, PA3PEMIAIONICH
CIIOCOOHOCTH, NAMATH. ManinHbl paboTaoT
TaK OBICTPO, IPOMU3BOJCTBO OOPA30B U AAHHBIX
HACTOJIBKO IIPEBOCXOJUT BO3MOKHOCTH
4EJIOBEKA, YTO IIOTOKU OOPA30B, I'OJIOCOB,
HAPPATHUBOB BBIXOJAT U3 O€PEToB. JJO KOHITA
XX Beka OyAylee IpeACcTaB/IIOCh CKOPEe

B COLIMJIBHOM IIEPCIIEKTUBE: B HEM MAIINHEI

78

JOJDKHBI OBUIA CO3AATD JIYYIIYIO XKU3Hb

JUISI BCEX I OOJIBIITMHCTBA YE€JIOBEYECCTBRA.
AHTI/IYTOHI/II/I OBLJIM HEMHOTOUYUCIICHHBIMU

Y CTPOWINCH OYKBAJIbHO KAaK AHTH-YTOIMH,
3EPKAJIbHBIC OTPAKEHMA YTONI. B Halle BpeMs
06pa3bl OYAYIIETO PACCETIUCH, OHU OOJIbIIE
He (POKYCHUPYIOT COLIMAIBHYIO SHEPIHIO.
MammHHOE 6y/IylIiee OTYACTH YVKE 3/1€Ch,

HO K BCEOOIIIEMY CYACTBIO ITO HE IIPUBEIIO.
BocnpuATre He yCIIeBaeT aalITHPOBATHCA

K Pa3BUTHUIO MH(POPMALTUOHHBIX TEXHOIOI U
Pacryiii paspbiB MEXAY JIIOABMU U
MAIIMHAMU IOPOXKAAET OTPOMHYIO 1 OBICTPO
PACTYIIYIO «CEPYIO 30HY» KOMMYHHUKALIMOHHBIX
(aHTOMOB, OOPA30B IO Ty CTOPOHY (PAKTOB U
BBIMBIC/IA. CO3HAHHE HE YCIIEBAET IIPHUBBIKATD
K HH(POIIOTOKAM, OOPa3bl BOCIIPHUHUMAIOTCSA
3MOLIMOHAJIBHO, OHU BCE OJIMIKE, UX BIACTD
HaJl, IPECTABICHUAMU JIIOJICH BCE OOJIEe
HETPENCKA3yeMa. B HUX BO3BPAIIAETCA
IIPOIVIOE, HO YK€ C JIEMEHTOM Cai-(ast.

FOA: Bosppamaercs, U 61arofaps pPa3BUTHIO
MaCCMENA, U COLMAIbHBIX MEJNA, 1 HHTEPHETA,
U BCEX BO3MOXKHBIX (POPM (PUKCAITIH.

CIIL: DTy CUTYALHIO MBI IIBITAEMCSI OCMBICJIUTD
B HAIITUX PA60TAX, CUTYAITUIO HOBOH CHJIBI
O6Pa30B, UX HEOBIBAJIOTO BIAWUSIHUS HA JIIOJICH.

TOA: I1epBblIi1 3aJ1 HA BBICTABKE IIOCBAIECH TAK
HA3bIBAEMOMY CETEBOMY BPEMEH.

CIII: CeTeBOE BpEMs — ITO OCBOOOKICHHOE
OT JUKTATA JIMHENMHON ncropuu. Ilponuioe,
KOTOPOE JKUBET U BUJOU3MEHIETCS 110 KAKUM-
TO COOCTBEHHBIM 32KOHAM, C IIOMOIIBIO
PA3HBIX KAHAJIOB BJIUSIET HA HACTOSIIEE U
oyayiee. [Tponuioe, 3 KOTOPOI'o BBIPACTAET
MHOKECTBO HC UCITOJTHUBIINXCA BCpCI/Iﬁ
Oyzayuiero. ITepBbIi 3TaXK NOCBAIICH

IIOTOKAM BPEMEHU; [IEPBBIH 3471 B HEM —

PO CceTH NpouuIoro. [TIopTpeTs AesTenei
OpaBO3AMUTHOI'O ABMKCHUA C/ICTAHbI C OTChLUI-
KAMU K KyJIETYPE POMAHTH3M4, KAK €CJIA OBbI 3TO

ObUIN IEKAOPUCTBL BbIpe3aHue CHIIyITOB

31O Tpagunua XIX Beka. JJo Toro, Kak Craam
JIOCTYITHBI (pOTOrPaUH, BEIPE3ATH U3 OyMaru
npoPuiIn GIM3KUX JIIOJEH, YTOOBI COXPAHUTD
IaMAThb. BeIpe3aHue 310 AEeUCTBHE TAMATH.
Dra rpynmna 6pOH30BBIX CHIIYITOB OOPA3YET
CBOETO PO/ «AJUIEIO I'EPOEBY; B €€ KOHLIE —
OTKPBITKA 13 Ynukaro. OHa — TOXKE YaCTh CETU.
B HEN eCTb HECKOJIBKO YPOBHEH JIOKYMEHTA-
JIbHOCTU. B mrore, mpoias nponeaypbl
[EPEOZHAUYNBAHUA, OTKPBITKA IPEBPATHIIACH
B KJIIOYEBOMU 3JIEMEHT APXUBA.

FOA: Eme nHTEepeceH OOBbEKT C KOPOOKAMH,
APXUBUPYIOINHMMH BCEBO3MOYKHbBIC TCUYCHUS.
Pacckaxkure npo Hero.

AT: DTO CTEHA BPEMEHU.
IOA: OHa JOBOJIBHO ITyT'aIOIIE BBIIVIAUT.

AT: Paccka3 0 BpeMEHH, KOTOPBIH IPOXOIUT
4epe3 BECh IEPBBIN TAK, 3AKAHUUBAECTCS
€ro MaTEPHUAIU3ALUEHN. DTO PEKOHCTPYKLIUA
apxwuBa rpymrel Flower Power B TOM BUZE,

B KOTOPOM OH ObLJI HAM/ICH TOMCKOBOM
KOoMaH1011 ACH. B 3THX KOPOOKAX — BPEMH,
MIPOKUTOE, YBUJICHHOE, BOOOPAXKEHHOE,
34IIOMHEHHOE U PACCOPTUPOBAHHOE IO
KATEropusaM 4CIITAMU I'DYIIIIBL.

FOA: 3aueM 4jIeHbI TOI'0 COOOIIECTBA
APXUBHPOBAIN TAKUM OOPA3ZOM?

CIII: C OgHOU CTOPOHBI, IOXOXE, YUTO AJEIIThI
Jlenunrpazacko Bersu Flower Power
HAJEAINCh HA TO6ENY CBOUX UAEHU

U JOKYMEHTHPOBAIN BCE CBOU UJIEU U BUJCHUSA
U1t Oyaymux roxkoseHu. C Apyroi CTOpOHHL,
OHH OITACAINCh 3d COXPAHHOCTb MATEPHAIIA

B HX I'OJIOBAX, OCOOEHHO YYUTBIBAS
BO3MO’KHBIH IOCTYII K UX I'OJIOBAM TEX,

C KEM OHH 60PONUCH. [103TOMY OHHM XPpAHWIN
doTorpaduu, NPeAMETHI U TEKCTBI, KOTOPHIE
MBI 32TEM PEKOHCTPYUPOBAIN JIJIS1 SKCITO3ULIIH.

IOA: A 3aueM 3T APXHMBBI HAIIIEMY
IIOKOJIEHUIO? HY>KHBI I OHU?

AT: DTO BaXHBIN BOIPOC. /151 HAC paboTta
ACH 3TO BO3MOXHOCTD IIPEAATD OITIACKE
PE3YABTATHI UCCIIETOBAHUI. MBI B TIO60M
cJIygae COOMpPAEM JOKYMEHTBL, UIIEM CKPBITHIC
CBA3U ABJIEHNUH U PA3PBIBbI CMBIC/IA. ADXUB
JUIsL HAC — 3TO PEXUM HAOJIIOIEHHS BDEMEHU,
U HE TOJIBKO.

CII: ApXUB U1 XYTOKECTBEHHOI'O
IKCIIEPUMEHTA — ITO HATYPA, KAK JJIs1
XyJOKHUKA XIX BeKd IVIEHIP. DTO HOBOE
1APCTBO OO'BEKTUBHOCTH: KLKIYIO CEKYH/TY
HpOI/ISBO,[[HTCH N COXPAHAIOTCA MUJUIMOHDBI
3aMMCEN U UB0OPAKEHUILT; THI /IC/IACIIb II1AT,

4 OH YK€ 3aITMCAH. DTA BTOPAasd IPUPOIA
BOJIIOLIMOHUPYET U PA3PACTAETCS HA I7123aX.
ITo3TOMY apXHUB MOXKET UI'PATh CAMBIE PA3HBIE
POMY: OBITb U THCTPYMEHTOM, U APEHOU,

U IIEPCOHAKEM, U CUTYALUET.

TOA: V uesi0oBeKa K TOMY K€ €CTb MHCTUHKT
CAMOCOXPAaHEHUA. DTO CTPEMJIEHUE OCTATHCS
4eJIOBEKOM OJ1Arofapsi TOMY, YTO ThI
cobupaenb apxuB. [ToKa ThI €ro CO6MpPACIIIb,
TBI €IIIE CYIIECTBYEIIb.

CIII: ApXHMBBI B HAIIMX Pa60TAX BCETA
HavijieHHble. OHU — YaCTb HPUPOJBL, IIE-TO
HOSABJIAIOTCA, ) KUBYT U IIOTOM UX HAXOIAT
nnouckoBukr ACH. Ham MHTEpECEH apXUB-
B-C€0€ KaK 3KOCHUCTEMA, U3 KOTOPOM paACTET
COLIUAJIBHAA PEATIBHOCTD. C TEMOU HOBOU
BJIACTU APXHUBOB M OOPA30B CBA3aH MOTHUB
OTCYTCTBYIOILIETO JIEATENA, UCYE3HYBIIETO
4AKTOP3; C ITUM MBI PA60TAEM B KOJIIAKAX

U Ipyrux Bemax. Mcye3HyBImii Wik U3 bAThIN
AKTOP — 3TO U IIPOTUBOIIOIOXKHOCTb,

U IPOJOJ/DKEHHE TEX, KTO 3AIIOMHEH WJIN
BBIPE3AH IAMATHIO U3 IIOTOKA. [lericTBrE
COBEPIIAETCH, HO JEUCTBYET TO JIU IIYCTOTA,
TO JIN OOCTOATENBCTBA, TO JTU HEKASI CUCTEMA,
HEBUUMA C JOCTYITHBIX TOYEK 3PEHU.
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PeanbHOCTD CTAaHOBUTCA MHOTI'OCJIOKHOM

U IPUOOPETAET KOHCITUPATUBHBIN XapaKTep,
3aTEMHAETCI 3(PPEKTOM 3AI0OBOPA; CTAHOBUTCS
O4YE€Hb MHOI'O U3BECTHOI'O HEU3BECTHOTO

U1 HEM3BECTHOT'O U3BECTHOT'O, KAK TOBOPUII
KTO-TO 13 IIOJIMTUKOB. DTY TEKYUYYIO HH(OpMa-
I[JUOHHYIO IPUPOAY, B KOTOPOI HETTOHSTHO,
KTO YTO JIC/IAET, KTO €CTh, 4 KOTO HET,

U HAJI0 UCCIENOBATh CPEJCTBAMU UCKYCCTBA.
MHOTHE UIEN B UCKYCCTBE MTOCJIEHUX JIET
TPUALIATH HA CETOAHA BO MHOTOM OTPA0OTAIH
CBOW MMOTEHITUA U, IEPECTAB OBITH
IKCIIEPUMEHTAIBHBIMH, CTA/IN TUIIOBBIMH.

TOA: Hazto ckazatb, 4TO KOHCTPYHPOBAHUE
MMPOB HE TdK YK IIOITY/IAPHO U HE TAK AKTUBHO
PA3BUBACTCS B UCKYCCTBE, U 3TO CTPAHHO,
IIOTOMY YTO 3TO TAKaA MHTEPECHAA TEMA,
KOTOPAst OIIUCHIBAET MUP, B KOTOPOM MBbI
JKMBEM. BBl KaK pa3 3TUM U 3aHUMAETECD.

AT: MpbI CYUTAEM, YTO PEATIBHOCTD,
OKPY’KAIOIAsl HAC — 3TO HE OAHOPOIHASA
IIAHOPAMa COOBITHH, KOTOPASI PA3BOPA-
YMBAETCS BOKPYT CYO'BEKT4, 4 MHOMKECTBO
CTOJIKHOBEHUH, CJIUAHUU, [IEPEXOI0B

MEX/Ty KOHTEKCTaMU. OT3BYKHU TOTO, UTO
MO’KHO OBIIIO 6Bl HA3BATH [YXOM BDEMEHU

— B HANIPSDKEHUH, KOTOPOE BO3HUKACT IIPU
MHOTOYHCJIEHHBIX CTOJIKHOBECHUSIX OKUJIAHNH,
UHTEPECOB, IPEACTABAECHUN. DTO PACCIIOCHUE,
IIEPECEYEHNE PEATTBHOCTEH — TEMA MHOTHUX
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HAIlIUX IPOEKTOB. Peub 06 «O6GBEKTUBHOM»
3HAHHM, CKOJIBKO O HE3AMETHBIX, CTEPTHIX,
CJI20BIX 3(PPEKTAX KOMMYHUKALIUH. [TIpOEKTHI
ACH 3TO HE CTOIBKO HEKOE «9UCTOE
HMCKYCCTBO», CKOJIBKO aKThl KOMMYHHKAITUH,
HOITBITKY OOMEHA CUT'HAIAaMU. KOKIbIi
NPEIMET — CBUIETEIb WIH MECTO NIEPEXOAA
MEX/Ty PA3IUYHBIMU MUPaMU. OOBEKTHI U
U300PAKEHNS COCTABIIIIOT HEYTO HAIIOI00UE
KAapPThI ITAPAJUIETBHON PEAIbBHOCTH.

IOA: Korga s cMmoTpesia Ha 3TU OOBEKTEL, ¥
MEHA OBbUIA TA K€ MBIC/Ib. DTO BPOJE PEAIbHAA
YACTbh KAKOT'O-TO TPAKTOPA WIH MAIIHUHBI,

HO OHM HACTOJIBKO HE NPHUHAJIEKAT HAIIEH
PCATBbHOCTH, YTO MBI CMOTPHM HA HUX
OTCTPAHEHHO, JAKE HE IOTOMY, YTO OHU
OKpAaIlIE€HBL.

CIII: Mckomaemble, OHU IIPOXOJAT YEPES
pa3HbIEC MUPBI.

FOA: bosbIiie HAMOMUHAIOT SHIOCHI.

CIII: PEKOHCTPYKIIUU UCKOITAEMBIX 9UJOCOB.
B MHOTOYPOBHEBBIX CETAX OyAYIIErO OYAyT
CYLIECTBOBATH SKOJIOIHYECKUE HUIIU U JJIs1
HMCKOIIA€MBIX 3UAOCOB. MBI KaK pa3 CTPEMUMCH
PACCKA3BIBATD O TOM, KAK CETOAHA BO3HUKAET
HOBBI MU CBEPXPA3ZHOOOPA3USL.

FOA: B o61m1eMm, BbI TOMMATNU 3TY BOJIHY.

Yulia Aksenova: The Flower Power project
has quite a complex structure. It taps several
dimensions of history, the exposition divides
into many themes, different media are used.
The project gives an impression of scale and
thorough planning. How did it come about?

Stanislav Shuripa: The project took about
ayear to make; the idea itself has been around
for a long time. And then, a moment came
when we felt the need to, let’s say, represent
the spiritual situation of the era.

YA: Do you mean this era, the one that we live in?

SSH: The most important thing for us is the
present. It is in any case comprised of both
past experiences and future expectations.
Many avenues of historical experience and
expectations are almost or completely invisible,
forgotten, lost. But then you have the torrents
of messaging and data that not only conceal
the opportunities and erase the memory but
also, conversely and unexpectedly, uncover
the forgotten and lost, reanimate images that
seemed to have been relegated to the past for
good. The present of today is full of reflections
of other eras, resuscitated patterns, something
along the lines of undead modernity.

A prominent attribute of our time is that the
image of the future has lost its usual appeal.

It appears to have been washed out, lost the
energy of popular hopefulness; there is no
longer certainty in the conviction that progress
will bring about happiness for all. The place

of future images has been taken by images of
the past. They come from different worlds and
histories. A key role in our practices is taken by
this feeling of co-presence of different times
and versions of history. And we engage this
multiplicity to speak about the splendors and

miseries of hope for a more just and freer world.

YA: Has this informed the choice of the 1960s,
when these ideas peaked in relevance?

SSH: The current times are the continuation of
that era; a lot of what we see today is a reaction
to the social and cultural leap forward in the 60s.

YA: Anya, do you think it is completely
impossible today to live in anticipation of the
future and anticipation of some major event
that is set to change everything? What is there
that can have this transformative capacity,
especially in the context of presentism where
we are perpetually living a perpetual present,
locked in this time?

Anna Titova: We have our backs turned to
the future, like Benjamin’s angel of history
blown away by the wind of the past. A whole
range of very different things can be regarded
as evidence, traces of the past, be read like
documents. Each step forward in technical
evolution produces more images of the past,
not the future. A few years ago, it has become
obvious that history has arrived at a pivotal
point. History was replaced with an endless
recombination of fragmented pictures.
Random and crazy recombinations of volatile
phenomena are of special interest to us as
researchers. For example, the 21st-century
Russia found itself in the avant-garde of the
neo-conservative turn. The future becomes

a commodity of ideological production and
accessible exclusively to the chosen. For the
majority of us, this new future is a dream of the
past but with more tech, color and content.
These dreams are manufactured to drown
out the experiences of failed social utopias.
This is the source of constant reconstructions,
revisions, revisitations, recombinations.

YA: Finally, we are once again in the avant-
garde.

SSH: Yeah, but in reverse.

AT: The world could not handle openness
and it is becoming stratified, fragmented into
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individual bits and contexts. Our Agency has
specialized departments that study these
phenomena, possible adaptation scenarios,
emergent subjectivities that can exist and evolve
on the boundaries of gaps. The future today is
something corporate, inexplicable, blurry and...

YA: Frightening.
AT: Not very humanistic.

YA: There aren’t that many positive versions of
the future today.

AT: Mainly due to the alienating effects of
corporatism and mass consumption. If worlds
are being mass-produced, then they must soon
reach their end.

YA: The end of time.

SSH: Everything is differentiated now, different
strata get different futures. It was not very long
ago when the co-presence of worlds—where
some live in a high-tech future and others

in the Middle Ages—was not so acute.

But today these worlds are coming in contact,
colliding and interacting otherwise. There is
an unprecedented dependence of time and
imagery on technology, its response times,
resolution, memory. Machines work so fast
that production of imagery and data exceeds
human capacities, there is an overflow

of images, voices, narratives. Until the end

of the 20th century the future was construed
more in the social dimension: machines were
intended to facilitate a better life for all

or most of the humanity. Dystopias were few
and far between and were literal mirror images
of utopias. Images of the future have scattered
by now and lost their ability to focus social
energy. The future of machines is in part already
here, but this has not produced universal
happiness. Our perception is lagging behind
the development of information technology.
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The widening gap between humans and
machines leads to an expanding gray area

of communication phantoms, images beyond
the realm of fact and fiction. Our consciousness
cannot in time adapt to information streams,
images are perceived on the emotional level,
they get closer to us and their power over our
opinions is ever more unpredictable. The past
makes a comeback through them, but sprinkled
with some sci-fi now.

YA: It comes back also due to development
of different mass media, social media and
a variety of recording technologies.

SSH: This is the situation that we are trying

to conceptualize in our work, the situation

of a new power of imagery, its unprecedented
influence on people.

YA: The first exhibition hall is about the
so-called networked time.

SSH: Networked time means liberation from
the dictum of linear history, a past that lives
and changes according to its own rules and
affects the present and the future through
different channels. It is the past that originates
a set of unrealized versions of the future. The
first floor deals with streams of time; the first
hall is about the networks of the past. Portraits
of human-rights activists contain references
to Romanticism as if they were Decembrists.
Silhouette portraits is a 19th-century tradition.
Before the advent of photography, people cut
out profile silhouettes from paper

to retain memory of their close ones. Cutting
out is an action of memory. This group of
bronze silhouettes forms a kind of an “alley

of heroes,” helmed at the end with a postcard
from Chicago. The postcard is also a part

of the network. It contains several layers

or documentary information. At the end, after
being subjected to resignification procedures,
the postcard was incorporated into the archive.

YA: Another interesting object is the boxes
that keep a record of various movements.
What is that about?

AT: This is a wall of time.
YA: Looks quite frightening.

AT: A narration about time, unfolding through
the entire first floor, ends with a materialization
of time. This is a reconstruction of the

Flower Power archive as it was discovered

by the ASI research team. These boxes store

the time, lived, seen, imagined, remembered
and classified by the disciples of the group.

YA: Why would they maintain this sort of
archive?

SSH: On the one hand, it seems that the
disciples of the Leningrad chapter of Flower
Power hoped for their ideals to prevail

nd kept a record of all their ideas and visions
for future generations. On the other, they
were concerned for safety of the materials

in their heads, especially since there was a
possibility of their adversaries gaining access
to said heads. That was why they used to store
photographs, artefacts and texts, which we
then reconstructed for the exposition.

YA: Why would our generation need these
archives? Are they of any use?

AT: That is an important question. The

efforts of the ASI, for us, is an opportunity to
disseminate the outcomes of the research. We
are collecting documents, looking for hidden
links between events and for gaps in meaning.
The archive for us is a mode of observation of
time and more.

SSH: In artistic experimentation, archives are
like painting from life, or en plein air
in the 19th century. This is the new kingdom

of objectivity: millions of images and records
are made and saved each second; your each
step is recorded before you even make it.

This second nature is evolving and growing
right as we speak. This is why an archive can
perform very different roles: as a tool, an arena,
a character, a situation.

YA: Besides, this has to do with self-preservation
in people. A desire to remain human by virtue
of maintaining an archive. So long as you are
maintaining it, you exist. As soon as you stop,
you can turn into no one knows what.

SSH: In all our works we use found archives.
They are part of nature, they emerge
somewhere, they live, and then they are found
by our scouts. We are interested in an archive
in itself which is an ecosystem as a habitat for
social reality. The theme of the new power

of archives and images is connected to the
motif of the absent actor, the disappeared
actor, which we address in collages and other
objects. A disappeared or removed actor is
both a mirror opposite and a continuation

of those who have been either remembered
or redacted from the stream. An action is
effected, but it might equally be by emptiness
or circumstance or a system unseen through
our lenses. The reality becomes a complex
compound and takes on a conspiratorial
character, it is obscured by the conspiracy
effect, it grows the amount of the known
unknowns and unknown knowns, as some
politician once put it. This volatile information
nature—where you cannot make out who is
doing what, who is and who is not—requires
exploration by means of art. Many ideas in art
of the last thirty decades or so have mostly
exhausted their potential, ceased

to be experimental, become routine.

YA: It’'s worth mentioning that constructing

worlds is not especially popular and not an
actively developing medium in art. This is
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strange since the theme is so interesting,
describes our world. And that’s exactly what
you are doing.

AT: We believe that the reality that surrounds
us is not a homogenous panorama of events
that happen around a subject but a large
number of collisions, fusions, transitions
between contexts. The echoes of what could
be called zeitgeist—under the tension that
emerges as a result of numerous collisions

of expectations, interests, notions. This
differentiation, intercrossing of realities is

the subject in many of our projects. This

is about “objective” knowledge but rather
about inconspicuous, damped, weak effects

of communications. The projects by the ASI
are not so much some “pure art” but acts of
communication, attempts to exchange signals.
Each object is a witness or a place of transition
between different worlds. Objects and images
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combine into a kind of map of a parallel
reality.

YA: I thought exactly that when I looked at
these objects. They look like a real component
of a tractor or 2 machine, but are, in fact,

so alien to our reality that we contemplate
them with detachment, not even because

of their coloring.

SSH: Fossils, they traverse different worlds.

YA: More like eidoses.

SSH: Reconstructed fossilized eidoses.

The multi-level networks of the future will have
habitat niches for fossilized eidoses too. We are
trying to represent the emergence of this new

world of hyper-diversity.

YA: Evidently, you are attuned to it.
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