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HccnenoBannio OeckoHewHOro Habopa (aHTasuii Ha TeMy albTepHATHBHOW
PEaNbHOCTH IMOCBSIIEHA 3Ta JBYXYaCTHAs BBHICTaBKa, BHICTPOCHHASA B (popme BU3Y-
aJbHOIO JUAJIOra MEXIY JIATBUHCKUM XydOXXHUKOM Mukenrcom PUILIEPCOM U €ro
poccuiickum kosuieroit Hukonaem Onuienko. Haxonsch B pa3HbIX COLMOKYJIBTYPHBIX
U reorpadUyecKuX KOHTCKCTaX, aBTOPbI ONCPUPYIOT CXOXHMHU IOHSTHSIMH.
OnHu coOMparoT COOOIIEHUS O CTPAHHBIX M TAWHCTBEHHBIX SBJICHUSAX JKU3HH, MHUPA,
HayK{ — OJTHUM CJIOBOM, O SIBJICHHUSIX BPOJE JIETAIOUINX TapesioK, KOTOPhIE HE TaK-
TO MPOCTO OOBSACHUTH HAayyHO. OOLIMM MOJEeM U JABYX XYIOKHHUKOB CTaHOBHTCS
oOpamieHre K TPONUIOMY, OyAyIIeMy W HACTOSIMIEMYy dYepe3 MOHSATHS «TalHBD»
U «aJIbTePHATUBHOU PEaJIbHOCTHY.

[Ipoext Mukenuca @umepca nox HazBaHHEM «OTKPBITHINA EPenoM» 00bEAUHUT
B OJTHOM TIPOCTPAHCTBE HECKOIIBKO CEpHUii aBTOpa pa3HBIX JieT: «HecnpaBemmmBocTh
(Disgrace), «Csepxmarepust» (Megamatter), a Takxe yacTh 1poekra «4To rroxoro
MoxeT cinyuutees» (What Can Go Wrong), ¢ KOTOPBIM XYIOKHUK TPEICTABIISII
JlarButo Ha 57-i Benernmanckoit Ouennane B 2017 roxy.

Mukenuc MpU3HAETCST B CBOEH MOPAJIM3aTOPCKOW MO3UIUH W CTPEMJICHUH
00paTUTh BHUMAaHHE HAa MPOOIIEMbI COBPEMEHHOCTH M M3MEHHUTH Mup. [1o MHEHUIO
XyOO)KHUKA, Hallla [TUBWIIN3AINS TPUIIA K TAKOMY MOMEHTY, KOTZa TIepeJioM YxKe
OTKPBITHIA U €ro He chpsAtaTh. OTCOIa MEOUIMHCKOE U CTOJIb MHOTO3HAUUTEINb-
HOe Ha3BaHHe. MUKeJIHC 3a/aeTcsl Leliblo chOpMHUPOBATH KPUTUUECKOE OTHOIICHHE
K XpYIKO# IpUpoJie peaJbHOCTH Yepe3 TeMy KOHCIIHPOJIOTHH, YTO NeNIaeT ero pado-
THI O4€Hb COLUAIBLHO OPUEHTUPOBAHHBIMU. KOHCTIHPOJIOTHS — HayKa, UCCIeyoIast
TIOATOJBHYIO AESATEIbHOCTD, 3arOBOPHI U TaliHble 001ecTBa — ¢ 90-X cralia sSBJjIeHH-



€M MaCCOBOM KYJIbTYPhI B KHHO, TYOJIUIIUCTHKE ¥ HAYYHBIX PabOTaX M OJHOBPEMEHHO
YCTOSIBIIUMCSL COLMANIbHBIM TPEHAOM. JKHBOIMHCHOE MOJOTHO «Y HOBBIX Bpary,
BUICOMHCTAIISINSA «YPOK SI3bIKa» M PaOOThI, BBIMOJHEHHBIE B TEXHHKE PE3bObI
IO JICPEBY, CTPOSTCS HAa SKCTPABAaraHTHBIX TUIOTE3aX XYAOKHUKA O PEabHOCTH.
[maBHBIMH TEpOSIMU 3/1€Ch CTAHOBSITCS PENTHJIOUbI, MHOIUIAHETSHE, & CHOKETBI
Pa3BOPAYUBAIOTCSI B HEKOEM [MOTPAHMYHOM MPOCTPAHCTBE MEXAY MPOILIBIM
U OyITyIIUM — B peajusx MapauieIbHOTO U3MEPEHUS.

JlepeBsiHHbIE MHHHATIOPHI OTCHUIAIOT K ()parMeHTaM CIEHHYECKHX JeKopauluii,
C KOTOPBIMU XYIOXKHHUK C ycriexoM paboraet MHOTO jieT. K TexHuKe pe3b0bl 1Mo IepeBy
Mukenuca MPUBEIH COBETCKUE CYBEHUPHI 60-X TOMOB, BIOXHOBHB aBTOpPa 0COOOM
CTHJIMCTHUKOM U CIOJKETaMHU O Pacl[BETE HAyKH M TEXHUKH, KOCMUYECKHUX [Ty TEIIECTBUSIX.
Hecmotpst Ha yBieuenue xymoxnuka mudonorueii kocmoca eme ¢ 90-x (B Tom
BPEMCHU TEPEMCH XYIOKHUK BO MHOTOM YYBCTBOBaJ CcOsi MHOIUIAHCTSHUHOM),
«xocMu3My» duiepca OTIMYEH OT PYCCKOTO.

[ceBaomoKyMeHTaIbHAS TUTEPATYPa, HAPABHE C KHUTAMH I10 Ty XOBHOM MPAKTHKE
U IIaMaHW3MYy, cTaja JUisl XyJIoKHHKAa OCHOBOM MHOTHX TeM M CloxeToB: «Uem 3rta
MTOyMUCTHYECKasT MHQOPMAISI XyXe TOH SKOOBI peasbHONH?» — BOIPOIIAET
xynoxuuk. Ecnu y Mukenuca obpaiieHHe K MOTYMUCTHYECKOH HH(OpMaImu
MPOUCXOMUT 4Yepe3 «IKCTPEMaJbHYIO 330Tepuky», y Hukomas OHuIiieHko
«MHUCTHUYECKOE MCKYCCTBO» BO3HHKAET Yepe3 CBSI3b C «pa3/elioM CTPAHHOMN
muteparype». Ho B ommmume ot ®@umiepca, B padorax OHHICHKO HENB3S BCTpE-
TUTh WHOIUTAHETSH, KOCMHYCCKUEC KOPaOJId WM KaKUEe-TO MHBIC (YTYPHUCTUYCCKHE
MIPU3HAKH.

Hogas cepust «[lepeBan» Hukonass OHHUIIEHKO BCE €Il COXPAaHACT OYEPTAHHS
PEANBHOCTH, OHAKO CTAHOBUTCS MPOJODKEHHEM pPabOThI ¢ PEKOHCTPYUPOBAHHBIM
MpoCTpaHCTBOM. Ero paboThl BO MHOTOM IOCTPOEHBI Ha JOKYMEHTAJIbHBIX
U TICEeBJAOJOKYMEHTATIbHBIX apXHBAaX W MPOU3BEACHHUIX O CEKPETHBIX HAyYHBIX
pa3paboTkaX, MHCTHYECKHX, aHOMAJBHBIX WM CIIC HE JOKA3aHHBIX SIBJICHHSX.
B mpoekre ALINA 2014 rona Xyno)XHHUK IIEPEHOCHIT 3pUTENS B BOZMOXKHOE Oyyee,
[Je OPUPOAHBIA JAHMADT HAMOMHSJICS JIEBUTUPYIOIIMMH TEOMETPUYECKUMHU
¢urypamu. B «IlepeBane» OHUIIIEHKO 00paIacTcs K TEME «TaifHBD) Yyepe3 CTpaHHbIC
MIPUPOIHBIC (B YACTHOCTH, aTMOC(EpHBIE) SIBJICHUS U IIpeIIaracT 3pUTeIo 3arisIHy Th
3a «peajbHOEY, TIOATOMY 3/1€Ch BpeMsl HE UMEET 3HAYCHUSI.

«IlepeBam» — 3TO MPOEKT, KOTOPBHIA BO MHOTOM CKJIJBIBACTCS M3 MCUATBHO
M3BECTHOW HMCTOpUM TiepeBana [IIT0Ba, KOTOpas y)Ke MHOTHE TOIbl NPHUBJICKAET
JKYPHAJIUCTOB, HUCCJIEAOBATENCH, IOIUTUKOB, MHUCATENEH, PEXKHUCCEPOB U HOBBIX
TypuctoB. [lepeBanm Ha CeBepHOM Ypase MONYyYWT Ha3BaHUE B CBSI3M C Tpareauci
1959 roma, korma TpH HE BBIACHEHHBIX [0 KOHIIA OOCTOSATENHCTBAX IMOTHOIA
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COBEeTCKasi Typuctuueckas rpynna. OnHOW W3 BepcHi T'mOenu cTaja «CTUXUiHAs
CHJIa, TIPEOIONIETh KOTOPYIO TypHUCTHI OBIIIM HE B COCTOSHUW». IMEHHO 3Ta Bepcus
U CTajla CTONb MHTPHUTYIOIIEH W MOPOAMBIICH SIHUIECMHIO (paHTa3UH M OMBICIOB
OT CEKPETHBIX HAay4YHBIX pPa3pabOTOK /0 MEXKIalaKTHYeCKUX KOMMYHHUKAIIUH
«IToutTrm B KaXIOM IpPEBHEM HCTOYHHKE €CTh YINOMHUHAHHUSI O HEOOBSICHUMBIX
MPUPOAHBIX SBICHUSAX. Pa3BuBasCh, YEIOBEYECTBO pACIINPSUIO 3HAaHHA 00
OKpY’)KaloIlleM NPOCTPaHCTBE, HO W ceifyac MX HEJOCTaTOYHO JUIsl OOBSICHEHUS
YU TIOHUMAaHHUS OIPEACICHHBIX BEIICH», — TOBOPUT XyHOKHUK. OIHOBpEMEHHO
«TepeBa;» — 3TO CHMBOII Iepexo/ia OT JOTMYHOTO M PAIlHOHAIBFHOTO MHpa B MHP
HppaIOHAJIbHBIN 1 YyBCTBEHHBIH.

Hukomait OHHIIIEHKO MPOAOIIKAET CIIEIOBATH JaBHO BEIOPAHHOMY BH3YaJIEHOMY
SI3BIKYy — CEepUHHOCTB, HeOONpImIoNn (opmar, Kpyr, rpaduka ¥ BUAEO, B KOTOPOM
0cob0oe MecTO 3aHMMaeT 3BYK, 3alOJHSIONIMN OSKCIIO3UIMOHHOE IPOCTPAHCTBO.
OnHuieHko BBIOMpaeT (OpMy TOHAO, WCHONB3YeT MOYTH KHHEMATOrpapUIecKyro
pa3BepTKy MAaHOPAMHBIX IDIAHOB, OTCHUIAs 3pUTENS K CPEOHEBEKOBHIO U JIIOXE
Bospoxnenus. SIpkne 1 MOHOXPOMHBIE TOHA COEANHSIOTCS TOTyO0M, pO30BBIit, OHprO-
30BBIN BCeT/ia ABJSIOTCS JOIONHEHHEM K IEHTPaJIbHOMY YepHO-0ETIOMY CIOKETy —
CHITy3Ty VXOASAIIETO BIallb YeJOBEKa, TeOMETpUYecKoi Qurype, 3aMmepriemy
B IIPOCTPaHCTBE CaMOJIETy, CKajle, pa3BeBatouieMycst quary. ATpuOyThl pealbHOCTH
YepenyrTcs CO BCEBO3MOXHBIMH ONTHYCCKUMH SIBICHISIMHA: JpaMaTHYeCKIMU
MHUpaaMH OOJIaKOB W CIIOCB [IMA, CHMBOJHYCCKAMH JydaMH W BCIBIIIKAMH
CBETa, JICTAIONIMMHU OTOHbKaMH B HeOe. MucTtudukanms Kpoercs Naxe B CEpHUU
MMaHOPAMHBIX PaboT ¢ BHIAMH TOp, KOTOpHIE CIepBa KaXyTcs (OTOrpadUIHBIMU
U BIIOJIHE PEallbHBIMU, HO B MHTeprperannu Hukomas OHUIIEHKO HAa caMOM Jeie
OKa3bIBAaIOTCS CKOMITMJIMPOBAaHHBIM 00pa30oM HECYHIECTBYIOIIUX TOp. XYIOXKHUK
HCCIIEAyeT PEealbHOCTh O€3 MOMBITKA €€ OOBSCHUTh M TIOMMEHOBAaTh TO, YTO
He mMmeeT Ha3BaHWi: «J[r00oe HEOOBSICHHMOE MpUTATaTeNbHO. Henmp3s Ha3Barh
HEHa3bIBaeMoe», — JI00aBIsieT aBTOP, OOBSCHAS CBOIO CKIOHHOCTH OCTaBIIAThH
paboter Oe3 Ha3BaHHs. PeanpHOE M HepeaqbHOE BEAYyT HENPEPBIBHBIA THAJIOT
C TPOCTPAHCTBOM, CKOHCTPYHPOBAHHBIM XyHOKHHUKOM, H OTKDPBIBAIOT OCOOBIH
napayuienbHelii Mup. [ToHsTHS «3arajka», «TaifHa» M «CTPaHHOCTH)» ONPEEISIOT
M KIIIOUeBYI0 paboTy MpoeKkTa — TOHAO SPKO-PO30BOTO IIBETAa C IPAITMPOBKOM,
MIPOH3EHHON YePHOW BEPTUKAJIbHOM MOI0COH.

C omHoli cTOpOHBI, B padorax Mukennca ®umepca u Hukomas OHHIICHKO
MIPUCYTCTBYIOT HEOCIIOPUMAs CXOXKECTh M IUAJIOT O BPEMEHH Kak caMOW OOIbIION
3aragke BceneHHOH, ¢ Opyrodl CTOPOHBI, HENB3sI HE 3aMETHTh M TUAMETPabHO
MIPOTUBOMONIOKHBIE TIPEJCTABICHUS O HEOOXOJUMOCTH WHTEpIIpEeTanuy, obpa-
3¢ 3pUTENS. W PO CaMOTO HWCKyccTBa. Dwuiepc BBICTPAaWBAeT OTHOLICHHS CO



3pUTENICM uepe3 3aJaHHOC WM CaMHM TOJKOBAaHWE, BHIOMpAas BOCIHTATCIBHYIO
1eab Ui CBOCH XYMOXKECTBEHHOW mMpakTWku. B To BpeMs kak OHHUIIEHKO caM
3aHMMAeT TO3UIMI0 IMOCTOSHHOTO HAaOIIomaTrelss M MpeaiaraeT CXOXKYK MOIENb
JUIS 3PUTEJNISA, CTaBsi TEPANCBTUYCCKYIO IIeJb B (POKYC BHHUMAHHUS CBOHMX paOOT.
OnHAaKO CTOWT YYHTHIBAaTh, YTO BCE BBIIICH3IOKEHHOE — 3TO JIUIIb OYEpPETHBIC
MIOTBITKH OOBSICHUTH HEOOBSICHUMOE, a TIPe/ICTaBICHHAs MapalielibHas PealbHOCTh
B paboTax XyIO)KHHUKOB OJHOBPEMCHHO HAXOJMTCS B KAXJIOM U3 HHX, U «y Bac HET
JOCTyTIa K 3TUM MaTepHaiaMy.

Kpuctuna Pomanosa
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Yo U By Kristina Romanova
DO
NOT
HAVE
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This two-part exhibition is dedicated to the exploration of the endless multitude of
phantasies about alternate realities. It is structured as a visual dialogue between Latvian
artist Mikelis FiSers and his Russian counterpart Nikolay Onischenko. Coming from
different social, cultural and geographical backgrounds, they operate with similar
concepts. The artists collect records of strange and mysterious phenomena of life,
world, science—basically, events like UFOs that do not readily lend themselves
to explanation. The artists overlap in their use of such concepts as “mystery” and
“alternate reality” in dealing with the past, the present and the future.

Open Fracture is a project by Mikelis FiSers that comprises several existing
series by the author: Disgrace, Megamatter and parts of What Can Go Wrong that
represented Latvia at the 57th Venice Biennale.

Mikelis admits to his moralizing and desire to highlight the current problems
and change the world. He thinks that our civilization has reached a point where
the fracture is now open and cannot be hidden. This is the reasoning behind such
a medical and multi-tiered title. Through conspiracy theories as the subject matter,
Mikelis attempts to promote a critical view of the fragile nature of reality, which
makes his works socially pointed. Conspiracy theories are studies of covert activities,
conspiracies and secret societies. Since the 1990s conspiracy theories have become
a mass culture phenomenon, incorporated into cinema, journalism and academic
research, also becoming a well-established social trend. The painting /n Front of New
Gates, video installation Language Lesson and other works carved on wood are based
on the artist’s outlandish theory about reality. The main characters are reptiles and
aliens, and the stories are set in a space bordering between the past and the future—in
a parallel dimension.
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These wooden miniatures bear reference to elements of stage designs that the artist
has been successfully producing for many years. Mikelis discovered wood carving
through Soviet souvenirs of the 1960s that inspired him with their distinct style and
stories about the heyday of science, technology and space travel. Although the artist
has been interested in the mythology of space since the 1990s—when he largely felt
alien during those times of change—FiSers’s “cosmism” differs from the Russian
cosmism.

Pseudodocumentary literature, books on spiritual practices and shamanism have
become a central theme and narrative in his art: “Why would this semi-mystical
information be worse than what’s perceived as real?” he wonders. Whereas Mikelis
works with semi-mystical information through “extreme esotericism,” Nikolay
Onischenko creates “mystical art” through the connection to the “strange, weird
literature.” Unlike Fisers, his works show no extraterrestrials, spaceships or any other
futuristic elements.

His new series Pass retains realistic forms but also continues his work with
reconstructed space. His works are mostly baes on historical or pseudo-documentary
records and writings on secret research and development, mystical, paranormal or
otherwise unproven phenomena. In his 2014 project ALINA the artist invited the
audience to the future where the natural landscapes were populated by floating
geometric shapes. In Pass, Onischenko addresses the theme of “mystery” through
strange natural (in particular, atmospheric) events and offers the viewer a glimpse
beyond the realm of “reality,” where time is of no consequence.

Pass is a project in large part informed by the tragic Dyatlov incident that has
long attracted the attention of journalists, researchers, politicians, writers, cinema
directors and new tourists. The pass was named after the tragedy of February 1959
that happened in its vicinity, where a trekking group led by Igor Dyatlov died under
mysterious circumstances. An official version was that “the cause of death was an
elemental force of nature, that the tourists could not overcome.” This conclusion was
so intriguing that it spurred a storm of fantasies and conjectures, from secret scientific
research to intergalactic contact. “Almost each ancient writing mentions unexplained
natural phenomena. As the humanity progressed, it added to its knowledge of the
environment, but it is still not enough to explain and understand certain things,” — the
artist says. “Pass” also symbolized a transition from the logical and rational world into
the irrational and emotional realm.

Nikolay Onischenko has been consistently working with a long-established visual
language: series, small formats, circles, drawings and video, which emphasizes
the sound that fills up the exhibition space. The artist works with rondo, almost
cinematically-framed panoramic views, referring the audience to the Middle Ages
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and the Renaissance. Bright and monochrome tones come together: light blue, pink,
turquoise that always serve to complement the centerpiece black-and-white story: a
silhouette of a distant person walking away, a geometric shape, a plane frozen in
space, a huge rock, a fluttering flag. Elements of reality interchange with different
optical phenomena: dramatic cloud and smoke mirages, symbolic beams and flashes
of light, lights in the sky. There is mysticism even in the series of panoramic mountain
landscapes that first appear realistic and true, but, as interpreted by the author, they
are actually a compiled image of non-existing mountains. Onischenko explores the
reality without trying to explain or label it: “Anything unexplainable is appealing.
You cannot name the unnamable,” he adds, commenting on his tendency to refrain
from naming his works. The real and unreal are in continuous dialogue with the space
constructed by the artist and open a peculiar parallel world. Such concepts as mystery,
secrecy and strangeness define the key work of this project: a bright-pink rondo with
draping pierced by a black vertical stripe.

On the one hand, works by Mikelis FiSers and Nikolay Onischenko have an
unmistakable similarity and maintain a dialogue about time as the greatest mystery
in this Universe; on the other, there are obviously polar approaches to the need for
interpretation, the role of the audience and the artist. FiSers builds his relations with the
audience through his own interpretations and intends his art as guidance. Onischenko
takes the roles of a perpetual observer and offers the same to the audience, focusing
his works on therapeutically objectives. It must be said, however, that all of the above
is just another attempt at explaining the unexplainable and the parallel reality in
the exhibited works also exists inside the authors’ worlds and “you do not have the
clearance to access these materials.”
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BYAYLLEIO
HET,
TOJIbKO
HACTOSALLEE!

Kpucrnna PomanoBa: HaspaHue fuisi TeOs Bcerja BaKHBIM 3JIEMEHT BBICTaBKH,
1 BbIOpaHHOE TOOOI JJIsi MOCKOBCKOM BBICTaBKH — «OTKPBITBIN IEPEIOM» — 3BYyUHT
KpaitHe MHOTOCIOMHO. [TodeMy IMEHHO «OTKPBITHII)?

Mukenuc @uiepc: Bo-nepBbiX, MHE HPaBUTCS y3KMH MEIULUHCKUN CMBICI U OfI-
HOBPEMEHHO OYEHb KOHIENTYalTbHO IIMPOKWH. Y MEHS B XHM3HH OBUIO HECKOIBKO
3aKPBITHIX MEPEIOMOB. DTO A€J0 TAKOE — €r0 MOXKHO HE 3aMeTUTh. S mymato, uTo
Haula [MBUJIM3aLUs [IPUILLIIA K TAKOMY MOMEHTY, KOIZIa IIEPEJIOM YK€ OTKPBITBIHI U €ro
He crpATaTh. 1 moka Mbl elie U3 MOCIEAHNX CHII MBITAEMCS IPUKPBITh €70 MOTHON
OZIeXKIIOH, CKOPO 3TA CIIOMaHHAs! KOCTh NPOTKHET M OJEKAY (CMeemcs), U ele Tpya-
Hee OyJeT MPUTBOPATHCS, YTO BCE y HAC B mopsizke. J[eno B TOM, YTO MBI KUBEM
B OXKUJAHUM TPATYLIETO alOKaIHMIICHCA, HO MPHUTBOPSAEMCS, YTO OH HE HACTYIIHT.
MHOXeCTBO y4YEeHBIX KpH4ar o mpoliieMax — IepeHaceIeHNe, 3KOJIOTHs, Hy U TaK
Janee 1o nyHkraMm. Ho noiauruueckuil ypoBeHb HaXOIUTCS BHE HALIETO IOHUMAaHMsI,
1 TIPU 3TOM MBI TOTOBBI BOEBATh APYT € ApyroM. B o0rmem, MO0 1 «KOHCIHPOIIOo-
THIO» U MOPAJIM3UPOBATH TOXKE JIIOOJIIO.

K.P.: HazBanme kak-To CBsI3aHO C TEM, YTO BBICTaBKa mpoxonuT B Poccun?
M.®.: 1 pa u Her. [la, Poccus ceiluac o4eHb BOBJIEUEHA BO BCE IPOLECCHl. B npuH-

IHIIC, cyz[LGa YECJIOBEUYCCTBA BO MHOT'OM 3aBHCHUT OT TOT'O, KAKME PEIIECHUA IPUMYT JIBa
«CaMBbIX BaXHbIX» YCJIOBCKA B MUPC ... XOpOIHO, 4TO ThI IOAMECTHIIA 3TO.
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K.P.: Tlon ogauMm oOmmMm Ha3BaHHeM «OTKPBITHIN NEPENIOM» COCIMHUIUCH He-
CKOJIbKO TBOUX IPOEKTOB Pa3HbIX JIeT. bonpmras yacte — 3T0 npoekT «YUTto mioxo-
ro MoxeT ciyunutbes» (What Can Go Wrong), ¢ KOTOpBIM ThI IIpeacTasisil JlaTrBuio
Ha 57-it Benenuanckoii ouennane B 2017 romy.

M.®.: Ha3zBaHme MOKHO MPOYUTATH KaK YTBEPKACHUE, BO3ITIAC VAUBICHHS, BOTIPOC,
WK TIpe/icKa3anue. DTo ObII IPOEKT — MPOAOIDKEHHE, HITH J1aXKe BEPHO CKa3arh, pac-
IIMpeHHAs Bepcus npoekra Disgrace.

K.P.: ®parMeHTHI KaKuX IPOEKTOB THI ele MoKaxels B Mockse?

M.®.: Bropoil 4yacThl0 BBICTaBKU CTaHET Kak pa3 Disgrace, KOTOpbI B OpUTHHA-
JIe mo-JaThllcky HasbiBasics «HecmnpaBennmuBocTs». Ha3Banue He mepeBoauioch
XOpOIIO MO-aHIVIMHCKH, a U MO-PYCCKH HE OYEHb 3ByYHUT. DTOT MPOEKT OBUI MOKa-
3aH B My3ee ucropun mMeaunuasl nMenn [ayma Ctpaapias. B croxerax Moux padbot
Bce OBIIO HACTONBKO MECCHMHUCTHYHO, YTO TOrna s 1o0aBui BHAEO «JlpeccupoBka
pentunonna. BYIYIIET'O HET, TOJIbKO HACTOSIEE!», roe s X0xXy 1o ropsi-
YUM yIJSIM. A TEMBI U T€POH OCTAIOTCS BCE TE JK€ — KOHCIIHPOJIOTHYECKHUE TEOPHH,
aHTpono30(usi, pa3MBIILIEHHS TIPO IPEBHOCTH U PO COBpeMeHHOCTh. B « Tpuymbe»
OyzeT ofHa KapTHHA U3 MOeil OO0 BRICTaBKH, KOTOpast Ha3bIBasach Megamatter
WIIH, KaK OBl IO-PYCCKH CKa3aTh, «CBepxMarepus». XoJCT IO Ha3BaHUEM «Y HOBBIX
BpaT» g Hamucanl nocie cHa. S yBuaen Bo cHe ce0sl ¢ 4eThIpbMs HOTaMH U HUIYTh HE
YAWUBUIICS, TOJIBKO MOyMall — 3a4eM K€ s Ha yPOK (U3KYIbTYPbI IIPHIIET 00y ThIH Ha
MIepeIHIX HOTaX B TAallOYKH, a Ha 33HUX B Ke/bl. Takoil ObUT COH, M KaK-TO KapTHHA
YK€ U3 3TOTO MOSIBUIIACH.

K.P.: IMeHHO MHOTOMEPHOCTh PEaJbHOCTH M COH KaK OJHA M3 HHUX Yy TeOs MPUCYT-
CTBYIOT BO MHOTHX paboTax. DTo Oy/neT eMHCTBeHHas paboTa B TPaJAUIIMOHHON TeX-
HUKE KUBOTIMCH, XOTS PaHbIIIE Thl B OCHOBHOM paboTai uMeHHO ¢ Hell. Ho mocnenxue
TOJIBI ¥ IPOEKTHI — 3TO NPEHMYIIIECTBEHHO pe3b0a 1o aepey. Uem Tebe 3Ta TeXHHUKA
OKazajach OJIM3Ka U M0YeMy ThI TPOJOIDKaeIIb paboTarh B Heit?

M.®.: MHe KaeTcsi, YTO MHE YIaJIOCh OY€Hb YJauyHO MOJ00parh TEXHUKY UMEHHO
JUIS MOWX JIFOOMMBIX KOHCIHUPOJIOTHYECKHX Teopuil. TyT Bce YepHBIM MO Oeiomy
1 HaoOOpOT, B CaMOM IIPSIMOM CMBICJIE CJIOBa. Y MEHs Ha BbICTAaBKe ObLIa IUTaTa:
«Moe 3y0HII0 OCTpee, YeM Med BhIPE3aeT U3 JIOXKH. .. U YEro-TO TaM elle, Oeyo ape-
BECHHY MPaBJbl OTKPHIBACT» — B OOIIEM, UYTO-TO TaKOE. ITa TEXHUKA HE MO3BOJISICT
CO31aTh CIIOKHBIE 00pa3bl M HE AaeT MpaBa Ha OIMINOKY.
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K.P.: To1 MHOTO paboTaenib ¢ TeaTpaJbHBIMUA TOCTAHOBKAMH M TBOM JICPEBSIHHBIC MU-
HUATIOPBl HEMHOTO TMOXOXHM Ha ()ParMeHTHl CLEHHYECKUX JCKOpPalni, U CIOKETOB.
Wm oTkyna mosiBMIack pes3pda 1mo nepeBy?

M.®.: BnoxHoBmiCs 5, KOHEYHO, COBETCKUMH cyBeHHpamu 60-x ronos. B JlarBun
OHHM OBLIH TTIOYTH B KaXKJIOM JIOME, 'y MEHs TOKe OBLIT OJIMH TaKoi 00pa3erl, KOTOPBIA
rae-to B CCCP cnenan. Tam n3o0paskeH 0OBIYHBIN Meii3ax, HO MHE KQXKETCS, UTO JIe-
JIAJTM WX KOJUIEKTUBHO — OJIFH YMEJIeIl BRIPe3all AePEBO, BTOPOH MOJIOCOUKH, Y KOTO
YTO JIy4IIe TOIy4aaock. JTa TexHuKa 60-X MHE OYCHB ITOIXOINT 10 CTHITI0 — pac-
LBET HAYKH, TCXHUKH H KOCMHUUCCKUX yTCIICCTBUH, OOIBINNX HAJICHK]T, KOTOPHIC YKE
B IIPOIILIOM.

K.P.: Y MeHs Bce BepTHUTCS OMH O4eHb OaHAJIBHBII BOMIPOC: YTO TeOs OObIIe HHTE-
pecyert, nponuioe i Oyaymiee?

M.®D.: (cmeemcs) Xopoluid BOIpoc, 51 He 3ayMbIBalics. bombIiie Bcero MeHs MHTe-
PECYIOT 3araJiKu, TO €CTh B HACTOSIIEM OYEHb MHOTO 3ara/ioK, Ha KOTOPbIE HET A0CTO-
BEPHBIX OTBETOB — BOT TO, YTO MEHs HHTEpecyeT. To jke caMoe ¥ PO MPOIIUIOE, eCIH
MeHs He yCcTpauBaeT o(uIraIbHas BEpCHs, 3TO MOJIE MOETO HHTepeca.

K.P.: Korma Obuia y Te0s B rocTsx, s oOparwia BHHMaHHE Ha TBOM HACTOJEHBIC
kaurn — HJIO, mucTtuka, kocMoc, OKKylIbTU3M. Hackoibko TBOM MHTEpec CBs3aH
€ KaKOi-TO KOHKPETHOH JUTEpaTypoii?

M.®D.: BesycnoBHo, Bce Ha uteparype. Bee Hadanoch ¢ 90-x, KOrjia mosSBIIACh «IKC-
TpeMasibHasl 330TE€PUKa» U KHHIKEUYKH B TOHKUX OOJIOXKKAaX, KOTOpbIE MPOAABAIUCH
B MOA3eMHBIX Tiepexoax. C TeX caMbIX 0P s OUEHb YBIEKCS 3TUMU TEMaMH, HO BCET-
Jla HaXOAWJI B HUX BIOXHOBEHHE IS CIOKETOB M JUIS BCEro ocTanbHoro. Ho BaxHoO,
YTO 51 HE BOCIIPUHHUMAIO 3TO € TIIyOOKOit BEpOii M CepPbe3HOCTHIO, BCETIa OCTABIISIO
KaKy0-HHOY/Ib 4acTh ce0s1, KOTOpasi CKeNTHYESCKH HAOII0AAET 3a 3THM. MHE KaXeTcs,
HayuyHass aHTACTHKA TOXKE OJHA U3 TEM ]IS BJOXHOBEHUS, 51 €€ PETYJIAPHO YUTAIO,
HapaBHE C KHUTAMH 110 lyXOBHOH IPaKTHKE, IIaMaHH3MY.

K.P.: A eciii rOBOpHTBH PO MCEBJONOKYMEHTAIBHYIO JIUTEPATYPY U ITyOIUIUCTHKY ?
M.®.: 3naems, 1a, pabora, KOTOpas celdyac Ha BHICTABKEe B XeIbCUHKH B My3ee co-

BpPEMEHHOTO HcKyccTBa «KuacMay, HaszbiBaeTcst «Oduiiepckuii 0an BMeCTe ¢ MHOILIA-
HeTstHaMu B CBoguarom 3aine Hoott 111Babnu B gects yonenust Ocamel 6uH JlageHay.
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W Tam xak pa3 s mpovesa OrpOMHOE KOJHUYCCTBO CTPAHHOW apXUBHOM JINTEPATYPHI,
Jlake cKopee TceBnoapxuBHoi, ipo Tperunii Pelix n «Anenepoe» («Hemerkoe obmie-
CTBO I10 U3YYEHHIO APEBHEN repMaHCKON UCTOPUH U HACIIEIUSI IPEIKOBY).

K.P.: To1 roBopHIIb, YTO M3y4aellb TaKyl0 MHPOPMAIHIO ¢ TIO3UIIUU HAOIIOOAaTeNs.
ThI TPOBOAMIITG KAKHE-TO ITAPAILICTH C COBPEMEHHOCTHIO?

M.®.: Bech 3TOT MOJIHBIN Opell, KOTOPBIH MOXXHO HAWTH B HHTEPHETE PO JTIONEH-He-
monel, taiiHoe npaBuTenbeTBo, HIIO, ¢ Moell mo3uuuu HUYEM HE OTJIMYAeTcsl OT
HOBOCTCH, KOTOPBIC TPAHCIUPYIOT 110 TEICBU30PY. YPOBEHB MTPAB/IBI/HEPABIBI U CTC-
IIeHb TOCTOBEPHOCTH ISl MEHSI IMYHO OIMHAKOBBINA. UeM 3Ta moryMHuCcTHYECKas MH-
(dbopmanus Xyxe To# K00 peanpHO? [1o MHe, OHa ONIKE K CEpIILy, U s BBIOHparo
JKUTh B MHUPE, TJI€ BCE 3TO BOZMOXKHO, KOMY HE HPABUTCS, TyCTh JKUBET B IPYTOM MHUpE.

K.P.: K Bonpocy mornManust. Y 1e0sl €CTh OHO BHAEO IO Ha3BaHHEM « YPOK SI3bI-
Ka», TJIe MPOUCXOJIUT TUAJIOT MEXAY IByMs PENTUIIOUIaMH, U MaJIeHbKUMN CripaIinBa-
eT: «[Ipan?», 6onpmioi orBeuaeT: «IIpan». SI BOT MHTEpIpeTHpOBaia €0 KaK Kiac-
CUYECKHHU CIOXKET OTHOIICHUH MKy IBYyMs JIFOIbMH, KOTOPBIE MBITAIOTCS YCIBIIIATh
JIPyT Ipyra, HO UM Yero-TO HEe XBaTaeT JIJIsl MOJHOTO B3aUMOIIOHUMAHUSI.

M.®.: OmnuHo, THI camMa MHTEpIpeTHpoBasa. Mosi Bepcusi Oblla Takas — CIIO-
B0 «PRAN» sBisieTcs 4acTbl0 YHHBEPCAJIBHOTO A3bIKA, 1 OHO OTHOCUTCSI KO BCEM
CJIOBaM M TOHATHSIM JIOOOTO YEJIOBEYECKOTO S3bIKa, KPOME CIIOBA «COCTpAllaHHE).
Mae BooOIIIE HE XOUeTCsl HHTEPIIPETUPOBATH CBOIO padoTy.

K.P.: OmHako TBoM pabOTHI Bcernia MMEIOT 04eHb d((EKTHBIC HAa3BaHUS, HAPUMED,
«[locneqHue CHEXKHPIC JIIOMU MPOTECTYIOT MPOTUB MOBBIILICHUSI BEIOPOCOB YIIIEKUC-
J1010 Ta3a okoyio Bemukoit Kuralickoit creHbn». TEKCT K MPOEKTY, TEKCT Ha BHICTABKE,
WHTEPBBIO, STHKETKH — 3TO BCE COCTABISIET LIEJIOE JIUTEPATYPHOE 007IaK0 BOKPYT pa-
00THI XyHoKHUKA. CUHTACIIb T 3TO HEOOXOIUMBIM ITyTEBOJUTEIIEM IS 3PUTEIS HITH
BIIOJTHE MOXKHO M HY>KHO OCTaBUTh CBOOOIY BEIOOpA HHTEpPIIpETAIH?

M.®.: S gymaro, 94TO MPHU3HAK XOPOIIEH pabOTHIl — 3TO KaK pa3 MHOTOCIOWHOCTD.
OnuH cJ0it — 3TO TOT, YTO BUIUT U NIOHUMAET 3puUTeNb. [Ipruem 3TOT cioil MoxeT
CHJIBHO OTJIMYATHCS OT TOTO, YTO BKJIAABIBAET aBTOP. Bps/ 11 MHE HHTEPECHO HCKyC-
CTBO, KOTOPOE COBCEM HE MOXET CyIIECTBOBATh 0€3 MHTEpIIpeTanuy. Y MEHs JJTHHHBIE
Ha3BaHWS, U B HUX YacThb HHTEPIpPETaINH, 0€3 HUX MOU M 0€3 TOro CTpaHHbIe paboThI
eIle CIOKHEE 00BSICHUTD. XOTS NMEPBbIE KKOCMUYECKHE» 00pa3bl MOSBUINCH Y MEHS
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B 90-¢, Korma s KaK XyJIOKHHK BO MHOTOM YYBCTBOBaJ CcOs WHOIUTAHCTSIHHHOM
B TOM BPEMEHH NepeMeH. Y MeHs O4eHb crienudrueckas myonuka. Camas Oompras
pamocTh, Korma KTo-HUOYIb MPU3HAETCS, YTO MOCIE YBHICHHBIX paboT 3aaymarcs
0 TOM, O 4eM s IBITAIOCh CKa3arh. [ CHOBa 51 MOPaIM3UPYIO U NMPHU3bIBAIO 00IIECTBO
K [epeMeHaM.



NO
FUTURE,
PRESENT

ONLY!

Kristina Romanova: You always pay special attention to exhibition titles. The name
of the Moscow exhibition—Open Fracture—seem to refer to a multitude of layers.
Why exactly “open”?

Mikelis FiSers: First, I like the meaning of this specific medical term, which is also
conceptually broad. I have had a few closed fractures. The thing is, these might even
go unnoticed. I think that our civilization has reached a point where the fracture is
now open and cannot be hidden. We are still in a last-ditch effort to cover it up with
fashionable clothing, but the broken bone will soon pierce the clothing too [laughing]
and it will become even harder to pretend that everything is just fine. You see, we live
in expectation of a looming apocalypse, but pretend it will never come. A lot of sci-
entists are sounding the alarm: overpopulation, environment, the list goes on. Yet, the
political dimension is beyond our comprehension and still we are readily supporting
wars. By and large, I love conspiracy theories and moralizing.

K.R.: Is this title in any way related to the situation in Russia?

M.F.: Yes and no. Yes, Russia is engaged in the current processes in a major way.
Basically, the future of humanity hinges on the decisions of the two “most powerful”
people on the world—Trump and Putin... Good you pointed that out.

K.R.: This title, Open Fracture, is an umbrella for several projects you did in the past.

The bulk of the new exhibition is you project Whan Can Go Wrong, that represented
Latvia at the 57th Venice Biennale in 2017.
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M.E.: The title can be interpreted as a statement, a surprised exclamation, a question,
or a prediction. This project was a continuation or rather an extended version of an-
other project, Disgrace.

K.R.: What other projects are exhibited at the show in Moscow?

M.E.: Disgrace is the second part of this exhibition, the original Latvian title of this
project is Injustice. It didn’t quite translate into English, or Russian for that matter.
The project was exhibited at Stradin§ Museum for History of Medicine. The narra-
tives were so pessimistic that I decided to add a video, Reptile Drill. NO FUTURE,
PRESENT ONLY!, where I am walking on hot coals. The themes and characters are
the same, though, conspiracy theories, anthroposophy, reflections on the antiquity and
modernity.

M.F.: The exhibition at Triumph will have one work from Megamatter, a major ex-
hibition I had. I painted In Front of New Gates after having a dream. In the dream, |
saw myself as having four legs and was not in the least surprised, only thought why
I would attend phys ed having slippers on my front legs and keds on the rear legs.
That was the dream that somehow resulted in the painting.

K.R.: This multidimensionality of reality and dreams as one of the dimensions can
be seen in many of your works. This is the only painting done in the traditional tech-
nique, although you used to paint a lot. However, in recent years and projects you
focused on wood carving. What appealed to you in this technique and why do you
continue working with wood carving?

M.F.: I think I was able to pick the fitting technique for my favorite conspiracy theo-
ries. It’s very clearly black and white, quite literally. I used a quote at one of the ex-
hibitions: “My chisel is sharper than a sword, carving out from the bedding...” some-
thing, something, “reveals the whitewhood of truth,” generally along these lines. It’s a
technique that requires simple images and leaves no room for mistakes.

K.R.: You are known to do much work for theater stagings, and these wooden minia-
tures are somewhat similar to pieces of stage decorations and stories. Where did the
wood carving come from?

M.E.: The inspiration was, of course, Soviet souvenirs from the 1960s. Virtually every

household in Latvia had those, and we had one specimen too, made somewhere in the
Soviet Union. It depicted a plain landscape, but I think that they were manufactured
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collectively: one wood carving master, another for the stripes, someone else for a
third thing. This technique from the 1960s is best suited for my style—the heyday of
science, technology and space travel, great expectations that have become a thing of
the past.

K.R.: I’'m still thinking of this trite question: what interests you more, the past or the
future?

M.F.: [laughing] A great question, I never thought about that. I am interested the
most in mysteries, that is, there’s a lot of mysteries in the present that have no reliable
explanations—this is what interests me. The same is with the past, if I’'m not satisfied
with the official narrative, this catches my attention.

K.R.: When I visited you at home, I noticed the books on your table: UFOs, mysti-
cism, space, occult practices. Are there any specific literary connections?

M.F.: Naturally, literature is the foundation. It all began in the 1990s, when “extreme
esotericism” began to appear, those paperbacks sold on street corners. It was then
when I took a great interest in these themes, I have always found inspiration in them,
narratively and otherwise. Importantly, though, I do not take it at face value or with
deep belief, there’s always a part a reserve for skeptical oversight. Probably, sci-fi is
another source of inspiration, I am a regular reader, same as with books on spiritual
practices, shamanism.

K.R.: And what about pseudodocumentaries?

M.F.: You know, it’s also a yes, the work I have on display now in Helsinki, at the
Museum of Contemporary Art Kiasma, is called Officers Ball Together with Extrater-
restrials at the Vaulted Hall of Neu-Schwabenland in Honour of Osama bin Laden s
Elimination. It was informed by large volumes of strange literature based on archival
records or, rather, pseudo-archival, about the Third Reich and Ahnenerbe (the Study
Society for Primordial Intellectual History, German Ancestral Heritage).

K.R.: You say that you take in this information as an observer. Do you draw any par-
allels with today’s time?

M.F.: These delusional ramblings, which can be found on the Internet writing about

non-people, shadow government, UFOs, from where I stand, are identical to the news
on TV. I believe that the level of truth/untruth and credibility is the same. Why would
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this semi-mystical information be worse than what’s perceived as real? The former
is closer to my heart and I chose to live in the world where all this is possible. If it
doesn’t agree with someone, they can live in some other world.

K.R.: Regarding the issue of understanding. You have a video titled Language Lesson
that is a dialogue between two reptiles, the small one asks: “Pran?” and the big one
replies: “Pran.” I see it as the classic way relations work between two people who are
trying to hear one another, but something is lacking for the complete mutual under-
standing.

M.E.: Perfect, you interpreted it yourself. My version is that the word «PRAN» is
part of the universal language, and it refers to all words and concepts in any human
language apart from the word “compassion.” I wouldn’t like to interpret my own work
at all.

K.R.: You works, however, always have very effective titles, for example, The Last
Yeties Protest Against CO Emissions by the Great Wall of China. The texts in the pro-
ject description, at the exhibition, in the interview, and on the labels—all contribute
to the whole literary cloud around the artist’s work. Do you think, it’s a necessary
guidance for the viewer or it’s quite possible to have a freedom of interpretation?

M.E.: 1 believe that a mark of a good work is precisely that—multiple layers. One
layer is what’s seen and understood by the audience. As that, it can be far removed
from the intentions of the author. I don’t think I’d find art that cannot exist without
interpretations engaging. I have lengthy titles that already give some interpretation
and without them it would be even more of a challenge to interpret my works that are
already weird. Although my first “space” imagery emerged in the 1990s, as an artist I
felt largely alien during those times of change. My audience is very special. And the
best praise for me is when someone says that the works made them thinks about what
I was trying to say. And I snap back into moralizing and calling for social change.
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Mukenuc ®Puwepc
VY noswix epam
2008

XoicT, Maciio
200x162 cm

Mikelis Fisers

In Front of New Gates
2008

Oil on canvas
200%162 cm




Mukenuc ®Puwepc

Byooucmckue monaxu obyuarom medumayuu penmuioudos-omueneHyes
2017

Pe3bba 1o okpameHHOMY U MOJIMPOBAHHOMY JI€PEBY

21%29,5 cm

Mikelis Fisers

Buddhist Monks Train Reptilians-Renegades to Meditate
2017

Wood, polished paint, carving

21x29.5 cm

Mukenuc ®Puwepc

Penmunoudwvl npouzeodsam c6op napazumuieckux wepeel Ha epynnoeou yepemonuu Asxyacka
2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY

21x29,5 cm

Mikelis Fisers

Reptilians Harvest Body-Worms on Collective Ayahuasca Ceremony
2017

Wood, polished paint, carving

21%29.5 cm



Mukenuc ®Puwepc

Buiicusanvuyux esnum nomepnesuiux kpyuwenue unonaanemst. 20-i 200 s10epHoU 3umbl
2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY

21x29,5 cm

Mikelis Fisers

Survivalist Jerking Shipwrecked Aliens. The Twentieth Year of Nuclear Winter
2017

Wood, polished paint, carving

21%29.5 cm

Mukenuc ®Puwepc

Cnuxep mpembvux nianem sulnpawiueaem 0apbl HCaroCmu Ha Cammume 08YCKOPOCHHbIX YUSUTUAYULL
2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY

21x29,5 cm

Mikelis Fisers

Speaker From the Third Planets Panhandle for Alms at the Two-speed Civilization Summit
2017

Wood, polished paint, carving

21%29.5 cm



Mukenuc ®Puwepc

Penmunouodel nevam oenpeccuio y Cmepuauzo8annsix pycaiok na CUHaickom noiyocmpose
2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY

21x29,5 cm

Mikelis Fisers

Reptilians Heal Sterilized Mermaids from Depression on the Sinai Peninsula
2017

Wood, polished paint, carving

21%29.5 cm

Mukenuc ®Puwepc

Mnozomepuvie cywecmea paspezaiom Ha KyCKU C80U asamapul hepeo s6axyayueli ¢ nianemol 3emis
2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY

21x29,5 cm

Mikelis Fisers

Multidimensional Entities Cut Up Their Avatars Before Evacuation from Planet Earth
2017

Wood, polished paint, carving

21%29.5 cm



Mukenuc ®Puwepc

Hpesnue npuwenvyvl kaznusam nepedoguix pakemocmpoumeneil 6 [lanenxe, Mexcuxa
2017

Pe3bba 1o okpameHHOMY U MOJIMPOBAHHOMY JI€PEBY

21%29,5 cm

Mikelis Fisers

Ancient Aliens Execute Overqualified Rocket Scientists at Palenque, Mexico
2017

Wood, polished paint, carving

21%29.5 cm

Mukenuc ®uwepc

Tueanmckue Ky3HewyuKu OXOMAMCA HA Mypucmos y nupamuo I uzel
2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY

21x29,5 cm

Mikelis Fisers

Giant Grasshoppers Massacre Tourists by the Pyramids of Giza
2017

Wood, polished paint, carving

21%29.5 cm



Mukenuc ®Puwepc

Tlocneonue credicuvie 00U NPOMeECHyIOm NPOmus

NnoGbIUEHUS BLLOPOCOB YelleKUCN020 2a3a oKono Benuxou Kumaiickoil cmeHul
2017

Pe3bba 1o okpameHHOMY U MOJIMPOBAHHOMY JI€PEBY
21%29,5 cm

Mikelis Fisers

The Last Yetis Protest Against CO Emissions by the Great Wall of China
2017

Wood, polished paint, carving

21%29.5 cm

Mukenuc ®uwepc

Moouguyuposannvie kanbmapbl 2pabsam 3a600 no NPOUIEOOCMBY KAUEBOU COU
2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY

21x29,5 cm

Mikelis Fisers

Modified Squids Loot the Potash Plant
2017

Wood, polished paint, carving
21%29.5 cm



Mukenuc ®Puwepc

Cepvle unonnanemsine HabIOOAIOM 2YMAHUMAPHBII KPUSUC 8 XPAHUIUWE OP2AHO8 OJisl OUSAPXO08
2017

Pe3bba 1o okpameHHOMY U MOJIMPOBAHHOMY JI€PEBY

21%29,5 cm

Mikelis Fisers

Extraterrestrials Monitor Humanitarian Crisis in the Oligarch Organ Warehouse
2017

Wood, polished paint, carving

21x29.5 cm

Mukenuc ®uwepc

ITaowue aneenvt yHusxcaiom nesepylowux npono6eoHUKo8 Ha yemeepmom Kpyze Aoa
2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY

21x29,5 cm

Mikelis Fisers

Fallen Angels Humiliate Unfaithful Preachers on the Fourth Circle of Hell
2017

Wood, polished paint, carving

21%29.5 cm



Mukenuc ®Puwepc

Llonune-myp ¢ ezudom onst unonnanemsn na Enucetickux nonsix ¢ Iapuoice
2017

Pe3bba 1o okpameHHOMY U MOJIMPOBAHHOMY JI€PEBY

21%29,5 cm

Mikelis Fisers

Guided Shopping Tour for Extraterrestrials at Champs-Elysées, Paris
2017

Wood, polished paint, carving

21%29.5 cm

Mukenuc ®uwepc

Penmunoudwl-no0oedvl 3a6mpakarom Ha 2yOpoHO8blX npyoax
2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY

21x29,5 cm

Mikelis Fisers

Man-Eater Reptiloids Having Breakfast at Goudron Ponds
2017

Wood, polished paint, carving

21%29.5 cm



Mukenuc ®Puwepc

Penmunouowr nonyuarom caumxu 3onoma uz @edepanvroco pezepsa
Om YNOIHOMOYEHHbIX ceKpemno2o npasumenvcmea, CLIA

2017

Pe3bba 1o okpameHHOMY U MOJIMPOBAHHOMY JI€PEBY
15%21 cm

Mikelis Fisers

Reptiles Receive Federal Reserve Gold Bars from Authorised Secret Government, USA
2017

Wood, polished paint, carving

15%x21 cm

Mukenuc ®Puwepc

Ypoxk nosunosenus

2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY
21x29,5 cm

Mikelis Fisers

Hour of Obedience

2017

Wood, polished paint, carving
21%29.5 cm



Mukenuc ®Puwepc

Jlpesnocmu

2017

Pe3bba 1o okpameHHOMY U MOJIMPOBAHHOMY JI€PEBY
21%29,5 cm

Mikelis Fisers

Antiquity

2017

Wood, polished paint, carving
21x29.5 cm

Mukenuc ®uwepc

Cesonnasn cnyuka

2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY
21x29,5 cm

Mikelis Fisers

Seasonal Mating

2017

Wood, polished paint, carving
21%29.5 cm



Mukenuc ®Puwepc

—K’Pran? —Pran!

2017

Pe3bba 1o okpameHHOMY U MOJIMPOBAHHOMY JI€PEBY
21%29,5 cm

Mikelis Fisers

—K Pran? —Pran!

2017

Wood, polished paint, carving
21%29.5 cm

Mukenuc ®uwepc

Oxymenuueckas cuyacoa y Cmenwt Ilnava

2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY
21x29,5 cm

Mikelis Fisers

Ecumenical Service at the Wailing Wall
2017

Wood, polished paint, carving

21x29.5 cm



Mukenuc ®Puwepc

Huwepovl 3abomamces 0 Hapacmaiowjem Yucie 4elo6eeckoe0 HAceneHus
2014

Pe3bba 1o okpameHHOMY U MOJIMPOBAHHOMY JI€PEBY

15%21 cm

Mikelis Fisers

Lizards Care about Human Population Number Increase
2014

Wood, polished paint, carving

15%x21 cm

Mukenuc ®uwepc

Ilonnonynue. B nneny

2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY
21x29,5 cm

Mikelis Fisers

Full Moon. (Hostage)

2017

Wood, polished paint, carving
21%29.5 cm



Mukenuc ®Puwepc

Hnonnanemsne 06yuaiom cHevlcHoco uenosexa 0Jisi pabomsl HA YPAHOBbIX PYOHUKAX AHMApKMUKU
2017

Pe3bba 1o okpameHHOMY U MOJIMPOBAHHOMY JI€PEBY

21%29,5 cm

Mikelis Fisers

Extraterrestrials Train Yeti for Work at Uranium Mines in Antarctica
2017

Wood, polished paint, carving

21%29.5 cm

Mukenuc ®uwepc

Dawucmvl OMNPaABIAION CHENCHLIX 00ell 8 0ANeKUll KOCMOC
2017

Pe3p6a 1o okpalieHHOMY U ITOJIMPOBAaHHOMY JIEPEBY

21%29.5 cm

Mikelis Fisers

Fascists Sending Yetis into Outer Space
2017

Wood, polished paint, carving

21x29.5 cm




CnoBo «ITPAH» sBisieTcsi 4acThl0 YHHMBEPCAIBHOTO SI3bI-
Ka THAPOPENTHIOUIOB, U OHO OTHOCHTCS KO BCEM CIIOBaM
U TOHATUAM JOOOTO YEJIOBEUECKOrO sI3bIKA, KPOME CJIOBA
«coCTpajiaHue». JTOr0 KOHIENITA B SI3bIKE PENTHIIOWIOB HET.
OTMETHM, YTO YHHUBEPCAIBHBIA SA3bIK THAPOPEHITHIOHIOB SB-
JISIETCS OYCHB JPCBHUM MHTEPraJIaAKTUYCCKHUM SI3BIKOM, B KOTO-
poM ucronb3yercs 3,5x1028 ciioB, KOTOpbIe HE BCTPEYAIOTCS
HH B OJIHOM M3 SI3bIKOB 3eMITH.

The word PRAN is part of the universal language of hydra-rep-
tilians, and it refers to ALL words and concepts in any human
language apart from the word compassion. That is a concept that
does not exist in the language of reptiles. In truth, it has to be
added that the universal language of hydra-reptilians is interga-
lactic and unbelievably ancient, and it has existed with approxi-
mately 3.5x1028 other words which, in turn, have no equivalent
in any of the languages of the Earth.
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Mukenuc ®uwepc

Vpox azvika

2014

HBnyaHaanaﬂ BUACOUHCTAJUIALUA, ABA MOHHUTOPA, 3BYK
3'30"

Mikelis Fisers

Language Lesson

2014

Two channel video installation, two monitors, sound
3'30"



5 yBepeH, uUTo eCTh TOJIbKO O/IHA BEllb, C TOMOUIbI0 KOTOPOW MbI
MOXEM IIPOTUBOCTOSTH IPOU3BONY ruapopentmionnos u Ce-
prix. Bee yemnust OynyT moTpadeHs! BIyCTYIO, IIOKa Mbl HE 00b-
saBUM BOHHY InaBHOMY Pentmiionny, KOTOpBL KUBET BHYTPU

kaxgoro u3 Hac. BYAYIIIEI'O HET! TOJIBKO HACTOAILEE!

I am certain that there is only one thing that we can use to op-
pose the arbitrariness of the hydra-reptilians and Greys. All ef-
forts will be in vain until we declare war against the Main Rep-
tile who lives in each of us. NO FUTURE! PRESENT ONLY!
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Mukenuc ®uwepc

Ipeccuposka penmunouoa. BYAVIIETO HET, TOJIbKO HACTOALLEE!
2014

OnHOKaHaIbHAS BUACOMHCTAIUIAIHS, TIPOCKIIUS, 3BYK

4'19"

Mikelis Fisers

Reptile Drill. NO FUTURE, PRESENT ONLY!
2014

Single channel video installation, projection, sound
419"



NMPOUCLUECTBUE
B
KOHTEKCTE

Huxkonait Onuenxo: «IlepeBam» — 3TO MPOEKT, KOTOPIM MHCIUPUPOBAH Pa3HBIMU
HCTOPHSIMH, B TOM YHCIIE JOBOJIBHO U3BECTHOU MCTOPHUEH NepeBaia Jlatiosal.

KpI/ICTI/IHa PomanoBa: A THI caM-TO BEpUlllb BO BCC 3TH KOCMUYCCKUEC JICTCHIDI,
HUCTOPUH IIPO AaHOMAJIIBHOCTH U TAUHCTBEHHBIC HCTOYHUKHU 3Hepr1/11/1?

H.O.: Koneuno, kocMu4eckue JereHabl 3/1ech He IaBHoe. Cropee s CO3HaI0 U (HK-
CHPYIO, YTO €CTh KaKHe-TO BEIl[Y, KOTOPBIC BIUIOT Ha Kaxaoro u3 Hac. Ho panuo-
HaJIbHO MBI OOBSCHUTB 9TO HE MOKeM. BeposTHO, B CHITy HECOBEpPLICHCTBA HAIIEro
OIMCaTeNIbHOTO armapara. J{0cTaTo4HO NPUBECTH W3BECTHBINH MPHUMEP, YTO YEJIOBEK
BCE XK€ TaK U HE MOXET OCO3HaTh OSCKOHEYHOCTh BceneHHOMH, X0Ts Kiiaccuyeckas
¢du3nKa 3T0 JoKa3biBaeT. [1o4TH Bce B HalleM OKpY’KarollleM MUpE UMeeT CBOM rada-
PHTBHI, IeJIX U SICHBIE HaM XapaKTEpPUCTHKH, TeM He MeHee BcerneHnHas OGeckoHeuHa,
U MOHATH 3TO, 3HAasl, YTO Jla)Ke TBOS JKM3Hb MMEET HadaJlo ¥ KOHEIl, OYeHb CIIOXKHO.
Taxoke ecTb BTopoe 0ObSCHEHHE HAa3BaHWIO — MepeBall Kak MMepexoi OT JOTHYHOTO
U PalMOHAIBHOTO MUPa B MU WPPAaLMOHAIIBHBIA, TAKOW 1yBCTBEHHBIH IIEPEIOM, KO-
TOPBIH PAHO WM TTO3JHO IPOUCXOAUT Y KaXJIOTO.

! Tlepesan JlsmnoBa — nepesai Ha CeBepHOM Ypasie MeXIy ropoii Xonaryaxiib i 6€3bIMAHHOI BBICO-

Toit 905. IlepeBan momy4ns Ha3BaHUE B CBSI3U C Tparefuei, ciydusmieiics B gepane 1959 roma, xorma
HEJaleKo OT HEero, Ha BOCTOYHOM CKJIOHE TOpbl XO0JaT4axib, OCTAHOBHJIACH HA HOWIET W IIPU HE BBISIC-
HEHHBIX JI0 KOHIIa O0CTOATENBCTBAX IIOrHONA TypHCTHIECKas! IPyIa, Bo3miasiusiemMast ropem JISTIOBBIM.
ITo BEIBOZAM CIEACTBHS, CIIPHYMHOM THOENU TYpHCTOB SIBUIACH CTUXHUMHAS CHIIA, IPEOJOIETh KOTOPYIO
TYpUCTHI OBUIH HE B COCTOSHHI». ECTb pa3sHble THUIOTE3bl NPHYMHEI THOSTH IPYNIBI OT IepeoxIaxie-
HHSI, BOSMOXKHOTO HamaJIeHus 6enbIx 3akmodeHHbIX 10 yaactus KI'b. Koneuno, camas 3aHuMaTensHas U3
HHUX — aHOMAJIbHO-MUCTHYECKasi, KOTOpasi He IIPU3HASTCs HAayIHBIM COOOMIECTBOM, — IapaHOPMabHbIE
SIBJICHUS, HHOIUTAHETHBIE KOHTAKTHL, IPOKIIATHS, HallaJeHIe CHEXKHOIO YeJI0BeKa, HeUUCTOH CHIIBI M TaK
nanee. (Wikipedia.org)
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K.P.: lcropus ¢ mepeBajioM — 3TO YacTh OOJBIION MacCOBOHM KyJIBTYpPBI, KOTOpast ¢
yCIIEXOM IMPWKHUJIACh B KMHO, MyOIUIIMCTHKE U HAyYHBIX paboTax, u, OHOBPEMEHHO,
CTaJla COIMALHBIM TPSHJIOM.

H.O.: la, s mo0imio mapaIoKCaIbHYIO «CTPaHHYIO» JUTepaTypy u KuHO. CoOCTBEH-
HO, BECh IIPOCKT BIIOJIHE TOXKE MOXKHO Ha3BaTh MapaJoKcalbHBIM. Bee, 4To Kaxercs
MHE JTFOOOTBITHBIM, JICKHUT TJIC-TO MEKIY TPArMaTUIHBIM HAIIAM OBITHEM, & HMEHHO
JKECTKOM KallUTaJIUCTHUECKOM CUCTEMOM, U NOIYBbIAYMaHHBIMUA UCTOPUSIMU. MoxeT
OBITH, Ja)Ke OHH HE CTOJb BEIIyMaHHBIE, CKOJIBKO TOJYMaHHbIC. UeM U IPUBIICKAIOT.

K.P.: Bce pabotbr Ha BeIcTaBke 0€3 Ha3BaHUS, MOYEMY ThI CO3HATENIFHO yOMpaemb
HHTEPIPETALHUIO U Ha3BaHHs padoT?

H.O.: Taiina Bcerga o0mamgaeT CBOMCTBOM BO3BBIILIEHHOCTH, U J1I000€ HEOOBSICHUMOE
MIPUTATATEIFHO UMEHHO TUM. Untitled. Hemb3s Ha3BaTh HEHAa3bIBACMOE.

K.P.: IIpu sTom uctopus ¢ «IlepeBasiom» o4eHb KOHKpPETHASI.

H.O.: la, u3HavanbHO 5 M BBICTaBKY XOTel Ha3Barh Untitled. Bee ke 3T0 He Happa-
TUBHBIH MPOEKT, & CTOPOHHHE UCTOPHU HYXKHBI B MEPBYIO O4epeb OOJIbllie MHE, HO
He 3puTelno. TeM caMbIM paCIIUPSIeTCs [M0JIe HHTeprpeTanuu. 1 yeM MeHbIiie MOAro-
TOBKH, TEM JIyYIIIE.

K.P.: CraBums Jiu T6I Iepen] cOO0/3puTensiMu 3a1ady 00paTUTh BHUMaHHE Ha YTO-TO
u3 00J1aCTH COBPEMEHHOCTH?

H.O.: 41 651 Ha3BaJI 3TOT MIPOEKT CKOPEE MUCTHYHBIM. DTO SIBHO HE COLIMAIBHBIH ITPO-
exT. Ecim ThI X04enb clienars connanbHoe BEICKa3bIBaHKE, €CTh 0oJiee BEpHBIE U I10-
HATHBIE HHCTPYMEHTHI A7t 3Toro. KoHeuHo, MHE XOueTcsi BEpHTh, YTO BCE BCE MOHU-
MAIOT, ¥ He HY’>KHO KOTO-TO 3aCTaBJIATh MM HPU3BIBATh CMOTPETH MO/ HOTH.

K.P.: XoTb Tbl U Ha3bIBa€lllb CBOE UCKYCCTBO «MUCTHUYECKUM», BO MHOI'OM 3Ta BBbI-
CTaBKa CKJIAJBIBACTCS M3 PEATLHOTO apXHBa paccieI0BaHus, (POTOTOKYMEHTOB, JHEB-
HUKOBBIX 3amuceil, BepHO?

H.O.: 5 gacto pabotato c IceBroapXuBaMy, HO B 3TOT pa3 MCIIOIb30BAH PEasIbHbIA

(l)OToapXI/IB rpynribl HﬂTﬂOBa. Kak MUHUMYM, OH UCIIOJIb30BaH B KAUYCCTBEC CIOKCTOB
JJIA HECKOJIBKHX ITaHOPAMHBIX TPHUIITHXOB.

K.P.: 3a cuer apxuBa eCTh HEMHOT'O OTCBUIKA B MPOILIOe. ECIIM TOBOPHUTE O MPOEKTax,
Te0s 9TO OOJIBIIE MPHUBIEKAET — PaboTaTh ¢ MPOILIBIM WITH OyayImuM?

H.O.: B nmpoexre ALINA 2014 rona y MeHst ObUTH SIBHBIH HHTEPEC U OTCHUIKA K Oyy-
memy, K pytypusmy. Oba mpoekTa SBHO BBIMBIIUICHHBIC, HO C COXpPAaHEHHEM Odep-
TaHUH peanbHOCTH. Sl MOKa3bIBal0 HE COBCEM «HHOM MHp», a CKOpee MUp, Npuomu-
JKEHHBIH K peaJbHOCTH, HO B KOTOPOM IPOUCXOISAT HEIOTUYHBIE U HESACHBIC SIBICHUS.
Takast BOSMOXKHOCTB 3aIITHYTb 33 «pEallbHOE», HO HE PACKPbIBAsk IOPTHEPY COBCEM,
1 yX TOYHO He cpbiBas ee. B «IlepeBane» Bpems BooO1e He nMeeT 3HadeHus1. He mpo-
1I0e 1 He Oyyniee, a CKopee YTo-TO napaiedbHoe. DTO CKopee MPOCTPaHCTBA TOTO,
YTO MOXKHO YBHJCTH 33 TPAHBIO PaloHaIHHOTO. CI0KETHI U 00JIbIIasi 4acTh 00pa3oB
TIOSIBJISIIOTCS BCITBILIKOM, a JajibIlie ThI yXe 3T0 packpyunBaenb. C ALINA Ob110 TO
e caMoe, TIPOCTO MOSABUIICA 00pa3 3MMHUX BEPXYIIEK JEPEBLEB C 3aBUCIIUM YEPHBIM
KyOOM, IOTOM BCE 3TO CTaJIO0 00pacTarh JETaIsIMU U APYTUMH CLIEHAMHU.

K.P.: MO)xHO 71 CBS3aTh IPOEKTHI U€PE3 CXOXKUM BU3yalbHBIH SI3BIK?

H.O.: Bnonne. Texanka — 310 modepk. Ee HEBO3MO)XHO M3MEHHTH, KaK ThI He Oy-
JIelIb ITUcaTh JI000BHOE MHCHMO OJIHUM ITOYEPKOM, a THEBHOE — Apyrum. V3 olme-
T'0 — 3TO HEOOMBIIO (hopMaT, reoMeTpus, KPyT, TpaduKa 1 BUAEO, B KOTOPOM BayKHOE
MECTO 3aHMMAET 3BYK. XOTs Ha 3TOH BBICTABKE FEOMETPUH Oy/IET y’Ke MEHBIIIE.

K.P.: Heckonpko et Ha3aja Tl paboTai ¢ (popMoii MecTHYToIbHUKA, T0YeMy ceidac
THI BEIOpAJ A7 cepun padoT popmy Kpyra?

H.O.: Boobmie, kpyr — 3T0 camast rapMoHHYHAs Gopma. TOHZO OTCHIIAET K KOCMO-
TOHHMYECKUM CHUCTEMaM CPEIHEBEKOBBs, K 3moxe Bospoxnenus. OueHp momxoasamas
(dhopma 11 MKOHOTpahUK HEU3BECTHOTO U HESICHOTO.

K.P.: 51 xotena ObI TeOs emie CrpocHTh Mpo IBeT. [0mry0oii, po30BEIi, OMPIO30BBIN
BCerza SIBISIOTCS JIONOJIHEHHEM K IIEHTPAILHOMY 4epHO-OenoMy croxerty. [louemy
THI BRIOMpACIh TaKOe coueTaHue?

H.O.: Hamo nmonmumare, 4To B MOMX paboTax HeT paboThl ¢ MacioM, ¢ (akTypoi,
9T0 He XuBomuch. OcTaroTcs NMpHeMbl rpadudeckoro s3pika. Bee mBeToBbIe pe-
[ICHUS BIOJNHE ce0e JIekaT B IpefeliaX KIacCHYecKOW TpaduKu, M MPHEM 3TOT
Jlaneko He HOB. B3zsTh Toro sxe VBana bunnOuHa, OH MCIONB30BAJ OYEHb SPKHE
OTKPBITHIC IIBETA.
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K.P.: Pacckaxu, noxanyicra, enie Ipo Cepu0 MOHOXPOMHBIX TaHOPaMHBIX JUIITH-
XOB C BUIaMH TOpP.

H.O.: [la, Oymer nsaTh Takux AUNTUXOB. [OpBI cliepBa KaKyTCsl BIIOJIHE PEalbHBIMH,
OIHAKO Ha CaMOM JIeJIe 3TO HECYIIECTBYIOLINE TOPbI, COBEPIICHHO CIy4aifHbIe CKOM-
nuupoBaHHbie B 3D Maketsl. [1o TexHuke 1 uepHO-0eNIbIM TOHAM 37IeCh €CTh T1apajl-
JeTb C SIMOHCKUM aKBapeJIbHBIM UCKYCCTBOM — CyMH-3. I, ecim CHOBa BEpHYThCA
K «IlepeBany armoBay. Tam Obuta MHTEpECHAs THIIOTE3a, YTO Ha TPYIMITy TypHCTOB
MOIJIM COBEPILHTH Hamazenue HaponHoctu CeBepHoro Ypana maHcu. TypHucThl coOu-
paCh COBEPIINTH BOCXOXKICHNE Ha « CBAIIEHHYIO TOPY», Ha KOTOPYIO 110 MPEIaHHI0
MaHCH 4YeJIOBEKY HEJIb3sl TOAHUMATHCS.

K.P.: Otu paboTsl Toke Ha OCHOBE (poToapxuBa?

H.O.: Her. 3neck ckopee npo Te cambie «CBSIIIIEHHBIE TOPBI», HO TOJBKO B3OWTH Ha
HUX HEJb34 M0 IPUYHHE TOTO, 9TO UX HET B YEJIOBEUIECKOU IMPUPOIE.

K.P.: B xauectBe key visual Tl BEIOpa spKo€ TOHIO PO30BOTO 1IBETA C APATHPOBKOH,
KOTOPYIO IIPOH3aeT YepHas BepTUKaIbHas 1ojoca. [louemy nmeHHo 3Ta padora?

H.O.: [Toutn B KaxJOM JAPCBHEM UCTOYHHMKE CCTh YIIOMUHAHHS O HEOOBICHUMBIX
MIPUPOAHBIX SABICHUSAX. Pa3BHBasCh, YEIIOBEYECTBO PACIIMPSIIO 3HAHUSA 00 OKpyXa-
IOIIIEM TIPOCTPAHCTBE, HO U CeHYac WX HEIOCTATOYHO JUIA OOBSICHEHUS W MOHMUMA-
HUS OTIpe/IeNICHHBIX Bellel. MHe KaXkeTcsl, 3TO TOHJIO MOJIyYUSIOCh CAMbIM CTPaHHBIM
Y HETIOHATHBIM, B TOM YHCJIE M JJIs1 MEHS. «3arajxay, «TaiHa» U «CTPaHHOCTb)» B HEM
COCIIMHIJIHCE.

AN
INCIDENT
IN
CONTEXT

Nikolay Onischenko: The Pass is a project inspired by different stories, including a
relatively well known Dyatlov Pass incident'.

Kristina Romanova: Personally, do you believe all these cosmic legends, paranor-
mal stories and mysterious energy sources?

N.O.: Naturally, the cosmic legends are not the key here. I recognize the fictional
elements, the part that there are things that influence everybody. But that there is no
rational explanation. Which is likely due to the limitations of our descriptive frame-
work. Basically, a common example of this is that we still cannot grasp the infinity
of the Universe, even though it has been proven by the classical physics. Almost
everything around us has a certain size, purpose and obvious properties, but the Uni-
verse is infinite and to comprehend it, even knowing that your life has a beginning
and end, is every difficult. Another take on the title is pass as a transition from the
logical and rational world into the irrational world, a certain emotional watershed that
everybody faces sooner or later.

! Dyatlov Pass—a mountain pass in the northern Ural Mountains between mount Kholat Syakhl and un-

identified height 905. The pass was named after the tragedy of February 1959 that happened in its vicinity,
where a trekking group led by Igor Dyatlov set up camp on the slopes of Kholat Syakhl and died under
mysterious circumstances. The official inquiry concluded that “the cause of death was an elemental force
of nature, that the tourists could not overcome.” There are different theories as to the cause of deaths, from
hypothermia to possible attack by escaped prisoners or a KGB involvement. Obviously, the most curious
version is the paranormal/mystical theory, which is not recognized by the academia, paranormal phenome-
na, extraterrestrial contact, curses, yeti attack, evil spirits and so forth. (Source: Russian Wikipedia)
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K.R.: The story of the Dyatlov Pass is part of the wide pop culture that has been
readily adopted by cinema, popular science and academic papers, and also become a
social trend.

N.O.: Yes, I like the paradoxical “weird” literature and cinema. Well, you could call
this entire project paradoxical. Everything that touches my curiosity, lies between our
practical existence, particularly in the form of the stringent capitalist system, and half-
true stories. The stories might be not exactly half-true but more like stories with filled
gaps. Which is appealing.

K.R.: All the exhibited works are untitled, why have you purposefully refrain from
interpreting and naming the works?

N.O.: A secret always has an elevated quality, anything unexplainable is appealing in
this regard. Untitled. You cannot name the unnamable.

K.R.: That said, the Dyatlov story is very concrete.

N.O.: Sure. I originally wanted to name the exhibition Untitled too. It’s not a narra-
tive-driven project after all, and side-stories are something that I need more than the
audience here. It expands the room for interpretation. The less preparation, the better.

K.R.: Do you intend for yourself or the viewer to highlight something in the modern
world?

N.O.: I’d rather qualify this project as mystical. It is categorically not a social pro-
ject. If you aim for a social statement, there are more effective and reliable means to
achieve that. I would like to believe, of course, that everybody gets everything and
that there’s simply no need to urge or make anybody to see past their nose.

K.R.: You call your art “mystical,” but this exhibition is largely based on real archives
of the inquiry, photographs, log books, no?

N.O.: I often employ pseudo-archives, but this time I used the authentic photographic
archive of the Dyatlov group. At least to inform the narratives in some of the panora-

ma triptychs.

K.R.: Archival materials introduce a reference to the past. On projects, what is more
interesting for you, working with the past or the future?
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N.O.: In my 2014 project ALINA 1 had a clear interest and connection to the future,
the futurism. Both projects are apparently imaginary but retaining realistic forms.
I am not quite showing an “other world” but a world close to reality and yet with
illogical and strange phenomena. This is a sort of a way to get a glimpse beyond the
“real” without completely unmasking it and certainly not hiding the mask. Time is of
absolutely no consequence in The Pass. Neither the past, nor the future, but something
parallel. These are more spaces beyond the rational realm. The narratives and most
of the imagery come as a quick flash, and then you go from there. ALINA was very
similar, I just got this image of tree tops in winter with a floating black cube, then this
core grew details and other scenes around itself.

K.R.: Can your projects be related through a similar visual language?

N.O.: Possibly. Technique is about your hand. You cannot escape it, as you would not
use different handwriting styles for a love letter and a hateful letter. The overlapping
points are the small format, geometry, circles, drawings and video, which emphasizes
sound. However, this exhibition will have less geometry.

K.R.: A couple years back you worked with hexagons, why the circle for this series?

N.O.: A circle is ultimately the most harmonious shape. Tondo refers back to the cos-
mogonies of the Middle Ages, to the Renaissance. A most apt shape for the iconogra-
phy of the unknown and uncertain.

K.R.: I’d also like to ask you about the color. Light blue, pink, turquoise always serve
to complement the centerpiece black-and-white story. What’s the reasoning behind
this combination?

N.O.: It’s important to understand that my works do are not based on oil pains or tex-
ture, they are not paintings. I’m left with the techniques of the drawing language. The
color schemes are well within the classical drawing boundaries, it’s not new. Look at,
say, Ivan Bilibin, who used very bright open colors.

K.R.: Could you speak about the series of monochrome panorama diptychs with
mountain landscapes?

N.O.: Yes, there will be five of them. The mountains first appear quite real, but they
are not real mountains, these are randomly compiled 3D models. In respect to the



technique and black-and-white tones it parallels Japanese ink paining—sumi-¢. Now,
back to the Dyatlov story. There was this interesting theory that the trekking group
might have been attacked by the Northern Urals people of Mansi. The tourists were
planning to go up the Sacred Mountain that must not be ascended by man according
to the Mansi folk stories.

K.R.: Are these works also based on the photographic archives?

N.O.: No. It’s more about the Sacred Mountains, but you cannot scale them because
they do not exist in nature.

K.R.: As the key visual, you picked a bright pink tondo with draping pierced by a
black vertical stripe. Why this work specifically?

N.O.: Almost each ancient writing mentions unexplained natural phenomena. As the
humanity progressed, it added to its knowledge of the environment, but it is still not
enough to explain and understand certain things. I think that this tondo turned out the
strangest and most inexplicable, including for me. It combines mystery, secrecy and
strangeness.






























Hukonai OHnmenko
bes nazeanus

2018

Xonct, akpuin

D 40 cm Kaxaas

Nikolay Onischenko
Untitled

2018

Acrylic on canvas

@ 40 cm each
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Hukonait Ouuwenko
bes nazeanus

2018

Bymara, akpun

70%76 cm

Nikolay Onischenko
Untitled

2018

Acrylic on paper
70x76 cm
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Hukonaii Onuwenko
bes nazeanus

2018

Bymara, akpun

70%76 cm

Nikolay Onischenko
Untitled

2018

Acrylic on paper
70x76 cm



Hukonait OHuwenko
bes nazsanus

2018

bymara, akpun

70x76 cm

Nikolay Onischenko
Untitled

2018

Acrylic on paper
70x76 cm
















Hukonaii Ouuwerko
bes nazsanus

2018
Xonct, akpuin
220%100 cm (2 gacTn)

Nikolay Onischenko
Untitled

2018

Acrylic on canvas
220x100 cm (2 pieces)



Hukonait Ouuwenko
bes nazeanus

2018

Bymara, akpun

38%70 cm

Nikolay Onischenko
Untitled

2018

Acrylic on paper
38x70 cm




Hukonaiht Oumwenko
bes nazeanus

2018

Bymara, akpun
38%210 cm

Nikolay Onischenko
Untitled

2018

Acrylic on paper
38x210 cm






Hukonaih OHnuwenko
be3 nazeanus

2018

bymara, akpun
38%x210 cm

Nikolay Onischenko
Untitled

2018

Acrylic on paper
38%x210 cm






Hukonait Ouuwenko
bes nazeanus

2018

Bymara, akpun
38%210 cm

Nikolay Onischenko
Untitled

2018

Acrylic on paper
38x210 cm












Hukonaih OHnuwenko
7.764463, 98.478782
2018

Buneo, 3Byx

8!

Nikolay Onischenko
7.764463, 98.478782
2018

Video, audio
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Muxkesanc @umepc (1970)

Mukenuc duiepc — BBITYCKHUK OTIEIEHUS )KUBONUCH JIaTBUICKON akaJeMUH Xy-
noxectB (1993). C navana 1990-X akTHBHO BBICTABISACTCS B TPYIIOBBIX U MEPCO-
HaJBHBIX IpoekTax B JlatBum u 3a pyoexom (I'epmanus, Benmukobpuranus, Poccust).
B nmaHHBIIT MOMEHT pabOoTaeT MPEHMYIIECTBEHHO C TPAAWIIMOHHBIMU Memua (XKH-
BOIIKCE), & TAKXKE C WHCTAIUIAIUAMH, OOBCKTaMH, BUICO U clieHorpadueii. B 2015
roxy 3a BeIcTaBKy Disgrace nomyunn npu3 [lypeutnca. Pabotsr Mukenrca xpaasrcs
B COOpaHMAX HAMOHAJBHBIX My3eeB, B TOM Yncie My3ee COBPEMEHHOTO HCKYCCTBA
«Kuacmay, B xomnekuuu Oyayiiero Myses JaTBUHCKOTO COBPEMEHHOTO MCKYCCTBA
u JlaTBHiiCKOM HAIMOHAJIHHOM XyAO)KeCTBEHHOM My3ee. B 2017 roxy ®umepc npea-
ctasisut JlarBuro Ha 57-i BeHernmanckoit OneHHae ¢ mpoeKToM «YTo TI0X0ro MOXKET
ciryunthest». JKuBet u paboraer B Pure.

Mikelis FiSers (1970)

Mikelis FiSers graduated from the Art Academy of Latvia in 1993. Since the 1990s
he has actively participated in solo and group exhibitions in Latvia and abroad (Ger-
many, UK, Russia). Currently he is working with traditional media and installations,
objects, video and stage design. In 2015 he was awarded the Purvitis Prize for the
exhibition Disgrace. The works of FiSers are in the collections of national museums
(Kiasma—Museum of Contemporary Art, Latvian National Museum of Art) and will
be part of the collection of the future museum of Latvian contemporary art. FiSers
represented Latvia at the 57th Venice Biennale with his project What Can Go Wrong.
He currently works and lives in Riga.
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Huxogaii Onumenko (1979)

Huxonaii OHUIIEHKO OKOHYMII Xy/IOXKECTBEHHO-Tpaduueckuii paxkyaster BopoHex-
CKOTO TOCYJapCTBEHHOrO Ienarormieckoro ynusepcurera (Boponex) n MuctuTyT
mpobieM coBpeMeHHOTo rckyccTBa (MockBa). PaboTaeT mpenMyIiecTBEHHO ¢ Tpadu-
Koii 1 BUjieo0. B cBomx pabortax Hukonait OHuIIEHKO 00paIiaercs K BONpocaM u3Me-
HEHUs YeJI0BeKa M €ro BOCHPUATHA B Cpelle HOBBIX TEXHOJIOTHH U COLUAIbHO-TIOIH-
THYECKUX (HaKTOPOB. MUHMMAITH3M BBIPA3UTENBHBIX CPEICTB U HPAKTHYESCKU OJTHOE
OTCYTCTBHE HappaTHBa — OTJIMYMTENIbHAs OCOOEHHOCTh PaboOT XyHdO)KHHKa. PaboTh
HaxozaTca B Kojulekuuu Pycckoro Myses, yacTHbIX Kosuiekuusx Poccum u EBpo-
mel. [Tepconansable BeicTaBku: ALINA (LUCK «Cwmenay, Kazanb, 2017), Superlative
Riot, (porn CmuproBa n Copoknna, Mockaa, 2016), «3» (Random gallery, Mockga,
2015), «Hosas mpupomay, (ranepes XJIAM, Boporex, 2015), ALINA (ranepes Tpu-
yM¢, Mocksa, 2014), «Tyman. Ocranoska» (LIB3 «Manex», Mocksa, 2014), NON/
EXISTENT (LlenTp nusaiina Artplay, B pamkax IV Monoaexnoii OGuennane, 2014),
Metaobjects (apr-momanka «Ilepumerp», Mocksa, 2014), «IIpon3BoACTBEHHBIN
pomam» (LICH BUH3ABOJI, Mocksa, 2011), «Mycop u Uysctea» (BOPEM APT
HEHTP, Cankr-IlerepOypr, 2010). X)Kuser u paboraer B Mockae.

Nikolay Onischenko (1979)

Nikolay Onischenko, graduated the Arts and Graphics Department of Voronezh State
Pedagogical University and Moscow Institute of Contemporary Art. Works primarily
with graphics and video. He addresses the issues of change in people and their
perceptions amid new technologies and sociopolitical factors. Minimalistic visual
language and sparse narrative are the artist’s hallmarks. Works by Nikolay are held
in the Russian Museum, Russian and European private collections. Personal shows:
ALINA (Smena Contemporary Culture Center, Kazan, 2017), Superlative Riot,
(Smirnov and Sorokin Foundation, Moscow, 2016), 3 (Random gallery, Moscow,
2015), New Nature, (HLAM gallery, Voronezh, 2015), ALINA (Triumph gallery,
Moscow, 2014), Fog. Stop (Manezh Central Exhibition Hall, Moscow, 2014), NON/
EXISTENT (Artplay Design Center, part of the 4th Biennale for Young Art, 2014),
Metaobjects (Perimeter art platform, Moscow, 2014), Industrial Workplace Romance
(VINZAVOD Contemporary Art Center, Moscow, 2011), Garbage and Feelings
(Borey Art Center, St Petersburg, 2010). Based in Moscow.
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M3nanue karanora npuypoyeHo K BbICTaBKaM
«OtkpbITHIH HepesioM» Mukenuca dumepca
«IlepeBan» Huxonass OHUILIEHKO

16 mass — 3 utons 2018

Emenbsu 3axapos, Padasns Ounmunos, Jmutpuii XankuH, Bepa Kproukona,
Mapuna bo6sueBa, Haransst HycnnoBa, Muxann MaptkoBuy,

Kpuctuna Pomanosa, VBan llnak, ['puropuit Menekecues,

Banentuna Xepackosa, Anekceii lllepsamunze, Bnagumup UypaHos,
Coodust Kosanesa, Encna ®aneesa, KoHcTaHTHH AJISIBIVH,

Hawnps ®apxarnunos, Hukura CemeHnoB, Anacracus JieGenesa,

[Monuua Morununa, Anekcanapa Bricorkas, Codes Cumakosa,

Amnpnpeit Cypuy, MBan Jlonros

NOCO/bCTBO JIATBUACKOW PECMYBNKN
B POCCUINCKOW OEAEPALINN

Hukonait Onumienko, Kpucrtuna Pomanoa, Mukenuc ®umepc

NatBna 100 ===

Kpucruna Pomanosa
Denop Maxiarok
Anekcannp O0pasyMoB

Hgan IlInak

Ocobast 6imarogapHocTh AHTOHY EpyHIIOBY 32 HCKPEHHIOIO M OECKOPBICTHYIO MOAIEPIKKY
nesTerapHOCTH Tanepen « Tpuymd».

Tupax 500 3k3.

Bce npasa 3ammuinensl. [IpenocrapieHHbie MaTepuaibl U UX (ParMEHThI HE TOIEKAT BOCIIPOU3BEICHUIO, THPAXKHU-
POBaHHIO, JIFOOOTO BU/IA PACTIPOCTPAHEHHIO, pa3MelleHHI0 B FIHTepHeTe 6e3 MMChMEHHOTO ConIachs IpaBoobiaia-
TeJlsl ¥ U3JaTels JAaHHOTO KaTajora.

Texctel © ABTOpBI

© T'anepest «Tpuymd», 2018

© Muxkenuc @umepc, 2014-2018
© Huxomaii Onurienko, 2018

© WUBan Illnak, 2018 (nu3aiin)
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Published on the occasion of exhibitions
Open Fracture by Mikelis Fisers

Pass by Nikolay Onischenko

May 16,2018 — June 3, 2018

Emeliyan Zakharov, Rafael Filinov, Dmitry Khankin, Vera Kryuchkova,
Marina Bobyleva, Natalya Nusinova, Mikhail Martkovich,

Kristina Romanova, Ivan Shpak, Grigory Melekestsev,

Valentina Kheraskova, Aleksey Shervashidze, Vladimir Churanov,
Sofiya Kovaleva, Elena Fadéeva, Konstantin Alyavdin,

Nail Farkhatdinov, Nikita Semenov, Anastasia Lebedeva,

Polina Mogilina, Alexandra Vysotskaya, Sofya Simakova,

Andrey Surich, Ivan Dolgov

Embassy of the Republic of Latvia
in the Russian Federation

Nikolay Onischenko, Kristina Romanova, Mikelis FiSers

Latvial10O) ==

Kristina Romanova
Fedor Makhlayuk
Alexander Obrazumov

Ivan Shpak

A special thanks goes to Anton Eruntsov for his sincere and selfless support of Triumph gallery.

Edition 500

All rights reserved. No part of this publication may be reproduced, stored in any retrieval system or transmitted
in any form or by any means, electrical or otherwise without first seeking the written permission of the copyright
holders & publisher.

Texts © Authors

© Triumph Gallery, 2018

© Mikelis Fisers, 2014-2017
© Nikolay Onischenko, 2018
© Ivan Shpak, 2018 (design)
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