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«HWMHO — 3TO NOCKYTHOE 0fAEeAno, CLUMToe
M3 KYCOYKOB peasrlbHOCTU M BbIMbICNA.
JOoKyMeHTanbHOe KMHO PUKCUpYyeTCA

Ha NepBOM, MIFPOBOE — Ha BTOPOM,

M TONBKO MOKbIOMEHTapU nccneayet

LWBbl, COEAUHAIOLWME OOHO C APYrnM».
Anekcen MepBsenes

"Cinema is a quilt made out of pieces of reality and
fiction. Documentaries are obsessed with the former,
fiction films — with the latter, and only mockumen-

taries explore the seams between the two".
Alexey Medvedev
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Onbra LLnwkKo

MoKblomeHTapu:
peanbHOCTU HEQOCTaATOYHO

Ha rpaHuvue BbiMbICJ1a U peasibHOCTHU

«Ecnu mbl MoxeM NoHATb MHOChepY KaK pacluMpeHHe nnaHeTapHoM
3KOCUCTEMbI UK XOTA Bbl KaK nuTaTenbHYO Ccpeay, B KOTOpOﬁ pa3BuBa-
IOTCA HOBble UAEU Halleun KynbTypbl, TOrga Mbl 4ONHHbI NTPU3HATb TOT ¢aKT,
4yTOo MeﬂMaCOGbITMH, Bbi3bliBaoWwie noginHHbIe colanbHblie NnepemMeHbl, —
3TO He NPOCTO TPOAHCKHUE KOHH. 910 mMeauaBUpyChbl».

[Hyrnac Pawkodd

Mo MnaToHy, Ntoau, KMBYyLLME B peasibHOM YyBCTBEHHOM MUpPE,
Nofo6HbI y3HWKaM, MPUKOBAHHbLIM B MeLLepe, BUAALLMM TEHW Ha ee CTEHe
W nonararoLLmMM, 4TO NMO3HAT UCTUHHYIO peasibHOCTb. B Hawu aHu, korpa
OKpYHatoLLlan Hac peaslbHOCTb CTaHOBUTCA BCe Bonee BUPTyanbHOM, B Nosne
MHTEPECOB XyAOKHWUKOB BK/tOYaeTCA yueHue [naTtoHa, 1 OHO OKa3biBaeTcA
MPOPOYECKUM.

MokbtomeHTapH, arku, CUMynALmK, dayHA-PyTaamK, NCEBAO-AOKY-
MEHTa/IMCTUKA — 3TO AANIEKO HEe MOJIHLIM NepPeYeHb TOro, YTO NPeACcTaBNeHO
Ha BblcTaBKe. MOKbIOMEHTaPH, KaK OAMH U3 HaHPOB B LLOKYMEHTTMCTHUKE
M COBPEMEHHOM MCKYyCCTBE, 06beamHAeT paboThbl M ONpeaensaeT YepTy
MeX Iy BbIMbICIIOM U peasibHOCTbIO, BUAMMBIM W KenaeMblM, 0603HavaeT
BO3MOMHOCTH aBTOpa M3 pa3Hbix 061acTel BTOpratbCA B 3Ty peasibHOCTb
W NepeKpavBaTh ee Ha CBOM nag.

MaHp «MoKbloMeHTapm» BO3HWK 6onee 50-Tv neT Hasdag, YTo 6bIo
CNpOoBOLMpPOBaHO paseuTieM Macc-Meama (TB, paauo, nHtepHeT). Mudop-
MaLLMA, KOTOPOW MPUBLIKIM BEPHTL, 06PYLLMBANaCk NOBCEMECTHO.

KMHOKPHTUKKM 1 TEOPETHUKM KMHO HE MPEKPALLAIOT UCCNEeaoBaTh AaH-
Hyto Temy. CerogHs e, BO BPEMA CMELLEHUA HaHPOB W BUAOB, HacTyrne-
HWA BUAEO-apTa Ha KMHeMaTorpag M yXoaa MHOMMX PEKUCCEPOB B 30HY
COBPEMEHHOIO MCKYCCTBA, CTUPAKOTCA MPaHW MeXAY NorpaHUyHbIMK 06na-
CTAMU. AKTUBM3MOM M XyLOMKECTBEHHLIMW NMPOBOKALMAMKM HaM 3axX0TeNloCh
BbIBECTW TEMY MOKBbIOMEHTapH B My3eMHOE MPOCTPaHCTBO.

Ha Haw B3rnsaa, UMEHHO CErofHaA, C MPUXOAOM MHTEPAKTUBHBIX 1 CUMY-
NAUMOHHBIX TEXHONIOMMIA B MUP MCKYCCTBa, MOKLIOMEHTAPU MONy4aeT BTOpoOe
poxaeHue. XyAOoHRHUKKM coveTatoT 6eCCTPacTHOCTb NCEBAOAOKYMEHTN-
CTHKM C NPOAYMaHHOM XYAOKECTBEHHOW MHTPUIOW, co3aaBasd 0co6oe Urpo-
BO€E MPOCTPAHCTBO, NPUBIIEKAA 3pUTENA NMYTEM MCMONb30BaHWUA Pa3NNYHbIX
Meaua B MpoLecce co3aaHnA NPon3BeaeH .

MoKbtoMeHapHble paboTbl CTAHOBATCA YacTbio 6apxaTHOM PeBOMOLMM
B CO3HaHWM NtoAEeN, BelcBobOkaan 6ecco3HaTenbHoe «A» M ocBobOHAaA
OT UAEONOTUYECKOIO HACHITUA U 0BLLECTBEHHBLIX POPMaNbHOCTEN.

Olga Shishko
Mocumentary:
reality is not enough

At the Border of Fiction and Reality

If we are to understand the datasphere as an extension
of the planetary ecosystem or even just the breeding
ground for new ideas in our culture, then we must come
to terms with the fact that media events provoking real
social change are more than simple Trojan horses. They
are media viruses.

Douglas Rushkoff

According to Plato, people who live in the real,
sensual world are like prisoners chained inside a cave
that watch the shadows on its wall believing that they
are experiencing true reality. Nowadays when the
reality around us has become more and more virtual,
Plato's teachings are included into the artists’ sphere of
interests and become prophetic.

Mocumentary, fakes, simulations, found foot-
age and pseudo-documentary — this list of what the
exhibition presents is far from complete. Mocumentary
as one of the genres of documentary film and con-
temporary art unites many different works and defines
the line between fiction and reality, visible and desired,
marking out the options for authors from various fields
to encroach upon this reality and reshape it their way.

The genre of mocumentary dates from more that
50 years ago, its emergence caused by develop-
ments in mass media (TV, radio and the Internet). The
information that people used to trust was collapsing
everywhere.

Film critics and theorists are still researching
this subject. Nowadays at the time when genres and
art forms are intermixed and video art is advancing on
cinema, while many film directors are drifting into the
field of contemporary art, the lines between adjoin-
ing territories are being erased. Through activism and
artistic provocation we wish to bring the subject of
mocumentary into museum space.

In our view, today mocumentary has been born
again with the arrival of interactive and simulation tech-
nology in the art world. Artists combine the detached
approach of pseudo-documentary with elaborate artistic
plots creating a special play space. They attract the viewer
through the use of various media in creating their work.

Mocumentary works become a part of a velvet
revolution in people’s minds, liberating the unconscious

self and freeing them from ideological violence and
social formalities.

Sometimes there's no point in fighting reality,
state or society — you can simply create your own al-
ternative and perhaps this new space will replace that
which cannot be fought against at present.

Artists use the communicative potential of the
electronic and digital media and so act as intermediaries
between state and society, society and power. They jug-
gle with language and tools available to contemporary
viewers while simultaneously promoting a new wave of
interest in art culture and creating their own datasphere.

Mocumentary — art beyond exhibition.
On the radio, in films and on TV

Historically the first mocumentary — Ameri-
can film director Orson Welles' radio adaptation of
H.G. Wells' novel The War of the Worlds appeared on
the radio in 1938. He created a series of radio broad-
casts concerning Martian invasion of the state of New
Jersey. This production enjoyed a great success while
driving thousands of Americans into panic — they be-
lieved in a reality of an extraterrestrial invasion. In Rus-
sia the TV show Lenin Was a Mushroom is considered
the most impressive artistic hoax on TV. Aired on the
Saint-Petersburg TV as part of the Fifth Wheel popular
talk show, a discussion of this subject by the show'’s
host Sergey Sholokhov and the composer Sergey
Kuryokhin caused a general intellectual confusion.

The show was based on Vladimir Lenin's alleged
abuse of hallucinogenic substances, confirmed by
staged interviews. Macro mushrooms, the substance in
question, provided a different world view and gave him
an opportunity to build a different future as an artist-
demiurge. The October revolution was foreseen by him
as an unprecedented large scale show in all its details

1. Omer Fast, Continuity, 2012.
Courtesy of the artist; Arratia
Beer, Berlin; gb agency, Paris.
Commissioned by dOCU-
MENTA(13) and Thyssen-
Bornemisza Art Contempo-
rary, Vienna, with the support
of 3sat, Medienboard Berlin-
Brandenburg GmbH, Berlin,
and OK Offenes Kulturhaus
Oberdsterreich. Produced by
Filmgalerie 451, Berlin

MHorza HeT cMbicna 60poThCA C PeanbHOCTLIO, FOCYAAPCTBOM, COLMY-
MOM — MO¥HO MPOCTO CO34aTb CBO allbTEPHATUBY M, MOMKET ObiTb, 3TO
HOBOE MPOCTPAHCTBO 3aMEHUT TO, C YeM CerofHA 60pOTbCA HEBO3MOMKHO.
XyAOMHHUKHM, MCNOMb3YA KOMMYHUKALMOHHbIM NMOTEHLMaN 3MeK-
TPOHHbIX W LMPOBLIX Meaua, BbICTYNAOT NOCPEAHUKaMKU Mexay obLue-
CTBOM W FrOCyAapCTBOM, COLMYMOM W BNACTbHO, KOHMIMPYA A3bIKOM
W CpeAcTBaMM, AOCTYMHbIMU ANf COBPEMEHHbIX 3pUTENEN, NapasienbHO
aKTUBKM3MPYH HOBYHO BOJHY MHTEPECA K XyAOMKECTBEHHOM KynbType
W co3paBas CBOK MHpochepy.

MoKblOMEHTapHU — UCKYCCTBO BHE BbICTaBKH.
Ha paguo, B KUHO 1 Ha TB

McTopunyeckn nepsoe MOKbIOMEHTaPW CAEeNaHo Ha paano
B 1938 rogy — amepuKkaHckuin pexmnccep OpcoH Yannc B paguonocTa-
HoBKe «BowHbl MMpoB» 06bIrpan MoTMBel pomaHa lepbepta Yannca,
CO3/[aB CepU1Io pagMopenopTarKer 0 BTOPHEHUM MapCHaH B LUTaTe
Hbto-IOxepcu. MNocTaHOBKa MMena HeMbICIIUMBIM YCrex, NOBEPrHYB
B MaHWKY ThICAYM aMepUKaHLEB, MOBEPHUBLLMX B PeaslbHOCTb MHO-
nnaHeTHoro 3axesata. B Poccuu e Hanbonee ApKMM nNpoAsneHnem
XyA0MECTBEHHOM MUCTUMKaLmK Ha TB no npaBy cuMTaeTcA Tenesu-
31oHHas nepepava «JleHnH-rpu6». Becepa Tenesenywero Cepres
LLlonoxoea u komnosutopa Cepres KypexuHa B nporpamme «[1atoe
koneco» CaHkT-lNeTepbyprcrkoro TB npusena B MHTENNEKTYanbHOE
3amellaTeslbCTBO CamMble LUMPOKWE MaCChl OOLLECTBEHHOCTH.

lMoBopom ana nepepaym ctan NOAKpPennAemMbIi MHCLEHWUPOBaH-
HbIMK MHTEPBLIO daKT ynotpebnerna B. W. JleHWHbIM ranntoumMHOreHHbIX
BelecTB. MMeHHO 3T BelecTBa — Makporpmbbl — fany BOXOHO MHOM
nyTb NO3HAaHWA MUPa U NO3BONUIIM eMY NOJOOHO AEMUYPIrY-XyAOKHUKY
nocTpouTb MHoe Byaywee. OKTABPbCKaA PEBONOLMA NPUBHAENACH EMY
KaK Heobbl4arHbIM MO pa3maxy CMeKTaK/lb BO BCEX AETaNIAX U CLieHaPHbIX
npopaboTkax. MMeHHO OCyLLLeCTBNEHUIO 3TOM BENMKOM MUCTUDUKALIMM,
no pacckasy aBTopos, 1 noceaTun ceba Bnagumup Unbuy.
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Okasanoch, 4To XyAOKHUK MOKET CO34aTb HOBYIO CUTYaLIMIO, UrPO-
BYIO KOMMYHMKATMUBHYIO cpedy, M1M$OonornaMposarb NPoOLLIoe, TEM CaMbiM
B MCTOPUUYECKOM NEepPCreKTMBe NocTapaTbCA M3MEHWUTb Xog, COObITUM, CMe-
CTUB aKLLEHTBL.

JloKymMeHTaneHOCTb MCTOPHM NOATBEPHAAETCA YepPHO-6enbIMM
doTorpadusamu 1 cenageTenbcTsammu akcneptos. Boobue, ncnonb3osa-
H1e "roBopsALLMX rofoB" — OAMH M3 OCHOBHbIX MPUEMOB MOKLIOMEHTAPH.
Becena aByx Monoabix MHTENIEKTYaN0B, CBUAETENLCTBA 9KCNEPTOB,
AOKyMeHTasnbHble poTorpadmm — BCe ITO 3anyCcKaeT NCHUXONOrMYECKUI
MexaHW3M BO3[ENCTBUA — pa3 SKCNepTbl 06Cy#aaoT cobbiTne, CTPOAT
Ha ero NpMMepe CBOWM YMO3aKJIlOYEHMA, 3HAUUT, COBLITUE U B CAMOM
Aene Mmeno MecTo.

Typeukunn xynomumk Kytnioxk Ataman B dpunbme «[lyTelwecT-

B1e Ha JlyHy» npeacTaBnAaeT NCeBO0AOKYMEHTANIbHYIO MCTOPUIO O TOM,
KaK YeTblpe HUTENA TYPeLKOM AepeBHM DP3UHLOKAH OTNPaBMIIMCh

Ha JlyHy. LLlen 1957 rog... OHu yneTenn Ha ONOBAHHOM MWHapeTe.
XyoOMHMK HAPOYMTO NOJYEPKMBAET aHEeKAOTUHHOCTb CUTYaLMK, CO3HA-
TeflbHO NPeAOCTaBNAA 3PUTESN0 BO3MOXKHOCTbL ANA CBOEro pasobnaye-
Hu1A. Ho «roBopsLmMe» ronoBbl — KCMEPTHI M3 pasHbix obnacTen (aKo-
HOMMCT, IUETOSON, MUCATESb, HYPHAIUCT, YHEHbIN) UHTEPNPETUPYIOT
npoucxoadLLee, MCXOAA U3 NMOSIUMTUYECKNX U COLManbHbIX MPEANOCHIIOK.
M Mbl onATb BEpUM.

Moyemy mbl BEpUM?

MoseT 6bITb, NOTOMY, 4TO A1 HAC WINIO3NA PealbHOCTM MHOrda Npu-
BJieKaTenbHee, BeAb MeyTa NnosieTeTb B KOCMOC XOTb M Ha paKkeTe-M1Ha-
peTe — 370, Npemae BCero, MeyTa BblpBaTbCA M3-NOA, KOHTPOSA, U3 00bI-
AeHHocTu. B aToM nceBao-nocnaHmmn M3 NpoOLLIOro akLeHT AenaeTca
Ha YeNoBeKe, Ha BHYTPEHHWUX MHTEHLMAX NepedopMaTMpoBaHNA peasbHO-
CTH 4eNOBEKOM (B OTIIMYME OT aKLEHTa Ha NePEAOBbIX TEXHOMOrMAX B Aene
0CBOEHUA KocMoca B punbme Anexces PepopueHko «Mepsbie Ha JTyHe»),
B KOTOPOM PEHKNCCEP C MOMOLLBIO PAAa MUCTUdMKALMIA JOKa3bIBaeT,
4TO COBETCKMM Y4Y€HbIM YAa/I0Ch 3anyCT1Tb NepPBbIM NleTaTesbHbIM annapart
B KOCMOC elle B MapTe 1938 roga.).

Ha atix Tpex npumepax — Tpex pasHbiX MOKbIOMEHTapPHbIX BTOPHE-
HMAX — XOTeNOoCh Obl MOKa3aTb TPW XYAOMECTBEHHbIE CTpaTerMn OTHOLLEe-
HMA K MaTepuany.

Pacuiennaa peanbHocTb, McKyccTBO 3aHOBO OCBanBaeT #M3Hb,
NoNb3yACh CBOeW 6e3rpaHMYHON BacTbiO, NOKa3biBaeT OWMOKKN MCTOPHM
WX MepTBaM M BCKPbIBAET TOYKM HEBO3BPATA, MOC/IE KOTOPbIX BCE MOLLIO
He TaK, KaK 6bl1o 3agymaHo.

and script elaborations. So Vladimir llyich, according
to the show's authors, devoted himself to realizing this
great hoax.

So it turned out that an artist is able to cre-
ate a new situation, a communicative playsphere by
mythologizing the past and thus trying to change the
course of history, shifting the focus.

The documentary side of the story is corroborated
by black and white photographs and experts' state-
ments. The use of talking heads is generally one of the
main mocumentary tools. Two young intellectuals are
discussing this, there are the experts' testimonials and
documentary photos — all these trigger a mechanism
of psychological manipulation. If experts discuss an
event, building their conclusions on it, this means the
event has really taken place.

In his work Journey to the Moon the Turkish
artist Kutlug Ataman presents a pseudo-documen-
tary story of four people form the Turkish village of
Erzincan going to the Moon. It was 1957 and they
flew away on a tin minaret. The artist puts a special
emphasis on the fantastic aspects of the situation,
giving the viewer an opportunity to expose him. But
the talking heads — experts from various fields (an
economist, a dietician, a writer, a journalist and
a scientist) give their interpretation of the events
from political and social viewpoints. And so again we
believe the story.

Why do we believe?

Maybe the illusion of reality is sometimes more
attractive to us, indeed the dream of flying into space
even using a minaret for a rocket is first and foremost
a dream to flee control and routine. In this pseudo
message from the past the emphasis is put upon
a human being, the inner intentions of man reshaping
reality, unlike the film by Alexei Fedorchenko First on
the Moon that emphasizes the advanced technology
used in space exploration. In this work the film director
uses a number of mystifications to prove that soviet
scientists managed to send a first aircraft into space
already in March 1938.

Using these three examples — three different
mocumentary invasions — | would like to demonstrate
three artistic strategies of treating the material.

Splitting reality, art reclaims life by using its limit-
less power, shows the mistakes of history to its victims

and illuminates the points of no return after which eve-
rything turned out contrary to way it had been planned.

. By active manipulation of reality, influencing
the viewer (The War of the Worlds by Orson
Welles);

. By destroying the familiar ideas about reality
and attacking the mass media (Lenin Was
a Mushroom by Sergey Kuryokhin and Ser-
gey Sholokhov);

. By poeticizing the personal, the intimate, that
which is an inner monologue, its own reality
(Journey to the Moon by Kutlug Ataman).

Mocumentary today is the new legend where re-

ality and fiction mix. It might become the most effective
artist's strategy to create the future.

A document — a testimonial — rewriting
history — retrieving facts

The researchers today talk about our society

making a transition from information to post-information.

We had to get used to not believing our own ears (with
the emergence of radio), our eyes (with the develop-
ment of cinema and TV) and our common sense (with
the appearance of digital mystifications and Internet
provocations).

The devaluation of document has become a de-
cisive factor in the work with reality. Everyone started
creating their own rules for the game. Political games
have become distinct from artistic games — this line
has been most articulately drawn in the last decade. It
has become possible not just to create documentary
fakes but to fight the system.

“Since the 1980’s art's relations with the world of
real life, politics and social issues are problematic. At
the time the theory that the idea, supported by art crit-
ics, that any kind of artistic intervention into the world
puts a gloss on reality, making it aesthetically accept-
able. During the next several decades art made many
attempts to avoid the aestheticization of the world”,
says Yara Bubnova.

2. Dimitri Venkov. The Chinese
Room of Alan Turing, 2011.
Courtesy of the artist

3. Jack and Leigh Ruby. Car
Wash Incident, 2012. Cour-
tesy of the artists

4. Nonny de la Pefia and Peggy
Weil. Gone Gitmo, since
2007. Courtesy of the artists

5. Kutlug Ataman. Aya Seya-
hat/Journey to the Moon,
2009, still from the black-
and-white mock documentary
segment of the video. Video
produced by the Institute for
the Readjustment of Clocks,
Istanbul. Courtesy of the artist

. MaHunynupya peanbHOCTbIO aKTUBHO, BO3OEMCTBYA Ha 3pUTens
(«BowiHa mupos» OpcoHa Yannca);

. Hapywas npuBblYHblE NPEACTaBNEHUA O PeaslbHOCTH U aTa-
Kya Macc-meama («JleHuH-rpu6» Cepresa Kypéxuna u Cepres
LLlonoxosa);

. MoaTn3npys NMYHOCTHOE, UHTUMHOE, YTO ABMAETCA BHYTPEHHUM
MOHOJIOroM, CBOEH cobCTBEHHOM peansHocThio («MyTewecTeure
Ha JlyHy» Kytniora Atamana).

CeFOJZI,HFI MOKbHOMEHTapH — 3TO HoBeMLMe nereHgbl, roe cMelaHa
ABb U BbIMbICE. ,D,J'IH noCTpO€eHnA 6y,u,yu.|,ero 3TO MOXET OKa3aTbCA Hanbo-
nee aKTyaanoﬁ CTpaTermeﬁ XyAOXHUHKa.

JOKYMEHT 1 CBUAETENbCTBO — NepenucbiBas UCTOPHUIO,
BO3Bpaliaa ¢aKThl

Mccneposatenn cerogHa roBopaT o nepexofe Hallero obuiecTsa
OT MHGOPMALMOHHOIO K NOCTUHPOPMaLMOHOMyY. Ham npuwinock CBbIK-
HYTbLCA C TEM, YTO HENb3A BEPUTL CBOWMM yLuam (C NoABneHWeM paamo),
CBOMM rnasam (C pasBUTUMEM KUHO U TENEBUAEHWS), 34 PABOMY CMbICTY —
(c nosBneHvem LMbPOBLIX MUCTUDHMKALIMI U UHTEPHET-NPOBOKALIMIA).

O6ecLieHnBaH1e JOKyMEHTa CTaNo pellatownmM GakTopom
B paboTe C peanbHOCTbIO. Kamabii Havan cosgasaTe CBOW Npasua
urpsl (M Urpsl NOUTUYECKUE CTANIM PABHUTLCA OT UMD XYAOKECTBEH-
HbIX — MMEHHO 3Ta rpaHuua ctana Hanbonee OT4ETIMBO NPOABNATLCA
B NocnegHee OeCATUNETHE, M OHa ABAETCA He MPOCTO CO34aHMeEM
AOKYMEHTaNbHbIX p3MKOB, @ BO3MOKHOCTBIO 60pbBbI C CUCTEMOI).

«C 1980-x rofoB UCKYCCTBO HAaXOAMTCA B MPOGIEeMaTUUHbIX
OTHOLLUEHMAX C MUPOM peaslbHOM HU3HH, NMOMUTUKK KU COLManbHBbIX
npobnem. B To Bpema Teopua yTBepkaana, a KpMTMka nogaepxusana
npeto, 4To ntobanA XynoxRecTBeHHAA MHTEPBEHLMA B MUP NPUyKpaLLu-
BaeT peaslbHOCTb, Aenan ee 9cTeTMYeCKn npruemnemon. Ha npotameHnm
cnepyoLmx AeCATUNETUIA MCKYCCTBO NPEANPUHANIO MHOKECTBO MOMbITOK
n3bemartb acTeTM3aumm mmpa», — rosoput Apa BybHoBa.

MpuyKpalumBaHre peanbHOCTH CMEHMIIOCH CTpaTerMer MaH1nynALmMm
3TOM pasnbHOCTbI0. Heobxoanmo 66110 co3aaTb COBCTBEHHYHO peanbHOCTb,
1 HeobA3aTeNbHO NpU3HaBaTbLCA 3pUTeNto B drHae B ee NomHocTH. Beab
NOXHOCTb YCNOBHA.

Mpynna "The Atlas Group" — nNpoeKT nMBaHcKoro xyaoxHuka Banvaa
Paaga — cospaeT n cobrpaeT 06beKTbl U ICTOPUM — 3TO KaTanor
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¢boTO- 1 BUAEOMATEPUANIOB, CBA3AHHBIX C FPakAaHCKOM BoMHOM B JluBaHe
1970—1980-x ronos. Bce a1 apxu1BHble AOKYMEHTbI NepemeLlaHsb! ¢ Tia-
TeNlbHO BbINOSIHEHHbIMK Paafiom MHCLLEeHWMPOBKaMK.

K npencraBnAaembiM 3pUTento 4OKYMEHTaM HEMPUMEHMUMO MPOTH-
BOMOCTaBNeHWe «npaspa-BbiMbicen». [1o cnosam aeTopa, «a10 BOO6LLE
No¥HOe npoTMBonocTassieHne. Halim AORYMeHTbI LOCTOBEPHbI, HO 3TO
[OCTOBEPHOCTb He GaKTUHECKMX BOCMOMUHAHMI KaKoro-To YerioBeKa,

a daHTasmMi, poxaaeMblx KONNEKTUBHOM NamATbo». [1nAa Paana npocTtpaH-
CTBO BbIMbIC/1a CTAHOBUTCA TaKUM e, Kak M NPOCTPaHCTBO MCTOPUM, ero
WHTepecyeT rpaHuLa, NoABnALWAaAcA Mexay HUMK. OH ycTaHaBnMBaeT
cBou nopaaku. Banup Paapn, BTopradacb B MICTOPUYECKYIO peanibHOCTb,
namensert lNpownoe n Hactoswee, a 3HauuT, 1 Byayuiee.

C npuxopom macc-meama u o6ecLeHMBaHMEM MCTOYHWUKA U [OKY-
MEHTa, YeNOBEK CerofHaA Bce 60sblue OTAAIAETCA OT OBLLECTBEHHOM HU3HM,
OT ynotpebneHna MHpopmaLIMm, NpespaTuBLLENCA B cuMynaumio. B cospe-
MEHHOM MCKYCCTBE BCe Yallle 3By4YMT TEPMMH “HOBOW MCKPEHHOCTH» —

naeonorna cCo3HaTesibHoro y4acTtusa, nepexumnsBaHrAa, COBMECTHOIro OENCTBUA.

XynowHuua Munuua Tomuy pabotaeT ¢ MCTOpUE — B NPOeKTe
«KoHTelMHep. Pe-KOHCTPYKLMA NpecTyneHna» OHa NbiTaeTcA BOCCO34aTh
3MAIOLLLYIO NYCTOTY HeAABHEro NPOLLIOro — BOCCTaHOBWUTL YOMICTBO,
“MeBLLEEe MeCTO BbiTb, HO BbiNaBLUee U3 UCTOPUYECKOM KaHBbL.

ThicAva adraHCKMX BOEHHOMEHHbIX TanMb0B Gblk YOUTbl B KOHTEN-
Hepe, B KOTOPOM WX NepeBo3unn Yepesa nycTbiHio. Boiicka CesepHoro
anbAHCAa Aepaii CBOMX MIEHHbIX B TeHEHWEe HECKOMbKMX AHel 6e3 BoAbl
1 Bo3ayxa. B oTBeT Ha #anobbl OHM OTKPLINM OrOHb MO KOHTEMHepY
«AnA TOro, 4Tobbl CAenaTe 0TBEPCTUA ASA Bo3ayxa». 3sepcTBa CeBepHOro
anbAHca He 6bln 3a40KYMEHTUPOBAHSL.

«OTBETCTBEHHOCTb 32 COKPbITUE NPECTYNNEHWUI NEXRUT Ha NpaBUTENb-
CTBE, UCKYCCTBO e JaHO AJIA TOro, 4To6bl PaCKpbITh UCTUHY» — CuMTaeT
Munuua Tommu. «Camo npaBo Ha MOBECTBOBaHWE NOATBEPHAAET U onpe-
AenfAeT BNacTb rOCyAapcTBa Haj, rpakaaHaMum U Ux xusHbto. Moi rnae-
HbI BOMPOC B paboTe Haf, NpOeKTamMM 3BYYMT TaK: YTO NPOU3OMAET, €CNu
A, XYLLOXHWK, NOCTaBIIO NOAJ COMHEHWe MpaBa rocy[apcTBa U, Kak cnea-
CTBWe, MPOBO3rNalLly, OTPaKy, TEKCTYaNIM3MPYIO M 0603HaYy COBCTBEHHbIE
onpeaeneH1a NPecTynneHun?»

Munuua npeanaraet y4yacTHUKaM, paboTas G STUM 3aKpbITbIM CeHca-
LIMOHHBIM MaTepranom, BCTYMMWB B AMaNor C MCTOPHUEN, UBMEHWTb npea-
cTaeneHune 06 nctopuu... B Mockee cocTomTCA HOBaA PEKOHCTPYKLIMA NPO-
ekTa «HoHTenHep»: ctyaeHTbl «OTRpbITOM WKoNbl Maxex/MegnaApt/lab»
otnpaeATtca ¢ Munuuei Tommy Ha NONUIoH M Nop, ee PyKOBOACTBOM pac-
CTPenAoT KoHTelHep 13 aBTomaTtoB HanawHunkoea. Cam KOHTeMHep 1 AOKy-
MEHTaLIMA 3TOM PEKOHCTPYKLIMK U CTaHET apT-06EKTOM Ha BbICTaBKeE.

CerogHa XyOOMHWUKM, UCMONb3YA BCEe BO3MOMKHbIE TAKTUYECKWE Meana
(MHTepHerT, TB, paauo, ny6nyHbIe NPOCTPaHCTBa) GOPHOTCA C KOPPYM-
NMMPOBAHHLIM MUPOM 33 FOPU30HTASIbHbLIE OTHOLLEHUA, 32 CUCTEMY STUKMK
BO BCex cpepax Megmna. XyoomeCTBEHHbIE aKLMK BCE Halle BTOPratTCA
B Camy ryLly NOMTUYECKOW M COLMANbHOM HU3HM W BbIMMALAT NOYTH
BbI3bIBAIOLLMMM.

NTanbAHCKMIM KOHLENTyanbHbIM XyAOKHWK M nepdopmaHcucT Hasnae
Ipaccw, xopBaTcKuit pexnccep IMUp XpBaTUH U CIIOBEHCKUIM XYOOKHMK
Mura Kapux B 2007 ropy topuaniecKki MEHAIOT CBOU MMEHa Ha OAHO —
AHes AHwa. 370 MMA M3BECTHOrO NONUTUKA-KOHCEpPBaTOpa U NpeMbep-
MuHucTpa CnoseHWH, 3aHMMAIOLLLEr0 CBOM NOCT C nepepbiBamm ¢ 2004
no 2013 roa. 3afABneHUA XyOOKHUKOB M UX HAMEPEHHA CTanu HeoTbeMIe-
MOW 4aCTbtO XyAOKECTBEHHOIO NPOU3BEAEHWA:

«Halue pelueHne ABNAETCA OCO3HAHHBLIM U MPUHATO B pe3ynbraTe
TLWATENbHOro PacCCMOTPEHUA. [NA Hac He CyLeCTBYET FpaHuvL, Mexay
Halen pabooK, HaWMM UCKYCCTBOM W HalleM MU3HbIO, U B 3TOM CBA3M

A glossing over of the reality was replaced by
a strategy of manipulating reality. It was necessary to
create ones own reality and no longer required to con-
fess its falsity to the viewer in the end. For falsity has
now become relative.

The Atlas Group, a project by the Lebanese artist
Walid Ra'ad, creates and collects objects and stories. It
is a catalogue of photographic and video materials on
the Lebanese civil war of 1970—1980’s. In it archival
documents are intermixed with staged materials pains-
takingly created by Ra'ad himself.

The viewer is presented with documents which
cannot be attributed by the truth-fiction dichotomy.

As the author says, “this is a false opposition. Our
documents are authentic but it is not an authenticity of
factual reminiscences of a person, but that of fantasies
born from collective memory”.

For Ra'ad the space of fiction becomes the
same as the space of history. He is interested in the
borderline that appears between them. He establishes
his own rules.

Walid Ra'ad invades the historical reality changing
the Past and the Present, and thus, the Future.

With the appearance of mass media and the
devaluation of the source and the document, a human
being today is driven more and more by social life, from
using the information that has been turned into a simu-
lation. In contemporary art the term “new sincerity” is
used ever more frequently to describe an ideology of
conscious participation, experience, a common action.

The artist Milica Tomi¢ works with history. In her
Container. (Re) Construction Of The Crime project she
tries to recreate the yawning gap of the recent past
recreating a murder that happened but was dropped
from historical narrative.

A thousand Taliban prisoners of war were mas-
sacred in container trucks, where they had been put
to transport them through the desert. They were kept
by Northern Alliance troops without water and air for
several days. When they started begging for air, the
troops fired upon the containers “in order to make
holes for the air to get in”". These atrocities were not
documented.

“This very right to a narration confirms and defines
power of the state over its citizens and their life. My
question governing projects you are about to hear,
was: What if |, as an artist, reclaim the right to ques-
tion the state’s right over narration about a crime, and,
therefore, take the right to proclaim, reflect, textualize,
and determine what constitutes a crime®?”

Milica offers the participants a chance to make
a change in their notion of history by working with this
undisclosed sensational material, by entering a dia-
logue with history. In Moscow a new reconstruction of
the Container project will take place — students of the
Open School Manege/MediaArtLab will go to a shoot-
ing range with Milica Tomic and shoot a container
with Kalashnikovs under her directions. The container
itself and the documentary of this reconstruction will
become an art object at the exhibition.

Today artists use all possible tactical media (the
Internet, TV, radio and public space) to fight against the
corrupted world for appear the right to equitable rela-
tions and an ethics system in all media spheres. Artistic
actions intrude more frequently into the thick of political
and social life and look almost provocative.

In 2007, the ltalian conceptual and performance
artist Davide Grassi, the Croatian filmmaker Emil
Hrvatin and the Slovenian artist Ziga Kariz all officially
changed their names to Janez Jansa, the name of the
Slovenian right-wing politician, who was the prime min-
ister of Slovenia intermittently from 2004 to 2013. The
artists’ statements and their intentions have become an

integral part of their artwork.

“Our decision was a conscious and it came
about as a result of careful consideration. For us there
are no boundaries between our work, our art and
our lives and, in this respect we believe we are no
difference for you. We live for what we create, and,
with your permission, we would like to quote here the
words from the letter you may send us to invite us
to join for your party: “The more of us there are, the
faster we'll reach our goal!” (30" July 2007, in a letter
from the artists to the prime minister).

Conceptual gesture combined with media strat-
egies, joining physical and media spaces in a pro-
ject has enabled the media artists to demonstrate
sociopolitical activity and expropriate mass media
channels to their peaceful yet provocative purposes.
Conceptualism united with the communicative and
media resources gives art a new turn and create an
unprecedented “explosion”. It was this experience
and its political and media aftermath for the artists
that became the basis for the NAME Readymade
documentary. How does a contemporary international
art group work, how one can make political state-
ments through fakes and staged performances, how
important it is to draw the attention of general public
to politics using artistic fiction? This is what both the
film and the installation by these artists are about.

The main provocation in the work is the question
of whether simulations can change a person’s identity.

Dimitry Venkov started by making documentary
films. There's the documentary freedom of the ‘do it
yourself' guerilla TV-collectives of 1970's (Widerfreaks,

6. Manuela Morgaine. Light-
ning, 2012. Photo: © Alex
Hermant, Lightning hunter.
Courtesy of the artist

Mbl CYATaEM, YTO HET pasHuLbl A4 Bac. Mbl xuBeM, 4ToBbl co3haBaTth,
W, C BaLLEro No3BOSIEHMSA, Mbl XOTENW Gbl NPOLMTUPOBATL 34ECh COBa
M3 NMCbMa, KOTOPOE MOXHO OTMPAaBUTb HaM, 4TOBbl MPUCOEANHUTLCH
K Bawew naptuu: "Hem Gonblue Hac ByaeT, Tem GbICTpee Mbl 4OCTHT -
Hem Hawer uenu!" (M3 nucbMa xynomHUKoB AHesa AHwa, Axesa AHwa
v AHesa AHwa npembep-mMuHucTpy AHesy AHwa, 30 uona 2007).
HoHuenTyanbHbIN }ecT BMecTe C MEAUMHBIMU CTPaTeErmaMu, Coeam-
HeHWe B NPoeKTe $PU3NYECKOro U MeanUa-NPOCTPaHCTBa NO3BONMN
Meauna-xyaoRHUKaM NPOABUTL COLLUO-NONMTUYECKYIO aKTUBHOCTb U 3KC-
NPONpPUUPOBaTh MacC-Meaua KaHasbl B MUPHBIX, HO MPOBOKALMOHHbIX
uensax. KoHuenTyanMam coBMECTHO C HOBbIMW KOMMYHWKaLMOHHBIMM
MEAUMHBIMW BO3MOKHOCTAMM Aat0T HOBbIVM NMOBOPOT B UCKYCCTBE W BbI3bl-
BalOT «B3PbIB», HEBUAAHHLIM focene. VIMeHHO 3TOT OnbIT M ero nocnea-
CTBMWA OJ1A XYAOKHUKOB B MOIMTUYECKOM U MEAUMHOM CMbICIIe Nernm
B OCHOBY JOKyMeHTasbHOro ¢unbma «[otoBoe nmMs». Hak pabotaeT coBpe-
MeHHaA MHTEpPHaLMOHaNbHaA apT-rpynna, KaK Aenatb NnoMTUYeECKHe
BbICKa3blBaHUA 3a CHET GEMKOB M MOCTAHOBOK, M HACKONBKO BaKHO
npuvBneKaTb BHUMaHWe 06LLLECTBEHHOCTH K MOSIMTUKE NPU NMOMOLLM
XyOOMECTBEHHOMO BbIMbICIa — 06 3TOM W GUIbM, U UHCTaNNALMA
XyOOMHWKOB. W rmaBHaA NpoBOKaLMA, 3a/0KeHHan B pabote — 310
BOMPOC O TOM, MOTYT JIU CUMYNALMK U3MEHUTb JIMYHOCTb YENOBEKA,

OmnTpuii BeHKOB HauMHan ¢ co3aaHuA JOKYMEHTalbHbIX GUIlb-
moB. B ero pa6otax npucytcTyeT foKymMeTanbHas ceobona — «do
it yourself» naptusaHckmx TB-konnexktmeos 70-x («Banoepdpurc,
«PainpaHc HopropanwH», «[einep Tairep TenesuxH». OH Takke
MHoroe 6epeT oT $paHLy3CKoro cinéma vérité, roe Mbl Kak 6bl CONpPoBO-
wAaeMm NoAen, C KOTOPbIMM MPOUCXOAAT pasHble cobbiTuA. OH Bo3Bpa-
waeT cerogHa naen 1960—1970 — 6yab cBO6OAEH B CheMKax, CHU-
MaW peasibHOCTb, NePEKOAMPYA ee AaHHble MyTeM MOHTaKa U 4Uasoros,
CNPOBOLIMPYH MHYIO peanbHOCTb MyTeM NapafoKca U UPOHWUU. XyLOKHMUK
MCKYCHO COEAMHAET UMMPOBM3ALIMOHHOCTb, YTO MOMOraeT noaAepHnBaTh
BMAMMOCTb NPaBAMBOCTH, MPU STOM NMPUBHOCA MOMEHTbI MOCTAHOBOYHOIO
KMHO B CBOW paboThl, YTO NpUaaeT UM 0cobyto CamoBbITHOCT.
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B «Amepuke» n «Kutarckon komHate AnaHa TetopuHra» Jmutpui
BbICTPaMBaeT MHTE/NEKTyallbHble pebyChbl U CO34aEeT NOXOHUE NO MeTomy
nccnefoBaHWA B pasHblx 06nacTax 3HaHWA. «MHe KaKeTcA BO3MOMHBIM
M3MEHWTb KaKkne-TMbo OTHOLLEHWA TONBbKO BHYTPW NpousseneHua. [po-
CTPaHCTBO BbIMbIC/NA, B KOTOPOM CYLLECTBYIOT MOW NMEPCOHaMH, UMeeT
CBOW 3aKOHbI, CBOO JIOTMKY, KOTOpPaA He AENCTBYET 3a ero rpaHuLamMu.
XOTA, KOHEYHO, CYLLLECTBYIOT HEKOTOPLIE NepeceyeHns. Hanpumep, MaHu-
NynALMA NPOLUMbIM, KOTOPaA 3a4acTyto ABNAETCA NponaraHAUCTCKUM
MHCTPYMEHTOM BNacTH, y MEHA CTAHOBMTCA MarMyeCcKUM puTyanom, cno-
COOHbIM U3MEHWTb HacTOALLLEee”.

PomaHTHueckui B3rnaa Ha peanbHocTb — B pabote JuHbl KapamaH
«[osHaBaTenbHanA Tenenepepayar». [yTewecTsya B NpoCcTpaHCTBE U Bpe-
MEHM, XyAOKHULA PaCcKONA0BbLIBAET peanbHOCTb BCres 3a cambiM NHo6m-
MbiM B COBETCKYHO 3MOXY *KaHPOM Hay4HO-TMOMNyNAPHbLIX U NO3HaBaTesb-
HbiX Tenenepeaay. Kto ns Hac He Bepun nporHo3am Cepresa Kanuupbi
B «O4yeBUAHOM-HEBEPOATHOM» — MPOrpamMmMe Ha coBeTCKom TB, Bbixo-
amewen ¢ 1970-x ropos! [Nporpamme o HayKe, TEXHUKE, M30OPETEHUAX U,
rnaBsHOe, — NPorHo3ax Ha Gyayliee, B KOTOpble Mbl BCE Bepun (uBble
FONOBbLI 9KCMEPTOB, BMOMHE peasbHble, YCUIMBAM HaLly YBEPEHHOCTD).
Ho 4To-TO 6bI10 MOKBIOMEHTAPHOE C CaMoro ee Hayana — G My3blKaib-
How 3acTtasku "Chasing the Dream" («B norone 3a meutoi»). M snurpad
BCE MOMHAT — OH HauuHancsa co cnoB «O CKOMbKO HaM OTKPLITUIM YyA-
HbIX...», a MOCIEAHIO CTPOYKY HEe UCMONb30BasM, @ UMEHHO BOT 3TY:

«K cnyyan, 6or nsobpetatenb». Hukakoro cnyyas, BeiMbiCna, MECCHAH-
CTBa U He3annaHWPOBaHHOCTH B NPeACcKa3aHUAX ObiTb HE MOKET?

«Mbl He coenanu ckaHgana, Ham BoOXAA HeaocTaBaro.
HacTtoAwmx 6yrHeIx Mano, BOT U HETY BOXaKOB.

Ho Ha npouvckun n 6penHn cetn ecTb y Hac U 6peaHu,

M He ncnopTaT Ham 06eaHU 3/ble NPOUCKU BparoB.
<...>

Hy a 3aBTpa cnpocAT aeTu, HaBelas Hac ¢ yTpa:
"Manbl, 4TO CKasann aTM KaHaMaatel B fokTopa?"

Mebl OTBETMM HaluMM Yadam nNpaeAy — MM He BCe paBHoO,
YaunBuUTENbHOE PAAOM, HO OHO — 3arnpeLLeHo.
(Bnagmmmp Beicoukuit, «[TMCbMO B peaaKLmio»)

7. Milica Tomi¢, Container: Pho-
tography by other means, (re)
construction 2006, Kangaroo
hunter Stuart Taylor, editor
Stephen Grant, artist Milica
Tomic, Mount Victoria, NSW
Blue Mountains, Australia
20086. Photo: Wilfried Kuehn

the Raindance Corporation, Paper Tiger Television) in
his work. He is also influenced greatly by the French
cinéma vérité in which the viewer accompanies people
to whom various events happen. Today he brings back
the ideas of 1960—1970's — freedom in filming, the
shooting of reality and then the re-coding of its data

by editing and dialogues, provocation other reality
through the use of paradox and irony. The artist expertly
combines improvisation that helps maintain an illusion
of truth with moments of staged cinema, thus giving his
works a special distinctive character.

In America and The Chinese Room of Alan
Turing, Dimitry lines up intellectual puzzles and cre-
ates similar-method research in various spheres of
knowledge. ‘I think it is possible to change a given
relationship only inside a work. The space of fiction in
which my characters exist has its own laws and logic
which does not work beyond its boundaries. Though of
course there are certain confluences. For example, the
manipulation of the past which often becomes a propa-
ganda tool of the authorities — | turn it into a magical
rite that can change the present”.

The romantic view of reality is shown in Dina
Karaman's Cognitive Broadcast installation. Travel-
ling through space and time, the artist disenchants
reality following the example of the popular sci-
ence and educational TV genre most beloved in
the Soviet era. All of us used to believe Sergey
Kapitsa's predictions in “The Incredible Evident” TV
show that was broadcasted from 1970’s. This TV
show on science, engineering and inventions, and
most important — the forecasts of the future — was
believed by everyone — the live talking heads of real
experts enhanced our confidence in it. But there
was an element of mocumentary in it from the very
beginning — from the Chasing the Dream lead-in.
Everybody remembers its epigraph, too: “Oh, how
many wonderful discoveries...”, but the last line
of the poem: “And Chance, the god-inventor” was
never used. Is there no place in these predictions for
chance, fiction or the messianic and the unplanned?

"We have not created a scandal, for we lacked

a leader,

There are but a few really violent ones, and so no
firebrands.

But for scheming and nonsense we've got nets
and drags,

And so our party won't be spoiled by our enemies’
intrigues.

So if our children ask tomorrow, when they come
to visit us in the morning

“Dads, what have those PhDs and professors
said?”

We will answer our kids, because they really care:
“The wonderful is out there, but it is forbidden".
("A Letter to the Editor" by Vladimir Vysotsky)

It is these issues of pop science, the accepted
evident and the rejected incredible that Dina explores.
She examines how patchy experiment and research
data takes the form of reliable knowledge. The reality
shot in the Yalta Botanical garden eventually turns into
a myth — the artist's own myth, her way of looking,
watching and artistic reflection.

Vladimir Archipov is constantly bridging the gap
between art and reality. The artifacts collected by the
artist are real “found objects”. They are evident but
quite incredible, individual and fantastic. When you
look at them fiction immediately becomes a part of the
work in the attempts to understand the nature of this
thing and the history of a man who has created it.

“I'm not interested in the issue of boundaries —
| think of myself in the space of history and it is endless
for me, it has no boundaries. But | am interested in
others' fictions”, — the artist remarks.

The artist “augments” reality using its descrip-
tions, creating commentaries in photos, video and QR
codes. At the exhibition the author refers us both to
the documentary (photo) and the virtual (QR codes)
that provides, in his own words, “a broadening of the
semantic field”.

Manipulating Virtuality — Creating One’s
Own Worlds

The conception of modeling in the contemporary
media landscape present us with the opportunities for
navigation, mastering reality and adding the virtual reali-
ty, the effect of multiple projections and new approach-
es to multi-perspective narrative to the artist's arsenal.
If in the 70-s artists tried to catch something invented
from reality and improvise on the spot whilst shooting,
with the arrival of the digital techniques starting from
the 80-s they became able to form an electronic image,
which had never had an analogue in reality.

They started to realize different virtual worlds, in
which the viewer plays the central role. He becomes
a part of the system observed by himself, a system
of images with deep immersion is created, where the
behavior and the content of an image change depend-
ing on the actions of the viewer.

In the Car Wash Incident Jack and Leigh Rubi
create a brilliant simulated reality — 9 characters are
involved in a repeating closed narrative circle, which is

MmMeHHO ¢ aTon npobnemaTrMKom Hay4nona, pa3peLeHHOCTbI0 ove-
BWOHOMO M 3anpeLLeHHOCTLIO HeBepoATHOro pabortaeT JuHa HapamaH,
n3yyas, Kak 06pbIBOYHAA MHPOPMALMA U3 SKCMIEPUMEHTOB W UCCNELO-
BaHWM obneKkaeTcs B GOpMy HaAeKHOro 3HaHWA, PeanbHoOCTb, 3acHaA-
Tas B BotaHnueckom cagy B AnTe, NnocTeneHHO CTaHOBUTCA MUPOM —
MUGOM XyLOKHHWLbI, €€ NMMYHBIM 06Pa30M CMOTPEHUA, HabnoaeHNA
W XyOOMECTBEHHOIO OTPaKEHUA.

Bnagumup ApxurnoB NOCTOAHHO NPEOLONEBaeT PaspsiB MEHIY
MCKYCCTBOM U pearnbHoCThio. Cobupaemble XyOOMHUKOM apTedaKTsl —
peanbHble «HaMOeHHble 06beKTb». OHW 04eBMUAHbI, HO COBEPLLEHHO HEBE-
POATHbI, OHW MHAMBMAYANbHbI M GAHTACTUYHBI; KOFAA Ha HUX CMOTPMULL,

TO BLIMBICEST CPady CTAHOBMTCA YaCThiO PaBOoThl B MOMLITHE MOHATL, KAKOBA
npupoaa CosnaHna 3TOM BELUM U MCTOPUA YENOBEKa, ero CO3A4aBLUIero.

«MHe BONpOC rpaHuLLbl HEMHTEPECEH, — A MbIC/IO Ce6A B NPOCTPaH-
CTBE MCTOPUM, M OHO ONA MeHA BECKOHEYHO — He umeeT rpaHul,. Ho MHe
MHTEPECHbI YyMe BbIMLICTbI», — 3aMedaeT Bnagumup Apxunos. Xyoom-
HUWK «HapaLlMBaeT» PeaslbHOCTb C MOMOLLBIO €€ ONMCaHWM, co3aaBas
doto-, Buaeo-, 1 QR-Koabl-KoMMeHTapuu. Ha BbicTaBKe aBTop oTCbinaeT
HaC K AOKyMeHTanbHOCTH (doTo), 1 K BupTyansHocTv (QR-Koasl), uTo Aaer,
MO €ro CoBaM, «PaclMpeHUe CEMaHTUHYECKOro NonA».

MaHunynMpoBaHWe BUPTYanbHOCTbIO — CO34aHHe
CBOMX MUPOB

HoHuenumna mogenMpoBaHna B COBPeMEHHOM Meaua-naHawadre
AaeT HaM BO3MOMHOCTU AJ1A HaBUraLmu, yrpasBneHna peasbHOCTbHo,
BHJIIOYAA B apCeHasl XyAOKHMKA BUPTyaslbHYO peanbHOCTb, 3pdEKT MHO-
MECTBEHHbIX MPOEKLMI 1 HOBbIE NOAXOAbl K MY/IbTUMEPCNEKTUBHOMY NoBe-
ctBoBaHMio. Ecnv B 1970-e XyQOMHWKKM MbITANIMCh YXBATUTL YTO-NM60
BbIMbILLIEHHOE N3 PeanbHOCTH UM CbIMNPOBU3UPOBATL HA MECTE CHEMOK,
TO C BHEAPEHWEM TEXHUKK oLMbpOBbIBaHKA (HaunHas ¢ 80-x), OHU CMOTH
dopmMmrpoBaTh 9N1EKTPOHHOE N306pameHre, aHasiora KOTOpoMy B peaslb-
HOCTW HMKOrga He 6b110. XyOOMHMKM HaYann peasi3oBbliBaTb Pasfmy-

Hble BUPTYasibHble MUPbI, B KOTOPbIX 3PUTENb UrpaeT LieHTPasbHyto porb.
3puTenb CTaHOBMTCA YaCTblO HABMIOAAEMOM UM e CUCTEeMbl, Co3haeTcA
cuctema 06pasos C rnyboKUM NOrpyHEHWEM, rae NoBeAeHWE U coaepmHa-
Hve obpa3a MeHAeTCA B 3aBUCMMOCTH OT AEMCTBUI 3pUTeNA.

B «[pownciectsnm Ha aBTOMOMKe» ek v Jn Pybu cospatot 6ne-
CTALLYIO CUMYNTMPOBaHHYHO peasibHOCTb — AEeBATb NEPCOHaKeEN
BOB/1I€YEHbl B MOBTOPAOLLMMCA 3aMKHYTbIM NOBECTBOBATESNbHbIM LIMKI,
4TO NepenfaeTcA OTAENbHBIMU BU3YallbHbIMU W 3BYKOBLIMM JOPOM-
KaMW. TalMWHT, OrpaHUYeHUA W CIOXET ObiNK NpodyMaHbl A0 MeNo-
4yew ANA co3daHMA Matepuana M3 MHOrOYMCIEHHbIX MOBTOPAIOLLUXCA
ay6nein. MNpn pabote Hag NPoOeKToM Gblla UCMOb30BaHa 3epHUCTaA
BbICOKOCKOPOCTHAA MieHKa 1 KMHOoNMH3bl 1970-x rogos AnAa Toro,
4TOBLI NOBTOPUTL 3GdEKT OpUrMHansHoM sanmcu Py6u. Mel (sputenm)
Kak 6bl conpoBoXaaeM nogemn M3 3abaBHon daHTacmaropum U cta-
HOBWMMCA O4YEBMALAMU CTPAHHbIX COOLITUIM — anennALMA K HaHpy
cinéma vérité oveBngHa. lNepen HaMM — MCTOPUYECKM AOKYMEHTab-
Hble CbeMKW. Ho 4To 3T0 — MMNpoBKM3aLmK, MomMoratoLLan NoaaepPHUBaTb
BMAMMOCTb NPaBAMBOCTU MU peasibHOCTb, BOCCO34aHHaA Yepes MHorve
rofibl, HO C APYrMMM aKueHTamu (nog Apyrum yriom?).

Bpart v cectpa Oxek n Jln Pybu 6binm o4eHb n3BecTHbl B ABCTpanmu
B 1970—90-ronoB CBOMMU AOKYMEHTaNbHbIMU parkamu. OHu pabpuro-
Banu Lesble NopThonno danblUMBbIX MHLMOAEHTOB — MOPTPOMO, BRIO-
yalolwmre Kagpsl GoTo- v BUAeO-HabmoaeHus (Co3aaHHbIE UMMNPOBU3ALMK).
Tem cambiM OHM COAENCTBOBaNM CTPAXOBOMY MOLUEHHWUYECTBY, CUMYNHPYA
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peanbHOCTb — TO €CTb, 3anucbiBas, NepeporyCUpyA, PeAaKTUPYA U BOC-
NPOM3BOAA OKPYHaOLWMIA HAC MUP.

Oxek n J1n 6binv apectoBaHbl B 1998 rogy 3a adepy v nposenu
B 3aKntoveHnn bonee pecatu net. Bce pecaTb net oHW n3yyanu cospe-
MEHHOE WCKYCCTBO, NepecmaTprBan OTHOLIEHME K CO3AaHHbIM UMK Gt~
KaM 1 danbLUMBKaM G TOYKU 3PEHMA MHBIX KPUTEPUEB M HOBEMLLMX TaKTHK
MyNETUMEAWMHOIO UCKYCCTBA, a He #ynbHWYyecTBa. Ha ocHoBaHWK cBOMX
«paHHMX paboT» (a M3 NOAIMHHOIO OCTanach ToNLKO oaHa dotorpadma),
OHW peLUnnn BOCCO3a4aTb CBOW MHTpUrytoLwne ¢punbmsl 1 poTorpadum
1970-bix 1 80-bIx, HaYaB NPAMO B TIOPbME. ..

XapyH Papoku B AOKYMEHTANIbHOM UccneaoBaHuy «Cepbe3Hble Urpbi»
CTaBWT BOMPOC O MPOM3BOACTBE W BOCMPUATMK 06pa3oB., 1x AeKoanpoBa-
HWK, O BNMAHWUM ayaANOBU3YaNIbHOW KYNETYPbl HA NOMUTUKY; €ro MHTepecyeT
KaKk abContoTHaA NOrpyHaeMoCTb B3POCIIbIX JII0AEN B BUPTYanbHbIM MUP,
Tak U ABOMCTBEHHaA NPUPoAa 3TOro MMpa — C OAHOW CTOPOHbI, FOTOBA-
LLEro K y#acam BOMHbI, C ApYyrol — 136aBnAtoLLan ot HuX.

Barnaa, ¢ pas3nuyHbIx TOYEK 3pEHMA NOMOraeT HanmTH HOBbIE CNOCOObI,
4TO6bI B3rNAHYTh Ha couManbHoe noeseaeHue. Hanpumep, ana cospanma
3-el cepuu, «[lorpyennsa», XapyH PapoKkn NoceTnn ceM1MHap, opraHu-
30BaHHbIM MHCTUTYTOM KpeaTHBHbBIX TEXHOMOM M, Hay4YHO-UCCNeaoBaTe lb-
CKMM LLeHTPOM BUPTYaslbHOW PeasibHOCTU U KOMMbIOTEPHOO MOAENNPO-
BaHWA. OMH M3 KX NPOEKTOB 3TOr0 LEHTPa KacasiCA pPa3BUTUA Tepanuu
0N BeTepaHOB BOMHbI, CTPaAatoLmX OT NOCTTPaBMaTUYECKOro CTPEC-
coBoro paccrpomctea. M ecnun BuaeoxynomHnKkn 90-x ocyLecTBnAnm
AEKOHCTPYKLMIO KMHeMaTorpapuyecKoro Koaa, UCrnosb3ya BUPTYyaslb-
Hyto peansHocTb («Jomab B NycThiHe» rpynnbl «Teopus B3pbiBa», 1999)

B HaMHOro 6onee KOHTPONMPYEMOW, MeHee CyObLEKTUBHOM MaHepe, Npu-
MeHAA 6onee METOA0/I0rMYECKME U HENOCPEACTBEHHO OPUEHTUPOBAHHbIE
Ha couuasnbHble NPobnemMbl cTpaTermm, Yem aTo 6bino B 60-e, TO 06LEKTOM
nccnepoBaHuA pexuccepa XapyHa Papoku CTaHOBATCA CamMy KOMIMbHO-
TEPHbIE UIPbl, CTPaTErM4ECKNE CUMYNATOPbI, MPU NOMOLLM KOTOPbIX ame-
PUKaHCKME BOEHHbIE MPOXOAAT KaK NOArOTOBKY A0 60eBbIX AeMCTBUN, TaK
M MCUXONOrMYECKY0 peabunuTaLmio OT TpasM, Nosy4YeHHbIX BO BpemaA 60A.
O6pasbl, COBMECTHO C NPOrpamMmMHbIM 06ecreyeHnem, BCe Halle UCMosb-
3yl0TCA AS1A aHan13a, KOHTPONA, ynpaseHna U MaHUNYNALMK.

MpocTtpaHcTBO M30b6parKeHna B pabote Morukm LLTyaep n Kpuctoda
BaH AeH Bepra «BeplumHa ropbl» pyHKLMOHMPYET KaKk nopTarn, No3BosAto-
MM HaM NPOHUKHYTL B NceBaopeanibHoe $pU3nyecKoe NpoCTPaHCTBO,
1 Hao6opoT. B cBomx paboTax oHu "cMmelunBatoT peanbHOCTL", co3aasas
daHTacTnyeckm 3D-nensa, HanoMWHatWM-HaM 06MaHKy — naHopam-
Hyto #uBonmck XIX Beka. [Nensax cobpaH M3 KIMLLMPOBaHHBLIX NpeacTaB-
NEHMIM O TOM, YTO TaKoe LUBEMLLAPCKMX OTAbIX — OT 3aCHEHEHHbIX BEPLUMH
W Wwarne A0 YeAMHEHHbIX NOMAH U TUXMX POAHUWKOB.

dunoco¢ Bunem Prnaccep roBopwmT, 4T0 C M306PETEHUEM KOMIMbBHO-
Tepa noan CTanM YacTblo MHCTPYMEHTa — MaLUMHbI, U, TakMM 06pas3om,
Tenepb Mbl HAXOAWMCA BHYTPW CUCTEMbI, B KOTOPOW MrpaemM abCcontoTHO
HoByto posib. CerogHA C MOMOLLbIO CUMYIMPOBAHHBIX, «CMeLaHHbIX»
peanbHOCTEN Mbl BXOAMM B UCKYCCTBEHHbIE MUPbI U B HWUX BCTPeYa-
emcA ¢ gpyrumu noabMu. B cospaHHoM Hamu B BoobpakeHnu «6ape»
unu «otene». Hawwm apy3bAa MOryT npubeITh B 3TOT «6ap» M3 pasHbIX
mecT: n3 KpacHospcka, JlonaoHa, Jloc-Angxeneca, Tok1o. .. Mbl Bbinu-
BaeM, TaHLyeM, WyTUM, Mbl FOBOPUM O CMEPTH, NHOOBKU 1 CMbICTE HU3HM.
M yepes HekoTOpoe BpeMA Mbl 3abblBaeM, YTO HAXOAMMCH B ThiCAYaAX
KWIOMETPOB ApYr OT Apyra B pa3HblX 4acoBbIXx NoAcax. Mbeicnb 0 Tom,
4TO BCE, YTO Mbl MEPERMBaAEM B peaslbHOM MMUPE, Mbl MOKEM NEpPernBaThb
KaK CUMYNALMIO, MOPaMaeT Hac, KaK BbI30B M OAHOBPEMEHHO KaK yrposa.
MeKynsTypHas KOMMYHWKaLWA, OCTaBNAOLWAA N03a4W NPOCTPaHCTBO
W BpeMA, CTAaHOBWUTCA peanlbHOCThLIO.

represented by separate visual and sound tracks. Tim-
ing, limitations and plot were thought over in minute
detail to create material consisting from many repeating
takes. The grainy high speed film and the cinema lenses
from the 70-ies were used for this project to repeat the
effect of the original recording. The viewers accompany
people from this funny phantasmagoria and witness
strange event — the homage to the cinéma vérité genre
is evident. There is historical documental shooting before
us. Is this an improvisation helping to support the ap-
pearance of authenticity and reality, recreated after many
years, but with different accents?

The siblings Jack and Leigh Rubi were well-known
in the 70-ies in Australia for their documentary fakes.
They fabricated whole portfolios of false incidents —
including footage of photo and video surveillance. Thus
they helped insurance fraud, simulating reality, i.e. refo-
cusing. editing and representing the surrounding world.

Jack and Leigh were arrested in 1998 for fraud
and spent more than 10 years in prison. All this time they
studied contemporary art, rethinking their attitude to the
created fakes from the point of view of new criteria and
the newest multimedia tactics. On the basis of their “early
works" from which only genuine photos were left they de-
cided to recreate their intriguing films and photos of the
70-s and 80-s right there in prison...

In his documental study Serious Games Harun
Faroki asks a question about the production and per-
ception of images, their decoding, about the influence
of audio visual culture on politics; he is interested both
in the total immersion of grown-ups into the virtual world
and in the double nature of this world which on one side
prepares for the horrors of war, and on the other side
delivers from them.

Different perspectives try to find ways to look at
social behavior. In the course of creating the 3" series of
Serious Games — Immersion — Harun Faroki attended
a seminar, organized by the Institute of Creative Technol-
ogies, a research centre of virtual reality and computer
modeling. One of the projects of this centre touched
upon the development of therapy for the veterans of war
suffering from the post-traumatic stress disorder. Video
artists of the 90-s deconstructed the cinematographic
code, using virtual reality (“Rain in the desert”, 1999, by
the group “Explosion Theory”) in a much more controlled,
less subjective way, applying more methodological and
less social-oriented strategies than in the 60-s. Harun
Faroki's objects of research are computer games them-
selves, the strategy simulators used in the training of
American soldiers before they take part in the military ac-
tion and in their rehabilitation from the traumas received
during the fight. Images together with software are used
more and more often for analysis, control, governing and
manipulation.

The space of imagination in the work of Monica
Struder and Cristoph van den Berg Mountain Top func-
tions as a portal, allowing us to penetrate into a pseudo
real physical space and back. in their works they “mix
realities”. creating a fantastic 3D-landscape, reminding
us of illusory panoramic painting of the 19" century.

The landscape is made of clichés about recrea-
tion in Switzerland — from the snow-covered mountain
tops and chalets to secluded glades and silent springs.

Philosopher Vilém Flusser says that with the
invention of the computer people became a part of an

instrument, a machine and now we are inside a sys-
tem, in which we play a fundamentally new role. Today,
with the help of simulated hybrid realities we enter
artificial worlds and meet other people there, in a bar
or hotel created by our imagination. Our friends may
arrive into this bar from different places: Krasnoyarsk,
London, Los-Angeles, Tokyo... We drink and dance,

joke and talk about love, death and the meaning of love.

After some time we forget that we are thousands of

kilometers away from each other in different time zones.

The thought that everything that we experience in real
life can be experienced as a simulation strikes us as
a challenge and a threat. Intercultural communication,
leaving space and time behind, becomes a reality.
We do not criticize what happens anymore. We
are not afraid as in the beginning of the 19" century
that panoramic painting will interfere with our ability
to perceive reality... Creating an artistic play Monica
Struder and Cristoph van den Berg ask a question:
“Do you prefer physical experience or virtual illusion or
do you consider them a balanced pair of realities?”

Experiments with human imagination, visual per-
ception and recognition of images became the basis for
Nikolay Onishchenko's project Impossible Landscapes.
Romanticism and not technologism is a distinctive
feature of Russian art. It is evident in his graphics and
objects. Abstract forms observed by the viewer identify
through the viewer’s experience and personal imagina-
tion with landscapes never created by the artist. Thus
a fiction based on a genuine document is born in our
consciousness right at the moment of looking.

Nonny de la Pefia and Peggy Weil create
a simulated habitat using media materials. They sug-
gest us innovative methods of journalism, combining
documentary with virtual games. To create a sensa-
tion of the loss of control, associated with the loss of
freedom, they model the virtual world of Guantanamo

8. Omer Fast, Continuity, 2012.
Courtesy of the artist; Arratia
Beer, Berlin; gb agency, Paris.
Commissioned by dOCU-
MENTA(13) and Thyssen-
Bornemisza Art Contempo-
rary, Vienna, with the support
of 3sat, Medienboard Berlin-
Brandenburg GmbH, Berlin,
and OK Offenes Kulturhaus
Oberdsterreich. Produced by
Filmgalerie 451, Berlin

M Mbl 6onblue He KpUTUKYeM npoucxoasllee n He Gommes,
Kak B Havyane XIX Beka, 4To NaHopamHasa HMBOMUCb HAaHECET YPOH CMno-
COBHOCTH K BOCNPUATUIO AencTBuTENbHOCTH... Co3aaBas XynoKecTBeH-
Hyto urpy, Monwuka LUTyaep n Kpuctod BaH aeH Bepr crasaT Bonpoc:
«Mpeanountaete N Bbl PUSMYECKUIM OMbIT UM BUPTYATIbHYHO WIITHO3MIO,
WK CMOTPUTE Ha HUX Kak Ha cbanaHCHPOBaHHYIO Mapy peasnvin?»

OKCMNEPUMEHTBI C YeSIOBEYECKUM BOOOpakeHWEM, BU3yasibHbIM BOC-
NPUATUEM W pacno3HaBaHWeM 06pa3oB ferfiM TaKKe B OCHOBY MPOEKTa
Hukonaa Onuwwenko "Impossible Landscapes". PomaHTH3am, a He TexHo-
NorM3m — 3ameTHaA y3HaBaemana POCCHMIMCKOro UCKyccTBa — NpocTynaeT
B rpaduke n o6bvexTax Huronaa. A6CTpaKTHblE GOPMBI, HA KOTOpPblE CMO-
TPAT HabntopaTenu, Yepes 3pUTENIbCKUIM OMbIT U JIMYHOE BOOBpakeH1e
OTOMAECTBNAIOTCA B WX FONIOBE C Mein3amamu, KoTopble He BbliM Co34aHb
XYOOMHWKOM Ha camMoMm aene. Tak, pUKLMA Ha OCHOBE pearnibHOro AOKY-
MeHTa pPOXOAETCA B HaleM CO3HaHWW MPAMO B MOMEHT CMOTPEHMUSA.

Honnu e na MNeHba u MNerrn Bewn cospatot cumynuposaHHyto
cpeny obuTtaHuA, Nonb3yack Meavamatepuanamu. OHu npegnaratot
HaM HOBATOPCKME MEeTofbl HYPHAIIMCTUKK, COSAMUHAA LOKYMEHTa b~
HbIM GUNBM C BUPTYasIbHOM UIPOMN.

Y1o6bl Co3aaTh OLLyLleHMe NOTEPH KOHTPOA, KOTOPOE acco-
LMHpyeTcA ¢ noteper cBo60oAkl, OHU MOAENUPYIOT BUPTYanbHbIA MUP
l'yaHTaHamo B pa6ote "Second Life". MpoekT "Gone Gitmo" nccne-
AyeT OMbIT NOrpyeHUA B NereHAapHyo THOpbMy 06blYHbIX NOIb30BA-
Tenen U3 YACTOro NBONbLITCTBA, BUPTYaslbHbIMA TYPU3M W NEPEOCMbIC-
neHue UCTOpUK pearibHbIX 3aKtoyYeHHbIx He Yyepe3 CMW, a 6naropapsa
urposom peansHocTy. [Nponcxoasilee B npoctpaHcTee [yaHTaHamo,
CMpOrpaMMMpoOBaHHOE XyOOKHULAMK, MOATBEPKAEHO AaHHBIMW O cofep-
¥aHWKU NPECTYMHUKOB NOZ, apeCTOM M JIMYHBIMK UCTOPUAMM BbIBLLIMX
3aKstoveHHbIX. CUHTE3UpPYA MCKYCCTBEHHYIO peanbHOCTb MPW NOMOLLM
MHTEPHEeT-Me[Ma, OHWU NMOKa3bIBAIOT, HACKOJIBKO Mrpa AMCTaHLMpPYyeT
Wnn Npubnuxaet 60Ne3HeHHbIN OMbIT U UCTOPUIO.
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MHumasn peanbHOCTb — UCKYCCTBO U UCTHUHaA

MHorue XyAOHKHWKKN, co30aBas pa6OTbI, MCXOOAT U3 TOro, 4TO BCE
Cco6bITUA nponcxogAT OTHOCHUTENIbHO Ha6J'IIO£I,aTeJ'IF|, 1 BOKPYr KaXaoro
HabntogaTena cknaabiBaeTca KaK 6bl COBCTBEHHbIM MWP, N NPpH OTCYT-
CTBMM Habnogatena MHP HUcHesaeT. |_|03TOMy HaHP MOKbOMEHTapK — 3TO
M UCKYCCTBO, U MHaA JIOrMKa,  MHOE MUPOBOCIPHUATHE. ABTOp no3Bo-
NIA€T HaM B3rAHYTb Ha MMP COBEPLUEHHO MHa4vYe U npeanaraet cnocobsl
CO34aHnA MHCTPYMEHTOB, MEHAKOLWMKX B3IMMAA Ha peaslbHOCTb 1 USMEHAKO-
LLMX e€ camy. Beab peanbHOCTb 3aBUCHUT OT B3rnAaga Ha Hee.

BepHop Xepuor B «<YpoKkax TeMHOTbI» MeTadOpHUieCKn 06beanHAET
KOHeL, NPMPOoabl U KOHEL, 4eSIOBEYECKOr0 06LLEeCTBA: MO MHEHWUIO PEKUC-
cepa, 6e3 MMNocepanA U COHyBCTBMA YENOBEKY, KaK U POAHUKY, 3a5TMTOMY
HedTbtO, HWUTb OCTANOCh COBCEM HELONTO.

Mutep MNpuHyan B dunbme «lNageHna» aeKoHCTpyupyeT Yyenose-
YECKyto NOTPebHOCTL aHaNM3npPoBaTb U MHTEPNPETUPOBATL UCTOPHLO
W NefanMpoBathb NPOLLIOE WK TparMyecKkue npouciiectema. B ero
dunbMe — AeBAHOCTO repoeB U CTOMBKO Ke B3MMALOB Ha OOHO M TO He
HecnyuuBLleecA cobbITe — HUKOr4a He CoBnafatoLme OCKOSIKM B Kap-
THHE KOMIEKTUBHOIrO obMaHa U GUKLIMK.

PomaH MoKpoB — coumanbHbIM 9KOMOT, OH «MPOLLYMbIBAET» OKPY-
HatoLLy0 HaC AEeNCTBUTENbHOCTb, BUAWT TO, YTO HEA0CTYMHO HalMM rna-
3am 1 TpaHchopMUpyeT peasibHOCTb Ha ceoeit naf, CosmecTHo ¢ Cep-
reem MypaBbeBbIM OHW MUPONOrM3UPYHOT B NpoeKTe «[Jomon» ByaAHWUYHbIN
OMbIT MHOTONIETHUM JABHOCTH B HW3HWU COBCTBEHHBIX poauTenen. Buaeo
FOBOPMT O TOM, MOXHO NI MOBTOPUTL UCTOPUIO CMYCTA AECATHM NET,

KaK NPOXOAMT TaKana PEKOHCTPYKLIMA, U KaKoe OTHOLLIEHWE TaKoe nyTeLle-
cTBWe ByaeT UMeTb K UCTOPHU, MUbaM 1 AENCTBUTENbHOCTH.

Pa6ota «[lomoi» — npun3biB CO3aaTb UHYIO peasibHOCTb, BbipBaTbCA
13 NoBceAHEBHOCTHU. POMaH NpoBOAWT UCMbITaHWE HaC, 3pUTENEN,

Ha Bepy B 3Ty MeuTy, Bepy B cBobopy. [loctaHeT nv Ham ee, 4TOGbI NoBe-
pWTb, 4TO HAaZyBHOM MaTpac — 3TO KOBEP-CaMOJIET, a OKPaMHa 3a menes-
HOM Joporon — BecKoHevyHaa UCTOPHUA MOPA.

Mbl nocToAHHO CTanKMBaeMCA C MHUMOM pPeanbHOCTbHO — MHUPOM,
KOTOprPI HE MOXET CyLleCcTBOBaTb MO KaKMM-TO NMPHUYNHaAM B OKpPYyHaro-
wem npocTpaHcTBe. CrankuBascb ¢ HEBO3MOKHOCTAMM... Y Ham yacTo
Xo4eTcA ynpaBnAaTb aTOM PeanibHOCTbO — CTEepeTb Lejlble NacCaxu
M3 COGCTBEHHOM HM3HU. Mbl co3gaem MNNH3KKU, KOTOPbIE NOMOrakoT pea-
in30BaTbCA BHYTPH COBGCTBEHHOIO orpasaeHua. Hawe MbIlWNEeHne, pasym,
NNIOrnKa, CoO3HaHMe NPoCTO HEe BOCNPUHMMAIOT 3TOT MUP KaK peasibHOCTb.

9. Ranbir Kaleka. House of
Opaque Water, 2012. Cour-
tesy of the artist

Bay in their work Second Life. Project Gone Gitmo
studies the experience of immersion of common users
into the legendary prison just out of pure curiosity,
virtual tourism and the rethinking of the story of real
prisoners not through the mass media but thanks to
virtual reality. What happens on in the space of Guan-
tanamo is programmed by the artists. It is confirmed
by the data about the regime of the prison and the
personal stories of former prisoners. Synthesizing an
artificial reality with the help of internet media they
show how a game makes the distance with a painful
experience or history less or more.

Imaginary Reality — Art or Fiction

In creating their works, many artists presuppose
that all events happen in relation to an observer, and
that an entire world is formed around each observer;
in the absence of an observer the world disappears.
this is why mocumentary is art, and other logic, and
another perception of the world. The author helps us
to look at the world in a completely different way and
suggests ways of creating tools, changing our view
of reality and reality itself. For reality depends on what
you see on it.

In The Lessons of Darkness Werner Herzog
metaphorically unites the end of nature and the end of
the human society: in the director’s view without mercy
and compassion there is no future for humans just
as like vanishes from a spring that has been polluted
with oil. In The Falls Peter Greenway deconstructs the
human need to analyze and interpret history and make
accent on the past and tragic occurrences. In his film
there are 90 characters and 90 views on an event that
never happened. These are the mismatched pieces of
a picture of collective deceit and forgery.

Roman Mokrov is a social ecologist, he probes
the reality surrounding us, sees what is inacces-
sible to our eyes and transforms reality in his own
way. Together with Sergey Muravyov in their work
Homewards they mythologize long-time-ago everyday
experience in the lifves of his own parents. Is it pos-
sible to repeat history decades later? How does this
reconstruction occur? How is such journey related to
history, myths and reality?

The work Homewards is a call to create a new
reality to break through the common reality. Roman

tests the viewers for their belief in a dream, their faith in
freedom. Will we be gullible enough to believe that an
air-mattress is a Flying Carpet and the suburbs beyond
the railway are an endless story of the sea?

We constantly encounter imagined reality — the
world which cannot exist for some reason in the sur-
rounding space. Encountering impossibilities... And
often we want to govern this reality and erase whole
passages from our lives. We create illusions, which
help to sustain us within our own environment. Our
thinking, mind, logic, consciousness just refuse to
perceive this world as real.

Sometimes the reality beyond the wall can
change places with the reality on the projection.

Omer Fast's Continuity is about the experience
of loss. The parents try to accept the death of their son
in war by inviting young actors-prostitutes to play out
a happy meal after the son’s return. How can the thin
line between history and a fiction narrative be pre-
served? To what extent is fiction able to comfort and
help us accept the trauma of the past? May art take
the place of the memory?

The language of Ranbir Kaleka and his interpreta-
tions lie in the field of myths and metaphors, and not
of text and reportage... He tells us about present-day
India through understatements. His view both holds
the whole panorama of the events and goes deep into
the essence of phenomena. He works with the mate-
rial of existential sorrow and deliberations about the
transience of emotions. He makes the invisible visible,
interacting with history.

"As his material Kaleka uses the dreams, joys and
sorrows of everyday life. He distills common existential
melancholy from them, as well as meditation about the
transience of emotions, succeeding each other with
the speed of light, forming the images on the screen.
Kaleka's video works are characterized by his wish to
reflect and accept this transiency, to think about volatil-
ity, which “corrodes” the video from the two sides —
from the point of unfulfilled narrative and the constantly
changing visions." (Chaytanya Sambrani)

Manuela Morgaine makes Lightning — an epic
in four parts about the connection between the natural
elements, the unique transcendental experience and the
reviving mythology of countries, epochs and individual
people. The director, with her roots in the Mediterranean
and the near East, calls this film a legend in four sea-
sons. In a complex narrative, combining illusory history
with unreal myths, Manuela Morgaine creates a new
mythology of human relations through space and time
and overcoming the hardships of form and reality.

Morgaine synthesizes different fields of science,
history, cinema, video art, folk legends and documental
research to generate a universal narrative.

In mythologizing reality an artist does not always
have the goal of manipulating or disrupting reality. Poetic
quality is often aimed at depicting inner truth, and not its
aberrations.

We all exist because of our history, but personal
myths are a form of creativity and unofficial history of
the people.

M nHorpa peanbHOCTb 3a CTEHOM MOXET M MOMEHATLCA C PEasIbHOCTHHO
Ha NPOEKLMM.

Pa6ota Omepa Pacta «HenpepblBHOCTE» — 06 OMbITE NEPEKUBAHUA
yTparThbl: pOAWUTENM B3POCOrO CbiHA MbITALOTCA CMUPUTLCA C Ero CMep-
TblO Ha BOMHE, MpUIMaLlas MOSoAbIX aKTEPOB-MPOCTUTYTOK, YTOOLI pa3bir-
paTb C HUMMK CHACT/IMBbIM YHMH Nocne Bo3BpalleHus. Hak coxpaHutb
TOHKYH rpaHb MeXay UCTOPUEN U XYLOMECTBEHHbIM NMOBECTBOBAHUEM,
HaCKONbKO $UKLMA CNOCOBHA YTELLMTE U CMUPHTL C TPaBMaMK MPOLLSIOro,
M MOMET JIM MCKYCCTBO 3aMEHUTb COO60M BOCMOMUHAHNA?

A3bIK M nHTepnpeTaumnm PaHbupa Hanekn nexar B o6nactv Mugos
n MeTadop, a He TeKkcTa unm penoptaxa. OH paccKasbiBaeT O COBPEMEH-
HOM MHOMKW HeJoMOnBKamM, oxBaTbiBasA B3rfALOM NaHopamy W norpya-
ACb B CYLUHOCTb ABNeHun. MaTtepunan Panbupa Kanekn — aKaucTeHum-
anbHaA nevyasnb W pasMblieHne o 6eicTpoTedHocTH amounii. OH genaeT
HEYTO HEBUAMMOE BUAMMbBIM, B3AMMOLENCTBYA C UCTOPHEN.

«B kauecTBe mateprana Haneka ncnonb3yer MeyTsl, pagocTy
W nevyany NoBCeAHEBHOM MM3HU — U3 HUX OH M3BEKaET OBLLYIO 9K3M-
CTEHLMaNbHYH0 MENaHXOMWI0 U MEAUTALMIO O BbICTPOTEYHOCTH SMOLMH,
KOTOpblE CMEHAIOT APYr Apyra CO CKOPOCTbIO CBeTa, GOPMUpPYHOLLErO
06pa3bl Ha aKkpaHe. BuaeopaboTel Haneku otnmMuaeT ero ctpemneHue
0TO6Pa3UTb W NPUHATL MUMONIETHOCTb, Pa3MbILLIIATL O HEMOCTOAHCTBE,
KoTopoe "pasbenaeT" BUAEO C ABYX CTOPOH — C TOYKM 3PEHMUA HEMOS-
HOro NMOBECTBOBAHWUA U MOCTOAHHO MEHAOLMXCA BUAEeHUI» (HarTaHs
CambpaHm).

MaHyana MopreH cHumaeT «MonHuio» — annyeckoe NONOTHO
M3 YeTblpex YacTen O B3aMMOCBA3M NPUPOAHOM CTUXMH, YHUKANIbHOIO
TPaHCLeHAEHTaNbHOrO OMbITa W OXUBatoLLLEH MUPONOrMK CTPaH, 3Mox
n otaenbHbix ntogen. Cama pemxunccep, ¢ KopHamK n3 CpeansemMHOMO-
pbA 1 bnvxHero BocToka, Ha3biBaeT 3TOT GUIbM «NlereHaon M3 YeTbipex
ce30HoB». B cnoxHoM noBecTBOBaHWK, CKPELLEHWUHN MITIO30PHOM MCTO-
pvn 1 HepeanbHbIx MidoB, MaHyana MopreH cospaeT HoBytO MUbONOrvIO
OTHOLLUEHWM NIOAEN CKBO3b NPOCTPaHCTBO U BPEMA W NPEOoAoNeHMe TAroT
dopmbl M peanbHocTU. MopreH cMHTe3MpyeT pasHble cdepbl HayK1, MCTO-
PHIO, KMHO, BUAE0-apT, HApPOAHbIE NereHasl U OKYMeHTanbHOe Uccneno-
BaHWe, 4ToObl CreHepMpoBaTh YHUBEPCAIbHOE NOBECTBOBAHUE.,

Mudonormaunpysa AerncTBUTENBHOCTb, XYOOKHUK He BCeraa UMeeT
LLefbio MaHUMNyNMpoBaTh MM HapyLwaTb peanbHOCTb. [oaThyeckoe
Ka4yeCTBO YaCTO HanpaBneHO Ha U306pameHne BHYTPEHHEN NpaBapbl,
a He Ha ee WCKameHue.

Mbl Bce cywecTByem 6narogaps Hallenh UCTOPUM, HO NIMYHbIE
MLl ABNAOTCA GOPMOM TBOpYECTBA U HEOPULIMANBHOM UCTOPUM
Hapopa.
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Mocumentary began to actively develop since that moment when the digital
possibilities to model images, create events, which never existed, and bring fic-
tion characters together with the documental footage appeared. It became clear
that all stories around us, not only written, but also visual, may be subject to the
total falsification. This contemporary artists received an opportunity to work on
the edge between documentary and fiction, use new technologies and create non-
existent events.

The most evident examples of this Kind lie in the border field between cinema
and video art. There are experimental films, like "Zelig" by Woody Allen which
are totally based on this effect. There are films, which finely reconstructed noon-
existent events. The Russian school has leading positions here — just remember
the film by Alexey Fedorchenko "The First People on the Moon", which received
the Prize for the best documentary in Venice. Here is another example of exep-
tion proving the rule: the Prize was awarded not for a real documentary, but for
a sophisticated reconstruction of non-existent events.

In all the listed examples cinema took the place of photography, inheriting
from it the effect of veracity. When the cinema authors of the 60ies wanted to
construct a pseudo-documentary they used motionless photos more, than shoot-
ing on the go. This tradition started with many award-winner film of Chris Marker
"La Jetee" (1962), which contained only one cadre with moving and almost com-
pletely consisted of motionless images. Mocumentary gradually turned into a kind
of fashion and its technological and artistic techniques multiplied and became
widespread. And now, when aesthetisation has become dominant, the belief in
the reality of documentary images draws back and admiration of mastership and
the fantasy of an artist comes to the foreground.

The most effective and spectacular works are made by people who work on
the crossroads between visual arts and cinema. The context of these works is
usually not only theatre and cinema, but also exhibitions. Among the experiments
coming out of the video art milieu we can think of Hutlug Ataman and his famous
"Journey to the Moon" about a space flight of a Turkish minaret in the 50-s. Hut-
lug Ataman, a Turkish artist and a man of the exhibition world, made a fiction,
which was shown in the cinemas. When you watch Ataman’s film, it is made like
a documentary reproduction. And only your understanding that in the 50-s mina-
rets did not flew into the space turns this documentary into a mocumentary. This
quality of cinema should be used. And when you say from the very beginning that
it is a mocumentary, then you lose the intrigue.

Transculturalism, synthesis and interbreeding, which are observable in the
contemporary culture naturally have their effect on the way contemporary mocu-
mentary is arranged. Simulations created in mocumentary blend with the concep-
tion of illusory reality. They are a striking example of the realization of the theory
of mimesis about imitating reality, which in the end becomes more authentic than
reality itself. But mocumentary has not brought anything fundamentally new into
culture. Art has always done that: created impossible worlds with an intention to
make an emotional and not an authentic statement.

The arrival of the digital era has had a wavelike effect upon cinema in general
and upon mocumentary in particular. On the one hand, the opportunities have
become greater, on the other hand they are so many that the interest in such
fictions may fade away. Today mocumentary is on the peak of the public interest
and | have a feeling that even if artistic experiments are finished, in the field of
politics the border of this search has not been reached yet.

Hirill Razlogov,
for the catalogue «Expanded Cinema — IlI»

MoKblomeHTapu cTano akTMBHO pa3BMBATbBCA C TOr0 MOMEHTa, Kak NoABMNUCHL Ludpo-
Bble BO3MOXHOCTN MofenvpoBaTb usobpaxeHnn, BoccosgaBaTb cobbiTA, KOTOPbIX HUKO-
raa He 6bIno, n cBOANTL UrPOBbLIX NEPCOHAXEN C AOKYMeHTanbHbIMK Kagpamu. U ctano AcHo,
4YTO BCE OKpYHAIOLLe HAac UCTOPUM — He TONbKO NMUCbMEHHbIE, HO U BU3yanbHble, MOryT
6bITb NOABEpPHEHbI ToTanbHOW anbcudmKauumn. Tak coBpeMeHHbIE XYAOHHUKM nony4yunm
BO3MOMHOCTb paboTaTb Ha rpaHuLie MeHAy HEUrpoBbIM U UFPOBbLIM KUHO, NONb30BaTbCA
HOBbIMMW TEXHONMOIMMAMM U BOCNPON3BOANTL CoBbITUA, KOTOPbIX He Bbino.

Havbonee Apkue npumepbl 3TOro poa HaXogATCA B NOrpaHUYHoOn obnacTn Mexpy HKuHe-
maTorpadom u Bugeo-aptom. Ectb 1 sKcnepumeHTanbHble unbMbl, B YacTHOCTU, «3enury
Byan AnneHa, NOCTPOEHHbIA Lennkom Ha aTtom adicheHTe. U ecTb KapTuHbI, KOTOPbIE U3ALLHO
N TOHKO PEKOHCTPYMPYIOT HecyLlecTBylowme cobbiTnA. 3aeck poccuincKan LUKona oKasbliBa-
eTCA B NepBbiX pAgax — cTouT BcnomHuTb chunbm Anekcea MegopyeHko «lMepBbie Ha JlyHe»,
KOTOpbI/ NONy4Mn NpU3 3a Ny4YLWWA AOKYMEHTanbHbI unbm B BeHeyun. 3T1o Kak pa3 npu-
Mep TOro, KaK UCKNoYeHne NoATBepHAAaeT NPaBuno: NpuU3 Bpy4Unv He 3a HacToALlee [OKy-
MeHTanbHOe KMHO, @ 3a 04eHb U30LPEHHYI0 PEKOHCTPYKLMIO HECYLLIeCTBYIOLMX COBbITUIA.

Bo Bcex nepeyncneHHbIX Npumepax KMHemaTtorpagma 3aHAna mecto doTorpacunm,
HacnepyA y Hee adhpeHT goctoBepHocTU. Horga KMHematorpacductel 60-x xoTenn NocTpouTb
AOKYMeHTanbHbIi hubM CO CBMAETENbCTBAMMW, OHU NONb30BaNnucb HENoABUMHHbIMK oTorpa-
thmAamun B BonbLuei cTeneHn, Yem cbeMKamu B ABuxeHun. HuHo, ¢ KoToporo Hayanachk aTa
TpapuumMAa — yAOCTOEHHbIN MHoXecTBa Harpapg cunbm Hpuca Mapkepa «BanetHaAa nonoca»
1962 ropa, KOTOpPbLIA cofepHan Bcero oAvH Kagp C ABUHEHWEM U NPaKTUYECKN NONMHOCTbI0
COCTOAN M3 HeNnofBUHHbIX n3obpameHuin. Mo mepe npespalleHNA MOKbIOMEHTapy B cBoeob-
pa3Hylo Moy, TEXHONOrMN N XyAOHEeCTBEHHbIE NPUeMbl 3Toro adhekTa MHOXMUNNCH 1 pac-
npocTpaHAnuck. Ml Tenepb, Korga acTeTu3aumA CTaHOBUTCA FOCMOACTBYIOLLEN, Bepa B TO,
4YTO 3TO AECTBUTENbHO AOKYMEHTaNbHbIE Kagpbl U peanbHble n30bparmeHna, oTXOQUT Ha BTO-
poii NnaH nepep BOCXMLLEHWEM MACTEPCTBOM U BbIMbICIIOM XY[AOHHUKOB.

Cawmblie adicherTBHBbIE U adiheHTHbIE paboThl genatoT nogu, paboTaowme Ha nepeceye-
HUW rpaHuL, BU3yanbHOro NCKYCCTBa U KMHemaTtorpada. Takue paboTbl Yalle Bcero nveroT
KOHTEKCT He TONIbKO KMHOTeaTparnbHbIf, HO eLle 1 BbicTaBo4YHbIN. V3 onbiToB, KOTOpbIE
BbILLNN M3 BUAEO-CpeAbl, MOXKHO BcnoMmHuTb HyTniora AtamaHa ¢ ero 3HamMeHuTOl KapTu-
Hom «lyTewecTBne Ha JlyHy» Npo nonet B Kocmoc MmuHapeta u3 Typuum B 50-e rogel. Hytnior
ATamaH — TypeuKuin XyAOHKHNK N YeNnoBEK UCKNIOYNTENBHO BbICTABO4YHbIN — caenan k-
LMIo, KOTOpPYIO NOKa3biBanu B KMHoTeaTpax. Horga Tbl cmoTpuwb KapTuHy ATamaHa, To NoHU-
MaeLlb, 4TO B Hein abconioTHO Bce caenaHo KaK AOKYMeHTanbHoe npoussegeHve. U TonbKo
oco3HaHue Toro, 4to B 1956 rogy Henb3A 6biNo 3anycTUTb MMHApPET B KOCMOC, NpeBpaLyaeT
9T0 AOKbIOMEHTapU B MOKbIOMEHTapu. 3TMM CBOWCTBOM KNHO 06A3aTenbHO crnedyeT Nonb3o-
BaTbCA. Ecnu Tl cpa3y pacKpbiBaellb KapTbl Y FTOBOPULLb, YTO CHUMaeLLb MOKbIOMEHTapH,
TO BCA MHTpUra cpasy e nponagaer.

TpaHcnniopanuam, CUHTE3 U CKpeLUMBaHNe, KOTOpPbIe ceildyac MOHO HabniofaTb B Kynb-
Type, ecTECTBEHHO, CKa3bIBAlOTCA U HAa TOM, KaK YCTPOEHO COBPEMEHHOE MOKbIOMEHTapH.
CvmynAuMmM, KoTopble CO3AAIOTCA B MOKbIOMEHTapyY, BNUCbIBAIOTCA B KOHLENLUUIO UNMo-
30pHoI peanbHocTU. OHM — ApKWIA NpUMEpP BOMMOLLEHNA KNacCUYecKoi Teopun Muvie-
cuca o nofparaHun peanbHOCTU, KOTOPOE B KOHEYHOM cyeTe cTaHoBUTCcA Bonee pocrToBep-
HbIM, YeM cama peanbHocTb. Ho HMYero NnpuUHUUNNanNbHO HOBOrO MOKbIOMEHTapU B KYNbTypy
He npuBHecno. VickyccTBo genano aTo Bcerga — co3faBario HEBO3MOMXHbIE MUPbI C Hamepe-
HUem cpenaTb 3aMOLMOHaNbHOEe, a He AO0CTOBEPHOE BbiCKa3blBaHUE.

AdhbeKT oT Npuxoga uncposor apbl B KUHO BoobLye N MOKbIOMEHTapy B YaCTHOCTU —
BonHoobpasHbin. C ogHOM CTOPOHLI, BO3MOXHOCTEN cTano bonblue, a ¢ gpyroin — ux crano
TaK MHOro, Y4TO MHTEPEC K TaKuM PUKLMAM MOHeT yracHyTb. CerogHA MOKbIOMEHTapu Haxo-
AnTcA Ha NuKe 0bLLEeCTBEHHBLIX MHTEPECOB, U Y MEHA ECTh OLLLLIEHWE, YTO ECININ B XY[AOHECT
BEHHOM CMbICIIE 3KCNEPMMEHTbI YHe NpPorgeHbl, To B 0bnacty NonuTMKW Npegen aTux muccre-
[0OBaHUN eLle He [OCTUMHYT.

Hvpunn Pasnoros,
crneumansHo AnA Katanora «PaclumpeHHoe KuHo—II»
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MoKblomeHTapy — ofHa 13 BO3MOMHbIX CTPaTernin XyaomHWKoB, paboTaowmx ¢ megua
M AnA XyAorHuKOoB, paboTalowmx ¢ TeKcTamu n megua. Ctpaterua ata — 6e3owmboyHan
M BbIMIPbILLIHAA: HECMOTPA HAa HONWYECTBO NOBTOPEHUIA, KarmAblil pa3 — 3To Bcerga HaxogKa,
KaK B chopmanbHom hurypaTMBHOM CMbICIe, TaK B cTunuctuyeckom. MoKbeiomeHTapu
He ABNAETCA aKceccyapoM XY[A0HECTBEHHOI0 NOAX0[a: OHO NMepeHoYeBano U3 KUHO U TONMbKO
HeflaBHO Ha4yano ocBaMBaTbCA XyAorHUKamu. Ho, Ha Mol B3rnAg, ceinvac HeT NpuHuMnuanb-
HO pasHuLbl MEXY KUHO U BUAEO, CTUMN CMbIBAIOTCA, HET HM TEXHUYECKMUX, HU TEXHOMNOMU-
YecKUux pasnuyuin — u, y Tem bBonee, mexgy HUMKM HET pasHUUbI ngeonoruyecKon. Te Bewwm,
KoTopble BbiNv B pa3Hoe BpPeMA 3anpeLyeHbl B KUHO 1 B BUAEO, Tenepb CTAHOBATCA BO3-
MOXHbI U TaM, U Tam.

Mocumentary is a possible strategy for artists working with media and for MoHKblomeHTapy — Bcero nuilb eLe oAuH NEeruTUMHbIA NPUeM B apTUCTUYECKOM BbICKa-
the artists working with text and media. This strategy is infallible and winning: 3biBaHUWN. TBoOp4YecKuii MeTop nNpodhaHauun ABMNAETCA PEKOHCTPYKLUMENA, 1 MOKbIOMEHTapU —
although it has been repeated many times, every time it is a discovery, both in opgHa u3 Hambonee ycneLUHbIX 1 NpaBuibHbIX chep NPUMEHEHNA PEKOHCTPYHKUMN KaK TBOP-
formal, figurative, and stylistic aspects. Mocumentary is not an accessory of an yecHoi cunbl. OTKpbITO 06LABNATL 0 TOM, 4TO paboTta caenaHa KaK MOKbIOMEHTapu — 3TO
artistic approach: it came from cinema and only recently began to be mastered nnYHbIA BbIBOp XyAOHHMKAE, 3ecbk Bce 3aBUCUT OT 3aMbiciia M MOMHOTLI peanusauun.
by artists. But in my opinion there is no longer border between cinema and video, Co cBoeil xyaorecTBEHHOI MCTOPUEA OH MOMET UrpaTb A0 KOHLUA, He pacKpbiBaAck. Horga
the styles mix up, technical and technological differences are gone — and even pa3obna4yaTbcA, OPpMEHTMPOBATLCA NN Ha 3puUTEnA, HAaTh N peakuun — NpaBo XyAOHHUKA,
more there are no ideological differences. What was forbidden to make in cinema M BCe 3aBUCUT OT KOHTEKCcTa 1 oT paboThbl.
and video art before has now become possible in both fields. Ecnu roBopuTb 0 pOCCUICKNX XYAOHHMKAX, B pyKax KOTOPbIX MOKbIOMEHTapPU CAENaHo

Mocumentary is just another legitimate way of an artistic statement. Cre- TOHKO n ybeguTensHo — To aTo pabora AmuTpna BeHroBa «BeaymHbie nogparxarenny,
ative method of profanation is reconstruction and mocumentary is one of the nccnepgyowlana oeHoMeH NPUAOPOHKHOro Kapro-Kynsta. OHa TwaTtenbHo cobpaHa v oTNM4HO
most successful and suitable spheres for applying reconstruction as a creative caenaHa. BugHo, 4To y aBTOpa ecTb Cepbe3HbIii NOTeHLMarn, HECMOTPA Ha BO3pacT, eCTb
power. To state that ones work is mocumentary is a personal choice of an artist; 3aHanKa, obpasoBaHue 1 nWboOBbL K HaHPY KMHO, a rMaBHOe — TOYHOE MOHMMAaHWe 3cTeTnye-
it all depends upon the intention and the fullness of the realization. He can play CKUX rpaHuL.
with ones fiction story until the end, without exposing oneself. When to expose B oTHowweHun cnopos o peanbHocTy U unno3un MNMnatoH 6bin NpaB: Mbl }uBeM, rMAQA
oneself, whether to depend on the viewer and his reaction or not is an artist’s Ha TeHu. Ho Komy ot aToro ctano nerye? Jliogu B NpuHUMNE PyKOBOACTBYIOTCA MHOroneT-
right, it all depends on the context and the particular work. HUMW WHCTUHKTaMW, N TONLUWHA KYNbTYPHOro CrOA HEconocTaBuMa B Hac c rnybuHom HuBoT-

In regards to Russian artists who make fine and convincing mocumentary — HOro cywiecTBoBaHuA. YenoseK npeBpaLlaeTcA B HMBOTHOE NPU 04€Hb NOHATbIX 0bcToATEnb-
there is Dimitri Venkov with his "Mad Imitators", studying a phenomenon of CTBaX, 04eHb BbICTPO KaK MHAUBMAYaNbHO, TaK U CTagHO, NO3TOMY BCE Hawum pedneKcun
a roadside cargo cult. It is carefully compiled and perfectly made. The serious Ha 3CTETUKY 1 peanbHOCTb HOCAT NMOBEPXHOCTHbIA HernyboKkuin xapaKkTep, KaK u Bce,
potential of the author is evident. Despite his young age he has tempering, educa- YTO HAaKOMNEHO B Hac KynbTypoi. H yenosBeyeckum mMmopgenAmM noBefeHUA cropbl UCTO-
tion and love of cinema and what is most important a clear understanding of aes- pyun N prHUMM He MeloT oTHOLEHNA. VI MOKblIoOMEeHTapy He M3MEHUT Hallero OTHOLUEHUWA
thetical boundaries. K ronogy, ¥enaHuio pasMHOMXAaTLCA U CTpaxy CMepTH.

With respect to disputes about reality and illusion, Plato was right: we live
looking at the illusion. But who gets better from this? People are guided by long- OMnTprin XaHKuWH,
term instincts and the thickness of the cultural layer is incomparable with the crneuvaneHo gnAa Katanora «PaclumpeHHoe KnHo — Iy

depth of animal existence. Man turns into an animal under certain circmstances
very quickly both individually and as a pack member, therefore all our aestheti-
cal and reality reflections bear the same superficial character that is typical for
everything stored in us by culture. The disputes of history and fiction do not have
anything to do with the human patterns of behaviour. And mocumentary will not
change our attitude towards hunger, wish for procreation and fear of death.

Dmitry Hhankin,
for the catalogue «Expanded Cinema — IlI»
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Anuca TaémHana
Ma3nKblOMeHTapu

QOueBMaHO, 4TO NPU BEYHOM NMPOTMBOMOCTABNEHWUM aBaHraps
M MEMHCTPWUM He TONbKO He MOTyT CylecTBoBaThb Apyr 6e3 apyra,

HO W Bcerga HaxoAAaTCA B O4HOM CMbICNIOBOM Mosne, 06MeHUBaACh
npoeAMM, NoAXoAamMHn W AeNCTBYOWMMK nuuamu. Haue Bcero 6biBaerT,
YTO MMEHHO CTbIK CBEHMX TEHOEHLMM W YCTOABLUMXCA NPUEMOB — Mpw-
YMHa AONrOBEYHOro ycnexa n BocTpeboBaHHOCTH flyylumx 06pasLoB
non-kyneTypbl. B paboTte «PalikbtoMeHTapu» rMaBHbIE BEXW B UCTO-
PYM CTONKHOBEHMWA MON-KyNbTYpbl U MPaKTUKM GIMKOB, UrPbl U CUMYNA-
LMK, TaK CBOMCTBEHHOW COBPEMEHHOMY MCKYCCTBY, MPeAcTaloT B BUAE
KOMWKCOB — MUCTOPUM B KapTUHKax 0 20 o4eHb M3BECTHbIX BEXax CKpe-
LLEeHWA noanelbHOM AOKYMEHTANIMCTUKKW, MPOHWUK M YepHOro toMopa.
[MpoeKT anennupytoT K NONyNAPHOM MCTOPHK, KMHEMaTOrpaprieCcKom
Tpaauunn XX BeKka U NOCTMOLEPHUCTCKOM Urpe B COBPEMEHHOM Mac-
COBOW KynbType.

McTopryeckn nepBoe MOKbIOMEHTaPU BbINO CAENaHO Ha pPaauo
B 1938 rogy — amepuraHckui pexnccep OpcoH Yannc B paguono-
cTaHoBKe «BonHbl MMpoB» 06bIrpan MoTUBbLI poMaHa ['epbepTa Yannca,
CO37aB CEpPUI0 paanopenopTaKen 0 BTOPHKEHUU MapCcHaH B wTaT Hbro-
Hxepcu. MNocTaHoBKa Bbi3Bana HEBEPOATHBIM akMUOTaX B MepBYIO ove-
peadb TeM, 4TO MOBepPrna B NaHWUKY ThICAYM aMEPUKAHLLEB, KOTOPbIE
cobpanncb NakoBaTb YeMOAaHbl NepPes NPU3EMIEeHUEM UHOMNaHeT-
HbIX 3axBaT4MKOB. HO No-HacToALLEMY HaHP «“MOKbIOMEHTapKW» pac-
LBesn C aKTUBHLIM POCTOM TENEBUAEHUA U NpeanaraemMbix UM ¢bopmMaToB:
NnpeaB3ATbIX HOBOCTEN B BUAE MOMMTUYECKOM NponaraHabl, TOK-LLOY,
BOCCTaHaBMMBAIOLWMX XOA, COOLITUM UM CNPaBEASIMBOCTb UCTOPHUYECKMUX
daKToB, M 06pazoBaTesibHbIX NPOrpamMM, KOTOPbIE CHUIAMK YHEHbIX, HYyp-
HanMCTOoB M NabopaTopHbIX UCCEA0BaHUM AEMOHCTPUPOBANKU COaep-
MaHWe SHLUMKNIoNeAMM UK y4eBbHUKOB.

EnBa nv He nepBoe MOKbtoMeHTapu cHuman B 1964 roay Pruappn
Jlectep, Korpa o6birpeiBan pasrynaslytoca 6uTnomaHuio B «<Houu Tpya-
HOro AHA» W B3AN «BUTN3» Ha PONK CKPbLIBAIOLWMXCA OT NOMYNAPHOCTH
mMonogplx cynep3sesa. Byam AnneH peKoHCTpyMpoBan XW3Hb CaMoro
HeypaunMBoro rpabuTena COBPEMEHHOCTH B «XBaTtan AeHbrn u 6erm»
(1969 rop), cobrpasn no dpparmMeHTaM ero KusHb Yepesd paccKassl 3Ha-
KOMbIX. A BMOHTUpPbIBaA ceba B UCTOPUYECKWE CBUMAETENLCTBA W Aenas
NMOCTaHOBKW CUTyaLMM pasHbIX AeCATUNEeTUH, AnneH gan AnarHo3 KoH-
dopmMM3My YenoBeKa U 06LECTBA B MOKbIOMEHTAPU-KOMEANU «3ennr».
BputaHckaa komuk-rpynna MoHTH lMaiToH MccnepgoBana MU3HEHHbIN
NyTb BbIMBILLIIEHHOW Cyneprpynmnel, O4eHb Noxoxen Ha «butna», c Tene-
penopTepoM, MAyLMM Mo criegam crnasbl M gomam odesuaues. Cawa
BapoH HoaH BoccospgaBan To NPUKIOYEHUA Ka3axCKOro XKypHanm-

CTa B 04HO3TaKHOM AMepurKe, TO aBCTPUMCKOro OTKPLITOro resa B MUpe
woy-6mnaHeca 1 NONUTUKKM No 0b6e CTOPOHLI OKeaHa, 1 Obin Ha3BaH
nocrne aToro camMbiM CMesbIM KoMeanorpadbomM Halmx gHEHN.

Alisa Taezhnaya
Fakumentary

Avant-garde and mainstream. In their never end-
ing opposition it is obvious the two can not exist with-
out each other. They belong to the same conceptual
field, they share ideas, approaches and personae. It is
on the junctions of new tendencies and conventions
that the permanence of success as well as the popu-
larity of the artist's work are being established. In the
“Fakumentary” the main landmarks in the history of
this collision between pop-culture and the practices
of fakes, games and simulations — so characteristic
of the contemporary art — are presented in the form
of comics. Stories in pictures are dedicated to the 20
most famous cases of the crossings between the fake
documentation, irony and black humor. The project
refers to the popular history, cinematographic tradition
of the XX-th century and the postmodern game within
contemporary mass culture.

Historically speaking the first Fakumentary was
made in 1938 on radio. An American director Orson
Wells — using Herbert Wellse's The War of the Worlds
in his radio-play — created a series of reports about
the invasion of Martians in the State of New Jersey.
The radio play gave rise to wild agitation, plunging
thousands of Americans into panic: some even started
packing their bags before the arrival of extraterrestrial
invaders. But it is with the active growth of television
and its formats (the biased news that are but a mas-
querading propaganda, talk-shows, that are recon-
structing certain events or doing justices to certain
historical facts, or certain educational programs where
scientists, journalists and researches are illustrating the
contents of encyclopedia and manuals) that the genre
of “mocumentary” fully came into prime.

One of the first mockumentaries was made by
Richard Lester in1964. He mused upon the rag-
ing Beatlomania in his Hard day’s night inviting The
Beatles to play young superstars hiding from their
own popularity. Woody Allen reconstructed the life of
the unluckiest robber of today in his Take the money
and run (1969) collecting the pieces of information
on his “character” through the stories of his acquaint-
ances. Putting himself into the documented historical
evidences and staging certain historical situations
Allen diagnosed the conformism of the society and its
members in his mocumentary comedy Zelig. Brit-
ish comic-group Monti Pyithon explored a career of
a fictional super-group, very much like The Beatles,
with the television reporter following the tracks of their
fame and interviewing the witnesses. Sasha Baron

Cohen recreated the adventures of the Kazakh jour-
nalist in America, or of an openly gay Austrian in the
world of politics and show-business on the both sides
of the Atlantic. For that he was called the bravest
comedian of our time.

In Russia the genre of mocumentary in cinema
and on TV has not existed for too long. Yet in the most
successful cases such projects were still able to mislead
the masses. Thus in May 1991 the TV program The fifth
wheel hosted by Sergei Kuryokhin and Sergei Sholohov
informed the population that Lenin was a mushroom.
Bursting with absurd facts, interviews, historical refer-
ences and film short-cuts, the program pronounced that,
having used hallucinogen mushrooms, Lenin was not
only able to predict the revolution but that he himself be-
came a mushroom of the highest order. The post-Soviet
audience was completely confused. The First on the
Moon (2005) by Alexei Fedorchenko became as another
memorable experience. In film the director embodies
collective myth of the Soviet victory in the space through
the simulation of historical evidence that the Soviet
Union managed to visit the Moon in 1938.

The elusive fictional artist is presented in the
Super-hit of Banksy Exit through the Gift-Shop as
well as in the works of the activist “The Yes Men” duet.
Verner Herzog searches and finds the Loch Ness
Monster. Guy Madisson films a poetic dedication to his
native Winnipeg inventing a whole mythology for this
otherwise inconspicuous town. Casey Afflek films Hol-
lywood actor Joaquin Phoenix who turns from a macho-
type star into a bearded lover of hip-hop and a recluse
to such an extent that all Hollywood takes it for real.
Manipulation with reality, simulations, sharp parody,
found-footages, pseudo-documentation — all this is
actively used in the modern day cinema to expose the
system of unshaken belief in the infallibility of the TV im-
ages. Found-footages became a frequent device in hor-
ror films and dramas — we can recall The Blair Witch
Project and Monstro where the shaking documentary
camera ensured total immersion for the audiences. And
of course in the last five years mocumentary elements
have begun to appear in TV series — TV screen-
play writers are actively using the instruments of the
documentary cinema to create some interesting turns in
super popular sitcoms like The Modern Family, Arrested
Development, Parks and Recreation.

1. The Yes Men Group. The Yes
Men Fix the World, 2009.
Courtesy of the artists

B Poccuu Tpagauuna MOKbIOMEHTapU B KMHO W Ha TeneBuaeHUn
CyLL,ecTBYyeT He TaK AaBHO, HO CaMblM YCMELHbIM NpUMepam Takux Npo-
€KTOB TO¥e yAanocb BBECTH MaccChl B 3abnyxaeHue. Tak, nporpamma
«[1aToe Koneco» B mae 1991 roga B ucnonHexnun Ceprea KypexuHa
n Cepres Lonoxosa o Tom, 4To «J1eHWH 6bin rpubom» poHTaHWpoBana
abcypaHbiMU dpaKkTamu, MHTEPBbLIO, NCTOPUYECKUMU CNPaBKaMU U Hapes-
KaMW U3 XyA0HECTBEHHbIX PUIbLMOB O TOM, 4TO JleHuH, ynoTpebus
MYXOMOPBI, He TOIbKO NPeaBUAEN PEBOJIOLMIO, HO M CaM B UTOre npe-
BpaTWUnCcA B BbICWKWKM rpub. [NocTcoBeTCK1e 3pnTeNnn oKkasanuch B Non-
HeMWlwem 3amewarenscTee. [pyrum 3anoMMHaOLWMMCA OMbITOM CTau
«Mepsblie Ha JlyHe» Anekces Depopuerko (2005 rog), rae pemxuccep
BOM/IOLAET KOJIEKTUBHbIM COBETCKMM MM 0 nobene B KOCMOCE CUMY-
nauMen uctopuyeckux cangetenscts Toro, 4yto CCCP ypanock oka-
3atbcA Ha JlyHe aw B 1938 roay.

HeynoBuMbIV BbIMBILLIEHHBIW XyAOKHUK MPUCYTCTBYET U B Cynep-
xuTe BaHKkcK «Bbixon, yepes CyBEHUPHYHO NaBKy», U B aKTUBUCTCKMX
BbixogKax AyaTta The Yes Men, BepHep Xepuor uvwet n HaxoguTt J1ox-
HeccKoe yynosuue, an MagauH cHMMaeT NoaTUYecKoe NocBALLEHME
cBoeMy pogHomy ropody BuHHWNery n npuaymeiBaeT uenyto mugo-
NOrMI0 AJ1A 9TOr0 HUYEeM He npumevaTtenbHoro mecta. Hevicn Addner
CHWMaeT FronMBYACKOro akTepa XoaknHa PeHUKca, KOTOPbIM 13 Mayo
nepesonnowaeTtcAa B 60poaatoro ntobuTens xmn-xona 1 3aTBOPHUKA,
Aa TaK, 4TO B 9TO Ha4yMHaloT No-HacToALWeMy BepuTb B [onnueyae.
MaHunynaumm peanbHOCTbO, G3INKKU, CUMYNALMK, 3NaA Napo-

AMA, HaMAeHHbIe U HeomnyBnuKoBaHHbIe NneHKK (GayHa-pyTammm)

M NCeBAO-A0KYMEHTAIMCTUKA — BCEM 3TUM aKTUBHO MOMb3YOTCA

B COBPEMEHHOM KWMHO, 4TObbI pa3o6naymTb CUCTEMY HECKOHYae-
MOW Bepbl B HEMOrpeLwnMocTb TeneobpasoB. HalnaeHHbIe NneHKK
cTanu 4acTbiM NPMEMOM B KaTeropmvm XoppopoB U AETEKTUBOB —
CTOMT BCNOMHUTL «Bepbmy 13 Bnap» unm «MoHctpo», TpAacylwanaca
NCBeAOAOKYMeHTaNbHaA KaMepa B KOTOpbIXx obecneynna 3puTenam
MaKcuMMmarnbHoe norpyxeHve. Ml KoHe4YHo, B MOCNEeAHIO NATUNETKY
NPUEMbl MOKbIOMEHTapK CTalM 4acTo NOABNATLCA B Cepuanax —
TENeBU3NOHHbIE CLLEHAPWUCTbl aKTUBHO UCMOMNb3YIOT MHCTPYMEHTapU
AOKYMEHTaIMCTOB, Y4TOObl CO3AaTb MHTEPECHbIE MOBOPOTHI B CBEPX-
nonynApHbIX 9PUPHBLIX CUTKOMAaX, Oyab To «AMepMKaHCKaA cemenkar,
«3a0epKKU B pasBUTUW» UNK «[TapKK W 30HBI OTAbIXA.
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Papnoppama «BowHa mupos» no epbepty Yanncy
0 HaLEeCTBMM Ha 3eMsto MapcuraH Gbiia pasbirpaHa MonoAbIM
pexnccepom OpcoHom Yanncom Ha XannoymH 1938 roga.
[MocTaHoBKa BbI3BaNa HACTOALLYO NMaHWKY: aMepUKaHLbl No-
Knaanu Aoma, 3B0HUIM B NMOMMULMIO U Ha TENeBUOEHHE.

The radio drama War of the Worlds by Herbert Wells about the
invasion of Earth by Martians was played by young director Orson
Welles on Halloween 1938. Its broadcast has caused a real panic:
Americans left their houses, called the police and TV stations.

«Houyb TpyaHOro gHA» Gblna CHATa Ha BOMHE BUTNOMa-
HWW aHIMUMCKUM Komeamorpagom Puyapaom Jlectepom.
B ¢unbme 1964 roga noa necHW co CBOEro HOBOMO asb-
6oma rpynna «butna» npayeTtca or paHaToB U NycKaeTcA
B 6e3ymMHOe nyTellecTBuMe.

. CoHa PymaHueBa,

nnnocTpaumna «BoiHa
MUPOB» 13 CEPHK
«D3KbIOMEHTapU?,

2013. MpenocTasneHo
XYLLOMHUKOM.

Sonya Rumyantseva, illustra-
tion "War of the Worlds" from
the series "Fakumentary",
2013. Courtesy of the artist

. Conna PymaHueBa,

unntoctpauma <Houb
TPYAHOTO AHA» 13 CEpUM
«DarKblomeHTapi», 2013,
MpenocTaBneHo XyLOKHUKOM.
Sonya Rumyantseva, illustra-
tion "A Hard Day's Night" from
the series "Fakumentary",
2013. Courtesy of the artist
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A Hard Day's Night was filmed at the height of Beatlemania
by British comedian Richard Lester in 1964. The Beatles hide from
fans and embark on crazy adventures — all to a soundtrack of their

own songs.



B npownowm cteHa-an Komuk 1 nucaTens, Byan Annex
B 1969 rogy cHMMaeT CBOM MNOSHOLLEHHbIM Ae60T — MOKbIO-
MeHTapu-KoMeauto «XBaTtan AeHbrv 1 6ern» Npo HeynasLue-
rocA rpabutena G XxpOHWKaMK ero NPecTynIeHUn 1 BOCMOMM=-
HaHWAMKW cBUOETENEN.

Woody Allen, who was previously stand-up comedian and
writer, films his full-scale debut in 1969. Mocumentary-comedy
Take the Money and Run about failed robber which chronicles his
crimes and the memories of witnesses.

AHrnuckana Kommk-rpynna «MonTum lNManTton» ¢ Havyana
1970-x usgesanack Hag OpUTaHCKMM TeneBnaeHuem, Muda-
MW 1 ucTopuer. NommMo 1x napopuiHelx ckeTyen B «JleTato-
LeM LMpKe» B KoHUe 70-X OHM CHANK GuibM Npo cyneprpyn-
ny Rutles, npoHnsunpya Hag nonynapHocTeto butna.

4. Consa PymaHueBa,
nnocTpaumna «Xsatam
fleHbrv 1 6ern» 13 cepun
«D3NKBIOMEHTaPW?,

2013. MpenocTasneHo
XYLOHKHUKOM.

Sonya Rumyantseva, illustra-
tion "Take the Money and
Run" from the series "Faku-
mentary", 2013. Courtesy of
the artist

5. CoHa PymaHueBa,
unntoctpauna «MoHTH
[MaiToH» 13 cepum
«P3lKbIOMEHTAPK?,

2013. MNpepocTasneHo

XYLAOHKHUKOM.

Sonya Rumyantseva, illustra-

tion "Monty Python" from the

series "Fakumentary", 2013,
Courtesy of the artist

30 - 31

From the beginning of the 1970s British comedian group
Monty Python mocked British TV, myths and history. In addition
to their parody sketches in the Flying Circus in the late 70's they
made a film about a super band called The Rutles, sneering at the
popular Beatles.
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Mutep MouHya nprayman B 1980 rogy ceow nepsbilit
GUNbM O BbIMBILLNIEHHOM aTaKe Ha NFOAEN HeYeNnoBE4YECKOM
cunoi: 92 ceuaeTensa HeCNyuMBLLEMCA Tpareanm ¢ bamunms-
MU U3 pasHbIX Bapuaumi Ha crnoso "Falls" Bocnpoussogat
CBOW BOCMOMMWHAHWA, GpaHTa3Mh U HOYHbIE KOLLMApbI.

6. Consa PymaHueBa,
unnoctpauma «MapeHnar
13 cepum «PariKbIOMEHTapH,
2013. MNpepocTasneHo
XYAOKHUKOM.
Sonya Rumyantseva, illustra-
tion "The Falls" from the
series "Fakumentary", 2013,
Courtesy of the artist
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In 1980, Peter Greenaway invented his first fictional film about
a fake attack on citizens by superhuman forces: 92 witness of
unhappened tragedy with the surnames of different variations on the
word Falls reproduce their memories, fantasies and nightmares.



7. CoHna PymaHuesa,
unacTpauma «3enmr
13 cepum «PariKbIOMEHTapHY,
2013. MpepocTasneHo
XYLAOKHUKOM.
Sonya Rumyantseva, il-
lustration "Zelig" from the
series "Fakumentary", 2013,
Courtesy of the artist

8. CoHa PymaHuesa,
unnocTpauus "This Is
Spinal Tap" 13 cepuu
«P3lKbIOMEHTAPH?,
2013. MNpepocTasneHo
XYLAOHKHUKOM.
Sonya Rumyantseva, illustra-
tion "This Is Spinal Tap" from
the series "Fakumentary",

2013. Courtesy of the artist
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MysbikanbHbii dunem "This Is Spinal Tap" 1984 ropa The musical film This Is Spinal Tap (1984) mocks rock culture
OcTpoymMHas napogama Ha YenoBeYeCKU KOHPOPMHU3M A clever parody of human conformism and the need to imitate MPOHU3UPYET HaA, POK-KyNLTYpPOr U deHOMEHOM cyneprpyn- and the phenomenon of the supergroup: a documentary camera

M noTpebHOCTb B NnoapamaHvn nonyymnace y Byam Annena can be seen in Woody Allen's comedy Zelig (1982) — pseudo MNbl: JOKYMeHTaNnbHasa KaMepa crneauT 3a BOCCOeAMHEHUEM follows a reunion and triumphant tour of the cult rock band, shoot-
B Komeamm «3enur» 1982 roga — ncesgobuorpadum yeno- biography of a chameleon-man, who lived at the beginning of the W TpryMbanbHbIM TYPOM KylIETOBOM POK-IpyMnbl, CHUMaA ing interviews backstage with fans, producers and colleagues in

BEKa-xamesieoHa, #uBLlero B Hayane XX BeKa 1 CTaBLUero XX century and became a real phenomenon for scientists and MHTEPBLIO C HaKCTEeNaKeN, paHaTamMu, NpoacepamMm U Kon-  the music field.
HacToAWNWM GEHOMEHOM ANA YYEHbIX U MCUXMATPOB. psychiatrists. fieraMu rno My3sblKasibHOMY LLEXY.



«J1eHnH-Tpn6» — po3bIrpeIl, NPUAYMaHHbLIM B 3dupe
nepepaum «[atoe koneco» Cepreem LLonoxoseim 1 Cepre-
em RypexuHbiv B 1991 roay. Beaywme no LlentpansHomy
TeSIeBUAEHMIO C NMOMOLLIbIO NOATACOBKM GaKTOB, GpaHTas3mm
W NapoAMK BbIABMIalOT TEOPUIO, YTO BO#Ab MMPOBOIO Npose-
Tapwmarta 6bin rpubom, a cnegosaTesiBHO — PagUOBONHOM.

Lenin-Grib ("Lenin Was a Mushroom", 1991) — waggery
invented in air show The Fifth Wheel by Sergey Sholokhov and
Sergey Kuryokhin. Via manipulation of facts, fantasies and parody
the presenters theorized on the Central TV that the leader of the
world proletariat was a fungus, and therefore — a radio wave.

HalaeHHble nneHKkn AKo6bI 3abLITOr0 aBCTPATMMCKOro
reHusa KuHematorpada nonagatoT B «3abbiTbiX KUHONEHTaxX»
(1995) k pemuccepy Mutepy OmercoHy. Tak HauMHaeTCA UC-
TOPHWA O PACKPbLITUK YAMBUTENBHOIO reHUA AallbHEro KOHTH-
HeHTa, KOTOPbIM M306pen Bce NPUEMbl HEMOIO KMHO 3a0/ro
[0 rONNUBYACKMX KopHdees.

9. Conna PymaHuesa, unnioctpa-
umaA «JleHnH-Tpr6» s cepum
«PaiikblomeHTapw», 2013,
MpenocTaBneHo xyaoHKHUKOM.
Sonya Rumyantseva, illustra-
tion "Lenin Was a Mushroom"
from the series "Fakumen-
tary", 2013. Courtesy of the
artist

. CoHna PymaHueBa, nnnocTpa-
umA «3abbiTble KMHONEHTbI»
13 cepum «ParikbloMeHTa-
pu», 2013. MNpenocrtaBneHo
XYLAOKHUKOM.

Sonya Rumyantseva, illustra-
tion "Forgotten Filmstrips"
from the series "Fakumen-
tary", 2013. Courtesy of the
artist
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Found film footage of a supposedly forgotten genius of
Australian cinema falls into hands of director Peter Jackson in the
Forgotten Filmstrip (1995). So begins the story of the disclosure
of an amazing genius from the far continent who invented all the
techniques of silent films long before Hollywood luminaries.



YepHbiM tOMOP W TPaAULMKU FONNIMBYACKMX HYyapoOB CMe-
wanuce B komeamn 1992 ropa «Henosek KycaeTt cobaky»,
roe CbeMOoYHasA rpynna CHMMaeT OTKPOBEHWA U NpecTyne-
HWMA CEPUMHOro MaHbAKa, a Mo Xo4y AENCTBMUA cama BRJIOYa-
eTcA B Yepeny 6ecnowagHbix yOMNCTB.

11. CoHna PymaHLuesa,
unniocTpauua «Henosek
KycaeT cobary» U3 cepun
«D3NKBIOMEHTaPU?,

2013. MpenocTasneHo
XYLOHKHUKOM.

Sonya Rumyantseva, illustra-
tion "Man Bites Dog" from
the series "Fakumentary",
2013. Courtesy of the artist
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Black humor and Hollywood noir tradition come together in
the Belgian comedy Man Bites Dog (1992), where a film crew
shoots the testimony and the crimes of serial killer, and as the ac-
tion unfolds they also turns into a series of ruthless killings.



HaHagckuit pexuccep Mav MapgauH nepennetaeT Bbl-
MbILLNEHHYO CEMEMHYIO ApaMy C 3MM3040M CHEXHOM Bypu
MCTOPWM POLHOrO CEBEPHOrO ropoaa B CTUIM30PBAHHOM
4epHO-6en10M MoKbtomeHTapu «Moit Bunnuner» (2008).

Canadian director Guy Maddin mixes fictional family drama
with the snowstorm episode of the history of his native northern city
in the stylized black-and-white mocumentary My Winnipeg (2008).

MepeBonnoLanck TO B Ka3axCKOro XypHan1cTa no nyTu
B AMEpPHKY, TO B aBCTPUIMCKOrO Ny6NMYHOro resa B NOMCKax
cnassbl, Komuk Cawa BapoH KoaH B HyneBble nepenpuayman
TPaAMLMOHHYIO KOMEAMIO, BbICMEMBAA MUIIMTapKU3M, GbITOBOE
Hacwn1e, pennruio, MypuTaHCTBO M CTPEMIIEHWE K CriaBe
B 3anagHoM KynbType.

12. CoHna PymsaHLeBa,
nnnoctpaumna «Moi
BuHHMner» us cepum
«D3KbIOMEHTapU?,

2013. MpepocTasneHo
XYAOKHUKOM.

Sonya Rumyantseva, illustra-
tion "My Winnipeg" from the
series "Fakumentary", 2013.
Courtesy of the artist

13. CoHna PymsHLeBa,
nnnoctpaumna «Bopat»

13 ceprm «PaliKbIOMEHTapHY,

2013. MNpepnocTasneHo

XYLAOHKHUKOM.

Sonya Rumyantseva, il-

lustration "Borat" from the

series "Fakumentary", 2013.
Courtesy of the artist

40 - 41

Transforming first into a Kazakh journalist on the way to
America, then to an Austrian, openly gay man in search of glory,
comedian Sacha Baron Cohen reinvented traditional comedy in
the noughties, making fun of militarism, domestic violence, religion,
Puritanism and the desire for fame in Western culture.
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NepenncebiBas NCTOPWO, BO3Bpalliad dhaKThl
A Document and a Testimonial — Rewriting History, Retrieving Facts
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We are concerned with facts, but we do not view facts as self-evident objects
that are already present in the world. One of the questions we find ourselves ask-
ing is, how do we approach facts not in their crude facticity but through the com-
plicated mediations by which they acquire their immediacy?... We proceed from the
consideration that this distinction is a false one — in many ways, not least of which
is that many of the elements that constitute our imaginary documents originate
from the historical world—and does not do justice to the rich and complex stories
that circulate widely and that capture our attention and belief. Furthermore, we
have always urged our audience to treat our documents as “hysterical documents”
in the sense that they are not based on any one person’s actual memories but on

Hac wHTepecyioT chaKTbl, HO Mbl He paccmaTpuBaem (PaKTbl
KaK caMoo4YeBuAHbIe NPeAMeTbl, YHe NPUCYTCTBYIOLLME B MUpE.
OpvH 13 BonpocoB, KoTopblie Mbl 3agaem cebe, coctouT B TOM,
KaK MOX{HO NofAonTM K chaKTam He B MX CbIpoi haKTUYHO-

CTW, HO B MX CNOXHOI onocpefgoBaHHocTH, Bnarogapa KoTopon
oHM npuobpeTaloT cBo HenocpefcTBeHHocTb. Mbl ncxogum
U3 TOro, 4TO 3TO pas3nuyne ABMAETCA NOHHbIM — BO MHOIX
acnexTtax, He B NoOcCnegHiol oyepedb B TOM, YTO MHOrve ane-
MEeHTbI, COCTaBnAlLWMe Hawm BoobparaemMble JOKYMEHTDI,
BepyT cBOe npoucxorpeHne U3 NCTOPUYECHKOro Mnupa — nogob-
HOoe pasnuyve He oTAAEeT JoNMKHoe Tem boraTbiM U CNOXHbLIM
NCTOPVAM, KOTOpblE 3aXBaTbIBAlOT HAlLEe BHUMaHNE U BHY-
watoT Bepy. Bonee Toro, mbl Bcerga npepynpexpany spute-
nei, 4Tobbl OHM paccmMaTpmMBany HalUM AOKYMEHTbI KaK «ucTe-
puyYeckue» B TOM CMbICIE, YTO OHN HE OCHOBAaHbl HN HA YbMWX

“fantasies erected from the material of collective memories.” NoANMHHbIX BOCNOMWHAHUAX, HO Ha «haHTa3uAX, co3AaHHbIX
13 MaTepuana KonfeKTUBHbIX BOCMOMUHAHWAY.
Walid Ra'ad,
from the interview for “The Bomb Magazine” Banug Paag,
B MHTepBblo AnA “The Bomb Magazine”

maﬂbCVICbVIHaLWIFl 1N noanor ctTaHOBATCA 4YaCTbiO BOCINPUHA-

Falsification and forgery become a part of an event we perceive to be real. Not MaemMoro Hamu 3a geincTBUTENbLHOCTb cobeiTnA. 3peck pabo-
what we believe or refute is active here, but how this information changes our TaeT yHe He To, BO YTO Mbl BEPUM UM ONPOBEPraeM, a KaK
thinking, if it influences our everyday choices, if this transformation of real in our aTa nHcopmauva MeHAET Xof HalUMX MbICNed, BAMAET N OHa
commonness without the protection of the art deceit. We accept the fact that the Ha Hall noBcefHeBHbIA BbiGop, NponcxoguT nv aTa TpaHcdop-
photos of the most cruel war chronicles are staged indoors — in studios. \WWere MauuA peanbHOro B Hawlein o0bbigeHHocTn yHe 6e3 noKpoBu-
the American astronauts on the Moon? Do we have to know it for sure, or does TENbCTBA XyAoXecTBeHHoro obmaHa. Mbl npuHumaem ToT chaKT,
the situation in which media themselves suggest us other possibilities of this event, yTo choTorpachmm camor HecTo4Yanlleid XPOHUKN BOWHbI cae-
satisfies our curiosity. If we look for truth in everything, will the world remain as naHbl B NaBUnboHax NoctaHoBo4YHO. Bonpoc o BbicagKe Ha nyHy
complete, as it appears in the films about the exploration of distant galaxies and amMepuKaHCKUMN acTpoOHaBTaMN — HYXHHO N Ham 3HaTb 3TO
paranormal phenomena? The very notion of fact is blurred: we are always told HaBepHAKa, Unu y¥e Ta cuTyauuAa, 4To camm meawa npefacTas-
“British scientists proved that... or discovered this...” But who are these scientists? NAT Ham Apyrue BO3MOXHOCTU aToro cobbiTnA, ygosnerso-
What are they discovering? We trust only something which somehow correlates pAeT Hawe nobonbiTcTBo. ECcnu nckatb npasgy Bo BceM, ocTa-
with the experience of the reality we already have. Deceit becomes a part of our life HETCA N1 MNP HacTONbKO MOMHbLIM, HAHKUM OH ABMAETCA Ham B
and a place to broaden the picture of the world in general. Political propaganda has cdmnbmax Npo 0CBOEHUA faneKux ranakTuK U napaHopMarsibHble
long ago mastered the mocumentary genre. AsneHnA? Camo noHATMEe dhaKTa ceilyac HAcTONbKO Pa3MbITO:

Ham Bcerga TBepAAT «bpuTtaHcKue yyeHble goKkasanu 1o unm

Elena Hoptyaeva, OTKPbINW JPYroe...» — KTO 3TN Yy4YeHble, YTO OHN OTKPbIBAOT?

for the catalogue «Expanded Cinema — llI» Mgl 6epem Ha Bepy TonbHO TO, YTO KaKUM-TO obpasom cooT

HOCUTCA C TeM OMnbIiTOM peasibHOro, HOTprIﬁ Y Hac yHe eCThb.

OB6maH CTaHOBUTCA 4acTbl0 HALUEN HU3HNU 1 MEeCcTOoM AanAa pac-
LLINPpEeHNA KapTUHblI Myupa B LeJioM. MNMonuTtn4yecKrasa nponaraHpa
Ve OaBHO OocBowJia BCe cpeacTBa HaHpa MOKbIOMEHTapW.

EneHa HonTAeea,
crneumansHo anA Katanora «PaclunpeHHoe KuHo—II»



| would like to disagree with equating the space of imagination and the space
of history. Both spaces have their own narrative. In the view of the positivist histo-
riography the past can be established, at the same time the postmodernist histo-
riographers like Hayden White and Frank Antersmith say that the reconstruction
of history is a very problematic topic because history as any other narrative is an
interpretation; only the chronological sequence of events can be established. There-
fore it remains unknown to us, to what extent the history is genuine, and to what
it is a projection of the consciousness of an author, physically present in a specific
historical time. The space of imagination, although fantastic, is also a story about
what happens with the author now, because human being is historical. Traces of
historical reality are always present in the spaces of imagination.

Zlata Ponirovskaya,
for the catalogue «Expanded Cinema — llI»

Documentary is not a reflection of any reality, but rather serves as a prop for
ideological constructions and opens a wide field for manipulation. The task of art in
this situation is the discreditation of media myths, and mocumentary can be an effec-
tive tool for this. Inborn capacity for mystification provides mocumentary with capac-
ity to creat pseudo myths thus demonstrating the insolvency of big myth-creating
machines. Mocumentary appeared as a constatation of the insolvency of the claim
of the documentary cinema to be the reflection of reality. It tried to mock and down-
grade these claims. But later mocumentary formed itself as a distinct genre which
tells stories in a language masked as documental, although everybody understand
that here we have an author’s invention, fictcon. When | work with this language |
place another task before myself. At first | try to persuade the viewer that what
he sees is documentary. Meanwhile | heighten the degree of improbability of what
is happening. But | do not bring it to the point of the destruction of a pattern and
change of the paradigm of perception. Thus | provoke uncertainty about the status of
the events. | try to create a gap, into which, under some circumstances you may fall,
finding yourself in a strange position, when the representation of what you see is con-
stantly destroyed. In other words, | am interested not as much in critisizing or decon-
struction of any reality, but the way we see movies, and what kind of mechanisms
are active at that.

Dimitri Venkov,
for the catalogue «Expanded Cinema — llI»

XoyeTcA HEMHOMKO NOCNOPUTL C YyPaBHEHMEM MPOCTpPaH-
CTBa BbIMbICNa 1 NpocTpaHcTBa uctopumn. Y obomx npoctpaHcTB
ecTb HappaTuB. [py aTom, NO3UTUMBMCTCKaA uctopuorpadua
cYMTaeT YTO NpoLunoe MoXeT bbITb yCTaHOBMNEHO, a8 NOCTMO-
JepHble uctopuorpadnl (XerigeH Yaint, MpaHKk AHTepcMunT)
roBOPAT, 4YTO BOCCTAHOBMEHNE MCTOPUN — YPE3BbIYaHO NPo-
6nemMmHan Bellb, NOTOMY 4YTO UCTOPUA KaK 1 noboi gpyroi
HappaTuB — 3TO MHTEpnpeTaunA; BOCCTAHOBUTb HE MOMHHO
TONbKO XpPOHOMNOrn4YyecKkuin xop cobeiTnii. MoaTomy HENOHATHO,
[0 KaKoi cTeneHn NCTOPUA NOANMHHAA, a [0 KaKoil — Npoek-
LMA co3HaHWA aBTopa, (hM3nYecKN HaxoAALLIEerocA B KOHKpPET-
HOM McTopuyecKom BpemeHu. MpocTpaHCcTBO BbiMbICNa, faxe
thaHTacTM4yecKoe — 3TO eLle U paccKas 0 TOM, 4YTO NpoucxoauT
C aBTOpOM cei4ac, NOTOMY 4YTO YenoBeK ucropuyeH. 1 B npo-
CTpaHcTBax BbiMbICNa BCerfja NpuMcyTCTBYIOT crnefbl McTopuye-
CHOI peanbHOCTWN.

3nata [NMoHupoBCKas,
crneumansHo AnA Katanora «PaclunpeHHoe KuHo—II»

JloOKyMeHTanbHOCTb He ABMAETCA OTpareHnem Kaxoi-nnbo peanbHOCTU, a CKO-
pee cnyuT NognopKoi AnA NAEonorM4ecknx KOHCTPYKLUMIA 1 OTKpbIBaeT obLunpHoe
none AnA MaHUNynAuvin. 3agayeil UICKYCCTBa B 3TOW CUTyaLuun ABNAETCA pa3BeH4Ya-
Hue megnamncoB, 1 ANA 3TOr0 MOKLIOMEHTapU MOXeT bbiTb adhtheKTUBHBIM NHCTPY-
meHToM. OBnagaA BpoxpaeHHON cnocobHOCTEI0 K MUCTUMKALIY, MOKBIOMEHTaPK
MOMET co3faBaTb nNcesfo-Mncbl, TEM caMbiM JEMOHCTPUMPYA HECOCTOATENBHOCTb
6onbLunx MudoTBopyecKMX MaLuvH. VIoKbloMeHTapu NOABUNCA KaK KOHCTaTaumA
HECOCTOATENbHOCTN NPETEH3UIN AOKYMEHTAaNbHOro KMHO Ha OTPaXeHue peanbHOCT!,
1 OH AeNCTBUTENbHO MNbITANCA BbICMEATb, MPUHU3UTL 3TN nNpeTeH3un. Ho notom oH
ochopmMuncA KaK pacrno3HaBaeMblil HaHp, KOTOPbI paccKasbiBaeT UCTOPUN A3bIKOM,
MaCKUPYIOLLMMCA Nof AOKYMEHTarnbHbIA, HO BCE NPy 3TOM NOHMMAIOT, 4YTO nepeq
HUMW aBTOPCHUIA BbiMbicen, uKkumA. Horga A paboTtalo ¢ aTUM A3LIKOM, A CTaBIio
cebe HecKonbKo Apyryio 3apavyy — nepBoHavanbHo ybeauTb 3puTEnA B [OKYMEH-
TanbHOCTM NPOVCXOAALLEro, NPy 3TOM NOCTENEHHO MOBLILLAA FPajyc HEBEPOATHOCTMN,
HO He [0BOAA ero A0 MOMHOro paspyLleHuA WwabnoHa n cMeHbl NapagurMbl BOCNpUA-
TVA, TaKum obpa3om, KaK Bbl NpoBoOLMPYA HEYBEPEHHOCTb B CTaTyCe NMPOMCXOAALLErO.
A nbiTalocb co3pgaTh paspbiB, B KOTOPbIA, NPY onpefAeneHHbIX AaHHbIX, MOXHO NpoBa-
NUTBbCA, OKa3aBLUNCb B CTPAHHOM MONOXEHUM, KOrAa NOCTOAHHO pyLUaTcA NpefcTas-
NEeHnA 0 ToM, YTO Tbl BUAWLWbL. MIHbIMM cnoBaMu, MEHA MHTEPECYeT He CTONbKO Kpu-
TUKa UMY EeKOHCTPYKUMA KaKoin-nnbo peanbHOCTW, a TO, KaK Mbl CMOTPUM thUnbMbI,
N KaKue MexaHU3mbl BOCNPUATUA NpY 3TOM 3afeiiCTBOBaHbI.

Omutpuin BeHHos,
crneuvansHo anA Katanora «PaclunpeHHoe KuHo—II»



Mwunuuya Tomny
HoHTenHep

Cepbus, ¢ 2004—2013

CynebHbi nepdopmaHc. MpuinHbl 1 peaynsTaThl (pe) KOHCTPYMPOBaHUA MpOLiecca NPECTYNIEHWA: CTanbHOM KOHTEHEP CO criedamu
OT Nyfb, OPYHME, Nynu, diOTO, BUAEO, TEKCT, PUCYHKM M HAOMWUCK Ha CTeHe

Moto: Mununua Jlonndny, CtueH [panT, Bunsdpug HiosH, Munuua Tomud, Tper Bent

Hamepa: Munuua Jlonundmd, Munnua Tomud, Crawa Tomund. MorTtar: Munow CroarHosuy. CayHa-amsanH: Bnaguvmmp AnKosmy CnoHue

[padvyeckmnin gn3anH: 3ura TecTeH
TeopeTndecrkan nogaeprKa: bpaHummp CtoAHoBUY

B pa6otax cepbckoit xynomHuuel Munuuel Tomuy Tpagu-
LIMOHHO CM/IeTalTCA NOMUTUYECKUE BbICKA3bIBAHWA, MOMbITKA

XYL,OMECTBEHHOIO OCMbICIIEHWA UCTOPUM U aHaANIM3 TPaBM
NHYHOM M obwecTBeHHoM namAaTh. Cepua nepdopmaHcos

W BUAEOOOKYMEHTaUMM «KoHTeMHep», KOTOPOM XyOOKHMLA
3aHumaeTca noyth 10 neT, NpoYHO 3aBA3aHa Ha aHanuae
BOEHHOM TpareAmn U HaMEePEeHHOM COKPbITHUM AAHHbBIX O He-
CTOKMX KPOBOMPONUTHAX. «HOHTEMHep» Bbln co3aaH Nof, BO3-
AEeNCTBUEM UCTOPHU 06 YHUUTOKEHUH TaNMBOB aMepHKaH-
CKMMK BoeHHbIMKW. B 2001 rogy B CeBepHom AdraHucTaHe
Bovicka CLUA 3anepnv HeCKonbKo coTeH caaBLumMxcsA 60eBu-
KOB ABWMeEHUA TannbaH B rpy30BbIX KOHTEMHEpPaX, OCTaBMB
WX Ha *ape 6e3 JOCTyna K BO34yXy M BoAe. Te, KTO BbIKUI
rocne 3TOM NbITKK, BbiNM PaCcCTPENAHBI B YNOP BHYTPU KOH-
TelHepa 13 aBTomaToB HanawHukosa. MHdopmaumsa 06 aTor
onepaumu Jo5roe Bpems XpaHunack B TalHe, a B BOEHHbIX
3anmcAx He OCTaNOCh HUKaKUX BU3yaslbHbIX 40Ka3aTenbCTB

aToM pacnpasbl. Munuvua Tomny ucnonbayeTt GUKLMIO, YTOObI
BOCCO3[aTb HaBCer4a M HaMepPeHHO yTPaYeHHYHO KapTUHY
BOEHHOMI Tpareamu 1 Norpy3unTb 3puTesNa B Henocpea-
CTBEHHOE NepexnBaH1e O TaKOM JaneKon BoMHe, KoTopas
NpeAcTaBnAeTCA AnA 06blBaTeNA BCEro Ji1Lb CTPOYKOM

B HOBOCTAX. 3a rofbl pabothl «<KoHTenHep» nobbiBan Ha He-
CKOMNbKMX KOHTMHEHTaX U BE3/e Bbi3blBAN Pa3HY0 PeaKkLmio

B MOMEHT CbEMOK, HO Kaw/bli1 pas XyAoxHMLA B npoLecce
PEKOHCTPYKLMM OCTaeTCA NpesesibHO TOYHOM MO OTHOLLEHWIO
K fetanam Tpareanun B CesepHom AdraHucrtaHe. Pednek-
CWA Ha TPaBMbl MPOLLSIOrO U CTPEMIEHWUE CTepeTb No30p-
Hble CTpaHWLbl UCTOPUK NepenneTatoTca B pabote Munuuel
Tomuy ¢ namATLIO O KepTBax 6ecnoLLaAHOM rpaKaaHCKOM
BOWHbI B 6biBlwen FOrocnaemu. Tak «KoHTenHep» cTaHOBUTCA
rno6asibHbIM BbICKa3blBaHWEM O NMPUPOAE CThIAA, BEITECHEHWM
4yBCTBA BMHbI M FTHETE UCTOPWM, KOTOPYIO Mbl HE BbiGUpaeM,
a nosly4aem B HaCNeACTBO OT POAHOM CTPaHb.

Kangaroo hunter Stuart Taylor, editor Stephen Grant, artist Milica

Milica Tomi¢, Container: Photography by other means, (re)construction 2006,

Tomic, Mount Victoria, NSW Blue Mountains, Australia 2006. Photo: Wilfried Kuehn

Milica Tomi¢, Container: Photography by other means, (re)construction

2006, Kangaroo hunter Stuart Taylor and Tony Mifsud on a private

Milica Tomi¢, Container: Photography by other means, (re)construction

2006, Kangaroo hunter Stuart Taylor, Mount Victoria, NSW Blue

Mountains, Australia 2006. Photo: Milica Tomic

shooting range, Mount Victoria, NSW Blue Mountains, Australia 2006.

Photo: Milica Tomic

Milica Tomic

Container: Photography by other means

Serbia, 2004—2013
Forensic performance. Causes and results of the (re) construction process of the crime: riddled steel sipping container, weapon, bul-
lets, photo, video, text, drawing and writing on the wall

Phaota: Milica Lopicic, Stephen Grant, Wilfried Huehn, Milica Tomic, Greg VWeight
Camera: Milica Lapicic, Milica Tomic, Stasha Tomic. Editing: Milos Stojanovic. Sound Design: Vladimir Jankavic Slonce
Graphic Design: Ziga Testen

Theoretical support: Branimir Stojanovic

Political views, an artistic way of history com-
prehension and analysis of personal and collective
memory traumas are traditionally combined in the
works of Serbian artist Milica Tomi¢. “Container”,
the series of performances and video documentaries
upon which the artist has been working on for ten
years is centered in the analysis of war tragedy and
intentional concealment of information about cruel
bloodsheds. “Container” was influenced by the story
of massacre of Taliban soldiers by American troops.
In 2001 in Northern Afghanistan American troops
put several hundred surrendered Taliban soldiers
in container trucks. They were kept in heat without
water and air. Those who survived this torture were
shot point-blank with AK-47s. Information about
this operation was kept in secret for a long time and
there were no visual proofs of this massacre left.

Milica Tomi¢, Container: Photography by other means, (re)construc-
tion 2006, Bullet, private shooting range, Mount Victoria, NSW Blue
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Milica Tomi¢, Container: Photography by other means, 15th Biennale
of Sydney "Zones of Contact", Hyde Park Barracks, exhibition view,

Australia 2006. Photo: Greg Weight

Milica Tomi¢ uses fiction to recreate the forever and
intentionally lost picture of war tragedy and immerse
the spectator in the ingenious feeling of that remote
war that kept being nothing more but a news line for
an average person. During the years “Container” was
presented in different continents and provoked differ-
ent feelings throughout the staging process but every
time the artist stays extremely precise towards the de-
tails of the tragedy in Northern Afghanistan. The past
traumas' reflection and intention to erase the shameful
pages of the history in the work of Milica Tomi¢ are
intertwined with the memory of victims of ruthless civil
war in the former Yugoslavia. Thus the “Container”
becomes a global statement of the nature of shame,
supplanting of the guilt and the burden of history that
we can't choose but inherit from our motherland.
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Banunpg Paap/The Atlas Group

3anoxHuK/TineHkn badapa (Ne17 n Ne31)

CLLUA—JnBaH, 2000
18'00", ogHoKaHansHoe BUAEO
ATopcTeo Cyxerna bavapa

Beenenve B MeaumiHoe nose o4eBUALIEB BadHbIX
COBbITUI M aHANIN3 UCTOPUYECKNX GaKTOB 3aHMMaET LieH-
TpasibHoe MecTo B paboTe NMBaHCKOro xyaoMHuKa Banvaa
Paaga. The Atlas Group — ero MHOroneTHW NPOEKT, rae
OH Kypu1pyeT cbop CBMOETENLCKMX NOKa3aH1i 1 GaKToB,

B OCHOBHOM W3 COBPeMeHHOM nctopum JlnBaHa, BbinasLmx
M3 06LEKTUBOB UCTOPUKOB M ypHanucToB. The Atlas Group
M HECKOJIbKO €€ KOHTPUOLIOTOPOB PEKOHCTPYMPYIOT 3abbITyHO
WITM UCKaMEHHYIO MCTOPHUIO, Pa3biCKMBAA NepPneHANKYNAPHbIe
MHEHWA U CBHAETENbCTBA NOTEPAHHBIX M3 BUAY OYEBUALIEB.
HanpeHHble repon faBHO Cy4MBLUMXCA COBLITMIM Yepes CBOM
BOCMOMWHAHWA AAIOT HOBbIM B3MAL, Ha ye YCTOABLUMECA
npeacTaBneHna o npowwnom. «3anokHuk/MneHkn bavapa» —
9TO CHATbIE Ha BMA,EO0 BOCMOMMHAHWUA OOHOMO M3 MIEHHbIX

BO BPeMsA BOEHHOrO KOHMKTa Mexay Mpanom 1 CLUA

B 80-x 1 90-x. CnycTa 6 net nocrne ocBoboxaeHUA n1BaHeL,
Cyxeiin Bauap pacckasbiBaeT Ha kamepy 06 onbiTe fecs-
TUNETHero niaeHa y MPaHCKUX ConpaT B KOMMaHWW NATEPbIX

Walid Ra'ad/The Atlas Group. Video still from Hostage: The Bachar Tapes (English Version), 2000. © Walid

Raad. Courtesy Paula Cooper Gallery, New York

amepuKaHueB: B 53 MuHU-MHTepBbI0 Bavap BcnomuHaer,
KaK nfieHHble CNpaBANMCb CO CTPaxoM CMepTH M pacnpa-
Bbl, 06LANNCh, CNPaBNANUCE C CEKCYallbHbIM HanpAKeHUeM
W YyBCTBOBaIM CebA aKTMBHBIMU YHaCTHUKaMW BOEHHbIX
OEeUCTBMH, HaXOAACh NPWY 3TOM B OAHOM W TOW Ke CUTyaunm
6e3pnencTteuna. Banup Paap cnpawuvBaet B cBoer paboTe,
CKNaAbiBaETCA NI UCTOPUA M3 B3BELUEHHOro aHann3a dbaxkTos
WM M3 YaCTHBIX M CYOBEKTUBHBIX YTBEPHAEHUH, KaK «[1neH-
kn Bauapa», 1 MOXeT M CHATOE rogamMun CNycTA UHTEPBLIO
paccTaBuTb HOBbIE aKLEHTbI Haz, BPOAE Obl COMUBLLIEMCA
nctopuen. Uctopua — 310 HarpomoxaeHue GpaKToB, U3 KO-
TOPbIX Kam bl BBIHOCUT YTO-TO CBOE, MM CaMan BUPTYyO3HaA
u onacHas ¢UKUMA coBpeMeHHOCTH. B KoHUe KoHLLOoB, MO-
HeT JI UICTOPUA CHATATLCA CIIOMMBLUENCA, UK OHA Nepenu-
CblBaeTCA NPAMO y HaC Ha rnasax, Korga Mbl HaXx04AMM HOBbIE
baKTbl M Apyrve TOUKK 3PEHUA.

Walid Ra'ad/The Atlas Group. Video still from Hostage: The Bachar Tapes (English

Version), 2000. © Walid Raad. Courtesy Paula Cooper Gallery, New York

Walid Ra'ad/The Atlas Group
Hostage: The Bachar Tapes (#17 and #31)

USA—Lebanon
18'00", single channel video, sound
Attributed to: Souheil Bachar

The central part in the work of Lebanese artist
Walid Ra'ad is given to introduction of eyewitnesses
of important events’ into media sphere and analysis
of historical facts. "The Atlas Group" is his long-
term project where he is in charge of collecting the
testimonies and facts, mostly of modern Lebanese
history, not covered by historians and journalists. "The
Atlas Group" and its few contributors reconstruct
the forgotten or misinterpreted history by searching
for cross opinions and the testimonies of lost wit-
nesses. The found heroes of the ancient events give
new opinion about well-established notions of the
past. "Hostage: The Bachar Tapes" is a videotaped
reminiscence of one of the hostages during the
military conflict between Iran and the USA in 80's and
90's. Six years after liberation the Lebanese Souheil
Bachar tells for camera about his ten-year experience
of being hostage with Iranian soldiers together with

five Americans. In 53 videotapes he recollects the life
of hostages in the fear of death and violence, their
methods of communication and treatment of sexual
tension while still feeling themselves the participants
of military action despite being held in the atmos-
phere of inaction. In his work Walid Raad asks if the
history is created through weighed analysis of facts
or through personal and subjective statements such
as "The Bachar Tapes" and whether it is possible for
one interview taped years after the event to put a new
emphasis on a well-established story. History is a pile
of facts from which everyone gets his own truth and

it is also the most virtuosic and dangerous modern
fiction. In the end, can the history be considered well-
established while still being rewritten in front of us
when the new facts and opinions are found?
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AHes AHwa
Tponka

Cnosenna, 2013
WHcTannaumsa

B 2007 ropy Tpoe xyOoHMKOB BCTYNWM B KOHCEpBa-
TuBHyto Cnosexckyto demorpatuueckyto Maptuo (COM).
OHu nony4mnu npMBeTCTBEHHOE MUCbMO OT JiMAepa napTm
1 npembep-mMuHucTpa CrnoseHnn AHes AHLWa, OHO 3aKaH-
YMBaNoOCh crioraHom «Yem Hac 6onblue, TeM BbicTpee Mbl

focTturHem Hawen uenu!”. Cpagy ®e nocne aToro Kam bl
13 TPeX XyAOHHUKOB OPULMANIEHO M3MEHW CBOE MMA Ha UMA
AHe3 AHwWa. STUM KeCTOM OHM CTaBAT NOA, COMHEHWE CBA3b
Meay UMEHEM U MAEHTUYHOCTBIO B LUMPOKOM COLManbHOM,
MOMUTUYECKOM M KYNBTYPHOM KOHTEKCTE.

B pamkax npoekta «Tpoika» XyAomHUKK paboTatoT
C Tpema CTonnamu CoBPeMeHHON BUOMONUTUKM: MOSTUTUKA,
npaBo U SKOHOMMKA.

XyOOHHUKM LeMOHCTPUPYIOT Habopbl OPULIMANIBHBIX AOKY-
MEHTOB C YKa3aHWeM WX MOSIMTUYECKOM NPUHAASIEKHOCTH, Npa-
BOBOIO MOMIOKEHNA U SKOHOMUYECKOro cTaTyca: 3 napTuiiHble

KapTbl, 3 nacnopta 1 3 6aHKOBCKWE KapThbl C U306PaKEHUAMH,
OTHOCALLIMMKCA K WX MpoLunomMy npoekTy «[opa Tpurnas»
(camas Bbicokas ropa B CroBeHUM 1 OAMH M3 BaHEWLLIMX
CHMMBOJIOB HaLMW, CTHIIM30BaHHbIM PUCYHOK KOTOPOW ABNAETCHA
LleHTpasIbHbIM 3M1EMEHTOM CNOBEHCKOro repba 1 pasmelleH
Ha ¢pnare CnoBeHum). DTH LOKYMEHTbI NPEACTaBNEHbI Ha-
MPOTWB BMAEO, NOKA3bIBAOLLLETO MUCLMO TPEX XYAOMHUKOB
nonuTuKy AHesy AHWa BCKope Nocne CMeHbl UMEH.

MpoekT peannsosaH B coTpyaHU4ecTBe ¢ MHCTUTYTOM
COBPEMEHHOro UckyccTaa «Akcuomar» (JTrobnaHa) npy noa-
nepwre MuHuctepctsa Rynetypbl Pecny6nunkm CnoseHua
W MyHuumMnanuteTa JliobnaHbl.

Aksioma — Institute for Contemporary Art. Realized in collaboration
with Aksioma — Institute for Contemporary Art, Ljubljana with the
support of the Ministry of Culture of the Republic of Slovenia and the
Municipality of Ljubljana. Courtesy: Aksioma and the artists

Janez Jan3a, Janez Jan3a, Janez Jan3a. ID Cards. Production:
support of the Ministry of Culture of the Republic of Slovenia and the

Aksioma — Institute for Contemporary Art. Realized in collaboration
Municipality of Ljubljana. Courtesy: Aksioma and the artists

Janez Jansa, Janez Jan$a, Janez Jansa. ID Cards. Production:
with Aksioma — Institute for Contemporary Art, Ljubljana with the

Janez Jansa

Troika (Triplet)

Slovenia, 2013
Installation

In 2007, three artists joined the conservative
Slovenian Democratic Party (SDS). The welcome
letter they got from the party’s leader and Prime
Minister of Slovenia, Janez Jan$a, ended with the
slogan "The more of us there are, the faster we will
reach our goal!" Inmediately thereafter, each one of
the three artists officially changed his name to Janez
Jan$a. With this gesture they question the relation
between name and identity in wider social, political
and cultural context.

The work "Troika" deals with 3 pillars of con-
temporary biopolitics: politics, law and economy.

The artists display a set of official documents
indicating their political orientation, legal state and
economical way of operating: 3 SDS member-
ship cards, 3 ID cards and 3 Mastercards with the

reproduction of their earlier action "Mount Triglav" on
Mount Triglav (the highest mountain in Slovenia and
preeminent symbol of the Slovene nation, a styl-

ized depiction of which is the central element of the
Slovenian coat of arms, and is in turn featured on the
flag of Slovenia). These documents are displayed in
opposition to a video showing the letter the 3 artists
wrote to the politician Janez Jan$a soon after chang-
ing their names.

Realized in collaboration with Aksioma — Insti-
tute for Contemporary Art, Ljubljana with the support
of the Ministry of Culture of the Republic of Slovenia
and the Municipality of Ljubljana.
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Ovmntpuin BeHkos

HuTtanckaa komHata AnaHa TblopuHra

Poccwa, 2011
9'06", HD-Bvgeo, 3ByK CTEpPEO

«HopoTKomMeTpakHasa UcTopua-UccrenoBaH1e Boobpa-
HaemMoM 0651aCTU POCCUMCKON KMBEPHETUKM. YUeHbI MPUHK-
MaeT 3apyberHbIX Konner B nabopatopuu, 3aHMMatoLemncs
npobneMammn UCKYCCTBEHHOrO MHTenneKTa. Bckope nocne
Hayana «9KCKYpCHW» ¥ FOCTEN BO3HMKAOT COMHEHWA BO BMe-
HAEMOCTW KOMnerw.

Tema MCKYCCTBEHHOrO MHTENNEKTa BNaaeeT MacCoOBbLIM
BOOGPAKEHNEM Ha MPOTAKEHUN HECKONBbKWUX AECATUNETHUN.
3HameHwuTan ctatesa AnaHa TetopuHra «MoryT i MalumHbl
MbICTTTE?» B CBOEM NMPOBOKATUBHOM Ha3BaHWW 0603HauM-
na ¢pyTypUCTUYECKMIM BEKTOP, MOAXBaYEHHbIM dunocodpamu,
nuTEpaTOpPamMM U KMHeEMaTOrpaprcTaMu, KOTOPbIA HEMUHYEMO
MPUBOAMT K CBEPHEHUIO YEMNOBEKa C NbeAecTana BepLUMHbI
TBOPEHWA — Mbl OKa3blBAEMCA NPEB3OMAEHHBIMA B €4WH-

CTBEHHOM KayecTBe, KOTOPOe MO3BOMMIO0 HaM BbILENTUTLCA
13 rny6uHbl 6ecco3HaTensHoro cyliectsoBanuA. CerogHs,
KOraa KOMMbIOTEPbI A0Ka3bIBAOT MaTEMaTUYECKUE TEOPEMbI,
KOTOPbIE HWUKTO U3 COBPEMEHHBIX MAaTEMATUKOB He CNOCOGeH
MOHATb, Mbl BMIOTHYHO NMOAXOAUM K BOMPOCY, O3BY4YEHHOMY
TbIOPUHIOM: YTO 3HAYMT «MalLMHa» U «MblcnnTe»? MNpea-
nofiaranocb, YTO OTBET AOSIKEH NPONUTL CBET Ha Npupoay
4enoBEeYECKOro MbILLNEHWUS, OAHAKO MOHATbL €ro, BO3MOMHO,
CYMOEHO KaKOMY-TO ApPYromy, GUO-TEXHONOrMUYECKOMY BUAY>.

OmuTpuii BeHkos

Dimitri Venkov. The Chinese Room of Alan Turing, 2011. Courtesy of the artist
Dimitri Venkov. The Chinese Room of Alan Turing, 2011. Courtesy of the artist

Dimitri Venkov
The Chinese Room of Alan Turing

Russia, 2011
9'06", HD video, stereo sound

"This is a short film exploring a fictional branch of
Russian cybernetics. A scientist welcomes his foreign
colleagues in the laboratory that studies the problems
of artificial intelligence. Soon after the beginning of the
excursion the guests start to doubt their host's sanity.

Artificial intellect has been a subject of mass im-
agination for several decades. The provocative title of
a famous article “Can machines think?" by Alan Turing
has marked a vector for the continuous futurist think-
ing, caught up by philosophers, writers and cineasts.
It charts the inevitable fall of man from his pedestal as
the top of Creation once we are surpassed in our only
trait that helped us to stick out from the dark subcon-
scious depths. Today when computers are proving

mathematical theorems which none of the modern
mathematicians is able to grasp, we are coming close
to the question voiced by Turing: what is a “machine”
and what is it “to think"? It was suggested that the
answer will shed light on the nature of human thinking
but perhaps the understanding of it is destined for
another bio-technological species."

Dimitri Venkov
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Ovmntpuin BeHkos
AmepuKa

Poccua, 2012
31'594", HD-B1aeo, 3ByK CTEPED

«B ocHoBe puribMa NEKUT BblAYMaHHAA MHAMbIMW areH-
TaMK aMepPUKaHCKOM pas3BeAKKn KOHCMMPOSIOrMyecKan Teopma
0 POnM MOJSTIOYHOM MPOMBILLIEHHOCTM BO BTopoi mupoeo#
BoMHe. BrnagpiBanack B apTedaKkTbl COBETCKOrO NPOLLIOro
Mo XOoZy CBOEro paccfefoBaHWsA, areHTbl BOIbHO UHTEprpe-
TUPYIOT AaHHbIE U KONNAKUPYIOT HECOBMECTUMbIE Ha NepBbIi
B3MAA, UCTOPUYECKME daKTbl, TaKMM 06pa3oM BbiICTpanBan
abcypaHyto, HO ybeanUTenbHYy KapTUHY anbTepHaTUBHOIO
npotunoro. ABTopbl G1nbMa, B CBOKO o4epelb, TOXe NPOoBO-
[AT HeKoe paccnefoBaHue, NPeAMEeTOM KOTOPOro CTaHOBAT-
€A MexaHW3Mbl MaHUNYNALMKU U MUPOTBOPHECTBA B MACC-Me-
13, a TaKHKe MHCTUTYLIMOHANM3ALIMK KOHCTIMPOSIOMrMYECKOro
MMPOBO33PEHUA KaK Cnoco6a MaCKUPOBKM O6EKTUBHBIX
COLMaIbHbIX NMPOLLECCOB.

HoHcnunponoruyeckue Teoprn NOABNAIOTCA B CUTYaLMK
NONUTUYECKOro nopaxeHua unu beccunua. Hanpumep, noes
MaCOHCKOro 3aroBopa BO3HWKNa BO BpemaA $ppaHLy3CKOM
PEBOMOLMM B KNEPUKaSIbHbIX M COCNOBHO-KOHCEPBATUBHbIX
kpyrax. OfHaKo, B onpeaeneHHOM NCTOPUYECKON CUTYaLMK

MCTOYHMKOM KOHCMUPONOrM4eCKOro BOOGpaKeHMA BbICTY-
naeT camo rocyaapctso. [epexunBan cBOKO yA3BUMOCTb,
BNaCTb MHCTUTYLIMOHANM3UPYET MUbbl 06 MHOCTPaHHbIX
areHTax 1 BpeauTenax, AenCTBYIOLWMX B MHTepecax Bpakae6-
Hblx AepaB. [lofo6HaA AMCKYPCUBHAA NPaKTUKa UMeeT
cepbesHble UMMIIMKaLMKU AnA 06LLecTBa, NOCKONbKY co34aeT
CUTYaLMIO NPUHLIMMNANBHOMO HeA0BEPUA U HEBO3MOKHOCTH
AevicteuA. Ecnv HeBo3MoXHO nepeybeanTb CTOPOHHMKA
Teopuu 3aroBopa, M6o OH C NErKoCTbIO MHKOPMopUpyeT
ntobble apryMeHTbl B CBOE MUPOBO33PEHME, UTO He MOKHO
NPOTMBOMNOCTaBUTL MaLLMHE FOCYAapPCTBEHHOW NponaraHabl,
anesnmMpyroLen K TaiHbIM pbldaram BIMAHUA, MACKUPYA 06b-
€KTUBHbIE NMPOLLECChl M MOAMEHAA peanbHbI aHaNM3 GUKLIM-
e MoxeT 6bITb, KaKytO-TO APYryto JIOMMKY UCTOPUYECKOTO
npoLecca Ui *e CBOK UCTUHHYIO TEOPUIO 3aroBopar.

OmuTpuii Benkos

Dimitri Venkov. America. 2012. Courtesy of the artist

Dimitri Venkov

America
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Russia, 2012
31'54", HD video, stereo sound

"The film is based on a conspiracy theory
invented by fake agents of American intelligence
concerning the role of the dairy industry in the WWIL.
Looking into the facts of the Soviet past the agents
are freely interpreting the information, juxtaposing
the incomparable historical data, while building an
absurd but convincing picture of an alternative past.
In their turn the authors of the film are also conducting
an investigation. Their subject is the mechanisms of
manipulation and myth-making in mass-media and the
institute of conspiracy thinking as a way to camou-
flage objective social processes.

Conspiracy theories appear in the situation
of political defeat and impotence. For example the
idea of Masonic conspiracy appeared in the times of
French revolution in clerical and aristocratic con-
servative circles. But in some historical situations it is
the state itself that becomes the source of con-
spiracy imagination. Experiencing its own vulnerability

the state institutionalizes its own myths of foreign
agents, wreckers and saboteurs, that act on behalf
of the hostile countries. This discourse has serious
implications for society, creating a situation of total
mistrust and impossibility of taking action. If we can
not convince an adept of the conspiracy theory — for
he easily incorporates all your arguments into his own
thinking — then how can we oppose the machine

of the State propaganda? What can we oppose

the machine that appeals to the secret leverage of
influencing, camouflages the objective processes
and substitutes fiction for real analyses? Perhaps the
answer is — we have to give rise to some other logic
of historical process or invent the conspiracy theory
of our own".

Dimitri Venkov
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Bnagumup Apxunos

Cny4aiHble cnegbl caMmoferbHbIX BeELLe

Poccuna, 2012
WHcTannAumsa, obbeKThbl

Vladimir Arkhipov. Accidental Traces of Homemade Objects (installation fragment), 2012. Courtesy of the artist

«Korpa a vy camopenbHble ObITOBbIE BELLH,
A He 3Halo 3apaHee, 4TO U rae A Hanay. He Bcerpa ecTb
BO3MOXHOCTb choTorpadpupoBaTtb BELLWU B CTYANUMHBIX
YCNOBUAX, MO3TOMY A HOWY C cobon 6enbit GoH — -
3€e/IMH, Ha KOTOPOM M ¢poTorpadupyto 06beKTbl. O6bIYHO
BELLM OCTaBMAT Ha HEM Crefbl, U Korga Ux CTaHOBUTCA
CIIMLLIKOM MHOrO, TO €CTb FPA3HO, — NPUXOAUTCA Me-
HATb NUCT. Takux "rPA3HbIX" TMCTOB HAKOMUOCH Y MEHA
n3pagHo. M B aToT pa3 oHM CcTaHOBATCA NpeaMeToM
MOen xypormecTBeHHOM pednekcun. Cammn camopenbHble
BelLM — crnefbl BbIHY¥AEHHOrO TBOPYECTBA, AOKYMEHThI
MM3HU, a rpA3b, OCTaBNEeHHas UMW Ha 6enom bnusenuHe
9TO cnefpl CNefoB, pacnyxatolen BceneHHon obpasos.
Ha BbicTaBKke npeacTaBneHsbl NATb KYyCKOB ¢nn3envHa
no 3,5 meTpa, nsobpaxeHus Belleln, cboTorpadmpoBaH-
Hble Ha 3TUX CBUTKAaxX U TEKCTbl ANANIOr0B U3 MHTEPBbLIO
C aBTOpaMM1 3TUX BELLEW».

Bnaoumunp Apxunos

«B pabote Bnagnumupa ApxvnoBa BcTpeyaroTca ABe
MarucTpasnbHble U NPOTUBOCTOALLME APYTY APYTY NUHUK
pa3BuTHA nckyccTea XX Beka. OgHa U3 HUX — 3TO Tpa-
AWLMSA, BOCXOAALWAnA K "MPON3BOLCTBEHHOMY MCKYCCTBY",
yTBEPAMBLIEMY OObIAEHHYIO BbITOBYIO BELLb B KAYeCTBE

Vladimir Arkhipov. Accidental Traces of Homemade Objects, 2012. On photo: Sergey Debov — Stand for shovels,

Ivanovo, 2002. Courtesy of the artist

npeaMeTa co3vMaaTeNibHOro ycunua xyaoxHuka. OgHa-
KO, B OT/IMYME OT KOHCTPYKTUBUCTOB, NOCBALLABLUMX CebA

NMPOEKTUPOBaAHNIO U NMPON3BOACTBY HOBbIX ObITOBbIX BeLLI,eI;I,

ApXMI‘IOB He CcOo34aeT Ux cawm, a coGMpaeT Beln, CNpoeK-
TUpPpOBaHHbIE N CO3AaHHbIE APYTrMMU. B ceoto ovyepenb,

9Ta yCTaHOBKa Apanosa Ha NOMCK caMoAesbHbIX ObITOBbIX

BeLlew, JINLWEHHbIX B MOMEHT MX HAXOMAEHNA O4EBUOHOM

MPMYacTHOCTH K MMPY MCKYCCTBA, y3HaeT cebA B Tpaau-

L1M gagan3ma, B NepByto oYepenb, B TEOPUM 1 NPaKTUKE
ready-made’a wnn objet trouvé.

BcTpeuatotca aTM iBE JIMHUK C TEM, YTOObI CHATb CBOE
BEKOBOE NPOTUBOCTOAHME. KaK CTOPOHHUK KOHTPKYNLTYPSI,
ApxvnoB AecakpannayeT roCNOACTBYHOLLYIO CUCTEMY UCKYC-

CTBa, TO/bKO AeNaeT OH 3TO HE PaaM YMCTOro HUCTIPOBEp-
HEHWA, a paan YyTBEPHAEHWA BCeobLLero npasa Ha TBop-
yecTBo. Benep 3a Tpaguument "nponsBoacTBEHHUKOB"
ApxvnoB HacTaunBaeT, YTO NMOANMHHOE MECTO MCKYCCTBa —
9TO He aBTOHOMHas cepa NPEKPaCHOro, a cama MH13Hb,
TONBKO BOT BOMJIOLLAETCA 3Ta NPEKpPacHan peanbHOCTb

HEe XYAOMHWKaMWU-NpodeccroHanamm, a CaMMMK NoAbMAU.
M He B yTONMYecKoM nepcnekTuBe, a "3neck U cenvac'.

Buktop Muaunaro

Vladimir Arkhipov. Accidental Traces of Homemade Objects, 2012. On photo: Mars Sharitdinov — Sled, Novy Tytyshly,

Bashkortostan, 2010. Courtesy of the artist

Vladimir Arkhipov

Accidental Traces of Homemade Objects

Russia, 2012
Installation, objects

\
|

"When I'm looking for homemade domestic
objects, | do not know where and what | will find in
advance. Frequently there is no opportunity to take
pictures of objects in a studio, so | carry a white
background — fliseline, for photographing objects.
Usually they leave traces on it, and when it gets too
dirty — you have to change the sheet.

And | have piled up a lot of such "dirty" sheets.
And this time, they become the subject of my artistic
reflection. Homemade objects are traces of forced
creativity, documentation of life. Consequently the
dirt they leave on the white fliselin are traces of the
traces, traces of the swelling up universe of images.
The exhibition features five pieces of fliselin, each
3.5 meters long, the images of objects photo-
graphed against them and extracts from interviews
of their owners."

Vladimir Arkhipov

“Two primary and opposing tendencies in the
development of 20th century art meet in the work of
Vladimir Arkhipov. One of them is a tradition, which
traces back to Productionism, that maintained that
the standard everyday thing was an object of the

Vladimir Arkhipov. Accidental Traces of Homemade Objects, 2012. On photo: Petr Sergeevich Gouskov — Chair,

Ryazan region, village Stolptsy, 1999. Courtesy of the artist

artist’s constructive endeavour. However, unlike

the constructivists, who devoted themselves to

the design and production of new everyday things,
Arkhipov does not create them himself but collects
things that have been designed and created by oth-
ers. In its turn this precept of Arkhipov's to search
for everyday home-made things, divested at the mo-
ment of their discovery of any obvious connection to
the world of art, can be recognised in the traditions
of Dadaism and primarily in the theory and practise
of the ready-made or objet trouvé.

These two lines meet in order to remove this
age old confrontation. Following the traditions of
the disciples of counter culture Arkhipov desancti-
fies the ruling system of art, only he does this not
purely for the sake of subversion but for the sake of
confirming the universal right to art. Following the
traditions of the “productionsts” Arkhipov insists
that art's authentic place — is not an autonomous
sphere of the beauty but life itself, only this fine
reality is made manifest not by professional artists
but by the people themselves. And not in a utopian
perspective but in the here and now!”

Victor Misiano
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OuHa HapamaH

No3HaBaTenbHan Tenenepena4da

Poccua—YKpavHa, 2013
9'00", ogHokaHaneHoe Buaeo. HDV-B1Aeo, LUBET, 3BYK CTEPED

«HayuyHo-nonynspHble $pUnbMbl U TeNenepeasaym CTOMKO
aCCOLMUPYIOTCA Y 3pUTENA C HAYYHOM MCTUHOM, N3NOKEHHOM
B JOCTYMNHOM AnA noHuMaHua ¢opme. OHKM Bbiniv Npu3BaHb
pacKonAoBbLIBaTb PeasibHOCTb, MOANWUTLIBAA BEPY B HAYYHbIM
nporpecc 1 ceeTioe byayliee — HeT HUMKaKoro BosnwebcTea

B 3TUX MaJlIeHbKUX NYTELLECTBHNAX B NPOCTPAHCTBE U BPEMEHN.

Bonee Toro, MHpOpPMaLMOHHBIM NOTOK BOCNPHUHUMASICA aBTO-
MaTUYECKM KaK AOKYMEHTAlbHbINM, KaK 3epKaro, oTpakaroLee
MPOrPECCHBHYHO PEaNIbHOCTb; TEKCT, MPOU3HOCHMbIN 3aKaj-
POBbLIM FO/IOCOM AMKTOPA, YAOCTOBEPAS UINOCTPUPYHOLLMIA
ero BMaeopsa. HeyomuentensHo, 4To ®aHp No3HaBaTENbHOM
Terienepenayn Ctan akTMBHO MCMONb30BaTbCA CaMUM Tere-
BMIEHWEM KaK 6a3a AfiAa co3jaHuA MOoKbloMeHTapu. becko-
HeYHOe KOMMPOBAHWE W NepensieTEHNE MHOKECTBA peanbHO-
CTEMN PaspyLUMIKU MEPAPXMIO, MPOHU3LIBAIOLLYIO MUP.

BotaHnnyeckui cag — oasunc, cosgaHHbIM pyKamu
4enoBeKa W NPU3BaHHbIA CNYHUTb HayKe. YHMKabHbIM
06pa3oM 34eCb COYETAOTCA YE/TOBEK, M3YHatoLWMiA Npupoay
W YenoBek, co3epuaroLmi ee. Ho MomeT nn coBepLIMTLCA
MCTMHHBIVA aKT CO3epLaH1A B MCKYCCTBEHHO B3POLLLEHHOM
W CyLLEeCTBYIOLLEN B yrofdy Hay4HOMy 3HaHuto cpene? Bepo-
ATHO, Ternepb BO3MOMHO TO/IbKO CO3epLaHMe Camoro Yesiose-
Ka BMecTe C ero "paickum yronkom". [Buxymecsa obpasbl
Ha 9KpaHe TeneBM30pa, He nepecTasan ObiTb AOKYMEHTa b~
HbIMW, BHOBb 3aKO/4,0BbIBAOT PeasibHOCTb B HalleM CO3Ha-
HWUK U KPUCTASIIN3YIOT ee B MUd».

OnHa Kapaman
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Dina Karaman. Cognitive Broadcast, 2013. Courtesy of the artist

Dina Haraman
Cognitive Broadcast

Russia—Ukraine, 2012

9'00", one-channel video. HDV video, color, stereo sound

"Popular science films and TV shows are
assotiated by viewers with scientific truth, formu-
lated in an understandable form. Their purpose
was to disenchant reality, supporting the faith in
scientific progress and the future. There is no
magic in these small journeys in space and time.
Moreover, the informational stream was auto-
matically perceived as documental, as a mirror,
reflecting the progressive reality; txt, pronounced
behind the screen by a dictor, confirming the
illustrating video image. It is not a surprise that
the genre of educational TV show came to be
used by television itelf as a basis for creating
mocumentary. Endless copying and intertwin-
ing of many realities destroyed the hierarchy,
pervading the world.

Botanical garden is an oasis created by
human hands and called to serve science. A hu-
man being, studying nature, and a human being
contemplating it are uniquely combined here.
But can a genuine act of contemplation take
place in an artificially environment, created for
the scientific purposes? Probably only a con-
templation of a human being himself together
with his "artificial paradise" is possible. Moving
images on the screen of the television, not ceas-
ing to be documental, enchant the reality in our
consciousness and crystallize it as a myth.

Dina Karaman
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NpoeKTbl
Projects

MaHunynupoBaHne BUPTYanbHOCTHI0 — CO3[AaHne CBOWX MUPOB
Manipulating Virtuality — Creating One's Own \Worlds




Photography has practically forced us to abandon the Platonic view of real-
ity. We have less and less grounds to think about our experience, making distinc-
tions between an image and a thing, between a copy and an original. It was easy for
Plato to despise images likening them to shadows — transient, minimally informa-
tive, immaterial, powerless companions of the real things, casting these shadows.
But the power of photographic images lies in their character as material realities,
information left from the objects which became a photo through light. And they
powerfully interchange places with reality and turn it into a shadow. Images are
more real than one can imagine.

Susan Sontag,
from the book "On Photography"

Creating pseudoreality in the form of mocumentary/pho-
tos/installations/etc. is a contemporary art practice which
gives an opportunity to superimpose a new layer onto the
cake of the realities (real world — the world artist sees —
the world artist creates — the world perceived by viewer).
Today it would be more interesting to work/experiment
with playing with virtual reality, created by and transmitted
through social networks — such services as Instagram, Face-
book. The young generation has big problems with reality,
because the process of their growing up fell exactly within the
spread of the social networks. Their thinking is more clipart
and they live by clipart/pic/mem/status. Studying this per-
ception through transmitting virtual simulacrums is important
for contemporary artists.

Maria Hramar,
for the catalogue «Expanded Cinema — IlI»

Motorpacma hakTU4ecKn BbIHYAUNAa Hac paccTaTbcA
C NNaTOHOBCHKMM MOHMMaHueMm peanbHocTu. Y Hac Bce MeHbLue
N MeHbLLE OCHOBaHMWI pa3MbILLNATL O HALLEeM OnbiTe, NPOBOAA
pas3nnyunA mexgy o6pa3om v BeLlblo, MeHay Konven n opu-
ruHanom. MNMnatoHy yaobHo 6bino npeHebperunTensHO OTHO-
cuTbcA K nsobpareHnam, ynoaobms nx TeHAM — NMpexogALLUM,
MVUHMMAanbHO NHOpPMaTUBHBLIM, HemaTepuanbHbimM, beccunb-
HbIM CMYTHULAM pearnbHbIX Bellei, oTbpacbiBaloLmxX 3Tu
TeHn. Ho cuna cdotorpacdmyecknx obpasos onpegenaeTtca Tem,
4YTO OHM camu Mo NpaBy — MaTepuanbHble peanbHOCTU, UHGOP-
MaTUBHbIE OCTaTKW U crefbl TOro, YTO X BbICBETUIO, BNAcTHO
MEHAIOLLMECA PONAMU C AENCTBUTENbHOCTbI0O — AENCTBUTENb-
HOCTb NpeBpaLjalowme B TeHb. /13obpareHunna bonee peanbHbl,
Yyem MOMHO bbino BoobpasunTsb.

Coto3eH CoHrar,
13 rHurn «0O choTorpadpmmy

CospgaHue nceBpopeansHOCTY B BUE MOKbIOMEH-
Tapu/coTorpadmii/ MHCTannAYMA U T. f., CErogHA ABMNAETCA
M aKTyanbHOW NPaKTMKON, N BOSMOMHOCTbIO HanoXUTb HOBbIA
CIIO Ha NUpPOr peanbHOCTEN (peanbHbIl MUP — MUpP, KOTOPbIA
BUANT XYAOHHUK — MUP, KOTOPbIA XYAOKHUK co3gaetT — Mup,
HOTOpbLIV BocnpuHUMET 3puTtenb). CerogHAa bbino 6bl MHTEpecHo
nopaboTaTtb/nosKcnepMmMeHTUpoBaTb Kak pa3 ¢ 0bbirpoiBa-
HMEeM BUPTYanbHOW peanbHOCTW, CO3[ABaemMoin U TpaHCnupye-
MOV coLManbHbIMN CETAMN — TaKUX CEPBUCOB, KaK MNHCTa-
rpam, ceiicbyK. Y monogoro nokoneHnAa 6onbluve npobnemsl
MMEHHO C peanbHOCTbIO, MOTOMY YTO MPOLIECC NX B3POCNEHUA
NPULLENCA KaK pa3 Ha pa3BuTUE COLCeTein, N 3TV Monogbie
noan yHe MbICNAT KNUNapToBO M HUBYT KNUMNapToBO/KapTuH-
Kamu/memamu/ctatycamu. HaKk pas usyvyeHue atoro Bocnpus-
TNA NOCPEACTBOM TPaAHCNVMPOBaHUA BUPTYanbHbIX CUMYNAKPOB
aKyTanbHO ANA COBPEMEHHbIX XY[OXHHNKOB.

Mapwua Hpamap,
crneuvansHo anA Katanora «PaclunpeHHoe KuHo—ll1»



While Plato's Cave Allegory perfectly reflects the philosophical consequences
of today's digital achievements, humans have developed many ways to perceive
the world by means of technical media. In daily life, while using the various types
of instruments located between humanity and cognition of the world, most of
us have learned to deal with the fact that in a digitally dominated world various
representations of reality exist side by side, at the same time. As a result,

a modern human does not fall into confusion, but instead constantly mediates
between different levels of reality without a second thought. To an artist, digital
media are the way to point out to the person in the cave the discontinuity of their
perceptions which they are able to bridge so easily — even though an eye opener
will only last a short while.

Monica Studer,
for the catalogue «Expanded Cinema — llI»

“Liquidate without losing anything!”
was the credo on which we built our
previous 25 year career. Although we’re
no longer proud of it, we did assist
individuals with cash flow problems in
creative and resourceful ways. Legalities
not withstanding, this work attuned us
to the potential of film, photographs and
other ephemera to suggest story lines
that could be construed as truth. At the
very least we confused the truth to the
point that alternative narratives could
be suggested and adopted as believable.
Variable parallel realities that call into
question “what happened” and what we
believe to be real, while simultaneously
winking at the presence of the directors
just slightly off stage, is the basis for
our current body of work as artists.
Insinuation, implication, loaded gestures,
pregnant pauses, cross conversations
and doppelgangers are all present in our
recent work. “What is going on here?”
is a question we are commonly asked.
As we move forward with this series
inspired by our own fraudulent artifacts
the confusion will only grow.

Jack and Leigh Ruby,
for the catalogue
«Expanded Cinema — llI»

HecmoTtpa Ha To, 4TO «newepHaa» anneropuA NnatoHa
o4yeHb TOYHO OoTpaxaeT unocodicKNEe acneKTbl COBPEMEH-
HbIX AOCTUHEHUA B 0bnacTn undpoBbIX TEXHONOMMA, B HaLUM
AHW NOABNAETCA MHOXecTBO crnocobos mupoBocnpuATMA
Npy NOMOLLY BbICOKUX TexHonoruin. MNMonb3yAcb pa3nuyHbIMK
WHCTPYMEHTaMV NO3HAHUA OKpYHaloLlei AenCTBUTENbHOCTM,
6onbLUMHCTBO M3 HAc NpUHUMAaET haKT COCyLLECTBOBaHUA pas-
NWYHbIX BapUaHTOB ee NpefAcTaBleHnA KaKk AaHHOCTb. [pyruvn
crnoBamu, COBpEMEHHbIN YenoBeK He npebbiBaeT B 3amMeluaTenb-
cTBe, a He 3afyMbIBaACb, NpuHUMaeT Ha cebAa ponb nocpep-
HUKa MerAay pasnnyHbIMN YPOBHAMM peanbHoCcTU. Xyaom-
HUKM ncnonb3yioT udpoBbie Megra anAa Toro, 4Tobel nomoyb
«neLepHomy» YenoBe4yecTBY 0CO3HATb Pa3pbiBbl B BOCMPUATAN
Mupa, XoTA NoAobHbIE OTKPBLITUA MUMONETHbI.

MoHuHKa LLTyaep,
crneuvansHo AnA Katanora «PaclunpeHHoe KuHo—III»

«YHUYTOXATb, HUYero He notepAs!» Takum Bbino Hale Kpeao Ha NPOTAXEHUN
25 net Hawen paboTtbl. XoTA mMbl 6onbLue He UCMbITbIBAEM 3a HEE YYBCTBA FrOpPAo-
CTW, Mbl HA camMOM fiene nomMmoranv negAm, UMesLLMM npobnembl ¢ NoToKamn Hanuy-
HOCTW, BeCbMa TBOPYECKMM N n3obpetatenbHbiM cnocobom. XoTA Ham npuLunock
CTONKHYTbLCA C 3aKOHOM, 3Ta paboTa NOATONKHYNa Hac K MCMONb30BaHNI0 MOLLHOIo
noTeHynana KuHo, chotorpacdm 1 gpyrux TEXHUK co3fgaHnA acheMepHbIX CPpefcTB
No HaBA3bIBAHWNIO OMNPEAENEeHHbIX CIOHETHbIX NMMHWUIA, NMPUHUMAEMbIX 3a nNpasay.
Mo meHbLUE MEpe, Mbl 3anyTbiBanu npasgy A0 TOW CTENeHW, 4To BO3HWKana BO3-
MOX{HOCTb NPEACTaBUTb U NPUHATbL ankTEPHaTMBHbIE HAPPaTUBbI B KA4eCTBE BEPOAT
HbiXx. PasnuyHble napannensHbie peanbHOCTW, CTaBALLME NOJ BOMPOC «CNy4MBLLEECAY,
KOTOpoe NpefcTaBnANoCL Ham peanbHbIM, O4HOBPEMEHHO HaMEKaA Ha NPUCYTCTBuE
pexuccepa 3a Kynucamu, — BOT OCHOBa HalLero COBPEMEHHOro Xy[0HEeCTBEHHOIO
TBOpyecTBa. IHCMHYaLmA, umnnuKkaumA, HarpyxeHHOCTb HecTa, 3Havyalme naysbl,
nepexKpecTHbIe Avanoru 1 ABOMHUKM — Bce 3TO ecTb B Hawumx pabotax. «4To 3geck
npoucxogut?» — 06bIYHO Ham 3afatoT aToT Bonpoc. Mo mepe Toro, Kak Mbl Bygem
ABUraTbCA Aanblue, BAOXHOBNAEMbIE HALLUMM HyNbHUYECKUM Hacnegvuem, 3anyTaH-
HocTb ByfeT TonbKo Bo3pacTaTh.

xer n J1n Pybu,
crneuvansHo anA Katanora «PaclumpeHHoe KuHo — 1y



The problem is that there is a great contradiction between video games and
real life. In real life we have no agency; we can’t control everything. In video games
suddenly you are the master of the universe. They bring back a brutal vitality
where your life is based on competition, vital competition. On the other hand of
course it is interesting that in video games you can also navigate in different ways,
allowing you to look into details. It is not like in a film where you have to watch
a main story and have to identify with the main hero. Maybe | should clarify that
it is the computer-animated images that interest me, rather than games. These
images are on the verge of becoming the standard, making images based on
photography begin to look anachronistic. Because computer-generated ones are
not just a copy of the world — they are a new creation of the world.

Harun FarocHi,
from the interview for “Neural”

Now up comes virtual reality, which concerns itself
with a multiple viewpoint, unlike the traditional Renaissance
sense of perspective. Virtual reality, both on the part of its
manufacturers and of the people who watch it, necessitates
an understanding of how my eye is related to that point there,
this pont here, not seen from a static position, as painting
would organize it, but from a moving position. Suddenly all
these new possibilities of considering the art of perspective
are opened up. Perspective has got to be reutilized. The
aesthetic that was associated with so much formalistic
painting over the last three hundred years can be revitalized,
reexamined. This is one example of how the technology of
virtual reality is going to affect our aesthetic thinking all
over again. | think the malaise that exists in cinema today
stems from the fact that the technological fascinations with
film technology have disappeared; they've moved on to the
electronic television area. In some senses, the technologies
associated with a hundred years of cinema have either
become sterile or have run themselves out into the ground.

Peter Greenaway,
from the interview for "Paris Atlantic Magazine”

Mpobnema B Tom, 4TO cywecTByeT BonbLLoe NpoTUBOpE-
Yyne Meray BUAEoMrpaMn U peanbHon »usHblo. B peanbHoii
HN3HN Mbl HE UMEEeM BNacTu Hap coBbITUAMN, Mbl HE MOXEM
NPOKOHTpoNupoBaTh Bce. B Bupgeourpax Tbl BHE3anHoO OKa-
3biBaewwbcA x03AnHoM BeceneHHoi. OHM Bo3BpaLLaloT B MUp
6pyTanbHyio BuTanbHocTb. H{M3Hb YenoBeKa 3pechb 3aBUCUT
0T copeBHOBaHUA, oT 6opbbbl 3a cyuwlecTBoBaHue. C gpyron
CTOPOHbI, KOHEYHO, UHTEPECHOD, Y4TO B BUZEOUrpax MOXHO nepe-
MeLLaTbCA B pa3HbIX HaNpaBneHUAX U paccMaTpuBaTh geTanu.
B atom otnnymne ot KnHodmunbma, rae Tbl BbIHYHAEH Crefo-
BaTb 3@ OCHOBHbIM CIOHETOM U OTOXLAECTBNATLCA C rMaBHbIM
repoemM. Bo3amoHO, A 4ONMHKEH NOACHUTbL, YTO MEHA UHTEpEe-
CYIOT KOMMNbIOTEPHbIE aHNMUPOBaHHbIe 0bpasbl, a He camu
urpbl. 3T obpasbl B bnuraiiliee BpeMA MOryT cTaTb CTaHAApT-
HbIMW, BbiITecHUB choTorpacmyecKre B obnacT aHaxpoHU3MOB.
eHepupyemble KomnbloTepom 06pa3bl — 3TO yHe He NPOCTo
KonuA mMunpa, a ero HoBoe TBOPEHME.

XapyH MapoKru,
B uHTepBbio anA “Neural”

Ceiiyac Ha nepBbIi NNaH BbilNa BUPTYanbHaA peanbHoCTb,
B KOTOPOV NEpPBOCTENEHHA MHOMECTBEHHOCTb TOYEK 3PEHUA,
B OTNM4Me oT TpaguumoHHoro anA PeHeccaHca owylieHnA nep-
cnekTuBbl. BupTtyanbHaAa peanbHoOCTb, KaK 0T pa3paboTyuKa,
TaKk 1 ot notpebutena TpebyeT NOHMMaHWA TOro, Kak Mol rnas
COOTHOCUTCA C TOW NN MHOW TOYKON NPOCTpaHCTBa. YiKe Hefo-
CTaTO4YHO NPOCTO B3rNAAA U3 CTaTUYHOrO MOMNOMEHNA, NeHa-
Lero B OCHOBE Husonucu, Heobxoanm B3rnAf, ABUHYLLMIACA
B NpocTpaHcTBe. HeoxnpgaHHO OTKPbLIBAOTCA HOBbIE BO3MOHHO-
CTV paccMOTpeHuA UCKyccTBa nepcrnekTusbl. MepcnekTuea pon-
Ha bbITb MCcNonb3oBaHa No-HOBOMY. ACTETUKA, HA NPOTAMKeE-
HUM NocnegHUX TPEXcoT NeT accounnpoBaBluas ceba B TaKoi
3HaYMTEeNbHOM CTeNneHn ¢ hopManuCTUYECKON HNBOMNUCHIO, AOT-
HHa bbITb NnepecmoTpeHa. B Hee HeobxogMMo BNUTL HOBbIE
HU3HEHHbIE cunbl. 3TO OAUH U3 NPMMEPOB TOr0, KaK TEXHO-
norvA BUpTyanbHON peanbHocTn bygeT B ganbHeilemMm NocTo-
AIHHO BO3[eNCTBOBaTb Ha Halle acTeTM4yecKoe MmbiwneHue. MHe
KareTcA, pasoyapoBaHue, NPUCYTCTBYIOLLEE CEerofiHA B onpe-
AeneHHbIX KMHeMaTorpaduyecKux Kpyrax, onpegensaerca
Tem haKToM, 4YTO TEXHONOrMYECKOE 04apOoBaHNEe TEXHOMOrmein
NPOLLNO 1 ywno B chepy aNeKTPoOHHOro TenesnfgeHua. B HeKo-
TOPOM CMbICIEe, TEXHONOrNM, acCoLMMPYIOLLMECA CO CTONETHUM
pa3BuTMEM KuHemaTtorpada, okasanucbk 6ecnnogHbimu, nubo
noTepnenu Kpax.

MuTep 'puHyan,
B WHTepBblo gnAa "Paris Atlantic Magazine”



Orex n Jin Pybn
Cnyyan Ha aBTOMOWNKe

Asctpanua, 2012
3aKonbLoBaHHaA BMOEONPOEKUMA (BUAEO, NEPEBEAEHHOE C 35 MM KUHOMNEHHKK), dhoTorpadunm
[Npagtocepel: CanmvoH Jn n /1B Cyccman

Mpupona potorpadpmmn nnm BUAEO KaK BU3yanbHOMO
CBUAETENbCTBA «3a» UK «NPOTUB» Nepe, TMLOM UCTOPUK
WK 3aKOHa 06bIrpbIBAETCA Ay3TOM aBCTPAIMIACKMUX XYA0H-
HMKOB, 6paToM U cecTpor — [xerom n Jlu Py6u. B 70-e
1 80-e rofbl XyA0KHUKM aKTUBHO KPUTUKOBAK M Npenapu-
poBanu cucTeMy obLLEeCTBEHHOO A0roBOPa U COBPEMEHHOMO
KanuTannama, MHCLLEHUPYA NPEeCTYNIeHUA U NPOUCLLECTBUA
C HAMM CaMUMM UITKM MX COBCTBEHHOCTBIO M MOMy4Yas B pe-
3ynbTaTe Cy[oB 3aCyKeHHble, M0 BEPCHUM 3aKOHA, KOMMEH-
cauuu. [NosgHee npaKTHKa nognora M NOCTaHOBKK NpMBena
cembto Py6u B aBCTpanuincKyto TIOpbMYy: MHCLLEHWMPOBaHHaA
Kpama 1x aBTOMO6MA Ha aBTOMOWKe Nlerna B narnxy o6smHe-
HWA B CyAe, NOCMNe Yero XyAOKHWKM OKa3aCh 3a PeLIeTKOM
Ha AeCATb NeT 3a MOLUEHHUYECTBO M NMkecBuaeTesnbcteo. Po-
Torpadma, KOTOpan BbICTABNAETCA B MHCTaNNALMK «Cryyan
Ha aBTOMOMKE» — €MHCTBEHHbIV BELLOK, PEeLUMBLUMI AeN0

Py6u B cyne He B ux nonbay. CrnycTta roapl nocre Bbixoaa

M3 TIOPbMbI, OFNAABIBAACE HA GYHTAPCKOE MPOLLSIOE U BCHO
MOAPbIBHYO AEATENBHOCTb B MONOAOCTH, AyaT Pybu Bo3Bpa-
WwaeTcA K NybnmnKke c BOMPOCOM 06 OTHOLLIEHWAX PeasibHOCTH
W NOCTaHOBKM, NapafoKcanbHOM cneundnke dotorpadui

W BUAEO KaK MHCTPYMEHTOB OGBMHEHWA MW OnpaBaaHus.
MHcTannauma 6yaTo 6bl BOCCTaHABNMBAET XOA, COOLITUIM B TOT
AeHb, Korga 6pat 1 cectpa Py6u pelumnu nowntr Ha odepen-
HOe NPecTymnieHWe BO MMA UCKYCCTBA U MOCTaBUTb ObITO-
BOW CMEKTaK/b C Kpamen aBTomobunda. Bece repon cHrmKka
paccKasblBatoT NPO TOT A€Hb W NPECTYNNEHWEe CO CBOEN
MO3WLLMK, KaK Obl BbICTyNas CO CBUAETENbCKUMU NOKa3aHWA-
MU Nepea, HeBUAWMBIM CYLOM, KOTOPbIM Ha 3TOT pas He npu-
BEOET XyLOXKHUKOB B THOPbMY.

Jack and Leigh Ruby. Car Wash Incident, 2012. Courtesy of the artists
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Jack and Leigh Ruby
Car Wash Incident

Australia, 2012

Video (transfered from 35mm movie film), loop, photos

Producers: Simon Lee and Eve Sussman

The nature of photography or video as a visual
pro or contra testimony in the face of history or law
is emphasized in the works of Australian duo —
brother and sister Jack and Leigh Ruby. In the 70's
and 80's the artists were actively criticized and
dissected the system of social compact and modern
capitalism by staging crimes and incidents involving
themselves or their property and obtaining deserved
compensation after going through all legal proce-
dures. Later their practice of forgery and staging
resulted in Ruby’s family being put in Australian
prison. Their staged theft of their car on the car
wash was put on accusation file in court and after
that the artists were sent to prison for ten years for
fraud and perjury. The picture from the Car Wash In-
cident installation is the only material evidence which

determined the case against them. Years after being
released from prison and looking back at their rebel-
lious past and all undermining activities the Ruby
duo has come back the to public with the question
of relation between reality and staging, paradoxical
the specifics of pictures and video as instruments
of accusation or discharge. The installation alleg-
edly restores the events of that day when brother
and sister Ruby decided to commit another crime in
the name of art and staged a domestic performance
involving the car robbery. All the heroes of the photo
talk about that day and the crime from their point

of view, all of this is staged in front of the imaginary
court which, this time, is not going to end up mean-
ing time in prison for the artists.
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XapyH MPapoKn

CepbesHble urpbl (wactu i, I, 1V)

'epmaHuna, 2009—2010

YHacTe I, Tpu mepTeeua: 8'00", 3aKonbLoBaHHaA BUOEONPOEKLMA, LUBET, 3BYK
YacTe lll, Morpyrenne: 20'00", 3aKonbLOBaHHAA BUOEONPOEKLUMA, ABYXHaHaNbHOe BMOEO, LUBET, 3BYK
YacTte IV, ConHue 6e3 Teqn: 8'00", 3aKonbLOBaHHaA BUOEONPOEKLUNA, ABYXHaHaNbHoe BUAEO, LBET, 3BYH

50 neT B AOKYMEHTANIMCTUKE HEMELIKOIO BUAEOXYLOKHM-
Ka XapyHa Papoku y3HarTCA B NpUemMax ero MccregoBaHus
O TEXHONOTMUAX COBPEMEHHOW BOMHbI, KOTOPLIM OH MOCBATHI
CBOI BUOEO-MHCTANNALMIO U3 YeTbipex YacTen «CepbeaHble
nrpbl». CUMyNALMUK, CUHTETUHECKHUE FOPOLA M KOMMbIOTEPHbIE
Wrpbl KaK rnaBHas obyvatoLias nporpaMmma COBPEMEHHOMO
TaKkTMYecKoro 60s paccmatpusaeTcA PapoKku B Tpex BUAEO
O TOM, KaK MOHMTOP, KnaB1aTypa 1 HapUCOBaHHbIE Ha KOM-
MbloTEepPEe ropbl U NYCTbIHM CTAHOBATCA NONEM BUTBbI ANA HO-
Bo6paHueB. lepon AoKyMeHTanbHOM YacTh «CepbesHbix
Wrp» — ConaaThl aMEPUKAHCKOWM apMKUK W MX NMpenogasaTeni,
[OrOBOPMBLLUMECA CUMTaTb LIMGPOBLIE CUMYNALMKU HACTOALLUM
BOEHHbIM NarepeM, rae CTOMUT YYMTbCA NapTU3aHCKOMy 600,
npefoTBpaLLaTh TEPaKTbl MU YHUUTOKATb NPOTUBHUKA B XOAE
BOEHHbIX onepauuit. To, HACKONBKO CHNbHO BOEHHbIE NMOBe-
PAT B UIINO30PHOCTL FEHEPUPYEMOM NPOrpaMMon AeNCTBM-
TESIbHOCTH, B KOHEYHOM CHETe MPUBEAET K YCreXy B BOMHE
W BbIXWBaHWIO: Bepa B 3K npeactaeT B «CepbesHbx Urpax»
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Harun Farocki. Serious Games, 2009—2010. Photo: Serious Games 1, Watson is Down, © Harun Farocki 2010. Courtesy of the artist

3a/10roM COXpPaHEHUA HU3HWU. YeTBepTas YacTb MHCTANNALMM,
B OT/IMYME OT NPEAbIOYLLMX OKYMEHTASIbHbIX, — NMOCTAHOBOY-
HOe BMAEO C aKTepamu-nepdOMaHCUCTaMU, KOTOPbIE UIParoT
BETEPAHOB Ha BCTPEYE C NCUXONIOraMu AfA YyCTPaHeHUs
BOEHHOMO CHHAPOMA. DTa NPaKTUKa AEeUCTBUTENBHO CYLLECT-
BYeT B aMEPUKAHCKOM apMUH, KOraa y4acTHUKA BOMHBI yyaTt
BOeBaTb W 3abbiBaTb NPO BOMHY OOHWMK M TEMMW e CMOCOo-
6amu. [NocTTpaBmMaTMyeCcKoe pacCTPOMCTBO BhlIeUMBaAETCA
TaKMMK Ke CUMYNALMAMU: NCUXOAHATMTUK NprberaeTt K KOM-
NbOTEPHOM NporpaMme, YTobbl BOCCO34aTh HEBO3MOMHbIM
AN aMepUKaHCKOW peanbHOCTHU NeM3ak, Norpy3nTb B HEMO
MEepPTBY BOMHbI C HAPYLUEHUAMM MCUXMKW M NpopaboTaTb 60-
ne3HeHHble BOCMOMUHaHKA. o norvke PapoKku, MHCTPYMEHT
BOWMHbI MOXKET BbITb U MHCTPYMEHTOM UCLENEHWA, U TONBKO
MrpoBas peasibHOCTb AOMNYCKAET TaKOW Oyasin3M.

Harun Farocki. Serious Games, 2009—2010. Photo: Serious Games 1I: Inmersion. © Harun Farocki 2009. Courtesy of the artist

Harun Farocki

Serious Games (parts Il, I, 1V)

Germany, 2008—2010
Part Il, Three Dead: 8'00", loop, video, calor, sound

Part Ill, Immersion: 20'00", loop, 2 videas, color, sound, 20 min
Part IV, A Sun Without Shadow: 8'00", loop, 2 videos, color; sound

German video artist Harun Farocki’s fifty-year
experience in documentary is perfectly demonstrated
by his exploration methods in the four-part “Serious
games” video installation dedicated to the technolo-
gies of modern war. Simulations, synthetic cities and
computer games as a principal education program
of modern tactical action are examined by Farocki
in three videos with computer screen, keyboard and
computer-designed mountains and deserts becom-
ing the battlefield for recruits. The main heroes of the
documental part of “Serious games” are American
soldiers and their teachers who agreed to consider
digital simulations a real military camp where one can
learn partisan warfare, averting of the terrorism acts
and enemy's annihilation through military operations.
The soldiers' faith in programmatically generated illu-
sion is the key to successful war actions and survival.
The faith in fake reality in “Serious games” is the

guarantee of life preservation. The fourth part of the
installation unlike the previous documentary ones,
is a staged video involving actors performing as war
veterans seeing psychologists in order to treat their
post-traumatic war syndrome. This practice of using
the same methods for learning to be at war and to

forget about it is quite common in the American army.

Posttraumatic disorder is treated with the help of
same simulations, when the psychologist uses com-
puter program to recreate the landscape impossible
for American reality and immerses the war victim with
mental disorders in it in order to resist painful memo-
ries. In Farocki's opinion, the instrument of war can
also be the instrument of recovery and this dualism is
only possible in the game reality.
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Monuka LUTypep u Hpuctod BaH geH Bepr

BepwivHa ropeol

LLIsenyapua, 2005
OHNanH-NpoeKT 1 MHCTaNNALMA

Cospatenu MHTEPHET-CUMYNAKPOB W OHNAMH-ranepen,
B 9TOM MPOEKTE LUBENLAPCKHUE XYLOKHUKM peLinnm obpa-
TUTbCA K MAee 3anporpamMmMUpPOBaHHON UaUNIKK. B nHctan-
nauum «BepwmHa ropel» Moxuka LUTynep v Kpuctod BaH
AeH Bepr vrpatot co CBOMM NPOMUCXOKOEHUEM U CO3AAL0T
BbIMbILLNEHHbIA NaHawadt. AnbnuMicKue nyra v ropbl — OAMH
M3 caMblx NOMYNAPHbLIX TYPUCTUHECKUX CTEPEOTHUMNOB, Npes-
MeT noTpebuTenbCKMX GpaHTasmnit O CNOKOMHOM OTyCKe
B 6e3BpemeHbe. [ycTble neisamu, K13Hb B KOTOPbIX 3aTaun-
nacb 1 6yaTo 60MTCA NOLIENOXHYTLCA — abCOMOTHOE KNuLle
0 MecTe Ha 3eMJie, IAe YesioBeK, 3arHaHHbI COBPEMEHHbIM
PUTMOM KOHKYPEHLMM, Nobes, U MOPaKEHUI, MOKET yeau-
HWUTBCA CO CBOWMMW MbICIIAMMU B CTEPUNBLHOM W BE3MATEKHOM
cpefe, HaBeBatoLLLEe OLLyLleHWe NOTYCTOPOHHEro MUpa.
B 2005 rogy nocetuteny mMy3es B 6pUTaHCKOM ropoae
lefiTcxeqe cMornM okasaTbCA B UCKYCCTBEHHO CKOHCTPYM-
POBaHHOM Men3ake C TAaBKOW W HACNaAMTbCA HepeasibHbIM
BWZOM Ha anbMUACKYO BEPLUKHY. B 3TOT MOMEHT 1x 3anucel-

Basia Kamepa u otnpasnsana ¢otorpadumn oHnanH. PaboTan

¢ deTvwamm obLiecTBa NOTPEGIEHNA, XYAOKHUKM NapOANPY-
tOT pEKNamMy M TYPUCTUHECKYIO MHAYCTPUIO, KOTOpasA HaBA-
3bIBaeT NepexmMBaHUe YHUKaNbHOroO OnbiTa Yepes co3haHue
nactopasibHOM GUKLMK, B KOTOPOW xo4eTcA oKkasaTtbes. «Bep-
LIMHA ropbl» — HarNAAHbLIMA NPUMEP TOro, YTO KNMEHT Xo4eT
CYacTbA B yAO6HOM 1M TOPHECTBEHHOM YNaKkoBKe U HEMUHYye-
MO ronagaeT B CUHTETUYECKWUIA NaTTepH C aTpUByTUKON mae-
anbHOro oTApixa. A naBoyKka Nocpeam BbICTaBOYHOIO 3ana,
OKpY*eHHaA anbrnMCcKoM naHopaMon — mMeTapopUIECKUH
TeNenopT B CaAKYy0 UIIO3MIO U YHUBEPCaNlbHOE TYPUCTH-
yecKoe nepexunsaHue. Kak n B BennkobputaHum, B MOCKOB-
CKOM 9KCMno3uummn doTorpaduu Tex, KTo CaaMTCA Ha NaBKYy,
OTNPaBATCA B NOCTOAHHO OBHOBIIAEMYIO OHNAMH-Tanepeto.
Tak cozpaetcaA 6a3a BUPTyasnbHbIX TYPUCTOB, BbIGPABLLMX
CBOIO HepearnbHyto NyTEBKY B pai Ha 3emre.

from the installation in the BALTIC Centre for Contemporary Art, Gateshead/New-

Monica Studer and Christoph van den Berg. Mountain Top, 2005. Live recordings
castle, GBdigital screenshots. © Studer / van den Berg. Courtesy of the artist

Monica Studer and Christoph van den Berg. Mountain Top, 2005. Live recordings from the installation in the BALTIC Centre

for Contemporary Art, Gateshead/Newcastle, GB,digital screenshots. © Studer / van den Berg. Courtesy of the artist

Monica Studer and Christoph van den Berg

Mountain Top

Switzerland, 2005
Online project and installation
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With this project these Swiss artists, creators
of Internet simulators and online galleries, decided to
address the idea of programmed idyll. In the “Moun-
tain Top” installation Monica Studer and Christoph
van den Berg are playing with their origin and create
an imaginary landscape. Alpine meadows and moun-
tains are among the most popular stereotypes, the
object of consumer fantasies about peaceful vacation
during hard times. Empty landscapes with static life
hidden there is an absolute cliché of a place on Earth
where a man exhausted with the modern competition,
victories and defeats can stay alone with his thoughts
in a sterile and serene environment resembling an-
other world. In 2005, the British Gateshead Museum
visitors could enter an artificially constructed land-
scape with a bench in it and enjoy an imaginary view
of the Alpine mountain top. During that moment they
were videotaped and the pictures were put online.

Working with the fetishes of consumer society the
artists imitate advertising and tourism industry which
imposes the feeling of unique experience by creating
a pastoral fiction that you want to find yourself in. The
“Mountain Top” is a graphic example of the fact that
client always wants happiness in a cozy and festive
package and what he gets is a synthetic pattern with
ideal vacation attributes. The bench in the middle of
the showroom surrounded by alpine views is a meta-
phorical teleportation to sweet illusion and a unique
tourism experience. Like those from Britain, the Mos-
cow exhibition photos of visitors sitting on the bench
are sent to constantly updated online gallery. This way
the database of virtual tourists who chose their imagi-
nary ticket to paradise on Earth is created.
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HoHHn ge na lNeHbAa u MNMerrn Benn

Gone Gitmo

CLLA, ¢ 2007 roga
VIHTEpaKTMBHAaA BUOEOUHCTANNALMUA

BupTyarnbHble CUMyNAKpbI 3aMeLLatoT peasibHyHo HM3Hb,
[aloT HOBOE MPOYTEHUE NPUBLIYHOM CPEaEe UMK OKMUBIAIOT
6e30yLUHYI0 MHPOPMALLMIO, HO HACKOIBKO OHWU MOTYT KpU-
TUKOBaTb UCTOPMIO MMM CO3AaBaTh yoeamTenbHble KoMK
MCTOPUYECKHMX COBLITUI? Hap deHOMEHOM CUHTETUYECKHX
OHNTaMH-NPOCTPAHCTB Pa3MbILLNAIOT B CBOEM COBMECTHOM
npoekTe B pamKax «HypHaNMCTUKM NOrpyHEHWUA» aMeprUKaH-
CKWe Meama-xynowHuubl HoHHn e na lMexbsa v Merru Bein.
B mHTepaktrBHOM MHCcTannAuum Gone Gitmo oHu reHepu-
PYIOT 3aroBefHOEe W HeLOCTYMHOE NPOCTPAHCTBO MeYvasibHO
M3BECTHOW aMepHKaHCKoM TtopbMbl [yaHTaHamo. B 3akntove-
H1e B OAMH M3 CaMbIX CEKPETHbIX 06 BEKTOB MOXHO MONacTb
npv nomolLuu urposoro Asuxka Unity 3D. OcHoBow ana atoro
NpOeKTa CTano AOKYMeHTanbHoe UccrenosaHne HoHHM ae
na MNexbA «[1pOTUB KOHCTUTYLIMM» O COAEPHAHWUN B TIOPbME
l'yaHTaHaMo 1 HecobntogeHUH Npas Yenosekra. leHepalma
WNMIO3KUIA B KOMMBIOTEPHBIX MMPaxX M NMOrPaHUYHOE COCTOAHME
yesioBeKa B BUPTYaslbHOM peasibHOCTH AaBHO OTpedreKcu-
pOBaHO B COBPEMEHHOM MUCKYCCTBE, OfHAKO, XyAOKHULLbI

[06aBNAIOT 3TOMY OMbITY COLMATIbHBIE U MCHUXONOrMYECKUE
KOHHOTauMW. Kak YyBCTBYeT cebsa 3puTesb, OKasbiBaACh

Ha MecTe 3aTOYEHWA B Ka4eCTBE KOMMbHOTEPHOIO TYPUCTA,

M HACKOJBbKO BEJIMKO Ero MOrpy:*eHUe B UCTOPHIO Yepes OnbIT
OHJIaMH-UIPbl BMECTO MPUBbIYHBIX MEAMA BPOLE TeNeBM3opa

M HOBOCTEN — 3TOT PEHOMEH Kam bl NMOCETUTENb BbICTABKM
MOMeET OLLyTHTb Ha cebe, nonagas B yaHTaHamo npwu no-
MOLLM MFPOBOrO ArKOMCTMKA. MoaenvpoBaHue peanbHOCTH
HEOOCTYMHOrO M YHUKaNbHOMO ONbITa 3aKIHYEHWS XyO0MHN-
Lbl 4eNatoT Ha OCHOBE CBUAETENbCTB ObIBLUMX 3aKITHOYEHHbIX
l'yaHTaHamo. HaprcoBaHHasA 1 cnporpaMmmMpoBaHHan GUKLmA,
TaKMM 06pa3oM, CTaHOBUTCSA peasibHee O6LLMX NpeacTaBeHni
0 MECTe, B KOTOPOM HUKTO HUKOrAa He No6GbLIBaeT, U THOPEMHOM
onbITe, KOTOPbIM JIO6OM YenoBek Ha cBoboae BOCNPUHUMAET

B KayeCTBe NapasnenbHON peasibHOCTH.

Nonny de la Pefia and Peggy Weil. Gone Gitmo, since 2007. Courtesy of the artists

Nonny de la Pefia and Peggy Weil

Gone Gitmo

USA, since 2007
Interactive video installation

Nonny de la Pefia and Peggy Weil. Gone Gitmo, since 2007. Courtesy of the artists

Virtual simulations replace real life, give new
meaning to habitual environment and revive soulless
information but can they criticize history or create
convincing copies of historical events? The phenom-
enon of synthetic online spaces is addressed in the
joint project of American media artists Nonny de la
Pefia and Peggy Weil in the frame of “Immersion jour-
nalism”. In their interactive installation Gone Gitmo
they generate protected and inaccessible space of
the infamous American prison Guantanamo Bay.

You can become imprisoned in one of the top secret
objects straight by the Unity 3D game engine in the
regime of online submerging. The project is based

on the documentary research "Non-Constitutional"
by Nonny de la Pefia about Guantanamo imprison-
ment and absence of habeas rights there. Generating
illusions in computer games and personal borderline
condition in virtual reality has been introspected in
contemporary art for years but the artists add social

and psychological connotations to this experience.
The phenomenon of the spectator's feelings as

a computer tourist in the place of suffering and mass
imprisonment and the immensity of his immersion
into history though online game experience instead
of habitual media forms like TV and the news can

be experienced by every visitor of the exhibition with
the help of a game joystick leading to Guantanamo.
Artists simulate the reality of this inaccessible and
unique experience of restrictions basing on the former
prisoners’ testimonies. The fiction designed and
programmed this way is more realistic than general
notions of the place that few are likely to visit. This
place offers the experience of imprisonment that will
never happen to a person who is free as a part of

a parallel reality.
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Hukonan OHuLEeHKO
Impossible Landscapes

Poccua, 2012
HvBoNMch, 06bLEKTHI

B HawK AHW MBICITUTb MOMHO JIULLb B MYCTOM NPOCTPaHCTBe,
rae yxe HeT yenoBeKa. [lyctoTa aTa He 03Ha4YaeT HeXBaTKU

M He TpebyeT 3anofiHUTb Npoben. ATo ecTb NULIb pa3BepTbI-
BaHWE NPOCTPaHCTBA, rAe HaKOHeL-TO MOXHO CHOBa Ha4yaTb

MbICNTUTb.
Muwens Pyro

«B npoekte "Impossibble landscapes" mHe nHTEpeceH
caM ¢peHOMeH CMOTpeHuA. B nsHavanbHo abcTpakTHOM
bopme yenoBeuecKuit B3rNaL HaXo4uT CBA3b C Npea-
METHbIM MUPOM, B JaHHOM Cly4yae, nemsamem. Takum
06pa3oM, NOABNATCA NPOCTPAHCTBA U ABIEHUA, CO3AaH-
Hbl€ MCKIIIOYMUTENbHO HawWM BoobparkeHnem. HecmoTpsa

Ha y6eamTenbHOCTb 06pasa, 34eCb NOAYEPKHYTA JIOKHOCTb
WNNO3MKU 3HAKOMOIO OMbITa — OMbITa CMOTPEHUSA, U He-
BO3MOMHOCTb COMMMKEHMA C 06 BEKTOM AEUCTBUTENIbHOCTH,
C TEM WIIM MHBIM ee NposABneHueM. YucTele popmbl, HECMO-
TPA Ha CBO MHTEJNIEKTYaNIbHYIO XONOAHOCTb W OTPeLleH-
HOCTb, BCE e 0611aAatoT He TONbKO Yy6eanTeNbHOCTLIO,

HO M, B HEKOTOPOM CTeMNeHn, NPOCTPaHCTBEHHOM MOABUM-
HOCTbIO. Ml BCe e He crnedyeT Tak 0TAaBaTbCA YMCTOTE

M HOBM3HE NEPLENTUBHOrO OMbiTa, BeAb Ntoboe n3obpae-
HWe — 3TO NpEeXAe BCEro UINO3NA».

Hukonan OHuULLLEHKO

Nikolay Onischenko. Impossible Landscapes, 2012. Courtesy of the artist

Nikolay Onischenko. Impossible Landscapes, 2012. Courtesy of the artist

Nikolay Onischenko

Impossible Landscapes

Russia, 2012
Painting, objects

"Nowadays one can think only in empty space, where
there is no human. This emptiness does not mean the
shortage and does not require to fill the gap. This is only
the unfolding of space, where you can finally begin to
think again."

Michel Foucault

In the project "Impossible landscapes" I'm
interested in the phenomenon of watching. In the
original abstract form, the human mind finds a con-
nection with the world of objects, with the landscape
in this particular case. Thus, there are spaces and
phenomena created only by our imagination. Despite
the persuasiveness of the image, here false illusions

of a familiar experience- the experience of watching,
and the inability of rapprochement with the real object
are emphasized.

Pure forms, in spite of their intellectual indiffer-
ence and detachment are convincing and to some
extent they have some spatial mobility. But neverthe-
less we should not give oneselves to clean and novel
perceptual experience, because every image is, first
and foremost, an illusion.

Nicholay Onishchenko
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NpoeKTbl
Projects

VIHMMaA peanbHOCTb — UCHYCCTBO U BbIMbICEN
Imaginary Reality — Art or Fiction




My subjects’ stories are always on the verge of dispersal,
of feeling familiar, borrowed, anonymous, inauthentic. Their
testimonies are always threatened by what’s already in the
public domain — by movies, for example, or newspaper arti-
cles. | think that kind of readymade familiarity is partly our
price for being citizens of a media culture. We do walk around
with a repository of images and narratives that we rely on in
order to relate to other people and in order to make sense of
the world. I'm highly aware of that anyway. And in the end it’s
a source of tension in the work. | specifically look for subjects
that are inauthentic. Even when it’s a real person discussing
a real first-hand experience, that experience may have been
or will be subsumed into a larger public narrative.

Omer Fast,
from the interview for the Netherlands Media Art Institute

You see, what cinema verite tried to do was to present
just the accountant's truth. They were too fact-oriented.
I have always postulated that we have to find a new way to
deal with reality. It's not so much facts that interest me, but
a deeper truth in them — an ecstasy of truth, an ecstatic
truth that illuminates us. That's what I've been after. And in

order to find it, you have to be imaginative. You have to invent.

You have to stylize. There's absolutely no danger in that. The
danger is to stupidly believe that depicting facts gives us
much insight. If facts were the only thing that counted, the
telephone directory would be the book of books.

Werner Herzog,
from the interview for A.V. Club

WcTopumn moero repoA NOCTOAHHO YrpoXaloT pacceATbCA. OHM KaryTcA 3HaKo-
MbIMW, 3aMMCTBOBAHHbIMW, @HOHUMHbLIMW, HEMOANHHLIMU. VX cBMAETENnbLCTBY NOCTO-
AHHO YrpoX<aeT ONpPOBEpHEHNE CO CTOPOHbLI TOr0, 4YTO HaxoauTcA B nybnuyHom npo-
CTpaHCTBE — Hanpumep, KMHohunbLMOB, ra3eTHbIx cTaTter. A gymalo, YTo OTHacTH
TaKaA pegu-meig 3HAKOMOCTb — 3TO LieHa, KOTOPYIO Mbl [OMMHHbI NNaTUTb B Kaye-
CTBe rpaxpgaH megua-kynstypbl. Mbl obnagaem orpomHbIM xpaHunuwem o6pasoBs
1 HappaTuBOB 1 Bclogy Hocum ero ¢ coboii, nocpeAcTBOM ero ycTaHaBnNuBaA CBA3b
¢ gpyrumu niogbmu. Tak mbl BUgum cmbicn B mupe. Mo KpailHe mepe A 3To XopoLuo
0co3Halo. 3T0 CTaHOBUTCA UCTOYHUKOM HanpAxeHuAa B pabote. A cneunanbHo MLy
HenopnMHHbIE CloXeThbl. [lare ecnu HacTOALWIA peanbHblid YenoBeK obcyrpaaeT cBoin
COBCTBEHHbIN OMbIT, 3TOT OMbIT KATErOPU3NPYETCA B COOTBETCTBUN C AOMUHVPYIOLLUM
ny6nuyHLIM HappaTNBOM.

Owmep MacrT,
B uHTepBbio anA Netherlands Media Art Institute

[eno B Tom, 4TO A0 CUX MOP HKUHe-
MmaTorpac cTtpemunca K 4ynucto byxran-
TepcKoi npasge. OH 6bin cnuwKom opu-
eHTupoBaH Ha haKT. A Bcerpga 3aABnAN,
4YTO Mbl [ONHHbI HANTW HOBbIA crnocob
obLeHunA c peanbHocTbio. MeHA uHTepe-
CVYIOT He CTONbKO (haKTbl, CKONMbKO Nexa-
LaA 3a HUMK rmybuHHaA ncTnHa — aKc-
Ta3 UCTUHbI, AKCTAaTMYECHKaA UCTUHA,
npoceeLyaowiaa Hac. Bot yto A uckan.
Y7106bI HANTK ee, HAAO UMETb XopoLlee
BoobpaeHue. HyHoO BbIAYyMbLIBATS.
HyxHo ctunnsoBaTtb. B aTom HeT HuKa-
Kon onacHocTtu. OnacHocTb B TOM, 4T06BbI
TYMO BEpUTb, 4YTO nsobpareHue aKToB
BegeT K noHumaHvio. Ecnn 6b1 Bce geno
6b1n0 ToNbKO B haKTax, KHUroW KHUP
6b1n 661 TENEhOHHbIN cNPaBOYHUK.

BepHep Xepuor,
B uHTepBbio ona A. V. Club



How art became a sort of civilized substitute for magical games and ritu-
als is the story of the detribalization which came with literacy. Art, like games,
became a mimetic echo of, and relief from, the old magic of total involvement.
As the audience for the magic games and plays became more individualistic, the
role of art and ritual shifted from the cosmic to the humanly psychological, as in
Greek drama. Even the ritual became more verbal and less mimetic or dance like.
Finally, the verbal narrative from Homer and Ovid became a romantic literary
substitute for the corporate liturgy and group participation. Much of the schol-
arly effort of the past century in many fields has been devoted to a minute recon-
struction of the conditions of primitive art and ritual, for it has been felt that this
course offers the key to understanding the mind of primitive man. The Key to this
understanding, however, is also available in our new electric technology that is so
swiftly and profoundly recreating the conditions and attitudes of primitive tribal

man in ourselves...

Games, then, are contrived and controlled situations, extensions of group
awareness that permit a respite from customary patterns. They are a kind of
talking to itself on the part of society as a whole. And talking to oneself is a rec-
ognized form of play that is indispensable to any growth of self-confidence.

Marshall McLuhan,
from the book "Understanding Media. The extensions of man"

Shouldn't we talk about what we mean by truth? Is telling
the truth to tell everything? Is it simply not to lie? Or to not
get something wrong? Or is it to find a form that (forgive the
old-fashioned word]) illuminates the material, making possible
a clearer or entirely new understanding, by use of analysis, or
paradigmatic shape, or through a self-reflexive presentation.
Typically, documentary films are totally unscrutinized in the
public sphere unless they make some kind of informational
error, get a date wrong, or some such thing.

Jill Godmilow,
interviewed by Ann Louise Shapiro

NcKyccTBO cTano ceoero poga LMBUNN30BaHHbIM 3ame-
CTUTENEM Marn4ecKux Urp U puTyarnos; UCTOPUA 3TON 3aMeHbI
ecTb uctopua getpanbannsayuu, npuiegLlein BMecTe ¢ NUCh-
MeHHOCTbl0. IcKyCCTBO, KaK M Urpbl, CTano MMMETUYECKUM
3X0M CTapoil Marun ToTanbHOro BoBrnevyeHuA n nsbasne-

Huem oT Hee. o mepe Toro Kak aygMTOpPUA Marmyeckux urp
ctaHoBunacb 6onee NHAMBMAYANNCTMYHOWM, POfb MCKYCCTBA

1 puTyana nepectasana 6bITb HOCMMYECKO 1 CTaHOBUNAach
Bce Bonee 4yenoBe4YecKo M NCUXONOrMYECHON, KaK, HanNpu-
Mep, B rpedecKoin gpame. [laxke putyan ctan 6onee sBepbanb-
HbIM U MEHee MUMEeTMYECKUM 1 TaHuenofobHeim. U HaKoHel,
BepbanbHbIA HappaTuB co BpemeH Momepa n OBugnAa npespa-
TUICA B POMaHTUYECKYIO0 NUTEpaTYpPHYI0 3aMeHy KopnopaTus-
HOWM NUTYprum 1 rpynnosoro y4yactuA. B npowepwee cronetne
Hemarno ycunuii, NnpegnpuHUMaeMbiX y4eHbIMU BO MHorux obna-
cTAX, 6bINo0 HanpaBneHo Ha noApobHenLLyI0 PEKOHCTPYKLUN
YCNoBWiA, B KOTOPbIX CYLLECTBOBany NpUMUTMBHOE UCKYCCTBO

M puTyan, Tak Kax bbino oluyllieHe, YTo 3TOT NyTb Npegnaraet
KNioY K NOHMMaHWIO pasymMa NpUMUTMBHOro YyenoseKa. Hnioy

K TaHoMy NOHUMaHWI0 cofepHuTt B cebe, ogHaKo, n Hawa
HOBaA 3aNEeKTpPUYecKana TEXHONOINA, KOTOPaA C UCKMIYNTENb-
Hol BbICTPOTON 1 OCHOBAaTENbHOCTbLIO BOCCO3[aeT B HAc caMux
YCNOBWA U YCTAHOBKU NPMMUTUBHOIO NJIEMEHHOr0 YernoBeKa...

WtaK, nrpbl — 3T0 BbIMbILUNIEHHbIE KOHTPONVPYEMbIE CUTYa-
LUn Unv pacLUMpeHnA rpynnoBoro Co3HaHWA, faloLlime nepe-
AbILKY 0T 06bIYHbIX NaTTEPHOB. 3TO CBOEro pofa pa3roBop
Bcero obujectsa ¢ camum coboii. Npuyem pasrosop ¢ camum
coboil — npusHaHHaA ¢dopma UrpoBoi aKTUBHOCTU, HE3aMeHU-
Maf AnA pasBUTUA YBEPEHHOCTU B COBCTBEHHbIX cunax.

MapLuann MakmioaH,
N3 kHurm «MoHnmaHne mepma. BHelHne
PacLUMPEHNA YenoBeHay

Pa3Be Ham He cTOUT NOroBOPUTbL O TOM, YTO Mbl NMOHU-
mMaem nop uctuHoin? FoBopuTh NpaBgy — 3HaA4UT FOBOPUTb
Bce? /inu npocto He BpaTtb? inv He NoOHMMAaTb YTO-TO HeEnpa-
BUNbHO? nu aTo 3HauuT HanTu chopmy, KoTopaAa (npocTtute
MEHA 3a 3TO CTApOMOZHOE CroBO) NPOCBETUT MaTepuarn, cae-
naB BO3MOM*HbIM 6onee AcHoe Ny coBepLUEHHO HOBOE MOHU-
MaHue Npy NOMOLLM aHanusa nu napagurmaTnyeckoro casura
unu 4yepes camo-pecnercuBHyio npe3eHTauuio? O6bIYHO JOKY-
MeHTanbHble hUNbMbI HE NOABEPraloTCA KPUTUYECKOMY pac-
cmoTpeHuio B nybnuyHoi cchepe, Kpome Tex cnyyaes, Korga
npucyTcTBYeT Kakaa-nnbo nHgopmaynoHHaa owmnbra, Hanpu-
Mep B gate unv 4yem-To nogobHom.

wunn Mogmnnoy,
B WHTepBbio JHH-J1ym3 LLlanupo



Omep PacTt
HenpepbiBHOCTL

3paunne, 2012
40'00", undpoBoe BUAED, LBET, 3BYH

B anoxy, Koroa oTKPOBEHHbIE GOTOPENOPTAKKU U HOBOCT-
Hble cOObLLEeHMA BCe Bosblle AUCTAaHLMPYIOT HAC OT YHacoB
BOWHBI, U cama GOPMYNTMPOBKA «yKacbl BOWHbI» yTpaTuna
CWny 1 NpeBpaThnacb B 6aHaNbHy0 KOHCTaTaLM0, U3pansb-
CKWM xynowHUK Omep PacT pepneKcrpyeT Hag, caMon CyTbHo
BOEHHbIX }epTB. B BuaeonHcTannauum «<HenpepbIBHOCTL>
BOOAYLUEBNEHHbIE POAMTENM €AyT Ha CTaHLMIO Ha MaLlu-
He, 4To6bl 3a6paTh CBOErO eAMHCTBEHHOMO CblHA, TOIbKO
4TO BEPHYBLUErOCA C BOWMHbI. TpaguuMoHHOE BOCCOeAMHEHNE
CeMbM 3a YHKMHOM He obneryaeT BCeM y4acTHUKam 605b
paccTaBaHWA W NEPEKMUTLIN CTPECC, a TONTbKO YBENMYUBAET
AWCTaHLMIO MEKAY pOoaMTENAMM, KOTOPbIE BCe 3TO Bpe-
MA HMIKM 6narononyyHo, U CbIHOM, YbA TPaBMa AenaeT ero
ajanTaumio HEBO3MOKHOW. HenpepbiBHOCTL Npowwnorn 6onu,
HEBO3MOKHOCTb OTKa3aTbCA OT NMEPEKUTOr0 U LIEHHOCTb
CTPafaHWi BbIXOAAT Ha NepPBbIV NNaH: AONroXR4aHHAA UaWI-
JIMA O }WM3HW BMECTE KaK HU B YeM He GbiBasio 3a HECKOMBbKO
yacoB npespaLlaeTca B Kowmap. Bce oxunpanma cnacutens-
HOM BCTpeun TpaHCcHOPMUPYOTCA B 6ONE3HEHHYHO POSieByto
urpy ¢ nopgaeneHuvem wenaHui. OouH pas npoBanmBLIMKCSA
CLleHapWi NPOUrpLIBAeTCA CHOBA — POAWTENM OMNATbL B NYTH,
a Ha CTaHLMK MX HKOET NMOXOXKMI MOSTOLOM YeNIOBEK B BOEHHOM
dopme. Ha camom perne, 1 STOT toHOLWA, 1 ero npeaLwecT-

BEHHWMK HE MMEIOT HUKAKOro OTHOLWEHWA K poguTenam. Bece
tOHOLLM B GOPME — BCEro f1Lb HAHATbIE aKTepbl, KOTOPble
Y4aCTBYIOT B PEKOHCTPYKLMM HECyYMBLIErOCA BO3BpALLe-
HUWA, NbITAACH MOMOYb POAUTENAM BOCMONHWUTL KONOCCasb-
Hyto nycToTy. [ln8 Kamaoro U3 cueHapves BO3BPAaLLEHWA HeT
XOPOLUEro KOHLIA, PEHMCCEpP TOMbKO MaBHO nepemeLlaeTt
aKLEHT C CblHa Ha poauTenen u 0bpaTHO, MOKaabiBasA To-
TasnbHy0 06PEYEHHOCTL BCEX YY4aCTHUKOB STOM Tpareauu.
Ma6erasa npAMONMHENHON TPAKTOBKU BOEHHOMO CUHAPOMA,
Owmep dacT nepesopaqMBaeT NOHATUE «BOEHHAA HepTBar.
YunTbiBanA BCEX HMEPTB BOMHbI, Mano FOBOPUTL O MOrMBLLMX
M CuYMTaTb BETEPaHOB, BEPHYBLUMXCH LOMON — WX CEMbM,
yTpaTWBLUME CBASb C PEarbHOCTLIO M OTHOLLEHUS C BIUBKM-
MM, TPABMUPOBaHbI HE MeHbLUe. TOHKaA NCHMXONOrMYecKas
Urpa Memay BCEeMU repoAMU U ene YNoBUMbIE AETaNU OTHO-
LWEHWIM B CEMbE M 0BLLECTBE, MACTEPCKM cxBadeHHble Ome-
pom dacTom, caenanu «<HenpepbiBHOCTb» OAHUM M3 CaMbIX
NPOHBUTENbHBIX M CUMbHBIX MPOEKTOB MUHYBLLEH BbICTABKM
dOCUMENTA(13) B Kaccere.

MENTA(13) and Thyssen-Bomemisza Art Contemporary, Vienna, with the support of 3sat, Medienboard Berlin-Brandenburg
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Omer Fast, Continuity, 2012. Courtesy of the artist; Arratia Beer, Berlin; gb agency, Paris. Commissioned by dOCU-
GmbH, Berlin, and OK Offenes Kulturhaus Oberésterreich. Produced by Filmgalerie 451, Berlin

Omer Fast, Continuity, 2012. Courtesy of the artist; Arratia Beer, Berlin; gb agency, Paris. Commissioned by dOCU-

Omer Fast
Continuity

Israel, 2012
40'00", digital film, color, sound

In the times when explicit photo reportages
and news lines distance us more and more from the
horrors of war, and even the formula "horrors of war"
has lost its power and turned into a banal consta-
tation, Israeli artist Omer Fast reflects on the very
essence of military casualties in his video installation
"Continuity". We see inspired parents going to the
station in a car to pick up their only son, who has
just returned from war. The traditional reunion of the
family over the supper does not reduce the pain of
separation and the experienced stress only creates
a greater distance between the parents, who have
lived safely all this time and the son whose trauma
makes adaptation impossible. The continuity of the
past pain, the impossibility to refuse the past and
the value of suffering come to the foreground: the
long-awaited idyll turns into a nightmare in just a few
hours. All the expectations of the salutary meeting
are transformed into a painful role play where desires
are repressed. The scenario once failed repeats it-
self again: the parents are again on their way, and at
the station a similar young man in uniform waits for
them. In fact both these young men have nothing to

do with these parents. All young men in uniform are
just hired actors, who take part in the reconstruction
of the return which never happened, trying to help
the parents to fill the huge emptiness. None of the
scenarios of the return has a happy end. The director
just smoothly moves the accent from the son to the
parents and back, showing the total fatality of all the
participants of this tragedy. Avoiding a straight inter-
pretation of military syndrome, Omer Fast reverses
the notion of "war victim". Taking into account all the
victims of war it is not enough to talk about the dead
and count the veterans, who returned back home, —
their families are traumatised not to a lesser extant.
They lost contact with the reality and the relations
with their close ones. A fine psychological play
between all the participants and hardly perceptible
details of relations in the family and the society are
brilliantly caught by Omer Fast. They made Continu-
ity one of the most touching and powerful projects of
the Cassel's AOCUMENTA(13).
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Panbup Haneka
Hdom n3 Henpo3payHon Bofbl

WHoua, 2012
10'34", TpexxaHanbHaA 3aKonbLoBaHHaA Braeonpoekuma, 213,4 cm Ha 149,6 cm
Hamepa: MNpagun Caxa v Naytam [NaHgen
[Nepdopmanc: LLlenx J1lan MoxaH

3ByK: INpagun Caxa

HanoxeHne Mmudponornm Ha pedpnexkcuio cobbiThi cero-
OHAWHEro AHA — NOCTOAHHBIM MOTMB B paboTe MHAMMCKOro
MMBOMMCLA W BUAEOXyAoKHWKa PaHbupa Hanekn. [masHbIM
repo «[Joma 13 Henpo3payHOM BOAbI» — 3aTEePAHHbIN
Mem Ay NPOLLIbLIM U HACTOALLMM MOKUITON MHOMMCKUIM MyH-
unHa LLlenx JTan MoxaH. Ha ero rnasax nocteneHHo norpy-
}aeTcA B Bogy AEPEBHA, rae OH BbIPOC M #un. OKpyKeHHbIN
MYTHOM BOOOM CO BCEX CTOPOH, OH HabntogaeT, kak Cyp-
AaHbaHC nocpear MaHrpPOBbIX 3apOCIIEN, rae ero Npeaxu
MUK cTONeTUAMM, ByKBaNbHO NPOrnaTbiBaeTCA MUPOBbLIM
OKeaHOM BcneacTere rnobanbHOro NoTeneHna n uame-
HeHuA knumaTa. PaHbup Haneka nyckaetcA B AnutensHoe
nyTelecTsne CO CBOUM repoem, nepemertanack Ha 800 net
Hasaz, B nonyMMdHYeCKni BennyecTeeHHbln ropog Mysupuc,
KOTOpPbIM, KaK U AepeBHA repos, 3aTOHYN BO BPEMA HaBOOHe-
HuA. [loKyMeHTanbHble Kaapbl U peasibHaA MCTOPUA CTaHO-
BATCA AN1A XYO0HHMKA OTNPaBHOW TOYKOM B XyA0MECTBEHHOM

pacckase 0 3bIOKOCTH HYENOBEYECKOM HU3HU U KyNbTypbl
nepea MUHUMarbHbIMKW KonebaHWAMK NPUPOAHOro GanaH-
ca. B3aB 3a ocHOBY paboThl UCCeaoBaHNA 9KOAKTUBUCTOB
W peanbHY0 MCTOPUIO TEPAIOLLENO CBOKO Cpeay obuTaHuA
yenoBeka, PaHbup Haneka obnekaet cBoun naev B MeamTa-
TWMBHOE YyBCTBEHHOE NMOBECTBOBaHWE O MPUPOAE OTHOLLEHUH
nogen n ctnxuu. Noatnyeckas MHTepNpeTaLms NPOLLIOro

W Henoapaxaemas Tvxas Kpacota nemnsament HOxHon Asum
CBOZOAT NOBECTBOBAHWE K HEMWHYEMOMY MOPAKEHHIO YeoBe-
Ka nepepn, NOCTOAHHOM U HeocnabeBatoLLeN CHUNOM NPUPOL-
Horo mupa. [epoi Hen3berHO BCTPETUTCA CO CBOMM KOHLLOM
B IOME U3 HENpPO3payHOM BOAbI.

Ranbir Kaleka. House of Opaque Water, 2012. Courtesy of the artist
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Ranbir Haleka

House of Opaque Water

India, 2012

10'34", loop, three projections of 213.4 cm x 148.6 cm each

Camera: Pradip Saha and Gautam Pandey
Performance: Sheikh Lal Mohan
Sound: Pradip Saha

One of the constant motives of the work
of an Indian painter and video artist Ranbir
Kaleka is the superposition of mythology upon
the reflexion of the events of the present. The
protagonist of the “House of Opaque Water”
is an elderly Indian man lost between the past
and the present. His name is Sheikh Lal Mohan.
The village where he grew and lived is gradually
sinking under water in his sight. Surrounded by
muddy water he observes Surdanbans among
the mangroves, where his ancestors lived for
the centuries, swallowed by the world ocean as
a consequence of the global warming and cli-
mate change. Together with his character Ranbir
Kaleka embarks on a long journey: they travel
800 years back in time into a semi-mythical
magnificent city of Muziris, which also, as well as

the village of the protagonist, went under water.
Documentary shooting and real history become
a starting point in the artistic narrative about the
vulnerability of human life and culter in the face
of even minimal fluctuations of natural balance.
The basis for this work were the studies of
eco-activists and the real story of a man los-
ing his natural habitat. He covered his ideas in
a meditative sensual narrative about the nature
of relations between people and an element.
Poetic interpretation of the past and inimitable
silent beauty of South-Asian landscapes bring
the narrative to inevitable defeat of man from
the constant and relentless power of the natural
world. The protagonist will inevitably meet his
end in the house of opaque water.
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Poman Mokpos u Cepren Mypasbes

Homon

Poccua, 2012

4'02", HD-Bnaeo, BaccernH ¢ UCKYCCTBEHHBIMW pacTeHuAMK, dpaTorpadmn

«PaboTa noasunack Noa, BnevaTieHMeM NyTelecTBUA
MHOroneTHeil faBHocTH. B nyTewecTeun yyacTeoBanu asa
Apyra, oTUbl XyA0KHUKOB. OHK B3ANM Ha NIOLOYHOM CTaH-
LMK NIOAKY M OTNPaBKUIMCH NO ManeHbKoW peuke ManvHos-
Ke 13 ropoda B AepeBHt0. Peka Gbina XoTb M ManeHbLKoM,
HO MOJSIHOBOAHOW W AOBOJIBHO LLIMPOKOM.

CoBeTcKoe Bpems 6bif10 61aronpUATHLIM AJ1A MECTHO-
ro Typu3ma: CyLLeCTBOBasO GOMbLLIOE KOTMYECTBO NOAOUHbIX
CTaHUMK, 6a3 oTAbIXa, MYHKTOB NpoKaTa 060pynoBaHuUA.

Ho nocne passana Cosetckoro Coto3a Bcs cuctema
KpaeBeAEeHWA M NOKaNbHOro Typuama Gbina paspylueHa —
Ha MX MECTO MPULLITM OTKPLITLIE FPaHMWLLbI, MOABKIACH BO3-
MOMHOCTb MyTeLeCTBUM B Apyrue cTpaHsl. MNyTewecTeun
B COCEAHMWIM ropof, unun obnacTb B Poccumn ctanu HUKomy
He HyxHbl. Mpuabis "M3yyaii cBoi kpai" 3Byyan Bce TuLLe,
a notom v BoBce 3amosik. CoBpeMeHHble MONoAasIe Noan
3a4acTyto Aaxe He 3HalOT OKPECTHbLIX IECOB U AEePEBEHD,
COo6CTBEHHYIO cpedy 0buTaHMA.

B pa6ote "[loMoi" XyAOMHUKK NbITALOTCA NMOYYBCTBO-
BaTb T€ BO3MOXHOCTH "ManeHbLKoro nyTtewecTauna" AJIMHOK
B HECKOJIbKO KUJTOMETPOB, KOTOPOE ObINIO AOCTYMHO Kam-

nomy okono 30 net Hasagd, UCNOoMb3yA NPU 3TOM CaMbli
"HapoaHbIi" BUA nogku — HagyBHoM maTpac. Cam akT
MOBTOPEHWA OKa3bIBAETCA TLLETHOW MOMbITKON NepeXmThb
OTLOBCKMI OMbIT: peKka obmernena v npeepaTunack B 3a60-
NOYEHHYHO KaHaBy, 3apOCLLYI0 KyCTapHUKaMH.

B 3anycTeHve npuxoauT BCe, YEM He MOMb3yOTCA
AOMroe Bpems, U aTa peKa He cTtana ucknoyeHvem. Ceoent
aKUMEN XyOOKHUKM NbITAOTCA PeaHMMUPOBAaTh TPAAULLUM
OTLLOB M TEM CaMbIM OMMBMTb KOTAA-TO MOSIHOBOAHYHO PEHY.
Peka 3pechb Takke ABMNAETCA CUMBO/IOM BPEMEHU W MNaAMATH,
KoTopas cama Bobpana B ceba To fanekoe nyTelwecTsue,
BNMTana B ceba BCce, YTO NPOUCXOAMIO B TO BPEMS, a Xy-
[LOXHUWKW OMYCKaoTCA B ee BOAbl, 4TO6bl YyBUAETH MPOLUOE,
Kak B MarM4ecKoMm Luape».

Mapwua O6yxoBa

Roman Mokrov. Homewards, 2012. Courtesy of the artist

Roman Mokrov and Sergey Mouraviev

Homewards

Russia, 2012

4'02", HD video, swimming pool with artificial plants, photas
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"The work was inspired by the journey that
took place many years ago. It was a journey of
two friends — the artist’s fathers.

They took a boat from a boat station and
rafted on a small river Malinovka from town to
the village. The river was small but deep and
quite broad.

The Soviet period was favorable for the
local tourism: there were a lot of boat stations,
camps, rental equipment. But after the collapse
of the Soviet Union, the system of the study of
local lore and the whole local tourism was de-
stroyed — open borders gave new opportunities
to travel abroad. No one travels to nearby city or
region. The appeal "Study your land" sounded
more and more faint and then ceased. Modern
young people often don’t know nearby forests
and villages, their own habitat.

In "Home," the artists are trying to feel the
possibilities of the "little journey" several kilom-
eters long, which was available to everyone over

30 years ago. They use the most "popular” kind
of a floating — mattress. Their act of repetition is
a vain attempt to relive father's experience: the
river became shallow and turned into a swampy
ditch overgrown with shrubs.

Abandoned places become desolate and
this river is not an exception. With this action
the artists are trying to revive the tradition of the
fathers, and thus revive the once deep river. The
river here is also a symbol of time and memory,
which itself has incorporated a long journey,
absorbed all that was happening at that time,
and artists descend into it to see the past as in
the magic bowl."

Maria Obukhova
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EneHa NopbayeBa
MeTpo

Poccuna, 2012
4'30", HD-Bngeo, LBeT, 3BYK

MockoscKas xyaoxHuua Enena lopbauesa nccnepyet
TEMY NMPUE3KUX MUIPAHTOB, KOTOPbIE CTEKAIOTCA B CTOMMLLY
Ha 3apaboTKK, MPUMBHOCA B MOCKOBCKWE ByoHW CBOM HaLMO-
HaslbHble TPaAMLIMK, OBblYan KM NpasgHWKK. HecmoTps Ha To,
4TO 3TO NO3BOMAET NPUEIKMUM AepHaTb CBA3b CO CBOMMM
MCKOHHBLIMKW KOpHAMK, ¢ PognHoM npeaKoB, MOCKBWYaM nog-
4ac HENPOCTO WX MPUHATL. XyAOKHULLA PEKUCCHUPYET CYTb
KOHONMKTA, KOTOPLIA B AENCTBUTENBHOCTH HEOAHOKPATHO
npoucxoamn B MockBe M akTMBHO obcywaancs B cpeacTsax
MaccoBoi HpopmMaumu. ABTopa NOpasni YypoBEHb arpeccuu
W HENPUATUA C 06ENX CTOPOH.

YuTas raseTbl v Crylwan penopTaku no pagmo 1 Tenesu-
[EeHUIo, OHa 3aJanack BOMPOCOM, €CTb JIM peLleHue B Nofo6-
HOM KOH}MKTE, rae yknaay CTONMYHOM HU3HU MOCKBUYEH
MPOTUBONOCTABNEHbI HALMOHAIbHbLIE TPAAWLIMK MUFPAHTOB.

B cBoer pabote xyaomHuLa peliaeT 060CTPUTE KOH-
GNMKT, CTONKHYB HaLLMOHANIMCTOB, anpyuopy HeHaBUAALLMX
nto6oro NPUEsKEro MHO3eMLa, 1 BbIXOOLEB U3 pecrybnmKk
CeBepHoro Haskasa. MMeHHO noatomy, 06aymbiBas CBOO
paboTy, XyAoKHULA NPUBEraeT K HaHpy MOKbIOMEHTapPH,
KOTOPbIM NMO3BONAT €M BLIBECTU 3PUTENA U3 MPUBLIYHOMO
CTEPEOTUMHOIO MbILLIEHUSA, CMaxHYyTb C ero rna3 ApemMoTy
NPeaCcKa3yeMOCTH CHOKETA U Pa3BA3KK KOHPMKTA.

OHa no-cBoemy MoaenupyeT KynbMUHALMOHHbIN
MOMEHT, HEO¥MAaHHbIM MOBOPOT CObbLITUM U duHan. ABTop
nccneayet HEBO3MOMHYIO Ha NepBbIv B3rNA4 KOMOMHaLMIO,
NPKW KOTOPOW KOHQIUKT HEe NPUBOAMT K KepTBaM U KPOBO-
NPONUTUIO, AaBas 3PUTENIO NOBEPUTL B peasibHOCTb Noa06-
HOro cueHapus.

MmeHHO noatomy B paboTe caenaH akuLeHT He Ha rnas-
HbIX FeposX, a Ha peaKLMu Noaen, CTaBLUMX HEBOMbHbI-

MK cBuaeTenamu npouclueaiero. Ocob6eHHO BarHbIM

AnAa aBTopa 661110 0603HAYNUTL TEMY AETCKOrO BOCMNPUATHA,
He 3aMyTHEHHOro MAEO0NOrMeN U NONIMTUKOM, @ OCHOBaHHO-
ro TOSIbKO Ha I0OOMBITCTBE M OTKPLITOCTU BCEMY HOBOMY.
[oBOpsA 0 TONEpPaHTHOCTH, Mbl HE BCeraa npeacTaBnaemM,
KaK OHa BbIrMA4MT.

Ho aBTop He cTpemuTCA AenaTb OKOHYaTENbHbIE Bbl-
BoAbl. E€ 3apaya — patb 3puTEnto NPOMUTL 3TY UCTOPUIO
CaMOCTOATENbHO W YWUTH, pa3ayMblBasA Haj, BONPOCaMM:

Hak Kk atomy oTHocuTbeA? MNpuHKMMaTh Mnu 3anpelwaTb? Boc-
XMLLATBCA MM OCYHAATb?

Elena Gorbacheva. Subway, 2012. Courtesy of the artist

Elena Gorbacheva

Subway

Russia, 2012
4'30", HD Video, color, sound
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Elena Gorbacheva. Subway, 2012. Courtesy of the artist

Moscow artist Yelena Gorbacheva studies
the life of the newcoming migrants that flock to
the capital for work, bringing their own national
traditions, customs and festivities. Although
all that helps the newcomers to keep links to
their roots, to the Motherland of their ancestors,
Muscovites find it difficult at times to accept it.
The artists depicts the essence of the conflict
that took place for real and more than once in
Moscow and has become a subject of debate in
mass-media. The author was amazed at the level
of aggression and hostility on both sides.

Reading the newspapers and listening to
the reports on radio and TV she asked herself
whether there was any solution to this conflict,
where the metropolis life-style of the Muscovites
is opposed to the national tradition of migrants.

In her work the artist decides to push the
conflict to the extreme and acquaints the nation-
alists, who hate the migrants a priori, with the
migrants from the North Caucasian republics.
This is why — thinking about her work — the
artists turns to the genre of mocumentary which
allows her to take her audience away from the
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conventional stereotype thinking and to dust off
the drowsiness of predictability from the plot and
the conflict’s resolution.

She has her own way of modeling the mo-
ment of climax, the unexpected turn of events and
the finale. The author studies the allegedly impos-
sible combination when the conflict is not to end
in blood and victims, encouraging her audience to
believe in the reality of such a scenario.

This is why it is not the main characters who
are in the focus of this work, but the reaction of
the people who became the involuntary wit-
nesses of the events. One of the mist important
accents that the author has made is the reactions
of children, not dimed by ideology and politics,
but based on curiosity and openness to all things
new. Speaking of tolerance we can not always
imagine what it looks like.

The author does not hurry with the final
conclusions. Her task is to let the audience ex-
perience this story and leave with the questions:
what | should think about it? Should we accept or
forbid? Should we admire or judge?

- ""*'..;-
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Aunppen LLlapoB n «TaHaTtoc BaHnoHuc»

cac

Poccua, 2012—2013

50'00", ogHoKaHanbHoe BMAEO, 3ByK: CcTepeo. Buaeo, ayavo, datorpadmA, HUBOMUCE, 0BbEKTHI

Bocbmugecatoie. [Ina npoctpaHcTBa, 3aHUMAaEMOro
HeKorga HapoAOM C ropAbiM MMEHEM «COBETCKUM», 3TO
AecATUNETHE BMECTUNO B cebs uenyto anoxy. OnbIT, nocTu-
raembli OTAENbHLIMW LIMBUNN3ALMAMU B TeYeHUe NoKose-
HWK, GBI 06PYLUIEH Ha MAgaNMCTUYECKOEe CO3HaHWE NoaEN,
COCTaBMAOLWMX CYyTb FPaHAMO3HOIO IKCMNEPUMEHTA MO CO-
3[aHWI0 HOBOIO, JOCENie HEBUAAHHOMO O6LLECTBA, B KOTOPOM
[omkHa bbina 6biTe peann3oBaHa KOHLLEMNLMA COLMUaNbHOMO
paBeHCTBA U MONIMTUYECKOM CTabubHOCTU. He cTOUT BUHUTL
noaen, CBATO BEPUBLLMX B CBOW Uaeaslbl, KOTOPbLIE B 3TH
rofbl 6bifv NOABEPHKEHL CAMOMY CYPOBOMY MUCHMbITAHWUIO
Ha BepHocTb cebe u cBoei naee. MmybuHa packona coseT-
CKoro obLiectsa obHakuna CBOK rpaHAMO3HOCTL Brarogapa
Npou13oLeaLLUM U3MeHeHUAM B cTpaHe. OgHWM U3 NoMCcoB
MPUTAKEHUA HE3ABUCHUMbIX M MEYTAIOLLMX HKWUTb NO-HOBOMY
ntofen 6bina NPUBHECEHHAA M3BHe CyOKyNbTypa — MaHK.

B npoekTe, co3paHHOM B HaHpe MOKbHOMEHTAPU Ha OC-
HOBaHWW AOKYMEHTASIbHBIX MaTEPUANOB, BOCMOMUHAHWIM OYe-
BMALEB M YHACTHUKOB ABUKEHUA, 06beanHUBLIErO MOMOAbIX
noaemn U3 COBEPLUEHHO PasHbIX COLMANbHbIX CIIOEB, pac-

ckasbiBaetca o naHk-rpynne CAC («CuHapom anutensHoro
coaenveanua»). ATa rpynna Geina co3gaHa AeTbMu npea-
CTaBUTENEMN MONMTUYECKOMO U COLMaNbHOro MCTEBNMLLMEHTA
CCCP, uT0 BO MHOrOM He BNMUCLIBAETCA B OBLLENPUHATYHO
KOHLLEMLIMIO MaHK-KYNbTYPbI, HO B TO e BPEMSA NoaYepKuBa-
€T, YTO, B OT/IMYME OT CBOMX 3anafHblX €AMHOMBILLIIEHHUKOB,
MPOTECT, NPOABAAEMbIA 3TUMU MOSIOALIMU NOALMM, Obin
CBA3aH C AMCKOMPOPTOM AANEKO He MaTepuasnbHbIM. B atoT
6ypHbI NeproL UCTOPUK CTpaHbl BricaHa xpoHonorua COC,
CTaBLUasA OTPaKEHWEM TparnyecKon cyapbsl Noaen, naen

W HAAEKA, TOrO BPEMEHH, 3aBEPLUMBLLMXCA TaK e TparnyHo
W BHE3AmMHO, Kak 060pBasiaCb HM3Hb YHACTHUKOB 3TOW rpyn-
nbl. [lpamaTrvyeckas norMKka Toro BpemMeHu no3sonuna 6biTb
YECTHLIMM 40 KOHLA TOMBbKO TeM, KTO OCTaJICA B TOM BPEMEHHM
W y}Ke HUKOrda He cTasl cTaplue HAaCTOMbKO, YTOObI B3MMAHYTh
Ha npoLusioe ¢ BbiCOTbl BaBUNoHCKOM GallHK HACTOALLETO.

Andrei Sharov and "Thanatos Banionis". SDS, 2012. Courtesy: Triump Gallery
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Andrei Sharov and "Thanatos Banionis"

SDS

Russia, 2012—2013

50'00", one-channel video, stereo sound. Video, audio, paintings, objects

The eighties. For the space once occupied
by people with a proud name “sovetskiy” this
decade became the whole era. Experience which
civilizations normally gain through generations has
been unleashed on the idealistic minds of people.
They were a part of a grand experiment of crea-
tion a revolutionary new community, which should
have been implemented the concept of social
equality and political stability.

We shouldn'’t blame people who piously
believed in the ideals, who were exposed to the
most severe test of loyalty to themself and their
ideas through all these years. The depth of the split
in the Soviet society has exposed its scope due
to changes in the country. One of the poles that
attracted independent and looking for a new life
people was brought from outside punk subculture.

The project, created in the genre mocu-
mentary on the basis of documentary materials,
evidences of participants of the movement that

united young people from very different groups.

It tells about punk band SDS ("Sindrom Dlitel-
nogo Sdavlivaniya" which is "Crush syndrome").
This group was created by people grown in the
political and social establishment of the USSR,
and this does not fit the conventional concept

of punk culture. But at the same time, this detall
emphasizes that their protest was not related with
material discomfort in contrast to their western
associates. The chronology of SDS is inscribed in
this turbulent historical period in Russian history,
it has become a reflection of the tragic fate of
people, ideas and hopes of the time, which ended
just as tragically and suddenly as it ended the life
of members of the group. The dramatic logic of
that time allowed to be honest only to those who
remained in that time and never got old enough
to look at the past from the height of the tower of
Babel at the Present.
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All great fiction films tend towards documentary, just
as all great documentaries tend toward fiction... each word
implies a part of the other. And he who opts wholeheartedly
for one, necessarily finds the other at the end of his journey...
If you want to make a documentary you should automati-
cally go to the fiction, and if you want to nourish your fiction
you have to come back to reality.

Jean-Luc Godard

Bce Benukune xygoxecTBeHHbIE
thunbmbl TArOTEIOT K AOKYMEHTANbHOCTH,
TOYHO TaK e KaK BenuKue AoOKYMeHTanb-
Hble hUNbMbl TArOTEIOT K XYAOHECTBEH-
HOCTW... OfjHa 3a4acTyio nogpasymeBaeT
apyroe. ToT, KTo Bceueno pewunn NoceA-
TUTb cebA ogHoMy, B KOHLEe nyTeLuecTBUA
obAsaTenbLHO BCTPETUT BTOPOE...

Ecnu Bbl pelunnu cHUMaTb JOKYMEH-
TanbHOe KNHO, BaM HYXHO aBTOMaTu4e-

Jacques Ranciere

We live in a world where soon there will be no corner
where no one hasn't looked into the camera eye. This is the
world, yearning continuously to get molds of his own face.
Every day documentary footage captured by dozens of thou-
sands of cameras inundate our lives from hundreds of thou-
sands of screens. The skin of history is peeling away turning
into a film... We don’t hesitate to believe the facts, neverthe-
less recent criticism conclusively proven that they have only
one meaning, which the human mind puts in them. Before the
invention of photography, when a "historical fact™" restored
according to the documents, the mind and the language inter-
vened twice into the fact interpretation: during the recon-
struction of the event and during the same historical inter-
pretation. With the movie, we can bring the facts in it in their
as who should say original form. Are these facts speaking
about something except themselves, except their own his-
tory? | personally guess that the movie with its realism does
not help the historical sciences to take another step toward
objectivity, but rather gives them a new opportunity to create
an illusion. Invisible commentator, disappearing from specta-
tors mind while they’re looking Capra’s movies — this is the
historian of tomorrow, who creates a monstrous staging for
crowds, resuscitates personalities and events that accumu-
late in the film archives around the world.

Andre Bazin,
From the book "What is cinema?"

The fiction of the aesthetic age defined models for connecting the presenta-
tion of facts and forms of intelligibility that blurred the border between the logic of
facts and the logic of fiction... Writing history and writing stories come under the
same regime of truth.

CHM NepexoauTb K BbIMbICNY, @ €Cnu Bbl
XO0TUTEe B3pacTuTb cBou haHTa3um, Bam
Heobxogumo obpalyaTbcA K peanbHOCTU

Han-Jiox Nopap

Mbi 3uBEM B Mupe, rge CKOpo He 0CTAaHETCA HU OJHOro yronka, Kyfaa He 3arna-
Hyn Bbl a3 KuHoKamepbl. 3T0O — MUP, CTPEMALLYMINCA HEMNPEPBLIBHO CHUMATb CNenkun
co cBoero cobcTBeHHoro nuua. [lokymeHTanbHble KaApbl, OTCHATbIE feCATKaMM
TbICAY Kamep, exeqHeBHO 0bpyLUMBAIOTCA Ha Hac C COTEH ThiCAY aKpaHoB. Hoxa
WcTopum wenywmtcA, npeBpaLiaAacb B KUHOMMEHKY... Mbl, He 3agymbiBaAcb, BEpUM
thakTam, XxoTA coBpemMeHHaA KPUTUKa AocTtaToyHo ybeauTenbHO foKasana, 4To OHM
MMEIoT NMLLb TOT CMbICH, KOTOPbIA BKNaAbIBaeT B HUX YyenosevyecKuii pasym. [lo nso-
6peteHuAa cotorpacmm, Korga «<McTopnY4ecKuin haKT» BOCCTaHaBNMBANCA MO [OKY-
MeHTam, pa3yMm 1 A3blK BMELUMBANUCb ABaXbl: B NPOLECCE PEKOHCTPYKUUN cobbiTna
M B CaMOM €ro UCTOPUYECHOM UCTONKoBaHUN. C NOMOLLbI0O KUHO Mbl MOMEM Npu-
BoAauTb haKThbl B UX, TaK CKa3aTb, NnepBo3gaHHoM Buge. CnocobHbl nu aTn daKkTbl
cBMAeTenbcTBOBaTh 0 YeM-nubo, nomumo camux ceba, nomumo cBoein cobcTeeH-
Hoi nctopumn? A NUYHO AymMalo, YTO KMHO CBOMM peanu3mMoM He TONMbKO He NnomoraeT
NCTOPMYECKNM HayKaMm cfenaTb HOBbIA LWar K 06beKTUBHOCTA, HO, HaNpPoTuB, faeT
UM HOBble BO3MOXHOCTM CO3AaHMA unnio3un. HeBmaumblii KOMMEHTaTOpP, 0 KOTOPOM
3abbiBaloT 3pUTENMN, CMOTPALLME 3amMedaTenbHble MOHTarHble unbmbl Hanpbl, —
3TO U ecTb UCTOPVK 3aBTPALLUHEro AHA, CO3[AaloLWWiA ANA ToNN Yy[0BULLHbIE UHCLEHW-
pOBKW, BOCKpPELLIAIOLLMIA N0 CBOEMY HenaHuio nuua u cobbiTna, HakannuealoLwmeca
B KMHOapxuBax BCero mupa.

AHppe Ba3zeH,
N3 KHurv «4To TaKoe KnHo?»

XyporecTBeHHaA nuTepaTypa 3cTeTu-
4YecKoro BeKa onpepenana Mogenu ycra-
HOBMNEHNA CBA3N MeHAy npes3eHTauymen
thaKTOB 1 hopmamm NOHATHOCTU, KOTOPbIE
pa3mbiBanu rpaHuLy Mexpay nornKon cakx-
TOB 1 NOrnKoi BbiMbIcna... HanucaHne
NCTOPUN N HanucaHve NCTOPUIA perynupy-
€TCA aHaNnorm4yHbIM PEHUMOM UCTUHHOCTW.

H{ar PaHcbep



Originally the virtual for us is our nature, necessity,
ground, occasion to become human. It is the distance which
lies between us and the world, a gap for the freedom of wiill.
But to live with it we need courage. A less painful option is
suggested to us. It has always been suggested, though. The
mechanisms of virtualization have not changed. But today
they are externalized, unified and framed. Perhaps we are
entering the situation of fixing the head in the direction of the
shadow. Some agree with this, some as always resist. In Pla-
tonic terms virtuallity is not the shadows, nor being chained,
but the situation of looking in itself.

Somebody say that each our action creates a parallel real-
ity. We are immersed into myriads of intertwined, entangled,
unfavorable spheres as into kissel. Reality is elusive, thought
stratifies, rereflects, is being reborn, slides and mixes with
itself a second ago with a phase shift. This is bullshit. Thought
is one, but it is unable to occur to us. We cannot detect it.
And we don’t want to.

Vadim Hartashov,
for the catalogue «Expanded Cinema — IlI»

The modern world is void of certainty, previously given to people by faith. Holy
certainty in the exact order of things has been replaced by scientific progress,
inconceivable by the masses, with its regular news in all fields — from bioengineer-
ing to robotechnics. The world has shrinked to a smartphone — the machine clos-
est to the contemporary man, and the only one he can control and understand.

Epic social mechanisms, scientific achievements, outer space and micro par-
ticles seem evident only from a big distance, but from a short distance a contem-
porary man can hardly explain how clouds are created or how the chemical com-
position of an object explains its qualities. The world of hardly explainable natural
science with a superstructure of philosophy, economy and psychology is very com-
plex and far to believe in it completely. Humanity is lost and moves by touch, so
that it is easier for it to believe more fake news about British scientists who make
wine into blood, than to explain how wi-fi works. This unique situation must surely
be used by an artist. The genre of mocumentary is not something to put on a ban-
ner, but to be kept secret. because the most valuable quality of human perception
is still an ability to get surprised, to hesitate and to ask oneself questions, not look-
ing for a prompt.

Alisa Taezhnaya,
for the catalogue «Expanded Cinema — llI»

W3HayanbHO gnA Hac BMpTyanbHOe — 3TO Halua npupopaa,
HeobxogumocTb, OCHOBa, NOBOA CTaTb NogbMU. 3TO AUCTaH-
LuMA, KoTopoi Mbl oTgenunu ceba ot mupa, 3a3op anA ceobogbl
Bonu. Ho gnAa Toro, 4tobbl c Hell HNTb, HYHHO MyrecTBo. Ham
npepnaraloT meHee BonesHeHHbI BapuaHT. Ero npegnaranm,
ofHaKo, Bcerga. MexaHnambl BUpTyanusauum He U3MEHUNUCh.
Ho ceivyac oHu akcTepHanu3npyloTca U YHAULMPYIOTCA, pamu-
pytoTcA. BosamoxHO, Mbl BXoAUM B Ty cCaMyl0 CUTyaLMI0 3aKpen-
neHnA ronosbl B HanpaBneHun TeHn. Hro-To ¢ aTum cornace,
KTO-TO — KaK Bcerga, conpoTtusBnaetcA. Ecnu rosoputs B Tep-
MuHax MnaToHa, TO BUPTYanbLHOCTb — 3TO HE TEeHU, He NPUKOo-
BaHHOCTb, @ CMTyauuA CMOTpeHuA cama no cebe.

HTto-To roBopuT: Karmpoe Hawe fgeicTBme cosgaeT
napannenbHylo peanbHocTb. Vbl NorpyHeHbl Kak B KUcenb
B MUpuagbl CrneTaloLmMxcA, NepenneTaLmnxca, HeBbIrogHbIX
ctep. PeanbHocTb HeynoBuMa, Mbicnb paccnanBaeTcA, nepe-
OTparaeTcA, NepepoxHAaeTcA, CocKanb3biBaeT U CMeLunBa-
eTcA ¢ camon coboin cekyHAy Ha3ag co casurom no case. 310
epyHAa. Mbicnb — ogHa, Ho oHa He crniocobHa Ham NpUATWK.
Mebi He mox<em ee pacnosHatb. U He xoTum.

Baguv HapTtalues,
crneuvansHo AnA Katanora «PaclumpeHHoe KuHo — Iy

CoBpemMeHHbI MUP NULLIEH ONpPeAeneHHOCT, KOTOPYI0 paHbLUEe NioAAM faBana penuruosHanA sepa.
Ha cmeHy cBATOI yBEPEHHOCTN B YETKOM MOPAAKE BELLei NpuLLIeN MaccoBO HEMOCTUMUMbIA HaY4HbIA
nporpecc (B aTom cTpalwuHo cebe npusHaTbcA) ¢ perynApHbIMN HOBUHKaMu Bo Bcex obnactAax — ot buo-
VHHeHepun Ao poboToTEXHNKM, @ MUP cy3uncA Ao cMapTdoHa — eAVHCTBEHHON U camoi bnu3Kon cospe-
MEHHOMY YenoBeKY MaLLMHbI, YCTPOWCTBO KOTOPO OH B MPUHLMMNE MOMET KOHTPONMpPoBaTh N NOHUMATb.

3AnuyecKue coumnanbHble MEXaHN3Mbl, HAY4YHbIE AOCTUHKEHNA, KOCMOC Y MMKPOYacTULibl TONbKO U3aa-
neKa KamyTcA o4eBuagHbIMM — B6NN3M He coBpemeHHbI YenoBeK ¢ TPYAOM OTBETUT, oTKyaa bepytcA
obnaka, nnu Kaxk XxMMM4YecKuii coctaB nNpegmMmeTa BNuAeT Ha ero msnyecKne ceoinctea. Mup egBa 06b-
ACHMMOI eCTeCTBEHHOWN HayKN C HAACTPONKoN U3 unocodun, aIKOHOMUKMN U NMCUXONOMMN 04EHb CIIOHEH
1 ganek, 4tobbl BEpUTbL B HEro LennKom. YenoBeyecTBo HaCcTONbHKO PacTEPANOCh U ABUHETCA HAOLLIMb,
4YTO cKopee noBepuT B (haiiKOBYIO HOBOCTb 06 o4YepefHOM OTHPbLITUN BpPUTAHCKUX YYEHbIX, KOTOpbIe
OEenaloT KpoBb U3 BMHA, Y4eM 0bbACHAT, Kak paboTtaeT wi-fi. 1 310 yHMKanbHON cuTyauuein coBpeMEHHbIA
XYAOMHHUK, pasyMmeeTcA, AoMHeH nonb3oBaTbcA. Camo coboii, aHp MOKbIOMEHTapU XYAOHHUKY HE CTOMT
BelwlaTb Ha 3HaMeHa, a ny4lle coxpaHATb B cexpeTe. MoTomy 4To caMbiM LEHHLIM B 4YenoBe4YeCKoM BOC-
NPUATUM eLle ABNAETCA CBOWCTBO YAVBNATLCA, COMHEBATbCA U 3afaBaTb Bonpockl camomy cebe, He nog-
rnAAbIBasA 3a NofcKasKomn B KoHel y4yebHuKa.

Anuca TaérHan,
crneuvansHo AnA Katanora «PaclunpeHHoe KuHo — Iy



Manyana MoprenH
MonHna

MpaHuma, 2012
23000, Blue Ray/HDCam/DCP, 4:3 n 16:9, 38yK 5.1, uBeT

CreumnanbHbIM COBLITUEM KMHOMPOrPaMMbl CTaHET
npembepa ¢punbma «MonHUA» BOCXOAALLEH 3Be3bl eBpOoneit-
CKOro KnHo MaHyanbl MopreH — ¢unbMm, KoTopble MHOMME
Ha3BaM TOTa/IbHbIM AKCNEPUMEHTOM M HACTOALLMM OTKPOBE-
HWeM MuHyBLero PotTepaamckoro kuHodectuaana. Punbm
permccep npeacTtaBut B Mockse nnmuHo. MaHyana MopreH
CHMMaeT 3MKYeCKoe MOSIOTHO M3 YeTblpex YacTel O B3anUMO-
CBA3W NMPUPOLHOM CTUXMM, YHUKAIIbHOIO TPaHCLEHOEHTNIbHO-
ro OMbITa U OXMBaIOLLEN MUPOSIOrMK CTPaH, 3MOX U OTAENbHbIX
ntopen. Cama pexumccep ¢ KopHaMM M3 CpeamsemMHOMOPbA
n BnukHero BocToKa HasbiBaeT STOT GUNbM «JlereHaoN U3 ve-
Thipex Ce30HoB». B cnoxHOM noBecTBOBaHWM, CKPeLLeHUH
WNFO30PHOM UCTOPUK W HepeasibHbIX MMpoB MaHyana MopreH
€o3aaeT HOBYO MUGbOSIOMMIO OTHOLLIEHWI NIIOAEH CKBO3b NPO-
CTPaHCTBO W BpEMSA W NPEOAOoNIEHNE TAOT GpOPMbl U peasb-
HocTW. MopreH cuHTe3upyeT pasHble Chepbl HayKK, MCTOPHIO,
KWHO, BUOEO0-apT, HAPOAHbBIE NIEreHAbl U AOKYMEHTaNIbHOE
nccrnepoBaHue, 4Tobbl CreHepupoBaTh YHUBEpPCanbHOE NoBe-
CTBOBaHWE O MeCTe YENOBEKa B MUPE KOMNMEKTUBHbIX GaHTa3Wi
W NpU3payHbIX GpaKToB.

MosecTBOBaHWE Ppunbma «MonHUA» NNABHO ABUKETCA
OT 4aCTH K YaCTH, CUMBOSIM3UPYIO MeTaGOPHUYECKYIO CMEHY

BpemeH roga. MNepsan ¢arTasua «baan» («OceHb») noces-
LeHa APEBHECUPHIICKOMY BOry-rpOMOBEPHLLY: B HEW NATEPO
YeNIOBEK, MEPEXMBLLMX yAAP MOSTHWEN, BO3BpALLAOTCA

W NbITAIOTCA BOCMPOU3BECTH CBOM YHWUKabHbIM OMbIT BCTPEYH
co ctuxven. Bo BTopoit Hosenne «Madoc Matoca» («3uma»)
paccKasaHbl NyTELLEeCTBUSA BO BPEMEHW U NMPOCTPAHCTBE
NATEPbIX NALMEHTOB HA BCTPEYE CO CBOMM ncuxuaTpom. Moka
OHM WLLYT NYTb K UCLLENEHMIO, X MPOBOAHWUK CKBO3WUT MEHAY
CTpaHamu 1 aroxamu, BOCMPOM3BOAA KApTHHbLI HEBEPOATHO-
rO edMHEHUA YeNOBEKA C NMPUPOLOM M MOUCKA BHYTPEHHEM
rapmoHuu. TpeTba yacTtb «Jlerenna CumeoHa» («BecHa»)
pacCKa3biBaET UCTOPHIO MEPCOHAKA OAHOTO M3 CTAPUHHBIX
NOBEPHI: PENMIMO3HOrO paHaTHKa, KOTOPOro yaapuia Mon-
HWA Ha BepLlUMHe KomoHHbI B [MNanbmupe. MocneaHas Hosenna
«AToMbl» («J1eTo») NepeckasbiBaeT CloweT 6apoyHOro apa-
matypra Mapueo, KOTOpbIM OAHWM M3 NEPBLIX B NUTEPATYpPE
HaYan aKTMBHO MrpaTb MHOCKa3aHUAMM.

Lightning hunter. Courtesy of the artist

Manuela Morgaine. Lightning, 2012. Photo: © Alex Hermant,

Lightning hunter. Courtesy of the artist

Manuela Morgaine. Lightning, 2012. Photo: © Alex Hermant,

Manuela Morgaine

Foudre (Lightning)

France, 2012
23000, Blue Ray/HDCam/DCP. 4:3&816:9, sound 5.1, colour

The special feature of the screening
programme is a premiere of "Lightning" by rising
star of European cinema Manuela Morgaine. This
film was discovered as a total experiment during
a previous Rotterdam Film Festival. Manuela
Morgaine (born in 1962) is preparing an epic film
consisting of four chapters about interrelations
of natural elements, unique transcendent
experience, and resurgent mythology of countries,
époques and people. The artist of Mediterranean
and Middle East origins calls this work herself
"a legend of four seasons". Through the complex
narrative, combinations of illusory history and
unreal myths Manuela Morgaine creates a new
mythology of relations between people over
space and time, and getting over tensions of
forms and reality. Morgaine synthesizes different
fields of science to generate a universal story
about the place of the humans in the world of
collective fantasy and illusive facts.

The narrative of "Lightning" glides from one
part to another which symbolizes metaphorical

season change. The first fantasy "Baal"
("Autumn") is devoted to the Ancient Syrian

God of Thunder — five people who survived
from a stroke of lightning come back and try to
repeat their unique experience of meeting the
natural force. The second novel "Pathos Mathos"
("Winter") describes a story told to a psychiatrist
by his five patients about their journeys in time
and space. The latter are searching the way for
recovery, meanwhile their guide is drifting through
the countries and époques reproducing the
scenes of incredible unity of man and nature and
the search of inner harmony. The third season
"The Legend of Symeon" ("Spring") tells the story
about a character of one of the ancient popular
beliefs — religious fanatic who was stroke by
the lightning on the top of a column in Palmira in
Syria. Last season "Atoms" ("Summer") retells
the plot by baroque dramatist Marivaux who was
one of the first writers who started to play with
allegory and metaphors in literature.
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MuTtep NpuHyan
NapexHna

Benukobputanua, 1980
195'00", 16 MM KMHONMEHKA, LBET, 3ByK MOHO

®3MKM U Urpa C KAHOHUYECKUMU NPUEMAMK LOKYMEH-
TaNIMCTUKK CTaNW NPEeAMETOM AeBOTHOro NOTHOMETPAKHOIO
drnbmMa M3BECTHOO BPUTAHCKOIO perUccepa M XyOoHKHMKa
Mutepa MpuHyan. CneumnansHo ana nokasa Ha «Meama Popy-
Me» KypaTopamu dpecTrBana 66110 BeIGPaHO ero MOKbIOMEH-
Tapw «[lageHnA» G OCTPOYMHBIM 3aMMCTBOBaHWEM, YEPHbBIM
FOMOPOM U KPUTHHECKOM pedrieKCHeN Ha AOKYMEHTATMCTURY
KaK afeKBaTHOE OTOBparKeHUe pPeasibHOCTH.

92 repos «[ageHn» — AKO6blI O4EBUALLBI U HEPTBbI
KaTacTpodbl MMPOBOro MacliTaba, HeNnporoBaprBaeMoro 3a-
rapoyHoro OxecToueHHoro BospencTeua, KoTopoe nopasuno
HacMepTb W TPaBMMUPOBASIO HECKOSIbBKO MUTIMOHOB YENOBEK.

B 06beKkTMB nonagatoTt 4eCATHU Hape30K 0 NaHN4YeCKHX Npu-
CTynax, BUAEHUAX MU MEeYTax HepTB HaTaCTpO¢bI, a X MHEHMUA,
BblICKa3aHHbIE B SKCNEePHUMEHTaJIbHbIX q)opmax, BbICTpanBa-
HOTCA B KaHBY KNaCCHU4Y€CKOro AO0KyMEeHTa/IbHOro KMHO Nno
MOTMBaM UCTOPHUHECKOIO CcOo6bITUA. FpMHyaﬁ AOEKOHCTPpYyUpyeTt
4enoBe4eCKyro nOTpe6HOCTb aHaIn3npoBaTb U MHTEPNPETHU-
poBaTb UCTOPUIO U NeganmpoBaTb NPoOLIOe UK Tparn4eckme
npouncLuecTBmA. B ero (I)MJ'II:Me CTO B3rMAQ0B Ha 0O 4gHO U TO

e Hecny4ymBLleeca CobblTME — HUKOrAa He coBrnagaroLLme
OCKOJTIKM B KapTUHE KONNEeKTUBHOIo obmaHa U d)MKLI,I/IM.

Peter Greenaway, The Falls, 1980. Courtesy of the artist

Peter Greenaway, The Falls, 1980. Courtesy of the artist

Peter Greenaway

The Falls

UK, 1980
195'00", 16 mm film, color, sound mix mono
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Fakes and playing with canonical methods of
documentary became the subject of a debut feature
film by famous British film director and experimen-
tal artist Peter Greenaway. His mocumentary "The
Falls", with its witty borrowings, black humour and
critical reflection on documentary as an echo of
reality was chosen by the festival curators for the
programme in Media Forum.

The 92 characters of "The Falls" are consid-
ered to be witnesses and victims of the world-wide
accident — a Violent Unknown Event which struck
dead and injured several millions of people. The film

consists of dozens of cuts about panic attacks, the
visions and nightmares of the victims; their opin-
ions made in experimental forms turn into outline of
classical documentary based on historical events.
Greenaway deconstructs human need for analysis
and interpretation of history as well as for emphasiz-
ing the past or apocalyptic accidents. His film con-
sists of hundreds of views on the same unhappening
event — never coincidenting fragments in the pattern
of collective fraud and fiction.
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Axe3 AHwa
MeHa 3o0ByT AHe3 AHWwa

Cnosenna, 2012
68'00", HD Buaeo, uBeT, 3ByK 9.1
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Peruccep v xynomHmk Axes AHwa (Janez Janda), akTmeHO
paboratolmii B 061acTi HOBbIX Meaua, NpueaeT B Mocksy B
pamKax obpasosaresibHon nporpammbl «MokbtomeHTapm: Pe-
aNbHOCTW HE0CTAaTOYHO”» G MPeMbepor cBoero ¢punbma «MeHs
30ByT AHe3 AHwWwa» 1 06cyanT drnbm Co IpUTENAMM.

B 2007 rogy Tpoe xyOomHWKOB BCTYNWK B KOHCEpPBa-
THBHYI0 CroBeHCKyo femokpatudeckyto naptuio (CAM) u
odpuLManbHO M3MEHWM CBOM MMEHa Ha MMA NTnaepa aTon
napTiu, npembep-mMuHucTpa Crnosernn Arnesa AHwK. D10
AENCTBME Pa3MbINO FPaHMLbl MEKAY X MU3HBIO M MCKYCCTBOM
BO MHOMeCTBE HenpeaBUAEHHbIX CUTYaLMi 1 BbI3BASIO pasHble
MHTEpnpeTaLum B OOLLECTBE M XyOOMECTBEHHOM CPeae BHYTPH
CrioBeHWH U1 3a ee rpaHuLamMH.
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«MeHs 30ByT AHe3 AHwa» — aTo NyTewecTsHe Yepe3
pasHble CTadWK W aCNeKTbl UBMEHEHUA UMEHW W ero Nocnea:-
CTBWHM, BKOYaA My6rMyHbIE, MMYHBIE U KOMMYHUKATUBHbIE.
3T0T dUNbM — MccneoBaHUE TOrO, KaK B 3anagHoM obLe-
CTBE MAef IMYHOrO MMEHW COBMAAAET MKW OTIMYAETCA OT MAeu
NePCOHaILHON UOEHTUYHOCTH.

Janez Jansa. My Name Is Janez Jansa, 2012. Realized in collaboration
: Aksioma and the artists

with Aksioma — Institute for Contemporary Art, Ljubljana with the
support of the Ministry of Culture of the Republic of Slovenia and the
Municipality of Ljubljana. Photosession: Drazen Dragojevi¢. Photo:

Janez Jan3a. My Name Is Janez Jan$a, 2012. Realized in collaboration with Aksioma — Institute for Contemporary Art, Ljubljana with the sup-
Miha Fras. Courte

port of the Ministry of Culture of the Republic of Slovenia and the Municipality of Ljubljana. Photosession: Drazen Dragojevi¢. Photo: Miha Fras.

Courtesy: Aksioma and the artists

Janez Jansa
My Name is Janez Jansa

Slovenia, 2012
68'00", HD, Color, Sound 5.1

New Media artist and film director Janez Jansa is
going to visit Moscow within the frameworks of the lec-
ture programme "Mocumentary: Reality Is Not Enough"
to premiere his documentary "My name is Janez Jansa"
in Russia and discuss it with the audience.

In 2007, three artists joined the conservative
Slovenian Democratic Party (SDS) and officially
changed their names to that of the leader of the party,
the Prime Minister of Slovenia, Janez Jansa. This act
blurred the boundaries between their lives and art in
numerous and unforeseen ways, and provoked a vari-
ety of interpretations among the general public and in
art circles in Slovenia and beyond.

"My name is Janez Jansa" is a parcours through
different stages and aspects of the act of name
changing and its consequences, including public,
relational and intimate ones; it is an investigation of
how, in western society, the concept of personal
name coincides with (or differs from) the question of
personal identity.
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BepHep Xepuor
YpOKU TEMHOTHI

['epmaHna, 1992

5000", 16 Mmm KnHonNeHKa (nepeBedeHHan B 35 MM), LBET, 3BYK CTEPED

CwHTe3 peanbHOCTH W JOKYMEHTa/bHbIX CBUAETENLCTB,
CBOWCTBEHHOE A1 TeMbl MOKbIOMEHTapK, YacTo BCTpeyaeTca
B paboTax KraccuKa eBponencKoro KnuHematorpada — Bep-
Hepa Xepuora. Ero yacosow ¢punbm «YpoKu TeMHOTbI» — Npo-
H3UTeNbHaA MeAUTALMA HA TEMY KaTacTpodbl U pa3pyLLeHHUen
1 U3y4eHWe NpUpoabl LECTPYKTUBHOIO NOBEAEHMA YenoBeKa.

JloKyMeHTanbHble CbEMKM C BbICOTbI Haf, 3KONOrMYECKOoM
kaTacTpodoi B HyserTte nocne BovHbl ¢ CLUA gononHeHbl
B ¢pubMe 3aKafpOBLIM MOHOMOIOM PEXMUCCEPA O BbIMbILLI-
NEeHHOM rno6asibHOM KaTaknuname. 3puUTenb CHATLIBAET KOH-
HoTaumMKn XepLora: CbeMKM C BbICOTbl GOpMaSIbHO HarnoMMHa-
tOT NaHOPaMbl M3 OKOH 6OMGAPAMPOBLLMKA, a Pa3MbILLNEHWUA

06 arnoKanMnTMYecKon NPUPOAHOI Tpareann nerko pudmy-
tOTCA C aBTOPCKUMM COMHEHWAMMU B F'YMaHHOCTH W pasyMHO-
cTv Yenoseka. BMecTo co3paHna nnakaTHbIX yTBEPHKAESHWM
1 NPAMOJSIMHEMHOM KPUTKKK, XepLor MeTabopryeckn 06b-

€AWNHAET KOHEeL, NprupoAbl M KOHEL, 4eNnoBEe4YECKOIro OGLIJ.eCTBa:

Nno MHEHHNIO pernccepa, 6e3 Munocepana M Co4yBCTBUA,
4enoBeRy, Kak U POAHUKY, 3a/IMTOMY He(l)TbPO, HMHUTb OCTaJ10Cb
coBCeM Henonro.

Werner Herzog. Stills form Lessons of Darkness, 1992. © Werner Herzog. Courtesy: the artist and Goethe-Institut

Werner Herzog
Lessons of Darkness

Germany, 1992

50'00", 16 mm film (converted to 35 mm), colour, sound mix stereo

Werner Herzog. Stills form Lessons of Darkness, 1992. © Werner Herzog. Courtesy: the artist and Goethe-Institut

A mixture of reality and documentary evidence
typical for mocumentary frequently occurs in the
works of the classic of European cinematogra-
phy — Werner Herzog. His one-hour film Lessons of
Darkness is a piercing meditation on the subject of
catastrophes and damages and examination of the
nature of destructive human behavior.

Documentary scenes of ecological catastrophe
in Kuwait after the war with the USA shot from high
above go along simultaneously with the monolog of
the film director about a fictional global cataclysm.
The spectator may catch the author's connota-

tions — screenshots at a height are analogous to
the panoramas from strike aircraft windows, and the
reflection on apocalyptic nature catastrophe coin-
cides with the author’s doubts about humanity and
the rationality of human beings. Instead of creating
poster statements and straightforward critics, Her-
zog unites nature and human aspects: without mercy
and sympathy humanity is doomed like a spring
poisoned with oil fuel.
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Buorpacdmm yyacTHUHKOB

Bnapgumup Apxunos

Poccuiickunit xynomHuK. MmeeT Bbicliee TexHHYecKoe obpasoBaHue.
C 1994 roga paboTaeT ¢ yHUBEPCabHbIM GEHOMEHOM — CaMOCTOATENbHbIM
n3rotoBneHMeM Heob6xoAnMOM 6bITOBOM BellM, co3aeT 6asy AaHHbIX CaMo-
AernbHbIX, yTUIMTapHbIX NpeameTos, aBTop canTta www.folkforms.ru. Co cso-
MMK NPOEKTaMK yyacTByeT B BeicTaBKkax ¢ 1991 roga. Cpeaun KONNEKTUBHbIX
BbICTABOK — BbICTaBKW Ha TpWeHHane coBpeMeHHOro McKyccTBa B yaHuxoy,
"OSTALGIA" 8 Hosom Mysee Huto-MopKa, «Pycckoe 6earoe» B Mepmu,
BueHHane cospemeHHoro uckyccraa B LLlapaxe, Buennane cospemen-
Horo nckycccTea B Can-layny u TupaHe. NepcoHansHble BoicTaBkn Bnagu-
mupa Apxunosa npoxoaunu ¢ 1991 roga B ranepeax Poccun n 3anagHow
Esponbl. B 2003—2012 rogax nagan 4 KHArM o HangeHHbIX GbITOBbIX 06bEK-
Tax U HApPOAHOM AM3aKnHe.

Merru Beiin

AmMepHKaHCKUI Meaua-aun3anHep, XyaoxHuua, paboTatowans B obnacTtu
MHTEPaKTUBHOIO AM3alHa — OT CO3[aHuA LMbPOBOM peKknambl U BUPTYyasb-
HOM peasibHOCTH A0 MOBUbHbIX MPUNOKEHWUM 1 Urp. BeinyckHuua Mapsapa-
CKOro YHMBEPCUTETa, OHa TaKiKe MMeeT CTeneHb MarucTpa TexHONnorMyecKoro
yHuBepcuTeTa wrata Maccavycetc. B 1996 rogy oHa paspabotana opuru-
HanbHbIM aM3anH BebcanTa ana Oxkenmca Tappena, u B HacToAlee BpeMA
TaKe 3aHMMaeTcA pa3paboTKoM ero OHNaMH-NPOEKTOB ANA NocneayoLen
BbICTaBKW paboT xyaoxHuKa B 2013 roay. Bein yuactsoBana B paspaboTtke
nporpammsl "CINEPUZZLE" ana Mo6unbHbIX OnepaumoHHbIX CUCTeM 1 Be6-
npunoxenui. Cpean KnMeHToB aToro cepeuca — kaHan Discovery, Sony
Music Entertainment n Disney Music. CoBmecTHo ¢ HoHHM ae na lMNeHbs oHa
paspaboTana nnatdpopmy «HypHaNMCTUKM NOrpyHREHUA», BKNtOYaLOLWYO B cebA
npoektsl "Gone Gitmo", "Wall Jumpers" u "The IPSRESS Project". Ee pa6ortsl
npeacTaBfieHbl Ha aKaAeMUYECKNX, MPOMBILIIEHHbIX U XyAOMECTBEHHbIX
BbICTaBKax no scemy mupy. Bein npenopaet B KanndopHuiickom Konneame
ncryccts B CaH-®PpaHuucko. Takike B Ka4eCTBE NpUrnaleHHoro npodpeccopa
oHa npenopaet B LLIkone kMHematorpadurueckmx UCKyccTs B KanupopHuu.

AmuTpuii BeHkos

Poccuiickuin BupeoxynomHuk. Jlaypeat npemmn KanamHckoro 2012 ropa.

3akoHumn marnctpatypy OperoHCKoOro yHMBepcuTeTa no cneLuanbHOCTH
MCTOPMUA KMHO U oTaeneHne Hosble Meana wkonbl M. Poguerko. Ero pa6orsl
CYLLLECTBYIOT Ha NepeceyeHnn pPassiniHbIX KOHTEKCTOB: KMHOGECTUBANBHOMO
(mtoHxeHckui Kino der Kunst, napumckuin dectmsans umenn Hana Pywa

1 MOCKOBCKUI MeAYHAPOAHbIM KuHodecTMBanb), akagemuyeckoro (Mockos-
CKUI1 FOCYAAPCTBEHHBIM M MenbCKuit yHUBEPCUTETHI) U KOHTEKCTa MCKYCCTBa
(mockoBckan ranepes Tpuymod, FLICH, weHesckuit H.E. A. D.). B nexabpe

Participants

Vladimir Arkhipov

A Russian artist. He has a higher technical educa-
tion. Since 1994 he works with unique phenomenons —
the independent production of necessary domestic
things; he creates a database of handmade utilitarian
objects. He is the author of the site www.folkforms.ru.
He has participated in group exhibitions such as Guang-
zhu Triennale of Contemporary Art, "OSTALGIA" in the
New Museum, New York, "Russian Poor" in Perm, Shar-
jah, Séao Paulo and Tirana Biennales since 1991. He had
solo shows since 1991 in the galleries of Russia and
Western Europe. In 2003—2012 he published 4 books
about found domestic objects and folk design.

Harun Farocki

A German documentary filmmaker and video art-
ist. He was born on the territory of Czechoslovakia. In
1966—68 he studied at the German Film and Television
Academy in Berlin. In 1974—84 he edited the Filmkritik
magazine in Muenchen. Since 1966 he has made more
than 100 nonfiction and television films for children’s
television — each as a documentary research essay. He
has taken part in exhibitions of contemporary art since
1996 include JOCUMENTA(12), Shanghai and Sydney
Biennalle, the ones in the Institute of Contemporary Arts,
London, MuMoK, Vienna, MOMA, New York. He taught
at the University of California, Berkeley in 1993—99.
Since 2004 he is a professor of the Academy of Fine
Arts, Vienna.

Omer Fast

The artist, was born in Jerusalem. He holds a BA in
English from Tufts University, a BFA in Visual Arts from
the Boston Museum School of Fine Arts and an MFA
from Hunter College, City University of New York. Since
finishing his studies in 2000, Fast has participated in
over 150 international exhibitions, including solo shows
at the Whitney Museum in New York, the Moderna
Museet in Stockholm, the Dallas Museum of Art and Mu-
seum of Modern Art in Vienna. Group exhibitions include
dOCUMENTA(13), the Venice Biennale, the Guggen-
heim Museum in New York and the Centre Pompidou in
Paris. Fast received the Bucksbaum award for his work
“The Casting” at the Whitney Biennial in 2008 and has
also won the National Galerie’s Prize for Young Art in
Berlin in 2009 with his work “Nostalgia”. His work is in
several international collections including Tate Modern,

the Guggenheim Museum, the Los Angeles County
Museum of Art and the Centre Pompidou.

Elena Gorbacheva

A Russian video artist. She was born in Primorsk
region, lives and works in Moscow. In 2011—2012 she
studied in Wordshop Academy. In 2012 she became
a student of the Institute of Modern Art problems, Elena
Kovylina performance school and Open school Ma-
nege/MediaArtLab. She participated in the one-minute
film competition ESF in 2012 and 2013, on "Moscow
Hub" exhibition and on the media forum Moscow Interna-
tional Film Festival.

Peter Greenaway

A British film director and visual artist. His first
short experimental films were produced in the beginning
of 60's. His successful career of distinguishing film di-
rector started in 1980 with his feature debut "The Falls".
Working in media of theatre, experimental film, video art
and cinema Peter Greenaway work is highly influenced
by Renaissance and Baroque painting, science, erotic
and psychological aspects of personality and a mixture
of staging and history interpretation. Peter Greenaway
works were four times nominated for the Palme D'Or and
have been exhibited at international art festivals for the
last 30 years.

Werner Herzog

German film director, producer, screenwriter, actor
and opera director. French director Francois Truffaut
once called Herzog "the most important of living direc-
tors." Herzog and his films were awarded many times at
film festivals. The first of the most significant Herzog's
award was honored "Silver Bear" at the Berlinale film
"Signs of Life" (1968). Herzog was named as best
director for the film "Fitzcarraldo" in 1982 at the Cannes
Film Festival. At the same festival a few years before the
director received a special jury prize for " The Enigma
of Kaspar Hauser " (1975). Herzog films documentaries
from 1969. By now there are almost 30 documentaries
in his filmography — ethnographic studies, biographies
and mocumentaries.

Alexey Isaev

Founder of the information and research center
"MediaArtLab." Media artist, theorist, curator, editor-
in-chief of the collection of articles "The View from
the East. Media Consciousness/Media Culture/Media
Technology" and "Media Art in Russia". The author of the
international Inet festival project "Trash-art", 1999, the
curator and juror of the art resources festival at RuNet
"Da-Da-Net", the organizer and curator of the Russia's
first international festival of experimental video, computer
animation and projective synthesis, 1994. Moscow,
Petrovsky Boulevard. Selected Events: International
Festival ISEA-98 REVOLUTION London-Manchester
(1998), "lt's a better world" Secession Museum in Vien-
na, Austria — Art Forum Gallery in Mirano, ltaly (1997),
European Biennale of Contemporary Art "Manifesta 1"
Rotterdam, Netherlands. Video installation "Eisenstein's
Pavilion" — a co-project made with Valery Podoroga
(1996), International Exhibition Project (curator — Jean
Francois Taddei), France, Saint-Nazaire.

Janez Jansa, Janez Jansa and Janez Jansa

An international group of three contemporary
artists: Croatian Emil Hrvatin, Italian Davide Grassi
and Slovenian Ziga Kariz. Since 2007 the three artists
officially took the name of famous Slovenian conservative
politician, the Prime minister of Slovenia Janez Jansa.
Now under his name they make exhibition and interactive
projects including public ones. They also publish books
and make films ("My name is Janez Janga”, 2007).

2012 ropa ctan naypeatom npemunn KanamHckoro B HommHauumn «Monopgon
XyAoMHuWK. [TpoeKT rona» 3a npoekT «beadymHble nogpaxatenu». B 2013 roay
6b11 HOMMHaHTOM nNpemun «MHHOBaLMA».

Enena NopbauyeBa

Poccuiickana suaeoxypoxuumua. Pogunack B [prMopcKom Kpae, #useT
n pabortaet B Mockse. B 2011—2012 yunnace B Akagemnn Wordshop
Ha Kypce «Bupeoapt», B 2012 — aBnAeTca cTyaeHTHon MHCTUTYT npo-
6nem coBpemeHHOro nckycctaa, LLikonel nepdopmanca Enexst KosbinmHom
1 OTKpbiTOM WKoNbl MaHew/MeanaApT/la6. YyacTBoBana B KOHKYpCe 0A4HO-
MuHyTHOro ¢unbma ESF B 2012 1 2013 roay, BeictaBke “Moscow Hub”
1 Ha «<Meguna Popyme» MMK®.

Mutep MpuHyan

BputaHckui pexunccep v xynoxHuk. Cospnan cBouW nepeble KOPOTKO-
MeTpaHble aKcnepumeHTanbHble punbmel Havane 60-x. Ero Apkas kapbepa
perunccepa Havanacb B 1980 rogy c nonHomeTpamHbiM Ae6t0TOM dunbma
«[MapeHnn». B paboTax puHYyaA c TeaTpom, aKCNepUMEHTaNbHbIM KUHO,
BWE0-apTOM M NOSTHOMETPAKHBIM KMHEMaTorpadom yraabiBaeTcA CUIIbHO
BNMAHME ¥uMBONMcK anoxn PeHeccaHca n BapokKko, HaykK, apoTUYECKMX
M NCUXONOrMYECKUX MCCE0BAHMI YETOBEKA, a TaKKe CMELLIEHMEe NOCTaHOo-
BOYHbIX MPUEMOB W MHTeprpeTaunm nctopuu. MNMutep MpuHyan YeToipe pasa
6bl1 HOMMHAHTOM 30M10TOM NanbMOBOM BETBW, €0 paboThl y4acTBOBaNM
B pALE MexAayHapoaHbix ecTnBanem UckyccTaa 3a nocnegHue 30 ner.

Anexcen Ucaes

OcHoBatenb MHPOPMaLMOHHO-UCCNEA0BATENBCKOrO LieHTpa «Meauna-
Ap1Jl1a6». Meamna-xynomHWK, TEOPETUK, KypaTop, MaBHbLIN PefaKkTop Cepum
«Barnag ¢ BocTtoka. Meana cosHaHne/Meaunarkynetypa/Mepma TexHonorms»
n «Mepma nckycctso B Poccun». ABTOp npoeKkTa MewxayHapoAHOro ceTeBoro
dectusans "Trash-art", 1999, KypaTop 1 uneH xopu pecTusana apT-pecypcos
B Pynete «[a-[la-Net», opranmnsaTtop n Kypatop nepsoro B Poccun MexayHa-
poaHoro ¢ecTnsana aKCNePUMEHTaNbHOrO BMAE0, KOMMbLIOTEPHOW aHUMaLLMK
1 NpoeKTMBHOro cuHTesa, 1994. Mocksa, lNeTposckuit 6ynbeap. ABTop paga
ny6nukauui Ha Temy: «Meaua v Buaeo uckyccteso B Poccumn 1 Ha 3anaae»,
Y4aCTHUK pAada KoHpepeHLUmMi, cobbiTui 1 pectrBanen B obnactm Buaeo
M Meama KynbTypbl.

PaHbup Haneka

MHOMNACKNIA rBONKCEL, M BUOEOXYO0KHUK, paboTaeT 1 #useT B Hbto-
Henun. OKoHYMN OTAENeHME KMBOMUCK Konneamxa uckyccTs B MNaHaxabe,
B 1985 rogy noctynun B marnctpatypy HoponescKoro Konnepasa MCKyccTB
B JloHgooHe, roe xun oo 1998 roga. AKTUBHO BbicTaBnAeTcAa ¢ 1982 roga,
B TOM yucrne Ha BeHeunaHckol 6ueHHane, CugHeiHcKoM 1 MNMpamcKon Guen-
Hane, B My3esx u ranepesx FOro-BoctouHoi Aanun, 3anagHoi Eeponbil,
CeBepHoit Amepukn n BnunwHero BocToka.

OvHa HapamaH

Poccuiickan xynomHuLa, apxMTeKTop 1 Ar3aiHep BbICTaBOYHbIX NPO-
cTpaHcTB. OKoHunna MHCTUTYT feKopaTHBHBIX M MPUKNAAHbLIX MCKYCCTB
B CaHkT-leTtepbypre, MHCTUTYT Npo6iem COBPEMEHHOTr0 MCKYCCTBA
B Mockse, akagemutio Wordshop. B HacToAwee Bpema AaBnAeTcA CTy-
neHTkonm MockoscKom WwKonel Hosoro knHo. PaboTtana B peanaeHumnn
®onaa Muctonetto (Cittadellarte-Fondazione Pistoletto Residency)
B NUtanuun B 2012. NpuHrMmana yyacTue B HECKOSIbKUX MPYNMOBbIX BbICTaB-
kax: B buenne B Mtanuu, Ha «<Meagna Popyme» B Mockse, B LIAX
n Artplay B Mockse.
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PomaH Mokpos

Poccuiickuin xynomHuk, dotorpad. OroHunn LLkony coBpemeHHoro
ncrycctea «CBoboaHble MacTepckue» npu MocKoBCKOM My3ee coBpeMeH-
Horo uckycctea (MMOMA) 1 UHcTUTYT Nnpobnem CoBPeMeHHOro MCKycCcTBa
(ICA Moscow), 2011. B 2012 r. ¢ pa6oTtoh «beckoHeuHaa nctopua» sowen
B YMCNO GMHANMCTOB M NONYYWN creumanbHyto npemuto BcepoccHcKoro KoH-
Kypca B 06n1acTh coBpeMeHHoro ucKycctea «MHHoBauma». HommuHaHT npe-
mum KaHamHckoro 2012 r. v npemun Cepres Kypéxuta 2013 r. B HomHHa-
LK «Jlyqwnin meana-o6beKT». [lepcoHanbHble BeicTaBkM: «HemockBa» (2012,



MoCKOBCKHIM My3eW COBPEMEHHOIO MCHyCCTBa), «Cypbba yenoseka» (2012,
ranepes «Tpuymd», Mocksa), «3awwuTHble aKkpaHbl» (2013, ranepes "Nina
Due", Munan). Takme ydacTsoBan B page rpynnossix Beictasok 8 FLICH, LLOX,
MMCMW n LIB3 "MaHex". B pamkax XIV «<Megna ®opyma» npeacraenset
coBmecTHyto paboty ¢ Cepreem MypaBbeBbiM. HrBeT 1 pabotaeT B Mockse

W r. DNEKTPOoyru.

MaHyana MopreH

DpaHLUy3CKHUI pexnccep 1 XyAokHUK. MopreH MmeeT ermneTckue
W cpean3eMHOMOPCKME KOpHU; poaunack B [Napwuke, roe oHa npogonkaet
¥uTb M pabotatb. C 1991 roga oHa 6bina npeangeHtom Envers Compagnie,
KOMMNaHWK, 3aHUMaloLWEencA Co3aaHNeM MEXRANCLMUMIMHAPHBIX paboT.
B 1994 rony ona 6bina yaoctoeHa Prix de Rome 3a cueHorpaguto, 1 6bina
naypeatom npemuu Villa Médicis Hors les Murs B 2004 rogy. Ee ¢unbm
«MonHua» 6bin NnokasaH Ha MexpayHapoaHom kuHodecTuBane B Pottepoame
B 2013 r. (B nporpamme «CeeTnoe 6yaywee»), u Ha pectusane Tmobile New
Horizons (Monbwa).

Hukonain OHnWEHKO

Poccuiickuit xynomHuk. OKoHuMN oTaeneHue ctaHkoBoK rpadukun Bopo-
HEMCKOro rocyapCcTBEHHOro nonurpagpuyecroro ynmeepcuteta. B 2011—
2012 yunnca B MHcTuTyTE npobnem coBpeMeHHOro UCKyccTBa. YyacTsoBan
B rpynnoBbix BbicTaBKax B Pycckom my3see, Ha |l 6uenHane cospemeHHoro
ncrycctaa «Cton! Kto noet?», BoictaBkax Ha BuHsaBogae, BoicTaBke «HeBo3-
MO#HOe coobuiectso» B MOCKOBCKOM My3ee COBPEMEHHOI0 MCKycCTBa
W Ha XyAomecTBeHHOM Apmapke «ApT-Mockea». C 2009 roga aKTMBHO BbICTaB-
nAaetca B ranepeax Poccum n Nepmanmu.

HoHnHu ge na MNeHbAa

AMepHKaHCKaA MHTEPHET-XyA0HHMWLA M OCHOBaTeNbHWULA Meaunannar-
popmbl Immersive Journalism («¥ypHanucTuka norpyeHus»), HOBATOPCKOro
MH$OPMaLIMOHHOIO NPOEKTa, KOTOPLIK 6a3npyeTCA Ha OnbITe NOHOMO MOrpy-
MEeHMA B BUPTYyaslbHYIO peasibHOCTb MPK NOMOLLM UrPOoBbIX NiaTdpopm. Beinyck-
Huua MapBapaCcKOro yH1uBepcuTeTa, OHa ABNAETCA TUTYNIOBAHHLIM PEXUC-
CepoM-g0KyMeHTanncTomM ¢ 6onee 4em ABagLaTUIETHUM CTameM paboTbl
B MypHaNMCTHKe 1 NybnmKaumm B Takmx naganuax kak Newsweek Magazine,
The New York Times, Los Angeles Times Magazine, Premiere Magazine v apy-
rmx. OHa TaKke ABnAeTCA coyypeaunTenem Stroome.com — oHnanH-nnart-
¢dopmbl no obpaboTKe BUAEO, C Nnonb3osaTenamm M3 126 ctpaH mupa, nobe-
auntensa "Knight News Challenge".

Banug Paap

AMepUKaHCK1I XyAOKHUK NMMBaHCKOro npoucxoxaeHuna. Cospa-
Tenb meguannatpopmbl "The Atlas Group", cywecteoBasluei 15 net —
¢ 1989 no 2004 roa. Pa6otaeT B dopmatax Buaeo, dororpadumm 1 acce,
nepeocmbICNAA B CBOMX paboTax MCTOpUio JlnBaHa B NpoMemyTHe Meway
1975 1 1991 rogom. OKkoHuMn marucTpatypy B YHuBepcuTeTe Poye-
ctepa B 1996 rogy. Pa6otel Bannpa Paapa 6binn npeacrasneHs
Ha dOCUMENTA(11) B Kaccene, BeneumnaHckoh 6ueHHane, buennane
Yuthu B Hoto-Mopke, ®ectusane Ayloul 8 Beiipyte 1 Home Works & /lusaHe
W Ha MHOTO4YMCIIeHHbIX GecThBaNAX U rpynnoBbIX BbicTaBkax B EBpone, Ceep-
Hov AmepuKke 1 Ha BnunxHem BocTtoke. Banup Paap npenopaet B xyaomecT-
seHHoi wrone Cooper Union 8 Hbto-Mopke 1 aenaetca uneHom ApabcKoro
¢doHpa nzobpameHni.

Oek u Jln Pybu

[yaT aBCTpanMiUCKMx XyAoxHUKOB, 6paTta n cecTpbl. C Havana 70-x
0 KoHua 90-x 6pat 1 cecTtpa Pybu Benu akTMBHYIO AeATENbHOCTb, Hanpas-
NEHHYI0 NMPOTUB rOCYAaPCTBEHHON cucTeMbl B AMepuKke 1 ABcTpanun. OHu
nopAenbiBany CTPaxoBble MOMMCHI, 30LWPEHHO GpabprKya JOKYMEHTbI C Noa-
NOMHBIMKW yIIMKaMM, 4acTo MCMoNb3yAa ¢panblmsbie poTorpadun, BUAEO
W NAeHKn BuaeoHabnogeHna. B KoHUe KOHLLOB, OHKM Gbinn apecToBaHbI
3a MHCLeHMpoBaHHoe orpabneHve cO6CTBEHHOrO A0Ma, BCIIEeACTBUE Yero
WX Nocaamnu B TIOpbMy Ha 6onee yem gecATb net. B Tiopbme Pybu packas-
JIMCb B COAEAHHBIX MPECTYMNNEHUAX U 0OBABUIIM O NPEKPALLEHUN UIP C 3aKO-
HoMm. BcnencTteme AnmMTenbHOro M3yyeHMa COBPEMEHHOMO MCKYCCTBa, OHU
nepeoLeHnIn CBOM paHHue paboTbl, 4O6aBMUB B HUX HOBbIA 3CTETUHECKMUHI

Ranbir Haleka

An Indian painter and video artist. He lives and
works in New Delhi. He graduated from the Painting
department of the Arts Colledge in Punjab and in 1985
joined the Royal Colledge of Art in London, where he
stayed till 1998. He takes part in exhibitions since 1982,
including the Venice, Sydney and Prague Biennale, mu-
seums and galleries of Southeast Asia, Western Europe,
North America and Near East.

Dina Haraman

A Russian visual artist, architect and exhibition de-
signer. Studied in the Institute of decorative and applied
arts in Saint Petersburg, The Institute of Contemporary
arts in Moscow, Wordshop Academy. In the present is
a student of Moscow School of New Cinema. Worked in
Cittadellarte-Fondazione Pistoletto Residency in Italy in
2012. She took part in several collective exhibitions in
Biella Italy, Media Forum in Moscow, Central House of
Artists and Artplay in Moscow.

Roman Mokrov

A Russian artist and photographer. He graduated
from the School of Contemporary Art Free Workshops
at the Moscow Museum of Modern Art and from the In-
stitute of Contemporary Art, Moscow, 2011. In 2012 he
became a finalist and was awarded a special prize of the
All-Russia contest of contemporary art Innovation. He
won the Kandinsky Prize in 2012 and Sergey Kuryokhin
Prize in 2013 in the nomination “The Best Media Ob-
ject”. He had several personal exhibitions: Non-Moscow
(2012, Moscow Museum of Modern Art), The Destiny
of Man (2012, Triumph gallery, Moscow), Protective
Screens (2013, Nina Due Gallery, Moscow). He also
took part in several group exhibitions in the National
Centre for Contemporary Arts, Central House of Artists,
MMOMA and the Museum Exhibition Complex "Manege".
Lives and works in Moscow and Elektrougli.

Manuela Morgaine

A French director and visual artist. Morgaine is
of Egyptian and Mediterranean descent, born in Paris,
where she continues to live and work. Since 1991, she
has been president of Envers Compagnie, which is
devoted to the production of interdisciplinary works. She
was the recipient of the 1994 Prix de Rome for scenog-
raphy, and was a Villa Médicis Hors les Murs Laureate
in 2004. Her film "Lightning" was selected at the 2013
Rotterdam International Film Festival (Bright Future sec-
tion), and at the Tmobile New Horizons Festival (Poland).

Nikolay Onishchenko

A Russian artist. He graduated from the depart-
ment of easel graphics of the Voronezh State Polygraph-
ic University. In 2011—21 he studied at the Institute of
Contemporary Art, Moscow. He took part in group exhi-
bitions in the Russian Museum, Il Biennale of young art
"Stoy! Kto idet?" ("Stop! Who's coming?"), exhibitions
at Winzavod, "Impossible Community" at the Moscow
Museum of Modern Art and Art Moscow. Since 2009 he
took part in many exhibitions in the galleries of Russia
and Germany.

Nonny de la Pena

An American internet artist and founder of media
platform "Immersive Journalism", a groundbreaking brand
of nonfiction that offers fully immersive experiences of
the news using virtual reality gaming platforms. A gradu-
ate of Harvard University, she is an award-winning
documentary filmmaker with twenty years of journalism
experience including as a correspondent for Newsweek
Magazine and as a writer whose work has appeared
in the New York Times, Los Angeles Times Magazine,
Premiere Magazine, and others. She also co-founded the

Knight News Challenge winner Stroome.com, an online
collaborative video editing platform that hosted users
from 126 different countries.

Walid Ra'ad

An American artist of Lebanese origin. He is the
creator of the media platform "The Atlas Group", which
existed for 15 years, 1989—2004. He makes videos,
photos and essays, rethinking the history of Lebanon
between 1975 and 1991. He received a master’s degree
from the University of Rochester in 1996. The works of
Walid Raad were presented at the dOCUMENTA(11)
in Cassel, the Venice Biennale, the Whitney Biennial in
New York, Ayloul festival in Beirut, Home Works festival
in Lebanon and many other festivals and group exhibi-
tions in Europe, North America and Near East. Walid
Raad teaches at the Copper Union Art School in New
York. He is a member of the Arab Image Foundation.

Jack and Leigh Ruby

An Australian duo of artists, brother and sister.
From the early 70's to the late 90's siblings Jack and
Leigh Ruby were career confidence artists operating in
America and Australia. They specialized in facilitating
insurance fraud, fabricating sophisticated portfolios of
false evidence, often using photography, film and video
surveillance footage. Finally arrested for a scam in which
they robbed their own house, they were incarcerated for
more than a decade. In prison the Rubys atoned for their
crimes and denounced their illegal behavior. In spite of
these facts they came to re-evaluate their early work with
new aesthetic appreciation based on their study of con-
temporary art. In 2012 they returned to the US and made
"Car Wash Incident", a film they had been planning for
several years, that is the first in a series inspired by the
scam portfolios from their past life. With this work they
participated in Spring Break Armoury Show in New York.

Sonya Rumyantseva

A Russian artist and illustrator. Lives and works in
Moscow. In 2003 she graduated from Russian State Uni-
versity for the Humanities, art history department. Since
2013 she is a student in Baza Institute, since 2013 she
studies in Rodchenko University of photography (video
and collage). Since 2003 her illustration works have
been published actively in principal Russian newspa-
pers: "Kommersant", "GQ", "Expert". She is represented
by Bang! Bang! illustration agency.

Andrei Sharov

A Russian artist, designer, artistic director and
costume designer. He got into painting and drawing in
the mid 80's in the studios of S. Shlykov and S. Selitsky.
Then he studied at the Moscow Institute of Technology
on clothes design, was engaged in painting at the same
time. Took part in the exhibitions in Moscow, Kiev, Lon-
don and Cologne. In 1992 he began a collaboration with
the theater of Roman Viktyuk. He worked in "Tabakerka",
the Mossovet Theatre and the theater on Malaya Bron-
naya. In 1997 he was awarded the prestigious theater
award "Chaika" for the costumes for the play "Dear
Friend" in the Mossovet Theatre. Moscow City Council.
In 2012, the exhibition of paintings by Andrey Sharov
was shown in Moscow and then in Monaco, Dubai, Lon-
don, New York, Miami and Las Vegas.

Olga Shishko

An art theorist, curator. Her research activities
focus on different aspects of contemporary media art
(Art on the Net, Video, Cyberculture, etc.). She has
curated numerous international events, festivals, and
exhibitions including: "NewMediaLogia" Symposium
(Moscow, 1994), "Da-Da-Net" Festival (Moscow, 1997—
2000), "Trash-Art" Festival (Moscow, 1999—2000),
"Pro&Contra" Symposium (Moscow, 2000), etc. Editor

oTTeHoK. B 2012 oHu BepHynuck B CLUA, roe cospanu paboty «Cnyyai

Ha aBTOMOMKe», Haj, KOTOPOW paboTanM HECKONBLKO NeT, U KoTopasa ABnAeTcA
nepBsoK B cepur paboT, MOCBALLEHHbIX MX MPOLLION HE3aKOHHOW AeATenb-
HocTh. C aToM paboToit XyAoKHKUKK yuacTBoBanu B "Spring Break Armoury
Show" B Heto-Mopke.

CoHA PymAaHueBa

Poccuitckunin xynomHuk n nnntoctpatop. rHueet n pabortaer
B Mockee. B 2003 roay okonuuna PITYVY, dakynbteT nckyccrsoseneHms.
C 2012 ropa — ctyneHTa «MHcTuTyTa Basar, ¢ 2013 — NHcTuTyTa doto-
rpaduu 1 MynsTUMeana uMeHn Popuerko (creunanusauuns — Komnam,
Buaeo). C 2003 aKTUBHO NYBMKYETCA KaK UAMCTPATOp B BeAyLMX pOC-
cuiickux CMU: UL, «KommepcaHTt», "GQ", «OKcnept». PaboTaet ¢ unntocTt-
paTopckum areHtcTsom "Bang! Bang!"

«TaHaTtoc BaHuoHuc»

[pynna xya0MHUKOB, MHKOFHUTO 06BbEeAUHMBLUMXCA NOL 3TUM Ha3BaHUEM
B 2008 ropy. Nepsana pabota rpynnbl, BuAeouHcTannAuMA «[Tbeta», BoiNoNHe-
Ha no 3akasy ranepeu «ITpuymd» ana npoekrta «Llapb Uynernckuin», npeacras-
neHHoro B pamKax Apmapku «Apt-Mockea» B mae 2008. BricTaBku apT-
rpynnel npoxoaunu B [ocynapcTBEHHOM LieHTPe COBPEMEHHOIO MCKYCCTBa
(Mocksa, 2009), kadeapansHom cobope Caaton Mapum Marganvuel (Jlunns,
®paHuua, 2009), MpamopHom asopue (Caxkr-Metepbypr, 2010), Myzee
cospemeHHoro uckycctea "PERMM" (Mepms, 2010).

Anuca TaerHan

Poccuiickas xynoxHuua m kypHanuct. C 2006 roga nybnuryetca B Beay-
wux CMU: «Aduwa», «<bonbLoit ropoa», "Look At Me". OkoHunna darynstet
wypHanucTuku [Y-BLUD (2008), yunnacs Ha 6akanaepa potorpadum B Kopo-
NeBCKOW akagemun uckyccTs B Maare (2009-2011). Mpoponxuna o6yue-
Hue B «MHcTuTyTe Basa» (2012-2013) 1 «OTKpbIToN Wwrone Manex/Megaua-
Ap1/1a6» (2013 — HacToAwee Bpemsa). KypupyeT kuHokny6 "Rodnya Cinema
Club" 1 Benet 6nor o HeoueBuaHor doTorpadun "Bizarre Bazaar". Cneuna-
NM3NPpyeTCA Ha OHNalH-Meauna 1 rofiIMBYyACKOM KMHemaTorpade ¢ 60-x rogos
20 BeKa 00 Halux gHEWN.

Mwunuuya Tomuy

Cepb6ckas xypoxuuua. Pogunack B Benrpane (KOrocnaewmsa). YneH-oc-
HoBaTeNb XyAomecTBeHHOM rpynnbl «HoBas KOrocnasusa» u xynoKecTBeH-
Ho-TeopeTuyeckoi rpynnsl "Grupa Spomenik". ABnaetcsa ogHWM M3 ocHoBa-
Tenen mexayHapoaHoi nnatdopmsl "Yugoslav Studies" n pabouer rpynnesi
"Four Faces" B ropoge Omapcka. Munuua TomMny nayyaeTt U BIHOCKT Ha CyA
ny6nMKM BONpPOChl O NOSIUTUHECKOM HaCHNIMK, NaMATH, TpaBMax W couuarb-
HOM aMHe3unn. PaboTaeT Kak XyAOXHKUK, UCCnefoBaTtenb W Npenogasatesb B
CKaHOWHAaBCKOM MHCTUTYTe COBPEMEHHOro UCKYccTBa; AkageMun nsobpasu-
TenbHOro UckyccTea B XenbcuHku; Piet Zwart Institut B Pottepaame; JletHen
akagemun 3anbubypra; AkagemMmun n3o6pasuTesibHbix MCKyccTB B BeHe;
Crendopackom ynusepcuteteT B CLUA; konneame MNonacmute B JloH-
AoHe 1 T. A. Pabotel Tomny npepctaBneHbl HA MHOFOYUCIIEHHbIX MEXAY-
HapOoAHbIX BbICTaBKax, B TOM uncne 24-i 6uenHane B CaH MNayny (1998),
49-1 6uenHHane B8 Beneunn (2001), 50-i1 6nenHane 8 Beneunn (2003),
8-1 MemwayHapoaHbii 6ueHHane 8 Ctambyne (2003), npoekte Populism
B HaunoHanbHom mysee muckyccTs B Ocno, Mysee Cteneneitk B Amctep-
name, Ha15-i Cugrenckui 6ueHnane (2006), Buennane B8 TpoHxeiime
(2010), 10-i 6uenHane B Lapaxe (2011), Mysee coBpeMeHHOIO UCKYC-
ctBa B ApHewme, Kunsthalle B Bene, Moderna Museet B CToKronbme,
Mysee coBpemeHHoro nckycctea MuMoK B BeHe.
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XapyH MPapoku

HemeLknit fokymMeHTanncT 1 BuaeoxynoxHuK. Poaunca Ha TeppuTo-
pun Hexocnosakunn. B 1966—68 rogax yumnca B HemeuKon akagemMmnm KMHO
n TenesuaeHnn B bepnuHe. B 1974—1984 ropax 6bin n3partenem MoOHXeH-
ckoro *ypHana Filmkritik. C 1966 roga cHan 6onble 100 foKyMeHTasNb-
HbIX M TENEBU3UOHHbIX GUNBMOB AJ1A ALeTCKOro TeneBelaHna, B BUae 3GCe,
AOKyMeHTanbHbIX nccnegosandnin. C 1996 roga akTMBHO BbICTaBNAETCA
KaK aKTyanbHbii xyaomHuk: Ha dOCUMENTA(12), LWWawnxarckon u CuaHer-
cKoM 6ueHHane, B MHCTUTYTe coBpemeHHoro nckycctea B JlongoHe, Mysee



cospemMeHHoro nckycctea MuMoK B Bene, Mysee cospemeHHoro nckyccraa
MoMa & Helo-Mopke. B 1993—99 npenopasan B KanMbOpHUIHCKOM yHUBEP-
cutete Beprnn, ¢ 2004 roga — npodeccop B Akagemnn M306pasmTenbHbIX
nckyccTs BeHbl.

Omep MacTt

XynomHuK, poaunca n Belpoc B Mepycanume. Monyyuunn cteneHs 6axa-
naspa aHrIMNCKOro A3blKa B TadpTCKOM yHMBEpcHUTETE, CTeneHb bakanaspa
n3obpasnTenbHOro ckycctTea BocToOHCKOM WKONBI M306pa3nTeENnLHOroO
MCKyccTBa W cTeneHb 6akanaspa XaHTEPCKOro Konneama, yHusepcutet Hoto-
I7IopKa. Mo okoHuyaHuK y4ebbl B 2000 roagy, PacT npuHan yyactue 6onee
yem B 150 BbICTaBKax N0 BCEMY MMPY, BRJIOYAA NePCOHaNbHbIE BbICTABKM
8 Mysee Yuthu B Hblo-Mopke, Moderna Museet B CTokronbme, XyaomecT-
BeHHOM My3ee [lannaca n Mysee coBpemeHHoro nckyccrea BeHsbl. [pyn-
nossle BoicTaBkn Omepa Pacta npownu Ha dAOCUMENTA(13), Bexeuman-
cKolt 6ueHHane, Mysee MyrreHxaiima 8 Hoto-Mopke u B LienTpe Momnuay
B Mapue. Pact nonyuymn npemuto Bykcbayma 3a cBoto paboty «KacTuHr»
Ha 6ueHHane YutHu B 2008 rogy, a Takxe npemuto National Galerie's Prize
3a monofexHoe nckyccTeo B BepnunHe B 2009 co ceoer paboton «HocTanb-
rua». Ero paboTbl Haxo4ATCA B HECKONMbKMUX MEMAYHAPOOHbIX KONEKLMAX,
Brntoyan Manepena Tent, Mysen lNyrrenxanma, XygomecTseHHbln my3en JToc-
Anpxeneca v UeHTtp MNMomnunay.

BepHep Xepuor

HemeLKkunit KMHOpeKnccep, NPOoAIOCep, CLLEHAPKUCT, akTep, OnepHbIn
nocTaHoBLUMK. PpaHLy3cKkuit pexunccep PpaHcya Tpiodpdo ogHamabl Ha-
3Ban Xepuora «Hanbonee 3Ha4MTENbHLIM U3 HblHE HMBYLLMX PEHUCCEPOB».
Xepuor u ero ¢punbMbl MHOKECTBO pa3 Harpam/ianncb Ha KMHodpecTMBanax.
MepBoi Hanbonee 3HauUTesIbHOM Harpandomn Xepuora 6bin noyeTHbln «Cepeb-
pAHbIM MeaBeab» BepnuHane 3a dunsm «MpusHakrm kuaku» (1968). Xepuor
6bl71 Ha3BaH NyyLlMM pexnccepom 3a dpunbm «Puurapanbao» B 1982 roay
Ha KMHodecTusane B KaHHax. Ha Tom e decTnBane HeCcKonbKMMK rogamm
paHbLLe pexnccep Nonyyus crneunanbHbii NpU3 KopKu 3a punbm «3arag-
Ka Kacnapa Xaysepa» (1975). XepLor akTUBHO CHUMAET AOKYMEHTaNbHbIe
¢unbmbl ¢ 1969 roaa, K HacToALLeMy BpeMeHHM B ero ¢punbmorpadum nouTm
30 OOoKyMeHTanbHbIX KAPTUH — 3THOrPadUYECKUX MCCefoBaHMI, Buorpadpui
M MOKbIOMEHTapH.

Anpgpein LLlapos

Poccuickuin munsonuceL, moaenbep, XyAOMHNUK-NOCTaHOBLMK U Xy[0M-
HWMK N0 KOCTIOMaM. MMBOMMUCHIO M PUCYHKOM CTan 3aHMMAaTbCA elle B cepe-
AvHe 80-x ropos, B macTepckux B C. LUnbikoBa n C. Cenuuroro. Motom
yymnca B MOCKOBCKOM TEXHONOMMYECKOM MHCTUTYTE Ha Au3anHepa oAeabl,
napannenbHo 3aHMMaACh muBonuceto. BeictaBnanca B Mockse, Kuese, Jlon-
noHe n KenbHe. B 1992 roay Havanocb cotpyaHuyectso Lllaposa ¢ Teatpom
PomaHa BukTioka. Pabotan B «Tabakepke», TeaTpe nMm. MoccoBeTa v Teatpe
Ha Mano# BponHoi. B 1997 roay oH 6bin yo0CTOEH NPECTUHOM TeaTpanb-
HOM npemunn «Haka» 3a KOCTIOMbI K criekTakno «Munbih opyr» B Teatpe nm.
MoccoseTta. B 2012 ropy BrictaBKa #usonvcu Angpes LLlaposa 6bina noka-
3aHa B Mockse, a 3atem B MoHako, [lyb6ae, JloHaoHe, Hbro-ﬂopr(e, Maiamu
n Jlac-Berace.

Onbra LLnwko

Poccuiickuit nckyccteosea, Kypatop. OpraHMsatop MemayHapOAHbIX
co6bITUI, pecTrBaNen U BbICTABOK, pacCMaTPUBatOLLMX NPO6eMbl B3an-
MOLENCTBMA COBPEMEHHOW MHHOBALMOHHOM KyNbTYPbl M HOBbIX TEXHOMO-
ruin. Kypatop memxayHapogHoro cumnosvyma "NewMedialLogia" (Mocksa,
1994), dectusana poccuickux apT-pecypcos «Ja-La-Net» (Mockea,
1997—2000), MexayHaponHoro ¢ecTusana ceteBoro uckyccrsa "Trash-
Art" (Mockea, 1999—2000), memxayHapogHoro cumnosuyma "Pro&Contra"
(Mocksa, 2000) u T. 4. CocTaBuTeNb U PELAKTOP KaTanoros, C6OPHUKOB
W TeMaTUYECKUX U3AAHWH, MOCBALLEHHbIX MCKYCCTBY HOBbIX TEXHONOM M, B TOM
uncne: "NewMediaLogia — NewMediaTopia" (Mocksa, 1996), "Data Trash"
(Mocksa, 2000), "Pro&Contra" (Mocksa, 2000), a Takme nepsoi yacTu AHTo-
NOrMK POCCHICKOro Meaua uckycctea («Poccuiickui Bugeoapt», Mocksa,
2001). AnperTtop «<Meana Popyma» — oaHoM 13 nporpamm MoCKOBCKOro

of the catalogues, anthologies and books on contempo-
rary media art issues published in Russia, among them:
"NewMediaLogia — NewMediaTopia" (Moscow, 1996),
"Data Trash" (Moscow, 2000), "Pro&Contra" (Moscow,
2000), and the Anthology of The Russian Media Art

(1st part: "Video Art From Russia" — Moscow, 2001).
Director of the "MediaForum", one of the programs of the
Moscow International Film Festival (MIFF). Founder and
Director of the Center of Culture and Art "MediaArtLab".

Monica Studer and Cristoph van den Berg

Two Swiss multimedia artists, working together since
1961 in the field of new media. Since 1996 they create
internet art projects in collaboration, they teach at the High
school of Arts in Cassel since 2003, take part in exhibitions
in Austria, Belgium, Germany and Switzerland since 1993.
They create virtual, viral and public art objects.

Alisa Taezhnaya

A Russian artist and journalist. Since 2006 she
has been publishing her works in the media: "Afisha",
"Big city", Look at Me. She graduated from journalism
faculty of State University — Higher School of Econom-
ics in 2008, got a bachelor's photographer degree in
the Hague Royal Art Academy (2009—2011). After
that she continued her education in the Baza Institute
(2012—2013) and “Open School Manege/MediaArtLab
(2018 till now). She is in charge of Rodnya Cinema Club
and writes a blog of unobvious photography Bizarre Ba-
zaar. She specializes in the online media and Hollywood
cinematography from 60's of the 20th century till present
days.

"Thanatos Banionis"

A Group of artists working together incognito
under this name since 2008. Their first work — video in-
stallation "Pieta" was carried on by the "Triumph" gallery
for the "King of the Jews" project, presented at the "Art
Moscow" fair in May 2008. Art group exhibitions held
at the National Centre for Contemporary Art (Moscow,
Russia, 2009), the Cathedral of St. Mary Magdalene
(Lille, France, 2009), the Marble Palace (St. Petersburg,
Russia, 2010), the Museum of Modern Art "PERMM"
(Perm, Russia, 2010).

Milica Tomic

An Artist, born in Belgrade, Yugoslavia. A Found-
ing member of a New Yugoslav art/theory group, "Grupa
Spomenik" (Monument Group, 2002); one of the found-
ers of the international platform Yugoslav Studies and
Working Group Four Faces of Omarska. Her work cent-
ers on researching, unearthing and bringing to public de-
bate issues related to political violence, memory, trauma
and social amnesia. She works as an artist, researcher,
lecturer at: NIFCA (Nordic Institute for Contemporary
Art); Kuvataideakatemia/Academy of Fine Arts, Helsinki,
Finland; Piet Zwart Institut, Rotterdam, Holland; Summer
Academy Salzburg; Akademie der bildenden Kiinste, Vi-
enna, Austria; Stanford University, USA; Goldsmiths Uni-
versity of London, UK etc. Tomi¢ 's work was exhibited
in a wide international context including 24" Sao Paulo
Biennale (1998), 49" Venice Biennale (2001), 50t Ven-
ice Biennale (2003); 8™ International Istanbul Biennale
(2003); Populism, National Museum of Art, Oslo/Ste-
delijk Museum, Amsterdam/Frankfurter Kunstverein
(2005); 15" Sydney Biennial (2006); Manufacturing
Today/Trondheim Biennial (2010); 10" Sharjah Biennial
(2011); Museum voor Moderne Kunst, Arnhem, Holland;
Kunsthalle Wien; Austria, Moderna Museet, Stockholm,
Sweden; MuMoK — Museum Moderner Kunst etc.

Dimitri Venkov

A Moscow-based filmmaker and video artist. He
holds a Master of Arts in Film Studies from the University
of Oregon and is a graduate of the Rodchenko Moscow

School of Photography and Multimedia. Active artistically
since 2007, he has produced documentary and narra-
tive films as video installations and mixed media works,
which have reached out to diverse contexts from film
festivals most recently Kino der Kunst in Munich, Jean
Rouch Film Festival in Paris and Moscow International
Film Festival, to gallery and museum shows at Triumph
Gallery and National Center for Contemporary Art in
Moscow, H.E.A.D in Geneva to academic contexts of
Moscow State and Yale Universities. In 2012 he was
awarded the Young Artist Kandinsky award for his film
"Mad Imitators". In 2013 he was nominated for the In-
novation Prize.

Peggy Weil

An American digital media designer and artist
applying immersive design across genres from digital
urban signboards and VR to mobile apps and games.
A graduate of Harvard University, she received her Mas-
ters Degree at M. 1. T. She designed the original Roden
Crater website in 1996 for James Turrell and is currently
designing Turrell's web presence to launch in conjunc-
tion with his 2013 retrospectives. The team of Steuer—
Weil has released CINEPUZZLE for mobile iOS and
Web: clients include Discovery Channel, Sony Music
Entertainment, and Disney Music. An ongoing collabora-
tion with Nonny de la Pefia has produced a series of im-
mersive journalism projects: "Gone Gitmo", "Wall Jump-
ers", etc. Her work is has been exhibited and presented
at academic, industry and art venues internationally. Weil
has taught at California College of the Arts CCA in San
Francisco. She is currently Adjunct Professor at USC
School of Cinematic Arts.

MemayHapoaHOro KMHodectmeana. Yupeautenb n aupektop LieHTpa KynbTypbl
n nckycctea «MeanaApt/ia6».

MoHunka Ltyaep u Kpuctod BaH geH Bepr

LLIBefiuapcKkue MynsTMMeama-xynoKHUKK, paboTatolimMe BMecTe
¢ 1991 roga B o6nactu HoBbix Megmna. C 1996 roga co3paloT apT-NPOEKTh
B MHTepHeTe B Konnabopauuu, ¢ 2003 roga npenopatoT B Bricwei wrone
nckyccts B Haccene. AktueHo BricTaBnatoTca ¢ 1993 roga B Asctpun, Benb-
ruu, Nepmannn m Lsenuapum, cosgatoT BUPTyanbHble U BUPYCHbIE NMPOEKThI
1 06beKTbl Nabnunk-apTa.

Axe3 AHwa, AxHe3 AHwa u AHes AHwa

MHTepHaLmMoHanbHaA rpynna TPOMX COBPEMEHHbIX XyAO0KHUKOB: dMuna
XpsaTuHa n3 Xopsatuu, asunge Mpaccu n3 Utanmn v WWurm Kapuwa s Crno-
BeHun. C 2007 ropa Bce Tpoe XyAOKHUKOB B3ANKM cebe UMA 1 GamMunuio
M3BECTHOrO0 KOHCEPBATUBHOIO CJIOBEHCKOrO MOJIMTUKA — NpPeMbep MUHUCTPA
Anesa AHWK — 1 Nog ero UMeHeM AenatoT BbICTaBOYHbLIE U UHTEPAKTUBHbIE
NPOEKTbI, B TOM YMc/ie B Ny6NMYHOM NPOCTPaAHCTBE, NyONUKYIOT KHUMM U CHK-
matoT KuHo («Mens 3oByT Anes Anwa», 2007).
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Ixcno3nyuAa B MocKoBCKOM My3ee COBPEMEHHOIo UCKyccTBa. 1 aTtam
Exposition at Moscow Museum of Modern Art. 1 floor

ApxuTeKTypa BbicTaBO4YHOro npoctpaHcTea — [quHa HapamaH (xygorHuK, apxuteKTop)
Architecture of exhibition space — Dina Haraman (artist, architect)

1)

2)

3)

4)

Ixcno3nyuAa B MocKoBCKOM My3ee COBPEMEHHOro ncKyccrea. 1 atam
Exposition at Moscow Museum of Modern Art. 1°* floor

CoHAa PymaHuesa n Anuca TaémHaa — «DanKbloMmeHTapuy
Sonya Rumyantseva and Alisa Taezhnaya — "Fakumentary"”

Enena Nopbayesa — «MeTpo»
Elena Gorbacheva — "Subway"

PomaHn Mokpos n Ceprenn MypasbeB — «[lomon»
Roman Mokrov and Sergey Muravyev — "Homewards"

Munuya Tomny — «HoHTenHep»
Milica Tomic — "Container”
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Ixcno3nyuAa B MocHKoBCKOM My3ee COBPEMEHHOI0 UCKYCCTBA. 2 3Ta Ixcno3nyuAa B MocKoBCKOM My3ee COBPEMEHHOINo UCKYCCTBA. 2 3Ta
Exposition at Moscow Museum of Modern Art. 2™ floor Exposition at Moscow Museum of Modern Art. 2™ floor

1) Axe3 AHwa, AHe3s AHwa, AHe3 AHwa — «TporKay
Janez Jansa, Janez Jansa, Janez Jansa — "Troika" ("Triplet")

2) Banunp Paap/The Atlas Group — «3anoHur/TneHxkn badapa» (Ne17 n Ne31)
Walid Ra'ad/The Atlas Group — "Hostage: The Bachar Tapes" (#17 and #31)

3) PaHbunp Hanexka — «[lom 13 Henpospa4Hon BOObI»
Ranbir Haleka — "House of Opaque \Water"

4) Hwukxonan OHnweHKko — "Impossible Landscapes”
Nikolay Onischenko — "Impossible Landscapes”

9) MoHuka LLTyaep n Hpuctod BaH geH Bepr — «BepLunHa ropbi»
Monica Studer and Christoph van den Berg — "Mountain Top"

6) Omutpun BeHkoB — «AmepuKay; «HuTanckaA KomHaTta AnaHa TelopuHray
_— Dimitri Venkov —"America"; "Chinese Room of Alan Turing"

7) XapyH Papoku — «CepbesHble nrpbi»
Harun Farocki — "Serious Games"

8) [HOwHa HapamaH — «[lo3HaBaTenbHaA Tenenepegadan
Dina Haraman — "Cognitive Broadcast"

9) HoHHuun ge na MNexba n Merrn Beiin — "Gone Gitmo"
Nonny de la Pena and Peggi Weil — "Gone Gitmo"

10) Anpgpen LLapos n «Tanatoc bBanunoHnc» — «CLC»
Andrei Sharov and "Thanatos Banionis™ — "SDS"

11) Bnagnmup Apxunos — «CrnyvanHble crefpl caMmofernbHbiX 00berToBY
Vladimir Arkhipov — "Accidental Traces of Homemade Objects"

, 12) Ortex n JIn Pyén — «Cnyyan Ha aBTOMOMKEY
" T Jack and Leigh Ruby — "Car Wash Incident”

13) Omep Mact — «HenpepbIBHOCTLY
Omer Fast — «Continuity»

ApxuteKTypa BbicTaBO4YHOro npoctpaHcTea — [uHa HapamaH (xygorHuK, apxuteKTop)
Architecture of exhibition space — Dina Haraman (artist, architect)
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Homanpa «Meawna Popyma» MMHK®:

Onbra WwwKo, apT-oupeKTop, KypaTtop

Enena PymaAHueBa, nporpaMMHbIf UpeKTop

Cenena BonkoHckas, koopauHauus, PR

Onbra JlykbAHOBa, MeXOYHAPOAHbIA KOOPAUHATOP

AHHa JleBaHT, MexayHapoOHbI KOOPAMHATOP

Onbra Noracoea, koopauHaTop

[JwnHa KapamaH, apxvTeKTypa BeICTaBOYHOrO NPOCTPaHCTBa
Anuca TaewHas, pegaxktop

OkcaHa AHapocoBa, nMTepaTypHOE peaaKTMpoBaHWe
CtozaHHa [apaeH, KOpPPeKTypa aHIMIMMCKOro TEKCTa

Cons PymsaHueBa, Konnamum ans npoekTa «PanKbroMeHTapu»
Onbra CenveaHoBsa, gn3amH

Cepren LLmakos, cant

Enena KonTtsaeBa, BUOEO MOHTaK

Bnagvmunp KpomuH, BMAEO MoHTax

«ApTMocTpa», TexH1uYecKan NoaAepHKa BbiCTaBKM

AHHOTaUMA:

«Mepna Popym» — 310 NporpamMmma MoCKOBCKOIO MeayHapOaHO-
ro KMHodecTMBaA, CO34aHHaA ANA TOro, YToObl PpacLUMPHTE MPUBbLIYHBIE
rpaHuLLbl KMHeMaTorpada, NoKasaTtb, YTO OH MOXET BblTb Pa3HbIM He TOSb-
KO MO COAEPHAHMIO MITK MO XYA0MECTBEHHOMY MOCTPOEHHIO TEKCTA,

HO M C TOYKM 3peHUA POPMbI, TEXHONOTMM CO3OaHWA, CUTYyaLMKM CMOTPEHUA.
A3bIK, Ha KoTopoM «Megna Popym» rOBOPUT CO CBOMMM 3PUTENAMM, NPU-
HaO/IEMMT OLHOBPEMEHHO U KMHEMaTOrpadpruiecKoMy, U XyA0KECTBEHHOMY
Havasny, oboraLian ux B paBHOM CTEMEHM.

XIV «Megna dopym» MMK® npencrtasnaeT BbicTaBKy «PaclumpeHHoe
knHo—IIl. MoKbtomeHTapu: PeanbHOCTH HEAOCTAaTOYHO» — aKTyaslbHbIM
Cpe3 COBPEMEHHOI0 MCKYCCTBAa B MOrPaHUYHOM HaHpe KUHO, BUAEO- N Me-
Aua-apTa. DKCNo3nLMA CobUpaeT paboTbl COBPEMEHHbIX 3apyOekHbIX
N POCCHMCKMX XyAOMHWKOB, MPUMEHAIOLLIMX CTPATErMIO NCEBA0-A0KYMEH-
TA/IMCTUKM Y MOKBbIOMEHTAPW B CBOEM XYAOMKECTBEHHOM MPaKTUKe. DKC-
no3uumMA oTobparkaeT camble NOCnefHWEe UCCNeA0BaHWA B COBPEMEHHOM
MCKyCCTBE O MeCTe YeNloBeKa B UCTOPUH, 3aMeLLeHNHU PeanibHOCTH MCKYCHO
CO34aHHBIMKW UIO3UAMK U FPaHULLAMW MEXIY UCTOPHUYECKUM W NONUTUYE-
CKMM BbICKa3blBaHUEM.

BeicTaBka «MoKbtomeHTapu: PeanbHOCTH HeA0CTaTO4HO» NOA, Kypa-
TOpCTBOM apT-auperTopa «Megna Popyma» MMK® Onbru LLnwko ctasut
BOMPOC O Pa3MbITUK rPaHUL, MEXAY GUKLMEN U PeallbHOCTLIO B SMOXY
MeAna3aBUCHUMOCTH, MHPOPMALIMOHHONO LLyMa U HEKPUTUYECKOro NoTpeb-
NEeHWA MHpopmaLm1 1 0b6pa3os.

MIFF Media Forum team:

Olga Shishko, art director, curator

Elena Rumyantseva, programme director
Selena Volkonskaya, coordination, PR

Olga Lukyanova, international coordination
Anna Levant, international coordination

Olga Pogasova, coordination

Dina Karaman, architecture of exhibition space
Alisa Taezhnaya, editor

Oksana Androsova, editor

Susannah Garden, English proofreading
Sonya Rumyantseva, collages for "Fakumen-
tary" project

Olga Selivanova, design

Sergey Shmakov, website

Elena Koptyaeva, video editor

Vladimir Kromin, video editor

"ArtMostra", technical support of the exhibition

Annotation:

The Media Forum is a programme at the Moscow
International Film Festival which has been created
especially to expand the familiar borders of cinema and
to show that it can vary not only both in content and
artistic construction of the text, but also from the formal
point of view, the technology of its making and the
viewing situation. The language that Media Forum uses
to talk to its audience belongs to both cinematic and
artistic principles, enriching them both equally.

The third installment in the MIFF Media Forum
Expanded Cinema series — "Mocumentary: Reality
Is Not Enough" presents a cutting-edge selection
of contemporary art works in the genre formed in-
between cinema, video and media art. "Mocumen-
tary: Reality Is Not Enough" displays the up-to-date
contemporary art research in the man's place in
history, the substitution of reality by skillfully crafted
illusions and the boundaries between the historical
and political statement.

The exhibition curated by Olga Shishko (art
director of the MIFF Media Forum) is compiled of
the masterpieces of contemporary artists from Rus-
sia and abroad, utilizing pseudo documentary and
mocumentary strategies in their creative practices.
"Mocumentary: Reality Is Not Enough" poses the
question of blurred borders between fiction and real-
ity in the era of media addiction, infoglut and uncriti-
cal consumption of data and images.
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