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CraTyc Fapu Xunna kak nuoHepa 1 KNo4eBoi GUrypbl B UCTOPUM BUAEOapTa MOryT NOATBEPANUTL 30110ToM NieB
BeHeumnaHckol 6ueHHane 1995 roaa, yyactue B IX Kaccenbckoi «[JokyMeHTe», NepcoHanbHas BbiCTaBKa
B AMepukaHckoMm MOMA, perynapHoe yyactue B 6ueHHane Mysea Whitney, akcrnosuumsx LleHtpa Momnugy
1 MHOMSECTBO NPECTUMHbIX Harpag u rpaHToB. Ha caMoM gene, Mapu Xunn — 370 0AWH U3 TeX XyA0MHUKOB,
KTO NPUAYMan, YTo Takoe BUAEO0APT U KaKkUM eMy BbiTb.

Gary Hill's place in the pantheon of contemporary video art is attested to by his many awards and
exhibitions — a Golden Lion at the Venice Film Festival in 1995; participation at the Documenta IX
in Kassel; solo exhibitions at MOMA in New York; frequent participation at biennales at the Whitney
Museum; exhibitions at the Pompidou Centre in Paris; and many other prestigious awards and grants.
Gary Hill is one of the pillars who shaped the video-art of today as we know it.
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MEOWUA OOPYM: OdumumanbHaa nporpamma 32 MMKO

ExeroaHbin Medua @opymM, opraHusoBaHHbI LleHmpom Kynemypel u uckyccma «Medua-
ApmJlab», — 3T0 0fiHa U3 caMbiX HEOBbIYHbIX U aBaHrapAHbIX nporpaMm MockoBckoro Ku-
HodecTuBana. bonbluaa YacTb ee MeponpuATUIA NPOUCXOAUT HE B KMHO3aNax, a B My3enx
N XyAOMECTBEHHbIX rasiepesix, rae OTKPbIBAlOTCA BbICTABKM BUAEOMCKYCCTBA M MPOXOAAT
BCTPEYM CO 3HAKOBbIMM MEPCOHAMAaMM HbIHELUHel apT-CLueHbl, MU B HOYHbIX Kiybax, roe
TPaHCAUPYIOTCA NPOrpamMbl Ny4vlunx GecTuBanen Mupa, yCTpaumBalTCA MynbTUMeuiiHble
neppopMaHcChl U apT-BEYEPUHKH.

Mporpamma 2010 ropga TeMaTnyecku pasgeneHa Ha Tpu yactu. OgHa us HWUX npegctaBnsieT
3pUTENAM BMOEOWUCKYCCTBO CTPAH MNOCTCOBETCKOMO MPOCTPAHCTBA B MacluTabHOM MeMayHa-
poLHOM NpoekTe B MacluTabHOM MeMayHapoaHoM npoekme Transitland v ero ueHTpanbHoe
cobbiTue — BbIcTaBKy «Budeoapm LlenmpaneHol u BocmoyHol Esponsi nocne nadeHus
bepnuHckol cmexbl 1989-2009» B MockoBCKOM My3ee COBPeMEHHOro Uckycctea. Bropas
CTaBUT CBOeW 3aJayell kak MOMHO 6oJiee NOSIHO MO3HAKOMUTb MOCKOBCKYH Ny6IMKy ¢ TBOp-
4YeCcTBOM OJHOI0 U3 CaMbIX U3BECTHbIX aMEPUKAHCKUX BUAEOXYA0MHUKOB — [apu Xusina. Tpe-
TbSl OTAAHA CaMbIM aBaHrapAHbIM XyA0MeCTBEHHbIM GOpMaM: cemeaoMy UCKYCCmay, KOM-
neromepHol aHuMayuu, sound- u hybrid- apmy.

Cenyac nepen Bamu BTopas yactb katanora XI Megna ®opyma, nocesweHHas BbicTaBke [apu
Xunna B MockoBckol GMG Gallery, roe npeactaBneHbl ero paboTtbl B MHCTaNNALMOHHOM ¢op-
MaTe, @ TakKe NoKkasy Kaccu4ecknx BUAE0 N MacTep-Kiaccy, KOTOPbIA XYA0MHUK NPOBOAUT
B LleHTpe coBpeMeHHOW KynbTypbl «[apas».

FAPU XWUJ1J1: 3putennb

MEDIA FORUM: The Official programme of 32 MIFF

The annual Media Forum organized by the MediaArtLab Centre for Art and Culture is one
of the most unusual and avant-garde programmes of the Moscow Film Festival. Most of
its events take place not in the movie theaters, though, but in museums and art galleries,
where exhibitions of video art open, significant figures of the contemporary art scene come
to meet their audience, or in night clubs where programmes from world's best festivals are
screened and multimedia performances and art parties swing.

The 2010 programme is divided into three parts by subject. The first presents art from the
countries of post-soviet space in a large-scale international project Transitland and its
central event — Video art from Central and Eastern Europe after the Fall of the Berlin Wall,
1989-2009 exibition in Moscow Museum of Modern Art.. The second aims to introduce as
fully as possible the oeuvre of one of the most famous American video artists, Gary Hill, to
the Moscow audience. The third is given over to the most avant-garde art forms: net.art,
computer animation, sound art and hybrid art.

The second part of the XI Media Forum catalogue is focused on Gary Hill's exhibition in the

GMG Gallery, Moscow, where his installations will be presented. Screenings of his classic
videos and a workshop will take place at the Garage Center for Contemporary Culture.

GARY HILL: Viewer
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BCTYNJIEHUE

MapuHa loH4YapeHKo
Bnapgenuua GMG Gallery

INTRODUCTION

Marina Goncharenko
GMG Gallery owner

Poccuitickune 3putenu, He TONbKO KONIEKLIMOHEPBI U UCKYCCTBOBEbI, HO M MPOCTO Te, KTO Lie-
HAT M NH6AT XopoLlee COBPEMEHHOE UCKYCCTBO, C TEYEHUEM BPEMEHM BCe JiyuLle U rybe
pa3bupatTcs B HeM, y3HatT Bce boniee nogpobHo uctoputo contemporary art v niogeit, col-
rpaBLUMX PeLLaloLLyio pofib, B ero CTaHoBieHMKU. HaM 04eHb NPUATHO, YTO CBOIO POJib B 3TOM
ceirpana v ranepes GMG, n Ham ypanock peanu3oBaTtb B Mockse npoekTbl Moko OHo, bunna
®oumaHa, [xowya Kynepa v bbopHa Menbxyca, 3HaKOBbIX, Ha Hall B3rnsg, NepCoOHaMen,
¥ YBUOETb K HUM MUBOW U UCKPEHHUI UHTEPEC CO CTOPOHbI NY6IKH.

Habnioaas 3a npoMcxofsiuMMm, Mbl NojlaraeM, YTo Ha aHHOM 3Tane NepcoHanbHas BbiCTaB-
ka lapu Xusyia npocTto HeobxoavMa MOCKOBCKUM 3pUTENsM, Kak HeobxoaMMo He onocpe-
[l0BaHHOE — Yepe3 KHUIU U aNbboMbl — a MMUBOE BOCMpUATUE ero paboT, yae CTaBLUMX
knaccukon XX Beka. B cotpyaHuuectse c Medua ®opymom Mockoackozo MexsdyHapodHozo
KuHogecmuasans Mbl Bbibpanv BUAEONPON3BEAEHUS], KOTOPbIE Kak MOMHO Jlyulle packpbl-
BalOT OCHOBHble TBopYeckue u dunocodckmne KoHuenuum Xunna. Kpome TOro, NOCETUTENAM
BbICTaBKW, BO3MONSHO, YAACTCA YBMAETb COBCEM HOBYIO paboTy MacTepa, KOTopasi CTaHeT
ClOpNpU30M U [J1A caMUX opraHu3aTopoB. Hy, U KoHeYHOo, X1BOE 06LLEHNE C XYJ0MHUKOM,
KOTOpbIN NpUeeT OTKPbIBATb IKCMO3MLMIO M NPOBEAET MacTep-Kaacc, No3BOAUT BCEM yBJie-
YEHHbIM 3pUTENIAIM CAMOCTOATEJIbHO YTOYHUTD BCE aCNEKTbl MHOFOCIOMHOr0, HACLILLEHHOr 0
CNoMHbIMK obpa3amu 1 cMbicnamu TBopyecTBa lapu Xunna.

== 10 T[APWU XWJIN: 3putennb

Russian audiences, ranging from collectors and art experts to those people who simply
love and enjoy contemporary art, are quickly becoming more discerning, and are learning
more about the history of contemporary art and those figures who have played a decisive
role in its development. We are very happy that GMG Gallery has been active in this process,
and over the past several years we have held exhibitions by Yoko Ono, Bill Fontana, Joshua
Cooper and Bjarn Melhus. Each of these significant artists are people who we think enjoy
the public’s lively and sincere interest.

As a continuation of our efforts, we believe that Gary Hill’s current solo exhibition is im-
portant for the Moscow audience because it offers a chance to see first-hand his works
that have become 20th century classics. In cooperation with Media Forum of the Mos-
cow International Film Festival, we chose those video works that best show Hill's leading
creative and philosophical concepts. In addition, the audience will have a chance to see
the master's latest work, which will be a surprise even for the organizers of the exhibi-
tion. And of course the opportunity to meet Hill, who will open the exhibition and hold
a master class, allows the audience to interact with the artist and clarify all aspects of
his multi-layered and complex imagery, and creative thoughts.

GARY HILL: Viewer
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BCTYNJIEHUE

Onbra lWuwko
avpeksTop LleHTpa KynbTypbl M UCKYCCTB

«MeanaAptJlab» n Megua ®opyma,
KypaTtop BbicTaBku [apu Xunna «3putenb»

INTRODUCTION

Olga Shishko

Centre for art and culture MediaArtLab
and Media Forum Dlrector

lapu Xunn — v3 Tex roctent Medua ®opyma, KOTOpbIX HaM 0CO6EHHO NPUSITHO NpeACTaBAATb
MOCKOBCKUM 3puUTeNsM. M3 Bcex knacCKoB aMepuKaHCKoro BULEOMCKYCCTBA, OPUrMHaNbHble
paboTbl KOTOPLIX BCE Yallle MOMHO yBUAEeTb B Poccuu, OH, Noanym, camblii MO3TUYHBIN. 3TOT
XYOOMSHUK HE 0COBEHHO LIEHUT MeMausbiCK1, TEXHUYECKUE HOBLLECTBA, BO BCAKOM Cllyyae,
OH He JefnaeT TEXHONOorMYHble paboTbl paan caMoi TEXHONOMMU, OH UrPaeT C Hel, a BUaeoapT
[J1s Hero — 3710 cnocob AyMaTb Beiyx. 3aTo B paboTax Fapu Xunna pacuBeTaloT TEOpUM JINHT -
BMCTOB, NPUCYTCTBYIOT aKLIEHTbl, PacCTaB/IEHHbIE COBPEMEHHOM NO33MeN, U 0TCbINKK K THO-
CTMyeckuM anokpudam. B cBoem BocnpusaTM MMpa Yepes TeKCT, IUTepaTypHOM 06pa3HoOCTH,
Xvnn oveHb 630K MOCKOBCKOMY KOHLIENTYaNU3MYy, U 3TO eLle 0fHa MpUYMHa, N0 KOTOpOK
HaM XoTeslocb 6bl kak MOMHO 6onee NoNHO paccka3aTb 0 TBOPYECTBE 3TOr0 3aMeYaTeNbHOro
XyOOMSHUKA poccuiickon ayamtopun. Mbl 04eHb paabl, YTO B 3TOM HAC pelunav nogaepMsartb
GMG Gallery v Llenmp cospemenHol Kynemypol «[apad», U HageeMcs, YTo ¥uBoe obLLeHne
C KIIACCMKOM U INYHOE 3HAKOMCTBO C ero paboTamu NOCNYUT He TOJIbKo 06pa3oBaTe/IbHbIM
LleNIfiM, HO CTaHeT B/IM3KUM M MO-HACToALLEeMY UHTepecHbIM noceTutensM Meaua Oopyma.

12 TAPU XWUJN: 3putennb

Gary Hill is one of those guests of the Media Forum whom we are especially pleased to intro-
duce to the Moscow audience. Among all the American video art classics, whose original
works are now more and more frequently shown in Russia, he is probably the most lyrical.
This artist does not appreciate media fads and technical innovations; however, he makes
his technological works not for the technology itself, but plays with it. Video art for him
is a way of thinking aloud. But we can see in his works a development of linguistic theories,
modern poetry accents and associations to Gnostic apocrypha. His perception of the world
comes through the literary text and images, which makes him close to the Moscow Con-
ceptualism, and this is another reason we wish to present works of this remarkable artist
to the Russian audience as completely as possible. We are very glad that the GMG Gallery
and the Garage Centre for Contemporary Culture decided to support this project. We hope
that live communication with the artist and his works will not only serve educational pur-
poses, but also be relevant and really interesting for the Media Forum guests.

GARY HILL: Viewer
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TEOPUA: AHgpen lNapLumnkos

AHppen MNapwukos
lapu Xunn: aMaHcunauus peun u obpasa

Cratyc Mapu Xunna, noaTBepAeHHbIA MHOMMU HarpagaMu, AaBHO Ye He Bbi3blBaeT BO-
npocoB. U fgeno 3gecb He TONbKO B UCTOPUM BMAEOApPTa Kak TakoBoro, rae, 6esycnoeHo,
Xunny oTBejleHO OHO U3 CaMbIX NOYETHLIX MECT B NAHTEOHEe, CKOJIbKO B HEOObIKHOBEHHOMN
4YeTKOCTU M AAICHOCTU NMOHUMAHWUA TOrO, YTO UCKYCCTBO, MOMUMO PbIHKA W CMEKTaknsA, uMeeT
eLle He 0fHO U3MepeHUe, 1 BbiLLeNnepeynceHHble 0THIAb He rnaBHble. B uctopum cospe-
MEHHOro WUCKyCccTBA HEOBXOAWMBIM CTAHOBUTCA YMECTHOCTb M CBOEBPEMEHHOCTb BbICKa-
3aHHOMN XyA0MEeCTBEHHON MbICNK. BpeMa peakuun aMepuKaHCKUX XyL0MHUKOB Ha No3aHKe
Te3ncbl NOCTCTPYKTYPANUCTOB W 3aTHXAIOLLYI0 CNaBy MUHUMANUCTOB CTaNo OAHUM U3 Hau-
6onee MHTENNEKTYyaNnbHbIX U yBaMaeMblx NEPUOLOB B UCTOPUM COBPEMEHHOMO UCKYCCTBA.
MomMumo camoro Xunna, oyeHb TOMHO cpearMpoBaTb cMornin bpioc HaymaH, Buto AkkoHuu,
Bunbam BermaH, Ham [asyH MNaik, Jaaimc KonMa...

3T oYeHb pasHble, Ha NepBbIf B3rNA4, aBTOpbl, HA CAMOM Jefle UMelT MHoro obLyero: npe-
/e BCero, OHN NepBble OKOHYATEJIbHO Pa3BEHYaIM FepMeTUYHbIE KOHLIENLMA MUHUMANUCTOB,
MONHOCTbIO M36aBMUB CBOM paboTbl OT HEO-CAKpabHbIX, aFHOCTUYECKUX 3N1eMEHTOB. OHM Hauun-
HAIOT HOBbIV NMYTb BU3YaNlbHOr0 UCCNEA0BaHUA U KPUTMKK, MPEPBAHHbBIA «MOMYALLUM» UCKYC-
cTBOM. MiccnenoBaHua «MUpa Kak TEKCTa», CBA3M HappaTUBa M BU3yanbHOro obpasa nomMorim
UM caenaTtb BUAMMbIMU MHOTME TOHYaMLWMe CBS3U GeHOMEHONOrUYECKON U IMHIBUCTUYECKOW
TEopUH, CYUTABLLUXCH NEePEfOBbIMA B KOMMEHTUPOBAHWUW OKpYMsaloLLei AeNCTBUTENIbHOCTY.
M MMeHHO 3TOT NOCTKOHLIENTYasIbHbIA NOBOPOT B TBOPYECTBE XYAOMHUKOB 0Ka3an BAUSIHME Ha
nocneayioLiMe NpakTUKK, KOTOPble NPOLONMAITCA BMIOTb 40 CErogHSLLIHero MOMeHTa, CHOBa
CBfi3a/ NepefoBOe TEOPETUYECKOE 3HAHME U BU3YaJIbHbIM OMbIT. XyA0MHUK Kak UccienoBaTeb
¥ AMarHocT COBPEMEHHOCTU — Takoe onpefesieHue 3a3By4ano bonee yBepeHHO U 0NpaBAaHHO.
KoHeuHo, Henb3s 0TpMUATh M BASHWUA Meana Ha TBOPYECTBO 3TUX XYA0MHMKOB. Bugeokame-
pbl, TEXHONOrMYeCKkNne HOBUHKM, 3aHOBO NEPEOCMbICIIEHHbIV MUBON NepdopMaHc, pasBuTue
BPEMEHHO-0pPUEHTUPOBAHHOMO UCKYCCTBA — BCE 3TU GaKTOPbl NO3BOAMAN YIUTU OT TPAAULIU-
OHHbIX KOHCEepBaTWBHbIX CPEACTB BbIPaMeHWUA U OMKTOBANIM, pa3yMeeTcsi, CBOM YC/IOBUA He
TO/IbKO C03A4aHuA paboT, Ho M ero BocnpuaTUa 3putenieM. B oTaMume ot camomyseeduumpo-
BaHHbIX MUHUMANMCTCKUX CKYNbNTYp, paboTel Xunna, AkkoHun, HayMaHa, MNaiika, KonMaHa,
BermaHa v T.4. npeanonaranyu HeNMocCpeACcTBEHHbIN AWMANON CO 3pUTEeNeM, MaKCUMabHOe CO-
KpalleHne AUCTaHLUMM BbICKa3biBaHWA U BOCMIPMHMMAIOLLIEIO ero YesloBeka, HadeNss ero Ka-
YecTBaMM COYYaCTHMKA TOr0 UCCNef0BaHUS, KOTOPOE MPOBOAWUT XyAOMHMK. HY 1 KoHeuHo,
cenyac, 60/bLUMHCTBO NPOM3BEAEHUA BPEMEHHO-0PUEHTUPOBAHHOMO UCKYCCTBA 3TOM0 NEpUo-
0a, Kak ucTopuyeckun aptedakt, Mbl MOMEM HabnlOAaTb C NOMOLLLI BUAEOA0KYMEHTALMM
neppopMaHCcoB NMB0O caMux OpUrMHaNbHbIX BUAEOPaboT, KOTopble CO3AaBau XyA0MHUKN.

lapu Xunn — oauH U3 Tex caMbix NMOHEPOB BMAeOUCKyCcCTBA. Ero akcnepumeHThl ¢ Meana
Havanucb ewe B 1973 rogy, B TOT e rog nepeble pabotbl caenan bunn Buona. C Tex nop

FAPU XWUJ1J1: 3putennb

THEORY: Andrey Parshikov

Andrey Parshikov

Gary Hill — artist, liberator of word, speech and image

Gary Hill's status, confirmed by many awards, has long been without question. His status
is not only due to his role in the history of video art (for which an honoured place has
undoubtedly been reserved for Hill in the pantheon of art), rather the unusual clarity and
sharpness of understanding that art, aside from the market and performance which are far
from the main concern, is not one dimensional. In the history of modern art it is necessary
for relevance and timeliness to be expressed by artistic ideas. The reaction of American
artists to late abstracts poststructuralists and to the silent glory minimalists became one
of the most intelligent and respected periods in the history of modern art. Aside from Hill,
the artists who were able to react truthfully were Bruce Nauman, Vito Acconci, William
Wegman, Nam June Pike and James Coleman...

At first glance these artists are very different, but in actual fact, they have much in com-
mon: above all, they were the first to debunk the closed concepts of the minimalists,
completely ridding their work of neo-sacred, agnostic elements. They forged a new path
of visual investigation and criticism which was interrupted by the original ‘silent" art.
The investigation of ‘the world as text’, the linking of narrative and visual images helped
them to create visibly more precise connections between phenomenological and linguis-
tic theory, which were considered to be the most advanced at the time. It was precisely
this post conceptual turn in the creativity of artists which influenced the subsequent
practices which continue to the present day; once again connecting advanced theoreti-
cal knowledge and visual experience.

The definition of artist as investigator and diagnostician of modernity resounds with greater
confidence and justification. Of course it's impossible to deny the influence of media on these
artists. Camcorders and technological innovation, reinterpreted performance art and the
development of time related art, were all factors which led to a departure from traditional,
conservative means of expression and dictated, it seems, their own conditions not only on
the creation of works but also on the audience’s perception. In contrast to ‘museum’ mini-
malist sculpture, the work of Hill, Acconci, Nauman, Pike, Coleman, Wegman et al offered
a direct dialogue with the audience, reducing the distance between artistic expression and
the viewer's perception of that expression; the artist is inviting the viewer to be a partner in
his work. Now of course we can see the majority of time oriented projects of that period as
historical artefacts, through the recordings of the performances or the actualvideo art works.
Gary Hill is one of the pioneers of video art. He first began experimenting with the medium
in 1973, the very same year as Bill Viola's first work. Since then Hill has become a famous
artist who has been written about by the best critics and philosophers in the world, includ-
ing Jacques Derrida. His exhibitions have been held in major museums such as the Guggen-
heim in New York and the Pompidou Centre in Paris. To list all of his accomplishments

GARY HILL: Viewer
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Xvnn ctan u3BecTHeWLLMM XyAOMHUKOM, 0 HEM MUCanW nyylimMe KpUTukK U dunocodsl Mupa,
Bkntovan Maka [leppuaa. Ero BbicTaBKM NPOXOAMAN B KPYMHENLINX My3esiX, Takmux kak Hbto-
Mopkckuin Myrrenxaiiv n uentp Mopaa Momnuay. Mepeuncnutb Bce ero 3acnyru He npea-
CTaBNSAETCHA BO3MOMHBIM. H 0, UTO BaMHO, XyaoMsHUK Fappy Xunn go cux nop cTouT ocobHs-
KOM OT M1Pa CMEKTAKYNSAPHOrO U pasBnekaTelbHOro UCKYCCTBa.

PaHHWe BuaeopaboTbl Xunna uccnenoBanu CUHTE3UPOBAHHbINM 06pa3, KOTopblit NPou3BoAK-
na sKkcnepuMeHTanbHas BUAEOTEXHUKA, PUKCUPYIOLLAs 06BEKTbI OKpyMKatoLLel cpeapl, Boc-
NpUSITUE KOTOPbIX BCTYMaeT B KOHOAUKT C MOCTMUHUMAIMCTCKUMU IM60 KOHLENTYasIbHbIMM
BblCKasblBaHuAMM (kak B paboTte «/Jbipa 6 cmeHe», 1974). YyTb nosae Xunn ysnekaercs co-
BPEMEHHOIA No33ueid, U 60NbLUYI0 posib B ero paboTax HaYMHAET UrpaTb TEKCT U OTHOLLEHMS
MeMsay 06pasoM, pUTMOM 1 3BYKOBbIM HappaTueoM («3aydaHusa», 1979 u «Tym, Henodané-
Ky», 1980). Unea Mopuca bnaHLIo 0 TOM, YTO A3bIK BAMAET HAa (HEHOMEHOJIOrMUYECKUI OMbIT,
HAXOAMT OTpaMeHne B 3TUX paboTax XynoMHuka. B nocnegHux eupgeonHcTannaumax («3pu-
Tenby», 1996, «Cenoe namuo», 2003), repoem CTaHOBMUTCA YeNIOBEK. Xy0MHIKA MHTEPECYIOT
B3aMMOOTHOLLEHUS 3pUTENS U repos, 03HaYaeMble 3MOLWKU U 3HaK, NepefaBaeMble C MOMO-
Wbt BMOEOTEXHUKK. 30eck OH obpalyaeTcs k TeMe «[pyroroy», onupasch Ha TeKCTbl ¢puno-
co¢a 3MmaHyans JleBuHaca, He pa3 NoOAHUMABLLENCS B COBPeMeHHOM uckyccTee. [lopTpeTHas
CbeMKa ftofeit HauMHaeT 3aTparMBaTb YesI0BEYECKUIM, 3MOLIMOHANbHLIN GakTop, noaBepraTb
aHanu3sy AManekTUKy CyLLecTBOBaHWSA Nlodeil B Kagpe U Mo 3Ty CTOPOHY 3KpaHa.

[naBHasA Tema ero TBOpYecTBa — 3TO WCCNeAO0BaHWE OTHOLUEHWA MeMsay CNOBOM, 3BYKOM
W 3N1eKTPOHHbIM K306padseHneM. B ocHoBe ero paboT neMuT CTPyKTypHO-YEHOMEHO-
NorMveckun aHanus, saTparvsaloLLmii npobnemy 6biTus TekcTa. lpu 3aToM TekcT 3gechb no-
HUMaeTCs ckopee B NMOCTMOAEPHUCTCKOM K/lOYe Kak NpeACTaB/ieHMe OKPYMKaloLwero Mypa.
BupeonsobpaseHne pasbupaet npegMeTHY0 peanbHOCTb Ha ee CMbIC/IOBbIE U MaTepualib-
Hble cocTaBAsiloWwmMe. X1 nokasbiBaeT pa3pbiB B NMPOM3HECEHHOM C/I0Be, YBUAEHHOM npesa-
MeTe W HacToALeN peanbHOCTW 3TOro NpeaMeTa, KOTopbie Ha CaMOM Jefle UMeloT MaJio 06-
Lero, CBA3bIBaACb BOEAUHO NULLb B YeI0BEYECKOM co3HaHUU. DopManbHas 6e3ynpeyHocTb
€ro C/0MHbIX MHOFOKaHaNbHbIX BUAEOVHCTANIALMI roBopuT 06 nccnegoBaHuy obpasHoro
MVpa BUAWMOMN NPeaMeTHOMN cpefbl M ee KOHGIMKTe C YeNoBevYeckon KOMMyHUKauuei. Pa-
60Tbl Xunna Bcerga xapawkTepusylTCs WHOW, «CMeLLeHHOM» TeMnopajbHocTbi. Oco3Ha-
Bas TOT $aKT, YTo 06LLECTBO AABHO CYLLECTBYET B CUTYaLMKN BANOTEKYLLEro COLMANbHOro
6encTBuMSA, XyOOMHUK YETKO YNIaBIMBAET BaMHOCTb U3MEPEHUA BPEMEHU B 3TOW CUTyaLUK,
HeobxoaMMOCTb 3aMefnuTb 3puTens. TakuM obpasom, npeanaraeTca NoTpaTUTb bonbliee
KONIMYECTBO BPEMEHW Ha NPOCMOTP paboTbl, NO3BONAS 3pUTENO LOJIblUE 0CTaBaTbCA B CO-
CTOSIHUM «PEenaTpUUPOBaHHOI», BO3BPaLLEHHOW CybbeKTUBHOCTU. BpeMsi nonyyeHus 3Ha-
HUS OT CBOeW paboTbl XyAOMHUK B AHHOM C/ly4ae paccMaTpUBAET Kak 0CBOBOMAEHHOeE.
3TOoMy cnocobCcTBYeT U BbiCTpauBaHWe NPAMOro guasnora, KOTopblil U NPU3BaH 06bACHUTD
3puTeNo, YTO Bpems, NpoBeAeHHOe nepef paboToit XyAoMHUKE, NOTPaYeHO He 3ps, YTOo6LI
ybepeyb ero 0T BTOPMYHOIO, ONOCPEA0BAHHOIO pa30yapoBaHus.

B GMG Gallery npencTaBneHbl caMble 3HaKkoBbIe NPOU3BEAEHUSA aBTOPA, KOTOpble BbiNn Bbl-

6paHbl B TOM Yucne 1 ¢ ToYKM 3peHust ux obpasoBaTenbHON GyHKLKUM, HE06X0AMMOMN HA 3TOM
3Tane npe3eHTaLuUn XyA0MHUKA MOCKOBCKUM 3pUTENSM.

FAPU XWUJ1J1: 3putennb

THEORY: Andrey Parshikov

would be impossible but most importantly, Hill remains detached from the theatrical and
entertainment arts.

Hill's early video work investigated the synthesised image, which produced an experimen-
tal video technique, fixed objects in the environment, the perception of which comes into
conflict with both post minimalist and conceptual statements (as in The hole in the wall,
1974). A little bit later, Hill became enthralled with modern poetry and text began to play
a greater role in his work, as did the relationship between image, rhythm and sound narra-
tive (Soundings, 1979 and Around and About, 1980). Maurice Blanchot's idea that language
influences phenomenological experience is reflected in the artist's work. In his most recent
video installations (Viewer, 1996 and Blindspot, 2003) man becomes a hero. The artist is in-
terested in the mutual relationship between the hero and the spectators, noting emotions
and signs transmitted by video. Here his attention turns to the theme of “Other” based
on the texts of the philosopher Emmanuel Levinas, a subject that has subsequently been
frequently raised in contemporary art. Film portraits of people begin to affect human and
emotional factors, exposing an analysis of the dialectic which exists between the people
on film and those on this side of the screen.

The main theme of his work is the examination of the relationship between words, sounds
and electronic images. The core of his work is structural and phenomenological analysis,
which concerns the issue of the existence of text. The text is seen through the prism of
postmodernism, as a representation of the world around us. The video image analyses the
subject reality in terms of its semantic and material components. Hill shows the dissonance
between in the spoken word, the subject shown and the actual reality of the subject, which
in fact have little in common and are linked only by human consciousness. The formal
perfection of his complex multi-channel video installations is evidence of studies of figura-
tive subject matter in the visible environment and its conflict with human communication
made by the artist. The integral characteristic of all of Hill's work is ‘shifted’ temporality.
Aware of the fact that society has long existed in a state of low-intensity social calamity,
the artist clearly understands the importance of measuring time under these circumstanc-
es and the need to slow down the viewer. So the intention is that a greater amount of time
is spent looking at the work, allowing the viewer to remain longer in a state of ‘repatriated’
returned subjectivity. The artist considers the time spent gaining knowledge in this situa-
tion to be a kind of freedom. This enables and forms a direct dialogue, which is intended to
explain to the viewers that the time they spend in front of the piece is not in vain, as it saves
them from a second mediated disappointment.

GMG gallery will be presenting the artists most significant works, which have been selected
with the precise needs of the current Moscow audience in mind.

The most famous and most ‘complete’ installation Wall Piece is a single channel projec-
tion where the artist beats rhythmically against a black wall and moments of impact are
illuminated by the harsh beams of the stroboscope; the video itself disappears from the
space under the aggressive light. The sound of beating against the wall is interspersed
with the story of ageing told by the artist: “I'm coming, looking at how | am coming.”

GARY HILL: Viewer
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CaMasi U3BECTHas M CaMas «TOTaJIbHas» UHCTANNALMA XyA0MHUKA, «KyCOoK cmeHbl» — 0fHO-
KaHaNbHas Npoekuusi, rae Ha 3kpaHe aBTop PUTMUYECKK BbETCA 0 YepHYI0 CTEHY, @ MOMEHTDI
y[apa 3acBEYMBAIOTCA pe3kiMM nydamm cTpobockona, U caMo BuaeonsobpaMeHue nof aTUM
arpeccuBHbLIM CBETOM UCYE3aeT M3 NPOCTPaHCTBA Kak TakoBoe. 3BYK BbloLLerocs o CTeHy Tena
NepemMeaeTcs C pacCkasoM 0 CTapeHUM OT UMEeHU aBTopa: «f uay, FAAA Ha To, Kak A uay...».

Cnepytowasn 3HaMeHuTas ero pabota, «3pumesib» — CNOMHAA CUHXPOHWU3WPOBAHHANA UH-
CTanNAUMA U3 NATU CIMTLIX BOAVHO 3KPaHOB, 04HO U3 CaMbIX 3MMYECKKUX ero NPon3BeaeHNn.
3necb oH UKCUPYETCs TOHKUI MOMEHT, KOra NaccMBHOE co3epLaHue NepexoaunT B UHAK-
BUAYANbHYI0 akTUBHOCTb. KoHpoHTaUMA cosepuaTeneil (3puTenn Ha 3KkpaHax U peasbHble
3pUTE/IM) HAYMHAETCA C MOMEHTA afanTaumm, Koraa JilAM Ha BbICTaBKE MOCTENEHHO Hauu-
HalT CMOTPeTb B 11a3a reposiM, KOTOpble NPeACTalT B YeNloBeYeckuii pocT. 3To ugeanbHas
popmMa c oTCYTCTBYIOLMM HAPPATUBOM, C UCK/IKOYEHHBIM paccka3oM. J1loboi KOHTEHT MOMeT
HaxoAMTCA B 3TOM MoJie HaMpsMeHUs HabnogaTenei u HabnogaeMelx, Ho Xuiil CO3HATE/bHO
peayuMpLeT ilobble JIMLWIHWE CMbIC/bI, KOHLEHTPUPYACH JIMLLb Ha CAOMHENLINX AeTansX 1 Ha
camoM deHOMeHe 3pUTENIbCKOro BOCMPUATUS, B3rinaa kak cnocoba nonyyeHus nuHbopmauum.

B paboTe «AkKkopdeoHbl» kamepa NpubAuMaeT Kk 3puTesNiio MOPTPETHI NIloAei, HO Koraa npu-
6nuMeHWe 0KkasbiBaeTCS MakCUManbHbIM, 6beT cTpob0oCKON U KAPTUHKA CTAHOBUTCS sipye
¥ OQHOBPEMEHHO Kakue-To ee ¢pparMeHThbl, B YaCTHOCTU, a3kl ABUMEHMS, UCUE3al0T, Ae-
Knapupys HEBO3MOMHOCTb NMPUBATHOIO KOHTaKTa C NOpTpeTMpyeMbiM. 3BYK paboTbl npea-
cTaBnsieT coboi cayHATpek aepparMeHTUPOBaHHOIO U COBPAHHOI0 COrNlacHO HEKOM MaTe-
MaTU4eCKOMN CTPYKType, CBA3aHHOW C BUAeOMaTepyanoM OpUrMHanbHOM 3anmucu co CbeMOK.
371a paboTa uccnepyeT pasnoxeHne 06pasa U ABUMEHUS, pa3pbiB B AMHAMUYECKON nocne-
[0BaTeNIbHOCTU ONUCLIBAEMOro NOCPeACTBOM BUAEO 06BbeKTa.

WUccnenoBanusa «AkKopdeoHoB» NpoaonaeT Buaeo «JobpososibHelli f3bik», NOCTPOEHHOE
Ha AU30pMeHTaLUmM coBa U 06pa3a, rae NpaBas 1 neBas pyku No-pasHoMY [eNaT Kpyroeble
LOBUMEHUSA, C Pa3HON CKOPOCTbIO 0YEepUMBan CBOM MapLLpYThbl, B TO BPEMSA Kak rofioc 04YeHb
6bICTPO YMTaeT NoaMy. HarnsgHo AMCKOOPAMHMPYA Ha YPOBHE Nefarornyeckoi NCUXonorum
paboTy npaBoii U NeBOi pyk kak cMMBON paboTbl Nojywapui Mo3ra, pa3pabaTbiBas pas-
Hblil pUTM 1 fobaBnsAa YTeHWe TekcTa, XMnn 3actaBnsieT 3puTens npobaeMaTMsMpoBaTb caM
NpUHUMN cBA3K BepbanbHOM 1 HeBepbanbHON KOMMYHUKALMKN U 03HAYALWMX AENCTBUN.

«3pumenb», «Kycok cmeHbl», «AKKopdeoHbl» U «[JobpoBosbHLIl A3bIK»— YeTbipe camble
3HaKOBbIE M CBA3bIBAIOLLME BOEAMHO BCE TBOPYECTBO paboThbl Xunna. 3Kcno3uuus, BbICTPOEH-
HanA Kak pacckas-oTyeT 06 UccnefoBaHUAX MMOHEPa BMAe0apTa NO3BOMAET 3pUTESII0 He NMPOCTO
BbICTPOWUTL COBCTBEHHYIO NMO3MLIMIO MO OTHOLLEHMIO K CTONIb OAMO3HOW UHTENNEKTYANbHON Gury-
pe, HO M MOHATb, YEM e Tak BaMeH TOT UccneaoBaTenbCkuii npopbiB 70-x rogos, KOTOPLIN
[AaBHO cTan 6onblIOW rNaBoN B UCTOPMU COBPEMEHHOIO UCKYCCTBA U 6e3 KOTOpOro HeBO3-
MOMSHO NOJYYUTb MOJIHOE MPEeACTaB/IEHMe 0 TOM, YTO Me Takoe UCKYCCTBO Cenyac, 1 Kak
XYOOMHUK JeNnaeT BUAMMbIMU aKkTyasibHble NPOLLeCChl COBPEMEHHOCTH.

FAPU XWUJ1J1: 3putennb

THEORY: Andrey Parshikov

His celebrated work Viewer is a complex synchronised installation of five merged screens
and one of the most epic of his creations. In this installation he fixes on the moment when
passive contemplation turns into individual activity. The confrontation of the spectators
(those spectators on the screen and those in the gallery) begins from the moment of ad-
aptation, when people at the exhibition gradually start looking into the eyes of the heroes
who appear to be life-sized. This is the ideal form with the omission of narrative and the
exception of story. Anything may be found in this field of tension between observers and
the observed, but Hill consciously reduces any extraneous meaning, concentrating only on
the complex details and the actual phenomenon of the viewers' perception, viewing it as
a way to gain information.

In his work Accordions the camera brings the portraits closer to the viewer, when it seems
the camera can get no closer, the beats of the strobe and the pictures become brighter
and simultaneously some kind of fragments, particularly the phases of movement, dis-
appear, declaring the impossibility of private contact between the viewer and the sub-
jects. The sound in this work is an original recording from the shooting which has been
fragmented and reassembled according to a certain mathematical structure. This work
explores the expansion of image and movement, the fissure in the dynamic sequence
described by the medium of video.

The studies in Accordions continued with the video Language Willing, based on the dis-
orientation of word and image, where left and right hands make independent circular mo-
tions. The circles are described at varying speeds as a voice recites a poem very quickly.
On a psychological level the left and right hands are working like the two hemispheres of
the brain: developing a different rhythm and adding the reading of the text, Hill forces the
viewer to discover for himself the principle of the connection between verbal and non ver-
bal communication and the signifying actions.

Viewer, Wall Piece, Accordions and Language Willing are the four most significant cohesive
of all of Hills's works. This exhibition, has been constructed as a story-report about the
exploration of video art's ‘pioneer’ allowing audiences not only to form their own opinion in
relation to the odious intellectual figure, but also to understand, what exactly is important
about the research breakthrough of the 1970s, which has long became a significant chap-
ter in the history of modern art and without which it would be impossible to understand
completely what modern art is today and how the artist makes visible to us the actual
processes of modernity.

GARY HILL: Viewer
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OMoH I Xanxapar

Measay A3bIKOM M ABUMYLLMMCA 06pasom:
uckyccreo lapu Xunna

LleHTpanbHbIMKM B XyAoMecTBeHHOM npoekTe Fapu Xunna siBNsilOTCA UCCNEefOBaHMA Npo-
LIeccoB, CBA3bIBAIOLMX A3bIK C ABUMYLLMMUCA obpa3amu. Ero paboTbl 3aMevaTebHO Bbl-
SIBNSIOT CYLWECTBEHHble CBA3M MeMay A3bIkOM U npoueccoM ¢opmupoBaHus 06pasos,
uccneayoT MaTepUanbHYH CYLLHOCTb NMUCbMa, NPOSIBIEHHYI0 Yepes BUAEO- U MyNibTUMeMna-
MHcTannsuuu. Ero rnaBHblit UHTEpPEC K HEMOCPEACTBEHHOW BIAaCTU CNOBA, IEMUT B 0651acTy
UCCeAoBaHUA NO3TUKKU A3blka, KOTOpPas NPOSIB/IAET CBOK CYLLHOCTHYH BblpasuTeNIbHOCTb
Yyepes 0bbeanHeHWe Tea kak uaen c BoobpamaeMblM — Yepes 3cTeTUKy TekcTa. Pa3BuBas
3TW 3cTeTMYecKue No3uumu, Xunn cBA3bIBaeT BHYTPEHHIOW JIMYHOCTHYIO CYLLHOCTb C BHeLU-
HUM MUPOM U C UCTOPUEN CNIOBA Kak sioroca. MpoHus ero TpynoB YepnaeTcs M3 NoTeHUuanb-
HOW Yrpo3bl YHUUTOMSEHWUA A3bIKa HOBbIMWU KOMIbIOTEPHBIMU TEXHONIOMUSIMU, KOTOPbIE OH CaM
e 1 ucnonb3yeT, co3aaBas cBou paboTbl. Ero acteTuueckme ucciefoBaHUsi 0CHOBaHbI Ha
¢unocoduu BbIpa3UTeNbHOCTH A3blka, KOTOPYH OH CTPEMUTCS UCMOJNIb30BaTb Kkak CPEACTBO
AEeK0JMPOBaHMA TEXHONOIWI Yepes Noroc A3blka 06pa3HOCTU. 3TO HECOOTBETCTBUE MeXAY
COBpPEMEHHBIMU TEXHOIOTUSIMU M OCHOBOMOJ/IAraloLMU KOPHAAMW UCKYCCTBA Kak NO3TUKK
A13blka U 3HAKOBbIX CUCTEM U ecTb cdepa, 0TpaxeHHas B TBopyecTBe Xunna. IMeHHo B 3Tol
06nacTu, NnepeBoas B3rNsA4 Kamepbl U3 BHYTPEHHEro Mupa Bo BHeLHWUN, XU cTupaeT rpa-
HULlY MeXay Cy6bekToM 1 06bEKTOM, TeJIOM U TeXHONIOrUEN, cnoBoM U obpasoM. [ins Toro
4yT06bl CO34aTb HEKUI CMBICNOBOW GOH AnA BocnpuaATUA paboT Xunna, s 6bl XoTeNn NPoKoM-
MEHTUMPOBaTb HEKOTOPbIE CBA3M Meay OTAeNbHbIMU NpoeKTaMu Xunna v ApyruMun Npous-
BEAEHUSAMU UCKYCCTBA U ABJIEHUSIMU.

MepBoi unnocTpaument B 3TOM UcciefoBaHUK ABAsieTcA paHTacMaropus, cosgaHHas benb-
MMICKUM XyaoMHUKOM ITbeHoM lacnapom Pobeptom (Po6eptcoHom). 3agonro 4o 3pbl k-
HeMaTorpada B 3rnoxy BojwebHbIXx poHapei PobepTcoH co3aan 3pefiuliHyio MHCTaNALMIo
c obpa3amu CKeNeToB U MepTBELOB, NABAKLUMUX Nepes 3pUTeNIAMU Kak NPUBESEHUS B 3a-
NOJIHEHHOM [IbIMOM NPOCTPAHCTBE.

AmepukaHckuit xypaoxsHuK Padaans Mun B nHcTannsaumm «BeHepa, scmarnowas uz mopss —
Unnw3suna» («locne saHHel») (1823) npeactaBnseT NogobHy0 MIPy C TEMaMmn UNO3NUK
¥ peanbHOCTH, XUTPOCTMU 1 3pEfIMLLHOCTH, UCNOJb3Ys U306paNseHne Ha XOJICTe, KOTOPOoe Kak
6bl MackupyeT npeanonaraeMblil 06bEKT (TeNo, CKpbIToe NpocTbiHel). Mun ucnonbayet xu-
TPOYMHbBIN Xy[0MECTBEHHbIV MPUEM A1 TOT0, YTOObI 0OAHOBPEMEHHO MPATaTh U 06HApYMU-
BaTb 06EKT Nepea npucTanbHbIM B3opoM 3putens. ConoctaBnssa 3T aBe paboTbl KOHUA
18-ro 1 Havana 19-ro ctonetus, Mbl CTankuBaemcs ¢ 06blAeHHO-PeanucTUYeCknM CTUNEM
Muna v 3pennLLHBIM UANI3MOHU3MOM HOBbIX TEXHONOMMI B TeaTpe PobepTcoHa. 3T1 paboThl
npeAcKasbiBaloT KPU3UC UCKYCCTBA U306paNseHUs, KOTOPLI NpoM3Beny poTorpadus U KMHO,
KpW3WC, KOTOPbIN CEroAHS YCUNMBAETCH TEXHONOrMAMU CO3AaHUA 3NEKTPOHHBLIX 06pa3os,
NPUBHOCSLLMMM HOBbIE CU/I0BbIE HAKTOPbI B HALLY KYJIbTYPY, 0CNabNSIOLLMMU FPaHNALY MEM-
LY «peanbHbIM» U «HepeasbHbIM». [Tun urpaeT ¢ 3anevyaTneHHbIM 06pa3oM, 04HOBPEMEHHO
CKpbIBasA NpeAMeT UCcCNef0BaHNA 3NUCTEMONOrMYECKUMU OrpaHUYEHNIMU peann3ma; aToT

FAPU XWUJ1J1: 3putennb

THEORY: John G. Hanhardt

John G. Hanhardt

Between Language and the Moving Image:
The Art of Gary Hill

Central to Gary Hill's project as an artist is the negotiation of the processes that link
language to the moving image. His works reveal a fascination with the exposure of the
essential relationship between language and our cognitive formation of images, with the
exploration of the materialism of writing articulated through video and multimedia in-
stallation. This primary concern with the vital power of the word is located in a poetics
of language that finds its fundamental expression in the incorporation of the body as an
idea and ideal into the aesthetics of the text. Extending this aesthetics, Hill carries the
self into the larger context of the public sphere and the history of the word as logos. The
irony in his work is derived from the potential threat of the erasure of language within the
very technologies he employs in his art making; his aesthetic investigations are based on
a philosophy of language and expression that seeks to recode technology through a logos
of a poetic language of imagery. This tension between modern technology and the primary
philosophical roots of techno as a poetic of language and meaning is the space negotiated
by Hillin his art. In this space, by turning the camera upon and into the self and the other,
Hill eradicates the traditional boundary between subject and object, body and technol-
ogy, word and image. With the aim of providing a context for Hill's work in this exhibition,
| want to comment on these merging themes by exploring the relationships between a selec-
tion of Hill's projects and various other artworks and objects.

The first illustration in this investigation of works connected to Hill's art is a phantasma-
goria from the 18th-century Belgian creator, Etienne Gaspard Robert (Robertson). In his
pre-cinematic magic lantern demonstrations, Robertson created spectacular installations
in which images of skeletons and the dead, projected into the smoke-filled space, floated
ghost-like above the spectators.

In American artist Raphaelle Peale's Venus Rising From the Sea — A Deception (After the
Bath) (1823), a similar play with the themes of illusion and reality, desire and spectator-
ship, is achieved through the trompe l'oeil canvas which masks its presumed subject (the
body behind the sheet); Peale uses his cunning artistic skills to simultaneously hide and
reveal the object of our gaze. In juxtaposing these works from the late 18th and early
19th centuries, we are faced with the everyday realist style of Peale's canvas and the
spectacular illusionism of new technology in Robertson's theater. These works foretell
the crisis in representation created by the photograph and motion picture, a crisis be-
ing played out today as electronic-image technology assumes new dimensions of power
in our culture further diminishing the boundary between the “real” and “unreal”. Peale's
play with the image that records at the same time it conceals its subject explores the
epistemological limits of realism; this type of image has been at the center of the debate
surrounding the photographically/cinematographically recorded image and its relation-
ship to the “objective” representation of the world around us. Robertson's theater of illu-
sionism playfully articulates and anticipates the spectacle contained within the projected
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TN 06pa3HOCTM HaxoauTCA B LieHTpe AebaToB Bokpyr 06pas3oB, co3aaHHbIX poTorpadueint
1 KMHeMaTorpadoMm, 1 X COOTHOLLEHUEM C «0HBEKTUBHLIMU» 0TO6PaMEHUAMU MUPA BOKPYT
Hac. TeaTp unno3uin PobepTcoHa WyTAMBO onpefenseT U NpeaBocXuULLaeT 3peNmwa, cos-
[aHHble B AanbHellleM obpa3amu GUNbMOB M MO3JHEE Pa3MHOMEHHbIE TeJle3kpaHaMu.
OH npesBMANT X CNOCOBHOCTb CO34aBaTb HOBYH pPeasbHOCTb Kak 6e3ycioBHY NpaBay.
MpouseepeHusa Muna n PobepTcoHa ynoMMHAOTCA 3[ecb kak 06pa3ubl TEKCTOB, OCna-
6NA0WMX rpaHuLy MeM<ay peasibHbiM U HepeaJibHbIM, KOTOpYH UcciedyeT XU B CBOUX
BugeodunbMax M uHctannsumsx. Barnag Xunna npeacraBnsieTca HEBEPOATHO CBOEBpe-
MEHHbIM B 3TOT KPUTUYECKUI Nepuoa UCTOPUM UCKYCCTBA M TEXHONOMUU, MOCKO/bKY OH
obpallaeT Halle BHUMaHWe Ha 6oraTcTBo MeTadhopuYeCcKux NPpMEMOB B UCKYCCTBE C LLENbH
“ccnefoBaHUs CBA3M MeXay 06pasoM U CPeACcTBOM ero CO3AaHus.

B uccnenoBaHuy Xunna aTvx co3uaaoLLMX U pa3pyLLUUTESIbHBIX CU TEXHOJIOT MM TEJI0 CTAHOBUTCS
MeTaopoil A3blka U CPeLCTBOM NO3HaHWUS BOCMPUATUS 3puTeNeM acTeTuyeckoro Tekcta. Oco-
6blit MHTepec NpeacTaBnAT ero MHcTannaunMn «fapyca» (1992) n ero ogHokaHanbHas BuLEO-
nenTa «Pacckasz npocmparcmeo (ponoz)» (1989), B KOTOpbIX OH pacronaraeT Tejio B LieH-
Tpe BocrpusTus Habnopatens. B «flapycax» obpasbl Ten, NapswWwmx B KBa3UTPEXMEPHOCTH
Ha CTeHaX 3aTEMHEHHOI0 KOpWAOPa, MaHAT U BTArMBAIOT HabnoaaTens B pasgeneHHoe npo-
CTPAaHCTBO, rAe 3puTesib NpUobLLaeTca K MHTUMHOMY AWaJory XecToB U MuMukn. beamoneue
06pa30B yCUIMBAET UX NPUCYTCTBME, TOFAA Kak UX MeCTbl NepeaatoT riybokyto neyanb U oau-
HOYEeCTBO, NPepPBaHHbIE INLLb Ha MTHOBEHMWE NMOKa 3pUTESIb HAXOAUTCS B UX NpocTpaHcTBe. Kak
¢paHTOMbI PobepTcoHa, BuaeHWsi Xuina Bbi3blBaloT 6YpHbIV OTKNWK Y 3pUTENSl, KOTOPbIW B CBOH
oyepedb, NorpyasaeTtcs B 06pasbl U MOMEHTAJIbHO Y3HAET B HUX 3TO MenaHue 6a113ocTu.

MepBbiM, KTO UCMO/Ib30BAN MULLYLLYK MALUUHKY, «Kak WHCTPYMEHTA/IbHOE BOMJIOLLEHUE
A3blka, Kak NpPUMep TEXHOOrMK, UMeloLLen dopMy KU popMupyloLwen A3bIKy, bbin Opuapux
Huuwe, KoTophbivi B 1879 rogy akcnepuMeHTMpoBan co chepuyeckon knaBuatypoi. 31o pe-
LeHue 6biyI0 MOTUBMPOBAHO €ro NPOrpeccUpyoLLEel CenoTon, a Takoe pacnosioMeHue Kna-
BULU MO3BOJIANO NeYaTaTb Ha owynb. Huuwe, Benuyanwmin punocod noctMoaepHa M NpoTmB-
HUK He3blbNieMbIX TpaaMUMiA akagemuydeckolt dunocodum, bnarogaps 3ToMy UHCTPYMEHTY,
KOTOpbIM 6bl1 HEMOCPEACTBEHHbIM NMPeATeYe TEKCTOBOMO MPOLIeccopa, Hayai Mno-uHOMy
usnaratb CBOM Mbicin. TekcToBOM npoueccop elle 6onblue TpaHcGoOpPMUPYET MUCBMEHHYIO
peyb, NepeHocs ee CO CTaTUYHOro icTa byMary nuuylleid MalMHKW Ha 3KpaH aucnnes,
4TO MO3BOJISIET YNPOCTUTD NEPEMELLEHUS U peOopraHu3aLmio A3blka. 3Ta NPOCTPaHCTBEHHAs
OpraHu3aums 1 nepemMeLleHne A3blka U3 MO3ra Ha CTPaHULY OTpasaeTca U B UCCNefoBa-
Husx Fapu Xunna. B cBoux BUgeoneHTax U MHCTaNNALMAX OH NbITAETCA KOHKPETU3UPOBATb
npouecc no3Hanus. UckycctBo Xunna uaMeHsieT TpaguLMOHHBLIN KUHEMATUYECKUI NOPSA0K
KaapoBOM NocnefoBaTeNIbHOCTH, NPEBPALLAs ero B MOTOK BPEMEHW M NPOCTPaHCTBa BO BCe-
neHHoii Buaeo. Ero peBoniounoHHO-duUnocodckmit BIrnag Ha TpaauLMoHHbIA NOAX0A K C/IOBY
NepeHoCUT ero TEKCTbI U NMpUeMbl Co34aHUA 06pa30B B HEMOCTUMMUMYIO peanbHOCTb, Haxo-
[ALLYIOCH MeMsay NMMCbMEHHOW Peyblo U ABUMYLLMMCS 06pa3oM.

«[lepsuyHoe abickasbigaHue» (1981-1983), ogHa M3 paHHMX BuaeoMHcTannaumii Fapw
Xunna, urpaeT c ABMMEHMEM C/IOB U 06pa3oB. MHcTannsumsa cocTonT M3 ABYX ANUHHBIX MAKUT,
pacnonoMeHHbIX Apyr NpoTuB Apyra. Kadaas ocHaleHa YeTblpbMsi BCTPOEHHBIMU MOHUTO-
pamu, NOBEPXHOCTb 3KPaHOB KOTOPbIX COBMAAAET C NockocTbio Nant. Cnoea u ¢ppasel, Nnpo-
M3HOCUMbIe BCNIYX, COEAUHAOTCA C TBEPALIMM MONSIMU LiBEeTa M 06pasaMu 06bEKTOB U CLEH
Ha 3ToM BUAeoneHTe. YcuneHve BneyvaTneHua ot 06pa3oB 1 3ByKOB NPOUCXOAUT BCNEACTBUE
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film image and the later proliferation of television screens and the power they have for
creating apparent truth. Both Peale and Robertson are offered here as emblematic texts
of the diminishing boundary between real and unreal explored in Hill's videotapes and
installations. Hill's vision becomes fittingly relevant at this critical time in the history of
art and technology as his aesthetic draws on a variety of metaphorical strategies to revise
the relationship between the image and the means of its creation.

In Hill's exploration of these creative and destructive forces of technology, the body be-
comes a metaphor for language and a means for exploring the spectator's reception of
the aesthetic text. His installation Tall Ships (1992) and his single-channel video-tape
Site Recite (a prologue) (1989) are particularly interesting in their placement of the body
at the center of perception and representation of the spectator's point of view. In Tall
Ships, images of bodies, hovering in near three-dimensionality on the walls of the dark
corridor, approach and pull the viewer into a shared space; there the viewer is engaged in
an intimate dialogue of gestures and facial expressions. The silence of the images rein-
forces their presence while their gestures convey deep longing and an isolation relieved
only momentarily as the viewer shares the space with them. Like Robertson's phantasms,
Hill's apparitions elicit a strong response from the viewer, who is launched into a sort of
primal discovery of the images and recognizes in them the same desire for an intimacy
with the moment and with the other.

Site Recite (a prologue) articulates a representation of the Renaissance “wonder cabinet”
filled with lost and remembered objects. Upon the screen, images shift in and out of fo-
cus as the camera lens becomes an eye recording objects; the sound track, through its
unique use of language, layers the experience of perception and reception of the image
as a complex text of meanings. Placed on a rotating disc, the skeletons — the shifting
signifiers — circle in and out of the camera’s eye, which eventually shifts to the dark
interior of a mouth, looking from the inside through a web of tongue and teeth, out. The
camera develops into a simulacrum of the body as its lens becomes the mouth and the
eye, both the articulator and observer of the world, and it approaches a phonetic vision in
which image and word are fused. A metaphor for this fusion is the body as both image and
articulator of speech, a speech consisting of a language which circles back to represent
and ultimately embody the image; here, the language of words and images circulates
through the videotape, representing and ultimately embodying the phenomenology of
observation. Hill's postmodern spirits, like Robertson's pre-cinematic ghosts, are fused
to their technological counterparts, and receive their living breath from the medium even
while overcoming that medium in terms of its traditional usage.

The first philosopher to use a typewriter was Friedrich Nietzsche who in 1879 experi-
mented with the rounded keyboard pictured here. Nietzsche's decision was motivated
by his increasing blindness, as the organization of the keys permitted a tactile means
for an organization of his writing. | use this typewriter, its instrumental embodiment of
language, as an instance of technology at once being shaped by and shaping language.
In its spatial organization and displacement of language from the mind to the page, it
reflects Hill's exploration in his videotapes and installations of how to make concrete
the processes of cognition. Nietzsche, the great postmodern philosopher and assailant
of the sacred traditions of academic philosophy, began to reshape his discourse through
the instrumentality of his first technology for writing: the typewriter, the immediate pre-
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U3MeHEeHUs Nocne0BaTeNbHOCTY BUAEOJNIEHT U 3BYKOBbLIX TEKCTOB B NPOCTPAHCTBE MEMIY
ABYMSA NAUTaMu. 310 6LICTPOE U TOYHOE ABUMEHME MeXsay NONAMU LBeTa, Meay obpasamu
U cnoBaMu, BMECTE C U3MEHEHWEM MONIOMEHUSA CNyLIATENs/3puTens, B pe3ynbTaTe NpuBo-
OMT K 060ralleHN0 KOHTEKCTA W, TakUM 06pa3oM, k oboralleHuo cofepaHus.

Ousuyeckoe onucaHve ceMaHTUKK B «[lepBUYHOM BbICKa3bIBaHUU» NEPEMECTUNOCh Ha
apyron, 6onee nuTepaTypHbIi, ypoBeHb B paboTte Xunna URA ARU («06pamHas cmopoHa cy-
wecmayem», 1985-1986). 3ta apdekTHan BuLeoneHTa oTpakaeT GopMaNbHYI0 U pUTOPK-
Yeckylo CTpaTerum B UcciefoBaHUM pALa ANOHCKUX CNOB — NanMHAPOMOB (CNoB, KoTopble
UMTAIOTCA OAMHAKOBO OT NEPBOI BYKBbI K MOCNeaHeN U Ha060pOT), KoTopbie Xui B fanbHel-
wem pepopmupoBan. Ha neHte, koTopas COCTOMT U3 CEpUIl BU3YaNibHO-BepbasibHbIX MoJ0-
TEeH, XyAOMHUK 06X0AMTCA MUHUMYMOM JeUCTBUA U TexHUKKU. HaneyaTaHHoe cnoBo Npoxo-
OMT Yepes KaayH CLeHy, 0T3bIBasiCb 3XOM Ha CJI0BO MNpousHeceHHoe. B pe3synbraTe 3toro
NPOMCXOANUT BU3yanu3aLms 3HaYEeHUS HarNMCcaHHOro CoBa.

B «llepau4yHom abickasvieaHuu» n URA ARU s3blk fiBNsieTCA NNacTM4eCKMM MaTepuanom
co3paaHuna 1 oboraleHus obpa3os, bnarogaps nepeHocy Ux U3 orpaHUYeHHOro NPOCTPaH-
CTBa MOHWUTOpPA B NPOCTPAHCTBO MHCTaNNALMUK, ABAAIOLLEECH TaKMe 3pUTeIbCKUM NPOCTPaH-
CTBOM. XWNNOBCKAaA TPaHCMO3UUMA A3blKa B BU3YajibHbIA MEAUYM PEKOHCTPYMpYeT A3bIK
n camo BupeouckycctBo. Kak nuwywaa mawnHka Huuwe, kotopas caenana BUAUMBbIMU
Mbicnin nonycnenoro gunocoga, paboTel Xunna packpbiBaloT ero B3rns4 Ha PoACTBO CNOBA
n obpasa. Ero noHnMaHue BUOEOTEXHONOMMUN BbIpaMEHO B €ro CrocobHOCTM NpeBpaLlaTh
TEXHWUKY B YHUKA/IbHOE CPEACTBO Nepefayu NoaHOTL N03TMYeckoro obpasa.

MecTo XyaoMHUKa B KOHTEKCTE NPOU3BEAEHUA UCKYCCTBA €CTb Pe3yNbTaT KOMMIEKCHOro
nosHaHus. Ousnyeckas No3a — Xy[OMHWKA Mepes XONICTOM, NUCaTeNs, CKIOHEHHOro Haj
nuMcToM byMaru, cKynbnTopa, Co3epLaloLLero Matepuan — oTpaxkaeT BONPOC 0 MecTe Xy-
LOMHUKA C TOYKM 3pEHUs ero paboTbl, @ TakMe NPOCTPaHCTBEHHO-BPEMEHHbIE U UAE0No-
rMyeckue No3uumMm, Koraa paboTa XyaoMHUKa pacCMaTpPUBAETCA B COLMANBbHOM KOHTEKCTE.
Xunn B cBOEM TBOpPYECTBE KOHCTPYUPYET MHOMECTBO MeTapopuyeckux CTpaTerui, c no-
MOLLbI0 KOTOPbIX 0TOBpa<aeT NnojioMeHue Tena BHyTpu obwectsa. OH gocTuraert 3Toro
C MOMOLLbI0 MpeBpaLLEHUS BUAEO B TEXHONOMUIO, KOTOPast MOMET BbITb UCMONIb30BaHa Kak
CPEeACTBO BblpaeHusi UHAUBWAYAIbHOr0 TBOPYECTBaA.

MucbMeHHOe BonfoweHWe Jyxa aMepuKkaHCKoW feMokpaTuu, «Jeknapayusi He3agucuMo-
cmu», co3aaHHan TomacoM [JxsedpdepcoHom, oTpasuna ugeansl 18-ro ctonetus, Kotopble
BE/N K 0TKA3y OT Y3KOro B3risAa Ha IMYHOCTb U MPU3bIBASIM PACCMATPMBATDL JIMYHOCTb Kak
4acTb Yero-To 6onbluero, 3aMeHssl «TYHHENIbHOE» BUAEHWE MUPA Ha LUMPOKOEe MHOronep-
cnektuBHoe. [xeddepcoHoBckMiA MOHTMYENNO, NOCTPOEHHLIN HA X0/IME, C KOTOPOro OT-
KpbiBafacb LUMPOKas NnaHopama, bbll apXUTEKTYPHbIM BbiPaMEeHUEM 3TOr0 CTPEMJIEHWS,
Tak Me Kak ero usobpeTteHue BpaLatLlerocs ctyna. lMogBuMHOCTL CTyNa nossonana Teny
OMeddepcoHa 3aHMMATL pasiMyHbIe NO3bl BO BpeMs Hanucanus [eknapauum u bnarogaps
3TOMY OH CMOT He 3aMblkaTbCsl HA YaCTHbIX acriekTax, a paccMaTpusan npobnemy Lenu-
koM. Bpaluatowuica cTyn B 3TOM CMbIC/le 04eHb cUMBONMYEH. [leknapauums sBnseTca Nucb-
MEHHbIM CBUAETENIbCTBOM BHeapeHus [xedpepcoHOM AeMOKpaTUYECKUX MAEeanoB HOBOM
pecnybnvku 1 LWIMPOKOro B3rNA4a Ha okpyakawowuin Mup. Mo cpaBHeHuto ¢ HUM beHTamoB-
ckasl Kpyrnas TIOpbMa C NOMELLLEHUEM /11 CMOTPUTENSA B LIEHTPe Moria AaTb 06LwecTBy NuLb
OrpaHWYEeHHbIV B3rNaA4 Ha THOPEMHYI0 MU3Hb.
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cursor of the word processor. The word processor further transformed written language,
from the typewriter's static sheet of paper to the word processor screen, which allows
the easy shifting and reorganization of language. Hill's art, too, reshapes the discourse of
the traditional cinematic order of frame sequences into that of the fluid time and space
of the video universe; his cognizance of philosophy and the tradition of the word places
his writing and image making in the precarious realm between tradition and revolution,
written language and moving image.

Primarily Speaking (1981-83), one of Gary Hill's early video installations, plays with the
movement of words and images. The installation consists of two long wall units positioned
face-to-face, each equipped with four built-in monitors masked to be flush with the sur-
face. Words and phrases are aurally presented and integrated with solid fields of color
and images of objects and scenes on videotape. The articulation of images and sounds is
formed by the changes in sequences of the videotapes and soundtracks between the two
wall-like structures. This rapid and precise movement between color fields, images and
words, combined with the shifting position of the listener/viewer, results in a proliferation
of contexts — and thus the contents — of the various elements.

The physical depiction of semantics in Primarily Speaking moved to another more literary
level in Hill's URA ARU (the backside exists) (1985-86). This spectacular videotape em-
ploys formal and rhetorical strategies to explore word meaning in its treatment of a se-
lection of Japanese words as palindromes (words that read the same way both backward
and forward and that Hill further breaks apart and reforms). In the tape, which consists
of a series of visual-verbal haiku, Hill employs great economy of action and technique;
the printed word moves through each scene, echoing the spoken word. The result is the
inscription of language into the visualization of its own meaning.

In Primarily Speaking and URA ARU (the backside exists), language is rendered material as
images representative of it extend from the optical enclosure of the monitor and into the
installation space, which is the spectator's space as well. Hill's transposition of language
into a visual medium reconstructs the language of video art itself. Like Nietzsche's type-
writer which made visible the thoughts of the near blind philosopher, Hill's video works
make manifest his uniquely expressed view of the relationship of word to image. His un-
derstanding of video technology is expressed in his ability to remake these instruments
into a supportive complex of poetic interrelationships.

The artist's place within the context of the artwork is a complex cognitive issue. The
physical stance — of the painter before the canvas, the writer bent over her paper, the
sculptor contemplating his materials — reflects physically the question of where the
artist stands in terms of the work, but there are also the spatio-temporal and ideological
positions when the work of art is viewed in its social context. Hill's art constructs a variety
of metaphorical strategies with which to represent the body's position within society; he
achieves this via his rendering of video into a technology usable as a means of individual
creative expression.

At the written heart of American democracy is the Declaration of Independence, written

primarily by Thomas Jefferson. Jefferson embodied an 18th-century ideal which replaced
a narrow view of the self in favor of one of the self as part of something greater, exchang-
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WcKyccTBO, Tak Me Kak apxXUTEKTypa U AusaiH, BONIOLWaT uaeansl u ugeonoruio. Buaeo-
NeHTbl M MHCTaNNAUMK Xunna CpoaHM aMepuKaHCKoM No3TUKe pacLuMpeHnsl B3rsiaa Ha cebn
yepes OTKpLITOE UCClefoBaHWe A3blka U co3fgaHue obpasos. B «Kpecme» (1983-1987)
3Ta Maes NoayyaeT fanbHellee pa3BUTUE B KOHLEMNUMU KOMMIEKCHOTO NPeojoNeHns Tpa-
OMUMOHHOMO B3rinfa Ha Cy6bekT M 06bekT Kak OTAeNibHble peanbHble CyLHOCTU. 3aechb
Xunn caMm ynpaBnsieT NATbI0 KaMepaMu, YCTaHABIMBAsA UX B ONpeaeNieHHbIX NON0MEHUAX:
[Be KaMepbl CHOKYCUPOBaHbI HA €ro pykax, IBe — Ha HOrax M ogHa — HanpaBJieHa Ha
nvuo. KaMepobl CONPOBOMNAAKT XYA0MNHUKA, B TO BpEMS Kak OH MepecekaeT pa3pyLlUeHHoe
34aHue B ropoje, NpeBpaLlas aBTopa B UPOHUYECKUI cybbeKkT. 3annMcaHHoe TakuM obpa-
30M U3obpakeHne BOCIPOU3BOLMTCSH Ha MATU MOHWUTOPAX, MOJBELIEHHbIX HAMPOTUB CTEHBI
U CMHXPOHW3MPOBAHHbIX AJ1A N0Ka3a ABUMEHWS Tefla Haf pa3opBaHHbIM NnaHawadTom. Mo-
CTOSIHHOE BOCMPOM3BEAEHNEe UHCTANNALMM BONIOLAET YyBCTBO TEXHONIOMMMU, OTKPbITON ANA
BCEX, Leapoe CPeAcTBO ANsi KOHCTPYUMPOBAHWUA BUAEHUS.

Xunnosckoe TpaHcHOpMUpPOBaHWE TEXHONIOMUU B MHCTPYMEHT MO3TMYECKOr0 MO3HAHUS
1 cnocobHOCTb BbIpa3vTb MOUCK MAeana, ero B3rnaa Ha TeneBuaeHve v obuiecTeo napan-
nenbHo cosganuio JxeddepcoHoM [leknapauum, KoTopas Takse, B HEKOTOPOM CMbIChe,
npeacraBnsina coboi MHCTPYMEHT NO3TUYECKOr0 NO3HAHWA ANS HALUK, KOTOPas TONIbKO Ha-
ynMHana ocosHaBaTb cebna. Ctyn [OxeddepcoHa, YbA NOABMMHOCTDL LLEAPO OJapuBana ero
BO3MOMHOCTbI BUAETb MUP BOKpYT cebs, cTaHOBUTCA $U3UYECKUM BOMJIOLLEHUEM UCKNIO-
YNTENBHOCTU KOHCTUTYLMM U AeMOKpaTUYECKUX MaeanoB HOBOMo obLlecTBa. 3To nepeknu-
KaeTcA U ¢ HOBOI MHCTanNAUMen Xunna «M3ayqeHue dyau» (1993), B KoTopoi cTapoMofHble
LIKO/IbHAsA MapTa U CTyN BONNOLLAKT 6eCKOHeYHoe [BUMSEHNE OKEaHCKOWM BOMHbI, PacLuu-
peHHOe BMAEHME NIMYHOro onbiTa M UcTopuM obLLecTBa, YTo ABNAETCA HE06X0AUMOMN OCHO-
BOV AN HaLlero BOCNPUATAA U MOHUMAHMUSA HACTOALLErO.

B 1980-x ropax BMAEOMHCTANNALMKN 3aHANN BaMsHenlee MecTo B uckycctee. Ham [layH
Mawnk, bunn Buona, apa bupHbayM u lapu Xunn cosganu 6onblime HeoTpasuMble paboTbl.
B 370 #e BpeMs pacluMpsncs pbiHOK UCKYCCTBA U Kapbepbl XyA0MHUKOB Bbin Ha NogbeMe,
YTO BbIPaM<asno HOBYI BOJIHY MHTEPECA K Xy0MECTBEHHON KyNbType.

B 1990-x rogax MCKYCCTBO NPOAONMAET NPOLBETATb B CMbIC/e U306MIMA Npon3BeaeHUHN,
HO PbIHOK MeHsieTcsl. B akcTpaopauHapHoin uHctannsuum AncenbMma Kudepa «Jsadyame
nem odurHoyecmaa» (1971-1991) aBTop MCMO/b3YeT MycOp CTYANUM 1 CBOM paHHMe paboThl
HapaBHe C NPMPOAHbLIMU MaTepuanamu: oT LIAPOB rPsi3u A0 NOACONIHEYHUKOB. B MHCTannaumm
XONCTbl ¥ Apyrue MaTepuainbl, NPUMEHEHNE KOTOPbLIX XapaKkTepHo AansA TBopyecTBa Kudepa,
CBajieHbl B Ky4y Kak 6e3M0NBHOE CBMAETENbCTBO CO3MAATENbHbBIX UAeanoB npeablayLwero
pecatuneTua. Pasmbiwnennn Kudepa Hap XyaoecTBEHHbIMU MOIOTHAMKU U MaTepuanamy,
Kak cBOero poaa ob6noMKamMu BoobpaMseHus, NpeAcTaBAST CO60M MPOHMYECKYIO U OCTPYHO
MeauTaumio. BbicTaBMB Ha BceobLlee 0603peHne NpeaMeTbl CBOEN MacTepcKoil, aBTop, B He-
KOTOPOM CMbIC/Ie, MbITAETCA NOKa3aTb MU3Hb Kak MPOLECC peannsauun ero cerofHsiLLHero
«fl» ¥ NOCTOSHHBIN BbI30B. [lpocTpaHCTBO, KOTOPOE MOr/NOo bbl 0CTAaTLCA XONOAHBIM U 6e3ayL-
HbIM, 34€Cb NepCcoHanU3npyeTcs.

fl npepnonarato, Y4To TBOpYecTBO XMNa yMe caMo Nno cebe ABNSIeTCA MeguTaumnen XyaoM-
HMKa W ero CTPacTHbIM MenaHneM TpaHcGopMMpPOBaTL TEXHOMOTUID B MHCTPYMEHT MO33MMN.
MonobHo Kudepy, Xunn NpoTMBOCTOMT cam cebe, Kak AYMAKOLIMA U ULLYLLMIA XYLOMHUK,
cTpeMswumincs ocBoboanTb CBOE UCKYCCTBO OT AEKOPATMBHOCTM M 3¢eMepHOCTU ANA TOro,
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ing tunnel vision for a broad multi-perspective stance toward the surrounding world. Jef-
ferson's Monticello, built on a hill from which a physically broader view was possible, was
an architectural expression of that desire, as was his invention of the swivel chair. The
swivel chair's arc of movement permitted Jefferson to physically shift his writing body and
point of view from the locked position of a single aspect to numerous other ones; this is
symbolically fitting as this was probably the chair in which he drafted the Declaration,
the written testimony to his engagement with the democratic ideals of the new repub-
lic, and with an all-encompassing and less self-interested perspective (a distinctively
greater perspective than, for instance, that of Bentham'’s architectural panopticon, which
afforded society a limited yet controlling view of prison live).

Art — also as architecture and design — embodies ideals and ideology. Hill's videotapes
and installations bear a relationship to this distinctively American poetics of expanding the
view of the self through an open exploration of language and image making. In CRUX (1983-
87), this idea of image is taken one step further with the image's making of itself, a complex
negotiation of the traditional concepts of subject and object as discrete entities. Here, Hill
himself controls — via his positioning of them — the five cameras: two focused on his
arms, two on his legs, and one pointed up to the face. The cameras accompany the artist
as he crosses a ruined building in a rural setting, turning him into the ironic subject. The five
video channels thus recorded are played on five monitors suspended against a wall and
synchronized to represent the movement of the body over the torn landscape. The con-
stant replay of the installation conveys the sense of a technology open to all, a generous
means for the construction of a vision.

Hill's remaking of the technology into an instrument of poetic inquiry with the potential to
express the quest for an ideal, and not simply mercantile, vision of television and society
is parallel to Jefferson's creation of the Declaration, which also was, in a sense, an instru-
ment of poetic inquiry for a nation then just beginning to identify itself. Jefferson’s chair,
whose mobility allowed for a generous view of the world around him, becomes a physi-
cal embodiment of the Constitution's own inclusiveness and support of a democratically
viewed public sphere. This is echoed in Hill's new installation Learning Curve (1993), in
which the old-fashioned school desk and chair embody, in their view of an ocean wave's
endless movement, the expanded vision of personal experience and public history that is
the necessary foundation of our perception and understanding of the present.

In the 1980s, video installations moved to the forefront of new expression in contempo-
rary art. Nam June Paik, Bill Viola, Dara Birnbaum, and Gary Hill created large and compel-
ling bodies of work. At the same time the art market and artists’ careers were expanding,
expressing a new surge of interest in artistic culture, best manifested in the rapid con-
struction of museums during the decade.

In the 1900s, the art world is once again in flux; art continues to flourish in terms of abun-
dance but the markets are changing. Arselm Kieferis extraordinary installation 20 Jahre
Einsamkeit (Twenty Years of Loneliness) (1971-1991) is composed of the refuse of the
artistis studio, objects related to his artistic past ranging from actual works of art to raw
materials and balls of dirt and sunflowers from the place where he lived in Germany. In the
installation, the canvases and other materials that distinguished Kieferis art are piled to
the ceiling in a mute and moving testimony to the creative ideals of the previous decade.

GARY HILL: Viewer
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TEOPUA: [IxoH [ XaHxapar

YTO6bl BOCCTAHOBUTb owyuieHue cebs 1 cBOMX BOCNOMUHAHWUMN. ,ﬂﬂﬂ KM¢epa — 3T0 NO3TUKA
nnYHoOM NCTOPUN N UCKYCCTBA; AnA Xunna — 370 N03TMKA A3bIKa U NPOCTPAHCTBA.

WUcKyccTBo Xunna He NogBep»KeHO KpU3nUcaMm, Tak Kak XxyfoxecTBeHHas popMa ero npo-
“3BefeHUN U TPAAMLIMK, B KOTOPbLIX OH paboTaeT, He NOAAAKTCA 3p03umn. XyAOMHUK CTpe-
MUTCA NpUAaTb CBeXsee fAblxaHUe TPAAULIMOHHOMY MCKYCCTBY, OTKPbIBas HOBblE rOpU-
30HTbl TBOPYECKUX BO3MOMHOCTEN. [leNCTBUTENBHO, OH TPaHCHOPMUPYeT TEXHONOrUIO
BMAEO, YBOAS ee OT 06bleHHbIX KaTeropuit 1 pyTUHHOIO UCMONbL30BAHUA B UCKYCCTBE
W TeneBUAEHWUU, B CTOPOHY MHTUMHOI aTMOC(pepbl MacTepcKoi XyAoMNHMKa 1 Boobpa-
#eHus. Ucnonb3yss MOHUTOP U Kamepy B HECBOWCTBEHHOW AJIA HUX chepe, OH yCTaHaB-
nMBaeT UX TakUM 06pa3oM, YTO OHM CTAHOBATCA COBPEMEHHbLIM AI3bIKOM, MO3BONSAIOLLUM
ABUMyLeMycsa obpa3y BCTynaTb B 0bLieHWe c MHCTanNsiLMen u faet BO3MOMHOCTb Ca-
MOno3HaHuA. B 3ToM IyXx0BHOM BO3poXaeHUN MeAnyMa Yepes punocopcKyto cTpaTermnio
cosfaHus obpasa Xunn Bo3BpallaeT A3bIKy ero rnepBoHavaabHoe MecTo U BO3poMaaeT
KOPHU TeXHONorMn B MeTapusnke TexHo. B ero nHctannaumm «Mexsdy kuHo u meepdeim
mecmom» (1991) 3apeiicTBOBaHO ABaALATb TP MOHUTOPA, CTOALUMX PAAAMU B OrpaHu-
YeHHOM NPOCTPaHCTBE, HaNoMKUHasA paabl B none. 3ta paboTa ynpowaeT «/Ipupody A3si-
Ka» Xanperrepa o MeAvTaLMM CaAMOMO3HAHMSA B 3aaHHOM NPOCTPAHCTBE U BpeMeHH, A0
3eMHbIX KOpHeli fi3bika W MoApbIBaeT MeXaHUKY KMHeMaTUYeCKon NnocnefoBaTe/IbHOCTH
ABMAKYLUIMXCA 06pas3oB M 3By4allero Tekcta. TakuM 06pa3om packpbiBaeTcs Npupoaa
TEXHONOrMK, HaXoAsLWAACA B NPOTMBOPEYMU cama c cobo.

«C MoMeHTa, Koraa Mol NbiTaeMcsa 3aAyMaTbcA Hag NpobneMoit, Mbl 0bpekaeM cebs Ha gonroe
CTpPaHCTBME MO MyTH Pa3MbILLNEHU», — Hanucan Xangerrep. Mbicnb — 3T0 06A3aTeNbCTBO,
A3blk — LeHHbIA cocya Ans pa3fyMui, Tak Kak 0bpasbl HYMOAKTCA B CNOBaX, YT06bI ObITh
MOHATBIMKW. 3Ta NocneaoBaTeNIbHOCTL TpeboBaHMi, 06513aTeNbCTBA MO OTHOLLEHMIO Kak K Bpe-
MeHU, Tak U K 3Heprumn, npuenn Xunna Kk Xy4oMecTBEHHOMY 0CBOBOMAEHUIO TeNa B NPouU3-
BEAEeHUU, XPYNKOMY M0 CBOEN KOHCTPYKLMM, HO CUITbHOMY B CBOEW PELUMMOCTM MPOTUBOCTOATb
nerkoMy notpebneHunto ngen. BeposTHo, 3To Hanbonee KpacHOPeUYNBO BbIPaMKEHO B €ro Buae-
odunbMe «0bnacme Kamacmpogel» — OQHOM U3 ero rnaBHbIX PaboT, co34aHHbIX C UCMOJb-
30BaHMEM O[HOKaHaNbHOM BMAeoNeHTbl. 3Ta paboTa BAOXHOBNEHa nmucaTeneM-¢unocopom
MopucoM BnaHwwo u ero TekctoM «Tomac Temreiti» (Thomas the Obscure). B aToit annueckoit
paboTe XyA0MHUK NOrpyMeH B GeHOMEHO0MMI0 HaNMCaHHOro/HaneyaTaHHoro TekcTa. B Mo-
MEHT, KOT[a ero Tefo W rnas CIMBATCA B 0fHY Cyb6CTaHUMIO, Ha 3KkpaHe npoucxoauT 6opbba
WwpndpToB M PopMaTOB, TAKUM 06Pa30M SI3blK 3ane4aTNIeBaeTCs B HAaLLEM CO3HAHUM.

B cBoeM uccnenoBaHuM CTaporo Kak MMp cnopa Meay C/10BOM U 06pa3oM, acTeTUYecKuin
A3blk Xunna BO3poaun Hagexsay ans uckycctea. Kak Kudep cumBonmyHo nepectpavsaet
3CTETUYECKUM S3blKk MUBOMWUCU B CBOEM Mpou3BeaeHnu «lloepebasnbHeil Kocmep Momepay,
Tak 1 Xunn, dunocod 1 XyaoMsHUK, co3aatoLLmii HoBoe BUAeHNe 06pasoB, PEKOHCTPYMPYeT 3cTe-
TUKY BWUAEOMNPOCTPAHCTBA W briecTslle pellaeT AUnemMMy CyLLECTBOBAHUS XyAoMHMKa B fin de
siécle: noMelLeHne Tena B LEEHTP NpoLecca, KOTOpblil CoeauHSIeT A3blk C 06pa3oM, NO3TUKY
C Mo3suen, a CNoBa, KOTOpble Mbl MPOU3HOCUM, C GU3NYECKUM BOMJIOLLEHUEM A3bIKA.

FAPU XWUJ1J1: 3putennb

THEORY: John G. Hanhardt

Kieferis reflection on the painter's canvas and materials as a kind of detritus of the imagi-
nation is an ironic and poignant meditation on the creative process and the materials an
artist chooses to work with. His installation lays bare the contents of his studio and is, in
a sense, a laying bare as well of a life, of the realization of the self he is today and of the
precarious flux of the artistic venture. A space that could have been cold and impersonal
is hauntingly personalized.

| am suggesting that Hill's art is itself a meditation on being an artist and the struggle to
remake technology into a poetic instrument. Like Kiefer, Hill confronts himself in his art
as a thinking being seeking to strip it of the decorative and ephemeral so as to retrieve
a sense of self and memory. For Kiefer it is the poetics of a personal history and painting;
for Hill, the poetics of language and media.

Hill's art does not face the crisis of a questioned and eroding art form and tradition, but
the challenge of renewing tradition and charting a new horizon of possibility. Indeed, he
transforms the technology of video, carrying it away from the conventional categorization
and usage of art and television and into the intimacy of the artist's studio and imagina-
tion. By stripping the monitor and camera of their conventional applications, he recreates
cathode ray tubes so they become a contemporary language which allows the moving
image to enter into the discourse of sculpture and installation, and of self-inquiry. In this
regeneration of the medium through a philosophic strategy of image making, Hill has re-
covered the place of language and origins of technology in a metaphysics of techno. His
installation Between Cinema and a Hard Place (1991) consists of twenty-three monitors
positioned to create a demarcated space with rows like that of a field. The work adapts
Heidegger's The Nature of Language into its self — questioning meditation on the mark-
ing of space and time, language's earthly roots, and disrupts the mechanics of the cin-
ematic sequence of moving images and spoken text, and thus its own flow, to bare the
nature of a technology at odds with itself.

“As soon as we try to reflect on the matter we have already committed ourselves to a long
path of thought,” Heidegger wrote. Thought is commitment, language, a precious vessel
for thinking, images need words in order to be understood. This sequence of demands,
commitments of both time and energy, has led to Hill's artistic release of a body of work
fragile in construction but strong in its resolve to resist the easy consumption of ideas.
This is perhaps most eloquently articulated in his videotape Incidence of Catastrophe,
one of the handful of major works created within the discourse of single — channel
videotape. This work uses as its inspiration the writer/philosopher Maurice Blanchot and
his text Thomas the Obscure. In this epic work the artist himself is enfolded within the
phenomenology of the written/printed text; as his body and eye merge to become one,
the screen struggles with the folio sheet, the press — type on the page — with the im-
pression of language on our consciousness.

In his exploration of the age — old debate between word and image, Hill's aesthetic lan-
guage has retrieved a hope for art. As Kiefer symbolically rebuilds the aesthetic discourse
of painting in a Homeric pyre of fragile canvas, Hill, our most visual of new image phi-
losopher/artists, also reconstructs the aesthetics of the video medium with his brilliant
solution to the dilemma of being an artist in the fin de siEcle: the placement of the body
at the center of the process that links language to image, poetics to poetry, and the words
we speak to the tongues we embody.

GARY HILL: Viewer
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TEOPUA: VprHa Kynuk

UpuHa Kynuk

Fapu Xunn: «fl uwy He cTonbko punocodpckrnue cMbIChbl,
CKONbKO AbIPKU B JIOTUKE»

— lMeped meM, Kak obpamumescs k dudeoapmy, @bl 3aHUMaJIUCL ckynenmypol. Ymo 3a
cKynenmypel Gbl denanu?

— Hy, ecnu 6bl A Toraa nonbITanca onpeaenuts ana cebs, YTo Takoe «BMAE0apT», A 6bl 6bi-
CTpo ero 3abpocun, yBMaEeB B HEM COCPEA0TOYEHHOCTb Ha M306paMeHun, B TO BpeMsl kak Ha
CaMOM [ieJfie 3TO CKOpee 3/IEKTPOHHOE MPOCTPAHCTBO, YEM HEYTO CPOAHU KOHLLENTYaNbHOMY
uckycctay. BnpoyeM, 1 Takoe noHnMaHme owwmbouHo. Mpenectb BUAE0aPTa B TOM, YTO OH Mo-
3BONIAIET AYMATb BCAYX U «NENUTb» naen. Bosepallasch K BalueMy Bonpocy — A Ha4yan aenatb
CBapHble CKYNbNTYpPbI, Kkoraa MHe 6bi10 15 net. 1 HeMHOro 3Han 06 UCTOPMM UCKYCCTBA, HO
eCnu NpeAcTaBUTb Ncuxogenuyeckyto cmeck bocxa, xakoMettu, Mukacco, Mabo, To nony4nT-
CHl IPUMEPHO To, YeM A Toraa 3aHuMancs. 3ateM A nepeexan B H bto-Mopk, Bnepeble no3Hako-
MMJICS C HACTOALLMM COBPEMEHHBIM UCKYCCTBOM, U BCE M3MEHNNOCh — BbICTPO U Pe3Ko.

— Baw uHmepec K uccnedoBaHul0 A3blka 3aCMasu/l 8ac obpamumecs k sudeo, unu
¥e sudeo nodmosikHyno s8ac k amol npobnemamuke ?

— Ha caMoM fene, A3blk cTan A MeHs nepBocTeneHHbIM bnarogaps MeaManpocTpaHCTByY
U KnbepHeTMKe — U Yepe3 npobneMaTuky TenecHocTu. fl He N6 TeOPeTU3MPOBAETL U HE
[YMalo 0 CBOMX 3aHATUAX Kkak 06 uccnegoBaHuK. [1ns Toro YTobbl 3a4aTbCA BOMPOCOM «a 4To,
€Ccnn?», 4O0CTaTOYHO M NpobneM NOBCEAHEBHOMN MU3HW.

— f3blK U MeKkcm cmanu 271aBHLIM npedMemoM UCKYCCMBa 8 K/1accuyeckoM KoHyen-
myanusmMe. B yem 8ol npodonixaeme mpaduyuio KOHYenmyasibH020 UCKYCCMBa KOHYa
1960x, a 6 yem — ocnapusaeme ee?

— «Knaccuyeckuit KoHUENTyanu3M» 3BYYUT Kak OKClOMOpPOH. Mosi pabota He aupak-
ThyHa. fl MWy He cTonbko dunocodckre CMbICNbl, CKONbKO AblpkU B noruke. MHe Hpa-
BATCA BHe3anHble nepenagbl Bepbl — 6e3 HUX, a Tak &e 6e3 TONMKK Xaoca W 3HTPOMuUH,
6nyOaHua Mo KBAHTOBbIM JlabupuHTaM 6eccMbICIULl CTAHOBUTCA HEMHOMO CKYYHO.

— Hackonoeko 0ns sac gaMseH bbis1 onblm nocmKkoHyenmyanucmckKko20 nepopmMaH-
ca u sudeo — bproca HaymaHa, Bumo AkoHuyu, Kpuca bepdeHa? Bawe sudeo «Kycok
cmeHbl» 2000 200a, 2de abl bbemecs 0 cmeHy, 3acmas/isiem 8CNOMHUMb Budeo bproca
Haymana «[lodnpoizusas @ yany» 1968 20da, 20e oH mak #5e bbemcs 06 cmeny. A sawa
uHcmannayus «Ceepxy 8Hu3» 2008 200a, 2de 8ol cnoBHO bbl nbimaemece Golbpambcs
u3 bokca, pa3dBUHYB e20 cmeHKU, C/108HO bbl omcbinaem Kk neppopmaHcy Kpuca bepde-
Ha «[lamb dHell 8 Kamepe xpaHeHUs».

— WMnynbcbl Toro, YeM s 3aHUMAKCh, UCXOAAT U3 APYrUX UCTOYHUKOB. f cKopee B «npo-

CTPaAHCTBAaX MeM[y», YeM B MOTOKe — YTO-TO BPOAE PEe30HUPYHLLMX MeMbpaH, rae Ha-
npaMeHue goBeaeHo Ao npedena. 3ToT MOPOr He CBA3aH C U3NYECKUM CTpadaHMEM, Kak

FAPU XWUJ1J1: 3putennb

THEORY: Irina Kulik

Irina Kulik

Gary Hill: | don't work didactically most of the time.
I'm looking for holes in the logic

— Before you took up video art, you worked with sculpture. What kind of sculpture
was it?

— Well if | did at one time take up “video art” implies, | quickly abandoned it seeing it as
focused on image when its really an electronic space more akin to conceptual art but that
too is misguided. The draw is that it provides a way to think out loud and to “sculpt” ideas
as it were. Back to the beginning of your question — | started making welded wire sculp-
ture when | was 15 years old. | knew very little about the history art but if you imagine
Bosch, Giacometti, Gabo and Picasso all intertwined with a psychedelic backdrop of some
kind that's what | was doing. Then | moved to New York, witnessed contemporary art for
the first time and all that changed quickly and dramatically.

— Did your interest towards language research make you turn to video, or was it because
of video that you became interested in problems of language?

— It was really the media space — the milieu of cybernetics that brought language to the
fore for me through the problematic of the body and physicality. | tend not work theoreti-
cally or look upon what | do as research. | live through problems and everyday life — “what
ifs" and this kind of thing...

— Language and text has become the main subject of classical conceptual art, for
example, of Joseph Kosuth's work. In which aspects do you follow the tradition of
the 1960's conceptual art, and how do you challenge it? Why has the spoken lan-
guage, the uttered word become more important for you than a written statement?

— "“Classical conceptual art”, sounds like an oxymoron. Anyway, | don't work didactically
most of the time and typically I'm looking for holes in the logic rather than making any kind of
philosophical sense. | like leaps of faith now and then, with a little chaos, entropy, nonsense
and quantum meandering thrown in, otherwise things get a little boring.

— How important was the experience of the post-conceptual performance and video by
Bruce Nauman, Vito Acconci and Chris Burden for you? Can your video The Wall Piece be
interpreted as a reply to Bruce Nauman'’s Bouncing in the Corner No 1, 1968 in which he
also beats his head against the wall, or your Up Against Down installation as a retort to
Chris Burden's Five Day Locker Piece performance?

— | think the impulse for my work comes from a different place. I'm more into the spaces
between that are in flux- kind of resonating membranes where possibilities of arcing ener-
gies are on the verge. It's not a threshold related to physical pain as with some of Burden's
or Abramovi¢'s work. The body for me has been that which is between concepts/language

GARY HILL: Viewer
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y beppeHa unu MapuHbl AbpamoBuy. Teno ans MeHss — 3To NPOBOAHUK MeXAay UAeAMY,
A3bIKOM U QU3NYECKUM MUPOM, HO MEXaHWU3Mbl B3aUMOAENCTBUA MeMay HUMU HapyLUeHb
BTOPMEHMEM 3NIEKTPOHHBIX Meaua, KoTopble Mo CaMoW CBOEW MpUpoAe MAyT Hanepekop
TenecHoctu. B «Csepxy 8HU3» 5 NbITAlOCb Pa3ABUHYTb NMOBEPXHOCTH, KOTOPbIE CHOBA CMbl-
KaKTCA — HO MeMay HAMW Ha CEKYHAY NPUOTKPLIBAETCS YEpHbIA 3a30p, Kak pacluupeHue
3payka UnmM NpocTo Kak B3AoX — M306paMeHnAM Tak Me HYMHO AblwaTtb. B «Kycke cme-
Hbl», y,qapﬂﬂm: BHOBb U BHOBb Ha CTeHy n I'IpOI/I3HOCF| I'IpI/I 3TOM pEI'IIIVIKVI, I'IpeﬂCTaBﬂF"O-
Wue coboi TUNUYHBIE 0TBETHLI NPY AOMNpoce, i CTPEMUACS CO3AaTb CBOEro poaa si3blkoBYHO
ckynbnTypy. C KaMabIM CNOBOM U BUMEHMEM 0CA3aEMOCTb CTEHbI MPeBpaLlanach B «CBET»
— BCNblILWKK cTpobockona, KoTopble CONpPOBOMAal0T BUAEo. HecoMHeHHo, 1 YyBCTBYIO He-
KOTOpOE POACTBO C Ha3BaHHLIMM PaboTaMU Ha3BaHHbIX XYA0MHNKOB (Kak U MHOrMMMU 4py-
rMMK), HO UMEHHO OTAINYMA, CKONb Bbl MaNbIMKU OHW HE Ka3anuch, co3atoT Pasnnuue.

— A umo cumMaeo/iusupyem cmeHa, HeGO3MOMHOCMb KOMMVHUKBUUU?

— flHe pa60Ta|o nog npukpbiTneM CUMBOIN3Ma. fl uMeto geno c naeamm u MaTtepuamMm U cta-
paloCb BbIpa3nTb HeKkun onbIT. 310 CKkopee ¢eHOMEHOHOFMﬂ, YyeM CMMBOJIU3M.

— Bel yacmo cHumaemecs 8 cobcmaeHHbix sudeo ? Kak 8bl pewaeme — 20e CHUMame-
csl caMoMy, a 20e — npuziawame akmepoga?

— 1 He CHMMaIOCh M He CHUMaID, Al 3aNnCbIBal0 U/MM NPOCMATPMBAKD — 3TO OYEHb BaMHOE
pasnuuue. fl ucnonbaylo camoro cebs kak 06pas/cy6bEKT, TO eCTb A AONMKEH BbITb BKIIOYEH-
HbIM B MpoOLECC, a He AaBaTb ykasaHuA ussHe. Koraa A paboTalo ¢ ApyrMu, To Mo 0cobbiM
nosoaaM. Hanpumep, A caenan ase paboTbl ¢ ppaHLy3ckoit akTpucon Usabens KOnnep «Koso-
K0J1 360HUM 8 nycmoM Hebex» (2005) u «CkaosHas nemnsi» (2005), n oHK 6bINK Kak pa3s Npo
3a30p MeMAy «MrpaTby» U «6biTby». Takas paboTa, kak «flapyca» (1992) n «3pumesb» (1996)
6bINM Kak pas 0 B3aMMOLENCTBUMN C APYTUMU B HEKOEM OHTOJIOMMYECKOM CMBICHIE.

— A Kmo cHuMarics 8 «3pumernex» ? I noyemy nocsie cmosibKUX 3KCNePUMEHMOG C peybio
8bl pewusiu CHAMb nepcoHasel, npebbiGarWuxX 6 MOTHaHUU ?

— HanpotuB Moero foMa ecTb 06LlecTBEHHAs opraHM3auus, koTopas HasbiBaeTcs «Kny6
munnmoHepoBx». OHu NpefgnaratoT becnnaTHble 0beabl ANS HYMAAIOLLMUXCSH, HAXOAAT UM Bpe-
MeHHyto paboTy. Mo 6onbLieit YacTv noaum, koTopblie TaM cobupatoTca — BbixoAubl U3 Jla-
TUHCKoOW AMepukn u Mekcukn, koTopble nbiTaoTca ycTpouTbes B CLUA, 3apaboTtaTtb geHer,
YyTO6bl OTNPABUTb UX CBOUM CEMbAM LOMOW. fl «HaHAN» MX Ha 4ac, 4YTobbl CHATL B MOEN
cTyaun. fl MoroBopun ¢ KaMabiM U3 HKUX, 06BACHUB, Yero A xovy. MHe xoTenock 3anucaTb
Ty 3Heprut, koTopas 6bina Bo B3rnagax, kKOTopbIMM Mbl 06MEHUBANKUCD, MbITASICh BbISICHUTD,
KTO Mbl Bce Takue. CnioBa TyT 6bIU NULIHUMMU.

— Kakue ¢unocodcrue KoHyenyuu si3bika boblaiu BaMsHbI 37151 Bac?

— fl He NPOBOMY Ky4y BPEMEHM 3a UTeHUeM PUNOCOPCKUX KHUT U He bepycb yTBEpHaaTh,
yTO AencTBMTENbHO nNpoyen Bcero Xangerrepa, ButreHwTenHa, bnaHwo, feppuaa n Tak
pJanee. TeM He MeHee, 3TU BMNOJIHE 04EBUAHbIE UCTOYHUKMU BbINM BaMsHbI AN1A MEHA — XOTHA
6bl M KocBeHHO. Kak A y#e roBopuA, 1 He BOCMPUHUMALD A3blk KOHLENTYaNnbHO. B A3bike
€CcTb HeYTo MaTepuancHoe, dU3nYecKkoe — M UMEHHO 3TO AeNaeT ero YenoBeYeCckuM, us

FAPU XWUJ1J1: 3putennb

THEQRY:

rina Kulik

and the physical world and this transference is confounded by the insertion of electronic
media that, by its nature, swims against physicality. In Up Against Down, | did push against
those surfaces for as long as | could and then looped it leaving a few frames of black be-
tween each like the blink of an eye or simply, a breath-images have to breathe too. In Wall
Piece | was interested in sculpting language with the act of throwing myself against a wall
over and over again with a text that put basic assumptions up for questioning—each mo-
ment, word, gesture experiences the physicality of the wall in “the light". Certainly there
are works by these artists as well as many others that | feel kinship with but it's the differ-
ences however small that, well, make the difference.

— What does the wall you beat against in The Wall Piece symbolize? The impossibility
of communication?

— | don't typically work under the guise of symbolism. | deal with ideas and materials and
try to manifest an experience. It's more about phenomenology than symbolism.

— Do you often film yourself in your video works ? How do you decide whether to film
yourself or to invite actors? Is the experience you live through during the filming of
a work important for you, or do you think only the final result which the audience sees
important? Why do you choose the role of a “martyr” in many of your works?

— | never film, | record and/or monitor—you probably didn't mean film but it's worth
pointing out what is an important distinction. | use myself as an image/subject so | can be
in the process and I'm not engaged in giving instructions — in a sense, outside the process
as it's occurring. And yes, | discover things doing this that | can respond to in that moment.
When I've worked with others its for very specific reasons for example | did a couple of
works with the French actress Isabelle Huppert (Is a Bell Ringing in the Empty Sky and Loop
Through) and these were very much about the space between “acting” as such and being
“as such". Works like Tall Ships and Viewer are about engagement with others in a kind of
ontological sense. Not sure | follow your “martyr” quip — unless I'm misunderstanding
you, that is not my modus operandi.

— At your Moscow exhibition the Viewer installation will be presented among other
works. Who are the people filmed and how was it created? Why did you decide to film
silent people after so many experiments with speech?

— Across from where | live is a community organization called, The Millionaires Club. They
offer a free meal everyday to anyone in need and organize jobs for day laborers. Many just
hang out on the corners close by and wait for people to come by who need some temporary
work done. For the most part they are Hispanics from Mexico trying to make a life in the
states and/or make some money to take back home. | approached each person individually
describing to them what | had in mind and “hired” them for an hour recording them in my
studio just across the way. The idea was very basic — to record the energy of being inside
the gaze between each person and myself for an extended period of time taking in who
we might be. Words seemed extraneous in this context since the ontological frame felt so
loaded. The title “Viewer" was all the language that was necessary.

— In his conceptual art theory Joseph Kosuth has widely used Ludwig Wittgenstein’s
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3Toro Matepuana GopMUPYIOTCA HALLW MBICAYW, Halle co3HaHue. 3Lk No cBoei npupoae
— 3T0 HEYTo 3aragoyHoe W neppopmatMBHoe. Korga A HaUMHAK HEKYI0 MbIC/b, HEKoe
npensnioMdeHne, A He 06A3aTeNbHO 3HAI0, Kak A ee 3akoHYy. MNoayMaiiTe 06 3ToM 1 coobUTe
MHe, Korfa 3akoHuuTte (cMex).

— B 1987 200y @bl cdenanu sudeodunem cHsnu dudeo «06nacme kamacmpogol» —
csoeobpasHyw 3kpaHuzayur nodecmu Mopuca bnaHwo «Tomac TeMHsil». Ymo dns sac
3Hayum amom mekcm?

- B Havane BocbMuaecAThIX A #un Ha cesepe Hbio-Mopka B MecTeuke noa HassaHnem Bap-
putayH. [lasopas Keawa, koToporo s yase ynomuHan, [iuk Xurrunc, 3nucon Hoynec n ®paHu
KamuH 6bin Mommu coceasimu no ynuue Station Hill Road. UspaTtenbctBo Station Hill Press,
ocHoBaHHoe Clo3aHHOM 1 [1xopaxeM KBala, Toraa onybaMkoBano HECKONIbKO NepBbIX Nepe-
BofoB Mopuca bnaHwo. A Maitkn Koddu, bbiBLUMiA B TO BpeMsi peakTopoM, AaN MHe 0f4WH
U3 peakux aksemnnApoB «ToMaca TeMHOro». Mbl ¢ HUM roBopunu 06 onbiTe, CBA3aHHOM
¢ npuemowm JIC[, n oH nocoBeToBaN MHe MPOYECTb 3Ty KHUIY. 3TO OAMH U3 CaMbIX CUJIbHBIX
TEKCTOB, KOTOPbIM 1 Korga-nmMbo unTan. f YacTo roBOPH, YTO 3TO KHWUra, KOTOpas YUTaeT
Te6s, untatens. C bnaHwo Mbl oka3biBaeMcsa B MPOCTPaHCTBE, FAe MUP B LeN0M, A3blKk U COb-
CTBEHHO, CIOMET MOBECTBOBAHMA COBEPLUEHHO pacLlernsieHbl, UNn CyLLecTBYIOT B 30HE He-
BO3MOMHOrO, U eLLe eMY YAAETCA CO3A4aTb HEYTO, NpeaeNibHO 6IM3Koe K TENECHOMY OMbITY.
Al cTpeMuncA He CTONbKO 3KPaHWM3UPOBATb 3TY KHUTY, CKOJIbKO CO3AaTb HEKUI Napannesb-
HbliA OMbIT MPY NOMOLLM 3N1EKTPOHHbIX Meauna. fl Bo3BpaLlancsa k Tekctam bnaHuwo B ewe He-
CKOJTbKMX MOMX npoussefeHnsax — In Situ (1986), «Mask ([]ee sepcuu soobpaxaemo20)»
(1990), n «OmwensHuk» (1999).

— B 1988 200y a6l co3danu sudeouHcmasuisayuio «[lomexu», 8 Komopol cHumasncs Mak
Heppuda. Ymo sac ceszbieaem ¢ amum MeiciumesnieMm? [loyeMy bl pewusiu CHIMb e20
07151 npoussedeHus, 0OCHOBAHHO20 Ha 2HOCMUYeCKUX eBaHzesusiX U3 mak Hasbleaemol
«bubnuomeku Haz-Xammadu» — obHapyMseHHbix 8 E2unme nanupycHbix Kodekcax paH-
He2o0 xpucmuaHcmaa? Hackonbko 0515 dac Boobuje BaNHa pesiu2uo3Has uiau Mucmuye-
cKasl KoHyenyus c/108a?

— Al penan «lMomexu» no 3akasy LleHtpa MoMnuay. [xopa Keawa noMoran MHe oTo-
6paTb TeKcTbl M paboTaTb C HECKONbKUMU »UBLIMMK B [lapue nostamu. Mbl 3agyMa-
JIUCb, @ HET N CBA3W MeMsAy OJHUM U3 3TUX TekcToB, EBaHrennem ot ®ombl, u «Tomacom
TeMHbIM» BnaHwo. Mbl TWeTHO nbiTanucb cBfA3aTbCcsl ¢ caMuM bnaHwo, Ho He monyum-
NoCb, U TOFAA Mbl MOAYMAanU, YTo 6biN0 6bl MHTEPECHO MOrOBOPUTL O HALIMX Aorajgkax
¢ Jeppvaa. OH ¥ paHblue COTPYAHMYAN CO MHOTMMU XyAOMHUKAMU. Mbl Mo3BOHMAKN eMy
W, K Hawel pagocTu, OH BCTynuA B urpy. Mbl npegoctaBunu KaMsaoMmy MO3Ty camoMmy
Bbl6paTb TOT TEKCT U3 «bubnmoTekn Har-XamMmaau», c KoTopbiM eMy 6bino 6bl MHTEpec-
Ho nopaboTaTb, ¥ [eppuga pewun nouMnpoBusnpoBaTb Ha TeMmy EBaHrenus ot Oombl.
Y7o e [0 Moero NMoHUMaHUA «CoBa», TO A MOrYy ckas3aTb, YTO XOTA peyb W MbllLeHKUe
CBOWCTBEHHbI HaM OT MPUPOJbl, OHW BCE PABHO KaMyTCA MHe YeM-TO BECbMA 3arafjo4HbIM
¥ MUCTUYECKUM.

— B 2000 200y ebl nonyyunu Kurt-Schwitters-Preis. Hackonoko 0 8ac Ga¥HO mGop-

4ecmeo 3moz0 XydodHUKa u no3ama-dadaucma, 8 YHaCMHOCMU, e20 3ayMHble mekcmbl?
0Ommankusasucs iU 8ol 0mM HUX, K020a co3daBa/iu Budeo, OCHOBAaHHbIe Ha 2/10CCO/aNUsX,
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philosophic ideas. Which philosophical concepts of language are important for you?
Why did you film your eight-year-old daughter reading Wittgenstein’s Tractatus Logico-
Philosophicus in your 1994 Remarks video? Has she re-read it since?

— | don't spend gobs of time reading philosophy books and by no means could | say I've read
Heidegger, Wittgenstein, Blanchot, Derrida etc, however, these perhaps obvious sources,
have been important to me along the way obliquely at least. As I've suggested elsewhere,
I'm not so much engaged with language as a concept. If anything it's the materiality of it and
that it is what is human—its what we use to form thoughts; it's the basic material of mind.
Language by nature is mysterious and performative. When | begin a thought (a sentence)
| don't necessarily even know how I'm going to end it. Think about that and let me know
where you end up (laughs).

— In 1987 you made the Incidence of Catastrophe video — in its own way an adaptation
of Maurice Blanchot’s Thomas ['Obscur. Why is this writer and philosopher important to
you and why did you choose this particular work? What does a screen adaptation of a work
of literature mean to you?

— In the early 80's | lived in upstate New York in a place called Barrytown. George Quasha,
whom I've already mentioned, Dick Higgins, Allison Knowles and Franz Kamin were all neigh-
bors on Station Hill Road. Station Hill Press founded by Susan and George Quasha had started
publishing some of the first Blanchot books to be translated. Quite by chance, the editor at
the time, Michael Coffey, lent me a somewhat rare hardbound copy of Thomas the Obscure.
We were talking about LSD experiences and he suggested | read it. It's still one of the most
powerful books I've ever read. I've often said that this book feels as if it's reading you, the
reader. With Blanchot one enters a territory in which the world at large, language and the very
idea of the narrative itself are always at risk of coming completely apart or exist in the shad-
ow of impossibility, and somehow, he's able to make that extremely close to a bodily experi-
ence. | wasn't so much concerned with adapting the book to the screen but more into making
a parallel experience with electronic media. I've done a number of other works that utilize the
texts of Blanchot (In Situ, Beacon (Two Versions of the Imaginary), and Cabin Fever).

— In 1988 you created the Disturbance (among the jars) installation featuring Jacques
Derrida. What is your connection to this philosopher, who also wrote about your work?
Why did you decide to film him for a work based on the Gnostic texts of the Nag Ham-
madi library? Is the religious or mystical concept of the word relevant to your work?

— Disturbance was a commissioned work developed at the Centre Georges Pompidou.
George Quasha collaborated with me in selecting the texts and working with a number of
poets who lived in Paris at the time. We were wondering whether there was connection
between the Gospel of Thomas and Blanchot's Thomas the Obscure. At first we tried calling
Blanchot which proved difficult so we thought Derrida would be an interesting person to
talk with about our hunch. He had collaborated with a few artists before and since George
was already publishing Blanchot and spoke some French we gave him a call and to our
delight he was game. We left it up to each poet to decide which text from the Nag Hammadi
Library they would work with and Derrida decided to improvise with the Gospel of Thomas.
| definitely would say that “the word” has significance for me in the sense that | find the
becoming of thought/language strangely mysterious even though it our nature.
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makue, kak, Hanpumep, «llpunoxseHue K pacckasy»? 3Haeme Jiu Bbl Ymo-HUbyds o pyc-
CKUX N03mMax-3ayMHUKax, Hanpumep, o Benumupe XnebHukoge unu Anekcee KpyveHoix?

— [Ins uepeMoHUU HarpaaeHus s NOAroToBMN HeboNbLoN NneppopMaHc, B KOTOPOM UC-
nonb3oBan pparmMeHTbl «YpcoHaTbl» LIBUTTEpCa, KoTopble 1 NPOroBopun 3a10M Hanepea.
MHe o4eHb MHTEPECHbl Pa3NnYHble 3KCNEPUMEHTHI C A3bIKOM, U pycckue ¢yTypUCTbI, KO-
HeYHo, bbINn HeBepoATHLIMU. XoTenochb bbl moceTuTb Akagemuto 3aymu, eciv bbl OHa ewe
cywecTBoBana. «flpunoxerue k pacckasy» (1985) ocHoBaHa Ha BMAEO3aNMCAX MMUBbIX
nepdopMaHcoB, KoTopble Mbl caenanu ¢ [xopaxemM Keawa u Yapnb3om CteriHoM. 3Ta
paboTa — He COBCEM 0 rNOCCOaNNM, 3KCTATUMECKOM «SI3bIKOFOBOPEHUU». icnonHuTenu
0TBEYAKT APYr APYry, U MOMHO YCAbIWATb, kak OHW CO3Jal0T 3BYKM, C/IOTM, CNOBA, KOTO-
pble npeBpaLLaTCcA B HOBbIe 3BYKM, CNOru U cnoBa. U3 Toro de 3anncaHHoro Matepuana
1 CMOHTUPOBAN ApYryio Bellb, Kyaa bonee 6e3ymHy0, AENCTBUTENBHO O 3arnpefesibHOM
COCTOAHMK A3bIKka. 3T0 «BbificHeHne ocHoBaHuax» (1985/2008).

— fl yumana, Ymo 6 IHOCMU Bbl 3KCNepuUMeHmMUuUpPoBau ¢ ncuxodenukamu. Hackonoko
3Mo Noe/IUAIo Ha BaWu uccsedosaHuss Bocnpusimusi COOmMHoweHul MeXsdy GuUOUMbIM
U C/16IWUMbIM, 3HAKOM U meJsioM? 3HaKoM Jlu BaM 0NbiM CUHecme3uu, HanpuMep, 0Kpa-
WeHHbIX 3BYK0G?

— [lNcrxopennyecknin onbIT — 3TO OHA U3 CaMbIX BaMsHbIX, ONpefensioLmX BeLlei B Moen
Mu13HW. M3 3TOro onbiTa BLIPOCNO BCE, YTO A AeNat0. . Al TONIbKO YTO NPOYEn, YTO NPaBUTENBbCTBO
CLUA onsTb pa3spewumno uccnegosatus JIC... MMM. Y MHe 04eHb MHTEpECHA UAESl CUHECTE3UN.
OaHa U3 Moux paHHuX pabot (oHa 6yaet nokasaHa B Mockse), «CyvaliHoe npoucwecmaue
(nepaas yacme u3 MHozux)» (1982-83), 6bina kak pas 06 3TOM, No KpaitHeit Mepe, MHe Tak
kameTcs. KadeTca, B 3TON 06NnacTu ecTb eLle Macca BO3MOMSHOCTEN A/1S1 3KCNEPUMEHTOB.

— B 1985-84 200y @bl bbinu Ha cmaxsupogske 8 AAnoHuu. Kak nosnusno Ha sac cmoJi-
KHOGeHuUe ¢ amou Ky/lbmypou U i36l1K0M, 0CHOGAHHbIM H@ COGEPWEHHO UHbIX B3aUMO-
OMmHoweHusIx cnoea u 3Haka? Co3zdasanu nu el Ko2da-HUbydo pabomeol, 0CHOBaHHbIe
Ha UHOCMPAaHHbIX A3bIKax?

— O0bpamneHneM MO€ro SiNOHCKOo ONbITa BbiNK ABE KHUTKY, «MMnepusi 3Hakoa» PonaHa bapTa
n «ITod Mackoli» Wisna Bapyma. B utore s caenan suaeo noa HassaHnem URA ARU (the backside
exists) (1985-86), uepes KOTOpOE A AEMCTBUTENIBHO CMOT BCTYMUTD B XOTA 6bl NOBEPXHOCTHLIN
KOHTAaKT C 3TON KyNbTYPON. fl TOrAa TONbKO YTO 3aKoHUMN BUAED «/ToyeMy c Gewamu maKas He-
pasbepuxa? ([asad, MlemyHus)» (1984) n Hayunnca rosoputb 3agoM Hanepea. A o6Hapy-
U1, YTO B INOHCKOM A3blke HET HUKaKMX AUPTOHIOB, U MHOTUE CJI0BA, MPOU3HECEHHbIE 3a0M
HamepeA, 0ka3blBAlTCA APYrMMU CNOBaMK, CYLLECTBYIOLLMMU B A3bike. 1 Hanucan Hebonb-
LU0V TEKCT, B KOTOPOM paspabaTbiBan UAel «BPeMEHU-0pUraMu», U CMOI 3aMHTEpPecoBaTb
en noata LuHtapo TaHukaBa. OH noMor MHe 0T6UpaTh CN0Ba, MOAXOASLLME MO CMBIC/Y U MO
CUHTaKcucy. fl Tak Mse y3Han, YTo MHor1e cNoBa, NoyYaBLUMECs NPU YTEHUU HaobopoT, bbinu
CTapyHHBIMM, TEMU, YTO BCTpeyanuchk B nbecax Ho. NoMrMo 3Toro onbiTa B3auMoaencTBus
C MIHOCTPaHHbIM A3bIKOM, YMOMSIHY, YTO B «/lomexax» 3By4anu 5 unu 6 A3blkoB.

— B uHcmannsayuu Frustrum 2005 20da @bl ucnoss3osanu 12-kunoz2paMmoaell c/iumok

30/710ma. 3a4YeM OH 8aM noHadobusica? M3meHuno nu cmeicn sawel pabomel mo, Ymo
3amom cnumok bbin ykpadeH ¢ abicmaaku 8 Fondation Cartier?
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— In 2000 you were awarded the Kurt Schwitters Preis. Do you see his work as an art-
ist and a Dada-poet as relevant, especially his transmental sound poetry texts? Did you
have them in mind while making videos based on glossolalia, such as the Tale enclosure?
In general, which of the modernist literature experiments, such as the Surrealist auto-
matic writing or William Burroughs’ cut-up are significant to you? Do you know anything
of the works by Russian Futurist poets, such as Velimir Khlebnikov and Aleksei Kruche-
nykh, who experimented with transreason (zaum) texts and creation of new languages?

— For the prize ceremony | did a little performance using portions of Schwitter's Ursonate
and spoke them backwards. I'm very much interested in language experiments and the
Russian Futurists were incredible; It would be interesting to visit the Academy of Zaum if
it still exists. Tale Enclosure came about from some real time recording sessions | did with
George Quasha and Charles Stein. Although it may sound like glossolalia, it is importantly
different. Rather than a kind of speaking in tongues, the performers are listening and re-
sponding to one another — in a sense one can hear them cultivating phonemes, syllables
and words that morph into other phonemes, syllables and words. From this same material
| edited another work that is considerably more wild — it really takes being and language
way out there; it's called Figuring grounds.

— I've read that as a young man you have experimented with psychedelic drugs. How
much did these experiments influence your research of the perception of image-sound
and sign-body correlation? Are you acquainted with the synesthesic experiences, such as
the coloured sound described by Arthur Rimbaud in his famous “Vowels” (Voyelles) poem?

— | consider my psychedelic experiences as some of the most important and influential in
my life. | would say it still feeds into what | do (I still take inventory every once in a great
while just to keep a finger on that pulse so to speak). | read recently that the U.S. govern-
ment is once again allowing LSD research...hmmm. And, | am very much interest in the
general idea of syneshthesia. One of the earlier works in the tape program, Happenstance
(part one of many parts) deals with aspect of this at least from my personal perspective on
it. It seems like there is a lot of room for experimentation in that domain.

— In 1984-85 you lived in Japan under an exchange fellowship. What influence did the
introduction to Japanese language and culture have on you, especially since this lan-
guage is based on a different relation of word and sign? Have you ever created works
in a foreign language?

— In a kind of strange convoluted way, Roland Barthe's enigmatic Empire of Signs and
lan Baruma's Behind the Mask were kind of bookends for my Japanese experience. | end-
ed up making a tape there called Ura Aru (the backside exists) which is what really got
me in contact with the culture, albeit probably not much more than superficially. | had
just finished the tape Why Do Things Get in a muddle (Come On Petunia) and developed
the skill to speak and construct language backwards. | discovered that Japanese doesn't
have any diphthongs so there are many words that when spoken backwards reveal other
words. | wrote a little paper that developed the idea of “origami time" and was able to get
the poet Shintaro Tanikawa to take interest. He assisted me in the selection process in
terms of sense and syntax. The work had a little meta-scene in it derived from the Noh
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— 3onoToi cnuTtok bbin NpefocTaBneH camMuM poHaoM KapTbe. B To BpeMs A yyBcTBOBAnN,
Kak TPYAHO 3aHUMATbCA UCKYCCTBOM, HEe OTFOPaMMUBasiCb NMPU 3TOM OT CO3HAHWUA TOrO, YTO
Ha TBOMX rnasax Mup, cyas no BceMy, pywutcs. 1 pabotan Hag ABYMA B3aUMOCBA3aHHbIMU
npoektamu, Frustrum n «BuHa» (2006). B 060ux ncnonb3oBanncb CAMTKKM 30/10Ta, U Uaen
6bina B TOM, 4TO6bl COCPEAOTOUUTLCS Ha CBOWCTBAX CAMOr0 30/10Ta, HA TOM 3HAY€HWUM, KO-
TOPbIM €ro HaZeNANM Ha NPOTAMEHNUMN ThICAYENETUI, U KOTOPOEe NPOAB/SETCA eLle 0TYeTIN-
Bee, koraa Nllamn yTpauMBaloT JOBEpPUE K pernpe3eHTauum, HanpuMep, k byMaMsHbIM AeHbram
(v k BlopokpaTaM oT nckycctea?). Ha ciutke 6bina ¢ppasa U3 FHOCTUKOB, «U BCE BUAMMOE
€CTb NIULWb Nofobue CKpbITOro». Ternepb NoAyManTe 0 TOM, Kak 3TO BbiCka3biBaHWE CBA3aHO
C TEM, YTO TBOPUTCA BOKPYr Hac cenyac. TyT ecTb Kakas-To MyTkas, NOYTU MUCTUYECKaASA
CBA3b C KpaMen. Frustrum — 370 Ha caMoM fefe 06pa3 NapaHoiin, U KpaMa ToNbKo A0OMNON-
Huna ero. fl ybeMaeH, YTO B 3TOM MHCTANNALMU MHE yAaNnocb A06UTbCS HACTOAWEN CUHe-
CTe3nu, BO34eNCTBOBATb Ha pasHble opraHbl YyBCTB. TaM 6bia 3anax HacTosALWen HedgTw, pe-
3epByap C KOTOPOM bblfl YaCTbH MHCTANNALMKU, MHOrOKPATHO YCUIEHHOE LLEIKaHbEe KHYTOB,
KOTOPbLIMU MOTOHSIIOT CKOT, U AHUMUPOBAHHOE U306paeHne OrpoMHOro opna, bblowlerocs,
Kak B K/eTKe, B aMypHOW baluHe NMHUK 3neKkTponepeaad, cpean MoIHMEONOA06HbIX BCMbI-
wek. Ho 6bin ewe 1 bneck HacTosLLero 30/10Ta — YUCTOro, Bbicllen Npobbl. XyAoMHUKK
— HeYTo Bpoje aNXMMMUKOB, BCEraa ULLYLLMX 30/10TO.

[Teyamaemcs ¢ cokpawjeHusIMU.
[MTonHyto sepcuto MOXSHO NPoYecMmb @ UIBHLCKOM HoMepe
MypHana «ApmxpoHukax» 3a 2010 200
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play, Lady Aoi. | discovered by chance that there were ancient words, many used in Noh
that revealed themselves in this backwards environment. This was a kind of foreign lan-
guage | suppose. Disturbance incorporates five or six languages and in one part there is
a litany of perhaps twenty or more languages spoken. | worked with a linguist who ultimate-
ly recited it. The strange thing was that he verbally expressed disgust for the Gnostics.

— In your Frustrum installation you used such an extravagant element as a twenty-
kilogram gold bar. Why ? Did you repeat the installation after the gold bar was stolen at
the Fondation Cartier exhibition? Did this accident change the meaning of this work?

— Actually the gold bar was twelve kilos and was lent by the Cartier. At the time | was feel-
ing rather estranged by the distance between making art and at the same witnessing the
world seemingly breaking down. | developed two related works, Frustrum and Guilt. Both
used gold bullion and contrary to the notion of extravagance, the idea was to focus on the
intrinsic qualities and meaning of gold — something that has lasted for thousands of years
and only reveals itself when people loose confidence in representations — i.e. fiat money
(and art bureaucrats?). Molded into the brick was the Gnostic phrase, “and for everything
which is visible there is a copy of that which is hidden” Now think about that phrase in rela-
tionship to what is going on all around us right now. It's also rather uncanny in relationship
to the theft. Frustrum is really a kind of portrait of paranoia and the theft just added to it.
| was definitely thinking about synaesthesia while making this — the combination of the
frustrum form seen in a multiplicity of ways mixed with the smell of petrol and the highly
amplified sound of bull whips cracking synchronized to an animated image of an eagle
trapped in an electrical pylon in which its wings slap the wires and we here something akin
to arcing electricity. No, it had to be gold — .999 pure gold. Artists are a kind of alchemist
always going for the gold.

Full version of the interview

you can see in Artchronica magazine
2010 June issue
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GMG Gallery
21.06 — 30.06.2010

Curated by Andrey Parshikov and Olga Shishko
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MAaTMKaHanbHas BMAEOUHCTANNALMSA

LiBeTHble M306paMeHnss ceMHAAUATM paboumnx NoYTM B HAaTypasibHY0 BEIMYMHY Ha HETpaIbHOM Yep-
HOM (OHe NPOEeLIMPYIOTCA Ha Y4aCTOK CTEHbI ANIMHON 0K00 14 METPOB C NOMOLLbIO NATY BUAEONPOEKTO-
pOB, NPUKPENEHHbIX K NOTONKY. 3TN CEMHaALATb OTAENbHbIX MOPTPETOB ObINK CHATHI OAWH 3a APYIUM,
@ 3aTeM CKOMIMOHOBAaHbI B TPU MPYNMbl N0 TpU ¢Urypbl U ABe rpynnbl Mo YeTtbipe. OHW cocTaBneHbl Tak,
yT0bbI BCE U306paMKeEHHbIE N0AN CTOANN PAAOM, CO3aBass HENpepbIBHYI0 IMHUIO. [epon CTOAT NoYTH
HEroABWMHO, BCE WX AENCTBUA — HEBOJIbHBIE, CNlyYalHbIE: OHW MEPEMUHAIOTCS C HOMW Ha Hory, eaBa
3aMETHO LUEBENAT PyKaMu UM NMOYTU HeYJIOBUMO MEHAIOT BbipadseHune nuua. OHW Hukak He B3auMopen-
CTBYIOT U He COMPUKACcAKTCA APYr C APYroM, KaMsablil U3 HUX B abCONIOTHOM OAMHOYeCTBe NPUCTaNbHO
CMOTPUT Ha 3puUTeNS.

= /) TAPWU XWUJ1N1: Viewer. GMG Gallery, 21.06—30.06.2010  se————

Viewer, 1996

Five-channel video installation

Approximately life-size color images of seventeen day laborers, facing out from a neutral black
background, are projected on an approximately 45-foot long wall, by five video projectors attached
to the ceiling. These seventeen discrete images, recorded one by one and then composited in
three groups of three and two groups of four figures, are synchronized so that the figures appear
to be standing side-by-side in a somewhat continuous line. The men stand almost motionless,
their movement limited to involuntary stirring — an incidental shuffling from foot to foot,
slight movements of the hands, and almost imperceptible changes in facial expression. There
is no interaction among them, each man standing quite alone and gazing out from the plane of
projection towards the viewer.

GARY HILL: Viewer. GMG Gallery, 21.06—30.06.2010

Aarhus Kunstmuseum, Aarhus, Denmark, 1999

Photo: Thomas and Poul Pedersen
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Kycok CteHbl, 2000

OpnHoKkaHanbHas BMA60/3BVKOBa'iI WHCTannAaumA

l'epoit paboTbl — YenoBeK, 6bIOLMIACA 0 CTEHY M MPOM3HOCALLMI C KaMAbIM YAaPOM OAHO kakoe-Nn6o
cnoBso, ero 06pas NpoeLMpyeTcs Ha CTEHY B MOJIHOCTbIO 3aTEMHEHHOM NpocTpaHcTBe. B MOMeHT co-
NPUKOCHOBEHMA Tefa Co CTEHOM ero «3axBaTbiBAeT» 0YeHb APKas BCMblLKa CBeTa (3T0 eAUHCTBEHHbIN
UCTOYHWK ocBelleHus). 0TaenbHble dparMeHTbl 3anucK 6binu CoeanHeHbl BMecTe, YTobbl chopmupo-
BaTb CBA3HbII TEKCT U COCTABUTL MOCNEA0BaTENbHOCTb M306paMseHni Tena B pasfNYHbIX No3ax Ha GoHe
cTeHbl. Takan Me cBeToBas BCrbILLKA, CPOKYCMPOBAHHAs Ha NPOEKLIMI, YCTAHOBIEHA Ha NONY BbICTa-
BOYHOro npocTpaHcTea. OHa MuraeT npuMepHo 60 pa3 B MUHYTY, MHOW pa3 coBrnagas co BCMbILLIKOI Ha
nneHke, a UHOM pas — He B TakT. Hora Benblwka NpeaBapsieT usobpaxseHne, HOTAA NOBTOPSET €ro,
UK, B MOMEHTbI COBMafeHU, 3aCTaBAAeT UCHE3HYTh.

FAPU XWUNN: Viewer. GMG Gallery, 21.06—30.06.2010

Wall Piece, 2000

Single-channel video/sound installation

In Wall Piece, the image of a man repeatedly flinging himself at a wall and speaking a single word with
each impact is projected on the wall of a completely darkened space. During recording, a single flash
of extreme high intensity strobe light (the only light source) “captured” the body at the moment of
contact. These singular moments were then edited together to form a linear text and a sequence of
a body in various positions up against a wall. In the installation, the same kind of strobe light used
for the recording is mounted on the floor and focused on the projection. It flashes at approximately
60 cycles per minute, going in and of synchronization with the recorded flashes of light. At times, the
light presages the image, echoes the image, or when in unison, obliterates the image.

GARY HILL: Viewer. GMG Gallery, 21.06—30.06.2010

Photo: Gary Hill

Courtesy of the artist and Donald Young Gallery, Chicago
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Kycok cteHbl, 2000

Single-channel video/sound installation

3anucb NPOM3HOCMMOro TEKCTa:
© 1996, lapu Xunn

CnoBo ctouT .001 n306paeHus. Bbl 6onbLIe He MOMETE BbITb NpUKoBaHbI. B kakoM-To cMbiche A.cien.
fl NpomMBato BpeMsi Yepes nocnesoBaTeNlbHOCTL 06Pa30B, KOTopble 3Hato ¢ Tex Nop4#H o 3T0 UMEHHO To,
K020a OHO MpecyiegyeT — OHO NOMUPAET 3puTeNbHbIE MYCTOTHI M BHYTPEeHHe ynblbaercs, kak Yelump-
CKWit KOT. BC&, 4To A1 Mor 6bl Ha3BaTb «HEMOCPEACTBEHHBIM OKpYEHUEMY, MOYTU UCHESNO.

Y MeHs HeT MecTa. HeT Hor. fl noTepan kakoe-nnMbo npeacTaBieHne 0 YieHax CBOEro Tena. Mou Horm
— Kak MoneHbs, NPUroToBieHHbIe ANs KOCTpa. A NOMHI0 COH, rAe Aepky YbEe-TO CepAlie B CBOeW
pyKe; COBCEM HEAONI0 1 MMBY NYNbCOM APYroro cywiecrtsa. 3aTeM 3T0 KOHYMAOCH, U A OTAAN ero
rofnofHOMY MMBOTHOMY. fipKkue OLLyLLEHUA NMpekpaTuanch. Y MeHA HeT pTa, HEeT KpuKa, HeT rosoca
BHYTPY MeHs. f cnyLwalo TonbKko BoobpaaeMmblil 3ByK, KOTOPLI MOTy NPoU3BOAUTE. f CBEPX3BYKO-
BOW 1 BHE3EMHOMN.

Y MeHs Takoe 4yBCTBO, ClloBHO 5 dlosensa. 1 nay? Cuy B kpecne? Yousaw? EM? PasBe s He Mory
Aenatb Nobyto U3 3TUX Bellel — Nobyio U Bce — ogHoBpeMeHHo? [ae s ? A He Mory BCMOMUHATH Mo
CBOEMY M<eNlaHuio. 3TO MOMSHO OMUCATb TOJIbKO Kak HEYTO CBATOE U3 CTPaxa Yero-To abCoNoTHO UHOFO.
YacTn Bo3BpaLLaloTCA He COBCEM TakK, Kak PaHbLLe, HO CBSA3b HECOMHeHHa..H eCKONbKO MepeKkioHeHHbIX
KHoMmok — BOT OHO. Heo6Xx0AnMbIi1 FreHepaTop Cneaylowmin — OH NPOUCXOAUT MPSMO Nepea MouMK
pykamu. fl cuHTe3NpoBaH. MbICNb, KOTOPas He XOYET YXOAUTb, MPUMHOCUT C COHOV YHKacaloLLyH BO3MOM-
HOCTb — BeLUM Pa3fenstoTcs TONbKO CIOBaMU. fl YyBCTBYIO, YTO MOKWHYT peasibHbIM; 0CTaBJIA0 TO, YTO
ocTaBJieHo. fl yxoMy, HabnofasA 3a TeM, Kak A YX0MKY.

Bcé MeHsieT ckopocTb, Bo3BpaLiaeTcs B cebs. IddekT runHoTusmpyeT. [BUMeHMe YCKONb3aeT OT MEHS.
fl napanu3oBaH. OMuaaHne XAET To, YTO ocTanock. OHO AenaeT B TOYHOCTM TO, YTO roBopuT. He Bompoc.
H et Bonpocos. 06cTosTenbcTBo 6e3aeiicTayeT. Bewwm Boiwnun. Ecnu s noiigy, BCé ocTanbHoe nocnegyer
3a MHoW. fl 3Hato 3To0. OHo 3HaeT 3To. OcTaBnsATL Hevero. Hevero.

Pa3nnuns cylLecTByIoT TONIbKO Yepes 3BYK; CTEHY 3BYKa. Mory nu 51 NpoiiTi ckBo3b Hee? Mory in 1 npon-
TV BMecTe c Hel? e oHa cenvac, rae oHa Haxoautcs? Yem oHa nutaetcsa? MoyeMy oHa MepLaeT?
Huuto He cpaBHUTCA C ee cKopoCTb. ITO YTO-TO cHapyHu. MyTb Hapyy. 1 He Ayman 3Ttoro. 3To
He f. fl He 0TBeYalo 3a 3T0. 3T0 He 6bII0 OCMBICNIEHO. 3TO HE UMEEeT OTHOLLUEHUS k Mbicin. 3T0 Ta AbIpa,
Yepes KOTOPYH0 BCe JO/MKHO NPOWTK. fl yX0My, NOKA OHO He MPULLIO. Y3Hato /N A, Korga OHO NpUAeT?
ByayT nn ero conpoBoMAaTb 3HaKkW? byaeT NI MOMEHT y3HaBaHUS ? 3To Koraa A — OHO? MoMseT 6bITb,
A NPOCTO CTy4y camoro cebsa no nnevy? B yem aeno? OHo Bceraa 3aech; CHoBa M cHoBa. OHo oMsnaaeT
6ecctpacTHo. 0MmnaaHve YenoBeYHo.

JTa TOYKa XOYET NokasaTb MHe YTOo-To HeYenoBeyeckoe. OHa Xo4YeT, YTo6bl A CTOAN Ha KONEeHAX. XOYeT,
YTO6bI 1 MOJIUNICS, XOUYET, YTOObI S BUAEN CKBO3b BUAEHWE, AeCTBOBAN kak 3HaHWe. OHa Xo4eT Npu3Ha-
Husi. OHa xo4eT, YTobbl 1 MOSIHOCTbLIO AOLWEN A0 KpalHocTU. OHa 3apblBaeTCA BHYTPb M CHOBA HaYMHAET
MHOMECTBEHHbIE------ Touku. Knetku.

FAPU XWUJN: Viewer. GMG Gallery, 21.06—30.06.2010  e———

Wall Piece, 2000

Single-channel video/sound installation

Transcription of spoken text:
1996 by Gary Hill

A word is worth .001 pictures. To be transfixed is no longer an option. | am in a way blind. | live
time through a succession of pictures I've known since when. But it's precisely this when that
haunts — it eats out the looking cavities and smiles inward like a Cheshire cat. What | might
name as “the immediate surroundings” has all but vanished. | have no place. No feet. I've lost the
vague idea of limbs.

Legs feel more like logs arranged for a fire. | remember a dream of holding the other's
heart in my hand; for a moment | live the pulse of another being. Then it was over and | gave
it away to a hungry animal. Lush sensations have ceased. | have no mouth, no scream, no
voice within. | only listen to an imaginary sound | might make. | am supersonic and alien.
| have the feeling of being a fuselage. Am | walking? Sitting in a chair? Killing? Eating? Could it not
be any of these things — any and all simultaneously? Where am 1? | can't remember at will. It can
only be described as something holy for fear of something completely other. Parts come back not
quite like what was before but the connection is certain. A few switches flipped — that's it.

The wherewithal generator is next to close by — it's happening right before my hands. I'm synthesized.
Thought that won't let go brings to mind the terrifying possibility — it's only words that separate
things. | feel abandoned by the real, leaving what's left. I'm going, watching myself go.

Everything's changing speed — backing into itself. The effect mesmerizes. Movement eludes me.
I'm paralyzed. Waiting awaits what's left. It's doing exactly what it says. No question. No questions.
Circumstance is at a standstill. Things have exited. If | go everything else will follow, | know it. It knows
it. There is nothing to leave. Nothing.

Difference exists only through sound; a wall of sound. Can | go through it? Can | go through
with it? Where is it now, where does it reside? What does it feed on? Why does it flicker?
Nothing approximates its speed. It's something from the outside. Way outside. | didn't think
this. This is not me. I'm not accountable. It wasn't thought out. It has no relation to thought.
This is that hole that everything must pass through. I'm going now before it comes. Will | know when
it comes? Will it approach with signals? Will there be a moment of recognition? Is that when | am
it? Am | simply tapping myself on the shoulder? What is the point? It's always there; on again; on
again. It waits without pathos. Waiting is human.

This point wants to show me something inhuman. It wants to bring me to my knees. It wants me to
pray, it wants me to see through seeing, it wants me to act like knowledge. It wants acknowledgment.
It wants me completely at the edge. It burrows itself in, blows up and begins again plural------
Points. Cells.

GARY HILL: Viewer. GMG Gallery, 21.06—30.06.2010

Courtesy of the artist and Donald Young Gallery, Chicago

Photo: Gary Hill
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[lo6poBonbHbIK A3bIK, 2002
OAHOKaHaHbHaﬂ BM.ﬂeO/3ByKOBaH UHCTaNnnAuuA

TeKCT, UICMONHEHHBbI aBCTPanMNCKUM No3ToM-KkomnosutopoM Kpucom MaHHOM, cTaHOBUTCA A3bI-
KOBbIM (MM)NYNbCOM AN Napbl PyK, YNPaBASIOWMX 4BYMS 60NbLIMMY AUCKAMM, COMPUKACAOLWMMU-
Al B LUMpOKopopMaTHOW Npoekumnn. Kpyrnble, NOKpbITbIE y30pYaTbiMM 060IMU B LIBETOYEK — OAHA
KpacHbIMK, BTOpPas — CAMBOYHO-6enbiMu, 606MHbI BpallaoTca B 060ux HanpaBaeHUAX, Nepuo-
AMYecKkMU B YHUCOH, @ MOPON He3aBUCUMO Apyr oT Apyra. bnarofaps paavkanbHbIM U3MEHEHUAM
BbICOTbI TOHA, 3BY4Yallas kak HECKOJIbKO ro/iocoB (6e3 LMdPOBbLIX UCKAMKEHMI), My3blKaNlbHAA peyb
NpOoXoJuT Yepe3 MHOMSECTBO COEUHEHHbIX U 060C06NEHHBIX TPeAMEeTOB, camopedieKCUBHbIX dpa3
1 3HaKoB npenuHaHus. Manblbl ABUMYTCA BAONL BPALLAOLWNXCA NOBEPXHOCTeH, Nepuoanyeckn
crnbasich, kak byATO HaLynbIBasA LBETbl MM BMHOTpafHbIX 103 1 cTebneit Ha obosx. [1BuMweHne
nanbLeB W AUCKOB, PUTM 1 TOH FoJloca CIMBAKOTCA B HeKuil pusnyeckunit/BepbanbHblil TaHel, poM-
D@ y 3puTens CMyTHyI TpeBory.

FAPWU XUJT: Viewer. GMG Gallery, 21.06—30.06.20710  s——

Language Willing, 2002

One-channel video/sound installation

A text performed by the Australian poet-composer Chris Mann acts as a linguistic (im)pulse for a pair
of hands minding two large discs, arranged side-by-side in a wide-format projection. The circular
shapes, covered with flowery decoratively patterned wallpaper, one red and one creamy white,
spin bi-directionally at varying times in unison and independently. With radical pitch changes
and sounding like multiple voices (electronically unaltered), the somewhat musical speech runs
wild through a nonlinear array of subjects held together (and apart) by self-reflexive phrases and
punctuation. The fingers move spider-like and decidedly over the moving surfaces, contorting as
necessary so as to touch only the flowering buds amidst the curvy vines and stems. The movements
of the fingers and discs and the rhythm and pitch of the voice become something of a physical/
verbal dance, with the juxtaposition harboring something perhaps disturbing.

GARY HILL: Viewer. GMG Gallery, 21.06—30.06.2010
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AKkKopaeoHbl

(Cbemku B benbcioHc, uonb 2001), 2001-02
MNatukaHanbHana Bunaeo3BykoBasd MHCTaNNAUMA

3anucaHHasi B anaMpCcKkoM paitoHe BenbcioHc B caMoM ueHTpe Mapcens, pabota co3gaeT *uBble
nopTpeTbl «CHOKYCUPOBAHHOIO BPEMEHU» MOBCEAHEBHON MU3HU OKPECTHbIX ynuu. PaboTa cocTout
M3 NATU HECMHXPOHWU3NPOBAHHbLIX BUAEOMNPOEKLMIA CO 3BYKOM, B HUX BO BCEX €CTb Nepuoabl TEMHOTI
WM TULIMHBI, KOTOPble CO34aT MyNbCUPYIOWMIA pUTMUYecknin pag o6pasoB v 3BYKOB. B kaxaom
TakoM psay BHMMaHWe kaMepbl COCPeJOTOYEHO Ha OTAENbHOM YesioBeke, OHa MeaneHHo npubnu-
MaeTcs Kk 06bEeKTY HabnoaeHUs, HoO u3obpaseHne Nepuoanyeckn ncdesaeT, Kasabli pas Ha bo-
Nee ANUTENbHBIM NPOMEMYTOK BPEMEHM, 3aMeaNisfsa felcTBUe B paboTe TakuMm o6pa3oM, YTo BUAEO
CTAHOBMTCA No4Th YTo dpoTorpaduyeckn HenoaBUMsHbIM. Kak ToNbKO KaMepa oTbesaeT, usobpa-
MeHue BO3BpaLLaeTcA B MCXoaHoe cocTosHMue. Ha3sBaHne paboTbl — «AKKOPAEOHbI» — HaMekaeT
Ha «TeNEeCKOMUYHOCTb» KOHCTPYKLIMW BPEMEHM, KOTOPAA NMPUMEHAETCA B OTHOLLEHMM ABMMYLLerocs/
KOHTEKCTYaNU3MPOBaHHOIO U306paMkeHuns.

FAPU XUNN: Viewer. GMG Gallery, 21.06—30.06.2010  e—————

Accordions
(The Belsunce Recordings, July 2001), 2001-02

Five-channel video/sound installation

Recorded in the small Algerian neighborhood of Belsunce situated in the heart of Marseille, Ac-
cordions (The Belsunce Recordings, July 2001) constructs a space of living portraiture by “focus-
ing time" on the everyday goings-on of the neighborhood streets. The work consists of five non-
synchronized video projections with sound, each edited with segments of black/silence of varying
lengths, to create a pulsating, rhythmic series of images and sounds. In the course of each video
sequence, particular people catch the camera's attention; as the camera zooms in slowly on its
subject, the imagery is interrupted by longer and longer segments of black, in essence slowing the
scenes down so that they almost reach the photographic. As the camera pulls back out, the image
is returned to its original time base. The title refers to this telescoping, “accordion”-like construc-
tion of time as it is applied to a moving/contextualized image.

GARY HILL: Viewer. GMG Gallery, 21.06—30.06.2010

La Compagnie, Marseille, France, 2002

Photo: Paul-Emmanuel Odin and Vincent Bonnet
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Screenings
Workshop

Garage Center for Contemporary Culture
21.06.2010




54

TyT, Henopanéky, 1980
Buaeo (useTHoe, 3BYK)
Oopmar H0-maTuk; 4'45"

«B 1979-80 rr a npenoaasan Ha dakynbTeTe MynbTuMeama B YuusepcuteTe wrata Hblo-Mopk B By¢-
¢ano, BpeMeHHo 3ameHss Byau u LLiteitHy Bactonka, kotopble nepeexanu B CaHta Qe. B cepeguHe roga
MHEe MPULUNOCh CPOYHO OCTAaBUTb KBAPTUPY U XUTb B 0pUCE — [10BOJILHO MaJIEHbKOM MOMeLLeHnH
C NMUCbMEHHBIM CTOJI0M, NMapoi rpUpEeNbHbIX LOCOK, KYLIETKON MIIOC BCEMU OCTa/IbHbIMU MOMMM BeLLa-
mu (no 6onbLueit YacTi 3To 6bi10 060pyAOBaHME A1 MOMX MEAUiHbIX MPoeKkToB). Pabota — 3T0 6bIN10
MOYTV eAMHCTBEHHOE, YTO Sl MOT 4€/aTh, YTO6bI HEe UCTIbITbIBATL MPUCTYMOB KaycTpodobum (kasanoch,
ecnu 51 6yay nepeBuraTh BeLUM, MPOCTPAHCTBA cTaHeT 6onblue). CueHapuit «TyT, Henoganéky» co3ga-
BaJICA MO MPUHLIMMNY «a YTO, ecnn?». 470, ecnu KaMsAaoMy ciory NnpoMsHOCUMOro TekcTa byaeT cooTBeT-
CTBOBATb KaAp Ha 3kpaHe (MHe Hago 6bI10 YeM-To 3aHATbL cebs). YeTpalatolan 3afaya Bo BpeMeHa
Ppopmata «H0-MaTWK» 1 TOPMO3HbBIX MyALTOB yrpaBneHus. f aenan BCE BPYYHYIO, HAMMUManA Ha KHOMKY
«pepakTUpoBaTby Mocne kaXsaoro crora. [pokpyynBas Hasag, A CRyLWan U 0MUAAN CneayoLLero cio-
ra. Co BpeMeHeM 51 Hayumncs NpMCnocabnmuBaTbCs K OTI0MEHHOW peakumu. fl yumnncs belcTpo — Kak-
[as «olmnbKa» 6bina WaroM BNepésn U 0fAHUM MK HeCKobKUMU Ha3ag. [loBosbHO 6bICTPO A Hanucan,
MOMHO [ladse CKa3aTb Hakapaban TeKcT — pesynbTaT IMYHON ApaMbl. YTo BasHee, OH bbil HanpaBneH
K abCTpaKkTHOMY «ApYroMy», KOMy-TO, C KeM MOMET naeHTUPULMpoBaTh cebs 3putens. Bmecro Toro,
YTO6bI OTAE/LHO 3aNnCbiBaTh M CObMPaTL N306paMeHNs, A YCTAHOBUN KaMepbl «BMMBYIO» Ha KaMsaoe
penakTUpOBaHWe/Cor Lieioro TeKcTa, CKOHCTPYMPOBaB GubM MociefoBaTe/IbHO OT Havasna A0 KoHLa.
fl orpaHnymnn cebs obpazamu CBOEN KOMHATbI, MO 60/bLIEN YACTU HE3AMOMMUHAKLLMMUCS 3NIEMEHTAMU
cTeH, Mebenn 1 Bcero ocTanbHOro, YTo BanAnock BOKpyr. Bcé 310 6bin10 HeBaMHO, rNaBHbIM bb10 U3-
MEHATb KapTUHKY W AepMKaTb 3pUTeNs 3aHATLIM, NOKa A roBopio. Peyb «aBTOMaTU3MpOBana» cobbiTus,
3acTaB/IfAA MPOMCXOANTL BCE, YTO MPOUCXOAUIIO, U, BPEMEHAMM, OTPbIBAaTh B3rNSA OT 3KkpaHa B CTOPOHY
rMNoTeTUYECKOro NMPOCTPAHCTBA BHE KOPO6KM».

FAPU XWUJ1J1: Bupeonokas. LICK «lapas», 20.06.2010

Around G About, 1980

Video (color, sound)
U-matic; 4'45"

“In 1979-80, | was teaching in the Media Studies Department at the State University of New York at
Buffalo, filling in for Woody and Steina Vasulka, who had left for Santa Fe. Midway in the year | abruptly
had to leave my apartment and move into my office — a relatively small space with a desk, a couple
of chalkboards, a couch, plus everything | owned, which was mostly media equipment. About all
| could do was work, if only to keep from feeling claustrophobic (moving things around seemed to
make the space bigger). Around G- About came out of a ‘what if' scenario. What if | were to cut images
to every syllable of a spoken text? (A way to keep me busy?) A daunting task in the time of U-matic
machines and sloppy controllers. | did it all manually, hitting the edit button for every syllable. With
each rewind | would listen and anticipate the coming syllable, learning as | went along to adjust for
delayed reaction. | learned quickly—every ‘mistake’ was a step forward and one or more back. Rather
quickly | wrote—I could almost say scribbled—a text, driven by a personal relationship breakup, yet,
more to the point, directed to an abstract other; that is, someone a viewer could identify with. Rather
than separately recording and collecting images, | set the cameras up ‘live’ for each edit/syllable of
the entire text, constructing it linearly from beginning to end. | limited myself to images of the room,
mostly unmemorable moments of walls, furniture, and whatever else was lying around. It didn't really
matter; it was more about change and keeping the viewer occupied while | spoke. The speech was
‘automating’ the event, making whatever happened happen, at times drawing the view off the screen
to the hypothetical space outside the box."

GARY HILL: Screenings. Garage CCC, 20.06.2010
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TyT, Henopanéky, 1980
3anucb I'IpOVI3HOCI/IMOF0 TeKCTa:

fl yBepeH, BCE MOr/0 NOMTH NO-APYroMy, abCONOTHO NO-APYroMy, Tak, Kak HUKOMY eLLE He NPUXoAnNIo
B r0JIOBY, HO 3T0 AaHHOCTb. HUKOraa Henb3s paccMoTpeTb BCE BO3MOMNSHOCTM M MpY 3TOM NEPENTH K cne-
Ayowei. UHoraa npocTo BbIXOAULLb M BXOAULLb CHOBA. fl AyMato, YTO Mory cornacutbes ¢ coboi: 3To He
BOMpOC Bbi6opa. Bbl MoMeTe AyMaThb, YTO COrNAacUTLCS — 3HAYUT BbIbPATL YTO-TO, HEMPUKPLITO BbIBPATD,
HO 3TO He BCE, B YeM Bbl 3aMHTepecoBaHbl. ECTb apyroi onpegenstowuin daktop, U BOT Ha 3TOM Mbl AOJTM-
Hbl COCPEA0TOUUTLCS, MO KpauHen Mepe A AondeH. 1 cornacex, B TyNuK 3aiTu nerko. He 1o 4To6bl MHOIO
Yyero npoucxoauT. Ml npocTo 3aHATLI. fl UMeto B BUAY, 3TO He CNOMHO. Bbl MOMseTe MpoaonMaTb, i MOTY MNpo-
RONMaTb. Mbl MOMEM NPeanooMmUTb, YTO HEYTO NMPOUCXOAUT UK He MPOUCXOAUT HeYTo. A He 3Halo, MOMKeT
6bITb NpofoNMaTh HecnpaBeanMBo. MoMseT bbITb HAM CTOMT OTBJIEYLCS OT 3TOr0, NMOAYMATb 0 YEM-TO APYrOM.
MoaseT 6bITb, 06 3TOM BOO6LLE HE CTOUT AyMaTb, HO TOrAa BO3HWKAIOT Apyrue npobnemel. MoXeT 6biTb, 3T0
BCE 60s1ee CNoMHO, YeM HaM KaxseTcs. MocnyLlwaiTe, HaM He HYMHO paccMaTpuBaTh BCe NPo6/eMbl, TOIbKO
BENCTBUTENBHO OYEHb CNOMKHYIO, ECAIU 3TO TO, YEro BaM Xo4eTcs. fl He 3Halo, MOMET bbITb 3TO MOS OLUMBKA.
fl He nogroToBuUNcA. A He roToB BbITb CNOMHBIM. XOTS i HE AyMato, YTO 3T0 OTBET. fl He AyMalo, YTo 370 TOT
OTBET, KOTOPbIN Mbl ULLIEEM. B HEKOTOPOM CMbICIE 3TO, BUAUMO, YA€ 0UYEBUAHO Ceitvac, a<e CO3HaBas To, YTO
BaM HEMHOr0 HeNOBKO, ia U MHe Toxe. Ho s aymalo, 4To Mory Tak € 3TUM paboTaTb, U BO3MOMKHO Bbl TOMKE,
a BO3MOMHO W HeT. fl UMeto B BUAY, YTO AyMato 06 3TOM. 3T0 CBA3aHO CO BPEMEHEM, BALLMM B TOW e Mepe,
YTO U MOWM. fl, KOHEYHO, He X04Yy YrpoMaTb BalleMy BPEMEHW AW 3acCTaBNATb Bac YyBCTBOBATb, YTO Mopa
NPUHUMATb peLLeHne, U BCE-Taku A1 Xo4y, YTo6bl Bbl 6binv 3aeck. fl Meto B BUAY, YTO NOHUMAt0, YTO Bbl 34€Ch,
HO A1 He X04Y BHOBb 3arOHATb BAC B YroJ, 1, MO TOW M5 NPUYMHE, i He Xo4y, YTOBbI Bbl HAYMHAMN U3 3TOO YrNa.
MMeHHO 3TV OTHOLLEHWS A XO4Y MOKa 0TNONUTL. A 3Hat0, 3AecCh eLLE NONHO BCAKOM XepHU. fl Melo B BUAY, 4TO
npuLWeén U3 JoBONbHO-Takn pepnekcMBHOro Mecta. Yto-To Bpoae cknaaupoBaHus. A uMeio B BUAY, naen
npocTo cBajeHbl B Kydy, a He nmepenneteHbl. OHW He cBA3aHbl, OHU He 6eccBs3Hbl. o KpaiHel Mepe 310
MbICNb. fl BUMKY 3TO — JIMLIEHHBbIE TEN uaen bpocaloT B cTeHy. Ho aTo HecnpaBeAnvBo, HecnpaBeAIMBo
o OTHOLUEHMIO KO MHE U K BaM. 3TO NPOCTO Lienas Ky4ya Belei, HO He B 3TOM MOE& HaMepeHwWe, YBepsio
Bac. fl xo4y, YTo6bI Bbl 661N CO MHOW. fl UMelo B BMAY, BaM He 0653aTe/lbHO CAyLIaTh, NMPOCTO AaliTe MHe
BbICKa3aTbCA. fl He Xx04y BOB/IeKaTb BAC B pacluMPpoBKy Yero 6bl To HY bbINO, HO 3TO BaLUa NPeporaTuBa:
CTOATb Ha NYTH Yy Bac A TOXe He Xouy. B 3aLLuTy 3TOro MoMHO Koe-4To CKasaTb, U A CAIbILLY BAC, HO Al HE X04y
cnywatb 370. fl oTAato cebe OTYET, YTO MEHSA NErko CYeCTb MPOTUBOPEYUBBIM, HO Al Tak He AyMaio. fl uMeto
B BUAY, €C/IM Bbl XOTUTE CENYac yuTu1, MOMeTe CAeNaThb 3TO, UM MOMSeTe NPOCTO OTKNIYUTLCSA.  He NbiTaloch
CKasaTb, YTO MHe BCE paBHO. MHe NpocTo KaXeTcs, YTo 3TO Takow cnocob. MoMeT 6biTb, Bbl AENCTBUTENILHO
CNbILLUMTE MEHS, @ A NPOAONAKAI0 U NMPOAONMAI0, HO HAaM NPUAETCA AenaTh Tak eLE HeKkoTopoe Bpems. A UMmeto
B BMfY, YTO AyMalo, YTO AIBNAKCH YacTbio 3TOro. B 310l Touke nerko 6bino 66l 0cTaHOBUTLCA. 3T0 bbINO bbl
NMpOCTO MHTEPECHO, U 3aKOHUMIIOCh, U, BEPOSITHO, CKYYHO, HO 3TO JaMe He npobnema. BaxsHo, 4Tobbl Mbl Npo-
ponaanu. BoT Kak s Aymato, 1 ceityac 310 A0NMNHO 6bITb MpaBUIbHO. Ecnu 6kl OHO He 6bIN0 3TUM, TO 6bINO
6bl TEM, ¥ BCE paBHO HaM HaJ0 MPOWTM Yepes 3To, Tak YTO 3TO M TO, He ByAyT BasHbI ANdA 3Toro. 1 Melo
B BUAY, YTO TO O YEM 5l FTOBOPI HE BaXSHO B TOM CMbIC/Ie, YTO BaHOCTb NpUBNEKAeT BHUMaHWe. Bbl MoxeTe
AaMe NoAyMaTb, YTO 3TO KaKasA-TO UFPa, HO HAa CaMOM fesie Bbl ye UCMPo60oBanu crnocobbl, NpUMbIKatoLime
K 3TOMY, KOrAa He Aymanu o nocneacTeusx. Bl Mornu fgase cibilwaTe 3TO BCE paHblUe, HeBYCMbICIEHHO,
HO f1 X04y NMPoAoNMaTb. MHe HEMHTEpeCcHO Tak pasroBapuBaTh. TyT ecTb CBOS Lieflb, HO OHA MOMET CTaTb
0YeHb NpUAUNYMBONA. fl 6bI NyyLle ynaaun B 3To C BaMy, Tak YTObbI 3TO He MMenio 0bpaTHOro xoaa, 6bin bbl
C BaMM Tak, Kak 3TO eAWHCTBEHHO BO3MOMsHO. Koraga s mpubbin clofa, Y MeHs He 6bino cnocoba y3HaTb, YTo
370 byaeT TakuM cnocoboM. A MHoro ayman 06 3aToM B Havane. fl NbiTancA No-pasHoMy AyMaTh O Bac, O TOM,
KakuM byaeT Balll OTBET, M 3TO TOME Haf0 cernyac MPUHATL BO BHUMaHKe. A HUKOraa He Tepsifl aToro U3 Buay,
U fl He AyMalo, YTO YTO-TO MOTEPSNOCh, i MPOCTO He cobupan Bewwm ansa cebs unu Bac. Becerga ectb Bpems
ANA oLyLeHns cpoyHocTy. Ceitvac a1 xouy u3beaTb aToro. BnpoyeM, i He 3Hato, MOMET bbITb Bbl 0MUAAETE
3TOro, OMMUAAETE U CHyLIAETe.

FAPU XUJJ1: Bugeonokas. LICK «lapads», 20.06.2010  e——

Around G About, 1980

Transcription of spoken text:

I'm sure it could have gone another way, a completely different way, a way that hasn't ever come
to mind but that's a given. One can never observe all the possibilities and still go on to the next.
Sometimes one just exits and enters again. | think | can agree with myself that it's not a matter of
choice. You might think that agreeing is a kind of choice, even a blatant choice, but that's not all you're
interested in either. There's another determining factor, and that's what we have to concentrate on, at
least, | do. | agree, it's easy to get sidetracked. It's not even that there's a lot going on. We're just busy.
| mean, it's not complicated. You can go on; | can go on. We can assume there's something happening
or not something happening. | don't know, perhaps it's unfair to go on. Maybe we should take our minds
off it, think about something else. Maybe it's not worth thinking about at all, but that leads to other
things just as problematic. Maybe it should be more complicated; we're looking at it too simply. Look,
we don't have to consider all the possibilities but instead really complicate one, if that's what you
want to do. | don't know, maybe it's my fault. | came unprepared. I'm not ready to be complex. | don't
think that's the answer though. | don't think it's an answer we're looking for. In certain ways that's
probably obvious by now, even knowing that you're a little uneasy with it, and | am too. But | think it's
a way | can work with now, and maybe you can and maybe you can't. | mean, I'm thinking about that.
There's time involved here, and it's yours as much as mine. | certainly don't want to threaten your
time or make you feel you have to be decisive, yet | want you to be here. | mean, | assume you are
here but | don't want to back you into a corner, and by the same token | don't want to start from that
corner. That's a particular relationship | would like to put aside for now. | know this isn't free of bullshit.
I mean I'm coming from somewhat of a self-conscious place. It's a kind of stacking. | mean the ideas
just pile up but aren't interwoven. They're not connected or disconnected. It's a thought at least. | can
see it--disembodied ideas being thrown against the wall. But that isn't fair; that isn't fair for me or
you. That really kind of loads things down and that's not my intention. | can assure you of that. | want
you to be with me. | mean you don't have to listen, just hear me out. | don't want you to be involved
in deciphering anything, but then that's your prerogative and | don't want to get in your way. There's
something that can be said for that, and | hear you, but | don't want to listen to it. | realize it's easy
for one to say that I'm being ambiguous, but | don't think so. | mean if you want to leave you can do
that or you can just turn off. I'm not trying to say I'm indifferent. | just think there's a way here. Maybe
you really do hear me, and I'm going on and on but we have to continue for some time. | mean | think
that's part of it. It would be easy to stop at this point. It would just be interesting and over and possibly
boring, but that isn't even the issue. It's important that we go on. This is the way | think it has to be
right now. If it wasn't this it would be that, and there's still this area we have to get through so that the
this and the that won't become significant to this. | mean, what | am talking about isn't important in
that way that importance draws attention. You might even think this is a game of some sort, but really
you've tried ways that were adjacent to this one when you weren't thinking about the consequences.
You may even have heard this before in so many words, but | want to go on. I'm not interested in this
kind of talking. It has its purpose but it can get very sticky. | would rather settle with you, some way
that's nonreversible; a way of being with you when it's the only way. When | arrived here | had no
way of knowing it would be this way. | thought about it a lot in the beginning. | tried different ways of
thinking of you, what your response would be, and that has to be considered now too. I've never lost
sight of that; | don't think there's been a loss of anything; it's just that | haven't been accumulating
things for me or you. There's always time for a sense of urgency. | want to avoid that for now. | don't
know though, maybe you're waiting for that, waiting and listening.

GARY HILL: Screenings. Garage CCC, 20.06.2010

Courtesy of the artist and Donald Young Gallery, Chicago
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Boiaenssa ¢oH, 1985/2008

B coaBTOpcTBE C [ldopaMem KBawewn n Yapnbaom LLteiHoM

Buaeo (uBeTHOE, cTepeo3ByK)

7'19"

Budeo «Beidensis ¢poH» bbisio co3daHo 0515 KosleKkyuoHHo20 uzdaHusi «Mckycemao JluMuHa:

npou3seederus lapu Xunna + “Beidenss ¢oH"» (bapcenona, Ediciones Poligrafa, 2009),
mupax 150 3Kk3eMnisipos, nodnucaHel U NPOHYMEPOBaHbI.

«Boidenss ¢poH», Kak u «Pacckaz npocmpaHcmao», (1985) 6bin CMOHTUPOBAH Ha OCHOBE Tpéxya-
coBoit Bugeosanucy B «CTyaun Butpasa» B bapputayHe, Hbio-Mopk. TaM e 6bin 3anucaH 1 Gunbm
Xunna «[loyemy ¢ sewamu makas Hepasbepuxa? ([asad, [lemyHus)», (1984). Ctoa apyr Hanpo-
Tve apyra, Keawa u LLITeiH 03ByuMBalOT NepBo3aneMeHTbl A3bika. [010CoBass MMNPOBU3aLIMA NPOXOAUT
Yepes ckonuiLa GpoHeM, Fae NePUOANYECKU Mbl «y3HaEM» CNoBa Wiy dpasbl. [iBUMeHUa kamepbl 1 Mo-
CTOAIHHas GOKYCUPOBKA 3epkasibHO O0TPaMKaKT MOCTPOEHHYI0 Ha TOHKKUX HIDAHCAX 3BYKOBYH 3Kcnpec-
CUI0, TECHO CBA3AHHYI0 C TENOABUMEHUSIMU U BbIpadeHNAMU NULL. [oloca HannbIBaloT ApYr Ha Apyra,
CTaHOBATCA TO rpoMYe, TO TULLE; TO Bbllle, TO HUMse. VIHOrAa OHM 3ByYaT B YHUCOH, MHOTAA Kak 6bl
6ecenyioT. IT0 ABHAA NOMbITKAa NO3BONUTb KOPHAM Si3blka FOBOPUTB 3a cebs.

FAPU XWUJ1J1: Bupeonokas. LICK «lapas», 20.06.2010

Figuring Grounds, 1985/2008

in collaboration with George Quasha and Charles Stein

Video (color, stereo sound)

7'19"

Figuring Grounds was created for the Collector’s Edition of An Art of Limina: Gary Hill's Works

and Writings + Figuring Grounds (Barcelona: Ediciones Poligrafa, 2009), edition of 150;
signed and numbered.

Figuring Grounds — like Tale Enclosure, 1985 — was edited from three hours of recordings made at
the Stained Glass Studio in Barrytown, New York, where Hill's Why Do Things Get in a Muddle? (Come
On Petunia), 1984, was also taped. Facing one another, Quasha and Stein begin vocalizing from
the very grain of language, and the improvisational search for voices passes through recognizable
swarms of phonemes with a possible word or phrase briefly coming into focus now and then. Camera
movements and continual focal play mirror the highly nuanced vocal expression, tightly coupled
with body and facial movements. The voices build upon one another, rising and falling in volume and
pitch, sometimes in unison, other times in “conversation”, in a seeming attempt to let the primary
roots of language speak for themselves.

GARY HILL: Screenings. Garage CCC, 20.06.2010
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Kpyr 3aMkHyncsa, 1978

(bbiBLIEE Ha3BaHuWe: «M3MeHeHUA Kpyra»)
Buaeo (useTHoe, 3BYK)
O®opwmart H0-maTuk; 325"

AyavnoBu3yanbHbIV AWANOr, KOTOPLIM 6bin rnaBHOW TeMol paboTt Xunna B koHue 1970-x rr, npea-
CTaBJ/IEH B 3TOM BUAE0 C 0CO6EHHOW TAKOHUYHOCTbI0. 34€eChb XYA0MHUK U3YYaEeT IUHIBUCTUYECKUE
W 371eKTPOHHbIE GEHOMEHbI, CBA3bIBAA UX C MAaTepPMabHOCTbIO Bellei. [lnockocTb n3obpaxeHus
pa3gesieHa Ha TpY YacTu. B HMMKHEN Mbl BUAUM [Be PYKU, CHATbIE KPYMHbLIM MAaHOM; OHM AeNnalT
KONIbLO M3 MeTanimM4vyeckoro npyta. BepxHas yacTb 3akpaHa nofesieHa Ha ABe YacTW MO BEpPTUKA-
nu. CnpaBa Ha M3MEHEHHOW 3NEKTPOHHBLIM CMOCO60M YEPHO-6e0i KapTUHKE MOMHO Pas3IMyuUTb
oyepTaHuA Yenoseka , crubatowiero npyT. Cnesa Ha YEPHOM Nosie NosBASAETCA 3eNEHbIN NyY (3kpaH
ocumnnorpada). HaunHaeTcs ¢unbM ¢ TOro, YTo aBTOP M3AAET MYMMKaLLNIA 3BYK, KOTOPbIN Npeo6-
paMaeT 3e/IEHbIV NyY B ApoMaLLuii Kpyr. Yem cunbHee 3BYK, NPOM3BOAMMBINA XWNOM, TEM YCTOW-
ymBee CTAHOBMTCA Kpyr. Tak Kak OH TPATMT 3HEPrUMI0 Ha TO, YTO6bI COrHyTb NpyT (B nogpasaHve
KpYry, NMOPOMAEHHOMY 3€/IEHBIM JIYYOM), Ero KyMMKaluMin rojioC HAMOJHAETCA HaMpAMEHUEM,
CTaHOBSAICb TO rPOMYe, TO TULLIe, B TO BpeMs, Noka crinbaet npyT. CooTBETCTBEHHO, 3IEKTPOHHbIN
Kpyr ToMe BMOpUpYeT, NyNbCUpPYeT, KPYMUTCA M BbIrMbaeTcA BMeCTe C HanpsMEHHLIM FONOCOM.
Kak ToNIbKO MpYT YOAETCH COrHYTb B KPYyr Ha YEPHON MOBEPXHOCTU, XUNN BbINPAMASETCA nepea
npeaMeTOM U U30AET HECKOMbKO ANMHHBIX MYMMaLUUX 3BYKOB, KOTOPblE MO3BOIAKT MOABUTLCA
BCE& 6onee u bonee ycToM4MBOMY Kpyry. MoMHO cuuTaTh, YTO MPYT U3 MeTania, 06MTOro Menbko
anxuMM4eckum ob6pasoM CBSi3aH C 3eNEHbIM dochopecLmpyOWMM CUTHANOM Ha ocuuanorpade.
Tak, paboTa npeBpallaeTca B HEKOe pUTyanbHoe npeacTaBneHune. bonee Toro, Mcnonb3yemsblit Xy-
[OMHUKOM NPYT U3rOTOBJIEH M3 TOFO M€ MaTepuana, C KoTopbiM Xuan paboTan B CBOMX paHHWUX
CKYNIbNTYPHbIX KOMMNO3ULMSAX. [T03TOMy Ha3BaHWE «Kpy2 3aMKHY/ICS» MOMET TakMke 0TCbINaTb HAcC
K KpaTKOBPEMEHHOMY BO3BpaLLEHWI0 MaTepUaNbHOro 06beKTa.

lapu Xunn: usbpaHHsie pabomel U aHHOMUPOBaHHLIU kKamasoz (Bonedcbype, XydomsecmaeHHoll
My3eli Bonbcbypaa, 2002), GHCR 29, c. 75-76

FAPU XWUJ11: Bupgeonokas. LICK «lapad», 20.06.2010

Full Circle, 1978
(former title: Ring Modulation)

Video (color, sound)
U-matic; 3'25"

In this work, the audio-visual dialogue that was a central concern of Hill's videos in the late
1970's is articulated with particular succinctness. Here the artist explores linguistic and electronic
phenomena by linking them to the materiality of things. The image plane is divided into three
sections. In the lower half, we see a close-up of two hands that are forming a circle out of a metal
rod. The upper half of the screen is vertically divided into two parts. On the right, the outlines of
the person bending the rod can be made out from an electronically altered black-and-white video
image. On the left, a green beam appears in a black field (screen of an oscilloscope). The work
begins with the artist making a droning sound with his voice that changes the green beam into
a wavering circle. The steadier the sound made by Hill, the steadier the circle becomes. As he
expends energy to bend the rod to mimic the circle emitted by the green beam, his droning voice
becomes full of tension, rising and falling in pitch as he bends the rod. Consequently the electronic
circle vibrates, pulsates, rotates, and collapses with the straining voice. Once the rod has been
bent into a circle on the black surface, Hill steadies himself before the object and emits several
sustained droning sounds, which causes an increasingly stable circle to be emitted. The copper-
coated metal rod could be viewed as having an alchemical relationship to the green phosphor
signal emitted by the oscilloscope, thus making the work into a kind of ritual performance.
Further, the rod used is the same material Hill used in his early sculpture constructions; therefore
the title Full Circle might also refer to a momentary return to the physical object.

Gary Hill: Selected Works and catalogue raisonné. (Wolfsburg: Kunstmuseum Wolfsburg, 2002),
GHCR 29, pp. 75 — 76.

GARY HILL: Screenings. Garage CCC, 20.06.2010

o
[=]
o
=
©
-
¢4
]
jud
©
@
d=
=]
.
o
>
7]
o]
o
e
=]
o
o

o)



[hE

SOUND
OF ONE WY
CLAPPING W\
ONE HANS MIWD

CnyuaiiHoe npouciluectsue (oaHa YacTb U3 MHorux), 1982-83
Buneo (4épHo-6enoe, cTepeosByK)
7’30"

MepBble kagpbl 3TON YEpHO-6enoi MNEHKU MOKa3bIBAT HAM KBALpPAT, KPYr WU TPEyrofibHUK Kak
OCHOBHbI€e 3/1IeMeHTbl popManucTckoro peneptyapa. OHM 06benMHeHbI 6yKBaMU U cnoBaMu, KOHGUry-
pauus KoTopbix MpeanonaraeT GopMy TpeyrosibHUKa. B To #e BpeMs 3BykU CBA3aHbI C BU3YaibHbIMM
3feMeHTamu: bapabaHHas Apobb C KBaAPaTOM, FPOXOT Tapenok C KPYroM, a FOpTaHHbIN NPOTAMSHbIN
3BYK — C TpeyronbHukoM. lMocie nepBoii KOHKpeTU3auMU aMopHble 3NeKTpoHHble dopMbl (Mou-
TW KaKk NpU B3rnAge Ha CO3Be3auA, Ha 400 MOMEHTA MOABAATCA NTMLA, pbiba, 3Mes 1 NArywKa)
TepATCA B abCTPaKTHBIX CTPYKTYpaXx, a OTAE/IbHbIE C/I0BA U NPEAJIOMEHUs BLICTYMNAT B Ka4yecTBe
KOHTpanyHKTa. 3Ta Urpa Meay A3bIkoM 1 06pa3oM BbICTPAUBAET CTPAHULLY, 3aM0SIHEHHYH TEKCTOM:
«MCcYe3aloLiMe TOYKWU» BHWU3Y CTPaHULbI OKA3blBAKTCA «TOYKaMU UcUYe3HOBEHUA». bykBbl, koTopble
BHa4ane coCTaBiAAM NUpaMuay, NPeBPSALLAOTCA B MOYBY, U3 KOTOPOW BblpacTaeT GykBeHHoe gepe-
BO — €ro /IMCTbA MafjaloT Ha 3eMN0 NMoA06HO NMepcoHaMsaM, YacTUYHO obpa3ys cnoBa. Xwnn co3pa-
€T HeKylo xopeorpaduio MbiC/iv, OAET TONYOK PA3BUTUIO HAMNPSXEHUSE Mexsay 06pasamm U YCTHOW Unn
NUCbMEHHOM peybto. Ha TEKCTOBOM ypoBHE oH 0bpallaeTcs k 3GeMepHOCTU IMHMBUCTUYECKUX 3HAYEHUN
B A3blke. My3blkasibHble 1 3BYKOBbIE 3/IEMEHTbI NOAYEPKMBAIOT XapaKkTep OTAE/NbHbIX 3MM3040B U CII0M-
HY0 UHTEPTEKCTYaNIbHOCTb 3TOr0 NPOU3BEAEHUS.

lapu Xunn: N36paHHble pabomel u aHHOMUPOBaHHbIU kamasnoz (Bonbpcbypa: XydoxecmaeHHbll
My3el Bonbgcbypaa, 2002), GHCR 46, c.102-104

FAPU XWUJ11: Bupgeonokas. LICK «lapad», 20.06.2010

B L INE OF

REARSOMN

Happenstance (part one of many parts), 1982-83
Video (black-and-white, stereo sound)
7'30"

The opening sequence of this black-and-white work shows the square, circle and triangle as the
basic elements of the formal repertoire. They are joined by letters and words, whose configuration
suggests the shape of the triangle. Simultaneously sounds are linked to the visual elements: a bass
drum to the square, crash cymbal to the circle and a kind of ‘twang' sound to the triangle. After first
concretizing themselves, amorphous electronic forms (almost like reading the stars, a bird, a fish,
a snake and a frog seem to appear if for only moments) become lost in abstract structures as indi-
vidual words and sentences play counter point. The interplay between language and image builds to
a text filled page: “vanishing points” which shifts down the page into “points vanishing.” The letters,
which initially morph to a pyramid, now turn into the humus from which grows a letter tree whose
leaves fall to the ground as characters, partially forming words there. Hill is creating a kind of cho-
reography of thought, which as already seen in Videograms (GHCR 43) — gives rise to an area of
tension between the images and the spoken or written texts. At the textual level, he addresses the
ephemerality of linguistic meanings inside the ‘nature’ of language. Musical and sound elements
underscore the character of the individual passages and the complex intertextuality of the work.

Gary Hill: Selected Works and catalogue raisonné. (Wolfsburg: Kunstmuseum Wolfsburg, 2002),
GHCR 46, pp. 102 — 104.

GARY HILL: Screenings. Garage CCC, 20.06.2010

Courtesy of the artist and Donald Young Gallery, Chicago
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CnyyaiiHoe npouciuectsune (oaHa YacTb U3 MHorux), 1982-83
Buaeo (4épHo-6enoe, cTepeosByk)
7’30"

3anucb MNPOM3HOCUMOr0 TeKCTa:

3JTa, Ta ¥ apyras Belb. Beww. MpounsongyT kakue-Tto Bewwm. CnyvanHoe npoucwectsue. Ctos B
CaMoi ryLe Bellen, Kkak Nankun B rpasu.

[a 3y6 nalo, A HUKOrAa M He MeYTasl 0 TaKOoM, Kak 3T0. 3To He Mo feJy, HacyLHble BONPOCbl — 3TO
coBceM gpyroe. 3To byaeT He My3blka U TaHel, a pasB/ieyeHue, COBCEM Jpyras Bellb.

Ha 3To 5 HaTKHYNCA, rynAs B Necy, BOT 0 YEM CTOMT NMOPa3MbIC/IUTL Yepes Apyrue BeLuy.
Mcuesatowme ToUKkn.

Bewu. NMpowu3oigyTt kakue-To Bewy. CTosi B rpobHULLE C MyMUeW, CNIPOBOLMPOBAHHASA MbICHb,
ollapalleHHbIV aBuMKyLLel cuno aepeBa. CyykoBaTtas mpupoaa ero 6bITUsA, To, Kak OHO MoceLlaeT
XpaMbl U CBOJ Y4MT Teno/ayx 6biTb HaNPAMEHHBIM — rOBOPUTH C OTKPLITLIM PTOM. CoBa NpMXoanT,
cnywmnte ux. Ux HuuTo He okpyaeT. OHM OTKPbITHI, OHU FOBOPSAT TOJIbKO O cebe, U Y HUX Ha TO ecTb
NpeBOCX04Has NPUYKNHa. 1 roBOpPHO, 3TO 3aCTaBNAET UX packpbiTbcs. OHM Kak oneHu B mone, U eciu
A NPUBNMAKAICh K HUM CIIULLKOM BbICTPO, OHM PAacTBOPATCA B CYTU Belled. MonyaHue Bceraa
34ecb — 34eCb MOJIYaHME, KOr4a A OCTAaHAB/IMBAKOCh MEPEBECTMU AblXaHWe, KOraa A BUMY BeLlu, OT
KOTOPbIX 3aXBaTbIBAET AYX.

I'Iepeaon HANMMCAaHHOro TeKCTa:

(B TpeyronbHUKe) — 3BYK OOHOM PYKK, XJIOMAOLLEN B CO3HAHUM OHOIO YeNoBeKa
(BHU3y 3KkpaHa) — He nyTaTb ¢ ApyruM 6apabaHHbiM HoMepoM...1, 2,3, 4, u, Tak, fanee, u, ToMy,
nogob6Hoe.

(B TpeyronbHuke) — Co3HaHWe 0AHOrO YeNoBeka, XonalolLee B 3BYKe 3aKpbIToN PyKM.

(BHM3y 3KkpaHa) — B onpepenéxHbIii MOMEHT 6bil 3aMeYeH Apyron MoMeHT. B apyroit onpege-
NEHHBbIN MOMEHT Haj ApYrMMM Bellamu NpoBeAeHa NIMHWA paccyxaeHus. Takum obpa3om apyras
1Aes Takoea... YTo CMbIC/ CyLLecTBOBaHWS 3aMMCTBYET OT Bellel Ha 0604YMHE UCUE3AtOLLMX TOYEK
3peHus.

Hwuuto Pasroesop MonyaHune Tam

FAPU XWUJ11: Bugeonokas. LICK «lapam», 20.06.2010

Happenstance (part one of many parts), 1982-83
Video (black-and-white, stereo sound)
7'30"

Transcription of spoken text:

This, that and the other thing. Things. Things are going to happen. Happenstance. Standing in the
thick of things like sticks in the mud.

Cross my heart, hope to die, | never dreamed the likes of this. That's beside the point, the issues
at hand are other things. This is not going to be a song and dance, that's entertainment, another
thing altogether.

This is something | came upon while walking in the woods, that's ground for thinking through
other things.

Vanishing points.

Things. Things are going to happen. Happenstance. Standing in a mummy's tomb, thought pro-
voked, dumbstruck by the momentum of a tree. The gnarled character of its being, the way it visits
the temples and the groin teaching the body/mind to be taut — to talk with your mouth open.

The words are coming, listen to them. Nothing surrounds them. They are open, they speak of noth-
ing but themselves with perfect reason. | am talking, | am talking them out into the open. They

sit like deer in a field, if | approach them too quickly they fade into the quick of things. Silence is
always there — there is silence when | stop to take a breath, when | see breathtaking things.

Transcription of writen text:

(in triangle) The sound of one hand clapping in one man's mind.

(bottom of screen) Not to be mistaken for the different drummer number....1, 2, 3, 4, so, on, and,
so, forth.

(in triangle) One man's mind clapping in the sound of a closed hand.
(bottom of screen) At a certain point another point is noticed. At a certain other point a line of
reasoning is drawn upon other things. Therefore, the other point is this....That the raison d'etre

draws from things on the wayside of vanishing points of view.

Nothing Talking Silence There

GARY HILL: Screenings. Garage CCC, 20.06.2010

Courtesy of the artist and Donald Young Gallery, Chicago
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O6nacTtb kaTacTpodbl, 1987-88
Buaeo (useT, cTepeosByk)
Oopwmart H0-matuk; 43'51"

BnoxHoBneHo poMaHoM Mopuca bnaHwo «TomMac TeMHeil», rae repoem Npov3BeaeHNs ABIAETCA ero
yuTaTenb (U 3To MoMKeT 6biTb caM BnaHLo). B BuAeo ponb ToMaca UCMONHAET XU, KOTOPbIA eLé
6onee 3anyTbiBaeT OTHOLIEHWUS B KHUre, Aenas U3 GuiabMa HeuTo BpoAe «TpaHCKpeauun». «Yuta-
TeNb» 0KA3bIBAETCA B MUAKOM TEKCTE, Kak eCNu 6bl OH NPOCHYNCA OT TOro, YTo ToHeT. 06pa3bl Mops,
MOXMLL@ILLEro CyLly — MaseHbKKUe ropku Necka pacnafaloTca U pyLLIaTCs — NepeMeMsalnTcs 04eHb
KPYMHBLIMW MIaHaMK TeKCTa U GaKkTypbl CTPAHWUL, U CAMON KHUTMU, KOTOPYIO 3aAMBAKOT BOJIHBI OKeaHa.
CueHa 3a CLieHoi YnTaTenb NbiTaeTcA BHOBb BOWTU B KHUTY TOJIbKO 3aTeM, YTOObI 0Ka3aTbCs YacTbio
CHOB U ranniouuHauuin. ToMac/Xunn YuTaeT KHUry, KOrAa BHE3AMHO OLLYLLAET, YTo coBa Habnwoaa-
10T 3@ HUM. 3aTeM MepcoHa MepeMsMBaeT KHUTY Kak Nec CNoB, Yepe3 KOTOpbIA OH NpobuBaeTcs.
Cnepytollas rnaBa 3acTaéT ero B CBOE KOMHATE B OAMHOYECTBE, HOYbK, CTPAJAloLLEro CTPaHHON
60/1e3Hb10, U3-33 KOTOPOII CO3epLIaHNE TEKCTA BbI3bIBAET Y HEFO MECTOKYI0 PBOTY. TeKCT MpocaymBa-
eTcs BO BCe chepbl #U3HM uuTaTens. Monaran, YTo OH BCE eLLé cnocobeH Ha To, YTobbl NpebbiBaTh
B 0bLLecTBe, NepcoHas 0TNpaBaseTcs Ha obed c rpynnoi NocTosAnbLEeB rocTuHuLbl. Mx 6ecena npe-
BpaLLaeTcs B OTAe/bHbIE CNOBA, KOTOPbIe, N0A06HO Necky, pacnaaaloTCcs U CMbIBAOTCSA NPOYb, @ BMe-
CTe C HUMM U KaKYLLAACA BOSMOMNSHOCTb MOHUMaHUA. B mocneaHeil cLeHe Mbl BUAUM, YTO YuTaTenb/
Xunn ¢usnyeckn n AyXoBHO YHUUTOMNsEH. 0BHANSEHHBIW, CKOPUMBLUMIACA B N03e 3IM6PVOHA, OH NeMUT
B cOHCTBEHHBIX IKCKPEMEHTax Ha 6enoM X0N0AHOM NOoJly U JierneyveT HevTo Hepasbopuusoe. CTpaHULbI
KHWIW BbIPOC/IN U CTaNM MOHYMEHTaIbHBIMMY CTEHAMM C FTMFraHTCKUMM 6yKBaMU; OHW YrpoKatoLLLe HAaBUCAOT
Hafl Harkm TeIOM 1 CTaHOBATCSA ero TEMHULIEN.

lapu Xunn: U3bpaHHble pabomel u aHHOMUPOBaHHLIU kamasoz (Bonedcbypa: XydomxecmaeHHoil
My3el Bonbgcbypaa, 2002), GHCR 59, c.130-132

FAPU XWUJ1J1: Bupeonokas. LICK «lapas», 20.06.2010

Incidence of Catastrophe, 1987-88

Video (color, stereo sound)
U-matic; 43'51"

Inspired by the novel Thomas the Obscure by Maurice Blanchot wherein the protagonist of the novel
is the reader of the novel he is in (who may well be Blanchot himself). — In the video, Thomas
the protagonist is played by Hill which confounds the self-reflexive nature of the book's relation-
ships all the more, making the video something of a “transcreation.” — The “reader” begins in the
liquidity of the text almost as if he were waking from drowning. — Images of the sea ravishing the
shore — small cliffs of sand eroding and collapsing — are inter-cut with extreme close-ups of
text and the texture of the page and book itself being flooded with ocean waves. — In scene after
scene the reader attempts to re-enter the book only to find himself a part of intense dreams and
hallucinations. — Thomas/Hill reads the book, when, suddenly, he feels he is being watched by the
words. — The character then experiences the book as a forest of words he is fighting through. —
Another “chapter” finds him alone in his room at night, overcome by a strange illness, in which the
vision of the text has him vomiting violently. — The text infiltrates the reader’s entire experience.
— Thinking he is still capable of functioning socially, the character finds himself at dinner with a
group of hotel guests. — Their conversation turns into isolated words that, like the sand, erode and
wash away with seemingly all possibilities of meaning. — The final scene shows the reader in the
form of Hill physically and mentally destroyed. — Cowering naked in the fetal position, he lies in
his own excrement on a white-tiled floor, babbling unintelligible sounds. — The pages of the book
have grown into monumental walls with colossal letters that menacingly surround and imprison the
naked body. —

Gary Hill: — Selected Works and catalogue raisonné. — (Wolfsburg: — Kunstmuseum
Wolfsburg, 2002), GHCR 59, pp. 130 — 132.

GARY HILL: Screenings. Garage CCC, 20.06.2010
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MocpenHuyecTso (K puMeiky «3By4aHuin»), 1979/1986
Bugeo (uBeTHoe, CTepeo3ByK)
Oopmat «l0-MaTuk»; 4'17"

«Hayvano pumeiika paHHeit pabotbl «3aydaHus» (1979), B KoTopoii A XOTeN1 pacnpocTpaHnTb ped-
NEeKCUBHOCTb KaMSA0ro TEKCTa Ha B3aMMOAENCTBUE MeMsaY PasNuYHbIMU pU3nYecknMm cybcTaHums-
MW — B JaHHOM Clly4ae MeMsay NeckoM U KOHYCHLIM rpoMKorosoputeneM. FpoMKoroBopuTenb 3a-
NMoNHAET 3KPaH, U A Ha4YMHa roBOpUTb, 06paLlasAcb K CaMOMy AMHAMUKy. 3TO COMPOBOMAAETCA
AaNbHeNW MU KOMMEHTApPUSIMU TOTO, YTO S AeNalo («...pyka BXOAUT B KAPTUHY...»). Pyka, HanosHeH-
Has NeckoM, BXOAUT B Kaap M Me[JIeHHO 3acbinaeT Mecok B pyrnop rpomkorosoputensi. UHToHauum
BUBPUPYIOT B ero pyrnope (MembpaHe), nocbinas KPyNuHKK Necka B Bo3ayx. Yem 6osblue A rosopio
0 TOM, YTO MPOMCXOAMUT, TEM BOMblUEe OHO W3MEHSET ABUMEHME U y30pbl Necka. BpemeHamu ronoc
cnvMBaeTCA C WypluiaHMeM necka. Pyka nossonser Bcé 6onblueMy u 60ablueMy KONUYecTBy Mecka
BbICbINATbCA Ha FPOMKOrOBOPUTENb, MOKA €ro KOHYC He ucyesaeT coBceM. [on0c loMaeTcs 1 3ary-
waeTcs. Korna AMHaMmK NonHOCTb0 Morpe6bEH Nod NeckoM, 3ByKK ronoca CTaHOBATCA OTAANEHHBIMY,
HO 3aMeyaTesibHO YUCTBIMUY.

FAPU XWUJ1J1: Bupeonokas. LICK «lapas», 20.06.2010

iy, B

4

Mediations (towards a remake of Soundings), 1979/1986

Video (color, stereo sound)
U-matic; 4'17"

“The beginning of a remake of an earlier work [Soundings, 1979] in which | wanted to extend the
reflexivity of each text in relation to the interaction between different physical substances—in this
case, sand—and the speaker cone. A loudspeaker fills the screen and | begin to speak, referring
to the speaker itself. This is followed by more declarations of what | am doing, ‘...a hand enters the
picture...." A hand filled with sand enters the picture and slowly releases it into the loudspeaker's
cone. Every nuance of speech vibrates the speaker's cone (or membrane), bouncing the grains of
sand into the air. The more | speak about what is happening, the more it changes—or feeds back
into—the movement and patterns of the sand. At times the grain of the voice seemingly merges
with what is experienced as ‘sand.’ The hand allows more and more sand to trickle onto the loud-
speaker until the cone is no longer visible. The timbre of the voice crackles and is radically muffled.
When the speaker is completely buried, the voice sounds distant but remarkably clear.”

GARY HILL: Screenings. Garage CCC, 20.06.2010
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NMocpenHuyecTBo (K puMeiiky «3By4aHuin»), 1979/1986

3anucb NPOM3HOCMMOr0 TeKCTa:
© 1979 n 1986 — Tapu Xunn

roBopu

roBopu 33

33 aaa

ronoc

rofioc roBoputT

roBOPUT FPOMKO

rPOMKOrOBOPUTESIb XBANWUT rofioc
TPOMKO

3a Npegenamu KapTUHbI

n3obpaeHne gUHaMuKa

pYyKa BXOOUT B KapTUHY

rofioc BXOAMT B pYKY

pyKa HecéT nsBecTus

W3BECTWSA O rOJIoV pyke

ro/ioc B pyKe CTOUT ABYX B Necke

pyKa BXOOUT B KapTUHY

KapTUHa CTOUT MeHbLue 6e3 cnoB

BHYTPW C/IOB rOBOPSAT rofioca

rosioc yCuanBaeTcs Yepes roioc

rosioc 0bHaM<aeT ronoc, HecyLmii ronoca
NMOXOPOHbI rosioca

NMoOXOpOHbI rosioca

06HaMEHHbIN rofloc IEMUT B Necke
TbICiYa KPYMNUHOK rofioca

KPYNMHKAa roj0ca CMeLLaeTCcs U HECET BEJIMKUIA CTapbIi FoA0c
06HaMEHHDbIV rONI0C NIEMUT B MECKe
KpYNUHKK ByayLIEro cTekia 3a0CTPSAIOT roaoc
06HaEHHBIN roflocC IEMUT B Necke
3acTpAn B 3emne NjeHEHHbIV rofoc
3eMnd ronoca

rofioc Npu3eMasieT U3mesib4eHHbIe roN0ca Nog 3eMio
rofioc CBA3aHHbIW Nog 3emnen

HEeCeT rosioca noj 3emsio

rofioc XOPOHWUT NoA 3eMNéi

yaepMsuBasi MECTHOCTb

ronoc us-nod 3emMnu

rofioc TepAeT MeCTHOCTb

ronoc NoTepsiH U HanAaeH

06HaMKEHHbIV FONIOC JIEMUT B Necke

ene-efe rojloCOM MOMHO CKasaTb YTobbl 6bITb YCNbIWAaHHbIM
KaKkaA-ToO CTaA AUKUX FONIOCOB OfnpokunabiBaeT 3eMi0

FAPU XWUJ1J1: Bugeonokas. LICK «lapads», 20.06.2010  e——

Mediations (towards a remake of Soundings), 1979 / 1986

Transcription of spoken text:
1979 G 1986 by Gary Hill

speak

speak er

err aahh

a voice

a voice speaks out

out loud

a loud speaker lauds a voice

out loud

out of bounds of the picture

a picture of a speaker

a hand enters the picture

a voice enters the hand

a hand bearing tidings

tidings of a bare hand

a voice in the hand is worth two in the sand
a hand enters the picture

a picture's worth less without words
within words speak voices

a voice peaks through a voice

a voice bares a voice bearing voices
voice burials

voice burials

a bare voice lies in the sand

a thousand grains of voice

a voice grain shifts bearing a grand old voice
a bare voice lies in the sand

grains of would-be glass sharpen a voice
a bare voice lies in the sand

stuck in the ground a grounded voice

a voice ground

voice grounds grinding voices underground
a voice bound under ground

bearing voices underground

voice buries underground

holding ground

a voice from the underground

a voice is losing ground

a voice is lost and found

a bare voice lies in the sand

barely a voice can be said to be heard
one herd of wild voices kicking up the ground

GARY HILL: Screenings. Garage CCC, 20.06.2010

Courtesy of the artist and Donald Young Gallery, Chicago

7



Pacckas npoctpaHcTtBo (nponor), 1989
Buaeo (useTHoe, cTepeo)
O®opwmar H0-matuk CIT; 4'00"

Mepea HaMu NOABAAETCA FOPU3OHTAsIbHAA MOBEPXHOCTb, 3aMOJSIHEHHAs CTPaHHbIMU MpeAMeTaMu:
KOCTAIMU, YepenaMu ManeHbKNUX MeKonuTaloLLnX, 6aboukaMu, opexamu U ApyruMu boTaHu4eckuMm
«HaAXoJKkaMW», pa3noMeHHbIMU Ha KPYrOM CToJie. 3TO MPeAMETHI, KOTOpPbIE Bbl MOMseTe cobpaTb BO
BPEMS MpOrynku B lecy — HO TakMe paKyLlkU U CKOMKaHHasA byMara c 3anucamu. Bcé aTto Belwuy,
obnapatoLume CMMBOIMKOW, 3HAKOMOI HaM MO HaTHPMOpPTaM vanitas ¥ cobpaHUAM, MOCBALLEHHbBIM
ecTecTBeHHol uctopuun. Kamepa aBuUraeTcs BOKpYr cTona, Noka3biBas NpeaMeThl, KoTopble, bnaroaa-
psi HebonbLLO rNy6uHe Gokyca, BOSHUKAIOT OAWH 3@ APYrMM U3 CBANEHHON B Kydy Konnekumu. Mu-
YU Yepen, KyCoK KOpbl UM KPUCTAM, KaMKYLLMIICA OCTPLIM Kak Urna, — a 3aTeM GoKyc cMellaeTcs,
¥ U3 TYMaHa BbIMJ/IbIBAKOT KOHTYPbI pakyLwKku. TakuM 06pa3oM KaMepa packpbiBaeT MUMONETHYIO Kpa-
COTYy MPeAMETOB, 0AHOMO 33 ApYrMM. Kadablin U3 HUX GUKCMPYETCA Ha A0S0 CEKYHABI , MPeMsae YeM
B34 06paTUTCA K ChepyloleMy o06bekTy. 3T0 NegaHTUUHOE GpOKycUpoBaHUe/pachoKycUpoBaHmue
NpOA0MKAETCA Ha MPOTAMNEHNM BCEN 3aNNUCH, B TO BPEMS Kak Paccka3yuk M3y4aeT COCTOSIHUE CBO-
€ro CO3HaHWS W ero OTHOLLIEHUS C OKpYKatoLMM MUpoM. OH BepbanuayeT cBou cO6CTBEHHbIE MbIC/U
Kak npexoasiuve 06BbEeKTbl B OHTONOrMYECKU COCPEAOTOYEHHOI vanitas yMa. PutMuueckn Bokanu-
30BaHHbIE CNOMM CMHXPOHM3MPOBAaHbI C (pOKYCUPOBAHUEM U pacnblBaHUEM KapTUHKKU. KoHeyHas
CLIeHa MOMeLLAeT 3puTeNA B POT paccka3unka, U OTTyAa OH BbIrnAabiBaeT Hapyy. Kak pa3s koraa
PaccKa3yuk OTKPLIBAET POT U HAYMHAET FOBOPUTb, CBET 3aMOJIHAET FOBOPSALLYIO NMYCTOTY, A3bIK ABU-
deTcs, a 3ybbl NepeEBLIBAIOT NMociejHUe COBa: «NPeAcTaBsAA MO3r binae YeM rnasax.

/7 TAPU XWUJJ1: Bugeonokas. LICh «lapa~», 20.06.2010

Site Recite (a prologue), 1989
Video (color, stereo sound)
U-matic SP; 4'00"

Appearing as a hazy horizon laden with strange objects, the scene comprises bones, skulls of small
mammals, butterflies, nuts, and other botanical “finds" spread out on a round table. These are ob-
jects of the kind that one might collect on a nature trail in a forest — but also shells and crumpled
notes. They are relics that suggest the cycle of life in a way familiar to us from vanitas still life
painting and natural history collections. The camera moves around the table, picking out objects
which, because of the shallow depth of focus, stand out one after another from the panorama of the
jumbled collection. A bird's skull, a piece of bark, or a crystal appear needle-sharp in the picture,
whereupon the focus changes and the contours of a shell emerge from the nebulous background.
In this way the camera discloses the transient beauty of the items one after the other, capturing the
beauty of each for a fraction of a second before focusing on the next object. This precise focusing/
unfocusing continues for the duration of the work, while a narrator explores his momentary state
of consciousness and relationship with the world, verbalizing his own thoughts as transient objects
in an ontologically focused vanitas of mind. The rhythmic vocalized syllabics synchronize with the
focusing and blurring of the image. And the final tableau places the viewer inside the mouth of the
speaker looking out. Just as the narrator opens his mouth and speaks, light enters the speaking
cavity, the tongue moves, and the teeth masticate the last words of the work: “imagining the brain
closer than the eyes.”

GARY HILL: Screenings. Garage CCC, 20.06.2010
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Pacckas npoctpaHcTeo (nponor), 1989
Buaeo (uBeTHoe, cTepeo)
®opwmart H0-matuk CI; 4'00"

3anucb MNPOM3HOCUMOI0 TeKCTa:

KaeTca, 3aecb HUKoraa HMYTO He aBuranu. EcTb 4To-TO, Noaxoasuiee noa nwboe onucaHue, YTo
MOMeT 6biTb TONIbKO NIOBYLLKOW. MoseT 6bITb, OHO BCE ABMraeTcsi NMPOMOPLMOHAIbHO, YHUUTOMAA
U3MeHeHWe U oTYyXaeHue cyaeHus. HeT, pacnpocTpaHseTca apyroi nopsgok. Bcé npoucxoaut
0AHOBPEMEHHO; A IULLb NOMexa, 3aBEPHyTan B caMy cebsi, KakoW-TO NpM3paKk, BaMNMpUYecku npo-
X04fALLMMN Yepes fiec, CKBO3b AepeBbs. TEMHbIN A3blk 3aKPbLIBAET BCE, KPOMe CTEH — KakuXx CTeH? Tex
CaMbliX CTeH, KOTOpble HUKOrAa He MEHAKTCA — MOE NPOCTPAHCTBO, TAKoe BENUKOJIENHOE U3AaNEK],
CTOUT Ha Kpato HebbITUS, CNOBHO YeTbIPEXHOrUM cToN. YTo 3T0? OCTPOB, K KOTOPOMY NPUBNUMAELLLCS
6eckoHe4YHo? BpeMeHHasi 3aMeHa Ha NyTu 0T «Koraa» k «rae»? Heuto, Hag YeM MOMHO CKNOHUTLCS
CO CBOMMM NIOKTAMMU, Kak NOAMOCTKM 6e3 onopbl, 0CHOBAHUA KOTOPbIX 3anaykaHbl CBUAETEIbCTBOM
HepacKpbITbIX MPecTynieHnin? BceoxBaTHOCTb BCEro 3TOro NpocavyMBaeTcs Hapyy, 6eMnT ckBasb
AbIpKU B MOUX PYKax U NPOJOMKaeT HeyaepMnUMo bexaTb, NepeBopavnBas CKkaJsibl, KOTOpbIE He cre-
AyeT nepeBopayvMBaTh, loMas x1eb, KoTopbli He AondeH 6biTb cnoMaH. ConHue B30MAET, U A He byay
3HaTb, YTO Aenathb ¢ HUM. Ero KntoB byaeT My4aTb MeHsl, Kak U ero MeffieHHoe ABUMEHUE, ABUMEHNE,
KOTOpOEe OHO M306peno, a i MOry NKLLIb MOBTOPATL. YeM TULLE U CNoKOWHee i CTAHOBIOCH, TEM MUBEe
KaMeTcs BCE ocTanbHoe. YeM Jonblue 5 ¥y, TEM BbiLLe CTAaHOBUTCA Ky4va ManeHbkux cMepTei. MNoa-
KpenneHue Tena — 6onblue He NOBOA ANS onpaBaaHus. CIMLWIKOM MHOrO BpeMeHW NPOXOAUT, YT06bI
3acTaTtb ero Bpacriox. CTonbko Bcero octaércs. HecoMHeHHo, BCE 3T0 MOMHO mocuuTath. Havatb
c noboro, NPoAoNMNUTL NHO6LIM APYrMM, NOKAa BCE HE COCYUTAHO U KOHCEHCYC He AOCTUrHYT. YTobbl
BCE MOr/o bblTb pasfiodeHo Mo NojioYkam B CBOEM MPOKBAHTOBAHHOM byiecke, Toraa BCE 3T0 3eM-
nA. 3T HabnogeHua. 3Ta cLeHa Nepeao MHOM cAeflaHa M3 CTOJIbKKUX NPOCTo BUAOB (M36MpaTesibHbINi
OKpYr MPUPOfbl), OHa CMANT, PaBHOAYLWIHAA K LEHTPOCTPEMUTENILHOM MCYE3al0LLEN TOUYKE, KOTOPYIO
MbILLJIEHUE Tak HEBEPHO MocTynupyeT. Mo3r, 3aHUMasiCb CBOMM JesioM, becnpepbiBHO KOHCTPYMPY-
eT 6eckoHeuYHble cepuu MajaMaTMBOB, 3alyMaHHbIX, YTO6bl COXPAaHUTb KAPTUHY — OAWH MOX0MUM
Ha BCe Apyrue, 3aepMuBaeT AblxaHWe Ha TbiCAYy C/I0B, a MOTOM BblAbIXaeT TOUMKA HOMb HOJb OAHY
KapTWHY. 3TOT NpefaTesbCkUi BO3BPAT, CBA3aHHbLIN C NMOHATMEM «Y MEHS rnas3a Ha 3aTblike», CBA-
3bIBAa€T MEHA C MOMM ABOWHWKOM, CTArMBaeT MOE 6biTMe A0 pa3MepoB NMPOCTOr0 C/OBAa, KOTopoe
06EpTbiBaET MUpP BOKPYr Moero pta. CBUTOK 6e3 WBOB BRETaeT MOE BMAEHME 06paTHO HAa MecCTo
— CMUWHA K CnuHe c caMuM cobon — 3dpdekT byMepaHra, obesrnaBnuBaeT nbble U Bce ranio-
umHaumu, octasnas (cMoTpu! cMoTpu!) HEBOOPYMEHHDIN MNa3, Clieasd 3a KaabIM BbICKA3blBaHNEM,
KOTOpOE B3/1aMblBAET CMajibHX BOCMPUATUA U BXOAUT Tyaa. A AONMEH CTaTb BOMHOM CaMOCO3HaHUA
1 NPUBECTMU B ABUMSEHUE CBOE TENo, YTobbl NPMBECTU B ABUNEHNE CBOM YM, YTOBLI NPMBECTU B ABM-
MeHWe C/oBa, YTobbl NPMBECTU B ABUMEHWE CBOM POT, YTOObI BbINPACTL HEYI0BUMOE MIrHOBEHME.
MpeacTaBnssa Mo3r 6nvxe YeM rnasa.

FAPU XWUJ1J1: Bupeonokas. L|CK «Tapam», 20.06.2010

Site Recite (a prologue), 1989

Video (color, stereo sound)
U-matic SP; 4'00"

Transcription of spoken text:

Nothing seems to have ever been moved. There is something of every description which can only be
a trap. Maybe it all moves proportionately, cancelling out change and the estrangement of judge-
ment. No, an other order pervades. It's happening all at once; I'm just a disturbance wrapped up in
myself, a kind of ghost vampirically passing through the forest, passing through the trees. A vague
language drapes everything but the walls — what walls? The very walls that never vary — my
enclosure, so glorious from a distance, stands on the brink of nothing like a four-legged table.
What is it? An island with a never-ending approach? A stopgap from when to where? Something
to huddle over with my elbows like trestles without tracks, the bases of which are scattered with
evidence of unsolved crimes? The overallness of it all soaks through, runs through the holes in
my hands and continues to run amok, overturning rocks that should not be overturned, breaking
bread that should not be broken. The sun will rise and | won't know what to do with it. Its beak
will torture me as will its slow movement, the movement it invented that | can only reiterate. The
quieter and stiller | become the livelier everything else seems to get. The longer | wait the more
the little deaths pile up. Bodily sustenance is no longer an excuse. Too much time goes by to take
it by surprise. So much remains. No doubt it can all be counted. Starting with any one, continuing
on with any other one until all is accounted for, a consensus is reached. That it can all be shelved
in all its quantized splendor, this then is the turf. These sightings. This scene before me made up
of just so many just views (nature's constituency) sits with indifference to the centripetal van-
ishing point that mentality posits so falsely. Brain, minding business, incessantly constructs an
infinite series of makeshifts designed to perpetuate the picture--the one like all others that holds
its breath for a thousand words, conversely exhales point zero zero one pictures. This insidious
wraparound, tied to the notion “I have eyes in the back of my head,” binds me to my double, im-
plodes my being to @ mere word as it winds the world around my mouth. A seamless scroll weaves
my view back into place--back to back with itself--the boomerang effect, decapitates any and all
hallucinations leaving (lo and behold) the naked eye, stalking each and every utterance that breaks
and enters the dormitories of perception. | must become a warrior of self-consciousness and move
my body to move my mind to move the words to move my mouth to spin the spur of the moment.
Imagining the brain closer than the eyes.

GARY HILL: Screenings. Garage CCC, 20.06.2010

Courtesy of the artist and Donald Young Gallery, Chicago
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MouyeMy c BewlaMmn Takaa Hepasbepuxa?
(DaBan, MetyHua), 1984

Bugeo (uBeTHoe, cTepeosByk)
KaTyweyHas 2-x groMmoBas neHta; 32'00"

310 nepBas U3 paboT Xunna, ANA KOTOPOW OH CMELMaNbHO Hanucan cueHapuit. HasBaHue cooTBeT-
CTBYET OTNpaBHOM Touke npou3seaeHus: Anuca B CTpaHe Yyaec cnpaluvMBaeT cBoero BCe3HaloLwero
0TLa, 0TYero C BeLlamu Takas Hepasbepuxa. OHM pasroBapMBalOT Ha METAIMHIBUCTUYECKOM YPOBHE
(To ecTb roBopAT 0 A3bIKE, UCMONb3YA A3bIK). Barnaa cKkBo3b 3epKabHOE CTEKNO GUKCMPYET U3MEHE-
HWe HOpMaJIbHOro NopsiAka Belueil. OTew BOBIXaeT AbiM U3 cBoew Tpy6ku, Anvca He MuraeT — eé rnasa
0CTalTCA LUMPOKO OTKPLITHIMU, @ UFPaJSibHbIe KApPThl NAAAOT CBEPXY MPAMO B PyKy AEBOYKU. A3bIK
repoeB KakoW-TO CMYTHbIN, @ BpEMEHaMM1 OH HernoHsATeH BoBce. [locTeneHHo NPOSACHAETCA NPUYMHa.
MoyTH BCe anu3oabl NPOUIpLIBAOTCA M NPOroBapUBAKOTCS 3a0M Hamnepes, Aa U caMy KacCeTy MOMHO
NocTaBUTb OT KOHLIA K HaYany, U TOrAa, Ha NepBbIv B3rNaa, AeWCTBUE CTaHET NPaBAoNoA06HbIM. 3TO
TakMe 06bACHAET, MOYEMY Ha MOCAeAYOWUIA B3NS4 ABUMEHUSA TESl MEPCOHAMEN BbIFISASAT CTPAHHO
MexaHudyeckumu. Xunn caenan oHeTUYeckMe NOMETKM MPOroBOPMBAEMBIX 33[0M Hanepea peyen
Anuchbl 1 ee oTua. B KoHLe nneHky, korga Anuca ctout nepep 3epkanoM, 6ykBbI BTOPOM YacTu Ha3Ba-
HuA «fJasad, [lemyHusi», nornvyecku NneperpynnupyTCA B «KOrAa-To AaBHbIM-AaBHO».

lapu Xunn: N36paHHble pabomel U aHHOMUPOBaHHbILU kamasnoz (Bonegcbypa: XydoxecmaeHHbil
My3el Bonbgcbypaa, 2002), GHCR 50, ¢.113-115

FAPU XWUJ1J1: Bupeonokas. LICK «lapas», 20.06.2010

Why Do Things Get in a Muddle?
(Come on Petunia), 1984

Video (color, stereo sound)
2-inch reel-to-reel; 32'00"

This tape is the first of Hill's works for which he deliberately wrote a screenplay. The title defines the
piece's starting point: Alice in Wonderland asks her omniscient father why things get in a muddle.
They then talk on a metalinguistic level (i.e. about language using language). A glimpse through the
looking glass reveals an inversion of the customary order of things. The father ingests the smoke
from his pipe, Alice does not so much blink her eyelids momentarily open as stare wide-eyed, and
the playing cards fall out of the air in an orderly manner into the girl's hand. The language of the
two protagonists is strangely slurred and partially incomprehensible. Gradually the reason for these
phenomena becomes clear. Almost all the passages are being played and spoken backwards, and
the tape can likewise be played backwards, with the result that at first sight the action appears
plausible. This also explains why at second glance the movements of the protagonists’ bodies look
strangely mechanical. Hill made phonetic notes of the texts spoken backwards by Alice and her
father. At the end of the tape, when Alice is standing in front of the looking glass, the letters of the
subtitle Come on Petunia logically regroup as “once upon a time."

Gary Hill: Selected Works and catalogue raisonné. (Wolfsburg: Kunstmuseum Wolfsburg, 2002),
GHCR 50, pp. 113 — 115.

GARY HILL: Screenings. Garage CCC, 20.06.2010
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MpunoeHune Kk pacckasy, 1985
Buaeo (uBeTt, cTepeosByk)
®opwmart H0-maTuk; 530"

B Hauane paboTbl Ha YepHOM dOHe To MOSABAAIOTCA, TO MCYE3AI0T OTAESbHbIe cloBa: «MuUnu-6biiu He-
KMe CyLLeCTBA, KOTOPbIE BO3HUK/M, KOTAA 3aroBOpUAN...». [1o Mepe NpogoNXeHUs TEKCTA, Mbl CJIbILLIMM
rojioca ABYX MyMU/H U BUAMM UX NIULIA KPYNHBIM NiaHoM. Bo BpeMs 3anucu oba akTepa Mornu BUaeTb
cBOe M306paeHne B MOHWUTOPaX, HabNloaaTh 3a ero MoOAYNALMAMU, MEHATb MUMUKY U KecTbl. Bpems
OT BPEMEHU Ha NJI0CKOCTM U306paMeHUs BO3HUKAOT 0bpasbl BbICTPO ABUMYLLMXCA pyk, Oxopa KBa-
LA Ha3bIBAET 3T0 «COMaMyapa». 13-3a BbICOKOW CKOPOCTY ABUMEHUI HEKOTOPbIE KaAapbl Pa3MbIThl,
1 PYKM CTAHOBATCA NOX0MMUMM Ha Nnamsl. [o10ca Ha NNeHke BbICTPOEHbI B COOTBETCTBUM APYT C APYroM,
OHW 3BYYaT TO FPOMKO, TO TWUXO, NOPOI B YHUCOH, @ UHOrAa ByaTo BeAyT Avanor B NOMbITKE OTbICKATb
NepBOOCHOBLI A3blka. Kamepa Xunna «BbIkopyeBbIBaeT» caMy GU3nNYecKyio NoBepXHOCTb, Ha KOTOPOW
MOMHO 3adUKCcMpoBaTb 3Ty peyb. Bugeo 6bino 3anucaHo Ha ctyauu Stained Glass B bapputayHe, wrat
Hbio-Mopk, Tam e, rae u paboTa «/loyemy c GewjamMu makas Hepa3bepuxa?».

Fapu Xunn: U3bpaHHbie mpydbl u aHHOMUPOBaHH.IU Kamaioea. (Bonbgcbypa: XydoxecmaeeHHoil
My3eli Bonogcbypaa, 2002), GHCR 51, c. 116 — 117.

FAPU XWUI1J1: Bupeonokas. LICK «lapads», 20.06.2010

Tale Enclosure, 1985

Video (color, stereo sound)
U-matic; 5'30"

Tale Enclosure begins with a black background into which individual words are first inserted and
then disappear: “Once upon a time certain beings arose only as they spoke..." As the text continues,
the voices and close-up images of two men come into play. During the recording, the performers
were able both to observe themselves on a monitor as they responded to a continuously changing
image of themselves and to modulate the image with various body and facial gestures. At times the
image plane fills with rapid hand movements that George Quasha calls “somamudra.” Owing to the
speed of the movements, some of the shots are necessarily blurred, taking on the look of fire. The
voices build upon one another, rising and falling in volume and pitch, sometimes in unison, other
times in ‘conversation’ in a seeming attempt to track down the primary roots of language. Hill's
camera roots out a bodily surface in which this evolving language can be written. The work was
recorded at the Stained Glass Studio in Barrytown, New York, where Why Do Things Get in a Muddle?
(GHCR 50) was also taped.

Gary Hill: Selected Works and catalogue raisonné. (Wolfsburg: Kunstmuseum Wolfsburg, 2002),
GHCR 51, pp. 116 — 117.

GARY HILL: Screenings. Garage CCC, 20.06.2010
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BocnomuHaHusa o MNapanuHreae, 2000
OAHOKaHaﬂbHaﬂ BM,ﬂeO/3B\/KOBaﬂ UHCTANNAuuA

PaboTa npeacTtaBnsieT coboii 0AHOKaHasbHYIO NPOeKLM0. BHayane Boaneke NosBNAETCA MEHLLMHA,
OHa NpeoAosieBaeT HEKOEe NPOCTPAHCTBO, HAMpPaBAAACh K 3pUTeNto 40 Tex Nop, Noka ee Lo He 3a-
nosiHAeT Becb 3KkpaH. 3aTeM oHa obxBaTbiBaeT cebs pykamu U usgaet GanbLeTOM YAUBUTESIbHbIE
3BYKU. [PUMUTMBHOCTb 3TUX 3BYKOB — Kak BOCMOMMWHAHWUA O ApeBHeN curHanbHom cucteme. 060-
3HayeHHas 3[eCb TOHKaA rpaHULa, OTAENALWASA A3blK, My3blKy, MPU3bIBbl U KPUKKU XMBOTHLIX, MOA-
YepKUBAET HEeMpoHWLaeMyo Npupoay 3Byka. Bo3aMoMHO, 3T0 co3aacT y CTOpOHHEro HabnwpaTens
OLLyLLeHMEe MEeCTa U BPeMEeHU, Fae OH He AOMMEeH HaxoanTbeA (MNM He HaXoAWTCA ceivac), HeKoM
napannenbHoi peanbHocTu. NepeXunBaHMe 3TUX OLLYLLEHWI CTAHOBUTCSA /19 3pUTeNs YyBCTBOM Tpe-
BOMHOM 61M30CTU K JaNekoMy U HEeM3BECTHOMY MPOLUIOMY WM ¥e NPOH3UTeNbHOMY byayliemy,
ornacHou 061acTu 3HepreTUYECKnUx CBA3EM, NMOXOMMUX Ha 3NIEeKTPUYECKYIO AyrY.

FAPU XWUJ11: Bupgeonokas. LICK «lapad», 20.06.2010

Remembering Paralinguay, 2000

Single-channel video/sound installation

In this single-channel projection work, a woman emerges from a distant point and struggles across
an unknown gap or space until her face fills the screen, at which point she gathers herself and
begins to make a series of startling sounds in extreme falsetto. These sounds seem to be of a very
primal nature like reminiscences of an ancient signal system. The thin line between language, mu-
sic, callings, and animal screams underscores the impenetrable nature of the sound. Perhaps the
passerby is left with the sense of coming upon a place and time where one should not be (or just
isn't!): a parallel reality. The realization leaves one uncomfortably close to an unknown distant past
or an acute future, a field of dangerous energy-seeking connection like that of arcing electricity.

GARY HILL: Screenings. Garage CCC, 20.06.2010
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PACMNUCAHMUE: lMporpamma XI Megna Dopyma

19 uioHn, cyb660Ta

MocKoBCKUiA My3el COBPEMEHHOIO UCKYCCTBA:
20:00 — OtkpbiTHe BbicTaBkK Transitland — BugeoapT BoctouHom u LieHTpanbHoii EBponbl 3a 20 ner:
co BpeMeHu nagenus bepnuHckom cteHbl n o 2009 ropa

Kny6 «ConfiHka»:
23:00 (cbop rocreit), 00:00 (Hauano) — OtkpbiTve Megua ®opyma, roe coctoutcs live-neppopmac
KyNbTOBbIX ceTeBbIx XyaoMsHukos JODI, 4D-BeyepuHka

20 uioHA, BOCKpeceHbe

LleHTp coBpeMeHHOM KynbTypbl «lapaM»:

15:00 — Macrep-Kknacc MeauaxyaosHuka Aupu Cana (An6aHusa, ®paHuma)

17:00 — Macrep-knacc MeanaxyaoHukos JODI (Benbrus, Huaepnanab!)

20:00 — Bupeonop6opka Haubonee nssecTHbix pabot Fapu Xunna (CLLA) u ero mactep-knacc

Kny6 «ConsiHka»:
21:30 — MepaunaapT-BeyepuHKa, nyywme pabotbl Japan Media Arts Festival B kny6HOM ¢popMaTe

21 vioHA, NoHeaenbHUK

LleHTp coBpeMeHHOM KynbTypbl «lapaM»:

15:00 — [nckyccun «BupeoapT co BpemeHn nageHns bepnanHcKoi cTeHbl» € y4acTMeM KpynHemLwmnx
MCKYCCTBOBEJOB U KPUTUKOB

18:00 — MacTep-Knacc XyAoHWKa W TeopeTika HoBbiX Meana JroHa bynHe (FepMaHusa) Ha Temy
«Marketing, the way of realizing short video loops of 30-180 seconds»

GMG Gallery:

20:00 — OTkpbITUE BbICTABKM KIACCMKa aMepUKkaHCKoro Bugeonckyccrea Fapu Xunna (CLLA)

Kny6 «ConsiHka»:
21:30 — Mokas3 nyywmx pa6ot PRIX Ars Electronica (AscTpus)

22 VIOHSA, BTOPHUK

LleHTp coBpeMeHHOM KynbTypbl «[apaM»:
17:00 — Macrep-knacc MegmaxyaodHuLbl Munuusl Tomny (Cep6us)
19:00 — TemMaTuuyeckuit nokas Transitland: YacTb nepasi — «BHe pamMok»

WUHcTuTyT Meauna, ApxutesTtypbl u iusanHa «Ctpenkax:

21:30 — NpesenTaums meauadectusans Ars Electronica (ABcTpusi) c KOMMeHTapuaMu kypaTopa bbsiH-
ku lNeTwwep

23:00 — Mokas nyuwmx pabot PRIX Ars Electronica (Asctpus)

23 vioHA, cpeaa

LleHTp coBpeMeHHOM KynbTypbl «lapaM»:
15:00 — TemaTnueckuit nokas Transitland: YacTb BTopas — «[JokyMeHTauus»
17:00 — TemaTuyeckmit nokas Transitland: Yactb TpeTbsi — «[llepdpopmaHc»

MHCTUTYT Meauna, apxuTeKkTypbl 1 au3anHa «Ctpenkax:

21:30 — MNpeseHTauma pectusans PIKSEL (H opeerus) c koMMmeHTapuamMu ampextopa dectmsans Mmcnm
OponcnaHaa

23:00 — Bupaeonokas nyywwmx pabot pectusans Transmediale (FepMaHua) ¢ KOMMeHTapUAMM Kypa-
Topa Mapkyca Xy6epa

FAPU XWUJ1J1: 3putennb

SCHEDULE: XI Media Forum Programme

19 June, Saturday

Moscow Museum of Modern Art:
20:00 — Transitland exhibition opening — Video art from Central and Eastern Europe for 20 years:
from the fall of the Berlin Wall to 2009

Solyanka Club:
23:00 (Pre-party), 00:00 (Opening) — Media Forum opening party, a live performance by the JODI
trendy net.artists, 4D-party.

20 June, Sunday

Garage Center for Contemporary Culture:

15:00 — Workshop by Anri Sala (Albania, France)

17:00 — Workshop by JODI (Belgium, Netherlands)

20:00 — A selection of Gary Hill's (USA) most famous video works and his workshop

Solyanka Club:
21:30 — Media art party, the best from Japan Media Arts Festival in the club format

21 June, Monday

Garage Center for Contemporary Culture:

15:00 — «Video art after the fall of the Berlin Wall» panel discussion with the participation of major Rus-
sian and foreign critics, artists and art historians

18:00 — Workshop by Egon Bunne (Germany) — «Marketing, the way of realizing short video loops
of 90-180 seconds»

GMG Gallery:

20:00 — Gary Hill exhibition opening

Solyanka Club:

21:30 — Best of the PRIX Ars Electronica (Austria)

22 June, Tuesday

Garage Center for Contemporary Culture:
17:00 — Workshop by Milica Tomic (Serbia)
19:00 — Transitland screening: Part | «Out of bounds»

Strelka Institute for Media, Architecture and Design:
21.30 — Ars Electronica presentation with the comments by curator Bianca Petcher
23:00 — best of the PRIX Ars Electronica (Austria)

23 June, Wednesday

Garage Center for Contemporary Culture:
15:00 — Transitland screening: Part Il «Documentation»
17:00 — Transitland screening: Part Il «Performance»

Strelka Institute for Media, Architecture and Design:

21:30 — PIKSEL festival (Norway) presentation with the comments by Gisle Fraysland, the festival
director

23:00 — Best of the Transmediale festival (Germany) with the comments by Markus Huber, the
festival curator

GARY HILL: Viewer
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FAPU XWUNN: 3putenb
GARY HILL: Viewer

M.: 2010, 88 c.

Cratyc Mapu Xunna kak nMoHepa u kno4eBoi ¢Urypbl B UCTOPUM BUAEOApTa MOFYT NOATBEPAUTL 30/10TOM
nes BeHeunaHckol 6ueHHane 1995 ropa, yyactue B IX Kaccenbckoi «[loKkyMeHTe», MepcoHaNbHas Bbl-
ctaBka B AMepukaHckoM MOMA, perynspHoe yyactue B 6ueHHane Myses «Whitney», akcnosuuusx Lientpa
MoMnuay M MHOMecTBO MpecTUMsHbIX Harpaa U rpaHToB. Ha camoM gene, Mapu Xunn — 370 0AWH U3 Tex
XYLOMHUKOB, KTO NPUAYMaJI, YTO Takoe BUAE0aPT U KakUM eMy bbiTb.

Gary Hill's place in the pantheon of contemporary video art is attested to by his many awards and
exhibitions — a Golden Lion at the Venice Film Festival in 1995; participation at the Documenta IX
in Kassel; solo exhibitions at MOMA in New York; frequent participation at biennales at the Whitney
Museum; exhibitions at the Pompidou Centre in Paris; and many other prestigious awards and grants.
Gary Hill is one of the pillars who shaped the video-art of today as we know it.

© GMG Gallery, 2010
© LleHTp KynbTypbl U UckyccTBa «MeanaApt/lab», 2010

http://www.gmggallery.com
http://mediaforum.mediaartlab.ru/
http://www.mediaartlab.ru,







