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«PaclumMpeHHOe KMHO — 3TO BOBCE

He KMHO: NOA0BHO HMU3HM 3TO NPOLECC
CTaHOBJIEHUA, HEMpPEKpaLLaloLLEeeCA
MCTOPUYECKOE BlieYEHME YeoBEKa
MaHWbeCTMpoBaTb CBOE CO3HaHME

3a ero npegenamu, NPAMO nepe,
rna3amMmm»,
IunH Axrénan

"Expanded cinema isn't a movie at all: like life it's
a process of becoming, man's ongoing historical
drive to manifest his consciousness outside

of his mind, in front of his eyes".
Gene Youngblood
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Onbra LLnwkKo

[MorpyeHnA: B CTOPOHY
TaKTUNbHOro KNHemaTtorpadca

«ABGCTpaKLUOHEpPbl C HOBOIO NNOTbIO CO3HaHUA»

«y pexunccepoB NOCTaHOBLUHUKOB OKa3anocChb B pyKax iMllb HOBOE€ Opy-

AUe NPpoU3BOACTBA, KOTOPbIM MOXHO BO BpeMeHU pa3BepThbiBaTb KApPTUHY.
3acHATb CBETOM AIBNEeHWE B KUHOKagpe, Kak paHbLle MOXHO 6bIN10 HanucaTb
cBeTOoM 3THAMUK. Ho He B aTom uenb HMHeMaTOFpad}a. Ero uenb B co3gaHuu
YUCTOINO UCKYCCTBaA».

HKasnmunp Manesuy

3HauuTenbHas YacTb TEOPETMKOB M NPAKTUKOB KMHeMaTorpada pac-
CMaTpUBaIOT ero He B Ka4ecTBe CaMOCTOATENIbHOMO BUAA TBOPYECTBa, a
KaKk nosBuBLLeecA B KOHLUe XIX Beka HOBOe Bblpa3uTesibHOEe CPeaCcTBO B
cucTeme M306pasnTenbHOro MCKyccTea. MIMeHHo Tak ero onwceisan Banb-
Tep BeHbAMKUH: «MOMKHO CpaBHUTL MOMOTHO 3KPaHa, Ha KOTOPOM AEMOH-
cTpupyeTcA ¢unbM, C MONOTHOM HMBOMMCHOIO Npou3seaeHua. Musonuc-
HO€ MOJIOTHO NpUINAaLlaeT 3PUTENA K CO3EPLAHUIO, Nepes, HUM 3pUTenb
MOMET NpeaaTbCA CMEHALWMM Apyr Apyra accouuaumnam. [Nepen, KnMHoka-
OPOM 3TO HEBO3MOMHO — e[Ba OXBaTMLLb ero B3rMAAO0M, KaK TOT y#e name-
HuncA. OH He nopaaeTca dukcaummn». C 0OHOM CTOPOHLI, GHNocod roBopUT
O KOPEHHbIX M3MEHEHNAX B CUCTEME BOCMPUATUA MUpPa U NPOU3BEAEHUH
MCKyCCTBA, CNPOBOLIMPOBaHHbIX KMHemaTtorpadom. C apyroi — HacTamnBaer,
4TO TONbKO M306pa3nTeNlbHOE MCKYCCTBO AaeT HaM MCTUHHYIO BO3MOMHOCTb
co3epuaHnA. BeHbAMMH BbICKa3biBaeT PEe3KYH KPUTHUKY KMHO, KOTOpOE ABU-
MEeTCA B CTOPOHY HappaTvBa, TO eCTb MMEHHO TaKoro Tvna gpuIbLMOB,

K KOTOPbIM Mbl MPUBbLIKITM CEroaHA.

UtanbaHckue dyTypmcTel B 1916 rogy B maHudecTe «PyTyprucTcroe
KWHO» OMPeaEeNnnn, KakuM OHW BUAAT HACTOALLEE KUHOMCKYCCTBO: OHO
«gedopmupytoLLee, MMMPECCMOHNMCTUYECKOE, CUHTETUYECKOE, AMHAMMYe-
CKoe, CBOBOAOMbBICTIALLEE”,

HKasnmump Manesuy, B cBOtO o4epeab, yBUAEN B pa3BUBatoLLLEMCA
KnHematorpade NPoCTPaHCTBO, B KOTOPOM MO-HACTOALLEMY MOMKET cebn
peann3oBatk XyAoHeCTBEHHbIM aBaHrapa. B ctatbe 1925 ropa «M nukytot
NTMKM Ha 3KpaHe» OH MUCaJT, YTO B KMHO AOMKHbBI MPUATH «aBCTPaKLMOHEpPbI
C HOBOIO NJIOTBIO CO3HaHWA». MiHaye KMHemaTorpag CTaHeT NPUCTaHULLLEM
«rnepeaBUHHUKOB» — ABUMEHMA, MPOTMB KOTOPOro BOCCTaBasIO MOAEP-
HUCTCKOE MCKyCCTBO: «HMHOrMas3 He BUOMUT B MPUPOOE HAYErO HOBOIO, OH
paccmaTpyBaeT NPUPOLY Yepes XyLOMECTBEHHLIM Maa wueonucua (Kpa-
COYHOrO CBETOMMCLA), BCIOAY BUAMT NMPUPOAy fM60 Mo NoneHOBCKOMY
rnasy, 1m6o no neposckomy, no Moxe, no LUnwkuny, Py6eHcy 1 Tak ganee.
RWHO BUAKMT NOKa TONBKO Ty M306Pa3nTENBHOCTE ABMEHWUM, KOTOPYHO BUAEN
XYOOMHUK-HUBOMNUCEL, — MOYT 3a NPaBAOK, B 3TOM OHWU CXOOATCA».

Olga Shishko

Immersions: Towards
the Tactile Cinema

“Abstractioners with a new flesh
of consience”

Production directors found themselves with a new pro-
duction tool in their hands, a tool for expanding a picture
in time. A tool for capturing a phenomenon in a film shot
using light just as they used to paint little studies using
light. But this is not the object of cinema. Its object is the
creation of art for art’ sake.

Kazimir Malevich

Many theorists, practitioners and critics view the
emergence of cinema not as a birth of a new kind of
art but as a creation of the camera as a new means of
expression for the artist. Walter Benjamin analyzed the
art of moving images from the viewpoint of the history of
art as a whole. He wrote: “Let us compare the screen on
which a film unfolds with the canvas of a painting. The
painting invites its spectator to contemplation; before it
the spectator can abandon himself to his associations.
Before the movie frame he cannot do so. No sooner has
his eye grasped a scene than it is already changed. It
cannot be arrested”. On one hand Benjamin says that
moving images change our worldview altogether and
change our treatment of a work of art as such. The work
of art starts moving. On the other hand he states that
only art gives us an opportunity to meditate and contem-
plate. The philosopher is afraid of the cinema that moves
toward narrativity and highly critical of it.

In 1916 in the Futurist Cinema manifesto ltalian
futurists called for the “deforming, impressionistic,
synthetic, dynamic, free-wording”cinema.

In his 1925 article And images triumph on the
screen Kazimir Malevich tells us that “abstractioners
with a new flesh of consience” should come to the cin-
ema, or else he feared a development of an “Itinerant
cinema”, a realist school against which the avant-garde
has risen in the beginning of the XXth century. “The film
eye does not see anything new in nature, it waches na-
ture with an artistic eye of a painter (using light), sees
nature through eyes of a Polenov, a Perov, a Monet, a
Shishkin, a Rubens and so on. Cinema as yet sees only
the pictorialism of phenomena that a painter used to
see — they both strive towards the truth”.

For artists the search for a cinema language was
first and foremost a search for new relations between



a human being and reality, a new world outlook, a

new way of thinking and perceiving reality. They have
discovered the camera in 1920's and they immediately
started making a moving painting form on the screen
canvas. These artists saw the camera as a tool that has
replaced the brush and was given to them to continue
the 8.5 millenial history of art.

During the whole XXth century major modern
artists have transformed and invented cinema forms. In
cinema they found a visual polyphony, an enchanting
layering of spaces, a possibility for several simultane-
ous realities to exist and an abundance of pathways for
imagination, which can be thought out by the viewer and
not given in the work itself. Futurists, Dadists, Surrealists
were the first to suggest their own versions of what to
do with the camera and the film. The stronger cinema'’s
position as a predominant kind of art, the more tempt-
ing was the idea to change not only its technology but
the very notion of creativity. It affected even the most
coherent adepts of contemporary art. Marcel Duchamp
and Fernand Léger created abstract pictures on the
canvas of the screen, Kazimir Malevich wrote drafts for
film scripts, Salvador Dali invented a theoretic concept
of new tactile cinema. It should be mentioned that the
majority of masterpieces of this era have become part of
the history of modern art rather than the cinematograph-
ic history. They are now kept in the collections of Centre
Pompidou in Paris and MOMA in New York.

As though summing up these explorations,
Kazimir Malevich pointed out in his article And images
triumph on the screen that “an artist-painter has pains-
takingly tried to paint nature and image with brush and
paint so that the image was seemingly alive, natural
in all its movements, its expressivity being one of his
major efforts. But as a result of these efforts an artist
managed to arrest upon a static canvas just one im-
pression of this movement in one frame. The artist has
stayed in this hopeless and desperate position until
on one hand the technology of cinema was invented

1. 3D visualisation of «lmmer-
sions. Towards the Tactice
Cinema» exhibition space
© Dina Karaman

Hna xynowHuKoB Havana XX BeKa KMHemaTorpag Obin NOMHLIM BO3-
MOMXHOCTEN CNocoboM MCCnefoBaHWA MUPa, OTHOLLEHWUIM YenoBeKa M
AENCTBUTENIbHOCTH, MOMCKOM HOBOIO MUPOBO33PEHUA M HOBOTO OCO3Ha-
HUA peanbHocTU. OHKM OTKpbINK Ana ceba KuHokamepy B 1920-x ropgax
W cpasy CTalv co34aBaTthb «Ha SKPAHHOM MOMOTHE» ABMHYLLUYIOCA GopMy
wuBonucu. MHorme ns HUX cumTanu, YTo KMHOKamepa KaKk CpeacTBo, CMe-
HMBLUEE KUCTb, AaHa ANA NPOJONKeHUA Bcer 8.5-TbicAveneTHen nctopmum
M3006pas3nTenbHOro MCKycCTBa.

Becb XX BeKk KpynHewnLime XyaoHHUKK M300peTanv HOBble KWHOPOPMbI
W TpaHcpopMHUpoBanu cyllecTaytowme. B cKkyccTBe ABuyLwmnxca obpasos
OHW HaxXOAMIKM BU3yaslbHYHO NMONMGOHKIO, BOBMOKHOCTb NOKa3aTb HECKOIbKO
peanbHOCTEN OAHOBPEMEHHO, HaNaAnTb MHTEPAKTUBHBIM KOHTaKT CO 3puTe-
nem wunu, Ha0bopoT, cozaaTb GOpPMY, AJ1A KOTOPOHM HE HYHHbI HU 3PUTESb, HU
pexmccep. PyTypuCTbl, AAAANCTDI, CHOPPETUCTLI NEPBLIMKA NMPELTOKMIU
COBCTBEHHbIE BEPCHM TOTO, HTO e MMEHHO HYXHO AenaTb C KUHOKamepowm
W KMHOMNNEeHKOW. Yem cunbHee KnuHematorpad yKpennanca B CBOeW Nnosu-
LK rMaBHENLLEro M3 UCKYCCTB, TeM BOMbLUMM AJ1A HUX BbIIO UCKYLLEHWEM
pafunKabHO U3MEHWTL C €ro MOMOLLbIO HE TOJNbKO TEXHMKY, HO CaM B3IMAL,
Ha TBopyecTBo. Mapcenb [rowaH, PepHaH Jlee cospaBanv abeTpak-
THblE KMHOKapTKHbI, Kasmmmnp Maneswy nucan cueHapui cynpema-
TUYECKOro aHnMMaumoHHoro ¢unema, Canbsagop danu pasmbiwnan o
BO3MOMHOCTH CO3AaHWA TaKTUNBHOMO KMHemaTtorpaga. bonblmnHcTBO
NpPou3BeaEeHNIM TOM 3MOXM CHMTAIOTCA CKOpee LeaeBpaMm COBPEMEH-
HOIO MCKYCCTBA, HEWenn KuHematorpada (M ceruac OHU XpaHATCA B
ronnekumsx Lientpa Mopma Momnmay n Huto-Mopkckoro MOMA).

Kak 6yanTto npeasuaa atu novcku, Kasmmunp Maneswy nucan, yto
«XYAOMHUK-HNBOMUCEL, C BENMYaNLLMM TPYAOM MbITANCA LWETUHOM W Kpa-
CKOWM Hanucatb NPUPOAY M JIUK TaK, 4TOObl OHK BbINK KaK XMBble, ecTe-
CTBEHHbIE BO BCEX CBOWX ABUHKEHUAX, AOCTUHEHWE BblPa3UTENBHOCTH
KOTOpPbIX COCTaBIIANO OOHO W3 ero HaurnasHeMwWwux ycunui. Ho B pesynb-
TaTe 3TUX YCUIMIA XYAO0MHUKY B CTaTU4ECKOM XOJCTE yaaBanocb GUKCUPO-
BaTb JIMLIb OOHO BrieyaT/ieHne 3TOro ABUMEHMA B OOHOM Kaape. B Takom
6€e3BbIXOOHOM 06PEYEHHOM MOSIOKEHWUM XYAOKHWK OblN A0 TEeX Nop, MoKa,
C OAHOW CTOPOHBI, TEXHWKa M306pena KMHO U JOCTUITA BOCNpOoM3Beae-
HWA He BneYyaTtNeHus, a LENCTBUTENbHOIO ABUKEHMA, a C APYroM — YacTb

10 -11



HMBOMMUCLUeB yACHKWNa cebe BOMNpPOC: «4T0 eCTb HMBOMWUCH U YTO ECTb
MCKYCCTBO”. C atoro momeHTa MCKYCCTBO pacnasioCb Ha ABa OCHOBHbIX
pasaeneHna: ogHn ctanm npegMeTHMKamMmu (HOHerTMKaMM), CTaHKOBM-
CTaMA1 U 6bITOOTpa)'KaTeJ'IF|MM, HE yACHMBLUMMU CYTU UCKYCCTBa, Apyrme —
6eC|'|pe£|.MeTHMHaMM (a6CTpaHLI,MOHepaMM), YACHUBLUMMHK CYyTb MCKYCCTBa
M OTKa3aBWWMMHNCA OT NOpPTpETa N OTPAKEHNA GbiTar.

[ 3eH-KHHO, Ta4-KHHO, napakMHoO U ranTu4eCcKkue megua

«..XyaAoxeCcTBeHHOe pa3BUuTHUe TOro BpemMmeHM UCKano HOBOro onpeaeneHua
KOHUenunMn UCKycCTBa. Ero acTteTuKa 6bina HanpaeneHa Ha To, 4yTO6bI NOAU
OCOo3Hanu getanu U cCoBUru 4yBCTBUTEJIbHOCTH, CTPYKTYPbI U YCNTOBHUA BU3Y-
anbHOW U 3MOLIMOHANIbHOW KOMMYHHUKaLUH, Y4TOb6bI npuBeCTH Hawle amny-
TUpOBaHHOE YyBCTBO BOCNPHUATHUA BHOBb B pa60qee cocToAHue. ITO 6bin
BOMPOC ynpasgHeHUA CTapbiX, OTHUBLUUX 3CTETUYECKUX LLEHHOCTEW».

BAJ1M SKCMOPT

B 1960-e roabl, Koraa camMma KMHOMHAYCTPUA yie He XoTena 13o-
6peTaTb HOBblE GOPMbI M TEXHOMOMMM, a TONBbKO NPOAABaTb KOMMepYe-
CKMW Hanbonee onpasAaHHbIM NPOAYKT, 3Ty MHULMATUBY ONATbL NOOXBa-
THIIN XYOOMHUKM U KMHOABaHrapAmMcThl. B 3ToT MOMEHT KnHo obpaTtniock
K camopedneKcun: ero popmMa U CpeAcTBa BblPAKEHUA CTalv NPEAMETOM
nccnefoBaHuA, a B KOHEYHOM UTOre, U coaepraHvem dunbma. Bee xapak-
TEPUCTHKN U OCOBEHHOCTHU KMHOMPOW3BOACTBA — OT NOBEPXHOCTH MIIEHKM
A0 nepdopaLn — CTaHOBUIMCb NPEAMETOM UHTEPECA W aHaIM3a XYL 0K~
HUKOB B 6ECCIOKETHBIX aHTUNEepPCneKTUBHbIX prnbmax CtaHa Bpakuarka,
B «KOnnamHbIx» pabotax HeHa [xekrobca, Pobepta Bpuepa v Bproca
HoHHepa.

B 1960-x pacnpocTpaHeHve nony4aeT HoBaA U JOCTYMNHaA TEXHONO-
rMA Buaeo. Ecnv KoHuenTyanbHO NOMCKW KMHOABaHrapaMCTOB U XYO0M-
HWKOB HaxoAATCA B OQHOM CUCTEME KOOPAMHAT, TO TEXHONOrMYeCKHe
HOBLLECTBA, BO3MOXHOCTH MOSIM3KPAHHOIrO MOHTama, O4HOBPEMEHHOe
COeAMHEHWE BUAEO U 3BYKa B MPOLLECCE 3annCK BbIBOAAT XYO0HKHMKOB Ha
ApYyrve OTHOLEHWA C KaTeropuAMKM NPOCTPaHCTBa U BpeMeHU. K Bo3MOo-
HocTAM BUAeoKamepbl obpattatotca Ham dxkyH lMank, MeTtep Banbens,
BAJTM SKCIOPT, Byau v LLteiiHa Bactonku. XyaosHuK Tenepb pac-
cMaTpuBaeT 3pUTENA Kak CBOEro COaBTopa, a NPOoM3BeAeHME UCKYCCTBa
CyLLLECTBYET TO/IbKO B MOMEHT, KOrAa 3p1Tesb B3aMMOLENCTBYET C HUM U
BOB/IEYEH B MPOLLECC €ro CO3[aHUA.

MmeHHO Toraa BO3HUKAET NOHATUE «paCLUMPEHHOE KUHO», BBEOEH-
HOe XYAOMHUKOM M TeopeTnkom xunHom AHrénagom. Passutre tenexkom-
MYHWKaLMOHHBIX TEXHOTOMMM, MOABIIEHWE BUAEOKaMEpPbl, — CHUTAET OH, —
B I06OM Cnyyae NpUBEAET K APYron SKPaHHOM W BU3YyaslbHOW KynbType:
«CerogHs, Koraa roBopyLLb 0 KMHO, MMeeLLb B BUAy MeTaMopho3bl YenoBe-
4ECKOro BOCNPHUATHUA. TOYHO TaK e, KaKk NOHATUE «HeNoBEK» Tenepb MeHAeT
CBO€ 3HayeHWe Ha «4eNoBEK», «pacTeHNe», «<MallnHa». Tak 1 onpeaeneHne
KnHematorpada AOMKHO ObiTb pacLUMPEHO, YTOObI BRIHOYUTE B HEMO BUAEO-
TPOHMKY, MHPOPMATHKY U OcBeLLeHWe». B aTux cnosax oH npeaBocxuLaeT
COBPEMEHHbIE XyA0KECTBEHHbIE MPOEKTHI, e ABMMHKYLLLEECA MMBOMUCHOE
MONIOTHO oTBepraeT MoHTax. MoHTax Tenepb He BHYTPW NNEHKK, OH Nepexo-
OWT BOBHE, OCYLLECTBNAETCA Ha Pa3HbIX YPOBHAX U NTIOCKOCTAX, B COEAMHEe-
HMKW pa3HbIX Meana U Co30aHMM pasHbiX POPM PaCLUMPEHHOTO KMHO.

OTH NPUHLMIBI NO-Pa3HOMY peanmnaytoTcA B paboTax pasHbIX XyooMk-
HWKOB. «MHOMBMAYyanbHAA KUHOMPOEKLMA — 3TO W €CTb PaclUMPeHHOoe
KuHo», — cumTtaeT BAJIM DKCIOPT. Pa6otan B coaBTopcTBe ¢ [eTepom
Banbenewm, oHa genana 3p1Tena Coy4aCTHUKOM CBOMX KMHONepdOopMaH-
cos. Ham [IxyH Nakk pabotan ¢ KMHOO6pa3oM Kak C 06bEKTOM MeauTa-
unun, Mapu Xunn nckan B HOBbIX MeAna HOBble MPOCTPAHCTBA, 3aMeLlan
TEKCT 06pasamMu U AEMOHCTPUPYA BOSMOKHOCTb «AymMaTb BCNyX U NIENUTb

and achieved reproduction of real movement, and

not an impression, and on the other hand until some
of the painters have come to an understanding of the
question “what is painting and what is art”. From that
moment art is divided into two major parties: one are
objectivists (specifists), easel painters and everyday
life reflectors, that do not understand the essence of
art, and the others — non-objectivists (abstractioners)
that understand the essence of art and renounce the
portrait and everyday life reflection”.

Zen cinema, Touch cinema, Paracinema
and haptic media

“.the artistic developments of this period that sought
a new definition of the concept of art. Its aesthetic was
aimed at making people aware of refinements and shifts
of sensibility, the structures and conditions of visual and
emotional communication, so as to render our amputated
sense of perception capable of perception again. It was a
matter of abolishing old, outdated aesthetic values”.
VALIE EXPORT

In 1960’s were the cinema industry itself was not
willing to invent new forms and technologies, but just
wanted to sell the most commercialy succesfull prod-
uct, this initiative was taken over again by artists and
avant-garde film. At this moment cinema has turnsd
towards self-reflection, its form and expressive means
became its content. The artists’ interest was omnivo-
rous — from the surface of the film itself to perforation
in non-narrative and anti-perspective films by Stan
Brakhage, in collage films by Ken Jacobs, Robert Breer
and Bruce Conner, USA.

In the 1960's the artists got a new technology
for their experiments — the video. If the explorations
of artists and avant-garde film are conceptually in the
same frame of reference —a search for new forms and
new audience — then the technological developments
and the opportunities of multiscreen editing as well as
simultaneous recording of video and sound leads the
artists to new relations with the categoric concepts of
space and time. Nam June Paik, Peter Weibel, VALIE
EXPORT, Woody and Steina Vasulkas all turn to this
new media — the video camera. A work of art appears
and exists only at the moment when a viewer interacts
with it, is involved in its creation.

It was then that the concept of expanded cinema
emerged, introduced by the artist and theorist Gene
Youngblood. He said that development of telecom-
munication technology and invention of the video
camera would in any case eventually lead to a different
screen and visual culture: “Conventional cinema can
be pushed no further. To explore new dimensions of
awareness requires new technological extensions. Just
as the term “man” is coming to mean man/plant/ma-
chine, so the definition of cinema must be expanded to
include videotronics, computer science, atomic light”.
Here he has actually anticipated contemporaty artistic
projects. The editing process was not within, but
without the film, outside, at various levels and planes,
in connection of various media and creation of various
forms of expanded cinema.

These strategies are realized differently in the
works of various artists. VALIE EXPORT thinks that
individual film projection is expanded cinema. Work-



ing together with Peter Weibel, she made the viewer a
participant of her cinema performances. Nam June Paik
worked with cinema image as an object for meditation,
Gary Hill searched for new spaces in new media, re-
placing text with imagery and exploring the opportunity
to “think out loud and sculpt ideas”. Mike Snow con-
structed a mechanical tool so that the camera could
be self-programmed and self-managed. Woody and
Steina Vasulka are still working on the idea of machine
vision, uncontrollable by humans. Ken Jacobs trans-
forms a film screening into a Paracinema performance.
Today we are moving towards tactile cinema.
The cinematic art is tactile in its form, as moving im-
ages connected with sound reconnect us to our past
remembrances, recreating sensual emotions we once
experienced. Cinema is able to bring these memo-
ries back through haptic signals in image and sound,
through creation of another reality.Today we can speak
of artists’ work with tactile (haptic) media which first
communicate with the sence of touch, and only then
with the intellect. This a non-verbal communication
during which human body reprocesses information as it
moves through space. Some of this information is fixed
in the form of the conscious memory, which can partly
be constructed by means of language, and some is
preserved in the sensual memory.

On double reality

“The way | see it, “media archeology” has two main goals:
first, to the study of the cyclically recurring elements
and motives underlying and guiding the development of
media culture. Second, to the “excavation” of the ways
in which these discursive traditions and formulations
have been “imprinted” on specific media machines and
systems in different historical contexts. The object of
media archeolgy is not to deny “reality” of the process of
technological development, but rather to equibalance it
by putting into a broader and more multi-faceted social
and cultural context”.

Erkki Huhtamo

Erkki Huhtamo in his Archeology of Media Art
analyses the cyclical processes in human mind and
culture using “dream machines” as an example. One
of these is Plato's Cave, created by the great scholar
and philosopher of antiquity, it is a forerunner for virtual
reality. According to Plato people that live in a real
material world are like prisoners kept chained in a cave
where they can see only shadows on the wall while
they are sure that they experience the real nature of the
world. Nowadays when the eality around us becomes
more and more virtual, Plato’s teachings are turning
into prophecies. These are as yet local caves, whether
it is a room with a TV, a movie theatre or a vitrual reality
booth... But it seems that very soon the whole planet
will be turned into such a virtual cave. ...

The “Phantasmagorias” of Etienne Gaspard Rob-
ert were another dream machine. He showed them in
late 18th century Paris and so laid foundations for the
dream of a future cinema. To project images he used
the principle of a laterna magica, and if we compare
drawings of the time showing the audience’s panic
reaction to the ghosts attacking it from the screen with
the tales of the first film screenings when the viewers
ran away after seeing an approaching train in the Lumi-
ére brothers L'Arrivée d'un Train en Gare de la Ciotat

naeun». Marikc CHoy CKOHCTpyMpoBan MexaHU4EeCKOe YyCTPOMCTBO, C MOMO-
LLbIO KOTOPOro Kamepa Morna 6bl NporpaMmmMmMpoBaTh M ynpasnATe COO0M
cama. Byau v Wtenna Bactonkm no cvx nop paspabatbiBaloT MAEH Mallum-
HOBWAEHWA, HeNoaBNacTHOro rnaay yenoseka. Hen [xenkobc TpaHcdop-
MUpPYET KMHOGEeaHC B NapakMHemMaTtorpagpuyeckui neppopmaHc.
CornacHo 0oHOM M3 TEOPHM, CErOAHA Mbl ABUraeMCA B CTOPOHY TaK-
TUNBHOMO KWHematorpada. KMHO — 3To BO3BpaLLEHME K HAM HaLLEro *m3-
HEHHOrO OnbITa YePE3 UyKyto UCTOpHIO. M GprbM MOKET BEpHYTb HaC K BOC-
MOMWHAHWAM Yepes TaKTUIbHbIE CUTHaSTbI B U306PAKEHNM U 3BYKE, Yepes
CO3AaHWe Apyron peanbHOCTU. [103TOMy HbIHELHWE XYOOKHUKKM paboTatoT
C 0CA3aTENbHBIMM (FanTUYECKUMK) MeMa, KOTOPbIE CHAYaa KOMMYyHUL-
PYHOT C YyBCTBOM OCA3aHWA W TONBbKO MNOTOM — C UHTENNIEKTOM. OTO CIIOKHO
BbICTPOEHHbIE OTHOLLEHWA MEKIY 3pUTENEM U NPOU3BEAEHUEM, KOrAa TeNo
yenoBeKa nepepabatbiBaeT MHOPMALMIO MO Mepe TOro, KaK ABUKETCA
CKBO3b MPOCTPaHCTBO. HacTb aTon MHpopmaumm 3akpennaeTca B opme
CO3HaTesNbHOM NaMATH, YaCTb MOMET ObITb CKOHCTPYMpPOBaHa CpeAcTBamMm
A3blKa, a YaCTb COXPAHAETCA TONbKO B YyBCTBEHHOW MaMATH.

O oBOMNCTBEHHOMN peanbHOCTH

«ApXeonorusa HOBbIX Megua — 3TO «pPaCKOMKU» cNoco60B, MPU NOMOLLH
KOTOpPbIX AUCKYPCUBHbIE TPagHuLMUHU U GopMynbl GbifK «<BAUCAHBI» B TEXHOMO-
rMyecKUe CUCTEMbI B Pa3fIM4HbIX MICTOPUYECKUX KOHTEKCTax... Llenb apxeo-
NorMM Megua COCTOUT He B TOM, YTO6bl OTPULLATL «peanibHOCTbL>» Npolecca
TEXHONOrM4YeCcKoro pasB1MTHA, a CKopee B TOM, YTo6bl c6anaHCUpoOBaTb €ro,
nomecTuB B 6onee LUIMPOKUIA U 6oNlee MHOrorpaHHbIM CounanbHbIM U Kylb-
TYPHbIA KOHTEKCT>.

OpKKKM XyxTamo

OpKKK XyxTamo B paboTe «Apxeonorua Meaua» aHanIM3upyeT LUKIn-
YecKue NpPoLEeCChl B YeI0BEHYECKOM CO3HAHWK W KyNbType Ha npumepax
«MalUnH MeuTbl». OgHa M3 Hux — «[lewepa» [NnaToHa, BENMKOro aHTUY-
HOro yyeHoro u ¢unocoda, — crana NnPeABECTHUKOM BUPTYanbHOM peasb-
HocTh. CornacHo lNnaTtoHy, ntoaum, K1ByLKE B peasibHOM YyBCTBEHHOM
MUpe, NoJo6HbI Y3HWKaM B nellepe, NPUKOBaHHbLIM, BUOALMM TEHW Ha ee
CTEHe W nonararoLwmnm, 4To MO3HAOT UCTUHHYIO peanbHOCTb. B Hawm aHu,
KOrga OKpymaroLwan Hac peanbHOCTb CTaHOBUTCA MOUCTUHE BUPTYaslbHOM,
yyeHue [NnaTtoHa okasbiBaeTCA NPopoYecKuM. [oKa 3To TONbKO NoKanb-
Hble neLlepsbl, 6yab TO KOMHaTa C TeNIeBU30POM, KMHO3an UK KabuHa BUpP-
TyallbHOM peaslbHOCTH, HO, MOXOME, COBCEM CKOPO TakoW BUPTYyanbHOM
neLepov CTaHeT BCA Halla nnaHeTa...

Opyrana «malmnHa meuTbl» — «PaHTacmaropmmn» ITbeHa [acnapa
PobepTcoHa, KoTopkle OH Havan AeMOoHCTpUpoBaTh B [apue B
camom KoHue XVIII Beka. [ina npoeumpoBaHna n3obpameHni Ha
3KpaH 1M Mcnonb3oBanca NpuHUMn laterna magica. Mnntoctpauum
TOro BpeMeHH MOKa3bIBalOT NMaHUYECKYIO peaKLmto Ny6anKkm Ha npm-
BMOEHMA, HeCcyLlLMecA Ha Hee ¢ aKkpaHa. CpaBHMBan KX C paccKasamu
0 NepBbIX KMHOCeaHCax, Koraa nybnvKka B ywace yberana npv suae
noespa B ¢punbme JTloMbepoB, Mbl €ABa /I CMOXKEM M3bewaTb OLLy-
weHuna deja vu. CerogHa Mbl HabnAaeM NPOOOMIKEHWE STON «arpec-
CHMBHOM NPOEKLMOHHOCTH» B TPEXMEPHBIX CTEPEOPHIBMAX.

O6a nprvMepa OCHOBaHbI Ha YTOMMYECKKUX MOEAX, KOTOPbLIE AaBHO
MPUCYTCTBOBA/IM U Pa3BUBaNIMCb B KynbType. PYHKLMOHUPYA B KadecTBe
apXxeTUnoB, OHW COCTaBNAIOT «CTPOMUTENbHbIE BIIOKM» HaLLEN LMBUIM3ALMN.
Mcuesan Ha BpeMA 1 Kamaplv pa3 BHOBb BO3POKAAACH, OHW NPOELMPYOT
HOBYIO 9CTETHKY, HOBbIE CMOCOObI MbILLIIEHWA, HOBbIE POPMbI KYNBTYpPbI.

Mel nonpo6oBanu BU3yannavpoBaTtb TaK1e NMOBTOPAIOLLMECA LIMKIIN-
4yecKue NpPoLEeCChl, Koraa naen BO3HUKAT U PacTBOPAIOTCA, U BAPYT
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CHOBa BO3HWKatOT B UICTOPMKM HOBbIX TEXHOMOMMM, BEIXOAA 3a Npeaens
OTAENbHbIX UCTOPUHECKUX KOHTEKCTOB.

B HekoTopoM cMbICne Leflb HbIHELUHEN BbICTABKM COCTOWUT B TOM,
4TO6bl 06BACHWUTE BO3HWKatOLLee YyBCTBO deja vu, KoTopoe noAsnA-
eTCA, KorAa ornAapiBaellbCA Ha3ah, BO BPEMEHa, Koraa NpmBbIYHbIE HaM
CEerofHA TEXHONOrMK TONbKO 3apoXaaNnnCh U TpeboBann ocmblicneHmaA. Mel
peLmnmM NoapobHO pacCcMOTPETb M MPOaHANIM3NPOBaTh, Kak MAEN «pac-
LUMpPeHHOro cMoTpeHua» Muxamna MartiolwmHa, «4Mctoro kKuHo» Hasummpa
Manesuua v laHca PuxTepa, «BHyTpeHHero kuHo» Mapcena [iowaHa, Tak-
TUNbHOro kMHemaTorpada CanbBagopa Hanu, «<MoHTaxa aTTpaKLMOHOB>
Cepres Di3eHLWwTeNHa NepeoCMbICIMBAKOTCA B 9KCNEPUMEHTaX COBpe-
MEHHBIX XyA,0MHUKOB.

MMeHHO NoaToMy rnaBHOEe OTNIMYME HbIHELLUHEN BbICTABKU OT NPOEK-
TOB MpeablayLmx neT — 310 pabota C UCTOPUHECKUM MaTepHanoMm, NoKas
Mogenewn, Kotopble Obinv NpuayMaHsel B Havane XX BeKa M H1BYT CerogHsa,
3TO MOMbITKa OTBETUTb HA BOMPOC — YeM MPOAMKTOBaHa BU3yanu3auma
06pa3oB: HaLWKM [Ma30M MM HaLIMM CO3HaHWEM?

Ha BbicTaBKEe MCTOPUYECKNI MaTepran COCEACTBYET C HOBEWLLIMMH
9KCMEepUMEHTaMK: BUAEOoPaboThl, MyNsTUMEAUMHbBIE MHCTANNALMA, apXHB-
Hble ¢poToMaTepHanbl, KUHO- U BUAEOXPOHUKA, CLEEHAPUM, TeOpPETUYECKHNE
pa3paboTkm 06beaMHeEHbI 06LLEN naeer KuHeMaTorpada Kak cnocoba
nccnefoBaHWA PeasilbHOCTH B apXMTEKTYPHOM NPOCTPAHCTBE, IAe KamablM
3an NnpeacTaBnAeT 0gHy M3 GYTYPUCTUYECKUX MAEW NPOLLMIOro U ee pas-
BMTHE A0 HaCTOALLEr0 MOMEHTA.

HoHuenuuna akcnoanumn «[orpyeHua: B CTOPOHY TaKTUIbHOMO
KnHemaTorpada» B PoHae «ExkaTteprHa», NPOAOIHKHUT UCCef0BaHUA U
paspabotkm 2011 roga (BbicTaska «PacluMpeHHoe KUHO», UHOHB-aBryCT,
2011, MMCH, EpmonaeBsckuit nepeynok, 1 B LleHTpe kynsTypol «Mapam»).

1. BHyTpeHHee K1HO, nnn B norMcKax pacluMpeHHoro
CMOTpPEHHUA

«..BaXHO TO, YTO... Mbl MO¥€E€M CMECTUTb rpaHULLy MEeXAY TeM, KTO aBTop, a
KTO 3puTenb. KTo noTpebuTens, ecnu xotute. KTo HECET OTBETCTBEHHOCTb
3a TOo, YTo Mbl BUAUM? A gymalo, YTO CMeLLeHHUe 3TOW rpaHuLbl MPOUCXOAUT
6narogapa o6weHuto. KTo peluaeT, YTo ecTb peanbHOCTb?»

Onagdyp SnnaccoH

I'IepBbM pasaen BbiICTaBKU «4ycToe KMHO» — OTHIMK Ha «4UCTOoe
MCKYCCTBO» — npeanonaraet pa60Ty C 3KpPaHOM KaK C XONCTOM,

(1895), we can not avoid a feeling of deja vu. Today we
see the continuation of this “aggressive projection” in
3D stereo films.

These examples are based on utopian ideas that
appeared in earlier cultural processes. They can be
viewed as formulas which are combined into building
blocks of cultural traditions. They take turns to become
activated and de-activated and in the process new uto-
pias are created and old ones dissappear. Sometimes
they only seem to have disappeared...

We have tried to visualise such recurrent cyclical
processes that emerge and disappear and emerge again
and again in the history of new technologies, expanding
across the frameworks of specific historical contexts.

In a sense the object of this exhibition is to explain
this deja vu feeling by looking back from our contempo-
rary position on how people used to feel about technol-
ogy in earlier periods. We decided to analyse in details
and demonstrate to our viewers how Matyushin's ideas
of expanded vision, Kazimir Malevich's and Hans Rich-
ter's “pure cinema”, Marcel Duchamp’s “inner cinema”,
Salvador Dali's tactile cinema and Sergey Eisenstein's
montage of attractions are reformated in the experi-
ments of contemporary artists.

The main difference of this project as compared to
those of previous years is in the work with the historical
material, in the presentation of Futurist models created
by film and video artists, in an attempt to answer a
question: what is visualisation of images ruled by — our
eyes or our mind?

At the exhibition historical material is presented
side by side with the newest experiments: video works,
multidmedia installations, archival footage, cinema
and video documentaries, film scripts and theoretical
research are united in a specially created architectural
space where each hall presents one of the Futur-
ist ideas of the past and its developmen in the XXth
century up until today.

The concept of this year’s exhibition Immersions:
towards the tactile cinema in the Ekaterina Cultural
Foundation will continue the research and explora-
tions of last year's Expanded Cinema exhibition at the
MMOMA (June—August 2011, Yermolajevsky lane).



1. The inner cinema or a search for
expanded seeing

“.what is important is that..we could shift the border
between author and viewer. Who is the consumer, if you
wish. Who takes consequences for what we see? | think
that a shift of this border happens through communica-
tion. Who decides what reality is? “

Olafur Eliasson

Pure Cinema, the first section of the exhibition,
is a responce to the “art for art’ sake” concept. Here
screen is used as a canvas, actually presenting cinema
as an apotheosis of painting. Works by Kazimir Ma-
levich, Mikhail Matyushin, Nam June Paik, Ken Jacobs,
Paul Clipson, Hans Richter, Konstantin Adzher, Oleg
and Olga Ponomarev are presented.

The avant-garde artists of the early XXth cen-
tury perceived the emerging cinema as just another
technique for creating a work of visual art. Cinema also
gave an opportunity to work with form, colour and light
with one more characteristic added — that of move-
ment — which the painters have long wanted to depict
on canvas.

The study of colour perception in motion properties
was at the beginning purely theoretical. Since the middle
of 1910's the artist Mikhail Matyushin was among those
involved in this research. He wrote a book on proper-
ties of colour perception and expounded the idea of
an “expanded seeing”. He came to this idea under the
influence of the mathematician and theosophist Pyotr
Ouspenskii. Matyushin made a range of colour charts to
demonstrate how a human eye, including that of an artist,
“does not use consciously every property of our visual
apparatus, though doubtless this unconscious simul-
taneous usage of the two ways of seeing that we have
(direct and indirect vision) is spreading wider and finds
its reflection in artistic practice”. The difference between
direct and indirect vision in discerning writing in colour
while it is moving was a special object of interest and
detailed exploration by the artist.

Other authors such as Marcel Duchamp turned
directly to cinema technologies. Duchamp was very
much exited by the dual nature of reality, optical illu-
sions and tricks of light as well as means of rendering

1. 3D visualisation of «lmmer-
sions. Towards the Tactice
Cinema» exhibition space
© Dina Karaman

2. 3D visualisation of «lmmer-
sions. Towards the Tactice
Cinema» exhibition space
© Dina Karaman

3. 3D visualisation of «lmmer-
sions. Towards the Tactice
Cinema» exhibition space
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daKTUYeCKH paccmaTpmBas KMHeMaTorpad Kak anodeos HKMBOMUCH.

B Hem npepactaeneHsl Kasumunp Manesny, Muxann MarttowmnH, Ham OxyH
Mank, Hen Oxenkobe, Mon Knuncow, MNaHc Puxtep, HoHctaHtnH Agxep,
Oner lNoHomapes.

Xy£OHHWKM-aBaHrapAMcTel Havana XX Beka BOCMPUHANIM pa3BuBa-
tOLLMIMCA KMHeMaTorpad Kak elle oaHy TEXHWKY CO34aHuA NPOU3BeaeHMA
n306pasnTenbHOro Mckycctea. B KMHO MOXHO Takke paboTtaTb C POPMOH,
LBETOM, CBETOM, TOJIbKO NMOABMAETCA €Lle OAMH NapameTp — OBUMKEHUEe —
TO, YTO HMBOMWCL,AM JABHO XOTENOCh NepenaTb Ha XoncTe.

M3yyeHne BOCNpUATHA LiBeTa B ABUMKEHUW BHaYase Obino Nuilb Teo-
petnyeckum. C cepeamHbl 1910-x rogoB MM 3aHUMarIcA, HanpUmMep,
XyBowHWK Muxamn MaTtownH. OH Hanucan KHUry 06 ocobeHHOCTAX LBe-
TOBOCHMPUATHA W pa3BMBasl B HEW MOEID «PaCLUIMPEHHOrO CMOTPEHUA», BO3-
HMKLLYIO Yy HEro nof, BNMAHWEM maTemaTuka v Teocoda .. YecneHckoro.
MarttowmH co3pan pag, LBeToBbIX TabnuL, YTobbl NPOAEMOHCTPUPOBATD,
KaK rnas 4yenoBeKa, B TOM YMCIE XYAOMKHUKA, «He NoMb3yeTCA CO3HATeNbHO
BCEMM OCODOEHHOCTAMM Hallero 3p1TeNlbHOro annapara, XoTA HECOMHEHHO
370 becco3HaTenbHOe OAHOBPEMEHHOE UCMONb30BaHUE ABYX MMEHOLLMXCA
B Hac cnocobos cMoTpeHus (MpAMoe v HenpaMoe 3peHue) Bce bonblue
1 6onblUe NPOHUKAET B HW3Hb U HAXOOMUT CBOE OTPAKEHME B XyLOHECT-
BEHHOM MpaKThKe». Pasnuuma npaMoro u HENPAMOro 3peHWA B BOCMPUA-
TUW ABUMKYLLErOCA LIBETOBOIO NMCbMa — OTAENbHbLIM NPeaMeT MHTepeca
W AeTanbHOM pa3paboTHKU XyAOKHUKA.

Hpyrve aBTopbl, Takne Kak Mapcens [iowaH, o6paTnnunce ye
HanpAMYLO K TeXHONOrMAM KnHematorpada. [lBorMcteeHHaa npupoaa
AENCTBUTENIbHOCTH, ONTUYECKHUE WITIIO3UM M 0BMaHbl 3PEHNUA YPE3BbI-
YarHo BonHoBanu [liolaHa TaK e, Kak 1 cnocob nepenaTb ABUKE-
HWEe B HMBOMMUCH, a 3aTeM M BHE HMBOMMUCHbIX TEXHWK CO34aHWUA Npo-
n3segeHuA. [103HaKOMMBLUMCb C BO3MOXHOCTAMKW KMHO, OH 3aABMII,
4T0, ByAYy4YM POBECHUKOM MOAEPHM3MA, OHO JOMKHO ObITh NpeBpa-
LLLeHO XyAOMHUKaMK B 4acTb M306pasunTenbHoro uckycctea. Moa-
TBEep#AanA cBou cno.a, [rowaH cHAan B 1926 roay 6eccromeTHyto paboty
«AHEMMYHOE KMHO», a B HEW NPeACTaBU TOMBKO NULUb BPaLLLAtOWUNCA
06BEKT, MHTEPECHBIN 3PUTENIO HE KaK 4aCTb HEKOrO NOBECTBOBAHMA, a
noKasbiBasd, 4To aTa Gpopma cnocobHa cama NpoeLMpoBaTh CMbICIbI.

Kasumunp Manesuny yBuaen B KUHO BO3MOKHOCTb TEMMNOPaTIbHOMO
pacLuMpeHna n306pasnTenibHOro MCKyCcCTBa, a C HUM M Crocob Npopon-
MMTb CBOM MOUCKKW B 0651aCTH LiBETa, GOPMbI, CBETA B NPOCTPAHCTBE, KOTO-
pbIM BNageeT UCKYCCTBO, AnAlleeca Bo BpemeHu. Manesuy Hanmcan
CLleHapU1i Xy[0MeCTBEHHO-HaY4YHOro ¢punbma «MrBonnce 1 Npobnemsl
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APXUTEKTYPHOIO MNPUBIUKEHNA HOBOW KIIACCUYECKOM apXMTEKTYPHOM
cuctembl» (1920-e roasl), OH NpeacTasnaeT cobok PyKOnuCh Ha TPex
NMCTax CO CXeMaTUYECKUMM LIBETHBIMU PUCYHKaMW. XyOOHHUK UCKas, KTO
6bl MO peann3oBaTb ero 3ayMKy M HafEeANCA Ha NOMOLLb HEMELIKOro
pexuccepa-gagavcta [aHca Puxtepa. OpHako A3bikoBble 6apbepbl M rocy-
AapCTBEHHbIE MPaHULIbl He MO3BOMMIN PeasI30BaTbCA ITOMY COTPYAHMYE-
CTBY, CLieHapHi okasasncsa yTepaH Brnotb Ao 1950 roga. [1o cyx nop HUKTO
He BpancA 3a peanu3aumto punbma no npoexkty Manesuya, 1 BOT AnA Npo-
ekTa «PaclumpeHHoe KnHo—2» xynomHuKk Oner MNMoHomapes, CKpynynesHo
cnefyA 3ambICIly aBaHrapamMcTa, CHAM 3TOT aHUMAaLMOHHbIM GrnbM.

Xotsa lNaHc Puxtep 1 He co3pan ¢unbma no cueHapvto Manesumya,
XYAOMEeCTBEHHbIE Bblpa3uTENbHbIE CPEACTBA KMHeMaTorpada TaKKe
CHIbHO BOMHOBAM €r0, U, B NEPBYHO oYepenpb, UAeA CO34aHWUA BU3yarb-
HOro puMTMa NPOM3BEAEHNA 3a CYET ABUKEHUA, O YeM CBUAETENbCTBYET
pabota «Putm 21», npeactaBneHHanA Ha BbICTaBKeE.

Cregytolmi a1an obpalleHua K KuHematorpady KaKk K CpefCcTBy Bbis-
BWTb NpeaesrbHble OCHOBaHWA M306pa3nTeNIbHOMO MCKYCCTBA HACTYMKI C
pa3BMTMEM KoHLenTyanama. AMepuKkaHckui pexmccep Ken [dxenkobc
npuLlen B 9KCreprMeHTaNbHbIM KMHemMaTorpag Kak pas, Koraa akTUBHO
passuBatolLieeca B AMEpPUKE KOHLENTYaslbHOE MCKYCCTBO MPU3bIBaSIO OTKa-
3aTbCA OT TPAAMLMOHHBIX HOCMTENEN B MONb3Y BCEr0 HemMaTeprasibHOMo U1
MWMONETHOrO, HECTaBUIIbHbIX M HEA,0NTOBEYHbIX POPM XyO0MECTBEHHOM
aKkTMBHOCTW. o, BNMAHWEM 3THX MAeN NOABNANMUCE «PUIbMbI», CAENaHHbIe
6e3 NpMMEHEHMA NNEHKN M Kamepsbl, MPUYUCTIAEMbIE, TEM HE MEHEE, MEHHO
K KMHemaTorpady, TouHee napaxkuHematorpady. Passmean atn uaeu, xe-
KobC paboTan Hag, NPOM3BEeAEHNAMM, BONbLLIE MOXOKMMMM Ha HMBblE Tea-
TpasibHble Nep$opMaHChl, YeM Ha 0BbIYHOE KMHO, MOCKOJbKY OHW CO3AaBa-
NMCb MepPL@HWEM CBETa M TEHAMM, CKOMb3ALLMMM MO MOBEPXHOCTH IKPaHa.

TeHb YenoBeKa, KOTOPbIM MPOXOAMUT MEWAY MPOEKTOPOM W IKpa-

HOM, CTAHOBWTCA W MMaBHbIM AEWCTBYHOLLMM JIMLOM KMHOpaboTel Ham
HxyH MNarka. Ero «[3eH ana kHo» 1964 ropa HaxooMTCA Ha nepeceye-
HWUMW NPaKTUK MeguTaLmK U NneppopmaHca. 3puTenb BUAMT TONbKO Genbiv
9KPaH M CIbILLKT, KaK HyHMMT NPOEKTOP, NPONycKaa Yepes ceba nouapa-
MaHHYH «MyCTYO» NIIEHKY. DTO W asNIO3MA Ha «“MONTYaHWe», BO3HUKLLEE B
pabotax [xoHa Kenpsxa, n 0Tronocku Teatpa TeHeK, U NOMbITKa NPOTUBO-
NnocTaBuTb 06pa3 «BHyTPEHHEW TULLMHbI» HeNpepbIBHOMY MHPOPMAaLMOH-
HOMY MOTOKY, 3ax/1eCTblBalOLLLEMy COBPEMEHHOMO YerloBeKa.

CoBpeMeHHbIE XYO0KHWUKW HE OCTaBUIN MOEN «HUCTOrO KMHEMATO-
rpada», Tak, Hanpumep, Buaeo “End Credits” KoHcTaHTMHa Aakepa npea-
cTaBnAeT cobom cnenbl TPAEKTOPUM PUHANBHBIX TUTPOB XYA0HECTBEHHbIX
$UNbLMOB, KOTOPblE CNIMBAOTCA, HaKNaAbIBAOTCA APYr Ha Apyra 1 obpa-
3yt0T rpaduyeckme GopMbl, OTChINAIOLWME HAC K ICTETUKE aBaHrapAHOro
KnHemaTorpada nepsbix AecATHNEeTMH XX BeKa.

Mon Knuncon B pabote «CeeT ¢ Mecbl» AeMOHCTpUpyeT paboTy ¢
dopmasnbHbIMM KaTeropmMAaMM CBeTa M NPOCTPaHCTBa, Co3aaBasA M3obpa-
MEHUA-WUNITFO3MK, HO BMECTO aHaNIMTUYECKOro NoAxoaa XyAOHHUK AeMOH-
CTPUPYeT My3blKallbHO-MO3TUYECKOE NPON3BEAEHNE, TMIMTHOTU3UPYA U
3aBOparMnBan 3puUTensa.

2. HeT TexHonoruu 6e3 naeonoruu

<<ATTpaKLIMOH” — BCAKMH arpeccUBHbIMH MOMEHT TeaTpa... NoABepratoLm
3pUTENA YyBCTBEHHOMY MJIM NCUXOJSIOrMYECKOMY BO3AENCTBUIO, ONbITHO
BbiBEpeHHOMY U MaTeMaTU4eCKHU paccyinTaHHOMY Ha onpepeneHHoe aMoLuU-
OHanbHOE NoTpACeHUue BoCnpuHumarowero...»

Cepreit Sii3eHLWTENH

BTOpOﬁ pasaen akcnosnummn — «MoHTax aTTPakuMOHOB» — OTTas1-
KMBaeTCA OT ngeun «aTTpakTMBHOIo KMHO», BNepBble npep,no»(eHHoﬁ eune

movement in painting and then in how to render move-
ment outside of the painting techniques for creating

a work of art. After he was introduced to cinema’s
potential he stated that being a contemporary of Mod-
ernism, cinema must be turned by artists into visual art.
In 1926 to confirm his words Duchamp made a non-
narrative work Anémic Cinéma. There he presented
only a rotating object that would be intersting to the
viewer not as part of a plot, but as a demonstration that
form itself could project meanings.

Kazimir Malevich saw in cinema an opportunity for
temporal expansion of visual art and also a means to
continue his study of colour, form and light in the space
belonging to art which enfolds in time. In the 1920's
Malevich wrote a script of an “artistic-scientific” film
Painting and the Problem of the Architectural Approxi-
mation of a New Classical Architectural System. It is
a three-page long manuscript with coloured drawings
of charts. The artist looked for somebody to realize his
ideas and hoped to get assistance from Hans Richter,
the German Dadaist filmmaker. But the language divide
and state borders prevented this cooperation and the
script was lost up until the 1950. No one had since
attempted to make such a film based on Malevich's
project but now the artist Oleg Ponomarev made this
animation film especially for the Expanded Cinema—2
exhibition painstaikingly following the avant-garde art-
ist's concept.

Altough Hans Richter didn’t make the film
based on Malevich’s script, he was also thrilled by
the artistic expressive means of cinema and, first
of all, the idea of creating a work’s visual rhythm
through movement — as witnessed by his work
Rhythmus 21 presented at the exhibition.

The next stage of turning to cinema as a means
for laying bare the ultimate basis of visual art came
with the development of conceptualism. The American
filmmaker Ken Jacobs began his work in experimental
cinema at the time when conceptual art then ener-
getically developing in the USA, called to renounce
traditional media in favour of everything immaterial and
fleeting, the unstable and nondurable forms of artistic
activity. Under the influence of these ideas “films” ap-
peared that were made without film and camera, but
considered nevertheless to be cinema, or more exactly,
paracinema. Developing these ideas Jacobs created
artworks which were more like live theatre perfor-
mances than regular cinema, as they were made with
flickerings of light and shadows on the screen surface.

Similarly, a shadow of a man passing between a
projector and a screen becomes the main character of
Nam June Paik’s cinema work. His Zen For Film (1964)
is at the borderline between meditaton practices and
performance. The viewer sees only the white screen
and hears the projector’s hum, while it processes
scratched “empty” film. This is a reference to “silence”
theme from John Cage's work, an echo of the shadow
play and an attempt to counter the ceaseless informa-
tion stream that overwhelms people today with an
image of “inner silence”

Contemporary artists have not abandoned the
ideas of “pure cinema” — thus, for example, the End
Credits video by Konstantin Adzher is made with
trajectories of the final credits from feature films which
merge, overlay each other and create graphic forms
reminiscent of the avant-garde cinema aesthetics of
the first decades of the XXth century.



Paul Clipson in Light from the Mesa dem-
onstrates his exploration of such formal categoric
concepts as light and space, making illusion-images.
Although instead of an analytical approach the artist
presents a musical and poetic work that hypnotises
and fascinates its viewer.

2. There’s no technology without
an ideology

“An Attraction” is any aggressive theatrical moment..that
subjects the viewer to a sensual or psychological treat-
ment, calibrated through experience and mathematically
calculated to cause a certain emotional upheaval in the
recipient..”

Sergey Eisenstein

Montage of Attractions, the second section, is
based on the “attractive cinema” concept invented
initially by Sergey Eisenstein and presents his fol-
lowers: Pia Tikka, Herz Frank, Alexei Isaev and Elena
Gorbacheva.

For several years in the late 1920's Sergey
Eisenstein’s imagination was troubled by an idea for a
strange film. He saw it as a miracle play about a glass
house where people could live happily together. But
life in this house is a true hell. Sadists, nudists and
informers rule there. Eventually the glass house has
to be destroyed by an architect who created it in the
first place. Eisenstein made a few script drafts and
drawings in which his intention “to give slapstick and
bouffe, grotesque and an awful tragedy” was reflected.
This film was to become a kind of anti-utopia about a
man’s isolation in a super technified capitalist society.
Not only the producers and Holliwood scriptwriters to
whom Eisenstein offered his project, but also his own
friends haven't understood this idea then, so he had to
abandon it.

Today Eisenstein’s ideas of spatial, sensual,
tactile and even interactive cinema that would posess
countless dimensions are a subject of both theoretical
research and exploration in art forms.

Thus the artist Elena Gorbacheva invented a con-
struction which metaphotricaly embodies Eisenstein's
Glass House. Here two screens for back projection
are placed and on them The Blind, her double-channel
work, is transmitted. Using the “behind the looking
glass” devices, the reflected screens hidden one inside
the other the artist juxtaposes the illusory world (stills
from famous films) and the real world (shots filmed by
the author). “The more glass walls there are around us,
the less we see. We become less sensitive towards
others. The world around us is “out of focus”.

The other follower of the great filmmaker — the
artist Alexey Isaev — developed Eisenstein’s idea of cin-
ema as a “montage of attractions”. “In my artistic prac-
tice, — he wrote,- | was playing out various moments of
this attraction’s interpretation: revolution as an attraction,
politics as a correctly staged attraction. All these are
different forms of art, different forms of technology, but
nevertheless still attractions. The main definition of an at-
traction is a prerequisite that the viewer should through
some technology become a participant”. The artist saw
the movie theatre of the future as a situation in which
the veiwer is rotated on a platform around the screen or

Cepreem diigeHwWwTenHOM, U crieayeT 3a ero npogonxarenamu (Mepy,
®pank, MNua Turka, Anexcen Ucaes u Enena Mlop6ayesa).

B KoHue 20-x ronoB B Te4eHWE HECKOIbKMX NeT BoobpaweHne Cep-
ren OW3eHLUTENHA TPEBOKKUI 3aMbICeSl CTPaHHOMO dubMa: eMy BUAENACH
MWCTEPHA O CTEKNAHHOM O0MeE, B KOTOPOM JIKOAM MOITIN Obl HKWTb CHACT-
nunBo 1 cooba. OaHaKo KW3Hb B 3TOM AOME — HACTOAWMM aa. B Hem
rocrnoACTBYOT CaAWUCTbl, HYAUCTbI, AOHOCYMKKW. B MTOre CTeKnAHHbIM A0M
JOMKeH BbiITb paspyLleH apXMTEKTOPOM, KOTOPLIM ero U co3aan. DM3eHLU-
TEMH caenan pAA, CLeHapHbIX HABPOCKOB M PUCYHKOB, B KOTOPbIX OTPa3u-
nock ero HamepeHue «AaTb dapc 1 6ydd, rpoTeCK M KOLMapPHYHO Tpa-
reauto». PuUnbM JOMHKeH GblN CTaTb CBOEO6GPa3HOM «aHTUYTONMeN» 06
OMHOYECTBE Ye/lIoBEeKa B CBEPXTEXHU3MPOBAHHOM KanMTaIMCTUHECKOM
obuecTtee. OaHaKo He TONbKO NPOAIOCEPHI U FONNUBYACKUE CLIEHAPUCTHI,
KOTOPbIM DM3eHLITEMH Npeanaran NPOoeKT, HO Aaxe Apy3bA pexnccepa
He MOHANM TorAa 3TOro 3ambICNa, U OT HEro MPULLIOCE OTKa3aThbCA.

CerogHa naeun DnseHLWwTeHa 0 NPOCTPaHCTBEHHOM, YyBCTBEHHOM, TaK-
TUNBHOM W Jame MHTePaKTMBHOM KiMHemaTorpade, KoTopbli Mor 6kl 0bna-
AaTb HEUCUUCIMMBIM KONIMYECTBOM M3MEPEHWH, CTAHOBATCA NPeaMeTOM
TEOPETHUHECKMX UCCNEAO0BAHUIA M OCMBICTIEHWUA B XYAOMECTBEHHbBIX GOpMAaX.

Tak, xynowHuua Enena Nopbayesa npuaymana KOHCTPyKUMIO, MeTado-
priecku BonsoLatoLyto «CTernAHHBIM AoM» DiseHwwTerHa. B Hel pacno-
naratoTcA ABa 9KpaHa 06paTHOM NPOEKLMK, Ha KOTOPLIX TPAHCITMPYETCA ee
ABYyxKaHanbHanA BuaeopaboTa «Cnenslie». Mcnonbaya npuemsl «3a3epKanba»,
OTparKeHHble, CNpATaHHbIE OAWH B APYrOM 3KpaHbl, XyAOMHWLA CONOCTaB-
NAET UNNO30PHBIA MUP (Kaapsl U3 U3BECTHLIX KUHODMIBMOB) U MUP pearib-
HbIM (Kagpbl, CHATLIE aBTOPOM): «4eM GOoMbLIE CTEKMAHHLIX CTEH BOKPYT, TeM
MeHbLUe Mbl BUAWM. Mbl cTaHOBMMCA MeHee YyBCTBMTENBbHLIMK MO OTHOLLE-
HUIO K Apyrum. Becb Myp BOKpyr «He B dpoKyce».

Hpyroi nocnefosaTenb BEMKOro pexmnccepa — XyAOHKHUK Anex-
cen Micaes — paspabarbiBan aM3eHLITEMHOBCKYIO Maeto KMHemaTorpada
KaK «MOHTama aTTpakLMOHOB». «H OThIrpbIBas, — NMcan oOH, — B CBOEM
XyOOMECTBEHHOM NPaKTUKE PasfiMiyHble MOMEHTbI MHTeprpeTaLMm aToro
aTTpaKLMOoHa: PeBOSIOLMA — 3TO aTTPAKLMOH, MONUTUKa — 3TO npa-
BWJIbHO MOCTaBMIEHHbIM aTTPaKLMOH, BCE 3TO pa3Hble GpOpMbl MCKYCCTBA,
pa3Hble GOPMbI TEXHOMOMMK, HO BCE 3TO aTTpakLiMoH. OcHoBHOe onpene-
neHue aTTpaKkLMoHa — 3TO NPEANOCHIIKA, YTO 3PUTENb AOMKEH 3a CHET
HEKOM TEXHONOMMK CTaTb YYaCTHUKOM». XYAOMHUK BUAEN KMHOTeaTp Oyay-
LLLero KaKk CUTyaLuio, B KOTOPOM 3pMTeNb BpallaeTcA Ha HEKOW NnoLaake
BOKPY 9KpaHa, Unn 3p1Teslb HEMOABUKEH, HO SKPaH Nepes HUM npea-
CTaeT B BUAE KPyroBow naHopamsl. Micaes BonnoTmn atu meicnv B pabote
«MoHTam aTTpaKkLMOHOB», NPeACTaBUB MaealbHOEe 9KPaHHOEe MPOCTPaH-
CTBO B BMAe NeHTbl Mébuyca.

lepu PpaHK cosgan AecATUMUHYTHBIM GUnbM, rae 3pUTenb
BMAMT TONbKO AETCKOe NML0: pebeHOK pearmpyeT Ha YTO-TO Npo-
ncxodAllee BOKPYr Hero, CMeeTcA, paccTpanMBaeTca, U ayauTopmm
Kamabli pa3 NPUXOAMTCA JOMBIC/IMBATL YTO-TO, YTO CIYHMUT UCTOY-
HUKOM 3THX aMoLMi. PpaHK NPoOoIKaeT TeMy «BHYTPEHHErO KMHO»

n obpallaeT BHUMaHWe 3pUTENA Ha TOo, 4TO KMHemaTorpad — aTo He
TONbKO HabntoaeHWe 3a HEKUMK MEePUNETUAMM CIOXETA, HO, B NEPBYHO
o4yepeb, CNocob NepemmTb 3aHOBO COOCTBEHHbIM OMbIT B COOLITUAX,
KOTOpPble MPOUCXOAAT C APYrUMM.

B pa6ote «OnepxumocTs» [nm TUKKKM 06peTaeT BTOpoe poHaeHWe
«MoHTaxkHbI% annapat» Ceprea OiseHIUTeRHa: XyLOKHULA peann3yeT BO3-
MOMHOCTb MO Mepe Pa3BUTMA COXEeTa COOTHECTM MPOUCXOAALLEE Ha SKpaHe
C NCUXO3MOLMOHasbHBIM COCTOAHWEM 3puTenei. [epemmnBaHna ayamTo-
PV OKa3blBAKOT BIMAHWE Ha TO, YTO NMPOMUCXOAMT Ha SKPaHe, U TaknM obpa-
30M co3faeTca obpaTHasa CBA3b Mewdy HabnogaTenaMn 1 NPOCTPaHCTBOM
nosecTBoBaHuA. Ha BbiCTaBKe NpeacTaBneHa AOKYMEHTaLMA NpoeKTa.
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3. HoBble A3bIKK peanbHoro

«fl MHOro Aymalo 0 TaKTUIIbHOM KMHeMaTorpade, 3To 661510 6bl HECITOKHO U
npocTo dpaHTacTUYHO, ecnr 6bl HamM yaanoch caenaTtb YTo—-nMb6o nogobHoe
B HaweMm ¢unbMe B Ka4yecTBe NPOCTOMW UNMoCTpaumH. ...MepcoHaxk aoTparu-
BaeTcA A0 Tpyna, a Ha CTone nanbLbl NOrpyalTca B KaKon-HU6yab nopo-
wok!, ecnu 66l Mbl MOrNIM UCNOMb30BaTb LECTb-CEMb XOPOLUO OTOOBPaHHbIX
CHUHXpPOHU3auMH... Ham cneayeT nogymaTtb 06 aToM, N0 KpanHen Mepe, Ha
6yayuiee, eCnv Mbl HE MOXEM OCYLLECTBUTbL 3TO cenvac. lNMybnuka 6ypeTt
TpeneTaTb.

CanbBagop Janu

TpeTbA yacTb NpoeKTa «TakTUNBbHBLIM KMHEMaTorpad» paccKasbiBaeT O
CYLLLECTBOBaHWM GUSIbMOB, KOTOPbIE “MOMHO CMOTPETb pPyKamm» — 3TO naeA
CanbBagopa Janu, sonnoweHHas KoHcTaHTMHOM CEMUHbBIM, «xBaTaTesb-
Hoe cmoTpeHue» lNetepa Banbens n BAJTM SKCIOPT, muctudukaumm
rpynnbl «TOTAPT», B13yansHble Mmanunynaummi Banepus AliseHbepra, KMHO-
NOrpy*eH1A B pasfinyHble coumanbHele cpeabl Hatu [Nasnoson.

Pa6otas BmecTe c Jlyucom ByHioanem Hag cueHapvem ¢unbmos
«AHpany3ckui nec» 1 «3onoto Bek», CanbBagop Janv npeanoxkun MHo-
HECTBO HOBaTOPCKMX NMPUEMOB, OAMH M3 HUX — KMHO, KOTOPOE B MNPO-
Lecce NpoCMOTpa AOMKHO CONPOBOXAATLCA TaKTUIbHBIMU OLLYLLLEHUAMM,
KOMMEHTHUPYIOLLIMMK SKpaHHOE AENCTBO: «3PUTENN KNaayT PYKM Ha CTON,
Ha KOTOPOM MOABNAIOTCA pa3Hoobpa3Hble NpeaMeThl, Cleaya JIormke
¢dunema. Ha skpaHe repov rnagut mydTy, MydpTa NoABNAETCA Ha CTONe,
<...> Ha 9KpaHe repok nacKaet obHaxKEeHHYIO rpyab, a nanbLbl 3pUTe-
New LWynatT MCKYCCTBEHHbIE rPYAU Ha cTone nepef Himu». O6pas gon-
WeH co3aaBaTbCA 6narofapa TaKTUIIbHbBIM OLLYLLEHUAM U BOODPaKeHHIO,
CO3HaHKWE e He JOMKHO y4acTBOBaTb B 3TOW paborTe.

XynoowHWK 3abpackiBan pexmccepa NMcbMaMM, KOTOpPbIe WIIIOCTPU-
poBan HabpocKamu TOro, Kak Bce 3To MOrno 6bl 6biTb peann3osaHo. B
OOHOM M3 HWUX — PUCYHOK MeXaHW3Ma, OfHa M3 CTPESIOK YKa3biBaeT Ha
ropAYyto Body, 6pbI3ri KOTOPOM AOMKHBI MPONUTECA Ha ayAUTOPHIO NP
3ByKax nnecka Boabl B 6nae. «Bmecte ¢ Janun mbl 6panv BCE, 4TO TONbKO
NPUXOOMITO Ha yM, a 3aTeM 6e3*anocTHO oTbpackiBanu BCe TO, YTO MO0
XOTb YTO-HMOYAb 3HAYMTL», — BCMoMuHan byHoanb B 04HOM M3 CBOMX

1. 3D visualisation of «lmmer-
sions. Towards the Tactice
Cinema» exhibition space
© Dina Karaman

the viewer doesn't move, but the screen before him is
a cyclorama. Isaev has realised these ideas in his work
Montage of Attractions where an ideal screen space —
a Moebius strip — is presented.

Herz Frank made a ten-minute film where the
viewer sees only a child’s face. The child reacts to
things happening around him, he laughsg, cries,
becomes upset and the audience has to imagine
something which is the source of these emotions.
Frank continues the subject of “inner cinema” and
attracts the veiwer’s attention to cinema being not only
a means for observing some twists and turns of a plot,
but first and foremost a way to live through one's past
experiences once again through events which happen
to other people.

In Pia Tikka's Obsession the Montage Apparatus
by Eisenstein is reborn. The artist realises the opportu-
nity to relate what is happening on screen, as the plot
unfolds, whith the audience’s psycho-emotional state.
The audience feelings influence the events on screen
and this way feedback is created between the observ-
ers and the space of the narrative. At the exhibition the
project’s documentation is presented.

3. New languages of the real

“I think a lot about tactile cinema it would be easy and
just fantastic if we managed to do something like that
in our film as a simple illustration... A character touches
a corpse, while fingers are immersed in some powder
spread on a table! If only we could use six or seven
well-chosen synchronizations..We should think about it,
at least, for future use, if we cannot realize it now. The
audience will be trilled”.

Salvador Dali

The third part of the Tactile Cinema project is
about films that can be “watched with the hands” —
this is Salvador Dali's idea realised by Konstantin
Semin, in Peter Weibel's and VALIE EXPORT's
“gripping watching”, in mystifications by the TOTART



Group, and in Valery Ayzenberg’s visual manipula-
tions and Katya Pavlova's cinema immersions into
various social environs.

While working with Luis Bunuel on the scripts for
Un Chien Andalou and L'’Age d’or Salvador Dali had
suggested many innovations, among them a film with
screening accompanied by tactile sensations, as a com-
mentary for the narrative on screen: “the viewers place
their hands upon a table where various objects appear
following the film’s logic. On the screen the protagonist
strokes a muff — a muff appears on the table, <...> on
the screen the protagonist fondles naked breasts —and
the viewers'’ fingers feel an artificial breast placed on
the table in front of them”. The image should be created
through tactile sensations and imagination, and the
consious mind must not take part in this work.

The artist bombarded the film director with let-
ters and sketches illustrating all the ways in which
this could be realised. One of them is a drawing of a
machine with an arrow pointing out hot water spray-
ing the audience when it hears water splashing in the
bidet. “Together with Dali we took everything that came
to mind and then discarded without pity everything
that could have any meaning”, — Bunuel reminisced
in one of his interviews. But most of the artist's ideas
remained unrealised and Luis Bunuel was actually try-
ing to diminish Dali's role in the making of this film as
far as he could.

To realise all Dali's ideas that appear so interesting
and avant-garde even today, Konstantin Semin made
a remake of the film Un Chien Andalou relying on the
Surrealist’s sketches, letters and notes.

Later the idea of “tactile watching” was not lost,
but realised in a different form. The artists of 1960’s
and 1970's made provocative, political performances
speaking all the while of “expanding cinema” and in fact
of “expanding reality perception”. Cinema here took an
important role in the 1960’s utopia of establishing free
communication channels. The theorist of these process-
es, Gene Youngblood says in his book that “Expanded
cinema isn't a movie at all: like life it's a process of
becoming, man’s ongoing historical drive to manifest his
consciousness outside of his mind, in front of his eyes

Two Austrian artists worked along the lines of this
exploration — Peter Weibel and VALIE EXPORT. Wei-
bel thought that if we shoot films with our hands, these
hands can somethimes watch what is filmed. In her turn
VALIE EXPORT put those thoughts into action realising
the Tap and Touch Cinema (1968) project together with
Weibel. The object of artistic exploration was an image
of a female breast as a central image for the Hollywood
cinema industry. VALIE EXPORT went into the street in
Vienna covering her naked breasts with a box into which
hands could be inserted. That was exactly what she
invited everyone — men, women and children — to do,
thus “watching” with their hands what they would watch
with their eyes in an ordinary movie theatre. The box here
was a metaphor of cinema, and the artists explored the
idea that a viewer should not watch, but imagine a film.
At the time this “tactile cinema” was really revolitionary.

The Moscow TOTART duet also builds from the
cinema format using Soviet material to bring to light
and treat ironically the reigning hypocritical morals of
Soviet society. In the Floor Polishers performance Na-
talia Abalakova and Anatoly Zhigalov wax floors, com-
ing closer and drifiting apart, rocking in time with their

nHTepBblo. OfHaKo BONbLUIMHCTBO 3a4yMOK XyOOKHWKA OCTanoCk Hepea-
NM30BaHHbLIMK, M Ha camom Aene Jlyuc ByHioank, kKak Mor, ctapanca npuy-
MeHbLUKWTL 3acnyrn Hanu B pabote Hazg dpunabMom.

Y7061 BONNOTUTE BCE MAen [anu, KoTopble KamyTCA MHTEPECHbLIMM
W aBaHrapgHbIMK Aawe W Hawemy BpemeHu, HoHcTaHTuH CemuH caenan
pemMenKk dunbma «AHJany3ckui nec», PyKOBOACTBYACh 9CKU3aMH, MUCh-
MaMK K 3anucAMK croppeanuncTa.

[Mo3pHee naeA «TakTUNBHOrO CMOTPEHUA» He Bbina yTpadyeHa, HO
peann3oBblBaiach yme B Apyron ¢opme. XyoomHukn 1960-1970-x ocy-
LLLEeCTBANM NPOBOKALMOHHBIE MOUTUYECKHE NEPOPMAHCHI, HO MPU STOM
rOBOPMIIM O «PaCLUMPEHUN KMHO», a paKTUYECKM W O «paCLUMPEHNN BOGC-
NPUATUA peanbHOCTH». KMHO 34eCh BbICTYNano B KA4eCTBE BaMHOr0 KOM-
noHeHTa ytonun 60-x rogos 06 yCTaHOBNEHWM CBOBOAHBIX KAHATOB KOM-
MyHUWKaLmMK. TeopeTuk aTmx npoueccos [xuH AHrénazn B cBOeW KHure
rOBOPMT, Y4TO «pPacLUMPEHHOE KMHO — 3TO BOBCE HE KMHO, MOA0OHO HU3HU
3TO NPOLLECC CTAHOBJIEHWA, HENPEKpaLlaloLLeeca MCTOPUYECKOE BreYe-
HWe YenoBeKOM MaHWdeCTUPOBaTb CBOE CO3HaHWe 3a ero npeaenamm».

B pycne atnx nonckos npoxoamna pabota aBCTPUNCKKUX XYAOHKHU-
koB NeTtepa Banbena u BAJTM SKCIOPT. Barbenb Torga pasmbiunsan,
4TO pa3 Mbl CHUMaeM pyKaMu, TO 3TW PYKK MHOMAA MOTrYT U CMOTPEThb TO,
yto Mbl cHrmaeM. BAJTM QKCITOPT, B ceoto ouepenb, BoNnotuna atum
MBIC/IM Ha NMPaKTUKe, OCYLLEeCTBMB B coaBTopcTBe ¢ Banbenem npoekt
«HMHO: NOCTY4YM M MPUKOCHUCH> (1968). [MpeomeToM xynomecTBEHHOMO
nccnenoBaHuA 34,eCh NMOCYHU 06pa3 HEHCKOM rpyan KaK LeHTpasb-
HbIM AnA BCeM ronnmeyackon knHonHaycTpun. BAITM OQKCIOPT Bbiwna
Ha ynuuy BeHbl, NPUKPbLIB CBOIO OOHAMKEHHYHO rpyab ALLMYKOM, B KOTOPbIM
MOMHO 6bIN10 MPOCYHYTb PYKKU. DTO U BbINO NPeaSIoKEeHO CAenaTb BCEM
HenatoLwmnmM, My}H4nMHaM, HEeHLLMHaM, LEeTAM, M TaKMM 06pa3oM «MOCMO-
TPeTb» pyKaMu TO, 4TO B OOLIYHOM KMHOTeaTpe CMOTPAT rnasamu. Anyex,
KOHeYHO, BbICTynasn Kak Metadopa KMHemaTorpada, a XyAoKH1La pas-
pabatbiBana Maeto Toro, YTo 3puTesNb AOMKEH He BUAETh, a BoobpamaTb
bunbM, 1 ANA CBOEro BPEMEHW 3TOT «TaKTUIIbHbIM KMHeMaTorpad» 6bin
NMOWUCTUHE PEBONMFOLMOHHBIM.

MockoBckuit fyaT «TOTAPT», Takie OTTaIKMBaACh OT KUHEMATO-
rpajuyeckoro popmara, y#e Ha COBETCKOM MaTepuasne BblIABMAN U MPO-
HWYECKM AEeMOHCTPUPOBa LLapvBLLIYIO B 0OLLECTBE XaHMECKYH0 Mopab.
B nepdopmance «[Nonotepbl» Hatanes Abanaxkosa n AHatonui Huranos
HaTMpatoT Nosibl, CONUMKAACH M PAaCXOAACH, PacKayMBaACh B TaKT ABUHKeE-
HWUAM W NOCTENEHHO M36ABNAACH OT OAEHAbl. 3PUTENb YepeS LLENOYKY
NnoArnAapiBaeT 3a Ux AeMCTBMAMKW C OTKPOBEHHbIM CEKCYallbHbIM NMOATEK-
CTOM — CUTyaumAa KMHOCMOTPEHMWA 34eCb CBeAEHA A0 YPOBHA «rna3Ka»
MM 3aMOYHOM CKBaMMHbI, @ Byaepuam npeacrtasnaet obpas aedopmu-
POBaHHOI0 4YeNOBEYECKOr0 CO3HaHWA B obLLecTBe.

«TaKTUNBbHBIN KMHeMaTorpad», AENCTBMTENBHO, BO MHOMMX pabo-
Tax MpeacTaeT MMEHHO Kak CpeACTBO BbIABUTL 06LWECTBEHHbIe MPOo-
uecchl, 6onesHeHHble A/1A YeNOBeKa, HaXOAALEroca B aToM cpefe. Tak
Exatepuna Naenosa B pabote 2012 roga “i am a fish” nytewectsyert
no scemy ceeTy (Mocksa, Banu, Mapu, Hbro—l7lopr(), HageB Ha cebA
6yTadopckyto peibbio ronosy. Metadopa paboTaeT Ha HECKOMbKMX
YPOBHAX: XyAOHHMLA NpeacTaBnaeT ceba Kak Yyxoe Bo BpamaebHoM
A3BIKOBOW W KYNbTYPHOW cpeae, NPaKTUYeCKU HeMOe CyLLLeCTBO —

M TEM MPOBOLMPYET MPOXOMMX HA PEAKLIMIO — CMeX, KOTOPbIM ObICTPO
CMEHAEeTCA arpeccuent.

MpAamon anntosunen Ha «AHAANY3CKUM NeC» BLIMMALMUT eLle ofHa
pabota — cepuA nepdpopmaHcos Banepusa AnzeHbepra «BuayanbHbie
MaHunynauum» (1995—1998). BHameHWTan cueHa paspesaHua 6pUTBON
MEHCKOro rnasa B opuriHanbHom ¢unbme byHioana u Janu npounHTtep-
npeTuMpoBaHa 34eCkb Yepes peasbHble BrevyaTneHus xynokHuka: «OgHa-
Wbl B MOCKOBCKOM Tponnenbyce «b» a ysuaen aesylwky. Koxa y Heé Ha
n6y 6bina cunbHo HatAHyTa. [lo 6necka. A nogyman: ecnn NPUTPOHYTLCA
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K Hemy 6pUTBOM, KOXa C TPECKOM JIOMHET...». Ha ocHoBe 3aToro croppeasnu-
CTHYecKoro obpasa AnseHb6epr NPOBOAUT PAL, MaHUMYNALMIA C SKPaHOM,
HarnAAHO AEMOHCTPUPYA, KaK Npoucxoasllee nepecTaeT GbiTb WHO3NEN,
W 3pUTENb U3 co3epLaTesia LOKUPYIOLLLEHN peanbHOCTH NpeBpallaeTcs B
ee cosgarens.

4. HnHornas: MHOroNIMHEHHbIE NMOrpPyKEeHUA B cpeay

PacmupeHHoe KHUHO — 3TO BOBC€ HEe KHUHO: HO.D,OGHO HHU3HHU 3TO Npo-
Lecc CTaHOBJIeHHUA, HenpeKpalauieeca UICTOpHU4YeCKoe BnevyeHue 4yeno-
BEeKa MaHMdJeCTHpOBaTb CBOe CO3HaHue 3a ero npepgenamu, npAaMmo nepepg
rnasamviu.

Imn Anrénag

B ueTBepTOM pazaene BbICTaBKM NpeacTaBieHbl paboThbl XyOO0MHN-

KOB, HamnpaBfeHHbIe Ha TO, YTOObI MO Mepe PacLUMpPEHUA TEXHOMOrMYe-
CKOro apceHana KMHOMCKYCCTBO CMOITIO 3axBaThbiBaTb BCE HOBblE CPepsbl
yenoseyecKoro 6uiTnA. Byan v LLterHa Bactonku nccnenytot B cBomx
npoekTtax uaeto «MawmnHosuaeHna», Ken [dxenkobe neitaetca o6e3opy-
HUTb 3pUTENsA HEMaTepUanbHbIMKU apUTMUYECKUMU BTOPKEHUAMM, OdnHa
HapamaH 1 AnexkcaHppa HysHeLoBa 3aHMMaOTCA NOMCKOM BHYTPEHHEro
W BHELUHEro B Auasiore 4YenoBeKa C NPUPOLON.

B HayuHoM npakTuke XX Beka 6bin chopmynMpoBaH BONPOC O TOM,
BO3MOXHO /11 OO BLEKTUBHOE BUAEHWE W UCCNEAOBaHNE OKPYHatoLLLEero
Mupa’? BonbLWMHCTBO y4YeHbIX yTBEPHKAAIM, YTO B HAyYHOM UCCNEAOBaHUA
HWKOrAa He yAacTCA YCTPaHMTb A0 KOHLA «4enoBeYeCKni hakTop», Npea-
B3ATOCTb MHEHWM, HECOBEPLLEHCTBO N1a3a, AaBneH e HU3HEHHOMO OnbiTa
n cpedbl. He MeHee BamHbIM Bbin 3TOT BONPOC M ANA XYAOKHUKOB, KOTO-
pble cTapanucb MaKkCMManbHO TOYHO Nepeaatb 06pa3 peanbHOCTH, a He
NMOBEPXHOCTHOE C HEM CXOACTBO.

Cy6BbeKTMBHOMY aBTOPCKOMY B3rNALY BUOEOXYAOKHUKKM 70-X MPOTH-
BOMOCTaBW/IM MaLLUMHHBLIM CNOcob6 BUAEHUA. YCTPOMCTBO, cCBOGOAHOE OT
WMHAMBUAYaNbHBIX 0COOEHHOCTEN W OrpaHUYeHWI YeNoBEYECKOro rmasa, —
nonaranun oHW, — CNoCobHO yBUAETb APYryto, «paCLUMPEHHYIO» peasb-
HocCTb. B 310 BpemsA 1 6binn CKOHCTPYMPOBaHbI MEXaHMYeCKWe annaparthl,
CMNOCOOBHbIE K CaMOMpPOorpaMMMpPOBaHUIO MU CaMOyMNPaBNEHUIO.

Ha cospaHue Kak pas Takoro annapaTta 6bi1M HanpaBfeHbl paHHWe
aKcnepumeHTsl Byaun v LtenHsl Bactonok. AMepMKaHCKKX XyA0KHUKOB
O4eHb yBneKana uaen «MallMHOBUAEHWUA»: UX HE BONTHOBANO, KaK BUOMUT
MWpP YeNOBEYECKUM Mas, 3aTO OHM CTPACTHO XOTeNW y3HaTb, YTO BUAWUT
cama KMHOKamepa — YCTPOMCTBO, KOTOPOe CMOCOOHO 3aMeHUTb U aBTopa,
n 3putens.

Bonnowasna ceou naeun, Bacronku cH1UManu nemaamm M3 okHa cobeT-
BEHHOWM MallMHbI Kamepok co chepuyeckor nMH3ow. o mepe npoponxke-
HWA KX «MOMCKOB>» AJ1A NEN3aHbIX CbEMOK MCMonb3oBanack Bce bonee m
6onee cnoxHana TexHuKa. B KoHLe KOHLLOB, B CBOEM MyTelleCcTBUM CKBO3b
SNEKTPOHHbIE MeAna XyAOKHUKK NPUOLIBAIOT B @BCTPaKTHBIM 3NEKTPOH-
HbIM KOCMOC — NPOCTPAHCTBO, KOTOPOE MOMHOCTLIO ONpPeAeneHo BUAEO.

MapannensHo ¢ Bactonkamu KMHO3KCNEPUMEHTLI NpoBoaMT HeH
Hxenkobc, oH co3aaeT GpunbMbl, MCMONb3YA «YyMKHUe» CbEMKM, Hanpwm-
Mep, MEPEHOCUT Ha NNEHKY M3obpakeHna ¢ ByMamHbIX MPUHTOB Havana
XX BeKka 13 BawmHrtoHckon brubnuotekn HoHrpecca. Ero knHo Bo3aem-
CTBYeT Ha NOACO3HaHWe 3puTend, obHapy#unBaa 0CO6eHHOCTH paboTkl ero
HEPBHOWM CUCTEMBI, U AEMOHCTPUPYET NPK NMOMOLLY OYEBUAHBIX KUHOMPU=-
€MOB HECMOCOBHOCTL YEI0OBEYECKOr O Ma3a BUAETb BELLM TAKUMM, Kakune
OHM €eCTb.

BAJTIM SKCITOPT He TonbKo 3aHMManach «TaKTUbHbIM KUHE-
mMaTorpadom», HO U CHUMana aKcnepuUMeHTasbHble KUHOPabOoThI, TaK

movements and taking off clothes as the heat gets up.
The viewer watches their covertly sexual actions though
a peep hole — the situation of cinema watching is here
reduced to the level of a peep hole or a key hole, and
voyeurism represents an image of a deformed human
mind inside a society.

Indeed, “Tactile cinema” is in many works
presented exactly as a means to lay bare the social
processes which are painful for people inside this envi-
ronment. Thus, Ekaterina Pavlova in / am a fish (2012)
travells around the world (visiting Moscow, Bali, Paris
and New York) with a fake fish head on. This metaphor
functions on several levels: the artist presents herself
as an alien in a foreign language and culture environ-
ment, a virtually dumb being — and so provokes a
reaction from passers-by, laughter at first which is soon
followed by aggression.

Another work seems to be a direct reference to
Un Chien Andalou — Visual Manipulations (1995-
1998) series of performances by Valery Ayzenberg.
The famous scene from the original film by Bunuel and
Dali, where a woman’s eye is cut with a razor is here
interpreted through the artist’s real experinece: “Once
| saw a girl in the Moscow “B" trolleybus. The skin on
her forehead was so tightly drawn it almost crack-
led. | thought if it was touched with a razor, this skin
would burst with a snap”. Using this surrealist image
Ayzenberg makes various manipulations with a screen
showing graphically how what happens stops being an
illusion and the viewer is transformed from an observer
of shocking reality into its creator.

4. Cinema eye: multilinear immersions
into an environment

“Expanded cinema isn’t a movie at all: like life it's a
process of becoming, man’s ongoing historical drive to
manifest his consciousness outside of his mind, in front
of his eyes”

Gene Youngblood

The fourth section of the exhibition presents works
by artists who strive to expand new spheres of human
existence by an expansion of cinema'’s technological
tool kit. Woody and Steina Vasulka explore the Machine
vision idea in their projects. Ken Jacobs tries to disarm
the viewer with immaterial arythmic invasions. Dina
Karaman and Alexandra Kuznetsova explore the inner
and outer aspects in the human dialogue with nature.

The XXth century science has articulated the prob-
lem — is objective vision and exploration of the world
possible at all. The majority of scientists stated that the
“human factor” can never be entirely ruled out in research
— meaning also biased opinions, imperfections of the
human eye, previous life experiences and environment
pressure. This question was also crucial for artists who
struggled to render the image of reality with maximum
precision, and not only to create a shallow likeness.

Video artists of the 1970's countered the subjec-
tive author's view with a machine vision. They thought
that a device which is free from individual character-
istics and limitations of a human eye would be able to
see another, expanded reality. It was at that time that
various mechanical devices with an ability to self-pro-
gramme and self-manage were constructed.



Early experiments by Woody and Steina Vasulka
were directed towards creating such a device. These
American artists were infatuated with the idea of
machine vision: they didn’t care how the human eye
saw the world, but they were very eager to know what
the camera itself was seeing — being a device which
could replace both author and viewer.

Realising these ideas the Vasulkas filmed
landscapes from their car window with a sperical lens
camera. While they continued their “research”, more
and more complex technology was used for filming
landscapes. At last in their journey through digital
media the artists have arrived to abstract digital cosmic
space totally defined by video.

Ken Jacobs conducted his experiments along
with the Vasulkas — he created films using found foot-
age. For example, he transferred to film paper prints
images of the early XXth century from the Library of
Congress. His films affected viewer’s subconsious
mind, discovering how their nervous system functioned
and demonstrating with overt cinema tricks the inability
of human eye to see things as they really are.

VALIE EXPORT did not only work with tactile
cinema, but also made experimental films, the so called
“video poems” and “structural movies”. In the late
1970's she even recieved the Austrian State Award for
Cinematics although her avant-garde works were not
accepted by the establishment — the Austrian minister
of culture at the time refused to present the artist with
the award. At the exhibition this side of her oeuvre is
represented by METANOIA (1968 — 2010) selection
of video works which forms a marked contrast to the
mainstream concept of cinema.

Landscape as cosmic space and our reflection
in it is the central subject of Alexandra Kuznetsova's
multipart work. In her video performance the artist
transforms urban and natural space while intruding
into it. Using a system of mirror reflections she created
multilinear immersions in which landscape becomes
a media through which the artist, the viewer and the
environment is reflected.

The artist Dina Karaman lays open the dark mystic
landscape of the human inner nature. She transmits the
sensual sensations through visual and sound referenc-
es, returns to ethnographic roots and mystic sacramen-
tal rites. The viewer plays a role of an observer: will the
human be purified by this connection, immersion into a
natural and often very hostile context.

5. Interactivity as freedom of thinking
(without montage)

Cinema is a combination of literature, theatre and paint-
ing, and | think it’s time to dispose of the narrative cin-
ema which is based on text and not on images. Our life
today is just as it was 8000 years ago — it is governed by
those who control the text. Unfortunately most of us are
ignorant as far as image perception goes.Thta’s why we
should use new possibilities given by multimedia so we
can see real cinema at last”.

Peter Greenaway

The Interactive Cinema that unfolds with viewers'
participation is the fifth section comprised of works by
Zbigniew Rybczynski, Chris Hales, Boris Debackere,
Perry Bard, Mark Amerika and Olga Kisseleva.

Ha3blBaeMble «BULAEOMO3MbI» U «CTPYKTYPHbIE ¢punbMbl». B KOHUEe cemu-
OECATbIX rofoB en parke bbina NnpucywaeHa ABCTpUMCKan rocyaapcT-
BEHHaA npemua B 06nacTi KMHematorpadmu, Xota opuLManbHaA BNacTb
W He NMpUHWMAana ee aBaHrapAHoe TBOPYECTBO. TaK MUHUCTP KyNbTypbl
TOro BPEMEHW C BO3MyLLeHWeM oTkasasncs Bpydate DKCITOPT Bbivrpan-
Hyto eto npemuto. Ha BbiCTaBKe 3Ta YacTb ee TBOpYecTBa NpeacTasrieHa
noa6oproi Buaeopabor METAHOMA (1968—2010), Kotopaa BbIFAANT
O4Y€Hb KOHTPACTHO MO OTHOLUEHMWIO K TOMY, YTO Ha3blBAETCA «KUHO» B ODbIY-
HOM MOHWUMaHWK 3TOro CrnoBsa.

MeM3ak Kak KOCMOC U Halle OTpameHWe B HeM — LieHTpasbHbIM
CtoXeT MHoroyacTHom pabotel AnekcaHapsel KyaHeuoson. B ceoem Buaeo-
nepdopmaHce xyaoxH1La NpeobpasyeT rOPOACKOe W NPUPOAHOE NPOo-
CTPaHCTBO, BTOPranacb B Hero. Micnonb3ysa cucTeMy 3epKasibHOro oTpa-
WEHWA, OHa CO3/aeT MHOTOJIMHENHbIE MOTrPYHEHUA, B KOTOPbIX NEM3am
CTaHOBMTCA MaTepHasioM, CKBO3b KOTOPbIM OTPaKaETCA XyAOHKHUK, 3pH-
Tenb, cpepa.

Xynownuua JuHa KapamaH obHakaeT TEMHbIM MUCTUHECKUM Nanf-
wadT BHYTPEHHEN Npupodbl YenoBeka. OHa TpaHCIMPYeT YyBCTBEHHbIE
OLLYyLEHUA Yepes BU3yallbHO-3BYKOBbIE aslNio3nK, BO3BPALLEHWE K STHOr-
papryEeCKUM KOPHAM, MUCTUYECKUM 0BPAAOBLIM pUTyanam. 3puTenb
Haxo4WTCA B ponv HabnopaTena: NpoM3onaeT NK OYMLLEEHWE YernoBeKa
Yyepes CoefMHEHNE, NOrpyHEHNE B NPUPOAHBIM 1, 3a4acTyto, O4eHb Bpa-
MOEOHBIN KOHTEKCT.

5. UHTepaKTHUB KaK cBo60Aa MbILLEHUA
(BHe MOHTama)

«HMHO — 3TO KOM6HHaUUA TeaTpa, NMTepaTypbl U UBOMKUCH, U A AyMalo,
y¥e nopa NOKOHYMTb C HappaTUBHbIM KUHO, KOTOPOE OCHOBAHO Ha TEKCTe,
a He Ha obpa3sax. CerogHsa, Kak n 8000 neT Ha3ag, HalLlen HU3HbIO, ynpas-
NAOT Te, KTO ynpaBnaeT TeKcTom. U neyanbHo, 4TO B NnaHe BOCNPUATHUA
obpa3oB 60NbLIMHCTBO U3 Hac HerpaMmoTHbI. [loToMy U cnegyeT Ucnonb3o-
BaTb HOBble BO3MOXKHOCTH MyNbTUMEAHa, 4ToObl yBUAETb HAKOHeL, HacToA-
wee KUHO».

Mutep MpuHyait

«MHTepaKTUBHbIM KMHEMaTorpad», KOTOPLIM pa3BopayMBaeTcaA Npy
y4acTuu 3puTena, — 3TO NATLIA Pagen BbICTaBKM, COCTaBMNEHHbIN M3 paboT
36urHesa PuibunHckoro, Kpuca Xeinca, Bopuca Odebakepa, MNMeppu
Bapa, Mapka Amepukn n Onbr Kuceneson.

Mpea akTMBHOrO nocetuTena Xyﬂ,O)KeCTBeHHO[/'I BbICTaBKM 4aCTO Npo-
TMBOMNOCTaBNAETCA NaCCUBHOMY 3PUTENIO KITaCCHUYECKOIro KUHO. Ha
YPOBHE 3aABKKU 3Ta pUTOpHUYECKan d)Mpra BrnepBble NOABNAETCA B

Teopun KMHematorpada elle B KoHue BTtopor mrpoBor BoMHbI, Korga <
dpaHuUy3CcKMi KMHOKPUTHK AHApe BaseH nopuuan «kMHematorpag Ol'l
MOHTaMa» 3a TO, YTO OH yNpaenAeT 3pMTenieM BMECTO TOro, YToObI ®)
AaTb ayaMTopUM CBOOOAY OTKPBLITOrO M MHOrO3Ha4YHOro obpasa. eV

HecatuneTnem nosxe 0OHOM M3 BaMHENLLMX MHTENNEKTYallbHbIX
3apay ctana npobrema «OTKPLITOro NPOU3BEAEHUA» — TEKCTa UK
M306pakeHUs, MPUHLMNUATIBHO OTKPLITOrO PasfiMyHbiM MHTEPRPETALMUAM.
Ym6epTto 3ko, PonaH Bapt, Muwernb ®Pyko TeopeTUiecKkn obocHoBaM
Heob6x0OMMOCTb NPOM3BeAEHUA, KOTOPOoe ByaAeT pa3BUBATLCA BHE JIMHEN-
HOW CIOMETHOM CXEMbI U, B KOHEYHOM UTOre, 3aBUCETb HE OT IMYHOCTHOIO
aBTOPCKOro B3rMAAa, a ynpasnaTbCA yMTatenem unu aputenem. B tor
MOMEHT, Koraa B NOCTCTPYKTYPaMCTCKOM GrUnocodum 1 nutepatype nos-
BMNacb UAeA paspyLleHnA eAnHON NOBECTBOBATENIbHOM CTPYKTYPbI NPO-
M3BeAEeHHUA, POOMIIOCH U HENTMHENHOE MO CBOEW CTPYKTYpPe KMHO, U pas-
NUYHble GOPMbI MHTEPAKTUBHOM paboThbl CO 3pUTENEM.



MepBbik ONBIT yCNEeLWwHoro co3aaHna 1 AeMOHCTPaLLMK MHTepaKTUB-
HOro KMHO NPUWHAANERUT YelucKoMy pewunccepy Papywy HuHyepe v oTHO-
cutea k 1967 rogy. @unsm nop, HaszeaHrem “Kinoautomat” (8 aHrnmicKowM
Bepcumn “One Man and his House") aeMoHcTprpoBanca B cneumansHo
NMOCTPOEHHOM AJ1A Hero naBuiboHe Ha Expo’67. Kaxpoe mecTo B 3pu-
TenbHOM 3ane Ha 127 nepcoH 66110 CHabkeHO ABYMA KHOMKaMMK: KPaCHOM
n 3eneHom. ATk pas3 3a ceaHC NoKas nNpepbIBaNCA, U Ha CLEHY BbIXOAMI
KoHbepaHCbe, Npeanaras ayauTopum caenatb Belbop fanbHeMWero pas-
BMTHA CIOMeTa NpM NOMOLLM KHOMOK ronocosaHusA. NTor ronocosaHus
B/IMAN Ha TO, YTO NMPOUCXOAMIO Ha SKPaHe Janblue.

«KMHOaBTOMaT» BOCMUTLIBANT aKTMBHOIO 3pUTeNA, Ybe y4acTve B
06LLECTBEHHOM HW3HW CTPaHbl OblNO KpanHe HEBbIFOAHO KOMMYHUCTHUYE-
CKOM napTmn YexocrnoBakuu, 1 BCKope paboTa 6bina 3anpelleHa v 3abbita
Ha [4,0BONbHO A0 CPOK.

[MepBoe cepbesHoe Hay4HOe nccneposaHve naen Pagywa YvHuepsl
nposen Kpuc Xewnc, xyaoxHuK, npodeccop, nccneposateslb MHTEPaK-
THMBHOro KMHematorpaga. Ha ocHoBe CBOMX MCTOPUYECKHMX M TeopeTHye-
CKMX n3bicKkaHnin B 1990-e rogbl OH co34aeT NepCoHabHbIM KMHOTEATP
C CEHCOPHbIM 3KPaHOM, NOKa3blBaOLLMIA NOABOPKY IKCMEPUMEHTANTbHBIX
MHTEPaKTUBHBIX GUIbMOB, B KOTOPbIX BU3yasibHble MeTadopbl MHTEPAKTHB-
HOCTW ABNIAKOTCA HEOTBHEMIEMOMN YaCTbIO CaMOro KMHoMaTtepuana. 3pu-
TeNb MOXeET BblbpaTh puIbM Ha CEHCOPHOM 3KpaHe Mpy NMOMOLLU MEH!HO,
KOTOpOE AeNUT BO3MOXHbIE BapWaHTbl Ha NATb KAaTeropui B COOTBETCTBUM
C OCHOBHOM TEMOMW: Nen3a, HaBUraLlma B NPOCTPaHCTBE, AOKYMEHTaNb-
HbIM GUNBbM, MyNBTUIKPaHHbIM GUIbM, KoMeana-papc.

HemHornm noswe YunHyepesl 3a rMnepTeKCcToBOE NOBECTBOBA-

HWE B3ASICA NONbCKMIM KMHemaTorpadpuct 36urHes PoibunHckui. B ero
¢duneme «HosanA kHura» 1968 ropa aKkpaH pasaeneH Ha 9 yactew, B
Kawa0M M3 KOTOPbIX MPOMCXOOMT CBOe AencTeue. Bce nosectBoBatenb-
Hble IMHUM 06beAMHEHbI 06LLEN TEMOW M MO XO4Yy Pa3BUTHA AENCTBUA
nepeceKatoTCA U 06pasytoT pasnunyHble CBA3W U GOPMbI HappaTHBa.

CoBceMm apyror BapuaHT MHOXECTBEHHOMO NOBECTBOBAHWA CO3aaeT
Meppu Bappa. Ee npoeKT ocHoBaH Ha LweneBpe AOKYMEHTAIMCTUKN COBET-
CKOro KnHoaBaHrapga — dunbme [3urvn Beprosa. XynowHvua npurna-
LIaeT K COaBTOPCTBY NOAEN CO BCErO MMPa, U U3 OTCHATOrO UMW BUAEO-
MaTepuana opmupyeTca ¢unbm «Henosek C KMHoanmnapaToM: peMenK
rnobanebHoro macwraba». Buaeo ¢ MobunbHbIX TeNnepoHOB K Kamep
cucTem 6e30MacHOCTH, TIOBUTENBCKUE ChEMKU, aBTOMATUYECKM CreHepu-
poBaHHbIe M306pameHnAa — BCE 3TO MOMHO 3arpy3vTb Ha CauT WU BKITHO-
4MTb B MOTOK TPaHCNMpyemblx 0bpasos. bapa pazbuna ¢unem BepTtosa Ha
dbparmMeHTbl, M Kawabli M3 3arpyKeHHbIX NONb30BaTeNEM KyCOYKOB 3ame-
LaeT COOTBETCTBYIOLLMIA €My MO CTPYKTYPE U COAepHaHuio dbparmeHT
opurrMHanbHoM paboTel 1920-x rogos. XynoxHuua cama paspabaTbiBaeT
nporpammHoe obecneyeHve AnA CBOEro NPoeKTa, CBOAUT BUAEO B Nocre-
[0BaTeNIbHOCTb, U Pa3HOPOAHbIE BUAEO MPEBPALLAIOTCA B YACTH 3aKOH-
YEHHOrO LLeSIoro, a BKMaA, KawA0ro OTAeIbHOro YenoBeKa CTaHOBKUTCA
4aCTbl0 BCEMUPHOIO MOHTama.

Pa6oty MNeppu Bapa kopnopauna Google npusHana ogHUM U3 nyy-
LUMX MPUMEPOB TBOPHYECKOIO UCMOMb30BaHWA MHTEPHET-TEXHOMOMMH, U,
AEeNCTBUTENBHO, C MOABNEHMEM BO3MOXKHOCTM CO34aTb MHTEPAKTMBHYIO
paboTy Ha 6a3e MHTEPHET-KOMMYHWKaLMIA MM 3a CHET COBPEMEHHOIO
nporpamMmmHoro obecneyeHna KMHematorpad Hayan cyLecTBoBaHWE B
ceTeBbIX hopmax.

Tak «PUTIbMTEKCT» Mapka AmepurKn npeacTtasnaeT cobon BUp-
TyanbHOe MyTelecTBUe 3PUTENA-NOoNb3oBaTeNA No TOKMO W [OHKOHTY,
ocTpoBaM B TUXOM OKeaHe W aBCTPa/IMMCKOWM caBaHHe, KOTOPOE B CBOEM
MHTEPaKTUBHOCTM HaNoMKUHaNo 6bl KOMMBIOTEPHYO UrPY, eCin Bbl He
66110 KUHOPUIBMOM, OCHOBAHHBIM Ha AOKYMEHTaNIbHbIX ChbEMKaxX CaMblxX
AalleKnX MeCT NIaHeThbl, HarpyHeHHbIM dyHAaMeHTaNbHbIM $HUIOCOPCKUM
NOATEKCTOM.

The idea of an active “visitor” of an art exhibition
is often set against the passive viewer of the classical
cinema. As a declaration this rhetorical figure fthave
first appeared in cinematic theopry at the end of World
War Il when the French critic André Bazin denounced
the “montage cinema” for its manipulation of the viewer
instead of which cinema should give its audience the
freedom of an open and polysemous image.

A decade later the problem of an “open work”
became one of the major intellectual challenges —an
open work meaning a text or an image which is fun-
damentally open to different interpretations. Umberto
Eco, Roland Barthes and Michel Foucault have laid
the groundwork theory for the necessity of a work that
will develop without a linear plot structure. It would not
depend ultimately upon an author’s personal vision
but would be directed by reader or viewer. When the
idea to destroy a unified narrative structure emerged in
Post-Structuralist philosophy and literature — at htat
moment a non-linear structured cinema was born along
with various forms of interactive work with the viewer.

The first succesful attempt at creating and screen-
ing interactive cinema was realised by the Czech film
director Raduz Cingera in 1967. The film titled Kinoau-
tomat (One Man and his House in the English version)
was shown in a specially built pavilion at Expo’67. At
each place in the hall holding 127 people there were
two buttons — red and green. There were five intermis-
sions during the screening when an announcer came on
stage suggesting that the audience make a choice for
the plot’s further development using these buttons. Their
votes influenced directly what happened next on screen.

The Kinoautomat formed an active viewer whose
participation in the country’s public life was very unde-
sirable for the Communist party of Czechoslovakia, and
so this work was banned and forgotten for a long time.

The first serious scientific research of Raduz
Cingera's ideas was conducted by Chris Hales — an
artist, professor and researcher of the interactive
cinema. In 1990's using his historical and theoretical
research he created a personal movie theatre with
a touch screen showing a selection of experimental
interactive films where visual metaphors of interactivity
are an integral part of cinema material itself. A viewer
can choose a film using the touch screen menu, which
divides the possible choices into five categories by the
main subject: landscape, space navigation, documen-
tary, multiscreen film, slapstick comedy.

A little later than Raduz Cingera, the Polish cin-
ematographer Zbigniew Rybczynski turned to hypertext
narrative. In his 1968 film Nowa ksigzka (New Book)
the screen was divided into 9 sections with separate
action going on in each of them, All narrative lines were
united by a common theme and as the plot unfolded
they would cross and form various connections and
narrative forms.

Quite another version of a diversified narration
is created by Perry Bard. Her project is based on the
masterpiece of Soviet avant-garde documentary, a
film by Dziga Vertov. The artist invited people from all
over the world to co-author this work. From their video
submittions the film Man With a Movie Camera: The
Global Remake was made. Video from mobile phones
and CCTV cameras, amateur footage and automati-
cally generated images — all these can be uploaded
to her website and enter the stream of transmitted im-
ages. Bard has separated Vertov's film into fragments



and each uploaded piece replaces a fragment of the
original 1920's work with a consistent sructure and
content. The artist herself creates various software for
her project, edits video into sequences and turns the
heterogeneous video fragments into a part of a finished
whole. Each person’s contribution becomes a part of
this worldwide montage.

Google has acknowledged Perry Bard's work
as one of the best examples of creative use of web
technologies. Indeed, with the opportunity to create an
interactive work based on Internet communications or
by using contemporary software, cinema in its online
forms has come to exist.

Thus FILMTEXT by Mark Amerika is a virtual
journey of the user/viewer to Tokio, Hong Kong and
Pacific islands. It reminds us of a video game but in
fact it’s a film based on documentary footage of the
planet's most distant nooks loaded with a fundamental
philosophical subtext.

Another example is Olga Kisseleva CrossWorlds
project based on a deep inner similaruty of Soviet and
American propaganda of the Cold War era. Her inter-
active installation was created for the House of World
Cultures. It was built in Berlin by Americans in 1950’s
and decorated with slogans showing the total superior-
ity of the USA. Nevertheless, this house is both in its
structure and decoration a twin of the Soviet buildings
of the period. That's how an idea of a site specific pro-
ject appeared to Kiselyova. The software she created
codes political slogans in accordance to the current
rate of Dow-Jones index and if its figures rise, images
based on American political propaganda appear on
screen. If they fall, Soviet slogans are used.

Boris Debackere, an artist and researcher, em-
ploys the idea of cinema machine that transforms real-
ity. In his lectures he says that the screen disappears
as soon as the film starts and creates an augmented
reality himself, superimposing “real” images with
computer generated content. This way he enables the
viewer to manipulate the augmented images — Boris
Debackere is busy designing the cinema of the future.

An analysis of works from the first examples of
cinema avant-garde of the XX century to contemporary
software enabling viewer interaction with a work gives
us a range of strategies which during this time were
used and developed further by artists in order to ex-
pand the concept of cinema. But comparing historical
and recent works we can notice that only the techno-
logical part of the project changes with time, not the
concepts or strategies of work. The main thing remains
fundamental — cinema is perceived as a tool of explor-
ing the world, with which we can “probe” reality around
us, see things inacessible to our eyes and transform
the reality according to our own tastes.

Ewe oavH npumep — npoekt Onbru Kucenesow «CrossWorlds:

OT TEOPHU KOPPEKTUPYHOLLMX KOLOB A0 MOMMTUYECKOM MaHUNyNALUM» —
OCHOBaH Ha ry6MHHOM CXOACTBE COBETCKOM M aMepUKaHCKOM npona-
raHzbl BpDEMEH XONTOAHOM BOMHbI. MIHTEpaKTMBHAA MHCTaNNALMA co3aa-
Banacb ana 6epnuvHckoro JJoma MMpOBLIX KyNbTyp, MOCTPOEHHOIO
amepuKaHuamu B 50-x rogax v AEKOPUPOBAHHOIO JTO3YHraMM, OEMOH-
CTpUpyoLWwmMK ToTanbHoe npesocxoactso CLUA. Tem He meHee, 310 3aa-
HWE U KOHCTPYKTWUBHO, W B NyiaHe 0pOPMIEHNA OOMH K OOHOMY HanoMu-
HaeT COBETCKME MOCTPOMKK TOro BpemeHu. Tak y Kucenesoi pogunach
npes site specific npoekta. CosgaHHan eto nporpamma KogupyeT NonuTh-
YECKMe NTO3YHI M B 3aBMCMMOCTH OT TeKyLlero Kypca nHaekca Dow Jones,
W eCnv nokasareny NnogHMMaoTCS, TO Ha 9KpaHe BO3HUKAIOT M306parke-
HWA, OCHOBaHHbIE HA aMEPUKAHCKOM NMONMMTUYECKOW NponaraHae, ecnv
OMyCKatoTCA, TO UCTOYHUKOM CITyKaT COBETCKME NIO3YHIU.

Bopwuc [lebakep — xyAOHHUK M UCCnefoBaTeNlb — OTTa/IKMBAEeTCA OT
MAEN «KMHOMALLKHBI, TPAHCHOPMUPYHIOLLEN PeanibHOCTb», B CBOMX JIEKLIMAX
OH FOBOPUT O TOM, YTO 3KPaH UCHE3AET, KaK TONbKO HauYMHaeTCcsA GubM, U
cam Co34aeT «AO0MOSIHEHHYIO peanibHOCTb» AfA 3pUTENSA, HaKnaabBas Ha
«MOASIMHHbIE» U300PAKEHUA CrEHEPUPOBAHHbIM HA KOMMBIOTEPE KOHTEHT.
Takum 06pa3om, faBas 3pUTesNto BO3MOKHOCTb YNpaBnATe 3TUMK AOMON-
HUTENbHBIMK 06pa3amm, XyAOKHWK 3aHAT NPOEKTUPOBaHWMEM KMHEMATO-
rpadga 6ynyuiero.

AHanus pabot — OT nepBbIX NPUMEPOB KMHOoaBaHrapaa XX Beka u Ao
COBPEMEHHOI0 NPOrpPamMMHOro 06ecrneyeHns ¢ BOSMOKHOCTBIO MHTEpaK-
TUBHOIO B3aMMOAENCTBUSA 3pUTENA U paboTbl — AaeT HaM pAg, cTpaTerun,
KOTOpble Ha NPOTAXKEHWUU BCEMO 3TOr0 BPEMEHU UCMOL30BASIM U Pa3BU-
Ba/M XYAOKHUKM, YTOBbI pacLUMPUTb NMOHATHE «KMHemaTtorpadar». OgHako
COMOCTaBNAA UCTOPUYECKHUE U CaMble HOBble PaboThbl, Mbl MOXEM 3aMe-
TUTb, YTO CO BPEMEHEM MEHAETCA JIMLLb TEXHONOrMYecKoe obecneyeHne
MPOEKTOB, & HE KOHLEMUMU WK CTpaTern paboTsl. PyHOAMEHTaSIbHBIM
oCTaeTcA [MaBHOe — BOCMPUATUE KMHeMaTorpada Kak cpeacTsa no3Ha-
HWMA MMPa, NMPU NMOMOLLX KOTOPOrO MOXHO «MPOLLYMbIBATE» OKPYMHaOLLYHO
Hac OeMCTBUTENbHOCTb, BUAETb TO, YTO HEAOCTYMHO HAaLUWM rnasam, v
TpaHc$OopMHUpPOBaTb peaslbHOCTb MO CBOEMY BKYCY.
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Poman lMytaTuH
AHeMunK cnHema

Bnuanne TBopyeckoro akcnepumenta Mapcens [iowana Ha camo
NOHATHE MCKyccTBa B XX BEKe CTOMb BEMMKO, YTO B COBPEMEHHOM
MCKYCCTBOBEAEHMN ero TBOpYECKanA JIMYHOCTb HEPEAKO paccMaTpmBa-
€TCA KaK 04HO M3 ApPYaMLLMX BOM/IOLLLEHMM MOAEPHUCTCKOro Ayxa, onpeae-
NMBLLUEE BO MHOOM HE TOMBKO (aHTW)3CTETUKY CBOEWM 3MOXW, HO M NPOLON-
Matolee UrpaTb 3aMETHYHO POJib B MOCTMOAEPHUCTCKOM BUAEHWM MUPa.
Hak Hu cTpaHHO, ero, n3obpeTtatens xaHpa ready-made, nepeBepHyBLLErO
B3rNA4 Ha cnocob BOCNPUATUA NPOU3BEAEHNA MCKYCCTBA, HENb3A OTHE-
CTH K KaKoM-NMBO KOHKPETHOM LIKoNe aBaHrapaa. PaboTaa B pa3Howm Tex-
HUKe B OnpefeneHHble Neproabl CBOEro TBOPYECTBA, OH, TEM HX MeHee,
He NpuHaanexan H1U K OA4HOM M3 H1X. Bo Bcém, 4To OH «nponssoaun», ApKO
CYUTBLIBASIOCh €r0 HeMPUATUE OrPaHNYEHUA B UFPOBOM OTHOLLEHWM K MUPY.
MmMeHHO 3To ero yTBepwaeH1e 1 Oblno NoaxsadyeHo NOCTMOAEPHOM KaK
MaHWpeCT 0 KOHEYHOM Heno3HaBaeMoCTH MUpa.

HecogsepLueHcTBO annapara 4yBCTBEHHOIO MO3HAHWA MO OTHOLLEHUIO
K 6ecnpenenbHOCTHU BHELIHEro MMpa 6bino MHTepnpeTrposaHo [rowa-
HOM KaK NpeacTaBneHne pealbHbIX MPOLIECCOB Yepe3 Habop onpene-
NEHHBbIX CTaTUYECKMX COCTOAHMNW. IMEHHO nccnepoBaHWe 3TOM BHYTPEH-
HelM MexaHWKKW BOCMPUATUA, KOTOPblE MHOMME MyTatoT G MPUBEPHEHHOCTHIO
XYOOMHUKA MOEAM TeHeHWUH Kybrnama n dyTyprama 1 NOATONKHYIM ero K
9KCneprmMeHTam B 0611aCTh ONTUYECKUX IPPERTOB U MPUPOALI KUHETU3MA.
JocTturHys B KapTHHax pUKCaLMK CTaTMHeCcKoro obpasa ABUHKEHWA, OH
3acTaBnAan ABUMEHWE MPUBHOCUTLCA B KAPTMHY 3a CYET CaMoro npouecca
CMOTPEHUA €€ CO CTOPOHbI 3pUTENA.

CregaytoLwmm aKcnepuMeHToM cTana paboTa «Bpalatowmecs cteknaH-
Hble AMCKK» B coaBTopcTBe ¢ MaH Peem. Yenoseyeckui rnas 6e3 3HaHUA
0 NpeaMeTe MOMET pacrno3HaTb NOCNEAHUM 3a CHET OTHOLLEHWUIM Memay
06beKTOM 1 poHOM. Horaa o6bLeKT pacnonomeH CTaTUYHO, a3 BUOUT
n3obpareHne Kak GOoH, HO Korga OOBbEKT HaYMHAET ABUraTbCA, B BOCMPU-
ATUE, OH HaYMHAET OTAENATLCA OT pOoHa U IMa3 HauMHaeT onpeaenaTb ero
Kpad. Takne TakTUNbHbIE B3aMMOAENCTBUA AUCKA C IN1a30M OMOMHANMCH
ABYMEPHBIMM HaAMMCAMM, KOTOPbIE NPW BpaLLLeHWK CO34aBalIv MITHO3UIO
TPeXMepHOCTU. 34EeCh OMNATb HE MOKHO YBUAETb HOBAaTOPCKUE GUIocod-
CKMe UAEU XyOOMHMWKA, KOTOPbIM MO CYTHU UCMONb30BaN XyO40MEeCTBEHHO-
dunnocodcrnit meTon, nosme o6o3HaveHHbIM HHakom Jeppraa Kak AeKoH-
CTPYyKUMA. Micnonb3oBaHWe MaHavyanbHO HEMTPasbHbIX MO 3CTETUHECKOMY
BO3AEMCTBUIO 06BEKTOB (Kak 1 Bce npeaMeTsl ready-made) B CBOMX aKcne-
pYMEHTax NO3BOJIUIO YYEHOMY COBTFOCTH YUCTOTY SKCNEPUMEHTA, UCKITHO-
yanA ynpaeneHne BHUMaHWEM 3a cHeT 0O6paTHOM MNONOKMTENBHOM SMOLMO-
HasIbHOM CBA3M.

[JiowaH He Mor 06OMTH 3apoHaaAIOLMINCA KMHEMaTorpad B KavecTse
MHCTPYMEHTa CBOEro JasibHeMLwero rnobanbHOro SKCnepuMeHTa no B3nomy
4enoBeYeCKOro BOCNpUATHA. B 3TOM OTHOLIEHNM KnHemaTorpadryecKui
npoekT Oiowana Anemic Cinema, cocToAWMM U3 penbedHbIX 3anncen,

Roman Putyatin
Anemic Cinema

The impact of the creative experiment of Marcel
Duchamp on the very notion of art in the 20th century is
so huge that contemporary historians of art consider his
creative personality as one of the brightest impersona-
tions of the spirit of modernism, who not only dictated the
aesthetics of his own time but has continued to play an
important role in the postmodernist worldview. Although
he is an inventor of the genre of ready-made which
overturned the view of the perception of a work of art,
he cannot be classified as a participant of one particular
avant-garde art school. He used many of their techniques
in different periods of his creative life, but did not belong
to any of them. Duchamp wanted to show humanity the
final limitedness of its perception. His rejection of all limi-
tation of the playful attitude towards the world is evident
in all his “production”. It is exactly this affirmation, which
was picked up by postmodernism as a manifesto of the
final unknowability of the world.

The imperfection of the apparatus of the sensual
perception in respect to the limitlessness of the external
world was interpreted by Duchamp as a representation
of real processes through a set of certain static states.
Investigation of these inner mechanics of perception,
which for many has to do with the artist's devotion to the
ideas of cubism and futurism, pushed him towards ex-
periments in the field of optical effects and the nature of
cinetism. Having reached the fixation of a static image of
movement in his paintings, he brought movement to them
by the very process of onlooking by a viewer.

The next experiment was the work “Rotating Glass
Disks" coauthored with Man Ray. A human eye can
recognize an object without any knowledge about it
observing the relations between the object and the back-
ground. If the object is situated statically, an eye sees
the image as a background, but when the object starts
to move, in the perception it starts to separate itself from
the background and the eye starts to define its borders.
Such tactile interactions of the disc with the eye were
supplemented by 2-dimensional inscriptions. which cre-
ated an illusion of 3 dimensions while rotating. Here we
can see innovative ideas of the artist, actually using the
method later described by Jacques Derrida as decon-
struction. The use of initially neutral in aesthetic function
ready-made objects in his experiments allowed Duchamp
to provide for the purity of the experiment, excluding the
possibility that the attention is governed by the positive
emotional feedback.

Duchamp could not avoid using the emerging
cinema as an instrument of continuing global experiment



of breaking the human perception. In this respect his
project Anemic Cinema, consisting of relief inscriptions in
turn with the images on rotating discs, is a multi-leveled
play with space and awareness.

The title of the movie itself implies the possibility
of polisemantic reading. The word combination Anemic
Cinema may be read as a semantic tautology. At the
same time anemic describes lack of reaction on the part
of the viewer. On the one hanbid it is a description of a
hypnotic state, of the mind'’s dissociation while con-
templating this piece. On the other hand this is lack of
conscious when different semantic layers are perceived
in this film, a kind of automatism, emerging unwillingly the
viewer because of his life in the alphabet society.

The first and most evident layer of the play is the
acquisition by the spiral of the features of the three-
dimensional space while rotating. The middle of the spiral
while moving creates an illusion of the linear perspective,
touching upon the perception of the viewer and pulling it
inside, thereby creating virtuality around the observer.

The second layer is the linguistic plays with the
written words on the basis of alliteration. The spiral move-
ment of aimost homonymic words create an illusion of
overflowing of one word into another. Simultaneously the
morpheming of the meaning of the words takes place.
And the perception of the viewer when seeing the picture
starts to translate the meaning of the written, building a
certain reality inside the head, a reality different from the
shown object. The change of the meaning at every mo-
ment puts the reality into a new context, thus creating the
effect of dissotiation, already illustrating Duchamp’s wish
to show the limitedness of human consciousness. The
usage of mirroring combinations, the direction of reading
of which is defined by the direction of the movement of
the rotating surface, also shows that perception may be
guided when different possibilities of reading are pos-
sible. The viewer becomes aware of being ruled by the
circumstances, thus putting the modernist statements of
the omnipotence of human mind.

And finally, on a deeper level, the collation of the
two assembled sections with words and the spiral
introduces the play based on the difference of the human
perception of an object and a linguistic sign, although
similar to it in its form. Visual similarity between the draw-
ing of the spiral and the spiral writing of the words as im-
ages leads a person to use different means for decoding
information: she alternates reading and contemplating
while the percepted image remains relatively monoto-
nous. Also if we take into account the specificity of the
silent movie of that period, the viewer perceived the
subtitles as the commentaries to the previous episode,
therefore the succesive show of such sections leads to
the cinematographic Kuleshov's effect and the birth of
the third meaning from the two shown images.

The plays with the viewer’s perception in Du-
champ’s work pioneers in many ideas in cinema. We can-
not go into the details of the cinema in the 20-th century,
but will just mention the contemporary tendency for
3-dimensional movies, which was definitely anticipated
by Duchamp. Now within the postmodernist tendency
to erase the borderlines between the high and the low
art, the 3D technology embodies that of which most
viewers were unaware. Fortunately, or unfortunately, such
contemporary “art criticism for the ignorant” is only an
emotional stimulator for a bigger commercial success of
the film. It neither shows us any new meanings nor even
helps in unfolding the plot.

YyepenyoLLMXCA C N3006parKeHNAMKM Ha BPaLLAIOLLIMXCA AUCKax, NpeacTas-
nAeT cobon MHOrOypOBHEBYHO UIPYy C MPOCTPaHCTBOM M OCO3HaHWEM.

HaszsaHue KapTuHbl camo no cebe nogpasymeBaeT BO3MOKHOCTb
nonmcemMaHTU4eckoro npoyteHus. CnoBocoyeTaHne «aHEMUK CUHEMa»
MOMET CUMTBIBATLCA KaK CMbICIOBas TaBTonorus. B 1o e Bpema oMoHu-
MWYHOE eMy CITOBO «aHEMMWK» FOBOPUT 06 aHEMWYHOCTH, 3aHUHKEHHOCTH
peaKumm co cTopoHbl 3puTens. C oaHOM CTOPOHbI, 3TO ONMCAHWUE MMMHOTH-
4eCKOro COCTOAHMA, AMCCOLMaLMM pasyMa Npu co3epLaHim 3TOro Npous-
BefeHua. C Apyroi CTOPOHbI, 3TO OTCYTCTBUE CO3HATENBLHOMO NPU nepe-
KITIOYEHWUW BOCMPUATUA PasdHbIX CMbICIIOBbIX CITIOEB B 3TOM GUIbME, HEKUM
aBTOMAaTWU3M, BO3HMKAIOLLMIM MOMWUMO BOMW 3PUTENA M3-3a €0 HU3HK B
andaBuTHOM 0bLLECTBE.

[MepBbIM 1 CamMbIM ABHBIM CIIOEM UIPbl ABNAETCA NPUOBPETEHME CMNK-
panblo YepT TPEXMEPHOro NPOCTpaHCTBa Npy BpateHun. CepedmHa cnu-
panv B ABUHKEHWUM CO3OAET UMIO3MIO JIMHEMHOW NEPCNEKTUBbI, KaGaACh
BOCMPHATUA 3PUTENA W 3aTArMBaA €€ BHYTPb, TEM CaMbiM CO3aBaA BOKPYr
HabntogaroLLero BUPTYanbHOCTb.

BTopbiM cnoem ABNAIOTCA NMMHIBUCTUYECKME UMPbI C HAMMCaHHbIMU
CNOBaMM Ha OCHOBe annuTepaumu. [puxeHne 61IM3KNMX K OMOHMMHUYHOCTH
CIIOB MO CNUpav NPY BOCNPOU3BEAEHMN B ABUKEHWE CO3LAI0T UITHO3UIO
nepeTeKaHWA o4HOro crosa B gpyroe. [pn 3ToM 0AHOBPEMEHHO NPourc-
XoAMT MopdrpoBaHWe cMbicna cros. Bocnpuatne 3puTens we npu Buae-
HWUKW KapTWHBI HAYMHAET NEePEeBOAMTL 3HAYEHWE HaNMCaHHOro, BEICTpanBas
B rONTIOBE HEKYIO PEasTbHOCTb, NPUYEM PEasTIbHOCTb, OT/IMHHYIO OT MOKa3blBa-
emoro obbekTa. M3ameHeHWe cMbicna B Kaabl MOMEHT MOMeLLaeT peasb-
HOCTb B HOBbIM KOHTEKCT M TakMM 06pa3omM co30aET NonHbIM addeKT amc-
couMaLmm, MNNIOCTPUPYA yke Ha 3TOM aTane xenaHue [owaHa nokasartb
OrpaHNyYeHHOCTb YeNoBEYEeCKOro Co3HaHWA. BeeaeHve B 060poT 3epKasib-
HbIX CTOBOCOYETaHWM, HanpaBeHWe YTEHWA KOTOPbIX 3a4aeTcA Hanpasse-
HWEM ABUKEHWA BpalLatoLwenca NOBEPXHOCTH, TaKHKe NoKasbiBaeT yrnpas-
NAEMOCTb BOCTNPUATUEM MPU MPOUMX PABHBIX BO3MOMKHOCTAX MPOYTEHMA U
Aa€ET 3pUTENt0 0CO3HaHWE CBOEN YNpPaBiAEMOCTH BHELLIHWMMKW OOCTOATENb-
CTBaMM, TEM CaMbIM Ye Toraa CTaBA Mof, BONPOC MOAEPHUCTCKUE yTBEP-
MOEHWA O BCEMOTYLLECTBE YeIOBEYECKOro pasyma.

W, HaroHeL, Ha 6onee rnyboKoM ypoBHe COMOCTaBEHWE ABYX MOHTH-
pyeMbIX OTPE3KOB CO CI0BaMK U CMUPasibio MPUBHOCHT MIpy U3-3a passnu-
4YMA B BOCMPUATUM HENIOBEKOM CaMOro 06beKTa M IMHIBUCTUHECKOr0 3HaKa,
nycTb 1 UMetoLero cxogHyto dopmy. MNpu BU3yansHOM Noaobun meway
PHUCYHKOM CMMPaIY W CNUpasibHbIM HarMCaHWEM CIIOB KaK KapTUHOK, Yerno-
BEK MCMONb3yeT pa3Hble CNocobbl AeKooMpoBaHUA N300pakeHus, YyepeayeT
YTeHWe M co3epLaHne NP OTHOCHUTENbHOM OAHO06Pa3MKM BOCTIPUHUMAE-
Moro naobpareHua. Kpome Toro, ecnuv NpUHUMaTL BO BHUMaHWE CneLu-
$HKY HEMOIO KMHO TOTO BPEMEHM, TO 3pUTENb BOCMPUHUMAN CYGTUTPLI Kak
KOMMEHTapKMK K NMoKasaHHOMY [0 9TOr0 3MM304Y, MO3TOMY Nocneno-
BaTesIbHbIM NMOKa3 TaKMX OTPLIBKOB HEBOJIbHO NMPUBOAMT K BOSHUKHO-
BEHMWIO KMHemaTorpadpuyeckoro apderta Kynewosa v powaeHune Tpe-
TbEro CMbICNa U3 ABYX MOKa3aHHbIX M300paKEHUHI.

Urpel ¢ BocnpuaTHeM 3puTena B npouaseaeHnn [iowana npea- ©
BOCXMLLAIOT MHOrMe HapaboTkK KnHematorpada. Anemic Cinema, npo- ™
n3BefeHre, BoICTpaMBaeMoe Ha rpaHuLe pasHblX Meana U CMbICTIOBbIX
CITIOEB, HECMOTPA Ha MOYTH BEKOBOW NMPOMEHKYTOK C MOMEHTa co3Aa-

HWSA, He NOTEPAN XYLOKECTBEHHOM aKTyanbHOCTM U 0 CUX NOp ABNAETCA
CMMBOJIOM NMOCTMOAEPHUCTCKOM 9CTETUYECKON PEBOJTIOLIMM, TaK e KaK U B
CBOE BpPeMA OH OblN1 CUMBOSIOM COBPEMEHHbIX [ltolaHy ABUKEHWI.
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Mna TukKka
CHoBa InseHwTenH?
N3 KHurn «Bonnowjaemoe KnHo»

Hakan cBa3b Mexay OU3EHLWTEMHOM U NOCNEAHUMU OTKPLITUAMK B
obnacti HeMPOBHONOruK U HEBPONOTMK, TEOPHUEN BOMMOLLEHHBLIX METa-
$Oop MK MHTEPAKTUBHBIMKW Mena Ha OCHOBE KoMMbtoTepa? He nyywe
JM OCTaBWUTb DMIEHLUTENHA B UICTOPUYECKOM apXMBE U HANPaBUTb BHU-
MaHue B KMHouccnenoBaHuaAx XX| BeKka Ha 6onee coBpeMeHHbIe OTKPbI-
T1A B obnactu kuHematorpada?

Hanpumep, moxHo npusectn B npumep Han-Jlioka Mopapa, KoTto-
peii oboratnn ¢paHLy3cKyto «<HoByo BOnHy» Ka4eCTBEHHO HOBbLIM
YPOBHEM KWHOBbLIPA3UTENBHOCTM — BEPHYBLUMCb K CTapoMy, TO €CTb
9M3EHLITEMHOBCKOMY MOHTaxy. [oyemy Obl He COCpPenoTOUNUTLCA Ha
9KNEKTUYHOM, apXMTEKTOHUYHOM OPKECTPOBKe BceneHHou [uTtepa
PMHYy3A, KOTOPYIO Mbl BUAMM B €ro MynbTUMeanMnHOM npoekTte XX
Beka «4emopaHbl Tynbca Jlionepa»?' B cBoéM nyTelwecTsun 3a npe-
Aenbl Knaccu4yeckoro KMHemartorpada [puHyan 6e3 obuHAKOB oTAaeT
AaHb yBaXKeHUA DUIEHLITENHY KaK OLHOMY M3 PEBOIOLLUOHEPOB-TNIEP-
BOMpoOXoaLeB 0Co60M BbIPa3MTEIbHOCTU KMHOA3bIKA?, B36YHTOBAB-
wemycs B «OxTabpe» (1928) NpoTHB TeaTpanbHO-HATYPaNTMCTUYHOM
MaHepbl aKTEPOB U HENPEPLIBHOCTH, NOCNeA0BaTENbHOCTH B buUnb-
max. Kpome Toro, lpmHyan obpaliaeT Hale BHUMaHWe Ha TOT $aKT, YTo
MMEHHO DMN3eHLITENH B CBOeM cTaTbe «[uHammyeckuin keagpat» (1930)
6oponca NPOTMB CTaHOAPTHbIX MPOMNOPLMIK 3KpaHa ANA NoKasa LMpo-
Koro ¢unbma. C Tem ke napocom [puHyan B cBoen nekumn «KuHema-
Torpad ymep, Aa sapascTeyeT KuHematorpad» (ans «Cinema Militans»)
[OKa3bIBaeT, YTO KMHO HEOBXOAMMO Y3aKOHWUTb SCTETUHECKUE BO3MOM-
HOCTW HOBbIX BUA,0B UCKYCCTBA M MOMTU NPOTMB 4 TUPAHOB: CLieHapKA,
aKTEPOB, Kamepsbl U Kagpa, AN1A Toro 4Tobbl 0bpecTy 6onee UHTUMHbIE
OTHOLUEHUA C «4eSIOBEYECKMM OMbITOM B €r0 OTHOLUEHUAX C peasibHO-
CTbIO, NaMATLIO U BooBpameHuem» (MpuHyan, 2003).

Bynyuu 3a Mnv NpoTuB KMHOMAEN DWM3eHLWTENH], Bbl HE MOMKETE
MrHOPUPOBaTb €r0 OrPOMHOE BNUAHWE Ha TeopUIO KMHO. Hoanb Bepy
CTPOUT cBOIO «Teopuio NpaKkTukK dunbma» (1969) Ha sN3eHITEeNHOB-
CKOW OpraHuWKo-napaMeTpryeCcKon AMHAMWKE MOHTaKa, OTBepraa Hau-
6onee BIMATENBHYIO 0 TOFO MOMEHTa TouKy 3peHusa AHape Basena (HTo
Takoe KnHo?, 1967). Hak OmoH yKa3blBaeT B CBOeM KHUre «MoHTam
Oi3eHwWwTeMHa», 4To He TonbKo BaseH n ero nocnegosatenu («6aseHu-
aHLbI»), HO M MHOTME Apyrue KpUTUKK, Kak Han Mutpu («C.M. Oiizen-
wrenH», 1955) n Bena Banaw (<O 6yaywem kuHo», 1926), npuaep-
HMBANIUCb MHEHUSA, YTO UMEHHO C 9M3EHLUTEMHOBCKUM MOHTaKOM KUHO

1 Mporpammuan nexkuma Mutep MpuHyaa Gbina npountaHa 8 2006 r, B YHMBEpCUTETE MCKYCCTBA M AW3ait-
Ha B XenbcuHKK. [MpoekT «Yemopanbl Tynbce JTionepa» BrntovaeT B ceba Tpu dunbma, Tenecepuan, 92 B[,
CA vt KAur. Cwm. http://www.tulselupernetwork.com/basis.html

2 WHtepsbto B Xbto Onaepcn-Yunsamcom B «TupaHmax TexHonorum un Tpaauuin» (2000)

Pia Tikka
Eisenstein Again?
From the book “Enactive cinema”

What has Eisenstein to do with recent findings
of neurosciences, the theory of embodied metaphors,
or interactive computer-driven media? Would it not be
better to file Eisenstein in historical archives and direct
the attention of 21st century cinema research to the
more recent pathfinders in the domain of cinema?

One could put forward Jean-Luc Godard, for ex-
ample, who empowered the French New Wave with a
completely new qualitative level of cinematic expres-
siveness, by returning to the old — to Eisensteinian
montage. Or, why not the eclectic, architectonic or-
chestration of Peter Greenaway's universe conducted
in the 21st century cinematic multimedia production
Tulse Luper Suitcases?' On his journey beyond clas-
sical cinema, Greenaway also explicitly pays homage
to Eisenstein as one of the rebellious pathfinders of
cinematic expressiveness?, who in his October (1928)
reacted against the theatrical naturalism of actors and
continuity cinema. Furthermore, Greenaway draws
attention to the fact that it was Eisenstein who, in his
speech of “Dynamical Frame” (1930), fought against
the standardization of the wide screen cinema frame.
With similar pathos, Greenaway in his Cinema Mili-
tans Lecture “Cinema Is Dead, Long Live Cinema?”
argues that cinema needs to legitimize the aesthetic
possibilities of new media and go beyond the four
tyrannies of cinema: the script, the actors, the camera,
and the frame, for more intimate relations “with human
experience in its interactions between reality, memory
and imagination” (Greenaway 2003).

Whether for or against Eisenstein’s cinematic
ideas, one cannot ignore Eisenstein’s major impact on
cinema theories. Noél Burch constitutes his Theory
of Film Practice (1969) on Eisenstein's organic-
parametric montage dynamics, which contradicted
the prevailing film criticism of André Bazin (What is
Cinema? 1967). As indicated in Jacques Aumont's
Montage Eisenstein, not only Bazin and his associ-
ates (“Bazinians™), but also many other theoreticians
such as Jean Mitry (S.M. Eisenstein 1955) and Béla
Balazs (“On the Future of Film” 1926) were of the

1 Peter Greenaway's keynote Lecture held in 2006 in the University
of Art and Design Helsinki. The Tulse Luper Suitcases project includes
three feature films, a Tv series, 92 DvDs, CD-ROMs, and books. See
URL (4/2008): http://www.tulselupernetwork.com/basis.html

2 In ‘Tyrannies of technology and tradition’, an interview by Hugh
Aldersey-williams (2000)



opinion that it was particularly the Eisensteinian kind
of montage that first took distance from the realistic
nature of cinema as imitation of life (Aumont 1987, 90,
145-150). Due to the vibrant, continuously changing
aspects of Eisenstein's theoretical development, the
idea that there exists many Eisensteins rather than
one has also gained popularity (Aumont 1987, 146).
However, this is more a matter of selected perspec-
tive of scrutiny than fact. This study agrees with Au-
mont, who argues that behind the obvious superficial
differences at the conceptual level, Eisenstein’s life-
long theoretical system shows consistency and unity,
this beyond the mere adaptation to the changes in the
scenery of Marxist-Leninist ideology (Aumont 1987,
67, 146, 199). This study will outline in the following
pages some ideas of what might form the system
underpinning Eisenstein’s theoretical coherence.

When regarding posthumous interpretations on
Eisenstein, one cannot avoid the impression that his
early eccentric montage theory of attractions, high-
lighted particularly in the early films Strike (1925), The
Battleship Potemkin (1925), and October (1928),
has attracted more attention than the mature holism of
his later thinking. Eisenstein has often been described
to “maximize the dramatic, expressive collision” (Le
Grice 2001, 59), and he has been accused of and
criticized for pioneering commercial mass manipula-
tion 4 la Hollywood (Le Grice 2001, 49). It seems that
these prevailing canonical images of Eisenstein have
prevented a full recognition of Eisenstein’s posthu-
mous contribution to the modern evolution of cinema
montage.

In addition, Eisenstein has often been contrasted
in a superficial manner with his contemporary film-
maker Dziga Vertov. For example, Malcolm Le Grice
in Experimental Cinema in the Digital Age credits
Vertov as a filmmaker for whom filmmaking was not
mere manipulation of facts but rather a process of
thinking-through-editing (Le Grice 2001, 49). When
Lev Manovich celebrates Vertov as the pioneer of

1. Pia Tikka. Enactive Cin-
ema Installation Obsession,
ISEA&ZeroOne, San Jose,
CA, 2006; Photo © Mike
Kuniavsky

Hayano TepATb CBOW peasiMcTMYEeCKMe CBOMCTBA, CTano OTXOAWTb OT
npoctoro noapamarua xusHu (Omon 1987, 90, 145-50). Bnarogapsa
TOMY, YTO KMHOTEOPUA DUIEHLUTEMHA NOCTOAHHO pa3BMBanach W TpaH-
cpopmupoBanach, ctana nonynApHOM TEOPUSA, YTO DM3EHLWTENH CyLLEeCT-
By€T, CKOpEe, B HECKOJIbKUX MNocTacax, 4em B ogHon (OmoH 1987, 146).
HKak 6bl To HY BbINO, 3TO He aBCONOTHAA UCTMHA, a BOMPOC BbiIGpaHHOM
nepcnexkTMBbl M3y4YeHWA. ABTOpbI AaHHOM paboTbl cornacHsl ¢ OMoHOM,
YyTBEPHAAIOWMUM, YTO 32 O4EBUAHBIMW MOBEPXHOCTHBIMK Pa3NHUYUAMM

Ha KOHLEeNTyarlbHOM YPOBHE, TEOPEeTUYECKAnA CUCTEMA DM3EHLWTENHA,
KOTOPYtO OH pa3dpabaTkiBan BCHO HW3Hb, AEMOHCTPUPYET Nocneno-
BaTeNbHOCTb U €AMHCTBO, EC/IM Mbl HE TOBOPUM, KOHEYHO, O TOM, Y4TO
eMy MpU1LLIOCh afanTUpoBaTh €€ K MapKCUCTCKO-TEHUHCKOW MO.e0n0-
run (Omon 1987, 67, 146, 199). B atom acce Mbl HAMETUM HECKOJbKO
naen, KoTopble MOryT MOCYHUTb TEOPETUHECKOMY 06OCHOBaHMIO NaEN
OiseHwWwTenHa.

M3yuan nocmepTHbie MHTeprpeTaLmMn DN3eHWTENHa, He n3beraTb
BreYaTNeHms, YTO ero paHHAA IKCLLEHTPUYHAA TEOPUA «MOHTaKa aTTpaK-
LIMOHOB», 0COBEHHO APKO NposABuBLanca B dunbmax «Craura» (1925),
«BponeHocel, MoTtémrnH» (1925) n «OkTa6pb» (1928), npusnexna
60nblue BHUMaHUSA, 4eM 3penas LLeNOCTHOCTb ero NO3AHUX padMbilLl-
neHun. DNI3eHLWTENHA YaCcTO OMUCHIBANIM KaK CKITOHHOMO «Makcuma-
NM3UPOBaTb APaMaTUYECKMe BblpasuTesbHble Konnuauun» (Jle Mpuc
2001, 59), 06BUHANMN U KPUTHUKOBA/M 3a TO, YTO OH OAHWUM W3 Mep-
BbIX CTaJl MaHWMyIMpPOBaTb MacCamMv B KOMMEPYECKUX Lienax a nA
Fonnueyg, (Ne Mpuc 2001, 49). Ham KameTca, 4To NogobHbie npe-
BaNMpyoLMe NpeacTaBneHna 06 DM3eHIWTenHe MelatoT B NOMHOM
Mepe OLEHWUTb ero BKMaL B COBPEMEHHOE PA3BUTME KUHOMOHTAKA.

B pononHeHune Ko BceMy npouemy, DM3eHLLTeMHA YacTo A0BOSILHO
NOBEPXHOCTHO CpaBHUBASIM C €ro CoBpeMeHHWKoM [3unron BepTtoBbim.
Hanpumep, Manbkonbm Jle puc B CBOEN KHWUre «DKCNepUMeHTanbHoe
KMHO B LMpPOBYIO aMoxy» Ha3biBaeT BepTtoBa pexnccepom, 4na KoTo-
poro cospaHve ¢punbma 660 He NPOCTO MaHUNynAunen dakTamm, HO
CKopee NpoLEecCoM MblleHua-nocpeacTsom-moHTama (Jle Mpuc 2001,
49). les MaHoBMY cumTaeT Beptosa nMoHepom HappaTuea 6a3 gaH-
Hbix («A3bIk HOBbIX Meaua», 2001), a B c6opHuke «Soft Cinema» (MaHo-
BuY 1 KpaTkuit, 2002, 2005) B ctathe Ceta Penbamara «BepTos nocne
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MaHoBunuya», nocnegHemy oTBoAMTCA ponb «BTOopor Bepcun Beprosa XXI
Beka» (Penbgman 2007, 10).

ON3eHLWTeNH BOOXHOBMI HA CO34aHWe PEKOMBUHAHTHOM NO3-

Tvku Bunna Cumena (2002, 1999), BepHYBLIErOCA K 3M3EHLITENHOB-
CKOM naee MOHTama Kak KOHGIMKTa NpU M3y4yeHnn LiMbpoBOro BMOEO

B BUPTYyansHOM npocTtpaHctee («MupoBoit reHepatop/MatumHa wena-
HMA», 1996—99). LLloH KbtoBUTT BbiCKa3biBaET MAOEH0 TOTASbHOIO KUHO,
BMepBbIe «BbINYLLEHHOIO M3 ByThINKK» DM3eHWTENHOM: «Hepes 60 net
MOHTaK 9pPEKTOB NpeBPaATUICA B MOHTaXK abdeKToB, 1 TOTaslbHOE KMHO
CIYHHT ye He HyxaaM 60pbbbl C HALM3MOM®, HO M3BPALLEHHOMY Hena-
HWIO CMMYNAKPA, KOTOPOEe NPOHU3bIBAET COBPEeMEHHbIM H6rokbacTtep»
(KbtobutT 2004, 129).

Bonee Toro, koraa Muns Oenés B «<Kuno I/11» (1986) aHanmau-
pyeT 6€prcoOHMaHCKYI0 KOHLLENUMIO KMHO MOCPEACTBOM AOBOEHHOM
napel «ABUHKEHWE-06pa3» N0 KOHTPACTY C MOC/IEBOEHHOM Napom «BpemsaA-
06pas», TYyT TOKe HaxoAMUTCA MecTo Dn3eHwWwTenHy. KoHuenTyanbHasn
nepectaHoBKa [lenésa npoTMBONOCTaBAAET pasMbllLIeHNA DNU3eHL-
TerHa O MOHTaxXe KaK OAHOM M3 rMaBHbIX OTPaMEHUA BPEMEHH, 3aB1-
CALLLEM OT ABMHKEHUA, OBUKEHMIO, 3aBMCALLLEMY OT BPEMEHM, KOTopoe
NPeaCTaBNAloT CoBpeMeHHble pexuccepsl (Jenés C2 1989, 41). B
9TOM OYepKe, N0 CPaBHEHUIO C IMHIBUCTUYECKOM UIPOBOW MoLWwaz,-
kon [enésa nnun «6echopmeHHbIM MUPOM BeprcoOHMAHCKOro NoTOKa»
(Keto6uTT 2004, 128), 3M3eHWTENHOBCKaA apTuiepua dburypatmsHom
06pa3HOCTH paccMaTpMBaETCA KaK BO3MOXHOCTb BbIMTH 3a Npeners
umcTo ¢punocopckmx KoHuentTyanuaaumn. OHa HanpaBneHa Ha 060CHO-
BaHWe KMHemaTtorpada Kak metofa HaTypannaalmi ¢eHoMeHonornye-
CKOWM 06nacTv BonsolweHHoro onbiTa. o cnosam camoro JM3eHwWwTenHa:
«“BHE KOHKPETHOH CBA3U C OrnpeaeseHHONH CMCTeMOV 0bpa3os 3TOMy
«0COOOMY» YyBCTBY HUKaK peaslbHO He «MaTepHuann3oBaTbCA», He BOMI0-
mTbca» (HepasHogywHas npupoaa, 182). Takum o6pasom, IinzeHL-
TEWH BCE eLle onpeaendaeT BakHble PUNoOcodCKMe, TEXHONOMMYECKHE U
COLIMOMOSIUTUYECKME aCMNEKTbl CErOAHALLIHUX aBaHrapAHbIX KUHO-NPWUIO-
MEHWM U OCTaETCA BaHbIM MCTOYHUKOM BAOXHOBEHUA OJ1A MHOTMX COB-
PEMEHHBIX XyA0HHUKOB.

Ecnv Mbl NPpUCMOTPUMCS K 3MOXe, B KOTOPOM KT DUIEHLUTENH, TO
YBUOWM, 4TO ero uaena KuHemaTorpada Kak ncuxonormyeckon nabopa-
TOPWK MO M3YHEHMIO YEIOBEYECKOIr0 CO3HAHWA LieHUNachb He TONbKO B

3 KbwobutT nuwer 8 rmase «Jn3eHWTeRH: AnKTaTypa addekTtar (2004) o dunbme «Anekcanap Hesckuit
(1939), KOTOPbIM CO3AaBaCA Mo, NM4HBIM HabmoaeHnem Mocuda CranmHa.

1. Pia Tikka. Enactive Cinema
Installation Obsession
© Pia Tikka

database narration in The Language of New Media
(2001) and in Soft Cinema (Manovich & Kratky 2002,
2005), Seth Feldman'’s article “Vertov after Manovich”
assigns Manovich the role of “the second version of a
twenty-first century Vertov” (Feldman 2007, 10).

Eisenstein inspires the recombinant poetics of
Bill Seaman (2002, 1999), who returns to Eisen-
stein's montage of conflicts when exploring digital
video in the virtual space of The World Generator/
The Engine of Desire (1996—1999). Sean Cubitt
sketches the idea of total cinema first let ‘out of the
bottle’ by Eisenstein's cinema thus: “Sixty years later,
the montage of effects has become montage of af-
fects, and total cinema serves no longer the needs
of the anti-Nazi struggle®, but the perverse desire
for the simulacrum that permeates the contemporary
blockbuster” (Cubitt 2004, 129).

Moreover, when Gilles Deleuze in Cinema I/11
(1986) discusses Bergsonian cinema conceptualiza-
tions of the pre-war movement-image in contrast to
the post-war time-image, Eisenstein is involved. De-
leuze's conceptual reversal equips Eisenstein’s mon-
tage considerations as being one of the main reflec-
tors of movement-dependent time against that of the
time-dependent movement represented by modern
filmmakers (Deleuze C2 1989, 41). In this study, in
comparison with the Deleuzian linguistic playground
or “the formless world of Bergsonian flux" (Cubitt
2004, 128), the Eisensteinian artillery of figurative
imagery is seen to reach beyond mere philosophical
conceptualizations, towards establishing cinema as
a method for naturalizing the phenomenal domain of
embodied experience. In Eisenstein's words, “outside
of a concrete connection with a definite system of im-
ages, this ‘special’ feeling cannot really be ‘material-
ized,’ cannot be embodied in any way” (NIN, 182).
Eisenstein thus still appears to determine important
philosophical, technological, or socio-political dimen-
sions of today’s forward-leaning cinema applications,

3 Cubitt discusses in his book chapter ‘Eisenstein: The Dictatorship
of the Effect’ (2004) Eisenstein’s film Alexander Nevsky (1939), which
was closely supervised by the General Secretary of the Communist
Party of the Soviet Union's Central Committee (1922-1953) Joseph
Stalin himself.



and he remains an important source of inspiration for
many contemporary artists.

Looking back on Eisenstein's own time, his idea
of cinema as a psychological laboratory for study-
ing the human mind was appreciated beyond mere
cinema practice. The Gestalt psychologist Kurt Lewin
claimed Eisenstein's ideas on expressive move-
ment had more value than those of his contemporary
scientists (Bulgakowa 1998a, 92). The neuroscientist
Alexander Luria planned research projects with Eisen-
stein, and invited him to lecture on the psychology of
art (ECOL, 226n2). Eisenstein’s figurative thinking
may also be regarded as a philosophy in its own right
(Nesbet 2003, 214; Lambert 2000, 259; Aumont
1987, viii).

Eisenstein insisted that studying the emotional
dynamics of the authoring practice might provide a
psychophysiological laboratory for the more general
study of the emotional dimensions of the human mind.
This research aspect of Eisenstein’'s work has gener-
ally been underestimated. The exhaustive body of
cultural cinema studies (e.g. psycho-analytical, semi-
otic, structuralist, and neoformalist studies) seems to
continue to recycle the canonical images of Eisen-
stein, such as Eisenstein equaling a ‘montage of at-
tractions, or Eisenstein as the godfather of pervasive
Hollywood cinema. The cultural environment of today
does tolerate a greater diversity of re- search topics;
for example, Eisenstein’s homosexuality has become
a hot potato of socio-psychological debate. This
study however deviates from these prevailing lines of
cultural constructivist Eisenstein interpretations by
drawing its framing from the natural sciences instead.
This means scrutinizing the theoretical structures of
Eisenstein’s cinema montage as a complex systemic
model of the psychophysiology of human experience.

Due to the chosen framing, Eisenstein's private
self-image, personality, sexuality, social life, or ev-
eryday routines fall out of the focus here. However,
contemporary understanding of the holism of memory
as situated and socially conditioned (e.g. Sutton
2006; Nelson & Fivush 2004; Damasio 2000; Thelen
& Smith 1994; Vygotsky 1978) suggests gener-
ally that thinking embodies previous autobiographic

1. Pia Tikka. Enactive Cinema
Installation Obsession
© Pia Tikka

o6nactu kuHo. RypT J1eBuH, reluTansT-ncuxonor, NpoBo3rnacu, YTo
uaen DU3eHLWTeNHa O BbIpa3uTellbHOM ABUMKEHWUU UMELOT Gonblue LeH-
HOCTH, YeM BO33peHWUs COBpeMeHHbIX yueHbix (Bynrakosa 1998a, 92).
Hemponcuxonor Anekcarnap Jlypua nnaHnposan uccnenoBaTenbCKUe
NMPOEKTbI C y4acTUeM DW3eHLWTENHA W NPUIIACKHIT €0 Ha NEKLMIO MO
ncuxonoruu uckycctea (ECOL, 226n2). O6pasHoe MblluneHue JinzeH-
LUTEMHA MOMKET TaKKe paccMaTpmBaTbCA KaKk cBoero poaa ¢unocodus
(Hecbet 2003, 214; Jlambept 2000, 259; OmoH 1987, viii).

ON3eHLWTeNH HacTaMBan Ha TOM, YTO SMOLMOHasIbHaA AMHAMUKA
aBTOPCKOM paboTbl MOXET CIYHMTb 3aMEHOM MCUXOPUINONOrMYECKOM
nabopatopun ona 6onee o6LLEro U3y4eHUA SMOLIMOHANBHBIX acneK-
TOB 4E/I0BEYECKOr0 CO3HaHuA. DTa UccreaoBaTeNbCcKkasa CTOpoHa Aed-
TENbHOCTW DN3eHWwTeNHa 06bIYHO HeJooLeHWBaeTcA. McuepnbiBatolee
KOMTMYECTBO TPYAOB MO UCTOPHMU KUHO (MIMEHOTCA B BUAY NCUXOaHANUTH-
4YeCKue, CEMMOTUYECKME, CTPYKTYPaIUCTCKME N HEeOPOPMaNUCTUYECKHUE
TPyAs!) N0 BCEHM BUAMMOCTH NMPOLOSIKAIOT NepepabathiBaTh KaHOHUYE-
CKWe 06pasbl DM3eHWTENHA — «rOBOPUM DUIEHLUTENH, NoApa3yMeBaem
MOHTaX aTTPaKLUMOHOB», «DU3EHLITENH — KPECTHbIN OTEeL, BCEMPOHUKA-
tOLLLero rofIMBYACKOro KMHematorpagar. HelHelWwHAA KynbTypHaa cpeaa
nossonAeT 6onbluee pa3Hoobpasune nccnenoBaTeNbCKUX TEM; Hanpumep,
roMOCEKCyanuaMm OW3eHLUTeNHa CTan *Krydyerh TeMor B COLMO-TICUXONO-
ruyeckux gebatax. Kak 6bl TO HY ObINIO, B 3TOM O4YEPKE Mbl OTOMAEM OT
NPUBbLIYHBIX KYNTbTYPHO-KOHCTPYKTUBUCTKMX MHTEPNPETaLMM HU3HAU
W TBOpYeCTBa DUIEHLITENHA U BMECTO 3TOMO MOMECTUM MX B KOH-
TEKCT eCTeCTBEHHbIX HayK. B yacTHocTH, 910 03HauaeT, 4To Teope-
THUYECKWE CTPYKTYPbl KWHOMOHTaKa DM3eHLWTenHa 6yayT paccma-
TPUBaTbLCA KaK KOMMNEKCHaA CUCTEMHAA MoAesb NCMXOPU3N0oNorum
4YenoBeYEeCKOro onbITa.

B BbiBpaHHOM TeMe HaM COBEpPLUEHHO HE BaHbl YacTHas
HU3Hb DM3EHLITENHA, ero IMYHOCTb, CEKCYyaslbHaA opueHTaLms,
o6LLecTBeEHHaA AeATeNbHOCTb U 6bIT. OQHaKO COBpPEMEHHOE NOHWMAa-
HWe LLeNIOCTHOCTM NaMATH KaK NOMELLEHHOW B onpeaeneHHbIe yCno-
BMA W COLManbHO 0OYCNoBNEHHOM (nanpumep, CattoH 2006; Henb-
coH u ®ansyw 2004; Jamacro 2000; TeneH u Cmut 1994; Brirotckum
1978) npegnonaraert, YTO B MbILLUIEHMM BOMOLLAETCA NpeablayLLmii
aBToGMOrpaduyecKmit onbIT. TO AOMKHO ObINO MPOUCXOANUTL U CO 3pe-
NbiM OU3EHLUTENHOM, M KaK C YaCTHbLIM JIMLLOM, U Kak C 06LwecTBeH-
HblM geAatenem. [osgHue B3rnAabl AM3eHLWTENHA HA YeoBeYecKoe
Teno, CO3HaHWe Y IMOLIMOHASIbHbIM OMbIT TOXE HaX04ATCA B AONTY Y
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OpraHMKO-AMHAMWYECKMX YCIIOBUIM €ro UCTOPUYECKHU 0BYCNOBNEHHOM
FOHOCTWU. DTO OTPAKEHO B M0 MAee, YTO B 060OAHOM, a 3AEeChb TaKKe U
B PETPOCNEKTUBHOM MaHepe, «LLenoe» 3aneyatiieHo B «4aCTHOCTAX», UK
Ha060POT. DTH YACTHOCTHU U AeTanu TONbKO NpUoGpeTatoT Gonbluee 3Ha-
YeHWe B IMNUPHUYECKOM €MHCTBE.

OW3eHLWTeNH OCTaBMN UCcCceaoBaTeNIaiM CBOErO TBOPYECTBA OrPOM-
HbI apx1B Ony6IMKOBaHHbIX M HE3AKOHYEHHbIX O4EPKOB, CLieHapHeB,
$UNBMOB, KHUMHbBIX MPOEKTOB, PUCYHKOB, KOMWKCOB, 3aNMCOK M BbIPE30K
M3 ra3eT M HypHaoB, NPUNPaBIEeHHbIX AKCLEHTPUYHBIMW LLYTKAMKU UK
napagoKkcamu — MpoLLe roBopA, BCErO, YTO OH CYMTaN NONe3HbIM AnA
NMOHMMaHUA CBOero obpasa MbICnu. TeKCTbl DM3eHLLTeMHa NOCTOAHHO
OTChIAOT K APYrrM NPOM3BEAEHUAM UCKYCCTBA, KHUraM UK Hay4YHbIM
cTaTbAM, CBOOOAHO MPOTMBOMOCTABIAA U SKCTPANONMpPya OYeHb pas-
JIUYHbIE — UCTOPUYECKH MU TEMATUHECKM — MCTOYHUKKU. MacTepcTBo
Ol3eHLWTeMHa B aganTaumm No6bIX CYLLECTBYIOWMX KyNETYPHbIX 06b-
€KTOB, BepbasibHbIX MK BU3YyalbHbIX, K CBOMM KOHCTPYKTUBHBLIM LieNAM
y3HaeTCcA U B TOM, KaKk OH uuTupyeT dunocodpckue Barnaasl JleHnHa
(Bon 2003, 248n4). Kpome Toro, MHOrMe AaHHble ON3EeHIITENH NPUBO-
ANT No namATH. M3 aToro cnepyeT, 4TO OHW He BCeraa BepHbl, a MHoraa
CCbINTKM Ha MCTOYHWKKW BAOXHOBEHWA UMW HEKYIO MHGOPMALIMIO OTCYTCT-
BYIOT BOBCE.

Ha camom pene 6bino 66l TPYAHO COPUEHTUPOBATLCA B MCTOYHMKAX
BAOXHOBEHMWA DM3eHLTernHa 6e3 6ecLeHbIX 3KCKYPCOB B UCTOPHIO, COBEP-
LEeHHbIX AnA Hac uccneposatenamm AnHon Bon (Film und Macht: Zur
Kunsttheorie Sergej M. Eisensteins 1930-1948, 2003), lasnuaom Bop-
ayannom (The Cinema of Eisenstein 1993) n OkcaHort Bynrakosor (Cep-
rer OnseHwTenH: Brorpadua, 1998; Sergej Eisenstein — drei Utopien:
Ar- chitekturentwiirfe zur Filmtheorie 1996). [lpyrue y4éHble Toxe BHe-
CIW BarKHbIM BKNaA, B U3yvyeHne GopMUpoBaHHA TeOpUK DU3EHLUTENHA, HO
paboTbl TPEX BbILLEYNOMAHYTHIX KWHOBEA,0B CTalM ONPeaenAoLLUMM.

B aTOM o4epKe Mbl yTBEPHKAAEM, YTO MAEU DNU3EHLITeMHa O Bbipa-
3UTENIbHOCTH U BOMIOLWEHWW 3MOLIMOHASTbHOM TeMbl (TO ecTb Tenec-
HOrO NOHWUMaHUWA, ONOCPEA0BaHHOIO 3MOLIMOHANIbHBIMU acneKTaMu
onbITa) MOrYT 03HaYaTb COBPEMEHHOE HayYHOE NMOHUMaHWe SMOLMI U
no3HaBaTenbHy yHKUMIO KMHemaTorpada. CornacHo OM3eHWTeNHy,
9KCMpeccHa KMHOpexnccepa peannadyeTca B aBTOPCKOM BEPCHUU MOH-
Tawa. KMHOMOHTaX He TONbKO NPUAAeT KOHKPETHYO GOpMy aBTOPCHKOMY
BOMOLLEHUIO SMOLIMOHANIbHOM TEMbl, OH TaKKe NEepPeHOCUT e€ Janblue,

B 3MOLMOHasIbHOE nepexmBaHue 3putens. Kakue 6uonornyeckue m
KOHLLeNnTyaslbHble NPOLLECChl MOTYT ObiTb 34€Chb BK/IOYEHbI, U KaK 3TK
npotieccbl GOPMUPYIOT YENIOBEYECKYIO SMOLIMOHANIBHOCTb 0COOEHHO B
KMHOCTPYKTYypax?

ABTOpPCKHMM B3rnag Ha KUHemaTorpad

[MoHAaTHe «aBTOp PpunbMar, UM NPOCTO «aBTOP», UMK «PEKRUCCEP»
OTHOCHTCA 3A€eCh K MTMMNOTETUYECKOMY areHTy, Yb€ COOCTBEHHOE CO3Ha-
HWe B npoLuecce co3aaHnA ¢ubma 0AHOBPEMEHHO BOOPYHKEHO BCEN
cB060O0ON KMHemaTorpadpuyecKoro BoobpameHua, HO GyHAaMEHTanbHO
W HEOTAENIMMO CAEPHKMUBAETCA COLLUOKYNBTYPHBLIM OKPYHEHUEM. DTO
cooTtBeTcTBYeT Maee [asnaa Bopayanna unu KHacnepa Tubbepra o
pexmccepe, Kak paunoHanbHOM areHTe, obcyxaaeMon B acce Tnbbepra
«CosgaTtenu GuUIbMOB: aBTOPbI, CIOMETbI, IMYHOCTH, areHTsl?» (2005, 60,
62). Tubbepr cocpeaoTayMBaeTcA Ha KOHKPETHOM CO3AaHuK GpubMa BO
BPeMA CbEMOK M, KaeTcA, 3alimLiaeT yMEepPEeHHY0 BEPCHIO CBOEro poaa
MHTEHLMOHAIbHOrO aBTOPCTBA: «PEHUCCEP CTOUT Y MCTOKOB paboThl»
(Tubbepr, 2005, 39). Utak, KMHemaTorpad 34eCb BOCNPUHUMAETCA KaK
aBTOPCKMM BUA UCKyccTBa. Kpome Toro, Tnbbepr oTpuuaeT nonynap-
HOe MOHMMaHWe aBTOPCTBA, TaK Kak OHO MpearonaraeT, YTo OTAeSbHble

experiences. So must it be with the mature Eisenstein,
too, both as a private person and a public figure.
Eisenstein’s later views on the human body, mind and
emotional experience are also in debt to the organic-
dynamical setting of his historically situated youth.
This is reflected in his idea that in a reciprocal, and
here also retrospective, manner, the whole is embed-
ded in particularities, or vice versa: the particulars and
details only gain significance in experiential unity.

Eisenstein has provided his researchers with an
exhaustive archive of published and unfinished es-
says, scripts, films, book projects, drawings, cartoons,
notes, and newspaper and magazine clips spiced
with eccentric humor or paradoxes: in short, anything
that he found intellectually challenging to his figurative
thinking. Eisenstein’s texts continuously refer to oth-
ers’ works of art, books, or scientific papers, freely jux-
taposing and extrapolating very different historically or
disciplinarily dis- tant sources. Eisenstein’s mastery of
adapting any existing cultural objects, verbal or visual,
into his constructive purposes is also recognized with
respect to quoting Lenin’s philosophical ideas (Bohn
2003, 248n4). In addition, Eisenstein's back- ground
sources are often retrieved from memory. It follows
that they are not always guaranteed to be correct, and
sometimes the references to the original sources of
inspiration or information may be lacking completely.

Indeed, it would have been difficult to orient
oneself to Eisenstein’s original sources of inspiration
without the invaluable historical windows provided
in the research of Anna Bohn (Film und Macht: Zur
Kunsttheorie Sergej M. Eisensteins 1930-1948
2003), David Bordwell (The Cinema of Eisenstein
1993), and Oksana Bulgakowa (Sergei Eisenstein: A
Biography 1998; Sergej Eisenstein — drei Utopien:
Architekturentwiirfe zur Filmtheorie 1996). While
other researchers have also provided valuable insights
to this study on Eisenstein’s theory formation, the
contribution of the above-mentioned three scholars
has become the most important.

This study has set out to explore what Eisen-
stein’s ideas of expressiveness and the embodiment
of an emotional theme, i.e., a bodily understanding
mediated by the emotional dimensions of experience,
might mean in terms of a contemporary scientific
understanding of emotion and cognition in cinema.
According to Eisenstein, the cinema author’s expres-
siveness comes into being in authored montage
composition. Not only does it externalize the author’s
embodiment of an emotional theme cinema montage
also transposes it further into the spectator’'s emo-
tional viewing experience. What kinds of biological
and conceptual processes may be involved, and how
do these processes shape human expressiveness,
particularly in cinematic structures?

Author’s point of view on cinema

The notion of cinema author, or author, or film-
maker refers here to a hypothetical agent whose
proper mind in the process of authoring cinema is
simultaneously equipped with all the freedom of cin-
ematic imagination and fundamentally and inseparably
constrained within the surrounding socio-cultural
environment. This accords with David Bordwell’s or
Casper Tybjerg's idea of a filmmaker as a rational
agent as discussed in Tybjerg's essay “The Makers of



Movies: Authors, Subjects, Personalities, Agents?”
(2005, 60, 62). In focusing on the concrete filmmak-
ing during production, Tybjerg seems to defend a
moderate version of a kind of intentionalistic auteur-
ism: “the filmmaker is the origin of the work” (Tybjerg
2005, 39). Accordingly, cinema is here conceived as
an authored medium. In addition, Tybjerg rejects the
popular notion of authorship, because it suggests that
concrete films somehow pop out “from the foreheads
of imposing but imaginary creator-figures” (Tybjerg
2005, 62).

Within the scope of this research, defining a
preferred agency from the options of an individual
author, (co-) authorship, or multiple authors, is not
relevant. Because this study will explicitly focus on the
hypothetical imagery aspects of the author's mental
working process, it deviates from any discussion
on the filmmaker, author, or authorship in the midst
of production-based decision-making and problem
solving. This set-up implicitly excludes the other
potential agencies of authorship, and the collabora-
tive teamwork of cinematographers, sound designers,
scriptwriters, set designers, actors, and other film
professionals is understood to converge into a single
holistic embodiment of expertise, as exemplified by
Sergei Eisenstein's own use of the word “author” or
“creator”.

In another perspective on authorship, in his
essay “The Audience as Creator” (1947) Eisenstein
credits the audience as the authoring agency of a
new social consciousness. However, while the film-
maker’s celluloid strip plays only a minor role when
it documents the struggle of the Soviet people, only
in the professional hands of the filmmaker does the
product of the creative social process reach its final
crystallization: “the screen work itself is one of the
finest embodiments of the creative inspiration of our
great people” (ESW3, 339-340).

As Eisenstein’s interest in the biological and
psychophysiological dynamics of the authoring pro-
cess frames the starting point for the present study,
it will also explicitly guide the review of the contem-
porary cinema research discussed here. This means
that an exhaustive body of recent psychoanalytical,
phenomenological, and cultural cinema discourse,
which interprets the spectator experience from the
embodied mind point of view, has been excluded. Yet,
such studies as Carnal Thoughts (2004) by Vivian
Sobchack, The Skin of the Film (1999) and Touch;
Sensuous Theory and Multisensory Media (2002)
by Laura U. Marks, The Cinematic Body (1993) by
Steven Shaviro, and The Tactile Eye (2004) by Jen-
nifer Barker amongst many others, are acknowledged
as contributing to the understanding of the carnal
sensuality of the spectator’s meaning construction
(Sobchack 2004, 56).

While the present discussion on the author's
creative mind puts aside the spectator-related issues
of film-viewing experience, however, it also excludes
the discussion of the spectator as co-author. Con-
sequently, instances of media art with augmented
spectator participation or story-world navigation as
in Janet H. Murray's Hamlet on the Holodeck: The
Future of Narrative in Cyberspace (2001, 129-130)
are interpreted as authored. This means that in such
art, it is the authoring team that creates and produces
the virtual space or the navigation environment, and

bUNbMbI KAKUM-TO 06Pa30M BbICKAKMBAIOT «13 FOI0B MMMO3AHTHbIX, HO
Boo6pamaemMsix TBopLoB» (Tnbbepr, 2005, 62).

B npenenax atoro nccneposaHua HeEBawHO, MAET NK pedb 06 MHAW-
BUAyanbHOM aBTope, (CO)aBTOPCTBE UM MHOMOYUCIEHHBIX ABTOPAX.
Bepb Haw o4yepK aKCNIMUMTHO GOKYCUPYETCA Ha Pas/IMyHbIX acrneKTax
aBTOPCKOr0 MbICITMTENIbHOMO NpoLecca, CBA3AHHOIO C BOOOpameHueMm,

M NO3TOMY OTCTPaHAETCA OT BCAKMX AUCKYCCUM O peXnCCepe, aBTope
WK aBTOPCTBE B NPOLLECCe NPUHATUA PeLleHnit O CbeMKax U CNoco-
6ax peleHna npobnem. Takaa NOCTaHOBKa BOMpPOCa MCKIOYaeT apyrue
BO3MOMHblE TPAKTOBKW aBTOPCTBA, a TaKkke COTPYAHUYECTBO C APYrMMU
pabOoTHMKaMK KMHO, 3BYKOPEKMCCEPAMM, CLLEHAPUCTaMM, KOCTIOMEPaMH,
aKTépamu 1 ocTalbHbIMK NpodeccroHanamu. ITo aenaeTtca, 4To6bl cBe-
CTW B OAHY TOYHY LLlefIOCTHOE BOMJIOWEHNE YMEHUA, U MTPUMEPOM TOMY
MOMET CNy*WTb ynoTpebneHne caMmm OW3eHLWTENHOM CNOB «aBTop»
UK «TBOpPELL>.

[Mo-nHomy paccmaTtpuBasA NpobnemMy «aBTOPCTBa» B CBOEM OYEPKE
«3puTtens-teopel» (1947), DiseHwTeiH npuaaét 6onblioe sHadeHue
ny6IiMKe KaKk areHTy HOBOMo couuanibHoro co3HaHuA. OgHako noka uen-
nynouaHana nneHKa UrpaeT TOSIbKO BTOPOCTENEHHYO POsib B JOKYMEH-
TMPOBaHWM 6OPbOLI COBETCKOIO HAPOAA, TOSIbKO B NMPO(PECCUOHANBHbIX
PyKax pemmccepa NpoayKT TBOPHYECKOro CoLManbHOro npouecca A0CTH-
raeT CBOEW OKOHYaTeSIbHOM KPUCTANIN3ALINN: «CaMO dKpaHHOe TBopYe-
CTBO AB/IAETCA OAHUM M3 Hamnbosiee NpeKpacHbIX BOM/IOLEHMI TBOpYE-
CKO# BJOXHOBEHHOCTH Haluero sesmnKoro Hapoaa» (ESW3, 339-340).

Tak Kak MHTepec OM3eHwWTenHa K BMONOrMYECKON U NCUXOPHU3U-
0JI0rM4YECKOM ANMHAMMKE aBTOPCKOro npoLecca ABNAeTCA OTNPaBHOM
TOYKOW Hallero o4yepKa, OH Tak*e byneT HanpasnATb U 0630p coBpe-
MEHHOI0 KMHOBEAEHWA, 06CyHKOaEMOro 30eChb. DTO O3HAYAET, YTO BECh
MaCCHB NCMX0aHaNIUTUYECKOro, GeHOMEHONOrMYECKOro U KyNbTYpOosoru-
4YEeCKOro KMHOOUCKYpPCa, MHTEPNPETUPYIOLLMIA NEPEKMBAHMA 3pUTenaA C
TOYKM 3PEHMA MX BOMJIOLLEHWUA, UCKINIOYEH. TEM He MeHee, Mbl MPU3HaeM
3HaveHWe TaKkux paboT (cpeam npounx), Kak «[notckue Mbicnu» (2004)
Busuan Cobuak, «<Koma dunbma» (1999) u «MpukocHoBeHUe: uyBCT-
BEHHaA TeOPUA U MYNETUCEHCOPHLIE Meara» (2002) MNopsl KO. Mapkc,
«Kunematorpadmueckoe Teno» (1993) Ctueena LLasupo n «Ocazartens-
HbIl mas» (2004) OxenHndep Bapkep, AN NOHUMAHWA NIOTCKOM YyB-
CTBEHHOCTU KOHCTPYMpoBaHusa aHadeHus y aputens (Cobuax 2004, 56).

B 10 Bpema Kak Halwa AMCKYCCHA O aBTOPCKOM TBOPYECKOM CO3Ha-
HWW OCTaBNAET B CTOPOHE NPobnemMbl OnbiTa KWHONPOCMOTPOB, CBA3AH-
Hble CO 3pUTeNieM, OHa TaKKe UCKIoYaeT U 0O6CYyAeHWe ponu 3puTena
Kak coaBTopa. CriegoBatenibHO, MeanapaboThl C pacLUMPEHHbIM BRIOYE-
HWEM 3pUTENA UKW HaBMraumA No BbIMBILLIEHHOMY MUPY, Kak y [xeHeT
Mioppen B «[amneTte Ha ronorpaduryeckon npuctaske: byayluiee Happa-
TMBa B KMbBepnpocTpaHcTae» (2001, 129-130), uHTepnpeTupyroTca
KaK «aBTOPCKWe». DTO 03HAYAET, YTO B TAKOM MCKYCCTBE aBTOPCKan
KOMaHAa co3faeT 1 NpoayLmMpyeT BUPTyasibHOE NPOCTPAHCTBO MK
HaBUraLMOHHYIO cpeay, TEM CaMblM O¥MAaA ONpPeaeneHHOro NoTeH-
Luuana nepemmBaHua ero rpaHul, ot 3putenen. MaptuH Pusep Tak
OMnMCbIBaEeT 3Ty CUTYyauMIo B CBOEM acce «MHTepaKTMBHbIE Happa-
TuBbI: dopma unu BeiMbicen?» (1997): «[lna XyA0MHUKOB, cTapao-
LLMXCA AOCTUYb MEepeHOCa KOHTPONA HappaTUBHOIO MNOTOKA K YMTa-
Tento, 3apa4a 4acTo BUOMTCA CPOAHM NOMCKaM KBaapatypbl kpyra. bes
NPAMOro aBTOPCKOIO KOHTPOJIA HappaTUB PUCKYeT cTaTb pparmMmeHTap-
HblM, MPEBPATUTLCA B MaTPULY M3 MaSIEHbKUX, KaXKyLLMXCA NPOU3BOSb-
HbIMKW 4acTen UCTOPUK UM BOBCE PacCeATbCA B BOAOBOPOTE XaoTnye-
CKMX cobbITUI» (Pruaep 1997, 2). CxoaHbiM 06pasom ouepk TopbeHa
lponansa «[locpenHM4EeCTBO B KMHO, PEXRUCCYPE M BOCNIPUATUM» YKa-
3blBaeT Ha TO, YTO AN3aMHEepPbl MHTEPAKTMBHbBIX UIP, OTBETCTBEHHbIE 3a
CO34aH1e NpaBusl, OTBEYAIOT M 3a ONbIT B3auMopgencTems urpokos (Mpo-
ganb 2005, 24).
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BONbWKWHCTBO KOFHUTUBHBIX TEOPUI KMHO (ECNM He BCe) pasaensaioT
MHTEpeC B NCUXONoruum 3putensa. Kpome Toro, HEKOTOpble KOrHUTUBHbIE
nccrnepoBaTenv 04eHb XOTAT OTKPbITh, KaK HeAaBHEe Hay4YHOe MOHM-
MaHWe OMHAMUKWM CO3HaHWA OTPa3HUIoCh Ha AMXOTOMUK asTopa (Mru
aBTOpPCTBa) M 3puTens (Unu 3aputenscTea) — cM. «<BusyansHoe asTop-
CTBO: KPEaTUBHOCTL M HAMEPEHHOCTL B Meauna» (Tpopans v ap., 2004).
Cpenw aBTopoB cb6opHuKa MNatpuk Honm XoraH, OcneH Aapcer, Bepuc
['oT, 1 BCe oHW NporoBapmBaloT BCIyX HEOOXOANMMOCTb ONPeAeNnvTb, KTO
WK 4TO ABNAETCA aBTopoM ¢unbma. Mx uenb — npenocTaBuTb KPUTH-
KaM U TeM, KTO 3aHMMaeTCA TEOPHUEN KMHO U PEXMCCYPbI, He0bXxoaM-
MbIM MHCTpyMeHTapui. Hawa paboTa, HanpoTMB, cocpeaoTaynBaeTcA Ha
NOHWMaHUK BUOSIOrMYEeCKoM 6adbl TBOPYECKOW NCHUXMYECKOM 06pa3Ho-
CTH «C TOYKW 3PEHMA HACTOALLEro pexnccepa». Ha atom nytn mel obpa-
waem ocoboe BHUMaHWe Ha cneayolmne MOMEHTI.

CTpemsAch HaWTH OTBETHI U CAENaTb HOBbIE AOrafAKM OTHOCHUTENBHO
aBTOPCKOro npouecca, TaKoW Noaxop, nonaraeTcA Ha HefaBHUE Hayy-
Hble OTKPbITWA B 06N1aCTH 3MOLMIM M YeNoBEYECKOro co3HaHnA. MoxHo
yTBEPHAaTh, YTO KMHO Hayano CBOE CYLLECTBOBaHWE TO/bKO KaK Npo-
AYKT 9MOLIMOHAJILHO NEPEXMTLIX aBTOPOM MPOLLECCOB, KOrAA peyb MAET
0 MEXCYOBbEKTHOM MUPE, KOTOPbLIM OH OMUCHLIBAET, U 06 AMOLMOHANBHbIX
nepexMBaHUAX, KOTOPbIE OH BbI3bIBAET Yy 3pUTenein. 34eck npegnonara-
€TCH, YTO KOrHUTUBHbIE MPOLLECChbl KOHCTPYKLMK Y 3pUTENEN COOTBETCT-
BYHOT aBTOPCKMM KOMHUTMBHBIM MpoLueccam, bnarogapa 61MonorMyecku
NpUCYyLLEeMY CXOACTBY MEXAY PasfiMiyHbIMW MHAUBUAYYMaAMU-NIIOAbMU. Y
9TOro NpeanonaraeMoro COOTHOWEHUA ANMHHAA TPaauLMA B NCUXON0-
ruu, ot 3urmyHaa Pperpa v Yunbama dxemca 40 HEAABHUX KOFHUTUB-
HbIX UccnepoBaHui. [ogpasymeBaeTcs, 4TO CXOACTBO MEXAY pasnny-
HBIMW UHAMBUAYYMAMHW €CTECTBEHHO (HO He 3HauYuTeNbHO) Bonblue, ecnu
OHM HaxO0[ATCA B OTHOCUTENBHO OAMHAKOBbLIX KYNETYPHBIX U 3MMCTEMOSIO-
FMYECKUX cuTyaumax (3anagHble 06WecTsa, NPeaCcTaBNeHUs O reHaepe,
penurua u 1.4.). Npumenum croga 3amedanue Topbera Mponans o Tom,
YTO “KOFHUTMBHAA HEMPOMCKUXONIOTMA NPEAOCTaBNAET TEOPETUYECKYIO
6a3y A/19 NOHUMaHWUA TOro, YTO [M aBTOPLI] ABNAOTCA BUONOrMYECKH U
KyNbTYPHO MHAMBUAYYMaMK, 06n1aAatoWUMN U YHUBEPCabHBIMU, U UHAU-
BUAYabHBIMW YepTamu, oTpamarowmmMm [ux] nuunslie nctopum» (Mpogans
2005, 16).

Ponan Bapr, cerogHa aBTop MEpPTB He 6onblue, YeM BO BpeMeHa
OnseHwTenHa! Bonee Toro, Pusep Toxke nogyepkHyn oTBETCTBEHHOCTb
aBTopa, KOTOPOMY MPUXOAUTCA BbITb 0COOBEHHO *MBbIM: «B0o3MOoXHO, B
KOHLe KOHLOB, 4To cBoboaa nyb/imKn B KOHEYHOM UTOre M3MepPAeTCA
He aKTMBHOCTbLIO M/ B3aUMHOM aKTMBHOCTbLIO, HO CITOCOBHOCTLIO pabo-
TaTh, YTOOLI repenatb C/I0KHOCTb 3HaYEHUA, KOTOPOE MOKHO HakTH BO
BCEeX yCIeLHbIX XyAoMeCTBeHHbIx popmax» (Pusep 1997, 11). Hosule
3a4a4v B CO34aHWMN KMHO KaK AMHAMWYECKOM KOMMIIEKCHOCTH Hy#Aaa-
toTcA B aBTOpe 6osblue, 4eM Korga-nnbo, XoTA cam NpoLecc aBTopcTaa
COCpPenoTOYEH Ha ApYrMx acneKTax npoLecca aBTOPCTBa, YeM paHbLUe.
BmecTo Toro, 4tobbl NPUHATE Ha cebA ponb BCe3HatoLWero U BCEMOry-
LLLero KOHTpONepa, aBTopy NPUXOAUTCA BpaTb Ha BOOpYxeHWe bonee
CKPOMHBIVM MOAX0A, K KOHTPOI0. HTobbl AOCTOMHO OTBETUTE Ha 3TOT
BbI30B, aBTOPY NPUXOAUTCA NPUCBOUTE cebe bonee «NOCTaHOBNAOLLYIO»
pOJib, ONMUPAIOLLYIOCA Ha LLeNIOCTHYHO M BMONOrMYeCcKyto CUCTEMY, rae oHa
M €€ AMHaMU4YecKoe BOMoLWaemMoe KUHOMCKYCCTBO BMecTe GopMUPYoT
KWMHeMaTorpapuyecKyto CUCTEMY KaK Liesoe.

Jltoan 0BbbIYHO COOTHOCAT COBBLITUA M CYyALOLI NEPCOHaKEN Ha KUHO-
9KpaHe C TeM, 4TO OHM UCMbITbIBANM caMU. Ho oHM Tak*ke roToBsbl Npu-
HATb M OYeHb CTPaHHbIE MUPbI MPW YCIIOBUK, YTO HACENAIOLWME UX CYLLL-
HOCTW B3aMMOAENCTBYIOT APYr C APYrOM B 9MOLMOHaNIbHOM, YENOBEYHOM
MaHepe, Kak B MynbTounbmax Yonta [JucHen, KoTopble Tak 3aBopamm-
Bann Oi3eHwTenHa. MHOroYMcneHHble MUpbLI KUHEMaTorpaga MoryT
BApbUPOBATLCA OT LOKYMEHTUPOBaHUA NMOBCEAHEBHOM HM3HU (CrHeMa

thereby also designs the experiential potentialities and
constraints of the spectators. Martin Rieser depicts in
his essay “Interactive Narratives: A Form of Fiction?”
(1997) the situation thus: “For artists struggling to
achieve this transfer of control of narrative flow to

the reader, the task often seems akin to squaring the
circle. Without direct authorial control the narrative
risks fragmentation into a matrix of small, seemingly
arbitrary story pieces or disappears altogether in a
maelstrom of chaotic events” (Rieser 1997, 2). In a
similar manner Torben Grodal's essay “Agency in Film,
Filmmaking, and Reception” points out that the inter-
active game designers, who are responsible for the
authoring of the rules, are the ones responsible for the
player's interaction experience (Grodal 2005, 24).

Most, if not all, cognitive cinema theories share
an interest in spectator psychology. In addition, some
cognitive researchers are keen to discover how recent
scientific understanding of the dynamics of the mind
has been reflected in the dichotomy of the author or
authorship versus the spectator or spectatorship in
Visual Authorship: Creativity and Intentionality in Me-
dia (Grodal et al. 2004). The contributors to the book,
amongst them Patrick Colm Hogan, Espen Aarseth,
and Berys Gaut, spell out the need to define who or
what is an author in cinema; that is, their purpose is
to provide tools for critics and those who theorize
about films and filmmaking. On the contrary, this work
focuses on understanding the biological basis of
creative mental imagery from the point of view of a
proper filmmaker. On this path, the following aspects
are emphasized.

Aiming at finding answers and new insights into
the authoring process, this treatment relies on recent
scientific findings on emotions and the human mind.
Cinema may be argued to come into being only as a
product of the author’'s emotionally experienced pro-
cesses, as far as the intersubjective world it depicts
and the emotional experiences it elicits in the specta-
tors are concerned. Here, it is assumed that the
spectator’s cognitive construction processes corre-
late to those of an author’s cognitive processes, due
to biologically inherent similarities between different
individuals as humans. This assumed correlation has
a long tradition in psychology, from Sigmund Freud
and William James to recent cognitive studies. The
similarity between different individuals is understood
to be naturally but not significantly more so within
relatively similar cultural and epistemological situat-
edness (Western societies, gender views, religion,
etc.). Adapting Torben Grodal's remark accordingly,
“cognitive neurosciences provide the theoretical basis
for understanding that [also the authors] are biological
and cultural individuals, who possess universal as well
as individual features reflecting [their] individual life
stories” (Grodal 2005, 16).

The author is no more a dead agency today than
in Eisenstein’s times, Roland Barthes! Indeed, Rieser
has also emphasized the responsibility of the author,
who has to be very much alive: “Perhaps after all, the
‘audience’s freedom is ultimately measured not in
terms of activity or interactivity, but in the ability of the
work to convey the complexity of meaning found in all
successful artforms” (Rieser 1997, 11). The new chal-
lenges in authoring cinema as a dynamical complexity
need an author more than ever, though the authoring
process is focused on different aspects of the author-



ing process than previously. Instead of assuming

the role of an omniscient and omnipotent controller,
the author has to accept a more modest approach

to control. To meet this challenge, the author has to
assume a more enactive role backed by a holistic and
biological system, where she and her dynamical enac-
tive cinema artwork together form a cinematic system
as a whole.

People generally associate the events and fates
of the characters on the cinema screen in terms of
their own experiential reality. However, they are also
ready to accept very strange worlds, as long as the
entities inhabiting those worlds interact with each
other in some emotionally meaningful, human-like
manner, as in the Walt Disney animations that so fas-
cinated Eisenstein. The many worlds of cinema may
range from documenting the most ‘normal’ everyday
life (cinéma vérité or reality television) to authoring
visions of a future Armageddon or Utopia. However,
it is acknowledged that even in its most incredible
creative visions, cinema generally represents a kind of
intersubjectively shared prototype of life. Such inter-
subjectivity could also provide the playground and the
rules for an Aristotelian art of persuasion.

BEPUTE WK PeanuTH-1LIOY) A0 aBTOPCKUX BUAEHUI ByayLLero, Kak B
«ApmaregnoHe» unu «yYTonuu». Kak 6bl TO HKX BbINO, CUMTAETCA, YTO Aae
B CaMblX CBOMX HEBEPOATHBLIX TBOPYECKUX BUOEHMUAX KMHO B LLENOM ABNSA-
eTCA 00Lenpr3HaHbIM MPOTOTUIOM HHU3HH. TakaAa MEKCYOBEKTHOCTb
MOMKET TaKKe CTaTb UIPOBOM NOLWAAKOW U BOMTHU B NpaBuna apucToTe-
NEeBCKOr0 MCKYCCTBa yoemaeHHs.
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BAJI1 3HCIMNOPT
PacmmpeHHoe HUHO
HaK pacLllunpeHHaAd peaanocn:ﬂ

«PaclumpeHHoe KMHO», TO eCTb pacluMpeHre 0bbI4HOM, 0bLLenpur-
HATOM GOpPMbI GUIbMa Ha OTKPBITYIO CLEHY, WK e B NMPOCTPaHCTBO, B
KOTOpPOM HapyLuaeTcA obLwenpuHATaA KOMMepYecKas nocrneaosaresb-
HOCTb €ro co3aHusA — CbEMKA, MOHTaX W NPOeLUpPOBaHMUE Ha SKPaH,
66110 XyA0MecTBeHHOM GOPMOM, KOTOpyto A Beibpana B cepeanHe 1960-
X, KOrga ocosHana, 4To MOA HM3Hb Tenepb CBA3aHa C UCTOPUEN UCKYC-
cTBa. B 10 Bpemsa A yxe npowna Kypc oby4eHWA HMBOMUCH, U MHe Oblo
ACHO, 4YTO Hapo paboTaTb C M306pameHneM, HO 3TO M3obpaxeHne byaeT
MMBbIM, paclumpeHHbiM. B cTyaeH4yeckune rogbl Ha MeHA ocobeHHoe Bre-
yaTrieH1e Npoun3Benn Kybrusm, KOHCTPYKTUBU3M U GYTYpPU3M, a C HUMM
dopMa 1 pacluMpeHre XyL0KEeCTBEHHOIO BhlpaKeHua B NpocTpaHcTeo(e)
W CBA3AHHLIM C NPOCTPaHCTBOM 3M1EMEHT, BpeMa. YaUBUTENbHbIMKU Obln
TaKie B3aMMOCBA3b MeMy CBETOM W ABUKeHueM (npoueccamu, pas-
JpamaBLLMMK MOV NPOCBELLEHHbIN B3MMAA), W, Npemae Bcero, Maobpa-
HEHME U «aKLMOHUCTCKUIM» MeTon, paboTbl ¢ M3obpameHuem. [Noske s
co3paBana XyAoMecTBeHHble GUNbMbl, MOKa CUTYaUUA — A UMELO B BUAY
¢d1HaAHCOBYO CMTyaLMio — MO3BOMANA 3TO, HO B HMUX BO BCEX BCTpeYa-
OTCA 9/1IEMEHTbI KMHO KaK Meana. K aToMy MeHA npyBen cO6CTBEHHbIN
ONbIT W pa3MblLLIIEHMA O pacLUMPEHHOM KnHO. KHMHO MHe Bcerpa npea-
cTaBnAeTcA Nofobrem CKynbnTypbl, B KOTOPOM, HA MOM B3rNA4, eCTb
pasnnyHble YPOBHM CMOTPEHUA.

A Hawna cnocob NpPoAONHUTL NPaKTUKY PACLUMPEHHOMO KMHO U B
cBoux nepdpopmaTmBHbIX paboTtax. B HUX A cama ABNAIOCH XyA0MECTBEH-
HbIM LEHTPOM W paccMaTpMBato YeIOBEYECKOE TENO KaK 3HaK, Kak Kopg,
CoLManbHOM M XyO,0MECTBEHHOM Bblpa3nTeNIbHOCTH.

CerogHs pacwmpeHHoe KMHO — LUndpoBoe, 3TO CyMynAaLuMA Bpe-
MEHM W NPOCTPaHCTBA, CUMYNALMA peanbHOCTU. PaclumpeHHoe KMHO
60-x 6bI10 YaCTbIO ABUKEHUSA aNbTEPHATUBHOMO UIIM HE3ABUCUMOIO
KWMHO, aHa/IM30M, NPU3BaAHHBLIM OTKPbITb W peann3oBaTb HOBblE GOPMbI
KOMMYHMKaLWK, ALEKOHCTPYUPOBaTh AOMUHUPYIOLLYIO peanbHOCTb. Pac-
LUIMPEHHOE KMHO 3TOr0 BPEMEHU ClieAyeT TaKKe paccMaTpmBaTh B KOH-
TEKCTe pas3BUTHUA NONUTUYECKOW cuTyauumn B 50—60-e roabl. Toraa,
O[HOW CTOPOHBI, AEMCTBOBaNO PEBOMIOLMOHHOE CTYAEHYECKOoe ABU-
MeHue, bopoBLueecs NPOTUB AOBNElOLEeN roCyaapCTBEHHOM BNaCTH.

C apyrowt — xyLoOMeCTBEHHOE pa3BUTHE TOFO BPEMEHU MCKaI0o HOBOIO
onpegeneH1a KoHUenunm UcKyccTea. Ero acteTuka 6bina HanpaeneHa
Ha TO, 4TOObI TIOAM OCO3HaNU AeTanu U COBUIMM YYBCTBUTENBHOCTH,
CTPYKTYPbl W YCNOBUA BU3yaslbHOW M 9MOLIMOHANBHOM KOMMYHUKaLIMK,

1 Tepen Bamn 0TpeaaKTUpPOBaHHbIM BapuaHT nexuun, npoyutarHoin BASTIM SKCIOPT Ha AByxaHeBHOM
nporpamme «[nasHbIi Kaap — ABCTpUiiCKoe Hesasrcumoe KuHo 19556—2003». MNporpamma coctoana 13
KUHOMOKA308B K Beces 0 HE3aBUCUMBIX aBCTPHUHCKKX pexuccépax (Kypatop Mapk Ya66ep) u npoxoamnna 8
JoHpoHe ¢ 31 mas no 1 mioHa 2003 r.

VALIE EXPORT

Expanded Cinema
as Expanded Reality’

“Expanded cinema”, i.e. the expansion of the
commonplace form of film on the open stage or
within a space, through which the commercial-
conventional sequence of filmmaking — shooting,
editing (montage), and projection — is broken up,
was the art-form that | chose in the mid-1960s when
| realised that the course of my life would lead me
through the history of art. During this period | had al-
ready completed a course of study in painting, and it
was clear to me that | would turn towards the image,
but this linage would be the living, expanded one. |
had been particularly impressed during my student
years by cubism, constructivism, and futurism, and
thus with the form and extension of artistic expres-
sion in(to) space, and the related element, time;
the interconnection between light and movement,
processes that irritated my educated way of seeing;
and above all the image, and an “actionist” method
for dealing with the image. Later | made feature films,
to the extent that the situation — and by this | mean
the financial situation — allowed it, but in all of my
films there occur elements of the film medium that
I have won through my own experiences with, and
deliberations on, expanded cinema. | always see
film as a sculpture that, for me, has varying levels of
ways of observing it.

| have found a way to continue expanded
cinema in my physical performances in which |, as
the centrepoint for the performance, position the hu-
man body as a sign, as a code for social and artistic
expression.

Today, expanded cinema is the electronic,
digital cinema, the simulation of space and time,
the simulation of reality. The expanded cinema of
the 1960s, as part of the alternative or independ-
ent cinema, was an analysis carried out in order to
discover and realise new forms of communication,
the deconstruction of a dominant reality. Expanded
Cinema must also be seen within the context of the
development of the political situation in the '560s and
'60s — on the one hand, in the revolts of the student
movement that waged an attack against dominant

1 This is an edited version of a lecture delivered by Valie Export at
“The Essential Frame — Austrian Independent Film 1955-2003", a
two-day program of screenings and talks on Austrian independent
filmmaking curated by Mark Webber and held in London, May 31-June
12003.



oppressive state power, and, on the other, in the
artistic developments of this period that sought a
new definition of the concept of art. Its aesthetic was
aimed at making people aware of refinements and
shifts of sensibility, the structures and conditions of
visual and emotional communication, so as to render
our amputated sense of perception capable of
perception again. It was a matter of abolishing old,
outdated aesthetic values.

The bankruptcy of European culture in 1945,
the attempt to jump over the graves of 25 years of
political darkness and to find a connection with the
avant-garde movements of the 1920s and the avant-
garde that had been exiled left their imprint on the
efforts of the artistic groups of the postwar period.
While the majority of the European population turned
blithely toward a purely economic project of restora-
tion, groups of artists and intellectuals attempted
to uncover the foundations of European crisis and
culture, and to find new constellations by connecting
with oppressed and forgotten movements in art and
thought, from Dada to Surrealism, from linguistic phi-
losophy to constructivism. This mood also redefined
concepts of cinema and film.

In 1916, Marinetti, Analdo Ginna, Giacomo
Balla, Bruno Corra, Emilio Settimelli, and Remo Chiti
wrote, in the manifesto “Futurist Cinema”, that

cinema is an autonomous art, one must face the cin-
ema as an expressive medium in order to make it the
ideal instrument of a new art, immensely vaster and
lighter than all existing arts. It must become deforming,
impressionistic, synthetic, dynamic, free-thinking. We
are convinced that only in this way can one reach the
poly-expressiveness toward which all the most modern
artistic research is moving.

The rediscovery and incorporation of modern
linguistic philosophy, psychoanalysis, modern music,

1. TAPP und TASTKINO, 1968
© VALIE EXPORT

2. TAPP und TASTKINO, 1968
© VALIE EXPORT

4TOObI NPUBECTHM Halle NPUTYNMBLUEECA YYBCTBO BOCMNPHUATUA BHOBb B
paboyee cocTofHWe. DTO BblfI0 BONPOCOM YNpasaHEHUA CTapbIX, OTHMB-
LLINX 3CTETUHECKHUX LLEHHOCTEN.

MNaneHne eBponericrom KynbTypsl B 1945 roay, nonbiTka Yyepes 25
neT MOTMNbHOM MOMMTUYECKOM TbMbl 0OPaTUTLCA K aBaHrapAHbIM Teye-
HHAM 1920-x 1 M3rHaHHOMY aBaHrapay HanoMMIK CBOM OTNEeYaToK Ha
MOC/IeBOEHHbIE XyAOMEeCTBEHHbIe rpynnbl. B To Bpema, Kak 60bWMHCTBO
©BPOMNEenLIEB HM3HEePaa0CTHO NOBEPHYMCH K LIeTMKOM 3KOHOMWUYECKOMY
NPOEKTY BOCCTAHOBNEHWA, FPYMMbl XyAOKHUKOB U MHTENIEKTyanoB nbita-
NUCb pPacKpbITe pyHOAAMEHTalIbHbIE NPUYMHEI €BPOMENCKOro Kpuanca
W KyNbTYpbl M HANTU HOBbIE KOHCTENNALMKN, 0OBEOMHAACH C 3a0bITbIMK
ABUMEHMAMM B MCKyccTBe M dunnocodum, ot [laga no croppeannama, ot
NUHIBUCTUYECKON GUNOCOPUM [0 KOHCTPYKTUBM3MA. DTO HACTPOEHME
3aCTaBMJIO UX MEPEO0CMbIC/IMTb KOHLEMNLMIO KMHeMaTtorpada.

B 1916 rogy B maHudecTe «PyTyprcTCKOE KMHO» MapuHeTTH,
Ananbpo OmxuHHa, Oakomo Banna, BpyHo Koppa, Omunmo Cettu-
mennu n Pemo Rutn Hanucanu:

«KMHemaTorpad — 3TO aBTOHOMHOE UCKYCCTBO, U Mbl AOMNKHbI OTHO-
CUTbCA K HEMY KaK K 3KCNPEeCcCMBHOMY CPeAcTBY, 4To6bl caenaTtb U3
Hero uaeasnbHbIH HHCTPYMEHT HOBOIO UCKycCcTBa, 6eCKOHe4YHOo 6onee
06LMpPHOro U CBETNOro, 4em BCe cyluecTByoWwMe uckycctea. OHo
DONM¥KHO cTaTb AePOPMUPYIOLLUM, UMIPECCUOHUCTUHECKHUM, CUHTE-
TUYECKHUM, BUHAMUYECKUM, cBo6oaomMbicnAwMM. Mbl y6eraeHbl, 4To
TONbKO TaKMM CNOCO6OM MOMHO AOCTUYb NONUBbLIPA3UTENBbHOCTH, NO
HanpaBleHUIO K KOTOPOKW ABUraeTcA NOYTHU BCA COBPEMEHHAaA XyAOHeCcT-
BeHHaA paboTa».

46 - 47

3aHOBO OTKpbITas M 06peTeHHan NMHIBUCTUYECKas $uUnoco-
¢$uA, NncMxoaHans, CoBpeMeHHan My3blKa U T.4. CYHUIWU NUTaTeNbHOM
cpenom And nocTpoeHUs (PEKOHCTPYKLMK) YHUUTOMEHHOMN KymbTypbl.
Mepuron 1950—1960-x 6bin BpeMeHEM, OTMEYEHHBIM XyLAOMECTBEH-
HbIMW MHHOBAaLIMAMK U NOIMTUHECKMMK NPOBOKaLMAMU. Monoable xynox-
HWKW NepeBopaYMBaiv BBEPX 4HOM aHTMKBapHbIE Mara3vHbl U apXmBbl,



4TOObl HAMTK AYXOBHYIO MULLY — BeAb OCHOBA 6bina obHaxeHa 1 oKa-
3anacb 6ecnnogHom. Llenbio aTyx MHHOBaLMI M NPOBOKaLMM BbINo
BbIPBaTbCA M3 TPAAMLIMOHHBIX GOPM NOKa3a Xy[0KECTBEHHbIX MPOU3-
BeAeHW. HyxHo 66110 coenatb camy peanbHOCTb CPEeACTBOM Bblpame-
HWA W NPECTYNUTb FPaHULbl MHOWBUAYANbHbBIX XYA0KECTBEHHbIX KaTe-
FOPUWM NO OTHOLLEHUIO APYr KO APYrY, TAKUX KaK A3bIK, UBOMWUCb, KUHO
n TeaTp. IcKyccTBO NoaBepranock pagvkanbHOMY NEPEeOoCMbICIEHMIO,
4TOObI NPUBECTU XYA0HKECTBEHHYIO MBICb M HAMEPEHWA K HOBbIM ¢op-
MaM KoMMyHUWKaumu. B 1966 rogy CtaH BaHpoepbeek Hanvcan B usga-
Hun «RynbTypa KMHO» «PaclumMpeHHble UckyccTBar: «Bcé pacwmps-
€TCA, BO BCeX HarpaB/ieHMAX, CyLLeCTByeT B3aMMOCBA3b MEX Iy BCeMM
BMAAMM MCKYCCTB, ByKBaIbHO MeXAy BCEMU — M B ITOM-TO BCE 1 Aes0.
[ToHumaeTe, faBakiTe CKaXeM, 4TO UCKYCCTBO M HM3Hb Ha CaMOM Aesie
AOJIMHHbI CTaTb OAHMUM Lie/1bIM M [TOCMOTPHM, YTO CJ/IyYUTCA, €C/IM Mbl U
BMPAMb cAenaeM Mx OGHUM LiesbiM».

PacwmnpeHHoe K1MHO, Kak nuweT buprut XanH, «He AsideTca cTm-
JIMCTUYECKOM KOHUEeNUMeH, HO CKopee 0bLUMM MHAMKATOPOM AJ1A BCex
paboTt, KOTopbie BLIXOAAT 3a fpeaess 06bi4HOM KMHOoMpoeKumm»., OHo
BK/IOYaET MHOMECTBEHHbIE NPOEKLMK, CMELLaHHblIE MaTepHanbl, KUHO-
NPOEKThI, GUNbMbI-aKLIMK, BKIOYAA YyTONWIO GUNBMOB-«TabNneToK» 1
¢durnbmoB-o6naKoB. TEpMUH «pacLUMPEHHOe KMHO» TaKXKe OTHOCHUTCA K
Nto6bIM NOMbITKaM, aKTUBUPYIOLLMM, B JOMOMHEHWE K CNYXy U 3PEHUIO,
yyBcTBa 060HAHUA, BKyca M oca3aHuA. Hukona BoaeH rosopun B 1921
roay O MHOrOypOBHEBOM MNO33MM, NEPEHOCALLEN NOITUHECKUIH CUHXPO-
HW3M MbICIIEN W OLLYyLEHWUN 1ogobui unbma ¢ obpasamu, 3anaxamu m
3Bykamu. B cepeamHe 1920-x Moronu-Hanb npeanoxun BBeCTH BOMHU-
CTble 3KpaHbl, B pOPME XONIMOB U [0JIUH, ABUKYLLMECA NPOEKTOPLI, anna-
patbl, NO3BONAOLLUE «[TPOEKTMPOBaTL OCBELEHHbIE BUAEHHA B BO3AyXe,
04HOBPEMEeHHO co3faBaTb CBETO-CKY/IbTYPbl Ha TyMaHe uam obnakax
rasa v Ha ruraHTCKuUX dKpaHax».

KoHuenuua «pacluiMpeHHoOro KMHo» Bo3HWKNa B EBpone B cepeamnHe
1960-x B KOHTEKCTE MOBCEMECTHO PaCcnpPOCTPaHMBLLErOCA ABUKEHHUA
«PaclumMpeHHbIX UCKYCCTB» U KaK 4acTb CTPYKTYPa/IMCTCKOrO MCCreaoBa-
HWA KMHO, KOTOPOE MpeHae BCEro NCKano NOHUMaHWUA ero OCHOB.

B «pacwmpeHHOM KnMHO» deHOoMeH PpunbMa M3HavanbHO pacLuensieH
Ha ¢popmManbHble KOMMNOHEHTLI, @ 3aTeM CroXeH no-Hosomy. [Npouecchl
KONNEKTUBHOIO eMHCTBA, KOTOPLIM ABNAeTcA dunbM (Hanpumep, aKkpaH
KMHOTeaTpa, NPOEKTOP, OCBELLEHWUE, KUHOMEHKA) YaCTUYHO 3aMEHEHI
peasnibHOCTbIO, YTOObI YCTaHOBUTL HOBbIE 3HaKW peanbHoro. KmHemaro-
rpagpuyeckmin obpas ocBOBOHAEH OT CBOEro TPaAULMOHHOrO 06pasHoOro
XxapaKTepa nyTeM 3aMeHAEMOCTHU U CUMYNALMK ero cMMBosoB. Purbm
KaK XyOOMeCTBEHHOE NPOU3BEAEHNE e He BOCNIPUHMMAETCA TONMbKO
B CBOEM CMMBOJIMYECKOM BbIPa3UTENIbHOCTH, HO 3aMEHAETCA 3HaKaMu
peanbHOro; MeauMaTexHM4ecKoe pasgeneHve n3obpameHna 1 3ByKa npe-
06parKeHO B peanbHOCTb. 3BYK — 3TO yKe He TONbKO 3anucb, CUHXPO-
HW3WpPOBaHHaA C M306pPa3nTeNbHLIM PALOM, OH POXAAETCA HEMocpes-
CTBEHHO M3 LWYMHOr0 AblXaHWA nepes, MMKpodoHoM. KapTuHKa BUAHA He
Ha NneHKe, HO Yepes Ablpbl B MNEHKe, rpyAb 60NbLlUe He 3HaK Ha IKpaHe,
OHa caMa CTaHOBMTCA aKpaHoM. Muccua ¢yTypucTos Gbina BeiNnonHeHa B
MynbTUMEANa, B MHTEPMEAMA «PaCLUMPEHHOIrO KMHO», NOA, AEBU30M pac-
LUIMPEHHOW KOHLLeNUMK UCKyccTBa. MHanBMAyanbHoe yyacTue B co3a-
HWW KaO0ro anemMeHTa KONMEKTUBHOINO KMHOMPOAYKTa HaKoHeL, CTano
BO3MOMHBIM M HY}HbIM, 4TOObI pepopMUpPOBaTEL U MHTEPNPETUPOBATL
KOHTEKCT 3aHOBO TakMM 06pa3om, YToObl He TONbKO annapaTHOe UCKYC-
CTBO 0CBOOO¥Aa10Ch OT CBA3LIBAOLWErO €ro MexaHn3ma. Tenepb, CKO-
pee, MbIC/b, CBA3aHHAA C M3o0bpaxeHneM, 0CBOOOHKAEeTCA OT CBOMX
orpaHuyeHui. «PacluMpeHHoe KMHO», KOTOpOe MOXHO TaKKe Ha3BaTb
0CBOOOXAEHHBIM, ABMNAETCA YaCTblO TPaAWLIMM OCBOOOKOEHHOIO 3BYKa
(aTOT NPOEKT 6bIN UHULMUPOBaAH Ha pybere BeKoB). «<PaclumpeHHoe

etc, served as nourishment for (re)building a culture
that had been destroyed. The period of the 1950s
and 1960s was a segment of history marked by
artistic innovation and political provocation. Young
artists ransacked antique shops and archives to find
spiritual nourishment beyond the groundwork that
had been laid waste. The purpose of these innova-
tions and provocations was to break out of tradi-
tional artistic representations, the inclusion of reality
as a means of expression and to overstep the limits
of individual artistic categories vis-a-vis one another
such as language, painting, film, and theatre. Art is
brought radically into question so as to bring artistic
thought and intention to new forms for communica-
tion. In 1966, Stan Vanderbeek wrote in Film Cul-
ture's “Expanded Arts” edition: “Everything expands,
in all directions, there is a interconnection between
all of the arts, literally between them all, and this is
what it is about. | mean, let’s say that art and life re-
ally should be one, and let's see what happens if we
really make them one.”

Expanded cinema is, as Birgit Hein writes, “not
a stylistic concept, but rather a general indicator for
all works that go beyond the individual film projec-
tion.” It means multiple projections, mixed media,
film projects, and action films, including the utopia
of “pill" films and cloud films. “Expanded cinema”
also refers to any attempts that activate, in addi-
tion to sight and hearing, the senses of smell, taste,
and touch. Nicolaus Beaudin spoke in 1921 of a
poly-level poetry which transmits the poetic synchro-
nism of thoughts and sensations as a kind of film
with images, smells, and sounds. In the mid-1920s,
Moholy-Nagy had suggested rippling screens in
the form of landscapes of hills and valleys, movable
projectors, apparatuses that made it possible “to
project illuminated visions into the air, to simultane-
ously create light sculptures on fog or clouds of gas
or on giant screens.”

The concept of “expanded cinema” was estab-
lished in Europe in the mid-1960s within the context
of the far-reaching movement of Expanded Arts and
is a part of the structural film inquiry which grappled
above all with the foundations of the medium.

In Expanded Cinema, the film phenomenon is
initially split up into its formal components, and then
put back together again in a new way. The opera-
tions of the collective union which is film, such as
the screen, the cinema theatre, the projector, light
and celluloid, are partially replaced by reality in order
to install new signs of the real. The cinematic image
is freed from its traditional image character through
the exchangeability and simulation of its signifiers.
The filmic artwork was no longer understood only
in its symbolic expression, but replaced by signs of
the real; the media-technical separation of image
and sound was transformed into reality. Sound was
no longer a trace applied to the image material, but
originated in the gasps in front of the microphone.
The figures were not created on celluloid, but
through holes in the celluloid; the breasts were no
longer a sign on the screen, but were themselves
the screen. The mission of the Futurists was fulfilled
in the multimedia, intermedia activities of Expanded
Cinema under the motto of the expanded concept of
art. It made it possible to engage individually in every



element of the collective form “cinema” to re-form
and re-interpret context in such a way that not only
the apparative art is liberated from the confining
mechanism; rather, it also frees image-connected
thought from its constraints. The Expanded Cin-
ema, which can also be referred to as the liberated
cinema, is part of the tradition of liberated sound
whose project was initiated at the turn of the cen-
tury. Expanded cinema is a collage expanded around
time and several spatial and medial layers, which, as
a formation in time and space, breaks free from the
two-dimensionality of the surface.

The intermedia techniques, the destruction and
abstraction of the material, as well as the film projec-
tion and participation of the audience, were among
the prerequisites of the expanded cinema.

In 1967, Peter Weibel and | developed our
“Expanded Cinema" in Vienna. We examined the
relationship between reality and the apparatus that
registered it. The media of expression and represen-
tation were themselves brought into this discourse.
The expansion of our film work proceeded initially
from the material concept; thus the “illusion” film was
transformed into the material film, and in this way the
foundations of the film medium were reflected. Film
was brought back once again to its value as a me-
dium, liberated from any linguistic character which it
had taken on in the course of its development. The
formal arrangement of the elements of film, whereby
elements are exchanged or replaced by others — for
example, electric light by fire, celluloid by reality, a
beam of light by rockets — had an effect which was
artistically liberating and yielded a wealth of new
possibilities, such as film installations and the film-
environment. In the production of the film medium,
celluloid is only one aspect that could (also) be
deleted. Instead of the projected image, the film strip
itself can become a site for expanding the medium
and, consequently, if the celluloid becomes a filmic
image as material rather than through projection, a
transparent PVC-foil, held before one’s eyes, can
supply the desired image, since if the user projects
his own image of the world onto the foil, he sees the
world in accordance with his-own image. This was
the “Instant Film” that | invented together with Peter
Weibel. We wrote the following about it in 1968:

“Instant Film” is a meta-film that reflects the system of
film and reality. After the development of instant coffee
and instant milk, we have finally succeeded in inventing
the “instant film”, which is screen, projector, and cam-
era in one. Assembling them is a matter for the viewer.
He can hang the foil at home on his own four walls,

on four screens, or on different coloured backgrounds,
he can place the foil in front of an object and in such

a way design his own collage. A foil which has been
prepared with scissors, cigarettes, etc., supplies at any
given moment “vistas” or “insights”, “views” directed
inwards or outwards.

In any case, the axiom that “film requires cel-
luloid” was destroyed, just as the axiom, “film is
dependent on the screen” was repudiated, since
the represented object — such as furniture, a field,
an animal or man — can itself become a projection
surface, which is perceived by the subject, and the

KMHO» — 3TO KONMax, pacnpocTPaHMBLUMINCA BO BPEMEHW U B HECKOSb-
KMX MeAuna U NPOCTPaHCTBEHHbIX CMOAX, KOTOPbIE, Kak o6pa3oBaHMe BO
BPEMEHW U NPOCTPAHCTBE, BbIPbIBAOTCA U3 ABYXMEPHOM NOBEPXHOCTH.

TexHWKKM MHTEpMeaMa, paspyleHne maTepuana U abcTparmposaHme
OT Hero, TaK e Kak npoeuupoBaHve ¢punbma 1 yqactve nybnunku, 6em
NpeanochIIkaMu PasBUTUA PaCLLMPEHHOIO KUHO.

B 1967 r. Netep Banbenb 1 A cospanm cobCTBEHHOE «paclum-
peHHoe K1HO» B BeHe. Mbl n3yyanu oTHOLWEHWA Mexay peanbHOCTbIO U
cucTemon e€ 3anevatnenua. CpefcTsa BolpameHWa U Nokasa camu cTa-
HOBUWJIMCb NpeAMeToM aHanusa. Hawa KMHopaboTta M3HavyanbHO Belipocna
M3 UccnenoBaHWA MaTepUasnos, U3 KOTOPbIX CO3a4aeTcA GuibM, MOITOMY
dUNbM-UNNI03MA TPAaHCPOPMHUPOBAICA B MaTepUanbHbIM GUIbM, U TaKUM
06pa3om Bblni NepeoCMbIC/IEHbl CBOMCTBA CaMOM MNNeHKW. HMHO BepHy-
NOCb K CBOEW MaTepmasibHOH NPUPoAe U 0CBOOOAMNOCKH OT KaKkux Obl TO
HW ObINO NIMHIBUCTUYECKUX CBOMCTB, KOTOpbIe Nprobpesno 3a BpeMA CBO-
ero cywecTBoBaHWA. PopManbHas pacCcTaHOBKAa KUHO3/IEMEHTOB, rae
OOHW YaCTK 3aMeHeHbl UM OOMEeHeHbl Ha Apyrue — Hanpumep, aneK-
TPUYECKWUM CBET Ha OroHb, NJIEHKA Ha peaslbHOCTb, Ny4 CBETa Ha paKeT-
HbIM 3apAfd, — MMena adpdeKT OAHOBPEMEHHO XYA,0KECTBEHHO BbICBO6O-
HOALWMI M NPefoCcTaBNAOWMA 60raTCTBO HOBbIX BO3MOXHOCTEN, TaKMX
KaK KMHOMHCTaNNALMK W KMHocpeabl. B nponsBoacTee punbma nneHka
— 3TO 9NEMEHT, KOTOpbIK (TaKmKe) MoMeT BbiTb ynpasaHeH. Bmecto npo-
eunpyeMoro M306pameHnA KMHOMEHTa caMa MOXeT cTaTb MECTOM pac-
LUIMPEHMA U, COOTBETCTBEHHO, ECNK MNIEHKA CTAHOBUTCA CKOpPEee KMHO-
n3obpameHneM Kak maTepuasiom, a He Yepes MPOEKLMIo, Npo3payHan
nex-¢osnbra, NOMeLEHHaA nepes, rnasamMmm 3puUTend, MOXKET BOCMNONHNUTL
menaemoe nsobpamerne. N ecnm nonbaosatesi NpoeLMpyeT CBOM CO6-
CTBEHHbIM 06pa3 M1pa Ha Gonbry, OH BUAUT MMP B COOTBETCTBMM C COO-
CTBEHHbIM 06pa3oM. IT0 H 6bi1 «PUnbM GbICTPOro NPUroTOBIEHHUA,
KOTOPbIM Mbl Npuaymanu BMmecTe ¢ [letepom Barnbenem. BoT 4To mbl
Hanucanu 06 aTom npoexTe B 1968 r.:

«®uUnbm 6bICTPOro NPUroTOBNEHUA» — 3TO MeTadH/ibM, NepeaaloL i
CUCTEMY B3aUMOOTHOLLEHHWI KUHO U peanbHocTU. MNocne noAsneHua pac-
TBOPHUMOro Kode U paCTBOPUMOIro MOJIOKa HaM HaKOHEeL-TO yaanocb nony-
YUTb «PacTBOPHUMbIH GUNbM», B KOTOPOM YHe eCTb 3KpaH, MPOEKTOp U
Kamepa. CoeauHUTb UX — 3aaava 3putena. OH MoxeT pa3sBecuTb donbry
OOMa Ha 4-X CTeHax, Ha 4-X SKpaHax UfK Ha pa3HOLBETHbIX POHaxX; MOKeT
nomecTUTb ¢oNbry nepea KaKMM-HU6YaAb NPpeaAMEeTOM U TaKUM o6pa3om
co3aaTtb co6CTBEHHbIN Konna. @onbra 6bina U3roToBneHa ¢ NpUMeHe-
HUEM HOMHHL, curapeT u T.4.. B nio6oi MomeHT oHa pacT BaM BO3MOM-
HOCTb NMepeXUTb KpacuBble BUAbl, N(POCBETNAEHUA U OTKPOBEHUA, Hanpas-
NeHHble KaK HapyKy, TaK U BOBHYTPb.

B nto6om cnyyae akcroma «ana KMHo TpebyeTca nneHKa» boina
OMPOBEPrHyTa, TaK Me Kak U Apyraa — «KMHO 3aBMCMUT OT SKpaHa».
Beab nto6on npeametr — mebesnb, nose, KMBOTHOE, YeNI0BEK — caM
MOMET CTaTb NMOBEPXHOCTbLIO 4J1A MPOELMPOBaHKA, a caM GuIbM
MOMeT 6bITb AOBeAeH A0 3aBEPLUEHUA HUBOW aKLMen aBTopa.

B moém dunbme 1968 r. «Auf+Ab+An+Zu» 6bina packpaileHa
He TO/IbKO MNJIeHKa, HO M cam 3aKpaH. [1na atoro 6biaM MCnonb3o-
BaHbl 6GyMamHbIM SKPaH, pMCOBasbHble NPUHAANEHHOCTH U NNeHKa-Tpa-
¢dapet. BmecTo TexHn4yecKoro BocnpounsseneHna ¢punbma B 6€CKOHEYHO-
CTH W Yepes MieHKy TyT bbia 3a4a4a BBECTU HOBOE YYBCTBO BPEMEHM.
[Mpoeumnpyemoe nsobpareHne 6b1710 BUOHO Ha SKPaHE JIMLLb 4acTAMM,;
OCTa/lbHOe Ha MyieHKe 6bl10 3aKpalleHo YEPHLIM, a Ha aKpaHe Aonoi-
HEeHO pUCYHKaMW. 3aTylleBaHHaA YacTb NIEHKK KPYroBbIMU ABUKEHN-
AMM NepemMeLlaeTca No dKpaHy, To, YTO TakMm obpas3om ocBoboxaaeTcs,
CHOBa [0MonHAeTCA aKTépoM. B KoHLe punbma TeMHbIM y4acTOK CHOBa
AOCTUraeT OTNpaBHOM TOYKM — W 3aBEPLUEHHbIN PUCYHOK MOMET Tenepb
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paccMaTpmBaTbCA KaKk M3obpameHue. ITo obyvatoWwnii GunbM, IKCKyp-
CWA B MMBOMMUCb, B OTKa3 OT HMBOMWCK; 3TO 3XO KYOUCTCKOro ocTasre-
HWA *)unBonucK. NpocTpaHCTBO KOHLENTYanM3npyeTcA, B TOHHOCTH Kak
BpemA. B HEM KMHOKamepa KPYyHHUT BOKPYr OTParKEHHOIO M30OpameHnn
W NPUrBOMAAET BCE YaCTH Tena K aKkpaHy. B pesynsraTte ctatMueckue
o6pa3sbl HaknageBatOTCA APYr Ha Apyra. [loaroToBneHHbIN 3pUTED,
KOTOPbIM AOMKEH NPUHATL y4acTUe B NPOU3BOACTBE GUNbMA, YTOOBI 3TOT
¢dunnbm BoobLEe ObiN peann3osaH, KapaHaaloM AOMOMNHAET TO, YTO Hapw-
coBaHo Ha nnéxke. OaHOBPEMEHHOE NPOoeLUPOBaHME U MOHTaK (KoTo-
PbIFi MPOMCXOOMT CKOPEE Ha SKPaHe, YEeM Ha MIEHKE) NOKa3bIBaeT, YTo
puvcoBaHuWe 34ecb U eCcTb MOHTaK. O6bIYHO MOHTaXK MPOUCXOOMT Nocne
TOro, KaK CHAT GUIbM; W yKe NOoC/e Hero roToBbIM NPOAYKT AEMOHCTPH-
pytoT Ha aKpaHe. Jltoboe HapyLleHWe 3TOro npaeuna nuwaeT KUHOKOM-
NaHWK UX NPeTeH3nn Ha ycnex. B Moem e cnyyae MOHTaw W SeMOH-
CTpaLMA NPOUCXOAAT OAHOBPEMEHHO. PUbM pacKpalleH, a He CKIeeH;
KOrpa OH 3aBepLuaeTCA, HapMCOBaHHbIE YePTbl U IMHUKU OCTalOTCA BHY-
TPHW NpoeLmpyeMoro npAMoyronbHuka. MoHTax B ¢ubMe BeICTynaeT Kak
9KBMBANEHT HMBOMWCK; MOHTaX Ha MEHKe C pe3ynbTaTamMu U3MEePEeHHUA,
KOrAa MbiTatoTCA YXBaTUTb BPEMA, KaK My3blKy, — 3TO 9XO MMBOMUCH.

TeppuTOpHA KMHO — 3TO HE CNOM 3MYNbCUK Ha NIIEHKE, HE IKPaH,
He 3pUTENbHbIM 3as1. DTO CMCTEMA 3HAKOB.

lMeTep Barbenb noayepKHyn aTy TOUYKY 3pEHUA B CBOEW AeKnapa-
unmn: «OHTO/IOrMYeCcKoe passinymne Mexay rnoKasoMm U NPeamMeToM CTaHo-
BMTCA OTIIPaBHOM TOYKOH, M B TO e caMoe BPeMA NMPOUCXOANT MOEHTH-
puKaLMOHHOE repemeLleHme: OTPaKEHHE U NPeaMET HaK1aablBatoTCA
Apyr Ha apyra B 3aHOBO pacCTaHOB/IEHHOM MPoLiecce — OPHUEHTHUPO-
BaHHOM rioKa3e KnHo». OH NPOAEMOHCTPUPOBaN MAEHTUYHOCTb NOKa3a
W NpeaMeTa Yepes UAEHTUYHOCTb MecTa B XO4e CBOEro neppopmaHca B
Bene B 1967 r., Korga npoeunposan ¢unbm Ha cobeTeeHHoe Teno. OH
yTBEpHAanN:

«KHaK TonbKo 3KpaH nepecTaeT 6biITb GOPMOI AEMOHCTPaUUU dUNbMa,
AoMa CHOBa MOryT NpoeLMpoBaTbLCA Ha AOMa, TeNna Ha Tena, nokas U

FilM WIRDd duels MEVE
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environment centered by the camera is projected
onto the subject itself. The film itself can be com-
pleted by the life action of the filmmaker.

In my 1968 film, Auf+Ab+An+Zu, not only was
the celluloid painted on, but so was the screen. The
materials used were a paper screen, drawing uten-
sils, and the pattern film. Instead of technical repro-
duction into infinity and through celluloid, there was
a shift in production to a new sense of time. Only
portions of the projected image were visible on the
screen; the remainder was painted over in black on
the celluloid and was supplemented with drawings
on the screen. In a circular movement, the inked-
over part of the celluloid wanders over the screen;
the portion which is thereby freed is again supple-
mented by the actor. The initial starting point is finally
reached again, where the completed drawing could
now be seen as image. This film is a learning film, an
excursion into painting, a rejection of painting; it is
an echo of the cubist desertion of painting. Space
is conceptualised as a moment of time. In that the
camera circles around the reflected image and
transfixes all sides of a body into one and the same
place — namely, the screen — an overlapping of
static images results. The emancipated viewer, who
must take part in the production of the film in order
for the film to be realised at all, uses the drawing
pencil to supplement what has been painted over on
the celluloid. The simultaneity of the projection and
the montage which takes place on the screen rather
than on the celluloid shows that montage is drawing.
After the film is shot, montage; after the montage,
the projection: so goes the rule. Any attack on this
rule, on the continuity of the phases of production,
robs the production companies of their conventional
success. Here montage and projection take place
simultaneously. The film is painted over, not glued
together; in the end the strokes and lines of the



reproduced reproduction remain within the projected
square. Editing in film is the equivalent of painting;
metric film editing that tries to capture time as music
is an echo of painting.

The site of film is not the layer of emulsion on
the celluloid, the screen, or the cinema screening
room, but the system of signs.

Peter Weibel reinforced this point through his
theoretical statement: “The ontological difference
between the representation and the object be-
comes the point of departure and at the same time
the identificatory transfer occurs again: the reflec-
tion and the object overlap one another in a newly
arranged process — oriented presentation of the
filmic media.” He demonstrated the identity of the
representation and the object as the identity of the
site in a performance in Vienna in 1967 in which he
projected a film onto his own body. He said:

Whenever the site of the film is not the screen, houses
can be projected again onto houses or bodies onto
bodies, the representation and the object overlap one
another, the representation and the celluloid become
superfluous. Technical reproducibility is replaced by
immediacy, and with this the objective character of the
film is transcended; state-reality is not reproduced, but
rather the subject and its experience predominate. The
“world” is no longer simulated; rather, the possibility of
producing “world” is demonstrated.

My/our works were/are always intended to be
seen within the context of a social struggle, as an
attack on state reality so as to destroy the limits
of state reality and the traditional concept of art,
for expanded cinema also means expanded reality.
Transformed media produce a transformed world,
and a world pressing toward transformation presses
toward transformed media. Expanded cinema was
not only an expansion of the scale of the optic

1. Aus der Mappe der Hundig-
keit, 1968 © VALIE EXPORT

npegmeT 6yp,yT HaKnagbiBaTbCA APYr Ha Agpyra, a noka3 u KWHOMNEHKa
CTAHYT U3NTULUHHUMMW. TexHU4YeCcKHe BO3MOKHOCTHU BOoCnpou3BoacTBa 6y.u.yT
3aMeHeHbl CMOHTAaHHOCTbIO, @ C Hel 06BEeKTUBHbIN XapaKkTep ¢MJ1bMa BbIN-
AeT 3a CBOU npeagenbl. PeanbHocTb He BOCNPOMU3BOAUTCA, HANpPoOTHUB, rma-
BEHCTBYIOT CysbeHT U ero onbIT. “MMp» 6onee He KonupyeTcA, HO AeMOH-
CTpUpyeTCA BO3MOXHHOCTb CO34aHHUA «MUPa>».

Mow/Hawwm pabotbl (bbinM) BCeraa paccuutaHsl Ha BOGMPUATUE B
KOHTEKCTe coLuManbHOM 6opbbbl, B Ka4eCTBe aTakW Ha HblHELHee COCTO-
AHWE MKUPa, Ha TO, YTOObI YyNPa3aHUTL FPaHuLbl peanibHOCTU U TpaauLIm-
OHHYIO KOHLLEMLMIO UCKYCCTBA, TaK KaK paCLUMPEHHOE KMHO O3HavaeT U
pacluMpeHHyto peanbHOCTb. TpaHCGOpMUpPOBaHHbIe MeAWa NPOU3BOAAT
TPaHCHOPMHUPOBAHHBIM MUP, & MUP, BbIHYX/AAEMbIW ABUraTbCA B CTO-
POHY TpaHCchopMaLMK, OKa3biBaeT AaBrieHWe Ha TpaHCHOPMUPOBaHHbIE
meana. PaclumMpeHHoe KMHO Bbino He NPOCTO ONTUYECKMM pEeHOMEHOM,
HO TaKke AOMKHO BblNI0 NOKOHYUTL C TOM PeanbHOCTLIO U C A3LIKOM, ee
KOHCTPYMPYIOLLMM.

B Moém dunbme «[TuHr-norHr» (1968), nonHomeTpamKHOM

«lwnunbdunbme» (To CTb GUIbME, B KOTOPLIM UIPAtOT), Ha SKpaHe A
B MEHAIOLLLEMCA PUTME NOABMAKOTCA TOYKN. AKTEP, KOTOPLINM CTOUT Iil')
Nepes, SKpaHOM, AOMIHEH NONACTL B 3TU TOUKN C MOMOLLLIO PAKETKM
ANA NMUHr-NOHra U MAYnKa. Bot yto A Hanucana o6 sTom B 1968 . |0

«He3aBUCUMO OT CEMaHTHUKH, OTHOLLEHUA MEHAY 3pUTEeNeM U IKpa-

HOM OYE€BHUAHbI: 3TO CTUMYN U peaKkuUA. DcTeTUKa obbluHOro dunbma
3aKknoyvaeTca B p1M3nonorMu noBeaeH1a U eé cnocobHoCcTH nepepaTtb
deHomeH BocnpUAaTHUA. «MUHr-NMoHr» YEéTKO NnepefdaeT OTHOLIEHUA MEXAY
npoplocepom/perruccépom/aKpaHom U noTpebutenem/3purtenem. B atom
cny4ae To, YTO a3 paccKasbiBaeT MO3ry, — coobLieHne MOTOPHbIX ped-
NneKcoB U peakuuh. «MMUHr-NoHr» BbiABNAET UAEONOrMYECKUE OTHOLLEHUA
BNIacCTHU U NoAYHMHEHUA. 3pUTENb U SKPaH — NapTHepbl B Urpe, YbM Npa-
BUNa AUKTYIOTCA PEHUCCEPOM. A ero NnoTpebHOCTb COCTOUT B TOM, YTOGbI
cpaenatb 3KpaH U 3pUTenAa egUHON KOMMepYEeCKoHn eguHUuen. Lo aToro



BPEMEeHU noTpebuTenb pearupyeT akTUBHO. HUUTO TaK ABHO He npeacTas-
NAET 3KpaH KaK CpeAcTBa PEHUCCEPCKOW MaHUNYNALUK 3pUTenem. DKpaH
OKas3blBaeTCA paBHOL,EHHbIM MAPTHEPOM; HO PErMpyeT He OH, a JIULUb 3pU-
Tenb. PacKpenolwieHre akpaHa, ocBoboxpatolee B CBOIO oyepeab U 3pU-
TenA, NpeBpallaeT nocneaHero B NpousBoauTena. 9To ewweé He Npou-
3owno. 3puTenb UMEET AeNo C IKPaHOM, HO BCE Xe NoKa He pearvpyer.
3pecb npoeKkuua ¢unbma B3ANa Ha ceba GyHKUMUIO IKpaHa; annapaT ABU-
raeTcAa Mexpay usobpaxeHuem peanbHOCTHU U NepeXMBaHUEM pPeanbHOCTH.
Be3 yyacTua 3putena ¢unbm octaétca HenonHbiM. (NaBHaA uaeA He B TOM,
4YTO6bl AOCTHUYb HEKOEro GPU3UYECKOro COCTOAHHA, HO CKOopee B NpAMOM
nepemxmnBaHUu KogudrKauumn».

Ecnu matepnan cam no cebe ABnAeTcA nepexunBaHMemM, TO Mbl NpM-
XOAMUM K TOMY, YTO «KMHO 6e3 NIIEHKK» TaKke BepeT Havano B U3yde-
HWM KMHOMaTepHara, ero 3aKoHoB U ycnosui. OTTanKMBanaChb OT 3TOrO
Teauca, BeHCKuM pexmnccep XaHc LWovirnb co3gan B 1968 . dunbm
«CneumnanbHbli [aMByprekui». IToT «PpUnbM» COCTOUT M3 HUTKK, NPO-
NyLLLEHHOM CKBO3b NMPOEKTOP BMECTO nneHkU. E€ TeHb 6nywpaeT no
9KpaHy, NpuHMMas ¢opMy TEMHBIX MOOC Ha cBeTAWeMcA 6enom aKpaHe.
LLlorne Hanucan: «TakuMm 06pa3omM 3puTeSb BbIHYHAEH Pa3MbILLNATE O
TOM, CHATA S HUTb Ha MNEHKY MK OHa AENUCTBUTENTbHO NPOXOAMT Yepes
npoekTop. BaxHenwee TpeboBaHne MHTepMeana — TBOPYECKMIM BKNaz,
KMHOMEeXaHWKa — TaknMM 06pa3om BbINOMHEHO”.

lopom paHble, B 1967 r., B Moek pabote «ABCTpPaKTHbIN GUbM
N21» nzobpameHne Ha aKpaHe BOSHMKANIO OT HEKUX AENCTBUMI, KOTOpbIe
NpPou3BOAUNMCE B peanbHocTH. MaTtepranamu gna aToro paclUMpeHHOro
KMHOdUNBMa MOCIYHWIKU 3epKasno, BOAA, UOKOCTU pa3HOoW CTEMNeHH
BA3KOCTU, POHAPUKK 1 aKpaH. B 1968 r. a Hanucana 06 aTom TaK:

«3pecb aGCTpaKTHbIe y30pbl co3aarTcA NpyU NOMOLLU KOHKPETHbIX maTte-
puanos; npypoaa U 3HaK He pa3nuyaloTcAa. TexHonorn4yeckue 3¢¢eKTbI
AOCTUTHYTbI NPOCTbIMU CpeACTBaMM. ¢OHapMK CBeTHUT B 3epKano, Ha
KOTOPOM PasfiIuToO HECKONbKO pa3HbIX HHUAKOCTEH. I'IonquBumﬁcn puUcy-
HOK npoeuunpyeTca Ha 3KpaH; U TaK co3galoTcAa aschaKTHble ABUY-
uineca y3opbl. M306pameHMe Ha 3KpaHe — pe3ynbraT ABUHEHUA CBeTa,
MOCKOJIbKY Mbl BUAUM TOJIBKO TO, YUTO NEepPeHOCHUT CBeT. HoHeuHo, 31O

1. Aus der Mappe der Hundig-
keit, 1968 © VALIE EXPORT

2. Aus der Mappe der Hundig-
keit, 1968 © VALIE EXPORT

phenomenon, but also was intended, in this phase,
to do away with reality and with the language that
construes it.

In my film Ping Pong (1968), a feature-length
“Spielfilm” or film to be played, points appear on
the screen in an alternating rhythm; the actor who
stands before the screen must hit these points with
a ping-pong paddle and ball. | wrote the following
about it in 1968:

Independently of semantics, the relationship between
the viewer and the screen is clear: stimulus and
response. The aesthetic of the conventional film is a
physiology of behavior, its means of communicating a
phenomenon of perception. Ping Pong makes explicit
the dominant relationships between the producer/
director/screen and the consumer/viewer. What the
eye tells the brain in this case is a release of mo-

tor reflexes and reactions. Ping Pong renders visible
ideological relationships of domination. The viewer
and the screen are partners in a game whose rules are
dictated by the director, whose demand is that of mak-
ing screen and viewer into a single unit of trade. To this
extent, the consumer reacts actively. Nothing illustrates
the dominant character of the screen more clearly as a
medium to be manipulated by the director than this; no
matter how much the viewer also enters into the game
and plays with the screen, his status as a consumer

is altered very little. The screen only appears to be a
partner of equal value; the one who reacts is only the
viewer, not the screen. The emancipation of the screen,
which emancipates the viewer to become a producer,
has not yet occurred; the viewer deals with the screen,
and yet it does not react.

Here a film projection developed out of the
function of the screen; the apparatus shifts between
the image of reality and the experience of reality.
Without the action of the viewer, the film remains
incomplete. The intention is not that of achieving a
psychic condition, but rather a direct experience of
codification.



If the material itself is the experience, one
also arrives at the thesis that “film without film”, i.e.,
without celluloid," also originates an image in the
examination of the film medium, its laws, its prerequi-
sites. In accepting this thesis, the Viennese film-
maker Hans Scheugl made his film, ZZZ Hamburg
Special, in 1968. The “film" consists of a strand of
thread, which is run through the projector instead
of celluloid, the shadow of which wanders back and
forth on the screen in the form of dark stripes on the
white-beamed screen by the projectionist. Scheugl
wrote: “In this way the viewer is forced to think
about whether the thread is really on film or whether
it is really running through the projector. Thus an
important requirement of intermedia is fulfilled: the
creative input of the projectionist.”

A year earlier, in 1967, | created the image on
the screen through simultaneous real procedures in
Abstract Film N21. The materials for this expanded
movie were a mirror, water, thick and thin liquids,
flashlights, and the screen. | wrote this about it in
1968:

Here abstract patterns are created by concrete materi-
als; there is no differentiation between nature and
sign. Technological effects are achieved using simple
means. A flashlight shines on a mirror, over which

the various liquids are poured. This phenomenon is
projected onto the screen through the reflection of the
projector light; abstract moving patterns are created.
The image on the screen is the result of the traveling
of the light, for we only see what the light transports.
This is of course true of every film. The recourse to
natural means such as water, light, and mirroring, the
reduction to elements, and the departure from technol-
ogy creates above all unexpected and yet fundamen-
tally illuminating connections with minimal art, land art,
art povera. The same phenomenon can also take place
in nature; the projection surfaces here are nature’s
screens.

After this came The Magic Eye, also made in
1969 together with Peter Weibel. The Magic Eye
is an auto-generative screen that, through selenium
cells, converts light and non-light into sound. The
sound usually originates in the projector. In the light/
sound process invented by Vogt and Engel between
1920 and 1930 — their optical sound film process,
photographed sound — the sound frequency is
transformed into corresponding light frequencies,
which on their part influence the light — sensitive
layer of a film strip that is run at a constant speed.
When it is replayed, a beam of light is modulated by
the frequencies of brightness indicated on the edge
of the filmstrip. A photographic cell accepts the light
frequencies, which, after having been appropriately
amplified, control the loudspeakers. In The Magic
Eye, the sound develops on the screen, since it is
prepared with photo cells, relays, etc, so that the
light creates the sound. As film, a film with abstract
patterns is used; if it is dark, the sound is deep, if it
is bright, the sound is high-pitched. Since, however,
the gauging of the light value is not the composite
of the entire surface, but rather an individual impulse
of the diverse cells modified depending on the light
that falls upon them, an intense sound collage de-
velops. It is not the sound trace which supplies the
fluctuations of brightness; rather, the projected film

BE€pPHO ANA BCAKOro ¢MJ1bMa. To, 4TO MbI an6eraeM K NMPOCTbIM BeLlam,
TaKUM KaK BOAa, CBET U 3epHKalibHble OTpaeHUA, Ceogum BCE K nep-
BOOCHOBAaM M OTKa3biBa€MCAl OT BbICOKMX TEXHONOIMK, NO3BONAET Ham
co3paTb CoBepLUeHHO HeoXHnaaHHbIe U B TO e BpemMmA o4eBHUaHble CBA3U C
MHWUHUMANINU3MOM, apTe noBepa U NaHO-apTOM. To xe camoe moxeT npouc-
XO04OMUTb B Npupoae: NoBepxHOCTHU, HAa KOTOpPbIe NnpoeuupyeTca M306pame-
HUA, 3TO NPOCTO NPUPOAHbIE 3KPaAHbI».

3artem, Toxe B 1969 r., B coaBTopcTBe ¢ [NeTepom Banbenem mHowm
6bIn CHAT «Bonwe6Hbin rmas». OTo aKpaH, KOTOPLIM CaM CO34aeT U30-
6pareHune, Npeobpasya Npy NOMOLLM CEeIeHOBbIX 31EMEHTOB CBET B
3BYK. 3BYyK 06bIYHO MCXOAMT OT NpoekTopa. B npouecce, nsobpeter-
Hom PorTom 1 SHrenem B 1920-e rr. — ONTUYECKWIA 3BYKOBOM KUHO-
npouecc npeacrtasnan cobon cororpadrposaHHbiM 3BYK. HacToTa
3ByKa Npeobpa3oBbiBasiaCb B COOTBETCTBYIOLLME HACTOTbl CBETA, KOTO-
pble, B CBOIO o4Yepenb, BO3AENCTBOBAIN HAa CBETOHYBCTBUTENbHbIN CMNOK
KUHOMMIEHKW, NPOMaTLIBAEMOM C MOCTOAHHOM CKOpocCThbio. [pn Bocnpo-
M3BEAEHWM NyY CBETa MOAYNMPOBASICA MO YaCTOTE WM APKOCTH, KOTO-
pan ykasaHa Ha nepdopaumm nneHKn. PoTo3NEMEHT PErMcTpUpyeT CBeT,
W CUrHan nocrne ycuneHuA nogaeTcaA Ha rpomkorosoputenu. B «Bon-
webHOM rnase» 3ByK BO3HMKAET Ha SKpaHe C NOMOoLbo GOTOSNEMEH-
TOB, pene v T.4., TO eCTb CBET co3aaeT 3ByK. Micnonb3oBanack nNnéHka ¢
abCTpaKTHBIM M3006parKeHUeM; eCIIM OHO ObITO TEMHBIM, TO 3BYK MOSy-
yanca rny6oKWM, ecrin APKUM, TO MPOH3UTENBbHO-BLICOKMM. OaHaKo, TaKk
KaK «M3MepeHHOe 3Ha4YeHWe» CBETa He ABNANACb MHTErpanbHOW XxapaK-
TEPUCTUKOM MO BCEW MOBEPXHOCTH, @ MHOMBUAYANbHBIM CUrHaN OT pas-
NUYHBbIX GOTOSNEMEHTOB 6bl1 MOAUPULMPOBAH B 3aBUCHMMOCTH OT CBETA,
KOTOPbIM Nagan Ha HKUX, MoNy4yancA APKMM 3BYKOBOM Konnax. MameHe-
HWA APKOCTKW NMPOUCXOAAT He Bnaropapa 3ByKy, OHM CO34aHbl NMPOeLM-
pyembiM GpUIIbMOM, 3pUTENAMU, OCBELLLEHWEM B KOMHaTe W T.4. Rawabin
KUHOOUNBM B KarAabli OTAENbHbLIM MOMEHT 06n1agaeT CBOMM COHCTBEH-
HbIM 3BYKOM.

OcBo6OKAEHNE OT MHAYCTPUKM BO3MOKHO TaKKe Yepesd CyObeKTU-
BM3aLMIO KMHO, Yepes yxon, OT MHAYCTPUAHOMO CTaHAapTa KMHOMOKasa.
YenoBeyeckas Koxa CTaHOBUTCA 3KpaHOM. [lonbiTka U3SMEHUTb NOBEPX-
HOCTb MPOELMPOBAHUA HALLENEHA Ha TO, YTOObl KaK MOXKHO TlLaTENbHEE
3aTepeTb pasnvunAa MeXay NpeaMeToM W 3HAKOM W MOAYEPKHYTb peasb-
HOCTb MEOMMHOrO Xxapaktepa ¢usibMa Mo OTHOLIEHWIO K peanbHOCTH 3a
npeaenamun knHoteatpa. OHa NoKa3biBaeT, KaK MOXHO BBOAWUTb KOHTEK-
CTyanbHble U3MEHEHWA NOCPEACTBOM CamMOro XyOOKHHUKa U, crefoBa-
TENbHO, TAKKEe Yepes KOHLEMLUMIO 3HaKa.

B «MocTyumn 1 npurocHucs (KMHO NpUKOCHOBEHMWA)» KOTOpOE A
cHAna B 1968 r., npeameTomMm pacCMOTPEeHWa cTana rpyab — npea-
MeT 0cob0ro BHUMaHWA KMHonHAyCTpuK. lNMepdopmanc «locTtyun m
NPUKOCHUCE» — YNMYHOE, NepeaBUKHOE KMHO W NepBbIA NO-HACTO-
AWEMY HEeHCKUI dunbM. Punbm, Kak 06bIYHO, AEMOHCTPUPYETCA B
TemHoTe. TONbKO KMHOTeaTp CTan KaKMM-TO MalleHbKUM, TaM eCTb
MEeCTO TONbKO ANA ABYX NafoHen. HTobbl «yBuaeTb» GUbM, YTO B
AaHHOM cry4yae O3Ha4yaeT OLLYTUTb ero, «3puTesib» JOSHKEH Npocy-
HyTb 06€e pyKKW Yepes BXOp, B KMHO3as. Toraa 3aHaBec, KOTOPbIM paHbLue
NoAHMMAaNCA TONbKO AJ1A rNas, HaKOHeL, MOAHUMAETCA W OJ1A PYK.
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TakTnnbHoE BOCNpHnATHE NpPOTUBOCTOUT o6maHy Byaﬁepmsma.
B CaHKUMOHMPOBaHHOM rocyaapCTtBOM KMHO NOCETUTENTM CUAAT B TEM-
HOTE€ M CMOTPAT, Kak BOe NoaeN 3aHUMAKTCA 3TUM apyr ¢ gpyrom,
HO CaMK 3puUTeNnn He BUOHbI. B <<|_|OCTyHM M MPUKOCHUCBL>» CouMalibHble
yCTaHOBJIEHNA 6onblue He ﬂ,eHCTByPOT. MHTUMHas cd)epa, 003BONEH-
HaA rocynapcTBoM, BbIHECEHA B OTKPbLITOE I'Iy6J'IVI"IH06 NpPOCTPaHCTBO.



[MoTpebuTenem MoxeT BbiTb KTO YrOAHO — PeBEHOK, MyHUYUHA, HEH-
LLMHA — W 3TO HEMPUKPBLITOE BTOPHEHWE B TabyMpOBaHHYO 30HY rOMO-
ceKcyanbHocTH. Mopank rocysapcTBeHHbIX MpeanncaHni, rocysapcTeo,
ceMbA M COBCTBEHHOCTL B30pBaHbl. [1o Tex nop, noka rpaxgaHe yaoB-
NeTBOPEHbl PENPOAYLMPOBaAHHOM KOMWEN CeKcyanbHOW CBOOOAkI!, FOCY-
[apCTBO MOXKET He OnacaTbCA CEKCYallbHOM PEBOSIOLIMM.

Kak nuwet Meu, B knaccuyeckon Teopumn KMHematorpada «dunem
ABNAETCA NPOAYKTOM doTorpadun n poHorpada, To eCcTb 06enx coB-
PEMEHHBIX TEXHONOIMMIA MeXaHU4YeCKOro yaBavMBaHua». B obliecTseH-
HbIx fiebaTax O KMHO CXOMECTb W aHaNOrusa ONpPeaensaTCA He CTONbKO
Yepes YyBCTBEHHOE NepemmBaHue (To eCTb MHOAMBUAYANBHYIO KaTero-
pHI0), CKOMBKO (M ropasao valle) Yepesd abCTPaKTHYIO UAEHTUDMKALMIO,
Yyepes y3HaBaHWe 3aHOBO Kak HeobxoanMOoe yCnoBMe KOMMYHMKaLMK
(To ecTb coumansHyto Kateropuio). Ecnv ogHo cosHaHue xoueT KoMMy-
HWLMpPOBaTb C APYrMM, 3TO CO3HaHWE KMHemaTorpadpuyeckm 3aKkogupo-
BaHO; €CIM CChlfIKa CAeNnaHa Ha NpoLLecc aHanoruu, TpebyeTca Takasa
aHanorusa, Kotopasa He NPOU3BOANT CYyOLEKTUBHOIO NEpPEXMBaHKA, TO
€CTb B HEl OTCYTCTBYEeT OnbIT cBO6OALI M PpaHTa3nn, HO 3aHMMaETCA
NPOLLeCCOM, yCTaHaBMMBaOLWMM COLIMANIbHYH0 KOMMYHUKALMIO: MOEHTH-
dunKaumto. A noeHTUPHUKaLMA O3HAYaAET, YTO Yepe3 KOHCTPYKLIMIO KOH-
LenTyaslbHOW CMCTEMbI, K KOTOPOM Kamabli OOMHAKOBO MOMET UMETb
OTHOLUEHMWE, peaKkLM1 Nonb3oBaTenen 3ToM CUCTEMbI MPeACKasyeMbl U
KOHTPONMPYEMBI.

MoeHTndumKauma — 310 npouecc agantaumm CO3HaHWA K obLenpm-
HATBIM NpeacTaBneHnam. Mopenu, npeanoxeHHble COLMONOrMen, YKpe-
NAATCA NPU NOMOLLKM KMHO. M BCE e K1HO, doTorpadua n ¢oHorpad
He ABNAITCA MeXaHU4YEeCKNUM BOCMPOM3BEAEHNEM, HO PacLUMPEHNEM U
pacnpocTpaHeHWeM HallnX BPEMEHHbIX U MPOCTPaHCTBEHHbIX CTPYKTYP,
CTPYKTYP, 3aPUKCUPOBAHHBIX B HALLEM OMbITE, & HaWeN MeXnepcoHasb-
HOM KOMMYHWKaLMKU — OHM PacCLUMPAIOT Hally peaslbHOCTb W Halle He3a-
BMCMMOe co3HaHMe. [onoca o6pallaloTca Kk pas3HbiM MecTam B pa3Hoe
BpeMA, NPOLLIOe CHOBA MOXHO yBMAETb, MPOCTPAHCTBO WU BPEMA MOTyT
NepeHOCHTLCA, MPOCTPAHCTBA U 3MOXM, LLIEHHOCTHU U Uepapxun ncye-
3atoT. B ToTanbHOM MCKYCCTBE rpaHuLLbl MEXAY MCKYCCTBEHHOM U ecTe-
CTBEHHOM peaslbHOCTbIO MeXAY aKTyallbHOW M BO3MOMHOM peaslbHOCTbIO,
n3nenMAMKU U NPOU3BOSMUTENAMM, YENIOBEKOM M NPEaMETOM MPeoao-
neHbl. [nH AHrénan nuweT B cBOeM KHUre o «PacluMpeHHOM KMHO»:
«Horga ceronHa roBopAT 0 KMHeMaTorpage, TO UMEIT B BUIY MeTa-
MOpP@O3bI B 4e/10BEYECKOM BOCIPHUATUN. TaK e KaK MOHATHE «YeslI0BEK»
Tenepb 03Ha4aeT «4esoBeK/pacTeHne/MalumnHa», TaK e m onpeaesne-
HWe KMHO [O/IKHO BbiTb PacLUMPeHO M BKIHOYaTb B Ce6A BUAEOTPOHUKY,
KOMIbIOTEPHbIE HAYKU M aTOMHbIN cBeT». DTO 6blNo HanucaHo B 1970 r.

Cawmble BakHble B MEXAYHAPOAHOM MCKYCCTBE cTpaTern 60-x 1
70-x passuBanucb 1 B 1980-e rr. B popmax MynsTumeama-nepdop-
MaHca, paclMpPAACh U B3AB Ha BOOPYHEHWE 3NEKTPOHHbIe meana. Lindg-
pPOBOE KMHO MPOLLAETCA C KOMMEPYECKOM CKa3KoM O GpunbMe Kak MUMe-
cuce, TaKk KaKk B TaKoM ¢unbMe HET MecTa U306parKeHUIo: OH 3aHMMaeT
NPOCTPaHCTBO.

or the public itself or the lighting in the room, etc.,
create it themselves. To each film at each moment its
own sound.

Emancipation from the industry is also pos-
sible through the subjectification of film, through the
abandonment of the industrial standard of pres-
entation. The human body becomes a skin screen.
The modification of the projection surface tends to
eradicate as much as possible the difference be-
tween the object and the sign, and to emphasise the
reality of the medial character of the film vis-a-vis the
reality outside the movie theatre. It shows us a way
of undertaking contextual changes and expansions
through the subject of the artist himself and thus
also of the concept of the sign.

In Tapp und Tast Kino (Touch Cinema), which
| made in 1968, | examined the breasts as a central
theme within the film industry. The Tapp und Tast
film is a street film, a mobile film and the first real
women'’s film. The performance takes place as usual,
in the dark. Only the movie theatre has become
somewhat smaller, there is room in it only for two
hands. In order, to see the film, which means in this
case to sense and feel it, the “viewer” must put both
hands through the entranceway to the theatre. Thus
the curtains which previously had been drawn up
only for the eyes is also finally raised for the hands.

Tactile reception counteracts the fraud of
voyeurism. In state-sanctioned cinema, they sit in
the dark and see how two people make it with each
other, and they themselves are not seen. In Tapp und
Tast Kino, social prescriptions are no longer obeyed;
the intimate sphere of what the state permits is
forced open into public space. Since the consumer
can be anyone — child, man, woman — — it is an
unveiled intrusion into the taboo of homosexuality;
the morality of state prescriptions, the state, family,
property, is exploded. For as long as the citizen
remains satisfied with a reproduced copy of sexual
freedom, the state will be spared a sexual revolution.

As Metz writes, for classical film theory, “film is
the product of photography and the phonograph, i.e.,
of both of the modern technologies of mechanical
doubling”” In the conventional debates on film, the
concept of similarity, of analogy, is defined not so
much through sensuous experience, i.e., through an
individual category, but much more through abstract
identification, through re-recognition as a neces-
sary condition of communication — i.e., through
a social category. If one consciousness wants to
communicate with another, and this communication
is filmically coded; if reference is made to a process
of analogy, an analogy is required that does not pro-
duce the subjective experience that would be one of
freedom and fantasy, but rather through a process
that constitutes social communication: identification.
Identification means that, through the construction
of a conceptual system that everyone can relate to
equally, the reactions of the users of this system are
predictable and controllable.

Identification is a process of the adaptation of
consciousness to a concept that can be a concept
for everyone. Sociological models are reinforced in



the cinema. Yet film, photography and the phono-
graph are not mechanical replications, but exten-
sions and expansions of our structures of time and
space, of our experiential structures, of our interper-
sonal communication — they are expansions of our
reality and our independent consciousness. Voices
address different places at different times, the past
is made visible, space and time can be transported,
spaces and times, hierarchies and values disappear.
In a total art, the boundaries between artificial and
natural reality, between actual and possible reality,
between the products and the producers, between
man and object are transcended. Gene Youngblood
writes in his book on Expanded Cinema: “Today
when one speaks of cinema, one implies a meta-
morphosis in human perception. Just as the term
“man” is coming to mean man/plant/machine, so the
definition of cinema must be expanded to include
videotronics, computer science, and atomic light.”
This was written in 1970.

The forms of strategy in the '60s and '70s that
were internationally and nationally dominant contin-
ued into the 1980s in multi-media performances, by
expanding and adapting the electronic media. The
electronic cinema bids farewell to the commercial
fairy tale of film as mimesis, for in the electronic film,
the image has no place: it occupies space.
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KeHT JloHr

CneKTpanbHbIN KOHrpecc:
Mon HnuncoH n BapH Oyn

3necb, B CBALLEHHOM NpoOCTpaHCTBE KMHOTeaTpa, MEHA NMpurnawalT BOUTH
B COCTOAIHME NOKOA, 3aMEHUTb MOM rna3a Kamepon ApPYyroro YenoBeKa. Mowu
YyBCTBa OAHO 3a APYrMM CXOAAT Ha HET, CUAIOLLIMH 06beKTUB 9KpaHa gon-
EeH nepeHecTH MeHA U3 Moero Tena B CBOM MUP, CO3AaHHbIA U3 CBeTa U
TEeHHW. 3KpaH 3TOT — OAHOBPEMEHHO U JTOM¥b YyAOBHULLUHbIX MacwTabos, u
¢yHnameHTaanan npasaa, npaeaa, KOTOpyrO MOXHO UCNbITaTb TOJIbKO
aCCUMMNALMEN B NIOKb.

UTaK, MO€ Teno octaéTtcAa nosagu, U A CTAHOBJIOCb CNEKTpanbHbIM cyLue-
CTBOM, Yb€& CO3HaHWe OTAENEHO OT TeNeCHOCTHU. ATO YUCTO KOFHUTUBHOE
6bITMEe — Tenepb MOE Teno, KaK ABepb NIOBYLLKH, B KOTOPYIO MHGOpMaLUa
BXOAMT, HO BbIATH yiKe He MoMeT. MeHA He NpoCAT BECTHU AUanor, ToNbKO
obpabaTtbiBaTb, COEAUHATbL U Npeobpa3oBbiBaTb HHGOpMaLUio. A noauu-
HAlocb Koponto 9KpaHy, 6aHanbHOCTH KanuTana, Tak TeCHO CMIIOYEHHOro C
MHU3aHTPONMMUEN U HEHABUCTU K COOBCTBEHHbIM NOAAAaHHbIM, YTO 3TO KameTcA
CJIMLUKOM OYE€BHAHbIM AJA TOro, YTobbl 6bITb HacToAWMM. Bopb6a npoTuB
3KpaHHOM Yyrpo3bl NoMeLllaeT Te6a B HEKOe YUCTUIIULLLE; MPU3HAK SKpaH, U
Tbl CTAHELb €ro noagaHHbiM. OTBepPrHU 3KpaH, U Tbl OKaMKeLIbCA BHE ero,
6ypellb NOTEpPSAH.

Ho HerT... 3TO HenpaBaa. fl coxpaHaAlo cBoto cuny. A Teno, A npusHato
HHOPMaLUIO, COEOHHALO IMa3 C MbIC/bIO, HEPB C KOPOK roOfIOBHOMO MO3ra,
Al BHOLLY CBOW BKNag, B Lenb obpaTHoM cBA3U. B aTom BCcA cyTh.

Mon KnuncoH pabotaeT rnaBHbIM 06pasom B «Super-8 film» 1
co3aaeT ¢UnbMbl B COTPYAHUYECTBE C My3blKaHTaMK UIU 3BYKOPERMCCe-
pamu. OyYeHb peaKo OH OCTaBNIAET NPOEKTOP B ByAKE KMHOMEXaHWKa —
OH ABMAETCA TaKOM e YacTbio NneppopMaHca, Kak My3blKaHTbl U aBTOP
¢dunema. Ero pabotebl obnapgatot 6orator TEKCTYpOr 1 GopmanbHOM HaCkl-
LLEHHOCTBIO, MPUYEM BCE HANTOKEHWA W PeAaKTypa NPOUCXOAAT eLle B
MOMEHT CbEMKHU. DTOT paboymi MeToa, MPOABIIAETCA KaK BbICOKOPUTMUY-
Hoe 1 CcybBbeKTMBHO HabntogaTensHoe co3naHune ¢unbma. Hacto Non He
3HaeT, 4To 6yAyT Urpatb My3blKaHThl, & My3blKaHTbl TOYHO TaK ke efBa v B
Kypce, 4To OH ByneT nokasbiBaTk. HacTbio 3TOM NPaKTUKK MOMHO Ha3BaTb
TO COCTOAHMeE, KOorda crienol cMMOrMos 3ByKa 1 obpasa obpasyeT eanH-
CTBO C cobpasLuencA Ny6IMKOM, KoTopaa paccMaTpMBaeTCA B Ka4ecTse
cBupeTens.

MHe TpyaHo npencTtaBuTe cebe pabotel [Nona BeicTaBNeHHLIMK
B ranepee, BeAb A BNepBble MO3HAKOMUIICA G HUMU WM BCeraa BUAEn
nx B KMHOTeaTpax. [locne Bxoaa B npocTpaHCTBO NeppopmaHca —
06bIYHO 3TO TeaTp WK 3as1, OTBEAEHHbLIM Meana U 3BYKOBOW BbICTaBKe,

Hent Long

Spectral Congress: Paul
Clipson and Barn Owl

Here, in the sacred space of the cinema venue, | am
asked to impose a certain stasis upon myself, to replace
my eyes with another’s camera. My senses are whit-
tled down one by one; the glowing screen’s objective is
to transport me from my body and into its constructed
world of light and shadow. The screen is at once a lie of
monstrous proportions, and a fundamental truth; a truth
experienced only through assimilation into the lie.

And so | leave my body behind and transition to spectral
being, consciousness divorced from physicality. Pure
cognitive being; my body is now a trap door through
which information enters but cannot escape. | am not
asked to reciprocate- only process, connect, and reform
this information. | am subject to King Screen, to a banal-
ity of capital so teeming with misanthropy and hatred
for its own subjects that it almost seems too obvious to
be real. The struggle against the menace of the screen
places one in a limbo of sorts; accept the screen, and |
am subject. Deny the screen, and | am outside of, lost.

But then... | am not. | retain my agency. | am a body, |
admit information, | connect eye to thought, nerve to
cortex. | contribute back into to the feedback loop. This
is essence.

Paul Clipson works primarily in Super-8 film, and
generally exhibits his films as a live collaboration with
musicians or sound artists. The projector is rarely, if
ever, isolated in a projection booth; it is as much of the
performance as the musicians and the filmmaker. Richly
textured and formally dense, all of the super-impositions
and editing takes place within the camera while he
is shooting. This working method manifests as highly
rhythmic and subjective observational filmmaking. Of-
tentimes he does not know the piece the musicians will
be performing, as the musicians also rarely know what
piece he will be showing. Part of his practice is then the
blind symbiosis of sound and image, a union performed
with the congregation of the audience as witness.

It is no minor curiosity for me to imagine Paul's
work exhibited in a gallery context, for | came to know
and continue to experience the work primarily in a
live cinema context. Upon entering the performance
venue- most often a theater or hall dedicated to media
and sound exhibition- | am struck by the odd structure
protruding from the seating area. Tall, spindly legs, 2
meters high, supporting a Super 8 projector, poised to



1. Paul Clipson. Light from the
Mesa, 2010. Courtesy of
the artist

2. Paul Clipson. Light from the
Mesa, 2010. Courtesy of
the artist

release its potential of light and shadow, movement and
illusion. At the front of the venue, below the screen, are
scattered various instruments and electronic devices,
blinking lights denoting the engagement of guitar distor-
tion or the tempo of a delay pedal.

The audience rumbles a dim chatter in anticipa-
tion of the experience awaiting them. There's Paul over
there, talking to a friend old or new, ever the gracious
host. Someone walks over to the projection stand and
inspects the machine thereupon; a memory is triggered
and an intimate moment from life is replayed- the Super
8 projector is a time machine. The curious onlooker is
momentarily transported to a room in a family home long
lost, back to the childlike excitement of viewing oneself
from without, an illuminated Narcissus.

And so it is felt that this is to be a communal
experience, an intimate gathering of entities seeking a
collective individuality. Filmmaker, musician, spectator,
and machine all inhabit the same space, colluding to
activate the volumic dimensionality of pure energy. | sit
and wait.

Leaf: Stasis

Darkness envelops. A click, followed by the steady
rhythm of the projector performing its incessant task of
advance-pause-advance. Text: Light from the Mesa- the
only linguistic sign we will be given. Then, the screen
explodes green, and the air becomes instantly pres-
surized with the force of the musicians’ opening sonic
swell. In an instant we have moved from darkness and
silence into a swirling mass of spectral luminance and
moving air. | am hyper-aware of my body, my senses, my
surroundings. Yet | am slowly drawn into the experience,
towards the light and into the sound. It is the assimila-
tion period; the time in which | must learn to exist in
a new reality. Gently, | succumb to the clarity of this
confusion.

The first confusion is a question of the z-axis, our
3rd dimension. | am aware that at this moment | am,
for the most part, static. Yet these verdant forms billow
out at me, layer upon layer materializing and vanishing
in eternal succession. It becomes unclear whether | am
in transit towards the screen, or the screen is mov-
ing through me. It seems that perhaps we will meet in

— A obeCKypameH CTpaHHOW CTPYKTYPOM, BbICTYMNaOLWEeN U3 PALOB 3puU-
TenbHOro 3ana. Beicokas (2 MeTpa), Ha TOHEHBKMX HOMKAX, OHa nogaep-
MMBAET NPOeKTOp «Super 8», roToBas K BLICBOGOKAEHUIO NOTeHLMana
cBeTa W TeHW, ABUKEHUA U nnnto3nn. B camom Havane BbiCTaBKH, No3aam
9KpaHa, pa3bpocaHbl pa3HOoO6pasHble MHCTPYMEHTbI U SNEKTPOHHbIE NPU-
60pbl; MUratoLWmi ceeT 0603HaYaEeT, MCMOMb3YETCA NN UCKaaTeNb ruTapsbl
WK Nepanb 3afepHKH.

CnbllwHa HepasbopurBan 60NTOBHA Ny6nMKK, NPeABKyLUAOLWEN HEO-
6b14HbIM onbIT. Bot MNon, pasrosapueaeT co cTapbiMK MM HOBLIMK OpY-
3bAMW — OH BCEraa pagyLHbli Xxo3anH. KTo-To nogoLwwen K noacTtaske AN1A
NpoeKTopa W paccMaTpmBaeT MalLMHY Ha HeM; NporpaMMa 3anyLeHa, 1
NPOUIPLIBAETCA MOMEHT M3 NIMYHOM HKU3HW — NMPOMEKTOP «Super 8» —
370, B CYLLHOCTH, MallnHa BpeMeHH. J1lobonbITCTBYIOWMA MTHOBEHHO OKa-
3blBaeTCA NEPeHeCeH B KOMHATY A0Ma, NPUHAANEKaLLEro AaBHO pacnas-
LIENCA CeMbe, OH BO3BPALLAETCA K AETCKOMY BOCTOPry HabnoaeH1A 3a
coboW Co CTOPOHbI, KaKk MPOCBELLEHHBLIM Hapuucc.

YyecTBYyeTcA, 4TO 3TO ByAeT obliee nepexmBaH1e, MHTUMHOE cobpa-
HWEe CYLLLHOCTEM, ULLYLLMX KONNTEKTUBHOW MHOMBHAOYaNLHOCTU. ABTOP
dunbma, My3sblkaHT, Habnogatens U MallMHa — BCE Haxo4ATCA B OLHOM
W TOM ¥e NPOCTPaHCTBE, CroBapuBaACh, HTOObI aKTMBMPOBaTb OOBLEMHYHO
pPa3MepHOCTb YUCTOM SHeprin. A cumy v xay.

JIncTOK: cocToAAHME NOKOoA

TemHoTa o6BONakMBaet. LLlenyok, a 3a HUM pas3MepeHHbIN PUTM
NPOKEKTOPA, NPOXOAALLEro HENPEPLIBHYIO NOCNEA0BaTENIbHOCTb —
Bnepén-naysa-snepés. Tekct «CeeT ¢ Mecbl» — 3T0 eAMHCTBEH-
HbIM TMHIBUCTUYECKMIM 3HAK, KOTOPLIM ByaeT Ham AaH. 3aTeM aKpaH
B3pbIBa€TCA 3€/IEHLIM LIBETOM, M BO34YX MTHOBEHHO CAaBNMBAETCA
CWINOM HavasnbHbIX aKKOPA0B My3bikW. Cpasy e Mbl NepeLusnv oT Tem-
HOTbl M MOMYaHUA K BUXPALLEMCA Macce CMEeKTPanbHOro CBEYEHUA U
ABUWKEHWA BOo3ayxa. A 4,0 HEBO3MOKHOCTM OCO3HaKO CBOE Teso, YyB-
CTBa, OKpyHkeHue. M B TO e BpemA A MeAsIeHHO BTAMMBaKOCh B NepexmBa-
HWe, OBUratoChb NO HarMpPaBlEHUIO K CBETY W 3BYKY. DTO Nepuog acCUMMIA-
LMK, BPEMA, 3a KOTOPOE A AOIKEH HAYYUTBCA HWUTb B HOBOW PeaslbHOCTHU.
HecnelwHo A nogaatocb ACHOCTU 3TOMO CMATEHMSA.

[MepBoe cmATEHUE COCTOUT B NpobnemMe ocH «3eT», Hawero 3-ro
namepeHua. A 0cosHato, YTO B AaHHbLIM MOMEHT ABMAOCH, B 6onbLUen cTe-
neHu, ctatnyHbiM. Ho 3TM 3eneHoBaTtble pOpMbl HaKaTLIBAOTCA HA MEHH,
MaTepHanM3yAacb M MCHE3anA B BEYHOM NOCeO0BaTeNlbHOCTH, C/IOM 3a
cnoem. CTaHOBWUTCA HEMOHATHBLIM, MEPEXOKY JIU A K AKPaHY, MW e IKpaH
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OBUKETCA CKBO3b MeHA. HaunHaeT Ka3aTbCs, YTO Mbl. BO3MOXKHO, BCTpe-
TUMCS B HEMTpaslbHOM NPOCTPaHCTBE, rae-To nocpeau. Bes ata nuctea,
6yrHan, NblluHaA, pa3opBaHHaA BO BPEMEHHW M NPOCTPaHCTBE — Kak byATo
A NepeXmBalo U BCMOMUHAIO OOMH U TOT e MOMEHT OAHOBPEMEHHO. Y10,
KOHEYHO, HEBO3MOXKHO, NMOTOMY YTO «Cenyac» — 3To Bceraa «torga». Hak
6bl TO HKX ObINO, KUHOKaMepa MOKET NPUMUPHUTL 3TY HEBO3MOMHOCTb, Pac-
KpPbITb OAHOBPEMEHHOCTb BnarogapA CBOer CMOCOBHOCTH 3aMOopam-
BaTb «Cenyac» M HeCTHn ero B ByayLiee K HOBOMY W HACTOALLLEMY «Toraa».
B takom BrAae npolnoe, HacToALee 1 Byayliee COCYLECTBYOT KaK oye-
BUAHAA UIMO3KA, HO 3TO TO, YTO AAET HAM KMHO — ¥eflaHWe NOBEepPUTb
WNNO3KMN.

KuHokamepa lMona KOHCTPYMPYeT MUINIMOH KBAHTOBBIX CKaY-

KOB B KaadoM Kagpe. HuHemaTtorpapuyeckoe Bpemsa He cornacyeTcs

HM C KaKMMK 3aKOHaMK, NOAOBHO KMHEMaTorpapryecKoMy NpocTpaH-
cty. Crnou NMcTbEB M TpaBbl NepenyTaHbl BHYTPW 3TOr0 NPOCTpaH-
CTBEHHO-BPEMEHHOIro BOOOpamaemMoro, 1 N03TOMYy B OTHOCHUTENIbHOM
BpeMeHu Kaapa ¢unbma npeaMeT MOKET 3aHUMaTb 2 NO3ULKUK B NPO-
CTpaHCTBe ogHOBpPeMeHHO. [1on cospaeT YeTbipexmepHyto ambuBaseH-
THOCTb. «JTt0AM NbITAOTCA B KaMAblM MOMEHT paLMOHANM3NPoBaTbL CBOU
nepexuBaHmaA», — roBopuT OH. N BCE e Mbl CTalKMBaeMca C HEBO3MOK-
HOCTbIO paunoHaNIM3MPOBaTb Ero OMbIT, KOrAa NOAXOAMM K 3ajade Yyepes
OKOLWKO 3KpaHa. Mbl OMKHbI ABUraTbCA Yepe3 MUpUabl CNOEB BPEMEHU
M NPOCTPaHCTBa C HalleM MO3ULMK 3PUTENA K SKPaHy, 06paTHO K NPOeK-
TOpy, Yepes aLeTaTHyto 060MOYKY U B CBET, a 3aTeM U B Kamepy. OTaa-
NeHHas NamATb, KoTopasa He ABNAeTCA Halel. A 3aTemM 06paTHO: NIbITb B
cepebpAHOM aMYNbCHK, NOrMOLLLAIOLWEN CBET, Yepes JIMH3Y, Ha None, rae ¢
KWHOKaMepo# ctouT [Non. Jake ceryac Mbl He 3HAeM, KaK LONF0 OH CTOMT
Ha 9TOM Nose, CKOMbKO pa3 OH 3anyckan ¢ubM, 3aTem nepemaTbiBan U
3arnycKan CHOBa, YTOObl MOCTPOUTL 3Ty MIOTHOCTb GOPMbI, BPEMEHU M
NPOCTPaHCTBa, KOTOpPbIE Mbl BUAWM Nepesn cOO0M Ha aKpaHe.

M BHOBb A fOMKeH NoavYMHUTLCA. MUp, n306parkeHHbIM Ha aKpaHe,
AaH He 4714 Toro, YTobbl ero paunoHanbHO OCMbICIANN; ero cneayeT
nepexuBaTtb B OTPbIBE OT €CTECTBEHHOM NorkkuK. Horga Mbl npockina-
eMcs pALOM CO CBOMM JIIOBOBHWKOM M NopamaemMca camor Npupoae ero
6bITUA, XOTUM y3HaTb €ro, NPOYYBCTBOBAaTb U3HYTPH, 3aCENUTb €ro MUp.
Ho mbl Bcerpa cOuThl C TONMKY TEM, YTO HUKOMAA HE CMOMEM MONTHOCTBIO
COEAMHUTBCA W HUKOrAa He CMOXKeM OO bACHUTL CBOM YyBCTBEHHbIM OMbIT.
Mbl M30NMPOBaHbI YHUKaNbHOCTBHO CBOEro COBCTBEHHOrO OMbiTa M OMbITa
APYrux.

370 oamH U3 nogapros dunbmos Nona — cBo6oaa OT NOCTOAHHOM
60pbObI 32 MPUMUPEHME YYHOro OMblTa G HawMM cobcTeeHHbIM. [poaon-
HaeTCA aCCUMMIALMA C MUPOM 3BYKa M 3PEHUA, U C HEW NPOAOIIHAETCA
0CBOBOMAEHWE OT TMPAHUK A3bIKA, CUMBOSIA U MPOCTPAHCTBEHHO-TEM-
nopanbHoM Norukn. A norpysatock B ceba M co3pato COOCTBEHHbIM MUP,
ncnonb3ya matepuaribl, NPeANOKEHHbIE MUPOM Ha SKpaHe.

BeTBb: napanu4

Cgert Nona — 310 NamATb, TPAHCNOPTHOE CPEACTBO U MaHTPA.
Mysbika e BapHa Oyna — BMGpaLnOHHOe BhipaBHUBaHKWeE. Peskasn, nnot-
HafA 1 6e3KanocTHaa — YacToTa MOEro Tefla BO BPEMA HayvanbHbIX aKKOP-
[00B TO nonagaeT B e€ puUTM, TO HeT. M cHoBa A 3amennato AbixaHWe, pac-
cnabnA MyCKyIbl, PACTBOPAOCH HA CBOEM CHAEHbE. 3BYK PaBHbLIM
o6pa3om ABnNAETCA U GyHKLMEN NPOCTPaAHCTBA, B KOTOPOM OH Coaep-
MUTCA, U PyHKLMEN NpeamMeTa ero reHesuca. BosayliHele BonHbI oTpa-
MatoTCA, MOrMOLLLAtOTCA, MCKaKatoTCA, COeAMHAIOTCA U YHUUTOXAKOTCA, a
3aTeM CHOBa BO3HMKatoT. My3blKaHTbl M30aK0T HyMHmaHWe, BO3AYX CTaHO-
BUTCA BCE NIIOTHEE W MNOTHEE, OH BO3BpaLLaeTca Yeped MUKPOGDOH MU
rUTapHbIM aganTtep, UK gaxke Yyepes Kabenb, nepeaatolmi anexkTpuye-
CKHWe CHrHasbl OT YCTPOMCTBA K GUINYECKOMY OOBLEKTY.

a neutral space, somewhere between our respective
positions. All of this foliage, lush, massive, fractured in
space and time- as if | am experiencing and remember-
ing the same moment simultaneously. An impossibility,
of course, for “now” is always “then”. However, the
camera can reconcile this impossibility, expose simul-
taneity through its ability to freeze this “now" and carry
it into the future to a new and present “now". As such,
past, present, and future coexist, an obvious illusion,
but this is what cinema gives us- the desire to believe
illusion.

Paul's camera constructs a million quantum leaps
in each frame. Cinematic time conforms to no set of
laws, much like cinematic space. The layers of leaves
and grass are confused within this space-time reimag-
ining, so that in the relative time of the film frame, an ob-
ject can occupy two positions in space simultaneously.
Paul creates four-dimensional ambivalence. “People are
attempting at any moment to rationalize their experi-
ence”, says Paul. Yet we are faced with the impossibility
of rationalizing his experience when we approach the
task through the window of the screen. We must move
through myriad layers of time and space: from our posi-
tion as spectator, to the screen, back to the projector,
through the acetate frame and into the light, then into
the camera. A distant memory that is not our own. And
then the reversal: swimming in silver emulsion that ab-
sorbs the light, through the lens, out into the field where
Paul stands with his camera. Even now we cannot
know how long he has been standing in this field, how
many times he has advanced the film, then rewound,
and advanced again to build this density of form, time,
and space seen on the screen before us.

So again, | must succumb. The world portrayed on
the screen is not to be rationalized; it is to be experi-
enced divorced from natural logic. When we wake up
next to our lover, and marvel at the very nature of their
discrete being-ness, we want to know them, to crawl
inside them, to inhabit their world. But we are always
confounded by the ultimate fact that we can never meet
in a complete union, and we can never do justice to our
experience by way of explanation. We are isolated by
the uniqueness of our own and others’ experience.

But this is the gift Paul’s films give to us- freedom
from the constant struggle to reconcile others' experi-
ence with our own. As the assimilation into the world
of sight and sound continues, so does the release from
the tyranny of language, signifier, and spatial-temporal
logic. | fall into myself and create my own world, using
the materials offered by the world on the screen.

Branch: Paralysis

As Paul’s light is memory, transport vehicle, and
mantra, Barn Owl's sonics are vibrational re-alignment.
Sharp, dense, and relentless, my body’s frequency
moves in and out of phase with the opening drone.
Again | am faced with an assimilation period, wherein |
slow my breathing, relax my muscles, melt into my seat.
Sound is as much a function of the space in which it is
contained as it is a function of the object of its gen-
esis. Waves of air are reflected, absorbed, distorted,
compounded, and canceled, then renewed again. As
the musicians build their drone, the air becomes thicker
and thicker, feeds back through microphone or guitar



pickup, or even through the cables that transfer the
electrical signals from device to physical manifestation.

The entirety of the space- and all objects and
humans within- begin to vibrate as one, a single mem-
brane activated by this manifestation of electro-magnet-
ism as disturbed atmosphere. Slowly the density of the
sound colludes with the density of the imagery, and the
transformation is complete. Spectator, musician, film-
maker, and machine have become a single organism,
and the experience is consummated.

From the density of the green foliage, the imagery
slowly fades into a darker place, a complex web of
silhouetted tree branches. They still exist within the
same illogical time/space framework, but motion has
changed- my motion, the camera’s motion. We now
move solely on the horizontal axis, peeking around tree
trunks to find yet another impossibly entangled mess of
branches. | cannot move forward; | am trapped. At the
same time, the rich textures and densities of the sonic
landscape reduce to a low hum, almost silent relative
to what came before. Abruptly, a guitar rings out an
arpeggiated chord, slowly traveling from one note to the
next. The individual notes are the individual branches-
they spread out like thin cracks in the atmosphere, then
overlap to mimic the latticework that prevents my visual
progression through screen space. The arpeggio re-
peats itself ad infinitum, with percussion now reinforcing
the chord’s root and resolution. It is a slow march that
taunts my paralysis, my inability to enter the 3rd dimen-
sion. The image is flattened; the sound remains free to
express its dimensionality.

Sun: Release

The captor reveals the truth beyond the cage: a
luminescent ball of fire, burning through the network
of branches. The sound explodes into a cyclical chord
progression, and human voices call out in unison. The
lens darts forward through the trees, stabbing frantically
and ecstatically at the red orb. | have been granted a
reprieve and can now access the 3rd dimension. We
are launched into an unknown space beyond our field
of vision. It is an emotional ascension, but a physical de-
scent, for while | have been released through my sense
of sight, my body is still static, the camera is static; a
zoom lens only affects the shape of light, not the loca-
tion of its origin. From green to red, by way of darkness,
I am still only a static spectral being, albeit transformed
by this experience, my energies re-aligned, my aware-
ness corroborated by the other entities and machines
in the space. The screen goes dark, reveals itself as
benign, impotent, in need of activation.

LlensHoCTb NpocTpaHcTBa — M BCEX NPeAMETOB, U NOAEN B HEM
— HauMHaeT BUOPUPOBATb KaK OOHO LLeNoe, KaKk ogHa-eAMHCTBEHHan
MembpaHa, pa3bykeHHan 3TUM NPOABNEHUEM SNEKTPOMArHeT3mMa, Kak
NMoTpeBOXKEHHanA aTMocdepa. [10TUXOHLKY MMOTHOCTL 3BYKOB CoBMagaeT
C MMOTHOCTLIO 06pa3HOro pAaa, U NpeobparkeHne 3aBepLLEHO. 3pUTENb,
My3bIKaHT, aBTop $u1IbMa W MallMHa CTasIM eAuHBIM OPraHW3MOM, U OMbIT
3aBepLUeH.

MelwHanA 3eneHasn NMCTBaA Ha KAPTUHKE MEANEHHO YBAJAET, TeM-
HeeT W NpeBpaLLaeTcA B CIOKHY CETb CUNY3TOB BeTBeM AepeBbeB. OHM
CYLLECTBYHOT B TEX € CaMbIX BPEMEHHbIX/NMPOCTPaHCTBEHHbIX paMKax, HO
ABUKEHWE M3MEHWUOCh — MOE [IBUKEHWE, ABUKEHME Kamepbl. Tenepb
Mbl IBUKEMCA TOMBKO MO FOPU30HTaNIbHOM OCH, paccMaTpuBas CTBOSIbI
[AepeBbEB, M BUOMM elLé 6onee 3anyTaHHble BeTBU. A He Mory asuratbea
Bnepén; A B fioByLwKe. B 10 e camoe Bpems 6oratasn TKaHb M MAOTHOCTb
My3blKalIbHOMO NaHalwadTa NPUXOAAT K TUXOMY LUYMY, MOYTHU TULLMHE NO
CPaBHEHUIO C TEM, YTO TOMbKO 4TO 3ByYano. Pe3ko 3ByuuT rutapa, usga-
Bas apnefMMUMPOBaHHbIE aKKOPAbI, MEAIEHHO NPOABUIrasChb OT O4HOM
HOTbl K Apyrov. OTaenbHble HOTbI M €CTb OTAESIbHbIE BETBM — OHW NPOTA-
HYTbl, KaK TOHKWE TPELLMHbI B aTMOChepe, a 3aTeM HaKIaabiBaloTCA, YTOOb
MOBTOPWTL CETb, M3-3a KOTOPOM HapyLLEHO MOE BU3yasibHOE nepeasu-
EHWe Mo dKpaHHOMY NPOCTPaHCTBY. Apreamxuno nostopsaeTca Ao 6ecko-
HEYHOCTH, TENepPb 3ByYaHWE aKKOpAA YCUNEHO yaapHbIMU. DTOT MeaneH-
HbI MapLU APasHUT MEHA, MOK HECMOCOBHOCTL BOMTU B 3-€ U3MEPEHHE.
HapTtnHKka cTaHOBMTCA NIIOCKOM, 3ByK CBOGOAHO BhipamaeT CBO
pasMepHOCTb.

ConHue: ocBoboxaeHne

lMpaBpoa packpbiBaeTCcA 3a NpeaenaMm APeBECHOM KNETKWU: CKBO3b
peLueTKy BeTBEM BNOHO, KaK MblnaeTt CBeTHLLI,MIZCFI OrHEHHbIN wap. 3ByH
B3pbiBae€TCA B LLMKIE aKKOPAOB, YefioBe4eCKne ronoca nowT B yHMCOH.
BSFJ'IFIJJ, yCTpeMJ'IHeTCH Brnepen CKBO3b AepeBbA, 663yMHO 1M BOCTOpP-
HEeHHO BMAAabiBaACb B HpaCHbIVI wap. MHe AaHa nepegbillka, U A TaKkKe
yCTpeMJ‘IFHOCb B TPE€TbE U3MEepeHne. Mol BblICagUTUCb B HEU3BECTHOM
NPOCTpPaHCTBE BHE HaLlero nonAa 3peHuA. 3MOLI,MOHaJ'IbHO — 3TO BOCXO-
waoeHume, HO ¢W13VIH€CKM _— CI'IyCK, TaK KaK XoTA MO€e 3peHune CBO60£I.HO, HO
TeNno BCe ele HenogBumHHO, N KaMepa HeNnogBUKHa. |_|pl/|6J'IM)+(eHMe 061:-
E€KTHBa onpeaenaeT TONbKO ¢OpMy cBeTa, HO He ero MecCToHaxoxaeHue.
I'Iepexop,n OT 3€/1eHOro K KpacHomy, 4epe3 TEMHOTY, A BCe eLLI.é OCTakoCb
CTaTU4eCHUM CneKTpasibHbIM CyLLI,eCTBOM, XOTb U npeo6pa>+(eHHb|M 3THM
OnNbITOM. MOM QHEepPrmm 3aHOBO BbIPOBHEHbLI, MO€ CaMOCO3HaHue noa-
KpenneHo J:I,pyFMMM CyLLI,eCTBaMM M MallnMHaMM B NPOCTPaHCTBE. eraH
racHeT, paCKpbiBas ceba — OH ):|.06po»(enaTeneH, 6eccwneH, Hy®aaeTcA
BO BKNMHOYEHUN.
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MPuKcupya BUGUMbIA MUP.
36ur PbibunHcknin B becepe
c Metpom Kpaesckum®

A LleHI0 MCKYCCTBO NPOLLIOr0 — HAa30BEM €ro M306pasunTenbHbIM —
HO MMEHHO B KOHTEKCTE TOro BpemeHU. B KOHTeKCTe MUpa, B KOTOPOM
MUIU Te NI0OM, B KOHTEKCTe Toro o6pasa MyUpa, KOTOPbIM OKPYHan vX,
Korga OHO CO34aBanoCh.

l'ne-1o Ha pybexe XIV n XV BekoB Havanocb 6ypHoe Hay4yHoe M
XyAOMEeCTBEHHOE pa3B1THe, BKNtOYaBLLee B ceba 1 BU3yanbHOCTb. MHTe-
PEeCHO, 4TO BOMLLIMHCTBO CO3AaHHbIX Toraa toabMK 06pa3oB A Mory
Ha3BaTb NPOAYKTaMK pasMbiluneHui. JTioan nzobpamanu He To, 4TO
BMAENW — TOoraa ato 6bino pearocTeio. OHW M3obpamany Nnoabl CBOEro
BOOGpaKeHUs.

BaHbIM acneKkT MCKyCCTBa CTapbix MacTEPOB CTAHOBUTCA O4YEBU-
[OEH, eCNK Mbl BCMIOMHWM O KOHTEKCTE — TO €CTb O peaslbHOCTH, B KOTO-
pow 6blnM co3paHbl 3TH NPOU3BeAEHNA, 06 YpOBHE, Ha KOTOPOM Toraa
Haxoamnack Hayka. Hanpumep, B anoxy PeHeccaHca HayKa npaKkTU4ecKu
He CyLLecTBOBana, 1 XyAOKHUKM — UTanbAHLBl, HEMLbBI — Camu BblIn yye-
HbIMW. Y| MO€ MHeHWe TakoBO, YTO eBPOMNeMCKan HayKa Havanacbh C BU3Y-
anbHOCTH, C M306Pa3UTENBHOIO UCKYCCTBA. DTU XyAOMKHUKK MHOIO 3HAMM.
CerogHaA Mbl HadblBaeM NOAO06HbIE 3HAHWUA GUSMKOM, MaTEMaTUKOM U reo-
MeTpHen, a B Te BpeMeHa NofobHoe 3HaHWe 3a npepenammM MCKyccTsa —
APXMTEKTYPBI U HUBOMMUCHU — HE UCMOoNb3oBanock. M MHe KameTca, 4To
MMEHHO OTCHoAa B LIeJIOM Hayanocb pa3BUTUE EBPOMENCKON HayKHU.

MHe npencTtaBnaeTca, YTO 3TO OrPOMHOE AOCTUNKEHUE — HA30-

BEM ero Hay4YHblM — co3AaBaTb 06pasbl, B KOTOPbLIX MPeACcTaBeHbl Uae-
anbl, CUMBOSbI M MUaen. D10 Mbl BUAWM B McKyccTBe XV—XVI BB. Kak ewé
MOHO Ha3BaTb Kcunorpadpum KapT — Hanpumep, Keunorpaduu ¢ Buaamm
LieSibiX FOPOAOB C BbICOTHI NTUYLEro noneta? Toraa He Gblo BO3AYLIHbIX
LIApOB W He CYLLECTBYET HACTONbKO BbICOKMX XONIMOB, YTOObI C HMX pas-
rnAgeTb uenbi ropod. A Mexay TeM yxe B Havane XV Beka 6b110 MHO-
HeCTBO NOAO06HbLIX, BECbMa TOYHbIX KCUorpadui — NocMoTpuTe, Hanpu-
Mep, Tak HasbiBaemyto «HiopHbeprckyto xpoHuKy» XaptmaHHa Llenens,
nsgaHHyto B 1493 rogy. OTv paboTbl BENMKONEMNHBI, U, MOKHO CKa3aTb,
OHM MepefaroT HallKM BreYaT/ieHUs 0 ropoae ToYHee, YeM Ha nobomn
coBpeMeHHoM doTorpadumu. TpyaHO yBUAETL COOTBETCTBME peasibHOro
ropoaa, B KOTOPOM HWIK NTI0AM — FPA3HOro, BOHAIOLLEro, MecTamMmu ypoa-
NMBOrO, — W TOrO, KOTOPLIM CO34aNM XyAOKHUKA. DTO HECPaBHUMO C

1 Becena 36ura Pei6unHcroro v Metpa Kpaesckoro, conposoxaasiuan Beictasky Der Stand der Bilder.
Die Medienpioniere Zbigniew Rybczyriski und Gabor Bédy/ CocTosHue nsobpameHusa. Meana-nuoHepsi
36urHes PoibunHbcrmit 1 Mabop Boau (Akanemus uckyccTs, Bepnnt; LIeHTp MCKyccTBa M MEAUIHBIX TEXHO-
NOrun, I-(apncpye). 3anwchb 6bina caenaHa Bo Bpounase, B ceHtABpe 2011,

Fixing the Visual World.
Zbig Rybczynski

in conversation

with Piotr Hrajewski’

| appreciate art from the past — let's call it
representational art, but in the context of the times. In
the context of the world those people lived in, and the
image of the world that surrounded them — that was
being generated at the time.

Somewhere around the turn of the 14th and
15th centuries that scientific and artistic explosion
started, and it involved the visual image as well. It's
very interesting that the main type of image people
were creating then was the type | call mental images:
They weren't images of what those people saw — that
kind of image was very rare. They were images of what
those people imagined.

One remarkable aspect of the art of the so-called
Old Masters is apparent if we bear in mind the context,
the reality of the times in which they were created,
and the level science was at. In the Renaissance, for
example, science was practically non-existent; the
artists who created those images — the ltalian artists,
Germans too — were scientists. And in my opinion Eu-
ropean science began with the visual image, the visual
arts. Those artists knew a lot. These days we'd call it
knowledge of physics, mathematics, geometry, but in
those days that knowledge wasn't used at all outside
of art — architecture and painting. And it seems to me
that that's what European science in general devel-
oped from.

| see it as a very great achievement — I'd call it
a scientific achievement — to create images present-
ing the symbols, apotheoses and ideas that we see in
15th- and 16th-century art. What else can you call the
woodcuts, the maps — for example woodcuts in which
we see a bird's-eye view of an entire city? There were
no balloons then, and there are no hills high enough to
see a whole city. There are lots of woodcuts as early
as the15th-century that are amazingly accurate — for
example in Hartmann Schedel’s so-called Nurem-

1 Conversation between Zbig Rybczyriski and Piotr Krajewski
accompanying the exhibition Der Stand der Bilder. Die Medienpioniere
Zbigniew Rybczyriski und Gabor Bédy / The State of the Image. The
Media Pioneers Zbigniew Rybczyriski and Gabor Bédy, presented at
the Akademie der Kiinste, Berlin and ZKM Zentrum fur Kunst und
Medientechnologie, Karlsruhe. The recording took place in Wroctaw in
September 2011,



berg Chronicle, printed in 1493. Those woodcuts are
wonderful, and in a way they convey how we imagine
the city more accurately than any modern photograph.
So comparing the world those people lived in — full of
dirt, stink, mud, ugliness — and what they created, it's
hard to find any contemporary equivalent of that, and

| can't reconcile that with our contemporary achieve-
ments. Nowadays we're more impressed with scientific
achievements in the strict sense than with artistic
achievements.

If we pay close attention to what we call realism
these days, there's very little of our internal reality in
it — we're unable to convey much of our internal world
using the technology we currently have. The tools and
methods — the language, as it were, that we use to
present that reality is very simplistic. And it's important
to be an attentive observer, right?

It seems to me that the simplest definition of art
that would be adequate for our times is something that
comes close to our internal realism. And there’s a lot
involved in that. First of all we need to restore our con-
tact with the world, and with the informational image.
Nowadays that image, generated using all the available
technology, is an external image. Some kind of screen
on the wall — whether it's big or small, we're physically
separated from the image.

There's no connection — we're at a safe distance.

There's a barrier there — we aren't physically part
of the image. We see it through some kind of glasses,
from a distance. There's a flat image on a screen, but
what's in that image is three-dimensional.

Whatever we look at, we see our own noses
and bodies and hands. So that has to be part of the
virtual world — we have to be in it, our physical image.
That’s technically more or less possible even now, but
it would have to be accepted by people who deal with
constructing images. I'm sure that's going to happen —
that that's how the image of the future will look.

In the real world we can't suddenly see a new
image, or suddenly find ourselves in a different place
— that would be too much of a shock to our brains.
But maybe we can learn to deal with that. Maybe we
can learn, and that will lead to a new language and
new esthetics, the way the development of various
technologies have led us to learn to look at the world
at different tempos — in slow motion, or speeded up —
and we completely accept that now.

The question of how to convey our mental reality
is an open subject, and | think it's a fascinating area to
work in, and for scientific progress. And not only for
scientific progress — for everything! A new language
— it all has to happen.

You know, | believe a lot of the so-called innova-
tive stuff I've done has been based on one thing: that
I'm very well acquainted with the history of art.

It just seemed to me that there were things that
plainly wanted doing.

In the course of my work | noticed more and more
often that | couldn'’t carry out most of my ideas. That's
how | got interested in the technology itself. Why can't
I do X, Y and Z? Theoretically I'm supposed to be able
to do X, but it wasn't working — it didn't work with the
geometry of the lens, or with the devices, or | couldn't
move the camera, and so on. That's why | decided to
work on developing the tools.

HalMMK COBPEMEHHbIMW AocThxeHuaMKU. CerofHs, CTPOro roBops, Hayy-
Hble JOCTUKEHUA NPOU3BOAAT HA HAC ropa3ao 6onee CUbHOE Brevyate-
HWe, YeM XyAO0HECTBEHHbIE.

Ecnun Mbl BHMMaTENbHO MPUCMOTPUMCA K TOMY, 4TO CEeroaHA Ha3blBa-

€TCA peasiM3MOM, TO 0BHaPYHMM, YTO TaM OYEHb Masno Hallel BHYTpeH-
Hewn peanbHOCTW. [leno B TOM, Y4TO, UCMOMNb3YA HbIHELLHWE TEXHOMOMMH,
Mbl HECNOCObHbI NepeaaTb BCE 60raTcTBO HalEro BHYTPEHHEro MUpa.
MHCTpyMEHTbI M MeToAbl — CBOEro poaa A3blK — KOTOPbIE Mbl MCMOMb-
3yeM AnA M3obparkeHna aTOM peanbHOCTH, KpaklHe ynpolueHsl. A ObiTb
BHMMAaTEbHLIM HAGNoAATENEM O4YEHb BaXKHO, HE TaK Nn‘?

MHe KaeTcA, 4TO caMbiM MPOCTLIM U aAEKBaTHBIM HalleMy BpeMeHH
onpepeneHMeM UCKyccTBa BbIno Bbl «HeUTO BNIM3KOE K HalleMy BHYTPEeH-
Hemy peannamy». M1 ¢ aTum mHoroe ceagaHo. [Npexae Bcero, Ham Hy*HO
BOCCTaHOBWTb CBOIO CBA3b C MMPOM W C 06pa30M, KOTOPbLIM Ham JaeT
3HaHue o Hem. Ceryac aToT 06pa3 NopoxaaeTCA C MOMOLLBHO TEXHONO Ui
U aBnaeTcA BHeWwHMM. Hak aKpaH Ha cTeHe — ManeHbKUM OH Ui 6onb-
LLIOW, HeBamHO. Mbl BCE paBHO pU3MYECKM OTAENEeHbl OT 0bpasa.

CBa3u HeT — Mbl Ha 6€30MacHOM PaCCTOSAHWM.

Mexpy Hamm nperpaga — GU3MHECKU Mbl HE ABNAEMCA YaCTblO
o6pa3za. Mbl BUOUM ero Kak 6bl 4epe3 0YKM, CMOTPUM Ha Hero usaa-
neka. Ha akpaHe nnockoe nsobpaeHue, HO TO, YTO OHO B cebe
COLEPHUT — 0BBEMHO.

Ha 4To 6bl HM CMOTpPEenu, Mbl BUAMM COOCTBEHHBIM HOC, TENO, PYKH.
[MoaTomy oHM, Haw PpU3MYecKU 06pas, AOMHKHbI CTaTb YaCTbIO BUPTyaslb-
HOro M1pa, Mbl AOMHKHBI ObITb BHYTPU HEro. TexHn4Yeckn aTo bonee-meHee
BO3MOMHO [ame ceryac, HO HY¥HO, 4TOObI TaKyto CTpaTernto BOCMNPUHANM
ntoan, 3aHMMaroWKnecs cosjaHuem n3obpaxeHnin. A ysepeH, 4To 310 Npo-
M30MOET — MMEHHO TaK M3obpareHnsa 6yayT BeIMAAETb B OyayLuem.

B peanbHoM Mype Mbl He MOXeM BHe3anHo yBUAETb HOBLIM 06pas3
NPOMUCXOJALLETO MW BAPYF OKa3aTbCA B MHOM MecTe. DTO 6bIn0 Gbl
Yyepecuyp AnA Halero Mo3ra. Ho BO3MOMKHO Mbl HayYMMCA CNpaBnATbCA C
9TMM. MoxeT 6bITb, Mbl HAYYUMCA, U 3TO NPUBEAET HAC K HOBOMY A3bIKY U
K HOBOWM 9CTETHKE, TaK e KaK pa3B1THE PasfiiHbIX TEXHOMOMMI yKe NpuU-
BEJIO K TOMY, YTO Mbl MO¥EM CMOTPETb Ha MMP B Pa3HbIX TEMMax — 3aMes-
NEHHO WM YCKOPEHHO — U1 Tenepb Mbl K 3TOMY MPUBBIKIM.

Bonpoc, kak Ham nepenaTe MeHTalbHYHO peanbHOCTb, OTKPLIT, U A
AyMato, 4To 3To NItobonbITHAaA 0bnacTb AnA paboTkl U ANA HAYYHOro NPo-
rpecca. [la v He TonbKo A4NA Hay4yHoro nporpecca — Ana scero! Bnepeam
Hac KOET NoABNEHWE HOBOMO A3blKa.

3HaeTe, A Aymato, YTO MHOIME M3 TaK Ha3blBaeMblX MHHOBALWM, KOTO-
PbIMK A 3aHMMaJICA, OCHOBbLIBA/IMCh Ha TOM, YTO A O4EHb XOPOLLO 3Hat0
MCTOPMIO MCKYCCTBA.

M MHe NpocTo Ka3anocb, YTO HEKOTOPbIE BELLM HEO6X0AMMO
caenarb.

B npouecce pabothl A BCE Yalle 1 valle 3aMmeyal, 4To He Mory
AOBECTH A0 KOHLA BONbLUMHCTBO CBOMX MAeK. BoT Tak A 3auHTepe-
coBasica cobcTBeHHO TexHonornen. lNouemy a He mory caenatsb X, Y,
Z? TeopeTnyeCKn BCE GbINO BO3MOKHO, HO Ha NpaKTUKe He pabo-
Taslo — YTO-TO BbIIO HE TaK C reoMeTpuer 06bEKTUBA, C APYrMMHU
npubopamMu, UK A He MOT NepPeLBUHYTb KaMepy U T.4. Toraa A pewun
3aHATLCA PAa3BUTUEM MHCTPYMEHTAPUA.

A nenato cBou ¢KbMbI, CBOW U30OPaKEHUA, HO TaK KaK Y MEHA HeT
TaKWX rOTOBbLIX MHCTPYMEHTOB, KOTOPbIE, KaK A YYBCTBYH, MHE HEOOXOANMI
ANA Toro, YTobbl caenatb BCE MMEHHO TaK, Kak A cebe NpeACTaBNA0 W KaK
MHE MHTEPECHO, TO 3TO 03HAYAET, YTO MHE HYXHO NOTPaTUTL BPEMA Ha
CO3[aHne caMuUx MHCTPYMEHTOB.

OT0 HEOGBATHLIM NPOCTOP AJ1A TBOPYECKOM paboThl. B undpo-

BbIX KUHOKamepax eCTb KOMMbIOTEPHbIE NMPOLLECCOPbI, U BO BCAKOM MHOM
3anucbiBatoLLem ycTporcTae Towe. OHn 06pabaTtbiBatoT M306paKeHne BO
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BPEMA CbEMOK U MOHTaMa, M AJ1A 3TUX YCTPOMCTB MOMHO NUcaThb Npo-
rpamMmel, YTO OTKPbLIBAET Ype3BbIYaMHO BoraTble BO3MOKHOCTH. Mbl cMO-
HEM reHepupoBaTb U30OPaKEHUA TaK, KaK JarKe nNpeacTaBuTb cebe He
MomeM. A yBepeH, 4TO MOXHO ByAeT Co3AaTb KUHOKaMepy, CHUMAtOLLYLO B
ctune bpewrena nnu Jann. Y Bac 6yneT Takaa Kamepa — BCE BO3MOMXHO.
B HacToALee Bpema poToannapaTbl M KUHOKaMepbl GUKCUPYHOT TOSbKO
TO, YTO HaXoAMTCA nepen 06bEeKTMBOM. Ho nosBunack HoBasA TEXHOMOMUA:
KOMMbIOTEPHaA rpaduKa, KOTOPYHO A Ha3blBato YAUBUTENBHOW HOBOM KMHO-
KaMepoW — UHTENNEKTyallbHOM KMHOKaMepOoK, KOTopanA He NPOCTO 3anu-
CbIBa€eT T0, 4To nepen Her. OHa reHepupyeT U306paKeHne C HEPHOBHKA,
OCHOBbIBaACb Ha MaTEMaTUYECKUX OaHHBIX.

OuyeBHAHO, 4TO TPAOMLIMOHHBIN METOA, CbEMOK OKpYHKatoLLLero Mupa
CKOPO YCTYMWUT MECTO MHTeNNeKTyanbHoMy. HTo o3HavaeT, 4to u3obpa-
weHuA byoyT cospasaTtbCcA Ha 6a3e 3Ha4YMTENbHOro MaccuBa GUINYECKUX
OaHHbIX HE TONBbKO M3 BUOMMOIO CNEKTPA, HO U3 BCer cdepbl HaLLMX 3Ha-
HWHM. MaTepuan, 3aneyaTneHHbIM B NPOLUIOM, 3aKoYaloLwmi B cebe onpe-
AeneHHbIe NMCUXONOrMYeCKHe TUMbl — BCE M3 MUPa OYyLUEBHbIX, NCHUXHYe-
CHKMX, MHTENNEeKTYyanbHbIX 06pa3oB. TaK, KaK NoaM OEeNCTBUTENbHO BUAAT.
A nonarato, YTO 3TW TEMbI MPAMO HAYT, KOrAA UMW 3aMMYTCA, BEb 3TO
€CTeCTBEHHOE NPOoAOIKEHNe MHOIMMX 061acTel HayKM W YenoBE4YEeCKOM
0eATeNbHOCTH.

Tak yTo A 3aBMAYytO TEM NOAAM, KOTOPbIE MOMYT y4acTBOBaTb B NPO-
Lecce CO34aHMA BUPTYyallbHOM peanbHOCTH. HaK A He ycTato NoBTOPATh,
Mbl faxe HavaTb NpeAcTaBnATe cebe He MoXeM, YTo ByaeT NPOUCXOaUTb B
cnepyoLmne HECKONbKO AECATUNETHUN.

A yuacTyto B nponcxoasaLem no-ceoemy. enato, 4to mory.

To, 4TO Cny4nnock 3a nocnegHWe OECATUNETUA — NPUMEPHO C TOro
BPEMEHM, KaK Hayanu akTMBHO pa3BMBAaTbLCA KOMMbIOTEPLI, — MOMHO-
CTbHO M3MEHWITO Hally LuBUAn3aumto. O MHOrMX 061acTAX OYeHb CITOKHO
CYAMTb, TaK KaKk MHOTMEe Hallu MOEN, OLEHKU U MEXANCLMNNMHAPHBIE rpa-
HWLLbI MOABUIUCH eLLé A0 KOMMbIOTEPHOM peBontoumn. HTo Takme ceroa-
HAWHWE XyAOKHUKKU? Mory i A BoOO6pasuTb, KOro GyayLume NOKOoNeHUs
Ha30BYT BaKHbIM XYLOKHWUKOM, KTO MOB/MAET Ha MUP, Ha LIMBUIM3aLMIo?
OTO CNOMHO CKasaTb, HO Mbl MOMEM B3MTIAHYTb Ha HEAABHWE NMPUMEDSI.
HKoro v3 Halumx npealecTBEHHUKOB Mbl AEUCTBUTENIBHO LLEHWUM CEroaHA"?
B ocHoBHOM Tex, KTO 6bIn cnocobeH K HoBomy. U ana meHAa oW BCcerga
OblIv BOBJIEYEHbI B TEXHOSIOMMYECKUI NPOrPEeCcC — TEXHONOIMI0 A 34ECh
MOHMMaIO B OYEHb LUMPOKOM cMbicrie. OHa BKtoYaeT B Ce6A My3blKy U
CIOBO, U KOHEYHO, BM3yallbHOE U300pameH1e, BCE 9TO TOME TEXHOOMMA.

TBOpPYECTBO B UCKYCCTBE — YTO 3TO MOXKeET 6bITb? Hy, yyacThe B npo-
Lecce ynyyweHua mupa. A 66l ckasan, 4To Ny4lee onpeneneHne UCKyc-
CTBa, €ro 3Ha4YeHWA — 3TO CO3[aHUE BUAEHWA YNyHLIEeHHOro m1pa B byay-
LeM, BelpaxeHne MeHTanbHoro obpasa byayuiero.

Celyac ntogm He 0CO3HAIOT, YTO KOMMBIOTEPHbBIM A3bIK MO CYTU OYEHb
611M30K TPAAULIMOHHOMY NMUCbMEHHOMY A3bIKY — KaK Mbl NMWULLIEM NPeano-
MEeHWA, N033uto U Tak Aanee. Mo cyTH, Bce 3TW BeLlyn MOryT ObITb HaMNM-
CaHbl C MCNOMb30BaHMEM A3blKa MPOrpPaMMUPOBaHUA, MOABUBLLIErOCH U3
MUCbMEHHOr O A3bIKa, TOIbKO KOMMbLIOTEPHbIE A3bIKKM MOTyT AenaTtb 6onblue
u 6onblue. HomnbloTepHas nporpamma cnocobHa genatb NopasuTesibHbIe
BELLW — OHa MOMET yNpaBnATb MallMHAMK, MOXKET NePeHOCHTb HaC BO
BpPEMeHH, co3aaBaTb M306pameHna, 3BYKM 1 My3blKy. A3bIK NporpaMmMu-
pOBaHWA MOKHO MCMOMb30BaTh A1 TOro, YTOObI MUCaTb BCE TO, YTO MOXKET
6bITb HaNMcaHo Ha NKCcTe Bymare WM APYrom Matepuane — My3blKy, N30-
6pameHna, N033uMto, BCE, YTO YrofdHO.

MHe KaeTcA, 4To y4acTve B CO34aHMUM 3TOM GOPMbl UCKYCCTBA —
3TOM TexHonornn — ato byaywee. Bcé, 4To Mbl HE MOXKeM NepefaTb cen-
4ac, Mbl CMOMEM Bblpa3vTb ropasfo Jlyylle C MOMOLLbIO HOBbIX YCTPOWMCTB.
Cuna HOBbIX MHCTPYMEHTOB NPOCTO PpeHOMEHaNTbHA MO CPABHEHUIO C TEM,
4TO Mbl UMEEM Cenyac.

| make my films, my images, but since | don't have
readymade tools that | feel | need to do it the way |
imagine things, the way I'm interested in doing it, that
means | have to spend time making those tools.

It's a vast area for creative work. There are
computer processors in digital film cameras and in
every other recording device too. They process the
image during shooting and editing, and you can write
programs for all these devices, and that opens up ex-
traordinary new possibilities. We'll be able to generate
images that we can't even imagine now. I'm sure it's
possible to make a Bruegel-style camera, for example,
or a Dali-style camera. You could have cameras like
that — it's all possible. At the moment photographic
cameras and film cameras just registers what's in front
of the lens. But a new technology has come along:
computer graphics, which I'd call an amazing new
camera — an intellectual camera that doesn't register
what's in front of the lens; it generates images from
scratch, based on mathematics.

It's pretty obvious that registering the world the
familiar way is going to change into this intellectual
way. Which means images will be created on the basis
of a great many physical data, not just from the visible
spectrum, but from to whole range of our knowledge,
material registered in the past, material that comprises
particular psychological types — images from the huge
realm of mental images. The way people really see. |
consider these straightforward topics waiting to be
undertaken, as natural developments of many fields of
science and human activity.

So | envy the people who can participate in the
process of creating virtual reality. As | keep saying, we
can't even begin to imagine what’s going to happen in
the next few decades.

I'm participating in the process in my own way.
Doing what | can.

What's happened in the last several decades —
since around the time when computers were devel-
oped — has completely changed our civilization. A
lot of areas are very hard to talk about, since a lot of
our beliefs and value judgments and the boundaries
we see between disciplines come from before the
computer revolution. Who are today’s artists? Can |
imagine who future generations are going to consider
an important artist, who had an impact on the world,
on civilization? It's very hard to say, but we can look
at examples from the last few decades. Who were the
people that we really appreciate today? Mainly the
ones who were very innovative in their times. And in my
view they were always involved in technological pro-
gress — technology in a very broad sense. It includes
music and the written word as well, and the visual
image of course — that's technology too.

Creativity in art — what can that be? Well ...
participation in the process of improving the world. I'd
say that the best definition of art, or the meaning of art,
is creating a vision of an improved future world — an
expression of a mental image of the future.

At the moment people don't realize that computer
language is in fact very close to traditional written
language — the way we write sentences, poetry and
so on. In fact all those things can be written using a
programming language, which developed out of written
language, except that computer languages can do
more and more. A computer program can do amazing



things — it can operate machines, it can transport us
to different times, it can create images and sounds and
music. A programming language can be used to write
anything that can be written on a piece of paper or
other medium — music, images, poetry, anything.

It seems to me that participating in creating that
form of art — that technology — that's where the future
lies. Everything we're unable to convey now, we'll be
able to express much better with those devices. The
power of the new tools is simply phenomenal, com-
pared with the tools we've got now.

Creativity and progress consist of carrying out
our mental realism, which is also known as our dreams.
At the moment in the field of art we're not too good at
visualizations of our dreams, but we'll get there. It's a
long journey — an endless one, since people's dreams
will always be new.

In the past — 2000 years ago, 10 or 15 thou-
sand years ago, people had the same dreams as we
have now, but we have different technology. We keep
developing our technology, but in the end we want to
express the same things. And it fascinates me that |
find a lot more attempts to convey mental realism in
art from the past than in current art, which isn't very
inspirational for me. Older art is very inspiring, because
it deals with internal realism. The kind of realism that
has to be expressed, and the studio I'm building will
help us express it. We're getting there — slowly, if you
look at the development of our media, all these effects,
everything we see in images today — it's slow going,
but we're headed in the right direction.

Speculation about the future is just an expres-
sion of various categories of our dreams. It's very hard
to predict what will really happen, how humankind
will construct new values in the future, and a code of
ethics and esthetics, what will be a plus and what will
be a minus. It seems to me that at least for now, artists
have very little impact on creating the world.

We have to do what we believe passionately in —
and that'’s that. But I've got to add one message: What
we do entails responsibility. The world will be the way
we try to make it. And that’s all | have to say about that.

TBOpUYECTBO M NPOrPEecc COCTOAT B TOM, YTOObI BOMOTUTL HaLL
AYLWEBHbIN, NCUXUYECKUM peannam, M3BECTHBIM TaKKe, KaKk Hallu MeYTbl.
B paHHbBIM MOMEHT B MCKYCCTBE Mbl HE O4EHb XOPOLUO YMEEM BU3yasiu3u-
poBaTh HallW Me4Tkl, HO 3TO yMeHue NpuaeT. Nepen Hamu AnNWMHHOE nyTe-
LwecTBHe, fake becKoHe4vHoe, BeAb MeYThl togemn Bcerna byayT Hanpas-
neHbl B 6yayLee.

B npownom — 2000 net Ha3ag, 10 unu 15 TeicAY neT Hasag, y
ntoaer 6binn Te e MeUThl, YTO M Celyac, HO Y HacC pasHble TEXHOMOMMH.
Mel npoponaem pa3eMBaTh Hallly TEXHOIOTMIO, HO B UTOre XOTUM Bblpa-
31UTb OAHK U Te Xe Belun. M MeHA 3a4apoBbIBaET, UTO A HaXOMy ropasao
6onblue NOMbLITOK NepeAaTb MeHTallbHbIM peani3M B UCKYCCTBE NPOLUIOro,
4eM B MCKYCCTBE COBPEMEHHOM, KOTOPOE MEHA He O4YeHb BAOXHOBMAET.
CTapWHHOE MCKYCCTBO CIYHKWUT OMPOMHBIM MCTOYHUKOM BAOXHOBEHMSA, TaK
KaK OHO MMEET AeNo C BHYTPEHHWM peanuaMom. [1ogobHbIn peanvam aon-
EH HalTW CBOE BbipareHue, U MacTepCKan, KOTOPYIO A CTPOIO, MOMOMET
HaM B 3TOM. Mbl ABUKEMCA B 3TOM HanpasfeHU — MeANEHHO, EC/U Bbl
B3MNAHETE Ha HaWW Meaua, Ha Bce 3Th addeKTbl, BCE, YTO Mbl HAbNOaaeM
B U306parkeHUAx cerogHA. MeaneHHo, HO B NpaBUIbHOM HarnpaBneHUK.

Paambiwnerna o 6yoyliem — BCEro NuLlb BbipameHHe pasinyHbIX
KaTeropuM HalLMX CHOB WM MeYTaHWK. TpyaHO NpeackasaTb, YTO NPOn30M-
[OET Ha caMOM Jene, Kak 4enoBe4YeCTBO CKOHCTPYMPYET HOBbIE LIEHHOCTH B
OyayLuem, KakoB OyaeT STUHECKUM U 9CTETUYECKUI KOZ, YTO CTaHeT Mto-
coMm, a 4To MMHycom. MHe npepcTaBnAeTca, 4To, MO KpavHel Mepe cenyac,
XYOOMHUKM OKa3bIBatOT O4YeHb Masioe BO3AENCTBME Ha CO34aHMe MUpa.

Mbl LonHbI AenaTtb TO, BO 4TO CTPaCcTHO BepUMM — BOT U BCE. Ho A
X04y Koe-4To ele A06aBuTb: TO, YTO Mbl AefaeM, Be4YeT 3a cobon oTBeT-
CTBEHHOCTb. Mup 6yaeT TakMM, KakMM Mbl €ro neitaemca caenate. M ato
BCE, YTO A MOry CKasaTb.
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Tom Hoyxat

PeBonioynoHHaA nepesarpysKa:
«H4enoBeK ¢ KMHoannapaToM:
pemenK rnobanbHoro
macwitaba» MNMeppn bapg

Beino 66l HeKOTOPLIM NpeyBennYeHneM yTBepkaaTh, 4To «Henosek
c kuHoannapatom» (1929) Oaurn Beptosa ABNAETCA CaMbIM 3HAYUTESb-
HbIM NPOM3BEAEHWEM MCKYCCTBa ABaALATOr0 BeKa, HO 3TO NpeyBesv-
YeHUWe, TEM He MeHee, MPUHOCKT cBou nnopsl. CornacHo onpeneneHnto
OyaHa Xa3epnu, BepTOBCKOE BOCXBaNEHWE MALUIMHHOM TpaHchopMaLmm
COLManbHOro BOCMPUATUA NPOAOIIKAET OCTaBaTbCA OTNPaBHOM TOYKOM
AN1A BOMHCTBYIOLLEro MoAepH13ma, byab TO aMepUKaHCKUM aHaerpayHa-
HbIM KMHemaTtorpad, rogaposckaa rpynna Aauvrn Beprosa nnu aHanus
JlbBa MaHoBWua A3bIka coBpeMeHHoro MeamanckyccTaa'. OgHako Bep-
TOBCKanA MHTEPBEHLIMA CUNbHO 3aBUCHT OT KOHTeKcTa. OHa HemnmoHATHa,
€C/I1 He paccMaTpuBaTh ee B paMKax KOHCTPYKTUBMCTCKOIO yTBepHae-
HWA, YTO PEBOSIIOLIMOHHOE OBLLLECTBO MOXET ObITb NPaBUILHO NPeACcTaB-
neHo TonbKo bnaropaps Hanbonee peBONMOLMOHHBIM GpOpMaM UCKyCCTBa.
HKak otmeuaet QoHataH Bennep B cBoen pabote «HuHematorpadu-
4YeCKWM MeTOoA, NPOU3BOACTBa», BEPTOBUAHCKUIM MPOEKT, KOTOPbLIM A0/~
eH 3aHnMaTbcA HMHOKC, AOMKeH oTpakaTb «HoBble GOPMbl COBETCKOIO
camoco3HaHuA. NMpaBunbHO Ucnonb3yemel KMHematorpad 6bin ana Bep-
TOBa annapartoM BOCTPUATUA, KOTOPbIA PaCLLUMPAN CNEKTP YyBCTB B NPO-
CTpaHCTBe M BpemeHu»2. KnHornas o6eLlan nocTaBUTb KOMNEKTUBHOE
«pacLUMpeHHoe» BOCMPUATUE Ha CNy*Oy pesontoummn. To eCTb paclunpeH-
Hble NPW MNOMOLLM TEXHUKM BO3MOXKHOCTH BOCMNPHUATHA NpUBENU Bbl K BCe-
obLen amaHcHnaLmu, YTo ABNAETCA aKCMOMOM BCAKOIO PEBOJTHOLMOH-
HOro ABMMEHMA.

[MOHATHO, YTO MbI HE HMBEM Ha 3ape COBETCKOIro BPeMEHH, U HEKO-
Topble, Hanpumep, ¢punocod AneH Bagbto, No3aHee HanwWLyT, 4TO coBpe-
MeHHaA BepTtoBy anoxa 6bina cpogHu TepMmnaopy, peakLMOHHOM TOUKe
BO ®PpaHLy3cKkon pesontouun®. Ho o3HavaeT nv 3710, 4TO Pa3HOBUAHOCTb
MOSIMTUYECKOrO MCCIIeA0BaHUA, K KOTOPOW NpuHaanexart ¢unbmel Bep-
TOBA, A0MKHa BbITb OTHECEHA K paspAay UCTOPUYECKHUX AMKOBKUH?

1 OyaH Xazepnu «BouHcTayowwmin mogepHnam» (JonaoH, 3epo Byke, 2008); Pudapa Bpoyaum «Beé ectb
KiHO: 61orpadma Hana-TTioka Mopapa» (Heto-Mopk, MeTtpononuTan Byke 2008); Ies Marosuy «Asbik
HoBbIX Meama dopm» (KemBpua, MIT Mpecc, 2001)

2 [woHataH Bennep «KuHemaTorpaduyecknii MeToz, Npon3BoOACTBA: SKOHOMMKA M OBLLECTBO CrIEKTaKMA»
(FanHosep u Jonpon: Oaptmyt Konneaw Mpecc, 2006)

3 «CornacHo Hanbonee pacnpocTpaHeHHOM 1aee, «napnaMeHTCKMiA» 3arosop 9 TepMnaopa, a 3aTeM —
TepmmnaopuaHckmii KoHBeHT nonommnnu KoHew, Teppopy. Bo BpemeHa, korga Ha BCAKKMI NPoeKT 0cBo60AN-
TeNbHOW MOMUTHKM HEMPUKPLITO 06PYLIMBAIOTCA KaK Ha «NPeCTynneHnA KOMMyHK3mar, Ntoban Maea Takoro
pofa paBHO3HauYHa onpaBaaHMio TEPMUAOPHAHLEB 1 Aame 040BPEHHIo 1x AercTauit. (Nepes. Jxermc
Bekep, NonaoH, Bepco, 2005, ctp. 124)

Tom Kohut

Revolutionary Reboot:
Perry Bard’s Man With
A Movie Camera:

The Global Remake

It is a slight exaggeration to say that Dziga
Vertov's 1929 The Man With a Movie Camera is
the most significant work of art in the twentieth
century, but it's an exaggeration that bears fruit.
Vertov's praise of the machine-assisted transforma-
tion of the social sensoria continues to be a point of
reference for: to use Owen Hatherley's vital formula-
tion, militant modernisms, whether it be American
Underground cinema, Godard's Dziga Vertov group
or Lev Manovich's analysis of the language of con-
temporary media art." However, Vertov's intervention
is highly context-specific, incomprehensible if not
understood in the frame of the Constructivist dictum
that a revolutionary society can only be correctly
represented in the most revolutionary art forms; as
Jonathan Beller notes in The Cinematic Mode of
production, the Vertovean project, to be taken up by
his assistant Kinoks, would reflect “the emerging So-
viet's form of self-consciousness. properly utilized,
cinema was, for Vertov, the perceptual apparatus
that extended the range of the senses through space
and time"2. The promise of the kino-eye was the col-
lective enhancement of the senses au service de la
revolution, that is, the technological extension of the
collective sensoria which would lead to the universal
emancipation that is the axiom of every revolutionary
movement.

That we do not live at the dawn of the new
Soviet is clears and some, like the philosopher Alain
Badiou, would further describe the current epoch as
being akin to the Thermidor, the point of reaction in
the French pevolutionary seguence.®

1 cf Owen Hatherley's Militant Modernism (London: Zero Books,
2008); Richard Brody's Everything Is Cinema: The working Life

of Jean-Luc Godard (New York: Metropolitan Books, 2008); Lev
Manovich, The Language of New Media (Cambridge, MIT Press, 2001)

2 Jonathan Beller, The ICinematic Mode of Production: Attention
Economy and the society of the spec-tacle (Hanover and London:
Dartmouth College Press, 2006)

3 ltis widely held that the Terror was brought to an end by the
‘parliamentary’ plot of the 9 Thermidor, which was followed by the
Therimodean Convention. Nowadays, at a time when any emancipatory
political project is tainted by the ‘crimes of communism’, such a view



Does this mean that the sort of political phe-
nomenology as exemplified by Vertov's film should
be relegated to the status of historical curiosity?

Perry Bard's The Man With the Movie Camera:
The Global Remake indicates that the answer is an
emphatic “No!"” Emerging from her 1999 collabora-
tion with Bulgarian artist Boyan Dobrev VideoArche-
oloogy, in which they recreated six minutes of Man
with a Movie Camera to create a Vertovean portrait
of Sofia, Bulgaria, and a commission from the Big-
ger Screen initiative (via Cornerhouse Manchester
in collaboration with the Arts Council of England
and the BBC), The Global Remake project mani-
fests itself in two distinct but interrelated ways; as a
web-based project (http://dziga.perrybard.net) and
as a publicly installed screening.* For both, Bard
divided Vertov's film into one minute segments and,
in collaboration with software designer John Wier;
broadcast that interested filmmakers could upload
their “versions” of the segments in question. (Bard
exercised minimal control over the selection of seg-
ments, the only rule being that they had to be related
to the original source.) To date, filmmakers from
Beirut, Mexico City, Rio De Janeiro, Tokyo, Tel Aviv,
Ekaterinburg and Belgrade have all uploaded their
reimagined Man With a Movie Camera segments,
thereby expanding by means of contemporary com-
munication systems the range of Kinoks undreamt of
by Vertov.

The new segments and the Vertov original
are seen simultaneously, with the 1929 film on the
left-hand side of the screen and the uploaded clips
collated on the right. These new “crowdsourced”

absolves and even endorses the Thermidorean intervention!” Alain
Badiou, Metapolitics (trans. James Baker, London: Verso, 2005, p. 124)

4 All of this and the following information emerges from the Evelyn

stermitz interview with Bard from November 2008 at http://rhizome.
org/discuss/view/41080/"http://rhizome.org/discuss/view/41080/

1. Perry Bard. Man With A Movie
Camera: The Global Remake,
2012. Courtesy of the artist

«YernoBeK C KMHOaAMNMapaToM: pemMemK rnobansHoro macraba»
Meppu Bapp otBevaeT pelwmtensHeiv «Het!» Ha «BuaeoApxeonorvm» B
1999 B coTpyaHuyecTBe ¢ 6onrapckum pexnccepom BoaHom [Jobpe-
BbIM OHa NpeacTaBuna WecTb MUHYT dunbma «Henosek ¢ KMHoannapa-
TOM», BOCCO3aB BEPTOBHAHCKWMKW MeToaamu noptpet Codun — crtonuupl
Bonrapuu, no 3axasy Bigger Screen Initiative (Cornerhouse Manuyectep
npv cotpyaHuyectse ¢ CoseTom nckyccts Benunkobputanmm n BBC).
«PemelK rmobanbHoro macwraba» CylwecTByeT B ABYX PasfiMyHbIX, HO B3a-
umoceazaHHbix dopmax: Be6-npoekt (http://dziga.perrybard.net) v B Buae
06bl4HOM NybnnyHoM gemoHcTpaumn®. M B Tom, 1 B apyrom cnyyae Bapg,
pasgenuna ¢unem BepTtoBa Ha MUHYTHBIE dpparmMeHTbl U, COBMECTHO C
pas3paboTyMkom nporpammHoro obecneyenua OxoHom Buepowm, cospana
cucTeMy TpaHcnAuuK, bnarogapa KOTOPOW KTO YrogHO MOMET 3arpy-
3UTb B NPOEKT CBOM «BepCHU» Kawaoro dparmenta. (Bapa ocywecTenset
MWHUMaIbHBIA KOHTPOMb Hag, 0TOOPOM BHAEO, €AMHCTBEHHOE ee NpaBuiIo
3aK/M0YaeTCA B TOM, YTO OHM JOMKHEI COOTBETCTBOBATL opurkHany). Ha
CEeropHALWHUM AeHb KMHemaTtorpaducTel M3 BenpyTa, Mexvko, Prvo-ge-
ranewpo, Tokuno, Tens-Asuea, EkatepuHbypra n Benrpaga moryt
3arpy3unTb NepecHATbIe UMK CerMeHTbl «Henoseka ¢ KMHoannapa-
TOM», TEM CaMbIM PaCLLUMPAA NPKU MOMOLLM COBPEMEHHbIX TEXHONOTMM
AnanasoH KuHokca, KoTtopeii BepToB He Mor 1 npeacTaBuTh.

CoBpeMeHHbIM MaTepran 1 BEPTOBCKUIM OpUIrMHA NOKa3bl-
BalOTCA OOHOBPEMEHHO, Ha NEBOM NpoeKumn — dunem 1929 ., a
3arpyKeHHble KuMbl — crpasa. OTO HOBOE «CKOMIEHWE» KIUMOB
B3aMMOJENCTBYET C UCXOAHBIM MaTepUarioM HECKONbKUMM CMO-
cobamMu: B HEKOTOPLIX CIy4aaXx OHW UMK NMPOCTO KOMUPYOT GUIbM, UK
BOCMNPOU3BOAAT OPUrMHalIbHblE AEeMCTBUA B COBPEMEHHbIX YCITOBUAX,
Hanpumep, ¢parmeHThl, 3aneyatneBlle MOHTaxepa «HenoseKka ¢ KMHO-
annapaTtom» Ennsasety CeunoBy 3a paboToi, 0GHOBNAIOTCA, YTOObI
noKasaTtb YenoBeKa, KOTOPbIM UCNOMb3YeT AJ1A MOHTaMa NporpaMmMHoe
o6ecneyeHue FinalCut Pro. Opyrve knunbl 6onee ¢opmManmcTUyHbl, OHM
nM60o BOCNPOM3BOAAT ANMHAMUYECKME AENCTBUA BEPTOBCKOM paboThl,
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4 3Tta v apyras MHpopmaLma B3ATa U3 MHTEPBLIO OBenuH LLtepmute ¢ Meppu Bapa, HoA6ps 2008
http://rhizome.org/discuss/view/41030/



nnMbo nepecTpavBaloT Ha abCTPaKTHOM YPOBHE OYepTaHWA U GOpPMbI
opurMHansHoro ¢unbma, B TO BpEMA Kak Apyrve NpeAcTaBatoT aBTop-
CKYO KPUTUKY MCXoAHOro matepuana. EcTb, ogHaKo, 1 cyliecTBeHHoe
ynywerue. Ha npoTaxeHuun Bcero ¢punbma «Henosek ¢ KMHoannapa-
Tom» 1929 r. ero repom BeAeT CbeEMKY pPasfiMyHbIX BUAOB MPOMbILLIEH-
HOW AeATEeNbHOCTU U AEeMOHCTPUPYET FOPOACKUE CLIEHbI, BbIABNAIOLLWE
COOTBETCTBYIOLWMIM MMraHTCKWIM NpopbIB, KOoTopklM Poccua coseplumna B
ABajaLaToM BeKe.

70T 06pa3 xyooHKHUKa-paboyero-repoa NOYTU NOMHOCTLIO OTCYT-
ctByeT B «<Pemelike rnobansHoro macwraba». OTcyTCTBME BEPTOBHAH-
CKOIO XyA0MHMKa 3HAYMMO, OHO apTUKYIMPYeET CTPaTErnio OPUrMHANBHOIrO
¢dunnema. EamMHcTBEeHHaA durypa xynoxHuKa-repos, metadpopa, Kotopas
oTpULLaET HEOHXOAMMOCTL KonnabopaTMBHOM NPUPOAEI KUHOMPOW3BOA,-
CTBa, NMoKasaHa, YTobbl CO3aaTb MAE0NOrMYECKHUI XaoC, KOTOPbIM NOAPbI-
BaeT pacLUMpEeHHEe KOSINEKTUBHOIO BOCMPUATUA, 06eLLaHHOro B dusibme
1929 r. «<Pemeik rmobansHoro maclwraba» Bapa akTMBU3MpYyeT 3TO Kon-
NEKTMBHOE YyBCTBO KaK Ha ypOBHE NPOM3BOACTBA, TaK U Ha ypOBHE
notpebnerua. Ha yposHe notpebneHna aTo BbipameHo B 06LWECTBEHHOM
npupoae ceTu 1 obLLECTBEHHOM XapaKTepe AeMOHCTpaLun paboTbl — Ha
CTaHLUMAX METPO, AEPEBEHCKUX NIOLLAAAX U T.A.

Ha ypoBHe npoussoacTea Bapa pacnpeaenaeT ¢pyHKUMKM pexunccepa
Memay NoAbMU BO BCEM MUpe, CO3[aBas YCNOBWUA AJ1A BOSHWUKHOBEHWA
MHOro06pa3HbIX GparMeHTOB, KOTOPbIE CBA3aHbl OPUrMHaNbHBIM PUIb-
MOM. DTO MMeeT OBOMHOM 3PPEKT: POPMUPYET KOMNEKTUBHBLIA CYObEKT
(pemunccep COBMECTHO CO 3pUTENAMM) U CBA3LIBAET HaWEe TEPMUA0PUAH-
CKOe BpeMA G PeBONIOLMOHHBIM MOMEHTOM COBETCKOIO 3KCNepuMMeHTa.
Takum 06pasom, «Henosek ¢ KMHOANMapPaToM: peMerK rnobanbHOro Mac-
wraba» Bapa — B 6onblien cTeneHn nepesarpysKka, YemM peMemK, 3acTaB-
NALLWan PeBOOLMOHHYO NOCNeA0BaTeIbHOCTb HaYaTbCA 3aHOBO.

1. Perry Bard. Man With A Movie
Camera: The Global Remake,
2012. Courtesy of the artist

2. Perry Bard. Man With A Movie
Camera: The Global Remake,
2012. Courtesy of the artist

3. Perry Bard. Man With A Movie
Camera: The Global Remake,
2012. Courtesy of the artist

clips interact with the source material in a number
of ways: in some cases, they simply replicate the
film or translate the depicted actions into contem-
porary terms, e.g. the scenes showing Man with a
Movie Camera editor Elizaveta Svilova at work at her
editing desk are updated to show someone working
using FinalCut Pro editing software. Other uploaded
clips are more formalist, either replicating the kinetic
actions of the Vertov work or reconfiguring at an
abstract level the shapes and forms captured by the
original film, while others offer critical commentary of
their source material. There is, however, a significant
omission. Throughout the 1929 Man with a Movie
Camera, an eponymous man-with-a-movie-camera
is depicted filming various industrial activities and
urban scenes, evoking the modernity appropriate
Russia's giant leap into the twentieth century.

This artist-worker-hero is almost entirely ab-
sent from The Global Remake. The absence of the
Vertovean filmmaker is significant in other ways that
amplify the strategy of the original film. The single
figure of the artist-hero, a trope that belies the nec-
essarily collaborative nature of filmmaking, is shown
to be an ideological obfuscation which undermines
the sensory extension of the collective promised by
the 1929 film. Bard's Global Remake reactivates this
collective both at the level of production and Con-
sumption. At the level of consumption, the immaterial
collective of the ‘net and the communal nature of
screenings in subway stations, village sguares, etc.

At the level of production: Bard disperses the
filmmaker-function across the globe by generating a
work from manifold segments which are anchored by
the original film. This has a two-fold effect: it enunci-
ates a collective subject (the filmmakers as well as
the viewers) and links our Thermidorean time to the
revolutionary moment of the Soviet experiment. Thus,
Bard's The Man with a Movie Camera: The Global
Remake is more of a re-boot than a remake, forcing
the revolutionary seguence to begin anew.
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Muxann MaTiownH
LiBeToBble Tabnuupbl

Poccua,/CCCP, 1914—1929
LieeTHana neyatb, 10 otnedaTthoB, 6B00x600 MM HarabIi
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«OnpeaenaoLLmMM NO3YHrOM XyAOKECTBEHHOM U Hay4YHOM
pa6otsl MatiowuHa (1914—29) 6bin «NPOCTPaHCTBEHHbIM
peannam», To eCTb MOHWUMaHWe U306PasnTeNIbHOr0 MCKYCCTBa
KaK MPOCTPaHCTBEHHOM KyNbTypsbl. <...> ECnun «kyGUcTbI»

W «CynpemaTuCTbl» CTPOUIM CBOU BecnpeaMeTHbIE KOMMO-
3MLMKM MO 3aKOHaM, YCTaHOBNEHHbIM Ha OCHOBaHWK $hop-
MaJslbHOr0 aHann3a HoBeMLIEN PpPaHLY3CKOM HUBOMUCH, TO
MarttolwmH co cBoen paboyen rpynnomr NPoAomKan ckopee
Tpaamuun $bpaHLy3CKOro Kybrusma 1 UMNPeCCUoHN3Ma
(npeyBsenuueHre ponu rmasa — «paclUMpPeHHoe CMOTPEHHE»,
HEMOCPEACTBEHHOE OLLyLLEHUE, UHTYULMA U T.4.). <...> Ma-
TIOLUMH NOCTaBWN PaboTy MO M3YYeHUIO LBeTa B pPasfiMyiHbIX
YCNOBUAX MPOCTPAHCTBEHHOW Cpeabl Ha MOAENAX Pa3MYHbIX
dopmM U upeToB. Tak cTaBUNMCL BONPOCH 0 AedopmaLiim
ueTa 1 GopMbI B 3aBUCUMOCTH OT NOJTOMKEHWUA MOLENN B
NPOCTPaHCTBE W GU3MONOrMHECKMX YCIIOBUA CMOTPEHMA,
BOMPOC O PONW ABUMKEHMA NPU BOCMPUATUM LiBETa, O B3aUMO-
OTHOLLEHWM LiBETA U GOPMbI U T.40.7

M. SHgep. UuT. Mo nsa. M.B. MatiowmH. 3akoHomMepHo-
CTW M3MEHAEMOCTU LIBETOBbIX OTHOLWEHWIM. // CnpaBoYHUK No
usety. Mocksa—/JlenuHrpag, 1932. C. 7.

«ElLle HECKOMBKO CII0B MO M3YYEHUIO LiBETA B OBUKEHUN.
Okasarnocb, YTo ApKOe ABMUMKYLLEECA NATHO, BKIOYAeMOoe B
LUMPOKOe HabnoOEeHWe, CTaHOBUTCA ApYe caMo M NogHUMaeT
B LIBETHOCTW OKpyatoLyto cpedy. M Haobopor, ecnu B Tex
e YCNOBUAX ABUMKEHWA UBMEHWUTL CNOCO6 HabNoaeHNA, TO
€CTb CMOTPETb Y3KO HeNTbiIM NATHOM, CBOAA BCE BHUMAaHUWE B
LLeHTpasibHYy TOYKY ABUKYLLErOCA NATHA, He obpallasn BHU-
MaHUWsA Ha Cpeay, TO M caMo NATHO, U Cpeaa, B KOTOPOW OHO
OBUMKETCH, TaK e MHTEHTMBHO HAYMHAOT yracartb.

BbiBOAb! M3 3TOrO OMbITa, 4AKOT CleAyOLLME NOMOKEHNA:

1) MNpu HabnogeHUn LBeTa B ABMMEHUU CNOCOBOM pac-
LUMPEHHOIO CMOTPEHUS, 06LasA LBETHOCTb CTAHOBUTCA ApYe.

2) Mpw HabnogeHUU LBETa B ABUMEHUM CNOCOBOM LeH-
TPasibHOrO 3PEHUA, U30NIMPOBAHO OT OKPYHKatoLLLEN LIBETOBOM
cpeasbl, LBETHOCTb CTaHOBUTCA 6onee TyCKNomn».

M.B. MattowmH. 3aKOHOMEPHOCTH U3MEHAEMOCTH LiBE-
TOBbIX OTHOLWEHWK. // CnpaBoyHKK no useTy. Mocksa—/le-
HuHrpag, 1932. C. 23.

© lNocynapcTBeHHbiit Myseit uctopun CankT-MeTep6ypra, CankT-Metepbypr, 2012 .
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Mikhail Matyushin
Colour tables

Russia/USSR, 1814—1929
Color print, 10 prints, 600x600 mm each

“The defining formula for artistic and scientific
work of Matyushin (1914—29) was “spatial real-
ism”, i.e. understanding of the visual art as a spatial
culture. <...> When cubists and suprematists made
their non-figurative compositions according to the
laws established on the ground of the modern french
painting’s formal analysis, Matyushin with his work-
ing group rather continued the traditions of french
cubism and impressionism (exaggeration of the eye
role — “expanded looking", immediate sensation,
intuition etc.). <...> Matyushin began the research of
colour in different conditions of spatial environment
on the models of different forms and colours. Thus
the following questions were raised: colour and form
deformations depending on the model’s situation in
the space and physiological conditions of looking, the
role of movement in colour perception, the interaction
between colour and form etc”

M.Ender. “M.V.Matyushin. The regularity of
colour relations’ alterability. // Colour reference book.
Moscow-Leningrad, 1932, p.7

“A few more words on the study of the colour in
motion. It happened that the bright moving spot, being
included in general examination, becomes brighter
itself and raises the chromacity of the environment.
And vice versa, if we change the way of examination
in the same conditions of the movement, i.e. will watch
narrowly with the yellow spot, throwing together all the
attention into the central point of the moving spot; if we
wouldn't pay any attention to the environment, when
the spot itself and the medium in which it moves, begin
to die out in the same intentive way.

The conclusions made out of this experience
give us the following statements:

1) While watching the colour in motion by the
method of expanded looking, the general chromacity
becomes brighter.

2) While watching the colour in motion by the
method of central sight, isolated from the colour me-
dium, chromacity becomes more dull.

M.V. Matyushin. The regularity of colour relations’
alterability. // Colour reference book. Moscow-Lenin-
grad, 1932, p.23
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Mapcenb [iowaH
AHeMUK cuHema

MpaHuna, 1926
7', hunem, 4/6, Bes 3ByKa

«[ltowaH He Mor 060MTH 3aPOKAAOLLUMIACA KUHEMATO-
rpad B KayecTBe MHCTPYMEHTa CBOEro AaslbHeMLero rno-
6anbHOro sKCnepMMeHTa No B3/IOMY YENOBEYECKOro BOC-
npuATUA. B aToM OTHOLWEHWM KMHEMATOrpadrUYECKHIA MPOEKT
OiowaHa «AHemrk CruHeMa», COCTOALLMM U3 penbedHbIX
3anucen, YepeayroLMXCA C U3006paKeHMAMN Ha BPaLLAoLLMX-
CA QMCKax, NpeacTasnAaeT coborn MHOrOypOBHEBYHO MIpy C
NPOCTPaHCTBOM W OCO3HaHMWEM.

HaseaHure KapThHBI camo no cebe nopgpasymesaeT
BO3MOXHOCTb MOfIMCEMaHTUYEeCKoro npoyteHuns. Cnosoco-
yeTaHWe «aHEMUK CUHEMa» MOXKET CUMUTBIBATLCA KaK CMbICTO-
BaA TaBToNoOruA. B To e BpemA OMOHUMHYHOE eMy CII0BO
«aHEMUK» FOBOPUT 06 aHEMUYHOCTH, 3aHUKEHHOCTU peaKLmm
co cTopoHbl 3puTensa. C oaHOM CTOPOHbI, 3TO ONMCaHWe
FMMHOTMYECKOr0 COCTOAHMA, AUCCOLIMaLIMK pasyma npu
cosepuaHuy atoro npousseneHua. C opyrow CTOPOHbI, 3TO
OTCYTCTBME CO3HATENIbHOro NPU NEPEKIOYeHUM BOCMPUATUA
pa3HbIX CMbIC/IOBbIX CITOEB B 3TOM GUSIbME, HEKMIM aBTOMa-
TU3M, BO3HWKAOLLMIA MOMWUMO BOJSIM 3pUTENSA U3-3a EM0 HU3HU
B andaBuTHOM obLLEeCTBE.

[MepBbiM 1 CaMbIM ABHLIM CIOEM UIpbl ABAETCA NPUO-
6peTeHne cnvpasbio YepT TPEXMEPHOrO NPOCTPaHCTBa NpU
BpaweHut. CepeaunHa cnvpanuy B ABUKEHUW CO30AET UIINHO-
3MI0 TMHEMHOM NEPCMNEKTUBBI, KACAACH BOCMPUATUA 3pUTENSA
W 3aTArMBan e€ BHYTPb, TEM CaMbiM CO3aaBaA BOKPYr Habnto-
AaroLLero BUPTyalbHOCTb.

BTopbimM crioem ABRAKOTCA TIMHIBUCTUHECKUE UIPbl C
HanucaHHbLIMK CNTIOBaMKW Ha OCHOBE annutepaLuu. [1BukeHue
61IM3KUX K OMOHWUMMUYHOCTH CJIOB MO CNMpanu npy BOCNpo-
M3BEAEHWW B OBUKEHWM CO3LAOT UITIHO3MIO NepeTeKaHus
ofHoro cnosa B apyroe. [1py1 aTom oaHOBpEeMEHHO Npourc-
XoAuT MopdupoBaHMA cMbicna cnos. Bocnpuatue 3putens
e NpU BUOAEHUW KapTUHbI HAYMHAET NePEBOAMTb 3HAYEHWE

HanMcaHHOro, BbICTPauWBasn B rOfIOBE HEKYH pPeanibHOCTb,
MpUYeM peasibHOCTb, OT/IMYHYHO OT NOKa3biBaeMoro o6beKTa.
M3meHeHWe cMbIcna B Kamabli MOMEHT NMoMeLLaeT peasb-
HOCTb B HOBbIM KOHTEKCT W TakuM 06pa3oM CO34a€ET MOJHbIN
3adpdeKT anccoLmaLIMm, UNTIFOCTPUPYA YKE Ha TOM aTane
wenaHue [iowaHa nokasatb OrpaHUYEHHOCTb YENIOBEYECKO-
ro co3HaHus. BeegeHuwe B 060pOT 3epKasibHbIX COBOCOYETa-
HWI, HanpaBneHWe YTEHWA KOTOPbLIX 3aaeTCcA HanpPaBneHWeM
OBUEHWUA BPALLLAtOLLENCA NOBEPXHOCTH, TAKKE MOKa3biBaeT
ynpaBnAemMoCTb BOCNPUATUEM NPU NMPOYUX PaBHbIX BO3-
MOHOCTAX NMPOYTEHWUA W JAET 3PUTENO OCO3HAHWE CBOEM
ynpaBnAemMoCTH BHELHWUMKW 0GCTOATENbCTBAMM, TEM CaMbiM
y}e Torga cTaBa Nof BONPOC MOAEPHUCTCKHUE YTBEPHKOEHNA
O BCEMOTrYLLECTBE Ye/IOBEYECKOro pasyma.

M, HaKoHeL, Ha 6onee rnyboKoM ypoBHe comnocTasne-
HWE ABYX MOHTMPYEMbIX OTPE3KOB CO CIOBAMM U CNMpanbio
MPUBHOCHT UIpy U3-3a Pasfivuna B BOCTIPUATUM YenoBe-
KOM CamMOoro o6beKTa U IMHIBUCTUYECKOr 0 3HaKa, NycTb
W MmetoLero cxopHyto ¢opmy. Npu BHU3yansHom nogobum
MeHaYy PUCYHKOM CMMPaK U CNpanbHbIM HaNMCcaHUeM
CNOB KaK KapTWHOK YeNTI0BEK UCMOSb3yeT pasHble cnocobb
[EK0OMPOBaHNA N3006pameHns, YepeayeT YTEHWE K co3epLia-
HWe NPU OTHOCHUTENBHOM 0AHO06Pa3nKU BOCNPUHUMAEMOIO
nzobpamenHua. Kpome Toro, ecnu npuHMMaTe BO BHUMaHWeE
cneunPrKy HEMOIO KMHO TOFO BPEMEHH, TO 3pUTEsb BOCNPH-
HUMan CyOTUTPbI KaK KOMMEHTaPWK K NOKa3aHHOMY A0 3TOro
3MnM304y, NO3TOMY NOCeA0BaTENbHbIM MOKA3 TaKUX OTPLIBKOB
HEBOJILHO NMPUBOAMUT K BOSHUKHOBEHWIO KMHEMaTorpadpuye-
cKoro agpdeKTa Hynewosa 1 pokaeHUIO TPETEErO CMbICNA U3
[ABYX NOKa3aHHbIX U306 paKeHUn».

Poman lMytatnH

© succession Marcel Duchamp / ADAGP, Paris 2012



Marcel Duchamp
Anemic Cinema

France, 2012
7', movie, b/w, silent
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"Duchamp could not avoid using the incipient
art of cinema as an instrument for continuation of his
global experiment of breaking the human perception.
In this respect Duchamp's cinematographic project,
which consists of relief notes alternating with images
on rotating disks, is a multi-level play with space and
awareness.

The title of the movie itself implies the possibil-
ity of the polisemantic reading. The word combination
"anemic cinema" may be read as a tautology. At the
same time the word "anemic" may denote a quality of
the viewer's reaction. On the one hand it describes a
hypnotic state, a dissotiation of mind induced by the
contemplation of this piece. On the other hand it is
about lack of the conscious, when the mind switches
from one layer of meaning to another, some kind of
automatism caused by the viewer's life in the alphabet
society.

The first and the most evident layer of the play is
when a spiral acquires the features of the three-dimen-
tional space while rotating. The middle of the spiral in
the movement creates an illusion of the linear perspec-
tive, touching the perception of the viewer and pulling it
inside, thus creating virtuality around the observer.

The second layer embraces linguistic games with
written words based on alliteration. The spiral move-
ment of close to omonimity words creates an illusion of
overflowing of one word into another. At the same time
morpheming of the meaning of the words takes place.
The viewer's perception starts to translate the mean-
ing of the written words, building a certain reality in the
mind, different from the shown object. The changing of
the meaning at every moment places reality into a new

context thus creating the effect of dissotiation, illustrat-
ing Duchamp's wish to show the limitedness of human
consciousness. He also uses mirroring word combina-
tions, the direction of reading of which is defined by
the direction of the movement of the rotating surface,
which also shows that perception may be governed.
The viewer becomes able to become aware of being
governed by outer events, thus putting into question
the modernist assertion of the omnipotence of the hu-
man mind.

And finally, on a deeper level, the collation of
the two assembled sections with words and the
spiral introduces the play based on the difference of
the human perception of an object and a linguistic
sign, although similar to it in its form. Visual similarity
between the drawing of the spiral and the spiral writing
of the words as images leads a person to use different
means for decoding information: she alternates reading
and contemplating while the percepted image remains
relatively monotonous. Also if we take into account the
specificity of the silent movie of that period, the viewer
perceived the subtitles as the commentaries to the
previous episode, therefore the successive show of
such sections leads to the cinematographic Kuleshov's
effect and the birth of the third meaning from the two
shown images."

Roman Putyatin
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Oner NoHomapes (no cueHapuio Hasnmupa Manesuya)
H{uBonuce n npobnemsbl apxuTeKTypHOro nNpubnuxxeHns

HOBON KNaccu4ecKoW apXnTeKTyYpHON CUcTeMblI

Poccuna, 2012
4'18", BugeovHcTannAauna

CueHapui dunbma 6bin HanncaH Kasummpom Manesu-
yem npegnonoxutensHo B8 CCCP ana Hay4Ho-nonynAapHoro
MYNBTUMNIIMKALMOHHOIO GUIbMa U CTasl KBUHTACCEHLMEN
NoHWMaHKA ManeBryem CyLLLHOCTH KUHO, N3NOMEHHOM TaKke
B cTaTbAX «M NIMKYIOT NIMKKM Ha aKpaHax», «XyO0KHUK U KMHO»,
onybnukoBaHHbIX B «<HuHoxypHane APK», BeixoguBsLuem B
1925—1926 ropax. B 1927 rogy, BMecTe co BCem CBOMM ap-
xvBoM, Manesuy BbiBe3 NpoekT B EBpony. BeTpeya B BepnvHe
C OOHWM M3 POAOHaYaNbHMKOB «6eCcnpPeaMEeTHOr0 KUHEMaTO-
rpada», FaHcom Puxtepom (1888—1976), u npocmoTp ero
NEHT YyTBEPAMIN XYAOMKHWKA B MbICIIH, YTO HEMELIKMM KMHOpe-
MUccep cMor Obl peann3oBaTb 3TOT cleHapuid. OfHaKo HW1Ka-
Kunx neperosopos ¢ Puxtepom Manesuy He cymen npoBecTH
n3-3a A3BIKOBOro 6apbepa 1 B CUIY KPaTKOCTH NpebbiBaHUA B
BepnuHe. Monyuns npukas cpouHo BepHyTeca B CCCP, Ma-
NEBWY MPUIOMKUIT K TOTOBOMY CLieHapHto 3anucky: «[na MaHca
Puxtepa» (nomeTra aT1a 6bina caenaHa Ha OTAENLHOM JICTHE).
CueHapuii 6bin 06HapyeH B KoHue 1950-x ronos BepHepom
Xa¢TmaHHOM npu pasbope apxvBa Manesnya, oCTaBneHHOro

B BepnuHe B 1927 rogy Ha noneyeHne cemenctea poH PrseH.

'aHc PuxTep, nocTaBneHHbIM B M3BECTHOCTL 06 0OHapyweHUH
[aHHOro CLeHapwmA, He CMOI MPUMNOMHWUTL 3MK304a COTPYA-
Hu1yecTBa ¢ ManeBsuuyeMm, 0 YeM OTKPOBEHHO HamMcas B CBOMX

Courtesy of the artist

Memyapax. B koHue #n3HK, B 1970 rogy, Puxtep npuctynun K
CO3AaHWI0 aHMMaLMOHHOro ¢punbMa no cueHapuio Manesuya,
OfHaKO TOorAa 3TOT NMPOEKT OCYLLECTBNEH He Bbin.

CueHapu#i, npeacTaBsAroLmii COBOH pyKOMUCh Ha TPEX
JINCTax CO CXeMaTMYECKMMM LiIBETHbIMM PUCYHKaMH, XPaHUTCA
B cobparmmn Ysurnmuep, baneH-baapeH, lepmanus.

Briepsble TeKcT cueHapua B paKkCHMMMUIbHOM BapHaHTe U
B riepeBoAe Ha ppaHLy3CKHUH A3bIK Obll 0rly6/IMKOBaH B U34.!
Czwiklitzer C. Lettres autographes des peintures et sculptures.
Basle, 1976. R 487-488. Ha pyccrom sa3biKe B TUnorpagp-
CKOM BapuaHTe cLieHapwi Obii BriepBbie orybIMKoBaH B M34.:
Manesuny4 K. XynomectseHHO-HayYHbIH ¢uibm «HHusonmce
M pobrieMbl apXUTEKTYPHOIO MPHUBIMKEHUA HOBOH Kaccm-
YECKOK apxHTEKTYpHOH cuctemsr» / [y6n., moaror. TeKcra m
KommeHT. A.C. LLlatckux // ManeBuy. Knaccudeckuii aBaHrap
3. Burebek: C6. / Cocr. T.B. Hotosuy. Butebek: O6nacTHosi
Kpaeseaqeckmii my3es, 1999. C. 33-40.



Courtesy of the artist

Oleg Ponomarev (upon the script by Hazimir Malevich)
Painting and the Problem of the Architectural

Approximation of a New Classical Architectural System

Russia, 2012
4'18", video installation

The script was presumably written by Kazimir
Malevich in the USSR for a popular-science film. It
embodies Malevich's understanding of the essence
of cinema. also formulated in his articles "Faces
rejoice on the screen", "Artist and Cinema", published
in the Cinema Magazine ARK which was printed in
1925—26. in 1927 Malevich brought the project
together with his archive in 1927. After meeting one
of the founders of the "abstract cinema" Hans Richter
(1888—1976) in Berlin and seeing his films Malevich
became more confident in his ability to realize his
script. However Malevich did not manage to discuss
it with Richter because he did not know German and
stayed in Berlin only for a short time. He received
an order to return to the USSR and added a note to
the script saying "For Hans Richter" (on a separate
sheet). The script was discovered in the late 50-ies
by Werner Haftmann who was sorting Malevich's
archive, which was left in Berlin in 1927 with von
Risens. Hans Richter was informed of the discovery
of this script but could not remember the episode
of cooperation with Malevich which he admitted in
his memoires. In the end of his life, in 1970, Richter

bagen to make an animation film based on Malevich's
script, but the project was not finished.

The script on three sheets with schematical
coloured drawings, is preserved in the collection of
Chviklitser, Baden-Baden, Germany.

The text of the script was first published as a
facsimile with a French translation in the edition:
Czwiklitzer C. Lettres autographes des peintures et
sculptures. Basle, 1976. R 487-488. Russian text
is printed in ManeBuy K. XynomecTBeHHO-Hay YHbIH
punbm "MuBonuce 1 Mpobremsl apXHMTEKTYPHOIO
PUBITIHKEHUA HOBOK K/1aCCHYECKOH apXUTEKTYPHOMH
cuctremnl" / [y6n., NOAroT. TeKCTa M KOMMEHT.
A..C.lLlatckux // ManeBuy. Knaccu4eckmii aBaHrap
3. Burebek: C6. / Cocr. T.B.Horosuy. Butebek:
O6nacTtHoti KpaeBeadeckmi myses, 1999. C. 33-40.

74 -75



NaHc PuxTtep

Putm 21

['epmaHna, 1921
3', dhunbm, 4/6, Bes 3ByKa

PuxTtep v SrrenunHr 6b1m nMoHepaMu 6ecrpeaMeTHOro
KnHemaTorpada. Xota camu ¢punbMel cCHUMan1cb B bepnu-
He, KOPHKW 3TOro HanpaBeHUA BOCXOOAT K 9KCMepUMeHTam
LIFOPUXCKMX JaauCTOB C aBCTPaKTHBIMU M306pameHUAMM.
[MepBoHavanbHO XyO0MHUKK paboTanu C MMBOMMUCHIO Ha
CBMTKax, a 3aTeM 06paTUIMChb K aHUMALMOHHOMY KWHO.
OrrefivHr HenoCPEACTBEHHO NEPEHOCUIT CBOM PUCYHKK CO
CBMTKOB Ha MNJIEHKY, 4TOObI CO3[aTb “KMHOPUCYHKKW»; PuxTep
rny6xe oCcBOMN HOBOE MeAMa, OTKa3aBLLUMCh OT PUCYHKOB
W cTan cHUMaTb BymamHble MPAMOYro/IbHUKK, KBaApPaThl U
NMHMKM Pa3SIMYHOrO pa3mepa MU 3aTEHEHHOCTH, YTO CO34aBaso
OLLyLLLEHNE WX ABUKEHMA U MYOUHbI.

«Putm 21» — nepsbint dunbm MaHca Puxtepa. MNocne
aT10ro oH cHan «Putm 23» (1923) n «<Putm 25» (1925). B
3TOM dunbMe, BHaYane Ha3blBaBLUMMCA «Punbm — 310
PUTM», OH 9KCNEPUMEHTMPOBAN C KBagpaTHbIMK GopMaMH.
OTH pOpMbI CKIAALIBAIOTCA B MPOCTLIE MU CIIOMHBLIE KOMMO-
31LMK — OT NepBbIX KAAPOB, rAe KBagpaThl 3aHMMatOT BECh
9KpaH, A0 KOMMO3WLMIM C KBaapaTamu B pamkax. B pesynk-

TaTe co3faeTcA KMHematorpadbuieckas Unnosua rMyGuHbl.
[BuKeHWe aTUX GOPM CONPOBOKAAETCHA TOUYHBIM PUTMOM.
«[pocToi KBagpaT Ha KMHO3KpaHe Nerko Mor 6biTh pasae-
neH u "apaHxuposaH", — nucan Puxtep B 1952 rogy. — Ot
dparmMeHTbl UK YacTH 3aTeM MOryT GbITb pacnpeseneHsi

BO BPEMEHH, NPUYEM 32 OCHOBHOM hOpManbHbIi 3NeMeHT
NPUHUMAETCA NPAMOYronbHUK "KnHoxoncTa". Jpyrumu cno-
Bamu, A BHOBb CAENaJ C 9KPAHOM TO, YTO 32 MHOIO NeT A0
3TOro npogenan ¢ xoncTom. Mpu aTom A 06HAPYHKMN HOBYIO
CEeHcaLMIo, 8 UMEHHO — PUTM, KOTOPbIM, KaK A MO-NPeXRHeEMY
CuMTato, ABNAETCHA OCHOBHbIM OLLyLLLEeHWEM Npu H06OM Bbipa-
HEHWUM [BUHEHUA.

Circulating Film Library Catalog, New York: The Museum
of Modern Art, 1984, p. 166

Film in the permanent collection of The Museum of Modern Art, New York. © 2012 Hans Richter



Film in the permanent collection of The Museum of Modern Art, New York. © 2012 Hans Richter

Hans Richter
Rhythmus 21

Germany, 1921
3, film, b/w, silent

Richter and Eggeling were among the first crea-
tors of abstract film. Although the films themselves
were produced in Berlin, the works were grounded
in Zurich Dada’s experiments with abstraction. The
artists originally experimented with painting on scrolls
before turning to animated film. Eggeling directly
transposed his scroll drawings to film to create
"cinematic drawings"; Richter more fully exploited the
new medium, abandoning his drawings altogether and
filming paper rectangles, squares, and lines of various
sizes and shades suggestive of movement and depth.

"Rhythmus 21 is Hans Richter's first film...
Richter went on to make Rhythmus 23 (1923)...
and Rhythmus 25 (1925). In this first of the series,
originally known as Film ist Rhythmus, he experiments
with square forms. These forms appear in very simple
to very complex compositions — from the beginning
shots where the squares occupy the entire screen, to
compositions with squares with the frame. The effect

is a subversion of the cinematic illusion of depth.
Richter creates a precise rhythm with the movement
of these shapes. "The simple square of the movie
screen could easily be divided and 'orchestrated,™
wrote Richter in 1952. "These divisions or parts
could then be orchestrated in time by accepting the
rectangle of the 'movie canvas' as the form element.
In other words, | did again with the screen what | had
done years before with the canvas. In doing so | found
a new sensation: rhythm — which is, | still think, the
chief sensation of any expression of movement."

Circulating Film Library Catalog, New York: The
Museum of Modern Art, 1984, p. 166
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Ham xxyH MNank
O3eH gna donnbma (Pniokcyc—-punbm Ne1)

CLLIA, 1964
Bvaeo, 3aKonbLoBaHHaA NpPoeKLMA

Image Centre Pompidou, Photo by Peter Moore © Estate of Peter Moore/VAGA, NYC and Nam June Paik Estate

Nam June Paik, Zen for Film (Fluxfilm n°1), 1964, Film, Collection Centre Pompidou, Dist. RMN /

«[TpoeKkTOp 6ECKOHEYHO NPOMAaThLIBAET HEIKCMOHU-
poBaHHyto nneHKy. B pesynstate Ha sKkpaHe BO3HUKaeT
NMOBEPXHOCTb, OCBELLEHHAA APKMM CBETOM, MEHAIOLWAACA
TOSIbKO C MOAABMEHUEM LaparnuH M MbIIMHOK Ha NMOBEPXHO-
CTW NOBpeXAEeHHOW NNEHKK. MaiKk noKkasbiBaeT NycToTy
n3obparkeHus, Tak xe Kak [xoH Kenax BrntoyaeT mon-
YyaHWe KaK 3NEMEHT He-3BYyKa B CBOEW My3blKe. OTO KMHO,
KOTOpOe aHannaupyeT ToNbKO cebA U CBOWM MaTepualbHble
kadecTBa. B KavecTBe «aHTUdUNbMar» «[]3eH» npeaHa3Ha-
YyeH AN1A Toro, 4Tobbl NOOLWPATL 3PUTENEN NPOTUBOCTOATL
MHPOPMaALIMUOHHOMY NMOTOKY M3BHE CBOMMMW COOCTBEHHBIM
BHYTPEHHWMK obpasamu».

Xavike XenbdepT



Image Centre Pompidou, Photo by Peter Moore © Estate of Peter Moore/VAGA, NYC and Nam June Paik Estate

Nam June Paik, Zen for Film (Fluxfilm n°1), 1964, Film, Collection Centre Pompidou, Dist. RMN /

Nam June Paik
Zen for Film (Fluxfilm n°1)

USA, 1964
Video, loop

“In an endless loop, unexposed film runs
through the projector. The resulting projected image
shows a surface illuminated by a bright light, occa-
sionally altered by the appearance of scratches and
dust particles in the surface of the damaged film
material. As an analogy to John Cage, who included
silence as a non-sound in his music, Paik uses the
emptiness of the image for his art. This a film which
depicts only itself and its own material qualities, and
which, as an «anti-film,» is meant to encourage view-
ers to oppose the flood of images from outside with
one's own interior images."
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Heike Helfert



HeH Qxenkobe

Je30pneHTNpoBaHHbI 3KCNPECC

CLLIA, 1995

30, 4/6, 6es 3ByHa

OpuvruHan 1906, bubnuotera Honrpecca CLUA; 13395,
Hen Oerrobe, npu yqacTum MnopeHc Oxenrobe.
(35mm onTuyeckan pedotorpadna Cama bywa, BectepH Cann, [dersep)

«f Hayan M3y4aTb KOMEKLMIO ByMarKHbIX NPUHTOB Bu-
6nmnotekn KoHrpecca B BawwmHrtoHe ¢ KoHua 60-x rogos, ¢
Havyana paboTbl Hag GUIbMOM «TOM, CbiH BOSbIHLIMKA». DTO
XpaHunuLe ctapuHHbIX drnemos. o 1912 ropa ana Toro,
4TOGbI MOSY4NTL aBTOPCKME NpaBa Ha GpunbM, 6610 Heobxo-
AnmMo nepefatb B Brubnnotery Ha xpaHeHWe NO3UTUB KMHO-
NEeHTbI, HaneyaTaHHbIM Ha 6ymare. Ero Henb3A npoeLnpoBaTth,
HO OH He TaK CUJIbHO CTPaZaeT OT BPEMEHH, KaK HUTPATHbIE
NpuHTLL. X BOT B 3TOM apXxvBe XpaHUIUCb COTHW U COTHU He3-
MONBHBbIX PYJIOHOB, 60MbLUMHCTBO MeHee 30 MeTPOB AJIMHOW,
MHorue ¢unbMbl NPon3BoacTBa KoMnaHuin Edisons, American
Mutoscope, Biograph, Gaumont, Lubin, Vitagraph...; ooky-
MeHTasIbHble KUHOCHLEMKH, BOAEBUIN, NPOTOAPAaMbI, CIIULLIKOM
MHOr0 rocyaapcTBeHHbIX napanos. Bce ato wpano ceoero
yaca, NoKa He HaCTYMNWNO BPEMA OTKPbLITUA 3TOro MnacTa 3a-
HOBO, ero nepeoLeHKkn 1 nepedoTorpadrpoBaHns 06pa3oB
06paTHO Ha MAEHKY.

Courtesy of the artist. Original 1906, U.S. Library Of Congress; 1995, Ken Jacobs, assisted by Florence Jacobs.

(35mm. optical-rephotography by Sam Bush, Western Cine, Denver).

KanepgocKkonuyeckas cMMMeTpUA He ABNAETCA B
«[1e30pHeHTMPOBaHHOM aKcnpecce» camoLenbto. Custoume
naTTepHbl, yTBEPHKAAOLLME NIOCKOCTb SKPaHa, CNyHaT TaKKe
ANA TOro, 4To6bl NPEACTaBUTbL BU3yaslbHble COOLITUA COBCEM
Apyroi BenuumHbl. MNocKkocTb NeEpUoaMYECcKH TPaCHMYTUPYET
B MACCHBHYHO MIIIFO3MIO TyBUHbI; OAHAKO TO, YTO KameTcA
MOLLHbIM, y6eauTenbHbIM, B IMyGUHe CBOE NpeacTaBnaeT co-
60M 3aBELOMO HepeasbHOE UppPaLMOHaNIbHOE NPOCTPaHCTBO.
OuesmaHble KMHemaTorpadryeckme npremsl (a npuem sceraa
OYEBMAEH) CLIEHWYECKOrO NYTELECTBUA GPOCAOT BbI30B
HalleMy MNOHUMAaHUIO PeasibHOCTH, M Mbl YaCTO HECMOCOGHbI
BUAETb BELUM TAKMMU, KAKME OHM, KaK Mbl 3HaeM, eCTb».

Ken [dxenkobe



Courtesy of the artist. Original 1906, U.S. Library Of Congress; 1995, Ken Jacobs, assisted by Florence

Jacobs. (35mm. optical-rephotography by Sam Bush, Western Cine, Denver).

Hen Jacobs
Disorient Express

USA, 1995

30 b/w, silent

Original 1906, U.S. Library Of Congress; 19395,
Hen Jacaobs, assisted by Florence Jacobs.
(35mm. optical-rephotography by Sam Bush, Western Cine, Denver).

"I've been raiding the Paper Print Collection
of The Library Of Congress in Washington, D.C.,
since the late '60's with TOM, THE PIPER'S SON.
It's a preserve of early cinema. Until 1912, in order
to copyright a film, one deposited with the Library a
positive from the negative printed on paper, un-
projectable, but -unlike nitrate prints- capable of
weathering the years without crumbling into chemical
volatility. And there the stacks rested, safely out of
mind, hundreds and hundreds of silent rolls most less
than 30 meters, many Edisons, American Mutoscope
and Biograph, Gaumont, Lubin, Vitagraph...; cine-
snatches of life as it was lived, vaudevillians, proto-
dramas, and too many state parades. Until they were
ripe for rediscovery and reevaluation, and rephotog-
raphy back onto film.

Kaleidoscopic symmetry in DISORIENT EX-
PRESS is not an end in itself. The radiant patterning
that affirms the screen-plane serves also to provide
visual events of an entirely other magnitude. Flat
transmutes repeatedly to massive depth illusion;
yet that which appears so forcefully, convincingly in
depth is patently unreal -an irrational space. The ob-
vious filmic flips and turns (method is always evident)
of the scenic trip provide perceptual challenges to
our understanding of reality, and we are often unable
to see things as we know they are."

Ken Jacobs
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HoHcTaHTuH ApgiKep

End Credits

Poccua, 2012
2'45", BMOEeo, 3BYK

«®uHanbHble TUTPLI (End credits) — TeKcT B KOHLE KHUHO-

dunbma, TeneBM3MOHHOM NPOorpaMmbl UM BUO,EOUrpPbl, BKNIO-

YalLMK CNUCOK BCEX, KTO paboTan Hapj, UX co3gaHuem».
Wikipedia

«Ha nepBbIvt B3rnag, ¢uHanbHble TUTPbI XyA0MECT-
BEHHbIX pUNbMOB ABNAIOTCA GOpMasbHbIM TEXHUYECKUM
AOMOoSTHEeHWEM, UAYT Kak Obl B Harpy3ky. B knHoTeaTpax
Ha HWX BKIHOYAtOT CBET, a B HenerasbHbIX KOMMAX pUnbMoB
¢dH1HaNbHbIE TUTPBI YacTo U BOBCE OTCYTCTBYHOT. BonbLiown
06beM MeSIKoro TEKCTa NPOXOAMT Ha SKPaHe G JOCTaTOYHO
BbICOKOW CKOPOCTbI0. DTO €CTECTBEHHbIM 06pa30oM 3aTpyA-
HAET NPOYTEHNE U AEMOHCTPUPYET YyTUNUTAPHOCTL PUHANb-
HbIX TUTPOB. OHKM NpPHOGPETAOT aHOHUMHOCTb, CNTMBAACH B
abcTpaKTHble rpaduyecKre CTPYKTYphI.

Ho y ¢uHanbHbIX TUTPOB ecTb 1 Apyrasa ¢yHKuuA. OHK
ABNAIOTCA NEPEXOAOM, FpaHuLEen Mexay GuibMoM U pe-
anbHOCTbIO. Y 3puUTeNnA NOABNAETCA BO3MOXKHOCTb OLLYTHUTb

nocnesKycue ¢urbMa, NPOCMOTPETb, NMPOYYBCTBOBATb €0
elle pa3 Ha BbICOKOW CKOPOCTM BHYTPW CBOEW NaMATH.

Buaeo “End Credits” — cnepgbl TpaeKTopui GUHANBHbBIX
TUTPOB XyAOKECTBEHHbIX ¢punbmoB. OHM cnuBatoTcs, Hacna-
MBarTCA ApYyr Ha apyra, o6pasya HOBble CaMOCTOATENbHbIE
¢$OpPMbl KOHLLEHTPUPOBAHHOIO KUHO».

KoHcTaHTMH Apkep

Courtesy of the artist



Courtesy of the artist

Honstantin Adzher

End Credits

Russia, 2012
2'45", video, sound

End credits are added at the end of a motion picture,
television program, or video game to list the cast and
crew involved in the production.

Wikipedia

"At the first sight end credits of motion pic-
tures are somehow imposed on a viewer as a formal
technical addition to the movie. While they are being
screened, the light in the cinema is switched on, and
in illegal copies they are often omitted. The substan-
tial amount of text is screened at a high speed, which
naturally makes reading difficult and demonstrates
the purely formal character of the end credits. They
acquire autonomy, merging into abstract graphical
structures.

But the end credits also have another func-
tion. The serve as a passage, an edge between the
movie and the reality. The viewer can experience the
after-taste of the film, see it and feel again at the high
speed inside her own memory.

Video work "End Credits" is such traces of the
trajectories of the end credits of motion pictures.
They merge and mingle with each other, creating new
independent forms of concentrated cinema".

Konstantin Adzher
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Mon KnuncoH
CeBeT ¢ Mechbl

CLLIA, 2010
B', BvoeovHcTannAaumA, cynep 8 MM, UBeT/ 4/6, CTEpe03BYH
Mysbika bapHa Oyna

«TemHoTa obBonakueaer. LLlenyok, a 3a HUM pa3mepeH-
HbI PUTM MPOMEKTOPA, NMPOXOAALLEr0 HENPEPLIBHYO MO-
cneposaTesibHOCTb — Briepén-nay3a-snepéa. Tekct: «CeeT
¢ Mecbl» — 3T0 €AMHCTBEHHBIW TIMHTBUCTUYECKHUI 3HaK,
KOTOpbIM ByOeT Ham AaH. 3aTeM 3KpaH B3PLIBAETCA 3€MEHBIM
LBETOM M BO3AYX MIHOBEHHO COABMMBAETCA CUINOW Havab-
HbIX aKKOPAOB My3blKW. Cpasy e Mbl NepeLLsiv OT TEMHOTbI
M MONYaHMA K BUXPALLENCA Macce CNeKTpasibHOro CBeYeHun
W OBUKEHWA BOo3ayxa. A 40 HEBO3MOXHOCTM OCO3HAK0 CBOE
Teno, 4yBCTBa, OKpy#eHue. M B To e BpemA A MeaieHHO
BTAMMBAOCb B NEpPEXMBaHUE, ABUIaloCh MO HaNpPaBneHUIo K
CBETY M 3ByKY. <...>

Mon KnuncoH pa6otaeT rnaeHbiM 06pas3oM B "Super-8
film" 1 cospaeT dpuNbMbI B COTPYAHUYECTBE C My3blKaHTaMM

nnu 3Byropermccepamu. OyeHb peaKo OH OCTaBNAET NPOEK-
TOp B 6yAKE KUHOMEXaHWKa — OH ABMIAETCA TAKOM e YacTbio
nepgpopmMaHca, Kak My3blkaHTbl M aBTop ¢unbma. Ero pabotsi
obnagatot 6oratom TEKCTypor 1 GopmanbHOM HaChILLEHHO-
CTblO, MPUYEM BCE HANOKEHWA U pedaKTypa NPOUCXOAAT elle
B MOMeHT CbeMKK. HacTo Mon He 3HaeT, 4To ByayT Mrpatb
My3blKaHTbI, @ My3blKaHTbl TOYHO TaK e eABa N B Kypce, YTo
OH 6yAeT NoKasbiBaTb. HacTbio 3TOM NPaKTUKK MOMKHO Ha-
3BaTb TO COCTOAHME, KOrAa cnenon cimbros 3ByKa 1 obpasa
obpasyeT eaMHCTBO C cobpasLuenca nybamMKon, KoTopas
paccmaTpuBaeTCcA B Ka4eCTBE CBUAOETENA».

Kent JTonr

Courtesy of the artist



Courtesy of the artist

Paul Clipson
Light from the Mesa

USA, 2010
B', super 8mm film (screened on DVD), color/b/w, with stereo sound
Music by Barn Owl

"Darkness envelops. A click, followed by the
steady rhythm of the projector performing its inces-
sant task of advance-pause-advance. Text: Light
from the Mesa- the only linguistic sign we will be
given. Then, the screen explodes green, and the air
becomes instantly pressurized with the force of the
musicians’ opening sonic swell. In an instant we have
moved from darkness and silence into a swirling mass
of spectral luminance and moving air. | am hyper-
aware of my body, my senses, my surroundings. Yet |
am slowly drawn into the experience, towards the light
and into the sound. <...>

Paul Clipson works primarily in Super-8 film, and
generally exhibits his films as a live collaboration with

musicians or sound artists. The projector is rarely,

if ever, isolated in a projection booth; it is as much

of the performance as the musicians and the film-
maker. Richly textured and formally dense, all of the
super-impositions and editing takes place within the
camera while he is shooting. Oftentimes he does not
know the piece the musicians will be performing, as
the musicians also rarely know what piece he will be
showing. Part of his practice is then the blind symbio-
sis of sound and image, a union performed with the
congregation of the audience as witness."

Kent Long
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MoHTaM aTTpaKLMOHOB
Montage of Attractions






Cepren dnseHwTenH
CTeKknAHHbIN OOM

1827—1930
ABTOpPCHaA AOKYMEHTALWMA K HEOCYLLIECTBNEHHOMY MPOEKTY

«[lo cBMAETENBCTBY CaMOro pexuccepa, naea ¢punbma,
AeNCTBME KOTOPOIro NPOUCXOANT B CTEKNAHHOM HeboCKpebe,
npuvwna K Hemy B cepeauHe anpensa 1926 ropa B bepnute,
B oTene «Xeccnep», rae OH *un B Homepe 73. Heckonbko
MecALeB CnycTa, B AHEBHUMKOBOM 3anmck ot 13 aHBapa 1927
roga, OnseHwTenH otmetn: «CerogHa NnpuayMaHo — «ame-
pUKaHCKyto» Gpunbmy Hapo fenatb ¢ CuHknepom. «CteknaH-
HbIM gom»... Barnag Ha AmepurKy cKkBO3b cTekna. MpoHuye-
cku, Kax PpaHc» (3). B Teuerune aHeapa—despana 1927 roga
ON3eHWTeNH caenan pag CueHapHbIX HABPOCKOB U PUCYH-
KOB, B KOTOPbIX OTPa3MSI0Ck €ro HaMepeHue «aatb ¢papc u
6ydd, rpOTECK M KOLIMAPHYO Tpareauto». PunbM JOMKeH
6bI1 cTaTb CBOEOOPa3HOM «aHTUyTONMen» 06 0AUHOYECTBE
4yerioBeKa B CBEPXTEXHWU3UPOBAHHOM KanMTaSIMCTUHECKOM
obuiecTee. (YNOMUHAHWA B HEKOTOPLIX KHUrax 0 TOM, Y4TO
ON3eHWTeNH HamepeBascA KpaHU3upoBaTb pomaH EBreHus

3amatuHa «Mbl» nog, HazBaHWeM «CTeKNAHHBIM 40M», OLIW-
604Hbl.) Jletom 1930 roga, 3aKn04MB KOHTPAKT ¢ «[lapama-
YHTOM», DWU3EHLITENH HACTOMYMBO Npeanaran UMEHHO 3Ty
TeMy AnA CbeMOK B [onnvByae v faxe Havan neperosopsl C
MUTTCOYPrcKMMU CTEKONBHLIMK 3aBOAAMW O BO3MOMKHOCTH
M3roToBUTb CTEeKAHHbIE AeKkopauun. OaHaKO He TONbKO
NpoAtocepbl U rONNMBYACKWE CLEHAPUCTBI, HO Jaxe ApY-
3bA permccepa (cMm. kHury; Montagu Jvor. With Eisenstein
in HoJliwood. Berlin, 1968, p. 103—104) He noHsAnM 3TOro0
3ambICna, U OT HEro MPULLTIOCL OTKa3aTbCA».

Haym Knerman

I FOCY[APCTBEHHbIN apX1B NIMTEPATYPbI U UCKYCCTBA

© locyaapCTBEHHBIN LEHTpasIbHbIM My3ei KMHO W LieHTpanbHb

Carrkr-TeTepbypra



© locyaapCTBEHHBIN LEHTPASTBHBIM My3€i KMHO 1 LLeHTpanbHBIN rocyaapCTBEHHBIN apxvs nnTepartypsi 1 uckycctsa CaHkT-MetepBypra

Sergei Eisenstein
Glass House

1927—1930
Author's documentation for an unrealized project

According to the testimony of the director
himself, the idea of the film, which takes place in a
glass sky-scraper, came to him in the middle of april
of 1926 in Berlin, in the Hessler hotel, where he
lived in room 73. A few months later in a diary note
from January 13, 1927, Eisenstein wrote: "Today
it is invented — make an "American" film together
with Sinclair. "Glass house"... Look into America
through the glass. Ironically, as France". (3) In
January-February, 1927, Eisenstein made a series
of the sketches and drawings for the script. In them
his intention "to give farce and buff, grotesque and
a horrible tragedy" was reflected. The movie had to
become a certain "antiutopia" about the loneliness
of a human being in the overtechnicised capitalist
society. (Some books mention that Einstein in-

tended to film Evgeny Zamyatin's novel "We" under
the title "Glass House", but this is a mistake.) In the
summer of 1930, having signed the contract with
Paramount, Eisenstein insisted this subject to shoot
in Hollywood and even started the talks with the
Pittsburgh glass plants about the possibility to make
the glass scenery. However not only the producers
and Hollywood script writers, but even the director's
friends did not understand his idea, and it had to be
renounced (see: Montagu Jvor. With Eisenstein in
Holliwood. Berlin, 1968, p. 103—104).

Naum Kleiman
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Anexcein Ncaes
MoHTa atTTpakKuynoHoB

Poccua, 1994—1996
3aKornbLoBaHHaA BUOEONPOeHLUMA

«MIMEHHO ABHKEHWE CTaHOBWUTCA IMaBHOM BU3YyaslbHOW U
ob6paszHor Temom dunbma Anekces Mcaesa «MoHTax aTtTpak-
LIUOHOB» (BTopoe HasBaHue «Pesontouma no kpyry», 1994-
1996). BHumarue Mcaesa yie He B NepBbiit pa3 npuenexaeT
MOTMB BpalLieHWA, Hanpumep, neHta Mebuyca — Bonnolue-
HWe naen 6eCKOHEeYHON KPYroBepTU — MOCTOAHHbLIN 3eMEHT
06pasHoN CUCTEMBI XyLOMHMKa (BOKPYr Hee pasBopadvsa-
eTcsa ctoxeT neppopmaHca «TononormyecKkum MHBapuaHT
KHurm» (1993), npucytctayet neHta Mébuyca m B «MoHTaxe
aTTpaKkuMoHoB»). Ho Ha cel pas, No crosam XyoomHWKa, TeMa
KpYroBOro ABWMEHWA POAMNACH Y Hero u3 HabntoaeHua, cae-
naHHoro npu npocmotpe dunbma «<bpoHeHocel, «[loTeMKuH»
(1925). Mo yteepmaeHuio Anexces Mcaesa, Bce MM3aHcLe-
Hbl, TPAEKTOPUU ABUKEHUA KaMepbl U NepcoHamKen B dunbme
Cepres Di3eHwWwTenHa pa3BoOpaynBatoTCA BOKPYr HEBUOMMOM
OCH, KpYHa, CNOBHO Kapycesb — APMapOYHbIM aTTPaKLMOH.

Ona Cepres OnaeHwTtenHa «<MoHTax aTTpaKkLMOHOB»
(HasBaHue dpunbma Anexcen Mcaesa nosTopsaet 3arosno-

BOK OQHOM M3 BaKHEMLUNX TEOPETUUECKHUX CTAaTEN PEKUC-
cepa) — 9TO LLIOKOBOE BO3AENMCTBUE Ha MCUXMKY 3pUTens,
BbIHY#Aatollee ero 6onee o60CTPEHHO BOCNPUHUMATL UAEH,
nponosefyemMble XyAOHHUKOM CO CLIeHbI UM KUHO9KpaHa.
BbiTekarowmi nocne yaapa HaramKkow rnas crtapyxu, YepBy,
KoMmoLuallMeca B MACe M3 MaTPOCCKOro bopLua, passep-
CThIM OT yaca pOT HEHLUMHbI, OMNSTaKMBaOLLEN CbiHA, — 3TH

Courtesy of MediaArtLab Centre for Art and Culture

«aTTPaKLUMOHbI» Di3eHwwITeiHa Anekcelt McaeB MoHTHpyeT

B CBOEM ¢ubMe C 3MM304aMK COBPEMEHHOIO aTTPaKLMO-
Ha, KOMMNbIOTEPHOM Urpbl «[ItOK», C Kagpamu, CxeMaTHYeCKH
n3obpamarolMmn paboTy elle 0O4HOro aTTPaKLMOoHa, — Ye-
NOBEYECKOro 0praH1MamMa, C ero Kapycesblo KPOBEHOCHOM
cUCTeMbl U NabuprHTOM Mo3ra. KpecToBHHa, «CMOHTUPOBaH-
HaA» M3 ABYX IKPaHHBIX MIIOCKOCTEMN, HA KOTOPbIX XyAOMHMUK
AEMOHCTPUPYET 3pUTENAM M36PaHHbIE UM «aTTPAKLMOHBI»,
6e30CTaHOBOYHO ABMMETCA BOKPYr CBOEH OCH, NOJ06HO

Kapycenu.
Kapycens, «BbicTpoeHHaA» NcaeBbiM B «MoHTame
aTTpaKuUMOHOB», — 3TO 06BEKT co3epuaHus. lNepekpecTtbe

OKPaHOB KPYHHTCA B MPOCTPAaHCTBE €ro q)MJ'IbMa, orpaHun4m-
BaACb B BO3AENCTBMM Ha 4yBCTBEHHOCTb 3pUTENA 6e306u1a-
HbIM BBEAEHWEM B TpaHC, HO HE nNogaBnAA ero BOtO. C ToukM
3pPeHnA QPISGHLIJTeﬂHa, CcTpemMumBLLEerocAa 3armnHOTU3nMpoBaThb
3puTenAa n NnoBeCTH ero 3a COGOPI, 3TO yANBUTENIbHOE Nner-
KOMbICIHE. 3pMTeJ'Ib MCaeBCKOro BMAeo0 HMKyaa He NAeT, OH
OoCTaeTcA MeguTmMpoBaTh. Sauem RyAa-T1o natn, ecnun, Aosura-
ACb MO Kpyry, BCceraa so3BpallaellbCAa B MCXOAHYHO TOHKy?»

Munena Mycuna. U3 ctatbn «<Ha cTbike K1HO
W BMaeoapTa. YTonua MeaneHHOoro Buaeo» (2002)



Courtesy of MediaArtLab Centre for Art and Culture

Alexey Isaev

Montage of Attractions

Russia, 1994—1996
Video, loop

The movement becomes the main visual and
image-bearing subject of Alexey Isaev's movie "Mon-
tage of Attractions” (the second title "Revolution go
round", 1994-96). Isaev's attention is again drawn
to the motive of rotating. For instance, Mobius which
embodies the idea of eternal rotating is a constant
element of the image system of the artist (it is in the
centre of the plot of the performance "The topological
invariant of the book" and is also present in "Montage
of Attractions"). But this time, as the artist says, the
theme of the circle movement was born out of an
observation, made while watching the "Battleship
Potyomkin" movie (1925). Alexey Isaev states that all
mise-en-scenes, trajectories of the movement of the
camera and characters in Sergey Eisenstein's film are
unfolded around an invisible axis, rotating as a merry-
go-round, a market attraction.

For Sergey Eisenstein "Montage [or Cut, Edit-
ing] of Attractions" (this is the title of one of his most
important theoretical articles of the director) is the
shocking impact on the viewer's psyche compelling
her to perceive the ideas, preached by the artist from
the stage or from the screen more sharply. Alexey
Isaev assembles Eisenstein's "attractions", such as
an old woman's eye flowing out after a whip's strike,

worms, crawling in the meat from the sailors' borsch,
and a wide open mouth of a mother, mourning over
her son, together with episodes from a contemporary
amusement, computer game "Duke", and one more
amusement — human organism, with its merry-go-
round of the blood system and the labyrinth of the
brain. The crosspiece, assembled from the two screen
planes, on which the artist demonstrates to the view-
ers the amusements of his choice, unceasingly moves
around its axis, as a merry-go-round.

The merry-go-round, builtby Isaev in "Montage of
Attractions" is an object of contemplation. The cross-
section of the screens rotates in the space of his film,
limiting its impact on the sensuality of the viewer to
harmless trance induction, not suppressing her will.
From the point of view of Eisenstein, who aimed at
hypnotising the viewer and make her follow the artist,
this is amazingly ligt-minded. The viewer of Isaev's
video does not go anywhere, he stays to meditate.
Why go anywhere, if, moving in circle, you always get
back to the starting point?

Milena Musina. From the article "At the turn of
Cinema and Videoart: Utopia of Slow Video" (2002)
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Nepy PpaHK

Crapwe Ha 10 muHyT (Craska o [obpe n 3ne)

CCCP, 1978

10, 35 MM, dumnem, 4,/6

Hamepa — I0pvic MNogHreKc

3ByK — Andopenc BuuHesckuc
Mysbika — Jliograpgac 'egpaBunytoc

A6contoT BU3yanbHOCTH W NereHaa AOoKyMeHTaNbHO-
ro KMHo. [epBbif U eAMHCTBEHHbLIM B MUPOBOM NPaKTUKE
HEUrpoBOro aKpaHa CHATbLIM OOHWM HEMPEPLIBHLIM KaapoM,
3a 0AMH Ay6nb, dpunbM-HabnoaeH1e; C 3aBA3KON, KyllbMUHA-
uuner 1 duHanom, Ho 6e3 egMHOro NMHIrBOo3HaKa . B pearnb-
HOM BPEMEHM U, KaK crneacTBre — 6e3 eAMHON MOHTAKHOM
CKIENKM.

B 2002 rogy ata KOpoTKOMeTpamKa , C Nojayn HaumHa-
towero 6puTaHcKoro npoarocepa Hukonaca MakHnuHTOKa,
nopsurHyna 15 anutapHbix pexmccepo mupa — bepHapao
Bepronyyuu, Mana-Jloxa Mopapa, Buma Bernpepca, xun-
ma dapmywa, BepHepa Xepuora, Herna Havre n ap. — Ha
y4yacTve B OOHOMMEHHOM allbMaHaxe U3 ABYX UrpoBbIX Guslb-
moB: «Craplue Ha 10 MuHyT: Tpy6a» 1 «CtapLue Ha 10 MUHYT:

BHONOHYesb». [logpasymesanocs, YTO B3pOCHbIA 3pUTeNb
UcnbITaeT TOT CaMbli, OT yKaca [0 NPOCBETIEHHOM YnbIGKH,
KaTapCKC, KOTOPbIM aBTOPbI GpUTbMA-OPUrMHANA YBEKOBEYMITH
y CBOero toHoro repos. B Tutpax Tak 1 HanucaHo: «[locea-
waetca [epuy Ppanry 1 KOpucy MNogHuekcy»

lanvHa ®Pponosa

Courtesy of the artist



Herz Frank

Ten Minutes Older (Tale About Good and Euvil)

USSR, 1978

10, 35 mm, b/w

Camera — Juris Podnieks

Sound — Alfreds Vishnevskis
Music — Ludgardas Gedravichyus

Courtesy of the artist

The absolute of visuality and the legend of
documentary. It is first and only one example in all the
world's practice of the non-fiction film made in one
uninterrupted shot. This is the film-examination; it has
an introduction, a climax and an ending, but there
are no linguosigns. It is real time and — as a conse-
quence — has no cutting and glueing.

In 2002 this short film, thanks to the begin-
ning producer Nicolas McClintock prompted fifteen
celebrated film-makers (Bernardo Bertolucci, Jean-
Luc Godard, Wim Wenders, Jim Jarmusch, Werner
Herzog, Chen Kaige and others) to participate in the
almanac of the same name. The new project consist-
ed of two compilation feature films titled The Trumpet
and The Cello. It was supposed to make the grown-

up spectator experience the same catharsis (from the
dread to the brightened smile) which authors of the
original film immortalized by.

Galina Frolova
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NMua Tukka
OpepHumocTb

MuHnangmna, 2003—2006
30', nHTepaKTMBHaA MHCTaNNALMA

<<r|pOGKT BOnJiowWaemMoro KMHO BnepBble npeacTtaBnAaeT
HOBbLIM BMA, HaHpa UHTepPaKTUBHOIo KMHeMaTOFpa¢a, onucbliBa-
eMblIM Kak BOM/oLaemMoe KMHo. Kak pa3BopavymnBaeTCA NOBECT-
BOBaHME, KaK poXgaeTcAa pUTM U SByKOBOﬁ J'IaHJZI,LLIad)T — BCe
9TO 3aBUCUT OT TOro, KaKk 3puUTeb ollyllaeT 3IMOLMUOHaITIbHYO
AVMHaMWRY MeXAy nepCoHarKamMu. Bonnowaemoe KnHo npupa-
eT ocoboe 3HayeHue GeccosHaTeanomy B3aMMOLENCTBUIO
MeXAy KMHO3pUTenem 1 KMHeMaTOFpad)OM. [NoBecTBOBaHUE HE
ynpaBnaeTca HanpAMYyHo 3pUTenemM, BMECTO 3TOIro pa3BepTbl-
BaHWE HappaTuBa 3aBUCUT OT 3MOLMOHa/IbHOIO BOB/1€4Y€eHHUA
3puTena. I'IpoeKT npegnonaraeTt, 4To 6eccosHaTenbHbIN U
CO3HaTeNbHbIM OMbIT HAaXoaATCA Apyr ¢ ApyromMm B Hepac4nie-
HUMOM CO¥KHOM B3aUMOLENCTBUM. HMHeMaTOFpaq)VILIeCKOG
nepexnBaHne nogpasymesacTt 6onbmee, 4emM NpoCTo BNOETb U
chblwaTh. DTO TaK*Ke o3HavaeT 4yBCTBOBaTb 1 3aHOBO nepe-
HMBaTb CBOM COBCTBEHHbIM ONbIT B TOM, 4TO NPONCXOOHUT C
«aApyruMmmn», 310 U €CTb BOrJiowaemoe KMHo.

Hawa KomaHga pa3pa60Tana HOBbI€ MHCTPYMEHTbI ANA
ynpaBneHuAa KMHeMaTOFpaq)MLIECHMM mMaTtepmnasiom 1 ero

Courtesy of the artist

MOHTa¥a Af1Aa Toro, 4Tobbl NOAYEPKHYTb MHOrOMEPHOCTL 3MO-
LIMOHANTbHOrO COOEPHMMOIO B MNOBECTBOBATENbHbIX Kafpax.
CyLwHoCTb NpoeKTa BOMoLWaemMoro KMHo «OaepHnuMocTb»
(2003, 2005, 2006) cocTtaBnAeT paboTa CBOEro poaa SMaeH-
wrernHoBoro «MoHTakHOro annaparta». OTOT MOHTaKHbIM an-
napart OCHOBaH Ha HappaTUBHOW JIOTMKE, KOTOPas COOTHOCUT
cvHeMaTorpadpryYeCcKUi KOHTEHT C NCUXOPUINONOrMHECKHUM
COCTOAHWEM 3puTenen. Taknmm 06pa3oM, NepernBaHnA 3pu-
TeNA OKasbiBalOT BO3AENCTBME Ha NOBECTBOBAHWE, COCTaBNAA
aTMocdepHbIF KpyroBOPOT MOCTOAHHOMO B3aUMOAENCTBUA CO
3pUTENEM M NMPOCTPAHCTBOM MOBECTBOBAHMA».

MNua Tukka



Courtesy of the artist

Pia Tikka
Obsession

Finland, 2003—2006
30, interactive installation

"The Enactive Cinema project introduces a novel
kind of interactive cinema genre, which is described
as enactive cinema: How the narrative unfolds, and
how rhythm and soundscape emerge, depend on how
the spectator experiences the emotional dynamics
between the characters. Enactive cinema emphasizes
unconscious interaction between the cinema specta-
tor and the cinema. Instead of the spectator directly
manipulating the narrative, its unfolding is affected by
the spectator's emotional participation. The project
suggests that unconscious and conscious experience
interact in an inseparable and complex manner. The
cinema experience is more than seeing and hearing. It
is about sensing and re-living of one'’s own experience
in what happens to the “others” — This is ENACTIVE
CINEMA.

The team has developed new tools for managing
and editing cinematic material, this, in order to em-
phasize the multidimensionality of the emotional con-

tent in the narrative imagery. In the core of enactive
cinema project Obsession (2003, 2005, 2006) a kind
of Eisensteinian 'montage-machine' is in work. The
"montage-machine” is based on a narrative logic that
matches cinematic content with spectators’ psycho-
physiological states. Thus the spectator’'s emotional
experiences have effects on the narrative, constituting
an ecological circuit of continuous interaction with the
spectator and the narrative space."

Pia Tikka
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EneHa NopbayeBa
Cnenble

MoceAweHne npoekTy Ceprea 3nseHwTenHa «CTEKNAHHbIA [OMY

Poccus, 2012
3', BUIEO, 3aHOIbLOBaHHaA NPoeKLVWA

«Hac oKpyatT COTHW Ntofer, ThicAYM cuTyaumit. Mel,
HUBYLLME B Merarnosnuce, nepeHacsileHbl MHbopmaLunen, B
TOM 4ucne 1 BU3yanbHOW. Jlioam Besae, noaun BOKPYr Hac...
Bce aBuetca 1 rpoxoyer... OT aT0ro B3rnAg Yenoseka
nputynnaeTca unu aepopmmpyetca — MO3r 6IOKUPYeET U
«3aTMpaeT» NoAPOBHOCTH, KaCatOLLIMECHA OKPYHKAIOLLMX HAC
ntofen. Yem 6onblie CTEKNAHHBIX CTEH BOKPYF, TEM MeHblLle
Mbl BUAWM. Mbl CTAaHOBMMCA MeHee 4yBCTBUTESIbHbIMM MO
OTHOLLUEHMIO K ApyruM. Becb M1p BOKpyr «He B pokyce». A
TO, YTO HaM KameTCA UCTUHHO BadHbIM, MOPOM N1LLb 06MaH-
YMBaA UIIIIO3UA.

Courtesy of the artist

Pa6ota cocTouT 13 AByx YacTeM, NOKa3bIBAOLLMXCH
napannesibHo. Ha ogHOM 3KpaHe — 3aKosnbLOBaHHOE NoBe-
CTBOBaHMWe U3 GpparMeHTOB XyLOKECTBEHHbIX dpunbmos. Ha
ApYyrom — BUAEOPAL, CHATLIN aBTopoM B Mockee. Brntoyats
¢ no6oro mecta. He crHxpoHW3MpoBaTb. 3BYKOBOWM GOH —
CCOpbl NMOAEN, CKPEKET TOPMO30B MaLLKH, KPUKH...»

Enena lop6ayesa



Courtesy of the artist

Elena Gorbacheva

The Blind

Tribute to Sergey Eisenstein's project "Glass House"

Russia, 2012
3', video, loop

"We are surrounded by hundreds of people,
thousands of situations. Living in a megapolis we are
overloaded by information, including the visual one.
There are people everywhere, people around us...
Everything is moving and rumbling... Therefore one's
sight gets dull and deformed — the brain blocks and
"erases" the details about the surrounding people.
The more glass walls we have around us, the less
we see. We become less sentient in our relation to
others. The whole world around is not "in focus". And
that which seems really important, is sometimes only
a deceiving illusion.

The work consists of 2 parts, showed at the
same time. On one screen there is a loop of the
fragments of motion pictures. On the other — video,
filmed by the author in Moscow. It can be watched
from any place and should not be synchronised. The
sound background consists of people's quarrels,
screeching of brakes, cries..."

Elena Gorbacheva
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TaKTUNbHBIN KMHEMAaTorpad
Tactile Cinema
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HoHctaHTuH CémunH (no pucyHkam CanbBagopa Hanu)
«AHpany3sckun nec» CanbBagopa Hanwu

Poccuna, 2012
7'20", 3aKonbLOBaHHaA BMAEONPOeKLMA, 4/6, 3ByK
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HecmoTpsa Ha To, 4To BO BpeMA CbeMOK «AHAaNy3CKOro
nca» Janu 6ykeBansHo 3abpaceiBan byHioana nucemamm ¢
NPEeANOKEHUAMN HOBAaTOPCKMX NPUEMOB €ro CO34aHMUA U
noKasa, NLb HEMHOIME U3 HUX HaLLMK OTPaeHWe B Nony-
ymslemca ¢unbme. Kpome Toro, ByHtoanb cTapanca kak mMor
NPUYMEHBLUWTL BKNaz, CBOEro coaBTopa B NpoLecc paborTsl
Haz KapTuHoW. B Hapemae BocnonHUTL Npobensl 1 peanu-
30BaTb NpuHagnexalyto [anu npeto «TakTUNbHOro KUHe-
maTorpada» KoHctaHTH CEMUH CcO34an aBTOPCKUM pPeMENK
npou3BeneHuUs.

«H MHOro Aymaro 0 TaKTUIILHOM KMHematorpade, 3To
6b1510 6bl HECNOMXKHO U NPOCTO PpaHTACTUYHO, eCNK Bbl HAM
yAanock caenate 4To—n1bo nogobHoe B Hawem ¢unbme B
KayecTBe MPOCTON UAMOCTPALMKU. SPUTENKU KNagyT PYKU Ha
CTOS1, Ha KOTOPOM MOABMAAKTCA Pa3Ho0bpa3HbIe NPEAMETHI,
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cnepya noruke ¢unema. Ha skpaHe repov rnagnt myeTy,
MydTa NOABNAETCA Ha CToNe M T.4., 3To byayT addeKTbl abco-
NIOTHO CHOppPeasIMCTUYHbIE U AylelumnaTenbHble. [epcoHam
AoTparvMeaeTcA A0 TPyna, a Ha CTomne nanblbl MOrpyHarTCA
B KaKOM-HWOYOb NOPOLLOK, €C/iM Obl Mbl MOTTIM UCMOMb30BaTb
LIeCTb—CeMb XOPOLLIO 0TOBPaHHbLIX CUHXPOHU3ALMH...

Ham cnepyet nogymats 06 aTom, No KpaviHen mepe Ha
6yayLuee, eCNM Mbl HE MOMEM OCYLLECTBUTbL 3TO Cenyac.
My6bnuka 6yneT TpenetaTb».

M3 nucema Canbeagopa Oanuv Jlyncy ByHroanto.
LnT. no: Tnbcon A. BesymHana wunsHb CanbBapopa anu /
A. Tnécown; MNep. ¢ aHrn. H. Puibanbyenko, T. Muxannosa. —
M.: Apt-PoaHuk, 1998.

© Canbsapop Oanu, VEGAP, PAO, 2012.



Honstantin Semin (upon the sketches by Salvador Dali)
“Un chien andalou” by Salvador Dali

Russia, 2012
7'20", video, loop, b/w, sound

Courtesy of the artist

Courtesy of the artist

Although Dali literally bombarded Bunuel with
his letters containing innovative methods concern-
ing the creation and presentation of their film “Un
chien andalou”, only few of his suggestions found
their way into the movie. In addition, Bunuel did
his best to lessen the contribution of his co-author
into the process of creating the film. Hoping to fill
the vacuum and accomplish Dali’s idea of “tactile
cinema”, Konstantin Semin made an author’s remake
of this work.

“I think a lot about the tactile cinema. It would be
simple and realy fantastic if we could do something
like that in our film as a plain illustration. The specta-
tors put their hands on the table, where different ob-
jects appear, following the logic of the film. The hero
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caresses a muff on a screen and the muff appears on
the table etc., these ones would be absolutely surreal-
istic and heart-piercing effects. The character touches
the corpse and the hands on the table are immersing
in some sort of the powder; and if we could use 6 or
7 well selected synchronizations...

We should think about it, at least for the future,
if we can't put it into practice right now. The audience
will tremble”

From the letter of Salvador Dali to Luis Bunuel.
Cit. lan Gibson. The Shameful life of Salvadoe Dali.
W.W. Norton, 1987
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BAJIN 3HCIMOPT
HuHo: nocTy4ym m NpMKOCHUCH [HI/IHO I'IpI/IHOCHOBEHI/IFl]

Asctpusa, 1968
111", BMOEOOOKYMEHTaUMA nepdpopmaHca

VALIE EXPORT. Tapp und Tastkino, Miinchen, Karlsplatz

(Stachus), 14. November 1968

«B pabote «K1HO: NOCTY4M U MPUKOCHUCH», KOTOPYLO
A cHana B 1968 roay, A nccnegosana MeHCKYo rpyab Kak
LLleHTPasbHYO TeMY KMHOUHAYCTPHUU. DTO GpUIIbM, CHATbIN
Ha ynuLie, HWBOKM 1 NOABUMKHBIN, NEPBBIM NO-HACTOALLEMY
MEHCKMIM dunbm. [MoKas, Kak 06bIYHO, MPOUCXOAMT B TEMHO-
Te. ToNbKO KMHOTEATp CTan MeHblle, OH BMeLLaeT Nullb ABe
pyku. YTo6bl yBUAETE GUIbM, a B AAaHHOM Clyvyae — OLLy-
TUTb U NOTPOraTh ero, «3pUTENo» NPUXOAUTCA 3aCyHYTb 06e
PYKM BO BXOAHOE OTBEPCTME KMHOTeaTpa. Takum 06pasom,
3aHaBec, KOTOPbIM NepBOHaYanbHO 6bln MOAHAT TONMLKO AJ1A
rnas, NoOAHUMAETCA OKOHYaTeNIbHOY.

BAJIM SKCNOPT



VALIE EXPORT
Tapp und Tast Hino (Touch Cinema)

Austria, 1968
111", performance videodocumentation
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VALIE EXPORT. Tapp und Tastkino, Miinchen, Karlsplatz

(Stachus), 14. November 1968

"In Tapp und Tast Kino (Touch Cinema),
which | made in 1968, | examined the breasts
as a central theme within the film industry. The
Tapp und Tast film is a street film, a mobile film
and the first real women'’s film. The performance
takes place as usual, in the dark. Only the movie
theatre has become somewhat smaller , there is
room in it only for two hands. In order, to see the
film, which means in this case to sense and feel
it, the “viewer” must put both hands through the
entranceway to the theatre. Thus the curtains
which previously had been drawn up only for the
eyes is also finally raised for the hands".

102 - 103

VALIE EXPORT



TOTAPT

Hatanba Abanakosa u AHatonun H{uranos
MNonoTepsbl

CCCP, 1984

1'34", BuOeodoKymMeHTaumA nepdopmMaHca, punbM 16 mv

HomHaTa B HBapTVpe XyAOMHMHOB. MyMCHOE 1 EHCHOE TENo, ABEPHO Ma30H, LLETHWM AR HATUPHX nona.
Hamepa: rops AnenHnHos

Courtesy of the artists. Phato: Igor Aleynikov

XyBOMHWKM HATUPAtOT NOM B KOMHATE, NOCTENEHHO
pasfeBanch, Kak cOpachiBaloT pyballKku pasropAveHHble
pabotoi nonotepsl. PackaunBatrowmecsa ABUKEHHUA TO
CONMKAIOLLMXCA, TO PACXOOALMXCA MYKUUHBI U HEHLLUHBI
aCCOUMMPYIOTCA C NOJIOBLIM aKTOM, TEM GOIee 4TO 3pUTENH
«NOArNALbIBAIOT» 32 NPOUCXOAALLMM Yepe3 ABEPHOM rMa3okK.
Putyanusaums o6blAeHHOrO AeMCTBUA C OAHOWM CTOPOHbI U
oTchinKa (Yepes HaMeK Ha «nopHorpaduio») Ha aceKcyanu-
3aLMI0 TOTANIMTaPHOMO O6LLECTBA, e BCe MoA, 3anpeTomM.



>
o
]
c
s
2
<
P
(=]
=
a
3
o
e
o
a
Q
=4
@
Q
o
S
k<]
=
[0]
Q
€
3
Q
o

TOTART
Natalia Abalakova and Anatoly Zhigalov

Floor Polishers

USSR, 1984

1'34", performance, documentation, film 16 mm

Artists'flat. Human bodies, 2 floor-polishing brushes, a peephole for viewers
Camera — Igor Aleynikov

Artists polish the floor undressing in the
process viewers looking through the peephole
which makes banality of movements a peep-
show (combination of “Duchamp effect"— peep-
ing — and “estrangement effect” of peephole)
and a primordial rite.
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Banepuin AnzeHbepr

BusyanbHble mannnynauunm (18, 16, 19, 13)

Poccua, 2012
Ne18 — 15'30", Ne16 — 16'48", Ne13 — 40'26", Ne13 — 24'55", BugeonHcTannAums
Ha ocHoee aBTOpcHMX NepdopmaHcos 1995—1998 rr.

«OpHaxabl B MOCKOBCKOM Tponnenbyce «b» A ysuaen
nAesywKy. Koma y Heé Ha nby 6bina cunbHo HataHyTa. [lo 6ne-
cKa. fl nogyman: ecnm NpUTPOHYTLCA K HEMy BPUTBOM, KOMa
C TPecKoM nonHeT. BoamoxHo, MMeHHO 3To HabntoaeHue u
MOA peaKLMA Ha Hero Bbi3Ba/ln BMOCIeACTBUM CEPUI0 Nep-
dopmaHcoB nopa, HassaHWeM «BuayanbHble MaHUNynALMK»,

A B3AN NOAPAMHMK M HATAHYN HA HErO HECKOJbKO
nuctoB 6ymaru pasHoro ugeTta. CnpoeKTMpoBan Ha nonyveH-
HbIM 3KPaH cramg u cTan pesartb bymary.

OKpaH ¢ NpoeKLMeN MOKHO BOCTIPUHUMATb KaKk HEKOe
aKTMBMPOBAHHOE «NycToe MecTo». Ho B oTnume OT Knaccu-
4ECKOrO UCKYCCTBA, MAE YACTOE MECTO (XONCT) HAZlo YEM-TO
3aHATb, 3aMoSIHUTL OOBLEKTOM, 34eChb 3aA4a4a — COXPaHUTb
«nycToTy». Co3path TOMIbKO MECTO AJ1A GECKOHEYHOro KOnm-
4ecTBa KOMMO3ULIMOHHBIX GOPM.

HuuTo, KpOMe mecTa, He 6yaeT UMeTb MecTa.
CredaH Mannapme

Banepuit AitseH6epr. BuneoneppopmaHc «BusyanbHele manunynaumm 18» Courtesy of the artist

CronbKo 6bl A He pe3an bymary, CKOMbKO 6bl He Mo-
ABNANOCH HOBbIX GOPM M, COOTBETCTBEHHO, aCCOLMALNH,
AeNcTBME He AO0CTUraeT Lenu, oHO N1k Aencteue. Ectb
Nuwb nonbiTka nepeco3nanua. Foeops cnosamu C. Hukeka,
“HapLMCCHYECKOe yA0BNEeTBOPEHME COBEPLUEHHO O4EBUAHOY.

B HeroTopom cmbicne «BuayanbHble maHMnynaumm» —
370 6ecco3HaTeslbHOe AENCTBHE, NOTOMY YTO OCHOBaHO Ha
BOCMOMWHaHWK, a no 3. Ppenay namATb U CO3HAHWE — B3au-
MOMCHKJTHOYaIOLLM.

B npoekTte nsyvaetcs TBOpYECKMI NpOLLECC, B CMbICTE
€ro CMoHTaHHOM M PYTMHHOM cocTasnawowmx. B otnnyme ot
KnHemaTorpada, rae akpaH — MeCTO WIIO3WK, TYT IKpaH —
9TO OGBEKT, HA KOTOPOM MPOMUCXOJAT pearnbHble COBLITHUA.

Banepui AnseHbepr



Valeriy Ayzenberg. Video performance Visual Manipulations 18. Courtesy of the artist

Valeriy Ayzenberg

Visual manipulations (18, 16, 19, 13])

Russia, 2012
Ne18 — 15'30", Ne16 — 16'48", Ne19 — 40'26", Ne13 — 24'55", video installation
Source: artist's performances of 1995—1398

"Once | saw a girl in the Moscow “B" trol-
leybus. The skin on her forehead was so tightly
drawn it almost crackled. | thought if it was
touched with a razor, this skin would burst with
a snap. It was probably this observation and my
own reaction to it that later caused a series of
performances named the Vusial Manipulations.

| took a canvas stretcher and fixed a few
sheets of paper in various colours over it. |
projected a slide on this improvised screen and
began cutting the paper.

The projecting screen can be percieved as a
kind of activated “empty space”. But unlike clas-
sical art, where you have to fill the blank space
(the canvas) with something, the object here is to
preserve this emptiness. To only create a place
for a limitless supply of composition forms.

Nothing will take place, but place.
Stephane Mallarme

No matter how much paper | cut, how many
new forms and accordingly, new associations
appear, the action doesn't reach its objective, it
is just action. This is only an attempt to re-cre-
ate. To quote Zizek, “the narcissistic satisfaction
is quite evident”.

In a sence the Visual Manipulations is an
unconscious action, because it is based on a
memory, and according to Freud memory and
the conscious self are mutually exclusive.

This project explores the creative process
— meaning its spontaneous and routine com-
ponents. Unlike cinema where the screen is a
place of illusion, here the screen is an object
where real events happen".

Valeriy Ayzenberg
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ExaTepuHa NaBnosa
I am a fish

Poccua, 2011—2012
6'9", oByxHaHanbHoe LUM(POBOE BMAEO, LBET, Be3 3ByHa

Pa6ota npencrasnaet coboi BUAEOLOKYMEHTALMIO
nepdomaHca, NpoBeAeHHOro xyaoxH1MKkom B Mockee 1 B
BaHkoke, roe ExatepuHa MNasnosa nyTelwecteosana, Hages
Ha cebA rono.y «pbibbl», MeTahOPUUYECKU BOMIIOLLAA NEPEKU-
BaHMe cebA Kak 6e3rnacHoro cylecTsa B Yyx oM Ana cebs
cpene.

«BamHom yacTbto Moero neppomaHca ABNAETCA GpU3n-
YecKoe paclumperue Moero Tena («pbibbA ronosa») Kax onbIT
OCMbICNIeHUA «ceba» Kak «apyroro». BaHrkok nnu Mocksa,
MeHAA CBOEe TepPUTOPHaNbHOE MOMOKEHWE, A PacLLUMPA-
na rpaHuLLbl MOMUCKa Cpefbl, KOMMYHUKALIMKM, U3MEHEHHA

UyBCTBMTESILHOCTH Jltofe, Ux peaKumin. CBonm obpasom A
MblTalaCb M3MEHUTb 0BbIAEHHYHO BU3yasibHYIO peanbHOCTb
3pUTENA, KOTOPbIM M cam Bbln BRMIOYEH B 3TY PaCLUMPEHHYIO
peanbHOCTb, U60 OH BUAEN MEHA».

ExatepuHa NaBnosa

Courtesy of the artist



Courtesy of the artist

Ekaterina Pavlova
i am a fish

Russia, 2011—2012
6'9", two-channel digital video, colour, silent
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This work is a videodocumentation of a
performance, realized by the artist in Moscow
and Bangkok, where Ekaterina Pavlova travelled,
having put the head of the fish on. It is a meta-
phorical embodiment of her own experience as a
voiceless being in the strange environ.

“The physical expansion of my body (fish's
head) is an important part of my performance.
It's an experience of understanding “yourself”
like an “other”. Bangkok or Moscow, when |
change my horizontal position, | extend bounda-

ries in search of environment, communications,
changing people’s sensibilities, their reactions.
With my image | was trying to change the spec-
tator’s visual reality — he was included in this
expanded reality, because he saw me”.

Ekaterina Pavlova
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MaLumHoBuaeHme
Machine vision
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Byaun v LLrenHa Bacionku

Mopbopka Bngeo n3 npoexrta «MawmHoBugeHmne»

CLLIA, 1975—1980
Bupeo

MpoekT «BuaeHue malumHbl» (1975—) nossunca Ha cBeT
n3 uccneposaHui LLITerHbl B 06nacTv BOCNPUATHA, HaYaTbIX
B 1975 ropy v npoponxaromxca ao cux nop. B Buaoeokrac-
ceTax M MHCTannAuMAX, BXOOALLMX B KOpnyc npoekTa, LLTteiHa
pasfenaeT TOUYKY 3peHUA C OpPraHMYeCKOM NepPCrneKTUBLI U C
4erioBeYECKOM MHTEHLMOHANBHOCTHU. HYTO6ObI A,OCTUYL 3TOrO,
OHa KOHCTPYMpPYeT MexaHW4YeCKue yCTPOMCTBA, AOMNONHEHHbIE
ONTHUYECKUMU MHCTPYMEHTAMMU, KOHTPOIMPYIOWMMU Kamepy.
C nomoLLblo 3aMKHYTbIX CUCTEM BUOE006CNYHUBAHWUA 3TH
3NEeMEHThbI YCNIOMHAIT HOPMasIbHBIM NPOLLECC NMOHUMAaHKA
BUAMMOro MUpa.

LleHTpanbHbiM Nnpon3BeaeHem B npoekTte «BuaeHune
MaLmHbl» AasnaeTcA «Bcesmpaerre». [1se Buoeokamepsl ycra-
HOBINEHbl Ha MoMNepeYHbIX NepernagnHax, B CBOK odepenb,
HaxO4ALLMXCA Ha MOTOPU30BaHHOM MOBOPOTHOM cTone. Bo
«BceBupeHue |» BxogAT ABa nonywapma, Ha KOTopble yKasbl-
BatoT Kamepel. Bo BTopoit Bepcum («Bcesuaerue |l», 1978)
KaMepbl CKaHUPYIOT NOBEPXHOCTb 3epKanbHOM cdepbl Ha
LEeHTpanbHOM ocu nepeknaauHbl. BugeocurHan HanpaeneH
Ha 2 nnu 60sblle MOHUTOPOB, CTOALLMX AANEKO OT BEPTYLUKM.
Tak Kak kamepsbl ABHUratoTca no nepumeTpy B 360 rpagycos,
Ha MOHWTOPAax MOCTOAHHO MOABMAAKTCA 3PUTENU C Nepude-
pun. OfHa U3 KaMep CHUMAET WX, HEBaXHO, r4e MMEHHO B
KOMHaTe OHW HaxoasaTCA.

Bo «BcesnaeHnu llI» yeTbipe MOHMTOpPa NOMeLLLEHbI NOA,
BepTywKou. B pesynerate 3putenam paerca obuiee npen-
CTaBneHWe 0 BCeX KoMMNoHeHTax pabotel. XoTa «BceBnaoernne»
BbLICTaB/IANOCH B HECKOJIbKUX ranepesx, LUteiHa ctapaetca
pa3Hoob6pa3nTb onuuun nokasa. MHorpa «Becesnperve» pe-

Steina Vasulka. Orbital Obsessions 1974—1978. Courtesy of The Vasulkas archive

MOHCTPUPYETCA B BU3YallbHO CIIOMHOM OKPYHEHUM — Hanpw-
Mep, B 06CTaBNeHHOM KOMHaTe, FOPOACKOM MNensae Unu B
mMacTepckon Bactonok. Horga nHctannauma npeacraeneHa

B ranepesnx wnun mysesx, LLtenHa nobaensaet cneunansHo
CcOo3AaHHble ANA 9TOW uenn Mo3avku Byaow.

XOTA MHCTaNNALMM COCTaBNAOT BONbLUYIO HYaCTb KOP-
nyca NpoeKTa, Ha MHOMMX KacceTax, 3anucaHHbix ¢ 1975 no
1977 r. (cobpaHHbix BMecTe B «OpBUTANLHON OAEPHUMO-
cTu», 1977), LLITelHa cnonbayeT Kamepsl, KOHTPONUPYEMbIE
MOTOPH30BaHHLIMK NprMbopamu. Taknm o6pa3om oHa Gopmu-
pyeT HaCTOALLMM NEKCMKOH GOpMasibHOro CnoBapA 3aMKHY-
ThIX CUCTEM BUAEO00OCIYHUBAHUA.

B «[opopackux npoucecTterax» (1980) npeacraeneHs
ManieHbK1e nprbopel, 060pyA0BaHHBIE MOTOPU30BaHHBLIMU
aneMeHTamu, 3epkanaMmu U ob6bKTHBaMu. B «JleTHelr conum»
(1982) LteinHa duanyecKH MaHUMyNIMpoBara CBOEro poaa
ONTHUYECKUM NPOTE30M, NPUCOEANHEHHBIM K OOBEKTUBY
Kamepbl. Ha apyrunx BuaeokacceTax M MHCTaNNALMAX, 3aBep-
weHHbx ¢ 1980-x rr. («3anag» (1983), «[Mronemen» (1990) un
"Borealis" (1993) Bactonku Tome MCronb30Ban MOTOPU30-
BaHHbIE W ONTUYECKME NMPUCNOCOBNEHUA, HO 3TU PaBOTLI He
NPUHaAIERAT CTPOro K NPoeKTy «BuaeHne mMamHbl».

Bencan Boren © 2001 FDL



Steina Vasulka. Machine Vision, 1975. Courtesy of The Vasulkas archive

Woody and Steina Vasulka

Works from the Machine Vision project

USA, 1875—13980
Video

The Machine Vision (1975—) corpus was
born out of research into perception begun
by Steina in 1975 and pursued ever since. In
the videotapes and installations of this corpus,
Steina dissociates point of view from an organic
perspective and from human intentionality. To
do so, she allows a series of kinetic devices
supported by optical tools to control the
camera. With help from closed-circuit video,
these elements render the normal process of
understanding the visible world more complex.

Allvision is the pivotal piece in the Machine
Vision corpus. Two video cameras are placed
at the ends of a crossbar set on a motorized
turntable. Allvision I includes two hemispheres
that the cameras point toward. In the second
version (Allvision Il, 1978), the cameras sweep
over the surface of a mirror sphere in the
bar's central axis. The video signal is diverted
toward two or more monitors far from the
turntable. Because the cameras move around
a 360-degree perimeter, spectators on the
periphery appear constantly on the monitors.
One of the cameras captures their image no
matter where they are in the room.

In one version of Allvision I, four monitors
are placed under the turntable. As a result,
spectators have an overall view of every
component in the work. Though Allvision has

been featured in several gallery exhibitions,
Steina tries to vary the settings showcasing
the work. At times, Allvision is set up in visually
complex environments, such as a decorated
room, an urban landscape or the Vasulkas'
workshop. When the installation is presented
in galleries or museums, Steina adds mosaics
created by Woody especially for this purpose.

Although installations made up a large
part of this corpus, in many tapes made
between 1975 and 1977 (compiled in Orbital
Obsessions, 1977), Steina used cameras
controlled by motorized devices, and she built
up a veritable lexicon of the formal vocabulary of
closed-circuit video.

Urban Episodes (1980) featured small
devices equipped with motorized elements,
mirrors and lenses. In Summer Salt (1982),
Steina physically manipulated a sort of optical
prosthesis attached to the camera's lens. In
other videotapes and installations completed
since the 1980s, The West (1983), Ptolemy
(1990) and Borealis (1993), the Vasulkas used
motorized and optical devices, but these works
do not strictly belong to the Machine Vision
corpus.

Vincent Bonin © 2001 FDL
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HeH Qxenkobe
HeHb HOHET

CLLA, 2009
8', uset, 6e3 3ByKa
HomnbloTepHana TexHu4ecKkasa NoMoLLb — 3puK HenbcaoH

Courtesy of the artist

HKuHosBesna ®no, 3agymumBan Monogas aesywka Hucwm
n Aza, pocTaToyHO B3pocnas, 4Tobbl AT BMECTE CO BCEMM,
HO BCe eLle oxuaatoLLasn, 4to ee OyayT BO3WUTb B KOMACKE.
Ecnun B Pume AcHBIM AeHb, TO WyTKW ¢ conHuem nnoxu. Ho,
rOBOPAT, CambIi NPEKPACHBIM AeHb — 3TO KOraa HUYero He
NPOM30LLO.



Hen Jacobs

The Day Was a Scorcher

USA, 2003
8', color, silent
Computer technical assistance — Erik Nelson
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Movie-star Flo, Nisi the thoughtful young girl,
and Aza old enough to trudge with the rest of us
but still expecting to be pushed around on wheels.
The sun doesn't kid around when it's a sunny day
in Rome. But it's a perfect day, when — as said —
nothing happens.
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BANN 3KCMOPT
METAHOWA

Asctpua, 2011
Buvneo, 3aKonbLoBaHHaA NpoerumA

VALIE EXPORT. Aus der Mappe der Hundigkeit, 1968 © VALIE EXPORT

BAJIM SKCIOPT cocTaBuna aty nog6opKy U3 06-
LWMPHOro cobpaHnsa COBCTBEHHbIX PabOT, BKIHOYAOLLETO
9KCNEPUMEHTaNbHbBIE KUHOPABOTbI, CTPYKTYPHbIE GUMbMbI,
BWAEOAOKyMeHTaL Mo neppopmaHcoB 1 6oan-nepdopmaH-
coB, Buaeonoamsel ¢ 1968 no 2010 roa.

Honnekuua Buaeo 3agymaHa Kak CamMOCTOATENbHOE
MPOM3BEAEHUE UCKYCCTBA U COAEPHUT Hanboree BakHble
BWAEO- Y KMHOPAOOTh! XYAO0KHHLbI.



VALIE EXPORT
METANOIA

Austria, 2011
Video, loop

VALIE EXPORT. Body Tape, 1970 © VALIE EXPORT

VALIE EXPORT composed this collection
from her comprehensive body of work herself,
including avantgarde films, structural movies,
performance videos, video poems as well as
video body actions and experimental films from
1968—2010.

This collection represents an independent
piece of art of the most important work in video
and film of media artist VALIE EXPORT.
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AnexcaHpgpa Hy3HeuoBa
Tpn yseta. benbin?

Tpn yseta. Cepbin?
Tpn yseta. HpacHbin?

Poccua, 2012
9', nepdopmaHc. BrupeogokymeHTauma, 06beRThI

«YenoBek BCcerna MMeeT BO3MOKHOCTbL BbIGUpaTh Cro-
co6 B3aMMOAENCTBUA C BHELLHMM MUPOM M KaK CTpaTeruio
BCEM HWU3HU, U KaK NoBeLeHUe B NMOBCEAHEBHbIX MU3HEHHbIX
obcToATenscTBax. JIOoMUTLCA MM MATH NPOTOPEHHON [OPO-
rOM, NPOAMPAaTLCA Yepe3 NPEnATCTBMA UK OGXOOUTL WX...
TaK Unu nMHave, «NPOXOAA» MO XU3HHM, YENOBEK OBpeYEH Ha
n3meHeHuA. OTa paboTa 0 pasHbIx crnocobax B3aMMopen-
CTBMWA YenoBeKka ¢ MMpoM. PopmanbHas cTopoHa paboThl
noBTOpAET paboTy HEMELKOTO XyAoKHUKa DamyHaa Kynne-

na (Edmund Kuppel) «<Bokpyr ceeta 3a 4 MuHyThI» (1975).
OgfHaKo B AaHHOM Crlyyae 3ToT Np1eM NMoMoraeT paccKasarb
UCTOPUIO He CTOMBKO 06 YCNOBHOCTH BPEMEHHW W NPOCTPaH-
CTBa, CKOJTbKO O BEYHOM BOSBPALLEHWUM>.

AnekcaHppa HysHeLoBa

Courtesy of the artist



Courtesy of the artist

Alexandra Huznetsova
Three colours. White?

Three colours. Grey?
Three colours. Red?

Russia, 2012
9', performance. Video documentation, abjects

“The man always has an opportunity to
choose his way of interaction with the world out-
side: both as a general life strategy and as a be-
haviour in everyday circumstances. He can choose
what to do: to break strait through or follow the
trodden path; to scramble through the obstacles
or pass over them... One way or another, the man
is weirded to the changes. This is the work about
different modalities of interaction between the

man and the world. The formal side of the project
repeats the work “Around the world in 4 minutes”
(1975) by Edmund Kuppe”.

Alexandra Kuznetsova
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OuHa HapamaH
Bpems

Poccuna, 2012
13, OByxHaHanbHasA B1OE03BYHOBaA MHCTaNNALMA

Courtesy of the artist

TeMHbIM NNOTHBIM naHAwadT BHYTPEHHEN NPUPOAb
4yenioBeKa HEBO3MOXHO NMOMHOCTBIO BbICBETUTL MW 060-
3Ha4MTb. B nouncke cpencTs TpaHCIMpoBaTh YyBCTBEHHOE,
6EeCKOHeYHO NnoaBepraemMoe COMHEHUAM U pedrieKcHu,
COBepLUaeTCA MNonbITKa Nnepesoaa OAHOM U3 CUTYaLMM UH-
TYUTUBHOIO NpoLiecca CaMOMNO3HaHWA Ha A3bIK PUTYallbHbIX
Aencteri — B dopmy 06pAaa OYMLLEHMA, HaA/laMbIBatOLLErO
XPYMNKYIO FPaHULLy MEXAY BHYTPEHHUM W BHELLUHWUM.



Dina Haraman
Burden

Russia, 2012
13, two-channel video, sound installation
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Courtesy of the artist

The dark dense landscape of human's internal
nature is impossible to fully illuminate or define. In
search of means to convey the ever-doubted and
ever-questioned sensual, an attempt is being made
to translate one of the situations of intuitive process
of self-discovery into the language of ritual actions —
into the form of a purification ritual, which cracks the
fragile boundary between the internal and the external.
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NpoeKTobl
Projects

/IHTEPaKTUBHbBIN KMHEMATOrpad
Interactive Cinema






36urHes PbIBYMHCKNI
HoBaAa KHura

Monbwa, 1975
10'26", 35 mm, KopaTHun dvnem, SMFF Se-Ma-For, Jloass

Courtesy of the artist

OKpaH pasaeneH Ha AeBATb YacTel. Hampaana 13 Hux
noKasablBaeT CBOE NMPOCTPaHCTBO M CBOE NMOBECTBOBaHME.
O6bennHaeT Mx 06pas KHUMM, KOTOPYHO NepenatoT 13 pyK
B PYKM BO BCex 4acTAx U anm3onax. Bce nctopun B aton
paboTe paccKasblBalOTCA NapanieNibHo, Kak byaTo B peanb-
HOM BPEeMEHH, OAHAKO MO XOAY MOBECTBOBAHWA MEMAY HUMM
BO3HMKaEeT MHOXECTBO CBA3EM W NepeceyeHumm.



Courtesy of the artist

Zbigniew RybczynskKi
Nowa Hsiazka (New BookK])

Poland, 1975
10'26", 35mm short film, SMFF Se-Ma-For Lodz

The screen is divided into nine different
squares. Each representing one place. The uniting
element of all the actions is a book passed from
one hand to the other. All stories run parallel, as if
in realtime, yet linked in a linear way at the same
time through the narrative of the action.
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Hpuc Xennc
nepCOHaﬂbeIVI HUHOTEaTp C CEeHCOPHbIM 3KPaHOM,

noKasbiBalOLWUN 9 MHTEPAKTUBHbIX (I.)I/IﬂbMOB

Benukobputanua, 1995—2001
VIHCTannAWvA Ha CEHCOPHOM 3KpaHe

Courtesy of the artist

OTa noabopKa IKCNEPUMEHTAIbHBIX MHTEPAKTUBHBIX KaTeropwi COOTBETCTBEHHO OCHOBHbLIM TEMaM, paccmaTpuBa-
¢drnbMOB co3naBanack aBTOPOM B TEYEHME HECKOMBbKUX NleT €MbIM B KaX/O0M M3 HUX: Men3ax, HaBUrauua B MPOCTPaHCTBe,
W NpeacTaBnAeT cobow paboThl C «KWBLIM» AENCTBUEM, B AOKYMEHTabHbIM GUNbM, MYNIBTUAKPaHHBIM GpUIbM, KOMeaMA-

KOTOPbIX BU3yasibHble MeTapopbl UHTEPAKTMBHOCTH ABMAIOTCA  BbIMbICES.
HEeOTbeMNEMOM YacTblO CaMoro KMHoMaTtepwana. [ocKonbry

¢MNbMbl 324yMbIB/TMCH C TOYKM 3PEHUA BU3YaSIbHOrO MNOAXO-

[3, CLeHapWi B TPAOULMOHHOM €ro NMOHUMaHWKW HEe MCMOoNb-

3yeTcA. PunbMbl MOXHO BblIGpaTb HA CEHCOPHOM 3KpaHe ¢

MOMOLLBIO MEHIO, B KOTOPOM OHU OENATCA Ha NATb Pa3fyHbIX



Courtesy of the artist

Chris Hales

One-Person Touchscreen Cinema
Showing 9 Interactive Movies

UH, 1995—2001
Touchscreen installation

The installation contains a collection of experi-
mental interactive movies made by the artist dur-
ing several years, they are characterized by being
live-action works in which the visual metaphors for
interaction are inherent in the filmic material, rather
than being added on as graphic icons or complicated
interface systems. The means that the movies do not
stray too far from recognizable modes of filmmaking,
nor do they deconstruct or reinvent definitions of the

word "film": the innovation is in the interaction and the
type and structure of the story. The films can be se-
lected on the touch screen from a menu which divides
the works into different categories — seven of the
films were specifically created for the tactility of the
touchscreen, the remainder investigate multiscreen
representation.
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Meppu Bapp

YenoseK ¢ KMHoannapaTtom: rnobanbHbIA peMenK

C 1999 ropga
[orymeHTauUMA NpoexTa, 3aKonbLoBaHHaA BUOEONPOEHLUMA

«Yenosek ¢ KMHoannapartoMm: rnobanbHbIM PeMenK» —
COBMECTHbIM MPOEKT, CHUMaeMbI MO BCEMY MUPY JIIOAbMH,
KOTOPbIM NMPEASIOMMIIM 3anMCbiBATb PONTMKN-CIOMETbI, MH-
TeprnpeTUpYyoLL1e OpUrMHabHbIM CLEHapHiAi BEPTOBCKOM
KapThHbI «HefnioBeK ¢ KMHoannapaToM», U 3arpyartb 1x Ha
http://dziga.perrybard.net, rae nporpammHoe obecneyeHue,
paspaboTaHHOe CreLMaibHO AJ1A 3TOro NPOEeKTa, apXmMBK-
pyeT, nepepacnpeaenaeT 1 NPOUrpbIBaeT B HEMPEPbIBHOM
perunme («<CTpUMnanH») Nony4eHHble N304kl B Ka4eCcTBe
dunbma. MNMocKonbKy ntoaM MOryT 3arpy3nTb TOT #e Kaap He-
CKOMbKO pa3, BO3MOMHbI 6eCKOHeuHble Bepcun dunbmMa. ITu
KaApbl CTAHOBATCA 4aCTblo OBOLLEMMPOBOro MOHTaMa, HOBbIe
Bap1aunm GpubMa emeHeBHO NepeaaroTca Ha CauT.

HaHHaa paboTta nbiTaeTcA BbIABUTb BO3MOKHOCTH
MHTepHeTa anAa rmobanbHOro coTpyaHM4ecTBa, NooLwpaAn
coyyacTue npeacTaBuTENen pasHbiX KylbTyp, a TaKkme pas-
pabaTbiBas NporpamMmmHoe obecneyeHne, KoTopoe Moo 6kl
NpUHMMaTb MHGOPMALIMIO U3 MHOMOYMUCIEHHBIX NCTOYHUKOB,
HayMHaA OT MOOMIIbHbIX TENEePOHOB U 3aKaHYMBAA CKPUH-

Courtesy of the artist

woTamu. [1nA Toro 4To66I rapaHTUPOBaTh, HTO 3arpyHeHHbIe
Kaapbl/KMHOBapHaLMK He NPUAYT U3 00bIYHBLIX MecT, 12
KOPPECMOHAEHTOB M3 He3anagHbIX CTpaH Obinu npusneye-
Hbl 417 OPraHU3aLMKn NPOeKTa B TeX YaCcTAX MMPa, FAe OHU
Haxom4ATCA.

«YHenoeek ¢ KMHoannapaTom» 6bin BeIGPaH NOTOMY, YTO
OCHOBHOWM Lenbto BepToBa 66110 3aneyatneHue noscen-
HeBHocTW. Cam dunbm npeactaBnaeT cobon 6asy AaHHbIX,
COCTOALLYIO M3 KaApOB, CHATbIX B TEYEHWE AHA, OT BOCXOAA
[0 3aKaTa. HawabiM Takon AeHb CUHTE3NPYETCA M3 KaapoB.,
MOJSy4YeHHbIX M3 TPEX Pa3HbIX FOPOAOB, U YepeayeTcA ¢ ppar-
MeHTaMM BTOPOW UCTOPMK, KOTopaA npeacTasnaeT cobomn
AHEBHWK ®M3HKW KMHooMepaTopa. PefaKkTypa ocyLwecTs-
NAETCA UCKNOYUTENBHO HENMHEMHBIM 06pa3oM, C UCNoMb-
30BaHMEM CaMblX COBPEMEHHbIX M M3OLPEHHbLIX METOAOB
BMA,EOMOHTaxa. Taknm 06pa3om, Ha OCHOBE HOBOW BEPCHUU
C co3paHneM 6a3bl JaHHbIX, 9KcnepumeHT BeprtoBa waraet
npAmo B 21-bI BeK, NOAHMMAA NPWU 3TOM BarHbIe BOMPOCH O
Me[uMa-Nnpomn3BOACTBE B anoxy youtube.



Courtesy of the artist

Perry Bard

Man With a Movie Camera: The Global Remake

From 1999
Project documentation, video, loop

Man With a Movie Camera: The Global
Remake is a participatory video shot by people
around the world who are invited to record images
interpreting the original script of Vertov's Man With
A Movie Camera, upload them to http://dziga.per-
rybard. net where software developed specifically
for this project archives, sequences and streams
the submissions as a film. As people can upload
the same shot more than once infinite versions of
the film are possible. Uploads become part of a
world- wide montage, a new film streams daily on
the website.

The work explores the capabilities of the inter-
net to achieve global collaboration by encouraging
culturally diverse participation and by developing
software which accepts input from many sources
from mobile phone to screen-grab. To ensure that
uploads would not be from the usual places twelve
non-western foreign correspondents were com-
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missioned whose role is to organize the upload of
shots in their parts of the world.

Man With A Movie Camera was selected
because of Vertov's intentions to document daily
activities. The film itself is a database of shots
structured around a day from sunrise to sunset.
That day is synthesized using footage from three
different cities and interrupted by a second narra-
tive which is the diary in the life of a camera- man
(a worker). It is edited in anything but a linear fash-
ion using techniques as sophisticated as today’s
video editing softwares. In creating the database
version Vertov's experiment marches into the 21st
century raising issues about media production in
the age of youtube.
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Mapk Amepuka

PUJIBMTEHCT

CLLIA, 2002
WHcTannaumsa

«Co3aaHHbIN B TpaOMLMKM TaKUX KUHOPEKNCCEPOB, KaK
O3ura Beptos, Han-Jlok Nopap, Mana Oepen n Kpuc Map-
kep, «PUJIBMTEKCT» — oHnaiH-Bepcua — nbiTaeTca nepe-
BECTWU KMHemMaTorpadpryecKni A3blK B 6onee MHOroNMHeNHbIe
HaBMrauMoHHble GOPMbI, aCCOLMMUPYIOLLMECA C MOABNEHUEM
HOBbIX MeJMa HaHPOB, TaKUX KaK HET-apT, TMNEePTEKCT U
aHMMaLMOHHBIM AM3avH. PaboTta cosgaHa B COTpyAHUYECT-
Be ¢ Henom Moccxongepom, IxoHom Beron n Oxeddom
Yuneamcom.

Kappbl, Mcnonb30BaHHbIE B 3TOM paboTe B paMKax Auru-
TaJIbHO PaCLUMPEHHOro KMHO, BblnK cHATLI B KpaTepe Haumo-
HanbHOro Napka Xaneakana, B NyCTbiHE, C BEPLUMHbI CMALLErO
BY/IKaHa, KOTOPbIM MOAHMMAETCA BbICOKO Haj, FOXHOM YacTblo
Tuxoro okeaHa Ha ocTpose Mayw (laBaim). Chemku Takie
NpPOXOAMnn B aBCTpaIMMCKOM ByLue 1 B AMHaMM4HOM ypba-
HUCTHYecKon cpeae Tokno m NoHKoHra. CbeMKa Kawgoro
BuaeodparmeHTa Tpebosana 60nbLLIONM MCCea0BaTENBCKOM
paboThl, AaNeKMX NyTELLEeCTBMM, TEXHUYECKOW NOATOTOBKU M
KOOpAMHaLMKW HEOONLLLOM KOMaHAbl MOMOLLHWKOB.

Momumo Toro, yto B pabote «PUIbMTEKCT» ncnonb3so-
BaHbl 9KCNEPUMEHTBI C HOBBIM 060PYA0BaHWEM A1 CO34aHMA
LM$pPOBOro BUAEO M HOBLIMKW NPOrpaMMamMu, 6onee BaHO UC-
crnefoBaHWe TOro, YTO 3HAYMT ObITb HENIOBEKOM B MOCTanoKa-

Courtesy of the artist

NUNTHYECKOW Meduacpene. 3aMMCTBYA Y NON-KynkTypbl Takue
MaHpbl, KaK Hay4YHas GaHTacTMKa, KMBGepnaHK U UHTEPaKTUB-
Hble UrpoBble Cpeabl, paboTa CTPOMUTCA Ha MAEe «A3bIK — 3TO
Bupyc» (Yunbam Beppoys) v uccnegyet npupogy KommboTe-
pa, 6MONOrMyecKoro N MeanaBUpyCoOB C NMOMOLLBIO COeaUHE-
HWA aBCTPaKTHBIX IKCMPECCMOHUCTUYECKHUX CEMAHTUYECKHMX
06pa30B C «3aKOMNbLLOBaHHbIM» ayAMO W Pa3nyHbIMKM 3allmnb-
POBaHHbIMK TEKCTaMM, BHEAPEHHBIMUW B AW3alH MHTepdeica.
Pa6oTa npurnawaet MHTEPAKTMBHOMO y4aCTHUKA MPOSIOKUTL
CBOM NyTb CKBO3b OGTEKAOLLLEE Er0 UrPOBOE NPOCTPaHCTBO,
rae «nepexom Ha CreayoLLmnii ypoBEHb» HUKOMAA He rapaHTH-
PYET HUYErO, KPOME BO3MOKHOCTH MPOU3BECTU HOBbIE BEPCUM
TOM camon paboThl, CKBO3b KOTOPYHO Bbl NpobupaeTech. B
aTom oTHoweHun «PUNIbMTEKCT» — dmnocodckoe mccne-
[0BaHWe, UrparoLlee ¢ aHUMUPOBAHHON MHTEPHET-CPEOoN 1
ee npegnonaraeMbiM 0CBOGOAUTENBHLIM NOTEHLMANIOM, YTOObI
MOMOYb HaMm 0CBOBOOUTLCA OT HEKUX NYT MaTepUaNbHOM
peasibHOCTH».

Mapk Amepura



Courtesy of the artist

Mark Amerika
FILMTEXT

USA, 2002
Installation

"Created in the tradition of filmmakers such
as Dziga Vertov, Jean-Luc Godard, Maya Deren,
and Chris Marker, the online version of FILMTEXT
attempts to translate cinematic language into more
multi-linear navigational forms associated with emer-
gent new media genres such as net art, hypertext,
and motion graphic pictures. The work was created in
collaboration with Chad Mossholder, John Vega, and
Jeff Williams.

The manipulated images used in this work of
digitally expanded cinema were shot on location at
the Haleakala Crater, a vast desert landscape atop
a dormant volcano that reigns high above the South
Pacific on the island of Maui. Other significant video
location shoots took place in the Australian Outback
as well as in the dynamic urban zones of Tokyo, Ja-
pan, and Hong Kong, PRC. Each of the video shoots
required extensive research, travel, technical training,
and coordinating a small crew of assistants.

Besides experimenting with recently released
digital video hardware and software technology,
FILMTEXT is more importantly a fictional investigation
of what it means to be human in a post-apocalyptic

media environment. Borrowing from pop culture
genres such as science fiction, cyberpunk, and
interactive game environments, the work concerns
itself with the idea that “language is a virus” (William
Burroughs) and investigates the nature of computer,
biological, and media viruses via an abstract expres-
sionistic interplay between the semantic imagery, the
audio loops, and the various cryptic texts embedded
in the design interface. The work invites the inter-
active-participant to navigate their way through an
ambient game space where “going to the next level”
never guarantees anything except the opportunity to
produce new versions of the work you are navigating
your way through. In this regard, FILMTEXT is a philo-
sophical investigation that plays with the animated
Internet environment and its supposedly liberating po-
tential to help free us from some of the encumbrances
of material reality".

Mark Amerika
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Onbra Hucenesa

CrossWorlds: oT Teopun KoppeKTupyloLmx KooB
A0 NMoNMTUYECKON MaHUNyNALMn

Poccwa, 2008
B cotpygHuyecTtse ¢ CunbBeHoM PerHanem

MHTepaHTVIBHaFl MHCTanNAunA, cemMmakobl, OBYMEPHbIE 3JIEKTPOHHbLIE Tarw.

[orymeHTaumA npoekTa: 3 UBeTHbIX aTnedatka, 120x120 mm

«CrossWorlds» npeacrtasnset coboi Habop 1HTepak-
TUBHbIX U CaMOreHEePUPYEMbIX SNEKTPOHHbIX TaroB. Hommbio-

TepHas NporpaMma ¢ paBHbIMKW NMPOMEKYTKaMWU BPEMEHU
coeguHaeTca ¢ MHtepHeT-cepsepom Wall Street, Haxoout
Tam nHpopmaumio o Kypce niaexkca Dow Jones 1 reHepupy-
€T 3NIEeKTPOHHbIE T3rM, KOTOPLIE KOAMPYHOT BEIGOPKY MOSM-
TUYECKUX COOBLLEHUI (NI03YHIOB) B 3aBUCUMMOCTM OT Kypca
3TOro 6MpHKEBOro Nokasatens. ST NO3YHrM NOYEPnHY T U3
COBETCKOM Y aMepUKaHCKOM nponaraHabl BpEMEH XONOAHOM
BOMHbl. Ecnn nokasaTtens Dow Jones nogHumaeTcs, anro-
PUTM reHepUpyeT aMEePUKaHCKME JNI03YHIU; ECIU e GUp-
EBOW MOKa3aTesNlb OMyCKaeTCA, Ha SKpaHe reHepupyroTcA
COObLLEHNA, OCHOBAHHbIE HA COBETCKMUX NTO3YHrax.

OTa MHCTaNNALMA co3paBanach B paMKax decTtuBans
"Transmediale", koTopbiit B 2008 rogy npoxoaun nop, Aesu-
3om "Conspire": CKpbITble HAMEPEHWSA, CKPbITbIE COOBLLLEHUSA,
CKpbITble Bely U ap. MHcTannaums 6bina yctaHosneHa B
HKW B Bepnune (Das Haus der Kulturen der Welt — [owm
MUPOBLIX KYNLTYP).

Courtesy of the artist

Monas ctopa BnepBsble, HETKO OLLyLIaeLlb aTMOChepy Co-
BETCKMX ABOPLOB KynkTypsl 70-x rogos (B Te rofsl WHOMbHWLA
n komcomonka Onbra Kucenéea nocelana nogo6Hsiv AoMm
Ky/IbTYpbl 1 Gpasnia TaM YPOKK Urpbl Ha GOPTENBAHO W KNaccu-
yecKom xopeorpadun). Hecmotps Ha ato, HKW He sBnsetca
BOCTOYHO-T€PMaHCKUM MPOAYKTOM. DTO 3HAMEHWUTOE 3aaHWe
nogdapunu bepnunHy amepukaHLpl B 50-x rogax B 3HaK ApyH-
6bl, «NMTOMETUB» TEM CaMbIM CBOIO TEPPUTOPHIO. TaK, B CTEHaX
3AaHWA GblNK BbIFPaBMPOBaHbl — B NEPEHOCHOM CMbICTe —
NO3YHIrM aMepUKaHCKOM nponaraHabl, CBUAETENLCTBYOLLMNE
06 abcontotHoM npesocxoacTee CoeanHEHHbIX LLiTaToB BO
Bcex obnactax. YTto camoe nHTepecHoe, aTo 34aHWe OOMH B
OOMH HarNnoMMHaEeT NOCTPOMKK, KOTOPLIE B TO e Camoe BpeMA
cospasanuce CoseTtcknm Coto3om ¢ apyroi ctopoHsl Bep-
JTMHCKOM CTeHbI. DTOT GaKT NoKasasicA HaMm YAUBUTENbHbBIM.
OH NoaBén Hac K CPaBHUTENBHOMY M3YYEHUIO «CXOACTBA»
KynbTyp 0601x 6/I0KOB TOM 3MOXM.



Courtesy of the artist

Olga Hisseleva

CrossWorlds: From a Theory of Corrective

to Political Manipulation

Russia, 2008
Together with Sylvain Raynal
Interactive installation, semacaodes, 2D e-tags

Project documentation, 3 color prints, 120x120 mm

CrossWorlds is a set of interactive and self-
generating electronic tags. A computer program
connects, with equal periodic intervals, to the Internet
server Wall Street, finds there information about the
Dow Jones indices and generates e-tags that encode
a choice of political messages (slogans) depending
on the Dow Jones index values. The slogans are taken
from Soviet and American propaganda of the Cold
Wiar era. When the indices rise, the algorithm gener-
ates American slogans, when they drop the screen
shows messages based on Soviet slogans.

This installation was created for the "Transmedi-
ale" festival that in 2008 ran under the motto "Con-
spire": Hidden Intentions, Hidden Messages, Hidden
Objects, etc. It was set at The House of World Cul-

tures (Das Haus der Kulturen der Welt, HKW) in Berlin.

Having found yourself at HKW for the first time,
you get a clear feeling of an atmosphere that was
prevalent in Soviet "Palaces of Culture" in the 1970s

(Olga Kiseleva, a school student and a member of
Komsomol (The Communist Union of Youth) at the
time, attended piano and classical choreography les-
sons at just such a place). Yet, HKW is not a product
of Eastern Germany. This famous building had been
donated — as a token of friendship — to Berlin by
Americans in the 1950s, who in this way "marked"
the city territory as their own. Thus, the building

walls themselves were, so to speak, embedded with
slogans of American propaganda and gave evidence
to the absolute superiority of USA in all fields. What is
interesting, though, is that HKW building is very much
alike the buildings that were being constructed by
the Soviet Union at the same time on the other side
of Berlin wall. We found this fact very intriguing and

it led us to an idea of comparative analysis of the cul-
tural similarity of the two political blocks in that epoch.

Codes
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Bopuc [Jebakep
30HA,

Benbrua, 2008

VIHTepaKTBHaA nHctannAumA, reqepatvsHoe 10, useT, 6e3 cnos

3ByK 1 n306parenve: bopuc [debarep
[NparpammHoe obecnedenve: VVVV, CebacTteaH [perop
[NpumeHeHne ceHcopa: V2_ Lab

[NpoeKT cosgaH Auguste Orts Production npu nogaepwKe Flanders Audiovisual Fund

«30Hz (aBTOMaTUYECKAA HayYHO-UCCIEA0BATEIbCHAs
CTaHUMA) — HayYHO-MCCIIE[0BATENNLCKUI KOCMMYECKME
Kopabnb 6e3 nepcoHana, co3aaHHbIN 1A nepeaaym MHbop-
maumum 06 OKpyIKaroLLesi ero cpege.

HuHematorpad — 910 BUpTyanbHaA Kancyna ¢ NpoeK-
LIMEN Ha 9KPaH, KOTOPbIN CIYHUT OKHOM, [atOLLMM AOCTYN
K ay[MOBK3yanbHOMY MyTEeLeCTBUIO CKBO3b BPEMA U MPO-
cTpaHcTBO. KaK Tosbko ¢u1nbM HauMHaeTCA, MOBEPXHOCTb,
Ha KOTOPYIO OH MpoeLupyeTca, CTaHOBUTCA HeBuarMon. OHa
npeBpaLlaeTcA B BOsLLe6HOEe OKHO KMHOKarCysbl, KoTopas
BOBNEKaeT BO B3aMMOAENCTBME BCe Hallle TeNno — Yepes
rnasa vyl — 1 YHOCUT B Apyroe BpeMA 1 NPOCTPaHCTBO.
HuHomalumHa TpaHcpopMUpyeT peanbHOCTb, reHepUpya yM-
CTBEHHYIO aKTMBHOCTb 3pUTENA: KMHeMaTorpad — 370 Mallu-

Ha CHOB, CrYLLEHWA OmblTa U AMOLMM. «30HA» — UHTEPaKTMB-
HaA MHCTaNNALMSA, B KOTOPOW LeHTpanbHOE MECTO 3aHUMatOT
OTHOLLEHWA MEXAY 3pUTENeM W aKpaHoMm. [Mo3unuma 3puTtena
B MPOCTPAHCTBE onpenesnfeT co3faHne reHepuMpyemMoro
3BYyKa M 06pa30B, KOTOpble PU3NYECKU NEPEHOCAT 3pUTENA

B ayAMOBH3yasibHOE MyTellecTBUe».

Bopuvc Oebakep

© Boris Debacker/ Auguste Orts Production and is produced

with the support of the Flanders Audiovisual Fund
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Boris Debackere

Praobe

Belgium, 2008

Interactive installation, generative audiovisual software, color, no language

Sound & image design: Boris Debackere
Software design: VWVVV, Sebastian Gregor
Sensor application: V2_ Lab

Prabe is an Auguste Orts Production and is produced with the support of the Flanders Audiovisual Fund

"Probe — noun, an unmanned exploratory
spacecraft designed to transmit information
about its environment.

Cinema is a virtual capsule with a projection
screen as a window, which gives access to an
audiovisual trip through time and space. As soon
as the film starts the projection surface becomes
invisible. It becomes the magic window of the
cinema capsule that engages the whole body
through the eyes and ears, and abducts you
to another time and space. The film machine
transforms reality by generating mental activity
in the viewer: cinema as a dream machine
for condensed experiences and emotions.
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Probe is an interactive installation in which the
relationship between the viewer and the screen
is central. The position of the viewer determines
the creation of generative sound and image that
physically take the viewer on an audiovisual trip".

Boris Debackere
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Buorpadmn yyactHuKoB

HoHcTaHTuH Agrkep

HoHcTaHTUH Afiep — POCCUICKUI XYAOMHUK M My3bIKaHT, HaYan 3aHu-
MaTbCA aKTyaslbHbIM UCKYCCTBOM B rpynne «3anacHbli BbIXOA», MHULIMMPOBAHHOM
XyAOXHWKOM W neparorom FOpuem Honesbim-Co6GoneBbiM. YyacTByeT B pasnuy-
HbIX My3blKallbHbIX M @pT MPOeKTax, 3aHMMaeTcA ansanHom. CoTpyaHuyan ¢ rane-
peew "Escape” 1 nosgHee BbICTYNWA B O4HOUMEHHYIO Fpynmy.

Mapk AmepuKa

Pa6oTbl Mapka AMepHKM BbICTaBNANMCH B PasHbix CTpaHax, B [leHBepcKom
XyAomecTBeHHOM My3ee, MHCTUTyTe coBpemeHHoro uckycctaa B JloHaoHe, Xyno-
MecTBeHHOM LeHTpe Yonkepa, Ha BuenHane YutHu. B 2009—2010 rr. B LieHTpe
coBpemMeHHoro nckyccTea B AduHax (Mpeumna) MomHO 6bIN0 YBUAETL NOMHO-
MaclTabHyto PETPOCMNEKTUBHYO BbiCTaBKy AMepuky «HepeanbHoe Bpemsa». OH
ABIAETCA aBTOPOM MHOMOYMCIIEHHBIX KHUF, BKTtouasa remixthebook (Mspatens-
cTBO yHuBepcuTeta MuHHecotsl, 2011 — remixthebook.com) 1 co6panue npo-
M3BEAEHWI XyOOKHMKa nog HassaHuem «Meta/Oata: Uudposas noatuka» (Uspa-
TenbctBo MIT, 2007. Ero nocnenHas pabota «My3el fnedpeKTHOM 9CTETUKM» Bbina
cospaHa no 3akasy pectmnsana "‘Abandon Normal Devices™, B cotpyaHuyecTBe
ToHpoHcKMMK Onumnuitckumu urpamm 2012 ropa ((glitchmuseum.com). Ame-
pyKka — npodeccop UCKYcCcTBa M MCTOPUKM UCKyccTBa B YHuBepcuTeTe Hono-
papno B Boynaepe, a Takie cTapliMit Hay4HbIM COTPYAHUK Ha daKynsTeTe rymMmaHu-
TapHbIX U 06LLEeCTBEHHBIX HayK B YHuBepcuTeTe Jla Tpob.

Banepuii AinzeHbepr

XynomHuK, #1eéT B Mockse, Huto-Mopke 1 Tenb-Asmse. C 1982 roga ocy-
wecTsun okono 40 nepCcoHasbHbIX BLICTABOK M y4acTeoBan B okono 200 rpyn-
noBsbiX. Kpyr ero TBOp4eCKUX MHTEPECOB BRJIHOYAET — HMUBOMWUCH, MHCTANALMIO,
¢doTorpaduio, neppopmaHc, BUAEO, ayamo, TeKcThl. B nocnegHee Bpema 3aHnma-
eTcA BMAEO, ayano U iTepaTypHbIM TBopyecTBoM. B aBrycte 1999 r. ocHoBan
Mporpammy ESCAPE v ranepeto "Escape”. B coctase NMporpammbl BbINONHWN
50 npoekToB, yyacTBoBan B crneunpoexktax MockoBckux 6ueHHane u lNMpamckon
6ueHHane, npeactasnan Poccuio Ha 51-# BeHeunaHckon 6uenHane. B 2003
roay Mporpamma ESCAPE nonyuuna nepsyto 8 Poccum npemuto («HépHbiit
KBaapar») 3a AOCTUKEHUA B 061aCTM COBPEMEHHOMO aKTyanbHOroO MCKyCCTBa.
Taxe HoMUHMpPOBancA Ha npemuio «CopaTHuK» (TpUKAL), NpeMuio «HépHbii
KBagpat» (Tpuwabt), npemuio KaHauHckoro v npemuto KypéxuHa.

Meppun Bapp

XynoxHuua, Beipocna B KBebeke U xH1BET B Hbro-l;lopr(e. Pa6oTaet nHgu-
BMAYyaslbHO M B COABTOPCTBE HaA, MEKAWCLIUMIIMHAPHBIMU NPOoeKTaMu B Ny6nany-
Hom cdepe. Ee nHTepBeHUMM B 06LWECTBEHHOE NMPOCTPAHCTBO Obifv NOCBALLEHbI

Participants

Honstantin Adzher

Konstantin Adzher is a Russian artist and musician,
who started making contemporary art as a part of the
"Emergency Exit" art group, which was initiated by artist and
teacher Yury Nolev-Sobolev. He has taken part in different
musical and art projects and also creates design objects. He
cooperated with the "Escape" gallery and lately became a
part of the art group with the same name.

Mark Amerika

Mark Amerika's work has been exhibited internation-
ally at venues such as the Whitney Biennial of American Art,
the Denver Art Museum, the Institute of Contemporary Arts
in London, and the Walker Art Center. In 2009-2010, The
National Museum of Contemporary Art in Athens, Greece,
hosted Amerika's comprehensive retrospective exhibition
entitled UNREALTIME. He is the author of many books
including remixthebook (University of Minnesota Press,
2011 — remixthebook.com) and his collection of artist writ-
ings entitled META/DATA: A Digital Poetics (The MIT Press,
2007). His latest art work, The Museum of Glitch Aesthet-
ics, was commissioned by the Abandon Normal Devices
Festival in conjunction with the London 2012 Olympics
(glitchmuseum.com). Amerika is a Professor of Art and Art
History at the University of Colorado at Boulder and Princi-
pal Research Fellow in the Faculty of Humanities and Social
Science at La Trobe University.

Valeriy Ayzenberg

Artist, currently lives in Moscow, New York and Tel-
Aviv.The range of his creative interests includes painting,
installation, photography, performance, video, audio and text.
Currently active as video and audio artist and writer. Since
1982 Valeriy Ayzenberg had about 40 solo and more than
200 group exhibitions. As part of the ESCAPE Programme
he realized 50 projects, participated in special projects of
the Moscow Biennale and Prague Biennale, represented
Russia at the 51st Venice Biennale. In 2003 the ESCAPE
Programme was the first in Russia to be awarded wih the
Black Square award for achievenments in contemporary ac-
tual art. Also nominated to the Soratnik award (three times),
the Black Square award (three times), the Kandinsky and
Kuryokhin awards.

Perry Bard
Artist grew up in Quebec City and lives in New York.
She works individually and collaboratively on interdisciplinary



projects for public space. Public interventions about the
war in Iraq include a mobile truckside billboard traveling the
streets of New York, magazine ads and coffee cup sleeves
featuring artifacts missing from the Baghdad Museum. Her
web and public space project Man With A Movie Camera:
The Global Remake dziga.perrybard.net invites participation
in a mashup of a 1929 film belonging to world cultural his-
tory. The award winning work has been has been named by
Google one of the 106 most creative uses of the internet, is
on Guggenheim Museum's Youtube Play Biennials' Top 25,
won Honorary Mentions at Ars Electronica’08.

Paul Clipson

Paul Clipson is a filmmaker and experimental film artist
whose work usually involves projected installation, as well
as live collaborative performances utilizing sound. His works
have been exhibited and performed both nationally as well as
internationally. Clipson's largely improvised, in-camera-ed-
ited super-8mm films often employ multiple exposures, dis-
solves and macro imagery. These projections are intended to
bring to light subconscious preoccupations and unexpected
visual forms.

Boris Debackere

As a media artist his main interest is the possible in-
tegration of different expression forms, with an emphasis on
electronic sound and image. Most recent work and research
is concentrated on translating and transforming the cinema
concept into other forms like Live Cinema performances and
audiovisual installations. The research project ‘The Cinematic
Experience’ (2007), lectures and publication edited with
Arie Altena. Sound design for Marnix de Nijs’ installations
'Run Motherfucker Run' (2004), 'Beijing Accelerator' (2006)
and 'Exploded Views' (2008). Sound design for Herman
Asselberghs’ films 'a.m./p.m.' (2004), 'Proof of Life' (2005),
'Capsular' (2006), 'Futur Antérieur' (2007) and 'Altogether'
(2008).

Salvador Dali

Spanish Catalan painter, draughtsman, illustrator,
sculptor, writer and film maker. One of the most prolific art-
ists of the 20th century, his fantastic imagery and flamboyant
personality also made him one of the best known. His most
significant artistic contribution, however, was through his
association with Surrealism.

Marcel Duchamp

French painter, sculptor and writer. The art and
ideas of Duchamp, perhaps more than those of any other
20th-century artist, have served to exemplify the range of
possibilities inherent in a more conceptual approach to
the art-making process. Not only is his work of historical
importance—from his early experiments with Cubism to his
association with Dada and Surrealism—but his conception
of the ready-made decisively altered our understanding
of what constitutes an object of art. Duchamp refused to
accept the standards and practices of an established art
system, conventions that were considered essential to attain
fame and financial success: he refused to repeat himself, to
develop a recognizable style or to show his work regularly. It
is the more theoretical aspects implicit to both his art and life
that have had the most profound impact on artists later in the
century, allowing us to identify Duchamp as one of the most
influential artists of the modern era.

Sergey Eisenstein

Soviet film-maker, art theorist and pedagogue. Hon-
oured master of arts of RSFSR (1935). PhD in art criticism
(1939), professor. Although he only shot 7 feature films,
Eisenstein left his mark in cinema history as one of its most
influential theorists and practicians. His films “Battleship
Potemkin” (1925), “Alexander Nevsky” (1938), “Ivan the
Terrible” (1945-1958) are the masterpieces of the world
cinema.

BOMHe B MpaKe 1 BRIOYanM pexknamy Ha rpy3oBMKax, NepemeLlaBLuyoca no
Hoto-MOpKCKUM ynLam, ypHaIbHYIO PeKnaMy U M30BPaKEHNA Ha KODEHBIX
yallKax pacxuLLeHHbIX aKkcnoHaTtos barganckoro myses. Ee npoekt «Henosek

C KMHOKaMepor: pemenK rnobansHoro Macltaba», CyLecTBYOWMIA OLHOBPE-
MeHHO B ceTu 1 B 06LLLeCTBEHHbIX NpocTpaHcTBax dziga.perrybard.net, npu-
rnawaet 3puTena NPUHATL y4acTHe B KOMIaMMPOBaHHOM BOCNPOU3BEOEHMH
¢dunbMa, NpUMHaAIexallero MMPOBOMY KyNsTYPHOMY Hacneaumto. DTo pabota
6bina HassaHa 'yrnom ogHMm 13 106 ny4ylwmnx NpUMepPoB TBOPHECKOrO UCMOJb-
30BaHWA MHTEpHeTa, Bowna B Ton-25 pabot Youtube Play Biennials', yupemaen-
Horo my3eewm [yrrenxaim, 1 nonydmna lNoyeTHoe ynommHaHne Ha pecTusane Ars
Electronica 2008 roaa.

Metep Banbenb

Mpencepatens v anpektop LienTpa uckycctea u meaumatexHonorui (ZKM)
B Kapncpya, lepmanuna, ¢ 1999 roga. B 1998-1999 — meHeaep Hosoi rane-
peun B Mysee LLUtnpun Noanneym B Npaue, ABcTpua. Takme 6bi apT-AnMpeRTo-
pom dpectusansa Ars Electronica (Jlunu, Asctpus) ¢ 1986 no 1996. OupexTop
MHcTutyTa HoBbIX Meana, PpaHkdypT ¢ 1989 no 1994. Komuccap Asctpum
Ha BeHeuu- aHckom 6ueHHane ¢ 1993 no 1999. C 1984 no 1989 — goueHT
BMAEO W Lndpo- Boro uckycctea B LleHTpe nsyveHna meama npu Yuueepcutete
wrata Heto-Mopk, Byddano, CLUA.

LLiTeriHa n Bygn Bacionka

LLiterHa n Byaun Bactonka 6binv nMoHepamu BUAEO apTa ¢ camoro 3apo-
MAeHWA aToro HanpasneHua B KoHue 1960-x. Bactonku cospatot pabortsl, riy-
60KO NPOHWUKHYTbIE 3BYKOM, B OCOOEHHOCTH yaenaa BHUMaH1e ero B3aMMOOTHO-
LWEeHUAM C ABUKYLLMMUCA M306pameHnAMAU. C MOMOLLbIO CHOMHbIX SNEKTPOHHbBIX
MHCTPYMEHTOB n3obpameHna Bactonku cmornm nccnegosaTb OTHOLLIEHKWA 3BYKa
1 n3o0bpameHna Noa pasHbiMK yrnamu. Y HUX eCTb NPOU3BEAEHUA, IAe 3BYKM
KOHTPOJIMPYIOTCA BU3YaslbHbIM PALOM, FAe BU3yanbHblM AL, KOHTPOIMpPYyeTCA
3BYKaMM, 1, HaKOHeL, TaKkWe, rae BCE KOHTPOIMPYETCA BHELWHUM UCTOYHWUKOM.
B 1965 roay napa nepeexana B CLLUA, a B 1971 6bina ocHoBaHa «HyxHa»,
OCHOBHOM LieHTP ankTepHaTUBHOro Meaura apTa B Huto-Mopke. CosmecT-
Hble paboTbl Bactonok BbICTaBNANMCH NO BCEMY CBETY M MOSYYUITM MHOMECTBO
Harpag,. Nx moxHo 6bino yBuaeTb, cpeaum npoyero, B Llentpe Hopma MNomnmay
B [Mapuie, B Hbto-MoOpKcKon «KRyxHe», XynomecTBeHHoM mysee MHcTuTyTa Kap-
Herwu B [MnTTCBypre, Maccayycettckom Mysee AKkTyanbHoro uckyccresa B Hopt
Apawmce, Ha 6ueHHane YutHu.

EneHa NopbayeBa

Enena Nop6ayeBa — nckyccTBOBe/, No nepeomMy obpasoBaHuto. B HacTo-
AWUA MOMEHT — cTyaeHTKa Akagemun KommyHuKauni Wordshop, darynetet
Meaua Apr, kypatop Onbra LUnwko.

CanbBapgop Qanu

McnaHCKWIM XyA0MHUK KaTallOHCKOro NMPOUCXOMAEHHUA, UNTHOCTPaTOp,
CKynbnTop, Nucatesb U pexncceép. OaMH M3 caMblx MIOLOBUTLIX XYOOKHU-
koB 20 BeKa; paHTacTMUecKkan 06pa3HOCTb U KONOPUTHAA UHAMBUAYAb-
HOCTb ero pabot caenanu ero  OAHUM U3 CaMblX M3BECTHBIX MacTepoB XX
BeKa. Ero TBopuyecTBO 06bIYHO CBA3LIBAIOT C CIOpPEann3Mom.

Bopuc Oebaxkep

MenwnaxynomHuK, Yel rnaBHbIM NpeaMeT MHTepeca — BO3MOXHaA
MHTerpauma pasfiMyHbIX XyA0MEeCTBEHHbLIX GOPM, SNEKTPOHHOMO 3BYKa M
o6pasos. [MocnenHue ero paboTbl 6bIM NOCBALLLEHBI UCCNEA0BAHUIO TPaH-
copmaummn KuHemaTorpada B Apyrne Gopmbl, TaKME KaK HMUBbIE KUHE-
maTorpaguyeckie neppopmaHchl 1 ayarMoBmU3yasibHble MHCTANALMM.
Mccnenosatenbckuin npoekT «<KuHematorpaduyeckuit onbit» (2007), nek-
LMK 1 nybnmKaLmnm, 3ByKOBOM pAd Ana nHctannaumi Matpukca ge Huca “Run
Motherfucker Run” (2004), «[ekuHckui ycroputens» (2006). 3By B dunbmax
lepmana Accenbbepra «[lo nonyaHa/nocne nonyaHA» (2004), «lokazaTenbcTBO
*M3HW» (2005), «KancynbHeii» (2006), «Byaywee npegwecTsyolwee Bpems»
(2007), «<Bceueno» (2008).
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Hen Oeiikobe
AMepHKaHCKMI KMHOXYA0MHUK-9KCNEpMMEHTATOpP, NPUBEPHKEHEL, napa-
KWHemaTorpaga, oTBeprarLLero cCTaHAapTHblE TEXHONOrMK MerMHCTprMa, KeH



[enKobC BXOOMT B CMMCOK CTa BeIMHaMLLIMX XyAOMHWKOB ABafLaToro CToneTus,
cocTaeneHHbit Whitney Museum. Kuno Kena [lxenkobca pacKkpbiBaeTca Kak
KOMNam PernopTamHbiX CbeMOK, MylbTGUIBEMOB U BUOE0aPTa, MIO3UKIOB U a/e-
MEHTOB TeaTpanbHOro NpeacTaBneHna, OHO BO34eMCTBYET Ha NOACO3HAHWE 3pK-
Tens, packpbiBaa 0CO6EHHOCTH paboTbl ero HEPBHOW CUCTEMBI.

Mapcenb [iowaH

DpaHLy3CKUIA XyOOKHUK, CKYNbNTOP M nucatenb. MickyccTBo 1 naen
[JiowaHa Bo3MO¥HO, 6onblie, YeM Kakoro-nnMbo Apyroro xyAomHuKa 20-ro Beka,
MOCIY}WK MCTOYHUKOM BCEro pa3Hoo6pasrA BO3MOKHOCTEN, 3aN0MKEHHOI0
B KOHLLENTyanbHOM NOAXOAE K MPOLECCy CO34aHWA Npon3BeaeHMM NCKYCCTBa.
Ero npouseeaeHua 06nafatoT He TONbKO MCTOPUYECKON BAMHOCTLIO (HaunHan
C ero paHHWX 3KCNEePUMEHTOB C Ky6M3MOM [0 CBA3M C AaAan3MOM U Cloppe-
anMamom). Mbl MOMEM CKasaTb , YTO KOHLENUMS «pean-Mena», NPeaoKeH-
Haa [ltowaHoM, peLnMTenbHO M3MeHWNa Halle NoOHMMaHWe Toro, YTo CoCTaBnAeT
npeamMeT UCKyccTBa. [iowaH 0TKasblBancA NpMHUMaTh YCTaHOBMBLUMECA B XyA0-
HECTBEHHOM CMCTEME CTaHAapThl U MPAKTUKK; OH OTpULLAN YCNOBHOCTH, KOTOPbIE
CUYUTaNOCh HEO6XOAMMBIM COBMIOAATL, €CITU XYAOKHUK XOTeN A0CTUYb CraBbl U
MaTepHasnbHOro 6narococtonaHuaA. HakoHel, OH He XOTeN NOBTOPATLCA U pPa3Bu-
BaTb CBOM y3HaBaeMbl CTUIb UMW PEryNAPHO BLICTABNATL CBOWU paboTel. Bonee
TEeopeTHUYECKMe acneKThbl, MPUCYLLUE ero UCKYCCTBY M HU3HUW, OKaldanun Haubonee
rny6oKoe BNMAHWE Ha XyOA0KHWKOB BTOPOM NonoBuHbl 20 Beka. DT0 no3sBonaeT
Ham HassaTb [liolwaHa oAHMM M3 CaMblX BIMATENbHBIX XYA0KHUKOB HOBENLLErO
BPEMEHMW.

Anexcen Ncaes

OcHoBatenb MHPOpPMaLMOHHO-HUCCIeA0BaTeNbCKOro LeHTpa «MegnaApt/lab».
Menwma-xynomHuK, TEOPETHK, KypaTop, rMaBHbIM pedaxkTop cepuun «Barnag c
BocTtora. Meamna cosHanne/Meaunarynstypa/Mepgua texHonoruna» n «<Mepgua
ncrycctso B Poccumn». ABTOp nNpoeKTa MemayHapoaHOro ceTeBoro ¢ecTusana
"Trash-art", 1999, kypaTop v uneH xtopu becTmans apT-pecypcos B PyHeTe
«[Ja-Ja-Net», opraHnaaTop u kKypatop nepsoro B Poccun MexayHapogHoro
decTrBana aKCnepMMeHTaIbHOro BUA,E0, KOMMbIOTEPHOM aHUMaLMKU W MPOEKTMB-
Horo cuHTesa, 1994. Mocksa, lNeTposckuit 6ynbeap. ABTOp pAagda nybnukaumi
Ha Temy: «Megama 1 Bugeo uckyccteo B Poccun 1 Ha 3anage», y4acTHUK pada
KOHdpepeHLMI, cobbiThiA 1 pecTuBanern B 0611aCT1 BUAEO W Meaua KynbTypbl.

OvHa HapamaH

XyLOMHWK, apXUTEKTOP, CNELMaNIMCT MO CBETOBOMY W naHAawadTHOMY
auaainy, ctyneHTka Akagemun Kommynukaunin WORDSHOP (dparynb-
TeT Megna ApT). C 2009 3aHMMaeTca MeananCKyCCTBOM, NIEHA-apToM,
nepdopmaHcom.

Onbra Hucenesa

XyLomHUK, LoKTOp McKyccTBoBeaeHWA (CankT-MeTepbyprekuin yHusep-
cuteT, 1996), LOKTOP HaHOTexHoNorwi (YpanbCKUin rocyaapCTBEHHbIN YHUBEP-
cuteTt, 2006). C 2000 roga Onbra Kucenesa npenopaeT akTyansHOe UCKYC-
ctBo B Cop6oHHe (Mapwk) v BeinyckaeT wypHan «Plastik Art&Science Magazine»
B nspatennoctee CopboHHbl. C 2007 ropa BosrnaenseT otaeneHue Mcryc-
ctBa 1 Haykun B Cop6oHHe 1 ABnAeTcA YneHom Beicwero Hay4yHOro KomuTeTa
Cop60oHHbI. BbicTaBKM XyA0HMLLI MPOXoAMnK, cpeau npoyero, B Mysee Cospe-
MeHHoro uckycctea B [Napuie, Mysee coBpeMeHHOro MCKyccTBa B XeSIbCUHKM
(KIASMA), HaunoransHom ueHTpe uckycctea Koponessl Codun B Magpuae,
doHae coBpeMeHHOro nckyccTea Kaptbe B MNMapuke, LieHTpe Mopka Mowm-
nupy B MNapuie, Mysee l'yrrenxeiima B Bunbbao, Xyq0MeCcTBEHHOM MHCTUTYTE B
Yuraro, NocynapctBeHHOM LieHTpe coBpeMeHHoro uckycctea B Mockse. Pa6othi
aBTOpa 6binM NpeacTasneHa Ha 6uenHane B Jaxape (2002) u Crambyne (2009).

Mon KnuncoH

Penccep 1 xyOoomHUK aKCnepuMeHTanbHoro KnHo. Ero pa6otel 06b14HO
BKMIOYAIOT B ce6A NpoeLmpyemMyto MHCTaIALMIO, @ TaKKe COBMECTHble nepdop-
MaHCbl C Ucnonb3oBaHWeM 3ByKa. OHUM BbICTaBNANMCH MO BCEMY MUPY. PUbMbI
KnuncoHa, cHATble Ha nneHKy dopmata Super 8, COCTOAT B 3HAYUTENILHOW CBOEM
4yacTi n3 umnposusaun. OH He MCNONb3YeT TPaAULMOHHbLIM MOHTaX, HO Cpasy
CHMMaeT B TOM NopAAKe, B KOTOPOM 3aTeM GUSIbM AEeMOHCTPUPYETCA. XyAOHKHUK
4acTO MUCNONb3YeT MHOrOKPATHYIO SKCMO3ULMIO, HaMMbiBbl U MaKPOCkLEMKY. Bcé

VALIE EXPORT

Prof. Dr. h.c.media and performance artist, flmmaker
born in Linz, lives and works in Vienna. VALIE EXPORT is
one of the most important pioneers on conceptual media
art, performance and film. VALIE EXPORT takes part at the
documenta 12 2007, and documenta 6, 1977, in Kassel. Her
works are in international collections like Centro Pompidou,
Paris, Tate Modern, London, Reine Sophia, Madrid, MOMA,
New York, MOCA, Los Angeles ect.

Elena Gorbacheva

Elena Gorbacheva's first education is art critic. At the
present moment she studies in the Academy of Communica-
tions Wordshop, faculty of MediaArt. The curator is Olga
Shishko.

Herz Frank

Director, author or co-author of more than 60 films,
and prize winner of the numerous festivals. Chairman
or member of about 30 film juries Author of two books:
Ptolemy's Map. A Documentary Film Maker's Sketches, Mos-
cow, Art, 1975; republished — Art Lebedev Studio, 2009 (In
German: 2006); At the Threshold, Look Back. Publications
of different years, Moscow, Eisenstein Center, 2009 (In Lat-
vian: 2011). Since 1993, lived in two cities at once, in Riga
and Jerusalem, shooting creative documentary worldwide
and giving master classes in various film schools. Formed his
own production company Studio EFEF in Riga in 2002. Now
he is doing a feature film "Without Fear".

Chris Hales

Internationally renowned specialist in exploring the
‘interactive moving image’, as practitioner, educator and
researcher. 30 interactive films that he creates are influ-
enced by experimental film and by video art, rather than by
traditional dramatic narrative forms. His PhD “Rethinking the
Interactive Movie”, which developed the concept of ‘movie
as interface’, was successfully completed in October 2006.
In summer 2008 he exhibited a retrospective of most of his
films in a 9-room exhibition as part of the Prague Triennale
of Contemporary Art. He writes frequently about ‘interac-
tive moving image’, has taught almost 100 short workshop
courses on this subject in numerous institutions in Europe,
and is a regular speaker at international events. Recent pro-
jects include an AHRB-funded research project in Prague to
rediscover the "Kinoautomat" from 1967 — the world's first
interactive movie.

Hen Jacobs

The American film artist and experimentalist, a partisan
of para-cinematography, who rejects standard mainstream
technology, Ken Jacobs is included by Whitney Museum
in the list of 100 greatest artists of the XXth century. Ken
Jacobs' films open like a collage of reportage documentary,
animation and video art, musicals and elements of theatre
performance. It plays on the viewer's subconscious revealing
the specifics of his nervous system.

Alexey Isaev

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



International Exhibition Project (curator — Jean Francois Tad-
dei), France, Saint-Nazaire.

Dina Haraman

Artist, architect, specialist in lighting and landscape
design, student in the Communications Academy WORD-
SHOP (Media art department). Since 2009 has been work-
ing in media art, land art and performance.

Olga Hisseleva

Artist, PhD in Fine Art from Saint Petersburg University
in 1996, and PhD in Nano-sciences from the Ural State
University in 2006. Since 2000 Olga Kisseleva teaches con-
temporary art in the University Pantheon-Sorbonne of Paris 1
and she is editor of Plastik Art&Science Magazine at Editions
de la Sorbonne. Since 2007 she is Head of Art&Science
department and a member of the High Scientific Commit-
tee of Sorbonne. The artist’s exhibitions include: Modern Art
Museum (Paris, France), KIASMA (Helsinki, Finland), Museo
Nacional Centro de Arte Reina Sofia (Madrid, Spain), Dakar
Biennial (2002), Istanbul Biennial (2009), La Fondation
Cartier for contemporary art (Paris, France), Centre Georges
Pompidou (Paris, France), Guggenheim Museum (Bilbao,
Spain), Art Institute (Chicago, USA), National Centre for
Contemporary Art (Moscow).

Alexandra Huznetsova

Artist, was graduated from graphic department in the
Moscow State Paedagogical University and later completed
the course “Visual communications” in British Higher School
of art and design. Alexandra works in the field of the graphic
design. She is a member of the Russian art-directors’ club
(ADCR). She also holds the workshops in theory and prac-
tice of design. Since 2002 Alexandra has been participating
in collective exhibitions in MMOMA, NSCA, “Dom” and oth-
ers. The laureate of Extra Short Film Festival in the “anima-
tion"” nomination.

Kazimir Malevich

Avant-guarde painter, pedagogue, art theoretician and
philosophe. In 1907 he participated for the first time in the
exhibition of the Moscow Artists Association, where, apart
from Malevich's works audience could see Kandinsky and
others. During his trip to Paris Malevich was impressed by
cubist art of Pablo Picasso. He became the member of the
artistic group “The diamond knife” and headed Russian cub-
ism. Malevich participated in “Jack of Diamonds” (1910) and
“Donkey's tail” (1912) exhibitions. In 1913 Malevich created
first paintings in original abstractly-geometrical style, which
he called “Suprematism”.

Mikhail Matyushin

One of the leading members of Russian avant-guarde,
the artist, composer, musician, pedagogue, art historian and
theoretician. Along with Kandinsky, Tatlin and Filonov he was
in charge of art school, which educated two generations
of students. Since 1910-s Matyushin had been developing
in his painting the idea of “expanded vision”, which arised
under the influence of the “fourth dimension” theory by
P.D.Uspensky, mathematician and theosophe. Together with
his students, Matyushin organized the “Zorved” group (from
two archaic Russian words — “vzor”, i.e. sight, and “vedat’,
i.e. know). He also was the author of futuristic opera “Victory
over the Sun”. Kasimir Malevich made the famous stage
design for this production.

Nam June Paik

Korean-born artist Nam June Paik — a seminal figure
in video art. His video sculptures, installations, perfor-
mances and single-channel videos encompassed one of
the most influential bodies of work in electronic media art.
Merging global communications theories with an irreverent
Fluxus sensibility, his work in music, performance and video
explored the juncture of art, technology, and popular culture.

OTO AenaeTcA oNnAa Toro, 4To Ha CBET BbIW/N NOACO3HaTE IbHbIE 3a60Tbl M HEOHM-
AaHHble BU3yalibHbl€ ¢OprI.

AnercaHgpa Hy3HeuoBa

XyOOMHMK, OKOHYMNA XyA0meCTBEeHHO-rpaduyeckinin darynsteT Mockos-
CHKOro rocyfapCTBEHHOr0 NefarorMiyeckoro yHMBepcuteTa U Kypc «Buayanb-
Hble KOMMYHMKaLn» BpuTaHcKoM BbicWew WKoMbI An3aiHa. PaboTtaeT B chepe
rpadmyeckoro ausaiHa. Ynen Poccuiickoro knyba apt-ampextopos (ADCR).
BbicTynaeT ¢ MmacTep-knaccamu no Teopun 1 npaktrke ansarHa. C 2002 ropa
yyacTByeT B KOnneKTuBHbIx BbicTaBkax B MMCW, TLUCH, Oowm v ap. Jlaypeat
®ecTuBansa ceepxkopotroro ¢unbma (ESF) B HomrHaLmK «aHnmaLms».

Hasumup Manesuy

XynomHWK-aBaHrapamcT, nejaror, TEOpPeTUK UCKyccTaa, dunocod. B 1907
COCTOASIOCh €ro nepsoe y4acTue B BbicTaBke MoCKOBCKOro ToBapuLiecTsa
XyOOMHWKOB, rae Kpome paboT Manesuya 6binv npeacTasneHsl KapTuHel B.B.
RanpunHcroro n ap. Bo Bpema nytewectsua B [MNapuw Manesuy nonan nopa, snua-
HWe Kybudeckoro nckycctaa Nabno Mukacco. CtaB uneHom rpynnbl «AnMasHbli
Hox», Manesuy Bo3rnaBsun pyccroe asrmeHne Kybrnama. Y4aCTHUK BbICTABOK
«By6HOBLIN BaneT» (1910 r.), «OcnunHbii xsocT» (1912 r.) B 1913 roagy Mane-
BMY CO3/[asl NepBble KapTHHbI B CneLudruiecKoM abCTPaKTHO-reoMeTPUIECKOM
CTune, KOTopbIM OH Hasean «CynpemaTuam».

Muxann MartiowmH

OpnuH 13 «CTONMoB» PYCCKOro aBaHrapaa, XyAOKHUK, KOMMO3UTOP, My3bl-
KaHT, nejaror, U3garesb, UCTOPUK M TEOPETHK MCKYCCTBa, BO3raBNABLLIMHA,
Hapsagy ¢ ManeBuuyem, HaHanHcKuM, TaTnnHbIM 1 PUNOHOBBLIM, COBCTBEHHYIO
LUKOJTY W BOCMUTABLUMIA ABa NMOKONEHMA y4eHMKOB. B wnBonncu, HaumMHaa ¢ cepe-
AnHbl 1910-x rogos, MaTiowmrH passrBan Maet «pacluMpeHHOro CMOTPEHNUA»,
BO3HMKLUYIO NOJ, BIMAHUEM TEOPUN «4eTBEPTOro M3MEPEHMA» MaTeMaThKa-Teo-
coda lN.[. YcneHckoro. Bmecte co cBoMMHM ydeHWKaMu OH opraHusosan rpynny
«3opsea» (o1 «<630P» u «BEJatb»). Komnoautop $yTyprcTHyecKom onepsi
«Mo6ena Hap ConHuem», 1910, npocnaeumeluer Kasnmupa Manesuua.

Ham QyH Maiik

Poonswuiica B Kopee xynomuuk Ham [xxyH MNaik cumtaetca ocHoBatenem
Buaeoapta. Ero BMoeocKynbnTypsl, MHCTanNALMKU, NneppopmaHChbl M OfHOKaHasb-
Hble BUA,E0 COCTaBNAIOT OAHO M3 Haubonee BIUATENbHbIX CODpaHWe B SNEKTPOH-
HoM MeamauncKyccTee. Ero pabotsl B 0651acTi My3blkM, nepdopmaHca 1 BUaOeo
06BEAMHAIOT TEOPUK r106aNbHOM KOMMYHMKALMK C 9CTETUKOM «PritoKcyca»; B
HMX MCCNEeayHOTCA TOYKU COMPUKOCHOBEHUA MEM 4y NCKYCCTBOM, TEXHONIOTUEN U
NONYNAPHOW KyNbTYpPOW.

ExaTepuHa MNaBnoBsa

XynomHuK, cTyaeHTka Akagemmn kommyHmkaurin WORDSHOP (darynb-
TeT Meauma Apr). YyacteoBana B BhicTasKax «TonepaHTHocTe» (2011, Hemeukui
KYNbTYpHBIM LeHTp um. [éTe), «<KapTorpadun sBoamomHoro» (2011, LIOX),
«M3 06nacTu npaxkTMieckoro aHaHua» (2011, ranepes GMG).

FaHc PuxTtep

MuBonucel, rpaduK, aBaHrapaucT, aBTOP IKCMEPUMEHTAIbHbLIX GpUIb-
MoB 1 npogtocep. [Nepsble abcTpakHble paboTel cosgan B 1917 r. B 1920-e
OH 6bIn 4neHom 6epnmHcKom rpynnsl «Hoabpb» 1 Nucan B ronnaHacKuUm
wypHan «De Stijl». B 1921 oH cHAN nepBblit aBCTPaKTHbIN drnbM «Putm
21», CYMTaIOLMINCA HbIHE KNACCUKOW aBaHrapAHOro KMHO.
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36urHes Poi6unHcKuin

MonbcKui KMHopexmccep, nayyvan B Bapluase XMBONKCH, 3aTeM KUHe-
matorpagmio B KnuHowkone B ropoge Jloass, roe Hayan cHUMaTb aKCNEPUMEH-
TansHble dunbMbl. Mepsbie npoekTsl «<KBagpat 1 «Jai nate» (1972). UssecT-
HbIM KaK «36ur», oH BblN y4acTHUKOM aBaHrapaHon rpynnel "Warsztat Formy
Filmowe;j" 1 cotpyaHnyan ¢ Se-Ma-For Studio, rae v 6binm cHATLE ero KOPOT-
KomeTpakHble dpunbmbl «Cyn», «Hosaa KHura» u «TaHro».MNpemua «Ockap» 3a
¢unbm «TaHro» B 1983 rogy, «3mmu» 3a cneuadoertsl B «Oprectpe», Golden
Gate Award v gpyrue, BpydeHHble Ha Electronic Cinema Festival B Tokuo.
Cpeau ero Harpag — MTV, American Video Awards, Monitor Awards v the
Billboard Music Video Awards.



HoHcTaHTuH CémuH

XynomHuK 1 potorpad, pabotatowmnin B Mockse 1 Bepnune. Nonyuns obpa-
3osaHve B Bielefeld University (Tepmanus) v B Taylor school of Art by Temple
University (CLUA), KoHcTaHTHH NPUHUMAnN y4acTve BO MHOMMX BbICTABO4HbIX
npoektax 8 CLUA, Epone v Poccuu, cpeam kotopeix: PotobueHHane (Mockea,
2004, 2008), Moga v ctunb B dotorpadumn (Mocksa, 2007), Gallery OT 301
(Amcteppam, 2006), Berlin Sony Centre (Bepnun, 2002) 1 MHOMMX ApYruX.
Monyums n3BEeCTHOCTb Kak doTorpad, Hayan NOUCK HOBbIX AS1A ceba BU3yasbHbIX
A3bIKOB M 06paTUNCA K N306pa3nTeNIbHOMY UCKYCCTBY.

Mua TuKKa

PhD, pexuccép n nccneposarens. ABTop Takux ¢punbMoB, Kak «[Joyepu
EmaHbn» (Epaswnnﬂ—dJMHnﬂHp,Mﬂ, 19986), «[MecuaHana HesecTa» (PUHNAHAMS,
1998), y4aCTHUK HECKONBKUX MEMAYHAPOAHbIX KMHOMpPoekToB. ABTop «Bonno-
waemoro kuHo: Simulatorium Eisensteinense» (2008). Eé npoekt «Opaepu-
MOCTb» (B pamKax «BOMOWAEMOro KUHO») NONYYMn cesepHyto npemuio Mébuyca
3a MHTepaKTUBHble UcTopmMn. OHa Gbina COaBTOPOM MHTEPaAKTUBHOIO pubMa-
nrpsl «TpeTbA KeHLWMHA», HeAaBHO NoKasaHHoro Ha BrueHHane B ®eccanoHu-
Kax(2009), B AkageMuu naaHbix uckyccts Yman (Kutan, 2010) n Xyaomwect-
BEHHOM npocTpaHcTee «[ananaroc» B Hbro-VIOpHe (2011). Mua TukKa Takxe
y4acTBOBana B MCCNeA0BaHUAX BOSMOKHOCTeN Moara aivoAALTO (2009—2014)
W ABNAETCA YIeHOM-OCHOBaTeNeM UCCriea0BaTenbCKoro npoekTta «Bonnouwae-
moe meama» (2009—2011) B yHusepcutete Aanto (PuHnaHaua). E& nocnea-
HWM NpoekT «HeBpoKWHO» coenmHAET NPaKTUKY co3aaHnA ¢punbma ¢ MeToaamm
HeMpoBH3yanu3aLmm, NO3BONAA U3YUYUTb HEMPOHHYIO OCHOBY KMHEMaTorpadpuye-
CKOro BoobpaeHus.

Oyat TOTAPT

HaTtanba Abanakosa n AHatonuin Huranos

Hatanba A6anakosa n Anatonuit Huranos 3aHMMatOTCA TBOPYECKOM Aen-
TenbHOCTbIO ¢ Havana 1960-x. C KoHua 70-X HauMHAOT OCYLLECTBNATL COBMECT-
HbIM NpoekT «Mccneposanuna CylwecTsa MckyccTBa npuMeHUTENbHO K HKM3HM
n Uckycctsy». YyacTHukM cobbitnin ATITAPT, ogHn 13 coctasutenen MAHU
(Mockosckoro Apxusa Hosoro MckyccTea). Y4aCcTHUKM MHOMOYMCAEHHbIX BbiCTa-
BOK B Poccun 1 3a py6emxom. Ocyuiectsnnm 6onee 100 akumit u nepdopmaH-
coB. MHoro pa6otatoT ¢ pasnuyHeiMK Meaua: dotorpadua, KUHO (16 1 8 mm),
BMAeo. B HacToAwee Bpema aenatoT BugeonepbopMaHChl U MynbTUMeAna nNpo-
€KTbl, Uccneaya NpobnemMbl «XyA0MHUK W BNacTb», «A3bIK BNACTU W BNacTb A3blKa»
n «reHpgep». MueyT 1 pabotatoT B Mockse.

lepy MpaHK

Pexmuccep, aBTop mnm coaetop 6onee 60 ¢unbmoBs, naypear HECMETHOMO
KonmyecTBa KMHonpu3os. Kpome «Craplue Ha 10 MUHYT», MO MeHbLLeR Mepe
elle aBa ero ¢punoma — «Boicumni cyn» (1987 ) u «<Xunn-661nt Cemb Cumeo-
HoB» (1989) — cuUcTemaTUYecKH GUIrYPHUPYIOT B OGHULMANBHBIX U HEOGULMATIBHBIX
cnuckax ny4wmx gokos. Akagemunk EBponerickoi knHoakagemun, Poccuiickomn
akapgemuun «Huka», EBpasuickon akagemun TB v pagmo. MNoveTtHeit gokTop Jlat-
BUIMCKOM AKageMun KynbTypbl. ABTOp KHUr «HapTa lMNTonemen. 3anncku KMHoao-
KyMeHTanucra» (M., 1975, poccuickoe nepensgaHne — 2009, repmaHckoe —
2006) u «Ornaxncs y nopora. My6nmkaunn pasHbix net» (M., 2009, nateuickoe
nananue -2011). C 1993 roga xuBeT Ha Ase cTpaHbl — Jlateuio u Mapauns,
CHMMaA GpuIbMbI MO BCEMY MUPY M [aBasA MacTeP-KMacChl B Jy4LIUX €BPONENCKMX
KuHowwKonax. Celyac CHUMaeT NOTHOMETPakHbIA GubM ¢ paboyrm Ha3BaHUEM
«Bes cTpaxa».

Onbra LUuwko

MckyccTteoBes, kypaTop. OpraHusatop MemxayHapoaHbIX COObITHH, GecTu-
Basnier 1 BbICTABOK, PACCMaTPUBAIOLLMX NPOBIEMbl B3aUMOAENCTBUSA COBPEMEH-
HOWM MHHOBALMOHHOM KyNbTYPbl U HOBbIX TExHOMOrMI. KypaTtop MemayHapogHoro
cumnoauyma "NewMedialogia" (Mocksa, 1994), decTusans poccUickux apT-
pecypcos «[Ja-[a-Net» (Mocksa, 1997-2000), mexayHapoaHoro dectvsans
ceTeBoro uckycctea "Trash-Art" (Mocksa, 1999-2000), MexayHapoaHOro CUM-
noauyma "Pro&Contra" (Mocksa, 2000) u T. 4. CocTaBuTeNb M peaaKTop Katano-
roB, COOPHUKOB M TEMaTUYECKMX M3AAHWUM, MOCBALLEHHbIX UCKYCCTBY HOBbIX TEX-
Honorui, B Tom uncne: "NewMediaLogia — NewMediaTopia" (Mocksa, 1996),
"Data Trash" (Mockea, 2000), "Pro&Contra" (Mockea, 2000), a Takke nepsoi

Paik is recognized as a visionary artist of the international
avant-garde.

Ekaterina Pavlova

Artist, student in the Communications Academy
WORDSHOP (Media art department). Her works were
shown at the exhibitions “Tolerance” (2011 — Goethe
centre, Moscow), “Cartographies of the possible” (2011 —
The Central house of artists), “From the field of the practical
knowledge” (2011 — GMG Gallery).

Hans Richter

Painter, graphic artist, avant-gardist, film-experimenter
and producer. First abstract works in 1917. In 1920 he was
a member of the November group in Berlin and contributed
to the Dutch periodical "De Stijl." In 1921 he made the first
abstract film, "Rhythmus 21," which today is considered a
classic among avant-garde films.

Zbigniew Rybczynski

Polish filmmaker. He attended an arts high school in
Warsaw and was trained as a painter. He went on to study
cinematography at the Lodz Film School, where he began
experimenting with the film medium. His first projects were
"Kwadrat" and "Take Five" (1972). "Zbig", as he's known,
was active in the avant-garde group Warsztat Formy Fil-
mowej and he cooperated with Se-Ma-For Studios in Lodz,
where his art movies were shot, including "Zupa", "Nowa
ksiazka" and "Tango". The Oscar for that "Tango" film in
1983, the Emmy Award for special effects in his film "The
Orchestra" Golden Gate Award and others at the Tokyo
Electronic Cinema Festival. He was honored with MTV,
American Video Awards, Monitor Awards u the Billboard
Music Video Awards

Olga Shishko

Art expert, curator. Her research activities focus on dif-
ferent aspects of contemporary media art (Art on the Net,
Video, Cyberculture, etc.). She has curated numerous
international events, festivals, and exhibitions including:
‘NewMedialLogia' Symposium (Moscow, 1994), ‘Da-Da-Net'
Festival (Moscow, 1997-2000), “Trash-Art" Festival (Mos-
cow, 1999-2000), “Pro&Contra” Symposium (Moscow,
2000), etc. Editor of the catalogues, anthologies and books
on contemporary media art issues published in Russia,
among them: ‘NewMediaLogia — NewMediaTopia" (Moscow,
1996), ‘Data Trash’ (Moscow, 2000), “Pro&Contra” (Mos-
cow, 2000), and the Anthology of The Russian Media Art
(1st part: “Video Art From Russia,” Moscow, 2001). Director
of the ‘MediaForum’ one of the programs of the XXX Mos-
cow International Film Festival (MIFF). Founder and Director
of the Center of Culture and Art “MediaArtLab”.

Honstantin Semin

Artist and photograph, working in Moscow and Berlin.
Studied in Biliefeld University (Germany) and Taylor school
of Art by Temple University (USA). Konstantin participated
in many exhibitional projects in USA, Europe and Russia,
including Photobiennial (Moscow, 2004, 2008), Fashion
and Style in Photography (Moscow, 2007), Gallery OT 301
(Amsterdam, 2006), Berlin Sony Centre (Berlin 2002). After
making himself a name, Syomin began to search new visual
languages and turned to the pictorial art.

Pia Tikka

PhD, filmmaker-researcher, has directed feature films
Daughters of Yemanja (Brazil-Finland 1996), Sand Bride
(Finland 1998), and worked in a range of international
film productions. She is the author of Enactive Cinema:
Simulatorium Eisensteinense (2008). Her Enactive Cinema
project Obsession (2005) has been awarded with Mgbius
Prix Nordic prize of interactive storytelling. She is co-author
of interactive film-game Third Woman, which has been
recently shown in Thessaloniki Biennale, Greece (2009),
Xian Academy of Fine Arts, China (2010) and Galapagos



Art Space, NY (2011). She is affiliated in the brain research
project aivoAALTO (2009-2014) and is a founding member
of the research project Enactive Media (2009-2011), Aalto
University Finland. Currently, her research project NeuroCine
combines filmmaking practice with the methods of neuroim-
aging in order to study neural basis of cinematic imagination.

TOTART Duo

Natalia Abalakova and Anatoly Zhigalov

They have been working as artists since the beginning
of 1960-s. From the late 1970-s have been realizing their
main Project “An Enquiry into the Essence of Art as applied
to Life and Art” (TOTART). Since 1985 have been presenting
video performances and installations. In their latest work they
move from performances to video performances which they
transform then into video installations thus forging a radical
gesture into cool rationalized form trying not to lose its hot
substance. This hidden inner tension makes their apparent
esoteric “thing-in-itself” of the work very expressive (if not
aggressive) and dialogic (if not controversial). “Artist & Politi-
cal Power”, “Language of Power & Power of Language”,
“Gender” and others — those are the problems of their inter-
est now. Live and work in Moscow.

Steina and Woody Vasulka

Steina and Woody Vasulka have been pioneers in
video art ever since the emergence of the in the late 1960s.
Vasulkas create work that is deeply invested in sound, spe-
cifically its relationship to moving images. Through the use of
complex electronic imaging tools, Vasulkas have been able
to explore the relationship of sound to image from a variety
of angles; creating pieces in which the audio is controlled by
the visual, the visual is controlled by the audio, or both are
controlled by an outside source. The couple moved to the
United States in 1965, and in 1971 founded The Kitchen,
a major center for alternative media arts in New York. The
couple's collaborative works have been exhibited internation-
ally and have won many awards; works have been shown
in venues such as Centre Georges Pompidou, Paris; The
Kitchen, New York; Museum of Art, Carnegie Institute, Pitts-
burgh; The Whitney Biennial, New York; and Mass MOCA,
North Adams, Massachusetts; among many others.

Peter Weibel

He is chairman and chief executive officer of the Cent-
er for Art and Media in Karlsruhe, Germany, a position he has
held since 1999. From 1998 to 1999 he served as manager
of the New Gallery in the Landesmuseum Joanneum in Graz,
Austria. Mr. Weibel was also artistic director of Ars Elec-
tronica in Linz, Austria, from 1986 to 1996. In addition, he
served as director for the Institute for New Media in Frankfurt
from 1989 to 1994. He was Austria’s commissioner for the
Biennale in Venice from 1993 to 1999. From 1984 to 1989,
Dr. Weibel was associate professor for video and digital arts
at the Center for Media Study, State University of New York
at Buffalo, USA.

Oleg ZAH (Ponomarev)

This artist realizes the strategy "Villager in the Art". It
is aimed at the definition of the identity index of a provincial
Russian artist in the context of the contemporary art prac-
tices. He participated in the NewMediLab project and New-
MediaTopia exhibition (Moscow, 1994). In 1995 he worked
in the studios of the Foundation for the Contemporary Art of
the Loire region (Saint-Nazaire, France). In 2008-09 Oleg
was the coordinator of the International Kansk Video Festival
in Krasnoyarsk. In 2011 he took part in the international
video art festival VIDEHOLICA (Varna, Bulgaria).

yacT AHTOMOrMK POCCHICKOro Meaua nckycctea («Poccuiickuii BuaeoapT,
Mockea, 2001). Oupektop «Mepana Popyma» — onHok 3 nporpamm MocKos-
CKOro MemayHapoaHoro KuHodecTtnsand. Yupegutens 1 gupextop LienTpa Kynb-
Typbl 1 uckyccTea «MeanaApt/lab».

Hpuc Xeinc

Kpuc Xennc akcnepMMeHTUPYEeT C «MHTEPaKTUBHBIM KMHO» B dopmaTax
MHCTaNNALMK M «K1BOro» nepdopmaHca ¢ Havana 1990-x ronos 1 cospan K
CEerofHALHEMY [HIO OKONO TPUALATH MHTEPaKTUBHbIX GUNbMOB. AHann3 peak-
LK ayAMTOPUKU HA MHOTWE M3 STUX PUNBMOB CTasl YacTbIO €ro AOKTOPCKOM ANGC-
cepTaumnm «[lepeocMbICNIeHUE UHTEPAKTUBHOMO KMHO» (2006), 0CHOBaHHOM Ha
npaxktnyeckom oneite. B 2008 rogy aseHaguatb punbmoB Xernca ¢ Ux MHoO#e-
CTBOM pasfiMyHbIX CMOCOH0B MHTEPAKTUBHOCTM CTaNlM YacTblO SKCNO3WLMK Tpu-
eHHane CoBpemeHHoro uckycctea B HaunoHansHow ranepee lNMparw, roe oHu
66111 9KCNOHMPOBaHbI B NabUpuHTe Hebonblunx nomelleHni. Brnaropaps nccne-
nosaHuAM Kpuca BHMMaHWe ny6rMKy 66110 BHOBb NMPUBIEYEHO K 3abbITOMY 6bIO
¢dunbmy «<KMHoaBTOMaAT» — NEPBOMY B MUPE MHTEPAKTUBHOMY GUIIbMY, KOTOPbIN
6611 CHAT ewe B 1967 ropy.

Cepreii 9i3eHWTERH

CoOBETCKUI PEKUCCEP, TEOPETUK MCKYCCTBA WU Neaaror. 3acnyseHHbIn aes-
Tens nckyccts PCOCP (1935). okTop mckyccteoBeaeHus (1 939), npodeccop.
CHnAB 3a CBOI Kapbepy /LLb CEMb XyA0HKECTBEHHBIX KAPTUH, DU3EHLUTENH, TEM
He MeHee, BOLIeN B UCTOPUIO KMHO KaK OAMH U3 KPYMHEWLLIMX ero TEOPEeTUKOB U
npakTukoB. Punbmel «<BpoHerocel, "MotemkmH» (1925), «AnexkcaHap Hesckuin»
(1938), «MBaH [po3HbIN» (1945—1958) aBnatotca LweaespamMm MMPOBOIO KUHe-
maTorpada.

BAJI 3HCIMOPT

Mpodeccop, pokTop h.c.media, xynoHHWK, paboTatoLmit B aHpe nepdop-
MaHca 1 pexunccép. Pogunace B JlnHue, #1BET 1 paboTaeT B Bene. BAJTN OK-
CIOPT — opHa 13 NMOHepOB KOHLLENTyanbHOro MeauaapTa, neppopmaHca
kunHo. BAJTM OKCIOPT npuHumana yuactve B BoicTaBkax documenta 12 2007
n 6 1977 B Kaccene. E€ paboTbl HaxoAATCA B TaKMX MEWAYHAPOAHbIX COBpaHMAX,
kak LlenTp Hopsa MNMomnunay B MNapuke, Teit MoaepH B JlonaoHe, Cobparum
Koponessl Codun B Manpuae, Mysee CospemeHHoro uckyccTsa B Hito-Mopke,
Mysee AktyanbHoro nckycctsa B Jloc-Anpxenece v T.4.

Oner ZAK (MoHomapés)

XynomHMK, peanuayeT cTpaTternio «[leATensHoCTb AePeBEHCKOro MMTena B
apT-cdepe», coumanbHan HanpasleHHOCTb KOTOPOM — onpepeneHne UHaeKca
MOEHTUYHOCTH NPOBMHLMAIBHONO POCCUMNCKOIO XyA,0MHUKA B KOHTEKCTE aKTy-
anbHbIX XYLLOKECTBEHHbIX NPAKTUK. YyacTHUK npoekTta "NewMedialLab" 1
BoicTaBku "NewMediaTopia" (Mockea, 1994). B 1995-M pa6otan B MacTepcKmx
doHpa cospemeHHOro Uckycctaa pervona Jlyapel (Can-Haszep, ®paruma). B
2008-2009 ropax 6bin KoopanHaTtopom MekayHapoaHOro KaHCKOro ¢pecTuBana
Buaeo (r. KaHck) B KpacHosapcke. B 201 1-M — y4acTHWK MexayHapOAHOro
dpectusans supeoapta VIDEOHOLICA (BapHa, Bonrapus).
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3xcnosnuuna B MoHae Kynbtypbl «KEHATEPUHA». 1 atam
The Ekaterina Cultural Foundation exposition. 1 floor

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



1
2)
3)
4)
o)

Ixcno3uymnAa B MoHge Kynbtypbl «<EHATEPUHAY. 1 aTtam
The Ekaterina Cultural Foundation exposition. 1 floor

3KcnnuKauyun K BbicTaBKe / Explication for the exhibition

Mapcenb QiowaH «AHemuK cuHema» / Marcel Duchamp "Anemic cinema"
HoHctantun Agxkep «End Credits» / Honstantin Adzher "End Credits”
Ham QixyH Mank «Asen gna mnbma» / Nam June Paik "Zen for fim"
Oner lNMoHomapes (no cueHapuio Hasnmnpa Manesuya) «H{usonucb

1 npobnembl apxuTeKTypHOro Npubnu¥eHNA HOBOIM KNaccu4YecKon apXUTEKTYPHON cuctembl» /
Oleg Ponomarev (upon the script by Hazimir Malevich) "Painting and the Problem of the Architec-
tural Approximation of a New Classical Architectural System"

6)
7)
8)
9)

Hen [kenkobe «[e3sopuneHTnpoBaHHbIn aKcnpecc» / Hen Jacobs "Disorient Express”
Muxann MaTiownH «LiBeToBbie Tabnuyb» / Mikhail Matyushin "Colour tables"

MaHc Puxrep «Putm 21» / Hans Richter "Rhythmus 21"

Mon Hnuncon «CeeTt ¢ Mecbi» / Paul Clipson "Light from the Mesa"
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3xcnosnuunAa B MoHpae Kynbtypbl «KEHATEPUHA». 2 atam
The Ekaterina Cultural Foundation exposition. 2 floor
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ApxuteKTypa BbicTaBO4YHOro npoctpaHcTea — [uHa HapamaH (xygorHuK, apxuteKTop)
Architecture of exhibition space — Dina Haraman (artist, architect)



Ixcno3uymnAa B MoHge Kynbtypbl «kEHATEPUHAY. 2 aTtam
The Ekaterina Cultural Foundation exposition. 2 floor

1) Meppu Bapp «Yenosek ¢ kMHoannapaTtom: MobanbHbIA pemenk» / Perry Bard "Man With
a Movie Camera: The Global Remake"

2) 3KcnnuKauyun K BbictaBKe / Explication for the exhibition

3) 36urHes PbibunHcknin Hoesaa kHura / Zbigniew Rybczynski Nowa Hsiazka (New BooK)

4) Mapk Amepuxka «@UJIbMTEHKCT» / Mark Amerika "FILMTEXT"

5) Onbra Hucenesa «CrossWorlds: oT Teopun KoppeKTupylowmnx Kogos

po nonutuyecKon maHunynauumy / Olga Hisseleva "Cross\Worlds: From a Theory of Corrective
Codes to Palitical Manipulation”

6) Hpuc Xennc «lMepcoHanbHbIn KMHOTEATP C CEHCOPHbLIM 3KPaHOM, NOKa3biBaloLUiA

14 wHTepaKTuBHbIX hunbmos» / Chris Hales "One-Person Touchscreen Cinema Showing

14 Interactive Movies"

7) Bopuc Oebakep «3oHa» / Boris Debackere "Probe"

8) lepy @paHk «Ctapwe Ha 10 muHyT (Cra3ka o Jobpe n 3ne)» / Herz Frank "Ten Minutes
Older (Tale About Good and Evil])"

9) Cepren 3nseHwTenH «CTEeKNAHHbLIA AOoM». 3CKN3bl K NPOEKTY, YacTb 1 / Sergey Eisenstein
"Glass House". Sketches to the project, part 1

10) Enena NopbayeBa «Cnenbie» / Elena Gorbacheva "The Blind"

11) Cepren 3nseHwTenH «CTekNAHHBLIA gom». ICKU3bI K NPoeKTyY, YacTb 2 / Sergey Eisenstein
"Glass House". Sketches to the project, part 2

12) Mua Turka «OpeprummocTtb» / Pia Tikka "Obsession”

13) Mua Tuxkka «OpepHMMOCTb» — XpOHUKAa nHcTannupoBaHua / Pia Tikka "Obsession” —
(installation view)

14) Anekxcen Ncaes «MoHTax aTtTpaKymoHoB» / Alexey Isaev "Montage of Attractions”

15) HoHcTtanTnH CémunH «AHpgany3ckuin nec» CanbBagopa Hanu Salvador Dali / Honstantin
Semin “Un chien andalou” by Salvador Dali

16) CanbBapgop Hanu — Habpocku K «AHganysckomy ncy» / Salvador Dali — sketches for

“Un chien andalou”

17) ErartepuHa lNaBnosa «i am a fish» / EKaterina Pavlova "i am a fish"

18) Tpynna TOTAPT «lNonotepbi» / TOTART group "Floor Polishers”

BAJIN 3HCIOPT «HuHo: noctyum n npukocHuceby» / VALIE EXPORT "Tapp und Tast Hino (Touch Cinema)"

19) Banepun AinseHbepr «BusyanbHble manunynauuun» / Valeriy Ayzenberg

"Visual manipulations"

20) AnexcaHppa HysHeuosa «Tpu yseta. benbin? Tpu useta. Cepbin? Tpu uBeTa.
HpacHbin?» / Alexandra Huznetsova "Three colours. White”? Three colours. Grey? Three
colours. Red?"

21) Byau v LLiTteriHa Bacionka Byau n LLiTtenHa Bacionka — MNogbopka Bugeo ns npoekra
«MawwuHosugeHne» / \Woody and Steina Vasulka — Works from the "Machine Vision" project
22) BAJIMN 3HCMOPT «METAHOWA» / VALIE EXPORT "METANOIA"

23) Hen Mxenkobec deHb #éT / Hen Jacobs "The Day Was a Scorcher”

24) [HOuHa HapamaH «bpema» / Dina Haraman "Burden"
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AHHOTaUMA:

«Mepgna Popym» — 310 Nporpamma «MoCKOBCKOro KuHodecTuaans»,
CO3[aHHas AJ1Aa Toro, YTobbl PaCLUMPUTL NPUBbIYHBIE MPAHMLLbI KUHEMA-
Torpada, NoKasaTtb, YTO OH MOXET ObITb pa3HbiM HE TONBKO MO CoaepHa-
HUIO MUIIX NO XYOOMECTBEHHOMY MOCTPOEHUIO TEKCTA, HO M C TOYKKW 3PEHUA
¢bopMbl, TEXHONOMMKU CO3AAHWA, CUTYaLMKU CMOTPEHMA. A3bIK, HA KOTOPOM
«Megna Popym» roBOPUT CO CBOMMM 3PUTENAMM, MPUHALIEKWUT OOHOBPE-
MEHHO M KMHemaTorpaduyecKoMy, U XyA0HReCTBEHHOMY Havasy, oboraLuan
WX B PaBHOM CTEMEHMW.

LleHTpansHoe cobbithe HblHelwHero «Meama Popyma» — BbiCTaBKa
«[orpy#eHnuna. B ctopoHy TakTHnbHOro KMHematorpada» — COCTOUT U3
HECHOMNbKWX Pa3aesioB, Kakabli M3 KOTOPbIX OTHOCUTCA K ONpPeaeneHHOMY
TUNy paboThl pemmnccepa C 9KPaHOM U Co 3puTenemM. HelHelHAA 9KCnosu-
uma B PoHae «<EKATEPUHA» npoponxaeT NpoeKT «PacluMpeHHbIM KMHema-
Torpad», Hayatei B 2011 rogy. Toroa Ha ABYX MOCKOBCKMX MOLL@AKax —
B LICH «[apa» 1 B MOCKOBCKOM My3ee COBPEMEHHOMO MCKYCCTBA — CO-
cToAnachb NepeBan BbICTaBKa, NpeAcTaBMBLUAA HOBEMLLME NPOM3BEAEHUA,
pacLUMpAoLLME TEPPUTOPUIO KMHemaTorpaduyeckoro. B 2012 rogy sapaya
6onee dyHpaMeHTaNbHaA — NPOCeAMnTb 3TH NPOLLECChI OT Uaen 1 pas-
paboTOK KNaCCHKOB, CTOABLUMX Y MUCTOKOB Kak COBPEMEHHOIO KMHO, TaK M
COBPEMEHHOIO MCKYCCTBA, M A0 HbIHELLUHWX MOSIOAbIX XyAOKHUKOB, KOTOPbIE
npeanaratoT CBOM BapHaHTbl MHTEPAKTUBHOIO, HETMHEMHOIO MM 0CA3a-
TEIbHOIO KMHO.

Annotation:

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

The central event of this year's Media Forum is
the Immersions. Towards the Tactile Cinema exhibi-
ton. It consists of several sections each belonging to
a certain type of director’s approach to working with
screen and viewer. This exposition at the Ekaterina
Foundation continues the Expanded Cinema project
that started in 201 1. lts exhibitions took place at two
Moscow locations, the Garage Centre for Contem-
porary Art and the Moscow Museum of Modern Art,
and presented the newest works expanding the ter-
ritory of the cinematic. In 2012 our goal is more fun-
damental — to trace the process from the classics’
ideas and developments which were at the source of
both contemporary cinema and contemporary art, all
the way through to contemporary young artists who
present their own versions of interactive, non-linear
or haptic cinema.



Xl Megwna Dopym 34 MockoBckoro mexgyHapogHoro kunHochecTvueans

MEDIA FESTIVALS: Let’s Rock!

Hnyt ARTPLAY, 24 wiona 8 20:00, 26 wionr B 22:00
HypaTtop nporpammbl — Enena Pymaxuesa

B revesdna Tpex gHen nocaturens sMegua MopyMar cMoryT NocMo-
TRETE NogBopHy paboT nyHwrs MEMAYHEPOOHLE HECTHBANEA ME-
auancHycotea. O FHCNBPUMEHTAN BHBE BHWME 00 I.FCIE-EI'l MacTRpOE
BUABDBPTE, OT CAMEY COPLEIHLN BEPONEACHNL HOHHYPCOR 00 CEMEX
BECENLX sugeonporpammn. B hopsare HnyBHoR BEYEPHHHW MOCHOE-
CHME IPUTENS A rOCTH kMHDpecTHaana GyayT HECNAMOBTHEA BULRD
HEHYCOTEOM NON-SLOp

Yuactuuuw nporpamme: Dslo screen festival [Hopeerwa], Cefvack
Motom (Foccwal, Impakt (Hupepnadgs), PRIX Ars Electronica
[AecTpuA)], Japan Media Arts Festival [Rnonun], GOGBOT festival
[Hegepnange], LOOP festival [Monawua)

MECTO NMPOBEOEHWA # LOCATION

(S

ARTPLAY

HusiHAR CuipomATHndecHan, 10,

hEEp: S A waw. Rrtplay. rus

MNARPTHEPH / PARTNERS

5 Ars ELECTRONICA """'""'"“"""""" L paicars | im;:-ai-'i

1 ctp. B, sxop «Cw
MNizhnyaa Syromyatnicheskaya, 10, str. 8, entranoe "C°

cesmgy [EEES

ARTPLAY Club, June 24 at 8 P.M., June 26 at 10 P.M.
Curator — Elena Rumyantseva

Within the space of three days Media Forum visitors will be able to
sea the collections of works from the best international media art
festivals. The range varies from the experimantal animes to the
masters’ of video art works, from tha most serious European com
petitions to the funniest videoprograms. Moscow spectators and
the Festival guests will be enjoying videoart non-stop in & club
ftarmat

The participants: Dslo screen festival [Morway], NowSAfter
["Seychas & Potom”] [Russia), Impakt [The Metherlands], PRIX Ars
Electronica [Austria), Japan Media Arts Festival, GOGBOT festival
[The Metherlands], LOOP festival [Spain)

MEOWA @OPYM 2012 / MEDIA FORUM 2012

p meds
[, forurm http: # /mediaforum. mediaartiab. ru/
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