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«XyOOMHWK ocBObOMaaeT
ceba cerogHAa HaBcerga
OT HEMOOBUMHHOCTHU YenoBe4YeCKOM

B HEMPEPbIBHOM OBUHKEHNIN>,
[3ura Beptos

«The artist releases himself today for ever
from an immobility human

in continuous movement».
Dziga Vertov
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Onbra LLnwkxo

PacLunpeHHoe ncKycctseo
YacTb 1

Camo npeacTaeneHue o BUaeoapTe U3Ha4anbHO 6bi0 CBA3AHO
C HEeBO3MOKHOCTbIO MOHTaxka 1 COOTBETCTBOBaNO TpeboBaHWAM MHCTas-
NALUK C €€ MHOMOKPAaTHLIMKW NMOBTOPaMKW OAHOMO U Toro #e. Copok net
ToMy Hasag, B 1970-e npobnemy MOHTama MOXHO ObINO PELLnTb TONBbKO
C NMOMOLLbIO HECKOJbKMX NapannenbHo MAYLLIMX 3anncen, Koraa Kamaan
AEMOHCTPUpOBasiaCb Ha OTAENIbHOM MOHUTOPE, a Mexay CO60M OHM MOH-
TUPOBAIMCb METOAOM MEPEROYEHMA C OAHOIO MOHMTOPA Ha APYrou.

MMeHHO C TaKoM CUTyaLMen CTONKHYNMCh MMOHepbl BuAeoapTa. Tpa-
AMLMOHHBIM KUHOMOHTaX TOSIKaN MX B CTOPOHY KMHematorpada, oaHaKko
MHOIMMe XyAOMHUKM e Toraa NOHUMAasIM, YTO HEe XOTAT NPOCTO CHMMAaTb
KMHO M MX MUCCHA COCTOMUT B CO3A4aHWM HOBbIX CPEACTB BblpaweHWA. MHo-
roKaHanbHbIM NepdopMaHc C IMHEMHOW Nofjadven maTepuana B rpaHuLUax
OOHOr0 3KpaHa NpeaoCcTaBu XyAOKHUKAM BO3MOKHOCTH BbIMTH 3a Npe-
Aenbl KMHemaTtorpadpriecKon TpPaanLUK.

«fl npM3Halo BUAEO KaK BNUCaHHOE B paMKy U cBO60oAHOe OT Hee n3obpamke-
Hue. Llndposoe BMAeO No3Bonano nepeMecTUTb o6pa3 3a npeaensl Kagpa
M1 paboTaTb C HUM KaK ¢ 06beKTOM. B cBo60aHOM OT pamKu U306parkeHuun
MO}XHO MaHUNynMpoBaTb 06pa3om KaKk NTMCTOM 6ymarv Ha BUQeo3KpaHe
WU NprupaThb HOBYIO popmy o6beKTam».

Byau Bactonka «MckycctBo namatus, CLUA, 1987, 36'00”

PeanbHocCTb, 3aneyatneHHas Ha KMHOMNNEHKY, pobunack, a peab-
HOCTb, 3aneyatnieHHan Ha BUAeOoKamepy, ANnnacs. ..

B otnnune ot KMHOKamepbl, BUAEO OAHOBPEMEHHO GUKCHMpPOBasio
n3obpameHne v 3ByK. Ecnm kmHonneHka obnapana adpderTom oTcTpa-
HeHWs, TO CBOMCTBa BMAEO MO3BOJANIM CO34aBaTh CMEMNOK C PeaslbHOCTH,

BO3BpawaTb LenoCTHOCTb U €dUHCTBO — B CUHTE3€e M306pa)KeHMH M 3BYHa.

«mo6anbHbIM Kand» 3aHUMaeT ocoboe MecTo B UCTOPUM BUAeoapTa. AToT
paauKanbHbi MaHUdecT rnob6anbHOM KOMMYHUKaLMKU B meananHpULmpo-
BaHHOM Mupe 6bin obpalieH B HEUCTOBbIM 3/IEKTPOHHbIN Konnax, ayauo-
BU3yasbHOE NMOonnypu, paspyLuatowlee A3bik TenesmaeHna. Ham OxyH Mank
BHOCHT TPaHCKYNbTYPHOE, UHTEPTEKCTYyalbHOE coaepHaH1ue B MOTOK CO3Ha-
HWA, NOABNAETCA HaTUCK Pa3pyLUMTENIbHbIX MOHTaXHbIX U TEXHONOrMYECKHUX
NPUEeMOB, BK/TIO4AIOLWMX ayauo- U BUAEOCUHTES, LiBET, UPOHUYHOE coMno-
ctaBneHue. CBOMM NOCTMOAEPHUCTCKUM coaepaHrueM, OopMoK U KoHuen-
TyanbHbIMH cTpaTeruamu, «fnobanbHbi Kand» oKasan rnybokoe Bo3aeu-
CTBWE Ha BUAEO, TeNeBUAEeHUE U COBPEMEHHOE UCKYCCTBO>.

Hawm Dikyn Maik, Hopes — CLUA. «[no6anbHbii karnd» (Global Groove), 1973, 8' 30"

Olga Shishko

Expanded Art
Part 1

The very concept of video art was initially linked
with an impossibility of editing and conformed to in-
stallation requirements with its multiple repetitions of
the same thing. Forty years ago, in 1970s the problem
of montage could be solved only by several paral-
lel recordings, each demonstrated on a separate
monitor, and to edit them one had to switch over from
one monitor to another. This was the situation as
encountered by video art pioneers. The traditional film
montage has driven them to cinema, but many artists
realized even at the time that they didn’t want just
to shoot a film, and their mission was to create new
means of expression. A multichannel performance
with linear presentation of material within the bounda-
ries of one screen gave the artists an opportunity
to step out of cinematic boundaries.

“I recognize video as an image both within a frame and
free from it. Digital video makes it possible to move
the image out of the frame and work with it as with
an object. With an image freed from the frame you could
manipulate it as a sheet of paper on a video screen or
give objects a new form”.

Woody Vasulka, The Art of Memory, USA, 1987, 36’ 00"

Reality captured on film was splintered while
reality captured by a video camera was continuous...
Unlike the cinematographic camera, video

recorded sound and image simultaneously. If cine-
film had a dissociation effect, video made it possible
to make a cast from reality, to recover unity and
entirety — in the synthesis of image and sound.

“The Global Groove” holds a special place in video art
history. This radical manifesto of global communica-
tion in a media-infiltrated world turned into a frantic
digital collage, an audio-visual medley deconstruct-
ing the language of TV. Nam June Paik introduces
transcultural, intertextual content into a stream
of consciousness, with an onslaught of destructive
editing and technological means including audio and
video synthesis, colour and ironic juxtapositions. By its
postmodern content, form and conceptual strategies
the “Global Groove” had a profound influence on video,
television and contemporary art.

(Nam June Paik, Korea-USA. “Global Groove”, 1973, 8'30”)



The reference frame-videoart within

contemporary art in dialogue with

alternative cinema

Video art which is frequently taken by non-pro-
fessional audience as cinema’s younger brother actu-
ally exists in a quite different reference frame. The ref-
erence frame in which it works is in fact the united
territories of 1960-1970s performance and to some
degree — of visual art.

“With Wiener Aktionismus a performance was al-
ways a continuation of painting, blood equaled paint.
| changed the rules of this game, joining actionism with
cinema and new media... | was the first to project films
onto my own naked body - the stills of surgeries. | had
a lot of physically tortuous actions, but their mean-
ing was not in freeing the body but in freedom from
the body through technologies which are an expansion
of our bodies. It was then | heard the terms Expanded
Art and Expanded Cinema for the first time and un-
derstood this was what I've been doing long before
| learned these terms.
(‘A Retired Gengster”, Irina Kulik's interview with Peter Weibel,
Art-Chronica, http://www.artchronika.ru/item.asp?id=2240).

A significant difference in the morphology of cin-
ema and video art languages lies in their understand-
ing of the categories of movement, time and space.

An aspiration towards narrativity and rhetoric was

the cinema’s meaning, aim and all cinematic means

of expression. Video artist consciously detaches him-
self from the methods of conventional narrative cinema.
He frequently renounces the synchronization of sound
and image; he is more interested in the inconsistencies
of rhythm, transformations of colour, shades, reflexes
and forms. The screen is used by an artist alternately
as a canvas or an undercoat, or a scrap of paper used
for a sketch, it has no boundaries, taking any shape
and filling the surrounding space. In this space one
can create a moving image that will last a minute or

24 hours. The space of video is expanding and its time
is unfolding, creating a new dimension. A viewer, an ig-
norant viewer, is frequently uncomfortable in this video
space where we are overcome by the feelings of dis-
comfort, insecurity and anxiety from the first minute.

1. Woody Vasulka, The Art of
Memory, 1987

2. Nam June Paik. Global
Groove, 1973

3. Christian Marclay. The Clock,
2010

4. Douglas Gordon. 24-Hour
Psycho, 1993

Cuctema KoopauHaT — BUAE0apT BHYTPHU COBPEMEHHOIO

MCKYCCTBAa, B guanore c anbTepHaTUBHbIM KWHO

BupeoapT, 4acto BocnpyHUMaeMbiv HENPOPECCHUOHANTbHOM ayAnTO-
pyer Kak Mnaawni 6pat KMHO, Ha CaMOM Aene CylecTByeT B aBCONOTHO
WHOM cucTeMe KoopauHat. CucTeMa KOOpAMHAT, B KOTOPOM OH paboTaeT, —
370, N0 CYTH, 06 beAMHEHHbIE TeppUTopHK NepdopmaHca 1960—70-x u,
B M3BECTHOM CTeMNeHM, — BU3yasibHOro UCKyCCTBa.

«Y BEHCKHUX aAKUHUOHUCTOB nep¢opmch BCcerga npopgonxan MBonuchb,
KPOBb paBHANACb KpacKe. fl e nomeHan npaeuvna vrpbl, CoegMuHUB akumno-
HU3M C KMHO, C HOBbIMHU MegHa... A nepBbIiM CTan npoeuupoBaTb ¢Mnbel
Ha cobcTBeHHOe o6HareHHoe Teno — 3To 6binu Kaapbl XMpypruyecKux one-
pauuﬁ. Y meHA 6bino Hemano AOCTATOYHO MY4YUTENbHbIX ¢M3H"IeCKM aKLIHﬁ,
HO UX CMbICN 6biN He B TOM, 4YTObbI BbICBOGOﬂMTb TeneCHOCTb, HO B TOM,
4yTO6bl 0CBO6OAUTBLCA OT CBOErO Tena, ocBoboauTbCA yepe3 TeXHOJIONMHu,
KOTOpbIe ABNIAIOTCA NpoAoIxKeHnemM Hawlero tena. Torpa s BrnepsBbie yCibl-
wan BbipameHua Expanded Art 1 Expanded Cinema 1 noHAn, 4To UMEHHO
3TUM A U 3aHHUMarCA ele 00 TOro, Kak y3Han 3T TepMHUHbI».

(«[aHrcTep Ha nokoe», nHTepsbio MpuHbl Kynuk ¢ Mutepom BarGenem, «ApT-XpoHukar,

http://www.artchronika.ru/item.asp?id=2240).

CyuwecTBeHHas pasHuua B MOPdOSIorMm A3bIKOB KUHOMCKYCCTBA
W BUAEOUCKYCCTBA — B X MOHWMaHWM KaTeropuin ABUKEHUA, BPEMEHHU
u npocTtpaHcTea. CTpemrneHne K HappPaTUBHOCTU, PUTOPHUKE — B 3TOM
6biN CMBICH, Leflb U BCE Bblpa3uTeNbHble CpeacTBa KMHemaTorpada.
BuraeoxynokHWK e co3HaTeNbHO OTXOAMT OT NPUEMOB KOHBEH-
LIMOHaNbHOr0 HappaTUBHOro KMHemaTorpada. OH 3a4acTyto OTKa-
3bIBa€TCA OT CMHXPOHW3aLMK 3BYKa W M300parmeHua, ero bonbLue
MHTEPECYOT PUTMUYECKME HECOOTBETCTBUA, TPAHCPOPMaLMA
LBeTa, TeHU, 61IMKOB, POPM. DKPAHHOE MONTIOTHO CIYHKUT XYOOKHWUKY
TO XONCTOM, TO NOAMaNeBKOM, TO 06pbLIBKOM Bymaru AnA 3CK13a,
OHO He MMeEeT rpaHuL, NpuobpeTan Nobble OYEPTaAHWUA U 3aMor-
HAA COBOM OKpyHatolme npocTpaHcTea. B aTom npocTpaHcTBE MOKHO
€03p4aThb ABMKYLLMUCA 06pas, ANAWMKCA MUHYTY nnu 24 vaca. lNpo-
CTpaHCTBO BuaeodunbMa paclumpseTca, a Bpems Buaeodunbma passo-
paunBaeTcs, co3naBas HOBOE U3MepeHUe. 3PUTENIO, HEUCKYLLEHHOMY
3pUTeNto, YaCcTo CTAHOBUTCA HEYIOTHO B 9TOM BUAEOMNPOCTPAHCTBE, rae
COCTOAHWE AUCKOMPOpPTa, HECTabMNBLHOCTH, YyBCTBO BECNOKOMCTBA
OXBaTbIBAIOT HAC C NEPBbIX MUHYT.



Eyp,yl.uee KWHO — 3TO BMPTYyasibHaA peajibHOCTb U MHTEPAaKTUBHOCTb.
M umeHHo Takoe pasBuTHE SHpaHHOFi KynbTypbl, NPeABOCXULLEHNE Mbl
MO¥KEeM YCMOTPETb B BblICKa3blBaHUHN Cepreﬂ Oi3eHwWwTenHa.

«YeTBepToe namepeHve? dnHwTenH? Muctuka?
MNMopa nepectaTb NyratbCA 3TON «6AKU» — YHETBEPTOrO U3MEPEHHUA.
O6napaA TakMM NPeBOCXOAHbIM OpPyAUEM NMO3HaHMA, KaK KUHemaTorpado,
Aaxe CBOW NPUMHUTUB deHOMEHa — OLLyLIeHUe ABUHEHUA — pellatoLero
YyeTBEPTbIM U3MEPEHUEM, Mbl CKOPO HayYUMCA KOHKPETHOW OPUEHTUPOBKE
B YeTBEPTOM M3MEPEHHHU TaK He No-goMallHeMY, KaK B CO6CTBEHHbIX HOY-
HbIX Tydnax. U npyuaetca ctaBUTb BONPOC 06 U3MEPEHUU... NaTOM!»

(Cepreit JitzeHLuTeitH. YeTBEpTOE M3MEPEHHME B KMHO.

M3bpaHHble nponsseneHna B Wwectv Tomax. M, 1964, T.2, C.49-50)

MHoroe c6nuKano 1 NpoJomKaeT CoNMKaTb dKCNepUMeEHTaNbHOE
KWHO 1 BMAE0apT. Haxoasach, ogHaKo, B pasHbIX CUCTEMaxX KOOPAMHAT,
OHM B TO € BpeMsA AeMOHCTPUPYIOT CUny HabntoaeHWs U BOOBpakeHus.
ConpoTuBnasack peknamMHon mawmHe [onnvByaa, aKcneprMeHTanbHoe
KWMHO W BMOE0aPT npeanaratoT 3puTento 6onee WUPOKUIM BEIGOP TOUEK
3PEHUA 1 NO3ULMI BOCTIPUATHUA. ABTOPbI MPOHU3UPYIOT HaZ CamMoMn Uaeekn
KMHOMPOCMOTpPA Kak couunanbHoro putyana. lNossnaeTca KpUTUHECKOE
OTHOLLEHWE K KUHOMHAYCTPUM, CO3aaBan HOBblE AMOLIMOHANbHBIE U MCHUXO-
Nornyeckre MeTofbl BO3OENCTBUA KMHO/BUAEOMNPOAYKLMM.

B3nambiBaa npocTpaHcTBa
BupTtyanbHele npocTpaHcTBa
MHdbopmaumroHHble NpocTpaHcTBa
BuayanbHble npocTpaHcTBa
CoumanbHble NpocTpaHCcTBa

XyOOHHWKM paboTaroT G caMMMKM CMbICNIaMK, paspyLuan CTepeoTubl
KnHemaTorpada. BosHWKaloT ABe OCHOBHbIE CTpaTermu:

1) Bcnen 3a Mapcenem [iowaHoM B paboTy BHOCUTCA SMEMEHT Urpbl,
MHTENNEKTYanbHOro AeNCTBHA;

2) B COOTBETCTBUM C TEOPHEN «MOHTaKa aTTpaKuuoHos» Cepres
On3eHwWwTeHa pa3pabaTbiBatOTCA SKCNEPUMEHTASIbHbIE, YTOMUMYECKHE
BO3MOXHOCTK Meaua.

BosHuKaerT elle 0aHO M3MepeHue — BO3MOKHOCTb YBUAETb HE BOC-
npuvHUMaeMeble B 06bIMHOM Mupe Belwu. [yrnac lopaoH B Bugeopabore
«[cuxo 24», 1993 (3ameaneHHbIM oo 2 KagapoB B CEKyHAY wenesp Anb-
dpena X1yKoKa) NepeKnouan BHUMaHWE 3pUTENA C CIOXETa U NOBECT-
BOBaHMWA Ha A3bIK ABUMYLLErOCA MCKYCCTBA. YBENUYMB OJIUTENbHOCTb
dunbma fo 24 yacos, OH Npeanaran 3puTesto NPOYYBCTBOBATb KITACCHKY
BO BCex ee geTansax. B npocTpaHcTBe XyA0meCcTBEHHON ranepeu, rae aKc-
noHWpoBanack pabota, [opaoH co3pan HOBYHO peanibHOCTb, 3acTaBnAA
noceTtutena 3abbiTb O NPUBLIYHOM MOCTPOEHUU dUTbMA.

«KMHemaTorpad npeg4yyscteoBan BMaeo B punbmax ¢paHULy3CKOM U OCO-
6eHHO HeMeL KON «HOBOW BONHbI». Bum BeHpgepc — oaMH U3 npoBoA-
HUKOB [0/roro, AJIMHHOro, oco6biM 06pa3om opraHM30BaHHOIO NnaHa,
M3 NocnegHUX CUN HanpArancAa BMecTe ¢ KWUHemaTorpadom, Bbixoga
Ha ero rpaHuuy, 4Tobbl OTPa3nTb CBOMCTBA YaEMOW UM peanbHOCTH.
B To Bpemsa Kak Bugeokamepa genaet 3To 6ecnowagHo Nierko B pyKkax
y MnageHua, y NoOXKHUIoro YyenoBeKa».

(MHTepBbI'O Eopmca }OSaHaHOBa, aBTopa KoHuenunn «MeaneHHoro BMaeo» B nporpamMmme «OT KWHO-

aBaHrapaa K BuaeoapTy», Boinyck «Coirpaem B Awmk» ot 3 aexabpa 2001 rop).

KpucTtnan Mapknei v certyac npoponxaeT paclwennaTb K1MHe-
mMaTorpagpuyeckyto peanbHocTb. OH Kak 6bl MLLET yTpayeHHOe Bpems,
MOHTHMpPYA 24-4aCOBOE BUAEO U3 THICAYM C NIULIHUM PparmMeHToB

The future of cinema lies in virtual reality and
interactivity. This is the development of screen culture
anticipated by Sergey Eisenstein:

The fourth dimension? Einstein? Mysticism?
It's time for us not to be afraid of the “bogey”
of the fourth dimension anymore.
Possessing such a wonderful device of knowledge
as cinema that even the primitive of its own phenom-
enon - the feeling of movement — solved by the fourth
dimension, we will soon learn to find our way in
the forth dimension as we do at home in our night
slippers. And we will have to pose the question
of ... the fifth dimension!
(Sergey Eisenstein. The Fourth Dimension in Cinema. Selected
works in six volumes. Moscow, 1964. V.2, pp.49-50)

Many things brought and are still bringing experi-
mental film and video art together. Existing in different
frames of reference they both demonstrate a power
of observation and imagination. Resisting the Hol-
lywood advertisement machine experimental film and
video art provide the audience with a wider range
of points of view and perception positions. The au-
thors treat the very idea of a screening as a social ritu-
al ironically. A critical attitude towards the film industry
appears, creating new emotional and psychological
means of influence of cinematic and video production.

Cracking Space
Virtual space
Information space
Visual space
Social space

Artists work with the very meanings destroying
the cinema stereotypes. Two basic strategies emerge:

1) An element of play, an intellectual action
is brought into work after Marcel Duchamp;

2) experimental, utopian potential of media
is developed according to Sergey Eisenstein’s theory
of “montage of attractions”.

Another dimension appears — an opportunity
to see things not usually perceived in everyday life.
In his 24-Hour Psycho video (1993, Alfred Hitch-
cock’s masterpiece slowed down to 2 frames a sec-
ond) Douglas Gordon switched the viewer's attention
over from the plot to the language of the animated
art. Increasing the film's duration to 24 hours he
allowed the viewer an opportunity to feel the classic
in all its details. In the gallery space where the work
was screened Gordon created a new reality, making
the spectator forget the film's familiar construction.

“The cinema has anticipated video in the films of French
and especially German new wave cinema. Wim Wenders
is one of the advocates of lengthy, long, specially con-
structed plans, he strived to the limits together with the
cinema - toward its borders, in order to reflect the char-
acteristics of a wished-for reality. At the same time
a video camera does it cruelly easy in the hands
of a baby or an old man”.
(Interview with Boris Yukhananoy, the author of “slow video”
concept in the TV-show “From Cinema Avant-Garde to Video
Art", “Let’s Kick the Box” issue, December 3, 2001).

Christian Marclay still continues to splinter
cinema reality. He seems to search for a lost time,
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Ypcyna MPpoHe
Vcye3sHoBeHue PaMbl.
norpy:HeHne n y4acrtue
B BUAEONHCTANNALMNAX

l'ne BCe egnHO, CBET M HOYM TEMHOTA
LLlapnb Bognep

Ho BHyTpu, Tam 6onblue HeT rpaHuLy!
HaH Tapgbe

Ha ogHow cBoei paHHel dotorpadumn 6putaHcKas xyooxHuua Cam
Tewnnop-Bya srictynaet B ponu [Ixexcona Nonnoka — oHa ummtupyet
nereHAapHYyo No3y CBOEro KON, PUCYHOLLLErO B CBOEM MacTepPCKOM
Ha JloHr-Avinenpe. He cpa3y noHATHO, 4TO Nepen HaMK KeHwuHa: Ten-
nop-Bya nepennmaeTt putopuKy Nonnoka, noxoxyto Ha TaHeL, 3HaKO-
Myto Ham no ¢oTorpadpuam XaHca HamyTa, KoTopele nprobpenn Bcemup-
HYHO M3BECTHOCTb Kak obpasel, n306pameHna COBPEMEHHOIO XyAOKHMKA.
B cBoem «[1B1KEHUM MO HAaNPaBEHUIO K aKTUBHOM HUBOMUCH» (1992)
Tennop-Byn npusnexkaet BHMMaHWe 3pUTENA K TOMY KNHOYEBOMY MOMEHTY
MCTOPUK UCKYCCTBA U MEAMA, KOrAa «XYOOMHUK-0OEKT» BXOAUT B Kap-
THHY Yepe3 GUBUYECKMI aKT PUCOBaHMA (<aKTUBHAA HUBOMUCH») U TAKUM
06pa30oM NPOPbLIBAETCA CKBO3b MPaHULL, Pa3AenAtoLLyt0 ero camoro
M n306pameHre, NCKYCCTBO U HKU3Hb. [BMHKYLLIMECA Ma3KK KPACOK yKasbl-
BalOT Ha 370, OHW ByaTo Haanuck Ha xoncTe'. Tennop-Bya npucsansaeT
MECT XyLAOMHMKA, KOTOPbIM K HACTOALLEMY MOMEHTY YHe BbIKPUCTATUSK-
poBancA B MU, U Mbl MOXKEM NMPUHATL 3TO 3a UCXOAHYIO TOYKY AJIA pas-
MBILLIEHWI O LLeNAX COBpeMeHHOM BuaeonHcTannAumn. B wecte MNon-
NI0Ka 1 ero NOBTOPEHUM 3aKITHOYEHO MHOMKECTBO KaTeropum, B TOM 41cne
NOHATUA TeaTpasibHOro, NneppopmaHca, MU3aHCLLEHbI, PENeTULMK U TPaHC-
dopmaumm «obpasa» (aKpaHa) B TeaTpasibHOe NPOCTPAHCTBO MU B «COH
BO CHe», a TaKKe TpaHcdopMaLmnKn TOYKU 3peHna HabnopaTens B pag,
NePEemUBaHUI, COCTOALLMX M3 PasIMUHLIX (XYLOKECTBEHHO-) UCTOPUYE-
CHMX NEPCNEKTMUB.

Teopyeckuit metop, [Nonnoka o3HameHOBas1 MOBOPOTHBIM MyHKT B pas-
BUTWM UCKYCCTBA; OH pa3pyLUM/ NPUBLIYHOE NPEACTaBEHUE O NPOU3Be-
[EHMU UCKYCCTBA, NPEBPATUB €ro B CTPYKTYPbl AENCTBUA W NepdopMaHca.
HoHuenunn nogobHoro MeTopa CTanu AOCTYMHbI LUMPOKOMW MybnvKe Gnaro-
Aapa kuHematorpady, potorpadum 1 BUOEO — «HOBLIM» Meana, YbA UCTO-
puA HeoTAeNMMa OT TEMHOWM KOMHATbI, OT TEXHUYECKOM U MeTadhopHUIECKOM
NpPO3pPa’yHOCTH YepPHOM KOPOBKU. TexHMKa pa3bpbidrnBanua Nonnoka — akrt

1 O6 oTHOWEHAX Memay paboToi 1 XyAOKECTBEHHbIM AeicTBreM [aponba Poserbepr nucan: «<Ha axkpare
ZIOMKHA NPOU3BOANTLECA HE KapThHa. Tam AOMMHO NPoMCxoanTb cobeither. Cm.: Harold Rosenberg, ‘The
American Action Painters’, Art News, December 1952, p.76; a Take Regine Prange, ‘Die mythische Geste',
Jackson Pollock. Number 32, 1950, Frankfurt am Main: Fischer Verlag, 1996, pp.29-36.

Ursula Frohne

Dissolution Of The Frame:
Immersion And
Participation In Video
Installations

Vast as the dark of night and as the light of day
Charles Baudelaire

But inside, no more limits!
Jean Tardieu

In an early Sam Taylor-Wood photograph,
the Biritish artist appears in the role of Jackson Pol-
lock, imitating the legendary pose of her historic
colleague painting in his studio on Long Island. Barely
recognisable as a female, Taylor-Wood restages
Pollock’s dance-like rhetoric, familiar from the Hans
Namuth photographs that have become world-famous
icons of the modern artist-subject. In A Gesture
Towards Action Painting (1992), Taylor-Wood directs
attention to this key moment in art and media history —
the moment in which the artist-subject enters the pic-
ture via the physical act of painting (“action painting”),
and thus bursts through the boundary separating self
and representation, art and life. All this is indexed and
inscribed on the canvas as moving traces of colour’.
Taylor-Wood's appropriation of an artistic gesture that
has crystallised into a myth can be taken as the start-
ing point for a reflection upon the effects of contem-
porary video installation. In Pollock’s gesture and its
replication, a number of categories circulate, such
as those of the theatrical, the notion of performance,
mise-en-scéne, repetition and the transformation
of “the image” (the screen) into a theatrical space
or mise-enabyme, as well as the transformation of
the observer's perspective to a range of experiences
made up of differing (art) historical perspectives.

Pollock’s working method marked a turning
point in the development of art, dissolving the tradi-
tional notion of the artwork into structures of action
and performance. Film, photography and video —
the “new” media whose history is inseparable from
that of the dark room, the technical and metaphorical

1 On the relationship between work and artistic action, Harold
Rosenberg wrote: “On the screen, a picture should not be
manufactured, but an event should occur” See Harold Rosenberg,
“The American Action Painters”, Art News, December 1952, p.76; and
Regine Prange, “Die mythische Geste", Jackson Pollock. Number 32,
1950, Frankfurt am Main: Fischer Verlag, 1996, pp.29-36.



transparency of the black box — made the concepts
of such work accessible to a wider public. Pollock’s
drip technique — an act of painting liberated from

the control of reason — eliminated the boundaries

of the picture’s surface, and smoothed the path for

a multiplicity of concepts of experience-oriented
artistic pursuit, which steadily withdrew into dark
environments as successive generations of artists in-
creasingly improved their aptitude in the realm of new
media. Taking the form of theatrical scenes and ka-
leidoscopic, large-format projections, these projects
added the parameter of time to the space-defined
visual parameter of the classical museum; indeed,

the mechanical means of representation increasingly
shifted the focus of visual perception from the experi-
ence of space to the experience of time. Pollock’s col-
our diffusion — a seismograph for the artist’s ecstatic
osmosis (practising a kind of auto-immersion), which
also visually dissolved the material basis of the paint-
ing — was a harbinger of this transformation of artistic
practice. During the decades that were to follow, and
aided by new technologies, artists perfected ways

to stimulate the observer by creating spatial settings
that engrossed him or her entirely. If the all-over effect
of action painting triggered the potential demateri-
alisation of the support and included the physical
presence of the body in the process of representation
to the point at which, according to Pollock himself,
the artist literally stepped “into” the picture, then so,
too, does the viewer today experience the reality-
altering maelstrom of projected images in spaces

of cinematic illusion®. Such images inscribe them-
selves in the viewer’s mind either as emotional overkill
or as detached moments of reflection, triggered not

2 On the spatial relations between cinema and museum see Giuliana
Bruno, “Collection and Recollection: On Film ltineraries and Museum
Walks”, Public Intimacy: Architecture and The Visual Arts,

Cambridge, Mass.: The MIT Press, 2007, p.41.

1. Sam Taylor-wood. A Ges-
ture Towards Action Painting.
c-print. 1992. Courtesy Jay
Jopling / white cube, London

2. Dan Graham, Body Press,
1970-72. Black-and-white
production still, 16 mm colour
film, 20". courtesy Marian
goodman gallery, New York

HUBOMMUCAaHKA, OCBOBOMIEHHOIO OT KOHTPOMA pasymMa — yCTpaHuna rpa-
HU1LLbI MOBEPXHOCTU KapTHHbI M NPONOMUIA LOPOry AnA YMHOMKEHWUA KOH-
LienLmnii XyA0KECTBEHHOrO NMOMUCKA, OPUEHTUPOBAHHOMO Ha OMbIT-NEePEeM-
BaHKWe. DTOT NMOUCK Bblsl OTTECHEH B TEMHOTY HECKOMBKUMM MOKONEHUAMM
YCMeLLUHbIX XyAO0KHUKOB, HEMPECTaHHO YMHOMABLLIMX CBOM YMeHUA B obna-

CTW HoBoro Meama. MNpuHrman Gopmy TeaTparnbHbIX CLEH U Karlea0CKOo-
MUYECKUX KPYNHOPOPMATHBIX MPOEKLIMIA, 3TU NPOEKTbl AO06ABMIN BPEMEH-
HOWM NapameTp K ornpeseneHHbIM NoCpeACTBOM NPOCTPaHCTBA BU3YaslbHbIM
napameTpam Knaccuyeckoro Mysen. B camom aene, mexaHnueckure cpen-
cTBa M306pareHna Bce 6osblue CMeLLaTM GORYC BU3yallbHOro0 BOCMPHUA-

TWUA C NEePEXMBAHWUA NPOCTPAHCTBA K NepexunBaHuio BpemeHu. PacrbineHne
Kpacok y lNonnoka — cefcMorpad SKCTaTUHECKOrO NMOCTUKEHWUA XYAOKHMKA,
KOTOPbI NPaKTUKOBAST HEYTO BPOAE CaMOMOrPYHEHUA, a TaKKe U YHAUTOKE-
H1e MaTeprasibHOM OCHOBbI HMBOMMCH — BbINO NPEABECTHUKOM Npeobpare-
H1A Xy[0MECTBEHHOM NPaKTUKK. B nocnepytoLume AecATMNETUA C MOMOLLLIO
HOBBbIX TEXHOMOMMM Xy[OMHWKM JOBENW A0 COBEPLLEHCTBA CMOCO6bI CTUMYN-
poBaTb HabnogaTens, co3aasan NPOCTPAHCTBEHHbIE AEKOPaLK, NOMHOCTLIO
norroLatolune ero. Ecnu B Lienom addeKt akTMBHOM H1BOMMUCH 3any-
CKan BO3MOMHYIO femaTepraninaaLinio cpeacTs obecrneqeHma CylLlecT-
BOBaHMA UCKYCCTBa, W BI04 $pMU3MYeCKOe NPUCYTCTBKE Tena B Npo-
LleCC n3obpareHna 40 TaKoW CTerneHu, 4To, cornacHo camomy lMonnowy,
XYAOHHWK GYKBaNIbHO BXOAWI «BHYTPb» KAPTHHBI, TO TaK e U HbIHELLHWE
3pUTeNK NoNaaatoT B U3MEHAIOLLMIM pearlbHOCTb BOAOBOPOT NpoeLmpye-
MbIX 06Pa30B B NMPOCTPAHCTBAaX KMHeMaTorpabmniecKmx nnnosuin.Takve
06pasbl 3aneyaTneBatoTCA B CO3HAHUM 3PUTENA UK KaK «Nepenosu-
POBKa» 3MOLIMI UK e KaK OTAeNbHbIE MOMEHTbI pedneKCcHu, 3anyLeHHble
He TONbKO BKIIOYEHWEM BPEMEHW KaK CaMOCTOATENbHOM pedepeHTHOM TOUKH,
HO TaKXe 1 aTMOoCcdepoi, MOPOHAEHHOM NOCeA0BaTENbHOCTLIO 06Pa30B,
OCBELLAIOLLMX TEMHOTY, YacTO B 3BYKOBOM COMPOBOXAEHWM.

......................... S

2 O NpoCTpaHCTBEHHbIX OTHOLLEHUAX MeM/y K1HO 1 My3eem Cwm.: Giuliana Bruno, Collection and
Recollection: On Film ltineraries and Museum Walks', Public Intimacy: Architecture and The Visual Arts,
Cambridge, Mass.: The MIT Press, 2007, p.41.
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Jlee MaHoBu4
NHTepnpeTauyuna
rmbpungHbIx megna

HeBugumasa peBontouus

Bo BTOpo# nonosrHe 1990-x rogoB KynbTypa ABUHYLLMXCA U306pa-
WeHWM nogseprnack ¢yHaameHTanbHon TpaHcpopmaumun. Meama, GbiBlime
paHblle CaMOCTOATENbHBIMW — TaKWe Kak KMHeMaTorpag c eCTeCTBeH-
HbIM ABUMEHMEM B Kadpe, rpadura, oTtorpadus, aHMMaLmA, TpexmepHas
KOMMbIOTEPHaA aHMMaLUMA 1 TUnorpaduKa — ctanm o6bLeaMHATLCA B pas-
NMYHBIX COYeTaHUAX. B KOHLe AecATHNeTMA «4ucTble» Meamna ABUHYLUMXCA
n3o0pakeHn CTann UCKItoYeHMEM, a MeamMarnbpuabl — HOPMOM.

Bot HecKonbKo nprmepos'. B My3bikanbHOM BUAEOKIMME MOFYT
MCNONb30BAaTbLCA HMBblE ChEMKHM, a TaK¥Ke TUnorpaduKa U pasnuyHble
TpaHchopMaLmu, CAeNaHHbIe C MOMOLLEK KOMMBbIOTEPHOM rpadmkm (Kamn
Ha necHto «Go» rpynnsl «Common», nponasoacteo Convert / MK12 /
KaHbe Yact, 2005). Unu, Hanpumep, M306pameHue NeBuLbl MOKET BbiTb
BHEOPEHO B aHUMMPOBaHHOE HAPUCOBAHHOE NPOCTPaHCTBO (KN Ha
necHto LLepnn Kpoy «Good Is Good,» nponssoacteo komnaHuu Psyop,
2005). B KopoTKOMETpamHOM GUIIbME MOMET COYETATLCA TEKCT, CTUINE0-
BaHHaA TpexMepHaa rpaduKa, ABUHKYLLMECA SNEMEHTbLI AM3arHa M BUOEO
(knun Ha necHto «ltsu» onA ayata «Plaid», rpynna «Pleix», 20022).

B HeKkoTopkIx cnyyasax NpoTMBONOCTaBNEHWE Pa3nyHbIX Meava
YeTHo paanuummo (knun Ha necHio «<Don't Panic» rpynnel «Coldplay»,
2001, sactasKa Tenewoy «The Inside», cosgaHHaa komnaHunen «Imaginary
Forces», 2005). B gpyrux cnyyasax cMeHa pasimyHbIX Meaua MOXET BbiTb
TaKoM BLICTPO, YTO ee TPYAHO 3aMeThTh (pernamHblit poruk GMC
Denali «Holes», nponasoacTeo komnanum «Imaginary Forces», 2005).

B pAne cnyyaeB pexknamHbIM PONKWK MK 3acTaBKa K GUbMy MOryT coaep-
WaTb nocrefoBatenbHbIM BUAEO- UM KUHOCHOMET, B KOTOPOM U30-
6parKeHre MeHAeTCA OT eCTECTBEHHOr0 40 B 3HAYMTENIbHOM CTENEHM
CTMUIIU30BaHHOIO.

MopobHaa MeanarnbpraHOCTL He 06A3aTenbHO NPOABA-
€TCA KaK 9CTeTMKa Konnama, KoTopas BblABUraeTcA Ha nepeaHum
nnaH Npy NPOTUBOMNOCTaBIEHUM PA3NIMYHBIX MEAMA UMK Pa3NHYHbIX

1 A np1BOKY 3TH NPUMEPLI MO TPEM OMYBIMKOBAHHEIM MCTOUHUKAM, KOTOPLIE NIETKO NPOCieaAnTs. [epBbii —
DVD-c6opHuk | Love Music Videos, BbinyiwierHbiin B 2002 rogy, conepmut noa6opry 13 40 MysbiKanbHbIX
BMAEOKNMNOB nonynapHelx rpynn oT 1990-x rogos v fo Havana 2000-x. Bropoi — DVD-c6opHMK
onedotzero_select, non6opxa 16 He3aBMCHUMBIX KOPOTKOMETPaMKHbIX GUNBMOB, PEKNAMHBIX PONMKOB

1 HMBOrO KMHOMEepdopMaHca, cocTonABLLeroca Ha pectrsane onedotzero B JloHaoHe, BeinyleH B 2003 roay
TpeTuit — BoinyLeHHBbIN oceHblo 2006 roaa DVD-noptonno komnanuu «imaginary Forces», oaHoi

13 Hanbonee U3BECTHLIX NPOM3BOANTENEN aHUMUPOBAHHOW rpadUKK Ha CEroaHALIHMIA AeHb. B aTom DVD-
COOPHUKE: TUTPLI W TPENEpPbl XYA0KECTBEHHBIX GUILMOB, 3aCTaBKKM TENENPOrpamMm 1 TENEKaHaso., naKeTsl
rpadguUUecKmx Nporpamm AN KabenbHbix KaHanoB. BONbLIMHCTBO KNMMOB, KOTOPLIE YNOMUHAIOTCA B 3TOM
CTaTbe, MOKHO TaKke HaiTh B MHTepHeTe.

2 B c6opHure onedotzero_select DVD 1. MnTepHeT-Bepcua hitp://www.pleix.net/films.html, Boinomera
08.04.2007.

Lev Manovich

Understanding
Hybrid Media

The Invisible Revolution

In the second part of the 1990s, moving-image
culture went through a fundamental transformation.
Previously separate media — live-action cinematog-
raphy, graphics, still photography, animation, 3D
computer animation, and typography — started to be
combined in numerous ways. By the end of the dec-
ade, the “pure” moving-image media became an ex-
ception and hybrid media became the norm.

Here are a few examples'. A music video may
use live action while also employing typography and
a variety of transitions done with computer graph-
ics (video for “Go" by Common, directed by Con-
vert/MK12/Kanye West, 2005). Or it may embed
the singer within an animated painterly space (video
for Sheryl Crow's “Good Is Good," directed by Psyop,
2005). A short film may mix typography, stylized 3D
graphics, moving design elements, and video (ltsu for
Plaid, directed by the Pleix collective, 20022).

In some cases, the juxtaposition of different
media is clearly visible (video for “Don’t Panic” by
Coldplay, 2001; main title for the television show
The Inside by Imaginary Forces, 2005). In other cas-
es, a sequence may move between different media so
quickly that the shifts are barely noticeable (GMC De-
nali “Holes” commercial by Imaginary Forces, 2005).
Yet in other cases, a commercial or a movie title may
feature continuous action shot on video or film, with
the image periodically changing from a more natural
to a highly stylized look.

Such media hybridity does not necessary mani-
fest itself in a collage-like aesthetics that foregrounds
the juxtaposition of different media and different me-

1 I have drawn these examples from three published sources so
they are easy to trace. The first is a DVD, | Love Music Videos, which
contains a selection of forty music videos for well-known bands

from the 1990s and early 2000s, published in 2002. The second is
a onedotzero_select DVD, a selection of sixteen independent short
films, commercial work, and a live cinema performance presented by
the onedotzero festival in London and published in 2003. The third is
a fall 2005 sample work DVD from Imaginary Forces, which is among
most well-known motion-graphics production houses today. The DVD
includes titles and teasers for feature films, TV show titles, television
station IDs, and graphics packages for cable channels. Most of the
videos | am referring to can be also found on the Internet

2 Included on onedotzero_select DVD 1. Online version
at http://www.pleix.net/films.html, accessed April 8, 2007.



dia techniques. If in the 1990s computers were used
to create highly spectacular special effects or “invis-
ible effects,”® toward the end of that decade we see
something else emerging: a new visual aesthetics that
goes “beyond effects. In this aesthetics, the whole
project — whether a music video, a TV commercial,

a short film, or a large segment of a feature film —
displays a hyper-real look in which the enhancement
of live-action material is not completely invisible but
at the same time it does not call attention to itself

the way special effects usually tended to do (exam-
ples: Reebok I-Pump “Basketball Black” commercial
and The Legend of Zorro main title, both by Imaginary
Forces, 2005).

Although the particular aesthetic solutions vary
from one video to the next and from one designer
to another, they all share the same logic: the simulta-
neous appearance of multiple media within the same
frame. Whether these media are openly juxtaposed or
almost seamlessly blended together is less important
than the fact of this copresence itself.

In contrast to other computer revolutions, such
as the fast growth of World Wide Web in the second
part of the 1990s, the revolution in moving-image
culture that took place around the same time was not
acknowledged by the popular media or by cultural
critics. What received attention were the develop-
ments that affected narrative filmmaking — the use
of computer-produced special effects in Hollywood
feature films or the inexpensive digital video and
editing tools outside of it. But another process that
happened on a larger scale — the transformation of
the visual language used by most forms of moving
images outside of narrative films — has not been criti-
cally analyzed. In fact, although the results of these
transformations were fully visible by about 1998, at
the time of this writing (spring 2007), | am not aware
of a single theoretical article discussing them.

One reason is that in this revolution no new
media per se were created. Designers were making
still images and moving images just as they had in
the previous decade, but the visual language of these
images was now very different.

Since the end of the 1990s, the new hybrid
visual language has dominated global visual culture.
While narrative features still mostly use live-action
footage, and videos shot by “consumers” with com-
merical video cameras and cell phones are similarly
usually left as is (at least, for now), almost everything
else is hybrid. This includes commercials, music vid-
eos, motion graphics, TV graphics, dynamic menus,
graphics for mobile media content, and other types
of animated, short nonnarrative films and moving-
image sequences being produced &around the world
today by media professionals, including companies,
individual designers and artists, and students. | be-
lieve that at least 80 percent of such sequences and
films follow the aesthetics of hybridity.

Matrix, Sin City, 300, and other films shot on
a digital backlot combine multiple media to create
a new stylized aesthetics that cannot be reduced to

3 Invisible effect is the standard industry term. For instance, the film
Contact, directed by Robert Zemeck, was nominated for 1997

VEX HQ Awards in the following categories: Best Visual Effects,
Best Sequence (The Ride), Best Shot (Powers of Ten), Best
Invisible Effects (Dish Restoration), and Best Compositing. See
wwwwfxhg.com/1997/contacthtml.

meauatexHuK. Ecnn B 1990-x rogax KoMnbloTepbl MCMNONb30BaIMCh

ANA CO3aHNA OYeHb 3PENULLHBIX CneuddPERTOB MK «<HEBUOUMBIX
9¢pdeKTOB»?, TO K KOHLLY 3TOr0 AEeCATUNETUA Mbl BUAMM 3apOHKAEHWE
4ero-To MHOro: HOBOWM BU3YyaslbHOW 3CTETUKM, KOTOPaA BbIXOAUT «3a PaMKM
adpderTOoB». B 9TOM 9CTETMKE BECH NPOEKT LIENIMKOM, Byab TO My3blKallb-
HbIM BUAEOKIUM, PEKNAMHBIM PONKWK AN1A TENEBUAEHNA, KOPOTKOMETPaK-
HbIM GUNTBM MM 3NU3OA, XYOA0HKECTBEHHOIO GpunbMa — BbIMMAAUT runep-
peanbHO, NPUYEM MOAUPHKALIMA B KaApax C HaTypasibHbIM ABUKEHUEM
He MOMHOCTBLIO He3aMeTHa, HO B TO e BpeMA He NpuBreKaeT K cebe
TaKoro BHUMaHWA, Kak paHee cneuaddeKTsl. [Tpumepbl TakoM 3CTETUKM —
PEeKNaMHbIM PONMK KPOCCOBOK MapkKn Reebok I-Pump «YepHbie backeT-
60nbHble»* 1 3acTaBKa K ¢ounbmy «JlereHga 3oppo», BCe Npon3BoacTBa
KomnaHuu «Imaginary Forces», 2005.

XOTA KOHKPETHbIE 3CTETUYECKNE PELLEHUA MOTYT BapbUpPOBaTbCA
B Pas3nnyHbIX BUOEOPOMKaX M Yy pasHbiX AM3aNHEPOB, BCE OHM NMOCTPOEHDI
Mo OAHOM W1 TOW e NOrnKe: OAHOBPEMEHHOE MOABNEHME MHOKECTBA
Meaua B OfHOM Kagpe. ABNAITCA M 3TW MeAna OTKPLITO NPOTUBOMOCTaB-
NEHHbIMK APYr APYrY WK, HAOO6OPOT, MOYTHU CIMBAIOTCA B €4MHOE Lienoe,
He TaK BaHO, Kak caM paKT UX COMPUCYTCTBUA.

B otnunune ot opyrnx KOMNbIOTEPHBIX PEBOMIOLMK, HanpUmep, CTpe-
MUTENbHOro pocta ayautopun MHTepHeTa B Bo BTOpow nonosuHe 1990-x,
PEBONIOLMA B KyNbType ABUHKYLLMXCA M300paKeHMH, npomsoLleaLan
NPUMEPHO B TO e BpeMsA, He Obina 3ameveHa cpeacTBamMyM MacCOBOM
MHbOPMaLMK UNK KynbTyponoramu. BHMMaHWe npuenexkany Te HoBLUe-
CTBa, KOTOPbIE OKa3anM BIIMAHWA Ha HApPPaTUBHYHO KMHOMPOAYKLMIO —
MCNONb30BaHME KOMMbIOTEPHBIX CNELIPPEKTOB B FONIMBYACKUX pUbMax
WM Hepoporue LMppoBble BUAEOKaMepPbl U NPOrpaMMbl A1 peAaKkTUpPO-
BaHuA. Ho ewe oanH npouecc, 6onee KpynHoro maclutaba, — TpaHchop-
MaLuA M306pas3nTenbHOro A3bIKa, MCMOMb3YEeMOro NoYTH Bcemu hbopmamu
ABUKYLLMXCA 06pa30B, MOMUMO XyLOKECTBEHHbIX GUIIbMOB — HE MONy4MnI
KPUTUYECKOIrO OCMbICNEHUA.

OpfHOM M3 NPUYMH 3TOro ABNAETCA TO, YTO B pe3yrbTaTe 3ToM peBo-
NIOUMK He BbIN0 CO34aH0 HUKAKOro HOBOrO MeAuMa Kak Takosoro. Jusan-
Hepbl W XYAOKHWUKM CO34aBav HEMOABUKHbBIE U ABUHYLLMECA M300pame-
HWA TaK ¥e, KaKk 1 B NpeablaywemM AeCATUIETUH, HO U306pa3nTesbHbIN
A3bIK 3TMX 06pa30B cTas Tenepb COBCEM MHbIM. PaKTUUECKN A3BIK CTan
HaCTONbKO HOBbIM, YTO, OMMAABIBAACL HAa3ah, MOKHO BUAETb: CMCTEMA
ob6pasos noctmogepHuama 1980-x, KoTopaa B CBOe BpeMA Kasanach
COBEPLUEHHO pPaAMKanbHOW, Tenepb NpeacTaBnAeTcA ene 3aMeTHbIM
BCM/IECKOM Ha SKpaHe pajapa MCTOPUM KynbTypbl.

C koHua 1990-x HOBbIN MTMBPUAHBIN M306pa3HUTeNbHbIN A3bIK CTan
BeAyLMM BO BCEMUPHOW BU3yanibHOM KynkType. B To Bpema Kak nose-
CTBOBaTE/bHblE XYA,0HKECTBEHHbIE GUIbMbI BCE €LLe UCMOMb3YHOT HaTy-
pasbHble CbeMKH, a BUAEO, CHATOE «NoTpebutenammn» Ha BUaeoKa-
Mepbl U MOBUIbHbIE TenedoHbl 06bIYHO OcTaeTcA 6e3 M3MeHEHUM
(no KparHeh Mepe, Ha CEerOAHALLHUI MOMEHT), MOYTU BCE OCTallbHOE
rMbépran3npoBanoch, @ MUMEHHO: PeKIaMHble POJSIMKK, My3biKaslbHble
BMAEOKNUMbI, aHUMUPOBaHHaA rpadura, TB-rpadura, ouHammyeckme
MeHI0, rpaduKa oA MOBUIILHOrO MeAMaKoHTEHTa U ApYrve BUab
aHMMWPOBaHHbIX, KOPOTKOMETPaHKHbIX HEMOBECTBOBATENbHbIX PpUb-
MOB U POJIMKOB, MCMOSb3YHOLWMX ABUKYLLMECH M306parkeHnsa. OHu
CEerofHA co3aatoTcA BO BCeM MUpe npodeccroHanamu B obnactm meama,
BKNIOYaA pasfiMiyHble KOMMaHWK, OTAENbHbIX XYA0MHUKOB U AU3anHEPOB,
a TaKwe cTyaeHToB. A nonarato, 4To No KparHen mepe 80% Takux punb-
MOB W POSIMKOB CAenaHbl B rMOPUOHON 3CTETUKE. @
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3 Henamnwmbiit apdexT (invisible effect) — craHaapTHbIi TepMUH, TPUHATBIN B KUHOMHAYCTPUKM. Hanpumep,
bunbm Pobepra 3emeruca «HoHTaxT 6bin HommrHMposaH Ha npemuio VEX HQ 1997 ropa no cneayoimm
Kateropuam: Jlyuine BusyansHele adpderTol, [lyunii anunsop, Jlydiwmin kagp, Jlydiwimve HeBuanMbIE 3GeErTE,
Jyswne KomBuHMpoBaHHele cbemkn. Cm.: wwwyixhg.com/ 1997/ contacthtml.

4 HassaHwe naetca Tak, Kak Ha caiTe komnaHum «imaginary Forces», rae pasmelleH aToT ponnK.
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Aptyp u Mapunynzs Hpokep

Bupeoppend

Buaeopperid — ato B3rnag u3 6yayuiero, 3To BCe yCKopAoLLeeca ABU-
EeHUe CKBO3b OrPOMHOE NPOCTPaHCTBO MeauaapxvMBa. HacblWeHHbIN
ob6pa3amu, OCHaLLEHHbIH MO6UNbHBIMU YCTPOMCTBAMH, PEMUKC ANA BOC-
NPUATUA U Nepen36bITOK HPOpMaLKUK ANA MO3ra — 3TOT a3 OTKpbIBa-
eTcA ANA NyTeweCcTBMA B KOCMOC NOBCEAHEBHON HU3HU, OTNPaBnAACh

B BUAeoapend.

Ve cTano asby4yHon UCTUHOM TO, YTO Mbl }WBEM B KyNbTYpe YMHO-
HalOLUMXCA IKPAHOB — KUHO, TENEBUAEHUE, KOMMNBIOTEPDI, MEAULMH-
CKue npubopel, HabnoaaTensHbIe KaMepbl B a3pornopTax — TEXHOMo-

FMA KaK Knuwe. MeHee o4eBMAEH TOT BaKT, YTO IKPaHHAA KynbTypa TUXO,
HO OEMCTBEHHO BIIMAET Ha Hally NCUXOreorpagmio: NCHUXOTOrMYECKYHO
TEPPUTOPUIO YENIOBEHECKOTO BOOOPAKEHUA W BOCTIPUATUS, MOUCKOB
MAEHTUYHOCTU M NPaBAMBOrO BbICKasbiBaHWA (a Ha caMoM aene, v Buge-
HuA npasabl). KakMM-TO CTPaHHbIM, TAMHCTBEHHbLIM, HE BCeraa NoHAT-
HbIM 06Pa30M Mbl yKe AABHO CTaNlu HEBUAMMOKH CPEAOH CyLLeCTBOBaHWA
1A 9KPAHOB, COEMHEHHBIX NpoBoAamu. Mbl NpeBpaTUIMCE B UCTOLLEH-
HbIX MyTEeLEeCTBEHHUKOB B MUPE MHbOPMaLMK; B HALLK TENA W AyLLIU YKe
3anycTuna pyKu NCUXMYecKan XMpyprua aNEeKTPOHHBIX TEXHOTOMMIM U KOM-
MYHWKaLMIM: OHa pafMKaribHO U3MEHAET NPaA3blK YENIOBEYECKOro BOC-
MPUATKA, NPUAaeT HoBble GOPMbl FPaHWULLAM PeanibHOro, YCKOPAET 3Ha-
YeHWe caMoro BpeMeHU W TpaHCHOPMUPYET BUPTYasIbHOE NMPOCTPaHCTBO
B MCKYCCTBEHHbIM FOPU30HT. Mbl }KMBEM B KynbType, rae AOMUHUPYIOT
3KpaHbl M NPOBOAA, a 3TO 03HAYAET, YTO Mbl 0B6peKnM ceba — 6e3 cob-
CTBEHHOI0 Ha TO COMNacusA M YK, KOHEYHo, 6e3 JoNrMX pasaymMmui — Ha
MM3Hb B NMOCTOAHHO U3MEHSAIOLLLEMCA PeanbHOCTH.

Horaa akpaHbl MeauakynsTypbl MPOHWUKAIOT B YENOBEYECKUIA pasyM,
Mbl BAPYF MOHUMAEM, H4TO OKa3a/IMCb CaMbiMW NePBbIMU MNaNOMHUKaMM
KynbTypbl BUAeoapenda.

Bupeo Kak o6onoyka HoOBOoro KMHO

CerogHs, Koraa BUAEO C ero UsHauvasnbHbiM ABUKEHUEM-gpeidoBaHUeM
CTasno HalwuWMH rnasamu, UMdpoBbie Tena HaKoHeL, MOryT HayaTb CBoe nyTe-
LWEeCTBHE B OTKPbITbIH KOCMOC, MO YYHUM ranakTMKkam U MOryLLECTBEHHbIM
ranakTUYecKUM TeyeHuam. MeranakTMueckue npUnuBHble nosaca UHGoOpP-
MaLMUHU NOTOKAMU CTPYATCA CKBO3b 3alleu Meuna — 3TO U eCTb HHU3Hb

B HbIHELLHeHN Yepeae o6pa3oB.

Bupeo noscrony — oT B13yanbHOM 060104KK HOBOIO KMHO A0 6e30T-
pafHbIX 3anMcen BCex Kamep HabnogeHna Mupa.

Arthur and Marilouise Hroker

VIDEO DRIFT

Video Drift is the eye of the future in fast motion ac-
celerating across the deep space of the media archive.
Saturated by images, augmented by mobile devices,
with remix for perception and information overload for
a brain, the eye of the future blinks open to the space
travel of everyday life that is video drift.

That we live in a culture of proliferating screens —
cinema, television, computers, medical imaging, airport
surveillance screens — is already a truism: technology
as cliché. What is less evident is the silent, but very
real, impact of screen culture on our psychogeography:
the psychological territory of human imagination and
perception, identity and truth-saying, indeed truth-
seeing. In ways complex, often misunderstood, and
mysterious, we may already be the invisible environ-
ment of screens in the wires, exhausted media travelers
into whose bodies and minds the psychic surgery
of electronic technologies of communication puts
down its hooks: radically altering the deepest language
of human perception, shape-shifting the boundaries
of the real, speeding up the meaning of time itself, and
transforming virtual space into an artificial horizon. Living
in a culture dominated by screens in the wires means
that without our consent and certainly in the absence
of conscious deliberation, we have committed our-
selves to life as a continuously altered reality. WWhen
the screens of media culture go inside the human mind,
we suddenly find ourselves the very first pilgrims of
a culture of video drift.

Video as the Skin of the New Cinema:

With video for eyes and drift as its elemental motion,
the data body is finally able to explore the deep space,
strange galaxies, powerful galactic currents, and inter-
galactic tidal belts of information streaming through
the media archive that is life in the image lane today.

Video is everywhere, from the visual skin of
the new cinema to those desolate images recorded by
all the surveillance cameras of the world.

Impatient with the visual constraints of cinematic
language, bored with the static image, breaking free
of the narrative constructions of television, video drift
is increasingly the visual cloud within which we circulate
and on account of which the eye of (digital) perception



has finally opened to the multiple, the heterogeneous,
the granular, the immediate, the slow, the intense. With
no definitive purpose, no overall trajectory, no necessary
narratives, the sounds and images of the video matrix
literally drift across the electronic horizon, crystallizing
now and again decisive moments in the contemporary
human condition, ceaselessly recording the space

of everyday life, remixing the comic, the banal, the trag-
ic, the cruel. Today, as accepted certainties fade away
video drift is omnipresent, simultaneously the tangible
sign of the purely unpredictable, delightfully accidental
character of the image-matrix and the always accumu-
lating archive, the ceaseless mnenomic, of the surveil-
lance camera that is only interested in the momentary
trace, the passing glimpse, the visual patterns of human
activity, once reduced to its surface appearances.

Don't think for a moment that there is any cultural
link between video drift and those once celebrated
technologies of visualization that preceded it. While
cinema might have terminated as a dream machine
for mass vision and television may have repurposed
itself as an increasingly banal world of reality shows,
the world of video drift has nothing to do with cathartic
dreams and fantasy simulations. Video drift is about
the eclipse of simulation and the end of constructed
visual narratives in favor of the visual circulation of
the culture of abjection in its totality. When any person
with a cell phone is a potential video artist, any camera
an instant interface to a YouTube video gone viral, any
subject-position a possible witness to history — ac-
cidents, protests, crashes, events large and small from
the tedious to the ecstatic — then video drift is increas-
ingly how we live, imagine, communicate, and desire.
And, if that's the case, it is also futile to attempt a nos-
talgic return to the canons of visual orthodoxy by map-
ping previous knowledges of visuality onto the complex
universe of video drift. And why? Because video drift
represents the end of visualization, that very tangible
post-historical moment in which visualization fades
away before the speed of the circulating image.

We always knew this would happen. The inven-
tion of photography was met with considerable cul-
tural resistance on the part indigenous persons who
resisted being brought into political intelligibility by
canonical powers. The then much ridiculed assertion
that photography had about it the power to capture
the essence of the soul, to evacuate human spirit,
was, in fact, a haunting prologue to the triumph of
the circulating image. From photography to cinema
to television, the domination of the image and with it
the liquidation of the social, the evacuation of the cul-
tural, underwent a fatal increase in its speed of circu-
lation, in the relentless hegemony of the code. Every-
where the triumph of the image was accompanied by
the canonization of codes of visualization. Everywhere
the rise of technologies of visualization was marked by
the eclipse of the complexities of human vision. Sub-
stitute vision machines were everywhere, heterogene-
ous all-too-human perspectives nowhere.

Video is the Iris of Social Networking
Technologies:

Video Drift is how the posthuman body sets out every
day, every hour, every minute on a deep space voyage
into the media archive of memories, events, communica-

Buaeoppeiid He TepnuT BU3yasibHbIX OrpaHUYEHUIM KUHOA3bIKA, eMy
CKy4YHa cTaTMyHaA KapTUHKa, OH 0CBOBOKAAETCA OT HAPPATHUBHbIX KOH-
CTPYKLMI TeneBnaeHus. ITo NOCTOAHHO yBENUYMBAIOLLEECH BU3Yyaslb-
Hoe 06/1aK0, B KOTOPOM Mbl LIMPKRYIMPYeM, U Bnarogapa KOTopomy rnas
Hawero LM$ppoBOro BOCMPUATUA HAKOHEL, CTan OTKPLIT AJ1A BCEro MHO-
ECTBEHHOIO, HEOAHOPOAHOIrO, 38PHUCTOr0, BHE3ANHOIO, MEAJIEHHOIO
n cepbesHoro. bes kakon-nMbo onpeaeneHHomn Lenu, obLLen TpaeKTopun
M HEOOXOAMMOro HappaTHBa 3BYKK W 06pasbl BUOEOMATPHLLI ByKBaNbHO
ApendyoT Yepes 3NEeKTPOHHbLIM FOPU3OHT, TO TaM, TO 34eCb KPUCTaNIU3Ys
peLlalLLre MOMEHTbI B COBPEMEHHOM COCTOAHMK YyenoBeKka. OHu 6e33a-
60THO GUKCHPYHOT B 3anNWCK NPOCTPAHCTBO NMOBCEAHEBHOMN HKHU3HW, CMe-
LUIMBaA BOEAMHO CMeLLHOe M BGaHanbHOe, Tparmyeckoe U ectokoe. Cero-
[HSA, Korga NpUHATaA Kak aHHOCTb YBEPEHHOCTb B 4eM-NIMBO yCKoNb3aeT,
Buaeoapend noBceMecTeH. DT0 OOHOBPEMEHHO M MMOKUI 3HAK YACTOM
HernpeacKasyeMOCTH, M BOCXMTUTENBHO CIly4alHbIM 3MEMEHT MaTpULbI
06pa3oB, MOCTOAHHO MOMOHAEMbIM apPXMB U HeMpPeCcTaHHbIM MHEMOKOA,
Kamepbl HabroaeHNA, /19 KOTOPOW BaHO JWLLb CUIOMUHYTHOE, MUMOSET-
HbIM B3MNAA4, BU3yasibHble NaTTepHbl YeI0BEYECKOM OeATEeNbHOCTH, CBe-
AeHHble KOraa-To K CyLeCTBOBaHWIO JIMLLb Ha NMOBEPXHOCTH.

Jaxe He oymawTe, 4TO CyLLECTBYET XOTb KaKaA-ToO Ky/bkTypHas CBA3b
Mexay BuaeonpendoM U Koraa-To 3HaMEHUTbIMUA TEXHONOMMAMU BU3ya-
NM3aumK, 4TO NpeaLecTBoBanv emy. B To BpemaA Kak MCKYCCTBO KMHO
cAenanocb MalMHOM MO NPOU3BOACTBY MEYThI AJ17 MacCOBOro noTpe6-
NeHuA, a HOBOW LLEeNbio TENEBMOEHWA CTaNo NpeBpalleHne Bo Bce 6onee
6aHasbHbIM MUP PEANTUTU-LLOY, MUP BUAeOoAperida KaTErOPHUYECKHU OTPH-
LLaeT KaTapCHUYECKWe MeUTbl U cumynaumio daHTasmn. Buoeogperip — ato
ynagoK CUMYNALMK, 3TO KOHEL, HAPOUMTBLIX BU3yaslbHbIX HappaTneoB. Ero
NMPUOPUTET — BU3yanbHaA LIUPKYNALMA KyNsTypbl IPUHUKEHHOCTM BO BCEW
ee nonHorte. JTlobok Yenosek ¢ MOGUNbHBIM TenedpoHOM — NoTeHLManb-
HbIM BUOEOXYOOKHHMK. JTioban Kamepa, KoTopasa cama NoAKMYaeTca K
YouTube, — 3apasHa. JTiobas noctaHoBKa — ByayLumi ceuaeTeslb UCTO-
pWK: NPOUCLLIECTBWA, MPOTECTLI, KaTacTPodbl, 6oMbLIME W Mable COBbI-
TWA OT CKYYHbIX 4O SKCTATMYECKUX — BUOEOAPENd 3TO TO, KaK Mbl }MUBEM,
obLiaemcs, To, Yero Mbl KeflaeMm, To, Kak paboTaeT Hale BoobpaKeHue.
W, ecnu ato ana Bac BaHO, 6eCronesHo NbiTaTbCA COBEPLUMTb HOCTab-
FMYECKYHO MOMbITKY BEPHYTLCA K KAHOHaM BM3yasilbHOM OPTOLOKCHM,
HaHOCA Ha KapTy CIIOXHOM BCENEHHON BUaeoapenda npeabiaylime 3Ha-
HWA 0 BU3yanbHOCTH. MNoyemy Tak? Bugeonpeid npeacraenseT KoHel,
LMBWUIU3ALLMK, TOT BECbMa MTMOKWIA MOCTUCTOPUYECKUIA MOMEHT, Koraa
BM3yann3auma McUe3aeT NoA, HAMOPOM ABUKYLLENCA KaPTUHKH.

Mel Bcerpa 3Hanu, 4To Korga-Hnbyap ato npousonaet. U3obpeTterne
¢doTorpadum 66110 BCTPEUYEHO 3HAUUTENBHBIM KYNLTYPHBIM CONPOTHBIIE-
HWEM CO CTOPOHbI HEKOTOPbIX TY3EMLEB, KOTOPLIE HE XOTENW CTAHOBUTLCH
06EKTOM MONIMTUYECKOT O NMO3HAHKWSA, BNacTh KaHoHa. Mx MHoramabl
OCMefHHOe BepoBaHue B TO, 4To poTorpadua 3abupaet y potorpa-

durpyemoro yacTtvuy aywu, 6bino, Ha caMoM fene, HaCcTopaKMBato- ;
LLIMM MPOSIOroM K TpHyMdy ABMKYLLENCA KapTUHKK. B asontoumm |
oT doTorpadmm K KUHO U OT KMHO K TENEBUOEHUIO NPEBOCXOACTBO ®)
06pasa, a C HAM NIMKBMAALIMA COLMANbHOMO M 9BaKyaLMa KyNbTYpHOro <

npetepneny ¢atanbHOE yBENMYEHNE B CBOEW CKOPOCTH OBUKEHUSA

B 6E€3anoCcTHOM rereMoHumn Koga. [osctogy Tprymdp nsobpameHun
COMNPOBOXOANICA KaHOHW3aLMeN KoAoB BU3yanusaumu. MNosctogy nogbem
TEXHOMOMMM BU3yanu3aLum 6bin OTMEYEH YNaAKOM CITOMHOMO YenoBeye-
CKOro BUAEHWA. 3ameLuatolne 3peHre MallnHbl 6l NOBCoAY, HO HUrae
He 6bIN0 BUOHO Pa3HOPOAHBIX M CIIULLKOM YENI0BEYECKHUX NEPCNEKTHB.

S
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Tponpg Jlynpgemo
Pe3ncreHTHOCTbL
KnHemaTtorpadya

KaweTca, Bcerna rosopunu o rpagyLieM KoHue KMHematorpada.

Haxe oamH 13 rmaeHbIx M3o06peTaTenen kmHoannaparta Jlyn Jlrombep
BMAEN, YTO Y KMHO «HeT ByayLuero», c noABleHWeM TeNneBn3opa, a NnoTom
W BUAeoNneepa, KoMnbloTepa H6IM3KKIM KOHeL, KMHeMaTorpaga cran
obwen naeen. «CmMepTb KMHO» HUKOrAA He Obina Tak HEMUHYEMa,
KaK nocne npuxoaa HOBbIX TEXHONOMMK «MyNbTUMEAUMHMHOrO» NepCcoHasb-
Horo KomnbtoTepa B cepeamnHe 1990-x. M He cnyyariHo B 3TO *e BpemA
NoABNAETCA MHOMECTBO MHCTANIALMA C MCMONb30BaHNEM ABUKYLLMXCA
06pa30B B ranepenx 1 XyA0HECTBEHHbIX My3eAX.

Bce #e kMHemaTtorpad, He BaxHO, Kak Mbl onpeaenaemM 310 NOHA-
TWe, NPOAOKAET CylWwecTBOBaTb. YMCNO KMHOTEATPOB, B KOTOPbLIX MAYT
noKasbl GUIbMOB, CHATLIX Ha 35-MUNMMMETPOBOM MNEHKE, 3HAYMTENBHO
YBEMNYMIIOCH MO CPABHEHMIO C TEM MUHWUMYMOM, A0 KOTOPOro OHO ynasno
B cepeanHe 1990-x. Ayantopua KMHOTeaTpoB B 6OMbLIMHCTBE CTPaH pac-
TeT, No-npexHeMy HabupaeT 060poThl ByM KMHODECTHUBANEN, KOTOPbIE
CTa/lM HOBOM CETbIO AJ1A AEMOHCTPaLMK GUIbMOB BHE LUMPOKOMAacLLUTab-
HOM AMCTPUBYLMK Yepes KMHOoTeaTpbl. Ha apT-BbiCTaBKax 04HOBPEMEHHO
C MHOrOKaHaslbHbIMK MHCTANNALMAMKW ABUMHYLLMXCA 06pa30B, yCTPOEH-
HbIMK MO MOAENN «MPUXOAN U YXOAM, KOorga 3axo4ellb», NOABMIOCL MHOIO
NpoeKLMi, ncrnonbayolmx annapat (dispositif) kuHematorpada.

MpoBepeHHana B 2007 roay BeicTaBka «Documenta 12» ctana Apkum
NpMMepPOoM BO3BpaLLeHUA KMHemaTorpada. KMHOKypaTtopom BbICTaBKM
6bIn KMHOapxmMBUCT AnekcaHap Xopsat u3 BeHckoro myses kuHo. OH
COCTaBWI NpOrpamMmmy-pacrnmcaHue punbMoB, KOTOPbIE LM B KUHOTE-
atpe Raccena Bce 100 gHer meponpuATHA. A BOT KONMYECTBO KMHOMH-
CTaNNALMM Ha BbICTAaBOYHOM MPOCTPaHCTBE OblI0 OTHOCHUTENBHO HEBE-
nuko. Opyrum npumepom nogo6Hom ctpaterun nocnyxuna Ctambynbckan
6ueHHane 2009 roga, rae $uIbM U3PaUNbCKOro KMHopexnccepa Asm
Morpabu «Z32» (2008) nokasbiBanu B OTAENLHOM ayaMUTOPUM Ha OQHOM
M3 nnowanok bueHHane, NnpMyem BpeMsA nokasa 6610 YeTKO onpeaesneHo,
a 3aKpbiTana ABepb OTAeNAna ayauTopuio OT OCTasIbHOrO BbICTABOYHOIO
npocTpaHcTBa. TpeTui NpuMep, KOTOPLIM BCE #e 3aTpyaHUTENIbHO onpe-
AENnTb Kak cryvyan MCnonb30BaHWA KMHeMaTorpagpuryecKoro annapara,
TaK Kak paboTa COCTOMT UCKIHOUMTENBHO M3 NOCEA0BATENBHOCTH NPO-
MEHYTOUHBIX TUTPOB W MeJIbKaloLEero N306pameHna, — 3aBopakmBaroLLee
npousseseHve Anbdpeno Haapa «3syku TUwmHL» (2006), NnpeacTtas-
neHHoe Ha MewayHapoaHom decTuBane UCKyccTB M Meama B Moxorame
B 2009 roay. HaxabIM NoKkas MHCTaNALMK 3aBepLUaeTCA TeM, YTO Kpac-
Hbli CBET MEHAETCA Ha 3eNeHbl, MOCMe Yero MOoryT BOUTH HOBblE 3pK-
Tenu. 10T popmat obecneumBaeT IMHENHYO NMPOrPECCHIO MHCTIIALMM
OT Havyana v 4o KOHLUa.

Trond Lundemo

The Resistance
of Cinema

Seemingly, one has always spoken of the end
of cinema. Even one of the main inventors of the ap-
paratus, Louis Lumiére, saw that it was “without a fu-
ture;’ and with the advent of television, and later VCRs
and computers, the end of cinema has increasingly
become a common notion. The “death of cinema”
was never as imminent as with the breakthrough of
the “multimedia” PC in the mid-1990s. Nor is it a co-
incidence that this was also the time of the prolifera-
tion of moving-image installations in galleries and art
museums.

Yet cinema, irrespective of how we define it,
persists. The number of theaters projecting 35mm film
has risen considerably since the low mark of the mid-
1990s. Cinema attendance is rising in most countries,
and the film festival boom, which has provided a new
circuit of exhibition for productions outside wide-scale
theatrical distribution, is still gaining momentum. In art
exhibitions, parallel to the “come-and-go-as-you-
please” mode of multi-channel moving-image installa-
tions, there has been a widespread return of projec-
tions in a cinematic dispositif.

Held in 2007, Documenta 12 was a clear in-
dication of this return. The exhibition’s film curation
was assigned to a film archivist, Alexander Hor-
wath of the Vienna Film Museum, who scheduled
a film program in a Kassel cinema for every day of
the 100-day event. The number of film installations
in the exhibition venues, on the other hand, was rel-
atively sparse. Another example of a similar strategy
was provided by the 2009 Istanbul Biennial, where
the Israeli filmmaker Avi Moghrabi's feature-length
Z32 (2008) was shown in a classroom in one of
the biennial venues, with fixed screening times and
a closed door to the rest of the art space. A third
example, which nonetheless is hard to define as
a cinematic dispositif as it consists of only of a suc-
cession of intertitles and the flash of an image,
is Alfredo Jaar's captivating The Sound of Silence
(20086), which was recently presented in the In-
ternational Festival for Arts and Media Yokohama
2009. Each screening of the installation concludes
with a red light turning to green, after which new
spectators are allowed to enter. This format se-
cures the linear progression of the installation from
beginning to end.



It seems possible to conclude that the “re-
turn” of the cinema-like dispositif in art exhibitions is
a consequence of the resistance of the moving image
to individual navigation and interaction.

Navigability

The reception of moving images in art exhibi-
tions has over the last 15 years often been informed
by concepts of viewer participation and interactiv-
ity. These discourses have in part migrated from
the computer to the art field. Just as computer
navigation is at the hand of the user, the gallery
spectator is often portrayed as being engaged in
the navigation between screens and installations, ex-
perimenting with positions and movements through
space as well as with the duration of the visit to each
single installation. Some art critics have talked about
the “spectator’s cut” in the gallery, in contrast to
the “director’s cut” of cinema, to describe the extent
to which these choices in reception are subject to
the individual visitor. If computer discourses tend
to disregard the fact that navigation follows a pro-
grammed pathway, art criticism in its turn often
forgets that the gallery is deeply embedded in power
structures that program the behavior of the visitors.
The spaces of art institutions are strictly regulated —
mastered by some and not by others.

The freedom of the spectator, and his or her ac-
tive role in relation to the artwork, has always been at
the core of traditional art discourses. Yet, when com-
ing to terms with the experience of the moving-image
installation, this emphasis on the free participation,
interaction and co-production of the visitors becomes
problematic. The idea of the active “visitor” is of-
ten contrasted with the passive viewer of classical
cinema. One can find this rhetorical figure also in film
theory at the end of World War Il, when the French
film critic André Bazin criticized “the cinema of mon-
tage” for leading and directing spectators, instead
of setting them free in front of the open and ambigu-
ous image. This phenomenological notion is based in
an image that deploys depth-of-field and long takes,
which would allow the spectator’s eyes to roam freely
around the composition of the image. The image was
for this reason prescribed to be modelled on the am-
biguity of reality, where the viewer's free choices and
individual navigation in space were identified with
a higher artistic quality.

The “new spectator” who moves around in
the exhibition space to discover and explore the im-
age is for this reason not at all new, but part of
a traditional dichotomy between what is high art
and what is not. In spite of the pressing need for
an indexing of the forms of presentation of the mov-
ing image within the exhibition, any systematic
circumscription of this heterotopical practice seems
difficult. The problems with defining the role of
the visitor become evident from the recurrent prob-
lems with agreeing upon a name for this position.
This is why there is no consensus on the “right”
term for the gallery visitor, spectator, user, receiver,
experiencer or flaneur.

KaxeTcs BO3MOXKHbLIM caenatb 3aKnr4eHue, 4To «Bo3BpaLLeHue»
KMHeMaTOFpad)MHeCHOFO annaparta Ha XyAOHKeCTBEeHHbIE BbICTABKU — 3TO
nocneancTeve CONnpoTUBIEHUA OBUHYLLIMXCA o6pa303 MHD,MBM}J,yaJ'IbHOH
HaBUraumm M MHTEPaKTMBHOCTH.

Bo3moHHOCTHU ANA HaBUrauuu

OTHoleHHe K ABUKyLLIMMCA 0bpa3am Ha apT-BbiCTaBKax 3a Nocnes-
Hve 15 neT cKnNappIBanoCh NOA, BNMAHUEM KOHLEMUMK y4acTUA 3puTena
W UHTEPAKTUBHOCTU. DT AMCKYpPChl NepeLnv B 06nacTb MCKyCcCTBa OTva-
CTH M3 KOMMNbIOTEPHOM Cepbl. Tak ke Kak KOMMbIOTEPHAA HaBUraLMA
Haxo4MTCA B pyKax Nonb3oBaTena, Tak U 3puTenb B rafepee 4acTo 13o-
bpanaeTca B NpoLLeCCe HaBUraLMmn Mexay 9KpaHaMn U MHCTASIALMAMM,
9KCMEPUMEHTUPYHIOLLMM C NMOMOKEHUEM Tena 1 ABUHKEHUAMK B MPO-
CTpPaHCTBE, CO BPEMEHEM, yaenAeMbiM MOCELLEHUIO Kam a0 KOHKPETHOM
MHCTanNAUMKU. HekoTopble apT-KPUTUKK FOBOPAT O «3pUTENIbCKON BEPCHUU»
B rasiepee, B MPOTUBOMOJSIOKHOCTb «PEMMCCEPCKON BEPCUM» B KUHEMATO-
rpade, 4tobbl ONMcaThb Ty CTerneHb, B KOTOPOW BbIGOP B BOCMPUATUM 3aBW-
CHT OT MHAMBMAYaNBbHOrO 3puTend. Ecnn KomnbloTepHbIM AUCKYpPC YacTo
npeHebperaer Tem, 4TO HaBMrauma creayeT 3anporpaMmMUpPOBaHHbIM
nyTeMm, TO apT-KPUTHKa, B CBOO o4epenb, YacTo 3abbiBaeT, YTo ranepesn
rny6oKo BHeApeHa BO BACTHbIE CTPYKTYpPbl, KOTOPbIE NMPOrpaMMUpYHOT
nosefeHue nocetutenen. [pocTpaHCTBO XyO0HKECTBEHHBIX YHPEHAEHUH
CTPOro perynupyeTca — B HEM PacropAXaeTcA KTO-TO OAMH, HO OTHIOOb
He BCe OCTaslbHbIe.

CBo6opa 3puUTeNA U ero UK ee akTUBHAA POSib MO OTHOLLIEHMIO
K NPOM3BEAEHMIO MCKYCCTBa BCeraa bbina 0CHOBOW TPaAMLMOHHOIO apT-
Ancrypca. Ho Bce e npu obpalleHnn K OnbITy MHCTAALMI C ABUKY-
LWrMmMcA obpasamm 3TO aKLEHTMpOBaH1Me CBOBOAHOrO y4acTuA, B3aUMo-
AENCTBMA M COTBOPYECTBA 3pUTeNA CTaHOBUTCA NpobnemathyHbiM. Naen
aKTMBHOIO «MOCETUTENA» YACTO NMPOTMBOMNOCTABAAETCA NACCMBHOMY 3pH-
TEJO KNAaCCHUYECKOro KMHO. DTa puTOopUYecKas ¢purypa noasnaeTca u
B TeOpuK KMHemaTorpagda B KoHLe BTopoi MmvpoBo# BoWHbI, Korga ¢paH-
Ly3CKMM KMHOKPHUTHK AHape BaseH ocyxpaeT «kMHemaTorpad MoHTama»
3a TO, YTO OH ynpaBsnAeT 3puUTeNnieM, BMECTO TOro, YTobbl Aate emy cBoboay
OTKPLITOrO W MHOrO3Ha4YHOro o6pasa. D70 GeHOMEHONOrMYECKUI TEPMUH
OCHOBaH Ha TaKoM M3006parKeHNH, KOTOPOE MCMONb3YeT MMYyOUHY PE3KOCTH
W HenpepsbIBHbIV NNaH, U 3a CHET ATOro NO3BOMAET B3INAAY 3PUTENA CBO-
604HO NepemMeLlaTbCA MO KOMMNO3WLIMK M306pameHna. MIMeHHO noaTomy
n3obparkeHne NpeanuceIBalOT MOAENMPOoBaTb Mo 06pasdy MHOrO3HaYHOM
peasnbHOCTH, a CBOOOAHBIM BbIGOP 3pUTENA U MHAMBUAYaSIbHAA HaBUraumaA
OTOXAECTBNAITCA C BbICOKMM XYA0HECTBEHHbBIM Ka4eCTBOM.

Takvm 06pa3om, «HOBbIM 3pUTeNb», KOTOPLIM NepeaBUraeTcA Nno nNpo-
CTPaHCTBY BbICTABKH, YTOOLI HAMTK M UCCNEAOoBaTb U306pameHHe,
NMOHATHE COBCEM HE HOBOE, OHO YacTb TPAAMLMOHHON AUXOTOMUKU —
NPOTMBOMNOCTABIIEHWNA TOrO, YTO ABMNAETCA BbICOKMM MCKYCCTBOM,

W TOro, 4TO UM He ABnAeTcA. HecmoTpA Ha HacToATENbHYO NOTPEO-
HOCTb KnaccuduuMpoBaTh pasfiMiHbie POpMbl penpeseHTaLMn ABK-
myleroca obpasa B pamMmKax 3KCMo3uLMK, Kakoe-NMbo cuctemarnye-
CKOe onpepeneH1e aTon reTepoTONHOM NPaKTUKK NPeacTaBnAeTCA
cnoxHeiM. [pobnembl ¢ onpeaeneHnem ponu NoceTUTena CTaHo-
BATCA OYEBUAHBIMU, €CNK BCMOMHUTb PErynNApPHO BO3HUKAKOLLME NPO-
6nembl C cornacoBaHveM 06LLENPUHATOr0 0603HavYeHMA aTon ponu. Bot
no4emMy HeT KOHCEHCYCa OTHOCUTESIbHO «TOYHOro» TepMMHa, 0603Havaro-
LLLero noceTUTeNA ranepeu, 3puTend, Nonb3oBaTend, nonyyarens, HoCU-

Tena onbiTa, ¢pnaHepa.
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Painmon Bennyp

O gpyrom KuHO

HKak MoxHO caenatb TaK, YTo6bl 4BE HECOBMECTUMbIE CLIEHbI TYMaHa
nepeTeKany U3 ogHou B apyryto? Kak Boo6LLE MOKET NPUIMTH B roNoBY
noao6Has Mbicnb? B «MaeHTUdrKaumm weHwmHb» (1982) AHTOHUOHK
[Ba 4esioBeKa, 06a cTpagaroLimMe OT HEeKOM CMyTHOM TOCKW NOAXoAA-
LLEero K KOHLY BeKa, CKOMb3AT MO A0pore CKBO3b TYMaH W NOYTK HUCHE3atoT
13 Buay. CmeHsoWwmreca Kagpbl punbMa NPUBOAAT, HAKOHEL,, K MOMEHTY,
KorAa OHM BbIXOAAT U3 MaLUMHBI, YTOObI CTONKHYTECA Kak C CaMUMM
cobow, TaK U C cunamu Npupoabl, Bce 6oriee HEOCA3aEMbIMU U OMACHBLIMU.
Mx MenaHxonuyHble Tena, KaxeTCA, Ha rPaHn MCHE3HOBEHUA B TyMaHe,

M Kamepa — COOTBETCTBEHHO — Yalle paboTaeT B OAMHOYECTBE, 3aMbICeS]
NPOMUCXOAALLErO B TOM, YTOBbI YyTONUTL Kaap B aToKM 6enom rylue, Kotopas
OTNIMYAETCA TOHKOCTBIO U HEOPAMHAPHOCTLIO NOAAYM OT OGO NOMbITKK
n3o06pasnTb obnaka, korga-nMbo NpeanpUHATON B *usonucu. byaTto

MNoA BIMAHWEM 3aKaAPOBbIX B3OPOB MYMUYMHBI U HEHLMHbI (B3rNag, KOTo-
PbiX CTAHOBMTCA B3MMALOM M 3pUTENEN) UK e 06BONaKMBas repoes 6ec-
bopMeHHOM ApaMbl, 3aTMEBAIOLLMIA TyMaH caM cTaHoBuTCA (Npu drKca-
LMK €ro TeKy4eM CyLLHOCTH) CUMBO/OM 3a6pOLLIEHHOCTH AyLK, TEMbI, TaK
3aBoparuBaroLer AHTOHUOHM.

B vHcTannauumn 6e3 Ha3saHuAa AHH BepoHuku AHcceHc, npeacTas-
neHHon B benbrurckom naBunboHe Ha 48-1 BeHeuunaHcKoM bueHHane
B 1999 roay, HanpoTuB, NoceTHTeNb NPU3BaH HeCKoHeYHO BecuenbHO
6poauTb B HacToAweM TymaHe. OgHaKo ke 3ToT TymaH He 6ornee peaneH,
4yeMm TOT, U3 dUIbMa, BEb OH TaKKe CTAHOBWUTCA MaTepuasioM A8 Npous-
BeJEHWA MCKYCCTBA; HO B OT/IMYME OT KMHOTYMaHa, AaeT NPOCTPaHCTBO
Ona gomeicna He 6onbluee, 4em cam GpaKT ero TaMHCTBEHHOW MaTepua-
nM3aLuK, KOTOpYHo Ha cebe 1cnbIThiBAET Kaxabii npuweawni. Bnpouem,
Ha adeMepHbIX CTeHax eCTb NpoeLmpyeMble M306parkeHna 1 GoTorpadum.
O 06pasbl OAHOBPEMEHHO NPEACTABAAOTCA U O4EBUIAHBIMW, U HECTA-
6unbHeIMU. OHKW paccUUTaHbl HA PEXRMM 3MOLMOHANBHOMO BOCTIPUATUS,
KOTOpPbIM NpeobpakaeT camble HECYLLECTBEHHbIE AeTalln 06CTaHOBKHM
(k NpuMepy, NAKMHTYC 1 ABEPH) B NOTPACAIOLLEE JIMYHOCTHOE NPOCTPaH-
CTBO, NOCETUTESIb CTAHOBUTCSA €ro 4acTbHO, MOCTENEHHO PEOpPraHM30-
BblBaA €ro B pe3ynsrate CBOGOAHBIX M MPOU3BOSIbHbIX NepeMeLLeHUM.

Tak 4To KamAbI obpaLLaeTcA ¢ MyTHbIM, MPOCBEYUBAOLLMM, MOMTOYHBIM
NPOCTPaHCTBOM KaKk eMy 3abnaropaccyamtca, He 3abbiBas NnLLb O TOM,
4TO AENUT ero ¢ Apyrimu nocetTutenavu. U3 ogHoro TymaHa B Apyrom,
OT OAHOro NPOEKTa K APYromy, cnegyeT NoAYEPKHYTb BOMUIOLLEE OTIN-
ume owyuieHnn. OHWM MOZYNMUPYOTCA B 3aBUCMMOCTH OT OCHOBHOW MbICIU
nop, HanopoM YBENMYMBAOLLENCA HEPELLMTENIbHOCTH YEN0BEYECKOro
BOCMPUATHA.

[aBariTe NOCMOTPMM Ha BeLM C ApYyron cTopoHsbl. [Toyemy Bunn
Buona pewwnn Ha3BaTb 04HY M3 CBOMX CaMblX CHIIbHbIX MHCTaNNALMMI
«MepaneHHoO noBopayMBatoLeeca NOBECTBOBAHUE” (1992)? Mepen

Raymond Bellour

Of An Other Cinema

How can one make two incompatible scenes
of fog merge into one another? How can one even
imagine doing it? In Antonioni's /dentification of
a Woman (1982), two human beings, both victims
of some vague, fin-de-siecle torment, drift through
the fog on a road and become nearly invisible.

The film's alternating shots, which — up to the point
that they get out of their car — have brought them

to confront themselves as much as the forces of na-
ture, become more intangible and dangerous. For
as their melancholic bodies seem increasingly close
to disappearing into the fog, so too does the camera
more often seem to enter alone (as is the intention
of the cinematic reverse shot1 into this white mass,
which in turn alters the representation in a slyer,
stealthier manner than any attempt ever made by
painting to represent clouds. Affected, as if in itself,
by the off-screen gazes of the man and the woman
(whose gazes also become those of the spectators),
or by enveloping the heroes of the formless drama,
the blinding fog becomes (by fixing the image of its
fluid substance) the kind of symbol of the abandon-
ment of souls that fascinated Antonioni. In contrast,
in Ann Veronica Janssens' untitled installation for
the Belgian Pavilion at the 48th Venice Biennial

in 1999, the visitor is led to wander errantly and end-
lessly in a real fog. This fog is not. however, any more
real than that of the film, since it too becomes mate-
rial for a work of art; but unlike the fog of the film,

it permits no fiction other than the very event of its
strange incarnation that every visitor experiences.
There are indeed some images and photographs
present on evanescent walls. But these images bear
witness to the gaze as much as they differ from it.
They belong to the regime of affective impression,
which transforms the least significant elements of
the rooms' setting (elements like the skirting boards
and the doors) into spectacular and intimate mate-
rial of which the visitor becomes a part, progres-
sively displacing it through arbitrary and involuntary
movements. So it is with every visitor to this opaque,
transparent, milky space — acting on one's own, yet
publicly and with respect to other visitors. From one
fog to another, from one device to another, one obvi-
ously thus senses that a radical separation persists.
But it is modulated according to its own motif by
the insistence of a growing indecidability of human
affect.



Let's look at things from another side. Why did
Bill Viola choose to call one of his most powerful in-
stallations Slowly Turning Narrative (1992)? In it one
sees a large, rotating screen, one side of which is
a mirror; on the other side we see a close-up shot
of a man looking straight ahead and a random series
of images of the world behind him. As the screen
turns, we hear several hundred verbal phrases.

The virtual relations between the two sources of im-
ages are thus marked as eventful. The spectator

is incorporated into the plan of action, is reflected in
the mirror-screen and, due to the progressive move-
ment of the mirror-screen, is vaguely projected onto
the walls with fragments of images. Why this very
strong term, narrative-. narration, story, fable, tale?
And why a revolving story? Why so slow? Is it in or-
der to differentiate itself from cinema, or that, in its
own way, this device shows that film is a narration
in images that does not revolve like this?

It seems time for a new inventory (necessarily
modest, random and subjective), the occasion for
which has already been provided by the richness
of installations of every kind at the 1999 Venice Bien-
nial. To fix the terms of it is a delicate task. In effect,
one would have to describe the explosion and dis-
persal by which that which one thought to be or have
been cinema (if one accepts to see things through
its eyes) now finds itself redistributed, transformed,
mimicked and reinstalled. These particular devices
belong less to a typology that would permit a reas-
suring classifying of them; rather, they show the dif-
ferences from and similarities to cinema's devices,
which inspire them or which they approximate.

One must therefore evaluate them as they present
themselves, without discarding any grouping that
appears justified, but also without imposing merely
illusory identities on them. And two things at least are
certain. While remaining conceptual in their own way,
by means of the attention with which they multiply
and vary their devices, these installations inherit from
cinema its premiere double vocation of recounting
and documenting, and of thus being linked to the so-
called realities of the world. On the other hand, these
installations more or less rework the figures from
which films have drawn their forms of expression.

By both duplicating cinema and differentiating itself
from it, the installations thus also make cinema enter
into a history that exceeds it. The history of installa-
tions begins with the invention of the camera obscura
and projection, and unfolds through its many differ-
ent devices (from phantasmagoria to the diorama)
throughout the nineteenth century. Cinema can thus
be viewed (retrospectively and probably too simply)
as an installation that succeeded in capturing for
itself alone the energy appropriate to the animated
image, dominating it for half a century until the advent
of the competition of what television has been for so
long, namely, a 'projection-without-projection’.

The throng of installations today is defined
mostly along the lines of video art or of the somewhat
forgotten history of film-installations are now begin-
ning to reassert themselves'. These installations,
and the forces that animate them, may seem to be

1 As the exhibition conceived by Dominique Paini titled 'Projections,
les transports de I'image’ testifies. The exhibition was installed from
November 1997 to January 1998 at Le Fresnoy, Studio National des
arts contemporains (catalogue by Hazan/Le Fresnoy/AFAA).

B30POM NpeAcTaeT OrPOMHbIM BPaLLAIOLWKMNCA 9KpaH, ogHa CTOpOHa
KOTOPOro 3epKabHa, C APYrolM CTOPOHbI Mbl BUAMM Kaap: KPYNHbIK naaH
CMOTPALLLEro NpAMO nepes co60M MysUMHbI, a 38 HUM — MPOU3BOIb-
HbIM PAA, KapTKH OKpyHkatolero mupa. lNoka akpaH noBopaynBaeTcA, Mbl
CIbILIMM HECKONbKO COTeH ¢ppas. BamkHo nogyepKHyTb, 4TO CBA3b MEXAY
ABYMA UCTOYHMKaMK 06pa3oB coObITUIMHA. 3pUTENb BNUCAH B KOMMO-
3UUMI0, B IENCTBO: OH OTpaxaeTcA B 3epKane W, bnarogapa ganbHemn-
LeMy NPOABUKEHUIO 3epKallbHOrO 3KpaHa ero CMyTHbIM 06pa3 npoe-
LMpyeTCcA Ha CTeHbl C pparmeHTammn naobparweHun. lNoyemy B3AT TaKoM
3HaYMTENbHbLIM TEPMUH — HappaTMB, MOBECTBOBaHWE, paccKas, bacHs,
ckaska? M noyemy nosopaumsatowanca nctopua? MNMouemy Takas mea-
neHHaa? 3To AnAa Toro, YTo6bl AnddepeHUNPOBATLCA OT KMHO, UIU e
9TOT NpuvemM — cnocob nokasaTb, 4To GpubM ABNAeTCA 0b6pasHbIM NoBe-
CTBOBaHMEM, KOTOPOE TaK He BpallaeTca?

HaxeTca, npyLuno BpemA NpoBECTM HOBYHO MHBEHTapU3aLIMIo
(N0 HEOBXOAMMOCTH KPaTHYHO, HECUCTEMATUYECKYIO U CYBBLEKTUBHYHO),
Cllyqar Ona aToro yxe npefocTaslieH pasHoobpasmMeM MHCTANNALMI BCe-
BO3MOMHbIX TUNOB Ha BeHeunaHcKon 6ueHHane 1999 roga. YctaHoene-
HWEe TEPMUHONOIMKU — HenpocTasa 3agadva. Heobxoanmo B KOHLLE KOHLLOB
onucatb Ty BCMbILLKY U €e pacCeMBaHWe, KOTOPOM, KaK Mbl CUMTaeM, ABNA-
€TCA UNK ABNANOCH KMHO (€CNM Mbl COrMacHbl CMOTPETb Ha MMP Yepes
€ro nNpuamy), Tenepb He OHO OKA3LIBAETCA NO-APYroMy pacrpenerneH-
HbIM, Mpeobpa3oBaHHbIM, NoApaKaTenbHbIM M BYATO 3aHOBO YCTAHOBEH-
HbIM. DTK cneundbUyecKue Npremsl He BCeraa MOXHO OTHECTH K TUMO-
NorvuK, KoTopana No3Bonua H6sl 0bHaAEKMBaAIOLLE UX KNAacCUPULMPOBATD;
OHM, CKOpee, AeMOHCTPUPYIOT pasnmyima U CXOACTBA C NpUemMaMm KuHe-
maTtorpada, BOOXHOBMALWENO WK CTaBLLEO NPUMEPOM AM1A NOAPAKAHMUA.
Moatomy Mbl 06A3aHBEI paccMaTpUBaTb MX Kak CaMOCTOATESNbHbIE OOBEKTHI,
He MblTaACb CMMCbIBATb CO CHETOB UM #e rPYNNMpPoBaTh NO KAKUM-TO,
KamyLLMMCA HaMm crpaseisIMBbIMK, NMPU3HaKaM, a TaKKe He UCKaTb
no 6onbLUen YacTH UNO30PHBIE TOXAECTBA MEXAY HUMM.

Mo KkpaviHern mepe age Bewy 6eccnopHbl. OcTaBanack KOHUENTyasb-
HbIMM, KaxaanA Nno CBOEMY, W B TO ke Bpema, obpalians ocoboe BHUMaHWe
Ha YMHOMX€EHWe W pa3Hoobpasre MeToA0B UCMONHEHWA, 3TU MHCTaNNALMK
NepeHUMaloT OT KMHO ero nepBoHaYasibHOEe ABOMHOE NpU3BaHMe uanaratb
W LOKYMEHTUPOBAT, U COOTBETCTBEHHO ObITb CBA3AHHBLIM C TaK Ha3blBae-
MbIMK peanuamu Mupa. C Opyrow CTOPOHbI, 3TW MHCTaNNALMK B 6orbLUeN
WX MeHblLEeN CTeneHu nepepabaTbiBaoT 06pasbl, U3 KOTOPLIX U PUNTbMbI
Yyepnanu opMbl BelpakeHMA. RonnpyoT nu, oTTanKkMBatoTCA NK OT HEro,
HO MHCTaNNALMK BBOOAT KMHO B UCTOPUIO, Boriee LIMPOKYLO, YeM Npea-
nonaraet cam ¢unbMm. Mctopma MHCcTannAauMM HaumHaeTcA ¢ M3obpeTte-
HWMA Kamepbl 06CKypa W NpoeLMpoBaHKA, 3aTem Ha npoTaxeHnn XIX Beka
pasBopaunBaeTca bnarogapa cambiM pasHbiM npremam (0T daHTacMaro-
puK 00 amMopamsl). KMHo MomHO paccmatpusath (B peTpocneKTuee
U, BbITE MOMET, YNPOLLEHHO) KaK MHCTANALMIO, KOTOPO#H yAanoch
AnA cebA 0QHOM HaKOMUTb IHEPrUto, HEOOXOAMMYLO ANA OXMUBIEHUA
KapPTMHKK, KaK MHCTaNIALMIO, FOCNOACTBYIOLLYIO NOMBEKa, A0 Tex nop,
NMoOKa He pa3BepHYNOChb COCTA3aHME C TEM, YEeM TaK AaBHO ye ABnA-
eTcA TeneBuaeHMe, a UMEHHO: C «MPOeKLMeEN-6e3-NPOEKTUPOBAHUAY.

MHOKeCTBO MHCTANNALMIK CErOAHA B OCHOBHOM MOMyyaeT onpe-
AeneHve o6bEKTOB BUAEOApTa UMK e GUNbMOB-UHCTANIALMKM, UCTO-
pUA KOTOPbIX HECKOMbKO No3abbiTa, HO cervac BHOBb 3asABnAeT o cebe'.
OTH MHCTaNNALMK M UMMYNbChI, UX OXUBIIAIOLLME, MOFYT NMOKa3aTbCA cned-
CTBMEM TaK Ha3blBAEMOr0 KPMU3MCa KMHO, a TaKKe TPyAHOCTEN B COBpe-
MEHHOM WCKYCCTBe, Belb MMEHHO MHCTANIALMK CTAHOBATCA WX APYaMLLM
npossneHvem. CnoxHo BNMcaTb 3T paboThl B TpaaMLIMK NNaCTUYECKOIO
MCHYCCTBa, KOTOPble OHK OYEBUOHO YaCTUYHO NOAPLIBAIOT, HE MeHee

o0 - 91

1 O6 aTom cBMAaeTenbCTBOBasA BLICTABKE, 3aymaHHan JomuHmK ManHu, nog HassaHnem»' Projections, les
transports de 'image». BoictaBka akcnoHupoBanace ¢ Hoabpa 1997 ropa no AHeape 1998 B HaumnoHansHom
CTyAUM COBPEMEHHBIX MCHYCCTB BO Ppetya (katanor XasaH/®penya/AFAA).
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Oneca TypKuHa

PacLwunpaowanca
BCceneHHasA
pacLUMpPEHHOro KUHO

[na Toro 4to6bl ONMCaTbL HEBEAOMOE, MOXKHO CPaBHUTL €0 C TEM,
4TO XOPOLUO M3BECTHO. TaK UCKyLaeT AEMOH aHanoruu, co3gaHHblin Cre-
daHom Mannapwme. Tak noctynanu Benukue nyTtelecTBeHHWKK. [epo-

AoT cuntan [lyHan 3epkanbHbiM oTparkeHneM Huna, Mapko Nono nucan

o TemHOWM cTpaHe, roe HWKorga He GbiBaeT cBeTa. IT0 NyTb MeTadopbl,
cryweHnua cmbicna. Korga kvHo ctaHoBuTCA paclumperHsiM? C Toro
MOMEHTa, Koraa KMHOMPOEKLMA NOKa3blBaETCA HE B KMHOTeaTpe, a B nna-
HeTapuu U Ha OUCKOTEKE, Koraa 3puTerb BMECTO KMHOAOMA OKa3biBa-
€TCA B MyBU-APOME, KOrAa HYHHO KaK MyTelleCTBEHHWUKY B HEM3BECTHOM
CTpaHe CMOTPETb BO BCe MMasa’? PaclumMpeHHOe KMHO CBA3aHO C 3KC-
nepuMeHTaMu B aBaHrapaHoOM KWHo, 3apoamBummuca B CLLUA B KoHLe
1950-x rogoB, KOTOpbIE BOBMEKAIU 3PUTENA B aKTUBHbIM NPOLLECC CMO-
TpeHua. MHOroaKpaHHblE NPOEKLMU 1 BKIOYEHME HUBOrO neppopmaHca
B MPOLLECC KMHOMOKa3a, MeauTaTnBHble ¢Gunbmbi-noamel CTaHa Bpekvaka
M KocMMyeckme abeTpakumnn Ixoppana Bencora, yctpansaswero Buxpe-
Bble HOHLEepTbl — BCe 3TO M MHOrOe ApYyroe CTano NPU3HaKOM pacLUMpeH-
HOMO KWHO, BbilleAwero 3a npeaenbl TPaAULMOHHOMO KMHOTeaTpa, KUHO-
ceaHca W KMHOMOBECTBOBaHMA. M Bce e, MOHATUE «pacLLUPEHHOE KUHO»',
MOITIO MOABUTBECA TOMBKO B 3MOXY TPEX «PaCLUMPEHUI»: pacLUMPEHHOro
CO3HaHUWA, BHELUHErO «pacLuMpeHma»? YenoBeKa 3a CHET HOBbIX Meaua U,
HaKoHeL, paclwupsrouierica BeceneHHon.

B npeancnosun K cBOer 3HaMEHUTOM KHUre «PaclumMpeHHoe KMHO»,
naparHHon B 1970 roay, Oxun AxHrénan nucan: «<Korga mMbl roBOpUM
paclIMpeHHOE KUHO, TO B AEMCTBUTENBHOCTM NOAPa3yMeBaeM pacLUn-
peHHoe co3HaHue. PacluMpeHHOe KMHO He 03Ha4YaeT KOMMbIOTEPHbIE
dUNbMbI, BUAEOM3NYHEHUA, aTOMHbIM CBET MU ChepPUYECKME NMPOEK-
umu. PaclumpeHHoe KMHO 3TO BOBCE HE KMHO: NOA06HO HM3HU 3TO Npo-
LecC CTaHOBNEHUS, HeMpeKpaLLaoLeecs UCTOPUYECKOE BlieYeHHe
yenoseKa MaHWdeCTUPOBaTb CBOE CO3HaHWE 3a ero npeaenamu, npamMo

1 MpraymaHHoe aBaHrapAHbBIM aMepUKaHCKUM KMHOpermMccepoM v nsobpeTatenem «Movie-Drom» — cde-
PUHYECKOrO NaBUIbOHA, BAOXHOBNEHHOrO MaeAMn BakmuHcTepa Pynnepa, Ha Kynon KOTOPOro NPOeLMpPo-
Banmch KuHonpoekumnn, CtaHom BaHaep6rkom B cepeamnHe 1960-x ropos noHaTue «Expanded Cinema»
LUMPOKO PacnpoCTPaHUIOCh NOC/Ee BbIXoAa OAHOMMEHHOM KH1rn xmHa AHrénana: Gene Youngblood.
Expanded Cinema. Introduction by R. Buckminster Fuller. R. Dutton&Co,, Inc,, New York, 1970. Tak e
No-PpYCCKM NPO GEOMEH PACLLIMPEHHOTO K1MHO CM.: AHpen XpeHos. «Maru v paaukansl. Bexk amepukaHckoro
asaHrapaa». // Hosoe nuteparypHoe o6osperue. M, 2011,

2 Mapann MakknioaH. «[ToHnmarne meamna: BHelwHre paciumperna Yenosekar (1964). MakKnioaHoBCKoe
NoHATHE «extension» No-pycCKM NEPEBOAMTCA TaK e, KaK M «expansion» CNoBoM «paclumnpeHmren. [Npasaa,
B PYCCKOM MepeBoe NponajaeT xapaKTepHbI OTTEHOK NOHATUA «extension» KaK BbIXOA B MPOCTPaHCTBO
3a CYeT HapallMBaHWA «TEXHOMNPOTE30B», TOMa KaK B C/I0BE «expansion» BCeraa yme ecTb aKCnaHcua,
3axsar.

Olesya Turkina

The Expanding Universe
of the Expanded
Cinema

In order to describe the unknown one can
compare it with the familiar. That's what the demon
of analogy, created by Stéphane Mallarmé, tempts
us to do. That's what the great explorers used to do.
Herodotus considered the Danube to be a mirror
image of the Nile, Marco Polo wrote about a Land
of Darkness that never sees any light. This is the way
of metaphor, of condensing the meaning. When does
cinema become expanded? From the moment that
the film projection is shown not at a cinema theatre but
at a planetarium or a disco, when the viewer finds him-
self in a moviedrome instead of a cinema house, where
one needs to be all eyes like a traveler in a strange
country? Expanded cinema is connected to those
avant-garde film experiments conceived in the USA in
the 1950s that involved the viewer into an active pro-
cess of watching. Polyscreen projections and inclusion
of a live performance into the film screening process,
the meditative poem-films of Stan Brakhage and Jor-
dan Belson's cosmic abstractions of the Vortex Con-
certs — all these and many other works were the indi-
cation of expanded cinema that fell outside the limits of
the traditional film theatre, film show and film narrative.
However, the concept of “expanded cinema”' could
only appear in the era of the three “expansions”: ex-
panded consciousness, “expansions” of man? with new
media, and finally, the expanding universe.

1 Movie-Drom was created by Stan Vanderbeek, an avant-garde
American filmmaker and inventor. Inspired by R. Buckminster Fuller's
ideas, it is a spherical studio with film projected onto its dome. Van-
derbeek also coined the phrase expanded cinema in the middle of
the 1960s.The concept become a widely used one after the publica-
tion of Gene Youngblood'’s book of the same title: Gene Youngblood.
Expanded Cinema. Introduction by R. Buckminster Fuller. R. Dutton
& Co., Inc., New York, 1970. On the phenomenon of expanded
cinema see in Russian: AHapeit Xperos. “Maru 1 pagukansl. Bek
amepwuKaHcKoro asaHrapga”. M., 2011. Hosoe nutepatypHoe
o6oapetre. (Andrey Khrenov. Magicians and Radicals: a Century

of American Avant-garde. M., 2011. NLO (the New Literary Review).

2 Marshall McLuhan. Understanding Media: The Extensions of Man
(1964). The term extension used by McLuhan is translated into
Russian exactly the same way as expansion — rasshirenye. However,
the characteristic nuance of extension as going out into space by
means of growing technoprostheses is lost in the Russian translation,
while expansion suggests annexation and takeover.



In the preface to his famous Expanded Cinema
(1970) Gene Youngblood wrote: “When we say
expanded cinema we actually mean expanded con-
sciousness. Expanded cinema does not mean com-
puter films, video phosphors, atomic light, or spheri-
cal projections. 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™. Expanded cinema
is related to the film experiments of the psychedelic
revolution era when artists created a new space with
new media — a multidimensional, illogical space with
orientation and cause-and-effect relations dislodged.
With new technology a hallucinatory effect in art could
be achieved, and the “real” psychedelic effects and
mystic experience could feed new art works. Expand-
ed cinema is the cinema of a time of man’s expansion
through new technologies, the expansion that made
a virtual step over the limits of the terrestrial space
possible. And finally expanded cinema is the cinema
of the era of Big Bang, the new cosmological model
that became a mass culture artifact®.

Expanded cinema is related not only to
the search for new spirituality, to the attempts to open
“the doors of perception”® and to find a way of com-
munication in the cosmic era, but also to the rejection
of the film screen totality, of the single view-point
and ultimately of the monocularity of vision. In or-
der to achieve this, artists had to get off the Earth.
Cosmic space as mythology and the real space flights
both became an important subject for the expanded
cinema. R. Buckminster Fuller's introduction to Young-
blood’s book begins with the flight of our spaceship
3 Gene Youngblood. Expanded Cinema. P. 41

4 The expanding universe concept was first suggested as early as
1920s by the mathematician Alexander Friedmann who predicted

it on the basis of the general relativity theory. In 1946 the physicist
George Gamow formulated the hot model for creation of the uni-
verse that was later confirmed in Arno Penzias and Robert Wilson's
discovery of cosmic background radiation in 1965. This theory was
named the Big Bang theory by Fred Hoyle in 1949 and since 1960s
it has become not only a dominating scientific paradigm, but also

a phenomenon of mass culture.

5 The name of a book by Aldous Huxley (The Doors of Perception,
1954) that influenced the development of psychedelic culture.

1. Astill from "The Space
Sonata" colour music film
(1981). Directed by Bulat
Galeev, camera N. Morozov,
soundman A. Korablev, with
the participation of Prometh-
eus Special Design Bureau.
A photograph from BM.
Galeev and I.L. Vanechkina
archives.

2. Dziga Vertoy, The Eleventh,
1928

nepen rmasamu»®. PacluMpeHHOe KMHO CBA3AHO C KMHO3KCNEPUMEH-
TaMK 3MOXM NCUXOAENMYECKON PEBOSIOLIMM, KOrAa C NMOMOLLbIO HOBbIX
Meana XyOOKHUKM CO3aaBasiv HOBOE MPOCTPaHCTBO — MHOrOMEpPHOE,
anornyHoe, Co CMeLLEHHOW OpHeHTaLMen 1 NPUYMHHO-CNEACTBEHHbLIMM
cBA3AMM. [anntoumHaTopHbIM 9¢pPeKT MOr 6biTb JOCTUIHYT B UCKYC-
CTBE 3a CYET HOBbIX TEXHOSIOMMM, a «peabHbIi» NCUXOLETUMYECKUIA ONbIT
M OMbIT MMCTUYECKMX NEePERMBAHNI MOT AaTb NULLY AJ1A HOBbIX NPON3Be-
AeHuK. PaclumpeHHoe KMHO — 3TO KMHO BPEMEHU pacLULMPEHHUA YenloBeKa
3a cYeT HOBbIX TEXHOMIOTMI, MO3BOJIMBLLEE COBEPLUMTL BUPTYalbHbIM
BbIXOZ, 32 Npeaenbl 3eMHOro NPocTpaHcTBa. M HakoHeL, pacluMpeHHoe
KMHO — 3TO KMHO BpemeHn Bbonbworo Bapeia, HOBOM KOCMONOrMyecKom
MOAEeNH, CTaBLIEN MACCKYNbTYPHbLIM apTedaKkTom*.

PacluimpeHHoe KMHO CBA3AHO He TOMbKO C NOMCKaMK HOBOM [lyXOBHO-
CTH, C NOMbITKAMW OTKPbITb «OBEPHU BOCTIPUATUA»® U HAWTK CNOCO6 KOMMY-
HMKaLMK B KOCMHYECKYIO 3pY, HO M C OTKa30M OT TOT/IbHOCTU KMHO3KpaHa,
OT €AMHCTBEHHOM TOYKM 3PEHMA U B KOHEYHOM CYETE OT MOHOKYAPHO-
CTH 3peHuA. HTobbl caenatb 310, XyA0HHUKAM HY#HO OblNO OTOpBaThCA
ot 3emnu. Kocmoc Kak Mndonorus, Tak v peasibHble NoneTsl CTali OAHOM
M3 BaXKHEWLLWX TeM ANA paclUMpeHHoro KuMHo. [Npeauncnosre BakmuHcTepa
dynnepa K KHire AHr6naga HauMHaEeTCA C NoseTa HaLlero «<KOCMUYECKOro
Kopabna 3emnsa», GyOyLMe MUTENM KOTOPOro BHYTPUYTPOOHbLIE 3apoabILLM —
HaceneHue «YTpobo3eMenna» roToBo BOCCTaTb M OTKa3aTbCA BbICAAUTLCA
Ha 9TOM NnaHeTe B 3HaK NpoTecTa NPOTUB HecnpaseaiBocTh. CBoe-
06pa3HbIM UTOrOM NEepPBOro aTana OCBOEHUA «KOCMUYECKOro adderTa»
B 9MOXy peasibHbIX KOCMWUYECKMX NOSIETOB M OQHOBPEMEHHO Havaiom
€ro MaccoBOM KoMMepLUmanusaumm ctan knHodunem Ctannun Kybpuka
«Kocmunueckaa Oamnccesn. 2001» (1968)°. Anekceit JleoHOB, NepBbitt
YenoBeK, BbilleALINA B OTKPbIThIM KOocMoc B 1965 roay, nocmoTpes
«Kocmuueckyto Ogumcceto: 2001 » ckasan, YTO OH Kak ByATo BTOPOW

62 - 63

3 Gene Youngblood. Expanded Cinema. P41

4 MNpencraenenue o paclumpstoLieica BeenerHoit 6bino chopmynmposaro etle B 1920-x rogax matemaTi-
KoM AneKcaHapom PpraMaHoM, KOTOpbI NPeACKasan ero Ha OCHOBaHMK OBLLENH TEOPUM OTHOCUTENBLHOCTH.
B1946 rogy ¢pusnk leopruit [amoB 3an0xmn ocHOBbLI MoZenn «ropadei BeenerHo», koTopaa nony4nna
noatsepxaeHve B 1965 roay B oTKpbiTUi ApHo NeHanacom 1 PobepTom YWUNcoHOM penmKToBOro 1asy-
yeHua. I1a Teopun, HassaHHaa Ppeaom Xornom B 1949 roay Bonblmnm Bapsisom (Big Bang), HaumnHas

¢ 1960-x roao., CTAaHOBWTCA He TOMbKO FOCMOACTBYIOLLIEN Hay4YHOM NapagamnrMOi, HO U MacCKyNLTYPHbIM
beHomeHoM.

5 Tak HasbiBanack krura Ongoca Xaxcnu (The Doors of Perception, 1954), nosnusasluas Ha GopmupoBatie
NCHUXOAENNYECKON KyNbTypbI

6 B krure Anrénana «Rocmmyeckoit Oamccee: 2001» nocsaera TpeTba yacTe: Part Three: Toward Cosmic
Consciousness. Gene Youngblood. Expanded Cinema.
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3puK Bionno

BwmecTo KMHO

Henb3a He KOHCTaTUPOBATL BbITECHEHWE KMHO (C MpeMmHen TepprTo-
pum). DTOT BUA, UCKYCCTBA COLUEN CO CBOEH OpbUTbI. MOKMHYB KMHO3anbI,
OH MnepeLlen Ha AOMaLIHWE 3KpaHbl, B KOMMNbKOTEPBI, MOBUNbHbIE TENe-
$OHbI, My3en 1 ranepeu. YBennymsLLEeCA KONMMYECTBO MECT NpoCcMOoTpa
KMHOGUIBMOB JIULLIMIIO KMHOTEaTpbl NpaB CO6CTBEHHOCTH Ha HUX. Cno-
BOCOYETaHUE «BMECTO KMHO» MOMHO NMOHUMATL U Kak nepemeHy (Mecta),
M Kak cuTyaumio (NPpocMOTp B TOM e OKpymeHun). CerogHs napaa-

HO€ YMCII0 KUHOOOBEKTOB, HE CHMTAA KOMMEPYECKOM NPOAYKLMH, y4acT-
BYIOT B 9TOM ABOMHOM ABUMEHWM, fake MOKHO CKa3aTb ABOMHOM CTEC-
HeHuK. KHnHo 6e3 onpeaeneHHoro MecTa obuTaHus, NpeacTaBNeEHHOE
pasnunyHbIMK crnocobamu, AEMOHCTPUPYOLWEECA B KMHO3anax UM aKc-
NOHWPYeMoe B NPOCTPaHCTBaX, NPUHaANIERALLMX aKTyalbHOMY UCKYC-
ctBy. [1lnacTMyHOCTH CpeacTB pacnpOCTPaHEHUA MITM BKCNIOHUPOBaHMA
COOTBETCTBYET pacCcpenoTo4eHMe KaTeropmMm 1M NOAXOA0B — ero 4acTo
06BMHAIOT B BLICTPOM TEMME yBENMYEHNA KONMYEeCTBa NPON3BEAEHNN
ncryccTea. [leneHue Ha ®aHpbl CTaHOBUTCA BCe Bonee HeonpeaeneH-
HbIM, pa3rpaHUyYeHne MaccuBa M306pameHnin obeltaeT 6bITb Konoccasnb-
HbIM. TpyAHO, NPaKTUYECKM HEBO3MOXHO, NpeacTaBmTb cebe, CKONbKO
HOBbIX MPAKTUK NOABUTCA B Byayliem. JTlobonbITHO, YTO B MHOMOYMUCIIEH-
HbIX COBPEMEHHbIX $pHrIbMax HAaCTOMYMBO MNOBTOPAIOTCA MOTHUBbI MYyCThIHM
W pasBanuH, puUrypel 6emxeHLeB M BpPOAAr — 3TO TOT CambI BONPOC MecTa
1 TeppuTopun. CBUAETENM PUCYIOT NNaHbl, YTOObI A4aTb BO3MOKHOCTb
yChbllLaTb UX PacCKas, 6emeHLbl MPOCNERMBAIOT N0 KapTe MapLUPyTh
CcBOMX nuweHur. BoamorkHo, 4To Habntogan 3a aTMMK NOMbITKAMU onpe-
AeNUTb KOOPAMHATLI, BCIyLUMBAACh B 9TW XPYNKWE paccKasbl, M OMUCHI-
BaA «HemecTa», pUnbMbl NpeasiaratoT HaM HEKWM NnaH OPUEHTUPOBKK Ha
MECTHOCTH, BO3MOMXHOCTb Jly4Lle NMOHATb CMOCO6bI NepeEMELLEHNA B XyA0-
HECTBEHHbIX KaTteropusx. Maet nu peyb 06 anneropmm mx cobCTBEHHOro
nonoxeHua’? Hacto o6beKT NOAPOGHOMO U UCTOLLLAIOLLErO MEKEBAHUA —
COBPEMEHHOE NPOCTPaHCTBO — XapaKTepU3yeTcA OAHOBPEMEHHO CBOEM
MOMHOM MCYEPNAHHOCTLIO (PYMHBI, MOKMHYTHIE MPOCTPAHCTBA, HeMunas
MECTHOCTb) M HaAemaoM Ha byayliee (FrOPUSOHT OMMAAHMA, NPeaBeCT-
HUKK, ABNEHWA, Aame KaTtacTpodbl). BUaeH nv 3a HUIMK KOHeL, aKcnepu-
MEHTaM M MOMHO /M UCCrefoBaTb 9Ty U3MEHMBLLYIOCH TeppuTopuio? Ha
camMoM fefe, 3KCnepumMeHTarnbHasa Tpaauuma npeanonaraet HEKOe KUHe-
maTorpadguyeckoe none, CTPYKTYpHUPOBaHHOE Napamm OnMno3nLLMIA: UCKYC-
CTBO MPOTUB NPOMbILLIEHHOCTH, HappPaTMB MNPOTHUB MIACTUKKU, KOMMEPLUA
NpoTUB aBaHrapaa, nobuteny npotue npodpeccuoHanos. N ecnu ata urpa
NPOTMBOMONOKHOCTEN NOCTENEHHO UcHe3aeT bnarogapA nepexogy Ha
6onee OTKPLITYIO 1 TMOKYIO TEPPUTOPUIO, NOABEPratOLLYIOCA MOCTOAHHBIM
MeTamop¢$0o3aM, TO U KaTeropua TpaHchopMMpyeTCA paBHbIM 06pa3omM.
Hak e npocneanTb reHeanorvio, BeAyLLyto OT 9KCNepUMeHTabHOM Tpa-
OWLMK K aKTyanbHbIM NPaKTUKam?

Erik Bullot
In The Place Of Cinema

One cannot but notice the displacement of cine-
ma. The medium went off its orbit. It deserted the cin-
ema halls for the screens of TVs, computers, mobile
phones, museums and galleries. This multiplication
of viewing places deprived cinema theatres of their
ownership of cinema. “In the place of the cinema” can
be understood both as a substitute (instead of cinema)
and as situation (in the same environment as cinema
used to be). A decent number of film objects today,
not including commercial production, participates
in this double movement, one may even say in this
double pressure. Cinema without a place to live,
in various modes of presentation, projected in the cin-
ema halls, displayed or installed in places dedicated
to the contemporary art. The dispersal of categories
and approaches, which is often accused in the quick
proliferation of art objects, corresponds to the plasticity
of modes of broadcasting or exhibition. The genre dis-
tinction becomes even more indistinct, the demarcation
of this corpus promises to be colossal. It is difficult,
even impossible, to imagine the number of possible
practices in the future. Curiously, the motifs of desert,
ruins, refugees and illegal immigrants are emphatically
repeated in many contemporary films: this is the very
problem of place and territory. Witnesses draw plans
to make the story heard; refugees map the itinerary
of their loss. Is it possible that observing these efforts
to position oneself, listening to these fragile stories,
describing these un-places, films suggest to us a plan
of ground navigation, a chance to better understand
these movements in artistic categories? Is it some
allegory of their own situation? Frequently the contem-
porary place, an object of a detailed and exhaustive
survey, is characterized at the same time by its full
depletion (feeling of ruins, deserted areas, wastelands)
and its promise (the waiting horizon, harbingers, vi-
sions, even disasters). Can we see an end to those
experiments beyond these historical trends, can
we explore this territory and its mutations? Actually,
experimental tradition assumes that the cinema sphere
is structured in dichotomies: art vs. industry, narrative
vs. plastic art, commerce vs. avant-garde, amateurs vs.
professionals. When this game of polarities gradually
disappears due to transition to the more open and
versatile territory, exposed to constant metamorphoses,
the category is also transformed. How then can one
follow up the genealogical thread from the experimental
tradition to the contemporary practices?



The Central Region (La Région centrale)

In 1970, the Canadian artist Michael Snow asked
the engineer Pierre Abbeloos to help him to construct
a hinged device which would allow the camera to trace
movements at every plan of a sphere. Filmed north
of the Quebec, “La Région centrale”is the record-
ing of programmed arabesques by a camera viewing
the surrounding landscape. This project is both theo-
retical (as it explores in a systematic way the rotations
of a body in motion), autobiographic (the film is made in
the native region of the artist’s mother) and metaphysi-
cal (awakens a cosmic conscience). Michael Snow
creates a film where the point of view is decentralized;
it is floating, situated in weightlessness, unattached to
the plot. “Ultimately the effect produced by mechanized
movement will be equivalent to what | imagine to be
the first pictures of the moon surface shot methodi-
cally. It's not just a recording of the last wild landscape
of the Earth, it's a film which we'll send into the space
in memory of what was nature. | want to pass on
a feeling of absolute loneliness, a kind of goodbye with
the planet Earth, something, as it seems to me, we are
experiencing now". ' “La Région centrale” represents
a decisive stage, at the same time it is a new vision of
the landscape, subjected to the exhaustion of a blind
stare, inseparable from its coming termination or depri-
vation, and a new experience offered to the spectator,
who is confronted with a remotely operated recording
device. Although the film has never been exhibited
in the museums (it is exclusively intended for cinema
halls), it offers the spectator an experience comparable
with the cycles of the “exhibition cinema”. Dissociat-
ing the landscape and movements, programmed by
the camera, it makes the viewer uneasy (the audience
often left during its screening). Acquired in 1972 by
the National Gallery of Canada (Ottawa), the device
was displayed in action, with video output on two
monitors making it a video art work in its own right,

1 « La Région centrale (1969)", Des écrits 1958-2001, M. Snow,
Paris, Ensba, 2002, c. 32.

1. Michael Snow, La Region
centrale, 1970

2. Bouchra Khalili,Circle line,
2007

3. Till Roeskens Videocartogra-
phies: Aida, Palestine, 2009

LleHTpanbHbIn peruoH (La Région centrale)

B 1970 rogy kaHaackuit xynoxHuk Maikn CHoy nonpocun uHme-
Hepa [Nbepa A66enooca NOMOYb My CKOHCTPYMPOBaTb annapaTt Ha Luap-
HMpax, KOTOPbIM NO3BONMA bbl Kamepe CNeanTb 3a NepeaBUHEHNAMM
BO BCex nnaHax ogHon coepol. OcyllecTBneHHbINM B ceBepHoM Heebeke,
NpoeKT «LleHTpanbHbI pernoH» perncTpupyeT 3aTennmnBble ABUKEHNA
Kamepbl, 3aNporpamMMpOBaHHOM Ha CbEMKY OKPECTHOro nensamka. J1o
MPOEKT OAHOBPEMEHHO TEOPETUHECKHI (CHCTEMATUYECKM CCeayeT Bpa-
LWEHWA ABMKYLLErocA Tena), aBTobuorpadmieckuin (unbm cHrumaeTcs
B POLHOM Kpato MaTepu XyLOKHWKa) 1 MeTaduanyeckuit (Nbitaetca npo-
6yanTb KOCMUYECKOE Co3HaHue). Maiikn CHoy cosnaet ¢unbM, B KOTOPOM
TOYKa 3PEeHNA JeLEeHTPUPOBaHa, OHa NniasaeT, HaXOAMUTCA B HEBECOMOCTH,
He MpuWBA3aHa K CctoxeTy. «B koHeyHoM cyeTe addeKT, NPoM3BOANMbIN
MeXaHWMYEeCKMUM ABMMEHNEM, CTaHET IKBUBANIEHTOM TOMY, KaK A NpeacTaB-
nato cebe METOANYHYIO CbEMKY MepBbIX M306pameH NOBEPXHOCTH NyHbI.
OT0 He NPOCTO Kaapbl NOCNEAHEro AMKOro 3eMHOro Nnensama, 1o GpUbM,
KOTOPbIM Mbl MOLLIEM B KOCMOG B 3HaK NamATK O TOM, YeM 40 HaCTOA-
Lero MmoMeHTa 6bina npupoaa. A xovy nepegartb 3TO oLlylleHne abco-
NOTHOTrO OAMHOYECTBA, HEYTO BPOAE MPOLLAHKUA C NNaHeTon 3emsd, HeuTo
TaKoe, MHE KaKeTCA, YTO Mbl ceryac nepexunsaem»'. «LleHTp» npeacras-
nAaeT cobon atanHyto paboTy, 3TO OAHOBPEMEHHO M HOBOE BOCMPUA-
The nensama — cnenbiM, M3HEeMOMOEHHbIM B3rNAAOM, HEOTAENN-

MbIM OT CBOEro rpAAYLLEro NopameH1a, U HOBbIM A8 3pUTENA OMbiT,
COMPUKOCHOBEHWE G MPUCNOCO6eHMeEM OJ1A CbeMKH, YNpaBiaeMblM

Ha paccToAHUK. XOTA 3TOT GUIbM HMKOrAA He 4EMOHCTPUPOBAJICA

B 3an1ax Kakoro-nmM6o My3en (OH NpeaHa3Ha4eH TOMbKO A8 KMHO3a-
/I0B), OH MpeAJiaraeT 3pUTENIO NEPEKUBAHWE, CPABHUMOE C LiKNaMM
“3KCMO3MLMOHHOMO KMHO». Pasaenasa nensax v 3anporpaMmmpo-
BaHHbIE ABMMEHNA Kamepbl, G1bM BCenAeT TPEBOry B CMOTPALLMX — 3asl
HepefnKo nycten Bo BpemA ceaHca. Camy MallmMHy A5 CbeMKM nprobpen
B 1972 ropy Myse# uaawmbix nckyccts Kanaab (OTTasa), M oHa AeMoH-
CTpUpoBanach B AENCTBMH, C NMPOEKLMEN BUOEO Ha ABAa MOHUTOPA, U 3TO
npencTasnAno cobom NosHoLeHHoe NPoM3BeeHne BUAEOMUCKYCCTBa,
HassaHHoe «OTTyna» (De 13). N aTo cTano norM4eckMM npoaosiHeHneMm
KMHOMHCTaNNALMN-B-Pa3BUTUM, XOTA XyAOMHWK A0 CHUX NMOP MPOAOIHAET

1 « La Région centrale (1969)», in Des écrits 1958-2001, M. Snow, trad. J.F. Cornu, Paris, Ensba, 2002, p.
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Metep Banbenb

PacwupeHHbIn KNHemaTtorpad,
BUAEO U BUpPTYanbHaA cpega

ABaHrapaHbiv duUnbm

O6bIYHO MPK HaNMCaHWK UCTOPUK KMHO aBaHrapaHbIM GuibMam
He yaenAeTcA 3HauyMTenbHOro mecta. B nepuvop mexay oByMA MUPOBLIMU
BOMHaMK aBaHrapAHbIv GUIbM paccMaTpMBasiCA Kak NoBOYHbIM Npo-
OYKT TakuX ABUKEHUI BU3yalbHOrO MCKYCCTBA, KaKk Kybunam, dyTypuam,
CynpemaTtunam, KOHCTPYKTUBKU3M, Jafan3M unu cloppeanuam. B pycne
9TUX TEYEHWUM CO34aBaNIMCb abCTPaKTHbIE UK NPEAMETHbIE aHUMaLLMK,
a TaKKe MOHTMPOBAHHbIE N KUHETUYECKWE PUNbMbI TAKMX XYA0MHUKOB,
Kak PepHaH Jlexe, BpyHo Koppa, Kasumup Manesuy', BukuHr SrrenuHr,
laHc Puxtep, Jlacno Moxon-Hagb, Ockap ®uwnHrep, Man Pai, Map-
cenb OiowaH, JleH J1an, Jlotta Pannurep, Beptonba Baptow, Anekcanap
Anekcees 1 Knep lMapkep. OTH PpUnbMbI COCTaBUNKM KOPMYC NPOU3BeaE-
HWM, KOTOPbIE NOCIYHWITN MCTOYHUKOM MHHOBALMOHHOIMO aBTOHOMHOIMO
NOCIEBOEHHOrO KUHO, MOJSyYMBLLENO Ha3BaHWE apT-KMHO UK IKCMepH-
MEHTaNIbHOro KMHO. DTO HOBOE TEYEHWE OT/IMHANIOCH OT CBOEr0 UCTOPH-
4ECKOro NpeALIeCTBEHHWKA, AJ1A KOTOPOro ObiN XapaKTepeH Y3KUM Kpyr
aBTOPOB, HebGObLLAA ayAUTOPKUA, OTCYTCTBME MHPOPMALIMM B CPEACTBAX
MacCcoBOM MHpOPMALIMK, CNeLnanbHbIX KMHOTeaTPOB, OpraHU3aLmnn, OUC-
TPUOYLIMK TEM, YTO B ONpPeaeNeHHbIM UCTOPUYECKUIA MOMEHT OHO CTaso
MacCOBbIM ABU¥KEHWEM C COOCTBEHHOM OpraH13aLment AUCTPUOYLMH,
LUIMPOKOM ayAUTOPHEN B KOHTEKCTE CTYAEHYECKOM M NOMN-My3blKanbHOM
pPEeBONOLMHK, BONLLUMM KONMYECTBOM PEHRMUCCEPOB, COOCTBEHHLIMW KMHO-
TeaTpamu 1 xypHanamu.

HesaBnCUMBIN MM SKCNEpPUMEHTanNbHbIM KMHEMaTorpag
1960-x ronos oco3Hasan ceba HOBOM Pa3HOBUAHOCTBLIO MCKYCCTBA,
HOBbIM Meaua U GOPMOM MCKYCCTBA, a He MPOCTO NOOOYHBIM NPOAYK-
TOM BM3YallbHOr0 MCKYCCTBa, HECMOTPA Ha TO, YTO HEKOTOPbIE M3 Hanbo-
nee U3BECTHbIX ero npeacTaBuTenen, Takme kak dHau Yopxon, Mv Je6op
1 Moko OHO 6binK CBA3aHLI C MOM-apPTOM, CUTYaLIMOHU3MOM UK [1BUME-
HueMm «PnoKcyc». [ToHMMaHWe KMHO Kak COBepLUEHHO HOBOro Meauanc-
KyCCTBa BEJO K MOSTHOWM AEKOHCTPYKLIMKW KNaCCUYECKOro KMHemaTorpada.
Becb Habop MHCTPYMEHTOB KNacCUYeCKoro KuHematorpagda, oT Kamepsl
[0 NPOEKTOpa M OT 3KpaHa A0 NMeHKK bbln paguKanbHO TpaHChOopMUPO-
BaH, aHHUIMIMPOBaH MK paclumpeH. Mictopua aBaHrapaHOro KuHema-
Torpada — 310 UCTOPUA UHTepnennAaALuMi B cMbicne AnsTioccepa Ha 6ase
camoro MHCTpyMeHTapua®. HepoctaTok TEOpUK KMHEMaTOrpadpryecKoro

1 Kasumnp Manesmy, <-{rBonmcHbIE 3aKoHEI B NpoBnemax KMHo», B <Ko 1 kynitypar, N27-8, 1929,

2 McTopua aTa onuckiBaeTCA U aHalM3npyeTca B cneaytolnx usganuax: Sheldon Renan, An Introduction
to the American Underground Film, Dutton, New York, 1967; P. Adams Sitney (ed.), Film Culture

Reader, Praeger, New York, 1970; Gene Youngblood, Expanded Cinema, Dutton, New York, 1970;

Parker Taylor, Underground Film (1969), Secker & Warburg, London, 1971; David Curtis, Experimental
Cinema, A Fifty-Year Evolution, Universe Books, New York, 1971; P. Adams Sitney, Visionary Films,

Peter Weibel

Expanded Cinema, Video
and Virtual Environments

Avant-garde Film

In most histories of cinema the avant-garde film
occupies a minor and marginal position. In the inter-
war period of the twentieth century, avant-garde film
was initially seen as a spin-off or by-product of visual
art movements like Cubism, Futurism, Suprema-
tism, Constructivism, Dadaism or Surrealism. Linked
to these movements were abstract or pictorial anima-
tions as well as montage and kinetic films by artists
like Fernand Leger, Bruno Corra, Kasimir Malevich',
Viking Eggeling, Hans Richter, Laszl6 Moholy-Nagy,
Oskar Fischinger, Man Ray, Marcel Duchamp, Len
Lye, Lotte Reininger, Berthold Bartosch, Alexander
Alexeieff and Claire Parker. These films constituted
a body of work that served as the source for the in-
novative and autonomous post-WWII motion picture
that was variously termed “art” or “experimental” film.
This new movement differed from its historical pred-
ecessor (few artists, small audiences, no media pres-
ence, no theaters, no organization, no distributors)
in that it was at a certain moment in history a mass
movement (with its own distributive organizations,
with large audiences in conjunction with the student
and pop-music revolutions, a large number of film-
makers, its own theaters and magazines).

The independent or experimental film of
the 1960s was very conscious of being a new branch
of art, a new medium and form of art as opposed
to merely a byproduct of the visual arts, even if some
major filmmakers like Andy Warhol, Guy Debord or
Yoko Ono could be linked to Pop Art, the Situationist
International or Fluxus. This awareness of film as new
art medium led to a complete deconstruction of clas-
sical cinema. The apparatus of classical cinema,
from the camera to the projector, from the screen to
the celluloid, was radically transformed, annihilated
and expanded. The history of avant-garde film is
a history of interpellations in the sense of Althus-
ser (see my preface) on the basis of the apparatus
itself2. The deficit of the cinematic apparatus theory

1 Kasimir Malevich, Painterly Laws in the Problems of Cinema,
in Cinema and Culture (Kino i Kultura), nos. 7-8, 1929.

2 This history is described and documented in the following books:
Sheldon Renan, An Introduction to the American Underground Film,
Dutton, New York, 1967; P. Adams Sitney (ed.), Film Culture Reader,
Praeger, New York, 1970; Gene Youngblood, Expanded Cinema,



of the 1970s was that it showed us only the ideol-
ogy inherent to Hollywood films, just as in the 1960s
Umberto Eco used semiotics to explain James Bond
films and today Slavoj Zizek uses Lacan to explain
Hitchcock. Neither theorist used the apparatus theory
radically in order to demonstrate that the cinematic
apparatus and the inscribed ideology can be trans-
formed by making different films with different tech-
nologies in the way done by avant-garde filmmakers.
They therefore missed a vital point, and fell behind
their own theoretical premises. Their theoretical work
insofar paradoxically supported the hegemony of Hol-
lywood and dismissed the avant-garde movement
from film to video, from video to digital, as represent-
ing a transformation of the cinematic apparatus.

This transformation took place in three phases.
In the 1960s, the cinematic code was extended with

Dutton, New York, 1970; Parker Taylor, Underground Film (1969),
Secker & Warburg, London, 1971; David Curtis, Experimental Cinema,
A Fifty-Year Evolution, Universe Books, New York, 1971; P. Adams
Sitney, Visionary Films, Oxford University Press, New York, 1974; Hans
Scheugl, Ernst Schmidt jr,, Eine Subgeschichte des Films. Lexikon des
Avantgarde-, Experimental- und Undergroundfilms, vols. 1, 2, Suhrkamp,
Frankfurt, 1974; Amos Vogel, Film as Subversive Art, Random House,
New York, 1974; Stephen Dwoskin, Film Is — The International Free
Cinema, Peter Owen, London, 1975; Structural Film Anthology, Peter
Gidal (ed.), BFI Publishing, London, 1976; Film als Film 1910 bis heute,
Birgit Hein, Wulf Herzogenrath (eds), KéInischer Kunstverein, Cologne,
1977; Malcolm Le Grice, Abstract Film and Beyond, The MIT Press,
Cambridge, MA/London, 1977; Deke Dusinberre, A.L. Rees, Film

as Film, Formal Experiment in Film 191075, Arts Council of Great
Britain/Hayward Gallery, London, 1979; Peter Gidal, Materialist Film,
Routledge, London, 1989; David E. James (ed.), To Free the Cinema.
Jonas Mekas & The New York Underground, Princeton University
Press, Princeton, New Jersey, 1992; Kerry Brougher, Art and Film
Since 1945: Hall of Mirrors, Monacelli Press, New York, 1996;
Spellbound: Art and Film, lan Christie, Philip Dodd (eds), BFI Publishing,
London, 1996; Jack Sargeant, Naked Lens: Beat Cinema, Creation
Books, London, 1997; A.L. Rees, A History of Experimental Film and
Video. From the Canonical Avant-Garde to Contemporary British
Practice, BFI Publishing, London, 1999; Garrett Stewart, Between Film
and Screen. Modernism’s Photo Synthesis, The University of Chicago
Press, Chicago and London, 1999; Into the Light. The Projected Image
in American Art 1964—1977, Chrissie lles (ed.), exhib. cat, Whitney
Museum of American Art, New York/Harry N. Abrams, New York,
2001; Malcolm Le Grice, Experimental Cinema in the Digital Age, BFI
Publishing, London, 2001; Hans Scheugl, Erweitertes Kino. Die Wiener
Filme der 60er Jahre, Triton, Wien, 2002; Martin Rieser, Andrea Zapp
(eds), New Screen Media. Cinema/Art/Narrative, BF| Publishing,
London, 2002, book and DVD; Margot Lovejoy, Digital Currents: Art in
the Electronic Age, Routledge, London, 2003.

1. Frank Fietzek, Tafel [Black
Board], 1993, interactive
installation mixed media,
dimensions variable, installa-
tion view: ZKM | Center for
Art and Media Karlsruhe, ©
Frank Fietzek

2. Barry Spinello, Soundtrack,
1970, 16mm film, b/w, parts
handcolored, sound, 11 min,
film strips, courtesy Barry
Spinello. Both sound and
image are produced with
handmade graphic effects

MHCTpymeHTapua 1970-x rogos B TOM, YTO OHa NoKasana Ham TOMbKO
MOEO0SOr Mo, MPUCYLLYIO FOMNIMBYACKUM drbMaM, TaK #e Kak B 60-e rogpl
YM6epTo DKO MCMONBb30Ban CEMUOTUKY AJ1A 0OGbACHEHNA GUTbMOB

o Oxenmce BoHae, a cerogHa Cnasow Hukek ucnonbayet JlakaHa

AnA 06bACHeHUA XWyKoKa. H1 oaMH N3 TeopeTHKOB He MCMOoMNb30Ba
TEOPUIO MHCTPYMEHTapUA paauKanbHbIM CNOCOO0M, YTOOb! MPOAEMOH-
CTPUPOBAaTh, YTO MHCTPYMEHTAPHUI KMHO M COOepHallanca B HEM MAEO0-
norua MoryT 6biTb TPaHCHOPMUPOBaAHbI, €CNK AenaTe Apyrie ¢unbMbl
npv NOMOLLM APYroM TEXHONOMMKW NoA06HO aBaHrapAHbIM KMHOPERMCCe-
pam. DTO 3HAYMT, YTO OHM YNYCTUIIM HEYTO CaMOE BaXHOe, YTO 3acTaBnsaeT
YCOMHWTBLCA B MX COBCTBEHHBIX TEOPETUYECKMX Npeanockinkax. o cux
nop 1x TeopeTnyeckana paboTta napagoKcanbHbIM 06pa3oM oKasbiBana
nopaepHKy reremoHnn [onnueyda v MrHopupoBana aBaHrapAHbIi nepe-
XOA, OT punbMa K BUAEO, OT BUAEO K LMPpoBOMy 0bpasy, NpeacTaBnato-
wmr cobor TpaHchopmaLMio KMHeMaTorpaduyecKoro annapara.

OTa TpaHcpopmauma npowna Tpy ¢assl. B 1960-e rogpl KMHema-
THUYECKWM Kop, Obln pacLUMpeH aHanoroBbiIMM CPEeACTBaMH, CpeacTBaMm
camoro KnHematorpada. Bckope nocne atoro nonyunnu pacnpoctpa-
HEHWe HOBblE 9NEMEHTbI U TEXHOMOMMK, TaKMe Kak BUAEOMarHUTO-
bOH, U KUHEMATHYECKUI KOA, MONY4nIT SNEKTPOMArHMTHOE paclumpe-

Hue. TBopyecTBO BHAEOXYAOKHNKOB — oT bptoca Haymara no Bunna
Buonbl, ot Ham IxyH MNarka go LtedHsl u Byam Bactonkm — npro6peno
nonynapHocTb B 1970-¢, Ho 3aTem B 1980-e Bo306naaan peTpooOpHeHTH-
POBaHHbIM HWBOMUCHBIM HEO3KCNpecCcHoHnam. B 1990-e Bupeoapt

Oxford University Press, New York, 1974; Hans Scheugl, Ernst Schmidt jr,, Eine Subgeschichte des R
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Hupunn Pasnoros:

«...9TO BENIMKOE NCKYCCTBO,
KOTOpPOE coCTaBMAET 4YacTb
KuHemaTorpacunyecHom
KyNbTYpbI»

AnnHa UrHaTtoBa: BupeoapT yalle Bcero oTrpaHMymMBaloT OT KMHO-
NPOAYKLUMK TeM, H4TO OH NPUHLMMHANBHO HEHapPaTUBEH, a KMHemaTorpad
06blYHO 06nagaeT NoBecTBOBATENLHONM CTPYKTYpo. OfHaKo cyliecTsyeT
TaK Ha3blBaeMoe anbTepHATUBHOE, IKCNIEPUMEHTANIbHOE MK apTxayCHoe
KWHO, HeHappaTUBHOM NpUpoabl. Kak B TakoM criyyae vx pa3genatb?

Hupunn Pasnoros: [leno B Tom, 4TO AeneHne, KOTopoe Mbl Npeasia-
raem, obnagaet pasnnyHbiIMK OCHOBaHWAMK. HappaTrBHoe 1 HeHappa-
TUBHOE 3TO OAMH THM, TOYHO TaK e Kak nposa 1 noasus. CywecTsyeT TaK
Ha3blBaeMOe NMO3TUHECKOE KMHO U CYLLLECTBYET KMHO npo3anyeckoe. [a,
CTPYKTYypa BWAeoapTa, Kak Nnpasuno, 6rinmaka 6onblue Noasmu, 4em noBecT-
BOBaTeNbHOM nuTepatype. A B KMHO B CUNY ONpPeAeneHHbIX COLMOKRYNLTYP-
HbIX NPUYKMH BO30bONadana CTpyKTypa nosyTopayacoBoro noBecTBoBaTe lb-
HOro ¢ubMa, paccKasbiBatoLLEr0 UCTOPUKU. DTO HE 3HAYMT, 4TO B paMKax
BOT 3TUX NOSyTOpa4yacoBbiX Gp1IbMOB COBCEM HE MOMET ObITb HEHappa-
TUBHbIX KOHCTPYKUMIA. Craxem, «AHgany3ckui nec» Jlynca BroHwoana —
COCTaBHaA 4aCTb HOPMaSIbHOrO KMHOMpPOLLECCa — 9TO HeHappaTUBHaA Kap-
TWHa, cama UCTOPKA TaM He pacKpbiTa. M Takxe A MOry HasBaTb, CKakeM,
3a BCIO UCTOPHUIO KMHO, HY, HaBepHoe, ¢pUNbMOB NATLAECAT, M3BECTHbIX,
AEMOHCTPUPOBABLLMXCA B KMHOTEaTpax, HO HapPaTUBHOCTb TaM He ABNA-
€TCA OCHOBHOM PpOPMOM opraHunsaunm matepuana. M Bce #e o4yeBuaHo,
4TO B 6ONbLUMHCTBE $UILMOB HappPaTUBHOCTL Npeobnapaet. B Buaeo-
apTe HaobopoT. A TaK*Ke Mory Ha3BaTb NPOU3BEAEHWA NOBECTBOBATESb-
HOW CTPYKTYpbl MK BRIIIOYAtOLLME NOBECTBOBATENbHbIE 9neMeHTbl. Ho aTo,
onATb-TakK, 5% HappaTMBHbLIX Npou3seaeHnin n 95% HeHappaTMBHbIX.

A.W.: Yo Torpa aenaTb C BUAEONPON3BEAEHUAMMU, KOTOPbIE TPAHC-
NUPYIOTCA B KMHO3asax, M NONYNAPHOCTb KOTOPbIX YAaCTO NPOAMKTOBaHa
KPYMHBIMU KMHODECTUBAIAMM, Kak HEYTO CBEPXaKTyaslbHOe Ha AaHHbIN
MOMEHT, HaxoaALeecA Ha rpebHe decTnBanbHOM MoApl. TeMM e BeHe-
LMaHCKMMK «[ OpM30OHTaMK», KOTOPbIE ABHO AENatoT CTaBKy Ha NPWXOA,
XYAOMHUKOB B KMHOCPEY.

H.P.: MpaBunnbHO, NOTOMy 4TO 3TO €AMHaA Cpeaa IKPaHHOM KynbTypbl,
Kyda BuaeoapT BxoauT Ae-¢dakto. Ha camom gene ana meHA KMHemato-
rpad Kak TakoBoM 310 obLuee onpeneneHne BCEro, 4To CBA3AHO C M30-
OGparkeHUeM B ABUHKEHWUW. DTO O3HAYAET, YTO BUOE0APT BXOAWT B KUHE-
MaTorpad B KayecTBe COCTaBHOMW 4aCTH, €CNK CTPOro ONpeaenuThb,
4TO KMHemaTorpad ecTb 3anucb ABUKEHWA. PaboTaeT 1 NOHATHE «aKpaH-
HaA KynbTypa», KOTOPOE TaKiKe BKNtoYaeT Bce 9T0. CKameM, CyLLecTByoT

Hirill Razlogov

«... this is great art,
a part of

the cinematographic
culture”

Alina Ignatova: Video art is most often dis-
tinguished from cinema in that it is fundamentally
non-narrative, while cinema usually has a narrative
structure. But there also exist the so called alterna-
tive, experimental or art house cinema, also of a non-
narrative nature. How should they be told apart from
video art?

Kirill Razlogov: The suggested distinction
is based upon different foundations. Narrative and
non-narrative cinema is still of one species, just as
prose and poetry. There is, so to say, a poetic cinema
and a prosaic one. Yes, the structure of video art is as
a rule closer to poetry than to the narrative literature.
And in cinema due to certain socio-cultural rea-
sons the structure of 1.5 hour film telling a story has
prevailed. It does not mean that within these 1.5 hour
films only narrative structures are possible. For exam-
ple, Luis Bufiuel's Un chien andalou which is an im-
portant work in the history of cinema is non-narrative,
there is no story. | can name another 50 films, quite
famous, which were demonstrated in cinema theatres,
where a narrative is not the main form of structuring
the material. But still it is evident that in most films
the narrative prevails. In video art it is the other way
round. | can also name video art works which possess
a narrative structure or include narrative elements. But
again it is 5% of narrative and 95% of non-narrative
elements.

A.l.: Some works of video art are shown in cin-
ema theatres, their popularity is dictated by the major
cinema festivals, where they are presented as some-
thing super important and most fashionable today.
This is the situation of the Venetian “Horizons”, which
place great emphasis on artists joining the cinema
environment. What do you think about this?

K.R. This is right, for this is the same environ-
ment of screen culture, where video art de facto
belongs. In fact for me cinema is a general definition
of all moving images. This means video art is part
of cinema, strictly speaking cinematography is re-
cording of movement. A notion of “screen culture”
also works, it includes all of this. There are special
festivals of video art or experimental films. There are



festivals of full-length feature films. There are festivals
of documentaries and festivals of feature films. In

the present situation documentaries may be included
in the program of a regular festival, where feature
films constitute the most part of screenings. Anima-
tion films may also be included. We can see interac-
tion between documentary and non-documentary,
animation and feature films. There are also combined
variants, where animation and fiction are combined,
as in Roger Rabbit. There are poetic structures,

like 1.5 rooms in which Brodsky's poems, invented
episodes, and also documentary and animation
episodes are mixed together. The borders are being
transgressed, and Marco Mueller followed an example
of the Moscow Film Festival, of our Media Forum, and
a parallel program of the Sundance festival (which
was introduced 5 years after the Media Forum).
However as the Venetian festival is much more
influential in the world cultural milieu, it was noticed.
Our Media Forum is much older, but it was known
only to the narrow circle. In fact we were the pio-
neers, well, perhaps not the first in history. There was
also the Congress of Experimental Cinema in 1929
in which Eisenstein took part, and also the French
cinema avant-garde of the 1920s, and also what

is described in my series “From Cinema Avant-Garde
to Video Art", where the development of avant-garde
forms is represented, which in the contemporary
world is concentrated in video art, but before it was
present in cinema avant-garde and American un-
derground. We should also remember the theory of
the expanded cinema, which is the basis for the book
we are now working on. It was formulated by Gene
Youngblood in 1970, when people understood that
the terrain of cinematography is much broader than
the terrain of the feature film which tells stories of 1.5
hour length. And also there was a transition from
1.5-hour stories to many-hour stories of soap operas,
which expanded the limits of the narrative cinema in
a completely unexpected direction due to their con-
nection with the press, radio and television. A whole

1. Luis Bunuel, Un chien
andalou, 1929

2. Jean-Luc Godard, Film
socialisme, 2010

3. Matthew Barney, Drawing
Restraint 9, 2005

cneunanM3MpoBaHHble PeCTUBaNIM BUOEOMCKYCCTBA MU SKCNEPUMEH-
TanbHoro ¢unbma. CyluecTBytoT decTUBanv NOTHOMETPAKHbIX UIPOBbIX
¢dunemos. Ectb pecTrBanm AoKyMeHTanbHOro KMHO, a ecTb pecTraanm
urposoro KnHo. Cenyac BO3HWKMNA CUTYyaLMA, MPU KOTOPOM, CKaKeM, JOKy-
MeHTasbHble GUTbMbI MOTYT AE@MOHCTPUPOBATLCA B KOHKYPCE 0ObIYHbIX
decTrBanen, rae 60MbLLYIO YaCTb NPOrPaMMbl COCTaBMAKT UIPOBbIE Kap-
TWHbI. AHUMaLMOHHBIE PUNBbMbI TaKKe MOTYT ObITb HACTLIO TAKMX CMOTPOB.
Hanvuo B3aMMONpPOHWKHOBEHWE AOKYMEHTANIbHOMO U HEAOKYMEHTaNb-
HOro, aHUMaLWOHHOIO U UrPoBOro. BbiBatoT, KOHEYHO, U KOMBUHUPOBAH-
Hble BapyaHTbl, rAe aHUMaLMOHHbIE 3NIEMEHTbI COYETAKOTCA C UIPOBbLIMM,
ToT e «Kponuk Pogep». BeiBatoT NoaTHYECKHME CTPYKTYPLI, CKaXKeM,
«[MonTopbl KOMHaTLI», rAe ¢, O4HOM CTOPOHBI, N033unA Bpoackoro, BbiMbILW-
NEHHblEe 3MM304bl, HO €CTb U AOKYMEHTaIbHbIE ANW30A4bl, U aHUMALMOHHbIE
anu3opasbl. [MocKkonbKy cenyac rpaHuubl casuratotca, To Mapko Mionnep
Bcnen 3a MockoBCKUM KMHOdecTMBarneM, T.e. Bcreq 3a Hawnm «Meama
Dopymom», 1 Bcried, 3a aHaIorMYHOM NporpaMmoin, kotopas B 2005 roay
cnycTa 5 neT nocne Toro, Kak Mbl BBenin «Megna Popym», BO3HUKNA Ha
dectuBane «CaHpeHc», yupeaun ceoto. OgHako nockonbKy BeHeunaH-
CKHWM KMHOdEeCTUBaNb MMeeT 3HaYnTENbHO BonbLuee BO3AeMCTBME BOOOLLE
Ha BCIO MUPOBYIO KyNBTYPHYIO cpegdy, TO 3To bbifo 3ameyeHo. A To, 4To
y Hac gaBHbIM-gaBHo cylecTsyeT «Megna Popym», 6bino 3ame-

4yeHo B 3Ha4MTenbLHO Honee y3koM Kpyry. Ha camom pene, 310 mbl

6bINTM NepPBOOTKPbLIBATENAMM, HY, MOKET ObITb, HE CamMbIMK MePBbIMU

B UCTOpUU. MO¥HO BCMOMHUTL KOHMpecc aKcnepMMeHTanbHOro KMHO

B 1929 rogy, raoe ydacTsoBan OU3eHWTENH, a Takke GpaHLy3CKUM
KWMHoaBaHrapg 20-x rofos, a ele To, YTO Y MEHA OMUCaHOo B LIMKNe
nepepay «OT KMHOABaHrapAa K BUAE0apTy», rae NpeacTaBieHo pas-
BUTUE aBaHrapAMCTCKUX GOPM, KOTOPOE B COBPEMEHHOM MUPE CKOH-
LLeHTPMPOBaSIOCb B BUAE0APTE, a paHbLUe BblfIo AOCTOAHUEM KUHOABAH-
rapfa v aMmepuKaHCKOro NoanonbHOro KMHo. HakoHew, Hy®HO BCMOMHUTL
M TEOPUIO Pa3BEPHYTOrO KMHO, KOTOPAA JIEHMT Y MCTOKOB COOPHMKA, TEKCT
AnA KoToporo Mbl ceryac co3paem. OHa 6bia BolasuHyTa dunHOM AH-
6nagom B 1970 ropy, Korga nogu NOHUMaM, YTO TEPPUTOPHUA KUHEMa-
Torpada 3HaYUTENBHO LWKPE, YeM TEPPUTOPUSA UTPOBOIO KUHO, paccKa-
3bIBAOLLEr0 UCTOPUM ANUTENBLHOCTLIO B NONTOpa Yaca. B cBoro oyepeab,
OT UCTOPUU OJIUTENBHOCTLIO B NMONTOPA Yaca Mbl NEPELLN K UCTOPUH,
OJIUTENBHOCTBIO MHOMO-MHOMO-MHOMO YaCOB, TENIEBU3UOHHbIX CEPUASIOB,

S
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Onbra LLUnwkKo

PacLumpeHHoe ncKyccrso.
Yactb 2

BeicTaBka «PaclumMpeHHoe KMHO» HOCKT He PeTPOCMNEKTUBHBIM XapaK-
Tep, a NbITaeTCA NPOaHaIM3nPOBaTb TEKYLLYIO CUTyaLMIO B UCKYCCTBE
ABUKYLLMXCA 06pasoB. Bce paboTel, npeacTaBneHHbIe B 3TOM NPOEKTe,
6blIM CO3aaHbl B NMOCIeAHWE HECKOIBbKO NET, HEKOTOpble — CneLManbHO
ANA 9TOW BbICTaBKW. Mbl CTapanncb akLEeHTMPOBaTb BHUMaHWe 3pUTena
Ha BU3YasbHLIX 0COBEHHOCTAX BUAEOUCKYCCTBA (KOMMOSULMOHHOM CTPYK-
Type, pUTMe, TEKCTypax, MacluTabax), a TaKme Ha KOHLENTYaNbHbIX acneK-
Tax A3blka. 24 npoeKTa aBTOpPOB M3 12 cTpaH paccMaTpUBatoT pasfivyHble
acneKTbl B3aMMHOr0 nepeTexkaHua naen u obpasos.

3aMeHUM N1 CMbICHbI BELW MW BELLM CMbICSbI?

Putopuka unu MNoasuna — 4to Hac waeT 3asTpa’?

MpocTpaHcTBa namaTH / CUMBONMYECKHUe NyTeLlecTBUA

(EpmonaeBckui, 1-1 aTam)
= ®uoHa TaH (Huaepnanabl/UHpoHesma) — «[ogbem 1 nageHue»
= KepeH Cuttep (Ffepmanna/Uspannb) — «YeTbipe cesoHa»
= Oyr AiTtkeH (CLUA) — «[dom»
= Ipynna «Cunuin cyn» (Poccua) — «MeTenb»
= Jlecnu TopHToH (CLUA) — «BuHOKNL>
(Fapam)
= Ansek OynuaH (BenukobputaHua) — «depex»

MHorocnowHble ¢unbMbl y PrUoHbI TaH MccneaytoT CTPYKTypy
NamATH, BblAENAA M3 Hee 06pasbl MMyO6OKO NMMYHOCTHbLIE KU MOSTUYHbIE.
Mpowno 20 neT ¢ MOMeHTa CO3AaHNUA XYAOKHMLLEN BUAEOMNOS-
3um «YKpafeHHble croBa», NpeacTaBreHHoM Ha camoMm nepeom «Megua
dopyme». [Noxokan Ha CTUXOTBOPEHME, IMYHBIMA MOHOJION, KOTOPLIN aBTOP
NpoTUBOMNOCTaBNAeT 6e3pas3nnymio U LUHU3MY peropTarken Maccme-
Auva, paborta «YKpageHHble CoBa» UCMONb3yeT GpparMeHTbl TeNeCbeMOK
KaK apXxvB KOMEKTUBHOIO HeCCOo3HaTENBHOMO M COCTOAT U3 close-ups pas-
HbIx itoAen. ABTOp co3paeT CBOK KapToTeKy 0O6pa3oB, B KOTOPOW HET
MecTa 6e3pasnuumio K *xunaHu. OHa paboTaeT ¢ TeMOM NamATH, OTKPbIBas
W 3aKpbiBan 3aCTaBNAET ALLMKU STOM KAPTOTEKM.

«[lomecTUTb B HageXHOe MecTo Bce 06pa3bl A3blKa U NOJIb30BATbCA UMM,
M60 OHU HaxopATCA B nycTbiHe, rAe UX HYXKHO UCKaTb»

(umnrara Hara HeHe 13 punbma «Hawu yenoseuectsar Han-fioka Mogapa)

B paborte, npencrasneHHoi Ha HeiHelHeM «<Meana Popyme», — aByx-
KaHanbHOM nHcTannAuMK «Moabem n naaeHne» OronHa Tan (Huoepnanab/
MHa0oHe31A) paccKasbiBaeT UCTOPUIO MOMMUIION MEHLLMHBI: HA OAHOM
9KpaHe OHa cama W ee BOCMOMMWHAHWA, Ha APYroM — KaJpbl €e LOHOCTU.

Olga Shishko

Expanded Art.
Part 2

The Expanded Cinema exhibition is not retro-
spective in character, it attempts to analyze current
situation in the moving images art. All works present-
ed in this project were created in the last few years,
and some of them especially for this exhibition. We
tried to draw the viewer's attention to visual proper-
ties of video art (composition, rhythm, textures and
scale) and to conceptual aspects of the language.
24 projects by authors from 12 countries explore vari-
ous aspects of mutual overflow of ideas and images.

Have meanings replaced things, or things re-
placed meanings?

Rhetoric or poetry — what awaits us tomorrow?

Spaces of Memory/Symbolic Journeys

(Ground floor — Yermolaevsky)
= Fiona Tan (Netherlands/Indonesia) — Rise and Fall
= Keren Cytter (Germany/Israel) — Four Seasons
= Doug Aitken (USA) — House
= Bluesoup group (Russia) — Blizzard
= Leslie Thornton (USA) — Binocular
(Garage)
= lIsaac Julien (UK) — Derek

The multilayered films by Fiona Tan explore
the structure of memory, singling out images deeply
private and poetical.

Twenty years have passed since the artist created “Stolen
Words” — a work of video poetry, presented at the first
Media Forum. Poetry-like, this private monologue that

the author set against the mass media indifference and
cynicism, the “Stolen Words” uses fragments of TV foot-
age as an archive of collective unconsciousness, consist-
ing of close-ups of various people.

The author creates her own card index of images
in which there's no place for indifference to life. She
works the subject of memory, closing and opening
the cabinets of this index.

“Place into a safe place all images of the language and
use them, as they are in a desert where one needs
to search for them”.

Phrase by Jean Genet in Jean-Luc Godard's “Nos Humanités”

In a two-channel “Rise and Fall” installation
Fiona Tan (Netherlands/Indonesia) tells a story



of an old woman: on one screen we see her and her
memories, on the other stills of her youth. In every
movement we live through rises and falls, in every
meeting we come closer and part. The narrative
loops between past and present, alternating with
metaphorical images of flowing water. The image

of water plays the role of a memory metaphor in this
work — the passage of time and the flowing of a river
merging in a single rhythm.

The artist creates her video painting with bold
brush strokes, uniting and opposing images iopn two
vertical screens, She achieves this by using the drifts
effect, a technology in which video frame is free form
the screen borders (by means of changing the tempo-
ral pulse of the video signal) and has an opportunity
to flow now vertically, now horizontally.

The screens vertical format reminds us
of an open book with video text scrolling instead
of words.

All words are stolen,
in silence and quiet there is worth.
(Fiona Tan)

Fiona Tan works with memory, she think that
being saved today on digital media, our memory
is kept in digital archives getting more and more es-
tranged (the digital and the real oppose each other
just as the inner and the outer).

The tenuous relationship between sight, memory
and knowledge, the unreliability of visual memories,
is something | have been concentrating on in recent
works. | am still exploring these ideas in this new
work, as | continue to experiment and develop a filmic
language that could perhaps be described as simulta-
neously constructing and deconstructing — employing
the tricks of the trade and at the same time exposing
them, laying them bare. | am interested in the juxtaposi-
tion of word and image, in conflicting and contradictory
relationships between the two and between fact and
fiction, in the displacement of text and image.
I do not think that documentary, archival footage is ‘true
life’. It is, as any image is, a ‘take’ on life, a subjective
view, a limited and manipulating viewpoint. Neverthe-
less, like any viewer, | make snap judgments as to
the truth of a film or a photograph, as to how realistic
a representation we sense it to be. | am all for the stim-
ulation of creative archival techniques — | mean this also
in a poetic way. For fresh approaches to where and how
we file away the images in our memory, in our mind,
in our view of the world.
Other Facets of the Same Globe: A conversation between Fiona
Tan and Saskia Bos. Text from Fiona Tan — Disorient. Catalogue
Publication. Dutch Pavilion, Venice Biennale.

The work of Doug Aitken (USA) speaks
of isolation within society, of loneliness and death.
The author draws the viewer'’s attention in many
of his works to the passage of time which is differ-
ent from the ordinary. In the exhibited work, “House”
we see the artist’s parents sitting opposite each
other, gaze locked. They don't notice that the house
in which they are sitting is destroyed.

The frame, the structure, the absence of action
and its replacement with the physical feeling of some-
thing really happening. The terrible is what we really
don't see, while we understand it is going on. We be-
come witnesses of the silent dialogue of two elderly
people and the void in the final scenes.

B KaXa0M OBUMKEHMM Mbl NEPEKMBAEM B3NEThl U NaflEHNUA, B KaXkA0M
BCTpeYe Mbl conuKaemca v otaansemca. [losecTBoBaHWe nNeTnAeT memay
NPOLLALIM U HACTOALLMM, NepemMeKasch MeTapopruiecKrMM obpasamu ABU-
wywerca Bogbl. O6pas Bogb! BLICTYNaeT B paboTe MeTadpopor namaATh —
TeYeHWe BPEMEHU U TeHEHUE NOTOKA PEKU CNIMBAIOTCA B €AMHOM PUTME.

XyoomHuLa co3naeT BUOEOKAaPTUHY KPYMHBIMW Ma3Kamu, coeam-
HAA W NPOTMBOMOCTaBNAA 06pa3bl Ha ABYX BEPTMKaNbHbIX aKpaHax. OHa
LOCTUraeT 9Toro NyTeM MCMONb3oBaHWa adderTa nepetexanua (drifts),
TEXHOSIOMMK, B KOTOPOW BUAEOKaAP CBOGOAEH OT rpaHumL, aKpaHa (3a cyet
M3MEHEHWs BPEMEHHOM My/bCalMK BUOAEOCUrHana) U MMeeT BOSMOKHOCTb
NAbITb TO BEPTUKANBHO, TO FOPU30OHTAIbHO.

BepTtukanbHbif popmMaTt akpaHOB HaNnoMUHAET HaMm Pa3BEPHYTYHO
KHWUry c npoberaroLwmmMm BUOEOTEKCTaMW BMECTO CJIOB.

«Bce cnosa — yKpaaeHbl,
B TULUMHE U 6e3MONBUH — LUEeHHOCTb».
(duora Tan)

®PuroHa TaH 3aHWMMaETCA NamMATBIO, OHA JyMaeT O TOM, YTO COXPaHAACH
CErogHA Ha 9NMEeKTPOHHbIX HOCUTENAX Halla NaMATb OCTAETCA B ANEKTPOH-
HbIX apx1Bax, CTaHOBACh BCce 6onee oTcTpaHeHHoM (UMdpoBoe U peankHoe,
TaK ¥E KaK U BHYTPEHHE W BHELUHee NPOTUBOCTOAT ApYyr Apyry).

HenpoyHble cBA3K Memay 3peHreM, NaMATBIO U 3HAHWMEM, HeHaOem-
HOCTb 3pUTE/IbHOW NMaMATKU — 3TO Te TEMbI, HA KOTOPbIX A COCPEAOTOUN-
nacb B MOWX HepaBHMX paboTtax. A npogonkar nccnenoBaHWe 3TUX KOH-
Lenumi B 3TOM CBOEW HOBOM paboTe, MPOAOIKaD SKCNEePUMEHTUPOBATL
W NbITaTbCA CO34aTb TAKOM KMHO-A3bIK, KOTOPbLIM MOXHO 6blfo 6bl ONKUcaTb
KaK OOHOBPEMEHHO KOHCTPYMUPYHOLLMIA U AEKOHCTPYUPYIOLLMK — OH NONb-
3yeTcA NPopeCCHOoHabHBIMKU XUTPOCTAMU U OAHOBPEMEHHO WX BbIABMAET,
obHaxaeT. MHe MHTepeCHO NPOTUBOMNOCTaB/IEHME CNOBa U U306parKeHUs,
OTHOLLUEHMA KOHIMKTA U MPOTUBOPEUUA MEHKAY HAMWU U MEKAY PpaKTOM
W BbIMbIC/IOM, CMELLEHWE TEKCTA W M300paKEHUA.

«fl He aymalo, YTO AOKYMEHTabHbIW, apXUBHbIM MaTepuan U ecTb «HacToA-
wan X1U3Hb». ITO, KaK U Noboe gpyroe UsobpareHue, <Kagp» HU3HH, CyOb-
€KTUBHbIW B3rNAA, orpaHUYeHHas U MaHUNyNUpyloLasa 3puTenemM To4Ka
3peHUA. HecmoTpsa Ha 3To, KaK U Nto6or apyron 3apuTenb, A TaKke genato
nocneLlHble Cy}AeHUA OTHOCUTENbHO «NpPaBaUBOCTU» dUNbMa UK GOTO-
rpadum, OTHOCUTENbHO TOrO0, HACKONIbKO OHU PeanUCTUYHbI B MOEM OLLY-
WeHWU. A NONHOCTLIO «3a» NOOLPEHUE KpeaTUBHbIX apXUBHbIX TEXHUK —
B TOM YMUCIie U B NO3TUHECKOM cMbicne. fl «3a» CBEHUK NOAXOA K TOMY, rae
M KaK Mbl COXpaHAeM U306parkeHUa B Hallern NamMmATH, Hallern aylle, Halem
B3rnAge Ha MUp».
«[lpyrue rpaHuv Toro e rnobyca: 6ecega PuoHsl TaH ¢ Cackuen Boc».
Lintnpyetca no katanory ®uoHsl TaH «[Je3opueHT». MasunboH onnanamn. BeHeunaHckan

6uerHane. Msnatens: Kehrer, leiigens6epr. 2009.

B ¢unbme Oyra AntkeHa (CLUA) — peusb naet 06 nsonaumu
B COLMYyME, OAMHOYECTBE, CMepTH. ABTOP BO MHOMMX paboTax obpa-
WaeT BHUMaHWe 3pUTENA Ha X0, BPEMEHM, OT/IMYAIOLLMICA OT 06bl-
LeHHoro.B aKcnoHupyeMoit pabote «[lom» Mbl BUAUM poauTe-
nel XYLOKHMUKA, CUOALLMX HANPOTUB M MPUCTANLHO CMOTPALLMX APYT Ha
npyra. OHu He 3aMevaloT, KaKk [OM, F4e OHW HaXOAATCA, Pa3pyLuaeTCA.
Kagp, cTpyKTypa, OTCyTCTBME AEMCTBUA U 3aMeHa ero pU3MYECKUM OLLLy-
LeHWeM TOro, YTO AeNCTBUTENbHO NporcxoauT. CTpallHO TO, Y4Ero Mbl
HE BMAMM, HO MOHMMaEM, 4TO OHO NPOMUCXOAUT. Mbl CTAHOBUMCH CBUAE-
TENAMWU HEMOIO AMarnora AByxX NOMMUILIX 04SN W MyCTOTH — B 3aBepLIato-
LMX Kaapax.

88 - 99



«Bo MHOrom npouecc Moeil paboTbl — 3TO NOCTOAHHbIN SKCNEPUMEHT —

HacCKOJIbKO A MOI'y OTKpbITb ceb1 elue 6onee o6wMpHoOM cdepe onbiTa

1 MHdopmauunu. MHoraa A MMBY MU3HbIO KOYEBHHUKA, OPOKY OT NpoeKTa

K NPOEKTYy, OT OAHOro ropoga K Apyromy. Mue KameTcA, 4YTO A ABUIraloChb

B NPOCTpaHCTBEe U pearnpyro Ha HOBble BneYyaTnieHUA coBcem ApPYyrum 06pa-

30M, 4YeM 4eJsioBeK, NOCTOAHHO npe6b|Ba|ou.|,m7| B OAHOM U TOM e mMmecTe.

MOMeHTbI, KOTOpbie B O6bIYHON HHU3HH NPOCTO NPOHOCATCA MHUMO, OCTaB-

NAKT BO MHe rny60Koe Bne4vyaTneHue. BpeMH anAa Teb6A pactarunBaeTcA

NN CyHaeTCA, CTaHOBHULLBbCA O4Y€eHb YYBCTBUTEJ/IEH K TAKUM BellaM, KOTO-

PbiX paHbLLUe MOXKeT 6bITb U He 3ameTun 6bl. Mo Mepe TOoro, Kaxk A HaxoXxycCb

B NOCTOAHHOM OBUHEHHUHU, MEHA BCe 6onee npuBneraroT NpoMeHyTO4YHbIe

MecCTa, MeCcTa, KOTopblie He ABNAIOTCA KOHEYHOM Lenblo nyrewecTtBuUA, KOTO-

pble KaK 6bl npe6b|Bar0T B 33638HMM, OoTBepHeHHble, He3aMe4YeHHble».
(Teicaya cnoe: [yr AitkeH. MexayHapoaHbin apT-¢opym, 1 mas 2000)

[MyTewecTBre B cOBCTBEHHbIE OMMAAHMA W CTPAxM — B BUOEOUHCTAN-
naumm rpynnsl «CuHui cyn» (Poccusa) «MeTenb». ABTOpbI CO34at0T OLLy-
LeHNe MOCTOAHHOIO OMWAAHWA TOro, YTO YTO-TO MPON3OMAET, 3TO OMM-
AaHve npecneayeT Hac B peanbHOM #n3HW. PaboTta npeacraenAeT cobom
MUCTHYECKMIM 3UMHMIN NEN3aK C TEMHbIM IECOM, XOIMaMMU U CyMpayHbIM
HeboM, Kyna-To 6eryT noau, NoaroHAeMble CHexHbIM BuxpeM. OHKW BO3-
HWMKAIOT B NYCTOM NPOCTPAHCTBE, rae HEeT AepeBbeB (6biTb MOXET, 3TO
3amMepLuas peKa, CKpbITas TYMaHoM) v BbICTPO nepe6eratoT Ha Apyryto
CTOpPOHY, TyAa, rae nec. KonnyecTso ntogen nocteneHHo Bo3pacraeTt —
[0 ONpeAeneHHoro MOMeHTa, KOraa, TaKkKe NocTeneHHo, OHO Havu-

HaeT ybbiBaTb. M HaKoHeL, Ha aKpaHe CHOBa — NWLLbL AepeBbA Aa BeTep.
MycToTa.

Pa6ota caenaHa B 3D-TexHonornun, Kax 1 60MbLWMHCTBO paboT
rpynnbl «CuHKUIA cyn». Yeunueas TeXHONOTMIO CO3AaHWUA 3IIEKTPOHHBbIX
06pa30B, OHWM Pa3MbIBAIOT FPaHMLY MEMAY «peasbHbIM» U «HepealbHbIM».

«Benbi aKpaH, TaKoK e 6enbli, Kak B KWHOTeaTpe, CIOBHO NeneHa AOoKAA,
CINIOBHO XJ10MbA CMOra, CMbiBaeTCA aBTOMO6MNbHbIMU ABOPHUKamu. Bep-
Hee, KaK 6bl aBTOMOOUNbHbLIMKU ABOPHUKaMH, KaK 6bl NOTOMY, YTO Mbl UX
He BUgum. Mbl BUAUM, KaK 6enbli LBET YaCTUYHO UcHe3aeT C NOBEPXHO-
CTH 3KpaHa, a B NpocBeTe BMeCTO NpuBbIYHOW AnA «CuHero cyna» «uBeT-
HOM annivKauuu» NoABMAIOTCA UBble NIOAU — ABOE B KOTeNKax U nna-
wax, CKy4yatowme AKeHTNbMeHbl U3 KNaCCUYECKUX LUMUOHCKUX GUNbMOB.
Korpa AeHTNbMeHOB BHOBb CKpbIBAeT TyMaH KUHO3KpaHa, naMATb Npo-
WUrpbiBaeT KUHeMaTorpadU4yecKue CUTyaLuMH, B KOTOPbIX MOTyT OKa3aTbCcA
«J1I0QM B KOTEeNKax», MoKa Mbl UX He BUAUM. o 3aKoHam KMHOMOopdonoruu
B }aHpe «3KLH» 3pUTeNbCKoe Boo6pameHUe pBETCA HaBCTpeYy peLlrTeNb-
HbIM CYLLLECTBUTENbHbLIM B CBA3KE C 6bICTPOAEMCTBYIOLUMH CKa3yeMbIMH.
Ho cHoBa v cHoBa cmbiBaeTcA 6enblii KBagpaT 3KpaHa, a ABOE LUMUOHOB
CHOBa U CHOBa NoArNAAbIBalOT 3a 3pUTENAMU — HEBO3MYTHUMbIE, CTOKOMHbIE,
HUKyZa He crnellaliue, HenoasBukHble. «<HMHa He 6ypeT!» Jlioau, KoTenkw,
nnaLLM, LWNUOHbI TOXKE MOryT 6biTb BCEro NULLb LBETOM U GOpMOK Ha 6enom
xoncte «CuHero cyna».

(<AHTONOrMA POCCHMCKOTO BUAEOapTa», cTatba MunyHsl MycuHor «Ha cThike KiMHO W BUaeoapTa. YTo-

nvA MeaneHHoro Buaeo», ctp. 138, Mocksa, MAJT, 2000)

Necnu TopHToH (CLUA) npeacTasnaeT CBOK HOBYH pabory
«Burorne». [1Ba Kpyra — aKkpaHa BCTynatoT B AWanor Mexay cobom.
BuixsaueHHan getanb Mu3HW (CHATLIE KPYMHLIM MIAHOM POSIUKK O Yep-
HOM nonyrae, 3e6pax, MMTOHe, OpaHryTaHre, rnasax raboHCKOM raftoKku
¥ MypaBbMHOM COOBLLECTBE), ECTECTBEHHOM HM3HM, HA NIEBOM SKpaHe,
CTaHOBMWTCA HepeasibHOM W NpeBpaLLaeTCA B aBCTPaKTHbIM BIMK —
Kanena0CKOMNMUYECKUI y30p Ha NpaBoM aKpaHe. [poncxoauT Bbina-
[EeHWe 13 OOQHOM peaslbHOCTU U NepemMeLleHre B apyryto. ABTop pac-
wennseT Mvp o6pasoBs, CHavana NpeaenbHO WX AeTanu3npys, a 3aTem

In many ways the process of my work is an ongoing
experiment to see how | can open myself to a larger field
of experience and information. At times | live nomadically,
wandering, going from project to project and city to city.
| find myself moving through space and responding
to experiences in a way that's very different from the way
you do if you stay in one place. A moment that might
ordinarily just flash by now makes a deep impression
on you. Your sense of time expands or contracts, and
you become extremely sensitized to things you might
not have noticed before. As | found myself in constant
motion, | became increasingly attracted to in-between
places, places that were not destinations, places that
were somehow in limbo or were outcast and passed by
(A THOUSAND WORDS: Doug Aitken. Artforum International,
May 1, 2000)

A journey into your own expectations and fears
in the “Blizzard” video installation by the Bluesoup
group (Russia). The authors create a feeling of
a constant wait for something to happen, this expec-
tation haunts us in real life. The work is a mystical
winter landscape with a dark forest, hills and gloomy
skies; people are running somewhere driven by
a snow storm. They emerge in the empty space where
there are no trees (maybe a frozen river enveloped
in fog) and quickly run across to the other side where
the forest is. The number of people gradually grows
until a certain moment when also gradually it starts
to decrease. And then again there are only trees and
the wind on a screen. The void.

The work is made in 3D technology as most
of Bluesoup works. Increasing the technology of dig-
ital images creation they erase the border between
the “real” and “unreal”.

A white screen as white as a cinema screen is like
a murk of rain, flakes of a smog washed by windscreen
wipers. Or, more precisely, as if by windscreen wip-
ers, because we don't actually see them. We see how
the white colour partially disappears form the screen
surface and in the resulting gap instead of the Blue-
soup customary “coloured applique” living people
appear — a duo in bowlers and coats, a couple of bored
gentlemen from classic spy films. When the gentlemen
are once again hidden by the cinescreen fog, memory
plays out cinematic situations in which those men
in bowlers might appear while we don’t see them. Ac-
cording to the cinematic morphology laws of the “ac-
tion” genre the viewer’s imagination is eager to meet
decisive nouns linked with fast-acting verbs. But yet
again the white square of the screen is washed off,
and the two spies watch the audience furtively —calm,
inscrutable, in no hurry, immobile. “There’ll be no film!”
People, bowlers, coats, spies can also be just colour and
form on a Bluesoup white canvas.

(“An Anthology of Russian Video Art". Milena Musina’s article

“At the juncture of cinema and video art. A utopia of slow video”.

Moscow, MAL, 2000).

Leslie Thornton (USA) presents her new work
“Binocular”. Two circular screens enter a dialogue.
A snapped up detail of life (brief, mostly close-up
views of a black parrot, some zebras, a python,
an orangutan, the eye of a Gabon viper and a swarm
of ants), natural life on the left screen becomes sur-
real and turns into an abstract flare of the kaleido-
scopic pattern on the right screen.

What happens is a drop-out from one reality and
a transfer to another one. The author splits the world



of images by first rendering them in great detail and
then transforming colours, shadows, specks and
forms as it was done by the beginning of the XXth
century painters.

“Even a most insignificant change resonated visually
in the abstract pattern. It is sort of a gimmick and sort
of not. The transformation, while purely technical, creates
the illusion of seeing through to some underlying layer
of natural beauty and order. Nature is devoid of ugliness,
these works seem to say. As if to prove the point, the fi-
nal work here is a film of a dead baby bird whose head
is teeming with maggots, presented on its own, straight
up, without the benefit of the digital prism”

(Roberta Smith, NY Times, January 27, 2011)

Isaac Julien (UK) has initially become famous
as a filmmaker. After his films of the late 1980s — early
1990s Julien has included multiscreen video installa-
tions into his practice, thus opening new composition
possibilities for the gallery context. The title of one
of his exhibitions, “The Film Art of Isaac Julien” mani-
fests another facet of video art, close to the videoc-
inema term, most frequently found recently while map-
ping the territory of hybrid video art and cinematic art.
In Moscow Julien will present the central part of his
“Derek” project in live and work of Derek Jarman
the well-known filmmaker. Julien decided to show his
character in the contact of visual art, making the view-
er analyze it through art forms.

“... there’s a nice crossover between the art world and
cinema with this project. And, you know, | think there are
still so many misunderstandings between the art and
film worlds because of the different languages they use.
But with the rise of digital everything, they’re becoming
more closely linked because they’re both being invaded
by new economies”.

(Issac Julien, ArtForum. Crossover Appeal, 01.24.08)

“Derek” is composed of a day-long interview
of its protagonist with the author, scenes from Jar-
man’s films and voice over by Tilda Swinton read-
ing “A letter to an angel”. Jarman'’s favorite actress
and friend read her letter to him which was written
in 2002, eight years after his death.

Keren Cytter (Israel/Germany) follows an un-
realistic poetic manner, in her films the central place
is given to the use of an inconsequential narrative.
She works with our perceptions of fact and fiction,
employs non-professional actors and frequently uses
a hand-held video camera.

In her “Four Seasons” video various cinematic
styles cross, quotations from famous films are laid
in layers: late Hitchcock, Hollywood glamour, 80's
kitsch, echoes of Tennessee Williams' “A Streetcar
Named Desire”.

The “Four Seasons” film is an anthem of every-
thing false, supplying the viewer with visual clichés
and dead-pan actor’s action. The artist presents
social reality through a narrative, consciously work-
ing with a primitive filming and editing technique.
Her “dilettante” video diaries remind us of the 1970s
video experiments.

Together they make up a witty and complicat-
edly structures narrative on the verge of performance,
cinema and theatre. The result is moving, not cynical.

TpaHchOpMHUPYA LBeTa, TeHH, BNIMKK, GOPMBbI — KaKk 3TO Aenanu H1Bo-
nuvcupbl Hayana XX Beka.

«CaMmoe He3HauyuTenbHoe U3MeHeHUue pe3oHupyeT BU3yalbHO B asCTpaKT'
HOM y30pe. 39710 uTO-TO BpoAde TpioKa — U B TO e BpeMA He COBCEeM TPIOK.
TpchdJopmau,MH, OCTaBaACb YUCTO TeXHM"IeCKOﬁ, co3paeT Unnr3uio Toro,
YTO Bbl BUOUTE HAaCKBO3b KaKON-TO 6a30BbIi YPOBEHb NPUPOAHON Kpa-
coTbl U nopagka. Npupoaa nuweHa ypoacTBa — Kak 6yaTo roBOPUT 3Ta
pa60Ta. CnosHo AnA TOoro, 4yTOb6bI AOKa3aTb 3TOT Te3uC, B nocnegHem
POJIUKEe CHAT MepTBblﬁ nTeHeL, ronoBy KOTOporo NnOXMUparoT JIMYMUHKH,
obpas npeacTaBieHHbIM cam no cebe, KPyNHbIM NnaHom, 6e3 3agencTeo-
BaHUA ULUIPOBOH NPU3MbI»

(Po6epra Cmur, <<Hb}O-P|OpH Tanme», 27 ansapa 2011,

Aizek OxynuaH (BennKo6pUTaHHUA) U3BECTEH B NepByto oYepeab
Kak peruccep. Nocne dunbmos KoHua 1980-x — Havana 1990-x ropos.
[xynuaH BKIOYMI B CBOLO NMPAKTUKY MCMOMb30BaHNE MYNBTUIKPaHHbIX
BMOEOMHCTAINALMM M TaKUM 0BPa30M OTKPbIN B rafieperMHOM KOHTEKCTE
HOBbIE KOMMO3WLIMOHHbIE BO3MOKHOCTH. HasBaHWe ogHOM 13 CBOMX BbICTa-
BoK «The Film Art Afigexa [ynvaHa» roBopuT 0 Apyrov rpaHn BUAEOUC-
KyCCTBa, CPOAHW TEPMUHY «BUAEOKMHEMaTOrpadum» — TepMUHY Hanbonee
4acTo BCTpeYaeMoMy B MocriegHee BpeMA Npu 04epUnBaHMA 30Hbl rMbpuraa
BMOEOMCKyCCTBa M KMHoMcKyccTea. B Mockee [xynuaH npeactasut ny6-
NMKE LLeHTPaJIbHYHO YacTb CBOEro NpoekTa «[lepek», NOCBALLEHHOO MM3HK
M TBOpYECTBY M3BeCTHOro pexunccepa depeka OxapmeHa. CBoero nepco-
Haxka [xynuaH pelunn noKasaTb B KOHTEKCTE M306pa3nTeNbHOrO UCKYC-
CTBa, 3aCTaBM1B 3PUTENA aHAIM3UPOBATb €ro C TOYKK 3peHnA apT-hopmM.

«...9TOT NPOEKT — 3amMme4vyaTesibHOe nepece4yeHHne XygoHxecTBeHHOro mmpa
M KHUHo. U, Bbl 3HaeTe, A AymMalo, YTO TaKoe KoJiIM4yecTBO Heaopa3yme-

HUW MEHAY UCKYCCTBOM U HHHeMaTOFpad}OM NMPOUCXOAUT OTTOrO, YTO OHHU
MCMNONb3YIOT pa3Hblk A3bIK. Hoc pacuBeTom Bcero LlMd)pOBOFO, OHHU CTaHO-
BATCA 6nUHKe, CBA3aHHble 06LLEeH BOBIIEYEHHOCTbIO B HOBYIO 9KOHOMMHHKY».

(Aizer Oiynuan. Aptdopym. MpreneratensHocTs nepeceyenmin. 01.24.2008)

«[lepeK» cocTaBneH U3 MHTEPBLIO, KOTOPOE MMaBHbIM repon AaBan
aBTOpy dubMa B TEHEHWE BCEro AHA, pparMeHTOB ero paboT v 3aKas-
poBoro TekcTa «[lncbmo aHreny» — ero umtaet Tunbaa CyMHCOH, Nobu-
mMaA akTpuca v nogpyra xapmeHa, Hanncaswas «nucemo» B 2002 roay,
Yyepes BOCEMb NET NOCNe CMEPTHU pexnccepa.

KepeH CutTep (U3paunb/FepmaHusa) crieqyeT He-peanmcTuye-
CKOM MO3TUYECKOM MaHepe, B ee dunbMax MCnosib3oBaHWe Henocneaosa-
TENbHOro NOBECTBOBaHWA 3aHUMAET LieHTpanbHoe mecto. OHa pabotaeTt
C NpeacTaBneHUAMKN O peaslbHOCTU W BblOYMKeE, NPUBMEKaa Henpo-
dbeccroHanbHbIX aKTEPOB M 4aCTO MCMOMNb3YA PYYHYIO BUOEOKaMeEpY.

B Bupeopabote «HeTbipe ce3oHa» nepeceKatoTCa pasfimyHble
KUHeMmaTorpaduryecKkne CTUMNK, HACNanBatOTCA LMTaTbl U3 U3BECTHbIX
KWMHOPabOoT: NO3AHMM XMUYKOK, rONNMBYACKaA POCKOLWb, KUTY 80-X,
oT3BykM «TpamBana-MenaHne» TeHeccn Yunbeamca.

Punbm «YHeToipe ce3oHa» BocnesaeT Bce danblInBOE, Npes-
naraeT 3pUTENtO BU3yalibHblE KNULLE U AEePEBAHHYIO UrPYy aKTepoB.
XyoomHu1La npeacTaBnaeT CounanbHY0 peanbHOCTb Yepes NOBECTBOBA-
HWe, 0CO3HaHHO paboTad C NPUMUTUBHOM TEXHUKOM CHEMKKW WU MOHTaKa.
Ee «nobutensckue» BUOEOOHEBHUKM HAaNMOMMWHAIOT HaM O BUOEO3KCMe-
pvmeHTax 1970-x.

BmecTe oHM cocTaBnAT OCTPOYMHOE M CNOMHOE NO CTPYKTYpe
NoBeCcTBOBaHWE Ha CTbIKe NeppopmMaHca, Teatpa M KnHo. N ato nonyya-
eTCA TporaTesibHO, a He LMHUYHO.
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«B ee paboTe noa4YepKUBaAIOTCA TONLKO OTAENbHbIE MOMEHTbI YyBCTBA.
Kak myxurHa us «4eTblpex ceaoHoB» 06bAcHAeT Ctenne: «A niobun Teba
Toraa u A nobnio Teba cenyac». Ctenna oTBeyvaeT: «...Tbl TONIKHYN MEHS.
fl cunbHoO yaapunachk ronosow o6 non, Yyepen TpecHyn. [...] Tl cnoman mHe
cnuHy. KoneHu. Tbl pa36un moe cepaue». O4eBUAHO, YTO B TOT MOMEHT
OH He no6un Ctenny. CUTTEp HAPOYMUTO AEMOHCTPUPYET KOHPNUKT CTH-
el — CHATbIN B AOMAaLUHUX YCNOBUAX XUUYKOK, FONNIMBYACKWUIA rnamyp HU3-
Koro KadyectBa, Camioenb BeKkKkeT B cTUNEe MbIIbHOW Onepbl, MArKoe NOPHO
N GEMHUHU3M — OHa MaHUNYNUPYET CIIOKUBLLMMUCA B KyNbType NpUemMamm,
a pe3ynkTaT MeHAeTcA OT 6aHaNbHOro K yTOHYEHHOMY, OT HENTOBKO-KOMUHYe-
CKOro A0 ByNbrapHo-cloppeanucTHU4eCKoro».

(Katn Ho6n 8 mypHane «Ppua», N2 123, mart 2009.)

OBuxywmica obpas / NoaTuKa A3biKa U NPOCTPaHCTBA

(Epmonaesckui, 2-# aTam)
* Tapu Xunn (CLUA) — «3BOHWT Nk KOMOKON B NYCTLIHHOM He6e ?»,
«CKBO3Has netna»
= HOpui KaneHnaapes, Esrenuit KOpuT (Poccusa) — «Silent Horizon»
= AuHpu Cana (An6anua/®PpaHuma) — «OTeeTs MHE»
= KOpwmin Anbb6epT (Poccua) — «<KapTtuHa»
= TOTAPT (Poccusa) — «HeTbipe KONOHHbI 6ANTENBHOCTH>
* WUnba Nepmakos (Poccus) — «Mepesoabl»

Bupeoapt Bcnep 3a KoHueNTyasbHbIM MCKYCCTBOM KoHUa 1960-x
3aTArMBaeT C/0BO BHYTPb CBOEro NPOCTPaHCTBa, CroBo/ TEKCT/ A3bIK
obpeTatoT BHYTPM BUOEONPON3BEAEHNI MHYIO HarpyaKy. Buaeounckyc-
CTBO, CTPEMUTCA CTaTb HOBOM GOPMOM NOBECTBOBaHWA, M306peTan A3bIK,
OT/IMYHBIMA OT MUCbMEHHOrO.

«Y6UICTBO NUTEPaTYPHOM MaTPHLIbI CO3AaeT «roBopALLMi obpas» megram1c-
KyCcCTBa, roe Ha caMmomM aene nponucxoauT Ta He camMman «XUuMHua», Unu nyyiie
CHa3aTb, «anxXxumMmua», B HOTOpOﬁ co3aaeTcAa U CnoBo, U 05pa3>>.

(OsoH Xanxapar)

Fapn Xunn (CLUA) Ha npoTAKeHnM COpOoKaneTHUX SKCNepPUMEHTOB
C 1306pasuTeNibHbIM A3bIKOM 3NTEKTPOHHBIX TEXHOMOMMIM UCCNeayeT Npo-
LLleCChbl, CBA3bIBAKOLLME A3bIK C ABUHYLLMMUCA obpadamn. M3 Bcex knaccu-
KOB aMepPMKaHCKOro BUAEOUCKYCCTBA, OH, NoMXayH, Cambli MOITUYHBIN.
OTOT XyAOKHUK HE OCOBEHHO LIEHWT TEXHUYECKWE HOBLUECTBA, BO BCAKOM
cllyyqae, OH He JenaeT TeXHONOrMYHble paboTbl pafu CaMoM TEXHOMOMMK.
Bupaeoapt ona Hero — 310 cnocob Aymatb BCAyX.

«fl CKopee B «NpOCTPaHCTBax MeXAay», YemM B NOTOKe — YTO-TO Bpoje pe3o-
HUPYIOLWKX MembpaH, rae HanpsaxKeHue AoBeaeHo A0 npeaena. AToT nopor
He cBA3aH ¢ p1U3MYeCKUM cTpagaHuem, KaKk y bepaeHa nnu MapuHbl A6pa-
MOBHUY. Teno AnA MeHA — 3TO NPOBOAHUK MEHKAY UAeAMH, A3bIKOM U PU3U-
YEeCKUM MUPOM, HO MeXaHU3Mbl B3aUMOAENCTBUA MEKAY HUMU HapyLUeHbl
BTOP*EHUEM 3NEeKTPOHHbIX MeAua, KOTopble NO cCamMor CBOEeH NPUPOAE UAYT
HanepeKop TENeCHOCTH».

(Faput Xunn)

B cBoeM BocnpuAaTUM MUpa Yeped TEKCT XUIn oYeHb 6NIM30K
MOCKOBCKOMY KOHLenTyanuamy. MpoHus ero TpynoB yepnaeTcs U3 NoTeH-
LManbHOM Yyrpo3bl YHUUTOKEHMWSA A3bIKA HOBbIMU KOMIMBIOTEPHBIMU TEXHO-
NOTMUAMM, KOTOPbIE OH CaM e W UCMOMb3yeT, co34aBas CBOW paboThl.

Ha BbicTaBKe «PacliMpeHHoe KMHO» B ABYX BUAEONPOU3BELEHUSAX
«CKBO3HasA NetnA» U «3BOHMUT JIM KOMIOKON B MyCTLIHHOM HeGe» — nerex-
papHas M3abenb FOnnep. OBuxyWwMACA NOPTPET KUHOAKTPUCHI COCTOUT

Cytter’s work emphasizes only multiple fragmented mo-
ments of feeling. As the man in Four Seasons explains
to Stella, ‘l loved you then and | love you! Stella replies ‘...
you pushed me. Head hit the floor so hard and my skull
cracked wide open [...] You broke my back. My knees. My
heart! Clearly he wasn't in love with Stella at that point.
Cytter flouts her style clashes — home-movie Hitchcock,
lo-fi Hollywood glamour, soap-opera Samuel Beckett,
soft-core feminism — manipulating these cultural tools
with results that range from the banal to the sublime,
from the embarrassingly comic to the vulgarly surreal”
Kathy Noble in Frieze Magazine, Issue 123, May 2009

Moving Image/
Poetics of Language and Space

(Yermolaevsky, 1% floor)

= Gary Hill (USA) - Is a Bell Ringing in the Empty
Sky?, Loop Through

= Yuri Kalendarev, Evgeny Ufit (Russia) — The Si-
lent Horizon

= Anri Sala (Albania/Germany) — Answer me

= Yuri Albert (Russia) — /Imagines

= TOTART (Russia) — Four Columns of Vigilance

= llya Permyakov (Russia) — Translations

Following conceptual art of the late 1960s video
art draws in the word inside its space, inside video
works word/text/language gain another meaning.
Video art seeks to become a new narrative form,
inventing a language different from the written one.

“Murder of the literary matrix creates a media art “talking

image” where the same chemistry or better to say “al-

chemy” actually happens, creating both word and image”.
(John Hanhardt)

Gary Hill (USA) during forty-year long experi-
ments with the visual language of digital technology
explores the processes connecting language and
moving images. Among all classics of American
video art he is probably the most poetic. This artist
doesn't put great value upon technical innovations;
in any case, he doesn’'t make technological works
for the sake of technology itself. Video art for him is
a way of thinking out loud.

“I’m rather in the “in-between spaces” than part of
a stream — something like the resonating membranes
where the tension is extreme. This threshold is not
connected to physical suffering as with Chris Burden
or Marina Abramovic. The body for me is a conductor
between ideas, language and the material world, but
the machinery of interaction between them is violated by
in an invasion of digital media, which in their very nature
go against physicality”.

(Gary Hill)

Perceiving the world through text Hill is very
close to Moscow conceptualism, the irony of his
works is derived from the potential threat of de-
struction of the language coming from new compu-
ter technologies which he himself uses in creating
these works.

At the Expanded Cinema exhibition in two
video works: “Loop Through” and “Is a Bell Ringing
in the Empty Sky?" — the legendary Isabelle Huppert
appears. A moving portrait of the film actress consist
of two projections, each of them presenting Huppert



in various emotional states. Exasperated, exited, shy,
and playful or bored, she looks at an invisible point
between two cameras.

This creates a special unity of a viewer, Hup-
pert and in a sense her double. In his videos and
installations the author tries to define the process
of cognition. Hill's art changes traditional cinematic
sequence of frames order, changing it into a stream
of time and space.

The artist’s place in the context of an art work is a result
of complex cognition. A physical pose of an artist before
a canvas, a writer bend over a sheet of paper, a sculp-
tor contemplating his material reflects the question of
an artist’s position from the point of view of his work,
and also the spatial and temporal and ideological posi-
tions, when an artist’s work is viewed in a social contest.
Hill in his works constructs a multitude of metaphorical
strategies, by means of which he depicts body positions
within society. He achieves this by transforming video
into a technology that can be used as a means of ex-
pressing individual creativity.
(John Hanhardt “Between language and moving image”//
‘NewMedial ogia/NewMediaTopia”, ed. by Irina Alpatova,
compiled by Olga Shishko, design and idea by Aleksey Isaev.
Moscow, 1994).

The works of Yuri Albert (Russia) lay bare
the essential connection between language and
the process of image generation, explore the mate-
rial essence of writing.

Western theorists remark that Russian video
artists are intermediaries between the excessive
materialism of the Western art practice and the Rus-
sian characteristic conceptualism. “They introduce
intellectual traditions, a totalitarian accent, a visual
individuality of the XXth century and at the same time
continue the avant-garde experiments of the 1910s-
1920s". (Lev Manovich, USA).

“Art is not for to look at it...but to think at it!" —
was the slogan of an exhibition by the Kupidon
(Cupid) Creative Union at the Project Fabrika, with
Yuri Albert as one of its members. In his work “Imag-
ines” at the “Expanded Cinema” exhibition there are
no imahes. Instead of a screen thre’s scrolling text
with a 5hour-long description of 64 paintings form
the moving text of a book of the same title (Imagines)
by Philostratus the Elder (170-247).

Quietly sitting on chairs in a space made to look
like a movie theater, the viewer is offered an opportu-
nity to draw or film his own painting in his imagination,
whether it be a static painting or not.

“The place in art for each work is defined by its interrela-
tionship with other works (Yuri Tynyanov calls this func-
tion). So | try to draw the lines right away, and not to put
points in positions. My recent works are just directional
in the art space and have no value outside it”".

(Yuri Albert)

A video project as a “transformer” is one of
the principles of video work construction which al-
lows the viewer to look in on the TOTART's “kitchen”
(or on their film set). A few key motifs are “footprint”,
“text”, “hands and bars” are fundamental for the artists
Natalya Abalakova and Anatoly Zhigalov (Russia).
For more than thirty years they have been realizing their
“Researches in Essence of Art Regarding Life and Art"
project.

M3 OBYX NMPOEKLIMM, Ha Kawaon M3 Kotopbix KOnnep npeacTaet B pas-
NIMYHBIX AMOLMOHASBbHBIX COCTOAHWAX. PasapamxeHHas, B3BonHoBaHHaA,
CMyLLLEHHaA, UTPUBAA WM CKyYatoLLaa OHa CMOTPUT B HEBUAMMYHO TOUKY
MemIy ABYMA KaMepamu.

370 co3paeT ocoboe eanHcTBO 3puTtens, KOnnep, 1, B KaKoM-To
CcMbICTe, ee ABOMHMKA. B cBOMX BMAEONEHTax U MHCTaNNALMAX aBTop
MbiTaeTCA KOHKPETM3NPOBaTh NpoLecc no3HaHuA. MckycctBo Xunna
U3MeHSAET TPaAULMOHHBIN KMHEMAaTUYECKMIM MOPALOK KaApOBOM Nnocneno-
BaTENbHOCTM, MPEBpaLLas ero B MOTOK BPEMEHW W MPOCTPaHCTBA.

«MecTo XyAOoHHUKa B KOHTEKCTe nNpon3BegeHnAa UCKYCCTBa €CTb pe3ynbraT
KOMMJIEKCHOIrO No3HaHUA. PU3nyecKan nosa — XyOOHHHUKa nepen XoncTtom,
nucaTtenAa, CKIIOHeHHOro Hag aIMCTom 6ymarn, CKynbnTOpAa, co3epuarouiero
MaTepuan — oTpaiaeT BONnpoc 0 mecte XygoHUKa C TOYKHU 3peHHUA ero
paGOTbI, a TaKiHe NnpocTpaHCTBEeHHO-BpeMeHHble U haeo1ormt4ecKkme No3un-
LUHH, Korga pa60Ta XyAOHHUKa paccmaTpuBaeTcAa B counaZibHOM KOHTEeK-
cte. Xunn B cBoem TBOpYeCcTBe KOHCTPYyUpPpYET MHOHECTBO MeTadJOqueCKMX
CTpaTerMﬁ, C NOMOLWbIO KOTOPbIX 0T06pamaeT nonoxeHuwe Tena BHyTpU
OGLIJ,eCTBa. OH AOCTUraeT 3Toro C NOMoLulbio npespalieHna BUaeo B Tex-
HOJIOrHNIO, KOTOpPpaA MOXKeT 6bITb UCMONb30BaHa KaKk cpeacTBoO BbipaeHUA
UWHOUBUAYANTbHOIO TBOpYecTBa».

(OroH XaHxapar «Memay A3bIKOM W ABMKYLLMMCA 06pa3om», 13 nanaHma «NewMedialogia/

NewMediaTopia», Pegaktop MpuHa Annatosa, coctasutens Onbra LLniwko, AnsaiH-KkoHuenuua

Anekcen Mcaesa. M., 1994)

Pa6otbl FOpua Anb6epTa (PoccusA) BLIABNAIOT CyLLECTBEHHLIE CBA3M
Mem Ay A3BIKOM M NPoLLecCoM GOPMUPOBaHUA 06pa3oB, UCCreaytoT MaTe-
pHanbHyto CYLLLHOCTb MMCbMa.

3anapgHble TEOPETUKW OTMEYALOT, YTO POCCHUMCKUE BUOEOXYAOKHUKM
ABNAIOTCA NOCPEeOHUKAMU MEXIY Ype3MepHbIM MaTepranM3Mom 3anas-
HOM apT-MPaKTUKK U KOHLLENTYaNM3MOM, XapakTepHbiM a8 Poccun. «OHum
NPUBHOCAT MHTENNIEKTYasbHble TPAAMLMK, TOTASIMTAPHBIN aKLEHT, BU3Y-
anbHy UHOMBKHAOYaNbHOCTE XX BEKa M B TO e BpeMA NPOAOITHKaT aBaH-
rapaHble aKkcnepumeHTsl 1910-20 rogoe» (Jlee MaHosuy, CLUA).

«McKryccTBO HE NOTOMY, YTOBLI HA HEFrO CMOTPETB. .. a A4J1A TOro, YToObI
Ha Hero gymartb!» — TakoM N03yHr Obin pa3mellleH Ha BeiICTaBKe TBopue-
CKoOro o6beaunHeHua «Rynuaox» (Typ,a BxoamT 1 KOpuit AnbbepT), cocTo-
ABLWeNncA Ha TeppuTopumn «[poekta Pabpurrar.

B pabote «HapTnHbl», npeacTaBneHHoM Ha BbicTaBke «PaclumMpeHHoe
KWMHO» — HeT n3obparkeHna. BmecTo aKpaHa — Gerywan cTpoka, No KoTo-
pow B TedeHue 6onee 5 4acoB naeT onncaHne 64 KapTUH U3 ABUKYLLE-
rocs Tekcta kHurn @unoctpara Crapuwero (170-247) «KapTuHsi». Cno-
KOMHO NPUCEB Ha CTYNbA B NPOCTPaHCTBE, YNOA0ONEHHOM KMHOTeaTpy
3pUTENtO NpeasiaraeTca B BOOOPaKEHUM HAPUCOBaATb UK 3aCHATb
CBOO KapTHHY, CTaTUYHYIO WK HET.

«...MecTo Kaxaomn paboThbl B UICKYCCTBE onpeaensaeTcA ee COOTHEeCEH-
HOCTbIO C ApYyrumu paboTtamu (TbIHAHOB HasbiBaeT 3TO dyHKUMeN). BoT
fl U CTapalcCb cpasy NPOBOAUTbL NIMHMH, @ HE pacCcTaBNATb TOYKHU. Mou
nocneaHue paboTbl ABAAIOTCA TONIbLKO OPUEHTaLUEN B XyA0KECTBEH-
HOM NPOCTPAHCTBE U BHE €ro HUKAKOW LLEHHOCTH HEe UMEIOT».

(FOpuit AnbGepr)
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BuaeonpoeKT Kak «TpaHcdopmep» — TaKOB OOMH M3 MPUHLMIOB dop-
MWPOBaHWA BUAEONPOU3BEAEHWA, MO3BONAIOWMIA 3PUTENIO 3arAHYTb Ha
«KyxHI0» (Mnn Ha cbemouHyto nnowaary) TOTAPTa. HeckonbKo Kntoue-
Bbix TeM — «Cneg», «TeKkcT», «Pykun 1 PeweTkn» — aBnatoTcA 6a30BbIMM
Ana xynoxHukos Hatanbm Abanakoson n Anatonua H{uranosa (Poc-
cuA). Ha npotaxeHnn 6onee 30 net oHW peanunaytoT NpoekT «Mccneposa-
HuA CywecTtsa MckycctBa npumeHnTenbHO K HnsHKn 1 UckyccTBy».



MonunakpaHHana Bepcua BuaeonepdbopmaHca «HeTbipe KONOHHbLI 64u-
TerbHocTW» ayata TOTAPT (Poccua) cospaHa cneumanbHO Ana NpoeKTa
Expanded Cinema. OHu, NMOHEpPbI POCCUMCKOMO BUAE0APTa, CHAMAKOT
paboTy Ha TeMy BM3yann3aLluMun CIoBa, C MOMOLLLIO IMTepaTypHbIX MpU-
MepOB C OAMHHAALATLIO HEMPaBWIbHLIMUK FNarofiaMi PyCCKOro A3bIKa.
OcTeTMyecKue UccnenoBaHWA aBTOPOB OCHOBaHbI Ha dunocodun Beipa-
3uTenbHOCTH A3blka. OHWM UCMOSL3YIOT €€ Kak CPEACTBO AEKOAMPOBaHUA
TEXHONMOrMM Yepe3d A3bIK 0b6pa3HocTH. B pesynbraTe aBTOpHI TPaHCPOPMU-
PYIOT TEXHOMOMMIO B MO3TUKY A3bIKA M MPOCTPaHCTBA.

«...TaKoe NOJIOMEHUE AeNn BeJeT K TOMY, YTo npy nomowmu media cosgatorca
pasnuyHble «TeKCTbl» (KONb CKOPO Mbl FOBOPHM O A3blKe HOBLIX media), oTo-
6paaloLme 3ToT NPOLEecC, — «TeKCTbI-060POTHU», B KOTOPbIX CMeLlanochb
Bce: 06eHeHHUEe A3blKa, ero AeCTPYKLUHUA BNIOTb A0 NOMHOrO UCHE3HOBEHHUA,
€ero U3MeHeHUA, ero MyTaLlMH, 3a CYEeT Yero oH BHOBb oborauiaeTcs, — Cno-
BOM, BCE 3TU NPOTUBOPEYUBbIE M NOAYAC HaKNaablBaloWMeca ApYr Ha apyra
NPOLLECChI HE CMOITIM He KOCHYTbCA UCKYCCTBa».

(Hatanba A6anaxkosa, AHatonmit Muranos)

B Buaeo- (MeamMa)MckyccTBe COOTHOLLEHUA MEHIY BUSYaTbHLIM
M aKyCTUYECKMM NepecMaTpMBalOTCA — MHOMAA 3BYK 3anofHAET Npo-
cTpaHcTBO MHcTannAumu. Silent Horizon — coBmecTHoe npouaseaeHue
crynentopa KOpua Kanenpapesa (Poccusa/Utanua) u pexuccepa Esrenus
FOguta (Poccus) coctont na 30-MUHYTHOM 3BYKOBOM MPOEKLMH, 3BYYa-
LLEero aKkpaHa 1 AByX NPOTUBOMNOCTaBIIEHHbIX, KaK Obl peBepbepHUpyOLLIMX
4yepHO-6enbix MPOEKLMI MEKAY SKPAHOM MOHUTOPA W 3BYYalLUM SKPAHOM.

O6bI4HO B KOHBEHLMOHAILHOM KMHO CHavana CHUMaeTCs n3obparke-
HWe W TOMbKO NMOC/E 3TOro NPMIMaLlaeTCA KOMMO3UTOP «03BY4YUTL» 3apa-
Hee Co3aaHHbIM BU3yarbHbIM MaTepuan. Silent Horizon — nonbiTka Kapau-
Ha/lbHO NepPeoCMbICITUTb 3TOT NPOLLECC, MOMECTUB B LLEHTP KOMMO3ULIMK
NPOCTPaHCTBO 3BYKa, a M300parKeHWe, MOHATOE KaK NPOEKLMA CBETa, NPOo-
E€KTMPOBAaTb Ha «3BYy4allMi IKpaH».

BHauane crynentop Hanenpapes cospaet 30’ sound track, KoTopebin
COCTOMT M3 NOJMEBbIX 3aMMCeN HOYHbIX 3BYKOB MOPA, 3BYKOB YCTbA PEKU
ApHo (TockaHa, Utanus), doHorpammel 3BYKOB BHYTpM cepALa aBTopa
1 cammx 3ByKoB «Sounding Screens».

“BO3MOH’(HO, OCHOBHbIM CBOMCTBOM 3THUX WHTEePaKTUBHbLIX 3By4YallUX CKynbn-
TYP I‘opMH Kaner,apeBa ABNAETCA TO, YTO OHU BbIBOAAT HAC 3a npeaenbl
waHpos. Beyond the music, beyond the sculpture, beyond the language,
beyond everything...»

(Muxann Poiknun, n3 «Beyond the Music. 3syqatme crynbntypsl FOpua KaneHpapesa», 2006)

TBOpUecTBO aBTOPa MEeOMUTaTMBHO W MO CYTK ABNAETCA TpaHCcdop-
MaLMel TEXHONOrMK B MHCTPYMEHT Noa3un. 3puTenb Kak Gbl HacTpaunBea-
€TCA Ha OAHY BOJHY C Npou3BeaeHWeM, peBepbepHrpyeT, CTaHOBUTCA ero
4aCTbHO, NEPEKMBAET 3BYK M PUTM KaKk COOCTBEHHBIM MU3HEHHbINM NPOLLECC.

3atem sound track 6bin nepenaH pexunccepy Esrenmto KOdbuty 1 um
6bino caenaHo 30-mMuHyTHOE YepHo-6enoe Buaeo. B atom Braeo nproputeT
BW3yaslbHOW NPUPOAbLI KUHO HaA, CHOKETHO-CMbICIIOBbLIM €4MHCTBOM Npeob-
napaet. B paHHOM cnyyae aBTOp He MOHTUPOBaT M300PaXKeHHE KaKk GpUIbM,
3[€eCb HET HM Havyala HM KOHLA, HY OpamaTypruyeCcKoro passmuTuaA, TpagmLm-
OHHOrO AJ18 KMHOGUNBEMOB. APTURYIMPYA TEMY CMEPTH KMHO, OH UCMONb3yeT
npyembl M3 apceHasna YepHOro toMopa, NPUMEHASA JTOYTEKOBCKYHO 3CTETURY
KWMHOMPOM3BOACTBA Ha 8-MUNNMMETPOBLIM U 16-MUNNIMMETPOBLIN KUHO-
NieHKe Kak 0cobblM NpueM.

«MeHa 6onblie UHTEepecyeT KMHO ganexKoro npownoro. Botocb, 4TO HHUYero
He U3MEHUTb. TeXHUYECKUH nporpecc HensbereH, C KarabiM roaoM NoAB-
naetca 6onee KayecTBeHHas BUOEOTEXHMKA. DTa TEXHUYECKanA AOCTYNHOCTb

The polyscreen version of the “Four Columns
of Vigilance” video performance of the TOTART duo
(Russia) was created specially for the “Expanded Cin-
ema” project. These pioneers of Russian video art are
making a work on the subject of a word's visualiza-
tion with literary examples of eleven irregular Russian
verbs. The aesthetic explorations of the authors are
based on the philosophy of language expressiv-
ity. They use it as a means of decoding technology
through the language of imagery. As a result the au-
thors transform technology into language and space
poetics.

“...such a situation results in creating various “texts”
by means of media (if we are speaking of the language
of the new media) which are describing the proc-
ess — the “shape-shifter texts” with everything mixed
up in them: the depletion of language, its destruction
to the point of its complete disappearance, its changes,
its mutations by means of which it is again enriched —
in short, all these contradictory and sometimes overlap-
ping processes could not but apply to art”.

(Natalya Abalakova, Anatoly Zhigalov).

In video (media) art the correlation of the visual
and the audio are reconsidered — sometimes sound
fills the space of an installation.

The “Silent Horizon" is a joint work by the sculp-
tor Yuri Kalendarev (Russia/ltaly) and the filmmaker
Evgeny Ufit. It consists of a 30-minites sound projec-
tion, a resonant (sounding) screen and two opposing
seemingly reverberating black-an-white projections
between the monitor and the resonant screen.

Usually in conventional cinema an image
is filmed first and only after that a composer is invited
to create a soundtrack for the prepared visual mate-
rial. “Silent Horizon" is an attempt to fundamentally
revise this process, placing the space of sound into
the centre of the composition, while the image seen
as a light projection is projected onto the sounding
screen.

First the sculptor Kalendarev creates a 30-minite
soundtrack complied from field recordings of night
sea sounds, Arno river sounds (Tuscany, ltaly), an au-
dio recording of sounds within the author’s heart and
the sounds of “Sounding Screens” themselves.

“Probably the basic feature of these interactive sound
sculptures by Yuri Kalendarev is that they transport us
beyond the genre limits. Beyond the music, beyond
the sculpture, beyond the language, beyond every-
thing...”
(Mikhail Ryklin. “Beyond the Music. Yuri Kalendarev's sound
sculptures”, 2006).

The author’s works are meditative and are in es-
sence a transformation of technology into a poetic
tool. The viewer is tuned in with the artwork and rever-
berates, becoming a part of it, experiencing sound
and rhythm as his own process of living.

Than the sound track passed to filmmaker Evg-
eny Ufit and he made a 30-minute black-and-white
video. In this video the priority of cinema's visual na-
ture over the plot and meaning unity dominates. In this
case the author didn’t edit the image as a film, there
is no beginning and no end here, no dramatic devel-
opment traditional to films. Articulating the subject
of death of cinema he uses the black comedy devices



and a low-tech aesthetics of film production on 8mil-
limiter and 16-millimiter film as a special device.

“I am more interested in the cinema of the distant past.
I'm afraid nothing can be changed. The technological
advancement is unavoidable; with every year better
video equipment will appear. This technical accessibility
of the illusion of reality with its primitive direct impact on
the organs of perception tears homo sapiens from his
natural roots, immersing him ever deeper into a virtual
cyber helmet”.

(Evgeny Ufit)

Yuri Kalendarev and Evgeny Ufit's work “Silent
Horizon" is a work of poetry, creating a unique audio-
visual space.

The short film by Anri Sala (Albania/France)
allows the viewer to look into a dialogue of assumed
lovers, when her question is drowned in his drum-
ming, or maybe the drum beat was his answer.

Anri Sala is interested in the dissonance of what
is said and what is left unsaid. What is hidden behind
a word, a sound, a movement? In his work “Intervis-
ta — finding the words” (1998) the author turns to ar-
chive footage of his mother. She gives an interview
at a Communist party congress. There was one thing
lacking in the film — its sound. Sala wanted to know
what was his mother talking about. Nobody form
the congress could help him, so he decided to go to
a deaf-mute school. There the students with the help
of their teacher watch the video and lip-read and then
decipher the words.

“Some places have no buildings or dates to be re-
membered, but they produce their own soundtrack’
These words, taken from Anri Sala’s notes on his
work “Air Cushioned Ride” (2007), highlight the grow-
ing importance that sound occupies in the Albanian
artist’s practice. At Chantal Crousel, videos such as
“Mixed Behaviour” (2003), “Now | See” (2004) and
“Long Sorrow” (2005) — that feature, respectively, a DJ
on a rooftop in New York during the New Year’s Eve’s
fireworks, Icelandic rock band “Tranbant” on stage and
free jazz saxophonist Jemeel Moondoc suspended from
the facade of a building in a suburb of Berlin — see Sala
continuing his exploration of the relation between sound
and space”.

Anri Sala, Freeze, 09.04. 2008 by Christophe Gallois

In llya Permyakov (Russia) video work
“Translations” a projectionist, reflected in the glass
of the projection window, is busy rewinding the film.
Beyond the window in the auditorium a film is shown
which remains invisible for the viewer. Upon the glass
the scenes of the film are reflected in shapeless
patterns. An indistinct hum is heard, muffled by
the projection equipment's chirp. The only thing heard
distinctly is a synchronic translation of the film.

“The viewer tries on the expert’s costume, and the critical
bathos of perception is heightened in him (sometimes it
is brought to comic mechanicality). All these processes
are developing the system of feedback between a work,
its author and the audience, they define and refine its
rules of functioning, mark some exceptions form those
rules as acceptable and some as taboo”.

(llya Permyakov)

UNn3nn peanbHOCTH, C €ee NTPUMHUTUBHbBIM NPAMbIM Boap,eFICTBMeM Ha
opraHbl BOCMNPHUATHUA, OTPbIBAaeT rOMO canneHca oT NPpUpPOAHbIX KOpHeFI, BCe
rny6e norpymsan ero B BUpTyanbHbIV KWbeplunem»

(Esrenmin FOdu)

Pa6orta KOpua KaneHpapesa v EBrenua FOduTa Silent Horison —
NnoaTHMYeCKoe NPoM3BeaeHWe, Co3atoLLee HENOBTOPUMOE aKyCTUYe-
CKO-BMayanbHoe npocTpaHcTeo. Kopotkuit dunsm Axpu Cana (An6anusa/
®paHuMa) NO3BONAET 3arNAHyTL 3PUTENIO B PAa3roBop NpeanonaraemMbix
BO3/Mt0ONEHHBIX, KOrAa BONPOC OAHOMo yToHyn B 6apabaHHom 6oe apy-
roro, Unu, BO3MOXHO, 6apabaHHbIM 60 Bbin OTBETOM.

AHpu Cana vHTepecyeT AMCCOHAHC CKa3aHHOro M HEAOCKa3aHHOIO.
Y10 KpoeTcsa 3a cnoBoM, 3ByKOM, ABUeHWeM? B cBoel pabote «MHTep-
Bbto» (B Novcke cnos), 1998 asTop 06paLLaeTca K CTapON KUHOMNEHKE,
Ha KoTopoM 3acHATa ero matb. OHa JaeT MHTepBbIO Ha KOHrpecce Kommy-
HUCTHYecKoM napThn. B dunbme He xBatano ogHoro — 3syka. Cana xoten
y3HaTb, O YHEM rOBOPUT €ro MaTb. TaK Kak HUKTO U3 TeX, KTO NPUCYTCTBO-
BaJl Ha KOHrpecce, He MOr eMy B 3TOM NMOMOYb, OH PELLMS OTNPaBUTLCA
B LUKOJY AJ1A FMyXOHEeMbIX. Tam rmyxoHeMble, C MOMOLLBIO yYMUTena, CMOTPAT
BMAEO0, YUTAKOT No rybam, a 3ateM paclundpoBbIBatOT CNOBA.

«C HEKOTOPbIMU MecTaM1 He CBA3aHbl HHTEPECHbIe 34aHUA UK NaMATHbIE
paTbl, HO Y HUX CBOM COBCTBEHHbIH 3BYKOBOM pAA». 3To cnoBa U3 3ame-
Tok AHpu Cana o ero pa6oTe «[loe3agKa ¢ Bo3ayLWHOM noaywKomn» (2007)
OTMeuYaloT pacTyLLylO BaXHOCTb 3ByKa B TBOpYeCTBe anbaHCKOro Xyaom-
HUKa. B ranepee LaHTanb, Kpycenb aKCNOHUPYIOTCA TaKUe ero BUaeo-
pa6oThl, Kak «CmelwaHHoe nosegeHue» (2003), «Tenepb A BUKY» (2004)
u «Jonraa neyans» (2005), B KOTOPLIX NOKa3aH AWAMEN Ha Kpbilie 30aHUA
B Hblo-MopKe Bo Bpems HoBoroaHero dbeitepBepKa, UCNaHACKas poK-rpynna
«TpaH6aHT» BO BpeMA KOHLepTa U GpU-AKa30Bbii cakcoPoHUCT Oxe-
munb MyHOOK, NnoaBelleHHbIN Ha dacage 3paHuA B npuropoae bepnuHa —
BO Bcex aTux pabotax Cana npogonxaeT uccneaosaHMe B3aMMOOTHOLLIE-
HUKW MeXKAY 3BYKOM U NPOCTPaHCTBOM».

(Arpu Cana. «®pua», 09.04. 2008, Kpuctod lanya)

B pa6orte «Mepesoabi» Unbu Nepmaxosa (Poccusa) kuHomexa-
HUK, OTPaMEHHBIN B CTEKE NPOEKLMOHHOIO OKOLLKA, 3aHAT NepemMoT-
KOWM MNIEHKU C OLHOM KaTYLIKK Ha APYryto. 3a OKOLIKOM, B KMHO3arne, uaeT
HEBUAUMBIN 3puUTento dunbM. Ha cTexne pacnneiByatsiMu NATHAMU OTO-
BpamatoTcs Kaapbl 3Toro dunsma. JOHOCUTCA HEBHATHBIN My, 3armyLueH-
HbIA CTPEKOTOM MPOEKLMOHHOro annapara. EAMHCTBEHHOE, YTO CRLILLHO
OTYETNIMBO, — BTO FONOC NEePEBOAYMKA, PABGOTAOLLErO0 CUHXPOHHO
¢ dunbmom.

«3puUTenb NpUMepAET Ha cebA KOCTIOM 3KcnepTa, B HEM yCUNMBa-

eTca (a yacTo M [OBOAUTCA A0 KOMUUYECKON MaLUUHANLHOCTH) KPH-
TUYecKui nacdoc BocrnpUaTHUA. Bce aTh npouecchl paspabaTbiBatoT
cucTemy o6paTHOM CBA3U MeHAY NPOM3BEAEHUEM, ero aBTOpoM U ny6-
NUKOM, YTOYHAIOT U YTOHYAIOT HOPMbI €e GYHKLLMOHUPOBaHUA, Map-
KUPYIOT OOHU UCKIIIOYEHHUA U3 3TUX HOPM KaK JOonycTUMbIE, a Apyrue
Kak TabynpoBaHHble».

(Mnba Mepmakos)

104 - 105

TpeTbe KMHO / BUaeoncKyccTso
KaK Cnernok ¢ peanbHOCTH

(EpmonaeBckui, 3-i1 aTam)
= Pan6up Kaneka (MHaua) — «OH 6bin XxopoLumm yesnioBekom», «Mpuat-
Hoe 6ecnoKoMCcTBO»



= Anmaryns Mennu6aesa (KasaxctaH) — «<Monoko ana arHaT>

= Tayc MaxaueBa (Poccus) — «PexneH» (0T aBapcKoro — «ctano»)

» Enena KoBbinuHa (Poccun) — «CykuHbl getu»

= XapyH ®apoku, AHTbe dimaH (Fepmanua) — «[up mnu nonet»

* HoxanHa Bunnunr (Weeums) — «<Huuto 63 TROErO pUTMAa.
(Fapam)

= dna-Nlunza Axtuna (PuHnanpma) — Annunciation

Ectb MHEHWE, YTO aKTya/lbHOCTb BMUAEeOapTa 3aKk/1H04aeTcA B CTpa-
Ternn XyaoxHuKa. Q10 — CTpareruva Bbl:MBaHUA COBPEMEHHOIO UCKYC-
CTBa U XyOOHKHMKa B NPOCTPaHCTBax MaccMeana 1 HOBbIX MH(I)OpMaLI,MOH'
HbIX TeExHoNoruK. B atom pasaene BbiICTaBKM BUAE0APT — 3TO TEXHONOINMA
CaMOMHJJ,eHTMq)MHaLI,MM XyAOXKHMHKa. BOFIpOC, B KaKoM Mepe TexHONormA
«naeonornyHa», AsnAaeTcAa ogHMM 13 6a30BhbIX.

«HaunHasa ¢ Mapcens [iowaHa BONpoc O TOM, YTO TaKOe UCKYCCTBO,
a YTO TaKOBbIM He ABNAETCA, — BONPOC HeaKTyanbHbIH. CeroaHa Mbl Haxo-
AUMCA B 30HE 3CTeTU3aUUK NONUTUKMU. JleBble U NpaBble, opULHanbHbie
1 HeodHUHanbHble — BCe cTapaTeslbHO co3aaloT cBor o6pas. [ae nonutu-
3auMA UCKYCCTBaA NepexoauT B 3CTETU3aLUIO NONIMTUKKU, HABEPHAKA, HUKTO
He CKameT. 3To M3HavYanbHO HecTabunbHaA 30Ha».

(Bopvc Mpoiic)

MoHO cKasaTb, YTO BUAEOXYAOKHHUKH, HaunHaa ¢ 1960-x, ctaHo-
BATCA NIETONUCLAMMW anlTEPHATUBHOM KyMTYPbl U UCTOPUKM. DTO eLle 0aHO
HanpaeneHue, Yepes KOTOPOe BUAEe0apT OnpeaenaeT CBO pPosb
B MMpe, — JIETOMUCb MCKYCCTBA KaK ABUKEHWA NPOTHUB. DTO U JOKYMEHTa-
LMA COLMaNbHOM peanbHOCTU XYA0MECTBEHHbIMU METOAAMM, PaAMKasIb-
HbIMW NeppopMaHcamMm 4acTo C y4acTUEM 3pUTENA.

ABTOPOB HauMHAIOT MHTEpecoBaTb Meauna U apTedaKrTbl — NPOLLECCHI,
KOTOpble CBA3aHbl C MegMamaTepranioM Kak TaKoBbIM.

«B cBoem nepeom BonnoweHnHU BupgeokamepHana peBsonouua npuHecna
c cobor HeBepOATHO MOryLLecTBEHHOe opyare Bo3me3guA. Cpeagun pecaTKoB
Aen, paccnegoBaHUo KOTOPbIX cnocobcTBoBanu «6bITOBbIE» mepua, 6binu
n3bueHve PO.D,HPI HMHFa, HanageHuA Ha roMmoCeKCyasiucToB, cny4au noJim-
LLeMCKOM HECTOKOCTU U HEOHALMCTCKHUE norpomebl. Haaanoct., 4YTO AOomMaLluHee
BHUAEO CTano BeJIMKUM ypaBHUTENEM. Fpne 6bl HU cnyyunacb Hecnpasepniu-
BOCTb, TaM XyHiHana BupeoxKamepa. HuuTo HUKOMY He Morno COUTH C PYK».
(ABTOp KHUrK «Mepamnaswpych [dyrnac Pawkodpd)

Bupeokynetypa, ¢ ee KOMMYHUKALMOHHBIM NMOTEHLIMaNoM, NO3BONAET
Mcnonb3oBaTh BUAEOCPEACTBA B Ka4eCTBE MHCTPYMEHTa COLMaNbHOIro
B3avmMogencTemA. MegnaapT HauMHaeT BbICTYNaTb NOCPEOHUKOM MEHAY
06LWeCTBOM M rocyAapCTBOM, COLIMYMOM M BNacTbio, pabotan u G A3bIKOM
M CO cpeacTBaMu AOCTYMHbIMU GONBLUMHCTBY.

AsaHrpagHbii KuHopewmccep XapyH ®apoku (FfepmaHusa) oasHo
OCTaBuN KMHematorpad 1 nepeluen B 06nacTb BUAeoapTa U MynsTUMe-
AWMHOrO MCKyCCTBA.

B wecTnakpaHHor BuaeonHcTannauum «up nnmn nonet» nepen,
3puTenieM NPOXoOAUT PAL TparMiyeckux repoes. [leKoHCTpyUpys ¢punbmsl
AHTOHWOHHK, PaccbuHaepa, Buma Bengepca, Anstmana — aBTop M3y-
yaeT NPUPOAY CyMuMaa, AEKOHCTPyUpyeT 0bpas repon. Kawxpan npoek-
LMA NO OTAENbHOCTU MHTEPECHA, HO BMECTE OHW CO34at0T YHUKAbHYHO
CUMQOHHMIO M306parKeHna 1 3ByKa. PapoKn MOHTUPYeET NoabOopPKY KUHO-
MaTepuana Ha TeMy CyuUMAa, aHaliM3Mpya cam NPoLLeCC POMKAEHNA KMHO-
npousseneHua. «KTo-To npenapupyeT NTULy, 4TOObl CbECTb €€, — FOBOPUT
OH. — KTO-TO — 4TO6bI Hay4YMTLCA NeTaTb».

Pexunccep npeacraenaer matepran Takum o6pasom, 4Tobbl NobyanTb
3puUTeNna K IMYHOMY MPOYTEHUIO.

The Third Cinema/Video Art as a Cast
of Reality

(Yermolaevsky, 3rd floor)
= Ranbir Kaleka (India) — He was a Good Man,
Sweet Unease
= Almagul Menlibaeva (Kazakhstan) — Milk for
Lambs
» Taus Machacheva (Russia) — Rekhyen
= Elena Kovalina (Russia) — Sons of a Bitch
* Harun Farocki (Germany) — Feasting or Flying
= Johanna Billing (Sweden) — I'm Lost without your
Rhythm
(The Garage Centre)
= Eija-Liisa Ahtila (Finland) — Annunciation

Some think that video art relevance is in the art-
ist's strategy. This is contemporary art's and artist's
strategy of survival in the space of mass-media and
new information technologies. In this section of
the exhibition video art is a technology for construc-
tion of the artist's identity. The question as to how
“ideologically infused” technology is remains one of
the fundamental problems.

“After Marcel Duchamp the question of what is art and
what isn’t is relevant no more. Today we are in the ter-
ritory of politics’ aesthetization. The left and the right,
official or informal — everybody is painstakingly creating
their own image. Where does the politicization of art
turn into aesthetization of politics nobody could say
definitely. This is initially an unstable zone”.

(Boris Groys)

One may say that video artists have as early as
1960s become chroniclers of an alternative culture and
history. This is yet another direwction through which
video art defines its role in the world — a chronicle
of art as an opposition movement. This includes docu-
menting social realities by artistic means — by radical
performances, often with audience participation.

Authors became interested in media and artifacts —
processes connected with media material as such.

“In its first incarnation the video camera revolution
brought with it an incredibly potent vengeance weap-
on. Among the dozens of cases where “household”
media helped the investigation were the Rodney King
beating, attacks on homosexuals, instances of police
brutality and neo-Nazi pogroms. It seemed that home
video has become the great equalizer. Wherever an in-
justice occured, a video camera buzzed. Nobody could
get away with anything”

(Douglas Rashkoff, author of the “Media Virus! Hidden Agendas

in Popular Culture”)

Video culture with its communicative potential
allows the use of video devices as a tool of social
interaction. Media art begins to mediate between so-
ciety and state, environment and power, working with
language and means accessible to the majority.

The avant-garde filmmaker Harun Farocki
(Germany) has long ago left cinema for video and
multimedia art. In his Feasting or Flying six-screen
installation the viewer sees a range of tragic charac-
ters. Deconstructing films by Antonioni, Fassbinder,
Wenders and Altman the author studies the nature
of suicide and deconstructs the image of a hero. Each
projection is interesting on its own but it is together



that they create a unique image and sound symphony.
Farocki edits the selection of film footage on the sub-
ject of suicide, analyzing the process of a cinematic
work’s birth. “Some dissect a bird in order to eat it,
others in order to discover how to fly”.

The filmmaker presents his material in such
a way as to induce a personal reading in the viewer.

“The shots and sequences we collected were on one
subject: the man who kills himself. When it comes
to suicide, the film-man might be said to make up for
everything he lacks in depth of emotion and expressive-
ness compared with the film-woman. Motifs from wholly
dissimilar films are distributed over several screens in
the space. For instance, there’s the man walking into
a room because he wants to be alone, or the man walk-
ing in silence and being followed by a camera deter-
mined to pick up an answer scarcely surrendered - if in-
deed the film narrative is posing a question. The cultural
technique of distributing over space in order to anchor
something in the consciousness was already cultivated
by the ancient Greeks. We use it with the intention of ar-
riving at a new film: one about the man who has used
up any further freedom of action”

(Harun Farocki and Antje Ehmann, 2008)

“Annunciation” (2010) is the latest work by Eija-
Liisa Ahtila (Finland). On three screens Ahtila plays
out the history of a woman staging an amateur play
about the Annunciation. This work could be an ex-
ample of a fine auteur cinema, if not for Ahtila’s drawing
the viewer's attention to the destruction of classic
narrative properties in her work. This polyscreen film
demands a deep viewer concentration on the many
voices and plots overlaying one another. Eija-Liisa
Ahtila explores in her work such human manifesta-
tions as love, sexuality, envy, anger, vulnerability and
reconciliation.

A viewer is offered a look inside the minds of peo-
ple caught at the moments of psychological instability
(for example, in the film Anne, Aki, and God the mind
of the mentally unstable Aki creates a fictitious reality,
gradually the border between fact and fiction disap-
pears and the fantastic characters go out of Aki's head
into the world... They tell the protagonist that his future
mission is to take Hollywood under control, because
Hollywood controls all human fantasies).

“For something to get started, one must merely begin
and connect with a thing that isn’t yet — as far as one
knows, at least. And to write more about it. How does
one know what things are, unless they’re already
familiar? What does one know of them at that stage?
How do such things exist? How to get next to them and
engage in dialogue — on what and in whose language?
One instinctively approaches such things through
the familiar, the known — at times with such precision
and force that one can see from a single angle only,
in one direction, all things in a clear order — one thing
in front, another just behind it, and so on — in perspec-
tive. Can something already familiar fulfill the criteria
for a miracle? Can one be shaken with surprise by
something one knows through and through? What does
one see then? Perhaps one encounters a question,
which one cannot understand. Or an image of some-
thing that begins to puzzle the mind. They are displayed
somewhere, where they can be discovered, and then
one waits to see who comes to look at them. And how
they look at them. “

(“The Annunciation”, narrator’s voice over)

«Kappbl U anu304bl, KOTOPble Mbl 0TO6panu, Bce NOCBALLEHbI OA4HOM
Teme: My*4MHe, coBepLualLwemy camoybuncTeo. Korpa aoxogmTt Ao cym-
uMAaa, MyxyuMHa B KUHemaTorpade, MOXHO CKasaTb, BO3MellaeT BeCb
3MOLMOHaNbHbIA HaKan, KOTOPOro eMy He XBaTaeT B CPaBHEHWUM C HKeH-
LWMHOM No rnybuHe U cune akcnpeccuu. PparmeHTbl U3 COBEPLUEHHO pas-
HbIX GUNbMOB pacnpeaeneHbl Ha HECKOIbKO 3KPaHOB B NPOCTPaHCTBE.
Hanpumep, Ha ogHOM YenoBeK BXOAUT B KOMHaTY, TaKk Kak Xxo4eT ocTaTbCA
OAMH, B APYroM KTO-TO eLue Mon4ya UAeT, a 3a HAM creayeT Kamepa, Hage-
ACb NONY4YUTb OTBET, O4EHb PEOKO Ha caMOM Jene NosyYyaembli, — ecriu
Bonpoc BoobLe cTaBUTCA B KUHOHappaTuee. KynbTypHasa TexHUKa pac-
npeaeneH1sa 4Yero-nM6o B NPOCTpPaHCTBE ANIA 3aKPen/ieHUA 3Toro B CO3Ha-
HWUM 6bina U3BecTHa yixe B [lpeBHen MNpeuun. Mbl ucnonb3yem ee ¢ Hame-
peHMeM co3aaTb HOBbIM GUNbM O YeNoBEKe, KOTOPbI Ucuepnan ceoboay
DEeNCTBUN».

(XapyH dapokm 1 AHTbe Jitman, 2008)

«Bnarosewierue» (2010) — nocnegHas pabota UU-SIMnabl AXTUNDbI
(PuHnaHauA). Ha Tpex axpaHax AxTuna pasbirpsiBaeT UCTOPUIO HEH-
LLMHbI, KOTOPasA CTaBMT JIIOBUTENBLCKUIA creKTaknb o BnaroselieHnn. 310
npov3sBeAeH1e MOro Bbl CNYHUTb 06Pa3LLOM XOPOLLIErO0 aBTOPCKOro
KWMHemaTorpada, ecnu 6bl AxTMna He akLueHTHpoBana BHUMaHWe 3puTensa
Ha paspyLUaloLLMXCA B ee paboTax KNacCHMYECKUX NPU3HaKax KMHemaTo-
rpaduyeckoro HappaTtvea. DTOT NONMIKPaHHLIM ¢KnbM TpebyeT ry6o-
KOM KOHLEHTPaLWK 3p1TeNA Ha MHOKECTBE NepeceKatowmnXcA ronocos
W CIOMETOB, HaKNaAbIBAIOLMXCA OOWH Ha APYrOW.

Ona-Jlnmsa AxTuna paccmaTpyBaeT B CBOEM TBOPYECTBE Takue
4yenoBeYeCcK1e NPOABNEHNA, KaK JTI0B0Bb, CEKCYallbHOCTb, 3aBUCTb, MHEB,
YA3BMMOCTb W NPUMUPEHUe. SpUTento NpeanaraeTca 3araHyTe BHYTPb
CO3HaHWA Ntofer, 3aCTUrHYTbIX B MOMEHTbI MCUXOIOrMHYECKOW HeYyCTOM-
unsocTH (Hanpumep, B dpunbme «AnHe, Aku u Bor» pasym ymanuieHHoro
AKM co3paeT BbIMBILLNEHHYHO peasibHOCTb, MOCTENEHHO rPaHMLa Mexay
BbIMbILLMIEHHbBIM M peasibHbIM CTUPAETCA U paHTaACTUHECKHE NEPCOHAKM
BbIXOOAT Y AKW M3 rOMOBEI... OHWM COOBLLAIOT repoto, YTO ero 3agaya B
6ynywem — B3ATb nog, KoHTponbk lonnmeya, nockonbKy MmeHHo Monnueyn,
KOHTPONUpPYeT Bce GaHTasMm YeNnoBEYECKOro poaa).

«4T06bl YTO-TO Ha4YanoCb, Hy}HO MPOCTO NPUCTYNUTb K Aeny U yCTaHo-
BUTb CBA3b C TEM, YEro elue He CyLecTByeT, — HACKOJIbKO HamM U3BECTHO,
no KpanHewn mepe. U HanucaTb 06 aTom 6onblie. Kak y3HaTb, KaKOBO
YTO-TO Ha CaMOM Jene, eClii OHO HaM A0 CUX NOp HEU3BECTHO? YTOo Tbl
3Haelwb 06 3TOM Ha AaHHbIA MOMEHT? Kak MMeHHO cylecTByeT He4YTo
nopo6Hoe? Kak noaonTH K HEMY M BOBJeYb B AUaANoOr — Ha Kakom A3blKke?
MHCTUHKTUBHO NOAXOAMLLb K 4EeMY-TO HOBOMY Yepe3 3HaKoMoe, U3BECT-
HOe — MHOrAa C TaKOW TOYHOCTbIO U CUITOH, YTO MOXellb BUAETb

€ro TOJIbKO NOoJA €QUHCTBEHHbIM YITIOM 3pEHUA, B OOHOM Hanpasne-

HUH, BCE B YETKOM MOpPAAKE — YTO-TO CNepeaH, YTo-TO cpasy 3a HUM

v T.4. O4HaKO MOMET /I YTO-TO 3HAaKOMOE COOTBETCTBOBaTb KpUTe-
puam yypga? MoxHO nr 6bITb OllapaleHHbIM YeM-TO, YTO U3BECTHO
HacKkBo3b? YT0 e Torga Tbl BUAHULWbL? MoOXKeT 6bITb, Thl CTaNKUBa-
ewbcA ¢ Npo6nemMoi, KOTOPYIO He MOXeLlb NOHATb. Unn nsobparme-
HUEM Yero-To, YTo NpUBoaUT Teba B HegoymeHue. OHo oTo6paraeTca
rae-To, rae ero MOXHO O6HapyHUTb U TOoraa MAaellb, KTO NpuaeT Nocmo-
TpeTb. U KaK 6yoeT cmoTpeTb».
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(«<BnaroseweHuer, ronoc 3a kagpom)

EneHa KoebinuHa (Poccua) — xynomHuk nepdopmaHca ycrTpau-
BaeT PaAMKasibHBLIE akLMKU C caMoi coBOM B MMaBHOM POMK: TO NpeanaraeT
Kapx[OMy HenaroLweMy yaapuTe cebs B MU0, TO — CTOWT C NeTnewn Ha Wwee
W NpU3bLIBaET NOceTUTeNeN BulbUTL TabypeTHy y ce6sA U3-Mog, HOr.



B otnnume ot AKTPUCHI, HoBbinnHa He nrpaet — oHa coBepLlaeTt
abConTHO peanbHble ﬂ,eﬂCTBMH, ROTOpPbI€ HUYEro, KpoOMe HUX CaMUX,
HE M306pa>+(a+0T. Tonbko nepevyncneHne ee XyaoHeCTBEeHHbIX MPOEKTOB
HanoOMMWHaeT MMJ’]MLI,e;ICHyPO CBOARY:. NOAHKOT, XyJ'IVIFaHCKMl;I YHHKH 3a nogse-
LWEeHHbIM K MOCTY CTOJIOM. OTHM Hebe3onacHbIM o6pa30M OHa npuBfexaeT
MeanaBHUMMaHHWE K HEKUM, 6eCcrnoKoALLUM €€, counalibHbiM 3HaKaM. I'Ipo—
Oonxana Tpagmunmn (I)eMMHMCTCKOFO MCKYyCCTBa 3ar|a):|,a, XyAOXKHUK nccne-
ayet reHgep 1 npo6ne|v|aTMHy Tena.

«fl cama KOHCTPYyMpYlo HeNpeacKasyeMblii KOHel, Y MOUX nepdopMaHCcoB
M3HavYanbHO ABOMWYHaA cucTema: nMbo aa, nbo Het. JInbo yToHy, nMbo cna-
cyT. JIn6o MmHe HabbloT Mopay, NM60 A. 3HaA MOCKOBCKYIO Ny6nuKy, A 3apa-
Hee co3HaTeNnbHO UAyY Ha }epTBy. bnM3ocTb onacHocTH — He LeHTparb-
HOe nepexuBaHUe, 34eCb BarHee HarnAgHasa UNNCTpauma counanbHbIX

M NONUTUYECKHUX UOEH, KOTOPYIO A BKNaabiBal. Pa6oTbl, cBA3aHHbIE C pUC-
KOM M 605blo, Ha NPaKTUKe OKa3bIBalOTCA NY4YLUMMUH, CaMbIMU JOXOAYUBbLIMU
meguma. Llenb B ToM, 4TO6bI 3pMTENb B HENPUATHOMW AJIA HEro CUTyauMu cae-
nan npaBUibHbIK BbIGOp. YTO6bl OH TBEPAO CKa3an: HeT, A He BblMAY Ha PUHT,
Al He BbI6bIO CTYN U3-TOA €€ HOT, A He BO3bMYy pyHbe. Y6MBaTb U NPUUHUHATD
60nb — 3TO MJI0XO, A HE NOAAAMCA Ha TBOIO NPOBOKauUio. TakoBa ugeanbHas
ny6nuKa, Ho A TaKoW He BCTpeyana»

(Enena KoBbinuHa).

Tayc MaxaueBa (PoccHa) cHUMaET Ha BMAEO COBCTBEHHbIE Nep-
dopmaHcel. B paborax «Hosep», «<Haparynb», «<ber», «Pexnen», «[1po-
CTpaHcTBO TopKecTBa» MaxayeBa nocelaet ceagebHble 3ansl Maxaukansi
(nepeoneBNCh B GeMbii KOKOH) MM CKA4eT Ha KOHe Mo BecKpanHen
cTenu (HapAAMBLIMCH HEMOHATHLIM MOXHATLIM CylecTBoM). Buaeo «Pex-
neH» (oT aBapckoro «cTapo») Tayc MaxaueBol ApaMaTUaupyeT oTHOLLE-
HWUA «CBOW-YYKOWM» B paMKax HaLWOHa/IbHOM KynbTypbl. YTo6bI NpobpaTbes
B OTapy OBeL, YykaKy NPUXOOMUTCA HaAEeTb AareCTaHCKYo NacTyLbo Wy6by
W BCTaTb HA YETBEPEHbKW. 3a4eM OH MAET Ha 3TO U Ha YTO FOTOB, YTOOLI
GblTb BK/THOYEHHBLIM B 3TO COOOLWECTBO?

«MHe HeMHTepeCcHO UCKYCCTBO, KOTOPOE FOBOPUT C NO3ULUU NpaBAabl, A HUKO-
raa He npeabABnAna npeTeH3ui Ha npaeay. KoHeyHo, Mou pa6oTbl Nopo-
HAEHbl KOHTEKCTOM, B KOTOPOM A cerogHA paboTato, NopoxaeHbl Moer
KYNbTYPHOW MAEHTUYHOCTDLIO, U 6bINI0 HEACHO, KaK 3Ty MHAKOBOCTb MOXHO
npeAacTaBUTb B abcontoTHO Apyron cpepe. B monx paboTtax MHOro cy6beKToB,
KOTOpble NnoapamaloT HUBOTHbIM B NOMNbITKE HanaguTb KOMMyHUKauuio. MHoro
Cy6beKTOB, KOTOpble NPAYYTCA, KaMypnUPYOTCA B NOMNbITKE 6bITb NPUHATLIMU
APYrum coobLuecTBOM, Kak B BugeopaboTe «PexneH» (OT aBapcKoro «ctago»,
2009) nepdopmep, HAKPbLITbIM CTApOH AarecTaHCKOM Ly60oi M3 oBUYMHDBI (OHa
Ha3bIBaeTCA «TUMYr»), NON3aeT No 3acCHEXEeHHOMY MOS0 B OTape oBeL».

(Tayc MaxaueBa)

«OH 6bIN1 xopoluMM Yenosekom» PaH6upa Kaneku (MHgus) — ato
TPaaMUMOHHOE HMUBOMUCHOE NOMOTHO, KOTOPOE HE XO4EeT OCTaBaTbCHA
TAKOBLIM B 3MOXY ABMKYLLMXCA 0BPA30B, HO M HUKaK He xoueT obpeTaTb
KuHematorpaduueckyto dopmy. Hernosek BAEBaET HUTL B UIONKY, BCEro
MMI — 1 OH MPOCYHET ee B MrofibHOE yLIKO. Ha aTo muBonucHoe npousee-
LeH1e NPoeLmpyeTCca ero Co6CTBEHHLIN BUaeoaybnukar. Linbposoe nso-
GpameH1e NoCTENEHHO TPaHCHOPMUPYET OPUIrUHAT, MEBKAKOT CUIYaThI
3puTENem, MCTOpUYECKUe 06pasbl, MEHAETCA OCBeLLeHUe.

B nanHOM crnyuae, oaHa M3 dyHKUMIA XYAOMHMKA — AenaTb HeYTo
HEBMOMMOE BUOAMMbIM. ABTOP BUOOU3MEHAET HMUBOMUCHOE MOMOTHO, B3au-
MopewncTeya ¢ uctopuen. OH NpoeumpyeT Ha CBOM COBCTBEHHLIE XOI-

CTbl MepLaroLLme BUAe006paskl, KOTOPLIE HECYT B cebe TPaBMbl TAKENOM
UCTOPUM AMacnopsl U Murpaumn. Mctopus He duKcHpyeTcs, HO U He ocTa-

Elena Kovylina (Russia) is a performance artist;
she organizes radical actions with herself as the main
character: now suggesting that everybody hits her in
the face, now standing with a noose around her neck
on a stool, appealing to visitors to kick the stool from
under her.

Unlike an actress Kovylina is not acting — she
performs absolutely real actions which do not portray
anything beside themselves. Just a list of her projects
reminds one of a police report: arson, a disruptive dinner
at a table suspended from a bridge. In this unsafe way
she attracts mass media attention to certain social signs
which she cares about. Following the traditions of femi-
nist Western art the artist explores problems of gender
and body.

“I myself construct an unpredictable outcome; my perform-
ances initially have a binary system: it’s either yes or no.
Either | drown or | will be rescued. Either they beat me up, or
| beat them up. Knowing the Moscow audiences | conscious-
ly prepare myself for a sacrifice beforehand. The proximity
of danger is not the central emotion, what is more important
is a graphic illustration of social and political ideas that | put
in a work. The works connected with risk and pain are practi-
cally best, the most straightforward media. The aim is for
the viewer who is placed in an unpleasant situation to make
a right choice. For him to say decisively: no, I’'m not going
to fight, | won't kick that chair from under her, | won't take
this gun. To kill and to hurt is evil; I'm not rising to it. That’s
an ideal audience, the one I've not met yet”.

(Elena Kovylina)

Taus Makhacheva (Russia) films her own per-
formances. In her videos “Carpet”, “Astrakhan”, “Run”,
“Reklen”, “The Space of Celebration” Makhacheva
visits Makhachkala’s wedding halls (dressed in a white
cocoon) or rides a horse through vast steppe (dressed
as an unidentifiable fur-covered creature). Taus Makh-
acheva’s “Reklen” video (from the Avar word for “herd”)
dramatizes the relation of “us and them” in the framework
of a national culture. To insinuate himself into a flock
of sheep a stranger has to put on a Dagestan herdsman
fur coat and stand an all fours. Why is he doing this and
what is he ready to do to be included into this society?

“I am not interested at all in art that speaks from the point
of truth and | never had laid any claims to truth. Of course
my works are born out of the context in which | work
today, out of my cultural identity and it was not clear how
to present this otherness in an absolutely different environ-
ment. There are many subjects in my works that imitate
animals in an attempt to establish communication. Many
subjects hide, disguise themselves in their attempts to be
accepted by another community, as in the “Rehlen” video
(from the Avar word for “herd”, 2009) where a performer
covered by an old Dagestan sheepskin coat (timug) crawls
through a snow-covered field in a flock of sheep”.

(Taus Makhacheva)

“He was a Good Man” by Ranbir Kaleka (India)
is a classic painting which doesn’t want to stay as it
is in the era of moving images, but will not get a cinematic
form either. A man treads a needle — another moment and
he will succeed; upon this painting its video double is pro-
jected. The digital image gradually transforms the original,
viewers' silhouettes and historical scenes are glimpsed,
and the lighting is changed.

In this case one of the artist’s functions is to make
visible something invisible. The author transforms the can-
vas of a painting in an interaction with history. He projects



pulsing video images upon his own canvases, the im-
ages that carry traumas of a hard history of Diaspora
and migration. The history is not fixed nor does it re-
main unchanged. The dialogue with history allows us
to look differently on our present.

Between projection and painting, in Kaleka’s work,
the image-surface becomes the site of an acute, electri-
cally unstable presencing. In attending to the precari-
ousness of the image, its ontological indeterminacy,
the probabilism attendant on its address to us and our
reading of it, Kaleka invites us to reflect on startling
questions about the nature of the individual subjectivity
and the nature of everyday experience, with its not-
always registered densities of choice, dream, reverie
and delusion

(Ranijit Hoskote)

The video artist Almagul Menlibaeva (Ka-
zakhstan) is interested in all national and distinctive,
not only Kazakh but also symbols from various other
cultures which encounter each other. The artist puts
on national costumes of various peoples in various
situations. In Venice she went around in jacket and
high heels and felt her body and mind were very tired.
In Kazakhstan she put a Uyghur dress on and instantly
felt better (“it relaxes your head”). Now she dresses
inconspicuously — “when you are not seen it gives you
an opportunity to watch the others”.

“Milk for Lambs" (2010) is an artistic rendering
of one of the Tengriism (sky religion) myths. This reli-
gion peculiar feature was division of the universe into
three zones: the heavens, the earth, the subterranean,
each perceived in turn as visible or invisible. Almagul
defines her genre as a “punk-romantic Shamanism”.
She has created a certain concept which gives her
freedom of thinking.

“When you look into the camera you watch everything -
who turned where, how people are dressed, how they
look at you, the style of their clothing, unspoken emo-
tions and feelings. All these you record, edit, combine
and create a new reality”.

(Almagul Menlibaeva)

It's hard to say what interests Johanna Bill-
ing (Sweden) more — experimental music or dance,
performance arts or social studies. For one of her
projects she invited graduates from the Stockholm Art
College, young people of various professions, often
clumsy and awkward. They rehearsed an experimental
dance together and Johanna Billing watched the re-
sults. For another work she sent Edinburg musicians
and green-horn sailors on their first sea voyage ac-
companied by an ironic commentary of “This is how
we walk on the moon” soundtrack. In most of her
works the artists emphasizes events that are separate
from life's everyday and proper flow, awkward situa-
tions and situations of discord.

At the “Expanded Cinema” exhibition in the “I'm
Lost Without Your Rhythm” video the very pro-
cess of preparation for a dance performance filmed
in several days is presented. The audience was invited
to watch rehearsals and it was suggested the viewers
get involved into the context of this dance performance.
As the emergence of documentary film produced
the effect of “approaching reality” in feature film, so
did the emergence of video demand a “return to real-

€TCA HEM3MEHHOMN. D,MaJ'IOF C MCTOpMeﬁ No3BOJIAET NO-HOBOMY B3IMNAHYTb
Ha HacToALllee.

«[pocTpaHCTBO MexAay NpoeKuuer U KapTiHou B paboTe Kaneku cta-
HOBUTCA MECTOM CHUJIbHOIO, 3IEKTPUYECKU HECTabUIbHOIrO NPUCYTCTBUA.
Bo BHUMaHWHU K HEHaAeKHOCTHU obpa3a, ero OHTONIOrMYEeCKOW Heonpeae-
NEHHOCTH 3TO NP06abUNUCTCKOE MUPOBO33PEHHE HAET OT XyA0KECTBEH-
Horo o6pasa ero o6palleHUA K HaM U Hallero NnpoyTeHus, a cam Kaneka
npuvrnawaeT 3p1uTena NopasmbICNIMTb Hag, NyratoWuMU BonpocaMu npu-
poabl UHAUBUAYANTbHOW CY6bEKTUBHOCTH U NOBCEAHEBHOIO ONbITa, C €ro
He Bceraa KoHcTaTMpyemMmon Heo6XoaUMOCThIO BbiGopa, Me4Tbl, MOKOA

Y 3abnyxKaeHUa».

(PanomnT XockoTe)

Buaeoxynomnuuy Anmaryns Mennu6aesy (KasaxctaH) uHtepe-
CyeT HauMOHa/lbHOE M CaMOBbITHOE, MPUYEM HE TOSIbKO Ka3aXxCKoe, HO
M CMMBOJbI Pa3HbIX APYruX KyNbTYp, KOTOpble CTANKMBAKOTCA APYT C APY-
rom. XyAoHHWLA 04eBaeT HaLMOHa/bHbIE KOCTIOMbI Pa3HbIX HAPOAHOCTEM
B pasHbix cutyaumax. B BeHeunn oHa xoamna B nuamaxax, Ha BeICOKMUX
kabnykax 1 owyliana Kak yctanu ee Teno 1 cosHaHne. B KasaxctaHe —
Hajena yMrypckoe nnaTbe M 3aMeyaTefibHo cebs B HEM MovyBCTBOBaNa
(«aTo paccnabnaet ronosy»). Tenepb 0AeBaeTCA HEMPUMETHO — «Koraa
TebA He BUAAT, eCTb BO3MOXHOCTb HabntoaaTb 3a ApyruMu».

«Monoko ana arHaT» (2010) — aTto XyOOMECTBEHHOE NepeoCcMbICrie-
HWE 0QHOMo M3 MUQOB TEHIPUAHCTBA — PENTIUIMK, BbIPa3UTENIbHOM 0COBEH-
HOCTbIO KOTOPOM ABNANOCH BblAeneHne Tpex 30H BceneHHol: HeGecHOMN,
3eMHOM M MOA3EMHOM, KawaanA N3 KOTOPbIX, B CBOK o4Yepenb, BOCMPHUHM-
Manacb KaKk BUAMMAA MU HeBUAMMAA. Anmarynb onpeaenfaeT CBOM HaHp
KaK NMaHKPOMaHTUYECKMM WaMaHu3M». [lna cebs oHa BbiBena onpenenex-
HOe MOHATHE, KOTOpPOe AaeT e CBOOOAY MbILLNEHUA:

«Horpa CMOTpPHULUb B Kamepy, Habniopaelb 3a BCEM — KTO KaK noBepHynca,
YTO Hapen, KaK XKyeT, KaK B3rnAaHyn, CtunaMmu ogexabl, HeBbiICKa3aHHbIMU
SMOUHUAMH, HyBCTBaAMMH. Bce ato d)PIKCMpyeLLIb, MOHTHUpPYEeLlb, COeauHAeLb

U genaelwb HOBYIO peallbHOCTb».
(Anmaryns Mennubaesa)

HemsBecTHo, uTo Gonblue Bcero uHTepecyeT MoxaHHy Bunnuur
(LLBeuus), sKcnepuMeHTabHAA My3blKa Uik TaHew, nepdbopMaTHBHbIe
MCKyCCTBa WK CoLMaIbHble HayKu. [lnAa 0QHOMo U3 CBOMX MPOEKTOB OHa
npurnacuna BbiMyCKHUKOB CTOKIONIbMCKOMO KOJfieaKa MCKYCCTB, MOoAbIX
NtOAEN CaMbIX Pa3HbIX CELMaTTbHOCTEN, HACTO HEYKMHOMUX U HENOBKUX. OHK
PeneTMpOBaNM BMECTE SKCNEPUMEHTANbHBIM TaHel, 1 MoxanHa BunnmHr
Habntogana, 4To Nony4uTCA B peaynerate. [na apyroro nponsseae-

HWA OHa OTNpaBuna 3AMHBYPHCKUX My3bIKAHTOB M MaTPOCOB-HOBMY-
KOB B WX NEpPBOE MOPCKOE MyTeLIECTBUE NOA, MPOHWUYHbLIM KOMMEHTa-
pui cayHaTpeKka ¢unbma «BoT Tak Mbl naem no nyHe». B 6onblumnHcTBE
CBOMWX PaboT XyAOKHMLLA KOHLEEHTPUPYET BHUMaHWE 3pUTENA Ha CobbI-
THAX, KOTOPbIE BbIMNAAAIOT M3 OBLIAEHHOMO M MPaBUIIBHOMO TEYEHKA
MM3HU, Ha HENTOBKKX MOMOKEHHUAX W HA CUTYaLMAX pasnaga.

Ha BobicTaBke «PaclmpeHHoe KnMHO» B BUaeo «Huyto 6e3 TBoero
puUTMa» NpeacTaB/ieH caMm NPOLLECC NOATOTOBKKU K TaHL,eBaIbHOMY nep-
dbopmaHcy, 3aCHATLIM B TEHEHWE HECKOMbKUX AHEN. AyauTopUio npurna-
Lanu y4acTBoBaTb B HabNIOAEHUAX 3a peneTULMAMK U er Npeanaranoch
BMELLMBATLCA B CaM KOHTEKCT TaHLleBasibHOro nepdopmaHca.

Hak noaeneHve [OKYMEHTaNbHOrO KMHO OKasano adpeKT «npubnm-
MEHMA K peanlbHOCTU» Ha KMHO XyO0MEeCTBEHHOE, — TaK Ke W NoAsne-
HWe BMAEeo NoTpeboBano «BO3BPaLLEHHUA K peanbHocTH» oT TB. lNepsble
pexuccepbl-gokyMeHTanucTsl (Pnasptv, MPUPCOH) OTKPLINKM BOSMOH-
HOCTb MOCeLLaTb CKPbITbIE YFONKK MMPa M NOKa3biBaTb MMU3Hb «TaKoW,
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KaK OHa eCTb», M TaKKe NepBble BUOEO0AKTUBUCTbI, CHUMAA TPACYLLYIOCA
XPOHMKY «C nneya», cosganu mody Ha «DIY» («Do It Yourself» — «coenam
cam») U 3apasuu eto TEeNexpoHuKy, peknamy, MTV, aBTopckui KuHemaro-
rpad (B yacTHOCTH, «[dormy»).

CumynuMpoBaHHas peanbHocTb / [lpyron repom

(EpmonaeBckui, 4-1 aTam)
= Apes ManykaH (KaHapa) — «Benas Houb»
= Bopuc AnparceH (FTepmaHua) — «31o He Cure» / «3T0 He UcLeneHne»
= [poembi3a (Poccua) — «[oacHemHnK»
= BukTtop Anumnues (Poccus) — «Bot»
(Fapam)
= fn dyayH (Kutam) — «Matas Houb»

CoumanbHyto peanbHOCTb YacTO CPABHUBAKOT C 3aMKHYTOW MHTEpP-
aKTMBHOM MHCTannAunen. Kak 1 BCAKWIM XyOomeCTBEHHbIM aBaHrapAa,
BUAE0aPT MNbITAETCA NPEOA0SETh CMOKUBLUMECHA CTEPEOTUNBI U LUTAMMbI,
BbIPBaTbCA B PeasibHOCTb, B CaMy #M3Hb. [locTeneHHO noasnAeTcA
HOBbIV FrepoM, CO3atoLWMIM HOBbIE COOLITUSA Ha NepecevyeHnn n3obpa-
MEHWA W 3BYKA, BOBHWKAET HOBaA CUMyNMpoBaHHana peanbHocTb. Camo
BpemA B paboTax MeanaxyfoHRHUKOB He CTOUT Ha MecTe, a KaKk bbl pas-
BOpayMBaeTCA U paclumpseTcs.

ManuHa MeizHukosa u Cepren Mposopos — «MpoBmbi3a» (Pocuun)
B cBowx pabotax («OTuyasHue», «<Booaylwesnerue», «[OACHERHWUK») CTH-
paroT rpaHu Memay MbIC/bHO, NepeXmnBaHNeEM U co3epLaHneM. XyOomHUKK
CO34at0T CBOM MeToZ, ofyLeBneHua npupoabl. OHW cTapatoTca ocTaHo-
BMTb BPeMA UK XoTA Bbl 3aMeANIMTb ero, 0CO6eHHO A/1A yCTaBLIero Yeno-
BeKka. ABTOpbI CO34al0T AN1A 3pUTeNa MHOe, CKPLITOE OT rnas usmepe-
HHWe: «COBPEMEHHOE MOKONIEHWE 3pUTENIEN HE TOTOBO K «OTA0XHOBEHWIO»,
HO OHO HamnoSfIHEHO HEOCO3HAHHOM TOCKOM MO HMW3HEHHOM HEOBXOAMMOCTH
BbIK/tOYATLCA M MCYE3aThb. ...

«MNoacHemHWK» — HoBaA paboTa AyaTa — paccMaTpuBaeT caM crnocoo,
KaK1UM YENOBEK BUOMT Y BOCMPUHWMAET OKpyHKatoLwmii Mup. OTa paboTa —
06 «OTCTPaHEHHOCTU» U «AUCTAHLMPOBAHUKW» KaK MEeTOAax.

Benble cTeHbl, oTpamarome AOMUHUPYIOLLYHO BENOCHEKHY0 aBTop-
CHYIO MPOEKLMIO. ..

N3o06pameHuna, oTpamatrolimMeca B iyqax 6enmaHbl. ..

Beptonet — Kak meTadopa rHeTyLen TEXHONOMMK. ...

«MOHTaMHbIe «aTTpaKUMOHbI» OKa3biBaloTCA BpamaebHbiMU. [JencTBue cTa-
HOBUTCA MaNnoBaMHbIM, U306parKeHHe OTKpbIBaeTCA BHYyTPEHHEMY B3rnagy.
Ecnu roBopuTb 0 «BooayLueBneHuu», To Hac «BoogyLLueBua» HUBOMUCh Npe-
padasanuTtoB. B «OT4yaaHMK» Bbl MOXKeETe yragaTb 6perreneBcKylo BU3yarb-
HOCTb U YNOBUTb BOCMOMHWHaHWA O paHHEen KMHO3CcTeTUKe Muknowa AH4o».

(TanuHa MbisHurosa u Cepreit [Mposopos)

B urpax ¢ KaTeropmamu «xy[oMeCTBEHHOI0», «KMHeMaTorpadpuye-
CKOro» u «TexHonornyeckoro» Apes MaHyksaH (KaHaga) 6pocaeT Bbi30B
BooGpameHuto. Ero Buaeo «benas HoUYb» cAEnaHo B CTUIMCTUKE Yep-
Ho-6enoro kuHemaTorpada 50-x, 0HaKO UCTOPUA O BHE3AMNHOM YyBCTBE,
BOSHUKLLIEM MEMay ABYMSA HE3HAKOMBIMU NIOALMM, NepefaHa ¢ NOMOLLLHO
HOBEWMLLUMX KOMMbIOTEPHbIX TEXHOMNOT M.

®unbM 3axBaTbIBaET YNETPAMEASIEHHBIM BOCTIPOU3BEAEHUEM ABUKE-
HWA, FepoU B HepearbHOM NPOCTPaHCTBE NPUTATMBAKOTCA APYr K APYrY
C TaKUM MarHEeTU3MOM, YTO HUYTO BOKPYT — HWU BUEHWE CTEKON, HW CKO-
POCTb TPAHCTOPTHOrO NMOTOKA HE MOTYT yAEePHaTb UX APYr OT APYra.

ity’ from the television. The first documentary filmmak-
ers (Flaherty, Grierson) have discovered a possibility
to visit the hidden nooks of the world and show life
“as is”, and so did the first video activists by shooting
a trembling chronicle “off-shoulder” create a “DIY”
fashion and infect TV newsreels, advertisements, MTV
and auteur cinema with it (for instance, the Dogma).

Simulated Reality/Another Hero

(Yermolaevsky, 3d floor)
= Arev Manoukian (Canada) — Nuit Blanche
= Boris Eldaksen (Germany) — No Cure
= Provmyza (Russia) — Enthusiasm
= Viktor Alimpiev (Russia) — Vot
(The Garage Centre)
= Yang Fudong (China) — Fifth Night

Social reality is frequently compared to a closed-
circuit interactive installation. As any artistic avant-
garde, video art, too, tries to overcome the existing ste-
reotypes and clichés, to break through to reality, to life
itself. Gradually the new hero emerges, creating new
events at the crossroads of image and sound, and new
simulated reality appears. In the works of media artists
time itself doesn't stand still, it unfolds and expands.

Galina Myznikova and Sergey Provorov — “Prov-
myza” (Russia) erase the border between thought,
experience and contemplation in their works (“De-
spair”, “Enthusiasm” and “Snowdrop”). The artists
create their own method of nature personification.
They try to stop the time altogether or at least to slow
it down, especially for a tired man. The authors create
another dimension hidden from the eye for their view-
er: “the contemporary generation of viewers is not
ready for “repose”, but is filled with an unconscious
yearning for a vital necessity to shut down”.

“Snowdrop” — the duo’s new work — explores
the way in which a man sees and perceives the sur-
rounding world. This work is about “distancing” and
“detachment” as methods.

White wallls reflecting a dominant snow-white
author’s projection...

Images reflected in the white rays...

A helicopter as a metaphor of the oppressive
technology...

“Montage attractions” can prove to be hostile. Action
becomes unimportant; the image opens to the in-
ner eye. Talking of “Enthusiasm” we were inspired by
the Pre-Raphaelite paintings. In “Despair” you can trace
the Breughel visuality and catch glimpses of early Mik-
l6s Jancsé film aesthetics”.

(Galina Myznikova and Sergey Provorov)

Playing with the categories of “artistic”, “cinematic”
and “technological” Arev Manoukian (Canada) chal-
lenges the imagination. His “Nuit Blanche" video is styl-
ized to look like the black-and-white films of the 1950s,
but the story of a sudden infatuation of the two strangers
is told using the state-of-art digital technology.

The film fascinates by its ultra-slow reproduc-
tion of movement, the characters situated in an unreal
space are drawn to each other with such a magnetism
that nothing around them — nor the glass breaking,
nor the speed of the traffic — can hold them apart.

“l wanted to take that moment of attraction and stretch
it in a hyper-real fantasy where things unfold like slow



moving photographs. | wanted to create something
beautiful within the cliché. It is a daydream put on film
that turned out exactly how we imagined it”.

(Arev Manoukian)

Based on the structure of karaoke, “No Cure" by
Boris Eldagsen (Germany) features people singing
the lyrics of three songs by The Cure. The composer
who wrote the score used leitmotifs of Richard Wagn-
er's opera “Gétterddmmerung” (Twilight of the Gods)
to accompany the lyrics. Boris Eldagsen has 80-year-
old Germans singing these songs. A word-play on
the title, the work refers to the problems of life and
decline, greatness and memory.

“I consider myself to be a bridge between the genera-
tions. With each overkill of visual information you will
have a rise of meditative strategies against it. Extremes
will always be followed by their opposites. As an artist it
is better to look into yourself than to look out for a par-
ticular audience. Be timeless and you will be current”.
(From an interview with Boris Eldagsen, MediaArtLab, 2011)

For Viktor Alimpiev (Russia) his videos are like
miniature literary works. In “Vot” a group of five actors
performs a vocalise, a musical composition composed
of vowels only. At some point a viewer reads clearly
a vocalise analogue to the word “vot”", emphasized
by the musical and compositional logic — the voices
synchronize and sound in accord. The actors restrain
and support each other. Theater companies, accord-
ing to the author, “are an amazing kind of team. This
is not friendship, nor love or hate... It is something a bit
artificial, a bit simulated...This is something special.
Like a score is in music!

“We touch an artwork with our gaze “just as much as we
can” and take the memory back with us. In other words,
we try to commit it to memory. You don’t have to commit
a film to memory — we are in its power as we watch it,
the quality of our memory of it is not our job. “

(Viktor Alimpiev)

Films by Yang Fudong (China) are visually beau-
tiful meditations on the philosophic questions of ex-
istence, transferring viewers' attention from the outer
world of his characters to their inner world. The sev-
en-screen “Fifth Night" in made in a film-noir style.
The author recreates its atmosphere so that the view-
ers could enjoy the aesthetic frames, the vintage
Shanghai exotics and the sophisticated philosophical
problems, the vague and rippled combinations of light
and shadows which hide more than they reveal.

The filming was realized using three horizon-
tally directed cameras to create an impression
of an object’'s movement through space (the first
camera is focused on the landscape, the second on
the moving frame, the third — on the object itself).
Yang Fudong calls this a “multi-angled vision” — he
introduces new elements, the picture becomes more
and more multi-layered and deep, the image revolves
inside another image.

Where, before me, are the ages that have gone?
And where, behind me, are the coming generations?
| think of heaven and earth, without limit, without end,
And | am all alone and my tears fall down.

Chen Ziang. On a gate-tower at Yuzhou

«fl XOoTen B3ATb MOMEHT BIeYEHUA U pacTAHYTb ero B runeppeanbHyLO ¢aH'
Ta3uio, B KOTOpOFI p,eﬁCTBMe pacHKpbiBaeTCA KaKk GV.D,TO B MmeasneHHo aBu-
Wylenca ¢poTtorpadun. A xoTen cosaaTh HEUTO NPEKPAcHoOe U3 WTamna.
910 Me4yTa, BomnjoweHHana B ¢Mnbme, KOTOpaA OKa3biBaeTCcA UMEHHO TaKOFI,
KaKoM Mbl ee npeacrtasnanu».

(Apes MaHykaH).

CrpykTypa pabotsl Bopuca dnparcena (Ffepmanua) «31o He Cure»/
«3TO He UCLLeNIEHNE» OCHOBaHA HA KapaoKe-MUCMNOSIHEHWW NEeCEH rPynmbl
«The Cure». Komnoautop, HanucasLwmiM Ana HUX My3bIKy, UCMOMb30Ba
menoguu TetTpanorumn BarHepa «Cymepku 6oros», a y Boprca SnpgarceHa
3TW NECHMW MOKT BOCbMUAECATUNETHHUE Hemubl. Mrpaa cnosamu, 3ano-
EHHBIMW B HA3BaHWK, OH OTCbINAET K NPOGIEMATUKE HMU3HUW U yracaHus,
BENMYMA M NaMATH.

«f] cunTaro ceba MmocTom Mexay NOKOJNIeHUAMMU. C Ka)K.D,Oﬁ HepeﬂO3MpOBHOl71
anyaanoﬁ HH¢OpMaLIMPI 6yp,yT pacTtu meanactTpaTtermu npoTUBOCTOAHUA.
3a aKcTpeMymom Bceraa cnenyeT ero NpoTUBOMNONOKHOCTb. [N Xyaom-
HUKa ny4yuwie BrnaabiBaTbCA B Ceﬁﬂ, YeM UCKaTb U3BHE CBOIO ny6nm(y.
ByobTe BHe BpeMeHH — U Bbl 6yaeTe aKTyanbHbI».

(M3 unTepebio Bopuca Anparcena «MeguaApt/lab», 2011)

[na Buktopa Anumnuesa (Poccus) ero paboTbl — 370 ManeHbKue
nuTepatypHble npousseneHus. B pabote «BoT» rpynna dpaHLy3cKux aKTe-
POB UCTONHAET BOKAIU3 — My3bIKaITbHYH KOMMOSWULMIO U3 OLHUX MTACHbIX
3BYHOB. B KaKOM-TO MOMEHT 3pUTENb YETHO MPOUUTLIBAET HEKMI BOKANBHIN
aHasnor Cnosa «BOT», BbIAENEHHbIM My3bIKaIbHOM M KOMMOBULIMOHHOM Norv-
KOWM, M UMEHHO TOra rofloca CUHXPOHUBYHOTCA M 3BYYaT COMMacHo. AKTepbi
COEPHUBAIOT M NOAAEPHUBAIOT APYr Apyra. TeaTparsHsle Tpynbl, No Cro-
BaM aBToOpa, — «aTO YAMBUTENLHOE COCTOAHWE KOMNEKTUBA. DTO He Apymba,
HE NM0BOBb, HE HEHABUCTb. .. DTO HEMHOMHKO UCKYCCTBEHHOE, CUMYTMPO-
BaHHOE. .. DTO YTO-TO 0CoBeHHOe. KaK B My3blke — napTuTypan.

«I'IpousBep,eHMe HUCKYCCTBa Mbl Tporaem B3rnAaAoM «Kak MOX¥em» — U YHOCHUM
c co6or BOCNOMHWHaHHe. D,perMM CclioBamMH, Mbl CTapaemcAa ero 3anoMHuUTb.
HMHOd)HﬂbM 3anoMUHaTb He HYHHO — NOoKa Mbl CMOTPUM dJPIHbM, Mbl B €ro
BNnacTH, Ka4eCTBO BOCNOMHWHAHHUA O HEM — He Halla paGOTa».

(BukTtop Anmmnues)

®unsmel iHa PyayHa (KUTai) — BusyansHo KpacuBsle MeauTaLmm
Ha durnocodckre Bonpock! HGbITUA, NEPEBOA BHUMAHWUA 3PUTENA C BHELL-
Hero Mupa repoes Ha BHyTpeHHUH. CemuakpaHHyto paboty «[latas
HOYb» aBTOP CHUMAET B CTUINCTHKE ¢unnbmoB-Hyap. OH BocnponsBoauT
nx aTMocdepy, 4ToObl 3pUTENM MOITINM HACNAAUTLCA SCTETCKUMM Kaf,-
pamu, LaHXaMCKOM BUHTAMHOM 3K30TUKOM, M3OLLPEHHOM drnocod-
CKOM NpobnemaTrKon, 3bI6KUMKU U HEACHBIMW COYEeTaHUAMKW CBETa
U TeHel, KoTopble BOsIbLUE CKPLIBAKOT, YEM MOKA3bIBALOT.

ChbeMKa BbINonHeHa TpeMs Kamepamy ropU3oHTaNIbHOro
HanpaBsfieHUs ANA CO3[4aHWA BneYaTeHna OBUKEHNA 06 beKTa CKBO3b
npocTpaHcTea (04Ha Kamepa ChOKyCUpOoBaHa Ha nensame, Apyrasa Ha
ABUMyLLEMCA Kaape, a TpeTbsA — Ha caMoM obbekTe. AH PyayH Hasbl-
BaeT 370 «MHOroOpaKkypCHbIM B3rNAAOM» — OH BBOAWT HOBbIE 3/IEMEHTHI,
n3obpaxeHne cTaHOBUTCA BCe Honee 1 6onee MHOrOCNOMHbLIM K1 rny6o-
K1M, 0O6pa3 BpalaeTcA BHYyTpHU obpasa.
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«Hawemn }U3HU 3eMHOM AHU U roAbl NPOXOAAT, creLa. ..
3opH B 34€ELIHUX KpafAX CKPbITbl AbIMKOM TymMaHa nog4ac...
Mex 6aMmbyKoBbIX poLl, B Xxpam YHKynMHbCKUI CTPEeMUTCA Aylia...
BHOBb cloga NPUXOAUTb NOCHACTIMBUTCA MHOIO NK pa3?»
(Uwy dan)



NpoeKTbl
Projects

[IpocTpaHcTBa NamATK / CrMBONMYECHUE MYyTELLIECTBUA
Spaces of Memory / Simbolic Journeys






MwuoHa TaH
Noabem n nageHue

HwoeppaHas! /VIHgoHe3wa, 2009
OByxHaHanbHaa HD-nHcTannAumA, useT, crepeo, 21'

«[amaATb — 970 cKnaj Ha pabpurKe BpeMeHW», — FOBOPUT
XyoOXHULUA, poauBanca B MHaoHe3uu, BelpocLuas B ABCT-
panuu, *xuBywan B Hugepnangax v ctaBlias 3HaMeHUTOM
HaCTOJNIbKO, YTOObI MPEACTABATL STy YyHyto AnA ceba cTpaHy
Ha 53 BeHeuwnaHcKol 6ueHHane. [1na rnaBHOro Toprosoro
nopta cpeaHeseKoBow EBponbl oHa cospaeT B1aeomcTo-
PUIO O ManbyMKe, yexaBlleM Ha BOCTOK M CTPaHCTBOBABLLEM
ABajLaTh NATb NeT, — BeHeuuaHcKoM Ryrue Mapko lMNono. Ee
KpacoYHble, CO MHOMMMW AEKOPALIMAMU BUAEO CTAHOBATCA
Pa3MBbILLTIEHUAMM O COBCTBEHHOM MAEHTUYHOCTH «Npodec-
CHOHaJIbHOM MHOCTPaHKW» W AeKnapalei NoCTOAHHOM
TeMbl — MHOFOBEKOBOM MCTOPUK B3aUMOOTHOLLEHWIA MeXay
BOCTOKOM W 3anagom. B 6ecenax ¢ apT-KpuTHKamm oHa pac-
CKasblBaeT O 3bl6KMX B3aMMOOTHOLLEHUAX MEHOY 3PEHUEM,
NamMATbIO U 3HAHWEM, O HEHAEHHOCTH MNas, O NPOTUBOPEYM-
BbIX B3aMMOOTHOLLEHWUAX MEXIY CIOBOM U 06Pa30M, MEwAY
$aKTOM M BbIMBICTIOM.

Courtesy of the artist, Frith Street Gallery, London and Wako Works of Art, Tokyo. Intstallation photos: Per Kristiansen

B pa6orte «[logbem v nageHne» xyaoxH1La M3obpa-
MaeT naMATb — caM B3rnAag, obpalleHHbIi B MPoLLUioe, ero
OTHOLLEHWEe K 06pasam, KOTOpble Mbl HOCUM B cebe. ITo
ABYXKaHanbHaA MHCTaNNALWA, TAE Mbl BUOWUM TMOKUITYIO KeH-
LLMHY, BCMIOMMHAIOLLYO CBOIO MONIOAOCTb. [ToBCeaHeBHbIe
Aena: NPUHATME BaHHbI, NPOryfiKa Ha NPUPoAe, OAeBaHue —
BbI3bIBAIOT B NAMATM ONpeaeneHHble 3M1M30A4bl UK CHU-
Tyaumun. O6pasbl nepeTeKatoT U3 NPOLLMIOro B HacToALLee
1 06patHo. Memay HUMK Mbl BUOMM CbEMKK TEKYLLEH,
neHsALencA, 6ypnALLei Boabl Kak MeTadopbl NOTOKA NaMATH,
CTaHOBNEHWUA U CMEPTH.



Courtesy of the artist, Frith Street Gallery, London and Wako Works of Art, Tokyo. Intstallation photos: Per Kristiansen

Fiona Tan

Rise and Fall

Netherlands/Indonesia, 2009
HD installation,two channel, colour, stereo, 21'

“Memory is a fold in the fabric of time” — says
the artist. Born in Indonesia, she grew up in Australia
and now lives in the Netherlands, where she became
so famous that she represented this once strange
country at the 53 Venice biennale. For this major port
of commerce of the medieval Europe she created
a video story of a boy who went east and travelled
there for twenty five years — the Venetian merchant
Marco Polo. Her colorful videos with many stage sets
become a meditation on her own identity of a “pro-
fessional alien” and a declaration of a permanent
subject — centuries-long history of relations between
West and East. In her conversations with art critics
she talks of the unstable interrelations between vision,
memory and knowledge, of the untrustworthy eye,
of contradictory relations between word and image,
fact and fiction.

In Rise and Fall the artist examines memory —
the retrospective gaze and its relationship to the im-
ages we carry within ourselves. A double projection,
the work shows us an older woman who is reminisc-
ing about her life when she was still young. Memories
of particular scenes or situations are triggered by
everyday activities: bathing, walking in nature, getting
dressed. The images move back and forth between
present and past. In between these impressions we
are confronted with footage of flowing, frothing, whirl-
ing water as a metaphor for the flow of memory, for
becoming and passing.
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HepeH CutTep
YeTbipe ce3oHa

V3panns /I'epmanva, 2009
16:9, undposoe BMOEO
UBeT, 3ByK, 12'

«...B Hayane ¢unbma «YHeTbipe ce3oHa» TopHecTByeT
CTUJIUCTUKA HEOHyapa — NO34HMM XMYKOK NNtOC KUTY 80-x:
MNacTWHKa UrpaeT ApaMaTUyHyto My3blky ayaTta PeppaHTe-
Tawxep, ryctasa «KMHOLIHaA» KPOBb CTEKAET Ha besble NnThI
nona, CHer Kpy»WTCcA B KBapTUPE, M OAMHOKAA HEeHLLMHA
NogHWMAaeTCA NO TEMHOM, 3aKOMYEHHOW NeCTHULLE. XyOom-
Huua Jlocu LLTanH B ponu rmasHOM reporHn — 6ecnyTHOM
FONNMBYACKOM KPacOTKK, BecneyHo HaadyBaroLen anble
rybKu, o4eTOM B NnaTbe C IeonapAoBbIM NMPUHTOM U PO3OBbIM
ceuTtep. «M3BuHKTE, A — JTiock, Bawa cocenKa ¢ TpeTbero
aTaxa. Y Bac My3blKa Urpana C/MLIKOM FPOMKO, TeNnepb OHa
3aTmxna, HO BCe Xe...», — HaBcTpedy Jltocn BCcTaeT u3 BaH-
Hbl BEICOKMM OOHaMEHHbIM MY}K4YKMHA, NeHa NPUKPbLIBAET ero
6enpa. JTlobrTenm MArkoro NOpHO No Mepe pas3BepTbiBaHWA
9TOW CLEHbl YYBCTBYIOT HEYTO 3HAaKOMOeE, HO 3TO He npe-
NOOMA K NIOBOBHOMY aKTy — MY¥4YMHa CMyLLAETCA U 30BET
KaKylo-TO *KeHLLMHY no umeHn Crenna.

B xone ¢unnbma KoHPnuKT obHaxaeTcA. [NoBecTBoBa-
HWe nepekntoyaeTca ¢ uctopmn CTennbl Ha TparMyecKui
pacckas o pa3buTom cepaLie 1 ybMHCTBE B CeMbe, Hanomm-
HaroLwmMi «Tpameari-wenaHue» TenHeccun Yunbamca (1947),
n Ha Jlrocu. [onoc 3a Kappom onuceiBaeT 34aHWe, MCMNONb3YA
apPXMTEKTYPHbIE 3NIeMeHThI B Ka4yecTBe MeTadop NoBeAeHHA
nogen. Hatapcrcom ctaHoBUTCA M306parkeHWe nocnenosa-

TENbHO B3PbIBAOLLMXCA OOBEKTOB: TOPTA HA AEHb POKAEHUS,
POXIOECTBEHCKOM enku, NpourpbiBatens. Punbm «HeTtbipe
ce3oHa» BocneBaeT Bce danbliMBOe, NpeanaraeT 3puTento
BM3yaslbHblE KNULUE, CAENaHHbIe «Ha KoneHKe» crneuadder-
Tbl U AePEBAHHYIO Urpy aKTepoB. Ho KaknMm-To o6pasom

y CutTep 310 nonyyaeTcA TporatesnbHo, a He UMHKWYHO. B ee
paboTe NoAYEePKUBAOTCA TONTbKO OTAENbHBIE MOMEHTbI YyB-
ctBa. Kak mMyunHa 13 «HeTbipex BpemeH roga» o6bACHAET
Crenne: «A niobun T1eba Toroa v A nobnao 1eba ceryac».
Crenna oTBevaeT: «...Tbl TOMKHYN MeHA. A CUNbHO yaapunach
ronosor 06 non, Yyepen TpecHyn. [...] Tel cnoman MHe cruHy.
Honenu. Tel pa3bun moe cepaue». OueBMaHoO, 4TO B TOT MO-
MeHT OH He ntobun Crenny.

CuTtTep HapoOUYUTO OEMOHCTPUPYET KOHGIIMKT CTUNEN —
CHATBLIMA B JOMALLHWX YCIOBWAX XUYKOK, FONTMBYACKWM rna-
Myp HM3Koro KadecTBa, Camtoens BekkeT B cTUNE MblfbHOM
onepsbl, MArKOe NOPHO U GEMUHU3M — OHA MaHWUMynupyeT
CNOXMBLUMMMCA B KyNbType NpuemMamu, a pesynstaT MeHAeT-
cA oT 6aHa/IbHOrO K YTOHYEHHOMY, OT HEJTIOBKO-KOMWYECKOrO
[0 BybrapHO-COppeasiMcTM4eCKOro».

Hatn Hobn B ®ypHane «Ppus»,
N2 123, man 2009

Courtesy of SCHAU ORT



Courtesy of SCHAU ORT

Heren Cytter
Four Seasons

Israel / Germany, 2009
16:9, digital video
colour, sound, 12'

“Four Seasons opens with a neo-noir celebra-
tion of late-Hitchcock-meets-1980s-kitsch: a record
plays dramatic music by Ferrante & Teicher; thick
fake blood drips onto white tiles; snow whirls through
the apartment and a lone woman climbs a dark, smoky
staircase. Artist Lucy Stein plays the female lead as
a wayward Hollywood beauty, clothed in a leopard
print dress, teamed with a pink jumper, red lips pouting
nonchalantly. ‘Excuse me, my name is Lucy, I'm living
next door, second floor. | wanted to complain about
the music, it's stopped now but..." Lucy is confronted
by a tall naked man, rising out of the bath as bubbles
float across his upper thighs. Softcore porn enthusiasts
might feel momentarily at home as this scene unfolds,
but rather than a fast-track to the act of love, confused,
the man starts calling for a woman named Stella.

As the film unravels, conflicting narratives are
revealed, switching between the stories of Stella,

a tragic tale of heart-break and domestic murder, ech-
oing Tennessee Williams' A Streetcar Named Desire
(1947), and Lucy. A voice-over describes the building
using its architectural elements as metaphors for hu-
man behaviour. Climaxing with a series of spontane-
ously combusting objects — birthday cake, Christmas

tree, record player — Four Seasons is a homage to all
that is fake, showcasing visual clich's, lo-fi special
effects and deadpan delivery. Yet, somehow, Cytter
creates a sense of poignancy rather than of cynicism.
Cytter's work emphasizes only multiple fragmented
moments of feeling. As the man in Four Seasons ex-
plains to Stella, ‘I loved you then and | love you! Stella
replies ‘... you pushed me. Head hit the floor so hard
and my skull cracked wide open [...] You broke my
back. My knees. My heart! Clearly he wasn't in love
with Stella at that point.

Cytter flouts her style clashes — home-movie
Hitchcock, lo-fi Hollywood glamour, soap-opera
Samuel Beckett, soft-core feminism — manipulat-
ing these cultural tools with results that range from
the banal to the sublime, from the embarrassingly
comic to the vulgarly surreal”

Kathy Noble in Frieze Magazine,
Issue 123, May 2009
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Oyr AnTKeH

Hom

CLLIA, 2010
OfHOKaHanbLHoe BUAEO
4.3, 9

B pa6orte «[lom» noKadaHbl poomTeN XyO0MHWKA, HanpA-
HEHHO CUAALLME 3a CTONIOM B pogHOM Aome AvTkeHa. Jlnuom
K Ly, NPUCTaNBLHO MAAA APYr APYry B [1a3a, ero poauTenu
CUOAT, NOKa BOKPYI HUX NadatoT 0610MKK U pylumnTtea oM. O6a
repos OCTatoOTCA Liefbl, HO Cam A0M pa3pyLUaeTca U nponajaerT,
0CTaBrAA TOMbKO Crea, cBoero gpyHaameHTa B NyCTOM Mnpo-
CTpaHCTBe, KOTOPOE MOCTENEHHO UCYEe3aeT B 3aBepLUatoLLen
cueHe. Ha npoTameHun Bcero punbma HY pasy He NoKasbl-
BAETCA MeXaHWKa paspyLUeHWs. DT MexaHW3Mbl CTaHOBATCH
4aCTbO PaCLUMPEHHOMO NMOBECTBOBAHWA, OTChINAaA 3pUTens
K NpoucxogALlemy 3a npeaenaMu Kagpa.

Courtesy of 303 Gallery, New York; Galerie Eva Presenhuber, Zirich; Victoria Miro Gallery,

London; and Regen Projects, Los Angeles.

«[JoM» 9KCNOHUPYETCA KaK MHCTANNALMA Ha OBYX MO-
HUTOpPAX, CTOALLMX cpedn Mycopa 1 obnomkos. U 3putens
CMOTPHT GUIIbM B OKPYHKEHWUM 3THX OBIIOMKOB, MOrpy*KanaCh
B OCTaHKM TOro, 4To HeKoraa 6eino aomom. MccnenosaHue
TEM U30MALMKU U IMOLIMOHANBHOMO OTUHYHAEHWA B FOPOLCKOM
cpeae, «dom» — MeaieHHO ABUKYLLMMCA GUIMbM, UrpatoLLMK
C NamMATbIO U TEMNOPASIbHOCTHLHO.



Doug Aitken
House

USA, 2010
single channel video
4:3, 9

Courtesy of 303 Gallery, New York; Galerie Eva Presenhuber, Ztirich; Victoria Miro Gallery, London; and Regen Projects, Los Angeles.

House depicts the artist's parents stoically
seated at a table in a house, Aitken's own, in fact.
Facing one another, his parents' gaze locked, debris
and fragments of the house fall around them. The two
protagonists remain untouched as the house crum-
bles and disappears, leaving only the demarcation
of its shape in an empty lot that fades in the closing
scene. Throughout the film, the apparatus of destruc-
tion is never shown. These devices become part of
the film's expanded narrative, implicating what hap-
pens outside the framed image.

House is exhibited as an installation shown
on double monitors set in the midst of rubble and
detritus. The spectator views the film surrounded by
remains, becoming immersed in the fragments of what
was once a home. Exploring themes of urban isolation
and emotional alienation, House is a slow moving film
that plays with memory and temporality.
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pynna «CuHun cyn»
Anexcen [Jobpos, Janunn Jlebepes,

Banepun NaTtkoHeH n AnexcaHgp JlobaHos

MeTtenb

Poccwa, 2008-20038
BuaeovHcTannAaumA, 13
3BYyK — [enmc BenbepH

«MeTenb» — 3aKntoYUTENbHAA YAaCTb BUOEOTPUNTUXA
(npeabioywme yactv — «AwenoH» 1 «O6opoHa»). DTH paboTsl
obbeanHAeT yCIOBHO-BOEHHaA Tema, a Takke cnocob obpa-
weHuA K 3putento. OH Kak Obl BOBNEKAETCA B NPOUCXOAALLEE
Ha aKpaHe: ayaMTOpHUK NpeanoxeHa ponbk Habnopatens
WK CNyYamHOro CBUAETENA HEKOM TanHOM onepaumu,

WK pa3BeAYMKa, BbIHYKOEHHOIO BbICEHKUBaTb NepemMeLLe-
HWA rPY30B 1 HMMBOM CUIIbI.

CyTb 3aKn04aeTca B TOM, YTO HUKAKOW ACHOCTW Nocre
NnpocMoTpa He obHapy*MBaeTCA: 3pUTeNb-pa3BeiynK He
B COCTOAHWM HW BbIYUCIIUTL 06BEM rpy3a, HW ero copep-

aHWe, HU HanpasneHue ero nepemelteHus («Awenon»),
HEACHOM OCTaeTCA W AUCMO3ULMA CUJl, BeAYLIMX HEKWE
6oesble aencTaua B TymaHe («O6opoHa»); HabnoaeH e e
3a nepemeLLeHreM Gerywmx nog cHerom nogen («Metens»)
TaKiKe NpenogHocuT 6orbLUe BONMPOCOB, YeM OTBETOB:

KTO 9T NtOAMP 3TO BOEHHbIe? BGEXEHLbI? CMOPTCMEHBI? Au-
BEPCaHTbI? Kyda M OTKyda OoHW 6eryT? ato nepebpocka cvn?
OTCTYynneHne? BoMHa 1 370 BoO6LLE?

Courtesy of the artists



The Bluesoup (Siniy Sup) Group
Alexei Dobrov, Daniil Lebedev, Valery Patkonen,
Alexander Lobanov

Blizzard

Russia, 2008-2009
Video installation, 13'
Sound: James Welburn

Courtesy of the artists
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Blizzard is a final part of the video triptych or its contents, or the direction of its movement
(the other two are Echelon and Defence). These (the Echelon), the disposition of forces conducting
three works are united by a quasi-military subject and ~ some kind of a military operation in the fog is also
a common way of addressing the viewer. He is seem-  uncertain (Defence). Watching the people mov-

ingly involved into what is happening onscreen, ing around in the snow (Blizzard) also poses more
it's suggested to him to watch the action through questions than it gives answers: who are all these
the eyes of a casual witness of a certain mysteri- people? Are they soldiers? Refugees? Sportsmen?
ous operation or a spy who has to trace movements Saboteurs? Where are they from and where are they
of cargo or manpower. going? Is it a deployment of forces? Is it a war at all?

Essentially nothing is clear after the screening —
the viewer/spy cannot guess the cargo’s quantity



Jlecnun TopHTOH
BuHOKNb

CLLIA, 2010
HD-81aeo, Tpu 3aKonbLOBaHbLIE NMPOERLMN
13 cepum «buHokoney, 8'

Pa6ota cocTouT M3 pAga MOHUTOPOB G NNOCKUM 3K-
paHoM. Ha Kawaom noABNAKOTCA ABa KPYI/bIX MNONA: cnesa
M306paKEHNA HUBOTHbIX, MTUL, PENTUANK, PbIO, MIEKOMNU-
TalOLLMX, HEKOTOPbIE U3 HUX IK3OTUHECKUE, APYr1e — 3HaKO-
Mble U NPUBbIYHbIE, BCE MPEKPACHO 3areyaTt/ieHHble, CHATbIE
B AMKOW NPUPOAE; crpaBa — n3obpaxeHre cBopaymMBaeTcA
camo B cebA LLeHTPOCTPEMUTENbHBIMU Y30paMu, KaK B Kanen-
nockone. [1Ba Kpyrmbix NonA TeCHO CBA3aHbl APYr C APYroM:
OBUMEHWA HMBOTHbBIX CreBa NPeBPaLLaTCA B SNEeraHTHYHO
MaTemMaTU4eCKyto abCTpaKkLMio crnpasa.

ObPEKT HEOKMAAHHBIM U FMyBOKUI — 3pUTENb 3ameya-
€T CaMble He3HaUYMTENbHbIE COBWIMM UK TON4YKM (Hanpumep,
61eHUe MaeHBKOro CepaeyYKa) Cnesa, NoToMy YTO B TO e
camoe BpeMA pe30HUpYHoLLee ABUKEHME, YMHOKEHHOE,
nepepaboTaHHOE M CBOpaYMBalOLLLEECA OTPAKAETCA B y30pax
cnpaga. 34ecb HeT aHTponoMopdur3ma, HUKaKoOW AUCHEEB-
CKOM YMWNBHOCTH, HUKAKOM MAEHTUDHUKALMKU UK OAOMaLLHK-
BaHWA. TOPHTOH JaeT Ham B3MMAHYTb HA MUP A0 NOABNEHUA
A3bIKa, BHELLHWI MO OTHOLLEHUIO K NOTPebNeHno, HEMOW,
Npo3payHbIii 1 abCONOTHO «ApPYrom»,

Pa6ota kamepsl y Jlecnn TopHTOH NpekpacHa 1 cosep-
LaTeNnbHa, OHa CXBaTbiIBAET MOMEHTbI OTHOLLEHWM XULLHWK/A0-

6bl4a — camble HeynoBUMblE MMHOBEHHA U GpOPMbI NOBEAEHHA
n mopdonoruun. Bce ee TBOPHECTBO NPOHWMKHYTO 3TOM HanpA-
MEHHOCTbHO, MOYTU 6ONE3HEHHO TOYHOM POKYCUPOBKOM Ha dyH-
AaMeHTasnbHbIX acneKTax CyLecTBoBaHWA B Mype. B rnasHom
npouaseaeHn TopHToH, «[errv n Ppepg, B agy», HanpUmep,
LYMHaA KaKoPOHMA NOCTANOKATMMTUYECKOro Mycopa, OKpY-
watoLero ee repoes (ABoWX Aetent), 6bina HUBOH, yrpomato-
LLEM, POMAAIOLLEN MPO3PEHUA, U CMACEHWA OT Hee He Bbino,
MOTOMY YTO 3pUTenen ByKBanbHO 3aTArMBao B 3TOT MUpP. Mel
efBa MOITM CTPaHCTBOBATbL MO Hemy 6e3 Toro, YTobkl He ObiTb
MONMHOCTLIO MOMOLWEHHBIMM (reporyecKoe noseaeHWe criacaeT
B utore Merrv 1 Ppepa, a TakKe U HaG camux). M Takmwe Mbl
B3BO/THOBaHbI B3aMMoobpallleHeM NPOCTPaHCTBA HUBOTHBbIX
W aHnmaLmm B «BbuHokne».

Mprpona He BNMCLIBAETCA B Kakyto-NMbOo KaTeropmto,
He (BOC) NPOU3BOAMTCA, HE OrPaHUYMBAETCA U HEe CAEPHUBA-
eTCA, HO oTpaxaeTCcA B HEOOLIYHOM W 3nieraHTHOM 3epKare,
KOTOpOE NMpHW3HaeT, YTo NpocTpaHcTBo [pyroro B o6pase mu-
BOTHOIO HanonHAeTcA abCTPaKTHOM MCKYCCTBEHHOCTbIO, TaK
KaK paKTMYeCKW B HEM M3HaYaslbHO He ObiNo HMYero, Kpome
MCKYCCTBEHHOCTH.

Courtesy of Leslie Thornton and Winkleman Gallery



Leslie Thornton
Binocular

USA, 2010
HD video, three edited loops
derived from the Binocular series, 8'

Binocular consists of a series of flat-screen
monitors. On each screen two circular fields appear:
on the left, images of animals — birds, reptiles, fish,
mammals, some exotic, others familiar and common-
place — beautifully captured, filmed in the wild; on
the right, the image is folded back on itself in a cen-
tripetal pattern, reminiscent of a kaleidoscope. The two
circular fields are intimately connected: the movements
of the animals on the left are remapped into the elegant
mathematical abstraction on the right.

The effect is unexpected and profound: the viewer
notices minute tremors and shifts (a small heart beat-
ing, for example) in the left sphere, by catching the very
same resonant motion, multiplied, recast, and folded
into itself in the pattern on the right. There is no anthro-
pomorphism here, no Disneyfied cuteness, no identifi-
cation or domestication. Thornton gives us a glimpse of
a world prior to language and exterior to consumption,
mute, opaque, and absolutely other.

Leslie Thornton's beautiful, meditative, cam-
erawork locates the movements of predator/prey
relations in the most subtle fragments and configura-

tions of behavior and morphology. All of her work
shares this intensity, an almost painfully precise focus
on the fundamental minutiae of being in the world.

In Thornton's magnum opus, Peggy and Fred in Hell,
for example, the tumultuous cacophony of post-apoc-
alyptic litter surrounding her protagonists (two small
children) was animate, threatening, epiphanic, and

it was inescapable, because as viewers we were car-
ried along into their world. There was just enough for
us to make our way without being totally consumed
(their own eventual heroic disposition saves Peggy
and Fred, and rescues us). We are similarly trans-
ported by the succession of animal/animate spaces
in Binocular.

Nature is not subsumed or (re) produced, cir-
cumscribed or contained, so much as it is reflected,
in a strange and elegant mirroring that acknowl-
edges that the space of otherness traced in the im-
age of the animal is filled by an abstract artifactuality,
that in fact, there was nothing but an artifactuality
present to begin with.
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Anzex [ynnaH

HepeK

Benukobputanna, 2008
hunem 16 MM, UMpoBoE BUAED
nepesefdeHo Ha DVD/HD, 5.1 obbemHblit 3ByK, 76'

[N

®unbM «[depek» — yHUKanbHbIM NPOEKT, CO34aHHbIM
coBMecTHO Tunbaon CyuHToH 1 Asekom [ynmaHom. D10
¢1nbM — BOCNoMUHaHKe 1 anopeo3 BPUTAHCKOro XyA0MHUKa
n knHopewunccepa Hepera OxapmeHa. B punbme paccrasbi-
BaeTCA 0 ®u3Hu [IxapmeHa 1 06 uctopuun AHrnmm ot 1960-x
0o Hadana 1990-x ropos.

B LeHTpe noBecTBOBaHWA — OQHOAHEBHOE UHTEPBLIO,
naHHoe OxapmeHom B 1990 roay KnuHonpogatocepy v nNu-
catento KonnHy Makkenby. Kak nocnaHue B 6yTbiike, OHO
nepepaeT *un3Hb [apMeHa C TOUKU 3PEHUA ero CMEpPTH.
Tunbpa CyWTHTOH BLICTYNaeT B GpUbME B POSIM pacCKasdyn-
Ka, Y1TaA BCIyX NMMCbMO, HanncaHHoe eto [xapmMeHy yepes
[OeCATb NeT nocrne ero cmepty. PparmeHTsl unsmos dxap-
MeHa MONMHOMETPaMHbIX M CHATBIX Ha NEeHKy Super-8 — ne-
peMeRaroTCA BbiMyCKaMW HOBOCTEN WM 0630paMK TEKYLLMX
COobbITUIM ero BpeMeHn — oT CBUHrytolero JloHaoHa wecTu-
[ecATbIX A0 HaUMOHANIM3Ma TITYEPOBCKUX BOCbMUOECATLIX C
WX NoaaBneHNEM MHAKOBOCTM.

HauuHas ¢ «CebacTbana» (1976) 1 3axaHumsan «Blue»
(1992) dunbmbl depeka dxapmeHa NOCTOAHHO CTABMIM
BOMPOCHI BPEMEHW N UCKYCCTBY, CITyXWW BOMIOLLLEHUEM

d
(4
’

ero co6CcTBEHHOM 3MoxK. OH Bbin HUBONUCLEM, Y4aCTHUKOM
OBUKEeHWA, KoTopoe caenano JloHaoH B 1960-x ctonuuen
mupa nckycctea. OH GblT KUHOPEKUCCEPOM, BO3MOMKHO,
camoW BarKHOM ¢puUrypom B 6pUTaHCKOM HE3aBUCMMOM KMHO
70-%, 80-x 1 90-x. OH NPOXMN KU3Hb KaK remr, HacnaxkaanaCh
PafoCTAMM, AOCTUMHYTEIMK B XoAe 60pbbbl 3a NpaBa Gek-
CyasnbHbIX MEHBLUMHCTB, U 1cnbiTa HecyacTes ClOa. OH
6bl1 M Yy4aCTHUKOM, W HabntogaTenem, AenaBwM 3aMeTKM

C PYYKOM MNK KamepoK B pyKkax 060 BCEM, HTO MPOUCXOOMIIO
BOKPYr — OT NaHKOB A0 TaTyep, OT MUMONETHbIX 3HAKOMCTB
B Napke XaMncTea-xmT A0 KMHOMpeMbep.

Rax opyr 1 coobunmk, xapmen okasan 6onblioe
BnuAHve Ha Ansera dxynuaHa. Ero ¢unem «[depek» — ogHo-
BPEMEHHO W MeyTa O NOTePAHHOM MPOLLIOM W AEeMOHCTpa-
LA aKTyanbHOCTH TBOpYecTBa [apMeHa Ha CerogHALLIHWUM
AeHb. [IxapMeH ocTaBun ApKOE U OPUrMHaNIbHOE Hacneaue,
COCTaBnAOLWEe YacTb NOYTH BCEX 3HAYMTESbHbIX XyA0KECT-
BEHHbIX OBU}KEHWW ero BpeMeHW, OH BonnoLwan cobom To,

0 Yem rosopwun [xopaaH, nepcoHax dunbma «KO6munen»: «<He
MeyTal — CTaHb KEM-TO cam».

Isaac Julien is represented by Victoria Miro Gallery, London; Metro Pictures, New York; Galerie Helga De Alvear, Madrid;

Roslyn Oxley9 Gallery, Sydney; Two Rooms Gallery, Auckland; ShanghART Gallery, Shanghai; Aimine Rech Gallery,

Brussels.



Madrid; Roslyn Oxley9 Gallery, Sydney; Two Rooms Gallery, Auckland; ShanghART Gallery, Shanghai; Almine Rech

Isaac Julien is represented by Victoria Miro Gallery, London; Metro Pictures, New York; Galerfe Helga De Alvear,
Gallery, Brussels.

Isaac Julien

Derek

UH, 2008
super 16 fim, digital video
DVD/HD transfer, 5.1 surround sound, 76'

Derek is a unique collaboration between Tilda
Swinton and Isaac Julien, in which British artist and
filmmaker Derek Jarman is remembered and celebrat-
ed. Derek is a film of Jarman’s life, as well as the story
of England from the 1960s to the early 1990s.

At its centre is a day-long interview Jarman
recorded in 1990 with film producer and author Colin
MacCabe. A message in a bottle, it surveys Jarman's
life from the point of view of his death. Tilda Swin-
ton is the film's narrator, reading a letter she wrote
to Jarman a decade after his death. Clips of Jarman's
feature-length and Super-8 films are juxtaposed with
news and current affairs footage of the times that his
life illuminated, from sixties swinging London through
to Thatcherite nationalism of the eighties and its
repression of difference.

From Sebastiane (1976) to Blue (1992), Derek
Jarman’s films constantly interrogated time and art,
and epitomised his own era. He was a painter, part
of that moment that made sixties London a capital of
the art world. He was a filmmaker, perhaps the single

most crucial figure of British independent cinema
through the seventies, eighties and nineties. He

lived as a gay man surfing the joys of Gay Liberation
and the sorrows of Aids. He lived as a participant
observer, noting with pen or camera all that passed
before him — from punk to Thatcher, from Hampstead
Heath cruising to film premiere.

Influenced by him as a friend and co-conspira-
tor, Isaac Julien is a central part of Jarman’s legacy.
His film, Derek, is at the same time the dream of
a lost past and a demonstration of the immediacy
of Jarman’s work and example. Jarman left a star-
tlingly original legacy, seemingly part of every sig-
nificant artistic movement of his time, he epitomised
what Jordan, a character from Jubilee says: ‘Don't
dream it, be it".
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NpoeKTbl
Projects

HBrryuminca obpas / [osTrHa A3bIKa 1 NPOCTPaHCTBa
Moving Image/ Poetics of Language and Space






Fapu Xunn

1. 3BOHWUT N1 KOMoKon B NycTbiHHOM Hebe?

2. CKBO3HaA netnAa

1. CLUA, 2005
[BYXHaHanbHaA BUOEO, 3BYyHOBaAA VHCTaNNALWA,
LBET, CTEPEO03BYH, 3aHOJbL0BAHO

1. BmecTe ¢ apyron paboton xyaomHMKa
«CrBoaHas netna» (2005) aToT dunbm 6bii 1a-
HayanbHO CO3A4aH ANA PETPOCMNEKTUBLI-TPUObLIO-
Ta akTpuce MN3abens FOnnep. Pabota 3anvcaHa
Ha BMOEO0 BbICOKOro pa3peLleHns BepTUKasb-
Horo dopmara (kamepy nosopaynsani Ha 90
rpapycos). [lBa sKkpaHa, Kamablil NPUMEpPHO
2,4 m B BbICOTY M 1,4 M B LUIMPKHY, NPUCNOHE-
Hbl K CTEHE, OAMH MOYTU BEPTUKANBHO, APYror
HEeMHOro Mnog, yriom, co3aaBasn BrevatieHve
rpYMepHOM B GpOTOCTYAMUM WIK CTYAMM TaHUa.

[Ba n3obpareHna BO BECb POCT CHMMa-
NMCb OQHOBPEMEHHO W AieMOoHCTpUpYytoT U3a-
6enb KOnnep, KoTopasa CTOMT U CMOTPUT B HEBM-
AMMYIO TOYRY Mexay Kamepamu. OgHa M3 Kamep
CMOTPUT BHU3 C MO3ULIMKM HEMHOTO BhILLIE €€

ronosbl, Apyraa pacnosioxeHa Ha BbiCOoTe 6ep.pa.

FOnnep npeBpalaeTca B ABUKYLLMICA NMOPTPET,
KONe6ACh Mekay OByMA COCTOAHUAMK — «BbiTb
CoBOWM» U «UrpaTtb posb» B MOTOKE efBa passu-
YMMbIX MEPEMEH B €€ NOBEAEHUW W IMOLMAX:
HeNOBKOCTb, CEPbE3HOCTb, CKYKa, UrPUBOCTb,
pasppareHue, BO30yHKOEHWEe, KOKETCTBO U T. .

2. CLLUA, 2005
[BYXHaHanbHaA BUOEOUHCTanALMA,
uset, 6e3 3ByHa, 3aHOMbLOBAHO

2. Pabota 3anvcaHa Ha BUAEO BbICOKOIO pa3peLLeHna BepTUKalbHO-
ro dopmara (kamepy nosopadvsanv Ha 90 rpagycoB) M 4EMOHCTPUPYETCA
Ha ABYX BEPTUKaIbHO YCTAHOBNEHHbIX MUAKOKPUCTAITIMYECKNUX MOHK-
Topax (pasmep BapbupyeTca). M3abens KOnnep cHATa TonbKo OT nosAca
W Bbille, a He B NOJHbIM pocT. MoOHUTOpPLI pacnonaratoTca Ha A0CTaTO4YHOM
paccToAHMKM ApYr OT Apyra, 4ToObl Nepeaath NosoxeHWe Kamep BO Bpe-
MA cbemkun (FOnnep 1 ABe Kamepbl pacronaraimch Kak 6bl B BepLUMHaX
PaBHOCTOPOHHErO TPEYrONbHUKA).

lepounHAa/akTprca CMOTPUT NONEPEMEHHO B Ty WK APYryto Kame-
py, MHOr4a NOBOpPaYvBasn rofoBy, MHOr4a NPOCTO NEPEBOAA B3rNAL. IT0
cosfaeT ocoboe eamHcTBO 3puTtens, KOnnep, u B KaKOM-TO CMbICHE, ee
ABonHuKa. (B aTom paboTa noxoma Ha npeasblayLyto nog HassaHuem
«Ct08 pagom/Jlnuom K nvuy» 1996 roga). Kak v B HcTannaumm «3BoHUT
MW KONMOKOS B NYCTbIHHOM Hebe?», HabnoJaeTCca NPOTUBOMNOCTaBNEHHE
CHKEHLLMHBI/IMYHOCTU» N «aKTPUCHI», HO NPUCYTCTBUE MMEHHO «aKTPUCHI»
npoABnAeTcA B 3ToM paboTte B H60nbLUei CTENEHNW, O YeM CBUAETEbCTBYET
BblpakeHWe 1ua U 0CobeHHO rnaa.

Is a Bell Ringing in the Empty Sky. Tom Van Eynde, Courtesy of the artist and Donald Young Gallery, Chicago



Loop Through. Courtesy of the artist and Donald Young Gallery, Chicago

Gary Hill

1. Is a Bell Ringing in the Empty Sky?

2. Loop Through

1. USA, 2005
Two-channel video, sound installation,
color, stereo sound, loop

2. USA, 2005
Two-channel video installation
color, silent, loop

1. Together with the work entitled Loop Through,
2005, /s a Bell Ringing in the Empty Sky? was
originally produced for a retrospective tribute for
the actress Isabelle Huppert. The work was re-
corded in high-definition video using a vertical format
(the cameras were rotated 90 degrees). Two screens,
each measuring approximately 96 h. x 54 w. inches,
lean against the wall, one almost up against it and
the other with a little more angle — suggesting some-
thing like a large dressing room in a photo or dance
studio. The two full-bodied images were recorded
simultaneously and consist of Isabelle Huppert
standing and looking at an invisible point positioned
between the cameras. One camera looks down from
a position slightly above the head and the other looks
up from about thigh high. Huppert becomes a portrait
in motion, fluctuating between “herself” and “act-
ing," where a rush of subtle changes of behavior and
emotions are revealed: discomfort, intensity, boredom,
playfulness, annoyance, agitation, coyness, etc.

2. The work was recorded in high-definition video using a vertical format
(the cameras were rotated 90 degrees), and is shown on two vertically mounted
40-inch (size variable) LCD monitors, reflecting the fact that Isabelle Huppert
is filmed only from the waist up, rather than the entire standing figure. The moni-
tors are positioned considerably apart to reflect the position of the cameras
during the recording (in which the position of Huppert and the two cameras
roughly formed an equilateral triangle). The person/actress is always looking
at one or the other camera, sometimes turning her head to do so and other
times simply shifting her eyes. This creates a triadic relationship between
the viewer, Huppert, and, in a sense, her double. (In this respect, this piece
is quite similar to a previous work entitled Standing Apart/Facing Faces,
1996.) As in Is A Bell Ringing in the Empty Sky?, there are fluctuations be-
tween the ‘person’ and the ‘actress;’ however, the subtle presence of the ‘ac-
tress’ reveals itself to a greater extent in this work through facial expressions,
in particular the eyes.
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HOpun Hanenpapes, EesreHunn Odut

Silent Horizon

Poccwa/Wrtanua, Poccna, 2011
CBET, 3BYK 1 NPOEKUMA Ha 3ByYaLmin aKpaH, 30'

O6bIYHO B KOHBEHLIMOHANIBHOM KMHO CHavana CHu-
MatoT M306pameHre 1 TOIbKO NoCe 3TOro NpurnalaeTcA
KOMMO3MTOP «03BY4WUTL» 3apaHee CO3[4aHHbIM BU3yaslbHbIM
notok. B maHHOM cnydyae — vice versa, cHavana 6bin cosgaH
30-MuHyTHBIM sound track. OH COCTOMT 13 NoneBbIx 3anucen
HOYHbIX 3BYKOB MopSA, ycTbA peku ApHo (TockaHa, Utanus),
doHOorpammbl 3BYKOB BHYTPM CepaLia aBTopa, Nosy4eHHbIX
¢ nomoLbto axo-gonmnepa 8 HUW B 1. [nsa 1 ns 3syros
«Sounding Screens», 3BykoBbIx ckynbnTyp HO. HaneHpapesa.
3aTem 3ByKOBaA A0OpO*Ka bbina nepenaHa Netepbyprckomy
pexunccepy Esrennto FOpuTy, KoTopeiit caenan 30-MuHyTHOE
yepHo-6enoe B1aeo.

Pa6oTa cocTouT 13 3ByKOBOM MPOEKLIMK B MPOCTPaHCTBE
MHCTa/IIALMM, 3BYHALLEro 9KpaHa W AByX NPOTMBOMOCTaB-
NEHHbIX, KaK 6bl peBepbepmrpyoLLIMX YepHO-6eslbix MPOeKLMA
MeM Iy SKPaHOM MOHMTOpPA M 3ByYalllMM IKPAHOM.

«3Byyalume aKpaHbl» FKOpua KaneHoapesa ectecTBeH-
HbIM 06Pa30M reHepPUPYIOT LUIMPOKUIA CMIEKTP YaCTOTHbIX
3BYKOBbIX KONlebaHWi, KOTOpblE NO3BOMAOT MHOMECTBEHHbIE
B3aMMOLENCTBMA C HaLIMM CyllecTBoM 6narogapa ¢peHome-
HY, N3BECTHOMY KaK sonic entrainment.

B cnyyae cBeToBOM NpOEKLMM Ha NOTEHLMANIBHO 3BY-
yallMi SKpaH, MoApa3yMeBaeTCA MHTEPAKTUBHOE yYacTue
3putend. CrynbnTypa He NPOU3BOAMT 3BYK NocToAHHO. OHa
CYLLLECTBYET KaK OOBEKT, KaK MHCTPYMEHT, KOTopbIn 6e3-
3BYy4YEH MOKa ero He KOCHYNCA BETEP W/ YeNOBEK. TaKkum

06pa3om, oHa Hy¥aaeTcA B BO3AEWUCTBUM M Kak Bbl mpurna-
WwaeT 3puTena K gencteuto. Korpa HabntopaTtens KacaetcA
HEeMOABMHOI0 3KPaHa, M OH HAYMHAET ABUraTbCA, Ka4yaTbCA
CWIbHEE W CUMbHEE W 3ByYaTb, CBETOBAA NPOEKLMA M306pa-
HEHWA HaYMHaeT BUOPUPOBATb U PUTMUYECKK NYNIbCUPOBATb,
€034aBasn NoYTU FTMNHOTUYECKUIM 3D DEKT.

MepecMoTpeB KOHLENT CKYNbMNTYPbl B 3BYKOBbIX TEPMU-
Hax, pabota FOpusa KanenpapeBsa paclumpnaeT U uccneayet
HOBbIM aural experience KOTOpPbIKM BbIXOAWT 3a 3BYK KaK Tako-
BOW, B CPEpPy NOMCKa YUCTOM aKyCTUKKW. BoamomkHo, ocHoB-
HbIM CBOMCTBOM 3THX 3ByYallMX CKYNbNTYp ABMAETCA TO,
4TO OHW BLIBOAAT HAC 3a Npeaesibl }KaHPOB.

Beyond music, beyond sculpture, beyond movie, beyond
language, beyond everything...

Courtesy of the artists



Courtesy of the artists

Yuri Halendarev, Evgeni Yufit

The Silent Horizon

Russia /Italy, Russia, 2011
Light, sound and the sounding screen projection, 30'

In conventional cinema it is the sequence
of images that is usually completed first. After this
a composer is invited to make a sound track. In con-
trast to this for the Silent Horizon project a 30" sound
track was created first. This sound track consists of
the field recordings of the night sounds at the sea
and at the mouth of the river Arno, the phonogram
of the sounds of the heart of the author, detected
with the echo Doppler at the CNR, Pisa, which were
after that overlayed with the sounds of the Sounding
Screens.This sound track was then given to the St.
Petersburg’s film-maker E. Yufit and a 30' black &
white video was produced by him.

An installation is based on the sound track,
sounding screen and the contraposition of two
echoed black & white light projections in between
the monitor and the sounding screen. The Sound
Plates — Sounding Screens by Yuri Kalendarev, natu-
rally generate sounds of a large range of frequency
oscillations that allow multiple interactions with our
being, through the phenomenon known as sonic
entrainment.

The Sounding Screen does not continually
generate sound. It exists as a sculpture, sort of ob-
ject, an instrument, silent until played by the wind
or a person. In this manner it requires, and possibly

invites an action on the part of the viewer. In a way,
those Sounding Screens are “devices” to listen to
the silence. When an observer touches and moves
the Sounding Screen, its starts to vibrate and oscil-
late, more and more — and its producing a deep
sounds which are growing, reverberating and recipro-
cally amplifying. What is exciting about these natural
sounds is not only their remarkable sonic quality but
also the enduring length of the sound which ranges
from 1.5 to 5 minutes following a single hit given to
the sound plate. The light projection of the image on
the Sounding Screen begins to vibrate and rhythmi-
cally pulsate creating an almost hypnotic effect.

In redefining the concept of sculpture in pure
sound terms, the work of Yuri Kalendarev extends
and explores a new aural experience that goes be-
yond the sound itself, an investigation into the realm
of “pure acoustic”. Perhaps the main feature
of these sounding sculptures is that they take us
beyond the limits of genre.

Beyond music, beyond sculpture, beyond movie,
beyond language, beyond everything...
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Aunpu Cana
OTBeTb MHe

AnbaHuna,/MpaHuna, 2008
HD-snpgeo, ctepeossyk, 4' 51"

«CbeMKku Buaeo senuck Ha Tondenscbepre (no-He-
MeLKu «HepTosa ropa»). OTO yHUKaNbHOE MeCTO, BeplurHa
X0JIMa, HaCbINaHHOrO NMocse BOMHbI M3 06TOMKOB 34aHWI
BepnuHa. Mop, HUMK NoxopoHeHo elle 0AHO 3paHKe, BOEHHO-
TEXHUYECKOE yUuIuLLE, MOCTPOEHHOE No npoekTy AnbbepTa
LLineepa. Bo BpemaA xonoaHoM BOMHbLI HA BepPLUMHE XonmMa Gbin
MOCTPOEH LIEHTP PagMOoLLMMOHAKA, KOTOPLIM creavn 3a Tene-
KoMMyHHKaumsamn CoseTtckoro Cotosa n IAP.

®urnbM OCHOBaH Ha auanore, co3gaHHoMm MukenaHgxe-
1o AHTOHMOHM Ha TEMY pacCTaBaHUWsA BIIOGNEHHbIX, peXrUccep
XOTEN «CHATb HE WX Pa3roBOp, HO MX MOSTYaHWE, MONYaHWe
KaK oTpuuaTenbHoe U3MepeHne peun». HeHLMHa nbiTaeTca
nopBeaTb C My*unHOM: «Bce KoHuYeHo, npuaHan ato. Toraa
Bce BydeT No-4eCTHOMY, U Mbl ByAeM 3HaTb, YTo Aenatb». Ee
napTHep OTKa3blBaeTCA CrylaTe U APOCTHO ObeT B HapabaH.
Owna npogonxaet 1BepanTh: «OTBeTb MHe!» MHorma Mbl cribl-
UMM 3TK CrloBa, MHOM4A NPOCTO BUAMM ABUHKEHWE ee ry6, no-
CKonbKy bapabaHHas Apobb 3arnywaet ee ronoc. M3-3a axa,
POMXAAEMOro B reofe3nyYecKoM Kyrosne, CNpOeKTUPOBaHHOM
BakmuHcTepom Pynnepom, 6apabaHHble Nanoyku, nexatme
Ha gpyrom 6apabaHe PAAOM C HEHLLMHOW, TaKKe oTbMBatoT
Apobb 9XOM yAapoB My*umHbl. Hoxa ero 6apabaHa BMOpm-

pYyeT 1 OTBEYaET Ha 3BYKOBbIE YACTOThI €0 Urpbl. YCUNIEHHbIE
Kynosnom KonebaHus 3actasnatoT 6apabaHHble NanoyvKW Noa-
npbIrMBaTh, CO34aBasn He TOSIbKO CIIbILUMMOE, HO U BUOMMOE
9xo. OH oTKa3sbiBaeTcA crywatb W 6beT B 6apabaH, YTo6bI

€e ronoc He MOr JOCTHYb €ro YLIEN, U B TO e BPemsa ero
3BYK «MepeceKaeT» NPOCTPaAHCTBO W NPUOIMKAETCA K HEW

3a cuet KonebaHui. B pabote «OTBETH MHE» MEHA MHTEPECO-
BasIo pU3MYECKOE BO3OENCTBUE 34aHUA HA CMbICH Auanora
AHTOHWOHW. MoHonor nin aTo Ha camom aene? Mnu yaapsl no
6apabaHy — 9TO NONOBWHA AManora, B KOTOPOM Mbl MOHWMA-
€M TONbKO BepbasbHyto YacTb?»

3anuch 3Byvallero Tekcra:

«Bce KOH4YeHO, Npu3HaK aTo. Torpa Bce 6ypeTt
no-4ecTHOMY, Mbl 6yaem 3HaTb, YTO Ham genaTb. [Jo-
CTaTO4YHO 3HaTb, Yero mbl xoTum. Npasga? OTBeTb MHe!
Pa3Be 310 He TaK?»

Anpu Cana

Courtesy of the artist, Marian Goodman, New York; Hauser & Wirth Zrich London; Johnen/Schéttle, Berlin, Cologne,

Munich; Galerie Chantal Crousel, Paris



Courtesy of the artist, Marian Goodman, New York; Hauser & Wirth Zrich London; Johnen/Schéttle, Berlin, Cologne,

Munich; Galerie Chantal Crousel, Paris

Anri Sala
Answer Me

Albania/ France, 2008
HD video, stereo sound, 4' 51"

Answer Me was shot in Teufelsberg, which
means “Devil's mountain” in German. It's a very singu-
lar place, atop a hill made from the rubble of postwar
Berlin, under which another building, a military-
technical college designed by Albert Speer, is buried.
During the cold war, a listening station was built
on top of the hill to monitor Soviet and East German
communications.

The film is based on a dialogue from a note that
Michelangelo Antonioni wrote on the breakdown of
a couple, where he wanted “to shoot not their conver-
sation but their silences, silence as a negative dimen-
sion of speech”. A woman tries to end a relationship:
“It's over, admit it. That way everything will be out in
the open and we'll know what to do.!” Her companion
refuses to listen and plays the drums fiercely. She
keeps on asking: “Answer me!” At times we hear it,
at times we only see her lips phrasing it, her voice
silenced by his drumming. Due to the echo produced
by the geodesic dome designed by Buckminster

Fuller, drumsticks resting on a vacant drum next
to her, play to the echo of his drumming. The skin of

the vacant drum vibrates and responds to the fre-
quencies of his playing. Amplified by the dome, those
frequencies cause the drumsticks to bounce creating
not only an audible but also a visible echo. He refuses
to listen and plays the drums blocking her voice

from reaching him while at the same time “cross-
ing” the space and coming close to her via those
frequencies. In Answer Me, | was interested to bring
Antonioni's exchange under the physical influence of
the building. Is it a monologue? Or is his drumming
the other half of a dialogue, of which we only “under-
stand” the part made of words?

Text:

“It's over, admit it. That way everything will
be out in the open and we’ll know what to do.
It’s enough to know what we want. Isn’t that so?
Answer me. Isn’t that right?”

Anri Sala
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HOpuin AnbbepT
HapTuHbl

Poccwua, 2008
Beryan ctpoka 210X 6 cm, cTyneA
HEeorpaH4eHHo BO BPEMEHN

MHcTannAauma noxoxa Ha HeGONbLLIOM KMHO3aN C He-
CKOJIbKUMW PAAAMM CTYNbEB, HO BMECTO 9KpaHa — beryLian
cTpoka. Mo cTpoke B TeyeHue 6onee 5 yacos apuKeTcA
TEKCT KHurn Punoctpara Crapuwero (170-247) «KaptuHbi».
370 onuncaHue 64 KapTUH M3 YacTHOro cobparusa B Heanone
ABNAETCA, MO CyTW, OCHOBHBIM MCTOYHUKOM CBEAEHUM 06 aH-
TUYHOM *KMBOMKCH. [1pK 3TOM y4eHbIM HEM3BECTHO, CYLLLECTBO-
Ba/IX I TAKME KApPTHUHBI HA CaMOM AENE WK OHW BblAyMaHbI
aBTOPOM. XYAOMHUKKM OT anoxu BospowaeHus n o akagemu-
ctoB XIX BEKa 4acTo MCMONb30BasM CLOXeETb «KapTuH».

TekcT GeryLen CTPOKM:

«KTo He nO6UT BCcem cepauem, BCeto AYLLIOH HUBO-
MAUCH, TOT rpellImuT nepen 4yBCTBOM I'IpaBJJ,MBOﬁ Harnag-
HOCTH, rpelliuT U nepeg Hay4HbiMm 3HaAaHHUEM, MOCKOJIbKY
OHO TaKXe He 4Yy¥Ao Nno3Tam, Bedb 068 OHH U NO3IT,

U XyAOHHHUK B OAMHaKOBOﬁ Mepe CTpeMATCA nepeaaTtb
HamMm gena v 06pa3b| CNaBHbIX NrepoeBs; TaKoW YenoBeK
He HaxoAuT Toraa yaoBoJfibCTBHUA U B CTpOrOﬁ nocneno-

Direction Signs | 1997 monument on the street of Cetinje, Montenegro. Courtesy of the artist

BaTEeNbHOCTHU U rapMOHHMH, 8 HA Hel BeAb 3UHOETCA TaK-
e UCKYCCTBO XyAoMHUKa cnoBa. [oBopA BO3BbILLEHHbIM
CNorom, Befib HCKYCCTBO — 60roB OTKpOBEHUE; Ha 3eMne
OHO BonowaeTca B Te 06pasbl, KOTOPbIMH FrOpbl KAPTHUH-
HO oAeBaloT nyra; Ha Hebe Mbl UMU NOGyemMcA BO MHOMUX
yyaecHbIX co3Be3auax; Ecnu KTo xoueT TouHee y3HaThb,
OTKyAa BO3HUKIIO UCKYCCTBO, NYCTb OH 3HAET, YTO noapa-
HaHUWe CNyXWUT ero Hayanom; TaKUm ABNAETCA OHO C ca-
MbIX APEBHUX BPEMEH U OHO Haubornee COOTBETCTBYET
npupoge. <...> B paHHoe Bpemsa peyb UAET HE O XYOOK-
HUKaxX B }UBOMUCH, He 06 Ux 6uorpacduax; a1 Xouy nepe-
haTb O TeX NPOU3BeAEHUAX HHUBOMUCH, O KOTOPLIX 6Gbina
KaK-To Yy MeHA 6ecepa ¢ monoaebto. Ee A Ben ¢ uensio
UM O6BbACHUTbL 3TH KapTHHbI U BHYLUUTb UM UHTEpEC

K Bellam, AOCTOMHbIM BHUMaHHA>.

dunoctpat Crapmit, <KapTuHbl»,
nepesop, C.I. HoHapaTbeBa

My Height, March 21, 2007 inscription on a door frame in the Tretyakov Gallery, Moscow. Courtesy of the artist



One minute 2010, a project during which the Louvre was opened one minute earlier for five days. Courtesy of the artist
’ .

Yuri Albert
Paintings

Russia, 2008
Running letters (scralling text), 210X 6 cm, chairs
timeless

Du 20
le musée du Lou
minute plus tot: ©
la dEmandEdEIE

The installations look like a small cinema hall
with a few rows of chairs, and a running letters panel
instead of a screen. For more than five hours the text
of Elder Philostratus’s book, /magines is displayed by
running letters. The book is a description of 64 paint-
ings from a private collection in Naples, in fact the ba-
sic source on ancient painting. The scholars today are
not sure if the paintings described have really existed
or are just fictions. Artists from the Renaissance
to 19th century academic art have used the composi-
tions and subjects described in this book.

Running letters (scrolling text):

“Whosoever scorns painting is unjust to truth;
and he is also unjust to all the wisdom that has
been bestowed upon poets - for poets and paint-
ers make equal contribution to our knowledge
of the deeds and the looks of heroes — and he
withholds his praise from symmetry of propor-

octobre au 25 getobre 2010,
\rE OUVTE Ung
anformé ment 2
rtiste Yuri Albert,

tion, whereby art partakes of reason. For one who
wishes a clever theory, the invention of paint-

ing belongs to the gods — witness on earth

all the designs with which the Seasons paint

the meadows, and the manifestations we see in
the heavens - but for one who is merely seeking
the origin of art, imitation is an invention most
ancient and most akin to nature; and wise men
invented it, calling it now painting, now plastic

art. <...>The present discussion, however, is not
to deal with painters nor yet with their lives; rather
we propose to describe examples of paintings in
the form of addresses which we have composed
for the young, that by this means they may learn
to interpret paintings and to appreciate what

is esteemed in them”.

Elder Philostratus. Paintings,
translated by Arthur Fairbanks
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TOTAPT

Hatanba Abanakosa u AHatonun H{uranos
YeTbipe KONoHHbI BanTenbHoOCTU

Poccua, 2010/2011
LLeCTMKaHaneHaA sugeouHcTannAaumA, 195'

CneuuanbHo caenaHHaa anAa npoexta «PaclumMpeHHoe
KWHO» NONMaKpPaHHaA BepcuaA BueoneppopmaHca «Hetoipe
KOJIOHHbI 6AMTENILHOCTU». DTOT Pa3BEPHYThIA HA HECKOMBKO
YPOBHEN pUMENK-UCCNEef0BaHWE HEKOEro A3LIKOBOIO MPW-
KIIOYEHWA pe-aKTyanusupyeT ucxogHoe cobbiTie, oborallan
€ro peasibHbIMU UCTOPUYECKUMIU COBBLITUAMM, C KOTOPBIMM
CBA3aHbl MeananpoeKTsl 1 Buauoneppopmarcel TOTAPTa.

lonocoseneHne 3aech NoaaepHaHo BU3yanm3aLen
CnoBa, CBOe06pa3HoOM BUAEOMNO33MeN, OCHOBbLIBAIOLLIENCA Ha
FMaBHOM TeMe — HU3HW W Pa3BUTUU NIUTEPATYPHBIX MPUMEPOB

. '-"1:!-’: e

Ha 11 HenpaBWbHbIX MNMAaroIoB pyccKoro A3bika. Buaeonpo-
EKT KaK «TpaHCcpOopMep» — TaKOB OAMH 13 NPUHLMNOB dop-
MUPOBaHWA BMAEONPOU3BELEHWA, NO3BOMAIOLLMIA 3arNAHYTb
3pUTENIO Ha «KyxHIO» (MK cbemouHyto nnowaary) TOTAPTa
W CTaTb COY4aCTHWMKOM AaHHOMO Camopa3BMBatoLLEeroca
TBOPYECKOro npotecca.

Courtesy of the artists



Courtesy of the artists

TOTART

Natalia Abalakova and Anatoly Zhigalov
Four Columns of Vigilance

Russia, 2010/2011
Six-channel installation, 15’

Specially created for the Expanded Cinema
project, this is a polyscreen version of the video per-
formance Four Columns of Vigilance. This remake-
research of a certain language adventure is unfolding
on several levels. It re-actualizes the initial event,
enriching it with real historical events connected with
TOTART's media projects and video performances.

The voice-leading here is supported by word
visualization, a special video poetry based on the main
theme - life and development of literary examples for

the 11 irregular verbs of the Russian language. Video
project as a “transformer” is one of the principles

of video work construction which allows the viewer
to take a look inside TOTART's “kitchen” (or the film
set) and become a participant of this self-developing
creative process.
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Unba NMepmakos
MNepeBoabl

Poccua, 2011

ayavoBW3yansbHaA MHCTannAumMA
1n300parieHre 3aK0nNbLOBaHO, 3BYK NWHeHbIn, 24" 20"
3BYK 3anucaH 1 ceefeH Ha ctyaum basoH Xurrca (MocKBa).
My3blKanbHbIM TpeK: Muxann XapuToHoB
HeHcHui ranoc: Enena Jliobapcran
MyHcHom ronoc: Mnba MNepmAros

[Be KoMHaTbl, coobLiaroLLmecs, HO oTrpa-
HWYeHHble Apyr oT apyra. [1Be HecamogocTa-
TOYHblE TEPPUTOPUU. DKPaHUPOBaAHHOE BUAEOD,
rae 3ByK 3arnyLieH WyMOM, & TEKCT KpUCTain-
3yeTca AnA Toro, 4Tobbl pacTanTb; U HEBUAMMOE
KMHO, OT KOTOPOIr0 OCTaIUCh JIMLLb UCTOPUS,
3BYK W NnepcoHaxu. Memxay HUMK nepeBoabl.
HKypcupytoLime M3 ogHOM KOMHaTbl B APYryHo.
Y10 nonyyaetca B UTOre 3TUX NEPEMELLEHNI?
YTpayeHHbIM MenogpaMaTUHecKun Tpunnep
unu napoaus Ha Hero? CroxeT o0 NocneacTeu-
AX MMMETHYECKOro ynopobneHua MyyeHMKam?
MoBog, LeH3ypHpoBaTb NOBECTBOBAHWE U CMOH-
TMpOBaTb BEPIMOPOBLIE CYGTUTPLI?

OTa ayanoBM3yanbHaa MHCTaNNALMA — He-
4TO CpeaHee Mexay GUIBMOM M KHUIOM, HO OHa
cama nonaraeT npeaen co6CTBEHHbIM NPETEH-
3MAM Ha TOTaNbHOCTb U LLenlocTHOCTb. N306pa-
HEHWE U 3BYK B paboTe HE CUHXPOHU3UPOBAHBI.
Buaeo 3aumKkneHo, OHO 3aMKHYTO Ha cebs.

A vcTopus, rae CoAepHMUTCA TPAKTOBKa LLenoro,
Pa30MKHYTa B JIMHWIO C MCXOAHOM W KOHEYHOM
Toukamu. OKasbliBaACh B TEMHOTE, HaaeBas
HayLUHWKKW, MOCETUTENb MHCTANALMKW NonyyaeT
BO3MOMHOCTb CAMOCTOATENbHO BKMNHOUYUTL OUCK
C NWLLEHHBIM U306pameHns GUIBMOM U BbICITY-
WwaTb 3Ty UCTOPHMIO.

BbIOEPYKA M3 CLLEHAPUA

UHT. KUHOTEATP. BYKA
KMHOMEXAHWMKA - BEYEP

HMHOMEXaHWK, OTPaMEHHbIN B CTEKIE MPOEK-
LIMOHHOIO OKOLLIKA, 3aHAT NEePEeMOTKOW MyeH-
KW C OOHOW KaTyLLKK Ha Apyryto. 3a oKow-
KOM, B KMHO3ane, uaeT ¢ounbmM. Ha ctekne
pacnbiB4aTLIMM MATHAMW OTPAKAOTCA
Kagpbl aT0ro ¢unbma. BennbiBatoT U TyT we
TaloT 06pbIBOYHbIE CYETUTPLI. OT BU3yanb-
HOM COCTaBNAOLWEN 3aCTEKONIbHOIO $unbMa
OCTaEeTCA J1LLUb PUTM MOHTAMHbIX CKIIEEK.
OT cayHATpeKa — HEBHATHBIM Fyn (KEHCKUM
ronoc), 3aryLIeHHbIN K TOMY e CTPEKOTOM
NPOEKLMOHHOrO annapara...

MYMXUYUHA, noxas nneyamu, OTKpbIBaeT
KHUTY.

rONIOC KEHLLHWHbBI
Ha yem oTKpbinocb?

FONOC MYXUYUHbI
(ycmexaeTca, 3auMThIBAET)
CenaTton Bapdonomen.

rONOC KEHLWMWHbI
C Hero Koxy CHUMaKT?

rONOC MYX4YUHbI
Caupator, A 66l crazan.

rONIOC KEHLLHWHbBI
Chumarot. MmerHo cHumatot. Kak ¢unbm.

Courtesy of the artist

fONoC MYHK4YMHbI
370 TBOM ABLIKOBbLIE FATIOLMHALMM,
He Gonee.

FONIOC MEHLUWHDI

A, NOMHWLWb, Kak BepTonyyun cBA3an KMHO
M ncuxoaHanua? Yepes cnoeo «kamepa»,

C UTaNIbAHCKOIO «CNasbHA» NEPEBOAUTCA.
Ay Hac? D70 Bedb KNETKa, 3aTO4EHME.
Happuposatk — BCe paBHO, 4TO 3a peLueTry
ynpATaTh, B 06€3bAHHMK.

roNI0C MYXYMHBbI

EcTb v Kamepa xpaHeHuA. Tam Towe TeCHO.
A cHATb MOXHO opeway. OTwenywuTs
NLIHEE, CNOW 3@ CNOEM MCTUHY OYUCTUTD,
YCTPOWTbL OHTONOTMYECKUIM CTPUNTKS.

roONnoC HKEHLLHHbBI

[a, TonbKO CTPUNTU3 KaKOM-TO KapaTesib-
HbIM, UMEHHO, YTO C YMCTKamH, ¢ pasobna-
YEeHbAMM. ..



llya Permyakov
Translations

Russia, 2011

an audio-visual installation
looped image, linear sound, 24' 20"

the sound was recorded and edited at the Boson Higgs Studio, Moscow
music: Mikhail Hharitonov
female voice: Elena Liubarskaya
male voice: llya Permyakov

Courtesy of the artist

Two adjacent rooms bounded from each other.
Two non-self-sufficient spaces. Screened video
where the sound is muffled by noise, and text crystal-
lizes and melts; and an invisible cinema from which
only story, sound and characters remain perceptible.
Translations between them, passing from one room
to another. What is the result of these movements?
A lost melodramatic thriller or its own travesty?
A script telling us about the after-effects of a mimetic
imitation of martyrs? An excuse to censure the narra-

tive and to edit subtitles as a vers libre?

This audio-visual installation is something in be-
tween a film and a book, but it sets itself the limits of its
own pretensions to totality and wholeness. The image
and sound in the work are not synchronized. The video
is looped, closed upon itself. And the story is opened
into a line with points of origin and finish. Finding
oneself in the dark, putting on earphones the installa-
tion's visitor gets an opportunity to turn on the disk with
the imageless film and listen through this story.

AN EXCERPT FROM THE SCRIPT

INT. A MOVIE THEATRE.
PROJECTIONIST'S BOOTH. NIGHT

The projectionist, reflected in the projection
window's glass is busy rewinding film from
one bobbin to another. Beyond the window
in the auditorium the film is shown. Upon
the glass vague shapes reflect the scenes
of the film. The fragmentary subtitles

float and disappear almost immediately.
Only the rhythm of the cut transitions
remains from the visual component of

the film beyond glass. From the sound
track only an indistinct hum (female voice)
can be heard muffled by the chirping of
the projector...

MAN, shrugs his shoulders and opens
a book.

FEMALE VOICE
What has it opened at?

MALE VOICE

(grins, reads aloud)
St. Bartholomew.
FEMALE VOICE

Is he being skinned*?

MALE VOICE
Violently decorticated, I'd say.

*

All words with an asterisk sound the same (“to

film, to shoot”) in Russian

FEMALE VOICE
No, skinned. Cut, skinned and taken off. Just
like a film.

MALE VOICE
These are just your language hallucinations,
nothing more.

FEMALE VOICE

Do you remember how Bertolucci has linked
cinema to psychoanalysis? By the word
“camera” — it means a bedroom in ltalian.
And what about Russian? “Camera” means
cell, imprisonment. To frame an image

is the same as to put someone behind

bars, into an isolation ward.

MALE VOICE

There's also another “camera” in
Russian — a storage-room. Can

also be very crowded. And one

can also take off clothes. Scrub off
the unnecessary, peel off the truth
layer by layer, perform an ontological
striptease.
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FEMALE VOICE

Yes, but this striptease is going to be
somewhat punitive, with purges and
exposures. ..



NpoeKTbl
Projects

TpeTbe H1MHO / BnOoeoncHYCCTBO HaK CNenoK C pearnbHOCTH
The Third Cinema/ Video Art as a Cast from Reality






Panbup Haneka

1. MpunatHoe becnoKoncTeo
2. OH 6b1n xopowwum YyenoBeKom

1. Mnama, 2010
MPOeKUMNA Ha HmBonucHoe nonatHo, 11" 11"

1. J1BO€ 04eHb MOXOHMX NOAEN 3a CTO-
NOM HenpepbIBHO €4AT, NIWLLIb MHOTAA BCTaBad
W ocTaBnAA 3a coboM COBCTBEHHbIE MOPTPETHI HA
xoncte. OHM BCTpeyvatoTcA Ha CTeHe, rae BCTy-
natoT B CXBATKY, MEHAA MO W TUN NOBEAEHWA,
nepexoan OT POTHUHECKMX JIACK K arpeCCHMBHOM
60pbbe B COMPUKOCHOBEHWUMU «A» U «OpYroro».
MHbiMKW cnoBamu, epa noaaepxuBaeT B Nto-
AAX *W3Hb, N B 3TOM MHCTANNALMKN «NPOLLECC
MOrMOLEHNA MULLM» — MeTadpOPUYECKHN U306pa-
WaeT NPOXMBaHWE HM3HU, a «6opbba» — NonbIT-
Ky OTBETWUTb Ha ee BOMpPOCHI.

2. MHawa, 2008
MPOEKLMA Ha HMBOMMCHOEe nonoTHo, 5' 03"

2. «3peck Kaneka Bo3BpallaeTca K TeMaM TepreHus, TILETbl, TULLIMHBI
W Yypa, KoTopble 6blK KtoYeBbIMK B paboTe «Henosek, npoaesaroLLmi
HWUTKY B Urofiky», CO30aHHOW AecATb neT Hasaa,. B atom nosTopeHuu ncm-
XONOrMYEeCKOM CUTYyaLMK NOMbITKA BAETb HUTKY B UIOMNKY nodpasymesaeT
NnoTpebHOCTb YTBEPAMTL CBOE BIMAHME M 3alUTONaTb PaHbl TParMyecKoro
HacneouAa — XyAOXHWK no3sonaeT cebe BUAOU3MEHUTb U300pameHHe,
HaHeCeHHOe KpacKaMM, He TONbKO CXOAHbIM, MYCTb U MePLAOLLMM NOpPT-
PEeTOM, HO TaKe NpoeLmMpyeMbiMi Ha HEro obpasamu, KOTopble HECYT
B cebe TpaBMbl TAMENION UCTOPUK AMacnopbl U MUrpaumu. B npomemyTrax
NopTPET OCBELLAETCA TONIbKO CBETOM NPOEKTOPA, HECTKUM W HEMPEKITOH-
HbIM, KaK B3rnag MHKBU3UTOpPA.

[MpocTpaHcTBO Meay NpoeKunen 1 KapTMHOM B paboTte Kaneku cta-
HOBWTCA MECTOM CUIIbHOI O, 3NIEKTPUYECKU HECTABUIIBHOrO NMPUCYTCTBUA.
Bo BHMMaHWK K HeHaaeKHOCTH 06paga, ero OHTONOMMYECKOW Heonpeae-
NEHHOCTH 3TO NP06abUNMCTCKOE MUPOBO33PEHNE HOET OT XyLOHECTBEH-
Horo obpasa ero obpalleH1a K HaM W Halero nNpoyTeHus, a cam Haneka
npurnawaeT 3puTena NopasmbICNUTL Hag, MyratownMmM BONPOcaMu npu-
pOoAbl MHAMBWUAOYaNbHOM CY6GBEKTMBHOCTHU U NMOBCEOHEBHOMO OMbITa, C €ro
He BCerga KoHCTaTUpyeMOM HeobXoAMMOCTbLIO BbiGOpa, MeYThl, MOKOA
W 3a6nyHOEHUA»,

Pangmt XocKote

Sweet Unease. Courtesy of Volte Gallery Mumbai, India



He was a Good Man. Courtesy of Volte Gallery Mumbai, India

Ranbir Haleka
1. Sweet Unease

2. He was a Good Man

1. India, 2010
video projection on painted image, 11" 11"

1. Two men who are almost a replica of each
other eat non-stop at the table and occasionally
get up leaving behind them their painted selves on
the canvas and meet on the wall where they engage
in perpetual wrestling while taking on different
personas, vacillating between genders and types,
erotic touch and aggressive intrusion, engaging
the self and the other.

Simply put, food sustains life, and in this instal-
lation ‘eating’ is a metaphor for it and ‘wrestling’
the struggle with life’s questions.

2. India, 2008
video projection on painted image, 5' 03"

2. “In He Was A Good Man, Kaleka revisits the patience, futility, stillness and
wonder of Man Threading A Needle, made a decade before. In this recursion of
a compelling psychic situation — the attempt to thread a needle is charged with
the need to assert agency and suture the wounds of a harrowing inheritance —
the artist gives himself the latitude to bathe the painted surface, not only with
a corresponding if fluctuating portrait, but also with projected images that
bear the freight of a traumatic history of migration and diaspora. At intervals,
also, the painting is washed in the imageless light of the projector, harsh and
inexorable as an inquisitor's gaze.

Between projection and painting, in Kaleka's work, the image-surface
becomes the site of an acute, electrically unstable presencing. In attending
to the precariousness of the image, its ontological indeterminacy, the proba-
bilism attendant on its address to us and our reading of it, Kaleka invites us
to reflect on startling questions about the nature of the individual subjectivity
and the nature of everyday experience, with its not-always registered densities
of choice, dream, reverie and delusion”.
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Ranijit Hoskote



Anmarynb MeHnubaesa
Monoko AnAa ArHAT

HazaxcTtaH, 2010
umdpoBoE BMOEO
uget, 3ByK, 11' 35"

Courtesy of Priska C. Juschka Fine Art

XyJJ,O)KHMLI,a BbICTynaeT B Ka4eCTBe pexunccepa 1 no- MM(I)OJ'IOFMLIGCKaH 6orvHA nnogopoanAa 1 3emMinm ymaﬁ,
CTaHOBLUMKa CITOMHOIo MM(I)OJ'IOFVNSCKOFO nosecTBoOBaHMA, ntobrmasn eHa HebecHoro 6ora TeHFpM, CUMBON3NPYET
MecTO faencTBusA KOTOpOro — ctenn ee poaHoro KazaxcTa- TECHYHO CBA3b Hapoaa C 3emMrnen v ee 60FaTCTBaMM; HMHNBOT-
Ha, NOBeCTBOBaAaHMA, OTCbIJTaOLWEro K ee CO6CTBeHHOMy Hble 1 NIOON NUTAKOTCA OT €€ Tesla U NbT €€ MOJIOKO. Hen-
KO4YeBOMYy Hacneguio 1 lWamMaHCKHUM TpaanumAaM HapogoB LWHNHbI-MOTOMKH Yman CcerogHA 3aknHarT ee U nogaepHu-
Ll,eHTpaanoﬁ Aszuun. BalOT XpynKoe COoCyLWeCTBOBaHUE — MeXAy NUTarolwWnMn OnUTA

B ceoen BM,u.eopa60Te «Monoko OnA ArHAT» OHa UcC- MaTtepAMU U MX HEHACbITHbIMWU, HE3PEJIbIMKU MYyHYUHaAMM.

cnefyeTt SMOLMOHaNbHbIE, JYXOBHbIE U KYNbTYPHbIE PENUK-
Tbl APEBHEN CUCTEMbl BEPOBaHWI, eLle COXpaHMBLLMECH

y HapogoB LleHTpanbHoi A3uu cerogHa — TeHrpuaHcTBa
(o6oecTBNEHME HEGA) TIOPKCKMX NIEMEH, PENUIHUM, KOTO-
pas 6bina pacnpocTpaHeHa ot EBponbl 4o Tuxoro okeaHa.
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Almagul Menlibayeva
Milk for Lambs

Hazakhstan, 2010
digital video
color, sound, 11' 35"

Menlibayeva stages and films complex
mythological narratives in the steppes of her
native Kazakhstan, with references to her own
nomadic heritage and the Shamanistic traditions
of the cultures of Central Asia.

Her video, Milk for Lambs, explores
the emotional, spiritual and cultural residues of
an ancient belief system, still resonating among
the peoples of Central Asia today — the Tengri-
ism (sky religion) of the Turkic tribes, reaching
from Eurasia to the Pacific Ocean.

The mythological nurturing Earth God-
dess Umai and favorite wife of Tengri, the god
of the sky, symbolizes the close relationship
of the people to the land and its given riches,
by animals and humans feeding off her body
and drinking her milk. The female descendants
of Umai invoke and continue a precarious sym-
biosis today between the mothers who nurture
a child and their insatiable, adolescent men.
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Tayc MaxayeBa

PexneH (oT aBapcKoro—-«crago»)

Poccua, 2009
HD-Bvpgeo
uget, 6e3 3Byka, 7' 21"

«CouunanbHasa HanpaBneHHOCTb MOWX NPOU3BEAEHNH
cBA3aHa C NM4yHom nctopuen. Mou pogutenu ponom u3 Pec-
ny6nukm [larectaH, 1 NOSTOMY A XOPOLLIO 3HAKOMa C NPWBbIY-
HOM OOLLECTBEHHOM peaKuMen Ha NpeacTaBuTenen Apyrom
KynbTypbl. [TOHWMMaHMe CNOXHOCTM NPEOAONEHNA CyLLECT-
BYIOLLMX Pasnnymi No3BONMNO CHOpMyMpoBaTb 3afaqm
XYOOMECTBEHHOM NPakThKK. C MOMOLLbIO MPOHKUK, MHOTAA
Aaxe capkasma, A npobnemaTManpyto caMmo NOHATUE «HOP-
MaslbHOCTH» OBLLECTBEHHOM MM3HKW OJ1A TOro, YTOObl BbIABUTL
CKpPbITblE NPOTUBOPEYUNA N PUKTUBHOCTb YCTAHOBOK Mybnmny-
HOWM MOSIUTUKM B OTHOLLEHWU K KyNbTYPHBLIM MEHbLUMHCTBAM.

Mowu paboTbl He ABNAIOTCA NPOrpaMmomn CoLManbHOro
KOHCTPYMPOBaHWUA WK AOKYMEHTaIbHbIM CBUAETENBCTBOM
HeKoero coumanbHoro Kpuanca. OHM NPUBHOCAT B 3HAKO-
Mble, «HOPMaslbHbIE» CUTyaLUMK W NOAPOBHOCTH NOBCEAHEB-
HOWM *W3HM HaBA34YMBLIM CUMBOSIMYECKMI XapaKTep, T.e. Ae-
naroT UX HECNy4YamHbIMKU M JOCTYMHBIMU ANA UHAMBUAYANbHOM
06LEeCTBEHHOM peaKLuK.

Pa6ota «Pexnen», cHaTaa memay aynamu Llaga n Axanun,
Pecnybnuka [JarectaH, MMeeT NPOCTYO CIOXETHYHO OCHOBY:
MOJOA0M YenoBeEK NPAYETCA Nod, TPaAULIMOHHOM LWybor nac-
TYXOB TUMYT W NPEANPUHUMAET MOMbITKY KaK MOMHO Brue
noanona3t K oTape osel,. bykBanbHoe npoyTeHne paboTsl,
CBA3aHHOE, HanpuUMep, C MECTHOW NPUPOAON UK TPaAULN-
OHHBbIMM KYNBTYPHBIMU CUMBOSIaMH, MUMEET BCMOMOraTe IbHYH
$YHKLMIO MO OTHOLLEHMIO K copepaHuto Bornpocy «C Kakor
Lesnbio NeppopmMep COBEPLLAET 3TU OENUCTBUAP.

Pa6ota «Pexnen» npobnematnavpyet obLiecTseH-

Hble OTHOLLEHWA, TpebytoLwmne cornacua ¢ onpeaeneHHbIM1
npaBunamMm 1 NPeanMcaHaMKU ANA COLMaNbHOM, KyNbTYPHOM
nHTerpaum. OHa 0 TOM, YTO Mbl FOTOBbI CAENaTh, YTO6bI BbITb
BKJIIOYEHHBIMKW B cO06LW,ecTBO? Hakoi BbIGOP HaM HyKHO

Ans atoro caenatb?! [OTOBLI MW Mbl paM 3TOFO HAAETL TA-
HEenyto U KpanHe HeyaobHY0, C TOYKU 3pEeHNA COBPEMEHHOIO
YENOBEKA, OOEKOY M ONYCTUTLCA HA YETBEPEHBLKU P»

Tayc MaxauyeBa

Courtesy of the artist



Courtesy of the artist

Taus Makhacheva

Rehlen (Avar Language FlocK)

Russia, 2009
HD video
colour; silent, 7' 21"

“The social dimension of my works reso-
nates with personal history. Belonging to a Dag-
estan family I'm deeply familiar with habitual so-
cial reactions towards representatives of another
culture. Understanding the difficulty of overcom-
ing those differences continues to form the es-
sence of my artistic practice. | often utilize irony
and sarcasm in my works as | challenge the no-
tion of ‘normality’ within social life and reveal
the hidden controversies and fiction of the pub-
lic politics towards cultural minorities.

| do not claim to document some kind
of social crisis. Whilst capturing routine and or-
dinary situations my art manifests an obsessive
symbolic element that subverts these seemingly
innocuous moments and makes them available
for an individual social response.

Rehlen is shot in between mountain villages
Tsada and Ahalchi, Republic of Dagestan, it has
a simple narrative: young man is wearing a tra-

ditional sheepskin coat timug, that was usually
worn by shepherds and attempts to scramble as
close as possible to the flock of sheep. Literal
interpretation of this work concerned with lo-
cal nature or traditional cultural symbols, has

a supportive function towards the content of

the work-a question “What is the goal behind
performers actions?”

Rehlen deals with problematics of social
relations, that demand consent with certain rules
and regulations for social and cultural integra-
tion. This work is about what we are ready to do
in order to become a part of community? What
choices do we need to make this happen!? Are
we ready to wear heavy and highly uncomfort-
able, from the perspective of modern man,
clothes and get down on all fours?”

Taus Makhacheva
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EneHa HoBbinuHa
CyKuHbI fetu

Poccua, 2011
nepgopmaHc

Ha npoTAxeHnn cToneTuin akTepcKkoe pemMecro no-
4MTaNoCh YeM-TO MOCTLIAHbLIM, & aKTEPOB HE XOPOHMUIIM Ha
Knagabuiiax BMecTe co BceMu. [loxoxe, cerogHa coumanbHoe
MOSIOKEHWE M PE30HAHC GUrypbl FONSIMBYACKON «3BE3AbI»
OCHOBaTENbHO PeabUNUTUPOBANN APEBHIOI NPOGECCHIO.
MocyauTe camu, NONYyNAPHOCTL aKTEPOB TaKoBa, YTO Macchl
He TOMbKO NepPeHNMAlOT BCE OT U3BECTHbIX aKTEPOB, 06CY-
¥Aan noapoBHOCTU KX JIMUHOM HU3HM, HO eLLe W Noapama-
toT um! U camoe, Ha Mol B3rnAg, Nto60NLITHOE M3MEHeHWe
MPOM30LLIIO B CMbIC/TOBOM aCMeKTe 3Toro AsneHus. Mrpatb
3HAYUT M306parkaTh *KKW3Hb, BOCMPOU3BOAUTL €€ GOpPMbI
[OCTOBEPHO, NIULEAENCTBOBATL, NEPEHOCA aKLEHTbI C UC-
TUHHOrO cofepwanus B chepy bopmManbHyto (TEXHUKa Urpbl,
YOAYHLIA FPUM, FPaHAMOSHLIE KOCTHOMBI).

Ynopo6buBLUKCE aKTepam, WMpoKaa nybnvKka nepecrana
MpOMMBaTL CBOKO COBCTBEHHYIO HU3Hb, CTana ee Npo-urpbl-
BaTb, KaK bbl camy ceba n3obpamaTb, KONMPYA BEYHO MEHSAO-
LMXCA KYMUPOB, MIOAUTE MepTBbIE NoL06MA.

PeanbHocTb rony6oro akpaHa nepemeluanach C no-
BCEAHEBHOCTbLIO, PACKPACUB €€, KaK NPasfaHUYHbINA TOPT,

KaK YNIMYHYto OeBKy. 3acHAB abCOMFOTHO BCE MOMEHTbI HU3HU
obbiBaTena B yGOPHOMW, HE OCTaBUB MHTUMHOM Cepbl Yeno-
BEKa BHE OxBaTa MaccMenna, MHTEPaKTUBHOE TeNeBUaeH e
W peanuTu-wLoy yBEHYanM 3Ty MHTepBeHUMIO. Tenepb nto6omn
MeHeaKep, PUaNToOp MUK NpodaseL, MOryT BooGparaTb cebn
reposmMu aKkpaHa. BoTt oHo — wnpokodopmaTHoe KMHO, no-

FMOTMBLUEE W NOBeprilee BCHO LUIMPOTY YeNI0OBEYECKON AyLLn
B MJIOCKOCTb TE€NEBU3UOHHOWM Mnasmbl.

Kputepuit noasIMHHOCTH 6biN M3BAT C FMOGaNLHOM CLie-
Hbl y}Ke JaBHO, YTO eLle MHOrO JIeT TOMY Ha3aj, KOHCTaTUPO-
Ban Boapwuitap B cBoem onpeneneHnm cuMynaxpa.

AxTep — He camocToATesbHaA durypa. MapuoHeTka —
HapOoAHbIM NtobK1MeL, NOAYMHEHHbINA BOMW pexuccepa, nNpo-
Alocepa M CMOHCOPa, OHa 3a4acTylo ONpaBAbIBAETCA B CBOMX
MHTEPBbBIO: M3BUHUTE, MO, Takas y Hac npogeccua: (xopoLuo)
urpaem nnoxux B (MIoxux) cepuanax.

Hakoe ynoBornbcTBYE ANA KNEPKOB BCEX MACTEH, MNOKU3-
HEHHO 3aHWUMAIOLLMXCA OTHYHKAEHHbLIM TPYAOM, — YMTaTb B Ae-
LLIEBOM FTIAHLE 3TW OTKPOBEHWA! TexHWKa aKTEPCKOM Urpbl
ceropHs Nnonpocty HeobxoamMma Ana Toro, YTobbl ocyLecT-
BUTb NPUTBOPCTBO A/IMHOIO B HM13Hb, 3 CaMoObMaHa MnnaeHo
npeBpaTuBLLeecs B camoybuicTBo. HecnyyaiHo B nto6oi
TPEHMWHI MO AOCTUKEHUIO yCriexa NepBbiM AEMOM BKIOYEHO
aKTepCcKoe MacTepCTBO... TOMNbKO He BMOJSIHE ACHO, KTO He
B KOHLLe KOHLIOB 3aKa3blBaeT 3T0 rnobanbHoe cBeTonpecTas-
neHue nop, Ha3BaHMeM «LIMPOKOPOPMATHOE KUHO»?!

Enena HoBsbinnHa

Swan on the Verge of Extinction, 2008 performance. Courtesy of the artist



Red Pomegranates, 2009 performance. Courtesy of the artist

“*’phany, 2009 performance. Courtesy of the artist

Elena Howylina

Sons of the Bitch

Russia, 2011
performance

“For centuries the actor’s trade was
considered to be shameful and actors were
not interred in cemeteries along with the rest
of community. It looks like the status and posi-
tion of a Hollywood “star” today have to a large
extent exonerated this ancient profession.
Consider that the popularity of actors is such
that the masses not only adopt them, discussing
their private lives, but also imitate them! In my
view the most curious change is in the aspect
of meaning of this phenomenon. To act is to imi-
tate life, reproduce its forms authentically, to dis-
semble, transferring the emphasis from the real
content into the formal sphere (the actor's tech-
nique, well-done make-up, grand costumes).

Imitating the actors, the audience at large
has given up living its own life, started to play-
act it, cast as itself, to copy the permanently
changing idols, reproducing dead images.

The reality of a blue screen is mixed
with everyday life, infusing it with the colours
of a festive cake or a whore. Having filmed
absolutely all moments in the everyman’s lava-
tory life, leaving no intimate human sphere out
of mass-media reach, the interactive television
and reality shows have crowned this interven-
tion. Now every manager, realtor or salesperson

can imagine themselves a hero onscreen. This
is the widescreen cinema that has consumed
and transferred all the greatness of human soul
into the flatness of the TV plasma.

The criterion of authenticity was long
ago removed from the global scene, as Jean
Baudrillard has stated many years ago in his
definition of a simulacrum.

An actor is not a self-sufficient figure.
A puppet, beloved by the people, subject to
the will of his director, producer and sponsor,
she frequently makes excuses for herself in inter-
views — sorry, but that's our profession: we play
(well) bad guys in (bad quality) soap operas.
What joy for the clerks of all kinds employed for
life at alienating jobs to read this confessions!

The playacting technique today is simply
indispensable in order to realize life-long dis-
similation, that turns from self-deceit to self-de-
struction. It is no coincidence that every training
course in achieving success primarily includes
acting skills... It's not entirely clear, though, who
was it that ordered this global apocalypse called
“widescreen cinema”?!"

Elena Kovylina
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XapyH Papokn, AHTbe dnmaH
Mup nnu nonet

['epmaHna, 2008
LLeCTMKaHaneHaA sugeouHcTannAauvAa, 24"

«HazBaHne paboTbl OTChINAET K YTBEPHAEHHIO, KOTO-
poe npeaBapAeT U 06bACHAET dyHAAMEHTaNbHbIM MPUHLMN
meToaa pabotbl Papoku ¢ kuHematorpadom: «OgHu npena-
PUPYIOT NTULY, YTODObI €€ CbeCTb, APYr1e — YTOBbl Hay4YUTbCA
nonety». Papokun 1 DMaH npuaymanyi BUOeonHCTaNNA-
LIMI0 O KMHO, CMOHTUPOBAaB NMOABGOPKY KMHOIMNM30A0B, rae
n3obpamaeTcA akT camoybuncTea. B Hew oHW uccnepytoT
TEXHWKY Kagpa/KOHTPKaApa, Bblpe3atoT OTAesbHbIE CLEHbI
W paKypChbl, U MOTOM MOHTHPYIOT X, KOMMUIMPYIOT U OQHO-
BPEMEHHO AEMOHCTPUPYIOT Ha HEKOM MONYKPYrIOM CLEeHe.
Takvm 06pa3om OHK KOHCTPYMPYIOT Cpeay A1A NPoeLmpo-
BaHWA MHAMBWOYaNbHOMO U 06LWECTBEHHOr0, UAEONOrUHK
M 3CTETUKM, BbIMbICA U AOKYMeHTanbHoro. OAuMH 3a ApyruM,
TwarenbHO oToBpaHHbIE M YETKO ONpeaeNieHHble 3NM304bI
CamMoy6UIMCTB NOABNAIOTCA Ha BONbLLUOM 3KpaHe, NPOTUBOMO-
CTaBnAA pasfiMyHble CTpaTermm Bu3yanusaumm Unm acTeTu-
3aunM CaMOyBHICTB, MK BbIAENAA Te YacTh GUNIbMOB, rae
CaMOy6HMCTBO CTaHOBMTCA LEEHTPaIbHOM TEMOM UCKyCcCcTBa
OBUKYLLMXCA 06pa3oB. Tak n3bpaHHble KMHOHAapPpPaTUBI
0 camMoybuICTBE CTaHOBATCA NOAXOAALLMM MaTepHraniom
ON1A UCCNefoBaHUA M KOHCTPYMPOBAHWA CIIOMHOM CoLMarb-
HOM MO3aMKH, KoTopaa nNpeasiaraeT HaM BCECTOPOHHWM OMbIT
KnHemaTorpada u cymumnaa, UCKyccTBa U CMepTH».

Hropb LLnaHbone

«[na Hawem akcnoaunumm «Kino wie noch nie» («<KuHo
KaK HWMKoraa paHblie», BeHa, 2006, Bepnun, 2007) Mbl
nopobpany anu3oabl pasdHbix ¢punbmoB. Hanpumep, Mbl
conocTaBunn GparmMeHT BeibpaHHOrO an1M3o4a Ha O4HOM
MOHUTOpPE, a 0bpaTHbIM NaH — Ha APYrom CTOALLEM PAAOM
MOHWTOpE. DTO NPOTUBOMOCTAB/IEHWE OBHAPYKMUITO, HTO MOH-
Ta coxpaHAeT CBOM PYHKLMU W addEKT fawe nocne TaKoro

it e |

aKTa pasfeneHns 1 pacnpepenenua, u npefocTaBnaeT Ham
aHaNIMTUYECKMIM MeTOof, KOTOPbIM He AenaeT 06beKT HenosHa-
BaeMbIM M He OCTaHaBMBaET ero ABuxeHue. Bot k yemy Bce
CBOOMTCA: BO3MOMHOCTb NPOaHaM3nMpoBaTb CTPOEeHWe NTH-
Ll TaK, YTOBObI NOHATL, KAKMM 06Pa30M OHa neTaeT, He pac-
4neHAA ee, Kak ecnn 6bl Mbl COOMPaANUCh ee CheCTb.

O6bI4HO aHaNM3KUPYIOT MOHTaXK Ha OCHOBE COMoCTaBre-
HWA OBYX KQAPOB, U O4EHb PEAKO NPUHMMAKOT BO BHUMaHWe
«yAaneHHblM MoHTax». Kagp B dunbme oTtceinaeT K npeabl-
AyLiemy, YacTO K HECKOMBbKMM MOXOMWM MM PE3KO OT/IMYato-
WMMCA APYr OT Apyra Kagpam, CUITbHO yAaNeHHbIM OT Hero
B XPOHOOrMyecKom nocneposartensHocT. Ragpel 1 anu-
30[bl, KOTOpPble Mbl OTOOpanu, BGe NOCBALLEHbI OAHOW TEME:
My¥4MHe, coBepLiatowemy camoybuicteo. Horoa noxoamt
A0 CyvumMpaa, My}4ynHa B KMHemaTorpade, MOXHO CKasaTb,
BO3MeLLLaeT BECb 9MOLIMOHASIbHBIM HaKasl, KOTOPOro emy
He xBaTaeT B CPaBHEHWMU C HEHLLUMHOM No rnybuHe n cune
3aKcnpeccun. PparmMeHTbl U3 COBEPLUEHHO Pa3HbIX GrNbMOB
pacnpeneneHsbl Ha HECKOMIbKO 9KPaHOB B NpocTpaHcTee. Ha-
npyUMep, Ha OJHOM YeNloBEK BXOOMT B KOMHATY, TaK KaKk xoyeT
0CTaTbCA OOMH, B OPYrOM KTO-TO €L MOMYa MAET, a 3a HUM
cnepyeT Kamepa, HaeACb NoNy4YnUTb OTBET, OYEHb PEAKO Ha
camoM Zerne nosyvyaembi, — eCiv BONpoc BoobLLe CTaBUT-
CA B KMHOHappaTtuee. KynbsTypHas TexHWKa pacnpeneneHma
4yero-nMbO B NPOCTPaHCTBE AJA 3aKpeneHUA 3Toro B CO-
3HaHuK bbina nssecTHa yxe B [JpesHer peumn. Mbl ncnone-
3yeM ee C HamepeHMeM CO3aTb HOBbIM GpUNIbM O YENOBEKE,
KOTOpPbIM Mcyepnan ceobony AeNCTBUM»,

XapyH ®Papoku 1 AHTbe DiimaH

Feasting or Flying, Harun Farocki/Antje Ehmann in Hebbel am

Ufer Berlin © MuTphoto/Barbara Braun 2008



Feasting or Flying, Harun Farocki/Antje Ehmann in Hebbel am

Ufer Berlin © MuTphoto/Barbara Braun 2008

Harun Farocki, Antje Ehmann

Feasting or Flying

Germany, 2008
6-Chanel video, 24'

“The work Feasting or Flying refers to a basic
statement that anticipates and explains the fundamen-
tal principle behind Farocki's entire method of work-
ing with films: “Some dissect a bird in order to eat
it, others in order to discover how to fly". Farocki
and Ehmann made their video installation about film
by putting together a selection of film sequences
that present the act of suicide. Here they examine
the shot/countershot technique, excerpt particular
scenes and camera angels, and then edit them,
compile them, and show them simultaenously on
a kind of semicircular stage. In this way they construct
a setting for projecting the individual and the society,
ideology and aesthetics, ficition and documentary.
One after the other, carefully chosen and precisely
identified sequences of selected suicides appear
on the big screen, juxtaposing specific strategies
of visualization or the aestheticization of suicide and
its effects, or emphazising the part of films where
suicide becomes the central theme of the moving
image. The selected film narratives about suicide thus
becomes the qualitative material for researching and
constructing a complex social mosaic that offers us
a comprehensive experience of film and suicide, of art
and death”.

Igor Spanjol

“For our exhibition Kino wie noch nie (Cin-
ema like never before, Vienna, 2006; Berlin, 2007),
we broke down film sequences. For instance, we
presented a shot from a certain sequence on one
monitor and the reverse shot on a second monitor

next to the first. This juxtaposition revealed that mon-
tage retains its function, its effect, even after this act
of separation and distribution, and gives us an analytic
method that neither makes the object incomprehensi-
ble nor stops its motion. That is what it comes down
to: the ability to analyse a bird in such a way that we
come to understand its flight without dissecting it as if
it were going to be eaten.

People tend to analyse montage on the basis
of the collision between two shots; all too seldom
is consideration given to ‘distanced montage’. The ap-
pearance of one shot in a film refers to a previous
shot, often to several — similar or strikingly dissimi-
lar —shots far back in the chronological sequence.
The shots and sequences we collected were on one
subject: the man who kills himself. When it comes
to suicide, the film-man might be said to make up for
everything he lacks in depth of emotion and expres-
siveness compared with the film-woman. Motifs from
wholly dissimilar films are distributed over several
screens in the space. For instance, there's the man
walking into a room because he wants to be alone,
or the man walking in silence and being followed by
a camera determined to pick up an answer scarcely
surrendered — if indeed the film narrative is posing
a question. The cultural technique of distributing over
space in order to anchor something in the conscious-
ness was already cultivated by the ancient Greeks.
We use it with the intention of arriving at a new film:
one about the man who has used up any further
freedom of action”.

Harun Farocki and Antje Ehmann
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NoxaHHa BunnuHr
A HnuyTo Be3 TBOEro putTma

Llseunsn, 2009
DVD, 3akonbuoBaHo, 13' 29"

Buaeopa6otbl MoxaHHbl BUANKMHE — 3T0 paambilLieHHA
0 NOBCEAHEBHOM, Xopeorpadun 1 putyane. B Hux noguep-
K1BaeTCA yA3BUMOCTb MHAMBWUAYNIbHOMO AEUCTBUA BHYTPU
KOJNEKTUBHOO OnbiTa. XyAOKHWLA OfepPHUMa LIMKIIMYHOCTLIO
W PETPOCTMEKLIMEN, OHA Pa3birPbIBAET OCOOLIE CUTYaLMH,
B KOTOPbIX YTO-TO BOT-BOT AOTKHO Npou3oinTu. [Mpu aTom oHa
OCTaeTCA HEBUAMMOM BO BpeMs NepdOpMaHCOB U aKLMK,
KoTOpble OHa cHUMaeT. Mactepcteo BunnuHr — B couetaHunm
WMHOWBUAOYANIbHOM Xopeorpaduu U cBo6OAbI €CTECTBEHHOMO
OBUWKEHWS, KOTOPble CBOAATCA BOEAMHO B MPOLLECCE MOHTAKA.

PaboTta ocHOBaHa Ha CbeMKax HUBOIro TaHLEBallbHOIro
npeacTaBneHus, B KOTOPOM PYMbIHCKWE TaHLOPbI-NHo6UTE-
NW «pa3yynBatoT» W UCMOJHAIT TaHew, B Accax, B pamKax

Photo Lavinia German, courtesy of the artist and Hollybush Gardens, London

6ueHHane coBpemMeHHoro nckycctea «Periferic 8» B okTAGpe
2008 roga. Punbm 06bEAUHUN COOLITUA, MPOUCXOAMB-

LUMEe B TEYEHUE HECKOMNBbKUX OHEN, B €OUHbIN OJIMTENbHbIM
npoLecc, BO BpeMA KOTOPOro TaHLOpPbl HAXOAWAUCE NOA Ha-
6nogeHnemM nybnmMkM, cBO6OAHOM NPUXOAUTE U YXOOMUTh

no cobcTBeHHOMY #enaHuto. He cywecteyeT okoHuatens-
HOWM BEpCUM TaHLA KaK TaKOBOM, U TaKMM 0bpa3om aTa
paboTta — pe3ynbTaT COBMECTHOIrO TBOpYeCTBa Xopeorpada,
MY3bIKaHTOB, TaHLLOPOB W 3pUTENEN.



Photo Lavinia German, courtesy of the artist and Hollybush Gardens, London

Johanna Billing

I'm Lost Without Your Rhythm

Sweden, 2009
DVD, loop, 13' 29"

Johanna Billing's videos reflect on routine, cho-
reography and ritual, with an emphasis on the fragil-
ity of individual performance within collective experi-
ence. Obsessed by circularity and retrospection, she
stages specific situations where something is about
to take place, the artist herself remaining invis-
ible during the performances and actions that are
recorded. Billing's skill lies in combining the chore-
ography of individuals with facilitating their freedom
to perform naturally, bringing the whole together in
the editing process.

I'm Lost Without Your Rhythm is based on
the recording of a live performance of dance

‘learned' or performed by amateur Romanian danc-
ers in lasi, Romania, during the Periferic 8 Biennial
of Contemporary Art in Oct 2008. The film links sev-
eral days' activity into a continuous process, in which
dancers were watched by an audience who were
free to come and go as they pleased. There is no
final performance as such and so the work is a result
of collaboration between choreographer, musicians,
dancers and audience.
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Jna-Jlunza Axtuna
BnaroseLyeHue

MuHnangusa, 2010
TpexkaHansHaA HD-uHcTannAumaA, 33'

«BnaroselyeHne» — MHCTaNNALMA, B KOTOPOM OAMH
U3 LLEHTpasbHbIX MOTUBOB XPUCTUAHCKOM MKOHOT padum
KOHCTPYMPYETCA M 3aHOBO Pa3birpbIBAETCA NOCPEACTBOM
ABvRyLLMXCA obpasos. OcHoBoW nocny®un TekcT EBaHrenua
ot Jlyku (1:26-38) 1 306paKeHHa PasUYHLIX 30X, B KO-
TOPbIX XYOOMHUKM BOMOLLANIW CBOE BUAEHWE €BaHIENbCKMX
COOLITHH.

B atoi Bepcun BnaroseleHns cobbiThA NponcxoaaTt
B HacToAwee BpemMa. MHcTannaums, coctoAwan nua Tpex
NPOEKLMI, BRIOYAET MaTepuar, NonyYeHHbIM B Xo4e NOAro-
TOBKM K CbeMKaM $usibMa, M caMy PEKOHCTPYKLIMIO COBLITUA.
OcHoBHas yacTb ¢punbMa CHUManack B 3arnoBefdHWKe AynaH-
KO B OXHOM PUHNAHAMM cHewHoM 3umor 2010 roga, HO TaK-
e W B AeKopaLmax, U306pamatonx MacTEPCKYHO XYO0HHMKa
n cueHy BbrnarosewieHna. Bece yyacTHUUbI, 3a MCKNOYEHWEM
ABOWX, He NPOdECCUOHANBbHBIE aKTPUCHI, @ CTYAEHTKU WH-
CTUTYTa AbAKOHUCC B XeSIbCUHKWU. XOTA B OCHOBE dunbMa
W NEXMUT CLEHAPUM, HO COBLITUA, PONK 1 Ananor GelnM apan-
TUPOBaHbI BO BPEMA CbEMOK K aKTEPCKMUM CMOCOBHOCTAM
Kamao0ro y4acTHuKa.

«bnaroseuieHre» AXTWUbl OCHOBaHO Ha Maesax buonora
Aroba doH MKcKrona, cuntaBLLEero, YTO PasnnyHbIE MUPBI
HUBbIX CYLLLECTB CYLLECTBYIOT OOHOBPEMEHHO. DTa KOHLenN-
LMA NO3BONAET MOHATb MPUPOAY YyAa U BOSMOXKHOCTM ero
BOCMPUATMA W NO3HAHUA.

«Hac nerko Beectv B 3a6ny)+(p,eHme 1 3aCTaBUTb Npen-
NOJIOKMNTb, YTO OTHOLUEHNE MeHAY NOCTOPOHHUM Cy6'beKTOM
M 0ObEKTaAMK ero MHpa CyLLeCTBYET Ha TOM Xe NpoCTpaH-
CTBEHHOM N BPEMEHHOM niaHe, 4TO 1 Halln COBCTBEHHbIE

The Annunciation. Fra Angelico fresco, 1438-45, Museo di San Marco, Florence

OTHOLUEHWA C 0ObEKTAMM HaLLIEro M1pa, MMpa YernoBeka. IT1a
owKnbKa NOANUTLIBAETCA YTBEPHAEHUEM O CYLLECTBOBaHUH
O[LHOTr0-eJMHCTBEHHOIO MMUPA, B KOTOPbIM BTUCHYTHI BCE M-
Bble cylecTsa. OHO NOPOKAAET LUMPOKO PacnpOCTPaHeHHOE
ybemaeHne B TOM, YTO [/ BCEX HMBbIX CyLLECTB UMEETCA
NULWb OAHO NPOCTPAHCTBO W BpeMs. ToNbKo HeAABHO GUIMKK
HayanM COMHeBaTbCA B CyLLECTBOBaHWUW BCESIEHHOW C NPo-
CTPaHCTBOM, BaSMAHbLIM 718 BCEX CYLLECTB».

M3 «Mporyrnku no Mupam MUBOTHLIX W yenoseka» (1957)
Arkoba doH Mkckiona

«HaK y3HaTb, KaKOBO YTO-TO Ha CaMOM Jefle, €CNK OHO
Ham [0 CUX MOpP HeM3BeCTHO? YTo Thl 3Haellb 06 3TOM Ha
AaHHbI MOMeHT? KaK MMeHHO cylecTByeT HeYTo Nogo6Hoe?
Hak noooiTh K HeMy 1 BOBNeYb B AMANOr — Ha KaKoM A3bIKe?

MHCTUHKTMBHO NOAXOAMLUB K YHEMY-TO HOBOMY Yepes3
3HaKoOMOe€, M3BECTHOE — MHOMAA C TaKOM TOYHOCTbLHO U CUIIOHN,
YTO MOMELlLb BUAETb ero TOMbKO NoA, €OUHCTBEHHBIM YIIoM
3pEeHMA, B OAHOM HanpasieHWH, BCE B YHETKOM MOpPAAKE —
YTO-TO CNepeam, YTO-TO Cpasy 3a HUM, U T. 4. — B NEPCreK-
TmBe. OHaKO MOMET NI YTO-TO 3HAKOMOE COOTBETCTBOBAaTL
KpuTepuamM vyna’? MoxHO M 6biTb OwapalleHHbIM YeM-TO,
YTO M3BECTHO HaCKBO3b? YTO Me Toraa Thl BUAMLLIL?»

«Bnaroseu.l,eHme», rosioc 3a Kagpom

The Annunciation. Eija-Liisa Ahtila. Courtesy of Marian Goodman Gallery, New York and Paris

© 2010 Crystal Eye — Kristallisilm Oy



The Annunciation. Eija-Liisa Ahtila. Courtesy of Marian Goodman Gallery, New York and Paris

© 2010 Crystal Eye - Kiristallisilm Oy

Eija-Liisa Ahtila
The Annunciation

Finland, 2010
3-channel projected HD installation, 33'

The Annunciation is an installation in which one
of the central motifs of Christian iconography is con-
structed and re-enacted through the moving image.

It is based on the narrative from the Gospel of Luke
(1:26-38) and paintings of the Annunciation in which
artists have, in various periods, depicted their visions
of the gospel's events.

In this Annunciation the events are set in
the present. The installation, of three projected
images, consists of material made during the film's
preparation and the actual reconstruction of
the event. The film material was shot mainly dur-
ing the frosty winter season of 2010 in the snowy
Aulanko nature reserve in southern Finland and on
a set depicting the artist’s studio and the scene of
the Annunciation. All the actors, apart from two, are
non-professionals and attend the Helsinki Deacon-
ess Institute for women's support services. Although
based on an existing script, the events, roles and
dialogue were adapted during filming in accordance
with each actor’s individual presence.

A viewpoint to The Annunciation is Jacob von
Uexkull's idea that living beings’ different worlds exist
simultaneously. This idea provides an approach to
the nature of a miracle and the possibilities of percep-
tion and knowledge.

“We are easily deluded into assuming that
the relationship between a foreign subject and
the objects in his world exists on the same spa-

tial and temporal plane as our own relations with

the objects in our human world. This fallacy is fed by
a belief in the existence of a single world, into which
all living creatures are pigeonholed. This gives rise

to the widespread conviction that there is only one
space and one time for all living things. Only recently
have physicists begun to doubt the existence of a uni-
verse with a space that is valid for all beings”.

Extract from A Stroll through the Worlds of Ani-
mals and Men, Jakob von Uexkiill (1957)

“How does one know what things are, unless
they're already familiar? What does one know of them
at that stage? How do such things exist? How to get
next to them and engage in dialogue — on what and
in whose language? One instinctively approaches
such things through the familiar, the known — at times
with such precision and force that one can see
from a single angle only, in one direction, all things
in a clear order — one thing in front, another just
behind it, and so on — in perspective. Can something
already familiar fulfill the criteria for a miracle? Can
one be shaken with surprise by something one knows
through and through? What does one see then?”

Extract from The Annunciation, the narrator's
voice over

154 - 155



NpoeKTobl
Projects

CumynnpoBaHHanA peanbHocTb / Lpyron repown
Simulated Reality/ The Other Hero






ApeB MaHyKAH
Benasa Houb

Hanapa, 2010
UmdpoBOE BMAEO, UBET, 3BYK, 4' 41"

OdPEKTHBIM KOPOTKOMETpPaKHBIN GUIbM UCCheayeT
OMbIT, KOTOPbIM MHOTME M3 HAC KOr[a-TO NepexmBanv — Mu-
MoneTHas, HO rmyboKas CBA3b C COBEPLUEHHO NOCTOPOHHUM
yenoseKoM. [lecTBre NPOMCXOOMT Ha TEMHOM MOLLLEHOM
ynuue B 1950-x — My®unHa BCTpeYaeTca rnasamm C HeH-
WKHOM B Kade yepes ynuuy. DTa CeKyHaa pacTarMBaeTca
BO BPEMEHH, W ABOE YyCTPEMNAIOTCA APYr K APYry B runeppe-
anbHOM daHTa3nK, B KOTOPOM WX HUYTO HEe MOMET yaepHaTb.

«HesabbliBaeMbIi MOMEHT BCTPEYM BIMNALOM C HE3Ha-
KOMLLEM — TaKoe MHOrga ciyvaetcsd, 0CO6eHHO B 6OMbLLIOM
ropoge. 3To AJIUTCA KaKyto-TO CEKYHAY, MOTOM HaMm cTa-
HOBWTCA HENOBKO, M Mbl OTBOpaynBaemMcA. A xoten B3ATb
9TOT MOMEHT BIEYEHUA W PACTAHYTb €r0 B rMneppeasbHyto
daHTasmo, B KOTOPOM AENCTBME pacKpbiBaeTCA Kak byaTo
B MeaneHHo aBukyLlenca dotorpadun. A xoten cospatb
HeYTO NPEeKPacHOEe U3 WTaMna. DTO MeyTa, BOMIOLLEHHasA
B ¢1nbMe, KOTopasa OKa3blBAETCA MMEHHO TaKOM, KaKOM Mbl
ee NpeacTaBAnM.

AkTepbl B «<Benom Houn» cHMManuck Ha ¢poHe 3eneHo-
ro pyp-aKpaHa B cTyaun B TopoHTo. Bee ynnyHbie cueHsl
W AeKopaLn Bbinv Co3AaHbl Ha CTafMK OKOHYaTelbHOro

MOHTaxa 13 HapUCOBaHHbLIX HA MaTOBOM CTEK/Ee KaJpOoB, CHA-
Thix B [Mapue 1 TopoHTo. MNpe-npoaaKLuH 3aHAN HECKONBKO
MecALEeB paboThl B peXUMeE YaCTUYHOM 3aHATOCTH, BO BPEMA
KOTOPOM Mbl CO3A4a/IM aHUMUPOBAHHbBIM SCKU3HBIM MaKeT

M MHOIOKPaTHO TECTUPOBASIM BU3yaslbHble 3PPEKTHI.

Camol cnoxHoM 4acTbio NPOEKTa GO TO, HTO Ham
HY*HO 6bI10 HapucoBaTb ByKkBanbHO BCe. BonbLioi 06bem
NpeAaMETOB OT MOKPBbIX YL, A0 TPEXMEPHbIX JIMCTLEB W aBTO-
mMobunen. Ho ewe cnoxHee 66110 Npuaymath, KaKk AOMHKHbI
BbIMNALETb OCHOBHbIe 3ddeKThl. [locne Toro Kak Mbl pa3bu-
Ba/IM HacToALLEee CTEeKNO Ha npoTakeHnn 2000 kaapos B MU-
HYTYy Ha CbEMOYHOWM NNOLAaAKe, CTaNo ACHO, YTO 9TO HMKOrAa
He ByaeT BbIMMAAETL TaK, Kak HyxHO. [1puwnock co3naTb
1 aHMmmnpoBaTb cTekno B 3D. BusyanbHbele adderTbl 3aHANM
okono 8 mecAaues paboTel Mapka-Anape pes, rmasHoro
XyLOMHMKa No adderTam. STo GbiN MyUUTESIbHBIM NPOLLECC,
HO B TO e BPeMA M NPUATHBIM, MOTOMY YTO Mbl AeNann 3TOT
NPOEKT C 60MbLLOM N06OBbLIO.

Apes MaHykaH

Courtesy of Stellar Scene and SpyFilms



Arev Manoukian
Nuit Blanche

Canada, 2010
digital video, colour, sound, 4' 41"

Courtesy of Stellar Scene and SpyFilms

A dramatic short film, Nuit Blanche explores
an experience many of us have lived before —
a fleeting yet powerful connection with a perfect
stranger. Set in a dark cobblestone street in
the 1950’s, a man catches the gaze of a woman in
a cafe across the street. This split-second moment
becomes suspended in time, as the two gravitate
towards each other in a hyper real fantasy where
nothing can hold them back.

“An unforgettable moment with a stranger hap-
pens to everyone, especially in a large metropolitan
city. It lasts for a split second and then things get
awkward so we turn away. | wanted to take that
moment of attraction and stretch it in a hyper-real
fantasy where things unfold like slow moving photo-
graphs. | wanted to create something beautiful within
the cliché. It is a daydream put on film that turned out
exactly how we imagined it.

The actors in Nuit Blanche were shot in a green
screen studio in Toronto. All the street environments
and sets were created digitally in post-production

with matte paintings of still photographs taken in Paris
and Toronto. Pre-production took a few months

of part-time work as we created an animated pre-viz
and did numerous visual effects tests.

The challenging part was that we had to create
almost everything. There was a huge volume of as-
sets, from wet streets to 3d leaves and cars to make.
But the hardest was trying to figure out how the main
effects should look. After breaking real glass at over
2000 frames per second on set we realized that it will
never look the way we want. We had to create and
animate the glass in 3d. The visual effects took about
8 months of work with Marc-Andre Gray as the main
visual effects artist. It was a grueling process but
it was a pleasure to do because we were very pas-
sionate about the project”.

Arev Manoukian
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Bopuc 3npgarceH

3710 He «Cure»/3TO0 HEe ucueneHne

'epmanuva, 2007
4-KaHanbHaA BYOEOUHCTaANNAUUA
4:3 Pal DVD, 3aKonbuoBaHo, 14' 15"

Myabika dasug Ynaxonsm

Cnosa: Pobept CmuT, JlopeHc TonxepcT, CanmoH ennan
© Fiction Song Ltd., Musik-Edition Discoton GmbH

C paspeeHnsa BMG Music Publishing, epmanna

OcHoBaHHbIM Ha CTPYKType Kapaoke, GpuibM noka-
3blBaeT YeTblpex BOCbMUAECATUNETHUX HEMLIEB, KOTOPbIE
notoT cnosa Tpex neceH rpynnsl «The Cure» — «Cold»,
«One Hundred Years» 1 «Sinking» Ha 9NeKTPOHHYO My3bl-
Ky, HanMcaHHyto MeNbB6ypPHCKUM KoMnosuTopom [1aBnaom
Y13xonbMOM C MCNONb30BaHWEM NENTMOTUBOB U3 OMepbl
Puxapaoa Barnepa «Cymepku 6oros». Pa6oTta npeBpalua-
eTCA B NO3TUYECKUMA M MPaYHbIM KOMMEHTapui Ha Temy
MUMONETHOCTH HU3HU U NaMATH.

«f BUKYy ceba net B 75 B AoMe npecTapensbix, 3a-
HUMatOLWMMCH TPEXMEPHBIM KUGEPCEKCOM, KaK B KMHO,
C napTHepamu co Bcero mupa. Moewn aBatapon 6ynet cre-
NMOK MOEro MHTENIEKTa, B TO BPEMA KakK Teno GyAeT rHuTb
B MHBaNIMAHOW KonAacke. D70 6yneT HoBas Bepcua «[lopT-
peta JopuaHa [pes».

Bopuc OnparceH

Courtesy of the artist



Courtesy of the artist

Boris Eldagsen

No Cure

Germany, 2007
4-Channel Video Installation
4:3 Pal DVD, loop, 14' 15"

Score by David Chisholm
lyrics: Rabert Smith/ Laurence Tolhurst/ Simon Gallup
© by Fiction Song Ltd., Musik-Edition Discoton GmbH

Courtesy of BMG Music Publishing Germany

Based on the structure of karaoke, No Cure
features four 80-year-old Germans, singing the lyrics
of three The Cure songs: Cold, One Hundred Years
and Sinking. As the electronic score composed by
Melbourne composer David Chisholm uses leitmotifs
of Richard Wagner's opera Gétterddmmerung (Twilight
of the Gods) to accompany the lyrics, the work drifts
into a poetic and eerie comment on the transience
of life and memory.

“I see myself being 75, sitting in a nursing home
and having 3D movie-like virtual cybersex around
the world. My avatar will be a visual blueprint of my
mind, while my body is rotting in a wheelchair. This will
be the future version of The Picture of Dorian Gray".

Boris Eldagsen
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Oyat NPOBMbI3A

NannHa MbizHnkoBa n Ceprei NpoBopoB

NopgcHeHUK

Poccua, 2011
HD-mHcTannAuwA, 4/6, ctepeo, 30' 50"

«YenoBek cnocobeH AMCTaHLMPOBATLCA OT Hernocpea-
CTBEHHOIO OKPYHEHWUA U BOCMPUHUMATDL MUP KaK HEYTo
6orbliee, YeM OH caMm. HenoBeKy AaHO BUAEHWE KaK aKT,
CBA3aHHbIM C OTAANEHHOCTbBIO, C AUCTaHLUMEN, KOraa To4-

Ka 3peHKnA NpeBpaLLaeTCA M3 MHOMECTBEHHOM U BnMHKHEN

B €AMHYI0 OTANIEHHYIO KapTUHY MMPa NOJOBHO TOMY, KaK K-
BOMWCb «3anoSiHeHHbIX 06BEMOB» NOCTENEHHO NpeBpaLlaeTca
B HMBOMWCb «NYCTOr0 NPOCTPaHCTBA.

BaHo npuilypuBath rnasa, 4Tobbl paccMoTpeTh
NpeabABNAEMYIO TPArM4eCKyto KapTUHY MUpa. TOHKadA JIMHKA
noBoaKa, o6beauHAIOLWan cobaKy 1 YenoBeKa To NOABNAET-
cA, TO UcYe3aeT 13 BUAY, onpeaenaa 3bl6KOCTb OTHOLLEHWH
W NpenBapAA HaABWraloLLeeca paccTaBaHue.

J1ccoHupyoLLmnii ¢ NpUPOAoH BepToneT B OAHO MIHO-
BeHWe obpbiBaeT CBA3b YenoBeka ¢ cobakoi. Ero cunbHoe

9HepreTUYecKoe none HaAeneHo BrnosiHe KOHKPETHOM
nepdopmaTMBHOM 3apa4er pas3pyLlnTb yMUPOTBOPEHHYIO
APXUTEKTOHUKY NPUPOAHOro cOCToAHUA. PopMarnbHO OH
dopMUpyeT MHAMBUOYANM3UPOBAHHOE MPOCTPAHCTBO
CHEMHOM 6ypH, Kak HeKoe 0coboe MecTo CO CBOEM WUC-
TOpUWEN, U OLHOBPEMEHHO CO3AaeT NPOCTPAHCTBEHHO-
BPEMEHHYIO rPaHuLLy Mexay NPUPOLHbLIM CMIOKOMCTBUEM
M MCKyCCTBEHHbIM XaocoM (nyprow).

MonndoHMueckoe nepenneTeHre NPUPOLHLIX, YeN0-
BEYECKMX M TEXHONOrMYECK1X 06pa3oB co34aeT NPUHLLMM
«OCTPaHHEHWA», COYETaHUA HECOYETaeMOoro, HEeCOM3MEPUMO-
CTH JIOFMYECKOr0, YyBCTBEHHOMO M XaOTUYHOIO MblLLIEHUA»,

ManuHa MeisHukoBsa 1 Cepreit [Mposopos

Courtesy of the artists



Courtesy of the artists

PROVMYZA Duo

Galina Myznikova & Sergey Provorov

Snowdrop

Russia, 2011
digital video, b&w, stereo sound, 30' 50"

“Human beings are able to distance themselves
from their immediate environment and perceive
the world as something bigger than self. A man has
been gifted with vision as an act connected to re-
moteness, to distance, as the point of view turns from
multiple and close to a united remote world view like
painting of “packed space” turns gradually into paint-
ing of the “empty space”.

It is important to squint in order to see better
the demonstrated tragic picture of the world. The thin
line of the leash, connecting dog and man, appears
and disappears from view, defining the fragility of their
relationship and preceding their break-up.

The helicopter jarring with nature in a split
second tears apart the connection between the dog

and the man. Its powerful energy field is vested
with a specific performative task — to destroy

the harmonious architectonics of the natural
state. Formally it forms the individualized space of
a snowstorm as some special place with its own
history and simultaneously creates a special and
temporal border between the calm of nature and
an artificial chaos (blizzard).

The polyphonic interweaving of natural, human
and technological images creates the principle of de-
familiarization (ostranenie), of combining the incon-
gruous, of incommensurability of logical, sensual and
chaotic thinking”.

Galina Myznikova & Sergey Provorov
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Buktop Annmnues
Bor

Poccuna, 2010
HD-snpeo, ueT, 3ByK, &' 24"

Courtesy of the artist

[pynna 13 nATM aKTepOB UCNOMHAET BOKanua, cdop-
MWpPOBaHHbIM peybto. CUHXPOHW3aLMA — MOMEHT cornacusa
B 3TOM «peyn» — NPOUCXOOMT, KOraa 3ByUUT PYCCKOE CIIOBO
«BOT». MINu ero BoKasnMaHbl ABOMHWK — OTPE30K NeHUs,
TaKOW e — MO My3blKa/IbHOM W KOMMO3WULMOHHOM NOTHKe —
KaKk 310 «BOT». PaboTa 6bina peannsoBaHa ¢ ppaHLy3CKUMM
aKkTepamu B Tynyse.



Viktor Alimpiev
“Vot” (So)

Russia, 2010
HD video, colour, sound, 5' 24"

Courtesy of the artist
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A group of five actors performs a vocalise,
formed by speech. Synchronization — a mo-
ment of harmony in this “speech” happens when
the Russian word vot is pronounced, or its vocalise
double — a length of singing similar in musical and
compositional logic to vot. The work was realized
in Toulouse with French actors.



Ax dyayH
NMNAaTaAa Houb

Huran, 2010
7-KaHanbHaA VHCTannAumA
35 mm 4/6 nepesegerHana B HD, 10" 37"

«[1ATaA HOYb» — 3TO MHCTANNALMA, COCTOALLAA U3 CEMM
CHMHXPOHW3MPOBaHHBIX NpoeKumi. Buaeo 3aneyatneno cueHbl
noBCceAHEeBHOM ¥13HW cTaporo LLlaHxas, ynuubl, 3anpymeH-
Hble KMNaMKaMM, pUKLIAMK U peTpoaBToMobunamMu. B LeHTpe
CbEMOYHOM NNOLWAaAKM BO3ABUIHYyTa CLeHa, rae Ha cTone
CTOAT HECKOJbKO aKBapHyMOB C pbiGKaMM1, TaM Ke CMeLHo
PEMOHTMPYIOT TpaMBaw, TakMM 06pa3om ocsellan Bce Npo-
cTpaHcTBO. MenbKatoT CMyTHble 06pasbl, He OTHOCALLMECA
K rMaBHOMY AENCTBUIO, TPEBOMKHbIE MYHUYMUHbI U HEHLLMHBI
3aHATbl CBOMMM Aenamiu, NepBbii NnaH OAHOM CLeHbl CTa-
HoBWTCA GOHOM APYron, rae-To BeAyTCA LUIMPOKOIKPaHHbIE
CbEMKM, 3arnoSIHEHHbIE NOBECTBOBaHWEM, OPYrHe KOHLLEHTPH-
pylOTCA Ha M30OpaKEHNN XapaKTepoB.

B aTom npotAxeHHOM aKpaHe, COCTaBNEHHOM M3 CEMM
npoeKuni, bonblie penseda, 4em Morno 6bl 6bITb B TPEX-
MepHOW NPOEKLMK, 1 Bonblue 3aBeplueHHocTH. M3-3a Toro
4TO CbEMKa BEAETCA OAHOBPEMEHHO CeMbIO KaMepamu, Bbl-
pameHWA NnL, aKTEPOB B KaXO0M Kagpe CTaHOBATCA HEKOH-

TPONMPYEMbIMM, HEKAA XaOTUYHOCTb M306pameHnA poxaaeTt
0Ccobyto HenpeaCKa3yeMyto U YTOHYEHHYHO 9CTETHKY.

MoeA paboTbl NpuyLna K XyOOKHWKY B NpoLiecce ero
Pa3MbILLIEHUH O KUHOUHOYCTPUK, U AN1A 9TON BUOEOUH-
CcTannAuMKM OblN UCNONBL30BaH HOBLIM METOA, CbeMKW — CeMb
NPOEKLMH, 3HAYUTENBHO NPEBOCXOAALLMX pasMep BUAMMOro
4eI0BEKOM NPOCTPAHCTBA, — He COOTBETCTBYHOLLMM HaLLKUM
3puTenbHbIM NpuBbIYKaM. AH PyayH Ha3bIBaeT 3TOT MeTOL,
«pUNBbMOM MHOMKECTBEHHbIX paKypcoB». CambiM BaHbIM
Npv CO34aHWUK 3TOM MHCTaNNALMKM OblNO BAOXHOBEHWE
aKTEpOB, a TaKMHe OLLyLLEeHNe 3pUTeNnAMU NPOCTPaHCTBa.
XyOOMHWK 06beanHUI MaTepuan B eAMHOe Lenoe, yrpasnas
HalMMK BHYTPEHHUMU W BHELLUHWUMM HyBCTBaMMU.

Courtesy of Yang Fudong, ShanghART Gallery and Marian Goodman Gallery



Courtesy of Yang Fudong, ShanghART Gallery and Marian Goodman Gallery

Yang Fudong
Fifth Night

China, 2010
7-Channel 35mm b&w film
transferred to HD, 10" 37"

“The Fifth Night" is a video installation com-
posed of seven synchronized projections. The videos
feature old Shanghai scenes, as a large décor with
carriages, rickshaws and vintage cars. In the middle
of the scene a stage has been built, a few jars with
fishes have been placed on a table and a tramway
is being frenetically repaired, illuminating the place.
Vague views of people without any relationship are
shown, anxious, hesitating men and women here and
there attend to their own duties, a scene’s foreground
can become next scene’s background.

A shot is wide and narrative, while the other
depicts some characters, this long screen of seven
projections has more relief than if it was in 3D, and
is more complete. Facing seven cameras, actors’ ex-
pressions in each objective and shot are uncontrolla-

ble; this kind of randomness presents a certain subtle
and unpredictable aesthetic.
The idea behind this work came from a reflec-

tion on film production, and a new filming method
was used for this video installation: seven projections,
going far beyond our visual field and habits, Yang Fu-
dong calls it “multiple views film". The most important
in the production of this work was the inspiration of
the actors, as well as viewers' feelings of the space,
the artist unified this work by maneuvering its inner
and external feelings.
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NpoeKTbl
Projects

CayHa-nepdopMaHc
Sound Performance






Pvopsn Nkepa

Test Pattern [3«uBoe ncnonHeHune]

Anonna, 2008
ayaMoBm3yansHbIn nepdopmaHc
HoHUenuwA, Homnosuuma: Pruopsn Vkepa

KOMMbIOTEPHAA rpacvika, NporpamMM1poBaHre: TomMoHara ToryAMa

I i

Test pattern — ato cuctema, Kotopas KoHBEpPTUPYET

no6ok BUA aaHHbIX (TEKCT, 3ByK, doTorpaduu, dunsmsl)

B PMCYHOK LUTPMX-KOAA U BUHapHbIE AuarpaMmbl U3 Hymner

1 eamHul. Llenb npoekTta — ¢ MOMOLLbIO MCMOIb30BaHNA 3TOM
CHUCTEeMbl MCCIeA0BaTb B3aMMOOTHOLLEHUA MEXOY KpUTHUye-
CKMMM TOYKamMm paboTbl yCTPOMCTBA M NMOPOroM YesloBeye-
cKoro BocnpuATKA. [poeKT cyulecTByeT B pa3dHbix popmarax:
ayanoBmayanbHbli nepdopmaHc, uHetannaums, CD v ap.

B Hosewwen ayanosmayansHomn pabote Pruoasn Mrena
npeacTaBneHbl MHTEHCUMBHO BCMbIXMBaKOLLME YepHO-6enble
M306parKeHMs, KOTopble NbIBYT, COAPOrafch, BO TbMe,
noA, MMHUMAaIIUCTUHECKMM, MOLLHBIM, NPEKPACHO CUHXPOHW3N-
poBaHHbIM cayHATPeK. Mcnonb3ya KoMnboTepHYO Nporpam-
My B pexnme peanbHOro BpemeHu, test pattern koHsepTtupy-
€T ayAMoCHIrHas B YETKO CUHXPOHW3WpPOBaHHbIE AMarpammbl
WTpMXx-Kogda Ha aKkpaHe. CKopocTb ABUKYLMXCA 06pa3os
CBEPXBbLICOKaA, COTHM KaApOB B CEKYHAY, TaK 4TO 3TO NPOM3-
BeJeHWe ABNIAeTCA CBOEro poga UCMbITaHMEM Ha MPOYHOCTb
ANA ayamo- 1 BUOEOYCTPOWCTB, a TaKke TECTOM Ha peaKLMIo
BOCMPUATHUA 3pUTENEN.

«Test Pattern» — TpeTni ayanoBmayanbHbli KOHLEPT
B cepuu Ukepasl «<uHdomatura» (datamatics), apT-npoexre,
nccneayowemM noTeHLMan BOCNPUATUA HEBUOUMOW UHPOP-
MaLMOHHOW MyNbTUCYOCTaHLMKW, KOTOPOM NPOMNWTaH BECh Hall
mup. B pasnunyHeix popmax — MHCTannAumm, neppopmaHca,
3anMcen — NPOeKT GYHKLMOHMPYET Kak CUCTEMa, KOHBEpP-
TUpylowas No6oi TMN aaHHbIx (TEKCT, 3ByK, doTorpadmum,
GUNBMBI) B AMarpaMmel WTPUX-KOAA U BUHAPHLIE AWarpamMMbl
13 Hynew 1 eamHuu,. Llenbs npoekta — nccnenosaHve B3avmMo-
OTHOLLEHWI MEXAY KPUTUHECKOM TOUKOM paboTkl yCTpPOMCTBa
M NOPOroM YEN0BEYECKOro BOCNPMATHA, foBeaA oba Ao ab-
COJMIOTHOrO Npeaena Ux BO3MOMHOCTEN.

photo by Liz Hingley



photo by Liz Hingley

Ryoji Ikeda
Test Pattern [live set]

Japan, 2008

audiovisual performance
concept, composition: Ryoji Ikeda
computer graphics, programming: Tomonaga Tokuyama

Test pattern is a system that converts any
type of data (text, sounds, photos and movies) into
barcode patterns and binary patterns of Os and 1s.
Through its application, the project aims to examine
the relationship between critical points of device

performance and the threshold of human perception.

The project varies in different formats; audiovisual
performance, installation, CD release etc.

This latest audiovisual work from Ryoji lkeda,
presents intense flickering black and white imagery,
which floats and convulses in darkness to a stark and
powerful, highly synchronized soundtrack.

Through a real — time computer programme, test pat-
tern converts lkeda's audio signal patterns into tightly
synchronized barcode patterns on screen. The velocity
of the moving images is ultra — fast, some hundreds

of frames per second, so that the work provides a per-
formance test for the audio and visual devices, as well
as a response test for the audience's perceptions.

Test Pattern is the third audiovisual concert
in lkeda's datamatics series, an art project that
explores the potential to perceive the invisible multi —
substance of data that permeates our world.
Taking various forms — installations, live performance
and recordings — test pattern acts as a system that
converts any type of data (text, sounds, photos and
movies) into barcode patterns and binary patterns
of Os and 1s. The project aims to examine the rela-
tionship between critical points of device performance
and the threshold of human perception, pushing both
to their absolute limits.
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HoHrkypc

Competition

3ddeRT BMOEO
Video Effect









JchcheKT BUAEO

BupoeoapT Kak cucTemMa COOTHOLLEHMA Pa3fIMYHOIO POAa BbICKa3bI-
BaHWI B NpeACTaBleHHOW NporpaMMe BbiCTynaeT B KayecTBe A4,006aBoY-
Horo anemeHTa. CoBpeMEHHbIM POCCUMCKUI XYOOKHUK OTKa3biBAETCA
OT nocnefoBaTenbHOro N306parKeHns U co3paeT obpasHbIM MeanaKorn-
nax. B aTol cncteme BM3yanbHOro BbICKa3biBaHWMA OTCYTCTBYET U30-
6pasnTeENbLHOCTL per Se, TaK Kak OHa pacTBOPAETCA B MOMIMAKPAHHOCTH
uccneposanua. B suayansHoi akcnancuu (M. Hykos), noctMoaepHUcT-
cKo# unntosopHocTh (B. MapueHKoBa), HaLMOHaNbHOM CaMOCO3HaHUM
(O. 3uHueHKo), McTopryeckom 6eccoaHatenbHoM (B. XpoMeHKo), nces-
LOAOKYMeHTansHOM ceugetenscTee (rp. Bom6unel), HauBHOM byHK-
umoHansHocT (M. KyaHewos), uHtmHOM nonutdeckom (A. Xogop-
KOBCKas), reononutuyeckon aktueHoctu (E. uranosa), bopmanbHom
uccnenosaHun (A. Congatos), B KUHeMaTorpaduyecKon MUHUMANMaMe
(M. XaputoHoBa) BhlpameHa BOCTpe60BaHHOCTL B adderTe Buaeo. Tax
WIU MHaYe, XyOOMHUKM UCCNeayoT MeAurHble U BU3YyallbHble MCKaMeHuA,
KOTOpbIe B NPOCTPaHCTBE BUAEO NpeBpaLLatoTcs B MaHU$eCT 0 cocTos-
HWKW COBPEMEHHOI0 CO3HaHWA 06 06pasHbIx AebUHULUAX. 30ECb BO3HM-
KaeT 3aKOHOMEePHOe CTONKHOBEHWe ByKBaNIbHOCTHU M3006parKeHMA U ero
MHTeprpeTaunn. Tak KaKk XyAOKHUK yKe BbIXOAMT 3a rpaHuLy JIMHEMHOro
M3006paeHns, OH ULLET 3HAYEHWE B AONONHUTENBHOM 0bpase. B atom
CMbICIIe MporpamMmma pa3BMBaeTCA Kak aBTOMaTUYeCKUM TeKcT. M3o6pa-
eHWe CylwecTByeT BHe YCNOBHOCTM M306pamxaeMoro 1 cnocobHo 6biTe
KaK 0GBbEKTOM, TaK U CyGbEKTOM MHTepnpeTauunn. C Moel ToukK 3pe-
HWA, 3Ta CUTyaLMA NPOABNAETCA HaMbonee aKTMBHO B paboTax 6yayLumx
XYAOHKHUKOB, GUbMbI KOTOPLIX BXOAAT B MPOrpaMmy.

HapwvHa Kapaesa

Video Effect

Video art as a correspondence system of various kinds
of utterance in a given frame plays the role of an additional
element. A contemporary Russian artist abandons the se-
quential image and creates a media collage out of image.
This system of visual utterance lacks descriptiveness per
se, as it dissolves in the polyscreen nature of an explora-
tion. In visual expansion (P. Zhukov), postmodern illusion
(V. Marchenkova), national identity (D. Zinchenko), historical
unconsciousness (V. Khromenko), pseudo-documentary
evidence (Bombily group), naive functionality (P. Kuznetsov),
the intimate-political (A. Khodorkovskaya), geopolitical activ-
ity (E. Zhigalova), formal examination (A. Soldatov), cinematic
minimalism (M. Kharitonova) — in all these the rel-
evance of video effect is expressed.

In any case, the artists explore medial and
visual distortions, which in video space turn into
a manifesto on contemporary state of mind as
concerned with image definitions. Here an un-
derstandable confrontation between the literal
image and its interpretation occurs. As the artist
already goes beyond the limits of a linear picture,
he seeks meaning in a supplementary image.

In this sense the programme develops like automated
text. A representation exists without the conventions of
the thing represented and can be both an object and

a subject of interpretation. In my opinion this situation
is shown most actively in the works of the future artists,
whose films constitute this programme.
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OaHumn 3uH4eHKo

N3Bon

2011,13" 11"

«M3BoN>» Ha CTapoCNaBAHCKOM 3HAYMT BOJISA, HO 3TO S BbIACHWN
no3xe. BHauane nogpasymMeBanocb M3HEMOKEHWE BOMW, €€ PaCTBOPEHHE
B NpocTpaHcTBe. B ¢punbme MHOro Genbix, KOHTPACTHbIX KaApPOB ANA 060-
3HavyeHWA 6eCKOHEYHOCTH NMPOCTPAHCTBA, CHEKHOIO MyCTOro Mons
C YesloBEKOM noTepsABLUEMCSA B HEM. MI3HEMOXeHWe He 3HAYUT UCCAKAHUE,
a 3Ha4YUT HEBO3MOMKHOCTb NMOHUMaHWA NPOCTPaHCTBA OAHWM Cnabbim
cylwecTBoM. B ¢punbme 3akaapoBbIM TEKCTOM 3ByYaT LuTaThl M3 «PUnoco-
dum obero aena» Hukonas Pegoposa. DTU UUTATHI [AOT KITHOY K pelue-
HUIO NPOo6neMbl MOHWMMaHUA NPOCTPaHCTBA, TOYHEE, AakKe He NMOHUMaHUA,
a npuHumManus. Beab dunocodua Penoposa ocHoBaHa Ha 06bEANHEHUU
BCeX JI0OEN padu CMaceH!aA U 3TO, K COXANIEHUIO, YTOMMWA, KaK U KOCMW3M
B LLeNoM, M 06pa3 oauHOKOro nepes, 6eCKOHEYHOCTHIO YENOBEKA UITMOCT-
pUYpPYeT 3Ty yTONMYHOCTL. B BUAEO ecTb Tema CMepTH 1 YenoBeK MbiTa-
eTcA pasragatb ee TanHy, ee HEMOCTUKMMOCTb BECbMa NMPUMHUTUBHbBIM
06pa3oM — ecT 3eMJIt0 C Morunbl. ECTeCTBEHHO, HUKAKOrO MNOHUMaHWA 3TO
He fJaeT, a elle 6orbLie 3aroHAET B TYMWK. B KoHLe oH napaeT oT ycTano-
CTH, HE B CHIax NMPUHATb BHYTPb cebA NPOCTPaHCTBO M HE B COCTOAHWM
B HEM PaCTBOPUTLCA OKOHYATENIbHO».

Oanunn 3uHyeHKo

Courtesy of the artist

Daniil Zinchenko

Izvol (Will)

2011,13' 11"

“Izvol is a word for will in Old Slavonic language,
but | found it out later. In the beginning it implied
exhaustion of a will, as it dissolves in space. The film
is full of white and contrasting scenes to show
an eternity of space, a snowy hollow field where
somebody is lost. Exhaustion does not mean wear-
ing thin, it is about a single weak being that cannot
comprehend and handle space. Off-screen com-
mentaries in the film are the quotes from The Philoso-
phy of the Common Task by Nikolai Fedorov. These
quotes give the clue for solving the problem of under-
standing, or rather acceptance of space. Fedorov's
philosophy, based on unification of people for the sal-
vation is unfortunately utopian, as well as the whole
cosmist ideology, and it is illustrated with the image
of a person alone in front of eternity. There is a theme
of death in this video, a person trying to unravel its
mystery and incomprehensibility by the simple means
of eating soil from a grave. And it naturally cannot give
a single hint to this man, leading instead to a dead-
lock. In the end he falls wearily, unable to accept
space and to disappear inside space”.

Daniil Zinchenko



Courtesy of the artist

Esa HH{uranoBa
A specb?

2010, 1' 08"

A specb?

M meHsa 3aeck HeT. Ho A n HeT Tam... Toroa roe?

YBuAeTb CBOM HOBLIM AOM He rnasaMu Typucta. PuKrcupoBaTh BCe
Yyepes AManor Tpex KynsTyp: PyCCKOM, M3pannbCKoM W apabeKkoi. HawTu
cBoe fl B npeceyeHnn aTux KynsTyp. KOHPAMKT nnm guanor aTux Tpex
KynbTyp? CTepeTb rpaHuuy 1 okasatbea Mexay «[a» u «<Het», mexay
«3peckb 1 Tam», mexay «A 1 OHnr. BoOXHYTb HOBYIO peanbHOCTb M Npony-
CTUTb ee Yeped cebA He OrNAAbIBaACk Ha3az.

Tam — MeHsA yxe HeT, 34,eCb — BCe TOSIbKO HaYMHaeTCA. ..

Eva Zhigalova
I’'m here?

2010, 1' 08"

I'm here?

And | am not here. But | am not there either...
Where then?

Not to see my new homeland with tourist's eyes.
To fix everything through the communication of three
cultures: Russian, Israeli and Arab. To find one's own
self at the intersection of these cultures. Is this a con-
flict or a dialogue of these three cultures?

To erase the distinction and end up between
Yes&No, between Here&Now, between 1&They.

To inhale new reality and to let it pass
through you without turning back.

There — | am not; here — all has been just
beginning...
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Courtesy of the artist

Aptrpynna «Bombunbi»

NMNoxop B ranepeto

2010, 4' 00"

Pexunccepsl: Besymeu 1 Cyneprepon

B ponax: Beaymeu, MNawuw, Menkuit, MoxHopbin, Cyneprepoi, AiaaH
CanaxoBa, EneHa Cenuna, Cepexa XpunyH

Mysbika: AXX n MC3, Anekcanap 3anynuH

Bep6HLKMIM 4acTo NULLET, YTO BCA COBPUCKOBAA TyCa — 3TO FOMHMKM.
Bombunam Bcerpa Kasanock, YTo 370 He Bonee Yem OCTpoymHasa meTado-
pa. Ho Korga ogHamabl OHW C MOOALIMKW APY3bAMU, MONOAIMU MPO-
BMHLMANBHBIMU XyOOKHUKAMU MPULLIW B KPYTYHO MOCKOBCKYIO Fanepeto,
OKasanochk, 4To 310 He MeTadopa, a Npaeaa.

Bombily (Gypsy Cab Drivers) art-group

An Outing to a Gallery

2010, 4' 00"

Directed by Madman and Superhero
Starring: Madman, Hashish, Minor, Furface,
Superhero, Aidan Salakhova, Elena Selina,
Serezha “Croaker” Music: AHH n MSZ,
Alexander Zalupin.

Verbitsky often writes that the sovrisk crowd
is all punks. The Bombily have always considered
this just a witty metaphor. But once they had come
into a cool Moscow gallery with their friends — young
provincial artists — and found this to be no metaphor
but the simple truth.



Courtesy of the artist

Hykos lMeTp
Russian Online Tube

(MepunakapTuHbl)
2008-2010, 11' 56"

Matepwvanom a4na npoekTta NOCAy*Xunun Buaeoponunkn ¢ YouTube,
NoABepriMeca KOMMNbLIOTEPHOM MaHUMYNALMK U CUITbHO 3aMeaseHHble
BO BPEMEHM, 4TO B CyMe AOSHKHO NMPMAaBaTbh UM CXOMECTb C KapTUHOM.
JllobuTtensckoe BMAEO M3 ceTh BbibDpaHo, Kak eANMHCTBEHHO BO3MOMK-

HbIM CErogHA NOAJIMHHO AOKYMEHTalIbHbIM MaTepuarl, Tak Kak 3puTesb

He BepuT 6onee 6€30roBOPOYHO HWU MACCMeAMa, HU JOKYMEHTaIbHOM
doTtorpadumn, Mb6o n3BecTHa CyOLEKTUBHOCTL MaTeprana U BO3MOKHOCTb
MM MaHunynMpoBsaTb. B To e BpemA yumTbiBaA CErogHALLHION HECNOCO0-
HOCTb K MPAMOM AOKYMEHTaNIbHOCTH, BUAE0 06paboTaHbl TaK, YTO BbIMIA-
AAT NOA0B6HO SKCMPECCUOHNUCTCKUM KapTWHaM, nepeaasBasn oLlyLeHUe

OT CcOob6bITHA, @ HE AOMOAJIUHHO €ro.

Ponuku ¢ YouTube BbibpaHbl B Ka4ecTBE MCXOAHOMO MaTepuana,
TaKe M NOTOMY YTO B CErOAHALLIHEN peanbHOCTU MMEHHO OHW penpeseH-
TUPYIOT ANA MHTEPECYIOLWMXCA 0bbiBaTENen onpeaeneHHble yaaneHHble
OT HWX reorpaduyeckme, NONUTUYECKUE W KyNBTYpPHbIE ABEHWA, CO3aaBan
WX HOBbIM MeaMaobpas. [MpoeKT anennmMpyeT K COOITUMHOM MUBOMMUCH
M K paboTam HEMELKNX 9KCMPECCHUOHUCTOB.

Pyotr Zhukov
Russian Online Tube
(Media painting)

2008-2010, 11' 56"

The work presents videos from Russian YouTube
significantly slowed and manipulated in color and
contrast to look like expressionistic paintings. It
is a kind of a new documentary work realized through
an effect of personal perception in retelling (like
in documental paintings of the XIXth century) rather
than an evidence of direct documenting, as it's not
possible any more. And YouTube videos represent
a media face of the country.
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Courtesy of the artist

BukTopua MapuyeHKoBa
CueHa

2011, 4' 00"

Buaeo coenaHo Ha ocHOBe feKLMK, B KOTOPOW pacCKasbliBaeTcA
o [lenese, B 4HaCTHOCTM O €ro TepPMUHE «ANCMNO3UTUB» U COOTHOLLEHWW €ro
C TeaTpanbHbIMKW NpakTMkammn Camyansa BekkeTa. ABTop BMAEO Nepesena
nporoeapuvBaemyro TEOpHIO B HarnAaHele 06pasbl. «[1ponssoneHO ovep-
YeHHbIW KBaapaT», B KOTOPOM y BeKKkeTa B3aMMOOENCTBYIOT NEPCOHAMKM,
npeBpaTUICA B paMKu, GparMeHTUpytowne Gurypbl raBHbIX repPOUHBb:
¢dunnocoda 1 yqactHuLbl NnpoexTa Kom.post Kamune Jlymc v xyaomHuubl
AHHbI AHTOHOBOWM, KOTOpaA NepeBoauT ee peyb. B Takon onTrnke cTaHo-
BMTCA OY4EBWAHbLIM, 4TO Fr€POMHW NOACO3HATENBHO MPOU3BOAAT HECTHI,
CBA3aHHble C TeM, 0 4eM roBopAT. MeToa, NprMeHeHHbIM B BUAEO, OTpa-
WaeT CUTyaL Mo, B KOTOPOM XYO0XHUK NepeBoauT dunocoda.

Viktoria Marchenkova
Scene

2011, 4' 00"

Video is based on a lecture about Deleuze and
his concept of dispositif in correlation to Samuel
Beckett theatre practice. The author transformed
the spoken lecture into graphic images. A randomly
formed square, in which Beckett's characters interact,
has been turned into a frame fragmenting the figures
of the main characters — Camille Louis, a philosopher,
participant of the Kom.post project and the artist Anna
Antonova, who translates her speech. In this optics
it becomes evident that the heroines unconsciously
make gestures connected with the matters discussed.
The method employed in this video reflects a situation
where an artist interprets a philosopher.



Courtesy of the artist

Bnap XpomeHKo
Melting Utopias

2010. 3' 10"

ﬂeD,FIHbIe cnenku ¢ 6roctoB MyMM(I)MLI,MpOBaHHbIX HKOMMYHUCTHUYHE-
CKMX BOXEW TatOT Ha rnasax y 3putena, tepAana yaHaBaemMble o4epTaHus,
CTHpanaCb U3 NaMATHU. Benukan yTonnyeckaa Mmedta oCTaeTcA BCe Jasnblue,
1 pa3rnafeTb ee CTaHOBMUTCA BCE C/I0OHKHEe.

Viad Khromenko
Melting Utopias

2010, two-channel video, 3' 10"

Ice casts of mummified communist leaders’
busts melt down before the viewer, losing familiar
shapes, being erased from memory. The great utopian
dream is left behind further and further away and it's
becoming increasingly hard to distinguish it.
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Courtesy of the artist

Hys3Heuos lMNMasen
NMogcHeHnK

2010, 32"

B LEeNbHOCTHN OKpyHarLwero Hac Henpeackadyemoro Mmmpa Het
HHU4Yero ogHoO3Ha4Horo. M ecnun ncnonHUTbcA 6naroroBerHbIM BHUMaHK-
€M K HEMY U 3a0bITb npo MMeHa, TO MOXKHO OGHapy)KMTb HOBbIE€ CTOPOHbI
caMblx 06bIYHbIX ABNEHWNH. U MHUP USMEHUTCA, a BCnea 3a HUM U Bbl.

Pavel Huznetsov
Snowdrop

2010, 32"

In the totality of the unpredictable world around
us there's nothing simple. And if you are filled with
a reverent attention to it and forget about the names,
you can find new aspects of the most ordinary
phenomena. And the world will change, and you will
change next.



Courtesy of the artist

Anbbept ConpiaTtoB
AneHKa

2011, 3' 36"

B pabote npon3BoaMTCA SKCNEPUMEHT Haf, O6BEKTOM — PpaHTUKOM
13 ¢onbru ot KoHdeTbl «AneHka». CnyyaiHo o6HapyHeHHbIM adderT
npy CKnagblBaHWM GaHTUKa CTAaHOBUTCA OCHOBOM MaHMMyNALMIA HaZ HAM.
BosHuKatoT nnactuyeckue 1 BUsyanbHble AepopMaLm, UCKaKeHUA, cne-
AytoLLiMe 13 NpUpOoabl MaTepuana — CKNafaKkM, TPELLMHbI, 3a/10Mbl, KOTOPbIE
MOAMOULMPYIOT NPUBLIUHYIO dopMy. BusyanbHble MCKakeHWA nepBoHa-
YasibHOro U3obpaKeHMA NPOM3BOAAT MPOTECKHbIA dbPEKT, a MHOKECTBEH-
HOCTb KapTHHOK W CMeELLLeHWEe 1X BO BpeMeHW 06pasytoT BapUaTUBHOCTb.

Albert Soldatov

Alenka

2011, 3'36"

In the video an experiment is conducted with
a foil wrapper from “Alyonka” sweet as an object.
An effect accidentally found while folding the wrapper
becomes a basis for the manipulations with it. Plastic
and visual deformations and distortions result from
the nature of its material — folds, cracks and splits
which modify the familiar form. The visual distortions
of the original image make a grotesque effect and
the multiplicity of pictures and their displacement
in time create variability.
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Courtesy of the artist

AHHa XopopHoBcKan
Mepseau

2011, 1' 34"

«MepnBegn» — aT0 BMAEO, 3anncaHHoe Photobooth kamepoW, BcTpo-
€HHOW B MOM KoMMbtoTep. Al 3anucana CBOK peaKkLmio Ha NPUBOPOKMB-
wee MeHsa BMaeo «<HaHomenBeaes», BoinoxeHHoe Ha YouTube HemnsBecT-
HbIMM NOABMM, TOE HOBOTOAHSAA peyb NPe3nAEHTa NONOKeHa Ha «JTyHHyo
coHaty» BeTxoBeHa, a ronoc UcKaweH. Takke BO BpeEMsA 3aruncu aToro
BWIEO A BEMa aKTUBHYIO OHNaWH-Nepenucry. Pabota MmeeT NnuHbIN
XapaKkTep, N03TOMy MHe TPyaHO ee aHannauposaTb. OOHOM 13 COCTaBHbIX
ee yacTei A 6bl Ha3Bana rpycTb U OQHOBPEMEHHO NOHUMaHWE NaTonoru-
YECKOro «HeeMHCTBa» O6LLECTBA, OTCYTCTBUA A8 HEMO NEPCNEKTUB Ha
TONBbKO YTO HaYaBLUMICA roA.

Anna Khodorkovskaya
Bears

2011, 1' 34"

This video was recorded by a Photobooth
camera built into my computer. | have recorded my
reaction to the video “Nanomedvedev” which fasci-
nated me. Uploaded to YouTube by unknown persons
it has the New Year's eve president speech set to
the Beethoven'’s “Moonlight Sonata” and the voice
distorted. | also maintained an intensive online cor-
respondence at the time of recording. The work
is personal and son it’s difficult for me to analyze it.
One of its components | would call sadness and at
the same time an understanding of a pathological
dis-unity of our society, the lack of perspectives for
the year that has just begun.



Courtesy of the artist

Mapua XaputoHoBa
BaccenH

2011, 3' 58"

370 BHAEO — nnacTuyecKkan MeTadopa O NoTepe KOHTPOSIA, O BUAM-
MbIX M HEBMAMMBIX FPpaHMLAX, KOTOPbIE MHOTAA OYEHb CIIOKHO NPEOA0-
netb. [MyTeM HECKONMBKMUX MPOCTLIX MOHTAKHbLIX MPUEMOB W UCMONb30BA-
HWA pPa3HbIX METOAOB CbEMKHM A ,O6MBAOCH OYEHb BaKHOI0 adpdeKTa,
Ha KOTOpble CMOCOGHLI, KaK MHE KaXeTCA, UMEHHO BUAEO W KMHEMATO-
rpa¢: nepenaya cy6beKTUBHOIO, BHyTPEHHEr0 COCTOAHMA NEPCOHaKa
Yyepes COCTOAHME Cpeabl.

Maria Hharitonova
Swimming Pool

2011, 3'58"

This video is a plastic metaphor of losing control,
of borders visible and invisible, which are sometimes
very hard to overcome. By a few simple editing tricks
and by using different filming methods | achieve a very
important effect, which is only possible in my view
in video and cinema — a communication of subjec-
tive inner state of a character through the state of his
environment.
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Buorpadm y4acTHUKOB

Oyr AiTHeH

AlTeH wuBeT n pabotaeT B Jloc-AHgenece. Y4aCTHUK MHOMOYMCIIEH=-
HbIX MOKa30B, rPYMMOBbLIX M MEPCOHANbHbIX BLICTABOK MO BCEMY MUPY, B TOM YUCIe
BeHeumnaHckon 6ueHHane 1999 ropa, roe oH 6bin HarpakaeH MewxayHapoa-
HOWM MpemMK1el 3a NMOYYMBLLYHO BbICOKYHO OLLEHKY MHCTASTNALMIO «ONEKTpUYECKas
3emna». Ero BeicTaBkM npoxoamnu B Tom yncne B Mysee aMeprKaHCKOro MCKyC-
ctBa YnTHH, B My3ee coBpemeHHoro nckyccTea u LlenTtpe MNomnunay B MNMapue.
ANTKEH HejaBHO BbINYCTUN ABE KHWUIM: «PasbuTbii 9KpaH» — MHTepBbIo C 26
XYAOMHUKAMK, UCCEYIOLMMM NPpeaenbl TIMHEMHOrO NOBEeCTBOBaHMA, U «MeuTbl
no 99 ueHToB» — COOPHKK doTorpadui.

Buktop Anumnues

Poaunca B Mockse B 1973. OKOHYMI XYAOKECTBEHHOE YUMUNULLIE
1m.1905 ropa, wrony «Hosble cTpaTernn cospeMeHHoro McKyccTea» npu MHCTK-
TyTe NnpobsieM COBPEMEHHOIO UCKYCCTBa, a TaKkKe npoLuen ABYXMECAYHbIM Kypc
B Bricwel wkone nckycctea «Benang». Muset 1 pabotaet B Mockse. Nepco-
HaNbHble BbICTaBKM B Mockse, AHrnuu, Utanuu (2008), Benbriwm, Mepmanmm
n ®parumm (Lenp Momnunay, Mapws, 2007). YaacTHuk 1-# 1 2-% MOCKOBCKHMX
6uerHane, 4-i BepnuHcroi 6uenHane, BeneunaHckon GuenHane (2005) u ap.

HOpuin AnbbepT

Anbbept popunca B Mockse B 1959 roay. B 1974-1977 ropax yunnca
y xyaomHuubl Ekateputel ApHonea. B 1977-m noctynun Ha xynomecTBeHHO-rpa-
¢dnyeckui darynsTeT MOCKOBCKOro rocynapCTBEHHOMO NeaarorMyecKoro MHCTU-
TyTa uMmenu Jlennna. B 1983 rogy Anbbept ctan YneHom lopkoma rpadmkos,
B YbeM 3aaHuKn Ha Marnoi pysnHckow, 28 npoxoannu «pa3peLleHHbIe» BbICTaBKM
HepopMarnbHOro UCKyccTBa. AnbbepT ABNAETCA NpeacTaBUTeNIeM Tak Ha3biBaeMoM
BTOPOW BOJIHbI COBETCKOro KoHuenTyanuama. B Hauane 1980-x oH 6bin akTUB-
HbIM y4acTHUKOM AsueHua «<AMNTAPT». Cpeau ero cambix M3BECTHbIX MPOU3BE-
[EeHWI paHHero nepuoaa — KapThHbl, HanWcaHHbIe B MaHepe 3HaMEHWTbIX 3anag,-
HbIX XYOOMHWUKOB, C HAANUCAMK Kupunnuuen Bpoae «A He acnep doHe», «A
He Basenuu» u T.4.

Ana-Nlunsa Axtuna

MuBeT 1 paboTaeT B XenbCUHKK. Yunnack Ha KMHopexuccepa B JIoHaoH-
cKom Konneawe nevatu, Kanmdophuiickom ynueepcutete (UCLA),  AmepuKan-
CKOM MHCTUTYTe KuHo B Jloc-Anawenece. B 1990 nonyyuna npemuto «Monogo#
XyOOMHUWK roga» B Tamnepe, ®PuHnanamna. C Tex nop oHa nonyuunna MHOKeCTBO
APYrux rpaHToB M Npemui, Brtodaa npemuio AVEK 3a poctumeruna B obnactu
ayavoBmayanbHoM KynbTypsbl (1997), xynomecTBeHHyto npemuio doHaa dacTpaHs
(1998), rpaHT MepmaHcKom cryw6bl akagemmdeckmx o6meHos DAAD (1999),

Partisipants

Doug Aitken

Aitken lives and works in Los Angeles. Aitken has had
numerous screenings, solo and group exhibitions around
the world including the 1999 Venice Biennale, where he won
the International Prize for his acclaimed installation “electric
earth! He's exhibited work in institutions such as the Whitney
Museum of American Art, the Museum of Modern Art and
the Pompidou Center in Paris. Aitken also recently produced
two books, “Broken Screen”, a book of interviews with 26
artists pushing the limits of linear narrative and “99 Cent
Dreams”, a collection of photographs. The projects inspired
“happening” events in New York and Los Angeles.

Yuri Albert

Born 1959 in Moscow, Albert studied with the artist
Ekaterina Arnold in 1974-1977. In 1977 entered the Arts and
Graphics Faculty of the Moscow State Lenin Pedagogical In-
stitute. In 1983 he became a member of the Graphics Gorkom
(City Committee) at Malaya Gruzinskaya, 28, where “permit-
ted” informal art exhibitions took place. Albert is a representa-
tive of the so called “second wave” of Moscow conceptualism.
In the early 1980 was an activist of the APTART movement.
Among the most well-known works of his early period are
paintings in the style of famous Western artists with Cyrillic
inscriptions such as “I'm no Jasper Jones”, “I'm no Baselitz"
and so on.

Victor Alimpiev

Born in in 1973. Graduated from the n. a. the year 1905,
finished the school “The New Strategies of Contemporary
Art” under the auspices of the “Institute of the problems
of Contemporary Art", and also did a two-month course in
the “Veland”. Lives and works in. Solo exhibitions in Moscow,
England, ltaly (2008), Belgium, Germany and France (Le
Centre Pompidou, Paris, 2007). Participant of the 1st and 2nd
Moscow Biennales, the 4th Berlin Biennale, the Venetian Bien-
nale (2005) and others.

Eija-Liisa Ahtila

Lives and works in Helsinki. Eija-Liisa Ahtila studied
filmmaking at the London College of Printing, UCLA, and
at the American Film Institute in Los Angeles. In 1990 she
received the Young Artist of the Year Award, Tampere, Finland.
Since then, she has received numerous grants and awards, in-
cluding an AVEK-award for important achievements in the field
of audio-visual culture (1997), the Edstrand Art Price (1998),
a DAAD fellowship (1999), honorary mention at the 48th



Venice Biennale (1999), the Vincent Van Gogh Bi-annual
Award for Contemporary Art in Europe (2000), and a five-year
grant from the Central Committee for the Arts (2001), as well
as the Artes Mundi Prize (2006). She also exhibited in Docu-
menta XI (2002) and the 50th Venice Biennale (2005).

Raymond Bellour

Critic and theorist of literature and film, a senior
researcher at the CNRS (National Center for Scientific
Research) and conducts a seminar at the University of Paris.
He was one of the founders of the French film review Trafic. He
has edited several key film anthologies, including Le cinema
americain (1980) and Le Western (1966). His study L'Entre-
Images: Photo, Ciniima, Vidio (1990) analyzes the passages
between images and the video image's power of transforma-
tion. Bellour also served as co-curator with Christine Van
Assche and Catherine David of the well-known “Passages de
limage” exhibition at the Centre Georges Pompidou in 1990.
His most recent work is an essai on Chris Marker's CD-ROM
Imemory (1997).

Johanna Billing

Johanna Billing's videos reflect on routine, choreogra-
phy and ritual, with an emphasis on the fragility of individual
performance within collective experience. Obsessed by
circularity and retrospection, she stages specific situations
where something is about to take place, the artist herself
remaining invisible during the performances and actions that
are recorded. Billing's skill lies in combining the choreography
of individuals with facilitating their freedom to perform naturally,
bringing the whole together in the editing process.

BlueSoup Group

BlueSoup group was founded in, in 1996 by Alex Do-
brov, Daniel Lebedev and Valery Patkonen. Since 2002 group
works in cooperation with Alexander Lobanov. Participated
in 1st and 2nd biennale of contemporary art and other exhibi-
tions in and abroad. Finalist 2008 in the Media Art Project of
the Year Nomination

Erik Bullot

Parallel to a writer and photographer’s career, Erik Bullot
taught in art schools (Fresnoy, Marseilles, Avignon and cur-
rently in Bourges), collaborates in several magazines (Trafic,
Cinéma) and takes an active part in pointligneplan association.
As a scenario writer, Erik Bullot carried out many films halfway
between the author cinema and artist's artist. His reflexion
goes from cinema to visual arts. He had made a retrospective
of its films at Jeu de Paume in Paris and, recently, in Enana
Marrén (Madrid) or the Biennal de Ilmage en Mouvement
(Geneva).

Heren Cytter

Keren Cytter went on to study visual art in Avni Institute
for Art, Tel Aviv. After her success in various galleries in her
home country, she moved to Amsterdam on a scholarship
from De Ateliers.Today, she lives and works in Berlin. Recall-
ing amateur home-movies and video diaries, her films and
videos are made of re-composed elements of the everyday,
of impressions, memories, imaginings, desires and dreams.
The scripts are part of the stories themselves, and the story
in turn fs always a story of the clash between a (perfect) script
and an (imperfect) reality.

Boris Eldagsen

He revolves around the idea of losing yourself as
a redemptive mode to being human. Boris’ work has been
shown internationally in institutions such as Fridericianum
Kassel, Deichtorhallen Hamburg and Australian Centre for
Photography Sydney to a range of festivals and biennales such
as the Edinburgh Art Festival, European Media Art Festival
Osnabrlick, Videonale Bonn, Athens Video Art Festival, Kuyre
Istanbul, Media Forum Moscow, Media Art Biennale Wroclaw,
Biennale Le Havre and Biennale of Electronic Arts Perth.

noyeTHoe ynomuHaHue Ha 48 BeHeunaHcKkon 6ueHHane (1999), EBpone#cryto
npemuio um. BuHcenTa Ban Mora B 06n1acti coBpemMeHHOro uckyccTaa (2000),
NATWUNETHUHA rpaHT oT LleHTpansHoro KomuteTa no Kynstype (2001), a Takke npe-
muio Artes Mundi (2006). OHa Takie nNpuHumana yyacTue B Beictaske Documenta
X1 (2002) 1 50 BeneupaHcKoM 6uenHane (2005).

PanmoHn Bennyp

KWHO- 1 nMTepaTypHbIA KPUTHUK M TEOPETUK, CTApLUMI Hay4YHbIM COTPYA-
HMK HauuoHanbHoro ueHTpa HayuHblx ccnenosanniit CNRS, Benet cemuHap
B Mapumckom yHuBepcuTete. OOmH M3 ocHoBaTenew GppaHLy3CKOro xypHana
0 KMHematorpage «Tpadux». Penaktop HECKONbKMUX KIHOYEBbIX KUHO-aHTONOr MK,
B TOM yucne «<AMeprKaHCKOe KMHO» (1980) n «BecTepH» (1966). B cBoe MoHO-
rpadumn «<MewobpasHoe: doTorpadma, KUHO U BUAEO» aHANU3MPYET Nepexoabl
Memay obpazamu M cnocobHoCTb BUaeoobpasa K TpaHchopmaumn Bennyp 6bin
COKypaTopoM 3HaMeHUTOM BhicTaBkK «Passages de l'image» B LleHTpe Momnunay
B8 1990 r. (cosmecTHo ¢ KpucTuH Ban Awe n Katpun Jasun).

MoxanHa Bunnunr

Buaeopa6oTsl MoxaHHb! BUANMHE — 3T0 pasMbILINEHUA O NOBCEAHEBHOM,
xopeorpadum 1 putyane. B HUX NoaYepKMBaETCA yASBMMOCTb MHAMBUIYaNbHOMO
AECTBUA BHYTPU KOMNEKTUBHOIO OMbITa. XyA0MHULIA OePHUMA LIMKIMYHOCTBIO
W PeTpoCreKLIMeN, OHa pasbirpbiBaeT 0COBbLIe CUTYaLMH, B KOTOPLIX YTO-TO BOT-BOT
[OMMHO NPOM30MTU. [MpK 3TOM OHa OCTAeTCA HEBMAMMON BO BpeMsa nepdopMaH-
COB W aKLMI, KOTOPLIE OHa CHUMaeT. MacTepcTBo BUAAMHE — B COYETaHUM UHAMBM-
AyansHoM xopeorpadum U CBOBOALI €CTECTBEHHOIO ABMMEHNA, KOTOPbIE CBOAATCA
BOE[IMHO B NPOLLECCE MOHTAMA.

3puk Bronno

MapannensHo ¢ Kapbepor nucatensa u goTorpada npenogasan B XyLOHECT-
BeHHbIx WwKonax (8o PpeHya, Mapcene, ABuHbOHE W B HacToAwWwee Bpems B Bype),
COTPyAHWYaN B HECKOMbKUX ypHanax («<Tpaduk», «CuHEMa») U NPUHUMAET aKTUB-
Hoe yyacTue B AeATenbHoCcTM accoumaumnm «Pointligneplan». Hak cuerapucr,
co3pan cLueHap1n Ko MHOMMM duibMam Ha pybere aBTOPCKOro KMHO M XYLOMHWUKOB
Ans xynoxHukos. OT KMHemaTorpada nepeLuen K h3o6pasnTesisHOMY UCKYCCTBY.
PetpocnexTussl ero dunbmos npownu 8 Mysee He-ae-Mowm (Masunbon ana urpsl
B MaY) B [Napwve, HeaaBHO TakKe B MaapuacKom Teatpe «La Enana Marron»
(KopuuHesbin Kapnuk), u Ha 6uenHane O6pas u Oeukerve B Herese.

MeTtep Baibenb

Mpencenatens u avpekTop LleHTpa uckyccTaa u megmatexHonorui (ZKM)
B Kapncpys, l'epmanma, ¢ 1999 ropa. B 1998-1999 — menenmep Hoso rane-
pen B Mysee LLtnpnn NoanHeym B paue, AscTpua. Takme 6bin apT-ANMPEKTOPOM
dectusans Ars Electronica (JluHu, Asctpus) ¢ 1986 no 1996. Jupextop UHcTU-
TyTa HoBbIX Meauna, PpaHkdypT ¢ 1989 no 1994. Kommccap Asctpumn Ha Bereun-
aHckoMm 6ueHHane ¢ 1993 no 1999. C 1984 no 1989 — goueHT B1aeo u undpo-
BOTO MCKycCTBA B LieHTpe uayueHus meama npu Yuueepcutete wrata Hito-Mopk,
Bydoano, CLLA.

Anzer QxynuaH

[Monyunn n3BecTHOCTL B MUPE KMHO, CHAB [LOKYMEHTasIbHYO Apamy
1989 roga «B nounckax J1aHrctoHa» o noate JIsHrcToHe Xbto3e v rapnem-
CKOM peHeccaHce. Y1cno ero NoKknoHHMKOB yBenuuunnock B 1991 roay,
Korga ¢ounbM «HOHble GYHTOBLLMKM COyna» NONYYUn NMPU3 KPUTUKK B HOMK-
Hauun «Jlydwuin unbm» Ha HanHcKom dectusane. [Iiynman 6bin HoMK-
HMpoBaH Ha npemuto TepHepa B 2001 1 B TOM e rogy NONy4nn NPecTUH-
Hyto npemuto FOpkmHa Makgepmorta MaccayyceTcKoro TeXHONorM4eCKoro
MHCTUTYTa, a 3aTeM npemuio Dpenmnaiit 3a BKnag B uckyccTso (2002). Ero
pabota «Pait Omepoc» Gbina npefcTaBneHa B pamkax BoictaBkM «Documenta
XI» B Kaccene (2002). OH nony4mn npemMuio opu Ha kuHo6uenHane «Kunst»
B KenbHe (2003) 3a MOHO3KpaHHY0 BepcHio dunbma «bantumop», v npemuio
«ABpopa 2005».Ero nepcoHanbHble BbicTaBki npownu B LleHtpe MNMomnuay
(2005), Mysee cospemenHoro uckycctea Maramm (MoCA, 2005), Mysee o6uwie-
ctea KectHep B MaHHoBepe (2006) u ranepee «Metro Pictures» B Huto-Mopre
(2007). Pa6otsl Oxynuara Haxoaatca B konnekumu Teint MogepH, LieHTtpa Mowm-
nuay, cobpannm lNyrreHxanma n XvpLuxopHa.
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PaHbup Haneka

OroHumn XynomecTBeHHbIN Konneax B Yangurapxe (1970-75), nonyuun cre-
neHb MarncTpa KuBonuck B HoponeBCKOM XyAOKeCTBEeHHOM Konneaske B JToH-
noHe B 1987. Ero pa6otbl 6bi51 BKIIHOYEHBI B 6O/BLUMHCTBO BbICTABOK COBPEMEH-
HOro McKyccTBa MIHAMKW nocneaHero AecATUNETUA MO BCEMY MUPY, B TOM YncCe
«Yano! Unaus» 8 Mysee Mopu B Tokno (2008), «CospemerHaa Muausa» B UHcTH-
TyTe COBPEMEHHOr0 UCKyccTBa B BaneHcum, Mcnanua (2008), «iCon: Unausa
CospemeHrHas» B pamkax BeHeumnaHckoin 6uenHane (2005), «teno.ropoa» B Jove
MUPOBLIX KynbTyp B BepnuHe (2003) u «Kanutan u kapma» B Benckom KyHcTxanne
(2003). B 2007 nony4mn 3akas Ha co3aaHWe NOCTOAHHON BUAEOUHCTAIALMK
ana Hosoro myses LUneptyca, Yukaro n B 2008 roay ero paboTa f4eMOHCTpUpPO-
Banacb B pamkax CupaHeicKon 6ueHHane, a B 2011 B nporpamme «B nepexonHow
cTaguu: HoBoe nckycctso MHann» Ha BaHKyBepcKoi 6ueHHane.

HOpuin HaneHgapes

CrynbnTop, poauncs B Cankr-Metepbypre (Poccwmn). Mocneanue 25 net
MUBET 1 paboTtaeT B TockaHe, Utanua. MNpuHagnesmT K NOKONEHNIO TaK Ha3bl-
BaeMbIX NMOAMOMbHbIX XYA0KHUKOB HOHKOHPOPMMUCTOB, AUCCUAEHTOB CEMUAECA-
Tbix ronos. [Mocne 30 net pabotsl ¢ rpaHuToM, environmental art n cBeToBbIMM
npoexTamu npuwen k the art of tuning of metals, k npamoit pabote ¢ BuGpaumnaAMK
1 3BYKOM.

EneHa HoBbinuHa

MepdopmancucTra, naypeat npemun «<MHHOBaLmA».. Yunnacbk B MockoBs-
CHKOM Xy[OMECTBEHHOM yunnuie namati 1905 roga (1988-1991), Mockosckom
rocyfapCTBEHHOM XyLOMeCTBEHHOM MHCTUTYTe UM, B.U. Cypurosa (1993-1995),
nocewana F+ F Art School B Lifopuxe, rae Havana 3aHumatscs nepdopman-
com. B 2001 npopomxmna obpazosarHue B YHusepcuteTe nckyccts (Bepnuh).
B 2003 rogy 3awmTmna gunaom no MeaMancKycctsy 1 neppopmaHcy. B ceomx
NPOM3BEAEHHUAX OHA NPOAOIKAET TPaAULIMKU 3anafHOro peMUHUCTCKOrO UCKYGC-
CTBa, UCCNEeAyeT TENIECHYIO M reHAepHyto npobnematuky. Haue Bcero nybrnvka
NOMHUT ee paboTbl «CHuMK aesoury» (2006), Kkoraa 3puTeny 06pbLIBaNIM MPUKOOo-
ThiE K €€ KOXE KEeHCK1Ee M306parkeHns, Bblpe3aHHbIe M3 KypHanos, unn «Caenan
cam» (2000), Koraa XyAoKHWLA, CTOA C MeTen Ha Wwee, NPefoCTaBua ayauTopun
BO3MOMHOCTb BbIOWUTb M3-NopA, ee Hor TabypeTry.

ApTyp Hpokep

3asepytowmii Kabeppoit TeXHONOrMH, KyNkTypbl 1 TEOPUK, NPodeccop
NONUTONOrMK U AUPEKTOP TUXOOKEaHCKOrO LIeHTPa TEXHOOMMK U KyNbTYpbl
(www.pactac.net) B Yuueepcutete Buktopuu, Kanaga. OH sBnsetca asTopom
MHOTOYMCIEHHbIX KHUT, BKNtoYaa «PomaeHbl Hanepekop naeonorun», «Bona K Tex-
Honornm» U «OfepKUMbIN MHAUBUAYYM>.

Mapunyns Hpokep

Craplumi Hay4HbIM COTPYAHMK B TUXOOKEAHCKOM LIEHTPE TEXHONOMMK U Kyrlb-
Typsl B YHBepcuteTe Buktopun, KaHapa. CoasTop v copepaktop ApTypa
HKpokrepa, pabotana Hag MHOMMMKW KHUramu, Brtoyan «Banambisana 6yayuiee»,
«Lindposas ropayxa», «Moxututenu ten» u «[ocneaHui non».

Tponp JlyHpemo

HoueHT darynsTeTa M3yyeHna KnuHemaTorpada B CTOKroNbMCKOM YHUBEPCH-
TeTe. MHOrokpaTHO paboTtan Kak npurnalleHHbI npenogasatesb U NpUriaLieH-
HbIM y4eHbll B TOKMMCKOM yHUBepcuTeTe Cenase. OanH 13 anpektopos LLKonbl
9cTeTMKM CTOKrONbMCKOro YHMBEPCUTETA M OAMH M3 PEAKTOPOB KHUKHOM cCepun
«Teopna KMHO B MICTOPUK MeaMa», BbiNyCKaeMoM 1M3aatenbcTBoM AMCTEPAAMCKOro
yHuBepcuTeTa. Ero nccnepgosanuna u nybnvkaumm 3atparmsatoT Npobnemsl TEXHO-
NOrvK, ACTETUKU U MHTEPMEAMMHOCTH, a TaKiKe TEOPHUM apXMBOB.

Apes MaHyHAH

Bbipocwmit B cembe XyaoKHUKOB U MHKeHepos B MoHpeane, Apes Many-
KAH MaHMWMyNMPYyeT UCKYCCTBOM W TEXHOSOMMAMM, PaCCKaabiBad MCTOPUK TaKUMK
cnocobamu, KoTopble NPEACTaBNAIT CIOXHYIO 3a4a4y AJ1A ero BoobpameHua.
Yuunnca Ha kuHopexmccepa B TOpoHTO, 3aTeM paboTan B 061acTv My3blKallbHOro
BWEO C MECTHbIMM rpynnamMu, KOTopble MOKa3biBa/IM HA My3blKaNlbHOM KaHane
«Much Music». B nocnegHee Bpema 6bin1 pEHUCCEPOM MHTEPAKTUBHBIX PEKIaM-
HbIX PONTMKOB AJ1A TaKUX KITIMEHTOB, KaK KoMmnanua «Masga», Axe, KMHocTyamA «XX
BeK PoKc», KomnaHua «Purnn» n HaumoHanebHasa gyTtoonbHas nura. Pexuccep

Ursula Anna Frohne

is an art historian and cultural theorist. She has been
curator at the ZKM Center for Art and Media in Karlsruhe
(Germany) from 1995-2002 and has taught art history, visual
studies, cultural studies, and media theory at the Academy for
Design in Karlsruhe since 1997. She was Visiting Professor at
the Department of Modern Culture and Media, Brown Univer-
sity in 2001/2002 and is currently Professor for Art History at
the International University Bremen (Germany). After studying
art history she received her PhD with a thesis on the social his-
tory of the American artist at the Freie Universitét Berlin, where
she taught at the Department for Art History from 1988-1995.

Harun Farocki

Harun Farocki was born in 1944 in German-annexed
Czechoslovakia. From 1966 to 1968 he attended the Deut-
sche Film- und Fernsehakademie Berlin (DFFB). In addition
to teaching posts in Berlin, Diisseldorf, Hamburg, Manila,
Munich and Stuttgart, he has been a visiting professor at
the University of California, Berkeley. Farocki has made close
to 90 films, including three feature films, essay films and
documentaries. He has worked in collaboration with other
filmmakers as a scriptwriter, actor and producer. In 1976 he
staged Heiner Miiller's plays The Battle and Tractor together
with Hanns Zischler in Basel, Switzerland. Since 1966 he has
written for numerous publications, and from 1974 to 1984 he
was editor and author of the magazine Filmkritik (Miinchen).
His work has shown in many national and international exhibi-
tions and installations in galleries and museums.

Antje Ehmann

Is a film theoretician, researcher, curatos and artist.
Between 1995 and 1999 she worked on the team organizing
the film festivals Duisburger Filmwoche and Internationalen
Kurzfimtage Oberhausen. Between 1999 and 2003 she
collaborated on the DFG project Geschichte des dokumen-
tarischen Films 1895 bis 1945 (History of Documentary
Films 1895-1945). Since 2004 she has focused on diverse
curatorial projects, mostly together with Harun Farocki. Her
recent shows include Antje Ehmann, Harun Farocki, Museum
of Modern Art. Maja Galerija, Ljubljana 2009, Central Nervous
System No. 2, Galerie im Regierungsviertel, Berlin 2009.

Yang Fudong

Starting in the late 1990's Yang Fudong embarked
on a career in the mediums of film and video. He is among
the most successful and influential young Chinese artists
today. Yang Fudong participated in the 40th Basel International
Art Fair (2009) Switzerland Bern Museum of Art 2009 52th
Venice Biennale (2007) First Moscow Biennale of Contempo-
rary Art (2005) 1st International Sharjah Biennale (2005) 1st
Prague Biennale (2003) and 5th Shanghai Biennale (2004)
The 5th AsiaPacific Triennial of Contmeporary Art (2006).
He has had solo-shows at most acclaimed institutions and
Gallerys such as Marian Goodman Gallery (NewYork,2009),
Parasol Unit (London,2006) Kunsthalle Wien (2005), Stedelijk
Museum (Amsterdam, 2005), Castello di Rivoli (Torino, 2005),
The Moore Space (Miami, 2003), and ARC/Musee d'Art Mod-
erne de la Ville de Paris (2003).

Gary Hill

Gary Hill has worked with a broad range of media -
including sculpture, sound, video, installation and perform-
ance — since the early 1970’s, continues to explore an array
of issues ranging from the physicality of language, synesthesia
and perceptual conundrums to ontological space and viewer
interactivity. Exhibitions of his work have been presented
at museums and institutions worldwide, including solo exhibi-
tions at the Fondation Cartier pour I'art contemporain, Paris;
San Francisco Museum of Modern Art; Centre Georges
Pompidou, Paris; Guggenheim Museum SoHo, New York;
Museum fiir Gegenwartskunst, Basel; Museu d'Art Contempo-
rani, Barcelona; and Kunstmuseum Wolfsburg, among others.
He has been the recipient of numerous awards and honors,
most notably the Leone d'Oro Prize for Sculpture at the Venice



Biennale (1995), a John D. and Catherine T. MacArthur Foun-
dation Fellowship Award (1998), the Kurt-Schwitters-Preis
(2000), and an Honorary Degree of Doctor Honoris Causa of
The Academy of Fine Arts Poznan, Poland (2005).

Isaac Julien

Julien came to prominence in the film world with his
1989 drama-documentary Looking for Langston, gaining a cult
following with this poetic exploration of Langston Hughes
and the Harlem Renaissance. This following was expanded
in 1991 when his film Young Soul Rebels won the Semaine de
la Critique prize for best film at the Cannes Film Festival. He
was nominated for the Turner Prize in 2001 and was the recipi-
ent of both the prestigious MIT Eugene McDermott Award in
the Arts (2001) and the Frameline Lifetime Achievement Award
(2002). His work Paradise Omeros was presented as part
of Documenta Xl in Kassel (2002). He won the Grand Jury
Prize at the Kunst fimBiennale in Cologne (2003) for his single
screen version of Baltimore, and the 2005 Aurora Award. He
has had solo shows at the Pompidou Centre Paris (2005),
MoCA Miami (2005), the Kestner Gesellschaft Hanover
(2006) and Metro Pictures New York (2007). Julien is repre-
sented in the Tate Modern, Centre Pompidou, Guggenheim
and Hirshhorn Collections.

Ranbir Haleka

Ranbir Kaleka studied at the College of Art in Chandi-
garh (1970-75) and received a Masters Degree in Painting
from the Royal College of Art in London in 1987. His works
have been included in most of the museum shows of Indian
contemporary art that have been mounted around the world in
the past decade, including: “Chalo! India” at the Mori Museum
in Tokyo (2008); “India Moderna” at the Institute of Modern
Art in Valencia, Spain (2008); “iCon: India Contemporary”
at the Venice Biennale (2005); and “body.city” at the House
of World Cultures in Berlin (2003);Kunsthalle Wien, ‘Kapital
& Karma', Vienna (2003). In 2007 he was commissioned
to create a permanent video installation for the new Spertus
Museum in Chicago and in 2008 his work was included
in the Sydney Biennale and in 2011 his work was shown
in “In Transition: New Art from India”", Vancouver Biennale,.

Yuri Halendarev

Yuri Kalendarey, sculptor, was born in Saint Peters-
burg, Russia. Lives and works in Tuscany, Italy. He belongs
to the generation of underground “non-conformist” artists,
the dissidents of the 70s. For the last 25 years he has been
living and working in ltaly. After working with granite, environ-
mental art and light projects for about 25 years, he came to
a direct work with vibrations and sounds, to the art of tuning
of metals, to the Sound Plates.

Elena Howylina

Performance artist. winner of the Innovation All-Russian
Contemporary Art Competition award. Studied 1988-1991
Art School, 1993-1995 Art Academy, 1996—1998 Art
School, CH, 1998-1999 Center of Contemporary Art,,
2001-2003 UdK. Diploma. Granted: 2002 Academy Schloss
Solitude, 2004 Kuenstler Haus Boswil, CH, 2004 Kuenstler.
In her works she develops the traditions of Western feminist
art, exploring the body and gender problematics. The audi-
ence often remembers her works Pick Up a Girl (2006)
when the viewers tore of pictures of women from magazines
pinned to her skin, or DIY (2000) when the artist standing with
a noose around her neck gave the audience a chance to knock
the stool from under her.

Arthur Hroker

Canada Research Chair in Technology, Culture and
Theory, professor of Political Science and Director of the Pa-
cific Centre for Technology and Culture (www.pactac.net),
University of Victoria, Canada. He is author of numerous books
including Born Again Ideology, The Will to Technology and
The Possessed Individual.

MHTEPaKTUBHOIO pPeKnamMHoro posnuka ¢rpmel «Hokuna» «Macamunp», ctasliero
naypeatom KoHKypca «KaHHckue J1bBbl» B HoMHUHauun «KnbepllbBbi» 1 Tenenpo-
rpammbl «One Show».

Anmaryne MeHnubaesa

XyaoxHuua 13 KasaxctaHa AOCTUINA LWMPOKOrO MeH/AYyHapOAHOro npuaHa-
HUWSA, NpuHUMMana yyactve B 150 CugHeickon bueHHane, 51, 52 n 53 BeHeuunan-
CKWx BueHHane, ee paboTbl aKCNoHMpoBanMCh B My3ee coBpeMeHHOro UCKycCTBa
MuHKA (AnTeepneH, Benbrus), Mysee KeuHca (Hblo—VIOpK), Myzee lNep-
Gepta ®. dmoHcona (Mtaka, wrat Heto-Mopk), Mysee CteHepcena (Ocrno, Hop-
Berus), Kanudopruitckom yHusepcutete (Can-Ouero, Kanudophus), Yrusepcu-
TeTCKOM My3ee Hono (MexuKo), KBMHCREHACKOM KapTUHHOW ranepee (Bpmc6eH,
AscTpanua), u HegaeHo — B KynstypHom ueHTpe Yukaro. Bugeopa6otel Mernu-
6aeBoM feMoHCTpUpoBanMch Ha MewayHapoaHoM KnHopecTnBane B CaHTbAro,
Yunun, MexpayHaponHom pectrBane KopoTkomeTpakHoro ¢unbma B O6epxayseHe,
lepmanua, PoTTepoamckom mexayHaponHoM KuHodecTusane B Hugepnangpax,
¢dectnBane Les Rencontres Internationales Mapuw/Bepnnn/Manpua; B LleHTtpe
Momnmay 1 B Toknitckom asopue B [MNapume.

Tayc MaxayeBa

XyoowHuua. BeinyckHuua JToHaoHcKoro nHetutyTa nekycets. OKoHumna
Kypc ¢oTorpadum B JTOHAOHCKOM Konnea)e KOMMyHUKaLMIA 1 Nnosyyumna aun-
nom Gakanaepa no nporpamme cospemeHHoro uckyccrea (studio practice and
contemporary critical studies) 8 Flonacmuc konnepxe B 2007 rogy. MpuHumana
yyacTua B BbiCTaBKax, Bkitovana: Powderlux, Red Gate Gallery, JlonnoH; MemxayHa-
ponHov BuenHane noptperta. PucyHok v rpapuueckmin ansanH-06. Tyana, BocHua
n lepuerosuHa; BeictaBka Caucasica, Scuola Grande di S. Giovanni Evangelista,
BeHeuus; Bruennane monoporo uckyccrea «Ctom! Kto noet?», Mocksa.

Unba MNepmAkos

Poaunca B 1977 r. B Bonrorpage. C 2004 no 2007 rog, cokypatop Meway-
HapoaHoOro dbecTuBans ayaMoBMayarnbHbIX UCKYcCTB «Bugeonorus» (Bonrorpag).
HomwuHaHT MNpemunn B 06nact coBpemeHHoro Bu3yansHoro uckycctsa MHHO-
BALIMA (HomuHauma: PervoHanbHbil NpoeKT COBPEMEHHOro uckyccTaa) (2006,
2007). BupeoxynomHuk. MmaeHbii npusep IX Meana ®opyma 8 pamkax 30
Mockosckoro MexayHapopHoro Kunodectusans (2008) (pa6ora «Bnepusascs»).
Mueet n paboraet B Mockse.

aprrpynna NPOBMbI3A

FanuHa MbisHukoBa n Cepreii NMposopos

[MponsseneHnA xynoxHMKOB Obinv NpefAcTaBneHsl B naBunboHe Poccun Ha
51 BeHeumaHckom 6ueHHane, KustFilmBiennale (vysew JTiopeura, KenbH), Hors
Pistes (Uentp Hopwa Momnuay, Mapw), Biennial of Moving images (LleHTtp Cen-
Hepse, Henesa), «Viper» (KyHctxanne Basenb) v ap. B ux apceHane 6onee asyx
[EeCATKOB BMAEOPaboT, MPUHABLLMX y4aCTHUE B MHOMOYUCIIEHHbIX MEXAYHapPOa-
HbIX GECTUBANAX M OTMEYEHHbIX Pa3NMYHBIMK NPU3amiu, TakMMK Kak Tiger Award
for Short Film of 38th International Film Festival Rotterdam, Gran Premio
for the Best Competing Film of 25th Assolo International Art Film Festival,
Best Experimental Film of 15th Chilean International Short Film Festival.
Pa6ota «Boogywesnenue» («Inspiration») cran yactsio Orizzonti Competition
67 Beneunarckoro kuHodectrsanda. BuaeopaboTbl XyA0MHUKOB Haxo-
aatca B Konnekumn LieHtpa Mopa MNomnunay, MocynapcteeHHoro ueHTpa
COBPEMEHHOI0 MCKYCCTBA M B MHOTOYMCIIEHHbIX YaCTHbIX Konnekuumax. Jlay-
peatbl HauuoHanbHo# Mpemunn B 061acT COBPEMEHHOIO MCKYCCTBA UMEHHM
C. Kypexura. Naypeatbl PervonansHoi Mpemun B o6nactn kynstypsl (Mpu-
BOMMKCHMIA dunman)

190 - 191

Hupunn Pasnoros

[oKTop nckyccteoBeaeH s, npodeccop, AnpexTop PoccnicKoro MHCTU-
TyTa KynsTyponoruu. [lupextop nporpamm Mockosckoro MemayHaponHoro KMHo-
decTmBansa u MoCcKOBCKOro pecTrBana aMeprUKaHCKOro KMHo «Amdect». 3acny-
HEHHbIN AeATenb McKkyccT Poccuiickon Penepaumu, kaBanep opaeHa [pyobl.
Ynen 6topo Hay4Horo coseta PAH no n3yueHuto n oxpaHe KynbTypHOro v npu-
poaHoro Hacneama. ABTOP KHUI M PYKOBOAMTESb M3AATENbCKUX MPOEKTOB, KMHO-
KPWUTKK 1 nybnmumcT, onybnmnkosasLmi okono 1000 pabot no Bonpocam KynsTypel
1 ncrycctea B Poccum n 3a pybemrom. ABTOp M BEAYyLLMIM TENEBU3NOHHbIX LIMKIOB.
Mpodeccop knHoBeayeckoro darynsreta Bcepoccuitckoro rocynapcTseHHOro



MHCTUTYTa KMHematorpadum um. C.A. lepacumosa (BMUK); uutaet Kypc uctopum
KMHO Ha BbicLumx Kypcax CLLeHap1CTOB M PEHMCCEPOB, JIEKLIMK N0 COBPEMEHHOMY
KMHOMPOLLECCY M MCTOPUK BKPAHHOM KyNbTypbl, B TOM YMcie — B MHCTUTyTe eBpo-
NENCKMX KynbTyp.

Anpu Cana

B 2011 ropy nonyumn npemuio 49 BeHeunaHcKom GrueHHane Kak ny4wmni
MOJIOA0M XyAOMHMK. Ero paboTbl LUIMPOKO AEMOHCTPUPYHOTCA N0 BCEMY MUPY,
B ToM uncne B Mysee coBpemeHnHoro nckycctea MAMCO B Henese (LLseiiua-
pus); B XynowecteeHHoM Mysee Jannaca, wrat Texac; B ranepee «AikoH», Bup-
muHrem (Benuko6putanma); B BeHckom KyHcTxanne, B MapuwcKom Mysee cospe-
MEHHOT0 MCKyccTBa M B HoBOM Mysee coepemeHHoro uckyccTaa B Hito-Mopke.
YuacTtHuk «CtaHumm YTtonua» 501 BeHeumaHcKon 6uenHHane, 24 6uexHHane Can-
Mayny, ppaHKdypTcKon «<Manifesta 4», BoicTaBkM «['epmanna 1 yHudpopma: nopa-
[OK 1 6ecnopaAfoK» B Hblo-MOPKCKOM LleHTpe coBpemeHHoro nckycctea P.S.1.

Fpynna «CuHwuin cyn»

lpynna 6bina ocHoBaHa B Mockee B1996 Anexkceem [Jo6posbiM, JaHunnom
Jle6epesbiv, Banepuem lMatkoHenom. B 2002 K rpynne npucoeauHunca Anex-
canap Jlo6aHos. YuacTukm 1 1 2 Mockosckmx 6ueHHane (2005, 2007), u apy-
rux BeicTaBok B Poccuu 1 3a py6exom. PuHanmcTsl «[pemun KanguHckoro 2008»
B HoMUHaumn «Meawmaaprt. [poekT roga»

HepeHn CutTtep

M3yvana n3obpasnTesibHOe CKYCCTBO B TENb-aBUBCKOM Xy OMECTBEH-
HOM MHCTUTYTE UM. ABHU. [locne ycneLuHbIX BbICTABOK BO MHOMMX ranepesx
M3panna oHa nepexana B AMCTepfam Ha CTUNEHAMIO OT HE3aBMCHMMOIO MHCTUTYTa
ans xyoowHukoB De Ateliers. Ceruac xuBeT 1 paboTaet B BepnuHe. Ee dunbmb
HanoMWHaKT AOoMallHKEe NOOUTENBCKUE KUHO- U BUAEOAHEBHUKWU. PaboTkl cocToAT
M3 3aHOBO CKOMIMOHOBAHHbIX 3/IEMEHTOB MOBCEAHEBHOM HKU3HW, BrieYaTNeHnH,
BOCTOMWHaHWM, enaHui u cHoB. CLeHapuu aTUX $UIbMOB COCTaBNAOT YacTb
NoBeCTBOBaHMA, a NMOBECTBOBaHWE B CBOIO o4epeAb — BCErAa MCTOPUA O CTOSKHO-
BeHun mMeway (CoBepLeHHbIM) cueHapueM 1 (HECOBEPLUEHHOM) PeanbHOCTLIO.

MuoHa TaH

Popunacbk B 1966 r. B UHooHe3nn 1 Bolpocna B ABCTpanuu, nosyymna xyno-
mecTBeHHOe obpasoBaHue B AmcTepaame v xumeeT B Hugepnangax ¢ KoHua
1980-x. C 1990-x oHa UrpaeT BaxHYIO POflb B MMPE COBPEMEHHOIO UCKYC-
CTBa, y4aCTBYA B MHOMOYMCIIEHHbIX FPYNMOBbLIX U MHAMBUAYaSIbHbIX BbICTABKAX.
Yuactrne TaH B Beneunarckon 6uennane 2009 B pamkax nasunsoHa lonnax-
MW NPUBIIEKNO K Hel BceobLlee BHMMaHKWA. B ceomx Bruaeopaborax u ¢oTorpa-
dmAX XyLOoKHMLA MHTEPECYETCA Mpemae BCero ob6pa3om MHAMBUIA M CNOCOOOM,
KOTOPbLIMW 3TOT MHAMBWA, BCTYNaeT B KOHTAKT CO CBOMM OKPYHEHWEM W, TaKUM
o6pasom, ¢ MMpoMm BoobLLe. TaH co3paeT Nensamn G CUMBOSIMYECKUM NMOATEK-
CTOM, a TaKme ABMAKYLLMECA NMOPTPEThI JIAEN, TOHKO YBA3bIBAA JIMYHbIE YyBCTBA C
MX COLMasbHbIM M KYNETYPHBIM KOHTEKCTOM.

Necnu TopHTOH

OpHa 13 NTMOHEePOB aMEPHUKAHCKOr0 3KCNEPUMEHTANTBHOTO dunbMa M Meauna
¢ 1980-x ronos. Camble 3HauMTENbHbIE U3 €€ paboT: «[errn u Ppes B agy»
(rnaBHbIM ee Tpyn), «AamHatar, «<B apyrom mupe», «[ai nocuMTaTh Kak: MUHYC
10,9,8,7...», «<Benvkui HeBUAUMBIN>» U MHOTMe Apyrue. PaHHue paboTbl TopH-
TOH MUCcCrefoBanv B3aMMOAENCTBUE KMHO, BUAEO, MHCTAIALMK M MMMPOBHU3aLIMK
B CTUIE, KOTOPbIM Kak 6yATO NpeaBoCXMLLLaeT CoBpeMeHHble Meaua. Ee paboTbl
39KCMOHWPOBASIMCb MO BCEMY MUPY, B TOM yMcne B Mysee coBpeMeHHOro UCKyc-
cTBa, Mysee YutHu, LlenTtpe Momnunay, Teit MonepH, PS.1 1 Bo MHorvx apyrux.
TopHTOH — naypeat MHOXeCTBa NPeMUit 1 Harpag, B TOM YMCIIe BbICLUEN Harpaabl
B 9TOM 0bnacTu, npemunn Main [lepeH 3a Bknag, B UCKyCCTBO, W NepBbIM naypeat
npemun Anbnepta B HOMUHaLMKU «<UCKycCcTBO Ana meauar.

Oyat TOTAPT:

Hatanba Abanakosa n Anatonuin H{uranos

Hatanba A6anakosa n AHatonui Muranos 3aH1MMarOTCA TBOPYECKOM
AeAtenbHOCTLIO ¢ Havana 1960-x. C KoHua 70-x HauYMHAOT OCYLLEeCTBAATb
coBMeCTHbIM NpoekT «Mccneposanuna Cyliectsa MickyccTBa npUMeEHUTENIbHO
k Hun3nn n Uckyccrey». YuactHukm cobbitin AINTTAPT, onHu u3 cocta-
sutenen MAHU (Mockosckoro Apxusa Hosoro MckyccTsa). YuacTHUKK

Marilouise Hroker

Senior Research Scholar at the Pacific Centre for Tech-
nology and Culture, University of Victoria, Canada. With Arthur
Kroker she has authored and/or edited many books, including
Hacking the Future, Digital Delirium, Body Invaders, and The
Last Sex.

Trond Lundemo

Trond Lundemo, Associate Professor at the Depart-
ment of Cinema Studies at Stockholm University. He has been
a visiting Professor and visiting scholar at the Seijo Univer-
sity of Tokyo on a number of occasions. He is co-directing
the Stockholm University Graduate School of Aesthetics and
the co-editor of the book series “Film Theory in Media History”
at Amsterdam University Press. His research and publications
engage in questions of technology, aesthetics and intermedial-
ity as well as the theory of the archive.

Taus Machacheva

Artist. Graduated fro the University of the Arts, London.
Studied photography at the London College of Communica-
tions, BA in contemporary art programme (studio practice
and contemporary critical studies) at the Goldsmiths College,
2007. Exhibitions include Powderlux, Red Gate Gallery, Lon-
don; International Biennial of Portrait, Drawings and Graph-
ics-06. Tuzla (Bosnia and Herzegovina); Caucasica, Scuola
Grande di S. Giovanni Evangelista, Venice; Moscow Young Art
Biennale “Stop! Who goes there?".

Arev Manoukian

Raised in a family of artists and engineers in Montreal,
Arev Manoukian plays with art and technology to tell stories
in ways that challenge his imagination. After studying film in To-
ronto, Arev soon began directing music videos for local bands
which went to air on Much Music. Lately, he has directed
interactive jobs for clients such as Mazda, Axe, Wrigley Gum,
20th Century Fox and the NFL. Arev directed Nokia's interac-
tive commercial “The Passenger”, a Cannes Cyber Lions and
One Show finalist.

Almagul Menlibayeva

The artist from Khazahstan has gained international
recognition exhibiting at the 15th Sydney Biennial; 51st,
52nd and 53rd Venice Biennale; Museum van Hedendaagse
Kunst, M HKA, Antwerp, Belgium; Queens Museum, NY;
Herbert F. Johnson Museum, Ithaca, NY; Stenersen Museum,
Oslo, Norway; University of California, San Diego, CA; Museo
Universitario del Chopo, Mexico City; Queensland Art Gallery,
Bisbane, Australia; and more recently at the Chicago Cultural
Center, Chicago, IL. Menlibayeva's videos have been shown
at the Santiago International Film Festival, Chile; International
Short Film Festival Oberhausen, Germany; International Film
Festival Rotterdam, The Netherlands; Les Rencontres Interna-
tionales Paris/Berlin/Madrid; Centre Pompidou, Paris, France;
and Palais de Tokyo, Paris, France.

llya Permyakov

Born 1977 in Volgograd. In 2004—2007 co-curated
the Videologia International Audio-Visual Arts Festival (Vol-
gograd). Nominee of the Innovation Award in Contemporary
Visual Art (for Regional contemporary art project nomination).
Video artist. Grand prix of the IX Media Forum of the 30th
MIFF (2008) for the work “Gazing Hard”. Lives and works
in Moscow.

Art group PROVMYZA

Galina Myznikova

and Sergey Provorov

The artists' works have been shown at the 51st Venice
Biennale, the Russian Pavilion; the KunstFilmBiennale,
the Ludwig Museum, Cologne; Hors Pistes, George Pompidou
Centre, Paris; Biennale of Moving Images, the Saint-Gervais
Centre and others. Many of videos have won several awards
such as Tiger Award for Short Film of 38th International Film
Festival Rotterdam, Gran Premio for the Best Competing Film



of 25th Assolo International Art Film Festival, Best Experimen-
tal Film of 15th Chilean International Short Film Festival. Some
installations belong to different collections such as Center
Pompidou, National Museum for Contemporary art and numer-
ous private collections. Their new film “Inspiration” has been
presented at the 67th Venice International Film Festival in com-
petitive section “Orizzonti”. Winners of the National Premium of
the Contemporary Art of S. Kuryokhin. Winners of the Regional
Premium of Culture (Volga region).

Hirill Razlogov

Doctor in arts history, Professor, director of the Rus-
sian Institute for Cultural Research. Programme director of
the Moscow International Film Festival and the AmFest Mos-
cow Festival of American Film. Honoured art worker of Russian
Federation, cavalier of the Order of Friendship. Author, head
of publishing projects, film critic and political writer, published
about 1000 works on art and culture in Russia and abroad.
Author and anchor of several TV programmes. Professor
of Film Studies faculty of the Russian State University of Cin-
ematography named after S. Gerasimov (VGIK), reads film
history at Higher Courses for Scriptwriters and Directors, gives
lectures on contemporary film and history of screen culture at
the Institute of European Cultures, inter alia.

Anri Sala

An Albanian artist living in Paris and Berlin. 2001 he
received the Young Atrtist Prize of the 49th Venice Biennale.
His works have been widely shown internationally, at institu-
tions including MAMCO, Geneva, Switzerland; Dallas Museum
of Art, Texas; lkon Gallery, Birmingham, England; Kunsthalle
Wien, Vienna: ARC, Mus?e d'Art Moderne de la Ville de Paris,
and the New Museum of Contemporary Art, New York, among
others. He participated in Utopia Station at the 50th Venice Bi-
ennale; the 24th Bienal de Sao Paolo; Manifesta 4 in Frankfurt,
Germany and Uniform: Order and Disorder at P.S.1 Center for
Contemporary Art, New York.

Olga Shishko

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

Fiona Tan

Born in Indonesia in 1966, Fiona Tan grew up in Aus-
tralia. She received her formal art training in Amsterdam and
has been living in the Netherlands since the late 1980s. Since
the 1990s she occupies an important place in the contem-
porary art world, participating in numerous solo and group
exhibitions. Tan's contribution.to the 2009 Venice Biennale at
the Dutch Pavilion drew a great deal of attention. In her video
pieces and photographic works Tan is concerned with the im-
age of an individual and the way in which this individual relates
to his or her environment and thus to the world. Fiona Tan
creates symbolically charged landscapes as well as moving
portraits of people, subtly linking personal sentiments to their
social and cultural context.

Leslie Thornton

Leslie Thornton has been at the very forefront of Ameri-
can experimental film and media since the 1980s. Her major
works include Peggy and Fred in Hell (her magnum opus),

MHOIOYMCIIEHHBIX BbICTaBOK B Poccuu 1 3a py6esxom. Ocywectsunm 6onee 100
akuui 1 nepdopmaHcos. MHoro pabotatoT ¢ pasnmMyHbiMM Meauma: GoTorpadus,
KuHo (16 1 8 Mm), BUAeo. B HacToswee Bpema aenaioT BuaeonepdopmMaHcsi

W MynbTUMEAMa NPOEKTbI, UCCneaya NPobiembl «XyAOMHUK U BNaCTb», «A3bIK BNa-
CTW 1 BNacTb A3blKa» U «reHaep». HusyT 1 pabotatoT B Mockse.

Onecsa TypKuHa

Beaywmi HayuHbIM coTpyaHuk OTaena HoBewwmx TeueHnit Pycckoro myses.
Hypatop 6onee 30 KoHLeNTyanbHbIX XyAOKECTBEHHbIX MPOEKTOB B TOM yncne Poc-
CHIMCKoro nasunboHa Ha 48 BeHeumnaHckor 6ueHHane. BeicTynana ¢ nekumamm
no Teopun Bu3yanbHoW KynbTypbl B CaHkT-lNeTepbypre, Mockee, Bene, Bepnune,
Croxronsme, AmcTepaame, Kapncpya, Mene. MpenoaaeT CTopHio 1 Teopuio
COBPEMEHHOro UCKyccTBa B BanTnicKom yHMBEpcHUTETE SKOHOMMKM, SKOMOT UK
1 npas yenoseka B CaHkT-lNeTepbypre.

Ypcyna AHHa MpoHe

McryccteoBea, v KynbTyponor-teopetuk. Beina kypatopom LleHTpa nckyc-
cTBa 1 MeaumarexHonoruin ZKM B Kapncpys (Tepmanus) 8 1995-2002 rr., npe-
nogasasia UCTOPUIO MCKYCCTBA, ONMUCaHUEe U aHann3, KylbTYPOSIOr o U TEOPUIO
meamna B Akapemun amaaita B Hapncpya ¢ 1997 MpurnaweHHsit npogpeccop
kadenpsl CoBpemeHHON KynbTypbl M Meama YHueepcuteta BpayHa B 2001/2002,
B HacToALLee BpemA NPopeccop UCTOPHUM UCKyccTBa B MewayHapoaHOM yHU-
BepcuteTte Bpemera (Tepmanusa). Monyumna creneHb AOKTOPa UCKYCCTBOBEE-
HWA, 3aLLMTUB AMCCepTaLMIio Ha TeMy COLManbHOM CTOPUK XyAoMHUKa B AMepUKe
B CBo6oaHoM yHuBepcuTeTe BepnuHa, roe npenogasana Ha Kadpenpe UCTopun
nckycctea B 1988—-1995 rr.

An MyayH

OpauWH 13 Hanbonee yCreLHbIX U BIIMATENbHbIX MOMOAbIX KUTAUCKUX XYO0KHW-
KoB cerogHA. Ero pabotbl skcnoHnposanuce Ha 40i Basenbckoi MexayHapos-
HOWM Xy#omecTBeHHOM ApMmapke ApT-Basens (2009); B XynomecTBeHHOM My3ee
BepHa, LLsenuapus (2009); Ha 52 BeneumnaHckon GuenHane (2007), Ha nepsom
MockoBCKoM BueHHane coBpeMeHHoro uckyccTsa (2005), nepsorn MemayHapog-
HoM BueHHane amuparta Lapawa (2005), nepeon Mpamckoit GuerHane (2003),
natom LLlaHxakckon 6ueHHane (2004) v natoin AanaTcKo-TUXOOKEAHCKOM TPUEH-
Hasne coBpeMeHHoro nckyccTsa (2006). Ero nepcoHarbHbie BHICTABKM MPOXOAMH
B CaMbIX NMPECTUMKHbIX ranepenx U My3enx, Takux Kak ranepea Mapuan Nyoman
(Hito-Mopk, 2009), Parasol Unit (JTonaoH, 2006), KyHcTxanne s Bene (2005),
Crenenuk-mysee (Amctepaam, 2005), Kactenno au Pusonu (Typun, 2005), The
Moore Space (Ma#amu, 2003) 1 [Mapuckom My3ee COBPEMEHHOIO MCKYGCTBA
(2008).

XapyH MapoKu
Popounca B 1944 r. B aHHeKcMpoBaHHOW Hemuamm Hexocnosakuu. B 1966—
1968 yunnca B HemeLKkoM akageMun KMHO 1 TenesuaeHna B Bepnune (DFFB).
Mpenopnasan B BepnuHe, dioccenbpopode, Nambypre, Manune, Mionxere u LLTyT-
rapTe, TaKme Kak npurnaweHHbIn npodeccop B YHusepcutete Beprnu,
RanndopHusa. Papokn aBTop 0Koo 90 GpUNbMOB, B TOM YMCTE TPEX XyOOHKe-
CTBEHHbIX GUIbMOB, GUIBMOB-3CCE M AOKYMEHTabHbIX PpunbmoB. CoTpya-
HMYan C APYrMMM pesrccepamMi Kak CLIEHapUCT, aKTep M Npoatocep.
B 1976 r. coBmecTHO ¢ MaHcom Linxnepom ctan pexnccepom-noctaHoB-
WwuKom nbec XarHepa Mionnepa «butsa» u «Tpaktop» B Basene, LLisew-
uapua. C 1966 nybnmKyeT CBOM CTaTbW B Pa3MyHbIX XKypHanax, ¢ 1974
no 1984-penaxtop 1 aBTop MIOHXEHCKOrO MypHana «Filmkritik». Ero pa6oTbl
9KCMOHMPOBAIUCb Ha MHOMMX HEMELIKMX M MEeW/yHapOAHbIX BbiCTaBKax,
a TaKe B Ka4eCTBEe MHCTAALMI B Pa3/IMYHbIX raniepeax U My3esx.
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Fapu Xunn

C Havana 1970-x Mapu Xunn paboTtaeT C LUIKPOKUM CMEKTPOM MeLura, B TOM
uncne CKyNbMTYPOW, 3BYKOM, BUAEO, MHCTaNNALMEN W neppopmaHcom. OH mccne-
[yeT LWWMPOKMM CcrneKTp npobnem — OT MaTepUasibHOCTH A3bIKa, CUHECTE3NK
W NapajoKCOB BOCMPUATUA A0 OHTONOrMYECKOro NPOCTPaHCTBA U MHTEPAKTUBHO-
ctu. Ero BeicTaBKM NpoxoaAT B My3eAx No BCEMY MUPY, B TOM Y1Cle NePCOHalb-
Hble BbICTaBKM B MapuKcKom PoHae coBpemeHHOro uckycctsa KapTbe, B napum-
crom Llentpe Hopma Momnuay, B mysee Myrreqxaiiva, Huto-Mopk, B 6asensckom
Mysee coBpemeHHoro nckycctea, B Mysee cospemeHHoro nckyccrea bapce-
noHsl, B XyaomectseHHOM My3ee Bonbdcbypra v T. 4. MHorouncnenHsie Harpagbl



W NPeMmK, B TOM uucrie «30/10TOM NIEB» 3a CKyNbNTypy Ha BeHeunaHckoi 6uen-
Hane (1995), npemua ®onpa Oxora u Katpun Maxaptyp (1998), npemus Kypra
LWeutTepa (2000) 1 noyeTHan creneHb foKkTopa Akagemuu xynomecTs MoaHaHm,
Monkua (2005).

Onbra LLuwikxo

MckyccteoBeg, KypaTop. OpraHvsatop MexayHapoaHbix cobbiThiA, pecTmBa-
ner 1 BbICTAaBOK, paccMaTpmBatoLLmx Npobremsl B3aMMOAENCTBUA COBPEMEHHOM
WMHHOBALIMOHHOW KyNbTypbl U HOBbIX TEXHOMOrMi. Kypatop memayHapoaHoro cum-
noamyma «NewMediaLogia» (Mocksa, 1994), pecTiBana poCCUMCKWX apT-pecyp-
coB «[la-Ja-Net» (Mocksa, 1997-2000), MexayHapoaHoro ¢becTMBanA ceTeBoro
uckyccTea «Trash-Art» (Mockea, 1999-2000), MeXayHapOAHOro CUMMNO3UyMa
«Pro&Contra» (Mocksa, 2000) u T.4. CocTaBuTens U peaakTop Katanoros, c6op-
HUKOB W TeMaTHUYECKWUX U3AAHWUM, NOCBALLLEHHbBIX UCKYCCTBY HOBbIX TEXHOSOM MM,
B Tom uncne: «<NewMediaLogia — NewMediaTopia» (Mockea, 1996), «Data Trash»
(Mockea, 2000), «Pro&Contra» (Mocksa, 2000), a Takme nepsoi 4acTi AHTono-
MK POCCUMCKOrO Meama UCKyCcCTBa («Poccuitckuin Buaeoapt», Mockea, 2001).
Oupektop «Meguma Popyma» — ogHom M3 nporpamm Mockosckoro MewayHapoa-
Horo KnHodecTmBansa. Yupeautens 1 gupertop LleHTpa KynbTypbl M UCKycCTBa
«MepmnaApt/la6»

AHTbe 3iimaH

TeopeTnK 1 nccnenoBaTesib KMHO, KypaTop 1 xyaomHuua. C 1995
no 1999 ropa pabotana B KomaHae opraHmdaTtopos Heaenu knHo B [lyiic-
6ypre u MexayHaponHoro ¢ectusana KOpoTKoMeTpakHoro ¢punbma B Obep-
xay3eHe. C 1999 no 2003 roga y4acTHWK npoekTa HemeLkoro Hay4Ho-1ccne-
[0BaTeNbCKOro oblecTsa «McTopua gokymeHTansHoOro ¢punbma, 1895-1945).
C 2004 ropa KypaTop pasfiMyHbIX MPOEKTOB, B OCHOBHOM COBMECTHO C XapyHoOMm
®apoku. Ee HepasHHWe BbicTaBku: B Myaeit coBpemMeHHOro uckyccTaa, Hito-Mopk
(coBmecTHO ¢ XapyHom ®apoku), Fanepes Maiis, Jlio6naHa, 2009, «LleHTpans-
HaA HepsHana cuctema N22», Manepen «B npasutenscteeHHom KBapTane», Bepnuh,
2009.

Bopuc 3nparceH

LleHTpanbHaa Tema ero pabot — naea notepun ceba Kak cnocob Uckynne-
HWA YenoseyecKoro 6biTnA. Ero nponsseaeHna aKCnoHMpoBannch No BCeMy
MUpY, B TOM 4uncrnie B Mysee PpuaepuumaHym B Haccene, B BbICTABOYHOM LiEH-
Tpe «duxtopxannen» B lambypre, B ABCTpanuiickom LeHTpe potorpadum B Cuna-
Hee, a TaKKe JeMOHCTPUPOBa/IMCh B paMKax pada dectnsanax n bueHHane, Taknx
Kak DOMHOYPrCKUM XyAOKeCTBEHHbINM decTvBanb, EBponeiickuini Megnaapt decTu-
Banb B OcHabptoke, «BuaeoHane» B BoHHe, ApuHcKHIA decTuBanb BuaeoapTa,
ctambynbckuii pectrsanb «Kuyre», mockosckuii «Megma Popym», BpoLiaBckas
Mepwnaapt 6ueHHane, laBpckana 6ueHHane, BrueHHane aneKTPOHHOro MCKyccTBa
B lNepre.

Esrenun HOdmt

OauH 13 nuaepoB ABMKEHWA HekpopeanucTos. B 1984 roay opraHuaosan
CTyAMIO napasnnensHoro kKnHo «Mxanana-¢unsm». Ctaxuposanca B KuHoluKone
noa, pykosoacTeoM AnekcaHapa CorypoBsa, paboTan NOMOLLHUKOM perrccepa
Ha ero KapTtuHe «Cnacu 1 coxpaHu». KUHOKPUTHKK AaBHO npuumcnnnu KOduTa
K KnaccMKam MMPOBOro KMHO. Ero 4yacto cpaBHMBatOT C KUHOAEATENAMU HEMELL-
KOrO 3KCMPECCHMOHN3Ma U PPaHLIY3CKOro CloppeasinaMa, C BblAAoWMMMUCA PEMNGC-
cepamun AHopeem TapkosckuM 1 [opamem Pomepo, KOTopbiM nMyHO npeacTas-
nan éunbmbl FKOduTa BO Bpema peTpocneKTvBbl B ameprKkaHcKom MuTTcbypre.
TeopuecTBy FOdu1Ta NnoceBALLEHbI MHOMMe MOHOMpaduK, AMCCepTaLmu, 3cce U ny6-
NMKaLMK KaK OTEYECTBEHHbIX, TaK U 3apybemHbIX CreLmannMcTos B 061acTv KMHO.

Adynata, Another Worldy, Let Me Count The Ways: Minus 10,
9, 8, 7..., The Great Invisible and many others. Her works have
been exhibited worldwide, at institutions such as the Mu-
seum of Modern Art, the Whitney Museum, Centre Pompi-
dovu, the Tate Modern, PS.1, and many others. Thornton has
received numerous prizes and accolades, including the high-
est award in her field, the Maya Deren Lifetime Achievement
Award, and the first the Alpert Award in the Arts for Media.

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 & Political
Power”, “Language of Power & Power of Language”, “Gender”
and others — those are the problems of their interest now. Live
and work in Moscow.

Olesia Turkina

She is the Leading Research Scholar at the Department
of Contemporary Art of the State Russian Museum. Curated
more than 30 conceptual art projects, including the Russian
pavilion at the 48 Venice Biennale. Delivered lectures on visual
culture theory in Saint-Peterburg, Moscow, Vienna, Berlin,
Stockhiolm, Amsterdam, Karlsruhe and Yale. Professor of
the history and theory of contemporary art at the Baltic Univer-
sity of Ecology, Politics and Law (BUEPL) in Saint-Petersburg.

Evgeny Ufit

One of the leaders of the necrorealist movement.
In 1984 organized a parallel cinema studio “Mzhalala Film”.
Trained in the Cinema School under Alexander Sokuroy,
worked as an assistant director on his film “Save and Protect”.
Cinema critics have long considered Ufit a classic of the world
cinema. He is often compared to German expressionist film-
makers and French surrealists, to the widely acclaimed Anrey
Tarkovsky and George Romero, who has personally presented
Ufit's films at a retrospective screening in Pittsburg. There are
many monographs, dissertations and essays written about
Ufit's work by both Russian and foreign film experts.

Peter Weibel

He is chairman and chief executive officer of the Center
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 Electronica
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.



Ixcno3nyuAa B MocKoBCKOM My3ee COBPEMEHHOIo UCKYccTBa. ‘1 aTax
Moscow Museum of Modern Art exposition. 1 floor

MpocTpaHcTea mnamAaTuv/ Space of Memory/
CurivBorvHecHume Symbolic Journey

[MNyTewecTsuA
1. “Oonv” Oyr ArtkeH (CLLIA) 2010 1. "House” Doug Aitken (USA) 2010
2. ‘BrHoxme” Necrnm TopHToH (CLLIA) 2. ‘Binocular” Leslie Thornton (USA)

2010 2010

3. Tlogeem v nageHme” MuroHa TadH 3. "Rise and Fall” Fiona Tan
(HypepparHosl/ VHooHesuwA) 2008 (Netherlands/Indonesia) 2009
4. ‘MeTerns” rpyrnsl “CuHma cyn” (PoccumA) 4. "Blizzard” "1 e Bluesoup” group
2008 - 2009 (Russia) 2008 - 2009
5. Hetope cezoHa” HepeH Cuttep 5. "Four Seasons” Heren Cytter

(Nzpaumns/TepvanHAa) 2009 (Israel/Germany) 2009
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3xcno3nyuAa B MocKoBCKOM My3ee COBPEMEHHOM0 UCKYCCTBA. 2 3Ta
Moscow Museum of Modern Art exposition. 2 floor

vy pmicA OBpas /
MNosTrHa AsbiHa v
[NpocTpaHcTBa

1. ‘OmBeTe MHe” AHpym Cana (AnbaHna /
MpaHumA) 2008

2."CreozHaa MNetnAa” Tapum Xumn (CLLA)
2005

3."BBoHNT v Homowon B INlycTeHHOM
Hebe” Mapu Xurn (CLLA) 2005

4. "‘HaptuvHe” IOpuvin AnsbepT (PoccumA)
2008

5. “The Silent Horizon” KOpuia
Hamnerpapes (PoccuvA/TanvA) EsrerHnim
IOdoT (PoccumA) 201 1

8. HeTtope HomoHHbe 6omTernsHocT®
oyata ToTtapTt (PoccumAa) 2010/201 1

7. "Tepesogbl” Mnea MepmAxos (PoccumA)
2011

Moving Image /
Poetics of Language and
Space

1. "Answer me” Anri Sala
(Albania/France) 2008

2."Loop Through” Gary Hill (USA)
2005

3. ‘Is a Bell Ringing in the Empty Sky”
Gary Hill (USA) 2005

4. “Imagines” Yuri Albert (Russia)
2008

5. "The Silent Horizon” Yuri Halendarev
(Russia /Ilcaly) & Evgeni Ufit (Russia)
2011

B. "Four Columns of Vigilance” TOTART
duo (Russia) 2010/201 1

7. "Translations” llya Permyakov (Russia)
2011



Ixcno3nyuAa B MocKoBCKOM My3ee COBPEMEHHOI0 UCKYCCTBa. 3 aTax
Moscow Museum of Modern Art exposition. 3 floor

Tpetee KMHO /
BuoeovmcryccTtBo HaH
CrNenoH C pearnbsHOCTM

1. ‘TMpmAaTHOEe BecrnororcTeo” PaHBup
Hanerxa (MHouna) 2010

2. ‘OH Bein XopoLumm Hernosexom”
ParHbuvp Hanexa (MHgwAa) 2008

3. "‘PexneH” Tayc Maxadqesa (PoccumA)
2009

4. "CyruHbl Odetn” EnerHa HosbinmvHa
(PoccumAa) 201 1

S, Tlvp vrm MoneT” XapyH Maporun
(MepvmaHmA) 2008

B8. ‘Mornoro oA ArHaT” Anvarynes
MerHnubaesa (HazsaxcTad) 2010

7. A Hyuto Bes Teoero Putva’ VoxaHHa
Burrvnr (LdsewuwmA) 20039

The Third Cinerma /
Videao Art as a Cast
from Reality

1. "Sweet Unease:” Ranbir Haleka (India)
2010

2. ‘He was a Good Van” Ranbir Haleka
(India) 2008

3. ‘Renhlen” Taus Makhacheva (Russia)
2009

4. “‘Sons of a Bitch” Elena Hovylina
(Russia) 201 1

5. "Feasting or Flying” Harun Faroki
(Germany) 2008

B8. ‘Milk For Lambs” Almagul Menlibayeva
(Hazakhstan) 2010

7. “I'm Lost Without Your Rhythmm”
Johanna Billing (Sweden) 2009
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Ixcno3uyuAa B MocKoBCKOM My3ee COBPEMEHHOIo UCKYCCTBa. 4 aTtam
Moscow Museum of Modern Art exposition. 4 floor

CurimyrnmposaHHaA Simulated Reality/ The
PearnbHocTes / Opyrom Other Hero

[epoi
1."9710 He Cure”/ “31o He vcueneHue” 1. "NO CURE” Boris Eldagsen
Bopuric SmparceH (MepvmanHnAa) 2007 (Germany) 2007
2. ‘BoTt’ BuxkTtop Armvrives (PoccumA) 2. “Vot” (So) Viktor Alimpiev (Russia)

2010 2010

3. TlopcHer=HmH" rpyrnma ‘Tposmeiza” 3. "Snovwdrop” PROVMYZA duo
(Poccuma) 201 1 (Russia) 2011
4."BernaAa Ho4Hs" ApesB MarHyHAaH 4. "Nuit Blanch” Arev Manoukian

(Harapa) 2010 (Canada) 2010



Ixcno3nuuAa B LleHTpe coBpemeHHon KynbTypbl «Fapam»
Garage Center for Contemporary Culture exposition
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1. Anzex OwynuaH Oeper. Benvkobputanna, 2008
Isaac Julien Derek. UH, 2008

2. AH ®ypyH lMNAaTaa Hoyb. Hutan, 2010
Yang Fudong Fifth Night. China, 2010

3. 9na-Jlumza Axtuna bnaroselyenve. MuHnaHama, 2010
Eija-Liisa Ahtila The Annunciation. Finland, 2010
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AHHoOTaumsa:

«Mepmna Popym» Mockoeckoro MesxayHapogHoro KuHodecTrans
BOT yie ABeHafuaTb N1eT 0TBEeYaeT 3a NOrpaHUyHyIo TEPPUTOPHUIO MEKAY
KnMHemaTorpagpomM 1 coBpeMeHHbIM MCKYCCTBOM. MMeHHO TaM, cornacHo
MHEHWIO TEOPETUKOB U NMPaKTUKOB UCKYCCTBA ABUKYLLMXCA 06pa3os.,
NPOUCXOAAT CaMble MHTEPECHLIE U CaMble MEePCMNEKTUBHbIE B AKPaHHOM
KynbType ABNEHWA: pa3BMBAETCA NONIMIKPaHHbIM KMHemaTorpad,

B peaslbHOM BPEMEHU U MPU aKTUBHOM yHacCTUK 3pUTENbCKOM
ayAMTOPHUM CO3aK0TCA MYNbTUMEAUMHBIE MPOM3BEOEHUA NCKYCCTBA,
pa3pabaTbiBatoTCA HOBblE CTPaTErMKU AUCTPUOYLIMK U KOHTEKCTHOIO
aHanusa Buaeopabor.

HuiHewHui XII «Mepmna Popym» npeactaBnaeT, nomxanyi, cambli
amMOULMO3HBIM MPOEKT 3a CBOI MCTOPMIO — BbICTABOYHYIO NPOrpaMmy
«PaclunmpeHHoe KMHO», COBPaHHYO U3 CaMbIX CBEHMX M CaMblX APKUX
NPOM3BEeAEHUIN Ha FPaHU KMHO U BUOE0apTa, KakJ0e U3 KOTOPbIX
nepenaeT CBoe COBCTBEHHOE NOHWMaHKWE ABUHYLLMXCA 06pa3oB, CBOM
JIMYHBIM cnocob paboTbl C AKPaHHLIM BPEMEHEM U MPOCTPaAHCTBOM.
[aHHbIM KaTanor-uccrnegoBaHue BRIKOYAET HE TONbKO MHOPMaLMo
0 Npou3BeaeHUAX, MPeaCTaBEHHbIX B 061X 4aCTAX BbICTABOYHOIO
npoekTta: B MOCKOBCKOM My3ee COBpeMeHHOro Uckycctea u LieHtpe
COBPEMEHHOM KynbTypbl «[apam», HO M NOAOOPKY KoYeBbIX Ny6nrKaLui,
KacaroLLMXCA NnepeceyeHnn aByx chep aKPaHHOM KynbTypsbl.

Printing: Art Guide
ISBN 978-5-905110-07-8

Annotation:

Media Forum at the Moscow International Film
Festival has for the last twelve years been responsi-
ble for the borderline territory between cinema and
contemporary art. According to the theorists and
practitioners of the art of moving images it is exactly
there that most interesting and promising events in
screen culture are happening: multiscreen cinema
is evolving, multimedia art works are created in real
time mode and with active audience interaction, new
strategies of distribution and contextual analysis of
video works are developing.

This Xl Media Forum presents what is probably
the most ambitious project in all of its history — the
Expanded Cinema exhibition chosen from the latest
and most striking works on the verge of cinema and
video art. Each of these works has its own interpreta-
tion of the moving images, its own method of working
with the time and space of the screen. This research
catalogue includes information on the works present-
ed in two parts of the exhibition project — in Moscow
Museum of Modern Art and at the Garage Centre for
Contemporary Culture, and also a selection of care-
fully chosen key articles on the interaction of the two
spheres of screen culture.
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