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ANNUAL INTERNATIONAL
FESTIVAL OF MEDIA ART

ST. PETERSBURG
JANUARY 25 — FEBRUARY 7, 2017

FESTIVAL VENUES

Research Museum
at the Russian Academy of Arts

Museum of Applied Arts
at St. Petersburg Stieglitz
State Academy of Art

and Design

St. Petersburg Stieglitz
State Academy of Art and Design

Youth Education Center
at the State Hermitage

“Taiga” Creative Space

St. Petersburg Museum of Sound
“Luda” Gallery

Creative Quarter “Golitsyn Loft”

ORGANIZERS
CYLAND International MediaArtLab

with participation of North-West branch
of National Center for Contemporary Art
as part of the ROSIZO

with support of the Ministry
of Culture of the Russian Federation

PARTNERS

Research Museum
at the Russian Academy of Arts

St. Petersburg Stieglitz
State Academy of Art and Design

Youth Education Center
at the State Hermitage

“Taiga” Creative Space
St. Petersburg Museum of Sound
“Luda” Gallery

Creative Quarter
“Golitsyn Loft”

Art Center
“Pushkinskaya 10”
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GENERAL SPONSOR
OneMarketData (USA)

SPONSORS
Big Data Solutions (Russia)
St. Petersburg Arts Project Inc. (USA-Lithuania)

FESTIVAL BOARD

Silvia Burini (Italy), PhD, Professor of Ca’ Foscari University
in Venice, Director of the Center for the Studies
of Russian Art (CSAR)

Sofia Kudryavtseva (Russia), PhD in Art History, head of the Youth Education
Center at the State Hermitage

Phill Niblock (USA), minimalist composer,
Director of the foundation Experimental Intermedia

CURATORS

Anna Frants (Russia-USA): exhibition project “Participation Effect”,
Museum of Applied Arts at the St. Petersburg Stieglitz State Academy
of Art and Design; Education Program, Stieglitz Academy

Elena Gubanova (Russia): exhibition project “Interpretations”,
Research Museum at the Russian Academy of Arts

Sofia Kudryavtseva (Russia): Education Program, Youth Education Center
at the State Hermitage

Victoria Ilyushkina (Russia): Retrospective of video programs of CYLAND MediaArtLab,

Youth Education Center at the State Hermitage
Leah Stuhltrager (USA-Germany): Digital media program “Digital Revolution”,

“Taiga” Creative Space

Sergey Komarov (Russia): program of sound art; Museum of Applied Arts at the Stieglitz

Academy, “Taiga” Creative Space, St. Petersburg Museum of Sound

Varvara Egorova (Russia): exhibition project “Participation Effect”, Museum of Applied Arts

at St. Petersburg Stieglitz State Academy of Art and Design

Lizaveta Matveeva (Russia): exhibition project “Mechanisms of Emergence”,

“Luda” Gallery
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Leonid Frants, PhD, President of OneMarketData

Vasily Nikolayevich Kichedzhi, Doctor of Economics and Acting President
of the Stieglitz Academy, honorary member of the Russian Academy of Arts

Vasily Sergeyevich Muravyev-Amursky, honorary professor of the Stieglitz Academy

Yuly Andreyevich Rybakov, vice president of the partnership “Free Culture”
(Art Center “Pushkinskaya 10”)

Ludmila Ivanovna Kondratenko, Director of Research Museum
at Russian Academy of Arts

Silvia Burini, PhD, Professor of Ca’ Foscari University in Venice,
Director of the Center for the Studies of Russian Art (CSAR)

Olga Solozobova, Events Organizer at Creative Quarter “Golitsyn Loft”
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TaHsa ObixuH (ABCTpanus)

u3 cepuu pomoepaguli
MEYTAS O ®ATA-MOPTAHE
Apm-pe3uderyus MCH

8 KpoHwmadme, Poccus, 2013

Tanya Dyhin (Australia)

From the series of photographs
DREAMING OF

FATA MORGANA

NCCA Art Residence in Kronstadt,
Russia, 2013

Butanwuii MywHuukmit (Poccus)
MAOAWMNA CBET

o0bvekm

Beicmaska nabopamopuu medua-
uckyccmsa CYLAND «On My Way»,
napannensHo ¢ 56-i BeHeyuaHckol
6ueHanne, yHugepcumem
Ka-®ockapu, BeHeyus, Umanus,
2015

Vitaly Pushnitsky (Russia)
FALLING LIGHT

object

CYLAND Media Art Lab exhibition
project “On My Way”, Ca’ Foscari
University, parallel to 56" Venice
Biennale, Venice, Italy,

2015
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CYLAND — OCTPOB B OKEAHE MEAUA

Omutpuii Munukun (CaHkT-NeTepbypr, Poccus)
XyOQ0MHUK, Kypamop, apm-kpumuk, UCmopuk Uuckyccmad,
HayyHelli compydHuk pakynbmema uckyccme CI16IY

M3 nctopmmn Mbl 3HaeM, YTo MM CO6CTBEHHOE [0 OnpeAeneHHON nopbl 6bI10 HE MPOCTO YCNOBHbIM
Ha3BaHMEM, a OTPaAXKEHMEM CYTU. HefapoM B pyCCKOM $i3blKe €CTb TEPMUH KUMS CYLLECTBUTENBHOE» —
TO, UTO CYLECTBYET Ha CaMOM Aene. Buanmo, HapoaHas MyapoCTb BCeraa NoAo03peBana o CylecTBo-
BaHMW BMPTYaNbHOCTU. DTO NEPBOE, O YeM 33aAYyMbIBAELbCS, KOrAa Chblwuiwb Ha3BaHne CYLAND.
CnoBo-rnbpua coenuHset B cebe LHOCTb 1 apeBHIo0 ocHoBy: CYBER — npunaratenbHoe, nonyums-
Wwee pacnpocTpaHeHue B Hayane 1990-x B CBA3M C NOAHbLIM BCTYMAEHMEM KOMMbIOTEPHOM 3pbl B CBOU
npaea, u LAND — 6a30Boe noHsATHE, KOTOPOE OAHOBPEMEHHO M 3eMAS, U CyLWa, U NOYBA, U CTPaHa,
M rocypaapcTeo.

MecTo poXAeHUs UMEHM TaKXKe HakiagbiBaeT oTneyatok. Jlabopatopusa megmanckycctea CYLAND
Bo3Hukna B 2007 ropy Ha Tepputopuu ropoaa-octpoea KpoHwTaar Henopaneky ot lNetepbypra.
C KpoHWwTaaToM CBS3aHO MHOXeCTBO MUGBOB M nereH. MeTp | pan eMy HeMeLKoe MMS, B NnepeBose
«lfopoa-BeHeuy», 4To6bl ewe pa3 Nog4YepkKHYTb CBOM HaMepeHus no esponemsaumm Poccuun. 370 He
NpoOCTO OCTPOB, a Lenas CMCTeMa OCTPOBHbIX KpenocTei-hopToB: «3BepeB», «Obpyues», «TotnebeH»,
«MmnepaTop MeTp I», «MMnepatop MaBen I» u, KOHEUYHO e, KKOHCTAHTUH», KOTOPbIA YAaCTO CPaBHM-
BalOT C GpaHLYy3CKUM OCTPOBOM-3aMKOM MoH-CeH-Muwenb. B KpoHwTaaTe BnacTBoOBann BOEHHble
MOpSiKK 1 KopabnecTpouTenu, No3TOMy A0/Ir0e BPEMS OH OCTaBaNICA CEKPETHbIM, 3aKPbITbIM MECTOM,
KyZa MOXHO 6bI10 BbexaTb TOMBKO MO CNeuuanbHoMy Nponycky. MMeHHo oTcloaa yxoaunu B nnasa-
HWe BOKpYr ceeTa bennuHcraysen u Jlazapes, nepBoOTKpbiBaTENM AHTapKTUAbL. MIMEHHO 34eCh Ha
MMMNepaTOPCKOM SXTe NPUHUMANM BbICOKMX FOCTEN, NpnbbIBaBLIMX B CTOAMLY NO MOpto: B KpoHwTaaT
HaBeablBaNWCh, K Mpumepy, Kaisep Bunbrenom Il u npesmaeHt @paHumm PaitmoH MyaHkape. Mocne
O[HOM M3 Taknx BCcTpey Poccua BcTynuna B [epBy0 MUPOBYIO BOMHY, M A€N0 KOHYUIOCb PEBOJIOLLUEN.
JTa pesonouMa noctasuna KpoHWTaaT B onnosunumio, nepepocwyto B KpoHWTAaATCKMIA MATEX Npo-
TMB 60NbLUIEBMKOB, NOAHATLIN MOpsikamMu B MapTe 1921 ropa. To ecTb MeTadopuyeckoe NosoxeHue
«4aCTW LLenoro» B NOAHOM Mepe 0TpaboTaHo B UCTOPUM M KoHLenumm KpoHWTaaTa Kak «0oCTPOBHOEY,
«CaMoCTosTeNbHOE», «NaaByyee» M «camoopraHusytoweecs». M Bce 3aTu metadopbl NpekpacHo no-
Xatcs B punocoduio mogenn meananabopatopum CYLAND.

lanaktuka AnaHa TblopuHra cTtpeMuTenbHO nornotuna ryteHbeprosy. CerogHs Kaxercs, YTo B NioT-
HOM CBsi3Ke C Meama Mbl Obinu Bcerpa, a BeAb akTMBHas dasa 3Toro npouecca NpojoxaeTcs BCero
20 net! M Hapo ckasaTtb, YTO POCCUIACKME XYAOXKHUKU U MeaMaTeopeTMKM TOXE Noy4acTBOBaIM B CTa-
HOB/IEHMWU HOBOW AENUCTBUTENBHOCTU — E€CTeCTBEHHO, B COTPYAHMYECTBE C 3anafHbIMU KOJeramu,
BeAb TexHuyeckas 6asa B Poccuu 3ameTHo oTcTaBana. Jletom 1994 ropa w3 lfepmanum B MNeTtepbypr
npubbiBaeT Kopabnb «Stubnitz» ¢ necaHTom MeamaxymoxHukoB u3 Esponbl u CLUA, a yxe B 1996
rofly MeXaMCUMUNIMHAPHBINA LLeHTP MCKYCCTB M TexHonoruit V2 (Lab for the Unstable Media) B Pot-
Tepaame npoeoauT dectuBanb «Next 5 Minutes», Mapkupysi CTPEMUTENBHO MEHSIOLLEECS BpEMS.
OAaHa 13 BaXKHbIX MHMLMATUB PecTuBang — nnatpopma «V2 East Europe Workshop», koTopas naBana
BO3MOXHOCTb aKTMBHOM Koonepauuu co cTpaHamu bbiBero BoctouHoro 610ka. MHe nocyacTimsu-
NOCb NPUHUMATb Y4acTUe B 3TOM COBBITUM, U 1 MOMHIO, 4TO 0OLWMIA HACTPOW Bbln NOANMHHO PEBOIO-
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LUMOHHBIM. JTI0AM C FOpAWKMMM T1a3aMu pacCyXhanu o «NajeHUn rpaHuL» U BO3MOXHOCTU NPSMOro,
BHEroCYyLapCTBEHHOTO M BHEMHCTUTYLMOHANbLHOIO, AManora Yepes Meaua. TepMUH «TaKTUYeCcKue
Meama» (tactical media), BO3HMKIWLKIA Toraa xe, o6o3Havyan dopMy MeaMaakTMBM3Ma, Npeanonaras-
WY MOJIHUEHOCHbIE BMELWaTeNbCTBA B MeAUiHY cdhepy AN CO34aHMS aNbTEPHATUBHLIX Meaua.
MegmnateopeTuk lepT JTOBUHK € TpUBYHbI KOHGEPEHLMN pacCyXaan O TaKTUYECKMX Meaua KaK MH-
TEPBEHLMOHUCTCKUX NMPAKTUKAX, KOTOPbIE MO NPUPOLE CBOEN AOMKHbI OCYLLECTBASATb KPUTUUECKHUIA
aHanu3 LOMUHUPYHOLLEro NOpaakKa, a 3aMeyatenbHasa apT-rpynna Critical Art Ensemble nogkpennsana
3TU yTBEPXAEHMS CBOMM nepdopMaHCoM. [laneko He BCe POMAHTUYECKUE HALEeXAbl MMOHEPOB Me-
ama cObINCh, HO 3alaHHOE YCKOpEeHMe NO3BOMIO CMECTH BCe MHPOPMALMOHHbIE Bapbepbl. U ewwe
OAMH BaXHbIii UTOr: TENEepb MHOroe 3aBWCENO OT JIMYHOIO BKNAAA M JIMYHOW aKTUBHOCTU. TO eCTb
«60NblIOe» MeaMancKycCcTBO BbIpaCTano U3 CyMMbl YAaCTHBIX MHULMATUB U UMEHHO Ha HUX ONUPanoch.

KoHeuHo, MHMLMATMBbBI NMOHEPOB MeaunaapTa AaNeko He cpasy NoAerCcTBOBaAN HA KOHCEPBATUBHOE
apT-npocTpaHcTBo Poccum. 3Ta 6onbluas HEMOBOPOTAMBASA MaxMHa C TPYAOM BOCMPUHMMANa MHHOBA-
LMK, C TPYAOM NepeBapvBana HoBbIi MaTepuan. Ytobbl 3anycTuTb npouecc, noTpeboBanocs elle Ae-
CATb NET, HO AaXe N0 NPOLIECTBMMU 3TOrO BPEMEHU MOABAEHUE POCCUNCKMX MEAMAXYL0XKHUKOB — Ta-
Kux kak Amutpuit Kasapra, AmuTtpuii Mopo3sos aka ::vtol::, ayaT Electroboutique, rpynnel «Kyna 6eryt
cobaku» n «CuHMI cyn» — BbINO CBA33aHO CO CIOXHO BbICTPOEHHBIMU MEPCOHANbHBIMU CTPATErMUIMU
W IMYHBIM NOLBWUIOM NPEOAOEHNS TOr0 NPOTUBOAENCTBMUSA, KOTOPOE MM OKa3blBaIO OKPYXEHMeE.

OfHaKo BpeMsi CTPEMUTENbHO MEHSN0Ch. DNEKTPOHHbIE FaAXKETbl, UHTEPHET U HOBbIE TEXHOOTUM
CTaHOBU/IUCb HEOTHEM/IEMOW YaCTbl0 COBPEMEHHOMO MUPA, HE 3aMeyvaTb UX Bblfo yXKe HEBO3MOXHO.
XoT4 BCe NO-NPEXHEMY 3aBUCENO OT JIMYHbIX YCUAUIA. B KAKOM-TO CMbIC/IE XM3Hb U CyAbba XyA0XKHMKA
n ocHoBarensa doHaa St. Petersburg Arts Project, dectnBans «Kubepdect» n mennanaboparopum
CYLAND AHHbl ®paHL, faeT 9pKuii cpes UCTopum 3Toro BpeMeHu. AHHa poamnack B JleHuHrpage B ce-
Mbe KMHOCLLEHAapUCTa, MeYTana 3aHMMaTbCs MybTUNIMKALMEN, HO LUAHCOB NOCTYynuTb BO BIUK Bbino
Mano u3-3a NpecsioByTOro «NATOro NyHKTa» B aHkeTe (rpada ang ykasanus HaumoHanoHoctn B CCCP).
K Tomy xe B 1970-x otew, nonan nog npuuen KIb 3a «aHTMCOBETCKYI AeATeNbHOCTbY» (peyb Wwna
0 peLeH3nn Ha CTUXM onanbHoro noata Mocuda bponckoro B xypHane «ABpopas), U ero BbiC1anu us
CTpaHbl. AHHa nocTynuna B JIEeHMHrpaLCKOe XYA0XKECTBEHHO-MPOMBILLTIEHHOE YYUULLE UMEeHU Bepbl
MyXxuHOW Ha GakynbTeT gM3anHa, KOTopbii 6aarononyyHo okoHumna. Ho yxe B 1989 rony nepeexa-
na xutb K otuy B CLUA, roe Bce npMwnocb HayMHaTh CHavana. MosBmMAack BO3MOXHOCTb BEPHYTHCS
K aHumaumu, Ho B UHcTuTyTe MpatT (Pratt Institute School of Advanced Studies) ee npenogasanu
y>Xe Ha HOBOM TEXHONOrM4YeCcKOM ypoBHe. Tak OT TPaLMLMOHHbIX U306pa3uTeNbHbIX CpeAcTB AHHa
caenana bbICTPbIN War K COBPEMEHHbIM TEXHONOMMAM U 3aHAIaCb TPEXMEPHOW rpadMKOM, aHUMaLmen
¥ NPOrpaMMMPOBaAHMEM. DTU 3aHATUS, B CBOK O4epesb, HE MOI/IM HE CKa3aTbCs Ha ee XYLOXEeCTBEH-
HOM [esTeNbHOCTH, U TaK, LWar 3a Warom, oHa CTana MeguaxynoxHukoM. Mpasana, MesMitHas cocTas-
NnAWas NpucyTCTBYeT B ee TBOPYECTBE B 0COOOM KayecTBe; COXPAHAETCS NpeeMCTBEHHOCTb C Tpa-
avumen mogepHu3Ma. B o6bekTax AHHbI DpaHL, YyBCTBYETCS M HEKMIM AAAAUCTKUM AYX KCOOCTBEHHOM
XW3HU» NpeaMeToB, U obliee HaCcTpOeHMEe C ero BHUMaHMeM K Gopme, GakType, MCTOPUYECKOWH na-
MATK. JIMYHAa MCTOPUSA XKM3HU Ha «NepenioMe BpeMeH» ONpefennaa U BEKTOP BHUMAHMS: XXMBS Ha
nga ropoaa (Heto-Mopk 1 MeTepbypr) u aBe cTpaHbl, AHHa DpaHL, 0CTanacb MMEHHO PYCCKOW XY40XK-
HULEMN, NOCKONbKY ee B3rnsA no-npexHeMy obpauweH Kk Poccun. DT0 BUAHO faxke NO TeM npesMeTaM,
KOTOpble OHa BbIGUPAeT AN CBOMX MeAUAUHCTANNAUMI: OHM BCeraa OTCbINAT K AETCTBY U HOHOCTH,
BpeMeHu «kocMuyecknx» 1960-x, kuHematorpady ottenenu, asnoxe BeNnKux 3aBoesaHuii CesepHoro
nontoca. Mo3ToMy HeyaAUBUTENbHO, YTO OAHOM U3 NEPBbIX UHULKMATMB AHHbI PpaHL, cTano co3naHue
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B 1999 roany HekoMMepyeckoro ¢poHaa St. Petersburg Arts Project, pabota koToporo 6bina 6bl HEBO3-
MOXKHa 6e3 NoCTOAHHOM NnoAAepXKK ee Myxa JleoHnaa ®Oparua. Llenbto dpoHpa 66110 NpeacTaBsiTh
poccuinckmx xypoxHukos B CLUA, ans yero B Hbto-MopkckoM Coxo nossunack ranepes Frants Gallery
Space. K ToMy e BpeMeHM OTHOCUTCS U Hayano GopMUpPOBaHMS COBCTBEHHOM KONMEKLMM UCKYCCTBA,
S4pO0 KOTOPOW COCTaBMAM pefikne paboTbl XYA0XKHUMKOB NEHUHIPAACKOro aHaerpayHaa 1950-1970-x
rofloB (3Ta KoNneKuus BNocieACTBMM NO3BOAMUT HAaM HabAATb NPEEMCTBEHHOCTb TPAAULIMIA NeTep-
Oyprckoro MCKYcCTBa Ha BbiCTaBKax, OpraHn3oBaHHbIX AHHoM B 2010-e).

Cambliii nepsbiii dectnanb «Kubepdect», coctoasumiics B MNetepbypre B 2007 roay, 661 no cytn
cHOpHOM BbICTAaBKOM Apy3eit — KaK POCCUMCKMX, TaK U aMepuKaHCKMX. OLHUM U3 BaxKHbIX COObITUI
ctan npuespn Oxynu MaptuH — BpoBbl bunnu KnioBepa, reHManbHoro nHxeHepa, KOTopbli COTPYA-
HMYan B peanu3auumn TEXHUYECKU CIOXHbIX 0ObEKTOB C HECKONbKUMU MOKONIEHUSIMU 3HAMEHUTbIX
Xy#oxHuKoB oT [xacnepa [xoHca n dHam Yopxona po XaHa TaHrnu. JlabopaTtopusa Experiments
in Art and Technology, ocHoBaHHas KnioBepoM u ero eAMHOMbILLEHHUKaMU, COBCTBEHHO, U CTana
npoTtotMnom nabopaTtopuun meananckycctea CYLAND, nockonbKy KypaTopbl CTONKHYUCH C TEMU Xe
npobnemMamu: uaen y poCcCMMCKUX XYL0XHUKOB Obl10 MpeaocTaTovyHO, HO TPaAULMOHHOE XYA0XKe-
cTBeHHOe 0bpa3oBaHWe pa3Beno B pasHbie CTOPOHbI UCKYCCTBO M HAyYHO-TEXHUYECKME HaBbIkW. J1a-
6opaTtopuss CYLAND co3paBanach kak koonepauus ¢ netepbyprckum dpunmanom flocynapcTtBeHHOro
ueHTpa coBpemeHHoro uckycctea (FLCU), koTopbit Toraa Bosrnasnsna MapuHa Kongobcekas. Tak
CYLAND v ocen Ha TeppuTOpuM OepeBAHHOIO AOMMKa B KpoHwTaaTe, roe pacnonaraetcs apT-pe-
3UAEHLMS AN POCCUACKMX U MHOCTPAHHbIX XYAO0XHUKOB. Muccmen nabopatopum CTano pasButue
Avanora Mexay XyAoXHUKaMu, MUHXeHepaMun U NporpamMMMUCTaMu, a Takxke nponaraHaa HoOBbIX Meauna
B neTepbyprckom xyaoxecTBeHHOM coobuiecTBe.

B 2008 roay oaHoOM M3 rnaBHbix nuowanok «Kubepdecta» cTaHoBMTCS MonoaexHbli 06pa3oBa-
TesbHbIN LeHTp focyaapCTBEHHOrO DpMUTaXa, U B 3TO BPEMS K MPOEKTY yXe NoakayeHbl Anekcen
[payes n Cepreit KoMapoB, KOTOpble OKa3asncb He NPOCTO TAaNAHTAUBLIMU TEXHUKAMU U NPOrpaMMu-
CTaMu, HO ¥ Meama- U CayHA-XYLOXKHWKAMK, 4To oboraTuno obuyto kKapTuHy dectusans. C npusneve-
HWEM HOBbIX NtoAen pecTuBanb obpacTaeT HOBbIMU TEMaMM U OTBETBAEHUSAMU. [TMOHEP pOCCUIACKOTO
mMeaunaapta Cepreit TeTepuH, UCNONb3Ys CBOW ONbIT, CO343eT MHOOPMALMOHHbIA Meanaapxue. paves
1 KoMapoB NpUBHOCAT MHTEpEC K CayHA-apTy, 3aTem nossnsetcs Amutpuii LLy6uH co cBonMM 3BYKO-
BbIMU MHCTannsumMamu. Nporpamma BuAe0apTa Co BpeMeHeM NpeBpaLLaeTcs B OTAENbHbIM apXuB Nog,
pykoBoAcTBOM Buktopun UntowkunHoit. Ocoboit NMHMeNR NnpoxoauT TEPMEHBOKC, aKTUBHO (M HECTaH-
[apTHO) ucnonbsyembiit B npoekTax CYLAND. MNapannenbHo nepexuBalTcs Tekylme MeanaMoabl:
knubeplwnemsbl, Second Life, low tech. o 2012 roaa BknountenbHo «KubepdecT» NpoBoAUTCSA TONBKO
B lNeTepbypre, HO CTpeMUTENLHO O6pacTaeT CBA3AMU U NapannenbHbIMU NPOEKTaMU M HaKoHeL, OT-
pbIBAaETCA OT NMPUBA3KM K MECTY, CTAHOBSCh «MNNaBy4Yei» NNaTGopMOii, KOTOpas BOSHUKAET B Pa3HbIX
yactax 3emnun. C atoro momenTa CYLAND Bbie3xaeT Ha Bce decTuBanu uenoi paboyei 6puranoi
C TEXHWKAMM, XYLOXKHWKAMKU M MOoBapoM. TyT, HAaBEpPHOE, CTOUT CHOBA BCMOMHMUTb 3aBeT NUOHEPOB
Meama: «bonblioe» MeAManCKyCcCTBO BbIpacTaeT U3 CYMMbl YacTHbIX MHULMATUB U UMEHHO Ha HUX
onupaetcs. Moatomy nnasyumnit octpos CYLAND, 3anyuieHHbI fecaTb eT Ha3ak, yBepPeHHO ABUXKeT-
€5 Mo BbIODpPaHHOMY MapLupyTy.
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CYLAND — AN ISLAND IN THE STREAM

Dmitry Pilikin (St. Petersburg, Russia)
artist, curator, art critic, art historian, research fellow at the Department
of Arts, St. Petersburg State University

We know from history that the proper name, up until a certain time, was not just a conventional
name, but the reflection of essence. It is no coincidence that the other word for the “noun” in English
is “substantive” — something that has a firm basis in reality. It appears that popular wisdom has
always suspected the existence of virtuality. This is the first thing that comes to mind when one
hears the word CYLAND. This hybrid word combines in itself youth and an ancient basis: CYBER
is an adjective that became widespread in the early 1990s due to the fact that the computer era had
fully established itself,and LAND is a fundamental notion that is simultaneously the land, terra firma,
soil, country and state.

The name’s place of birth also leaves an imprint. CYLAND Media Art Lab came into being in 2007 on
the island city of Kronstadt, not far from St. Petersburg. Many myths and legends are connected
to Kronstadt. Peter the Great gave it a German name, which translates as “Crown City”, to emphasize
yet again his intent to Europeanize Russia. This is not just an island, but a whole system of island
forts: Zverev, Obruchev, Totleben, Emperor Peter |, Emperor Paul | and, of course, Konstantin, that has
often been compared to the French island fortress Mont Saint-Michel. Kronstadt was ruled by naval
mariners and shipbuilders, which is why it was for a long time a secret, closed location that could
only be entered with a special pass. It was from here that Bellingshausen and Lazarev, discoverers
of Antarctica, set sail on their circumnavigation expeditions. This was where distinguished guests,
who reached the capital by sea, were received on the emperor’s yacht: Kronstadt was visited, for
instance, by Kaiser Wilhelm Il and French President Raymond Poincaré. After one such meeting,
Russia entered World War |, and the affair ended in a revolution. This revolution put Kronstadt into
the opposition, that grew into the Kronstadt rebellion against the Bolsheviks that the sailors raised
in March of 1921. That is to say, the metaphoric situation of “part of the whole” has been fully worked
out in Kronstadt’s history and concept as “insular”, “independent”, “floating” and “self-organizing”.
And all these metaphors fit perfectly the philosophy of the CYLAND Media Art Lab’s model.

The galaxy of Alan Turing sweepingly swallowed up the galaxy of Gutenberg. Today it seems that
we have always been closely tied together with the media, and yet the active phase of this process has
been underway for just 20 years! And it should be said that Russian artists and media theoreticians
have also participated in the evolution of new reality — obviously, in collaboration with their western
colleagues, because the technological base in Russia visibly lagged behind. In the summer of 1994,
the ship Stubnitz with a landing party of media artists from Europe and USA came from Germany
to St. Petersburg, and, as early as in 1996, the interdisciplinary center V2 (Lab for Unstable Media)
in Rotterdam held the festival “Next 5 Minutes”, marking the vertiginously changing time. One of the
most important festival initiatives was the platform “V2 East Europe Workshop”, which provided
an opportunity for active cooperation with countries of the former Eastern Bloc. | was fortunate
to participate in this event, and | remember that the general attitude was truly revolutionary. People
with fire in their eyes discussed the “collapse of the border sand” and the possibility of direct, non-
governmental and non-institutional dialog through the media. The term “tactical media” that was
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Bnaaumup CmupHos-Jluno (Poccus)
37

UHMepakmugHas UHCMannsyus
Kubeppecm-2, «[ps3Has eanepes»,
Carvkm-llemep6ype, Poccus, 2008

Vladimir Lilo-Smirnov (Russia)
37

interactive installation

Cyfest 2, Gryaznaya Gallery,

St. Petersburg, Russia, 2008
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coined at the same time denoted a form of media activism that suggested swift interventions in the
media field in order to create alternative media. The media theorist Geert Lovink talked from the
conference podium about tactical media as interventional practices that, by their nature, were
supposed to affect the critical analysis of the dominating order, and the wonderful art group Critical
Art Ensemble strengthened those assertions by their performance. Far from every romantic wish
of the media pioneers came true, but the targeted acceleration made it possible to destroy all the
information barriers. And there is one other important result: at that point a lot depended on personal
input and personal activity. That is to say, “great” media art grew out of the sum of private initiatives,
and it was by them that it was supported.

Needless to say, the initiatives of the media-art pioneers didn’t affect the conservative art space
of Russia right away. This huge cumbersome behemoth was coping with innovations with difficulties,
and having trouble digesting new material. It took another ten years to launch the process, but, even
after that time period, the emergence of Russian media artists — such as Dmitry Kawarga, Dmitry
Morozov, aka :vtol::, duo Electroboutique, the groups “Where Dogs Run” and “Blue Soup” — was
connected to complexly constructed personal strategies and the personal heroic deed of overcoming
the resistance that the environment showed towards them.

Nevertheless, the times were rapidly changing. Electronic gadgets, the Internet and new technologies
were becoming an inalienable part of the modern world, and it was no longer possible to ignore
them. However, everything still depended on personal efforts. In a sense, the life and destiny of Anna
Frants — the artist and founder of the foundation St. Petersburg Arts Project, Cyfest festival and
CYLAND Media Art Lab — is a bright example from the history of that time. Annawas bornin Leningrad
into the family of a screenwriter and dreamed of making animated movies, but she didn’t have much
chance of being admitted to the State Institute of Cinematography because of the infamous “fifth
clause” in the application (the column where one entered one’s ethnicity in the USSR). Furthermore,
her father was targeted in the 1970s by the KGB for “anti-Soviet” activities (this involved his review
of poetry by the disgraced poet Joseph Brodsky in “Avrora” magazine), and he was expelled from the
country. Anna got admitted to the Leningrad Vera Mukhina Higher School of Art and Design, from
which she successfully graduated. In 1989, however, she moved to live with her father in the US,
where she had to start all over again. She got a chance to come back to animation, but, at the Pratt
Institute School of Advanced Studies, it was already taught on a new technological level. In this
manner, Anna made a quick leap from traditional pictorial means to modern technologies and started
working with 3D graphics, animation and programming. These activities, in their turn, couldn’t help
but come into play in her art and so, step by step, she became a media artist. To be sure, the media
component is present in her art in a special capacity; the continuity holds true with the tradition
of modernism. In the works of Anna Frants, one could also feel a certain Dadaistic spirit of the objects
with “their own life” as well as the general mood of Arte Povera with its attention to form, texture
and historical memory. Her personal story of living in “changing times” also defined her vector
of attention: living in two cities (New York and St. Petersburg) and two countries, it is a Russian
artist that Anna Frants has remained, because her gaze is still turned to Russia. One could see this
even in the objects that she chooses for her media installations: they always refer to childhood
and youth, the “cosmic” 1960s, cinema of the thaw, the era of great conquests of the North Pole.
Therefore, it is no surprise that one of the first initiatives of Anna Frants was the founding in 1999
of the nonprofit foundation St. Petersburg Arts Project, whose work would be impossible without the
constant support of her husband Leonid Frants. The foundation’s mission was to represent Russian
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artists in the USA, for which purpose the gallery Frants Gallery Space came into being in the New
York SoHo. This was also the time when the couple started forming their own collection of art whose
core is made of rare works of the artists of the Leningrad underground of the 1950-1970s (this
collection would subsequently allow us to observe the continuity of traditions in St. Petersburg art
at the exhibitions organized by Anna in 2010s).

The very first festival Cyfest that was held in St. Petersburg in 2007 was, in effect, an accumulative
exhibition of friends — both Russian and American. One of the most important events was the arrival
of Julie Martin, widow of Billy KLliver, the ingenious engineer who worked on technologically complex
objects with several generations of famous artists from Jasper Johns and Andy Warhol to Jean
Tinguely. The lab Experiments in Art and Technology, founded by Kliver and his confederates in fact
became a prototype of CYLAND Media Art Lab because the curators encountered the same problems:
Russian artists had ideas in spades, but traditional art education separated art and scientific and
technological skills in different directions. The CYLAND lab was created in collaboration with the
St. Petersburg branch of National Center for Contemporary Art (NCCA) headed at the time by Marina
Koldobskaya. CYLAND still remains anchored on the premises of a wooden house in Kronstadt, the
location of an art residence for Russian and foreign artists. The lab’s mission became the development
of a dialog between artists, engineers and computer programmers as well as the promotion of new
media in the St. Petersburg art community.

In 2008, one of the principal venues of Cyfest became the Youth Educational Center at the State
Hermitage, and by that time the project already had Aleksey Grachev and Sergey Komarov on board,
who proved not just to be talented techs and programmers, but also media and sound artists, which
enriched the festival’s overall picture. With the engagement of new people, the festival acquires
new themes and offshoots. The pioneer of Russian art Sergey Teterin uses his experience for the
creation of an information media archive. Grachev and Komarov instill interest in sound art, and here
they are joined by Dmitry Shubin with his sound installations. Over time, the program of video art
has been turning into a separate archive managed by Victoria Ilyushkina. There is a special thread
of the Theremin that is actively (and unconventionally) used in CYLAND projects. In parallel, there
is an experience of current media trend: cyber helmets, Second Life, low tech. Up until 2012, Cyfest
was only held in St. Petersburg, but it swiftly became filled with connections and parallel projects,
and finally it broke away from its ties to the location and became a “floating” platform that appears
in different parts of the world. From that moment on, CYLAND began going to all the festivals
as a whole working crew with techs, artists and a cook. At this point, one should probably recall
the message of media pioneers: “great” media art grows out of the sum of private initiatives, and
it is by them that it is supported. This is why the floating island CYLAND, launched ten years ago,
is assuredly moving along its chosen route.
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UOTU BMECTE:
CSAR U CYLAND

CunbBusa bypunu (Beneuus, Vitanug)
uckyccmeoged, npogeccop YHusepcumema Ka-®ockapu,
oupekmop LleHmpa usyqeHus kynsmypsi Poccuu (CSAR)

«COBPEMEHHOCTb A/1s1 MEHSI 03HA4YaeT He paboTaTb BMECTE, @ «MATU BMECTex»!, — nucan OauH U3 ca-
MbIX BblAalOWMXCA KYpaTOpOB Hawero BpeMeHn Xapanb 3eeMaH. DTUMKU CNOBaMU BLOXHOBASETCS
LleHTp n3yueHus kynbtypbl Poccun (CSAR) BeHeumaHckoro YHusepcuteta Ka-Mockapu, Ha npoTs-
YXEHUU HECKONIbKUX NneT npuHumatowwmii yyactme B npoekte CYLAND. JlabopaTtopusa Meamanckyccrea
CYLAND 06beanHaeT KypaTopoB 1 COBPEMEHHbIX XYA0XHUKOB, NpeMMyLLecTBEHHO 13 Poccuun. A Begb
NOHATUE KCOBPEMEHHOE PYCCKOe UCKYCCTBO®» NOBYXAaeT K 06CYXAEHUI0 pAAA BaXKHbIX BONPOCOB —
KaK MMHUMYM nocnenHue net cto. [penoctasmM ewle pas cnoBo 3eeMaHy. Paccyxpaas o pesonoumm
B 06/1aCTU BbIpa3uTeNbHbIX CPeACTB, Npou3owealei B Hayane XX Beka, WBENLAPCKUI nccneno-
BaTeNb oTMeyan: «[lepBuUYHble UMMYNbCbl HAlIero CTONETUS — Kak S UX Ha3blBak, — 3TO MOJIOTHA
ManeBuua, «xaoc» KaHamMHckoro, MoHapuaH 1 yemogaHumk [diowaHa»?. M xoTa B CNUCKE M3 YeTbipex
XYLOXHWUKOB CPa3y [iBa PYCCKUX UMEHM, OUYEHb YACTO, KAK MHE KAXXeTCs, 3HAYEeHMEe 3TUX KUMMYbCOB»
6bI10, N0 MeHbLUEN Mepe, NJIOXO NOHATO.

B Hauane kKaXAoro Kypca nekuuit N0 pycCKOMY UCKYCCTBY B BeHeunn MHe NpuxoauTCs 06BACHSATD
CTyaeHTaM, 4to KaHAMHCKUIA He HEMeLKWUI XYLOXHUK M YTO, HAaNpOTUB, UMEHHO PYCCKOCTb MHOroe
06bsCHSET B €ro TBOPYECTBE M HAYUHbIX M3bICKaHUAX. TO e camoe f roBopt U Npo «dpaHLy3a»
Warana: ecnu 6bl OH He poauAcsa TaM, rae poauncs, To ecTb B Butebcke, ecnm 6bl He UMen cTonb
CIOXHbIX U MPOTUBOPEYUBLIX OTHOLIEHWI CO CBOEW poAMHON, Poccueit, — ocTancs 6bl cOBEpLIEHHO
Heo6bACHUMbIM HEHOMEHOM. 3TO OTHOCUTCS U KO MHOTUM LPYIUM XYA0XKHUKAM C PYCCKUMU KOPHSIMMU,
KOTOpble TakK UK MHAYe BOCMPUHANU 0COBEHHOCTM HALMOHaNbHOM KynbTypbl: 0T CoHu Tepk-[enoHe
no Hukonsa pe Crans, oT poauswerocs B JlatBumu Mapka PoTko Ao Tex, KTo Bpoae 6bl «BHE nojospe-
HUit» — Kak, HanpuMmep, Con JIeBUTT, CbiH EBPEMCKMX IMUTPAHTOB U3 Poccuu.

C 04HOI CTOPOHbI, 3TO, KOHEYHO, HE 03HAYaeT, YTO Mbl JOMIXKHbI MaHMaKaNbHO BbIMCKUBATL PYCCKUE
KOPHM Y KaXXA0ro COBPEMEHHOIO XYLOXHWKA, NOLOO6HO NPOBUHLMANBHOMY Typoducy, NpociaBnsio-
LWEeMY 3HAMEHUTOCTEN — HACTOSLMX UAN MHUMBIX — U3 YUCIa MECTHbIX ypoxeHues. C Apyroi cTo-
POHbI, ele HernpasuibHee 6bl10 Bbl paccMaTpPMBaTb PYCCKUX XYAOXHWKOB NOJ NiyNoi 3HTOMonora
KaK HeYTO 3K30TUYeCKoe, Aanekoe OT HAaC BO BPEMEHU U MpocTpaHcTBe. K coxaneHuto, NpuxoamnTcs
KOHCTATMPOBATb, YTO BOCNPUATHE M OCMbIC/IEHME PYCCKOrO MCKYCCTBA (MO KparHew Mepe, Ha 3anajae)
onpenensTCs NPUYYAIUBLIMU U HETOUHBIMU NPELCTABAEHUAMU UMK, B NIYYLLEM ClyYae, HebpexxHoM
M pacnnbiB4aTon GOPMOWM «arHOCTMLM3Max». 5 e, HAaNPOTMUB, CYMTAD HEOBXOAUMBIM M3y4aTb M OLe-
HWBaTb COBPEMEHHOE PYCCKOe UCKYCCTBO B MUPOBOM KOHTeKcTe. [pu 3TOM He MeHee BaXKHO, Ha MOV
B3rNS4, YYUTbIBATb €r0 HaLlMOHasbHble 0COOEHHOCTU U OCMbIC/IAThL TE €r0 XapaKTePUCTUKU, KOTOpble
ABNATCA 06LWMMM AN BCEM PYCCKOM KYNbTYpbl.

1 Bertola Ch. Curare l'arte. Milano: Electa, 2008. P. 249.
2 |bid. P. 253.
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project “We Are Here” Silvia Burini

and Elena Gubanova
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3anap Kak NoTpe6bHOCTb B «4UYXXOM»

Crout pobaBuTb K BbllWlECKAa3aHHOMY, YTO O4HNM M3 KNOYEBbIX BONPOCOB pyCCKOVI KynbTYypbl BO BCE Bpe-
MeHa OblIM ee OTHOLWEHMS C 3anagoM. HecnyqaﬁHo B TEOpUAX COBETCKUX CEMMONOIOB 3HAYUTE/IbHOE
MeCTO 3aHMMAKT MMEHHO T€ MEeTOAbl, KOTOPpbIE obuwectso MCNonb3yeT ANna OTIMYEHNA CBOUX OT KUYXKUX».

Kak Mbl 3HaeM 13 pabot HOpus JloTMaHa, Kaxaas KynbTypa BbICTpauBaeT CBOK 0COBOYI0 KYNbTYPHYHO
Mozenb. M3 3Toro crnepyert, 4To KynbTypa HWUKOTLA HE SBASETCS YHWBEPCANIbHOW, OHA MpencTaBs-
eT cob0l NULWb COBOKYMHOCTb 3/IEMEHTOB C OMNpeLeNeHHONW BHYTPEHHEW opraHu3auunein. Kynbtypa,
TakMM 06pa3oM, LOMKHA BOCMPUHMMATBLCS KaK 4YacTb, KaK 3aKpbITOE MPOCTPAHCTBO, OKPYXEHHOE
He-kynbTypoi. KynbTypa Bceraa HyxxaeTcs B No406HOM NpOTUBONOCTABNEHUN: HA HOHE He-KYNbTY-
pbl OHa BbICTYNaeT KaK 3HakoBas cucTeMa’®. PaccMaTpuBas KynbTypy B TOTMAaHOBCKOM MOHUMAHUK Kak
HeHacsieLyeMyio NaMsTb 06LECTBA, BbIPAXEHHYIO B ONPeaeNeHHoN CMCTeMe 3anpeToB M nNpeanuca-
HWIA, Mbl MOXEM YTBEPXATb, YTO U AHTUKYbTYPa CTPOUTCS U3OMOPGHbLIM MO OTHOLIEHUIO K KYNbType
cnoco60oM. MOXHO CKazaTb, YTO 3TO KyJbTypa CO 3HAKOM MMHYC, NMOYTU 3epKaibHOE OTPAXKEHUE, B KO-
TOPOM CBSI3W HE HapyLaTcs, a BUAOM3MEHaTCS. Ha onpefeneHHOM 3Tane MCTOPUYECKOTO M COLM-
aNbHOro pa3BMTUS B KAXKAOM KyNbType HAaCTynaeT MOMEHT CaMOMO3HAHUA U caMoonucaHus. B cnyyae
C PYCCKOM KyNnbTYpOW MOAENbI0 COOTHECEHUS M CTONIKHOBEHUS Bcerpa 6biia 3anafgHas KynbTypa.

YTto6bl He 06palLaTbCs B 0YepeaHOi pas K NeTPOBCKUM pedopMaM, ANS MOHUMAHUS HEKOTOPbIX CBS-
3eil He06X0AMMO BCMOMHUTb O TAKOW BaXHOM GuUrype B UCTOPUU pasBUTUS M306pa3nTENbHOIO UC-
KyccTBa, kak Ceprei [arunes, co3patenb COBPEMEHHOrO TaHLA B CErOAHSAWHEM cMbicne. Jgrunes
BOBCE He [lyMa, YTO CMaceHue pyCCKOM KynbTypbl U MCKYCCTBA KPOETCSH B HAPOYMTOM BEPHOCTMU Ha-
LMOHANbHbIM TPaAMLMSAM; HA060pOT, 0TBEpras NoA06HbIN U30NALMOHU3M, OH MONaras, YTo pycckas
Aylwa HY>XAaeTcs BO B3aUMOLEMCTBUM C Pa3NIMUHbIMU KYyNbTypaMu M cnocobHa k HeMmy. Kak n3BecT-
HO, B Hayane XX Beka B 06/1aCTM MCKYCCTBA aKLEHT CMELLAeTCs C 3TUKM Ha 3CcTeTuky. HacTtoawmi
HauMOHaNM3M, Kak CuMTan opraHusaTop «PyccKux ce30HOB», CKOpee MOoACO3HATEeNbHbIN, BPOXAEH-
HbIM; HALMOHANbHBIM AYX HE BbICTAaBNSETCS HAaNoKas, Kak Macka, 3TO HEYTO OpraHWYHoe, YCBOEHHOE
C MONIOKOM MaTepu. HacTosiwue pycckue He Te, KOTOPble BbINSYMBAKOT CBOK MOKA3HYI PYCCKOCTb:
«Bbl noiiMeTe, KTO Bbl €CTb HA CaMOM Aene, — yTBepxaaeT [1arunes, — TONIbKO KOFA4a y3HaeTe Apyrux.
Pycckag HaTypa cnuiukom rubkas, 4tTobbl C1I0MaThbCa NOA BAUSIHMEM 3anafay.

Ewe pa3 nepedpasmpys HOpus JloTMaHa, paccMOTpUMM OCHOBOMoNaralowmuin ans noboi cemmoTnye-
CKOM CUCTEMbI MOMEHT: OTHOLIEHUS MEXAY CUCTEMOIA (B HaLLEM Clyyae pyCcCKOM KyNbTYpOW) U TeM, 4To
SBNSIETCA BHECUCTEMHbBIM U BbIXOAMT 3@ €e paMKu, CTaBsAT BONPOC, Kak camMa CMCTEMA MOXeT pa3Bu-
BaTbCs*. Bce TOT ke 0CHOBATENb TAPTYCKOW WKObI® NOAYEPKMUBAET, UTO OTHOLIEHUS C YyHUM (LPYTUM,
NPULLABIM, MHOCTPAHHbIM) MPUBOASAT K CO3[aHMIO CBA3EM NEPBOCTENEHHOr0 3HAYeHUs U NMPOBOLMU-
pYyIOT BCTpeYy, KoTopas HensbexxHo 6yaeT u cTonkHoBeHMeM. byayun 3a npegenaMm Bcex 3HaYEHWUH,
YYXXOM» BTOPraeTcs B «MNPUBbIYHOE» U CTAHOBUTCS OAHWM U3 FNaBHbIX GaKTOpPOB TpaHCchOpMaL UM
CTaTUYECKOMN KYNbTYPHOW MOAenn B AUHaMUuyeckyr. MHbIMM CnoBaMu, UMEHHO 60raTCTBO BHYTPEH-
HWUX KOHPNIMKTOB 06ecrneynBaeT KynbType rmbKoCcTb U JUHAMUYHOCTBE,

3 Lotman J., Uspenskij B. Sul meccanismo semiotico della cultura // Lotman J., Uspenskij B. Tipologia della
cultura. Milano: Bompiani, 1975. P. 39-40.

4 Lotman J. Cercare la strada. Modelli della cultura. Venezia: Marsilio, 1994. P. 9.

5 Lotman J. La semiosfera. Venezia: Marsilio, 1985.

6  Lotman J. Il fenomeno della cultura // Lotman J. Testo e contesto. Semiotica dell’arte e della cultura, Roma,
Bari: Laterza, 1980. P. 45-60.
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JTO NPOMCXOAMT NOTOMY, YTO AMHAMUYHOCTb KYNbTypbl SBNSIETCS Pe3ynbTaTOM COCYLLEeCTBOBAaHMA
B paMKax OAHOrO KyJAbTYpHOro MpOCTPAHCTBA Pa3fIMUHbIX A3bIKOB C Pa3/IMYHbIMM YPOBHAMM ne-
pEBOAMMOCTU M HEMEPEeBOAMMOCTH, KCBOEIO» M «4yKoro». M AeincTBUTENbHO, BaXXHOCTb AManora
C «4YXXMMU» B NpoLiecce NpoMU3BOACTBA CMbIC/IOB NPOSBASETCS NpeXAe BCero B nepeBofe «KTeKCTOB»
M3 OLHOM CUCTeMbl B APYryto. YeM HacbileHHee u TeCHee KyAbTYpHOe MpPOCTPaHCTBO, TEM C/IOXKHEe,
a MoxerT, u 3bdekTuBHee byaeT dopMupyOLWancs B HeM cucTeMa’. JInb BO3MOXHOCTbIO AManora
MeXay pa3fIMuyHbIMU CEMUOTUYECKMMU CMCTEMAMM 0bycnaBnMBaeTCs AMHAMUYHOCTb CaMUX CEMMUO-
TMYECKMUX MeXaHU3MOB. BTopxeHue B chepy «uyxoro» Bcerna noHMMaeTcs Kak 06HOBNEHME U Heus-
MEeHHO UrpaeT BaXKHeKLWYyo ponb B TpaHchopMaummn cucteM. [oaToMy HenpekpallatoLwasncs B3aMMHas
nepecTaHOBKA «CBOETrO» U «YYXKOro» — OAMH U3 OCHOBHbIX MEXaHU3MOB KYNbTYPHOW AUHAMUKME,

SBONIOLMSA U B3pbIB

bopuc YcneHckuit nucan®, 4to He cnenyeT «paccMaTpuBaTb MCTOPMIO PYCCKOW KYNbTypbl KaK ecTe-
CTBEHHbI/ M OPraHMYHbIM NPOLLEeCC 3BONOLUU». M eiCTBUTENbHO, OHA «OTMEYEeHa NOCTOSHHbIMK pe-
BOJIOLMOHHBIMU NOTPACEHUAMUY» UK XKe — 06paTUMCS CHOBA K JIOTMaHy M OAHOM U3 LEeHTPaNbHbIX
TEM ero pacCyXaeHuit — «B3pbiBaMu»®, Bce 370 B OCHOBHOM CBfI3aHO C TeM ¢akToM, yto Poccus
yacTo (Mnu Bcerpa) cooTHocuna cebs ¢ MHOCTPAHHBIMKU MOAENSIMU, NEPUOLMYECKM 3aMyCcKas pPeBu-
3MOHUCTCKME MPOLLECChl, BblpaXaBlwMecs B PagvKanbHOM OTTOPXEHUM COBCTBEHHOro NPOLLIOro
U NPUHATUM HOBBIX KYNbTYPHbIX LeHHoCTel. O6palleHune K BHELWHUM MOLENSM, TEM HE MeHee, BOBCE
He JIMILAET PYCCKYI0 KyNbTypy CaMOBbLITHOCTHU: «4yXune» dhopMbl, MEePEHECEHHbIE HAa PYCCKYIO MOYBY,
HaZensTCs HOBbIMU 3HAYEHUAMMU.

Pycckas kynbTypa BO MHOMMX CBOMX acnekTax SIBASeTCS pe3ynbTaTOM TBOPYECKOW acCUMUAALMU
NMPUBHECEHHBIX KYNbTYPHbIX MOAENEN, KOTOPbIE, KaK HU CTPAHHO, 0Ka3anucb CNocobHbI K TpaHcdop-
MauuKu B KOPUTMHANbHbIE® BHYTPU KYNbTYypbl-peuunueHTa. Ewe pa3 noayepkHeEM, 4To UCTOpUs pyc-
CKOW KYNbTYpbl MOJIHA «B3PbIBOBY, /151 HEE XapaKTEPHbl M3HAYaIbHO HEMPOrHO3UPYeMble CUTYaLUK,
NopoXAaKLMe HOBble ABAeHUS. [0 3TOW NpUYMHE UCTOpUYECKas Nepuoan3aumns U KynbTypHble sp-
NbIKK, UCTIONb3YyeMble Ha 3anaje, NA0X0 NPUMEHUMbI K PYCCKOM Ky/bType.

BnusiHue pycckoi KynbTypbl Ha 3anag,

MHor1e M3yvaioT, B TOM YUC/Ie HayYHbIMM METOLAMM, BAUSIHUE 3aNafHOM KYNbTypbl Ha PYCCKYH.
A ecnv nonpo6oBath caenaTb HA060POT, pacCMOTPETL BOMPOC MO, APYrMM yrnoM? [locTaTouHO NoYu-
TaTb NOOYI0 UTANbAHCKYIO raseTy, 4To6bl y6eanThCs, YTO eXeaHEBHO BbIXOAAT CTaTbM, TaK MU MHAYE
KacaloLlmecs pyccKoi KynbTypbl: POccusi ymoMMUHAETCs MOCTOSIHHO.

3T0 AO/MKHO 3aCTaBMTb HAaC 3a4yMaTthCs O TOM, YTO, BMOJHE BEPOATHO, PyccKash KynbTypa Ans 3a-
NafHOM CNYXWT BaKHENLLMM «UyXMM». 3anagdy Befib TOXE HE0BX0AUM «UYXKOM» AN CAMOCO3HAHUS
u camoonucaHus. MNpuwno BpeMsa pacCMOTPETb OTHOLIEHUS MEXAY ABYMS MMPAMU HE TOIbKO C TOYKM
3peHus BAUSHUA 3anaja Ha «BapBapCKyo» PyCCKYH KYAbTYPY, HO U C NO3WULMIA B3AUMHOCTU U CUMMe-
Tpuu. Pa3BunBasg 3Ty MbIC/b, Mbl JOJIKHbI MPU3HATb, YTO PYCCKME XYAOXKHMKM Havyana XX Beka CcTanu

7 Lotman J. Cercare la strada. Modelli della cultura. Venezia: Marsilio, 1994. P. 31.

8 Ibid., p. 33.

9 Uspenskij B. La pittura nella storia della cultura russa // Volti dell'Impero Russo. Da lvan il Terribile
a Nicola I. Milano: Electa, 1991. P. 41.

10 Lotman J. Cercare la strada. Modelli della cultura. Venezia: Marsilio, 1994. P. 33; Lotman J. La cultura
e l'esplosione. Prevedibilita e imprevedibilita, Milano: Feltrinelli, 1993.

KUWBEP®ECT-10

Anekcanapa JleMeHTbeBa
(benbrus)

MONE KOHTAKTA
MeduauHcmannayus

Beicmaska nabopamopuu
meduauckyccmea CYLAND

«We Are Here», YHusepcumem
Ka-®ockapu, napannensHo

¢ 54-(i BeneyuaHckoli 6ueHHane,
Bereyus, Mmanus 2011

Alexandra Dementieva (Belgium)
CONTACT FIELD

media installation

CYLAND Media Art Lab

exhibition project “We Are Here”,
Ca’ Foscari University, parallel to
the 54 Venice Biennale,

Venice, Italy, 2011

17



BbicTaBka

«Capital of Nowhere»
YHugepcumem Ka-®ockapu,
Bereyus, Umanus, 2013

“Capital of Nowhere”
exhibition project
Ca’ Foscari University,
Venice, Italy, 2013

18

ANS 3anafiHOro MCKYCCTBa CBOEOOPA3HbIM KYNbTYPHbIM AeToHaTopoM. OHW npou3Benu B3pbiB, Npo-
NOXMBLUMIA HOBYIO A0POry BCEMY MCKYCCTBY, Ha YTO 3anaj, 04eBUAHO, He Bbll CNOCO6EH B OAMHOUKY.
M peyb He 06 yaayHbIX HaX04KaX ABYX-TPEX TaNaHTAUBbLIX XYA0XKHMKOB, 3 O LLesIoi UCTOPUM MOCLINOB
W BAUSHUIA, KOTOPas A0 CUX NOP eLle He A0 KOHLA HanucaHa.

370T 60raThblit KyNbTYpPHbIN NaHAWAdT B TO Xe BPEMS CTAaBUT OCTPEMLWY0 npobiemy, KOTOpyt MCTO-
PUKM UCKYCCTBA (L@ M MPOCTO KypaTopbl) A0KHbI NOCTOSHHO AepXaTb B yMe, — NpobieMy 060CHO-
BaHHOM NepuoaM3aLLUM PYCCKOTO UCKYCCTBA B KOHTEKCTE 3anafHOro: fOCTaTOYHO BCMOMHUTL TOTa-
NWUTapHbIN peanusM, KOTOPbIA OTHOCUTENBHO MOLEPHUCTCKOM NapaaurMbl He Bbil HU MaprHanbHbIM,
HU AaxKe NpOTUBOMOCTABNEHHbIM. [po6aemMa BO3HMKAET No TOM NpUuMHeE, YTo Poccus B cBOEM pasBu-
TWM HUKOTLA B MONHOM Mepe He coBnagana ¢ 3anafoM. Poccust — 3To Takxke BocTok, 3To HEYTO Bpo-
[ie «MoayToparnasoro cTpenbLa» (kak nucan JIueluml), cnoco6HOro 0HOBPEMEHHO CMOTpPETb B [iBE
cTopoHbl. OTHOWeHUS Poccumn M 3anafga — K/KYEBOM 3Tan B UCTOPUM KynbTypbl Kak EBponbl, Tak
M BCEro pycckoro Mupa. PaccMaTpuBath 3TOT 3Tan ciefyeT B KOHTEKCTe 06Leil KyNbTYPHOM UCTOPUM,
0TBPOCHB NOAUTUYECKME NPEeLPACCYLKM.

AHTaroHusM u HepaspbiBHble cBA3U: MeTepbypr u Mockea

3KcnepT Mo pycCKOMY UCKYCCTBY CTaNKUBAETCA C eLie OAHOW HEManoBaxHoM npobieMoil. 3To aHTa-
roHu3M Mexnay MockBoii 1 MNeTepbyprom, CyLLECTBYOWMIA C MOMEHTA OCHOBAHWS NETPOBCKOM CTONM-
Lbl. BO3MOXHO, HM B 04 HOM APYroW cTpaHe MUPa NPUHAAIEXHOCTb K TOMY UAW MHOMY FOpOAY He UMe-
€T TaKoro 3HauyeHus. Pasymeetcs, 3Ta 60pbba 32 NEPBEHCTBO HE MOTa HE 3aTPOHYTb — M A0 CUX MOp
3aTparuMBaeT — MCKYCCTBO, IUTEPATYpy M KynbTypy B LenoM. OgHaKo xe cneayet cpasy obasBuThb, 4TO
nctopuu MeTtepbypra 1 MockBbl HEPA3PbIBHO CBA3aHbI, OAHA OTCbINAET K ApYroit. MpuBeneM nuwwb napy
NpUMepoB: HEBO3MOXHO FOBOPUTb O MOCKOBCKOM CMMBOJ/IM3ME, He 06paLLasch K TBOpUECTBY ANeKcaH-
Apa bnoka u netepbyprckoMy CMMBONU3MY, @ MaHUbECTbl PYTYPUCTOB HE NOHATb He3 akMensMma, ABu-
XXEHWS MOYTM MONHOCTbIO NeTepbyprckoro. B onpefeneHHOM CMbiCe MOCKOBCKash crelnduka 3akit-
4aeTCs B Upe3MepHOCTH, YTO elle O4YeBUAHEE B CpaBHEHMM ¢ [eTepbyprom. Koraa oauH ropoa aocTuran
BbICLUE TOYKM CBOErO pacLBeTa, pyroi 0CTaBancs B TEHU — HensBexHoe CNeAcTBUE CTONKHOBEHMS
MCTOPUYECKM Pa3HbIX TpaauLmii u 06pasoB xusHu. Ecnum MeTepbypr — 310 okHo B EBpony, To Mockea —
cepaue Poccuu, LEHTP ee BaXKHEMLLMX TOPrOBbIX NyTei, MecTo NpebbiBaHUs NaTpuapxa NpaBoCaaBHOM
LLePKBU, HACTOSILLMI PYCCKUIt FOPOA, U3APEB/E HENPOHULLAEMbIN AN MUHOCTPAHHbIX BAMUSHUA.

ApTyp Jlypbe nogyepkusan, 4To XnebHmMKoB 6bin aHTUNOAOM MaHaenbwTaMa. MNetepbyprckuit arody-
TYPU3M KaXeTCs MaHepHbIM Ha GOHe BapBapCKOM M MHOTOJIMKOM YPe3MEPHOCTM MOCKOBCKOIO yTy-
pu3ma. ToT e uccnenoBatenb 0TMEYaeT:

«[MogedeHue XnebHukoga 6bl10 MAJI0 NOHAMHO 8 apmucmuyeckom kpyay [lemepbypaa, u MHO2UE 3/1UUCS,
cyumanu, Ymo oHo — Oypadecmao, Yenyxa. [lpecmuxc 3cmemuku ymoH4YeHH020 Macmepcmead, NOHUMaeMo-
20 8 e8poNnelickoM cMbic/ie, Bblsl ewe CIUWKOM 8e/lUK 8 Mo 8pemMs, Ymobbl MOXHO 6bl10 OUeHUMb NOOJIUH-
Hyto cyuHocmes XnebHukosa. <...> Tenepb MHe dymaemcs, Ymo 8 mo 8pems Xae6HUK08 Obll MeM WUMOM,
KOmopbIM beuieHble MaabyuUKU 0m UcKyccmsa omaopaxuganuce om 3anada, om 3anadHoll MexaHu4Hocmu
U 380/104UOHU3MAN*?,

<<OTFOpO,E|.VITbCﬂ 0T 3anafa» — HeM3MeHHas npo6neMa PYCCKUX XYO0XXHUKOB U nucatenen, B ocobeH-
HOCTM MOCKOBCKMX. ECTb 4TO-TO Hapo4yuTO HE3anagHoOe B HEONPUMUTUBU3ME ﬂaplAOHOBa n dunoHo-

11 Jlypse A. Oetckuii pait // BocnomuHaHus o CepebpsiHoM Beke. M. : Pecny6auka, 1993. C. 273-278.
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Ba, B Yapylowei 3aymMu XnebHmkosa u KpyyeHbix. fonoc rnyouHHol Poccumn u ee ganbHUX OKpauH
OAMHAKOBO SICHO 3BYYMT KaK B arpecCMBHO HOBATOPCKMX npoussedeHnsax KpydeHbix n Po3aHOBOWA,
TaK U B HEKOTOPOM MUCTULM3ME LlyXOBHOI0 Havyana B uckyccree KaHAMHCKOrO UK e B CynpeMaTus-
mMe Manesuya. C 3neraHTHOW AEKOPATUBHOCTbLIO OpUEHTann3Ma «Mupa MCKyccTBa» U AArMNEBCKUX
06aneToB COCEACTBYET ApYroi, 6onee paanKasbHbii OPUEHTANMU3M, MOPAXKAIOLWMIA HE CTO/IbKO B TEO-
pusax lypaxueBa, CKOJIbKO B MAeaxX DM3eHLWTeHa, OTAALWEro AaHb AMTEpPaTYpHbIM U GUNocodCckum
MOJenaM «A0CTONOYTEHHbIX A3bIkOB BoCTOKa®, KOTOopble OblM, Kak yTBEPXAAN CaM pexuccep, ero
nepBbIM NPU3BaHUEM:

«Heo6biyaliHeili 015 HAC X00 MbIWIEHUS], KOMOPLIM 8bICMPAUBAIOMCS 80CMOYHbIE 060POMbI pedu, Nocmpo-
eHUs npednoxeHuli, C1080COYeMAaHUs, CI080HAYEPMAHUSs, <...> NOMo2 MHe 8 0a/bHelilueM pa3obpamscs
8 npupode MOHMaxd. A K020a 3mom «xo0d» 0CO3HAJICS NO3We KAK 3aKOHOMEePHOCMb X00a 8HyMpeHHe20
YyBCMBEHHO20 MbIWIEHUS, OMIUYHO20 OM HAWEe20 06WenpuUHSMOo20 «/102U4ecK020», Mo UMEHHO OH NOMOo2
MHe pa3obpamscs 8 Haubonee COKPOBEHHbIX C/I0SX Memodad UcKyccmaa»*,

Heo6x04MMO OTbICKATb 3T BOCTOUHbIE KOPHW, 4TOObI MOHATH N060Bb K HAPOAHOMY UCKYCCTBY, KOTO-
PY0 BbIKa3bIBaiM KaK XYLOXHWUKK, TAK U pEMECNIEHHWUKM — OT MacTepoB U3 Abpamueso Ao JlapMoHoBa,
KaHauHCKOro u apyrux.

Mepeble nBa fecatuneTus XX Beka B Poccunm — 3noxa BENMKOro MHTENNeKTyanbHOro 6poxeHus
M NMOWCKOB, KOTAA MNOJA COMHEHMEM 0Ka3anacCb BCS NPEXHAS WKaNa LEHHOCTEN, YTO HaLLIO OTpaxe-
HWe B HOBAaTOPCKMX XYL0XECTBEHHbIX M MTEpaTypHbIX Npoun3BeAeHnax. Bcnen 3a 3eeMaHOM MOXHO
BHOBb 06paTUTbCA K CTAapoW, npeanoxeHHol ewe leHpuxom BenbdnanHom, knaccubukaumm: «Ectb
BblCTaBKM ¢ CeBepa 1 BbicTaBKM ¢ FOras'®. [puToM peyb He MAeT 06 UCTOPUK, OCTABLUEHCS B NPOLUIOM:
«pasHuLa» Mexay netepbyprcKMMM M MOCKOBCKMMM XYLOXHWMKAMM 3aMeTHa M ceiyac. Moatomy
CTOMb BaXHO, 4TO B BeHeuun Bo BpeMs BreHHane npoxoasT KONNEKTUBHbIE BbICTAaBKM B paMKax npo-
ekta CYLAND, cobupatowime BMecTe pycckux (B OCHOBHOM U3 lMeTepbypra) M HEPYCCKUX XYLOXKHWUKOB.
Cpeav 3aa4 3TOr0 NPOEKTa — BbIXOA 3@ PaMKM HAaLMOHAbHbIX FPaHuL, KOTOPble MOPOI CTAHOBATCA
HenpeoaoNMMbIM NPENSTCTBUEM.

Kypupys pycckoe nckyccTeo

He Tak nerko naTb KOpPOTKOe onpeneneHne Kypatopy, 3TOM MHOrOrpaHHoW Gurype, OTHOCUMTENbHO
HeaBHO MOSBMBLUEHCS B MUPE UCKYCCTBA. BbICTaBKM, KOTOPbIE OH KYPUPYET», — COCPELOTOUEHUE
TEKCTOB, UAEN U KPUTUKM, HO MHOTAA (MM AaXKe CAULWKOM 4acTo) ero paboTa npeBpaLlaeTcs B pelleHue
OpraHu3aLMOHHbIX NPo6neM, COCTaBNEHWUE CMUCKOB XYL0XHMKOB, ONpeaesieHne Yucna noceTuTenen,
6toaxeTa... KyprpoBaHue BbICTaBOK PYCCKOro UCKYCCTBa B MTanuMu noctaBuno nepep HaMmu BONpoc
0 cMbicne paboTbl KypaTopa CerofHs 1, rMmasHbiM 06pa3oM, 0 xapakTepe 3ToW Npodeccun: NoAUYNHA-
€TCs NN OHa MEeXAYHapOAHbIM CTaHAApTaM — WM BCE 3aBMCUT OT TOTO, B KAKOM KYNbTYPHOI 30He
MWpa NpOUCXOAUT Aeno.

JT1anbl GOpMUPOBAHUS U PA3BUTUSA NPOPECCUMU KypaTopa CBA3aHbl C USMEHEHUSIMU KOHLENLMUU BbIC-
TaBKM, NpoucxoamBwmmMmn ¢ koHua 1960-x no koHeu 1990-x ropos. B 3T0oT nepenomHbIi nepuop

12 Sizerwmetin C. Kak g ctan pexuccepoM // JiseHwmelin C. U36paHHble nponsseaeHns B 6 TT. M. :
MckyccTBo, 1968. T. 1. C. 99.

13 Bertola Ch. Curare larte. Milano : Electa, 2008. P. 250.

14 Bertola Ch. Curare l'arte. Milano : Electa, 2008; Bortolotti M. I critico come curatore. Milano : Silvana
Editoriale, 2003.
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YCTAaHOBUNUCb HOBblE OTHOWEHUA MeXay I'IY6J'II4KOI7I M 3KCNOHAaTaMU, a TakKxe, YTO HeMaNl0BaXHO,
My}'leVIME,EI,VIVIHbIE TEXHONOrMM NoNy4ynnu npuMeHeHne B BbICTABOYHOM AEATENbHOCTY.

Peub nget o BOMpocax, 06Cy)K,EI,38MbIX C yyactnem 60/bLWOro Yncna KPpYnHbIX CNeunanancToB B OXUB-
NEHHbIX OANCKYCCUAX, KOTOPbIe, pa3yMeeTCsa, HEBO3MOXHO MOJIHOCTbIO Nepenatb B 3ToM cTatbe. C oa-
HOM CTOPOHbI, XOTENOCb 6bl ewe pa3 caenatb akKUEHT Ha HEKOTOPbIX c006pa>Kevax, no 6onbwen
4aCTU NOTMAHOBCKMX, KOTOPbIE A4 NMpuBeNa B Ha4yane 3TUX 3aMeTOK. Kak yacto 6biBaeT, 3HaKOMCTBO
C noeamMun BeIMKOro pyCcckoro CEMMOTUKa AAET KJTIKOYMU K MTOHUMAHUIO TEKCTOB U MHCTPYMEHTbI YHUBEP-
CanbHOro NpUMEHEHUA.

C opyrov CTOpOHbI, CTOMT HAaMOMHUTb O HEKOTOPbIX 0COBEHHOCTAX Noaxoaa Hawero LleHTpa nsyuve-
Hua KynbTypbl Poccun (CSAR) k paboTe Haa BbICTaBOYHBIMU MPOEKTaMK, B KOTOPbIX Mbl HEOAHOKPATHO
NPUHWMANK y4yacTue CO AHS OCHOBAHMUSA. 1 U MOM KONJEru, Mbl NMpexae BCEro SBasSemMcs UCTopuKa-
MU UCKYCCTBA, @ 3HAYMT, 3aHMMAEMCS KPUTUKOMN XYLO0XKECTBEHHbIX Npou3BeneHun. [Ing Toro, 4tobbl
MOHATb XYLOXHWKA, TEHAEHLUMIO, XYAOXKECTBEHHOE ABUXEHWE unu a3y pasBUTUR, KPUTUK LOSIKEH
NOMeCTUTb COOTBETCTBYHOLLME BbIpa3UTENbHbIE CPEACTBA B KaK MOXHO 60/1ee TOUHbIA UCTOPUYECKUNA,
naeonornyeckui, GMnocodCckuii u nuTepaTypHbIi (0CO6EHHO B Clyyae C pyCCKOW Tpaauumnen) KOH-
TekcT. [1ng LOCTUXKEHMS 3TOM Lienn Heob6xoanMo rnyboKoe 3HaHUe UCTOPUK; fAaXe CaAMblX FTeHUANbHbIX
MMNPOBM3aLMI ObiBaeT He[OCTAaTOYHO. TakuM 06pa3oM, B Kpyr HaLIMX MHTEpPecoB, MOMMMO COBpe-
MEHHOr0 MCKYCCTBA, BXOAAT NpeablAyLine 3NOXM U KOHTEKCTbl. Henb3s BOCNpMHUMATL KypaTopCTBO
NUWb B €ro TEeCHOW CBS3M C COBPEMEHHOCTbID: OHO NO3BOMSET YCTAHABAMBATb OTHOLIEHUS MeXay
UCTOpUEN M NaMATbIO, XOTS 3a4acTyo KypaTop Aanek oT Takoro ¢eHoMeHa, Kak namaTb. S nonarato,
YTO BbICTABKA He A0/IKHA BbICTPAUBATbL AMANOT TOMIbKO MEXAY XYAOXKHUKOM U KypaTOpOM (M1, BO3MOX-
HO, MOCeTUTENSAMMU), B €€ PaMKaX HYXXHO CO3[1aBaTb PACLUMPEHHbIE CBA3M, HACTONLLME UHTEPTEKCTY-
afibHble B3aMMOLENCTBKS, MO3BONAIOWME YNABIMBATD M NepefaBaTb MHOFOUYMCIIEHHbIE OTKIUKM.

CSAR u CYLAND

TecHoe coTpypaHuuecTBo Mexay LleHTpom usyueHus kynbtypbl Poccun (CSAR) npu BeHeunaHCcKoM
Yuueepcutete Ka-®ockapu n nabopatopueint meamnamckycctea CYLAND wm3 lMNetepbypra ycTaHoBM-
nocb B8 2011 ropy, korga nosiBUACS M caM UeHTp. Ha 54-i BeHeunaHckon BueHHane aBe 3TU UHCTU-
TyuMM OPraHM3oBanu noj MOMM PYKOBOACTBOM BbicTaBKy «We are here» («Mbl 34ecb»), B KOTOPOW
NPUHAAKN yyacTue WwecTb XyaoxHuKoB (J/lloomuna benosa, MBaH loBopkoB, EneHa ly6aHoBa, MapwuHa
Konpobckas, AHHa ®paHy 1 AnekcaHapa JemeHTbeBa). BoicTaBka cocTosna U3 YeTblpex MHCTaNNs-
LMK, ABE U3 KOTOPbIX 3KCNOHUpoBanucb B KonoHHoM 3ane kamnyca CaH-CebacTbsiHO, a ABe Apyrne —
B cafny XVI Beka. BHMMaHuMe y4acTHMKOB 6bIN0 COCPEAOTOYEHO HA CNOXHOM MPOCTPAHCTBEHHOCTU —
aCTPOHOMMYECKOW, YyXXepoaHOM, MHTepakTMBHON. OfHa m3 uHcTannauui, «Red shift» («kKpacHoe
cMeweHney) ybaHoBol 1 ToBopkoBa, no3gHee nonyyunna npemuto Cepres KypexmHa kak «Jlyywee
npou3BeAeHue BU3YyaibHOro UCKYCCTBaAY.

B oHu cnepyoweit buenHane (2013) kypupyemast MHol BMecTe ¢ Matteo beprene akcnosuuus
«Capital of Nowhere» («Kouytowas ctonuua») 6bina npeacTaBieHa B HeJaBHO OTKPbIBLUEMCS BbICTa-
Bo4HOM 3ane Ca’ Foscari Zattere (CFZ, Cultural Flow Zone). B Helt npuHsano yyacTue ewe 6onbluee
YMUCNO XYAO0XKHUKOB, rMaBHbIM 06pa3om u3 MNetepbypra: AHHa ®OpaHu, Enena Nyb6aHosa u MBaH loBop-
koB, MapuHa Konpo6ckas, Butanuit MywHuukuii, Metp benbiid, MeTp LWBewos, AnekcaHap Tepebe-
HuH, Jllopmuna benosa, Anekcangpa [lemeHTbeBa v rpynna Kurvenschreiber. BoicTaBka, BK1tOYaBLUas
13 npousBeneHuit, 6bina NOCBALLEHA XM3HU Ha POHE NMOCTOSIHHO MEHSAIOLWErocs neisaxa MeaunHoM
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UMBUNU3aUNU; TOPOL NOHUMANCA KaK 3KpaH C HENpepbIBHbIM NMOTOKOM M306pa)KeHl/Il‘/lI, roe peknama
CMeLWmnBaeTCcs C NOJIUTUKON, CbaHTaBl/IVI (0] 6y,£|,yu.|,eM —C MCTOpVIeVI, AOKYMEHTbl — C BbIMbIC/IOM, @ UC-
KYCCTBO HECET YTPAYEHHYO MOEHTUYHOCTb MUPaA.

B 2015 ropy cotpyaHuuecteo Mexay CSAR n CYLAND B0306HOBMNOCH: B HOBOM BbICTaBOYHOM MpO-
ekte «On My Way» («May») npuHanu yyactue Jllogmuna benosa, MNetp benwviin, Anekcanapa Jemen-
TbeBa, AHHa u [JaHnun ®@paHu, MBaH loBopkos, EneHa ly6aHoBa, Buktopusa MntowkuHa, MapuHa Kon-
pobckas, Butanuii MywHuukmii, Mapuatepesa Captopu, AnekcaHap LUnwkuH-Xokycan, AnekcaHap
TepebeHuH; kpoMme Toro, bbinn NpeacTaBaeHbl paboTbl XyA0XKHMKOB apedbeBCKOro kpyra (AnekcaHap
Apedbes, PoanoH lyaseHko, BanentuH pomos, Puxapn Bacmu, Wonom Weapu). Crana ovyeBnaHa
NpeemMCcTBEHHOCTb HEKOTOPbIX KYNbTYPHbIX SBIEHUI, XapaKTepHbIX ANg Npefblaylwmnx neT, — cpeau
HWX, HanpuMep, 0co60e BHUMaHWE K NPOCTPAHCTBEHHOCTU MW K aKTyaslbHbIM CLLEHApUAM KOMMYHMU-
Kauuun. OQHaKo Ha 3TOT pa3 OCHOBHOM MAeein 3KCMO3MLMM CTaNo NyTewecTBUe XYLOXKHUKA U LenblixX
NMOKOMIEHUI BO BPEMEHU U B MPOCTPAHCTBE B NMOMCKE HOBbIX CPEACTB BbipaxkeHUs. Peub naet o Teme,
npuobpeTatoLeit 0Cobbli CMbIC/ B C/TyHae C XYLOXHUKAMU, KOTOpble Xuau u pabotanu B COBETCKOM
Coto3e, Belb OHM HE MOIM NepeMelLaTbcs, 0COOEHHO 3a rpaHULLeN, C TOW NIErKOCTbiO, C KAaKoM 3TO
Lenanu ux 3anagHole Konneru. SToMy orpaHuMyeHuio 6bi1a, 0AHAKO, MPOTUBOMNOCTABAEHA Heucyepna-
eMas cnocobHOCTb CO34aBaTb HOBbIE MUPbI, MPOCTPAHCTBA MHAMBUAYANbHOM U KONNEKTUBHOM CBO6O-
Abl. Takum o6pazom, ocoboe 3Ha4YeHMe Ha BbICTaBKe NpuobpeTanu Npou3BeneHUs XYLOXHUKOB ape-
($beBCKOro Kpyra, CyMeBLUMX BOMNOTUTb 3TY BHYTPEHHIOW NOTPpebHOCTL. PAaoM ¢ ux pabotamu, yxe
CTaBWMMM KJTACCUKOM PYCCKOrO MCKYCCTBA BTOPOM MONOBUHbLI XX BeKa, OblIM BbICTaBNEHbI KAPTUHbI
TeX XYAOXHMKOB, KOTOPble MacTePCKM UCMONb3YHT BO3MOXHOCTU COBPEMEHHbIX MYNbTUMELUMHbIX
TEXHO/I0rMI, YeM BCeraa xapakTepusyrTcs npoekTbl nadopatopuun CYLAND.

M 370 ofHa 13 rny6uHHbIX npuunH coTpyaHuyectea CYLAND m CSAR. Haw ueHTp, cocpesoToYeHHbIN
Ha WM3YyYeHUU NyTel pasBUTUS PYCCKOTO UCKYCcTBa XX BEKA M BbIABMIaOWMIA OpUTrMHANbHbBIE ULEN
B 061aCTM NEepUoamn3aLmMm U KOHTEKCTYaNM3aLmK, B TO XKe BPEMS YYTKO CNEAWT 33 HOBEWLUUMMU siBSIe-
HUAMU, yoenss CaMoe MpPUCTabHOe BHUMAHME TEM BO3MOXHOCTSIM, KOTOpble AaT UHPOPMALMOH-
HO-KOMMYHUKALMOHHbIE TexHonoruu: B 3101 chepe YHueepcutet Ka-Mockapu u CSAR B nocnepnHue
rogbl npuobpenm ocobbIi OMbIT.

GOING TOGETHER: CSAR AND CYLAND

Silvia Burini (Venice, Italy)
art historian, professor at Ca’ Foscari University,
director of the Center for the Study of Russian Culture (CSAR)

Harald Szeemann, one of the greatest curators of our time, once wrote: “Modernity for me is no
longer just a collaboration, but a ‘going-together’™*. These are the words that inspire the Center for
the Study of Russian Culture (CSAR) at Ca’ Foscari University in Venice that has participated in the
CYLAND project for several years. The Media Art Lab CYLAND unites curators and contemporary
artists, primarily from Russia. However, the concept of “contemporary Russia art” has prompted

1 Bertola Ch. Curare l'arte. Milan : Electa, 2008, p. 249.
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discussion of a series of important issues — at least for the last hundred years. Let’s give the word
to Szeemann once again. Discussing the revolution in the visual arts that took place in the early
20™ century, the Swiss scholar noted: “The initial impulses of our century — as | call them — are
the canvases of Malevich, the “chaos” of Kandinsky, Mondrian and Duchamp’s small suitcase”. And
even though the list of four artists contains two Russian names, | think that the meaning of those
“impulses” was at the very least misunderstood.

At the beginning of each course of lectures on Russian art in Venice, | have to explain to my
students that Kandinsky is not a German artist and that, quite to the contrary, it is precisely his
Russianness that explains much in his creative work and academic pursuits. | say the same thing
about the “Frenchman” Chagall as well: if he had not been born where he was, in Vitebsk, and if he
had not had such a complex and contradictory relationship with his motherland, Russia, he would
have remained a completely inexplicable phenomenon. This is also true of many other artists with
Russian roots who embraced special aspects of their national culture in one way or another other:
from Sonia Terk-Delaunay to Nicolas de Stael, from Mark Rothko, who was born in Latvia, to those
who seem to be “above suspicion” — such as Sol Levitt, for instance, the son of Jewish immigrants
from Russia.

On the one hand, this certainly does not mean that we need to search maniacally for the Russian
roots of every contemporary artist, like a provincial travel agency that glorifies celebrities — real or
imaginary — from among the natives. On the other hand, it would be even more wrong to examine
Russian artists under the magnifying glass of an entomologist as something exotic, remote from us
in time and space. Unfortunately, it is necessary to acknowledge that comprehension and insight
into Russian art (at any rate, in the West) are determined by whimsical and unfaithful representations
or, at the very best, by a lax and blurred form of “agnosticism”. I, by contrast, believe that it is
necessary to study and evaluate contemporary Russian art in a world context. However, | think it is
of no less importance to factor in its national peculiarities and to make sense of those characteristics
that are common to the whole of Russian culture.

The West’s Need for an “Alien”

It should be added that one of the key issues of Russian culture at all times has been its relationship
with the West. It is no coincidence that a significant place in the theories of Russian semioticians is
held precisely by those methods that society uses for distinguishing one’s own from “aliens”.

As we know from the works of Yuri Lotman, each culture builds its own cultural model. It follows that
culture is never universal; it only constitutes an aggregate of the elements with a certain internal
organization. Thus, culture needs to be perceived as a part, as a closed space surrounded by non-
culture. Culture doesn’t always need this juxtaposition: against the background of non-culture, it
serves as a sign system®. Viewing culture in Lotman’s understanding as society’s non-heritable
memory, expressed in a certain system of dos and don’ts, we can maintain that anti-culture is also
structured by an isomorphic method in relationship to culture. One could say that this is culture with
a minus sign, almost a mirror image, in which connections are not broken, but modified. At a certain
stage of historical and social development, each culture experiences a moment of self-actualization

2 Ibid., p. 253.
3 Lotman J., Uspenskij B. Sul meccanismo semiotico della cultura // Lotman J., Uspenskij B. Tipologia della
cultura. Milan : Bompiani, 1975, pp. 39-40.
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and self-description. In the case of Russian culture, the model of correlation and collision has always
been western culture.

In order to avoid referring yet again to Peter’s reforms and to understand certain connections, we
should recall such an important figure in the history of development of visual arts as Sergei Diaghilev,
who created modern dance in its current meaning. Diaghilev by no means thought that the salvation
of Russian culture and art lay in a deliberate loyalty to national traditions; quite the opposite, by
rejecting this kind of isolationism, he believed that the Russian soul needed interaction with various
cultures, and was capable of this. As we know, in the early 20™ century, the accent in the field
of art shifted from ethics to aesthetics. True nationalism, as the organizer of “Les Saisons Russes”
believed, is, if anything, subconscious and innate; national spirit is not shown off as a mask, it is
something organic, imbibed with mother’s milk. True Russians are not the ones who display their
flashy Russianness: “You will only understand who you really are when you get to know others,”
Diaghilev claims. “The Russian spirit is too flexible to bend under the influence of the West”.

To paraphrase Yuri Lotman once again, let’s review the moment that is fundamental for any semiotic
system:therelationship between the system (in our case,Russian culture) and that which is extrasystemic
and goes outside its frame poses the question of how the system itself could develop*. The very same
founder of the Tartu School® emphasizes that the relationship with an alien (other, outsider, foreign)
brings about connections of prime importance and promotes a meeting that would also inevitably be a
collision. Being beyond all meanings, the “alien” intrudes into the “customary” and becomes one of the
chief factors of the transformation of a static cultural model into a dynamic one. In other words, it is
precisely a wealth of internal conflicts that provides culture with flexibility and dynamics®.

This happens because the dynamics of culture is a result of coexistence within the same cultural
space of various languages with various levels of translatability and untranslatability of “one’s
own” and “alien”. And indeed, the importance of a dialog with “aliens” in the process of producing
meanings manifests itself first and foremost in the transfer of “texts” from one system into another.
The more saturated and narrow the cultural space, the more complex or, perhaps, also more efficient
the system will be that forms inside it’.

The dynamics of semiotic mechanisms proper are premised only on the possibility of a dialog between
various semiotic systems. An intrusion into the realm of “alien” is always understood as a renewal,
and invariably plays a most important part in the transformation of systems. Therefore, the unending
inversion of “one’s own” and “alien” is one of the fundamental mechanisms of cultural dynamics®.

Evolution and Explosion

Boris Uspensky wrote® that one should not “view the history of Russian culture as a natural and
organic process of evolution”. And, indeed, it is “marked by constant revolutionary upheavals” or — to

4 Lotman J. Cercare la strada. Modelli della cultura. Venice : Marsilio, 1994, p. 9.

5 Lotman J. La semiosfera. Venice : Marsilio, 1985.

6  Lotman J. Il fenomeno della cultura // Lotman J. Testo e contesto. Semiotica dell’arte e della cultura, Rome,
Bari : Laterza, 1980, pp. 45-60.

7 Lotman J. Cercare la strada. Modelli della cultura. Venice : Marsilio, 1994, p. 31.

8 Ibid., p. 33.

9 Uspenskij B. La pittura nella storia della cultura russa // Volti dell'Impero Russo. Da Ivan il Terribile

a Nicola I. Milan: Electa, 1991, p. 41.
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turn once more to Lotman and one of the central themes of his arguments — “explosions™®. All this
primarily has to do with the fact that Russia has frequently (or always) compared itself with foreign
models, periodically launching revisionist processes that resulted in a radical rejection of its own
past and an adoption of new cultural values. Resorting to external values, however, by no means
deprives Russian culture of its distinctive character: “alien” forms transplanted in Russian soil are
vested with new meanings.

In many of its aspects, Russian culture is a result of creative assimilation of cultural models that were
introduced into it and which, strange as it may seem, proved to be capable of transformation into
“original” models inside the recipient culture. Once again, we must stress the point that the history
of Russian culture is full of “explosions”, and the initially incalculable situations that engender new
phenomena are illustrative of this. For this reason, the historic periodization and cultural labels used
in the West are poorly applicable to Russian culture.

The Impact of Russian Culture on the West

Many people study — with scientific methods, among other things — the impact of Western culture
on Russian culture. What if we try to do it the other way around and consider this issue from a
different angle? It is enough to read any Italian newspaper to see that every day there are articles
that touch on Russian culture one way or the other: Russia is mentioned all the time.

This should make us think that it is quite possible that Russian culture serves as the most important
“alien” for Western culture. After all, the West also needs an “alien” for self-actualization and self-
description. It is time to consider the relationship between the two worlds not only from the point
of view of the West influencing “barbaric” Russian culture, but also from the positions of reciprocity
and symmetry. Developing this thought, we have to recognize that Russian artists of the early 20"
century became a cultural detonator of sorts for Western art. They made an explosion that blazed
a new trail for all art, which the West apparently was not capable of doing alone. And it is not a
question of lucky finds by two or three talented artists, but of a whole history of messages and
influences that has not yet been written in full.

At the same time, this rich cultural landscape raises a burning issue that art historians (and also
curators) need to keep in mind all the time — the issue of a valid periodization of Russian art in the
context of Western art: it is enough to recall the totalitarian realism that, in regard to the modernist
paradigm, was neither marginal nor even juxtaposed. A problem emerges for the reason that Russia
in its development has never fully coincided with the West. Russia is also the East, like a “one and
a half-eyed archer” (as Lifshits wrote) capable of looking simultaneously in two directions. The
relationship between Russia and the West is a key stage in the history of culture of both Europe and
the entire Russian world. This stage needs to be viewed in the context of common cultural history,
laying aside political bias.

Antagonism and Ties That Bind: St. Petersburg and Moscow

An expert on Russian art also encounters a problem of considerable importance — the antagonism
between Moscow and St. Petersburg that dates back to the founding of Peter’s capital. This great
significance of belonging to this or that city probably does not exist in any other country in the world.

10 Lotman J. Cercare la strada. Modelli della cultura. Venice : Marsilio, 1994, p. 33;
Lotman J. La cultura e l'esplosione. Prevedibilita e imprevedibilita, Milan : Feltrinelli, 1993
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It goes without saying that this fight for superiority could not fail to touch — and still touches — on
art, literature and culture as a whole. However, one should add right away that the histories of
St. Petersburg and Moscow are inextricably entwined, and one refers to the other. To cite just a
couple of examples: it is impossible to talk about Moscow symbolism without mentioning Alexander
Blok and Petersburg symbolism, and one cannot understand the manifestos of the futurists without
acmeism, the movement that belonged almost entirely to St. Petersburg. In a certain sense, the
nature of Moscow lies in excess, which becomes even more evident in comparison with St. Petersburg.
When one city reached its golden age, the other one stayed in the shadows, which was the inevitable
consequence of the clash of historically different traditions and ways of life. If St. Petersburg is the
window on Europe, then Moscow is the heart of Russia, the center of its most important trade routes,
seat of the Most Holy Father, and a truly Russian city that was impenetrable to foreign influences
since the olden days.

Artur Lurye emphasized that Khlebnikov was an antipode of Mandelstam. St. Petersburg’s ego-
futurism appears mannered against the barbaric and multi-faceted excess of Moscow futurism.
The same scholar points out:

“Khlebnikov’s behavior was not really understood in the artistic circles of St. Petersburg, and many were angry,
believing that it was tomfoolery and nonsense. The prestige of aesthetics of exquisite mastership, understood
in the European sense, was still too great at the time for the possibility to appreciate the true essence of
Khlebnikov. <...> Now [ rather think that, at the time, Khlebnikov was the shield that the mad men from the
art world used to fence themselves off from the West, from western mechanicalness and evolutionism™?*.

“To fence oneself off from the West” is an invariable problem of Russian artists and writers, especially
Muscovites. There is something deliberately non-western in the neo-primitivism of Larionov and
Filonov, in the captivating zaum of Khlebnikov and Kruchenykh. The voice of remote Russia and
its distant borderlands resound with the same clarity both in the aggressively innovative works of
Kruchenykh and Rozanova and in a certain mysticism of spiritual principle in the art of Kandinsky
or the suprematism of Malevich. Alongside the elegant decorativeness of orientalism of the Mir
Iskusstva and Diaghilev’s ballets, there is a different, more radical orientalism that is astounding not
so much in the theories of Gurdjieff as in the ideas of Eisenstein, who pays tribute to literary and
philosophical models of the “most honorable languages of the Orient”, which were, as the director
himself claimed, his first calling:

“The unusual line of thinking for us of forming oriental turns of phrase, composition of sentences, word
combinations, word patterns <...> helped me later to figure out the nature of editing. And when that “line”
was later recognized as a consistent line of internal aesthetic thinking, different from our conventional

“logical one”, this is precisely what helped me to gain insight into the innermost layers of artistic method™?.

It is necessary to seek out those oriental roots in order to understand the love of folk art that was
shown by both artists and by artisans — from the masters from Abramtsevo to Larionov, Kandinsky
and others. The first two decades of the 20t century in Russia were an age of great intellectual
fermentation and searches, when the entire previous scale of values was challenged, which was

11 Lurye, A. Detskiy rai // Vospominaniya o Serebryanom veke [Children’s Paradise //
Memoirs of the Silver Age]. — Moscow : Respublika, 1993. — Pp. 273-278.

12 FEisenstein S. Kak ya stal rezhisserom // Eisenstein S. Collected Works in 6 vols. —
Moscow : Iskusstvo, 1968. — Vol. 1. — P. 99.
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reflected in groundbreaking works of art and literature. Following Szeemann, we could turn again to
the old classification that was proposed by Heinrich Wolfflin: “There are exhibitions from the North
and exhibitions from the South™3. Furthermore, we are not talking about history that remained in
the past: the “difference” between artists from St. Petersburg and Moscow is discernable even today.
This is why it is so important that in Venice, during the Biennale there are group exhibits that are
held as part of the CYLAND project and that gather together Russian (mainly from St. Petersburg)
and non-Russian artists. One of the goals of this project is to go beyond the national borders that at
times become an insurmountable obstacle.

Curating Russian ART

It is not so easy to provide a brief definition of a curator, this multifaceted figure that has relatively
recently emerged in the art world*. The exhibitions that they “curate” are a conflux of texts, ideas
and critiques, but sometimes (or even too often) their work turns into solving organizational
problems, compiling lists of artists, determining the number of visitors, the budget... The curating
of Russian exhibits in Italy raised the question about the meaning of curatorial work today and, first
and foremost, about the nature of this profession: whether it complies with international standards
or whether it all depends on the world’s cultural zone where the event takes place.

The stages or creation and development of the profession of a curator have to do with the changing
exhibition concepts from the late 1960s to the late 1990s. During this watershed period, a new
relationship was established between the public and the exhibited art and additionally, which is of
no small importance, multimedia technologies found their application in exhibition activities.

We are talking about matters that are discussed by many major specialists in lively discussions, and
it is of course impossible to expound them fully in this article. On the one hand, | would like to stress
once again certain considerations, mostly by Lotman, which | cited at the beginning of this article.
As is often the case, a knowledge of the ideas of the great Russian semiotician provides keys to
understanding texts and instruments of universal use.

On the other hand, it is worth recapping certain special aspects of the approach of our Center for
the Study of Russian Culture (CSAR) to working on exhibition projects, which we have participated
in since the center was founded. My colleagues and | are first and foremost art historians, which
means that we are critics of works of art. In order to understand an artist, a tendency, an art
movement or a stage of development, a critic needs to place the pertinent means of expression
into the historical, ideological, philosophical and literary (especially in the case of Russian tradition)
context, that needs to be as exact as possible. In order to achieve this goal, one needs to have a
profound knowledge of history; even the most ingenious improvisations do not suffice. Consequently,
in addition to contemporary art, the range of our interests includes epochs and contexts of the past.
It is impossible to regard curatorship only in its close connection with modernity: it can establish
the relationship between history and memory, even though frequently the curator is far removed
from the phenomenon of memory. | believe that an exhibition should not only establish a dialog
between the artist and the curator (and possibly the visitors); within its framework, one needs to
create expanded connections, and true intertextual interactions that make it possible to detect and
transmit numerous responses.

13 Bertola Ch. Curare l'arte. Milan : Electa, 2008, p. 250.
14 Bertola Ch. Curare larte. Milan : Electa, 2008; Bortolotti M. Il critico come curatore.
Milan : Silvana Editoriale, 2003.
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CSAR and CYLAND

The close collaboration between the Center for the Study of Russian Culture (CSAR) at Ca’ Foscari
University in Venice and the Media Art Lab CYLAND from St. Petersburg was established in
2011 when the center itself was founded. At the 54" Venetian Biennale, these two institutions
organized, under my direction, the exhibition “We Are Here” with the participation of six artists
(Ludmila Belova, Ivan Govorkov, Elena Gubanova, Marina Koldobskaya, Anna Frants and Alexandra
Dementieva). The exhibition consisted of four installations, two of which were showcased at the
Column Hall of San Sebastiano Campus and the two others in the 16™ century garden. The visitors’
attention was focused on complex spatiality — astronomic, extraneous and interactive. One of the
installations, “Red Shift” by Gubanova and Govorkov, later won the Sergey Kuryokhin Prize for the
best work of visual art.

During the next Biennale (2013), the exhibit “Capital of Nowhere”, curated by myself together
with Matteo Bertele, was showcased in the recently opened exhibition hall Ca’ Foscari Zattere
(CFZ, Cultural Flow Zone). Many artists participated in it, who were mainly from St. Petersburg:
Anna Frants, Elena Gubanova and lvan Govorkov, Marina Koldobskaya, Vitaly Pushnitsky, Peter
Belyi, Petr Shvetsov, Alexander Terebenin, Ludmila Belova, Alexandra Dementieva and the group
Kurvenschreiber. The exhibition that included 13 works was dedicated to life against the background
of a constantly changing landscape of media civilization; the city was perceived as a screen with
an incessant flow of images where commercials are mixed with politics, dreams for the future with
history, and documents with invention, while art was a carrier of the world’s lost identity.

In 2015, the collaboration between CSAR and CYLAND was renewed: the new exhibition project “On
My Way” showcased works by Ludmila Belova, Peter Belyi, Alexandra Dementieva, Anna and Daniil
Frants, Ivan Govorkov, Elena Gubanova, Victoria Ilyushkina, Marina Koldobskaya, Vitaly Pushnitsky,
Mariateresa Sartori, Alexander Shishkin-Hokusai and Alexander Terebenin; additionally, there were
works by the artists of the Arefiev Circle (Alexander Arefiev, Rodion Gudzenko, Valentin Gromov,
Rikhard Vasmi, Sholom Shvarz). There was a visible continuity of certain cultural phenomena
characteristic of past years, including, for instance, special attention to spatiality or to the latest
scenarios of communication. However, this time the chief idea of the exhibition was the journey
of an artist and whole generations in time and space in search of new means of expression. We
are talking about the theme that acquires a special meaning in case of the artists who lived and
worked in the Soviet Union — after all, they could not travel, especially abroad, with the ease
of their Western colleagues. This limitation, however, was counterpoised by their inexhaustible
ability to create new worlds and spaces of individual and collective freedom. Consequently, a
special meaning at the exhibition was acquired by the works of artists of the Arefiev Circle who
managed to incarnate this inner need. Next to their paintings, which have already become classics
of Russian art of the second half of the 20*" century, there were works by artists who skillfully use
the possibilities of modern multimedia technologies, which always characterize the projects of the
CYLAND Lab.

And this is one of the fundamental reasons for collaboration between CYLAND and CSAR. Our center,
which is focused on studying the ways of development of Russian art of the 20" century and which
promotes ideas in the field of periodization and contextualization, at the same time closely follows
cutting-edge phenomena, paying close attention to the possibilities that are provided by information
and communication technologies: in this field, Ca’ Foscari University and CSAR have gained particular
experience in recent years.
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«KUBEP®ECT»: HAYAJIO
U NPOAOJIXKEHUE

JNluzaBeTta MatBeeBa (CaHkT-lMeTepbypr, Poccus)
apm-kpumuk, Kypamop, koopduHamop ¢ecmusans «Kubepgpecms

«KunbepdecT», ocHoBaHHbI B 2007 rofly kak exeroaHblit pectusanb 1abopatopum MeamMamckyccTea
CYLAND, n3HauyanbHo npeactaBnsan coboit Hebonbluy nporpammy cobbiTmit B [eTponaBnoBCKOM
KpenocTu. JKcno3unuuio B MIoaHHOBCKOM paBesivHe OTKpbiBana uHctannaumsa Ham Yopxona «Cepe-
6psaHble ob6nakax», npefocTaBieHHas MyseeM xynoxHuka B [utTcbypre (CLUA). Kpome Toro, nepsbiit
«Knbepdect» 3anoMHuncs soictaBkom «Mctopust E.A.T. 1960-2000-e», NOCBALLEHHON aMEPUKAHCKOM
nabopaTopum «IKCNEePUMEHTbI B UCKYCCTBE M TexHonoruu» (Experiments in Art and Technology), koTo-
pas 06beanHANA XYL0XHUKOB, MHXEHEPOB U yueHbIX. Llenbto 3Toi opraHusauum, ctasweli npoobpa-
30M CYLAND, 6b110 pacwmpuTb AOCTYN XYAOXHMKOB K HOBbIM TEXHOMOMMUAM, AaTb UM BO3MOXHOCTb
MCNonb30BaTb AOCTUXEHMUS NpOrpecca B CBOMX paboTax.

JNTabopatopusa meamanckycctea CYLAND 6bina co3paHa € TOM XKe Lenblo COTPYLHUYECTBA MHXKEHe-
pOB M NPOrpaMMUCTOB C COBPEMEHHbIMU XYAOXHUKaMHU, a «Knbepdect» ctan nnatpopmoin, no3so-
NSKoLLei NoKasbiBaTb 3TO HOBOE MCKYCCTBO M pacckasbiBaTh 0 HeM. C TeyeHnem BpeMeHu reorpadus
decTuBans pacwmpsnacb. Ero BbiCTaBKM, KOHLEPTbI, NEKLMM U MacTep-Knaccbl B MOC/NeAHUE FOAbI
npoBoAaTCa He ToNbKo B MNeTepbypre, HO v B apyrux ropoaax mupa: B Jlongoe (Village Underground,
Bear Gallery), Hbto-Mopke (The Made in NY Media Center by IFP), Bepnute (Platoon Kunsthalle, My-
3er KomnbloTepHbix urp, Kinstlerhaus Bethanien, Urban Spree, Kino Babylon, English Theatre Ber-
Llin), BunbHioce, Tokuno (Sky Gallery 2), borote (Centro Internacional de Negocios y Exposiciones de
Bogota).

«Kubepdect» — MexayHaponHbli GecTMBanb, NPUrnallawlLMi MeanMaxynoXkKHUMKOB CO BCEro 3eM-
Horo wapa. Ero yyactHukamum B pasHbie rogbl 6binm: Ken batnep (CLUA), Kapna HHuc (CLUA), SHT
[vkuHcoH (Benukobputanus), ®uaunn Nlamu u Canppux Oiombe (Opanums), Neit e (Kutait), Ceen
Manccox (Hopeerus), Hukona Pait (Benunkobputanus), Xan-Muwens Ponan (GpaHums), Mapuatepe-
3a Captopu (Mtanus), Pink Twins (®uHnaHans) u apyrve. [IoMMMO XYLOXHWUKOB €XEerofHo npuBne-
KalTCa M TEOpeTUKM MeAMAUCKYCCTBA, Takue kak dOn Oown (CLUA), Mon ManoyH (CLUA), Spanam Bep-
rapa (Kanaga-Mekcuka), laH v InneH MNepnaman (CWA), Tapac MawTanup (CLLUA-Poccus), AMutpuii
Bbynatos (Poccus).

He TonbKO XYO0XHWUKKM M TEOPETHKM, HO M KYypaTopbl NPUIIaWaTcsa U3 pasHbix cTpaH. Kypatopamu
Ha «Knbepdecte» nobbiBanu: AHHa @paHu, (Poccua-CLUA), MapuHa Konpobekas (Poccus), Cunbeus
BypuHu (Utanus), Hatanes Kamereukas (Poccus), xxy3senne bapbbepu (Utanus), Hatanus KypuaHo-
Ba (CLLA), ea WryneTparep (CLLUA-TepmaHnus), Enena ly6aHosa (Poccus), Mutep Matuen (CLLUA), Kapna
l3HHMC (CWA), Bnagucnas Jobposonbckuii (Poccus), bowko bowkosuu (CLUA), Kata bouasap (Poc-
cuq), Hatanusa Mpuxopabko (Poccus), Onus fapbysosa (PpaHums) u apyrue.

3a dopmMaT 1 cocTaB yyacTHUKOB «Knbepdecta» oTBeyaeT CoBeT dhecTuBans, B KOTOPbINA B pasHble
rogbl Bxogunun: ®unn Hubnok (CWA), Cunbeua bypunn (Utanus), Hatanusa Kypuyanosa (CLUA), Cblo-
3aH Kau (CLLA), MpuHa Kapacuk (Poccus), lfegummnnac Yp6onac (CLUA), Omutpuint O3epkos (Poccusq),
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TaTbsina bas3nyennu (fepmanmg), Manysna berneTToH (fepmanus), Amutpuin bynatos (Poccus), IpaH-
v Beprapa (KaHana-Mekcuka), AHHa Epmonaesa (Aectpus), Onecsa TypkuHa (Poccus), ®pen Gopect
(dpanums), Oxynu Maptun (CLLUA), les Marnosuy (CLUA).

Bonblwoe BHMMaHWe NpU NNaHUPOBaHWM decTUBanei yaenseTcs o6pasoBaTeNbHON AedTeNbHOCTY.
B nporpamMmy kaxporo «Kubepdecta» BKAOUYAOTCSA NeKLUM, BOPKLIOMbI U MAacTep-KNacchl, YTO Mo-
MOraeT HEMOAroTOBNEHHOM NyBMKe NOHSATH A3bIK MEAUAUCKYCCTBA M NO3BONSET XYAOXKHUKAM obMe-
HUBATbLCS OMbITOM, BEAb MHOTUE U3 HUX MPUE3XKAIOT HE TONbKO NPEACTaBUTb CBOM paboThbl, HO U pac-
CKa3aTb O HOBbIX TEXHOOTUSIX, NOAENUTLCS BO3MOXHOCTSIMU, KOTOPbIMM MEAMAUCKYCCTBO obnasaeTt
CeromHs.

Kaxabii ron y «<Knbepdecta» nossnawtca HoBble napTHepbl u naowanku. C 2008 ropa pectnsans
COTPYAHMYaeT ¢ MONOAEXHbIM LEHTPOM IPMUTaXa, B 3a/1lax KOTOPOro NPOLLIM MHOTME 3aMeTHbIe
MeponpuaTUa — Kak BblCTaBOYHble, Tak M 06pa3oBaTenbHble. Cpean Apyrux napTHepos — Poccuii-
CKMit rOCYAapCTBEHHbIN FyMaHUTapHbIit yHuBepcuTeT (Mocksa), MHcTuTyT MpatT (Hbto-Mopk), LlenTp
usyyeHus kynbtypbl Poccun (CSAR) npu YHusepcuteTe Ka-®Dockapu (BeHeuus), LeHTp COBPEMEHHOTO
uckycctsa The WYE (bepnuh).

C 2008 ropa meananabopatopus CYLAND cobupaet Buaeoapxus, KypaTtopoMm KOTOpPOro cTana
Buktopus MnwowkuHa. Buoeonporpammel «Kubepdecta» coctaBngoTcs u3 paboT, XpaHawmxcs
B 3TOM apxu1Be; KPOMe TOro, eXXerogHo NpOBOAUTCS OTKPbITbIA KOHKYpPC 3asaB0K. «Modus Operandi»,
«lMepeMeHHble naHawadTb», «MyTb HaBepx», «BceneHHas B kapMmaHe», «[naH peicTBus: peak-
uMa» — 3Tu u apyrue suaeonporpammbl «Knbepdecta» 6biim nokasaHbl Ha pecTuBanax B lNetep-
6ypre, Mockse, Helo-Mopke, Can-MNayny, bapcenoHe, Beneuun, Bepnunne, BunbHioce, XenbCUHKM,
borore.

MapannencHo ¢ sugeonporpammammn CYLAND cocTaBnsieT nporpammel cayHg-apTta u ¢ 2012 ropa
3aHUMaeTcs GOpMUPOBAHMEM COOTBETCTBYIOLLEr0 apxXuMBa, KyAa BOLWW KaK MpoOW3BeLEeHUs NUOHe-
pOB 3/IEKTPOHHOM My3blkK Bpoae Jlopu Lnurens, Tak n paboTbl MONoAbIX aBTOPOB. Maes co3paHus
apx1Ba BO3HWK/A elue Bo BpeMs nepBoro «KubepdecTtan, korga Bctan Bonpoc 06 3KCNOHMPOBaHUM
M XpaHEeHMM 3BYKOBOI0 MCKYCCTBA. Pa3Mbiwngs Hag onTMManbHbiM popmatoM, Kypatop Cepreit Ko-
MapoB BMeCTe CO CBOMMM KONIJIEraMu NpULLEN K BbIBOAY, YTO CleAyeT UCMOb30BaTh NAACTUHKM «KaK
norpaHuyHoe cocTosiHue BecTenecHoro 3Byka, NOJyYMBLUEr0 BO3MOXHOCTb QU3MYECKM MaTepuanu-
30BaTbCS B BbICTABOYHOM MPOCTPAHCTBEY.

Mporpamma «Knbepdecta» NOCTOSHHO paclmnpsaeTcs, KoM4ecTBo yvyacTHukos ¢ 2007 roga 3Hauu-
TenbHo yBenuuunocb. KO6uneiiHbii, aecatoit pectuBanb cobepet 6onee 100 XyLOXHUKOB U Teope-
TUKOB MeananckyccTea. Cpean Hux @abpuumo Mneccn (Mtanus), Anekcanapa demenTbeBa (benbrus),
Ko3n Teiic (Benbrus), Yunneam Jleiitam (Bennkobputanus), Jin Jin Ham (KOxHas Kopes), Metp benbiit
(Poccus), OmuTpuin Kaeapra (Poccus), MpuHa Haxosa (Poccus), CbtozaH Kneitn6epr (CLUA), ®unn Hu-
6nok (CLUA), EkaTepuHa Jinbeposckas (KaHaga).

Tema pecatoro «Kubepdecrta» — «Cuctema koopauHat». Kypatopbel AHHa ®paHy u Enena ly6aHo-
Ba NpeasaralT XyA0XKHMKAM UCcienoBaTb GEHOMEH COCYLLECTBOBAHUS U nepeceveHuns 0cobeHHoro
W MPUBLIYHOTO, IMYHOIO M OBLLECTBEHHOIO, POMAHTUYECKOr0 U TPUBMANIBHOTO — BCErO TOr0, YTO Ha-
MOJIHAET XXM3HbIO OKPYXKAKOLLMIA MUP.

MpuHuMN pecTnBang — opraHn3aLms BbICTaBOK, MacTEP-KIACCOB U NEKLMI HA Pa3HbIX NAOWaAKaX —
OyneT coxpaHeH M Npu npoBeaeHun pecatoro «Knbepdectax. B obuneiHblii roa Tpagmumns BoicTpam-
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BaHWUS MEXAYHapOLHOW XYHROXECTBEHHOW CeTU NoNyyuT pa3sutue: decTuBanb BHOBb NPOMAET B He-
CKONMbKMX ropofax rno pasHble CTOPOHbI OKeaHa, a UMeHHo B MNeTepbypre, MockBe (ranepes «[payHa,
XoabiHka»), boroTte (SOFA, Corferias Convention Center), Hbto-Mopke (The Made in NY Media Center
by IFP, MUuctutyT MpatT, The Rubelle and Norman Schafler Gallery) u JlonpoHe (Village Underground,
Bear Gallery).

Lecsatb neT — Ang MexayHapoaHoro ¢ecTtmBans 3To 04HOBPEMEHHO U MHOTO, U Mano. CoBpeMeHHbIe
YyCN0BMSA MHPOPMALMOHHOTO M306MIMaS GOPMUPYIOT UCKYLLEHHOTO NOTPebUTENS U BAMSIOT HA UCKYC-
CTBO, KOTOpO€E HEBO3MOXHO M30/IMPOBATb OT BO34EMCTBUS TEXHONOTMIA M HOBbIX Meauna. XyLOXHUKM
3KCMEPUMEHTUPYIOT C TEXHONOTUSMU, ULLYT HOBbIE MHCTPYMEHTbI, YTOObI HaMbonee NONHO U BHATHO
LoHecTn coobuieHue, naet fo ceoero 3putens. C TeyeHnem BpeMeHM CTAHOBUTCS Bce Honee oue-
BUAHbIM TOT (PaKT, YTO KWOEpPUCKYCCTBO HEOTLENUMO OT UCKYCCTBA TPAAULMOHHOTMO. XYAOXKHUKN CMe-
WNBAKOT XXaHPbl U CTUPAKOT rPaHULbl, AOKa3blBad, YTO TEXHONOIMMU — 3TO NULLb FIO,EI,pyLleIﬁ maTtepuan.
MepamanckyccTBo, 6e3ycnoBHo, TpaHchopmupyeTcs, ceays 3a TEXHONOMMAMU, HO NEPBOCTEMEHHbIM
0CTaeTCs Noc/iaHue, 3a50)KEHHOE B TOM UM MHOM NpOoU3BeAEHUU: «Beab nporpecc oTBevaeT TONbKO
Ha Te BOMpPOCHI, KOTOPble eMy 3afaeT KynbTypa. Ecnu cTapas napagurma gosena Ao COBepLIEHCTBA
MCKYcCTBO 06palleHns ¢ 06bEKTOM, TO NapaAnrMa opraHuyeckas GUKCMpyeT CBOe BHUMAHMWE Ha UC-
KyccTBe cybbekTa — Ha TOM MCKYCCTBE, KOTOpoe ByAeT TBOPUTLCS B HAC, HAMU U U3 Hac»!. Kakue Mbic-
JIM M YYBCTBA B Hac NpobyxAaaT paboTbl MeANaxXyLOXHUKOB, KAKME MPOLECChl OHU UHULMUPYIOT —
BOT €AMHCTBEHHO BaXXHble BONPOChbl. MeanaapT pa3BMBaeTCs Tak Xe BbICTPO, Kak ero MHCTPYMEHTSI,
W pe3ynbTaT 3TOr0 pa3BWUTUS elle MPeAcTOMT OCMbIC/IUTb, HO YXe Ceiyac MOXHO KOHCTaTMpOBaTb
nobeny uaei Hag cpeacTeamu.

CYBERFEST: BEGINNING AND
CONTINUATION

Lizaveta Matveeva (St. Petersburg, Russia)
art critic, curator, coordinator of the festival Cyfest

Cyberfest, founded in 2007 as an annual festival of the CYLAND Media Art Lab, initially amounted to
a small program of events at the Peter and Paul Fortress. The exposition in the loannovsky Ravelin
opened with the installation “Silver Clouds” by Andy Warhol that was presented by the artist’s mu-
seum in Pittsburg (USA). Additionally, the first Cyfest is remembered for the exhibit “Story of E.AT.
1960—-2000s" dedicated to the American lab Experiments in Art and Technology that united artists,
engineers and scientists. The mission of that organization, which became a prototype for CYLAND,
was to expand artists’ access to new technologies and to give them an opportunity to use techno-
logical advances in their work.

CYLAND Media Art Lab was created for the same purpose of collaboration of engineers and computer
programmers with contemporary artists, and Cyfest became the platform that allowed to showcase

1 Tenuc A. BaBuioHckas 6alHs. MCKyCCTBO HAacTOSIWLEro BpeMeHu [IneKTpoHHbli pecypc] // MHocTpaHHas
nutepaTtypa. 1996. N29. URL: http://magazines.russ.ru/inostran/1996/9/genis.html (naTta o6paleHus:
10.11.2016)
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LlepeMoHMA OTKPbITUS
Knbepdecrta-5

Llenmp cospeMeHH020
uckyccmesa um. Cepees KypexuHa,
CaHkm-llemepbype, Poccus, 2011

Cyfest 5 opening ceremony

Sergey Kuryokhin Centre

for Contemporary Art, St. Petersburyg,
Russia, 2011

MpeseHTauns ayamoapxmea
CYLAND Ha Kubepdecre-8
The WYE, bepauH, lepmarus, 2014

Presentation of CYLAND Audio
Archive at Cyfest 8
The WYE, Berlin, Germany, 2014
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Mpe3eHTauuMs BULEONPOrpaMMbl
Ha Kubepdecte-7

Platoon Kunsthalle, bepnuH,
lepmarus, 2013

Video art program

presentation at Cyfest 7

Platoon Kunsthalle, Berlin, Germany,
2013

MporpamMma cayHa-apTa Ha
Kubepdecte-7
Platoon Kunsthalle, bepnuH,
lepmanrus, 2013

Sound art program at Cyfest 7
Platoon Kunsthalle, Berlin,
Germany, 201

OTkpbiTHe Knubepdecrta-9
WUrcmumym pamm, Heto-Mopk,
CLUA, 2015

Cyfest 9 opening
Pratt Institute, New York, USA, 2015
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this new art and to discuss it. With time, the festival's geography has expanded. In recent years, its
exhibitions, concerts, lectures and master classes have been held not just in St. Petersburg, but
also in other cities of the world: in London (Village Underground, Bear Gallery), New York (Made
in NY Media Center by IFP), Berlin (Platoon Kunsthalle, Museum of Computer Games, Kbnstlerhaus
Bethanien, Urban Spree, Kino Babylon, English Theatre Berlin), Vilnius, Tokyo (Sky Gallery 2) and
Bogota (Centro Internacional de Negocios y Exposiciones de Bogot6).

Cyfest is an international festival that invites media artists from all over the world. Over the years,
its participants have included: Ken Butler (USA), Carla Gannis (USA), Ent Dickinson (Great Britain),
Philippe Lamy (France), Lei Lei (China), Sven Pahlsson (Norway), Nicola Rae (Great Britain), Jean-
Michel Rolland (France), Mariateresa Sartori (Italy), Pink Twins (Finland) and others. In addition to
artists, the festival also annually engages theoreticians of media art, such as Al Doyle (USA), Paul
Malone (USA), Erandy Vergara (Canada-Mexico), Dan and Ellen Pearlman (USA), Taras Mashtalir (USA-
Russia) and Dmitry Bulatov (Russia).

Along with artists and theoreticians, curators from the most diverse countries have also been invited
to participate. The following curators have come to Cyfest: Anna Frants, Marina Koldobskaya, Silvia
Burini, Natalia Kamenetskaya, Giuseppe Barbieri, Natasha Kurchanova, Leah Stuhltrager, Elena
Gubanova, Peter Patchen, Carla Gannis, Vladislav Dobrovolsky, Boshko Boskovic, Katya Bochavar,
Natalia Prikhodko, Yulia Garbuzova and others.

The responsibility for Cyfest’s format and entry list is held by the festival board that over the years
has included Phil Niblock, Silvia Burini, Natasha Kurchanova, Susan Katz, Irina Karasik, Gediminas
Urbonas, Dmitry Ozerkov, Tatiana Bazzichelli, Manuela Benetton, Dmitry Bulatov, Erandy Vergara,
Anna Yermolayeva, Olesya Turkina, Fred Forest, Julia Martin and Lev Manovich.

At the festival planning stage, a great deal of attention is paid to educational activities. The program
of each Cyfest includes lectures, workshops and master classes that help the unprepared public to
understand the language of media art and allows the artists to share their expertise — after all, many
of them come not just to showcase their works, but also to talk about new technologies and to share
the possibilities that media art has today.

Each year Cyfest acquires new partners and venues. Since 2008, the festival has collaborated with the
Youth Center at the Hermitage, in whose halls many notable events have been held, both exhibitory
and educational. Other partners include the Russian State University for Humanities (Moscow), Pratt
Institute (New York), the Center for the Study of Russian Culture (CSAR) at Ca’ Foscari University
(Venice) and the WYE Arts Center(Berlin).

Since 2008, CYLAND Media Art Lab has been accumulating a video archive whose curator is Victoria
Ilyushkina. Video programs of Cyfest are composed from works stored in this archive. Also, there is
an annual open call for proposals. “Modus Operandi”, “Changing Landscapes”, “Way Up”, “Universe in
Your Pocket”, “Action Planning: Reaction” — these and other video programs of Cyberfest have been
screened at the festivals in St. Petersburg, Moscow, New York, Sao Paulo, Barcelona, Venice, Berlin,
Vilnius, Helsinki and Bogota.

In parallel with the video programs, CYLAND creates programs of sound art, and since 2012 it
has been forming an appropriate archive that contains works both by such pioneers of electronic
music as Laurie Spiegel and by young authors. The idea to create the archive started up back at
the first Cyfest when the question arose about showcasing and storing audio art. In contemplating
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an optimum format, curator Sergey Komarov and his colleagues came to the conclusion that one
should use the plates “as a borderline state of the immaterial sound that gained the opportunity
to materialize physically in the exhibition space”.

The program of Cyfest has been constantly expanding, and the number of its participants has
significantly increased since 2007. The milestone tenth festival will gather over 70 artists and
theoreticians of media art. Among them are Andrey Bartenev, Peter Belyi, Katya Bochavar, Elena
Gubanova, lvan Govorkov, Irina Nakhova, Lev Manovich, Susan Kleiner, Phil Niblock and Francesca
Montinaro.

The theme of tenth Cyfest is “Frame of Reference”. The curators Anna Frants and Elena Gubanova
suggest that artists contemplate the phenomenon of coexistence and intersection of the unique
and ordinary, personal and social, romantic and trivial — everything that fills the world around us
with life.

The festival's principle — the organization of exhibitions, master classes and lectures in various
venues — will also be maintained during the tenth Cyfest. In the tenth anniversary year, the tradition
of creating an international art network will be continued: the festival will once again be held in
several cities on both sides of the Atlantic, namely, in St. Petersburg, Moscow (Ground Khodynka
Gallery), Bogota (SOFA, Corferias Convention Center), New York (Made in NY Media Center by IFP,
Pratt Institute, The Rubelle and Norman Schafler Gallery) and London (Village Underground, Bear
Gallery).

Ten years for an international festival is a little and a lot at the same time. Contemporary conditions
of the wealth of information form a sophisticated consumer and influence the art that is impossible
to isolate from the impact of technologies and new media. Artists experiment with technologies
and look for new tools in order to convey their message and idea to their viewer as completely and
coherently as possible. With time, it becomes increasingly obvious that cyber art is inseparable from
traditional art. Artists mix genres and erase boundaries, proving that technologies are just material
at hand. Media art is certainly transforming following technologies, but what remains paramount is
the message that is inherent in any given work of art: “After all, progress only answers the questions
posed to it by culture. If the old paradigm perfected the art of handling an object, then the organic
paradigm fixes its attention on the art of a subject — on the art that will be created in us, by us and
out of us”. What kind of thoughts and emotions the works of media artists evoke in us and what
processes they initiate — these are the only important questions. Media art develops as quickly as
its tools, and the result of this development has yet to be thought through, but we may already say
with certainty that the ideas have triumphed over the means.

1 Genis, A. Tower of Babel. Art of the Present // Inostrannaya Literatura. — 1996. — No. 9 [Electronic source].
URL: http://magazines.russ.ru/inostran/1996/9/genis.html (Accessed date: 11.10.2016)
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Katepuna Jlubeposckas (KaHaga),
Keitko YeHuwu aka o.blaat (CLLA)
CBAJIKA / BbICTABKA
oTXonoB

nepgopmMaHc, UHCManaguus
Kubepgpecm-4, 2anepes «bopelii»,
CaHkm-llemepbype, Poccus, 2010

Katherine Liberovskaya (Canada),
Keiko Uenishi aka o.blaat (USA)
LANDFILLES / DIS-(P)LAY
WASTE

performance, installation

Cyfest 4, Borey Gallery,

St. Petersburg, Russia, 2010
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OBPA30BATEJIbHbIE
MPOrPAMMbI «KUBEP®ECTA>»
B MOJIOAEXXHOM LLEHTPE
3PMUTAXA

Codus Kyapsasuesa (CaHkT-lMeTepbypr, Poccus)
uckyccmeose, pykosooumesns MonodexHoz20 06pazosamensHo20 ueHmpa
locydapcmeeHHo20 SpMumaa

MonopexHbi LeHTp foCcyaapCTBEHHOrO DpMUTaXa — KpeaTUBHOE My3elHOe NPOCTPAHCTBO, CO3AaH-
Hoe B 2002 rogy v L0 CMX NOP HE UMetOLLee aHANOoroB B poccuickmx Mysesax. B Hayane 2000-x 370
6blna eAUMHCTBEHHAs CTPYKTYypa B TPAaAMLMOHHOM MYy3eMHON cpeae, OpMEHTUPOBAHHASA HA Nporpam-
Mbl aKTYaNIbHOrO MCKYCCTBA A5 MOJIOAEXM C YYacTMEM XYAOXHMKOB M KypaTopos. O6pasoBaTtenb-
Hble NpoeKTbl B MOMI0OAEXHOM LLEHTpE, CoYeTatLLMe TBOPYECKME MOKa3bl U CEMUHAPbI C AUCKYCCUAMU
U NNeKUMSIMU, [eMOKPaTHUYHbIE MO GOopMe, OTKPbITbIE NS BCEX XKeNatLWMX, MPUBAEKANN M N0 Cei AeHb
NPUBNEKAOT Kak MpoPeCcCHOHaNoB, Tak U faNeKnx OT XyA0XKEeCTBEHHOM XU3HU N0AeN, CTPEMALLUXCS
NMOHATb COBPEMEHHOE MCKYCCTBO, MOAYAcC nyrawlee CBOMMU 3KCnepuMeHTamu. BnepBsbie B My3ee Ta-
KOr0 YPOBHS, KaK JpMUTAX, NOSABMUIACL BO3MOXHOCTb CBOBOAHO 06CYXAaTb OCTpble Npobnembl poc-
CMICKOrO 1 3apybexxHoro nckycctea. Ha nekumax u ceMmHapax MonogexHoro LeHTpa MOXHO 6biio
NO3HAKOMUTLCS C Haubonee SPKUMU COBLITUAMMU U TEHLEHUMSMM MUPOBOro apT-NpoLecca, y3HaTb
HoBble UMeHa. [TporpaMMbl MonoaexHOro LeHTpa ctanu YacTeto cTapToBaswero B 2007 rogy npoek-
Ta «Ipmutax 20/21», B paMKax KOTOpOro B My3ee OTKpbIBaOTCS 60/blIME BbICTABKM COBPEMEHHbIX
XYLOXHWUKOB, HEPEeA KO Bbi3blBAOLME HEOLHO3HAYHYIO PEAKLMI0 NOCeTUTENEN.

[IprMepHO K TOMY e BpeMeHM OTHOCUTCA Hayano akTUBHOMO NIOAOTBOPHOMO COTpyAHMYecTBa Mono-
AEeXHOro ueHTpa ¢ «KKnbepdectom» 1 ero cosgaTensiMm — npex e BCero ¢ XyA0XHMKOM U KypaTopoM
AHHOW @paHL, M XYA0XHUKOM, KypaTopoM U KpuTukoM MapuHoi Konpgobckoii, Toraa Bo3rnaBnssLuei
netepbyprckuit dunuan focynapcTBeHHOro LeHTpa coBpemeHHoro uckycctea (FLLCK). ExeronHo
B AHM npoBeneHuns dectuans B MNeTepbypre NeKLUMOHHO-BbICTaBOYHbIE 3a7bl MONOAEXHOrO LEHTPa
MOMIHOCTbIO OTAAKTCA NOA PecTUBaNbHbIE NPOrpaMMbl. 34eCb NPOXOAMIM, MOXKANYH, CAMble 3HAYMMble
n3 Hux. [puMeyaTenbHo, YTO yXKe B NepBble rofbl, koraa «KnbepdecT» TONbKO HAYMHAN YTBEPXKAATD
ce69 B Ky/IbTYpHOM MPOCTPaHCTBE ropoAa, 6bian TOUHO OnpefeneHsl ero NpMOpPUTETbI: MOKa3 MHHOBA-

LUMOHHbIX apT-NPOEKTOB C MCNOJIb30BaHMEM HOBbIX MeaUMHbIX TEXHONOTUI U wnpokoe o6cy>K,ueH|4e
3TUX NMPOEKTOB U 3TUX TEXHONOrMM B 06pa303aTeanblx nporpamMmax onsa I'Iy6J1I/1KVI, BK/IOYaOWMX
NekKunn u MacTep-KaacCbl aBTOPOB U ANUCKYCCUKU CO CneunanncTtaMmnm — Kypatopamm U KpUTUKaMu.

LecsatunetHunn obunen «Knbepdecta» — npekpacHbIM NOBOA BCMOMHUTb CaMble MHTEpPeCHbIe NMpoek-
Tbl ¥ NPOCNEANTb, Kak pa3BMUBaAsNCs, poC U MeHsanca decTuBanb.

2008

Ha «Kubepdecte» 2008 ropa B 3anax MonogexHoro ueHTpa npowau nepdopMaHchl, KOTopble
He NpoCTO AEMOHCTPUPOBANH, KaK INEKTPOHUKA, KUBEPHETUKA U BUPTYyasibHas peanbHOCTb BXOAAT
B TBOPYECKMUI MHCTPYMEHTapuii XYA0XHMKA; UX aBTOPbI CTaBuAM nepep coboit 6onee aMbULMO3HYIO
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CseH ManccoH (Hopeerus)

NOAHUMASACDH
MeduauHcmannayus
Kubepgpecm-9, MonodexHubiii
06pasosameibHbili ueHMp
Spmumaa, Cankm-lemep6ype,
Poccus, 2015

Sven Pahlsson (Norway)
RUNNING HIGH

media installation

Cyfest 9, Youth Educational
Centre of the Hermitage Museum,
St. Petersburg, Russia, 2015

Hukona Paii (BennkobputaHus)
PEDPAKLMSA B3AUMHbIX
PE3OHAHCOB
UHMepakmugHas UHCmMannsayus
Kubepgpecm-9, MonodexcHbili
06pazosamenbHbIl ueHmp
Spmumaixa, Cankm-llemepbype,
Poccus, 2015

Nicola Rae (UK)

RECIPROCAL RESONANCES
REFRACTED

interactive installation

Cyfest 9, Youth Educational
Centre of the Hermitage Museum,
St. Petersburg, Russia, 2015
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Danuna ®panu (CLLA)
MPOEKT «PO30BbIN
ArTHEHOK»: BBEAEHME
B TPEXMEPHbIN
BUPTYAJIbHbIA MUP

Macmep-kaacc
Kubepgpecm-6, MonodexHsili
06pazosamenbHbIl UeHmp
Spmumaxa, Cankm-lemep6ype,
Poccus, 2012

Daniil Frants (USA)

THE PINK SHEEP PROJECT:
INTRODUCING 3D VIRTUAL
WORLDS

master class

Cyfest 6, Youth Educational
Centre of the Hermitage Museum,
St. Petersburg, Russia, 2012
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3a/ia4y — OCMbIC/IUTb XYAOXECTBEHHbIMU CPEACTBAMM POJib TEXHUKMU U TEXHONOTMIA B COBPEMEHHOM
apT-npoctpaHcTBe. CUMBOIMYHO, YTO B LIEHTPE BbICTABOYHOro npoekTa Bbl1a 3HaMeHUTas, BOCCO3-
faHHas ang «Knbepdecta» nHcTannaumsa IHamn Yopxona «CepebpsHblie obnaka» (1966), oaHo us nep-
BbIX BbICOKOTEXHONIOTUYHbIX NPOU3BEAEHMIA B UCTOPUM MCKyCCTBA. [naBatolwe B NOTOKax BO34yxa
«06naka», HaNoJIHEHHbIE CMeCblo BO3AYXa M renus, cTanu 3mMbnemMoi He TONbKO NON-apTUCTCKMX Be-
4epUHOK OblNbIX BPEMEH, HO M HOBOTO ecTUBans.

MpeacTaBneHHas Ha ToM xe «Kubepdecte» uHcTannauma AHHbl ®paHu «fa3suMpoBka» — Ha nep-
Bbli B3rNA4, 0ObIKHOBEHHbIM COBETCKMIM aBTOMAT MO MpOAaXe rasvpoBaHHOM Boabl. Mpu 6nu-
XallWeM pacCMOTPEHUM, OLHAKO, OH OKa3blBajcs CBOEro poAa MalWMHON BPEMEHM, MbICTIEHHO
nepeHocuewei B 1960-e rofbl: ONyCTUB B 3TOT aBTOMAT CTapble TPU KOMNEWKH, 3puTeab Nony-
Yyan HOCTaNbIrMUYECKU BUAEOGDUIBM O TOM, YTO MPOLLSIOE, HA CAaMOM [lefle, He TaK YX Aaneko OT Co-
BPEMEHHbIX peanuii.

B uHTEpakTMBHOM MeauanepdopmaHce «Drumpainting» (Mpes — AHHa ®paHu, rpadmka — Mapu-
Ha Konpobckas, nporpaMmupoBaHne — Muxamn YepHoOB) Ha NepBbIvi NaH BbIXOAMNA ULAES aKTUBHO
MeHaKLWerocs apT-npocTpaHcTea. KomnbioTep npu nomowm nporpamMmel Drumpainting dukcmnposan
OKpy>Katolime 3BYKM M npeBpalian ux B usobpaxeHus. Mpu 3TOM 3puTeNn oKasbiBaAUCb Henocpea-
CTBEHHO BOBJ/IEYEHbI B MpOLLECC TpaHCHOPMaLMM MYy3bIKU B XXMBOMUCD: II0O0M XenaLmin Mor cecTb
Ha MecTo My3blkaHTa-6apabaHwmKa M co3naTb COOCTBEHHYIO KAapTUHY U3 LLBETOBbLIX NATEH U TUHWW,
poxaatowyca ns 6apabaHHoro putMma.

2010

«Knbepdect» 2010 ropa 6bin NOCBSILLEH OCMbICNEHUIO NMOBCEAHEBHOM XM3HU B YCNOBUAX BypHO-
ro passuTus Mepuauusunusauuu. Kypatopbl hectuBans npeanoxunm XyLoXHUKaM A1S CO34aHus
apT-06beKTOB TEMbl, CBS3aHHblE C B3aUMOLEWCTBMEM NOAEN M MaLWH. XYAOXKHUKU OTKIMKHYIUCH
HOBbIMM 0Bpa3zamu. BoT kak onpepenseT posib MaWmWH B YenoBeyeckon cpeae MapuHa Konpobckas,
npeacTaBMBLLAs B MOIOLEXHOM LeHTpe CBOMX POHOTOB-TapakaHOB: «MCKYCCTBEHHbIW UHTENNEKT —
BeNuKas Belpb. Ho ¢ HMM 4TO-TO HenagHo. MpocTble MAalWKWHBI NPOCTO NOMAKTCSA. YMHblE MALUUHbI
CXOANT C yMa. Ha 3neKTpOHHYI0 MOYTY NPUXOAST CEKCyasbHble NPeasIoXeHUS, BbiCIaHHble po6oTOM.
YMHbBI NblNecoc Ha4YMCTO CbefaeT KOWKUH KOpM. YMHas Cylmnka genaet u3 ntobuMMoro nnatbs pas-
HOUBETHbIM B6MHYMK. DoToannapat MO6GUAbHUKA NpeBpawaeT 6aHaNbHbIA Nei3ax B cynpemMaTtuye-
CKYH KoMno3uuuio. Yem panblue, TeM yyaecaTee u cTpaHblue. Bce 370 KNAaccHO, MHTEPECHO U faxe
BECENO0 — HO HEMHOro nyraet. [loToMy 4To 06X0AMUTLCS 6e3 3TUX ManeHbKUX TUPAHOB Mbl YXe He MO-
XeM. MobunbHUk, nanton u iPod Tak xe He0b6XxoAMMbI, KaK Yalwka Kode yTpoM, aBTOMOOUNbL AHEM
W rops4as BaHHa BevyepoM. Mbl OKpYXeHbl, HO He caeMcs. Mbl B 0TBETE 33 TeX, KOro Npupyyunnm —
W KTO, B CBOK ouyepepb, NpupyyaeT Hac. Mbl noMepumMcsa 6e3yMueM € 3TUMU LITYYKaMu, KOTopble
LEenaT HaWy XU3Hb ny4lues.

2011

OLHMM M3 CaMbIX SPKMX M 3aMOMMHAKOLWMXCA NO pa3HO0bpasunio apT-06beKTOB M MacTep-KNaccoB Bbin
«Knbepdect» 2011 ropa. Ero pesus — «[okaxu a93bIk!» — 3By4Yan MHTPUryiOLE U NAapafoKCaNIbHO.
o BoNle KYypaTOpPOB XYAOXHUKM LOSXKHbI 6biNM B CBOMX paboTax OTBETUTb HA BOMPOC: CMOCOGHDI
7N HOBbIE TEXHOMOTUM CO3[ATb HOBbIM A3bIK UCKYCCTBA — WM UCKYCCTBO OCTaHETCs BEYHbIM Mapo-
ANCTOM-NepecMeLwHnKoM? B dectuBane npuHsanu yyactne 6onee 80 XyaoxKHMKOB 13 12 cTpaH, B TOM
yncne us CLUA, KaHagbl, @paHuun, lfepmanunm, benorum, Asctpun, 6oiswert KOrocnasmm. O4eHb TpyaHO
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nepeyncnnuTb BCe€ MHTEPECHbIE NPOEKTHLI, NpeaACTaB/IEHHbIE TOrAa B MonogexHoMm LUeHTpe " co6paB-
line MHOXeCTBO 3pVITe}1€l\;1 pa3HOro so3pacta — OT WKOJIbHMKOB A0 MEHCUOHEPOB-3HTY3MACTOB, KO-
TOpbl€ YBEK/INCD KMﬁepHeTMKOVI M COBpPEMEHHbLIMU TEXHONOIMAMU €LLE B COBETCKOE BpeMd, Koraa
Te 6bin 3aCeKkpeyeHbl nnu nog 3anpeTom. BoT nnwb Heckonbko 3aCny>XnBakwWMX ynoMMUHaHNA (De-
CTUBANbHbIX COBbITHIA.

@OpaHuy3sckas xyaoxHuua Codu JlaBo npoBena MacTep-Kiacc «AKTUBHAA MaTpULLa», B XO4Ee KOTOPOro
npencTaBua CBOK MHTEPAKTUBHYHK MHCTANNALMIO, TO3BONSIOLLYH 3pUTENSAM CTATb YAaCTbi0 peasibHOM
KapTuHbI, cMogenmMpoBaHHoM B 3D. 3a ocHOBY OHa B3ana paboTty KanaunHckoro «XXentoe-kpacHoe-
CUHee».

Nekumnsa-neppopmanc Joput Kpaiicnep (ABctpusa-CLUA) HasbiBanach «Pyku npoyb. Hacnegue JlbBa
TepMeHa B HacToslee BpeMsi». TepMeHBOKC, n3obpeTeHHbl B 1919 rogy poccuiickum dusmnkom
JNlbBOM TepMeHOM, CTan OAHUM U3 NEPBbIX B MUPE 3IEKTPOHHbIX MY3bIKaSbHbIX MHCTPYMEHTOB U BaX-
HbIM LIAroM Ha NyTW CO34aHMs CMHTe3aTopoB. OH HeoOblYakHO TpyAeH ANS UCMONHUTENeW, ofHa-
ko OopuT Kpavicnep, «kkoponeBa TepMeHBOKCa», NPOAEMOHCTPUPOBaNa BUPTYO3HYH TEXHUKY WUrpbl
Ha 3TOM MHCTPYMEHTe, 3aCTaBUB 3pUTeNel MepeMecTUTbCS U3 peasibHOro NpoCTPaHCTBa B BUPTYalb-
HbIM MUP PaHTacTUYecKoro dunbma.

JkcnepT B 061aCTM B3aMMOLENCTBMS MCKYCCTBA M HOBbIX TexHosnornn Omutpui bynatos, kypatop
banTtuitickoro dpunmnana N'UCH, Ha ceoent nekumm «Science art u TexHonormyeckoe 6eccosHaTesibHoe»
roBopusi 06 MCTOKAxX COBPEMEHHOIO TEXHONOTMYECKOro Muda, aHannsmMpys Npou3BeAEeHUs UCKYC-
CTBa, CO3JaHHbIE C MCNOMb30BAHNEM POBOTOTEXHUKM, UHDOPMALMOHHBIX TEXHONOTMUIA, BUOME ANLMHBI
WU HAHOTEXHOJIOTUW.

TpuHapuaTuneTHuit wkonbHuk Oanuna @panuy (CLLA), npodeccMoHanbHO 3aHUMAOWMIACA KOMIbLO-
TEePHbIMWU UTPOBbLIMK NpOrpaMMamu, NpoBen BOPKLIOMN MO Ha3BaHWEM «MalHKpadT»: B3pbIB Nomny-
NAPHOCTH Kpunepa». AopecoBaHHbIN NpenMyLLECTBEHHO AETAM, 3TOT BOPKLIOMN NPUBAEK U B3POCAbIX
nobuTenei nonynspHoi urpbl. Peyb wna o ToM, YTO M3HAYANbHO LEbo UIPOKOB Bblna NocTpoika
BMPTYyanbHOro ybexuiia ANg 3aWwmTbl OT MOHCTPOB, HO CO BpeEMEHeM TpexMepHble 6710kM «MaiiH-
KpadTa» CTanu MCNONb30BATbCA AN CO3AAHMSA MPOU3BEOEHUIA UCKYCCTBA — APXMUTEKTYPHbIX COO-
pY>XeHWI, OrPOMHbBIX CTaTyM 1 Apyrnx o6bekToB. Bopkwon danunbl ®paHua BKAYAN Npe3eHTauuio
CO34aHHbIX NONb30BaTENSIMU MOAYNEN; KDOME TOr0, y4acTHMKaM Bblno NpeasoXeHo CMOAENMpPoBaTh
Ha 6a3e urpbl cO6CTBEHHbIE NPOM3BEAEHNS KWOEPHETMYECKOTO MCKYCCTBA.

2012

B o6pa3oBaTtenbHolt nporpamme «Kubepdecta» 2012 rofa xo4eTcs OTMETUTb TpU cobbITUS. McKyc-
cTBoBed JpaHan Beprapa (KaHapga-Mekcuka) npouna nekumo «TexXHOno3TMKa: UCKYCCTBO M TEXHO-
noruun B JlaTuHckon AMepuke», B X04e KOTOPOM pacckasafna 0 COBpeMEHHOM MeAMIMHOM UCKYCCTBe
B NaTMHOAMEPUKAHCKUX CTPaHax, 06 oTHoweHMM K HeMy ny6anku, 06 ocobeHHOCTAX 0ByyeHus me-
DAMANUCKYCCTBY B BbICLWIMX XYA0XECTBEHHbIX WKonax. MegnaxynoxHuk Tapac Mawtanup (CLLA) B pam-
Kax Nekumm «3BYKOBas CKYNbNTypa U 3KONOTMS 3BYKa» nokasan nyyimne obpasubl MHHOBALMOHHbIX
MeananpoeKToB, OCYLLECTBSEMbIX N0 BceMy MUpY. OAHMM U3 caMbiX SPKMUX Bblal OFPOMHbINA LIBETOK,
MeTannnyeckue nenecTkM KOTOPOro noj My3sbiKy packpbiBatoTcs B xpame. [porpamma 3aeeplimnach
nekuuen dnneH MNMepnman «HoBas 3cTeTmka u undposoii pasaen». XyaoxHuua us CLUA noctapanach
pa3obpaTtbcs ¢ NpobnemMoi HENOHMMAHUS U UTHOPUPOBAHWUS TEXHONIOTMYECKOrO UCKYCCTBA, KOTOpOe
BCe 6onble 1 6onblue MPOHMKAET B COBPEMEHHYIO KY/bTYpY.

KUWBEP®ECT-10

3n fovin (CLUA)
3HAKOMCTBO

CO CPEACTBAMU
PA3PABOTKWM BUOEOUTP:
OT NPOCTOTIO

K CNIOXKHOMY

gopkwon
Kubepgpecm-8, MonodexHsili
o0bpazosamensHbll yeHmp
Spmumaia, Cankm-llemep6ype,
Poccus, 2014

Al Doyle (USA)

AN INTRODUCTION

TO GAME DESIGN TOOLS
workshop

Cyfest 8, Youth Educational
Centre of the Hermitage Museum,
St. Petersburg, Russia, 2014
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MNeTtep ®orensb (fepmanus)
PUTMUYECKME 3BYKMU

UHMepakmugHas
ayououHcmannauus
Kubepgpecm-5, MonodexHeoili
obpazosamenbHbil yeHmp
Spmumaixa, Cankm-llemepbype,
Poccus, 2011

Peter Vogel (Germany)
RHYTHMIC SOUNDS
interactive audio installation
Cyfest 5, Youth Educational
Centre of the Hermitage Museum,
St. Petersburg, Russia, 2011
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2013

Ha «Kubepdecte» 2013 ropa B MonogexHoM ueHTpe SpmuTaxa Obin npeacTtaBneH NpoekT
«Schizophrenia Taiwan 2.0». 3puTenu cMornu NO3HaKOMMUTLCS € paboTamMu MONOAbLIX U MPOrpeccuB-
HbIX MeAMaXy[OoXHMKOB TaiiBaHs, KOTOpble A0 TOro NpPakTUYECKM He OblIM M3BECTHbI 3 PaHULIEN.
OHu poamnuch B 3noxy cMapThOHOB B CTpaHe, npoussoasiueit okono 80% MUPOBOI 3NEKTPOHUKM,
MO3TOMY LieHTpaibHOe MeCTO B MX TBOPYECTBE 3aHWMAET OCMbIC/IEHME NOCNeACTBUIA LMdPOBOW pe-
BOJOLMU. BuaeonpoekT conpoBoOXAancs NekuMaMu, AUCKYCCUMAMU U BCTPeYaMu C KypaTopaMu Bbl-
CTaBKM.

2014

K obpasoBaTenbHbIM Nporpammam, NpoxoasiiMM B MonoaexHoM LeHTpe B paMkax «Kubepdectan,
B 2014 rony 06aBUANCH OHNAWH-TPAHCAALMKM BCTPEY C XYA0XKHUKAMU, MacTep-K1accoB M opuLmanb-
HbIX OTKPbITUI hecTnBans 3a pybexom. IToT hopmaT, CoOUeTaloLMIA NpAMblE penopTaxu C MecTa Co-
ObITUI M NeKUMUM CNELMANUCTOB B 3anax MoNoaeXHOro LEHTPa, 0Ka3ancs 04eHb NpUBEKATENbHbIM
M HEMaANo Cnocob6CTBOBA MOBbLILIEHUIO NPECTUXA U U3BECTHOCTM (GeCcTMBaNg B MOMIOLEXHON cpese
MeTtepbypra.

McknounTenbHO LenbHbIM M MHTepecHbIM Hbin npoekT «Capital of Nowhere» («Kouytowas cronmua),
npeacTaBfieHHbI B MonogexHoM ueHTpe netom 2014 roga. Ero ocHoBHas 3agava — uccnenoBaHue
YCNOBHOCTU BPEMEHU M MpOCTpaHCcTBa B popMax MeamaapTta. B 3anax MononexHoro LeHTpa Bbl-
CTaBNSANIUCh MPOU3BEAEHMS, MOCBSLLEHHbIE KOMbITY XU3HW B MEPEMEHHOM NaHAWwadTe, NOPOXAEHHOM
MeauanbHOW LMBUIM3aLMeN». YaauHbIM AOMNONHEHUEM K BU3YaNbHOM YaCTu NpoekTa CcTana Nekuu-
OHHasa nporpamMmma. Monopon xypoxHuk us MNetepbypra, yyacTHUK Meguanabopatopuun CYLAND [Ma-
Ben VBaHOB Ha3Ban cBot nekuuio «Cnocobbl CO34aHUS MUPOB: NPOrPpaMMUPOBAHUE U PUCOBAHUEN.
OH roesopus 06 MCTOPUU BO3SHMKHOBEHUS LM(OPOBOro MCKYCCTBA M 06 MCNOIb30BAHMM KOMMbIOTEPA
B KaYeCTBe MHCTPYMEHTA A9 pucoBaHus. [NpobnemMe B3anMoLenCcTBUS KOMMNbOTEPa U TPaAULMOHHO-
ro pucoBaHms Bblia NOCBSLLEHA NeKuMs «MCKYCCTBO Kak XKM3Hb» MiBaHa [0BOpKOBa — M3BECTHOrO XYy-
[OXHUKA, npodeccopa NHcTuTyTa nMenn W.E.PennHa n akTMBHOro yyacTHMka (coBMecTHO ¢ EneHoi
[y6aHOBOM) BbICTaBOYHbIX NpoekToB Meananabopatopum CYLAND.

B 2014 roay «Knbepdect» npowen B lMeTepbypre, bepnune, Hoto-Mopke, Tokmo u Mockee. B Mo-
NOLEXHOM LieHTpe COCToSNMCb 3BYKoBOW nepdopmaHc u Bopkwon Kena Batnepa (CLUA) «Xume-
pbi», BopKwon Sna Joina (CLUA) «3HakoMCTBO cO cpeAcTBamMu pa3paboTku BUAEOUTP: OT NPOCTOro
K CNIOXKHOMY», @ Takxe KMHOMapadoH «20 puIbMOB 0 NepBbIX reposx 31eKTPOHHOM MY3biKU» U Npe-
3eHTauus apxuBa cayHa-apta Meaunanabopatopun CYLAND (kypatopbl Cepreii Komapos 1 Bnaauc-
naB [106poBONbCKUIA).

2015

B mae 2015 ropa BbictaBka Meguanabopatopun CYLAND «On My Way» («May») 6bina nokasaHa na-
pannenbHo ¢ 56-it BeHeuunaHckoi 6ueHHane. Kypatopbl AHHa ®paHu 1 EnenHa ly6aHoBa npeacTtasu-
2N IyYluMe NpoeKTbl U3BECTHbIX XYAOXHWUKOB, MOCTOSHHO YYaCTBYOLWMX B COObITUAX «KnbepdecTan
B MeTtepbypre: Butanua MNywHuukoro, MNetpa benoro, Anekcanapsl JemeHtoesoi, /lioamunbl beno-
Boi, AnekcaHapa LWunwkuHa-Xokycas, EneHsbl [y6aHoBol 1 MeaHa lfoBopkoBa, MapuHbl Konao6ckoii.
Jkcno3uums Bbina NOCTpPOeHa Kak AManor NMokoNeHUi o TOM, YTO Takoe TBopyeckas cBobopa u Ka-
KOBbl ee rpaHuubl. IHCTannauum, cosfaHHble XyaoxHukamu, poamnsmmmca B 1960-1970-x, «senu
pasroBop» C KApTUHaMM COBETCKUX HOHKOH(OPMUCTOB apedbeBCKOro Kpyra.
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OTKpbITUE BEHELMAHCKON BbICTaBKM TPAHC/IMPOBANOCh B PEXMME peanbHOro BpeMeHu B 3abl Mono-
[LeXXHOro LEeHTpa, 0TKyaa cobpaslunecss B IpMUTaXKe CTYAEHTbl MO 3a4aBaTb BOMPOChI XYAOXKHM-
KaM. B ueHTpe BHMMaHua 3puteneit okasancs nepdopmaHc «Patterns of the Mind» («<Mogenu pas-
yMa») — cBoeobpasHbIii AManor KOMNbOTEPHOro NporpaMMupoBaHus 16-netHero Oanunel @paHua
W «©KMBOro» pucoBaHus MeaHa loBopkoBa, npodeccopa NHcTuTyTa uMenun W.E.PenunHa. Mpaduyeckas
umnpoBsu3aumsa foBopkoBa, nporaa yepes nporpamMmy ®paHua, Ha rnasax y 3puTenei TpaHcdop-
MMpOBanacb B TpexMepHble CKYNbNTypHble GOpPMbl. MOXHO NW CYMTaTb 3TOT MPOEKT pe3ynbTaToM
TBOPYECKOro B3aMMOAENCTBUS TPAAULMOHHOIO UCKYCCTBA M MHHOBALMOHHbBIX TexHonoruin? Mnu sto
TONbKO WOy, NpuBnekatowee nybaunky? Ha Bonpoc, BO3MOXHa M MHTerpaums TEXHONOMMiA B Tpaau-
LMOHHOE MCKYCCTBO, NOC/e HeAONTON AUCKYCCUMU B IpMuTaxe Obi faH NonoxuTenbHbl oTBeT. 06-
WweHne Mexay CTYAeHTaMU U XYA0XKHUKAMK B NPSIMOM 3dUpe CTano ele 04HOM BaXKHOW CTpaHULeN
B MCTOPUM COBMECTHbIX 06pa3oBaTenbHbIX NporpamMM MonogexHoro ueHTpa u «Kubepdecray.

TouyHO Takoe e Ha3BaHWe — «Moaenn pasyMa» — HOCM MACLWTaAOHbIN BbICTAaBOYHbIM NpoekT Ha «Ku-
6epdecte» 2015 roaa. Temoli 3TOM BbICTAaBKM CTano, No c10BaM KypaTopa AHHbI DpaHLL, «F1aBeHCTBO
coobLeHns — nocblia XYA0XKHMKA, 419 KOTOpOro noboe cpescTBO KOMMYHMKaLUK NpeacTaBnseT co-
60/ NULLb MHCTPYMEHT AN5 ero nepeaaym». B MonoaexHom LeHTpe 6binn NpoBeaeHbl MacTep-KNacchl,
uccneayroLwmne 3afaHHY0 TeMy B pasHbIX acnekTax. bpuTaHckuin xynoxHuk Mon ManoyH pacckasan
0 CBOEM MOHUMaHUM «INEeKTPUYECKOM BCeNIEHHOW», MOAPOOHO OCTAHOBMBLIMCL HA POAU 31EKTPOAU-
HaMUKK B MOpdonorun o6bEKTOB COBPEMEHHOM acTpoHOMUU. AMepuKaHubl MuTep MaTueH u Kap-
na MHHMC n3 MHcTuTyTa MpatT (Hblo-Mopk) nepemMecTnmn yuacTHMKOB cBOero Bopkiona «byayume
XepTBOMPUHOLIEHUS BTOPOCTENEHHbIX 60roB» Ha HECKONbKO AecaTuneTuii Bnepes, 4Tobbl C NO3MLKUK
nopei byaylero nocMoTpeTb Ha 3/1EKTPOHHbIE OTXOAbI U BO3MOXHOCTU UX UCMOMIb30BaHMS.

UTak, «<Knbepdecty» ucnonHsetcs pecatb neT. [pOEKT XMBET U Pa3BMBAETCS, PacliMpss CBO reo-
rpaduio M YMCNO YY4aCTHUKOB, @ ero obpasoBaTesfibHble MPOrpaMMbl NPUBAEKAIOT HOBYK 3auHTEpe-
COBaHHYI0 ayauTopuio. [laxe KpaTkoe nepeyncieHne COBMECTHbIX MHMLUMATUMB «Knbepdecta» u Mo-
NOLEXHOr0 LLeHTpa No3B0JISIET FOBOPUTb O TOM, YTO B pe3y/bTaTe Takoro COTPYAHUYECTBa PoauIach
HoBas obpa3oBaTenbHas KoHuenuus. B Metepbypre noka HeT CTPYKTYpbl, CNOCOOHOM KOHKYPUPOBaTb
C DpMUTAXEM MO Ka4yeCTBY BbICTABOK COBPEMEHHOMO UCKYCCTBA, U 3T0, 6e3yCN0BHO, 3ac/yra NnpoeKkTa
«3pMmuTtax 20/21», umetowero 60nbLIME BOSMOXHOCTU A1 OPraHM3aLmMu KakK BbICTaBOYHOM, Tak U 06-
pa3oBaTeNbHOM AesTeNnbHOCTH, 3HAYEHWE KOTOPOI ceiyac MoMCTUHE OrpoMHO. [1eno B TOM, YTO MOJIO-
Lble XYAOXHUKM U MCKYCCTBOBEbI, MONYYMBLIME aKageMuyeckoe o6pa3oBaHue, 4acTo UCMbITbIBAOT
pacTepsHHOCTb, CTAZIKMBASACh C TABUHOW HOBbIX UAEN U CPELACTB BbIPAXEHUS HA MPECTUXHBIX MEXAY-
Hapo/AHbIX BbiCTaBKax B Benewun, Mapusxe, Holo-Mopke unu JloHaoHe. MbiTasich BCTPOUTLCA B CUCTe-
MY COBPEMEHHBIX XYLOXECTBEHHbIX OPUEHTUPOB, OHWU UHTEPNPETUPYHOT YKE U3BECTHbIE NMPUEMbI OT-
€4YEeCTBEHHbIX M 3anafHbIX MacTepoB, LOGUBLIMXCS ONpeeNeHHOro KOMMepYeckoro ycnexa. PbiHOK
HauMHAEeT BIMSTb Ha TBOPYECTBO MOJIOAbIX XYLOXKHWUKOB, UTO NMPUBOAMUT K HEU3HEXKHOMY CHUNKEHUIO
ypOBHS Mx paboT. YcTaHoBKa «Knbepdecta» Ha CBA3b MCKYCCTBA C HAYKOM M HOBbIMW TEXHOMOTUSMU
TpebyeT 0T aBTOPOB, NPUIMALIEHHbIX K Y4aCcTUIO B HECTUBA/bHBIX MPOEKTaX, CEPbe3HbIX TBOPYECKUX
MOMUCKOB, KOTOpble coYeTanu 6bl UHTYUTUBHbIE OTKPbITUS U OCMbIC/IEHME HOBEMLIMX HAYy4YHbIX pa3pa-
60TOK. OBbpa3zoBaTenbHble NPOrpaMMbl MONOAEXHOMO LLEHTPa JPMUTAXa, B CBOK oyepesnb, NOCTPO-
€Hbl KaK LManor COBpEMEHHOr0 MCKYCCTBA C Kaccuyeckum. Konnekumu ogHOro U3 Nyywmnx Mysees
MWpa Aak0T YHUKANbHY BO3MOXHOCTb A1 UX MPOLOIKEHMS.
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Danuna ®panu (CLLA)

UsaH lNoBopKOB,

Anekcevi paues (Poccus)
MOLE/IN PA3YMA
Macmep-kaacc

Kubepgecm-9, MonodexHsili
obpasosamensHslli yeHmp
Spmumaxa, Cankm-lemep6ype,
Poccus, 2015

Daniil Frants (USA)

Ivan Govorkov,

Alexey Grachev (Russia)
PATTERNS OF THE MIND
master class

Cyfest 9, Youth Educational
Centre of the Hermitage Museum,
St. Petersburg, Russia, 2015
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5 EDUCATIONAL PROGRAMS
OF CYBERFEST AT THE HERMITAGE
YOUTH CENTER

Sofia Kudryavtseva (St. Petersburg, Russia)
Art Historian, Head of Youth Educational Center
at the State Hermitage

[anuna ®pany, (CLLA),
WBaH NBopkos (Poccus)

MOLE/IN PA3YMA

The Youth Center at the State Hermitage is a creative space that was established in 2002 and that still
does not have equivalents in other Russian museums. In the early 2000s, it was the only structure
in the traditional museum environment that was oriented towards programs of cutting-edge art

nep@popmMaHc

Ku[éfp;ecm-g, MonodexcHbiii for youth with the participation of artists and curators. Educational programs at the Youth Center,
06pasosamessHblll yeHmp which combine creative screenings and seminars with discussions and lectures, are democratic in
Spmumaa, Canxkm-llemepbype, their form and open for everyone who is interested; they have been attracting both professionals
Poccus, 2015 and people who are far from the art life, but who are still trying to understand contemporary art,
Daniil Frants (USA), whose experiments are at times intimidating. For the first time at a museum of the Hermitage level,

Ivan Govorkov (Russia)
PATTERNS OF THE MIND

there is the opportunity freely to discuss key problems of Russian and foreign art. At lectures and

seminars of the Youth Center, you can get to know about the brightest events and tendencies of the
performance . world art process and learn new names. Programs of the Youth Center have become a part of the
Cyfest 9, Youth Educational . “ . ) . T
Centre of the Hermitage Museum, project “Hermitage 20/21" that was launched in 2007, where the museum holds major exhibits of
St. Petersburg, Russia, 2015 contemporary artists that often cause controversy among viewers.

The beginning of fruitful cooperation between the Youth Center and the “Cyfest” and its founders
dates from approximately the same time — first and foremost with the artist and curator Anna
Frants and the artist, curator and critic Marina Koldobskaya who at the time headed St. Petersburg’s
branch of the National Center for Contemporary Art (NCCA). Each year, in the days that the festival
is held in St. Petersburg, the Youth Center’s lecture and exhibition halls are used in their entirety
for the festival programs. Arguably, the most significant ones were held here. It is noteworthy that
even in its first years, when Cyberfest had just started to prove itself in the city’s cultural space, its
priorities were clearly defined: to showcase innovational art projects with the use of new media

Ken Batnep (CLLA) technologies and broadly to discuss these projects and these technologies in educational programs
M30BPETEHME 3BYKOB for public, including lectures and master classes of authors and discussions with specialists —
gopkwon curators and critics.

Kubepgpecm-8, MonodexHsili

06pazosamensHsili 4eHmp The tenth anniversary of Cyfest is a great occasion to reminisce about its most interesting projects
Spmumana, Cankm-llemepbype, and to retrace the events that would show how the festival has developed, grown and changed.
Poccus, 2014

Ken Butler (USA) 2008

SOUND INVENTION At the Cyberfest of 2008, the Youth Center’s halls showcased performances that didn’t just
workshop demonstrate how electronics, cybernetics and virtual reality were becoming a part of the artist’s
Cyfest 8, Youth Educational tool set; their authors set themselves a more ambitious task: to interpret the role of technologies in

Centre of the Hermitage Museum,

St. Petersburg, Russia, 2014 the contemporary art space through artistic means. It is symbolic that the center of the exhibition

project was occupied by the famous installation “Silver Clouds” of Andy Warhol (1966) which was
SN recreated for Cyfest; this installation was one of the first high-technology works in the history of art.
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®unn HubNoOK,
Maiikn Wymaxep (CLUA)

noaxoabl

K MYJIbTUMEOUNHOMY
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nekyus

Kubepgpecm-5, MonodexHeoili
06pasosamesibHsbili ueHMp
Spmumaixa, Cankm-llemepbype,
Poccus, 2011

Phill Niblock,

Michael J. Schumacher (USA)
APPROACHES

TO MULTICHANNEL
SOUND

lecture

Cyfest 5, Youth Educational
Centre of the Hermitage Museum,
St. Petersburg, Russia, 2011
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The clouds, filled with a mixture of air and helium, floating in air streams, became an emblem not
only of pop-art parties of yesteryear, but also of the new festival.

Exhibited at the same Cyfest, the installation “Soda Water” of Anna Frants is, at first glance, an
ordinary Soviet soda vending machine. At a closer look, however, it turns into a time machine of
sorts that provides mental transportation to the 1960s: by dropping in three old kopecks, the
visitor receives a nostalgic video on the subject that the past, in reality, is not so remote from the
contemporary environment.

On the foreground of the interactive media performance “Drumpainting” (idea by Anna Frants,
graphics by Marina Koldobskaya, programming by Mikhail Chernov), there was an idea of actively
changing art space. A computer, aided by the Drumpainting program, registered surrounding
sounds and turned them into images. Furthermore, viewers became directly involved in the
process of transforming music into painting: anyone who wished could take the place of the
drummer and create their own picture out of color spots and lines that were engendered by the
drum rhythm.

2010

The Cyfest of 2010 was dedicated to a reflection on day-to-day life during the rapid development of
media-civilization. The festival’'s curators suggested that artists create art objects on subjects that
had to do with the interaction between people and machines. The artists responded with new images.
Here is how Marina Koldobskaya, who presented her robotic cockroaches at the Youth Center, defined
the role of machines in the human environment: “Artificial Intelligence is a great thing. However,
something is amiss with it. Simple machines simply break down. Intelligent machines lose their mind.
An e-mail inbox receives indecent proposals sent by a robot. An intelligent vacuum cleaner polishes
off cat food. An intelligent dryer turns your favorite dress into a multicolored pancake. A camera in
your mobile phone turns a trivial landscape into a suprematist composition. The further we go, the
more curious it becomes. All this is cool, intriguing and even funny — and yet, it is somewhat scary.
Because we can no longer do without those little tyrants. A cell phone, a laptop and an iPod are
as essential as a cup of coffee in the morning, a car during the day and a hot bath at night. We are
besieged, but we do not surrender. We are responsible for what we have tamed and what, in its turn,
has been taming us. We shall match our madness against that of the gizmos that are making our life
better”.

2011

The Cyfest of 2011 was one of the brightest and most memorable in terms of diversity of art objects
and master classes. Its motto — “Show Us Your Tongue” — sounded intriguing and paradoxical.
On the curators’ orders, the artists were supposed to answer the question in their works: “Are
new technologies capable of creating a new tongue of art — or will art remain an eternal mocking
parodist?” More than 80 artists participated in the festival; they came from over 12 countries,
including the USA, Canada, France, Germany, Belgium, Austria and former Yugoslavia. It is very hard
to list all the interesting projects that that were presented at that time at the Youth Center and that
gathered numerous spectators of all ages — from school students to enthusiastic senior citizens who
had a passion for cybernetics and modern technologies even back in Soviet times when they were
either classified or banned. Here are just a few festival events that are noteworthy.

The French artist Sophie Lavaud held a master class “Active Matrix”, where she presented her
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interactive installation that allowed viewers to become a part of a real picture modeled in 3D.
The artist first based it on Kandinsky’s painting “Yellow-Red-Blue”.

The lecture-performance by Dorit Chrysler (Austria-USA) was called “Hands Off. The Legacy of Lev
Termen in Our Days”. The Theremin, invented in 1919 by Russian physicist Lev Termen, became one
of the first electronic musical instruments in the world and an important step towards the creation
of synthesizers. It is notoriously hard to play, but Doris Chrysler, “Theremin Queen”, demonstrated her
virtuoso technique of playing the instrument, transporting the spectators from the real space into
the virtual world of a Sci-Fi movie.

An expert in the field of interaction between art and new technologies, Dmitry Bulatov, curator of

Kaliningrad Branch of the NCCA, talked in his lecture “Science, Art and Technological Unconscious”

about the origins of the modern technological myth, analyzing artworks that were created with the
use of robotic science, information technologies, biomedicine and nanotechnologies.

The thirteen-year-old schoolboy Daniil Frants (USA) who professionally works with computer game
programs held a workshop called “Minecraft: Creeper Go Boom”. Meant primarily for children, this
workshop attracted adult fans of this popular game as well. The subject was that its initial purpose
was to have the player build a shelter and survive against monsters, but, with time, players started
using Minecraft’'s 3D blocks to create art — architecture, huge statues and more. Daniil Frants’
workshop included a presentation of modules created by the users; furthermore, the participants
were offered to model their own works of cybernetic art on the basis of the game.

2012

I would like to highlight three events in the educational program of Cyberfest-2012. The art historian
Erandy Vergara (Canada-Mexico) gave a lecture “Techno-poetics: Art and Technology in Latin
America”, during which she discussed contemporary media art in the countries of Latin America, its
reception by the public and especially the specifics of teaching media art in art academies. In his
lecture “Sonic Sculpture and Sound Ecology”, the media-artist Taras Mashtalir (USA) showed the best
examples of innovative media projects carried out all over the world. One of the most striking was a
huge flower whose metal petals opened to music in a temple. The program’s last lecture was Ellen
Pearlman’s “The New Aesthetic and the Digital Divide”. The artist from the USA tried to make sense
out of the problem of ignoring or not understanding of technological art that increasingly permeates
contemporary culture.

2013

At Cyfest in 2013, the Hermitage Youth Center presented the project “Schizophrenia Taiwan 2.0”.
Visitors got to know works by young and progressive media artists from Taiwan who prior to that
had been practically unknown abroad. They were born in the age of smartphones in the country that
manufactures over 80% of world electronics. Therefore, the central place in their creative process is
occupied by the comprehension of the consequences of the digital revolution. The video project was
accompanied by lectures, discussions and meetings with the exhibition’s curators.

2014

Educational programs that were held at the Youth Center as part of the Cyfest were augmented in
2014 by the online broadcasting of meetings with the artists, master classes and official openings of
the festival abroad. This format that combined live reports from remote locations with lectures given

KUWBEP®ECT-10

Kapna M3HHuC,

Mutep MaTtuen (CLLUA)
bYAYLWHNE
XEPTBOMNPUHOLWEHNA
BTOPOCTEMEHHbLIX 5Or0B

macmep-knacc
Kubepgpecm-9, MonodesHsili
o0bpazosamenbHbil yeHmp
Spmumaa, Cankm-llemep6ype,
Poccus, 2015
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master class

Cyfest 9, Youth Educational
Centre of the Hermitage Museum,
St. Petersburg, Russia, 2015
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IHT IMKUHCOH (BenukobputaHus)

HWYETO HOBOTO
nepgopmanc, sudeo
Kubepgpecm-9, MonodesHsili
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Spmumaia, Cankm-llemep6ype,
Poccus, 2015

Ant Dickinson (UK)

NOTHING NEW

performance, video

Cyfest 9, Youth Educational
Centre of the Hermitage Museum,
St. Petersburg, Russia, 2015
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by specialists in the halls of Youth Center proved to be very attractive and significantly boosted the
festival’s prestige and renown in the youth environment of St. Petersburg.

In summer of 2014, the Youth Center presented the extraordinarily unified and interesting project
“Capital of Nowhere”. Its main goal was to study conditional aspects of time and space in the forms of
media art. The art works exhibited in the halls of Youth Center were dedicated to the “experience of
living in a variable landscape generated by the media civilization”. The lecture program successfully
complemented the project’s visual part. Pavel Ivanov, a young artist from St. Petersburg and member
of CYLAND Media Art Lab, called his lecture “Means to Create Worlds: Computer Programming and
Drawing”. He talked about the history of emergence of digital art and the use of the computer as a
tool for drawing. The problem of interaction between the computer and traditional drawing was the
subject of the lecture “Art as Life” by Ivan Govorkov who is a famous artist, professor at the Repin
Institute of Arts and active participant (together with Elena Gubanova) of exhibition projects of
CYLAND Media Art Lab.

In 2014, Cyfest was held in St. Petersburg, Berlin, New York, Tokyo and Moscow. The Youth Center
showcased the sound performance and workshop “Hybrid Visions” by Ken Butler (USA), the workshop
“An Introduction to Game Design Tools: From Simple to Complex” as well as the movie marathon
“20 Films about Early Heroes of Electronic Music” and the presentation of the CYLAND Audio Archive
(curators Sergei Komarov and Vladislav Dobrovolsky).

2015

In May of 2015, the exhibition of the CYLAND Media Art Lab “On My Way” was held parallel to
the 56™ Venetian Biennale. Curators Anna Frants and Elena Gubanova presented the best projects
of famous artists who have constantly participated in the events of Cyfest in St. Petersburg:
Vitaly Pushnitsky, Peter Belyi, Alexandra Dementieva, Ludmila Belova, Alexander Shishkin-Hokusai,
Marina Koldobskaya, Elena Gubanova and lvan Govorkov. The exposition was arranged as a dialog
between generations about what creative freedom is and what its boundaries are. Installations created
by artists who were born in the 1960-1970s “conversed” with paintings of Soviet nonconformists of
the Arefiev Circle.

The opening of the Venetian exhibition was broadcast live into the halls of Youth Center, from where
the students gathered at the Hermitage could ask questions of the artists. The viewers focused
their attention on the performance “Patterns of the Mind”, which was a unique dialog between the
computer programming by the 16-year-old Daniil Frants and the “live” drawing by lvan Govorkov,
professor at the Repin Institute. Govorkov’s graphic improvisation, having gone through Frats’
program, transformed before the eyes of spectators into 3D sculptural forms. Could this project be
considered to be a result of creative interaction of traditional art and innovative technologies? Or
was it just a show to attract the public? After a brief discussion at the Hermitage, the question of
whether the integration of technologies into traditional art was possible was answered positively.
The communication between students and artists during a live broadcast became yet another
important page in the history of joint educational programs of the Youth Center and Cyfest.

The same name — “Patterns of the Mind” — was given to the major exhibition project at Cyfest of
2015. In the words of its curator Anna Frants, the theme of this exhibition was that “the artist’s
message communicated reigns supreme and art is a tool for its transmission”. The Youth Center held
master classes that investigated the chosen theme in various aspects. The British artist Paul Malone
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talked about his understanding of “Electric Universe”, elaborating the role of electrodynamics in the
morphology of objects in contemporary astronomy. The Americans Peter Patchen and Carla Gannis
from Pratt Institute (New York) took the participants of their workshop “Future Votives of Lesser
Gods” a few decades forward in order to view e-waste and the possibility of its use from the position
of people in the future.

So, Cyfest is turning ten years old. The project lives and develops, expending its geography and
number of participants, and its educational programs attract a new interested audience. Even this
brief list of joint initiatives of the Your Center and Cyfest allows us to say that the result of this
cooperation is the birth of a new educational concept. For now, St. Petersburg has no structure that
would be able to compete with the Hermitage in terms of the quality of exhibitions of contemporary
art and this, without a doubt, is due to the project “Hermitage 20/21” that has great opportunities
for the organization of both exhibitions and educational activities whose significance today is truly
vast. The fact is that young artists and art historians who have received an academic education often
feel confused when faced with the avalanche of new ideas and means of expression at prestigious
exhibitions in Venice, Paris, New York or London. Trying to fit into the system of contemporary
artistic reference points, they interpret the already known vehicles of Russian and Western
artists who have gained a certain commercial success. The market starts influencing the creative
process of young artists, which unavoidably causes the level of quality of their works to drop. The
orientation of Cyfest towards the connection of art with science and new technologies demands
that artists invited to participate in the festival projects do serious creative pursuits which would

combine intuitive discoveries with the comprehension of cutting-edge research and development.

The educational programs of the Hermitage Youth Center, in their turn, are structured as a dialog
between contemporary art and classical art. The collections of one of the greatest museums in the
world provide a unique opportunity for their continuation.
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Cepreit Tetepun (Poccus)
MEPBbLIE TEPON U TYPY
3NEKTPOHHOM MY3bIKM:
1948-1980

snekyus
Kubepgpecm-4, MonooexHeili
06pazosamesbHebil yeHmMp
Spmumaa, Cankm-llemepbype,
Poccus, 2010

Sergey Teterin (Russia)

FIRST HEROES AND GURUS
OF ELECTRONIC MUSIC:
1948-1980

lecture

Cyfest 4, Youth Educational
Centre of the Hermitage Museum,
St. Petersburg, Russia, 2010

45



HOBbIE TEXHOJIOTUUN B UCKYCCTBE

Hatanua Kypuanosa (Hbto-Mopk, CLLIA)
UcKyccmeoseo, apm-kpumuk, Kypamop

Hemeukunit dunocod MaptuH Xavgerrep npesnoXmn HOAHCUPOBAHHbBIV M MPOHMLATENbHbIA CNOCO6
pasMbllLIEHUS O B3aUMOLEWCTBUM UCKYCCTBA M TEXHONOIMM B [BYX M3BECTHbIX 3cce — «MCTOK
XypoxecTBeHHOro TBopeHus» (1935-1937, onybnukosaHo B 1950-M) u «Bonpoc o TexHuke»
(onybnukosaHo B 1954-m). B 6onee paHHeM TekCcTe OH onpegenseT Npou3BefeHWe WMCKYCCTBA
KaK anneropuio U CMMBOJ, HO FNaBHbIM 00pa3oOM Kak aBneHue cpofHuM no3smu. CospaHune Gopmol
unu curypsl (Gestalt) B uckycctse, no Xanpgerrepy, BbisiBNSeT U «3aKpennseT Ha MecTe» UCTUHY
O KOHKPETHOM MNpOSB/IEHUMM YesioBeYeCKOW npupoabl. DTa durypa — pesynbraT pasrpaHUYeHuns
TOrO, YTO WCMbITbIBAETCS NOCPELCTBOM YYBCTB, U TOrO, 4TO 6bINO MPOAYMAHO; YYBCTBO U MbIC/b
NpUHaANeXaT K NPOTUBOMOCTABASEMbIM, HO B3aMMOCBSA3aHHbIM chepaM «3eMu» 1 «Mupax. MNo3zus
M UCKYCCTBO, NOSIBNAOLMECS BC/IELCTBME TAKOIO pa3rpaHUYeHus, 40T BOSMOXHOCTb UCTUHE NoAeN
«CUATb» «B NEPBbIA pa3». B 3ToM 3cce Xaiperrep 3aTparMBaeT TeMy POACTBa UCKYCCTBA U TEXHUKM,
YyNoMWHag, YTO rpeKkn MCNoNb30Banu OGHO U TO e CNOBO — «TexHe» (téyvy) — ANa pemMecna v Ans
MCKYCCTBA M YTO AN HUX MCKYCCTBO BCeraa AOMIXKHO 6bino 6bITb PYyKOTBOPHbLIM. «B rpeyeckom s3bike
«TexHe» He 0003HayaeT HWM peMecna, HU UCKYCCTBA, — YTOYHAET Punocod, — M yX KOHEYHo, 3TO
He TeXHONOTMS B COBPEMEHHOM MOHMMaHuW. oA 3TUM HUKOrAa He UMeeTcs B BUAY Kakoe-nubo
NpakTMYeckoe AoCTuxeHne. CKopee «TEXHE» 03HAYaET NyTb NO3HaAHUAN!.

B 6onee nosgHeM 3cce Xaiperrep pasBuMBaeT MbIC/b O XapakTepe COBPEMEHHOW TeXHONOruu
M ee CBA3M C UCKYCCTBOM. OH MOSCHAET, YTO TEXHONOMUS OTIMYAETC OT PEMECNA TeM, YTO «pac-
KpblTMe, KaKUM 3aXBayeHa COBPEMEHHAs TEXHWMKA, Pa3BEPTLIBAETCS HE MPOM3BEAEHUEM B CMbIC/E
Jnoviecuc” (moinoig)», NOCKONbKY Mepen, NPUPOAON CTABUTCS «HEC/bIXaHHOe TpeGoBaHue GbiTb Mo-
CTaBLLMKOM 3HEpPrumn, KOTOPYH0 MOXKHO 6blN0 6bl LOOBIBATL M 3anacaTbh Kak TaKOBYH»2. ITO «HEC/bI-
XaHHoe TpeboBaHWe» CO CTOPOHbI COBPEMEHHOM TEXHONOMMU, KOTOpOe XalAerrep Takxe HasblBaeT
HEBKJIIOYEHHbIM PE3ePBOM AENCTBUTENBHOMO®, ONMUCHIBAETCS KaK NMPOLLECC, NPU KOTOPOM «TasLascs
B NPUPOJEe SHEPrUs U3BNEKAETCS, U3BNEYEHHOe NnepepabaTbiBaeTcs, nepepaboTaHHOe HakannuBaeT-
€4, HAKOMNIEHHOE ONATb pacnpenenseTcs, a pacnpeneseHHoe cCHoBa npeobpasyeTcsa»®. 3TOT npouecc
TpebyeT NOCTOSHHOIO PerynuMpoBaHns U yropsaounBaHus. TEXHONOrMYECKUIA NpeaMeT — Hanpumep
iPhone — 06bI4HO CKPbIBAETCS BHYTPU 3TOFO YNOPSIAOUMBAHUSA U IBNSETCS HEBKJTIOUYEHHbIM PE3EPBOM
Kak npefMeT Nosib30BaHUS; OH He «MPOTUBOCTOMUT KaK NPeAMET», Mbl HE MOCTUraeM ero Hayano U ero
noTeHLMan, ero «CyLWHOCTb» B NO3TUYECKOM CMbicie. OnacHOCTb NOJ06HOr0 OAHOCTOPOHHENO MOHK-
MaHMS COBPEMEHHOM TEXHONOrMK, CHOKYCMPOBAHHOTO TOIbKO Ha MNONb30BAHWM, 3aK/IKOYAETCS B TOM,
UTO KOpPpPEKTHOE UCTONKOBAHWE NPUPOJbl B COOTBETCTBMUM C MPOLLECCOM YNOPSALOYMBAHUS 3aCTaBUT
MCTUHHOE YITH CO CLEHbI. MICKYCCTBO «CMACcaeT» TEXHOMOIMIO OT NafeHUs B NPONaCcTb KOPPEKTHOCTY.
Baunxe K KOHLY TekcTa Xaiaerrep obpaliaeTcs K rpeqyeckoit aHTMYHOCTU B MOUCKAX KpUTEPUS UCTU-
Hbl B UCKYCCTBE, 3as1BASS, YTO «/IULLb TO, YTO NPEAOCTABSETCS, BbIAEPXKUBAET UCMbITAHNE BPEMEHEM.

1 Heidegger M. The Origin of the Work of Art // Heidegger M. Off the Beaten Track / trans. J. Young, K. Haynes. —
Cambridge: Cambridge University Press, 2002. — P. 35.

2 Heidegger M. The Question Concerning Technology // Heidegger M. The Question Concerning Technology
and Other Essays / trans. W. Lovitt. — New York and London: Garland Publishing, Inc., 1977. — P. 6.

3 Ibid., p. 7.
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AHHa ®panu, (Poccus-CLUA),
MapuHa Konpo6ckas (Poccus)
KWUBEPLWUEM «TTOK»
nepgopmarc

lpou3sodcmeo meduanabopamopuu
CYLAND. Kubepgecm-3, Monodex-
HbIl 06paszosamensHbIl yeHmp
Spmumaia, Cankm-lemep6ype,
Poccus, 2009

Anna Frants (Russia-USA),
Marina Koldobskaya (Russia)
CYBER HELMET “TRIP”
performance

Project by CYLAND Media Art Lab.
Cyfest 3, Youth Educational Centre
of the Hermitage Museum,

St. Petersburg, Russia, 2009

PaitaH Bynd (CLLIA)
BETBUCTbBIE CTPYKTYPbI
UHCMAannauus
Kubepgpecm-7, The WYE,
bepnuH, lepmarus, 2013

Ryan Wolfe (USA)

BRANCHING SYSTEMS
installation

Cyfest 7, The WYE, Berlin, Germany,
2013

&

47



«...K 1965 roay nHTepec XyLoxHu-
KOB K HOBbIM TEXHO/IOFMUAM 3HAUU-
TeNbHO BbIpOC. MHOTME U3 y4aCTHU-
KOB COBMECTHbIX NpeaCcTaBAeHuUN,
KOTOpble yCTPauBanuCh B LLEPKBU
[>xafcoHa v Ha ApYTrUX Hbio-
MOPKCKMX NAoWanaKax, Bblpasuam
XenaHue co3patb 6onee MawTab-
HY0 NocTaHoBKY. Mbl c bobom
PayweHn6eprom cobpanu rpynny
XYA0XHUKOB, 3aMHTEPECOBAHHBIX

B COTPYAHUYECTBE C MHXEHepamu

C Lenbl BHeApeHUs B 3TU nocTa-
HOBKM TEXHOMIOFMYECKMX HOBLIECTB.
B rpynny Bxoaunu: xoH Kenax,
Nwoumnnpa Yanngs, Oneung @anb-
cTpoM, Anekc X3i, le6bopa X3i,
Cru lMNakcToH, MBoHHa PaiiHep,
PobepTt Paywenbepr, 138ua Togop
u PobepT YutmaH. Mepsas BcTpeya,
Ha KOTOPOWM XYLOXHUKM CMONKN 06-
CYAMTb CBOM MAAHbI C UHXEHEPaMM,
cocToanacb B Hayane 1966 roga

B cTyauu PayweHbepra».

U3 kHueu bunnu Knweepa «Mcmopus E.A.T.

SKcnepuMeHmesl 8 UCKyCCMee U mexHos0-
auu, 1960-2001»

“...By 1965, the artists’ interest
towards new technologies
significantly increased. Many of
participants of joint performances
that were held at the Judson
Church and on other New-York
venues expressed a desire to create
a greater-scale production. Bob
Rauschenberg and | gathered a
group of artist who were interested
in collaboration with engineers

for the purpose of introducing
technological novelties into those
productions. The group included
John Cage, Lucinda Childs, Oyvind
Fahlstrom, Alex Hay, Deborah

Hay, Steve Paxton, Yvonne Rainer,
Robert Rauschenberg, David Tudor
and Robert Whitman. The first
meeting at which artists could
discuss their plans with engineers
took place in the beginning of 1966
in Rauschenberg’s studio”.

From the book of Billy Kliiver

“The Story of E.A.T.: Experiments

in Art and Technology, 1960-2001"
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To, YTO BbIAEPXKMBAET UCMbITAHUE BPEMEHEM C UCXOLHOTO, C CAMbIX PaHHUX Havas, TO U OCYLLEeCTBASA-
eT npepocTaBneHune»*. Ounocod HaNOMUMHAET O TOM BPEMEHMU, KOTAA «NPOU3BELEHME UCTUHBI B Kpa-
COTY Ha3blBANIOCh KTEXHE®, U C/IOBOM KTEXHE» TAKXKE HA3bIBANCA «MOMECUC» MU3ALLHBIX UCKYCCTBY’,
0TCbINas TakMM 06pa3oM K COAep)KaHUIO CBOEro 6osiee paHHero 3cce.

JTOT npouecc sBNnseTcs Npou3BeAeHNEM UCTUHbI He06S3aTeNnbHO B KpacoTy, a B Ntob6oe cocTosHue
OTKPOBEHMS, B KOTOPOM €€ MOXHO 3aMeTUTb M CO3epLaTh KaK TO, YTO eCTb 06LWEero y CKyccTBa u Tex-
HOMOTMU, U TO, YTO OHM MOTYT NOMOYb APYr APYry PackpbiTb. B npownom mbl Habnoaaem nogobHoe
COTPYAHMYECTBO, HaNpuMep, y UCTOKOB GoTorpadum uam npu opraHuMsaLmnm «IKCNEepUMEHTOB B UC-
KyccTBe u TexHonorum» (Experiments in Art and Technology, E.A.T)) B 1967 rony xynoxHukamu Pobep-
ToM Paywenb6eprom u PobepTom YuTmMeHOM B coto3e € MHxeHepamu bunnm Kniosepom n ®pepom
Banbaxayspom.

CpaBHuTenbHO HepaBHo, B 2007 roay, AHHa ®paHu, u MapuHa Konpobckas ocHoBanu MexayHapoa-
Hyto nabopatopmio Megmanckycctea CYLAND m cobpanu BOKpyr Hee XyLOXXHUKOB M MPOrpaMMUCTOB.
Mwuccueit aTon nabopaTopum CTano pasBUTME AUANIOTA MEXAY XYLOXKHUKAMU U MHXKEHEPAMU U NpU-
B/leYeHWe BHMMaHUS K HOBbIM Meana. BaxHeliwas n3 ctoawmx nepen CYLAND 3apay — obyuyeHue
XYLOXHWKOB TOMY, KakK 3ale\CTBOBaTb HOBbIE TEXHONOMUU.

Mon HOBbIMM Meama NOHMMAETCS MCNONb30BAHUE KOMMbOTEPOB, NPOrpaMMUPOBAHUA U PA3NTUYHDBIX
HOBbIX TEXHOIOTUN, KOTOpPbIE NPUMEHAKTCA B NPAKTUYECKMX KOHTEKCTAX — Hanpumep gnd nepenayu
n 06pa6OTKIA LI,IA¢)pOBbIX AOaHHbIX, 4Na ynyvylweHna CKOpoCcTHu BbIYMCNEHUN, — @ TAKXE B UCKYCCTBE. Mc-
KYCCTBO HOBbIX MeAMa OTpaXaeT YenoBeYeCKY peasbHOCTb, MOCTOAHHO U3MEHAKOLWYCA Noa BO3-
OeNCTBUEM TEXHOOTUN. Xy,lJ,O)KHMKM HOBbIX MeOua nccnegyrT HOBYHO OEeNCTBUTENbHOCTb M HOBbIE
¢)0pr| CaMOIA,EI,EHTVIQJIAKaLI,MM, KOTOpPbl€ BO3HMKAKT B pe3ynbTaTte npeo6pa3OBava Hallero noHuMma-
HUA MUpa. ITM HabNOLEHUS OCMBICNSOTCS nocpencTtsoM BUAeO, nepcbopMchos, MyﬂbTMME,ﬂ,MHHbIX
M 3BYKOBbIX WMHCTaNNsLMM, a Takxe MHTEPHET-NPOEKTOB.

HoBble MeiMa — 3TO NOCTOSIHHO pacLWIMPSIOLLEECs HAaNpPaBAEHWE B UCKYCCTBE, NnaTdopMa ans skcne-
PVUMEHTOB, e HayKa U UCKYCCTBO C/IMBAKOTCS BOEAMHO.

4 Ibid., p. 16.
5 Ibid., p. 18.
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TECHNOLOGY IN ART

Natalia Kurchanova (New York, USA)
art historian, art critic, curator

The German philosopher Martin Heidegger offered a nuanced and insightful way to think about the
relationship between art and technology in two well-known essays, “The Origin of the Work of Art”
(1935-1937, published in 1950) and “The Question Concerning Technology” (published in 1954). In
the earlier text, he defined a work of art as an allegory and a symbol, but mainly as an act akin to
poetry, in which the activity of creating a form or figure [Gestalt] is effected in such a way that it sets
forth and “fixes in place” the truth about a particular instance of human condition. This figure is a re-
sult of a split between an attachment to what is experienced through feelings on one hand and what
is thought on the other, when feeling and thought belong to the counterposed but interconnected
realms of “the earth” and “the world.” Poetry and art, which appear as a result of this split, allow the
truth of beings to “shine” “for the first time.” In this essay, Heidegger touched upon an affinity of art
and technology by mentioning that the Greeks used the same word, téyvy, for both handicraft and
art, and that for them art had to be always made by hand. Heidegger specified that “In Greek, réyvy
means neither craft nor art, and absolutely not the technical in the modern sense. It never means any
kind of practical accomplishment. Rather, réyvy designates a way of knowing.”

In the later text, Heidegger elaborated on the character of modern technology and its relation to
art. He specified that modern technology differs from handicraft in that “the revealing that holds
sway throughout modern technology does not unfold into a bringing-forth in the sense of poiésis,”
because it is “challenged” by “the unreasonable demand that it supply energy [from nature] that can
be extracted and stored as such.”? This “challenging” of modern technology, which Heidegger also
calls the “standing-reserve of the real,” is described as a process in which “the energy concealed in
nature is unlocked, what is unlocked is transformed, what is transformed is stored up, what is stored
up is, in turn, distributed, and what is distributed is switched about ever anew.”® This process requires
constant regulation and ordering. A technological object — an iPhone, for example — is usually
concealed within this ordering and is standing reserve as an object of use; it does not “stand over
against as object,” we do not comprehend its beginnings and its promise, its “essence” in the poetic
sense. The danger of such one-sided understanding of modern technology focused on use only is
that the correct interpretation of nature according to the process of ordering will make the true to
withdraw. Art “saves” technology from falling into the abyss of correctness. Toward the conclusion
of his text, Heidegger turns to Greek antiquity for the criterion of truth in art, saying that “[o]nly
what is granted endures. That which endures primarily out of the earliest beginning is what grants™
and evoking “a time when the bringing-forth of the true into the beautiful was called 7éyvy, and the
poiésis of the fine arts also was called téyvn,” thereby echoing the argument of his earlier essay.

1 Martin Heidegger, “The Origin of the Work of Art,” in Off the Beaten Track, trans. and ed. by Julian Young and
Kenneth Haynes (Cambridge University Press, 2002), p. 35.

2 Martin Heidegger, “The Question Concerning Technology,” in The Question Concerning Technology and Other
Essays, trans. William Lovitt (New York and London: Garland Publishing, Inc., 1977), p. 6.

3 Ibid., p. 7.
4 Ibid., p. 16.
5 Ibid., p. 18.
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Anucua Srrept, Maitk ®neMuHr
(CLLA)

BEYHOCTb
MeouauHcmannayus
Kubepgecm-6, kpeamusHoe
npocmpaHcmeo «Tkayus,
CaHkm-llemepbype, Poccus, 2012

Alicia Eggert, Mike Fleming (USA)
ETERNITY

media installation

Cyfest 6, Tkachi Creative Space,

St. Petersburg, Russia, 2012

Anexkcevi 'paues (Poccus)

PYB PEAJIbHOIO BPEMEHU
ayououHcmannayus

lpou3sodcmeo meduanabopamopuu
CYLAND. Bvicmaska «MaHugpecm
Mynsc 1», Maneiii 3an B3 «Marexcs,
Ca+Hkm-llemepbype, Poccus, 2014

Alexey Grachev (Russia)
REAL-TIME GROOVE

audio installation

Project by CYLAND Media Art Lab.

“Manifest Pulse 1” exhibition,

Manege Central Exhibition Hall
(Small Hall), St. Petersburg, Russia,
2014
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Disney Nasa Borg (CLLIA)
SCTETUKA YBAOAHNA.
YMUPAKOLWLASA SNNEKTPOHMKA
MeouauHcmanaayus

Kubepgecm-7, The WYE, bepnuH,
lepmanus, 2013

Disney Nasa Borg (USA)
AESTHETICS OF DECAY; DESIGN
FOR DYING ELECTRONICS
media installation

Cyfest 7, The WYE, Berlin, Germany,
2013

Jleo HyHbec (ApreHTunHa)
XWN3Hb — UTPA
MeouauHCMannayuus
Kubepgecm-6, kpeamusHoe
npocmpaHcmeo «Tkaqu,
CaHkm-llemepbype, Poccus, 2012

Leo Nuiiez (Argentina)

GAME OF LIFE

media installation

Cyfest 6, Tkachi Creative Space,
St. Petersburg, Russia, 2012

This process is that of the bringing of the true not necessarily into the beautiful, but into any state of
revelation in which it is possible to notice and contemplate it as something that art and technology
have in common, and can help each other to bring forth. Historically, we can see this collaboration in
the origin of photography, for example, or in 20%"-century art in the establishment of Experiments in
Art and Technology (E.A.T.) in 1967 by artists Robert Rauschenberg and Robert Whitman in alliance
with engineers Billy Kliver and Fred Waldhauer. Most recently, Anna Frants and a group of artists
and technological specialists whom she gathered around Cyland Media Art Lab and Cyfest have made
it their mission to “develop dialogue between artists and engineers; educate people on how to use
creative technology; attract artists, audiences, and attention to New Media.” New Media — meaning
computers and other digital technology — is used in various practical contexts for communication,
distribution, manipulation of digital data, improvement of calculation speed, and in art. There, it
reflects a reality that is human but is also indelibly fused with and transformed by technology.
Performances and multimedia installations initiated by artists specializing in new media investigate
a new reality and new identities that emerge as a result of transformation of our understanding of
the world brought about by modern technology.

EBrenunit Yeptonnsacos,

Cepreit Koctbipko (Poccus)
NnTMUA CO CMELWLEHHBIM
LEHTPOM TAXECTHU
ayouosu3yanbHas UHCMAannayus
lpu nodoepike meduanabopa-
mopuu CYLAND. KpeamugHoe
npocmpaHcmeo «Tatiea,
Caxnkm-llemep6bype, Poccus, 2015

Eugeniy Chertoplyasov,

Sergey Kostyrko (Russia)

THE BIRD WITH A DISPLACED
GRAVITY CENTER

audio-visual installation

Supported by CYLAND Media Art
Lab. Taiga Creative Space,

St. Petersburg, Russia, 2015
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YYACTHUKMU
OECTUBAIJIA

Ipynna «AEC+®» (Poccus)

Mapuna Anekceesa (Poccus)

KamepoH AckuH (HoBas 3enaHang)
Mopmuna Benosa (Poccus)

MeTp Benbiii (Poccus)

Hukuta byraes (Poccus)

Amutpuii bynatos (Poccus)

Paitan Byng (CLLIA)

Ine6 MounTN, npoekT Bred Blondie (Poccus)
UsaH lNoBopkoBs (Poccug)

PomaH lNonosko, npoekT Wolffflow (Poccus)
Anexkcen paues (Poccus)

Unbsa Mpuwaes (Poccus)

Enena lNy6aHoBa (Poccus)

Kapna MHHuc (CLLUA)

PoHanbpa AaroHHbe (benbrus)

AnekcaHapa [lemeHTbeBa (benbrus)
Bnapucnae Jo6posonbckuid, npoekt S A D (Poccus)
Mus 3a6enka (ABcTpus)

TaTtbsaHa 3am6paHo (Konymbus)

Onua 3actaBa (Poccuq)

Ipynna «3nble» (Poccus)

BukTtopus Untowkuna (Poccus)

Amutpuii KaBapra (Poccus)

Bopwuc Kasakos (Poccus)

Xauatyp KaHasiH (fepmaHus)

Monuna Kanuc (Poccus)

AHppec Kactanbo (Konym6us)

Cepreii KatpaH (Poccus)

CbtozaH Kneiin6epr (CLUA)

Cepreii Komapos (Poccus)

Erop KpadT (Poccus)

Ipynna «Kyaa 6eryt cob6aku» (Poccus)
lOnusa Nanuna (Poccus-CLUA)

Yunnbam Jleiitam (Benvkobputarus)
AnekcaHap Jleumuyc (Poccus)

KaTtepuHa JInbeposckas (KaHaga)

Hxo3ed Maiikn (HoBas 3enaHaus)

Maona Maiiknc (Konymbus)

Cbio3aH MakYunnbsam (CesepHasg VMipnanaus)

Omunu Mak®apnenpg, (CeepHas Upnanans)
An Mapronuc (CLLA)

®panceck MapTu (MicnaHus-Benukobputanus)
Kpuc Mracca, npoekt Meow Moon (Poccus)
Wropb Monouesckuii (CLLA)

AnekcaHap Moposos (Poccus)

Amutpuit Moposos aka ::vtol:: (Poccus)
Muxaun Msacoepos, npoekT Brinstaar (Poccus)
JIn In Ham (tOxxHas Kopes)

MpuHa HaxoBa (Poccus)

®unn Hubnok (CLUA)

Hao Huwwuxapa (inoHus)

Hoxato Mukkono (Mtanus)

KartepuHa MNuw, (Poccus)

®a6puumo Mneccn (Mtanus)

AHTOHMHa Mo3aHaAkoBa (Poccus)

Butanwuit MywHuukui (Poccus)

Hazap PaxmaHoB (Poccus)

dayapa PaxmaHos (Poccus)

3nc BaH Pun (benbrus)

BepoHuka PyabeBa-PsasaHueBa (Poccus)

Unbsa CapoBckuit, npoekt Meow Moon (Poccus)
CaHkT-lNeTep6yprckuii UMNpPoBU3aLMOHHBIN opKkecTp (Poccus)
AnekcaHap CepeueHko, npoekT Solo Operator (Poccus)
Hanuanb Cumbupa (CLLA)

Enena Cno6ueBa (Poccus)

Bacunuit CrenaHoB, npoekT S A D (Poccus)
KoaH Teiic (benbrus)

Ipynna «TepMunHan pusaiin» (Poccus)
AHnactacus TonuHeBa (Poccus)

Aatranu Tyney6ek (Hopserus)

AnHa ®paHu, (Poccua-CLLA)

Manunna ®panu (CLLA)

Maiikn XaHHa (CeBepHas MpnaHaus)

MBaH XumuH (Poccus)

®eiit Xonnaua (CLUA)

AnekcaHap WuwkuH-Xokycai (Poccus)
Amutpuii Wy6un (Poccus)

CYFEST-10

FESTIVAL
PARTICIPANTS

AES+F Group (Russia)

Marina Alekseeva (Russia)
Cameron Askin (New Zealand)
Ludmila Belova (Russia)

Peter Belyi (Russia)

Nikita Bugaev (Russia)

Dmitry Bulatov (Russia)

Ryan Wolfe (USA)

Gleb Glonti, Bred Blondie (Russia)
Ivan Govorkov (Russia)

Roman Golovko, Wolffflow (Russia)
Alexey Grachev (Russia)

Ilya Grishaev (Russia)

Elena Gubanova (Russia)

Carla Gannis (USA)

Ronald Dagonnier (Belgium)
Alexandra Dementieva (Belgium)
Vladislav Dobrovolsky, S A D (Russia)
Mia Zabelka (Austria)

Tatyana Zambrano (Colombia)
Julia Zastava (Russia)

Zlye Group (Russia)

Victoria Ilyushkina (Russia)
Dmitry Kawarga (Russia)

Boris Kazakov (Russia)
Chatschatur Kanajan (Germany)
Polina Kanis (Russia)

Andres Castaiio (Colombia)
Sergey Katran (Russia)

Susan Kleinberg (USA)

Sergey Komarov (Russia)

Egor Kraft (Russia)

Where Dogs Run Group (Russia)
Yuliya Lanina (Russia-USA)
William Latham (UK)

Alexander Letsius (Russia)
Katherine Liberovskaya (Canada)
Joseph Michael (New Zealand)
Paola Michaels (Colombia)

Susan MacWilliam (Northern Ireland)

KUWBEP®ECT-10

Emily McFarland (Northern Ireland)
Al Margolis (USA)

Francesc Marti (Spain-UK)

Chris Mgassa, Meow Moon (Russia)
Igor Molochevsky (USA)

Alexander Morozov (Russia)

Dmitry Morozov aka ::vtol:: (Russia)
Mikhail Myasoedov, Brinstaar (Russia)
Lee Lee Nam (South Korea)

Irina Nakhova (Russia)

Phill Niblock (USA)

Nao Nishihara (Japan)

Donato Piccolo (Italy)

Katerina Pits (Russia)

Fabrizio Plessi (Italy)

Antonina Pozdnyakova (Russia)
Vitaly Pushnitsky (Russia)

Nazar Rakhmanov (Russia)

Eduard Rakhmanov (Russia)

Els van Riel (Belgium)

Veronika Rudyeva-Ryazantseva (Russia)
Ilya Sadovsky, Meow Moon (Russia)
St. Petersburg Improvisers Orchestra (Russia)
Alexander Serechenko, Solo Operator (Russia)
Danielle Siembieda (USA)

Elena Slobtseva (Russia)

Vasily Stepanov, S A D (Russia)

Koen Theys (Belgium)

Terminal Design Group (Russia)
Anastasia Tolchneva (Russia)

Ayatgali Tuleubek (Norway)

Anna Frants (Russia-USA)

Daniil Frants (USA)

Michael Hanna (Northern Ireland)
Ivan Khimin (Russia)

Faith Holland (USA)

Alexander Shishkin-Hokusai (Russia)
Dmitry Shubin (Russia)
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CUCTEMA
KOOPAUHAT

KOHLENLUMA 10-r0 MEXXAYHAPOAHOIO
®ECTUBANA MEONAUCKYCCTBA «KUBEP®ECT»

MpoekT «CucTeMa KOOPAMHAT» — 3TO pa3MbllUNEHNE O HEHOMEHE COCYLLECTBOBAHUS U MEPECEYEHUS YHUKANb-
HOTO U O6bIAEHHOTO, IMYHOTO M 06LLECTBEHHOTO, POMAHTUYECKOTO M TPUBUAJIBHOTO — BCETO TOTO, YTO HAMOJHSA-
€T XXM3HbIO MUP BOKPYT Hac.

Bo3MOXHO, BCe BblAeNSEMOe CO3HAaHMEM YenoBeKa MHOroobpasme 06bEKTOB U SIBJIEHUI MUpa HEPA3PbIBHO
CBSI3@HO C YCTAHOBKOM HEKMX CMCTEM KOOPAMHAT.

MOXHO Ha3BaTb Lenbli paa TakKnX CUCTEM, CTaBLUMX BEXaMU B O6paBOBaHl/Il/I Kapkaca BOCnpUATHUAa OKpYyXato-
wero Mupa. 70 npexnae Bcero noasneHue aﬂanBl/ITOB pa3HOro Tmna, HA4MHaa C reHHOro YpoBHA U 3aKaH4Yn-
Bad NMCbMEHHOCTbLIO U €€ KOMI'IbFOTepHOVI peanmauweﬁ. Tak>e 37O CUCTEMBI, nopoanBline NOHATUA BPEMEHMU

n NCTopun LMBUAN3ALMNA, KOOpAMHATbl UCKYCCTBA, HAYKN U (bl/IJ'IOCO(DMI/I. COBGDLIJGHCTBOBaHI/Ie TEXHUK M3o6pa-
3UTENbHOI0 MCKYCCTBA, CO3A4aHMNE A3blKa FrAapMOHNNU U HOTHOM 3aNucK B MYy3blKe, OTKpbITUE CDI/IBI/IHGCKVIX 3aKOHOB
M nepuoagnyHoCTH CBOMCTB XMMUYECKUX 3N1EMEHTOB — BOT /INLLIb HEKOTOpble U3 MHOXECTBA NPUMEPOB.

BO3HMKAET MbIC/Ib, YTO M CaM HEHOMEH Hab/Il4AEMOr0 MMPa AN YENOBEKA ABSAETCS PE3YNbTaTOM Pa3BePThI-
BaHMSA €ro CO3HaHMS Yepes BbIABUXKEHWNE PA3/IMYHbIX CUCTEM KOOPAMHAT.

Ob6paTmumcs k U3BECTHOM NereHae o co3aaHum lekaptoM cuctemsl koopamnHat (1637). OHa rnacuT, 4To ogHaX-
Abl PeHe [lekapT Becb feHb Nposiexxan B KpOBATH, AyMas 0 YEM-TO, @ MyXa XYX>Kana BOKPYr 1 He AaBana eMy
cocpenoTountbcs. OH cTan pasMbIWATb, Kak 6bl ONUCATb MONIOXKEHNE MYXU B 06O MOMEHT BpEMEHMU, YTOOBI
MMeTb BO3MOXHOCTb NPUXJIONHYTb ee 6e3 npoMaxa, — U NpuayMan AeKapToBbl KOOPAUHATLI. Tak BOT, NO3u-
LIMIO XYO0XHMKA MOXXHO COOTHECTU OAHOBPEMEHHO U € [lekapToMm, NexallMM Ha AuBaHe, U C MyXOR, MoN3yLen
Mo CTEHE ero KOMHaTbl.

To eCTb, C 04HOM CTOPOHbI, XYA0XHWK — 3TO HabnwaaTeNb, CO34al0WMIA TOYHYH CETb ONpeaeneHunii, 0CHOBaH-
HblX Ha peHoMeHe Habnogaemoro mupa. C 4pyroi CTOpOHbI, B CBOEM TBOPYECTBE OH CaM ABNSETCSH KTOYKOM
rnepeceyeHus» B UM e CO34aHHOM CUCTEME KoopAaMHaT. [lepBas No3numus onpeaensetcs MeTapusnyeckmm,
TPaHCLEHAEHTANIbHbIM BEKTOPOM, HEM3MEHHOE CBOMCTBO KOTOPOr0 — ABUXXEHME MOBEPX BCETO, YHUKAbHbIN
XapakTep 0630pa. Bropas Touka BO3HWKAET BHYTPU CaMOM JIMYHOCTH, CO3aBasi 30HY YACTHbIX MPUOPUTETOB
B HAaLUEM MUpPE HeMpeCcTaHHbIX NEPEMEH.

I'IepecequMe 3TUX ABYX BEKTOPOB — YHUKANbHAA CMCTEMaA ANA KaXXA0ro y4aCTHMKA TBOPYECKOro npouecca,
B KOTOprI:i BOB/IEYEH U 3PpUTENb KaK obnapatens cBoOei cOBCTBEHHOM CUCTEMBI KOOpAUHaAT. 3T0T 6ECKOHEeYHbIN
n MHOFOO6p33HbII71 npouecc CTONKHOBEHUA pa3HOHANPaBNEHHbIX MHEHUI’, MO3ULUIA U CUCTEM nopoXXaaeT BCce
HOBbI€ TOYKK NepeceyvyeHnq, CTpyKTypbl U CBA3U, Cpeay ANna UCKYCCTBa U, B KOHEYHOM CYeTe, CaMO UCKYCCTBO.

AHHa ®paHy

CYFEST-10

FRAME
OF REFERENCE

CONCEPT OF THE 10TH INTERNATIONAL
MEDIA ART FESTIVAL “CYFEST”

The project “Frame of Reference” is an attempt to contemplate the phenomenon of coexistence and
intersection of the unique and the ordinary, personal and social, romantic and trivial — everything that fills the
world around us with life.

Perhaps all the diversity of objects and phenomena of the world that the human mind discerns is inexorably
associated with setting up certain coordinate systems.

One could name a whole series of such systems which became milestones in creating a perception of the
picture of the world around us. Above all, the creation of various alphabets, from the genetic level to written
language and its computer realization. Also, the coordinate systems that engendered notions of time and the
history of civilizations, coordinates of art, science and philosophy. The refinement of the techniques of visual
art, creation of the language of harmony and notation in music, discovery of the principles of physics and the
periodic nature of the properties of chemical elements — these are but a few of the numerous examples.

Consequently, the thought arises that for human beings, the very phenomenon of the observed world is
a result of their mind’s development through the advancement of various coordinate systems.

According to the famous legend of how René Descartes came up with his coordinate system (1637), once

the scientist spent a whole day in bed thinking about something, and there was a fly buzzing around and
interfering with his concentration. He started pondering on how he could describe the fly’s location at

any given moment of time so that he would be able to swat it without missing. And... he came up with the
Cartesian coordinates. Thus, the artist’s position could be identified simultaneously both with Descartes, lying
in bed, and with the fly crawling on the wall of his room.

That is to say, on the one hand, the artist is an observer who creates the precise net of definitions based on
the phenomenon of the world that he observes, and, on the other hand, in his art, he himself is a “point of
intersection” in a coordinate system that he himself created. The first position is determined by a metaphysical
or transcendental vector whose invariable property is movement above everything and the unique nature of
the outlook. The second point is projected inside the person itself by creating the zone of private priorities in
our world of incessant changes.

The intersection of these two vectors constitutes a unique system for each participant of the creative process
that also draws in the viewer as a possessor of his own coordinate system. This endless and manifold process
of the clash of various vectors of subjective opinions, positions and systems engenders ever new points of
intersection, new structures and connections, an environment for art and, ultimately, it creates art itself.

Anna Frants

KUWBEP®ECT-10
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MHTEPMPETALINW

HAYYHO-WUCCNELOBATEJIbCKUM
MY3EN POCCUNCKON AKALEMNU
XYOOXECTB

Kypatop
EneHa lN'y6aHoBa (Poccus)

YyacTHuKu

MapuHa Anekceea (Poccus)
Mopamuna benosa (Poccus)

MBaH lNoBopkoB (Poccus)

EneHa lN'y6aHoBa (Poccus)

Anekcanapa [leMeHTbeBa (benbrus)
Cepreit KatpaH (Poccus)

CbtosaH KneiiH6epr (CLLA)

I'pynna «Kyaa 6eryt cob6aku» (Poccus)
Mropb Monouesckuii (CLLIA)

Amutpuii Moposos aka ::vtol:: (Poccus)
JIv JIu Ham (lOxHas Kopes)

Mpuna Haxosa (Poccua)

[onato MNukkono (Mtanus)

®Mabpuumo Mneccu (MTanus)

Butanwuit MywHuukui (Poccus)

KosH Teiic (benbrus)

AHHa ®PpaHu, (Poccua-CLLA)
Anekcanap WnwkuH-Xokycan (Poccus)

INTERPRETATIONS

SCIENTIFIC RESEARCH MUSEUM
OF THE RUSSIAN ACADEMY
OF ARTS

Curated by
Elena Gubanova (Russia)

Participants

Marina Alekseeva (Russia)

Ludmila Belova (Russia)

Ivan Govorkov (Russia)

Elena Gubanova (Russia)

Alexandra Dementieva (Belgium)
Sergey Katran (Russia)

Susan Kleinberg (USA)

Where Dogs Run Group (Russia)
Igor Molochevsky (USA)

Dmitry Morozov aka :vtol:: (Russia)
Lee Lee Nam (South Korea)

Irina Nakhova (Russia)

Donato Piccolo (Italy)

Fabrizio Plessi (Italy)

Vitaly Pushnitsky (Russia)

Koen Theys (Belgium)

Anna Frants (Russia-USA)
Alexander Shishkin-Hokusai (Russia)

UHTEPMNMPETALUU

Enena lN'y6aHoBa (Poccug)
Kypamop npoekma

«Kunbepdect» npasgHyeT tobuneii: oH 6bin ocHoBaH B [eTepbypre
10 neT Hazak XyAOXHUKAMMU U HE3ABUCUMbIMKU KYpaTOpaMM Kak
0[MH M3 nepBbIX PecTuBanei UCKYCCTBa HOBbIX Meaua B Poccuun.

JKCNepTbl U KPUTUKM MNOKA HE NPULLIAN K €AUHOMY MHEHMUIO, YTO
ceryac MOXHO Ha3blBaTb HOBbIM MeananckyccTsoM. C ogHOM
CTOPOHbI, B HOBbIX MYNbTUMEANMHBIX MPOEKTaX U3 MONS 3peHuns
XYAOXHMKA YacTO BbINaAaeT TaKoe BaXKHOe AN KlacCMyecKo-
ro MCKYCCTBa NOHATHE, KaK «0bpa3». JIMHeHas KoMno3nums
3aMeHseTcs PparMeHTapHOCTbI, HEIMHEMHOCTbI0. Ha nepBbii
NAaH BbIXOAUT MHTEPAKTUBHOCTb, TO €CTb Pa3MbIBaHME rpaHuL,
aBTOPCTBA. XyLOXHUK LeUTCS CO 3pUTENSIMU BO3MOXKHOCTbIO
LLOCTPOUTbL HeKoe CoBbITUE B paMKax UCMOb3YyeMOMN TEXHONOTUH;
OH BCe bonblue NpeBpalLaeTca B AM3ariHepa Uan KOHCTPYKTopa
3aB/IeKaTeNbHON Urpbl, CO34aTeNs BUPTYanbHOM PeanbHOCTH,
CBS3eW M OTHOLWIEHMI, MCYEe3aoLWMX NpM KoMaHae «disconnect».

C Apyroi CTOPOHbI, B paMKax 60NbWUX MySbTUMEAMIHBIX BbICTa-
BOK MHOTME XYLOXHUKU U KYypaTopbl MPOLOMKAIOT UCKATb OTBET
Ha CTapble BOMPOChI: Kak BMECTUTb TEXHONOTUI0 B UCKYCCTBO,

a MCKYCCTBO B TEXHOJIOTUIO; YTO MOXKHO Ha3BaTb UCKYCCTBOM

B HOBbIX TEXHONOTUSAX, MO KaKWM KPUTEPUSIM ET0 OLLEHUBATL?

MynbTMMeauiiHblie BbICTAaBKM, KOTOPble HECKOHYaeMoM Yepenom
MAYT B TPAAMLMOHHbBIX My3esX BCEro MMPa, MOKa3blBAOT akTyab-
HOCTb TeMbI. 119 My3es 3TO NOnbITKa OOHOBIEHUS «KTEPPUTOPUMY,
Hana>KMBaHMe OTHOLLEHMI C COBPEMEHHbBIM UCKYCCTBOM, Bopbba
NpOTUB NpeBpaLLeHns B «knaabuie wenesposy». g Xynox-
HWKOB 3TO BO3MOXHOCTb ONpeAeInTb CBOK NO3ULLUI0 NO OTHO-
LWEeHMI0 K TPaAMLMOHHOMY UCKYCCTBY M BNUCATb KNaccuyeckoe
Hacnegue B COBPEMEHHbIN XYA,0XKECTBEHHbIN KOHTEKCT.

BbicTaBoYHbIN NpoekT «MHTepnpeTaLny, pasmMecTUBLUMICS

B 34aHWMM AKaLleMUK XYA0XECTB, CTapeiLlero XyA0XKeCcTBEHHOro
By3a Poccum, npexae Bcero, NOAHUMAET BOMPOChl COBMECTU-
MOCTM KNaccuyeckoro hopMasbHOro A3blka U COBPEMEHHOTO
MCKYCCTBA, UCMOJb3YIOLEro HOBble TEXHONOMMU. HeobbluHas ans
3TMX 3a/10B IKCMO3ULMUS MYNTbTUMEANIHBIX 06BEKTOB BbICTpau-
BAET TOHKYI0 CBAA3b MEXAY MOHATUEM MYNLTUMELMA U ICTETUKOM
XYO0XKECTBEHHbIX TPAAULUNA.

MHTepnpeTauus (XyaoXeCcTBEHHOE UCTONKOBAaHWE) npousseae-
HWs BGbla pacnpocTpaHeHa ewe B anoxy BospoxaeHus. M3secT-
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Hbl KOHOANKTBI Mukenanaxeno ¢ Padasnem no npuynHe 3anm-
CTBOBaHMSA QUTryp M CIOXETOB. B UCTOPUM UCKYCCTB Mbl MOXEM
npocneauTb MHTEpNpeTaLun LenbiX CTUNENR, KOTOpbIe, B CBOIO
oyepepnb, BbIpaCTaau B HOBblE CTUAM M HAaNpaBAeHuUs.

Cpepnu konuit kapTuH Pacdasns n TuumaHa B OrpOMHbIX 3anax
aKafeMUYeckoro Mysest COBPEMEHHbIMU XYLO0XKHWKAMU BbICTpa-
MBAOTCS NNACTUYECKME U CMbICNIOBbIE PUDMbI K TPOU3BEAEHUSAM
ApYrux 3rox.

B TuumaHoBCckOM 3ane uapuT ayx Mysees EBponbl. Bo Bcex npea-
CTaBNEHHbIX 34eCb paboTax AeCTBUE 3aMeANIEHO U MOXOXEe Ha
COH UM BOCMOMMHAHME. ITO TOYHO COOTBETCTBYET TEME IKCMO3MU-
LMK: BCMATPUBAHUE, NEPEOCMbICIEHNE, UHTEPMpEeTaLLuUs.

M3BecTHbIN Benbruincknii MeanaxynoxHuk KosH Teic cospan
CcBOe06pa3HbIi OMMAX roINAHACKMM LLEXOBbIM NOPTPeTaM

XVIl Beka. OrpoMHas BMAEONPOEKLUMUA NpeacTaeT nepes HaMu
3TakMM NOPTPETHbLIM NONIOTHOM, FAe NOCTapeBLUME POK-MY3bIKaH-
Tbl U306paxkeHbl Kak obeccuneslune repom NPOUrpaHHoON GUTBLI.
TeMHbI HOH, KOPNYCHBIN CBET Ha MLax, byTadopckas oaexaa,
6necTawme «naTbl» MHCTPYMEHTOB — 3TO LLEXOBOM NOPTPET Ha-
LUIMX COBPEMEHHMKOB.

Kak ogHaxabl MpU3HaNca aMepuKaHCKUiA KnacCcuk Buaeoap-

Ta bunn Buona, eMy Bcerga xotenoch, 4Tobbl Knaccmyeckue
NONOTHA OXWAKU. Ha Hawen BbICTAaBKE 3HAMEHWUTbIN KOpEeUCKui
XYAOXHUK JIn JIn HaM npuMeHseT KOMMNbIOTEPHYIO TEXHOOMMI0
KOXMBNEHUS» KAPTUH B CBOMX BMAEOpaboTax. 3HaKOMbIEe CHOXKETbI
MEHSATCA Ha rnasax: nepcoHax BaH [ora nepexoaut B neisax
Xokycas; B 3aCTbIBLLUEM FOINAHACKOM HaTIOpMOpTe ABUraeTcs
TO/IbKO OTpaXKeHWe B CTEKNSIHHOM Ba3e; MOMIOKO B 6eccMepTHOM
wenespe Bepmeepa nbetcs B 6€CKOHEYHOCTD.

PaboTa noyeTHOro rocta gectuans, KNaccmka UTaNbSHCKOTO
nckycctea ®abpuumo MNneccn — cBoero poaa rMMH BEHELMAH-
CKOW XMBOMUCKU U B TO XXe BpeMa punocodckas npuTya: KaMeHb,
6polueHHbIN B NOTOK (MeTadopa cobbiTHS), MEHSET LBET BOAbI,
HO He ee CYLHOCTb (TeKY4YeCTb, ABUXEHME BO BPEMEHM).

Ewie oaMH BaxkHbIM BONPOC — NOYTM MFTHOBEHHOE «CTapeHune»
TeXHUYECKUX HocuTenen nHdopMaumnn. XyaoxHuK ntoboro
HanpaBneHns, 0COBEHHO BbIPOCLWIMIA HA TPAAULMAX MOLEPHU3MA,
NoLICO3HATENbHO UMM CO3HaTebHO AenaeT paboTy «Ha BeKay.
Ho 6eckoHe4yHoe 06HOBNEHME U CKPbITas B KOHKPETHOM TEXHUKE
OrpaHUYEeHHOCTb BO3MOXHOCTEN NOAPLIBAET €ro peanunsauuto
«beccmepTma». HepeKo MOXHO BUAETb HA BbICTaBKaX Npou3-
BEAEHUS B «CMELUAHHOM CTU/IE®. B 0AHOM NpoeKTe Xy40XHUK
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COeLMHSET XXMBOMUCh M NPOEKLMI0, KNTACCUYECKYIO CKYNbNTYpY
W KMHETUKY, AepeBsHHbIN penbed 1 3kpaH. CkaxeM, paboTa ne-
Tepbyprckoro xynoxHuka Butanusa MywHuukoro «OxumaaHue» —
3TO NOMbITKA HArNSAHO MOKA3aTb, Kak CTapas XXMBoONUcHas dopma
MOXeT COCYLLeCTBOBAaTb C HOBEWLWMMM CpeACTBAMMU LONOJTHEHHOM
peanbHOCTW. [1pM 3TOM OHM He paspyLwarT Apyr Apyra, a OKa3bl-
BAlOTCS B3aMMHO 3aBUCUMbIMMU.

B 3TOM Xe 3ane npeacrtasneHo Buaeo «Kampoc» amepuKaHCKoM
XyLoxHuLbl Cbto3aH KneiHbepr, roe peys MAET 0 MUKPO- U Ma-
KpokocMoce uckycctea. [popaboTas ABa roaa B pectaBpaLnoH-
HoM nabopaTopuu JlyBpa C MMKPOCKOMNOM U Kamepol, KneHbepr
CHANA YyAMBUTENbHbIN GUNIBM, B KOTOPOM CTaTys 60ruHu Uwtap
npencTaeT nepep 3puTenem Kak GaHTacTUyeckas nnaHeta

OAMH U3 NPOEKTOB, YXKe UMEILUX UCTOPUI IKCMOHUPOBA-

HUS B My3ee, — 3T0 «PeneTuuua», UHCTaNASLMS MPU3HAHHOTO
KNTACCMKa OTeYeCTBEHHOM apT-cueHbl MpuHbl Haxosoi. PaboTa
CNpoBOLMpPOBaHa KapTUHOM Dayapaa MaHe «MepTBbili Topeaaop»
M NOCBSsILLEHA BEYHON TEME 0CO3HaHUs cMepTw. «Jliobas penetu-
LMa 34eCb NpeBpalLeHa B peanbHOCTb CNEeKTaKAS, BCSKas KOMus
obnapaeTt MOLWHOM 3Hepruen opurmHana. Hapuucc nornouweH
COBCTBEHHOM KPAcoTOM M oTpaxeHneM. M TonbKo paspatolmiics
BpPEMS OT BpEMEHU pe3KMiA 3BYK CnacaeT ero oT 6e3BpeMeHHO
CMepTH B BOAE PyUbs», — MULIET aBTOP O CBOEN MHCTANNALUM.

Pa6ota Jlioamunel benosoit «Moceawernne Bepmeepy» Hanps-
MYI0 COEIMHAET NPOCTPAHCTBO U BPEMS KAPTUH roNNaHACKOrO
XMBOMUCLA C CErOAHAWHUM AHEM. 3aBOPOXKEHHAS TULLIMHA 3310B
¥ KOPMAOPOB IPMUTaXKA TOHKO 06bIrpaHa neTepbyprckoi Xynox-
HULEN B OMMaXe BENMKOMY MacTepy.

AnekcaHapa [eMeHTbeBa B CBOMX MacluTabHbIX Npousseae-
HMUAX MHOTO U NNOAOTBOPHO paboTaeT C TEMOM MHTEPaKTUBHO-
cTu. Ee BneyatnaowWwmim BUTpax-muHcTannauma «HeesbiHocuMasn
NEerkocTb» 06bIrpbIBAET NPeACTaBNeHNUA COBPEMEHHOTO YEN0BEKA
0 vyae. B uHtepnpeTtaumm 6enbrMincKoin XyooXKHULbI UBMEHEHUE
KNlacCMYeCcKoro MMpoOBOCNPUATUSA NMPOUCXOANUT HE3AMETHO, MOCTe-
MEeHHO, 0AHAK0O HOCUT KapAMHa/bHbIA XapakTep.

Ha BbicTaBke ecTb M NpousBefeHus, He TpebytoLime oT 3puTens
MCKYLIEHHOCTHU B UCTOpUM nckyccTs. UtanbaHew, [loHaTo Mukkono
B CBOel paboTe KAHaXPOHU3M» HAMPAMYH UCMONb3YET PENPOAYK-
LIMM KapTWH CTapbiX MacTepoB, ¢ 60bWKMM YyBCTBOM OMOPa npea-
naras uHtepnpetaumio sennuanwumnx wepespos XVII n XIX sekos.

B Paq)aBJ'IGBCKOM 3ane, raoe pasMeweHbl MHTEPAKTUBHbIE U KU-
HeTUYEeCKNE NpoeKTbl, XyAOXKHUK AneKcaHp,p UJVILIJKVIH-XOKycaVI
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npeacTaBnseT aBTOPCKYL0 Bepcuio Muda 06 Mkape 1 MpoOHUYHbIN
oMmMax Xak-Jlyn lasuay c ero «CmepTbto Mapata». B pabote
«BaHHa MapaTa» TparmyHoCTb ABYX MCTOPUI O TBOPYECKOM
CTPpeMNEeHUU U3MEHUTb MUP NepeBefeHa B rpoTeck. YBennyeHHas
[LeTCKas UrpyLika CTaHOBUTCSA 3n10BeLLer hurypon.

lpynna «Kyna 6eryTt cobaku» u3 EkatepuHbypra — npusHaHHble
MacTepa HoBbix Meama. B uHctannaumm «Mons 2.1» oHK co3patoT
WNJIIO3MI0 HANWUKS CO3HAHWS Y HEXXMBOWM MaTepun. «B kauecTee
Npu3HaKa, NO3BO/AIOLLETO 3PUTENII0 UHTEPMPETMPOBATL “HEOAY-
WweBNeHHOE” Kak “oco3Hatoliee”, BbiIbpaH 06pa3 ABMXKYLLErOCS
rnasa», — 06bACHSAT CaMM XyA0XHUKKU. PaboTa caenaHa no BceMm
3aKOHAM MyNbTUMELMIHHOrO 06BbEKTA: ECTb B HEM M TEXHOJO-
TMYHOCTb, U UHTEPAKTUBHOCTb, — @ B paMKax Hallei BbICTaBKM,

B Cpefe roCnoACcTBa APYroro CTUAS, OHa HaMOIHAETCS LOMOSTHU-
TeNbHbIMM CMbICIIAMM.

PaboTa amepukaHckoro xynoxHuka Mrops Monoyesckoro nepe-
BOAMT BM3YasibHblii 3bIK MPOCTOro BUAEOHAbA0AEHUS B rpa-
dbuyeckuit Habpocok — Kak 6yaTo aBTOp pUCyeT B 610KHOTE
UCTOPUIO, BbICTPO Cefys 3a CBOUMU BOCMOMUHAHUSAMM, HUYETO
He BbIAENAN U HM HA YEM He OCTAHABIMBASCH.

MBaH loBopkoB un Enexa lybaHoBa B MHCTanngaumm «JlaHas» 3aHO-
BO NepeckasblBalOT ApeBHerpeyeckunini Mu@. MaBHbIM repoem TyT
CcTaHOBUTCA cBeT. CBETOBOM 3alMUMK KOXMBASET» MATEPUIO CBOUM
NPUKOCHOBEHWEM, 3aCTaBNSET ee B34parnBaTb, O4HOBPEMEHHO
NpeacTaBAfACh XYAOXHUKAM U XMBOTBOPSLLMM CBETOM, NETALLUM
BO BCENEHHOM, M aHTUYHbIM 60rom 3eBCcoM U3 nuctopum o [laHae.

B rpoTeckHom HaTiopmopTe «OpaTopuma YanHoro rpuba «Bepgb-
MUHbI KONIbLLAa» MOCKOBCKME XyaoXHUKM Ceprei KatpaH u :vtol::
(OMuTpuin Mopo30B) onpoBepratoT NOHATUE «MepTBas HaTypay.
3aMaH4yMBOE HarpoOMOXAeHMe TAMHCTBEHHOrO CTEKNa, CBETS-
Lerocs, Kak B HaTIOpPMOPTaX ManblX ronnaHALEeB, OKa3blBaeTCS
HaMO/IHEHHbIM XXN3HbIO N 3BYKaMW. JTa e TeMa — MHUMOE
OXWBNEHWE UM MHUMasg cMepTb — 0bbIrpbiBaeTcs B paboTe
AHHbI ®paHL, n3 cepum «B3pbiB 6aHKM CryLeHHOro MooKa, Koraa
BblKMMena Bofax.

Takoe BaxxHOe HanpaBneHWe, Kak M3NMUHT, NpeacTaBneHo pabo-
TOM neTepbyprckoi XyaoXHULbl MapuHbl AnekceeBoid. Ee HOBbIN
npoekT «JInPT» — UPOHUYECKUI KOMMEHTApWIA K 4OPOrOCTOSLLUM
3penuuwaM. beckoHeyHo cHyeT MM T-NpoeKLMs B OKHax My3es,
nepeaBuras BBEPX v BHU3 NpOdaHHYI0 XMU3Hb Cpeaun BEYHOM
KpacoTbl akaaemMunsMma.

Y4aCTHMKM BbICTABKM <<V|HTEpI'IpE‘TaLI,IAIA>> — U3 pa3HbIX CTpaH
nropoaos, HO UX 00beanHSET UCCe0BaHME npoucxonoawmx
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B Mupe U3MEHEHUI: CKOpPOCTU XXU3HU, CKOPOCTU nepenaymn
VIH(DOpMaLI,IAIA, owyuweHuna yenoseka B NpoCTpaHCTBE. MHorue uns
3TUX XYO0XHUKOB an6era|OT B CBOMUX pa60Tax K MHTEpnpeTauun
KNnacCnkKu, TeM CaMblM 4EMOHCTPUPYA Fﬂy60Ky}O B3anMMOCBA3b
HOBbIX U TPAANUNOHHbIX (DOpM MCKYCCTBa.

INTERPRETATIONS

Elena Gubanova (Russia)
project curator

Cyfest is celebrating its anniversary: it was founded in
St. Petersburg 10 years ago by artists and independent curators
as one of the first festivals of new-media art in Russia.

Experts and critics yet to reach a unanimous opinion on what
can be called new media art today. On the one hand, in new
multimedia projects, the artist frequently loses the notion of
“image”, so important for classical art, from the field of vision.
The linear composition is replaced by fragmentariness and
nonlinearity. The center stage is occupied by interactivity, that
is to say, the blurring of authorial lines. The artist shares with
the viewer an opportunity to complete a certain event within
the limits of used technologies; they increasingly turn into

the designer or developer of a fascinating game, the maker of
a virtual reality, of connections and relationships that disappear
at the command “disconnect”.

On the other hand, in large multimedia exhibitions, many artists
and curators continue to look for the answer to old questions:
how to contain art in technology, and technology in art; what
could be called art in new technologies and what criteria should
be used for its evaluation?

Multimedia exhibitions that are held in unending succession

by traditional museums all over the world show the timely
character of the subject. For a museum, this is an attempt to
renew the “territory”, establish a relationship with contemporary
art and fight against turning into a “cemetery of masterpieces”.
For artists, this is an opportunity to define their position
towards traditional art and to put the classical legacy into

a contemporary artistic context.

The exhibition project “Interpretations”, accommodated in the
building of Academy of Art, the oldest institute of higher artistic
education in Russia, first and foremost raises questions of
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compatibility of the classical formal language and contemporary
art that uses new technologies. This exposition of multimedia
objects that is unusual for these halls establishes a delicate
connection between the notion of multimedia and the aesthetics
of artistic traditions.

The interpretation (artistic explication) of an artwork was
widespread even back in the Renaissance era. There were
conflicts between Michelangelo and Raphael about borrowing
figures and subjects. In art history, we could trace the
interpretations of entire styles that, in their turn, grew into new
styles and movements.

Among copies of the paintings by Raphael and Titian,
contemporary artists create plastic and conceptual rhymes to the
works of other eras in the huge halls of the academy museum.

The Titian Hall has the tone of European museums. The action
in all the works exhibited here is slowed down and feels

like a dream or a memory. This precisely corresponds to the
exhibition’s subject: scrutinizing, rethinking, interpreting.

The famous Belgian media artist Koen Theys has created

a homage of sorts to the Dutch guild portraits of the 17" century.

A huge video projection appears to us as this portrait canvas
where aged rock musicians are depicted as the exhausted heroes
of a lost battle. The dark background, opaque lighting on the
faces, showcase clothing, the shiny “armor” of the instruments —
this is a guild portrait of our contemporaries.

As the American classic of video art Bill Viola once admitted,

he always wanted the classical canvases to come to life. At

our exhibition, the famous Korean artist Lee Lee Nam uses

a computer technology of “revival” of paintings in his video
works. Familiar subjects change before our eyes: the character of
Van Gogh crosses over into the landscape of Hokusai; in a frozen
Dutch still life, there is only the reflection in a glass vase that

is moving; milk in the immortal masterpiece of Vermeer gets
poured into infinity.

The work of the festival's guest of honor, the classic of Italian art
Fabrizio Plessi, is a hymn of sorts to Venetian Painting and, at the
same time, a philosophic parable: a stone thrown into the stream
(@ metaphor of event) changes the color of the water, but not its
essence (fluidity, movement in time).

Another very important question is the almost instantaneous
“aging” of data storage devices. An artist of any movement,
especially one who grew up on the traditions of modernism,
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consciously or subconsciously creates their work “for all ages to
come”. However, the endless renewal and limited possibilities
hidden in a specific technology undermines their actualization
of “immortality”. One can often see works in “mixed style” at
the exhibitions. In one project, an artist unites painting and
projection, classical sculpture and kinetics, wooden relief and

a screen. By way of example, the work of St. Petersburg artist
Vitaly Pushnitsky “Expectation” is an attempt to demonstrate
visually how the old painting form could coexist with the newest
means of augmented reality. Furthermore, they do not destroy
each other, but rather become codependent.

In the same hall, there is a showcase of the video “Kairos” by
the American artist Susan Kleinberg, the subject of which is
the micro- and macrocosm of art. After working for two years
at the Louvre’s restoration lab with a microscope and a camera,
Kleinberg made a remarkable film in which the goddess Ishtar
appears before the viewer as a fantastic planet.

One of the projects, which already has a history of being
exhibited in a museum, is “Rehearsal” by Irina Nakhova,

a recognized classic on the Russian art scene. The work is
provoked by the painting “The Dead Toreador” by Edouard Manet,
and is dedicated to the eternal theme of comprehension of death.
The author writes about her installation: “Any rehearsal here
turns into the reality of a show and every copy has a powerful
energy of the original. Narcissus is engrossed in his own beauty
and reflection, and it is only a harsh sound going off from time to
time that saves him from an untimely death in the water of the
brook”.

The work by Ludmila Belova “Dedication to Vermeer” directly
unites the time and space of the Dutch painter with today. The
enchanted silence of halls and hallways of the Hermitage is
subtly played on by the St. Petersburg artist in her homage to
the great master.

In her grand-scale creations, Alexandra Dementieva works
extensively and fruitfully with the theme of interactivity. Her
impressive stained-glass window-installation “The Unbearable
Lightness” plays with the contemporary person’s notions of

a miracle. In the Belgian artist’s interpretation, a change in
the classical world perception takes place inconspicuously and
gradually, but its nature is drastic.

There are also some works at the exhibition that do not require
the viewer to be sophisticated in art history. The Italian Donato
Piccolo, in his work “Anachronism”, directly uses reproductions
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of the old masters’ paintings, offering his interpretation of the
greatest masterpieces of the 17 and 19t centuries with a great
sense of humor.

In the Raphael Hall, which houses interactive and kinetic
projects, the artist Alexander Shishkin-Hokusai presents the
author’s version of the myth of Icarus and an ironic homage to
Jacque-Louis David with his “Death of Marat”. In his work “The
Bath of Marat”, the tragedy of the two stories about creative
aspirations to change the world is turned into the grotesque.
The magnified child’s toy becomes an ominous figure.

The Where Dogs Run Group from Ekaterinburg are
acknowledged masters of new media. In the installation

“Fields 2.1”, they attempt to create an illusion of consciousness

in non-living matter. The artists themselves explain: “We

chose a moving eye as a property that allows the viewer to
interpret the “inanimate” as the “conscious”. The work is done

in compliance with all the laws of a multimedia object: it has
both producibility and interactivity — and, within the framework
of our exhibition, in the environment of the domination of

a different style, it is filled with additional meanings.”

The work of American artist Igor Molochevsky translates the
visual language of a simple video observation into a graphic
sketch — it is as if the artist draws history in his sketchbook,
quickly following his memories, accentuating nothing and
pinning down nothing.

In their installation “Danae”, lvan Govorkov and Elena Gubanova
recreate the Greek myth. The protagonist here is light. A light-
beam “enlivens” the matter with its touch and makes it quiver,
presenting itself to the artists as both the vivifying light flying
through the universe and the ancient god Zeus from the story of
Danae.

In their grotesque still life “Oratory of Kombucha ‘Fairy Rings™,
Moscow artists Sergey Katran and ::vtol:: (Dmitry Morozov)
disprove the notion of “dead nature”. The enticing agglomerate
of mysterious glass gleaming like in the still lifes of the Lesser
Dutch Painters turns out to be filled with life and sounds. The
same subject — imaginary reviving and imaginary death — is
played on in the work of Anna Frants from her series “Explosion
of a Can of Condensed Milk after Water Has Evaporated”.

The important phenomenon as mapping is represented by
the work of St. Petersburg artist Marina Alekseeva. Her new
project “Elevator” is an ironic commentary on costly spectacles.
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The elevator-projection incessantly darts across the museum’s
windows, moving up and down profane life in the midst of the
eternal beauty of academism.

The participants of the exhibition “Interpretations” are from
different countries and cities, but they are united by their
investigation of the changes that take place in the world —

in the speed of life, speed of data transfer and sensations of
the human being in space. Many of these artists resort in their
works to an interpretation of the classics, thus demonstrating
the profound interrelation between new and traditional works
of art.
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NECATbIN «KUBEP®ECT>.
3ABbITOE NNYYLLE
HEBUAAHHOIO

Anekcanpp Dawesckuit (CankT-MeTepbypr, Poccus)
XYOOMHUK, Kypamop

[leneHvie Ha TpaaMUMOHHbIE U HOBblE MEAMA B COBPEMEHHOM
ncKyccTee, yaobHoe AN UHCTUTYLMI U C TEXHUYECKOM TOUYKMU
3peHus, LaNeKo He BCeraa afleKBaTHO CaMUM XYA0XECTBEHHbIM
npakTukaM. B Poccuum, roe xynoxecTBeHHbIM npoLecc B 3Ha-
YUTENbHOW Mepe NPOUCXOAMUS Ha TEPPUTOPUU, UHCTUTYLIUSMU
He 0XBaYeHHOW, 3TO fefleHMEe HEKOTOPOE BPEMS CNYXKWUI0 Map-
KEpPOM MpOrpeccUBHONO MbILWNEHUSA, HO HUKOTAA HE PACcKpbIBao
cofepxaTenbHY CTOPOHY BONpoOCa.

«Knbepdect» — eanHcTBEHHOE B Poccum exxerogHoe meponpus-
THe, COOKYCMPOBaHHOE Ha UCKYCCTBE, CO3aBaeMOM MpU MOMOLLU
COBpPEMEHHbIX TexHoNorui. MpumeyaTenbHo, 4To pecTnBanb
BOJIbHO W HEBOJIbHO OTCTaMBAET B3N Ha HOBble MeauMa Kak

Ha HEaBTOHOMHYIO M HecrneundUyecKyo TeppUTOPUI0 BHYTPH
60/1bLIOro M306pa3nTeNbHOro0 MCKYCCTBA — KAk C TOYKMU 3peHuUs
MCTOPUK, TaK M C TOUYKM 3PEHUS CMbIC/A. 33 AECATb JIeT CIOXKMUCS
0CO0bbIM CTUNb B3aMMOLENCTBMS C HOBBIMU TEXHONOTUAMMU U pe-
aNIbHOCTbI0, KOTOPYH OHM MPOU3BOAST: XaNTEKOBCKAN HAYMHKA,
MMMAHEHTHbIE e OTUYXXAEHUE M X0N04 3aCNOHATCA 06pa3oM,
TpeneTHbIM coaepXXaHueM npounssenerms. Crapoxunsl pectusa-
NS CKNOHHbI NPO3peBaTh B LMPPOBLIX HOBUHKAX UX CMOCOBHOCTb
K YCKOPEHHOMY CTapeHuto. YTpaTuB NporpeccucTCKUin U Mapke-
TUHrOBbIM 3anan, BYepallHee HOBLLIECTBO, obellaBLiee nepesep-
HYTb MUp, NepeKkoyeBbiBaeT B 061aCTb IMYHON NAMATH, HOCTaNb-
rMyeckoro u uctopuyeckoro. OTcoa Tak MHOro Ha pecTusane
PMCOBAHHOrO, PyKOTBOPHOI0, TaK MHOIO OTCbHITOK K KYbTYPHOMY
KOHTeKCTy. He pa3mexeBaHMEM peanbHOCTU U BUPTYaNIbHOCTU
3aHumaeTca «KKnubepdecT», He aHaTOMMENR 3peHUS B INOXY MNO-
cTuHTepHeTa. OAMHAKOBO fanek OH 0T UCCNeA0BaHMS BONPOCOB
rOpM30HTaNbHOM CETEBOM CaMOOpraH13aumm, CONMAAPHOCTH,
B3aumopeicTemsa CeTu u nonuTUKU. Hao6opoT, XYAOXKHUKK CTpe-
MATCS K TOMY, 4T0Obl 6ecnpeLeneHTHble TEXHUYECKUE BO3MOX-
HOCTUK BbINN conoavYnHeHbl NPUBATHOCTU, BNNETEHDbI B TMYHYIO,
KYNbTYPHYI0 UCTOPUYECKYH TKaHb.

CaMa TeXHON0rMs M CTPaHHA MHOTOC/IOMHAsA OTYYXAEHHAs
peasnbHOCTb, KOTOPYH OHa MOPOXAAET, MOYTU HE CTAHOBATCS
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npeaMeToM BCTPEBOXEHHOrO BHMMaHUs. Ha necstom «Kubep-
decTe» B paMKax BbICTAaBOYHOro npoekTa «/HTepnpeTaumm»,
pa3MecTUBLLIErocs B 3anax AkageMmm XyaoxecTB, HAy4YHO-TeX-
HWYEeCKMI Nporpecc Kak UCTOYHUK BecnokoncTBa paccMaTpuBaeT
ToNbKO apT-rpynna «Kyna 6eryTt cobaku». [pubnuxeHune 3putens
K ux paboTe akTUBUPYET OTBETHbIN HeAPY>XXeCTBEHHbIN B3rNAA;
rnas, BO3HMKAKOLWMI Ha NOBEPXHOCTM MarHUTHOM XXMAKOCTH, Ha-
yuMTaeT cneauTb 3a CBOMM Bu3aBu. OwyuieHne 6ecLuepeMoHHOro
pa3rnanbiBaHMs yABaMBaeTCs, MOCKONbKY ABUXEHUS UCKYCCTBEH-
HOro rnasa npoeuMpyrTcs B yBeIMUEHHOM opMaTe Ha CTEeHY.
Ho 310 egMHCTBEHHbIM NpuMep. Jaxe MpuHa HaxoBa, Takxe
NMOMEHSBLLAS MECTaMM CO3epLaTENS 1 CO3epLLAaeMOe B CBOEM UH-
cTannaunn «PeneTnuns», roBopmuT 0 BOSMOXHOCTU BexaTb B ce-
nyto 30HY. 3puTeNnn — paccTaBlieHHble, Kak Kpecaa B KMHO3ane,
NanTboKcbl ¢ poTorpaduamMmu N0LeN, Nexalmx B No3e nepcoHaxa
KapTuHbl MaHe «MepTBbIi TOpeafop». 3penuiLe — CTOSLLUNA

Ha MeCTe 3KpaHa MM CLeHbl TaiTOoKC C penpoayKuuei KapTUHbI
«bankoH» Toro xxe aBTopa. Konus cMOTPUT Ha KOMULO, 3penuiue
nobenHo 03MpaeT NOBEPXEHHOro 3puTens. Pe3kuii 3Byk, BpeMs
OT BPEMEHU NPEPbIBAOLWMIA TULLUHY, AOJIKEH HAMOMMHATb O pe-
ANbHOCTH, HAXOASLWENCS 3a NpeaenamMmn 3Ton aBTopePepeHTHON
cucTeMbl. XOTS M 3BYK, 3aNUCaHHbIA M BOCNPOU3BOLAMMbIN, TOXE
aBnseTcs konuen. EAMHCTBEHHas nasenka B 3TOM CUTyauuun —
BOCMOMMHAHWE O TOM, YTO BEIMKMIA OPUTMHAN TAEe-TO BCE-TAKM
€CTb. DTO «TAe-TO» YKA3blBAET HA OrPAHUYEHHOCTb MEAUIHOTO
noJis, BO3MOXHOCTb BbIpBATbCS 33 €ro Npeaensl.

MNpenomneHne 06pa3oB KNACCMYECKOro UCKYCCTBA B NpU3Me
HOBbIX MeJlMa KpacHOM HUTbO NpoxoauT yepes Bce 10 net cy-
wecTBoBaHus «KnbepdecTtas. M B 3TOT pas HUTb He o6opBanace,
Kak mokasbiBaeT BbiCTaBKa «MHTepnpeTauum». loHaTto MNukkono
OCTPOYMHO OXWBNSIET penpOoAYyKLUUU U3BECTHbIX KapTuH. Jln Jln
Ham 3acTtaBnset MmonoyHuuy Bepmeepa 6eckoHeYHO BbINMBATh
Monoko. AnekcaHapa [leMeHTbeBa aHUMUPYeET LLepKOBHbIM
BuTpax XIX Beka us MenobypHa. Enena y6aHoBa u MBaH lo-
BOPKOB, BAOXHOBNEHHble MUDOM 0 [laHae, 3acTaBNAOT 3epKana
CNafoCTpacTHO BbIrMbBaTbCs, KOraa Ha HUX NOMagaeT Nlyy cBeTa.
Mogmuna benosa penaet u3 6bITOBON BUAE03aPUCOBKM Benye-
CTBEHHOE MOJIOTHO, TAe KaXA0e ABUXEHUE HanonHaeTcs metadu-
3M4eCcKkuM 3HavyeHuneM. CbtozaH KneiHbepr MMKPOH 33 MMKPOHOM
uccnenyeT NOBEPXHOCTb APEBHEN CTaTy3TKn 60ruHun MwTap

u3 JlyBpa, npeBpalyas ee B KOCMMYeCKUi naHawadt. KosH Teic
npoaoJiXKaeT TpaAMLMIO LeXOBOro rpynnoBoro noptpeta B dopme
BMAEO, TOSIbKO BMECTO 6paBypHOM BUTANbHOCTU €ro repou ge-
MOHCTPUPYIOT anaTuio u genpeccuto. MNof Tem xe yrnom 3peHus
MOXHO paccMaTpuBaTth paboTty Butanus lMNywHMLKOro, KOTOpPbIN,
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He Xenas paspyllatb KNaCCUYECKYIO LLeIbHOCTb U aBTOHOMHOCTb
KapTUHbI, BBOAMT B HEE MEPCOHaXa U AeiCTBUE C MOMOLLbIO TeX-
HONOrMK AOMNONHEHHOM peanbHOCTU. Mropb MonoyeBckuii npe-

BpalLaeT pyTMHHYIO CbeMKY NOe3aKM Ha TpaHcnopTe B nofobue

anbboma nyTewecTBeHHUKa XIX Beka ¢ HeCKOH4YaeMbIM PUCYHKOM.

Mabpuumo Nneccu B xapakTepHOM ANs HErO MaHepe npoeuupyeT
MHOrOKaHanbHOe BMAEO NPOo NajeHue KaMHa B Boay. [loBTopeH-
HbI BOCEMb pa3 CHOXXeT — FMMHOTUYEeCKoe 3penuule, npubaunxato-
weecs K chepe penurno3Hon metausmnku.

[lpyras TakTMKa — NOCTaBWUTb HOBbIE TEXHONOMUM Ha CYyXOy
MPOHUK, BeCeNblo, BUTaNbHOMY Becnopaaky. MapuHa Anek-
ceeBa UCMoONb3yeT MynbTUMeEAMA Kak NMPOCTPAHCTBO, B KOTO-
poM cbbIBaOTCA MeYTbl U MaTepuanusyTcs GaHTasuu. flaet
OrpoMHas urpyweyHas cobaka, 0XpaHatoLas runcoBoro
[nockypa. B BbICOKMX OKHax napafHOro 3ana crapenwero
XYA0XECTBEHHOIO By3a CTPaHbl €34T IMBTbI, @ MO HUM CHYIOT
3HEpruyHble YyAuKHK.

[Mapoanto Ha XXYpHaNUCTCKoe pacciiefoBaHMe UK TEOPUIO 3aro-
Bopa caenan Ceprei KatpaH B konnabopauuu c ::vtol:: (AMutpu-
eM Mopo30BbIM). YBieKaTeNbHbI NapaHouanbHblA pacckas o
3axBaTe BNACcTH YalHbIMKU rpubamMum noakpennseT My3bika, KOTO-
pyto Mpou3BOAUT NJIOA0BOE Teno rpuba.

KnHeTnueckuin 06bekt AnekcaHapa LUnwkunHa-Xokycas ocTpo-
YMHO abcopbupyet KoHTeKCT Padaanesckoro 3ana Akagemuu
XypoxecTs. [1Ba Kpbiia, B3GUBAOLLME YEPHYIO XKUAKOCTb, — Of-
HOBpeMeHHO U lerac, n Mikap, 1 KpbliaTbii NepenoHYaTbii reHni
COBPEMEHHOTI0 UCKYCCTBA, BA3HYLLMI B YrNeBoLOPOLaX.

AHHa ®paHL, opraHusyeT BeceNblii KUHETUYECKMI Xaoc U3 pobo-
TOB, KAPTMHOK M OCTATKOB MCKYCCTBA, OKKYNMMPOBABLUMNX XECTKYI0
reoMeTpuyecKyt CTpyKTypy. PasaepraHHas, aTOMUM3NMpOBaHHas
NOBCeNHEBHOCTb MOXET ObITb HE TOJIbKO MOBOAOM A5 CMYTHbBIX
OMaceHuWit, HO U MepBOMaTepUe, U3 KOTOpOW NepecobepeTcs Ho-
BO€ MUPOYCTPOMCTBO.

Megma cnocobHbl C034aTb NPOTE3 A1 COBPEMEHHOIO BOCMNpUS-
TS, NEPEKOPM/IEHHOTO BU3YaNIbHOCTbIO, 3aMbIXaBLWErocs OT CKo-
POCTU CMEHbI KAPTUHKM, PAa3yUYMBLIErOCS CUYMUTLIBATb HIOAHCHI

M KOHLEHTPUpOBaTbCA Ha npeameTe. C NOMOLLbIO 3TOro NpoTesa
MOXXHO OCTAaHOBUTb GEratoLwmii 3payokK, 0CyLWEeCTBUTb KOHTAKT

C UCTOPMEN U KYNbTYPHBIM HacenMeM, @ COOTBETCTBEHHO npe-
oponeThb owyleHme becrnpeueneHTHOCTH (BecnpoCcBeTHOCTH)
COBCTBEHHOrO OMbITA, XPOHONOMMYECKOr0 OAMHOYECTBA, BOCCTA-
HOBMWTb NOPBABLUYHOCA CBA3b BPEMEH.
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CYFEST 10. FORGOTTEN IS
BETTER THAN NEVER SEEN
BEFORE

Alexander Dashevsky (St. Petersburg, Russia)
artist, curator

The division into traditional and new media in contemporary art,
which is convenient for institutions from a technical point of view,
is far from adequate for artistic practices as such. In Russia, where
the artistic process took place to a great extent on a territory
outside the reach of institutions, this division for a certain time
served as a marker of progressive thinking, but it never revealed
the substantive side of the matter.

Cyfest is Russia’s only annual event that is focused on art created
with the help of modern technologies. It is noteworthy that the
festival, intentionally or unintentionally, champions the view

of new media as a non-autonomous and nonspecific territory
inside greater visual art — from both the point of view of history
and meaning. Over ten years, a special style has developed for
interaction with new technologies and the reality that they create:
the high-tech content and its intrinsic alienation and coldness
are obstructed by the image, the work’s reverent content. The
festival’s old-timers are inclined to discern the possibility of
accelerated aging in digital gimmicks. Having lost its progressive
and marketing fervor, yesterday’s novelty that promised to turn
the world upside down migrates into the field of personal memory,
nostalgia and history. This is the reason that the festival offers
so many things that are drawn or handmade, and makes so many
references to the cultural context. It is not the delimitation of
reality and virtuality that Cyfest is dealing with, not the anatomy
of vision in the age of post-internet. It is equally nowhere near
the issues of horizontal network self-organization, solidarity, or
interaction between the Net and politics. Quite the opposite,

the artists aim for unprecedented technical possibilities to be
subordinate to privacy, and woven into the personal, cultural and
historical fabric.

The very technology and the strange multilayered and alienated
reality that it engenders has almost never become an object of
alarmed attention. At Cyfest 10, as part of the exhibition project

“Interpretations”, accommodated in the halls of Art Academy,

scientific and technological progress is only viewed as a source

CYFEST-10

of anxiety by the art group Kuda Begut Sobaki (Where Dogs Run).
When the viewer approaches their work, it activates an unfriendly
glance in return: an eye emerging on the surface of magnetic
liquid starts following its counterpart. The sensation of brazen
staring is doubled because movements of the artificial eye are
projected on to the wall in an enlarged format. But this is the only
example. Even Irina Nakhova, who also reversed the positions of
the beholder and the beheld in her installation “Rehearsal”, speaks
of the possibility of escaping into the blind zone. The spectators
are light boxes, arranged like chairs in a movie theater, with
photographs of people who are lying in the pose of the character
from Manet’s painting “The Dead Toreador”. The show is a light
box, set in the place for a screen or stage, with a reproduction of
the painting “The Balcony” by the same artist. The copy looks at
the copy; the show victoriously surveys the defeated spectator.
The harsh sound that from time to time breaks the silence is
supposed to be a reminder of the reality that is outside of this
self-referencing system. However, the sound, recorded and
reproduced, is also a copy. The only loophole in this situation is
the memory of the fact that the great original exists somewhere,
after all. This “somewhere” points to the limitation of the media
field and the possibility to break out of it.

The understanding of images of classical art through the prism of
new media has been the main thread of Cyfest throughout the ten
years of its existence. And this time the thread did not break, as

is manifested by the exhibition “Interpretations”. Donato Piccolo
intentionally brings to life reproductions of famous paintings.

Lee Lee Nam makes Vermeer’s milkmaid pour milk infinitely.
Alexandra Dementieva animates the church stained-glass panel
from Melbourne. Elena Gubanova and Ivan Govorkov, inspired by
the myth of Danae, compel mirrors to bend voluptuously when
hit by a ray of light. Ludmila Belova turns a mundane video
sketch into a grand canvas where each movement is imbued with
metaphysical meaning. Susan Kleinberg examines, micron by
micron, the surface of an ancient figurine of the goddess Ishtar
from the Louvre, turning it into a cosmic landscape. Koen Theys
continues the tradition of the guild group portrait in the form of
a video, only instead of the bravura vitality his characters show
apathy and depression. One could use the same angle to view the
work of Vitaly Pushnitsky who, not willing to destroy the classical
integrity and autonomy of the painting, introduces a character
and action into it with the technology of augmented reality. Igor
Molochevsky turns the routine filming of a ride on transport

into the semblance of an album of a 20* century traveler with

an endless drawing. Fabrizio Plessi, in his characteristic manner,

KUWBEP®ECT-10

projects a multichannel video of a stone falling into the water. The
subject, repeated eight times, is a hypnotic spectacle approaching
the realm of religious metaphysics.

The other tactic is to harness new technologies to cater to irony,
fun and vital disorder. Marina Alekseeva uses multimedia as

the space in which dreams come true and fantasies materialize.
A huge toy dog barks while guarding one of the Dioscuri twins
made out of plaster. The high windows of the great hall of the
country’s oldest art academy contain moving elevators filled with
scurrying and energetic eccentrics.

Sergey Katran in collaboration with ::vtol:: (Dmitry Morozov) made
a parody of investigative journalism or conspiracy theory. The
exciting paranoid story about the power grab by kombucha is
accompanied by music emitted by the fungus.

The kinetic object of Alexander Shishkin-Hokusai deliberately
absorbs the context of the Raphael Hall of the Academy of Arts.
The two wings beating a black liquid are simultaneously Pegasus,
Icarus and the winged webbed genius of contemporary art stuck
in carbohydrates.

Anna Frants organizes a cheerful kinetic chaos out of robots,
pictures and remnants of art that have occupied a rigid geometric
structure. Torn-apart, atomized everyday life could not just be

a cause for vague comprehension, but also the primary material
for a new world order.

Media are capable of creating a prosthesis for modern perception
that is overfed by visuality, breathless from the speed of changing
images and out of practice in reading nuances and concentrating
on an object. With the help of this prosthesis, one could stop

the rapidly moving eye, establish a contact with history and
cultural legacy and, consequently, overcome the feeling of
unparalleledness (benightedness) of one’s own experience and
chronological solitude, and fix the time that is out of joint.

69



MapuHa AnekceeBa (Poccus)

BEPHOCTb. BEPHOCTb. BEPHOCTb.
OMMAX AHY ®ABPY

obvekm, 2016

lpu noddepxke meduanabopamopuu CYLAND

|_|pl4 nosiBNIeHNN yenoseka cobaka pbIYnT,
a Korga oH nogxoaut 6J'IIA>Ke, YXXe naer...

Marina Alekseeva (Russia)
FIDELITY. FIDELITY. FIDELITY.
HOMAGE TO JAN FABRE

object, 2016

Supported by CYLAND Media Art Lab

When a person appears, the dog starts
growling, and by the time they come close,
it starts barking...

MapuHa AnekceeBa (Poccus)
NMoT

gudeouHcmannayus, 2016

Bupoeo cumynupyet ABUXKEHME Tpex Npo3payHbiX A1MPTOB

B OKHAX BbICTAaBOYHOrO 3ana AkafieMumn XynoxecTs. JIudTol
6ecnopsaoYHO CHYIOT BBEPX-BHU3, HeCs B cebe noaen, nux
[eCTBMS U KEeCTbl, a TakXKe npoyee cogepxumoe. XnsHp —
3TO ABMXeHMe. [IBMXKEeHNEe — 3TO XM3Hb. BO3MOXHO, B 3TOM
HeT cMbICna.

Marina Alekseeva (Russia)
ELEVATOR
video installation, 2016

The video simulates the movement of three transparent
elevators in the windows of the Academy of Arts exhibition
hall. The elevators erratically go up and down, carrying
people inside, their movements and gestures as well other
contents. Life is movement. Movement is life. Perhaps there
is no meaning in it.
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JNloamuna benosa (Poccus)
MOCBALWEHNE BEPMEEPY
sudeo, 6 MuH. 39 cek., 2007

B 3ToM cHATOM OLHMM KagpoM BUAEOpa-
60Te BHMMaHWe COCPEefOTO4YEHO Ha pury-
pe CMOTPUTENIbHULbI B DPMUTAXE U NPO-
UCXOAALMX BOKPYT HEE€ MUKPOCOBBITUSX.
MpuctanbHoe HabnoaeHne, pa3rnsabiBa-
HWe 0OblAEHHOM XXM3HU OTCbINAET K U3-
Nto6NEeHHbIM CHOXXeTaM KapTUH Bepmeepa.
OcBelleHune, MHTEPbEP U MONOXEHUE PU-
rypbl B Kagpe — K ero KOMNo3uLUMOHHbIM
npuemam. boi cTapMHHbIX YacoB, fonon-
HSIOLWMI BULEO, YCUIMBAET OLLyLLEeHNe
MeAJIEHHO TEKYLLETO BPEMEHMU.

Ludmila Belova (Russia)
DEDICATION TO VERMEER
video, 6 min 39 sec, 2007

In this video work, filmed in one take,

the attention is focused on the figure

of a custodian at the Hermitage and
micro-events that take place around

her. The rigorous watch and scrutiny

of the ordinary life refers to the beloved
subjects of Vermeer’s paintings, and

the lighting, interior and the figure’s
position in the frame to his compositional
methods. The striking of an ancient clock,
complementing the video, amplifies the
sensation of the slow flow of time.

EneHa lN'y6aHoBa, UBaH MoBopkos (Poccus)
OAHAS

meouaobvekm, 2014

Unmenep: Anekceli [payes. [pu noddepike
meduanabopamopuu CYLAND

«[laHas» — 3TO MyNbTUMEAMIHbIN 06bEKT-CKYNbNTYPa
U3 «KMUBbIX» KPYI/bIX 3€pKas, KOTOpble B3AparMeaioT
OT NPUKOCHOBEHMS CBETOBOIO JIy4a K UX NOBEPXHO-
ctu. O6LMe oyepTaHMs CKYAbMTYPbl MOXHO COOT-
HecTu c durypoii JaHau Ha KapTuHe PembpaHaTa,
XpaHsueiica B IpmuTaxe. [ybaHoBa n foBOpKOB
obpalatoTtcs K Mudy o 6ore 3eBce 1 foyepu Laps
AKpMCHUS KaK K NpekpacHOM UANIOCTpaLm XKMBOTBO-
pALWEN CUibl HEMATEPUANBHOMO B UCKYcCTBE. U 3T0
He e AMHCTBEHHAasa aHaNorus: Kpyrible NOBEPXHOCTH
3epKan MOXHO BOCMPUHUMATb KaK MAaHETbl YC/IOBHON
BceneHHoW, «oxusnsemble» cBETOM. M yueHble, U Xy-
DOXXHWKM BO BCE BPEMEHA CTPEMUANCH NMPeaCcTaBuTb
00blleHHOE TAUHCTBEHHbIM, @ TAUHCTBEHHOE — BUAM-
MbIM. HecnyyaiHo 0AMH U3 acTepOUOB, MEYYLLUXCS
no BceneHHoW B nonckax xnBoro ceeta, bbl1 Ha3BaH
«JlaHasa».

Elena Gubanova, Ivan Govorkov (Russia)
DANAE

media object, 2014

Engineer: Aleksey Grachev. Supported by CYLAND
Media Art Lab

“Danae” is a multimedia object-sculpture made of
“living” round mirrors that quiver when a ray of

light touches their surface. The sculpture’s general
outline could be related to the figure of Danae from
Rembrandt’s painting in the Hermitage collection.
The artists turn to the myth about the god Zeus

and the daughter of King Acrisius as a beautiful
illustration of the vivifying force of non-material

in art. And this is not the only analogy: the round
surfaces of the mirrors could be perceived as planets
of a conditional universe that are being “enlivened”
by light. At all times, both scientists and artists have
strived to represent the mundane as mysterious, and
the mysterious as visible. It is no coincidence that one
of the asteroids that hurtles through the universe in
search of living light was called “Danae”.




Anekcanppa [lemenTtbeBa (benbrus)
HEBbIHOCUMASA NETKOCTb

uHmepakmugHas sudeouHcmanngyus, 2009

BpooxHoBeHMeM A9 XYAOXHMLbI CTano
n3yyeHue BUTPaxXHoro nckycctea CpenHe-
BEKOBbS M 3noxu PeHeccaHca. Ha nepsblit
B3rnsf, nepes HaMu OrpoMHas, B HaTy-
panbHy BeauunHy, otorpadus BUTpaxa
n3 cobopa Ceatoro MaTpuka B MenbbypHe.
OpHako HeaBUMXHOE, Ka3anoch bbl, n306pa-
XEHUEe HaYMHAEeT OYeHb MeAIEHHO TPaHC-
$hOpMUPOBaTHLCS, HACTONBKO MeANEHHO,
4TO 3pUTENIb MOCTEMNEHHO OCO3HAET, YTO BCe
npouecchl 3a NpeaenamMm 3Tol KOMHaTbI
CNIMWKOM BbICTPOTEYHbI U CTPEMUTENbHbI.
3putens 6yKBaNbHO BbIHYXAEH NPOYYB-
CTBOBATb HEBbIHOCMMYHO IETKOCTb CBETA,
YTO MCXOAMUT OT Be3amonBHoOro obpasa.
«HeBbIHOCMMas NerkocTb», TakMM o6pasom,
CPOAHU LLepKOBHOMY BUTPaAXYy, MPUOTKPbI-
BaloLLEMyY 3aBeCy MHOT0 MMUpa.

Alexandra Dementieva (Belgium)
THE UNBEARABLE LIGHTNESS
interactive video installation, 2009

The installation was inspired by the artist’s
study of medieval and Renaissance stained

Cepreit Katpan, AMutpuit Moposos aka ::vtol::
(Poccus)

OPATOPMSA YAMHOTO TPUBA
«BEAbMWHbI KO/TbLLA»

uHcmannayus, 2016

Pa3BrBas COBCTBEHHYIO XYAOXKECTBEHHYIO
cTpaTeruto, bonbloe cemelicTBO YariHOro rpuba
Kombyua-ocToeBCKMiA Npy NOMOLLM Crieuu-
ANbHbIX AareHToB — Ay3Ta MeAUaxXy[0XKHMKOB
zvtol:: and Katran (OmuTpuit Mopo3sos u Cep-
ret KatpaH) — obpeTaeT ronoc, To ecTb Cno-
CoBHOCTb BOCMPOU3BOANUTL MONYNSIPHOE BHYTPH
ceMeicTBa KOpHEBOE MY3blkasbHOE NpoU3Be-
LleHne «BeabMuHbI KONbL@». 3BYKOBOM XYA0XK-
HWK, TYpY 3N1eKTPOHHOM MY3bIKM U CayHA-apTa
zvtol:: co3aan CNoXHy ayauocucTeMy, aHa-
NIM3UPYIOLLYHO MPO3PaYHOCTb XMUAKOCTU-A0MA
yaiiHoro rpuba c nocnepytouelt TpaHchopMa-
uunen nonyyeHHol nudopmauuu B 3syk. Cepreit
KatpaH — rnaBHbI XpaHuUTenb, KypaTop, uae-
00T M TalHbIM COBETHMK bonbluioro cemercTea
yaitHoro rpnba Kombyua-[loctoeBckuit — cTan
MHULMATOPOM MpOEKTa.

Sergey Katran, Dmitry Morozov aka ::vtol::
(Russia)

KOMBUCHA’'S ORATORIO “FAIRY RINGS”
installation, 2016

4
)

glass windows in cathedrals around

Family of Mushroom Kombucha-Dostoyevsky,
aided by special agents — the duo of media
artists :vtol:: and Katran (Dmitry Morozov and
Sergey Katran) — acquires a voice, that is to
say, the ability to reproduce the popular inside
the family radical musical composition “Fairy
Rings”. The sound artist, guru of electronic
music and sound art ::vtol:: created a complex
audio system that analyzes the transparency
of the mushroom’s liquid residence with a
subsequent transformation of the received
information into sound. Sergey Katran — the
chief custodian, curator, ideologist and privy
councilor of the Great Family of Mushroom
Kombucha-Dostoyevsky — became the project
initiator.

“'. :-_- :.: I l'_lI . . . .
i ,.:. ; g ii':l ;'L I the world. She challenges the viewer Developing its own artistic strategy, the Great
Xkr |

conditioned by the speed of contemporary
media, to be open to a different optical
and aesthetic experience. This work

is about the expectation of a common
computer/television user who is used to
E.' ] :,“1‘_ . controlling and acceler'ating t'hings in .
Rt S A : i order to get to the desired object/movie as
quickly as possible. The viewer is forced to
feel the unbearable lightness of the light
coming out of this silent image, which is
morphing slowly, too slowly compared to
the pace of activities outside the room,
making viewers realize that everything in
the familiar world around us is too fast.
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Cbtosan KneiiH6epr (CLLA)
KAMPOC
sudeo, 4 muH. 30 cek., 2014-2015

Pe3ynbTaT ABYX C AULWHWUM NleT COBMECTHOM paboTbl C HAyYHOM
rpynnov LleHTpa nccnenoBaHuii u pectaBpaunm MyseeB Mpax-
uuu B Jlyspe, «Karpoc» — naHawadbT MUTPUPYIOLLMX BO3MOXKHO-
cTeit. Ha Bupeo v dpotorpadusx, CHaTbix Yepes Mukpockon Hirox,
3aneyaTtneHbl 3N1eMeHTbI, CBS3aHHbIE C 3araf04HoON MeconoTam-
ckon purypon. OHM NpeCcTaBASOT CO6OM NaBUHY BO3MOXHOTO,
MMUKPOCKONUYecKkoro n 6e3mMepHoro B NpoCTpaHCTBE — OT HeBe-
[LOMOro [0 MoApa3yMeBaeMoro BoobpaxeHvneM. 3Ta MeconoTam-
cKas ckynbnTypa u3 cobpanus Jlyspa nsobpaxaet Benvkyto 6o-
rnHio MwTap ¢ pybuHamm n3 bupmbl B rnasax v nynke u ¢ pykown,
NPOTSHYTOW B XXeCTe NpeaJsoXeHUs, MpurnaleHns k pabore. 3ByK
NpOU3BOAMTCS QHTEHHAMM AaNibHeN KocMuyeckoi cea3m NASA,
3TO 3BYK 3BE€3[HOrO CBETA...
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Susan Kleinberg (USA)
KAIROS
video, 4 min 30 sec, 2014-2015

Deriving from work over two years with the scientific team of the
Centre de Recherche et de Restauration des Musées de France,
Musée du Louvre, “Kairos” is a landscape of possibilities in deep
migration. The video and photographs were filmed through the
Centre’s Hirox microscope from elements related to an enigmatic
Mesopotamian figure. They are an avalanche of the possible,
microscopic and limitless in space, from the center of the
unknown to implied magination. This Mesopotamian figure the
Louvre collection, is the great goddess Ishtar, with rubies from
Burma in her eyes and navel, her palm outstretched in a classic
gesture of offering, an invitation to the work. The sound is from
NASA'S Deep Space Antennae, the sound of starlight...

CYFEST-10

Ipynna «Kyna 6eryTt co6aku» (Poccus)

nong 2.1

meduauHcmannayus, 2009-2012

Yuacmuuku: Anekceli Kop3yxuH, Bnaducnas bynamos, Hamanus
[pexosa, Onvea NHo3zemuesa

«[Monga 2.1» — 3To NoNbITKa CO34aTb UMO3UI0 HAIMUYUA CO3HA-
HUS Y HEXMBOW MaTepuu. B kauecTBe npu3Haka, N0O3BONAIOLWErO
3pUTENI0 MHTEPNPETUPOBATL KHEOAYLIEBNEHHOE» KAK «0CO3-
Hatowwee», BbibpaH 06pa3 ABmxyLLerocsa rnasa. Micnonb3ys mar-
HUTHbIE NON4, XYAOXHUKM BbICTPAUBAIOT MOJENb CTAaHOBEHMUS
HeoAylWeBNEHHOW MaTepUN, KOTOPOM OpraHMyeckn npucyLLa
CNYYaNHOCTb KOHKPETHbIX U3MEHEHWUIN B KOHKPETHbIE MOMEHTbI
BpeMeHu. B 3ToM npoekTe co3HaHue (MAK ero NpM3HaKku) BO3-
HUKaeT KaK peakLuma Ha Apyroe CoO3HaHMe (MAU ero Npu3sHakm)
W BKtOYaeT B ceb64 pasHble OTHOLWEHMS MeXAY CYLWHOCTAMU —
OT HabnaeHNs 0,0 B3aMMOAENCTBUS.

Where Dogs Run Group (Russia)

FIELDS 2.1

media installation, 2009-2012

Participants: Alex Korzukhin, Vladislav Bulatov, Natalia Grekhova,
Olga Inozemtseva

“Fields 2.1” is an attempt to create an illusion of consciousness
in non-living matter. A moving eye is a property that allows

the viewer to perceive the “inanimate” as the “conscious”. Using
magnetic fields, the artists build up a model of how non-Lliving
matter evolves which has an inherent organic characteristic

to undergo random specific changes at specific moments of
time. In the project, consciousness (or its signatures) appears

as a reaction to another consciousness (or its signatures) and
comprises various relations between beings — from observation
to interaction.



Uropb Monouesckuii (CLLA)
MEPEXOOHOE COCTOAHUE
sudeo, 2013

TexHONOrUa NIAHOMEPHO yCKOPSIeT NepeMeLLeHns B NPOCTPaH-
CTBE, M YenoBeK Ternepb CrnocobeH Nnlb YacTUYHO Npenapupo-
BaTb BU3yasibHble CTUMY/bl. BocnpusTue BU3yanbHOro NpoCTpaH-
CTBa CTAHOBUTCA PYHKLMEN CKOPOCTM COBpaHHOM MHPOPMALLUK.
«MepexogHoe cocTosHne» — MeTadopuyeckas KapTa NpocTpaH-
CTBEHHOI aHOManuu, KOTopas SBASETCH NOOBOYHbIM NPOAYKTOM
061nKna MHGOPMALMOHHBIX CTUMY/OB. ITO 0TOOPaKEHUE NUYHBIX
BOCMOMMHAHWI XYA,0XHWKA, BINAAbIBAOLWLEr0oCs B Yy>KepOoaHblii
naHawadT MMpa, KOTOpbIA, MO BCeM BUAMMOCTHU, HabupaeT BOKpYr
Hero 060poThl.
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Igor Molochevsky (USA)
IN TRANSITION
video, 2013

As technology permits faster modes of spatial displacement,
the individual is only capable of partial dissection of visual
stimuli. Perception of visual space becomes a function of the
speed of information gathered. “In Transition” is a metaphorical
map of the inhibited spatial anomaly that is a by-product of the
abundance of information stimuli. It is a visual representation of
the artist’s personal memory as he stares at the alien landscape
of the world that seems to speed up around him.

CYFEST-10

JIn JInu Ham (tOxHas Kopes)
MOJTOYHULLA
suodeo, 6 muH. 30 cek., 2014

MpenctaBbTe cebe MbICNIEHHbIM HACTPOM MONOYHMLbI, MEpENUBa-
lolLeli MONOKO BECb AieHb — OT BOCX0A3 A0 3akaTa. BHe Bcakoro
COMHeHMS, Nofo6HbIM TPy BeCbMa yToMuTeneH. B3gs 3a ocHoBy
KapTMHY MacTepa, UCKYCHO 3aneyaTnesLlero CBATOCTb XPUCTH-
QHCKOro ObITUS Yepes NPOCTON aKT NepennMBaHug Monoka, Jlu Jliu
Ham n3o6paxaeT Monoko, nepenmsaemMoe B 6e340HHbIV Konogel,
Kak MeTadopy XM3HU paan YAOBNETBOPEHUS MUPCKUX XKeNaHWW.

Lee Lee Nam (South Korea)
THE MILKMAID
video, 6 min 30 sec, 2014

Imagine the mindset of the milkmaid who pours milk all day until
sunset. Undoubtedly, this is a tiring task. Following the artist,
notable for his brilliant depiction of the sacredness of Christian
life through the simple act of pouring milk, Lee Lee Nam depicts
milk being poured into a bottomless pit as an expression of how
humans live to satisfy their worldly desires.

KUWBEP®ECT-10
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Upuna Haxosa (Poccus)
PEMETMLNA
uHcmannauus, 2003

Ha mecTe 3kpaHa — 6onbluoi nanTbokc C penpoayKumeit kap-
TUHbI Dayapaa MaHe «bankoH», a BMeCTo Kpecen 3puTeNbHoro
3ana — NATbAECAT MaNeHbKMUX NAUTOOKCOB C U306paXKeHM-
MU Ntoael B no3e repos «MepTBoro topeagopa» Toro xe
XYAO0XHMKa. [eoMeTpuyeckn MHCTaNNALMS BOCNPOU3BOAUT
NPOCTPAHCTBO KMHO3aNa, LEHTPOM BHUMAHUS U UCTOYHUKOM
CMbICNa B KOTOPOM 5iBNigeTCs 3kpaH. OaHaKo CHoXXeTHO BCe 06-
CTOWUT POBHO HAa0BOpPOT: 3KpaH CMOTPUT B 3a, AaMbl K rocnoaa
¢ 6anKoHa HabNto4A0T Pa3MHOXEHHbIM PUHAN KOppWabl. 3an
CNYXUT apeHOoW, 3KpaH CMMBONIM3MpPYeT paabl TeaTpa. Cuctema
3aMKHyTa cama B cebe. 3penuile nornoweHo camonto60BaHK-
eM. EMy He Hy>XeH HU «peanbHblit» 3puTenb (BbITECHEHHbIV BO
BHELHWI MUP), HX Aaxe opurmHan (boTtopenpoaykLmm BMECTO
YHUKANbHbIX TEXHUK, B KOTOPbIX «MNPUCYTCTBYET» aBTop). Jlto-
6as peneTnuMa 34eCb NpeBpaLleHa B peanbHOCTb CNekTakns,
BCSIKas konus obnapaeT aHepruein opuruHana. Hapumcc 3aBo-
poxxeH CO6CTBEHHbIM OTpaXkeHWeM. M ToNIbKO pa3aatowwniics
BpeMS OT BpPEMEHU pe3KUi 3ByK cnacaeT ero ot 6e3BpeMeHHOoM
CMepTU B BOJE pyuybs.

Irina Nakhova (Russia)
REHEARSAL
installation, 2003

In the place of a screen, there is one large lightbox with

a reproduction of the painting “The Balcony” by Edouard
Manet, and instead of auditorium chairs, there are fifty small
lightboxes with images of people in the pose of “The Dead
Toreador” by the same artist. From the point of view of
geometry, the installation duplicates the space of a cinema hall
whose center of attention and source of meaning is the screen.
However, from the point of view of the storyline, it is just the
opposite: the screen is looking at the audience, the ladies

and gentlemen from the balcony watch the multiplied finale

of a corrida. The auditorium serves as the arena; the screen
symbolizes the rows of a theater. The system is self-contained.
The spectacle is absorbed with self-adoration. It needs neither
the “real” spectator (forced out into the outside world) nor even
the original (@ photo reproduction instead of unique techniques
in which the author is “present”). Any rehearsal here is turned
into the reality of a show; any copy has energy of the original.
Narcissus is spellbound by his own reflection. And it is only the
harsh sound going off from time to time that saves him from an
untimely death in the brook’s water.
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Donato Mukkono (Utanus)
AHAXPOHU3M
meduaobvekmsi, 2016

HoxaTo lMrkkono npepnaraet cBoe TONKOBaHMe
HekoTopbix wepespos xusonuck XVII n XIX sekos —
UHTENIUFEHTHO, OCTPOYMHO, HO U Clierka Aectabu-
nusupylowmnm obpasom. Pagyra y Hero npespauiaet
HocTanbruyeckun «Bupg endra» AHa Bepmeepa

B F'MMH pafoCcTu, a poMaHTH4Yeckue neinsaxu Kacna-
pa laeunpa @puaprxa CTaHOBATCS anokanuniuye-
CKMMU K3-33 BTOPXKEHMUS OBYX METEOPUTOB, Kak bya-
TO COBpEMEHHas uHTepnpetaumns «bypu u HaTucka»
MOXeT 06Hapy>XMTb B 3TOM BUIEHWUM KOHLA CBETA
HauBbICLIYIO TOYKY poMaHTM3Ma. MeTog [loHaTo
Mukkono — urpa 6e3 npaBui, KOTOpas MOXET MUCKa-
3UTb UM NOAYEPKHYTb HAMEPEHUS aBTOPA OPUTU-
HaNnbHOro NpPou3BeAeHus.

Donato Piccolo (Italy)

ANACHRONISM
media objects, 2016

Donato Piccolo offers his own interpretation of
some of the greatest masterpieces of the 1600s
and 1800s, in a educated, humorous and slightly
destabilizing way. A rainbow turns the nostalgic
“View of Delft” by Jan Vermeer into an hymn

of joy, and the romantic landscapes of Caspar
David Friedrich becomes apocalyptic with the
irruption of two meteorites, as if the contemporary
interpretation of Sturm und Drang could find the
highest point of Romanticism in a vision of the end
of the world. Donato Piccolo’s work is a game that
has no rules, and can distort or emphasize what the
original author intended.
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®abpuumo Mneccn (Mtanns)
BCMJTIECK
sudeouHcmannauus, 2016

B 3TOM nepenneTeHnn 3HaKOB M CUrHANOB, B 3TOM 6ecdopMeHHOM
Macce HeBHATHbIX KOAMPOBAHHbIX COOBLWEHMM, NOCTYNAOLLMX

CO BCEro MMpa, 3aa4a XyAoXXHWKa — BONPEKM BCEMY 3aCTaBUTb
BCMbIWKK MarH1S NPOHUKHYTb Yepe3 CeTYaTKy rnasa B Hall MO3r
M OCBETUTb TalHble 30HbI Hawero Bocnpuatus. @abpuumo Mneccu
CTPEMUTCA K pa3pyLlueHnto 6apbepoB MeXay HayKoM U UCKYC-
CTBOM M CO3J,aHMI0 AMArOHasIbHbIX NepeceyeHmnii; N0 ero MHeHuto,
3TW KOHTAaMUHMPOBAHHbIE A3bIKKU, 3TU pa3Hble BUAbI rnobannsa-
UMK B KOHEYHOM UTOre NpeBpPaTAT HEBbIPA3nUTEIbHOE NULLO MalLUKn-
Hbl B Bblpa3uTenibHoe, 6e3 KakMx-nMbo 3aTpyLHeHU Nnpeoaone-
Basi 060C06MEHHOCTb M TATOTbI TBOPYECTBA.

KUWBEP®ECT-10
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Fabrizio Plessi (Italy)
SPLASH
video installation, 2016

In this tangle of signs and signals, in this shapeless, stratified
mass of coded messages that arrive from all over the world,
indistinct and opaque, despite everything it is still the artist’s
task to make flashes of magnesium reach out to our retina and
brain to illuminate the dark, secret zones of our perception.
Fabrizio Plessi considers his task to break down the barrieres
between science and art and create diagonal crossings;
according to him, these contaminated languages, these different
globalisations will finally make the inexpressive face of the
machine expressive, overcoming without any complications the
separate nature and hardship of creativity.




BuTtanuit MywHuukui (Poccus)

cTYONA. OKUOAHUNE

meduaobvekm, 2016

lpu noddepxke meduanabopamopuu CYLAND

MpoekT «Ctyauns. OxupaHue» npeactasnseT cobou

X0NcT 60nblOro GopmaTa C NPUCOEANHEHHBIM K HEMY
YCTPOMCTBOM, MO3BOSIOWMM 3aHOBO YBULETb CIOXET,
0XWBUTb M306paxeHne B6e3 BTOPXKEHUS OAHOI0 BUAA UC-
KYCCTBa B APYroi. 3T0 MOMbITKa HarnsAHo NokasaTb Kak
He3aBMCMMOCTb, TaK U COCYLLECTBOBaHWE TPAAULMOHHOWM
XMBOMUCHON GOPMbI M HOBEMLUNX CPEACTB AONOMHEHHON
peanbHOCTW. B npoekTe paccmaTpuBaeTcs TEOpUS Urpbl

(B TOM uMcne C OTCYTCTBYHOLLMM NEPCOHAXEM) B ee CoBpe-
MEeHHOM, BUPTYaslbHO-MCMX0NornyeckoM acnekre. Kaptu-
Ha OTAe/NeHa OT YCTPOWCTBA, HAa HEE HUYETO He NpoeLmpy-
etcs. OHa CNYXUT LB TOYKOW BKIIOYEHUS, MOBOLOM N9
pacwupeHns rpaHnL, 3afaHHbIX CKy4aloLWmnM B3raA0M
noceTuTens BbICTaBKKU. )KMBOMMUCb M NPOrpaMMa XuByT

u paboTatoT BMecTe — Nof06HO TOMY, KaK Nloau cocyle-
CTBYIOT B CETAX. DTOT CBOe06pasHbIii cMMBMO3 no3BonseT
NPUBECTU TEXHONOTUM K 06CYXKAEHMIO TEX e BONPOCOB,
KOTOpble 3343eT KJ1acCMYeckoe UCKYCCTBO.

Vitaly Pushnitsky (Russia)
STUDIO. WAITING

media object, 2016

Supported by CYLAND Media Art Lab

The project “Studio. Waiting” is a large-format canvas
with an attached device that allows to see the story
anew and to refresh the image without the intrusion of
one art form into another. This is an attempt visually to
demonstrate both independence and coexistence of the
traditional form — painting — and the newest means

of augmented reality. The project investigates game
theory (including a game with an absent character) in its
contemporary, virtual-psychological aspect. The picture
is separated from the device; nothing is projected onto
it. It serves just as a switch-on point, a pretext to expand
the boundaries imposed by the bored glance of a visitor
to the exhibition. The painting and the program live and
work together, much like people coexist on networks.
This peculiar symbiosis allows to bring technology to

a discussion of the same questions that are posed by
classical art.
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KoaH Teiic (benbrus)
DEATH FUCKING METAL
sudeo, 2013

«Death Fucking Metal» — nocnegHss yactb Tpunorum KosnHa Ten-
Ca, B KOTOPYH BXOAAT Takxe Buaeo «DaHdapbl, MOKOM U HaCiax-
nenHue» (2007) u «OTtevectBo» (2008). B KaXxa0M M3 3TUX NpOU3-
BeAEHUIN ecTb rpynna noaen B yHudbopme, AeNpecCMBHO Nexa-
WMX Cpelym BENUKONeNHbIX AeKopaumit. B TpeTbelt yactu repou
obnayeHbl B aHTUYHUPOPMY pok-3Be3. ITa BuaeopaboTa bbina
CHATa Ha Benogpome B [eHTe. B LeHTpe BenogpomMa MegneHHo
BpalLaeTcs Kpyrnas cLeHa, a Ha Heil Mexay MHCTPYMeHTaMu

M YCUNUTENSIMU Pa3BaNUINUCh TPUALATD CTapeloLWMX POK-3Be3 .
KocTiombl, rutapel u 6apabaHbl CBepKatoT B ly4ax NpOXEKTOPOB,
NPOHM3bIBAKOLWNX AbIM HA CLieHe. [IpUCyTCTBYIOT BCE 3N1EMEHTDI
KPYTOro KOHLLepTa, HO MY3bIKaHTbl 1€XaT yCTasnble U NoAaBNeH-
Hble, Cceivyac OHM BPSL M CNOCOOHBI Ha KaKoM-NM6O ruTapHbIN
pudd nnm 6apabaHHbiii yaap. o Mepe Toro, kak BpaliaeTcs cue-
Ha, Mbl BUAMM MY3bIKaHTOB KPYMHbIM MIAHOM, OGHOTO 33 APYIUM.

KUWBEP®ECT-10

Koen Theys (Belgium)
DEATH FUCKING METAL
video, 2013

“Death Fucking Metal” is the third and final part of a trilogy
in which “Fanfare, Calme & Volupté” (2007) was the first part
and “Patria” (2008) the second. In all three video works a group
of people in uniform lie around depressed in a spectacular
setting. In the third part they wear the anti-uniforms of rock
stars. The scene was shot in a velodrome in Ghent. In the
middle of the velodrome, a three-tier circular stage slowly
turns. On it thirty old rock stars sprawl amidst their instruments
and amplifiers. The costumes, guitars and drums glitter in the
spotlights, piercing the smoke on the stage. All the elements for
a spectacular concert are there, but the musicians lie tired and
depressed, scarcely able to manage a guitar riff or drum beat.
As the stage slowly turns, the musicians pass across the screen
in different close-ups.
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AHHa ®paHuy, (Poccua-CLUA)

B3PblB BAHKWN CTYWEHHOIO MOJIOKA, KOl A
BbIKUMEJTA BOOA

meduauHcmannayus, eapuaHm N2, 2016

lpu noddepxmke meduanabopamopuu CYLAND

KoHUenTyanbHO OTCbINas HAaC K KOMMbIOTEPHOW CETKE, @ BU3yaslbHO OTpaxasi MUHPaCTpyKTypy
| F - ¢ 3aHug 6e3 cTeH, AHHa MpaHL, CO34aeT NoMeLLeHNE C OTKPbITbIM 0CTOBOM. COCTOALLMI U3 MO-
| = i ) JIMNPONUIEHOBbLIX KYOGOB, 3TOT OCTOB BMELLAET NPEAMETbI, BUAEO03ANUCH U ABUKEHUS. BHYTpEH-
—p— - = : - A | Hee (HEeXM0e XKMI0E) NOMeLLEeHNE OCTABNEHO NYCTbIM, YTOBbI 3pUTENM CaMK MOF/IM YNPaBAATb
A : 4" BU3yaNibHbIMU 06pasaMu, 3ByKamu, CIOBaMU U BUPTYaNbHbIMU AEMCTBUAMM BHELIHEN MATPULLbI
¥ H j | M CO3AaBaTb CBOK COBCTBEHHYIO MCTOPMIO. [TTUUKM WebeuyT, NIoaM HA BUAEO 06LWLAOTCA, UrPYLLIKM
WKMAT U KPYXKATCA, B MOPAX NPUIUBbLI CMEHSIOTCS OT/IMBAMU — Y HUX Y BCEX €CTb GUPMEHHbIE
! , Ha3BaHMA, o4 KOTOPbIMKU OHU NPOAAIOTCA AU U3BECTHbI B KAYECTBE NEepCOHaXel B TeaTpasibHOM
v & = r 4 noctaHoeke AHHbI DpaHL, 1 3a ee npeaenaMu. Ha nepsbiit B3rnaa HanoMuHawwan «KoxHewy» nam
- «besymMHoro Makca», 3Ta MynbTUMeAMIHAA Cpena ABAAETCS He CTONbKO CLLEHOM U3 MPAYHOro
6yayLero, CKObKO MHTUMHOM AeKopaumei ANs NO3TUYECKOro PasMbILLIEHNS O CAMOOLLYLLEHUM.
- = == MHCTanNALMS MeHAETCS OT MeCTa K MECTY, OT CTPaHbl K CTpaHe,
M B Heil BCErAa MCMosb3yoTcs MECTHbIE MaTepManbl.

W
| I ” ‘Fr ri r ; Anna Frants (Russia-USA)
i » EXPLOSION OF A CAN OF CONDENSED MILK AFTER
THE WATER HAS EVAPORATED
media installation, version N°2, 2016
Supported by CYLAND Media Art Lab

| ', n |“ | | | o Conceptually referencing a computer grid and visually reflecting the infrastructure of a building
= - without walls, Anna Frants builds an open framework room. Comprised of raw polypropylene
“[ A | il - -l,'\'.l ""‘ 5 cubes, the exposed framework houses objects, videos, and movements. The interior (unlived-in
:'I ) - e - " : lived-in) space is empty for viewers to navigate the visuals, sounds, words, and virtual actions
: i - '-'_ , - - s =y . of the exterior matrix and formulate their own story. Birds chirp, recorded faces communicate,
T B q % playful toys whiz and whirl, the seas ebb and flow — each with brand names that they are sold
| 1 b= as or known by as characters in Frants’ theatrically staged work and beyond. At first glance
# reminiscent of “The End” or “Mad Max”, this multimedia environment is less a scene from a
8 - dismal future and more so an intimate setting presented for a poetic contemplation of the
| sense of self. The installation is flexible, varying from site to site and country to country, with
local materials utilized each time.

iy
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Anekcanap WuwkunH-Xokycain (Poccus)
BAHHA MAPATA

KUuHemuyeckas uHcmannayus, 2016

lpu noddepxke meduanabopamopuu CYLAND

YcnoBHble KpblfibS NOTPYXKAKOTCSA B BAHHbI, HANONHEHHbIE
YepHOW KpPacKoM, U B3MaxXMBatoT, Bbi3biBasi B MaMATH ABUXKe-
HWUA NTUL, NepenavykaHHbIX HeTenpoayKTaMu, B MOPCKOM
BoAe. PaboTa oTcbinaet k TeMe Mkapa (cTpemneHue K npe-
KpacHbIM MaesM C NnafeHneM B NyuuHol gepbma). C gpyrou
CTOPOHbI, KpblNbsi paboTalOT KaK TMraHTCKUE KUCTU XYL0XK-
HUKa. MpUBbIYHBIN peMeCeHHbI MUP TBOPLLA TOXE MOXHO
TpPaKTOBaTb Kak 6ECKOHEYHOEe NOrpyXXeHue B CBET U TbMY.

Alexander Shishkin-Hokusai (Russia)
BATH OF MARAT

kinetic installation, 2016

Supported by CYLAND Media Art Lab

Simulated wings are immersed in tubs filled with black
paint and they flap, bringing to mind birds soiled by oil
spills at sea. The work refers to the subject of Icarus: the
aspiration towards beautiful ideas followed by a fall into
the depths of crap. On the other hand, the wings function
as the giant brushes of an artist. The customary artisanal
world of a creator can also be interpreted as an endless
immersion in light and darkness.
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IOOEKT NPUCYTCTBUA

AHHa ®paHy, (Poccua-CLLUA)
Kypamop npoekma

TexHONOrMs B UCKYCCTBE faNia 3pUTENSM BO3MOXHOCTb UCMbITaTb TO, YTO Ka3an0Cb HEJOCTUXM-
MbIM, — 3P deKT npucyTCTBMS. IPdEKT NPUCYTCTBMSA — 3TO KOrAa Mbl MOMHMM, YTO MaMa naxsia mMo-
NIOKOM, YTO MOX JIETOM TEMJIbIA U KOJKOUMIA, @ yY, YTOHYBLIKI B rpadmHe, TaHLYeT pafy>KKown Ha cTe-
He...

Bnaaumup HabokoB Ha3biBan 3TO KMHAMBUAYASIbHOM TaliHOW®. Y HEe HET BPEMEHU POXKAEHUS U Bpe-
MEHM 3aKaTa, ee He MOryT 06bACHUTL BMONTOrUs, MaTeMaTHKa U BU3MKa, OHA XKMBET B BEYHOCTU
1 NMOAYMHAETCA TONBbKO CBOEMY 0bnasartento.

CoBepLEHHO HEMOHSITHO, MOYEMY 10 CUX NOP UCKYCCTBO, MCMOMb3YIOLLEE FadXKeTbl U MPOrpaMMHOE
obecneyeHune, Ha3biBAaeTCS «KHOBbIM», B TO BPEMS KaK OHO HE TO/IbKO HE MOJIOLL0, HO U BOBCE BOCXOAUT
K 3MOXe BbICEKAHUS OTHS.

K npumepy, nonpobyiTe pacckasaTb COBpeMEHHOMY TUHeNAXKepy 0 PeHe MarputTte, 1 OH pewurT,
4YTO XYAOXHMK paboTan B MOAHOI HbIHYE TEXHMKe JOMOoNHEHHOM peanbHocTn ©. OpHako, He 6yay
CNOpUTb, M3NIMLLHEE YBAEYEHUE ragXeTaMu CpoaHM Baecky B rna3zax KpOMaHbOHLA, CMOTPSLLEro
Ha 6yChbl.

UTo X BbIXOAUT? To, K 4yeMy BeKaMu CTpEMUNUCD XYOO0XKHUKU, TO, YTO aHAIM3NPOBANTM MHOTOYUCTIEH-
Hbl€é MCKYCCTBOBEAbI, TO, K YEMY aneninpoBana d)paHLl,yBCKaﬂ Akagemus XyOooXecTB B XIX Beke, u 70,
Hag yeM notewanca [iowaH, HakoHeL, CTano BO3MOXHbIM?

[a nagHo...
M onsatb Habokos, U3 paHHero ctuxoTBopeHus 1923 ropa:

U 8 ympo mupa 3mo 6sin0:

Lukape, ewe nonyHemod,

C dywoli npo3pesuwietl, Ho beckpbinol,
Kocmameld, nezkuli u npsimod,

3amemuJ, 83MaxuU8as JyKom,

lpu 831eme 2opHo20 opa,

C Kakum 2ycmsiM U C1GOKUM 38YKOM
Ocsoboxdaemcsa cmpena.

CYFEST-10

THE PARTICIPATION EFFECT

Anna Frants (Russia-USA)
curator

Technologies in art gave the viewer the chance to feel something that seemed unattainable — the
participation effect. The participation effect is when we remember that mother smelled of milk,
moss was warm and prickly in summer, and a sunray drowning in a carafe danced like a rainbow on
the wall...

Vladimir Nabokov called this an “individual mystery”. It does not have a time of birth or a time of
sunset; it cannot be explained by biology, mathematics or physics; it lives in eternity and only obeys
its owner.

It is absolutely unclear why art that uses gadgets and software is still called “new” when it is not
only not young, but dates back to the Stone Age.

For instance, try telling contemporary teenagers about Rene Magritte, and they’ll decide that the
artist worked in the currently fashionable technique of augmented reality ©. But I'm not going to
argue, an excessive fascination with gadgets is akin to the light in the eyes of a Cro-Magnon looking
at beads.

What does this mean? That the things that artists tried to achieve for centuries, that were analyzed
by legions of art historians, that the French Art Academy appealed to in the 19th century and that
Duchamp mocked have finally become possible?

Oh, come on...
And here is Nabokov again, from an early poem of 1923:

It was the morning of the world:
A savage, semi-multe,

With soul alert but wingless,
Lithe, shaggy, standing tall —

He noticed, as he swung his bow,
When up the eagle soared,

With what a sweet and mellow sound
The arrow was released.

KUWBEP®ECT-10
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MapuHa AnekceeBa (Poccus)

FOJIEM. COH. OH_OHA
cepusi Meduaobvekmos, 2012-2014

MapwuHa AnekceeBa npeBpallaeTt CTaHAapPTU3aALMIO

B none urpbl. B ee awmykax-nantbokcax scerga npo-
UCXOAUT NpeobpakeHne CcTaHAApTa. 3puTenb CHava-
Nla BOCXMLWAETCS, y3HaBas NpMBbIYHOE, @ NOTOM pa-
[yeTcs, OTKpbIBas 6naronaps oAHOM-ABYM AeTansm,
KaK 3TO NpuUBbIYHOE CloppeanbHo. Jliobol npegmer
Ha CBOEM 06bIYHOM MeCTe 3[4eCb MOXET HEOXUAAHHO
npoAeMOHCTPUpPOBaTh CBOHOAY OT CTEPEOTMMNOB MO-
BeAEHMS 1 BOCMIPUATUA.

Marina Alekseeva (Russia)
GOLEM. DREAM. HE_SHE
series of media objects, 2012-2014

Marina Alekseeva turns standardization into a game
field. In her lightboxes, the transfiguration of a
standard takes place all the time. The viewer is first
filled with admiration to recognize a familiar thing,
and then with delight to discover, thanks to one or
two details, how surreal this familiar thing is. Any
object in its habitual place here can unexpectedly
demonstrate its freedom from the stereotypes of
behavior and perception.

KUWBEP®ECT-10

MMopmuna benosa (Poccus)
CBOBOHbIN WI-FI
UHmMepakmusHsie meduaobvekmsl, 2016

JlecTHULbI — NoXanyw, eAMHCTBEHHbIE rO-
POLCKME MPOCTPAHCTBA, KOTOpble He NoA-
BEPrINCH CUbHOMY B/IMSIHUIO BPEMEHMU.
MeHsoTca dacanbl, MEHAOTCS UHTEPbEPDI,

a NIeCTHULLbI OCTAOTCS Hen3MeHHbIMU. Koraa
Mbl XM KOT0-TO, Mbl CMOTPWM B LBEPHOM
rnasok. C HUM Hepa3pbIBHO CBSA3aHbl OXM-
[laHWe, HAaCTOPOXEHHOCTb M IIDOOMbITCTBO.
Ho B paborte JliogMunbl benosoi To, 4TO Mbl
BMAMM B rNa3ke, He NOX0Xe Ha 06bIYHbIX rO-
CTen. D10 ycnoBHoe 0603HaveHune BonH Wi-Fi,
W ANS TOro Y4TO6bl BNYCTUTb UX B CBOM A0M,
He HY>XHO cMOTpeTb B rnasok. Wi-Fi 3pecb —
06pa3 MHTepHeTa, 06pa3 COBPEMEHHOW Xn3-
HM B «00/1aKax», B pa3HbIX NPOCTPAHCTBAX
0[HOBPEMEHHO; KOHCTaTaLMA NNaBHOM
Knbep3aBonoLMmM YenoBeka.

Ludmila Belova (Russia)
FREE WI-FI

interactive media objects, 2016

Staircases are probably the only city spaces
that have not been subjected to the strong
impact of time. Faszades change, interiors
change, but staircases remain unchanged.
While we wait for somebody, we look through
the peephole. This is inextricably linked to
expectation, apprehension and curiosity.

In this work, however, what we see in the
peephole does not look like regular visitors.

It is the identifying code for Wi-Fi waves, and
there is no need to look through the peephole
in order to allow them into one’s home. Wi-Fi
here is an image of the internet, an image of
modern life in the “clouds”, in different spaces
simultaneously; it is an assertion of the
smooth cyber-evolution of the human being.




MNetp Benbiit (Poccus)
XPUM
obvekm, 2017

«Xpun» — BO3BpALLEHUE K TEME HEHYXHOro andasuta. OcTaTku
TOrO, 4TO HbII0 NOPOXKAEHO NIAHOM MOHYMEHTAsIbHOM Npona-
raHAabl, CONPOBOXAABIUMM YTOMMYECKUIA NPOEKT NMOCTPOEHUS
KOMMYHW3Ma, Tenepb, B OTPbIBE OT KOHTEKCTA, BbI3bIBAIOT CKOpEE
MEeNaHXonuto, NpuobpeTs AN MHOTUX HOCTaNbrMYeckuii hnep
BOCMOMMHaHu o getctee. O6bekT MeTpa benoro pacckasbiBaer
M 0 MOKOJIEHUM XYA0XKHUKOB-XaNTYpPLLIMKOB, ONYTaBLWNX B CBOE
BpEMS CTPaHY CETbI0 NOPTPETOB M JIO3YHIOB, M O CTPEMMUTENLHOM
Jerpafauumu COBETCKOro NpoekTa — OT Bepbl K 6e3Bepuio, OT pyc-
CKOro aBaHrapAa o 6eTOHHbIX MCTYKAaHOB, — M O HbIHELWWHEM
COCTOSIHMM Monypacnaga, CTMpaHust yTpaTUBLUMX 3HAYEHME CUM-
B0n0B. OrpoMHble ByKBbl U3 PaHeEpbl U CTaNN PXXaBEKT U NAAAIOT,
TEKCT TepsieT CMbICA, NpeBpaLLasch B NyCTble COYETAHUS 3BYKOB,
06pa3zys xpun, BbiMJibiBas TEHbIO M3 poLLM 3aOPOLLIEHHOTO MKO-
HepcKoro nareps, 3aBoaa, CTOJIOBOMA.
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Peter Belyi (Russia)
RATTLE
object, 2017

“Rattle” is a return to the subject of an unnecessary alphabet.

The vestiges of what arose from the plan of monumental pro-
paganda that accompanied the Utopian project of building
communism, now, in isolation from the context, rather evokes
melancholy, acquiring for many the nostalgic veil of childhood
memories. The object of Peter Belyi speaks both of the generation
of hack artists who once enmeshed the country in a web of por-
traits and slogans, and of the swift degradation of the Soviet proj-
ect — from faith to faithlessness, from the Russian avant-garde to
concrete idols — and of the current state of half-decay and oblit-
eration of symbols that have lost their significance. Huge letters
made of plywood and steel grow rusty and fall down; the text
loses its meaning, turning into an empty combination of sounds,
making a rattle, floating like a shadow from the grove of an aban-
doned summer camp, a factory or a cafeteria.
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Paiian Byng (CLLA)
[THEBMA
buomempuyeckas uHcmannayus, 2008

B uHcTannsauuu PaitaHa Bynda mexaHu-
yeckas CKyJbNTypa 03BYYMBAET AbIXaHWe

U ceppLebreHne XyaoXKHUKA B peasbHOM
BpeMeHU. PUTM AblXaHWUsa MaTepuanusyeTcs
B OTKPbITUM M 3aKPbITUM NOABELLEHHbIX 30H-
TOB, a cepALebueHne NposBnseTcs Kak Mep-
LaHue orHeit. MoacoenmHsas TBopua K ero
TBOPEHMIO, CEHCOPbI HABNIAAIOT 33 PU3no-
Noruei XyaoXHUKa U reHepupyioT AaHHble,
KoTOpble C NOMOLL b0 TexHonoruun Bluetooth
WK COTOBOW CBSI3M M MUKpOMpoLeccopa
MOryT 6bITb NepeAaHbl U3 1060 TOUKK
MUpa TYAa, rae HaXOAUTCS MHCTANNALMUS.
«lHeBMa» nccnenyeT 3PeMepHOCTb XMU3HH,
OTHOLUEHWS COBPEMEHHOM HayKu U cMepT-
HOCTH, @ TaKXXe NoABepraeT COMHeHuio By-
Ayliee TeNnecHOCTH, NpeBpaLLas oTcyTcTBue
B NPUCYTCTBUE, CUHXPOHU3UPYS KMU3Hb

B OAAHOM MecCTe C ApYrMM NpOCTPaHCTBOM.

Ryan Wolfe (USA)
PNEUMA
biometric installation, 2008

In Ryan Wolfe’s installation, a mechanical
sculpture articulates from afar the artist’s
breathing and heartbeat in real time.

The rhythm of the artist’s breathing
materializes in the opening and closing

of suspended umbrellas as his heartbeat
appears as pulses of fluttering lights.
Linking the creator to the creation, sensor
devices monitor the artist’s physical system,
generating data which is transmitted

by Bluetooth / cellular wireless and a
microcontroller interfacing from anywhere
to the installation site. “Pneuma” explores
the ephemerality of life, the relationship of
modern science to mortality, and questions
the future of physicality by turning absence
into presence, synchronizing life in one
location to another space.

KUWBEP®ECT-10
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EneHa lN'y6aHoBa, UBaH MNBopkoB (Poccus)
XPAHEHWE BPEMEHMU

uHcmannqyus, 2016

UnneHep: Anekceli [payes. lpu noddepxke
meduanabopamopuu CYLAND

TeHb 3puTeNs, nafasa Ha CTEHY U3 KapTOHHbIX KOPOBHOK ANng
XpaHeHUa BeLlew, BKOYAEeT 3BYKM TUKaHbs YacoB. YeM
60/blUe TEHEN, TeM FrpoMye 1 pa3HoobpasHee TUKaHbE; NnY-
HOe BpeM$ KaXAoro BMBaeTCs B 0OLWMIA 3BYKOBOM MOTOK.
Korpa Bce 3puTenu BMecTe CO CBOMMU TEHSMU YXOASAT, BCe-
NeHHasa 3aMoNKaeT, BpeMs ocTaHaBauBaeTcs... Bpems cywe-
CTBYET M3-33 HAC, OHO INLLb TEHb TOr0, YEM MbI SIBNSEMCS...

Elena Gubanova, lvan Govorkov (Russia)
TIME KEEPING

installation, 2016

Engineer: Alexey Grachev.

Supported by CYLAND Media Art Lab

When the viewer’s shadow is cast on a wall of cardboard
boxes for storing things, it turns on the sounds of a ticking
clock. The more shadows, the louder and more varied the
ticking; the personal time of each one flows into one sound
stream. When all the visitors leave together with their
shadows, the universe falls silent and time stops... Time exists
because of us; it is but a shadow of what we are...

PoHanbp, [aroHHbe (benbrus)
OVATEKTUKA «MNPECTYNNEHNA N HAKASAHUA»
sudeouHcmannayus, 2016

B ocHoBY uHCcTannsuumn PoHanbaa JaroHHbe NoMoXeH
3BYKOBOM OTPbIBOK Aunanora us punbma Jibea KynuaxaHosa
«MpectynneHune un HakasaHue» (1970) no o4HOMMEHHOMY pOoMa-
Hy ®epnopa [ocTtoeBckoro. PaboTta npeacTtaBnset coboi Buae-
OM3MMUHT Ha MOTOPU30BaHHbIA 3D-NpuUHT.

Ronald Dagonnier (Belgium)
DIALECTICS OF “CRIME AND PUNISHMENT”
video installation, 2016

The basis of Ronald Dagonnier’s installation is a sound dialog
extract from the movie “Crime and Punishment” directed

by Lev Kulidzhanov (1970) based on the eponymous novel
by Fyodor Dostoevsky. The work involves video mapping on
a motorized 3D-print.



AnekcaHppa [lemeHTbeBa (benbrus)
MAMATDb 3EPKAJIA
uHmepakmuegHas sudeouHcmannayus, 2002

Ha akpaH, KOTopbIi pa3aenseT BbICTAaBOYHOE MPOCTPaAH-
CTBO Ha [iBe YacTu, npoeuupyeTcs u3obpaxeHue, UMu-
Tupytowee 3epkano. CHayana, npubnunxasnce, 3puTenb
BMAMT B HEM JIMLLUb CBOE «OTpaXkeHuex». Ho nocpeam 3ana
JIEXUT CEHCOPHbIM KOBPUMK. Koraa Ha Hero HacTynator,
KOBPMK MOCbIIAaeT KOMMNbOTEPY CUIHAN 3anMcaTh CTosLLe-
ro Ha HeM noceTuTens B TeyeHne 30 CeKyHA U 3arpysuTb
BuAeo B 6a3y AaHHbIX. [locne 3Toro 3putens BUAUT

B «3epKasie» He TONbKO cebs, HO U TeX, KTO BblN 34echb

[l0 HEro: MHCTANNAUMS pearMpyeT Ha NpUCYTCTBUE Noaen
Ha CEHCOPHOM KOBpUKE, NPOM3BO/IbHO KOMBUHUPYS pas-
NIMYHble n306pakeHus, CLLeHbl U 3BYKW. [1o Mepe Toro kak
pacteT 6a3a AaHHbIX, paboTa MeHseTCs.
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Alexandra Dementieva (Belgium)
MIRROR’S MEMORY
interactive video installation, 2002

A screen divides an exhibition hall in two parts. Images
projected on the screen imitate a mirror. At first
approach, visitors see their own reflection. An interactive
carpet lies in the middle of the floor. When they step on
it, a signal is sent to a computer to record the visitor for
30 seconds and to store the image in the installation
database. After this, they not only see themselves in the
“mirror”, but previous visitors as well. This installation
reacts to the visitor’s presence on the interactive carpet
by superimposing various images, scenes and sounds
generated at random. The show evolves throughout the
exhibition; it changes as more visitors are added to its
database.
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Amutpuii Kasapra (Poccus)

NOTNTOWAKLWMA KOHLEMTbI
pobomu3suposarHsili o6vekm, 2017

M3 yukna «060104KU CMbICI08bIX KOHCMPYKUUL.
llpoepammHoe obecneyeHue U cucmema ynpasaeHus:
Baneputi Kapnos, iImumpud JobpsiHuH

dOunocodbl CO3/A0T KOHLENTHI, 3aMe NS BbIXBa4YEHHbIE
dparMeHTbl XaoTUUYHOrO NoAs, a NpoekT «060N0YKM CMbICO-
BbIX KOHCTPYKLMM» — 3TO 0B6paTHOE YCKOPEHUE KOHLLENTOB
[10 BO3BpaLLeHMs Ux B 0bpasHoe... 06bekTy npeanaraetcs
«B3MASIHYTb» HAa IUCT C TEKCTOM. Ha kakoe-To BpeMs OH no-
rpyaeTcs B aHanu3 uHhopmaLumuu, a nocne NpUxoauT B ABU-
XeHue. YeM HacblWweHHee KOHLENTAMM TEKCT, TEM A0/blUe

u pazHoobpasHee aKTUBHOCTb 06bekTa. Hanbonee oxuBneH-
Hble parMeHTbl CTPENAIOT PKOW XUAKOCTbIO. XKenTtoe, cMHee,
KpacHoe BeleCcTBO BbITEKAET U3 oTBepCTUit. KoHCTpyKLmMs
nocTeneHHo 3abpbI3rnBaeT M 3aNMBaET KPAaCOYHbIMU MATHAMMU
u cTpysimu cebsa 1 TeppuTopuUIo Noa coboi. YucTole LBeTa ne-
peMeLmnBaTCa U 06pa3yoT CNOXHYI NanuTpy.

Dmitry Kawarga (Russia)

ABSORBING CONCEPTS

robotic object, 2017

From the series “Skins of Conceptual Constructions”.
Software and control system: Valery Karpov, Dmitry
Dobrynin

Philosophers create concepts, slowing down extracted
fragments of the chaotic field, and “Skins of Conceptual
Constructions” is the reverse acceleration of concepts
up to their return to the graphic... The object is offered
to “take a look” at a page with text. For a certain time it
analyzes the information, and then it comes into motion.
The more the text is absorbed with concepts, the longer
and more varied the object’s activity. The most animated
fragments shoot bright liquid. Yellow, blue, red matter
flows out of the apertures. The construction gradually
splatters itself and the area underneath with splashes
and jets of color. Pure colors mix and create a complex
palette.
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Yunnoam Jleiitam (Bennkobputanusa)
MUTATOR s Fow

Fa
2eHepamusHoe sudeo, 2015 * S
CaeHepuposaHo npoepammoli «Mutator».
Pazpabomka npoepammHoz0 obecneqyeHus:
CmuseH EOO, JlaHc lamHam

«Mutator» LEMOHCTPUPYET CUHTETUYECKME
TpexMepHble opr@HuYeckne GopMbl, KOTOpPbIe
BULOM3MEHSIOTCS B npoeLnpyeMPin KOMMbHo-
TEpPHOM aHUMaLMKU U B:peaslbHOM BPEMEHMU

B BUPTYanbHOM pEanbHOCTH. 3pUTENDb NbIBET
yepes OrpoOMHOE MHOTOMEPHOE MPOCTPAHCTBO
BO3MOXHbIX hOpPM.

William Latham (UK)

MUTATOR

generative video, 2015

Generated by “Mutator” software. Software
development: Stephen Todd, Lance Putnam

“Mutator” shows synthetic 3D organic forms
evolving as projected computer animation
and in real time in VR The yiewer is % \
navigating through a vast multidimensional
space of possible forms.

Vi

Jlu JIu Ham (lOxHas Kopes)
LULBETbl M TBOPEHWNA
guoeo, 7 MuH. 34 cek., 2013

3TUM LU(DPOBLIM M306pAXKEHMEM BENIMKOJIEMNHbIX LLBETOB

C BUCALLEN Ha 3a4HEM NJIaHe KapTUHOM Ha 6Mbnenckuin
ctoxeT JIu JIu Ham unnioctpupyet MUMONETHOCTb KPAcoTbl.
BnooxHoBeHMeM ans BUAEO NOC/YXUAa BOCTOUYHAS MOCIOBU-
ua «hwa-mu-ship-il-hong», B 6ykBanbHOM nepeBoae «Kpaco-
Ta LUBETKA HMKOTAA He ANUTCS LeCaTb AHEM», YTO 3acTaBngeT
BCMOMHUTb O 3anafHoM KoHuenuun Vanitas.
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Lee Lee Nam (South Korea)

FLOWERS & CREATIONS
video, 7 min 34 sec, 2013

In this digital creation of a spectacular display of flowers
with a biblical painting hanging in the background, Lee
Lee Nam illustrates the transience of beauty. The work
was inspired by the Eastern proverb “hwa-mu-ship-il-
hong” that literally means “the beauty of a flower never
lasts ten days”, which resembles the Western concept of
Vanitas.




®dunn Hubnok (CLLA),
KaTtepuHa JInbepoBckas (KaHana),
An Mapronuc (CLLA)

BEPETOBbIE MOTOPbDI
ayouosudeouHcmannayus, 2015

MHcTannsaumus coctouT n3 AByx Buaeo («Mecok DH»

n «[pabnu»), NpoUrpbIBaeMbIX pSAOM APYT C APYrOM
OAHOBPEMEHHO U HenpepbiBHO. 06a BUAEO Oblv CO3aaHbI
XYLOXHUKaMW BO BpeMs NpebbiBaHWs B apT-pe3naeHLUm
iii (Studio Loos, laara, HuoepnaHabl) Ha MaTepuane raar-
CKUX NPUBPEXHbBIX AHOH U OKPECTHOCTEMN.

Phill Niblock (USA),

Katherine Liberovskaya (Canada),
Al Margolis (USA)

COAST ENGINES

audio video installation, 2015

An installation consisting of two videos (“DH Sand”,
“Rake”) playing side by side at the same time in
continuous loops. Both videos were created during
the artists’ residency iii (Studio Loos, The Hague,
Netherlands) from material of the The Hague coast
sand dunes and surroundings.

Hao Huwmxapa (SinoHus)
BE3 HA3BAHWA
nepgopmanc, 2015

Hao Huwwuxapa BblpaxaeT B nepdopMaHce NOHATUE CBOErO Tena.
Korpa xynoxHuk 6beT no 6apabaHy y cebs Ha cnuHe, BbIrNAAUT
37O TakK, Kak OYATO OH TAHLYET, XOTS HaMepeHus TaHLEeBaTb Y
Hero HeT. TaHueBaTb ero 3actasnseTt 6apabaH. Tak KTO e X039UH
Tena? BoobaBoK KMHeTUYeCKMe 3BYKOBbIE YCTPOMCTBA U34at0T
3BYKM Ha HeM noscroay. Korga oHu BkAKoYatoTCs, y Huwmxapsl
BO3HMKAET OLLYLLEHME, YTO OH B OpPKeCcTpe. MaLuHbl eCTb MallWHbI,
HO OHM NOMOratoT eMY TakK XXe, Kak 1 MY3bIKaHTbI. KpOMe TOro, OHU
He Bcerga paboTaloT naeanbHo, U UM, Kak U Teny, TpebyeTcs yxoa.
Huwwuxapa xo4eT NpoLeMOHCTPMPOBATb UCKYCCTBO HOPMAbHOMO
Tesla — He Mo KakMM-1nMbo HOCTaNbrM4eckmMm NPpU4YNHaM, a B CBA3U
C BaNbHENLWNM pa3BUTHEM obLWeCcTBa U TEXHONOTUN.
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Nao Nishihara (Japan)
UNTITLED
performance, 2015

In this performance, Nao Nishihara shows the notion of his
body. When he beats a drum on his back, he looks as if he

is dancing even though he does not intend to dance. The
drum makes him dance. So who is the boss of the body? Also,
kinetic sound machines emit sound across him. When they
are activated, he feels as if he’s in a band. The machines

are machines, but they help him in the way musicians do.
Besides, they do not always work perfectly and they require
maintenance similar to the body. Nishihara wants to show
the art of the normal body. Not for any nostalgic reason, but
due to the further development of society and technology.




3nc BaH Pun (benbrus)

OMEP

sudeouHcmannauyusg, 2014

OpuzuHan: nopmpem Omepa KoaHa (1950)

«OMep» — NonbITKa BAOXHYTb HOBYHO XXM3Hb B CTaTUUHbIN Kaap.
Ecnu 6bl Takoe 66110 BO3MOXHO... C MOMOLLbI0 AaTUYMKA ABU-
YXEHWUS 3pUTeNb BK/OYAET NPOEKTOP, KAaK TONbKO BHUMATENIbHO
nocMoTpuT Ha poTorpaduio. Nos 0AHUM YIIOM Ha 3KpaH Npo-
eunpyeTcs HemoABMXKHOe U306paxeHue, a Noa APYrUM — YyTb
NEeBEE UM NpaBee — ABUXKYLLEeecs. 3pUTENb MArKO NOKa4MBaeT-
Csl B pUTME MOTOPa NPOEKTOPa, U NOPTPET OXKMBAET, CIOBHO Xe-
nas HayaTb AManor. 3Ta MHCTANNALMUS HAaNOMUHAET 06 UCXOLHbIX
BO3MOXHOCTAX GpUbMa, BOCIPUHUMAEMOTO KaK ABUXKYLLEECS
n3obpaxeHue.
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Els van Riel (Belgium)

OMER

video installation, 2014

Original portrait by Omer Coene (1950)

This work tries to put new life into a still image. As if that
were possible... A motion sensor makes the visitor activate the
projector as soon as he or she takes a closer look at the photo.
One angle to the screen reflects the direct still image, and

a second angle slightly to the left or right reflects the moving
image. By a gentle rocking movement of the spectator in the
rhythm of the projector’s motor, the portrait comes to life, as
if a new dialogue could be started. This installation seeks to
recall the primary possibilities and probabilities of film seen as
a moving image.
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BepoHuka PyabeBa-PasaHueBa (Poccuq)
HE 30ECb W HE CEMYAC
suoeo, 8 MuH., 2016

Jta paboTa — «XKMBOM» KOBEP, CMELIEHNE MPOLWJIOro U Ha-
CTOSLLEero, — BbINOSIHEHA B TEXHWUKE M34YBOPK, TOMbKO JIOCKYThI
TKaHM 3aMeHeHbl KyCo4YKaMn Buaeo. Bonpoc, KoTopbiii OHa
CTaBWT: FAe Hala peanbHocTb? Beab yalle BCEro Mbl Haxo-
OMMCS He «3[eCb M ceiiyac», a B MPOLLJIOM MU B NJAHUPO-
BaHMM Byayllero, B MeyTax Uam cTpaxax. 3To BUAEO CPOLHM
Halel NamMaTu, rae Bce CyLwecTByeT OLHOBPEMEHHO: 3UMa,
neto, netckme pucyHkm 1985 ropa, Ha KOTOpbIX OAHA AEMOH-
CTpauus cMeHsieT Apyrytko B 6opbbe «3a MUP», MHOFOYUCNEH-
Hble 6aB04YKM — peanbHblie U HeT, nopTpeT MylWKMHa, KaKow
6blN B KaXA0M AoMe, U npoyee. beckoHeYyHas urpa peanb-
HOCTU-HEepeanbHOCTM OTpaXaeT Haly cnocobHOCTb Nepeme-
WaTbCS He TONIbKO B NPOCTPAHCTBE, HO U BO BPEMEHM, KOTAA
HeKui 3anax, BKYC, LBET UK CBET BbI3bIBAKOT BOCMIOMUHAHWUE
¥ NO3BONSOT NEPENTU B ipYroe BPEMSA-NPOCTPAHCTBO.

Veronika Rudyeva-Ryazantseva (Russia)
NOT HERE AND NOT NOW!
video, 8 min, 2016

This video is made on the basis of patchwork technique, where
patches of cloth are replaced by video fragments. A “living”
carpet, which combines the past and the present, is a work
that raises the question — where is our reality? For most of
the time we are not “here and now”, but rather in the past or
planning the future, dreaming or fearing it. This video reminds
us of our memory: a piece of one event or another, all of them
at the same time: winter, summer, children’s drawings painted
in ‘85, where one demonstration is followed by another in the
struggle for “peace”, numerous butterflies — real and not real,
the portrait of Pushkin that could be found in almost every
household, and various other images. This endless game of
reality-unreality reflects our ability to move not only in space
but also through time (especially in the past and the present)
when a certain smell, taste, color or light evoke a memory and
allow a transition into another space-time.




Aatranu Tyney6ek (Hopserus)
YYYYVYVYV..YYYTELWb
uHcmannayus, 2015-2017

NucTannaumus Aatranm Tyneybeka — uccnepoBaHue
Tenna Bo BCex CMbicnax cnosa. C TOYKK 3peHuns yeno-
BEYECKMX YYBCTB 3TO NPM3bIB YBUAETb €ro Kak CBOM-
CTBO 61M30CTM M NPOCTPAHCTBEHHOrO onbiTa. Ho naes
Tenna, 6e3ycn0BHO, B OTPOMHOM Mepe CBS3aHa Takxe
C 3HEpruei v IHTPONMEN — MOHATUSMMU CO MHOXECT-
BOM KOHHOTALMIM M 6ECKOHEYHbIM NPOCTPAHCTBOM ANS
MeTadopusalmu.

Ayatgali Tuleubek (Norway)
SO000000...000THE
installation, 2015-2017

This is an exploration of heat within the different
modalities of the term. In terms of human sensibilities
it is a proposition to see it as an agent organizing
intimacies and the experience of space. But heat is of
course also very much about energy and entropy —
notions with a multitude of connotations, with

infinite space for metaphorization.
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AHHa ®paHu, (Poccusa-CLUA)

B3PbIB BAHKW CT'YLLEHHOIO
MOJIOKA, KOTOA BbIKl/II'IEﬂA_BO,EI,A
meduauHcmannsyus, eapuaim N 3, 2016
lpu.noddepxke meduanabopamopuu CYLAND

Anna Frants (Russia-USA)

EXPLOSION OF A CAN OF
CONDENSED MILK AFTER
THE WATER HAS EVAPORATED
media installation, version N2 3, 2016

Supported by CYLAND'Media Art Lab




A X CIMTACAIO

MOJIOAEXHbI OEPA30BATEJIBHbBIN
LLEHTP rOCYLAPCTBEHHOI0 3PMUTAXA

| SAVE THEM

YOUTH EDUCATIONAL CENTRE
OF THE STATE HERMITAGE MUSEUM

BukTopus Unowkuna (Poccus)

a4 X CNACAIO

uHcmannayus, 2017

lpu yyacmuu Anekces lummenscoHa u 6ropo «ApmTeppas»

Knaccuueckuin ckpunay MuTpuii Kpamep copok net xun
onuH B [eTepbypre nocnie TOro, Kak ero CEMbs SMUrpUpo-
Bana B CLLA. Bo3noxwus Ha cebs Muccuto cnacutens 6po-
WeHHbIX Belwew, AMuTpuii Bnagumuposuy cobupan no no-
MOMKaM TeneBm3opbl, PaANONPUEMHUKN U LPYTYIO TEXHUKY
M pa3Mellan Ux Ha CTEHAX CBOEM KOMHaTbl B KOMMYHaslKe.
B npoexTe BukTopuu MntowknHoM 3Ta MCTOPUS PacKpbl-
BaeTCs yepes obLleHne C BHYKOM My3blKaHTa Anekceem,
KOTOpbI TONbKO B 26 NeT MO3HAaKOMMUACS C Aef0M, NpUexaB
no pabote B Poccuio. Takke 3aAeMCTBOBaHbI BUAEOCHEMKM
KOHLEepTa CKpMnaya B ero KOMHaTe U BOCMIOMUHAHUS ero
6pata. Yepes MCTOpUIO OAHOM CEMbM NPOEKT paccKkasbiBaeT
0 6bITe M MUPOBO33peHuK YenoBeka, chopMMpoBaBLLErOCS
B COBETCKOE BpeMms, a elle 0 TOM, Kak NpeacTaBieHns O LieH-
HOCTAX MEHAIOTCS C Pa3BUTMEM TEXHUYECKOro nporpecca.
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Victoria Ilyushkina (Russia)

| SAVE THEM

installation, 2017

With the participation of Alexei Gittelson and ArtTerra Bureau

For 40 years, the classical violinist Dmitry Kramer lived alone in

St. Petersburg in a communal apartment, after his family emigrated
to the United States. Dmitry had the habit of paying regular visits

to neighborhood dumpsters, looking for television sets, short wave
radios and other electronic devices. He perceived those objects

as abandoned and in need of being rescued, and displayed them
museum-style in his room. In Victoria Ilyushkina’s project this story

is recounted through an interview with Dmitry’s grandson, Alexei,
who travels from the States on a work assignment and meets his
grandfather for the first time at the age of 26. Also included is a video
of Dmitry’s violin performance in his room, as well as an excerpt from
his brother’s reminiscences. Through the story of one family, this
project seeks to uncover the views and the way of life of a personality
formed in the Soviet era. It also illustrates the changing tides of times
and mores, the values that shift at the mercy of technical progress.
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3BYKN MVPA

KPEATMBHOE MPOCTPAHCTBO «TANUTA»

THE SOUNDS
OF THE WORLD

TAIGA CREATIVE SPACE

®paHceck Maptu (Mcnanusa-BennkobputaHus)
3BYKW MUPA

ayouosusyaneHas uHcmannsyus, 2016

MucTannaums @paHcecka MapTu co3faHa Ha OCHOBE CETU KOM-
nbtoTepoB Raspberry Pi n3 dparMeHTOB KMHOKapTUH AHApes
TapkoBCKOro. XyA0oXHUK Uccneayet MeTos, ayaMoB13yanbHOro
CEMMANPOBAHUS, KOrAa U306paXKeHNs U 3BYKM peanbHOro Mupa —
3anevyaTneHHble U oUMPPOBaHHbIE — HApe3aloTCs, CMeLnBaloT-
€51, 06pabaTbIBAOTCS M MEPEMOHTUPYHOTCS ANS MPOU3BOACTBA
HOBbIX ayAMOBMU3YanbHbIX MaTepuanos. B yacTHocTu, @paHceck
3KCNEPUMEHTUPYET C TEM, KaK TEXHUKM FPaHYNSIPHOro CUHTE3a
3BYKa 1 aNropuTMbl reHepaTopa NceBAoCayYaHbIX Yncen Mo-
ryT UCMOMb30BaTbCS A9 CO3AaHUA MPOU3BEAEHNIA UCKYCCTBA.
HasBaHue paboTbl oTCbiNaeT K TapkOBCKOMY, KOTOPbIW Nucan

B «3aneyaTneHHOM BpeMeHu»: «[NaBHag MOs uaes COCTOUT B TOM,
4TO MWp TakK MPeKpPaCcHO 3BYYUT caM no cebe, YTo ecnu 6bl Mbl
Hay4YMIUCb AOMKHBIM 06pPa30M ero CiblaTh, TO My3bika HE MOHa-
nobunacb 6bl KNHO BOBCE.

KUWBEP®ECT-10

Francesc Marti (Spain-UK)
THE SOUNDS OF THE WORLD
audio-visual installation, 2016

Francesc Marti’s installation is built on a network of Raspberry
Pi computers and created from excerpts from the films of Andrei
Tarkovsky. The artist explores the concept of audio-visual
sampling, in which real-world images and sounds — captured
and digitized — are cut, mixed, manipulated and reassembled

to generate new audio-visual materials. In particular, Francesc
experiments with how granular sound synthesis techniques

and pseudorandom number generator algorithms can be used
for generating creative works. The name is taken from a quote
by Tarkovsky, who wrote in “Sculpting in Time™: “| feel that the
sounds of this world are so beautiful in themselves that if only
we could learn to listen to them properly, cinema would have no
need of music at all”.
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MEXAHU3MbI
BO3HUKHOBEHUA

FAJTEPEA «JTHOA»

KypaTtop
JNusaseta MatBeeBa (Poccus)

Y4aCTHUKM

UeaH MNoBopkos (Poccug)

Unba MNpuwaes (Poccua)

Anekcanap Moposos (Poccuq)

EneHa Cno6uesa (Poccus)

Ipynna «TepMuHan ausaiin» (Poccus)
[annna ®panuy (CLLUA)

MBaH XumuH (Poccus)

MECHANISMS
OF EMERGENCE

LUDA GALLERY

Curated by
Lizaveta Matveeva (Russia)

Participants
Ivan Govorkov (Russia)

Ilya Grishaev (Russia)
Alexander Morozov (Russia)
Elena Slobtseva (Russia)
Terminal Design Group (Russia)
Daniil Frants (USA)
Ivan Khimin (Russia)
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JlusaseTta MatBeeBa (Poccus)
Kypamop npoekma

McTopus OTHOLWEHMI MaLLMHbI U YeNIOBEKA Hayanach 3af0Nro

[0 NPOMBILLNEHHOW peBoNOLMKY, U306peTeHUS NapoBOro ABUTa-
Tens U NPsSAUAbHbIX CTaHKOB. C pa3BUTMEM TEXHWMKM 3TU OTHO-
LWeHWs NpUoBpeTany Bce GONbLIYH OCTPOTY U HANPSKEHHOCTb.
Bosi3Hb BOCCTaHMS MaLUMH COMPOBOXAAET YENIOBEYECTBO YXKE
HECKO/IbKO BEKOB, U 3TOT CTPaxX 03BYYEH BO MHOMMX GuIbMax

M KHUrax. MalluHbl e CTPeMaTCs BCe 60sblue BbITb MOXOXUMU
Ha YeNOBeKa M YMeTb [leNaTh TO e CaMoe, UTO U JI0AM, BO BCEX
cdepax. HeyanBUTENbHO, YTO OHM JABHO NOCATHYNU Ha TEp-
PUTOPUIO BU3YaNbHOMO UCKYCCTBA: POBOTHI UMUTUPYIOT PYKY
XYOO0XHUKA U CO3AaK0T rpaduyeckue NponsBeseHus, nepeBoasT
OpUruHanbHyto rpaduky B 3D-ckynbnTypbl. Pa3BuTue TexHoNOruii
Tak>e NPUBENO K TOMY, YTO XYAOXKHMKM CTanu aKTUBHO UCMOSb-
30BaTbh UX B CBOEM TBOPYECTBE: Tak Ha py6exe BEKOB NOSIBUIUCH
BMAEO- M CayHA-apT, Kubep- u MeananckyccTeo.

[yMaHu3M, HOoCcMTeneM KOToporo Bceraa 6bin1 TBOpeL, noasep-
raeTtcs kubepaTakam: ynpolieH1e npoM3BoACTBa BCEro U BCS,
LLOCTYMHOCTb apXMBOB U BbICOKUX TEXHONOTUIA, C OAHOM CTOPOHBI,
LLenaT XyA0XKHUKA BCEMOTYLLMM AEMUYPIOM, @ C APYroi —
MOPOXAalT CONPOTUBAEHME, MODYXKAAIT BbICTPAUBATL CUCTEMY
CaMoOorpaHuyeHunit. XyA0XHUK, NO3TU3IUPYLOLWMIA Nobyto dopmy
HeyenoBeYeCcKoro, MEXaHMCTUYECKOTO, BOXAENEHHO MAAALLMA
Ha CTapbIv NpUHTEp uaM MoToK nneHkn «Ceema» 1989 ropa
BbIMYCKa, HECET B CBOEM TBOPYECTBE HOCTA/bIUIO MO BbILEAWUM
U3 ynoTpebneHuns TeXHONOrnaMm, CTaBLIMM TaKMMKU 6e33aLUTHbI-
MUW. Ta HOBas TeHAEHLMS BO3HUKIA B NPOTUBOBEC UAEE YNbTPa-
COBPEMEHHOr0, CBEPXTEXHONOMMYHOrO, BCEFO TOTO, YTO CYMTAETCS
CerofHsWHNM TpeHAaoM. MNocnenHne 0OCTUXKEHUS TEXHUKMH,
KOTOpas NpoAoKaeT MUMUKPUPOBATb NOJ YeNnoBeKa, 0TBepra-
0TCS paam obpalleHns K MaTepuanam 13 NpoLLioro, Bbi3biBato-
wuM Bonbluiee f[oBepue, — YTO U CTAHOBUTCS TEMOW BbICTaBKM:
B3aMMOAENCTBUE U MPOTUBOCTOSHUE XYAOXKHMKA M TEXHONOTUHA,
opuruMHana u cypporaTta, C1y4aiHoro 1 npeAckasyemMoro — Heuc-
Yyepnaemblil pa3roBop 0 BpeMeHM U MeXaHW3Max BO3SHUKHOBEHMS
npoun3BeAeHNsS UCKYCCTBA.

Lizaveta Matveeva (Russia)
project curator

The history of the relationship between man and machine
began long before the Industrial revolution or the invention of
the steam engine and spinning loom. With the development

of technology, this relationship has acquired ever greater

acuity and tension. The fear of a rise of the machines has been
accompanying mankind for several centuries now, and this
apprehension has been articulated in many movies and books.
As for the machines, they are trying to be more and more like
humans and to be able to do the same things that people do in
all fields. It is small wonder that they encroached on the territory
of visual arts a long time ago: robots imitate the hand of an
artist and create graphics or transform original graphics into

3D sculptures. The development of technologies also accounts
for the fact that artists have started actively using them in their
works: the turn of the century saw the emergence of video and
sound art as well as cyber and media art.

Humanism, whose carrier has always been a creator, is subjected
to cyberattacks: the simplification of manufacturing everything
and the accessibility of archives and high technologies, on the
one hand, make an artist an omnipotent demiurge and, on the
other, they give rise to resistance and impel the creation of a
system of self-limitations. An artist who poeticizes any form

of the nonhuman and mechanistic and longingly looks at an

old printer or a roll of Svema film made in 1989 carries in their
work a nostalgia for obsolete technologies that have become so
defenseless. This new tendency has come about in opposition to
the ultramodern and super-technological — everything that is
considered to be the current trend. This system forces the artist
to reject the latest achievements of technology that continues
its mimicry of the human being and to turn to materials from the
past that have greater credibility — which becomes the theme of
exhibition: the interaction and confrontation between the artist
and technologies, the original and the surrogate, the accidental
and the predictable — an inexhaustible conversation about time
and the mechanisms of the emergence of a work of art.

Enena Cnobuesa (Poccus, [TOYBA, aHumayuoHHsIl dunmux (@paemenm). Elena Slobtseva (Russia), TURF, animation diptych, 2016 (fragment)

%
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UBaH MNBopkos (Poccus), AaHuna ®pany, (CLLUA)
MOLENTN PASYMA

nepgopmarc, 2017

0okymeHmauus nepgopmarca, 2014
Mpouzsodcmso meduanabopamopuu CYLAND

MNepdopmaHc MBaHa loBopkoBa n JaHunbl PpaHua — npexae
BCEr0 AManor XyA0XeCTBEHHbIX NOKOMEeHWI: [OBOPKOB — Npo-
tbeccop, XyLOXKHUK C aKafeMU4YeCKo BblyYKOW, BUPTYO3 PUCYHKa;
MpaHL — HOHbIA NPOrpaMMUCT, CNeLUanuncT no TBOPYECKOMY UC-
NoJIb30BAHMIO HOBbIX TEXHONOMMI. Bonpoc, KOTOpbI OHWM NOAHU-
MaloT B CBOel paboTe, 04eHb aKTyaNeH: HACKOIbKO BO3MOXHA MH-
Terpauus TeXHONOrMi B TPaAULMOHHOE NCKYCCTBO? Mpaduueckune
uMnpoBsu3aumm loBopkoBa nepesoaaTcsa MpaHuUeM B TpEXMEPHYIO
¢$hopMy Npu NOMOLLM CO3LaHHOM UM NPOrpaMMbl, KOMMbIOTEPHOTO
MOAENIMPOBAHMS, COBPEMEHHOTO CKaHepa u 3D-npuHTepa. [lo-
6aBnss K KApaHAALWHbIM IMHUAM BUPTYasnbHOE NPOCTPAHCTBO,
@paHL co34aeT COBEPLIEHHO HOBbIM XYA0XECTBEHHbIN 00bEKT

B MPOCTPAHCTBE peasibHOM.
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Ivan Govorkov (Russia), Daniil Frants (USA)
PATTERNS OF THE MIND

performance, 2017

recorded performance, 2014

Project by CYLAND Media Art Lab

The performance by Ivan Govorkov and Daniil Frants is first of
all a dialog between art generations: Govorkov is a professor,

a professional with academic education and a drawing virtuoso;
Frants is a computer programmer and a specialist in the creative
use of new technologies. The question that the artists raise

in this work is quite pressing for current art practices: to what
extent is it possible to integrate technologies into traditional
art? Frants transforms Govorkov’s graphic improvisations into

a three-dimensional form with the help of a computer program
of his creation, computer modeling, a modern scanner and a 3D
printer. By adding virtual space to pencil lines, Frants creates an
absolutely new art object in real space.
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Unbsa Mpuwaes (Poccus)
BE3 HA3BAHWSA / SURNOM
epaguka, 2016

YCTPOMCTBO CTAHOBUTCS XYLOXKHUKOM. XYLOXHUK CTAHOBUTCS
ycTponcTeoM. Ponn meHatoTcs. BupTyansHoe npuobpeTtaeT cBOM-
cTBa duM3mMyeckoro, MaTepman obHapyxusaeT cebs LMdpOBbLIM.
Bce kyBbIpkoM, pas 3a pa3oMm... Nonsense Mamba Jamba!

Ilya Grishaev (Russia)
UNTITLED / SURNOM
graphics, 2016

A device becomes an artist. An artist becomes a device. The
roles change. The virtual acquires the properties of the physical;
material discovers that it is digital. Everything is topsy-turvy,
time after time... Nonsense Mamba Jamba!

AnekcaHap Moposos (Poccus)
PETUCTPALMA NTUL,
epaguka, uHcmannayus, 2011-2017

C ocenn 2011 ropa AnekcaHap Moposos
dukcupyet nepeasuxeHuns ntmu. CHavana
OH 3apMCOBbIBAN TPAEKTOPUM UX NoneTa

¢ 6ankoHa cBoOel MacTepckon Ha Habe-
pexxHon pekun KaprnoBku, Tenepb e reo-
rpadus npoekTa BK/IOYAET HECKO/bKO ro-
poAoB. DTV HABNOAEHUS ANNTENBHOCTLHO
10 MMHYT CTanM OCHOBOM A1 MHOXECTBA
PUCYHKOB M MHCTannauni. Kaxaplt oeHb
apxuB npoekTa nononHsetcs. Cepusa He
LLOKYMEHTUPYET YBUIEHHOE, OHa CKopee
pacckasbiBaeT O COCTOSIHUM NPUCYTCTBUS,
0 CO3epLaTenbHOCTH, 06 OTPELIEHHOCTH.
C 0L HOW CTOPOHBI, 3TO HAaTYpPHbIE 3apUCOB-
KM NPOCTPaHCTBA 33 OKHOM, C Apyron —
TeMMNopasnbHblie NeN3aXM U IMYHbIN AHEB-
HUK XYO,0XKHMKA.

Alexander Morozov (Russia)
BIRD FLIGHT RECORDS
graphics, installation, 2011-2017

Since the autumn of 2011, Alexander
Morozov has been registering birds’
movements. At first he sketched their
flight from the balcony of his studio on
the Karpovka River embankment, but now
the project’s geography includes several
cities. These sightings lasting 10 minutes
have become the basis for numerous
drawings and installations. The project’s
archive is added to every day. This series
does not document what the artist saw,
it rather talks about a state of presence,
contemplation and detachment. On the
one hand, these are the sketches of the
space outside the window, while on the
other hand they are temporal landscapes
and the artist’s personal journal.
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Enena Cno6uesa (Poccus) Elena Slobtseva (Russia) . i ~ r ‘

NMO4YBA TURF L 3

aHUMAUUOHH®bIU dunmux, 2016 animation diptych, 2016

Pa6oTa cocToMT M3 ABYX yacTen: «Tpaga» M «[10BEPXHOCTbY. The work consists of two parts: “Grass” and “Surface”. Using

Mcnonb3ys aHMMaumio (HaCTUYHO KOMMbIOTEPHYHO, YAaCTUYHO animation (partly computer, partly stop-motion), Elena Slobtseva

cTon-moyuweH), Enena Cnobuesa c NOMOLLbIO KaHLENSPCKUX CKOB models abstract turf with office staples. The staples that,

MoJenupyeT Hekyt abcTpakTHyto noysy. Ckobbl, kKak 1 TpaBa, ue-  much like the grass, cling to the surface, link and destroy it, are

NAA0TCA 3@ NOBEPXHOCTb, CKPENAAOT U Pa3pyLLAIOT ee, IULLEHDI depersonalized and interchangeable. Through manipulative

WUHAMBUAYANbHOCTM U B3aUMO3aMeHsAeMbl. Hepes MaHMNynaTuB- fetishist action, a story is created about the (non)life of the (non) )

HO-beTUWNCTCKoe AeNCTBME CO34aeTCA UCTOPUS NPO (HE)KU3Hb living. The story is predicted by the author, but performed by : A5 anREA S L S ; ) i i'll | y
(He)xnBoro. 3Ta UCTOPUS NPOrHO3MPYETCS aBTOPOM, HO UCNOAHA- @ computer program; here and there, it discontinues, syncopates _ h-a' Y 'LI. H 1':.‘!“ iil 'il tll Ll IJHr I [ }'H | 2
eTCs KOMMbIOTEPHO NPOrPaMMON, MECTaMM NPEPbLIBAETCA, CUH- and closes on itself. LR hﬁh‘;‘lif"‘ "1"'}.'..';'1 |",'::,I'.!.' I' / JI"I ‘ '{ 3 I/

KOMMpPYET 1 3aMblKaeTcs Ha cebs. AR W Yeie i .,1': Y IIJI' TR 'IJ:: L i :

L
A

7/

Ipynna «TepmuHan ausaiiH» (Poccus) Terminal Design Group (Russia)

TEPMUHATIN3M TERMINALIZM INTERACTION

nepgopmarc, 2017 performance, 2017

TepMWHanNM3M — HanpaBneHWe B COBPEMEHHOM UCKYCCTBE, Terminalizm is a movement in contemporary art
chopMynnMpoBaHHOe KOMaHAO0M KOMNAHUU «TepMUHaN AN3aNH». formulated by the company “Terminal Design”. It involves
OHo 3akntovaeTcs B 06e31MYeHHOM CaMOBbIPAXXEHWUN TPYNMbI the depersonalization of self-expression of a group of people
NOAEV B paMKaX XeCTKO 3af4aHHbIX NpaBua. TepMuHanusm within rigid rules. Terminalizm is based on rhythm, on the
OCHOBaH Ha p1TMe, Ha MOBTOPEHUMN HECKOIbKMMM aBTOPaM# repetition by several authors of one term, one graphic form
OAHOro TepMUHA, OAHON rpaduyeckoin Gopmsl nnm dpassl, or phrase, one image or sound.

oAHoro obpasa unu 3Byka.
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UBaH XumuH (Poccus)
YEPTbI U PE3blI
uHcmannayus, 2012

CoxpaHunocb cBuaeTenbCcTBO H0Arapckoro MoHaxa
YepHopu3sua Xpabpa o CylecTBOBaHUN Y LPEBHUX
CNaBaH AOKMPUNNINYECKOTO MUCbMA — «4epT U pes»:
«[pexae Beab cnaBsHe He uMenu 6yKB, HO No YepTam
W pe3aM YuTanu, UMM Xe raganu, noraHbiMu byayuu...»
AMOMBaNeHTHbIN XapakTep 3TOr0 e4MHCTBEHHOTO
YNOMUHAHMUS U OTCYTCTBME MUCbMEHHbIX NaMATHU-
KOB OCTaBAAOT MPOCTPAHCTBO ANS runoTes. YepTbl

W pe3bl — 3TO Ha3BaHMWe ABYX KNacCOB CUMBOJIOB B O/A-
HOM andaBuTe UM HE33aBUCHUMbIE 3HAKOBbIE CUCTEMDI
LNs 3anmcK cnoB 1 uncen? MopssHka? [iBa 3Haka,
YHMBEPCAbHbIN BUHAPHbBIA KOA, 3HAKOMbIW HaM Kak
nocneaoBaTeNbHOCTb Hynei u eanHunu? bepectaHas
MaluunHa TblopuHra: yepTa pes yepta uepta \///\//,
open unu pewka. Yntaem n ragaem.

Ivan Khimin (Russia)
STROKES AND INCISIONS
installation, 2012

The Bulgarian monk Chernorizets Hrabar claimed
that the early Slavs had a Pre-Cyrillic writing system
of “strokes and incisions™ “The Slavs did not used to
have letters, but they read by strokes and incisions
and told fortunes by them, being pagans...” The
ambivalent nature of this sole mention and the lack
of written artifacts leave room for hypotheses. The
strokes and incisions — is this the name of two
categories of symbols in one alphabet or independent
sign systems for writing words and numbers? Morse
Code? Two signs, the universal binary code that we
know as a sequence of zeroes and ones? A birch-bark
Turing machine: stroke-incision-stroke-stroke \///\//,
heads or tails. We read and tell fortunes.
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LVOPOBAA
PEBOJIHOLNA

BULOEOMNMPOIrPAMMA

KPEATMBHOE MPOCTPAHCTBO «TAUTA»

KypaTtop
Nes Wrynbrtparep (CLUA-TepmaHus)

YYaCTHUKM

Erop KpadT, Anekcanap Jleunyc (Poccus)
Onua Nanmua (CLLUA-Poccus)

Katepuna Muy, (Poccus)

Cblo3aH MakYunnbam (CesepHas Mpnanaus)
Bbopuc Kasakos (Poccus)

3munu Mak®apnenp (CeBepHas MpnaHaus)
Ipynna «AEC+®» (Poccus)

Dxxo3ed Maiikn (HoBas 3enaHaus)

et Xonnanp, (CLLA)

KamepoH AckuH (HoBas 3enaHaus)

Kapna MHHuc (CLLUA)

lOnua 3acraBa (Poccus)

MNonuna Kanuc (Poccus)

Tatbsina 3am6paHo (Konym6us)

Maona Maiiknc (Konymbus)

Anppec Kactanbo (Konym6us)

BepoHuka PyabeBa-PasaHueBa (Poccusg)
Ipynna «3nbie» (Poccus)

Maiikn XaHHa (CeBepHaa UpnaHaus)

DIGITAL
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DIGITAL MEDIA PROGRAM

“TAIGA” CREATIVE SPACE

Curated by
Leah Stuhltrager (USA-Germany)

Participants

Egor Kraft, Alexander Letsius (Russia)
Yuliya Lanina (USA-Russia)

Katerina Pits (Russia)

Susan MacWilliam (Northern Ireland)
Boris Kazakov (Russia)

Emily McFarland (Northern Ireland)
AES+F Group (Russia)

Joseph Michael (New Zealand)

Faith Holland (USA)

Cameron Askin (New Zealand)

Carla Gannis (USA)

Julia Zastava (Russia)

Polina Kanis (Russia)

Tatyana Zambrano (Colombia)

Paola Michaels (Colombia)

Andres Castano (Colombia)

Veronika Rudyeva-Ryazantseva (Russia)
Zlye Group (Russia)

Michael Hanna (Northern Ireland)
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BUOEONPOrPAMMA

«UADPPOBASA PEBOJIIOLUSA»

B anoxy undpoBoii 3B0NOLUM XYA0XKHUKM HOBbIX MeAMA UCMONb3YHOT AOCTYMNHbIE TEXHONOMUH,
4yTO6bI CO3aBaTb M306paxeHUs, npoeuupyemble Ha 3KpaH. OT KMHONPOEKLMI K TeNeBn3opam, KOM-
nbloTepaM, rafxeTam, NPUNOXKEHUAM U UTPAM — MOKONIEHUS XYA0XHUKOB PErynInpoBanu, yayJliany,
npeobpasoBbiBaNM U Pa3BUMBANN UHCTPYMEHTbI LUGDPOBOWM MHAYCTPUU, UCNONb3YEMbIe ANS CO30AHUS
W Npe3eHTaLMmn UCKYCCTBaA.

CTupas rpaHuLbl, KOTOpblE O CMX NOP pa3Aensau napannenbHblie 061acTM UCKYCCTBA U TEXHONO-
TUi, MEAUAXYA0XKHUKM CTAHOBATCS YXKEe HE MPOCTO NONb30BATENAMU CYLLECTBYIOLMX TEXHONOTUH,

a co3faTensiMu MHHOBAUMI Ciesytowero nokoneHus. CteHa Mexay MCKYCCTBOM M TEXHONOMUAMU
paspyLeHa, ¥ NpeacTaBAEHNUS XYLOXKHUKOB O TOM, YTO TEXHMYECKM BO3MOXKHO B HacTosWweM, GopMu-
pyloT Hawe 6yayuwee. [la 3apaBcTByeT uudpoBas pesontoums!

Bupeonporpamma pecatoro «Kubepdecrta» «Llndpposas pesontouns» — 310 oTobpaHHble KypaTo-
pom Jleew LUTynbTparep KOPOTKOMETPaXKHbIe BUAEOPABOTbI MPU3HAHHbBIX MU MONOAbLIX XYLOXHUKOB
U3 TeX ropoaoB, B KOTOPbIX NponayT nyb6anyHble nokasbl. [lporpaMMa BkAOYaeT pasfiMyHblie GOpMmbl
MCKYCCTBA, NPeACTaBSEMOro Ha 3KpaHe, B TOM YMC/ie aHUMUPOBAHHbIE TUdbl, HET-apT, BUPTYab-
HYI0 peanbHOCTb, aHUMALMIO CTOM-MOYLIEH, NepdOPMAHChI, FEAMUHT, LUbPOBbIE KOMNAXMU U TEXHU-
yeCckme MHHoOBauU MM B KUHO

THE CYFEST 10 DIGITAL MEDIA
PROGRAM “DIGITAL REVOLUTION"

Through the Digital Evolution era, New Media artists used the technology available to make images
to be viewed on a screen. From projections to television, computers, devices, applications, and
games — generations of creatives have manipulated, innovated, probed, and progressed the Tech
industry tools they utilize to create and present art.

Erasing the boundaries that until now separated the parallel fields of Art :: Tech, New Media artists
are transitioning from being users of available technology to makers of the next generation of
innovation. The division of Art :: Tech has been broken through, and artists’ visions of what is
technologically possible in the present is shaping our perspective future. Vive la Digital REvolution.

The CYFEST 10 DIGITAL MEDIA PROGRAM is a curated selection of short-format video works
by established and emerging artists from cities where public screenings are to be held. Curated
by Leah Stuhltrager, the program spans forms of screen-based art including animated gifs, net
art, virtual reality, stop-motion, performance art, gaming, digital collage, and technology based
innovation in film.
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Erop KpagT coBmecTHO

¢ AnekcaHpapom Jleuuycom (Poccus)
NEW NOW APP

2016

«New Now App» — 3T0 ofHa 3aK0/bLO-
BaHHas CTPOYKA 3araf04HOro TekcTa:
«ITOT MOMEHT Y3Ke CTan NPOLbIM» U TaK
nanee. be3xanocTHO AEMOHCTPUPYS MO-
MEHT HACTOSLLErO, MPUIOXKEHUE CTAHOBUT-
€Sl NAMATHUKOM HEOOPATUMOCTU TEUEHUS
BPEMEHMU.

Egor Kraft in collaboration
with Alexander Letsius (Russia)
NEW NOW APP

2016

“New Now App” displays one enigmatic
line of text running in an infinite
loop: “...This very moment, has already
become the past” etc. By relentlessly
manifesting the present moment, the
app is a monument to the irreversibility
of the flow of time and the complexity of
commanding attention in the digital age.
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KOnusa Nlanmna (CLUA-Poccus)
MAMA
2013

B «Mame» neBouKka-noApoCcToK Npocbina-
€TCs M OTNPaBNSeTCs B «NyTewecTBUE»
Ha noucku matepu. OHa BCTpeyaeT npea-
CKasbiBatowWwmx byayliee He3HaKOMLEB,

nonagaeT B fasibHUe Kpas, NyTb el yKa3bl-

BaeT NTuua-acHoBMAALUas, a ewe ee xXaet
CyﬂbﬁOHOCHaﬂ noes3nka Ha noake.

Yuliya Lanina (USA-Russia)
MAMA
2013

In “Maman», an adolescent girl awakes
and embarks upon a journey to “find”
her mother — a quest replete with
prognosticating strangers, distant lands,
a clairvoyant bird to guide the way, and
a fateful boat ride.
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Katepuna Muu, (Poccus)

BUBBLEGUM SUBCONSCIOUS {GRASP}
Cepus aHMMUMpPOBaHHbIX TM(OB.

Ha ¢oto: Menogusa anpens

2016

bl KatepuHsl Muw aHanusunpyoT

«b6abbnram» (MynbTslWHOE) NOACO3HAHNE —

¢bopMy noucka 3ByKa, MONHOrO 3HAKOB
U CMMBOJIOB, HAAENAIOWMUX CMbICIOM Lnb-
POBYHO KW3Hb.

Katerina Pits (Russia)

BUBBLEGUM SUBCONSCIOUS {GRASP}
Selected animated gifs.

In the photo: April Melody

2016

Katerina Pits’ gifs explore the bubblegum
subconscious — a form searching for

a sound, awash in the signs and symbols
that give meaning to digital life.

CYFEST-10

Cbto3aH MakYunnbam (CesepHas Mpnanang) Susan MacWilliam (Northern Ireland)

PULL DOWN PULL DOWN

2016 2016

Mpoponxkas U3bICKaHMS XYA0XHULbI B 06- Continuing the artist’s explorations of the
nactu cnuputyanusma, «Pull Down» npu- phenomena of spiritualism, “Pull Down”

BNEKAaeT BHUMaHMWe K poain Kamepbl Kak Ha-  draws attention to the role of the camera
6nopatens 3a MeAMyMOM B UCTOPUYECKMUX as observer of the medium within historic

NCCNeA0BaHUAX SKCTPACEHCOPHOTO. psychical research studies.

Bopuc Kasakos (Poccus) Boris Kazakov (Russia)

MTEHLbI MOP4 NESTLINGS OF THE SEA

1996 1996

ATtakys uctopuueckuii apxus, Kasakos As an assault on the historical archive,
pucyeT KapukaTypbl NpsIMO Ha 35-mun- Kazakov draws caricatures directly on
JIMMETPOBbIX AOKYMEHTANbHbIX GUAbMaX, 35mm documentary films produced by

CHSTbIX HA COBETCKOM KMHOCTYAMUM amateur Soviet studio in the 1970s.

B 1970-x ropax.
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Omunu Mak®apnenp, (CeepHas MpnaHansa)  Emily McFarland (Northern Ireland)

3ABPUCKU-MTONHT HAOBOPOT ZABRISKIE POINT REVERSED

2015 2015

«3abpuckun-NonHT HaobopoT» nepeu- “Zabriskie Point Reversed” reappropriates
rpbiBaeT NOC/AEAHIO CLEHY M3 PUNbMa footage from the final scene of Italian
UTaNnbsSHCKOro pexunccepa MukenaHaxeno director Michelangelo Antonioni’s
AHTOHUWOHM «3abpucku-lovHT» (1970): 1970 film Zabriskie Point — a slow

B3pbIB B 3aMeJIeHHOM CbeMKe npeBpawaetr motion explosion transforming the
aptedakTbl KOHCIOMepUu3Ma B kanengockon  artifacts of consumer capitalism into

uBeToB M GopM. TakolM TpaHCrpecCUBHOM kaleidoscopic colors and forms. Through
nepecTaHoBKOM «3abpnUCKM-NONHT Haob0- the transgressive reversal, “Zabriskie
pOT» MOKa3blBAET CBA3b MEXAY paAuKaib- Point Reversed” explores the linkages
HbIMW PEBOOLUAMMU B UCKYCCTBE, KUHO between radical revolutions in art, film,
n obuiecrtse. and society.
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Mpynna «AEC+®» (Poccus)
MUP TPUMATIbXUOHA
2009-2010

MocnepHue paboTbl KAES+F» cywecTsytoT
Ha cTblke poTorpaduu, Buaeo u uubpo-
BbIX TEXHONOTMIA, XOTb UX U NMOANUTLIBAET
MOCTOSIHHbIN UHTEpec k 6onee TpaAULMOH-
HbIM Meaua — B MepByio o4epeab K CKY/b-
NType, HO TaKXe K XXMBONUCH, rpadumke

1 apxuTekType. [IpoBOoLMpYS CNOXHBbI
NMO3TUYHbLIA AManor Mexay aTuMM Meana
M AOXOAS A0 FYBUH UCTOPUM UCKYCCTB

W APYTrUX KYNbTYPHbIX KAHOHOB, FPaHaM-
03Hble BM3yanbHble HappaThBbl «AES+F»
QHaNU3MPYIOT LEHHOCTH, MOPOKM U KOH-
GAUKTbI COBPEMEHHOW KYNbTYpbl B F10-
6anbHOM MacwTabe.

AES+F Group (Russia)
THE FEAST OF TRIMALCHIO
2009-2010

AES+F’s recent work has developed at
the intersection of photography, video
and digital technologies, although it

is nurtured by a persistent interest in
more traditional media — sculpture
especially, but also painting, drawing and
architecture. Deploying a sophisticated,
poetic dialogue among these media, and
plumbing the depths of art history and
other cultural canons, AES+F’s grand
visual narratives explore the values, vices
and conflicts of contemporary culture in
the global sphere

Dxo3ed Maiikn (Hosas 3enaHans)
AHTAPKTUYECKMW 3THOL IV
JINHKOJ1bH

2016

«ITI04 |V» ncnonb3yet obpas u 3Byku
JInHkonbHa, rMraHTckoro ancbepra, GoTto-
CbeMKa KOToporo bbiia caenaHa Bo BpeMms
akcneamumm B AHTapkTuky B 2015 roay.

Joseph Michael (New Zealand)
THE ANTARCTIC STUDY IV
LINCOLN

2016

“Study IV” tracks the sights and sounds
of Lincoln, a colossal iceberg, that
was photographically mapped on an
expedition to Antarctica in 2015.

®deitt Xonnaupg, (CLLUA)
AHANOIOBbIA MHTEPHET
2012

«AHaNoroBbIM MHTEPHET» — 3TO BUAEO-
CKYnbNTYpa, KoTopas npeacTtasnseT cobou
nupamuiy paboTarowmx KUHECKOMHbIX
TenesusopoB. B kaxaoM urpaet Buaeo

¢ kowkamu u3 YouTube. CeroaHs, koraa
BECb MHTEPHET NOMEeLIaH Ha KOLWKaX,
«AHaNoroBbIM MHTEPHET» AEMOHCTPUPYET,
KaK Takoe yBJieYeHwue BbIraanT B pusnye-
CKOM NpOCTPaHCTBeE.

Faith Holland (USA)
ANALOG INTERNET
2012

“Analog Internet” is a video-sculpture

that reveals a pyramid of fully-rendered
CRT televisions, each playing a cat video
appropriated from YouTube playing. In the
face of the internet’s unyielding obsession
with cats, "Analog Internet” re-imagines
that same fascination in a physical space.
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KamepoH Ackuu (HoBas 3enaHans)
cameronworld.net
2015

B 1990-e roabl nonb3oBaTenu no Bcemy
MWUpY CO343aBasn CBOU JINYHbIE YTONKM

B uHTepHeTe Ha GeoCities. Koraa B okT6pe
2009-ro cepsuc 3akpbincs, Ha GeoCities
6b110 6onble 38 MUANMOHOB CTPaHULL,.
«Cameron’s World» o6beanHseT maTepuan
C MHOMUX ThbICAY Takux caiToB. B anoxy,
Koraa Mbl 0bLaemcs B NepByto ouepeb

C NOMOLLbO BEB-KOHTEHTA, NONHOro H6peH-
[l0B U MAapKeTMHroBblX Xon08, «Cameron’s
World» — aaHb namMaTu yweawmM gHAM
YUCTOrO CaMOBbIPAXEHMS B UHTEpHETE.

Cameron Askin (New Zealand)
cameronsworld.net
2015

During the 90s, users from all over the
world created personalized corners of the
Internet via GeoCities; by the time the
service shut down in October 2009, there
were more than 38 million GeoCities
pages. “Cameron’s World” brings together
archived material from thousands and
thousands of these sites. In an age where
we interact primarily with branded and
marketed web content, “Cameron’s World”
is a tribute to the lost days of unrefined
self-expression on the Internet.

Kapna MHHuc (CLUA)
OBE3bAHA Y TEBS HA CINMUHE
2016

«Camoonpegensowmiics cybbekT», HOBas
cepusi pabot Kapnbl [3HHUC, 3aTparuBaeT
cnepyoLlme TeMbl: UAEHTUYHOCTb, OCHO-
BaHHasi Ha 6peHpax; oLeHKa No BO3pacTy
W BHELWHOCTU; KYNbTypa KaTacTpod; cyuie-
CTBOBaHWE OHMalH Yepes cendu.

Carla Gannis (USA)
THE MONKEY ON YOUR BACK
2016

“A Subject Self-Defined» is a new body of
work from Carla Gannis that addresses
issues of branded identity; age and body
estimation; catastrophe culture; and
online agency via “selfie” imagery.

lOnunsa 3acrasa (Poccus)
YTO-TO OAOJIKHO CNYYUTHCA
2016

Ha ¢oHe noBceMeCTHbIX aKTOB CaMO-
penpe3eHTaLnn, UCKAXKAKOLWKNX TeyeHue
NOBCEAHEBHOM XM3HU, «YTO-TO AOMKHO
CNYYUTHCSA» CTABUT NOL COMHEHME TEe MO-
MEHTbI, KOTOpble CTPYKTYPUPYIOT HaLle
CylwecTBOBaHMe.

Julia Zastava (Russia)
SOMETHING MUST HAPPEN
2016

Set against a background of ubiquitous
self-representation that calls into
question the performance of every day
life, “Something Must Happen” calls into
question the moments that structure our
existence.
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Monunna Kanuc (Poccus) Polina Kanis (Russia)
HOBbIA ®NAT NEW FLAG
2016 2016

B «HoBoM tnare» xygoxHuua usyuaet ot-  With “New Flag” the artist examines the
HOLEeHMS MexXAy penpe3eHTaumei noboin relationship between the representation

MAEO0N0rNYeCcKON GOPMbl U MEXaAHU3MOM of any ideological form and the
€e co3faHusa. mechanism of its creation.
TaTtbsiHa 3amM6paHo (Konymb6us) Tatyana Zambrano (Colombia)
GLITCH CLUTCH GLITCH CLUTCH

2012 2012

«Glitch Clutch» — 3To nonbiTka paspywuts  “Glitch Clutch” functions as a political
MPUBbIYHbIE MEXAHU3MbI MbILNEHUS, KOTO-  attempt to subvert the preset mechanisms

pble 06bIYHO HE UMEIT 3HAYEHMUS U OCTa- of thought that usually do not have
H0TCS HE3aMeYeHHbIMU. meaning and go unnoticed.

Maona Maiiknc (Konymb6us) Paola Michaels (Colombia)

YAT CJIE3 CHAT OF TEARS

2013 2013

«YaT cnes» — aBTOMOPTpPET, CO34aHHbIN “Chat of Tears” is a self-portrait recorded
C NoMoLbto cTapoit Beb-kamepbl. [pycT- with an old webcam. A sad gesture and
HbIM XXeCT U HeCKOJNIbKO C/ie3 AaloT nokasa-  some tears frame a revealing commentary
TeNbHbIM KOMMEHTAPUI K BUPTYa/lbHOMY about virtual communications, personal
06LLEHWNIO, UCTOPUSAM U3 XKU3HU U CAMOMY anecdotes and thought itself.
MbILLJIEHMIO.

AHapec Kactanbo (Konymbus) Andres Castaco (Colombia)

UNA CANCION SOCIAL / UNA CANCION SOCIAL /
COUMANBHASA MNECHA A SOCIAL SONG

2015 2015

CUMBONMYECKUIA aKT UCMONHEHUS MY- The symbolic act of playing a musical
3blKa/IbHOrO NPOM3BELEHMS Ha CTaTye piece on a statue of a representative of
O[HOr0 U3 BUAHENLNX NONUTUYECKUN Oe- one of Bolivia’s most significant political

areneit bonneuu rosoput 06 npeonormuye-  figures speaks to the ideological contrast
CKOM KOHTpacTe BO BIACTHbIX CTPYKTypax at the heart of the power structures in

NatuHckon AMepuku, cospaBas Kputude- Latin America, developing a critical space
CKOe NMPOCTPaAHCTBO A5 CONPOTUBAEHUS for resistance in public space and cultural
B 06LeCcTBEHHOM chepe 1 B KyNbTYpHOM life.

XU3HU.
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BepoHuka PyabeBa-PasaHueBa (Poccus)
MACKN
2012

«Macku» — 3T0 nonMTUYecKas naptusa
6€3 NONUTUKM: TONIbKO raCTPOHOMUYECKUE
pa3BneyeHus, My3sbika 1 6esynepxHole
TaHubl. Ceneaka nog wy6oi, MKpa, NMMO-
Haf M npovas coBeTCckas CMMBO/MKA No-
rNOLLAKTCA FOCTAMM, CKPbIBAOLWMMMCA 33
MacKamu 3HaMeHMTOCTeN.

Veronika Rudyeva-Ryazantseva (Russia)
MASKS
2012

“Masks” is a political party without

politics — just gastronomical fun, music
and unrestrained dancing. Dressed herring
salad, caviar, lemonade and other Soviet
insignia are devoured by the guests hiding
behind the masks of celebrities.
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Ipynna «3nbie» (Poccus)
IMABHOE — HE MOBTOPATHLCA
2016

«naBHoOe — He NOBTOPSATLCA» BCTyNaeT

B AMANIOr C MECTHBIM CO06LecTBOM rpad-
dUTHUCTOB, HaMeKas Ha HeCcCMbICIEHHOCTb
M MOHOTOHHOCTb 3TOM AEeATENbHOCTH

n obpalLasncb K HOBOMY ByayLieMy CTpUT-
apTa B MHTepHeTe.

Zlye Group (Russia)
THE MAIN THING IS NOT TO REPEAT
2016

“The Main Thing is Not to Repeat” enters
into a dialogue with the local graffiti
community, hinting at the senselessness
and monotony of this action and reaching
out towards a new future for street art on
the World Wide Web.
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Maiikn XaHHa (CeBepHas MpnaHpus)
HACTPOWKA NMOBEOEHMA
2014

«HacTtpoiika noBeaeHua» paccmaTpuBaeT
NCUXONOrMyecKne TeEOpMM U MeToabl 06y-
YeHUs KaK MHTerpupoBaHHble GOopMbl, CO3-
flaBaeMble NOCPeACTBOM 3MOLMOHANLHOIO
M KOTHUTUBHOTO BOB/IEYEHUS 3pUTENEN.
MaTepuan anga «HacTpoiiku noBeneHUs»
B34T U3 CaMbIX pa3HbIX MCTOYHUKOB, BK/IHO-
Yyas onTUYecKue nn3nm, pusndeckme
ABUWXKMW, NPOrpamMMmbl pacno3HaBaHMs nuL,
1 n3obpaxeHnsa M3 MUKpockona.

Michael Hanna (Northern Ireland)
BEHAVIOUR SETTING
2014

“Behaviour Setting” explores
psychological theories and learning
techniques as integrated forms
constructed through the emotional and
cognitive engagement of the viewer.
The raw materials used in Behaviour
Setting are appropriated from a wide
range of sources including optical
illusions, particle physics engines, crowd
analysis software and microscopic
imagery.
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Mopamuna Benosa (Poccus)
LA LA LAND

2010

U3 gudeoapxusa CYLAND

Ludmila Belova (Russia)
LA LA LAND

2010

From CYLAND Video Archive

AHHa EpmonaeBa (ABcTpus)
MOMbITKA BbIXXKUTb
2000

W3 sudeoapxusa CYLAND

Anna Jermolaewa (Austria)
TRYING TO SURVIVE
2000

From CYLAND Video Archive
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KUBEP®ECT: BUAEOBbI30B U NEPBbIU
MOJIET BABOYKHU

AnToHMO [Ixkey3a (MockBa, Poccus)
Kypamop, apm-kpumuk, cneyuanucm no poccutickomy sudeoapmy

Korpa B cepenmHe 1960-x B npoaaxe NOSBUANCH BUAEOKaMeEPbI, XYAOXHUKM BAHOOUANCH B HUX C nep-
BOrO B3rns4a — rnaBHbIM 06pa3oM NOTOMY, YTO HOBAs TEXHMKA NO3BONANA UM GAMPTOBATbL C HACTO-
awmm. Moakno4MB BUAEOKAMEPY K MOHUTOPY B peasibHOM BPEMEHMU, «34eCb U ceiyac», OHU MOTK
chenatb 370 u3obpaxeHue 4acTblo cBoeW paboTbl, 4LEMOHCTPUPYEMOM B COBPEMEHHOM apT-npo-
CTpaHcTBe. Buaeokamepbl 0Kka3anucb CNocobHbl Ha TO, YEro He A0CTUYb C MOMOLLbI APYTUX UHCTPY-
MEHTOB MEXaHW4YeCKoro BOCMPOM3BOACTBA: OHM MOKA3bIBAOT TEKYYECTb XM3HU B HACTOSLLEM Bpe-
MeHu. DoTorpadum M KMHOKAAPLI MO NPUPOLE CBOEH — CBUAETENbCTBA MPOLWIOro, He 06a3aTeNibHO
[Lanekoro, 04HAaKO BpEMEHHOM OTPE30K MeX Ay CbeMKOW U NPOABKOW UM He npeoaoneTb HUKoraa. OHu
OUKCUPYIOT peanbHOCTb, KOTOpas bbi1a B 06bekTMBe. BuaeokaMepa e 4EMOHCTPUPYET HA MOHUTOpE
peanbHOCTb, KOTOpas B 06bekTUBe npsamo celivac.

M Ha KOHLEeNnTyanbHOM, U Ha MPaKTUYECKOM YPOBHE 3TO TEXHOOIMYEeCKoe 3epKasio B pyKax Xymox-
HMKA CTano MAeanbHbIM OPYXMEM NponaraHabl NPUHLMUMNOB, KOTOPbIE B TO BPEMSA OLLYLANUCh KaK
Hanbonee BaXKHble: HYXKHO Obl10 0TKa3aTbCd OT BEKOBOrO NpeAcTaB/ieHUs O TOM, YTO Npou3Bene-
HME MUCKYCCTBA MOXET UMEeTb NIMIUb BELLeCTBEHHYH 3aKOHYEHHYI0 GOPMY KapTWHbI, PUCYHKA UK
CKYNbNTYpbl, U YTBEPAWUTb MAEK0 NPEBOCXOACTBA Npouecca Hajg pe3ynbTaToM, CyTb KOTOPOM BO-
nnowaercs B GOpMyne KMCKYCCTBO = XU3Hb». B mepBbie rofibl CBOEro CylWwecTBOBaHMA BUAE0APT —
a TouHee, 6onbluag YacTb paboT, cO3aaHHbIX HA 3anaae Ao cepeaunHbl 1970-x, — npecnenoBan ase
uenu. C 0fHOW CTOPOHbI, OH MPOTMBONOCTaBSAN CEOS KOMMEPYECKUM CTPATErUSIM, B paMKax KOTo-
pblX NMPOM3BOACTBO MCKYCCTBA BOCMPUHMMANOCh Kak ¢abpuka, noctagnsiolLas ToBapbl B Cynep-
MapKeT, M OTKpbIBan 3pUTEJI0 FNa3a Ha «rony npaeay», 6pocas Bbi3oB Beaywmnm CMU, CKNOHHbBIM
npeacTaBsTb OLHOOOKYK KapTUHY MUPA M MAaHUNYNMPOBATb 06WeCTBEHHbIM MHEHUEM. C Apyroi
CTOPOHBI, 3TO 6bIT TPUYMD MCKYCCTBA Kak 3KCNEPUMEHTA. XYA0XKHUKU-UHKEHEPBI MYCKAUCh BO BCE
BO3MOXHbI€ 3KCMEPUMEHTbI, YTO6bl ONpeaennTb NapaMeTpbl HOBOM BU3YalbHOCTU — BU3YaNbHOCTH,
CO3BYYHOW 06LWECTBY, XXU3HEAEATENbHOCTb KOTOPOr0 0Ka3anach B 3aBUCUMOCTU OT 3/IEKTPOHHOTO
o6opynoBaHus.

«[lyla skcnepuMeHTaToOpa» HMKOrAa HE NOKMAANa Tena BuAeoapTa, XoTa Ha NpoTsxeHun ero 50-neT-
Hel UCTOPUM CNyHanucb NepemMeHbl, B TOM YMCe BECbMA PafMKanbHble — KaK, HaNnpuMep, MoCTeneH-
Hbl1 Nepexof OT aHaNIoroBoro M3obpaxkeHns K ULMPPOBOMY, KOTOPbIM Havanca B 1980-x. Buoeoapt —
3TO NO-NPEeXHeMy TeppuTOpMs IKCMEPUMEHTA U MEPMAHEHTHOrO BbI30Ba KakK AN XYOOXHMKA, TaK
n onsa 3putens. M3 Toro xe BewwecTtsa coTkaHa u aywa «Knbepdecrta». [lo onpeneneHHon ctenexHm
«Knbepdect» — MaTepuanm3oBaHHbIM AyX NMOHEPOB BMAE0APTA, HEMPEPbIBHbIA MOTOK IKCMEPUMEH-
TaNIbHOM 3HEpPrumu, KOTOpPAs NyTELWECTBYET NO MUPY, NpUHUMas GOpMyY BbICTABOK, IEKL MM, BbICTYNNE-
HWU XYO,0XHUKOB U T.M. MHaue 1 6biTb HE MO0, KONb CKOPO decTuBanb nossuacs u3 ronossl CYLAND,
Kak AdwuHa 13 ronosbl 3eBca, — B NOJIHOM BOOPYXXEHUU U C BOUHCTBEHHBIM KMYEM.

Bo3moxHo, npoute Bcero 6yneTt 06bsacHUTL CYLAND kak npocTpaHCTBO, coBMeLlatolee B cebe Ha-
YUYHY0 N1abopaTopuio U MaCTePCKY XYA0XHMKA. MMEHHO 3[4eCh ABE CTOPOHbI (YUYEHbIE, MHXEHEPDI,
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TEXHWYECKME CNEeLMANUCTbl C OAHONU — W XYAOXHUKMU, UCTOPUKM UCKYCCTBA, KypaTopbl C ApPYroi)
BCTPEYatTCsl, YTo6bl 06MEHMBATLCS 3HAHUSIMU, MPOBOLUTH 3KCMEPUMEHTLI, AeaTb BbICTAaBKM, Npe-
noaaBaTh, BbICTYNATh Nepea ny6ankoi U roBopuTb € Hei. Y 3TUX ABYX CTOPOH, MO 60ONbWOMY CYETY,
MHOTO 06uiero. B KOHLE KOHLL0B, MCKYCCTBO M HayKa — [ABa pa3HbiX NOAX0AA K OLHOWM U TOW Xe 3aja-
ye: MOHATb, KaK GYHKLMOHUPYET MUP, B KOTOPOM Mbl XMBEM. Hecly4aiiHO B pEBHErPEYECKOM SA3bIKe
«UCKYCCTBO» 0603HAYANOCh C/IOBOM KTEXHE®, K KOTOPOMY 3TUMONIOTMYECKM BOCXOAUT KTEXHOOTUSIY.
«Knbepdect» — NnpoayKT 3TOro cMM6103a. MOXKHO MPOBECTU U TaKy UCTOPUYECKYHO Napannens: de-
CTWMBaNb UAET MYTEM OLHOMO M3 BEIMYANLLMX XYLOXHUKOB aBaHrapaa Bnagumupa TaTavHa, KoTopbiit
pa3Boaunn 6abouek, 4Tobbl HABNOAATH 33 NONETOM TOJIbKO YTO BblNE3WNX M3 KOKOHA ocobel. B nep-
BOM MOJIETE OH BMAEN AYXOBHOE Yy[0 HA4ana XXM3HU U HaYYHYH BMU3yann3aLmMio 3aKOHA BCEMUPHOTO
TaroteHus. Kaxpoe cobbitve nog arupoi «Kubepdecta» cogepxut B cebe Ty e CMeCb Hay4YHOro
MHTEPECa, XYA0XECTBEHHbIX UCKAHWUIA U Yyaa.

C caMbix nepBbIX NeT cBOEro cyuiectsoBaHna «Kubepdect» ynenset 60nbwoe BHUMaHWE BUAEOAPTY.
lon 3a ronom Bugeonporpamma pectuBans — nofobHas, Kak M Npoyme ero CeKLUu, XMBOMY OpraHums-
My — npepnaraeT 3puTeNnsM WMPOKUIA CNekTp BUAEopaboT Co BCeX KOHLOB niaHeTbl. BnuceisaTh BuAe-
0apT B KY/bTYPHbIA KOHTEKCT GeCcTUBans — BCeraa HenpocTas 3aaya, U He TONbKO MOTOMY, YTO Takue
paboTbl TpeOYT OT 3pUTENS OCTAHOBUTHLCA U YAENUTb UM CTONbKO BPEMEHM, CKOJIbKO HYXHO A/1s Npo-
CMOTpa, HO ¥ MOTOMY, YTO BMAEO Ba3npyeTcs Ha «MCMXONOrMYECKON Moaenu». ITO «NopTan» BHYTPb
ceb6s. MckyccTBo, U B 0COBEHHOCTU COBPEMEHHOE MCKYCCTBO — BCErAA aKTWMBHbBIM ONbIT. B oTanuune
OT KMHO, KOTOPOE NOrpyaeT 3puTeneii B cebs, BULE0APT LEPXKMUT UX HA PACCTOSIHUK, 4TO HEOHXOAUMO
ANs pestenbHoi paboTbl MbIC/IW, AN aKTUBHOIO BOBJIEYEHWUS B AWMANOr C NpencTaBieHHON paboTo.
Ha camoM fene npocMoTp BMAeoapTa Bceraa nopasyMeBaeT ABOMHOE BOCNPUATHE: CAMOBOCTPUSTUE
(aKTMBHas MbICAUTENbHAN [EATENbHOCTb 3pUTENS) M BOCPUATUE ApYyroro (06pa3oB Ha 3KkpaHe).

JIOrMyHbIM WAromM B 3BOJIIOLMOHHOM Pa3BUTUM (ECTUBANS CTasa OpraHW3auus BUAEO0APXMBA, TAe
XPaHATCA y4acTBOBaBLUME B NMOKasax paboTbl. DTOT apxMB — LUPPOBOI CKNaj BU3yaNbHOro M Hap-
paTMBHOrO onbiTa. brarogaps Tare K 3KCNepuMMEHTaM, KOTOpasi MHOTUE FOA4bl IEXUT B OCHOBE Kypa-
TOpPCKOro Bbi6Opa, B 3TOM apXMBe Tbl YyBCTBYelWb cebsi He nmoceTuTenem GUBNMOTEKM, a 3pUTENEM,
roTOBbIM 3aHOBO MEPEXMUTb NepPBbIi Nokas. [1o HEKOTOPOW CTEMEHU €ro MOXHO ONpeLenuTb Npekpac-
HbIM OKCKOMOPOHOM: «apXuB byayLliero». Mau, cnepys no ctonam TatTnuHa, BOCIPUHUMATb KAk MECTO
HabnaeHMs 3a NepBbIM NOAETOM 6a60UKH.

Mo cyTn nporpaMmbl BuaeoapTa (M, COOTBETCTBEHHO, apXMB) ABASIOTCS MOLLHOM U SIpDKOW BU3yanu-
3aument npedukca «kmbep» B HasBaHuu dectuBans. Kak npasuno, «knbep» accoummpyertcs C KOM-
nbloTEPaMn U UMPPOBLIMU TexHonornamu. OQHako 34ecb, HECMOTPA Ha uMdpoByo npupoay 60nb-
WMHCTBA LEMOHCTPUPYEMBIX M 06CYXKAaeMbIX paboT, «kknbep» ckopee 03HaYaeT KUOEPHETUKY, HaYKy
0 nepepaye MHOOPMALMM M 3aKOHOMEPHOCTAX YNPaBAEHMS, KOTOPaAs, NPUMEHNS MEXAUCLMUMNIMHAP-
HbI NOAX0A, U3YYaeT CTPYKTYPbl, OFPAHUYEHUS U BO3SMOXHOCTU CUCTEM, MCNOb3YIOWNX TEXHONOTUN.
B KOHEYHOM uTOre 3TV BUAEONPOrpaMMbl HECYT 06Pa30BaTENbHY0 MUCCUIO MO U3YUYEHUIO U aHANU3Y
cerogHaWHero MMpa, He NoAYUHAACL 3aKOHaM UHAYCTPUU pa3Bnequm7|.

B 3akntoueHMe CTOMT OTMETUTb, YTO B BUAEONPOrpaMMax 1 apXMBE BbIPAXakoTCsl OCHOBOMONArawLwme
npuHuunsl CYLAND, KkoTopble, 663 COMHEHMUS, O4EHb CXOXM C MPUHLMMNAMU MMOHEPOB BUAELOAPTA MO-
NyBEKOBOM AABHOCTHU: HEKOMMEPUYECKMI XapaKTep BCeX COObITUI 1 aKLMiA; [eP3KMUIA BbI3OB CTApOMOL-
HbIM MpeApaccyfkaM 0 PO/u XYAOXKHMKA B 06LLECTBE U TEMAX, KOTOpbIe OH/OHA MOLHWMAET B CBOEM
TBOPYECTBE; CMOCOGHOCTb OTKPbIBATH I11a3a 3pUTENAM, AaBaTb UM BO3MOXHOCTb BULETb PEANIbHOCTb
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Kupunn LWysanos
VERTIGO

2003

U3 sudeoapxusa CYLAND

Kirill Shuvalov

VERTIGO

2003

From CYLAND Video Archive

AHTOH Xna6os (Poccus)
OOMHOYECTBO GAPDOOPA
2007

U3 sudeoapxusa CYLAND

Anton Khlabov (Russia)
LONELINESS OF PORCELAIN
2007

From CYLAND Video Archive
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Anekc AHTURKH (Poccus)
NOISE OF THE CITY
2015

U3 gudeoapxusa CYLAND

Alex Antipin (Russia)
NOISE OF THE CITY
2015

From CYLAND Video Archive

lOnua 3acrtaBa

SON OF KING

2008

U3 gudeoapxusa CYLAND

Julia Zastava

SON OF KING

2008

From CYLAND Video Archive
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BO BCel ee KpacoTe U CNOXHOCTU; a FNMaBHOE — OWYTUMOE A0Ka3aTe/NbCTBO TOrO, YTO UCTUHHBIN Ayx
MCKYCCTBA XXUBET 3a CHET HECKOHYAEMOro 3KCNepUMeEHTa... CbﬂMpTyﬂ C HacToaWwuMm.

CYFEST, THE VIDEO CHALLENGE AND
THE FIRST FLIGHT OF THE BUTTERFLY

Antonio Geusa (Moscow, Russia)
curator, art critic, specialist on Russian video art

One of the main reasons why artists fell in love at first sight with video cameras when they became
available in the mid-1960s was the possibility of flirting with the present. By simply connecting
a video camera to a monitor, the present time, the factual “here and now”, could become an integral
part of the art work shown in the contemporary art space. Video cameras could do what other
instruments of mechanical reproduction could never achieve: they could finally show life in its
fluidity in the present tense. By their nature, photographic as well as cinematic frames can only
be testimonies of the past — not necessarily remote, yet they always depend on the temporal
distance between shooting and developing the film. They document a reality that was before the
lenses. Video cameras, on the other hand, display on the connected monitor that same reality that
is before the lenses.

On both a conceptual and a practical level, in the hands of artists these technological mirrors became
the ideal weapon to promulgate one of the most strongly felt missions of those years: to break the
century-old assumption that a work of art can only take the form of a concrete, solid object such
as a painting, a drawing or a sculpture and validate the supremacy of process over product, which
could be exemplified in the formula art=Llife. Video art in its early years —to be more precise, a large
part of what was produced until the mid-1970s in the West — absolved a double function. On the
one hand, it challenged commercial strategies that envisioned art production as a factory working
for the supermarket and opened the viewers’ eyes to make them see the “naked truth” — especially
important was the attack against mainstream mass media which tended to present a partial picture
of facts and manipulate people’s opinions. On the other hand, it was the triumph of art as experiment.
Artists/engineers made all sorts of experiments in image making in order to define the parameters
of a new visuality; a visuality that was consonant with a society whose functioning was largely
dependent on electronic equipment.

This “experimental soul” has never left the body of video art even though in its 50-year history
several changes — many of them quite radical, such as the progressive conversion from analogue
to digital since the early 1980s, — have happened through the years: video art is still the territory
of art experiments, a permanent challenge for both artists and viewers. The soul of Cyfest is made
of the same substance. To a certain extent, Cyfest is the materialization of the spirit of the pioneers
of video art, a continuum of experimental energy that travels around the globe and takes the form of
exhibitions, lectures, artists’ talks, and so on. It could not be otherwise, given that it was born from
the head of CYLAND, like Athena from Zeus’s head, fully grown and armed, with a cry of war.

Probably, the simplest way to explain CYLAND is picturing it as the space where the science laboratory
and the art studio merge together. It is here that the two sides (scientists, engineers, technicians —
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artists, art historians, curators) meet to share knowledge, carry out experiments, exhibit, teach, and
talk to and with the public. At the end of the day, the two parts of this combination have a lot in
common. After all, art and science are two difference approaches to the same end, understanding
the way that the world we live in functions. Quite pertinently, in ancient Greek the word for “art” is

“techne”, which is also the etymological foundation for the word “technology”. Cyfest is one of the

products of this symbiosis. To draw an historical parallel, it follows in the spirit of one of the greatest
avant-garde artists, Vladimir Tatlin, who used to breed insects and carefully observe the first flight
of the newborn insect when it hatched from its cocoon. That first flight contained the spiritual magic
of life in its initial stage and the scientific visualization of the law of gravity. Accordingly, each event
that is organized under the Cyfest umbrella contains the same mixture of scientific interest, artistic
research and wonder.

Since the very beginning, video art has played an important role in the festival. Year after year, the
festival video program, a living organism like all the other sections of the festival, has offered its
viewers a wide range of artists’ videos from all over the word. Bringing video art into the cultural
arena of a festival is always a challenge, not only because, as in all time-based works, viewers are
asked to invest their time according to the length of the works shown, that is to say, they are less
free to move around as they like, but also because video is based upon a “psychological model”.
By its nature it is a “portal” to the inner self. Art, contemporary art in particular, is never a passive
experience. Contrary to the cinema which absorbs the spectators into the picture, video art keeps them
at a distance, a condition necessary to think actively, to engage ourselves in a dialogue with the work
before our eyes. As a matter of fact, watching video art always implies a double perception: perceiving
oneself (the viewer’s mind at work) when perceiving the other (the images shown on the screen).

A logical step in the evolutionary path of the festival was the organization of a video archive that
collects the works that have participated in the showcases over the years. This video archive is a
digital vault of visual and narrative experiences. Thanks to the experimental character that each year
forms the basis of the curatorial choice, accessing this archive means entering a place where it is
possible to re-experience the first showing, rather than a library where the past is kept. To a certain
extent, a beautiful oxymoron is in action here: “archiving the future”. Or, following in the footsteps of
Tatlin, this is the spot from where we can watch the first flight of the butterfly.

Pertinently, the video art programs (and consequently the archive) are a strong and powerful
visualization of the prefix “cyber-" from the festival name. Usually, “cyber-" is commonly associated
with the word “computer” and, by extension, with digital technology. However, notwithstanding
the digital character of the great majority of works showed and discussed, here “cyber-”" is more
like a short form for “Cybernetics”, the science of communication and control theory that, through
a transdisciplinary approach, explores structures, limitations, and possibilities of systems that use
technology. Ultimately, they accomplish the educational mission of exploring and analyzing the
world of today without surrendering to the laws of the entertainment industry.

In conclusion, the video programs and archive condense the founding principles of CYLAND, which,
undoubtedly, are very similar to those of the pioneers of video art of about half a century ago:
the non-commercial nature of all the events; the bold challenge of old-fashioned preconceptions
of the artist’s function in society and what his or her art should be about; the ability to open the
viewers’ eyes and let them see reality with all its beauty and constraints; and above all, the tangible
explanation that the true spirit of art lives on as a perpetual experiment... flirting with the present.
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MapuHa Anekceesa (Poccus)
KOHEL, BECE/1b4

2014

U3 sudeoapxusa CYLAND

Marina Alekseeva (Russia)
END OF FUN

2014

From CYLAND Video Archive

BukTtopusa Uniowkuna (Poccus)
YTPAYEHHbIE ®PATMEHTbI
2014

U3 sudeoapxusa CYLAND

Victoria Ilyushkina (Russia)
LOST FRAGMENTS
2014

From CYLAND Video Archive
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PETPOCITEKTUBA
BUOEOTNPOI PAMM,
[TOKA3AHHDBIX

HA OECTUBAJIAX
«KNBEPO®ECT»

B 2012-2015 TOOAX

MOJTOLEXKHbI
OBPA30BATEJIbHbIN LLEHTP
FOCYOAPCTBEHHOIO 3PMUTAXA

KypaTtop
BukTtopusa UnowkuHa (Poccus)

RETROSPECTIVE
SHOW OF

VIDEO PROGRAMS
SCREENED

AT CYFESTS

IN 2012-2015

YOUTH EDUCATION CENTER
AT THE STATE HERMITAGE

Curated by
Victoria Ilyushkina (Russia)

U3 BUOEOAPXUBA
JIABOPATOPUM
MEAUWAUCKYCCTBA
CYLAND

Buaoeoapxus CYLAND cywectyeT ¢ 2008 roga. 310 nepebit

B Poccumn oHnaiiH-apxuB Takoro poAa: Bce cobpaHHble B HeM
npousBefeHus AOCTYMNHbI ANS NPOCMOTPa B UHTepHeTe. B oc-
HOBY apXxu1Ba Nernu BUAeopaboTbl XyL0XKHUKOB, y4aCTBOBaB-
wux B pectuBanax «Kubepdect», npoBoamMbIx nabopatopu-
en megunanckycctea CYLAND c 2007 ropa. Cpeam Hux Jliogmu-
na benosa (Poccuq), Anvna n Ixed bnomuc (CLUA), Bhnagumup
BoictpoB (Poccus), Opuit Bacunbes (Poccus), AHHa EpmonaeBa
(ABcTpus), Makcum UnoxuH (Poccus), Bopuc Kasakos (Poccus),
AHHa Konocosa (Poccuq), lOnus JlanuHa (Poccna-CLUA), Onbra
Nosutoc (Weewumns), Bnagumup Jlorytos (Poccus), AMutpuii
INlypbe (Hopeerus), KonctaHtnH Mutenes (Poccus), BepoHuka
PynbeBa-PsizaHuesa (Poccus), Makeum Ceuwes (Poccus), Bna-
avmup CmupHoBs-Jluno (Poccusg), AHHa @paHu, (Poccua-CLLUA),
Mauwa LWa (Poccuna-CLUA), Kupunn Wysanos (YkpauHa), rpynnbl
@OHO («@abpuka HaWaeHHbIX opexa», Poccus), «CuHue HoCbI»
(Poccus), «<He B pokyce» (Poccus) u gpyrue.

Bupeoapxus 3agyMaH Kak nnatdopma Ans ceteBoi paboThl

M B3aUMOLENCTBUS XYA0XHUKOB, MPOrPaMMUCTOB, BUAEOD-
onepaTopoB, UHXEHEPOB, MearoroB B 061aCTM MCKYCCTBA,
KYypaToOpOB U3 pa3HbiX CTpaH. Ero oCHOBHbIe 3afiaun — cTaTb
cpencTtBoM obMeHa npodeccMoHanbHOM MHPOpMaLmen U gaTb
XYA0XHUKAM BO3MOXHOCTb MPOABUraTh CBOM NPOU3BEAEHMUS.
Konnekunsa megnanabopatopum CYLAND BkntovaeT Buaeo-
apT, 3KCNepuMeHTanbHble GUNbMbI, KOMMNbIOTEPHYH rpaduKy,
3D-aHuMauumio, aHmmaumio stop-motion, nosaTuyeckme BUAEO,
BUEOA0KYMEHTALMIO XYA0XKECTBEHHbIX U 06pa3oBaTebHbIX
NpoeKToB B 06/1acTh HOBEMLLMX TEXHONOMMI. B HacToawmim
MOMEeHT B Konnekuuu 6onee 400 Buaeo, npeacTaBieHbl OKONO
100 xynoxHuKoB 1 20 XyA0XeCTBEHHbIX KONNeKTUBOB 13 Poc-
CuK, a Takxe 0kono 30 XyA0XXHUKOB M3 APYrMX CTpaH. BeicTas-
KW 1 nokasbl nporpamm u3 suaeoapxusa CYLAND npownu

B BenukobputaHuu, ®panumu, bpasunuu, Typuuu, AMepuke,
[epmanuun, Utanum, LLseumnn, BoctouHown Espone.
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AHppeit YcTuHoB
A
2006

Andrey Ustinov
A
2006

Mporpamma ESCAPE
XOP
2005

ESCAPE Program
XOP
2005

®MepHaHpa a’ArocTuHo
BACCEMH
2011

Fernanda d’Agostino
POOL
2011




Lns kaxporo «KKnubepdecra» Kypatop Buaeoapxmea Bukro-
pusa UnowknHa otbupaeT paboTbl B MEXAYHAPOAHYIO KOH-
KYPCHY BUAEONPOrpamMMmy, KOHLLEMNLMUS KOTOPOI COOTBETCTBY-
eT TekylweMmy aesusy dectuans. 3ta nporpaMma — CBOero
pona dunocodckoe BbiCKa3biBaHWE; OHA CTPEMMUTCS OTPA3UTb
T€ U3MEHEHMS, KOTOPbIE NPOUCXOAAT B HALLEM CO3HAHUU

M BOCMPUATUM OKPYXKaloLLEeN feiCTBUTENbHOCTU U BUPTYanb-
HOM peanbHOCTU NOA BO3LENCTBMEM LUPPOBLIX TEXHOMNOMMUMNA.
B3rnaa xynoxHuka — 4yTkuit GapomeTp 3TUX NepemeH.

Kpome Toro, Ha pecTuBansax «Knbepdect» 6bin1M NokasaHsl
MeXAyHapoAHble BUAEONpOrpaMMbl, COCTaBEHHbIE KypaTo-
pamu 13 pasHbix cTpaH: «KKpaTKkoBpeMeHHbI 3pdekT», 2010,
Kypatop Onbra fOpreHcoH (Bennkobputanus); «He ctonb
fanekue BocnoMuHaHua», 2011, kypatop bowko bowkoBuy
(CLLA); «MnaH pevicteus: peakumsa», 2011, kypatopsl Hatanba
Mpuxopbko (Poccua), Onus Fapbysosa (PpaHums); «Mepenpa-
Ba», 2012, kypatop Murens lNeukoBckn Mopauc (bpasunus-
Hupepnanab).

B pamkax BupeonporpamMm «Kubepdecrta» B MeTepbypre
BMepBble AEMOHCTPUPOBANUCH NPOU3BEAEHUS MHOTUX U3BECT-
HbIX MHOCTPAHHbIX XYLOXHUKOB, CpeAu KOTopbiX: PeiiHoNbA,
PeitHonbac (Tfepmanus), Jlop MNpoysocT (Benukobputanus),
AHpapea Akocta (lfepmanug), Mapuatepesa Captopu (Mtanug),
®panyecka Ounun (MTanus), AHHa Epmonaesa (ABcTpus), rpyn-
na Pink Twins (Gunnanans), AHccn KacutoHum (@uunaHams),
Anekc Bunnap (bpasunua-CLUA), ®epHanaa g’Aroctuno (CLUA),
®epHaHpo Benackes (bpasunus) u apyrue.

B HacToswee BpeMs B CBSA3M C pOCTOM KONNEKLMUU U Obl-
CTPbIM Pa3BUTMEM TEXHONIOTUI apXMB UCMONb3yeT niatGopmy
Ascribe ong xpaHeHus U AeMOHCTpauum Bugeopabor. 31a
nnatdopma no3BonseT perucTpuposaTtb LMPPOBOE aBTOP-
CKOE MpaBo U XpaHWUTb Gainbl HEOrPaHUYEHHOE KOIMYeCTBO
net. ApX1B COCTOMT U3 ABYX YacTeii: nepBas — 370 paboTbl

B cBOOOAHOM AoCTyne Ha caiTe (B pasaene «community_Bu-
LeoapxuBy), a BTopas npeacTtaBnseT coboi 6a3y AaHHbIX Ans
npodeccoHanoB U KypaTopoB, AOCTYMHYIO N0 CleLuanbHOMyY
3anpocy. B nnanax Bugeoapxma CYLAND — cospaHue u ka-
TanoruMsaums KpynHeiwei 6asbl LaHHbIX MEXAYHAapPOLHOMO

M POCCUICKOro LMPPOBOro UCKYCCTBA.

K pecatomy «Knbepdecty» noarotoBneHa peTpocnekTmea
M3 HECKO/IbKMX BMAE0NPOrpaMMm, y4acTBOBaBLWMX B GecTuBa-
NAX NPOWbIX NeT.
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Makcum Cuwes
ABPOPA
2012

Maxim Svishev
AVRORA
2012

AHTOH Xna6oB
STORAGE
2009

Anton Khlabov
STORAGE
2009

Mauwa Wa
NEVER ENDING
2005

Masha Sha
NEVER ENDING
2005

®ununn JoHuos
NOVA
2006

Filipp Dontsov
NOVA
2006
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MYTb HABEPX, 2012

Mapuartepesa Caprtopu (Mtanus)
®panvecka Duun (Mtanms)
AHHa EpmonaeBa (ABcTpus)
Tuna Bunnrpen (LUseuns)
XoakuH ManeHcns (GununnuHbl)
Pumac Cakanayckac (/lutsa)
XeHun Axo (DuHNSHANS)

Fpynna Pink Twins (OuHnsHamns)
Nopsur BaH JliopeHc (fepmaHus)
AHcen KacutoHHu (OuHNaHAMS)
Hartanba A6anakoBa, AHaTonumii XXuranos (Poccus)

MEPEMEHHDIE
JJAHOLWA®TDI 2, 2013

Bopwuc Kasakos (Poccus)

AHTOH Xna6os (Poccus)

Maua LWWa (Poccus)

Makcum Ceuwes (Poccus)

06beaunHeHue «Beepx!» (Poccus)

lOpwnit Bacunbes (Poccus)

Na6opaTtopus Moatuyeckoro Akumonnsma (Poccums)
Fpynna «Mbino» (Poccus)

Mopamuna benoea (Poccus)

AmuTpwii Jlypoe (Hopserus)

Dapbs Mucapesa, Tana AxmeTtranuesa (Poccus)
BukTopus Beranbckas (Poccus)

BCEJIEHHASA
B KAPMAHE, 2014

AHHa EpmonaeBa (ABcTpus)
®dpaHyecka ®unu (Mtanus)
MapkaHToHuo JlyHapau (Mtanus)
Mapk CanbBatyc (PuannnuHsbl)
AUJIK (SinoHus)

Pacmyc Anb6epTcen ([aHus)
lOpwuit Bacunbes (Poccus)
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H@BOCTH

&
1HOBOCTH

Kaponuha PepoHpo
KAMNN4a B MOPE
2009

Carolina Redondo
A DROP

IN A BUCKET
2009

®depHaHpo Benackes
CHOUTA CO3HAHUA
#6, #3

2011

Fernando Velazquez
THE MINDSCAPES
SUITE #6,#3

2011

Pumac Cakanayckac
CMHXPOHN3ALMA
2011

Rimas Sakalauskas
SYNCHRONISATION
2011

Bopuc Kasakos
HOBOCTH
2002

Boris Kazakov
NEWS
2002
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Anena Tepeuko (Poccus)
Maypucuo Canyasa (Iepy)
Canapwmu [ioMmbe, Alx P.op (DpaHums)
Anuc Kpannamnotuc (fpeuns)

Apba Cykanypa Mytpa (MHaoHe3ms)
XaH-Muwenb Ponnan (OpaHuug)
dneoHop XioneH (benbrus)

Mapusa Kopnopan (lfepmanus)
Mopa KapTowkuHa (Poccus)
3munua CkapHynute (JIutsa)

Puo Ukewmnpo (BennkobputaHus)

MODUS
OPERANDI, 2015

3neH Mutuenmaxep (M3paunb)
MepyH BaH JlooH (Hupepnanapl)
Henmapwu aio Mpees (HOAP)

Erop KpadT (Poccus)

Bnanka Pero (McnaHus)

Mwuxasnb Buptur (ABcTpus)
Beponuka Paiixn (CLUA-TepmaHug)
Nyunpxxa Kappapennum (Mtanus)
®enuc Xaneuepep (LLIseuns)
CunbBusa Yunknep (Asctpus)
CredaH Kénepn (TepmaHus)
MapTtuHa MeHeroH (MTanus)
Hukonac Craiinpopd (CLUA)
®paHceck MapTtu (MicnaHus)
knaPa anaPucuo tonam (Vicnanus)
JHTOHKM CTnBeHcoH (CLUA)

Oner Enarun (Poccus)

Mupuam Taitec (LLiseriuapus-fepmanus)
Neit Nen (Kuta)

CebactbsiH Mupa (Konymbus)
MepyH Knykepc (Benbrus)

Maiikn beiTy, (CLLA)
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Henmapu aio Mpees
3AKONOTb
2013

Nelmarie du Preez
TO STAB
2013

®paHyecka PuHK
BEJIbIN LLIYM
2013

Francesca Fini
WHITE NOISE
2013

MapkaHToHHO JlyHapau
OBLWLECTBEHHOE
MPOCTPAHCTBO
2014

Marcantonio Lunardi
PUBLIC SPACE
2014

AneHa Tepelwko
TOJIbKO MOU
2014

Alena Tereshko
JUST MY OWN
2014

CYFEST-10

FROM THE VIDEO ARCHIVE
OF CYLAND MEDIA ART
LAB

The CYLAND Video Archive has been in operation since
2008. This is the first archive of this kind in Russia: all the
works that are gathered in it are accessible for view in the
internet. The archive’s basis was composed of video works

of the artists who participated in Cyfest festivals that had
been held by CYLAND Media Art Lab since 2007. Among
them are Ludmila Belova (Russia), Alina and Jeff Bliumis
(USA), Vladimir Bystrov (Russia), Yuriy Vassiliev (Russia), Anna
Jermolaewa (Austria), Maxim Ilyukhin (Russia), Boris Kazakov
(Russia), Anna Kolosova (Russia), Yulia Lanina (Russia-USA),
Olga Lovtsyus (Sweden), Vladimir Logutov (Russia), Dimitri
Lurie (Norway), Konstantin Mitenev (Russia), Veronika
Rudyeva-Ryazantseva (Russia), Maxim Svischev (Russia),
Vladimir Smirnov-Lilo (Russia), Anna Frants (Russia-USA),
Masha Sha (Russia-USA), Kirill Shuvalov (Ukraine), FNO Group
(“Factory of Found Clothing”, Russia), Blue Noses Group
(Russia), Ne v Focuse Group (Russia) and others.

The video archive was conceived as a platform for
networking and interaction of artists, computer
programmers, videographers, engineers, art teachers and
curators from various countries. Its main objectives are

to become a vehicle for the exchange of professional
information and to provide artists with an opportunity

to promote their works. The collection of CYLAND Media
Art Lab includes video art, experimental films, computer
graphics, 3D animation, stop-motion animation, poetic video,
video documentation of art and education projects in the
field of cutting-edge technologies. Currently, the collection
comprises over 400 videos by approximately 100 artists
and art groups from Russia as well as 30 artists from other
countries. Exhibitions and screenings of programs from
CYLAND Video Archive have been held in Great Britain,
France, Brazil, Turkey, America, Germany, Italy, Sweden and
Eastern Europe.

For each Cyfest, the video archive’s curator Victoria
Ilyushkina selects works for the international competition
video program whose concept corresponds to a current
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Nynpxa Kappapennu
HEBbICKA3AHHDbIE
CJ/10BA

2014

Luigia Cardarelli
UNSPOKEN
WORDS

2014

fIHuc KpaHuauotuc
ICHOGRAPHS, MDEL
2014

Yannis Kranidiotis

ICHOGRAPHS, MDEL
2014

Puo Ukewupo
KOMMNO3nunAa:
BE/bIA KBALPAT,
BENbIA KPYT
2013

Ryo Ikeshiro
WHITE SQUARE,
WHITE CIRCLE
(WSWCQ)

2013

06beanHeHue «Beepx!»
SHAOWMMNb
®OEOOPOBA

2012

“Upward!” Community
FEDOROV ENDGAME
2012
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slogan of the festival. This program is a philosophical
statement of sorts; it aims to reflect the changes that take
place in our mind and perception of the reality around us and
the virtual reality as affected by digital technologies. The
artist’s outlook is a sensitive barometer of those changes.

In addition to this, Cyfest festivals have organized screenings
of the international video programs that were done by
curators from different countries: “A Short Term Effect”,
2010, curator Olga Jirgenson (Great Britain); “Not So Distant
Memory”, 2011, curator Boshko Boscovic (USA); “Action
Planning: Reaction”, 2011, curators Natalia Prikhodko
(Russia) and Yulia Garbuzova (France); “Cross-Over”, 2012,
curator Miguel Petchkovsky Morais (Brazil-Netherlands).

As part of Cyfest video programs, works of many renowned
foreign artists have been showcased, including Reynold
Reynolds (Germany), Laure Prouvost (UK), Andrea Acosta
(Germany), Mariateresa Sartori (Italy), Francesca Fini (Italy),
Anna Yermolaewa (Austria), Pink Twins Group (Finland),
Anssi Kasitonni (Finland), Alex Villar (Brazil-USA), Fernanda
d’Agostino (USA), Fernando Velazquez (Brazil) and others.

Currently, due the collection’s growth and the rapid
development of technologies, the archive uses the platform
Ascribe for the storage and demonstration of video works.
This platform allows to register the digital copyright and

to store files for an unlimited number of years. The archive
consists of two parts: the first is the work on the site

with an open access, and the second is the data base for
professionals and curators that is accessible at a special
request. Plans of CYLAND Video Archive include the creation
and cataloging of a largest data base of international and
Russian digital art.

For the tenth Cyfest, a retrospective show has been prepared
that consists of several video programs that participated in
the festivals of past years.
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MepyH BaH JlooH
4YTO BMAMLWb, TO
M NONYYAELWb
2014

Jeroen van Loon
WHAT YOU SEE

IS WHAT YOU GET
2014

BepoHuka Paitxn
[EFENb:
CYBBEKTUBHbIN
ayXx

2013

Veronika Reichl
HEGEL: SUBJECTIVE
SPIRIT

2013

knaPa anapPucuo itonau
RAM CITY
2014

claRa apaRicio yoldi
RAM CITY
2014

TaHsa AxmeTranuesa
POMALLKA BENTAA
2015

Tanya Akhmetgalieva
WHITE DAISY
2015

MupnamTaitec
NCYE3AKOWWME TUHNUN
CO®U TONBEP-APN
2015

Myriam Thyes
SOPHIE
TAEUBER-ARP’S
VANISHING LINES
2015

CYFEST-10

WAY UP, 2012

Mariateresa Sartori (Italy)
Francesca Fini (Italy)

Anna Jermolaewa (Austria)
Tina Willgren (Sweden)
Joaquin Palencia (Philippines)
Rimas Sakalauskas (Lithuania)
Heini Aho (Finland)

Pink Twins Group (Finland)
Loudwig van Ludens (Germany)
Anssi Kasitonni (Finland)
Natalia Abalakova, Anatoliy Zhigalov (Russia)

CHANGING
LANDSCAPES 2, 2013

Boris Kazakov (Russia)

Anton Khlabov (Russia)

Masha Sha (Russia)

Maxim Svischev (Russia)

“Upward!” Community (Russia)

Yuriy Vassiliev (Russia)

Laboratory of Poetry Actionism (Russia)
Soap Group (Russia)

Ludmila Belova (Russia)

Dimitri Lurie (Norway)

Daria Pisareva, Tanya Akhmetgalieva (Russia)
Victoria Begalskaya (Russia)

UNIVERSE IN YOUR
POCKET, 2014

Anna Jermolaewa (Austria)
Francesca Fini (Italy)
Marcantonio Lunardi (Italy)
Mark Salvatus (Philippines)
AUJIK (Japan)

KUWBEP®ECT-10

Oner Enarun
CMEPTb CPEOWV HAC
2014

Oleg Elagin
DEATH AMONG US
2014

®enunc Xanetueaep
BYEPALUHWM OEHb
BbINT HUKYObILLHbIM
2014

Felice Hapetzeder
YESTERDAY WAS
NO GOOD DAY
2014

Smunus CkapHynaite
ANOOHA
2011

Emilija Skarnulyte
ALDONA
2015

dMunu Homan
HOBDbIE
YENHKOCKHLUbI
2016

Emily Newman
NEW CHELUSKINS
2016

145



Rasmus Albertsen (Denmark)
Yuriy Vassiliev (Russia)

Alena Tereshko (Russia)
Mauricio Sanhueza (Peru)
Sandrine Deumier, Alx P.op (France)
Yannis Kranidiotis (Greece)

Arya Sukapura Putra (Indonesia)
Jean-Michel Rolland (France)
Eleonore Joulin (Belgium)

Maria Korporal (Germany)

Luda Kartoshkina (Russia)
Emilija Skarnulyte (Lithuania)
Ryo lkeshiro (UK)

MODUS OPERANDI, 2015

Eden Mitsenmacher (Israel)
Jeroen van Loon (Netherlands)
Nelmarie du Preez (South Africa)
Egor Kraft (Russia)

Blanca Rego (Spain)

Michael Wirthig (Austria)
Veronika Reichl (USA-Germany)
Luigia Cardarelli (Italy)

Felice Hapetzeder (Sweden)
Silvia Winkler (Austria)

Stefan Koeperl (Germany)
Martina Menegon (lItaly)
Nicholas Steindorf (USA)
Francesc Marti (Spain)

claRa apaRicio yoldi (Spain)
Anthony Stephenson (USA)
Oleg Elagin (Russia)

Myriam Thyes (Switzerland-Germany)
Lei Lei (China)

Sebastian Mira (Colombia)
Jeroen Cluckers (Belgium)
Michael Beitz (USA)

Neii Jeit
MEPEPABOTKA
2015

Lei Lei
RECYCLED
2015

lOpwii Bacunbes
MAMA
2002

Yuriy Vassiliev
MOM
2002

Pacmyc AnbbepTtceH
NEC
2011

Rasmus Albertsen
FOREST
2011

CYFEST-10
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[MPOIrPAMMA CAYHLO-APTA

MY3EW MPUKJNALHOIO UCKYCCTBA CAHKT-NMETEPBYPICKOW FrOCYLAPCTBEHHOM
XYLOXECTBEHHO-MPOMbILNEHHON AKALEMUN UMEHWU A. 1. LWUATUTTTULA

TBOPYECKUW KBAPTAJ «FOJIULbIH TO®T»
KPEATUBHOE NMPOCTPAHCTBO «TAUTA»
CAHKT-NETEPBYPICKUW MY3EN 3BYKA

Cepreit Komapos (Poccus)
Kypamop npo2pammei

Y4acTHUKM NporpamMMmbl cayHA-apTa NpodeccroHanbHO 3aHUMMATCS CaMbiMK Pa3HbIMU BeLLaMu: Ccpeam

HUX €CTb YYEHBbII, UHXEHEPbI, NPOrPaMMUCTbI U, KOHEYHO, 3BYKOBbIE XYAOXHUKK. M KaXKAbli MOAACT HaM
CUrHan u3 CBOeK CMCTeMbl KOOpAMHAT. B nporpamme tobuneiiHoro, pecatoro «KKubepdecta» — Kak BeTepaHbl
decTuBansg, Tak M HoBble MeHa. Cpen Yy4aCTHUKOB — HbH-MOPKCKUIA KOMMO3UTOP-MUHUMANUCT Dunn
Hn610K, 6epAMHCKNI KOMMO3MTOP M ckpunay XavaTyp KaHasH, CaHkT-lNeTepbyprckuMin MMNpoBU3aLMOHHbIV
opkecTp c npoekToMm «lapxeTodoHus» u gpyrve. [1sa Beyepa B Mysee 3ByKa OTAAHbI CAyHA-XYA0XKHUKAM,
COTPYAHMYAKOLWMM C poccuitckum neribnom Kota Records, KOTOpbIN BbiNyCKaeT My3bIKY Kak Ha GU3NYECKUX
HocuTensix (BuHun, CD, kacceTbl), Tak U B uudpoBoM dopmaTe, yaenss ocoboe BHUMaHUE UMMNPOBU3ALUMOHHOM
371eKTPOHUKE U aBaHrapay.

YyacTHuKH

Hukura byraes (Poccus)

Anekceit 'paueB (Poccus)

Musa 3a6enka (ABcTpus)

Xauaryp KaHasH (fepmanus)
Cepreit Komapos (Poccus)
KaTtepuHa JIn6eposckas (KaHapna)
An Mapronuc (CLLUA)

DOmutpuii Mopo3sos aka ::vtol:: (Poccus)
®unn Hubnok (CLUA)

Hasap PaxmaHnoB (Poccus)
Snyappa PaxmaHoB (Poccus)
CaHkT-lNeTep6yprckuii MUMNpoBU3aLMOHHBIN opKecTp (Poccus)
AHnactacua TonuHesa (Poccus)
Omutpuii Lly6un (Poccus)

Bred Blondie (Poccus)

Brinstaar (Poccus)

Meow Moon (Poccus)

S AD (Poccus)

Solo Operator (Poccus)
Wolffflow (Poccus)

SOUND ART PROGRAM

MUSEUM OF APPLIED ARTS OF ST. PETERSBURG STIEGLITZ STATE ACADEMY
OF ART AND DESIGN

GOLITSYN LOFT CREATIVE QUARTER
TAIGA CREATIVE SPACE
ST. PETERSBURG SOUND MUSEUM

Sergey Komarov (Russia)
program curator

The participants of the sound art program work professionally in a wide number of fields: they include
engineers, computer programmers, a scientist and, of course, sound artists. And each of them will send us a
signal from their system of coordinates. The program of the tenth Cyfest features both veterans of the festival
and new names. Among them are the New York minimalist composer Phill Niblock, Berlin composer and violin
player Chatschatur Kanajan, the St. Petersburg Improvisational Orchestra with their project “Gadgetophonia”
and others. For two evenings at the Museum of Sound, there will be performances by sound artists who
collaborate with the Russian label Kot Records, which releases music both on physical media (vinyl, CD,
cassette tapes) and in digital format, with a particular focus on the improvisational electronics and avant-
garde.

Participants

Nikita Bugaev (Russia)

Alexey Grachev (Russia)

Mia Zabelka (Austria)
Chatschatur Kanajan (Germany)
Sergey Komarov (Russia)
Katherine Liberovskaya (Canada)
Al Margolis (USA)

Dmitry Morozov aka ::vtol:: (Russia)
Phill Niblock (USA)

Nazar Rakhmanov (Russia)
Eduard Rakhmanov (Russia)

St. Petersburg Improvisers Orchestra (Russia)
Anastasia Tolchneva (Russia)
Dmitry Shubin (Russia)

Bred Blondie (Russia)

Brinstaar (Russia)

Meow Moon (Russia)

S A D (Russia)

Solo Operator (Russia)
Wolffflow (Russia)
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MY3ENA NPUKJTIABHOIO UCKYCCTBA CAHKT-NETEPBYPICKOM rOCYAAPCTBEHHOM
XYAO0XXECTBEHHO-MPOMDILIEHHOMA AKALEMUU UMEHU A. 1. WUTUTTTULLA

MUSEUM OF APPLIED ARTS
OF ST. PETERSBURG STIEGLITZ STATE ACADEMY OF ART

Xauatyp KanagH (TepmaHus)
OKNO

aHano208ebili UHMepmeduansbHelli nepopmMaHc

C mapTta 2016 roaa koMno3uTop 1 ckpunay Xauatyp KaHasH npoeoaut cepuio nepdopmaHcos OKNO. B ueH-
Tpe 3KCNepuMMeHTa — B3aMMOCBA3b MeX Ay BO3HMUKAOLWMUMK No xoay nepdopMaHca rpadukoi U My3bIKOW;
nccnenyoTCs UX B3aMMonpoHUKHOBEHME U TpaHChOopMaLmMs; NPOMCXOAUT COBMECTHOE CO 3puTenieM Habnio-
[leHne 3a co3aHMeM ayanoBu3yanbHoro nponseeaeHuns. KaHasH pazpabortan npoctoi rpaduyeckmin Kog, (kak
npasuno, NepecekaloWwmnecs BepTuKanbHble U TOPU3OHTasIbHbIE TIMHUK), KOTOPbIA MOXHO BOCMPUHUMATb U KakK
cTeHorpaduio My3blkanbHbIX COObITUIA, M KaK CBOEro poaa rpaduyeckyto HoTauuo. @yHaamMeHTaNbHbIe KOM-
NO3MLMOHHbIE TEXHUKMN (MMUTALMA, KOHTPACT, Napanienu, rokeT) NepeHoCATCS Ha PUCYHOK — U TaK BO3HUKAIOT
MHOrOMAaHOBbIE CTPYKTYPbI B 3BYKE U M306pakeHUu.

Chatschatur Kanajan (Germany)
OKNO
analog intermedial performance

Since March of 2016, the composer and violin player Chatschatur Kanajan has been conducting a series of
performances called “OKNO”. At the center of the experiment is the interconnection between graphics and
music that emerges in the course of the performance; there is an investigation of their interpenetration and
transformation; spectators are co-observers of the creation of an audiovisual work. Kanajan has developed
a simple graphic code (as a rule, intersecting vertical and horizontal lines) which can be perceived both as
a transcript of musical events and as a graphic notation of sorts. Fundamental compositional techniques
(imitation, contrast, parallels, hocket) are transferred to a drawing, and multifaceted structures come into
being.

Cepreit Komapos, Anekceii 'paues (Poccus)
CYBEBEKTUBM3ALUNSA 3BYKA
ayouonepgpopMaHc

lpoussodcmeo meduanabopamopuu CYLAND

MpoekT Cepresi Komaposa n Anekces [payeBa — 3ByKoBOM nepopMaHC, KOTOPbIM NOCTENEHHO TpaHCHopMu-
pyeTcs B UHTEPAKTUBHYIO 3BYKOBY MHCTANNALMIO, — OCHOBAH HA B3aMMOAENCTBUM C NPOCTPAHCTBOM U 3pUTe-
namu. MpoTuBoNoCTasaga U coveTas ABa NPUHLMNA CUHTE3a 3NEeKTPOHHOr0 3BYKa, aHaioroBoro 1 uMdbpoBoro,
AYAMOXYLOXKHMKM CO3AaK0T KaX bl pa3 HOBOE 3By4YaHMe, BKtOUatoLLee B cebs oLlylleHe OT NPOCTPaHCTBa,
nopen n scero okpyxatowero. OCHoBHble MHCTPYMeHTbl Anekces paveBa — 310 cpena pa3pabotku Max/MSP
n nnatdopma Arduino AN CBA3M C NPOCTPAHCTBOM M aHaNOroBbiM MOAYNbHbIM CMHTe3aTopom Cepres Komaposa.
Bonblwoe 3HaYeHne UMeT MOBUNbHOCTb M BapuaTMBHOCTbL NepdopMaHca: npeanonaraeTcs UCNosib3oBaHue
ntob0oro AOCTYMHOrO, C/Iy4aHO OKa3aBLerocs Ha naowanke o6opynoBaHus.

CYFEST-10

KUWBEP®ECT-10

Sergey Komarov, Alexey Grachev (Russia)
SUBJECTIVIZATION OF SOUND
audio performance

Project by CYLAND Media Art Lab

The project of Sergey Komarov and Aleksey Grachev — a sound performance that gradually transforms
into an interactive installation — is based on interaction with space and viewers. By contrasting and
matching two principles of the synthesis of electronic sound, analog and digital, each time the audio
artists create a new sound that includes the sense of space, people and everything around them.

The chief instruments of Aleksey Grachev are the development environment Max/MSP and the platform
Arduino for communication with space, and the analog modular synthesizer of Sergey Komarov.

The mobility and variability of the performance are of great significance: any available equipment
which happens to be on the site can be used.

Amutpuii Moposos aka ::vtol:: (Poccus)
BE3 HA3BAHUA
ayouoneppopMaHc

:vtol:: — nceBAOHMM MOCKOBCKOrO MeAMaxyLoXkHUKa U My3blkaHTa IMuTpus Mopo3oBa,

KOTOPbI BONMOLWAET CBOM UAEU B TEXHONOTMUECKMX XKAHPAX UCKYCCTBA: POOOTOTEXHMKE, CayHA-apTe,
MCKYCCTBE Ha CTbIKe C HayKoit. OH Take 3aHMMaeTcs pa3paboTKoi M CO3AaHMEM IKCNEPUMEHTANbHbIX
MY3bIKaNbHbIX MHCTPYMEHTOB U MOAY/IbHbIX CUHTE3ATOPOB.

Dmitry Morozov aka ::vtol:: (Russia)
UNTITLED
audio performance

zvtol:: is a pseudonym of the Moscow media artist and musician Dmitry Morozov who embodies his
ideas in the technological genres of art: robotics, sound art, art at the junction of science. He also works
on

the development and creation of experimental musical instruments and modular synthesizers.

Hasap PaxmaHoB, dayapa PaxmaHoB, AHacTtacus TonuHeBa (Poccus)
50 Tu
ayououHCcmannsayus, nepghopMaHc

JnekTpoMarHuTHoe none yactoton 50 Iy reHepupyeTCsa KaTyLWKOW MHAYKTUBHOCTU U Npea-
CTaBNSeTCs Kak 06beKT B MpoCcTpaHCcTBe. MpoeKT NpurnawaeT K OCMbIC/IEHUKO OTHOLLEHUI

YyesioBeKa U TEXHOTEHHOM OKpyXXatoLLen cpefbl. YenoBek B COBpEMEHHOM MUpe YaCTO HAXOAUTCS

B 30HAaX MarHUTHbIX NOMIEN, FEHEPUPYEMbBIX 3NEKTPOCETbIO, YYBCTBEHHO UX HE NMepexunBas.

KaTywka MHAYKTUBHOCTU — 3TO KOHLEHTPUPOBAHHOE NPUCYTCTBUE INIEKTPOCETH, 3aNOSTHUBLLEN
KaXXAbIV YronoK LMBUAU30BAHHON OMKYMeHbl. MHCTannaumsa BbISBNSET HE3pMMOe NpUCYTCTBUE
3/1eKTPOMArHUTHOIO NONS 33 cYeT 06bEKTOB, KOTOPbIE 3BYYaT UM ABUIAOTCA NOJ €ro BO3AENCTBUEM.
Mpouncxopauiee okasbiBaeTCs TaHLEM U WWYMOBBIM NephopMaHCcoM, Ay3TOM Tena v nons.
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Nazar Rakhmanov, Eduard Rakhmanov, Anastasia Tolchneva (Russia)
50 Hz
audio installation, performance

The electromagnetic field of 50 Hz frequency is generated by an inductor coil and presented as an object

in space. The project invites the viewer to rethink the relationship between the human being and the
anthropogenic environment. In the contemporary world, human beings often find themselves in zones of
magnetic fields generated by a power grid without a sensory experience of them. The inductor coil is a
concentrated presence of the electric grid that has filled every corner of the civilized ecumene. The installation
manifests the invisible presence of electromagnetic field by means of objects that emit sounds or move under
its influence. What transpires proves to be a dance and a sound performance, a duet of the body and the field.

CaHkT-lMNeTep6yprckuii UMNPoBU3aLMOHHBIN opKecTp (Poccus)
FTAOXETO®OHMA

KoHuepm

Lupuxep: Amumpuli LLly6uH. Moes npoekma: AHmoHuHa l1o30HsKosa

OupuxknpyeMas UMNpoBuM3aLms, pogoHaYanbHMKamMu Kotopor ctanu Yontep ToMncoH n Yunnbam Moppuc, no-
NY4Ynna WMPOKOe pacnpocTpaHeHMe COBCEM HeaaBHO. MMNpOBM3aLMOHHbIE OPKECTPbI CYLWEeCTBYIOT B JIOHAOHe,
Hbto-Mopke, Bepanne, Masro, AMcTepaame U MHOTUX APYr1x ropoaax. YnpasieHue TakuMu KONNeKTMBaMm oT-
NIMYAETCA OT KJIACCUYECKOro AMPUKMPOBAHMS M ONMPAETCS HA 0COBYH0 CUCTEMY 3HAKOB-KECTOB. EAMHCTBEHHbIN
B Poccum opkecTp umnpoBum3saumu, cosgarHbivi B 2012 roay Ha 6a3e 133-21, 06bennHget okono 30 My3blkaH-
TOB. «[aAXeTodOoHUA» — NPOEKT, IKCNEPUMEHTUPYIOLLMIA C WABNOHHBIM 3BYKOM CMap®hOHHbIX M NAAHLLETHbIX
CMHTEe3aTopoB U cemnaamm MP3-nneiepos, C M3HAYaNbHO HEMHAUBMAYANbHbLIM 3BYKOBbIM MaTepuanoM. B npo-
Lecce Urpbl co3faeTcs 3ByKOBOe MoJie € NaaBatoleit CEMaHTUKOM, None, B KOTOPOM 3BYK, KaK Ha Kayensx, nepe-
MelLaeTcs OT y3HAaBAaEMOro K Hey3HaBaeMOMY, OT aCCOLMMPYeMOoro K 6e3accounaTMBHOMY.

St. Petersburg Improvisational Orchestra (Russia)
GADGETOPHONIA

concert

Conductor: Dmitry Shubin. Project’s concept: Antonina Pozdnyakova

The conducted improvisation, which was pioneered by Walter Thompson and William Morris, has only become
widespread recently. Improvisational orchestras exist in London, New York, Berlin, Glasgow, Amsterdam and
many other cities. Conductors of these ensembles differ from classical conductors, and they use a special
system of signs and gestures. The only improvisational orchestra in Russia, which was created in 2012 on the
base of GES-21, brings together around 30 musicians. “Gadgetophonia” is a project that experiments with the
conventional sound of Smartphone, pad synthesizers and samples of MP3 players, with initially non-individual
sound material. In the process of playing, a field with “floating” semantics is created, where sound, as if on

a swing, moves from the known to the unknown, from the associable to the non-associative.

Omutpuii Lly6un (Poccus)
IN/OUT
ayduonepgpopmanc

In/Out (BBOA-BbIBOA) — TEPMUH U3 06/1aCTM MHPOPMATHKK, NOAPA3yMEBAOLWMI B3aMMOLENCTBUE MEXAY KOM-
NbIOTEPHOM CUCTEMOM M BHELIHMM MUPOM. 3BYK MNOCTYMNAaeT B CUCTEMY M NOCJIe ONpeaeneHHbIX TpaHcdhopMaumii

CYFEST-10

KUWBEP®ECT-10

CTaHOBUTCSA TEM 3BYKOM, KOTOPbIV U CAbIWKT caywatens. AmMuTpuit LWy6BuH nccnenyeT «ocTaTouHbIe» SBNEHUS

B 3BYKe, TeMOpOBble pe30HaHCbl HOPTENUAHHOTO «Tesa», KOTOPble BbISIBASIOTCS U CTPYKTYpUpYHOTCS Npu paboTe
C 3/IeKTPOHMKOW B pexxume peanbHoro speMeHn. Cob6CTBEHHO, UMEHHO MeXAay onepaunamm «Beoga» (In) u «Bbl-
Bofa» (Out) 3ByKOBOro cMrHana U NnpoMcxoaaT BCe U3MEHEHUS 3BYKOBOM TKaHMU.

Dmitry Shubin (Russia)
IN/OUT
audio performance

In/Out (input-output) is a term from the field of IT that implies an interaction between the computer and the
outside world. A sound enters the system and, after certain transformations, becomes a sound that is heard
by the visitor. Dmitry Shubin investigates “residual” phenomena in sound, and the tonal resonances of the
piano “body” that are revealed and structured during work with electronics in real time. In fact, it is precisely
between the operations of “input” (In) and “output” (Out) of the sound signal that all the changes of the sound
fabric take place.

TBOPYECKUA KBAPTAJ «FOJIULLbIH IODT»
GOLITSYN LOFT CREATIVE QUARTER

®unn Hu6nok (CLUA), KatepuHa Jiubeposckas (Kanana), An Mapronuc (CLLUA), Mus 3abenka (AscTpus)
3MMHAS KOHBEPTEHLLMA
nepgopmMaHc-KoHuepm

[lBYyX4aCTHbIN KOHLLEPT C Y4aCTUEM HbiO-MOPKCKOrO rypy CayHA-apTa, MPU3HAHHOrO KOMMNO3UTOPa-MUHUMAaNUCTa
®unna Hubnoka (My3bika, KMHO), MEAMAXYA0XHULI M3 MoHpeans KaTepuHbl JTnbepoBckoi (BUAEO B peasibHOM
BpEMeHM), My3blkaHTa, kKoMnosutopa u npoatcepa n3 CLUA Ana Mapronuca (vnBas 3neKTpOHWUKA) U aBCTPUI-
CKOM CKpMNAYKK, BOKANUCTKKU M KOMMO3UTopa Muu 3abenku (CKpunka, 3S1eKTPOHMKA).

Phill Niblock (USA), Katherine Liberovskaya (Canada), Al Margolis (USA), Mia Zabelka (Austria)
WINTER CONVERGENCE
performance/concert

A two-part concert by the New York guru of sound art, acclaimed minimalist composer Phill Niblock (music
and films), Montreal media artist Katherine Liberovskaya (live video), US musician, composer and producer
Al Margolis (live electronics) and Austrian violinist, vocalist and composer Mia Zabelka (violin and electronics).
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KPEATMBHOE MPOCTPAHCTBO «TAUIA»
TAIGA CREATIVE SPACE

Hukura byraes (Poccus)
BE3 HA3BAHWA
ayduonepgopmaHc

My3biKy HUkMTbl byraesa 13 MpkyTcka HEBO3MOXHO aCCOLMMPOBATDL C KaKUM-TMOO sBNEHMEM B NaHawadTe
MONOL0M 0TeYECTBEHHOM 3NEKTPOHUKMU: OH PABHO Aasniek OT BCEX 3aMETHbIX CerofHs NpoLLeccos, BKAKYas
nepeocMbiCNIEHNE TaHLLEBANbHOM KYNbTYpbl M paAMKaNbHble 3NEKTPOaKyCTUYeCKMe sKkcnepuMeHThl. MNoxa-
NyW, HaMNy4WwWnM 06pa3oM Ha FOPU3OHT ero TBOPYECKUX MHTEPECOB YKa3biBAeT TErNaH AaTcKoro nenbna
Phinery, BbinycTuBliero aeboTHbIM anbboM HuknTbl «Keila»: ackeTuyHaa nekcuyeckas kombuHaums art //
sound. MpeanbHas non-My3bika byaywiero, KOpHAMM yxoasias B auckorpadumio neibnos Mille Plateaux

1 12k v npu 3TOM, HECMOTPS Ha 06MANE KYNBbTYPHBIX KOHHOTALMI, CONPOTMUBAAOLWANCS NHOOOMY KpUTUYECKO-
MY OMMUCAHUIO.

Nikita Bugaev (Russia)
UNTITLED
audio performance

The music of Nikita Bugaev from Irkutsk cannot be associated with any phenomenon in the landscape

of young Russian electronics: he is remote from all the processes that are conspicuous nowadays, including
the rethinking of dancing culture and radical electro-acoustic experiments. Perhaps the best description
of the horizon of his creative interests is the tagline of Danish label Phinery that released Nikita’s debut
album “Keila”: the aesthetic lexical combination of “art / sound”. This is ideal pop music of the future that
is rooted in the discography of labels Mille Plateaux 1 12k and, at the same time, despite the wealth

of cultural connotations, resists any critical description.

Meow Moon (Poccus)
BE3 HA3BAHWA
ayduonepgopmaHc

Meow Moon — npoekT Nnbu Caposckoro n Kpnca Mracchbl, KanyXCKMX 3HTY3MACTOB aHAIOFOBOr0 CUH-
Te3aTopHOro sci-fi 3sy4aHmsa. X My3blKy MOXHO OXapakTepM30BaTb Kak aTMOCHEpPHbIA 3IMOMEHT M APOH

C NepuoaMYecKkn BO3HMKALWMMU peTpodyTYPUCTUHECKMMU LUYMAMU, CUHTE3ATOPHLIMU MENOAUSMU U
TMNHOTU3NPYOLWMMKM BACOBbIMM NAaTTEPHAMU, KOTOPble BONHOOOpa3HO BXOAAT B 06 M 3BYKOBOM MOTOK,
NpuaTHBIN Ans yxa. CayHA-XYA0XHUKM CTPEMATCSA NOrPy3nTb CylWwaTens B MeAUTaLMIO, BbIDBATb €ro U3
cyeTbl U 06beAMHUTL CO 3BYKOBOW BCENEHHOWM, AaBas NULLY AN AYLWW U pe30HaHCbl AN 06HOBNEHMS, TEM
CaMbIM 3aCTaBAsAA 33lyMaTbCs O MaBHbIX Belax. [10 X cOBCTBEHHOMY BbIpaXEHUI, 3TO K4TO-TO HaMoAo-
6ue maccaxa JHK».

Meow Moon (Russia)
UNTITLED
audio performance

Meow Moon is the project of Ilya Sadovsky and Chris Mgassa, enthusiasts of the analog synthesizer sci-fi
sound from Kaluga. Their music could be characterized as atmospheric ambient and drone with intermittent
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retro-futuristic noises, synthesizer melodies and mesmerizing bass patterns that enter like waves into a
collective audio stream that is pleasing for the ear. The sound artists aim to immerse listeners in meditation,
pull them away from the daily bustle and unite them with the sound universe by providing soul food and
resonances for a renewal, thus making them ponder what is important. In their own words, this is “something
like a DNA massage”.

CAHKT-NETEPBYPICKUIA MY3EN 3BYKA
ST. PETERSBURG SOUND MUSEUM

Brinstaar (Poccug)
BE3 HA3BAHUA
KoHuepm

Brinstaar — npoekT My3blKaHTa, CayHA-XYLOXHMUKA M Au3ariHepa Muxauna MsacoenoBa, 0CHoBaHHbIM B 2006
rofy. [1ns co34aHMs HYXKHOIO 3BYKOBOMO pUCYHKa Muxaunn ncnonb3yet 60/bLi0e KOAUYECTBO UHCTPYMEHTOB,
COCTaB KOTOPbIX NOCTOSAHHO MEHSAETCS, HO eCTb OCHOBHbIE: FTMTapa U MOAYNbHbIN cuHTe3aTop. K aToMy Ao6aB-
NATCSH pa3NUYHbIe LWWaMaHCKUe CBUCTENIKM, BapraH, rapMOLIKK, AYA,04HKU, UTPYLIKKU U BCE, YTO MULLUT U 3BEHUT.
B uTore nonyyaeTtcs cMeCb XaOTUYHOr0, MeCTaMU MHDEPHANbHOTO LWYMa, CTPYKTYPHbIX PUTMUYECKUX KOMMO3M-
LM M CMOKOMHBIX Pa3psXKeHHbIX 3MOUEHT-MeNoanN.

Brinstaar (Russia)
UNTITLED
concert

Brinstar is a project of the sound artist, musician and designer Mikhail Myasoedov which he began in 2006.
To create the required musical image, Mikhail uses a whole galaxy of instruments that he constantly changes,
but with two constant ones: a guitar and a modular synthesizer. They are augmented by various shamanic
whistles, Irish harps, harmonicas and penny trumpets, as well as everything that squeaks and jingles.

The effect is a mixture of chaotic — at time, infernal — noise, structural rhythmic compositions and tranquil,
relaxed ambient melodies.

S A D + Bred Blondie (Poccus)
BE3 HA3BAHUA

ayouoneppopMaHc

Bnapwucnas Oobposonbckuid, Bacunuit Crenanos (ay3T S A D) u Tne6 MoHTu (Bred Blondie) pewatot npobnemsl
3CTETUYECKOro M aKyCTUYECKOro BOCMpUATUS NpK 3BYKo3anucu. OHM OTAAIOT Ha BOIIO C/1yyas pesynbTathl
CBOMX 3KCMNEPUMEHTOB, CBA3bIBAS NOSYyYEHHbIE 3BYKM C BAOXHOBeHMeM. OTCYyTCTBME KaKMX-TMBO rpaHuL,

n GyHAAMEHTaNbHbIX UAEN NO3BONSET UM YKNOHUTLCS OT MPOTUBOCTOAHWUS MEX LY 3aMbIC/IOM M NPOU3BELEHU-
eM, Teopuen U NPaKkTUKOM.

S A D + Bred Blondie (Russia)
UNTITLED
audio performance

Vladislav Dobrovolski, Vasily Stepanov (Duet S A D) and Gleb Glonti (Bred Blondie) solve problems of aesthetic
and acoustic perception in audio recording. They leave the results of their experiments to chance, combining
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the ensuing sounds with inspiration. The absence of any boundaries and fundamental ideas allows them to
avoid a conflict between the concept and the work, between theory and practice.

Solo Operator (Poccuq)
BE3 HA3BAHUA
KoHuepm

Solo Operator — uMnNpoBM3aLMOHHbINM NpoekT AnekcaHapa CepeyeHko. CakCcOpOH B 3TOM NPOEKTE CAYXMUT
MCTOYHMKOM OYeHb Pa3HOro no GakType ayaMoMaTepuarna, KoTopblit KOMNO3ULMOHHO pa3BuBaeTcs bnaronaps
NpOrpaMMUPOBAHMIO U3MEHEHWIA MOCNEA0BaTENbHOCTM 3BYKOB, X MOBTOPEHUI U UCKAXKEHUIA.

Solo Operator (Russia)
UNTITLED
concert

“Solo Operator” is an improvisational project by Alexander Serechenko. The saxophone in this project serves
as a source of audio material with a highly varied texture, which develops compositionally by programming
changes in the sequence of sounds, their repetitions and distortions.

Wolffflow (Poccus)
BE3 HA3BAHUA
KoHUepm

Wolffflow — 3KcnepuMeHTanbHbIN CONbHBINA MPOEKT CayHA-XyA0XHMKA PomaHa lfonoeko. HaumHas ¢ 1990-x
PoMaH npoxoauT CBOM TBOPYECKMI NYTb CKBO3b PA3/IMUHbIe MYy3blKa/bHble XaHpPbl U KONIEKTUBbI, 4TOObI

B nocneHve rofbl NOAHOCTbIO CHOKYCMPOBATLCS HA MMMPOBU3ALMOHHOM 3/1eKTPOAKYCTUYECKOM My3biKe,
3KcnepuMeHTax ¢ aedopMaumeii 3Byka M NoneBbIMU 3anNUcsMu. B pesynbtaTe nonyyaercs rMNHOTUYECKUIA
3BYKOBOW NOTOK, KOTOPbIM TO cOBbupaeTcs B abCTpakTHblE ayAMOKONNAXM, TO 3aCTbIBAET B TATYYUX
ayAMOCKYNbNTYpPaXx.

Wolffflow (Russia)
UNTITLED
concert

Wolffflow is an experimental solo project by the sound artist Roman Golovko. Since the early 1990s,

Roman has pursued his creative path through various music genres and groups, to focus in recent years entirely
on free improvisational acoustic music, experiments in sound deformation and field recordings. This results

in a hypnotic sound stream that is assembled into abstract audio collages, or frozen into dense audio
sculptures.
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Codusa Kyapsasuesa (Poccus)

YOUTH EDUCATIONAL CENTRE
OF THE STATE HERMITAGE MUSEUM

Curated by
Sofia Kudryavtseva (Russia)

DOmutpuii bynatos (Poccus)
ART & SCIENCE: MCKYCCTBO B HAYYHbIX JTABOPATOPUAX
nekyus

CTpeMneHve COBpeMEHHOM HayKu NO3HATb U TEM CaMbIM Npeo-
[lONeTb Lenbli psg NpUpOAHbIX 3aKOHOMEPHOCTEW 3acTaBnseT
HaC BCMOMHUTb O 3HAMEHUTOM reTeBCKOM M3peyeHun «Stirb und
werde» — yMpu U 0B6HOBUCb. Nnun, BbipaXkasiCb COBPEMEHHbIM
S3bIKOM, MpeAnonaraeT ycuame no oBnageHuto noctbuonormye-
CKOM «NepCcOHONOrMen», To eCTb 6eCcKoOHeYHO rnybokum nepensne-
TEHWEM XMBOIO M HEXMBOT0, UCKYCCTBEHHOTO Y €CTECTBEHHOTO

n 1. o. CocpenoTaumBas BHUMaHWe Ha MpOU3BEAEHUAX UCKYCCTBA,
CO343aHHbIX C UCMONIb30BaHMEM HOoBenwnx cpeacTs XXI Beka —
poboToTexHuku, IT n 6uoMeanumHbl, — KypaTop focyaapcTBeH-
HOrO LLeHTpa COBPEMEHHOro nckycctea Omutpuit bynatos nbl-
TaeTCs BbISICHUTb, YTO NEXUT B OCHOBE BO3HUKHOBEHUS KUCKYC-
CTBEHHOM», KTEXHONOMMYECKOM» peanbHOCTH, KakK 3Ta peasbHOCTb
Ha Hac BO34EeMCTBYET M BO3MOXHO M nepen3obpecTtu a3bikK,
KOHCTPYUPYHOLLMIA U ONUCHIBAKOLWMIA MUP TEXHONOTMIA. 3a4a4a
3TOM NIeKUMM — NOKa3aTb, KaK XYAOXHUKM CO3AaKT HOBble Gop-
Mbl M HOBblE MAEHTUYHOCTH, HO HE B Ka4eCTBe NMPOTaroHUCTOB
onpeaeneHHoro NCTopuen TEXHOOrMYeckoro HappaTu1Bea,

a B KayecTBe ero TBOPL,OB.

Dmitry Bulatov (Russia)
ART & SCIENCE: ART IN RESEARCH LABS
lecture

The ambition of modern science to understand and thus to
overcome a whole series of natural laws makes us recall the
famous dictum of Goethe “Stirb und werde” — die and become.
Or, to use contemporary language, it involves the effort of
mastering the post-biological “personology”, i.e. the infinitely
profound intertwinement of living and nonliving, artificial and
natural etc. With a focus on works of art created with the use
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of cutting-edge methods of the 215t century — robotics, IT

and biomedicine — the curator of the National Center for
Contemporary Art Dmitry Bulatov attempts to ascertain what lies
at the basis of the emergence of the “artificial”, “technological”
reality, how this reality affects us, and whether it is possible to
reinvent a language that would construct and describe the world
of technologies. The purpose of this lecture is to demonstrate
how artists create new forms and new identities, not as
protagonists of a technological narrative defined by history,

but s its creators.

300u BazeHkHexm (CLLA-Ascmpus). Onmumu3ayus pooumesnbcko2o 0o/1ea.
2012. MumepakmugHas ckynonmypa. [IpombiwineHHsIld pobomaHunynsmop,
Komopeili, 3a8Udes NPocLINAKWe20Cs (UU yCabiWasg naavyue2o) MaadeHud,
Ha4YuHaem e20 ykayusame.

Addie Wagenknecht (USA-Austria). Optimization of Parenthood. 2012.
Interactive sculpture. The industrial robotic manipulator that, once it sees
the awakening (or hears the crying) infant, starts to lull it to sleep.

Yunnoam Jleiitam (Bennkobputanus)
MUTATOR VR
nekyus

Yunoam Jletam pacckaxeT 0 pa3BUTUM CBOErO HOBAaTOPCKOTO
MCKYCCTBA — OT PaHHWUX, OCHOBAHHbIX HA NMPaBUIaX PUCYHKOB
cepenmHbl 1980-x Lo HepaBHew paboTbl N0 CO34aHMIO UMMEp-
CUMBHbIX 3BOJIIOLMOHUPYIOLLMX MUPOB B BUPTYasbHOM peanbHOCTH
ona cuctembl HTC Vive. OH Takxke 06bACHUT, Kak NPUMEHSN CBOW
OpraHW4ecKuii CTUNb K BU3YasibHbIM acnekTaM My3blkM peiiB

u paspaboTke urp B noHRo0HCcKkoM Coxo B 1990-e, 1 BKpaTLe Koc-
HeTCs HeaaBHUX KONNabopaTUBHbIX HAYYHO-XYL0KEeCTBEHHbIX
NPOEeKTOB B HeMpoHayke u 6uonHdopmaTuke.

William Latham (UK)
MUTATOR VR
lecture

William Latham will talk about the history of his pioneering art,
from his early rule-based drawings created in the mid-'80s, to
his recent work creating immersive evolving worlds in Virtual
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Reality for HTC Vive. He will also talk about his time applying his
organic art style to Rave music visuals and games development
in Soho, London in the '90s. He will finally talk briefly about
recent collaborative art/science projects in Neuroscience and
Bioinformatics.

MpunHa Haxosa (Poccus)
20-21. BOCNUTAHWE YYBCTB B INTOBAJIbHOW OEPEBHE
neKyus

MockoBckas xyaoxHuua MpuHa HaxoBa Ha npuMepe oTAeNbHbIX
paboT npocneauT pa3BuUTME MCKYCCTBA OT TPAAULMOHHOM KapTu-
Hbl 4O MYNbTUMEAUMAHBIX UHCTANNALMIA. TeMbl ee NeKuUU TaKOoBbI:
NPOCTPaHCTBO MHAMBUAYANBHOTO; BbI3OB XYAOXHUKY B MUpe 06-
LWMX UNNO3UIA U YACTHBIX MHEHUN.

Irina Nakhova (Russia)
20-21. SENTIMENTAL EDUCATION IN THE GLOBAL VILLAGE
lecture

The Moscow artist Irina Nakhova, using the example of individual
works, will trace the development of art from a traditional
picture to multimedia installations. The topics of her lecture are
the space of the individual and the challenge to the artist in the
world of common illusions and private opinions.

HOanuanb Cumbupa (CLUA)
®dokyc Ha «JleoHapAao»
nekyus

Hannanb CuMbuaa, 3amMecTuTeNb AMpekTopa MexayHapoaHoro
obLwecTBa UCKYCCTB, HAYK U TeXHONOrui «JleoHapao», pacckaxeT
0 paborte obwecTsa 1 06 opraHnsaLmm M3paTenbCKoM AeaTenb-
HOCTM B chepe MexANUCLMUNIMHAPHOIO UCKYCCTBA.

Danielle Siembieda (USA)
“Leonardo” Focused
lecture

Danielle Siembieda, Deputy Director of the International Society
for the Arts, Sciences and Technology “Leonardo”, will talk
about the society’s work and publishing activities in the field of
interdisciplinary art.
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MY3EW MPUKNTIALHOIO UCKYCCTBA
CAHKT-NETEPBYPICKOW FrOCYAAPCTBEHHOM
XYAO0XXECTBEHHO-MPOMbILJIEHHON AKAJEMUHU
UMEHU A J1.LUTUTJIULLA

KypaTtopbl
AHHa ®paHuy (Poccua-CLUA), Codua Kyapsasuesa (Poccus)

MUSEUM OF APPLIED ARTS OF ST. PETERSBURG
STIEGLITZ STATE ACADEMY OF ART AND DESIGN

Curated by
Anna Frants (Russia-USA), Sofia Kudryavtseva (Russia)

AnekcaHppa [lemeHTbeBa (benbrus)

HOBbIE TEXHOJ10TUWN B UHCTANNALUNAX
B OBLLECTBEHHOM MPOCTPAHCTBE
neKyus

Llndpposble MHCTaNNALMM OTKPLIBAKOT AN1S 3pUTENier HOBble
BO3MOXHOCTM aKTUBHOIO y4aCTWs B Xy4,0XXECTBEHHOM Npou3Be-
LeHUU. XyLOXHWUKW U An3aiiHepbl UMET BO3MOXHOCTb UrpaThb

C rpaHuUaMm peanbHOro/BupTyanbHoro. MpMKocHoBEHME,
bu3nyeckoe yyacTme 1 coumanbHoe B3aMMOLEeNCTBME CTAHOBATCS
HeobxoanMbIMU. My3eun, ranepen U MHOrMe ObLLeCTBEHHbIE
MecTa 060pyaytoT HOBble MPOCTPAHCTBA M NpucnocabnueaTt
CTapble NOMeLLeHNUs AN pa3MelleHns LMbPOBbIX MHCTANNALUNA

N NPOEKLUN.

Alexandra Dementieva (Belgium)
NEW TECHNOLOGIES IN PUBLIC SPACE INSTALLATIONS
lecture

Installations of digital art open up new possibilities for the
viewers in terms of active participation in a work of art.

Artists and designers have the opportunity to play with “real /
virtual” boundaries. Touching, physical participation and social
interaction are becoming essential. Museums, galleries and
many public places follow their lead by creating new spaces and
adapting old ones for digital art installations and projections.

Uropb Monouesckuii (CLLIA)
INTERFAZE

macmep-kaacc

MacTep-Knacc Hbio-MOPKCKOro MeanaxynoxHuka Mrops Mono-
4eBCKOro Mo Co3faHut MHTepdeicoB Ha OCHOBE NPOrpaMMmbl
Isadora ot komnaHuu Troika Tronix.

Igor Molochevsky (USA)
INTERFAZE
master class

The New York-based media artist Igor Molochevsky holds
a master class about creating interfaces on the basis of the
program Isadora from the company Troika Tronix.

AHHa ®paHu (Poccua-CLLA)
IV3AMH MPOTUB UCKYCCTBA MPOTUB OM3AMHA
nekyus

[n3aiH M UCKYCCTBO CO34at0TCS U3 OQHOM M TOM Xe 6asbl
[LaHHbIX NMPU NOMOLLM YHUKANbHOIrO BOOHPAXKEHNUS U YHUKATBbHBIX
HaBbIKOB, KOTOpble 0ObIYHO BbIpaXatTCs B BU3yanbHOM dopMe,

a C HelaBHMX NOP eLLe M B NPOrpaMMUPOBAHUM, 3BYKE U T. A.
«[un3anH npotus MckyccTea npotme [u3anHa» — nekuma-aUCcKyc-
C1S 0 TOM, KaK COBpeMEeHHble GOPMbl 3IEKTPOHHOTO M30b6paxe-
HWS BAMSIIOT Ha HALLY KOHLEMNLMI0 CXOACTB M Pa3nyuii B UCKYC-
CTBE U Au3aliHe.

Anna Frants (Russia-USA)
DESIGN VS. ART VS. DESIGN
lecture

Design and art are created on the same database with the

help of unique imagination and a unique set of skills that are
usually expressed in visual form, and nowadays also in computer
programming, sound and other forms. “Design vs. Art vs. Design”
is a lecture and discussion about how contemporary forms of
electronic depiction influence our concept of similarities and
differences in art and design.

Unnwcmpayus k nekyuu . bynamosa

Bepera ®pudpux (fepmarus). Vanitas Machine. 2013. A6mOHOMHAS UHCMANAAUUS.
lpoekm padukansHo20 NPOOSIEHUS BPEMEHU 20PEHUS C8EHU 3G CHem pe2ynupo8aHus KUCI0poda 8 UHCMAAAUUU

Ilustration to Dmitry Bulatov'’s lecture

Verena Friedrich (Germany). Vanitas Machine. 2013. Autonomous installation. The project of a radical
increase of time of the candle’s burning by means of regulation of oxygen in the installation
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Anekcanapa

LemenTbesa (benbrus)
CO3BE3OME
MAPAHOJTA
UHCMannayus
Apm-gpecmusans Seminaria
Sogninterra, Mapa+ona,
Wmanus, 2016

Alexandra
Dementieva (Belgium)
MARANOLA
CONSTELLATION
installation

Seminaria Sogninterra
Art Festival, Maranola,
Italy, 2016
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UCKYCCTBO KAK NMPEANOJIATAEMOE
BO3MOXHOE

Amutpuii bynatos (Kanunuurpaa, Poccus)
XYOO0MHUK, meopemuk uckyccmaa, kypamop banmuliickoeo ¢punuana r'icm

B cBoelt kHure «Becenas MeauumHa» 3HaMeHUTbIN Bpay u anxumuk XVII Beka Mepkypuii Ban lTenb-
MOHT paccKasblBaeT 0 GpNaMaHACKMX rOCNMUTANSAX, YCTPOEHHbIX B TPaAMLMN UTANbSIHCKON KOMeaun
Macok. bonbHOro noMeLwaroT B NanaTy, rae CTeHbl, MO M MOTONOK BblJIOXeHbI 3epkanamu. lNoa 3no0Be-
LY MY3bIKY K HEMY NpUBAMXKAKTCS BPayuu C rPOTECKHO YBENMYEHHbIMU LWMNLAMKW, CBEPAAMU U KNK-
CTMpaMu. McnyraHHbIA NaLMeHT BUM3XWUT U LLapanaeTcs, B TO BpeMs Kak Bpayu, CKNIOHMBLUMCb Haf,
€ro OTPaXeHUAMU, UMUTUPYIOT OMepauunIio — pexyT U NUAaT. B KoHUe KOoHLOB, obeccunes oT 3TUX
daHTacmMaropuit 1 gylwepasanpatownx 3ByKoB, 601bHOM 3aTuxaeT B obMopoke. «Hapo Bceraa nom-
HWUTb, — 3akJitoyaeT BaH [eNbMOHT, — 4TO IeunTb Heo6X0AMMO He OT 6onesHein, a OT CBA3aHHOWM C 3TU-
My 6ONE3HSIMU YEPHO MENAHXONUUN!,

1, KOHEYHO >Xe, M paHblUe 3HaJl, YTO CN0Ba «KypaTop» (curator) u «neveHune» (cure) STUMONOTUYECKM
cBsizaHbl. OfHako nocne npumepa BaH lefibMOHTa BbICKa3bliBaHME «KYpUMPOBaTb — O3HA4aeT NeynTb»
obpeTaeT ANng MeHs 0cobeHHbIM CMbICA. DTa CTaTbsl 03arnaBneHa «MCKyccTBO Kak npennonaraemMoe
BO3MOXHOE», HO, HECMOTPS Ha Takoe QyTyposiorMyeckoe Ha3BaHWe, B MOU MaHbl HE BXOAMT Onuca-
HWe KapT UcKyccTBa byayuiero. 1 N1Wb NONbITalOCh pacckasaTbh O CBOEM BUAEHUU MCKYCCTBA U NYTAX
€ro pa3BuTUS, a TaKXe NPeANOXUTb UHTEPNPETALMIO HEKOTOPbIX NPOM3BEAEHUI. ITOT NOAXO[ MOXET
6bITb PAaCCMOTPEH KaK MOMbITKAa — B MOJIHOM COOTBETCTBUM C uaesmMu BaH lenbMoHTa — eule pas Ha-
MOMHWTb O TOM, YTO €CTb U MHbIE CMOCO6bI CYLLECTBOBAHMSA UCKYCCTBA.

1. Uucdposag 3anagHa

YTto06bl BbISICHUTB, YTO XXe NpeacTaBnseT coboi 3Ta MHTepnpeTaums, 1 xoten 6bl NogpobHee KOCHYTb-
Cs TepMuHa «undpoBoe». Te, KTO UMeeT AeNno C TEXHONOMMYEeCKMM MCKYCCTBOM M COBPEMEHHbIMU
BMAAMW KOMMYHUKALMM, YaCTO CTANKMBAKOTCA C 3TUM noHaTMeM. OfHaKko Ans niofei HecBeaylmx
pa3sHuLa Mexay «uudpoi» U «kaHanoromM» MoXeT 6biTb HEOUeBMAHA. DTO TakXKe KacaeTcs pacXoxXux
CNOBOCOYETAHMI THUNA KUMPPOBOE UCKYCCTBO» MU «uudpoBbie Meama». B 6onblimMHCTBE cnyyaes
Mbl UCMOb3YEM 3TU TEPMUHBI HA MHTYUTUBHOM YPOBHE, 3a4acTyl HETOYHO. Hanpumep, 4To-To MOXeT
OTHOCUTBLCS K LM(DPOBOI 06/1aCTH, HO BbITb HUKAK HE CBA3AHHbBIM C 3N1EKTPOHUKOM U BbIYUCIUTENbHbI-
MU YyCTpOMCTBaMU. M HA0O6OPOT, «aHANOrOBbIN» OTHIOAb HE 3HAYUT, UTO HEYTO HE UMEET OTHOLLIEHUS
K BbIYMCAUTENbHBIM YCTPOMCTBAM. TUMNYHbIA NpUMEp — BOASIHOM KOMMbHOTEP COBETCKOrO MHXEHepa
Bnagumupa JlykbsaHoBa 1936 rofa nocTponku. 3Ta MalKMHa 6bina cnocobHa pewaTb aupdepeHun-
aNbHble YPAaBHEHMUS B YACTHbIX MPOU3BOAHbIX — aHANOrOBbIE BbIYMC/IEHUS MPOU3BOAMANCE MPU NOMO-
LM Hanopa BoAbl M COEAMHEHHbIX Mexay coboi Tpybok 1 konb?.

TepMuH «UMdpoBOE» MONPOCTY 03HAYAET, YTO HEYTO AENUTCA HA AUCKPETHble 3neMeHTbl. [pu 3ToM
CUCTEMbI CYUCNIEHUS MOTYT BbiTb OYEHb PA3HbIMU — HYIU U €AWHULbI UAU AeCATUUYHAsA CUCTEMA, KO-
TOPOW Mbl BCe nonb3yemcs. Mnu, nonycTuMm, narepuyHas cMcTema, Kotopas cyuectsosana B Poccun
8o XVIII seka. nn andaBUTHbIE CUCTEMbI, KOTOPbIE UCMONb30BANN APEBHMUE apMSsHE, TPEKU, eBpen, —

1 LuT. no: fonosuH E. Becenas Hayka. lpoTokonbl coBewanumii. M.: SHHearoH, 2006.
2 Conosbesa O. BoasiHble BbluMCIUTENbHBIE MaALLUHBbI // Hayka 1 xu3Hb. 2000. N24.
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370 TOXe UMdpoBble cUCTEMBI. Mnu, HanpuMep, NOABUXKHbIE IMTEpbl NeYyaTHOro cTaHka lyTeH6epra.
Bce 3TM npuMepbl roBOpAT HaM 0 TOM, YTO «LUMPPOBOE» — 3TO Hekas BbipaboTaHHasa abcTpakums,
KOTOpas MMeeT HeoAHO3HauYHble coCTosHUA. [laBaiTe 3a4aaMMCs BONPOCOM, OTKYAA BO3HMKNA 3Ta
abCTpaKkums, KaKoe BUAEHWE OKPYXKAIOLLEr0 MMpPa OHA UCMOMb3YET U KAaKOro poAa OHTOMIOTUIO BAeYeT
3a coboii.

Ha kaptuHe MepoHuma bocxa «DokycHuk» (oK. 1502, unn. 1) Mbl BUAUM HEKMX MEPCOHAXEWN, BHU-
MaloLWKX WapnaTaHy, KOTOPbIM MaHUNYAUPYeT WapuKaMmn U CTakaH4YMKkaMu. Ha nepBbIi B3rnaa 3Ta
paboTa He UMeeT HUKAKOro OTHOLWEHMS K TeMe LMPPOBOTro uam AnrutanbHoro. Og4HaKo ecau Mbl
BCMOMHMM, 4TO «digitus» C naTblHX NEPEeBOAMTCS KaK «MepCT», TO BCe BCTAET Ha CBOM MecTa. [e-
pen Hamu yxe He HallEPCTouyHuMK, He MOWeEHHUK — a QOKYCHUK U BonwebHuK. Koraa aToT mar
KpYTUT nepej HalMM HOCOM KONAYKW, OH COBETYEeT HaM NpOSBUTb BHUMaHUe (MpUCMOTpeTbhCS),
pa3yMm (cocumuTaTb, yrafaTb) 1 BoA (BbIGpaTh TOT MM MHOM KONNAYoK). A TO, YTO OH He nokasan
n yTaun, akobbl BTopnyHo. Ha camom pene, ecnun Mbl He ByaeM C HUM urpatb, To abCoNOTHO BCe
paBHO, KakoBa NIOBKOCTb ero pyk. OcHoBa 3Toi urpbl — paboTa AMCKPETHOCTMU, KBAaHTOBaHMUS,
KOTOpasa 3af4eMlcTByeT Halle BOCNpUATHE/pa3yM/BONIO, @ TakXKe XXafHOCTb U TWecnaBue, TO eCTb
Hawy cy6bekTHOCTb. Ecnn 6b1 Mbl 6bIAM NOABMU TPAAMLMOHHOIO 06LLEeCTBA, LLefib KOTOPbIX CNa-
CeHMe aywun, a He CaMoyTBepXeHue, TO Mbl 6bl He CTanu UrpaTb C HANEPCTOYHUMKOM. Takue noam
npebbiBatoT ¢ borom, ux MMp He 3HaeT AeNMMOCTU U paculenneHus (nat. digitatio). UMeHHO no-
3TOMYy TpaAMUMOHHbIE 06WeCcTBa M He NOABEPXEHbl MaHUNYAAUMAM: CHayana Haao MX paspy-
WKUTb, BCENMB B Nt0JeN Bepy B pa3yMm, NoCTaBUTb CybbekTa Ha MecTo bora, a caMmoyTBepxaeHune —
Ha MECTO «CNaceHus aywmu.

TOYHO TakoM Xe MexaHW3M KBaHTOBaHWS paboTaeT M B TPaAMLMOHHOM MCKYCCTBE; NO MEHbLUEN
Mepe, Tak 6b1o oo XX ctonetusa. B 0oCHOBe KnaccMyecKoro npou3BefeHWMs UCKYCCTBA NEXMUT
n3obpaxkeHue: nesax, NOPTPET, KaHPOBbLII UM PENUTMO3HDbIN CIOXKET. A TO, YTO BO3HMKAET NpuU 3TOM
B HaleM BOOOpaxeHWu, eCTb NpeaenibHO YeTkoe paszdesieHue MUpa Ha CybbekTbl M 06beKTbI, Ntoaei
u Bewwm. MNeii3ax NaccMBeH, OH NPOCTO CYLEeCTBYET rAe-To TaM, AOXMAAACh YeI0BEKa-NOCpeAHMKA —
XYLOXHMKA, KOTOPbIA nepeHeceT 3TOT 06pa3 Ha Kakyw-HMbyab noBepxHOCTb. B cBow ouvepepb,
3dKOHYEHHAa KapTUHa — NacCUBHbIN 06b€KT, omm,u,aroumﬁ MOMEHTa, Koraa aKTUBHbIN 3puTtenb —
notpebutens 06paszoB — nponycTuT 3TM 06pasbl Yepe3 CBOe BoCNpuaTHe. YKazaHHas Tpaauuus
B MOJIHOM Mepe COOTBETCTBYET rnaBHoi MeTadope HoBoro BpeMeHu (kBecb MUp — TeaTp»), KOTOpas
oTnyaeTcsa becnowaaHbiM AyanusMom Besge U Bo BceM. Korpa roBopsiT «KMBOe», 33 HUM BCeraa
MasuUT KHEXWTb»; KOrAa roBopsT «340pOBOE», NOAPa3yMeEBAETCS «OTCYTCTBME BonbHOro». Mo3to-
My BaH lenbMOHT 1 3apaeTcsq BONPOCOM, 3HAKOT M BpPayu, YTO Takoe «340p0oBoe». Takoi e BONpoc
CnpaBeasivB U OTHOCUTENbHO APYrUX MOHATUI: eCcTeCTBEHHOE BCeraa NpOTUBOCTOUT MCKYCCTBEHHO-
My, Cy6bekT — 006beKTy, akTUBHOE YesI0BEYECKOe — MAaCCMBHOMY BELLECTBEHHOMY. DTO pasfefieHue
HEeCMMMETPUYHO U HEPABHOMPABHO: Mbl CTPYKTYPUPYEM OKpYXKatoLiMe NacCUBHbIE BeWM U 06beKTbI
aHTponoueHTpuyeckuM 06pasom, TO ecTb 33aAeiCTBYS Hawy CyObeKTHOCTb. Mbl npunucbiBaem
npeaMeTaM MOAYMHEHHbIA CTAaTyC NWLWb Ha TOM OCHOBAHWW, YTO YeNOBEK — eAMHCTBEHHBbIW, KTO
BbIHOCMT CYXJEHWe O Mupe. ITO YeNnOBEKOLLEHTPUCTCKAs OHTONOrUA, KOTopas paccMaTpuBaeT
YyenoBeKka KakK W30/MMPOBAHHbIA M HE33ABUCMMBIA OT OKpyXalouwero Mupa, ¢GyHAaMeHTanbHO
npesBocxoasawmin ero eHoMeH. To, YTO AenaeT BO3MOXHbIM MOAOOHbIE CBA3M, — 3TO, BO-NEPBbIX,
3peHue (XYA0XHUK HabnoaaeT neisax; 3puTeNnm pacCMaTprUBakoT KapTUHY), BO-BTOPbIX, KOTHUTUBHbIE
CNocobHOCTK (Mbl NO3HAaEM MUP NOCPEACTBOM YYBCTB M YMO3AK/IIOUYEHWIA), U B-TPETbUX, HaLLE OLLyLLe-
HMe NepPBOMNPUYMHHOCTM CeBs N0 OTHOLLIEHUIO K OCTaNlbHOMY MUPY.
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WepoHum Bocx

OOKYCHHMK

Ok. 1502

Macno, xoncm

MyHuyunansHbil my3eli CeH-XXep-
MeH-aH-Jle, Opanyus

Hieronymus Bosch

THE CONJURER

c. 1502

Oil on canvas

From the collection of the Municipal
Museum in Saint-Germain-en-Laye,
France
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Crenapk (ABcTpanus)
JKCTPA-YXO: YXO HA PYKE
2006

JlononHumensHoe yxo Ha nesoli
PpyKe XyO0MHUKA, CKOHCMPYUPOBAH-
Hoe xupypaudeckum obpasom. Koop-
ouHamop npoekma: xepemu Tel-
nop, October Films. Xupypauyeckas
epynna: 0-p Mankonsm Jlecagod, -p
Wur buduy, 0-p Yunesm @ampenn.
© ®omo: Huxa Cennapc

Stelarc (Australia)

EXTRA EAR: EAR ON ARM
2006

An additional ear on the artist’s left
arm, constructed surgically. Project
coordinator: Jeremy Taylor, October
Films. Surgical team: Dr. Malcolm
Lesavoy, Dr. Sean Bidic, Dr. William
Fatrell

© Photo: Nina Sellars
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2. MNpocTpaHCTBO NOTOKA

[yanusm, obpeTtatowmii cebs B HEpaBHOMPABHbIX U HECUMMETPUYHBIX OTHOLUEHUSX, — uaes GUKC
W ynpamas formMa Hawux aHei. OH cambiMu pa3HbiMKM cnocobamMu HaNoNHAET HaWy KYAbTypy, MCKYC-
CTBO, HAayKYy M TexHonoruun. M Haw o6pa3 aeicTeuii B MUpe, B MaTepuanbHOM M B COLMANBHOM CMbICHE,
TECHO C HUM CBfi3aH. Mbl efcTBYyeM Tak, kak ByaTo Mbl eAIMHCTBEHHbIE X035eBa 34ecb. CerogHsa MHO-
rme yyeHole, punocodbl U COLMONOrU HACTAUBAKOT HA TOM, YTO 3Ta OHTONOMUS — KakK COBOKYMHOCTb
NMPUHLMMOB HALIero CyLecTBOBaHUS — rNy6oKo HeBepHa. CXOAHbIE UHTYULUM MOXKHO HAaWUTH Y TaKUX
aBTOpOB, Kak MaHyanb e JlaHaa, bpyHo Jlatyp, IHau MukepwuHr, OxoH Jlo, AHHMapu Mon. BmecTo
npeacTaBneHus 06 okpyxawweM MUpe Kak 0 npeackasyeMoi MalluHe, UWEHHOM CMOHTAHHOCTH
M KpeaTMBHOCTM YeNOBEYECKOM MpUpOoabl, 3TM aBTOpPbl MOBUAM3YIOT Takue MeTadopbl, KaK «Kone-
6nowweecs BOCNPUITUE», KIMOLMOHANbHBIA 06bEKT», KNOPOXAAWAa KOHCTPYKUMa» 1 T.4. Kaxpaas
u3 3TuX MeTadop — cnocob apTUKYNIMPOBaTb CMbICA OKPYXAKLWEro MaTepuanbHOro MMpa Ha YpoBHe
AMHAMUYeCKMX B3aMMOOTHOLWEHUI. BpyHo JlaTyp B CBOMX pa3MbllLEHUNAX O CTAaHOBJIEHUM MPOLLECCOB
obpalwaetca Kk pabote HayuHbix nabopatopwuii, AHHMapu Mon — K TEXHONOrMYECKUM MHHOBALMUAM
M BHEAPEHYECKOM NPaKTUKe, JHAM [TMKEPUHT — K NpuMepaM M3 UCTOPUU DU3UKU U KUBEPHETUKM.
Bo BCex 3TUX M3bICKAHMAX Mepen HaMu MPeacTatoT AU U MaTepuanbHble 06beKTbI, B3aMMOaEN-
CTByHOLWME APYr C APYrOM B €AMHOM M paBHOMPABHOM NpoLecce, B KOTOPOM YHYaCTBYHT pasinyHble
XUBbIE U HEXMBbIE 3N1EMEHTbI. DTOT NPOLLECC HAMOMMHAET NOTOK CUMMETPUYHbBIX B3AMMOOTHOLLEHWUNA,
B KOTOPOM BCe pearvpyroT Ha BCE U MPUCNOCabamMBatOTC K USMEHEHUSIM.

MpencTtaBbTe cebe kapTUHY MHOroo6pasus. MNepen BaMu — psif HEKMX CYLLHOCTEN, KOTopble u3Me-
HAKOT CBOK MPUPOAY BHayase O4HMM, @ NOTOM APYruM cnocoboM. MHOraa 3TM MHOXeCTBa NPUXOASAT
BO B3aMMHOe paBHoOBecue U GOPMUPYHOT HOBYIO CYLLHOCTb, KOTOPAs TaKXe HauMHaeT COBCTBEHHY
urpy. Tenepb NpeacTaBbTe, YTO UCXOAHbIE CYLWHOCTM CHOPMMPOBANUCH TOYHO TaKMM e 06pa3oM
M YTO BCE OHM SBAAKOTCA COCTaBHbIMWU. M BOCnpou3BeamuTe BeCb NpoLecc 3aHOBO. JTO M eCTb TOT
o0bpas, K KOTOpoMy 06paLLalTCa COBPEMEHHbIe uccaenoBaTenu. Ytobol yBuaeTb, kKakyto GopMy 3Tm
MHTYUUUU NPDUHUMAIKOT B METOD,OHOFVIHGCKOVI neaTenbHOCTU, MOXXHO 06paTl/ITbC9I K npumepam u3 ak-
TopHO-ceTeBOW Teopun (ANT), CUMBOAMYECKOTO MHTEPAKLLMOHM3MA, KYIbTYPHbIX UCCNEeA0BaHUN pas-
NYUS UAN UCCNEen0BaHUIA HayKK, TeXHONOrMK U obuecTsa (STS). Bce 3Tu um3bickaHusa cBuaeTeNb-
CTBYIOT O TOM, UTO MaTepus He BefeT cebs npeackasyeMbiM U MaWIMHONOL06HbIM 06pa3om. B ceomx
B33aMMOOTHOLIEHUSAX C OKPYXAKLLMM MUPOM Mbl CMIOWb U PSAOM NONYYaEM HEOXUAAHHbIE pe3y/ib-
TaTbl — MHOFAA AAXKE MOXHO MOAYMATb, YTO B 3TOM M 3aK1H0HYAETCS OCHOBHOM CMbIC/T HALUMX MOMbITOK
Mo3HaTb MUp.

Bot k YeMY 4 Beay: 3ToT 06[)33 BO3HUKHOBEHUA BO BPpEMEHU U CTAHOBNIEHUA B AMHAMUKE HEOXUAAH-
HOM U Henpe,u,CKa3yeM0|71 HOBM3HbI HE ABN4eTCd aCMMMETPUYHbIM Ayann3MOM Npu nocpencTee 3pe-
HUS U NOTMYeCcKMX ncuncnenui. Jlrogu WHULUMUDPYIOT UTPY, B KOTOpOﬁ Yy4aCTBYIOT pa3/iMyHble XNBbIE
N HEXUBbI€ 31IEMEHTbI N OTHOWEHNA MeXaAy HUMU — N 3TU B3aMMOOENCTBUS HOCAT paBHOI'IpaBHbIIz
XapakTep. 370 06pa3 npoaABNALWLMNXCA BO BpEMEHU, YACMUYHO nepecekarowuxcsa nopen n 06beKToB —
BHE 3aBMCUMOCTU OT TOTO, YOEPXKMBAKTCA OHM B paMKax eauHomn CTPYKTYPbl NN HET. n npexnae 4yem
BEPHYTbCA K MCKYCCTBY, 4 XOTEN 6bl coenatb ABa 3aMeYaHus.

Bo-nepBbix, AaBanTe 3a43aAMMCa BONPOCOM: @ KTO elle pa3genseT nofobHy KapTUHY UMpbl U B3a-
UMOAENCTBUA? Hanny4ywmM OTBETOM MHE KaXeTCs TOT, YTO 3Ta KApTMHA CBOMCTBEHHA TPaAMLMOH-
HOM BOCTOYHOM punocodun, KoTopas Bceraa NpeacTaBasia MUP Kak MECTO NOCTOSIHHOTO ABUXEHUS
W BCTPeYU, KyAa YeNoBeK BOBJIEYEH B Ka4yeCTBE Maslol M COBCEM He rN1aBHOM YacTu. ITOT Habop npea-
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CTaBNEHWI O MUPE, KOTOPbIN Bbl copepkan v 3Han cebs Kak TeyeHue, MOTOK U, MO CYTH, Henpeacka-
3yeMocCTb, AHpu beprcoH B cBoe BpeMs onucbiBan MeTahopaMm «MoOTOKa CTAHOBIEHUS» U BCEOOLLErO
«KU3HEHHOTO MOPbIBa»**,

M BTOpOe 3aMeyaHue: xoTa Guaocodbl U COLMONOMU BbIWAM HA 3TY OHTONOIMIO NOTOKA Yepes cospe-
MEHHble TeXHOHAY4Hble NMPaKTUKKU, Mbl AOJIXKHbI MOHWMATb, YTO NPUMEpPbl TAaKOro pofa cumbuomude-
CKUX B3aUMOLENCTBUI MOXHO HalTu Be3ae. [puMep U3 3BONOLMOHHON 6MONOrMuK: Nuensl BNagawT
B MOJIHYIO 3aBUCMMOCTb OT OpXUAeH, a Te, B CBOIO 04epefb, MOJHOCTbI0 3aBUCAT OT Nyen. 3T0 PaBHO-
CUNIbHO U3MEHEeHWI0 B 63a30BOM 3BOJIIOLMOHHOM COCTOSIHUK: TMBpUA, «Nyena-opxmaea» TOXAeCTBEH
BO3HWKHOBEHMIO HOBOWM 3BOJIOLMOHHONM CYLWHOCTHU. B TepMUMHaXxX Hawero onncaHna 310 03HavaeT no-
SIBJIeHWe HOBOM COCTaBHOM CTPYKTYpbl B pe3ynbTaTe 4OCTAaTOYHO CUNbHbIX CBSI3EM, BO3HUKLLMX B MONe
noToka. A BOT npuMep 13 061aCTU KYNbTYPHbIX TPAAULUIA — UCKYCCTBO BblPaLLMBAHUA KApPAUKOBbIX
nepeBbeB 6oHcai. PasBepneHne 60Hcalh — B UMCTOM BuAe o6pasel, B3aMMOAEWCTBUSA MeEXAY «no-
CpeflHUKOM-He-4eNnoBeKoM» — AepeBOoM, KOTopoe aaeT nobern B HenpeacKkasyeMbiX HanpaBieHUaX,
M «NOCPeAHUKOM-YesI0BEKOMY», KOTOPbIA UCNONb3yeT TEXHWKKU pacnpeaeneHus 3Heprumn pocrta (06-
pe3Ky, NoAKOpMKY, 06MOTKY), UTOBbl CnefoBaTb HEKOWM MposiBnswWweica scTeTuke. CHayana cosep-
LIAeTCs HeKoe LEeNCTBME CO CTOPOHbI YesloBeka — CKakeM, obpe3ka BeTBEN; 3aTEM OTBETHOE Ael-
CTBME CO CTOPOHbI AEPEBA — €ro pocCT B TY U/IM UHYK CTOPOHY; YENOBEK HAaXOAMT CNocob OTBETUTH
Ha 3TO — nepeTaArMBaeT CTBOJ WMAM NOABeELWMBAET rpysbl U T.4. OT «4enoBeyeckoro» akTopa-urpo-
Ka — K KHe-yesioBe4yeckoMy» 1 0bpaTtHo, 1 Tak A0 6eckoHeyHoCTU. MickyccTBO 6OHCa — NpeKkpacHbIi
npvMep paBHOMPABHbIX U CUTYaTUBHbIX OTHOLLEHWHI, F4e BCe BPEMS MPOUCXOAMUT NepeHanpaBneHue
BEKTOpA LENCTBUN.

MHe KaxeTcs BaXHbIM, 4TO 06pa3 NMoToka HAYMHAETCA C HayKM — 3TO NPUAAET eMY HEKYIO pecrnekTa-
6enbHOCTb. OfHAKO Apyrue NpuMepbl FOBOPST HaM O TOM, YTO NOAO06HbIE NMepenieTeHUs U B3auMo-
LEeNCTBUS MOXHO HaiTu noBctoay. BoT nouemy s aymato, 4To 3TO0T 06pa3 — npaBauB.

3. HeauckpeTHble TOnonorum

Tenepb camoe BpeMs 06paTUTbCA K UCKYCCTBY. Ecnv TpaguumMoHHOE UCKYCCTBO NMpeacTaBnseT HaM
CUCTEMY HECMMMETPUYHBIX OTHOLIEHWUI MeXAY N0AbMU U 0ObeKTaMM, TO Kakue e Npou3BeaeHUs
MCKYCCTBA MOrAM Hbl MHCUEHWMpOBaATb MeTadopy notoka? S xoten 6bl 06paTUTb Bawe BHUMaHWe
Ha MpOoeKTbl, KOTopble CHOKYCUPOBaHbI HE HA TOM, Kak 0ObEeKTbI BbIFNSAAT, @ HA TOM, Kak OHM 0bpalla-
toTCa B Mupe. Bce 3T npousBeneHns NpencTaBASioT acnekTbl MPOSBASIOLWENCS, AeLLeHTPUPOBAHHOM
OHTONOrMK. B 3TOM CMbIC/IEe O HUX MOXHO FOBOPUTb B TEPMUHAX HEOUCKPEMHOCMU N OCUUINUPOBAHUS
B KOHTYpax «4esioBeYeCcKoe»/KHe-4esl0BeYeCKoe», «KUBOE»/KHEXMBOE», KMCKYCCTBEHHOEw/«ecTe-
cTBeHHoe» U T. A. OCHOBHble CBOMCTBA 3TUX «HEAMCKPETHbIX TONONOrMi» (Ha30BeEM UX Tak) — cdo-
KYCMPOBAHHOCTb HA CTAHOBNEHUMW BO BPEMEHMU U Nepexon C YPOBHS AUCKPeTHOro obbekTa Ha ypo-
BeHb aMOP(HON, HO KCKOOPAUHUPOBAHHOW» MaTepuu. 5 Obl BbILENUA TPU KAaTErOpMM NpoOU3BeaeHUN,
HO TONbKO NULWb ANS UANKCTPALMM MbICAIM — 3TA TUNONOMUS HU B KOEM Mepe He npeTeHayeT Ha Non-
HOTY.

K nepBoH KaTteropum MOXxHo 6b1N0 6bl OTHECTH NPOEKTbl, KOTOPbIE TEM UNU UHBIM 06p330M TEMATU-
SUPYIKOT KOHTYPbI «4€/10BEYECKOTo» U KHEe-4YenoBeyeckoro» n ux B3auMMopeicTeue. 3aech nepebiM Ae-

3 bepecoH A. [iBe namaTu // XpectoMaTus no ncuxonoruu namatu. M.: Yepo, 1998. C. 284.
4 bepacoH A. Bocnpusatue usmeHunBocTu. Jlekumu, npountarHole B Okcdopackom yHusepcutete. CM6, 1913.
C.21.
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NIOM Ha YM MPUXOAMUT KNNACC XYAOXKECTBEHHbIX paboT U3 061acTn TeXHOBMONOrMYeckoro MCKYccTBa —
MNPOEKTbI, BbIMOJIHEHHbIE U3 XXUBbLIX NN «KMONTY>XXUBbIX» BMONTIOrMYECKMX INEMEHTOB. ITH npouseepne-
HWS OYeHb PKO UANMIOCTPUPYIOT 06LLYI0 MAEe TEMNOPANbHONO, XXMBOMO U Pa3BOpPaYMBaIOLLErOCs BO
BpEMEHU MMpa Kak TakoBoro. K TakuM npoekTaMm oTHocaTcs pabotbl Crenapka’. Ero npovssenexus
«TpeTbs pyka» (1982), «YcuneHHoe Teno» (1986), «XenypouHaa ckynbntypa» (1993), «3k3ockener»
(1999), «Yxo: ¥ pa3smepa» (2003) n «Xonauaa ronosa» (2006), co3gaHHbIe C UCNONb30BAHWEM pPO-
60TOTEXHUKM, IT U TKAHEBOW UHXEHEPUU, NPEACTABNAIOTCS MHE MHCLEHUPOBKOM NPOLECCYaNbHOro
npencTaBNeHUS O YenoBeke, NpeAcTaBieHns Hac o cebe kak 0 NepHOPMATUBHBIX, @ HE KOTHUTUB-
HbIX cywHocTax. MHoraa B 6ykBanbHOM cMbichie: ero «[lpoTe3snpoBaHHas ronosa» (2002), Hanpumep,
nopaepxuaet 6eceny 6e3 Kakoro-n1M60 BHyTPEHHEro noHMMaHus. OHa OLHOBPEMEHHO UNKOCTPU-
pyeT coboi npoueccyanbHy pPonb MbICAM M 93blka — M NMOKa3blBAeT S3blK B KaYeCTBe NPOU3BOA-
Horo ot nepdopMaTMBHOM cylwHocTU. PaboTel CTenapka roBopsT HaM 0 CUMMETPUM K4ETOBEYECKOT0»
M «He-4eNoBEeYeCKoro», 0 HaleM Tese Kak 06 06bekTe, MaTepuanbHO CBA33aHHOM C ApYrMMK 06bekTa-
MW M Tenamu. IMeHHo 3TOol TeMe NOCBSALWEH ero Haubonee paauKanbHblid NPoOEKT B 061acTu ansTep-
HaTMBHOW apXMTEKTYpbl Tena — «IKCTpa-yxo: yxo Ha pyke» (2006, unn. 2). Co3paHHoe cpeacTsaMm
NNacTUYEeCKOM XMPYpPrum TpeTbe YXO MbICNIMTCA aBTOPOM KaK AOCTYMHbIVA AN BCEX NONAb30oBaTenemn
MHTEPHET-opraH Tena®.

Cpeau opyrux npumepoB — geatenbHOCTb o [3Buca M B nepBy oyepeab ero npoekT «Baru-
HanbHas noatuka» (1986). 370 npousBeseHMe 0ABHO Yxe CTaNno KAacCMKoOW science art’” — g Nuwb
HaNoOMHI0, YTO CYTb €ro CBOAMNIACH K OCYLLECTBIEHUIO MEX3BE34HOM KOMMYHUKALWUM NOCPEACTBOM
nepenfayu BarMHanbHbIX COKpPALLEHUI B KOCMOC (MeTadopa «>KEHCKOro AbixaHus» 3emnu). MNpu nomo-
WM co3paHHoro B nabopatopum npubopocTpoeHns MaccauyceTckoro TeEXHONOrMYeCKOro MHCTUTYTA
(MTU) «BarMHanbHOro peTekTopa» — AATYMKA, PErMCTPUPYIOLLEr0 NPOM3BO/bHbIE U HEMPOU3BOJIb-
Hble BarMHasbHble COKpPaLLeHUs (MPUrNaLIannCh XeHLWMUHbI-BONOHTEPBI U3 YNCNA COTPYAHUL, UHCTUTY-
Ta M TaHuoBLWMLbl bocToHckoro 6aneta), npobHoe coobueHne Hbi10 OTNPaBieHO Yepe3 MUNbCTOH-
ckuit papap MTU Kk yeTbipem Bamxaiwmm aHanoram ConHua. MNMpoekT [3Buca HarngaHo nepepaet
CYTb BO3HMKaOLWero GeHoMeHa: B pe3ynbTaTe BCEM 3TOM 3pOTUUECKM-MEX3BE3AHOM KOMMYHUKALWUU
XYAOXHWK M306pen MHHOBALMOHHBIN MeTo KOAUPOBaHUS UHPOPMaLumM Ha 6akTepuanbHOM HoCUTe-
ne. M TeM caMbIM Bbllwen Ha 061aCTb HAyKK, HbIHE MONYUYMUBLUYHO HAa3BaHUE KCUHTETMYeCKas buonoruna».

Mnun BoO3bMeM NpoekT Toro xe aBtopa «bakTepuanbHoe paano» (unn. 3), peanusoBaHHbivi B 2011 roay.
B 370V pabote [13BMC Nony4mn anekTpuyeckune Lenm nocpesCcTBOM BbllLeNa4ynBaHNS repMaHmnsa 1 nna-
TUHbI NPU NOMOLLM FTeHHO-MOANDULMUPOBAHHBIX BAKTEPUIA, CTABLUMX YACTbIO 3TUX Lenen. ITu uenu
HapsAay C BHEWHUMU KOMMOHEHTaMM (TenedOHHOM rapHUTYPOM, aHTEHHOWM U T. Ai.) N€rn B OCHOBY Ae-
TEKTOPHOro paavonpueMHuka, pabortatowero 8 AM-guanasoHe. Kctatu, 3TOT NpOeKT HAaNOMHUA MHe
OOMH 3N1304 B UCCNEOO0BaHUAX BEIMKOrO POCCUMMCKOro usobpetatens, Gusmnka u MysbikaHTa JlbBa
TepmeHa. o BocnoMuHanmam bynata laneesa, B nocnefHue roabl XXM3HU TepMeH BNIOTHYO paboTan

5 Cmenapk. ®pakTtanbHas naoTb / JIMMUHaNbHBIE XENaHUs: KaAasp, KOMaTo3, xuMepa // DBonouus

oT KyTtop: MckyccTBO M Hayka B anoxy noctouonoruu / nog pea. 4. bynamosa. Kanununrpan: b® ricu, 2013.
T.2.C.270-287.

6 MpoekT Crenapka «MHTepHeT-yXx0» 6Gbli 04HOBPEMEHHO NpeacTaBaeH B laHuu, Poccun u OpaHumm

B 2011 rony. KypaTopoM poccuitckoit YacTu NpoeKTa SBASNCSA aBTOp HacToswel cTaTbu. [NogpobHee cM.: http://
stelarc.org/?catID=20339

7 [13suc [l. MOHCTpbI, KapTbl, CUrHabl U koAbl // BioMediale: CoBpeMeHHOE 061EeCTBO M reHOMHaa Ky/ibTypa /
nog pea. . bynamoga. Kanuuuurpag: b® Ir'UCU, 2004. C. 336-354.

CYFEST-10

Hapa npobnemoii beccmepTus. ns CBOMX IKCMEPUMEHTOB C KNeTKaMu YesloBeka OH NOCTPOUA «Kie-
TOYHbIA MHKYBATOP», NPM MOMOLLM KOTOPOro CAYY4aiHO BbISICHWUA, KaK YC/IbllLaTh rosoca cnepmMartoso-
MOOB — «BeAb BCE 3TU CYLLECTBA, 3HaeTe, Noj MUKPOCKOMNOM BOAST XOPOBOAbI 1 NotoT»E. Mepes Hamu
BHOBb BO3HMKAIOLWMI (EHOMEH: B HEM MPOSBAAETCS CTO/Nb Xe TeCHOe B3aMMOAeNCTBME, KaK U B CUM-
6103e BMoNOrMyecknx BUAOB, HO TONIbKO B 3TUX C/1y4asnX UMEET MecTo CoYeTaHWe C HEOPraHMYeCcKuM.

TexHobuonorna — yno6HbIM MaTepuan Ans pacCyXAeHWi O CTaHOBNeHUM. ITa 06nacTb faeT HaM
npuUMepbl CUMBUOTUYECKUX COCTOSIHUI, BONBLUMHCTBO M3 KOTOPbIX XapaKTepU3yeTcs ciabbiMu CBA3S-
MW, U TEM CaMbIM MPELOCTABASET BOSMOXHOCTb 3aCBUAETENbCTBOBATL II0OOMbITHbIE, HO HE C/IULLKOM
pe3kue U3MeHeHus, Bo3HMKatWMme B none notoka. Pabota Mxxynuu Pegukm «hymNext» (2008, unn.
4) — 13 ux uncna. B pamkax CBOero NpoekTa OHa BbIpacTUIA LLEPEMOHUANbHbIN HABOP AEBCTBEHHbIX
NAEB U3 3IEMEHTOB KYEJIOBEYECKUX» U KHE-YESIOBEYECKMUX» areHTOB-MOCPEAHUKOB — U3 COBCTBEH-
HbIX BarMHasbHbIX K/IETOK, @ Tak)Ke BblYbero KoinareHa M TKaHewn rMafKoi MblllLbl a0PThbl FPbI3YHOB.
3T KOMMO3MLUK ABNSAOTCS CBOEOOPA3HbIM KOMMEHTAPUEM Ha TEMY COBPEMEHHOW CEKCYaNbHOCTU
M BO3MOXHOCTH MEPEXMUTb YTO-TO Kak B NepBblii pas. o cnoBaM aBTopa, GMonorMyeckue CKynbnTypbl
«hymNext» «3HaMeHyT co60i B3aUMHbI CUMBONIMYECKUIA Aap AEBCTBEHHOCTU MeX Ay Nt0OOBHMKA-
MW, KaKOro 6bl Mosia OHM HU BblIN»®. DTOT MPOEKT MHE MHTEPECEH AaXe HE CTO/bKO M3-3a MeTadopuu-
HOCTU MPOU3BELEHUSA, CKONbKO NOTOMY, YTO B HEM COAEPXMUTCA OnpefeneHHoe BuaeHue byayulero.
Ha Mol B3rnsia, cTupaHue onbiTa U NpeaoCcTaBNeHUE BOSMOXHOCTU NEPEXUTb YTO-TO Kak B NepBbli
pa3 MOXeT CTaTb OCHOBOM 3KOHOMMKM NOCTOMONOrMYeckoro obwecTsa, rae NpechiLeHHOCTb pasHbl-
MW BMAAMM OMbITa M OFPAHUYEHHOCTb NOCAEAHUX CO34ACT HOBbIM TMN NOTPEBGUTENS, KOTOPOMY BCe
OyLEeT Ka3aTbCsl HOBbIM U BOJTHYKOLLMM. TeM CaMbIM MOUCK HOBOTO B )KM3HU MOXET BbITb OKOHYATEIbHO
OTMEHEH.

4. NepdopMaTUBHbIE NOCPEAHUKH

OpraHuyeckass MaTepus XXMBa M Henpenckasyema, YTO He eCTb HEeOXMAAHHOCTb, OAHAKO CUMMe-
TPUYHBIA NOAXOM, B TOW XXe Mepe BK/uaeT B cebs M HeopraHMYeckyl MaTepuio. ITO Takxe cre-
AyeT U3 pacCyXAeHWU YNnOoMsSHYTbIX MHOW dunocodoB M coumonoroB 06 o6bekTax Kak aKTUBHbBIX
yyYaCTHMKaxX B3aMMoAencTBMI. YTO e KacaeTcs MMpa MCKYCCTBa, TO B KaYecTBe NpuMepa 9 XoTen
6bl NpuBeCcTM NpoekT amepukaHua [3suaa boysHa «ObnauHoe popTenuano» (2014, unn. 5). Uenb
XYLOXHMKA B 3TOM paboTe — fenernpoBaTth CO3AaHUE MY3blKaJbHOrO NPOM3BELEHUS NpUpoae, TeM
CaMbIM NpeAbsBMB HaM GYHKLMOHaNbHbIA MOAyC HeonylweBneHHoro mupa. CyTb NpoekTa 3aknioya-
eTCcs B TOM, YTO Urpa Ha GOpTENMaHO OCYLLECTBANAETCS HE YENIOBEKOM-UCMONHUTENEM, A ABUXKEHUEM
n popmoii obnakos. CneunanbHas nporpaMmma B pexxMMme peasbHOro BpeMeHun aHannsmpyeT ocobeH-
HOCTM 06M1aYHbIX 31EMEHTOB M aKTMBMPYeT pobOyCTPOMCTBO, HAXMMALOLLEE KNABULWM MHCTPYMEHTA.
Nerko porapatbcs, YTo HebecHble rapMOHMKM, ONOCPeAOBaHHble pOHOTOTEXHUYECKUM MPUCYTCTBUEM,
HOCST NpeaCcKasyeMo «He-4es0Beyeckmit» xapaktep. XoTs 6bl MOTOMY, YUTO MOMNPOCTY He HYXAATCS
B YesloBeKe — HM B KayeCTBe KOMMNO3MTOPa, HX B KaYeCTBE UCMONHUTENS UK chywaTens. Bnpoyem,
nto6oi UCTOPUK C NErKoCTbio HA30BET elle C AecATOK NoJO0OHbIX rafXeToB-MHCTPYMEHTOB, KOCBO-
60X /OEeHHbIX» OT Yes0BEYECKOro NpUCYTCTBMSA. BceBo3moxkHble «Mopckue opraHbi», «HebecHble
apobi», «[oxXaedOoHbI» U T. A. — HECTb UM YMCNIa — TaKMe UHCTPYMEHTbI U3BECTHbI elle C aHTUYHbBIX

8  [anees b. CoseTckui MaycT: /leB TepMeH — NMOHEP 3/IEKTPOHHOIO MCKyccTBa. KasaHb: KasaHckas roc. KoH-
cepBaTopus, 2010. C. 134.

9 Peduka []. hymNext // dBontouma ot KyTiop: McKyccTBO 1 Hayka B 3moxy noctéuonoruu / noa pea. A. byna-
mosa. Kanunuurpaa: O rUCK, 2009. T. 1. C. 124-125.
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[>xo Oasuc (CLUA)
BAKTEPMANNbHOE PAANO
2011

MynemumeduiiHas uHcmanaayus.
dnekmpuyeckue yenu, NosyyeH-
Hble NocpedCcmaoM 8biuienayuea-
HUS 26pMAHUS U NIAMUHbI NpU
noMowu 2eHHO-MOOUGUUUPOBAH-
HbIx 6akmepudi.

© ®omo: xo [3suc

Joe Davis (USA)

BACTERIAL RADIO

2011

Multimedia Installation.
Electric circuits obtained by
desalination of germanium
and platinum with genetically
modified bacteria.

© Photo: Joe Davis
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Doxynua Peauka (CLUA)
HYMNEXT

2004-2008

LlepemoHuanbHbIl Habop descmeeH-
HbIX N1E8-YHUCEKC, 8bIPAULEHHbIX U3
€06CMBEHHbIX 8A2UHAJIBHBIX KEMOK
asmopa. [lpu noddepxke ueHmpa
BioMedia lMonumexHuyecko2o uH-
cmumyma Penccenepa, Tpod, CLUA.
© ®omo: xwynus Peduka

Julia Reodica (USA)

HYMNEXT

2004-2008

Ceremonial set of unisex hymens
grown out of the author’s own
vaginal cells. With support from the
Center for BioMedia at Rensselaer
Polytechnic Institute, Troy, USA.

© Photo: Julia Reodica
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BpeMeH. Bce 370 npumMepbl U3 psaa CUTYaTUBHBIX OTHOLWIEHUI C HEOPraHWYeCKUMM areHTaMu: Mop-
CKOW NpuUAuB, CONHLe, rpsaa 061akoB He NPOCTO ABASIOTCS «pecypcammy» MHTePaKLMK, OHU He NPOCTO
MHKOPMOPWPOBaAHbI, KBCTPOEHbI» BO B3aUMOAENCTBUS — OHU UrPaOT MONHOMNPABHYIO POJb B TOM, KaK
3TW B3aMMOLENCTBUA YyNOPSA0UEHbI.

MHorue npumepbl U3 3ToM KaTeropumn paboT cBA3aHbl co 3BykoM. B 1965 roay SneuH Jliocbep npepn-
CTaBWJl BHUMaHUIO Ny6nnMku nepdopMaHc «My3bika A/sl UCNONAHUTENS CON0» (MAN. 6), OCHOBaHHbIN
Ha MeTopax 6uonoruyeckon obpatHoi cBa3m (BOC). PazpaboTaHHas /llocbepoM «bOC-My3bikay 3a-
Knto4anacb B KOHTposne 6MonoTeHUManoB co6CTBEHHONO MO3ra U B UCMOMb30BAHUMM BO3HMKAOLLMX
«anb®a-puTMOB» ANS YNPaBNEHUS PA3/IMYHBIMU 3BYKONPOM3BOASLWMMM YCTPOCTBaMU. B 3ToM npo-
eKTe YeNloBEeYEeCKMI MO3r BbICTyMan B poin nepHopMaTMBHOrO NOCPEAHMKA, Kak COMHLIE M moroaa,
a He KaK LLeHTp MO3HaHMS M penpe3eHTauuu. OTU NPaKTUKU M CBA3AHHbIE C HUMMU COCTOSIHUS MHe
KaXyTCs OYeHb BaXHbIMW, MOTOMY YTO OHM HApYyLAOT HAWMW OLLyLEeHUS NePBONPUYMHHOCTH cebs
MO OTHOLWIEHMWIO K OCTaNibHOMY MUPY. OHM HaNOMMHAIOT HaM O TOM, YTO eCTb MHble Cnocobbl cylie-
CTBOBaHMA M apyrme GopMbl CyObEKTHOCTEN, «4bM CBA3M APYr C APYFOM He SBASIOTCS HU NIETKUMMU,
HY 04YeBUAHbIMUNYC, KcTaTu, nepBbiM ucnonHUTenem «Mysbiku cono» Jllocbepa 6bin1 JxoH Keidgx —
3T0T NnepdOpMaHC NOHOCTbI0 COOTBETCTBOBAN Er0 ICTETUKE, B9 cOH60M npoLecc, pa3BuBaloLmMiics
no cobCcTBEHHbIM 3aKoHaM 6e3 Kakoii-nMbo BHewHel gpamaTyprum. Kak nosxe Bbipasuncsa Oxenmc
TeHeit: «[lo NepBOro UCNoNHEHUs «My3bIKM COMO®» HUKTO M He AyMan O HEOOXOAMMOCTHU AaTh onpe-
LeNeHne CN0BY «My3blKa» TaK, 4TOObl OHO BK/OYANO M BO3MOXHOCTb MOAOOHOr0 NpeAcTaBieHus;
nocne — onpepeneHHas KOppPeKTUPOBKA Bblna yxe HensbexxHan'!.

A BOT M Apyras CTOPOHA — OpraHUMYeCKWit areHT, KOTOPblM Koebnetcs B KOHTYpe «eCTeCTBEH-
HOE»/«UCKYCCTBEHHOEY U KUBOEM/KHEXMBOE». TakMe NpoU3BELEHWUS TOBOPSAT HaM O CMMMETpuUu
W eIMHOM npoLecce, B KOTOPOM YYaCTBYHOT Pa3Hble CYLLHOCTU U OTHOLIEHWUS MEXAY HUMKU. Ty CTOPO-
Hy 9 Bbl XOTeN NPOUANIOCTPUPOBATL NMPOEKTOM HPa3mMnbCKOro kKoMnosuTopa dayapho Peka MupaHabl
«brnokomnbloTepHas My3sbika» (2015, uan. 7). Ero pabota HanpaBneHa Ha nccnefoBaHMe BO3MOXHO-
CTe COBMECTHOro TBOpPYECTBA MY3blKaHTA, Urpawwero Ha doprtennaHo, u rpubonogobHoro opra-
Hu3Ma Physarum polycephalum. 3Ta camsncras nneceHb npumevaTtesibHa TeMm, 4To obnagaeT nams-
Tbi0, @ 3HAUUT, CNOCO6HA yAepXKnBaTb Kakyt-TO MHTEHCUBHOCTb CBOMX OLLYLLEHWIA. YenoBek urpaet
Ha MHCTPYMEHTE, BbIXOLHbIE CUTHaNbl 3BYKOCHWMaTesei npeobpasyoTcs B MMMY/bCbl, NOCbINaeMble
nneceHn. CAn3eBMK «CNyllaeT» U «OTBEYAET», @ ero oTeeT npeobpasyeTcs 06paTHO B TOK ANg Kone-
6aHuUa CTpYH. Tak BO3HWKaeT aKKOMMNAHEMEHT U CO3A3a0TCS YCN0BUS BO3SMOXHOCTU MHTEPAKLMM KaK
TakoBow. CaM aKkT TBOpPYECTBA 3/eCb NPEACTAET SIBHbIM MPU3HAHMEM TOT0, YTO Mbl HE 3aHUMAEM HUKa-
KUX MTMAUPYIOLLMX NO3MLMIA B NOLOOHOM B3aMMOLENCTBUN. DTO UCCNeA0BAHUE C OTKPbITbIM GUHANOM,
BbIICHEHWE TOT0, YTO MUP MOXET HaM NPeAIoXUTb B OTBET.

[lo cvx nop 1 roBOpUN O NPOU3BELEHMAX, KOTOPblE TEMATUIUPYIOT «Ye0BEYECKOE/HE-UeNoBeYe-
CKoe», «opraHuMyeckoe/HeopraHuyeckoe» onocpefoBaHue. BTopoit knacc, o0 KOTOPOM MHe xo4veTcs
MopasMbIWASTb, BKAOYAET paboTbl, MHCLEHUPYIOWME CUMOUOTUYECKME OTHOLIEHWUS 3TUX areHTOB.
S yxKe ynoMuHan Tpaamumio 6oHcan, Ho ecam 6patb NpuMep nobamxke Kk XX BeKy, To TPYAHO NpUAY-

10 Cepp M. UunT. no: Jlo 4. Nocne meTona: 6ecnopafok M coumanbHas Hayka. M.: MUsgatenbctso MHcTuTyTa Mait-
napa, 2015. C. 244.

11 Teweli [. UnT. no: Muxepure 3. Mo3r, CaMOCTb M AYXOBHOCTb B UCTOPUU KMBEPHETUKM // DBOMIOLMA OT KY-
Tiop: MickyccTBO U Hayka B anoxy noctéuonoruu / nof pea. [1. bynatosa. Kanunuurpag: b® rucu, 2013, T. 2.

C. 301.
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MaTb YTO-TO KaHOHWYHee KnbepHeTMyeckon MawwuHbl «Musicolour» fopaoHa Macka Havana 1950-x
rogoB. MawwuHa «Musicolour» npeacTtasngana cobow skcnepumeHT B obnactn cuHecTesmun. OHa npe-
006pa30BbIBaNa UCNOMHIEMYIO BXMBYIO MYy3blKy B CBETOBOE NpeAcTaB/ieHMe, a [aBHas XUTPOCTb 3a-
KNo4anacb B TOM, YTO anropuTM paboTbl yCTPOWCTBA 3aBMCEN OT NPO3BYYaBLUEro paHee, NpU 3TOM
YCTaHOBWUTb JIMHENMHYI CBA3b MEXAY MY3blKalbHbIM UCMONHEHMEM U CBETOBbIM aKKOMMNAHEMEHTOM
661110 HEBO3MOXHO. TakMM 06pa3oM, My3bIKaHT Bbin BbIHYXAEH NOCTOSHHO MEHSATb XapaKTep UCMon-
HeHus, aganTUpyaCch K MallvHe, poXAanacb MMMNPOBMU3aLIMS, U NpeacTaBieHne NpeBpaLlanoch B Au-
HaMWYHYI0 UM AEeLEeHTPaNN30BaHHY COBOKYMHOCTb YeNoBeKa U MaluHbl — B BYKBasbHOM CMbIC/ie,
TO eCTb NOCPeACTBOM AEMOHCTPaLMUM OTHOLIEHUI, KOTOPble MOTYT CYLeCTBOBaTb MeXAy N0AbMU
W HEOAYLEBNEHHbIMU CTPYKTYpamu. lpyrumu cnosamu, «Musicolour» oueHb npsmMo 1 HeBepbanbHO
npeacTaBAAn pasfiMiyHbie CNOCOBbI MPOXMUBAHUSA MEXAY KHENOBEYECKMM» U KHE-YENIOBEYECKUMY,

Bnuxe K HaweMy BpEMEHU XOUy YNOMSHYTb NpoekT MapuoH JlaBanb-XXaHTe «[la )XMBET BO MHe No-
waab» (2011, unn. 8) — nepdopMaHc, B Xoae KOTOPOro BbISICHANOCH, A0 KAKOM CTEMEHWU Mbl FOTOBbI
K CMATYEHUIO TPaHUL, MEXAY «4eIOBEYECKUMUY U KHE-YESIOBEYECKUMU» areHTamu. Bo Bpems 3Toro
nepdopMaHca ppaHLy3CcKas XyLoXHULA BBea cebe B OpraHun3M CbIBOPOTKY JI0LWAAMHOM KpoBK. UTo-
6bl M36€eXKaTh aHaPUNAKTUYECKOTO LWOKA, OHA B TEYEHME HECKOJIbKUX MECSILLEB FOTOBMNACH K MHBEK-
LMK, MPUHUMAS NOLIAANHBIE UMMYHOTOBYAMHbI. Yy>XepoaHble aHTUTeNa BBOAUIUCH C MOCTENEHHBIM
yBenuyeHveM Ao3bl. Mpousowealiee ¢ Hell aBTOp Ha3Bana «MUTPUAM3ALMEN» — B YECTb 3HAMEHMU-
Toro uaps Mutpugata VI, KoTopblif, KaK rOBOpsT, BOCNUTAN B cebe UMMYHUTET K 4aM, eXeaHeB-
HO NMpUHUMaAsa uX B HeboMblIMX KonnyecTBax. Ha npecc-koHbepeHuun dectusans Ars Electronica
(ABcTpwms), rone aBTopbl nepdopMaHca Noayyuav nepeblii MpU3 3@ Peann3oBaHHbI NPoeKkT, MapuoH
NaBanb-XXaHTe pacckasana, 4To NOC/e MHbEKLUM YYBCTBOBaNA Cebsi KCBEPXMOLLHOW, CBEPXYYBCTBU-
TENIbHOM U CBEPXHEPBHOM». «Y MeHs Obl/0 OLWYLEHME CBepxYenoBeKa, — Ao06aBMNa XyLoXHMLA, —
y MeHs 6bliv BCE 3MOLMM TPaBOSIAHbIX. Sl HE MOrNa CNaTh M YyBCTBOBaNa cebs HEMHOTO NIOLLAAbHO»!2,

5. TexHonoruu ce6sa

HakoHeu, K TpeTbel KaTeropum paboT, KOTOpble MHE XOTeNnocb Obl BKAOYUTL B Fpynny, onucbiBa-
oy MeTadopy NoToka, OTHOCATCS Te, YTO 5 Bcsied 3a MuweneM OyKo Ha3biBalD «TEXHONOTUAMU
ceba». B pabotax Dyko 3TO pa3HOro pofa NpakTUKK XKU3HK, Bnarosaps KOTOPbIM NPOMCXOAUT CTa-
HOBNEHMe YyenoBeyeckoi cybbekTHOCTU. B Hawem cnyyae «TexHonorumn cebs» — 370 NponsBeAeHMs,
BO3JENCTBYIOLLME HA COCTOSHME YENOBEKA Yepes pa3finyHble HEKOrHUTUBHbIE KaHanbl. «My3blka Ans
ucnonHuTens cono» dneBuHa Jllocbepa (MAn. 6) Hbina, No CyTHU, KOHCTPYKLMe ¢ Buonornyeckon ob-
paTHoW cBsi3bto. OHA reHepupoBana My3biKy KaxAbli pas, koraa Jllocbep BXoAMN B MeAUTaTUBHOE
COCTOSIHME, KOTOpOE perynupyeTcs «anbda-putMamuy». OOHOBPEMEHHO My3blKa CYyXuMia 0bpaTHOM
CBS3bt0, NOMoOras Jllocbepy BOWTH B 3TO MU3MEHEHHOE COCTOSIHWUE U COXPAHATb ero. To Ke CaMoe MOXHO
CKa3aTb v 0 «MawwunHe cHoBMAEHUI» Yunbsama beppoysa u bpaiiona laiicuHa. B 1945 roay aHrauniickumit
Helipodusunonor peit Yontep 06Hapyxun, 4To BO3AENCTBME CBETOBLIM FeHEPATOPOM-CTPOHOCKONOM
Ha 3aKpbITble ra3a NopoXaaeT MeHTanbHble 06pasbl, KaK NPaBMIo — ABUXYLLMECS LBETHble 00b-
eKTbl, @ TakK)Ke OLLYLLEHMUS, CXOXME C COCTOSIHMEM TpaHCa. DTO fBNeHUe YonTep HasBan «prMKepom»
M onucan B cBoel kHure «)XnBoi mMo3r», kotopas Boneto cyneb nonana B pyku beppoysa u lacuHa.
B 1960 roay BMecTe N03ToM M MaTeMaTukoM MeHom CoMMepeuneM oHu cobpanu nepBblit NpoTOTUN

12 UwT. no: bynamos [. CeMb BbICKa3biBaHW O COBPEMEHHOCTH [DNIEKTPOHHBIN pecypc] // MHTepHET-KypHan
Arterritory.com. 2014. 21 okTa6ps. URL: http://www.arterritory.com/ru/teksti/kommentarii/4109-semj_viska-
zivanij_o_sovremennosti/ (aaTa obpaueHus: 07.11.2016).
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MalluHbl, obnapatower adpdekTom dankepa. 3To yCTPOMCTBO NOMYUYMIO Ha3BaHMe «MalMHA CHOBU-
AEHWUI» 1, N0 CYTH, IBUNO COBOW MOMbITKY NPeofONeHNs penpe3eHTaLUOHANNCTCKON XYA0XKeCTBEH-
HOW TpaauLuu.

ITn «TexHonorun cebs» s BbIAENAD NOTOMY, YTO OHM CTaBAT NpobnemMy CTabUNbHOCTH «4enoBeye-
CKOro» M BO3BpALLAlOT HAC K BOMPOCAM CBSA3HOCTU, Temepb U BHYTpu cebs. YTobbl npounnctpu-
poBaTb CTEMEHb JIMKBUAHOCTU IBOIIOLMOHHBIX COYETAHUIM «YENOBEK-TEXHONOMUS», MO3BONLTE MHE
06paTUTLCS K ABYM npuMepaM. MepBblit U3 HUX — NPOEKT aBCTPAIUCKOrO XYyL0oXHKUKa Mas beH-Apu
«In poténtia» (2012, unn. 9). B 370it paboTte beH-Apu obbeauHseT cBoe Myaenckoe MpoUCxXoxie-
HMEe U OCHOBHOM HappaTMB MOCTUHAYCTPUANBHOTO O6LECTBA — €ro 3aLMKAEHHOCTb HA KOTHUTUBHbIX
acnekTax v NPOM3BOAMTENbHOW MOLLM COBPEMEHHbIX TEXHOMOIMM. CaM MpPOeKT OCHOBaH Ha paspa-
60TKax, 3a koTopble npodeccop n3 AnoHun CuHbS IMaHaka nonyunn Hobenesckyto npemuio B 2012
rofy. Peub nnet o peHoMeHe nepenporpaMMmUpoOBaHUS KIETOK Pa3fIMUHbIX TKAHEN B ONpeaeNeHHbI
TUM CTBOJIOBbLIX KNETOK (@aHAN0rMYHbIX 3MBPUOHANbHBIM), KOTOPbIE 06/13AaK0T YHUKANbHOM CNOCOOHO-
CTbHO CTATb MPAKTUYECKM NOBOM TKaHbIO TeNa. DTO 3HAYMUT, B YACTHOCTH, YTO Y YESIOBEKA MOSABNSETCA
peasibHbli WaHC M36aBUTbCA OT CTAPEHMS U LENOro psaaa CTpawHbiX 60ne3Hei, NOCKOIbKY Takok
NoAXoA LaeT BO3MOXHOCTb MCMOJb30BaTh COBCTBEHHbIE TKAHU M OpraHbl nauueHTa. Ceidvac 370 yxe
HayuHbli GaKT M HayyHas peanbHOCTb.

Tak BOT uTO caenan lan beH-Apu. Micnonb3ys 3TOT TMN TEXHONOMMM, OH TpaHCHOPMUPOBAN KNIETKU
KpalHer nnoTu yYenoseka B 3MOpMOHaNbHO-NOAOOHbIE CTBONOBbIE KneTku (iPS-knetku), us koto-
pbIX B AanbHeMWeM MofyYnn HeMpoHbl — TO, U3 Yero No MpPeMMyLLecTBy COCTOMT Haw Mo3r. [py-
rMMU CNOBAMM, OH BbIPaCTUA U3 KNETOK KparlHen NAoTU peanbHO PYHKLUMOHMPYIOLLYO HEAPOHHYIO
ceTb (@aHanor «buonorMyeckoro Mosra»), kotopas v 6bina NpeacTaBfieHa Ha BbicTaBke!. AHanusmpys
Ha nNpuvMepe 3TOro NpoeKTa NMOTeHLMaN HOBEMLUMX TEXHOOTMI, NO3BONSIOWMX NOyYaTb BCe U3 BCA,
Mbl CTaNIKMBAaeMCs C CUTyauMen, Koraa Cneumannsaumns 31eMEHTOB XXMBOr0 CTAaHOBUTCS U3ULIHEN.
MNopobHOe McyesHOBEHME pasnnyunin — Byab TO Ha YpoBHE QU3NYECKOrO TeNla UM Ha YPOBHE KYy/b-
TYPHOrO 3Haka — roBOPMT HaM O TOM, YTO YeI0OBEYECKOe TeJI0 OTKPBITO B MpeAenax CBOero KOHTypa,
a ero BHeLWHAs yCTOMYMBOCTb — JIMLLb BPEMEHHO CAEPXMBAEMOeR fBNieHne. PasymeeTcs, 3TO 03Havaer,
4TO ele JOoMmKHA 6biITb MpoaenaHa paboTa NO MOMCKY XYAOXECTBEHHbIX CNOCOOOB «CXBATbIBAHUAY
3TOWM BO3HMKAKLLEN HOBU3HbI, paboTa HUYYTb HE MeHbLIAs, YEM Ta, KOTOPYIO AENaT AN9 HAC Hayka
W TEXHONOTUU, UcTopus n dunocoduma MCKyccTsa.

BTopoii npuMep — npoekT nopTyranbckoro xynoxHuka MNepgpo Sloneca «Affordance++» (2015, nnn.
10). Jlonec pazpaboTtan TeEXHONOTUIO, KOTOPYHO 6€3 NpeyBennyeHns MOXHO Ha3BaTb PEBOJTOLMOHHOM
C TOYKM 3pEHUS CTAHOBNIEHUS KHE-YeI0BEeYeCKOM» peanbHOCTU. B paMkax cBoero npoekTa XyAoXHUK
M3roTOBW/ NPOTOTUM HOCMMOTO YCTPOWCTBA, KOTOPOE, C OLHOW CTOPOHbI, OTC/IEXMBAET, Kakoi 06b-
eKT HaXO[MTCA B KOHTaKTe C NoJb30BaTeNEM, @ C APYrON — KOPPEKTUPYET (M KOHTPOAUPYET) UCNONb-
30BaHue 3TOro obbekTa 4YeNoBEKOM MOCPeACTBOM AUMHAMUYECKOM 3M1eKTPOCTUMYNALMKU Mblwl,. Ha-
npuMep, Bbl XYAOXHUK-TpadduUTUCT. B nporpamme 6annoHuYmMKa c Kpackoi 3anoxeHo: 1) BCTPAXHYTb
6ansoHYMK; 2) HAHECTU PUCYHOK Ha 3abop; 3) BbIBPOCUTb NycToli 6annoH. M kak 6bl Bbl HU XOTeNMH,
BaM He YAACTCS M3MEHUTb NOCNeA0BaTeNbHOCTb 3TUX AeNcTBMIA. Bbl 06g3aTenbHO BCTpsixHeTe Kpa-

13 TlpeseHTauus 3TOro NpoeKkTa cocTosnach Ha Boictaske «Soft Control» (2012), KoTopyto aBTOp CTaTbu Kypu-
poBan B paMkax nporpammsl «kMapubop — kynbTypHas ctonuua Esponbi» (CnoseHus).

14 MNeapo Nlonec. Affordance++ // Mo Ty cTopoHy MeanyMa: McKyccTBo, Hayka 1 BooBpakaeMoe TEXHOKYNbTY-
pbl / noa pea. A.bynatosa. Kannnunrpaa: b® MiCcH, 2016. C. 112-113.
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CKy, 0693aT€/IbHO HaHEeCceTe pUCYHOK M 0653aTesbHO BbIBpOCMTE 6aNoH NOCe TOro, Kak 3aKoHYMTE
p1COBaTh.

MoHsTne «addopmaHcy», K KoTopoMy obpalaeTtcs B cBoeM npoekTe [legpo Jlonec, BBen B o6opoT
B cepeanHe 1950-x rosoB amepukaHckuii ncuxonor Jxeimc MmbcoH. OH onpepensan adbdopaaHc Kak
«MaHsLee», «Npurnalwatollee» Ka4ecTBo BHEWHMUX 06beKTOB uau cpenbl. CTyn, Hanpumep, «npeania-
raeT» 4enoBeky CecTb U 06MOKOTUTbCSA HA CMMHKY, @ KapaHaalw — B3Tb €ro B pyku. Apyrumu cno-
BaMu, abdopaaHc — 3To He GUKCUPOBAHHbIe CBOWCTBA 06bEKTA, @ OTHOLWEHUS Mexay obbekTamu
u cybbekTamu. B npoekTe «Affordance++» XyAOXHWMK MOSHOCTbIO MEHSET CLEHapuit Takoi KOMMY-
HUKaLMK, HaAenss MatepuasbHble 06beKTbl PObO aKTUBHOMO YYacTHUKA M onepaTopa B3auMoLew-
cTBUS. TakuM 06pasoMm, OH npepnaraeT BUAETb BO BHELWHUX 06bEKTAX HE «MpOAOMKEHUE OTHOLe-
HUI», @ CAaMOCTOATENIbHO AENCTBYIOWMX NepcoHaxei. M ecnn HekoTopoe BpeMs Hasapn TpeboBaHue
BpyHo JlaTypa — HaneneHne 06bEKTOB «NpaBOM rosioca» M cosfaHue «lMapnameHTa Belwen» — ewe
paccMaTpMBaNOCh Kak MPOHUYECKOE, TO CEerofH OHO NPUHMMAETCS BCepbes.

6. Ha rpaHu xaoca n 6ecnopsaka

MonpobyeM 0CMOTPETLCS U MOHSTb, K YEMY Mbl MpUWK. MHe UHTepecHa pa3paboTka uHTepnpeTa-
LMM MCKYCCTBA KaK HEMNpPepbiBHOW AMHAMWYECKOW Urpbl; UCKYCCTBA, KOTOPOE UCXOAMT M3 MOHUMA-
HUS CNIOXHOCTU MUPA W, KaK MOXET, 0TobpaxaeT 370 noHMMaHue. CylecTBYOWAs XYA0XKECTBEHHAS
Tpaauuus BOCNPOU3BOAMUT BCE NATTEPHbI AyaNMCTMUYECKOrO pasgeneHus. B 3tolt Tpaauumm xusoe
MOHWUMAETCs B €r0 OTAUYMM OT HEXMBOFO, AKTUBHOE — OT NMACCMBHOTO, @ YENIOBEK — €AUHCTBEHHbIN,
KTO MPEBOCXOAMT OKpyXawlmit Mup. HanpoTue, «He-4enoBeyeckoe», 06bEKT WM Mpupona BCeraa
npeTepneBalT BO3LEWCTBUS. S e, CO CBOEM CTOPOHbI, NbITAOCb HAWTW NOAXOA, KOTOPbIA nonpa-
3yMeBaET UHYI0 OHTONIOMMI0 — OHTOJIOTUIO, B KOTOPOW «4EN0BEYECKOE» U KHE-YEeNIOBEYECKOe» Bblan
6bl BOB/IEYEHbI B MOTOK CUMMETPUYHBIM 06pa3oM. ITOT NOAXO0S NPOU3BOAMUT PeanbHOCTb, B KOTOPO
aBTOHOMMS, CBOO6OAA BbIGOPA M KPEaTUBHOCTb HE CUMTAKOTCS aTpUBYyTaMu TONbKO «4eN0BEYECKOro».
B oTnuuue oT cyllecTBytowei TpafuLLMK, 3TOT NPOLLECC ONOCPEAOBAHMS 3HAET U NMPU3HAET, YTO 3TO
u ecTb ero npupona. OH 3HAET, YTO BCE aKTUBHO, HEMCYEPMAEMO U NMOTEHLMANBHO, @ NOPSA0K — NULLb
OAHO M3 MHOTOYMUC/IEHHBIX MPOSBNEHMI Xaoca. 34eCh XenaTeNbHo 406aBUTb KOE-YTO 0 TOM, NOYEMY
K€ HaC JOMKEH MHTEpecoBaTh 3TOT NOAXOA, HO CHayana s XoTen 6bl CieNaTh ABa 3aMeYaHus.

lepBoe NpoAoMKAET OHTONIOrMYECKYIO IMHMIO. BaxkHO 0O6paTuTb BHMMaHMe, YTO BCE NPOM3BELEHUS
M NPOEKTbl, 0 KOTOPbIX S YTOMWUHA/, LEMOHCTPUPYIOT OTKa3 XYLOXKHMKA OT KOHTPOAS. XYAOXHUK YTO-
TO CO3/a€eT, HO 3aTeM ycTynaeT QYHKLMI0 NOCPeAHMUKA aBTOHOMHOW M pa3BMBAILLENCS BO BPEMEHU
cucteme. [13up boyaH n dpyapno Pek MupaHaa BOBeKatOT B CBOM NPOEKTbI AOMNOJIHUTESNIbHbIE CYLL-
HOCTW, YACMUYHO NPUPOOHbIE U YACMUYHO aKMUBHbIe, YTOGbI BbIACHWUTb, Kakyl MY3blKy UM CbirpatoT
rMépuaHas cucteMa m oKpyxawwmin Mmup. Kntoueso ocobeHHOCTbIO ycTporicTea «Musicolour» lop-
LoHa lNacka 6b110 TO, YTO UCNONHUTENb J0MKeH Bbln paboTaTh C 3TOM MALIMHOM, KOTOPYH OH HE MOr
HW NOHATb, HU KOHTPONIMPOBaTh. Bo BCeX 3TUX NpUMepaXx XYLOXECTBEHHbIW XXEeCT HanpasJ/ieH Ha Npo-
saBneHue (CO3aaHne) peasibHOCTH, B KOTOPOM JIIOAM U UX KCOK3HUKM» BO3HMKAKT B MHOXECTBEHHbIX
OTHOLIEHUSAX.

BTOpOE MO€e 3aMe4yaHue — 370, Ha CaMOM Aaene, NonbiTKa y6e,£l,l/1Tb cebs B TOM, 4YTO npe,unaraeMbm
noaxon MOXeT MMEeTb KaKMe-TO KypaTopCKue nocnencrteus. OauH m3 I'IyTEIZ K 3TOMy — noayMatb
O npuHUMnax yCTpOVICTBa COBpeMEHHOVI BbicTaBKM. O6bIYHO npu opraHnsauuun BblICTaBKKU Mbl UCXO-
AUM nnbo 13 Tembl, TMb6O U3 npegnaraemoro Mmeguyma. BHe 3aBMCMMOCTM OT TOrO, Kakas CXema u3-
6paHa, Mbl MHCTaNInMpyem npomsseneHusa, Kotopble yCTaHaB/IMBAKOT CBA3M C OPYrMMKU YaCTaMU CO-
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[aBup boyaH (CLUA)
OB/TAYHOE ®OPTENMAHO
2014

MynemumeduliHas UHCManaayus:
asmopckoe npozpammHoe obe-
cnedeHue, popmenuaHo, 06aaka.
My3sikansHoe poboycmpolicmeo,
ynpasnsemoe cneyuanbHol npo-
2pammoli, Komopas aHanusupyem
06/1a4HbIE 31EMEHMBbI 8 pENUME
peanbHo20 8peMeHu.

© ®omo: [138ud boyH

David Bowen (USA)

CLOUD PIANO

2014

Multimedia installation: computer
programming by the author, piano,
clouds. Musical robotic device
controlled by a special program
that analyzes cloud elements in real
time.

© Photo: David Bowen
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D>xoH Keiipx perynupyeT 3ByKoO-
npoussoasLee yCTpPOUCTBO Ha
ronose JnBuHa Jllocbepa nepen
npeacTaBieHnem «Mysbiku gns
MCMONHUTENS CONO» B NPOrpamMMe
«JI>koH Kenpox Ha YacnamaHcKoM
decTuBane».

MuodnmayH, CLUA. 1988

John Cage regulates the sound-
producing device on the head

of Alvin Lucier before the
performance «Music for Solo
Performer» in the program «John
Cage at Wesleyan Festival»,
Middletown, USA, 1988
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UManbHom xm3HW. OLHAKO B paMKax «HeAMCKPeTHbIX MeAua» BO3MOXEH U Apyroi noaxoa. B ceasu
C 3TUM 9 BCNOMMHato nNpoekTbl «OTKpbITOM nabopaTopumn KpUCTanbHOro MuMpa» 6epAIMHCKUX XYA0XK-
HukoB MapTuHa Xoyca u PaiaHa [xopaaHa. Mx npoekTbl 06bI4HO COCTOST M3 HECKOJNIbKUX 3Tarnos
W NpeacTaBnsloT cO6oM HEeYTO cpeaHee MeXAy BblCTaBKOM, NephOpPMaHCOM U BOPKLIOMOM — TOJIbKO
Ha MHbIX TEXHONOrMYECKUX OCHOBaHMAX. B HWUX 3puTenu non pykoBOACTBOM XYAOXHMKOB MU3BJeKa-
0T U3 yCTapeBLUEN BblYMCAUTENBHON TEXHUKMU Pa3findHble MeTanbl (3071070, cepebpo, KpEMHUIA U T.
[.) — KOHLENUMS Tak Ha3blBaeMOM Ae- M pekpucTanimMsauum Mupa, — a 3aTeM UCMNONb3YT UX ANS
CO3[aHMUS BbIYUC/IUTENbHbBIX YCTPOMCTB-apTedakToB. [py 3TOM NpoeKkT Ha NboM 3Tane dyHKLMO-
HMpPYET Kak BblCTaBKa. Takoro poaa «nepdopMaTUBHOE» MHCTANIMPOBaHUE — BCMOMHUM TPaAULMIO
60oHCcal — BecbMa NoboNbITHO. B 3TMX NpoekTax HeT cneunduky TeMbl UM KAaKOFO-TO KOHKPETHOTO
MeauyMa, OHM YKa3blBaeT ApPYroe HanpasieHne — B CTOPOHY HECTAHAAPTHOro MOHWMaHUA MUpa.

MTak, 3a4eM e HaM — XYLOXHUKAM, UCKYCCTBOBELAM M KypaTopaM — 3TW MOMbITKM pa3obpaTbes
C YeNOBEKOLLEHTPUYHBLIM MOHUMAHUEM OKpyxKatolwero Mupa? OTBET MOXeT ObITb Takoi: 3aTeM, UTO
KapTWHa MOTOKA MMM HEAUCKPETHbIX MeAMa BEPHA — WM, NO KpalHeil Mepe, OHa /yylle, YEM 3aM-
KHYTbIV U paBHOAYLWHbINM Ayanu3M 3noxu MNpocBeLleHns, KOTOPbI 3aHUMAET ceivac AOMUHUPYOLLME
no3uuMmn B UckyccTBe. [pu 3TOM peub, KOHEYHO, UAET O HGOMbLIEM, HEXENIM MPOCTO AOCTOBEPHOCTD
U noHuMmaHwue. [lyanusm HoBOro BpemMeHW aCMMMETPUYEH, 3TO HEpABHOMpPaBHbIN npouecc. OH npo-
UCXOLMT U3 BHYTPEHHEro ybexaeHUs B TOM, YTO JIOTUYECKMMU 3aKOHOMEPHOCTSMU OKPYXALWuii
MMPp MOXHO M A0JIKHO McyepnaTb. OH roBOpuT HaM: «YenoBek — XO038MH MACCMBHOM BCENIEHHOMY.
A pa3 Tak — 3HauuT, Mbl MOXeM NMpeobpa3oBbiBaTb 3TOT MUP pPaju LOCTUXKEHWUS HEKOM mpemycTa-
HOBJIEHHOW Lenn B COOTBETCTBMM C NMpeAHAYePTaHHbIM MJaHOM AEeMCTBMIA. ITO NO3ULMUS, KOTOPYHO
MapTuH Xaitgerrep B cBOe BpeMs Ha3Ban «0OpaMAeHUEM» U KOTOpAs CErofHs HauMHaeT Ka3aTbCs
6onee yem npobnemMaTuyHOM. Ha fene oHa BeAeT He TOIbKO K flerpafaLuu OKpyXatoLwei cpesibl, HO
U K HEMWHYEMOMY OTBETY CO CTOPOHbI 3TOWM Cpefibl — KPYNMHOMACWTabHbIM U HEOXMAAHHBIM 3 dek-
TaM BPOJE 3KONOrMYecKnx KatacTpod. MoXHO, KOHEYHO, OTHOCUTLCS K 3TOMY KaK K CIMCKY NpobeMm,
NoAAaLMXCA UCHUCTIEHUIO, — MOJT, LOCTAaTOYHO NPeABUAETb KAaTaCTPODbl U 3apaHee NPUHSATb HEKKE
Mepbl. OfHaKo Hafo MOHWMATb, YTO 3TO He TOT Cny4aid. Ha caMoMm aene peyb 0 TOM, 4TO MOTNa Bbl HAM
noBeAaTb BOCTOYHAN dunocodums: HUKaK1e Mbl He KOMaHAMPbI, HU B YeM. Bce BOKpyr Hac MeHseTcs
BO BPEMEHWU M HUKOTAA He QYHKLMOHMPYET Mo 3apaHee HaMeyeHHOMYy nnaHy, Mbo camonpencTas-
NEeHue NpUpoabl — MNPOSBAAIOLLEECS, U Mbl HE 3HAEM, Kak OHa OTpearMpyeT Ha Halwu MHWULMATUBEI,
M KX b pa3 3To byaeT clopnpus.

MMeHHO 34ech B MpaBa 1 BCTYNAeT UCKYCCTBO, KOTOPOE CBOMMM NPakTUKaMMU U MeTadhopaMm He CTOSb-
KO MOATBEPXKAAET CYLECTBYHOLME BEPCUU PEANIBHOCTH, CKONIbKO OYEPYMBAET rPaHULbl X NPUMEHU-
mMocTu. MickyccTBO BOBCE HE 0683aHO COCPEAOTAuMBATLCS HA MHTEPNPETALMSIX TOTMYECKUX 3aKOHO-
MEpHOCTEN B NPUPOAE M ONUPATLCA HA NaTTEPHbI LyaJIMCTUYECKOTO pasgeneHus. B cBOMX BbICKasbl-
BaHMAX OHO MOXET 06PaTUTb BHUMAHME Ha HEOUYEBUAHOE U CHOPMUPOBATHL MHOM noaxod. CyTb 3Toro
noaxona f 6bl HazBan He obpaMeHUeM, a PackpbITUEM: 3TO UCCAEA0BAHUE C OTKPLITbIM QUHANOM,
BbISICHEHME TOT0, YTO MUP MOXKET HaM NPeANoXKUTb. Moxanyi, Hauny4LwnMM 06pa3oM 3TO MOXKHO chop-
MY/NMPOBATH Tak: BCE, Yero Gbl Mbl HU 3aXOTEIM OT MUPA, 8Ce yxe ecms mam. M 3ajaua XyLoxKHMKa
3aKJ/I0YAETCs B TOM, YTOObI THaThb AMHAMMUKY HOBbIX GOPM XU3HU U HOBbIX MAEHTUYHOCTEN TaK, Kak
GYATO UCKYCCTBO YKe NPUCYTCTBYET B HUX.
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ART AS AN ASSUMED POSSIBLE

Dmitry Bulatov (Kaliningrad, Russia)
Artist, Art Theorist, Curator of Baltic Branch of NCCA

In his book “Droll Medicine”, the famous physician and alchemist of the 17" century Mercury van
Helmont talks about Flemish hospitals that were set up in the tradition of Italian commedia dell’arte.
The patient is placed in a ward whose walls, floor and ceiling are covered with mirrors. To a macabre
tune, he is approached by the doctors with grotesquely enlarged forceps, drills and enemas. The
frightened patient screams and scratches while the doctors, bending their heads over his reflections,
imitate surgery by cutting and sawing. Ultimately, grown weak by these phantasmagorias and
harrowing sounds, the patient quiets down in a fainting spell. “One should never forget”, concludes
van Helmont, “that one has to cure not the diseases, but the black melancholy that is associated with
those diseases™.

Of course, | already knew that the words “curator” and “cure” were etymologically related. However,
after van Helmont’s example, the expression “to curate means to cure” acquired a special meaning for
me. The title of this article is “Art as an Assumed Possible”, but, despite such a futurological title, it
is not my intent to describe the maps of art in the future. | will only attempt to share my vision of art
and ways of its development as well as to suggest an interpretation of some artworks. This approach
could be viewed as an attempt — in full accordance with van Helmont’s ideas — once again to remind
us of the fact that there are other modes of existence of art.

1. Digital Trap

To ascertain what this interpretation actually constitutes, | would like to address the term “digital” in
greater detail. Those who deal with technological arts and modern means of communication often
come across this notion. However, for some uninformed people, the difference between “digital” and
“analog” may not be evident. This also concerns common phrases like “digital art” and “digital media”.
In most cases, we use these terms on an intuitive level, often inaccurately. For instance, something
might belong to the digital field, but have nothing to do with electronics or computing devices.
Conversely, “analog” by no means suggests a thing has nothing to do with computing devices,
a typical example being the water computer of 1936 built by the Soviet engineer Vladimir Lukyanov.
This machine was capable of solving partial differential equations, and analog computations were
carried out using water pressure and interconnected pipes and retorts?.

The term “digital” simply means that something is divisible into discreet components. At the same
time, the numerical systems may be quite different: zeros and ones or the decimal system that
we all use; or, shall we say, the quinary system that existed in Russia until the 18" century; or the
alphabetic systems used by ancient Armenians, Greeks and Jews — these are also digital systems.
Or, for example, the movable types of Guttenberg’s printing press. All these examples tell us is that
“digital” is a certain generated abstraction that has ambiguous states. Let us ask the question as to
where this abstraction came from, what vision of the surrounding world it uses and what kind of
ontology it entails.

1 (it. Ex: Golovin, E. Droll Science. Minutes of Proceedings. - Moscow: Enneagon, 2006.
2 Solovyeva, O. Water Computers // Nauka i Zhizn. - Moscow, 2000. - No. 4.
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In the painting “The Conjurer” by Hieronymus Bosch (c. 1502, fig. 1) we see some characters watching
a charlatan who manipulates cups and balls. On the face of it, this work has nothing to do with
the subject of “numeric” or “digital”. However, if we remember that the word “digitus” translates
from Latin as “finger”, then everything falls into place. What we have before us is no longer a fast-
FINGERed scammer, not a con artist, but a conjurer and magician. When this wizard turns his cups in
front of our faces, he suggests that we apply our attention (take a closer look), reason (count, guess)
and will (choose this or that cup). What he didn’'t show and concealed is, as it were, secondary. In
reality, if we don’t play with him then it absolutely doesn’t matter how fast his fingers are. The basis
of this game is the work of discretion and quantization that engages our perception/wits/will as well
as greed and vanity, that is, our subjectness. If we were people of a traditional society whose purpose
was the salvation of the soul, and not self-assertion, we wouldn’t have played with the scammer.
Such people stand in awe of God, and their world does not know divisibility or fission (Latin digitatio).
This is precisely the reason why traditional societies are not prone to manipulations: first one has to
destroy them by instilling the faith in reason in them, replace God with the subject and the “salvation
of the soul” with self-assertion.

Exactly the same mechanism of quantization works in traditional art as well; in any event, this was
the case until the 20th century. At the heart of a classical work of art is an image: a landscape,
portrait, a genre or religious subject. As for what emerges in our imagination when we see it, it is an
utterly clear division of the world into subjects and objects, people and things. A landscape is passive;
it merely exists somewhere awaiting a human intermediary — an artist who would transfer that
image onto a surface. In its turn, a completed picture is a passive object that waits for the moment
when an active viewer — consumer of images — takes these images through his perception. The cited
tradition fully corresponds to the chief metaphor of the New Time (“All the world’s a stage”) that is
distinguished by the implacable dualism everywhere and in everything. When people say “alive”,

“‘undead” always looms behind it; when they say “health”, what is implied is “absence of sickness”.

This is the reason why van Helmont asks the question whether physicians know what “health” is.
The same question is fair in regard to other notions: natural always opposes artificial, subject —
object, active human — passive material. This division is asymmetrical and unequal: we structure
the surrounding passive things and objects in an anthropocentric fashion, that is to say, engaging
our subjectness. We assign a subordinated status to objects based solely on the grounds that the
human being is the only one who renders judgment about the world. This is the human-centric
ontology that views the human being as a phenomenon isolated from and independent of the world
around him and fundamentally superlative to it. What makes such connections possible is, firstly,
vision (the artist observes a landscape; the viewers look at a picture), secondly, cognitive abilities
(we experience the world by way of senses and reasoning) and thirdly, our feeling of primordiality of
ourselves in relation to the rest of the world.

2. The space of the stream

The dualism that finds itself in unequal and unsymmetrical relations is the idite fixe and stubborn
dogma of our days. It imbues our culture, art, science and technologies in all kinds of ways, and our
pattern of conduct in the world is closely connected to it in both a material and social sense. We act
as if we were the only masters here. Nowadays many scientists, philosophers and sociologists insist
that this ontology — as a body of principles of our existence — is deeply flawed. One can find similar
intuitions among such authors as Manuel DelLanda, Bruno Latour, Andy Pickering, John Law and
Annemarie Mol. Instead of a notion of the world around us as a predictable machine devoid of the
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spontaneity and creativity of human nature, these authors mobilize such metaphors as “fluctuating
perception”, “emotional object”, “engendering construction” and so forth. Each of these metaphors is
a way to articulate the meaning of material world around us at a level of dynamic interrelationships.
In his reflections on the making of processes, Bruno Latour refers to the work of scientific labs,
Annemarie Mol — to technological innovations and implementation practices, Andy Pickering — to
examples from the history of physics and cybernetics. In all this research, we have before us people
and material objects that interact with each other in a single and equal process with the participation
of various living and non-living elements. This process brings to mind a stream of symmetrical

interrelationships, in which everything reacts to everything and adapts to the changes.

Imagine a picture of diversity. You have before you a series of certain entities that change their
nature first by one method, and then by another. Sometimes these multitudes come to a mutual
equilibrium and form a new entity that starts its own game. Now imagine that the original entities
were formed in exactly the same fashion and that all of them are constituents. Then reproduce the
whole process anew. This is, in fact, the image to which modern researchers refer. In order to see
what form these intuitions acquire in methodological activities, we could refer to examples from
the Actor-Network Theory (ANT), symbolic interactionism, cultural studies of distinction or studies
of Science, Technology and Society (STS). All this research testifies to the fact that matter does not
act in a predictable and machinelike fashion. In its interconnections with the world around us we all
too often get unexpected results — at times one could even think that this is, in fact, where the chief
meaning of our attempts to experience the world lies.

Here is what | am driving at: this image of an unexpected and unpredictable novelty that emerges in
time and evolves in dynamics is not asymmetrical dualism by means of eyesight and logical calculi.
People initiate a game, in which various living and non-living elements and relations between them
participate, and these interactions have an equal character. It is an image of people and objects that
manifest in time and partially overlap — regardless of whether or not they keep within the framework
of a single structure. And before getting back to art, | would like to make two observations.

First, let’s ask the question: who else shares a similar picture of game and interaction? | think the
best answer is that this picture is peculiar to traditional oriental philosophy that always envisioned
the world as a place of constant movement and meeting where the human being has a small and by
no means main part. This set of notions of the world that would contain and know itself as a stream,
flow and, in essence, unpredictability, was once described by Henri Bergson with the metaphors of
a “stream of becoming” and a universal “life breakthrough”*,

And the second observation is this: though philosophers and sociologists ended up with this
ontology through modern techno-scientific practices, we need to understand that examples of such
symbiotic interactions could be found anywhere. Here is an example from evolutionary biology: bees
fall into total dependency on orchids that, in their turn, totally depend on bees. This amounts to
a change in the base evolutionary state: the hybrid “bee-orchid” is identical to the emergence of
a new evolutionary entity. In terms of our description it means the advent of a new constituent of
the structure resulting from rather strong connections that emerged in the stream’s field. And here
is an example from the realm of cultural traditions: bonsai, the art of growing dwarf trees. Bonsai

3 Bergson, H. Two Memories // Anthology on Psychology of Memory. - Moscow: Chero, 1998. - P. 284.
4 Bergson, H. Perception of Change. Lectures given at University of Oxford. - St. Petersburg., 1913. - P. 21.
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cultivation is a pure example of interaction between a “non-human intermediary”, the tree that
sprouts in unpredictable directions, and a “human intermediary” who uses techniques of distribution
of growth energy (cutting, feeding, wrapping) to follow a certain manifesting esthetics. First, there
is some action on the part of the human — shall we say, the cutting of branches; then there is
reciprocation on the part of the tree — its growth in one or other direction; the human finds ways to
respond to it — he binds the trunk tightly, hangs weights on it and so forth. It goes from the “human”
actor-player to the “non-human” one and back and so on ad infinitum. The art of bonsai is a great
example of equal and situational relations with a constant redirection of the vector of actions.

It seems important to me that the stream’s image starts with science — it imparts a certain
respectability to it. However, other examples tell us that such tangles and interactions could be
found everywhere. This is why | think that this image is truthful.

3. Non-discrete topologies

Now it is high time to turn to art. If traditional art presents us with a system of unsymmetrical
relations between people and objects, then what artworks could simulate the stream metaphor?
| would like to bring your attention to projects that are focused not on how the objects look, but on
how they circulate in the world. All those works represent aspects of the manifesting decentralized
ontology. In this sense, they could be discussed in terms of indiscreetness and oscillation in the
contours of “human” / “non-human”, “living” / “non-living”, “artificial” / “natural” and so forth. The
main properties of these “non-discrete topologies” (let’s call them that) are the focusing on the
making in time and transition from the level of a discreet object to the level of an amorphous but
“coordinated” material. | would highlight three categories of artworks, but only for the illustration of

thought — this typology by no means aspires to be complete.

The first category might include the projects that one way or another thematize contours of “human”
and “non-human” and their interaction. In this case, the first thing that comes to mind is the class of
works from the field of techno-biological art — projects made out of living or “semi-living” biological
elements. These works very brightly illustrate the general idea of temporal, living and unfolding-in-
time world as such. Among such projects are those by Stelarc®. | see his works “Third Hand” (1982),
“Amplified Body” (1986), “Stomach Sculpture” (1993), “Exoskeleton” (1999), “j Scale Ear” (2003) and
“Walking Head” (2003), created with the use of robotics, IT and tissue engineering, as the dramatization
of a procedural concept of human being and our notion of ourselves as performative, not cognitive
entities. Sometimes it should be taken in the literal sense: his “Prosthetic Head” (2002), for instance,
keeps up the conversation without any internal understanding whatsoever. It simultaneously
illustrates the procedural role of thought and language or tongue — and shows its tongue as a
derivative of the performative substance. The works of Stelarc tell us about the symmetry of “living’
and “non-living”, about our body as an object materially connected to other objects and bodies. His
most radical project “Extra Ear: Ear on Arm” (2006, fig. 2) is dedicated to precisely this subject.
The third ear created through plastic surgery is imagined by the author as an internet-body organ
available to all the users®.

3

5 Stelarc. Fractal Flesh / Liminal Desires: Cadaver, Comatose, Chimera // Evolution of Haute Couture: Art and
Science in the Age of Post-biology / under editorship of D. Bulatov. — Kaliningrad: BB of NCCA, 2013. —

Vol. 2. — Pp. 270-287.

6  Stelarc’s project “Internet Ear” was simultaneously presented in Denmark, Russia and France in 2011. The cu-
rator of the project’s Russian part was the author of this article. For more detail, see: http://stelarc. org/?catID=20339
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Among other examples is the activity of Joe Davis and, first and foremost, his project “Poetica Vaginal”
(1986). This work has long since become a classic of Science Art’” — | will just remind you that its
essence came down to establishing interstellar communication by transmitting vaginal contractions
into outer space (a metaphor for the “feminine breathing” of Earth). With the help of a “vaginal
detector” created at the Lab of Mechanical Engineering of the Massachusetts Institute of Technology
(MIT) — a sensor that registered voluntary and involuntary vaginal contractions (women volunteers
were invited from among the institute’s female employees and ballerinas from the Boston Ballet) —
a detailed message was transmitted through MIT’s Millstone Hill Radar to the four closest equivalents
of the Sun. Davis’ project demonstrably expresses the essence of an emerging phenomenon: as a
result of all of this erotic interstellar communication, the artist came up with an innovative method
of information coding on a bacterial level, and by doing so ended up with a new scientific field that
is now called “synthetic biology”.

Let’s take, for instance, the project “Bacterial Radio” by the same author (fig. 3) created in 2011.
In this work, Davis obtained electric circuits by the desalination of germanium and platinum with
genetically modified bacteria that became part of those circuits. The circuits together with external
components (telephone headsets, aerial etc.) formed the basis of a detector set that works in the AM
frequency. Incidentally, this project reminded me of one episode in the research of the great Russian
inventor, physicist and musician Leon Theremin. According to the recollections of Bulat Galeyeyv, in
the last years of his life, Theremin was seriously working on the problem of immortality. In order
to conduct his experiments with human cells, he built a “cell incubator” that let him accidentally
ascertain how to hear the voices of spermatozoids — “after all, all these creatures, you know, do a
circle dance and sing under the microscope”. We have a newly emerging phenomenon before us: it
reveals the same close interaction as the symbiosis of a biologic species, except that, in these cases,
there is a fusion with the nonorganic.

Technobiology is a convenient material for reasoning about how things come into being. This field
provides us with examples of symbiotic states, most of which are characterized by weak connections,
and thus gives us an opportunity to authenticate the curious yet not too drastic changes that emerge
in the stream’s field. The work “hymNext” by Julia Reodica (2008, fig. 4) is one of them. As part
of her project, she grew a ceremonial set of hymens out of elements of “human” and “nonhuman’
solicitors — out of her own vaginal cells as well as bovine collagen and tissues of smooth muscle
from a rodents’ aorta. These compositions are a peculiar commentary on the subject of modern
sexuality and an opportunity to experience something as if it were happening for the first time.
According to the author, the biological sculptures “hymNext” “represent a reciprocal symbolic gift of
virginity between lovers regardless of their sex". This project is interesting for me not even so much
because of the work’s metaphoric nature as because it contains a certain vision of the future. In my
opinion, the obliteration of an experience and providing an opportunity to go through something as
if it were happening for the first time could become the basis of the economy for a postbiological
society, where the satiation with various kinds of experience and the limitation of the latter would

3

7 Davis, J. Monsters, Maps, Signals and Codes // BioMediale: Contemporary Society and Genomic Culture /
under editorship of D. Bulatov. — Kaliningrad: BB of NCCA, 2004 — pp.336-354.

8  Galeyev, B. Soviet Faust: Leon Theremin — Pioneer of Electronic Art. — Kazan: Kazan State Conservatory,
2010. — P. 134,

9 Reodica, J. hymNext // Evolution of Haute Couture: Art and Science in the Age of Post-biology / under
editorship of D. Bulatov. — Kaliningrad: BB of NCCA, 2009. — Vol. 1. — Pp. 124-125.
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create a new type of consumer, to whom everything would seem new and exciting, whereby the
search for new things in life might be abolished for good.

4. Performative Intermediaries

Organic matter is alive and unpredictable, which is no surprise; however, by the same token, the
symmetrical approach comprises inorganic matter as well. This also follows from the arguments of
philosophers and sociologists whom | have quoted. As for the world of art, | would like to cite the
project of David Bowen, “Cloud Piano” (2014, fig. 5) as an example. The aim of the American artist
in this work is to delegate the creation of a musical composition to nature, thus presenting us with
a functional modus of the inanimate world. The project’s essence lies in the fact that it is not the
human performer who plays the piano, but the movement and shape of clouds. A special program
analyzes particular qualities of the cloud elements in real-time mode and activates a robotic device
that presses the instrument’s keys. It is easy to guess that heavenly harmonies mediated by the
robotic presence have a predictably “non-human” nature, if only because they simply don’t need
a human — neither as a composer nor as a performer or listener. Admittedly, any historian would
easily name a dozen more similar gadgets or instruments “freed” from the human presence. ALl kinds
of “Sea Organs”, “Sky Harps”, “Rainphones” etc. — their name is legion — such instruments have
been known ever since ancient times. All these are examples from the range of situational relations
with nonorganic agents: the tide, sun and clouds are not just resources of an interface, they are not
just incorporated, “built-in” in interactions — they play a full role in how all these interactions are
harmonized.

Many examples from this category of artworks are associated with the sound. In 1965, Alvin Lucier
presented to the public his performance “Music for Solo Performer” (fig. 6) based on the methods of
biofeedback (BFB). The “BFB Music” developed by Lucier involved the control of the bio-potentials
of his own brain and the use of emerging “alpha waves” for handling various sound-producing
devices. In this project, the human brain played the part of a performative intermediary like the sun
and weather, and not like the center of cognition and representation. These practices and states
related to them seem very important to me because they disturb our sensations of the primacy of
ourselves in relation to the rest of the world. They remind us of the fact that there are other forms
of existence and other forms of subjectness “whose connections to each other are neither easy nor
obvious™®, Incidentally, the first performer of “Music for Solo” was John Cage — this performance
completely corresponded to his aesthetics by connoting the process that developed according to its
own laws without any external dramaturgy whatsoever. As James Tenney later put it: “Before the
first performance of ‘Music for Solo’ nobody even thought about the need to provide a definition of
the word ‘music’ in such a way that it would also include a possibility of such a performance; after it,
a certain modification was already inevitable™!.

And here is the other side: an organic agent that oscillates in the contour of “natural” / “artificial” and
“living” / “non-living”. Such works speak to us about the symmetry and single process that involves the
participation of various entities and relations between them. | would like to illustrate this side with

10 Serr, M. Cit. ex: Law, J. Mess in Social Science Research. — Moscow, Gaidar’s Institute Publishing House,
2015. — P. 244.

11 Tenney, J. Cit. ex: Pickering, A. Brain, Selves and Spirituality in the History of Cybernetics // Evolution of
Haute Couture: Art and Science in the Age of Post-biology / under editorship of D. Bulatov. — Kaliningrad: BB of
NCCA, 2013. — Vol. 2. — P. 301.
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the project “Biocomputer Music” by the Brazilian composer Eduardo Reck Miranda (2015, fig. 7). His
work is directed at the investigation of the possibilities of the cooperation between a musician playing
the piano and a fungus-like organism Physarum polycephalum. This mucous mold is remarkable for
having a memory and, consequently, it can retain some of the intensity of its sensations. A person
plays the instrument, and the output signals of acoustic pickups get transformed into impulses that
are sent to the mold. The mold “listens” and “responds”, and its response gets transformed back
into a current for the vibration of strings. This way an accompaniment emerges and conditions are
created for the possibility of an interaction as such. The very creative act here comes across as an
evident admission of the fact that we do not hold any leading positions in such an interaction. This
is an open-ended investigation and an ascertainment of what the world can offer to us in response.

Up until now | have been talking about artworks that thematize the “human/non-human”, “organic/
inorganic” mediation. The second class on which | would like to reflect includes works that dramatize
the symbiotic relationship of these agents. | have already mentioned the bonsai tradition, but if an
example is to be cited closer to the 20t century, then it would be harder to come up with something
more canonic than the cybernetic machine “Musicolor” of Gordon Pask from the early 1950s. The
“Musicolor” machine was an experiment in the field of synesthesia. It transformed the music performed
live into a light show, and the chief trick was that the algorithm of the device’s functioning depended
on what had been played before, but it was impossible to establish a linear connection between the
musical performance and the light accompaniment. Thus, the musician constantly had to change
the nature of playing by adapting to the machine, an improvisation came into being, and the show
was transformed into a dynamic and decentralized aggregate of man and machine — literally, that
is, by way of demonstrating the relation that might exist between people and inanimate structures.
In other words, “Musicolour” very directly and nonverbally presented various means of existence
between the “human” and “non-human”.

Closer to our time, | would like to mention the project “May the Horse Live in Me” of Marion Laval-
Jeantet (2011, fig. 8) — a performance, in the course of which it became clear to what extent we
were ready to blur boundaries between “human” and “non-human” agents. During this performance,
the French artist injected herself with horse blood plasma. In order to avoid anaphylactic shock, she
prepared for the injections over the course of several months by taking horse immunoglobulins. The
foreign antibodies were introduced with a progressive increase of the dose. The author called what
had happened to her “mithridatisation”, after the famous king Mithridates VI who purportedly built
up an immunity to poison by daily consuming small doses of it. During a press conference at the
festival Ars Electronica (Austria) where the performance’s authors received the first prize for their
project, Marion Laval-Jeantet said that, after the infections, she felt “hyper-powerful, hyper-sensitive
and hyper-nervous”. The artist added: “| had a feeling of being superhuman. | had all the emotions of
an herbivore. | couldn’t sleep and felt a little bit like a horse™2.

5. Technologies of Self

Finally, the third category of artworks that | would like to include in the group that describes the
stream metaphor, comprises the ones that I, following Michel Foucault, call “technologies of self”.

12 (Cit. ex: Bulatov, D. Seven Observations about Modernity // Online Magazine Arterritory.com. — 2014. —
October 21 [Electronic Resource]. URL: http://www.arterritory.com/ru/teksti/kommentarii/4109-semj_
viskazivanij_o_sovremennosti/ (Accessed Date: 11.07.2016).

KUWBEP®ECT-10

Favi beH-Apu n Kupcren XapcoH
(ABcTpanus)

IN POTENTIA

2012

MynemumeOuliHas UHCMannayus.
TpaHcgopmayus Knemok KpadHedl
nao0mu 83poci020 My#YuHbl 8 QyHK-
UUOHUPYOUWYH HEUPOHHYK cemes
(6uonoauyeckuli M032), mexHono2uu
mkaHesoll uHxeHepuu iPS-knemok
© ®omo: «Kyda becym cobaku»

Guy Ben-Ary and Kirsten Hudson
(Australia)

IN POTENTIA

2012

Multimedia installation.
Transformation of cells of the
foreskin of an adult man into
the functioning neural network
(biological brain), technology of
tissue engineering of iPS cells.
© Photo: Where Dogs Run

185


http://www.arterritory.com/
http://www.arterritory.com/ru/teksti/kommentarii/4109-semj_viskazivanij_o_sovremennosti/
http://www.arterritory.com/ru/teksti/kommentarii/4109-semj_viskazivanij_o_sovremennosti/

10

Menpo Jlonec (MopTtyranus)
AFFORDANCE++

2015

lpomomun HocumMoz20 ycmpoli-
cmea (RFID), koppekmupytowe2o
ucnob308aHUe BHEWHUX 06bEKMOo8
nocpedcmeom OUHaMuyeckol 3nek-
mpocmumMyasyuuU MbIWy,.

© ®omo: [Medpo Jlonec

Pedro Lopes (Portugal)
AFFORDANCE++

2015

Prototype of wearable device (RFID)
that corrects the use of outside
objects by the dynamic electrical
stimulation of the muscles.

© Photo: Pedro Lopes

186

In the works of Foucault, these are various life practices thanks to which the making of human
subjectness takes place. In our case, “technologies of self” are the works that affect the state of a
human being through various non-cognitive channels. “Music for Solo Performer” of Alvin Lucier
was, in essence, a construction with biofeedback. It generated music each time that Lucier entered
a meditative state that was regulated by “alpha waves”. Simultaneously, music served as feedback,
helping Lucier to enter this altered state and maintain it. The same thing could be said about “The
Dreammachine” of William Burroughs and Brion Gysin. In 1945, the English neurophysiologist Grey
Walter discovered that the impact of a light generator-stroboscope on closed eyes created mental
images, as a rule, moving color objects as well as sensations similar to a trance state. Walter
called this phenomenon “flicker” and described it in his book “The Living Brain”, that by a twist
of fate made it into the hands of Burroughs and Gysin. In 1960, together with the mathematician
lan Sommerville, they assembled the first prototype of the machine that had a flicker effect.
This device was called the “Dreammachine” and, in effect, it was an attempt to overcome the
representational art tradition.

Another reason why | highlight these “technologies of self” is because they pose a problem of stability
of the “human” and bring us back to the matters of coherence, now and inside themselves. In order to
illustrate the degree of liquidity of evolutional combinations of “man-technology”, allow me to cite
two examples. The first one is the project “In poténtia” by the Australian artist Guy Ben-Ary (21012,
fig. 9). In this work, Ben-Ary unites his Judaic origins and the main narrative of the postindustrial
society — its obsession with cognitive aspects and the prolific power of modern technologies. The
project itself is based on developments for which the Japanese professor Shinya Yamanaka received
the Nobel Prize in 2012. It involves the phenomenon of reprogramming of cells of various tissues
into a certain type of stem cells (comparable with embryonic ones) that possess a unique ability to
become practically every tissue of the body. It means, in particular, that the human being gets a
real chance to get rid of aging and a host of horrible diseases, because this approach provides the
possibility to use the patient’s own tissues and organs. Now this is already a scientific fact and a
scientific reality.

This is what Guy Ben-Ary did. Using this type of technologies, he transformed cells of the human
foreskin into embryonic-like stem cells (iPS cells), from which he subsequently derived neurons —
which comprise the bulk of our brain. In other words, out of foreskin cells he grew an actual
functioning neural network (an equivalent of the “biological brain”), which was showcased at an
exhibition.’® Analyzing the potential of the latest technologies on the example of this project, we
encounter a situation when the specialization of elements of the living becomes superfluous. This
disappearance of differences — be it at the level of a physical body or a cultural sign — tells us that
the human body is open within its contour, and its external steadiness is just a temporary restrained
phenomenon. To be sure, it means that some work still needs to be done on the search for artistic
methods of “capturing” this emerging novelty, the work that is just as great as that which has been
done for us by science and technologies, history and philosophy of art.

The second example is the project “Affordance++” by the Portuguese artist Pedro Lopes (2015, fig. 10).
Lopes developed a technology that, from the point of view making of “non-human” reality, could be
called revolutionary without any exaggeration. As part of his project, the artist created a prototype

13 The presentation of this project took place at the exhibition “Soft Control” (2012) that was curated by the
author of this article as part of the program “Maribor, European Capital of Culture” (Slovenia).
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of a wearable device!* that, on the one hand, keeps track of what object is in contact with the user
and, on the other hand, adjusts (and controls) the use of this object by a person using the dynamic
electrical stimulation of muscles. For instance, you are a graffiti artist. The program of a spray-paint
bottle factors in: 1) shaking the bottle; 2) painting an image on the fence; 3) throwing out the empty
bottle. And no matter how much you want it, you won’t be able to change the sequence of these
actions. You will unavoidably shake the paint, unavoidably paint the image and unavoidably throw
out the bottle after you have finished painting.

The concept of “affordance”, to which Pedro Lopes refers in his project, was coined in the mid 1970s
by the American psychologist James Gibson. He defined affordance as the “beckoning” or “inviting’
quality of external objects or environments. A chair, for instance, “affords” the person to sit down
and lean against its back, and a pencil — to take it in hand. In other words, the affordance is not
the fixed properties of an object, but the relations between objects and subjects. In his project
“Affordance++”, the artist completely changes the scenario of such communication by endowing
material objects with the role of an active participant and operator of the interaction. Thus, he
suggests that one sees not the “continuation of relations” in external objects, but independently
acting characters. And if some time ago the demand of Bruno Latour that objects be invested with
the “right to vote” and that the “Parliament of Things” be created was still viewed as ironic, today
it is taken seriously.

3

6. On the Verge of Chaos and Disorder

Let’s try to get our bearings and to understand what we have come to. | am interested in the
development of an interpretation of art as a continuous dynamic game; art that proceeds from
the understanding of the complexity of the world and, as best it can, reflects this understanding.
The existing artistic tradition reproduces all the patterns of dualistic division. In this tradition, the
living is understood in its distinction from the non-living, the active — from the passive, and the
human being is the only one who surpassed the world around him. In contrast, the “non-human”,
object and nature always undergo influences. For my part, | am trying to find an approach that
would purport a different anthology — an ontology, in which “human” and “non-human” would be
involved in the stream in a symmetrical way. This approach generates a reality in which autonomy,
freedom of choice and creativity are not considered to be attributes of just “human”. Unlike the
existing tradition, this process of mediation knows and acknowledges that this, in fact, is what its
nature is. It knows that everything is active, inexhaustible and potential, and the order is just one of
numerous manifestations of chaos. Here it would be desirable to add something about the fact why
this approach should be of interest to us, but first | would like to add two observations.

The first one continues the ontological line. It is important to point out that all the works and projects
that | have mentioned demonstrate the artist’s refusal of control. The artist creates something, but
then he cedes the function of an intermediary to an autonomous system that develops in time. David
Bowen and Eduardo Reck Miranda involve in their projects additional entities that are partly natural
and partly active in order to find out what music would be played for them by a hybrid system and the
surrounding world. The key distinction of the “Musicolour” device of Gordon Pask was the fact that
the performer had to work with a machine that he could neither understand nor control. In all these

14 Lopes, Pedro. Affordance++ // Beyond Medium: Art, Science and Imagined of Technoculture / under
editorship of D. Bulatov. — Kaliningrad: BB of NCCA, 2016. — Pp. 112-113.
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instances, the artistic gesture is directed at the manifestation (creation) of a reality in which people
and their “allies” emerge in diversified relations.

My second observation is, in fact,an attempt to convince myself that the approach that | suggest could
have some curatorial consequences. One of the ways towards this is to reflect on the principles of
the structure of a modern exhibition. Usually when organizing an exhibit we proceed either from the
theme or from the suggested medium. Regardless of the chosen theme, we install works that establish
connections with other parts of social life. However, a different approach is possible as part of “non-
discrete” media. In this regard, | remember the projects of the “Crystal World Open Laboratory” by
the Berlin artists Martin Howse and Ryan Jordan. Their projects usually consist of several stages and
represent a cross between exhibition, performance and workshop, just on a different technological
basis. In them, viewers led by the artists recover various metals (gold, silver, silicon and so forth) from
obsolete computing tools — a concept of the so-called de- and recrystallization of the world — and
then use them to create computing devices-artifacts. For all that, the project functions as an exhibit
at every stage. This kind of “performative” installing — let’s remember the bonsai tradition — is quite
curious. These projects have no specifics of a theme or some concrete medium; they point out to a
different direction — towards a nonstandard understanding of the world.

So,why do we — artists, art historians, curators — need these attempts to fathom the anthropocentric
understanding of the world around us? An answer could be this: the picture of stream or of indiscreet
media is true — or at least it is better than the closed and indifferent dualism of the age of
Enlightenment that now occupies domineering positions in art. For all that, we of course talk about
something bigger than just reliability and understanding. New Age dualism is asymmetrical; this is an
unequal process. It proceeds from an inner conviction that one could and should deplete the world
around us. It tells us: “Man is the master of a passive universe”. And if so, then we can transform this
world in order to achieve a certain predefined goal in accordance with the predetermined scenario.
This is a position that Martin Heidegger once called the “framework” and which nowadays starts to
seem more than problematic. In practice, it leads not just to the degradation of the environment,
but also to an inevitable response from that environment — large-scale and unexpected effects like
ecological catastrophes. One could of course treat this like a list of problems that are calculable —
that it is enough to foresee catastrophes and to take certain measures in advance. However, one
needs to understand that this is not the case. In reality, we are talking about what eastern philosophy
might impart to us: we are no commanders — in anything. Everything around us changes in time and
never functions in accordance with a prescheduled plan, because the self-introduction of nature is
apparent, and we don’t know how it reacts to our initiatives, and it will be a surprise every time.

It is precisely here that art comes into its own right — art that not so much corroborates the existing
versions of reality with its practices and metaphors as it delineates the borders of its applicability. Art
by no means must focus on interpretations of the logical tendencies or rest on the patterns of dualist
division. In its statements it could point out the non-obvious and form a different approach. | would
call the essence of this approach not a framework, but an uncovering: this is an investigation with
an open end, an ascertainment of what the world can offer us. Perhaps the best way to formulate it
would be this: whatever we want from this world is already there. And the artist’s mission is to pursue
the dynamics of new life forms and new identities in such a manner as if art were already present in
them.
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KAK MEOUA CTAJINW HOBbIMMU

M3 CTATbU «HOBBIE MEOMA: PYKOBOACTBO MOJIb30OBATE/1S»

Jles MaHoBuu (Hbio-Mopk, CLUA)

cneyuanucm no meopuu Ho8bIx Medua,

npogeccop acnupanmypsl fopodckozo yHusepcumema Hetwo-Mopka,
pykogooumens nabopamopuu Cultural Analytics Lab

19 aBrycta 1839 ropa ayautopus Akagemuu Hayk B lMapuke Bbina Ao 0TKasa 3anosHeHa nobonbiT-
HbIMU TOpPOXKaHaMW, KOTOPbIE MPULWAM MOCAYWATb ONUCAHWUE HOBOFO PENPOAYKLMOHHOFO MpoLec-
ca, usobpeteHHoro Jlyu Oarepom. [larep, yxxe XOpoOLWO WM3BECTHbI CBOEN AMOPaMOW, Ha3Ban 3TOT
npouecc aarepotunueit. [lo cnoBaM COBpeMEHHMKA, «4epe3 HeCKONIbKO AHeN NaBKM ONTUKOB Oblan
HaBOJHEHbI NIOOUTENSIMU, KAXKAYLMMIU AATEPOTUNHBIX annapaToB, U MOBCHOAY KaMepbl Obiin Hale-
NEHbl Ha 34aHus. Kax bl XOTeN 3aCHATb BMA M3 CBOEr0 OKHa M MoyuTasn cebs Be3yuyuMm, eciin emy
YAABaNoCh C MEepPBOM Xe NOMbITKM 3aneyaTieTb CUAYIT Kpbiw Ha GoHe Heba»?. Havancs axuoTax
B npecce. 3a naTb MecsaueB 6onee 30 pa3NMyYHbIX ONUCAHMIA HOBOW TeXHONOrMK Bbino ony6IMKOBaHO
no scemy mupy: B bapcenoHe, 3aunbypre, lanne, Heanone, ®unanensduu, Cankt-Metepbypre, CTok-
ronbme. Crepea B BOOGpaXxKeHWM Ny6AMKM FOCMOACTBOBANM apXUTEKTYPHbIE U Nei3axHble Aarepo-
TUMbI, HO Yepe3 ABa rofa, Noc/e pasfIMyHbiX TEXHUYECKMX YCOBEPLIEHCTBOBAHMI Npouecca, CTanu
OTKPbIBATLCSI MOPTPETHbLIE FAflEpeUN — U BCE CMEWMUAN B HUX NOMACTb, YTOGbI BbITb 3aNeYaTNEHHbIMU
Npy NOMOLLM MALIMHKKU HOBbIX Meanas.

B 1833 ropy Yapn3 6366uax Hayan npoekTMpoBaTb YCTPOMCTBO, KOTOPOE OH Ha3Ban aHanuTHUye-
CKOM MawwuHoW. MawwnHa obnagana 60NbWMHCTBOM OCHOBHbIX XapakTEPUCTUK COBPEMEHHOTO LM®-
poBoro koMnbtoTepa. [MepdokapTbl UCNONB30BANUCH A5 BBOAA KAK AAHHBIX, TaK MU UHCTPYKUMIA. ITa
MHPOPMaLMa XpaHuMnacb B NaMaTH MaluHbl. brok 06paboTku (B TepMuHonorun babbupxa «menb-
HWLA@») NPOM3BOLAMA OMEpPaLMUN C AAHHbIMM U 3aHOCUN PEe3yNbTaThl B NaMATb; KOHEYHbIE pe3ybTa-
Tbl AO/IKHbI BbIIM pacneyaTbiBaTbCs Ha NpuHTepe. MawwrHa 6bia cNpoekTUpoBaHa TakuM 06pazom,
4yTobbI CNpaBnATLCA € NOOOKM MaTeMaTUUECKONM onepaunent; OHa He TOMbKO BbIMOMHANA NPOrpamMmy,
BBELEHHYIO B HEE KapTaMU, HO TakXKe peLana, KakuM MHCTPYKLMAM CNefoBaTh AaNEe HAa OCHOBaHUM
NPOMEXYTO4YHbIX pe3ynbTatoB. 6366uax paspabaTteiBan annapatHoe o6opyaoBaHue, B TO BpeMS Kak
ero cnoaBwxHuua Ana AsrycTta, rpaduHs JlaBneic u goub nopaa batpoHa, 3aHMManacb HanucaHueM
nporpaMMHoro obecrneyeHuns ans MawuHbl. OAHAKO, B OTIMYME OT JarepoTUnoB, HU oauH obpasel,
AHANUTUYECKOM MALIMHbI He Bblf1 3aKOHYeH. TakuM 06pa3om, X0T U306peTeHMe 3TOro COBPEMEHHOIO
MeAManHCTPYMeHTa AN BOCNPOW3BELEHUS LeMCTBUTENIbHOCTM Cpa3y 0Ka3ano BO3AENCTBME Ha 06-
LLEeCTBO, BAUSIHWE KOMMNbIOTEPA €LLe NPeACcTOS/I0 OLEHUTD.

YTo MHTEpecHO, b366MaX No3anuMCcTBOBaN MAE UCMONb30BaHUS nepdoKapT ANS XpaHeHUs uHbop-
Mauuu y 6onee paHHero nporpammupyemoro yctpoiictea. MpumepHo B 1800 roay XXosed Mapu Xak-
Kap M306pen TKauKWii CTaHOK, KOTOPblA aBTOMaTMUYECKM YynpaBasacs 6yMaxHbiMu nepdokapTamu.

1 370 nepepaboTaHHas M 3HAUUTENLHO LOMOMHEHHAN BEPCUSA CTaTbK, BNiepBble HaneyaTaHHoi B NET.
CONDITION (ZKM / Zentrum fiir Kunst und Medientechnologie Karlsruhe), 1999.

2 Qtd. in: Newhall B. The History of Photography from 1839 to the Present Day. New York: The Museum
of Modern Art, 1964. P. 18.

3 Ibid.P. 17-22.
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Mapuatepesa Captopu (MT1anus)
NMPUHUNN TMOPABIUKN
MW NOCTOAHCTBA

sudeo

Beicmaska nabopamopuu medua-
uckyccmsa CYLAND «On My Ways,
YHusepcumem Ka-®ockapu, napasn-
J1e/IbHO ¢ 56-ii BeHeyuaHcKkol bueH-
Hane, Beneyus, Umanus, 2015

Mariateresa Sartori (Italy)

THE HYDRAULICS OR
CONSTANCY PRINCIPLE
video

CYLAND Media Art Lab

exhibition project “On My Way”,
Ca’ Foscari University, parallel

to the 56 Venice Biennale, Venice,
Italy, 2015

CaHapuH [Oiombe,

®dununn Jlamun (OGpaHuus)
GOGATSUBYO

sudeo

Kubepgpecm-9, MonodexHubili
obpazosamenbHbil yeHmp
Spmumaxa, CaHkm-llemepbype,
Poccus, 2015

Sandrine Deumier,

Philippe Lamy (France)
GOGATSUBYO

video

Cyfest 9, Youth Educational Centre
of the Hermitage Museum,

St. Petersburg, Russia, 2015
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I'pynna Pink Twins (DuHnsaHans)
DEFENESTRATOR

8uoeo

Kubepgpecm-6, kpeamusHoe
npocmpaHcmeo «Tkaqu,
Cavkm-llemepbype, Poccus, 2012

Pink Twins Group (Finland)
DEFENESTRATOR

video

Cyfest 6, Tkachi Creative Space,
St. Petersburg, Russia, 2012

DoxactuH Beppu (CLLA)
PUCYHKW ASCII
KOMNblomepHas 2paguka
Kubepgpecm-9, MIncmumym lMpamm,
Hbro-Hopk, CLLIA, 2016

Justin Berry (USA)

ASCII DRAWINGS

computer graphics

Cyfest 9, Pratt Institute,

New York, USA, 2016
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CTaHOK MCMONb30BaNCs ANS CO3A3HUS 3aMblCIOBATbIX GUIYPATUBHbIX M306paXkeHuMi, BKIOYAs nop-
TpeT camoro )Xakkapa. JTOT, Tak CKa3aTb, CNeLnann3npoBaHHbIin rpadmnyecknii KOMMNboTep BAOXHO-
Bun 6366uaxa B ero paboTe Hag aHaNIUTUYECKOW MALWMHOM, KOMMNbIOTEPOM OOLWEr0 HAa3HAYeHUs Ans
undpoBbix pacyeToB. Kak Bblpasunacb Apa JlaBnenc, «kaHanMTMyeckas MalnHa TkeT anrebpanyeckue
MHOXECTBA TaK e, Kak CTaHOK YXakkapa TKeT UBeTbl U nucTba»*. CTano 6biTb, NpOrpaMMupyeMoe
YCTPOMCTBO CMHTE3MPOBANO M306paXKeHUs faxe A0 TOro, Kak ero 3acTaBuiu obpabaTtbiBaTb Yucna.
MNcToprKM KOMNbIOTEPOB HE NPMUAAIOT 6ONbLLIOIO 3HAYEHUN CBA3U MeXAY TKaLKMUM CTaHKoM XKakkapa
M aHaNUTUYECKOM MaLUMHOVI, Bedb A9 HUX CUHTE3 M306pa)KEHMl7I n MaHunnynauum ¢ HUMKU — NUlllb
O[HO M3 TbICSY MPUNOXKEHWUI COBPEMEHHOTO LMGMPOBOro KOMMbOTEPA, HO A1 UCTOPUKA HOBbLIX Meauna
3Ta CBS3b MCMNOMIHEHA CMbICNA.

Hac He foNMXHO yaMBAATb, YTO 06e TPaekTopUM — pasBUTME COBPEMEHHbIX MeAMa U pa3BUTUE KOM-
NblOTEPOB — HAMETMAUCL MPUMEPHO B O4HO M TO e BpeMs. M MeanaMallmHbl, U BbIYUCAUTENbHbIE Ma-
WHHbI 6bINU COBEPLIEHHO HEOBX0AUMbI ANS HYHKLMOHMPOBAHUS COBPEMEHHbIX MACCOBbLIX 06LLECTB.
B0O3MOXHOCTb pacnpoCTPaHATb OAHMU U TE Xe TEKCTbI, U306PaXKeHUA U 3BYKM CPEAM MUNIMOHOB rpaXx-
DaH, rapaHTUpys TakuM 06pas3oM, UTO y HUX BYAYT O4HM U Te Xe uaeonormdeckue yoexaeHus, ooina
He MeHee BaXKHa, YEM BO3MOXHOCTb OTC/IEXMBATb UX 3aMUCKU O POXKAEHUM U TPYAOYCTPONCTBE, Me-
AMUMHCKME U nonuuenckue gocbe. @oTtorpadusa, dunbM, odpceTHas nedaTHaa MallMHa, pagmo 1 Tene-
BMEHME pellanu Nepeyto U3 3TUX 3a4a4, KOMMbloTepbl — BTOpyto. CpefcTBa MaccoBoi MHdOpMaLMm
1 06paboTKa AaHHbIX — JOMOJHSIOWME APYT ApYra TEXHONOMMKM MacCcoBOro obuiecTsa.

[onroe BpeMs nBe 3TW TpaeKTOpMM OCTaBaNMCb NnapannenbHbiMu. Ha npotsskeHnn XIX u B Havane
XX Beka bbln co34aHbl MHOTOUYUCIEHHbBIE MEXAHUYECKME U INeKTpuiYeckue Tabynatopbl U Kanbky-
naTopbl; OHM paboTanu Bce HbicTpee n npumeHanucb Bce 6onee wnpoko. OGHOBPEMEHHO C 3TUM
NPOMCXOAUT pacnpoCTpaHEHNe COBPEMEHHbIX Meana, YTO MO3BONSET XPaHUTb U306paxeHus, psabl
M306paXKeHWi, 3BYKN M TEKCTbI HA pa3HbIX MaTepuanbHbix HocuTenax (otorpaduyeckas naacTuHa,
¢doTonneHka, rpaMMOdOHHAs NAAaCTUHKA U T. M.).

Mpoaomknm oTcnexusaTb 3Ty o6yt uctoputo. CoBpeMeHHble Meana CAeNnanu ele oOAMH Wwar Bre-
pen B 1890-e roabl, koraa HenoABMXHble GOTOCHUMKM BblNM NpUBeAEHbI B ABUXeHUe. B npeabiny-
Wwue u nocneaytolme gecatunetns 6oinm paspaboTaHbl MHOTME ApYyrue TEXHONOTUU COBPEMEHHbIX
Meama: cTana BO3MOXHOWM 3amMMCb HEMOABWMXHbBIX M306paxkeHnii BUAMMON AencTBUTeNbHOCTH (do-
Torpadums) u 3BykoB (PpoHorpad), a Takxe nepenaya U3obpaxeHuit U 3BYKOB B peasibHOM BpEMEHMU
(TeneBunpeHue, dakc, TenedoH u panmo). Tem He MeHee, NosiBNeHMe KMHemaTorpada BneyaTanno ny-
611Ky ropasfo cunbHee, yem ntoboe 13 3Tux nsobpeteHuit. CobbiThe, KOTOPOE Mbl MOMHUM U Npa3fa-
HyeM, npousowno B 1895 roay, a He B 1875-M (nepBble TeNeBU3UOHHbIE 3KCMepUMeHTbl Kapu) nau,
ckaxeM, 1907-m (u3o06peTtenune dakca). Hac gBHo Gonblie BneyatnseT (BO BCAKOM Cnyyae, Bnevat-
nana fo HeAaBHUX NOp, 4O MHTEPHeTa) CNoCOBHOCTb COBPEMEHHbIX Mena 3anucbiBaTb NPOSBAEHUS
OLLYTUMOW AENCTBUTENBHOCTH, @ 3aTEM, UCMONb3YS 3TU 3aNUCU, UMUTUPOBATb €€ A5 HALUX YYBCTB,
4yeM BO3MOXHOCTb KOMMYHMKaLUMUK B peanbHOM BpeMeHu. Ecnn 6bl Ham npeanoxunm Boibop — oka-
3aTbCs Cpeau nepsbix 3puTeneit 6patbes JlloMbep MM cpeamn nepebixX NoAb3oBaTenei TenedoHa, Mol
Bbi6panu 6bl KWHO. 3TO, KOHEYHO, CBA3aHO C TEM, YTO HOBbIE BO3MOXHOCTM 3anNnCK NPUBENMN K Pa3Bu-
TUIO MCKYCCTBA HOBbIX MeaMa B KyAa bonblueit CTeNeHn, YeM KOMMYHUKALMS B peanbHOM BpEMEHMU.
ToT haKT, YTO NPOSBNEHUS OLYTUMOMN OEACTBMTENBHOCTM MOTYT BbiTb 3aMMUCaHbl M YTO 3TW 3aMUCH

4 Eames C. A Computer Perspective: Background to the Computer Age. Cambridge, Mass.:
Harvard University Press, 1990. P. 18.
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MOryT 6biTb 06beMHEHbI, BUAOU3MEHEHBI U 06paboTaHbl — C/0BOM, OTpPeAaKTUPOBaHbI, — caenan
BO3MOXHbIM pa3BUTME HOBbIX MCKYCCTB, KOTOPblE CTanu rocnoacTeywWwMMM B XX Beke. HecMoTps
Ha YyNOpHble 3KCNEPUMEHTbI XYA0XXHUKOB aBaHrapna ¢ CoepeMeHHbIMU TEXHONOMMAMN KOMMYHUKaA-
LUuu B peanbHoM BpemeHu — paano B 1920-e, suaeo B 1970-e, nHtepHet B 1990-e, — BO3MOXHOCTb
KOMMYHULMPOBATb HA PaCcCTOSHUM B peasibHOM BPEMEHM, KAXXEeTCs, caMa no cebe He NOpOAKNA HOBbIX
3CTETMYECKMX NPUHLUMNOB, KaK cAesiann KUHO Uin MaFHMTOd)OHHaFI 3anucek.

B anBape 1893 roga nepsas KuHocTyaus — «4epHas Mapusa» 3aucoHa — ctana Bbinyckatb 20-ceKyHA-
Hble POJIMKMK AJ1s MOKA3a B CreumanbHbiXx KabUHax KMHeTockonoB. [1Ba roga cnycts 6paTbs JlloMbep
NpOAEMOHCTPUpPOBanu CBoi «CuHemMaTorpads», annapar A/1s 3an1Mcu U BOCNPOU3BEAEHUS ABUXKYLLETO-
€ U306paxkeHns, CHayana yyeHolM, a MoToM, B Aekabpe 1895-ro, nybnvke 3a AeHbru. B TeyeHune rona
3Ty MallMHY HOBbIX Meauna yBuaenu xutenu Moxannecbypra, bombes, Puo-ne-Xaneiipo, Mens6ypHa,
Mexuko u Ocaku, 1 BCOAY €€ Counm HeoTpasnMoit®, MocTeneHHo CLEHbI CTAHOBUIUCH AJIMHHEE, @ MO-
[leNMpoBaHue peanbHOCTU Nepes KaMepoi 1 NocneayoWwmnii MOHTax ee 06pa3uoB — Bce 6onee u 60-
nee 3aMblcnoBaTbiMU. KoNnMyecTBO KOMUI pOCO; OHU OTCbiNanuch B Ynkaro u KanbkyTTy, JIoHAOH
n MNetepbypr, TokMo u bepnvH — 1 B ThiCAUM ManeHbKUX ropoAkoB. KUHOKaapbl yTewanu 3putenen,
CTPACcTHO XenaBlnx cbexatb OT AeACTBUTENbHOCTU — TOU AEWCTBUTENbHOCTU, C KOTOPOW Gonblue
He Morna aflekKBaTHO CNpaBasTbCs UX COBCTBEHHAs cucTeMa oT6opa M 06paboTKM faHHbIX (TO eCTb
Mo3r). bercTeBo B paccnabnsiowyo TEMHOTY KUHOTEATPOB CTano 06bIYHBIM CNOCOGOM BbIXXMBaAHUS LN
NoJeli B COBPEMEHHOM 06LecTBe.

1890-e roabl — KNYEBOE AecaTuNeTMe AN pa3BUTUS HE TONbKO MeAuMa, HO U BblYMCNEeHUIH. Mo3r
OTLEeNbHOro YenoBeka Obln OWENOMNEH KOAMYeCcTBOM MHGOpPMAuUMKM, KOTOPYK cnepoBano ob6-
paboTaTb, — M TO e CaMOe MOXHO CKa3aTb O KOPNopaLMaxX U roCyaapCTBEHHbIX Y4YpeXAeHUsX.
B 1887 ropy biopo no nepenucu Hacenenusa CLUA Bce ewe ocMbicnsno pesynbtatel nepenucu 1880
ropa. OpgHako ana cnepytower nepenvcu B 1890-m 610po B39710 Ha BOOPYXXEHME INEKTPUYECKYIO
Tabynupylowyto cucteMy, nsobpeteHHyo fepmaHom XonneputoMm. [laHHble, NONYYEHHbIE OT Hace-
NeHuns, 3aHoCcuAnCh Ha nepdokapTbl; 46 804 nepenncumkos 3anonHuAun dopmel gna 62 979 766
yenosek. Tabynatop Xonneputa OTKpbI ABEPb ANS UCMONb30BAHUS KanbKynsaTOpoB B OU3Hece;
B TEYeHWe CNefylolero AecsaTUneTus anekTpuyeckue Tabynatopsl CcTanu CTaHAapTHbIM obopy-
[LOBaHWEM CTPaxOBbIX KOMMaHWW, KOMMYHaNlbHbIX MPeAnpUaTUIA, XenesHbiX aopor u byxrante-
puit. B 1911 ropy komnanua Xonneputa TMC (Tabulating Machine Company) obbeamHunace c Tpe-
M$ Apyrumu, u obpasosanacb komnaHus CTR (Computing-Tabulating-Recording Company); B 1914
rogy Tomac [OxoH YoTcoH 6bin u3bpaH ee aupekTopoM. Yepes pecatb net 6M3HEC BbIpOC BTpOe,
1 YOTCOH NnepeMMeHOoBaN KOMNaHUio B MexayHapoAHY0 KOpNopaLmio CHETHO-KOHTOPCKMX MalUUH
(International Business Machines Corporation) nnu IBMS,

Tenepb nepemectumcs B 1936 rop, korga 6putaHckuii MatemaTuk AnaH TblOpUHT NpuBen B CBOEN
BaXHelwen crtatbe «O BbIYMCAMMBIX YMCNAX» TEOpPETUYECKOE OMMCaHMe KOMMbloTepa obuero Ha-
3HayeHus, KOTOPbIV BNOCNEACTBUM Obll HAa3BaH YHUMBEpPCasbHOM MalMHOW TblopUHra. 3Ta MaLKHa,
CnocobHas BbIMOMHATL BCErO YeTblpe onepauuu, Morna, TeM He MeHee, OCyWecTBUTbL Nbol pac-
yeT, NPOM3BOAMMBIN YENIOBEKOM, @ TakXKe UMUTMPOBATL Nt0boe Apyroe cyeTHOE YCTPOMCTBO. Mawu-
Ha GYHKUMOHMPOBANA NYTEM CYMTbIBAHUA YnCen ¢ BECKOHEYHOM NIEHTbI U 3aNUCbIBaHKUS X 0BpaTHO.

5 Bordwell D., Thompson K. Film Art: An Introduction. New York: The McGraw-Hill Companies, 1997. P. 15.
6  Eames C. A Computer Perspective: Background to the Computer Age. Cambridge, Mass.: Harvard University
Press, 1990. P. 22-27,46-51, 90-91.
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Anekceii l'paves (Poccus)
4YYBCTBO MEPbI

uHcmannayus

Kubepgpecm-8, Kiinstlerhaus
Bethanien, bepauH, lepmanus, 2014

Alexey Grachev (Russia)

SENSE OF PROPORTION
installation

Cyfest 8, Kiinstlerhaus Bethanien,
Berlin, Germany, 2014
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Mutep Matuen (CLUA)
MPOCbBA

UHMepakmueHas
MeoduauHcmannayus
Kubepgpecm-9, Uncmumym
Mpamm, Heto-Hopk, CLUIA, 2016

Peter Patchen (USA)

THE REQUEST

interactive media installation
Cyfest 9, Pratt Institute,

New York, USA, 2016
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Ha kaxaoM 3Tane neHTa NpoABMranach Bnepes Ang nonyyeHus cienyowein KOMaHabl, CYHUTbIBAHUS
[aHHbIX UMK 3anucuK pesynbrata. Ee aMarpamMma Ha yauMBneHWe HanoMuHaeT kKuHonpoekTop. CoBna-
NeHue nu 31o?

Ecnu BepuTb CnoBy «kMHeMaTorpacg», YTo 03HaYaeT «3anNUCh ABUXKEHUS®, CYLLHOCTbI0 KMHEMATOrpa-
bun 9BNAETCA 3anucb M XpaHeHWe BMAMMbIX AAHHbIX B MaTepuanbHoi dopme. KnHokamepa 3anu-
CblBaeT AAHHbIE HA NNEHKY; KMHOMPOEKTOP MX CYMTbIBAET. ITOT KMHEMATMUYECKUI annapaT noaobex
KOMMbIOTEPY B OAHOM K/IOYEBOM acrnekTe: KOMMbIOTEPHbIE MPOrpaMMbl M AaHHbIe TOXE OOMXKHbI
XPaHWUTBCS HA KaKOM-TO HocuTene. Mo3ToMy YHMBepcanbHas MawuHa TblopuHra v BbITAAMT Kak KM-
HOMpoeKTop. OTO CBOEro poAa KMHOKaMepa M KMHOMPOEKTOP OLHOBPEMEHHO: MalMHA CYMTbIBAET
MHCTPYKUMU U AaHHble, XpaHALMecs Ha GeCKOHeYHOM NIeHTe, U 3anMCbiBaeT UX Ha APYroM yuyacTke
3TOM NeHTbl. B cywHocTH, paspaboTka NoAXoAsWEero MHGOPMALMOHHOIO HOCUTENS U METOAA KOLM-
pOBaHMA AAHHbIX — BaXHas 4acTb NPeabICTOPUM U KMHEMaTorpada, U KOMMNboTepoB. Kak u3BecTHo,
usobperatenn kKuHematorpada B KOHEYHOM UTOre OCTaHOBMIMCb Ha MCMONb30BAHWUMU OUCKPETHbBIX
n306paxkeHnin, 3aNMCcaHHbIX Ha LENNYNOMAHYIO NNEHKY; u306peTaTeny KoMnbioTepa, KOTOPOMyY Tpe-
6yeTcs ropasno 60/blas CKOPOCTb JOCTYNA, @ TaKXKE BO3MOXHOCTb 6bICTPO CUMTLIBATL M 3aNMCbIBATb
MHGbOPMaLMIO, NPULY K INEKTPOHHOMY XPaHEHUIO faHHbIX B GUHApHOM Koze.

B Tom xe 1936 roay aBe TpaekTopuu ewe bonbwe c6AM3MAUCL. HaumHasa ¢ 3Toro roga v B Te4eHue
Bcel BTopoit MMpoBOIt BOMHBI MONOAON HeEMeLKUI uHxeHep KoHpapa Lly3e 3aHnMancs cos3naHmvem
KOMMbOTEPA B FTOCTUHOM KBapTUpbl CBOMX poauTenei B bepnunHe. Komnbiotep Lly3e ctan nepsbiM
paboTatolwmM LmudpoBbIM KOMNbloTepoM. OAHa U3 ero MHHOBALMIA — MPOrpaMMHbIA KOHTPOJb MpK
nomoln nepdoprpoBaHHON NeHTol. JleHTa, KoTopyto ucnonb3losan Llyse, Ha caMom gene Bbina cnu-
CaHHOM KMHonneHkol 35 MM’ Kak 1 nto6oit apyroi npeaMeT MacCoOBOro Npou3BOACTBA B NPOMbILL-
NEHHYI0 3MOXY, KMHOMJIEHKA HepeaKo monajana B oTOpockl, HakananBanacb B MyCOpHbIX Bakax
BO ABOpax KMHOCTYAUN. Bo3MOXHO, MMeHHO Tam KoHpag Llyse u Hawen matepuan, Heob6xoanMbli
ans ero pabortbl.

Ha oaHOM M3 yueneBWKWX KYCKOB 3TOM MNEHKWM €CTb OGUHApPHbIN KOA, NepPOpUPOBaHHbIA HA HEKUX
Kaapax CbeMKM B UHTepbepe. TuNMuyHas cueHa U3 KMHodunbMa — ABa YenoBeka B KOMHaTe 3a Ka-
KUM-TO 3aHATMEM — CTAHOBWUTCS OCHOBOM A9 PSAAa KOMMNbHOTEPHbIX KOMaHA. KakuM 6bl CMbICIOM
UK 3MOUMEN HM Oblfia HamoNHEHA CLEHA, BCE 3TO CTEPTO HOBOM PYHKLMEN NNEHKM KaK HOCUTens
[LaHHbIX. [pUTa3aHMe COBpPEMEHHbIX MeiMa Ha CO34aHME UMUTALUKU OLYTUMOW PeanbHOCTM Noao6-
HbIM e 06pa30oM OTMEHSEeTCs; Mena CBOAATCS K CBOEMY MCXOAHOMY NpefHa3HaYeHUD HocuTenei
UHPopMauumn — He Bonee Toro. B TexHonorMyeckoM pemeike 3a1MNoOBa KOMMIEKCa CbiH ybuBaeT CBO-
ero otua. KaHoHWueckuii ko KuHemaTorpada bpakyeTtcs B nonb3y 6onee 3¢pPeKTUBHOro 6UHApHOro.
KnHnemaTtorpad ctaHoBuTCa pabom KoMnbloTepa.

Ho Ha 3TOM MCTOpUS He 3aKaH4YMBAETCS. Y Halel UCTOPUM eCTb HOBbIM CHOXKETHbIM MOBOPOT — Ha Cel
pa3 cyactnuebli. MneHka Lly3e c ee cTpaHHbIM HanoxeHneM BMHAPHOIO KoAa Ha KOA KAHOHUYECKUM
npeaBoCXMLWAeT KOHBEPreHLUMIo, HauaBLLYCs Yepes nongeka. [1Be oTaeNnbHble UCTOPUYECKME TPaeK-
TOpWM HaKoHeL nepecekatTcs. Meauna u komnbloTep — parepotun arepa u aHanaMTUYeCKas MawmHa
b3661pxa, «CuHemaTorpad» JlloMbepoB 1 Tabynatop Xonneputa — CAMBAKOTCA B 0AHO. Bce cyue-
CTBYHOLME MeAMa NePeBOAATCS HA A3blK LMMPOBbLIX AaHHbIX, LOCTYMHbIX AN KOMMbOTEpoB. Pe3ynb-

7 Eames C. A Computer Perspective: Background to the Computer Age. Cambridge, Mass.: Harvard University
Press, 1990. P. 120.
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TaT: rpadmka, ABMXYLLIMECS M306paxXeHUs, 3BYKKU, GOPMbI, NPOGENbLI U TEKCTbI TEMNEPL UCUUCISIEMDI,
3TO NPOCTO HAbOPbI KOMMBIOTEPHBIX AaHHbIX. MHbIMKM CNOBaMu, MefiMa CTAaHOBSTCA HOBbIMU Meaua.

Takoe nepece4yeHmne MeHdeT NMUO U MeOAMa, U KOMNbKOTEPA. KOMI'IbIOTep BeAb Y& He NPOCTO KaJib-
KYynaTop, MEXaHU3M ynpaBneHna nuan KOMMyHUKaLMOHHOEe yCTpOVICTBO — OH CTaHOBUTCA Meananpo-
ueccopom. PaHbwe KOMMNbKOTEP YMEeN CYUTbIBATL pPAL, Ll,l/ld)p, BblAaBas CTAaTUCTUYECKMUI pe3ynbtat nunu
TPaeKTOpUIO noneTa nynu. CeMyac oH yMeeT CYMUTbIBATb NUKCENbHbIE BEJIMYMNHDI, pA3MbIBATb M306pa-
XeHne, KOppeKTUpoBaTb €ro KOHTPAaCTHOCTb MIN NPOBEPATb, HE COAEPXUT KM OHO B cebe KOHTYp
npegmeTa. OCHOBbIBAACb Ha 3TUX onepaynax HM3KOro ypoBHg, OH MOXET BbINONHATb U 6onee ambu-
LMO3HbIE 33434M: UCKATb B Gasze M306pa)KeHI/1ﬂ, no KOMNo3numm mnn no coaepXxXaHnk HanoMMHato-
wune 06[)33€Ll,; OTCNeXnBaTb CMEHY KaapoB B (bl/I.ﬂbMe; CUHTE3MPOBATb Kaapbl BKyne C AeKopaunamm
N aKTeEpPaMU. KOMI'IbIOTep BEPHYNCA K CBOMM UCTOKAMI 3TO YXKE HE aHa/IMTUYeCKaa MallnHa, npurogHasa
NINWb ONng nepeManbiBaHns Ll.l/lde, a CTaHOK )KaKKapa — CHMHTE3aTOop M MAaHUNYyNATOp MeAMa.

HOW MEDIA BECAME NEW

FROM THE ARTICLE “NEW MEDIA: A USER’S GUIDE”

Lev Manovich (New York, USA)

specialist in new media theory,

professor at the Graduate Center of City University of New York,
head of the Cultural Analytics Lab

On August 19, 1839, the Palace of the Institute in Paris was crowded with curious Parisians who
came to hear the formal description of the new reproduction process invented by Louis Daguerre.
Daguerre, already well-known for his Diorama, called the new process daguerreotype!. According
to a contemporary, “a few days later, opticians’ shops were crowded with amateurs panting for
daguerreotype apparatus, and everywhere cameras were trained on buildings. Everyone wanted to
record the view from his window, and people were lucky who at their first attempt got a silhouette
of roof tops against the sky.?” The media frenzy began. Within five months more than thirty different
descriptions of the techniques were published all around the world: Barcelona, Edinburg, Halle,
Naples, Philadelphia, Saint Petersburg and Stockholm. At first, daguerreotypes of architecture and
landscapes dominated the public’s imagination; two years later, after various technical improvements
to the process, portrait galleries were opened everywhere — and everybody rushed to have their
picture taken by the new media machine®.

In 1833 Charles Babbage started the design for a device he called the Analytical Engine. The Engine
contained most of the key features of the modern digital computer. The punch cards were used to

1 This is a revised and substantially expanded version of the article first published in NET.CONDITION (ZKM /
Zentrum fer Kunst und Medientechnologie Karlsruhe), 1999.

2 Qtd. in Beumont Newhall, The History of Photography from 1839 to the Present Day. Revised and Enlarged
Edition, fourth edition (New York: The Museum of Modern Art, 1964), 18.

3 Newhall, The History of Photography, 17-22.
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The Made in NY Media Center,
New York, USA, 2014; Luda Gallery,
St. Petersburg, Russia, 2014
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enter both data and instructions. This information was stored in the Engine’s memory. A processing
unit, which Babbage referred to as a “mill,” performed operations on the data and wrote the results
to memory; the final results were to be printed out on a printer. The Engine was designed to be
capable of doing any mathematical operation; not only would it follow the program fed into it by
cards, but it would also decide which instructions to execute next, based upon intermediate results.
Babbage designed the hardware while Ada Augusta, the Countess of Lovelace and the daughter of
Lord Byron was busy writing the software for the Engine. However, in contrast to the daguerreotype,
not even a single copy of the Engine was completed. So while the invention of this modern media
tool for the reproduction of reality impacted society right away, the impact of the computer was yet
to be measured.

Interestingly, Babbage borrowed the idea of using punch cards to store information from an earlier
programmed machine. Around 1800, J.M. Jacquard invented a loom which was automatically
controlled by punched paper cards. The loom was used to weave intricate figurative images, including
Jacquard’s portrait. This specialized graphics computer, so to speak, inspired Babbage in his work on
the Analytical Engine, a general computer for numerical calculations. As Ada Augusta, Babbage’s
supporter and the first computer programmer, put it, “the Analytical Engine weaves algebraical
patterns just as the Jacquard loom weaves flowers and leaves.*” Thus, a programmed machine was
already synthesizing images even before it was put to process numbers. The connection between
the Jacquard loom and the Analytical Engine is not something historians of computers make much
of, since for them image synthesis and manipulation represent just one application of the modern
digital computer among thousands of others; but for a historian of new media it is full of significance.

We should not be surprised that both trajectories — the development of modern media, and the
development of computers — begin around the same time. Both media machines and computing
machines were absolutely necessary for the functioning of modern mass societies. The ability to
disseminate the same texts, images and sounds to millions of citizens, thus assuring that they will
have the same ideological beliefs, was as essential as the ability to keep track of their birth records,
employment records, medical records, and police records. Photography, film, the offset printing press,
radio and television made the former possible, while computers made possible the latter. Mass media
and data processing are the complementary technologies of a mass society.

For a long time the two trajectories developed in parallel without ever crossing paths. Throughout
the nineteenth and the early twentieth century, numerous mechanical and electrical tabulators and
calculators were developed; they gradually got faster and their use became more wide spread. In
parallel, we witness the rise of modern media which allows the storage of images, image sequences,
sounds and text in different material forms: a photographic plate, film stock, a gramophone record, etc.

Let us continue tracing this joint history. In the 1890s modern media took another step forward as
still photographs were put in motion. In the preceding decades, and the decade that immediately
followed the 1890s, most other modern media machines were developed, enabling the recording
of still images of visible reality (photography) and of sound (the phonograph), as well as real-time
transmission of images and sound (television, the fax, telephone and radio). Yet, more than any
of these other inventions, it was the introduction of cinema which impressed itself most strongly

4 Charles Eames, A Computer Perspective: Background To The Computer Age, 1990 edition (Cambridge, Mass.:
Harvard University Press, 1990), 18.
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on public memory. The year which we remember and celebrate is 1895; it is not 1875 (the first
television experiments of Carey) or 1907 (the introduction of the fax). Clearly, we are more impressed
(or at least, we were until recently, until the Net) with modern media’s ability to record aspects of
sensual reality and then use these recordings to simulate it for our senses, than with its real-time
communication aspect. If we had a choice to be among the Lumiures’ first audience or among the
first users of the telephone, we would choose the former. This of course is not unrelated to the fact
that the new recording abilities led to the development of new media arts in the way that real-time
communication did not. The fact that aspects of sensible reality can be recorded and that these
recordings can be later combined, re-shaped and manipulated — in short, edited — made possible
the new arts which were soon to dominate the twentieth century. Despite persistent experiments
of avant-garde artists with modern technologies of real-time communication — radio in the 1920s,
video in the 1970s, the Internet in the 1990s — the ability to communicate over a physical distance
in real-time by itself did not seem to inspire fundamentally new aesthetic principles the way film or
tape recording did.

In January of 1893, the first movie studio — Edison’s “Black Maria” — started producing twenty
seconds shorts which were shown in special Kinetoscope parlors. Two years later the Lumiure
brothers showed their new Ciniimatographie camera/projection hybrid first to a scientific audience,
and, later, in December of 1895, to the paying public. Within a year, the audiences in Johannesburg,
Bombay, Rio de Janeiro, Melbourne, Mexico City, and Osaka were subjected to the new media machine,
and they found it irresistible®. Gradually the scenes grew longer, the staging of reality before the
camera and the subsequent editing of its samples became more intricate, and the copies multiplied.
They would be sent to Chicago and Calcutta, to London and St. Petersburg, to Tokyo and Berlin, and
thousands and thousands of smaller places. Film images would sooth movie audiences, who were too
eager to escape the reality outside, the reality which no longer could be adequately handled by their
own sampling and data processing systems (i.e., their brains). Periodic trips into the dark relaxation
chambers of movie theaters became a routine survival technique for the subjects of modern society.

The 1890s was a crucial decade, not only for the development of media, but also for computing.
If individuals’ brains were overwhelmed by the amounts of information they had to process, the same
was true of corporations and of government. In 1887, the U.S. Census office was still interpreting
the figures from the 1880 census. For the next 1890 census, the Census Office adopted electric
tabulating machines designed by Herman Hollerith. The data collected for every person was
punched into cards; 46,804 enumerators completed forms for a total population of 62,979,766. The
Hollerith tabulator opened the door for the adoption of calculating machines by business; during the
next decade electric tabulators became standard equipment in insurance companies, public utilities
companies, railroads and accounting departments. In 1911, Hollerith’s Tabulating Machine company
was merged with three other companies to form the Computing-Tabulating-Recording Company;
in 1914 Thomas J. Watson was chosen as its head. Ten years later its business tripled and Watson
renamed the company the International Business Machines Corporation, or IBM®.

We are now in the new century. The year is 1936. In this year the British mathematician Alan Turing
wrote a seminal paper entitled “On Computable Numbers.” In it he provided a theoretical description

5 David Bordwell and Kristin Thompson, Film Art: An Introduction, fifth edition (New York: The McGraw-Hill
Companies), 15.
6  Eames, A Computer Perspective, 22-27, 46-51, 90-91.
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of a general-purpose computer later named after its inventor: the Universal Turing Machine. Even
though it was only capable of four operations, the machine could perform any calculation that could
be done by a human and could also imitate any other computing machine. The machine operated
by reading and writing numbers on an endless tape. At every step the tape would be advanced to
retrieve the next command, to read the data or to write the result. Its diagram looks suspiciously like
a film projector. Is this a coincidence?

If we believe the word cinematograph, which means “writing movement,” the essence of cinema
is recording and storing visible data in a material form. A film camera records data on film; a film
projector reads it off. This cinematic apparatus is similar to a computer in one key respect: a computer’s
program and data also have to be stored in some medium. This is why the Universal Turing Machine
looks like a film projector. It is a kind of film camera and film projector in one: reading instructions and
data stored on endless tape and writing them in other locations on this tape. In fact, the development
of a suitable storage medium and a method for coding data represent important parts of both cinema
and computer pre-histories. As we know, the inventors of cinema eventually settled on using discrete
images recorded on a strip of celluloid; the inventors of a computer — which needed much greater
speed of access as well as the ability to quickly read and write data — came to store it electronically
in binary code.

In the same year, 1936, the two trajectories came even closer together. Starting this year, and
continuing into the Second World War, German engineer Konrad Zuse had been building a computer
in the living room of his parents’ apartment in Berlin. Zuse’s computer was the first working digital
computer. One of his innovations was program control by punched tape. The tape Zuse used was
actually discarded 35 mm movie film’. Like every other mass produced object of the industrial age,
film copies would often end up as waste, pilling up in trash cans outside of movie studios. It was
probably there that the young German engineer Konrad Zuse found material essential for his new
invention.

One of these surviving pieces of this film shows binary code punched over the original frames of an
interior shot. A typical movie scene — two people in a room involved in some action - becomes a
support for a set of computer commands. Whatever meaning and emotion was contained in this movie
scene has been wiped out by its new function as a data carrier. The pretense of modern media to
create a simulation of sensible reality is similarly cancelled; media is reduced to its original condition
as information carrier, nothing less, nothing more. In a technological remake of the Oedipal complex,
a son murders his father. The iconic code of cinema is discarded in favor of the more efficient binary
one. Cinema becomes a slave to the computer.

But this is not yet the end of the story. Our story has a new twist — a happy one. Zuse’s film, with
its strange superimposition of the binary code over the iconic code, anticipates the convergence
which gets underway half a century later. The two separate historical trajectories finally meet.
Media and computer — Daguerre’s daguerreotype and Babbage’s Analytical Engine, the Lumiure
Cinimatographie and Hollerith’s tabulator — merge into one. All existing media are translated into
numerical data accessible for computers. The result: graphics, moving images, sounds, shapes, spaces
and text become computable, i.e. simply another set of computer data. In short, media becomes new
media.

7 Eames, A Computer Perspective, 120.
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This meeting changes both the identity of media and of the computer itself. No longer just a calculator,
a control mechanism or a communication device, a computer becomes a media processor. Before the
computer could read a row of numbers outputting a statistical result or a gun trajectory. Now it can
read pixel values, blurring the image, adjusting its contrast or checking whether it contains an outline
of an object. Building upon these lower-level operations, it can also perform more ambitious ones:
searching image databases for images similar in composition or content to an input image; detecting
shot changes in a movie; or synthesizing the movie shot itself, complete with the setting and the
actors. In a historical loop, the computer returned to its origins. No longer just an Analytical Engine,
suitable only for crunching numbers, the computer became Jacquard’s loom — a media synthesizer
and manipulator.
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O COXPAHEHUMU
LMOPOBOIo UCKYCCTBA

Hatanbs Konoaseii (Hoio-Mopk, CLUA)
KOJIeKYUOHeEp, Kypamop, uckyccmeogeo,
coyypedumens ¢oHda Kolodzei Art Foundation

Llndposble, KOMNbIOTEPHbIE, UHTEPHETHbBIE U MYNbTUMEAMUIAHbIE POPMbl MCKYCCTBA — OT apT-NpoekK-
ToB Ha CD-ROM po HeT-apTa — CYLWeCTBYHOT Ha MPOTSXKEHUM MHOTUX JIET U TEMEPb YXXe NPOHUKAKT
B MEWHCTPUM MMpA MCKYCCTBA. TakuMe BaXKHble BbICTaBKW, Kak bueHHane Yutuu (Whitney Biennial),
BKAOYaT undposbie pabotel ¢ 2000 ropa; BO MHOTMX aMepUKAHCKMX YHMBepcuTeTax dakynbre-
Tbl UICTOPUM UCKYCCTBA OTWAMGOBLIBAKOT NPOrpaMmbl N0 MeAMaapTy; NOABASOTCS Yy4eOHUKM U ny-
6n11Kauum No LMMPOBOMY UCKYCCTBY; MHOXATCH KOHDEPEHLMH, NOCBSLLEHHbIE B3aUMOOTHOLIEHUSIM
MCKYCCTBA M TEXHONOTMUIA, U MOCTENEHHO MY3EM U YaCTHbIE KONJIEKLMOHEPBI HAYMHAKT NpuobpeTaTb
undpoBble NpoM3BeLEHUS B CBOU COOpaHuMA.

Kak cobupatb 3TM AMHamuueckue, 3dpemMepHble, Xpynkue W ys3BuMble paboTbl, Hasupyowmecs
Ha UMGbPOBbIX TEXHONOMMUAX B TBOPYECKUX WMIM IKCMO3ULMOHHbIX npoueccax? Kak Hawa Bce 6onee
umMbpoBas LMBMNM3ALMS COXPAHUTCS AN NOCAeAYOWMX NOKONEHUIA? Ayano- U BUAEOKACCeTbl pas-
MarHM4YMBaOTCS; KOMNAKT-AUCKM PACcCauMBaOTCA; MHTEPHET-CCbIIKM HA CaiTbl nepecTatT paboTaTh.
MoMuMO NOTPe6HOCTU B NPEBOCXOAHBIX TEXHONOFMYECKMX YCTPOMCTBAX eCTb TakKe Heobxo0aAMMOCTb
B CaMOM MpOrpaMMHOM o6ecneyeHnn U yCTPOMCTBAX, Ha KOTOPbIX OHO MOXEeT ObITb MCMO/b30BaHO.
MHorne cTpaTernm CoxpaHeHus LMGPOBOKA MHHOPMALMKM ONUPAKOTCA HA OAMH (MK Gonee) U3 Tpex
OCHOBHbIX NMOAXOAO0B: CTAaTUYECKOE COXPAHEHUE, MUTpaLMs U IMynsaums. OfHaKo, faxe KOMOUHMPYs
MOAXO0Zbl, CIOKHO HaiTK 6BanaHc 1 paccTaBUTb NPUOPUTETHI MEX Y TEXHUYECKMMU XapaKTePUCTUKA-
MU 1 BU3YyasbHbIMU U30BPAKEHUSIMU, YTO MOXKET CTaTb MPUUMHOM HEJOMYCTUMBIX NOTEPb, KOTAA AENO
KacaeTcsl MyNbTUMeLUMHOTO LMGbPOBOro NPOU3BEAEHUS UCKYCCTBA.

Mpu coxpaHeHMMU U NOBTOPHOM 3KCMOHUPOBAHMM LMD POBOro UCKYCCTBA BO MHOTUX C1yHasX Mbl LOJXK-
Hbl YYUTbIBATb MHOOPMALMOHHbIM aCNeKT Npou3BeaeHus, a He ero pusndeckyto 06on04ky. Mockonb-
KY HUKAKOr0 MOHONIMTHOIO 06beKTa A9 KONNEKLMOHUPOBAHMS 3a4aCTyH HET, BaXKHO COXPaHUTb Kak
MOXHO 60nblle UCXOAHbIX apTedakTOB BMeCTe C MCXOAHOM AOKYMEHTAUMEN, a TakxXKe UCXOAHbIMU
UHCTPYKLMAMM XYO0XKHMKA, YTOObI 3aPUKCUMPOBATb CTPYKTYpPY paboTbl. 3TO NO3BOAMUT CO3aaTb NaaT-
(bopMbI AN18 IKCMOHUPOBAHUS, BOCCO3AaHMA U UHTEprpeTaLmu Npon3BeaeHU.

MpenocTaBNATb KOHTEKCT — OfHA M3 BaXHEWLWMX MUCCUI BCEX XYLOXECTBEHHbIX My3eeB. [lng umd-
pPOBOr0 UCKYCCTBA KOHTEKCT — 3TO Yalle BCEro COXpaHeHWe AOKyMeHTauuu ob onpeaeneHHon pa-
6oTe nntoc co3gaHve obpasoBaTesbHbIX M HAYUYHbIX MaTepuanos, obneryarlmx ee NMOHUMaHUeE.
KoHTekcT obecneunBaeT CBSA3b MeXAY NPOU3BEAEHUEM U OKpYKatoLlen cpenoi. KOHTekcT ocobeHHo
BaXEH MpPU COXPaHEHUMN 3eMepPHbIX UM UHTEPAKTUBHbIX paboT — Takux, Kak undposble. Lindpo-
BOMY MCKYCCTBY KOHTEKCT HEOOXOAMM M Ha YeNoBeYEeCKOM, U Ha TEXHMYECKOM ypoBHe. Liudposoe
MCKYCCTBO HepenKo MpeAcTaB/eHO B AMHAMUUYECKOMW, CETEBOM TEXHUYECKOM U COLMaNnbHOW cpeae,
KOTOpasi MOXeT BK/1I0YaTb B3aMMOOTHOLIEHUS Ye/IOBEKA U MaLUUHbI, YeI0BEKA U YeN0BEKa, MaLUUHbI
M MawwuHbl. TakuM 06pasoM, Npu KONNeKLMOHUPOBAHUM NPOU3BEaEHUI LMGDPOBOro UCKYCCTBA He-
06X0AMMO 3340KYMEHTUMPOBATb OKPYXKAILWY cpeay, 4Tobbl NO3BOAUTL ByAyLIMM 3puUTEnsaM nydlle
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MOHATb caMy paboTy. Bo MHOrMx cnyyasx okpyxawwas cpena Hanpsmyl BAWSET Ha BU3yasbHoe
npossnieHue u noseaeHne paboTbl. M BaXKHO MOHUMATb, YTO Mbl B COCTOSIHUM COXPAHUTL He BCe Npo-
“3BeAeHue, a nLb ONpeAeNeHHbIe ero rpaHu.

Kolodzei Art Foundation paa cnocob6cTBOBaTh ANANOry BOKpPYr LMGPOBOro MCKyccTBa, cobupas umnd-
poBble paboTbl U NPeACcTaBAsAs UX B MHOTOYMCIEHHbBIX BbICTABOYHbIX MPOEKTaxX U NporpamMmmax, cpeau
KOTOpbIX: «ITO BeLeT K NoXapy: PycCCKOe UCKYCCTBO OT HOHKOHMOPMM3MA A0 rnobanbHOro Kkanuta-
nusma. M3 konnekunm Kolodzei Art Foundation», My3seii uckyccts Hortbeprepa, Nepyeis, CLUA, 2014 -
2015; «O OyxoBHOM B pycckom uckycctae, 1965-2011. U3 konnekuuu Kolodzei Art Foundation», My-
3eii pycckoro uckycctea, MuHHeanonuc, CLUA, 2013; «<MockBa — Hbro-l7lop|<. CeaHc ogHOBpEMEHHOM
urpbl. 13 konnekumun Kolodzei Art Foundation», locynapCTBeHHbIV LLEHTp COBPEMEHHOM0 MCKYCCTBA
(TLLCK), MockBa, 2007; XynoxecTBeHHbIN My3el Yencuy, Hbto-Mopk, CLLA, 2008; «O6peTast ceobopy:
1961-2005. U3 konnekumi Kolodzei Art Foundation n goktopa BaiiHa ®. fkca», YHUBEPCUTETCKUIA
Xy[oXecTBeHHbI My3el lMNona u Jlyny Xunnuapgos, lladerieTT, CLWA, 2014; «OT HOHKOHPOpPMM3MaA
[0 GEMUHU3MOB: PYCCKME XEeHLWMHbI-XYA0XHUKM 13 konnekuun Kolodzei Art Foundation», Xynoxe-
CTBEHHbIN My3el Yencuy, Hbto-Mopk, CLUA, 2009.

EcTb MHOro HepeLleHHbIX BOMPOCOB LOAFOCPOYHOIO XPAaHEHUS M MOBTOPHOTO 3KCMNOHUPOBAaHUS Lnd-
pPOBOr0 MCKYCCTBA, KOTOPble TPeOYT AaNbHEMWNX YCUANIA CO CTOPOHbI XYA0XHMKOB, My3elHbIX pa-
6OTHMKOB M CNeuManucToB B obnactn uHdopmaTuku. Mo Mepe pasBUTUS TEXHONOMMIA LUMEBPOBOro
MCKYCCTBA OHM CO3A30T U UCCNEAYHOT HOBble B3aMMOOTHOLEHUS 3pUTeNs C NPOU3BEAEHUEM, UCKYC-
CTBEHHYIO XW3Hb U UHTENNEKT, Bpocas BbI30B M M3MeHAS TBOpPYECKME MpOLLeCcChl M HALWKM cnocobsbl
KOHCTPYMPOBaHMS CMbICOB.

COLLECTING, PRESERVING, DISPLAYING
AND LENDING DIGITAL MEDIA-BASED
ART / ARTISTIC PRACTICES THAT
ENGAGE TECHNOLOGY

Natalia Kolodzei (New York, USA)
Kolodzei Art Foundation

Digital, computer, internet, software, and multimedia art forms — from CD-ROM-based multimedia
projects to net.art — have been created for many years and are now entering the mainstream
art world. Milestone exhibitions such as the Whitney Biennial included digital works as early as
2000; university art departments around the United States are formalizing digital media programs;
textbooks and publications on digital art are appearing; conferences about art and technology are
thriving; and gradually museums and private collectors are beginning to acquire works in digital
media into their art collections.

So how do we collect these dynamic, ephemeral, fragile and vulnerable works or techniques that rely
on digital technology in creative and display processes? How will our increasingly digital civilization
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continue beyond our lifetimes? Audio and videotapes demagnetize; CDs delaminate; links to websites
cease to exist. Besides the need for excellent technological devices, there is also the need for the
software itself and devices the software can be used on. Many preservation strategies include one or
more of the three main approaches to preserving digital information; static preservation, migration,
and emulation. However, even in combination it is difficult to find a balance and set a priority
between the data and the appearance, and this may cause an unacceptable loss when dealing with a
multimedia digital art work.

When preserving and re-presenting media-based works of art, in many cases we should consider
the information aspect of digital art rather than the physical object. As there is often no monolithic
object to collect, it is important to preserve as many of the original artifacts along with as much
original documentation as possible, as well as the original instructions by the artist to record the
structure of the work. This will provide platforms to display, recreate and interpret the work.

Providing context is one of the important missions of all museums. For digital works, context is often
a combination of preserving documentation about a specific work, and producing educational and
scholarly materials which enable access and understanding. Context provides connections between
the art work and its environment. Context is especially important in preserving works which are
distributed, ephemeral, or interactive, such as digital art. With respect to digital art, context is
necessary on both the human and technical levels. Digital art is frequently presented in a dynamic,
networked technical and social environment which may include human-to-machine, human-to-
human, and machine-to-machine interactions. Therefore, when collecting a work of digital art, it
is often necessary to document this environment, to allow future viewers to better understand the
work itself. In many cases, the environment often has an even more direct relationship to the visual
appearance and behavior of the work itself. So it is important to recognize that we may not be able
to recreate the complete art work, but merely certain sides of it.

The Kolodzei Art Foundation is proud to contribute to the dialogue surrounding digital art by
presenting digital works in the collection and in the foundation’s exhibition programs, including
This Leads to Fire: Russian Art from Non-Conformism to Global Capitalism. Selections from the Kolodzei
Art Foundation, Neuberger Museum of Art, Purchase, New York, 2014-2015; Concerning the Spiritual
in Russian Art, 1965-2011. Selections from the Kolodzei Art Foundation. The Museum of Russian Art,
Minneapolis, Minnesota, USA, 2013; Moscow - New York = Parallel Play. From the Kolodzei Art Foundation
Collection of Russian and Eastern European Art. National Center for Contemporary Art (NCCA), Moscow,
Russia, 2007; Chelsea Art Museum, New York, USA, 2008; Finding Freedom in Russian Art, 1961-2014.
Selections from the Kolodzei Art Foundation and the Collection of Dr. Wayne F. Yakes. Paul and Lulu
Hilliard University Art Museum, Lafayette, Louisiana, USA, 2014; From Non-Conformism to Feminisms:
Russian Women Artists from the Kolodzei Art Foundation, Chelsea Art Museum, New York, 2009.
Therearemanyunansweredquestionsforalong-termsolutionforpreservingandre-displayingdigitalart
whichrequire furthereffortsandresearch byartists,museum professionals,and IT specialists. As digital
arttechniquesdevelop,theycreate and explore new viewers’ experiencesand interactions, artificial life
and intelligence, challenging and changing the creative process and our ways of constructing meaning.
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Metp Benwiii (Poccus)
COH M WWAP

uHCmannayus
Bwicmaska nabopamopuu
meduauckyccmea CYLAND «On My
Ways», YHugepcumem Ka-®ockapu,
napannensHo ¢ 56-ii BeHeyuaHckol
bueHnHane, BeHeyus, Umanus, 2015

Peter Belyi (Russia)

DREAM AND BALL

installation

CYLAND Media Art Lab exhibition
project “On My Way”, Ca’ Foscari
University, parallel to the 56t
Venice Biennale, Venice, Italy, 2015
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AHHa ®paHu (Poccusa-CLUA)
CHOENAHO B APEBHEN FPELIMN
meduauHcmannauus (ppaemeHm)
Jlabopamopus meduauckyccmea CYLAND

Anna Frants (Russia-USA)

MADE IN ANCIENT GREECE
media installation (fragment)
Project by CYLAND Media Art Lab
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Tpynna «AEC+®»

Poccuiickas apT-rpynna, co3panHas B 1987 rony KoHLenTyanbHbIMKU apxMTeKTOpa-
Mu TaTbsHoW Ap3amacoBoii (1955) n JleBom EB3oBuyem (1958) n ansaitHepom Es-
reHuem CBaTckuM (1957). PaboTbl rpynnbl BICTaBAAOTCS 3a rpaHuLieid ¢ 1989 roaa.
B 1995 roay coctaB nononuuncsa potorpadom Bnagummupom ®puakecom (1956).
«AEC+®» [06MNUCb BCEMUPHOTO NPU3HAHMS, BbICTaBUB B PYCCKOM NaBUAboHe Ha
52- BeHeunaHckoi 6uernHane (Mtanunsa, 2007) cBoto NpoBOKaLMOHHY0 paboTy
«MocnenHnit 6YHT» — NepBYIo U3 TpeX KPYMHOMACLITAOHbIX MYNbTUKAHANbHBIX
BMEOMHCTANNALMA, CTaBLIMX ONPefensaoWmnMm ANa 3CTETUKM rpynnbl. Bropas
paboTa u3 3Toi cepun, «Inp TpuManxmoHax, 6bina npeAcTaBieHa B BeHeuun

B 2009 rony, a TpeTbs, «Allegoria Sacra», — Ha 4-i1 MockoBckoit 6ueHHane (Poccus,
2011). B 2015 rony «AEC+®» npeacTaBuau cBOi HOBbIN NpoekT «Inverso Mundus»
Ha 56-# BeHeumnaHckoit 6uenHane (Mtanusa). OHKM Takxe ABASAIOTCA YHaCTHUKAMU
LPYrux 3HAKOBbIX pecTuBanei u GueHHane, BKNOUas Te, YTO NPOBOAUNUCHE B Afle-
naupe, laBaHe, Xenbcuuku, Crambyne, Kuese, Jiunne, Jinone, MenbbypHe, CuaHee
1 TopoHTo. MepcoHanbHble BbicTaBkM «AECH®» NPOXOANUIN HA TaKUX MPECTUNKHBIX
nnowapkax, kak Neuer Berliner Kunstverein (BepnuH, lfepmanus), ZKM (Kapncpys,
lepmaHus), Myseit Kiasma (Xenbcuuku, DuHnsHans), bputanckas ranepes TeidT
(NonpoH, Bennkobputanus), Myseit Tuccena-bopHemucel (Magpua, Ucnauus), Pyc-
ckuit Mmyseit (CaHkT-MeTepbypr, Poccus) u MHorne apyrue. Mpynna ctana naypeatom
npemun Cepres Kypexuna (Poccus, 2011) u npemun Kanguuckoro (Poccus, 2012).
www.aesf.art

AES+F Group

A Russian art group that was formed in 1987 by the conceptual architects Tatiana
Arzamasova (1955) and Lev Evzovich (1958) and the multidisciplinary designer
Evgeny Svyatsky (1957). Exhibiting abroad from 1989, the group expanded its
personnel and name with the addition of the photographer Vladimir Fridkes
(1956) in 1995. AES+F achieved worldwide recognition and acclaim in the Russian
Pavilion at the 52nd Venice Biennale in 2007 with their provocative “Last Riot”,
the first in a trio of large-scale, multichannel video installations that have come
to define the AES+F aesthetic. The second of the series, “The Feast of Trimalchio”,
appeared in Venice in 2009, and the third, “Allegoria Sacra”, debuted at the 4th
Moscow Biennale in 2011. In 2015, AES+F presented the new project “Inverso
Mundus” at the 56th Venice Biennale. They have also participated in other
signature festivals and biennial exhibitions, including in Adelaide, Havana,
Helsinki, Istanbul, Kiev, Lille, Lyon, Melbourne, Sydney and Toronto. Works by
AES+F have been shown in solo exhibitions in such prestigious venues as the
Neuer Berliner Kunstverein (Berlin, Germany), ZKM (Karlsruhe, Germany), Kiasma
Museum (Helsinki, Finland), Tate Britain (London, UK), Thyssen-Bornemisza
Museum (Madrid, Spain), the Russian Museum (St. Petersburg, Russia), and many
others. The group received the Sergey Kuryokhin Award (Russia, 2011) and the
main award of the Kandinsky Prize (Russia, 2012).

www.aesf.art

MapuHa AnekceeBa

XynoxHuk. Pogunace B 1959 roay B Jlenunrpage (CCCP). Mo o6pa3oBaHuio kepa-
MUCT, okoHuYuna JIBXMY um. B. U. Myxuroii (leHnnrpan, CCCP). PaboTaeT B pas-
HbIX MefiMa: MHCTaNNALMS, 06BEKT, KUBONUCh. Y4acTHMK MOCKOBCKOM GueHHane
coBpeMeHHOro uckycctsa (2011), bueHHane cospemMeHHOro nckyccTea B llaHame
(2013). Naypeat npemun Cepres Kypexuna (Poccus, 2010) B HoMuHauuu «Mckyc-
CTBO B 06LW,EeCTBEHHOM NpOoCTpaHCcTBE» (coBMECTHO ¢ bopucom Kasakosbim). Mpo-
M3BeAeHUs HaxoaaTcsa B konnekuusax Pycckoro myses (CaHkT-lMeTepbypr, Poccus),
MockoBckoro Myses coBpeMeHHOro uckycctsa (Poccus), Mynetumegna-apt-myses
(MockBa, Poccus), doHaa kynbTypbl «EkaTepuna» (Mocksa, Poccus), Fundacié
Sorigué (Jlbeitna, McnaHus), Art Vectors Investment Partnership (BeHa, ABCTpus)
u ap. XuseT u pabotaet B CaHkT-MeTepbypre (Poccus).
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Marina Alekseeva

Artist. Born in 1959 in Leningrad, USSR. By education, she is a ceramist, and
graduated from the Vera Mukhina Higher School of Art and Design (Leningrad,
USSR). She works in various media: installation, object, painting. Participant

of the Moscow Biennale of Contemporary Art (2011) and the Panama Biennale

of Contemporary Art (2013). Winner of the Sergey Kuryokhin Award (Russia, 2010)
in the category “Art in Public Space” (together with Boris Kazakov). Her works are
held in the collections of the Russian Museum (St. Petersburg, Russia), the Moscow
Museum of Contemporary Art (Russia), Multimedia Art Museum (Moscow, Russia),
Ekaterina Cultural Foundation (Moscow, Russia), Fundacié Sorigué (Lleida, Spain),
Art Vectors Investment Partnership (Vienna, Austria) and others. Lives and works
in St. Petersburg, Russia.

KamepoH AckuH

XyBoXHUK, An3aitHep. Poannca B HoBoi 3enaHanun. 3aHMMaeTCcs MHTEPAKTUBHbLIM
rpadnueckum ansaHoM. MccnenyeTt BAMAHME TEXHONOTUIA HA Pa3BUTUE BU3YaNb-
HOW BblpasuTenbHocT. )KuBeT u pabotaeT B bepnure (fepmaHus).
www.cameronaskin.info

Cameron Askin

Artist, designer. Born in New Zealand. He focuses on interactive graphic design
and how technology advances visual expression. Lives and works in Berlin,
Germany.

www.cameronaskin.info

Jloamuna benosa

XyBoxHuK, kypaTtop. Poaunach B 1960 roay Ha KamuaTke (CCCP). OkoHunna
ABpaMLeBCKOe XYA0XeCTBEHHO-NPOMbIWNeHHOe yunaulie (MockoBckas obnacTs,
CCCP). 3aHu1MaeTCs BUAEO, 3BYKOM, XMUBONUCBIO, hoTorpadueir. Uccnepyet Bonpo-
Cbl NAaMATHU, NPOCTPAHCTBA U BPEMEHU; U3YYaAET BINAHMNE HOBbIX TEXHOJIOrUI Ha Ye-
NOBEKa B XYA,0XECTBEHHbIX NPaKTUKaX; Yepe3 MHTEePaKTMBHOCTb AeNaeT 3putens
y4YaCTHUKOM apT-npouecca. MpousseneHus benosoit BoicTaBnsnucs B Espone, CLUA,
Poccum u A3un. YuactHuk MockoBckoit 6ueHHane (Pocecus, 2005, 2011), BbicTaBoK
napannenbHo ¢ BeneunaHckoi 6ueHnane (Mtanus, 2011, 2013, 2015), napannens-
HOWM nporpaMmbl 6ueHHane «Manudecta 10» (CaHkT-MeTepbypr, Poccus, 2014). Na-
ypeat npemuun «50 Bestern» ZKM (Kapncpya, lepmanus, 2000), HOMUHAHT npeMum
Cepres KypexuHa (Poccus, 2011, 2015). PaboTbl HaxoaaTcs B konnekumsax Pyccko-
ro myses (CankT-lNMeTepbypr, Poccus), My3es AHHbl AxmaToBoii (CaHkT-MeTepbypr,
Poccusg), myses «3papta» (CankT-lMNeTepbypr, Poccus), The Kolodzei Art Foundation
(Hbro-Mopk, CLUA), B yacTHbix cobpanusax Lseiuapuu, fepmManumn u Poccun. Xuset
n pabotaet B CaHkT-lNeTepbypre (Poccus).

www.ludmilabelova.com

Ludmila Belova

Artist, curator. Born in 1960 on the Kamchatka Peninsula, USSR. Graduated from
the Abramtsevo Art and Industry School (Moscow Region, USSR). She works with
video, sound, painting, photography. She investigates the issues of memory, space
and time; studies the impact of new technologies on the human being in art
practices; makes the viewer a participant of the art process through interactivity.
Works by Ludmila Belova have been exhibited in Europe, USA, Russia and Asia.
Participant of the Moscow Biennale of Contemporary Art (Russia, 2005, 2011),
exhibitions parallel to the Venice Biennale (Italy, 2011, 2013, 2015) and the
parallel program of the Manifesta 10 Biennale (St. Petersburg, Russia, 2014).
Winner of the prize “50 Bestern” ZKM (Karlsruhe, Germany, 2000) and nominated
for the Sergey Kuryokhin Award (Russia, 2011, 2015). Her works are held in the
collections of the Russian Museum (St. Petersburg, Russia), Anna Akhmatova

CYFEST-10

Museum (St. Petersburg, Russia), Erarta Museum (St. Petersburg, Russia) the
Kolodzei Art Foundation (New York, USA), and in private collections in Switzerland,
Germany and Russia. Lives and works in St. Petersburg, Russia.
www.ludmilabelova.com

MNeTtp benwbivi

XynoxHuk, kypatop. Poauncs B 1971 roay B Jlennnrpage (CCCP). B 2000 roay
OKOHu4MN Maructpatypy B Konnepxe mckyccts Kambepeenn (JlonaoH, Bennkobpu-
TaHus). AKTMBHO paboTaeT B 061acTh KpynHOMacwTabHoM MHCTannaLun. MoHy-
MeHTaNbHOCTb B €70 NPOeKTax CoYeTaeTcs C BU3yasbHbIM aCKETU3MOM, HapounToe
ncnonb3oBaHue rpybbix MaTepuanos, 6pyTanbHOCTb NOAX0AA — C IMPUYHOCTbIO
KOHLLeNTyaNnbHOro Meccena. Y4acTHUK MHOTOUMCNEHHbIX BbICTaBOK B Poccuu, Es-
pone u CLA. PaboTbl HaxoasTca B cobpanusax Pycckoro myses (CankT-lNeTepbypr,
Poccus), Myses Buktopuun u Anbbepta (JloHaoH, Bennkobputanus), B Konnexuum
Maprynuca (Maitamu, CLUA) u op. Jlaypeat npemun Cepres Kypexuna (Poccus,
2009) B HOMUHauMu «Jlyyliee nponsBeaeHUe BU3yaNbHOro UCKycCTBax». XKuset

n pabotaet B CaHkT-lNeTepbypre (Poccus).

www.peterbelyi.com

Peter Belyi

Artist, curator. Born in 1971 in Leningrad, USSR. In 2000, received a Master’s
Degree from Camberwell College of Arts (London, UK). Actively works in the
field of large-scale installation. Monumentality in his projects is coupled with
visual asceticism, deliberate use of rough materials, brutality of approach — with
lyricism of the conceptual message. Participant of numerous exhibitions in Russia,
Europe and USA. His works are held in the collections of the Russian Museum
(St. Petersburg, Russia), the Victoria and Albert Museum (London, UK), the
Margulies Collection at the Warehouse (Miami, USA) and others. Winner of the
Sergey Kuryokhin Award (Russia, 2009) in the category “Best Work of Visual Art”.
Lives and works in St. Petersburg, Russia.

www.peterbelyi.com

Hukurta byraes

CayHA-XyLOXHWK, KOMNO3UTOP, aBTOP 3KCNEPUMEHTANbHOM 3NEKTPOHHOM MY3bIKU.
Poauncsa B 1987 roay B MpkyTtcke (CCCP). Yuuncs B MpKyTCKOM rocyAapcTBEHHOM
NMHFBUCTUYECKOM yHuBepcuTeTe (Poccus). HekoTopoe Bpems xun B KpacHospcke,
a Takxe Ha ocTtpoBe OnbxoH Ha o3epe baiikan. B 2015 roay BbinycTun Ae60THbINA
anbbom «Keila» B dopmaTe ayamokacceTbl Ha 4aTckoM nerbne Phinery. 3a HUM
nocneposanu u apyrue 3anucu. Xuset u pabotaet B MpkyTcke (Poccus).

Nikita Bugaev

Sound artist, composer, author of experimental electronic music. Born in 1987

in Irkutsk, USSR. Studied at the Irkutsk State Linguistic University, Russia. For

a period of time, lived in Krasnoyarsk as well as on the island of Olkhon in Lake
Baikal. In 2015, released his debut album “Keila” on the Danish label Phinery. This
was followed by other recordings. Lives and works in Irkutsk, Russia.

Amutpwmii bynatos

XyAOXHMK, TEOPETUK UCKYCCTBA, KYpaTop, OPraH13aTop BbICTaBOUHbIX M U3aa-
TeNbCKUX NPOEKTOB B 061acTh science art u HoBbIX Meauna. Poanncs B 1968 roay
B Kanuuunrpage (CCCP). Ero nponsseneHuns 6bin11 npeacTaBieHbl Ha pasanyHbiX
BbICTaBKax u GecTuBansx, B Tom yncne Ha 49-i n 50-i1 BeHeunaHcknx bueHHane
(Mtanus, 2001, 2003), pecTtuBane Ars Electronica (JluHu, AscTtpus, 2002) u ap.
OpranusoBan v kypupoBan 6onee 20 MexxayHapOAHbIX BbICTAaBOK, CPEAU KOTOPbIX
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«Soft Control: uckyccTBO, Hayka 1 TexHonoruyeckoe 6eccosHaTeNlbHOe» B paMKax
nporpammel «Mapubop — KynbTypHaa ctonmua Esponbl 2012» (Mapubop, Cno-
BEHMS). YneH peaKkLLMOHHbIX COBETOB XYPHAN0B N0 COBPEMEHHOMY MCKYCCTBY
«DOC(K)S» (PpaHuums) u «Noema» (Mtanus). [Baxabl naypeaT HaLMOHANbHOW
npemun «MHHoBaums» (Poccus, 2008, 2013). B 2014 roay 6611 HOMUHUPOBAH

Ha «3onoTyto Huky» dectusans Prix Ars Electronica (JIunu, ABCTpuS) B KaTeropumn
«MunoHepbl MeananckyccTBax. Xuset u pabotaet B Kanuuunrpage (Poccus), asns-
scb KypaTopoM bantuitickoro dmnmnana rUCK.

Dmitry Bulatov

Artist, art theorist, curator, organizer of exhibition and publishing projects

in the fields of science art and new media. Born in 1968 in Kaliningrad, USSR. His
works have been showcased at various exhibitions and festivals including the
49th and 50th Venice Biennale (Italy, 2001, 2003), Ars Electronica Festival (Linz,
Austria, 2002) and others. He has organized and curated over 20 international
exhibitions, including “Soft Control: Art, Science and Technological Unconscious”
as part of the program “Maribor, European Capital of Culture 2012” (Maribor,
Slovenia). Member of editorial boards of the contemporary-art magazines
“DOC(K)S” (France) and “Noema” (Italy). Twice the recipient of the national prize
“Innovation” (Russia, 2008, 2013). In 2014, he was nominated for a Golden Nica
of the Prix Ars Electronica (Linz, Austria) in the category “Visionary Pioneers

of Media Art”. Lives and works in Kaliningrad, Russia, and is the curator of the
Baltic Branch of NCCA.

Cunbeusa bypunu

MckyccTBoBen, kypatop. Pogunace B 1966 roay B bepramo (Mtanus). OkoHunna
Bbepramckuit yuusepcutet (Mtanms), 3alMTMB AUNAOM MO UCTOPUM PYCCKOTO MC-
KyccTBa. lonyunna KaHAMAATCKYIO CTeNeHb B 061aCT CPaBHUTENIbHOTO U3YyUYeHUS
CNaBSHCKUX KYNbTYp B MunaHckoM yHusepcutete (Mtanus). Pabotana Han foKTOp-
CKoW auccepTtaumeit B feHyasckom yHuBepcuteTe (MTanms). CneunanmsmpoBanach
B CEMUOTMKE U UCTOPUM UCKYCCTB B TapTy (IcToHMs), Mockse n CaHkT-MeTepbypre
(Poccus). Mpodeccop MCTOpUM PYCCKOTro UCKYCCTBA M KYNbTYypbl B YHUBEPCUTETE
Ka-®ockapu (BeHeuus, Utanus); ampektop LieHTpa usyuenus kyneTypsl Poc-

cun (CSAR) npu Tom xe yHuepcutete. YneH CoseTa dpecTtuBans «Knbepdect»

B CaHkT-MeTepbypre (Poccus). boina KypaTopoM HECKObKMX BbICTABOK PYCCKOrO
MCKYCCTBA, OPraHM30BbIBaNa NoOKasbl poccuitcknx GunbmMoB. B HacToswee Bpems
3aHMMaeTCs U3y4YeHMeM COLMANUCTMYECKOrO peann3Ma B MCKYCCTBE U MOCKOBCKOTO
aHperpayHaa 1960-x ropos. XXuseT u pabotaet B BeHeuun (Utanus).

Silvia Burini

Art historian, curator. Born in 1966 in Bergamo, Italy. Graduated from the
University of Bergamo, Italy, with a thesis in Russian Art History and earned

her Ph.D. in Comparative Slavic Culture from the University of Milan, Italy. She
pursued her postdoctoral specialization at the University of Genoa, Italy. She
further specialized in semiotics and history of art in Tartu (Estonia), Moscow and
St. Petersburg (Russia). Professor of history of Russian Art and Russian cultural
history at Ca’ Foscari University (Venice, Italy); Director of the Centre for the
Studies of Russian Arts (CSAR) at the same university. Member of the board of
Cyfest in St. Petersburg, Russia. She has curated several exhibitions of Russian art,
and organized screenings of Russian films. She is currently researching Socialist
Realism in art and the Moscow underground in the 1960s. Lives and works in
Venice, Italy.

Paiian Bynd

XynoxHuk. Poguncs B CLUA. 3aHMMaeTcs cO34aHUEM UHTEPAKTUBHBIX CUCTEM,
HanOMMHAKLWMNX €CTECTBEHHbIE CUCTEMbI, HA KOTOPbIX OHWM OCHOBaHbI, U B TO Xe
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BpPeMs COBEPLIEHHO OT HUX OTAeNbHbIX. [IponsseaeHns Bynda sbicTaBnsnmcey

B dpmutaxe (CaHkT-MeTepbypr, Poccus), Ha TenebalwHe «BocTouHas KeMuyxuHa»
(LWawnxait, Kutaii), B npoctpaHcTBe E-Halle (basens, LBeiuapus), Ha kuHoCTYyAUM
umeHu floexerko (Kunes, YkpauHa), B LeHTpe Artplay (MockBa, Poccus), B ranepee
Sky Gallery 2 (Tokuno, inoHMA) M Ha ApYyrux naowankax no scemy mupy. B 2016
roay Bynd ctan nepBbiM XyA0XKHUKOM HOBbIX MeANA, BbIGPAHHbBIM AN CO3AAHUSA
MHCTaNNALUMM AN NereHfapHoi NOHA0HCKON ranepen Great Eastern Wall. XXuset
u pabotaet B CaH-@panuucko (CLUA).

Ryan Wolfe

Artist. Born in the USA. He uses his hybrid background in art and technology

to design interactive systems reminiscent of — yet completely separated from —
the natural systems upon which they are based. Wolfe’s work has been shown

at the Hermitage Museum (St. Petersburg, Russia), Oriental Pearl Tower (Shanghai,
China), E-Halle (Basel, Switzerland), Dovzhenko Film Studios (Kiev, Ukraine),
Artplay (Moscow, Russia), Sky Gallery 2 (Tokyo, Japan) and other top venues around
the world. In 2016, Wolfe became the first tech based artist selected to create

an installation for London’s iconic Great Eastern Wall. Lives and works in San
Francisco, USA.

ne6 MouTH (Bred Blondie)

CayHA-XYAOXHMK, My3blKaHT. Poauncs B Mockse (Poccus). Cozpatenb My3sbikanb-
Horo npoekTa Bred Blondie. OnnH 13 ocHoBaTenei poccuiickoro neibna Kota
Records, BbinycKalowWwero skcnepuMeHTanbHyto My3biky. XXueeT u paboTaet B Mo-
ckBe (Poccus).

Gleb Glonti (Bred Blondie)

Sound artist, musician. Born in Moscow, Russia. Author of the music project Bred
Blondie. One of the founders of the Russian label Kotd Records that produces
experimental music. Lives and works in Moscow, Russia.

UeaH MNoBopkoB

XynoxHuk. Popuncs B 1949 roay B JleHunrpape (CCCP). OkoHunn MHCTUTYT XuBO-
MUCH, CKYNbNTYPbl U apxuTekTypbl UM. U.E.Penunna (JleHuHrpaan, CCCP). 3aHumaeTcs
dunocodueit, NCUXONOrMei, pUCYHKOM, KUBOMMUCBIO, CKYNbNTYPOM, MHCTaNNALMEN;
paboTaeT Ha CTbiKe TPAAULMOHHOTO MCKYCCTBA M HOBbIX TeXHoNoruid. Mpodeccop
kadenpbl pucyHka MHcTUTyTa MM. PenuHa. Nlaypeat npemun Cepres KypexuHa
(Poccus, 2012) B HOMMHaUKK «Jlyylee nponsBeAeHUe BU3yaNbHOMO UCKYCCTBA»
(coBmecTHO c EneHoii ly6aHoBoW). PaboTbl BbICTAaBASNANCL HA KPYMHENLWUX POCCUIA-
CKMX 1 3apybBexHbIX Niowankax, cpeam kotopbix Ipmutax (CaHkT-lMetepbypr, Poc-
cug), Pycckuii myseii (CaHkT-MeTepbypr, Poccus), My3seit Mocksbl (MockBa, Poccus),
YHusepcuteT Ka-@ockapu (Beneuus, UTanus), XyaoxecTBeHHbI My3eit Yencu
(Hbio-Mopk, CLUA), Kunstquartier Bethanien (Bepaun, fepmanus), Sky Gallery 2
(Tokuo, ANoHMS). YHacTHWUK napannenbHoi nporpaMmel bueHHane «<Manudecta 10»
(CaHkT-MeTepbypr, Poccus, 2014) u BbicTaBOK NapannenbHo ¢ BeHeumaHckoi 6u-
eHHane (Mtanus, 2011, 2013, 2015); MHOroKpaTHbIW y4acTHUK hecTuBans «Knbep-
dect». C 1990 rona pabotaet coBMecTHO ¢ EneHoli [y6aHoBow. XXuseT B CaHKT-
MeTepbypre (Poccus).

www.elenagubanova.com

Ivan Govorkov

Artist. Born in 1949 in Leningrad, USSR. Graduated from the Ilya Repin State
Academy Institute of Painting, Sculpture and Architecture (Leningrad, USSR). He is
engaged in philosophy, psychology, painting, drawing, sculpture and installations;
he works at the junction of traditional art and cutting-edge technologies.
Professor of drawing at the Ilya Repin Institute. Recipient of the Sergey Kuryokhin
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Award (Russia, 2012) in the category “Best Work of Visual Art” (together with
Elena Gubanova). His works have been exhibited at major Russian and foreign
venues, including the Hermitage Museum (St. Petersburg, Russia), the Russian
Museum (St. Petersburg, Russia), Museum of Moscow (Moscow, Russia), University
Ca’ Foscari (Venice, Italy), Chelsea Art Museum (New York, USA), Kunstquartier
Bethanien (Berlin, Germany), Sky Gallery 2 (Tokyo, Japan). Participant of

the Manifesta 10 Biennale Parallel Program (St. Petersburg, Russia, 2014) and
several exhibitions parallel to Venice Biennale (Italy, 2011, 2013, 2015); regular
participant of Cyfest. Since 1990, he has been working in collaboration with Elena
Gubanova. Lives in St. Petersburg, Russia.

www.elenagubanova.com

PomaH lonoeko (Wolffflow)

CayHA-xynoxHuK. Poanncs B TonbatTn (Poccus). 3aHMMaeTcs MMNPOBU3aLIMOHHOM
3NEKTPOaKyCTUYECKON MY3bIKOM, IKCMEPUMEHTaMM C fedopMaLimeit 3ByKa v no-
neBbiMu 3anucamMu. OcHoBaTeNb My3bikanbHOro o6veanmHenns SCRRRATCH (dpu-
[1)Ka3, HOW3, daHK, xapakop) u conbHoro npoekta Wolffflow. XXuseT n pabotaet

B Mockse (Poccuq).

Roman Golovko (Wolffflow)

Sound artist. Born in Togliatti, Russia. Works with improvisational electroacoustic
music, experiments with sound distortion and field recordings. Founder of the
music union SCRRRATCH (free jazz, noise, funk, hardcore) and the solo project
Wolffflow. Lives and works in Moscow, Russia.

Anekceit Fpaues

CayHA-XyBO0XHUK, HXeHep, nporpamMmuct. Poanncs B 1983 roay B Kanyre (CCCP).
OkoHumn Kanyxckuit punuan MITY um. H.3.baymaHa (Poccus). BeinyckHuk npo-
rpammsl «LLikona Monogoro xynoxHuka» donaa «Mpo Apte» (CankT-lMeTepbypr,
Poccus). XynoxXHUK, TEXHUYECKUI AMPEKTOP M FaBHbIN MHXeHep nabopaTopun
mepmnanckyccta CYLAND. YuactHuk dectuBans World Event Young Artists (HoT-
TuHreMm, Benukobputanus, 2012), dbectusaneit «<Knbepdect» (bepaun, lepmanus,
2013, 2014), cneunanbHoro npoekTa 6-i MockoBckoi buernHane «Urbi et Orbi»
(Poccums, 2015). C 2015 roaa coemecTHo ¢ Cepreem KoMapoBbIM pa3BuBaeT UHTe-
PaKTUBHbIN cayHA-npoekT «Cy6bekTUBMU3aLMA 3BYKa», 0CHOBOW KOTOPOro fABNSETCs
B3aMMOAENCTBMUE C NPOCTPAHCTBOM U 3puTenamu. XXuset u pabotaet B CaHkT-le-
Tepbypre (Poccus).

Alexey Grachev

Sound artist, engineer, computer programmer. Born in 1983 in Kaluga, USSR.
Graduated from the Kaluga branch of the Bauman Moscow State Technical
University (Russia). Completed the program “School for Young Artists” at the

Pro Arte Foundation (St. Petersburg, Russia). Artist, technical director and chief
engineer of CYLAND Media Art Lab. Participant of the World Event Young Artists
Festival (Nottingham, UK, 2012), Cyfest (Berlin, Germany, 2013, 2014), and

the special project “Urbi et Orbi” at the 6th Moscow Biennale (Russia, 2015).
Since 2015, together with Sergey Komarov, he has been developing the sound
project “Subjectivization of Sound” whose basis is the interaction with space and
spectators. Lives and works in St. Petersburg, Russia.

WUnbs Npuwaes

XynoxHuk. Poguncsa 8 1984 roay 8 Mepmu (CCCP). OkoHymn MNepmMckuin rymanu-
TapHO-TEXHONOrMYeCKU MHCTUTYT No kadeape ansaiHa (Poccus) u «lWkony Mo-
N0A0ro XyAaoxHuka» doraa «Mpo Apte» (CaHkT-MNeTepbypr, Poccus). BoictaBnsancs
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C MepcoHanbHbIMK NpoekTamu B ranepee Anna Nova u MacTepckux Ha HemokopeH-
HbiX, 17 (CaHkT-MeTepbypr, Poccus), Ha nnowanke Monoforo uckycctea «Crapt»
Ha «BuH3aBone» (MockBa, Poccus). YyacTBoBan B rpynnoBbiX BbicTaBkax B Mepmu,
Mockege, JlonaoHe, Hoio-Mopke. Xuset u pabotaet 8 CaHkT-MeTepbypre (Poccus).

Ilya Grishaev

Artist. Born in 1984 in Perm, USSR. Graduated from the Perm Humanities

and Technology Institute department of design (Russia) and the “School for
Young Artists” at the Pro Arte Foundation (St. Petersburg, Russia). Exhibited
personal projects at Anna Nova Gallery and in the studios at Nepokorennykh, 17
(St. Petersburg, Russia), as well as at the “Start” venue at “Vinzavod” (Moscow,
Russia). Participated in group exhibitions in Perm, Moscow, London, New York.
Lives and works in St. Petersburg, Russia.

Enena l'y6aHoBa

XyRoxHUK, kypaTtop. Poannack B 1960 roay B YnbsHoBcke (CCCP). OkoHuuna UH-
CTUTYT XXMBOMMUCH, CKYNbNTYpPbl U apxuTekTypbl M. U.E.PennHa (Jlennurpaa, CCCP).
3aHMMaeTCs XKMBOMUCHIO, CKYNBbNTYPOW, UHCTannsumei, Buaeo. OCHOBHOM MHTepec
[y6aHOBOW KaK XyA0XHMKa — pacKpbITUE MOHATUS BPEMEHWU-NPOCTPAHCTBA B COLIM-

ANlbHOM KOHTEKCTE, Npe3eHTauna Hay4yHbIX OTKprTMVI 06pa3HbIM A3bIKOM UCKYCCTBA.

Naypeat npemun Cepres KypexuHa (Poccus, 2012) B HoMuHaumm «Jlyywee npo-
M3Be[EeHNe BU3yaslbHOro MCKYCCTBA» (COBMeCTHO ¢ MiBaHOM [0BOpKOBbIM). PaboThl
BbICTABNANMCHL Ha KPYMHEWLINX POCCUMIACKMX M 3apyBexKHbIX nioLwankax, cpeam
KoTopbix pmutax (CankT-MeTepbypr, Poccus), Pycckuii Myseit (CankT-MeTepbypr,
Poccus), Myseit Mockbl (MockBa, Poccus), YHuBepcutet Ka-®ockapu (BeHe-
umsa, Utanus), XyaoxecTeeHHbli Myseit Yencu (Hbio-Mopk, CLUA), Kunstquartier
Bethanien (BepnuH, lfepmManus). YyacTHWK napannenbHoi nporpaMMbl GueHHane
«MaHuoecta 10» (CaHkT-MeTepbypr, Poccus, 2014) v BbicTaBOK NapannensHo ¢ Be-
HeuunaHckoi 6uenHane (Mtanus, 2011, 2013, 2015); MHOTOKPaTHbIW y4acTHUK de-
ctuans «Kubepdect». C 1990 roaa paboTaet coBMecTHO ¢ IBaHOM [OBOPKOBbIM.
Xuset B CaHkT-lMeTepbypre (Poccus).

www.elenagubanova.com

Elena Gubanova

Artist, curator. Born in 1960 in Ulyanovsk, USSR. Graduated from the Ilya Repin
State Academy Institute of Painting, Sculpture and Architecture (Leningrad, USSR).
She works in painting, sculpture, installations, and video. Gubanova'’s principal
interest as an artist is to explore the time-space notion in a social context and to
present scientific discoveries through the figurative language of art. Recipient of
the Sergey Kuryokhin Award (Russia, 2012) in the category “Best Work of Visual
Art” (together with Ivan Govorkov). Her works have been exhibited at major
Russian and foreign venues, including the Hermitage Museum (St. Petersburg,
Russia), the Russian Museum (St. Petersburg, Russia), Museum of Moscow (Moscow,
Russia), University Ca’ Foscari (Venice, Italy), Chelsea Art Museum (New York,
USA), Kunstquartier Bethanien (Berlin, Germany). Participant of the Manifesta 10
Biennale Parallel Program (St. Petersburg, Russia, 2014) and several exhibitions
parallel to Venice Biennale (ltaly, 2011, 2013, 2015); regular participant of Cyfest.
Since 1990, she has been working in collaboration with Ivan Govorkov. Lives

in St. Petersburg, Russia.

www.elenagubanova.com

Kapna MNHHuc

XynoxHuk. Pogunace B Okchoppae (wtaTt CeBepHas Kaponuna, CLUA). Monyuuna
cTeneHb 6akanaspa xumsonucu B Yuusepcutete CesepHoit KaponuHbl (TpuHcbopo,
CLUA) u cTeneHb MarucTpa xusonucu B boctoHckom yHusepcutete (CLLUA). B koHue
1990-x Hayana ucnonb3oBaThb LMDpPOBbIE TEXHONOTMU B CBOM paboTax. B HacTos-
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wee spems npenopaet B MHcTutyTe MpatT (Hbto-Mopk, CLLA). C 2003 roaa paboThl
[3HHUC BbinM NpeacTaBneHbl Ha 20 NepCOHaNbHbIX U MHOTOYMCIEHHbIX FPYNMNOBbIX
BbicTaBkax. XXuseT u paboTaet B Hbto-Mopke (CLUA).

www.carlagannis.com

Carla Gannis

Artist. Born in Oxford, North Carolina, USA. She received a BFA in painting from
the University of North Carolina (Greensboro, USA) and an MFA in painting from
Boston University (USA). In the late 1990s she began to incorporate digital
technologies into her work. Currently she is a professor at Pratt Institute (New
York, USA). Since 2003 Gannis’s work has appeared in 20 solo exhibitions and
numerous group exhibitions. Lives and works in New York, USA.
www.carlagannis.com

PoHanbp [aroHHbe

XynoxHuk. Poguncs 8 1967 rony B MeccaHcu (benbrus). AKTUBHO 3aHUMaeTCs
UMGDPOBbIM UCKYCCTBOM M BMAEO0. YUaCTBOBA B MHOTOYMCIEHHbIX BbICTaBKaXx,

B TOM uucne B POCCUICKOM rocyapCTBEHHOM ryMaHUTapHOM yHuBepcuteTe (Mo-
ckBa, Poccus), ranepee Axiolotl (TynoH, ®paHums), ranepee Aeroplastics (bptoc-
cenb, benbrus) n BoeHHo-MopckoM Mysee (BeHeuus, UTanus). B HacToswee Bpems
npenoaaet Buaeorpaduio u undpoBoe UCKYCCTBO B Boicweit wkone nckyccts Jlbe-
xa (ESAVL, benbrus). Xuset u pabotaet B Jibexe (benbrus).

www.ronalddagonnier.be

Ronald Dagonnier

Artist. Born in 1967 in Messancy, Belgium. Focused on digital art and video, he has
participated in numerous exhibitions including at the Russian State University for
the Humanities (Moscow, Russia), Galerie Axiolotl (Toulon, France), Aeroplastics
Gallery (Brussels, Belgium) and the Naval Museum (Venice, Italy). Currently he
teaches Videography and Digital Arts at the Higher School of Arts in Liege (ESAVL,
Belgium). Lives and works in Liege, Belgium.

www.ronalddagonnier.be

Anekcanapa lemeHTbeBa

XynoxHuk. Pogunace B 1960 rony B MockBe (CCCP). M3yyana xxypHanucTuky

n uckyccteo B Mockse (Poccus) u bproccene (benbrus). OcHoBHOM MHTepec leMeH-
TbeBO/ KaK XyA0XKHMUKA — NPUMEHEHWE COLMaNbHOW NCUXONOTUU, TEOPUU BOCTIPH-
ATUS M BUXEBMOPU3MA B MHCTANNALMAX, @ TaKXKe Pa3BUTME HappaTMBa B puUibMax
nocpencTBOM Cy6beKTUBHOM KamMepbl. AKTUBHBIN Y4aCTHUK coobllecTBa Meauana-
60opatopum CYLAND ¢ 2008 roga. MNpodeccop KoponeBckoi akafieMnmn MCKyccTB
B bptoccene (benbrus). O6napatenbHuLa rNaBHOro Npu3a 3a Nyylee MOHOKaHaNb-
Hoe Buaeo Ha pecTtueane VAD (XKupoHa, MicnaHus). Y4aCTHMLLA MHOTOYMUCAEHHbIX
BbICTaBOK B KPYMHEWLWMNX POCCUIUCKMUX U 3apyBexHbIX KYNbTYPHBIX MHCTUTYLMUAX,
cpeam koTtopbix IpmuTax (CankT-NeTepbypr, Poccunsa), MockoBckuit My3eit coBpe-
MeHHoro uckycctsa (Poccus), kynbTypHblii LeHTp Centro de la Imagen (Mexuko,
Mekcuka) u ap. Xuset u pabotaet B bptoccene (benbrus).
www.alexdementieva.org

Alexandra Dementieva

Artist. Born in 1960 in Moscow, USSR. Studied journalism and fine arts in Moscow
(USSR) and Brussels (Belgium). Her principal interest as an artist is the use of
social psychology, perception theory and behaviorism in her installations as well
as the development of film narration through the point of view of a subjective
camera. She has been an active participant of the CYLAND Media Art Lab since
2008. Professor at the Royal Academy of Arts (Brussels, Belgium). Dementieva
received first prize for the best monochannel video at VAD Festival (Girona, Spain).
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She is a participant of numerous exhibitions in major Russian and international
cultural institutions, including the Hermitage Museum (St. Petersburg, Russia), the
Moscow Museum of Contemporary Art (Russia), Centro de la Imagen (Mexico City,
Mexico) and others. Lives and works in Brussels, Belgium.

www.alexdementieva.org

Bnaaucnas [o6poBonbckuii (S A D)

CayHA-XYAOXHMK, My3bIKaHT, KypaTop. Poauncs B Omcke (Poccus). PaboTtaet

B 9KCMEPUMEHTANbHbIX 3BYKOBbIX 06/1aCTSX Ha CTbIKe UMMNPOBU3ALMOHHON, INeK-
TPOHHOW M 3N1€KTPOaKYCTUYECKOM MY3bIKK. Micnonb3yeT CMHTE3aTopbl, MOAY/bHbIE
cuHTe3aTopsl, DIY-ycTpoiicTBa, nonesbie 3anucu, netnun nnenku. CotpyaHuyaet

C TaKMMU XYAOKHMKAaMU 1 My3blkaHTamu, Kak Mowmno Mawupaa, Huk 3aBapac,
MNeTtep Morenb u apyrue. boiBwnit kypatop neitbéna CYLAND Audio Archive, nspa-
loLL,ero 3ByKOBO€ UCKYCCTBO HA HOCUTENSIX, U3rOTOBNEHHBIX NO TexHonoruu lathe
cut. Kypatop ayavonpoekTtos ¢pectusans «<Kubepdect». Y4aCcTHUK CUHTE3aTOPHOIO
kBapTteTa Kurvenschreiber u nysta nneHouHbix Muctudukaumin S A D. MNoa umeHem
Fitz Ellarald uspaBancs snoHckum neitbnom Amorfon n amepukaHckum Squiggle
Dot. XXuBeT 1 pabotaet B MockBe (Poccus).

Vladislav Dobrovolsky (S A D)

Sound artist, musician, curator. Born in Omsk, Russia. Works in experimental
sound fields at the junction of improvisational, electronic and electroacoustic
music. Uses synthesizers, modular synthesizers, DIY devices, field recordings

and tape loops. Collaborates with such artists and musicians as Yoshio Machida,
Nick Edwards, Peter Vogel and others. Former curator of the label CYLAND

Audio Archive that produces audio art on media manufactured with lathe-cut
technology. Curator of audio projects of Cyfest. Member of the synthesizer quartet
Kurvenschreiber and the duet of tape mystifications S A D. Under the name Fitz
Ellarald, he was published by the Japanese label Amorfon and the American label
Squiggle Dot. Lives and works in Moscow, Russia.

Bapsapa EropoBa

KypaTtop, koopauHaTop npoekToB nabopatopuun megnanckycctesa CYLAND. Po-
nunace B 1965 roay B JleHnHrpage (CCCP). OkoHuuna JIBXMY um. B.M.MyxuHoi
(NeHunrpap, CCCP). CotpyaHuk Meananabopatopun CYLAND c MOMeHTa ee OCHO-
BaHus B 2007 roay. YyacTtBoBana B npoeAeHun Bcex dectusanein «Kubepdect»
n BbicTaBok CYLAND B kayecTBe gu3aiiHepa, opraHuMsaTopa, KypaTopa BbICTaBOY-
HbIX nporpamMm. XXueeT u pabotaet B CaHkT-MeTepbypre (Poccus).

Varvara Egorova

Curator, project coordinator at CYLAND Media Art Lab. Born in 1965 in Leningrad,
USSR. Graduated from the Vera Mukhina Higher School of Art and Design
(Leningrad, USSR). She has worked at CYLAND Media Art Lab since its foundation
in 2007 and participated in all the Cyfests as a designer, organizer and curator

of exhibition programs. Lives and works in St. Petersburg, Russia.

Mus 3a6enka

CKpunay-3KcnepuMMeHTaTop, BOKAMUCT, CayHA-XYAO0XKHMUK, KOMNo3uTop. Poannach

B 1963 rony B BeHe (ABcTpus). 3abenka nccnenyeTt rpaHuLbl 3BYKa U My3blKK

Ha cBOEM 0COHOM f3bike, KOTOPbIA OCHOBAH Ha AEKOHCTPYKLMM U PEKOHCTPYKLUM
aKyCTUYECKMX BO3MOXHOCTEN CKpUnKiM. OHa yBENMUYMBAET AMANa3oH 3TOro MHCTPY-
MeHTa 6narofaps UCMoNb30BaHMIO 3N1EKTPOHHBIX YCTPOWCTB U HOBATOPCKMM TEXHM-
KaM ucnonHeHus. 3abenka cCoTpyAHMYANa C BbIAAKOLWMMUCS MY3bIKAHTaMU CO BCEro
Mupa, cpeamn kotopbix PobuH Pembo, NMonvHa Onusepoc, Jinams Nlany, Saffronkeira,
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®unn Hubnok, xoH 3opH 1 Oapu YeH. OHa faBana KoHLEpTbl M NepdopMaHChl Ha
MHOrux pectusansax B EBpone, AMepuke u Asuun. Tpux bl naypeaT npemMuu Gpectu-
Bans Prix Ars Electronica (JluHu, Asctpus). ApT-aupexTop dectusans Phonofemme
(BeHa, ABcTpus). Kuset u paboTtaeT B ABCTpUM.

www.miazabelka.com

Mia Zabelka

Experimental violinist, vocalist, sound artist, composer. Born in 1963 in Vienna,
Austria. Zabelka explores the limits of sound and music in a language entirely

her own, based on the de- and reconstruction of the violin’s sonic possibilities,
expanding the range of the instrument using live electronic devices and
innovative performance techniques. She has collaborated with a string of exciting
artists from around the world, such as Robin Rimbaud, Pauline Oliveros, Lydia
Lunch, Saffronkeira, Phill Niblock, John Zorn and Audrey Chen. She has given
concerts and performances at many festivals throughout Europe, America and
Asia. She is 3-time winner of the Prix Ars Electronica (Linz, Austria) and the artistic
director of Phonofemme Festival (Vienna, Austria). Lives and works in Austria.
www.miazabelka.com

TatbsiHa 3aMbpaHo

XynoxHuk. Pogunace B 1982 roay B Konym6uun. OkoHumna dakynbTeT MCKYCCTB
YHusepcuteta AHTbOKMM (Konymbus). MHTepecyeTcs uccnenoBaHmeM s3bika BU-
[leOMCKYCCTBA, UCMONb3YeT 3KCNepuMeHTanbHble TexHonoruu. Ee pabota nonana

B KOHKYPCHYt0 nporpammy dectusans Rencontres Internationales B bepnuHe
(FfepmaHus, 2014) v 6bina oTobpaHa Ans nokasa «Buageounckycctso JlaTuHckoi Ame-
puku» B UccnepoBatenbckoM MHCTUTYTe TeTTun (2015). XKuseT u yuntcs B Mexuko
(Mekcuka).

Tatyana Zambrano

Artist. Born in 1982 in Colombia. Graduated in Arts from the University

of Antioquia, Colombia. She is interested in exploring video art language

and works with experimental technology. Her artwork has been in the official
selection at Rencontres Internationales Festival in Berlin (2014) and was selected
for the Screening “Video Art in Latin America” for Getty Research Institute (2015).
Lives and studies in Mexico City, Mexico.

lOnusa 3actasa

XypoxHuk. Poaunace B 1982 roay B Mockee (CCCP). OkoHumna lyMaHWUTapHbIi
MHCTUTYT TeNeBUAEHUS U paaunoBeltaHus (Mocksa, Poccus) u BeHckyto akagemuto
xypoxecTs (ABCTpus). Ee paboTbl y4aCTBOBaNM B MHOrOYMC/IEHHbIX BbICTaBKaX,

B ToM uncne B Pycckom mysee (CankT-MNeTtepbypr, Poccus), KynbTypHoM LeHTpe
BbaHka bpasunuu (Can-MNayny n Pro-ne-Xawneiipo, bpasunus) n mysee coBpeMeHHO-
ro uckycctea PERMM (Mepmb, Poccus). XXuset n pabotaeTt B Bene (ABcTpus).
www.juliazastava.com

Julia Zastava

Artist. Born in 1982 in Moscow, USSR. Graduated from the Humanities Institute of
TV and Radio Broadcasting (Moscow, Russia) and the Academy of Fine Arts (Vienna,
Austria). Her works have been exhibited at many venues, the including Russian
Museum (St. Petersburg, Russia), Centro Cultural Banco do Brasil (Sao Paulo and
Rio de Janeiro, Brasil) and the PERMM Museum of Contemporary Art (Perm, Russia).
Lives and works in Vienna, Austria.

www.juliazastava.com
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Ipynna «3nble»

AHOHMMHas apT-rpynna, CocTosWwas 13 HeonpeneneHHoro Konn4ecTBa XyaoxXHU-
koB. Co3paHa B EkaTtepuHbypre (Poccus) B cepeanHe 2000-x ronos. Npoussene-
HWS TPYNMbl, paHEE MOSBNABLIMECS TOMBKO HA YIMLLAX U HOCUBLLME MPOBOKALIM-
OHHbIVi XapaKTep, Tenepb BCe Yalle MOXHO YBUAETb B 3a/ax ranepei 1 LEHTPOB
COBPEMEHHOr0 MCKYCCTBA. «3Nble» paboTaloT B CMELIaHHbIX TEXHUKAX M IKCre-
PUMEHTUPYIOT C MaTepuanamu. Mx MpayHas MpOHUS 1 3a4acTyto ecTkas noAava
He TO/IbKO ONPaBAbIBAOT Ha3BaHWE FPYNMbl, HO U BbISIBASIOT COLMANBHO-KYbTYP-
Hble NPOTUBOPEYNS U CO3Aa0T UMMYHUTET NPOTUB Bpeaa.

Zlye Group

An anonymous art group consisting of an unspecified number of artists. It was
created in Ekaterinburg, Russia, in the mid-2000s. Works by the group that
previously only appeared streets and had a provocative nature can now be seen
ever more frequently in the halls of galleries and centers of contemporary art. Zlye
Group works in mixed media and experiments with materials. Their dark irony and
frequently harsh presentation not only justify the group’s name (“Angry Ones”) but
also uncover sociocultural contradictions and create an immunity to drivel.

BukTopusa UnwowkunHa

XynoxHuk, kypatop. Pogunacb B 1971 roay B Jlenunrpane (CCCP). OkoHuuna UH-
CTUTYT XXMBOMUCH, CKYNbNTYpPbl M apxuTekTypbl M. N.E.Pennna (CankT-NeTepbypr,
Poccusa) u UHcTutyT «Mpo ApTe» (CankT-MNeTepbypr, Poccus). B cBomx npoektax
CTPEMUTCS K CMHTE3Y COBPEMEHHOIi Xopeorpaduu, XMBOMMUCH, 3ByKa 1 BUAeO. Pa-
60Tbl MNIOWKMHOM BbICTABASNUCL BO MHOTUX My3€sX U ranepesx, Bkatouvas Pycckuii
my3eit (CankT-TMeTepbypr, Poccus), Myseit AHHbl AxmaToBoit (CaHkT-lMeTepbypr,
Poccus), ranepeto ART re.FLEX (CankT-lMeTepbypr, Poccus), ranepeto Iragui (Mo-
ckBa, Poccus), ranepeto Pfeister (fyabem, laHus). Y4acTHMK napannenbHo npo-
rpammbl 6ueHHane «Manudecta 10» (CaHkT-MeTepbypr, Poccus, 2014), BbicTaBKM
«On My Way» B Yuuepcutete Ka-®ockapu (BeHeuns, Utanus, napannenbHo

¢ 56-11 BeHeuunaHckoi 6uerHane, 2015), cneunansHoro npoekta 6-i MockoBckom
6ueHHane «Urbi et Orbi» (Poccus, 2015). C 2008 roaa — KypaTop BMAEOApXU-

Ba CYLAND u Buneonporpamm dectusans «Knbepdect». Xuset u pabotaet

B CaHkT-lMeTepbypre (Poccus).

Victoria Ilyushkina

Artist, curator. Born in 1971 in Leningrad, USSR. Graduated from the Ilya Repin
State Academy Institute of Painting, Sculpture and Architecture (St. Petersburg,
Russia) and the Pro Arte Institute (St. Petersburg, Russia). Her projects are the
search for synthesis between contemporary choreography, painting, audio and
video. Her works have been exhibited at the Russian Museum (St. Petersburg,
Russia), Anna Akhmatova Museum (St. Petersburg, Russia), ART re.FLEX Gallery
(St. Petersburg, Russia), Galerie Iragui (Moscow, Russia) and Pfeister Gallery
(Gudhjem, Denmark). She participated in the Manifesta 10 Biennale Parallel
Program (St. Petersburg, Russia, 2014), "On My Way”exhibition at Ca’ Foscari
University (Venice, Italy, parallel to the 56th Venice Biennale, 2015) and the 6th
Moscow Biennale Special Project “Urbi et Orbi” (Moscow, Russia, 2015). Since
2008 Victoria Ilyushkina has worked as curator for the CYLAND Video Archive and
the Cyfest video programs. Lives and works in St. Petersburg, Russia.

Amutpwmii Kasapra

XynoxHuk. Pogunca 8 Mockee (CCCP). lNMonyynn xypoxecTBeHHO-TEXHUYECKOe
obpasoBaHue. Ero Hanbonee 3HauUMTENbHbIE PAabOTbl NOCNEAHUX NET OCHOBAHBI

Ha CMHTE3e MCKYCCTBA M TEXHONOTUiA: 3TO MHTEPAKTHUBHbIE KUHETUYecKhe 06bek-
Tbl U UHCTANNAUMU, CO34aHHbIE B COTPYAHNYECTBE C YYEHBIMU, NIPOrPaAMMUCTaAMU

M UHxXeHepaMu. KaBapra umMeHyet ce6s «6MOMOPdHbLIM pasukanomy». MocTosHHbIM
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YYaCTHUK MeXAYHapOAHbIX BbICTAaBOK M ecTUBaneit COBPEMEHHOr0 TeXHOO-
rMyeckoro MCKYccTBa, Takmux Kak Lexus Hybrid Art (Mocksa, Poccus, 2012), Ars
Electronica (Junu, Asctpus, 2013), FILE (Can-Tayny, bpasunus, 2014) n ap. Xuset
n pabotaet B [logMockosbe (Poccus).

www.kawarga.ru

Dmitry Kawarga

Artist. Born in Moscow, USSR. Received an artistic-technical education. The most
significant of his works in recent years are based on the synthesis of art and
technologies. These are interactive kinetic objects of science art and installations
created in cooperation with scientists, computer programmers and engineers.
Kawarga calls himself a “biomorphic radical”. Constant participant of international
exhibitions and festivals of contemporary technological art, such as Lexus Hybrid
Art (Moscow, Russia, 2012), Ars Electronica (Linz, Austria, 2013), FILE (Sao Paulo,
Brazil, 2014) and others. Lives and works in the Greater Moscow Area, Russia.
www.kawarga.ru

Bopuc Kasakos

XynoxHuk, pexxuccep. Poguncs B 1964 roay B Jlennurpage (CCCP). OkoHuun
MHCTUTYT MawmnHocTpoeHus «JIM3-BTY3» (Jlenunrpaa, CCCP). B koHue 1980-x
Hayan 3aHMMaTbCA XMBOMUCHIO. B 1996 roay caenan cBovi nepBbiii Gunbm «l1TeHLbI
MOPpS», UCNONb3YS TPAAULMOHHYIO ANS NapanaenbHOro KUHO TEXHUKY PUCOBAHUS
noBepx M3obpaxkeHuns Ha nnexke (scratch). MHoro akcnepumeHTupyeT B 06nacTtu
6eckamMepHoO aHMMaLmu, n306pen cnocob cHUMaTb KUHODUABMbI HOTOANNAPaATOM.
O6napatens rpaH-npu dectnBans «KuHowok» (AHana, Poccus, 1999). Xuset u pa-
60TaeT CaHkT-MeTepbypre (Poccus).

Boris Kazakov

Artist, filmmaker. Born in 1964 in Leningrad, USSR. Graduated from the Institute
of Machine Building LMZ-VTUZ (Leningrad, USSR). Kazakov started painting

in the late 1980s. In 1996 he made his first film “Nestlings of the Sea” using

the technique of drawing on film which is traditional for parallel cinema. He

has also experimented with different methods of animation without a camera,
and invented a way to shoot movies with a photo camera. Recipient of the
Grand Prix of the Kinoshok Film Festival (Anapa, Russia, 1999). Lives and works
in St. Petersburg, Russia.

Xauartyp KaHasH

Ckpunau, aupuxep, komnosutop. Poguncs B 1971 roay B Mockse (CCCP). Monyunn
My3blkanbHoe o6pa3oBaHue B pe3aeHe u bepnune (fepmanus). Urpan B kBapTeTe
Kairos; B HacTosilwee BpeMs urpaet B Ensemble Mosaik. CoTpyaHuyan c Takumm
KonnekTuBamu, kak Ensemble Intercontemporain, MusikFabrik, Ensemble Elision.
YyacTHuK My3bikanbHbix dectuBaneit Wien Modern (BeHa, ABcTpus), Salzburger
Festspiele (3anbubypr, ABcTpus), Biennale Musica Venezia (BeHeuwns, Utanus),
Prager Friihling (Mpara, Yexus) u ap. XXuset u pabotaet B bepnuHe (fepmaHus).

Chatschatur Kanajan

Violinist, conductor, composer. Born in 1971 in Moscow, USSR. He received his
musical training in Dresden and Berlin (Germany). He played in Kairos Quartet;
currently he plays in Ensemble Mosaik. He has collaborated with such groups
as Ensemble Intercontemporain, MusikFabrik, Ensemble Elision. Participant

of the musical festivals Wien Modern (Vienna, Austria), Salzburger Festspiele
(Salzburg, Austria), Biennale Musica Venezia (Venice, Italy), Prager Friihling
(Prague, Czech Republic) and others. Lives and works in Berlin, Germany.
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Monuna Kanuc

XynoxHuk. Poamnace B 1985 roay B JlenuHrpane (CCCP). Okonunna Meparoruye-
ckunii yuusepcutet uMm. lepuenra (CankT-lNeTepbypr, Poccus) 1 MoCKoBCKYHO WKoONy
doTtorpadumn u mynstumMeama um. PogueHnko (Poccus). laypeat npemun KaHanHcko-
ro B HOMMHauumn «Mononoi xyaoxHuk» (Poccus, 2011) u npemun Cepres KypexuHa
B HOMUHaUumK «Jlyywumit MegmaobbekT» (Poccus, 2016). MepcoHanbHble BbICTaBKU
Kanunc npoxoaunu B pamkax 5-i MockoBckoi BueHHane monoaoro uckycctea (Poc-
cug, 2016) n 6ueHHane «<Manudecta 10» (CaHkT-MeTepbypr, Poccus, 2014), a Takxe
B baky, TypuHe, Kuese v apyrux ropogax. XXuset u pabotaet B Mockse (Poccus).

Polina Kanis

Artist. Born in 1985 in Leningrad, USSR. Graduated from the Herzen Pedagogical
University (St. Petersburg, Russia) before continuing her studies at the Rodchenko
Art School of Photography and Multimedia (Moscow, Russia). She is a Kandinsky
Prize winner in the “Young Artist” category (Russia, 2011) and a Sergey Kuryokhin
Award winner in the “Best Media Object” category (Russia, 2016). Solo exhibitions
of Kanis’ art have been held at the 5th Moscow Biennale for Young Art (Russia,
2016), Manifesta 10 Biennale (St. Petersburg, Russia, 2014), and also in Baku, Turin,
Kiev and other cities. Lives and works in Moscow, Russia.

AHapec Kactanbo

XynoxHuk. Poauncs 8 1986 roay B borote (Konym6us). Mocne yuebol B Akagemun
n306pasnTenbHbIX UCKyccTB B borote npogomkun cBoe obpasoBaHue B Haumo-
HaNbHOM aBTOHOMHOM yHMBeEpcUTETE MeKCHKM B MeXMKo, rae Monyumn cteneHb
MarucTpa MckyccTs. B HacTosiLee BpeMs y4acTHMK akaaeM1yeckoi nporpamMmbl

B ueHTpe CAPACETE (Puo-ne-XaHeiipo, bpasunus). XXuseT u paboTaeT B Mexuko
(Mekcuka) u Puo-pe-Xaneiipo (bpasunus).

Andres Castaio

Artist. Born in 1986 in Bogota, Colombia. After studying at the Academy of Fine
Arts in Bogota he continued his studies at the National Autonomous University

of Mexico in Mexico City where he received his Master of Arts degree. Currently he
is a member of the academic program at CAPACETE (Rio de Janeiro, Brazil). Lives
and works in Mexico City, Mexico, and Rio de Janeiro, Brazil.

Cepreit KatpaH

XynoxHuk. Poguncs B 1970 ropy B ropoae Hukonone IHenponeTpoBckoi ob6nactu
(YkpauHa). Mo nepsoMy 06pa3oBaHuio 61onor U XMMUK. OKOHUMA KYPC PEXUCCYPbI
TaTbsHbl JanunbsaHuy B LUkone BusyanbHbix uckycctB (MockBa, Poccus). HoMUHaHT
npemun Cepres KypexuHa (Poccus, 2013, 2014, 2016). Chepa uHTepecos: 3kcne-
PUMEHT, FpaHMLbl UCKYCCTBA, KMCKYCCTBO CIy4aMHOro», MCKYCCTBO M HayKa. PaboTbl
HaxoaaTcs B Pycckom mysee (CaHkT-MeTepbypr, Poccus), locynapcTBEHHOM LEHTpe
coBpeMeHHOro uckycctsa (Poccus), yacTHbIx konnekuuax. XueeT u pabotaet B Mo-
ckBe (Poccus).

www.katranland.com

Sergey Katran

Artist. Born in 1970 in the city of Nikopol, Dnepropetrovsk Region, Ukraine. He got
his first degree in biology and chemistry. Completed a course on film directing
taught by Tatyana Danilyants at the School of Visual Arts (Moscow, Russia).
Nominated for the Sergey Kuryokhin Award (Russia, 2013, 2014, 2016). Field of
interests: experiment, boundaries of art, “art of the accidental”, art and science.
His works are held in the Russian Museum (St. Petersburg, Russia), National Center
of Contemporary Art (Russia) and private collections. Lives and works in Moscow,
Russia.

www.katranland.com
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Cbto3aH Kneiin6epr

XypoxHuk. Poaunace B 1949 roay B ®uHukce (CLLA). PaboTbl Kneiinbepr BbicTas-
nanucb Ha BeHeunaHcknx 6uenHane 2001, 2005 n 2009 ropos, a Takxe B My3ee
®opTyHu (Beneuus, Utanusa, 2011, 2015). OHa npMHMMana yyacTue B pasanuHbiX
BbICTaBKaXx, B TOM yucne B ueHTpe PS1 npu Mysee coBpeMeHHOro nckycctaa (Hbto-
Mopk, CLUA), HaumoHanbHoM My3ee u3sHbix UckyccTs (ByaHoc-Alipec, ApreHTuHa),
myszee MAXXI (Pum, Utanus) n mysee «Totan» (Ceyn, HOxHas Kopes). CotpyaHuya-
na c LleHTpoMm nccnepoBaHuit M pectaBpauumn Mysees @paHuun B Jlyepe (Mapux,
MpaHuus). Xuset u paboTaet B Hbto-Mopke (CLUA).

www.susankleinberg.com

Susan Kleinberg

Artist. Born in 1949 in Phoenix, USA. Her works have been shown in the Venice
Biennales of 2001, 2005, 2009, as well as at the Fortuny Museum (Venice, Italy,
2011, 2015). She has participated in various exhibitions, including at MoMA PS1
(New York, USA), Museo Nacional de Bellas Artes (Buenos Aires, Argentina), MAXXI
Museum (Rome, Italy), and the Total Museum (Seoul, South Korea). Kleinberg

has collaborated with the Center for Research and Restoration of the Museums

of France at the Louvre (Paris, France). Lives and works in New York, USA.
www.susankleinberg.com

Cepreii Komapos

CayHA-XyBO0XHUK, KypaTop, MHXeHep, nporpammucT. Poguncs B 1980 roay B Ka-
nyre (CCCP). C 2008 ropa paboTaeT nporpaMM1CTOM B nabopaTopumn Meauanc-
kycctBa CYLAND, c 2012 rona kypupyeT ayamonpoekTbl 4 ayanoapxus CYLAND.

C 2015 ropa coBMecTHo ¢ Anekceem MpayeBbiM pa3BMBaeT MHTEPAKTUBHbIN
cayHA-npoekT «Cy6beKkTUBM3aLMa 3ByKa», OCHOBOM KOTOPOro SIBASIETCS B3aUMO-
[eicTBME C NPOCTPAHCTBOM U 3pUTenaMu. YuacTHuk pectusanen «Knbepdect»
pasHbix net, bectuBans «ApxcrosHue» (Kanyxckas obnactb, Poccus, 2014). Xuset
n pabotaet B Kanyre u CaHkt-lNeTepbypre (Poccus).

Sergey Komarov

Sound artist, curator, engineer, computer programmer. Born in 1980 in Kaluga,
USSR. Since 2008, he has worked as a programmer at CYLAND Media Art Lab;
since 2012, has curated audio projects and the CYLAND Audio Archive. Since
2015, together with Sergey Grachev, he has been developing the sound project
“Subjectivization” of Sound» whose basis is the interaction with space and
spectators. Participant of Cyfests of various years and the Archstoyanie festival
(Kaluga Region, Russia, 2014). Lives and works in Kaluga and St. Petersburg,
Russia.

Erop KpadTt

XypoxHuk. Poguncsa B 1986 roay B Jlennnrpage (CCCP). OkoHunn MockoBckyto
wkony dpotorpadum n mynstuMeama uM. Poguerko (Poccus) n Akaaemuio nsobpa-
3UTeNbHbIX MCKYCCTB BeHbl (ABCTpus). O6yyancs no rpaHTy B LleHTpanbHOM Kon-
nepxe UCKYCCTBA U An3aitHa uM. CBaToro MapTuHa B JloHaoHe (Bennkobputanus).
MpuHMMan yyacTie B MeX/AyHapO4HbIX BbICTaBKax 4 BMeHHane, cpem KOTopbiX
Mockosckas 6uenHane monoporo uckyccrea (Poccus, 2010, 2016), 6GuenHane
Arsenale (Kues, YkpauHa, 2012) u napannenbHas nporpamMma 6ueHHane «MaHude-
cta 10» (CankT-MeTepbypr, Poccus, 2014). NMposen aBe MacwTabHble NnepcoHanb-
Hble BbicTaBku B CankT-MNeTepbypre (Poccus) u TannuHe (3cToHus). XuseT u pabo-
Taet B bepnuHe (fepmanuns) n Jlonpore (Benukobputanus).

www.egorkraft.com

Egor Kraft
Artist. Born in 1986 in Leningrad, USSR. He received an artistic education
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in Moscow Rodchenko Art School of Photography and Multimedia (Russia), the
Academy of Fine Arts in Vienna (Austria) and Central Saint Martins College

of Art and Design in London (UK). Over the course of the past few years he has
participated in international group exhibitions and biennales, including the
Moscow Biennale for Young Art (Russia, 2010, 2016), Arsenale Biennale (Kyiv,
Ukraine, 2012) and the parallel program of Manifesta 10 Biennale (St. Petersburg,
Russia, 2014). Egor has had solo exhibitions in St. Petersburg, Russia, and Tallinn,
Estonia. Currently lives and works in Berlin, Germany, and London, UK.

www.egorkraft.com

Ipynna «Kyaa 6eryTt cobakn»

ApT-rpynna, o6pasosaHHas B 2000 roay B Ekatepunbypre (Poccus). XyaoxHUKM
Bnap bynatos, Hatanbs lpexoBa, Onbra MHo3emueBa n Anekceii Kop3ayxuH co3aa-
10T KUHETUYECKME CKYNbNTYPbl, 06bEKTbl, UHCTANNALMUM, BUAEO U aKLMK, 0BpaLLeH-
Hbl€ KaK K CMIOHTaHHbIM TEIECHbIM NMEePEXMBAHNUAM U MUDONOTMHECKUM NMOBECTBO-
BaHMAM, Tak M K 06pa3aM ONTUHECKUX U A3bIKOBbIX MANO3MIA. [pynna yyacTsoBana
BO MHOTrMX GecTnBansix 1 BbiCTaBKax COBPEMEHHOTO UCKycCTBa B Poccum 1 3a py-
6exoM, cpeain KoTopbix MockoBckas 6ueHHane coppeMeHHoro uckycctea (Poccus,
2005, 2007, 2009, 2013), KpacHosipckas My3eiiHas 6ueHHane (Poccus, 2009,
2011), dectusansb Ars Electronica (Jiunu, Asctpus, 2012) u apyrue.

“Where Dogs Run” Group

An Art group formed in 2000 in Ekaterinburg, Russia. The artists Vlad Bulatov,
Natalya Grekhova, Olga Inozemtseva and Alexey Korzukhin create kinetic
sculptures, objects, installations, video and events which appeal to spontaneous
somatic experiences and mythological narratives as well as images of optical and
linguistic illusions. The group has participated in many festivals and exhibitions
of contemporary art in Russia and abroad, including the Moscow Biennale

of Contemporary Art (Russia, 2005, 2007, 2009, 2013), Krasnoyarsk Museum
Biennale (Russia, 2009, 2011), Ars Electronica Festival (Linz, Austria, 2012)

and others.

Codus Kyapssuesa

McTopuk nckycctea, kypatop. Poannack B JleHnHrpane (CCCP). OkoHumnna UHCTH-
TYT XXMBOMWUCH, CKYAbNTYPbI M apxuTekTypbl M. U.E.Penunna (Jlennnrpaa, CCCP),
nocne 4yero noctynuna Ha paboTy B flocyaapcTBeHHbIM IpMuTax, rae ¢ 2001 ropa
pykoBoauT MonoaexHbiM o6pa3oBaTenibHbIM LieHTpoM (CaHkT-TeTepbypr, Poccus).
KaHamAaaT McKycCcTBOBEAEHMS, CMEeLMannCT No UCKYCcCTBY XX BEKA M COBPEMEHHO-
MY UCKYCCTBY 3anapa, a Takxxe My3eeBefeHu 0. ABTOP MHOTOUYMCIEHHBIX HAay4HbIX
cTaTei, nyTeBoAUTENEN M anbOOMOB NO KoNNeKUUsIM dpMmutaxa. Xuset u pabotaeTt
B CaHkT-lMeTepbypre (Poccus).

Sofia Kudryavtseva

Art historian, curator. Born in Leningrad, USSR. Graduated from Ilya Repin State
Academy Institute of Painting, Sculpture and Architecture (Leningrad, USSR); since
then she has worked at the State Hermitage Museum, from 2001 heading the
Youth Education Centre (St. Petersburg, Russia). She has a PhD in art history, and
is an expert in 20th century art, Western contemporary art and museology. Author
of many academic papers as well as Hermitage guide-books and albums. Lives and
works in St. Petersburg, Russia.

Onusa NlannHa
XypoxHuk. Pogunace B MockBe (Poccus). OkoHunna XaHTep-konneax fopoackoro
yHuBepcuteTa Hoto-Mopka (CLUIA). Ee KapTHHbI, aHUMaLMOHHbIE GUALMbI M aHUMa-

KUWBEP®ECT-10

TPOHHbIE CKYNbNTYPbl 3aMe4YaTNeBatoT albTEPHAaTUBHYIO PEanbHOCTb, 3aMeLIaHHY0
Ha paHTas3uun, PeEMUHUHHOCTU U toMope. PaboTbl JlTaHMHOI 6K NpeacTaBieHbl B
XynoxectseHHOM My3ee Ceyna (HOxHas Kopes), MockoBCKOM My3ee COBPeMeHHOro
nckycctsa (Poccus), Mysee Jlioasura (KenbH, fepmManus), KnuBneHACKOM UHCTUTYTe
nckycctsa (CLUA), Ha MekunHcko BuenHane 798 (Kutai) M Ha Apyrmux naowapkax.
XypHan Revolt Bkatounn JlaHuHy B cBOi cnncok 10 rnaBHbIX HbiO-HOPKCKUX XYA0XK-
HukoB 2013 ropa. XXuset v pabotaet B Octune, CLUA.

www.yuliyalanina.com

Yuliya Lanina

Artist. Born in Moscow, Russia. Graduated from the Hunter College, CUNY

(New York, USA). Her paintings, animations and animatronic sculptures portray
alternate realities that fuse fantasy, femininity, and humor. Lanina’s work has been
displayed at the Seoul Art Museum (South Korea), Moscow Museum of Modern Art
(Russia), Ludwig Museum (Cologne, Germany), Cleveland Institute of Art (USA), 798
Beijing Biennial (China), and other venues. Revolt Magazine chose Lanina as one of
their top ten New York City artists of 2013. Lives and works in Austin, USA.
www.yuliyalanina.com

Yunnobam Jleiitam

XyBoXHUK, cneumanuct B o6nacti uHdopmatuku. Poguncs B 1961 roay B Bennko-
6puTaHum. Monyunn xynoxecTseHHoe obpasoBaHme B OkCcHopackoM yHuBepcuTe-
Te (BennkobputaHus) u KoponesckoM konnepxe uckyccts (JloHaoH, Benukobpu-
TaHus). Jleiitam npocnasuics cBoumu pabotamu, cozpanHbiMmu ¢ 1987 no 1993 roa,
Koraa oH 6bin cTuneHamMatoM HayuHoro uenTpa IBM B BuHuyecTepe (Bennkobpura-
Hus). Ero HoBaTOopCKoe opraHn4yeckoe MCKYCCTBO, OCHOBAHHOE Ha KOHLIeNLMMN «3BO-
NIOLMK Yepes 3CTETUKY», LIMPOKO AeMOHCTPUpOBanoch B Bennkobputauu, lep-
MaHuu 1 dnonHun B 1990-e roabl. C 1993 no 2003 roa 3aHUMManNCs penB-My3bIKoi

1 pa3paboTKoi KOMNbIOTEPHBIX UTp B KoMnaHusax Universal, Sony SCEE u Warner
Bros. B 2007 roay Jleittam cTan npodeccopom KOMMNbOTEPHOro UCKycCTBa B lo/1-
LCMUTCKOM Konnepxe (JJoHAoHCKuii yHuBepcuTteT, Benukobputanus). OH BepHyncs
K CBOUM XYA0XKECTBEHHbIM MCTOKAM U BO306HOBWA AOITOCPOYHOE COTPYAHUYECTBO
c matemaTnkom CtuseHom Togaom. C koHua 2015 ropa Jleiitam MHoro paboTaet

B chepe BUPTyanbHOM peanbHOCTH, pa3BuBas npoekT «Mutator VR». XXuset v pa-
60Taet B J/loHaoHe (BennkobputaHus).

William Latham

Artist, computer scientist. Born in 1961 in the UK. Originally trained as an artist

at Oxford University (UK) and the Royal College of Art (London, UK). Well known
for his evolutionary art created from 1987 to 1993 whilst a Research Fellow

at the IBM Scientific Centre in Winchester, UK. His pioneering organic art based

on the concept of “evolution by aesthetics” was shown widely in major touring
shows in the UK, Germany and Japan in the 90s. From 1993 to 2003 he worked

on rave music and computer game development with Universal, Sony SCEE and
Warner Bros. In 2007 Latham became Professor of Computer Art at Goldsmiths
(University of London, UK) and returned to his artistic origins and restarted his
long term collaboration with mathematician Stephen Todd. Since late 2015 he has
worked extensively in VR, developing “Mutator VR”. Lives and works in London, UK.

Anekcanap Jleumuyc

XynoxHuk. Poguncs 8 1984 roay B Jlennnrpane (CCCP). C 2009 ropa pabotaet
Haf TeaTpasibHbIMMU MOCTAHOBKAMU KaK BUAEOXYAOXHUK. COOCHOBaTeNb TBOpYE-
ckoro konnekTusa Tundra. Mpoussenerus Tundra 6binm nokasaHbl Ha GecTUBaNax
Mapping Festival (XKeHeBa, LWseiuapus, 2014), ArtFutura (Mcnanus, 2014), MIRA
(bepnuH, lepmanus, 2016) u ap. Xueet u pabotaet B CaHkT-MeTepbypre (Poccus).
Alexander Letcius
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Artist. Born in 1984 in Leningrad, USSR. Since 2009 he has worked on theatre
performances as video artist. Co-founder of Tundra collective. Works by Tundra
have been shown at the Mapping Festival (Geneva, Switzerland, 2014), ArtFutura
Festival (Spain, 2014), MIRA Festival (Berlin, Germany, 2016), etc. Lives and works
in St. Petersburg, Russia.

KatepuHa JiIu6eposckas

XynoxHuk. Poaunace B 1961 rony B MoHpeane (KaHapa). Pabotaet B o6nactu
3kcnepuMeHTanbHoro Buaeo ¢ 1980-x rogos. CoTpyAHMYana C TaKUMKU KOMNO3UTO-
pamMu 1 cayHa-apTMcTamu, kak ®unn Hubnok, An Mapronuc, Xutown Kogso u 13-
BuA YotcoH. C 2003 ropa akTMBHO 3aHMMaeTCs MUKLWMPOBAHWMEM BUIEO B pEXUME
peanbHOro BpeMeHu, UMMPOBU3UPYS C Pa3NMYHBIMU CayHA-XYAOXKHMKaMK. Mapan-
NeNbHO C XY,0XeCTBEHHbIMMU NpakTuKamu JInbeposckas opraHusyeT u Kypupyet
MeponpusaTus B chepe Mmeamnanckycctea B Kanane, CLUA v EBpone. Xuset 1 pabo-
TaeT B MoHpeane (KaHaaa) u Holo-Mopke (CLUA).

www.liberovskaya.net

Katherine Liberovskaya

Artist. Born in 1961 in Montreal, Canada. Involved in experimental video since the
80s. Liberovskaya has collaborated with many composers and sound artists such
as Phill Niblock, Al Margolis, Hitoshi Kojo and David Watson. Since 2003 she has
been active in live video mixing, exploring improvisation with numerous audio
artists. In addition to her artistic activities, she has concurrently been involved in
the programming and organization of diverse media art events in Canada, USA and
Europe. Lives and works in Montreal, Canada, and New York, USA.
www.liberovskaya.net

Mxo3ed Maiikn

XynoxHuk, dotorpad. Poannca B HoBoit 3enaHanun. Maikn ctpeMutcs HanTm
MaruMyeckuin 6anaHc Mexay XyAoXeCTBeHHbIM MacTEPCTBOM U OMepexXatoLuMm
BpeMs TEXHMYECKMMM HaBblkaMW. BbinckunBas pefikoe 1 BO3BbLILEHHOE B NpUpoje,
Maiikn nsobpaxaert ero, couetas AMHAMUYHOE BUAEHUE U HOBEWLLME TEXHOOTUN.
MoCTOSAHHO pacWwMpsAs rpaHULLbl LOCTYMHbIX EMY TEXHONOTMUI, XYA0XHMK paboTaeT C
pPeBOMOLUOHHBIMW METOAAMU YNPABNAEHUS ABUXKEHUEM, KOHCTPYUPYET CTEHAbI 3a-
MenneHHown 3D-cbeMKkM M co3[aeT NaHOPaMHble KMHeMaTorpapuyeckme npounsse-
neHus. B cBoem nocneaHeM npoekTe Maiikn npoeuupyet aicbepru Ha 3HaMeHUTbIe
3paHua B MacwTabe 1:1. XXueeT n paboTaet B OkneHae (HoBas 3enanaus).
www.joemichael.co.nz

Joseph Michael

Artist, photographer. Born in New Zealand. Michael embodies a magical balance
between fine artistry and forward-thinking technical knowledge. Seeking

out the rare and sublime in the natural world, Michael represents it with

a combination of dynamic vision and cutting-edge technology. Always pushing
the boundaries of the technology available to him, Michael has worked with
revolutionary motion control techniques, built 3D time-lapse rigs and created
360-degree cinema experiences. Michael’s current project sees him projecting
360-degree 1:1 scale icebergs on buildings of significance. Lives and works

in Auckland, New Zealand.

www.joemichael.co.nz

Maona Maiiknc
XynoxHuk. Pogunack B borote (Konymbus). M3yyana uckycctso, Meama u dpotorpa-
duto B Konymbun n ApreHtuHe. OCHOBY ee TBOpYECTBA COCTABNAT SKCMEPUMEH-
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TaNbHbIA KMHEMaTOrpad, BUAEO M 06bekTbl. [poekTbl Maiknc nccnenyoT rpaHuLbl
MEeX Ay eCTeCTBEHHbIM, UCKYCCTBEHHbLIM U HEOAYLEBAEHHbIM. TeMbl MOGUIBHOCTH,
TEPPUTOPUM M MUFPALIMM TaKXKe MPUCYTCTBYIOT B ee UcKyccTBe. XKuseT u paboTaeTt
B bysHoc-Alipece (ApreHTuHa) u B borote (Konymb6us).

Paola Michaels

Artist. Born in Bogota, Colombia. Studied art, media and photography in Columbia
and Argentina. Her production is focused on experimental cinema, video and
object. The artist’s projects explore the limits between the natural, the artificial
and the inanimate states. Mobility, territory and migration are also present in her
production. Lives and works in Buenos Aires, Argentina, and Bogota, Colombia.

CblozaH MakYunnbsam

XypoxHuk. Pogunace B 1969 roay B bendacrte (CeBepHas Mpnanaus). B ceoem
TBOpYECTBE UCCNeAyeT MUP NapaHOPMasbHOrO M BHEYYBCTBEHHOTO. MHTepecysch
TEM, 4TO HAXOAMTCA Ha Nepudepun MeitHCTPUMA U BbINAAAET U3 TPAAULIMOHHbBIX
cdep Hayku M NCMXONOTUK, OHa M3yyaeT Takme GeHOMEHbI, Kak KOXHOe 3peHue,
CcToNoBEpYEHUE, PEHTIEHOBUAEHME, SMAHALMS U SKCTPaCeHCOPHOE BOCMpUsTHE.
B 2009 roay MakYunnbsam npeactasnsna CesepHyto Mipnanauio Ha Beneuman-
cKkolt 6ueHHane (Mtanus). Ee BuaeopaboThl LEMOHCTPUPOBANUCHL MO BCEMY MUPY
M XpaHATCca B 3ByKOBOM apxuBe bputaHckoit 6ubnnotekn. OHa Takxe npenopaet
B HaunMoHanbHOM Konnepxe MCKyccTBa u ausaiHa (Jybnun, Upnanauns). Xuset
u pabotaet B lybnune (Mpnanauns).

www.susanmacwilliam.com

Susan MacWilliam

Artist. Born in 1969 in Belfast, Northern Ireland. Her work explores the world

of the paranormal and supersensory. With an interest in what is on the periphery
of the mainstream and falls outside conventional fields of science and psychology,
she has studied phenomena such as dermo-optical perception, table tilting, X-ray
vision, ectoplasm and extrasensory perception. In 2009 MacWilliam represented
Northern Ireland at the Venice Biennale (Italy). Her video works have been
exhibited internationally and are held in the British Library Sound Archive. She

is also a lecturer in Fine Art at the National College of Art and Design, Dublin,
Ireland. Lives and works in Dublin, Ireland.

www.susanmacwilliam.com

Smunu Mak®apneHa

XypoxHuk. Pogunace B 1987 roay B OMa (CeBepHas Mpnanaus). Yuunace B Haum-
OHa/NbHOM Konnenxe UCKYccTBa M ansaiHa (AybnuH, Mpnanaums), a 3atem nony-
4yuna cTeneHb MarncTpa UCKyccTB B XyaoxecTBeHHOW wkone Mnasro (LWoTtnanaus).
C 2014 ropa BbICTAaBNAETCA Kak Ha poAMHe, Tak U 3a pybexxoMm. Ee HegaBHuMe Bbl-
ctaBku npownu B bendacte (CeepHas Mpnanaus), Haroe (AnoHus), Ceyne (KOxHas
Kopes), Tayncsunne (Asctpanus) u lybnune (Mpnanaus). Xuset n pabotaet B ben-
dacte (CeBepHas MpnaHaus) v Masro (LWotnanaus).

Emily McFarland

Artist. Born in 1987 in Omagh (Northern Ireland). Studied at the National College
of Art and Design (Dublin, Ireland) before completing an MFA at the Glasgow
School of Art (Scotland). Since 2014 she has exhibited both nationally and
internationally. Recent exhibitions were held in Belfast (Northern Ireland), Nagoya
(Japan), Seoul (South Korea), Townsville (Australia) and Dublin (Ireland). Lives and
works in Belfast, Northern Ireland, and Glasgow, Scotland.
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An Mapronuc

CayHA-xynoxHuK, npoatcep. Poguncs B CLLUA. C 1984 rona BbicTynaeT v Bbiny-
ckaeT 3anucu nod ncesaoHumoM If, Bwana. Cotpyanuuan ¢ MonuHoit Onueepoc,
[xoan Ocb6opH, MoHuk by3sapTte, Anamom bomaHoM, InneH Kpuctu, Ynbpuxom
Kpurepom, [leiieom MpeckoTTOM U MHOTMMU APYTUMU. Mapronmc Takxe u3BecTeH
KaK akTMBUCT aMepPUKaHCKOro KacceTHoro aHaerpayHaa 1980-x ronos 6narogaps
cBoeMy neibny Sound of Pig. Kpome Toro, oH 0iMH U3 OCHOBaTeNeil IKCNepUMeH-
TanbHoOro nebna Pogus Productions. Boo6aBok K UMNpOBM3aLUM U COYMHEHMIO
My3blkM Mapronuc urpaet Ha 6ac-ruTape B IereHAapHOM NPOTO-NaHK-rpynne
The Styrenes. XuseT 1 pa6oTaeT B Hbto-Mopke (CLUA).

Al Margolis

Sound artist, producer. Born in the USA. Since 1984 he has performed and
recorded under the name If, Bwana. Collaborated with Pauline Oliveros, Joan
Osborne, Monique Buzzarté, Adam Bohman, Ellen Christi, Ulrich Krieger, Dave
Prescott and many others. Margolis is also known as an activist of the 1980s
American cassette underground through his cassette label Sound of Pig, and is
the co-founder of experimental music label Pogus Productions. In addition to his
composition and improvisation work, he plays bass guitar in the legendary proto-
punk band The Styrenes. Lives and works in New York, USA.

®panceck Maptu

MaTemaTuK, cneumanuct B 061acTm MHGOPMATUKKU, KOMNO3UTOP, MeAUAXYA0KHUK.
Poauncsa B bapcenone (Mcnanus). M3yyan matemaTuky, LMppoBbie MCKYCCTBA,
cBoboaHoe nporpamMmHoe obecneyeHue. Kpome Toro, Maptu — npodeccuo-
HanbHbIA NanucT. B 2001 roay oH 0CHOBan 3KCNEPUMEHTasbHbINA 31eKTPOHHbIN
My3blKanbHbIM NpoekT RMSonce. B 2014 rony Hayan paboTaTb Haf npoekToM «Mpa-
HYJIMPOBaHHOE CMHTETMYECKOE BUAEO®, C KOTOPbIM YXe yyacTBoBan B 6onee yem
40 BbICTaBKax M KOHLLepTax No BCeMy MuUpy, B ToM uncne B Kutae, bpasunuu, CLLUA,
Poccuu, ApreHtuHe, Mekcuke, Konymbun, Bennkobputanuu, LWoTtnanamm, Mcnanmm,
@panuum, Upnanaunu, fepmanum n Utanuu. B HacToswee BpeMst MapTu coveTaeT
CBOM XYH0XECTBEHHbIE U TEXHONOTMYECKME NMPOEKTbI C MpenoaasaHueM B OTKpbI-
ToM yHuBepcutete KatanoHnuu (bapcenona, Mcnanus) u Yausepcutete [le MoH-
dopT (Jlectep, Benukobputanus). XXuset u pabotaet B Bennkobputanum.

Francesc Marti

Mathematician, computer scientist, composer, media artist. Born in Barcelona,
Spain. Studied mathematics, digital arts and free software. He is also

a professional pianist. In 2001 Marti founded the experimental electronic music
project RMSonce. In 2014 he launched his project “Granular synthesis video”,
with which he has already participated in more than 40 exhibitions and concerts
around the world, including in China, Brazil, USA, Russia, Argentina, Mexico,
Colombia, UK, Scotland, Spain, France, Ireland, Germany and Italy. Currently

he combines his artistic and technology projects with teaching at the Open
University of Catalonia in Barcelona, Spain, and at the De Montfort University
of Leicester, UK. Lives and works in the UK.

JIusaseta MatBeeBa

ApT-KpUTUK, KypaTop. Poannack B 1991 roay B ApxaHrenscke (Poccus). OkoHunna
Maructpatypy PakynbteTa cBO60AHbIX MCKYCCTB U Hayk CMN6IY no HanpaBneHuto
«ApT-kpUTUKa» (CaHkT-MeTepbypr, Poccus) n TpeTbio MOCKOBCKYIO IETHIOK KY-
paToOPCKYIO WKONY, OpraHn3oBaHHyt Buktopom Musmano u doHaom V-A-C (Mo-
ckBa, Poccus). Cokypatop ranepeu «Jliopa» (CaHkT-MeTepbypr, Poccus). Kypatop

M COKYpaTOp BbICTaBOYHbIX MPOEKTOB B 0671aCTU COBPEMEHHOMO UCKYCCTBA, Cpeau
KoTopbix: «06nnubsl» B LlepemeTeBckom aBopue (CaHkT-MeTepbypr, Poccus, 2016),
«ToBapwuwecTtBo Hosble Tynbie» B MMCU (MockBa, Poccus, 2016), «®@opma He3pu-
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Moro» Ha «BuH3zaBoae» (Mocksa, Poccus, 2016), «<bynem AyMaTb B SICHbIN AeHbY
B My3ee netepbyprckoro aBaHrapaa (CaHkT-lMetepbypr, Poccus, 2014). Xuset
n pabotaet B CaHkT-lNeTepbypre (Poccus).

Lizaveta Matveeva

Art critic, curator. Born in 1991 in Arkhangelsk, Russia. Received a Master’s
Degree from the Department of Liberal Arts and Sciences at St. Petersburg State
University majoring in Art Criticism (St. Petersburg, Russia) and graduated from
the Third Moscow Summer Curatorial School organized by Viktor Misiano and
V-A-C Foundation (Moscow, Russia). Co-curator at Luda Gallery (St. Petersburg,
Russia). Curator and co-curator of exhibition projects in the field of contemporary
art, including “Disguises” at the Sheremetev Palace (St. Petersburg, Russia, 2016),
“New Blockheads” at the Moscow Museum of Contemporary Art (Russia, 2016),
“Shape of Unseen” at the Winzavod Center (Moscow, Russia, 2016), “Let us think
on a clear day” at the Museum of the St. Petersburg Avant-Garde (St. Petersburg,
Russia, 2014). Lives and works in St. Petersburg, Russia.

Kpuc Mracca (Meow Moon)

XynoxHUK, My3blkaHT. Poanncs B 1991 roay B Poccun. OKOHUYMA yumnuwie Kynb-
TYpbl M UCKYCCTB MO CMeunanbHocTh «Pexunccep, NnocTaHOBKa TeaTpaan3oBaHHbIX
npeacTaBieHuit». 3aHUMaNCs U3yyeHneM pasnnyHbix obnactein MCKYCCTBa, MHOTO
nyTewectBoBan. B 2013-2015 ronax npuHan yyactue B psge cobbiTuii B 06na-
CTU CTPUT-apTa M BbICTAaBOK COBPEMEHHOI0 MCKYCCTBa B Tenb-Asuse (M3paunb).
MocnenHee BpemMs paboTaeT Haf, KOHLENTYalbHbIMU MPOU3BELEHUSIMU U3 CEPUM
«bnocuHrynapHocTb». XXuset u pabotaet B Kanyre (Poccus).

Chris Mgassa (Meow Moon)

Artist, musician. Born in 1991 in Russia. Graduated from the School of Culture and
Arts as a director of theatrical performances. Chris has studied different areas of
art, and has also traveled extensively. In recent years (2013-2015) he participated
in various events of contemporary art in Tel Aviv (Israel). Currently he is working
on his latest conceptual series of works “Biosingularity”. Lives and works in Kaluga,
Russia.

Uropb MonoueBckuii

XynoxHuk, potorpad. Poannca B 1976 rony B Kuese (CCCP, HbiHe YkpauHa). B ero
TBOPYECKOM apCeHane — XMBOe KOAMPOBaHME, UHTEPAKTMBHOE M NOpOXAatollee
nporpaMMmMpoBaHue, KUHeTUYEeCKMUE CKYNbNTYpPbl, 3BYKOBOM AM3aiiH M LdpOBble
n3obpaxenuns. Ero paboTbl BbICTaBAANMCE B TAKMX KYNbTYPHbIX LEHTPAX, Kak
My3eli coBpeMeHHOro uckycctsa (3arpe6, Xopsartus), My3eit pycckoro uckyccrTea
(Munneanonuc, CLUA), apT-uentp Whitebox (Hbto-Mopk, CLUA), ueHTp coBpemMeH-
Horo uckycctBa «BuHsaBoa» (Mocksa, Poccus). B HacToswee Bpems MonoyeBckuit
paboTaeT Ha bakynbTeTe uudposoro uckycctsa MHcTuTyTa MpatT (Hblo-Mopk,
CLUA). XuseT B Hblo-Mopke (CLLA).

Igor Molochevsky

Artist, photographer. Born in 1976 in Kiev, USSR (now Ukraine). His workflow
includes live coding, interactive and generative programing, kinetic sculptures,
sound design and digital imaging. He has exhibited his work at such cultural
centers as the Museum of Contemporary Art (Zagreb, Croatia), Museum of Russian
Art (Minneapolis, USA), Whitebox Art Center (New York, USA), Winzavod
Contemporary Art Center (Moscow, Russia). He is currently employed by the
Department of Digital Art of the Pratt Institute, New York, USA. Lives in New York,
USA.
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Anekcanap Moposos

XynoxHuk. Popuncs B 1974 roay B Nlyrancke (CCCP, HbiHe YkpauHa). OkoHuun UH-
CTUTYT XXMBOMUCK, CKYNbNTYPbl U apxuTekTypbl uM. N.E.Pennna (CankT-MNeTepbypr,
Poccus) n nporpammy «lpakTukyM. HoBble TEXHONOrMM B COBPEMEHHOM UCKYC-
ctBe» MHctutyTa «lMpo Apte» (CankT-NeTtepbypr, Poccus). PaboTaeT B pa3ninyHbixX
XaHpax aKkTyaNbHOro UCKYCCTBA: 06BbEKT, MHCTANNALMS, rpaduKa, BULEO, )KMBO-
nuce. MNepcoHanbHbie NpoekTbl Mopo3oBa BbicTaBASAUCb B Mockse u CaHkT-e-
Tepbypre (Poccus), a Takxe B TapTy (3cTOHMSA). YyacTHUK KpacHOSIpcKoit My3eiHoi
6uenHHane (2015), MockoBckoit 6ueHHane coBpeMeHHoro nckyccrea (2015). XXuset
n pabotaet B CaHkT-lNeTepbypre u Mockse (Poccus).

www.sashamorozov.ru

Alexander Morozov

Artist. Born in 1974 in Lugansk, USSR (now Ukraine). Graduated from the Ilya Repin
Institute of Art, Sculpture and Architecture (St. Petersburg, Russia) and completed
the program “Practicum. New Technologies in Contemporary Art” at the Pro Arte
Institute (St. Petersburg, Russia). He works in various genres of cutting-edge art:
object, installation, graphics, video, painting. Personal projects by Morozov have
been exhibited in Moscow, St. Petersburg (Russia) and Tartu (Estonia). Participant
of the Krasnoyarsk Museum Biennale (2015) and the Moscow Biennale of
Contemporary Art (2015). Lives and works in St. Petersburg and Moscow, Russia.
www.sashamorozov.ru

Amutpuii Moposos aka ::vtol::

CayHa-xynoxHuk. Poguncs B 1986 roay B Mockee (CCCP). OkoHuun dakynbteT
MCTOPUM UCKYCCTB POCCUMIACKOrO rocyaapCTBEHHOrO N'YMaHUTapHOTO YHUBEP-
cuteta (MockBa, Poccus). YyacTHMk MockoBckoi 6MeHHane coBpeMeHHoro
uckycctea (Poccus), dectuBaneii «ApxctosHue» (Kanyxckas obnactb, Poccus),
Ars Electronica (JIuHu, ABcTtpus) n SIGGRAPH (CLUA), BbicTaBOK Ha BeAyLMX
nnow,afKax coBpeMeHHoro uckycctea B Poccum u 3a pybexxom. Obnanatens
npemun Prix Cube (®paHuuns, 2014), npemun Cepres KypexuHa B HOMUHaL UK
«MckyccTBO B 06WEeCcTBEHHOM npocTpaHcTBe» (Poccus, 2014), npemun «MHHO-
Bauua» B HOMMHauuu «HoBas reHepauua» (Poccus, 2013). XXuseT 1 paboTtaer
B Mockse (Poccus).

Dmitry Morozov aka ::vtol::

Sound artist. Born in 1986 in Moscow, USSR. Graduated from the department

of art history at the Russian State University of Humanities (Moscow, Russia).
Participant of the Moscow Biennale of Contemporary Art (Russia), the festivals
Archstoyanie (Kaluga Oblast, Kaluga), Ars Electronica (Linz, Austria), SIGGRAPH
(USA), and exhibitions at major venues of contemporary art in Russia and abroad.
Winner of the Prix Cube award (France, 2014), the Sergey Kuryokhin Award in the
category “Public Art” (Russia, 2014), and the Innovation Prize in the category “New
Generation” (Russia, 2013). Lives and works in Moscow, Russia.

Muxaunn Macoepnos (Brinstaar)

CayHA-XYLOXHWMK, My3bIKaHT, An3ariHep. Poauncs B PoctoBe-Ha-[oHy (Poccus).
MccnepyeT CNOHTaHHbIE, MMNPOBU3aLLMOHHbIE aKTbl TBOPYECTBA. [TOMUMO CONbHOrO
npoekta Brinstaar, Muxaun 3aHaT B psae Apyrux My3bikaabHbiX NPOEKTOB, @ TaKXe
ABNAETCS co3naTeneM U CoBnagenbuem poccuiickoro nebna Kotd Records, Bbiny-
CKalLLero aKCNepuMeHTanbHyto My3biky. XXuseT u pabotaet B Mockse (Poccus).

Mikhail Myasoedov (Brinstaar)

Sound artist, musician, designer. Born in Rostov-on-Don, Russia. Investigates
spontaneous and improvisational acts of creation. In addition to his solo project
Brinstaar, Mikhail is involved in a series of other music projects, and he is
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also a founder and co-owner of the Russian label Kotd Records that produces
experimental music. Lives and works in Moscow, Russia.

Jiu JIn Ham

XynoxHuk. Pogunca B 1969 roay B yesae TamsH (KOxHas Kopes). OkoH4nn YHuBep-
cuteT YocoH (KBaHpxy, OxxHas Kopes). B cBoeM MeamanckyccTse, KOTopoe Havano
npusnekaTb 6onbwoe BHMMaHue B cepeanne 2000-x rogos, XyA0XKHMK co3faeT
NPOCTPAHCTBO COCYLLECTBOBAHUS GU3MYECKOTrO U BUPTYanbHoro. Ero paboTbl
[LeMOHCTPUPOBANNCL B paMKax NEPCOHA/bHbIX M FPYNMOBbIX BbICTABOK B Pa3HbIX
cTpaHax, Bkatoyas HOxHyto Kopeto, inoHuto, Kutait, TaitBaHb, CuHranyp, CLUA,
BenunkobpuTaHuto, Mcnanuio n TyHUC. YYACTHUK BbICTAaBKM «JIMYHBIE CTPYKTYPbI.
MepeceyeHne rpaHunuy B nanauLo Mopa Bo BpeMs BeHeuunaHckoi 6uernHane 2015
roga (Mtanus). XuseT n pabotaet B KBanaxy (KOxHas Kopes).

Lee Lee Nam

Artist. Born in 1969 in Damyang County, South Korea. Graduated from Chosun
University (Gwangju, South Korea). In his media artwork, which began attracting
wide attention in the mid-2000s, the artist constructs a space where the physical
and the virtual realm co-exist. He has held solo and group exhibitions in various
countries including South Korea, Japan, China, Taiwan, Singapore, USA, UK, Spain
and Tunisia. He was also selected to showcase his work at the “Personal Structures.
Crossing Borders” exhibition at Palazzo Mora during the 2015 Venice Biennale
(Italy). Lives and works in Gwangju, South Korea.

www.leenamlee.com

Wpuna Haxosa

XypoxHuk. Pogunace B 1955 roay B Mockee (CCCP). OkoH4ynna MockoBckuit no-
aurpadpudeckmnii tHcTUTyT (CCCP). M1oHep xaHpa TOTanbHON MHCTANNSLMUMU B CO-
BETCKOM aHAerpayHze. MapannenbHo ¢ 3TUM 3aHMMAeTCsi XKMBOMUCHIO U co3AaeT
MHCTanNaumm, 3afeicTBys B HUX XXMBOMUCH, LMPPOBYHO NeyaTb, CKYAbNTYpy, UHTE-
pakTuBHble BMAeo 1 ayauno. B 2013 rony HaxoBa nonyuunna npemuto KaHanHcKoro
(Poccus) B kaTeropuu «lpoekT roaa» 3a uHCTannaumuio «bes Ha3BaHUa», B KOTOPOK
Mcnonb3oBaHbl doTorpaduu u dunbmel ¢ 1920-X roaoB No CErofHAWHUA AeHb

13 ee IM4HOro apxmea. HaunHas c 1989 rona ee paboTbl BbICTABNSAOTCA NO BCEM
Espone n B CLUA. B 2015 roay HaxoBa npepactasnsna Poccvio nepcoHanbHo Bbl-
CTaBKoM Ha 56-i BeHeumnaHckol 6ueHHane (Mtanus). Xuset u paboTaet B Mockse
(Poccus) n B CLLUA.

Irina Nakhova

Artist. Born in 1955 in Moscow, USSR. Graduated from the Moscow Polygraphic
Institute (USSR). She is a pioneer of the genre of total installation in Soviet
underground art. Nakhova concurrently works with painting and installation,

the most vivid of which employs painting, digital printing, sculpture and
interactive video and audio. In 2013, she won the Kandinsky Prize (Russia) for Best
Project of the Year for “Untitled”, an installation that uses photography and

film from the 1920s up to the present day from her own personal archive. Since
1989, her work has been exhibited throughout Europe and the USA. Nakhova was
selected for a solo exhibition at the Russian Pavilion for the 56th Venice Biennale
(Italy, 2015). Lives and works in Moscow, Russia, and in the USA.

®unn Hubnok

Komnosuntop, MeanamysbikaHT, XyaoxHuK. Poannca 8 1933 roay B AHaepcoHe
(wtat MHanana, CLUA). C cepeamnHbl 1960-x cozpaeT My3biky U Meguanepdop-
MaHCbl, KOTOPbI€ UCMONHSANCb HA MHOFOYMCIEHHbIX NAOLWAAKAX MO BCEMY MUPY.
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C 1985 ropa Bosrnaenset dona Experimental Intermedia (Hbto-Mopk, CLUA). Kak
MeMaxyaoXKHMK UCNONb3YeT My3biKy, KUHO, GoTorpacduio, BUAEO U KOMMNbIOTEPSI.
MHoru1e ero npousBeaeH1s OCHOBAHbI Ha COTPYAHUYECTBE C KOHKPETHbIMMU MYy3bl-
KaHTamu: cpean Hux CotozaH Crenrep, Pobept Pocc, Ixum O'Pypk, Ynbpux Kpurep,
Tom bakHep u apyrue. JlaypeaT npemun xona Kerpxa (CLUA, 2014). XXuseT u pa-
60TaeT B Hblo-Mopke (CLUA).

www.phillniblock.com

Phill Niblock

Composer, media musician, artist. Born in 1933 in Anderson, Indiana, USA. Since
the mid-60’s Niblock has been making music and intermedia performances which
have been shown at numerous venues around the world. Since 1985, he has been
the director of the Experimental Intermedia foundation in New York, USA. As

an intermedia artist he uses music, film, photography, video and computers. Much
of his pieces are based on collaborations with specific musicians, including Susan
Stenger, Robert Poss, Jim O’Rourke, Ulrich Krieger, Tom Buckner, and many others.
Recipient of the John Cage Award (USA, 2014). Lives and works in New York, USA.
www.phillniblock.com

Hao Huwwuxapa

XynoxHuk. Poguncsa 8 1976 ropy B Xvpocume (InoHuns). AKTUBHO 3aHMMaeTCs
cayHa-apToM v nepdopmaHcoM. Yepnas BAOXHOBEHME B fafan3Me U AMOHCKON
KNacCM4eckon My3bike, OH CO3/[aeT NolyaBTOHOMHbIE 3BYKOBbIE YCTPOWACTBA, KOTO-
pble UCCNeaytoT TeNeCHbIN aCNeKT HaNMMCaHUS U UCMONTHEHUS MY3bIKM B MPOCTPaH-
cTBe. Ero HegaBHMe BbICTaBKM Npoxoanam B XyAoxecTBeHHOM My3ee Mopw (Tokuo,
AnoHus), 38ykoBoit nabopatopuu IDIO (Hbio-Mopk, CLUA) 1 uenTpe Kunstraum
Kreuzberg/Bethanien (bepnuH, lepmaHus). XXuseT u pabotaet B Tokno (inoHus).

Nao Nishihara

Artist. Born in 1976 in Hiroshima, Japan. Active practitioner of sound art and
performance. Inspired by dadaism and the classical music of Japan, he is known
for building movement-animated, half-autonomous sound machines that explore
the bodily aspect of creating and performing music in space. His recent solo

and group exhibitions include Mori Art Museum (Tokyo, Japan), IDIO Soundlab
(New York, USA), Kunstraum Kreuzberg/Bethanien (Berlin, Germany). Lives

and works in Tokyo, Japan.

JoHato MNMukkono

XynoxHuk. Poguncsa B 1976 rony B Pume (Utanus). Yunncs B AkafeMumn U3SLWHbIX
MckyccTB B Pume. Ero nckyccTBo uccneayet pasanyHble NpUpoaHbIe U SMOLMO-
HanbHble PEeHOMEHbI — 4aCTO NPU NOMOLLM TEXHONOTMHYECKUX U MEXAHUYECKMUX
MHCTPYMeHTOB. MUKKONO yyacTBOBan B 52-if 1 54-i BeHeumnaHckoit GueHHane

M BbICTaBAANCS B BaXHbIX My3eax Utanuu, EBponel u CLUA, cpenm koTopbix MACRO
(Pum, Utanus), ponp Cini (Beneumns, Utanusa) n dona Boghossian (bptoccens, benb-
rus). Xuset u pabotaet B Pume u Munane (Mtanums).

Donato Piccolo

Artist. Born in 1976 in Rome, Italy. Studied at the Academy of Fine Arts in Rome.
His art explores various natural and emotional phenomena, often through
technological and mechanical tools. He participated in the 52nd and 54th Venice
Biennale and exhibited in important museums in Italy, Europe and the United
States, including MACRO (Rome, Italy), Cini Foundation (Venice, Italy), Boghossian
Foundation (Brussels, Belgium) and others. Lives and works in Rome and Milan,
Italy.
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Karepuna Muuy,

XynoxHuk. Pogunace 8 1990 roany 8 Kuese (YkpaunHa). OkoHunna Knesckuii rocy-
[LapCTBEeHHbIN yHMBepcuTeT. OcHOoBaTeNb My3blkanbHOro npoekTa Ms. Upbringing,
OAMH M3 ocHoBaTeneit npoekTta Speculative Cowboys. 1ns Toro, 4tobbl 0o6ecneunTs
3BYKY COOTBETCTBYIOLMIA BU3YyanbHblA KOHTEKCT, Bbin co3aaH npoekT #VIKET. KaTte-
pVHa COTpyAHMYana CoO MHOTMMM My3blkaHTaMu. Ee paboTbl BbicTaBNaAnCh B LleH-
Tpe coBpeMeHHoro uckycctea MAPC (Mocksa, Poccus), Knesckom nnanetapum
(YkpaunHa), MockoBCkOM My3ee cOBpeMeHHOro nckyccrea (Poccus), Ha buenHane
«Manudecta 11» (Liopux, LLBeiinapus) U Ha pasnuyHbiX My3blKanbHbIX U apT-tde-
ctusanax. Xveet u pabotaeT B Mockse (Poccus).

Katerina Pits

Artist. Born in 1990 in Kyiv, Ukraine. Graduated from the Kyiv State University.
Founder of the musical project Ms. Upbringing, co-founder of Speculative
Cowboys. Her next step was an attempt to support sound with appropriate visual
content. The #VJKET project was created, and Katerina participated in numerous
collaborations with different musicians and projects. Her works have been shown
at the MARS Center for Contemporary Art (Moscow, Russia), Kiev Planetarium
(Ukraine), Moscow Museum of Modern Art (Russia), Manifesta 11 Biennale (Zurich,
Switzerland) and at various music and art festivals. Lives and works in Moscow,
Russia.

®abpuumo Mneccu

XynoxHuk. Poguncs B 1940 roay B Pepxo-Imunum (Utanus). Yuunca 8 Akagemuu
M3ALWHBIX UCKYCCTB B BeHeunn (UTanus), rae BnocneacTsumn ctan npenogasathb
xwusonuce. C 1968 ropa Mneccu ncnonb3yeTt BOAY Kak rnaBHbli UCTOYHMK BLOXHO-
BEHUS ANS CBOMX MHCTANN[UMi, GUabMOB, NepPOPMAHCOB U MACCUBHbBIX CKYNbMTYP.
YyacTHuk BeHeumnaHckoit 6ueHHane (Mtanus), BeHeunaHckoro kuHodectusans
(Mtanusg), BoicTaBku «lokymeHTa» B Kaccene (Tepmanug). MNneccu npeacrasnan
MTannio Ha MHOTUX XyA0XEeCTBEHHbIX ipMapKkax 4 bueHHane 3a pybexom, B ToM
uncne Ha 6uenHane B Haroe (noHus, 1989), Can-Mayny (bpasunus, 1994) n Kean-
oy (H0xHas Kopes, 2000). B 2013 roay oH oTkpbin My3seit [neccu — n3onnpoBaH-
HOe apXMTEKTYPHOe COOpYXeHue, NoA06HOe CTEKNSIHHOMY SLLMKY Cpeu NpUpoab,
B KOTOPOM XPaHMUTCH KOIIEKLMA €r0 CaMblX 3HaYUTeNbHbIX MponsseneHnit. XXuset
1 pabotaet B BeHeuun (UTanus) n Ha Manbopke (McnaHus).

Fabrizio Plessi

Artist. Born in 1940 in Reggio Emilia, Italy. Studied at the Accademia di Belle Arti
in Venice, Italy, where he later became professor of painting. From 1968, Plessi
has used water as the central inspiration for his installations, films, performances,
and massive sculptures. Participated in the Venice Bienniale (Italy), the Venice
Film Festival (Italy) and the Documenta exhibition in Kassel (Germany). Plessi has
represented Italy at many art fairs and biennials abroad, including the Bienniale of
Nagoya (Japan, 1989), the Bienniale of Sao Paulo (Brazil, 1994) and the Bienniale
of Kwangiu (South Korea, 2000). In 2013 he opened the Plessi Museum, a
monumental architectural work completely isolated, like a glass case surrounded
by nature, which houses a collection of the artist’s most significant works. Lives
and works in Venice, Italy, and Mallorca, Spain.

AHToHMHa Mo3aHaKoBa

My3bIKaHT, UMNpoBU3aTOp, XYAOXHMK. Poaunnack B KasaHu (Poccus). OkoHumnna
dakynbTeT nckyccTe KasaHckoro dpeaepanbHoOro yHmpepcuteTa no knaccy ckpun-
ku 1 WWkony uMNpoBM3aLMOHHOM My3biku Npu My3ee 3Byka (CaHkT-lMeTepbypr,
Poccus). MoCcTOSAHHbIM Y4aCTHUK TaKUX KONNeKTUBOB, Kak CaHkT-MeTepbyprckuit
MMMPOBU3aLIMOHHBI opKecTp, «/TabopaTopus 3ByKa, ABUXKEHUS, CNOBa», aHCaMb1b
HapoAHoi My3biku «fpoMllopa». OcHoBaTenb npoekTa «Gadgetophonia» u conbHoro
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npoekTa «KnknumoTa». BoicTynana kak ckpunay-MMnpoBM3aTop COBMECTHO C ApY-
rMMU My3blkaHTamu, cpeam koTopbix Cepreii Jletos, Hukonait Py6aHos, Muxaun
Konosckuit, Ken batnep. AKTBHO paboTaeT c npenapMpoBaHHOM CKpUnkow, dop-
TEMNMUaHo, 31eKTPOHNKOM, 06bekTaMu. Takxke 3aHMMaAETCS XMMUYECKUM CayHA-ap-
TOM, CO3/iaBas WYMOBble NIaHAWaPTbl NOCPeACTBOM XMMUYECKUX peakumii. XuseT
u pabotaet B CaHkT-leTepbypre (Poccus).

Antonina Pozdnyakova

Musician, improviser, artist. Born in Kazan, Russia. Graduated from the department
of arts at the Kazan Federal University, majoring in violin, and from the School

of Improvisational Music at the Sound Museum (St. Petersburg, Russia). She

is a permanent member of such groups as the St. Petersburg Improvisation
Orchestra; Laboratory of Sound, Movement and Word; and the folk-music
ensemble GromGora. She founded the “Gadgetophonia” project and the solo
project “Kikimota”. She has performed as an improvising violinist together with
other musicians, including Sergey Letov, Nikolay Rubanov, Mikhail Kolovsky and
Ken Butler. She works with the prepared violin, piano, electronics and objects, and
is involved in chemical sound art, creating noise landscapes through chemical
reactions. Lives and works in St. Petersburg, Russia.

Butanuit MywHuukmnit

XynoxHuk. Poauncs 8 1967 roay B NleHnHrpage (CCCP). OkoHunn MHCTUTYT XuBO-
nucK, CKynbnTypbl u apxutekTypbl uM. W.E.PenunHa (Jlennnrpan, CCCP). YyacTHMK
KPYnNHbIX FpynnoBbix BbicTaBok B EBpone, CLUA 1 Poccum, B ToM uncne Beneun-
aHcKov bueHHane (napannenbHas nporpamma, Mtanus, 2007) u MockoBckow
6ueHHane (Poccus). UMen nepcoHanbHble BbICTAaBKM BO MHOTUX My3€esiX U ranepesx
B Poccum 1 no Bcemy mMupy. PaboTbl MywHMLKoro HaxoaaTtcs B cobpanusax Pycckoro
my3es (CankT-MNeTepbypr, Poccus), MOCKOBCKOro My3est COBPEMEHHOM0 UCKYCCTBA
(MockBa, Poccus) 1 B yacTHbIx Konnekuusax. Xuset n pabotaet B CankT-lNeTepbyp-
re (Poccus).

Vitaly Pushnitsky

Artist. Born in 1967 in Leningrad, USSR. Graduated from the Ilya Repin State
Academy Institute of Painting, Sculpture and Architecture (Leningrad, USSR).
Pushnitsky has participated in major group exhibitions in Europe, USA and Russia,
such as the Venice Biennale (parallel program, Italy, 2007), Moscow Biennale
(Russia), and has had numerous solo shows in museums and galleries in Russia
and around the world. His works are held in various public collections, such as

the Russian Museum (St. Petersburg, Russia) the Moscow Museum of Modern Art
(Russia), and in many private collections. Lives and works in St. Petersburg, Russia.

Hasap PaxmaHos

TaHuop, akTep, XxyaoxHuK. Poauncs B 1991 roay B Poccun. OkoHumn LieHTp nsyye-
Hus penurnii PITY (Mocksa, Poccus). Boibpan TaHew, Kak OCHOBHOW BUA AeaTeNb-
HOCTW. Y4acTBOBaN B NIACTMUECKMUX NOCTAHOBKAX CTyauu «Kpyr», paboTatoLei

C N0AbMM C OTPaHUYEHHbIMU BO3MOXHOCTAMM (MockBa, Poccus), 3atem cTan
akTepoM Poema Theatre (6yTo, dusnueckuit Teatp, Mocksa, Poccus). CoBMecTHO ¢
AHacTacuei TonyHesor, dayapaom PaxmaHoBbiM 1 KOnueit bopoBoii opraHusosan
save.co.lab — npoekT nabopatopun SAVE, o6beanHstowmit science art u nepcdop-
MaHc. B 2016 roay Bowen B yncno aktepos Teatpa Blackskywhite (dusnyecknii n
BM3yanbHblii TeaTp, MockBa, Poccus). MapannenbHo paboTaeT HaA CO6CTBEHHbBIMU
npoekTaMu «BecHa_3zapoxaeHue» u «lfanbBaHusauua». XXuset u pabortaet B Mo-
ckBe (Poccus).

Nazar Rakhmanov
Dancer, actor, artist. Born in 1991 in Russia. Graduated from the Center
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of Religions Studies at the Russian State University of Humanities (Moscow,
Russia). He chose dance as his core activity. Participated in plastic performances at
the Krug Studio that works with people with disabilities (Moscow, Russia) and then
became an actor at the Poema Theatre (butoh, physical theater, Moscow, Russia).
Together with Anastasia Tolchneva, Eduard Rakhmanov and Julia Borovaya, he
organized the save.co.lab — a project of the SAVE laboratory for the integration of
science and performance art. In 2016, he became an actor at the Blackskywhite
Theater (physical and visual theater, Moscow, Russia); he works on his own projects
“spring_inception” and “Galvanization”. Lives and works in Moscow, Russia.

3ayapa Paxmanos (EduArt)

XUMUK, XyBOXHUK, An3aiiHep. Poannca B 1981 roay B Poccuun. OKoHuMn xumumye-
ckuit bakynbteT MIY (Mocksa, Poccus). CoBmecTHo ¢ KOnueii bopoBoii ocHoBan
nabopatoputo SAVE; coBmecTHo ¢ tOnueit bopoBoii, Hazapom PaxMaHoBbIM 1 AHa-
cTacueit TonyHeBOM opraHu3oBan NpoeKT save.co.lab, o6beanHAOWMIA science art
1 nepdopMaHc. Y4acTBoBan B NpoeKTax Ans BbICTaBKM MONUTEXHUYECKOTO My3es
«Poccus penaet cama» (MockBa, Poccus). XXuset n pabotaet B Mockse (Poccus).

Eduard Rakhmanov (EduArt)

Chemist, artist, designer. Born in 1981 in Russia. Graduated from the chemistry
department of the Moscow State University (Russia). With Julia Borovaya, he
founded the SAVE laboratory; with Julia Borovaya, Nazar Rakhmanov and
Anastasia Tolchneva, he organized the project save.co.lab that integrates science
and performance art. Participated in the projects for the exhibition at the
Polytechnic Museum “Russia does it herself” (Moscow, Russia). Lives and works in
Moscow, Russia.

3nc BaH Pun

XynoxHuk. Pogunace B 1965 roay B benbruun. M3yvana dotorpaduio u kuHema-
Torpaduio, pabotana portorpadom, peaakTopoM U NMPOAICEPOM HA PA3NUYHBIX
$oTO-, KMHO-, BUAEO- 1 TeaTpanbHbIX NpoeKkTax. Ee punbMbl, BUAECO M MHCTaNNALMK
MCCNenyoT BO3AENCTBMUE AeTaNbHbIX U3MEHEHUI B ABUXEHUM, MAaTEPUU, CBETE

n BocnpusaTumn. Xuset n pabotaet B bptoccene (benbrus).

www.elsvanriel.be

Els van Riel

Artist. Born in 1965 in Belgium. Studied photography and cinematography, worked
as a photographer, editor and producer for various photo, film, video and theater
productions. Her films, videos and installations explore the impact of detailed
changes in movement, matter, light and perception. Lives and works in Brussels,
Belgium.

www.elsvanriel.be

BepoHuka PyabeBa-Pa3aHueBa

XynoxHuk. Poannacb B 1981 ropy B KpacHospcke (Poccus). Okonumna CM6-
IXMA um. ANN.WTturnnua (CankT-MeTtep6bypr, Poccns) u MHcTutyT «lpo Apte»
(CankT-MeTepbypr, Poccus). B cBonx paboTax He orpaHM4yMBaeTCs OAHUM Meaua,
coyeTas BUAEO, XMUBOMUCH, UHCTANNALMIO U PUCYHOK. OTHOCUT cebs K MOKONEHUIO
«heTeil NnepecTpoiKn»; UccnelyeT YenoBeka, BONPOChl UAeHTU UKALMUM U MO-
BCEAHEBHbIN abCcypA, CBS3b NPOLINOrO M HACTOSAWEro. Y4aCTHUK MHOFOYUCTIEH-
HbIX BbICTaBOK B Poccuu 1 3a pybexxoM, B TOM YMC/Ie Ha TakMX Niolaakax, kak
LEHTP COBPEMEHHOr0 MCKYyCcCTBa «BuH3aBoa» (Mocksa, Poccus), Pycckuii mysen
(CaHkT-MeTepbypr, Poccus), ranepes Korjaamo (XenbcuHku, @Punnanaus), Mysei
JNinnpena (WrytrapT, lfepmanug). Buaeopaborta «OunweHne cHerom» npuobpere-
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Ha B konnekuuio NUCK (Mocksa, Poccus). XXuset u pabotaet B CaHkT-MNeTepbypre
(Poccuaq).

Veronika Rudyeva-Ryazantseva

Artist. Born in 1981 in Krasnoyarsk, Russia. Graduated from the Stieglitz State
Academy of Art and Design (St. Petersburg, Russia) and Pro Arte Institute

(St. Petersburg, Russia). In her work, she doesn’t limit herself to one media,
combining video, painting, installation and drawing. Identifies herself with the
“children of perestroika” generation; studies human being, identity issues and daily
absurdity, ties between past and present. Participant of numerous exhibitions
in Russia and abroad, including such venues as the Winzavod Contemporary Art
Center (Moscow, Russia), the Russian Museum (St. Petersburg, Russia), Korjaamo
Gallery (Helsinki, Finland) and Linden Museum (Stuttgart, Germany). Her video
work “Purification by Snow” was acquired by the State Center for Contemporary
Art (Moscow, Russia). Lives and works in St. Petersburg, Russia.

WUnbs Caposckuit (Meow Moon)

CayHA-XynoXHWK, My3blkaHT. Poaunca 8 1979 roay 8 Kanyre (CCCP). OkoHuun
MoCKOBCKMI1 TeXHUUYECKMIt YHUBEpcUTeT uM. baymaHa (Poccus). Mo o6pasoBaHuio
MHXEHep-NporpaMMMICT, MPOEKTUPOBLIMK KOMMbIOTEPHbIX cucTeM u ceTeir. C geT-
CTBa YB/IEKANCA KOMMbIOTEPAMU U MY3bIKOWA, B HacTosiLLee BpeMs Ha H6ase fomall-
HeW cTyamn B Kanyre passuBaeT pasnyHble 3KCNepUMeHTaNbHbIe My3biKasbHble
npoekTbl: Meow Moon, Kurvenschreiber, PIAM u ap. C 2010 roga coTpyaHu4aet
c komaHao nexenepos CYLAND. XXuset v pabotaet B Kanyre (Poccus).

Ilya Sadovsky (Meow Moon)

Sound artist, musician. Born in 1979 in Kaluga, USSR. Graduated from the Bauman
Moscow State Technical University (Russia). By education, he is a software
engineer and designer of computer systems and networks. Passionate since
childhood about computers and music, he currently develops various experimental
musical projects from his home studio in Kaluga: Meow Moon, Kurvenschreiber,
PIAM and others. Since 2010, he has been collaborating with the CYLAND team of
engineers. Lives and works in Kaluga, Russia.

AnekcaHap CepeueHko (Solo Operator)

CayHA-XYLO0XHWK, My3bIKaHT, nporpaMmucT. Poguncs B 3eneHorpane (Poccus).
OpHoBpeMeHHO ¢ 0byuyeHneM kpuntorpadum u MHGoOpMaLMOHHON He30MacHOCTH

B MU®U (MockBa, Poccus) yBnekcs ppu-axasom, cakcopoHoOM, MMPOBOIA IKcne-
puMeHTanbHo cueHoit, DIY-3Byko3anucbio. C 2009 rona yuacTByeT B fesTeNbHO-
CTU My3blKanbHbIX KonnekTueos Wrist u «Bonwe6Has ogHOKNETOYHAs My3blKa»

M aKTUBHO BOBJIeYEH B NPOeKT KAHCaMb/1b AETCKUX MY3bIKaNbHbIX MUHCTPYMEHTOBY,
4TO MOMOraeT eMy HakoHeLl, COeAUHUTb BUAEHME MPOrpaMMUCTa U My3blKaHTa U
NopoXAaeT psa XyAoXeCTBEHHbIX paboT B obnactu MenmaapTa u science art. Pas-
BMBAaeT CO/bHbIM My3blkanbHbIi NpoekT Solo Operator. XXuset u pabotaet B Mockse
(Poccus).

Alexander Serechenko (Solo Operator)

Sound artist, musician, programmer. Born in Zelenograd, Russia. While studying
cryptography and cybersecurity at the Engineering and Physics Institute (Moscow,
Russia), he took an interest in free jazz, the saxophone, the world experimental
stage and DIY sound recording. Since 2009, Alexander has participated in the
activities of the music groups Wrist and “Magic Single-Cell Music” and has been
actively involved in the project “Ensemble of Children’s Musical Instruments”. This
allows him to finally combine the vision of a programmer and a musician, and
gives rise to a series of artworks in the field of media art and science art. He is

developing his solo music project Solo Operator. Lives and works in Moscow, Russia.
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Lauuans Cumbupa

MocTaBLWMK apT-ycayr, KpeaTUBHbIA NpeanpuHuMaTens. PaboTaeT Ha nepeceye-
HUM COLMANbHbIX MPAKTUK, UHCTUTYLIMOHANBHOM KPUTUKM, UHTEPBEHLIMM U HOBbIX
Menua. YoensieT ocoboe BHUMaHMe OKpysaloleit cpeae u TexHonorusm. Ee no-
cnepHui NpoekT «ApT-UHCMeKTop», HavaTblh B 2009 roay, MMeeT Lenbio CHUXeHne
yrneponHoro cnena uckycctea. B Hactosiwee Bpems Cumbuaa aBnsetcs 3amMmecTu-
Tenem gupekTopa opraHusaummn Leonardo/ISAST, npeactasnsioweit paboTbl Ha ne-
peceyeHUM UCKYCCTBA, HAayKK 1 TexHonoruu. XXueeT n paboTaet B O6nactu 3anmea
CaH-®paHumcko, CLIA.

www.siembieda.com

Danielle Siembieda

Art service provider, creative entrepreneur. She works at the intersection of Social
Practice, Institutional Critique, Intervention and New Media. Most of her work
includes an emphasis on the environment and technology. Her most recent project,
“The Art Inspector” began in 2009 as a method to reduce the carbon footprint

of art. Currently she is the Deputy Director of Leonardo/ISAST, an organization
that showcases work in the intersection of art, science and technology. Lives and
works in the San Francisco Bay Area, USA.

www.siembieda.com

EneHa Cnobuesa

XynoxHuk. Poaunace B 1981 roay B MNepmu (CCCP). OkoHumna Mepmckuii
YHUBEPCUTET NO CNEeLUaNbHOCTU KAHIIMINCKUI A3bIK M NUTEpaTypay; No3aHee
npowna obyyeHne B Llkone copemeHHoro nckycctsa «Aptlfonutuka» (Mepmo,
Poccus) u LWkone BoBneyeHHoro uckycctea «4to genato?» (CankT-MeTepbypr,
Poccus). C nomowbio cBoero nto6umMoro matepnana — odUCHbIX UK CTPO-
UTENbHbIX CKPENOK — CO34aeT UHCTannauum, 06beKkTbl U aHuMauyunio. TeMbI,

K KoTopblM 0bpauwaetca Cnobuesa, — Teno, ropoj U ropoAckas 3CTeTMKa.
YyacTHuk MockoBckoit 6ueHHane mononoro nckyccrea (Poccus, 2014), a Tak-
e rpynnoBbix BbicTaBok B Mepmu u Mockse (Poccus). Xuset v paboTtaer

B Mepmu (Poccuq).

Elena Slobtseva

Artist. Born in 1981 in Perm, USSR. Graduated in English Language and Literature
from the Perm University, Russia; then studied at the School of Contemporary

Art “ArtPolitika” (Perm, Russia) and at the School of Engaged Art “Chto delat?”

(St. Petersburg, Russia). She usually works with her preferred material — office
and construction staples — in the media of animation, object and installation. The
themes that she turns to are the body, the city and urban aesthetics. She took part
in the Moscow Biennale of Young Art (2014) and in several group shows in Perm
and Moscow, Russia. Lives and works in Perm, Russia.

Bacunuit CrenaHos (S A D)

CayHA-XYLOXHMK, My3bIKaHT, anaxei. Poanncs B Mockse (Poccus). PaboToi

€O 3BYKOM 3aHuMaeTcs ¢ 1996 roaa. 3a BpemMs TBOpPUYECKOW AeATENbHOCTH OT-
MEeTUNCS pennu3aMu Ha OTEYECTBEHHbIX U 3apyBeXHbIX HE3aBUCUMBbIX Neibnax
(CYLAND Audio Archive, Trutypesounds, NN Records, Udacha n npouy.). Y4acTHuk
ay3Ta S A D v MHOToUMCIeHHbIX Konnabopaluii, B ToM unche ¢ Mowno Mawmaoit
1 Hukonaem PybaHoBbiM. )XuseT n pabotaeT B Mockse (Poccus).

Vasily Stepanov (S A D)

Sound artist, musician, DJ. Born in Moscow, Russia. Has been working with sound
since 1996. In his creative career, he has made his mark with releases on national
and international independent labels (CYLAND Audio Archive, Trutypesounds,
NN Records, Udacha and others). Member of the duet S A D and participant of
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numerous collaborations, including with Yoshio Machida and Nikolay Rubanov.
Lives and works in Moscow, Russia.

KoaH Teic

XynoxHuk. Poguncs B 1963 ropy B bptoccene (benbrus). OTHOCUTCS K NepBOMY no-
KoNeHMto 6eNbrMnCKnx XyA0XKHMKOB, KOTOPOe CTano UCMONb30BaTb B CBOEM TBOP-
yecTBe BUAeo (HaymHas ¢ 1980-x). Koraa Teiic ewe 6bin 20-n€THUM CTYLEHTOM, €ro
BuaeopaboThl npuobpen Myseit copeMeHHOro uckycctea 8 Hobto-Mopke (CLUA).

C Tex nop ero Npou3BeeHUs BbICTaBASIOTCA Mo BceMy Mupy. CKBO3Has TeMa ero

doTorpaduin, BUAEO M CKYAbNTYP — AEKOHCTPYKLMSA CUMBONOB 3aNagHOM KYAbTYpbI.

Xuset n pabotaet B bptoccene (benbrus).

Koen Theys

Artist. Born in 1963 in Brussels, Belgium. He belongs to the first generation

of visual artists in Belgium to exploit and appropriate video as an artistic medium
in the early 1980s. When Theys was still a student, (at the age of twenty) his
video works were acquired by MOMA in New York, USA. Ever since, his work has
been shown all over the world. Deconstruction of icons of Western culture is a
characteristic that runs through his photographic, video and sculptural work. Lives
and works in Brussels, Belgium.

F'pynna «TepMuHan gusaiH»

[u3aiiH-rpynna, co3ganHas B 2007 roay B CaHkT-MeTepbypre (Poccus) MBaHoM Ky-
NUKOBbIM, Bnagumupom 3onoTuessbiM, KOpuem LLiesenesbiM u Kupunnom MeTpoBbiM.
[pynnoi copmynmpoBaHa KOHLENLMSA TEPMUHANM3Ma — HOBOTO HanpaBieHns

B COBPEMEHHOM UCKYCCTBE, KOTOPOE 3aK/toyaeTcs B 06€3/1M4eHHOM CaMoBbIpaxe-
HWUM HECKONbKMUX aBTOPOB B PaMKaX XeCTKO 3a[laHHbIX MpaBu.

Terminal Design Group

Design group founded in 2007 in St. Petersburg, Russia by Ivan Kulikov, Vladimir
Zolotsev, Yury Shevelev and Kirill Petrov. The group has formulated the concept
of terminalism — a new movement in contemporary art that involves impersonal
self-expression by several authors within rigid rules.

Anactacus TonuHeBa

My3bIKaHT, XyAoxHuK. Poannack B 1992 roay B Poccuu. Y4acTHUK MexAyHa-
POAHbIX NPOEKTOB B 061aCTM COBpeMeHHOro TaHua. Co3aatens My3sbiKaibHblX
npoekTos Lovozero u Tikhie Kamni. CoTpyaHuyaeT c MeamaxyaoxHukamm Onuei
BbopoBoii, Hazapom PaxmaHoBbIM 1 DnyapaoM PaxMaHOBbIM B paMKax NpoekTa
save.co.lab, koTopblit 06beaunHseT science art u neppopmaHc. XXuset u paboTtaet
B MockBe (Poccus).

Anastasia Tolchneva

Musician, artist. Born in 1992 in Russia. Participant of international projects in the
field of contemporary dance. She created the musical projects Lovozero and Tikhie
Kamni. Collaborates with media artists Julia Borovaya, Nazar Rakhmanov and
Eduard Rakhmanov as part of the project save.co.lab that combines science art and
performance. Lives and works in Moscow, Russia.

Astranu Tyney6ek
XynoxHuK, kypatop. Poauncsa B 1985 roay B XXambbine (KasaxctaH). OkoHuun
Akapemutio xypoxects Ocno (Hopserus). Cokypatop nasunboHa CpenHeit A3umn
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Ha 55-11 BeHeunaHckoii 6uernHane (Mtanus, 2013, coBmecTHo ¢ Tuaro bomom).
MepcoHanbHble BbicTaBku Tyneybeka npoxoannu B ueHtpax UKS (Ocno, Hopserus,
2011) n Malmegata (Ocno, Hopserus, 2011). OH Tak)Xe y4acTBOBaN B rpynnoBbiX
BbICTaBKax Ha 3-i MockoBckoi bueHHane monoporo nckycctsa (Poccus, 2012)

1 Ha MexayHapoaHoM decTuBane uckyccts B lenun (MHaus). Kveet u pabotaet

B Ocno (Hopserus).

Ayatgali Tuleubek

Artist, curator. Born in 1985 in Zhambyl, Kazakhstan. Graduated from the Oslo
Academy of the Arts (Norway). Co-curator of the Central Asian Pavilion at the 55
Venice Biennale (Italy, 2013, together with Tiago Bom). Tuleubek has presented
solo exhibitions at UKS (Oslo, Norway, 2011) and Malmegata Fine Arts Project
Space (Oslo, Norway, 2011). He has also been included in group exhibitions at the
3@ Moscow Biennale for Young Art (Russia, 2012) and the Delhi International Arts
Festival (New Delhi, India, 2010). Lives and works in Oslo, Norway.

AHHa ®paHy,

Xy#oXHUK, KypaTop B 061acT MeamnanckyccTea. Poaunace B 1965 roay B JleHuH-
rpage (CCCP). OkoHuunna NIBXMNY um. B. U. Myxunoit (leHnnrpaa, CCCP) u UncTutyT
MpatT (Hbto-Mopk, CLLIA). CoocHoBaTeNb HEKOMMEPYECKOro KyNbTypHOro hoHaa
St. Petersburg Arts Project, nabopatopuu meaunanckycctea CYLAND u dectusans
«Knbepdect». MHTepakTUBHbIe MHCTanNALMM DpaHL, BbICTaBNSAUCL HA MOCKOB-
cKoWi BueHHane coBpeMeHHoOro uckycctsa (Poccus), Ha dectusane Video Guerrilha
(Bpasunus), Ha koHdepeHuun SIGGRAPH Asia (ToHkoHTr), Ha 6ueHHane «MaHudecta
10» (CaHkT-TeTepbypr, Poccus, 2014), 8 Mysee uckyccTsa v ausaitHa (Hblo-Mopk,
CLUA), Spmutasxe (CaHkT-lMeTepbypr, Poccus), XyaoxecTBeHHOM My3ee Yencu
(Hbro-Mopk, CLUA), Pycckom mysee (CaHkT-MeTep6bypr, Poccus), Kunstquartier
Bethanien (bepnuH, fepManus) v Ha Apyrux BeAyLWMX NNOWAAKAX MO BCEMY MUPY.
PaboTbl XxynoXHMLbI HaxoAATCca B cobpanusax Pycckoro myses (CankT-lNeTtepbypr,
Poccus), Myses uckycctea 1 ausaiiHa (Hoio-Mopk, CLUA), LleHTpa coBpeMeHHOro
nckycctea umMenun Cepres KypexuHa (CankT-MNeTtepbypr, Poccus) n donana Kolodzei
Art Foundation (Hbto-Mopk, CLLA), a Tak)xe B MHOFOUMCNEHHBIX YaCTHBIX KOMNEKLM-
ax. XXuset u pabotaet 8 Hblo-Mopke (CLUA) u CankT-MeTep6ypre (Poccus).
www.annafrants.net

Anna Frants

Artist, curator in the field of media art. Born in 1965 in Leningrad, USSR. She
graduated from the Vera Mukhina Higher School of Art and Design (Leningrad,
USSR) and Pratt Institute (New York, USA). Cofounder of the nonprofit cultural
foundation St. Petersburg Arts Project, CYLAND Media Art Lab and Cyfest festival.
Frants’ interactive installations have been showcased at the Moscow Biennale

of Contemporary Art (Russia), Video Guerrilha Festival (Brazil), SIGGRAPH

Asia Conference (Hong Kong), Manifesta 10 Biennale (St. Petersburg, Russia,
2014), Museum of Art and Design (New York, USA), the Hermitage Museum

(St. Petersburg, Russia), Chelsea Art Museum (New York, USA), the Russian Museum
(St. Petersburg, Russia), Kunstquartier Bethanien (Berlin, Germany) and at other
major venues all over the world. The artist’s works are held in the collections

of Russian Museum (St. Petersburg, Russia), Museum of Art and Design (New

York, USA), Sergey Kuryokhin Center for Modern Art (St. Petersburg, Russia)

and Kolodzei Art Foundation (New York, USA) as well as in numerous private
collections. Lives and works in New York, USA, and St. Petersburg, Russia.

[aHuna ®PpaHy,

MporpamMMucT, XyaoxHuK. Poauncs B 1998 roay & Hblo-Mopke (CLUA). B HacToswee
BpeMs cTaplueknaccHuk B wkone [yaitt (Hoto-Mopk, CLUA). Mpowen ctaxmnposky

B MaccauyceTckom TexHonornyeckom nHctutyte (CLLA) B BospacTe 14 net. B 15
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net ocHoBan koMmnauuio Frants Innovators Inc., reHepanbHbIM AUPEKTOPOM KOTO-
poii u agnsetca. KoMnaHusa 3aHMMaeTcs AM3aiHOM NPOAYKTOB, HALLENIEHHbIX Ha pe-
WeHWe Lenoro psaaa npobnem: cpefm Takux NPoAyKTOB — HaZLEBaeMblil Ha FON0BY
avcnnen, nepefaroLmii KOAMPOBaHHbIE CYOTUTPbI, 4TOBbI AN C HapyWeHneM
cnyxa MOFM NpUHMMaTb yyacTue B pa3roBope B eCTECTBEHHOW MaHepe, U Hapyy-
Hbl€ Yacbl, MOKa3blBaKLWMe BpeMs B cucTeMe bpaiins, 4tobbl N0AM C HAapyLEHWEM
3peHus MOr/IM NPOBEPATb BPEMS TaK Xe, Kak U BCe ocTanbHble. DpaHL, npoBen MHO-
rOYMC/IEHHbIE BOPKLIOMbI MO PO6OTEXHMUKE U IEKLIMM NO TEXHONOTUM U NPeACcTaBA[N
CBOM XY[,0XXeCTBEHHbIE MPOEKTbI N0 BCEMY MUPY, B TOM uncsie B Tokno (InoHus),
Hblo-Mopke (CLUA), Bepnune (Tepmanus), CankT-Metep6ypre (Poccus) u Kuese
(YkpauHa). KuseT v paboTaeT B Hblo-Mopke (CLUA).

Daniil Frants

Programmer, artist. Born in 1998 in New York, USA. He is currently a high school
sophomore at the Dwight School (New York, USA). He had an internship at MIT
(Massachusetts Institute of Technology, USA) at the age of 14. At the age of

15, Frants founded his company, Frants Innovators Inc., of which he is the CEO.
Frants Innovators designs products that aim to solve an array of issues. They
include head-mounted display which provides closed captioning so that the
hearing impaired can have natural conversations, and a watch which displays
Braille so that visually impaired people have a way to tell time which feels
natural. He has held numerous robotics workshops, lectures on technology, and
art projects worldwide in locations including Tokyo (Japan), New York (USA),
Berlin (Germany), St. Petersburg (Russia), and Kiev (Ukraine). Lives and works in
New York, USA.

Maiikn XaHHa

XynoxHuk. Poguncs B 1979 ropy B KpeiirasoHe (CesepHas Mpnanaus). Monyunn
cTeneHb MarucTpa uckyccts B YHuBepcutete Onbctepa (bendact, CeBepHas
Mpnanans). TeopuecTBo XaHHbl yXOAUT KOPHAMM B UCCNEA0BAHMSA MO NCUXON0-
MK 1 apxXUTEKType 1 obpeTaeT GOpMy BUAEOUHCTANNALMK. YHACTHUK BbICTABOK
n dectusaneit B BenukobputaHum v 3a pybexxom, cpenm kotopbix «Rencontres
Internationales» B LeHTpe Haus der Kulturen der Welt (bepauH, fepmaHus)

u «Multiplicity» B ranepee NURTUREart (Hbto-Mopk, CLUA). XuseT 1 paboTtaet

B bendacte (CeBepHas Mpnanauns).

Michael Hanna
Artist. Born in 1979 in Craigavon, Northern Ireland. Completed his MFA
at the University of Ulster (Belfast, Northern Ireland). Hanna’s work stems from

research into psychology and architecture, and takes the form of video installation.

He has been involved in exhibitions in the UK and internationally including
“Rencontres Internationales” at Haus der Kulturen der Welt (Berlin, Germany) and
“Multiplicity” at NURTUREart (New York, USA). Lives and works in Belfast, Northern

Ireland.

WBaH XumuH

XyRoxHUK, kypaTtop. Poauncs B 1975 ropy B CCCP. OkoHUMA UHCTUTYT KMHO

n TenesnpaeHus (CaHkt-Metepbypr, Poccus) n nporpamMmy «HoBble TEXHONOTMK

B COBpeMeHHOM uckyccTe» MHcTutyTa «Mpo ApTe» (CankT-lMeTepbypr, Poccus). B
1997 ropy BMecTe c uckyccTBoBeaoM MBaHom YeyoToM v ranepeeit Navicula Artis
yyacTBoBan B npoekTe «CEHTUMEHTaNbHAs IKCKYPCUS» — TPEXAHEBHOMN XyA0XKe-
CTBEHHOM aKLMM B XKaHpe KOHLEeNTyanbHOW nporynku. B cdepe uHtepecos Xumu-
Ha — MeAMancKycCcTBO, MeaMaapxeonorus, pean-meiia, software art, tHctTannsums,
nocTauruTanbHas xusonuce. Kypuposan xynoxecTBeHHble NpoekTbl B Poccun 1 3a
py6exoM. XXuseT u pabotaet B CaHkT-MeTepbypre (Poccus).
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Ivan Khimin

Artist, curator. Born in 1975 in the USSR. He graduated from the Institute of
Film and Television (St. Petersburg, Russia) and completed the program “New
Technologies in Contemporary Art” at the Pro Arte Institute (St. Petersburg,
Russia). In 1997, together with the art historian Ivan Chechot and the gallery
Navicula Artis, he participated in the project “Sentimental Journey” — a three-
day art event in the genre of conceptual stroll. The scope of Khimin’s interests
includes media art, ready-made, media archeology, software art, installation and
post-digital painting. He has curated art projects in Russia and abroad. Lives and
works in St. Petersburg, Russia.

®eit Xonnaua

XynoxHuk, kypaTop. Poaunack 8 1985 roay 8 Hbto-Cutu (wtat Heto-Mopk, CLUA).
OkoHuuna Lkony nsobpasutensHbix uckyccts (Holo-Mopk, CLUA), rae nsyyana
doTorpaduio n Buaeo. B ceoeM TBopyecTse POKYCHPYeTCs Ha reHaepe u Cekcy-
NbHOCTU B KOHTEKCTE TEXHONOTMiA. PaboTbl XONNaHA BbICTaBASNUCD B ranepesx
Elga Wimmer (Hblo-Mopk, CLLUA), Axiom (BocToH, CLLA), DAM (BepnuH, fepMaHus)

1 Ha Apyrux nnowagakax. Ee nepsas nepcoHanbHas BeicTaBka npowna B 2015 roay
B ranepee Transfer (Hbto-Mopk, CLLIA). KueeT u paboTaeT & Hblo-Mopke (CLLA).
www.faithholland.com

Faith Holland

Artist, curator. Born in 1985 in New City, New York, USA. Graduated

in Photography, Video, and Related Media from the School of Visual Arts

(New York, USA). Her practice focuses on gender and sexuality’s relationship

to technology. Her work has been exhibited at Elga Wimmer Gallery (New York,
USA), Axiom Gallery (Boston, USA), DAM Gallery (Berlin, Germany), and other
venues. She had her first solo show in 2015 at Transfer Gallery (New York, USA).
Lives and works in New York, USA.

www.faithholland.com

Anekcanap LWnwkun-Xokycai

XynoxHuk. Poguncs B 1969 roay B JleHnHrpage (CCCP). OkoHuYnn JIeHUHTpapckui
MHCTUTYT TeaTpa, My3blki U KuHemaTorpaduu. C 1995 rona paboTtaeT kak Tea-
TPanbHbIA XYLOXHUK; COTPYLHMYAET C UMEHUTLIMU peXuUccepamu, Cpeam KoTopbix
lOpuit bytycos, AHapeit Moryunii, Anonbed Lanupo. Kak cueHorpad v ansaiHep
KocTioMoB paboTtan B Teatpax Poccuu, Hopeeruu, Monbwu, bonrapuu, KOxHoi
Kopewu, Kntas. MHorokpaTtHbIi naypeat TeaTpanbHOM npeMun «3010Tasn Macka»
(Poccus). C 2010 ropa yyacTHUK 06beanHeHns xynoxHukos PARAZIT. C 2014 roaa
y4yacTByeT B npoekTax nabopatopun meananckycctea CYLAND. XuseT u paboTaet
B CaHkT-MeTepbypre (Poccus).

Alexander Shishkin-Hokusai

Artist. Born in 1969 in Leningrad, USSR. Graduated from the Leningrad Institute
of Theatre, Music and Cinematography. He has worked as a theatre artist since
1995; collaborates with such directors as Yury Butusov, Andrey Moguchy, Adolf
Shapiro. As a scenographer and costume designer, he has worked in the theatres
of Russia, Norway, Poland, Bulgaria, South Korea, China. A repeat winner of the

“Golden Mask” theater award (Russia). Since 2010, a member of the artists’ union

PARAZIT. Since 2014, a participant in the projects of CYLAND Media Art Lab. Lives
and works in St. Petersburg, Russia.
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Jles WrynbTparep

Tanepwucr, kypaTop. Poaunack B 1975 roay B Holo-Mopke (CLUA). B 1998 roay ot-
Kpbina 0fHy M3 NepBbIX ranepeit 8 6pykaMHCKoM Yunbamcbypre (Hbio-Mopk, CLUA).
B 2012 ropy ocHoBana areHtctBo The WYE (BepnuH, fepMaHus) Ans coTpyaHu-
YecTBa C MMOHEPaMM KpeaTUBHbIX TEXHOMOMMIA, Cpean KoTopbix Seedcamp, BOB/
Tech Crunch Europe, bepnvHckoe kuHocoobuecTso, npemus Reader, Photo Berlin,
Hardware Berlin, Made in NYC Media Center, NPR, Retune v apyrue. Kypvposana
nporpammbl ans dectuBanei «<Kubepdect» (CaHkT-MeTepbypr, Poccus), SOFA (bo-
rota, Konymbus) n Convergence (JlonaoH, BenukobputaHus). Bexamu ee kapbepbl
cTanu npoekTbl B JIuHkonbH-LeHTpe (Hblo-Mopk, CLUA), Ha dpecTtusane Coachella
(Mnano, CLLIA), B E-Halle (ba3ens, LLiBeiuapus), B Spmutaxe (CaHkT-MeTepbypr,
Poccuq) n Ha TenebawHe «BocTouHas xemuyxuray» (LWanxan, Kutan). Xuset u pa-
6oTaeT B bepnuHe (fepmaHus).

Leah Stuhltrager

Gallerist, curator. Born in 1975 in New York, USA. In 1998 Stuhltrager opened

one of the first galleries in Williamsburg, Brooklyn (New York, USA). In 2012

she founded The WYE (Berlin, Germany) to work with creative technology

pioneers including Seedcamp, BOB/Tech Crunch Europe, The Berlin Film Society,
The Reader Awards, Photo Berlin, Hardware Berlin, Made in NYC Media Center, NPR,
Retune, among others. She has curated programming for Cyfest (St. Petersburg,
Russia), SOFA (Bogota Colombia), and Convergence (London, UK). Career highlights
include projects at Lincoln Center (New York, USA), Coachella (Indio, USA), E-Halle
(Basel, Switzerland), the Hermitage Museum (St. Petersburg, Russia), and the
Oriental Pearl Tower (Shanghai, China). Lives and works in Berlin, Germany.

Amutpuii LLy6uH

My3bIKaHT-MMNPOBM3ATOP, AUPUXKEP, XYAOXHUK. Poannca 8 1963 roay B JIeHUH-
rpage (CCCP). OkoHunn dakynbteT dunonorun JIeHUHrpaAckoro rocynapCcTBEHHOro
yuusepcuteta (CCCP), dakynbTeT xnBonucu n rpadmkn MocKoBCKOro 3a04HOTO

yHuBepcuteta nckyccts (CCCP). C 1989 ropa y4acTHMK MHOTOYMCNEHHbIX BbICTa-
BOYHbIX U KOHLEPTHbIX NpoekToB B Poccuu, ABcTpuun, Anbanun, benbrum, lfepmanum,
[anuun, Utanun, Kasaxcrtaxe, Jlateuu, MNMonsblue, CLUA, DunnaHauun. CozpaTtensb 1 am-
pwxep CaHkT-lMeTepbyprckoro MMNpoBKU3aLMOHHOIO opkecTpa. Maeonor u opra-
Hu3aTop npoekToB LLkona MMNpoBKU3aLMOHHOWM My3biKK, IMNPOBMU3aLMOHHBIN XOPp,
«lpaduka 3syka». Kypatop CankT-lMeTepbyprckoro myses 3Byka. )XuseT u paboTaet
B CaHkT-MeTepbypre (Poccus).

Dmitry Shubin

Improvising musician, conductor, artist. Born in 1963 in Leningrad, USSR.
Graduated from the philology department of the Leningrad State University (USSR)
and the painting and graphics department of the Moscow Extramural University

of Arts (Russia). Since 1989, a participant of numerous exhibition and concert
projects in Russia, Austria, Albania, Belgium, Germany, Denmark, Italy, Kazakhstan,
Latvia, Poland, the USA and Finland. Founder and conductor of the St. Petersburg
Improvisers’ Orchestra. Ideologist and organizer of such projects as School of
Improvisational Music, Improvisers ‘Choir, “Graphics of Sound”. Curator at the St.
Petersburg Museum of Sound. Lives and works in St. Petersburg, Russia.
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ABTOPbl ®OTOIPAGUNA,
MPEAOCTABJIEHHbIX B KATANIOTE

T30 Anapawsunu
Moamunna benosa
Anexceit bopucos
Erop lapaHuH

HOpwit TopsHoi
AHaTonb [puH

Enena ly6aHoBa
Esrenun lypko
BukTopus UnowkuHa
MapwuHa Konpobckas
KaTtepuHa JInbeposckas
Bacunuii Jlockytos
AHppea ne Meo
Bnapumup Muxannyua
Hapbs MNpasaa

Xanko lMpurre

Mwuwa Pymu
CseTnaHa CenesHesa
MBaH CopokuH

[uma TyroH

Mapko Tymact
Knanxayc YHTeprpant
AHHa ®OpaHy

AHTOH Xnab6os

AHHa YepHeHKoBa
SMOTR.net

PHOTOGRAPHERS WHOSE WORKS
ARE PUBLISHED IN THE CATALOGUE

Teo Aladashvili
Ludmila Belova
Alexey Borisov

Egor Garanin

Yury Goryanoy
Anatole Green

Elena Gubanova
Evgeniy Gurko
Victoria Ilyushkina
Marina Koldobskaya
Katherine Liberovskaya
Vasiliy Loskutov
Andrea De Meo
Vladimir Mikhaylutsa
Darya Pravda

Heiko Prigge

Misha Roomi
NEHEREREEAWIE]
Ivan Sorokin

Dima Tuyon

Marko Toomast
Klanghaus Untergreith
Anna Frants

Anton Khlabov

Anna Chernenkova
SMOTR.net
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